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BCTYII

«Yepes icTopnyHy 6e3nepepBHiCTb OYIKYETbCA,
LLLO MUHYAA MMOBIPHICTb MaTUME NO3UTUBHUI BNANB
Ha NOTOYHY MMOBIPHICTbY.

(3 Kembpuosnccorozo kopnycy areiticexoi Mosu)

«YepKammMHCHKI YWTaHHS» 310pajy MHWTINB, HAyKOBIIB Ta IEAaro-
TiB 3 METOI0 OCMHUCIEHHS (POpPM 1 HACHIAKIB ICTOPUYHOI CTIaJKOEMHOCTI
B MY3UYHOMY Ta TeaTpaJbHOMY MUCTeNTBaX. [100a4nTH ICTOPUYHUIH IUTIX
XyAOKHBOT KYJIBTYPH KPi3b MPU3MY TBOPUYHX, OCBITHIX Ta JJOCTITHUX MPaK-
THUK BOXJIUBO HE JIMIIC JJIs MiATBEPIKCHHS 1i HACTYIHOCTI, y3arajbHeH-
HSl TBOPHYOTO AOCBIiZy YW YCBIZIOMJICHHS CBOiX BHTOKIB, aje H, Hacamrie-
pen, i TOoro, o0 Halle)KHUM YHHOM CKEpYBaTH BEKTOP CYyYaCHUX 3MiH
y npodecii. CboroaHi HOBEPHYTUCS 10 MUTAHHS MPO LIHHICTH ICTOPUYHOT
CHaJKOEMHOCTI 3HAUYUThH 320€3MEUUTH BIIEBHEHICTh Y KUTTE3JaTHOCTI My-
3MKO3HABYOI Ta T€aTPO3HABUO] CITIIBHOT, a BiATAK — B3ATH Ha ce0e Biamo-
BiZJaNIbHICTH 32 pyX y MaiiOyTHE.

Kongepenuiss cnpuumHeHa iHTepecoM 10 THX NephOpMaTHBHUX
MPAKTUK Y MUCTELTBI, 0 34aBHA TICHO B3a€EMOJIIOTH y XyAOKHBOMY IIPO-
Leci Ta BAMaraoTh MiKIUCUUIUTIHApHOTO ocMuciieHHs. L mpobnemaruka
MIPEJICTaBIISIE OCOOIMBHIA iHTEpeC NI TAKUX BHIIIB, SIK XapKiBCHKHI Ha-
nioHaneHUH yHiBepcuTeT MmuctenT imeHi I. I1. Kotnspeschkoro, ne mapa-
nenbsHO HaOyBaroTh (paxoBy OCBITY My3HKaHTH Ta aifdi cuieHu. [loeqHanns
aBTOHOMHUX JI0 peopranizairii 3aknaniB — Koncepsaropii ta TearpamsHOTO
IHCTUTYTY — BifgOyiocs Ha modarky 1960-x pokiB, KOJHM CBIT IEpETHHAB
TUCIITIIIHAPHI KOPIOHM, 100 ampoOyBaTh HOBiI (opmu B3aeMomii Muc-
TETB, HOBI OCBITHI MapagurMu, BUHTH Ha HOBHUH PIBEHb CHCTEMHOTO
MUCIICHHSI.

Cepen mepmMx, XTO HABOAMB MOCTH MK MHCTCIBKHUMHU Tay-
35IMM Y HOBOCTBOpeHOMY Buii, OyB Poman OrekciiioBuu Yepkarimx
(1906-1993). Ha Toii wac BiH — sICKpaBHIl XapakTepHHUH akTop i Taia-
HOBHUTHI pexxucep, onuH 3 y4HiB Benukoro Jlecs KypOaca — Buknanmas
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TeXHIKy CLEHIYHOTO MOBICHHS, MHCAB MiAPY4YHHKH, cTarti. Moro Ha-
YKOBO-TIEAAroTigHUN JO0po0OK cTaB (YHIAMEHTOM XapKiBCHKOi IITKOJH
XYIIO)KHBOTO YHTAHHS, IO yBiOpana cllaBeTHI TpaduIilii KypOaciBCHKOTO
«bepezonssy. CyMiKHMA My3HWYHO-TEOpPETHYHHH (ax obpaia foro mo-
yka — Mapuna YepkammuHa-I'ybaperko. Brim, ii TBopua OGiorpadist sk
MY3HKO3HABIISI, KPUTUKA, KypHAJICTA, MTOETa PO3rOPTAETHCS TiJl 3HAKOM
Tearpy. SIk My3uKaHT-IOCHiAHUK, MapuHa Uepkamuinaa 3ocepenuiacs Ha
orepHil icropii. Ha cropinkax ii 4nciieHHHX pO3BiJIOK BiKPHBAIOTHCS 3a-
OyTi ckapOu omepHoi cnaamuuu Jx. Poccini i ®. IllyGepra, oxuBaroTh
Mmigpiuni nepconaxi I. ®. [engens, HOBUMH CEHCaMH HAIllOBHIOIOTHCS
yarobneHi cropinku k. Bepai i C. Ilpokod’esa, I'. Bepniosa, P. Baruepa,
P. lltpayca, A.Bepra. OcobnuBy yBary IOCTITHHII HpPUBEPTAE OIEp-
Ha npaktuka XX—XXI cronite. Mapuna YepkammHa TakoX BizoMa sK
NpPakTHK TeaTpajbHOl cipaBH: i J1i0peTo i ONepHUX BUCTaB 3100yIH
My3H4YHE BTiNEeHHsS y TBopuocTi Biramis I'yOapenka. SIk ekcnepT MiHa-
ponHoro piBHA, MapuHa UepkammHa BifBiAgye omepHi ¢ectuBami, oepe
y4acTh y Ipec-KOH(EPEeHIisIX 1 TUCKYCisIX, Ie HE3MIHHO MPOSIBISETHCS il
CTypOOBaHICTh A0JIEI0 YKpaiHChKOro MucTenTBa. Mapuna YepkaminHa, sk
i cBoro yacy Poman OnekciiioBuY, CTBOPHIIA CBOIO LIKOJY — IIKOIY iCTO-
pUYHOrO My3uKo3HaBcTBa. CHOTO/HI ii BUCOKHI aBTOPHUTET € Oe33arepe-
YHUM He TUTBKU B XapkoBi, Kuesi, ane ¥ B yciit Ykpaini Ta 3a 11 MexxaMu.

PoauHHa criaako€MHICTS, 110 MOABIHO PE30HYE B My3UYHOMY Ta Te-
aTpalbHOMY CEPEIOBHII, Ma€ CUMBOJIIYHE 3HAUCHHS. 3HAKOBE MPI3BUIIC
UepKalImHAX MOB’SI3y€ MDKIUCIUILIIHAPHY MPAKTHKY 3 TOTOYHUMHU TEO-
PETUYHHUMU 1 ICTOPUYHUMHU KOHTEKCTaMH, CIIPUSIE BiABEPTid PO3MOBI PO
CHOTOJHIIITHE MHCTEITBO, HAYKYy Ta MHUCTEIbKEe HaBYaHHSI, 331a€ TOH JIJIs
HAyKOBOTO JIiaJIOTy, JIe HEMA€ MiCTa CIEKYJISIisM «O0e3yMOBHUMH ICTHHA-
MUY 1 BHYTPIIIHIH TOPOKHEYI.

VY TakoMmy pakypci MO Ha iICTOPUYHY CIAaJKOEMHICTD Y MOJIi Mpo-
(eciiiHuX iHTEpeciB MHCTENTBO3HABCTBA HE HACAIDKYE ifei MOBTOPIO-
BaHOCTI ab0 1HEPLIMHOCTI y TpaKTyBaHHI iICTOPUYHOTO mepediry, He Ha-
TOJIOLIYE CXOXICTh MOKOJIiHb, IO €IHAIOTH POAOBI O3HAKU, HE PEaHIMye
igeHTH]iKaLiiHI MOJEINi «iCTOPUYHOT MaM’sITi», a BUPI3HIE TUHAMIYHUI
MOCTYTI 4acy, aKLIEHTY€E YHIKaJIbHICTh TENEPIIIHLOIO MOMEHTY B iCTOPII.

CromiBaeMoCh, 110 3yCTpid BiAHOBUTH aTMOC(Epy TOCTHHHOTO JOMY
UepKalmHuX, A€ «Iicis KOOKHOTO IepervisiLy UM IpeM’ epH 30Upancs ak-
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TOPH, PEXKHCEPH, IPY3i — BiAOyBamcs CIMEWHI TUCKYCii, CIeKTakii 00To-
BOPIOBAIUCS JI0 HAWMEHIIMX MOAPOOHIIb...» HEOIMIHHO 3BydYana My3uKa
1 TaHyBAaJIO TSHKIHHS 70 3HAHb.

Haranis Onerina ['oBopyxiHa,

pexTop XapKiBChbKOTO HAI[IOHAILHOTO YHIBEPCUTETY MHUCTELITB
imeni 1. T1. KonmsipeBebkoro,

npodecop, 3aCy)KEHHI iS4 MUCTEITB YKpalHH,

KaHauaaT MUCTECUTBO3HABCTBA

INTRODUCTION

“Because of historical continuity, it is expected
that the past probability will have a positive impact
on the current probability”

(from Cambridge English Corpus)

“Cherkashinsky Readings” gathered artists, scholars and teachers
aimed at cognizance of forms and consequences of historical heredity in
musical and theatrical arts. Being able to see historical path of artistic culture
through prism of creative, educational and research practices is important
not only to prove its continuity, generalization of creative experience or
understanding of our own sources, but primarily in order to govern vector
of modern changes in our profession in the most effective way. To return
to the problem of historical heredity today means to provide certainty,
assurance in liability of musicological and theatrical communities, thus, to
become responsible for the future.

This conference is caused by the interest to performative practices in
art, which have a long history of interaction and call for interdisciplinary
cognizance. This problem is of special interest for such higher education
establishments as Kharkiv I. P. Kotlyarevsky National University of
Arts, where musicians, actors and directors obtain higher education. Two
hitherto autonomous establishments, Conservatory and Theatre Institute,
were joined in the beginning of 1960s, where the world was crossing
disciplinary boundaries in order to try new forms of interaction of arts,
new educational paradigms, to reach a new level of system thinking.

13



Roman Oleksiyovych Cherkashin (1906-1993) was among first
people who began bridging together two artistic branches in a newly
founded establishment. At that time, he was a prominent character actor and
a gifted director, a student of a legendary Les Kurbas; he taught technique
of scenic speech, wrote textbooks, articles. His research and pedagogical
outcome serves as a fundament of Kharkiv school of artistic reading,
which incorporated famous traditions of Kurbas’s “Berezil”. His daughter,
Maryna Cherkashina-Hubarenko, chose rather similar profession,
musically-theatrical. But her biography as a musicologist, critic, journalist
and poet unfolds under immense influence of theatre. As a musicologist,
Maryna Cherkashina-Hubarenko concentrates her attention on history
of opera. Her research opens forgotten treasures of opera heritage by
such great composers as G. Rossini and F. Schubert, it fills well-known
passages by G. Verdi and S. Prokofiev, H. Berlioz, R. Wagner, R. Strauss
and A. Berg with a new meaning. Special interest of this researcher lies
in opera practice of XX—XXI centuries. Maryna Cherkashina-Hubarenko
is also known as a practician of theatre since she wrote highly acclaimed
libretti for Vitaliy Hubarenko’s operas. As an expert of international level,
Maryna Cherkashina-Hubarenko visits opera festivals, participates in
press-conferences and discussions, where she always shows that problems
of Ukrainian art are relevant for her. Maryna Cherkashina-Hubarenko, as
Roman Oleksiyovych Cherkashin some time ago, created her own school —
school of historical musicology. Nowadays her authority is undisputed not
only in Kharkiv and Kyiv, but also in Ukraine and abroad.

Familiar heredity, resonating both in musical and theatrical
environments, has a symbolical meaning. The name of Cherkashins
connects interdisciplinary practice to current theoretical and historical
contexts, contributes to open discussion on modern art, research and artistic
education, sets the tone for a scholarly dialogue where no place is left to
speculations on “unconditional truth” or inner emptiness.

From this standpoint the view on historical heredity in the musicology
does not enforce idea of repetitiveness or inertia in understanding of
historical process, does not accentuate similarity between generations
joined by genesis, does not revitalize models of identification of “historical
memory”, but draws attention to a dynamical flow of time, accentuates
uniqueness of the present moment in history.

14



We hope that this meeting will reconstruct the atmosphere of hospitable
house of Cherkashins, where “after each spectacle or premiere actors,
directors and friends would gather, warm familiar discussions would
happen, ... spectacles would be discussed thoroughly...”, the music would
sound and a desire to cognizance would govern.

Govorukhina Nataliya,

Rector of Kharkiv I. P. Kotlyarevsky National University of Arts,
PhD in Arts Studies, full professor,

Honored Art Worker of Ukraine
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VKPATHCBKA OIIEPHA KYJIBTYPA

KirouoBi ciioBa: onepa; onepui komnosumopu,; onepui meampu.

[Ilobu yxpaiHCcbka HalliOHaJIbHA KYJIbTypa YiTKO (YHKIIOHYBaja
1 BUKOHYBaJla CBOT Ba)XJIUBI CYCHIIIBHO-1JICOJIOTI4HI 1 BUXOBHI (yHKIIIT,
y TPOMAJICHKIH IyMIIi 1 y BCiX, MPUUETHHUX O i€l ramy3i y4acHHUKIB, 1O-
BUHHI iCHYBaTH 4iTKi ysBJIE€HHS mpo ii 3100yTku Ta HaxbaHHs. Y ¢op-
MYBaHHI TaKHX ysBIE€Hb OepyTh ydacTh pi3Hi cund. Lle cami TBopmi 3 ix
CTaBJICHHSM JIO TPAJMINI i BITIYTTSAM CITAIKOEMHHX 3 HEKO 3B’SI3KiB, AKi
CTaloTh (pyHIaMEHTOM X BIacHOi TBOPYOi mo3uuii. SKiio y cy4acHOro
MUTILS € BiIYYTTS BJIACHOI MPUYETHOCTI A0 CBOEI HAIIOHAJIBHOI KYIb-
TypH, TO BiH Oepe Ha cebe BiAMOBigaNbHICTH 1 3a il MunHyne. Sk npu-
KJIaZ MOXKHA 3TajIaTH IUTiAHY pOOOTY HaJl pefaryBaHHSM 1 HiATOTOBKOIO
OHOBIIEHUX Bepciii onmepHux mnaptutyp M. Jlucenka, M. JleonToBHua,
K. Crenenka, neskux iHIIMX TBOPIB HAIIOi KJIACHYHOI CHaIIIMHH,
aKy HampansoByBanu b. Jlstommucekmii, JI. PeBynpkuit, JI. Komomy®,
M. Cxopuk, 1. lllep6akoB. 1{ikaBUM HOBHM MPHKIIAIOM ITi€l BKpai Bax-
JUBOI TIpalli € OHOBJICHA MYy3WYHa IHTEpIpeTalliss HAHOUIBII MOIyIIsp-
HOTO OIIEPHOI'0 TBOPY YKpaiHChKOro penepryapy, «Haranku IlontaBkm»
I. KotnsipeBcbKoro, 37iCHEHA Cy9acHUM YKPAaiHCHKUM KOMITO3UTOPOM
O. lletuncrkuM. BiH BUBYHMB TOBroTpHBaILy iCTOPII0O MY3HYHOTO O3BY-
YeHHSI 1I'€CH, BaXXITMBOIO JIAHKOIO sKO1 Oyna Bigoma Bepcis Mukomau
Jlucenka. Ha 1ili OCHOBI BiH 1 CTBOPUB CYYaCHUH BapiaHT, y SKOMY Ipar-
HYB 00’€JIHaTH BaxJIMBI HaJ0aHHS MOTEPEIHUKIB 1 CTBOPUTH HA OCHO-
Bi 3HAHOMUX MEJO/iH iX OHOBJCHE 03100JCHHS 1 PO3MIMPUTH 3araibHy
MY3HUYHY CKIIAZIOBY TBODY.
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Jist Toro, mo6 po6oTa 1Mo Bigdopy i peAaryBaHHIO OTIEPHUX MapTHUTYP,
3THIICHAX YKPaiHCEKUMU MUTIIIMH XX — mepoi momoBuHN XX CTONIT-
Ts1 HaOyJIa peryIIPHOTO XapakTepy, TOBHHHA 3’ IBUTHCS BiIITOBiNaIbHA 3a I1e
CIIeTliaybHa IHCTUTYIIIS 3@ 3pa3KOM THX, ITI0 ICHYIOTh ChOTO/THI B IIEHTPAaX BU-
BYCHHSI, PO3TIOBCIO/DKEHHSI 1 TIpoTaralan orepHoi criammuau [. ©. ['ermens
B Himewunni ta Anmiii, onepHoi TBopuocti Poccini — B Ile3apo, Bepmi —
B [Tapmi. ¥V takux QyHaamisx 00’ €THYIOTHCS 3yCHILIS HAYKOBIIB-TEKCTOJO-
TiB, My3WYHUX PEIAKTOPIB, IPAKTHKIB ONIEPHOI CIIPaBH, BUJABHUYUX CTPYK-
TYp, Ha 110 BUAUISIOTHCS BiANOBIAHI (piHAHCOBI KOIITH. J0 MiArOTOBICHUX
TYT BHBIpEHHUX 1 OHOBJICHHUX MMApTHUTYP 3aBEPTAIOThCA TEATPH, sIKi OaXKaroTh
MOCTaBHUTH BiJIIOBITHI TBOPU Ha CBOiH clieHi. YiTko perymotoThes i Gpinan-
COBi CTOCYHKHU TeaTpiB 3 TaKMMHU (QYHIALisIMH, SKIM HaJeXaTb aBTOPCHKI
[paBa Ha MiAroTOBJICHI HOTHI 1 TEKCTOBI MaTepiaiy.

Tpoluku iHIIa CUTYaLisl CKIaaeThCs, KOJIX MOBA HJ1e PO ONEpHi TBO-
pH, HanMcaHi Bxe y Apyrid nonoBuHi XX cromittsa. BoHu, sk mpasuio,
HE BUMAararoThb MPHUCTOCYBAHHS CBOE€] MY3WYHO-TEXHOJIOTIYHOI CTOPOHHU
1 CTUIICTUYHUX OCOOIMBOCTEN JO YMOB Cy4acHOI TeaTpanbHOI MPAKTUKY.
Tomy mpu iX BTiIEHHI Ha CIIeHI NIEBHI peAaKIliiiHi MPaBKX i 3MiHU MOXYTh
BHUHHKATH BXe y npoueci GopMyBaHHS KOHKPETHOTO IOCTaHOBOYHOTO 3a-
nymy. OfHaK, ¥ 3B’ 3Ky 3 THUM, III0 TaKi TBOPH HAMUCaHi OiJIbIII Cy4acHOIO
MY3HYHOIO MOBOIO, SIKa Ma€ CBOI BIIMIHHOCTI TTOPIBHSIHO 3 TOMYJISIPHUM
KJIACHKO-POMAaHTHYHHUM PEIEPTyapoM BCiX HAIIMX YKPaiHCBKUX OHNEPHHUX
Tearpis, il 3aCBOEHHS BUMArae JIOTIOMIKHHUX 3yCHIIb 1 BiJl YYACHHUKIB TBOP-
4Oro MpOIECy, 1 B misiaadiB. bo ykpaiHCcbkwii misaay, sKiii npuiiae B Te-
arp ciyxaru oniepu B. ['ybapenka, B. bi6ika, C. Jlyasosa, B. 3youmpkoro,
HE MaB 3MOT'H [TOPIBHIOBATH IX CTHJIb Ta 00pa3Hy MOBY 3 oriepamu A. bepra,
C. IIpokod’eBa, P. LllTpayca, JI. SInaueka, b. bpitrena, TBopamu, ki ckiia-
Jaf0Th y HAIll Yac OpPTaHiuHy YacTHUHY MOCTIHHOTO perepTyapy 3axiIHo-
€BpoOMEHChKIX onepHux Tearpis. o0 mepeBipuTH ix Ha BHIIPOOyBaHHS
TearpaabHOI0 MyOJIiKOI0, TeaTpH WAYTh Ha PH3HK, i KOMIICHCAIII] 32 TaKUi
PU3UK BOHM MOBHHHI OAEPKYBaTH BiJ THX ACPKaBHHUX 1 TPOMaJChKHX
CTPYKTYP, SIKi iCHYFOTb JIJIsl TOTO, IIIOOM HECTH BiAMOBIAAIBLHICTH 32 MOCTYII
1 PO3BUTOK YKPaiHCHKOI KyJIBTYpH B LILJIOMY, 1 aKaJeMi4HOI HalliOHAJIbHOT
OTIEpHOI KyJIBTYpHU B TOMY YHCHi. Big IuX cTpyKTyp MaroTh HaAXOIUTH pe-
KOMEHJAMii TearpaM, BOHU TOBHHHI MaTH Ba)KeJNi BIUIMBY Ha HUX, a TAKOX
3ac00H 3a0X0UEHHS.
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3a JaciB paJsHCHKOI BiIaau AepxkaBa Opaya Ha cebe iHIIiaTuBy 1 Bif-
MOBIJANBHICTh 32 PO3BUTOK OINEPHOI KyIbTYpH («HamioHambHOI 3a (op-
MO0, 1 COITIaNIICTUIHOI 32 3MICTOMY, 3TAHO 3 O(IIIHHNM TapTIHHUM BU-
3HaUEHHAM THUX dYaciB). Omepum 3aMOBIBUIACA PEAaKIliHHO-3aKyIIOTHOIO
KOMICI€10, sIKa icHyBaJia ipu MiHicTepcTBi KynsTypu. Ls %k Komicis pery-
JFOBaJia CTOCYHKH aBTOPiB TBOPIB 3 TearpaMu, 00 BiJIOBiana 3a Te, mob
3aMOBJICHI HEIO TBOPH TOMAJIali Ha CleHY. JlepaBHi pajssHCHKI BUIaB-
HUIITBA, Ha YKpaiHi 1e Oy/I0 OJHE MOHOIOJIbHE BHUIABHUIITBO «My3U4Ha
VYkpainay, Taki anpoOOBaHi, pEKOMEHIOBaHI i MOCTABJICHI TBOPH JAPYKY-
BaJIM Y BUIVISJII MTepeBakHO KiaBipiB. [IpakTuku myOmikamii HOBUX omep-
HHUX NapTUTyp B Ykpaini He Oymo. 3 13 onep Birtamia ['ybapenko >xomHa
MapTUTypa HE BUJaHa, HABiTh TAKWH HOTO HAWOIIBII OMYISAPHUE TBIp, SIK
MoHoonepa «JIucTu KoxaHHs», Oyia BUIaHa y BUINIAAL KJIaBipy 30BCiM He-
3HAYHOIO KUJIBKICTIO MMPUMIPHHUKIB. A HaJ BCiMa JIepKaBHUMH TOA1 CTOSUIN
BHIII MapTiiiHI OpraH, sIKi 3a CBOIMH >KOPCTKUMH iA€0JIOTIYUHUMH KpUTE-
PisSM U peTyIroBaly Bech mpotiec. Lle BUKINKAIO 3By KEeHICTh TEMaTHIHO-
TO Jliana30Hy HAIMCAHUX YKPaiHCHKUMHU KOMITO3UTOPAMHU OTIEPHHUX TBOPIB,
HEOOXiHICTh MPUTPUMYBATHCS TIEBHUX KAHOHIB, MOB’SI3aHUX 3 BUKOHAH-
HSIM COITiaTbHOTO 3aMOBJICHHS, ICHYBaJIH ¥ JIesKi 1HII TBOPYi OOMEKEHHS.
OpnnHak, HE MOYKHA CKa3aTH, IO BCi HAIMCaHi 3a Ie MOBrUil Yac ONEpHi
TBOPHY € HEJOCKOHAIMMH Ta XyJ0XHHO HEMOBHOIIIHHMMH W TOMY HE Ma-
FOTh YKOAHHMX IIAHCIB MOBEPHYTHCS Ha OIepHi crieHu. OYeBUIHO, IO BCS
115 CIIAJIIIIHA BUMArae peBi3ii Ta yBaXXHOTO MEPeryIsiay, BU3HAYCHHS B Hill
TOTO BApPTICHOTO ¥ IIHHOTO, III0 MA€ MPaBO HA KUTTS.
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P I Tchaikovsky National Music Academy of Ukraine
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e-mail gubaresha@ukr.net
ORCID 0000-0003-4931-4652

UKRAINIAN OPERA CULTURE
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Ukrainian national culture will be able to perform its important
socio-ideological and educational functions, if public opinion and all
participants involved in this field, have clear ideas about its achievements.
Different forces take part in the formation of such ideas. These are the
creators themselves with their attitude to tradition. The foundation of
their own creative position becomes a sense of hereditary ties with it.
If a contemporary artist has a sense of his own involvement in his national
culture, then he takes responsibility for its past. As an example we can
mention the fruitful work on editing and preparation of updated versions
of opera scores by M. Lysenko, M. Leontovych, K. Stetsenko, some other
works of our classical heritage, which were created by B. Lyatoshynsky,
L. Revutsky, L. Kolodub, M. Skoryk, I. Shcherbakov. The updated musical
interpretation of the most popular opera work in the Ukrainian repertoire,
“Natalka Poltavka” by 1. Kotlyarevsky, prepared by the modern Ukrainian
composer O. Shchetynsky, became an interesting new example of this
extremely important work. He studied the long history of the musical
sound of the play, an important part of which was the famous version of
Mykola Lysenko. On this basis, he created a modern version, in which he
sought to combine the important achievements of his predecessors and,
basing on familiar melodies, to create, their updated arrangement and
expand the overall musical component of the work.

A work on the selection and editing of opera scores left by Ukrainian
artists of the XIX — first half of the XX century will be able to become
regular when we have a special institution responsible for it. Examples of
such institutions exist today in many countries, for instance, the centers
of study, dissemination and promotion of Handel’s opera heritage in
Germany and England, Rossini’s opera in Pesaro, Verdi’s operas — in
Parma. Such foundations unite the efforts of textologists, music editors,
opera practitioners, and publishing structures, for which appropriate
financial resources are allocated. Theaters that wish to stage appropriate
works on their stage turn to the verified and updated scores prepared here.
The financial relations of theaters with such foundations, which own the
copyrights to the prepared musical and textual materials, are also clearly
regulated.

The situation is a bit different when it comes to operas written in
the second half of the twentieth century. As a rule, they do not require
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adaptation of their musical-technologicalcharacter and stylistic features
to the conditions of modern theatrical practice. Therefore, when they are
embodied on the stage, certain editorial changes and changes may occur
in the process of forming a specific production plan. However, due to the
fact that such works are written in a more modern musical language, which
differs from the popular classical-romantic repertoire of all our Ukrainian
opera houses, its assimilation requires auxiliary efforts from both
participants in the creative process and from the audience. The Ukrainian
spectator, who will come to the theater to listen to operas by V. Hubarenko
and V. Bibik, S. Lunyov, V. Zubytsky, could not compare their style and
figurative language with the operas of A. Berg, S. Prokofiev, R. Strauss,
L. Yanachek, B. Britten, works that are now an organic part permanent
repertoire of Western European opera houses. To test them for theatrical
audiences, theaters take risks, and they must receive compensation for
such risks from those state and public structures that exist to be responsible
for the progress and development of Ukrainian culture in general and
academic national opera culture. From these structures should come
recommendations to theaters, they should have leverage over them, as well
as means of encouragement.

During the Soviet era, the state took the initiative and responsibility
for the development of opera culture (“national in form and socialist in
content,” according to the official party form of the time). The operas were
commissioned by an editorial and procurement commission that existed
under the Ministry of Culture. The same commission regulated the relations
of'the authors of works with theaters, because it was responsible for ensuring
that the works ordered by it appeared on the stage. State Soviet publishing
houses, in Ukraine it was one monopoly publishing house “Muzychna
Ukraiina” [Musical Ukraine], such tested, recommended and delivered
works were printed mainly in the form of claviers. There was no practice of
publishing new opera scores in Ukraine. Of Vitaliy Hubarenko’s 13 operas,
not a single score has been published, even his most popular work, such
as the monoopera «Letters of Love», has been published as a piano in
a very small number of copies. And above all the State institutions stood
the highest party bodies, which according to their strict ideological criteria
regulated the whole process. This caused narrowing of the thematic range
of operas written by Ukrainian composers, the need to adhere to certain
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canons related to the implementation of the social order, and some other
shortcomings. However, it cannot be said that all operas written during this
long time are imperfect and artistically defective, so they have no chance
to return to the opera stage. Obviously, all this legacy requires revision,
determination of the valuable that has the right to life.

Camoiinenko Onexcanopa leaniena
O00KMOPKA MUCTEYMBOZHABCMEA, NPOPecopKad, NPOPEeKMopKa
3 Hayko6oi pobomu O0ecbkoi HayioHAILHOT MY3UYHOT akademil
imeni A. B. Heorcoanoeoi, (Odeca, Ykpaina)
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MY3HUKO3HABYA CIIUIBHOTA SIK OPTAHI3AIIMHUI UAHHUK
CYYACHOI'O I'YMAHITAPHOTI'O CEPEJJOBHUIIIA

KurouoBi cioBa: coyianvue npusnauenus my3uKosHagcmea, 2ymami-
MUPUCIMUKA, CMUCTIOBULL 00CBIO KYIbMYPU.

1. V cyuacHOMy CBITi ryMaHiTapHe 3HaHHS y BCiX Horo Qopmax,
BKJIIOYAIOYM HAyKOBY, IOTpAIlisie 10 HOBOI KOMYHIKaTWBHOI CHTyauii Ta
ITOBUHHO CYTTE€BO 3MIHIOBAaTH CBOi coOIliayibHi (yHKIii. 3 MO3UIlI eHak-
TUBI3MY, )KUTTS Ta Mi3HAHHS YTBOPIOIOTh HEPO3IUIBbHY ILTICHICTh, TOMY
1 BHHHMKAE TiCHA BiAMOBIIHICTh MK TPOIIECaMH, IO BiAOYBAIOTHCS y CBI-
JIOMOCTI Ta Y HaBKOJHIIHIA TIMCHOCTi, IPUIOMY TOJIOBHUM aKTHBATOPOM
BHCTYTIA€ CaMe CBIJOMICTh, ¥ TOMY 4YHCHi V ii KOJEKTUBHHUX (popmax Ta
MPOEKITiAX. Y KOHTEKCTI OHOBICHOTO (DEHOMEHOJIOTIYHOTO BYEHHS 3Mi-
HIOETHCS VSBJICHHS MPO MPOQECiiiHi IKOCTI Ta COIIaIbHE MPU3HAYCHHS
MY3UKO3HABCTBa K OJHIET 3 MPOBIJHUX MHUCTEITBO3HABUMX JAMCIHUILTIH,
110 0e3nmocepeIHbO MEXKYE 31 CMUCIIOBUM JIOCBIJIOM KYJIBTYpH, 3adikcoBa-
HHUM CyKYITHICTIO apTedakTiB. BuHNKae morpeba akTHBallii 3cepeJHH, BiJ
YABJICHHS TIPO TPaHUIII Ta IPSMYBaHHS My3UKO3HABUOI AiSTILHOCTI, Bpaxo-
BYIOUM MUCIJICHY AisUIBHICTH Ta COPUHMAIOUH i1 SIK aKTHBATOp COLiajbHOT
niicHocTi. 3 11boro OOKY aKTyali3yeThesl (POPMYBAHHS «MajHMX» IHCTHTY-
LiOHANBHUX AiSUTbHICHUX (HOPM, SIKi MArOTh OibLTY MOOINIBHICTb, OTIEpai-

21



OHANIBHICTH Ta (PYHKIIOHAIBHY IHTEHCHBHICTH, TIOPIBHSIHO 3 TPaIUIiiHA-
MU «BeTUKUMI». OHI€I0 3 TaKuX (OpM, 10 HaOyBarOTh 0COOIHMBOT 3aTpe-
OyBaHOCTI y MIBUIKO3MIHHOMY iH(MOPMAIIHHOMY CEpPEIOBHIII CydacHOTO
YKpaiHCHKOTO CYCITIIHCTBA, € My3UKO3HABYA CITUTLHOTA.

2. Craro4nu HOBUM OpraHi3aliifHAM [EHTPOM iICHYIOYOTO MOO1TBHO-
ro My3HKO3HABYOTO MPOQECiiHHOrO cepe/oBUIla, JaHa CIIbHOTA CIIPH-
si€ 30epeKeHHIO, YKPIIJICHHIO, BOJHOYAC CYTTEBOMY PO3MIMPEHHIO HOTO
aKaJieMiYHUX MEX, y BIAMOBIIHOCTI JIO MPOIECIB aKkajaeMisallii — jaeaka-
Jlemizalii, o BiaOyBalOThes y TyMaHiTapHii KyabTypi y misomy. Ii crei-
aJBHUM KOTHITMBHUM 3aBJIaHHSM TaKOXK CTA€ IHTErpallis Pi3HUX ramxy3en
TYMaHiTapHOTO 3HaHHS (Ta Pi3HUX PIBHIB [LOTO 3HAHHS) Y PYyCIIi Mi3HAHHS
JEOJIMHU SIK (BLI0- Ta OHTOTEHETHYHOTO ()eHOMEHa, TOOTO K iCTOPUYHOT
Ta IHIUBIAYaTbHOI ICTOTU 3 KAHOHIYHMMH HACTAaHOBAMHU Ta OCOOUCTICHU-
MU pacamy. 3 1aHOi IO3ULi1 OCHOBHOIO METOIO AiSTIBHOCTI MY3HKO3HABYOT
CHIIBHOTH € 3a7J0BOJICHHS, 3aXUCT Ta PO3BUTOK MpPOQeCciiiHuX, TBOPUHX,
KyJIBTYPHHUX, JyXOBHHUX, COLIiaJIbHUX Ta 1HIIMX CHIJIBHUX MOTPeO Ta mpar-
HEHb 11 WIeHiB Ta iHINX 0Ci0, 3aTBEpAKEHHS HOBOTO CTaTyCy My3UKO3HAB-
4oi JisSUTBHOCTI, HOBOTO Jlialla30Hy peaizallii My3uKo3HaB4uoi nmpodecii.

3. Ha 3arampHO comiankHOMY PiBHI Ta y KOMyHIKAaTHBHOMY HaITpsi-
Mi IIe O3Ha4Ya€ TaKOXK BHUSABJIEHHS IMIUPOKOI TYMaHITApHOI CIIPSIMOBAHOCTI
MY3HKO3HABUYMX HAyKOBO-IOCIITHUX Ta OCBITHBRO-IPOCBITHUIIEKUX (HOPM,
PO3BHUTOK HOBHUX IHIIIaTHB y B3a€EMOPO3YMiHHI Ta CITIBPOOITHHIITBI Ty-
MaHiTapiiB Ta KyIbTYpHHUX CIIIBHOT YKpaiHM Ta iHIIKX Kpain €Bpomnu Ta
CBIiTY. BHOCKOHaNeHHS CIIIBHOI TEOPETUYHOI KOTHITHBHOI Ipalli Ta Mpak-
TUYHOI XyIOKHBO-€CTETHYHOI TBOPYOCTI CIPHUHMAETHCS SIK THCTPYMEHT
CTBOPEHHSI €IMHOTO [7100aJT1i30BaHOT0 I'YMaHITapHOTO MPOCTOPY MYy3UYHO-
MUCTEIBKOT T2 My3UKO3HABYO-HAYKOBOI JisUTBHOCTI, 3]aTHOTO BUCTYIATH
TBOPUYO-CMHCJIOBOIO OCHOBOIO JIFOACHKOI KYJIBTYPH — MiICHIIIOBAaTH MO3H-
TUBHI MOTHBAIlii MiX JIFOJCHKOI KOMYHIKAIlil, camopeatizamii Joachkol
0COOHUCTOCTI.

4. Bigrak cepeg HOBHMX OpraHizalmiiiHMX (YHKLIi My3MKO3HABUOL
CHIIFHOTH BapTO HATOJIOCUTH HACTYIIHI:

e CIPUSHHS NEPETBOPECHHIO MY3MKO3HABYOT MpodeciitHOT MisuIbHOC-
Ti Ha JyXOBHO-OPIEHTOBaHY MPOCBITHUIIEKO-BUXOBHY c(epy,

e CIpHUSHHS CBITOBOMY BW3HAHHIO YKPaiHCBKOTO MY3WKO3HABCTBa
Ta MY3WYHOTO MHCTELTBA, 3pOCTaHHIO MIKHAPOJHOTO aBTOPHUTETY Halli-
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OHAIIFHOI TyMaHITapHOI CUCTEMH 3HaHb, PO3POOIIi Ta peaizallii mporpam
KyJIBTYPHOTO Ta TBOPYOTO PO3BUTKY Ha PETIOHAIHLHOMY, NEPKAaBHOMY Ta
MIDKHapOTHOMY PiBHi;

e TIOTIMOJIEHHS CMUCJIOBHX 1HTEPECIB KOJIEKTUBHOT KYJIETYPHO-MFC-
TENBKOI CBIIOMOCTi, IHTETpaIlisl ICTOPHYHOTO 3HAHHA TIPO MYy3UUHE
MHCTEITBO Ta CYYaCHUX aKTyallbHUX MOTPEO My3UYHOTO JIisSTHHS;

e (opMyBaHHS HAyKOBO-TCOPETHYHHX Ta TBOPUO-TIPAKTHYHUX
OCEpelIKiB BHBYCHHS Ta PO3MOBCIOUKEHHS HAI[IOHAIBHOTO MY3HYHOTO
MUCTELTBA, YKPAIHCHKOI My3UYHOI HAYKH, MY3U4HOI KyJIbTYpH;

e TIOMIMPEHHS iJiel CHUIBHOTH Y CYCHUIBHIM CBIIOMOCTI HUISXOM
NPOBEJICHHS ceMiHapiB, KOH(pEepeHIIii, MaiicTep-Ki1aciB, 301l iCHEHHS My3H-
KO3HABYMX MPOEKTIB Ta IHIIMX KYJIBTYPHHUX 3aXO/iB 32 y4acTIO MPOBiTHUX
MY3HMKO3HaBIIB YKpaiHU Ta 3apyOiKKsi;

e (opMyBaHHA Ta BUKOPHUCTAHHS BIAaCHUX iHPOPMAIiHUX pecyp-
ciB, 30kpeMa 30upaHHs, 00poOKa, HAKOMIMYEHHs, 30epiraHHsi, PO3MNOBCIO-
JOKCHHS Ta HaJlaHHS BCIM 3alliKaBJICHHM 0C00aM TEKCTOBOI iH(pOopMaIlii;

e 3aCHYBaHHS HAayKOBO-JOCHIJHUX Ta IyONIIMCTUYHUX TEPIOIUY-
HHUX BUJaHb, 301MCHEHHSI BUAABHUYOI AISJIBHOCTI, BIAIIOBIAHO 4O YNHHOIO
3aKOHO/IaBCTBA YKpaiHU;

e BHJAHHS CyMICHUX YKpPaiHCBKHX Ta MIKHapOAHUX MOHOrpadii 3a
TEMaTHUKOIO MPOBITHUX MPOOIIEM CydacHOI My3UKO3HABYOI HAyKH;

e BXO/DKEHHS JI0 BUJIABHUYMX 0a3 HALIOHAIBHUX Ta MiXHAPOIHHUX
HayKOBHX TEPIOMMYHUAX BUIAHb, i3 3AIYYEHHSAM J0 MDKHAPOTHUX HAYKO
METpHYHUX 0a3;

e HAJAHHSI CITOHCOPCHKOI Ta OJaroaifHO1 TOTIOMOTH BiJl OpTaHi3aIlii
Ta MPUBATHHUX OCi0, K Ha TepUTOpii YKpaiHu, Tak U 3a ii MexaMu;

e 3AJyYEHHS [0 BUPIMICHHS MPOOIIeM PO3BUTKY My3WKO3HABYOI Ha-
VKA MDKHApPOAHUX Ta YKPATHCHKUX 1HCTHTYIIIN, HAyKOBO-IOCIiTHUITBKAX
IIEHTPIB, OKPEMHUX BUCHUX 1 CITCITIAJIICTIB.
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MUSICOLOGICAL COMMUNITY AS AN ORGANIZATIONAL
FACTOR IN THE MODERN HUMANITARIAN ENVIRONMENT
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1. In the modern world, humanitarian knowledge in all its forms,
including scientific knowledge, enters into a new communicative situation
and must significantly change its social functions. From the standpoint
of enactivism, life and cognition form an inseparable integrity. That is
why there is a close correspondence between the processes occurring in
consciousness and in the surrounding reality, with consciousness acting as
the main activator, also in its collective forms and projections. In the context
of renewed phenomenological doctrine, the perception of professional
qualities and social purpose of musicology as one of the leading disciplines
of art, which directly borders on the semantic experience of culture, fixed
by the totality of artifacts, is changing. There is a need to activate from
within, from the idea of boundaries and the direction of musicological
activity, taking into account the thinking activity and perceiving it as an
activator of social reality. From this viewpoint, the development of “small”
institutional activity forms that have greater mobility, operational capacity
and functional intensity in comparison to the traditional “large” ones is
relevant. One such form of particular demand in the rapidly changing
information environment of modern Ukrainian society is the musicological
community.

2. Having become a new organizational center of the existing mobile
musicological professional environment, this community contributes to the
preservation, consolidation, and at the same time substantial expansion of'its
academic boundaries, in accordance with the processes of academization —
deacademization which takeplace in the humanitarian culture as a whole.
Its special cognitive task is also integration of different branches of
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humanitarian knowledge (and different levels of this knowledge) along the
lines of human cognition as a philo- and ontogenetic phenomenon, that is,
as a historical and individual being with canonical attitudes and personal
races. From this point of view, the main purpose of the musicological
community is to satisfy, protect and develop the professional, creative,
cultural, spiritual, social and other common needs and aspirations of
its members and others, to approve the new status of the musicological
profession, a new range of the musicological profession.

3. At the general social and communicative level, this also
means identifying the broad humanitarian orientation of musicological
research and educational forms, developing new initiatives in the mutual
understanding and cooperation of the humanities and cultural communities
of Ukraine and other countries in Europe and the world. Improvement of
compatible theoretical cognitive work and practical artistic and aesthetic
creativity is perceived as an instrument of creating a single globalized
humanitarian space of music and art, musicology and science activities,
capable of serving as a creative and semantic basis of human culture —
to enhance positive motivation of human communication and to stimulate
personality motivation.

4. Therefore, among new organizational functions of the
musicological community, the following should be emphasized:

e promoting transformation of musicological professional activity
into a spiritually oriented educational sphere,

e promoting the worldwide recognition of Ukrainian musicology
and music arts, increasing the international prestige of the national
humanitarian knowledge system, developing and implementing cultural
and creative development programs at regional, national and international
levels;

e deepening of the semantic interests of the collective cultural and
artistic consciousness, integration of historical knowledge about musical
art and contemporary actual needs of musical activity;

o formation of scientific and theoretical, creative and practical
centers of study and dissemination of national musical art, Ukrainian
musical science, musical culture;

¢ disseminating ideas of the community in the public consciousness
through seminars, conferences, workshops, conducting music studies
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projects and other cultural events with the participation of leading
musicologists of Ukraine and abroad,;

o the formation and use of their own information resources, including
collection, processing, accumulation, storage, dissemination and provision
of textual information to all interested persons;

e cstablishment of research and non-fiction periodicals, publishing
activities in accordance with the current legislation of Ukraine;

e publication of compatible Ukrainian and international monographs
on the topic of leading issues in modern musicology;

e entry into publishing bases of national and international scientific
periodicals, with involvement in international scientometric bases;

e providing sponsorship and charitable assistance from organizations
and individuals, both within the territory of Ukraine and abroad;

e involvement of international and Ukrainian institutions, research
centers, individual scientists and specialists in solving the problems of
development of musicological science.

Edumenko Aoenina I'eniena
O0OKMOPKA MUCMEYMBO3HABCMEA, Npogecopka Kagheopu icmopii My3uKu
JIvsiscokoi Hayionanvroi my3uunoi akaoemii imeni M. B. Jlucenka,
npogecopxa, 3a6idysauxa Kageopu Mucmeymseo3Ha8cmed
Yxpaincorozo Binvroeo ynisepcumemy, (Jlogie—Mrwouxen, Yxpaina—Himeuuuna)
e-mail: adelinall @yandex.ru
ORCID 0000-0002-4278-5016

MY3UYHUN KPUTHUK: «IOKJIAKAHU TOBOPUTH ITPABTY ?»

Ku04oBi cj1oBa: mysuynuti Kpumux, XyO00dCHUK, cnienpays, c60600a
cno6a; PiHancosi yeoou, iHpopmayiinull MeyeHam.

Hogi crparerii BeneHHs JUCKYCiii i 00roBOpeHHs KOH(IIKTHUX CUTY-
aiiii Ha cTopiHKax (PelcOyKy CIIOHYKAaIOTh HAyKOBIIB CIOCTEpIraTH Hal
MOCTATSIMU MUCTIIIB i METOJJAMH, SIKi BOHH 3aCTOCOBYIOTh y CBOIi TBOpUiii
TiABHOCTI il KyTOM 30py rncuxoananisy. [Iporutyro Buciis K. I. Onra:
«KOJICEH mucmeysb 00MedNceHUll THpAHMUTLHO-A8MOEPOMULHOI0 0COOUC-
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micmio. Ane me, Wwo cmMoCyEMbCsi MUCTYSL IK 0COOUCMOCTI, He PO3NO6CIO-
024CYEMBCSL HA HbO20 AK Ha meopysy. Konu TBOpUuil pe3yabTaT He OCITae
OYiKyBaHOTO PiBHS, MUCTEIb MYCHUTEL BMITH IITHATHCS HAX «iHQaHTHIII3-
MOM CaMO3aKOXaHOTO y BIIacHy TBOp4icTh Ero»!.

HerarusHa peakiiisi KepiBHUKIB IIPOEKTY Ha MOE €Ce TIPO HESIKICHY IT0-
CTaHOBKY «Aimm» B JIfokcopi CrIOHyKaxa MeHe BiJIKPUTO BUCTYIHTH TIPOTH
MOPYILIEHHS 3aKOHY TIPO CBOOO/Y CJIOBA Ta apryMEHTOBAHO 3aXUCTUTH TIpa-
BO MY3WYHHUX KPHUTHKIB, 3aBIaHHS AKOi HE OOMEXYEThCS OI[IHKOIO TBOPYOI
NPOAYKIIii, BUHECEHOT Ha MyOIiKy y BUIISIII «HamiBhaOpukary», a i oIliH-
KOO PEIUIMBIB IMOBEIIHKK MHCTIIIB, SIK1 3IaTHI YyJI0BO i OIIEPaTUBHO pea-
T'YBaTH Ha CTPECOBI YMOBH 3a]yIs 3[1iICHEHHSI TIPOEKTIB, ajie HE BOJIOIIIOTh
€JIEMEHTAPHUM BMiHHAM TOJIEPAHTHO CTABUTHCS /10 aJIbTEPHATUBHOT JYMKH.

TekcT mpo KoomepauilHHN YKpaiHCHKO-€THMETCHKUH MHCTEIBKHHA
npoekT «Aina B JIrokcopi» cTaB peduiekciero KOHIIKTHOT aTMocepu, 1m0
MaHyBaJla Cepesl PSAOBUX HOrO YYaCHHUKIB 1 KEPIBHUKIB (MEHEIKEPIB, pe-
XKHCEpIB, apTHCTIB XOpy 1 opkecTpy). KoxkHa MucTenbka NpoayKuis — 1e
KOJICKTUBHA TBOPYICTB, y AKIH TyMKHU «3HU3Y» 1 «3BEPXY» HE 3aBXKAHU CIIiB-
naznaoTh. Jeski iMeHa, He3pyuHi JeTalli peaizalii MPOEKTY g BHUITy4YHIa
3 TEKCTYy MiJ THCKOM 3 OOKY KEpiBHUII 1 TOJIOBHOI AUPUICHTKU IPOEKTY
Oxcann JluniB. Ane He Bci. KoHIENIifo CBOTO TEKCTY 3 KPUTHYHOTO Ha
CXBAJILHUH 1 3MIHUTH BiAMOBUIACH.

OmvH 13 3ampoIOHOBAaHUX HAMPSIMIB  TUCKYCii  XapKiBCHKOTO
Memopanmgymy «IIpaBoBi aciekTH peaizallii XyIoxKHiX IPOEKTIBY, Y SKOMY
st Opayia yJacTb TI03aMHHYJIOTO POKY, iHIIIFOBaB MEHE TTOMLTUTHCS 0COOMC-
THM JIOCBIZIOM 1 0OMipKyBaTH OKpeMi ITOJI0KEHHS 3aKOHY TPO CBOOOITY CII0-
Ba 3 KOHKPETHUM yPaxyBaHHSM CHENU(IKH AisUTbHOCTI My3UYHUX KPUTHKIB
1 BU3HAYMTH NTPOoQeciiHni eTHKEeT KOMYHIKAIliT Mi>K My3UIHHUMH KPHTHKAMH
i MUTISIME. B 00rpyHTYBaHHS CBO€T MO3MLIIT 3yNIMHIOCS HA IBOX ITyHKTaX.

1) IlpakTuuHuit OCBiA. 3alPOIICHHS IS y4acTi y MIXKHAPOJIHOMY
mpoekTi «Aina B JItokcopi» oronomieHe apT-KepiBHUKOM MPOEKTY — TOJI0-
BHUM pexucepoM Muxaiom IlITypMoM 3 yMOBOIO BiJIIKOAYBaHHS KO-
WITiB — He MiATBepAuiocs OQiUifHUM MigNUCAaHHSIM KOHTPaKTy, IpoTe

I «Aimay y Jlrokcopi. [Icuxonoriuni cTynii My3WIHOTO KPUTHKA HABKOJO iHTEpHAIio-
HaspHOI TocTanoBKH onepn [Ix. Bepai «Aina» y JTrokcopi (Xarmencyt, €rumnert, 2019 pik)
«36pyw», [ara qoctymy: 11.11.2019. URL: https://zbruc.eu/node/93471
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MOTHBAIliSI B3ATH y4acTh y MPOEKTI mepemoria. JJOMOBIEHOCTI 3 yKpaiH-
CHKMMM MUCTILISIMH 1II€ HIKOJIM He MiJBOAWIN, TOMY ITOTOANIACS, TOBIpUB-
T Ha CJI0BO. TEKCTH 1HTEPB’IO 3 PEKUCEPOM i ece Oynmu OImyOITiKOBaHi.
OOuaBa TEKCTH i KPUTHKA TIPOEKTY, JCKBATHO CIPHUHITA PEKUCEPOM,
BUKJIMKaJa OJHAK 31 CTOPOHU apT-ITUPEKTOPKH MPOEKTY, TUPUTCHTKH-TIO-
cranoBauUIl O. JIMHIB «Cym» HaJI MOIM TEKCTOM Ha CTOpiHKax (eicOoyKy:
BUCMHKYBAHHS 13 KOHTEKCTY OKPEMHUX JIyMOK, HEraTHBHI KOMEHTapi, pH-
CKiMyBaHHSI JI0 AeTaneH, GakTHuHi 1 JpyKapCchKi MOMUIIKH — BCE Y CTHII
CaMO3BEIMYCHHS 1 CHPaBKHBOTO TICUXOJOTIUHOTO TpecuHry. delicOyyHi
J1e0aTH MPOAOBKYIOTHCS MPUBATHUMU MECEPKaMH — MATPUMKOIO 3T1THUX
3 KPUTHUKOIO KoJjer. [lapanenbHo HaaXOAWTh MOBIJOMIICHHS 3 arcHLii mpo
IIO3UB JI0 CyAy Ha MEHE BiJ CIiBa4KH, 3HATOI 3 mpoekTy. [Ticist ocodbucToi
PO3MOBH 3i CITIBaYKOIO 3’SICOBYETHCS, 1110 BOHA [TOJA€ JI0 CyAy HE Ha KPUTH-
Ka, a Ha areHuito Operadu, ska He 3aIUIaTHiIa BYUacHO ToHOpap. Lle muranHs
mi3Himre 3’sicyBanacs. CriBauka oTpuMasa CBiii TOHOpap i 3HsJa [030B 10
cyny. Ha Moe 3anmuTaHHs BiTHOCHO ITOBEPHEHHS KOIITIB i TOHOpAp, MOBi-
JOMJICHO, 1110 HEraTMBHA KPUTHKA MPOEKTY € HenpodeciiHo0, KPiM TOTO,
caM IPOEKT He BUMpasnascs ¢iHancoBo. J{o Toro xx pexucep NOBiJOMUB
po OAaHKPYTCTBO MELIEHATa IPOEKTY.

2) Teopernuynwmii migcymok peduekcii Ha TeMy: KM YHHOM Bif-
OyBa€eThCS CIIBIIpAIlT MHUCTIII 1 KPUTHKA, OITyOIikoBaHa Ha MOTH myOid-
Hiif cTopiHtl (eicOyKy, BUKIMKaIA IlikaBy Mpodeciiiny AMCKyCiro, IpoTe
HE BHUPIIIIIIA TPAaBOBUA KOH(ITIKT.

Jauiti — mpo Moi miACyMKH.

a) Kputuk npornonye cBiii yac Juist iHTEpB’10. Y BHUIIAJKY 3TOAN KpH-
THK IHBECTY€ BJIACHHUI Yac Ui IHTEPB 10 1 1a€ MOXKJIMBICTh MHUCTIIIO BH-
KJIACTH 1HAMBIyaJbHI MODIAIH, i7e], (hakTH HaBKOJIO Npomnykiii. ['onuHu
CIIyXaHHSI KpUTHKOM PO3MOBHM MHOXAThCS Ha JIHI 1 HOUi poOOTH HaJ Po3-
mr(pOBYBaHHAM PO3MOBH 3 IUKTOQOHY. SIK MpaBWiIO, 3 TaKMX PO3MOB
MOKHA JII3HATHCS Jy>Ke 0araro LiHHMUX JieTalied mpo MpoeKT. Tomy «paxy-
BaTH poOOYi TONMHU» B JAHOMY BHIIA/IKy HE PEKOMEHIYETHCS.

0) TBOpUICTH MUCTLISI MOTUBYE CTPIMKHUH HOCTYI JI0 CTaTyCy 3ipKH.
Ane 11 eruneTchbKi mipaminu (Jo pedi, CUMBOJI BIaJH) MIIIHO TPUMAE KyIia
KaMiHHS. MHCTIIB MiATPUMY€E KOMaH/a 3 OXHOAYMIIIB, BOJIOHTEPIB, My3H-
KaHTiB-KoJIeTr. MUCTLIB MiATPUMYIOTh areHTH, MEIIEHATH, CIIOHCOPH, 3aC0-
O0u MacoBoi iHpopMmartlii i kpuTuku. KpuTuk BUCTYNarOTh iHGOpMaIiitHu-
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MU CIOHCOpaMH a00 MelleHaTaMH MUTIIB. TBOPYICTh KPUTHKIB BifOyBa-
€THCS B TOPU3OHTAIBHOMY BEKTOpi. SIK mpaBmito, iX HIXTO HE HiATPUMYE
(B Ykpaini po6oTa My3UIHHX KPUTHKIB € BOJJOHTEPCHKOIO). Y CBOil CTaTTI
TIPO TIOMIi ETUTIETCHKOT «Aimm» s He 3rajaja KaTerOpUYHICTh apTHUCTIB Oa-
nety Kaipcbkoi omnepu, siKi BiIMOBHIINCS BUXOAUTH Ha CIIEHY TOMY, IO M
HE BUIUIATHIN BYACHO TOHOPAP 1 TOMY, IO CIIeHA HE BiAMOBIfaIa BUMOTaM
Oesmeku. Lleit pakT MOKHA OLIHUTHU SK TPSMONIHIHHY pEaKIlifo MUCTIIIB,
SIK1 MiZBEIIM CBOIX KOJIET 3 opKecTpy. «Ainay B JItokcopi mpo3Byuaina 3 Ky-
mopaMu. AJie MOYKHA OI[IHHUTH 1 IK CAMO3aXHUCT 1 TBEP/Ly MO3MUILIIF0 MUCTIIIB
«4ac-rpouti».

B) OT>ke, MECTIIi HAaIlOJATalOTh Ha iIHAHCOBMX rapaHTIifAX CBOET Mpari,
KPUTHKH — HE HAOJIATaloTh. KPUTHKHM € ekcriepTaMu 1 criocTepiradaMu 3a
pe3yibraTamMu npoekTy. BoHM He OLIHIOIOTH mpolec 3 ioro npodiemaMu
i ycriixamu. BoHH OIHIOIOTH Pe3yIbTar.

r) CeHcallis IPOEKTY HE € METOI0 KPUTHKA, & METOI0 3aiTHUX Y MPO-
€KTI MHTIIIB, SKi OI[IHIOIOTH CBOIO pOOOTY eMOIliitHO «Mu 118 3pooumu!».

Miii Buknan criertudiku npoeCiitHoro eTUKeTy 1 KOMYyHIKaIll MiX My-
3WYHUMH KPUTHKAMH 1 MUTLSIMH, OYEBHUIHO, NEPEKOHAB apT-IUPEKTOPKY
IIPOEKTY, alle TAKOXK BUKJIMKAB 3aIliKaBIICHHH 3aXHUCT MO€ET TIO3HIIIT cepet Bi-
JIOMHUX MY3UKO3HABIIiB, C(peporo MiITHHOCTI IKUX TAKOXK € My3W9IHA KPUTHKA.
VY muckycii B3simm yaacte Oxcana JIuniB, Mapuna Uepkarmmaa-I yoapeHko,
IOpiit Yekan, Onekcanmpa 3aifieBa. Ochb Aesiki pparMeHTH TUCKYCii.

Oxcana JIuniB: — L{ikaBuii hakT KapaIUHAIBHO Pi3HUX YACOBHX TLIO-
IIVH TiSUTBHOCTI apTHUCTIB 1 My3HYHUX KPUTHKIB:

1) Mucrii mpaiioTh HaJl CTBOPEHHSM HOBOTO TPOAYKTY: BUCTYIL,
IO BiIOYBCsI, Ul HAC B MHHYJIOMY, 00 YeKae HACTYIHUH, y sikoMy, Oaxa-
HO JIOCSITHYTH YCITiXy, IEPEBEPLINTH MOTepeHiid. MipruiioMm € He KPUTHKA,
a sIKicTh. 2) My3W4Hi KPUTHKH, iICHYIOTh 32 PaxyHOK TOTO, IO peduieKTy-
10T NOAIT 1 AisUTBHICTE MUCTIIB, pearyroTh Ha CTBOPEHUI MPOIYKT, TOMY
IXHs AiTIBHICTB 30CepeKeHa Ha MUHYIoMY. Konn apTiCT yemimHui — BiH
MpUBEpTaE yBary xypHaiicTi. Jlo Mera 3ipok cToiTh uepra )ypHaTiCTiB.
Tomy miii menTop i Buntens — Kupuiio [lerpeHko BiAMOBISETbCS TaBaTH
iHTEpB 10, aJlKe 1€ HiYOoro He Jae i 3a0upae qoporouinHuii yac. o ycmixy
Hac Befie He «OajakaHuHa», a poOoTa HaJ My3UYHUM TBOpOM. | 1ie# icut
TH MOXEII CKJIACTH 3 OUTBIIUM YX MEHIIUM PE3YJIETaToOM, ajie KoeQillieHT
[IOTO CTPIMKO BHBOIUTHME TeOe B KaTeropiro 3arpeOyBaHOCTI Ha PHUH-
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Ky. ...CTapa My3u4Ha MyIpiCTh: JOKa3yBaTH apTUCT MOXeE JIMIIE X TUIbKU
Ha crieHi. ... Komucs Kupmino IleTpenko myke MpocTo MOSCHUB MEHi, 10
TaKe yCIiX: KOJHM Balll KaJIeHmap Oye 3aloBHEHO Ha 5 pOKiB Hamepen. ...
Twu icHyemm B S5-pidHiif MepcreKTHBI 1 Mpii Ta BiAMTOBITATBHICTE 3a I1e Maii-
OyTHE AAfOTh PaJIiCTh Ta HEOOXITHY €HEPril0 B TBOPUOMY IPOIIECI.

Mapuna Yepkamuna-I'ydapenko: — BipHo cka3aHo mpo camoIioBa-
Ty KpUTHKa, SIKUI He € 00CTyroBytounii epcoHa. BiH mpenacTasise Hail-
JOCBiqUEHIIy 1 HAOLIbII 00i13HAaHY YaCTHHY ITyOIiKH, JUIS SKOI 1 Ipartroe
MUCTEIb 1 BpaXKCHHS sIKOT Hali011b Hinye. ToMy To4Ka 30py Takoi myoiti-
KH Ha T€, 1110 BiH pOOUTH, 1 JJI HOTO € JIy’KE BaXKJIUBA.

Oxcana JIuniB: — HaiiGi1b11 IKaBUM € YMTATH KPUTUUHUH aHAII3, 1€
MY3HKO3HaBeLb TOMITHB TBiif 0cOOMCTHI MPUIOM, SIKUH TH 3aKJIaB B CBOIO
inTepnperauito. Lle cnpaBni Bukiukae mosary ta intepec! IHoai Ha onuH
1 TOM caMHii KOHLEPT BUXOAATH KapAMHAIBHO Pi3HI KPUTUUHI CTATTi. SIKOH
sI cpuiiMaina Bce HallMcaHe, TO CIpaBAi He 3Haja OM Jai Mo poOuTH —
B OZIHOMY BHIIQJIKy XBaJISITh EKCIPECiI0, y APYyroMy HEUIagHO PO3HOCATH
niepefo3yBaHHs KOHTpacTiB. KoMy BipuTu? BinmoBiae omHo3HaYHA — COOI.
ApTHUCTH MalOTh TOBCTUI MAHLIUP 3aXHUCTY 1 CBOET BIaCHOI CAMOOLIIHKH.

KOpiii Yekan: — Came mpo 11e 5 TOBOPHB, KOJIM MUCAB TPO BiIMiH-
HICTh KPUTHKA Ta XypHaiicta. XKypHamicT TpaHcmoe iHQopMaIlito, oTpH-
MaHy Bifg MUCTLS. MHUCTelLb IOBUHEH BCE CKa3aTH CBOIM TBOPOM/BHUCTY-
oM. Kputuk — nipodeciitnuii cmyxad 1 HOro 3aBIaHHS — 3PO3YMITH, TI0-
PIBHSTH Ta OLIHUTH. | JOHECTH CBOIO OIIHKY CYCIIILCTRY, SIKE JIEICTyBAJI0
Hiomy nieBHI oBHOBaxkeHHs. [TpodeciiiHa My3udHa KPUTHKA — «BHIICHb-
Ka Ha TOpPTi» cUM(OHI3MY AK METOLY MHUCIICHHS, XapaKTepHOMY IS €B-
pormeticbkoi My3u4HOi KyasTypu HoBoro Yacy. TyT ciioBo «cuMdoHi3MY»
s BAKOPUCTOBYIO Y TEPMIHOJIOTIYHOMY 3HaueHHi, HE sk MeTadopy, a sK
KaTeropito, 0 XapaKTepu3yeThcs 1) CaMOCTIHHICTIO MUCTEITBA B MY3HII],
2) caMOCTIHHICTIO My3UKH SK BUIY MHUCTENTBA, 3) HasIBHICTIO TEMaTUIHO-
ro MUCIICHHS Y TBODI, 4) MOB’sA3aHICTIO TBOPY 3 KOHIeMNiew JlroanHu Ta
5) cnenuikami€ero CIIyXanbKoi JisSUIbHOCTI.

Oxcana JluniB: — Kpaue i He ckaxem, 1yxe JsKyto! I He MOy mo-
TOIUTHCS, 1[0 MUCTELb MPALIIOE U OCBIYeHOI YacTuHH myOniku. 5, mpa-
IO JUIS O3BYYCHHS CBO€i Bi3ii, MOAIOHO SK XYJOKHHK MAJIOE€ Te, IO
SIKpa3 MOCTa€ B HOro ysiBi, HE AyMalouu Mpo Te, 4u Oyae L KapTHHA MPo-
JaHa 4d Ccrofo0aeThCsl BOHAa oTouyrounM. JlyMKy (axoBux mromeit mos3u-
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[IOHYENI OKPEMO, aJie BIATOI0C, SIKUH MU OTPUMYEMO MICIISI KOHLIEPTY Bij
3aIIy, B IKOMY 95 BiJICOTKIB MPOCTHX JIIOACH € U Hac Habararo O1TBIIO0
Mariero. My3udHi TBOPH MHUCAINCS HE JJIA CIEIIaiCTIB, a I BCIX, I
3BUYANHUX JIONCH.

ITokazoBuMm cTaB koHIEpT B bpoxax, ae s Bukonana cumdosniro Jleo-
Hapma bepHcraiina, B sKiil 3ajisHI YUTEIb, CONICTKA Ta XOp 1 BCl TeK-
CTH IIUTM OPWTiHAJBHOIO AHIIIHCHKOI MOBOM. JlOBKele3Ha TOIMHHA
«Kagim-cum¢oHni» Oyna 3p03yMiJIOI0 MPOCTHM JIFOISAM, SIKi HE TOBOPSTH
aHnlcekor0. S obparna came 1eit TBip O pyinu bposiBchkoi cuHaro-
ru. [poiino Bxke Maiixe MiBPOKY, SIK JIIOIU MPOAOBKYIOThH OL[IHFOBATH 1€
BUKOHAHHS SIK HaOinbIlle MUCTELbKe NOTpsCiHHS. [IpomoBKy Te3010 re-
HianpHOTO Banentnna CuibpBecTpoBa Mpo MiOHICIHCHKE CIIPUHHATTS MY-
3ukd. [IybOnika Mae maHc YMCTO IHCTUHKTHBHO Ta EMOLIIHHO pearyBaTH Ha
BUKOHAHHS TBOPY, OOMHHAIOYH BKIIIOUEHHS 1HTEJIEKTYyaJIbHOTO aHAaJIi3y.

[{ono Te3u mpo «4ac i rpomri», To y AiSUIbHOCTI MUCTLS BOHA (haKTHY-
HO He mpaioe. [lodaTok mpodeciitHoro — 6e3moHHa iHBecTHIis. | KO
TH TIOYMHAEII IIOCHh 3T0A0M OTPUMYBATH, PO3YMI€IL, 110 1€ HE MOXKHA BH-
MIpSTH BUTPaY€HUMH TOAMHAMHU. |HOII OJjHE BUKOHAHHS O3Ha4a€e poOOTy
Ha BCE IOMEepPEeIHE KUTTs!

Ounexcanapa 3aiineBa: — Ha Moro 1ymMKy, KpuTHK Ma€e OyTH TUM MICT-
KOM, OZTHI€TO 3 JJAHOK KOMYHIKaIlii MiX ITyOITiKor0 Ta MUTIIeM. KpuTHK, uepe3
cBO€ TIpodheciiiie CIPUHHATTI MOXKE PO3KPUTH CEHC TBOPY 200 MUCTEIIBKOT
OIi1, TOHECTH i1 LIHHICTH (B TOW 4Yac 5K 3BHYANHUHN XKypHAIICT MOOaYnTh
JIMIIE 30BHIMIHIO «MeiifHO-ceHcaliiHy» 00070HKY). Kputnk miarpumye
PO3YMiHHS 3MICTy Ta LIHHICTh MUCTEITBA y CYCIIBCTBI, 320X0UY€ IO Mi3-
HaHHS Ta JIUCKYCii, «BUXOBYe» MyOIiKy, 1 BOJHOYAC, K TpodeciiHuiA mo-
CllaHelb Bia MyOiku, peieKTye MUTIIO €CEHIII0 BiATYKY, CIPHYHHEHY
ioro TBopuicTio. Kputnka npencrasiena B YkpaiHi Iyke Maio, IIONpaB/a,
SICKpaBUMH 0COOMCTOCTSIMH. BrieBHEHa, 110 Morepey JeKHUTh 1Ie TOBIHH
LUTSIX PO3BUTKY 1 MOBEPHEHHSI MUCTELLKOT KPUTUKH Y MEIiiHUI MpocCTip,
o Oyno 6 HaA3BUYAWHO MOTPIOHUM ISt 30JIMKEHHS TBOPLIB Ta CIIOKUBA-
4iB KyJBTYpHOTo npoaykry. IIpo mucrentBo Tpeba roBoputH, Tpeba muc-
KyTyBaru. Lle Taka npekpacHa, aje OQHOCTOPOHHS 3aJIEKHICTh: MUCTELITBO
€ BIYHUM 1 HEBUYEPITHUM, MOKU iCHY€ JIIOAMHA, 1 TOMY KPUTHKa Ma€ i Mo-
CTIfHO MaTUMe MPOCTIp Ta MPUBiA 111 TBOPEHHS. AJle HE HaBMAKH.
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USIC CRITICISM: CAN IT TELL THE “TRUTH”?
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Discussing conflicts on social networks like Facebook (FB) encourage
scientists to develop strategies to observe the methods artists use in their
creative work from a psychoanalytic view. A suitable quote on the subject
from C. G.Jung is: “Every artist is limited as an infantile auto-erotic
personality. But what concerns the artist as a person does not apply to him/
her as a creator™? . When the creative result does not reach the expected
level, the artist must be able to rise above the “infantilism of the narcissist
in his/her own work.”

The negative reaction of one of the directors of the “Aida in Luxor”
project to my essay on its low-quality prompted me to openly oppose his
attempt to suppress the freedom of speech and to defend the rights of music
criticism. The task of a music critic is not to evaluate creative projects
presented to the public in a “semi-finished state”. Many artists are forced
into stressful production conditions and are still able to respond positively
in order to quickly implement the projects, but some of them do not have
the basic ability to be tolerant of opinions different from their own.

My essay about the cooperative Ukrainian-Egyptian art project “Aida
in Luxor” became a reflection of the conflicting atmosphere that prevailed
among its ordinary members and leaders (managers, directors, choir and
orchestra artists). After all, every work of art is a collective work in which

2 «Aina» y Jlrokcopi. [Icuxonoriuni cTyaii My3UdHOTO KPUTHKA HABKOJO iHTEpHAIio-
HaspHOI MocTanoBkH onepr [Ix. Bepai «Aina» y JIrokcopi (Xarmencyt, €rumnert, 2019 pik)
«36pyw», ara moctymy: 11.11.2019. URL: https://zbruc.eu/node/93471
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thoughts “from below” and “from above” do not always coincide. Some
names, awkward details of the project, had to even be removed from the
text. However, I refused to change the concept of my presentation from
critical to approving.

The Kharkiv Memorandum “Legal Aspects of Art Projects”, in which
I participated two years ago, inspired me to share personal experiences and
discuss certain provisions of the law on the freedom of speech, taking into
account the specifics of music critics. It led me to the conclusion that it is
also important to define the professional communication etiquette between
music critics and artists. To substantiate this statement, I elaborate on two
points.

1) My practical experience as a music critic. | accepted the offer
to accompany the international project “Aida in Luxor” made by the art
director of the project, Michael Sturm, provided that travel expenses are
reimbursed. Unfortunately, this condition was not officially confirmed
in writing by signing the invitation conditions. Despite this uncertainty,
the prospect to accompany the project finally won and I flew to Luxor
advancing the travel expense. Agreements with Ukrainian artists have
never let me down, so I believed the verbal confirmation of the art director.
The transcripts of the interview with the art director and the essay were
published. My part of the agreement was thus completed.

My criticism of the project, adequately perceived by the art director,
caused the conductor-producer O. Lyniv however to misjudge my text
on FB: wresting out certain opinions and comments from the context,
picking on details that were allegedly distorted, denying information
I gathered from interviews with other project participants and trying to
exert psychological pressure in his comments to revise my critic. In the FB
debate, I received the support of colleagues who agreed with the criticism.
However, insinuating the text reported about the agency’s problems and
the lawsuit of the singer against the agency, who was removed from the
project, did not reflect the text content but openly tried to pressure me to
change it favorably. After personally talking to the singer whose name had
to be removed from the review, it became clear that her decision to sue the
agency had nothing to do with me, but with Opera4u, who did not pay the
fee. The singer didn’t even know about my essay. This was later clarified.
The singer received compensation and dropped the lawsuit. When asking
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for the agreed refund of my travel expenses, the agency informed me that
my critical report on the project cannot provide for the incurred travel
expenses. The agency confounds critics with paid PR services. The agency
also declared that the verbal expenses refund agreement between the
director and me was invalid because it was not in writing. Any agreement
however, is always legally valid and binding also if made orally. Therefore,
although the reimbursement agreement was not confirmed in writing by the
art director, the agency is still obliged to reimburse the travel expenses as
agreed despite the bankruptcy of the project’s patron (the name remained
in the text). This sad experience should be a warning for young music
critics, who should always agree in advance on all financial conditions by
signing a written contract before making any advance expenses to cover an
event despite the strong motivation to accompany any project.

2) Theoretical reflection results: the way an artist cooperated and
handled criticism lead to an interesting professional discussion on my
public FB page, which did not resolve the legal conflict, but was useful to
share.

a) Critics offer the artists their time for interviews and give them the
opportunity to publish their original views in the press, their ideas, facts,
peculiarities of interpretation and their cooperation with other artists in the
discussed production. During this time the critic becomes an intellectual
investor in “promoting” the artist’s name and views. Hours of listening
to the conversation by the critic are multiplied by the days and nights of
work to decipher the recorded conversation. Generally, it is possible to
learn many valuable details about the project from such conversations.
Therefore, in such a case it is not recommended to count the working
hours. The intellectual investment is justified. However, it is difficult to
calculate and estimate this time which may lead to frustration.

b) Does the artist’s creativity and self-development motivate him to
achieve the status of a star? The Egyptian pyramids (a symbol of power)
are composed and firmly held in place by a pile of stones. The artists are
supported by a large team of like-minded people, volunteers, colleagues,
as well as agencies, patrons, sponsors, the media and last but not least
journalists and critics, who are in fact information patrons for the artists.
Unlike the work of artists, the work of critics takes place in parallel to and
after their activities. They are usually financially not supported by anyone.
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In Ukraine the work of music critics is voluntary. In my article on the
events of the Egyptian Aida, I did not mention the categoricalness of the
Cairo Opera ballet dancers, who refused to appear on stage because they
were not paid the fee and the stage did not meet safety requirements. This
fact can be assessed as a straightforward reaction of the artists, leaving their
colleagues without their contribution to the orchestration of the project.
That’s why “Aida” in Luxor sounded sanitized. But it expressed the firm
position of the artists saying “time is money”.

c¢) Thus, artists always insist on financial guarantees for their work,
critics do not. Critics are experts and observers of the art project results.
They do not evaluate the process with its problems and successes. They
analyze art projects and evaluate the artistic result qualities.

d) Sensation has never been the goal of critics. Agencies and artists
themselves create the sensation. My presentation of certain provisions
of the communication specifics of music critics and artists with the hope
of professional ethics obviously convinced the conductor-director of the
project; because he initiated a professional discussion in response to the
interest of other famous musicologists, whose field of activity is music
criticism. Oksana Lyniv, Maryna Cherkashina-Gubarenko, Yurii Chekan,
Alexandra Zaitseva took part in the discussion. Here are some of the most
interesting snippets.

Oksana Lyniv: The activity planes of artists and music critics are
radically different in time:

1) Artists are working to create a new product: their performance is
over and in the past because the next one is coming, and it is desirable
to succeed in it, to surpass the previous one. Their judgement criterion is
not criticism, but quality. 2) Music critics exist because they reflect the
events and activities of artists, react to their products, so their activities
are focused on the past. When an artist is successful, he/she attracts the
attention of journalists. There is a queue of journalists for the Mega
Stars. That’s why my mentor and teacher, Kirill Petrenko, refuses to give
interviews because it doesn’t contribute anything to his art and takes up
his precious time. “It is not “chatter” that leads us to success but work on
a piece of music. And you can pass this exam with better or worse results,
but the result of these performances will quickly put you in the category
of market demand.” ... Old musical wisdom: an artist can prove himself/
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herself only on stage. ... Once Kirill Petrenko very simply explained to me
what success is: when your calendar will be filled 5 years in advance. ...
You exist in a 5-year perspective, and dreams and responsibility for this
future give joy and the necessary energy in the creative process.

Maryna Cherkashina-Gubarenko: This correctly expresses the self-
esteem of a critic who is not a member of the production staff. He/she
represents the most experienced and knowledgeable part of the audience,
for which the artist works and whose impressions he/she values the most.
Therefore, the point of view of such an audience on what he/she is doing is
very important for him/her.

Oksana Lyniv: The most interesting thing for an artist is to read
a critical analysis, where a musicologist noticed his personal reception,
which he laid down in his interpretation. It really arouses respect and
interest! Sometimes radically different critical articles appear about the
same concert. If I took seriously everything written, I really wouldn’t
know what to do next — in one case they praise the expression, in the other
they mercilessly spread an overdose of contrasts. Who should one trust?
The answer is simple: yourself. Artists have a thick shell of self-protection
and their own self-esteem.

Yurii Chekan: That’s what I was talking about when I wrote about
the difference between a critic and a journalist. The journalist broadcasts
the information received from the artist. The artist must tell the journalist
everything about his work and performance. The critic is a professional
listener, and his task is to understand, compare and evaluate. And to convey
his assessment to the society, which has delegated certain powers to him.
Professional music criticism is the “icing on the cake” of a symphony, as
a method of thinking about the characteristics of modern European music
culture. Here I use the word “symphony” in a terminological sense, not
as a metaphor, but as a category characterized by 1) the independence of
art in music, 2) the independence of music as an art form, 3) the presence
of thematic thinking in the work, 4) the coherence of the work with the
concept of a Human and 5) the specification of listening activities.

Oksana Lyniv: You couldn’t put it better, thank you very much!
And I can’t agree that the artist works for the educated part of the public.
I work to share my vision, just as an artist paints what just appears in his
imagination, without thinking whether this painting will be sold or liked
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by others. You position the opinion of professional people separately, but
the echo we get after the concert from the public in the music hall, in
which 95 % of the audience are ordinary people, is much more magic
for us performers. Musical works were not written for specialists, but for
everyone, for ordinary people. The concert in Brody, where I performed
the Leonard Bernstein Caddish Symphony, in which the reader, the soloist
and the choir are involved and all the lyrics were in original English, was
significant. The long watched Caddish Symphony was understandable
to ordinary people who do not speak English. I chose this work near the
ruins of the synagogue in Brody. Almost six months passed since the
performance, but the people continue to evaluate it as the greatest artistic
earthquake. I continue with the thesis of genius Valentin Silvestrov about
the Dionysian perception of music. The audience has a chance to react
instinctively and emotionally to the performance of the work, bypassing
intellectual analysis. As for the thesis of “time and money”, it does not
actually work in the artist’s activity. The beginning of the professional
is a bottomless investment. And if you start getting something later,
you realize that it can’t be measured by the hours spent. Sometimes one
performance means the work for the rest of your life!

Alexandra Zaitseva: In my opinion, the critic should be the bridge,
one of the communication links between the public and the artist.
The critic, through his professional perception, can reveal the meaning
of a work or artistic event, convey its value, while an ordinary journalist
will only see the external “media-sensational” shell. The critic supports the
understanding of the content and value of the art in the society, encourages
knowledge and discussion, “educates” the public, and at the same time
reflects as a professional messenger from the public, the essence of the
response caused by his work back to the artist. Criticism is very little
represented in Ukraine, though by bright personalities. I am convinced that
there is still a long way to go on the path of art criticism development in
the media, which would be extremely necessary to bring together creators
and consumers of cultural products. We need to talk about art, we need to
discuss. It is such a wonderful but one-sided dependence: art is eternal and
inexhaustible as long as man exists, and therefore criticism has and will
always have space and a reason for creating critics. But not vice versa.
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POOHA Mpaouyis, KyIbmyprull 1aHouadm Yxpainu.

dopmyBaHHS HOBUX TPAMIIiH, 110 BiJOWBAIOTh ApaMaTUYHI COIliaJIbHI
noAii Ha MaKpOpiBHI CYCIUTBHUX PEryJsiLiid i MiKpOPiBHIB MOBCSKASHHUX
KyJIBTYPHUX TPAKTUK, YYUHSE MEPETBOPEHHS CYTi PO3MaiTUX eJIeMEHTIB
KYJABTYPH, 3yMOBIIIO€ IEPEOCMUCIIEHHS 11 CUMBOJIiB, QYHKLiH, TIPU3BOAUTH
10 mepeopMaTyBaHHs CIIOCOOIB KyJIBTYPHOTO CTIaAKyBaHHS 1 KOMYyHiKa-
Ui, BiAHOCHH Blagyl B paMKax KyJabTypHHX iHcTuTyTiB. CydacHa ykpa-
{HChKa HapoAHa XyHOXKHS KyJIbTypa sIBJIs€ COOOI0 OPUTiHAJIBHUN CHHTE3
pi3HUX iHTepHpeTauiil HapoAHUX TpaauLii. OfHaK, B JUCKYPCi PO3BUTKY
aKTyaJIbHOTO MUCTELTBA 3HAYHUX 3MiH 3a3HAIOTh CTPYKTypa 1 GyHKLI] Ha-
POAHOT XyIOXKHBOI KYIBTYPH, CIIOCTEPITA€ThCS JesiKka MiaMiHa (OIbKIOop-
HOI [Iii BUIOBUIIIAMY, IO B I[IOMY BiITIOBiJa€ HUHINIHIA COIIOKYIBTYP-
HOI CHTYyaIlii «Bi3yaJIJbHOTO TOBOPOTY», HATOMICTh BUXOJIOIIYE HAPOIHY
Tpaguito [2, 126].

VYkpalHcbKa HapoJHa XYNOXKHS KyJbTypa €IOXHM ITOCTMOAEPHY, 5K
1 OyIb-SIKHWi TPOIYKT MAacoBOl KyJIbTypH, PO3BUBAIOYUCH B YMOBax Jie-
KOHCTPYKIIIi 3BUYHUX MOJENEH MPOCTOPY 1 Yacy, cTa€ 00’ €KTOM CITOXKH-
BaHHS B COLIiOKyIbTypHOMY npocTtopi XXI cromitrsa. Cepen HalOUIbII
NOLIMPEHUX, Y TOMY YHUCII i HeOe3MeuHNX, TeHACHIIN MOCTIHAYCTPiallb-
HOTO CYCHIJIBCTBA MOXKHA BIJI3HAUUTH MOBCIONHY Tyio0aii3amiro (oiib-
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KJIOPY, BUXOJIOIIYBaHHS JTYXOBHOI CYTHOCTI HapOIHOI TpaauIlii, 3aci-
7 BUIOBHUITHOTO TIOYATKY, aKTUBHE BUKOPHUCTAHHS HAPOIHUX TPaIH-
i 1 BUIOBHII SIK TPUBKUX 3HApPSAh BIUIUBY Ha (popMyBaHHS i7e0JIOTii
Mac 1 3aco0iB MaHIMYTIOBaHHS CYCITUIBHOIO TyMKOIO. SIK cCIipaBeIInBO
3ayBaxye B. Illeiiko, «cy4yacHHM eTan PO3BUTKY KyJIbTypHU XapaKTepH-
3Y€ThCS HHU3KOIO0 KpHU30BUX (peHOMEHIB 1 TeHAeHIIW» [3, 8] HaIlioHATE-
HO-KYJIBTYPHOTO 1 TJ100aibHOro Maciitaly, siki TOpKHyJIHCS ycix chep
Cy4acHOTO cycminbHoro OyTTs. [locTMonepH 3HIMAae KJIacCH4YHI OMO3UINT
Xa0Cy Ta KOCMOCY, €liTapHOro i MacoOBOTO, CaKpajbHOro i mpodaHHO-
ro, MUHYJIOTO Ta MaiOyTHBOTO, CBOIX 1 uyxux, llentpy Ta Ilepudepii.
Ha 3miny monicTuusiii eqHocti Codii Ta MogepHoMy nyanizmy [epost Ta
TiHi npUXoAUTH aKkTyajbHa KyJIbTypa 3 1i MIII0Pai3MOM, PEATUBI3MOM,
CUMYJISTUBHICTIO, JICOHTOJIOTI3AIli€l0, BIpTyalli3alli€l0, PU3OMHICTIO,
MO3aiYHICTIO Ta «KIIMOBOIO» CBiIOMICTIO. PyiiHyBaHHS XpOHOTOITY, IO
TOPKAETHCSI OHTOJIOTIYHMX 3acall, 3yMOBJIOE MOIIYKH HOBHX 300paxy-
BaJlbHUX 3aC00iB, SKUMHU B COIIOKYIbTypHOMY mpocTtopi XXI cromiTts
CTalOTh MYJIbTHMeEIia.

[IBuakicTh 1 CKIAMHICTH KYJNBTYPHHX TIPOIECIB, IO BiIOYyBarOTh-
Csl CHOTOJHI B CBiTi, BUMararmTh NPUHIIMIIOBO HOBHX CIIOCOOIB Opi€H-
Talii B KyATypHHUX MOJEISIX TIHCHOCTI, CBOEPIAHOTO X OMaHyBaHHS.
AJrKe, KyIasTypa, K «Mipa JIIOICHKOTO B JIONWHI» [2, 126], mpemcrapie-
Ha akcioceporo, sSKa CTBOPIOE HAMIOHAIBHY KYJIBTYPHY 1ICHTHUHICTE.
OcraHHs X BUCTyIa€e (GaKTOPOM 3aXUCTy 1 cTabimizamii MiHHICHIX Opi€H-
TUPIB JIFOJIMHU, CTAHOBUTH OCHOBY 3aCBOEHHS HEIO B3aEMO3B’SI3KY TeIe-
PINIHBOTO, MHHYJIOTO ¥ MallOyTHROTO. BifTak, muTanHs 30epekeHHs yKpa-
THCHKOT HapOIHOI XYJAOXKHBOI KYIBTYypH, 1i Tpaiuiil, oOpsIiB, pUTyaliB
€ aKTyaJbHUM.

JI>xepesioM i OXOPOHHHKOM OCTaHHIX € YKpaiHChKa MPOBIHIIA, ajke
HapoJIHa KYJIETYpa YKpaiHChKOTO Hapojay 30eperiacsi cCKopilie Bcyneped
3yCHJIb IEpKaBH, Hixk 3aBIsiku. Came Ha epudepisx BiaOyBaeThCs IpoLec
30epiranHs, BiAPOMIKEHHS 1 TpaHCIALIl TpaAULIiiHOT KyIbTypH, (ONBKIIO-
PY, YCHOI HapOAHOI TBOPYOCTI, CTApOAABHIX MpoOMHUCIiB 1 pemecen. Lle Ti
JDKEpena, 10 KUBJIATH 1 30aradyroTh Cy4acHy YKpaiHChKY KyJBTYpY.

Sk MH B)KE€ HATOJIONITYBAJIM, MacoOBi (POIBKIIOPHI 3aXO¥ 1 BUJOBHIIA,
SIK HAallBOXKJTMBIIIIA CKIIAZI0Ba iICTOPil Ta CYy4aCHOCTI KyIbTypH, HEBi €MHUIA
€JIEMEHT COIIOKYJIBTYPHOI CHCTEMH, IPH PO3yMHOMY, TPAMOTHOMY IIiJI-
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XO[li A0 IOT0 (heHOMEHA, MOXKYTh CIIY)KHTH TIICTaBOIO COIiaTbHOI Tap-
MOHI1  inTerparii. [lepcriekTnBYH po3BUTKY chepu YKpaiHCHKOiI HAPOTHOT
XYIIO’)KHBO1 KYJIBTYpPH TIOB’s13aHiI 3 HAYKOBUM OOTPYHTYBaHHSM OCHOBHHX
pHcC Ait090i MOJENi Tep>kaBHOI KYJIBTYpPHOI MOMITHKH # po3p0OKOI0 SKICHO
HOBOT CHICTEMH JICPYKABHOTO PETYJIFOBAHHS, JICKBATHOT 3MiHAM COIIiOKYIIb-
TYpHOI cUTyaIlii peainiif ckorogenns [1].

AMOIBaJICHTHICTIO BIJIPI3HSIOTBCSA TAKOXK CIOCOOM BapiaTHBHOTO
BIITBOPEHHS (POJIBLKIOPHOTO JOCBiAY. BaKIMBOIO TpaauIli€l0 pO3BUTKY
YKpalHCHKOT KyJIBTYpH, MMOPIBHIHO 3 BACOKOPO3BHHEHUMU KpaiHamu, OyB
i 3anuIIaeThes 11 BUCOKHU (honbKIOpU3M. | Xoua 3a oCTaHHI POKH BiaOy-
JMCh IO3UTHBHI 3MiHU B OIIAHYBaHHI HAaCEJIICHHSAM (PONBKIIOpPY, HAPOJHUX
3BHYAiB, €JEMEHTIB HAPOJHOTO ACKOPAaTHBHO-BXHUTKOBOTO MHCTELTBA
TOIIO, & TAKOX T€, 0 CHOTO/HI YKPaiHIll HE TUIBKH HiATPUMYIOTh €THO-
rpadiuyHy KyJIbTYpYy SIK TaKy, a CTaBlsTh Ha OHE 3 TOJOBHUX MicIb Y ii
ONaHyBaHHI AKICHUN piBeHb («BiAPOIKEHHS YKpPAiHCHKOI KyJAbTYypH B il
KpallluX KJIACHYHUX 3pa3Kax»), BHACHIJOK MIOTY>KHOTO PO3BUTKY 3ac00iB
MacoBoi KOMYHiKallii Ta iHGopmallii cydacHa KyibTypa BILIUBA€E Ha ap-
XalyHy 1 TpaguIiiHy KyIbTypu Oararbox HapofiB CcBiTy. BusHatoun mo-
3UTUBHE 3HAUYCHHS MacOBOI KyJIbTYpH, 30KpeMa Te, o 3MI ta Haiicyyac-
Himi noJirpadivai, TeJeKoMyHIKalliiHI TEXHOIOTIi JO3BOISIOTH 3p00H-
TH 3araJbHAM HaJOaHHIM BCi ICTOPHYHO BiJOMi TOCSITHEHHS KHBOITHCY,
CKYJIBIITYpH, T€ATpy, My3UKH, JITEPaTypH, KIHO TOIIO, KOHCTATy€eEMO Ha-
SABHY CYIIEPEUHICTh MK TPaJANIIIIHOI0 HAPOJAHOIO Ta Cy9aCHOIO MacOBOIO
KyJIbTypaMH — JBOMA TOJIOCAMH B IMUPOKOMY CIIEKTPI MIKKYJIBTYPHHX
JOCITIJIKEHb.

Ha namy mymKy, cydacHill ykpaiHCBKil KylbTypi IOTpiOHA HE TiNBKH
€KCTEHCHBHA JIOTIOMOT'a Ta CTPYKTYPHIi 3MiHH (CUCTEMHA repedyaoBa Kylib-
TypHOI cdepH, 301IbIIEeHHS 1HBECTHIIIN, TI0siBa €)EeKTUBHOTO KiHOOI3HECY
Ta 1oy-0i3Hecy, [iIbOBa MiATPUMKA OKPEMHX HPIOPUTETHHX KYJIBTYp-
HO-MHCTEIBKHUX MPOEKTIB, CTBOPESHHS CYCIUIBHUX, MOTITUYHUX Ta EKOHO-
MIYHHAX YMOB JJIsl PO3BUTKY KYJIBTYPHOTO IPOLIECY, Jep>KaBHE 3aMOBIICHHS
Ha NEBHI IPOAYKTH MacOBO1 KyJIbTYPH — HAIPUKIIa], Ha BUXOBHI iCTOpHYHI
Ta NaTPiOTHYHI MPOEKTH, MPUMIPOM, TeJecepianu), a i MeBHUH meperisin
HapDXHMX 3acaj KYJIBTYPHOTO MIPOILiecy — HaBiTh Ha PiBHI HAJIEKHOI 1HTEP-
mperaiii Halkpamux 37100yTKIB YKpaiHChKOi KyIbTYPHOI CHAIIMHA Ta
«PO3UIMPEHHS CBiJOMOCTI» Cy4aCHUX MHTIIIB.
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Binrak, mepcrneKTHBHICTE PO3BUTKY YKPAiHCHKOI HApPOIHOI XYIOXK-
HBOI KYJIETYPH 3aJICKUTH BiJl TOTOBHOCTI 11 IPEICTAaBHUKIB IO KYJIBTYPHOI
aktuBHOCTI. CamMe HapomHa XyI0XKHS KyJIbTypa HUHI HaOyBae Bce OUTBITOT
aKTyaJIbHOCTI TI070 ii BUBUYEHHS B KOHTEKCTi 3aKOHOMIpHOCTEH OyTTS Ta
[UTICHOTO OaueHHs OCOOMMBOCTEH YKpAiHCBHKOI KYJIBTYpH, TIyMaueH-
HA 11 SK CKJIAIOBOI YaCTHHHU 3arallbHOKYJIBTYPHOTO IPOIECY Ta MOTpeOHn
[IO/I0 BUKOPUCTAHHS 11 EKCKIIIO3MBHOCTI, PapUTETHOCTI, YHIKaJILHOCTI.
3aNUIarThCs aKTyalbHUMH M POOJIeMH CIUILHOTO iCHYBaHHS i B3a€MO-
Iil yKpaiHCBbKOi HAPOIHOI XyAOKHBOI KYJIBTYpH 3 IHIIMMU TPaAULIHHUMHA
KyJABTYpPaMH Ta BU3HAUEHHS MEPCIEKTHUB [[LOTO MPOLECY B CYYaCHOMY CO-
HiOKyAbTypHOMY mpocTopi XXI CTOMITTA ik YKpaiHH, Tak i CBITY.

MokHa 3 BIIEBHEHICTIO CTBEPIKYBATH, 1[0 TPaMOTHE ITO3UII0HYBaH-
HSl, IPOCYBAaHHS Ta IHTEPHPETYBAaHHA YKPaiHCHKOI KYJIBTYpH — CY4acHOI,
TpaguLiiHOI, KJIACHYHOI, €CTPagHOl — IK YCEepeAHHi KpaiHu, Tak i mosa ii
MeXaMH, 3MILHIOE YKPaiHCBKUIl TUCKYpC, IepedOpMaToOBy€e HOTo Ha Mak-
CUMAITiCTCHKUX HavyallaxX, MPUBEPTAE 0 HHOTO YBary i MPOJOBKYE CTBOPIO-
BaTH MOJy Ha YKpaiHChKe.
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Development of new traditions, reflecting dramatic social events at
the macro level of social regulations and at the micro level of daily cultural
practice, triggers transformation of nature of various cultural elements,
causes rethinking of its symbols and functions and leads to reframing of
ways of cultural inheriting and communicating as well as relationships of
authorities within cultural institutions.

Modern Ukrainian national artistic culture constitutes a unique
synthesis of various interpretations of national traditions. However, in
discourse of actual art development the structure and functions of national
artistic culture are evolving considerably and some kind of substitution of
folklore practice for shows can be noticed, which in general corresponds
to the current socio-cultural situation of «visual twist», though diluting
national tradition [2, 126].

Ukrainian national artistic culture of the postmodern era as well
as any other product of popular culture, developing in the context of
deconstruction of familiar time and space patterns, becomes a consumer
object in the socio-cultural environment of the 21% century. Among the
most widespread tendencies of the post-industrial society, including
dangerous ones, one may note ever-present globalization of folklore,
dilution of spiritual essence of the national tradition, domination of the
show dimension, active use of national traditions and shows as persistent
tools of influence on the development of the mass ideology and the means of
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manipulating public opinion. As V. Sheyko rightly said, «the modern period
of culture development is characterized by a number of crisis phenomena
and tendencies» [3, 8] of the national-cultural and global scale, which
have addressed all spheres of the modern social life. Postmodern removes
classical oppositions of chaos and space, elite and mass, sacral and profane,
past and future, familiar and strange, Centre and periphery. Monistic
unity of Sophia and modern dualism of Hero and Shadow are replaced by
current culture with its pluralism, relativism, simulation, deontologization,
virtualization, rthizomity, mosaic and the «clip» consciousness. Destruction
of the chronotope, involving ontological beginnings, results in the pursuit
of new descriptive means, and multimedia has become this kind of means
in the socio-cultural environment of the 21* century.

The rapidity and complexity of cultural processes occurring in the
world nowadays call for completely new ways of orientation in cultural
paradigms of reality and their peculiar mastering. Since culture as «measure
of humanity in a human being» [2, 126] is represented by an axiosphere
which creates national cultural identity. The latter acts as the factor of
protection and stabilization of human values and constitutes the basis for
comprehension of interrelation of present, past and future by a human
being. Thus the issue of preserving Ukrainian national artistic culture, its
traditions, customs and ceremonies is topical.

Promise of Ukrainian national artistic culture development depends on
the willingness of its representatives to be culturally active. It is national
artistic culture that is becoming more and more topical nowadays concerning
its research in the context of regularities of existence and holistic view of
peculiarities of Ukrainian culture, its interpreting as a constituent part of
general cultural process and the need to use its exclusivity, originality and
uniqueness. The issues of common existence and interaction of Ukrainian
national artistic culture with other traditional cultures and determination of
the prospects of this process in the modern socio-cultural environment of the
21% century in Ukraine and in the whole world have not lost their topicality.

Prudent positioning, promotion and interpretation of Ukrainian
culture — modern, traditional, classical, entertaining — within the country,
as well as outside its boundaries, strengthen Ukrainian discourse, reformat
it on the maximalist basis, attract attention to it and continue to create
fashion for Ukrainian.
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HAPOJHO-OPKECTPOBUM IHCTPYMEHTAPIN B YKPAIHI

KuarouoBi ciioBa: napoono-oprecmpose 8UKOHABCME0, MPAOUYTUHUL
HapoOHUll IHCMpyMeHmapii, opKkecmposuti penepmyap.

BaxxnuBuM miuacToM My3WYHOI KyIbTypU YKpaiHIIiB € HapOIAHO-iH-
CTpyMeHTaJIbHe BUKOHABCTBO. Moro akagemiunuii i Tpaaumiitauii Hamps-
MH MaloTh pi3Hi PopMH iCHYBaHHS B COIliyMi. B criTy 6ararbox YHHHHKIB
3a paJsSHCHKOI 100U Y KOHIICPTHIN MPaKTHI[l Ta HABYAJILHOMY CEPEIOBHU-
I1i, Bil MOYaTKOBOI JaHKH 10 BHIIUX MY3WYHHUX HAaBYAJIbHUX 3aKJIafiB,
3HAYHOIO IOLIMPEHHS HaOyB AOMpOBO-OajajJa€yHUM CKIal OpPKECTpY,
KM TaKOX BKIIOYaB OasHU, OaHAYpH, yIapHi Ta IIYMOBi, a TAKOXK, 3a
noTpeOu, pi3HOMaHITHI emi30In4YHi a00 CONBbHI IHCTpYyMeHTH. [ 010BHOIO
TPYIOI0 HAPOIHOTO OPKECTPY € CTPYHHI iHCTpYMEHTH. OCKITBKH CKPHII-
KOBHI TeMOp € TOJIOBHUM B KalleNisiX TPaIuLifHUX YKpaiHChKUX MY3HK,
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Ha 4OMY, 30KpeMa, Harojouye aBTOPUTETHUN eTHOMY3ukojgor M. Xai,
Ha BIIMIHY BiJl TOMpPOBO-0ajJagacqHOTO CKJIaay B OpPKEeCTPl YKpaiHCHKOTO
TUILy OCHOBHOIO I'DYIIH CTPYHHUX € CKpunku. Iloromxyroducs 3 ykpain-
CBHKUM HAyKOBIIEM, CJIi/I BA3HATH, [0 TeMOPaTbHO MOJISIPHI iIHCTPYMEHTH
JIOMpa 1 CKpHUIIKa, BUSBISIOTH MOJSPHI BIAMIHHOCTI y crmocobax 3BYKO-
YTBOPEHHA: CKPUITKOBIN «TATIOCTI» 1 TeMOpanbHiii MOBHOTI CMHUYKOBHUX
MPOTUCTABIAETHCSI 00CPTOHOBUN THMSHHH, TPEMOJIHOBAaHUN HA TOBIUX
3ByKax JOMPOBUH, SKAH 3HAYHO MOCTYMAETHCS CKPHUIIKOBIH Ta «CMHUY-
KOBii» TIMHHOCTI. [IeBHY HECYMiCHICTB, a iHOA1 1 TeMOpoBUH KOH(IIKT
BOa4aeMo y MOEJHAHHI CKPUIIKK 3 TOMPOIO MPUMOIO B OJHIN TECUTYpI
(mepeBary MoXXHa HaJaTH MOETHAHHIO CKPHUIIKH 3 JOMPaMU ajbT, TEHOP,
Oac Ta xoHTpabac). IlepceKTUBHIM CHOTOJHI B HapOAHO-OPKECTPOBil
MPaKTHILIi € BUKOPUCTAHHA €JIEKTPOHHUX 1HCTPYMEHTIB (0ac-ritapu, CHH-
Te3aTopa, eJIEKTPOHHOI MEePKycCii), TEXHIYHUX 3aC00iB Ta CyuyacHHX aKyc-
TUYHHX CHCTeM, ocoOnMBO B miacuieHHi 6acoBoi yHkuii. Ilpore, npu
TaKill aKyCTUYHIHN cuTyanii GopMyBaHHS OPKECTPOBOI MATITPH 3alUIIIa-
€THCS B aKyCTHYHOMY TIOJII.

B cyuacHOMY BITUM3HSIHOMY TPaIUIliifHOMY BUKOHABCTBI BiI0yBa€Th-
csl IeBHUHA «OyM» BifpomkeHHs. Bee Oinblie MOMMUPEHNM CTa€e TPaAHIIin-
HUH, €THIYHUH IHCTpyMEeHTapill yKpaiHCEKOTO Hapoay. 3HauyHa Oararopid-
Ha MMOABMXHUIIBKA JisSTEHICTH MAWCTPIiB 3 BATOTOBJICHHSI IHCTPYMEHTIB, ITi-
suTbHICTh KHiBChKOTO Ta XapKiBCHKOTO K0O3apChKHUX IIEXiB, 30KpeMa Ko0-
3apiB K. Uepemcrkoro, T. Kommanigenka, M. Toskaiina, H. BoxxurcbKoTO,
B. Kymmera narote miigHui HiHHUE pe3yasTaT. 3HaHi B YKpaini MaicTpu
€. Iinnapionos, O. Kypiunwuii, B. Bixpenko, C. CaibHUKOB Ta iHIIIi 6arato
EKCIIEPUMEHTYIOTh 1 BUTOTOBJISIFOTH €THIUHI lyXOB1 My3W4HI iHCTPYMEHTH,
Ha SKUX TPal0Th, 30KpeMa, BUIATHI COMIIKAPIi-BIpTYO3H, BUKJIAaadi, Ha-
ykoBIi boxxena KopunHcbka, Oneck XKypaBuax, siki ChOroJHI B aBaHTapIi
BITYM3HSHOTO My3UYHOTO BUKOHABCTBA.

B HaBuanpHOMY cepeoBuIlll BUOIp penepTyapy, pernepryapHi npiopu-
TETH BU3HAYA€ JUPHUTEHT KOJEKTUBY, IKUH TaKOK CTBOPIOE iIHCTPYMEHTY-
BaHHsI Ta apaHXyBaHHS Ul «CBOTO» CKJIany opkectpy. Ilomryku ta cTBO-
PEHHS LIKaBOI0 KOHIIEPTHOTO Ta MEJarorivHoro OpKecTpOBOTO perepTya-
PY, PO3IIMPEHHs TEMOPOBOTO Pi3HOOAPB S 3aBXKIU B TIOJIi 30py OPKECTPO-
BOTO KepiBHHMKA. B 1IbOMy acmiekTi BaXJIMBUM € BUKOPUCTaHHS IHCTpyMEH-
Tapifo iHOHAIIOHATBHUX KYJBTYp, €K30TUYHHUX 1HCTpYMeHTIB. OnHier0 3i
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CTpaTeTivHUX JiHIN BOa9aeMO Oo/yueHHs 00 OpPKeCmpo8020 BUKOHABCMEA
memoOpy emHIUHUX YKpAaiHcbKux iHcmpymenmis. B 1IbOMy TUTaHI BBaXKae-
MO TIEPCTICKTUBHUM 3aCTOCYBaHHS 30KpeMa, TYIKiB, KOJICHOI JipH, TyCel,
comiiok, (osp Ta iHmMMX iHCTpyMeHTIB. Llei mpomec € GararorpaHHuM,
BiH IOTpeOy€e KOHIIEHTPOBAHUX CIPAMOBAHUX 3yCUIb SK NPAKTUKYHOUHX
MY3UKaHTIB TaK i MalCTPiB-KOHCTPYKTOPIB, (axiBIiB HAyKOBIIIB Ta Me-
TOMIMCTIB, a TAKO)K BHHAWICHHS (DiHAHCOBOTO 3a0€3IEUYCHHS 1 MIATPUMKH
y BUTOTOBJICHHI TaKOTO iHCTpYMEHTapito. B KOHTEKCTi BiIpOIKEHHS Ha-
I[IOHAJILHOI CBIJOMOCTI Ta KYJIBTYPHOI'O CITaJIKy YKPaTHCHKOTO HAPOIY MH-
TaHHS TPaAULiIHHOTO MY3HMYHOTO IHCTPYMEHTAapiIo, 30KpeMa Takoro Horo
BUJIY SIK OPKECTPOBE BUKOHABCTBO, € BKpail aKTyaJbHUMH Ta 3aCIyTOBY-
I0Th Ha pearyBaHHs Ta IPUBEPHEHHS YBaru CycCIijlbCTBa.

Hennadii Holiaka
Ph.D. in Art Studies, Asociate Professor at the Department
of Folk Instruments Ukraine Kharkiv I. P. Kotlyarevsky
National University of Artsy
e-mail: bayan.gena@gmail.com

ORCID 0000-0003-0273-9880
FOLK ORCHESTRA INSTRUMENTATION IN UKRAINE

Key words: folk orchestral performance; traditional folk instruments;
orchestral repertoire.

Folk instrument performance is an important component of the
Ukrainian music culture. Its academic and traditional trends have different
forms of existence in society. Due to many reasons, in concert practice
and educational environment in Soviet times, from the level of beginners
to higher educational musical institutions, domra and balalaika were very
popular in the orchestra which was also composed of button accordions,
banduras, noisemakers, percussion instruments, and different episodical
or solo instruments if necessary. String instruments make up the main
group in folk orchestra. As violin timber is leading in traditional Ukrainian
chapels, which is stressed by the competent ethnomusicologist M. Hai,
violins constitute the main group of string instruments in the orchestra of
a Ukrainian type, not domra or balalaika. Accepting the Ukrainian scientist’s
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point of view, one should admit that domra and violin with their polar
timber are different in the way of producing sound: long-drawn-out sound
of violin and timberly rich bow instruments are contrasted with overtone
dull, tremolo at long sounds of domra, which yields to «bow» smoothness
of the violin. We observe a certain incompatibility, and at times timber
conflict while uniting violin and prima domra in one register (combination
of violin and alto-, tenor-, bass- or contrabass domra is more preferable).
Usage of electronic instruments (bass-guitar, synthesizer, electronic
percussion), technical devices and modern acoustic systems, especially
with bass function reinforcement, are perspective in folk orchestra practice
today. However, in such acoustic situation formation of orchestra palette
remains in the acoustic sphere.

There is a certain «boom» of revival in modern traditional performance
of our country. Traditional and ethnic instrumentation of the Ukrainians is
getting more and more popular and fashionable. Many years of considerable
self-sacrificing work of instrument makers as well as Kyiv and Kharkiv
kobzar workshops, in particular, K. Cheremsky, T. Kompanichenko,
M. Tovkailo, N. Bozhinsky, V. Kushpet, gave valuable result. Y. Illarionov,
O. Kurinniy, V. Vikhrenko, S. Salnikov and other outstanding masters
of Ukraine create and experiment with ethnic wind music instruments;
famous sopilka virtuoso players, teachers, scientists Bozhena Korchinska,
Oles Zhuravchak are among them. They are in the vanguard of today’s
national music performance.

In the educational environment the choice of repertoire and repertoire
priorities are made by the conductor of the music ensemble, who also
creates instrumentation and arrangement for «his/her» orchestra. Searching
and creating interesting concert and teaching orchestra repertoire,
enriching timber colours are those things which are always in view of
the orchestra conductor. Usage of exotic instruments, and those which
belong to foreign cultures is important from this point of view. One of the
strategies can be adding the timbre of ethnic Ukrainian instruments to the
orchestra. We consider gudoks, organistrums, psalteries, sopilkas, floyaras
to be perspective in this aspect. This process is many-sided, it requires
concentrated directed efforts of practicing musicians as well as masters-
constructors, scientific professionals and methodologists, and finding
funds and support in production of such instruments. Within the context
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of national awareness revival and cultural heritage of the Ukrainians,
the issue of traditional music instrumentation, in particular, for orchestra
performance as its type, is quite relevant and worthy of reaction and
attention of the society.

Josxncuneusv Inna I'eopeiiena
O0OKMOPKA MUCIEYMBO3HABCMEA, Npoghecopra Kagheopu 3a2anbHo20
ma cneyianizoearnozo opmeniano XHYM imeni 1. I1. Komaspescvrozo
e-mail: inna.dov@gmail.com
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MY3UYHE CEPEJOBUIIE YKPATHIIB: PEAJIII ChOT'OJEHHS

KunrouoBi cioBa: mysuune cepedosuwye; Kiacuuna mMy3uka, my3uune
AHCUmMmsL; My3UdHa oceima, (hecmueans, pecioHanbii mpaouyii.

VY cknagHux ymoBax pedopMyBaHHS MepeBaxHOi OinbmIOCTi cdep
YKPaiHCBHKOTO KUTTA, MUTAHHA MY3U4YHOI KyJIBTYypH HiOM BiZICyBalOThCS Ha
npyruit maH. [Ipote, MaitOyTHeE Hallil B 3HaUHIN Mipi BU3HAYAE ii KYIBTYp-
HE CbOTOACHHS, a OTXKE 1 My3UUYHE cepeloBHILe SK crenndivyHa miacucre-
Ma B CHCTEMI COLIIOKYJIETYPHOTO JTOCBiY.

[lin TepMiHOM «My3W4YHE CEpENOBHUINE» MA€ThCS Ha yBa3i 3BYKO-
BE OTOYCHHS iHIWBiNA, MO (HOPMYETHCS Y MPOIECi MY3UYHOI JisSITHHOCTI
1 OXOILTIOE BC1 CKJIJOBi: TBOPYICTh, BUKOHABCTBO, PO3TIOBCIO/KCHHS Ta
cnpuiHATTI. My3udHe cepenoBuine 00yMOBIIOETHCS 4aCO-IIPOCTOPOBUMHU
YUHHAKAMH Ta JUHAMIKOIO COLIIaJIEHUX 3MIH.

Ha makpopiBHiI My3u4yHe cepeIoBHUIIE OXOILTIOE BCIO My3UYHO-3BYKO-
By arMocdepy 3emiti. Ha MakpopiBHI — 11e 6e3mocepeiHe My3U4HEe OTOYCH-
HS JIIOIUHM B Oy/Ib-sIKOMY Miclli 11 mepeOyBaHHs, «TyT 1 Tenep». J{o pizHo-
BUJIIB My3UYHOTO CEpPEIOBUIIIA HAJIC)KUTh TAKOXK peasbHUM 1 BipTyanbHUM
3BYKOBHH HPOCTIp.

My3uuHe CepeIOBHIIE € HECTIMKUM Pi30MOP(HHUM YTBOPCHHSIM, 3/1aT-
HUM J0 Pi3HOMaHITHHX TpaHcgopmaliil i 3MiH. BogHouac, BOHO € He Ta-
KUM TUHAMIYHUM $IK, HAPUKIad, My3udHe XuTTs. [1ig BIUIMBOM MeBHUX
YUHHUKIB MY3WYHE CEPEIOBHUILE 3MIHIOETHCS MOCTYNOBO. TOX, 3 METOIO
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MTOKPAIEHHS] My3HYHOTO CEPENOBUINA, CITiJI BUSIBUTH OKpEMi MO3MIII1, SKi
BIUIMBAIOTh HA HOTO CTaH B Cy4YaCHOMY YKPaiHCHKOMY CYCIILIbCTBI.

1. O3Hako MY3WYHO-3ByKOBOTO CEPEIOBHINA CHOTOICHHS € HOTO
arpecwBHUI Xapakrep. My3nka 3BydUTh CKpi3b: B TPAaHCHIOPTI, Kade, pec-
TOpaHax, Ha BYJIHIII, 3 MOOLTHEHUX TenedoHiB Tommo. [lepeBaxkHo, 1€ pO3-
BakaibHa abo (hOHOBa My3WKa JOCUTH CYMHIBHOI SIKOCTi, sIKa JIOMiHY€
HaJl aKkaJIeMiYHUM MHCTEITBOM B TeJeBi3iifHOMY mpocTopi, pamio edi-
pax, KOHLEPTHUX 3aX0Aax. 3PO3yMiJIo, IO KJaCHYHA MY3HKa € eTTapHUM
MHCTEITBOM 1 HE MOXKE 3MaraTtucs 3 My3HKOI0, pO3paxOBaHOIO HA MacoBe
cnpuitaarTs. [Ipote, ii BiICOTOK B Cy4acHOMY My3UYHOMY >KUTTI yKpaiH-
LIIB € HAJ3BUYAHO HU3bKUM. KOHIIEPTH 3a y4yacTi 3ipOK CBITOBOTO aka-
JEeMIYHOTO MHUCTELTBA, JOKYMEHTaJbHI (INbMHU MPO KUTTA 1 TBOPUICTh
BUIATHHX, 30KpeMa YKpaiHCHKHX MY3HMKaHTIB, IPOCBITHHULIBKI MPOTpaMu
TPaHCIIOIOTECS, 3a3BUYai, B HAHOLIBII «HE3pYYHHH Hac» (paHKOBI Ta
HIYHI TOIWHM). 3PO3yMiJIO, IO KOXKHA JIFOIMHA MAaE€ MOXKIIUBICTh 0OMpa-
TH CBOE CEPEIOBHIIE 1, 32 MOTPeOU, MPOCIyXaTu LiKaBUH AT HEl 3ammc
B [HTEepHeTi, a00 BiaBimath koHuepT. OgHAK, caMe KyIbTypHA IONIiTHKA
BIUIMBA€ Ha XapakTep 3arajbHOr0 My3MYHOIO CEPEIOBHUILA.

2. Krnacuuna mys3uka, 0€3yMOBHO, IOTpeOy€E MiATOTOBAHOTO CITY-
xa4a. Take BUXOBaHHs MOUYMHAETHCA 3 TUTHHCTBA. ChOTOHI B 3arajibHO-
OCBITHIX IIKOJaX mpeaMeT «My3nKkay B3arajli 3aMileHUH iHTETPOBAaHUM
KypcoM «MHuCTeNTBO», IKMH HO€IHYE MY3UKY 1 00pa30TBOpYE MHUCTEL-
TBO. TakMM YWHOM iCTOTHO 3MEHIIYIOTHCS TOMUHH MY3HYHOTO BHXO-
BaHHS, sIKE, 30KpeMa, BKIIFOYANIO MPOCITyXOBYBaHHS TBOPIB KIIACHYHOTO
MUCTenTBa. Jl0CUTh HECKIIAHUM € TIPOBeJIeHHS (iTapMOHIYHUX KOHIIEP-
TiB (JIEKTOPIiB) JUIs IiTEH 13 3aMydyeHHSIM BHUXOBaHIIB My3WYHHX IIKLI.
Takuii qOCBIJ iICHYBaB 3a PaISHCHKUX YaciB. 3 OHOTO OOKY II€ BUXOBYE
KyJABTYpY COPUUAHATTS aKaJeMiqYHOTO MUCTEITBA Y MAJICHHKUX CITyXadiB,
3 IHIIIOTO — JIa€ 3MOTY PEali30BYBaTUCh TUM, XTO HaBYaeThcs. ChOTOMHI
y BUMOTax JI0 aTecTalii BUKJIaJa4iB My3HUHHUX IIK1JT 000B’I3KOBUM € Ha-
SIBHICTH YUYHIB-JIaypeariB i, y IparHeHHI OTpUMaTH 3a 1e 0aju, BUKIanadi
CHPSMOBYIOTh CBOiX BMXOBAHLIB Ha JOCHTh HU3BKOTO PiBHS KOMEpLiid-
Hi KOHKYpCH, sIKi CbOTOZIHI Tak momyisipHi B Ykpaini. Cama atmocdepa
3MaraHss € He JOCUTb CIPUATINBOIO AJISl AUTAYOT NCUXiKkK. bimpmr roria-
HUM y TBOPUYOMY CEHCl1 € KOHLEPTHUH BUCTYI, TUM OiJblIe Mepen on-
HoniTkamu. CamMe 1151 aynuTopisi B MalilOyTHBOMY CTaHe cilyXadyaMH KOH-
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LEePTiB KIAaCUYHOI MY3HUKH i Oyae BITUBATH Ha (GOpMyBaHHS MY3UIHOTO
CepenoBHUIIa.

3. 3ampoBamkeHi MiHICTEpCTBOM OCBITH 1 Haykd Ykpainm pedop-
MaTOpCHKi HOBAIIIi B aKpeauTAaIlii 3aKJIaJliB BHIIOT My3UYHOI OCBITH TaKOXK
HE CIIPUSIOTh CTBOPEHHIO CIPHSTINBOTO MY3HYHOTO CEPEeIOBHINA JIIIsS
TBOPUOI peaizarlii BUkiiagadis i ctyaeHTiB. [Ipodecopcrko-BuKiamambKuit
CKJIaJ] 3HAYHY YaCTHHY CBOTO Yacy BUTPAYa€ Ha IMiJIF0TOBKY BCIIAKOL TOKY-
MEHTAIII1: porpam, IIaHiB (SKi 3MIHIOIOTHCS MOPOKY, a00 HABIThH IBIYi HA
PiK), IMCTaHIIIHOT OCBITH (HE TIIBKH 3 JIEKIIHHUX KypCiB, ajie i 3 mpea-
MeTiB (haXxOBOI MMiATOTOBKY My3UKaHTA, SIK1 3aBXK I HAJICIKAIIH JI0 1HTUBITY-
anbHOi (hopMH HaBYaHHS), CTBOPEHHS 0co0HcTUX KabineTis Tomo. Lle Bce
BUCHAXY€, HE 3aJIMILIAI0YH SHEePTii Ha TBOPYICTS, sIKa mependadae cBoOOmy
MUCIICHHS, BHYTPIIIHI{ MOIIYK, eMOLiiHu migiioM. B pesynbrari — 3MeH-
IICHHS KOHLEPTHHUX 3aXOiB, My3WYHHX IpOEKTiB. BogHouac, cTan no-
KyMEHTallii HiSK He BU3HAYa€e piBeHb MiAroToBKU (axisiiB. OUiHIOBaHHS
TUSUTBHOCTI BY3iB MUCTEITBA Ta iX pEHTHHIOBI MOKA3HUKU CIIiJl BCTAHOB-
JIIOBATH TI0 MPAKTUYHUM Pe3yNbTaraM: HassBHOCTI JIaypeaTiB Mi>KHAPOIHUX
Ta BCEYKPATHCHKUX KOHKYPCIB; MIPOBEICHUX COJBHUX KOHIIEpTaX B MICTi,
o0acTi, 3a KOpJOHOM; KOHIIEpPTax-3BiTaxX TOMIO.

4. OgpHiero 3 XapaKTepUCTUK MY3UYHOTO CEpPEIOBUINA € HOTO peri-
OHAJIbHA HAJISKHICTh. B acmekTi cTaHOBICHHS HAI[iOHAJEHOTO CaMOYCBi-
JIOMJICHHS B)KJINBUM € BiIPOIKEHHS PET1I0HAIBHUX MY3WYHHUX TPATUIIIi.
ITepeBaxkHo meprkaBHi 1 MiCIIEBi CBATA CHOTOIHI BiI3HAYAIOTHCS KOHIIEPTOM
«open airy» i3 3aMpomeHHsIM eCTPaJHHUX CITiBaKiB (B MPOBIHIIII, K IPaBH-
JI0, TIPUDKKUX apTUCTIB). PiBeHb TaKMX 3aX0/iB, 3a3BUYAi, JOCUTh HU3b-
KUi. 3Ha4HO KpamyM Oysio O MpoBeleHHS MacOBUX 3aXOJIiB 3 BHBYCHHSIM
TPaJULiHOTO TAHIII0, YKPAaiHCHKOTO MiCEHHOTO QOIBKIOPY, HAPOAHUX 00-
PSAIOBUX AIMCTB 13 3a]y4EeHHSIM BCiX NpUCYTHIX. Taki (opMHU BiIIOUUHKY
CIPUATHMYTh (OPMYBaHHIO HAI[IOHAILHOI MEHTAIBHOCTI 1 My3UYHOTO Ce-
PEIOBUIIIA PETIOHY.

5. ®akropom, mo Gopmye My3udHE CepeOBUIIEC € KOHLEPTHE JKUT-
Ts1. HacuuenicTh ractpossiMu, pecTUBaIbHUMU i KOHKYPCHUMH 3aX0J[aMH,
aKTUBHA JiSUTbHICTh My3UYHUX, T€aTPAIbHUX, KOHIIEPTHUX YCTAHOB, PO3-
BUHYTHI MEHEIKMEHT B c(epi oprasizauii 103BULIS BiApi3HAE CTOMUYHI
MicTa Big mpoBiHIlii. Mamni micta YkpaiHu ChOTOfHI, SK MPaBHIO, HE Ma-
IOTh TaKOTO IIUPOKOTO CIIEKTPY MOXJIIMBOCTe. Ha mpomy piBHI MOmHUM
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€ TIPOBEACHHS MicueBuX (pecTuBaiiB. besyMOBHO, 3aX0/u, SIKi MarOTh pe-
TYJIAPHUHA XapakTep, TOCUTh CYTTEBO BIUIMBAIOTh HA (DOPMYyBaHHS MYy3W-
HOTO cepenoBUINa. BoHM 3HAYHO PO3MMPIOIOTH CIYXallbKy ayaHTOPIiiO,
OCKUTBKH CTaTyC CBATA, HEMEPECITHOI TOIi1, BUKIIMKAE 3aI[iKaBICHICTh Ha-
CeJIeHHS 1 Ti, XTO, 3a3BHYail, HE BiABiAye (iapMOHIYHI KOHIIEPTH, BUSIB-
JSIOTHCS Iy OITiKOI0 (heCTUBANBHUX 3aX0/iB. Po3mmpenns aynuropii BinOy-
BAETHCS TAKOXK 32 PaXyHOK 3aJy4eHHs CIyXadiB 3 iHIIUX perioHiB. Takuii
MY3UYHHN TYpU3M (KUK Y TIOBHIH Mipi CTaB aJbTEpPHATHBOIO PAITHCHKHX
KOHIIEPTIB-3BITIB PEriOHIB B CTOJIMIN) € JOCUTh IUIIIHUM y 30aradeHHi
MYy3UYHOTO cepezioBuiia. DecTUBaNbHI aKIlil € MoJeM KOMYHIKaIlii mpo-
(ecionaniB i 1OOUTETIB My3MYHOTO MHCTEITBA, MPEACTABHHUKIB Pi3HUX
perioniB i kpain. Boun ¢opmytoTs My3uYHHH CMak i BUXOBYIOTH CBOTO
ciryxada. Takok BOHM € MOXJIMBICTIO MpPE3EHTAlli MiCIEBUX MY3HMYHHX
TaJaHTiB (MOJOAUX apTUCTIB 1 KOJIEKTUBIB), 0OMiHY JOCBiIOM, PO3IIHPEH-
HSl TBOPYHMX KOHTAKTIB, IPOBEICHHS MalicTep-KiaciB, KoH(epeHwiil Tomlo.
ToMy BakIHBO, OO OPTaHi3aIi€l0 1 3MICTOM TaKMX 3aXOJiB 3aiiMallich
MYy3UKaHTH-TTpO(ecioHalr, 3aTHI BUSBUTH TBOPUYY BHWHAXiJIMBICTb, 3a-
MIPOIIOHYBATH I[IKaBy MPOTrpamy, «BHMTH 3a MEXIi» 3arallbHONPHUIHSTOTO,
TpamuIitHOTO.

VY mifcyMKy BasKIIMBO 3a3HAYHTH, 1[0 My3UYHE CEPEAOBUIIIE 1€ KOMII-
JIEKC YMHHUKIB. « YIOCKOHAJIEHHS JIMIIE OIHOIO 3 HUX ICTOTHO HE 3Mi-
HUTH OTOYYIOUY 3BYKOBY PEATbHICTb.

Inna Dovzhynets
Dr. in Art Studies, Professor at the Department of General
and Specialized Piano, Kharkiv I. P. Kotlyarevsky National University of Arts
e-mail: inna.dov@gmail.com
ORCID 0000-0002-9663-2576

MUSICAL ENVIRONMENT OF THE UKRAINIANS:
TODAY’S REALITY

Key words: musical environment, classical music, musical life; music
education, festival; regional traditions.

Under difficult conditions of reformation in different spheres of
Ukrainian life it seems that the problems of music culture are moved
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to the background. However, the future of the nation, to a considerable
extent, is determined by its today’s culture, and it means that by musical
environment, too, as a specific subsystem in the system of social cultural
experience.

The term «musical environment» means sound surrounding of the
individual which is formed in the process of musical activity and includes
all the components: creativity, performance, spreading and perception.
Musical environment is conditioned by space-time factors and by dynamics
of changes in social life.

At the macrolevel musical environment covers all the sound-music
atmosphere of the Earth. At the microlevel it is a direct music surrounding
of a person at any place, “here and now”. Real and virtual sound spaces are
also kinds of musical environment.

Musical environment is a non-permanent rhizomorphous formation
which can transform and change in different ways. At the same time, it is
not as dynamical as, for example, musical life. Being influenced by certain
factors, musical environment changes gradually. So, in order to improve
musical environment it is necessary to find out certain points which
influence its state in contemporary Ukrainian society.

1. Sound-music environment of today is characterized by its
aggressive nature. Music sounds everywhere: in transport, in a café,
in restaurants, outside, in cell phones etc. It is mostly entertaining or
background music of rather questionable quality, which dominates
academic art in television space, on the radio, at concert events. It is clear
that classical music is elite art and it cannot stand together with music
intended for broad masses. However, its percent in modern music life of
Ukrainians is extremely low. Concerts with stars of world academic art,
documentary films about the life and creativity of famous, in particular,
Ukrainian musicians, educative programs are usually broadcast in the
most inconvenient time (morning and night hours). Of course, everyone
has a possibility to choose their environment and, if necessary, to listen
to the online recording which is interesting for him or to visit a concert.
However, it is cultural policy that influences the nature of general musical
environment.

2. Surely, classical music requires a prepared listener. Such
cultivation starts from the childhood. Today, in comprehensive schools
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«Music» subject is even replaced by integrated course «Art», which
unites music and fine art. Thus, hours of music education which, in
particular, included listening to the compositions of classic art, are reduced
considerably. It is not very difficult to hold philharmonic concerts (lecture
courses) for children where pupils from music schools can participate.
There was such experience in Soviet times. On the one hand it trains small
listener to percept and understand academic art, on the other hand, it gives
an opportunity for those who study to fulfil their potential. Today, there
is a demand for music school teachers’ skill certification to have pupils-
laureates, and trying to achieve points for this, teachers send their educatees
to commercial contests of quite low level which are so popular in Ukraine
nowadays. The atmosphere of the competition itself is not very favourable
for a child’s psyche. Concert performance is more fruitful in terms of
creativity, especially when they perform for children of their age. This is
the very audience which will become listeners of classical music concerts
in the future and will influence the shaping of musical environment.

3. Innovations in accreditation of the institutions of higher musical
education enacted by Ministry of Education and Science of Ukraine don’t
contribute to creation of favourable musical environment for teachers’
and students’ creative fulfilment. Professors and teaching staff spend most
of their time preparing different kinds of documentation: curricula, plans
(which are changed once or even twice a year), distance education (not
only in lecture courses, but also in subjects of musician’s professional
training, which have always been taught individually), arranging personal
rooms etc. The above-mentioned work makes them exhausted, leaving
no energy for creativity which includes free thinking, inner search, lift of
emotions. As a result, concert events and music projects are reduced in
number. At the same time, the state of documentation doesn't reflect the
specialists’ training level at all. Estimation of the work of high schools of
arts and its rating should be done according to practical results: availability
of laureates of international or all-Ukrainian contests; recitals organized in
town, region or abroad; reporting concerts and so on.

4. One of the features of musical environment is its belonging
to region. Revival of regional music traditions is important in terms of
national self-awareness formation. Today mostly state and local holidays
are celebrated with an «open air» concert where pop singers (in the
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province, as a rule, visiting performers) are invited. The level of such events
is usually quite low. It would be much better to organize public events
and study traditional dance, Ukrainian song folklore, national ceremonial
activity with engagement of everybody present. Such types of having rest
would favour formation of national mentality and musical environment of
the region.

5. Concert life is a factor which forms musical environment.
Rich tour activity, festivals and contest events, active work of musical,
theatrical, concert institutions, developed management in the field of
leisure organization make capitals differ from provincial towns. Small
Ukrainian towns, as a rule, don't have such range of possibilities today.
On this level it is fashionable to organize local festivals. Surely, if the event
is regular it influences greatly the musical environment. They enlarge the
audience as the status of the holiday, unusual action attracts people, and
those who usually do not visit Philharmonic concerts become listeners
of festival events. The audience is also enlarged due to invitation of
listeners from other regions. Such musical tourism (which is quite a good
alternative instead of Soviet regional reporting concert in the capital)
enriches musical environment very much. Festival actions are space for
communication for professionals, art lovers, representatives from different
regions and countries. They form musical taste and educate their listener.
They also create an opportunity to represent local talented musicians
(young performers and bands), to share experience, get new contacts for
creativity, to conduct master-classes, conferences and so on. That is why,
it is very important to entrust the organization and contents of such events
to musicians-professionals who are able to find out creativity, to suggest an
interesting program, to “leave the bounds” of generally accepted, habitual.

In conclusion, it should be noted that musical environment is a complex
of factors. «Improving» only one of them will not change the surrounding
sound reality to a considerable degree.
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EKOJIOTTYHUI CTAH MY3UYHO-3BYKOBOI'O
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KuarouoBi cioBa: wysuuna ocgima; 38yKosuti npocmip, My3uiHa exo-
0215, MY3UudHa iHopmayis, poib My3UKO3HABCMEA.

CporofHi MU KMBEMO B HACHYEHOMY 3BYKOBOMY INPOCTOpi, 3HAYHY
YaCTHHY AKOTO CTAaHOBUTH My3WKa. B ocTaHHI mecATWIITTA i 4yacTKa Io-
MITHO 301IbIIHIIACS 1 IPOJIOBXKYE 3pOCTATH B CHIIY IHTEHCHBHOCTI TEXHiU-
HOTO MPOTPECY 1 PO3BUTKY CUCTEMH COLIaTbHUX KOMYHIKaIIii.

3 ommany Ha TOM (akT, MO My3HKa € HOCIEM MEBHOTO poAy iH(op-
Marlii, sika, sk 1 Oy/Jb-sKa iHIla, COPUHMAETHCS JIFOJUHOIO HE TIIBKH YCBi-
JIOMJICHO, aJie i Ha PiBHI MiICBIIOMOCTI, 11 3HAYCHHS SIK OJIHOTO 3 SKICHUX
IMOKa3HUKIB 3arajibHOTO iH()OPMAIITHOTO MOJIsl HE MOYKHA HETOOIIHIOBATH.
VY 3B’S3Ky 3 OUM CJIiJ] TOBOPUTHU PO BIUIMB MY3HKH Ha CTaH i PO3BUTOK
OKpEMO B34TOl JIFOIWHH 1 CYCIJILCTBA B LIIJIOMY.

Haii0inpm my3uka nomudpeHa B coUianbHil cdepi, ane Bizomo, 1o
BOHA 3 JIaBHIX YaciB BUKOPHUCTOBYBAJIACS JJIS JIIKyBaHHS OY[b-SIKUX XBO-
po0. Ilo3uTHBHI pe3ynbTaTy Cy4acHHX HayKOBUX JOCIIIKEHb BIUIUBY MY-
3UYHOTO KOMIUIEKCY Ha OPraHi3M JIIOJAWHU (MEJIOMisl, METPOPUTM, TapMO-
Hifl, AMHAMiKa, TeMOp TOIIO) TO3BOJIMIA CHOTOAHI ITUPOKO 3aCTOCOBYBATH
KIIACUYHY MY3UKY Y MEIUYHUX HITX (TMi]1 9ac TiKyBaHHS (Pi3UYHUX 1 TICH-
XIYHUX 3aXBOPIOBAHb).

Bimomo, mo Oyap-sike sSBUIIE MOXE iCHYBAaTH 31 3HAKOM «ILTFOC» 1 31
3HAKOM «MIiHYC» 1 TIPU3BOAMTH 10 TPOTWICKHHUX PE3yNbTariB. My3uka
B I[bOMY BiJTHOIIICHHI HE € BUHATKOM. bararo ii 3pa3kiB HeraTWBHO BILIH-
BalOTh Ha JONWHY (HAMPHUKIAJ, HayKOBi MOCIIIKEHHS TOBOAATH PYIHIB-
HY CHIJIy TaKMX HaIPsIMIB K BaXXKUH POK, XEBi-MeTaJs, MaHK-POK, XiM-XOII,
XOPPOPKOp Ta iH.). SIKI0 B METUITMHI BHKOPHUCTAHHS MY3WYHHX 3pa3KiB
JKOPCTKO KOHTPOIIOETHCS, TO B MIOBCSAKICHHOMY JKUATTI TOAIOHUN KOHTPOIh
TIOBHICTIO BiJICYyTHIH.
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3 MeTor0 30epeXeHHS 3I0POBOTO CYCITiIbCTBa HEOOXiTHO, TO-TIEPIIIE,
CTEXKHTHU, Ha CKUIBKU LI€ MOXKJIMBO, 3@ €KOJIOTIYHUM CTaHOM MY3HYHOIO
IIPOCTOPY, SIKE BU3HAYAETHCS SKICTIO MPOINOHOBAHOI MAaCOBOMY CIIOXKHBA-
49eBi «Ki», MATPAMYBATH HOTO YHUCTOTY; MO-APYTe, PO3BUBATH MY3HU-
HYy OCBITY Ha Pi3HUX ii PIBHSAX 3 METOI0 KOPUTYBaHHA MY3WYHHX CMaKiB
HIISIXOM PO3KPUTTSI TAPMOHIHHOTO CBITY KIIACHYHOI MY3HUKH Ta 3a7Ty4eHHS
JI0 HBOTO Y4HIB (1Iel Tpoliec Mae OXOILTFOBATH BCi CTYIEHI 3arajlbHOOC-
BITHBOI CUCTEMH — Bij| OIIKUILHUX YCTAHOB JIO BHINUX HABYAJIBHUX 3a-
knaniB). [lo-Tpere, Ui MIATPUMKHA BHCOKOTO PIBHSI MY3WYHOI KyJIBTYypH
CYCHIJIBCTBA («KYJIBTYpa» B JAHOMY BHIIAJKY TPAKTY€EThCS K «KYJIBT CBIT-
Ja») HeoOXiJHO PIBHOMIPHO PO3BHUBATH OOUABI TUIKK MpodeciiiHol My3ny-
HO{ OCBIiTH — BUKOHABCTBO 1 My3HKO3HABCTBO, SIKE CTBOPIOE JUIS TIEPILIOTO
3 HUX MY3UYHO-TEOPETUUHUH (DyHIaMEHT.

Po3Burok Mmy3uuyHOro mnpodecioHanizMy CIpHsS€e MOIIMPEHHIO BH-
COKHMX MY3WYHHUX 3pa3KiB i BUPILICHHIO MPOOIEMHU EKOJOTiYHOI YUCTOTH
MY3UYHO-3BYKOBOTO TIPOCTOPY, BiJl YOTO 3aJIEKHUTh JyXOBHE 1 (pizmuHe
30POB’sI CYCIIBCTBA.

Olena Enska
Ph.D. in Art Studies, Associate Professor
A. S. Makarenko Sumy National Pedagogical University
e-mail: elena.enskaya@gmail.com
ORCID 0000-0001-8860-3495

ECOLOGICAL STATE OF MUSICAL-SOUND SPACE
AND EDUCATION

Key words: music education; sound space; music ecology; music
information; the role of musicology.

Nowadays we live in a space full of sounds, a significant part of which
is music. During the recent decades its percent has increased markedly and
continues to grow due to the intensity of technological progress and the
development of social communications.

Taking into account that music is a carrier of information, which is
perceived by a person not only consciously, but also at the subconscious
level, we can’t undervalue its importance as one of the qualitative indicators
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of the general information field. In this regard, we should talk about the
impact of music on the state and evolution of a single person and the whole
society.

Music is most widely distributed in the social sphere, at the same time,
it has long been used to treat any diseases. The positive results of modern
scientific research on the effects of music on the human body (melody,
rhythm, harmony, dynamics, timbre, etc.) have allowed the use of classical
music for medical purposes (in the treatment of physical and mental
diseases).

It is known that any phenomenon can exist with a plus sign and
a minus sign and lead to opposite results. Music is no exception. Many of
its samples produce a destructive effect on humans (scientific researches
show the negative effects of hard rock, heavy metal, punk rock, hip hop,
horrorcore, etc.). If in medicine the use of musical samples is strictly
controlled, then in everyday life there is no such control.

To keep a healthy society, it is necessary, firstly, to monitor, as far as
possible, the ecological state of the musical space, which is determined by
the quality of the “food” offered to the mass consumer, and to maintain its
purity; secondly, to develop music education at its various levels in order
to correct musical tastes by opening the harmonical world of classical
music and introducing students to it (this process should cover all levels
of the general educational system — from preschool to higher education
institutions). Thirdly, in order to maintain a high level of musical culture
in society (“culture” in this case is interpreted as the “cult of light”), it
is necessary to evenly develop both branches of professional musical
education — performance and musicology, which creates the musical and
theoretical foundation for the former.

The development of musical professionalism contributes to the spread
of high musical samples and to the solution of the problem of ecological
purity of musical sound space on which the spiritual and physical health of
society largely depends.
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KOHIIENIT TEATPAJIBHOI'O MY3EIO: BIJI MY3EMHOI KOMICIi
MOB-y IO MY3EIO XAPKIBCbKOI'O TEATPY
IMEHI T. T. IIEBYEHKA

KuarouoBi cioBa: meampanvuuii myseti;, «bepesinvy, Jleco Kypbac,
Xaprxiscokuti meamp imeni T. I [llesuenka.

1972 poxy npu XapkiBcrkomy Tearpi imeri T. I. [llepaenka qo 50-piu-
Ysi KOJIGKTHUBY OYyJO CTBOpEeHO My3el. [HiliaropoM Ta HaTXHEHHHKOM
HOro 3acHYBaHHsI BUCTYNWIO MOAPYXOKs KopudeiB Tearpy (Oepe3iibliib
Bix 1928 p.) — Pomana Yepkamuna ta HOmnii ®dominoi. Otpumasiim mia-
TPUMKY KEPiBHUIITBA, BOHH B3SUIHCS 32 YKJIAJAaHHSI My3eiHOT KOJIEKIii, 10
10 CHOTOJIHI € YHIKaIbHUM 310paHHsM PiIKICHUX AOKYMEHTIB, PAPUTETIB,
NOKJIMKaHUX 30epiratu mam’aTh Mpo TearpajbHe MHCTELTBO, SIKE Mpak-
TUYHO HE MijraeThes Qikcarii Ta my3eedikarrii.

lnsax 1o mosiBM TeaTpalbHOTO MY3€l0 XapKiBCBKOTO Tearpy ime-
Hi T.T. llleBueHka OyB moBrum i He mpoctuMm. Cama ifes csrae modat-
Ky 1923 poky, xomu 30 ciuHS mpu IIOHHO CTBOPEHOMY MHCTELBKOMY
0O06’ennanni «bepesinp» (MOb-1) BuHMKIA My3eitHa KoMicis (My3kom),
OYLIBHUKOM $IKOi cTaB pexucep Bacwnp Bacmibpko (wieHn kowmicii—
JI. T'akkeOym (3actynmHuk romoBu), O. llIBauko (cekperap Komicii),
M. Capuenxko, B. I'aitBoporchkuii, M. KoHOHEHKO, Ti3HIIIEe MpHETHAN-
cs— O. Cepmrok, I1. Macoxa, JI. Jlemymnekmif). 3maBanocst 0, i1est KOJEK-
MioHyBaHHS apTe(akTiB TeaTpabHOI KYJIBTYPH CyTepeUria aBaHTapTHUM
HacTaHoBaM Mucrerpkoro OO0’ eqHaHHS, K€ TOPYBAJIO NUIAX y ManiOyT-
HE, HE 3BEpPTAOYM YBaru Ha aBTOPUTETH MUHYIOro. HaroMicTh Haraib-
HICTBb CTBOPEHHS TeaTPaJbHOTO My3elo Ta (iKcallis He JIUIIe Cy4acHOTO
MUCTEIIBKOTO TIPOIIECY, ale ¥ MHUHYJI0I A00M BOauyamu moTpedoro yacy
i B caMmiit komicii, i B miomy y MOB-i. [osicuenns Taxoi mo3utii Bacuib
Bacuibko HazmaB y crarti «/lo cripaBu yTBOPEHHS T€aTpaIbHOTO MY3€H0»:
«HapomxkytoTbest HOBI popMmu TeaTpy, OAHI 3 HUX BIKUBAIOTH, IPYTi 3HHU-
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KaloTh HazaRxau. ONHOYACHO 3 UM IIPOLIECOM MTOBCTAHHS HOBHX (OpM
Tearpy 4acTKOBO IEPEPOKYETHCS, a TO i 30BCIM BUMUPAE, CTAPUM HAalll
moOyToBwmiA Tearp. L1 Benmmka mo6a OymiBHUIITBA MyCHTh OyTH 3adikcoBa-
Ha JII IPUIIEIIHIX TTOKOMiHb» |

3 rapsYuM 3aImanoM KOoMicist B3stacs 10 poOOTH, He Maro4uH (iHaHCY-
BaHHJ Ta CHEMiabHOTO MpuMimieHHs. OKpiM moOyTOBO-(hiHAHCOBUX TIPO-
OomeM My3KkoM 3iIITOBXHYBCS 3 HEOBIPOIO O IIi€i crpaBu 3 OOKy crap-
IIOTO TIOKOJIIHHS JIisIYiB TeaTpy, sIKi MepeBaKHO HACTOPOXKEHO CTABHIIUCS
10 mounHaHb «bepe3ons» Ta Horo MUCTEIBKOTO pajuKaii3My, 1 He HaBa-
KyBaJNucs BifmaBatu cBoi pedi 10 «TearpanbHoro myseto nmpu MOB-i».
[Mompu Bci TpyAHOII KOJIEKIisl TOCHTh MIBUAKO 30iibInyBajiacs. Bixke 3a
pik — 31 rpyausa 1923 poky Branocsi oprati3yBaTu HepIly BHCTABKY MY-
3eHUX EKCIIOHATIB, a 32 TP POKH, SK 3a3HauuB B. Bacuinbko y 3raganiit
CTarTi, KOJIEKIIis HapaxoByBana /10 3000 oquHHMIIE.

3 nepeiznom «bepesoms» 1o XapkoBa My3eiiHe 3i0panHs Oyno nepena-
Ho Beeykpaincokiii Akagemii Hayk, HoBuM kepiBHuKOM ctaB [letpo Pymin.
Konexmis 3i0pana 3ycnmisiMu My3eiHOT KOMICIi JIsiTiia B OCHOBY Cy4acHO-
ro My3ero TearpaabHOro, My3MYHOIO i KiHOMucTenTBa Ykpainu. J{ocBin
OepesinbIliB y IiHl CIIpaBi CTaB MPUKIIAIOM IS IHIITNX TeaTPaTbHIX KOJEK-
TUBIB YKpaiHM — AKIIIO HE CTBOPIOBATH MY3€H, TO MPUHANMHI 30epiratu Ta
(hikcyBaTu 3700yTKH KOJIEKTHBY, YIIOPAIKOBYBATH apXiB i BECTH JIITOIMC
TeaTPaIBHOTO XHUTTA. Y camoMy «bepe3oii» XapKiBChKOTo Iepioay My3ei
Ipu TeaTpi He OyJI0 3al0YaTKOBAaHO, X04a HE BHKIIOYAEMO, IO TaKi Ha-
MipH MOTJIM ICHYBAaTH, PO IO 30Kpema inerscs y crtarti B. Bacuibka.
CronnuHuil cTaTyc MOCTAaBUB TIepeI TeaTpoM P IHITNX 3aBIAaHb 1 My3e-
Ha cIipaBa BUsIBHJIACA He Ha vaci. [lofansimii po3BUTOK MOJIH — KPUTHKA
pernepryapHOi MOJITUKK W MHCTEIBKHX mo3umiid «bepesons», 3abopona
BHCTAaB, 3HATTS 3 II0CAIU i apelT kepiBHuKa Teatpy Jlecs Kypobaca, a 3ro-
JIOM apellT i YaCTHHH TBOPUOTO CKIIAJy, BUKIIOUATIH Oyab-SKi TyMKH IIPO
30epeskeHHsT Oepe3inbepKoi cnaamuan. Y TotaiitapHi 1930-1 poku HaBiTh
MporpaMKa J0 BHCTaBU MOIVIa CTAaTH JOKa30M y KapHil crpaBi. Aje Oe-
pe3inbLi 30epirajiv He TINBKH B IaM’ATi CTOPIHKH iCTOpii KOJIEKTUBY, XO-
BaJIM i miepexoByBasin (OTO, adilli, MPOrpaMKH, I1’€CH Ta 1HII papUTETH.

1 Bacunbko-Musies B. Jlo cipaBu yTBOpEeHHs TeaTpajbpHOro Mucrenrsa / B. Bacunb-
ko-Muiisies // Hose mucrentso. — K, 1926. Ne 8. — C. 4.
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MOXXIUBICTS OTIPHITIONHEHHSI MaTepialbHUX CBiMUEHB JIETEHAApHOI 00U
TeaTpy BUIAJE JIUIIE Yepe3 ACCATIIITTSA i CTaHe MOKJIMBHM B 1HIITHX ic-
TOPUYHUX peaisx.

CrBopeHHIO My3ero XapkiBchkoro tearpy imeni T. I. [lleBaenka nepe-
JTyBaJIo KiJIbKa BXKJIMBUX MOJIiH. BupimanbHe 3HaueHHS MaJlo CBATKYBaH-
HA 25-1 piununi Tearpy 1947 poky. i ouinbHuka tearpy Map’saa Kpy-
HICTBHUIBKOTO 1 KOJEKTUBY OyJI0 TPUHIMIIOBO BaXKIMBUM BECTH Jli-
TOYMCIIEHHS CBO€l ictopii Bijg BuHHKHEHHS «bepesomo» 1922 poky,
a He Bix 1935 poky, konu TeaTp oTpuMaB HOBY o(iliiiny Ha3By. [Ipu Bciit
JBO3HAuHOCTI (3a BUcioBoM P. UepkammHa) curyauii, KpymensHuLbKOMY
B/IaJIOCs MIEPEKOHATH MapTiliHe KEPIBHUITBO U BiACBATKYBaTH IOBLIEH Ha
JepkKaBHOMY DiBHI. Xoua B OQILIHUX YPOUUCTOCTAX 1 TOKYMEHTaX iM’s
3acHoBHUKa Tearpy Jlecs KypOaca »xomHoro pasy He 3ragyBajnocs, Ui
BCiX BHpIIIANBEHUM OyNo Te, sIK micaB y croragax Poman UepkamiuH, 1mo
«(akT BU3HAHHS UX KaJICHIAPHUX JaT MOBEPTaB iCTOPUYHY LIHHICTH Te-
aTpaabHUM MOKOIIHHSAM Gepe3ibiiBy2.

UYepes aecsath pokiB, 1957 poky 3 Jlecst Kypbaca odiuiitno Oymnu 3Hs-
Ti 3BUHYBa4YCHHs Ta NPUIMHEHa KapHa crpaBa. [ledarky 3a00poH 3 iMeHi
Kyp6aca Oyno 3ipBaHo. IMmynbcom, 0 akTuBi3yBaB mpouec ¢ikcauii Ta
30epeKeHHsI JyXOBHOI 1 MarepianbHOI maM’siTi, cTaB MarHiToOHHUH 3a-
MIUC CTIOTaJiB Mpo ocTaHoBKY Jlecem Kypbacom «Iaiimamaxisy» (1920 p.)
3pobnennit Bacunem Bacunbpkom 1959 poky, a B 6epesni 1960 poky 3aciy-
XaHWW MyOJIYHO BCIM TBOPYMM CKJIAJJIOM XapKiBCBKOTO TeaTpy, B T. 4. KO-
TUIHIME  OepesinbisiMu. Kpura MoBYaHHS HaBKOJIO iMEHI pekmcepa
CKpecyia, Horo MmoCcTaTh 1 TBOPYICTh MOYHMHANIA BCE OLTBINE IIKABUTH MO-
J071e TIOKOJTIHHS MUTIB. 12 muctomana 1961 poky B XapKiBChKOMY Tea-
TpPaJIbHOMY 1HCTHTYTI 3a IHII[IaTMBH CTYIEHTIB Ha 4O 31 CTYAEHTOM-pe-
xucepoMm Mukonoro [1leiikom mpoiinioB nepmuii B YKpaiHi Bedip mam’aTi
Jlecs Kypbaca. Sk nucana Harans Bongapesa, BinOymnacs momis, sika ctana
MIOYaTKOM «pyXy 3a peabimiTanito pexxucepcbkux ineit Jlecs Kyp6aca, mo
3’eIHaa «0epe3UIbIIB KypOacCiBCHKOTO «IIPU30BY» 3 TIOKOJIIHHIM «HOBHX
KypOaciBLiB», sIKe IlE TiILKK MiAiHMAIo TOI0BY»S.

2 Poman UepkammuH, FOnis @omina. Mu — Oepesinbui. TearpaibHi crioraan-po3ayMi. —
Xapkis : Axra, 2008. — C. 201.

3 Jecs Kypbac B KOHTEKCTi CBITOBOi Ta BITYM3HSHOI KYJBTYPHU : MaTepiajd MiXHap.
HayK. KoH(Q. : 10 125-pivus Bix aas HapomxkeHHs Jlecs Kypbaca. — X., 2012. — C. 76.
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[Tepmri TBOpi BedopH Ta HEMIEPECITHUI IHTEPEC MOJIOJII CTaJIH TTOIITOB-
XOM JUIA TiaroToBkH 30ipku «Jleck KypOac. Criorany cydacHUKIBY, 110 OyIia
Bumana y 1969 p. sugaBamnTBOM «MuctenrBo». KirrodoBa poiib B IIbOMY
nporteci Hanexana Bacumio Bacunbky, sikuit B3sB Ha ce0e 000B’sI3KH pefia-
TYBaHHS KHHUTH. YIIOPSIHUKOM BiJl BUIABHUIITBA OyB HIKOMY HE BiIOMHI
TOJI MoJonuii Tearpo3HaBellb Mukoma JIaOiHChKHUH 1 Oepe3iblli ToCTaBU-
JIHCST IO HBOTO HACTOPOXKEHO (SIK KOJIMCh CTapi aKTOPU YKPaiHCBKOTO Tea-
TPy 0 My3eiiHoi komicii «bepesoisiy). YuacTs came Bacuiibka y miarotoBii
criorajiB Oyjna Ba)JIMBOIO JUIS BCIX IHIIMX aBTOPIB 1 IIEBHOIO 3allOPYKOHO
HEBHKPHBJIEHOCTI, HECIIOTBOPEHOCTI PENaKTOPCHKUMH TpaBKamu Oiorpa-
¢ii Horo Bumtens i apyra. [epmmii «my3eiiHnk» «bepes3ons» craB oqHUM
i3 MepIIMX 1HIMIATOPIB pealbiTiTallii Ta ONPUITIONHEHHS MUCTEI[LKOTO HaJI-
6anns Jlecs Kypbaca it «bepesonsi», peTebHOro 30MpaHHst pisHOMaHITHHX
MarepiaqbHUX 1 JOKYMEHTaJbHUX CBigueHb. BogHowac BiH ¢ikcyBaB i cam
IpoLec NOBEPHEHHS IMEHI PeXHCcepa A0 MUCTELBKOIO POCTOPY, YKIABIIN
JBOTOMHHMK JOKYMEHTaJIbHUX MarepianiB «LIsx cTBopeHHs mepioi KHUTH
«Jlecy Kypbac», ne MicTHUTBCS Oro JIMCTyBaHHA 3 aBTOPAMHM CIIOTafiB, pe-
JAKLI€r0 Ta BCiMa MPUYETHUMH 10 BUIaHHS. Lleil pykonuc cboroHi € Heo-
LIHEHHUM EKCIIOHATOM Y My3€i Tearpy.

Komm tearp rotyBaBcs 70 MIBBIKOBOTO FOBINIEIO i7iesi CTBOPEHHS MY-
3ero Oynia He MPOCTO Ha Yaci, a cTaia JIOTIYHUM MPOIOBKEHHSM CITUTBHUX
3yCHJIb €HTY31aCTIB MOTIEPEAHBOTO AeCATHIITTA. [1ia My3eii Oyma BumisieHa
MaJleHbKa KiMHaTa o€ qpyroro MoBepXY, KyAH MOYaIi 3HOCUTH YHIKaIb-
HI MaTepiajd, sKi HeBIZJOMO SIK 30eperyIics B KapKOJIOMHHX ICTOPHYHUX Ka-
tactpodax, momnpu cTpax i HebesIeKy, Monpu BiliHy 1 eBakyailito. Bei exc-
MOHATH HE MPOCTO 30Mpai, iX ONMHCYBaIH Ta YIIOPSIKOBYBAIH, 3r0J0M
3’SIBUJIMCS] TEKH JJIsl JOKYMEHTIB IPO KOXKHY BHCTaBy, IPO aKTOPiB Ta pe-
xucepiB. Cronu niepeaaBaiy CiMeliHi apXiBU Ta OCOOMCTI pedl He TUTbKU
MpaliBHUKKN TeaTpy, aje i 3araTi Tearpand. CyTTEBY JOIMOMOTY Haaasln
crnenianictd My3ero TearpaibHOr0, My3HYHOTO 1 KIHOMUCTELTBa YKpaiHuy,
SIKI KOHCYJBTYBaJIM SIK ONHMCYBaTH Ta 30€piraTé €KCIOHATH, SIK CTBOPUTHU
BHCTAaBKY (Ha ’KaJjib, TIepIlia eKCIIO3MUIIis, 110 3aiiMaia Bech APYTHid MOBEPX,
He 30epernacs 10 HaILIOTO Yacy).

Po30ynoByroun myseii Poman Yepkammna Ta IOmiss ®omina B3s-
M Ha O30pOEHHS TOW KOHIENT, KWW OyB 3aKiIaJieHHid 1me B My3Komi:
«TearpanbHuil My3elf MyCUTb CTaTd HE TUIBKHM MicLEM e IepexOByBaTH-
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MYTbCSl TeaTpalibHi €KCIIOHATH, BiH MyCHUTh CTaTH JOCBiIHOIO Jaboparopi-
€10 1ie O pexxucep, akTop, XyA0XKHHK, XOpeorpad KOMIIO3UTOp, TeaTpaabHUI
MAIMHICT, eJICKTPOTEXHHUK, PEKBI3UTOP, KPUTHK, ICTOPHUK 1 HAPEIITI ama-
TOp Mir O Ha KOHKPETHHX 3pa3kKax 03HAHOMHUTHCS 3 iCTOPi€l0, PO3BUTKOM
i OCTaHHIMHU JIOCATHEHHSMM TOI TaITy3i Tearpy, AKa Horo [ikaBuTh»*. 3i0pani
M0 KPHUXTaxX YHIKaJbHI Marepiaind i TOKYMEHTH CTalyd OCHOBOIO 0ararbox
HAayKOBHX PO3BINOK. 3HAHHS, TyMKH, BIITYKH, CIIOTa I, KOHCYJBTAIil, pe-
1ieH3ii, sxi HagaBaB Poman OunekciiioBuy, Oy/1M HEOLIHEHHO BAXKJIMBUMHU IS
OaraTbox JociiaHuKiB TBopuocTi Jlecst Kypbaca, ioro akTopchkoi Ta pexu-
cepcbkoi mkou. Croraan, MaJbOBHAYI YCHI PO3IOBi/Ii ITPO TeaTp, BUCTABH,
cBoix koner Yepkammna i @ominoi Oyiam yacom Habarato LIHHIIIUMU, HiXK
MOBYa3Hi JOKyMeHTH. HaBkoiI0o My3er0 MBHIKO 3rypTyBaJIOCs KOJIO ITOMid-
HUKIB Ta HeOaly)KuX — aKTOpH, PEXKUCEPH, TEaTPO3HABLI, CTYICHTH.

OHOYACHO 3 THM SIK YKJIAJalach KOJIEKIlisi Oepe3iIbChbKOro Mepiony,
My3el MOMOBHIOBABCS €KCIOHAaTaMH MocTOepe3inbebkoi goou. I B 1bo-
My Oyna mosuuisi, aky Poman Uepkamma 3aBkIu HAIOJIETIMBO BiICTO-
10BaB, — HapOauHsa KypOaca npomoBxyBaiucs B HOTO yUHSIX, Y BUCTaBax
TeaTpy pi3HHX POKiB Bxke micis Horo ycyHeHHs. [IpuHnmn dopmyBaHHS
My3eHHOro 310paHHs, SKUH TaKOX T'€HETUYHO BiAICHIA€ 1O OCHOBHHUX 3a-
caz misutbHOCTI My3eitHoi komicii MObB-y — ¢ikcailis cy4acHOTO MpoIiecy.
IOmist ®omina 10aIMBO BeTa JITOMHMC HOBUX IIPEM’ €p, aKTOPCHKUX POOIT.
25 pokiB BoHa Oyina OepernHero My3€l0, HalleBHO W caMoro TeaTpy, a cam
My3ei craimu HazuBaTH «IiM HOmiiy.

Cunamu My3€10 CTBOPIOBAJIacsl B T€aTpi HE OJHA BHUCTAaBKa. 3 4acoM
KOJIEKI[iSl 1 BUCTABKOBA JiSUTbHICTH 3HAYHO PO3LIUPUIHN CBOI XPOHOJIOTIY-
HI MeXi ¥ BiTBOPIOBAJM iCTOPIiIO HE JiMIe Oepe3iiblliB-IIeBUYCHKIBIIIB,
a TaKoX ICTOPII0 TeaTpasibHOi OyIiBIIi Ta iCTOPitO TearpalbHOro XapkoBa
3aranoM. 2021 poky, B pik 100-1iTTs Tearpy, caMOMy My3€t0 BUTIOBHIOETb-
cs1 50. [TomoBHEHHS KOJEKIIisl TPHBAE, TPUMILLICHHS TaBHO 3aTiCHE, Yac He-
MUJIOCEPIHUI 10 IEBHUX EKCIIOHATIB, & My3€ifHi TeXHOJIOTii 3Ha4HO MpPO-
cyHynucs Briepes... Ha gaci ctBopeHHs BipTyanbHoi excrio3umii. ChoroaHi
B My3ei TpuBae poOoTa HaJl our(poBYBaHHAM MarepiaiiB, o0 30epertu
JUIsl HallaJIKiB apTeakTu, mporec 30UpaHHs SKUX CaM BXKe € iICTOPI€IO.

4 Bacubko-Musies B. Jlo cipaBu yTBOpEeHHs TeaTpajpHOro Mucrenrsa / B. Bacuinb-
ko-Mmiisies // Hose mucrenrso. — K, 1926. — Ne 8. — C. 4.
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3. . D®EPOBA: MY3UKO3HABYI «3JIETN»
(10 90-piyus Bixg 1HS HAPOMKEHHsT)

Knrouosi cnosa: mysuxosnaeuuii snim, 3. b. FOgeposa, xapkiscvokuii
meKcm, MOYapmo3Hascmeo, aria-lamento, nomax KpuJ.

3inaina bopucisna IOdeposa (17.9.1931 — 11.10.1999, XapkiB)
Oyna pizHOOIYHO 001apOBaHOK JIoAMHOK. [Ipo 1e CBiauuTh X04a O Ta-
ku# ¢akT B ii Oiorpadii, mo 1948 poky 17-piuHa BUIYCKHHIS CEPEIHBOT
HIKOJIH, ONMCKy4e CKJIAaBIIM BCTYIHI icHTH, Oyja NpUIHATA OJHOYACHO
10 XapKiBCHKOTO JEepKaBHOTO YHIBEPCHTETY Ha (aKylbTeT iHO3EMHHX
MOB i1 10 XapKiBCBKOT0 MY3MYHOTO YUHJIHMILA BiJpa3y Ha JBi crewuiamiza-
uii — ¢opremniaHo i My3UKO3HABCTBO. BingaBmm mepeBary mMysuii By3iB-
CHKOMY BHBYEHHIO aHIJIIHICBKOT 1 HIMEIIbKOT MOB (IIPUCTOIHE 3HAHHS SKHX,
BTIM, 3aBXKIU CKJIaJlal0 CEPHO3Hy OIopy I MpodeciiiHOi MisTbHOCTI
MY3UKO3HaBHUIl), FoHa 3iHaina FOdepoBa HaBuamacs y BHIATHHX MY3H-
KaHTIB: 10 Kiacy ¢opremiano — B M. CHIIbBaHCHKOTO, 110 iCTOPiKO-Teope-
tiuHix mucrumiigax — B O. XKyxka 1 E. Ilonbcpkoi. To OyB meprmmii «37iT»
3irainu FOdeposoi, sika Bupimmia npobiaemy npodeciitHoro Bubopy Ha
KOPHCTh My3UYHOTO MUCTELITBA 1 HAYKH.

Uepes aBa poku (3aMIiCTh TPAAUIIHHOTO YOTHPHUPITHOTO HABUAHHS),
eKCTepHOM 3aKiHYMBIIM MY3W4YHE YYIJIWIIE AK ITiaHiCTKa 1 My3WKO3Ha-
Bellb, 3iHaiga FOdeposa mocTynuia Ha iCTOPIKO-TEOPETIUHIN (aKyIbTeT
XapKiBChbKOI KOHCEPBATOPii, JI¢ BYMJIACS y KJIaCHKa YKPAiHCHKOI0 MYy3H-
ko3HaBcTBa mpodecopa M. JI. Tina. OTxe, 3HOBY ONMHHUBIINCH TIEpe]
po0IeMOI0 BUOOPY, KOJU Oysi0 HEOOXITHO 3yIMMHUTHCS Ha OJHIN 3 JIBOX
My3u4HHX Tipodeciii, 3iHaina BopuciBHa cBOIO mepeBary Bifjana My3ud-

63



HOIT HayIli, Ha3aBX 1 30epirmmu 110608 10 popreniaHo, 3HAXOASIIHN Yac I
TpH Ha IHCTPYMEHT!I.

Hactymauit mpodeciiiauii «3mit» BimOyBest 1955 poky, komwm, 3aKiH-
YUBITN «3 BII3HAKOIO» XapKiBCBKY KOHCepBaropiro, 3iHaima HOdeposa
noctynwmia B acmipanTypy KwuiBcbkoi nep:kaBHOi KoHcepBaTopii ime-
i I1. I. YaiikoBcekoro. IloTpamuBim 1o Kiaacy Bimomoro mpodeccopa —
KOMIIO3UTOpa # MY3WKO3HABIl, B TOW 4ac — 3aBigyBaua kadeapu icropii
my3uku KJIK Tlununa OwmensiHoBuya Kosuipkoro, 3iHaima bopuciBHa
BUpILIHMJIA CIeNiani3yBaTucs Mo yKpaiHChbKild My3uli. Toxx He JMBHO, IO
npodecop @. O. Kozunpkwuid, sxuii mpotsiroM 10 pokis (Bix 1925 no 1935)
BUKJIaJaB B XapKiBChKill KOHCEpBAaTOpii, 3alIPOIOHYBaB acipaHTIi 3 ep-
1101 CTOJIHI «XapKiBCBKY» TEMY — MPO JKUTTA 1 TBOPYICTH KOMIIO3UTOpA
Ta My3W4HOro kputuka Bomogumupa IBanoBmua Cokanbcbkoro. Takum
YHHOM, B aCHIpaHTCHKUH Mepiosl BUKPUCTAJIi3yBanacs Ta TeMa, sika BU3Ha-
YyuJia HayKoBi Ta TBOpYi iHTepecH 3iHainu bopuciBHM Ha BCe JKUTTSL.

3 acmipaHTCHKOTO MEPioAy i1CTOPist yKpaiHCHKOT MY3HKH, K 1 My3UIHOT
KyJabTypu XapKoBa, CKJIaja HaWBaXIUBINIY cdepy HayKoBOi, IMyOmimmc-
TUYHOI 1 mpocBiTHUIBKOI nisibHOCTI 3. b. FOdepoBoi, ska akTuBHO Ipa-
IFOBaJIa He JIMIIE Ha HWBI My3HKO3HABCTBA, alle i Kpae3HaBcTaa (Big 1990 —
YJIeH acoriialii Kpae3HaBIliB, 3 1991 — BceykpalHChKOI CITUTKA Kpae3HaB-
miB). 3axmimeHa 1972 poky kaHAWmaTchka mucepraris «BumatHuid misd
YKpaiHCHKOT My3UYHOI KYIBTypH KOMITO3UTOD 1 KpUTHK B. I. Cokanbchkuit
(1863—1919)» — oguH 3 HaM3HAYHIMINX TBOPYMX «3JETIB» B JKUTTETBOP-
yocTi 3iHaigu BOpHCIBHU — MICTUTH y3arajibHEHHS PETEeNhHO 3i10paHux
Ha OCHOBI KOMITKOi apXiBHOT poOOTH ii aBTOpa paHilie HEBIIOMHUX Mare-
pianiB 3 ictopii BITYM3HAHOT KynbTypu. [lonoxeHHs: QyHAaMEHTaIbHOTO
JIOCIIIIDKEHHS MPO CHaANIMHy Onuckydoro JloH-/ie3a, JISTeHIy BiTUHM3HSI-
HOi My3u4HOI KynbTypH pyOexy XIX—XX cToniTh, HE TIIbKU 30eperiun
aKTyaJbHICTB JIO IIOTO JHsI, aJie 1 MatoTh OyTH BKJIFOYCHUMH JIO JICKIIHHO-
ro Kypcy 3 icTopii yKpaiHChbKOT My3uKH. BMillleHi B TOCIIIPKEHHSI BUCHO-
BKH «BOJIAIOTB» PO HEOOXiJHICTH Meperisiay 06aratbox MoJoKeHb icTopil
YKpaiHCHKOT My3UYHOI KyJIBTYPHU 3 ypaxyBaHHAM JOCSTHEHb «XapKiBCHKO-
IO TEKCTY».

IIpotsrom 40 pokis (Big 1959 o 1999 pp.) 3inaina bopucisna Bukia-
nana Ha kadenpi icTopii My3uku Ta kKadeapi icTopii ykpaiHChKOT KYJIBTYpH
XapkiBcekoro iHcTHTYTY MuctenTB imeHi [. 1. Kotspeschkoro (HuHI —
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XapkiBChKHW HaIliOHambHUK yHiBepcuTeT muctentB imei . I1. Kotms-
PEBCHKOTO), TiTHO TPEIACTABISAIOYA Ta PO3BUBAIOYH TPAMUIlIT BITUH3HS-
HOTO ICTOPUYHOTO MY3WKO3HABCTBA. [IpoHmroBmm muisx mpodeciiHoro
CTaHOBJICHHS BiJl ITOCaIu BHKIanada 1o mpodecopa, 3. b. FOdepora Bena
TaKi CHerialbHI KypcH SIK i1CTOpif yKpaiHChKOi MY3WKH, 1CTOpIs 3aXiIHO-
€BPOIICHCHKOI MY3WKH, CydacHa My3WKa, My3WdHa icropiorpadis, xepy-
BaJIa JIEKTOPCHKOIO, IMENAroTiYHOI0 Ta apxiBHO-0i0miorpadiuHoi BUAaMu
npakThky. [1ig i1 KepiBHUIITBOM CTyIE€HTaMH iCTOPUKO-TEOPETUIHOTO (ha-
KyJBTETY 3aXHINEHO 26 AuIioMHuX poOiT. 3iHaina BopucieHa Oyna Hax-
3BHYAHO BUMOIVIMBHUM II€AAaroroM (Ipo IO AOCI XOIATh JETeH/H), IPH-
LICTUTIOI0YH CTYACHTaM JII000B /10 BUBUCHHSI apXiBHUX MarepiaiiB, BMiHHS
MPaLOBaTh 3 KHUTOIO, BUXOJSIUH 3 IEPEKOHAHOCTI B HEOOX1AHOCTI TBEPIO-
ro 3HaHHA (PAKTOJIOTTYHOTO Ta My3UYHOTO Marepiajy sIK OCHOBU OCHOB ISt
y3arajibHeHb OyIb-SKOTO POY.

Jo xoma HaykoBHX iHTepeciB 3iHaimu BopHCIBHM BXOAWIHM BEJb-
MH «Janeki» cepu iCTOpHYHOr0 MY3MKO3HABCTBA: MPOOIEMH BHBYEH-
HSl My3WYHOI KPUTHKH, My3UYHOTO MHCTELTBA CTApPOJABHIX LMBiTi3aLil,
CTapOBHMHHOI Ta Cy4acHOI My3HMKH. 3aiiMalOuuCh BUBYEHHSM MHCTELTBA
I. C. baxa, I. ®@. I'enmens [9; 21; 29], mocmimkeHHSIM OpaToOpiaibHOT TBOP-
gocTi koTporo 3iHaiga bopuciBHa 3aitmanacst qoBri poku, B. A. Momapra
[19; 20], BimeHchKOI KiacMaHOI My3ukanbHOI mmkomm 1 @. [lybepra [2],
PO3POOIIAIOYN TaKi CIeliadbHi Tally3i My3WKO3HABCTBA SIK 0aX03HABCTBO,
MOIIapTO3HABCTBO, OETXOBEHO3HABCTBO, JiHaina bopuciBHa Benmuky yBary
npuaisIia ananizy Teopaocti M. B. Jlucenka [14; 24], I'. XorkeBuya [28],
I. I. Cnarina [17], M. O. €menko [35], xapkiBcbkux koMmo3utopiB Tapa-
ca Kpasuoga [11], Bopuca Sposuncekoro [11], Bitanis I'yoapenka [7; 31],
Hineni FOxuoscwkoi [15], Bitaxis Uenenenka [10]. Buecok 3inainu bo-
PHUCIBHU B JIOCIIIPKEHHS MYy3U4HOI KYJIBTYpH PITHOTO MiCTa BiJ3HAUECHHH
MucTelbKoro npeMieto imeHi 1. . Cnarina 1999 poky (mocmepTHO).

Haykosi mpaui 3inainu BopuciBan, ocoOmmBo Temep, KOIHM icTOpis
XapKiBCBKOT KOMITO3UTOPChKOI mikoiH, iMeHoBaHoi T. C. KpaBuoBum «Be-
JIMKOIO», TIEPEOCMUCIIOETHCS 3aHOBO, OCOONMBO aKTyasbHi. A/Xe B HUX
MIPEACTABICHO AYMKY CyYacHHKa, JITONHUCLSI MUHYJIMX IOIIH, 10 3aIHILIH-
JM CBill CIi Ha CTOpPIHKAaxX >KypHAIBHOI i ra3eTHoi xpoHik. Unen Criiku
KoMIT03UTOpiB YKpainu (Bix 1975 poky), 3inaina bopuciBHa i3 3axX0MIeHHAM
Opana y4acth y OypXJIMBUX TBOPYHX IUCKYCISIX, MPOCITYXOBYBaHHSIX 1 00-
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TOBOPEHHAX HOBOI MY3HKH, 1110 IPOBOAWINCS y 3aii CIIUIKY 1O I’ ITHULIX,
MO BIATYKYIOYHMCH Ha Te, IO BiAOYBA€ThCS B CydacHil ilf yKpaiHCBKii
MY3W9HIA KyIBTYpi JPYKOBAaHHM CJIOBOM. PO3BHTOK TBOpPYOI OCOOMCTOCTI
3uHaingu bopuciBHY, CyNpOBOKEHUI IOaPOBAaHUMHU JIOJICI0 HOBUMHU MY-
3WKO3HABYNMH «3JIETaMI», BiZIOyBaBCsI yIPOAOBK BCHOTO 11 KUTTSI.

Hanpukiami 1990-x pokis B apxiBax XIM imewni . I1. Kotnspescbkoro
3inainoro bopuciBHOIO MpH IUBHUX OOCTaBHUHAX, 3HAUUMICTh SKHUX Mi3HI-
e Oyna po3I[iHeHA K JOJCHOCHA, OyB 3HAWICHHUI HEBIIOMUHN PYKOIHC.
Moro aBrop, iM’s AKOr0 HA TUTYIi 3a3HAYEHO HE OYJIO, IPUCBATUB CBOIO
npaio 30MpaHHI0 MaTepiaiiB Mpo KUTTS 1 TBOPUICTh YKPATHCHKOTO KOM-
no3uropa [TaBna Cenui. [1okazoBo, mo 3inaina bopuciBHa, sika Haa3BU-
YaifHo 1o0Ope 3Haja 3MiCT apXiBy IHCTUTYTY, TOCKOHAJIbHO BUBUUBILHU HOTO
MIPOTATOM AECATHIIITh BUKJIAAAbKO1 pOOOTH, paHille el pyKomUC HiKOIN
He Oavmiia, TaK caMo, sIK 1 Hal0CBITYCHIIII MTpaliBHUKY OuTioTekn. Bakka
CTapa Iamnka XapakTepHoro OpyaHO-3eJI€HOr0 KOJIbOpy MiJ] 4ac MpOBEACH-
Hs 3iHainoro bopuciBHOIO MIOPiYHOT eKcypcii U1 CTYAeHTiB-My3UKO3HAB-
1iB mo Oibmioreni [HCTUTYTY B OyKBaJhbHOMY CEHCI CIIOBa 3Bajmiacs i
Ha TOJIOBY, MOAIOHO HBIOTOHOBY stOmyKy. llepen 3inaimoro bopuciBHORO,
HEMOB O 3aKJIMKAarO49M 0 yBaru, po3cUNagucs AOKYMEHTU W QoTorpa-
(hii mamexoro mMmHY’J0TO. BpaskeHa THM, IO CTanocs, 3 BOJOCCSAM, IIO
BUOMJIOCS 3 BHCOKOI 3a4iCKM, 3 BOJIOTMM IOIISIZAOM HEOECHO-O0JaKUTHUX
o4el, B 00CUIaHOMY IUISXETHHUM KHIDKKOBUM ITHWJIOM CTPOTOMY KOCTIO-
Mi, 3iHaina bopuciBHa Hnuta go 17 kabinery, 1OAHIMBO MPUTHCKAIOUHN IO
cebe TaeMHndy manky. O3HaHOMHUBIINCH 3 ii 3MicToM, 3iHaima bopuciBHa
TOAI K BHpIIIWIA, 10 i1 000B’I30K — PO3rOJIOCUTH 30epeKeHi MPOTITroM
JECSITUTITh TAEMHUIII PAIsTHCHKOT MUKTATypu. [IpormycTrBIIM Kpi3b BIacHe
ceplie epHIIeTii TpariaHoi 10711 XyIoKHHKa-BUTHAHLS, 3iHaina bopuciBHa
3aifHsIIacs TIOATBIINM TTOIIYKOM 1 BUBYCHHSIM apXiBHUX MarepiajiB mpo
ITaBna Cenwuirro [18; 36].

VY mporueci BUBUEHHS apXiBHHX MaTepialliB Ipo 37y JOJI0 KOMIIO3H-
Topa 3iHaiga BopuciBHa BusBMIIA JOKYMEHTH, SKi KPACHOMOBHO CBiI4H-
T PO HEOAHO3HAa4YHy poiib y mepeciigyBanusax I1. Cenuni B MUHYyIOMY
BHcoKomanoBaHoro Heto @. E. Kosumpkoro. Pesynasratom po3uapyBaHHs,
o critkano 3iHainy bopuciBHy, ska 3aBKIM CBTO IIaHyBaja (akTH SIK
ocHOBY lcTopii, cTano 3HUKHEHHS QoTorpadii MOBaIeHOTO KyMHpa 3 IIHCh-
MOBOTO CTOJIY KOJHMIIHBO1 YUEHHII. AJle K 0 LBOT0 IPOTATOM AECATHIITH
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3inaina bopuciBHa, 3BepTar0dH NOTIISIIN 10 BiOMOTO (OTO, MTOTYMKH TIPO-
JOBXYIOUM OOrOBOPIOBATH 3 HUM XBWJIIOIOUI ITUTaHHS MY3UYHOI HAyKH,
ITKOYIOUH TIPO PAHHIN BiAXif 3 KUTTS Bunrens. Y oMy BUMHKY — OJTUH
3 MPOSIBIB IPUHITMITIOBOCTI, 110 BUPI3HsIIA PIlTydy HATYpy Ili€i HOKHOI Ta
M’ SIKOT SKIHKH.

[TigroTyBaBmy 10 IpyKy PO3rOPHYTY CTATTIO 3 MPOMOBHCTOI Ha-
3Bo10 «SIk Kosunpkuii mepemir Cenuiro Ta Xorkesn4a» [36], cnpusitodn
NOAAJbIIOMY BiJPO/DKEHHIO 1IMEHI HempaBeAHO 3a0yTOro KOMIIO3UTOpa,
3. b. FOdepoBa 3axoruieHo mpaitoBajia Haj MOHOTpadiero, B SKiii cnai-
LIMHA KOMIIO3UTOPA PO3IIIsifala B KOHTEKCTI CyepewINBUX MPOLECIB PO3-
BUTKY YKPaiHCHKOI KYJIBTYpH MEPIIOi HOIOBHHUA XX CTONITTS.

Bineme 80 razerHux myOmikamiii 3. b. KOdepoBoi yTBOpIOIOTH CBO-
€PIAHMN JTONHMC MY3WYHOTO >KUTTA XapKiBUIMHU NpOTsIroM 40 pokis.
Hns 3inainum bopuciBau Oyno He0OXigHOIO NOTPeOOIO B AyCi KpaIuX Tpa-
UL KPUTHKA MUHYJIOTO CYNPOBOJMTH BiJBiaHUI HEIO KOHLEPT raser-
HOIO (’KypHaJIbHOIO) CTarTel0. BakkuMu mnepexuBaHHAMHU OOEpHYIHCS
i Hel «mxi» 1990-Ti pokn, Konu peakkIlii XapKiBChKHAX ra3eT parTo-
BO IEpEeCTaly LiKABUTHCS KPUTUUYHUMHU BiATYKaMHU HA KOHLIEPTHE XKHUTTS
MicTa, BiJIalouH IepeBary IyOmiKarlii pekiiaMH, OroJIomeHb, aHEeKIOTiB.
BinkuHyTI Ta3eTHIMHU penakmisiMHA CTaTTi B MPSAMOMY CEHCi ClloBa OyiH
OIUTAKAaHUMHU iX aBTOPOM.

3. b. IOdepora — aBTOp Oararbox pazio i Tenenepenad; akTUBHO BH-
cTymnana 3 myomigyauMH Jieknismu. CKitaaeHi Hero aHoToBaHi 0i0miorpadid-
Hi TOKaKYUKHU-KapTKH (30epiratoThes B 0i6mioreni XHYM imeni 1. I1. Kot-
JSIPEBCHKOTO) y3araibHIOIOTh BiJOMOCTI PO BUJIAHHS, PUCBSYCHI icTOpil
YKpaiHChKOT MY3HWKH 32 HalpsSMKaMH: YKpaiHChKiI KOMITO3UTOPH XX CT.;
XapKiBChbKi KOMIO3UTOPH; YKpaiHChKI My3WKO3HABIIl; XapKiBCbKI MY3HKO-
3HaBIIi; YKpalHCHKUH ONIEpHHI TeaTp.

CuMBoITIYHO, 1m0 ocTaHHIM y crnammuHi 3. b. FOdeposoi cras nako-
HiyHu# Hapuc «ITomax kpum». OcTaHHIH My3UKO3HABYHH «3IIIT» MEPETBO-
PHBCSI HA IOMax KpWJL... [ paHu4HO TaKOHIYHHI MaTepial siBJisie co00r0 CBO-
T'O POy PO3rOpHYTHH IUIaH (T€3U) BUCTYIY il aBTOpa Ha MiKHApOJHOMY
cUMII03iyMi, sikuil Biakpuscst 20-ro BepecHs 1999 poky B paMmkax ¢ectu-
Baio, mpucBsueHoro ['enpi [lepcemny. Buctyn 3inainu bopuciBau Ha 1ipo-
My TpiyM( «iHTeNIeKTy i Kpacu» (ITiJ] TAKAM JIEBi30M MPOXOANB CUMIIO3i-
yM) BKe He BiIOyBCHL...
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Ocranns po6ora 3iHainu boprciBHN — TOHKHIT aHAJII3 TTepeICcCMepTHOL
apii-lamento Hdinonu 3 onepu I'enpi Ilepcemna. Hapucy mepenye emirpad
«VY mymri cBOil MeHe OepexH, aje CMepTh 3a0yab» — MEPEeKIal KITFOU0BOT
(hpasum repoini 3 ii mpomanpHOi apii: «Remember me, But ah! forget my
fatey. Apito [inmonn 3inaina bopuciBHa Xapakrepu3ye TakuMm auHOM: «lle
nepefCMepTHA CKapra MOKUHYTOI TepOiHi, sKa BOJIE MITH 3 XKHUTTA, Jiebe-
JIMHA TICHS, B SIKIfl CKOHIICHTPOBaHa, CKOHICHCOBaHA BCSI CHJIa 11 YMCTOrO
KOXaHHSL...» [3].

Ocranniii Hapuc 3iHainu BopuCiBHYU 32 CMHUCIIOBOIO HAIPYKEHICTIO,
KOHIICHTpAIIIT 11eH, JAKOHI3MY 1 eMOI[ilHIN MTUOWHI TOAIOHUI OIepHUM
«TepencMEepTHUM apisiM — JIeOeJUHUM MiCHSIM» (32 BUCIIOBOM aBTOpa Ha-
pucy). Sk i omepHi apii nmporiianHs, CTaTTs BUHUKIA «Ha Kpato (Ha pyOe-
K1) )KUTTS 1 CMEPTi»: AOCHIIHULS, SK 1 TepOiHi HACTUIBKH YIIO0IEeHUX
Heto onep XVII cromiTTss, HemoB Ou roTyBanacsi «mepeitu PyGikony,
BHCIIOBUBIIUCH «B OCTaHHINA pa3 0COOMMBO CHIIBHO, 3HaYHOY». [lomaiOHO
JI0 TOTO, SIK, Ha AYMKY aBTOpa IUTOBaHOI pOOOTH, PO3BUTOK MY3WIHOL
nii B onepi «/limoHa i EHei» cripsMOBY€ETBCS 10 ONHI€1 IOTYKHOT KYJIb-
MiHamii — mepeacMepTHoi aria-lamento JlimoHu, Tak i ocTaHHI po3ayMu
3iHaign bopuciBHU cTanmu THM MPOMATBFHUM «IIOMaXxOM KPHI», IO 3a-
BepIIUK il HayKOBO-TBOpUHH muisx. Sk i apis JlimoHu, ocranHiil po3-
gepk nepa 3inainu bopuciBaM sABIIsIE COO0I0 «HABITH HE TOYKY 30JI0TOTO
TIEPETHHY, a TCHePATLHUN TIEPEJIOM Y CaMOMY KiHIII TBOPY, IiCJISI YOTO —
KiHernpb [lunoHi, omepi — HIYOTO HE 3AIMINAETHCS, KPIM 3aKIIOYHOTO XO-
py-emitadii» [3]. [Ipomansauii cioa Jligonm — «Y cBOiH mymmi MeHe
Oepexu, ajie CMepTh 3a0y/by, TpakToBaHi 3iHainow0 bopuciBHOO SK erti-
rpad poOoTH, 110 OTIMHKUIACS OCTAHHBOIO, B JAHOMY KOHTEKCTI CIIpHiiMa-
I0ThCS SIK 3aIlOBIT.
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Zinaida Yuferova (17.9.1931 — 11.10.1999, Kharkov) was a multi-
talented person. This is proven at least by the fact from her biography
that in 1948 the 17-year-old secondary school graduate, having passed
her entrance examinations brilliantly, was admitted both to the Faculty of
Foreign Languages at Kharkov State University and to the Music College
of Kharkov to study piano and history of music. Young Zinaida Yuferova,
having preferred the study of English and German in higher education
(a decent knowledge of which, however, has always been a major support
in musicology for her professional activities), studied under outstanding
musicians: in piano class with N. Silvansky and in historical and
theoretical subjects with A. A. Zhuk and E. S. Polska. The first «takeoff»
of Zinaida Yuferova, who solved the problem of professional choice in
favor of musical art and science, began.

Two years later (instead of the traditional four-year training), having
graduated from Kharkov music college as a pianist and musicologist,
Zinaida Yuferova entered the historical and theoretical department of
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the Kharkov Conservatory, where she studied in the class of the classic
of Ukrainian musicology Professor M. Titz. So, once again faced with
the problem of choice, when it was necessary to choose one of two
musical professions, Zinaida Borisovna gave her preference to music
science, forever keeping her love for the piano, finding time to play the
instrument.

The next professional «takeoff» was in 1955, when, having graduated
«with honors» from the Kharkov State Conservatory, Zinaida Yuferova
entered the post-graduate program of the Kiev State Conservatory named
after P. Tchaikovsky. She was instructed by the renowned professor
Philip Kozitsky, a composer and musicologist, and at that time head of the
Music History Department of the Conservatory to specialize in Ukrainian
music. Not surprisingly, Professor Kozitsky, who taught at Kharkov
Conservatory for 10 years (from 1925 to 1935), offered the graduate student
from the first capital a «Kharkov» topic — life and work of the composer
and music critic Vladimir Sokalsky. Thus, in the postgraduate period there
was shaped the theme that hdetermined the scientific and creative interests
of Zinaida Yuferova not only for many years, but for life.

Since postgraduate period the history of Ukrainian music as well
as musical culture of Kharkiv formed the most important area of her
scientific, journalistic and educational activities. She was active not only
in musicology but also in study of local lore (since 1990 — member of
Association of local lore scholars, since 1991 — All-Ukrainian Union of
local lore scholars). D. thesis «Outstanding figure of Ukrainian musical
culture composer and critic V. I. Sokalsky (1863—1919)», defended in
1972, is one of the most significant creative «rises» in Zinaida Yuferova life
and contains generalizations of unknown materials of Ukrainian culture
history that were collected carefully on the base of laborious archival work
of its author. The regulations of the fundamental study of the heritage
of the brilliant Don-Diez, a legend of the national musical culture at the
turn of the X1X—XX centuries, are not only still relevant today, but also
should be included in the lectures on the history of the Ukrainian music.
The conclusions contained in the study «call for» the need to revise many
provisions of the history of Ukrainian musical culture with the advantages
and achievements of «Kharkiv text».

For 40 years (from 1959 to 1999) Zinaida Yuferova taught at the
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Department of Music History and Department of Ukrainian Culture
History in Kharkov I. P. Kotlyarevsky Institute of Arts (now Kharkov
I. P. Kotlyarevsky National University of Arts), she worthily represented
and developed traditions of the national historical musicology. She began
her career as a professor and led such special courses as History of
Ukrainian Music, History of Western European Music, Modern Music and
Music Historiography. She also was responsible for lecturing, teaching
and archival bibliographic practice. Zinaida Yuferova was an unusually
exacting teacher (there are still legends about her), instilling in the students
love for studying archival materials and the ability to work with books,
based on her conviction of the need for a solid knowledge of facts and
musical material as the basis for generalizations of any kind. Under
her guidance, students of the History and Theory Department defended
26 diploma works.

The range of Zinaida’s Yuferova’s scientific interests included very
«distanty areas of historical musicology: issues of studying musical
criticism, musical art of ancient civilizations, ancient and contemporary
music. Studying the art of Johann Sebastian Bach, Georg Frirdrich Handel
[9; 21; 29], whose oratorio works Zinaida Yuferova studied for
many years, W.A.Mozart [19;20], the Vienna classical school of
music and F. Schubert [2], Zinaida Yuferova was a great specialist in
musicology, developing such special areas as Bachology, Mozartology
and Beethovenology, and she paid much attention to the analysis of the
works of M. V. Lysenko [14;24], G. Hotkevich [28], I. 1. Slatin[17],
M. A. Yeschenko [35], Kharkiv composers Taras Kravtsov [11],
Boris Yarovinsky [11], Vitaly Gubarenko[7; 31], Ninel Yukhnovskaya [15],
Vitaly Chepelenko [10]. Zinaida Yuferova’s contribution to the study of
the musical culture of her native city was noted with the 1999 1. 1. Slatin
Creative Award (posthumously).

Zinaida Yuferova’s scientific works, especially now that the history
of the Kharkov compositional school called T. Kravtsov’s «great» is being
reconsidered anew, are especially relevant. Because they present the
opinion of contemporary, chronicler of the past events that left their mark
on the pages of magazine and newspaper chronicles. A member of the
Union of Composers of Ukraine since 1975, Zinaida Yuferova passionately
participated in creative discussions and auditions of new music held in
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the Union on Fridays, sincerely responding to what was happening in
contemporary Ukrainian musical culture with her printed word.

The development of Zinaida Yuferova’s creative personality,
accompanied by new musicological «takeoffs» given by fate, continued
throughout her life.

At the end of the 1990s in the archives of Kotlyarevsky Institute
Zinaida Yuferova under strange circumstances, discovered an unknown
manuscript the significance of which was later regarded as fateful.
Its author, whose name was not mentioned on the title page, dedicated his
work to the collection of materials about the life and works of Ukrainian
composer Pavel Senitsa. It should be mentioned that Zinaida Yuferova, who
knew the contents of the Institute’s archives very well, having studied them
thoroughly during her decades of teaching, had never seen this manuscript
before, nor had the most experienced library staff ever noticed it before.
During one of Zinaida Yuferova’s annual excursions for musicology students
through the Institute’s library, the heavy old file of a distinctive dirty green
color literally fell on her head, like a Newton’s apple. Zinaida Yuferova
found scattered documents and photographs of the distant past, as if they
were calling for attention. Shocked by what had happened, with a lock
of hair detached from her high hairdo, with a moist look in her sky-blue
eyes, in her austere suit, sprinkled with noble book dust, Zinaida Yuferova
walked to study 17, carefully clutching the mysterious file to her chest.
Familiarizing herself with its contents, Zinaida Yuferova then decided
that it was her duty to make public the mysterious materials, unknown for
decades the secrets of the Soviet dictatorship. Having established the name
of the author encrypted in the text of the manuscript, who, with the threat to
her life, collected some information about the life and work of the disgraced
Ukrainian composer, having passed through her own heart the peripeteia of
the tragic fate of the artist-exile, Zinaida Borisovna was engaged in further
collection and study of archival materials about Pavel Senica [18; 36].

In the process of studying the archival materials about the wicked fate
of the composer, Zinaida Borisovna discovered documents that eloquently
testified to the far from unflattering role in the persecution of P. Senica by
P. Kozitsky, who she had once so venerated. The result of the disappointment
that befell Zinaida Yuferova, who had always so saintly revered facts as the
basis of History, was the disappearance of the photograph of the defeated
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idol from the desk of his former pupil. And before that, for decades,
Zinaida Yuferova, turning her gaze to the famous photo, mentally continuing
to discuss the questions of musical science that worried her, invariably
regretted the early passing of her Teacher. This deed is a manifestation of
the principled nature that distinguished the resolute nature of this gentle
and gentle woman.

Having prepared for print a detailed article with the eloquent title
«How Kozitsky overcame Senitsa and Hotkevich» [36], contributing
to the revival of the name of unjustly forgotten composer, Z. Yuferova
passionately worked on a monograph, in which she considered the heritage
of composer in the context of the controversial processes of development
of Ukrainian culture of the first half of the 20th century.

More than 80 newspaper publications by Z. Yutherova form
a unique chronicle of musical life in Kharkov region for 40 years.
For Zinaida Yufherova it was extremely important, in the spirit of the
best traditions of criticism of the past, to write a review of the concert
she attended for a newspaper (journal) article. The «dashing» 1990s, when
the publishers of Kharkov newspapers suddenly stopped being interested
in critical reviews of the concert life of the city, giving preference to the
publication of advertisements, announcements and jokes, were a difficult
experience for her. The articles rejected by the newspaper publishers were
literally lavished on their author.

She is the author of many radio and television programs and she
gave many public lectures. Her annotated bibliographic index cards (kept
in the library of KhNUI named after 1. P. Kotlyarevsky) summarize the
information about publications devoted to the history of Ukrainian music
in the following directions: Ukrainian composers of the 20th century;
Kharkov composers; Ukrainian musicologists; Kharkov musicologists;
Ukrainian opera theater.

It is symbolic that the last in the heritage of Z. Yuferova was a small
work «A Flap of Wings». The last musicological take-off turned into a flap
of wings. The extremely concise material is a kind of expanded plan (theses)
of the author’s speech at the International Symposium, which opened on
September 20, 1999, as part of the festival dedicated to Henry Purcell.
Zinaida Yuferova’s speech at this triumph of «intellect and beauty» (that
was the motto of the symposium) did not take place...
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Zinaida Yuferova’s last work is a subtle analysis of Didon’s lamento
aria from Henry Purcell’s opera. The essay is preceded by the epigraph
«Keep me in your soul, but forget my death», a Russian translation of the
heroine’s key phrase from her farewell aria: «Remember me, but ah! forget
my fate”. Zinaida Yuferova characterizes Didon’s aria as follows: «lt is
a deathbed complaint of an abandoned heroine who wishes to depart from
life, a swan song in which all the power of her pure love is concentrated,
condensed...» [3].

Zinaida Yuferova’s last essay is similar to opera «death arias — swan
songs» in its semantic intensity, concentration of ideas, brevity and
emotional depth. Like opera arias of farewell, the article arose «on the
edge (at the border) of life and death»: the researcher, like the heroines of
her beloved operas of the 17th century, as if she was preparing «to cross the
Rubicon» by speaking for the last time especially strongly, significantly.
Just as, according to the author of the work, the development in the opera
«Didon and Aeneas» rushes to one powerful, conquering climax — Didon’s
death agia-lamento, so Zinaida Borisovna’s last reflections became that
farewell «flap of wings» that completed the researcher’s scientific and
creative path. Like Didon’s aria, Zinaida Yuferova’s final stroke of her
pen represents «not even the point of the golden section, but the general
break at the very end of the work, after which — the end of Didon, of the
opera — there is nothing left but the final chorus-epitaph» [3]. Farewell
words of Didon — «In your soul keep me, but forget death», interpreted by
Zinaida Yuferova as an epigraph of the work, which turned out to be the
last, in this context are perceived as a testament.
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Cymynosa Hamania Onexcanopiena
cmapuwiuil UKaIaday Kageopu cneyianbHoeo gopmeniano
XHYM imeni I. I1. Komaapescvrozo
ORCID 0000-0001-6711-5003

KIHKN-KOMITIO3UTOPKHN

KurouoBi cnoBa: oswcinku-xomnosumopxu, HCKY,; Hayionanvna cnin-
Ka KoMno3umopis Ykpainu.

JKiHKU-JTBOTYHIN, TIABOTHUII 1 KOCMOHABTKH, TOHIIHII Ta JPECUpY-
BaJIbHMIII, TIOETECH, IpaMaTyPryHi, CKYJIBIITOPKHU I XyTOXKHHII — SIKi TiTb-
ku npodecii, CyTo 40JIOBiUi, HA TEPIIUIl OIS, He ONaHOBYBaJia KiHKa.
I 3BiCHO %, KIHKH HE 3aJIMIIMIMCh OCTOPOHB BiJl BCIX rajly3eil My3u4HOIro
MUCTEIITBA — BiJl BAKOHABCTBA i MY3MKO3HABCTBA JI0 KOMIIO3ITOPCHKOI Ta
JUPUTEHTCHKOI TBOPUOCTi. BapTo 3a3HaunTH, IO KiJIbKICHA IepeBara 4o-
JIOBIKIB y c(hepi KOMIIO3UTOPCHKOI JiSIIBHOCTI 00yMOBIIeHA 00’ EKTIBHUMHU
00CTaBHHAMH, TTOB’I3aHUMH, TIEPIL 32 BCE, 3 MICIIEM 1 POJLIIO KiHKH B CyC-
MiNbCTBI Ta poAuHi. ToMy HUISX XKIHOK 0 KOMIIO3UTOpcTBa OyB Habarato
OLIIBII TEPHUCTUM 1 JOBTUM Ha BiJIMiHY BiJ] YOJIOBIKiB, IOCTaTHHO 3rajiaTu
auiie 3a00pOHY Ha My3HYHY OCBITY, IO B Till UM iHIIIK QopMmi TpHuBaIa ax
JIO KIHIIS ITO3aMUHYIIOTO CTOJITTS. 3aMUINAETHCS TUTBKH PAIiTH TOMY, IO
B Cy4YaCHHMX YMOBAX II€ CITiBBiIHOIIEHHS CTPIMKO 3MiHIOETHCS.

BumenasenieHe € Tako TPUYHHOIO TOCUTH MaJIO1 KiJIKOCTI BiZlOMOC-
Tel moao OiorpadivyHuX MaHWUX, APYKOBAHUX HOTHHUX BHJAHB TOIIO i, 5K
HACJIIJIOK, JENI0 HeIOCTaTHHOI MOMYISPHOCTI TBOPYOI CIIAAIINHN KOMITO-
3UTOpOK. ToMy TIpH 3BEpPHEHHI 10 TBOPYOCTI Cy4acHOI JKiHKH-KOMIIO3H-
TOPKH ITLTKOM TIPUPOIHIM € OakaHHS ITe 1 IIIe pa3 BIACTSKUTH MUISX PO3-
BUTKY KIHOYOT TBOPYOCTI B ICTOPUIHIN PETPOCTICKTHBI.

OTxe 3ragaiiMo JIMIIE JeKiIbKa BUAATHUX IMOCTaTed Ta HaWOLIbII
3Hauymux (PaxTiB, M0 3 HUMU MOB’s13aHi. OJHOO 3 MEPIIUX BiIOMHUX aB-
Topok Oyna Kaciss KoHCTaHTHHOMONBCEKA, 110 KW y IECATOMY CTOJIT-
Ti — rpellbKa YSPHUIIS, 3aCHOBHUIIS MEPIIOro MoHacTups B KoHCTaHTHHO-
nom. IToereca, riMmHOTpadKa, KOMIIO3UTOpKA, YW TICHI BHUKOHYIOTHCS
JIOCBOTO/THI.

lnbperapna binrenceka (1098-1179) — uepHUns, HaTypaicT-
Ka, MMUCbMCHHUIIS, KOMIO3UTOpKA. J[0 Hammx 4aciB Hifinniu Oiis BOCh-
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MH ii KOMIIO3WIIif, HAWBIAOMIII cepell SIKUX — MBECH TIPO MOPATHHICTH
«lleprxoBHa cmma» ta «Ipa cwm. Ilepma cepen XKiHOK-KOMITO3HTO-
pok, Oiorpadis sxoi Bimoma. byma odimiiiHO KaHOHI30BaHAa HAIPHKIH-
mi XVII-ro cromitrsa. ¥ 2001 pomi mBeacbkuii PoiK-pok TYpPT BHITYCTHB
anp0om «I'impnerapaa ¢on binren», mo mictute B co0i iHTepmperartii
TBOPIB KOMITO3UTOPKH.

VY XVII-my cTomiTTi mopsi i3 TakuMu Kopudesmu 100u bapokko,
sk AntoHio Biampai, Knaymio Monresepni, ®pancya Kynepen mocrae
iTanificeka criBauka bap6apa Crpori, BioMa 0e3iu4i0 CBOIX MOTETIB
i MagpuraiiB. BoHa cTana nepiuoro KiHKOI0, [0 HaBaKHIIach MyONiKyBaTH
CBOI TBOpY MOOJIMHIII, a HE B 30ipKax, Ta IIE ¥ ITiJ] CBOIM BIIACHUM iM’sIM.

ABcTpilicbKa KOMIIO3UTOpKa i miaHicTka MapiaHaa MapTiHec — BUXO-
Banka I1’erpo Meracrasio, yuennns Moseda Iaitnna. {i pannpoxnacuuni
KaHTAaTH 1 oparopii Oysiu BeIbMH MOMYIIPHUMH CBOTO 4yacy, a B. A. Mouapt
4acTo BiJBiAyBaB My3W4Hi BEHOPH B 1oMi MapriHec i HaBiTh cki1anaB Gop-
TemiaHHI COHATH JJIsl CYMICHOTO 1X BUKOHAHHS 3 MapiaHHOIO.

bruckyua xoHmepryroda miaHicTka W kommnosutopka Mapis [luma-
HOBCHKa, nposicauus ®. llonena, TBOpuicTIo sKoOT 3axommosascs . Tere.
[Tepmoro cepex uncieHHUX BipTyo3iB XIX CT. BUKOHYBaja BCi KOHIIEPT-
Hi TIporpaMu HamaM’siTh. MaTH TPhOX HiTEH, 11 MOHbKA BHHIIIA 3aMiXK 3a
Anmama Minkesuda. B 1 caaky, 30kpema, mepirri KOHIepTHI GopTemnianHi
€TI0/ ! HOKTIOPHHU.

Emoxa pomanTH3My TTOB’si3aHa 1 3 TAKUMH IMEHAMH SIK CITiBaYKa, IIi-
aHicTKa 1 kommo3zutopka danni ['eH3ens, sika 3HAYHOIO MIpOIO BIIMBAJA
Ha TBOpUicTh Monommoro Opara demikca MennenscoHa-bapronbai, Ta
Knapa Illyman — BUKOHABHUIIS 1 MOMYISAPU3aTOPKa TBOPIB CBOTO HOJOBi-
Ka, TAKOX IO BUKOHYBana doprenianni TBopu M. Bpamca. ABropka
¢dopreniaHHuX TheC, (QOPTEMIaHHOTO KOHLEPTY, KaJeHIH OO KOHUEp-
TiB Mouapra i berxoBeHa, Hu3kH miceHb, BUKIanauka DpaHKPypTCHKOT
koHcepBaropii. o peui, uikaBuii ¢akt — Garbko Panui Oy mpotm ii
npodeciiftHoi kap’epH, BiImalouu MepeBary OAPY>KEHHIO, TOAl SIK 0aThbKo
Knapu, gopreniannmii nexaror @. Bik, HaBnaku — OyB MPOTH 3aMiXkOKs,
BBa)XKalOUHM, 110 BOHO NOXOBA€ BHKOHABCHKUHM TaJaHT NOHbKH. Ha wecTs
®anni ['enzens Oyno Ha3BaHo acrtepoin, a 14 nmuctomaga 2021 poxy Ha
216-ty piunnmio 3 aHs HapomxkeHHs Google mpucssTuB i 1yni, To0TO
aHIMOBaHy 3aCTaBKYy.
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Opaniry3chka TiaHicTKa, Hepma B icTopii mpodecopka (opremiaHo
Jlyiza ®@appank (1842—1872), TBopuicTh sikoi minyBamu Lllyman, bepimios,
Ionew 1 JIuct, € aBTOpKOIO (hOpTEITiaHHUX ITHEC, TPHOX CHM(OHIHN, HU3KH
kamepHux aHcamomiB. Ilicmsa cmepti noapku Bikropunn (1826—1859) mo-
KHWHYJTa KOHIIEPTHY AiSITHICTH 1 OUTbINE HE TIHCcaia My3UKH, 30CEPEANBIIICH
Ha MiTOTOBII Ta BUAAHHI aHTOJIOT11 TBOPiB Iyt KiapumHuX X VI-XIX cT. —
«CxapOnu1 mianictiBy y 23-x tomax. Cnammmna Jlyizu @appank 1OBri
POKHM 3anuinanach B 3a0yTTi, 1 JHIIe OCTaHHIM YacoM ii ¢opremnianHi Ta
KaMepHi TBOPH OTPUMAIIHN JIPYTe )KUTTS I aKTUBHO BUKOHYFOTBCHL.

Ewmi biu (1867—-1944) — nmepma amepukaHCchKa KiHKa — mpodeciiina
KOMITO3UTOPKA, MiaHICTKAa, YWICHKUHS TakK 3BaHOi BOCTOHCHKOI MIICTKH.
YonoBik 103BoNUB iii 1aBaTH OIWH KOHLEPT Ha PiK, ajie micis Horo cMepTi
1910 poky BoHa BiJHOBIIIOE aKTUBHY KOHLEPTHY AisUTBHCTB, IO HE MpH-
MUHAIACH 10 KIHIA 11 )KUTTS.

3 moyarkoM XX CTONITTSA 3a00poHM i 3a0000HM MOCTYIIOBO BiAXO-
ISITh Y MUHYIIE, 1 KUTBKICTh JKIHOK B KOMIIO3UTOPCHKIN CITBHOTI IIOYHHAE
3pOCTaTH.

Y ®pannii Kepmen Taiidep — enuna xiHka B ckiani OpaHiy3cbkoi
mrictku. Y BenmukoOputanii — odinpHUNs [inmpaii kommosutopis Emiza-
O0er MakoHKi Ta KOMITO3UTOpKa il aupureHT Pyt Jkwuric — 3acCHOBHUIISA
JlormoHChKOTO perepTyapHoro opkectpy. Y Dinnsuaii — Kaiis Caapiaro,
SIKY CTaBJISATh B ONIUH psif 3 SSHom Cubenmycom.

B cyuacniit Snonii — Moxo Karo, Bifoma rmepi 3a Bee SIk aBTOp My3H-
KM 710 a”iMe. Y CBOill TBOPUOCTI BOHA MOETHYE TPATUITIT KIIACHIHOT CUM-
(oHIYHOT Ta Cy4acHOT eJIeKTPOHHOT MY3HKH. A TaKOX BIpTyO3Ha JIXKa30Ba
miaHICTKa, KJIABIIIHUL H KOMIIO3UTOpKa Xipomi Yexapa.

Cepen mpeAcTaBHHUIB CY4acHOTO YKpPaiHCHKOTO KOMITO3UTOPCHKOTO
1exy Taki 3HaHi iMeHa sk Mapis 3asanimuna, FOni¢ Poxasceka, JTrogMu-
na JleitoBa, bormana ®inbi, Jlecs [uuxo, Jlrommuna KOpina — ronosa
acomiamii «OKinku B My3utli». 30kpemMa XapKiBcbka KOMIIO3UTOPCHKA IIIKO-
Jla 10 MpaBy MUINAETHCS BipTyo3HUMHU TBopamu Jlronmumu Illykaiino, mo
BXOJMIIM 10 00OB’SI3KOBUX IporpaM MiKHapOIHOTO KOHKYPCY IiaHiCTiB
imeni B. KpaiiHeBa; mOeTHKOIO 1 POMaHTHYHHM BiA3EpKaJICHHSIM SIBHII]
chOrofieHHs1 B TBOp4ocTi OneHn I'HaTOBCBHKOI; CMIJIMBICTIO Cy4acHOi My-
3M4HOT MOBHM B My3uli BaseHtnnu [IpoOs3riHoi; SCKpaBol MYy3HKOIO
JI0 TeaTpaJIbHUX BUCTAaB 1 3BOPYILIMBOIO JIPUKOIO B MICHSX Ta MOE3isiX
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Ipunu I'ybapenko. Ha mpeBenukiii »xamb, OCTaHHI TPH MHCTKHHI JTyKe
PaHO IMIILIA 3 )KUTTS.

3HAHOMIITINCH 3 TEMOIO KiHOK-KOMITO3UTOPOK, MOKHA JIHTH BUCHO-
BKY IIPO Te, IO iX MOCTaTi 1 TBOPUICTh BCE ITIE YCKAIOTh HA JOMHUTINBUX
JIOCITITHAKIB 1 MaliCTEpHUX BUKOHABIIIB. B IIhOMY CEHCI Iy)X€ BIAJIOIO
1 JOPEYHOIO YSBIISETHLCS MacIITa0Ha iHII[IaTHBA, IO 11 HeNOIAaBHO BTLTHIIA
B XKHUTTA 28-piuHa BuuTeNbKa My3uku 3 Basencii Cakipa Benrtypa. [Ipoekr
M0 CTBOPEHHIO IHTEPAaKTUBHOT MaIl 3 TBOPAMH JKIHOK-KOMITO3UTOPOK Ma€
Ha METi HaraJlaTy Mpo BUJIATHUX JKiHOK, YN BHECOK B MY3UKY CTOJITTSAMH
npUMeHITyBany abo irHOpyBajk Yepe3 TeHIIEpHY HEpiBHICTh Ta yrepen-
xene craineHHs. Ha mami (https://svmusicology.com/mapa/ ) npeacrasie-
HO 530 KOMITO3UTOPOK 3 YCHOTO CBITY 3 MOCHJIAHHAMH Ha 3BYKOBI (paiiny,
3apa3 B po0oTi mie oxuH nepemk Ha 500 iMeH.

«MHu HiKOIM HE BIIBOAMIIH iM TOTO MICIISI B iCTOPIi, SIKOTO BOHH 3aCITy-
TOBYIOTB», — roBopHUTh Cakipa Benrtypa.

Natalia Sutulova
senior lecturer at the Department of Special Piano
Kharkiv I. P. Kotlyarevsky National University of Arts
ORCID 0000-0001-6711-5003

WOMEN COMPOSERS

Key words: women composers; National Union of Composers of
Ukraine.

Airwomen, submariners, astronauts, racers and handlers, poets,
playwrights, sculptors and artists — there are professions, purely male at
first glance, that women did not master. Obviously, women did not stay
away from all spheres of music art — from composers and musicology
to composing and conducting. It should be noted that the quantitative
predominance in the sphere of composition is due to circumstances related
to the role of women in society and the family. Therefore the path of
women to composition was much longer and more thorny compared to
men. The ban on music education in different forms lasted till the end of
the previous century. It remains only to rejoice the fact that Nowadays in
our conditions it is changing rapidly.
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Everything mentioned above is also the reason for the rather small
amount of information about biographical data, music publications, etc.
and, as a consequence, the insufficient popularity of the creative heritage
of female composers. Therefore, referring to the work of a modern woman
composer, it is quite natural to wish to trace the path of development of
women’s art in historical retrospect again and again.

So let’s mention a few prominent figures and the most significant
facts related to them. One of the first known authors was Cassia of
Constantinople, who lived in the tenth century — a Greek nun, the founder
of the first monastery in Constantinople. Poet, hymnographer, composer,
whose songs are performed Nowadays.

Hildegard of Bingen (1098-1179)— naturalist, writer, composer.
About eight of her compositions have survived, the most famous of which
are the plays on morality “Church Force” and “Game of Forces”. The first
among women composers, whose biography is known. It was officially
canonized in the late 17th century. In 2001, the Swedish folk-rock band
released the album “Hildegard von Bingen”, which contains interpretations
of the works of the composer.

In the 17th century, along with such luminaries of the Baroque era
as Antonio Vivaldi, Claudio Monteverdi, Francois Couperin, appeared
the Italian singer Barbara Strozzi, known for her number of motets and
madrigals. She was the first woman to dare to publish her works alone, not
in collections, and even under her own name.

Austrian composer and pianist Marianne Martinez was a student
of Pietro Metastasio and Josef Haydn. Her early classical cantatas and
oratorios were very popular at the time, and Mozart often attended musical
evenings at the house of Martinez and even composed piano sonatas for
performing with Marianne.

Brilliantconcertpianistand composer Maria Szymanowska, performer
of F. Chopin, whose work was admired by J. Goethe. The first among the
many virtuosos of the 19th century performed all concert programs by rote.
A mother of three, her daughter married Adam Mickiewicz. In her legacy
there are first concert piano etudes and nocturnes.

The Romantic era is also associated with names of Fanny Hansel —
singer, pianistand composer, who influenced the work of Felix Mendelssohn-
Bartholdy’s younger brother, and of Clara Schumann, her husband’s
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pieces performer and popularizer. Author of piano pieces, piano concerto,
cadences for concerts of Mozart and Beethoven, a number of songs,
a teacher of the Frankfurt Conservatory. By the way, an interesting fact
is that Fanny’s father was against her professional career, preferring
to get married, while Clara’s father, piano teacher F. Wieck was against
marriage, believing that it would bury his daughter’s performing talent.
An asteroid was named after Fanny Hensel, and on November 14, 2021, on
the 216th anniversary of her birth, Google dedicated a doodle, an animated
screensaver.

The French pianist, the first professor of piano in history
Louise Farrank (1842—-1872), whose work was appreciated by Schumann,
Berlioz, Chopin and Liszt, is the author of piano pieces, three symphonies,
and a number of chamber ensembles. After the death of her daughter Quiz
(1826-1859) she reduced concert activities and no longer wrote music,
focusing on the preparation and publication of an anthology of works for
piano of the 16"-19th centuries — “Treasury of pianists” in 23 volumes.
Louise Farrank’s legacy has been forgotten for many years, and only
recently have her piano and chamber works gained a second life and are
being actively performed.

Amy Beach (1867-1944) is the first American woman who became
a professional composer, pianist, and a member of the so-called Boston
Six. Her husband allowed her to give one concert a year, but after his death
in 1910 she resumed her active concert activities and it did not cease until
the end of her life. With the beginning of the 20th century, prohibitions and
superstitions gradually faded into the past, and the number of women in the
compositional community started growing.

In France, Germain Tyfer is the only woman of the French Six.
She is the head of the Guild of Composers Elizabeth Maconki In Britain.
The composer and conductor Ruth Gyps is the founder of the London
Repertory Orchestra. In Finland there is Kaya Saariago, who is placed
near with Jean Sibelius.

In modern Japan there is Yoko Kano, who is known primarily as
the author of music for anime. She combines the traditions of classical
symphonic and modern electronic music in her work. As well as virtuoso
jazz pianist, keyboardist and composer Hiromi Uehara.
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Among the representatives of the modern Ukrainian composers there
are such well-known names as Maria Zavalishyna, Yudif Rozhavska,
Lyudmyla Levitova, Bohdana Filts, Lesya Dychko, Lyudmyla Yurina —
Chairman of the Women in Music Association Ukraine. The Kharkiv School
of Composers is proud of the virtuoso works of Lyudmila Shukailo, which
were included in the lists of mandatory programs of the International Piano
Competition. V. Krainev. Proud of the poetics and romantic reflection of the
phenomena of the present in the works of Olena Hnatovska, the boldness
of modern musical language in the music of Valentina Drobyazgina,
bright music for theatrical productions and moving lyrics in the songs and
poetry of Irina Gubarenko.

Unfortunately, the last three artists died very early. Getting acquainted
with the topic of women composers, we can conclude that their figures and
work are still waiting for inquisitive researchers and skilled performers.
At this point, a large-scale initiative that was recently implemented
by a28-year-old music teacher from Valencia, Sakira Ventura, seems
to be very successful. The project of creating an interactive map with
works of women composers aims to remind of prominent women whose
contributions to music have been downplayed or ignored for centuries due
to gender inequality and prejudice.

The link https://svmusicology.com/mapa/ presents 530 composers
around the world with links to audio files, Now there is another list of
500 names being created.

“We have never given them the place in history they deserve,” says
Sakira Ventura.
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ENIBO0NIA 1. My3uuna i meampanshna oceima

Kapkosa Banepia bopuciena
O0OKmMopKa MucmeymeosHagcmeaa, npogecopka, 3asioysauxa Kageopu icmopii
ceimosoi mysuku Hayionanenoi mysuunoi akademii Yxpainu
imeni I1. 1. Yaiikoscokoeo, (Kuis, Ykpaina)
e-mail: valerie.zh(@gmail.com
ORCID 0000-0002-3706-3481

«ICTOPIA MY3UKHN» SIK JUCHOUIIJITHA XXI CTOJIITTA:
BIJI «ICTOPIi MY3UKHW» 10 «META®I3UKHA ICTOPII MY3UKN»

KurouoBi cioBa: icmopis myzuku, memagizuxa icmopii My3uxu, oH-
monoeis icmopii my3uxu, Qinoco@is icmopii My3uKu;, CMUCI y My3uyi.

Micue «icTopii My3uKkn» B IHKIi (HaXxOBHX JUCIMILUIIH B €BpOIIECH-
CHKOMY MY3HYHOMY aKa/IEMi4YHOMY CBITi IOBTHi 4ac BU3HAYaIOCH SIK (hyH-
JaMeHTallbHe y Tpoueci GopMyBaHHS MHCICHHS Ta XyOOKHBOTO CMaKy
My3HuKaHTa-npodecioHana. Tum rocrpime BigayBaeThCst IpodieMa BTpaTi
OIOPHOTO 3HAYEHHS ITi€] AMCIUIUTIHU B Halli JHi. B cydacHUX My3u4yHHX
OCBITHIX 3aKJIajlaX CIOCTEPIraeThCsl 3HAYHE, IMi[4aC HABITh ApaMaTUYHE,
CKOPOYEHHSI TOJIMH Ha KypC «iCTOpisl My3UKW», a HapikaHHS IIOAO HOro
«3acTapijioi» Ta «HeaKTyalbHO» (paxoBoi opieHTaLii MOXKHA 3yCTPITH 1 Ha
CTOpIHKaX CIeEI[ialbHUX TepiOJUYHUX BUIaHb, i B )KUBOMY Oe3mocepen-
HBOMY CITIJIKYBaHHI 3 KOJIeTaMU-MY3UKaHTaMHU.

Lle craBUTh HU3KY 3aITUTaHb: IKOIO Ma€ Oy TH «iCTOPisi My3UKI» CHOTOJI-
Hi? SIKUMU TPUHITUIIAMA MOYKE KOPHCTYBATUCS CYYacCHUH My3WKO3HABEIIb
IUTSL TOCITI/DKEHHST 00’ €MHUX Ta 0araTOBUMIpHUX KYyJIbTYypHO-ICTOPHYHUX
MPOIIECIB PI3HUX CTONITH? B WOMy mojsTrae mepcrieKThBa 3BEpHEHHS 10
metadizuku? [lommyk BiamoBiAi Ha HUX HaOyBae 0COOIMBOT aKTyaIbHOCTI.

Benuuesnwmii Oaraxx crioctepekeHsb 1 y3arajJbHeHb, HAKOTHISHUH My-
3MKO3HABYOI0 HAyKOI0, BUMArae, B CBOK 4epry, CIeliaJbHOT0 OCMHCIICH-
Hs. CaMe icTOpist My3UKH HAJla€ CyYacHil JIFOJMHI MOMJIMBICTH 3alUTY-
BaTu cebe I0JI0 CYyTHOCTI OYTTsI, TOMy BOHA IEPETBOPIOETHCS HA TUCIIU-
IUTIHY, SIKy MOYKHA Ha3BaTu «MeTadi3ikoo icTopii My3uKn», SKIIO0 B3STH
JI0 YBaru cepej YUCICHHUX TeOopil Ta KOHUEMIii MeTadi3uku K HayKH,
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MipKyBaHHs npodecopa Crerdopacskoro yHiBepeuteTy X. Y. ['ymOpexra:
«“Metadizuka” mo3HavYa€e TaKy MO3UIIIO [...], KOJHM 3HAYCHHIO SBUII Ha-
JTAIOTh BUINY IIHHICTh, HIXK X MaTepialibHIA MPUCYTHOCTI; TOOTO TIiJ] ITUM
CJIOBOM MAa€ThCS Ha yBa3i TaKWil CBITOIVIAN, SIKMHA BECh Yac CIPIMOBAHMI
“pai” (a0o0 “rambme” BChoro “¢izuunoro”»!.

JyMmaeTbes, o Taka JUCIHITIIHA € He «MeTaQi3nIHIMHA MipKyBaHHS-
MUY TIPO MY3UKY B3aralli, a came JOCIiDKEHHSIM (yHIaMEeHTaIbHUX 3acall
TOTO, IO BXE CKJIANOCSA B «ICTOPIO», IO PEMPE3CHTYE MEBHY MOCIIIOB-
HIiCTh sBUIN i oxid. OTxe, «MeTadizuka icTopii My3nKH» cTa€ MOKIU-
BOI0 HA MepeTHHi 20pu30oHmani NPOSIBJIEHOT0 B HAPATUBI «TOrO, 110
BiKe 3iliCHWI0CSH», i BEPTHKAJIH PO3rOPTAHHA CMUCIIB «TYT» i «3a-
Pa3» TOro, o BCTAHOBIIOETHC.

Y Mojieni eJHaHHS TiHIITHOTO 1 TAKOTO, 1110 PUHITUIIOBO HE MOXKE MaTH
JiHIMHY KOH(Irypamio; (ikcoBaHOTO 1 PO3CISTHOIO B CMHCIOBHX MOJSX;
BU3HAYEHOTO MPUYMHHO-HACTIIKOBUMH BiIHOCMHAMH Ta TOTO, LIO iCHYE
a priori (SIK yMOBa BCiX 1HIIUX YMOB) Ay>K€ BaXXJIMBUMH € BC1 KOHTEKCTHi
mapu. BoHH po3ropTarThes, K MPaBUiIo, B TOPU3OHTAIBHIN TIONTMHH,
PO3KPHUBAIOYH MHOXHHHICTB 3B’ SI3KiB JOCIIKYBaHOTO apTedakTy ado de-
HOMEHY 3 IHIIUMU, IPOTE IX MOBHOTY BU3HAYAE TLIBKH MPUCYTHICTH BEp-
THUKAJIHHOTO BUMIpY.

[Iporiec eqHaHHS BCiX piBHIB CMHUCIIIB TEKCTY Ta HOTO KOHTEKCTIB CTa€
peaMeToM MeTadi3uKH iCTOpii My3HKH K JUCIUILTIHA. BignmoBigHo, T0-
JIOBHUM 3aBIaHHAM CTAa€ HEOOXITHICTh CAaMOMY BITIYTH «HATSIMKiHHS»
BCIX MOXKJIUBHX 3B’fI3KiB. JlOCIITHUKY Haue TOBOMUTHCS 3aIiisiIaTH B Te-
JIECKOTI, IO 6araTopa3zoBo HAOIMKYE BEIMUE3HI HOBI CBITH, IO MTPUXOBaH1
came B TOUYKAX NepeTUHYy (3’€IHAHHSA) CKJIaJIOBUX ILJIOTO.

Tinbku HarampHa notpeda PO3KPUTH YTAECHICTH CBITY i KOYKHOTO pazy
N0-HOBOMY BCTAHOBIIIOBATH 3B’ sI3aHICTh SIBUILI, IPOSIBIISIE CYTHICHI MTificTa-
BU MY3HYHO-YacOBOi cripalli y po3ropranHi HOBoi aucuuriian XXI cto-
JTTS — «MeTadi3uKH iCTOPii My3UKI.

1 X. V. I'ym6pexr. TIponsBoaCTBO NPHCYTCTBUS: YEro He MOXKET NepeaaTh 3HAUCHHE.
2006. c. 11.
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The place of “Music History” in the cycle of professional disciplines in
the European music academic world has long been defined as fundamental
in the process of shaping the thinking and artistic taste of a professional
musician. Therefore, the problem of losing the ancillary value of this
discipline is nowadays felt. In modern music education, there is a significant,
sometimes dramatic, reduction of hours for the Music History course; and
complaints about its “outdated” and “irrelevant” professional orientation
can be found both on the pages of special periodicals and in live direct
communication with our colleagues-musicians.

This raises a number of questions: what should “Music History” be
like today? What principles can a modern musicologist use to explore
the voluminous and multidimensional cultural and historical processes
of different centuries? What is the prospect of turning to metaphysics?
Finding an answer to them is of particular relevance today.

The huge baggage of observations and generalizations accumulated in
music science requires, in turn, special reflection. It is the music history that
gives a modern person the opportunity to ask themselves about the essence
of being, so it turns into a discipline that can be called “Metaphysics of
Music History”, if among many definitions of metaphysics as a science,
we will take into consideration insights of Stanford University professor
H. U. Gumbrecht: “Metaphysics” defines such a position [...] at which the
significance of phenomena is of higher value than their material presence;
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that is, by this word we mean such an outlook, which is constantly directed
“further” (or “deeper”) than all “physical” 2.

It is thought that such a discipline is not a “metaphysical reflection” on
music in general, but rather an exploration of the fundamental foundations
of what has already evolved into the “history”, exhibiting a certain sequence
of phenomena and events. Thus, the “Metaphysics of Music History”
becomes possible at the intersection of the horizontal of “something
that has already happened” manifested in the narrative and the
vertical of unfolding the meaning of “here” and “now” of something
that is being established.

In the model of unity of the linear and something that potentially
cannot have a linear configuration; the fixed and the scattered in semantic
fields; something that is determined by cause and effect relationships and
something that is a priori (as a condition of all other conditions), all context
layers are very important. They are usually deployed in the horizontal
plane, revealing the multiplicity of connections of the studied artifact or
phenomenon with others, but their completeness is determined only by the
presence of vertical dimension.

The process of uniting all levels of meaning in the text and its contexts
becomes the subject of the metaphysics of music history as a discipline.
Accordingly, the main task is the need to feel the “tension” of all possible
connections. The researcher has to look into the telescope, which repeatedly
brings the vast new worlds, which are hidden precisely at the points of
intersection (connection) of components of the whole.

Only the urgent need to uncover the secrecy of the world and to
establish a new connection of phenomena each time, manifests the
essential foundations of the musical-temporal spiral in the unfolding of
a new discipline of the 21st century — “Metaphysics of Music History”.

2 H. U. Gumbrecht. Production of Presence What Meaning Cannot Convey. 2006. P. 11.
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COME ON! ABO ICTOPISI MY3HUKHU JJI5S1 BUKOHABIIIB
Y «IIOBHOMY CBITI»

KuarouoBi cinoBa: nosa ocsimmus napaouema, icmopis ceimogoi my3u-
Ku, inmezpanvre mucienus, Iepman [leiini; «nosuuii ceimy.

Bupazom «Come Ony», Skuil y cydacHiii aHDIIACHKIH Mae JBa 3Ha-
YEHHS: «HE HaMaraucs MEHE OIIyKaTw» Ta «IPUETHYHCS 10 Hac!», mo-
YUHAETHCS Ha3Ba HEIOJABHLOTO FOBIICHHOTO J0KIany PuMchkoro kiyoy
«Come On! Karmirtani3M, HeZaneKOMISAHICTb, HACEICHHS 1 pyHHYBaHHS
rtaHeThy. He3Baxarouu Ha peryisipHiCTh MOSBH JOKJIAIIB KIyOy (yCho-
ro 42), 3a 50 pokiB Horo iCHyBaHHS Lie TUTBKHU Apyra omy0miikoBaHa po0o-
Ta, sIKa BUpakae KOHCONIAYIOUy MO3UILiI0 ycixX Horo wieHiB. Lle poouts
JOKYMEHT B MEBHil Mipi yHIKaJIbHUM SIBUILEM, 1, IK BBa)KAIOThb €KCIEPTH,
(hOopMyIOUMM OCHOBHY TOBICTKY BiJNOBIZadbHOTO INI00ANI3MY ¥ CTIHKOTO
PO3BHUTKY [UIsl 3HAYHOT YaCTHHH CBITOBOI €MITH.

OKpiM MOJITUYHKX, EKOHOMIYHUX Ta COLIANBHUX MPoOIeM CHiBiCHY-
BaHHS JIIOACTBA y KPU3HCHY A00Y, CTPHYKHEBUM NMUTAHHAM JOKJIAAy € «i-
noco()ChKi KOPiHHS IMOTOYHOTO CTaHy CBITY» Ta 3MiHa CBITOCHPUHHSATTA,
SK €IMHOTO LUIAXY ITOJONAaHH CUCTEMHOI CBITOBOI KPH3H, SIKa Ma€ HE IH-
KIIIYHHHA, a TTOCHIIOBaHUI Xapakrep. PimeHHs, Ha TyMKy aBTOpiB JOKJa-
Iy, B anbTepHaTuBHIN (inocodii «HOBITHROTO [IpOCBITHUIITBAY) Ta HOBIH
cucTeMi OCBiTH. TOUKOIO BiIUTIKY B pOOOTI € KOHIICTIIiSI «ITOBHOTO CBITY»
aMEpHUKaHCHKOTO eKoJiora Ta ekoHoMicTa ['epmana Jleitmi.

Crmparodnch Ha TOJOXKEHHS oKy PUMChKOTO KiTyOy, SIKi CTOCY-
I0TbCSI HOBUX BHKJIMKIB JIO OCBITH B paMKax ()OpPMYBaHHS «HOBITHHOTO
[IpocBiTHHILITBA», Ta OCMHCIIOIOYN BIACHUI JIOCBIJ] CIUIKYBaHHS 31 CTY-
JeHTaMu BHKOHaBChKuX (akynpreriB HMAY imeni I1. I. YaiikoBcbkoro
i1 9ac BUKJIAIaHHS KypCy iCTOPii CBITOBOI My3UKH, C(HOPMYBAIUCH MEBHI
«Tpo0OJIEeMHI 30HM» MPOLECY YCBIIOMIIEHHS HOBOi OCBITHBOI MapagurMu
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Ta HOBHX ITi/IXOiB BUKJIAJIaHHS ICTOPUYHHUX KypcCiB y MucTtenbknx BH3.
Cepen HUX:

1.  Ocgita He MOXe OyTH BiZlipBaHa BiJT 3araJIbHOIOCHKHX MPOTIECIB
dhopmyBaHHS HOBOI (PiT0COGCHKOT KOHIIEMITIT CBITY, @ HABIAKH, MOXE 1 TT0-
BUHHA CTaTH (HOPIIOCTOM IMOITYKIB IEPCIIEKTUB PO3BHUTKY, HE3BAKAIOUH HA
TIBMYIOUy 1 HQJA3BUYAWHO 1HEPTHY OIOPOKpATHYHY IUIOMIMHY Y SIKiH ic-
Hye cucremMa BH3.

2. Mu He noBuHHI 3a0yBatH, o BH3 — e npocrip, ne popmyeTbes
enita. My3uKaHTH — 1€ KyJIBTYpHA «eJiTa eJliT» — CEJICKIis Bi0yBaeThCs
1ie y JUTUHCTBI 1 10 My3UYHUX BUIIUX HABYAIBHHUX 3aKIAIIB «ITOXOIATH
mo-crpaBkHbOMY 00paHi. Cy4acHHi Kypc iCTOpii My3HKH, SIKHH BKIIOYa€E
y ce0e LTy HU3KY iCTOpUYHUX, KYJIBTYpOJIOTiYHUX Ta MUCTETBO3HABYMX
HayK (Biz 3araibHOI icTOpii, pelirie3HaBcTBa 10 icTOPii JIiTepaTypH 1 Ku-
BOIIUCY) 3AaTHUH OyTH CIIPSIMOBAHWUN Ha PO3BUTOK IHTETPajbHOTO MHC-
JICHHSI, 3aTpe0yBaHOIO Y Cy4acHOMY MallOyTHBOMY.

3. YV «noBHOMY CBiTi», ¢ HeMa iH(opMauiiHOTO AedinuTy, a Ha-
BIIAKH, CTYACHTH NepeOyBaroTh MiJ KOJOCAIbHUM «IIpecom» iHopma-
LIHHUX TOTOKIB CYMHIBHOI SIKOCTi, TIOCTa€ MUTAHHS HE Iepenadi 3HaHb,
a opMyBaHHs HABUYOK OPI€EHTYBaHHS y LIUX ITOTOKAX, BMiHHS 3HAXOINTH,
OTIPaIlbOBYBATH Ta OCMUCIIOBATH HEOOXiTHUH AKICHHIA MaTepial.

4. BaxiIuBUM € HaMaraHHs iIHTETPyBaTH MPAKTHYHUH BUKOHABCHKHI
JIOCBIJT CTYICHTIB 3 ICTOPUKO-TEOPETHYHUMH OCHOBAaMHU KypPCY, PO3IIHPIO-
109¥ Ta (POPMYyIOUN KOHTEKCTyalIbHe MoJie I iX mpodeciiHol AiSUTBHOCTI.

5. Insgx go B3aeMHOI TI000BI CTyACHTA Ta MIPEIMETY MOJIATAE Y MO-
TUBYBaHHI IO HAaBYaHHS Ta Mi3HAHHS I[IKAaBUMH, HECTAaHAAPTHUMH, Cy4ac-
HUMH pOpMaMH CaMOCTIHHOT pOOOTH, KOHTPOJIO Ta BUKJIAJCHHSM JICKIIil-
Horo Marepiaiy. He GosTrcs moeqHyBaTH «JIETKOBAXHI JKaHPH» 3 TIN00-
KuMH (i10cO)CHKUME TpaIsIMH (Iiara3oH Bil OCBITHHOTO MYJBTHILTIKA-
uifiHoro cepiany «Ilaneni MmoaepuicTi» A0 ctarti Mepaba Mamapaamsisni
«Binens Ha 30pi XX CTOMITTSI»).
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The title of the Club of Rome’s recent anniversary report “Come
On! Capitalism, Short-termism, Population and the Destruction of the
Planet” starts with the phrase “Come On” which in modern English has
two meanings: “do not try to deceive me” and “join us!” Despite the
regularity of the club’s reports (42 in total), for 50 years of its existence,
this is only the second published paper expressing the consolidating
position of all its members. This makes the document to a certain extent
a unique phenomenon, and, according to experts, an element making up
the main agenda of responsible globalism and sustainable development for
a significant part of the global elite.

In addition to the political, economic and social problems of the
coexistence of humankind in times of crisis, the key issue of the report
is “philosophical roots of the current state of the world” and a change
in the mindset as the only way to overcome the systemic global crisis,
which has not cyclical, but an escalating nature. According to the
report’s authors, the solution lies in the alternative philosophy of the
“new Enlightenment” and the new education system. The starting point
is the concept of “fullness of the world” by the American ecologist and
economist Herman Daly.

Based on the provisions of the Club of Rome’s report regarding new
challenges in education as a part of creating the “new Enlightenment”, and
by comprehending our own experience in communicating with students
of the performing arts departments of Ukrainian National Tchaikovsky
Academy of Music while teaching a course on the history of world
music, some “bottlenecks” in forming the awareness of a new educational
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paradigm and new approaches to teaching history courses in art institutes
have emerged. Including:

1. Education cannot be separated from the universal processes of
establishing a new philosophical concept of the world, but, on the contrary,
it can and should become an outpost of the development prospects search,
despite the obstructive and extremely inert bureaucratic realm in which the
system of high education institutions exists.

2. We don’t have to forget that a higher education institution is
a place where the elite is created. Musicians are a cultural “elite of elites”;
the selection takes place as early as childhood, and the real chosen ones
“reach” higher musical education institutions. The modern course of the
history of music, which covers a number of historical, cultural, and art
sciences (from general history, religious studies to the history of literature
and painting), could be directed towards developing the integral thinking
sought after in the modern future.

3. In a “full world”, where there is no information deficit, but, on
the contrary, students are under a colossal “pressure” of data flows of
questionable quality, the question arises not of knowledge transfer, but of
building path-finding skills in these flows, the ability to find, process and
comprehend the required quality material.

4. It is important to try to integrate students’ practical performance
experience with the historical and theoretical background of the course,
thus expanding and shaping the contextual field for their professional
activity.

5. The way to mutual love between the student and the subject lies in
motivation to learn and understand interesting, unconventional and modern
forms of independent work, control, as well as presentation of the lecture
material. One must not be afraid to combine “frivolous genres” with deep
philosophical works (from the educational animated series “Adventurers
of Modern Art” to Merab Mamardashvili’s article “Vienna at the Dawn of
the 20th Century™).
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Mapuna PomaniBaa YepkannHa — BU3HAYHA OCOOHCTICTD, ymroONieHa
BCiMa, HETNIepEBEPILICHU I HayKOBEIlh, YyI0BA JIFOJMHA 1 MPOBIIHA 3ipKa JJIs
0araTbOX Y4HIB Ta KOJICT, sIKa CIpsAMYyBaJia Ta mojapypajia 0aratboM IiKaBi
TEeMH JJIs1 iX BIACHUX HAyKOBHX PO3BiZOK. S He € BUKMOUeHHIM. JI1060B
Ta MPUCKIMJIMBA yBara A0 MocTari Ta TBop4docTi Pixapna Barnepa cripoBo-
KoBaHa came MapuHoto PomaHiBHO}IO.

BarnepiBcbka Tematuka — 0€3MEXKHHUI MPOCTIp Ui MONIYKY HOBUX
paxypciB, LikaBUX MOBOPOTIB, a TeMa «P. Baruep» B kypci «lctopii 3apy-
Oi>KHOT My3UKW», Oe3MepepBHO CIIOHYKAE HAC MEPErsiiaTH MOXKIIUBICTh
JIOHECEHHs1 1H(opMarllii Mpo HIMEIBKOTO KOMIIO3UTOpa IS OCATHEHHS
MaciTabHoi nocrari renis Pixapaa Barnepa 3 pi3HUX mo3uIIii.

B3zarani, moHorpadiuHi Temu, A€ B LEHTpPi MOCTAE KOMIIO3UTOP Ta
HOTO TBOPYMH CMAJIOK, Ta BUHUKAE HEOOXiTHICTh JOHECEHHs iHpopmarii
PO HBOTO JO CIIyXada, BUKJIUKAIOTH MEBHI BUKIMKH. 3BICHO, AEKiIbKa
TBOPIB BUBYAIOTH MIPHUCKITIINBO, 3aHYPIOIOYHCH Y CBIT MY3HKH, a 6iorpadis
KOMIIO3UTOpPa OPiEHTOBaHA HAa PO3YMIHHS iCTOPHUKO-KYJIETYPHUX ITPOIIECIB,
XyJOKHBOTO Ta €CTETHYHOTO CBITY KOMIIO3UTOPA.

Oco6nuBoro 3HadeHHs Ha0yBa€ BinOip, 0popMIIEHHS Ta pO3TaIIyBaH-
HS Marepiany, BAKOPUCTaHH My3WYHOI Ta MEMYapHOT JliTeparypH, TOLIO.
Be3cyMHiBHO, yBary CHpsMOBaHO Ha «3YCTPiy i3 KOMIIO3UTOPOMY, Ha KH-
BUI eMOLIIMHUH TOTIsiI, Ha OiorpadiuHuii Marepiajl TBOPIiB KOMITO3UTOPA.
3HATTS XPECTOMATIHOTO IVISIHIIIO, YSIBICHHSI PO HETIOBTOPHICTH 0COOMC-
TOCTi KOMIIO3UTOPA HE MEHIII BOXKJIMBE, HIJK 3HAWTHU IIKABHI aCIICKT, 3pO-
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3yMITH HeE JIMIIE BEJINY KOMIIO3UTOpA, a i CKJIaIHICTh CTAaHOBJIEHHS HOTO
TaJaHTy.

Bubip «raktukm» MOHOTpadivIHOTO PO3TIATY TBOPYOCTI KOMIIO3H-
TOpa 3aJIeXKUTH Bijl )KAHPOBOI CHEMUDIKU Ta XYIOKHbO-CCTETUIHUX 0CO-
OuBOCTEl HOTO TBOPUOTO JOPOOKY. Ajie BAXKIIMBHM TOCTAE CaMe 3B’ SI30K
Ta B3a€EMO3B’SI30K BUBYCHHS 0iorpadiyHOTO Marepiaiy Ta TBOPYOCTI KOM-
MIO3UTOPA, TBOPYOCTI IHIIMX KOMIO3UTOPIB, (inocodiB, BHBYCHHS Ha-
CTYIHOCTI y TpoOyiemMaTHili, o0pa3ax, eCTETUYHUX 3acajax Ta ieiHHOMY
3MicTi TBOpiB. Takuii «meperyk» tem, ineit, oopasziB popmye icTopuaHuit
KOHTEKCT €TIOXH 1 BIIMCY€ MOCTaTh B HHOTO, J]A€ 3arajbHy XapaKTePUCTHKY
HWOro XyI0>KHbOTO METOJlY Ta CTUJIIO.

AJe cnig 3a3HaYMTH, IO CyYacHUH CBIT Ta COPUUHATTS iHpopMaii,
0Co0IMBO MOB’sA3aHO1 3 MacIITAOHUMH (irypaMu Ta MOHOTpadiyHUMU Te-
MaMH MOJIOUM TTOKOJIIHHSM, BKpail 3MIHUIIOCS.

3ragaemo, o Bxke B KiHI XX cTONTTS KiHemarorpagd i TenebaueHHs
CKJIJIM CEPO3HY KOHKYPEHIIiI0 KHIKKaM Ta ra3eTam B nepeaadi inpopma-
nii. bararbom cTae abcomoTHO Oaiimysxe, SKUM YUHOM Oy/e mofana iHdop-
Mallisi — TeKCT, Bijieo, abu mBue i 3po3yminime. Ha mouarky XXI cro-
TTTA comianbHi Mepexi Ta tardopmu (Facebook, Youtube, Instagram,
TikTok) 3amononumy iHGOPMAIHHIKI TPOCTIP 3 TIEBHUM METOAOM ITOIaqi
iHdopmarii, Tak 3BaHIM «KpeaTuBOM» — Bill «KapTHHKH» TEKCT + Bi3yall,
Bi3yas + MiHITEKCT 10 Bi3yany. | irHopyBaTu et pakT BiKe HE BUSBIISETHCS
MOJKJIMBHM HaBITh B CY4acHiH OCBITI.

Came mosiBa COIIaTBHUX MEPEX 3 iX KOHCTPYKTHBHOIO, JTAKOHIYHOIO
noja4ero iH(GopMarllii uPpPOBOro KOHTEHTY, 3MIHMIIA CIIOCIO CIIPUHHSATTS
iH(popMariii MOJIOJUII0, € I[IHYEThCS JIETKICTh, BIIKPUTICTh, HEBUMYIIIC-
HICTb MOAAHHS, SIKe HEe MOTpeOye 3aHypEeHH:I, ICUXOJIOTIYHOTO Ta PO3yMO-
BOTO HaBaHTa)KeHHs. BinOyBaeThcs MIBUIKE 3aXOIJICHHS yBaru, popmara-
MU, SIKi BiZoOpa3saTh iX METOJ CIOKMBaHHS, — (parMEeHTapHOTO, MO3aii-
HOTO, TMIKCENIbHOTO, KOJaKHOTO, KaJelIO0CKOMIYHOTO, CTPYKTYPOBAHOTO,
Te30Boro. Ase! [IIBUAKICTE 3aXOMJICHHS yBark Ha LiKaBOMY, X04a i JAeno
[TOBEPXOBOMY KOHTEHTI, 1 € «KJII0YEM» AJISl MOJANIBIIOT0 TIMOUHHOTO 3a-
HYpEHHS 1 mi3HaHHs iHpopMalii.

Po3ymiHHSI KpUTHYHOT HEOOX1THOCTI TpaHCchopMaLlii MOJaHHS MOHY-
MEHTAJIBHUX TEM, 3 YPaxyBaHHSIM 3MiHM OCOONMBOCTEH CHPUHHATTA iH-
(dopmarii cyyacHOIO MOJIOAJIIO, € HOBUI BUKJIHMK U1 0cBiTH. ChOTOAEHHS,
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SKe CHpPsAMOBaHE Ha IUCTAHLIMHE HABYaHHS i3 3aCTOCYBAaHHSIM TEXHid-
HHUX PECypcCiB, JUKTY€ HaM, K Kpallle CIpsIMyBaTu, PEICTaBUTH, Iepe-
dopmaryBaTi MacmTaOHI TEMH, OPIEHTYIOUNCh HA METOM CIOKHBaHHS,
1 000B’s13k0B0O(!) HE Ha MIKOMY Ta MPUMITHBI3AIlIIO0 TAKMX BAYKIHUBUX TCM.

AJle BUKOPHCTaHHS Cy4aCHHUX IHCTPYMEHTIB, aJjanTyrouH iX mix GyH-
JlaMEHTaJIbHI TEMH, BIUIMBAE HA 3MIHY «TAaKTHKW» MOHOTPadidHOTO pO3-
ISy TBOPYOCTI KOMITO3UTOPA, 0COOIMBO B (hopMari OHJIAIH MPOIIECY.

I me moOpe MOXXKHA BIJCTEXKHMTU HAa MPUKIAAI XyJI0XKHBOI TBOPYOCTI
i misiebHOCTI P. BarHepa, siki cTaHOBJIATH iHTEpeC HE TUIBKU Ui icTopil
MY3UKH 1 MECTEITB, a ¥ 1J1s1 icmopii ceimogoi kynrsmypu. Tak, BCIM BiZioMO,
mo P. Baraep 06’enHaB y cBoiif 0COOHCTOCTI IEKiIbKa iMOCTACEH:

» Komnoszumopa — astop 13 onep;

» oupuzenma — topsin 3 I. Bepmiosom i I ¢pon Bromosum cras
TBOPIIEM CY4acCHOTO JUPUTECHTCHKOTO MUCTELITBA;

» noema, opamamypza, RUCbMEHHUKA — CAM CMEOPI08A8 MOPETo
IO BCIX CBOIX Omep, 3aJHUINUB B IiIoMy 16 TOMIB JriTepaTypHO-TIyOIiIiC-
THUYHOI CHaIIIUHHY;

»  cycninbHo-nonimuunozo Oisaua — B35B OC3MOCEPEIHIO YYaCTh
B peBourorii 1849 p.;

» ecmemuka — BiIOOpa3WB B TEOPETHYHHUX TBOPAX 3aKOHU CBOET
MY3HYHOT IpaMH 1 MUCTEIITBA B3arai;

»  mucaumens — Binous dinocodcebki cucTeMu OIU3BKUX HOMY 3a
myxoM (hismocodis.

I came 3 ocmannix nynkmie — 3 PpinocoHChbKUX, ECTETHUHUX BIIO-
no0aHb 1 ieH, sKi 3HaWILIM BiOOpakeHHS B HOTO TEOPETHYHHX Ipa-
X 1B OMepax, CIiJi pO3MOYMHATH MOHOTpadiyHy TeMy, NPHUCBIYCHY
P. Baruepy. I maOyTb, XIX cTOmTTSI 0COOIMBO TiCHO MOB’s13ai10 (Binocod-
CBKY AYMKY 1 My3UUHE MUCTETBO: CTOMJICHA CBiJOMICTb JIFOJIMHU aIelto-
BaJa 10 My3HUKH, IPAarHy4Yd 3HaWTH B Hill LiHHICHI OPIEHTHPH LWBiTi3aLii.

Tak, B 38’s13ky 3 P. BarnepoM mocraioTh 4oTUpH mocTtari — Muxaii-
1o bakynin, Jlroasir @eiiepbax, Aptyp Llonenrayep, @piapix Himmre.

B nepion sxxutts Barnepa y pesneni (1841-1849), komno3urop 3Ha-
fomutbes 3 M. bBakyHinum (1849 pik), sIkuif 3aX0MUB HOro CBOIM KOJIO-
CIBHUM PO3MaxOM PEBONIOLIHHOI AYMKH Ta «IEPBICHOIO CBIKICTION.
3abirarouu Harepen, He MOXKHA YSIBUTU c001 KpaIoro Ha TOH 4ac MpoToTuU-
my o0pasy monozaoro 3irdpina, SKUi TOAl BKe 3aXONHB TBOPUY (aHTa3iro
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Barnepa. M. bakyHiH, aHapXicT, KU TOPSI 3 1HIIUMU iesIMH, ITPOIIO-
BiJlyBaB HEOOMEIKEHY CBOOOMY OKpeMOi 0COOMCTOCTI, caM OyB iAcaTbHIM
BTUICHHSM BUIBHOI JIFOIWHU.

[Ipu 1mpOMY ompasy 3rafyeTbCs TMEPEAyMOBH 3aIliKaBICHOCTI
P. Baruepa OyHTiBHEM (itocodom-peBororiionepom (1839-1842 — poxn
BUNPoOOyBaHb): niepeizn no Ilapmxy; 3HAHOMCTBO 13 XYIOXKHIM KHTTAM
Opanii; piHaHCOBA CKPYTa; HEMOXKIIMBICTH IIOCTABUTH OTIEPH HA MApU3b-
KHUX CIICHAX, HaBiTh 3a peKkoMeHaaliiHumMu juctamu Jhx. MeliepOepa;
KPUTHUYHA JiSUTbHICT; po3uapyBaHHs XyIOXHIM XUTTsM [lapmxky Ta Bij-
gyTTs ce0e HIMIIEM — SIK HACJIJIOK 3alliKaBJICHICTh HIMEULKHUMU Mi(amu
Ta icTopieto. B onmeprnomy mucrentsi P. Barnep, sik 1is4 HiMEIBKOT KyJb-
TYpH, 1 Il 10 3HaHOMCTBA 3 POCIHCHKMM OyHTapeM Hamarabcsi BUSIBUTU
B TepPOTYHUX JIMLIAPCHKUX 00pa3zax MOBYAJbHI MPUKIAIU Ul CYYaCHHUKIB
(Tanretizep). Pomanmuunuii po308ocHuil 0opas 2epos, Hibu po3n’amozo
Mixye 06oma ceimamu, SKUN NIyKae HEAOCSDKHOTO ifeally, CTpaKAae Bif
HEMOXKJIMBOCTI IPUMHUPHUTH CYTIEPEYHOCTI XKHUTTS, — BCE 1I€ CTAJII0 OCHOBOIO
xapakrepuctuku TaHreizepa, Ta i, MaOyTh, camoro P. Barnepa, a Takox
XyJ0’KHbO-CHMBOJIIYHUM BiJI0OpaKEHHSAM IMOYYTTIB 1 TIEPEKUBAHD JTFOIIH-
HU POMaHTUYHOI JOOH.

3’ saBnsieTbest «JIoeHTpiHy», AKOTO HIMEIPKUH KOMIIO3UTOP BIUCYE HE B
imeanizoBaHy cepeqHbOBIUYHY HiMeuunny, a BTUTIOE ilel0 caMOTHOCTI Xy-
JOKHHKA B CYy4aCHOMY CYCHIJILCTBI, TIPO 10 BiH PO3MOBIB y CBOTii JriTe-
parypHii mpami «3BepHeHHS A0 Apy3iB» (SIK YapiBHUHN JHIAp, SIKAH 31HIII0B
Ha 3eMJII0, 100 TBOPHUTH J00PO, 3MYIIEHHUH IIOBEPHYTHCS B CBOE YapiBHE
ApCTBO, TaK 1 Cy4yacHWH XYJNOKHUK HE 3HAXOAWUTH PO3YMIHHS Y ImyOiri-
kn). Came 1i mepeyMOBH Ta 3HAHOMCTBO 3 M. bakyHIHUM CITPOBOKYBAIIH
P. Baruepa Ge3nocepeiHbo B34TH y4acTh B peostoiii 1849 poky.

VY ¢inocodii JI. Meiiepdaxa P. Barnepa ocobnuBo mpuBadmoBaia
iZiest 3BUIBHEHHSI OCOOMCTOCTI BiJl TUCKY PEJITIMHOTO aBTOPUTETY (3HOBY
mocTae TeMa cBoOO 1 0COOMCTOCTI, ajie B paKypci MiAMiHU THCKY pellirii Ha
n11000B). BimoOpakeHHs bOTO BUSBUIIOCS B TaKMX mpausx: «MHUCTenTBO
i peBoroniay, «Omnepa i gpamay», «3BEpHEHHS 10 APY3iB».

Ane ronoBHe: P. Barnep mepeHocuth gheiiepbaxieceky 110606 Ha
CBOIO KOHLENLi0 My3u4Hoi apamu. Tak, B «TaHreisepi», sK A0 TOro
B «Jletrouomy lomnmanani», 3°sBISETBCS mema CROKYyMU — XEPTOBHOTO
IIOJIBUTY B iM’s JTFO0OBI.
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OeitepbaxiBcrka ides JI10606i 3romoM 3HANIIUIA CBI BIATOMIH B Te-
tpanorii «Ilepctens HibemynTray. TyT Baraep Bu3Hauae €equHUN OUBIX 10
BIIpO/KCHHS ITUBITI3AI, sIKa TOPUHYJA B TPiX, 32 JTOIOMOTOIO0 BI9HOTO
IyXy — 3aKoHY J1t000Bi. be3 11000Bi JIF0MM HEMOBHOIIHHI, YIIIEpOHi, TyX0-
BHI 1 ¢i3nuHi ypoau, nmoxiOHI kapnuky AmnpOepixy 3 «llepctas». Cenra
i T'ommannens, Enp3a 1 Jloenrpin, Benepa i Tanreiizep — repoi Baraepis-
CBKHUX OIIep, JJIS SIKMX JIFOOOB 1€ CIIOKYTa, XKEPTOBHHUHN TIOBUT B iM’ S JTIO-
0O0BI, MOIOAHHS CaMOIIO0OCTBA.

HaitGinpmmii BrumB Ha cBitomism Barmepa wmana  ¢inocodis
A. lllonenrayepa, sika micist po3rpoMy peBOJIONIl HaiOinbIIe IMIOOHY-
BaJIa KOMIO3UTOpY. ToMy cTae 3po3yminum, yomy Baraep BiAMOBISETH-
Csl BiI JKUTTECTBEPKYIOUMiA 00pasy 3irdpiaa, skuii Hece JTOSIM padicTh
1 CBITJIO, HAPOIKEHHUI BipOIO B PEBOJIOLI0, HA KOPUCTH TpariyHoi icropii
KOXaHHSI, BUKJIAJICHIH B CepeAHbOBIUHIH Jerenai npo TpictaHa Ta [30mb1my.
Ocrtanns B iHTepmperanii Barnepa xowa i 3a3Hana BIuMBY Qinocodii
A. lllonenrayepa, oqHaK IO3HaYeHA TAKOX 1HILINM, BIACHE BarHEPIBCHKUM
MIOBOPOTOM TEMH.

Oco6muBo 6mu3bkuM P. Barnepy Oyio TBepakeHHs HiIMEIBKOTO (isto-
cota mpo Te, 0 caMe 6 My3uli PO3KPUGCAECMbCA HENI3ZHACAHA PO3YMOM
CymHicmo ceimy.

Pixapn Barmep i ®@pinpix Himme — s 0600x xapakTepHe OMH3bKE
CBITOOQYCHHS — 3aXOIUICHHSI i7[eajloM HemepeciuHoi 0COoOHMCTOCTi, 3marT-
HO{ 3MIHIOBAaTH CBIT 1 TBOPHUTH ICTOPiI0, KPUTHKA TOTOYACHHUX CYCIHiNIb-
HUX HOPM 1 yIiepemkeHb, BIacHe OaueHHs CBITY i mpu3HaueHHs JIronuam,
3axOIUICHHsI Mi(OJIOTI€I0 1 Tepoikoro. Maiike ippallioHanbHa jKara JOCKO-
HAJIOCTI B TIOBHi#1 Mipi posiBIIIacs B My3U4HUX JipaMax P. Baruepa i diso-
coepkux kouuenmisx ®. Himre. dinocod), micis 3HaOMCTBA 3 KOMIIO-
3utopoM 1862 poxy, 3anummms 1o coOi npai, e P. Barnep nocrae y nen-
Tpi (Bin «Hapomxkenns Tparenii», «3BepHEHHS 10 HIMEIBKOTO HAPOAY» J0
«Kazycy Baruepay). [Ipyxba ¢inocoda i koMmo3uTopa TpruBaia B Mepios
0e3TypOOTHOTO TPiOIIEHCHKOTO Yacy, Koiu Oynu Hanucasi «HriopHOep3bki
MeiicTep3inrepu», Ta 3a3Haja BUIIPOOyBaHb 1 Kpaxy B OCTaHHINA OalpoiT-
CbKMi mepion. TakoXX MOXKHA 3a3HAYUTH, IO TiraHTCHKUHA MEPEBOPOT
y My3UYHOMY MHCIIEHHI BUHOLIyBaBcs Barnepom He Oe3 BImBYy (aHa-
THYHOTO «eJutagodinecTBa» Himme, y cBoro 4epry HilIIHAHCTBO € KIIF0Y0-
BUM enieMeHToM Qinocodii 3pisoro Baraepa. Tak, TpeTiit akt «3irdpina,
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3a BU3HAHHAM P. BarHepa, cTBopeHUI Tl Bpa)KCHHSIM Bill 3HAHOMCTBA
3 @. Himmre. I pa3zom 3 TiM ecTeTnka Ta igeonoris P. Baraepa cBoro wacy
BIUIMHYJIA HA CTAHOBJICHHS CBITOTIISAMY 1 morsiAiB momomoro d. Hirrme.

PesynpraToMm 3MiH i KopuTyBaHb CBOiX OB y P. Baraepa Buiinios
CBOEPITHUN cuHmMe3 3 TOTO, M0 OyJIO OJM3BKO, 1 3 TOTO, IO CTAJI0 CYTTIO
HWOTO TBOPYOCTI: MOHATTS CBOOOIM 0COOHUCTOCTI, «iTr000B» JI. deitepbaxa,
«acKeTHYHHH ifiea» necumictuaHoi ginocodii A. lllonenrayepa, BracTu-
Buii nosinam @. Himme kynbT «yOepMeHIay, CHIIbHOT HellepeciuHOoi JIfo-
JIVHU, 31aTHOT YIPABIISATH BIACHUM JKUTTSM, a TAKOXK IPUTAMaHHA OCTaH-
HBOMY ippamioHajibHa jKara J0CKOHAIOCTI, TOIIO.

HemoxmBo 006iiiTH yBaroro i poini KiHok y xuTti P. Barmepa
(a Mu po3yMieMO 3HaueHHS JIFOOOBI B TBOPYOCTI KOMIIO3MTOpA) y TpaH-
CJIIOBaHHI MOHOrpagiuHoi TeMH, MOB’S3aHOI 3 HIMELBKAM KOMIIO3UTO-
pom: Minnu [Inanep — TanaHoBUTOI akTpHCH, NEPIIO] IPYKUHH, 3 SIKOIO
MOB’s3aHi Heplli MEepiogu JKUTTA, 3IHMIHI, HEMOPO3yMiHHS; Martuib-
11 Be3eHI0HK — CHIIBHOTO 3aXOIUICHHSI IEPioAy KUTTS Y BUTHAHI Ta CTBO-
PEHHS YHIKaJIbHOI 3a JpaMaTH3MOM KOXaHHS, MOZYMHbO20 eKCHAMUYHO-
20 2imHy Koxaumsa — omepn «Tpicran Ta [3ompaa»; Kozimu don bromos,
nmouku @epenna Jlicra i apyroi npyxuan Barnepa, nuiro6 3 sikoro oO6oM
JIOBETIOCSI BUOOPIOBATH y HEJIETKUX BHUMPOOYBAaHHSX 1 KU JaB KOMIIO3H-
TOpY TUTITHE TIOTOMCTBO, JITEH 1 OHYKIB, SIKI MPOMOBKHIIN HOTO CITPARY,
HapemTi FOmiT [0The, OCTaHHE pOMAHTHYHE 3aXOTUICHHSIM KOMITO3UTOpA
niepiomy crBopenHs «Ilapcudansy.

besmepeuno, B 1IbOMY JIAHITIOKKY MAlOTh TOCTaTH HACTYITHI Ba)KIIHBI
nocrari: 1 JIx. MeitepOep (ne 3ragyroTrbes orniepa «PieHtiy, sxkutts y [lapuxki
YM paHHi cTarTi, Hanpukian «[lapusbki po3Barun», 60poThda 3 «Meliepoe-
poBurHOIO»), 1 I. Bepmios (TyT i [apux, i dhpaHiy3pKka My3UdHa KYJIBTY-
pa, 1 mucryBanHns, 1 «berBenyTo UestiHi», 1 Oa4eHHS MHCTEITBA JIUPH-
ryBaHHs, 1 mpoBan «Tanreizepa» 1861 poky B Ilapwmxi Tomo), 1 ®. Jlict
(cymyTHUK )uTTS Baraepa — Big oco0ucToro 10 npodecioHaabHOTO).

3yctpiu P. Baraepa B 1864 porii 3 rouuM xoposiem Jlwasirom 11 Ba-
BapCbKUM, SKUH MPOTOJOCUB ceOe 3aCTYIHUKOM Ta MPHUXHIBHUKOM Hi-
MEIBKOTO0 KOMIIO3MTOpPA, BiA3HAuWjia KPyTHH IMOBOPOT B JOJI MHTLSL.
Baitpoiit (1872—1883) — i poku yBiHuyI0Th cripaBy xurTs Baraepa. Moro
OTIEpH 3aTBEPAXKYIOThCSI Ha 0araTbox CLEHAX, KOMIIO3UTOpP 3aKiHUye Te-
Tpasorito Ta «[lapcudans». A romroBHe — CTBOPEHO BIIACHUU Tearp, ca-
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KpaJlbHe MicCIle, JIe TUISAadi CTaloTh CBIAKAMH CBSIICHHOMIMCTBA, 1¢ BCl
HOBOBBEICHHS OyJIM IOKJIMKaHI [IEPEHECTH LIEHTP YBaru Ha caMy My3H4HY
Ipamy.

I micnsa po3msamy 3B°SI3KiB Ta B3aEMO3B’sI3KiB OiorpadiqHoro marepi-
aJy Ta TBOPYOCTI KOMITO3UTOPA, TBOPYOCTI IHITHUX KOMIIO3UTOPIB, (iyo-
co(iB, BUBUCHHS HACTYIHOCTI y MPOOJIeMaTHIli, 00pa3ax, eCTETHYHHX 3a-
cajiax Ta iJieiHOMY 3MicTi TBOpiB, (JOpMYyBaHHS ICTOPHYHOTO KOHTEKCTY
€TOXH B JICHIO TE€30BO-IyYHKTUPHOMY BUTJISAI, JIETIIIE BU3HAYUTH 1 3pO3Y-
MITH KJII090Bi IOHATTS, AIKi JIe;KaTh B 0OCHOBi BarHepiBcbKoi pedopmu,
i 3HAWIIJIM BTiJIEHHSI B 00 My3UYHHX JpaMax:

» JI1o00B — npaHayaio; He KOHKPETHE JIIOOOBHE MOYYTTs, a JIF000B
SIK TaKa, U0 TTOB’SI3YE OKPEME «sD» 31 CBITOM.

» Mi¢p — moxHa ckaszarH, moeMa BIaCHOTO CBITOOAYeHHs, SKa I0-
SICHIOE KapTUHY CBITY.

» Inest BcemucrenTna (ifes gesamtkunstwerk) — He TimbKu 1imic-
HUH MY3WYHHH TBIp, XapaKTEPHUH A1 POMAHTUYHOTO CUHTE3Y MUCTELTB,
a BJIACHUU TUI CUHKPEMUUHO20 MUCTIEHHA.

» Hackpi3uuii my3nunmii po3sutok. HackpizHa apamarnyna
Aisi B My3UYHHX Jpamax.

Takum 4ymHOM, 3ampornoHOBaHe mepedopMaTyBaHHIM MOHOTpadid-
HOI TeMH M03BOJISIE OKPECIUTU HACKPI3HY Opamamypeiio ycummsa ma
meopuocmi P. Baruepa, #ioro 3B’s30K 3 3aTJIbHAMH KyJIBTYPHHMH IIPO-
[[ecaMy, 3 OKPEMHMH MUTISIMH, BHUCBITIINTH €CTETHYHI Ta (i10cOoPChKi
BIOAOOAHHIMH KOMITO3uTOpa. Lle miarorye 0 moganbuioro 3aHypeHHSIM
JI0O My3WYHOTO CBITY, XQHPOBO-CTHJILOBUX ODPIEHTHPIB MY3WYHHX JIpaM
KOMITO3UTOPA.

3BiCHO, IUIsl «OXKHBICHHSD» 00pa3y TOJIOBHOTO reposi MOHOTpadiqHOT
TEMH, I[IKaBUM BHUSBISIOTECS PoTo (mopTpetn), aBTorpadu ta GpoTo pyko-
MHCiB, KAPUKATYpPH, €CKi3U JeKOopalliil Ta KOCTIOMIB A0 OIep, Bce HAaO4He,
110 1O KOJKHOI HaBEICHOI TE3H CKIIAJI€ IIEBHUN «KPEATUBY.

3MiHa TaKTUKA MOHOTPa(iqHOro PO3MIALY TBOPUYOCTI KOMIIO3UTOPA,
MOYaTKOBUH MOKa3 HiOM TO BEpXiBKHU aiicbepry maciutabHoi mocrari, mo-
JaHO1 B KOHCTPYKTUBHO-«KPEATHBHI» (OpMi, JO3BOJISIE 3aHYPUTHCS 10
TOi I'paHIiO3HOT YaCTHHU LIOTO XX aiicOepry, sKa 3alMIIA€ThCA «IIiJ BO-
JIOF0Y YHCIICHHUX (DAaKTiB, iIMEH i 30BHIIIHIX MOJiH, TOOTO B CaMUX MYy3W4-
HHUX TBOPax.
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TeaTpo3HaBCTBO — HE BY3bKO CIPSIMOBaHA Ha JIOCIIIKCHHS Tearpy
1 Apamaryprii ramy3s HayKd, a CHHTE3 iCTOpii, eCTeTHKH, (iIoyorii, Muc-
TEITBO3HABCTBA, KyPHAIICTUKH, IHPKEPEIO3HABCTBA U T. 1. Bim 3acHyBaH-
HS TeaTPO3HABCTBA B Cy4aCHOMY akaJeMidHOMY po3yminHi M. ['epmaHoM
y Himeuuuni (B Ykpaini ¢yHIaMeHT L€l HayKHW 3aKiaJcHUN HalpHKiH-
i XIX cromitrs [BaHoM DpaHkoM) TOCIITHUKH iCTOPIT Ta Cy4acHOTo Tea-
TPaJILHOTO Mpolecy GakTHIHO 3aliMalcs «MeTa-I'yMaHiTapHOO HAyKOIO»,
BUBYAJIU 3aITUTH, OOJIOBI TOUKH CYCHIILCTBA, BU3HAYAIH 11€HHO-ECTETHY-
Hi KOOPIMHATH PO3BUTKY KYJBTYPH, 1 4aCTO-T'YCTO HaBiTh MPOTHO3YBaJIU
3MiHHU Yy Kpaini. Came ToMy 30epekeHHsI Li€l TyMaHITapHOI HayKH € Ha-
pasi — B ymoBax iH(opMaLiiHOiI Ta peajbHOl BiiHH B YKpaiHi — CIIpaBoOIo
Ba)KJIMBOIO Ta AKTYaJIBHOIO.

IIpo cran Tearpo3HaB4yoi OCBiTH B €BpOI MHcCana OfHA 3 MEPIINX
nocnigaunb Temu B Ykpaini . [laprona [1]. B Vkpaini Ha BigmiHy Binx
MiATOTOBKM MY3WKO3HABLIB a00 MUCTELITBO3HABIIIB Y BUIIUX HAaBYAIBHUX
3aKJaiax, HaBYaTUCS Ky[Ju BCTYIAIOTh BUITYCKHUKHU BiATIOBIIHUX cepen-
HIX HaBUAJIBHHX 3aKJIafiB, abiTypi€HTH cremiamizallii «TeaTpo3HaBCTBO»
HE MaroTh TaKOi OYATKOBOT MiATOTOBKHU. TOXK, iTM MOKE TOTOMOT'TH Y CITiIIl-
HO CKJIACTH ICITHT JIMIIIE 3araJIbHA KYJIBTypHA 0013HaHICTh, 31 aHATITHIHO1
MHUCTEITBO3HABYOI )KYPHATICTHKH Ta IOYATKOBHI €MITIPHYHUIN TeaTpaib-
HUHM J0CBiA Disggada (Ha 3a04HOMY BIJUIUICHHI 1€ MOXKE OyTH 1 MPaKTHK
CIICHH).

VY Tprox HamioHaneHUX YHiBepcuterax (Kuepa, Xapkosa ta JIbBoBa),
SKi TOTYIOTh TEaTpO3HAaBIB, MPOTATOM OCTaHHIX POKIB OKPECIUIHCS
CHinpHI mpobneMu. YotupupiuHe HaBYaHHS Ha 3400YTTSI OCBITHHO-KBa-
midikamidHOTO piBHA «0akajxaBp» B YHIBEepCUTETi mepeadadae Oa3oBe
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BHBYECHHA icTOpil Ta Teopii Tearpy, O3HAMOMIIEHHS 3 IHIIUMH CYMiXK-
HAMH TyMaHITapHUMH HayKaMHd 1 TOBCSKYacHY IPaKTHKy B ceMiHapi
3 «TearpanpHOi KpUTHKW». [[BOpidHE HaBYAHHS Y «MaricTpaTtypi» mepen-
0agae TEOPETUYHO MOTIHOICHE BUBYCHHS MPOOJIEM CYyJacHOTO TeaTrpaib-
HOTO TIporiecy. CydacHi CTaHAAPTH OCBITH 3HAYHO CKOPOTIMIIH JICKITIHHY
YacTUHY HABYAIHHOTO IPOIIECy, pOOJISTIH HArojJoC Ha CaMOCTIHHIN poOoTi
cTynenTta. B To#t cammuii gac cryneHTt (0coOIMBO HAYAIBHUX KYPCiB) MPO-
CTO HE B 3M031 CAaMOCTIHHO BUPIILIYBAaTH TaKi 3aBIaHHs K BIIMOBIIHE i~
BUILIEHHSI CBO€ET (PaxOBOi KyJIBTYpH, ONIAHYBAaHHS CKIIAIHOIO TEOPETUYHOIO
YacTUHOIO HayKH, PeJakTOpChbKa poOOTa 3 BIACHHUMHU TEKCTaMH, TOLIO.
BuxoBaHHS TeaTpo3HaBIS i TeaTpaJbHOTO KPUTHKA — 1€, IEPEyCiM, BH-
XOBaHHS Bce0IYHO TyMaHITapHO OCBIYEHOT, 31 3/1aTHICTIO 10 KPUTUYIHOTO
CIIOCTEPEIKEHHS TBOPUOi ocobuctocti. OTKE CTaHAApTH3AIlsl BUMOT JIO
HaBYAJIFHOTO NPOLECY CTYACHTIB-T€aTPO3HABILIB MIPU3BOIUTH J0 BUXOJO-
uryBaHHA camoi crierudiku daxy.

[H1mIot0 mMpoGireMoro MoomOTO (haXiBIS-TEATPO3HABIIS € BiACYTHICTH
CepHO3HUX TeaTPO3HABYMX TUTATPOPM JIJIs peatizallii CBoiX 3HaHb, IIOBCSK-
YaCHOTO BJOCKOHAJIeHHs CBO€i MaicTtepHocTi. Bix 2017 poky B YkpaiHi
MIPUIMHWJIA ICHYBaTH TakKi JIepkaBHI (pyHmameHTanbHI (haxoBi yacomu-
CH, K « YKpalHCBKHI Tearpy, «My3uka», (aKTHIHO Ha CIIOHCOPCHKI KO-
INTH BUJAETHCS JIBA Pa3H HA PiK €IUHUN CYTO TeaTpO3HABUHMKA B YKpaiHi
xkypHan «lIpocueniym» (JIHY imeni 1. @panka), mepecrama OyTd aHa-
JITHYHOIO, TIEPETBOPUBIINCH Ha iH(OpMaIliiiHy BceyKpaiHChKa Ta3era
«Kynerypa 1 xutta». XKypnHan «KiHo-Tearpy, SKUi y MepIry 4epry IT0CIi-
JDKY€ KIHOMHCTEIITBO, CIOHCOPYEThCSI KneBo-MOTHIISTHCEKOIO aKaJeMi€ero
1 CIIiBIPAIIOE 13 IITATHUMHU KOPECTIOHICHTaMU. J10 TIOPiBHSHHS y CyCiHiH
Pocii momicsid BUXOASTh APYKOM YOTHUPH JepKaBHI (axOBi YaCOIHUCH.
B manenbkiit Cep0Oii BUXOAUTD 11’ATh (PaXOBUX YACOMKCIB, OJMH 3 SIKHUX —
«CueHa» — Mae €BpOIEHCHKY permyTarilo.

HaranpHoto € mpoGnema He JHIE CUCTEMHOI HiATPUMKHU JAepKa-
BOIO YKpaiHCHKOTO TEaTpO3HABCTBA, & TE€aTPO3HABISIMH — iHTEHCHBHOTO,
a HE CIIOPAJANYHOTO BHCBITJIEHHS BITYM3HSHOIO TEaTPaJIbHOTO IPOLECY,
ane 1 HampalfoBaHHS cTparerii iHTerpauii yKpaiHCBKMX TeaTpo3HaBIIiB
y npodeciiiny rmobansHy (GaxoBy cHiUIbHOTY. 30KpeMa, BUKIagadi JIbBiB-
ChKOi KaeZpu TeaTpo3HaBCTBA 1 aKTOPCHKOT MaiCTEPHOCTI MalOTh AOCBI
crmiBmparni i3 Tearpo3HaBunMH Imkonamu [lomemni, ABctpii Ta PymyHii.
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[IpencraBamKky XapkiBchkoi mkonu a0 2014 poxy crhiBmpalroBain i3 po-
CIHCHKMMU BHIIAHHSMH, a B OCTaHHIM YacOM B MPAKTHYHO-JICKIIHIX 3a-
XO/ax MPE3CHTYBATN OKPEeMi aclleKTH iCTOpil Ta CyJacHWX HAINPSMKIB Te-
aTpabHOTO MUCTENTBA YKpaiHu MalicTpaM CIICHH 1 rmeaaroriku 3 [Tombi,
CIIA, Benukoi bpuranii; npote Hapasi MaroTh JIUIIE TOOJUHOKI HAYKOBI
koHTakTH 13 JlarBiero, MonmoBoto. [Ipore romoBHOIO mpobieMoro (axy,
10 noTpelye AEP>KaBHOTO PEryJIOBaHHS 1 CIIOHCOPYBaHHS, € HEOOXi-
HICTh TOMYJSIPU3YBAaTH YKPAaiHCBKi TeaTp i KylbTypy B (haxoBill CBITOBIi
JiTepaTypi, UIyKaTd TOYKW TMEPETUHY IHTEpECiB MPOrPECUBHHUX B iHPOP-
MalliifHo-aHaniTHYHOMY Tipoctopi €Bponu i CIIA Bunmans i dpectusaniB
3 YKpaTHChbKUMHU (DaxiBIsIMHU.
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KEY ISSUES OF THEATROLOGY IN MEDIA AND EDUCATIONAL
SPACES OF MODERN UKRAINE

Key words: theater studies; media space; higher art education;
theater, theatrical magazines.

Theater studies is not a field of science narrowly focused on the study
of theater and dramaturgy, but a synthesis of history, aesthetics, philology,
art, journalism, source studies, etc. Since the founding of theatre studies
in the modern academic sense by M. Herman in Germany (in Ukraine, the
foundation of this science was laid in the late XIX century by Ivan Franko),
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researchers of history and modern theatrical process have actually been
engaged in “meta-humanitarian science”, studied inquiries, pain points
of the society, aesthetic coordinates of cultural development, and often
even predicted changes in the country. That is why the preservation of this
humanitarian science is now, in the context of an informational and real
war in Ukraine, an extremely important and urgent matter.

One of the first researchers of the subject in Ukraine Ja. Partola wrote
about the situation of Theater studies in Europe . In Ukraine unlike students
of Musicology or Art Studies, who enter higher education establishments
after learning at corresponding secondary schools, applicants who are
supposed to complete a Theatre Studies program do not have such initial
training. Therefore, only the general cultural awareness, the basics of
analytical arts journalism and the initial empirical theatrical experience of
the viewer (at the part-time department it can be a stage practitioner) can
help them to pass the exam successfully.

In recent years three national universities (in Kyiv, Kharkiv and Lviv)
that train theater theoreticians have outlined common problems. A four-
year Bachelor’s degree program at the university presupposes a basic
study of the history and theory of theater, familiarization with other related
humanities, as well as regular practice in a seminar on Theater Criticism.
A two-year Magistracy course provides a theoretically advanced study of
the problems of the contemporary theatrical process. Modern educational
standards have significantly reduced the number of lectures, emphasizing
the student’s independent work. At the same time, students (especially
undergraduates) are simply not able to independently solve such tasks
as appropriate improvement of their professional culture, mastering
a complex theoretical part of science, editorial work with their own
texts, etc. The training of theatre theoreticians and theatre critics is first
and foremost training of humanitarian multifaceted creative personalities
who can think critically. Thus, standardization of the requirements for the
educational process of future theater theoreticians leads to the hollowing-
out of the specificity of the major.

Another problem for a young theater expert is the lack of serious
theatrical platforms for the realization of their knowledge and for the
constant improvement of their skills. Since 2017 such state-owned
fundamental professional journals as the Ukrainian Theater, the Music
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ceased to exist in Ukraine; in fact, the only purely theatrological journal in
Ukraine, the Proscenium (Ivan Franko National University of Lviv), issued
twice a year at sponsors’ expense, is not analytical anymore as it turned into
an informative all-Ukrainian newspaper Culture and Life. The Cinema-
Theater magazine, which is primarily focused on cinema, is funded by the
Kyiv-Mohyla Academy and collaborates with full-time correspondents.
For comparison, neighboring Russia has four state specialized journals
published monthly. Five specialized journals are published in small Serbia,
one of which — the Scene — has a European reputation.

Today the urgent problem is not only the systematic support of
Ukrainian theatrology by the state as well as intensive, not sporadic
coverage of the domestic theatrical process by theatrical experts, but also
the development of a strategy of the Ukrainian theatrical experts’ integration
into the professional global professional community. In particular, the
lecturers of the Lviv Department of Theater Studies and Acting Mastery
have experience in cooperation with theatrological schools of Poland,
Austria and Romania, the representatives of the Kharkiv School cooperated
with Russian publications before 2014, and now theater historians have
had contacts with stage practitioners and colleagues from Poland, United
Kingdom, and the United States. They have a few scientific contacts with
Latvia, Moldova. However, the main problem of the speciality, which
requires state regulation and sponsorship is the need to popularize Ukrainian
theater and culture in professional world literature, to look for crosspoints
of interests of progressive publications and festivals in the information and
analytical space of Europe and the USA with Ukrainian experts.
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AHaizyeThCs BIUIUB TOJIOCY Ta MOBH aKTOPa-JIsUIbKAPsI TP CTBOPEH-
Hi 3BYKOBOI MaJITPH POJIi Ta BaXIUBICTh pOOOTH HaJ BIOCKOHAJICHHSIM
IUKIIT, apTUKYIALIl, AWXaHHs, iHTOHAIMHOTO 3a0apBIICHHS TOJIOCY NPH
OXXHMBJICHHI HEXKHMBOT MaTepil — JISUTbKH.

CyuacHOMY TeaTpy JIsUIbOK BJIaCTHBA BEIMYE3HA PI3HOMAHITHICTh Xy-
JIOXKHIX GopM. |, 3BiCHO, HOTO TEXHIKa Tk MOBUHHA OyTH YHIBEPCAILHOO.
[IpakTuka Tearpy JsIbOK HiATBEpAMIa HEOOXIIHICTD A akTopa Tearpy
JSUTHOK BOJIOAITH MalCTEPHICTIO aKTOpa ApaMaTUdHOTO TeaTpy.

Ane xynoxHs cnenrgika i yMOBH poOOTH aKTOpa-JsibKaps iCTOTHO
BiAPI3HAIOTHCS BiJl yMOB POOOTH IpaMaTH4HOTO aKTOPa i TOMy BUMAararoTh
LIJIOTO PSAY MOJATKOBMX HABHYOK 1 YMiHB, 0€3 SKMX HEMOXIIHBA Mpode-
cifiHa poOoTa B Tearpi JISUTbOK. AKTOP-JISTIbKAp Ma€ BXKe TOTOBHMA 1HCTPY-
MEHT — JISJTBKY Ta CTBOPIOE XYIOXKHIH 00pa3 yepes JsiibKy. MoBHUIA 00pa3
HEOJIMIHHO MOBWHEH 30iraTucs 3i 3puMUM 00pa3oM, CTBOPEHHUM XYIOXK-
HUKOM. Y TIpOIeCi pemeTuliii BigOyBaeThCs «Iyd0 OKUBICHHS»: 3HAXO-
TATHCS TIACTUYHI MOXKIIMBOCTI JISTBKH, 1 3HAXOAUTHCS 11 BIACHUH, TpaHC-
(dopMoBaHHii To0C. AKTOpP 3 JISUTBKOIO, MPAKTUYHO HIiKOJIM HE TOBOPUTH
«CBOTM TOJI0COM». I0ro OCHOBHHM 3aBIAHHSM € CTBOPEHHS TaKoi MOBHOT
XapaKTEePHUCTHKH, sIKa 37MBajacs O 3 MacKOIO JISUTbKH, TaK 3BaHE «IOTpa-
IUISTHHS B JISUTBKYY, ii CKYJNBITYPHUM BUIIISIOM 1 IJIACTUMHUMH MOMIIH-
BocTssMHU. TYT MpHITyCTUMI HaisICKpaBilii, CMIIUBI ToJI0COBI TpaHchop-
Marfii, sIki BiJIOBIIAIOTh Apamaryprii i cneuu@ii JaHOi JSUIbKH. AKTOP
Tearpy JAJIbOK [MOBHHEH BMITH MPAaBWJIBHO TUXaTH, 3BYYaTH, BOJOMITH
IUKII€0, 3HaTH OpQoenicto, iHTOHAIHHO-IOTIYHO O(QOPMITIOBATH CBOIO
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MOBY — 1 Bci 11i HaOyTi HaBUYKH Tiepenary Jsutbili. JIsmbkap TOBHHEH Mif-
TTOPSIAKOBYBATH CBOIO apTHKYJIALIIO, TUKIIIIO — (hOpMi POTa, MATIOHKY TYO,
OCOOTMBOCTAM apTHKYIIALIT JSUTBKH. AKTOP-JISIIbKAp IIOBUHEH MaTH 37aT-
HICTP JTO 9aCTHUX 1 MUTTEBUX MEPEBTiICHB. Jy’ke 4acTo B CIIEKTaKJIIi JOBO-
JIUTHCSI BUKOHYBATH KiJIbKa POJIeH, iHOI BECTH OIHOYACHO PO3MOBY JBOX
JSUTHOK — 1€ HeOOXiHICTh, SIKa BXOANUTH B KOMIUIEKC MPOPECIHNX yMiHB!

Jlsnbkap MOCTIHHO MPAIOE B HEBUTIIHUX I (DoHAIIT 1 TUXaHHS 110~
JIOKEHHSX TiNa (MIMpMa, 3 BaXKKOT JISIBKOIO B MIHATHX PyKax, CTOSYH Ha
KOJTIHAX, CXWJIMBUIMCH HAJl JSUTBKOIO). € TaKWid BUPA3 «aKTOP TAHIIIOE MiJ
JISUTBKOI0» — TOMY, IO BCE TLJIO MiAHOPSAKOBYEThCS JISIBIN — 1 X0fa, 1 Ji-
KOTb, 1 KUCTb. L{e BUMarae BinmpanboBaHuX NpoQeciiHiX HAaBUUOK!

[epepaxoBaHi MOBHOTOJIOCOBI HABMYKH apPTUCTA-JISJIbKAPS € OCHO-
BHUMH, Cyry00 crienu(iuHUMH I TeaTpy JIIbOK 1 HisK He BimoOpaxe-
Hi B IporpaMax HaBYaHHS JpaMaTHYHUX aKTOpiB. AJie BOHU HEOIMiHHO
MOBHHHI OyTH BpaxoBaHi B Ipolleci BUXOBaHHs JisuibkapiB. [lopsia 3 Bi-
JIOMUMU Ta anpoOOBaHUMHU METOJaMH HaBYaHHS CIICHIYHOI MOBH Jipama-
TUYHOTO aKTOpa, He0OXiTHO PO3POOIISATH 1 BBOAUTH JTOJATKOBI METOIH IS
AKTOPCHKUX KIIACIB T€ATPY JISITHOK.

Bmpaswu 3 imitarii roociB TBapuH JISUTBKapi MOXKYTh pOOUTH Ha IIIHP-
Mi pyKaMH{ — 3 HEXUTPHUMH CIO)KeTaMH, IIIBH/IIIE 3aMalTbOBKHU. Taki eTionn
TPEHYIOTh 3IaTHICTH JIO TOJIOCOBOI IMiTaIlii, JOTIOMaralTh PO3BUHYTH Jlia-
ITa30H TOJIOCY, IHTOHAIIMHY 1 TeMOPOBY THYYKICTh, BMIiHHS KOPHUCTYBaTHUCS
BHYTPIITHHOIO MOBOIO.

3aHATTS CICHIYHOI0O MOBOIO TOBMHHI YCBIJIOMITFOBATHCS SIK IPOIIEC
OBOJIOJIIHHSI MaCTEPHICTIO akTopa-ysuibkapsi! Bes cricrema HaBYaHHS Mae
OyTH CIIpsIMOBaHA Ha MOBHOTOJIOCOBE OCBOEHHS JISITBKH, HA OKUBJICHHS 11
«MepTBOi» Marepii MOBoIO akTopa. Lle He 03Havae, Mo Bech Yac MOBHHHA
BUKOPUCTOBYBATHUCS JISUTbKA — I MOXe OyTH 1 Macka 3 pyXOMHMH JIeTalls-
MH, JSUTBKU — pedi, pyKH.

OO60B’A3K0B1 TPEHYBaHHSI MOBH B PYCi.

EdexTuBHICTF MOBHOTO HaBYaHHS MalOyTHIX MaicTpiB Tearpy Jsi-
JbOK 0arato B 4OMY 3aJISKUTh BiJl €IMHOI BHYTPIIIHBOI CHOPSMOBAHOCTI
METOIMKH BHKJIQJaHHS aKTOPChKOI MailCTEpHOCTI Ta CLEHIYHOI MOBH.
HesipHo craBuTHCA 10 yMOB mpodeciiiHOi poOOTH JIsIbKaps TUIBKH, SIK
JI0 TONIATKOBOi CKJIATHOCTI B MOPIBHSHHI 3 MOBHOIO JSUTHHICTIO Jpama-
TUYHOTO aKTopa. HaB4aHHS MOBMHHE BPaxOBYBaTH CBOEPIIHICTH 1 CIIEIH-
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(hiuyHI MOMEHTH Ta PO3MIAAATH iX K 0a30Bi. ToMy MOTPiOHO OIMHOYACHO
i mapanenbHO OXOIUTIOBATH HE TIIbKH MPUAOaHHS MOBHOTOJIOCOBUX HABH-
YOK, OTPIOHUX 151 OyIb-sKO1 aKTOPCHKOI Crerfiami3altii, a f BUpOOICHHS
npodeciiHNX IKOCTEeH, HEOOXITHUX TUTBKH aKTOPy TeaTpy JIUIbOK, TOMY
0 YMOBHU HOTO POOOTH BHOCSTH KOPEKTHBU B 3aCBOEHHS, 3aKPIIJICHHA,
BUKOPUCTAaHHS MOBHOT'OJIOCOBHUX HaBUYOK.

Xaiinep Onena
(CLLIA)

BIITBOPEHHS MY3UUYHOI ABETKHA I ®OPMATIB TEKCTY
3I'IIHO 3 IIEAMMU I'BIIO APETUHCBKOI'O 3A 1OITIOMOI'OIO
CYYACHUX TEXHOJIOI'TA

KarouoBi cioBa: mysuuna abemra,; 16ioo Apemuncovruil;, Mikponoe;
Soft Way to Mozart, uumanms My3uxu.

Binomo, 110 Bix TOTanbpHOT 6€3rpaMOTHOCTI JIFOZICH BpsATYBajia abeTka
i pizHi hopmaru Tekcty. [loku 6inst miTepu He OyI0 MOCTAaBICHO KAPTUHKH,
sika (DOHETHYHO TIOSICHIOE SIK BOHA, JIiTE€pa, IIOBUHHA 3BYYaTH, MTOYATKIBIIi
MaJu 3ay9qyBaT abCTpaKTHI 3HAKW HAIlaM STh 1 TOTIM «HAKJIaIaTH» 3aBUe-
HUH TOJI0COM TeKCT HaapykoBaHuii 3 biomii ta [Icantups. o moBcromHOTO
BIIPOBAKEHHS AOCTKH 3 KapTUHKaMH| 110 KiHIIA 19 — movarky 20 cTOIITTS
HaceJIeHHs PI3HUX KpaiH CBITy Oylio 6€3rpaMOTHHM.

Ane abeTka 3 KapTHHKaMH BUSBHIIACS 00X 1THOTO, a7kKe HEIOCTAaTHHOIO
YMOBOIO PEBOJIOIITHOTO MPOPHUBY Y BUPIIIIEHHI TOTAIBHOT 6e3rpaMOTHOC-
Ti HACEJICHHS.

dopmaru TEKCTy, KOJIM BEIMYHHA OYKBU 1 KUTbKICTh PSIIKIB Ha CTOPiH-
i 30UTBIIYIOTECS 200 3MEHINYIOTHCS MOA0 30POBOTO CIPUHHSATTSA y4HS,
CTaJIO0 CIJIJYIOUOI0 BaXKJIMBOIO BiXOI0 B PO3BUTKY 3arajbHOI IPaMOTHOCTI
HaceJIeHHs Oy/b-sIKOTO BiKy. ChOTOJHI Oarato JiTei 1yTh A0 IIKOIH BXKE
BMIIOYH YUTATH!

Y My3uuHill memarorini 3arajibHa TPaAaMOTHICTH JIOCI € BEIUYC3HOIO
mpo0eMoro, sKa 3BOAWTH HaHiBElb BCi 3ycwiuIsl mpodecioHaniB. Ypoku
MY3UKH B 3araJIbHOOCBITHIX IITKOJIaX HE JAIOTh HABUYKH YHTAHHS HOT BCIM

106



OiTAM. Y My3WYHHUX IIKOJIAX T MPOrpec HEBEIUKHUIl: YacOM HaBiTh BH-
IyCKHUKH BUKOHYIOTH TBOPH 3 PYK BUHTENS 1 HE 3MaTHI cami IMpOYUTATH
My3uIHUH TeKCT. CHTYaIlisl TeperyKy€eThCs 3 iCTOpiero 60pOTHOM 3 TOTAIb-
HOIO Oe3rpaMoTHICTIO HaceneHHs J|O cTBopeHHs abeTKH, KoJii came abet-
Ka 1 CTBOpPEHHS IepexigHnX (GopMariB TEKCTY B UNTAHHI KHHYKOK BUPIIIHAIIO
poOIeMH JIFONEH.

Tum yacom, aOETKOBUHN MiJIXi B YUTAHHI MY3UYHOTO TEKCTy OyB 3a-
knanenui pxe 1000 pokiB Tomy ['Bino ApeTHHCHKUM. PO3BUTOK My3H4IHOT
NHCBMEHHOCTI, SIK 1 PO3BUTOK MY3MYHHX 1HCTPYMEHTIB € MPSIMOIO ITiIKa3-
KOO /IO CTBOPEHHSI My3UYHOT a0€TKH 1 pi3HUX (popMaTiB TEKCTY, sIKi MOKHA
MPUCTOCYBATH 10 30POBOTO CIIPUHHATTS TOYATKiBIIiB.

1. JliHifikk 1 OPOMIXKKHM — KITIOY O MPOYUTaHHS 0araToroiocoro
MY3UYHOTO TeKcTy. Bigomo, mo came ['Bio po3rairyBaB HOTH Ha JIiHii-
Kax 1 Mix JiHifikamu. OHaK 1151 OCHOBOIIOJIOKHA YacTHHA HOTHOTO MHUCh-
Ma MO-CHPaBKHBOMY HEJOOLIHEHa CYYacHOI0 MY3MYHOIO OCBiTOIO. Came
B YMiHHI OPi€HTYBaTHCS B JIIHIMKAX i MPOMiXKKaX KPUETHCS BECh CEHC YH-
TaHHS HOTHOTO TeKcTy. CydacHa 1 He Iyxe e(eKTMBHA My3U4HA I1e1arori-
Ka f/ie BiJl HOTHUX OJUHHULb (BUBYCHHS OKTaB, PO3TAIIYBaHHS iX OJU3BKO
JI0 YOPHUX KJIaBill 1O 2 1 3, BUBYEHHS KOKHOI HOTH OKPEMO 3a Ha3BaMH,
HaBiTh 32 JJOMTOMOTOI0 po3(apOOBYBaHHS iX B pi3Hi KombopH). Hacmipasni
oprasizairist HOT IIoao0 S + 5 JIHIHOK € OLTBIIT HA0YHOTO.

2. 3ByK i 3HaK, SK YaCTHHH €IWHOTO ITijoro. Skmo B Abermi A —
«aBTO», MO JOIOMArae 3a JIOMIOMOTOI KapTUHKU «BUTSTHYTH» 3BYK, TO
B MY3HIIi 1[I0 POJIb BUKOHY€E coibMu3amid. [Bino ApeTHHCHKHII CTBOPHUB
IO CUCTEMY 1 3’€JTHaB CKJIaJU CONb(PEIHKIO 3 TOYHUM 3BYYAaHHSIM BiJIIO-
BiZiHOT BiOpatlii MoHOXOpIa. Bee 11e Oyiio Takoxk MoBysizaHe 3 MOXKIIUBICTIO
yUHS MOOAYUTH 3HAXOPKEHHS CKJIAAy CONb(e/Kio Ha JTiHIHKaX 1 MiXK Ji-
HiliIKaMH HOTOHOCIIA.

OnHaK 3 PO3BUTKOM MHUCHMOBOTO 0araTtorojioccsi YiTKHil 30pOBHIA
3B)S30K BHUCOTH HOT i 3BYKiB OyB mopyuieHuil. [IoBOpOT HOTHOTO cTaHy
KIIOYaMH BrOpy JIOTIOMAara€ BiJIHOBHTH 30pPOBY €IHICTb KOXXHOTO HOTHO-
ro 3HaKy 3 KJIaBillIelo, L0 BO33)€JHYE 3BYK 1 3HAK 1 JOMOMAarae KOKHOMY
YUHEBi pO3BHUBATH K 30pOBE, TaK 1 CIyXOBE MPOYUTAHHS TEKCTY B 000X
KITI0YaX OJHOYACHO.

I'Bimo moenHaB miHiliKK 3 BifpizkaMu OinmMx KiaBimr. Y HOTo emoxy,
JI0O CTBOPEHHS KJIaBipy, iCHYBaB €IMHHUU MPOTOTUI YOPHOI KJIaBimi — ci
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0emMoutb (00 YHUKHYTH TpUTOHA MiXK (a i ci). BuBueHHSI HOTHOTO TIHICEMa
3 MEPBUHHUM 3aJTy9ICHHSIM YOPHUX KIIABIII MOpyIrye 3aayM ['Bimo i Beme
VYHIB BiJl IPSIMOi B3a€MOJIii 31 3HAKOM 1 3BYKOM.

3. CraHOBIIEHHS HOTOHOCLS SIK €IMHOI CHCTEMH 3alluCy HOTHOTO
Oararoronoccs. 3a 4aciB ['Bimo Kirodi «IutaBaiam» BiAIOBIIHO IO CITiBO-
4Oro Jiana3oHy XopucTiB. CaMe 1ie 3aBesi0 Cy4acHy My3WYHY I€Aaroriky
B IVIyXUH KyT.

OpnHak Jiamna3oH KiiaBipy OyB BKe 3aK/IaJICHUM BEJTMKUM OCHETUKTHH-
1EeM 1 ONMCcaHui HUM y TpakTari « Mikposor»: Big Conb Manoi OKTaBH 10
Pe npyroi «i Bume».

JIiHIfKY — manbL JIOOUHHA.

JliBa pyka — 0acoBUil KJIFOY BiJ] BEJIMKOTO MANbBIS O MIi3UHIISL: JI —
¢a — pe — ci— conb

[IpaBa pyka — CKpUIKOBHH KITIOY BiJ BEIMKOTO MAaJbLs: MU — COJb —
ci—pe—da

Hota «/lo» € 0 (aynp) six y Tepmometpi. Jliniiiku BemyTh Bimmik Big O
(ayns) cumerpudHo. bacoBuii i CKpHUITKOBHI KJIFOUi € YaCTUHOI €TUHOTO
itoro. Bka3iBHI mainblli MOKa3yoTh Ha po3TanryBaHHs KitodiB Coub 1 Da.

Ile 3Mymye DOKOPIHHO MEPENISHYTH MiIPYyYHUKH TEOpil My3HUKH,
B SIKUX KITFOYi BUBUAIOTHCS OKPEMO 1 JIIHIHKH 0aCOBOTO BBaXKAIOTHCS 3HU-
3y-Bropy.

4. 3oposuii (¢Gokyc mromuHH (i310JOTIYHO TIPAMIOE TOYKOBO.
Criouarky OUTHHa BYHMTHCA (POKycyBarncs Ha OJHOMY O0’€KTi, MOTIM
BUUTHCS «BECTH PSIOK» a00 IMEePEeBOMUTH TOTIAI 3 00’€KTa Ha 00 €EKT.
My3suunuii psnok I'Bimo Oy omHoromocHuid. OfHAK 3 PO3BUTKOM IHCH-
MOBOTO 0araTorojoccsi HOTHHUH TEKCT CTBOPHBCS Ha IIAXiBHUIIIO JJIsl He-
HiITOTOBJICHOTO 30pPOBOTO CIIPUHHATTA. JOLITEHO OBEPHYTH OIWH PSIIOK
B II0YATKOBE HaBYaHHS, SIK 11¢ 0yJ10 3ayMaHno ['Bijio, aje He ypi3aBIIu HOT-
HUI CTaH JI0 OHOTO KJtoya. JJOCUTh B OTHOMY PSIAKY BHIUINTH BEPTHKAID
3By4YaHHA BiJl 0acOBHMX J0 CKPHUITKOBUX IJIACTIB HOTHOTO TEKCTY B OIUHH-
IO Yacy.

5. Hora-3Byk sik mpouec. Bigomo, mo Mysuka — Ie 4acoBa MOBa.
KoxHa TpuBamicTh Mae mo4aToK, PO3BUTOK 1 3aBepiieHHs. 3a 4aciB ['Bigo
TPHUBATICTH KOXHOT HOTH JIETKO NepeaaBaacs TeKCToM MonuTBU. CydacHa
nefarorika mo30aejieHa HBOTO pecypcy. Y 3B’A3Ky 3 IIMM OJHHMM 3 Haid-
BXJIMBIIIMX 3ac00iB Ui Iepenadi npouecyaabHoi IPUPOIH My3HYHOTO
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TEKCTY € IHTepaKTHBHA KOMIDIOTepHa Tpadika. HapomkeHHs, po3BUTOK
1 3aBepIICHHS KO)KHOI TPHBAIOCTI JIETKO TIEPEIaTH 3a TOTIOMOTOI0 aHiMa-
IIHOT KBITKH, Bix OyTOHA JI0 TTOBHOTO PO3KPHUTTS IETIOCTOK. Y I[HOMY
CEHCI CydJacHi TEXHOJIOTIi € €IMHUM 1 HE3aMiHHHM 3ac000M IS CITLTKY-
BaHHS 3 My3UYHUM TEKCTOM B PEXKHMI PEaTBHOTO Yacy.

6. ®opmaru TeKcTy Bijg abeTKOBOTO A0 TpamumiiHoro. CydacHa mMa-
noedeKTHBHA My3WYHA MeNarorika HamaraeTbes ITiJUIAlTyBaTH 30pPOBE
CIPUIHATTS YYHS 10 HETHYYKOCTI (popmMary My3MYHOTO TEKCTY, 1110 B 3HA-
YHii Mipi poOUTh HOTHUH 3amlKMC HEAPYKHIM iHTepdericoM i BiJUIIKY€E BiJl
MY3HYHOI TPAaMOTH BeJIMYE3Hi BepcTBU HaceneHHs. CydacHi KOMIDIOTEpHi
TEXHOJIOTIT JIETKO MEePETBOPIOIOTh HOTHHUI TEKCT Bijl aOETKOBOTO JIO Tpa-
JMITIHOTO 1 JJOTIOMAararoTh Oy/Ib-KOMY TTOYHHAIOYOMY BHOpatu Toi Qop-
Mart, SIKUi HalO1IbII 3pYYHUH Ul CIPUUHATTS 1 pyXaTHucs Bi IPOCTOro
JIO CKIIAJJHOTO TaK CaMo JIETKO 1 MPOCTO, SIK BiJl KHUKKU 3 KAPTHHKAMU JI0
MOBicCTi 1 poMany.

Bci 11i HaliBaxkIMBIII YITYIIEHHI CYYaCcHOIO MEJarorikoro (Gaxtu 31iii-
CHEHI CHCTEMOIO THYYKOI Imojadui TeKcTy Ha ims «Soft Way to Mozarty.
s mporpama € po3BUTKOM aOETKOBOTO MiIXOMy B CIIUIKYBaHHI 3 HOTHHM
TeKCTOM, 3aaymanoro I'Bimo AperurcbkumM 1000 pokiB Tomy. Ller minxin
1 MporpaMHe 3a0e3IedeHHs] € MPOPUBOM B MY3HWUHill OCBiTi. AmpoOarris
B 60 kpaiHax CBITY 3 yYHSAMH BiJ 2 POKIB, a TaKOX OCOOJMBHUMH IITHMHU
HE 3aJIAIIAE HITKUX CYMHIBIB: caMme IeH IUIIX JTOMTOMOYKE TTOIMUPEHHIO MY-
3WUYHOT TPAMOTHOCTI cepe]] NIMPOKUX BEPCTB HACEIICHHS, 1[0 BUBE/IE PO3-
BUTOK My3WYHOI MOBH Ha HOBHWH, OB IPOTPECUBHUM PiBEHB.

Hellene Hiner
(USA)

RECREATING THE MUSICAL ALPHABET AND TEXT FORMATS
ACCORDING TO THE IDEAS OF GUIDO D’AREZZ0O
USING MODERN TECHNOLOGY

Key words: Music ABC,; Guido d’Arezzo,; Micrologus, Soft Way to
Mozart; reading music; music literacy.

It is known that the alphabet and various text formats saved people
from total illiteracy. Until a picture was placed near the letter, phonetically
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explaining how it sounds, beginners had to memorize abstract signs
and then “overlay” the memorized audio onto the printed version from
the Bible and the Psalter. Before the widespread introduction of the
ABC with pictures, until the end of the 19th and beginning of the 20th
century, people from different countries of the world were illiterate.
The alphabet with pictures turned out to be a circumvented, but insufficient,
condition for a revolutionary breakthrough in solving total illiteracy.
Text formats, when the letter size and the number of lines on a page
increase or decrease accordingly to the student’s visual perception, were
a milestone in the development of universal literacy of the population of
any age. Today, many children go to school already knowing how to read!

In musical pedagogy, universal literacy is still a huge problem that
negates all the efforts of professionals. Music lessons in public schools do
not give reading skills to all children. In music classes with professional
tutors, progress is small, too: sometimes even graduates perform pieces
by memorizing the movements of the teacher’s hands and are not able to
read the musical text themselves. The situation echoes the total illiteracy of
the population BEFORE creating the ABC’s and transitional text formats.
Meanwhile, a basic approach to reading scores was already laid down
1000 years ago by Guido of Arezzo. The development of writing music, as
well as the development of musical instruments, is a direct clue to creating
a musical alphabet and various text formats that can be adapted to the
visual perception of beginners.

1. Lines and spaces are the key to reading a multi-linear musical
text. We know that it was Guido who placed the notes on the lines and in
the spaces between them. However, this fundamental part of writing music
is truly underestimated by modern music education. The whole essence of
reading musical scores lies in a person’s ability to navigate among lines
and spaces. Modern and poorly working musical pedagogy comes from
musical notes and keys with no regards to their placement on the staff
(learning octaves, locating the keys next to 2 and 3 black keys, the study
of each note separately by name, even by color coding each note). In fact,
organizing notes on 5 + 5 lines is more efficient.

2. Sound and sign are part of a single whole. If in the ABC’s
A, there is “apple,” which helps to “stretch” the sound with the help of
a picture, then in music, this role is played by solmization. Guido d’ Arezzo
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created this system and combined the solfeggio syllables with the precise
sound of the corresponding vibration of the monochord. All this was also
connected with the student’s ability to see the sounding syllable on the
lines and between the lines of the music score.

However, with the development of written polyphony, a clear visual
connection between the pitch of the notes and their symbols was broken.

Turning the stave with the keys up helps to restore the visual unity of
each note with the key, which reunites the sound and the sign and helps
each student to develop both visual and auditory reading of the text, playing
both treble and bass simultaneously.

Guido connected the lines with “white keys.” In his era, before the
creation of the keys, there was only one prototype of the black key — B flat
(to avoid the triton between fa and ti). The study of musical writing with
the primary involvement of black keys violates Guido’s plan and leads
students away from direct interaction with the sign and sound.

3. Creation of the Grand Staff as the only system for recording
multilinear sheet music. In the days of Guido, the keys “floated”
according to the singing range of the choir singers. This is what has led
modern musical pedagogy to a standstill. However, the Grand Staff range
was already laid down by the great Benedictine and was described by him
in the treatise “Micrologus”: from G bellow middle C to second D above
middle C “and higher.” Lines are “human fingers.” The left hand, bass
key from the thumb to the little finger: A-F-D-B-G. The right hand is the
treble clef from the thumb: E-G-B-D-F. Middle C is a 0 (zero) in such
a “thermometer.” Lines should be counted from 0 (zero) symmetrically.
Bass and treble clefs are part of a single whole. Index fingers indicate the
location of the keys G and F. This forces a radical revision of music theory
textbooks, in which the keys are studied separately and the bass lines are
counted from the bottom up.

4. The visual focus of a person physiologically works pointwise.
First, the child learns to focus on one object, then they learn to read
among the lines or to move the eye’s focus from object to object. Guido’s
musical notation was initially single lined. However, with the development
of written polyphony, the musical text turned into a “chessboard” for
unprepared visual perception. It is advisable to return one line to the
elementary education, as Guido had planned, but without cutting the stave
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to one key. It is enough to use the vertical line from button up (bass to
treble) per real time unit.

5. Note-sound as a process. It is known that music is a timing
language. Each duration has a beginning, development and completion.
In Guido’s time, the duration of each note was easily conveyed by the
text of the prayer. Modern pedagogy is deprived of this resource. In this
regard, one of the most important means for transmitting the procedural
nature of a musical text is interactive computer graphics. The beginning,
development, and completion of each duration is easy to convey with
the interactive animation of a blossoming flower, from the bud to the full
opening of the petals. In this sense, modern technology is an indispensable
tool for communicating in real time with musical texts.

6. Text formats from alphabetical to traditional. Modern
ineffective musical pedagogy is trying to adjust the student’s visual
perception to an inflexible format of musical text, which largely makes
music notation an unfriendly interface and scares away a huge amount
of the population from musical literacy. Modern computer technologies
easily transform a musical text from alphabetical to traditional and help
any beginner choose the format that is most convenient for perception and
move from simple to complex as easily and simply as from a picture book
to a chapter book and novel.

All these most important facts (which have been missed by modern
pedagogy) have been implemented by a flexible text submission system
called Soft Way to Mozart. This program is a development of the
alphabetical approach in communicating with musical text, conceived
by Guido d’Arezzo 1000 years ago. This approach with its software is
a breakthrough in music education. Testing in 60 countries with students
from 2 years of age, as well as special-needs children leaves no doubt: this
is the way that will help spread musical literacy throughout the general
population, which will bring the development of musical language to
a new, more progressive level.
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CTACIM. Haykoguit hopmam

Ilanaciox Banepiii IOpiiioeuu
00KMOp Mucmeymeosnascmeaa, npogecop Kuigcokoeo nayionanbhozo
yHigepcumenmy Kynomypu i mucmeyms (Kuis, Ykpaina)
e-mail: panval59@gmail.com
ORCID 0000-0002-2307-6185

TEKCT ITPO TEKCT

KuarouoBi ciioBa: nayka, Haykoseywb,; nyonikayis,; mexcm.

Io Ttake Texct? JloOpe BioMO, IO 1€ TICBHUM YMHOM OPTaHi30BaHa
iHpOopMaIis.

Agne Tekcty OyBaroTh pizHUMH. Cepel pi3HUX 3a3BUYail BUOKPEMITIO-
[0Th HaykoBuid. Tomi W BHHMKAE IiJla HU3KA 3alMTaHb MO0 Celu(iKku
LOTO — HAYKOBOTO» — TEKCTY.

XT0 Horo nuue?

XTo0 #ioro untae?

Hagimo iforo nuuryts?

IIpo o BiH?

OTXe, «XTO» 1 «XTOY, KHABIIIO» 1 «IIPO LIO».

TpaauiiiHO BBAXKAETHCS: «HAYKOBUID» TEKCT IMUIIYTh «HAYKOBIID».
ITo cyTi, HayKOBIEM MOXKe OyTH TOH, XTO MPOMYKY€E «OPUTIHAIBHI», «HE-
MOBTOPHI», «YHIKaJIbHI» (HEOOXiIHE MiIKPEeCcIUTH) iaei.

Ane ChOTOIIHI «HAYKOBEIbY» — 1€ TOH, XTO OOTSHKeHUH HAyKOBUM CTY-
IICHEeM, BIiAMOBIMHUM 3BaHHSAM 1 BiJIITOBITHOIO MOCAI0I0 B Oymb-iKiii Ha-
BYaJIbHIM, HAyKOBiii a00 HaBYaJIILHO-HAYKOBiH (32 CTAaTycOM) YCTaHOBI:
«YdeHBIM MOXEIIb THI He ObITh, HO KaHIMIaTOM OBITH 00SI3aH.

Komnu He kanaumaToM, To Xo4a O acmipaHTOM.

HaykoBellb — «BOBK-OJTUHAKY, «BiJUTFOJTHUKY — 1€ IEPCOHAXK MUHYJIUX
CTOJITB.

TpaekTopist pyXy B peXnUMi «BUIBHOTO IJIaBaHH:» ab0 «IipaTChbKOTO
pusuky» HeponmyctuMma. OO0B’SI3KOBO — «IIOPT HPUITUCKUY 1 «JIepKaBHE
3HAMEHO» Ha IIOTJIi.
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BucHOBOK: HAayKOBI TEKCTH MUIIYTHh JIIOAH 3 «IOCTUIIIAM TPOHOM»
CTYTICHIB, 3BaHb 1 Tocaa ad0 X Ti, XTO CITOMIIBAETHCS HA 1€ KTPOHOM.

XTO0 UynTa€e «KHAYKOBI» TEKCTH, HAITMCaHI «HayKOBIsIMI»? Cami K «Ha-
VKOBIII» — Ti, XTO iX IIHIIE, CaMi K aBTOPH.

«Cam 11’10, CaM TYIISII0, CaM CTEJIOCS, CaM JISTatoy.

e «auranpkuit 3aram»? Jle «macosa aynuropis»? Jle «mmpoxe KoJo
[IaHyBaJIbHUKIB» ?

Ix memace i e Mae 6ytu. Tomy 1m10:

«HAYKOBHI TEKCT» — 1€ He «JTF000BHUH pOMaH», He AETEKTHB, K1 CIIO-
JKUBAIOTHCSI OLIBIIICTIO HAPOJJOHACEIICHHS;

—  «HAyKOBHI TEKCT» — IIE Te, IO IS «y3KOTO Kpyra OrpaHHYeHHBIX
JFOZICH», SIKi BXKE «0ararto 3HAIOTh: 3HAIOTH OJTHE OJJHOTO, 3HAIOTh, XTO YOTO
BapTHH, a TOJIOBHE 3HAIOTh, HABIIO «HAYKOBI TEKCTW) MHIIYTHCS, MOHTY-
FOThCS, TIOIAlOTHCS (HEOOX1THE i IKPECITHUTH);

— «HayKOBWH TeKcT» — 1e Te, mo HE mo3HaueHe opuriHambHICTIO
IYMKH, «HECTOAIBAHUMHU ITOBOPOTAMH HAYKOBOTO TIOIIYKY», «BIYYHHM
CIIOBOM», «XapHU3MOI0 aBTOPCHKOTO MUChMay, «HETIOBTOPHICTIO 1HIUBITY-
anpHOTO CcTIIIOY — 3aranom, Iie He TEKCT, me He caMoIiHHICTS, a... (op-
MaJbHHIA )KECT, Iepe10adeHIii OTUM CAMHUM «TPOHOMY (TIpO HBOTO JIUBHUCH
BHIIIE);

— «HAayKOBUM TEKCT» — lie Te, 1o onpuitoaHioeTbes HE «3apanu
imeity, a 3apaam «IyoIiKalii», 3a «ITOXOBAHHS SIKOi B «301pKax», «9acoIu-
cax», «BiCHUKax» (HeoOXigHe MiJKPECINTH) — IUX KJIAJOBHIAX HAyKH —
TUTATATHCS TIEBHI CyMH (3a3BHYail MOCTOPIHKOBO); @ TOMY «C MEPTBBIMHU
Ha MEPTBOM SI3BIKE», «KMEPTBOMY MEPTBOEC»; KOMY MOTPiOHI 4y»i MOTHIIU?
OTOX JIO «CBOiX TEKCTIB-MOTHID) IPUXOAATH-UYUTAIOTH TUILKU «KPOBHO PiJI-
Hi» — cami aBTopu: «5l Tede mopoauB, g Tebe ... OmyOIiKyIo, a HOTIM cam
1 IPOYHTAION;

— «HAyKOBHH TEKCT» — L€ Te, 10 YOTO HEMOXIIBe Take: «Moiruure,
npoKJIsAThie KHUTH! S Bac He mucan HUKOTAA!»; «HAYKOBUU TEKCT» — MOB-
Ya3Ha CTaTHCTHYHA OAMHUIIS Y «Iepeltiky MyOiiKauiiy, y NOpiYHUX 3Bi-
Tax MpOo AiISUIbHICTh, SKa TPAIUIIHO 3BETHCS «HAYKOBOIOY.

Toni HaBiIO HAPOMKYBATH «MEPTBOHAPOKEeHE»? HaBimo numryTbes
«HAYKOBi TEKCTH»?

3apaau MiATBEPIKEHHS CTAaTyCy «HAYKOBIISD», 3apayl TOTO, 00 Bif-
MOBIIaTH MTOCai, 00 BiAIPAIIOBATH «IPYTY TTOJIOBUHY THS.
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A00 3apaiyl «IOCTHUTIIOTO TPOHA» CTYTIEHIB, 3BaHb 1 TIOCA].

I TyT HemMOXKIMBa «Kpu3a 11€i», TpUBaJIe «MOBYAHHS SIK TBOPUICTHY.
Bonu He nepen0avyaroThCsi KOHTPAKTOM, «TPYAOBOIO YTrOf00». Ajle BOHU
MOXJIMBI, a IHKOJIM HaBiTh HeoOXigHi. HeoOximui HAVIIL.

Toni octanHe. A TIPO M0 «HAYKOBI TEKCTH»?

A 1po Oyb-1110.

Hagits Hi npo 110.

AOHU 11€ «HIIO» BIAMOBIAANIO BUMOTaM JI0 MyOiKaIlii, SIKUMU He Tie-
pendavaeTbesi OPUriHATBHICTH TYMKH, «HECTIONIBaHI IOBOPOTH HAYKOBOTO
MOIIYKY», «BIIYYHE CIIOBOY», «XapHu3Ma aBTOPCHKOTO MUChbMay, «HEIOBTOP-
HICTh 1H/IMBITyaJbHOTO CTHIIIOY.

Texctn (manpuknan, ®. Himme, XK. Boapisipa ado 1O. Jlormana), Tak
YacTo IIUTOBaHI, HE BIIMOBIAAI0Th HUHI ICHYFOUUM «BUMOTaM JI0 Ty OJTiKarii».

Bonu HancaHi «He 03UPAIOYUCh» Ha TIONEPEIHUKIB 1 0e3 ypaxyBaHHS
«piBHS po3pobIeHoCTI MpobiaemMmn». B HUX — cBOOOIa MUCHbMEHHHUKA-POMa-
HicTa, MOMIT (haHTa3ii HoeTa i HATXHEHHICTh MUTIL. B HUX — TOTIK «KUBO-
'O JKUTTS, TIOJIEMiUHAa MAJKICTh 1 a3apT NepIIOBiIKpUBaya.

Le Bumoramu a0 myOmikarii He mependoavyaeTbesl.

CBimomuii ToTo, 0 11eH « TeKCT Mpo TEKCT» CTpaKaae Ha Cy0’ €KTHUBI3M,
BOITFOHTApH3M 1 TI030aBJICHHUN «HAyKOBOI OOTPYHTOBAaHOCTI». Bin 6e3 00-
MEXEHb.

Valeriy Panasiuk
Dr. in Art Studies, Professor
Kyiv National University of Culture and Arts
e-mail: panval59@gmail.com
ORCID 0000-0002-2307-6185

TEXT ABOUT THE TEXT

Key words: science, scientist; publication, text.

What is text? It is well known that it is information organized in some
way.

But the texts can vary. Among the different ones, the scientific text is
usually distinguished firstly. Then, a number of questions arise about the
specifics of this — “scientific” — text.
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Who writes it?

Who reads it?

What is a reason to write it?

What is it about?

Hence, “who” and “who”, “why” and “about what”.

It is commonly considered that “scientific” text is written by
“scientists”. In fact, a scientist can be anyone who produces “original”,
“exclusive”, and “unique” (emphasis should be given here) ideas.

But today, a “scientist” is one who is burdened with an academic
degree, the appropriate title, and the appropriate position in any educational,
scientific, or educational-scientific (depends on a status) institution: «You
may not be a scientist, but you must be a PhD».

If not a Ph. D., then at least a postgraduate.

A scientist —“lone wolf”, «hermit» —is a character of the past centuries.

The course of movement in the mode of “freestyle swimming” or
“pirate risk” is unacceptable. “port of registration” and “state flag” on the
mast are mandatory.

The conclusion is that scientific texts are written by individuals with
a “ripe raceme” of degrees, titles, and positions, or those who hope for this
“raceme”.

Who reads “scientific” texts that are written by “scientists”?
The “scientists” themselves, those who write them, the authors themselves.

«I am alone to drink, I am alone to have fun, I am alone to make up the
bed, [ am alone to fall asleep».

Where is the “readership”? Where is the “mass audience”? Where is
the “wide circle of fans™?

They do not exist and should not. Because:

“A scientific text” is not a “romance novel”, not a detective story,
that are consumed by the majority of the population;

“A scientific text” is for a «limited number of people», who
already know a lot: they know each other, know who is worth what, and
most importantly they know why “scientific texts” are written, edited, and
submitted (emphasis should be given here);

“A scientific text” is something that is NOT characterized by the
originality of thought, “unexpected twists of scientific research”, “apt
word”, “charisma of the author’s writing”, “uniqueness of individual
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style” — generally, it is not a TEXT, it is not self-worth, but ... a formal
gesture provided by the same “raceme” (see above);

— “A scientific text” is something that is published NOT “for the
sake of ideas”, but for the sake of “publication”, for the “burial” of which
in “volumes”, “journals”, “newsletters” (emphasis should be given here) —
these cemeteries of science — are paid certain amounts of money (usually,
for each page); and so «speak dead language to dead people», «dead is for
the dead»; who needs others’ graves? Thus, only “blood relatives” come to
their “grave texts” — the authors themselves, «I gave you the life, I will...
publish you, and then I will read you myself»;

“A scientific text” is something that it is not possible to: «Keep
silence, damned books! I have never written you!» “A scientific text” is
a silent statistical unit in the “list of publications”, in the annual reports of
activities, which is commonly called “scientific”.

Then what is the point to give birth to a “stillborn”? Why are “scientific
texts” written?

For the confirmation of the “scientist” status, in order to meet the
position requirements of work “in the second part of a day”.

Or for the sake of a “ripe raceme” of degrees, titles, and positions.

And here the “crisis of ideas”, “a long silence as creativity” are
impossible. They are not provided by the contract, “employment
agreement”. But they are possible, and sometimes even necessary. Needed
for SCIENCE.

And the last. What are “scientific texts” about?

About anything.

Or even about nothing.

In order that this “nothing” would meet the requirements for
publication, which do not provide the originality of thought, “unexpected
twists of scientific research”, “apt word”, “charisma of the author’s
writing”, “uniqueness of individual style”.

Texts (for example, by F. Nietzsche, Zh. Baudrillard or Yu. Lotman),
so often quoted, do not meet the current “requirements for publication”.

They are written “without looking back™ at the predecessors and
without considering the “level of the problem elaboration.” They have the
freedom of the novelist, the flight of the poet’s fantasy, and the inspiration
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of the artist. They have the flow of “living life”, polemical zeal, and passion
of the pioneer.

Publication requirements do not presuppose these.

Be aware that this “Text about the text” suffers from subjectivism,
voluntarism and lacks “scientific validity”. It has no limits.

Apmem’ecea Bipa bopuciena
KAHOUOAmMKa MUCMeymeo3Ha6cmada, 6. 0. 00yeHma Kagedpu icmopii ceimosol
mysuxu Hayionanonoi my3uunoi axademii Ypainu imeni I1. 1. Yaiikoscvkoeo,
(Kuis, Yxpaina)
e-mail: varmuz@ukr.net
ORCID 0000-0001-7576-3609

IPOKPYCTOBE JIOXKE, ABO HFOAHCH YHI®IKAIII

KurouoBi cnoBa: nayxomempuuni 6asu; nyonikayii; npoonemu inme-
epayii; SYMaHimapHi HayKu.

OcTtaHHIM yacoM Mo4aBcsl aKTUBHUH PyX O BIIPOBAKCHHS MiKHa-
POAHMX CTaHAAPTIB y MyONiKAIiiHIN AiSNTBHOCTI YKpaiHCHKAX BYCHUX,
00yMOBIIEHHI HAIPSMKOM 3arajbHOI iHTerpallii JOCIHiAHUKIB YKpaiHu 10
CBITOBO1 HAyKOBO{ CITITPHOTH.

OpnHak, 4acTo B MOMIOHUX CUTYyaIlisiX 3acib cTae METOIO i Te, M0 MO-
IJI0O CTaTH CTUMYJIIOBATH aKTHBI3aIlif0 HAYKOBOI MISITEHOCTI, TIEPETBOPIO-
€ThCS Y (pOpMaTbHI BUMOTH, IO MPU3BOIATE 10 TIOBEPXHEBOTO PO3YMIiHHS
ITHOMHHUX y CBOiM CyTi sBUII. MoBa He Tpo HEoOXimHICTh MyOmiKarii
cTaredl B XKypHaJlax, sIKi IHIEKCYIOTbCSA B HayKOMETpUYHHX 0azax Scopus
ta Web of Science.

B napuHi ryMaHiTapHUX HAyK, A0 SKUX HAJIE)KUTH 1 My3UKO3HABCTBO,
1 mpobieMa Mae CBOIO crienudiky. Sk BimomMo, ryMaHiTapHe 3HaHHS Yac-
TO CHpPsSIMOBaHE Ha BHYTPIIIHBOTO CIIOKMBayua i Mae perioHaibHi 0COOIH-
BOCTi. 3HauHy pOJIb TYT BifirpaloTh HaLliOHAJBbHI LIKOJH, 3aBISKH SKUM
30epiraloThCsi My3U4HI TpaAMilii, a IX BUBYCHHS Ta CIIPUHHSATTS BinOyBa-
€TBCSL Uepe3 MpHU3MY KYJIBTYpHOI CHTyalil BcepenuHi KpaiHu. BuBuatoun
3aKOPJIOHHUH JIOCBIJ Ta MyOIiKallii iHO3eMHO MOBOIO, JIOCIIHUK, IPyH-
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TYIOUHCh Ha BIIACHUX BUCHOBKAaX Ta CIIOCTEPEXKEHHSX, EKCTPAIIOIIOE B HA-
YKOBE I10JI€ BITYU3HAHOI HAyKH.

Takuii mgianor cupuse BHPOOICHHIO MO3HUIIIN, 3MaTHUX IO IHTErparii
B MDKHApOJTHHUH KOHTEKCT, OMHAK 31 30epe)KECHHAM HaIlilOHAIEHOT caMo0yT-
HOCTi. B Takomy pasi Buxim Ha MIXKHApOJHHH PiBEHb OOYMOBICHHH BHY-
TPIIIHBOIO IHTEHIIIE€IO0, a HE 30BHIMIHIMU BUMOTaMH.

[NoennaHHsT NOKaJBHOTO W «3aralbHOEBPOINEHCHKOT0» KOHTEKCTIB
B OCMUCIICHHI POOJIEeMaTHKH Y TYMaHITAPUCTHILI B1IPi3HSE€THCS B1I TOUHHX
HayK, aJITOPUTMHU Ta METOAM JOCIIKEHHS SIKUX OUIbII YHIBEpCaIi30BaHi.

JloBroTpuBaia i CKiagHa Mpoleaypa BXOMKECHHS yKpaiHCBhKOI mepi-
OZIMKH J0 HAayKO METPUYHHUX 0a3 MPOBOKYE 3BEPHEHHS HAYKOBIIB Oe3MO-
CepeHbO 70 1HO3eMHUX >KypHaliB. [Ipouec HamucaHHs Ta 0QOPMIICHHS
CTarTi, il HEOIHOPa30Be PeLIeH3YBaHHA Y KypHaJI Ta MPUHHSTTS A0 myOoti-
Kalii motpedye TpuBayoro yacy. Jlo TOro >k akTyajabHOIO Uil OyIb-SIKOTO
HAyKOBIISl € OIIHKAa HOr0 AOCSTHEHb KojeraMu-(axiBLsIMH, a JOCTYI J0
myOnikanii 6a3ax Scopus Ta Web of Science yacto oOMexxeHHi i BUMarae
JOIaTKOBHUX BUTPAT aBTOPA CTATTI.

i TpysHOmi, 30KpeMa, MOB’A3aHi 3 HENOCTAaTHIM (iHAHCYBaHHIM
po3BUTKY 6i0miorednoi iHppacTpykrypu B 3BO i HayKOBO-AOCTiTHUX iH-
CTUTYTaX, SIKUil OM 3a0e31meunB BiIKPUTHHA JOCTYII 0 BEIUKHUX 0a3 cTarei
B IHJIEKCOBAaHMX XypHajaX, KOHKYPEHTO3IaTHICTh 1 pIBHUM TOCTYM JIO iH-
(hopmarrii BITYM3HIHAX HAYKOBIIIB.

®dopmaizallis Ta yHi(iKaIliss BUMOT MOXXE CIIPOBOKYBATH 3HIDKEHHS
SIKOCTI TEKCTIB Ta BIJIXiJ[ BiJi HAYKOBOi JOOPOYECHOCTI, & TAKOXK CTBOPH-
TH CIPUSTINBY 0a3y /Ui GaKTHYHOI iMiTallii Haykd (KOJIM CTaTTS MYyCHTh
OyTH IIBUJIKO HANKCAaHA i MIaTHO omyOrikoBana). HaroMicTh mepcrekTus-
Ha Ta aKkTyaJbHa B YKpaiHChKil rymaHiTapHiii cdepi TeMaTHKa MOXKe BU-
SIBUTHCH CKJIAJTHO aKTyalli30BaHOK B 3apyOi’kKHOMY KOHTEKCTi. Lle moxe
CHPHUATH BUTICHEHHIO BaXXJIMBUX PEriOHATBHHUX TOCIIIKEHb Ha mepude-
pito He JHIIe €BPONEHCHKOTO, a i HAIllOHATFHOTO HAYKOBOTO IUCKYPCY Ta
3BY3UTH MOXKIIMBOCTI MOJIOAWX HAyKOBIIIB.

MOXIMBUMY IUIAXaMHU BUPILICHHS Li€l CUTyalil € 3a0e31e4YeHHs 10-
CTyIy [0 MyOniKaLiii B HAyKO METPUYHMX 0a3aX, a TAKOX CTBOPEHHS iH-
CTUTYLIH, 5IKi O MOIIM HagaBaTH iHGOpMaLiiiHy i (iHAHCOBY MIATPUMKY
MpeACTaBHUKAM T'yMaHITapHOI CHIJIBHOTH (JIOTIOMaraTu «IpoCYBaHHIO»
KYpHaJIIB Ha CKIaJHOMY LUISIXY BXOMXKEHHS A0 1HIEKCOBaHUX MiKHAPOA-
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HUX 6a3). OgHaK, 0COONMBO BaYKIMBOIO € MOOYIOBa BIACHOI HE3aIEeKHOL
CHCTEMH OITIHIOBAHHS Ta iHACKCAIlii YKpaiHCHKHUX JKypHAJIIB B TYMaHIiTap-
Hiif cdepi, amke cenudika Ta YHIKATHHICTh HAIlIOHAIBHOI 1ICHTHIHOCTI
BapTi BU3HAHHS HE3JICKHO Bifl 3apyOiKHUX HAayKOMETPUIHHX 0a3.

Vira Artemiyeva
PhD in Art Studies, Acting Associate Professor Department of World Music
History P. I. Tchaikovsky National Music Academy of Ukraine
e-mail: varmuz@ukr.net
ORCID 0000-0001-7576-3609

PROCRUSTEAN BED, OR SHADES OF UNIFICATION

Key words: scientometric bases, publications;, problems of
integration,; humanities.

Recently, an active movement towards the introduction of international
standards in the publication activities of Ukrainian scientists has started,
due to the direction of the overall integration of Ukrainian researchers into
the world scientific community. It is about the need to publish articles in
journals indexed in the Scopus and Web of Science databases.

In the field of the humanities, to which musicology belongs, this
problem has its own specificity. Humanitarian knowledge is often directed
at the internal consumer and has regional features. National schools play
a significant role in preserving musical traditions and their learning and
perception through the prism of the cultural situation within the country.
Studying foreign experience and publications in a foreign language,
the researcher, basing on his/her own conclusions and observations,
extrapolates into the scientific field of domestic science.

Such dialogue contributes to the development of positions capable
of integration into the international context, while preserving the
national identity. The combination of local and international contexts in
the comprehension of problems in the humanities differs from the exact
sciences, whose algorithms and methods of research are more universal.

A long and complicated procedure of entering Ukrainian periodicals
into scientometric bases provokes the appeal of scientists directly to
foreign journals. The process of writing and editing an article, repeatedly
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reviewing it in a journal and accepting it for publication takes a long time.
These difficulties, in particular, are related to the lack of funding for the
development of library infrastructure in the Universities and research
institutes, which would ensure open access to large databases of indexed
journals, competitiveness and equal access to information of domestic
scientists.

Formalizing and unifying the requirements can provoke a decline in
the quality of texts and a departure from scientific virtue, as well as create
a favorable base for science imitation. Instead, a promising and relevant
issue in the Ukrainian humanitarian sphere may prove difficult to update
in a foreign context.

Possible ways to deal with this situation are to provide access to
publications in science-based databases, as well as to create institutions
that could provide information and financial support to the representatives
of the humanitarian community. However, it is especially important to
build your own independent system for evaluating and indexing Ukrainian
journals in the humanitarian field, because the specificity and uniqueness
of national identity is worthy of recognition, regardless of foreign scientific
and scientific bases.

/lpau Ipuna Cmenaniena
0OKmMopKa MucmeymeosHagcmaa, npogecopka, 3asioysauxa kageopu icmopii
VKpaincokoi ma 3apyoiocroi mysuxu XHYM imeni I. I1. Komaapescokoeo
e-mail: drach.irina2016@gmail.com
ORCID 0000 0002 2993 1031

«CJIIU YACY» HA TIJIT YKPATHCBKOI'O MY3UKO3HABCTBA

Kiro4oBi ci1ioBa: yxpaincoke My3uKo3Hascmeo,; noCmmomanimapHutl
CUHOPOM, THCIPYKMUBHULL Mepop.

VYkpaiHChbKe MY3WKO3HABCTBO — PO3TAIIOBaHUM B YKpaiHi «daxoBuid
ex» akaJeMidHoi HayKH 3 MPOIYKYBaHHS AUCKYPCY PO MY3HKY Ta BChO-
o, JI0 Hel JIOTHYHOro, 0a3a Juis 30epiraHHs Ta MOUIUPEHHS 3HaHb, MPO-
CTip MOLIYKOBOi ITisSUTBHOCTI OKpeMoi KOpHopaTHBHOI crminsHOTH. Ha cy-
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YaCHOMY €Talli iCHY€ B CYHIIbHOMY Ae(IINTi — HOBUX TEM, OPUTIHAIEHUX
imeH, akTya’ahbHOI METOMOJIOTII, SKICHUX JKepesl, HapeITi, BHPOOHHINX
MOTYKHOCTEH Ta akamemiuHoi moOpouecHocTi. OCHOBHA 30HA BiIOBI-
JATBFHOCTI — YKpaiHChKa My3WYHA KYJIBTypa 1 3arajioM KyJIbTypa B YKpaiHi.
OmnikyBarucs UM MOXHA Yy pi3HUH crociO: cisTu BiuHe i mo0pe, BiAKpH-
BaTH a00 3aKpUBATH TOCIITHI ITOJIS, 3M1HCHIOBATA MOHITOPHHT BCHOTO, IO
Ma€ B Ha3Bi «MYy3WUYHHID) (CHHOHIM <JTIONICHKOTO»). Micist — 5K 1 Oy/b-sKo1
HayKH, MOIIHOIIOBATH 1 PO3MIMPIOBATH (PO3YMIHHS 1 MOXIJIMBOCTI), a 3Ha-
YHUTh, — TPOIIOHYBATH HOBH MOIVISI Ha cTapi pedi, BUIPOOYyBaTH HOBI
pedi, OOpOTHUCS i3 HEBIMIACTBOM, 3BUILHATHUCS BiJ XMOHUX, 3aCTapiiux
1 TOMY IIKIJUIMBHX JJI1 MUCTEITBA 1 CYyCIUIbCTBA CTEPEOTHUIIIB, PO3CYyBaTH
TOPU30HTH, IPUMHOXYBATH Bi3ii, peNpe3eHTyBaTH Y CBOiX KOOpAMHATaX
«JTIOACHKHN (peHOMeH». MiHiMallbHO HEOOXiTHUN apceHal: CiIyX, TyMKa,
CJI0BO (TIOCHIIOBHICTH JOBUTBHA), & JJIS1 HAIlIOHAJILHO CBIOMUX TIPEICTaB-
HUKIB — «ceple». YMOBOIO CaMOBH3HauU€HHA € rnam’aTb. Konu BoHa BTpa-
Ya€eThCs, BiIOMO 110 OyBae. ..

Ha cboroaHi ykpaiHCcbke My3MKO3HABCTBO iCHYE SIK JIOKaJIbHUN (eHO-
MeH, III0 TIOEHYE BCiX, XTO HOTO po30yIOBY€E, TOOTO y IIEPKOBHOMY CEHC1
SK «TiJO», MAIOYX BJIACHI JDKepelna IiKUBICHHS (CBOI TeMaTW4Hi mpio-
pUTETH), aBTOHOMHHH, aJieé KOHBEPTOBAHUI pe3epByap IIHHOCTEH 1 3HAHb,
yCTajeHl KOpIOpaTHUBHI KOHBEHINi, HaJaITOBAaHWW I1HCTPYMEHTApIH.
Sk BiIKpHUTa €KOCHUCTEMa YKpaiHChKE MY3MKO3HABCTBO 3[aTHE B3a€MOJIi-
ATH 13 30BHIMHIM cepefoBuiieM. Sk mpodeciiiHuM, TaK 1 COUiaTbHUM.
Moxe 6e3nepebiiiHO (YHKI[IOHYBATH, BIJIHOBIIOBATH PECYPCH, 3IIHCHIO-
BaTU «OXOPOHHI» 3aXO/W 1 HAKOIMYYBAaTH IHTENIEKTYILHIH Karitan (He-
BEJIMKHM, aje CBiif).

IcTopis 3anmummia Ha T yKpaiHCHKOTO MY3WKO3HABCTBa CBOI CIIi-
I — «KpaTepw» BiJl 3ITKHEHHS 3 MIEBHUMH 11€0JIOTISIMU, CHHIPOM CEpBi-
Ji3My, KOMIUIEKC MEHIIIOBAPTOCTI IIOJI0 MOCKOBCHKHX Kojier. Btim Oynmy-
4y came y ¢inocodcbkomMy Ta icTopiorpadiuHOMy ceHcax «CliZomM» Ha
JFOACHKIA CBIIOMOCTI Bif CTHKaHHS 13 (eHOMEHOM My3HKH, YKpaiHChKe
MY3HKO3HABCTBO BiIOMIIO My3UUHHH YHIBEPCYM Y JOCTYITHIH HOMY IOBHO-
Ti. | B IbOMY TONISITa€ «IPE3yMITIIis JOCTATHOCTI» (AOCTaTHIX OCHOB) JUIS
Horo icCHyBaHHSI.

Ski K chiay 3amumIaThCcs Ha TUT YKPailHCHKOTO MY3WKO3HABCTBA Bij
Hamoro yacy? BoHu menaini Bce MOMITHIII: AeKkanaHC (hyHIaMEHTaIbHO-

122



r0 MY3MKO3HABCTBA K TOYHOI HAyKH, MIATOIUIEHOI BCIITKAM IIapiiaTaH-
CTBOM, MYJIBTHUILTIKAIlIS «IOPOXKHIX CTPYKTYpP», IHCTPYKTUBHO-TIPABOBHIMA
Tepop i, TOJIOBHE, — TAaHYBAHHS MIOCEPETHOCTI.

B ece «IlocepennicTs sk comianbaa HeOesmeka» Onpra CemakoBa Ha-
TOJIONTYE, 10 «ITOCEPEIHICTh — HE BPOKCHA BIACTHUBICTh JIFOMWUHU, a 1l
BuOip». | mani mutye mipkyBanuas bopuca [lactrepnaka: «Ilix mocepennic-
TIO 3BUYAIHO PO3YMIIOTH JIIOJIEH NepeciuHuX 1 3BnuaitHuX. [Ipore 3Buyaii-
HICTh — 1I€ JKMBa BJIACTHBICTb, siKa iije 3cepenuuu... Han3puualiHimmmmu
€ oy TeHianpHi... He3puyaiina e nocepennicts. [locepennicTs na-
pasuTye Ha TEHIaBHOCTI, MEPEKPYIYIOUH 1 3BOASYM 11 10 HE3BUYAWHOCTI;
KyJBT HE3BUYAHHOCTI, «IIKaBOCTI» — IIe Hel0 CTBOpeHui KynbsT. Onna 3 ii
MPUKMETHHUX pHC, — 3a3Hadae b. [lacTepHak, — 110 «BOHA HEXTYE MOBCAK-
JICHHUMH CIIpaBaMiy» .

VYkpaina 3apa3 0coOJIMBO MOTEpIIAE, 3 OJHOTO OOKY, Bij emigeMii He-
3BHYAMHUX «aBTOPCHKUX MY3UKO3HABCTBY, TOAI SIK € TIOTpeda B CyMITIHHO-
My BHKOHaHHI HACYLIHHX CIIPaB, HaPHKJIAA, ONMKCY Ta OUU(PPOBYBaHHS
apxiBiB, 3M1HCHEHH] TEKCTOJIOTTYHUX PO3BIAOK, IKEPEJIO3HABIOMY MOLITY-
Ky. 3 iHmoro 00Ky, ToTaabHa MaHisl iHAEKcallii, 3aHSTTS JAICKUX BiJl HAYKH
TONIel «HAYKOJIOTi€I0» BUMHUBAIOTH MPEIMETHUN 3MICT 3 HAYKOBHX TEK-
cTiB. JlonuTimBa IyMKa B )KOPCTKOMY KOPCETI HAyKOMETPHUYHUX BHIIAHB
3a/INXa€eThCs, BTpavyae roioc. Bike He J0cTaTHRO caMoro GakTy HasiBHOCTI
IYMKH, TypOOTOIO CTAfOTh TONIYKH MOCBIAYEHHS ii iCHYBaHHS. 3yCHIUIA
CIPSAMOBYIOTHCSI Ha T€, 00 yTPUMaTHCS y CTaTyci HasBHOTO, Cy4acHOTO
1 3aTpeOyBaHOTO, YMM 3aMacKyBaTH BiJICYTHICTh CIIPaBKHBOTO.

Hamr gac BigkpuB A1 My3W9HOT HayKd 0araTo HOBHX MOXKJIMBOCTEH,
aie i 3aBaaB cepilo3Hux Brpar. CiigaMy HAIIOTO Yacy e MailOyTHE.

! Onbra Cenaxosa, (2011). Hatikpammuit yHiBepcutet. Emoxa, ocoba, Tpaauiiis. — K. :
Oyx i Jlitepa. C. 170.
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THE TRACES OF TIME ON THE BODY OF UKRAINIAN
MUSICOLOGY

Key words: Ukrainian musicology; post-totalitarian syndrome;
«normative-insiructive terror.»

Ukrainian Musicology is a “professional Ukrainian workshop” of
academic science for the production of discourse on music and everything
related to it, the basis for storing and disseminating knowledge, the search
space of a particular corporate community. At the present stage, there is
a continuous shortage of new topics, original ideas, current methodology,
quality sources, finally, production capacity and academic honesty.
The main area of responsibility is Ukrainian music culture and culture in
Ukraine in general. You can manage this in different ways: to sow eternal
and good, to open or close experimental fields, to monitor everything that
is called “musical” (synonymous with “human”). Its mission, similar to the
mission of any other science, is to deepen and expand (understanding and
possibilities), and, therefore, to offer a new perspective on old things, to
try new things, to fight ignorance, to get rid of false, outdated and therefore
harmful to the arts and society stereotypes, to broaden horizons, to increase
visions, to represent the “human phenomenon” within its coordinates.
The minimum required arsenal includes hearing, thought, word (sequence
is arbitrary), and for nationally conscious representatives — ‘“heart”.
Memory is a condition for self-determination. Everyone knows what
happens when it is lost...

Today, Ukrainian musicology exists as a local phenomenon that unites
everyone who builds it, that is, in the church sense like a “body”, having
its own sources of nourishment (their thematic priorities), an autonomous
but convertible reservoir of values and knowledge, established corporate
conventions, established tools. As an open ecosystem, Ukrainian
musicology is able to interact with the external environment, both
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professional and social. It can function uninterruptedly, restore resources,
carry out “security” measures and accumulate intellectual capital (small,
but its own).

History has left its mark on the body of Ukrainian musicology — the
“craters” of clashes with certain ideologies, the syndrome of servility,
the inferiority complex of its Moscow counterparts. However, being in
a philosophical and historiographical sense, “in the footsteps” of human
consciousness from the collision with the phenomenon of Music, Ukrainian
musicology reflected the musical universe in its entirety. And this is the
“presumption of sufficiency” (sufficient basis) for its existence.

What traces will remain on the body of Ukrainian musicology from
our time? They are becoming more and more noticeable: the decadence
of fundamental musicology as an exact science submerged by all sorts of
quackery, the animation of “empty structures”, the instructive-legal terror,
and, most importantly, the domination of mediocrity.

Inthe essay “Mediocrity as a Social Threat”, Olga Sedakova emphasizes
that “mediocrity is not a person’s innate property, but his choice.” quotes
Boris Pasternak’s reasoning: “A mediocre person is usually understood as
a common and ordinary one. However, ordinariness is a living property
that comes from the inside ... The most ordinary people are brilliant ...
Only mediocrity is unique.” Mediocrity parasites on genius, distorting and
reducing it to strangeness; a cult of strangeness, “interest” is a cult created
by it. According to B. Pasternak, one of its characteristic features is that “it
neglects the ordinary work™2.

Ukraine is now particularly affected by the epidemic of unusual
“authorial musicology”, and requires conscientious doing of urgent things,
such as description and digitization of archives, textual surveys, and source
search. On the other hand, total indexing mania, practicing “scientology”
by people who are far from science wash away the content from scientific
texts. An inquisitive thought in the rigid corset of science magazines
suffocates, loses its voice. The mere fact of having an opinion is no longer
enough, the search for evidence of its existence becomes a concern. Efforts

2 Olha Sedakova, (2011). Naikrashchiy universitet. Epokha, osoba, tradytsiia. [The best
university. Epoch, personality, tradition]. — Kyiv : Dukh i Litera. P. 170.
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are directed at maintaining the status of the present, modern and in demand,
masking the absence of the true.

Our time has opened up many new opportunities for music science,
but it also loses a lot.

Yyscunosa Ipuna KOpiisna
KanOu0amxka MUCmeymeo3Hascmea, npoghecopra kageopu pexicucypu
i akmopcwroi maricmeprocmi Kuiscokoi myniyunanieHoi akademii ecmpadnozo
i YyupKoso2o mucmeymea
e-mail: iry.chuzhinova@gmail.com
ORSID 0000-0002-3397-6021

HOJITUYHUM TEATP B YKPATHI: HE3AJIEKJIAPOBAHUI KAHOH

KuarouoBi caoBa: nozimuunuii meamp, VKpaiHCoKuii meamp;
M. T'onenxo; O. /Imimpiesa; P. [lepacuninocoxuii; P. Capkican, T. Tpynosa.

BusHaueHHS «HOMITHYHUIA TeaTp» (ONITHYHA BHCTaBa») HEYACTO
3yCTpiHEII Y HAYyKOBOMY UM Te€aTPabHO-KPUTHYHOMY TeaTpaabHOMY JTHC-
Kypci cydacHoi Ykpainu. Ha 1ie € kibka 00’ €KTUBHUX MPUYWH.

[o-neprre, crifika acorriarlist 3 OHUM i3 HOTO BUPa3HUX MPOSIBIB, a came
Tearpy aritmpomy (Hairepmni acoramii i3 «lIponerapcbkum Tearpom»
E. Ilickaropa, aBropa kKHATH «IlOMITHIHAI TeaTp», ICBHIM KOJIOM BHCTaBaB
B YKpaiHCBKOMY Tearpi mepioi monoBuHu 1920-Xx pokis Tomo). [To-mpyre,
po3MHTe BU3HAUEHHS, 10, Ha AyMKy I1. ITaBi, Moxke OyTu 3acTocoBaHe 10
OyIb-SIKOTO CIIEKTAKIIIO, aJ[KE «SIKIO PO3IVISAATH TEPMiH “TOJITHKA” €TH-
MOJIOTTYHO, TO MOYKHA BBa)KATH, 1110 KOXKEH TeaTp € HEMUHYYE MO THUHUM,
00 10TO MPOTArOHICTH BIUCYIOTHCS B TIEBHE KOHKPETHE Miciie a00 IeBHY CO-
uianbHy Tpyny» («CioBHUK Tearpy», ¢. 508). Ilo-TpeTe, BiACyTHICTh LLOTO
BU3HAYCHHS B aBTOXAPAKTEPUCTHKAX PEKUCEPIB, 1110 YHUKAIOTH BepOaIbHO-
IO aKIICHTYBaHHS CaMe MOJIITHYHKUX 1HTSHIIIH CBOTX BUCTaB.

Tum He MeHIe, PEHOMEH MOJTITHYHOTO TeaTpy B YKpaiHi MOXeE CTaTH
MPEIMETOM SIK PO3JIOTOI ICTOPUKO-PETPOCIICKTUBHOT PO3BIJIKH, TaK 1 Ka-
Teropiero kinacu(ikaiii IeBHUX BUCTaB HAIIOHAIEHOTO KOHY OCTaHHLOTO
necstunitts. [lounnaroun Bixg 2014 poky HOMITHO 3pOcCTa€ KiNbKiCTh BH-
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CTaB, 10 3 PI3HOIO MipOIO TTUOWHYU Ta APTUKYJIAII] aleIoTh 10 YUHHOI
JIep’KaBHOI TIOTITHKHY IMEPEAYCIM K CHCTEMH ITJICH AepyKaBHOTO yIIPaBIIiH-
HS Ta BIAMIOBITHUX IMPOBITHUX HAPaTHBIB.

[Ipy oMy BapTO BiM3HAYWTH BiACYTHICTH BIBEPTO MpOTIATaHIUT-
ChKHX a00 pajrKaJbHO OMO3MIIIMHHUX BHCTaB, IO OOCIYTOBYIOTH IEBHY
ineonoriuny mmardopmy. Mnerbcs pajme mpo CTBOPEHHS IHCKYCiii-
HO-pe(IEKCUBHOTO XyJ0KHBOTO TIOJS [T OCMUCIICHHS TIOJITHYHUX TIPO-
1ieciB cy4acHOl Ykpainu. B OiibIIOCTI BUIAKIB, 1[I BUCTABH HE MICTATh
OJIHO3HAYHUX BiAMOBieH Ha chOpMyYTBOBaHI B HUX TUTAHHS, THM HE MEH-
1ie J03BOJISIIOTh TOBOPUTH PO (OPMYBaHHS MOJITHYHOTO MOPSIIKY JEH-
HOTO Ha HalliOHAJIbHIN CIIEHi.

He maroun 3a MeTy HOBHICTIO OXOIIMTH BCi HAIIPSIMKH JEP>KaBHOI 1MO-
JITUKY Ta BiJIIIOBIHO BCl BUCTaBH, [0 MOIIIK OU OyTH MapKOBaHi sIK IO-
TITUYHI, pallioHaTFHUM Oynie 3yITMHUTHUCS Ha IBOX BUPA3HUX TCHJCHILINX,
SIK1 YHAOUHSTh KUIbKA NPUKJIAgiB: CIIEKTAK, 0 aleIoTh 0 MOJITUKU
JIEKOMYHIi3aIlii, Ta CIIEeKTaKIIi, [0 TOPKAIOTHCS MPoOIeM, CIPUINHEHUX Bi-
riHo¥0 3 Pociero, Ky kpaiHa-arpecop posmnodaia npotu Ykpaiau 2014 poky.
Bucrasuy, e Ha nepiImii IIaH BUCTYAIOTh LI TEMHU, IEMOHCTPYIOTh KaH-
pOBe pO3MaiTTS Ta Pi3Hi cTparerii BUOOpyY JiTeparypHOTo Marepiaiy, ce-
pell SKOTO TOMIHYIOTh BCE X KJIACHYHI TEKCTH, MOJIiICEMaHTHIHA IPUPOAA
SIKUX 3aJIAIIAE TIPOCTIP I PEKUCEPCHKUX THTEPIIPETAIliii Ta KOHCTPYIO-
BaHHSI XYIOKHIX aTIO31H.

MokeMo CTBEpIKyBaTH, IO JIEKOMYHI3allisl fK MPOIEeC PO3BiHYaH-
HS IMIIEPCHKOTO PaAsHCHKOTO Midy Ta cripo0a MepeoCcMUCICHHS B HOBUX
KaTeropisix yKpaiHChKOi iCTOpUYHOT (IepKaBHOT) IZICHTUYHOCTI BH3HAYAE
CMHCJIOBHUI1 BEKTOP y BUCTaBax Pi3HUX PEXKHUCEPIB.

BucraBa «Hauis» M. Marioc, pexucep P. depxumninbcekuii (IBa-
HO-DpaHKIBCHKUI HAI[IOHATBHUI aKaJIeMIYHUM JpaMaTUYHUIA Tearp iMe-
Hi [. @panka, 2010 p.) — npukiIag AeKOMyHi3allii KOJEKTUBHOI Mam’ATi Ta
crpoOa omucarTy Mofii B MOBOEHH M 3axifHill YKpaiHi uepe3 «IpHUXOBaHy»
MPOTATOM AeCATUIITE icTopito YIIA.

Cnexrakip «Mili in xomas, Mili 6aTbKO Komas, a sl He OyIy» TEeKCTH
. Bixoscbkoi, JI. JIeBHIBKOTO (YKpaiHO-TIONBChKA KOMPOMYKIIiSl, PEKH-
cepu — A. bnoncbka, P. Capkicsia, 2016 p.) anemioloTh 10 Kiille pajasH-
CHKOTO MHUHYIOTO i TpaBM mokomiHHs 2000-X, sike HaMaraeTbCs BUSBUTH
ix mpupony. IlocTIOKYMEHTaJIBHUM TeaTp SIK METOX JO3BOJISIE BHU3HAYH-
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TH PiBEHb IHIWBiAyaIbHOT MPUYETHOCTI Ta BiJMOBiNAaIHHOCTI aBTOPIB Ta
nepdopMepiB.

Crexkrakis «Epenzipa He xoue BMuparn» 11’eca Jlenun JIarymonkoBoi
3amotuBamu onioBinanus [. I. Mapkeca, pexucep M. ['onerko (KuiBcbkuit
aKageMigyHU Tearp JApaMu i Komenii Ha JiBomy Oepesi Huinpa, 2021 p.)
3aBJsIku MeTadopi ynoaioHroe ab’r03uBHI cTocyHKH 6alyci Ta Epenaipu —
crocynkam Pocii, sk cnaakoemuti CPCP, Ta Ykpainu. Poznag CPCP crae
BUCXITHOIO TOUKOIO JUIS peXKrcepa, abu uepes alleropuyHi, CloppeaticTHy-
Hi 32 IPUHIUIIOM MOHTAXY €Ii30/[iB [MOKA3aTH CBOJIFOIIIO IUX POJUHHHUX
(HacmpaB/i NONMITUYHUX) CTOCYHKIB.

Baprye yBaru HeBumaKoBHii 30ir, ajke y BucTai «Ictopis poxy, sikuid
3ryOuiau MapHi Hanii, 00ioBi miBHI Ta Oe3MyTHI XiHKM», 11’eca Jlenn JIa-
T'YIIOHKOBOI 3a MoTHBaMu pomany . I. Mapkeca, pexucep O. JIMiTpieBa
(XapkiBCbKHii akageMiuHui TeaTp IsUIboK iMeHi B. Adanacresa, 2021 p.)
YKpaiHCBKIi peatii TakoK HaKJIaaloThCs Ha XYIOXKHI TpadapeTu TOro x aB-
Topa. «Cenuiie MiCHKOTo THITy» MaKOHAO €BOJIOLIIOHYE B Haci SIK aBTO-
HOMHa Ta JEKJIApOBaHO YKpaiHChKa TEPUTOPIsL, € Tepoi pO3MOBIISIOTH Cyp-
KHUKOM, TIEPEKUBAIOTh AEPKaBHI IEPEBOPOTH Ta TEXHOT'€HHI KaracTpodu,
HaMararThCs Iemn(pyBaTH CBOIO iCTOpito, abu mependadyuTe MaitOyTHE.

['iOpunHa BiitHa Ta THMYacoBa oKymaiist 3eMenb Ha Cxomi Ykpainu ta
AP Kpum, moB’s3aHi 3 HEIO TEMH aCUMUISIIIT BHYTPIIITHIX MITpaHTIB Ta 10~
JTITUYHA TTOJBSIPU3AITisS CYCITITECTBA IPOCTEKYIOTHCS Y I HU3I BUCTAB.

Tak BiliHa CTa€ KOHTEKCTYaJIbHUM TJIOM JJIsI BUCTaB HEOOIepa-Kax
«HAMLET» 3a B. lllekcnipom, pexucep P./lepxuninecekmii (IBa-
HO-DpaHKIBCHKUN HAIIOHATHLHUN aKaJeMIYHUN JpaMaTHYHUN Tearp
imeHi [. @panka, 2018 p.) — BHYTpIlIHI YBapH, 10 NOCTAOIIOIOTH KpaiHy
3CEepPEeMHU 1 CTBOPIOIOTH CIPUSATINBY CHUTYAIIO Ul 30BHIITHBOTO BOPO-
ra; «Bumnesuii cag» A. UexoBa (Tema BTpara mayioi OaTbKiBIIIMHU) Ta
«T"ammer» B. lllekcmipa (Tema Miciist BOEHHUX Iiil — amio3is Ha AP Kpum) —
obunsa: pexxucepka O. [Imitpiea (XapKiBcbKH akageMiyHHNA TeaTp Jisi-
npoK iMeHi B. Adanackena, Bimnosigao 2016 ta 2019 pp.).

Bucrasa «Eneima XXI» B. Uencwkoro 3a motuBamu moemu I. Kot-
asipeBcbKoro, pexucep M. Tonenko (Onecbkuii akageMiYHUN yKpaiHCbKUN
OpamatuuHuil Teatp imeHi B. Bacmibka, 2019 p.) BiaTBOpIO€E cutyariio
MOCTTYMaHITapHOI KaTaCTpOQH Ta BiAMOBIAHO YBUPA3HIOE Pi3HI CyCIUTBHI
HAacCTpOl.
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Huzka BucraB, mo yBilimmm no mpoekty «Tearp mepeceneHIs»
(20152018 pp., KuiB) incTpyMeHTaM1 TOKyMEHTAJIBHOTO TeaTpy, Tearpy
CBiJIKa, IPAaMaTHYHOTO TEaTPy MPAIIOBAIH 13 PI3HUMH IPOsIBAMH Ta CTaHa-
MH TIOCTTPaBMAaTUIHOTO CHHAPOMY THMYACOBO MEPEMIIICHUX 0Ci0, cyMi-
[IAF0YM MHUCTEIBKI aKIii 1 IPaKTUKK TeaTpaibHOI Tepartii.

Crexraknps «llorani moporm» H. Bopoxo6urt, pexwucepka T. TpyHOBa
(KuiBchkuil akafieMivuHmiA TeaTp Ipamu 1 KoMenii Ha JiBomy Oepesi [Jnimnpa,
2018 p.) npomonye GhopMyiy MOETHAHHS PEKUCEPCHKOTO Tearpy U Tearpy
Jpamarypra — HariBIOKyMEHTaIbHHI TEKCT CTa€ OCHOBOIO JIJISI ITOLIYKY €C-
TETUKH, 110 KOPEITFOETHCA 13 MAKCUMaMH «HOBOT €THUKI». XYyIOXKHI QLIBTpU
CTalOTh METOJIOM PEKUCEPCHKOTO0 OCMHUCIICHHS pealibHUX MOAIH, CI0OCO00M
BiZICTOPOHEHHS 1 B TOM K€ Yac iHCTpPyMEHTaMH NpernapyBaHHs CMUCITIB.

[MoctnokymeHTanbHa BUCTaBa «H-edexr» Jpamaryprumi
. BixoBcbKoi, pexucypka i apamarypruns P. CapkicsaH (HesamexHHit
MiKHaponHUi mpoekt, 2020 p.) AOCHIIKYe MEXi XyIOXKHbOI MOBH, LIO
aJIeKBaTHO MOXeE TIepelaTH JOCBiJ BiiCHKOBHX, MPOOye iMeHTH(IKyBaTH
rocTarb cydacHoro ['amnera (BnacHe, repos).

3arajgoM, MOXHA TOBOPHTH IPO T€, MO MOTY>XHUM TPUTEPOM IS
MIOKBABJICHHS TONITUYHOTO Tearpy B Ykpaini cramm 2013-2014 pp.,
KON BiOymHCsl 0araro Ba)KJIMBUX I HOBITHBOI iCTOpii KpaiHU TOIiil.
[MomitraHuit TEaTp HE € MEHHCTPUMHIM SIBHIIIEM, TTPOTE IEMOHCTPYE PO3-
MaiTTs TeaTpaTbHUX (GOPM.
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POLITICAL THEATER IN UKRAINE: AN UNDECLARED CANON

Key words: political theater; Ukrainian theater; M. Golenko;
O. Dmitrieva; R. Derzhypilskyi; R. Sarkisyan; T. Trunova.

The definition of “political theater” (“political performance”) is rarely
found in the scientific or theatrical-critical theatrical discourse of modern
Ukraine. There are several objective reasons for this.
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First, a strong association with one of its expressive manifestations,
namely the agitprop theater (the first associations with the “Proletarian
Theater” by E. Piscator, author of the book “Political Theater”, a certain
circle performed in the Ukrainian theater of the first half of the 1920-th,
etc.). Secondly, the vague definition that, according to P. Pavi, can be
applied to any performance, because if we consider the term “politics”
etymologically, we can assume that each theater is inevitably political,
because its protagonists fit into a certain place or a certain social group”
(“Dictionary of Theater”, p. 508). Third, the lack of this definition in the
self-characteristics of directors, who avoid verbal emphasis on the political
intentions of their performances.

Nevertheless, the phenomenon of political theater in Ukraine can
become the subject of extensive historical and retrospective research, as
well as the category of classification of certain performances of the national
law of the last decade. Since 2014, there has been a marked increase
in the number of performances that, with varying degrees of depth and
articulation, appeal to current public policy primarily as a system of public
administration goals and relevant leading narratives.

It is worth noting the lack of openly propagandistic or radical opposition
performances that serve a certain ideological platform. Rather, it is a matter
of creating a discussion-reflexive artistic field for understanding the political
processes of modern Ukraine. In most cases, these performances do not contain
unambiguous answers to the questions formulated in them, however, allow us
to talk about the formation of the political agenda on the national stage.

Without intending to fully cover all areas of public policy and,
accordingly, all performances that could be labeled as political, it would
be rational to dwell on two clear trends, which will illustrate several
examples: performances that appeal to decommunization policy, and
performances that address issues. caused by the war with Russia, which the
aggressor country launched against Ukraine in 2014. Performances dealing
with these themes demonstrate genre diversity and different strategies for
choosing literary material, which is still dominated by classical texts, the
polysemantic nature of which leaves room for directorial interpretations
and construction of artistic allusions.

We can say that decommunization as a process of debunking the
imperial Soviet myth and an attempt to rethink in new categories of

130



Ukrainian historical (state) identity determines the semantic vector in the
performances of various directors.

The show “Nation” by M. Matios, directed by R. Derzhypilskiy
(Ivano-Frankivsk National Academic Drama Theater named after
I. Franko, 2010) is an example of decommunization of collective memory
and an attempt to describe the events in postwar Western Ukraine through
the forbidden history of the UPA (Ukrainian Insurgent Army).

The play “My grandfather dug, my father dug, and I will not” texts by
J. Vikhovska, D. Levitskiy (Ukrainian-Polish co-production, directors —
A. Blonska, R. Sarkisyan, 2016) appeal to the clichés of the Soviet past
and injuries generation of the 2000-th, trying to discover their nature.
Post-documentary theater as a method allows to determine the level of
individual involvement and responsibility of authors and performers.

The play “Erendira does not want to die” is a play by
Lena Lyagushonkova based on the story by G. G. Marquez, directed by
M. Golenko (Kyiv Academic Drama and Comedy Theater on the left bank
of the Dnipro river, 2021) uses a metaphor to liken the abusive relationship
between his grandmother and Erendira — the relationship between Russia,
as the successor to the USSR, and Ukraine. The collapse of the USSR
becomes a starting point for the director to show the evolution of these
family (actually political) relations through allegorical, surrealistic
montages of episodes.

It is worth noting a coincidence, because in the play “The story of
a family that lost hope, fighting roosters and wicked women”, a play by
Lena Lyagushonkova based on the novel by G. G. Marquez, directed by
O. Dmitrieva (Kharkiv Academic Puppet Theater named after V. Afanasyev,
2021) Ukrainian realities are also superimposed on artistic stencils by the
same author. Macondo’s “urban-type settlement” is evolving over time as
an autonomous and declared Ukrainian territory, where the heroes speak
Surzhik, experience coups and man-made disasters, try to decipher their
history to predict the future.

The hybrid war and the temporary occupation of lands in eastern
Ukraine and the Autonomous Republic of Crimea, related topics of
assimilation of internal migrants and political polarization of society can
be traced in a number of performances.
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Thus, the war became a contextual background for the newopera-
horror performances of “HAMLET” by W. Shakespeare, directed by
R. Derzhypilskyi (Ivano-Frankivsk National Academic Drama Theater
named after I. Franko, 2018) — internal quarrels that weaken the country
from within and create a favorable situation for the external enemy; “Cherry
Orchard” by A. Chekhov (theme of the loss of a small homeland) and
“Hamlet” by W. Shakespeare (theme of the place of hostilities — an allusion
to the Autonomous Republic of Crimea) — both directed by O. Dmitrieva
(Kharkiv Academic Puppet Theater named after V. Afanasyev, 2016 and
2019).

The play “Aeneid XXI” by V. Chenskyi based on a poem by
I. Kotlyarevskyi, directed by M. Golenko (Odessa and Academic Ukrainian
Drama Theater named after V. Vasylko, 2019) recreates the situation of
post-humanitarian catastrophe and accordingly expresses different social
sentiments.

A number of performances included in the project “Theater of the
Immigrant” (2015-2018, Kyiv) with the tools of documentary theater,
witness theater, drama theater worked with different manifestations and
states of post-traumatic syndrome of temporarily displaced persons,
combining artistic actions and practices of theater therapy.

The play “Bad roads” by N. Vorozhbyt, directed by T. Trunov (Kyiv
Academic Drama and Comedy Theater on the left bank of the Dnipro rever,
2018) offers a formula for combining director’s theater and playwright’s
theater — the semi-documentary text becomes the basis for finding
aesthetics that correlates with maxims “new ethics”. Artistic filters become
a method of director’s comprehension of real events, a way of removal and
at the same time tools of preparation of meanings.

The post-documentary play “H-effect” by playwright J. Vikhovska,
director and playwright R. Sarkisyan (independent international project,
2020) explores the boundaries of artistic language, which can adequately
convey the experience of the military, tries to identify the figure of modern
Hamlet (actually, the hero).

In general, we can say that a powerful trigger for the revival of political
theater in Ukraine was 2013-2014, when many important events took place
in the recent history of the country. Political theater is not a mainstream
phenomenon, but it demonstrates a variety of theatrical forms.
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«ROSSINISSIMO!» BII YEYLJIIT BAPTOJII
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Konmu mu uyemo mioch mpo 3aibOypr, TO, HacamIepes, 3ralyemMo
Monapta. Le micto Oyno Ui BEJIMKOTO My3WKaHTa POJWMHHUM THi3/Ie4-
KOM 1 BOJJHOUYAC TiCHOIO KJIITKOIO JIsl Horo OypxiuBoro Tajanty. CydacHuit
3anbpu0ypr HEMOB IparHe KOMIIEHCYBAaTH T€ PO3MAITTS MY3HMYHOTO MHC-
TENTBa Ta MY3MYHOTO JKUTTA, SIKHX TaK OpakyBajo HOro reHiaJbHOMY
MenikaHip. Ha Tii craBHO3BiCHOTO 3aibl0yprehkoro (pectuBasito, 3amo-
YaTKoBaHOTo wie B Aanexomy 1920 pomi, Big 1998 poky cramu mpoBoam-
TH MY3WYHI CBATA y JIHI KaTONMIIbKOT Tpiiiiii miJl BiIOBIIHOO HA3BOO 5K
HEBi’€MHY YacTHHY JITHBOTO (PECTHUBAIIIO 3 1HAMBILyaJbHUMH iICSIMU.
Crovyatky Horo o4oiuB aBCTPIMCHKUH MiANPHEMELb Ta My3HYHHA MEHe-
mxep Xanc Jlangecmans. Iotim, Bin 2007 poky, ¢pectuBanem « Tpiiism»
kepyBaB Pikapno MyTi, KoTpuil mparHyB «BiIpOOUTI» MaM’ATh PO OIEp-
Hy HeamnoxitancbKy mkony. Bim 2012 poky #Horo XyaoKHIM KepiBHHKOM
cTaya cBiTOBa 3ipka omepHoro mucrernTBa Yedinis bapromi, kotpa 3ampo-
MOHyBaNla BJIACHY KOHIENIito. 11 mepmmii ecTnBany OyB MpHCBIYEHMI
€THNIETCHKIN maputti Kireonarpi, ToMy MPOMIIIOB TIiJ 3arajJbHOI0 HA3BOIO
«Y nabipuHTi epocy Ta cuim». lIporpamy ckmamu omepa [eopra @pi-
npixa ['eamens «tOmiit Le3ap y €runri», Tparenis Y. lllekcmipa « AHTOHIH
1 Kimeomarpay, npeacrasiieHa Ha crieHi Jlep)kaBHOTO Tearpy 3aibIioypra,
KOHIIEPT y cTwiii Oapoko y Benwmkiit 3ami MomapTeyMm 3 BUKOHAHHSM apiid
Ta IHCTPYMEHTAIFHUX TBOPIB, MOB’13aHuX 3 o0pazoM Kieomarpu. Cepis
nporpam BinOynacsi y Felsenreitschule — JIiTHIN miKoini BepXoBoi 134, Je
TearpajibHI BUCTaBH Ta KOHIEPTH MPOXOASTH MpocTo Heba. Jlist many-
BAJIbHUKIB KJIACHYHOI My3UKH TYT BiIOYIOCS KOHIIEPTHE BUKOHAHHS Maii-

133



ke paputeTHoi «Kneomarpu» JK. Macche, kanraru I. bepmiosa «CMmepTh
Kneonarpm». Kpim Toro, Ha dectrBai npo3pydann yBeptiopa P. [llymana
«¥Omiit Lezap» f~moll op. 128, 3amoBneHni, ajre Ha TOW 4ac Oe31MEHHMI
Bip P. Hlenpina 3a ydactio A. HerpeOko, mysuka C. Ilpokod’eBa mo
«ETUNETCHKUX HOYCH) Ta 1HIII.

Jnst BinTBOpeHHsT My3u4HOi arMochepu (ecTUBANBHHX CBST IO-
JANBIINX POKIB, OKpecIuMo ixHI0 TemaTuky. «Tpiims» 2013 poky mpo-
HIILTa 1M1 3HAKOM (CGKEPTBOIIPUHECEHHSD», TOMY y Tiporpami oyiau «Hopmay
B. bennini 3 Y. Baptoni B ronoBHii poni; Tpu 6aneru 1. CrpaBiHchkoro —
«Becimsuko», «BecHa cBsimeHHa» Ta <«OKap-nTuIs» y peKOHCTPYKUil
opuriHaneHOi Xopeorpadii bponicnasu HixuHcbkoi, Barasa Hixun-
ceKoro i Muxaiina ®okiHa, penpe3entoBani Cankr-IletepOyp3pkum Ma-
piiHCbKHM TeaTpoM. «HaBiTh SKIIO 1€ MOXKe OKA3aTHUCs MY3€€EM, — IIHCaB
Tomac Monbke, — IeBHO, Oararo apy3iB OalieTy MpirOTh, MO0 i pobo-
TH OyNM MpencTaBieHi B iXHbOMY NEPBICHOMY BHUIVIAII, a HE B CydyacHil
MIEPCIICKTHBI ChOTOHIIIHBOrO Xopeorpada»!. Bibneiickka Tema KepTBO-
IIpMHECEHHs mocTana B oparopii Hikomio Homemnti «®irypa Icaaka Cra-
cutess» Ha niopeto [Iberpo MeracTasio, Ae B rol0OBHIHM mapTii BUCTYIHB
Bimomuil koHTpareHOp Ppanko PayKoni; €BaHreIbCbKAa — Y KBapTETi
. laiinaa «CiM ocraHHix cnmis Hamoro CracuTens Ha XpecTi» y BH-
KoHaHHI XareH-kBaprery Ta Ajbdpena bpenpens, sSKuil 4uTaB TEKCT.
He omunynu cBo€ro yBaroro opranizatopu ¢ectuBamo i XX cTOmTTA,
3aMpoIoHyBaBIIH ciyxadyam TpuHamuaty cumdbonio (b-moll, op. 113)
. Hloctakouua «badbun Sp» Ha Bipmi €. €Brymenka ta Konmept mis
ckpumiku 3 opkectpoM Ne 1 «Oddepropiym» C. I'yoaitmyminoi. Cepen
KaMepHHX mporpaM aHoucysamucs tBopu U. C. Baxa, B. A. Monapra ta
JI. Ban berxoBeHa, B SIKUX BiIOMBAJINCS MOTHBH <OKEPTBW», Y BUKOHAHHI
OputaHcbkoro mianicra Axapamia [lludda. Ha 3aBepiienns decrusaiio
nposByuaB «Himenpkuii pekiem» op. 45 W. bpamca 11ia KepiBHUITBOM
Haniens bapen6oiima 3 comicramu Y. baprtoni Ta HIMEIBKHUM OIIEPHUAM
cniBakoM Pene [larme.

OxpecnuBIIM PO3MAITTS (EeCTUBAIBLHUX IMOMIN MEPUIMX TBOX POKiB
kepiBHuITBa Y. Baproi, nepeniyuMo KITIOUOBI el HACTYITHUX MY3HYHHX

I Molke, T. (2013). Salzburger Pfingstfestspiele 2013. 17.05.2013 20.05.2013. Online
Musik Magazin. http://www.omm.de/veranstaltungen/festspiele2013/SALZBURG-2013-pfin.
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cBaT. «Tpitinsgs—2015» mpoiimna mig aeBizoM «Tak s 3akimukaro BCix 0o-
riB»; 3HaKoM 2016 poky crana ciaaBHO3BicHa mapa: Pomeo i JIKynneTTa;
2017 pik mepewnic ciryxadiB B [lloTnanmiro, B 3aX0IUTIOIOMY ApaMy [ eHmenst
«ApiomanTe». Bxke B momnepenHiii ce30H, IMics BU3HAHHS KOHIIEHIII CIIi-
BauYKH, KOTpa III¢ i OpraHivHO MpUEIHANA JI0 (pecTUBATBHHUX CBAT KJIACHY-
HHUl 6aeT, KOHTPAKT i3 HEI0 Ha KEPIBHUIITBO (heCcTUBaIeM OYII0 MPOTOBKE-
HO 710 2021 poky. He3aminHoto ymoBoto 3 60ky Y. Baproni Oyna aktuBHa 11
y4acTh y MPOBIIHUX 3aX0Jax K coiicTku. lle He 3aBaauiio 3ampolnyBarTu
BUJIATHUX BUKOHABIIIB. 30KpeMa, corpano AuHy HeTpebko, Mero-corpano
AnH XameHOepr, JIipuKo-KoJioparypHe Mero-conpano Jxoiic [iJlonaro,
koHTpatenopoB ®. damxoni, Makca EManyens Yenunya, OIucKyIux CKpH-
naniB AHHe-Codi MyTTep 3 KamepHUM OopkecTpoM, Makcuma Benreposa
Ta 6araro iHIIKX, sIKi POOUIIH iHAWBIAYaJIbHI XyA0KHBO-€CTETHYHI BHECKU
B 3arajibHy nporpamy. JloctatHpo ckazary, mo M. E. UeHund cKOMITOHY-
BaB cBiil koHLepT 3 apiii H. [lopnopa, A. BiBanbai Ta ['ennens Ha Bipiosa-
nuit enoc JI. Apiocto «Hecamosurtuit Opnanno» («Orlando furioso») six
MOHOCITIEKTaKITh, 3 PO3TOBIIIO TIPO Te€POs, Y BIATIOBIAHOMY 0115131 (00COHO-
THH, y BUTBHIN Ol copoulli moBepx OLMX BUIBHUX mTaHiB). DecTuBaib
2018 poxy mocraB My3uyHUM mgapyHkoM JIx. PocciHi, BmaHyBaHHSM
150-pivus Big qHS CMEPTi BETHMKOTO KOMITO3UTOpa. TOMYy KITFOYOBOIO TIO-
JIi€T0 CTajo BUKOHAHHS omepu «lramiiika B Amkupi». Omaak, Y. bapromi
HE TIIA IIITXOM ITOBTOPEHHS 3HalIeHOTo paHinre, Ko « Tpidss—2014»
Tpoumia miJ OMUCKYY0r0 Ha3BOW «Rossinissimo!y». «Jlebimp Ilezapoy,
3a BIy4YHUM BHpa3zoM T. Monbke, HAJIMXHYB XYJOXKHIO KEPIBHHUIIO BiJI-
J3ePKAINTH CTHIIBOBY PO3MAITICTh Yacy HAMPHUKIHII KUTTS KOMIIO3UTOPA.
[lacnuBrM HACTIIKOM CTaJI0 BKJIFOYCHHS JI0 Tporpamu orepu buffa «Jla
[epimone» XK. Oddendaxa, npem’epa sikoi BinOynacs B [lapuxi 6 sxoB-
THS 1868 poKy — Tpoxu OiblIe Micsls A0 CMEPTi TeHiaIbHOTO OMEPHO-
ro maiictpa. CBOEpITHUM «OIIOHEHTOM» ()PaHIy3bKOTO KOPOJIS OIEpPETH
CTaB Tirant orepHoi Mmigonorii Ta HiMenbkoi KynsTypu P. Barnep, ypus-
ku 3 «HiopHOeprebkux MaiicTep3iHrepoB» SIKOTO BUKOHAIW Taki BHIATHI
criaku, ax M. Kaypmaunn i P. Binbscon pasoM 3 JlepKaBHOIO KaIleloko
Bepnina (Die Staatskapelle Berlin) —noctiiitauii opkectp bepnincbkoi nep-
*aBHOI onepu — miJ kepiBHULTBOM . Bapen6oiima. 3a Tpanuiieto My3ud-
Hi CBATKOBI 3aX0/I MICTHII OPKECTPOBi Ta KaMEPHi KOHIEPTH. Mixk THM,
(hecTuBaNBHI MOMIT PO3KPUBAIOTH BIacHUX «KymupiB» Y. bapromi — koM-

135



TTO3UTOPIB, IO TBOPUYOCTI AKHUX CITiBaYKa MOCTIHHO 3BEPTAETHCS. 30KpeMa,
2019 poKy «IIEHTpOM TSKIHHS» 3HOBY CTaB BEIMYHHMMA TeHid [enmens.
Ha mepmmii mommsin, mHimo He moB’si3ye [enmens Ta Poccimi. Ilpore,
HE ciIi 3a0yBaTH, IO iICKPOMETHA OIepHa My3WKa ITATIMIII CTana CBOE-
PITHOIO JaHMHOIO KOHIIEPTHOMY BOKAJIHHOTO CTHIIIO 0apOKOBOI KYJIBTYPH,
MIO3HAYUBIIIH JIBA PI3HUX, aJIe CIIOPITHEHUX TTOJIFOCH B PO3BUTKY OIIEPHOTO
muctenTsa. Yac 3mamy B ysaBieHHIX XX CTOMITTS MPO HETOCSHKHICTh Maii-
CTEPHOCTI CITiBaKiB-KaCTPaTiB MOB’I3aHUM 1 3 MOIIUPEHHSIM KYJIBTYpH CITi-
By KOHTpaTeHOPiB, 1 3aBIsKkH omaHyBaHHIO Y. bapTolni TexHIKM BUKOHAH-
Hs IXHBOTO penepTyapy, SKUH HE TIJIbKH BiJ3HAYCHUH BipTYO3HICTIO, aje
it moTpeOye Benmukoro oOcsry nuxaHHi. DaHTacTU4HA BipTYO3HICTh apiit
Ta aHcamOmiB Poccini, iXHs MacmTaOHICTh, 3aMaMOpPOWINBA MIBUIIKICTh
HE MOCTYNAIOTHCS Y TPYAHOLIAX CLEHIYHUM TBopaM [ eHens, BucyBaioun
CHIBaKiB «KOPOJIIMIY CIICHH, HATAI0YH iM MOXKIIBICTh IPOJEMOHCTPYBAaTH
BJIACHY 1HIOMBINyaJbHICTh, NOCATHYTI BUCOTH MaiicrepHocTi. decTuBaib
2019 poky, Tema sikoro — «HeOecHi romocwy», OyB CIpIMOBaHUH Ha BiApO-
JOKEHHS CJIaBH 3ipkoBUX KacTtpatiB omepHoi cieHn XVII-XVIII cromiTe;
KOHTPAaT€HOPH CbOTOACHHS HEMOB OM 3Marajiics y MaicTepHOCTI 31 CBOi-
MU JaJIeKUMH NIOTIepeJHUKaMu. BinmosinHo 10 1i€l XynoKHbO-eCTETHIHOT
i7el cragmuHy HiMebKO-aHTITIHCHKOTO KOMITO3UTOPA MIPECTaBIISIIA O/THA
3 HAWMOMYJSPHIMIAX OTep «AJBITHHAY, Vv Kiif maptis Pymxepo Oyma Ha-
MUCaHa JUTSI OMHIET i3 3ipOK OMEPHOT0 MUCTENTBA TOTO yacy JkoBanui Ka-
pecrini. CydacHUM HOTO «CYNEPHHKOMY» CTaB BIIOMHNA (GpaHITy3bKHN
koHTpareHop dimimm Xapyccki. Ha #ioro gyMKy, 0COOIMBOCTI TUXaHHS
CHiBaKiB-KacTpariB 3abe3rnedyBano iM HEWMOBIpHY BipTyo3HicTh: «BoHH
MOIVIM BUKOHYBaTH HaJI3BHYAWHO JOBI1 My3W4Hi (pa3y Ha OTHOMY BJIH-
Xy, [Ie CKJIaJallo YaCTHHY MariyHoro mapmy iXHix ToJjociB. AJie iHKOJIH
B IXHIX T0JI0Cax 3By4aJld BiITYKH 0COOMCTOI JIFOACHKOT ipamu. Boxw, iMo-
BIpHO, BiUyBajJH BEJIMKY HECNPAaBEJIMBICTh B TOMY, IO iX MO30aBHIN
¢izuunoi HenoropkaHocti. CriBaTy [JIsk HUX CTAJO CIIOCOOOM BHIKHUTHY2.
Ha >xaib, HEMOXKIIBO B MEXKax T€3 Ha3BaTH BCiX yYaCHHUKIB (eCTHBAIb-
HHUX CBAT, KOXKEH 3 SKHX 3aCIyrOBy€ Ha yBary. ToMy OKpEecIMMO JIHIIE
KJIr04oBi oxii. [lianor 3 6apokoBOI KYJIBETYPOIO OyB MPOMOBXKEHUH KOH-

2 Rabillon, K., Guseva, E. (2019). B 3anbibdypre 3By4at «HeOeCHbIC roiocay. Euronews.
https://ru.euronews.com/culture/2019/06/13/musica-12-salzburg.
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LEPTHUM BUKOHAaHHIM y Felsenreitschule my3nunoi apamu H. Ilopmopa
«ITomicdemo» Ha Midororiuani croxer. Bimomo, M0 iTamiichKuid KOMITO-
3uTOp HammcaB ii s «Onepr IBOPSHCTBA», SIKy OYOJWB, KOHKYPYIOUH
3 KOPOJIIBCHKOIO OTIEPHOIO TPYIIOIO i KepiBHUIITBOM [enpaerns. [Ipem’epa
onepu [lopmopu 1735 poky BimOynacs 3a y4acTi0 3HAMEHHTHX CIIiBaKiB-
KactpatiB Toro dacy — @apinemti i Cenesino. Y 3ambi0yp3i KIOYOBHX
repoiB pemnpe3eHTYBaN YKPaiHCHKUI KOHTPAaTE€HOp, MEI0-COMpaHicT
IOpiii Munenko (Aui), 6ac [TaBno Kymumor (Ilomiemo), KoHTpaTeHOp
M. E. Yenunu (Ymice), conpano FOmist Jlexxnesa (I"anares). He menHm 31a-
YyHIUM SBUIIEM cTaB KoHUepT «Dapineni i Apy3i», B skoMy kpiM bapromi
i JXKapyccki BUCTynanu BHIATHI CIiBaku 0apoKOBOi ONepH: KOJOpaTypHe
Mero-conpano Bisika XXeHo, Meno-conpano AHH XaieHOepr, KOHTpaTe-
Hop Kpucrod [dromo. 3rapyBanHs 0apOKOBOi CKapOHUIN JOMOBHIOBaIA
LIEpKOBHA MY3HKa, aJie i Lboro pa3y 30epiraBcs 0OpaHHUid IPUHIUII CITiBic-
HyBaHHS MHHYJIOTO Ta CHOTOJEHHS, 10 MiATBEpAWIO BUKOHAHHA «Stabat
Mater» [IxoBanni barricra Ileprosnesi ra Apso Ilapra. 3annanoBanuii Ha
ki"enp TpaBHs 2020 poxy ¢ectuBans mix HazBoro «Komip gacy», mpucssi-
YeHWIA 3HaHI{ cIiBadii, iM’s K01 oBissHe JereHgamu, [lomini Biapno, Ha
MIPEBENMKUH JKajlb HE BiIOyBCs yepe3 NaHIeMilo, Xo4a HOoro mporpama, siK
3aBXKIM, MICTHJIA YMMaJI0 My3UYHUX NEPIHH, 0 HaraxyBajH ii OaucKyde
MHCTELTBO.

HaBiTh HamBuaKy mneperopHyTi CTOpiHkH «Tpiiii» pi3HHX POKIB
cBimyarh mpo Te, mo Y. baprom 306epirae He3minHUH iHTEepec Mo Pocciwi,
KOMITO3UTOPA, SIKUH BiZlirpaB 0COOIUBY pOJIb y CTAHOBIEHHI ii mpodeciii-
HO1 Kap’epu. CTae 3p03yMUTAM, YOMY caMe oMy CITiBayka, sSIK XyHdOXKHiH
KEpIBHUK, NMpHUCBATHIIA TpeTiid dectuBanb. ['yuHa HazBa «Rossinissimo!»
HEMOB Om yBiOpana eHepreTuky (eepudHux (GiopuTyp HOro OIUCKYHIHX
apiii i, BoJHOUYAC, IMIMOOKUH Mi€TEeT BUKOHABMII Ta T HEIIPUXOBAHE 3aX0-
TUICHHSI MariqYHOI0 CUJIOK0 MY3HKH iTalliichKoro rexis. Ha kmrant Oypx-
JWBUM BIPTYO3HHUM aHcamOJIsIM MalcTpa, BiJl SKHX «3YMUHSETHCS M-
XaHHS», KOJMHM 0e3MOoCepelHhO CIIOCTEPITacnl CUTyallilo HeoO sSBIEHOTO
CyNEepHHITBA MapTHEPIB MO CLEHi, cllyxayaM B IIi AWBOBMKHI AHI Oymu
3alpONOHOBaHI TPU OMNEpH, JIBI MECH, Bedip apild, BEIMKHUH rajia-KOH-
LepT Ta iH. Bigkpuna My3uuHi cBsiTa yapiBHa «[lomemtomnikay, ska Bce 1me
BCeJsie HaJio Ha uynoBi 3MiHu y xkutti. Tomy B Haus fiir Mozart (ogHa
3 ONEPHO-KOHLEPTHUX CLEH 3anpL0ypra) maHyBaja IiJHECEHAa aTrMocC-
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tdepa. Pexxucep lamiano MikeneTrro, KOTpHA Mae YUMaIWA IOCBIX ITO-
CTaHOB B ONIEPHHUX TeaTpax CBITY, MEpPEHiC 0 Ka3KOBOTO CIOKETY Y CY-
gacHicTh: 0atpko Kimopiamu ta Tiz0e moH Manpidiko € BIacHUKOM Kade,
TOMY, TIOKH HOTO PifHI JOHBKH MPHUKPAIIAIOTh ce0e ab0 «IIIOMIHTYIOTHY,
nacepouirsi AHpKeliHa Ha Tpi3BUchko [lomemromka mpubupae, Mue 1o-
cyn, obciyroBye cectep. Takoro pomy 3MiHH HE MOPYIIHMIIN JIOTIKY PO3-
TOPTaHHS CIOXKETY 1 He Malll Hamip 31uByBaru myoiiky. OnHaK pexucep
MiATOTYBaB JJIsl HEl HEBETUUKUN CIOPIPH3 HANPHKIHIN ONEPHOi BHUCTABH,
KOJIM 3 BEPXHIX KYIIC SK MOAAPYHKH JIsi CECTep MOoYalld CIyCKaTHUCs Lie-
Oepkw, mBadpH, TaHYIPKH 1 Mipiaau MUITBHEX Oyib0atnok. [Tanky peakiiiro
IsIIaviB, CMiX y 3ai1i, OypXJMBi OIUIecKH, aTMoc(epy 3arajibHOl pagocTi
BaXKo mepeaatd. Ha mpoTuBary cBSITKOBil sickpaBocTi «Ilomemtomkmy,
MaHyBaHHIO COJbHO-aHCaMOJIEBUX HOMEpIB, HANHMCAaHUH B TOH e piK
«OTenno» Bpaxkae JpaMaTHYHOIO HANpYroro, TI000BHUMH KOJi3iIMH, BiJl-
CYTHICTIO YHCJICHHUX ONUCKY4MX apiii, TOMiHYBaHHSIM YOJOBIYMX TOJO-
CciB (30KpeMa TEHOPIB), BEIHUKOIO POJUTIO XOpY Ta opkecTpy. Pexxncepcrka
cuiBapyxHicte Morue Jlefizep i Ilarpuc Kapbe mpomnoHyoTh mismadam
CydacHe pillleHHs BiIOMHUX CIO’KETHHX MOTHUBIB, HaJaro4d iM IoO3ada-
comii xapakrtep. llpekpacHmii BuKoHaBChkui ckiag— Jlxon OcOopH
(Otemmo, Terop), Yeuinis bapromi ([le3nemona, conpano), Enrapmo Poxa
(Ponpuro, Tenop), bappi bankc (fro, tenop), [lerep Kanmman (Embmipo,
6ac), Jlimana Hikitsay (Emimis, compaHo) Ta iHIN — IPOAEMOHCTPYBaB
BHCOKHI PiBEHb BOKaJHHOI Ta aKTOPCHKOI MaWCTEPHOCTI, 3aBAAKH SKUM
oriepa po3ropTajach sIK HACHICHA CIOKETHO-EMOIITHUMU TIOAISIMH JIpama,
BTATYIOUM B KOJIO IHTPUT CITyXalbKy ayautopito. be3nocepenne 3iTKHEH-
HSl 3 MHECTEITBOM «BHIIOTO TaTyHKY» pPO3Bito€ Oynb-skuii Mid mpo 3a-
CTHIJIICTh (JOPM OTIEpU MUHYIHMX CTOJIITh, & Cy4acHi OOTH ONMEpHOI CleHH
MOBEPTAIOTH KOJHIIHIO CJIaBy OJHOTO 3 KyMHUPIB MyOJIiKH — HENepeBepIiie-
Horo Poccini. llle ogun onepuuit menesp itamiiig — « CeBiIbCHKUI 1H-
PYJIBHHKY, BIIOYBCA Y TeaTpi MapioHeToK mif 3amuc 1989 poky, e maprito
Po3zinu Bukonysana baproni, a ®@irapo — Jleo Hyyui.

XynoxHiil 3anym ¢ectuBangio OyB cHpsMoBaHMH Ha BceOiuHE PO3-
KpUTTS TajaHTy Poccini. SIKio iM’s1 KOMIO3UTOpa BUKJIMKAE CIIOTaIH PO
ICKpOMETHI pyJiaay HOro ONepHUX IepoiB, TO JyXOBHI TBOPH MEHII 32 BCE
OB’ SI3YIOTHCSI 3 TBOPUOIO CHAIIMHOI0 MUTIS. MiX THM, BiH BigIaB JaHuU-
HY yCTalleHi# TpaauIlii, mogapyBaB My3UYHOMY CBITY KiIbKa JOPOTOI[iHHIX
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HepiuH. «Stabat Matery Bpaxae o€ qHaHHIM IIMOUHU JYMKH, IPEKPACHUX
MEJO/iH, ICTHHHOTO IpaMaTU3My 3 €eMOIIHHICTIO TepeKNBaHb, TOHKOFO JTi-
PUKOIO TTOYYTTIB. [ €Hi ommepHOTO ApaMaTypra HaiaB TPaIrIlii HOBOTO 3BY-
JaHHs, HA0MHM3MB 11 10 cygacHocTi. Comicramu BUCTyuH Mapist Arpecra
(compano), Cons I'amacci (mero-compano), Jloyperc bpaynimi (TeHop),
Epsin Lpott (0ac) y cynpoBozi opkectpy Ta xopy HarionamsHoi aka-
nemii Canra-Yeuinis (Orchestra e Coro dell’Accademia Nazionale di
Santa Cecilia) nin xepiBauiTBoM AHTOHIO [Tanmano. JlonoBHuIa mpo-
rpamy «Libera me» Jx. Bepai (B opuriHanbHii Bepcii), mo Oyna Ha-
nycaHa Jjisl pekBieMy 3 mpuBoxy cMepti Poccini. Ille oqauM napyHkom
HIaHyBaJbHUKaM TBOPUYOCTI 3HAHOTO ITANIHIS CTala pernpe3eHTarisi Horo
«Manenbkoi ypouuctoi mecn» («Petite Messe solennelle»). 1o uporo no-
JaeEMO KOHLIEPTH KoHTpareHopa Ppanko damxkioni Ta AHcamOII0 6apoKo
«l Barocchisti» nin xepiBauutrBoM [liero ®dazomica, J1ipuKO-KOIOpaTyp-
Horo meno-conpano [[xoiic [ilonaro, mianicra [eBina ®@pes. Cysip’s
YYaCHHKIB Taja-KOHIIEPTYy HEOYiKyBaHO IPHUKpacuia 3ipKa 3 JereHaapHol
Tpiiiti TeHopiB npyroi momoBuHE XX cromiTtst — Xoce Kappepac, kotpo-
ro myOJika BIIAHyBajia SIK )KUBY JIET€HAY, CTOSYM, OypHUMH OIJIECKaMHU.
Hacuuenicts (ecTrBanibHOI NpOrpaMu BifJ3epKallOe CIIOBHEHUH KUTTE-
BO1 eHeprii, HeBTpUMHUH TajaHT PocciHi, SKuii 1apyBaB ciryxadam My3HUKY
IUPUX, 3pO3YMITHX KOXKHOMY ITOYYTTIB, & BUKOHABIISIM — MOXKJIUBICTH Mi-
WTH Ha TEPHUCTOMY LIUIAXY MHUCTELTBa 10 BepmnH OniMma.

Adilya Mizitova
PhD in Art Studies, Professor Department of History of Ukrainian and Foreign
Music Kharkiv I. P. Kotlyarevsky National University of Arts
ORCID 0000-0001-7859-0870

«ROSSINISSIMO'» OF CECILIA BARTOLI

Key words: music festival; «The Trinity» of C. Bartoli;
«Rossinissimo!»,; Salzburg, vocal arts.

When we hear something about Salzburg, first of all we think of Mozart.
For the great musician this city was his ancestral home, and, at the same
time, a close cage for his stormy talent. Modern Salzburg seems to seek to
compensate for the diversity of musical art and musical life that its genius
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inhabitant lacked so much. Against the background of the famous Salzburg
Festival, which dates back to 1920, since 1998, music festivities have been
held on the days of the Catholic Trinity under the appropriate name as an
integral part of the summer festival with individual ideas. It was originally
headed by the Austrian businessman and music manager Hans Landesmann.
Later, from 2007, the Trinity Festival was led by Riccardo Muti, who sought
to “revive” the memory of the Neapolitan opera school. Since 2012, its artistic
director has been the world opera star Cecilia Bartoli, who has proposed
her own concept. Her first festival was dedicated to the Egyptian queen
Cleopatra, that is why it was held under the general name “In the Labyrinth
of Eros and Power”. The program consisted of George Fridric Handel’s
opera “Julius Caesar in Egypt”, W. Shakespeare’s tragedy “Anthony and
Cleopatra”, presented on the stage of the State Theatre of Salzburg, a baroque-
style concert in the Great Hall of the Mozarteum with arias and instrumental
works, associated with the image of Cleopatra. A series of programs took
place at the Felsenreitschule, the Summer Riding School, where theatrical
performances and concerts take place in the open air. For fans of classical
music there was a concert performance of the almost rare “Cleopatra” by
J. Massenet, the cantata by H. Berlioz “Death of Cleopatra”. In addition, the
following works were performed at the festival: R. Schumann’s overture
“Julius Caesar” f-moll op. 128, the work by R. Shchedrin, commissioned,
but at that time anonymous, with the participation of A. Netrebko, music by
S. Prokofiev to “Egyptian Nights” and others.

Torecreate the musical atmosphere ofthe festival holidays of the coming
years, we should outline their themes. The “Trinity” in 2013 was held under
the sign of “sacrifice”, so the program included “Norma” by V. Bellini with
C. Bartoli in the leading role; three ballets by 1. Stravinsky — “Les Noces”,
“Le Sacre du Printemps” and “L’Oiseau de Feu” in the reconstruction of
the original choreography of Bronislava Nijinska, Vaclav Nijinsky and
Mikhail Fokin, represented by the St. Petersburg Mariinsky Theatre. “Even
if it may seem like a museum,” — Tomas Molke wrote, — “many ballet
friends probably dream of these works being presented in their original
form and not in the modern perspective of today’s choreographer’?.

3 Molke, T. (2013). Salzburger Pfingstfestspiele 2013. 17.05.2013 20.05.2013. Online
Musik Magazin. http://www.omm.de/veranstaltungen/festspiele2013/SALZBURG-2013-pfin.
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The biblical theme of sacrifice appeared in Niccold Jommelli’s oratorio
“Isacco figura del Redentore” on the libretto by Pietro Metastasio, where
the famous countertenor Franco Fagioli performed the main part; the
evangelical theme —in J. Haydn’s quartet “Die sieben letzten Worte unseres
Erlosers am Kreuze” performed by the Hagen Quartett and Alfred Brendel,
who was reading the text. The organizers of the festival did not miss the
20th century, and offered the audience the Thirteenth Symphony (b-moll,
op. 113) by D. Shostakovich “Babiy Yar” on the poems of E. Evtushenko
and Concerto for the violin with orchestra No.1 “Offertorium” by
S. Gubaidulina. Among the chamber programs the works by J. S. Bach,
W. A. Mozart and L. van Beethoven were announced, which reflected the
motives of the “victim”, performed by the British pianist Andras Schiff.
At the end of the festival “Ein deutsches Requiem” op. 45 by J. Brahms,
under the direction of Daniel Barenboim with soloists C. Bartoli and
German opera singer René Pape, sounded.

Having outlined the variety of the festival events of the first two years of
C. Bartoli’s leadership, let us list the key ideas of the next musical holidays.
The “Trinity-2015” was held under the motto “So I Call on All the Gods”;
the sign of 2016 was a famous couple: Romeo and Juliet; the year of 2017
took listeners to Scotland, to Handel’s thrilling drama “Ariodante”. Already
in the previous season, after the recognition of the concept of the singer,
who also organically joined the classical ballet to the festival holidays,
the contract for leading the festival with her was extended until 2021.
C. Bartoli’s invariable condition was her active participation in the leading
events as a soloist. This did not prevent inviting outstanding performers.
In particular, soprano Anna Netrebko, mezzo-soprano Ann Hallenberg,
lyric-coloratura mezzo-soprano Joyce DiDonato, countertenors F. Fagioli,
Max Emanuel Cencic, brilliant violinists Anne-Sophie Mutter with
a chamber orchestra, Maxim Vengerov, and many others who made
individual artistic and aesthetic contributions to the overall program. Suffice
it to say that M. E. Cencic arranged his concert of the arias by N. Porpora,
A. Vivaldi and Handel on the poetic epic by L. Ariosto “Orlando furioso”
as a one-man show, with a story about the hero, in appropriate clothing
(barefoot, in a white loose shirt over white loose pants). The 2018 festival
was a musical gift of G. Rossini, celebrating the 150th anniversary of the
great composer’s death. Therefore, the key event was the performance of
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the opera “L ltaliana in Algeri”. However, C. Bartoli did not follow the path
found earlier, when the “Trinity-2014” was held under the brilliant name
“Rossinissimo!”. The “Swan of Pesaro”, in the apt expression of T. Molke,
inspired the artistic director to reflect the stylistic diversity of the time at
the end of the composer’s life. The happy consequence was the inclusion
into the program of J. Offenbach’s opera buffa “La Périchole”, which
had premiered in Paris on October 6, 1868, just over a month before the
genius opera master’s death. A kind of an “opponent” of the French king of
operetta was the giant of opera mythology and German culture R. Wagner,
whose excerpts from “Nuremberg Meistersingers” were performed by
such prominent singers as J. Kaufmann and R. Villazon together with the
Berlin State Chapel (Die Staatskapelle Berlin) — permanent orchestra of the
Berlin State Opera — under the direction of D. Barenboim. Traditionally,
musical festivities included orchestral and chamber concerts. Meanwhile,
the festival events reveal C. Bartoli’s own “idols” — composers, to whose
creative work the singer constantly turns. In particular, in 2019, the
majestic genius of Handel became the “centre of gravity” again. At first
glance, nothing connects Handel and Rossini. However, we should not
forget that the sparkling opera music of the Italian became a kind of
tribute to the concert vocal style of Baroque culture, marking two different
but related poles in the development of opera art. The turning point in
the 20th-century notions of the unattainability of the mastery of singers-
castratos is associated with the spread of countertenor singing culture and
with C. Bartoli’s mastering the technique of performing their repertoire,
which is not only virtuosic but also requires a great deal of breathing.
The fantastic virtuosity of Rossini’s arias and ensembles, their scale and
dizzying speed are not inferior to Handel’s stage works, making the singers
the “kings” of the stage, giving them the opportunity to demonstrate their
own individuality, the height of mastery reached. The festival of 2019, the
theme of which is “Heavenly Voices”, was aimed at reviving the glory of
famous castratos of the opera stage of the 17th and 18th centuries; today’s
countertenors seem to be competing in skill with their distant predecessors.
According to this artistic and aesthetic idea, the legacy of the German-
English composer was one of the most popular operas “Alcina”, in which
the part of Ruggiero was written for one of the stars of opera art of that time
Giovanni Carestini. The famous French countertenor Philippe Jaroussky
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became his modern “rival”. According to him, the peculiarities of the
singers-castratos’ breathing provided them with incredible virtuosity:
“They could perform extremely long musical phrases in one breath, which
was part of the magical charm of their voices. But sometimes there were
echoes of personal human drama in their voices. They probably felt a great
injustice in being deprived of their physical integrity. Singing has become
a way for them to survive™*. Unfortunately, it is impossible to name all the
participants of the festival holidays here; each of them deserves attention.
Therefore, we shall outline only the key events. The dialogue with Baroque
culture was continued by a concert performance at the Felsenreitschule of
N. Porpora’s musical drama “Polifemo” on a mythological plot. It is known
that the Italian composer wrote it for the “Opera of the Nobility”, which
he headed, competing with the royal opera troupe under the direction of
Handel. The Porpora opera premiered in 1735 with the participation of
famous singers-castratos of the time, Farinelli and Senesino. In Salzburg,
the key characters were represented by Ukrainian countertenor, mezzo-
soprano Yuriy Mynenko (Achi), bass Pavlo Kudimov (Polifemo), and
countertenor M. E. Cencic (Ulisse), soprano Julia Lezhneva (Galatea).
No less significant was the concert “Farinelli & Friends”, in which in
addition to Bartoli and Jaroussky the prominent singers of Baroque opera
performed: coloratura mezzo-soprano Vivica Genaux, mezzo-soprano
Ann Hallenberg, and countertenor Christophe Dumaux. The mention of
the Baroque treasury was complemented by church music, but this time
the chosen principle of coexistence of past and present was preserved,
which was confirmed by the performance of “Stabat Mater” by Giovanni
Battista Pergolesi and Arvo Pért. Scheduled for the end of May 2020, the
festival called “Colour of Time”, dedicated to the famous singer, whose
name is shrouded in legend, Pauline Viardot, unfortunately did not take
place because of the pandemic, although its program, as always, contained
many musical gems, reminiscent of her brilliant art.

Even the hastily turned pages of the “Trinity” of different years show
that C. Bartoli keeps constant interest in Rossini, a composer who played
a special role in shaping her professional career. It becomes clear why the

4 Rabillon, K., Guseva, E. (2019). “Heavenly voices” sound in Salzburg. Euronews.
https://ru.euronews.com/culture/2019/06/13/musica-12-salzburg.
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singer dedicated the third festival to him as an artistic director. The famous
name “Rossinissimo!” seems to absorb the energy of the enchanting grace-
notes of his brilliant arias and, at the same time, the deep piety of the
singer and her undisguised admiration for the magical power of the music
of the Italian genius. Like the stormy virtuoso ensembles of the master,
from which “breathing stops” when you directly observe the situation of
undeclared rivalry of the partners on stage, during these wonderful days
the listeners were offered three operas, two Masses, an evening of arias,
a big gala concert, etc. The music festival was opened by the charming
“La Cenerentola”, which still inspires hope for wonderful changes in life.
Therefore, the Haus fiir Mozart (one of the opera and concert stages of
Salzburg) had a sublime atmosphere. Director Damiano Michieletto, who
has extensive experience in productions around the world, has moved
the action of a fairy tale to the present: the father of Clorinda and Tisbe,
Don Magnifico, owns a cafe, so while his own daughters tend to themselves
or go shopping, his step-daughter Angelina, nick-named Cinderella, cleans,
washes dishes, serves her sisters. Such changes did not violate the logic of
the plot and did not intend to surprise the audience. However, the director
prepared a small surprise for it at the end of the opera, when buckets,
mops, rags and a myriad of soap bubbles began to descend from the upper
backstage as gifts for the sisters. The passionate reaction of the audience,
laughter in the hall, loud applause, and the atmosphere of general joy are
difficult to convey. In contrast to the festive brightness of “La Cenerentola”
and the dominance of solo ensemble numbers, written in the same year,
“Otello” impresses with dramatic tension, love collisions, lack of numerous
brilliant arias, the dominance of male voices (in particular, tenors), the great
role of choir and orchestra. The directorial community of Moshe Leiser
and Patrice Caurier offer viewers a modern solution to well-known plot
motives, giving them a timeless character. Excellent line-up — John Osborn
(Otello, tenor), Cecilia Bartoli (Desdemona, soprano), Edgardo Rocha
(Rodrigo, tenor), Barry Banks (Iago, tenor), Peter Kalman (Elmiro, bass),
Liliana Nikiteanu (Emilia, soprano) and others — demonstrated a high level
of vocal and acting skills, owing to which the opera unfolded as a drama
full of plot-emotional events, drawing the audience into a circle of intrigue.
A direct encounter with the art of the “highest grade” dispels any myth
about the rigidity of opera forms of the past centuries, and the modern gods
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of the opera scene return the former glory of one of the idols of the public —
the unsurpassed Rossini. Another masterpiece of the Italian, “// barbiere di
Siviglia”, was staged at the Puppet Theatre on the recording of 1989, where
Rosina’s part was performed by Bartoli and Figaro — by Leo Nucci.

The artistic idea of the festival was aimed at a comprehensive revealing
of Rossini’s talent. If the name of the composer evokes memories of the
sparkling roulades of his opera characters, then the spiritual works are least
associated with the creative legacy of the artist. Meanwhile, he paid tribute
to the established tradition, and gave the music world a few expensive
pearls. “Stabat Mater” impresses with a combination of depth of thought,
beautiful melodies, true drama with emotional experiences, subtle lyrics
of feelings. The genius of the opera playwright gave a new sound to the
tradition, brought it closer to modernity. The soloists were Maria Agresta
(soprano), Sonia Ganassi (mezzo-soprano), Lawrence Brownlee (tenor),
Erwin Schrott (bass) accompanied by the orchestra and choir of the National
Academy of Santa Cecilia (Orchestra e Coro dell’Accademia Nazionale di
Santa Cecilia) under the direction of Antonio Pappano.

The program was complemented by “Libera me” by G. Verdi (in
the original version), which was written for the requiem for the death of
Rossini. Another gift for fans of the famous Italian’s creative work was the
representation of his “Petite Messe solennelle”. To this we add the concerts
of countertenor Franco Fagioli and the Baroque Ensemble “I Barocchisti”
under the direction of Diego Fasolis, lyric-coloratura mezzo-soprano
Joyce DiDonato, pianist David Fray. The constellation of the gala concert
participants was unexpectedly decorated by the star of the legendary trio
of tenors of the second half of the 20th century — Jose Carreras, who was
honoured by the audience as a living legend by their standing up and
applauding loudly. The richness of the festival program reflects Rossini’s
irresistible talent full of vital energy, which gave the listeners music of
sincere, understandable feelings, and the performers — the opportunity to
walk on the thorny path of art to the top of Olympus.
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HA MEXI, ABO IITHHICHI ITOJIIOCH BAJIETHOI'O KAHPY

Cepenr MHOXXHUHHOCTI 1HCTPYMEHTIB aHAJITHIHOTO OCMHCIICHHS CY-
JacHOI MY3WYHOI TPAKTHUKH aKCIOJMOTIYHHH IMiIXiA MOXE PO3IIISIaTHCS
OTHUM 3 HAHOUTBII Ai€BUX Ta 3aTpeOyBaHHMX. «AKCIOJIOTIUHHHN ITHUCKYpPC
JTO3BOJISIE HAM 3POOUTH TaKWi TMOCIIIOBHUNA BHCHOBOK, KU OW OXOTIMB
CYTHICTH SIBHIIIA B YHIKaJIbHII CUTYaIIil CyTO JIOCHKOTO CIIOCO0Y iICHYBaH-
HA <...>» [3]. Po3BuBaroun AyMKy aBTOpa, 3ayBaKUMO, 1[0 Y MY3UYHO-
TBOPUil NMPaKTHII cumyayiro MOXKHA PO3MIISJIATH KaTeropielo MOCTIHHOIO,
Oy/Iy4¥ OB’ SI3aHOIO 3 1HIUBIIyaIbHOI TBOPUOKO BOJICKO BUKOHABIIS, KOM-
MO3UTOPA, ciyxada. 3MiHA CTUJIBOBUX MAPaJUrM BIUIMBAE 1 HA caMe SBU-
1ie, 3MYLIYIOYH HOro 3MIHIOBAaTHCS MiJ BIUIMBOM 4acy Ta iHIIUX IiHHIC-
HUX OpIEHTHUPIB. AJle HE3Ba)KaIOUH Ha «LIHHICHI TOMIANKN» 3aJIMIIAETHCS
«AOpO», IO JO3BOJISIE B YMOBaX HECKIHUGHHHX 3MiH 30€perTH MaTpPHULIO
XKaHpy, Horo koa. Byayun HeBia €MHOIO CKIaJOBOIO MY3HKO3HABUOTO JI0-
CBiJly, aKCIOJIOTIYHUHI MiAXiA y ASSIKUX BUIAJKaX HAHOUIBII TOYHO 31aT-
HUI PO3KPUTH CYTHICTh SBUINA, HATIPUKIIA]], Y BUMIAJIKAX 13 PEKUCEPCHKH-
MU iHTeprpeTarismMu OaneTHoi kiacuku. [lpuBomom ams po3mymiB cra-
na HemjoxaBHs mpem epa Oanety C. Ilpokod’eBa «Pomeo i JxymberTan
B My3uuHo-apamarnyHomy teatpi imeni K. CramicmaBcekoro i Hemm-
poBuya-/laHdeHKo, 10 BUKJIMKAJIA MUPOKUN PE30HAHC Yy TeaTpajbHOMY
cepenoBurti. [loctanoBauku: pexucep Kocrsatua boromosnor i Moio-
muit xopeorpad-medotanT Makcum CeBarid. [locTaBUBIIN CBOEIO Me-
TOI0 «IIPUBHECTH HOBY JIpaMaTypTil0 y BIIHOCHHH TEPCOHAXKIBY, «3HITH
3 CIOKETY ... “3aMHJIEHICTH”», aBTOPH JOCATIH CBO€i METH, CTBOPHUBIIH
CTIEKTaKJIb, SIKMI 0JIpa3y MOTPATHB Y PO3PSII «CKaHJAIbHO-PE30HAHCHHUX).
He Bnarouuch 10 moapoOuIlh i€l €KCIEHTPUYHOI MOCTaHOBKHU (T KpUTHY-
HUHM ONJIAJ MICTUTHCS y HU3MI cTareH [4, 5]), BKakeMo JMile, 110 BOHA
JIEMOHCTPY€E TPUKIIA]] a0COMIOTHOTO MEPENISly BCIX CKJIAJOBHX IIUTICHOT
JpaMaTyprii 0aJIeTHOTO OPUTIHANY: JiMmepamypHO-ClodcemHol OCHOBH (KO-
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JKeH Tepol MIEKCHiPiBCHKOTO CIOKETY HaJICHWH HOBOIO Oiorpadi€ro, mo
pyHHY€ 3BUYHI ISl OpUTIHAITY TPUYNHHO-HACIIAKOBI CMHUCIIOBI 3B’ SI3KH);
xopeoecpagiunoi (OpUTIHAIbHA TAHITIOBAJIbHA MMAPTUTYpPa, CKICKTHIHA 32
HAIMTOBHEHHSIM); MY3uyHol (TIepensia chOpMOBaHOT KOMITO3UTOPOM CHCTE-
MU MY3U4YHO-TEMaTUYHUX, JEHTMOTUBHUX 3B’A3KiB BHACIIAOK PyHHYBaH-
HS TIOYaTKOBO{ CIO’KETHOI JIOTiKM). AJle TUCKYCIHHUM BOAUa€eThCSI HE CTiTb-
K caM (aKT mepepoOKH My3WYHO-XOpeorpadiqHOTO OpUTIHANY: BibHE
«repedopMaryBaHHS» KITACUYHUX 3pa3KiB — CIpaBa 3BUYHA JUIS OaJIeTHOT
NPaKTHUKH OCTaHHIX JECATHIITH, 1 6aneT C. [Ipokod’eBa — oauH 3 migepis
cepes IHTepHpeTOBaHUX 3paskiB (Hampukian, Bepcii Amxenena [Ipens-
xokaxa, Pany [okimitapy, Mersto bopHa). [IutaHus mocrae y cTymneHi Ta
[IMOMHI BTOPTHEHHS B aBTOPCHKUI OpHTiHAJ, MIO aKTyalli3ye TUCKYCilo
PO «LIHHICHI MOJIOCH», 3HAYEHHS! KOHTEKCTY, CLEHIYHOI MpaBay, CIIpaB-
YKHOCTI MUCTELTBA TOLIO.

Pexxucepcrpka myMKka BibHA 3aiTH KyAH 3aBIOJHO — nepepoOka Cro-
KETy, 3MIIIEHHS CMHUCIIOBHUX aKIEHTIB, nepedopMaTryBaHHA MYy3HYHOI Ta
xopeorpadiuHoi mapTUTYp, 3MiHa CaMOT0 BHUIVISILY 3BYYaHHsS MY3UYHOTO
TEKCTy. Ajie Oyab-IKMH €KCHEPHUMEHT 3AaTHUH MPOCTAraTUCs A0 NEeBHOT
MEXI, 3a SIKOIO POLIeC OHOBJICHHS! HEMHUHYY€E IIEPEXOUTh Y CTaAil0 po3Ia-
ny. Jle moxxe Oytu st rpans? Lllo Moxke BUCTYTaTh 00 ‘ekmugHum KpuTEpi-
€M OITIHKH JKUTTE3ATHOCTI 3aIIPOITOHOBAHO1 PEKICEPOM KOHIICTIIIi1, OKPIM
CyO>EKTHBHUX YCTaHOBOK camoro Mutna? Ilopsa 3 KpUTHKOIO cydacHOT
xopeorpadii momo YHUKHEHHS HEIO BIATIOBIMATBHOCTI 3a XyHOXKHIN pe-
3yIIBTaT, HEPIAKOIO 3aMiHOIO KOHIIETIIii aOCTPaKTHICTIO Ta TAPOMIHHICTIO,
HE3/IaTHICTIO 1HIIIIOBaTH OPUTIHANBHI i€l Ta BUpa3Hi 3acO0M AJIsT BHpa-
JKEHHS CBOET MO3UIIIT 10 cydacHoi mpobaemaruki [1], caig momatu i «po3-
MUTTS» XKaHPOBOi Marpuii. EkcriepuMeHTH, B Iyci 3rajlaHol IIOCTaHOBKH,
HE TaK OHOBIIOIOTh, K «IIPOBATIOIOTHY XKAaHP y HaJpa MUHYJIOTO, IIOBEpP-
Tarouu Oaner 10 ioro paHHix ¢popm mpuaBopHoi BuctaBu XVI-XVII cro-
JiTh, EKIEKTUYHOI MO CyTi, Ae Oyna BiJCYTHS JIOTiKa LiIEeCIPIMOBAHOTO
PO3BHTKY OnHi€l i71e1 uepe3 B3aeMOJIiI0 BCix ApaMaryprii. Tum camum Hi-
BEJIOETHCS HE JIUILE 3HAYUMICTh iICTOPUYHUX MPOLECIB y KiJIbKa CTOMNITh
13 JOCATHEHHSI 30aTHOCTI 0aJETHOTO JKaHPy BTUTIOBATH NPUHIIMIHI IPaMH,
arne i poObuTH e CyTO My3WYHHUMH Ta XOopeorpadiuyHUMH BUPA3HUMH 3a-
cobamu, 0e3 J0maTKOBOI JOIIOMOTH CJIOBa 4d BoKaily. He 3amepeuyroun
Ba)XJIMBOCTI BCiX CIIEHIYHUX (POPM, IO YTBOPIOIOTH «TCHETHYHY I1aM’SITb»
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JKaHPy, BCE JK TaKU BKaKEMO Ha MiATBEPKEHY MPAKTHKOI XX CTONITTA
IIHHICTD 30epeKeHH KIACHYHOI Xopeorpadii sk OCHOBH TaHITIOBAJILHOT
MOBH BHCTaBH, Uepe3 3MaTHICTh YHCTOI Xopeorpadii Ta abCoNMOTHOI My3H1-
KM B3a€EMOJISITH Ha PIBHUX.

Sk mpUKIa peKUCEPCHKOTO PillIeHHs, M0 3aCIYTOBYE Ha yBary, MOX-
Ha HaBecTH «Pomeo i JKYIRETTY» B MMOCTAHOBII aHTTIIHCHEKOTO XOpeorpa-
¢a Metsto bopna (2019). ITopsia 3 HOBHM TPaKTyBaHHSM BiJJOMOTO CIOXKe-
Ty (nist BinOyBa€eThcs B iHCTUTYTI BepoHu — 3aKpHTili BUNIPaBHiN yCTaHOBI
JUIsl FOHAKIB Ta J[iBYaT), XapaKTePHUM JJIsl aBTOpa TAHIIOBAaJbHUM pillleH-
HSIM, IO MOETHYE Pi3HI CTWII, MiANOPSAKYBaHHSIM MpOKo(d’ €BChKOI map-
TUTYPH 3aBIaHHSIM OPHUTiHAIBHOI OaneTMelcTepCchKol KOHIICTIi1, ipOHi€lo,
MIPOBOKATHBHICTIO, I[ei CIEKTaKIb CHPUIMAETHCA Y CMHUCIOBOMY MO
LIEKCITIPiBCHKOI POOIEMATHKH, 3aIMIIAI0UHNCE caMe OaneTom, Ae TOJIoB-
HOIO PYLIIHOIO CHIIOI0 BUCTYNAIOTh My3HKa i Xopeorpadisi, 1110 nepexpu-
BaIOTh CHJIOIO CBOTO XY/IO’KHBOTO BIUIMBY €MaTaK 1HIINX 3ac00iB.
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ON THE EDGE: VALUE POLES OF THE BALLET GENRE

The axiological approach can be considered as one of the most effective
and demanded among many tools for analytical comprehension of modern
musical practice. “Axiological discourse allows us to draw a consistent
conclusion that will capture the essence of the phenomenon in the unique
situation of a purely human way of existence <...>”. In musical and
creative practice, the situation can be considered a constant category, which
is associated with the individual creative will of the performer, composer,
listener. A change in style paradigms affects the phenomenon itself, forcing
it to change under the influence of time and other value orientations.
But despite the “teeterboard of significant”, the “core” remains. It allows
in the conditions of endless changes to preserve the matrix of the genre,
its code. The axiological approach is an integral part of musicological
experience and in some cases is most accurately able to reveal the essence
of the phenomenon, for example, in cases with director’s interpretations of
ballet classics.

Reflections arose thanks to the recent premiere of the ballet “Romeo
and Juliet” by S.Prokofiev at The Stanislavski and Nemirovich-
Danchenko Moscow Academic Music Theatre, which caused a wide
resonance in the theatrical environment. Director Konstantin Bogomolov
and young debut choreographer Maxim Sevagin became producers. They
set a goal “fo bring new drama into the relationship of the characters”, “to
remove the obscurity of the plot”, and created a “scandalous and resonant”
performance. Itis not necessary to go into the details of this eccentric setting,
its critical review is contained in the articles. We will only point out that this
demonstrates an absolute revision of all integral dramaturgy components
of the ballet original: /iterary plot basis (each character of Shakespeare’s
plot is endowed with a new biography, destroying the existing cause-and-
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effect semantic connections); choreographic (original dance score, eclectic
in content); musical (revision of the formed composer’s system of musical-
thematic, leitmotiv connections due to the destruction of the original plot
logic). But it is not so much the revision of the musical and choreographic
original that is seen as controversial. Broad “reformatting” of classical
samples is a common thing for ballet practice in recent decades, and
ballet by S. Prokofiev is one of the leaders among interpreted pieces (for
example, versions of Angelin Preljocaj, Matthew Bourne, Radu Poklitaru).
The question lies in the degree and depth of the intrusion into the author’s
original, which actualizes the discussion about the “value poles”, the
meaning of context, stage truth, the authenticity of art, etc.

The director’s thought can go anywhere. This is a reworking of the plot,
a shift in semantic accents, a reformatting of musical and choreographic
scores, a change in the very appearance of the musical text sound. But any
experiment can extend to a certain point, beyond which the process of
renewal inevitably passes into the stage of disintegration. Where can this
border be located? What can serve as an objective criterion for assessing
the viability of the concept proposed by the director, except for the
subjective attitudes of the artist himself? Criticism of modern choreography
regarding its avoidance of responsibility for the artistic result, the frequent
substitution of abstractness and parody, inability to initiate original ideas
and expressive means to indicate its position on contemporary issues can
be supplemented by the “blurring” of the genre matrix. Experiments in the
spirit of the aforementioned performance do not so much update as lower
the genre into the depths of the past. This brings the ballet back to its early
forms of the court performance of the 16th and 17th centuries, eclectic in
essence, in which there was no logic of purposeful development of one idea
through the interaction of dramaturgy differences. Thus, the significance of
historical processes in several centuries is leveled. This is the ability of
the ballet genre not only to embody the principles of drama, but also to do
it with purely musical and choreographic expressive means, without the
additional help of words or vocals. There is no denying the importance of
all the stage forms that make up the genre’s “genetic memory”. But at the
same time, let us point out the value of preserving classical choreography
as the basis of the dance language of the performance, thanks to the
interaction of pure choreography and absolute music on equal terms.
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An example of a director’s decision that deserves attention is “Romeo
and Juliet” staged by an English choreographer Matthew Bourne (2019).
Here we can find a new interpretation of the famous plot (the action takes
place at the Institute of Verona — a closed correctional institution for boys
and girls), a typical author’s dance solution, which combines different
styles, subordination of S. Prokofiev’s score to the tasks of the original
choreographer’s concept, irony, provocativeness. But this performance is
perceived in the semantic field of Shakespeare’s problems and remains
precisely a ballet in which music and choreography act as the main driving
force and overlap the shocking of other means with the power of their
artistic influence.

epoac Mapuna Onexciiena
3a8i0y8aUKa HABYATLHOI 1AO0PAMOpIEI Kaghedpu icmopii yKpaiHcoKoi
ma 3apyo6isxcuoi myzuxu XHYM imeni 1. I1. Komaspescokozo
e-mail: maderbas9@gmail.com
ORCID 0000-0001-5838-8253

«MICTEPII TAHIOPW» — XAPKIBCbKHWM IIAJIOT 3 BATHEPOM

KuarouoBi ciioBa: 6arem na myzuxy Baenepa; migh npo Ilanoopy; dia-
7102 3 OUPUSEHMOM,; KOMNIAAYIAL.

MabyTp anst OLIBIIOCTI JrOAel choromHi B YKpaiHi (i HE TLTBKH)
Baruep acomiroetscst 3 adbpesiaryporo UBK i B maniii koHotarii «YBK
Baruepay mu moaerHo ayemo 3i 3MI iM’s1 BETHKOTO HIMEITLKOTO KOMITO3H-
Topa, onepHoro pedopmaropa XIX cromitra. Yomy Tak BHHAIILIO, — HE Oe-
pemMocs po3MipKOBYBATH B Iii AOMOBiAil. Mo)kHa JIMIIIe MPHUITYCTHTH, IO
«ITomnit Banbkipiii», sikuit BukopucraB @pencic Konmona B « Anokamircici
CBOTOJHI» B SIKOCTI CYHpPOBOJY €Ii30/y aBialiifHoro 6omOapayBaHHS Ha
B’ €THAMCEKIH BiliHI, 3a11aM’aTaBcs 0araThoM IIIsIadaM.

Omnepni My3uuHi TBopu Pixapma Barnepa — Taki sickpaBi, eekTHi,
3 MPUTOTHHULIEKAMH CIOKETaMH, Maii’ke He BUKOHYIOTHCSI B HAILIUX OIEp-
HUX TeaTpax. Pa3oM 3 THM, ifei OO MOCTaHOBKM MY3HYHOI ApaMu
Barnepa mocTiifHO 0OroBOpIOIOTHCA B TOMY UM 1HIIOMY IIPOBIAHOMY Tea-
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Tpi Ykpainu. I 3po3ymino gomy. bes tBopie P. Barnepa penepryap tearpy
Oararo BTpavae.

B XapkiBcrkoMy ormrepHOMY Tearpi Cxig-omepa Tex ITaBHO € OakaHH
MMO3HAWOMUTH IHPOKY ITyOImiKy 3 My3ukoio Pixapma Baruepa, ane po6ora
HaJl My3UYHUMH JIpaMaMy KOMIIO3UTOPA — € «BEJIMKa U Hellerka pajiicTh
(C. Kpymensaunpka). Lls cnpaBa xomrToBHa 1 moTpebye Oararo mpar,
TaKOX IMOTPiOHI «BarHEpiBChKI roocu». Toxk, «SIKII0 HE ONEpHHIA JKaHp,
To Oaner», MabyTh TaK BHPIIIWIO XyJOXKHE KepiBHHITBO CXim-omepa
B 2019 poui. Tenep mMoxkHa cka3atu, mo Oaner «Micrepii [lanmopu» Ha
My3uKky P. BarHepa ctaB cBOepiiHOIO BiXOI0 y BCEYKpaiHCHKill BarHepiB-
CBbKili XBHJI, IKY MH CIIOCTEpiraiu B octaHHi poku. B Omecbkomy omep-
HOMY Tearpi BigOynocs KoHLepTHe BUKoHaHHs «Tanreizepay (2017) 1 mo-
cranero omepy «Jloenrpin» (2019) y ¢opmari semi-stage. IIpem’epa
«Jloenrpiny» (2019), sxy Ha3Bamu «YKpaiHCHKH NPOpHB» MNpoHILIa
y JIbBiBCHKiii omepi, a B HarioHanbHiH onepi YkpaiHu BUKOHAJIH KOHLIEPT-
Hy Bepcito « Tpucrana i [3ompam» (2021).

Mysuka Barnepa Takoxx Haauxae OajieTMEHCTEpiB BCHOTO CBITY Ha
CTBOpEHHsI XopeorpadiuHux omyciB. TpaaumiiiHa NpakTUKa CTBOPEHHS
OaseTiB Ha BiJIOMI JIiTEpaTypHI TBOPH OPTaHIYHO PO3IIOBCIOAWIACA W Ha
OTIepHI MapTUTYPH, KOMITUIAIII0 OKPEMUX HOMEPIB MY3HKH Pi3HHX KOM-
mo3uTopiB. Y Oaneri «3ameTinb» (baBapcbka omepa, xopeorpadis AH-
npist KalimaHOBCHKOTO) MY3HKY IO BUCTaBU CTBOPUB 0aBapCHLKHUI KOMIIO-
surop Jlopenn Hanrens. HamaBmm iit puTMmidHi ma, BiH KOMOIHY€ KHBHHA
OpKeCTp 13 3alicaMu, a KJIACHYHI JEUTMOTHBH 3 MY3UKOIO, SIKa 3BYYHTh,
SIK CAyHITPEK J0 TPHUIIEDY.

Banerna BucraBa «Micrepii [lanmopw», sSiKy aBTOpH IO3HAYMIH
K OaJIeT-MPOPOLITBO, CTBOPEHA 3a CIICHiaJbHO HAIUCAHUM OPHUTiHAJb-
HUM Ji0peTo i cTanma aOCONIOTHO HOBUM, EKCKIIO3MBHUM TeaTpalbHUM
OPOIYKTOM.

o mocranoBo4HOi rpymm ysiimuum. JMutpo Mopo3oB — aupu-
TeHT-TIOCTaHOBHUK; AHTOHiHA PanieBcbka —xopeorpad-nocTaHOBHUK i aB-
Top Nibpero (OaneT cTas 1i mocTaHOBOYHUM J1e0r0TOM ); Onekcanp Jlamin —
XyAOKHHUK-TIOCTaHOBHUK; [1aBno bariHcbkuii — aBTOp My3U4HOI KOMIIO3H-
uii, mupurent; Japuna [lymaHkiHa — aBTOp BiZIGOKOHTEHTY.

B ocHoBy mibpero moknaneno mid mpo ITarmopy. [is BinOyBaeTbes
y IBOX Pi3HHX Yacax: aHTUYHOCTI (B mpoo3i 6amery Ha Omimini 3eBc 3a
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nmoriomororo I'edecty cTBOproe HiBUMHY-KpacyHIO H JOPOTOIIHHY CKPHHbB-
Ky) 1 B Hami gHi. L{e icTopist mpupevYeHoro pOMaHTHIHOTO KOXaHHS IITY9IHO
cTBOpeHoi borom 3eBcom [anopu i 3BugaitHOl moguaY (AkTopa Enbica)
B YacH IPOTUCTOSHHS JIIOACTBA 3 KaTakjizMaMH 1 HemacTaMu. [lannopa
noriomarae iepedopoTH Bei HanacTi. J{o pedi, moxiOHa (abyna TinbKu B iH-
OMY KOHTEKCTI IOKJIaJieHa B OCHOBY KyJIbTOBOTO (inbMy JItoka beccona
«I’atuit enemeHT».

Mys3uka HOBOTO OajeTy CKIAJaeTbes 3 28 OKpeMHX HOMEpIB, a KO-
KEH HoMep — 1ie ()parMeHT i3 TBOpiB Barnepa, onepHuX i CUMQOHIYHUX.
CiM pa3iB 3ByunTh My3uKa 3 «Ilapcidans, 4 pasu — 3 «Jletrouoro roimanm-
sy, Mo 2 pasu — 3 omnep «3abopoHa KoxaHHs», « Tanreiizepa», « Tpucran
i [3ompaar, «3irdpiny» i «3omoto Peiiny», a Takox 3 yBepTiopu «Dayct»
Ta Ypouucroro mapury Ha yectb 100-piuust Amepuku. OxpeMuii Homep
[a-ne-katp moctasneno Ha My3uky Cumdonii Barnepa C Dur i Homep
«Opris» — Ha yBepTiopy «Xpuctodop Komymb». Yei yactunu mMaiictepHo
00’eHaHi yepes pi3Hi npuidomu: Qepmary, naysy abo atacca. Y mporeci
CTBOPEHHSI HapTUTYPH, SK MPaBHIO, BUKOPHCTOBYBAIMCS TIUIBKH OpKe-
cTpoBi (hparmeHTH 3 omep (mpemtonii, BCTymu). 3a BUHIATKOM «Tpucrana
i [301pIM», OCKIMTBKM B TapTUTYypy OajeTy BKJIIOUWINA CIEHY CMEpTi
[30mp111 3 OTIEpH, TPHOpPABIIN BOKAJIBHY MAPTIIO.

TonanpHOCTI 30€epiraaucs iMEHTHIHIMHE 3 OPUTIHAIAMH, a MOIYJISIII1
MOTJIM BiIOyBaTHCS CTPIMKO, Yepe3 OIHY HOTY, 1IHOI dYepe3 «IepeOnuBKY»
nuTaBpamu. Skmo xopeorpad HamojsATana, Mo i MoTpiOeH TOXaTKOBUI
aKopJ B KaJleHIIil, To akopy nomnucyBaiu. [llupoko 3acTocoByBasmcs Ky-
MIOPH, PENpU3U 1 B OKPEMHX BHIAJKax JOMHCYBanacs KajaeHIis. TeMnu
o0upaucs B 3aJIC)KHOCTI BiJl PO3yMIHHS JUPUTECHTA Ta BiJ ACIKHUX TEX-
HIYHUX BHMOT Xopeorpada. YonoBiumii TaHEelb 3 BUCOKUMH CTPHOKaMH
Ha MY3UKY XOpY HOPBE3bKHX MaTpoCiB i3 «JIeTIo4oro romanis» noTpe-
OyBaB YIMOBUJIbHEHHS TEMITY, 1 AUPUTEHT MPUTPUMAB OPKECTp, LIO0H IiJI-
KPECIUTH aHCAMOJIb.

LixaBo Oynmo mi3HATHCS BiJ AMPHUTEHTA-MIOCTaHOBHUKA [ImuTpa Mo-
pO30Ba JesiKi IeTalli MpoLecy CTBOPEHH MY3UYHOI MapTUTYpH OaneTy.

«$1 3HaxoOMB B iHTEPHETI MAPTUTYPH 1 TOJOCHU (LIO Iy’Ke BAXKIIHBO),
ToAl MM 30upanucs Bci (IOCTaHOBOYHA IPyMa) i CIyxXaid Ui (parMeHTH.
OOMiH fyMKamMH IPOJOBXKYBaBCS JOCUTH IOBIO i 1ikaBo. OAMH 4yB B MY-
3WIIi OAHI 00pa3w, IHIIKH J0xaBaB BiacHi MouyTTs. Bee kopuryBana Hain
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xopeorpad, sika BidyBasia MIBUIKICTb PYXiB i MOXJIMBOCTI JJIsl CTPUOKIB,
K (My3HKY) TIEpEBECTH B IIACTUKY. Tak MU CHALIN 6araTo NecsTKiB pa3iB.
Mu o6panu Halikparli HoMepu», — KoMeHTyBaB JImutpo Mopo3os. Ha 3a-
KHUJIH, 1110 BiH i/1¢ KOMIIATHBHAM METOOM i IiAMIHSIE CIOKET, TUPUTEHT
BIJINIOBi/Ia€ apryMEeHTaMH IPO TpaBa XyJOXKHHKA 1 KO)KHOTO TiAgada Ha
amo3ii. «CuM¢oHIYHa My3UKa HEe IPUB’sI3aHa 10 BEpOATBLHOCTI, MU MOXe-
MO ysSIBUTH OyaIb sikuit 06pa3» (/1. Mopo3oB).

[Ipo opkecTp AMPUTEHT CKa3aB: «5 Oepy BUKIFOYHO BarHEPiBChKHIA
CKJIaJ], Y HAC HaBiTh € JBa KOMIUICKTH JHUTaBp. B ogHoMy Mmicui (BCTyn
1o 3 xmii y «3irdpini»), ae € micte Ty0, TaM CHIUTH ABI TyOU 1 MU caim-
MO CHHTE3aTOp Ha OCTaHHI YOTUPH TYOH, i S BHIIUCYIO 3 pericrpa TyOu.
Bce iHmIEe 10TpUMaHO MOBHICTIO SIK Y aBTOPay.

Mysuka Barnepa sickpaBa, BTiM He BiAIOBiJja€ BCIM akaJeMi4HUM Oa-
JIETHUM KPHUTEPisAM: HE TAaHIIOBAJIbHA, HE THYYKa 32 MEJIOAMUKOIO Ta HE YiT-
Ka 32 METPOPUTMIYHOIO opraHizauieto. TUM Kpaie MOXKHa ySIBUTH BUKIIH-
KM, SIKi IOCTAIU Tiepen Xxopeorpadom i 6aneTHO TPYIIO.

3 nmpuBoxy BuctaBu «Micrepii [langopu» iCHYIOTH pi3Hi OLIIHOYHI Cy-
JOKEHHSI, OLTBIN KaTeropuyHi Bil (axiBIiB 1 OUTBII KOMIUTIMEHTApHI Bij
TIISAIAYiB.

Y maHoMy BWITagKy, Ha HAIl MOTIIS, KOMITUISIIIO MOXKHA TIOPIBHITH
3 METOMIOJIOTIEI0 My3UIHOTO O(OPMIICHHS B IpaMaTHYHOMY TeaTpi, a Ta-
KOX 3 TIpuiioMaMu MOHTaxy. [IpuBemy cioBa OIHOTO 3 HAWKpamux Ki-
HopexucepiB cydacHoi Yikpaiam Ceprig JIo3HUI: «...TOYKa 30py iCHYE
B Oyab-aKOMY (116Mi, B OyZIb-SIKOMY TEKCTi, B OyAb-IKOMY BUTBOPI MUCTEII-
TBa. BOoHa — B TEXHOJIOTr11 CTBOPEHHS, Y BUOOPI CIIIB 1 KaJpiB, Y MOCIIIIOB-
HOCTI TXHBOT NOSIBM Ha €KpaHi, B PO3BUTKY JyMKH... Koju BM mounHaeTe
CIIOJTyYaTH KaJIpu, BAHMKAIOTH CEHCH, 1 TIIs1a9 MA€E CIIPaBy came 3 HUMU»?,

5 https://yabl.ua/2021/10/18/sergij-loznicya-babin-yar-kontekst-ce-film-pro-nelyudyanist
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«PANDORA’S SECRETS» - KHARKIV DIALOGUE WITH WAGNER

Key words: Wagner ballet; myth of Pandora; dialogue with conductor;
compilation.

Nowadays for most people both in Ukraine and outside, Wagner may
be associated with private military company (PMC) Wagner and we hear
the great composer’s name from Germany who was an opera reformer of
the XIX century in the media daily.

Wagner’s music works are bright and beautiful and full of adventures,
we rarely see them performed in our opera theaters.

Wagner is not only famous for his opera music. His music is being
adopted by talented choreographers.

The long tradition of creating ballet based on famous literary works
has organically expanded into opera music or compilations of standalone
music works by various composers

Ballet Pandora’s Secrets, written as an authentic libretto, was defined
as a prophecy ballet by the authors and became a brand new exclusive
theatrical product.

Myth of Pandora forms the basis of the libretto.

The new ballet music is composed of 28 standalone items and each
item is a fragment from Wagner’s opera and symphonic works combined
through a masterful compilation (fermatta or attaca).

It was interesting to find out details of the ballet music creation process
from Dmitry Morozov, ballet’s conductor and producer.

The conductor mentioned the following about the orchestra: ‘The
composition I am bringing is exclusively Wagner’s, we even have two sets
of kettle-drums.’

Wagner’s music is beautiful but it does not meet all the ballet academic
criteria, it is not dance music, it does not have flexible melody, and does
not have a clear meter rhythmic pattern.
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The audience and expert reviews of Pandora’s secrets differ, the former
are more complimentary while the latter are more critical.

In our opinion, in this case a compilation can be compared to the
methodology of musical arrangement in a drama theatre.

T'anzoype I'puzopin I3painesuu
KaHouoam mMucmeymeo3Haecmea, eUK1a0ai-uemooucm
Xapxiscokoeo my3uuno2o ¢haxoeozo konedicy imeni b. M. Jlamowurncokoeo
Xaprxiscvkoi obrachoi paou
e-mail: hansburg32@gmail.com
ORCID 0000-0001-5257-2033

IHOPYIIEHHA CUHTE3Y MUCTENTB IPUYUHA KPU3
OIIEPHOI'O KAHPY

KurouoBi cioBa: zibpemonozis; kpuza onepu; 60KaIbHUU Nepekiao;
CUHmME3 MUCMeYyma; onepHe GUKOHABCIEO.

Kpusu onepHoro *aHpy KO>KHOTO pa3y MOXOASATH Bijl ONHI€T IPUIMHHI —
po30aaHCyBaHHS KOMIIOHEHTIB ONEPHOTO CHHTE3Y MUCTELTB (Ha KOPUCTh
MY3HWKH 1 Ha IIKOAYy CJIOBY). BiAmmoBimHO, aHTHKPHU30Bi pedopMaToOpChKi
inei (ta mpakruuni aii) P. Kamema6imxki — K.-B. [moka y apyriit momosu-
Hi XVIII cromitrs Ta P. Baraepa (kommo3uropa ¥ gibpetncra B OmHiH 0co01)
BecepenuHi XIX cTomITTS — cripssMoBaHi OyJTH Ha BiTHOBJICHHS OaJIaHCy MiX
CJIOBOM 1 MY3HKOIO IIIJISIXOM ITiIBHINIEHHSI CTATyCy OIEPHOTO JiOpETO.

Hampukinam XX cTOMITTS BUHUK YEPTOBUM BaKKHUI Ta HEOC3ITCTHII
MOMEHT B 1CTOpIi ONEPHOTO JKaHPY, OB’ A3aHUH, K 1 B MOTIEPENHIX KPU3aX,
3 0cjalJIeHHSM POJIi CJIOBAa B ONEPHOMY cuHTe3i. L[poro pasy Oima mpu-
finta, 3Bigku He yekanu. KomepiiiHi yMOBH TeaTpaibHOI CIIpaBU MpH-
3BEJIH JI0 TaKOl racTpoIbHOI MOOTBHOCTI ONEPHUX CIIBAKIB 1 KOJIEKTHUBIB,
OpH SKiH CTalo BUTIAHUM HE TIEPEeBHBYATH TEKCT JiOpeTo B MepeKiagax
MOBaMH MyOJIiKM BCiX THUX KpaiH, J€ CTaBISAThCS CHEKTaKIi, a CHiBaTH
B yCiX KpaiHax Ha OAHI{ 1 Tili camiii MOBIi (B SIKOCTI €JMHOTO CTaHIAPTY
B3sUTH MOBY opurinainy). [Ipu npoMy My3udHa CKi1aJ0Ba ONEPHOTO CUHTE-
3y IPOAOBXKYE MPALIOBaTH Ha [IOBHY CHILY, @ BepOanbHa CKIafoBa AJs iH-
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IIIOMOBHOTO CJTyXada — BiIKIIFO4YeHa abo mocnadieHa (CIiB He3p03yMiIok0
a0o0 He PIIHOIO VIS CiIyXaya MOBOIO CIIPUMMAETHCS HE SIK CUHTE3 MY3UKH
1 Tmoesii, a K BOKaji3, MoeqHAHUH 13 manToMiMo10). Ile o3Hadae, mo Oa-
JIAHC €JIEMEHTIB OIEPHOI0 CHHTE3y B YEProBHUH pa3 HOPYILIEHHH Ha KO-
PHUCTHh MY3UKH 1 Ha IIKOAY CIIOBY.

Ockinbkn mpoOieMa BUHHKIIA HE B CEpelUHI My3W4HOI TKaHWUHH, ii
MOTaHO BUIHO 3 OOKYy My3HMKO3HaBcTBa (i Ha BiAMiHY Bij 4aciB [Troka
it Barnepa, BHXiI i3 KpWU3W ChOTOIHI 3aJIE)KHUTh HE BiJl KOMIIO3UTODIB).
3 6oky ¢inonorii npobieMy Tex He BUAHO, OCKIIBKH Ollepa — He B 11 mapa-
¢ii, a miteparopu (aBTOpH JIiOPETO) BIACHUMH CUIIAMHU HE MOXKYTh BUBECTH
omepy i3 kpu3u. Och YOMY y BiJIIIOBi/Ib Ha 1Ieil HOBUI Cy4aCHHI BUKIHK
MYCHUTh CKa3aTH CBOE KOMIIETEHTHE CJIOBO HayKa Mpo BepOanbHUIl KOMITO-
HEHT CUHTETUYHOTO TBOPY — JIiOpeTosoris. 3 mo3uuii ai0peTosorii BUIHO,
110 PO3MOBCIOKEHA (haTanbHa KaHPOBOMBYA MPAKTHKA BUKOHAHHS OIEp
0e3 eKBIpUTMIYHOTO BOKAaJIBHOTO MEPEKIAAy MIKOJUTH CHHTE3Y MUCTELTB
i OTIOKy€ MOXKITUBICTH CIIPUIHSTTS OTIEPH SIK CHHTETUYHOTO TBOpY. HaBiTh
JTy’Ke TapHUH ONEepHUH CIIiB He NilJe: He TOPKHETbCA «CTPYH AyIIi», 60
TYZY, [Ie PO3TALIOBaHi Ti CTPYHH AyIIi, HE MOKE IPOHUKATHU KOJHA MOBA,
OKpiM pigHOi. ToMy HUHITIIHA KpH3a — I1e Bakya, Hix monepenHi. LI{o6 Bu-
BECTH aHp 3 YeProBOTO IIIyXOro KyTa, MOTpiOeH HOBWi pedopmarop,
SIKUH, TIePIIT 32 BCE, YCBIIOMITIOE TTPOOIeMY, TOOTO TUBUTHCS B KOPiHE 1 Oa-
YUTh, 110 KOPiHb THHE.

Grigoriy Hansburg
PhD in Art Studies, teacher-methodologist Kharkiv B. M. Lyatoshynsky
Vocational College Kharkiv Regional Council
e-mail: hansburg32@gmail.com
ORCID 0000-0001-5257-2033

THE IMBALANCE IN THE SYNTHESIS OF THE ARTS IS THE
CAUSE OF THE CRISES OF THE OPERA GENRE

Key words: librettology; crisis of opera, vocal translation; synthesis
of arts, opera performance.

The crises of the opera genre always have one reason —the imbalance
of the components of the opera synthesis of the arts (in favor of music
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and at the expense of words). Accordingly, the anti-crisis reform ideas
(and actions) of R. de’ Calzabigi — C.-W. Gluck in the second half of the
18" century and R. Wagner (composer and librettist in one person) in the
middle of the 19% century aimed at restoring the balance between word and
music by raising the status of operatic libretto.

At the end of the 20™ century, another difficult moment arose in
the history of the opera genre, connected, as in previous crises, with
the weakening of the role of the word in opera synthesis. This time the
trouble came from where they did not expect. The commercial conditions
of the theatrical business led to such touring mobility of opera singers
and companies, in which it became advantageous not to relearn the text
of libretto translated in the languages of the public of all those countries
where the performances were staged, but to sing in one language (the
language of the original was taken as a single standard). At the same
time, the musical component of opera synthesis continues to work at
full strength, and the verbal component for the foreign-language listener
is disconnected or weakened (singing in an incomprehensible or non-
native language is perceived not as a synthesis of music and poetry, but as
vocalization combined with a pantomime). This means that the balance of
opera synthesis elements is once again disturbed in favor of music and at
the expense of words.

Since the problem did not arise in the middle of the musical texture,
it is not noticed by musicologists (and unlike with the times of Gluck and
Wagner, the way out of the crisis today does not depend on composers).
From the side of philology, the problem is also not visible, since the opera
is not in its parish and the writers (authors of libretto) cannot pull the opera
out of the crisis on their own. That is why, in response to this new modern
challenge, librettology, the science of the verbal component of synthetic
work, must have its competent say. From the point of view of librettology
it is evident that the widespread fatal genre-killing practice of performing
operas without equivocal vocal translation harms the synthesis of the arts
and blocks the possibility of perceiving opera as a synthetic work. Even
a very good opera singing will not get through: it will not touch the “strings
of the soul”, because no language other than native language can penetrate
where the strings of the soul are located. Therefore, the current crisis
is even more difficult than the previous ones. To derive the genre from
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another impasse, we need a new reformer who, above all, is aware of the
problem, that is, looks to the root and sees that the root is rotting.

IHlonanceka Ipuna Mukonaiena
cmapuiuil UKIA0ay Kagheopu MaticmepHoCcmi akmopa ma pescucypu
opamamuunozo meampy XHYM imeni 1. I1. Komaspescvkozo
e-mail: polianskayal@gmail.com
ORCID 0000-0001-7881-773X

JOJISA <ECMEPAJIB/IA», ABO BAJETHI IEPATNETI{
POMAHY B.TIOI'O

KumrouoBi ciioBa: oanem,; mysuxa; 1. Iynu; K. Ileppo; Ecmepanvoa.

Banerne muctenTBO HEMOXXHA YABUTH 0e3 (yHAaMEHTAJIbHUX KOM-
MOHEHTIB: XYIOXHBOI 00Pa3HOCTi, My3UYHOI BHPa3HOCTI Ta IUIACTHYHOT
MoBH. TicHuil 3B’A30K My3uku i Xopeorpadii mizcBiZoMo BiguyBaBCs
3 CaMOro IOYaTKy iCHyBaHHSI TaHLIOBAIBHOI KYJIBTYPH, NEPEMIIyIOUHCh
B TUTONIMHY OJHOTO i3 TOJIOBHUX IMUTaHb MPOo(eciifHO1 MiSITBHOCTI SIK X0pe-
orpadis, Tak i komro3utopiB. CIiBBiTHONIECHHS MY3HUYHOI 1 TAHIIOBAIHHOT
CTOpiH y OaJeTHUX BHCTaBax Pi3HOI CTHIHOBOI JOOW HaJa€ MOXIJIMBOCTI
BH3HAYHTH €BOIOIIO PO3BUTKY 5K XOpeorpaiqHOTO MUCTEITBA Y CYKYTI-
HOCTI BCIX WOTO CKJIaJ0BHX (BUKOHABChKa TEXHIKA, «Ia», XopeorpadidHi
dhopmm), Tak i OaeTy K My3UYHOTO KaHpy. He MeHIIT BayKTHBOYO TSI PO3-
BHUTKY 0aJIETHOTO MECTENTBA Ta HOTO CIIEHIYHHX (GopM cTaja i mpobiema
BIUIMBY «BEJIMIKOT JIITEPATYPH», IO PEaTi30ByBasiacsi B IOCHJICHHI CIOXKET-
HOI CTOPOHM BHCTaBH, TAHYBaHHI i71e1 ApaMu HaJ IHIIMMH CTOPOHAMH, BH-
HUKHEHHI HOBUX CIICHIUYHO-TaHIIOBaTbHUX (opM. Ha mpoTuBary uyucromy
JMBEPTUCMEHTOBI, OE3CIOKETHOMY 32 CBOEIO TIPUPOJIOL0, IO Ha TIpaBax ap-
XETHITY 3aJIMIIABCS OCHOBOIO PO3BUTKY CIEHIYHO1 Xopeorpadii, CIookeTHUH
TUN XOpeorpadiyHuX BUCTAB BUHUKAB HEOAHOPA30BO MPOTITOM icTopil
OanetHoro xanpy. Lle i mnactuuna apama XK.-XK. Hoseppa (1760-Ti pokn),
6anetu XK. [leppo, xopeonpamu, C. Birano (mouarok XIX ctomitTs), pa-
ISHCBKI «apambanetn» 1930—50-x pokiB. Bubip «BaromMux 3a 3MicTOM»
CIOKETiB BUJAaTHUX MUCbMEHHHUKIB MHHYJIOTO, Y Cy4acHOCTI nepeadayas
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BHPIIIIEHHS TPOOJIEeMH «3MiCTOBHOCTI» OalieTy K BHIY MECTEITBA, CIIPH-
1041, BOJHOUYAC, PO3LIMPEHHIO BUPa3HUX MOXINBOCTeH Tan1o. [lozno mi-
TepaTypHOTO OPUTIHAIY, TO aAANTYIOYHUCh JO0 YMOB X0OpeorpadigHoro Muc-
TEIITBA, BiH 3a3HaBaB YacOM BeJHKI 3MiHH. HacminkiB 6aieTHOI iHTepIpe-
Tarii 3a3HaB 1 pomaH B. ['foro «Cob6op [Tapusbkoi 6oromarepi», HeoIHOpA-
30BO TpaHC(OPMYBABIIKCH B Pi3HI TeaTpajbHi MPoekTH: «EcMepanbry»,
«onbky I'ymynu», «Co6op [Tapusskoi 6oromarepi».

[lepmy amanTaiiiro 111 ONEPHOI CIICHU 3IIHCHUB CaM MUChbMEHHHK,
CTBOPHUBIIM Ha OCHOBI BJIACHOTO OpHriHaly JiOpeto s omepu «Ecme-
panbaa» ¢panmysbkoi komnosutopku Jlyisu bepren (1836). Lls omepa
He Maja ycmixy, ane ii jgibpero Oyno mepepoOieHo Ui mojaibuxX Oa-
netnux Buctas XK. [leppo, ogHuM 3 HaiiBigomimmx OaneTMelcTepiB TOTO
yacy, yBary sSIKOro puBepHyJa JpaMaTiuHa HacuueHicTh ¢padynmu. OqHum
i3 mepmux xopeorpaidHUX NpoUYMTaHb cTaja nmocraHoBka B Jla Ckana
B 1839 pori, 3xiiicHena AHTOHIO MOHTIYiHi. Ti oco6nuBoIO MIPUKMETOIO,
IO Bifpi3HAE 11 Bij BapiaHTiB cyuyacHHKiB, B Tomy uucm i K. [leppo,
CTaJIO PO3IIIEHHS XOpeorpadiyHOro TEKCTY Ha MIMIYHI emi30aH, sKi Bil-
MIOBITHO iTaJiChKOI TpaauWIlii TOT0 4acy BHKOHYBAJIH MiMH, Ta TaHIIIO-
BaJlbHI HOMEpH y BUKOHAHHI npumMa-Oanepunn na Ckama ®anni Yeppiro.
IIpem’epa xopeorpadiunoro cmexrakmo camoro K. Ileppo BinOymacs
B OepesHi 1844 poky. TBopunM mapTHEpOM OaneTMelcTepa BUCTYTIHB iTa-
nificekuit kommo3utop L. ITymHi.

CmiaBtopctBo Llezaps ITyni (1802—1870) ta XKymns Jxxo3zeda Ileppo
(1810-1892) Oymo sickpaBUM Ta IUTIAHUM, PE3yJAbTaTOM SAKOTO CTalll
okpim «EcMmepanpam» Oametu: «Yamunay (1843), dantacTuyamii OaneT
«Eonaiin» (1845), cxinna ¢eepist «Jlanna Pyk», «Karapuna, un JloHbka
po306iitHuka» (0ba 1846) Ta iHmI, 110 HILIM Ha BCIX MPOBIJIHUX CIICHAX
€Bponn. He ocranHto ponps B ycmixy 3irpana mysuka L. [TyHi, sickpaBa
Ta TaHIIOBaJbHA, THYy4YKa 32 MEJOAMKOI0 Ta YiTKa 32 METPOPUTMIYHOIO
OpraHizaili€ro, o IIJIKOBUTO BiJIOBia€ BCIM akaJeMidyHUM OaJeTHUM
KPUTEPIsSIM.

[Ipoctexytoun mopaneury cueniuny pomto «Ecmepamban» L. Ily-
Hi—XK. Ileppo, cTae oueBUAHUM OararcTBO XopeorpadiuHO-My3UIHUX TIe-
PETBOPEHB NEPBICHOIO BapiaHTy. IX MOXHa JU(EpEHIIiFOBATH Ha JBi FPyIH
3a My3WYHOIO CTOpOHOI0. llepiry ckiiagaTuMyTh BHCTABH, B KHX HapTH-
typa L. IlyHi 3anummnacst OCHOBOIO My3MYHOTO O(QOPMIIEHHS BHUCTAaBH,
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X0ua ¥ 3a3Hajia 3MiH Yy BUIIIAI TOJaBaHHS JeSIKUX HOMEPiB My3UKH 1HIITUX
KOMIIO3UTOPIB. lpyry — TBOpH, B SIKMX BiIIPAaBHOIO TOYKOIO CTaB CIOXKET
B. T'roro, Toxi stk xopeorpadist Ta My3uka 3a3HaJIM CyTTEBHX 3MiH. J{o mep-
moi rpym BigHOCATRCS «EcMmepanbsaa» M. [lerumna (1886), B. Tuxomiposa
(1926), A. Baranosoi (1935), B. bypmeiictepa (1950).

o npyroi — «Jloubka ['yoynmm» A. I'opcbkoro, kommo3utop A. CumMoH
(1902), «Cobop ITapusbkoi Goromarepi» P. Ileti, kommosutop M. XKapp
(1965).

HesBaxkatoun Ha momryk OaeTMmelicTepaMu pizHOro xopeorpadidHo-
ro mepeknany pomany B. ['foro, oHOBJIEHHS My3W4YHOI CTOPOHH, 1CTOPIs
PO MPEKPaCHYy LUTaHKY 3aJIUIIAEThCS 3aTpeOyBaHO W J0Ci, M0 Mij-
tBepmKye BuctaBa XHATOB Cxin-opera «Cobop [Tapusbkoi 6oromarepi»
(mpem’epa — 28 kBiTHA 2018 poKy; xopeorpadis €Brenii XacsiHOBOH, My-
3uka L. [Tyni).

Iryna Polyanska
senior lecturer at the Department of Acting and Directing drama theater
Kharkiv I. P. Kotlyarevsky National University of Arts
e-mail: polianskayal@gmail.com
ORCID 0000-0001-7881-773X

FATE OF “LA ESMERALDA”, OR BALLET PERIPETEIA
OF V. HUGO’S NOVEL.

Key words: ballet, music; C. Pugni; J. Perrot; La Esmeralda.

It is impossible to imagine ballet art without its fundamental
components: artistic imagery, musical expressiveness and plastique
idiom. Tight integration between music and choreography was noted at the
outset of choreographic culture, acquiring status of one of main problems
of professional activity both for choreographers and composers. Ratio
of musical and choreographic components in ballets of different stylistic
eras allows to trace evolution of both the choreography as an art in all its
constituents (performative technique, “pas”, choreographic forms) and
of ballet as a musical genre. Of no less importance for evolution of ballet
and its scenic forms is a problem of influence of “large-scale literature”,
which embodied in a growing role of plot for a spectacle, an idea of
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drama governing all other components, creation of new scenically-
choreographic forms. Unlike “pure” divertissement, free of plot in its
nature, which remained a basis for scenic choreographic development
and its archetype, narrative type of choreographic spectacles emerged
several times through history of ballet. This includes plastique dramas by
J.-G. Noverre (1760s), ballets by J. Perrot, choreodramas by S. Vigano
(early XIX century), Soviet “dramballets” of 1930s—50s. The choice of
“important by content” plots by prominent writers of past and modern
times supposed that an important problem must be solved, a problem of
“content incarnation” of ballet as an art; at the same time this contributed
to widening of possibilities of dance. As for literature original, it was
common for it to undergo significant changes while being adapted to
conditions of ballet. V. Hugo’s novel “Notre-Dame de Paris” was
influenced by its ballet interpretations as it was repeatedly transformed
into various theatrical projects, such as “La Esmeralda” or “Gudule’s
Daughter”, “Notre dame cathedral”.

The first adaptation of the novel for opera was done by V. Hugo
himself, as he created a libretto for an opera by French composer Louise
Bertin named “La Esmeralda”. This opera was not successful, but its
libretto was used for further operas and ballets by J. Perrot, by one of the
most prominent ballet masers of his time who was attracted by its high-
concentrated dramatic fabula.

One of the first choreographic incarnations of this novel is a La Scala
production, made in 1839 by Antonio Monticini. Its distinctive feature
which separates it from other contemporary variants, including ones by
J. Perrot, is a division of choreographic text into pantomime episodes,
which were performed by mimes according to Italian tradition of that
time and dance episodes performed by prima-ballerina of La Scala Fanny
Ceritto. J. Perrot’s choreographic spectacle premiered in 1844. J. Perrot’s
creative partner was Italian composer C. Pugni.

Collaboration of Cesare Pugni (1802—1870) and Jules-Joseph Perrot
(1810-1892) was fruitful and brilliant, which resulted in “La Esmeralda”
and other ballets: “Ondine” (1843), fantastic ballet “Eoline” (1845),
Oriental extravaganza “Lalla Rookh”, “Catarina, ou La Fille du Bandit”
(both 1846) and other ballets, which were performed at prominent European
stages. This success is certainly caused by C. Pugni’s music as well, as it is
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bright and truly choreographic, its melodic is flexible, its rhythm and metre
are clear; so it meets all the criteria of academic ballet.

As we investigate further fate of “La Esmeralda” by C.Pugni-—
J. Perrot on stage, we see obvious variety of musically-choreographic
incarnations of its original variant. Despite ballet masters looking for
various choreographic translations of V. Hugo’s novel and music being
occasionally modernized, history about a beautiful Gypsy girl remains
relevant and welcomed on modern stage, which is proven by a spectacle
in KhNATOB CXID-OPERA “Notre Dame de Paris” (28" April 2018,
choreography by Evgenia Hasianova, music by C. Pugni).
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OPIEHTAJII3M VS «<HOBHUI OPIEHTAJII3M»

KuarouoBi caoBa: opienmanizm, XX cmopiuus, ex3omuszm, HOGULL
OpIEHMAi3M.

Ha nmowarky MHHYIOTO CTONITTS B MY3MYHOMY MHCTEITBI CHOCTEpi-
raBcs CIUIECK PI3HUX TEUil Ta HAMPSIMKIB, /I YaCTO BXKE ICHYIOUHH JI0 11bO-
ro CTHJIb HaOyBaB HOBUX KOHOTaIii. Uepes 1ie € 11iy1a HU3Ka TAKUX HaIpsiM-
KiB 3 XapaKTepHUMH Ha3BaMHU: HE00ApOKO, HEOKIIACHIIN3M, abo XK «HOBa
MPOCTOTa». MU JT03BOJIMMO COOi CKOPUCTATUCS TAKUM MiJXOA0M i Clipo0y-
€MO MPOaHaJIi3yBaTH 3 Li€i TOYKHU 30py NPOLECH, Ki BifOyBaIUCs 3 TAKUM
SIBHLIEM Yy 3aXiTHOEBPOMEHCHKIN My3HIIi, SIK Opi€eHTai3M.

OpienTtanizm fK ifes, 10 BigoOpakae CHPUUHATTSA Ta PO3YMIHHS
3axonom Cxoxy Oyna chopmynsoBana Ta oorpynrosana E. Caigom. V iioro
KOHUENII MiAKPECII0ETHCSI, 0 TBOPH, SIKi BAHUKJIM B PYCIIi Opi€HTali3My,
He B1100paaroTh pealiii eK30TUYHUX KYJIBTYD, a JIMLIE BiATBOPIOIOTH PSII
ySIBIIEHB, Mi()iB Ta KJIillIe CTOCOBHO LUX KYIBTYP, IO MOOYTYIOTh B 3aXif-
HOEBPOIIEHCHKIA KyNbTYpi. My3u4HHN Opi€HTANI3M HE € BHKJIIOYCHHSM.
Brponox OinbIiie Hi>K TBOXCOT POKiB (Ha MOMEHT IOYAaTKy XX CTOPIddsl)
B 3aXiJTHOEBPOIEHCHKIA My3HUIli (POPMyBaBCS KOMIUIEKC MY3WYHHX 3aCO-
0iB, sIKHiT penpe3eHTyBaB 00pa3 CXoay Ta CTBOPIOBAB «OPIEHTALHUN KO-
mopuT». JlaHUi KOMIUIEKC MPOIOBKHUB CBOE (PYHKITIOHYBaHHS i B XX CTO-
piudi, MpoTe, MOPSA 3 UM 3’ SIBUBCA W HOBUH MIAXiT IO My3WYHOTO BTi-
JIeHHs1 cXimHuX o0pa3is. el migxij BUpakaBcs y TOMY, 110, 3BEPTAIOUHChH
JI0 IEBHUX CXIAHUX JpKepel abo o0pa3iB, aBTOPH OiNIbIIe HE BUKOPHUCTOBY-
BaJIM 3raJlyBaHU My3UYHHIA KOMIUIEKC. Y TaKMX TBOPaX CIIOCTEPIraeThCs
BiZICYTHICTh €K30THYHOI CKIIAIOBOT MY3HWKH. Y 3B’SI3Ky 3 LIMM, Ha HaIIy
OYMKY, Ha To4aTKy XX cTOpiu4si BUHUKAE TaKUI HATpsM, IK «HOBHUI Opi-
€HTATI3M», JI¢ TMPOJOBXKYIOTh CBOE iCHYBaHHS KOHLENTH Ta PO3yMiHHS
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Cxony 3 3aXiJTHOi TOYKH 30pY, IPOTe iX My3WYHE BTIJICHHS BTpadae ek30-
TUYHICTh. SICKpaBHMU TPUKIAJaMU [[OTO SIBUINA cTanu «Jlipu4yHa crM-
donism» A. ILlemmincskoro, xop «boxeBinpHUI MomopoxHii» JI. SHadexka,
Yorupwu micHi op. 41 Ha Bipmii Pabinapanara Taropa K. IllumanoBCHKOTO.

Angelina Mamona
the postgraduate student of the Department of Theory of Music
Kharkiv I. P. Kotlyarevsky National University of Arts
e-mail: angelinal 27mamona@gmail.com
ORCID 0000-0002-1495-6738

ORIENTALISM VS “NEW ORIENTALISM”

Key words: Orientalism; XX century; exotism; New Orientalism.

In the beginning of previous century there were a lot of different
trends and tendencies, where some already existed style would get new
connotations. Due to that, a number of definitions such as neo-Baroque,
Neoclassicism or “new-simplicity” appeared. We will let ourselves to
utilize this approach and try to analyze phenomenon of orientalism in the
first third of XX century.

Orientalism as an idea which reflects perception and understanding the
East by the West was formulated and substantiated by E. Said. It is pointed
out in Said's conception that works that appeared in the line of orientalism,
do not express the reality of exotic culture but just recreate the number
of Western European ideas, myths and clichés towards these cultures.
Orientalism in music is not an exception. During more than 200 years
(before start of the XX century) in Western European music the complex of
musical gestures representing the image of East and creating “Orient color”
had been building. This complex continued its functioning in XX century
as well, but, some new attitude towards musical evocation of Oriental
images has appeared alongside. In this approach authors stopped utilizing
musical complex that was mentioned while picturing Oriental images or
referring to Oriental sources (poetry or literature). Therefore, it can be
stated that in the beginning of XX century a trend which can be named
as “new Orientalism” appeared, where concepts and understandings of
East continued to be formed from Western point of view, but their musical
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embodiment lost its exotism. The vivid examples of this phenomenon are
Lyric Symphony by Alexander von Zemlinsky, The Wandering Madman
by Leos Janacek and Four Songs to lyrics by Rabindranath Tagore Op. 41
by Karol Szymanowski.

Kopooecvka Ilonina Anamoniiena
acnipanmka Kageopu iHmepnpemonozii ma aHaiizy My3uxku
XHYM imeni I. I1. Komaapescvrozo
e-mail: polina.kordovskaya@gmail.com
ORCID 0000-0002-9955-6804

MY3UYHUA MPOEKT: MUCTEIITBO YA MEHE[)KMEHT?

Kitto4oBi crioBa: poeKT,; My3uyHull IPOEKT, MY3UUHUL MEHEOHNCMEHN,
Mucmeywbke cepedosuiye.

CyyacHuil MuCTeUbKHH MPOCTip YKpaiHM HEPO3PHBHO MOB’s3aHUI
3 iICHYBaHHSIM Pi3HOMaHITHUX MY3HMYHHX IPOEKTIB, A0 SIKMX MOXKHA BiJHE-
CTH IIMPOKUH JMiana3oH (OpM MHCTEIBKOI JisUTHHOCTI: OKPEeMi KOHIIEPTH
Ta IIUKJIA KOHIIEPTiB, (pecTruBai, JeKIlii, CTBOpEHHS My3UYHUX TBOPIB, BH-
JaHHSA aynio3anuciB Tomo. B ykpaiHCbKOMY My3M4HOMY IPOCTOPi OCHO-
BHUM KPUTEPi€M BU3HAYEHHS MHCTELLKOIO SBHUILA YU MOAI] SIK MPOEKTY
4acTo € Horo caMoHOMiHaIis1. MOXIIHBICTh HAaTH SBUIILY IH ITOIIi CTaTyC
IIPOEKTY, MPOCTO HA3BABIIM HOI0 IPOEKTOM, PO3IINPIOE MOKIUBI MEXI 3a-
CTOCYBaHHS JJAHOTO TEPMiHY Ta € TOKA3HUKOM TsDKIHHS BITUU3HIHOTO MY-
3UYHOTO MPOCTOPY /10 HOBOTO THUITY MHUCTEIbKOI KOMYHIKaIlii.

CeHc TIPO€EKTY, y TOMY YHCIII My3HYHOTO, TIOJIATAE MePeayCciM He y ca-
MOMY HWOTO icCHyBaHHI 4K (PyHKIIIOHYBaHHI, a y JIOCSTHEHi TEBHOTO, 3a-
3[aNerigp BU3Ha4eHoro pesyiabrary. Crenudiky Oyab-sSKoro My3U4HO-
ro MPOEKTY TEpII 332 BCe BH3HAYAE HOro MeTa — BUKOHABCHbKA, OCBITHS,
MIPOCBITHUIIbKA, KOMEPIIiiiHa, iMi/PKeBa, pO3BaXkajdbHa TOIO, 110 3aBXKIU
3HAXOJUTHCS 1032 MEKaMH MPOIIECIB CaMOr0 MPOEKTY, CIIPSIMOBAHUX Ha
ii peamizamiro.

My3u4HI IPOEKTH, BIUCAHI O MUCTELBKOTO KUTTA Ha TIEBHOMY JIO-
KaJbHOMY piBHI (KpaiHa, perioH, MicTo), BCe * TaK 4M iHaKIIe, 1eKIapo-
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BaHO YM Hi, IWCTAHIIIOIOTHCS BiJ 3arallbHOTO MY3WYHOTO CEpEeIOBHIIA,
aKIICHTYIOUH yBary Ha YHIKaJbHOCTI pe3yibTaTy YW IPOIECiB, 3aTiTHUX
3 METOI0 HWOTO NOCATHEHHS. 3 OMHOTO OOKy, aKTHBHE 3adydeHHs chepu
TBOPYOCTI, 110 BU3HAYAE CTICHU(IKYy caMe My3WIHUX MPOEKTIB, Ma€ CIIPHU-
ATH OLTBII THYYKiH Ta e(peKTHBHIN peamizallii 3asgBIeHOi METH, 3 iHIIO-
ro — iCHy€ BIpOTiTHICTH HIBEIIOBAHHS MHCTEIIHKOI CAMOIIIHHOCTI My3H4-
HOTO MaTepiajy, 0 CTa€ 00’€KTOM, IHCTPYMEHTOM YH METOIO MPOEKTY.
30epeskeHHs OallaHCy MiXK KpEaTUBHUM BUPILICHHSM 3aBJJaHb MUCTEI[BKOT
KOMYHiKallii Ha piBHI MEHEDKMEHTY Ta XyAOKHBOIO LIHHICTIO My3HYHOTO
00’€KTY MOXKE 3pOOUTH MYy3UYHI TPOEKTH 3aCO00M €PEKTHBHOI peaizallii
TBOPYOTO MOTEHI[ialy y yMOBaX Cy4aCHOTO MHUCTEIIBKOTO CEpeIOBHIIIA.

Polina Kordovska
the postgraduate student of Department of Interpretology and analysis of Music
Kharkiv I. P. Kotlyarevsky National University of Arts
e-mail: polina.kordovskaya@gmail.com
ORCID 0000-0002-9955-6804

A MUSIC PROJECT: THE ART OR THE MANAGEMENT?

Key words: project; music project; music management; artistic
environment.

The contemporary Ukrainian artistic environment is inextricably
linked to the existence of various music projects which include a wide
range of art activity forms: individual concerts and cycles of concerts,
festivals, lectures, creation of musical pieces, publishing of audio
recordings, etc. In the Ukrainian art space, the main criterion for defining
an art phenomenon or event as a project is often its self-naming. The ability
of giving a phenomenon or an event the status of a project only by calling
it a project expands the possible limits of the term and is an indication of
the gravitation of the Ukrainian music space towards a new type of art
communication.

A sense of a musical project lies not in its very existence or functioning,
but in the achievement of a certain predetermined result. The specificity
of any music project is primarily determined by its purpose (performing,
educational, commercial, image, entertaining ones, etc.).
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Musical projects embedded into artistic life at a certain local level
(a country, aregion, or acity) are distanced from the general music
environment and focused on the uniqueness of the result or the uniqueness
of the process of its achieving. On the one hand, the active involvement in
the creativity field which determines the specifics of music projects should
contribute to a more flexible and effective implementation of the stated
purpose. On the other hand, there is a likelihood of leveling art value of
music material which becomes the object, tool or purpose of the project.
Maintaining a balance between the creative management of artistic
communication and the art value of a musical object can make music
projects a means of effective realization of the creative potential in modern
artistic environment.

Bosianosa Onvea Bimaniiena
acnipanmka Kageopu iHmepnpemonoeii ma ananizy My3uKu
XHYM imeni I. I1. Komnapescvkozo
e-mail: olyavoziyanova2 l(@gmail.com
ORCID 0000-0002-2665-3363

MMPOSIBU TBOPYMX IJEM IIIKOJIH B. A. MOIIAPTA
Y ®OPTEHNIAHHHUX BAPIAIIAX K. M. BEGEPA

KmrouoBi caoBa: B. A. Moyapm, K. M. Bebep; wrxona, seapiayii;
¢opmeniano; nianizm.

imkom mopeuno HazBatu K. M. BeGepa mocepeqHUKOM IOKONiHb,
ajpke B MOTO TBOPUIN MisUTBHOCTI HAMTIOBHIIIE BOAYAETHCS TTOETHAHHS iC-
TOPUYHUX YaCIB.

Bapro 3ayBakutH, 10 TIiJ] MOHATTSIM «IITKOJIA» CIiJ PO3YMITH €THICTH
ACIEKTIB MY3HYHO-TBOPYOI JISUTBHOCTI, HAIIJICHUX Ha PO3BUTOK MEBHHUX
XapaKTEPHUX NMPAKTHYHUX HABUYOK 1 3HAHb.

3HWKEHHsI 1HTepecy 10 KJIaBECHHA i MOmyJspu3alii ¢opreniano sk
IHCTpYMEHTA, 3JaTHOTO BiATYKHYTHCS Ha 3allUTH Cy4aCHOTO BUKOHABCTBA,
NpUIAaNac Ha Yacu PO3KBITY My3n4HoOro reHis B. A. Monapra. OnHak, nepi-
0] 3aTBEPXKEHHS COBHOTO (hopTemiaHo, ke Majo cBoi crenudiyni Biac-
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THUBOCTI, IPUTIaB Ha Yacu TBOp4oi nisutbHOCTI K. M. Bebepa. IHcTpymMeHT
OyB 3HAYHO YIOCKOHAJICHNH, X09a 1 HE TOBEACHHMA JO OCTATOUHUX SKiCHUX
IIOKA3HHUKIB.

Xoga B. A. MomapT nepIiodeproBo CKiIaBcs sk kiaBipuct, a K. M. Be-
Oep Bim caMoTo MOYaTKy OyB MiaHICTOM, OOWIBA MUTII BiJI3HAYMINCS SK
HETIePEBEPIIICHI BIPTYO3H CBOTO Yacy, a TAKOK Ha OCHOBI BUKOHABCHKOT [Ti-
SITBHOCT1 3MOTJIM Pealli3yBaTh CBiil KOMIIO3UTOPCHKHI TTOTEHITia.

Bapiariii HalOUIBII TAXOAUIN SIS PO3POOKH KOMITO3UIIHO-apama-
TYPri4YHUX HOBOBBEJICHb Ta MOIIYKY BHKOHABCHKUX 3HAXiOK.

K. M. Bebep, Oe3cymMHIBHO, yclaJKyBaB Ta MPOIOBXKHB TBOPYi ifel
B. A. Momapra, Haciayo4u HOoro B 00J1acTi My3UYHOI MOBH Ta HasIBHUX
KOMIO3HULIHHUX MPUHIUIIAX.

KommnozuTop 30epirae TsOKIHHS 10 THUIY CTPOTMX KJIACHYHHMX Bapia-
uiii. BeOepiBchkuil BapiamiiHUi LUK HEPiAKO 3aCHOBaHMM HA MPUHIIM-
i IUMIHYLiI, 0 TAaKOX € XapaKTEepHOI0 PHUCOI0 MOLAPTIBCHKHX Bapia-
nid. Crigyroun BumatHomy BineHIro, K. M. Bebep 3MiHIOe TeMmH Mix
BapiamisiMu, po3MHPIOE (iHAN IHUKIY, B SKOCTI OCHOBHHUX OOWPArOTHCA,
SIK TIPABWJIO, MAYKOPHI TOHAJIBHOCTI. 3 OOKYy BHKOPHCTaHUX 3aco0iB BH-
Pa3HOCTI MOKHA BHIIJTUTH HACTYIHI XapaKTepHI PUCH HACIITyBaHHSI
K. M. BebGepom mormapriBchkoi mikomm: (irypariitHuii ckiaja mepiroi Ba-
piartii UKy, To€THAHHS TOMO(OHHO1 Ta MOMIPOHIYHOI paKTypH, HedacTe
3BEPHEHHS JI0 TIeAaumi3altii. Y aHpOBOMY CIIPSIMYyBaHHI BeOEPIBCHKHUX Ba-
piariit mposiBUIHCS MpUTaMaHHi nukiam B. A. Momapra TaHIIIOBaIbHICTB,
¢irypaniiiHicTh 1 y3araibHeHa XapaKTepUCTHYHICT. PyicH TeaTpanbHOCTI
BUPaXKAIOTHCS, HacamIiepell, y 4epryBaHHI SICKpaBUX XapakTepiB, Jdiajo-
rigHOCTI, po3po0ii Ta Tpanchopmallii 00pasy, «IoAi€BOI» HACHUEHOCTI.

Bapianii B. A. Monapra BizoOpakaroTb CyTHICTh KJIACHYHOI J00H
3 yCiM NMpUTaMaHHUM il KOMIUIEKCOM TEXHIYHHX Ta 3BYKOBHPa)KaJIbHUX
HanpaumoBaHb. BebepiBchki Bapiallii € BIATyKOM Ha €CTETHKY KJIaCHLIU3MY.

Habip TexHIYHHX KOMIIOHEHTIB Yy 000X KOMIO3UTOPIB BiIMOBiga€ TH-
MOBUM MpUHOMaM KJIACHYHOTO mepiony (Mo3uLiiiHa rpa, raMonoaioHi ma-
caxi Ta apremxio, ¢irypaniiini 3Bopotu Ta inmi), ogHak y K. M. BeGepa
3rO/IOM LI KOMIUTIEKC 3HAYHO 301MIBIIY€ETHCS, OCKINBKH 3’ ABIAIOTHCS HOBI
YMOBH 151 1OTO PO3LIMPEHHS.

CrexTp BUKOHaBCHKHX HMPUIOMIB, 1[0 CTOCYBABCS TyILIE, IITPUXOBUX
Ta apTUKYIALIAHUX HIOAHCIB, Oarato B YoMy OyB 3aKIIaJIeHUH y KIIacH-
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OUCTCHKUX MOIIAPTIBCHKUX ITUKIIAX, a 3TOIOM MEPEHHATHH Ta PO3BUHY THIA
y Bapiamisx K. M. Bebepa Ha erari paHHbOPOMaHTUIHOT TOOH.

Bapiamiitai muxom B. A. MomnapTta SIBISIOTP COOOI0 TPUKIIANT J10-
BEPILIEHOTO THUIIOBOTO KJIABIPHOTO BHKOHABCTBA, B SIKUX IE€pErN0adacThb-
csi (hopMyBaHHS HOBOTO CTyNEHA MPoQeciiiHOi My3WIHOT MaHCTEpPHOCTI.
Ha Takomy «3paskoBomy» yHAaMEHTI MOIIAPTIBCHKOT MIKOJH 1 TOCTAIOTh
BeOepiBChKI Bapiarlii, Mo € SCKpaBUM 3pa3KOM BIPTYO3HOI MiaHICTHYHOT
MaNCTEePHOCTI.

Olga Voziianova
the postgraduate student of Department of Interpretology and analysis of Music
Kharkiv 1. P. Kotlyarevsky National University of Arts
e-mail: olyavoziyanova2 1 @gmail.com
ORCID 0000-0002-2665-3363

MANIFESTATIONS OF CREATIVE IDEAS OF THE W. A. MOZART
SCHOOL IN PIANO VARIATIONS OF K. M. WEBER

Key words: W. A. Mozart; K. M. Weber, school; variations, piano;
pianism.

It is quite appropriate to call K. M. Weber the mediator of generations,
because in his creative activity the combination of historical times is most
fully seen.

It should be noted that the concept of “school” should be understood
as the unity of aspects of musical and creative activities aimed at the
development of certain characteristic practical skills and knowledge.

The decline in interest in the harpsichord and the popularization
of the piano as an instrument capable of responding to the demands of
modern performance dates back to the heyday of the musical genius of
W. A. Mozart. However, the period of approval of the solo piano, which
had its own specific properties, coincided with the creative activity of
K. M. Weber. The tool has been significantly improved, although not
brought to the final quality indicators.

Although W. A. Mozart developed primarily as a pianist, and
K. M. Weber was a pianist from the beginning, both artists distinguished
themselves as unsurpassed virtuosos of their time, and on the basis of
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performance were able to realize their compositional potential.

Variations were best suited for the development of compositional and
dramatic innovations and the search for performance.

K. M. Weber undoubtedly inherited and continued the creative ideas
of W. A. Mozart, imitating him in the field of musical language and existing
compositional principles.

The composer retains an attraction to the type of strict classical
variations. Weber’s variational cycle is often based on the principle of
diminution, which is also a characteristic feature of Mozart variations.
Following the outstanding Viennese, K. M. Weber changes the tempo
between variations, expands the end of the cycle, as the main are chosen,
as a rule, major key. From the used means of expression it is possible to
allocate the following characteristic features of K. M. Weber’s imitation of
Mozart’s school: figurative composition of the first variation of the cycle,
a combination of homophonic and polyphonic texture, infrequent recourse
to pedaling. In the genre direction of Weber’s variations the dancing,
figurativeness and generalized characteristicness inherent in Mozart’s
cycles were shown. The features of theatricality are expressed, first of
all, in the alternation of bright characters, dialogicity, development and
transformation of the image, “event” saturation.

Mozart’s variations reflect the essence of the classical epoch with all
its inherent complex of technical and sound expressive developments.
Weber’s variations are a response to the aesthetics of classicism.

The set of technical components of both composers corresponds to
the typical techniques of the classical period (positional play, gamma-like
passages and arpeggios, figurative inversions, etc.), butin K. M. Weber later
this complex increases significantly as new conditions for its expansion.

The range of performing techniques concerning mascara, stroke and
articulation nuances was largely laid down in the classicist Mozart cycles,
and later adopted and developed in variations by K. M. Weber at the stage
of the early Romantic period.

Mozart’s variational cycles are an example of a perfect typical
piano performance, which provides for the formation of a new degree
of professional musical skill. Weberian variations appear on such an
“exemplary” foundation of the Mozart school, which is a vivid example of
virtuoso pianistic skill.
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«MOPCBKA CUM®OHIsI» P. BOAHA BLUIBSIMCA
(10 nuTaHHS B3a€EMOIi c;10Ba i My3UKH Yy TBOpIi)

Kuro4oBi ciioBa: aneniticoxa komnosumopcoka wikona XX cmonimms;
Panvgh Boan Binvamc, xoposa cumponis, xy0odicHs Konyenyis, 63aemodis
C1086a 1 My3UKU.

VY cTaHOBNIEHHI HOBOI aHIMMIMCHKO] KOMIO3UTOPCHKOI KON XX CTO-
JITTS BaroMy poJib Bifirpajia TBOpYa MisJIbHICTh OJHOTO 3 HAMSCKPaBIlIUX
il mpexncraBHukiB — Panpda Boana Bimesimca (1872-1958). HaiiGinbin
3HAUyINi JOCSATHEHHS KOMITO3UTOpA IOB’si3aHi 3 JKaHPOBUMHU cdepaMu
x0poBoi Ta cuMdoHiuHOT My3ukH. CaMe Ha MEepeTHHi X BUHHKIIA MepIia,
«Mopcbka cuMQoHis» MUTLA, mpeM’epa sikoi BimOynacs Ha (ecTuBaii
B Jliaci (1910) ta Oyna mpuypouyeHa OO JHS HAPOMKEHHS KOMIIO3UTOPA.
Le xopoBa cumdoHis, 1m0 30epirae CTPYKTypHI 03HAKH KJIACHYHOTO YOTH-
PUYACTHHHOTO COHATHO-CUM(OHIYHOTO HUKITY Ta MA€ MOTYKHUH XOpOBHUI
CKJIaJ 3 ABOMa COJIICTaMU — CONpaHo 1 6aputoHoM. JliteparypHum neprio-
JokepenoM cuMQoHii cramu moetndHi TekcTr Bonta Bitmena (1819-1892)
31 30ipku «JIucTs TpaBw», Omopa Ha SKi HE TITPKW BU3HAYMIIA 3aralibHY
JIOTIKYy PO3BUTKY MY3UYHOI yMKHU B TBODI, ajie i HanoBHMIIa foro rubo-
koro QinocodiunicTio. Came MparHeHHS OCSATHYTH CKIIQJIHUN 3MiCTOBHO-
KOHIIETITYaJIbHHIA I1ap CUMQOHIT 00yMOBHIIO 3BEpHEHHS JI0 TaHOI TEMH Ta
BOIHOYAC BU3HAYMIIO i aKTYaIbHICTb.

Boan BinmesMc obupae gy cBoei mepmroi cumddonii Biprmi Bitmena
3 MUKy «MOpPCBKIi Tedii», JOMOBHIOIOUH iX GparmMeHTamMu 3 moeM «llicHs
npo BucTaBKy» Ta «llomopox B IHaito». 06 conytouu noemuuni mexkcmu,
KOMNO3UmMop 8uby008yc GILACHY KOMNOZUYIUHO-0paAMaAmypeiuny n02iKy,
nionopaoKo8any ioei UsGIeHHA 3HAUYUOCMI Mighoodpaszy mMops, wo no-
cmae 6 cum@poHmii ax nonicemanmuunull apxemunuuil komniexc. OOpaHi
Boanom BinbsMcoMm moe3ii Takox SICKpaBO BioOpa)karoTh OCOOIUBOCTI
NaHTEICTUYHOTO CBITODVISALY aBTOpa, KIIOYOBI Al HOrO TBOPYOCTI imel
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MIPUPOTHOI €HOCTI JIFOIMHM 31 CBITOM, 3arajbHOTO B3a€MO3B’SI3Ky YCHOTO
icHytodoro y BeecBiti, 6e3Me)HOCTI IPOCTOpY Ta Yacy.

Bipmi Bitmena HamwcaHi y BUITBHIH TOCTHUYHIA MaHepi Bepiiopy,
O3HAKOIO SIKOi € BIJICYTHICTh PHMH, IIEBHOTO BipIIIOBAHOTO PO3MIpPY Ta
HACKpi3HOI CHMETPUYHOCTI MOOYIOBH, IO CTPYKTYPHO HAOIMKae ix 1o
npo3u. Boan BinbsiMc Haa3BUUaitHO YBa)KHO CTaBUTHCS IO BITMEHIBCHKO-
rO TEKCTY, HAMAraeThCsl BUSBUTH MOTO HAWTOHII HIOAHCH. AKIICHTYIOUH
HOTO KITIOUOBY POJIb Y MOOYAOBI My3UYHO-XYIOXKHBOTO I[1JIOT0, KOMIIO3H-
TOp HE YHUKAE BOJAHOYAC IEBHUX TEKCTOBHX KYIIIOP, PEILTiKallil, TpaHco-
3UIIIH, 1110 3aBXKIU € 00T PYHTOBAaHUMH,

JliTepaTypHOIO OCHOBOIO TEpIOi YaCTUHH CUM(OHIT CTalld TTOSeTHYHI
TeKkcTu BiTMeHa, mo Hamexarh 10 JBOX TBOpiB: moemu «llicHs mpo BH-
cTaBKy» Ta Bipiua «IlicHs Bcix MOpiB, BCix kopabmiBy. Bipiu, mo nas Ha3By
JaHili YaCTHHI TBOPY, CTaB MOETUYHOIO TEPIIOOCHOBOIO ii LIEHTPAIBEHOTO
0araTockIaoBOro po3aity, pparMeHT 3 MOEMH — JIir' B OCHOBY BCTYILy Ta
xomu. JIBocTpodHa CTpyKTypa Bipiia 3HANIILIA BiTOOpakeHHS Y CITIBCTaB-
JICHHI JBOX PO3[LTIB, MiAKPECICHOMY SICKPABUM TEMOPOBHM KOHTPACTOM
(como GapuTOHY Ta XOp — B HEPIIOMY, COJIO COIPAHO Ta XOp — y APYTOMYy
po3mimi).
moe3ii BitMmeHna «BHoYi oquH Ha y30epesoKi», IO TeXK BXOAHUTH 10 30ip-
ku «Mopceki Tedii». Boan BimbsMc mpartHe BiZTBOPUTH KOMITO3HITIHHY
CTPYKTYPY BipIia, OyIyrodu BCTYITHHH PO3/1J Ha OCHOBI HOTO mepioi Tpu-
pAaKoBOi cTpodH (300paXkeHH 00pazy JTIPUIHOTO TePOs], IO CIIOIISIAE Ha
MOPCBHKOMY y30epexoKi pyx HeOSCHUX CBITHI), LIEHTPAIbHUM — HA OCHOBI
Ipyroi, rosoBHOT (Pitocochbki po3ayMu po CyTHICTH OyTTs). JIpyra yac-
THHA JAEMOHCTPY€ OUIbII BUIBHHUM MiX1J KOMIIO3UTOPA O JITepaTypHOro
nepuIopkepena, 00yMOBICHHH TParHEHHAM /0 OLTbII KOHLIEHTPOBAHOTO
BUKJIQJly OCHOBHOI ijiei Bipiia («0e3MexHOi MoJiOHOCTI» BChOTO iCHYIO-
yoro y Bceciri). [TuOuHa ocsirHeHHS HUM TOETHYHOTO TEKCTY BHUSBIIA-
€THCS y A1aJIOTTYHOCTI MOOYI0BH MepLIoro po3aity. Meragopuynuii 06pas
«MaTepi-BOAM», IO 3aKOJIHUCYE 3€MIII0, Ta JIPUUHOTO Teposi, IKUN CIIOTIIs-
nae 30psiHe He0Oo, BTIEHO Yy TeMOpOBOMY NMPOTMCTABJICHHI MapTiid OGapu-
TOHA-COJIO Ta aJIbTiB, MOCHJICHOMY >KaHPOBO-CTUJIICTUYHIUM KOHTPacTOM
(peunTariisi Ta KaHTHUIIEHA), IO 3MIACHIOETHCS HAa OCHOBI PO3MEKOBAHOTO
y 4aci HOBTOPEHHS PSIIKIB TOETUYHOTO TEKCTY.
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JliTepaTypHAM TEPIIOMKEPETOM TPETHOI1 YacTUHU CUM(DOHII, CKepIIo
(3a BU3HAYCHHSIM CaMOTO KOMITO3UTOpA), CTa€ BipII «3a MOPCHKHUM Kopa-
OseM» — OCTaHHIN 3 UKITY «MOopChKi Tedii». OueBHIHO, IParHyYnd CKOH-
IIEHTPYBATH yBary ciiyxada Ha HOro IeHTpaasHOMY o0Opas3i, Boan Binbsamc
Jla€ BIATIOBiAHY Ha3By 4YacTWHI — «XBuIi». SIckpaBa mepcoHidikaris mo-
eToM oOpazy «bararo0apBHOI apMaay B OPEOIi YUCIIEHHUX OPU3KIBY, «Be-
cenoi», «BIATHO», IO «CMIETHCS, CIOCIIIIAEY, «Oypy€e KOTOBEPTHIMMY,
3HAXOJUTh My3UYHE BiZIOOpaKEHHS B TEMOPAIBHOMY PO3MAITTI, KOJIIOPHC-
TUYHOMY 0araTcTBi XOPOBOTO 3ByYaHHS, IOCHIICHOTO 32CO0aMU OPKECTPO-
BO1 3BYKO300paKkabHOCTI (CONBbHI MapTii OapuTOHA Ta COMpaHO BiICYTHI
B JaHiii yactuHi). [logaroun moeTHYHUN TEKCT MOBHICTIO, 0e3 Oyab-IKHX
CKOPOYEHb Ta KYyMIOp, TOTPUMYIOUYHCH 3arajbHOI HOCTIJOBHOCTI HOTO BU-
KJIa/ly, KOMIIO3UTOP TOCHTH BUILHO TIOUYBA€THCS B MEXaxX BCTAHOBJICHUX
HUM «KODJAOHIBY», N¢ Bif0yBalOThCS TEPMAHEHTHI JIOKaJdbHI TPAHCIIO3H-
1ii, BapiaTUBHI «3CYBW», MDKPSIKOBI «CTPUOKH» B PI3HHUX HamNpsMKax.
3nifiCHIOETBCS BCe 1€ 3aBIsKU AudepeHIianii Ta THyYKiid B3aEMO/Iii XOpo-
BUX TAPTiii, [0 KOHTPACTHO JOMTOBHIOIOTH, IMITAIlIiHO MiIXOTUTIOIOTH O/THA
OJHY a00 TIOETHYIOTHCS Y CIIUTFHOMY IIPOBEICHHI My3UYHOTO MaTepiaiy.

HaiiposropayTima yerBepra yactnHa « Mopchbkoi cuM(oHii», 10 Mae
Ha3By «JlocmimHukn», 3acHOBaHa Ha TeKcTi moemu BirmeHa «llomoposk
B [Hmito». 3 Bemukoi 3a o0csroM moemu Boan Binbsmc obupae cim dpar-
MEHTIB, IO HAJIEXKaTh JO Pi3HUX 11 YacTHH (I1’sTOi, BOCBMOI Ta 3aKJIIOU-
Hoi, eB’aroi). IloeaHyounch pa3oM y TBOpUii ysABI KOMIO3UTOpPA, BOHU
YTBOPIOIOTh HOBY IWBOBIDKHY IIUTICHICTB, IO Y TPAaHUYHO KOHIEHTPO-
BaHOMY BHDJIAJI PO3KPHBAE ClIyXaueBl ITIMOMHHHUM CEHC BITMEHIBCHKHX
psaakiB. [ToeTHYHUN TEKCT CTA€ CEPHO3HUM 3MICTOBHUM MIATPYHTSIM JUISI
CTBOPEHHS BpaXalOuoro 3a CBOIM PO3MaxOM Ta TPaHIIO3HICTIO (iHa-
Jy — MJICYMKY PO3JYyMIB Ta BUCHOBKY IUKJIY. 3a TPUBAJIICTIO 3BYYaHHS
Ta MOTY)KHUM BHUKOHABCHKHUM CKJIaJIOM ISl YaCTHHA CUMQOHIT MOXKe Tpak-
TyBaTHCS SIK CaMOCTiliHa XOpoBa KaHTaTa. [i My3u4Ha Jpamarypris 4iTko
OKpecieHa 1 00yMoBJIeHa BUOYTyBaHOIO KOMIIO3UTOPOM JIOT1KOIO BHKIIAIY
MMOETUYHOTO Marepiany. Tak, 3BepHEHHS 10 TPHOX PO3ALIIB BITMEHIBCHKOT
MMOEMHU BU3HAYMIIO crienudiKy MaciITaOHOI TPUYaCTHHHOI KOMIO3UIIIIHOT
CTpYKTYpH (iHady. BHyTpimHa GararockiafoBiCTh YacTUH Oe3mocepen-
HBO TIOB’s13aHA 3 MPArHEHHSIM MHUTIIS 10 SKHAUTIHOIIOTO PO3KPHUTTS BCiX
HIOAHCIB TIOJTICEMaHTUYHOTO BITMEHIBCHKOTO TEKCTY.
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Otxe, cMparOvnch Ha MOETHYHI TeKCTH BiTmeHa, mo Hanexars 110
pi3HHX 30ipOK 1 HE 3aBKIW MAaOTh SICHI TOYKH MEPETHHY MOMiX CO00I0,
Boany Binmbsmcy Bramocss BHOyAyBaTH CTPYHKY Ta IUTICHY XYTOKHIO
KOHIIETITiI0, B SKii MPOBIMHI i71e1 TBOPUOCTI TOETA 3HAWIIIIN TTEPEKOHIIN-
Be Ta MIMOOKe BimoOpakeHHs. Uepe3 00’ €HyI0unid BCl MOSTHYHI TEKCTH
MipooOpa3 Mops, 110 mocTae B CUMGOHIi K PI3HOBEKTOPHUH apXeTHUITHUN
KOMILJIEKC, CHMBOJI ITMHHOCTI Ta MIHJIUBOCTI OyTTs, BIYHOTO OHOBJICHHS
Ta BiIPOJKEHHS, BUSABISAETHCS €CTCTUIHUI MIPHHITHIL, 110 HAOYB 1J1st 000X
MUTILIB TEPIIOPSAHOTO 3HAYEHHS — rapMoHii, y KOCMOJIOTiYHOMY ii po-
3yMiHHi, SIK LIJTICHOTO CIiBiICHYBaHHS MPHUPOAH, JIIOICTBA Ta YHIBEpCYMY
3arajioM.
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OCOBUCTICHE TA MIZ’KOCOBUCTICHE
Y CKPHIIKOBOMY KOHIIEPTI EIBAPJIA EJITAPA

KuarouoBi cinoBa: konyepm ons ckpunku 3 opkecmpom; Edsapo Eneap;
npuceama, 63a€mMo0is, iHmepnpemayisi.

B nopobky E. Enrapa fioro koHIEpT I CKPUIIKH 3 OPKECTPOM
(1910 p.) mocimae ocobmue Mmicre. Lleit TBip 3aBepIye Ta pe3rOMye BCi
HamO0aHHS «IIEHTPATHLHOTOY, 3PLIOTO MEepioay WOro TBOPYOCTI, CTA€E MPO-
€KITIET0 BCiX 37100y TKIB KOMITO3UTOPa B CUM(OHIYHOMY >KaHpPi Ha KOHLIEPT-
HUil. B neBHOMY CeHCi, KOHLIEPT € 1 KyJAbMIHAII€I0 THKIHHSA KOMIO3UTOpa
JI0 EMOIIIIHOTO BiIKPUTOTO BUCIIOBIIOBAHHSA, A0 CaMOPO3KpUTTs. Cam aB-
TOp TOBOPHB, IO KOHIIEPT <OKaXJMBO EMOLIWHUMN, 3aHAATO €MOLIAHUI
(uwmt. 3a: Kenneni, 1970: 43). | MoxxHa BUSBUTH KiJibKa (PaKTOPIB, 11O 1€
3YMOBJIIOIOTb.

[lepm 3a Bce, 11c BUKOHABCHKHIA CKJaJl. 3 OJHOTO OOKY, OYEBHUJIHO,
I0 1HCTPYMEHTAJILHUIM KOHLEPT SK KaHp Mepeadadae «BUXig» comicTa
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Ha MIepeHiil TUTaH — He JTUIIe B TEXHIYHOMY YM TEMaTUIHOMY PO3YyMiHHI,
a 1 B KOMYHIKaIliifHii, eMOIIHHIA TUTOITIHI (Haa3BHYaHHO YaCcTOIO € aCOIli-
aIlis COICTA 3 KT€POEMY YMOBHOTO CIOJKETY). 3 1HITIOTO OOKY, caM XapaKTep
opkectpoBoi My3uku E. Enrapa 1o CKpuIKoBOro KOHIEPTY € MiJKPECICHO
excnpecuBHUM (Bapiamii «Enirmay, Ilepma cumdoHis TOIO) — TOXK A
KOMITO3UTOpa HE TIOCTA€ MPOOIEMH BTIJIEHHS OCOOMCTICHOTO BHCIIOBITIO-
BaHHS 4epe3 KOJICKTUBHUN BUKOHABCHKUI CKIIaJ. Takox JyxXe BaXKJIMBUM
€ Te, 10 caM KOMIIO3UTOp OYB AOCUTHh MaHCTEPHHUM CKpPHUIIAJIEM — CBOTO
yacy BiH B KOoHIepTax BukoHaB Bci CkpumnkoBi conatu JI. Ban berxoBeHa.
I xoua E.Enrap He OyB BHKOHaBIEM BIIACHOTO KOHLEPTY, acowiarlis
CKPHITKA 3 OCOOHMCTICTIO KOMITO3UTOpa (SIK HOro «rojioc») BHIAETHCS
MIPaBOMIipHOIO.

Kpim toro, moximBicte mobaunt B CKpPUIIKOBOMY KOHIEPTi «ca-
MOPO3KPHUTTS» CBiIOMOCTI Aae 1 ocobnmBa ioro kaaeHuis (y ®inami).
B Hiil Ha TI1i MICTHYHOTO 3BY4aHHS OPKECTPOBUX CTPYHHHUX (3 MPUHOMOM
pizzicato tremolando) 3By4arh peMiHICIEHIIi TeM BChOTO KOHIIEPTY, IO
B CYKYITHOCTI 3 ()aKTOM PanToOBOTO «BiAKIIFOYEHHS» PUTMIYHOI MTyJTbCAIlii,
xapakrepHoi s PiHany, 103Boisg€ BOAYaTH B IIbOMY MOMEHTI NEBHMH
«CTOI-KaJp», 3aHYPEHHS 0COOMCTOCTI B CBOT CIIOTaiu Ta NEPE)KUBAHHS.

OxpiM CyTO My3WYHHX XapaKTepUCTHK, IMOB’S3aHUX 3 HaJ3BHYAii-
HOIO €MOIIIHHICTIO ITHOTO TBOPY, 3ralaEMO TAKOX 1 IMPO Te, IO TOBOPHB
caM KoMTo3uTop: «S1 BHUmHcaB cBoio aymry B KoHIepri [ckpumKkoBoMy],
Cumdonii No 2 ta Oxi [«TBopui My3ukn» Ha Bipmm A. O’Hlorneci] <...>
B IIUX TPHOX TBOpax s BHSIBUB cebe [shewn myself]») (Kennedy, 1970:
57-58). Jlo BaXIHMBUX CIOBECHHUX XapaKTEPUCTUK HAJEKHUTH TAKOXK 1 eIi-
rpad KoHueprty — 1110 3a CBOEIO MICTUYHICTIO HE TIOCTYMa€eThesl Bapiariism
«Enirma»: «TyT cxoBana aymia ...1». Ha ceoromnimmii qeHs o1H03HaYHOT
BI/IMTOBI/II HA TUTAHHS, YA CaMe TyIla TyT MPUXOBaHa, HEMAae — 10 ITOPO-
JDKYE BEITUKY KIIBKICTh CHEKYIALIN Ha IO TeMY.

Icropis HanrcanHs KoHnepTy 103BOJIsE BCTAHOBUTH KijlbKa KOHTAaK-
tiB E. Enrapa 3i cBoiMM 3HaOMHMMH, 1110 TaK YM 1HAKIIE BIUIMHY/IM Ha LIEH
TBip. [lepir 3a Bce, 1ie aBCTpilichkuil ckpunaib Bipryo3 Dpin Kpeiicinep
(1875-1962), 3 ininiatuu sikoro i Oyno HamucaHo CKPUIIKOBUH KOHLEPT
(Kennedy, 1993: 73). 3a cBigquennsim Y. C. Teppi, came mig yac peneTuiiit

1 Kparmok came 1’4t5b, a He TpH.
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3 @. Kpeiicnepom 3a Horo mopamor0 KOMITO3UTOp 3pOOWB TEBHI KOPEKTH-
BH B ckpunkoBii maprii (Shiel, A. 1., 180). Came ®@. Kpeiicnepy E. Enrap
1 ipucBATHB CKPHUITKOBUN KOHIICPT.

Lett Konmepr moB’s3aHAN TaKOXK 1 3 IHIMAM CKpHUIIAJIEM, a came
Binmesmom I'enpi Pigom (1876-1942), xTo OyB Takok i KOMIO3HTOPOM,
i 6iorpadom E. Enrapa — 3a qBa poku miciis cMepTi OCTaHHBOTO BiH BH-
naB kHury «Enrap, skuM s Horo 3HaB». BiH MaB 0e3mocepenHe BiIHO-
HIeHHs 10 HarmucaHHs CKPHUITKOBOTO KOHLIEPTY, aJKe BiH TaKo OyB pal-
HHMKOM KOMIIO3MTOPA 3 TIPOGIEM CKPHIIKOBOIO BUKOHABCTBA. Moro crarts
«Elgar’s Violin Concerto» € CBOEpiTHHM CIOTaOM — PO3IIOYHHAIOUUCH
cinoBamMu «Komu s iimoB Perent-ctpit Ha mouatky 1910 p., s 3ycrTpis
Cepa EnBapaa Enrapa, sikuil, Ha MO€ 31MBYBaHHS, ... XOTiB OTPUMATH J0-
moMory 3i cBoiM TBopoM i ckpunkm» (1935: 30). Ilicis uporo aBTOp
B MOAPOOUISIX OMHCY€E TEBHI MpaBKH, AKi Oynu 3poOieHi B CKPUIKOBIi
napTii came B pe3yibTari i€l TBopuoi B3aeMoii, a TAKOXK MOPIBHIOE Pi3Hi
BapiaHTH MEBHUX MMACaXiB — K BiH rpaB ix B 1910 Ta sk ix Oyio omy0riko-
BaHO. CBOIO CTaTTIO aBTOP 3aBEPILYE CIOragoM Ipo Te, SIK caMe BiH Ipas
Ha mpuBaTHii npeM’epi CKpHUITKOBOTO KOHIEPTY Yy BepecHi 1910 3 ¢op-
TeMiaHHAM CYIPOBOJOM KOMITO3UTOpPa (ITOBHOMAcCIITAOHA MpeM’epa Bif-
Oymacst B TUCTOMA/I] ).

Yapmss Cardopa Teppi (1864—1936) € mie omgHierO JIFOMUHOO, TICHO
1oB’s13aH010 31 CKpHUIKOBUM KOHIepTOoM. BiH — mpodecop YHiBepcutety
Abepaen (University of Aberdeen), My3nuko3HaBeIb, 1110 OyB OTHUM 3 Hali-
OLTBII BUATHUX JOCITITHUKIB TBOPYOCTI M. C. Baxa B TorouacHiii Bbpuranii
(Shiel, A. 1., 180). Moro apy»Hi CTOCYHKH 3 KOMIIO3HTOPOM BCTAHOBUIHCS
npu6au3Ho 1905-1906 p., i BiH SK iCTOPUK JOKJIAJHO 3aHOTYBAB BIIaCHE
icTopito Ta mporpec y HanmucanHi CKpHITKOBOTO KOHIIEPTY. binblie Toro,
miciist mpeM’epH BiH OMyOJIiKyBaB CBOI CIOTaly, JIUCTH Ta Marepiaiu Bif
E. Enrapa — 3apa3 Bonu 30epiratotbcst B bpurancekiii bidmioreri.

Vkpaii BaxxnuBoto s CKpUIIKOBOTO KOHIEPTY € nocrtark Emic Ctro-
apt Yoptiui, M. Kenneni BBaxae, 110 Tinoresa, 3TiAHO SAKOi caMe 11 aymry
BrieHo B KoHuepti, € «HailCWIbHIIMM 1 HaWNEPEKOHIUBIIIUM TBEp-
okeHHsaM» (1993: 73). Kommo3utop Ha3uBaB ii iIMGHEM KBITKH aHEMO-
Hu («Windflower»), i mpo Temy cnomyunoi maprii E. Enrap nucas sk
mpo «Windflower theme» — JI. MakBi Bka3sye, 1110 KOMIIO3UTOp Ha3HBaB
E. C. Yoptni «mauyxoro» CxpurkoBoro koHIepTy (2589). binbme toro —
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M. KeHHeni BKka3ye Ha Te, IO IIUTATOO Ii€i TEMH KOMIIO3UTOP TOYHHAB
cBoi ymctu 1o E. C. Yopti (1970: 44).

He MokHa OMUHYTH 1 poJTi iHITOTO BHKOHABI IThoro KoHIEpPTY: TIe
leryni Menyxiu (1916—1999), Bunaraunii ckpurais i mupureHT. Came 3 HuM
KOMITO3UTOpP BHepiie 3podus 3amuc CKpHUIKOBOTO KOHIIEPTY B 1932 p.
Ieit 3ammc, OKpiM CBOET CYyTO XyA0KHBOI IIHHOCTI, TPEJCTABIISIE IIKABICTh
i 3 iHIIOTO OOKY: KOMITO3UTOP-IUPUTEHT MOMEp 3a MiBTOpa POKU TiCIs
HBOTO, a [. MeHyXiHYy Ha TO MOMEHT OYJIO JIMIIIE IIiCTHAALATH POKIB — III0
JIO3BOJISIE PO3IVISLIATH 1IF0 IHTEPIPETALIIIO K «3yCTPid HOKOTiHbY.

Otxe, Cxpunkosuii kouuept E. Enrapa € moeqHaHHsIM ABOX MPOTH-
JISKHO CIIPSIMOBAHUX TCHJICHIIIN: 3 OJJHOTO OOKY, KPalHbOTO 1H MBI Tyalti3-
My Ta MPAarHEHHS JIO CAMOPO3KPHTTS, 3 IHILIOTO — ¢ € PEe3yJIETaTOM B3a-
eMoxil 3 BEJIMKOIO KUJIBKICTIO JIFOAEH Ha BCIX CTaAiAX MOro HaIlMCAaHHSI: Bl
3apOJKEHHS caMoi i71el yepe3 TeXHIUHEe KOHCYIBTYBaHHS 1 10 «yBIUHEHHS»
cBoro OaueHHs KoHIIEpTy B 3BYKO3aITUCY.
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Elgar’s Violin Concerto occupies a special place in the composer’s
creative outcome. This work ends central, “mature” period of his creativity
and generalizes all the findings of it; it becomes a projection of all
composer’s achievements in symphonic genres onto Concerto. In a certain
sense, Violin Concerto is also a culmination of composer’s inclination to
emotionally unrestricted saying, to self-expression. Elgar himself said that
this Concerto is “awfully emotional! too emotional!” (Kennedy, 1970: 43).
And it is possible to reveal several factors causing this.

Firstly, this is for whom a work is composed. On the one hand, it
is obvious that concerto as a genre suggests that attention is focused on
a soloist (not only from technical or thematic standpoints, but also from
communicative, emotional). On the other hand, Elgar’s orchestral music
itself is strikingly expressive (“Enigma” Variations, First Symphony), so
the composer does not face a problem of incarnating personal expression
through a collective performer, orchestra. It is also worth noting that
Elgar himself was a skilled violinist as he played all Beethoven’s violin
sonatas. And even though the composer was not a performer of his own
Violin Concerto, association of violin with composer’s personality (as his
“yoice”) seems to be quite plausible.

Moreover, Concerto’s Cadenza (in Finale) also makes it possible toregard
the work as a self-expression of the personality. It features reminiscences
of Concerto’s themes which sound onto the mystical background of the
strings playing pizzicato tremolando, which with rhythmic pulsation being
completely abandoned allows to understand this episode as a “stop-frame”,
immersion of a person in his memory and feelings.
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Apart from inherent musical traits attached to overt emotionality of
this work, we must mention composer’s saying on it: “I have written out
my soul in the concerto, Sym. II and the Ode and you know it. In these
three works I have shewn myself” (Kennedy, 1970: 57-58). Concerto’s
epigraph is its another verbal characteristic, of no less obscurity than
“Enigma” Variations: “herein enshrined is the soul of ... ”. As of today
there is no universally accepted solution of this problem, which spawns
a lot of speculations.

History of Concerto’s creation allows to trace some contacts which
influenced this work. First and foremost, it is Austrian violinist Fritz Kreisler
(1875-1962), who was an initiator of the beginning of the work on the
Concerto (Kennedy, 1993: 73). Ch. S. Terry notes that while rehearsing
with Kreisler, Elgar made some corrections to violin part at his advice
(Shiel, A. 1., 180). And it is Kreisler whom the Concerto is devoted to.

This Concerto is also attached to another violinist, William Henry Reed
(1876—1942), who was also a composer, and Elgar’s biograph, as two years
after Elgar’s death he published a book “Elgar as I knew him”. He was
directly connected to creation of Violin Concerto, as he also consulted
the composer on the problems of violin performance. His essay “Elgar’s
Violin Concerto” is to some extent a memoir. It opens with the following
statement: “Walking down Regent Street one morning in the early months
of the year 1910, I met Sir Edward Elgar, who, to my surprise, ... wanted
a little help with something which he was sketching out for the fiddle”
(1935: 30). After that author recounts corrections which were made in
violin part as a result of this artistic interaction as well as he compares
different variants of certain passages (how he played them in 1910 and
how they were published in print). The author ends his essay with a story
how he played this Concerto accompanied by Elgar at a private premiere
in September 1910 (official premiere was in November).

Charles Sanford Terry (1864—1936) is another person attached to Violin
Concerto. He was a professor at University of Aberdeen, musicologist,
one of Britain’s most prominent scholars of Bach of his time (Shiel, A. L.,
180). His friendly relations with Elgar established in 1905-1906, and he
as historian scrupulously noted history and progress of work on Violin
Concerto. Moreover, after its premiere he published memoirs along with
Elgar’s letters and materials, and they are now stored in British Library.
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Of the highest importance for the Concerto is Alice Stewart Wortley.
M. Kennedy thinks that a suggestion that it is her soul enshrined in the
Concerto is “the strongest and most convincing claim” (1993: 73).
A composer dubbed her “Windflower”, and theme at cue 2 he called
“Windflower theme” — D. McVeigh notes that Elgar used to call
Alice Stewart Wortley a “stepmother” of a Concerto (2589). Moreover —
M. Kennedy states that Elgar opened his letters to Alice Wortley with
quotations from the Concerto (1970: 44).

We can not overlook a role of another performer of this Concerto,
Yehudi Menuhin, (1916-1999), a violinist and conductor. He was a violinist
that composer made a recording with in 1932, This recording, in addition
to all its merits as a work of art, is interesting from another side: Elgar died
year and a half after it was done, and Menuhin was only sixteen years old at
that moment. Thus, it is possible to regard this interpretation as a “dialogue
of generations”.

Thus, Elgar’s Violin Concert is marked by two contrary tendencies:
on the one hand, extreme individualism and inclination to self-expression,
on the other hand, it is a result of interaction with multiple people, from
the birth of idea to create a Concerto through technical advice and to
“immortalizing” of Elgar’s vision of his work as a recording.
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Kamepro-BokanpHa jTipuka He BTpadae iHTepecy sl AOCITITHUKIB, SKi
BUBYAIOTH 11 y Pi3HUX paKkypcax. HakonmuueHuii HaykoBUH JOCBIJ y apUHi
CHIBBITHOIIICHHS CJIOBA Ta MY3UKH JI03BOJISE AIMTH BUCHOBKY, III0O METPO-
PUTM BipIlia BUSIBISIE YHIBEpCaIbHi MO3UIIi, 60 HOTO CPUIHATTS KOMIIO-
3UTOPOM BiIOMBAETHCS y CMHUCIOBOMY HAllOBHEHHI KaMEpHO-BOKaJIbHOT
xomno3ulii. Kimouem 10 po3yMiHHS TO€THAHHS HOETHYHOTO Ta My3HYHOTO
METPOPUTMY CTAIOTh HACTYIIHI MPUHIMIIK: BiJIOBIAHOCTi, MOBICHHEBOC-
Ti, p0301XKHOCTI Ta KOMOiHyBaHHS. BOHM BUABJISIOTH BiJHOIIEHHS KOMIIO-
3UTOpA JI0 CEMaHTUKHU NEPIIODKEPENa Ta JO3BOJISIOTH 3pO3YMITH 3aKOHO-
MIipHICTh BUKOPHUCTAHHS 1HIIMX MY3MYHO-MOBHHX 3aco0iB. [IpeacraBumo
IO AEeSKUX TMIPUHITUIIB Ha rpuKiazi «JIBox pomanciBy B. Kupeiika.

Bokanpamii 1ukn crBopenuit Ha Bipmi K. [aBmiuka-BopoBcbkoro
(1821-1856) yecbkoro MUCHMEHHHWKA, MOETA Ta MyONiIUcTa. bijblIicTh
HOTO TBOPIB MAIOTh MONITHYHHNA Ta aHTUKIEPHUKATBHUH MiaTeKcT. Taka
HaJIAIITOBAHICTh MPOCTYIIAE i y TBOPAX, 1110, HA MEPLINH HOIIAI, MAalOTh
JTipudHy 00pa3HicTh. 30KpeMa, Bipi «Most 3ipka», oOpanuii B. Kupeiikom
JUIS TIEPITIOTO POMAaHCY, MPUCBSUeHUN ApykuHi oeta — FOmii CikopoBiH.
Bin mae aBrobGiorpadiunmii 3micT Ta mMOOyHOBaHWM y Iyci pO3MOBiIi
npo BiacHe XUTTA. OOpa3HO-CEMaHTHYHUHN s BipIla MOXKHA MOPIBHSA-
TH 3 IBOYACTUHHOIO pernpu3Hoio (opmoro. [lepma yacTuHa CKIaNa€eThes
3 YOTHPBHOX MMOYATKOBUX CTPOQ Ta BigoOpakae OesrmocepenHe, HeoOTsKe-
HE JIOPOCIUM TIODNIA0M, CIPUHHATTS ITUTHHOIO HABKOJIHIIHBOTO Cepel-
opuia. OcoOyuBy arMocepy CTBOPIOIOTH 00pa3y MaMu, TaTa, CECTPUIKU
Ta TMOsBA BJIACHOI 3ipKH, KOTpa CTa€ JIPYyroM i CyMyTHUKOM MaJIeHHKOTO
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xJyionyuka. J[pyra 4acTuHa BUCTyIIa€ KOHTPACTOM JI0 IepIoi, 00 moB’s3aHa
3 pyWHAITI€I0 MPIAIMBOTO CBITY AMTHHCTBA, IIIO CTA€ PE3YIBTATOM BiTIMOBH
BiJI pemirifHuX BipyBaHb, a pa30M 3 TUM JI0 BTpaTH 3ipku. B perpusi 00-
pa3HOTO 3MICTY BiOYBA€THCS BiIHOBJICHHS AYIICBHOI TapMOHIi 3aBISKH
TOsIB1 J)KiHOYOTO 00pa3y FOmianu Ta minouBaroThCs miacyMKH. [ mpyroro
pomancy B. Kupeiiko oOpas Bipm «Biune xuTTs». Bin € nmepmoro gactu-
HOI0 HE3aKiHYeHOTo ToeTHYHOro 1ukKiy «IIpo ocTaHHi [ina JOTUHI» Ta
Ma€ CaTUPUYHMNA MinTeKcT. [laHIBHUM 3acO00M JUIsi HOTO BHKDPHUTTS CTa€
NOPIBHSHHS HUTTS JIFOAMHU 3 TEaTPAIbHOIO MOCTAaHOBOIO: TeaTpabHUM
JI3BIHOK MOBIIOMJISIE PO MOYATOK Ta KiHEIb aKTy B «JIii BIYHOTO Oiry».
Hns BokanmpHOro mukiy B. Kupeiiko 3acTocoBye Bipii 4echbKOTO
noeta y nepeknagax l. @panka (ykpaiHcekoro) Ta A. Koanpuyka (po-
ciiicbkor0). BoHu nocuts O1M3bKI 10 OpUTiHANY, IPOTE€ HE BUKJIIOYAIOTH
MeBHUX 00pa3HO-3MiCTOBHUX BiaxwieHb. [lepmr 3a Bce, 3MiHH 3yMOBIEH1
MparHeHH;IM TOYHO BiZoOpa3suTH XOpeidyHUi METp BipIIiB, 10 Ja€ MOXIIH-
BICTh BUKOHATH POMAHCH i MOBOIO opuTiHamy. [Ipu BTiieHHI mepmomxe-
pen B. Kupeiiko 3acTocoBye pi3Hi Miaxoau 10 BiloOpakeHHS METPHYHOL
CTPYKTYpH BipiIiB. 30ir MOETUYHUX Ta My3UYHHUX HAroJociB B «Mofif 3i-
pIi» TPU3BOAUTE O TIOSBU MPHUHIHUITY BignoBigHOCTI. OJHAK MOCHIICH-
HS IESKUX BHPa3iB TOBOPSTH MPO HASBHICTH €IEMEHTIB MPUHIIHITY PO3-
oixHOCTI. [Ipy HbOMY KOMIIO3UTOP BUAUISIE Ti 3 HUX, KOTPi B MMOSTUIHIHN
OCHOBI TIPEICTaBIIAIOTH CBOEPIAHI MapH-TIPOTHUIICKHOCTI: Bipa — HEBipa,
3m100yTTsI — BTpaTa, IUTHHCTBO — JOPOCIE YKUTTS, TTOKIPHICTh — MPOTECT,
CBITJIO — TeMpsiBa Tomo. HatomicTh, B pOCiiiCbKOMOBHOMY TEKCTi MEBHI
CJIOBA Ta BHPa3M 3MiHIOIOTh CBOE MICIICTIONOKEHHS 200 3arajioM MepeTBo-
PIOIOTHCS Ha 1HIII, 110 MPU3BOIUTH J0 3HIKCHHS il aHTOHIMIYHUX CIIiB-
craBieHb. [Ipore came iX HasBHICTH MOSCHIOE JIOTiIKYy BHOOPY NPUIOMIB
y OyZIOBi Ta CTHJIICTHYHUX 3ac00ax poMmaHcy. 30Kpema, CTPYyKTypa TBOPY
Ma€ JIOCUTH BiUIbHY pOHAONOAIOHY OynoBy. IliceHHa Menomuka MIiCTHTBH
TPUTOHOBE CITiBCTaBleHHs1 ToHanbHOcTel C-dur ta Ges-dur B 0CHOBHO-
My MOTHUBI Ta TpaHCIIOHYBaHHA 3 a-moll B ges-moll apyroro. Take Bennke
3HauUEHHA rapMOHIYHMX (PapO MiATBEPIKY€E HACHIAYBAaHHS POMAHTUYHOTO
MHCTELTBA, KOTPE B CBOIO UEPry amestoBaio 10 0apoKoBOi TpaawMLii, 0
MPOCTYIa€ B CHMBOJIIYHOCTI, aHTOHIMIYHOCTI BHCJIOBNIOBaHH:. He MeHm
Ba)XXIIMBY POJIb y BiITBOPEHHI 00pa3HO-EMOIIIIHUX TONIIOCIB Tpae Gopre-
mianHa mapris. O0pa3 JUTHHCTBA TEPENAEThCS 3aBISKH CHHKOITOBAHIH
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aKoOpIOBiH (hakTypi; CKIAIHICTh, HACHYECHICTh XHUTTEBOTO IUIAXY AOPOC-
JIOTO BTUTIOETHCS 3aBISKH YCKIIAIHEHIH TapMOHii 3 TaJeKUMH TOHATLHUMH
3CyBaMU.

Hpyruii pomanc — «BidHe XHUTTS», CTBOPIOE OOpPa3HO-EMOITIHHY
omo3utito. KoMno3urop mnepeocMuciitoe Horo 3MicCT, M030aBISIIOYICH ca-
THPUYHOTO MIATEKCTY Ta MOCHIIOKYH chepy (PiTocOPCHKUX PO3ILYMIiB.
Menoarka BOKaJILHOI MAPTii Ma€ peUUTATHBHO-JICKIaMAIliHHUI XapakTep
3 eJleMEeHTaMH KaHTHJICHU. B mepiry uepry, e 3yMOBIIEHO BUKOPHUCTaH-
HSIM MOBJICHHEBOTO NPWHIIMITY MTOE€JHAHHS MMOSTHYHOI Ta MY3HUYHOI PHT-
MiKH. AKLIEHTH BOKaJbHOI MapTii MepeBaXHO 30iraroThCs 3 HAroJloCcaMH,
IO BUHUKAIOTh NMpH Jekiamanii. THM 4acoM B JESIKHX PsAKaX KOMIIO3HU-
TOp 301IBIIYE KiNBKICTh iKTIB, MiAKPECTIOIOYH OCHOBHY 11€10 MOPIBHIHHS
CMEPTIi JIOUHY 3 TeaTpadbHUM AiCTBOM. Takuil miaxij HaOmmkae Haro-
JIOCH BOKaJIbHOT MEJOAil HE MPOCTO JO PO3MOBHOI MOBH, a 0 XYIOXHBOT
nexsamanii akropa. [Ipuiiom «Tearpanizanii» 3asBieHuil 1 B maprii iHCTpY-
MEHTa, KOTPa MICTUTh CBOEPiIHI 3HAKU-CUMBOJIH: MEPEXTINBA ITyIbCaLlis
y BHCOKOMY pericTpi ApiOHMMM TPHBaJOCTSIMM Haragye «TearpajbHUN
JI3BIHOK»; MacHBHa akopaoBa (akTypa, MYHKTUPHHHA PUTM, po3Mip 4/4,
HU3X1THUHA MEIOIUYHUM PyX BIICHIIAIOTH JI0 KAaHPOBUX O3HAK TPAaypHOTO
MapIry; IpOTATHYTI IUCOHYIOUI CIIB3BYyYYs CTBOPIOIOTH TEMHUH, 3ara/IKO-
BUI KOJIOPUT.

Taxum ynHOM, 3a5BJICHI B pOMaHCaX MPUHITAIIN BiIITOBITHOCTI Ta MOB-
JICHHEBOCTI IEMOHCTPYIOTh yBakHE BigHomeHHS B. Kupeiika no purmiku
MOETUYHHX TBOPIB. ABTOp IMiJKPECIIOE MTPOBIIHI MOTHBH XYIOKHBOTO 3a-
nymy Bipirie. PazoM 3 TuM, 00pa3HO-3MiCTOBHUI PsiJi Y€CHKUX OPHUTIHAIIB
HaOyBa€ JESIKHUX MEPETBOPEHb, K y 3B sI3KY 31 3MiHAMH MIepEKIaIaqiB, TaK
1 3aBISKY TICBHOMY [IEPEOCMHUCIICHHIO TX CEMAaHTUKH KOMITIO3UTOPOM.
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“TWO ROMANCES” BY V. KYREIKO
IN THE ASPECT OF POETIC RHYTHM EMBODIMENT

Key words: chamber and vocal music; “Two Romances” by V. Kyreiko
based on K. Havlicek Borovskys poems, principles of correlation between
poetic and musical metrorhythms.

Chamber-vocal lyrics is interesting for researchers who study it from
different angles. The accumulated scientific experience in the field of
the relationship between words and music allows us to conclude that the
metrorhythm of a poem reveals universal positions, because its perception
by the composer is reflected in the semantic content of a chamber-vocal
composition. The following principles constitute the key to understanding
the combination of poetic and musical metrorhythm: correspondence,
speech quality, dissimilarity and combination. They reveal the composer’s
attitude to the semantics of the original source and allow us to understand
the usage pattern of other musical and linguistic means. The effect of some
principles is illustrated through “Two Romances” by V. Kyreiko.

The vocal cycle is based on poems by K. Havlicek Borovsky
(1821-1856), a Czech writer, poet and publicist. Most of his works have
political and anticlerical overtones. This mood is also evident in works that,
at first glance, have a lyrical meaning. For example, the poem “My Star”,
chosen by V. Kyreiko for the first romance, is dedicated to the poet’s wife,
Julie Sykorova. It has autobiographical content and is built in the spirit of
telling about one’s own life. The figurative-semantic series of a poem can
be compared to a two-part reprise form. The first part consists of four initial
strophes and reflects the child’s direct perception of the environment, not
burdened by an adult’s view. A special atmosphere is created by the images
of mom, dad, sister and the appearance of his own star, who becomes
a friend and companion of a little boy. The second part is the opposite of
the first one, because it is associated with the destruction of the dreamy
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world of childhood, which is the result of abandoning religious beliefs,
and at the same time with the loss of a star. In the reprise of the figurative
content, spiritual harmony is restored due to the appearance of the female
image of Juliana and the results are summed up. For the second romance
V. Kyreiko chose the poem “Eternal Life”. It is the first part of the unfinished
poetic cycle “About the Last Works of a Man” and has satirical overtones.
The dominant means for exposing is the comparison of a person’s life with
a theatrical production: the theater bell informs about the beginning and the
end of the act in the “action of eternal running”.

For the vocal cycle V. Kyreiko uses poems by the Czech poet translated
by L. Franko (in Ukrainian) and A. Kovalchuk (in Russian). They are quite
close to the original text, but do not exclude certain figurative and semantic
deviations. First of all, the changes are due to the desire to accurately reflect
the choreal meter of the poems, which makes it possible to perform the
romances in the original language. When implementing primary sources,
V. Kyreiko applies various approaches to displaying the metric structure
of the poems. The coincidence of poetic and musical accents in “My Star”
leads to the emergence of the principle of correspondence. However, the
strengthening of some expressions indicates the presence of elements of the
principle of dissimilarity. At the same time, the composer identifies those of
them that poetically represent peculiar pairs of opposites: faith — disbelief,
gain — loss, childhood — adulthood, submission — protest, light — darkness,
and so on. But in the Russian-language text certain words and expressions
change their location or generally turn into others, which leads to a decrease
in the effect of antonymic comparisons. However, it is their presence that
explains the logic of choosing techniques in the structure and stylistic
means of romance. For example, it has a rather free rhondoid structure.
The song’s melody contains a tritone juxtaposition of the C-dur and Ges-
dur keys in the main motif and a transposition from a-moll to ges-moll in
the second one. Such great importance of harmonious colours is confirmed
by the imitation of romantic art that in its turn appealed to the baroque
tradition, which appears in the symbolism, antinomicity of the statement.
An equally important role in the reproduction of figurative and emotional
poles is played by the piano part. The image of childhood is rendered thanks
to a syncopated chord texture; the complexity and richness of an adult’s life
path is embodied due to the complicated harmony with distant tonal shifts.
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The second romance, “Eternal Life”, creates a figurative and
emotional opposition. The composer rethinks its content, getting rid of
satirical overtones and strengthening the scope of philosophical reflections.
The melody of the vocal part has a recitative-declamatory character
with the elements of cantilena. First of all, this is due to the use of the
speech principle of combining poetic and musical thythms. The accents
of the vocal part mostly coincide with the accents that occur during the
recitation. Meanwhile, in some lines the composer increases the number
of ictuses, emphasizing the basic idea of comparing the death of a person
with a theatrical action. This approach brings the accents of the vocal
melody closer not just to colloquial speech, but to the artistic recitation
of the actors. The technique of “theatricalization” is also stated in the part
of the instrument, which contains some peculiar signs-symbols: flickering
pulsation in the high register resembles a “theatre bell” in small durations;
massive chord texture, dotted rhythm, 4/4 time signature, descending
melodic movement refer to the genre signs of a funeral march; stretched
dissonant consonances create a dark, mysterious flavour.

Thus, the principles of correspondence and speech quality stated in
romances demonstrate V. Kyreiko’s attentive attitude to the rhythm of
poetic works. The author emphasizes the leading motives of the artistic
design of the poems. At the same time, the figurative and semantic range
of the Czech original texts is undergoing some transformations, both due
to the changes caused by translations and due to a certain reinterpretation
of their semantics by the composer.
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TPAANIISI ®TAMEHKO B ICTOPUYHOMY KOHTUHY YMI

KurouoBi ciioBa: giamenko, icmopis ¢hnamenxo, nepuodizayis gaa-
MEHKO; mpaouyis prameHKo, HAcAiOy8anHsL.

16 mucromaga 2010 poky BcecBiTHs opranizariss KOHECKO mpucso-
i1a MUCTEITBY gitanos (praMeHKo cTaTyc 00’ €KTy BCECBITHHOTO HAOYTKY.
Ilst BUCOKA Bif3HAKA MiIKPECIIOE HETIEPCIYHICTh Ta CaMOOYTHICTh IIHOTO
ABTCHTUYHOTO siBHINA. To sIKi came pucH (OPMYIOTh IIIHHICHE Spo Ta de-
HOMEH (h1aMeHKo?

s xynbrypa gitanos nodana gopmysarucs Bifg XV CTONITTS y HiBIEH-
HUX perioHax Icmanii, a 3 XX CTONITTS OTpHMaJia PO3MOBCIOKSHHS i Ja-
7eko 3a i kopapoHamu. CroronHi uraMeHKo TPOIOBXKYE CBIM HIISIX, 3BEpTa-
IOUKCh JI0 €KCIIEPUMEHTIB: TOPYY 3 aBTCHTHKOIO MH MOKEMO 3YCTpPITH Ha
TeaTpaibHUX CIIEHAX MOEAHAHHS i€l KyJIbTypH 3 BiJOMHUMH LICAEBPaMU
aKaJeMiuHOT My3HUKH, 3 TOMYJISPHOIO0 MY3HKOIO i, HAaBiTh, 3 POK-3ByYaHHSM.
TpaauuiliHo, OCHOBHUMH CKJIaJOBUMH BUKOHABCHKOTO aHCaMOIIo (aaMeH-
KO BBaXaIOTh: cantaor’a/ cuiBaka, toquaor’a/ritapucrta, bailaor’a / Tan-
LiBHUKA Ta palmeros a / My3UKaHTa, «TIOIUHY-METPOHOMAY, 110 XJIOTIKAMHU
Ta ygapaMHu HOTH CTBOPIOE mynkC. Jlo cboromi, puro /4uctuM (GaaMeHKo
HA3WBAIOTh JIMIIIC [IMTAHChKe BUKOHAHHS. KONHCh yCi yyacHHKH aHCaMOITo
Oy TpeNcTaBHUKaMu ofHOTO poxy. Tomy 6a3zuc grmameHko Gopmye cimeii-
Ha TPaJHIlis, sSKa nependadac HACi{yBaHHS JKaHPOBOTO HAOYTKY, CEKPETiB
MalCTEepHOCTI BOKAIBLHOTO, IHCTPYMEHTAJIBHOTO i TAaHITIOBAJIBHOTO BUKOHAB-
cTBa Ta MaHepy. Ha oka3 ToMmy MokHa 3rajgati ()eHOMEH aBTOpCTBa y (ia-
MEHKO, 1[0 CYNePeUnTh MPUPOi aBTCHTHYHUX MHUCTENTB. BiH yocoOneHui
y sBuMli letras personales. 1le — rpyma TeKCTiB TiceHb, 10 Oy HamMCaHi
cantaor’aMu, Ta 3a3BHYail BUKOHYIOTECS 0€3 ICTOTHUX 3MiH. TakoXk y Kyilb-
Typi (h1aMeHKo JJOBOJII MOIYIISIPHUM € KaHp homenaje, «oMMaXk» Ha MOIIaHy
3HAKOBIH IS TpamuIlii iepcoHi. ToX y IIbOMY MECTEITBI BXKITUBUM (HopMy-
IOUMM CTPH)KHEM BHCTYTAOTh HACKIyBaHHS Ta TIIHOOKA MoBara Jio rmorepe-
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JHUKIB. AJe K, 3BKal04d Ha TaKy Mil[HY iCTOpPHYHY [1aM’ATh, IUTAHCHKOMY
MUCTENTBY TiBIeHHNX OeperiB IcnaHii BaeThcs BCTHTaTH 3a 9acoM?

3BepHEMOChH 10 3amporioHoBaHoro Jose Manuel Caballero Bonald
METOMy Tepionu3arnii GpraMeHKO IS YCBIIOMIICHHS iCTOpHYHUX, (DOPMY-
FOUUX IO TPATHUIIIIO0 MPOIECiB. ABTOP BUIUISIE IT'SATH €TaIliB PO3BUTKY:
1) eepmemuuna cmadis (1465—-1783); 2) nepwa paza posnosciodicenns
(1783-1910); 3) 3onome cmonimmsa (1910-1960); 4) 6aremu gpramenxo
ma mabno (1960—XXI1); 5) ¢paza excnepumenmis.

[epmuit Ta apyruit nepiogu 0a3yrOThCS BUKIIOUHO HA HACIITyBaH-
Hi ciMelHMX Tpagumid. A 3 TOSBOIO KOHIEPTHOI (opMH MOOYTyBaHHS,
BIZIMIOBIIHO TpeTili Ta YeTBEPTUH ICTOPUYHI MEpioAH, BXKE 3BUYHA MOBa-
ra CBOiX KOpPEHIB JIOMIOBHIOETHCS HOBOIO (DOPMOIO HACHITyBaHHS — «y4H-
TeNIb-y4YeHb», Ky peani3oBaHo 3aco0aMu IHCTUTYTy wmkonu. Lleit eram
MIPOHHU3aHUH aKTUBHUM (popMyBaHHSIM NpodeciiHUX KOMIETEHIIiH Ta aKa-
JeMizali€ero KylabsTypH gitanos. I1’sata icropuyna ¢asza po3BUTKY uiaMeH-
KO TIOB’s3aHa 3 HACJIiAyBaHHAM HOBaTOPCHKUX 11I€l cBOTO Kymmpa, ado,
IHIIUMH CIIOBaMH, TBOPUOTO KEPiBHHKA.

Bapto minkpecnuty, mo Bei i popMH HaCIiyBaHHS Ha Cy4aCHOMY
eTarri MPOIOBXKYIOTh 30epiraTu CBOIO aKTYaIbHICTh 1 aKTUBHO B3AEMO/IIFOTh.

Viktoriya Melnik
the posigraduate student of Department of Interpretology and analysis of Music
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THE FLAMENCO TRADITION IN THE HISTORICAL CONTINUUM

Key words: flamenco, flamenco history, flamenco periodization,
flamenco tradition, imitation.

On November 16,2010, The World Organization UNESCO designated
flamenco as an object of world heritage. This high reward highlights identity
of this authentic phenomenon. Which features do form phenomenon and
value core of flamenco?

This culture of gitanos began to take shape in the fifteenth century
in the southern regions of Spain. From the twentieth century it spread far
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beyond its borders. Today, flamenco continues its journey by risking and
experiments. We can find not only traditional versions of this are but also
combinations of this culture with the famous masterpieces of academic
music or popular music and even combination it with the rock sound.
Traditionally, the main components of the flamenco ensemble are: cantaor
/ singer, toquaor / guitarist, bailaor / dancer and palmeros / musician like
“metronome man” who creates a pulse by clapping and stomping. To date,
puro / pure flamenco are called only a gypsy performance. Once, all
members of the ensemble were members of the same family. Therefore,
the basis of flamenco is formed by a family tradition, which involves the
imitation of genre acquisition, the secrets of mastery of vocal, instrumental
and dance performance and manner. Proof of this is the phenomenon of
authorship in flamenco, which contradicts the nature of authentic arts.
He is personified in the phenomenon of letras personales. Also in the
culture of flamenco is quite popular genre homenaje, “homage” in honor
of the iconic person for the tradition. Therefore, in this art, imitation and
respect is an important formative core. But with such a strong historical
memory, how does the gypsy art of the southern coast of Spain manage to
keep up to date?

Let us turn to the flamenco periodization proposed by Jose Manuel
Caballero Bonald to understand the historical processes that shape this
tradition. The author identifies five stages of development: 1) the hermetic
stage (1465—1783); 2) the first phase of distribution (1783—-1910); 3) The
Golden Age (1910-1960); 4) flamenco ballets and tablao (1960-XX1);
5) phase of experiments.

The first and second periods are based solely on the imitation of family
traditions. And with the advent of the concert form of life, respectively,
the third and fourth historical periods, the usual respect for their roots
is supplemented by a new form of imitation — “teacher-student”, which
is implemented by means of the school. This stage is permeated by the
active formation of professional competencies and the academicization
of gitanos culture. The fifth historical phase of flamenco development is
connected with the imitation of innovative ideas of his idol, or, in other
words, creative leader.

It is worth emphasizing that all these forms of imitation at the present
stage continue to remain relevant and actively interact.
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