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PO30IJ1 1. AKTYAJIbHI MPOBJIEMM MUCTELIbKOI MEOATOTIKM

Igor Glushenko
Vikor Glushenko
Yongnan Pei

Pedagogical conditions for developing future ensemble
performers’ skills of autonomous preparation
for the creative presentation of repertoire

UDC 378.147:784.087.68:37.091.3
DOl https://doi.org/10.24195/artstudies.2026-1.1

he article addresses the problem of developing future ensemble performers’ skills of auton-
omous preparation for the creative presentation of repertoire. The relevance of the study is
determined by the need to improve the professional training of musicians in the context of
contemporary requirements of arts education, which involve the development of subjectivity,
self-regulation, responsibility, and the ability for productive collective interaction.

The purpose of the article is to provide a theoretical and methodological substantiation of
pedagogical conditions that contribute to improving students’ ability for autonomous educa-
tional and performance activity in the process of preparing for ensemble music-making. The
study employs the methods of analysis, comparison, generalization, and systematization of
scholarly sources devoted to the problems of ensemble performance, self-regulated learning,
autonomy, reflection, and digital support in music education. The essence of the autonomous
preparatory work of a future ensemble performer is specified as a level of organization of edu-
cational and performance activity at which the student independently determines goals, plans
the sequence of actions, selects ways of working on musical material, applies self-control
tools, and adjusts their own preparation with a focus on further collective artistic interaction.
Three interrelated pedagogical conditions for the development of the relevant skills are sub-
stantiated: the formation of stable ideas about the sociocultural significance and functional
specificity of collective forms of music-making, along with awareness of personal responsibil-
ity for the quality of one’s own contribution; ensuring purposeful methodological support for
acquiring skills of autonomous work on a musical composition, taking into account its genre
and stylistic, compositional and dramaturgical, as well as performance and communicative
features; and purposeful development of reflective and strategic awareness, the ability for
self-assessment, self-control, and self-correction of performance-preparatory actions. It is
emphasized that the integrated implementation of these conditions contributes to the develop-
ment of the ability to model situations of ensemble communication, carry out auditory mutual
control, predict the shared performance result, and ensure high-quality individual preparation
for full participation in ensemble performance.

Keywords: autonomous preparation, ensemble performance, scholarly approaches, self-reg-
ulation, reflection, pedagogical conditions, creative presentation of repertoire, modern innova-
tive technologies, digital support of music education.
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Introduction. Contemporary arts education is
aimed at training musicians as active subjects of
creative activity who are capable of self-regulation,
self-directed learning, and productive collaboration.
Ensemble performance occupies a special place in the
educational and performing process, since a musician
must combine individual mastery of their own part with
responsibility for achieving collective artistic integrity in
presenting a musical work to an audience. Accordingly,
each participant in collective music-making must not
only ensure a high-quality mastery of the musical
text, but also relate their own actions to those of their
partners: adjust intonation and rhythmic parameters,
coordinate articulation and dynamic decisions,
take into account the specific features of collective
tempo-rhythmic movement, the logic of phrasing, the
identification of climactic points, and so forth.

Such an understanding of the ensemble as
a space of shared performance responsibility

corresponds to the contemporary view of ensemble
music-making as a resource for the musician’s
broader professional development. In this context,
the problem of developing the skills required for the
autonomous study of repertoire intended for collective
performance becomes especially relevant.

However, scholarly and methodological literature,
as well as current practice in training future music
specialists, pays insufficient attention to the
autonomous study of works intended for collective
music-making. The purpose of the article is to provide
a theoretical and methodological substantiation of the
pedagogical conditions that contribute to improving
students’ capacity for autonomous learning in the
process of preparation for ensemble performance.

Literature review. In contemporary scholarly
and pedagogical literature, the training of future
musicians for ensemble performance is considered
from different perspectives: as a matter of developing

Pedagogical conditions for developing future ensemble performers’ skills of autonomous... || 7-12 1
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communicative interaction in collective music-making,
fostering performance coordination, improving
methods of ensemble work, developing artistic and
interpretive thinking, and cultivating students’ ability to
study musical material independently and responsibly.

The essence of collective music-making as a
pedagogical category has been explored by |. Bermes
(2024), 1. Levytska and O. Novska (2022), and other
scholars. Their publications emphasize that chamber-
instrumental and vocal ensemble performance should
be regarded not only as a form of joint music-making
but also as a resource for professional growth that
integrates the performance, communicative, and
reflective dimensions of training future specialists.
Issues related to the general principles of preparing
higher education students for collective forms
of music-making have been examined within
communicative, synergetic, reflective, innovative,
integrative, and other scholarly approaches (Z. Wang,
2017; Y. Sverliuk, 2017, etc.).

In  particular, Wang Zhong's dissertation
substantiates the significance of the communicative
approach as one that promotes students’ autonomous
preparation for participation in ensemble music-
making through anticipatory entry into the system of
future collective interaction. The author emphasizes
that the implementation of the communicative
approach facilitates the musician's engagement
in artistic and performance dialogue, their ability
to coordinate individual and collective interpretive
intentions, demonstrate sensitivity to the emotional
and artistic states and actions of ensemble partners,
and achieve coordinated performance actions (Wang
Zhong, 2017).

Also important for our study are works that reveal
the specific nature of collective music-making, its
communicative character, and the dependence of
the artistic result on the coordination of ensemble
participants’actions, their ability to listen to one another,
and their capacity to respond in a timely manner to
changes in tempo, dynamics, agogics, articulation,
phrasing, and the dramaturgical development of the
work. These aspects are especially significant in
the training of future ensemble performers, since in
collective performance each participant must act not
only as the performer of their own part, but also as an
active subject of shared artistic interaction.

I. Levytska and O. Novska (2021) emphasize the
role of the synergetic approach in achieving success
in ensemble activity in unity with the development of
the professional qualities of future music specialists.
The authors stress the importance of a synergetic
effect in ensemble performance achieved through
the personal and professional interaction of
performers, as well as through coordinated ensemble
playing, which strengthens the expressiveness and
persuasiveness of the shared interpretation of the
performed work.

Bunyck 1 (12). 2026

Fromthe perspective of music performance, studies
focused on the reflective approach are especially
valuable, since its principles are aimed at activating
self-observation, self-assessment, self-monitoring,
and self-correction and, more broadly, at self-analysis
of one’s own practice, microanalysis of performance
actions, awareness of interpretive decisions, and
overallreflectiononacquired experience andthe further
trajectory of professional development. Thus, Lépez-
iRiguez proposes considering music microanalysis as
a means of enhancing self-regulatory engagement in
higher music education (Lopez-ifiiguez et al., 2024).

Studies devoted to self-regulation in higher
education are also of considerable importance. They
emphasize that the effectiveness of learning largely
depends on the student’s developed capacity for
goal setting, strategic planning, self-observation,
analysis of intermediate results, and timely correction
of their own actions (Lobos et al., 2024). In arts
education, this acquires particular significance, since
working on a musical composition presupposes the
integration of analytical, auditory, motor, emotional,
and communicative components of activity. From this
perspective, autonomy is interpreted as an important
component of the performer’s professional agency,
directly related to the self-regulation of educational
and performance activity (Fujimoto & Uesaka, 2024).

Scholars also see the value of the innovative
approach in training ensemble performers in its
capacity to renew the content, forms, and means of
instruction. In particular, the use of digital resources,
audio and video recording tools, electronic materials,
and objective means of self-monitoring expands the
possibilities of students’ autonomous work (Koehn,
Tolstova & Cherednyk, 2026).

A separate group of studies emphasizes the role
of digital technologies in supporting autonomous
learning. In the contemporary educational
environment, technologically supported autonomy is
associated with the flexible organization of learning
activity, the individualization of working methods,
and the use of digital resources, electronic materials,
video recording, feedback, and self-monitoring tools
(Fujii, 2024). In music education, Al-assisted practice
applications acquire additional significance, since they
can enhance self-efficacy, support self-observation,
and contribute to the improvement of self-regulated
performance practice (Ou et al., 2025).

The integrative approach, in turn, enables the
holistic combination of technical, artistic-interpretive,
communicative, and reflective components of
training. As a result, the autonomous study of
an ensemble work is understood not as isolated
mastery of an individual part, but as a coordinated
process of self-regulation, interaction, interpretive
understanding, and achievement of a shared
performance outcome (Likhitska, 2022; Lopez-
ifiguez et al., 2024; Fujimoto & Uesaka, 2024).
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Consequently, the musician’s individual preparation
acquires a distinctly communicative orientation: they
learn to anticipate the function of their part within the
ensemble whole, predict sound balance, dynamic
relationships, the logic of entries and pauses, forms
of mutual support, and the artistic development of the
performance process; they also use the potential of
digital technologies for feedback and self-monitoring,
learn to listen to their partners, and regulate their own
actions in order to achieve genuine artistic interaction
(Schiavio, Kussner, & Williamon, 2020; Ou, Nogueira,
& Qin, 2025).

Thus, within these approaches, fundamentally
important scholarly and pedagogical tasks are
addressed, including the clarification of the specific
nature of collective musical activity, its goals, content,
and methods of preparing future specialists for
collective forms of music-making.

Results and discussion. The analysis and
generalization of findings from a number of scholarly
studies make it possible to assert that contemporary
approaches provide the basis for solving fundamentally
important scholarly and pedagogical tasks related
to students’ preparation for ensemble performance,
including the substantiation of pedagogical conditions
that can increase the effectiveness of this process.

To achieve this goal, it is necessary to establish
a clear theoretical distinction between the concepts
of autonomy and independence as they are
manifested in the learning process. In this context,
the autonomous preparatory work of a future
ensemble performer may be understood as a level of
organization of educational and performance activity
in which the student not only carries out assigned
tasks independently, but also sets goals, chooses
methods, and designs an individual trajectory for
their achievement; consciously selects approaches
to working on musical material; determines the
sequence of actions; applies appropriate means of
self-monitoring; evaluates intermediate results; and
makes the necessary adjustments to their own work.
Accordingly, autonomous work on a musical piece is
a broader concept than its independent study, since
it encompasses not only the individual mastery of
the musical text, but also the conscious planning of
the practice process, the selection of performance
strategies, self-monitoring, self-assessment, and
the correction of one’s own actions. Independent
study of a piece primarily refers to the individual
acquisition of musical material, whereas autonomous
work presupposes the student’s developed ability to
manage, in a purposeful and responsible manner,
the entire process of preparation for subsequent
ensemble interaction.

Such an understanding of autonomous preparation
corresponds to contemporary conceptions of self-
regulated learning in higher education, which
emphasize the importance of conscious planning,

monitoring, self-assessment, and the correction of
educational and performance actions, as well as to
current studies in music education that highlight the
role of interpretive autonomy and reflective analysis
of one’s own practice (Lobos et al., 2024; Fujimoto &
Uesaka, 2024; Lopez-ifiguez et al., 2024).

Accordingly, autonomy is viewed as the individual's
ability to take responsibility for their own learning,
whereas independent work is associated with the
skills to plan, monitor, evaluate, and correct one’s
own actions aimed at achieving the expected result
(Fujii, 2024). Unlike autonomous learning activity,
independent work may be carried out according to
a model or within a predefined algorithm, whereas
autonomous preparation presupposes a higher level
of agency, responsibility, and reflective involvement
on the part of the student. In ensemble performance,
this is especially important, since individual work
on a composition should not be directed toward
isolated mastery of one’s own part, but toward its
future coordination with the parts of other ensemble
participants and toward achieving artistic integrity,
stylistic coherence, and communicative interaction.

In this context, the formation of stable ideas in
students about the sociocultural significance and
functional specificity of collective forms of music-
making becomes particularly important. This
concerns not only awareness of the ensemble as a
form of shared artistic activity, but also understanding
that the quality of the collective performance result
depends on each participant’s responsible attitude
to their own role, precision, performance discipline,
attentiveness to partners, and willingness to engage in
co-creation. Therefore, the first pedagogical condition
is the formation of stable ideas about the sociocultural
significance and functional specificity of collective
forms of music-making, as well as awareness of
personal responsibility for the quality of one’s own
contribution to the achievement of a shared artistic
result.

The second pedagogical condition is the
purposeful provision of methodological support for
the process through which students acquire the
skills needed for the autonomous study of a musical
work, taking into account its genre and stylistic,
compositional and dramaturgical, and performance-
communicative features in view of its subsequent
collective performance. Such support should include
not only explaining the logic of independent work on a
composition, but also teaching students how to read
the musical text analytically, identify climactic points,
phrasing and caesural structure, tempo-rhythmic
changes, features of texture, articulation, dynamics,
agogics, and the dramaturgical unfolding of the work’s
artistic imagery and meaning.

As a result, the musician acquires the ability,
independently and without the teacher’s or ensemble
leader’'s direct ongoing guidance, to plan the
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preparation of their part in a polyphonic ensemble
composition, analyse it, and ensure its intonational,
rhythmic, articulatory, and artistically expressive
realization at a high level, while remaining oriented
toward the logic of the overall ensemble sound and the
requirement of stylistically appropriate performance
(Koehn, Tolstova & Cherednyk, 2024).

The third pedagogical condition is the purposeful
formation of students’ reflective and strategic
awareness, as well as their ability to engage in
adequate self-assessment, self-monitoring, and
timely self-correction of their own performance-
preparatory actions. This formulation corresponds
to contemporary studies of self-regulated learning
and music-performance practice, in which reflection,
microanalysis of one’s own actions, evaluation of
achievements, and timely correction of work strategy
are regarded as key mechanisms of the musician’s
professional growth (Lobos et al., 2024; Lopez-
iniguez et al., 2024).

In the context of music education, these qualities
are specified through self-monitoring, reflection, and
correction of one’s own actions during individual
preparation and subsequent collective interaction
(Fujimoto & Uesaka, 2024). At the same time, it is
advisable to use digital resources, audio and video
recording, electronic scores, self-observation tools,
and technological support instruments that strengthen
personalized learning, feedback, self-monitoring, and
the overall quality of preparatory work (Fujii, 2024; Ou
et al., 2025).

The practical implementation of this condition
presupposes those students develop the ability to
relate a stated goal to the actually achieved result,
identify shortcomings in their own preparation,
analyse the causes of performance difficulties,
adjust methods of working on the musical text, and
anticipate further steps. In the context of ensemble
performance, this also means developing the
ability to evaluate not only one’s own readiness for
performance, but also the degree of coordination
with partners, the accuracy of auditory control, the
timeliness of response to performance cues, and the
adequacy of one’s participation in the shared artistic
process.

Thus, the autonomous study of repertoire intended
for collective music-making should be regarded
as a higher level of subject-based organization of
educational and performance activity, in which the
student consciously defines the goal, specifies tasks,
selects methods, plans timing, applies means of
self-monitoring and correction of the quality of prior
mastery of musical material, and remains oriented
toward future inclusion in an integral system of
ensemble interaction. This conclusion corresponds
to contemporary conceptions of autonomy-supported
and self-regulated learning in higher and music
education (Fujimoto & Uesaka, 2024).
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Conclusions. The conducted analysis made it
possible to clarify the essence of the autonomous
preparatory work of future ensemble performers for the
creative presentation of repertoire as a specific type of
educational and performance activity that combines
a responsible attitude toward the individual study of
musical material with an orientation toward subsequent
collective artistic interaction.  Unlike ordinary
independent work, such preparation presupposes a
higher level of student agency, including the capacity
for conscious goal setting, strategic planning and self-
organization of learning, reflective monitoring, self-
assessment, and self-correction.

On this basis, three interrelated pedagogical
conditions for developing future ensemble performers’
skills of autonomous preparation for the creative
presentation of repertoire were identified:

— theformation of stableideasaboutthe sociocultural
significance and functional specificity of collective forms
of music-making, as well as awareness of personal
responsibility for the quality of one’s own contribution
to achieving a shared artistic result;

— the purposeful provision of methodological
support for the process through which students
acquire the skills of autonomous study of a musical
work, taking into account its genre and stylistic,
compositional and dramaturgical, and performance-
communicative features in view of its subsequent
collective performance;

— the purposeful formation of students’ reflective
and strategic awareness, as well as their ability to
engage in adequate self-assessment, self-monitoring,
and timely self-correction of their own performance-
preparatory actions.

Taken together, these pedagogical conditions
contribute to the development of the ability to model
situations of ensemble communication, -cultivate
the skills of auditory mutual control, predict the
shared performance outcome, and ensure high-
quality individual preparation of the musician for full
participation in ensemble performance.
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Y cmammi po3ansiHymo npobnemy ¢hopmMysaHHsI B8 MalilbymHiX BUKOHaBUiB-aHCambsiic-
miB HaBUYOK aBMOHOMHOI Mid2omosku 00 MBOPYOI rMpe3eHmauii penepmyapy. AKkmyasib-
Hicmb 00C/IIOXEHHs1 3yMog/ieHa Mompebor BOOCKOHA/IEHHST haxoBoi nid20mosKu My3u-
KaHmIB y KOHMeKcmi CyyacHUX BUMO2 MUCMeybKoI 0Cc8imu, Wo nepedbayaromes po3BUMOK
cy6’ekmHocmi, camope2ysisiyil, BionosidasbHocmi ma 30amHocmi 00 NPOOYKMUBHOI KO/IeK-
MUuBHOI 83aEMODI.

Memoto cmammi € meopemuko-MemoouyHe 06rpyHMyBaHHs1 nedacoaiyHux yMos, siKi crpu-
SI0Mb  BOOCKOHA/IEHHIO 30amHOCMI 3006yBaqi8 00 aBMOHOMHOI Has4YaslbHO-BUKOHABCHKOI
disizIbHOCMI 8 NPOYECH Mi020moBKU 00 aHcamb/1eB020 My3UKYBaHHS. Y pobomi BUKOPUCMaHO
Memoou aHasi3y, 3iCMas/eHHs, y3aza/lbHEHHST ma cucmemMamusayjii HaykosuXx dxepes, npu-
cBAYeHuUX npobaemam aHcamb/1e8020 BUKOHABCMBA, caMopeay /1b0BaH020 HaBYaHHs, aBmo-
HOMHOCMI, pechaekcii ma yughposoi MiOMPUMKU My3U4YHOI OCBIMU. YMOYHEHO CymHiCmb
aBMmOHOMHOI 11id2omos4oi pobomu malibymHb020 BUKOHaBUsI-aHcaMbicma sk makoao pisHsI
opeaaHizayjii Hag4a/1bHO-BUKOHABCHKOI 0isi/IbHOCMI, 3a sIK020 3000yBay caMOoCMIliHO BU3HAYaE
yini, nnaHye nocnidosHicms Oili, 0obupae crnocobu onpayroBaHHs My3udHO20 mMamepiasy,
3acmocoBye 3acobu CaMOKOHMPO/IH0 ma 30ilICHIOE KOpu2yBaHHSI B/IaCHOI Nid20moBKU 3 Opi-
eHmavyjiero Ha nodasibWy Ko/IekmusHY XyOOXHIO B3aEMOJIt0.

O6rpyHmoBaHO mpu B3aEMOIOB’A3aHi nedazoaiyuHi yMoBU (DOPMYBaHHS BIOMOBIOHUX Hasu-
YOK, sIK-om: hopMyBaHHSI CMIUIKUX ysIB/IEHb MPO COYIOKY/IbMYpPHe 3HauyeHHsI ma (hyHKYio-
HaslbHy crieyucbiky KoiekmusHUX ¢hopM My3ukKyBaHHSI Ui ycBiOoMIeHHsT 0cobucmoi 8idrnosi-
dasibHocmi 3a SIKICMb B/1aCHO20 BHECKY; 3abe3reyeHHs UiecrpsiMosaHo20 Memoou4Ho20
Cynposody Habymmsi HaBUYOK aBMOHOMHO20 OfpayroBaHHs My3U4HO20 MBOpPY 3 ypaxy-
BaHHSIM (l020 XXaHpPOBO-CMU/ILOBUX, KOMMO3UYiliHO-OpamamypaidHux i BUKOHABCbKO-KOMY-
HiKamusHUX ocobausocmell; yinecnpsimosaHe (hopMyBaHHsI PeghIeKCUBHO-CmpameaidHol
csidomocmi, 30amHocmi 00 caMOOUIHKU, CaMOKOHMPO/II0 ma caMOKopu2yBaHHsI BUKOHaB-
CbKo-nidzomosqux dill. Ha2on0weHo Ha momy, Wo CykyrnHa peasisayisi Yux yMos Crpusie
p03BUMKY BMiHL MOdesirsamu cumyauii aHcaméesoi KomyHikauii, 30ilicHrosamu cayxosuli
B3aEMOKOHMPO/Ib, MPO2HO3yBamu Cri/lbHUll BUKOHaBChKUL pesysibmam ma 3abe3neyysamu
SIKICHY [HOUBIOYa/1bHy Mid20mosKy 00 MOBHOYIHHOI y4acmi 8 aHcaMb/1e80My BUKOHaBCMSI.
Knovosi cnosa: asmoHoMHa nid20moska, aHcamb/iese BUKOHABCMBO, HayKosi Mioxodu,
camopezy/isiyisi, pechriekcisi, neda2o2iyHi yMosU, msopya npeseHmauis perepmyapy, cy4acHi
iHHOBayiliHi mexHo/10ail, yughposa nidmpumka My3u4Hoi ocsimu.
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Mema cmammi nossizae y sucsim/ieHHi 0cobsiugocmeli 3acmocysaHHsi B4umesieM obpa-
30MBOPYO20 MuCMeymsa Ky/ibmypomsipHUX MexHos102ili neda202iyHo20 MPU3HaYeHHs
8 My/IbMUEMHIYHOMY OCBIMHLOMY fpocmopi. Memodosioaisi 00C/IIOXEHHS Criupaemscsi Ha
mexHos102i4yHUl MiOXi0 (MPUHYUNU CUCMEeMHOCMI, OMMUMaIbHOCMI, 0iagHOCMUYHOCMI, YeH-
mposaHoOCMi Ha pe3y/ibmami, cmaHoapmu3os8aHocmi) ma Ky/ibmyposno2iyHul rioxio (MpuH-
yurn sapiamusHoCMi Ky/lbmypHUX yiHHocmel, MPUHYUM KOMeKMUBHO20 Xapakmepy Muc-
meybKo2o ma Ky/ibmypHo20 c8imoe/isidy).

Pe3y/ibmamu meopemuyHo20 onpaytosaHHsl Npobsiemu 00800SIMb IX pesieBaHMHICMb
cyyacHUM nowykaMm iHHosamu3ayii ma espoiHmeepayii niowuHu MucmeybKoi nedazo-
2iku. BcmaHos/eHo, wo opeaHika 83aeModii yKkpaiHCbko2o 06pa30msopyo20 Mucmeymsa
3 [HWUMU JIOKa/IbHUMU ecmemuyHUMU MOOE/ISIMU BUXOBaHHSI BIOMBOPIOE Yi/liCHICMb ma
repcrnekmusHicmMb My/lbmuemHisayii 0c8imHb020 fMpocmopy, 36/uxye o020 i3 3a2a/ibHo-
JI0OCBLKOIO KY/Ibmypoto, (hopmye IHOKy/IbmypHe cepedosulye 8 lio2o po3suBasibHill Mpoek-
yii. JogedeHo, Wo KysbmypomsipHi nedazoaidHi mexHosIo02ii Ha ypokax Mucmeymsa oarmsb
3Mo_2y repeocMuc/IuUmuU COUJoKyIbmypHYy OUHaMIKy PyXy yKpaiHCbKOI Hauii yusinisayitiHum
Mapwpymom po3BUMKY, yBUPa3HUMU rO/IGOOHII0 aKCionoeiyHUX HOpM 6ymmsi Cri/lbHOmMu
YKpaiHyis, «OyXy» YKpalHCbKOI Ky/lbmypu, mMucmeymsa, Ky/bmypHoi ma icmopuyHoi crnao-
wuHu. KynemypomsipHi mexHonoeii 8 Memoduyi 06pasomsop4020 mucmeymsa srnepue
pPO3MJIyMa4eHo siK PI3HOBUO redazo2iqyHuX mexHosioaill, Wo peasizytombesi 8 Mucmeybkili
ocsimi  epacpiyHUMU, XyOOXHIMU, OeKopamusHO-0GhOPM/IKOBAILHUMU, [/TIOCMpPamusHUMU
3aco0bamMu mBOpYOI akKmuBHOCMI WKO/ISIPIB; UEHMPYOMbLCS Ha BUBYEHHI, 36epexeHHi ma
BIOMBOPEHHI CBIMO2/II0HO-aKCIoN02IYHO20, HayioMeHmasbHO-MapKoBaHo20, Ky/lbmypHO20
ma coyiasibHo20 00CBIdY, Ky/IbmypHO-MUCMEYbLKOI crnadljuHu 3a 00NOMO20K OUOAKMUYHUX
3acobis 06pasomsop4020 Mucmeymsa,; akmyanisyroms emHocgepy 6ymmsi yKpaiHCbKOI
Hauyjii 32 AorMoMo20t0 HENMOBMOPHO20 Ky/TbMYypPHO20 KOdY, BUPaXeHOMYy 8 Mucmeymsi. Bcma-
HOB/IEHO, WO B84UME/Tb 06pa30mBopy020 Mucmeymsa sidiepae posib PempaHcamopa Ky/ib-
MypPHUX, MUCMEUbKUX, OYXOBHUX Ha0baHb YKpaiHCbKOI Hayii MO/1000MYy MOKO/TIHHIO, BOOHOYAC
3a/1yyarodu y4Hi8 00 2apMOHIl CriiBICHYBaHHS PI3HUX eMHOCIB ma Ky/IbmypHUX 2pyr.
Knrodosi cnosa: ydumesii 06pa3zomsopyo20 Mucmeymsa, XyO0OoxHbOo-nedazoaiyHa Oisi/ib-
HICMb yyumessi Mucmeymsa, ecCmemuyHull PO3BUMOK y4HIB, MUCMeybka nedaz2oaika ma
mMucmeybka 0csima, Xyo0oxHbO-nedazoaiyHa ocsima, Ky/bmypHi Mpakmuku, Ky/ibmyposio-
2iyHul mioxio 8 ocsimi, Ky/ibmypo3bepexeHHs1 8 0C8IMI, Ky/lbmypo36azayysasibHi MexHO/IO-
eli; KynbmypomsipHi nedazoaiyHi mexHoa02il, My/lbmuemHiyHuli ma My/ibmuky/ibmypHuli
ocsimHili Mpocmip, emHidHa BapiamusHICMb Ky/IbMypPHO20 CaMOBUPAXEHHS, emHiyHa ma
Ky/lbmypHa ideHmucpikayisi, espoiHmezpayisi 8 ocsimi.

MocTtaHoBKa npoGnemu. CyyacHi TpaHcnosuui
€BOJIIOLIAHOr0 MOCTYMy YKpaiHCbKOI OCBITU SK cer-
MEHTY 1106a/1bHOr0 OCBITHLOIO NPOCTOPY AETEPMIHY-
I0TbCSA aMOiBa/IEHTHICTIO ABOX NapamMeTpiB: 3 Of4HOro
GOKY, CNoCTepiracTbCa TEHAEHLIA A0 CoUianbHOT YHi-
doikaLil Ta yHiBepcanizauii, a 3 iHLIOro — NOCUIEHHS
iHTEHL,i/i Ha 36epeXeHHsl, MOMHOXEHHS Ta BMSICKpaB-
NIEHHS HaLioHa/IbHOT Ta eTHIYHOT igeHTuYHOoCTI. OTXe,
OfHI€E 3 MapafoKCasIbHMX 3aKOHOMIPHOCTER eBOsHo-
Lii couiymy MOXeMO Ha3BaTu nparHeHHs o rnobasi-
30BaHOro oyHKLIOHYBaHHsI (CNOCi6 XUTTS, coljasibHa
cTpatudikauis, KynsTypHa igeHTudpikauis) 3 ofHo-
YyacHVM PO3BUTKOM TaK 3BAHOTO KYJIbTYPHO-MapKo-
BaHOro HaujioHasiismy. KpiMm TOro, po3suToK LMGpo-
BMX Ta No3acy6’eKTHUX TEXHOJIONIA CIpUYNHAE onip
CycninbCcTBa Ta MOCW/IKE MOro GakaHHA 36epertu
B/lACHY aBTOHOMHICTb, HEMOBTOPHICTb, KY/NIbTYPHI BiJ-
MIHHOCTI, Ky/IbTYpHY CnafuiMHy B MUCTELTBI, iCTOpI0
po3BUTKY. MpoTe TSXKIHHA [0 KyNbTYpPHOI iAeHTUdi-
Kauji He 3anepeyye CTBOPEHHS CBITOBOro r/106asib-
HOrO MY/ILTUETHIYHOTO MPOCTOPY, WO BUPI3ZHAETHCSA

0c001MBOCTi 3aCTOCYBaHHSA BUMTE/1eM 00pa30TBOPYOr0 MUCTELTBA KYIbTYPOTBiPHUX...

GaraTtcTBOM Ky/bTYPHOIrO BUSIBY, GaraTOMaHITHICTIO
MUCTELbKMX NPaKTUK, IHTErPOBAHICTIO €THIKM Ta persii-
rii B yci chepu couianbHOT XUTTEAIANBHOCTI. Ha3BaHi
Npouecn NPOAYKYHTb 3BEPHEHHS [0 KyNbTYpPOoriy-
HVUX napameTpiB OCBITW, 30Kpema [0 CrocobisB yBu-
PasHUTU KYNIbTYPHUA KOMMOHEHT Yy 3MICTi OCBITW.
[HTerpauis KynbTypOsIOriyHOrO KOHTEKCTY B 3MICT
OCBITM nepefbdayvyae CUHTETUKY nedaroriyHnx (po3po-
6N5€TbCA METOL0O0TIA TPaHCAALT Ta hyHAaMeHTai-
3aLil 3HaHb | akTyanizoBaHUX NpeporaTtue KynbTypHOI
KOMMETEHTHOCTI) Ta Ky/IbTYpPONoriYyHnx (popMyeTbCs
yHihikoBaHa CTpyKTypa Ta MOAe b Ky/IbTypHOI Komne-
TEHTHOCTI, L0 peTpaHc/iboBaHa nefarorikor) getep-
MiHaHT. B po3pi3i CyyacHUX MUCTELbKUX MNPaKTUK
OCBITHbOTO MPU3HAYEHHSI 3BEPHEHHS [0 KY/NbTYPOsIO-
rYHOro noTeHuiany negaroriyHUX TEXHONOTIN (Kynb-
TYPOTBIpPHUX Ta KynbTypo3barayyBasibHUX) € Ha3BW-
YyaiHO akTya/llbHUM 3 Orns4y Ha IHTerpatvBHUIA Ta
TEXHOSOrYHMI XapakTep OCBITHLOro npoctopy. Kpim
TOro, HasBaHW AUCKYpC MNOTpebye KOHKpeTu3auil
y napagurmi MynbsTUKY/IBTYPHOCTI YKPATHCbKOT OCBITU.
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OTXe, (hiKCyeEMO 3B’A30K 5K 3 HAYKOBMM (HEOOXIAHICTb
PO3PO6/IEHHS CyYaCHUX TEOPETUYHMX 3acaf My/bTU-
€THi3aL|ii OCBITHbOro NPOCTOPY 3aco6amn MUCTELbKOI
nefarorikn), Tak i 3 NpakTU4YHUM 3aBAaHHAMU (HEeO0O-
XiAHICTb HaKpec/IeHH NepcrnekTMB iMnaemMeHTauil
creuianbHMUX Ky/bTYPOTBIPHUX NefaroriyHnux  Tex-
HOJOTili Yy CUCTEMY XY[AOXHbO-NMEAAroriyHoi OCBITH).
OTxe, BBOKAEMO HEOOXiAHMM PO3rASHYTH cneundiky
3aCTOCYBaHHS KyNbTYPOTBIPHUX TEXHOMOrIA BUUTE-
nlemM 06pas3oTBOPYOro MUCTELTBA B MY/IbTUETHIYHOMY
OCBITHLOMY MPOCTOPI.

AHani3 akTyasibHUX pgocnigkeHb. Cy4yacHuii
eTan CTyAjloBaHHSA napameTpiB NigroToBKM MaibyTHixX
yunTenis 06pasoTBOPYOro MucTeuTsa Ao npodpeciii-
HOT Aisi/TbHOCTI 34€6i/1bLIOr0 XapakTepmU3yeTbCA TakUM
[OCNiAHNLBKUM (DOKYCOM: €KOHOMIYHa Ta 3arasibHa
KynbTypa negarora-xygoxHuka (By MiHni); gusaliHep-
CbKa KOMMETEHTHICTb BUMTENS 06PA30TBOPHOro MUC-
TeutBa (A. TkayeHko, BaH Li3sanyH); umdposisauis
NiAroTOBKM MaiibyTHIX negaroriB-xyaoxHukie (Xy tOe);
XYLOXHSA KynbTypa cnewianicTis MUCTeubKol rasysi
(A. CemeHiok). HaykoBui B. TumkiB, A. LeM’sIHUYK,
XK. Acennmupka (2021) onpaubOBYHOTb MNOTEHLUiasN
iHHOBALiIMHMX MUWUCTELbKUX TEXHO/ONN y MeToAuLi
HaB4YaHHS 006pPa30TBOPYOMY MUCTELTBY Y 3akiagax
BMLLOI OCBITW. Ha 3Ha4yeHHi eTHOKYNLTYPHOT cKnago-
BOI YaCTUHW y MNiAroToBUj BYMTENIB MUCTELKMX AUC-
uunaiH HarosowytoTe O. €pemeHko, |. YucTakosa,
N. biptokoBa, M. MetpeHko (2020). MapameTpito Ta
noTeHLia Ky/IbTYPOJIOriYHOrO Migxody B Cy4acHii
XYLOXHbO-MeaaroriyHiii ocBiTi poskpusatoTe O. Mapy-
wak, |. KpacmnbHikoBa, O. Bucoubka (2025). Ha
Halwy AymKy, cneumdika npoecinHoi Ais/IbHOCTI
BUMTENS 0OpPa30TBOPYOr0 MUCTELTBA NpeacTaBneHa
Yy HaykoBUX [Kepenax [oBONi penbedHo, yHaa-
MeHTasIbHO. Hapasi Mae ceHe 3akLeHTyBaTu yBary Ha
(PYHKLiIIHOMY MPU3HAYEHHI PI3HOMAaHITHUX negaroriy-
HVX TEXHOJIOTIN, L0 BUKOPUCTOBYE BUYUTE/b-MUTELL
B OCBITHbOMY MPOCTOPI LLUKOMKN, a caMe Ha OYHKLsSX
X KyNbTYpPOTBOPEHHS Ta Ky/bTypo3barayeHHsl.

Meta cTartTi nonsira€ y BUCBIT/IEHHI 0COGMMBOC-
Teil 3acToCyBaHHS BUMTENIEM 06Pa30TBOPYOro MMC-
TeuTBa Ky/bTYpPOTBIPHMX TEXHOMOri neaaroriyHoro
Npu3HayYeHHs B MY/IbTUETHIYHOMY MPOCTOPI 3aKnajiB
3arafibHOI cepefiHbOi OCBITH.

JocArHeHHA MeTu LOC/iIKEHHSA BMMarano BUKO-
HaHHSA Taknx 3aBgaHb: NpoaHasizyBaTy HayKOBO-TEp-
MIHOMTOTIYHUIA hoHA 3 NPO6IEMU Ta BU3HAUUTM 3MICT
KaTeropii «KynbTYpPOTBIPHI Mefaroriydi  TEXHOOriT»;
onucatu cneundiky npodeciiHol A4isaNbHOCTI BUMTENS
06pa3oTBOPUOro MMUCTELTBA Ta OKPEC/IUTI AJEBI aslro-
pUTMU 3aCTOCYBAHHS HWM Ky/IbTYPOTBIPHUX neaaro-
MYHUX TEeXHONOri; [OBECTU POSb KY/bTYPOTBIPHMX
nefaroriyHNX TEXHONOri Ans )OpMyBaHHS PO3BU-
Ba/IbHOr0 MY/IbTUETHIYHOIO OCBITHLOTO MPOCTOPY.

MeTtogonoris [OCNioKEeHHS. CTtparerito
BMBYEHHA CYTHOCTI Ky/bTYPOTBIPHMX TEXHOMOTIi
B  XYA4OXHbO-NegarorivHomMy MpocTopi  BU3Ha4ae

Bunyck 1 (12). 2026

TEXHOMOrYHMIA NigXig, WO peanisyeTbCsa B OCBIT-
HIi NPUHUMNAMWU CUCTEMHOCTI (ChiKCye iHTerpaTtuBHy
€0HICTb METU | 3aco6iB HaB4YaHHS), ONTUMasIbHOCTI
(thikcye [OLiBbHICTL Ta MO3UTUBHY «PECYPCHICTb» TUX
yYMm TUX 3aco6iB HaBYaHHS), AiarHOCTUYHOCTI (doikcye
3[aTHICTb BepudpikyBaTn pesynbrar ynpoBaKeHHSA
3aco6iB HaBYaHHS), LLEHTPOBAHOCTI Ha pesy/brarti,
CcTaHAapTU30BaHOCTI (PIKCYE NPUAATHICTb PISHMX TEX-
HONOri 0O penpoayKLii B Pi3HUX YMOBaX HaBYaHHS).
BogHouac NpoAyKTUBHUMM A/15 BU3HAYEHHS cneundi-
KaHTIB YNPOBaKEHHSI NefaroromM-xygoXHUKOM Ky b-
TYPOTBIPHMX MeAaroriYHMX TEXHOMOTIA € napameTpu
KYyNbTYPOJIOriyHOro niaxoAy B OCBITi. Ha Hally aymky,
came KynbTypOnorivyHWii nigxig Mapkye npoueaypwu
PO3YMIHHSA Ky/bTYPHOT AMHaMIKM eBONoLjii NoacTea
AK NOAIPOoHii akcionoriyHmx Hopm 6yTTA NHOACHKOT
CMifIbHOTK, anropuTMIB Ti €BOJOLIAHOIO PO3BUTKY,
CEHCY 1 cneuundikm KONEKTUBHOT KapTUHW CBITY, NPYH-
LMNiB MOBEeAIHKN rpynu soael, Wo BigobpaxatoTsb ii
HEMOBTOPHWIA colia/ibHWII Ta MUCTELbKO-KYBTYPHWIA
nocsig.

MigrpyHTs TEOPEeTMYHOro BUMIpY OnpavoBaHHS
nNpo6aemMy CknafarTb IHCTPYMEHTU CUHTETUYHOIO
aHanizy HaykoBsol iHdhopmaLii, ynopsagkyBaHHS Ta
cucTemaTmaauii HayKOMEeTPUYHO-A0BIAHUKOBUX, NCK-
XON0ro-nefaroriyHnx, MUCTeLbKOo-NeaaroriyHmx axe-
pen, Wo penpeseHTyTb Pi3Hi NPOEKLi AOCIIKEHHS
Npob6nemMaTnku OCy4YaCHEHHS CUCTeMU NiAroTOBKU
ManbyTHIX y4ymTesniB 06pa3oTBOpPUOro MuUcTelTBa.

Pesynbtatv T1a iX 0GroBOpeHHA. KynbTyposno-
riYHa OCHOBa 3arasibHOI MeToA00rIT XyA0XKHbO-Nefa-
rOrivyHOT AiSiNIbHOCTI iIIOCTPYETLCS Y AOBIAKOBUX MKe-
penax NeKCEMOK «Ky/IbTYPOsIOTiYHMI MiaXig B OCBITi».
BoHa TymMaunTbCs SIK CerMeHT KOHKPETHO-HayKoBOT
MeTOZOo/oriT Ni3HAaHHA Ta TpaHcdopMaL,il XyL0XHbO-
nefaroriyHoi peasnibHOCTI, WO 6a3yeTbCA Ha akcio-
norii CNpURHATTA MUCTELbKO-XYLOXHIX KOOpAUHAT;
napameTp pPO3yMiHHA OCBITU Kpi3b NpM3My KOHLenTa
«KynbTypa», TOGTO YCBIAOMEHHS T SIK Ky/IbTYPHOrO
npouecy, WO 3AIACHIETBCA Y  KY/IbTYPHO-MapKo-
BaHOMY CepefoBuLLi, BCi CKIaHUKM SKOTO MPOHWU-
3aHi NIOACLKAMW CMUCTIAaMU | CIYTYHOTb JIKOAWHI, SiKa
BIfIbHO BUSABNSAE BNacHy TBOPYY iHAMBIAYasIbHICTb,
NparHeHHA [0  Ky/bTYpHOro camo3abesneyeHHs
i camoakTyanizauil y NAOWMHI KyNbTYPHUX LiHHOC-
Tel (CtosiH, 2014, c. 46). OTXe, KyAbTYpPOsOrivYHNiA
nigxi4 B OCBITIi MOXe OyTU NPeACTaB/EHO SK HaNpsM
B OCBITHI MpakTuui, WO 6a3yeTbCa Ha MNPUHLMMI
KyNbTYPOBIAMNOBIAHOCTI Ta AYXOBHOCTI OCBITH, LLO He
cynepeuntb HayKOBOMY 3MICTY OCBITHbOT Mapaaurmu,
a HaBMaku — yBMpasHioe Ta 36aradye lioro. dyHaa-
MEHT Takoro PO3YyMiHHS Ky/bTYPOOriYHOi OCHOBU
OCBITM CK/lafaloTb YSBMEHHS NPO AyXOBHWIA Ta ippa-
LiOHa/IbHWIA CBIT NOAMHK, WO Aa€ 3MOry OpraHivyHo
[ONy4nTUCh A0 CBITY MUCTELTBA. Y TaKOMY PO3YMiHHI
[OYXOBHICTb € BHYTPILLHbO B/IACTMBICTIO iIHAMBIAA, WO
MapKye nepeBakaHHsA AyLIEeBHUX, MOPa/IbHO-ETUYHUX
Ta iHTeNeKTyallbHUX IHTEeHUiA Haj MaTepiasibHUMMU
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Ta nparMatnyHumMmn (BenukuiA TayMauHuii CIOBHUK
CyyacHoi ykpaiHcbKol MoK, 2005). MeTadhopika nek-
CEMU «[yX» Y LibOMY KOHTEKCTi OTOTOXHIOEMO 3 BHY-
TPILLHBLOK eHeprieo NMIANHN, Lo HaJae akciomaTny-
HOr0 3HAYeHHs1 Ta 0COGAMBOIO IMMNYNbCY BCIM T AisiM
(LWviHkapyk, 1990, c. 13). Y dinocotcbkux iHTepnpe-
Tauisax KynsTyponoriyHux CMUCAIB OCBITH, 30Kpema
napameTpiB 3a/lyYeHHs JIOAMHW [0 MUCTELbKMX
NpakTyK, KaTeropis «fyx» € CropigHEHOH [0 Jiek-
CeMU «aHima» (4yLua), WO CUHTETUYHO penpeseHTye
rpeLbKOMOBHE CNOBO «Mcixe» (KOpiHb Yuxn), AOBO-
084N 3B'A30K MK Ky/IbTYPOK Ta MCUXIKOK JIIO4NHN
(KynbTypoTBOpYi BUMIpU MOAUHW B CyYaCHOMY YHI-
Bepcymi, 2019) OTxe, cBigoma iHTenekTyaslbHa Ta
«AyLleBHa» akTVBHICTb JIIOAMHN OXOMJ/IE Ta OcsArae
Ti acnekT KynbTypu, LIO NOB'A3aHi 3 HanBuULLMMK
nposiBaMu SIIOACHKOT NCUXIKM — [YXOBHOIO Ky/bTYPOIO,
TBOPYMM CamMOpPO3BUTKOM, iHAMBIAYaIbHOK CaMoOak-
TyastizaLieto B MUCTELbKMX NPaKTUKax.

Y cyyacHuX HayKoBO-nefaroriyHux CTyaisaxX Ky/b-
TYPOBIAMNOBIAHICTL AK MPUHUMMN OCBITU CNPUYNHUB
nosiBy cneujasibHOT Ky/nbTypo3HaByoi OcBiTW. [Nefa-
FOriYHWIA acnekT Ky/nbTypO3HaBYOi OCBITUM BUWCBIT/IIO-
€TbCs 32 4ONOMOroLo c/10BOoTBOPY “homo culture” (a6o
«IoavHa KynbTypHa»), TOOTO OCBiYeHa, 3aHypeHa
Yy pO3MWCAM NPO CeHC ByTTH, SAKili BNaCTUBI AYXOBHI
iHTeHUi Ta uiHHOCTI (CTosH, 2014). Mopgenb Ky/ib-
TYPHO-OCBITHBOT CUCTEMU (DYHOYETLCA Ha PO3YMiHHI
rnobasibHOr0 CeHCy OCBITM — TpaHcAsauii goceigy
Bif, CTapLIOro MOKOMIHHA A0 MOJIOALWOr0 Ha OCHOBI
BCTAHOB/EHUX Y COLiYyMi KY/IbTYPHUX 3paskiB. OTxe,
iI30MOPOHNIA XapaKTep OCBITW | KyNbTypu Hagae nig-
I'PYHTA 41 LiJIKOM I0MYHOr0 YnopsAKyBaHHA Ky/lb-
TYPOJIONIYHUX MPUHUMNIB K 6a30BUX A/19 CyYacHOI
XYL,0XHbO-NearoriyHoi ocBiTU. AHani3 TepMiHOMOoriT
Ta 3MICTy KynbTYpPOOriyHoro nigxofy B OCBITI cnps-
MOBY€E [0 OYMKW MPO Taki MOro 3HauyeHHs B 3arasib-
Hin MeTogonorii negaroriki: NPOAYKyBaHHA IHHOBa-
LiiHMX CNOCOGIB BXOMKEHHSA /OAMHN (B KOHTEKCTI
[JOCTIDKEHHS — YYHS) Y HEMOBTOPHWI Ta €CTETUYHO-
HaMoOBHEHWIA CBIT Ky/bTypW; coljianisaljis oavMHn 3a
BCTAHOB/IEHUMW KY/IbTYPHUMY 3paskamu; TpaHcnsuis
KYNbTYPHO-0(hOPM/IEHNX 3Pas3kiB NHOLACHKOT TBOPYOCTI
Y BUIMMSAI MUCTELbKX NPOAYKTIB.

CyuacHuin BUMIp cumeTpusaLii KynbTyposIoriyHnX
Ta OCBITHIX NapameTpiB BiAA3epPKa/ItOETLCSA 3BEPHEH-
HAM [OOCMIOHUKIB [0 XapaKTePUCTUKU Ky/bTypOTBO-
peHHsA (K NeBHOro akTy AisnbHocTi). Camo no cobi
KY/IbTYPOTBOPEHHSA € BUSIBOM iHAMBIAY&UIbHUX CMUC-
niB TBOPYOCTi, TOOGTO MOZAENi YMNOTY>XXHEHHA Ky/b-
TYPHO-MUCTELbKOro (a 0TXe, 1 eCTETUYHO-AYXOBHOI0)
CerMeHTy ocBiTW. MNpuHLUMNN Takol cumeTpusadii, Ha
Hally AYMKY, AETEPMIHYIOTb 3BEPHEHHS [0 MOTEeHL-
any Ky/ibTypOTBIPHMX NEeAaroriyHux TeXHOMOrIi. u-
6GOKO NepeKkoHaHi B TOMy, L0 cam AUCKYPC LWoao poni
KyNbTYPOTBIPHMX CErMEHTIB OCBITM KOHLIEHTPYETHCS
TaK UM iHaKLwe y 3MICTi Xy40XHbO-NeAaroriyHoi Ta Muc-
TelbKOT MPakTUKKN, afpKke My3nyHa Ta xopeorpadivHa,

06pas3oTBOpYa Ta TEXHOMOrNYHO-AEKOpaTuBHa ecTe-
TMKa BUPI3HAETLCA NOTY)XXHUM NOTEHLiaNIOM K ecTe-
Tn3aLii OCBITHbOrO cepeaoBuLla, Tak i 3ara/ibHOKY/1b-
TYPHOro PO3BUTKY COLiyMy 3arasiom. 3BepHeMO yBary
Ha CKMafHICTb CamMoro TEPMIHOTBOPEHHS Y PO3pi3i
npo6nemu, agxe penpeseHTalis )eHOMEeHa «Ky/b-
TYPOTBOPEHHS» 3a [0MOMOIOK e/leMeHTapHOI cymu
[OBOX CKNaAHUKIB «KY/bTypa» | «TBOPYICTb» HE € npa-
BOMIPHUM, OCKi/IbKA CMPOLLEHEe PO3YMIHHA Y LibOMY
pasi He iNCTpye BCIET NaniTpn cMUCAIB K Yy 3arasib-
HOKY/IbTYPHOMY KOHTEKCTI, TaK i B HayKOBO-Mnezaroriy-
HOMYy. 3a eTMMOSOrIED Ta 3ara/ibHUM PISTOCOCHLKUM
3HAYEHHSAM Ky/IbTYPOTBOPEHHS SK aKT «TBOPEHHS
KyNbTypu» € caMOOYTHIM | HErnoOBTOPHUM SBULLEM,
O 3HaxXoAuTb YTINIEHHSA B COLja/IbHOMY, €CTeTuY-
HOMY, TBOpPYOMY Ta NPOPeciiHOMY CamMOBM3HAYEHHI
nognHn. HaassnyaliHo Bax/IMBUMM BBaXAEMO BCTa-
HOBJ/IEHHA YIiTKOTO 3B’A3KY MiX Kareropismm «Mmucre-
LTBO», «eCTETUKa» Ta «KY/IbTYPOTBOPEHHS», amxe
B aCnekTi iIXHbOr0 CUHTETUYHOIO MOEAHAHHS MaeMO
LUyKaTy cnocobu Bifo6paKeHHA 3MICTY Ta 3HAYeHHSN
KyNbTYPOTBIPHMX MefaroriyHnx TEXHOMOrIN y npodie-
CIiHIN JiNbHOCTI Nnegarora-xygoXxHuKa.

Ha Hawy aymky, ecte3uc sik iHaMBigyanbHO-iHTEH-
LiAHWIA iIMNY/bC, WO CTUMYKOE 3a/lyYeHHs MonoaoT
NOONHN 00 CBITY KYNbTYpU, 3a/1€X1Th Big, MUCTeLb-
KOI rpaMOTHOCTI, Bijobpaxae TBOpUY caMoakTyasiza-
Ljto 0cobu 3a [OMOMOro HasBHOIO apceHasy Muc-
Teubkux 3acobiB, BCTyMae y KopensuiiHuii 3B’A30K
3 efleMeHTaMn AyXOBHOI Ky/nbTypu JIIOACTBA, CUHX-
POHI3yOUNCh OAHOYACHO 3 (DOPMamy MUCTELLbKOTO
BUPaXeHHS. [ogaroun crneumdivyHnx xapakTepucTuk
3ara/ibHOBM3HAHOMY T/lyMa4YeHHI0 CYTHOCTI KaTeropii
«neparorivyHi TEXHOMOri», MOXEMO NpeacTaBuTH iX
iHTEepnpeTauilo B MUCTELbKO-NEeAAroriyHiin nioLyHi,
a/pKe came Teopisi Ta MeTOAMKa MUCTELbKOT nefaro-
rikv po3po6nse 3MICT Ta BMCYBae BUMOIM A0 TUX 4m
TUX MefaroriyHMX TEXHOMOTIA SK KyNbTYpPOTBIPHUX.
OTxe, nefaroriyHUMn  TEXHONOTIAMU  MUCTELbKOT
OCBITM Ha3MBAEMO YiTKy Ta a/IfOPUTMi30BaHy CUHTe-
TUYHY CUCTEMY METOAIB, MedaroriyHux MnpuinomiB Ta
po3BMBa/IbHMX 3ac06iB UinecnpsmoBaHoro (nepa-
FOriYHO-LEHTPOBAHOI0) PO3BUTKY TBOPYMX IHTEHLi
YUHIB, iXHbOI MUCTELbKOI rPamMOTHOCTI Ta ecTeTuy-
HOrO CBITOrNAAY; NO3UTUBHOIO BMNJIMBY HA €CTETUYHO-
[OYXOBHY coepy MO0/, IXHE aKCiONOriYHO-KY/TbTypHE
Ta Mo3UTUBHO-AKCIONOrYHe CTaB/IEHHA 00 ONTUMI3Y-
Ba/IbHO-eMOLiHOT Ta iHAUBIAYalbHO-hyHAAMEHTaTi-
3yBasIbHOI POJIi €CTETUKN B XUTTI.

Ha Hawy aymky, iHTepec 40 NOLUYKIB TEXHONOrIY-
HOro BUPILLEHHST NPOG/JEMMN 3aCTOCYBaHHS pPi3HOMaA-
HITHMX 3aC06iB 06Pa30TBOPYHOT ANAAKTUKN NOCUINBCA
AeKnapyBaHHAM NPIOPUTETHOCTI IHTErpaTMBHOIO nig-
XO[y L0 KOHCTPYHOBAHHA CUCTEMW OCBITU B YKpaiHi
Ta 3anoyaTkyBaHHSM BUKIa[aHHSA iHTErpoBaHOro
Kypcy «MwucteyuTsBo» B 3aknagax 3arasibHoi cepen-
HbOT ocBiTU (TuMmKiB, dem’'saHuyk, 2021, c. 74). IHTe-
rpawisi 3a BflaCHOK 3MICTOBO CYTHICTHO HalinoBHiLLe
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BijoOpaxae nNigHECEHHS KOHKPETHO-METOLUYHOro
(MVCTeUbKOro, XyLOXHbOro) PO3YMIHHA  ecTeTuu-
HOFO PO3BUTKY LLKOMSPIB A0 Ky/IbTYPOSOriYHOro, LU0
N NocnnnMno HeOoOXIHICTb yBEAEHHS B METOAUYHY
cuctemy Ta dhinocodpcbknii hyHaAaMEHT MUCTELbKOI
OCBITU JIEKCEMU «KY/ILTYPOTBIPHI TexHosorii». EBo-
Nouis PO3yMiHHA CYTHOCTI nefaroriyHuX TexHOso-
rii MUCTELbKOT OCBITM CNpoAyKyBasia PO3LUMPEHHSI
(PYHKLiOHaNy TEXHOMOrYHMX 3acob6iB  eCTeTUYHOI
OCBITM MOJI0Aj Ha BCiX PIBHAX Ta CApUYMHMAA HacK-
YEHHS1 HayKOBO-NEeAaroriyHoro AMCKypCy Kareropismm
«Ky/bTypo36aradvyBasibHUA NPOCTIP OCBITU», «KySb-
Typa XyAOXHbOT TBOPYOCTI» «Ky/NbTypo3baradyBasibHi
MUCTELbKI NPaKTUKM», «KYy/bTYPOBIAMNOBIAHICTE MUC-
TelubKoi neparorikv» Towlo (EpemeHko, UncTskoBa,
2020, c. 128). B ocHOBi BCix Ha3BaHMX BapiaLiii
NEeXUTb XyAOXKHbO-PO3BMBA/IbHUIA 3MICT TEXHOJIOTIN
MUCTELbKOI nejaroriki, LWo Bif3epKasieHo pi3sHUMU
KOHTEKCTaMUN Ta crnocobamm 3acTOCyBaHHA B cepef-
OBWLLI LLIKOAW. IHTEpEeC coLiyMy A0 NPOLECiB TBOPUOro
CaMOBUpPaXXeHHA MOJIOLI € HEBUNAAKOBUM, afke CUC-
TeMa MUCTEeLbKOI OCBITK B YKpaiHi Hapasi € MOTYXXHUM
BaXKe/ieM CTaHOBJ/IEHHA HaLiOHaIbHOI Ta Ky/1bTYPHOT
iLEHTUYHOCTI HaUiT Yepes rymaHiTapHi BUKIMKN OCTaH-
HiX pokiB. OTXe, Ha Hallly AYMKY, Ky/1IbTYPOTBIpHi neja-
rOriyHi TEXHONOTIT XY[A0XHbO-PO3BUBA/ILHOTO 3MICTY
MOK/IMKaHi 3a/1y4nTN YYHIB A0 Pi3HOMAHITHOT TBOPYOI
peautizaLii Ta camoakTyasi3auii, NOCUOKTb KyNbTy-
posbaravyBasibHYy poO/ib MUCTELTBA. Y CBOK 4Yepry,
BapiaTMBHICTb 3aCTOCYBaHHA KY/NbTYPOTBIPHUX TEXHO-
NOriil y pisHOBMAaxX negaroriku 06pa3oTBopYOro Muc-
TeuTBa BigA3epPKaOETLCA 3MICTOM CaMMX TBOPUUX
NPakTVK SIK aKTiB BUBINIbBHEHHSA BHYTPILLHLOT AYXOBHOT
€HepreTukn cy6’ekTiB HaBYaHHS, IXHbOI KpeaTUBHOCTI
Ta eCTETUYHOIO CBITOBIAHOLUEHHS.

B cuctemi XygoXHb0-nefaroriyHol Aisi/ibHOCTi BUn-
Tenie 06pa30TBOPYOr0 MUCTELTBA KY/IbTYPOTBIPHI
negaroriyHi - TEXHONOriT  3aCTOCOBYHOTLCA  3aBOAKM
LUMPOKIV ManiTpi CyyacHUX apTnpakTuK, a came:
TBOPUYMX MaliCTepeHb, CTYAii MasltoHKy, Au3aliHep-
CbKMX MPOEKTIB Ta rPOMafACbKMX iHILjaTUB ecTeTny-
HOro MPOCBITHWLTBA, CTYAi ODOPMIIEHHS BUCTABOK,
hecTBanis, [AeKopyBaHHA, ecTeTusauil iHauBIAY-
a/TbHOT0 MPOCTOPY XUTTEAISANIbHOCTI Y4YHIB. B cuctemi
XYO,0XHbO-NeAaroriyHoi  AisnibHOCTI BUMTENs obpa-
30TBOPYOr0 MUCTELTBA Ky/IbTYPOTBIpHI  TeXHONOTII
BMCTYMalTb 3acOO0M BiATBOPEHHS Ta 36arayeHHs
KYbTYPHUX LIHHOCTEN YKpaiHCbKOro Hapogy, Ioro
icTopii, Tpaauuii Ta 06psLOBOCTI, AyXOBHOI cnag-
LWMHKW, KynbTypoTBIipHi TexHonorii B MeToauli obpa-
30TBOPYOro MMUCTELITBA € PISHOBMAOM NeAaroriuyHmx
TEXHOSOTIiN, WO peani3ylTbCA B XYL4OXHbO-Neaaro-
riyHil ocBITi rpadiuyHMMK, BisyasibHUMMW, KONTOPUCTNY-
HUMK, [OeKopaTUBHO-OOPM/IOBaUTbLHUMMU, iNt0CTpa-
TUBHUMK 3aco6amMu TBOPYOT aKTUBHOCTI LUKONSPIB;
LEHTPYIOTbCA Ha BMBYEHHI, 36epeXxeHHi Ta BiATBO-
PEeHHi CBITOrNSAAHO-aKCiONOrivYHOro, HalioMeHTas/IbHO-
MapKOBaHOr0, Ky/IbTYPHOro Ta COLja/ibHOro A0CBiAY,
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KY/IbTYPHO-MUCTELbKOT CcnagwuHu  3a  [0NOMOror
3aco6iB 06pa30TBOPUOro MUCTELTBA; aKTyani3ylTb
eTHocdpepy OYyTTA yKpaiHCbKOT Halil 3a [40NOMOror
HENOBTOPHOIO KY/I5TYPHOTO KOy, BUPaXXeHOMY B MUC-
TeuyTsi.

KynbTypoTBipHi negaroriyHi TexHosorii o6pasoT-
BOPYOro MUCTeLTBa HabyBatoTb HeabnsaKoro 3Ha4eHHs
B PO3pi3i EBPOIHTErpaLINHNX NEPCrneKTUB HaLjioHa b-
HOI OCBITW YkpaiHu. CyyacHi apTnpakTyku MatTb He
nuwe imnnemMeHTyBaTu aptedaktu rnobanizoBaHoro
MPOCTOPY MUCTELTBA Y 3MICT OHOB/IEHVWX METOAWK
€CTETUYHOIO PO3BUTKY YUHIB B HaLiOHA/bHI OCBITHIl
cucTeMi, ane i 3anobirtu HagMipHil yHidikauii TexHo-
NOTiYHO-METOAMYHOrO IHCTPYMEHTapIto, BiACTOKKUN
HENOBTOPHICTb  KY/IbTYPHO-MUCTELLKOTO  camoBupa-
XKEHHSA yKpaiHLiB. 34iACHIONUN XyA0XKHBbO-NeaaroriyHy
[iSINbHICTb B CyYaCHMX KoopauHaTax OCBITHIX peanii,
BUMTE/Ib 06PA30TBOPUOrO MUCTELTBA Ma€ BMKOPUC-
TOBYBaTW MOTEHLias1 KyNbTYPOTBIPHUX MNefaroriyHmx
TEXHO/Orii B 06pa30TBOPUOMY MUCTELTBI 3 OMOPOI0
Ha HeoOXiAHICTb BIOPOMKEHHS HalioHa/IbHO-MapKo-
BaHMX KYNbTYPHUX Tpagmuiil yKpaiHCbKOro Hapogy,
Moro icTOpu4YHOI cnagwmHn 1a honbkiopy, Aekopa-
TMBHO-BXMTKOBOIO MUCTELTBA Ta An3aliHy, HapoAHNX
pemecen Ta 06psAA0BOT TBOPHOCTI, KyNbTYPHUX Tpagu-
LR, 3BMYAIB Ta «AyXy» YKPaiHCbKOro Haposy.

LUle ogHMm acnekToM npobriemMu BBaXXAEMO PO3-
rNsg O0COGMMBOCTEN Cy4aCHOTO  MY/ILTUETHIYHOIO
MPOCTOPY Halloi KpaiHW, ©oro KynbTypHOi Bapia-
TUMBHOCTI. BaratoeTHiYHWiA xapakTep YKpaiHCbKOro
Hapofay, 36araqytoumcb TUCAYONITTAMKU, HabyB iHTe-
rPOBAHOIO XapakTepy, WO MyAbTUNAIKATUBHO CUHTe-
3ye apreakT HauioHasTbHUX MEHLLWH Pi3HUX perio-
HiB — 60/TrapCbKoi, MO/IbCbKOI, POMCLKOT, C/I0BaL|bKOT,
PYMYHCbKOI — MPEeACTaBHUKIB PI3HUX KY/NbTYPHUX Ta
peniriiHnx rpyn. OTXe, MYNbTUETHIYHWI XapakTep
OCBITHbOTO NPOCTOPY € pesieBaHTHUM [0 3MICTY Ky/lb-
TYPOTBIPHUX MNefaroriYHNX TEXHOOril, MnoTeHuiany
XYA0XHbOT TBOPYOCTI, LLIO peani3ye iXHin eCTETUUHNIA
noTeHLias1 B OCBITHbOMY NPOLIEC], 30KpEMA B CUCTEMI
06pa3oTBOPYOI AMAAKTUKA. MyNbTUETHIYHWIA Xapak-
Tep OCBITHLOrO NPOCTOPY Bif06PaKAETHLCA COLOKY Nb-
TYPHOIO CKNaA0BO YaCTUHOK XYAOXHbOI Ais/IbHOCTI
YUHIB Ha ypokax mucTtelTsa. Hanpuknag, HabyBatoTb
nonynsipHOCTI BUXOBHI 3axoAu WOA0 36epexeHHs
iCTOpMYHOI Nam’ATi yKpaiHCbkoro Hapogy (odhopm-
JNIEHHS Ta [AEeKOpYBaHHA B CTUMICTULi AaBHbOXPUCTU-
AHCbKOT 06psAA0BOCTI, KONAA0K, MacnsHol, Bep6Hoi
Hegini, cesata Tpiiui, BenecoBoi Houi, cBATa IBaHa
Kynana ToLuo). BukoprcTaHHS KyNnbTypOTBIpHUX Neja-
rOriYHMX TEXHOMOTI Ha Ypokax 06pa3oTBOpPUOro M1c-
TeuTBa MO3UTUBHO BMJIMBAKOTbL Ha CaMOCBILOMICTb
yKpaiHcbkoro Hapogy (Mapylwiak, KpacuibHUKOBA,
2025, c¢. 179), iioro KNKYOBI CBITOMNAAHI apTediakTy
AK €THIYHOT Ta KyNbTYPHOT CNisibHOTU. Buntens obpa-
30TBOPYOro MMUCTELTBaA BiAirpae posib peTpaHc/is-
TOpa Ky/bTYPHUX, MUCTELbKUX, AYXOBHUX HagbaHb
YyKpaiHCbKOT Hauii MOo/1040MYy MOKO/IHHIO, BOAHOYaC
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3a/lydaloun YUHiB [0 rapMoHii CniBiCHYBaHHA Pi3HUX
€THOCIB Ta KynbTypHUX rpyn. OpraHika B3aemMogii
YKpaiHCbKOro 06pa30TBOPHOro MUCTELTBA 3 IHLINMMU
NOKaNIbHUMW  €CTETUYHUMU  MOZENSIMU  BUXOBAHHS
BiZITBOPIOE Li/IICHICTb Ta NEPCneKTUBHICTb MY/NbTUET-
Hi3auii OCBITHbOr0 NPOCTOPY, 36/IMXKYE 1H0ro i3 3arasib-
HOJTIOACLKOIO  KYNbTYpoto,  QOPMYE  IHOKY/IbTYpHE
cepeaoBuLLLE B 10r0 po3BMBasIbHIN NpoeKLii. CyyacHa
METOAMKA HaB4yaHHA 006pa30TBOPYOr0 MUCTeLTBa
PACHIE pi3HOMAHITHUMK 3acobamMu  YBMPA3HEHHS
€THOKY/IbTYPHOIO 3MICTY XYA0XHbOT TBOPYOCTI YUHIB,
AK-OT: MaJItOBaHHA Y CTUMICTUL YKPaiHCbKOT BULLIK-
BaHKM M TpaguuUiiHOro NMMcaHKapcTBa, KOaXyBaHHS
B TpaguuisiXx KpPUMCbKO-TaTapCbKol EeTHikM, 0gopMm-
JIEHHS Ta AM3aiiH NpMMILLEHb ANa NpoBeAeHHs Pizgsa
3a rpUropiaHCbKMM CTU/IEM; AEKOPYBaHHS LUKI/TbHOTO
NPOCTOPY OpHaAMEHTaMM1 3 FreOMEeTPUYHUMM Ta aHTPO-
NOMOpOHMMM  MOTMBaMK; MiArOTOBKA itOCTpaL,ii,
nnakarie, (pOTO30H A9 CBATKyBaHHA Kutalicbkoro
HOBOro poky, HoBpy3y (cBATa B Tpaamuisix BAnXHboro
cxofy); MaslloHKIB ANnsi ecTeTm3auii cBsaTa enoBiH,
MaHra-checTiB, KOCnneis TOLWO.

Ha Haly aymky, KynbTypHa igeHTudikauia yyHis —
NPeACTaBHUKIB Pi3HNX ETHIYHUX FPYN HE BUMarae po3-
POGMIEHHS OKPEMOIO CErMEHTY METOAMKN HaBYaHHS
06pa30TBOPUOrO0 MUCTELTBA B CyYacCHiil yKpaiHCbKUiA
Ko/, NpoTe mae 6yTn NpegmMeToM A0AaTKOBOI yBaru
negarora-xyfoXxHuka. BuxosHa meTa ypokiB 06pasor-
BOPYOro MWCTELTBA Y LUKOAI Hapasi [AOMOBHIETHLCA
KyNbTYPO/IONYHOK BiAMOBIAHICTIO E€THIYHI caMOCBI-
[OMOCTI YUHiB Ta NPUHLUMNaM TO/IEPAHTHOTO CNiBiCHY-
BaHHS pi3HMX HapogiB. OTXe, caMe aKTVBHE BUKOPUC-
TaHHA Ky/IbTYPOTBIPHMX NeJaroriyHMX TEXHOMOTIA Ha
ypoKax 06pa30TBOPHOro MUCTELTBA HaJae neJaroriy-
HOI apryMeHTOBaHOCTI Ky/IbTYPO/IOTiYHOMY CTPUXKHIO
Cy4acHOi OCBITW: rapMOHIsl iCHyBaHHA YKpPaiHCbKOro
Hapoay B CIM'i Ky/bTyp iHLUIWMX HAPOAIB, BiAKPUTICTb Ta
TOMIEPAHTHICTb A0 KY/IbTYPHUX, €CTETUYHUX Ta MUC-
TelbKMX O3HaK PI3HMX Haliil € 3arnopyKol HafaHHSA
HauioHaUTbHI negarorivHiii mogeni rnobasizoBaHoOro
XapakTepy Ta ryMaHIiCTUYHOI LiHHICHOT opieHTaL,l.

BUCHOBKM Ta MepcrnekTMBU MogasibluvMX Hay-
KOBUX PO3BIifAOK. PO3rnsiHyTi 0COGMMBOCTI MPOEKTY-
BaHHS OCBITHLOIO NPOCTOPY KpaiHW B KOHTEKCTI Mocu-
NEeHHs eTHOKY/IbTYPHOI CK1aAoBOl 4acTUHU Hapasi
MatoTb O3HaKW TeHAEHLUi, 3anvwarunck Ha nepu-
doepii po3p06MEHHSA ANAAKTUYHMX Ta BUXOBHUX MOAE-
neli TEXHONOrYHOro XapakTepy. Mu NoB’a3yemMo Le i3
CKMafHICTIO napameTpu3auii, yHicikauii Ta 3arasiom
«TexHonorizauii» MeToaukn 06pa3oTBOPHOro MUC-
Teursa. EcTeTuyHi 34i6HOCTI y4yHiB, 06pa3oTBOpYa
Ta Xy[oXHS 064apOBaHiCTb PO3BMBatOTbCA 3 Hapo-
[DKEHHs, MpoTe MaloTb YiTKy rpazaLito: BPOLXKEHI
3AI6HOCTI | 3AI6HOCTI PenpoayKTUBHOIO XapakTepy,
HabyTi nig yac HaB4yaHHA B LWKoNi. be3 cnevianizoBa-
HOT Nno3aHaByasibHOI aKTUBHOCTI eCTETUYHO-NPOQIsib-
HOro XxapakTepy cCOopMyBaTV €CTETUYHY Ky/bTypy
AiTeli, pPO3BMHYTU TXHIA XYyOOXHii CMak, HacTaHOBY

Ha CaMOBMpaXeHHs 3a [ONOMOrow MUCTELTBa,
ecTeTUyHe CBITOBIAHOLWEHHS BKpai Baxko. OTXe,
TEXHO/Iori3alia Takoro npouecy Hafjae CKNnagHocCTi
XYAOXHbO-Me[ArorivYHii  Ais/ibHOCTI BUATENS, BMMAa-
rarouy Bif, HbOro AOAATKOBUX 3yCWSb 3 PO3PO6/IEHHSA
iHOMBIAYaNbHNX TPAEKTOPIli €CTeTUYHOro PO3BUTKY
Y4HIB. B ymoBax MynbTUETHIYHOIO CyCrifibCTBa 3acTo-
CyBaHHS Ky/bTYPOTBIPHUX MNeAaroriyHnxX TEXHOOTrIN
Ha ypoKax 06pa3oTBOpYOro MUCTELTBa 4OBEO CBOKO
eheKTUBHICTb, Hacamnepeg, Yepe3 noTeHLiiHy 3aart-
HICTb MOCWU/IIOBATX ETHOKYNLTYPHY igeHTudikawito
MoJ10i, aganTayito [0 iHOKY/IbTYPHOro cepefoBuLLa.
KynbTypoTBipHi  nefaroriyHi  TEXHOMOriT Ha  ypokax
MUCTELTBa AalTb 3MOry NepeoCMUCIUTA COLIOKY/Ib-
TYPHY AMHaMiKy pyxy YKpaiHCbKOi Halii uuBinisauiii-
HAM MapLUpPyTOM PO3BUTKY, YBUPA3HUTW MOMICDOHII0
aKCIiONoOrNYHNUX HOPM  OYyTTA CMINbHOTM  YKpaiHUIB,
«yxXy» YKPaTHCbKOT KyNbTypW, MUCTELTBAa, KY/bTyp-
HOI Ta iCTOpUYHOT cnajWwuHn. MNMepcnekTnsmn noganb-
LUMX PO3BIZOK y MeXax Lj€i npobriematrikn B6a4aemo
B PO3P06/IEHHI KOMMOHEHTHOI CTPYKTYPU FOTOBHOCTI
ManbyTHIX yunTenis 06pa3oTBOPYOro MUCTELTBA A0
BNPOBa/PKEHHS KyNbTYPOTBIPHUX MeAaroriyHmx Tex-
HOJOr B MYNbTUETHIYHOMY OCBITHBOMY MPOCTOPI
3aknafiB 3arasibHOI cepeiHbOi OCBITH.
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Y cmammi po3ansHymo npobnemy ¢hopmMysaHHsI 8 MalbymHiX BUKOHaBUiB-aHcambsiic-
miB HaBUYOK aBMOHOMHOI Mid20moskKU 00 MBOPYOI rpeseHmauii pernepmyapy. Akmyasib-
HICMb OOC/TIOXEeHHST 3yMOB/ieHa Nompeboro BOOCKOHA/IEHHST (haxosoi Mid20moBKU My3u-
KaHmiB y KOHMeKcmi CyyacHUx BUMO2 MUCmeybKol ocsimu, Wo rnepedbayaroms po3BUMOK
cy6’ekmHocmi, camopezysisiyil, 8idnosidasibHOCMI ma 30amHocmi 00 MPOOYKMUBHOI KO/IEK-
muBHoI 83aEMOOI.

Memoto cmammi € meopemuKko-MemoouyHe 06rpyHMyBaHHs1 nedazoaiyHux yMos, siKi cripu-
SI0OMb  BOOCKOH&/IEHHIO 30amHOCMI 3006yBaqi8 00 aBMOHOMHOI Has4as1lbHO-BUKOHABCHKOI
disiZIbHOCMI B8 MPOYECI Mi020mMoBKU 00 aHCamb/1eB020 My3UKYBaHHS. Y po6omi BUKOPUCMAaHO
Memoou aHasizy, 3icmas/ieHHsl, y3a2a/lbHeHHS1 ma cucmemMamu3sayii Haykosux oxeper, npu-
cB8sIYeHUX npobriemam aHcamb/1e8020 BUKOHaBCMBa, caMopeay/lb0BaH020 HaBYaHHsl, aBmo-
HoMHocmI, pegbiekcii ma yughposoi NiOMPUMKU My3UYHOI 0CBIMU. YMOYHEHO CymHicmb
aBmoHOMHOI Mid20mos4oi po6omu MalibymHb020 BUKOHABYS-aHCaMb/1icma sk makoao PisHSI
opaaHizayjil Has4a/1bHO-BUKOHABCHKOI 0isi/IbHOCMI, 3a sIK020 3006yBa4 caMoCMIliHO BU3HAYaEe
yini, naaHye nocnidosHicms Oill, 006upae crnocobu onpayroBaHHs My3u4HO20 mMamepiasy,
3acmocoBye 3ac06U CaMOKOHMPO/IH0 ma 30IUCHIOE KOpU2yBaHHSsI B/1aCHOI Nid20mosKU 3 Opi-
€eHmavyjiero Ha nodasibWy KO/IEKMUBHY XYOOXHIO B3aEMOJIt0.

O6rpyHmMoBaHO mpu B3aEMOINOB'si3aHi nedazoaiyHi yMosU ¢hopMyBaHHsI BIOMOBIOHUX HaBu-
4OK, sIK-0m: ¢hopMyBaHHs1 CMIUKUX ysiB/IeHb PO COYIOKY/IbMypPHE 3Ha4eHHs1 ma ¢hyHKUio-
Ha/ibHy crieyucbiky Ko/ekmusHUX ¢hopm My3ukysaHHs1 (i ycsidoM/eHHs1 0cobucmoi 8idnosi-
daslbHoCMI 3a SIKICMb B1aCHO20 BHECKY; 3abe3MeYeHHsT Yi/1ecrpsiMoBaHo20 MemMooUu4YHO20
cynposody Habymmsi HaBUYOK aBMOHOMHO20 OfpayroBaHHs My3U4HO20 MBOPY 3 ypaxy-
BaHHsIM (i020 XaHPOBO-CMU/ILOBUX, KOMMO3UYIUHO-OpamamypaiyHUX i BUKOHABCbKO-KOMY-
HikamusHuUx ocobausocmel; yinecnpsiMosaHe (hopMyBaHHSI pegh/IeKCUBHO-CmMpameaiyHoi
csidomocmi, 30amHocmi A0 caMOOUYiHKU, CaMOKOHMPO/II0 ma CaMOKopu2yBaHHSI BUKOHaB-
CbKO-1id2omosyux 0ill. HazonoweHo Ha MoMmy, WO CyKyrnHa peasisayis yux ymos crpusie
PO3BUMKY BMiHb MOOEe/IloBamu cumyaujii aHcamo1e80i KOMyHikauii, 30iticHrosamu c/1yxosuli
B3aEMOKOHMPO/Ib, MPO2HO3yBamu Cri/lbHUll BUKOHABCLKUU pesysibmam ma 3abesrneqysamu
SIKICHY iHOUBIOyasIbHY Ni020moBKy A0 MOBHOYIHHOI yyacmi 8 aHcamb/1e80My BUKOHABCMBI.
Kntoyosi cnosa: aBmoHOMHa Mid20moska, aHcamMbsiese BUKOHABCMBO, HayKosi Mioxoou,
camopezysisiyisi, pechiekcisi, nedaz2oaiyHi yMoBU, meopya npeseHmauis penepmyapy, cy4acHi
iHHoBayiliHi mexHo/oail, Yughposa nidmpumka My3u4Hoi ocsimu.
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MocTtaHOoBKa npo6nemMu.

Cneuuncpika poboTu

Y ecmammi 30iliCHEHO KOMIIEKCHE meopemuyHe 00CIOKEHHSI nedacoaidHol thyHKYil KOH-
yepmmelicmepa y BoKa/lbHOMY K/1aci 3ak/iady BUWOi 0c8imu. AKmyasibHicmb memMu 3yMos-
JleHa HeobXiOHICMIo nNepeocMUC/ieHHs1 Posi niaHicma-akoMnariamopa, Oisi/ibHicmb 5IK020
B Cy4aCHUX yMoBsax mpaHcghopMyembCs y CKaOHy cucmemy My3Uu4dHO20 HacmasHuymsa ma
cuxo/1020-nedazo2i4Ho20 cynposody MalibymHb020 Bokasicma. ABmMop 00800UMb, U0 KOH-
yepmmetlicmep Oe-ghakmo sucmynae «opyaumM nedazo2oM», iHmezpyr4u y c8or pobomy
MemoduyHi ma rcuxo/102i4Hi acrekmu, Wo KpUMUYHO B/IUBarOMb Ha (haxose 3poCmaHHsl
cmyodeHma.

Memodosio2iyHy OCHOBY OOC/IIOXEHHSI Ck/iadatomb OepesiosHasyuli aHasli3, CUCmeMHO-
cmpykmypHull Mioxi0 ma meopemuyHe y3a2a/lbHEHHS. Y Mexax pobomu o0emasli3osaHo
K/1K0408I HanpsiMu Memoou4Hoi 00rnomoau KoHyepmmelicmepa, 30Kpema: (hopMyBaHHS Ujisic-
HO20 iHMoHayjiliHo20 06pa3y, pobomy Hao BOKa/IbHO-C/I0BECHOH) /I02IKO0, @pMUKY/ISYIEr ma
1000/1aHHST MEXHIYHUX BOKa/IbHUX MPYOHOWIB W/ISIXOM Kopu2yBaHHs memnopummy U ouHa-
MiYyHO20 basiaHcy.

Ocobnusy ysazy npudineHo hopmysaHHIO aHcaMb1e8020 MUC/IEHHST SIK MPOYECY nepemso-
PeHHs1 conicma Ha YyaCmuHy €OUHO20 My3UYHO20 Op2aHi3My. BucsimieHo posib KOHyepm-
melicmepa siK «CUEeHIYHO20 wjuma», 30amHo20 MCUX0/102i4HO nidmpumamu cmyoeHma ma
HiBe/roBaMU BUKOHABCLKI XUbU (Bmpamy mekcmy, memrosy decmabinizayito, iHmoHayitiHy
HemoyHicmb) y cmpecosux ymosax ny6s1iuHo20 sucmyry. OKpemMo rnpoaHasizosaHo crieyu-
chiky 83aeEMOOii y mBOpPHOMY MPUKYMHUKY «BUK/1a0a4y — cmyodeHm — KoHyepmmeticmep», de
riaHicm BUKOHYeE (hyHKUii Modepamopa, oursiomama ma «adsokama» cmyodeHma.

Y BucHoBKax cmsepaxyembCsl, Wo nedazoaiyHa hyHKYis KoHyepmmelicmepa € hyHoameH-
ma/ibHUM YUHHUKOM ripogbeciliHoi cmilikocmi ma XyO00XHbOI 3piiocmi BukoHasysi. [1obydosa
3/1a200KeHOI KOMyHIKayjii 8 K/1aci 0ae 3M02y mpaHcghopMyBamu Hag4asbHUl npoyec y npo-
cmip 271u6okoi camopeanizayji. lepcrekmusu Moo0asibWuUx 00C/IIOXEHb MOB'I3aHI 3 BUBYEH-
HAIM MexaHi3MiB MCcuxos102iyHoi adanmayjii Mos100ux MUmyis 0o KOHKYPEHMHO20 CYEHIYHO20
cepedosulja.

Knroyosi cnosa: koHyepmmelicmep, Boka/lbHUU K/ac, nedazoaiyHa ghyHKYisl, 3aki1ao BuLoi
ocsimu, rcuxo/io2iyHa nidmpumka, MemoduyHa 0ornomoaa, maeopya 83aeMo0isl.

NigroToBkM haxiBLiB My31YHOrO MUCTELTBA B YMOBax

Yy BOKa/IbHOMY Kflaci BUMarae Bif KOHLepTMencTepa
YHIKa/IbHOTO MOEAHAHHS BUKOHABCHKOI MaiCTepHOCTI,
3HaHb 3 BOKasIbHOI TEXHOsOrii, ncuxonorii Ta nepa-
roriki. lNMpoTe, nonpy NpakTUyHY 3Ha4YyLWiCTb LbOro
haxy, y HaykOBOMY AMCKYPCi YacTO CNOCTepiracTbcA
HeAoOLiHKa negaroriyHol CKNagoBoi YacTUHU fisifib-
HOCTI niaHicTa, AKYy NOMW/KOBO TPakTyKTb AK A0Mo-
MDKHY ab0 TeXHi4Hy. B ymoBax cy4yacHoi cLueHu, ae Bif,
apTucTa BUMaraeTbCcs He nvwe 6e3a0oraHHnin Bokaul,
ane i aHcambneBa rHy4kiCTb, CLEHIYHa CTiliKiCTb Ta
CTUAICTMYHA TPaMOTHICTb, KOHLEpTMencTep Ae-ghakTo
nepebupae Ha cebe PyHKLIT My3U4YHOIro HacTaBHUKA,
peneTuTopa Ta NCMX0N0oriYHOro KopekTopa.

Kpim TOro, HeoOXiZHMM € pPO3POOBMEHHS YITKUX
METOAMYHUX 3acaj B3aeMOAii y TBOpYIA cucTemi
«BUKMaga4y — CTYAEHT — KOHUepTmeilcTep». Big-
CYTHICTb rapMOHIHOT KOMYHiKauii B LLbOMY «TPUKYT-
HUKY» 4acTO CTae nepeLukogol Ass npodheciinHoro
3pOCTaHHA CTy[AeHTa, TOAi AK 3narofxeHa poboTa
KO/IEKTMBY € 3anopykok YCiLUHOI CLEHiYHOT aganTa-
Lt monoamx BMKoHaBLiB. OTXe, AOCNIMKEHHA nepa-
FOriYHUX acnekKTiB KOHLEePTMENCTepCbKoi Ais/IbHOCTI
€ HeoOXiAHMM KPOKOM [A/11 BAOCKOHA/IEHHS METO-
AWK/ BMKNaJaHHA BOKausly Ta OonTuMmisalii npouecy
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CyYacCHMX BUK/VKIB BULLLOT LUKO/N.

AHani3 akTtyaslbHUX pgochigkeHb. [pobnema
KOHLEepPTMEeNCTePCbKOI MalcTePHOCTI Gyna 06’eKTOM
NPUCKINANBOT yBaru Takux JOCMigHUKIB, AK T. Monya-
HOBa, fKa AeTaslbHO BUCBIT/IOBas1a MUCTELTBO akoM-
NaHeMEeHTY B KOHTEKCTI KaMepHO-BOKa/IbHOTO XaHpy,
Ta /1. MNaHbkiB, Aika po3rnagana npodeciivy nigro-
TOBKY KOHLlepTMeicTepa K LifiCHY Xy40XHbOo-neja-
roriyHy cuctemy. Baxxsimeuii BHECOK y PO3YMIHHS MCK-
XOMOriYHOT B3aemofil B aHcamb/1i 3p06bunn 3apyBixHi
dhaxiBui, 30kpema K. Myp, sikunii 06r'pyHTyBaB piBHO-
npaBHICTb MapTHepCTBa cosicTa Ta niaHicta. B ykpa-
THCbKOMY HayKoBOMY MNPOCTOPi BaromMvmu € npadi
T. M'HaTiB Ta O. HemepueBOoi, ki akLLeHTYTb Ha KOMY-
HIKaTUBHUX acnekTax poboTy y BOKa/IbHOMY K/iaci.

MeTa cTarTi nondrae y pos3kpuUTTi 3MICTy Ta cne-
undpiki - negaroriyHol  (pyHKLii  KOHUepTMmelicTepa
Yy BOKa/IbHOMY Kaci 3aknagy BULLIOT OCBITH.

MeTtopgonoria pgocnigkeHHA. MeTo[0N0riYHy
OCHOBY [OC/IKEHHS CTAHOBWUTb KOMIJIEKC 3arasib-
HOHayKOBUX METOZAiB, CNPSIMOBaHUX Ha TEOPETUYHE
OCMUC/IEHHA pPONi NiaHicTa-HacTaBHUKa. 30Kpema,
Oy/10 3aCTOCOBAHO [KEpPeno3HaBuMii  aHania Ta
CVYHTE3 HayKOBOI NiTepaTypy O1A BUOKPEMJIEHHS
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METOAMNYHUX Ta NCUXONONYHUX CKIALHNKIB AISNbHOCTI
KOHUepTMeiicTepa. BukopucTaHHA CUCTEMHO-CTPYK-
TYPHOTO METOAY Aas10 3MOry PO3I/IAHYTY B3aEMOLiI0
y TBOPYOMY TPUKYTHUKY «BUKIaAay — CTYAEHT — KOH-
LuepTMencTep» AK E€AMHUIA MexaHi3M npodecinHol
NigroToBKM, @ NOTIKO-y3arasibHIK4YMin MEeTog, Cnpusia
hOpMynioBaHHIO NPaKTUYHUX pekoMeHAalili Loao
NnofoNaHHA BMKOHABCbKUX TPYAHOLLIB Ta BAOCKOHa-
NIeHHs1 aHcamM6/1eBOT MaliCTEPHOCTI CTYAEHTIB.

Pe3synbtaT Ta iX OOroBOPEHHA. Y CcyuvacHil
MY3M1YHili OCBITi KOHLEPTMENCTEP BOKa/IbHOIO Knacy —
Lie He NPOCTO MiaHiCT, AKM akomnaHye crniBaky. Cbo-
rofHi BiH CTa€ MNOBHOLIHHMM MNapTHEpPOM i HacTas-
HVKOM CTYyAEHTa, BUKOHYIOUM BaXKAMBY NefaroriyHy
ponb. Po6oTa 3 MaibyTHIM BOKa/iCTOM BMMarae Bif,
KOHLepTMecTepa He NuLle TeXHIYHOT MaicTepHOCTI,
ane ii rNBOKMX 3HaHb NPO BOKaJ/T Ta SIIOACHLKY MCUXO-
norito. PakTUYHO BiH BUCTYNA€E «APYrum nesaroroms,
AKWIA gonomarae CTyAeHTYy posibpaTtvcsa B TOHKOLLAX
MY3MYHOTO TBOPY Ta MCUXOJ/IONYHO HaslalTyBaTmcs
Ha BUCTYM. YCniX HaB4aHHA 6araTo B YOMY 3a/1€XUTb
Bifj TOro, HacKi/lbkK1 BMPaBHO MiaHIiCT NOEAHYE METO-
ONYHI nopaaun 3 NiATPUMKOK MOJSI040r0 BUKOHaBLSA,
JornomMararum oMy po3KpUTU CBIll TaslaHT | CTBOPUTH
Ha CLIeHI cnpaBXHiil Xy[oxHili o6pas.

MemoduyHa doromoza y 3acBOEHHI My3U4HO20
mekcmy. TexHivyHa Ta iHTenekTyasibHa 6a3a mMaiioyT-
HbOr0 BUKOHAHHS 3aKnafaEeTbCa came Ha eTani po3-
60opy HoTHOro TekcTy. KoHuepTmelictep y 3BO npa-
LIOE 3i CTyAeHTaMy PIi3HOro piBHA NiArOTOBKU, TOMY
Moro posb BapitoeETbLCA Bif KOpeneTutTopa A0 My3ny-
HOro aHasliTMKa.

KntovoBi HanpsAmu MeToAMYHOT poboTW mniaHicTa
nonaralTb y Takomy.

1. dopmyBaHHSA LiNICHOrO IHTOHAUIMHOrO 06pasy.
CTyaeHT-BOKaiCT 4acTo 30CepekKeHnin nvwe Ha
CBOIli MeNOAMNYHINi MiHii, TOMY 3aBAaHHSAM KOHUEpPT-
MelicTepa € PO3LUMPEHHS MOoro CnpuUHATTA. Takox
niaHiCT Ma€e akUeHTyBaTh yBary CTyAeHTa Ha rapmo-
HisIX, WO «MigKa3yoTb» HacTpiid. Hanpuknaga, pantosa
3MiHa Maxopy Ha MiHOp y CynpoBofi Mae Bigobpasu-
TMCA Ha Tembpi ronocy. KoHuepTMericTep gonomarae
BMOyAyBaTN YACTY IHTOHALKO B CK1a4HUX IHTepBaslb-
HUX CTPUBbKax, AyONtoHYM BOKasIbHY NapTito abo nig-
KpEeCNoYM rapMOHIYHUIA OPIEHTUP Y haKTypi.

CneuuncpiuHe 3aBAaHHs MiaHicTa — HaBYMTU CTy-
[JeHTa Bigpi3HATU BOKasibHY cBO60AY (rubato) Big put-
MiYHOT Hepb6anocTi. [MiaHiCT BMCTaBASE «PUTMIYHWMIA
Kapkac», HaBKOJ/I0 SIKOro BOKaslicT Moxe Oyaysatu
CBOIO iHTepnpeTauito (MonyaHoBa, 2007).

2. Po6oTa Haf BUMOBOK Ta BOKa/IbHO-C/TOBECHOI0
norikoto. KoHuepTmeiictep y 3BO — Lie Takox NiHrBicT
i doinonor. Paszom 3i CTygeHTOM BiH NPOBOAMTbL PO3-
6ip NOETUYHOTO TEKCTY, BU3HAYAKOTLCA Ky/IbMiHALLiHI
cnosa Ta hpasu. LLoao hoHETUYHOrO KOHTPOtO, TO
BiH 0COGMBO BaX/NMBWIA Nifg 4Yac poboTM Hapg iHO-
3eMHUM penepTyapom (iTanilicbka, Himelbka, paH-
Ly3bKa MOBM); KOHLUEPTMENCTEP Ma€E CTEXMUTU, LL0O

NeparoriyHa (GyHKLiA KOHLepTMelicTepa y BOKaJIbHOMY KAaci 3aKnaay BULLOT OCBIiTH...

apTUKyNSAUis NPUrosIOCHUX He po3puBasia BOKa/bHY
NiHito (legato). TakoXx NOTPeByTb KOHTPO/IKO NOTIYHI
Harosiocu; niaHiCT MOXe [A0MOMOITU Yy PO3CTaHOBLI
npaBU/IbHUX akLEeHTIB, 106 BoKkasibHa (opa3a 3Byvana
K nNpupoaHa MoBa, niacuneHa mysukoro (Spillman,
1985).

3. [lonomMora y nofosnaHHi BOKasIbHUX TPYAHOLLIB.
Xoua BOKa/IbHOK TEXHIKOK 3alMa€EeTbCs BUKIagad,
KOHUEepTMEeNCTep Aonomarae «BCMiBaTW» martepias.
Lle cTocyeTbesa BUGOPY TeMny (NOLYK TOro onTuMasib-
HOro Temny, y S\koMy CTYAEHTY BUCTauMTb AMXaHHS
0N 3aBeplleHHst dopasn, ane npu Lbomy He byae
BTPA4YeHO XYLOXHIN 3aayMm), guxanbHux nays (mia-
HICT Ma€ 3HaTK BCi MiCLf B3ATTA AUXaHHSA CTYAEHTOM,
Wob y ui MomeHTV dhopTeniaHHa napTia «auxana»
pasoM 3 HWM, CTBOPIOKOYM HEMOMITHI Mikponaysu
ab0, HaBMaku, 3arnoBHIOKYM NPOCTIP) Ta AMHAMIYHOIO
6anaHcy (HaB4YaHHA CTygeHTa pO3NO4iNsATUn CUIw;
Hanpuknag, SKWOo B akoMNaHeMeHTi ae HacuyeHe
forte, KOHUEpPTMENCTEP BUNTbL BOKaslicTa He «nepe-
KPUKYBaTV» POs/ib, a CIMPATUCA Ha 0r0 pe3oHaHC)
(MonuaHoBa, 2023).

dopmysaHHs1 aHcamb/1€8020 Muc/eHHs. Liei npo-
Lec BK/IKOYaE NepeTBOPEHHs conicTa-iHaMBIgyanicTa
Ha YacTUHY €OUHOro MY3MYHOro opraHiamy. ¥ 3BO
CTYAEHT 4acTo CNpUMae akoMnaHeMeHT K «dhOH»,
TOMY 3aBfaHHS KOHLUEepTMelcTepa — HaBuMTU 1AOro
B3aEMOZji Ha PiBHI iHTYILii Ta rIM6oKOro My3nyHOro
aHasnisy.

OCHOBHMMM CKNaJOBUMU YacTUHAMU LbOrO Mpo-
Lecy € Taki.

1. €OHICTb BMKOHABCHLKOrO AMXaHHS (CUHXPOH-
HiCTb). Lle pidnyHa ocHoBa aHcamb6nto. KoHuepTmei-
CTep HaBYae CTy[eHTa, WO My3u4yHa hpasa noyvHa-
€TbCS HEe 3 NepLLOoro 3ByKY, a 3 aypTakty (Bauxy). BiH
yuuTb BOKaslicTa NnofgaBaTty YiTKUIA 3HaK ros1oBoko abo
Koprycom nepeg, noyatkom cnisy. Kpim Toro, BiH mae
ileaslbHO «BMiAMaTW» LEeil MOMEHT, MignalToByo-
yncb Nig 06’eM fereHb KOHKPETHOro cniBaka. Lloao
OVXaHHA BCcepeAuHi hpasu, TO niaHiCT Mae He NpocTo
yekaTtu, NOKM BOKaUliCT Bi3bMe MNOBITPS, a «auxatu»
KnasillamMmy pasoM 3 HUM, apke Lie CTBOPKE BiJ-
YyTTA XUBOT, NMY/IbCYOYOT TKAHWHN, & He MeXaHI4YHOro
meTpoHoMma (Katz, 2009).

2. [ianoriyHicTb Ta Nnepefaya iHidiatnen. CTyaeHT
Ma€ 3pO3yMiTW, WO BOKasIbHWUI TBIp — Le PO3MOBa.
YacTto menogisa cnoyartky 3'aBNSETbCA y popTeniaHo,
a noTiM NigXonteTbLCA ronocom (abo Hasnaku). KoH-
LepTMeincTep AEMOHCTPYE CTYAEHTY, SIK CaMe BiH rpae
uto Temy (ppasyBaHHs, LWITPUX), WOO6 CTyAEHT Mir 1T
cKonitoBaTy, CTBOPHOKOYUN EANHY MiHIKO iHTepnpeTauii.
TakoX KOHUEepTMeNCTep YUnTb CTyAeHTa He «BUMUKA-
TUCSA» Nif Yac dpopTeniaHHNX NporpawliB — BiH NOBU-
HEH HABYMTUCS CTyXaTu POsi/ib SIK NPOLOBXEHHS CBOET
OYMKUW, pearytoum MiMikoro Ta BHYTPILLIHIM CTAaHOM Ha
Te, Wo rpae niaHict (Katz, 2009).

3. AroriyHa  rHydkicTb  (MucTeuTBOo  rubato).
Y 3BO cTyaeHTH YacTo 60STbCS BigXUNATUCS Bif pUTMY.
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KoHuepTmelicTep BUCTYNa€e «NpPOBIAHNKOM» Y CBIT Biflb-
HOro yacy B My3uui. BiH BuMTb BOkasicTa, e MOXHa
TPOXW «BIATArHYTU» Ky/bMiHaLiliHy HOTY (tenuto) a6o
NPYCKOPUTM PyX A0 Hel (stringendo). MalicTepHiCTb KOH-
LiepTMeiicTepa nossrae y rHy4qkocTi cifyBaHHs, a came
nepegb6aveHHi Hamipy CTygeHTa. KO0 BOKasicT pan-
TOBO BMPILUMB 3p06WTW AOBLUMIA chepmaTo, miaHicT Mae
6yTU «NPUKNEEHNM» [0 HbOrO, CTBOPIOKOUM I/1H03iH0, LLIO
ue 6yr1o 3annaHoBaHo o6oma (Spillman, 1985).

4. ®akTypHUiA Ta AMHaMiIYHWIA BaniaHc. AHcamo6-
NleBe MMUC/IEHHA BK/IOMAE PO3YMIHHA CBOET poni
B 3ara/lbHOMy 3BYKOBOMY CMEKTPi. FKLW0 BOKaslicT
crniBae B HU3bKOMY pericTpi (4e rosioc TUXILWKnii), KOH-
LepTMeicTep NOBMHEH MonerwmnTy dakTypy chopre-
niaHo, WO6 He «3arnywutu» cosicta. CTygeHT xe
BUMTLCA CnupaTucs Ha 6acoBy MNiHil0 poAnsa fAK Ha
hyHAaMeHT. TakoX KOHLepTMeicTep MOSICHIE CTy-
[EHTY, KON ron10C € ro/IOBHUM, a KOJIM BiH Ma€ NocTy-
nMTUCS AcKpaBili hopTeniaHHili Temi, nepexoasyun Ha
ponb «niaronocky» (Spillman, 1985).

MpakTMyHUMN MEeTOAaMM BUXOBAHHS aHcamb6so
y 3BO € Taki:

— meTog, «[ybnshky»: niaHiCT cniBae BOKaJIbHY
napTito, NOKM CTyAeHT rpae (abo NpocTo cnyxae), Wob
nokasartu BOKasicTy TBIp «3 6OKy»;

— HaBMMCHa MNpOBOKaUisi: KOHUepTMeicTep Ha
peneTuuii MoXe panToBO 3MiIHUTV TeMMN ab0 ANHAMIKY,
LWO6 NepeBipuUTK peakuilo CTyaeHTa Ta HaBuUMTKM 1i0ro
Oy TV YBaXKHUM [,0 NapTHEpPa, a He NPOCTO ChiBaTu «no
nam’aTi»;

— aHani3 NapTuTypu: CRiJIbHUIA Nepernsg knasipy,
Je CTYAEeHT Mae Nno3HayuTu He fiMe CBOT HOTW, asne
M BCTynW niaHicTa Ta rapMOHIYHI 3MiHM, WO BRNAUBa-
I0Tb Ha o6pas (Llanoscbka, 2019).

Takum 4MHOM, aHcambnieBe MWC/IEHHS MepeTBo-
PIOE BMKOHAHHSA 3i «ChiBy Mif Posab» Ha KamMepHWii
ayert. MNeparoriyHa ponb KoHuepTMmelicTepa TyT Heo-
LiHEHHA: BiH BUXOBYE B MYy3VKaHTI YyHICTb, THYyYKICTb
Ta 30aTHICTb OYTM YaCTUHOK BEMKOrO Li/10ro.

[McuxosoeiyHa niompumMka ma po/ib «CUEHIYHO20
wuma». Lle un He HanBaknuBiLLe Yy Ppo6OTi KOHLEPT-
meicTepa 3BO, 0co6/MBO nifg yac icnuTiB, akagemiy-
HUX KOHUEPTIB Ta AepXaBHUX ek3aMeHiB. Ha cueHi
niaHiCT cTae A9 CTy[eHTa rapaHTom CTabiflbHOCTI Ta
FONI0BHVM COHO3HUKOM.

McuxonoriyHa nigTpYMKa BK/IOYAE Taki KOMMO-
HEHTW.

1. EMoUjiiHe HanalTyBaHHS Ta nepeakoHUepTHa
nigrotoska. lMpouec BUCTYMNy MNOYMHAETLCA Lie 3a
Kynicamn. KoHuepTmelicTep, AKWil 3a3Buyail Mae
GiNbLUNIA CLUEHIYHNIA A0CBi4, BUKOHYE PO/b NCUXOTe-
paneBTa, fonoMararun CTyAeHTy NepemMkHyTU yBary
3 [YMOK MPO MOMW/IKM Ha MYy3W4Hi 06pa3u. Baxiu-
BOK € [0Bipa MiX 060Ma napTHepamu: CTyAEHT Ma€e
O6yTVW BNEBHEHWI, L0 KOHLEpPTMEWNCTep «BUTSATHE»
noro B 6yap-sikin cutyauii. Lis BneBHeHiCTb Ha 50%
3MEHLUYE piBEHb CLEHIYHOrO XBW/IKOBaHHA. Takox
nepLwi akopau niaHicta MakTb OyTM MakCUMaslbHO
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NepekoH/IMBUMUN 3a TEMMOM | HaCTPOEM, apke Le
3a/a€ CTyAeHTy NpaBubHWI iMNYbC | 3HIMa€e novar-
Koy ckyTicTb (Hreilikh, 2021).

2. Ponb «CUEHIYHOro WWTa» B €eKCTPeMaslbHUX
cuTyauisx. Ha cueHi CTyAeHT 4vepes3 XBW/IHOBaHHSA
MOXe NPUNYCTUTUCHA TEXHIYHMX NMOMWUOK. 3aBAaHHSA
KOHLepTMelcTepa — cTaTv HEBUAUMUM LLUTOM, SIKWIA
MacKye Taki xnéou.

— Brtparta TekcTy abo 3ynuHka conicta. Lle Haii-
CTpaWHiWniA COH CTyfeHTa. Yepe3 XBWOBaHHSA
nam’siTb MOXe 3abnoKyBaTy cfoBa abo HOTU. AKWO
CTY[EHT 3aMOBK, MiaHICT Yy XOAHOMY pasi He 3ynuHs-
€TbCA. BiH NpofoBXye rpatn pakTypy, NifKpeconym
BOKaU/TbHY J1iHilO Y npasiin pyui (rpatoun ii pasom i3
cynpoBogom). Lle gae cTyaeHTy «nigKasky» Menogii.
FAKLLO nay3a 3aTAryeTbCs, KOHLEepTMencTep Mae MuT-
TEBO MEPEecTpUOHYTM A0 HACTYNHOI 3py4HOT Lmdpn
abo hpasu, ge BOKasliCTy Halere «BKIYNTACS».

— TemnosBa pgectabinizayis (roHka abo ranbmy-
BaHHs1). CTpec BWKAVKAE BUKWA afpeHasiiHy, Lo
3MyLIy€e CTyAeHTa MWMOBONI MPWCKOPKOBaTV TeMmn.
Piglwe — yepe3 BTOMY 4M CTpPax BUCOKUX HOT — CTYy-
OEHT noynHae «3ararysatu». [liaHICT He MNOBUHEH
npocto 6irtn cnifgomM. BiH Mae ctatn «sAkopem»: 3po-
6uTK NiBy pyKy (6ac) GisibLL Baromoto, YiTKO akLeHTy-
BaTW CUNbHY Ao/t0. Lle cTBOpIoE BigvyTTS CTIKOCTI,
sIKe 3MYyLUYe BOKaslicTa «MpusemManTucs». KoHueprt-
MelicTep TPOXWM akTWBI3yEe BHYTPILLHIO My/bcaLito,
pobuTL CynpoBif, rOCTPIWMM, HIOW «MigWTOBXYOUN»
conicta Brnepen, A0 KyfbMiHaLil.

— Kopekuia iHTOHauji. CTygeHT MoXe novartu
cniBaTn HWk4Ye abo BULLE Yepes3 3aTUCK ropTaHi abo
noraHy akycTuky 3any. liaHicT Moxe HenomiTHO 3Mi-
HUTU TeMOp posnA. Y pasi HefoCTaTHbO BMPA3HOro
3BYYaHHS Yy CTyAeHTa [OUi/IbHO A04AaTW ACKPaBOCTI
Ta «BULLOI» A3BIHKOCTI B NpaBiii pywi. IHoai gonomarae
KOPOTKOYaCHe MOCUNIEHHS TapMOHIYHMX 3arnoBHEHb
a60 NoABOEHHSA BOKaUTbHOT NapTii y BULLi OKTaBi, 06
CTBOPUTW ANSA CTyAEHTA YiTKUIA «3BYKOBUIA KOPUAOP».

— HenepepbauyBaHi 3MiHW y AnxaHHi. Ha cueHi Big,
XBWUJIIOBAHHA 06’€EM AMXaHHSA CTy[EeHTa MOXe CKOpo-
TnTUCA. ®pasun, AKi Ha peneTuuii cnisamncsa LinkKom,
Ha iCnuUTi MOXYTb po3puBaTucsa Hasmin. oTpibHo
MUTTEBO CKOPOTUTK TPUBA/IICTb May3 MiX hpazamm
abo HaBMaku — po3LMPUTK iX, AatouM BOKaUTiCTy vac
BAUXHYTW. $KIWO CTYAeHT B35IB [UXaHHSA nocepeq,
opasu, niaHiCT Mae MUTTEBO 3pOOUTU «TOOT-Nay3y»
(MiKpocKonivyHy 3ynuHKy), Wo6 ConicT He BiAcTas Bif,
aKOMMNaHeMEHTY.

— TexHiuHwuiA 36ili iHCTpyMeHTa abo hopc-Maxop.
Hanpuknag, 3anana knasiwia, Bnasv HOTK abo B 3ai
cTaBcs WyM. Peakuis koHUuepTMmelicTepa — 36epiratu
abCONTHUIA «KaM'siHWIA» CMOoKiin. KoHuepTmeiicTep —
Lue emMouiliHnini 6apomeTp OasA CTygeHTa. Akwo nia-
HICT He 34pUrHyBCS, CTYAEHT 3pO3yMie, WO cuTyauis
nig KOHTposeM. HAKWO BMaaM HOTU — [OCBIAYEHWIA
KOHLlepTMencTep NPOAOBXYE rpaTy Hanam'saTb, NOKU
CoficT He 3akKiHuMTb HoMep (Hreilikh, 2021).
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3. BuxoBaHHS CLEHIYHOT BUTPUMKM (APTUCTU3M).
KoHuepTmelicTep BUMTb CTyAeHTa MOBOAWUTMCSH Ha
CLUEHi 5K npodpeciiiHnini apTUCT. Lle BKNKOYaE Ky/b-
TYpy BMXOAy Ta NOK/OHY (€ YaCTMHOK CLEHIYHOro
eTUKETY, AKY MiaHiCT 4EMOHCTPYE BNACHUM Npukia-
[OM), peakLito Ha HeBaady (SKWO nifg vyac BUCTYNY
LLOCh M0 He Tak, KOHUepTMelicTep CBOIM CMo-
KOEM NOKasye CTY[EHTY: «HIY0Oro He cTasocs, rpa-
EMO Jani»; ue BYMTb CTyAEHTa He «BUMMUKATUCH»
3 06pasy nicnsa nepLuol X NOMWUMKK) Ta CLUEHIYHY
KOMYHiKaLito (KOHUEepTMencTep BYUTb CTydeHTa
B3aemMopfifatTn nornsgom abo neAb  NOMITHUMM
pyxamu Tina, wo pobuTtb BUCTYN XNBUM Ta OpraHiy-
Hum) (Moore, 1984).

4. TlogonaHHA «CUHAPOMY BiAMiHHMKa». Y 3BO
CTYAEHTW 4acTo 3aHafTO 30CepepkeHi Ha OLjiHL.
MeparoriyHa yHKLiS KOHLEpTMeNcTepa — 3MICTUTK
poKyC i3 «3ga4i iCNUTY» Ha «CTBOPEHHA MUCTELTBa.
MiaHicT crnoHykae cTygeHTa [0 iMnpoBi3auiiHOCTI
B MeXax CTUMH0, WO A0AA€E BUCTYNY GNIMCKY Ta 3HIMaE
cTpax nepeg hopMasibHOK NepeBipKoKo 3HaHb (Mon-
yaHoBa, 2015).

KoHuepTtmelictep y 3BO — Le He MpPOCTO MiaHicT,
a HacTaBHMK, Skl 6epe Ha cebe YacTUHY NCUXOs1o-
FYHOrO BaHTaxy CTygeHTa. Voro npodpeciiina peak-
Lis Ta emoujiliHa CTiliKicTb € TMMK hakTopamu, Lo
NepeTBOPHOTL HaBYA/IbHWIA ICIUT Ha CIPaBXHIO MUC-
TeLbKy MOAito.

B3aemMo0isi y mBOPYOMY MPUKYMHUKY «BUK/1a-
day — cmydeHm — KoHyepmmelcmep». [liaHicT
€ «MICTKOM» MDK BUMOramMu Buknagaya 3 BOKasly
Ta iHOVBIAYa/TbHUMM MOXMBOCTSIMUA CTyAeHTa. BiH
4yacTO NPOBOAWTbL A0AATKOBI peneTulii, e BUCTynae
AK peneTuTop, WO BUMarae 3HaHHS OCHOB BOKas1bHOI
TEXHOJOTIT (AMXaHHs, pericTpi), abu He BMMaraTtu Bif
CTyAeHTa HEMOX/INBOTO.

OCHOBHI  MOMEHTU  Ui€l
y Takomy.

1. KoHuepTMmencTep K «NoefHyBasibHa NaHKax.
Y BOKa/NIbHOMY K/aci BuUKaZad Bianosifae 3a TexHo-
norito (nocTaHoOBKa AMXaHHs, No3uLisi, poboTa M'a3iB),
a KOHUEepTMecTep — 3a My3uyHe BTiSIeHHs. Bukna-
[ay yye «npupoay» 3BYKY, a MiaHicT — 1ioro cnieBigHO-
LLEHHSA 3 doopTeniaHHO dhakTypoto. KoHuepTmelicTep
Jonomarae CTyeHTy peanisyBaTu TEXHIYHI 3aBAaHHA
BMKMaga4va B Mexax KOHKPETHOro TBOpY.

YacTo KoHUepTMeicTep NpoOBOAUTL 3i CTYAEHTOM
camoCTiliHi peneTuuii 6e3 Bukiagaya. Y ueii MOMeHT
BIH 6epe Ha cebe posib peneTuTopa-KOHCY/NbTaHTa,
AKUIA CTEXNTb, W06 CTYAEHT He BiAXoauB Bif 3ayBa-
XeHb npodpecopa, asie BogHo4Yac Aonomarae 3HamTm
B/1acHy iHTepnpertaduito (TiToBa, 2025).

2. ETuka B3aemMogji — gunaomartisi i TakT. TBOpUnii
TPUKYTHUK — Le iepapxiyHa CTPYKTypa, Ae Bax/MBO
36epiratn G6anaHc aBTOpUTETIB. Haiiripwa cuTyauis
ONs CTyfeHTa — KO/ BUKMajad Kake ofHe, a KOH-
uepTmeicTep — iHwe. MpodpeciiiHuii niaHicT mae nig-
TpUMyBaTK MiHil0 negarora. AKWO BiH He 3rofeH i3

B3aeMofjii nonaratTb

TpakTyBaHHAM, Lie O6roBOPKETLCA 3 BUKIaJavem
TeT-a-TeT, a He Npu CTYAEHTI.

KoHuepTmelicTep He MNOBWHEH «MoBYaTu» CTy-
[eHTa npuHU3NMBO. Moro ponb — 6yTw cTaplinm
KOMero, AKMiA nigkasye, a He KpUTUKYE. Lie cTBOptoe
armocchepy 6e3nekn, HeobxigHy 4151 TBOPUUX MOLLY-
kiB (TiToBa, 2025).

3. Po3nogain poneii nig yac 3aHATTS. ECQekTUBHICTb
HaBYaHHA 3a/1eXNTb Bif TOr0, HACKI/IbKU 3M1aro4KeH0
Jie «<komaHza»:

— BUKIa4ay — ue cTpaTter; BiH BU3Ha4yae penep-
Tyap, CTaBUTb TEXHIYHI 3aBAaHHSA, MNpautoe Hag
BOKaJ/TbHOK (POPMOI0;

— KOHLlepTMeiicTep — Le TakTWuK; BiH 3abe3neuye
3BYKOBUIi (PyHOAMEHT, CTEXMWTb 3a TEKCTOM, CTUMEM,
pUTMOM, JOonoMarae BUNPaBUTN IHTOHALiHI X1bu;

— CTY[EHT — e BUKOHaBELLb; BiH akyMy/ll0€ 3ayBa-
XXEHHSA 060X HACTaBHVKIB [/19 CTBOPEHHS XYLOXHbOIO
o6paay (TiToBa, 2025).

4. KoHUepTMecTep K «afBokaTt» CTyAeHTa. IHoAj
y 3BO BUHUKatOTb CUTYaLii, KON BUKIaday 3aHaATo
TUCHe Ha CTyfeHTa abo BYMarae BUKOHaHHS TEXHIYHO
HEeLOCSHKHMX Ha NEBHOMY eTani peyeil. KoHuepTmeli-
CTep MOXe M'SIKO 3anponoHyBaTy iHWwWi Temn abo
3MIHUTK AVHaMiKy CynpoBoAy, Wwo6 nonerwuTn cTy-
[EHTY BUKOHaHHSA CK/1afHOro nacaxy, TUM caMuMm 3Hi-
Maroum Hanpyry B knaci. Kpim Toro, KoHuepTmelictep,
AKWIA Yye CcTygeHTa 3 60Ky posifis, 4acTo MOXe Aartu
BUKMaJayeBi LiHHWA 3BOPOTHUI 3B'A30K LLOAO TOrO,
HaCKi/IbKM 3pYYHO CONICTY B TOMY YM iHLIOMY TBOPI
(Mipyc, 2025).

Yenix ctygeHta y 3BO — ue Ha 70% pesynbrart
YCMiLWHOT B3aEMOZji Y LbOMY <TPUKYTHUKY>». FAKLLO
KOHLlepTMeincTep BMi€ OYTU THYUKMM, YyWHUM i Npo-
(PeCiiiHO rPaMOTHMM, BiH CTA€ HE MPOCTO «MiaHICTOM,
AKWIA akoMnaHye», a apxiTeKTOPoOM TBOPYOro ManbyT-
HbOrO CTY[eHTa.

B1CHOBKM Ta NepPCNeKTUBU NOAANbLUNX HAYKO-
BUX PO3BIifOK. [MiACyMOBYIOUM, MOXEMO CTBEPOXKY-
BaTK, LLO AiASIbHICTb KOHLEpPTMecTepa y BOKa/IbHOMY
Knaci 3aknagy BULLOI OCBITU € UiNICHOK negaroriy-
HOI CUMCTEMOIO, e My3MYHE BUKOHAHHSA HEPO3PUBHO
nos’sizaHe 3 (PyHKUISMU HacTaBHWKa, peneTuTopa
Ta ncuxonora. lNpoBegeHwii aHanis goBOAWUTb, WO
eheKkTMBHICTb NpodeciliHOi NiAroToBKM MaibyTHLOro
BOKaulicTa 6e3nocepeHbo 3a/1eXUTb Bif, METOANYHOT
rPamMoTHOCTI MiaHicTa y PO3KPUTTI MY3UYHO-C/I0BEC-
HOT J10TiKM TBOPY, Oro 3gaTHOCTI hopMyBaTy aHcamb-
NleBe MUC/EHHS Ta BUCTYNATU «CUEHIYHUM LLATOM>,
L0 HIBE/IIOE BMKOHABCbKI PU3UKN B E€KCTPEMa/TbHUX
ymoBax BuMCTyny. MoGyagoBa rapMoHiiiHOT B3aemogil
y TBOPYOMY TPUKYTHUKY «BUKIaAay — CTYAEHT — KOH-
LepTMencTep» Aae 3Mory TpaHcopMyBaTh HaB4Ya/ Tb-
HWIA NpoLEeC i3 CYyTO TEXHIYHOTO OCBOEHHS penepry-
apy B npocTip rMm16oKoT MUCTELLKOT camopeastiaLii.
OTXe, negaroriyHa yHKList KOHUEPTMENCTepa € oyH-
JaMeHTaIbHM YNHHUKOM CTaHOBEHHS NPODECIAHOT
CTINKOCTI Ta Xy 40XXHbOT 3piSIOCTIi MON0OA0r0 BUKOHABLSA,
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LLO MiATBEPAXKYE HEOOXIQHICTL NEPEOCMUC/IEHHS L€l
npocpecii ik cTpaTeriyHo Baxk/IMBOT (Dirypy B CyyacHii
MUCTELbKI OCBITI.

MepcnekTuBn NogasibLUMX AOCAILKEHb NOMAra0Tb
y NOrNn6aEeHOMY BMBYEHHI cneumndikm MbkocobucTic-
HOT KOMYHiKaLjii Ta MexaHi3MiB MCUXO/O0rivyHoi ajan-
Tauil CTyAeHTIB A0 YMOB KOHKYPEHTHOr0 CLEHIYHOro
cepenoBsuLLa.
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The article provides a comprehensive theoretical study of the concertmaster’s pedagogical
function in the vocal class of a higher education institution. The relevance of the topic is driven
by the need to redefine the role of the piano accompanist, whose activity in modern conditions
is transforming into a complex system of musical mentorship and psychological-pedagogical
support for the future vocalist. The author argues that the concertmaster de facto acts as a
“second teacher”, integrating methodological and psychological aspects into their work that
critically influence the student’s professional growth.

The methodological basis of the article consists of source analysis, a systematic-struc-
tural approach, and theoretical generalization. The paper details key areas of the pianist’s
methodological assistance, including the formation of a holistic intonational image, work on
vocal-verbal logic and articulation, and overcoming technical vocal difficulties by correcting
tempo-rhythm and dynamic balance.

Special attention is paid to the development of ensemble thinking as a process of transform-
ing a soloist into part of a unified musical organism. The role of the concertmaster as a “stage
shield” is highlighted, capable of providing psychological support to the student and neutral-
izing performance errors (memory lapses, tempo destabilization, intonational inaccuracies)
under the stressful conditions of a public performance. The specificity of interaction within
the creative triangle of “teacher — student — concertmaster” is analyzed separately, where
the pianist performs the functions of a moderator, diplomat, and «advocate» for the student.
The conclusions state that the concertmaster’s pedagogical function is a fundamental factor
in the professional stability and artistic maturity of the performer. Establishing coordinated
communication in the classroom allows the educational process to be transformed into a
space for profound self-realization. Prospects for further research are related to the study of
psychological adaptation mechanisms for young artists in a competitive stage environment.
Keywords: concertmaster, vocal class, pedagogical function, higher education institution,
psychological support, methodological assistance, creative interaction.
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MocTtaHOBKa npooGnemu.

MuTaHHsA PO3BUTKY

Y cmammi nposedeHo A0CAIOKeHHsT akmyasibHOI Mpobsiemi 3a2a/ibHOI My3U4YHOI ocsimu
SIK CK/1200B0I YaCMUHU 3a2a/IbHOI cepedHbOol 0c8imuU — PO3BUMKY BOKa/IbHO-MBOPYUX 30i-
6Hocmell KumaliCbKUux ma yKpaiHCbKUX WKO/ISPI-NIO/IMKIB Y HOBUX COYia/IbHO-KY/TbMypPHUX
yMosax. Ha ocHOBI BUBYEHHST (hi/IocOghChKOI, COYi0NM02IYHOI, My3UKO3HaBYOI, My3U4HO-Meda-
202iYHOi ma MemoOuYHOI imepamypu, 3 ypaxyBaHHSM 30iUCHEHHUX nedazoeiyHux cro-
cmepexeHb y 3aknadax 3CO Kumaro ma YkpaiHu, onumysaHb ma 6ecid i3 00csio4eHuMu
yaumesnisiMu My3u4yHo20 mMucmeymsa, a makox 3 malibymHimu 6akasiaspamu creyiasib-
Hocmi 014 CepeoHsi ocsima (My3uyHe mucmeymaso) rpedcmas/ieHi 20/108HI pe3yibmamu
ma BUCHOBKU MpoBe0eH020 00C/IOXEHHS. Tak, 0bIpyHmMoBaHO akmyasbHicmb npobaemu
pO3BUMKY BOKa/IbHO-MBOpPHYUX 30i6HOCMel WKO/ISPIB-MIONIMKIB K CKAa00BOI YacmuHU
IXHBOI My3UYHO-€CMEeMUYHOI Ky/Ibmypu; npoaHasi3osaHo 8 HayKoBoMy OUCKYPCi ma ymou-
HEeHOo 3Micm MOHSIMMS BOKa/lbHO-MBOPHYUX 30i6HOCMeU WKOASPIB-MIO/NIMKI8; pO32/sIHYmo
MOHAMMSI (hOPMYBaHHSI My3UHYHO-€CMEMUYHOI Ky/Ibmypu sIK 20/108HOI MEMU  3a2a/ibHoi
My3u4Hoi ocsimu 07151 3aknadis 3CO; po3a/IsiHymo HayKosi Midxoou 00 BUBYEHHST (heHoMeHa
PO3BUMKY BOKa/IbHO-MBOPYUX 30i6HOCMeEll Cy4YacHUX WKO/ISPIB-MIONIMKI8; BU3HaYeHO neda-
202iYHi YMOBU PO3BUMKY O3HaYeHux 30i6Hocmell y HOBUX COUiaslbHO-KY/TbMYPHUX YMOBAX.
3p06/1eHO BUCHOBKU PO HEOOXIOHICMbL CymmeB020 MIOBUUWEHHST IKOCMI YPOKIB My3UYHO20
mMucmeymsa ma o3ak/1acHoi My3uyHoi disilbHOCMI 8 060X KpaiHax, 30Kkpema y Harpsimi
PO3BUMKY BOKa/IbHO-mMBOPYUX 30i6HOCcmel WKO/IspIiB-nidNimkis. 1iomsepoXXeHO BUCHOBOK
YyYeHUX w000 BaX/auBoCMI MOBULEHHST MPOOYKMUBHOCMI (haxosoi nid2omosku MalibymHix
bakasiaspig My3U4yHO20 MUCMEYUMBA, 30KpemMa B8 HanpsiMi IXHbOI BOKa/IbHOI ma BOKa/IbHO-
rnedazoaivHoi KoMnemeHmMHocmi. HazonoweHo Ha BUCOKIU akmyasibHocmi memu Aoc/ii-
OXeHHs1 07151 060X KpaiH ma Okpec/ieHo nepcrekmusy MalibymHboi docAiOHUYbLKOI po6omu
Y YbOMy Hanpsimi.

Knro4osi cnosa: My3uyHo-msopyi 30i6HOCMI, My3U4YHO-ecmemuyHa Ky/ibmypa, coyjia/ibHo-
Ky/IbmypHi yMOBU, 3a2a/lbHa My3u4Ha 0Cs8ima, WKoAspI-nionimku, malbymHi 6akanaspu
My3U4HO20 Mucmeymsa, 3ak/aad 3a2a/ibHoi cepedHbOI 0CBIMU, BOKaslbHa nid2omoska, Muc-
meymaso criigy.

Mos1i040ro MOKOJTIHHSA, OCKi/TbK/ MY3U4YHO-ECTETUYHA

BOKa/IbHO-TBOPUMNX 3AI6HOCTEN KNTANCbKMX Ta yYKpa-
THCBKNX LWKOMAPI-NiANITKIB Y HOBUX COLiafIbHO-KY/1b-
TYPHUX yMOBaX YYeHi po3rnsagarTb 9K O4UH 3 Kto-
YOBMX LWIAXIB HAOYTTA HUMWU MY3MYHO-ECTETUYHOI
KyNbTypu. PO3B’A3aHHA Ui€l npobnemMun akTyanisye
aonsa 3aknagis 3CO Kutato Ta YKpaiHu, a Hacam-
nepes AN BUMTENiB MY3MYHOrO MUCTeLTBa, Npo-
61emMy OBOMOAIHHA N yNPOBaAKEHHS NPOAYKTUBHUX
nefaroriyHNX TEXHONOTIA MUCTeLbKOT iHHOBAaTUKM,
CNPSAMOBAHMX Ha CUCTEMHY MOJEPHi3auito 3arasb-
HOT My3uyHOi ocBiTM (Pepopeub, BaH LI3A6iHb,
2024, c. 105-106).

AKTyaslbHICTb 3a3HayeHOoi nNpobrnemy 3ymMoB/ieHa
Hacamnepes AOCTYNoOM Bi/IbHAM AiTeil Ta nigniTkis
yepes posraslyXeHi iHTepHeT-Mepexi A0 Pi3HOMaHIT-
HUX MY3WYHUX NPOAYKTIB, 30KpeEMa «40 KOMePL,inHMX
MY3MUYHMUX TBOPIB HWU3bKOI SKOCTI, AKi Hasexarb [0
Tak 3BaHOI MacoBOi KynbTypu» (®epgopeub, 2022).
Po6oTta 3i LwKonapamy MigniTKOBOro BiKY B LbOMY
HanpsiMi He 0OMEXYETbCSA fiMe 3aBAaHHAMU My3UMY-
HOrO BMXOBaHHS, asie i1 nos’'si3aHa 3 (hopMyBaH-
HAM [YXOBHOI Ky/bTypu W MOpasibHUX LiHHOCTEN
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KynbTypa OXOMJII0E MNPaKTUYHO BCi Chepu XUTTS
Cy4yacHoT MIOANHN K HEBIA EMHY CKNafoBYy YacTUHY i
BHYTPILLUHLOrO CBITY (TaM camo).

AHani3 HaykoBOI fliTepaTypu, a Takox AaHi, oTpu-
MaHi B nepebiry nefarorivHnx cnoctepexeHb 3a ypo-
Kamn My3n4HOro mucrentea B 3aknagax 3CO, onuty-
BaHb i 6ecif 3 yuntensaMu-npaxkTkamu ta Lkonspamm
5-7 (8)-x knacie, gatTb niacTaBy CTBEpPOKYyBaTW,
WO A8 BiNbLIOCTI cyvyacHUX Mig/iTkiB 060X KpaiH
LWeaeBpn HauioHas/IbHOI Ta CBITOBOI BOK&/IbHOI cnaj-
WMHN 3a/IMWATLCSA Maiike MOBHICTIO HEe3HaHUMMU.
JocnimpkeHHs nigTeepaxye OymMKy npo Te, wo 6inb-
WICTb Cy4yacHUX MigNiTkiB, BiABiAYHOUN YPOKN MY3UKM
NpoOTAroM 7—8 pokKiB nocnifib, He OBOJIOAIBAE HABITh
efleMeHTapHUMW  BOK&/IbHUMW  HaBu4ykamu, a ixXHi
BOK&J/IbHO-TBOPYi  3AIGHOCTI  3a/MWalTbCsd  HEepos-
BMHYTUMK. BofgHoyac 3acBifyeHo, WO 3HayHa 4ac-
TVHa BYMTESsIB My3MYHOIO MUCTeLTBa 060X KpaiH He
MOBHOK MipOI YCBILOM/IOOTL MOTEHLia/T PO3BUTKY
BOKaUTbHO-TBOPUMNX 3A4IOHOCTEN YYHIB Y [OCSTHEHHI
MY3WUYHO-ECTETMYHOT Ky/NIbTYpM Ta B AyXOBHOMY CTa-
HOBJIEHHI LUKONAPIB.
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AHani3 aktyanbHuUx gocnigxeHb. HaykosLi BaH
L3s6iHb, Mo Li3toHb, O. FopoxadkiHa, [y Xyeiuto,
M. PycsieBa, Cioli CiHuxoy, CsAH XaopaH, M. ®eno-
peub, YxaH PaH, YxeH CAHUIHb HaronowWyTb Ha
K/1t0YOBIlA poni MUCTELbKOT OCBITH, 30KpeMa 3arasibHol
MY3MYHOT OCBITU i MY3MYHO-ECTETUYHOTO BUXOBAHHS,
y 3abe3neyeHHi KpeaTVBHOrO PO3BUTKY LUKO/APIB,
a TakoX 3BepTalTb yBary Ha 3pOCTaHHSA CyChisb-
HOro iHTepecy B 060X KpaiHax 40 HabyTTa nigaitkamu
[OCTaTHLOrO PIBHA MY3UYHO-€CTETUYHOT KY/TbTYPU.

Mpobrnema po3BUTKY MYy3WYHO-TBOPUUX 3A4IGHOC-
Tell, 30KpemMa BOKa/IbHO-TBOPUMX 34i6HOCTEN LiKoNs-
piB, € NpegMeToM AOCNIMKEHHA 6aratbOx MOKOMiHb
KUTaliCbKMX Ta YKpaiHCbkMX ydeHux (H. AwwmxmiHa,
H. Bartok, o Li3toHb, H. KboH, M. JleoHTOBMY, H. M03-
ranbosa, O. PoctoBebkuii, Croii CiHuxoy, B. Uepka-
coB, YxaH daH, LyyaH J1i0).

[ocsig yuntenis mysuku Kutarwo Ta  YkpaiHu
[0BOANTb, WO Halbifibll AeMOKpaTUYHMM, 3arasb-
HOAOCTYNHMM Ta 6GaratopiyHO MepeBipeHnM Ccno-
COBOM HabyTTA My3MYHO-ECTETUYHOI KY/ITYPU LLKO-
nspiB € HaB4yaHHA cnisy (Pepopeup, UxaH PaH,
2024, c. 275-276). OBONOAIHHA «BOKa&/TbHUMW HaBU-
ykamy € HabifNbLL NPOCTUM | AOCTYNHUM LUSIAXOM [0
<...> aKTUBHOIO My3VKyBaHHS, L0 OTpUMaB Besu-
4esHy Mony/IAPHICTb y cyyvacHoi monogi» (Cioin CiHu-
Xoy, 2023, c. 72). OnuTyBaHHs nokasanu, Wo barato
CyYaCHUX KMTaliCbKUX Ta YKPaTHCbKMX LUKONSAPIB Bij-
JaloTb nepesary came BOKa/IbHOT My3uLi Ta XO4yTb
HaBUYMTKCS rapHo cniBaTw.

HabyTTsa My3nyHOI Ta My3UYHO-ECTETUYHOT Ky/lb-
Typv AiTeii Ta Nig/iTKiB, 30KpeMa LASXOM PO3BUTKY
BOKa/IbHO-TBOPYMX 34i6HOCTEN, BMBYa/IM Barato Hay-
KoBUIB KuTato Ta Ykpainu. Bigomi po6otu |I. bapaHoB-
cbkol, H. baTttok, BaHa TaHbLj, O. JliceeHko, O. Herpe-
6eubkoi, MaHb CiHtoii, O. PocToBebkoro, O. C6iTHEBOT,
N. CtenaHoBoi, Cioii CiHwkoy, M. ®egpopus, YxaH
®aH. lMpoTe anHaMika r1ob6anbHUX COoLiafIbHO-KY/lb-
TYPHUX 3MiH, 30Kpema CTaHOBMEHHS MOCTiHdOp-
MauiiHOro CycCnisibCTBa, BMMAarae OiNbll  LUINPOKMX
Ta CUCTEMHUX [OCMNIMKEHb 3a3HayeHo! npobnemmu
3 ypaxyBaHHSl iHHOBaUiHMX Nigxogis, npeactasne-
HUX B HAYKOBUX AMCKYpcax 060X KpaiH.

MeTa cTatTi nonsirae y po3pob/seHHi pekomeHaa-
il WOA0 CTBOPEHHS HAIEXHMX MeAaroriyHMx ymoB
B 3aknagax 3CO O19 po3BUTKY BOKaslbHO-TBOPYMX
3ni6HOCTEl WKoNapiB-nigniTkis Kutar ta YkpaiHnm sk
YMOBUW HABYTTS HAMU MY3UUYHO-ECTETUYHOT KY/IbTYPU.

MeTogonoria  gocnigkeHHA. [Onsa  gocsr-
HEHHA MOCTaB/IEHOI METU BUKOPWUCTAHO KOMIJIEKC
B3@EMOMOB’'SA3aHNX TEOPETUYUYHUX | EMMIPUYHMX METO-
[iB, a came: aHani3 Ta y3ara/lbHeHHs1 HayKoBUX i Hay-
KOBO-METOANYHUX NpaLb y4eHnX Kutato 1a YkpaiHu;
nefaroriyHi COCTEPEXEHHS 3a 3A4INCHEHHSAM 3arasib-
HOT My3M4yHOT OCBITM B 3aknagax 3CO 060x KpaiH;
6ecign N onUTyBaHHA YyuyuTeniB My3MYHOTO MUCTe-
UTBa, LIKOMAPIB-NIANITKIB, a TakoX MainbyTHix Gaka-
NaBpiB My3U4HOro MUCTELITBA.

PO3BUTOK BOKa/IbHO-TBOPYMX 3i0HOCTEli Cy4acHNX WIKONAPIB-NiANITKiB... || 26-31

FK MeTof0M0riYHy OCHOBY AOCNIIKEHHS BUKOPUC-
TaHO Ky/IbTYPOJIONiYHWIA, aKCIONOTiYHWIA, KOTHITUBHWIA
Ta NpakceosoriyHmii HayKoBi Nigxoau.

Pe3ynbTaTty Ta iX 06roBopeHHs. NoyHemo 3 aHa-
ni3y HaykoBOro [AWUCKYPCY OS5 YTOYUHEHHS CYTHOCTI
TakMX K/IHOYOBUX MOHATb POBOTU: «BOKa/IbHO-TBOPUI
30i6HOCTI  WIKOMSAPIB-MigNITKIB» Ta «My3MYHO-ecTe-
TUYHA KynbTypa». YueHi (A. boiiko, BaH LI3s6iHb,
B. Mapwmupka, C. OniiiHuk, I. Opnosa, O. MaBntok,
M. PycsieBa, M. ®epopeupb, A. AUOPUK) HAronoLly-
I0Tb Ha TOMY, WO PO3BUTOK BOKasIbHMX 3A4iGHOCTEN,
AK | My3UYHKX 34i6HOCTEN 3arasioM, HEMOX/TMBUIA 6e3
hopMyBaHHSI KpeaTuBHOI OCOBWUCTOCTI, ii TBOPYOro
CTaB/IEHHS HE NMe A0 MY3U4YHOro MWUCTELTBa, ane
M [0 OCBITHbO-KY/ILTYPHOT AisiSIbHOCTI 3arasiom. Ha
OYMKY BYEHWX, CaMe TBOPYMI KOMMOHEHT € BM3Ha-
Ya/lbHUM UYMHHUKOM aKTWBi3aLil eMOL|iiHO-LjiHHICHOTO
CTaBNeHHs NigNITKiB 40 MY3UKU.

3 ypaxyBaHHSIM NPOBEAEHOr0 AOCNIMKEHHSA Ta
POO6IT 3a3HAYEHNX HAYKOBLIB MOXHA BU3HAUUTU CYyT-
HICTb BOKa/IbHO-TBOPUMX 34iOHOCTEN Cy4acHMX LUKO-
NApIB-NIANITKIB SK IHTErpaTMBHUI KOMMAEKC My3UY-
HMX YMiHb i TBOPYOro MOTEHLja/ly 0COBUCTOCTI, L0
BUSIBNSIETLCA Y 34ATHOCTI A0 €EMOLiMHO Hacuye-
HOro i Xy4OXHbO BMPA3HOro cniBy (K COJMLHOTO,
Tak i B cKnagi aHcam6niB Ta XOPOBUX KOMEKTUBIB),
BOKaUTbHOI iMMNpOBI3aL,ii, CTBOPEHHS BNACHUX Meso-
OVYHMX 3paskiB Ta iHTepnpeTauil My3n4yHOro 3micty
3acobamu ronocy. Lleii po3BMTOK Yy nigniTkoBOMY
BiLli I'PYHTYETLCA Ha NOEAHAHHI BOKasIbHO-TEXHIYHUX
YMiHb (MY3W4YHOrO CNyXy, PUTMIYHOTO 4YyTTH, IHTOHAa-
LiAHOT TOYHOCTI TOWO) 3 aKTUBHMM CTaHOB/IEHHSIM
ysiBM, 06pa3HOro MUC/NEeHHS Ta iHAMBIAyalbHOI Kpea-
TUBHOCTI, WO CMPUSIE CAMOBMPAXEHHIO, eMOLiIiHOMY
CcaMoOni3HaHHIO M )OPMyBaHHIO OCOOMCTICHO 3Hauy-
LLMX MY3UYHUX 06pasiB.

OTxe, pOo3BUHYTI BOKa/IbHO-TBOPHI 34i6HOCTI LUKO-
NAPIB-NIANITKIB BUXOLATb 38 MEXi CYyTO BUKOHABCHKMX
HaBMYOK | TaKOX nepeadavaroTb 34aTHICTb HaMOBHIO-
BaTW CMiB BHYTPILIHBLOK €EHeprieln, 0COBUCTICHUMU
nepexvBaHHAMUN Ta XyAO0XHIM CMakoMm, Lo € Baxk/u-
BVMM YMHHMKOM CT@HOBJ/IEHHS IHAMBIAYa/TbHOTO BUKO-
HaBCbKOro CTU/II0 B YMOBaX akTMBHOr0 0OCOBUCTICHOIO
PO3BUTKY.

Ha Haw nornag, 4O OCHOBHWMX CKNaJoBMX 4ac-
TVH PO3BUTKY BOKaJIbHO-TBOPYMX 3A4iOHOCTeR nigniT-
KiB HasiexaTb DOPMYBaAHHS C/IyXOBUX Ta PUTMIYHUX
BMiHb, 30KpeMa 3BYKOBWCOTHOrO C/yXy, /1af0BOro
YyTTS, MY3UYHO-C/TYXOBUX YSABMEHb, BIAUYYTTS METpY
A pUTMy; TBOPYOro MUC/IEHHS, sIKEe OXOMNe dpaHTa-
3it0, ysIBY, 34aTHICTb 10 OPUTiHA/TbHUX PiLLIEHb, HABNYKN
iMMpoBi3aLii Ta NnogonaHHsA WabnoHHOCTI; emoLiiHa
BMpPAasHICTb, WO BUSABNSAETLCA Y 30ATHOCTI nepeja-
BaTW B/IACHWUI BHYTPILLHIA CTaH, eMOLLiT Ta eHepreTmky
yepes BoKaslbHe BMKOHAHHS; HabyTTa BOKaslbHO-TEX-
HIYHMX HABMYOK (BO/TOAIHHS FTO/IOCOM, ANXAHHSIM, IHTO-
Haui€l, apTUKyNALUEr), AKi CAyrytoTb OCHOBOK /1A
MOBHOLIHHOIO TBOPYOrO0 CaMOBUPAXEHHS. PO3BUHEHI
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BOKa/IbHO-TBOPYi 34i6HOCTI LUKOMAPIB-NIA/ITKIB NPO-
ABMSATLCA Y LIBUAKIA Ta YCBIAOMEHIV peakuii Ha
MY3UYHUIA MaTepian, pUTM i Menogito; B yMiHHI emo-
LifiHO N NepeKoHNNBO BUKOHYBATU BOKa/lbHI TBOPW;
Yy 30aTHOCTi A0 CTBOPEHHSI OpUriHa/IbHUX MeNofii,
a Takox y nepegadi iHAMBIAyalbHUX HACTPOIB i nepe-
XVBaHb 3acobamMu ronocy.

My3n4HO-eCTETMYHA Ky/bTypa LUKOAPIB-MIAMITKIB
NnocTae CK/1a0BOK YaCTUHOW TXHbOI AYXOBHOT Ky/lb-
TYpu Ta po3rnsafaceTbcs AK NpoBigHa MmeTa 3arasibHoi
My3nuHoi ocsitn (o Li3toHb, 2022, c. 88). Edpek-
TUBHE 3a/ly4eHHS LUKONSAPIB A0 MY3MYHO-€CTETUYHOI
KyNbTypu TICHO MOB’A3aHe 3 pesysbrataMy iXHbOro
HaBYaHHS, BUXOBAHHS i TBOPYOIO PO3BUTKY, SKi 3ano-
YaTKOBYOTbCSA Y LLUKISIbHOMY BiLi Ta HabyBatOThb Lilic-
HOCTI y nepebiry nogasblui OCBITM W CaMOpPO3BUTKY
0cobucToCTi.

MpaBunbHa opraHisayis BOKa/IbHOrO HaBYaHHSA
Ta MY3MYHO-ECTETMYHOIO BUXOBAHHS CMPUSIE YCBI-
OOMJIEHHIO LIKONSApaMu cebe SK akTUBHMX YYaCHMKIB
€CTETUYHOT Aisi/IbHOCTI Ta HOCIIB KY/IbTYPHUX CMUCIB,
POPMYE IXHIO MPUYETHICTb A0 XYAOXKHbLOI KapTUHU
KpaiHu Ta cBiTy. [1pn LbOMY MY3UUYHO-ECTETUYHA KY/Tb-
Typa po3rnsafacTbCa He fK CyMa 3aCBOEHMX 3HaHb,
a SK IHTerpaTnBHa SKiCTb 0COBUCTOCTI, O OXOMJIHE
XYLOXHI iHTepecw, UiHHICHI oOpieHTaujii, eMOoL,iiHo-
yyTTEBUIA AOCBIA i 34aTHICTb A0 TBOPYOro caMoBupa-
XKEHHS.

MpoaHanisyeMo OCHOBHI HaykoBi nigxoauM Ao
BMBYEHHS (PEHOMEHa PO3BUTKY BOKasIbHO-TBOPYMX
3[i6HOCTEN CcyyacHUX LWWIKONAPIB-MigNiTKiB. Maetbes
Npo KyNbTYPOJIOTiYHWIA, aKCIONOTIYHWIA, KOTHITUBHO-
MY3MKO3HaBUMIA, BOKa/IbHO-NeAaroriyHnii Ta npakce-
ONOTIYHNIA Nigxoaum.

3aslyyeHHs Ky/nbTyposioriyHoro nigxody 3abesne-
4yye YCBILOMJ/IEHHS LUKOMAPaMu-NigaiTkamm My3umu-
HOro MucTeLTBa sK 6araToBMMIPHOIO COLLIOKY/bTYp-
HOro cheHoMeHa, KWl y XyA0XHbO-06pasHii hopmi
BifOGpaXae ICTOPUYHUIA AOCBIA, HaLiOHa/bHI Tpaau-
Lii Ta yHiBepcasibHi AyX0BHI LiHHOCTI ntoacTtea (Peno-
peupb, 2025, c. 432). ¥ UbOMYy KOHTEKCTi BOKa/lbHE
MUWCTELTBO NOCTAE BAX/IMBMM 3aCO60M hOPMyBaHHS
MY3MUYHO-ECTETUYHOT KY/IbTYPU YUHIB, PO3BUTKY IXHbOT
34aTHOCTI A0 OCMMC/IEHHSI KY/bTYPHUX CMMUCAIB
i Xy[4OXHbO-LiHHICHOTO CPUAHATTS MY3MYHOT peasib-
HOCTI.

AKCIONOoriyHMiA Miaxig akueHTye yBary Ha LjiHHiC-
HOMY 3MICTi BOKa/IbHOTO MMWCTeLTBa Ta WOro poni
Yy CTaHOBJ/IEHHI AYXOBHO-MOP&a/IbHUX OPIEHTUPIB OCO-
6ucTocTi. Yepes 3aslyyeHHA LIKONAPIB-NIANITKIB 40
BMCOKOXYAO0XHIX 3pa3kiB BOKa/IbHOI My3uku hopmy-
ETbCA CUCTEMA ECTETUYHUX, MOPASIbHUX | KYNBTYPHUX
LiHHOCTel, 3AaTHICTb A0 eMOLiiHO-LiHHICHOrO nepe-
XXMBaHHSA MY3MKW, YCBIOOMIEHOTO BMOOPY XYOOXHIiX
ifeanis i BigNOBIA&/IbHOrO CTaB/IEHHSA [0 BAaCHOI
TBOPYOT Aisi/IbHOCTI (Tam camo).

KOrHiTMBHO-MY3UKO3HaBUMIA  Migxig —cnpsiMoBa-
HWA Ha OCMWUC/MIEHHS CTUAICTUYHUKX, IHTOHALAHWX,
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(hopMOTBOPUMX i BUKOHABCLKUX NapaMeTpiB BOKa/lb-
HOT MY3WKW PI3HUX iICTOPUKO-KYNBTYPHUX enoX. Y 1oro
MeXax 0COBMMBOro 3Ha4YeHHs1 HabyBa€ NOPIBHANbHWIA
aHani3 CTPYKTYPHMX i CEeMaHTUYHUX XapaKTepuUCTUK
BOKaJ/IbHUX TBOPIB, L0 Aae 3MOry MpOCTEXUTU eBO-
NOLI0 XKaHPOBMX MoZenei, XyAoXHix 3acobiB Ta
MY3UYHO-BUPaXKasIbHUX cucTem. Peanisauis uboro
nigxomy CNpusie PO3BUTKY MY3MUYHOTO MUC/IEHHS LLKO-
nspa-nignitTka, opMyBaHHO 110ro 34aTHOCTI [0 YCBI-
OOMJIEHHS €CTETUYHUX KOLIB BOK&/IbHOI0 MUCTELTBA
Ta 0COBMMBOCTEN CyHaCHNX BUKOHABCLKMX iHTepnpe-
Tauin.

BokanbHO-negaroriyHnii nigxig, Ha Haw nornsg,
Mae OyTW OpiEHTOBaHWA Ha LUiMICHWA pPO3BUTOK
BOKaUTbHO-TBOPUMX 34i6HOCTEl  LIKOASPIB-Nig/iTKIB
i nepenbayae cMcTemMHe onaHyBaHHS OCHOB BOKaslb-
HOI TEXHIKW, YA0CKOHa/IEHHSI BUKOHABCbKOI MaicTep-
HOCTI Ta CLIeHIYHOT KyNbTypy. Baxk/iMBow Ck1afoBoko
YaCTMHOK LbOro MiAXOAY € BUXOBAHHS €CTETUYHMX
i UiHHICHMX OpieHTauUiil, Wo CcAyrywTb NigrpyHTSM
XYA,0XHbO OCMUC/IEHOTO BUKOHAaHHSA BOKasIbHWUX TBO-
piB Pi3HMX XaHpiB i cTuNiB. O3HauYeHul nigxig cTumy-
Ntoe POPMYBaHHS B YUHIB YMIHHA BifIbHO OpPiEHTYBa-
TMCS B LUMPOKOMY CMEKTPi BOKasIbHOro peneptyapy
3 ypaxyBaHHsSM MOro CTUbOBOI cneundikn, Kynstyp-
HMX MapKepiB Ta eMOUiiHO-06pa3HOT BUPa3HOCTI, LU0,
y CBOK 4epry, CNpusic akTMBHOMY 3a/1y4YeHHI0 MigniT-
KiB O Cy4acHOro My3u4HO-KYy/IbTYPHOro NpocTopy Ta
PO3BUTKY IXHbOTO TBOPYOIO MOTEHLjiany.

OcCo6NMBOr0 3HAYEHHS B Cy4yacHili MUCTELbKIl
OCBITI HabyBae npakceonoriyHuii niaxig, skuii 3oce-
pPEeMXYETbCA Ha AISIbHICHOMY HanpsMi XyA0XHbOro
PO3BUTKY. XyA0XHbO-NPaKCEONOriyHNi acnekT noea-
Hy€e BOKa/IbHO-TBOPYY AiS/IbHICTb i3 (DOpPMYBaHHAM
CTIiKUX MOAeneinl TBOPYOI MOBEAIHKN, aKTUBI3yE
NparHeHHs JII0AVHU 00 XyAOXHbOI camopeanizali,
CaMOCTIAHOCTI Ta NPaKTUYHOro BTINIEHHA HabyTuX
BOK&J/1bHO-BMKOHABCLKUX YMiHb Y HaBYaUlbHill i no3a-
HaB4YasbHil gisnbHocTi (PebpoBa, 2013, c. 241).

Y npougeci po3BUTKY BOKasIbHO-TBOPYMX 34i6HOC-
Tei cyyacHMX LKONSAPIB-MiANITKIB, L0 PO3rNsaacTbes
HamMy K OAMH 3 MPOBIAHUX LWNAXIB HABYTTA HMMM
MY31YHO-eCTETUYHOT KY/IbTYpU, 0COBNNBOI Barn Haby-
BalOTb MefaroriyHi ymoBu, 3a SKMX peanidauisi Lboro
3aB/laHHs, Ha Hall Nornsg, € HalbinbL eqheKTUBHOL.
3ajlicHeHe AOCNIMKEHHSA [Oa€e 3MOry BUOKPEMUTU
HM3KY K/IIOHOBUX MefaroriyHnxX ymoB, Lo 3abesnevy-
t0Tb YCMiLLUHWI PO3BUTOK BOKasIbHO-TBOPUMUX 34i6HOC-
Ten nigniTkiB i CPUSAOTb HABYTTIO HUMWU MY3UYHO-
ecTeTnyHoT kynbtypn (Mo ListoHb, 2022, c. 87).

Mepwa neparoriyHa ymoBa MOAsira€ 'y NpoBiA-
HIi poni BUMTENS MY3UYHOrO MUCTELTBA K OpraHi-
3aTtopa Ta 6e3nocepefHbOr0 BMKOHaBUSA B MPOLECI
PO3BUTKY BOKas/IbHO-TBOPUYMX 3A4iOHOCTElN MigniTKiB
y Mexax My3M4YHO-TBOPYOI AisnbHocTi. Came BuuTENi
MY3M4HOIO MUCTELTBA MatoTb 3a6e3ne4nTn CUCTEMHY
BOK&/1bHO-TBOPYY PO6OTY 3 YUHSAMU, CPSIMOBaHY He
nuwe Ha oopMyBaHHSA BOKasIbHO-TEXHIUHUX YMIHb,
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asne i Ha PO3BUTOK XYLOXHbO-06Pa3HOTO MUC/IEHHS,
€MOLIAHOT YyTAMBOCTI Ta €CTETUYHOIO CTaB/IEHHSA A0
My3ukun (Pepopeub, 2025, 430-431).

BogHouac pesynstatv YMCNEeHHUX OOCNILXKEHD,
KOHTEHT-aHani3 nyb6nikauii y macmegia, a Takox
BMCHOBKM, 3p06/IEHI HA OCHOBI NefaroriyHnx cnocTe-
pexeHb, 6ecif 3 yuntenamu, 3acBiguyoTb TEHAEHL0
[0 MOCTYNOBOIO 3HMKEHHS PIBHA MYy3U4YHO-ECTETUY-
HOI NiAroToB/1IEHOCTI Y4HiB. CuTyauis ycknagHAETbCA
TUM, LLO 3HAYHa YacTUHa BYUTENIB MY3UYHOTO MUCTE-
uTBa 060X KpaiH He 3aBXAun rotoBa e(peKkTUBHO Npo-
TUAIATN LbOMY ABULLY, OCKISIbK/ HE Ma€ A0CTaTHbOro
piBHA CcyyacHOT (paxoBOi, 30KpemMa BOKaslbHO-Mnefaro-
riYHOT, NiAroTOBKM Ta AOCTATHLOIO AOCBiAY poboTy i3
cyyacHumun nignitkamn (Mo LstoHb, 2020, c. 68—69).
Y LbOMY KOHTEKCTI aKkTyasnizyeTbcs npobnema skicHoi
NiAroTOBKM HOBOIO MOKOJTIHHA BUMTENIB 3a cheujiasib-
HicTio 014 CepegHa ocsita (My3uMyHe MUCTELTBO)
Ha MUCTeUbKO-NedaroriyHnx pakynstetax 3aknagis
BULLOT OCBITU (Tam camo). geTbca Npo HeobXigHICTb
YAO0CKOHa/IEHHS haxoBoi NiAroToBKM ManbyTHiX 6aka-
NaBpiB My31YHOIo MUCTELTBA 3 ypaxyBaHHAM 3aB4aHb
PO3BUTKY BOKa/IbHO-TBOPYMX 3A4i6HOCTEN LUKOMSAPIB.
Y UbOMYy KOHTEKCTI K/IHOYOBUMWU CKMIafHMKaMM Takoi
NigrOTOBKA € HasIeXHWUi piBeHb BOKaslbHO-Negaro-
rYHOT Ta BOKa/IbHO-BMKOHABCLKOI KOMMETEHTHOCTE
6akanaBpa, a TakoX MOro ocobucrta MoTMBaUis A0
TBOPYOTi, NPOAYKTUBHOI Aisi/IbHOCTI B CyYaCHOI LUKON.

He MeHW Bax/1MBOKW MejaroriyHo YMOBOK
B KOHTEKCTI PO3BUTKY BOKa/IbHO-TBOPUMUX 34IGHOC-
Tell WKOoNAPIB-NigNITKIB € TBOpYE NPOBEAEHHS YPOKIB
MY3MYHOro MucTelTBa. BoHO nepeabayae opraHiyHmii
3B'A30K BOKa/IbHOIO perneptyapy 3 XUTTAM, BUKOPUC-
TaHHSA KOHKPETHUX XYAOXHIX NpuKIagiB i BOKasIbHO-
BVMKOHaBCbKMX MNPUAOMIB ANS /IMOLIOr0 PO3YMiHHS
3MICTYy MY3WYHUX TBOPIB, 3ac06iB XyLOXHbOT BUpas-
HOCTI, NOrMBNEHHA MDKNPELMETHMX 3B’A3KIB TOLLO
(Mo L3toHb, 2022, c. 88). Cnig 0co6/MBO HAros1oCcuUTH
Ha BaXX/IMBOCTI CTBOPEHHS MO3UTUBHOI MOpPaslbHO-
MCUXONOriYHOT arMoctepy Ha ypoui, armocdepu
cniBnpauj, NigTPUMKMA Ta cuTyauii ycnixy, oco6amBo
B MpoLeci BOKaJ/IbHO-TBOPYOI AifANbHOCTI (TaM camo).

EchekTVBHICTb PO3BUTKY BOKasIbHO-TBOPUUX 3fi-
GHOCTEN LIKONAPIB-NIANITKIB 3HAYHOK MIpoK 3ane-
XWUTb | Bifi Ha/IEXHOr0 HaBYa/IbHO-MaTepiasibHOro
3a6e3neyeHHs OCBITHLOIO NPOLLECY, CTBOPEHHS HEOO-
XifHOI HaBYa/IbHO-MaTepiasIbHOI 6asw, Wo JaEe 3mory
eheKTMBHO BUKOPWCTOBYBaTWM MNPOAYKTUBHI negaro-
rYHi TexXHonorii MUCTeLbKOi IHHOBaTuKN. 30Kpema,
NOeTbCA NMPO HasBHICTb CreLjani3oBaHOro KabiHeTy-
CTyail, CyyacHol 3ByKO3anucHOI Ta 3BYKOBIATBO-
plOBa/IbHOT anapaTtypu, My/bTUMeiiHuX 3acobis,
HOTHWX BUAaHb 3 BOKA/IbHOTO penepryapy, My3n4yHo-
negaroriyHoi nireparypu, HAOYHNX NOCIOHMKIB, My3M4-
HUX IHCTPYMEHTIB.

BucHOBKM Ta NepcnekTuBmU NOJasIbLLINX HayKO-
BUX PO3BifOoK. Npobnema 3asiyyeHHs LWKoNApis A0
MY3UYHO-ECTETUYHOT KYy/NbTYpU  LUASXOM  PO3BUTKY

IXHIX BOKa/IbHO-TBOpYMX 34i6HOCTER nocigae npo-
BigHe MicLue cepef akTyaslbHUX 3aBfaHb 3arasb-
HOI My3nuHOi OcCBiTW. [i pO3B'A3aHHA MOB'A3YETHLCS
3 hOpMyBaHHAM CTiliKoi MOTMBaLl YYHIB 4O 3aHATb
MY3/KOKO, YCBIJOM/IEHHAM 3HAYyLLIOCTi MY3U4YHO-
€CTeTUYHOT KyNbTYpU A1 NOAANbLUOT YCMILLHOT XUT-
TEAIANILHOCTI, a TakoX i3 NPUIAHATTAM UiHHOCTEN
XYA0XHbO-CBITOMSIAHOIO PI3HOMAaHITTS, 3akapboBa-
HOro y Halkpalimx TBOpax HauioHa/bHOro Ta CBiTO-
BOrO My3MYHOro MucTeuTBa. PO3BUTOK BOKasbHO-
TBOpPYMX 3A4i6HOCTEl  LIKONAPIB-NIANITKIB HabyBae
0COGMMBOrO 3HAYEHHS, OCKI/IbKM BOKaslbHa [Aisfb-
HICTb € HalbiNbL AOCTYMHOK, eMOLINHO NpuBa6au-
BOIO Ta MPUPOLHOI (POPMOID MY3MYHOIO camoBupa-
XeHHa. Came 4yepe3 BOKasIbHO-TBOPYY aKTMBHICTb
YYHi He nyiLwe 0BOJI0AiBal0Th efleMeHTapHUMMN MY3U1Y-
HUMW 3HaHHAMW /i HaBUYKamu, ane i 4ony4YalTbes
[0 XyL,0XHbO-06Pa3HOro 3MiCTy My3uKW, HaBYatOTbCA
eMOUIiHO nepexuBaTty, YCBigoOMOBaTK I iHTepnpe-
TyBatn My3uyHi TBOpu. OTXe, PO3BUTOK BOKasIbHO-
TBOPUMX 3AI6HOCTEN € peaslbHUM LUASAXOM HabyTTs
MY3WUYHO-ECTETUYHOT Ky/IbTYpU AK 34aTHOCTI Crpuid-
MaTu, OLHIOBaTN Ta TBOPUTU MY3UYHI LIIHHOCTI.

MpoBeaeHe [OCNIMKEHHS BKa3ye Ha HEOOXIAHICTb
CYTTEBOIO MiABULLEHHSA AKOCTI BOK&/IbHOrO HaBYaHHSA
LUKONSAPIB Ha ypoKax My3W4YHOro MucTeuTsa Ta nig
yac nosaknacHoi My3M4HOI AiSNIbHOCTI B 060X Kpai-
Hax. Y UbOMY KOHTEKCTi akTyasisyeTbca npobrema
6iNbL AKICHOT NiArOTOBKN HOBOMO MOKOJTIHHSA BUMTENIB
Ha MUCTeLbKO-NefaroriyHnx pakyssretax 3aknajis
BuLLOT ocBiTw (Mo Li3toHb, 2020, c. 68—69). VigeTbea
NpO HEOOXiAHICTb YAOCKOHA/IEHHST CTpaTEriil, METOAIB
i TEXHOOTI dhaxoBoi NiArOTOBKM ManbyTHiIX Gakaias-
piB MY3MYHOro MUCTELTBa 3 ypaxyBaHHAM 3aBfaHb
PO3BUTKY BOKa/IbHO-TBOPUMX 3A4I6HOCTEl LUKONApIB-
nigniTKiB.

MpeactaeneHi negaroriyHi  yMOBM  OXOMJHOKOTh
NMeBHe KO0  MUCTELbKO-NefaroriyHnx  npobnem,
30KpemMa MoB’A3aHnX 3 PO3BUTKOM BOKasIbHO-TBOP-
ymx 3Ai6HOCTEN LIKONAPIB-NiNITKIB, Ta OPIEHTYIOTb
HayKOBY CMi/IbHOTY Ha nogasiblui AOCAIMKEHHS LieT
npo6nemy 3a4ns ii NOCTYNoOBOro BUpIWEHHS. Kade-
Apa My3M4YHOro MuUCTelTBa Ta xopeorpadii YHiBep-
CUTETY YLLIMHCLKOrO OPIEHTYE MabyTHIX GakanaBpiB
i MaricTpiB Ha NpPOBeAEeHHA AOCNiMKeHb Y HanpsAmi
Ljiel Temn.
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secondary education, namely the development of vocal and creative abilities of Chinese and
Ukrainian adolescent school students in new socio-cultural conditions. Based on the analysis
of philosophical, sociological, musicological, music-pedagogical, and methodological litera-
ture, as well as pedagogical observations conducted in general secondary education institu-
tions of Ukraine and China, interviews and surveys of experienced music teachers, and future
bachelor students majoring in 014 Secondary Education (Music Art), the article presents the
main results and conclusions of the study.

In particular, the relevance of developing vocal and creative abilities of adolescent students as
a component of their musical and aesthetic culture is substantiated; scientific interpretations
of the key research categories—musical and aesthetic culture of students as the primary
goal of general music education in general secondary education institutions, and vocal and
creative abilities—are analyzed; the content of the concept of vocal and creative abilities of
adolescent students is clarified; scientific approaches to the study of the phenomenon of
“development of vocal and creative abilities of modern adolescents” are examined,; and ped-
agogical conditions for the development of these vocal and creative abilities in new socio-cul-
tural contexts are identified.

The study concludes that there is a need for a significant improvement in the quality of music
lessons and extracurricular musical activities in both countries, particularly with regard to the
purposeful development of vocal and creative abilities of adolescent students. The findings
also confirm scholars’ conclusions about the importance of increasing the effectiveness of
professional training of future bachelors of music art, especially in terms of developing their
vocal and vocal-pedagogical competence. The high relevance of the research topic for both
countries is emphasized, and prospects for further research in this field are outlined.
Keywords: musical and creative abilities, musical and aesthetic culture, socio-cultural con-
ditions, general music education, classical music, adolescents, future bachelors of music art,
future music teachers, general secondary education institution, vocal training, art of singing.

ISSN 2786-8079 (print), 2786-8087 (online) [JEY|




m MIBAEHHOYKPAIHCBKI MUCTELLbKI CTYAI

Zheng Chaoran

The imagological approach in art theory
and its musical-pedagogical potential

UDC 37.016:78.072.2+781.68
DOl https://doi.org/10.24195/artstudies.2026-1.5

The article examines the imagological approach as a conceptual and methodological basis
for musical interpretation, focusing on the intentional activation of imagination to address
problems related to the concretization of a musical work’s artistic and imagistic plane in the
musical and performative process. The aim of the article is to define the main functions of the
imagological approach that enable it to provide such a basis, and to specify the features that
determine its musical-pedagogical potential. An analysis of studies addressing interpretation
as a space for investigating and understanding artistic meanings confirms the functional role
of imagination as a key resource that, when intentionally activated, allows performers to ana-
lyze the artistic and figurative content of a musical work, transform and vary representations of
artistic images in order to create an artistic narrative, and select musical means of expression
for its interpretive realization (Cook, 2013; Bachelard, 1960). The functional analysis identi-
fies two principal functions of the imagological approach: (1) mental-imaginative mediation,
whose implementation contributes to transforming an understanding of the artistic meaning
of musical signs into multimodal mental representations (auditory, kinesthetic, emotional),
which in turn become the basis for choosing interpretive solutions and performance tech-
niques (Zatorre & Halpern, 2005; Keller, 2012); and (2) narrative structuring of the artistic
and imagistic plane of a musical work, whose action aims to construct musical interpretation
as a space of interaction among images within a sequence of artistic events (Almén, 2003).
The findings reveal the musical-pedagogical potential of the imagological approach, which
can serve as a basis for developing skills that enable the targeted activation of imagination in
order to create internal representations of the artistic image, as well as abilities to ensure the
artistic integrity and expressivity of interpretation and to create a pedagogical interpretation of
a musical work as an artistic narrative. Future research should specify how the imagological
approach can provide a basis for interpreting musical works of different styles, drawing on
diverse interpretive traditions.
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Introduction. Questions related to the interpretation
and artistic realization of the content of a musical work

the signs of the score, the performer forms a coherent
internal representation of the work, combining the

remain at the center of attention of art theory (Cook,
2013; LWwun, 2024) and music educators (Gullaer et
al., 2006). This is due to the fundamental role of these
processes in artistic communication (Bilova et al.,
2020), within the context of the creative transformation
of the imagistic plane of the musical text into an auditory
narrative (AlImén, 2003), that is, a succession of musical
events identified as carriers of a certain meaning (Meyer,
2024). This transformation is studied as a process of
semiosis, in which musical performance interpretation
is aimed at creating signs focused on embodying the
imaginative plan of the musical work, the perception of
which can contribute to understanding its artistic content
(Atkin, 2023; Nattiez, 1990).

Thus, an important goal and meaning of musical
performance can be considered the embodiment
of an artistic image based on an understanding of
musical symbols — graphic (which make up notation)
and referential, which connect a musical work with
the cultural horizons of the composer and performers
(Gadamer, 2013).

Imagination plays a special role in this process,
as it is precisely its functioning that makes it possible
to establish a connection between the understanding
of the musical text and its sound embodiment in
interpretation (Zatorre & Halpern, 2005). By studying
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perception of form, emotional content, and cultural
context (Cook, 2013). Through the intentional creative
work of imagination, this internal representation
stabilizes as an artistic image, that is, a sensory
configuration integrating auditory perception with
visual, kinesthetic, and abstract representations
grounded in experience. The identified artistic images
then become a conceptual reference point for further
interpretive work, which consists in examining the
images, highlighting the links between them and the
signs of their development on the basis of analysis of
musical language, and guiding the search for musical
means of expression capable of embodying the
identified artistic meanings (Carvalho, 2001).

Thus, by engaging creative imagination, the
performer recreates, on the basis of analysis of the
author’s text and its cultural and aesthetic connotations
(Nattiez, 1990), an artistic image that in turn serves as
an object for the production of a new sign in musical
interpretation. In this way, active creative imagination
allows interpretive and performative work to become a
creative process, when the musician, without limiting
themselves to the sole intention of transmitting the
meanings intended by the author, integrates their
own understanding and their own meanings into their
interpretation (Gadamer, 2013).
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It is appropriate to examine this process from
the perspective of imagology (Wunenburger, 2012),
a field within cultural inquiry that studies images,
particularly the features of their transformation in
different cultural contexts. In turn, the imagological
approach makes it possible to study the processes
by which artistic images are formed, function, and
are transformed, including within interpretation, at the
moment when the cultural horizons of the composer
and the performer are brought into relation (Gadamer,
2013).

Understanding the processes by which artistic
images are formed and transformed through the
activity of imagination is also supported by reference
to Bachelard’'s concept (1960), according to which
one of the main characteristics of the artistic image is
its variability, as a potential to generate new images
(Bachelard, 1960). The principal condition for realizing
this potential is the action of imagination: through
associations, attributions, and subjective analyses,
imagination adds additional meanings to the initial
image, relating it to new contexts, which leads to a
transformation of the image and generates a series of
derived images (Wunenburger, 2012).

In doing so, Bachelard not only examines
imagination as such, but also emphasizes the
need for the performer to be in a certain state of
intentional creative “reverie,” in which internal mental
representations actively form new connections,
enriching and mutually transforming one another
(Bachelard, 1960).

Thus, from the standpoint of the imagological
approach, the perception, analysis, and generation of
artistic images are processes that require intentional
actions on the part of the performer, in particular the
use of mental techniques such as self-adjustment
(auditory and motor imagery), self-monitoring,
self-evaluation, and self-correction (Gullaer et al.,
2006). This feature determines the potential of the
imagological approach in music pedagogy, as a
methodological basis for forming the ability of future
musicians to understand and embody artistic images
in the interpretation of musical works (Gullaer et al.,
2006).

Literature review. When examining the specific
features of the imagological approach in the context
of art history, it is first necessary to determine the
conditions under which its application is appropriate for
addressing problems of musical interpretation (Cook,
2013). Among these conditions, the most important is
the recognition that the artistic and imagistic plane of
a performed musical work is not produced solely by
the concretization of the composer’s intention as fixed
in notation. In their attempt to broaden the analysis
of artistic meaning-making beyond the author’s text,
art historians conclude that “the relationship between
writing and performance or listening can never be
direct and <...> meaning is contextual and historically
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contingent” (Cook, 2013, p. 286). At the same time,
in musical art, beyond the multiplicity of contexts
embodied in the artistic sign, the meaning “created
in the act of performance” (Cook, 2013, p. 1), that is,
interpretation and the act of execution, constitutes
a space in which the artistic image is formed as a
result of the performer’s mental understanding of the
text, the understanding of the multiple meanings of
its artistic signs, and their consequent embodiment
in performance (Cook, 2013, p. 286). Thus, the
performer’s mental representations of artistic events,
grounded in subjective perception (Schaefer, 2015)
and prior experience of artistic communication (Cook,
2013; Schaefer, 2015), become a significant object of
musicological inquiry.

The study of the role of subjective understanding
in interpretation justifies recourse to hermeneutics,
which provides a conceptual basis for examining
understanding as a process in which the performer
relates artistic signs to personal history and
the current cultural environment. In Gadamer’s
framework, this process is described as a fusion of
horizons (Horizontverschmelzung) between author
and interpreter, within which the act of application
(Anwendung) takes place, that is, a form of mental
“carrying-over” of cultural codes and meanings
identified in relation to the interpreter’s cultural horizon
in order to understand them (Gadamer, 2013; Malpas,
2025).

The importance of understanding, and of the
corresponding formation of the performer’s mental
representations, supports the relevance of examining
the main stages of the interpretive process from
the perspective of the imagological approach. It
is noteworthy that even at the stage of analyzing
interpretive traditions, it is precisely understanding,
formed with the participation of imagination, that
enables the cultural translation required for the
rapprochement of horizons. From a hermeneutic
perspective, this is due to the perception of interpretive
tradition as a cultural system of reference points
encompassing conventions and stylistic markers,
yet not determining the choice of artistic means of
expression. Between these reference points and
concrete execution, interpretive tasks remain that can
be accomplished only on the basis of understanding
(in the hermeneutic sense) and by activating
imagination in order to grasp and embody the artistic
image (Malpas, 2025).

Accordingly, the performer relies on understanding
and rethinking cultural contexts and interpretative
traditions in order to find artistic signs that convey
the author’s intention and, at the same time, embody
the meanings comprehended by the performer in
the process of interpretative analysis (LUun, 2024).
However, thanks to the intentional activation of
creative imagination, artistic meanings can become
perceptible and traceable over time, thus forming a
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coherent story — a musical narrative (Almén, 2003).

Art theorists view the process of creating a musical
narrative as a reinterpretation of the elements of
musical language through the representation of
their development and artistic interaction in time as
a sequence of events (Almén, 2003). Therefore, in
this process, the imagological approach becomes
particularly important, because due to the absence
of a verbal component, the perception of the musical
flow as a sequence of events is mediated by the work
of the imagination.

However, studies devoted to cultural translation
and narrativity (Almén, 2003) describe problems of
mediation and cultural understanding, but they do
not examine the key process by which a performer
can transform understanding into a sonic artistic
image. This process should be examined in light of
Bachelard’s conception (1960), in which imagination
is analyzed as the capacity to transform images
consciously. In other words, imagination in the
interpretation of a work of art is not chaotic: it is a
resource that enables an artistic image to be brought
to life, provided that an appropriate method is used
(for example, the technique of intentional reverie), in
order to understand the meaning and the dynamics of
interaction among artistic images (Bachelard, 1960).

This is confirmed by studies of the functioning of
musical imagery and purposeful mental practices in
musical performance. In particular, the study of musical
images demonstrates that purposeful activation
of imagination directly influences the formation of
musicians’ internal auditory representations (Zatorre
& Halpern, 2005).

Thus, purposefully activating the imagination to
analyze, transform and embody artistic images in
musical performance is a way of mediating between
understanding and interpretative-performative action.
The fact that such activation is a capacity that can
be developed (Brown & Palmer, 2013; Meng &
Luck, 2024; PebpoBa, 2023) underpins the musical-
pedagogical potential of the imagological approach.
At the same time, research in music education
emphasizes that activating imagination in teaching
and working with images requires specific adaptation,
including attention to the performer’s level of
preparation, emotional and perceptual characteristics,
and the understanding that imagination is a complex
mechanism that develops and whose features evolve
in synergy with the formation and development of
musical and interpretive skills (Gullaer et al., 2006;
Pe6posa, 2023).

Purpose of the article. The purpose of this article
is to define the main functions of the imagological
approach that determine its ability to provide a
conceptual and methodological basis for interpretation
in the context of understanding and embodiment in
the performance the artistic-imaginative plan of a
musical work, as well as to clarify the characteristics
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that determine the musical-pedagogical potential of
this approach.

Research methods. The study is grounded in the
imagological approach, which allows us to consider
the artistic image as a dynamic phenomenon that is
formed and undergoes transformations thanks to the
purposeful activation of the imagination (Bachelard,
1960; Wunenburger, 2012). In order to determine the
functions of the imagological approach, in particular,
to study its musical-pedagogical potential, the method
of functional analysis is used. In conjunction with
theoretical analysis of art history and music education
research, this method allows us to identify and
systematize the relevant functions by revealing the
possibilities of the imagological approach to provide
the basis for the interpretative and performative
process, in particular, in the context of promoting the
creative comprehension of the artistic images of a
work and the search for appropriate means of their
embodiment in performance.

For each of the functions, art theory and music-
pedagogical contexts of implementation are defined.
At the same time, the art theory context provides
the basis for understanding artistic processes, the
peculiarities of the formation and transformation of
artistic images, as well as the conditions for ensuring
the authenticity of interpretation based on such
understanding (Cook, 2013; Malpas, 2025).

In turn, the music-pedagogical context is
responsible for orienting the functions towards
the formation of the skills necessary to fulfil such
conditions through the use of appropriate methods
and techniques, such as the practice of mental
construction of audiovisual images for building an
interpretative concept, controlled use of images in
musical performance, etc. (Gullaer et al., 2006; Keller,
2012; Zatorre & Halpern, 2005).

Results and discussion. To achieve the aim of
the study, we employed functional analysis, which
made it possible to identify the important role of
two main functions of the imagological approach in
musical interpretation (Jabareen, 2009).

First, the function of mental-imaginative mediation
between understanding and interpretive/performance
action. The main purpose of this function is the
formation of internal imaginal representations
(in particular auditory and motor representations
associated with emotions, as well as visual images)
that the performer intentionally constructs during
artistic analysis, transforms, and accepts as an artistic
object to be embodied in sound through the selection
of appropriate means of musical expression (Cook,
2013; Keller, 2012; Zatorre & Halpern, 2005).

In order to understand the mechanism of
implementation of this function, it is necessary to
clarify the essence of the phenomenon of mental
representations. In  cognitive  theory, mental
representations are treated as intentional experiences
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that refer to an object in its absence and can undergo
targeted manipulations by the subject (they can be
maintained, compared, enriched, transformed) (Pitt,
2022). Amusician’s mental representations are internal
(often multimodal: auditory, kinesthetic, emotional)
experiences that enable the performer to anticipate and
guide performance (Zatorre & Halpern, 2005). Among
the functions of mental representations in musical
performance, ensuring the functioning of working
memory, calculating the trajectory and strength of
movements are often considered (Keller, 2012).

Within mental representations, it is useful to
distinguish those that directly support the control and
prediction of performance (audio-kinesthetic) from
those that form an artistic image, i.e., a configuration
of meanings and affects that orients interpretation. In
the context of the imagological approach, the analysis
focuses on mental representations of the artistic
image, understood as multimodal experiences that
relate musical/sonic phenomena to meanings that
exist beyond the space of the musical text (stylistic
and cultural references, historical and social contexts,
etc.) (Cook, 2013).

The implementation of mental-imaginative
mediation in this process is manifested in the
performer’s intention to identify within the musical
fabric features of form, intonation, meter, etc. that
connect the work to extra-musical phenomena and
contexts (cultural, emotional), thereby actualizing
meanings that are significant for the performer (Cook,
2013). This understanding is transformed into internal
imaginal representations (auditory, kinesthetic, artistic,
emotional) that become the basis for interpretive
decisions and the selection of specific performance
parameters (Zatorre & Halpern, 2005; Keller, 2012).

In turn, the imagological approach provides
both (a) a conceptual basis for understanding this
mediation and (b) an orientation toward activating the
performer’s intention to identify features of musical
language, seek extra-textual connections, and work
with meanings for the formation, transformation,
and enrichment of artistic images (Bachelard, 1960;
Wunenburger, 2012). This orientation determines the
musical-pedagogical potential of the imagological
approach, namely its capacity to provide a
methodological basis for fostering such an intention
in future musicians and transforming it into an ability
to form, vary, and stabilize internal images in relation
to features of musical language and corresponding
interpretive decisions (Gullaer et al., 2006; Keller,
2012; Zatorre & Halpern, 2005).

Next, we will consider the function of narrative
structuring of the artistic-imaginative plan of a musical
work. The main focus of this function is to ensure the
creation of a palette of artistic images that interact
with each other and to organize this interaction as a
sequence of events that are perceived and interpreted
as a coherent narrative (Almén, 2003).

To understand the mechanism through which this
function is realized, it is necessary to characteristics
of the performer’s actions in the process of
interpretation that allows musical expressions to be
organized as a sequence of artistic events. First, the
performer segments the musical flow by identifying
key elements (formal components, articulatory
constructions, changes in texture, register, dynamics,
etc.) and determines their roles in the creation of a
narrative (introduction, presentation of images, their
conflict, resolution, etc.) (Almén, 2003). Among these
elements, whole and recognizable musical constructs,
such as themes and leitmotifs, are identified in their
artistic interaction. Such constructs function as
recognizable ‘carriers’ of artistic images, capable of
embodying ideas about characters, abstract forces
(such as the theme of love in Liszt's Préludes) and
even objects, natural phenomena and locations (such
as the leitmotifs of the ring, the spear, the Rhine,
Valhalla, etc. in Wagner’s Der Ring des Nibelungen).

The leitmotiftheme may be understood as a
musical idea sufficiently stable in its fundamental
characteristics to preserve its identity and its strong link
to a particular image, despite modifications introduced
in different parts of the work. Such modifications
(e.g., rhythmic organization, harmonic plan, register
disposition) contribute to an impression of character
development. Because of its recognizability, a
leitmotif embodying an image of a character, object,
or place can also interact with other themes, creating
an impression of event development or indicating
narrative and semantic connections (Almén, 2003),
for example, like the theme of Rheine, based on the
leitmotif of nature (or genesis) in Wagner’s ‘Ring of
the Nibelung'.

A thematic development of this kind, in which
recognizable themes are transformed, enables the
construction of a musical narrative provided that
intentional imagination is involved. Close analysis
of musical language supports the formation of
associations between musical events and extra-
musical meanings through affective and aesthetic
experience (Juslin, 2013).

Intentional activation of imagination also
contributes to self-regulation and self-correction
during performance, for example, through internal
‘playing’ of possible versions of artistic events to select
the characteristics of musical expression that best
correspond to the goal of revealing the context of the
work and embodying the artistic image (Bachelard,
1960; Wunenburger, 2012). This orientation
determines the musical-pedagogical potential of the
approach, in particular its capacity to contribute to the
development of key competences in future musicians
and educators, ensuring the ability to:

— construct and maintain temporal coherence
of interpretation  (segmenting, hierarchizing,
articulating artistic events) (Almén, 2003);
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— demonstrate interpretive flexibility by using
imagination to transform and vary artistic images
(Bachelard, 1960; Wunenburger, 2012);

— anticipate and regulate interpretation in
accordance with an interpretive concept through
targeted activation of mental representations (Keller,
2012);

— verbalize and explain to students, in an image-
oriented way, the logic of interpretive development,
thereby shaping their understanding of music’s artistic
language (Gullaer et al., 2006).

Thus, two main functions of the imagological
approach were identified: (1) mental-imaginative
mediation between understanding of the work’s
artistic  meanings and interpretive/performance
action, and (2) narrative structuring of the artistic
and imagistic plane of a musical work. The first
function concerns the formation and transformation
of mental representations of the artistic image, often
characterized by multimodality (integrating auditory,
kinesthetic, and emotional experience), which shapes
key artistic and interpretive decisions (Cook, 2013;
Zatorre & Halpern, 2005; Keller, 2012). The second
function concerns the organization of musical flow
as a succession of artistic events by interpreting
elements of musical language as embodying images
whose interaction over time can be understood as
narrative development (Almén, 2003).

These functions are presented as the most relevant
based on the theoretical corpus mobilized: musical
interpretation as performance and meaning-making
(Cook, 2013); hermeneutics of understanding (Malpas,
2025); theories of imagination and image dynamics
(Bachelard, 1960; Wunenburger, 2012); musical
narratology (Almén, 2003); mental representations in
musical interpretation (Pitt, 2022; Zatorre & Halpern,
2005; Keller, 2012); and the activation of imagination
in music education (Gullaer et al., 2006). It is
assumed that further research on the conceptual and
methodological foundations of musical interpretation
will make it possible to identify, specify, and classify
additional functions of the imagological approach.

Conclusions. The significance of this study lies
in the fundamental role of embodying the artistic and
imaginal content of a musical work in performance.
Viewing interpretation as a space in which artistic
meanings are embodied implies examining the role
of imagination in this process as a resource that
enables the performer to identify and reconstruct the
imaginal content immanent to the score, to transform
and vary the characteristics of artistic images in
order to build a coherent artistic narrative, and to
determine the means of musical expression capable
of realizing the resulting interpretive concept (Cook,
2013; Almén, 2003). In this context, the imagological
approach provides a conceptual and methodological
basis for analyzing the artistic image as a dynamic
phenomenon, formed and transformed through the
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intentional activation of imagination (Bachelard, 1960;
Wunenburger, 2012).

The aim of the study was to identify the main
functions of the imagological approach that enable it to
serve as a conceptual and methodological foundation
for interpretation in the context of identifying and
understanding the artistic and imaginal plane of a
musical work, and to specify the characteristics that
determine the musical-pedagogical potential of this
approach.

A theoretical analysis of relevant studies made it
possible to distinguish two principal functions. First,
the function of mental-imaginative mediation, whose
implementation is associated with transforming the
understanding of the artistic and communicative
functions of musical signs into internal representations
(auditory, kinesthetic, emotional) that influence
interpretive decisions and the selection of performance
techniques (Zatorre & Halpern, 2005; Keller, 2012).
Second, the narrative structuring function organizes
the musical flow as a sequence of artistic events
(Almén, 2003).

The functional analysis further clarified the
orientation of the imagological approach, which
determines its musical-pedagogical potential by
providing a basis for developing:

— the ability to intentionally activate imagination to
create internal representations of the artistic image, to
use these representations to plan interpretive actions,
monitor and regulate performance, and produce
pedagogical explanations within educational practice;

— the ability to ensure the artistic integrity
and expressiveness of interpretation, in particular
by identifying and interpreting musical structures as
embodiments of the work’s artistic images, and by
anticipating and regulating performance in accordance
with an interpretive concept;

— the ability to develop a pedagogical interpretation
of a musical work as an artistic narrative by explicating
the logic of image development and its reflection in
musical language.

The present study does not provide an exhaustive
description of all functions of theimagological approach
in the context of analyzing musical interpretation and
training future musicians as performers and educators.
The functions identified reflect two principal research
directions in the relevant literature (mediation between
understanding and performance; the creation of
a musical narrative in interpretation). Additional
functions may be identified by further specifying
the possibilities of the imagological approach as a
foundation for interpreting works from different stylistic
contexts and within different performance traditions.
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The aim of this article is to exploring contemporary approaches to preparing future visual arts
teachers for artistic and pedagogical practice. The research methodology for studying the
essence of the category “artistic and pedagogical activity” required reference to the parame-
ters of the system-based approach, the tools of which made it possible to present a compre-
hensive vision of the phenomenon as a synthetic unity of several elements. The axiological
approach made it possible to reveal the sociocultural significance of the artistic and peda-
gogical activity of a visual arts teacher, to highlight the role of the teacher-artist’s value-based
and worldview position, their intention toward the emotional and sensory comprehension
of the world, and its spiritual dimension. The potential of the integrative approach was also
employed, providing a logic for the convergence of the teacher-artist’s knowledge, skills, aes-
thetic orientations, and worldview intentions into a unified system. Integrative methodology
enabled the representation of artistic and pedagogical activity as a subsystem of a teacher’s
professional practice, synthesizing the culture-enriching profile of visual arts didactics, histor-
ical and ethnic motifs in painting, decorative and applied aesthetics, spatial and technological
design, and the teacher’'s methodological and didactic readiness for the innovation of the
educational environment.

It has been proven that the content of training future visual arts teachers for artistic and peda-
gogical activity is based on students’ systematic mastery of conceptual knowledge in the fields
of methodology, theory, history, and praxeology of visual arts (drawing, color, color scheme,
fundamentals of composition, technique, technology of artistic materials, volume, spatiality,
material form of the object, light-air environment, chiaroscuro, visualization). It also involves
the acquisition of dynamic skills in applying leading methods and didactic techniques in teach-
ing visual arts; the activation of creative imagination; the development of figurative thinking,
artistic taste, artistic competence, and project culture. The following trends in the training of
future visual arts teachers for artistic and pedagogical activity in an innovative educational
environment have been identified: the actualization of their personal worldview-based attitude
toward the importance of students’ aesthetic education; the strengthening of students’ meth-
odological and didactic culture, which provides pedagogical justification and developmental
value to the ways of designing an artistic and educational environment; the enhancement of
the design component of training, enriching the aesthetic profile of students’ education with
elements of ethno- and eco-design and model-based project work; and the intensification of
the integrative nature of professional training for future visual arts teachers, particularly its
orientation toward the STEAM learning model.

Keywords: visual arts teachers, professional activity of an art teacher, professional compe-
tence of an art teacher, training of future visual arts teachers, methodological and professional
training of future art teachers, teacher-artist, artistic and pedagogical activity, educational
environment, educational and artistic environment, innovative educational environment, inno-
vative trends in art teacher training, art pedagogy, artistic pedagogy.

Introduction. The modern model of higher artistic
and pedagogical education in Ukraine functions on
the basis of classical schools of painting, design, and
decorative and applied arts, as well as the folkloric
and historical traditions of Ukrainian art and ethnic
motifs of aesthetic worldview as an artifact of the
Ukrainian nation’s mentality. At the same time, it must
take into account the country’'s European integration
prospects, which are accompanied by increasingly
stringent requirements for the qualifications of art
teachers working in the innovative environment of the
New Ukrainian School (hereinafter NUS).

The spread of the competence-based approach
across all levels of education in Ukraine, particularly
in professional teacher training, has fundamentally
changed the parameters of the system of artistic
and pedagogical training of teachers. This has led to
the emergence of a significant number of categories
and terms that characterize the synthetic complex

of professional skills, internal manifestations, and
worldview orientations of a visual arts teacher,
including: artistic competence, artistic literacy, artistic
and aesthetic competence, poly-artistic competence,
cultural competence, artistic and pedagogical
worldview, and others.

Thus, addressing the contemporary dimensions
of the professional activity of a teacher-artist within
the innovative environment of educational institutions
helps to solve an important practical task — the need
to unify the categorical thesaurus that reflects the
competence and qualification requirements for a
visual arts teacher in performing professional duties.

According to regulatory requirements for
the professional activity of teachers in general
secondary education institutions, their cross-
cutting key (functional) competencies are subject-
methodological and artistic-aesthetic competence.
Among the specialized, field-specific characteristics
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of a teacher-artist, particular attention should be given
to artistic-mental aesthetic experience, artistic and
figurative thinking, creativity, aesthetic culture, and
aesthetic values.

Therefore, by specifying the determinants for
updating the system of professional training of future
specialists for artistic and pedagogical activity, it
becomes possible to address a significant theoretical
problem — outlining ways to modernize the system
of training future teacher-artists. This modernization
should take into account the current state of
visual arts methodology within the New Ukrainian
School, as well as the variability of teacher training
strategies in accordance with individual professional
characteristics.

Literature review. At the initial stage of forming
the system of artistic and pedagogical education for
teachers in pedagogical universities of independent
Ukraine, leading scholars in the field of art pedagogy
emphasized the importance of cultural training
for specialists in creative fields. Researcher
L. Kondratska argues that the process of cultural
training of a future specialist is a powerful factor not
only in professional self-realization but also in the
formation of an artistic worldview. This position was
supported by O. Shevniuk, who developed a model
of cultural training for future teacher-artists. A similar
view was expressed by O. Rudnytska, who specified
the methodology of art pedagogy as a distinct segment
of pedagogical theory and practice.

At the beginning of the new millennium, researcher
O. Piddubna turned to the phenomenon of the
“professional training of a visual arts teacher,” while
O. Kaidanovska clarified it through the category of
“visual arts training of a teacher.” The term “artistic
and pedagogical training” appears in the works of
O. Kaleniuk, and H. Sotska described the outcome of
such training as the formation of the teacher-artist’s
poly-artistic competence.

The scientific and pedagogical discourse of recent
years has been enriched by the research of Wang Wei
(2023), who substantiated the essence of the artistic
and pedagogical mentality of a visual arts teacher. It
is also important to note the significant scholarly work
of Huang Jingshen (2017), who described the theory
and practice of forming the aesthetic worldview of
future teacher-artists.

Researchers A. Tkachenko (2018), Wang Jialong
(2024), and Hu Yue (2021) propose focusing
scientific attention on the potential of design training
for future visual arts teachers. Scholars D. Kibich
(2025) and Ji Lei (2019) emphasize the importance
of the communicative culture of the teacher-
artist as a component of overall professional and
pedagogical culture. In the studies of Li Han (2018),
it is substantiated that within the training for artistic
and pedagogical activity, students should develop a
creative pedagogical position as a dynamic synthesis
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of aesthetic perception, creative abilities, and artistic-
pedagogical competencies.

Researcher Du Jini (2025) highlights the need to
consider the ethno-mental component of a teacher’s
artistic and pedagogical activity as a key mechanism
for developing students’ ethnocultural worldview.

As it can be seen, scholars examine the problem
of modernizing the system of training future teachers
for artistic and pedagogical activity from various
perspectives. Herewith, the system of professional
training for future visual arts teachers at universities
is dynamic, socioculturally determined, and adaptable
to the challenges of educational modernization.
Therefore, it is both appropriate and relevant to
address the parameters of training future visual arts
teachers for artistic and pedagogical activity.

Aim of the article. The aim of the article was to
examine contemporary approaches to training future
visual arts teachers for artistic and pedagogical
practice in an innovative educational space.

Research methods. The study of the essence of
the category “artistic and pedagogical activity” required
reference to the parameters of the system-based
approach, whose tools made it possible to present a
comprehensive understanding of the phenomenon as
a synthetic unity of several elements. The axiological
approach made it possible to reveal the sociocultural
significance of the artistic and pedagogical activity
of a visual arts teacher, to highlight the role of the
teacher-artist's value-based and worldview position,
their intention toward the emotional and sensory
comprehension of the world, and its spiritual dimension.

In examining the essence of the artistic and
pedagogical activity of a visual arts teacher, the
potential of the integrative approach was employed,
providing a logic for the convergence of the teacher-
artist's knowledge, skills, aesthetic orientations, and
worldview intentions into a unified system. Integrative
methodology made it possible to represent artistic and
pedagogical activity as a subsystem of the teacher’s
professional activity that synthesizes the culture-
enriching profile of visual arts didactics, historical
and ethnic motifs in painting, decorative and applied
aesthetics, spatial and technological design, and the
teacher’s methodological and didactic readiness for
the innovation of the educational environment.

The method of systematization and retrospective
analysis of scientific sources was used to trace the
evolution of scholarly thought by leading researchers
in the field regarding the essence and contemporary
interpretations of the category “artistic and pedagogical
activity of a visual arts teacher.”

The method of extrapolation made it possible
to conduct a comparative analysis of the dominant
vectors in modernizing the system of training future
visual arts teachers for artistic and pedagogical activity
in an innovative educational environment and, on this
basis, to formulate a comprehensive definition of the
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category “preparation of future visual arts teachers for
artistic and pedagogical activity.”

Results and discussion. The synthetic nature
of the artistic and pedagogical activity of a visual
arts teacher requires the study of its content in two
directions. First of all, it is necessary to consider the
subject-based foundation of the teacher’s professional
activity, namely its artistic and aesthetic components
expressed through art. For this purpose, let us turn
to the description of visual art as a type of human
creative activity.

Visual art is an artistic way of reflecting the
aesthetics of reality through various images, including
artistic images on a plane (graphics, painting, etc.) and
in space (sculpture). Herewith, visual art is a branch
of the plastic arts, a form of artistic creativity aimed at
reproducing the aesthetics of the surrounding world.
It synthesizes various forms of painting, graphic art,
and sculpture, conveys reality through visual images,
and reproduces objectively existing properties of
the real world such as volume, color, spatiality, the
material form of an object, the light-air environment,
and others. At the same time, visual art depicts not
only what is directly accessible to visual perception
but is also capable of conveying the development of
events over time and revealing a person’s inner world
and psychology. It creates a realistic picture of human
life and nature, while also visually embodying images
that do not exist in reality and are the result of human
imagination.

In the creative self-expression of a visual arts
teacher, the aesthetic component is dominant,
representing the nature of reflecting reality through
color, light and shade, and drawing techniques.

The aesthetic intention of the artist makes it
possible to model the cultural dimension of visual
perception of reality according to the laws of beauty,
to employ artistic and graphic skills, the genre and
stylistic diversity of visual arts, and methods of
aestheticizing the surrounding environment.

Creative professionals in the field of visual arts are
generally referred to as artists, with their specialization
specified within particular segments such as
sculptor, painter, graphic artist, etc. Accordingly, by
obtaining specialized pedagogical education with
an artistic component, such professionals acquire
the qualification of a teacher of visual arts, music, or
choreography. In the context of this study, particular
interest lies in the specifics of the integrated artistic
and pedagogical activity of a visual arts teacher.

The complexity and integrative nature of the
professional activity of a visual arts teacher lies
in the fact that the subject and conceptual center
of their professional functions is the educational
environment, whichrequires specialized pedagogical,
methodological, and didactic training.

The training of specialists who
pedagogical and artistic activity within

combine
their

professional functions is carried out within the field of
art pedagogy. The foundation for understanding the
content and specific features of the development of
art education in Ukraine was laid by the fundamental
works of the prominent scholar O. Rudnytska.
Describing the key ideas of art education, the
researcher argued that the most characteristic
features of artistic form are its integrity and self-
sufficiency; the perception and understanding of a
work of art involves not only recognizing a specific
artifactbutalso anattemptto comprehendits semantic
meaning and grasp it as an expression of figurative
content; the principle of meaning reproduction in art
is symbolism, which determines the artistic value
of a work; artistic communication is a process of
searching for meaning through the revelation of
symbolic meanings and their personal interpretation;
the expression of the artist’'s subjective worldview
within an artistic phenomenon presupposes a deeply
personal character of its perception; a work of art is
the result of the interaction between what is being
understood and the one who understands, which
leads to differences in interpretation and evaluation,
while not excluding the possibility of similar models
of individual interpretation (Rudnytska, 2005).

Researcher O. Piddubna examined the essence
of the category “professional training of a future
visual arts teacher,” interpreting it as a process
of mastering a complex system of psychological-
pedagogical, methodological, and theoretical
knowledge, as well as acquiring practical skills
and abilities in the field of visual arts necessary for
the implementation of artistic activity. The scholar
identified the components of professional training
for future visual arts teachers — theoretical, practical,
and methodological — which are determined by
the presence of specialized knowledge, skills, and
competencies (Piddubna, 2009).

The concept of “artistic and pedagogical
education” is used by O. Kaleniuk, who defines
it as a didactic process of forming and mastering
professional knowledge, skills, views, and modes
of thinking by students within the system of teacher
training in various fields of visual (artistic) activity. The
scholar also emphasizes the dominant importance of
interpretative methodologies in the field of artistic and
pedagogical education, particularly in the teaching of
painting and drawing (Kaleniuk, 2005).

We share the view of O. Kaidanovska regarding
the interpretation of the category “visual arts training
of specialists”. It is understood as a pedagogically
organized process through which students assimilate
the general cultural experience of humanity, which
serves as a significant factor in the formation of their
visual arts erudition and aesthetic culture. According
to O. Kaidanovska, the visual arts preparedness
of future teachers is achieved through a set of
visual knowledge and skills that ensures students’
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engagement with culturally determined ways of
solving professional tasks. It represents a system of
teaching, education, and personal development of the
future teacher-artist, formed through the synthesis of
humanities, visual arts, and professionally oriented
disciplines, and aimed at developing students’
creative artistic activity (Kaidanovska, 2013).

In clarifying the essence of the artistic and
pedagogical training of future teachers, it is also
important to consider the productive ideas of
H. Sotska and her interpretation of the phenomenon
of “poly-artistic competence of the teacher-artist”.
According to the scholar, poly-artistic competence
is an integrative characteristic of a teacher’s
professionalism that presupposes a system of
knowledge about artistic interaction, integrated
programs, and a set of skills for translating an artistic
image into another modality, as well as applying
experience in artistic project activity. In Sotska’'s
view, the artistic and pedagogical activity of a
teacher finds its integrated embodiment in the artistic
ideas, images, phenomena, objects, and plots that
the teacher employs in the didactics of visual arts
(Sotska, 2006).

Let us present the author’s view on the essence
of training future visual arts teachers for artistic
and pedagogical activity. We are convinced that
the content of such training is based on students’
systematic mastery of conceptual knowledge in the
fields of methodology, theory, history, and praxeology
of visual arts (drawing, color, color scheme,
fundamentals of composition, technique, technology
of artistic materials, volume, spatiality, material form
of the object, light-air environment, chiaroscuro,
visualization); the acquisition of dynamic skills in
applying leading methods and didactic techniques
in the methodology of teaching fine arts; and the
activation of creative imagination, the development of
figurative thinking, artistic taste, artistic competence,
and project culture.

In the context of highlighting the integrative nature
of the artistic and pedagogical activity of a visual arts
teacher, itis important to consider the content of training
in modern institutions of higher pedagogical education.
The substantive cycles of professional training for
future teacher-artists include: a fundamental art studies
cycle (aimed at developing students’ sociocultural
awareness, knowledge of the methodology of art
pedagogy and cultural creation, and the actualization
of an axiological orientation within the educational
and artistic environment); a professional cycle (aimed
at developing methodological and didactic skills,
artistic competence, artistic-pedagogical mentality,
and competence in designing an artistic educational
environment).

The analysis of the system of training future
visual arts teachers for artistic and pedagogical
activity will not be complete unless we formulate
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our understanding of the expected outcome of such
training.

We are convinced that the readiness of future
visual arts teachers for artistic and pedagogical
activity is a multifaceted and dynamic construct
that reflects the teacher-artist's ability to transform
reality in an aesthetically oriented and pedagogically
grounded manner according to the laws of beauty; the
ability to design an educational environment based
on the transformation of one’s own abstract creative
intentions into objects of the surrounding world; and
the readiness to realize creative potential in the
didactics of visual arts with the aim of aestheticizing
the educational system.

Let us consider the specific features of training
future visual arts teachers for artistic and pedagogical
activity within an innovative educational environment.
O. Muzyka identifies well-developed visual abilities as
the foundation of successful artistic and pedagogical
training for future visual arts teachers. According
to the researcher, these abilities form the basis of
a teacher-artist's successful professional activity,
while specialized psychological and pedagogical
training at a pedagogical university serves as a
supportive component. According to O. Muzyka,
visual abilities include: the ability to reproduce
likeness; to notice distinctive features in nature; to
convey the material basis of form and the principles
of its construction — proportions, anatomical structure,
surface texture; flexibility of thinking; diligence
in working with material; the level of hand motor
development; the ability to reproduce nature and
adequately reflect reality; and a sense of composition
(Muzyka, 2008).

Thus, we can speak about the concentration of the
educational system’s focus on individually generated
and intentional components of the professional
training of future teacher-artists.

From another perspective, O. Barabolia examines
the determinants of successful professional activity
of a teacher-artist. The author emphasizes that the
methodological competence of a future visual arts
teacher is a mandatory component of professional
pedagogical competence. Its contentincludes mastery
of various teaching methods and methodological
techniques, as well as a high level of general didactic,
artistic, and methodological preparation for organizing
the educational process. Methodological competence
is oriented toward the formation of the future visual arts
teacher’s professional and artistic culture. Its purpose
is to meet the need for systematic improvement of the
professional level of methodological work (Barabolia,
2008).

Interpreting O. Barabolia'sideas, we emphasize the
need to focus attention on the importance of thorough
methodological preparation of future teacher-artists.

As A. Tkachenko rightly notes, at the present
stage of development, the training of future visual
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arts teachers has undergone significant changes.
The training of future teacher-artists should include
readiness for design activity, mastery of knowledge
about the essence and purpose of functional
and technological processes, understanding the
characteristics of design structures and materials, and
knowledge of the role of form, plasticity, perspective,
light, color, and texture in technical and spatial design
(Tkachenko, 2018).

A similar view is expressed by Wang Jialong, who
emphasizes the need to develop the project and
design culture of future teacher-artists. According to
the researcher, a teacher’s creative intentions can be
actualized within a project concept (project idea) and
a design framework for its implementation. Training
for design activity is reflected in the teacher-artist's
ability to perform artistic functions within project-
based creative tasks, select appropriate materials and
methods of representation and visualization, carry
out construction and implementation, and plan and
forecast a project sketch (design project) (Jialong,
2024).

Thus, the activation of the project-design
component of their activity can be considered a
mechanism for innovating the training of future
teacher-artists.

In our view, the training of future teachers capable
of carrying out comprehensive artistic and pedagogical
activity is an artifact of the innovative didactic model of
STEAM education. This model expands the space for
the integration of knowledge domains by incorporating
the arts, fostering students’ creativity, imagination,
artistic abilities, and emotional intelligence. The art
component of STEAM education can be implemented
when the teacher’s artistic and pedagogical activity
acquires an integrative, interactive, project-based,
creative, and research-oriented character.

We believe that the implementation of the expanded
STEAM educational model within the educational
environment requires a shift in emphasis in the
training of future teacher-artists and a reorientation of
its content toward an integrated STEAM framework.

Let us formulate the key trends in preparing future
visual arts teachers for artistic and pedagogical
activity within an innovative educational environment.

The first trend is associated with the need to
strengthen the subject-oriented component of the
training of teacher-artists, namely the actualization
of their personal worldview attitude toward the
importance of students’ aesthetic education. Students’
creative abilities and artistic potential should serve
as the foundation of their creative position and
independence in developing artistic and educational
projects.

The nexttrend in modernizing the system of training
future visual arts teachers is the enhancement of
students’ methodological and didactic culture, which
provides pedagogical justification and developmental

value to the ways of designing an artistic and
educational environment.

The third trend is related to the actualization of
the design component of training, which enriches the
aesthetic profile of students’ education with elements
of ethno-design, eco-design, and model-based project
work.

Finally, a significant trend is the strengthening of
the integrative character of the training of future visual
arts teachers, particularly its orientation toward the
STEAM learning model.

Conclusions. The artistic and pedagogical activity
of a visual arts teacher within the modern educational
environment represents the inexhaustible didactic,
spiritually enriching, and sociocultural potential of
art. Herewith, a teacher’s aspiration for individual
creative self-expression in art is inseparable from
intentions related to a pedagogical mindset, that is,
an orientation toward designing a culture-enriching
educational environment and the creative and
innovative application of the full range of methods and
technologies of art education.

In the contemporary educational space, the artistic
and pedagogical activity of a teacher is characterized
by a strong potential for innovating the system of
aesthetic education for young people. A promising
direction for further research within this problem
area is the analysis of methodological support for
the innovation of the system of teachers’ artistic and
pedagogical activity.
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CneuyundcikaHTN NigroToBKU MaBGyTHIX yuurtenis
006pa3oTBOPUOro MNCTELUTBA A0 XYyAO0XHbO-NeaaroriyHol
AiANbHOCTI B iHHOBaLiIHOMY OCBITHBOMY MPOCTOPI

Memoto cmammi € BUCBIM/IEHHSI Cy4YacHUX acrekmig rmo2omosku MalbymHix y4yumernis
06pa3omsopy020 Mucmeymsa 00 Xy00xHb0-nedazoaiyHoi disiHocmi. Memodosioeisi docli-
OXeHHs1 w000 ornpaytosaHHsl cymHocmi kameaopii «Xy0oxHbo-nedazoaiyHa Oisi/IbHICMb»
BUMazasia 38epHeHHs1 00 napamMmempis CUCMEMHO20 Mi0X00y, apmehakmu siko2o 0ornomoa/iu
penpeseHmysamu KOMI/IEKCHe 6a4eHHs CymHocmi ssuwja ik CUHMemuyHoi €OHOCMI OeKi/lb-
Kox ennemeHmis. AkcionoaidHull mioxid 0as 3mMoe2y pPO3KpUMU COUIOKY/IbMYpPHE 3HaYeHHSI
XyOOXKHbO-Medazo2iyHoi Oisi/IbHOCMI BYUME/ST 06pa30MBOPHO20 MUCmeymsa, BuUCBIm/IuUMuU
pO/Ib YiHHICHO-CBIMO2/190HOT Mo3uyii B4yumessi-mumuysi, tio2o iHmeHyito 4o emMoyitiHo-rmo4ym-
MeB020 OCsi2HEHHS c8imy, lio20 OyX0BHOI Ck1adosoi yacmuHu. BukopucmaHo nomeryian
IHMea2pamusHo20 MioxXody, W0 Hadas /102ikKu KOHBEP2EeHYl 3HaHb, BMiHb, ECMEemuUYHUX ma
€B8iMo2/IsI0HUX IHMeHYIU BYUMEsS-Mumysi 8 EQUHY cucmemy. IHmezpamusHa Memooo/ioaisi
YMOX/ugua perpeseHmauito XyooxHb0-neda2o2iyHoi disi/ibHoCmi sk nidcucmemu ghaxo-
BOI' Oisi/IbHOCMI BYUMESIS, WO CUHME3YE Ky/bmyposbazadysasibHull npogi/ib dudakmuku
06pa3omsopy020 Mucmeymsa, icmopudHi ma emHidHi Momusu 8 XUBONUCI, deKxopamusHo-
YXKUMKOBY ecmemuky, MpoCMmMOopoBO-MEXHO/I02i4YHE 0hopMAEHHST ma dusalH, MemoouyHy
ma oudakmuyHy nid20mos/ieHicmb y4umesisi 00 IHHoBamu3ayii 0C8IMHL020 MPOCMOpY.

JosedeHo, wo 3micm nidzomosku MalibymHix yyumenig 06pa3omsopyo2o mucmeymsa 9o
XyOOXHbO-Medacoai4Hol Oisi/IbHOCMI 6a3yembCsi HA CUCMEMHOMY 0B0/100iHHI cmydeHmamu
KOHUyenmyasibHUMU 3HaHHsIMU 8 2asly3i Memodo/1o2ii, meopii, icmopii, npakceosoeii obpa-
30mBopY020 Mucmeymsa (MasroHOK, KOJIp, KO/Iopum, OCHOBU KOMMO3Uyii, mexHika, mex-
Hos02is1 XyOOXHIX Mamepiasis, 06’'eM, MPOCMOpPoBiCMb, MamepiasibHa hopma npeomema,
csimsionosimpsiHe cepedosuwje, CB8IM/AOMIHb, Bi3yanizayis); Habymmi AUHaMIYHUX YyMiHb
3acmocosysamu nposioHi Memodu U dudakmuyHi npuliomu 8 Memoouyi Has4aHHs1 obpa-
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30MBopY020 Mucmeymsa; akmyasisayil msopyoi ysisu, PO3BUMKY 0OPA3HO20 MUC/IEHHSI,
XYO00XHbO20 CMakKy, MUCMeYbKOI KOMIemeHmMHoCMI, MPOEKMHOI Kysibmypu. TeHOeHYismu
nid2omosku MatbymHix ydumenis 06pa3omsop4o20 Mucmeymsa 00 XyOOXHbO-edaso-
2I4HOI disiibHoCMI B IHHOBAYIUIHOMY OCBIMHBLOMY MPOCMOpPI Ha3BaHO akmyasisayito ix nep-
COHa/IbHO20 CBIMO2/1II0H020 CMag/IeHHs1 00 3HadyWocmi ecCmemuyHo20 BUXOBAHHS YYHIB;
YRIOMY)XXHEHHSI MemooOUYHOI ma Oudakmuy4HOI Ky/lbmypu cmyodeHmis, Wo Hadarme Cro-
cobam KOHCMpYHBaHHS MUCMeEUbKO-0CBIMHBb020 cepedosulya nedazoaiyHoi apayMeHmo-
BaHOCMI Ma PO3BUBA/ILHO20 3HAYEHHSI, akmyasiizayito ousaliHepCbKOI Ck/1ad0B0i YacmuHU
nid2omosKu, Wo 36azadye ecmemuyHull MPoghisib BUXOBAHHS YYHIB e/leMeHmamMu emHo- ma
ekodu3saliHy, MOOe/IbHO20 MPOEKMYBAHHS, MOCU/IEHHST IHMeapamuBHO20 Xapakmepy mio-
20moBKU MalibymHix y4yumesig 06pa30msopyo20 Mucmeymsa, 30Kkpema ii opieHmauito Ha
mooesib STEAM-HasyaHHsI.

Knroyosi criosa: s4umersti 06pa3omsop4o20 Mucmeymaa, npoghecitiHa disiibHicmb y4umens
mucmeymsa, npogheciliHa KoMnemeHmHicms y4yumensi mucmeymsa, nidcomoska malioym-
HIX y4umenigs 06pa3omsop4o20 Mucmeymsa, MemoduyHa ma ¢haxosa niocomoska malibym-
HIX yyumenig Mucmeymaa, rnedazoa-xyo00oxXHUK, XyOOXHbO-nedazoaiyHa Oisi/ibHicmb, ocsim-
Hili npocmip, ocsimHb0-MucmeybKuli npocmip, iHHosayitiHul ocsimHili mpocmip, iHHOBaUiUHI
meHAeHyjii 8 Mid2omosyi yqumenis Mucmeymsa, nedazoaika Mmucmeymsa, Mucmeybka neoa-
2ozika.
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MNocTtaHoBKa npo6nemu. CyyacHe MUCTELTBO3-

Y cmammi po3a/1siHymo akmyaJsibHy npobsiemy KOMI/IeKCHO20 OCMUC/IEHHST My3UYHO20 BUKO-
Hascmsa sik eQUH020 XyOOXHbO20 siBuUla Ha MPUKaadi BOKa/IbHO20, ¢hopmerniaHHo20 ma
X0p0B020 BUKOHaHHSI. MidKpecsieHo HeOBXIOHICMb y3a2a/lbHEHHSI CIT/IbHUX XYOOXHIX MPUH-
yunis, siKi BU3HaYarOmMb 06PAa3HO-CMUC/IOBY UINICHICMb BUKOHAHHS MY3UYHO20 MBOpPY ma
YMOX/IUB/IIOIOMb OCMUC/IEHHS PI3HUX BUOIB BUKOHABCMBA B Mexax eOUHOI KOHYyernmyasibHol
napaouemu. Memoro AoC/liOXeHHSI € BUSIB/IEHHS] Ma meopemuyHe y3a2albHeHHS CriiflbHUX
XYOOXHIX MPUHYUIB BOKa/IbHO20, (hopmeniaHH020 ma XopoB020 BUKOHABCMBA 3 ypaxyBaH-
HAM IHmepnpemayitiHux, iHmoHayiliHuX, XyO00XHb0-06pasHUX | mexHiYHUX acriekmis. Memo-
00s102is1 OOC/IIOXEHHS IPYHMYEMbLCS Ha KOMITIEKCHOMY MUCMEYMBO3Has4oMy rioxooi, Wo
BK/IOYAE MeopemuyHUll aHasli3 HayKOBUX AXepest, MOPIBHS/IbHUL Memoo, aHanimuKo-iHmep-
npemayitiHuli nioxio i ereMeHmu cucmeMHo20 aHanisy. BukopucmaHHsi 4ux mMemoodis 0asio
3MO2y 0OCMUC/IUMU PIi3HI BUOU MY3UYHO20 BUKOHABCMBA HE i30/1b0BaHO, a sIK B3aEMOIMOB 'A3aHi
KOMIMOHeHMU €0UHO20 XyO0XHbL020 rpoyecy. Pe3ysibmamu A0C/ioXeHHs nidmsepousu, Wo
My3U4He BUKOHaBCmMBO C/1i0 po3aasidamu siK YinicHUl KoMyHikamusHuUll npoyec, y Mexax
SIKO20 BOKa/IbHE, hopmeniaHHe ma Xopose BUKOHaHHSI 06'€0HYHOMbLCS CrI/IbHUMU XyOO0X-
HiMU ripuHyunamu. IHmeprnpemayitiHa Oisi/ibHicmb sBucmynae 6a3o08uM MexaHi3MoM 0CMUC-
JIEHHSI aBMOPCbK020 3adyMy, IHMoHayiliHicmb 3abe3neyye edHicmb eMoyiliHoeo ma o6pas-
HO20 3Micmy, XyOOXHbO-06pa3He MUC/IEHHSI GhopMye inicHUU XyOOXHil obpas, a mexHika
c/yeye hyHKUYIOHaIbHUM IHCMpPYMeHmMoM peasizayii yux rnpuHyunis. MpakmuyHa yiHHicms
00C/IiOXKEHHSI Mosisieae y (hopMyBaHHI UiNICHO20 YSIBIEHHSI MPO My3UYHE BUKOHABCMBO SIK
YHiBepcasibHy XyO0XHK Oisi/IbHICmb ma CMBOPEHHI Memo00s102i4HOI OCHOBU 07151 100a/lb-
wux 00C/idxeHb y 2as1y3i My3uko3Hascmsa. [lepcrnekmuBoro ModasibWUX HayKoBUX PO3BIO0K
€ BUSIB/IEHHS IHWUX yHIBepca/ibHUX 3aKOHOMIipHocmell XyOoxHbOI opaaHi3ayii My3u4Ho20
BUKOHasCmMBa ma po3suUmoK meopii iHmeapamusHo20 Mioxody 00 BUKOHABCHKOI NPaKmMuKU.
Knrouosi criosa: Boka/lbHe BUKOHaBCMBO, (hopmeriiaHHe BUKOHABCMBO, XOpoBe BUKOHaB-
cmBo, iIHmeprpemayjs, iIHmoHayitiHicmb, XyO00XHb0-06pa3He MUC/IEHHS, MIOMopsiOKoBaHIiCMb
MEXHIKU XyOOXHbOMY 3a0yMy.

Oco6/MBOI aKTyaslbHOCTI HabyBae 3BEPHEHHS

HaBCTBO gefasli Ginblle 30piEHTOBAHE Ha OCMUC-
NEHHA MY3MYHOIO BMKOHABCTBA SK LLNICHOTO XYLOX-
HbOro SIBULLLA, WO (OYHKLIOHYE Y CKAAAHIA CUCTEMI
CTUIbOBUX, XXaHPOBMX Ta iHTepnpeTauiinHMx Koopam-
HaT. Y LUbOMY KOHTEKCTI 3pOCTa€e iHTepec A0 y3arasib-
HIOB&/TbHUX A0CAIMKEHb, CNPAMOBaHNX HA BUSIB/IEHHS
CMINbHMX XYQOXHIX 3acaf Pi3HUX BUAIB MY3UYHOrO
BMKOHaHHSA, WO fae 3MOry nogosnatu cparmeHTtap-
HICTb HayKOBWX NiAXOAIB i PO3WMPUTY YABIEHHSA NPO
Nprpoay BMKOHABCHKOrO MUCTELTBA 3arasioM.

BokanbHe, hopTeniaHHe Ta XOpoBe BUKOHABCTBO
TpagMUINHO po3rIsafaloTbC B HAyKOBUX MNpauax sk
BiJHOCHO aBTOHOMHI chepu 3 BNACHUMMU TEXHIKO-
BYpaXasibHMMK 3acobamu Ta cneyundikoto iHTepnpe-
TauiiHOI AisfibHOCTI. BogHouac HegocTaTHbO yBaru
NPUAINAETLCA aHanisy TUX XYOOXHIX NPUHLMNIB, AKi
€ CMiNbHUMW NS UMX BUAIB BUKOHABCTBA i BU3HA4a-
0Tb XHI0 06Pa3HO-CMUC/IOBY €AHICTL. Taka cuTyauis
3yMOB/IOE MOTPEdY y MNepeoCcMUCNEHHI MY3UYHOro
BMKOHAHHSA 3 MO3WLIA iHTErpatMBHOrO migxody, LWO
BPaxoBy€ YHiBepCcasibHi MexaHi3Mu XyL0XHbOT iHTep-
npetauji.
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00 TakuMx KaTeropii, K IHTOHAUiHICTb, XyA0XHbO-
0o6pa3He MUCMEHHA Ta iHTepnpeTauiiHa LifiCHICTb,
SKi CTAHOBNSATb OCHOBY BMKOHABCbKOrO MpoLecy
He3anexHo Big dopmu iioro peanizauii — COMbHOT
UM KOMIEKTMBHOI, BOKa/lbHOT ab0 iHCTPYMEHTasbHOI.
AHaui3 UMX NMPUHLUMMIB Y MOPIBHA/ILHOMY acnekTi Jae
3MOTy BUABUTU 3aKOHOMIPHOCTI XY 0XHbOTO BTi/IEHHS
MY3MUYHOTO TEKCTY Ta OKPEC/IUTY CNiSIbHI BEKTOPY PO3-
BUTKY BUKOHABCbLKOT MPaKTUKMN.

AKTya/lbHICTb CTaTTi 3yMOBJ/IEHA TaKOX He0O6-
XiOHICTIO NOrNMG/EHHA TEOPETUYHOTO OCMUC/IEHHS
B3AaEMO3B’'SI3KIB MiXX pPi3HMMMU BuUAAMU MY3MUYHOIO
BMKOHaBCTBA B YMOBaXx Cy4acHOro Ky/ibTYpPHOro npo-
cTOpy, A€ NOCUMTLCA NpouecKn iHTerpauii muc-
TEUTB i PO3LIMPIETLCA CNEKTP IHTepnpeTauiiiHnx
niaxo4is. BUsaBNeHHA €4HOCTI XYAOXHIX NMPUHLMNIB
y BOKasibHOMY, (hopTeniaHHOMY Ta XOPOBOMY BUKO-
HaBCTBi CnpusAe POPMYBaHHIO LiJTICHOTO YAB/IEHHSA
NPO BWKOHABCbKE MUCTELTBO $K YHIBEpCa/lbHY
XYLOXHIO [LiANIbHICTL Ta OKPEC/I0E MNepcrnekTnsn
nofasibliMX MUCTELTBO3HABUYMX AOC/IMKEHb Y LI
ranysi.
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AHani3 akTyanbHUXx pocnigxeHb. [Mpobnema-
TUKa MY3MYHOrO BMKOHABCTBA Yy Cy4YaCHOMY MUCTe-
LUTBO3HABCTBI aKTMBHO PO3PO6GSETbCSA B KOHTEKCTI
OKpemux oro BWAiB, 30KpeMa BOKaslbHOro, dopre-
niaHHOro Ta XOPOBOrO, WO 3YMOB/IOE MOSABY 3HAYHOI
Ki/IbKOCTI cneLianisoBaHnx HayKoBuX npaub. BogHo-
yac aHanis fliteparypu CBifUATbL NPO Te, WO BiNbLWICTb
OOCNiMKeHb 30cepemkeHa Ha crneumqili TexXHIKo-
BMPaXa/bHNX, NCUXOMOrYHMX abo iHTepnpeTawinHmx
acnekTiB KOXHOTr0o BuAy BUKOHABCTBA OKPEMO, TO4j AK
NMUTaHHA CNISTbBHUX XYAOXHIX NMPUHLMNIB 3a/IULLAETHCSA
HeL0CTaTHbO CUCTEMATU30BAHNM.

Y chepi BOKaSIbHOro BMKOHABCTBA Cy4acHi HayKoBI
pO3BiaKM CNpsSIMOBaHi NepeayciM Ha BUBYEHHS eMOLAHOT
BMPA3HOCTI, KOMYHIKaTVBHOI NpUPOoAM rofiocy Ta B3ae-
Mozl BUKOHaBLB Y npoLeci BUKOHaHHSA. Tak, K. CokmaH,
C. NioHc Ta C. Kapo (Sockman, Lyons, & Caro, 2024)
[0BOAATb, WO BOKa/IbHE BWMKOHAHHS OAHOTO CriBaka
3patHe 6e3nocepefHbO BM/MBATW Ha iHTeprpeTaviiHi
PiLLIEHHS IHLWIOrO, aKUEHTYHUYM COoLia/IbHO-KOMYHIKaT/B-
HWIA XapakTep BOKa/lbHOr0 MucTeuTsa. J[ocnimkeHHs
I. bpaiiaHT (Bryant, 2021) po3kpuBae eBOMOLLiHI nepe-
OYMOBUW BOK&J/TbHOI  €MOLAHOCTI, MiAKPEC/TIOUM  YHI-
BEPCA/IbHICTb IHTOHAUIHMX MEXaHIi3MIB  BMPaXKEHHS.
CyuacHi TexHONOriyHi nigxoay NpeacTaBeHi y npausx
Ux. MelitaHb (Meitian, 2025), 4. Yaxr (Chang, 2025),
[€ aHa/i3yeTbCA pPONb BIPTyaslbHOI peanibHOCTi Ta
LUTYYHOrO iHTENEKTY B OLLHIOBaHHI i PO3BUTKY BUKOHAaB-
CbKOT EKCMpPeCMBHOCTI. YKpalHCbKi O0CAigHVKK, cepeq
akux M. Mpurop’eBa (Mpurop’esa, 2025), C. JleoHTieBa
(C. NeoHrtieBa, 2020), €. LWyHesuny (LLyHeBny, 2020),
30CepeKytoTb yBary Ha COLOKY/IsTYPHOMY, [OyXOBHO-
LiHHICHOMY Ta iCTOPUYHOMY BUMIpaxX BOK&/IbHOTO BUKO-
HaHHS, WO PO3LUMPIOE MUCTELTBO3HABYE OCMUC/IEHHS
LbOro peHomeHa.

dopTeniaHHe BUKOHABCTBO B Cy4acHWX [JoOcChi-
[DKEHHSX PO3INAAAETHLCA AK CKNaAHWI XYA0XHbO-MCU-
XONOriYHMI NpoLec, Y AKOMY NOEAHYIOTLCS iHTepnpe-
Tauisi, TeXHIYHa MaCTEPHICTb 1 0COOUCTICHI YUNHHWKM.
Y npausix K. PaiaHn, [x. Lladr ta A. Aymnassanina
(Ryan, Tsang, & Dumlavwalla, 2025) aHanisytoTbcs
npo6nemMn nNepgeEKLioHi3My Ta CLEHIYHOT TPUBOX-
HOCTi Y BMKOHABCbKi/i MpakTWUUi MiaHicTiB, TOAi K
[O. Cnpunrep i P. CopeHcoH (Springer, & Sorenson,
2024) pocnimkyoTb BB BUKOHAHHSA 3 HOTHUM Tek-
CTOM i 6€3 HbOro Ha XYAOXHK OLHKY rpu. YKpaiH-
Cbki aBTOpM, 30KpemMa H. 3umornag, M. Kopaoscbka,
[O. Kytnyesa (3umornsag, Kopaoscbka, & KyTnyesa,
2023), H. 3rypcbka (3rypcbka, 2025), |. lMonbcbka
(Monbcebka, 2022), 1. Lopsak (Lopsk, 2025), M. Yep-
HsABCbKa (YepHsiBcbka, 2022), akUeHTYlTb yBary Ha
CTUIbOBUX, XaHPOBMX i TUMOJONYHMX 3acagax top-
TeniaHHOrO MUCTeuTBa, Po3rnsjatun Moro sk Big-
KpUTY cucTeMy Tpaauuii i HoBauii. Lii gocnigpkeHHs
3aCBigYyOTh NPIOPUTET XYAOXHBOT iHTEepnpeTauil Haz
CYTO TEXHIYHVMW NapaMmeTpamMu BUKOHAHHS.

XopoBe BUMKOHABCTBO Yy Cy4YacHOMY HayKOBOMY
OMCKypCi nocTae sk oopmMa KOMEKTUBHOI XYAO0XHbOT
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TBOPYOCTI, B SAKil NOEQHYHOTLCA IHAMBIAYasTbHI
W aHcambnesi 3acagu iHTepnpeTauil. Y npausax
O. bartoBsckoi, H. benik-3onotapboBoi, K. IBaHo-
BOI (Batovska, Byelik-Zolotaryova, & Ivanova, 2023)
OKpec/IeHo rnobasibHi TeHAEHLT PO3BUTKY XOPOBOro
MUCTELTBA, 30KpeEMa 3pOCTaHHSA poni iHTepnpeTaw,iii-
HOI cBOGOAN Ta TiNeCHO-M1aCcTUYHMUX YNHHUKIB. Jochi-
mkeHHs [. Nedrni (Langley, 2022), |. MeepwmaH
(Meerschman, 2022) 30cepeiXeHi Ha B/IMBI BOKaJlb-
HOI TEXHIKM 1 pyXy Ha XYAOXHE CNPUAHATTA XOPOBOro
3By4YaHHsA. BiTunsHaHi aBTopn H. Benik-3onotapboBa
(Benik-3onotapboBa, 2024), |. Liopsk, H. BopuceHko,
I. Fpywak (Ltopsk, BopuceHko, & Mpywak, 2024) aHa-
Ni3ytoTb CcyyacHi HanpsamMu Ta oopMy XOpPOBOro BUKO-
HaBCTBa, HAro/10LLYHUN Ha A0ro CTUbOBIl | Xy[0XKHil
6araToB/MIpPHOCTI.

TakMM 4YMHOM, aHani3 akTyaslbHUX [OOCHiLKEHb
CBiAUNTb MNPO ['PYHTOBHY pPO3POO6/IEHICTbL MNpobiem
BOKaJIbHOro, (pOpTerniaHHOro Ta XOPOBOr0 BUKOHAB-
CTBa y Cy4YaCHOMY MMWCTELTBO3HaBCTBI. BogHouac
HasBHI npaui nepeBaXHO penpe3eHTyTb Aude-
peHujiioBaHnii Nigxia A0 KOXHOTO BWAY BUMKOHAHHS.
Lle akTyanizye HeOOXigHICTb y3arasibHEHOro [OChi-
[KEHHS1, CNpsIMOBAHOTO Ha BWAB/MEHHSA CMINbHNX
XYOOXHIX MpUHUMMIB, a came iHTepnpeTauiiHoCTi,
IHTOHaUIHOCTI, Xy4,0XHbO-06Pa3HOro MUCNEHHS, Nig-
NOPSAKOBAHOCTI TEXHIKM XYAOXHbOMY 3aymy, L0
NMOEAHYIOTb Pi3Hi hOpMU MY3MYHOTO BUKOHaBCTBA
B €AVHWIA XyO0XHIA (DEHOMEH.

MeTa cTatTi nonArae y BUSAB/IEHHI Ta TEOPETUY-
HOMY y3ara/flbHeHHi CMiNIbHNUX XYOOXHIX MPUHLMNIB
BOKaUIbHOro, hopTeniaHHOro Ta XOpPOBOrO BMKOHAaB-
CTBa 3 ypaxyBaHHSM iHTepnpeTauiiHux, iHToHau,ji-
HUNX, XYAOXHbO-00Pa3HNX | TEXHIYHNX acnekTiB.

MeTtopgonoria gocnigpkeHHsA. LOCNiIKEHHSA CXO-
XOCTI XYAOXHIX NPUHLMNIB Y BOKaNbHOMY, dhopTeni-
aHHOMY Ta XOpPOBOMY BWKOHABCTBI I'PYHTYETbLCA Ha
KOMM/IEKCHOMY ~MUCTELITBO3HABYOMY MiAXOA4i, Lo
NOEAHYE TEOPETUUHNIA aHasli3, NOPIBHALHUIA MeToA,
aHaNNITVKO-IHTEPNpETaUiiHNA  Nigxig Ta enemMeHTu
CUCTEMHOro aHanidy. Taka MeToLOoMOoris 3yMOB/eHa
HEOOXiAHICTIO OCMUC/IEHHS PI3HUX BUAIB MY3M4YHOrO
BMKOHABCTBA He i30/1bOBAHO, a B KOHTEKCTI TXHbOI
CMiNbHOI XyA0XHbLOT NPUPOAMN.

Y Mexax TeOpeTUYHOro aHasisy ornpauboBaHo
HayKoBi npaui, NpuUCBAYEHI BOKaslbHOMY, dhopTeni-
aHHOMY Ta XOPOBOMY BMKOHABCTBY, B SIKMX PO3KPU-
BalOTbCA Mpobnemy iHTepnpeTauil, iHTOHAUNHOCTI,
€eMOLiiHOT BMPA3HOCTI Ta XYAOXHbOT LiNiCHOCTI BUKO-
HaHHA. (Bryant, 2021; Langley, 2022; Sockman,
Lyons, & Caro, 2024; Springer, & Sorenson, 2024;
Benik-3onotapboBa, 2024; Npurop’esa, 2025; JleoH-
TieBa, 2020; Monbcbka, 2022; Ltopsk, 2025; LyHe-
BuY, 2020). BUBYEHHS CydacHNX 3apyBOibkHMX | BITUN3-
HAHUX OOCNiMKeHb [as10 3MOry OKPeC/UTU MPOBiAHi
TEeHOEHLIT PO3BUTKY KOXHOIO BMAY BMKOHaBCTBa Ta
BM3HAYUTM KOMO MOHATb, CMi/IbHUX A5 Pi3HMX BUKO-
HaBCbKUX NPakTuK.

47




m MNIBAEHHOYKPAIHCbKI MUCTELbKI CTYAII

MopIBHAMBHWIA METO/, 3aCTOCOBaHO 3aA/1s BUSB-
NEHHA CNiNbHUX | BIAMIHHUX XYLOXHIX NPUHLMNIB
Yy BOKaUlbHOMY, hopTerniaHHOMY Ta XOPOBOMY BUKO-
HaBCTBI. Y Mpoueci NOPIBHAHHA aHaslisyBasmcsa 0co-
6/1MBOCTI iHTepnpeTauiiHOT AisiNbHOCTI, POsib IHTOHA-
ujii Ta cneyucpika Xy40XXHLO-06pa3HOro M1c/ieHHs. Lie
[ano 3mMory npoCcTeXWTH, AKAM YMHOM YHiBepCaslbHI
XyOOXHi 3acaan peani3yloTbCA B iHAMBIAYya/IlbHOMY
(BOKauibHOMY, (popTeniaHHOMY) Ta KOJIEKTUBHOMY
(XopoBOMY) BUKOHAHHI.

AHaniTKO-iHTepNpeTaLUiiHWiA NigXxia BUKOPUCTaHO
[ANs1 OCMUC/IEHHSI BUKOHABCTBA $IK MPOLLECY XyAO0X-
HbOro MPOYUTAHHSA MY3WUYHOrO TBOPY, B AKOMY NO€EA-
HYIOTbCS @aBTOPCbKMI 3a4yM, BUKOHABCbKa KOHLenL,is
Ta KyNbTYPHO-CTUIbOBUI KOHTEKCT. 3aCTOCyBaHHSA
LbOro niaxody Aasio 3MOry pO3ISHYTW iHTepnpeTa-
Lito K CNiSIbHWI XYAO0XHIA MexXaHi3M, L0 BM3Ha4ae
06pPa3HO-CMUCIOBY Lji/TICHICTb BUKOHAHHS HE3a/TEXHO
Bif 10r0 XX@aHPOBO-BUAOBOI NMPUHAIEXHOCTI.

EnemeHTn cuctemHoro aHanisy ganv 3mory npeg-
CTaBUTW BOKaslbHe, dopTeniaHHe Ta XOpOBEe BUKO-
HaBCTBO K B3AaEMOMOB’A3aHI KOMMOHEHTU €AMHOI0
XYOOXHBOTO MPOCTOPY, B MeXax $KOro TexHiuHi,
eMOUi/iHI Ta iHTepnpeTauiiHi YMHHUKN OYHKLIOHY-
I0Tb Y HEPO3PUBHIl efgHOCTI. Takuii nigxig 3a6esne-
yye LUifiCHE OCMWC/IEHHS MY3WYHOTO BMKOHABCTBA
Ta CTBOPOE MIAIPYHTS AN y3araslbHEHHS XYAOXHiX
MPUHUMMIB, CNINbHUX A8 Pi3HUX (DOPM MY3UYHOro
BMKOHAHHS.

Pe3ynbTaTy Ta iX 06roBopeHHsA. My3uyHe BUKO-
HaBCTBO AOLINIbHO PO3ra4aTh He SK CYKYMNHICTb Bifo-
KpPeEMNEeHNX BUAiB BUKOHABCLKOI Ais/IbHOCTI — BOKaUTb-
HOI, IHCTPYMEHTaNbHOI Y/ XOpOBOi, — a AK EAWHWIA
XY[0XHbO-KOMYHIKaTUBHWI NPOLIEC, CNPAMOBaHUIA Ha
aKkTyasiizalito KOMNO3UTOPCBLKOTO 3a4yMy Y >XUBOMY
3BYYaHHi. Y TakoMy pPO3yMiHHI BMKOHaBCbKa [isifib-
HICTb NocTae LificHUM DeHOMEHOM, Y AKOMY NOELHY-
KOTbCS XYA0XXHE MUC/IEHHS, EMOLLiIHO-06pa3He nepe-
XXMBaHHA Ta YCBiJOM/IEHE BOJIOLHHA BUPaXKasIbHUMM
3acobamn My3ukn. HesanexHo Big opmu BUKO-
HaBCTBa, WOro CYTHICTb BU3HAYaETbCH MParHeHHsAM
[0 OCMUC/IEHOT iHTeprpeTalil Ta AOHEeCEHHA 3MICTy
TBOPY [0 C/iyxava.

BrKoHaBeLb Y LibOMY NPOLLECi BUCTYNAE He Nnacus-
HVM BiATBOPIOBAYEM HOTHOMO TEKCTY, & aKTMBHUM
nocepefHVKOM MiX aBTOPCbKOK ie€l Ta cnyxalb-
KUM CNpuiiHATTAM. Came yepes iHAMBIgYyaslbHe BUKO-
HaBCbke GauYeHHs My3uyHWIi TBip HabyBa€e KOHKpeT-
HOro 3BYYaHHSl, 4acOoBO-NPOCTOPOBOT BU3HAYEHOCTI
N emoLiliHOI nepeKkoHNMBOCTI. BuKOHaBCbKka iHTEp-
npetauis nepegbavae 34aTHICTb PO3KpMBATUM CMUC-
NOBI PiBHI My3uMKM, BMOYAOBYBATN XyLOXHili 06pa3
i 36epiratv CTUAICTMYHY BIANOBIAHICTb, WO € Chiflb-
HUM 018 BOKasIbHOro, oopTeniaHHOro Ta XOpOBOro
MUcTeuTBa.

IHTepnpeTauisi nocTae 6a30BOK XYA0XHLOK KaTe-
ropieto, Wo o6’efHye BCi BUAM MY3MYHOTO BUKOHAaB-
CTBa He3a/IeXHo Bif crneumdiku 3ByKOBUX 3acobiB.
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BoHa € He mexaHiYHVMM BiATBOPEHHAM HOTHOIO Tek-
CTy, a CKnagHvM TMpoLecoM OCMWC/NIEHHA aBTop-
CbKOro 3aZiyMy, y SIKOMY MOEOHYIOTbCSA aHaiTU4He
MUC/IEHHS, XYOOXHSA IHTYILIA Ta iHAUBIAYa/IbHO-0CO-
GUCTICHMI gocBig BUKOHaBLS. Came yepes iHTepnpe-
Tauilo My3nyHUii TEKCT HabyBae CMMUCNOBOT MOBHOTU
 aKTyani3yeTbCs B XMBOMY 3BYYaHHI.

KNiovoBO XapakTepUCTUKOK MNPUHUMUMY IHTep-
npeTayiiHoCTi € /IMO0OKE OCMUCNIEHHS aBTOPCLKOro
TEKCTY, WO nependavyae BUSABMEHHA WKOro CTU/IbLO-
BMX, XXaHPOBUX, IHTOHALHO-PUTMIYHMX | Opama-
TYPriYyHMX 0CO6IMBOCTEl. Y BOKaslbHOMY, hopTeni-
aHHOMY Ta XOpPOBOMY BMKOHABCTBI Leli npouec Mae
Pi3Hi 30BHILLHI hOpMK, NMPOTE CNUPAETLCA HA E€AMHI
XYAO0XHI NPUHLMNIK, cepep SKMX NPOoBiAHY Posb Bidi-
rpae iHToHauiliHa 1orika My3M4HOro BUC/I0B/IIOBAHHS.
Came iHTOHauisi 3abe3nedye BHYTPILLHIO LiAICHICTb
iHTepnpeTauii Ta CNyrye HOCiEM €eMOLiliHO-CMUCO-
BOro 3micty TBOpy (Bryant, 2021; Nonbcbka, 2022).

[HTepnpeTauisi BKAYAE iHAMBIAYaIbHO-OCOOUC-
TICHE MPOYMTaHHA MY3UKW, Y IKOMY BifobpaxaroTbCs
XYOOXHIA [0CBiA, €CTETUYHI OpPIEHTUPU Ta piBEHb
NPOMECIHOIO  MUC/IEHHSA BWKOHaBUA. Y  LbOMY
acnekTi iHTepnpeTauiliHa Ais/IbHICTb NOCTaE TBOPUUM
aKToM, L0 He 3anepedye aBTOPCbKOI BOMi, & Nnornu-
6nt0€ 11 PO3yMiHHA. [oCNigHWKL NiOKPECoTh, LWOo
came GaslaHC MiX OG’EKTMBHUMWN XapakTepucTukamm
MY3W4YHOTO TEKCTYy Ta CYO'€KTMBHVMM BUKOHABCbKUM
GayeHHsAM 3abe3nevye XyAOXHH MNEepPeKOHNBICTb
BMKOHaHHSA (Langley, 2022; Litopsik, 2025).

BaxnvBum BUMIpOM iHTepnpeTaLjii € TakoX cnis-
BiAHOLLEHHA Tpaauuil Ta TBOp4YOi cBO6OAN. BMKOHA-
BeLlb (PYHKLIOHYE B Mexax YCTalleHUX CTUbOBUX
i BUKOHABCbKMX HOPM, siKi hopmyBanIMCa MpPOTAroM
iCTOPUYHOTO PO3BUTKY MY3MYHOTO MUCTELTBA, BOAHO-
yac 36epiratouy nNpaBo Ha BMacHy XyL0XHI0 NO3uLito.
Lle cniBBiAHOLLEHHA € OAHAKOBO 3HAYYLLMM AJ15 COJlb-
HOr0 BOKa&JIbHOTO, IHCTPYMEHTasIbHOrO Ta KONMeKTWB-
HOr0 XOPOBOr0 BMKOHAHHS, WO NiATBEPMKYE E€AHICTb
iHTepnpeTauiiHoT Np1pPoAM My3UYHOIO BUKOHABCTBA.

[HTOHauiiHa npupoga My3uku BucTynae dyHaa-
MEHTa/IbHUM YMHHMKOM, LLO 3a6e3neyye BHYTPILLHIO
€4HICTb pI3HUX BWUAIB BMKOHABCTBA Ta BU3HaYae
XYOOXHIO CYTHICTb MYy3W4YHOro Muc/ieHHs. Cawme
iHTOHaLis nocTae yHiBepcaslbHUM HOCIEM MY3UYHOIO
cMuCy, Yyepes KU po3KpuBaeTbCA obpasHa, eMo-
LilHa Ta cemaHTMYHa HamnoBHEHICTb TBOpy. Hesa-
NIEXHO Bif, QOPMU 3BYYaHHS, IHTOHAUIHICTb € OCHO-
BOK MY3WYHOT KOMYHiKaL,ii Ta NPOBiAHUM MeXaHi3MOM
nepegadi XyAoXHbOro 3MICTy Bif BMKOHaBLSA A0 CAy-
xava.

Y BOKa/IbHOMY BMKOHaBCTBI iHTOHALiA Mae 6e3rno-
CcepefHii, NpMPoAHO 3yMOBNEHWI XapakTep, OCKINbKY
NoB’sA3aHa 3 MOB/IEHHEBOK MPUPOAOHD rON0Cy, AUXaH-
HSAM | C/TOBECHUM TEKCTOM. BOKasibHa iHTOHaLis opra-
HIYHO NOEAHYE MY3UUYHWUIA | BepbasibHWIA PiBHI BUCNOB-
NOBaHHA, WO Hadae i 0cob/MBOI KOMYHIKaTUBHOT
cnan Ta emouiiHOI nepekoHsMBocTi. Came uepes
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IHTOHAUiHI HIOAaHCK Tro/1I0cy — TeMOpOBi BIATIHKM,
apTUKyNALito, AUHAMIYHI Ta arorivyHi 3pyLeHHs — cpop-
MYETbCS XYAOXHIN 06pa3s, 3aaTHuii 6esnocepeHbo
BNAMBATU Ha chnyxaubke cnpuitHaTTa (Bryant, 2021;
Sockman, Lyons & Caro, 2024).

B iHCTpymeHTasibHOMY, 30KpemMa hopTerniaHHoMY,
BMKOHaBCTBI IHTOHAUIMHICTL peanizyeTbcsl onoce-
peaKkoBaHO — Yyepes CUCTEMY TEXHIUHMX i BUPa30BUX
3aco06iB. TyT iHTOHaLis MocTae pesy/bTaTtoM Ckiaj-
HOT B3aemopji apTukynsuii, dpasyBaHHs, AMHaAMIKK,
TembpoBoi audhepeHuiadii Ta 4acoBoi opraHisauii
MY3MYHOTO pyxy. Xoya popteniaHo He Mae npuposa-
HOI MOB/IEHHEBOI (PYHKLi, iIHTOHaLiiHa forika 3anu-
LWA€ETbCA BM3HAYa/IbHOW 4718 hOpMyBaHHA CMUC0-
BOI L|iNICHOCTI BUKOHAHHS, 3a6e3ne4youmn «MOBHICTb»
MY3W4YHOIO BMC/IOB/IIOBaHHA Ta oro obpasHy Bupas-
HicTb (Monbcbka, 2022; Springer & Sorenson, 2024).

Y XOpOoBOMY BMKOHaBCTBI iHTOHaLisi HabyBae 0Co-
6/1MBOro BUMIpY, OCKiIbKM POPMYETLCA K pe3yrnbrar
KO/IEKTMBHOIO IHTOHALIMHOIO MWUCNEHHS. TyT IiHTO-
HaliliHa TOYHICTb | XyAOXHS BMPA3HICTb 3a/1exarb
He nuwe Bif HAMBIAYa/IbHUX BOKa/lbHUX SIKOCTEl
crniBakiB, asie i Bif PiBHA aHcaMOneBOi 3/arogxe-
HOCTI, CMiNIbHOTO [WXaHHSA, TeMOPOBOI €4HOCTI Ta
Y3ropkeHoro gpasyBaHHA. KonekTmBHa iHTOHaLidA
B XOpi CTAE YNHHUKOM (DOPMYBAHHS Lii/TICHOrO XyL0X-
HbOro o6pasy, B SKOMY iHAMBIAYasIbHI FON10CK IHTErpy-
I0TbCA B €4MHUI 3BYKOBWIA opraHism (Langley, 2022;
Batovska, Byelik-Zolotaryova & Ivanova, 2023).

TakMMm 4YMHOM, IHTOHAUiHICTL BWCTYMAE Cniflb-
HUM XYZLOXHIM MPUHLMMNOM, WO 06’'€AHYE BOKaUslbHE,
doopTeniaHHe Ta XOpoBe BMKOHABCTBO. Came vepes
iHTOHaUjiliHe MUC/IEHHS peani3yeTbCs CMUC/I0BA TNn-
6UHa MY3UKM, He3asleXHOo Bif 3aco0iB Ti 3BYKOBOro
BTI/IEHHS, WO NiATBEPAXXYE YHIBEPCA/IbHUI XapakTep
iHTOHaLii IK OCHOBM MY3W4YHOTO BMKOHABCLKOTO MMUC-
TeuTsa.

Xy[oxHbO-06pasHe MUC/IEHHS BMKOHaBLSA
€ OOHVMM 3 MPOBIAHUX UYMHHWMKIB, LLO BMU3HAYaE rNn-
OGUHY Ta LiNICHICTb MY3UYHOIO BUKOHAHHSA He3as1eXHo
Bif Iioro BuaoBoi chopmu. Came BOHO BUCTynae TUM
BHYTPILUHIM MEXaHi3MOM, KU NOEQHYE HOTHUIA TEKCT
i3 XXMBMM 3BYYaHHSIM, MEepPeTBOpPHOYM 3adhikCoBaHy
MY3MYHY CTPYKTYPY Ha XYLOXHbO OCMMWC/IEHMI NpO-
Lec. Y LbOMy KOHTEKCTi BUKOHaBELb NOCTa€E He fmLle
iHTEepNpeTaTopoM aBTOPCLKOro 3a4ymy, asne il akTus-
HUM TBOPLEM XYLOXHbOro 06pasy, o hopMyeTbCA
y B3aeMOZ,|i iIHTEeNeKTyaIbHOro aHanisy Ta eMOoLiiHOro
nepeXxmnBaHHs.

CTBOpPEHHSA UINICHOro XyAOXHbOro obpasy IpyH-
TYETbCA Ha 3[4aTHOCTI BUKOHABLA IHTErpyBaTtu pi3HO-
piBHEBI €NeMEHTV MY3WYHOTO TEKCTY — iHTOHaLiliHi
dhopmynu, pUTMIYHY opraHisauito, hakTypy, AMHaMIKY,
TeMO6POBI CMiBBIAHOLIEHHS — Y €4MHY 06pa3HO-CMUC-
NOBY KOHUEMUit0. AHaUTITU4HE OCMUC/IEHHSA hopmu,
YKaHPOBO-CTU/IbOBMX O3HAaK i JIOTIKA PO3BUTKY MY3Wy-
HOro Mmartepiasly C/yrye OCHOBOK A1 (hOpPMYBaHHS
BHYTPILWHbLOrO Xy4OXHLOrO GayeHHsl, SIke BU3Ha4ae

XapakTep 3By4YaHHs Ta i0ro eMouiliHy CNpsiIMOBaHICTb
(Monbebka, 2022; 3rypcbka, 2025).

EMoUiiHO-CMUCNOBa HAMOBHEHICTb  BMKOHAHHS
6e3nocepefHbO 3a/1eXUTh Bif, PIBHSA PO3BUTKY XYL,0XK-
Hb0-06Pa3HOro MUC/EHHS, a[pKke came BOHO 3abe3sne-
yye nepexif, Big, TEXHIYHO KOPEKTHOrO BiATBOPEHHA [0
3MICTOBHO HACW4YEHOro My3W4HOTO BMWC/IOB/IHOBAHHSI.
Y BOKaJ/IbHOMY BWKOHABCTBI  XYAOXHbO-OOGpa3He
MWUC/IEHHA TICHO MOB’A3aHe 3i C/IOBECHUM TEKCTOM
i MCUXONOrield nepcoHaxa, y diopTeniaHHOMY —
3 YABJIEHHAM PO «CNiBy4Yy» NPUPOAY IHCTPyMeHTa
Ta BHYTPILLHIO Apamartyprito My3W4YHOTO PO3BUTKY,
Yy XOPOBOMY — 3 KOJIEKTUBHMM BIg4YTTAM 06pasy, AKuii
hopMy€eTbCS Mif KePIBHULTBOM XOpMeiicTepa Ta pea-
NI3yeTbCs YUepes y3romkeHe XyA0XKHE 6a4eHHs Koslek-
TuBy (Langley, 2022; Ipurop’esa, 2025).

Bax/iMBOKO OCOGAMBICTIO  XYAOXHbO-06pPA3HOro
MUC/IEHHSA € A0r0 ABOEAMHA MPUPOAA, WO BUSBNS-
€TbCA Y B3aeMOfji palioHa/lbHOro aHasisy Ta emo-
LiiHOTO MepexuBaHHs. AHasliTuyHa poboTa 3 HOT-
HVMM TEKCTOM CTBOPHOE CTPYKTYPHO-CMUC/IOBY OCHOBY
BVKOHaHHS, TOAI SIK emMoLjiliHe 3aHYpPEeHHS HaMOBHIOE
i XKMBMM 3MICTOM Ta iIHTOHALIiHOK NEPEKOH/IMBICTHO.
Came GasiaHC MK UMMK CKNagHUKamu 3abesnevye
XYO0XHIO LiNICHICTb iHTepnpeTau,ii Ta fae 3Mory YHUK-
HYTUK K hopmManiamy, Tak i eMOLNHOT HaAMIPHOCTI.

OTXe, XyAoXHbO-0b6pasHe MUC/IEHHS € YHiBep-
Ca/IbHOK  XapakTepPUCTMKOK BWKOHABCbKOT Aisfb-
HOCTi, OAHaKOBO 3HauyL|0K ANs conicTa-niaHicTa,
criBaka © y4yacHMKa XOPOBOrO KOMEKTMBY. BOHO
BMCTYNaE CMiNIbHNM XYA0XHIM MPUHLMIOM, Lo 3a6e3-
neyye CMUC/IOBY €AHICTb BMKOHAHHS, POPMYE iHAN-
BilyaslbHUIA CTWU/b IHTEpNpeTaLji Ta BU3HaYa€e piBeHb
XYAOXHbOT NEePEKOHNNBOCTI My3UYHOrO TBOPY B YCiX
oopmax oro BUKOHABCHKOTO BTISIEHHS.

TexHika y BOKasibHOMY, hopTeniaHHOMY Ta Xopo-
BOMY BMKOHaBCTBI NOCTA€E He ik aBTOHOMHA LiiHHICTb,
a 9K yHKUiOHaNIbHUIA 3aci6 XyA0XHbOro BTi/IEHHS
MY3U4HOTO TBOPY. Y MeXax MUCTeLTBO3HaBYOro
OCMUC/IEHHS  BMKOHABCbKOTO  MpoLecy TexHiuHa
MaWCTEepHICTb HabyBa€e 3HAYEHHS fiMLIe 3a YMOBU T
nignopsAKoBaHOCTI  06pPa3HO-CMUCIOBOMY  3ayMy
Ta iHTepnpeTauiiiHiin koHuenuii. Came Taka MO3u-
Lisi gae 3mory posrnisgaTv TEXHIKY He siKk camouinb,
a K HeoOXiAHWIA IHCTPYMEHT peanizaLjii Xy40XHbOro
3MICTY He3a/1eXHO Bif hOpPMM 3BYHaAHHS — BOKa/TbHOI,
IHCTPYMEeHTas1bHOT UM KONekTUBHOI (Monbebka, 2022;
Litopsik, 2025).

Y BOKa/IbHOMY BWKOHABCTBI TEXHiYHi acnektn —
[OVXaHHS, 3BYKOYTBOPEHHS, perictpoBa opraHisauis,
ONKUIS — CNyryTb nepeaycim iHTOHauiiHO-eMOoLili-
HOMY PO3KPUTTHO MY3MYHO-MOETUYHOro 06pasy. Tex-
HiYHa OOCKOHanICTb Y LbOMY KOHTEKCTI OLHIETLCSA
He 3a CTyneHeM CKNagHOCTI mpuiiomis, a 3a 3aart-
HICTIO BMKOHaBUS mepefaTtyV CMWUC/IOBI Ta €MOLiiHi
HI0aHCK TBOPY, 36epiraum NPUPOAHICTb | BUPA3HICTb
3ByyaHHA (Bryant, 2021; purop’esa, 2025). Takum
UYMHOM, BOKa/IbHa TEXHiKa NOCTaE SK 3acib KOMYHiKau,i
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XYL,0XHBbOr0 3MICTY, & He AK IeMOHCTpaLlia goisiosnoriy-
HMX MOXX/IMBOCTEA ronocy.

B iHCTpymeHTaslbHOMY, 30KpeMa hopTemniaHHOoMY,
BMKOHABCTBI TEXHIKa OXOM/IHE LUNPOKMIA CNEKTP MOTO-
PHUX, KOOpAUHALIAHMX | TEMOPOBO-ANHAMIYHUX YMiHb
i HaBU4OK, L0 3abe3neyyTb TOYHICTb i cBOGOAY
iHTepnpeTauiinux piweHb. MNpoTe i y UbOMy pasi
TEXHiYHa BMpaBHICTb HabyBa€ XyAOXHbOI LiHHOCTI
nvwe TOAi, KoM BOHA CNpWSiE PO3KPUTTIO CTWLO,
XaHpy Ta 06pasHoi NOrikn My3M4YHOro TekcTy. Hag-
MipHa KOHLEHTpaLisi Ha BipTyo3HOCTi 6e3 rnbokoro
OCMUCIEHHS XYA0XHbLOI0 3MICTY NPM3BOAUTL A0 hop-
Mani3ayii BUKOHaHHS | BTpaTu Oro CMUC/I0BOI Hacu-
yeHocTi (YepHascbka, 2022; Springer & Sorenson,
2024).

Y XOpOBOMY BUKOHaBCTBI TEXHIKA Ma€ KOJIEKTUB-
HUA BUMIp i MOB'A3aHa 3 AOCSArHEHHSM IHTOHALN-
HOI egHOCTI, aHcambneBOl 3naro4KeHOCTi, GanaHcy
TemMOpIiB i AMHAMIYHOT NPONOPLAHOCTI. TexHiYHa nig-
FOTOB/EHICTb XOpPY BUSIBASIETbCS HE Y CKNAQHOCTI
OKPeMUX efleMEeHTIB, a B 34aTHOCTI KONEKTUBY (PyHK-
LioHyBaTW K €AMHUIA XYOOXHIN opraHiam, nignopsg-
KOBaHWii CNiJIbHIA  0Opa3HO-CTUIBLOBIA  KOHLEML,I.
Y UbOMy acnekTi TeXHika cTae HeoOXiLHOH YMOBOK
peanisavii KOIEeKTUBHOIrO XYAO0XHbOIN0 MUC/IEHHS Ta
uinicHocTi iHTepnpeTauii (Langley, 2022; benik-3on0-
TapboBa, 2024).

OTxe, y BCiX BMAax My3M4HOro BMKOHaBCTBa Tex-
Hika BWKOHYE C/y>X60BY, NignopsaxkoBaHy ¢yHKLi0
WOA0 XYAOXHLOTO 3aaymMy TBOPY. i OCMMUCNEHHS
AK YHIBEpPCa/bHOIO 3acoby Xy4OXHbOr0 BTifIEHHSA
[Aa€ 3MOry IHTerpyBatu BOKaslbHe, dpopTeniaHHe Ta
XOpOBe BUWKOHABCTBO B €4VMHE MUCTELTBO3HaBYe
nose Ta NigTBepAKYE Te3y Npo ChifibHY XYA0XHI0 Npu-
poAy BMKOHaBCbKOI Aisi/ibHOCTI. CamMe Takuii nigxig,
€ NPVHLMNOBO BaX/IMBUM 4151 y3araSlbHEHHS pe3y/ib-
TaTiB JOCNILKEHHS 1 (DOPMYBaHHS LisTICHOT KOHUenw,ii
€HOCTI XYAOXHIX MPUHLMMIB MYy31YHOTO BUKOHAHHS.

B/CHOBKM Ta NepcnekTuBM NoAasIbLUMX HAYKOBUX
po3BiAoOK. Pe3ynstaty  [OCAIMKEHHA NiOTBEPAXY-
0Tb, WO MYy3U4HE BWKOHABCTBO CNif po3rnsgaru sk
E€AVHNIA XY[0XKHBbO-KOMYHIKQTUBHWI MPOLEC, Y AKOMY
BOKaUlbHE, (popTeniaHHe Ta XOPOBE BUKOHaHHS
B3@EMOMOB'SA3aHi  CMi/IbHUMU  XYAOXHIMW  NPUHLN-
namy, a came iHTepnpeTauiiHoCTi, IHTOHaLAHOCTI,
XYLOXHbO-00pa3HOro MUC/IEHHS, NiANOPAAKOBAHOCTI
TEXHIKA XyAOXHbOMY 3a4ymy. BUABNEHHA UuX NpuiH-
uuniB cnpuse opMyBaHHIO LLiNIICHOTO YAB/IEHHS NPOo
NpUPoAYy MYy3WYHOrO BUKOHaHHA SK YHiBepCaslbHOl
XYLOXHbOT [isANIbHOCTI.

30KpeMa, iHTepnpeTauiiHa AisNbHICTb BUCTyNae
CNiSIbHUM MeXaHi3MOM XyAOXHbOro BTI/IEHHS TBOPY,
iHTOHaUjliHICTL 3abe3neyye €AHICTb 06pasHOro Ta
€MOU|IIHOrO  3MICTY, XYAOXHbO-OOpasHe MMUWC/IEHHS
dhopMmye LinicCHUIA Xy[0XHI 06pas, TeXHiKa, Y CBO
yepry, nocta€e PyHKLIOHa/IbHUM IHCTPYMEHTOM peani-
3auii X NpUHUMNIB, NiANOPSAAKOBAHUM XYAOXHbOMY
3alymy | KOHLEenuii BUKOHaHHS.
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BuABMEHHA €0HOCTI XYAOXHIX MPUHLMNIB Mae
NMpaKkTU4He i TeopeTUYHe 3HAYEHHS A1 Cy4YacHoro
MUCTeLTBO3HaBCTBA. [lo-nepLue, BOHO PO3LLMPIOE
YAB/IEHHA NP0 My3W4YHEe BUKOHABCTBO $K LificHe
SABULLLE, IHTErpytoUmn pi3Hi hopMn 3ByYaHHA B €4MHY
CUCTEMY XYLOXHbLOTO OCMUC/EHHS. [o-gpyre, nig-
Kpecsloe noTeHLUia/l MiXAMCLMNNIHAPHOIO Ajasiory,
30Kpema Mix My31MKO3HaBCTBOM, NMCUXOOTIE0 MUCTE-
LTBa Ta Negarorikol BUKOHaHHS. [o-TpeTe, OTpuMaHi
y3araslbHeHHS CTBOPOKOTbL METOA0/0rYHY 6a3y a/1s
nofanbLlUNX HAyKOBUX AOCNILKEHb, CNPSAMOBaHNX Ha
PO3KPUTTS YHIBEPCA/IbHUX MeXaHi3MiB iHTepnpeTal,i
MY3UUYHUX TBOPIB.

Takum YMHOM, y3arasibHIoI4a iges cTaTTi nonsrae
y NiATBEPMKEHHI TOro, WO BOKaslbHE, diopTeniaHHe
Ta XOpOBe BMKOHABCTBO, HE3BaXalun Ha crneundiky
3aco6iB 3ByYaHHs, 06'eQHYE ChifibHA XyO0XHS Npu-
pofa, sika 3abesneyye LiiCHICTb | IIMOMHY My3My-
HOro MUCTELTBa Ta CTBOPHOE MiArPYHTS 418 nojasib-
LLIOro PO3BMTKY Teopii Ta MpPakTUKM BUKOHABCLKOrO
MUCTeLTBa.

Cnig, 3ayBaxuTu, WO HaBeLeHi MPUHLMNN He
BMYEPNYHOTb YCIX MOX/IMBUX aCNeKTIB XyLOXHbOT
opraHiszaujii BMKOHaBCTBA, | BUSB/IEHHSA IHLIMX YHi-
BEpca/lbHUX 3aKOHOMIpHOCTEl CTaHe npegMeToM
NoAabLUNX JOC/iIKEHD.
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The commonality of artistic principles in vocal, piano,

and choral performance

The article addresses the relevant problem of a comprehensive understanding of musical
performance as a unified artistic phenomenon, examined through the examples of vocal,
piano, and choral performance. The necessity of generalizing common artistic principles is
emphasized, as these principles determine the figurative—semantic integrity of a musical
work’s performance and enable the interpretation of different types of performance within a
single conceptual paradigm. The purpose of the study is to identify and theoretically general-
ize the shared artistic principles of vocal, piano, and choral performance, taking into account
interpretative, intonational, artistic-imagery, and technical aspects. The research methodology
is based on a comprehensive musicological approach, which includes theoretical analysis of
scientific sources, the comparative method, an analytical-interpretative approach, and ele-
ments of system analysis. The application of these methods allowed for understanding dif-
ferent types of musical performance not in isolation but as interconnected components of a
unified artistic process. The results of the study confirmed that musical performance should
be considered as an integral communicative process, in which vocal, piano, and choral exe-
cution are united by shared artistic principles. Interpretative activity serves as a fundamental
mechanism for comprehending the composer’s intention, intonationality ensures the unity of
emotional and expressive content, artistic-imagery thinking shapes a holistic artistic image,
and technique functions as a practical tool for realizing these principles. The practical signif-
icance of the study lies in forming a comprehensive understanding of musical performance
as a universal artistic activity and in creating a methodological foundation for further research
in musicology. Prospects for future investigations include identifying other universal patterns
of artistic organization in musical performance and developing the theory of an integrative
approach to performance practice.

Keywords: vocal performance, piano performance, choral performance, interpretation, into-
nationality, artistic-imagery thinking, subordination of technique to artistic intention.
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Y cmammi 30ilicHeHO KOMrI/IeKCHe OOC/IIOXEHHSI MPoYecy Bokaslizayii CKpunkosoi napmii
Y ¢hpaHyy3bkomy ckpurkosomy koHyepmi XVIII cm. AkmyasibHicmbs memu 3yMmos/ieHa Heob-
XIOHICMIO NMEePeOCMUC/IEHHST 2EHE3UCY IHCMPYMEHMA/IbHO20 CMUJTO KPIisb MPU3My MIKBU-
0080I" B3aEMOOII My3U4HO20 meampy ma IHCmpyMeHmasibHo20 KoHyepmy. Memodosoais
00C/IIOXKEHHS IPYHMYEMbCS1 HA KOMIM/IEKCHOMY MiOX00i, WO BK/IK0YaE iCMOPUKO-CMusibosull,
2epmMeHesmuyHUl Memoou, iHmoHayiliHo-munosoaidHuli ma BUKOHaBsChbKull aHasi3. O6rpyH-
mosaHo, wo doba lMpocsimHuymsa cmasa nepesioMHUM emaromM y nodosaHHi abecmpak-
MHOI MexHIYHOI Bipmyo3HoCMi Ha Kopucmb iHMOHAYIUHO 3MICMOBHO20 BUC/IOB/TOBAHHSI,
de ckpurika nepebupae Ha cebe hyHKYl I0OCbK020 20/10Cy. [J0BEAEHO, WO XyOOXHSI KOH-
yenuisi (hpaHyy3bkoa2o IHcmpyMeHmasiiaMy 6asyembscsi Ha piBHOBa3i MiXX achekmom i payio-
Has/lbHOK Mipoto, Wo by/1a BuriekaHa 8 Haopax ornepHoi mpaduyii. PumopuyHicms ¢hpasu,
cumempisi nepiodudyHocmi ma sioeika nobyoosu My3Uu4HO20 BUC/IOBY PO32/1510at0mMbCsl K
rapamempu, Wo BU3Ha4U/IU MBOpYICMb MPOBIOHUX Malicmpis ghpaHyy3bKOI KOMIO3UMmop-
cbkoi wkonu XVIII cm. Po3kpumo 3HayeHHs1 (hilocoghCcbKoi kameaopil mimesis 5K K/o4o-
B020 ecmemu4yHOo20 OpieHMupy ernoxu. [JoBedeHo, Wo fpaczHeHHs1 ckpunasig 0o imimauyii
BOKa/IbHUX MeM6pIB npusesio 00 mpaHcghopmayii BUKOHaBCLKOT MexHIKU: rosisu creyucbiy-
HUX WMpUXiB, 0C06/1UB020 KOHMPO/TO «OUXaHHST CMUYKa» Ma BMPOBAOKEHHS «UWI/ISIXEMHO20
MOHy». Haykosa HOBU3HA OOC/IIOXEHHSI M0/1512a€ Y 3aCMOCyBaHHIi pUMOPUYHO20 aHasisy 0o
CMpYKmMypU CKPUNKoBo20 co/10. [p00EMOHCMPOBAHO, 5K K/lacu4Ha cXxema 0pamopChKoi po-
mosu (dispositio) — 8i0 sBcmyry (exordium) 0o BUCHOBKY (peroratio) — adanmyemscsi y ¢hopmi
KoHyepmy. Okpemul akyeHm 3p0671eHO Ha aHaslisi MoBifIbHUX YacmuH (Adagio), wo mpak-
myrombCst SIK «<iHCmpyMeHmasibHi apii». Y BUCHOBKax MIOKPECNEHO, WO hpaHyy3bKa CKpur-
Kosa wko/a 0obu MpocsimHuymsa cmsopusia yHikasibHy MOOe/Ib My3UYHO20 BUC/I0BY, WO
iHMeepyBana payioHasniam KaacuyucmuyHol moemuxku ma eMouyiliHy 6e3rnocepeoHicms rnepe-
dpomMaHmuyHol vymnausocmi. Mamepiasiu cmammi Maroms MpakmuyHe 3Ha4eHHs 07151 BUKO-
Hasyis-iHcmpymeHmasicmis, Wo npaaHyms asmeHmu4YHo20 npoyumanHs pernepmyapy XVIIl
cm., ma 00C/iOHUKIB icmopii eBponelicbKoi My3UKuU.

Knrodosi cnosa: ckpunkosull KoHyepm, doba [pocsimHuymsa, hpaHuy3bka CKpUrkosa
WwKona, My3u4yHa pumopuka, onepHa ecmemuka, Bokasizayis.

MocTtaHoBKa npo6Gnemu. [oba [NpocBiTHULTBA
CTasla nepenoMHUM eTarnoM A1 €BPONencbKoro
IHCTPYMEHTaU1i3My, BUCYHYBLUN HOBi BUMOIX A0 3MiC-
TOBHOCTI MY3M4HOI MOBW. Y dhpaHuy3bkKili KynbTypi
XVIII cT., oe OoMiHyBana ornepHa ecteTuka Ta KynbT
CNoBa, CKPWMKOBUIA KOHLEPT OMUHMBCS B €MiLeHTpI
noLyKy npUPOLHOro BWC/NOBMIOBaHHA. LlieHTpasib-
HOIO NPO6SEMOI0 LbOro nepiogy CTaso NoAosaHHA
abCTpakKTHOI BIPTYO3HOCTI Yepes3 BOKaslizalito iHCTpy-
MeHTaUs1bHOT NapTii. CKpunka Masia He NPocTo AeMOH-
CTpyBaTV TEXHIYHI MOX/IMBOCTI, & «MPOMOBAATU»
Ta «cniBaTu», Hacnigyrun AckbkWin ronoc. Jocni-
[PKEHHST LbOro npouecy Kpisb NpU3My pPUTOPUYHOT
Tpaauuil gae 3mory po3KpuUTU [IUOUHHI MexaHi3Mu
dhopmyBaHHA  (PpaHLy3bKOro K1acuyHOro CTUII,
Ae My3uyHa hopma nignopsaaKoBYETLCA NOrili opa-
TOPCbKOT NPOMOBM Ta €eMOLiliHi 6e3nocepefHoCTi
BOK&J/1bHOTO iHCLLEHYBaHHS.

AHani3 akTyasibHUX gocnipxeHb. MUTaHHA pos-
BUTKY €BPONENCLKNX CKPUMKOBUX LLKIST 06w MNpocBiT-
HMUTBa [0BOJ I'PYHTOBHO BUCBIT/IHOETLCA Y Cy4ac-
HUX  PyHOAMEHTa/IbHUX  MY3MKO3HaBUMX — Mpausx
(M. YepkawwuHa (1991), B. Pakoui (2021), A. Lles-
yeHko (2024), B. Masnosa (2017), H. lNypasnbHuK

(2005), /1. CkpunHuk (2009)). YKpaiHCbKi AOCAIOHNKA
[OKNafHO BMBYAKTb CTWUbOBI BUTOKM TBOPYOCTI
cKpunanie Ui€i 4obu, 3okpema ppaHLy3bkux, a came
X. Neknepa, Ox.b. BiotTi, . Poge, P. Kpeliyepa,
M. MaBiHbe, BKA3YyOUM Ha iXHill 3B'A30K 3 ManbyTHIMK
POMaHTUYHMMU TEHAEHLSIMW. TakKOoX 3HAYHUIA BHe-
COK 3p006/MeHO0 Yy [AOCNIIKEHHSA >XaHPy CKPUMNKOBOIO
KOHLIEPTY PI3HMX HaLUiOHaNIbHUX KOMMO3UTOPCLKUX
wkin (I. YecneHcbka (2020), A. lNonska (2020), I. Nan-
TeBa (2010), H. CamocTpokoBa (2021), A. Fopoatok
(2023)).

Cepef 3apybixHUX npatb 0CO6NBY LiHHICTb Ma€e
TpuTOoMHa po6oTa J1. gae fla JlopaHci «dpaHuy3bka
CKpUMKoBa LLKosa Big, Slonni o BioTTi» (1922-1924),
y SIKill NpeAcTaBeHo yHikasibHi GiorpadiyHi BigomocTi
Npo BiLOMUX | MaNOBILOMUX Y HaLLi AHI dopaHLy3bKUX
ckpunanis (La Laurencie, 1922-1924). OocnigHuK
3AiACHNB OrNsi, TBOPYOCTI KOXHOMO 3 HMX Ta HaBiB
CTUCNNIA aHani3 AesKMX TBOPIB. Y TPETbOMY TOMi pO3-
rnsHyTo negarorivHi Tpaktatn XVII— XVIII cT. 3aranom
y 3apyOiKHUX LOCMIIXKEHHSIX PO3I/IAHYTOr0 iCTOpUY-
HOro nepiofly MOXHa OKpec/MT1 ABa Hanpsmu — 6io-
rpacpivHi npaui: moHorpadii P. Dxa3orto (Giazotto,
1956), M. fenna6oppu (Dellaborra, 2006), B. flicTepa
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(Lister, 2009) Ta aHaniTU4Hi [OCNIMKEHHS: npadj,
y AKMX NPeACcTaB/IeHO aHasi3 OKpeMUX TBOPIB (hpaH-
Ly3bKux ckpunanis-komnoautopis XVII-XIX cT. (King,
1984; Tung, 2001), po3KpUTO (PeHOMEH cMaky $K
eCTeTUYHO! KaTeropii gopaHLy3bKOi MY3UYHOT Ky/lb-
Typu XVIII cT. Ta iioro Bn/iMBy Ha (hopmyBaHHSA KOM-
No3nTOPCHLKOI iHAMBIgYyansHocTi (Tung, 2001).

FMMGOKMM aHaNiTUYHUM MNiAXOA0M BUPI3HAETLCS
hyHOaMeHTaslbHa npaus 6puTaHCbLKOro AocnigHuka
P. Ctoyenna, npucesiieHa aHaslisy BUKOHABCbKOT TeX-
Hikn (Stowell, 1985). ¥ Hu3Li pO3BIOK, WO MawTb
BY3bKy neAaroriyHy CnpsiMoBaHiCTb, BAPTO BiA3HAUNTM
pocnimpkerHs J1. CoH (Sohn, 2003), wo poskpusae
Npo6aemMy BMBYEHHSA IHCTPYKTUBHO-XYLO0XHIX TBOPIB
M. balio, P. Kpeiuepa Ta M. Poge. [eTanbHi acnektu
MY3WYHOT PUTOPUKM Ta ecTeTuku MNpoCBITHMLTBA PO3-
rnaganncsa y pobotax BiTunsHaHUX (A. NMonoea, 2015;
O. Xonopakos.a, 2023; H. bawmakosa, 2017; J1. Kacbs-
HeHKo, 2024) Ta 3apybikHux HaykosuiB (A. Mocek,
2019; P. McCreless, 2008; B. Karosi, 2014; D. Bartel,
2003; J.L. Dissmore, 2017; U. Golomb, 2008), wwo
JalTb pyHAAMeHTalbHe PO3YMIHHA TOro, K puTo-
puka npautoBasia B pofi «eTUYHOIO XecTa» i «MOBU
emoLii».

MpoTe, He3BaXawun Ha 3Ha4Hy KiSIbKICTb PO3-
BiJOK, (beHOMeH BoOKani3auil CKPUMKOBOT napTii fAK
LiNIiCHWIA eCTEeTUKO-PUTOPUYHUIA acnekT dpaHLy3b-
KOro KOHLIepTy noTpebye [OAATKOBOro TEOPETUYHOIO
OCMUC/IEHHS!, OCOG/IMBO B KOHTEKCTI 6esnocepes-
HbOrO BMIMBY OMEPHMUX XXaHPiB Ha IHCTPYMEHTaJIbHY
KaHTWUEHy.

MeTta crtatTi nonsrae y BWSIBNEHHI Ta aHanisi
€CTETUKO-PUTOPUYHNX YMHHMKIB, L0 3yMOBWIM BOKa-
ni3awito CKpUNKoBOi NapTil y hpaHLy3bKOMY KOHLEPTI
[06u TpoCBITHALTBA, a TakoX Y AOCNILXEHHI BUKO-
HaBCbKUX MexaHi3MiB peani3auil «CniBy4yoro CTU/I»
y TBOPYOCTI MaliCcTpiB Napu3bKoi CKPUMKOBOT LLKOSIN.

MeTtoponoria pocnimpKeHHA ['PYHTYETbLCA Ha
KOMMNAEKCHOMY Migxo4i, L0 BKAHOYAE Taki MeToau:
iICTOPUKO-CTUNBOBUIA — A1 PEKOHCTPYKLUIT MUCTeLb-
KOro KOHTEKCTy [06u [MpocBiTHMLTBA Ta eBostoLjii
)XaHpy KOHLEPTY; repMEHEBTUYHUIA — ONs iHTepnpe-
Tauil My3uYHMX TEKCTIB SIK PUTOPUYHUX CTPYKTYp Ta
BUSIB/IEHHS MPUXOBaHUX CMWUCNIB IHCTPYMEHTa/TbHOI
«MOBW»; IHTOHAUINHO-TUNOMONYHNIA aHaniz — ans
NOPIBHAHHA BOK&J/TbHUX XaHpiB 3 MeNOoANKOI CKpuUM-
KOBUX KOHUEPTIB; BMKOHABCbKWI aHanis — A
BMBYEHHS CneLndiYHNX TEXHIYHUX NPUIAOMIB (apTUKY-
nAuis, WTpKxm), Sk 3abesnevysanv equekT Bokaslisa-
LT 3BYKY.

Pe3ynbTtaTin Ta ix 06roBopeHHs. Y dinocoqii Ta
mMucTeuTsi XVIII CT. K/TIOYOBUM KpUTEPIEM €CTETUYHOT
[OOCKOHa/10CTi CTaB NpuHUMN mimesis (HacnigyBaHHSA
npupoaun). MNpu ubomy ana mucnutenis NpocsBiTHK-
uTBa npupoga posyminacsa nepepycim sk BTiNEHHA
rapMOoHii, po3ymy I NpMpPOAHOro Nopsiaky. BianosiaHo,
M MUCTEeUTBO Masio He MPOCTO KomiloBaTu BuAvMe,
a BIATBOPKOBATUM NPUPOAHI 3aKOHW BUPAKEHHS
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NOYyTTiB. Y My3uli ue HacnigyBaHHSA NpPOSBUIOCA
nepedyciM y MparHeHHi BigTBOPUTW iHTOHaUiiHY
npupoay NHACLKOro roslocy — MOro AuMxaHHs, dpa-
3yBaHHSA, THYYKICTb, 34aTHICTb nepegasaty adiekTu
yepes TOHasIbHI BiATIHKM.

3rigHo 3 nornggavn [. dinpo, XK.->XX. Pycco, kpaca
MMUCTeuUTBa nonsrana B «MpUPOAHOCTI» BUPaKEHHS,
TOOTO B HAGMMKEHHI A0 CNOCO6Y, AKUM MOYyTTS NpPo-
ABMAKTLCS Y XMBI NOACHKIN MOBI. Tak, XX.-)K. Pycco
B TpakTarti «[1po BUHUKHEHHS MOB» MNucas, L0 came
Menogisas € MOBOK MPUCTPAcTel, OCKiIbK/ NOBTO-
pto€ iHTOHAUiHY fOriKy ronocy, nepLli 3ByKM SIKOrO
3ymMoB/ieHi came npucTtpacTio (Rousseau, 1782).
TakvuM 4vHOM, mimesis y My3uui [MpocBiTHULTBA
O3Ha4yaB BTINIEHHS MNPUPOAHOT eKCcnpecii  NIANHN,
Hacamnepes y 3Byui. Llein igean 6e3nocepefHbo
BMN/IMHYB Ha PO3BUTOK EBPOMENCLKOr0 iHCTPyMeEHTa-
ni3my, 0co6/IMBO PO3BUTKY CKPUMKOBOIO MUCTELTBA,
TOMY WO CKpunkKa po3rnsganacs SK Hakbnmkuunia
aHas10r JII0ACbKOro rosiocy, siK iHCTPYMEHT, 34aTHWIA
Hacnigysatn Becb CMNekTp adekTiB NHACHKOT AyLui.
Y Tpaktatax ckpunanie XVIII ct. — X.-M. Jleknepa,
k. DkeminiaHi, J1. MouapTa — HarofoWyeTbCA Ha
TOMY, LLO ifeasibHWIl BUKOHABELb Ma€e rpatu Tak, siK
cniBae rapHuin cnisak. Ansa XX.-M. Jleknepa «kpaca
3BYKy» (la beauté du son) i «WASAXETHICTb TOHY» (/e
ton noble) 6ynn HeBiA'EMHUMU Bif, YMIHHS iMITYBaTh
npupoaHe 3By4YaHHs noacbkoro rosocy (King, 1984).
Lle HacnigyBaHHA BM3Ha4Yas10 camy /10riKy nobyaoBu
opasn: KOXEH MOTUB TMOBUHEH «AumxaTu», KOXHa
KaJeHUuia — MaTu NyHKTyaLio, Ky MOBI. Y dhpaHuy3b-
Kil CKPUMKOBIM Tpaauuil uein nNpuHUMN I'pyHTyBaBCS
Ha TOMY, L0 BMKOHaBELlb MOBUHEH BOMOAITU TEXHI-
KO, ane npuxoByBaTy 1 3a NPUPOAHICTIO iHTOHALT.
OTxe, 3BYKOYTBOPEHHS, LUTPUXK, AMHaMIKa i1 TemMbp
niAnopsAKOBYBa/IMCA MOBHIl pUTOpUL.

[na peanizauii ineany mimesis ckpunani XVIII cT.
BMPOGUAN 0CO6NMBY BMPA30BY TEXHIKY, CMPSMOBaHy
Ha MPUPOAHICTb i NNAaCTUYHICL 3BYKY. 3acagHUunMm
npuioMamy L€l TEXHIKM CTaM KOHTPOJSibOBaHe
BIOpATO, L0 Hacnigye MiKpOKOIMBaHHSA ronocy; nerke
legato AK aHanor BOKasIbHOTO AMXaHHSA; AMHaMivyHa
FHYYKiCTb i nnaBHi crescendo, LLO iMITYIOTb XX1WBE MOB-
NIEHHST; apTUKyNsLUiiHa BUPasHICTb, NOAIOHA A0 AWK-
Uil cniBy; BUKOPUCTaHHA KaHTU/IEHU SK BULLOT hopMU
My3u4HOro Bucnosy. Came 4yepes Ui 3acobm ckpun-
KOBE MWCTELTBO HabyBasio puUC «MYy3UYHOrO Kpac-
HOMOBCTBa», Y AKOMY KOXHa (hpasa cTaBasia akTom
MOBJIEHHS.

Mpn ubOMy HacnigyBaHHSA rosiocy He 6yno camo-
LN, a Masio rAMbLInA 3MICT: BOHO MaJ10 nepeaaru
LWMpiCTb  adiekTy, NPUPOAHICTL JIIOACHKOI  eMouji.
BignoBigHO Ao Teopii adekTiB, My3uka mMasia npo-
OympKyBaT! B Cyxa4yeBi Taki X MOYyTTs, sKi nepe-
XMBa€E BMKOHaBelb. [MpoTe, Ha BigMiHY Big, iTaniii-
CbKOro eKCnpecinHOCTI, hpaHLy3bKNil CTUNb BUMMaras
€eMOLiiHOT CTPMMAaHOCTI, «MPOCBIT/IEHOI» MOYYTTE-
BOCTI. TakMm YMHOM, Y CKPUMKOBOMY MUCTELTBI 406K
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MpocBiTHMLTBA Mimesis HabyB 3HaYeHHS ETUYHO-
€CTETUYHOIO MPUHLUMMNY, Ae NPUpPoAHICTL Byna mipu-
JIOM iCTUHW, MpOCTOTa — NPOSIBOM Kpacu, a iHToHa-
Lis JII0ACLKOro ronocy po3yminach fIK yHiBepcasibHa
MoZeslb My31UYHOTO BUC/IOBY.

dpaHLy3bKuii KnacuyHuii IHCTPYMEHTanNi3M
XVIII CcT. He BMHUK i30N1b0OBaHO — /iOr0 DOPMYBaHHS
Bif0OyBanocsi y TICHOMY 3B'SI3Ky 3 €BOJIOLIE onep-
Horo mucteutsa. Came B Hafpax OMepHOro XaHpy
BM3piNa Ta XYAOXHSA KOHLEMLia, Wo 3ro4oM BU3HA-
ynna xapakrep paHLUy3bKOi KNacUYHOI MY3UKMU,
a came piBHOBara Mix adpektom i Mipot, MK puUTO-
PUYHOK BUPA3HICTIO Ta CTPYKTYPHOK ACHICTHO.

Bina BuToKiB LbOro npouecy ctoiTb XK.-B. Jlronni.
MMepeKkoHyUM Cy4vyacCHMKIB, L0 My3uKa Mae O6yTu
[3epKasioM XMBOI MOBM, BiH PO3PO6VB NPUHLMN PUT-
MIYHO CTPYKTYpOBaHOI Menogji, Wo MakCMasibHO
HabnmkeHa A0 NPUPOAHOI MOBMEHHEBOI iHTOHALI.
Llei npyHumn, WO NepBUHHO BUHMK SIK BOKaslbHa Tex-
Hika, 3rogoM CTaB KOHUENTyas/lbHUM (OyHAaMEHTOM
ana dopmyBaHHA ppaHLy3bKOi IHCTPYMEHTasIbHOI
CTUNICTUKN. PUTOPWYHICTL Menogii, noriyHa noo6y-
[oBa pasu, CMMeTpIa i NepioguyYHICTb MY3U4HOrO
BMC/IOBY — YCE€ Lie CTas10 MOAE/NI0, AKOK KepyBasImcs
(ppaHLy3bKi KOMno3nTopu-iHcTpymeHTanictu XVIII cT.
(K.-M. Neknep, ®. KynepeH, ®. Foccek). Pedpopmy-
toum onepy, XK.-b. Jltonni BogHovac 3aknas nigBaivHu
MY3UYHOT PUTOPUKW, L€ KOXHA IHCTpyMeHTaslbHa
hpasza nouvHae COyHKLIOHYBaTW SK BaroMuii apry-
MEHT abo0 pensika B yaBHOMY Aiasiosi.

HacTynHuii eTan eBositoLii nos’a3aHnii 3 K.B. [to-
KOM, SIKMIA BWUCTYNWB NOCAIAOBHVMM MPOLOBXYBavyem
inen X.-b. Monni. K.B. [0k yTBepAMB NPUHLMMN HEMO-
[iNbHOT €AHOCTI Aji, emMouii Ta My3MYHOro BTIIEHHSA,
O OCTaTo4YHO 36713110 OMEepHy CLUEHy 3 opatop-
CbKOI0 NpomoBoto. Came UAa igea — nignopsaaKyBaHHs
MY3UYHOT CPOPMU  JIOTiLi BHYTPILUHLONO PO3BUTKY
noyyTTa — TakoX 6e3nocepefHbO BM/IMHYNA Ha
opaHLy3bKy CKpUNKOBY LIKOAY. KOHLEPT, SK i onepa,
MOYMHAE CNpUAMATNCA BOAHOYAC SK AeMOHCTpaLis
TEXHIKM | SIK ApamMaTU4yHUn AUCKypc, Ae COMicT Befe
Jianor 3 OpkecTpoM 3a 3aKoHamu My3UYHOT JOTiKW.
[NtoKiIBCbKa  KOHLENUiA NpUPOAHOCTI  NepexoanTb
y IHCTpyMeHTasniaM SK BMMOra siCHOCTI (opasyBaHHs,
TeMaTMYHOI OpraHivyHoCTI, iHTOHaUiiHOT MOBW, 6/1M3b-
KOI [0 /TI0ACHKOr0 MOBJ/IEHHSA.

Buxogsum 3 umx O6GCTaBUH, MOXEMO CTBEPOXKY-
BaTh, WO gopaHLuy3bkuin koHuepT XVIII cT. ycnagky-
BaB Bif onepu adekTHy PUTOpuKKY, TOBTO cuctemy
MY3MYHUX XKecTiB, piryp i Tem6piB, WO BUpaxa-
I0Tb KOHKPETHI emoujii. ®paHLy3bki CKpunani-kom-
Mo3nTOPU OpPIEHTYBANINCA Ha OMNepHy MoAesnb fia-
fiory, [fie COMiCT BWUCTYNaEe aHa/iofOM BOKa/IbHOro
nepcoHaxa, a OpKecTp — WOro CueHiYHUM cepefa-
OBMLLEM. Y LbOMY KOHTEKCTI BWKOHABCbKUIA CTW/b
TakoX 3a3HaB pPediopMyBaHHS: 3aMiCTb HaMIpHOT
BIPTYO3HOCTI 3'ABNAIOTLCA OpaTOpCbKa ACHICTb 3BY-
KOBEAEHHS, IHTOHaUiNHA AUKUisS, THy4YKe AUXaHHS

opasun. PpaHLy3bKUA IHCTPYMEHTaTI3M CTae «MOBOH
6e3 cniB» — MNPOJOBXEHHAM PUTOPUYHUX MPUHLM-
nie X.-b. /onni Ta K.B. Mioka, ane Bxe y cdepi
IHCTPYMEHTa/IbHOro 3BYKYy. 3peLuTolo, came 3aBasiku
Lji cnagKoEMHOCTI hpaHLy3bka CKpUMKOBa LUKOMa
XVIII cT. Habyna o3Hak, SiKi BU3Ha4aloTb ii CBOEpIA-
HICTb: /10riYHa NobyaoBa, rapMoHist oopMu, eMoLiiHa
Mipa, iIHTeneKkTyanbHa Ky/ibTypa BUKOHaHHS.

OfHielo 3 HaBaX/IMBILLMX 0COGAMBOCTEN My3MY-
HOr0O MWCMEeHHA [o6u [MpocBiTHUUTBA € Mboke
MPOHUKHEHHST PUTOPUYHMX MPVHUUMIB Y  MY3UYHY
KOMMO3ULi0 Ta BUKOHABCTBO. Y Lei nepiog my3uka
YCBIZLOM/IIOETLCA AK PI3HOBWUA, MOBJIEHHA, & KOMIMO-
3UTOP i BUKOHaBELb — SK OpaTopu, WO NPOMOBAIOTb
00 po3ymy i cepusi cnyxada. Takuil nigxig BusHa-
Yyae Ii BHYTPILLHIO /10TiKy NOGYA0BY My3MYHOT hopmMMu,
30Kpema y XaHpi CKPUMKOBOIO KOHLLEPTY.

PuTtopryHa Teopis, 3acHOBaHa Lle B aHTUYHOCTI,
MPOMOHyBasa YiTky CTPYKTypy ny6ni4HOro BUCTyny —
dispositio, TOGTO opraHisauito NPOMOBKM Y NOC/IA0BHI
yactuHu: exordium (BcTyn), narratio (Buknapg),
confirmatio (aprymeHTauis), refutatio (cnpoctyBaHHs)
Ta peroratio (BUCHOBOK). CONICT Yy CKPUNKOBOMY KOH-
LepTi Aie nogibHo Ao opatopa. Moro BeTyn (exordium)
Ma€e NPMBEPHYTY yBary criyxada, BCTAHOBUTU eMOLili-
HWI1 KOHTaKT, CTBOPUTM JOBIpY. 3a3BMyaii Lie KOPoTKMii
BCTYMNHUIA Nepiod, Y SKOMY MY3UKaHT HIbU «BUXOAUTb
Ha cLeHy» i nofae CBili r0710C — CTPMMaHO, LUIAXETHO,
ane BupasHo. [ani ige narratio — BuUKnag My3uuy-
HOro «Te3ncy», TO6TO ro/I0BHOI TemMu, sika chopmy-
0€E 3MICT nofasibLLOi aprymeHTauii. BoHa mae 6yTn
SICHO0, CMiBYYOH0, IHTOHALLINHO 3p03yMmiso, 60 came
TYT DOPMYETLCA «TEeMa NPOMOBU», Te, L0 CKpUNasib
Oyae po3BMBaTU NPOTArOM YCIi€l N'eCU. Y UEHTpasib-
HUX po3ginax koHuepTy (confirmatio, refutatio) my3n-
KaHT nepexoanTb A0 NepeKkoHaHHs cayxada 3a Aono-
MOTOHK PO3ropTaHHA TEXHIYHMX | BMPA30BUX 3aco0iB.
Lli yacTMHM 3a3BMYali HacM4YeHi gianoramu Mix cosic-
TOM | OPKEeCTPOM, KOHTpacTamMu pericTpie, TemaTuny-
HUMK TpaHcdhopmauismu. BoHn HarafyoTb AUChyT,
e cKpunasib «[0BOAUTb» MPaBOTY CBOIX MY3UYHUX
aprymMeHTiB, a OpPKecTp Moxe abo nigTpumMmyBaTty,
abo «3anepeuyBatu» iX. Came TyT HapOOXYETbCA
JpamaTvyHa Hanpyra y puTOpUYHOMY MNosi Aianory,
LLLO anentoe A0 yBarn il emouiii cnyxada. ®iHan KoH-
LepTy — peroratio — BUKOHYE OYHKLIiIHO y3arasibHEHHS.
Lle emouUiHO-MiACYMKOBUIA BUCHOBOK, A€ CKpunasb
MOBTOPHOE OCHOBHY iAelo, ane 3 BULUM CTyNeHEM
NepPEeKOH/IMBOCTI. TYT MOXe 3'ABUTUCS iIMMpoBi3aLiiHa
KafleHuia — cBOepigHa oparopcbka Ky/nbMiHaLis,
y SIKili CONICT AEMOHCTPYE 3[4aTHICTb iMNPOBI3yBaTH,
NiACYMOBYKOUM  €MOLAHO-IHTENEKTYya/IbHUIA  3MICT
TBOPY. KajeHuis B LUbOMY CEHCI € He «npuKpallaH-
HSAM», @ PUTOPUYHMM XECTOM, SKWIA 3aBepLUyE Npo-
MOBY 3 MaKC/MMaJ/IbHOK NEPEKOH/IMBICTIO.

TakyuMm 4mMHOM, 6yAoBa COMO Y CKPUNKOBOMY KOH-
uepTi XVIII cT. rpyHTYeTbCA Ha npuHumnax dispositio:
NOCNIAOBHOCTI apryMeHTIB, /1OrYHIA €4HOCTI YacTuH,

ISSN 2786-8079 (print), 2786-8087 (online)

55




m MNIBAEHHOYKPAIHCbKI MUCTELbKI CTYAII

IHTOHALiHI MOTUBALLT KOXXHOrO efnlemMmeHTa. 3aBAsiku
PYTOPUYHIA opraHi3auii KOHLEpPTY ckpunasib CTae He
TiNbKW iHTEppeTaTopom, ane i cniBTBOpLEM My3ny-
HOro cmucny, Befe cryxada [0 HbOro, NepPeKoHye,
3a/lyyae y cnisnepexuBaHHs. Came US KOMYyHika-
TMBHA (OYHKLUIA — 34aTHICTb NPOMOBAATVM A0 Ayl
yepe3 3BYyK — CTasla OJHIE 3 BU3HAYa/IbHUX PUC
opaHLy3bKOi  CKPUMKOBOT LiKOAX [MpOCBITHMLUTBA.
BoHa nepeTBOpOE KOHLEPT Ha «opaTopito 6e3 cnis»,
Y SIKiiA 3BYYUTb ifesi FyMaHICTUUYHOrO Ajasiory MixX BUKO-
HaBLeM i cBiToM. poBigHa ponb y LbOMY MNPOLECI
Ha/IeXWTb AjiaoriyvHin NPUPoAi KOHLEPTHOrO XaHpy,
WO 6a3yeTbCsA Ha PUTOPUYHUX NPUHLMNAX aHTUYHOI
avicnytauii. MopibHo [o NpoMOBM opartopa, KOHLEepT
PO3ropTaeTbCs K /IOFIYHO MOTMBOBaHWI 0OMIH peni-
KaMmu MiX ABOMa ronocamMu: OpKecTpoMm, kvl npea-
CTaBNSE KONEKTUBHE Ha4yas10 — po3yM, Mipy, cTabisib-
HICTb, | COMICTOM, KU YOCOO/THE IHAMBIAYaTbHICTD,
€MOLI/HICTb, TBOPUUIA iMAY/IbC. Y pe3y/brati My3uyHa
CTPYyKTypa CTa€ pPUTOPUYHO OCMWUCIIEHOK: KOXEH
TEMATUYHWI eNeMeHT Mae CBill «TOH rosiocy», apry-
MEHT Ta iHTOHaLiiHe 3abapB/1eHHS.

OpHieo 3 HalxapakTepHilWnx puc paHLy3bKoro
CKPWMNKOBOTO KOHLepTy A06u MpocBiTHMLTBA € Oro
rnnboka Bokanisalis, NparHeHHs HagaTh IHCTPYMEH-
TasSIlbHOMY BVC/I0BY B/1aCTUBOCTEN NIOACHKOrO rosocy.
Y UbOMYy BUSBMASETLCA i TO/IOBHOMO €CTETUYHOIO
MPUHUMMY enoxXun — mimesis, HacnigyBaHHA Npupoau,
a omTXe, /i NOACLKOTO MOBMEHHS. [MOBINbHI YaCTUHU
KOHLEpTiB, 3a3Buyaii nosHaveHi Temnamu Adagio
abo Andante, NepeTBOPIOOTLCA Ha MPOCTIp IHTUM-
HOT [Aeknamadji, CTaloTb CBOEPIAHMMU IHCTPYMEH-
Ta/IbHAMKW apisMu, y KX CKpUNKa noctae sk Cniso-
yuii ronoc, 3aaTtHuli nepegaBaTt HAMTOHLLI €MOLLiHI
CTaHw.

Y cKpunkoBmx KoHuepTax XK.-M. Jleknepa,
Dx.B. ne CeH-XXopxa, a nisHiwe [Ix.b. BioTTi Adagio
4acTo BIAKPMBAETLCA CMiBYYOK KaHTUIEHOKO CONICTA,
O CYNPOBOMKYETLCA CTPUMAHOK TaPMOHIYHOK
NiATPUMKOIO OpkecTpy. Takuii Tun nucbma b6e3noce-
pefHbO Hacriaye apiosHy ¢oopmy, Yy SKii FONIOBHUM
€ «guxaHHa» dpasu, ii NpupogHa IHTOHaLiiHa Norika.
TyT cKpunka 3By4MTb K FO/10C ChiBaka, L0 BWUrosio-
LWYE MOHO/ON, MOBHWUIA BHYTPILWHLOI CTPUMAHOCTI,
ane eMoLjiliHO Hacu4yeHuit. TuNoBMM NPUIOMOM CTaE
BMKOPUCTaAHHS PeynTaTvBHUX 3BOPOTIB, HEBENKUX
iMOpOBI3aLiiHNX KageHUii, IHTOHaLiiHMX MOBTOPIB,
L0 HaragylTb PUTOPWYHI May3n y BOKaslbHilA MOBI.
Komno3ntopu Hibn «OXUBMHOKOTbL» CKPUNKY, 403BOSS-
oy i roBopuTn y hopmax, 3BUYHUX A5 ONEPHOro
BMCNOBY. Y pesynbtati Adagio noctae emouiiiHum
LEeHTpOM Yyciel apamaTyprii, CBOEPIAHUM MOMEHTOM
3YMUHKL Yacy, KON TeXHIYHa BipTYO3HICTb nocTyna-
€TbCHA eMOL,iliHIl LWMPOCTI.

OcobnuBICcTIO  (hpaHLUy3bKoT Tpagmuil € Takox
TSXKIHHA 0 eneriiiHoro ToHy. barato Adagio Ha6nu-
XaKTbCA A0 XaHpy pOMaHCy 3 MOoro NpocToK Meso-
VKOO, NIaBHOK TFapMOHIED, KaMepHOH LUMPICTHO.
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Lle He puTopnuyHe nadpocHe BUC/IOBMIEHHS, a HiXHA
CMoBidb, «My3MKa MO4YyTTS». 3aMiCTb KOHTpacTiB
TYT NaHye 6e3nepepBHa NiHis cnisy, L0 BUMarae Bif,
BMKOHaBLSA KOHTPOJIO AMXaHHSA CMUYKa, BMIHHSA CTBO-
ptoBaTV AMHaMiYHi rpagauii, noAibHi A0 iHToHaul
XKMBOTIO ronocy.

TakvMM YMHOM, MOBIMbHI YaCTUHU PpaHLy3bKMX
CKPUNKOBMX KOHUEPTIB A06u MpocBiTHMLUTBA DYHK-
LiOHYIOTb SK IHCTPYMEHTaUTbHi apii, y AKMX CKpunka
HabyBae poni cniBaka-opatopa. Lli Adagio penpe-
3EHTYIOTb CUHTE3 [BOX €CTEeTUYHMUX ifeaniB: BOKa/lb-
HOro — «BMpasHuii cniB» (chant expressif) Ta iHCTPy-
MEHTa/IbHOTO — «LUISIXeTHA MaHepa BUKOHaHHA» (jeu
noble), wWo 3nuBawTbCcA Yy €anHy opMy CchiBy4ol
Aeknamadji. Yepes Take aHpoBe 30/MKEHHSA Hapo-
[KYETbCSA HOBUIA TUM KOHLLEPTHOrO BUCMOBY — JTIPUKO-
ApaMaTuyHuiA MoHonor 6e3 cniB, y sSikoMy emoLljiliHa
CTPUMaHICTb  (PpaHLy3bKOro CTUK0 MNOEAHYETLCA
3 EeKCMPEeCUBHICTIO iTaslilicbkoi KaHTuieHn. OTXe,
Adagio dpaHuy3bkoro koHuepty XVIII cT. BTiAE
ifeasn «My3M4HOT MOBW MOYYTTS», Y SIKiiA CKpUnka Bif-
TBOPIOE iIHTOHAL,ii /TIOACBKOr0 cepust. Y UbOoMy SBULLI
MOXHa No6aYnNTN CNPaBXKHIA «MICT» MK BOKa/TbHOH)
ecTeTKo 6apOoKOBOI onepu i KaMepHO-/TiPUYHNM
BMC/I0BOM POMaHTUYHOI 06K,

B1CHOBKM Ta NepCNeKTUBU NOAANbLUNX HAYKO-
BUX PO3BifoK. MNMpoBeAeHe AO0CNIMKEHHS Aae 3mMory
cTBEpOXyBaTy, Wo noba MNpocsiTHALTBA cTana Bupi-
LWaslbHUM eTanom y NofosaHHi abCTpakTHOI BipTy03-
HOCTI Yepe3 uisiecnpsaMoBaHy BOKani3aLito CKpUMNKo-
BOI napTii. MpoBigHNM YAHHUKOM LibOro npoLecy cTaB
€CTETUYHWI MPUHLMN Mimesis, 3rigHO 3 KM CKpunka
noyana CnpunmaTncs K HalbAKXYMn aHanor na-
CbKOro rosiocy, 34aTHWA BIATBOPKOBATU MPUPOLHY
IHTOHAL,iiHY JTOTIKY Ta ANXaHHS.

3’acoBaHoO, WO hpaHLy3bKUA KNAaCUYHUIA iHCTPY-
MEeHTani3M BU3PIB Y MeXax OMepHOoi ecTeTuku, ae
naHyBaB ifeas piBHOBary Mix adektom i CTpyk-
TYPHOK scHicTio. lMpuHumn déclamation mesurée
X.-B. Monni, noyaTkoBo PO3po6aeHnli K BOKaslbHa
TEXHiKa, CTaB KOHUeNTyas/lbHUM (PyHAaMeHTOM A/is
IHCTPYMEeHTas1IbHOT CTUNICTUKN. BiH TpaHcdopmyBas
My3u4Hy hpasy, HagasLuu i QyHKLA aprymeHTy abo
penniku B ysiBHOMY ApamMaTuyHoMy Aianosi. CBOE
yeproto, pedopmn K.B. Ioka Wwo[o0 eAHOCTI emoui
Ta BUC/IOBY OCTATOYHO 3aKpinuan 3a XaHPOM KOH-
LEepPTy cTaTtyc «ApamaTuyHOro AWCKYpCy», Ae COMiCT
B3aEMO/IE 3 OPKECTPOM 3a 3aKkoHamMu TeaTpasibHOl
norikn.

O6rpyHTOBaHO, WO nobyaoBa CKPUNKOBOrO COSO
y XVIII cT. cnnpanacsa Ha 3akOHW KNacWYHOI pUTO-
pukn (dispositio). BvkoHaBelb Yy KOHUEPTI BUCTYyNae
B pONi opatopa, 4Ma NpoMOBa pO3ropTaeTbCs Bif
BcTyny (exordium) 4O NiACYMKOBOrO Yy3aras/ibHEHHS
(peroratio). Lle nepeTBOpIOE IHCTPYMEHTa/IbHWIA TBIp
Ha «opartopilo 6e3 cniB», Ae KoXHa iHToHauis cnps-
MOBaHa Ha /1oriYHe nepeKkoHaHHs Ta emoliiHe 3any-
YeHHs cryxada. [oBefeHO, WO MNOBI/IbHI YacTUHM
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(ppaHLy3bknx KOoHUepTiB (Adagio) (yHKLIOHYOTb SK
iHCTpYMEeHTasIbHI apii, cTaloum MOMEHTOM HaliBULLOI
€MOLINHOT WMpPOCTi.

Takum unHOM, (ppaHuUy3bka CKpPUMKOBa LUKOMA
[o6u  TMpocBiTHMUTBA cchopmyBasia  YHika/lbHUIA
NipUKo-gpaMaTnyHniA TN BUCNOBY. 3aBOAKU PUTO-
pYYHIli OCMWUCNEHOCTI Ta BOKaslbHI Npupodi 3BYyKY
Lel CTunb cTaB ICTOPUYHMM «MOCTOM», L0 NOEAHAB
paujioHasibHy ecTeTuKy 6apoKo 3 KaMepHO-NipUYHO
CroBiaA ManbyTHbOT POMaHTUYHOT A06MW.

Mopanblie BUBYEHHSI MOPYLUEHOI MpobiemaTuku
BiOKPMBAE [eKi/ibka CcTpaTeriyHux Hanpsamis A/
NOrNNGAEHHS HAYKOBOTO AMNCKYPCY, SIK-OT: MOPIBHA b-
HWI1 aHaui3 HauioHasIbHMX LK Ao6u MpocBiTHULTBA
0N BUSIBMIEHHS cneumivyHnX MexaHiaMiB agantauii
ONEepHOT PUTOPVKN B PI3HMX HAaLOHa/IbHUX KOHTEK-
cTax; mornnbneHuii aHanis iHCTPYKTUBHO-Neaaroriy-
Hol niTepatypu XVIII CT. 32419 NpakTUYHOT PEKOH-
CTPYKLi cneungiyHnX LWTPUXIB, AMHAMIYHKX rpagaLii
Ta BibpaTo, WO 3abe3nedyyBann edekT BoKastizauil
3BYKY B aBTEHTUYHOMY BMKOHABCTBI.
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The article provides a comprehensive study of the process of vocalizing the violin part in
the 18th-century French violin concerto. The relevance of the topic is driven by the need to
rethink the genesis of instrumental style through the prism of intergeneric interaction between
musical theater and the instrumental concerto. The research methodology is based on an
integrated approach that includes historical-stylistic, hermeneutic, intonational-typological
methods, and performance analysis. It is substantiated that the Enlightenment era became a
turning point in overcoming abstract technical virtuosity in favor of intonationally meaningful
expression, where the violin assumes the functions of the human voice. It is proved that the
artistic concept of French instrumentalism is based on a balance between affect and rational
measure, nurtured within the opera tradition. Rhetorical phrasing, symmetry of periodicity,
and the logic of musical utterance are considered parameters that defined the work of leading
masters of the 18th-century French school of composition. The significance of the philosophi-
cal category of mimesis as a key aesthetic landmark of the era is revealed. It is demonstrated
that the violinists’ aspiration to imitate vocal timbres led to a transformation of performance
technique: the emergence of specific bow strokes, specialized control of “bow breathing”,
and the introduction of a “noble tone” (son noble). The scientific novelty of the study lies in
the application of rhetorical analysis to the structure of the violin solo. It is demonstrated how
the classical scheme of an oratorical speech (dispositio) — from the introduction (exordium)
to the conclusion (peroratio) — is adapted within the concerto form. Particular emphasis is
placed on the analysis of slow movements (Adagio), which are interpreted as “instrumental
arias”. The conclusions emphasize that the French violin school of the Enlightenment created
a unique model of musical expression that integrated the rationalism of Classicist poetics
with the emotional immediacy of pre-romantic sensibility. The materials of the article are of
practical importance for instrumental performers seeking an authentic interpretation of the
18th-century repertoire and for researchers of European music history.

Keywords: violin concerto, Age of Enlightenment, French violin school, musical rhetoric,
opera aesthetics, vocalization.
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TetsaHa OnekcaHppisHa lopaeesa

Cy4yacHe yKpalHCbKe XOopoBe MUCTEeLTBO
Kpi3b NpU3My NaTpioTusmy

YK 78.087.68:784.71
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Y cmammi 30ilicHeHO KOoMIieKCHe A0C/IiOXeHHs mpaHcghopmayiliHuxX npoyecis 8 yKpaiH-
CbKOMY XOpOBOMY Mucmeymsi 8 KOHmMeKcmi nosHomacwmabHo! 8iliHU ma HayioHa/IbHO-
Ky/IbmypHO20 BIOPOOXeEHHs. Xoposull Cri8 aHaml3yembCs He /uwe siK ecmemuyHul
heHoMeH, asne U siK «M’sika cuna» YkpaiHu Ha MKHapOOHil apeHi ma 3acié coyjiasibHol cori-
dapHocmi BCcepeduHi KpaiHu.

Memodosiozisi 00C/IOXEHHSI CrUPaemMbCsi HA KOMI/IEKC 3a2a/lbHOHayKOBUX | crieyiabHUX
My3UKO3Has4ux Memodis, 30kpema Ky/1bmyposoaiyHul, KoMrnapamusHul ma byHKYiOHas b-
HUl nioxoou, Wo darmb 3Mo2y npoaHaslizysamu po/ib XOpoBo20 Mucmeymsa siK iHcmpy-
MeHma Ky/sbmypHoi dun/somamii, HayioHasbHOI camoideHmucgbikayii, coyiasbHo20 32ypmy-
BaHHs ma apmmepanesmuyHol NiOMPUMKU YKpaiHCbKO20 cycri/ibcmaa 8 yMoBsax BilHU.
[JlosedeHo, wjo cydacHull Xop BUCMYNae PempPaHC/ISMopPOM HayioHa/IbHOI nam’smi yepes
maki mpu cmpameaidHi HanpsiMu: peabisimayis msopis «Po3cmpi/IIHO20 BIOPOOKEHHS»,
BUKOpUCMAaHHSI HEOGO/TbKIOPUCMUYHUX MiOX00i8 Y CyyacHOMY apaHXyBaHHi ma Cmso-
PEHHSI My3U4YHO20 /1imornucy cydacHoi 60pomb6bu (mBsopis, npucssvYeHuUX noodisiM Ha A308-
cmaui, mpazedisim y Byui ma Mapiynoni). Ocobnusa ysaza npudinieHa KoHyenyjii «My3u4Ho2o
hpoHMy», 0e Xopose MUCMEeYMBO peasisye MICito Ky/IbmypHOoI our/aomMamii, ymsepoXxyroyu
YKpaiHCbKy Cy6’'eKmHicmb y CBIMOBOMY Ky/IbmypPHOMY NpOCMOpi.

Y cmammi 0emasibHO po32/1siHymo iHHoBauiliHi (hopMU XOpOBO20 BUKOHaBCMBa, 30Kpema
Xxoposuli nepghopmaHc, meampasizayito, MOEOHaHHs 3 €/1EKMPOHHOK My3UKOK ma OuoXu-
manizayjito (Mpoekmu sipmyasibHUX X0pig). BcmaHos/1eHo, Wo maki ekcriepumMmeHmu 0aromsb
3mo2y nampiomuyHil ficHi pe30HyBamu 3 MO/IOODKHOK ayoumopiero ma adanmysamucsi 00
Bumo2 XXI cmosiimmsi, He smpayarodu rpu YboMy CBOEI cakpasibHOI cymi. OKpeMo npoaHa-
71308aHO CcoYja/TbHO-MICUXO0/102i4HY (DYHKUiI0 XOpY SIK iIHCmpyMeHma apmmepariii ma BO/IOH-
mepcbKo20 akmuBiaMy, Wo doromazae epomadam 0os1amu mpasmu silIHU ma iHmeapysamu
BHYMPIWHLO MepeMilyeHux oci6 y HOBI Ky/ibmypHi cepedosulya.

[liokpecsieHo, Wo xopose mucmeymso YKpalHu cbO200HI € CUHMe30M 2/1ubokoi mpaduyii
ma 2ocmpoi akmyasbHocmi. BoHO mpaHcghopmysanocs y ouHamidHUl npocmip, de Yepes
2apMOHiIt0 6a2amoa0/10Cccsi BMI/IloeMbCS1 i0esi CO60pHOCMI. Pe3yismamu 00C/IiOXeHHS nio-
mBepOAXyomb, WO ykpaiHCbka xoposa Kysbmypa € (hyHoameHmasibHuM OOKa3oM Hes/laM-
Hocmi Hayji, 30amHol ymsepaxysamu CBO€ Mpaso Ha BiflbHe MalibymHe Yyepes 36epexeHHsi
ma po3B8UMOK YHIKa/IbHO20 MUCMEYbKO20 KOOY.

Knrouosi cnosa: xopose Mucmeymso, nampiomusm, HayioHa/lbHa nam’smb, Ky/bmypHa
ourniomamisi, My3u4HUU GopOHM, IOEHMUYHICMb.
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BUKIagay kaeapy MUCTeLbKOoi OCBITH
XKUTOMUPCLKOTO fiepxaBHOro yHiBepcuTeTy
iMmeHi IBaHa ®paHka

ORCID: 0009-0006-5346-2104

[Jlata nepLuoro HaAxXoKeHHs cTaTTi 4o
BuaaHHaA: 21.01.2026

[Jata npuiiHATTA cTaTTi 40 APYKY nicns
peueH3yBaHHsA: 10.03.2026

[ata ny6nikauii (onpuaogHEHHs) cTaTTi:
20.04.2026

MocTtaHOBKa Mnpo6GnemMu. XopoBe MUCTELTBO
€ CTpaTeriyHMM pPecypcoM HauioHaslbHOT 6e3neku
Ta Ii4EeHTMYHOCTI B YyMOBax Cy4yacHoi BiliCbKOBOI
arpecii. Y nepiof, Konu Ky/sbTypa CTae MillleHHI0
0N HULLEHHS, XOpOoBWiA CMiB  TpPaHCOPMYETLCA
3 BUK/TOYHO eCTETUYHOrO ABULLA Y MOTYXHY (dopMy
[yXOBHOr0 OMNopy Ta AeKO/0HI3aLil MUCTeLbKOro npo-
ctopy. lMoBepHeHHA [0 penepTtyapy 3abOpPOHEHUX
iMEH, NepeoCMUC/IEHHA AYXOBHUX KaHOHIB Ta nossa
HOBUX TBOPIB-pedpiiekciii Ha Tparedil BiiHW JalTb
3MOry XOpY BUKOHYBaTV OYHKL,iH0 XXMBOTO apxiBy Hawli-
OHaUTbHOI Nam’aTi, WO 3abe3nevye TAMICTb TpaamLiini
Ta 3MILHIOE MEHTa/TbHUIA IMYHITET CyCnisibCTBa.

OKpiM BHYTPILUHbLOT KOHCOAMigaLji, XopoBe MUCTe-
UTBO HabyBae 0CO6/MBOI 3HAYYLLOCTI AK IHCTPYMEHT
Cy4acHOi KynbTYpHOI Aunaomartii, penpeseHTyoun
YKpaiHy Ha CBITOBIi apeHi sk Cy6'eKTHY, KpeaTnBHY Ta
He3namHy Hauito. Mowyk HoBUX hopM — Bif, XOPOBUX
nepcopMaHciB [0 XaHpPoBUX Konabopalini — pobuTb
ueli Bu4 MUCTELTBA akTyaslbHUM A5 Cy4vacHoi
MOJI0Aj, NEPETBOPIOIOYN KOMEKTUBHE 6Gararorosioccs
Ha MoZenb ifeaslbHOro AeMOKPaTUYHOro Couiymy.
JocnifxeHHs uboro npouecy fae 3Mory 3po3ymitu,
SIK caMe Yepes3 My3MUHYy rapMOHIt0 Ta CMisIbHUIA ros10c

Bunyck 1 (12). 2026

(hOpMYETLCS Cy4acHWiA TN YKpaiHCbKOro naTpio-
TU3My, 30aTHUiA 06’egHyBaTV NOAEN HABKOMO Criflb-
HMX LiHHOCTEl Ta nepemoru.

AHanis akTyasibHUX pAocnimkeHb. dyHaa-
MEeHTa/IbHe NIArPYHTA 4719 BUMBYEHHSA YKPaiHCbKOro
XOPOBOr0 CTWAK Ta Oro HauioHanbHOI cneundiku
3aknafeHo y npausx KnacukiB BITYU3HSHOMO My3u-
Ko3HaBcTBa, 30kpema M. tOpueHka Tta O. beHy, uni
[JOCNIIXEeHHA PO3KpPMBalOTb TAMMICTb Garatorosiocol
Tpaauuii Big, NapTecHOro KOHUEepTy A0 Cy4acHOCTI.
MuTaHHA HaUiOHasTbHOT I4EHTUYHOCTI Ta 36epeXeHHs
KY/IbTYPHOIO KOZy B XOPOBOMY MMWUCTELTBI I'DYHTOBHO
po3po6nsioTh |. bepmec, C. CagoBeHko Ta |. Litopsik,
aKLEHTYUN yBary Ha Xopi fIk Ha COLOKY/NbTYPHOMY
oeHomeHi. Okpemuin niacTt gocnigpkeHs O. COHiTHe-
BOI Ta T. lycapuyk NpUCBAYEHWI eBOHOLIT AYXOBHOT
MY3VKW, L0 € HEeBiJ EMHOIO YaCTUHOK NaTPiOTUYHOrO
BMXOBaHHS Ta peniriiHoi CBiOMOCTI yKpaiHLB.

CyyacHuin etan po3BUTKY XOPOBOro MUCTeLTBa
B YMOBax NOBHOMAacCLUTAOHOI BiliHX Ta MOro TpaHc-
dopmanis 'y «My3MYHUIA PPOHT»  BIJOOPaKEHNI
y ny6nikau,ii FO. BOCKOOOWHIKOBOI, Sika aHaNi3ye 3MiHU
Yy BWKOH@BCbKili MpaKkTULi Ta penepTyapHii nonituui
npotarom 2022-2025 pokie. TMUTaHHA XyO0XHbOT
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pedhekcii Ha BOEHHI Tparefii yepes XxopoBy hakTypy
pocnimpkye T. Bacuibuyk, Togi sk O. Copoyunk npu-
OiNsie yBary MeHeMKMEHTY Ta AUNoMaTUYHIl Micil
KONEKTUBIB Ha MiXXHApPOAHIV apeHi. Nonpu HasBHICTb
UMX pO3BIAOK, CTpiMKa 3MiHa Ky/AbTYpHOrO naHpi-
wadty y 2026 poui notpebye [0AATKOBOrO aHanidy
B3a€EMO/ii XOPOBOro MUCTELTBa 3 HOBUMU MeAinHMM
doopmamu Ta Moro posi y KoHconigauii Hauii Ha NoTou-
HOMy eTarni 60poTboM.

MeTta cTaTTi nonsrae y KOMMJEKCHOMY aHanisi
TpaHcdopMaLlii cyvyacHOro YKpaiHCbKOro XOpOoBOro
MUCTEUTBA $K MOTY)XXHOrO0 YMHHMKA HaLiOHa/IbHOro
CaMOCTBEPLKEHHS Ta NaTpioTU3MY.

MeTtoponoria pocnimpKeHHA ['PYHTYETbLCA Ha
KOMM/IEKCHOMY MOEAHAHHI 3ara/lbHOHayKOBUX Ta cne-
LiafibHUX MYy3MKO3HABUYMX METOAB, L0 AalTb 3MOry
06’EKTUBHO PO3KPUTW POJIb  XOPOBOTO MUCTELTBA
y narpioTMYHOMy AMCKypci. 30Kkpema, KynbTyposoriy-
HWI Migxig BUKOPUCTOBYETLCA A71A aHasisy Xopy sk
IHCTPYMEHTa Ky/bTYPHOI AMnaoMaTii Ta HauioHaslb-
HOI camoigeHTudikaLii, a komnapaTtuBHWUi MeTof, Aa€
3MOry 3iCTaBUTU TpaauLiiiHi Ta HOBITHI Nepd)opmaHc-
dhopmMKn Yy cyyacHOMY BUKOHABCTBI. Baxsvee Micle
nocigae (UyHKUiOHaNIbHUIA aHani3, 3a [A0MNOMOror
SKOrO BM3HAY€HO POsib XOPOBOI CMiJIbHOTU Y couiasib-
HOMY 3rypTyBaHHI Ta apTTepaneBTUYHIA NigTPUML
YKpaiHCbKOro CycnisibCTBa B yMOBaX BiliHW.

Pesynbraty Ta iXx 06roBopeHHs. XOpoBuWil CniBs
3aBXAu nocigas ocobnmBe Micle B reHeTUYHOMY KOAi
yKpaiHuiB. Big cTapofaBHix KaHTIB 40 BENUYHUX Nap-
TECHWUX KOHLLepTiB — XOp 6yB rosiocoM Hapogy. HuHi X,
B YMOBax 0O0pOTbOM 3a He3aNIeXHICTb Ta Ky/bTypHe
BVXXMBaHHSA, XOPOBE MWUCTELTBO TPaHCHOPMyBasliocs
y BuLLy (hOpMYy MaTpiOTUYHOrO BUC/IOBY, A€ KOXEH
ros10c CTa€ CMMBOJIOM HE3/TaMHOCTI.

Xop SIK pempaHc/isimop HayioHa/IbHOI  ram’simi.
Y KOHTEKCTi YKPaiHCbKOI Ky/bTypy XOp HIKO/IM He OyB
MPOCTO My3u4HMM aHcambnem. Lle >uvBuidi apxis, ge
KOXXHa NapTuTypa 36epira€ eMOLjiiHI Ta iICTOPUYHI Koam
HaLji. PeTpaHcnauia naMm'aTi yepes XopoBe MUCTELTBO
CbOro/IHi BifdyBa€eTbCA y TPbOX CTPATENYHMX Hanpsimax.

Peabinitayis «P0O3CTPINSHOIO BIAPOMKEHHS» Ta
penpecoBaHnx TBOPIB. LecATWiTTaMU pagsHCbKa
BMaga Hamarasacsi 3BY3WUTW YKPaiHCbKWIA XOPOBWUIi
penepTyap [0 «lapoBapHMX» NiCeHb NP0 KOArocnu
Ta Bpoxai. CyyacHi AUPUrEeHTM BUKOHYHOTb (PYyHK-
L0 ICTOPUKIB-pecTaBpaTopiB: BUKOHYHOTbCA TBOPU
Mwukonun JleoHtoBuuya, Kupuna CreueHka, $HAkoBa
CTenoBoro He nuLle K «My3eliHi ekcroHatu», ane
M 5K XuMBa MysuKka, Wo Oyna 3abopoHeHa uepes
CBIili penirinHnin Y1 3aHaATO HauiOHa/TbHWUIA NIATEKCT.
YKaHp xopoBoro koHuepTy (Big M. bepe3oBcbKoro o
A. Befens) cnpuinMaeTbcst Ik CUMBOJT TAMOCTI yKpa-
THCbKOI mpodpecinHoi My3uku Big, XVIII cTtonitta go
HalmMx AHiB, CNPOCTOBYOYM Mith NPO «BTOPUHHICTb»
yKpaiHcbKol KynbTypu (Bakymeub, 2021).

dosnbknopHa nNaMm’aATb Yy Cy4yacHOMY apaHxy-
BaHHi. HauioHanbHa Nam'siTb XMBe B apxaiuyHux

nnactax — obpsAaoBuX MNiCHAX, LeapiBKax, rosociH-
HAX. CyyacHe XOpoBe MUCTELITBO BUKOPUCTOBYE HEO-
hoNbKNOPU3M /18 3B'A3KY 3 AOXPUCTUSHCLKUM Ta
Ko3aubKnuM MUHYNMM. CydyacHi akageMmiyHi Xopy 4acTto
3a/lyqaloTb TEXHIKYy «Oifioro 3BYKy» abo enemMeHTu
HapoAHOro 6araToros10ccs, Wo anese 4o MNOUHHNX
nigcBifoMMX PiBHIB cnyxadva. Komnosutopu (Hanpu-
knag, €sreH CtaHkoBuY y «LIBiTI nanopoTi» un NaHHa
laBpuneub y «30/10TOMY KaMeHi») BM/IITAOTb HAPOAHI
Menogji y cknagHi cMMGOHIYHO-XOPOBI NOMNOTHA, L0
[ae 3Mory nam’siti npefkis 3Byyarty Cy4acHOK MOBOHO
(Pens, 2024).

Xop K nitonuc cy4dacHoi 60poTbou. MartpioTusm
Yy XOPOBOMY MUCTELTBI CbOroAHi — e doikcais nogii,
LLIO BigOyBaKTbCA TYT i 3apas. Mam’aTb CTBOPHETLCS
Ha Hawmx ovax, ajpke 3'ABWIACHA BEIMKa KisbKOCTI
XOpOBMX TBOPIB, npuceayeHnx HebecHiin CoTHi,
3axMcHUKam A30BCTasli, Tparegisim BiiHW. BMKOHaHHS
TakMx TBOPIB — Lie aKT KOIEKTMBHOIO MPOXMBAHHS
TpaBMM Ta 3akapOyBaHHsS i B Ky/NbTYpPHOMY KOAi.
Kpim Toro, Bigbynacs 3MiHa CTaBNeHHA 40 AepXaBs-
Horo MiMHy Ta niceHb Ha KwTtanT «Oi y 1y3i YepBoHa
Ka/IMHa» 3 oQoiLiiHMX aTtpubyTiB Ha cakpasibHi CUM-
BOMN, SIKi XOP TPAHC/IOE CBITY.

Came uepe3 xopoBy akTypy (6aratoronoccs)
TpaHCNETLCA ifes cobopHOocTi. Konm pisHi ronocu
(conpaHo, anbTn, TeHopW, 6acu) 31MBaKOTbLCS B EANHE
rapMoHiiiHe Uine, uUe cTae meTacopo €fuHOro
Hapoay, Lo nam’saTae CBOE MUHY/e 3apajmn mMalidyT-
Hboro (beHu-Lokano, 2012).

My3u4Hul ¢hpoHm: xopose mMucmeymso nio 4yac
BiliHU. B ymoBax NOBHOMACLUTAGHOI arpecii xopose
MUCTELTBO YKpaiHV BUIALLAO 3a MeXi (hinapMOHIAHNX
3aniB, NepPeETBOPUBLLNCHL Ha «M’'SIKy CUTy», sika 3aXu-
A€ HauiOHa/IbHI iHTEpecu Ha MiKHapOAHI apeHi
Ta MaTPUMye MOpasibHWUA AyX BCEpeauHi KpaiHu.
MOHATTA «My3UYHWUIA (PPOHT» CbOTOAHI OXOMNJIE TPU
cTpareriyHi HanpsMu.

KynbTypHa aunnomartia (xop sik ambacagop Aep-
XaBWu). YKpaiHCbKi XOPOBi KONTEKTVBY CTa/IN K/THOHOBMMMU
peTpaHcnATopamu Nnpaeam Npo YKpainy B CBITi. Buctyn
yKpaiHcbkoro xopy B €sponi 4 CLUA cborogHi cnpuii-
MaEeTbCA He SIK pO3BavKaUbHWI 3axid, a sk noniTnyHa 1a
rymaHiTapHa akujsi. KoXXeH KOHLUEpPT NoYMHaETbCs abo
3aBepLuyeTbes NMHOM YKpaiHu yuni MOSIUTBOK «boxe
BENMNKWIA, €QNHWI», WO 3MYLLYE IHO3EMHY ayauTopito
conigapu3yBatncsa 3 Hawow 60poTb60to. Mk Home-
pamu nporpamy AUPUreHTU Ta apTUCTU YacTo 3Bep-
TalTbCA 40 Ny6/ikK, po3nosigakyum Npo peanii BiiHK,
36uparoun KoWTK Ha rymaHitTapHy gornomory ym 3CY.
Kpim TOro, Bia3HauyeHHs 100-piyysi amepurKkaHCbKOT
npem'epn «Uenprka» Mukonu JleoHToBuMya B Kap-
Heri-xoni (Hbto-MopkK) y po3nan BiliHu CTano CYMBOIOM
TOTO, IO YKPAiHCbKY KY/IbTYPYy HEMOX/IMBO 3HULLUTU.
Lle nigkpecnuno: YkpaiHa mae BnacHy TUCAYONITHIO
Tpaauuito, okpemy Bif, pociicbkoi (Matoubkuii, 2025).

TBopua pecdprekcia Ha TpaBMmy Ta repoiam. Kowm-
Nno3nToOpN Ta XOpPMENCTepn pearyroTb Ha Nogji BiliHK

CyuacHe yKpaiHCbke XOpoBe MUCTELITBO Kpi3b Npu3my natpiotusmy || 60-64
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MWUTTEBO, CTBOPIOKOUM HOBY MY3MUYHY MOBY OMOpY.
3'ABNAOTLCA TBOPW, WO [AOKYMEHTYHOTb Tparegji
(Hanpuknag, XopoBi KOMMNO3uLii, npucesaveHi Mapiy-
nonto, byui, IprneHto). Lle my3uka, sika He Jae CBiTy
3a6yTn Npo 3/104nHK arpecopa. CBOEK Yeproto, kia-
CUYHi TBOpM (Hanpuknag, «MnvBe kaya...») Habynu
cTaTycy HauiOHaUTbHUX KAHOHIUYHMX TIMHIB NPOLLaHHSA,
a cyyacHi 06po6ku niceHb Ha KwtanT «On y nysi uep-
BOHa Ka/MHa» CTa/ln CBITOBMMM XiTamu, O CUMBO-
Ni3y0Tb HE3NaMHICTb. XOp Hagae UMM MNiCHAM MOHY-
MeHTa/IbHOCTi Ta cakpasibHOCTi (CafoBeHko, 2023).

McuxonoriyHa Ta coujanbHa PyHKUIT (apTTepanis).
BcepeanHi YkpaiHn Xop BUKOHYE KPUTUUYHO BadK/IMBY
(hYHKLI0 coLjasibHOI 3rypToBaHocCTi. Bigeo, ge npo-
doeciliHi Ta amaTopCbki XOpu cniBaloTb Mig, Yac noBi-
TPSAHWUX TPMBOT Y METPO YK NigBasiax, ctanu nonynsp-
HAMW. CnifbHWIA CNiB NaTPIOTUYHMX MiCeHb Nif 4ac
BOJ/IOHTEPCbKMX 360piB 4M ONArofiiHNX KOHLEPTIB
Jonomarae noaamM BUATK 3i CTaHy 3auiNeHiHHSA, Aae
BIAUYTTA KOHTPOJIO HaA B/IACHOK [0/El0 Ta npuHa-
NEeXHOCTI 40 Benukoi cunn. Mysuka B nasax 3CY (k-
OT BUCTYNu Ky/ibTypHOro [lecaHTy 3a y4acTio BoKaJlic-
TiB) NigHiMae 60MOBUIA AyX Ta AEMOHCTPYE, L0 HaBITb
y HalBaxui 4Yacu yKpaiHLUi BOWWTb 3a Ky/bTypy Ta
ngsaHictb (Mantoubknia, 2025).

EkcriepumeHmu ma Hosi (hopMu: xopose mMucme-
umso sik cyqacHull nepghopmaHc. CyyvacHuii natpio-
TU3M Y MUCTELTBI — Lie He /inlle 36epexeHHs KaHo-
HiB, ane 11 30aTHICTb KynbTypu po3BuBaTmcs, byTu «Ha
yaci» Ta ropoputn Moo XXI CTONITTA. YKpaiHCbKi
XOPpW CbOTOAHI aKTMBHO BUXOAATb 3a MexXi Tpaaunuiii-
HOr0 CTaTW4YHOIO BUCTYMY, BMPOBALKYKUYN IHHOBA-
LiHI doopmaTm.

MowmpeHrMn CTauIn XOpoBUiA nepdgopmaHc Ta
TeaTpanizauis. CborofHi xop nepecrae 0yTu rpynoto
nogei y KocTioMax, siki HEpyXOMO CTOATb Ha CTaH-
Kax. BiH nepeTBOPHOETLCA HA aKTMBHOIO yvacHMKa
TeaTpasibHOI Aji. BUKOPUCTaHHS €N1eMEHTIB KOHTeM-
rnopapi-AaHcy Ta CLEHIYHOro pyxy gonomarae Bisyasli-
3yBaTu My3uKy. Hanpvknag, nocTaHOBKU, e XOPUCTH
nepemilyoTbCA 3a/10M, CTBOPIOIOUN edekT «iMep-
CMBHOIO 3BYKy», 3a@HypHIOTb C/lyxadya B eniueHTp
nogin (Helbig, 2014).

Yacto BUCTYNM CYNpOBOMKYHOTBCA MPOEKLiAMN
(Hanpuknag, kagpamu 3 yKpaiHCbKOi icTopii, abcTpak-
THVM UMOPOBUM MUCTELTBOM ab0 Kaapamuy CyyacHol
BilHM), LLLO NOCUIIOE EMOLIiHNIA BNIMB NAaTPIOTUYHUX
TBOpiB. Hanpuknag, npoektn popmauii Nova Opera,
[ie XOp € YaCTMHOK aBaHrapAHux BucTas («/1oB»,
“Chornobyldorf”), noeaHytoTb apxaiuHuii cnis i3 yTy-
PUCTUYHMIN 0Bpasamu.

MonynapHUM cTano i NoeaHaHHA XaHpis. Martpio-
TUMYHA MiCHA CbOrofHi 3BY4YMTb HE fiMlle B akagemiy-
Hil MaHepi. MNoegHaHHA XOpy 3 HWKMW MY3UYHUMMU
Hanpsimamy pobuTb HalioHasIbHY MYy3KKY OOCTYMHOK
N8 LUMPOKMX Mac. Tak, BUKOPUCTaHHA CUHTE3aTopiB,
ApaM-MallnH Ta 3ByKOBUX edpekTiB pa3oMm i3 XOpoBUM
6araTorosioccAM CTBOPIOE 3BYYaHHS, fKe PEe30HYyeE
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3 MOJI0AAK, MNEpPEeTBOPHYM HapodHI MOTUBM Ha
Cy4acHi riMHu. CriNbHUMK € BUCTYNU XOPOBUX KOJIEK-
TUBIB 3 pOK-TypTamu (Hanpuknag, Xop «XpeLjaTuk»
abo kamepHi xopu y konabopaduisix i3 BigoMvMun ykpa-
THCbKMMUK apTuctamm), i, BlacHe, XOpoBe 3By4aHHS
HaJae poK-My3uli MaclTabHOro, «CTafioHHOro»
naTpioTnamy. NepeocMnCieHHs1 YKPaiHCbKNX Hapos-
HUX MiCEeHb 3AINCHIETLCS | Yepes NpusMy [4Ka3oBol
rapMoHii, WO AEMOHCTPYE NNACTUYHICTL Ta YHiBep-
Ca/lbHICTb YKpaiHcbkoro menocy (Litopsik, 2023).

XOopoBuil MiHIManNiaM Ta cayHA-Av3aiiH Takox
CTa/IM CKNafoBOK XOPOBOro cniey. Cy4vacHi ykpaiH-
cbki komno3utopu (Biktopia [NonboBa, CeATOCNaB
JlyHb0B) BMKOPWUCTOBYHOTb XOP SIK CKIAOHWIA iHCTPY-
MEHT A1 CTBOPEHHS 3BYKOBUX NaHAwadTiB. 3amiCTb
naTeTM4yHUX MapLuiB 3By4nTb rNnbokKa, 3ocepemxeHa
My3KKa, L0 CMOHYKae 40 po3ayMiB NPOo A0/10 KpaiHu,
CaMOTHICTb | CWy JIOACBKOro Ayxy. BukopuctoBy-
0TbCA | HETPAAWLiHI 3BYKM — LUYM BITPY, LLIENIT, TyniT,
yaapu — Tak XOp BUKOPUCTOBYE BCi MOX/IMBOCTI, 06
nepefaTn 3BYKU cyyacHo! YkpaiHu (Big TPUBOXHOIO
OuiKyBaHHA [0 BMOYXOBOI eHeprii 60poTboun) (Kupu-
neHko, 2023).

OnmkuTtanisayis Ta BIpTyasibHi  XOpU  TakKoX
cTaZn HOBMM BISIHHSIM Cy4acCHOro My3U4YHOrO Mpo-
cTtopy. BiilHa pos3kmpgana ykpaiHuiB MO BCbOMY
CBIiTY, WO nopoausio HoBy hOpMy NaTPiOTUYHOrO
€fAHaHHA — BipTyasbHUA xop. COTHI BOKanicTiB
3anncytoTb CBOT NapTii OKPEMO Y PI3HMX KyTOuKax
nnaHeTu, a noTiM MOHTYITb iX Y €4MHE MOJI0THO.
Taki NpoekTn (Hanpuknag, BUKOHAHHA MiceHb [0
[Ha HesanexHocTi abo Ha niatpumky 3CY) goBo-
OSATb, WO YKPaTHCbKWIA KyNbTYpPHWUIA NPOCTip HE Mae
KopgoHis (KupnneHko, 2023).

Posib XopoBsoi' cnifibHomu 'y 32ypmyBaHHi Hauil.
XopoBwuii cniB — L HalgasHiwa popMa KO/IeKTUBHOI
4ii. B ymoBax HaLioHa/IbHOT KpU3K BiH CTaE He NPOCTO
[03BINNAM, @ MexaHi3MOM COLia/IbHOTO K/ew, SKWi
TpMMae cycnifibCTBO pas3om. aTpioTuam TyT nposis-
NAETbCA Yepe3 ropu3oHTasIbHI 3B'A3KM Ta BiguyTTA
«nneya».

Xop pornomarae y nogonaHHi couianbHoi izonsauit
(cBOEpiIAHA «Tepanis ChifibHICTIO»). BillHa Ta Kpu3u
HecyTb i3 CO0OO0M BiAYYTTS CaMOTHOCTI Ta 6e3nopag-
HOCTi. XOp CTae NPoOCTOpOM, [e JIo[MHa 3HOBY BifJ-
yyBae cebe 4aCTMHOK BENMKOTO 1 CU/ILHOTO Lioro.
Kpim TOro, Ana TUCAY yKpaiHLUiB yyacTb B amarop-
CbKMX 4YM LIEPKOBHMX XOpax CTasla CnocoboM KaHa-
nisyBatn 6isib i TPMBOTY B KOHCTPYKTUBHY EHEPrit0.
MaTpioTu3m y LbOMY KOHTEKCTI — Le Typ6oTta npo
ncuxiyHe 340pOB’S Halil yYepe3 ChisibHy TBOPYICTb
(CineHko, 2020).

CyuJacHi xopu cTtanu naartopmor 415 BOJIOH-
TepcTBa Ta akTuBI3MY. BiflbLWICTb KOHLEPTIB CbOrOAHI
Mae Ha meTi 36ip kowTiB Ansa Cwun O60poHK, nia-
TPMMKY nepecesneHuiB abo BigbyaoBy 3pylHOBaHMUX
KY/IbTYPHUX Nam’aTok. [aTpioTnamM XopoBoi CNiflbHOTK
MaTepiani3yeTbCsl Y KOHKPETHMX [APOHax, aBTiBKax
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Ta anTeykax, npuadaHnx 3a BHECKN cnyxadiB. Takox
CTBOPEHHS XOPOBMX TYPTKIB Y LeHTpax 4 nepece-
NeHLiB gonomarae MasaM, ki BTpatuan 4iMm, iHTe-
rpyBaTncst B HOBi FPOMaay Yepes BYBYEHHST MiCLIEBUX
niceHb Ta cnifibHe My3ukysaHHs (CiHeHko, 2020).

XopoBe BUWKOHABCTBO Aonomarae hopmyBaTtu
7 CNiNbHI LIHHOCTI Y MO/04). AnTSAYi Ta MOOAKHI XOpK
CbOroAHI — Lie ro/I0BHa Ky3HS MaibyTHbLOro narpio-
TM3My. Yepe3 AOCAIMKEHHSA KNAacWMYHOI Ta CyyacHol
XOpOBOI NiTepaTypu Mook BMBYAE MOBY Yepes Hali-
Kpawyi T noeTuyHi 3pasku, AisHaeTbCs iCTOPIl, 3aKap-
60BaHy B MICHSAX, NPUBYAETLCA 40 AUCLMNNIHN Ta BiA-
MoBiJa/IbHOCTI Mepes rpynot, Wwo € yH4aMeHTOM
rpomagaHcbkoro cycninbctea (bepmec, 2021).

Takum 4YMHOM, XOpOBE MUCTELUTBO YKpaiHu CbO-
rofHi € CMHTE30M NMGOKOT TPaauLii Ta rocTpoi akTy-
anbHOCTI. BOHO nepectasio 6yTV Nuwe ecTeTUYHUM
06’ekTOM. Kpi3b Npu3my natpioTusmy xop cTas rono-
COM Mam’aTi, WO €HAE NOKO/iIHHSA, 30POEID, siKa 3axu-
LLa€E KynbTYpHI KOPAOHW, Ta Ayllelo, sika gornomarae
npoxuBaT 6ib | TpaHcopmyBaTn 1Or0 B CUITY.
YKpaiHCbKa MiCHs, WO /yHae y 6araToronocci, — ue
HaMNepeKoHNMBILLIMI AoKa3 TOro, WO Hauis XuUBa,
BOHA 3BYYMTb i Tl HEMOX/IMBO 3arnyLnTu.

BUCHOBKM Ta NepCNeKTUBMU NOAASbLINX HaYKO-
BUX po3BigoK. CyyacHe ykpaiHCbke XOpoBe MUCTe-
LUTBO MepexuBae eTan [OKOPIHHOT TpaHcdopMmali,
NepeTBOPIOYNCH i3 BUKMHOYHO €CTeTUYHOI hopMu
TBOPYOCTi Ha MOTYXXHWUIA IHCTPYMEHT HalioHa/IbHOro
onopy Ta couiasibHOi CoMigapHOCTI. XOpoBe BUKOHAB-
CTBO CbOrofHi Bigirpae ponb Ai€BOro peTpaHcisTopa
HaujioHa/IbHOI Nam’siTi; 3aBAsku peabinitauyii TBOpIiB
«PO3CTpiNAHOro BIAPOMKEHHSI» Ta BMPOBaZKEHHIO
Heo)O/IbKMIOPUCTUYHMX  MIAXOAIB  XOP  BiJHOBMIOE
TArNICTb YKPAIHCBLKOI NPOdeciiiHOT My3UuKM, CNpPoCTOo-
BYHOUM KOJIOHIasIbHI Midon Ta (PiKCytoUM HOBITHIO ICTO-
pito 60pOTLOM Y MY3UYHUX AiTONMCax. TakoX B YMO-
Bax NOBHOMACLUTAGHOI BiliHN XOp CcTaB eheKTUBHUM
CYO'EKTOM «MY3UYHOTO (PPOHTY»; 4Yepe3 Ky/nbTypHY
avnsioMarito Ta apTTepaneBTUYHI MPaKTUKU KOMek-
TMBHWIA CNiB 3axMLae Cy6'eKTHICTb YKpaiHu y CBITi Ta
Jornomarae BHYTPILUHbOMY 3rypTyBaHHIO CyCnifibCTBa.
Kpim TOro, HMHILWHE XOpPOBE MUCTELTBO AEMOHCTPYE
Bpaxarouy 3[4aTHICTb A0 MOAepHi3aLii uepe3 BNpoBa-
[KEHHs1 TeaTtpaunisauil, gnmpkuTanisayii (BipTyasbHi
X0pw), cayHA-An3aliHy Ta XaHpOoBKX KPOCOBepPIB (Xop
+ POK, efleKTPOoHiKa, mxa3s), WO Aae 3Mory natpiotuy-
HUM CeHcaM pe30HyBaTy i3 3anMTaMy MOJIOAi Ta CBi-
TOBOI CMiSIbHOTH.

MepcnekTnemM NoganbLUnX AOCNILKEHb NOAAraTb
y [AeTaNlbHOMY BMBYEHHI MexaHi3miB TpaHcdopma-
Lji XOpoOBOro MPOCTOPY 3 «MY3eWHOro» y AMHaMiuHe
MyNbTUMeELiliHE cepefoBULLEe, a TakoX B aHanisi
HOBITHIX (DOPM BTi/IEHHS ifei COBOPHOCTI Yepes Lud-
poBi Ta MepexeBi XOpOBi MPOEKTM, LLO B yMOBax
rnobasibHMX BUK/IVKIB MPOLOBXYHTb YTBEPAXKYBaTU
He3/1aMHICTb YKpaiHCbKOI Hauil Ta Tl npaBo Ha BiflbHe
MaiibyTHE.
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The article provides a comprehensive study of transformational processes in Ukrainian cho-
ral art within the context of the full-scale war and national-cultural revival. Choral singing is
analyzed not only as an aesthetic phenomenon but also as Ukraine’s “soft power” on the
international stage and a means of social solidarity within the country.

The research methodology is based on a combination of general scientific and specialized
musicological methods, including cultural, comparative, and functional approaches, which
make it possible to analyze the role of choral art as a tool of cultural diplomacy, national
self-identification, social cohesion, and art-therapeutic support for Ukrainian society in times
of war.

It is proven that the modern choir acts as a relay of national memory through three strategic
directions: the rehabilitation of works from the “Executed Renaissance”, the use of neo-folk-
loric approaches in modern arrangements, and the creation of a musical chronicle of the
contemporary struggle (works dedicated to the events at Azovstal, and the tragedies in Bucha
and Mariupol). Particular attention is paid to the concept of the “musical front”, where choral
art fulfills a mission of cultural diplomacy, asserting Ukrainian subjectivity in the global cultural
space.

The article examines in detail innovative forms of choral performance, including choral perfor-
mance art, theatricalization, fusion with electronic music, and digitalization (virtual choir pro-
jects). It is established that such experiments allow patriotic songs to resonate with younger
audiences and adapt to the demands of the 21st century without losing their sacred essence.
The socio-psychological function of the choir as an instrument of art therapy and volunteer
activism is analyzed separately, highlighting its role in helping communities overcome the
trauma of war and integrating internally displaced persons into new cultural environments.

It is emphasized that Ukrainian choral art today represents a synthesis of deep tradition and
acute relevance. It has transformed into a dynamic space where the idea of “sobornist” (unity)
is embodied through the harmony of polyphony. The research results confirm that Ukrainian
choral culture serves as fundamental evidence of the nation’s resilience, capable of asserting
its right to a free future through the preservation and development of a unique artistic code.
Keywords: choral art, patriotism, national memory, cultural diplomacy, musical front, identity.
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Introduction. In

contemporary musicological

The aim of the article is to identify the historical prerequisites and aesthetic foundations of
the formation of the piano miniature as a representative genre of musical Romanticism. The
research methodology is based on a comprehensive interdisciplinary approach, which allows
the multifaceted nature of the piano miniature to be explored and proven as a universal artis-
tic phenomenon inherent in painting, literature, and music. It is substantiated that this genre
emerges as a specific artistic model capable of embodying a holistic picture of the world
through the concept of “the great in the small” (multum in parvo), which defines the special
status of the small form in the system of Romantic values. Particular attention is paid to the
logic of the genre’s genesis and evolution, viewed as a continuous process of accumulating
intellectual and emotional experience. The origins of the musical miniature are traced in the
works of French clavecinists (F. Couperin, J. Rameau) and the virtuoso sonatas of D. Scar-
latti, in which the foundations of chamber style and programmatism were laid. An important
stage is identified in the legacy of J. S. Bach, whose inventions and preludes provided the
foundation for the intellectual concentration of musical material. The creative work of L. Bee-
thoven is defined as the culminating moment of the transition to a new aesthetic: it is noted
that his bagatelles became a connecting link that combined classical structural balance with
a subject-centric Romantic language. The role of the technical evolution of the piano as a
leading instrument of the era is highlighted, the design capabilities of which allowed artists to
embody the subtlest gradations of deep personal feelings. The aesthetics of the “momentary
existence” of the Romantic miniature is revealed, where the laconicism of structural forms
(simple one-, two-, and three-part forms) ensures the effect of “simultaneous” presence of the
subjects of creativity (author — performer — listener) within the chamber space-time. Funda-
mental semantic dominants of the genre are identified, including: absolute priority of personal
experiences, tragic opposition of the ideal and everyday life, existential loneliness of the indi-
vidual, etc. The transformation of the genre nature is traced through the creative contribution
of F. Chopin, F. Liszt, and J. Brahms. It is established that in the works of Romantics, the
piano miniature evolved into a state of an artistic universe, where the brevity of temporal
boundaries only emphasizes the scale of the author’s thought. The concise form here acts as
an ideal space for expression, in which every intonation acquires ultimate semantic fullness
and philosophical meaning. It is noted that the transformation of the miniature into a leading
form of the Romantic worldview is determined by a combination of the technical evolution of
the piano, the demand for the intimization of musical expression, and the establishment of
programmatism as the main typological principle of the genre.

Keywords: piano miniature, musical culture, Romanticism, artistic image, genre genesis, “the
great in the small” concept, clavecinists, chamber space-time, piano evolution.

Despite a significant number of works dedicated

discourse, the study of small forms occupies a significant
place, yet the rapid transformation of performance
concepts and methodological approaches requires
an updated perspective on their genre nature. The
formation of the piano miniature as a representative
model of Romanticism was determined by a global shift
in cultural and aesthetic paradigms at the turn of the
18th and 19th centuries. A radical change in the artistic
worldview led to a shiftin artistic focus from the universal,
objectified structures of Classicism to the plane of the
individualized inner world of the personality. It was
the piano miniature, with its inherent intimacy, lyrical
confession, and conciseness of form, that appeared as
the optimal instrument for embodying the new subject-
centric demands of the era. The problem of the research
lies in the need for a comprehensive understanding of
the miniature not simply as a chamber artifact, but as a
symbolic phenomenon that accumulated fundamental
shifts in the Romantic worldview.

to the creativity of individual composers, the issue
of the holistic genesis of piano miniaturism as a
continuous evolutionary process — from its origins
in clavecin culture and Baroque stylistics to the
status of the leading genre of the 19th century —
deserves special attention. The aesthetic dichotomy
of the miniature also requires deeper theoretical
analysis: the combination of the momentariness of
artistic expression with deep meaningfulness, and
the intimacy of presentation with the universality of
philosophical generalization. There is a need for a
detailed study of how “Classicist objectivity” was reborn
into “Romantic subjectivity” through the evolution of
musical expression means and the emergence of
new typological structures. Particular relevance is
acquired by identifying the historical prerequisites
that determined the “expansion” of small forms, as
well as the systematization of typological features
that allow for the interpretation of the piano miniature
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as a “microcosm” of Romantic culture. Solving these
issues will not only clarify the evolutionary dynamics
of the genre but also lay the theoretical foundation for
modern performance interpretation, which today often
faces the problem of stylistic leveling and the loss of
the meaningful depth of a Romantic work.

Literature review. The issue of the formation and
evolution of the piano miniature has long remained
within the scholarly focus of several generations of
musicologists, reflecting the genre’s significant role
in the development of European musical culture.
Specific aspects of Romantic aesthetics and stylistic
principles have been revealed in the studies of
Ukrainian researchers such as O. Volyk (2021),
O. Voronovska (2025), and O. Kashkadamova (2006;
2010), whose works examine the expressive and
interpretative dimensions of piano miniatures in the
context of nineteenth-century artistic paradigms.

The performance stylistics of early music, which
influenced the historical evolution of the miniature
genre, are analyzed in the research of N. Lysina
(2016) and N. Svyrydenko (2017). Their investigations
contribute to a deeper understanding of historically
informed approaches to performance practice and
the stylistic continuity between Baroque clavier
traditions and later developments in piano literature.
From a broader cultural perspective, the genre of
the miniature has been examined by O. Kushniruk
(2011), who interprets it as a multifaceted artistic
phenomenon embedded in the general dynamics of
cultural processes. A phenomenological interpretation
of the musical miniature as a component of cultural
discourse is offered in the works of N. Ryabukha
(2008), where the genre is conceptualized as a
distinctive form of artistic reflection and symbolic
communication.

Issues related to the formation of a national
musical style and its manifestation in small forms
have attracted the attention of such scholars as
S. Tyshko, R. Vavryk, and O. Kopelyuk. Their research
enables the consideration of the piano miniature
as a marker of cultural identity and a medium for
expressing national artistic traditions. A separate body
of scholarship focuses on the creative personalities
and individual authorial strategies associated with
the genre. Thus, the stylistic and semantic features
of B. Lyatoshynsky’'s piano cycles, particularly
Reflections, are analyzed in the studies of A. Plotkina
and P. Gmyrin, while the phenomenon of miniaturism
in contemporary Ukrainian music, exemplified by
the works of K. Tsepkolenko, has been explored by
I. Novosyadlo.

The formation and development of the Ukrainian
piano miniature at the turn of the nineteenth and
twentieth centuries have been investigated by
L. Sviridovska. Furthermore, studies devoted to
stylistic models of European piano culture, such as
the doctoral research by O. Klendii (2021), provide
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valuable insights into performance ideals and
compositional aesthetics that shaped the evolution of
miniature forms.

Despite the considerable scope of existing
scholarship, the question of the holistic genesis and
evolution of the piano miniature as a continuous
process — from Baroque origins to the status of a
landmark genre of Romanticism — requires further
comprehensive clarification, which determines the
scientific search within the framework of this article.

Purpose of the article is to reveal the historical
and theoretical foundations of the genesis of the
piano miniature and to trace its evolution as a
representative genre of Romanticism; to identify key
historical prerequisites and typological features of
musical miniaturism that led to its transformation into
a leading form for expressing the subjective worldview
of the era.

Research methods is based on a comprehensive
interdisciplinary approach that allows for revealing the
multifaceted nature of the piano miniature. The study
employs historical-genetic, cultural, genre-typolog-
ical, and comparative methods, which made it pos-
sible to analyze the process of formation of the piano
miniature in the unity of its historical origins and evo-
lutionary transformations, to reveal the specifics of its
artistic nature, and to determine the patterns of this
genre’s functioning as a representative cultural phe-
nomenon of the Romantic era.

Results and discussion. Comprehending the
historical and theoretical foundations of piano minia-
turism requires, first and foremost, the determination
of the concept of “miniature” itself, which is character-
ized by distinct polysemy and interdisciplinary status.
Traditionally, in reference literature, this term (French
miniature, Italian miniatura, from Latin minium — red
lead) is considered a universal category covering vari-
ous spheres of human activity: from engineering and
book publishing to visual arts, literature, and music
(Kushniruk, 2011, p. 406). Despite the fact that in
modern usage the term “miniature” has become syn-
onymous with the concept of the small form, its ety-
mology reveals deeper technological and artistic con-
texts. As D. Foskett notes, the Italian word “miniature”
corresponds to the English “limning” (the art of illus-
trating) (Foskett, 1979, p. 17). Historical confirmation
of this is found in E. Norgate’s treatise Miniatura or
The Art of Limning (1628), where the use of the term
in painting to designate something small is recorded
(Norgate, 1919).

The researcher L. Schidlof expresses a valid
assumption that the modern ambiguity of the term
and its stable association with the idea of “smallness”
arose as a result of erroneous etymologization — a
convergence with the Latin root min- (for example,
minor). However, originally the word miniature was
not a descriptor of physical size. Its origin from the
Latin minium indicates the use of lead tetroxide — a
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specific orange-red pigment with which medieval
masters decorated initials in manuscripts (Schidlof,
1964). Subsequently, this concept was exported to
independent small-format works executed in the tech-
nigues of watercolor, enamel, or oil on bone, parch-
ment, or metal (Pointon, 2014).

In the humanitarian sphere, the miniature gradu-
ally transformed from a purely technological term of
visual art into an aesthetic category. O. Kushniruk
observes that in literature it denotes conciseness of
presentation, in theater — the brevity of stage action,
and in the musicological context, it appears as a work
small in volume where the artistic image is presented
in a maximally concentrated space-time (Kushniruk,
2011, p. 406). It is precisely this semantic capacity
combined with small external scales that becomes
the foundation for the establishment of the miniature
as a leading genre of musical Romanticism. The phe-
nomenon of the miniature, according to the concept of
N. Ryabukha, is not limited solely to the parameters
of a specific genre system. The researcher treats it
as a special way of spiritual assimilation of reality
and “emotionally-figurative reproduction of the artistic
picture of the world, expressed in miniaturism as a
principle of artistic thinking” (Ryabukha, 2008, p. 75).
Such an approach allows for considering the minia-
ture not as a limitation of volume, but as a special
type of creative consciousness oriented towards the
ultimate concentration of meanings.

The genesis of the musical miniature unfolded with
a certain temporal distance relative to similar pro-
cesses in other arts. Aleading role in the crystallization
of the genre belongs to the piano, which is determined
by its unique acoustic and expressive properties. The
ability to synthesize symphonic fullness of sound with
intimate chamber expression made this instrument a
key tool of the Romantic era, ideal for embodying the
concept of “the great in the small” (multum in parvo).
This is precisely why the genre of miniature found
its full and multifaceted embodiment in piano music.
O. Klendiy, drawing on the concept of E. Nazaikin-
sky, observes that the formation of the musical minia-
ture coincides with the period when music discovered
autonomous, specific ways of constructing an artis-
tic model of the world. The genre becomes relevant
when musical art masters “its own lyrical, dramatic, or
epic means and techniques, its own novelistic, short-
story, aphoristic principles, its own forms of combin-
ing numerous oppositions — semantic, structural,
and functional — that are inherent in the miniature
<...> since a miniature is not just small. It is a small
artistic model of the large, a microcosm” (Klendiy,
2021, p. 39-40). Thus, the miniature appears not as
a quantitative limitation of musical material, but as a
concentrated meaningful vertical that embodies uni-
versal philosophical generalizations.

Exploring the phenomenon of musical miniature,
N. Ryabukha defines it as a special type of artistic

whole, designed for diverse performance ensembles —
from solo (instrumental or vocal) to chamber-ensem-
ble music-making (Ryabukha, 2008). In the structural
aspect, the piano miniature gravitates toward laconic
compositional schemes (mainly simple one-, two-, or
three-part forms), in which “the artistic image of the
work is exposed immediately in the process of its
formation” (Ryabukha, 2008). It should be noted that
the external simplicity of scale is compensated by the
extraordinary internal density of the musical fabric.
According to the researcher, achieving artistic com-
pleteness in a small volume stimulates artists to use
means “which determine the intensity of microthe-
matic development, complicate the harmonic-tonal
plan of the period, and activate its syntax” (lbid.).

Of particular importance in N. Ryabukha’s concept
is the accentuation of the subjective factor: the per-
sonal origin dominates the miniature, aimed at reveal-
ing complex psychological states. Consequently, “it
is the subject of creativity who generalizes a specific
picture of the world in the miniature, the space-time
of which differs from all existing genres” (Ryabukha,
2008). In this context, the category of the subject
appears as a multifaceted “personification of the ‘I’
personality”, which unites the figures of the author, the
lyrical hero, as well as the recipient — the performer
and the listener — into a single semantic field (lbid.).

The flourishing of the piano miniature in the 19th
century and its formation, as mentioned above, were
inextricably linked to the structural evolution of the
piano, which transformed this instrument into a uni-
versal instrumental tool for expressing the compos-
ers’ subjective-lyrical worldview. However, the roots
of miniaturism reach back to the depths of clavecin
culture. In particular, French clavecinism of the eras
of Louis XIV and Louis XV, having formed in the elite
space of aristocratic salons, embodied the aesthetic
principles of its time: intimacy of expression, refined
ornamentality of melody, and a gravitation toward
small forms on a dance basis. According to N. Kashk-
adamova, the work of French masters is characterized
by “attention to the precise transmission of content,
lack of obscurity. In the embodiment of the musical
image, a major role belongs to visual representations,
their description, and word-painting” (Kashkadamova,
2010, p. 91). It was this tradition of clavecinism that
laid the foundation for the future programmatic min-
iature, where the specificity of the visual image and
the delicacy of textural decoration became precur-
sors to the Romantic detailing of feelings. Thus, the
salon aesthetics of the Baroque acted as a kind of
laboratory where the principles of concentrating artis-
tic thought within a small form were crystallized. The
Baroque suite became a genetic source for the crys-
tallization of the small form, where individual dance
numbers (allemande, courante, sarabande, gigue)
actually performed the role of independent pieces in
terms of content, although structurally linked.
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A special place in the evolution of small forms is
occupied by the works of the French clavecinists,
primarily Francois Couperin (1668-1733) and Jean-
Philippe Rameau (1683-1764). N. Lysina notes that
17th-century keyboard music was predominantly rep-
resented by the suite genre, where each part of the
cycle had a laconic volume, distinct dance character-
istics, and a single type of movement. However, the
subsequent desire for figurative contrast stimulated
a departure from canonical dance schemes, which
led to the emergence of programmatic tendencies
(Lysina, 2016, p. 99). It was in the heritage of the
French masters at the junction of the Baroque and
Rococo that the musical miniature first acquired dis-
tinct programmatism and psychological detailing.

The creative work of F. Couperin marked a quali-
tatively new stage in the development of musical
miniaturism: in more than 250 pieces combined into
collections (“Les Jeunes Seigneuries”, “Ordres”, “Les
Fastes de la grande et ancienne Mxnxstrxndsx”,
etc.), the composer created a gallery of program-
matic miniatures: from sound-painting sketches (“Les
Roseaux”, “Les Papillons”, “Les Moissonneurs”) to
psychological portraits (“La Coquette”, “L’'Atalante”,
“La Fidélité”). According to N. Lysina, these works “are
distinguished by the integrity of artistic style, the unity
of the figurative-thematic sphere, and the refinement
of musical language, representing the pinnacle of the
development of the French instrumental miniature”
(Lysina, 2016). F. Couperin significantly expanded
the technical potential of the instrument by using both
manuals and the hand-crossing technique (croisée).
As W. Mellers aptly put it, the texture of his works
combines refinement and transparency, abounding
in the subtlest intonational nuances within an overall
simplicity of lines (Mellers, 1987). The traditions of the
French school were also developed by F. Couperin’s
contemporaries — Louis Marchand, Gaspard Le Roux,
and Jean-Francois Dandrieu. Their works are domi-
nated by the small programmatic form with the active
use of dance elements. However, it was in F. Cou-
perin’s music that the aesthetic and stylistic founda-
tions of the French clavecin school were embodied
with maximal fullness.

In the creative output of J.-P. Rameau, the minia-
ture genre acquired special virtuosity and dynamism.
Treating the suite cycle as a sequence of character
scenes, J.-P. Rameau used programmatic titles for his
works, which transformed traditional pieces into vivid
genre scenes or portraits (“Tambourin”, “La Poule”,
“l 'Egyptienne”, “Les Cyclopes”). The composer’s oper-
atic experience brought a particular dramatic flair and
technical complexity to his keyboard works. N. Kash-
kadamova classifies J.-P. Rameau’s legacy into two
stylistic groups: the intimate-clavecin and the virtuoso-
effective, which essentially laid the foundation for bril-
liant piano playing (Kashkadamova, 2008). The active
use of arpeggios, fast tremolos, martellato, and wide
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leaps ensured the lasting popularity of J.-P. Rameau’s
works in the repertoire of pianists of subsequent eras.
Thus, while F. Couperin focused on refined orna-
mentation and the psychologization of the image,
J.-P. Rameau brought the miniature closer to large-
scale performance tasks, laying the prerequisites for
the “expansion” of small forms in Romantic pianism.

Parallel to the French tradition, the intensive devel-
opment of small forms took place in other national
cultures, acquiring specific stylistic features. In the
German musical space, the works of Johann Sebas-
tian Bach (1685-1750) and George Frideric Handel
(1685-1759) represent the evolution of the miniature
within the keyboard suite (specifically, the English and
French Suites, and Partitas). J.S. Bach often turned to
the miniature for didactic purposes. Collections such
as the WTC (Das Wohltemperierte Klavier), Notebook
for Anna Magdalena Bach (Notenblchlein fir Anna
Magdalena Bach), and Keyboard Notebook for Wil-
helm Friedemann Bach (Clavierbtichlein vor Wilhelm
Friedemann Bach) prove the small form’s ability to
solve complex pedagogical and artistic tasks within an
extremely concise volume (Svyrydenko, 2017, p. 25).

A special place in Italian musical culture is occu-
pied by the work of Domenico Scarlatti (1685-1757).
Despite the author’s designation “Sonata”, more than
550 of his keyboard works are, by their artistic nature,
filigree one-movement miniatures. They are charac-
terized by virtuoso brilliance, the conciseness of a
binary structure, and a distinct character that often
incorporates elements of Spanish folk color.

In the second half of the 18th and the beginning
of the 19th century, a qualitatively new evolutionary
phase of the miniature is associated with the work
of Ludwig van Beethoven (1770-1827). It is in his
output that this genre becomes a conceptual link
between the Classicist tradition and the aesthetics of
Romanticism. The composer reimagined the baga-
telle (French bagatelle — “trifle”), transforming it from
a domestic piece into an independent musical state-
ment in which a vivid artistic image and the author’s
concept are embodied in a laconic form. The com-
poser’s late cycles — Eleven New Bagatelles Op. 119
and Six Bagatelles Op. 126 — occupy a special place.
They demonstrate high psychological and emotional
integrity, which effectively lays the foundation for the
emergence of Romantic “songs without words”. The
dramatic flair, intellectual tension, and internal dialo-
gism inherent in Beethoven'’s style, which are usually
associated with his monumental sonatas, are fully
exposed in his small forms as well. By establishing the
bagatelle and the impromptus at the turn of the cen-
tury as fully-fledged, meaningfully significant genres,
L. Beethoven paved the way from the keyboard min-
iature of the Baroque to the deeply psychologized
works of Romantic composers. Thus, Beethoven's
miniaturism became the point where the “small form”
finally acquired the status of “great art”.
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In the 19th century, the piano miniature expe-
rienced its true “golden age”, becoming a repre-
sentative genre of the era. The Romantic era (late
18th — mid-19th centuries) emerged as a power-
ful ideological and aesthetic reflection on the crisis
of Enlightenment rationalism and the socio-cultural
upheavals of the time. Deep disillusionment with the
ideals of the French Revolution led to a fundamental
shift in the vectors of artistic cognition: from an objec-
tive worldview, artists turned to the irrational depths
of the human spirit. The complex internal world of
the individual, centered on intimate experiences and
a painful search for self-identity within a disharmoni-
ous society, became the priority object of art. As an
artistic movement, musical Romanticism crystallized
at the beginning of the 19th century under the power-
ful influence of the early German literary-philosoph-
ical school (F. W. Schelling, Jean Paul, etc.). Later,
musical Romanticism underwent significant develop-
ment through a direct dialogue with literature, theater,
and painting (G. G. Byron, H. Heine, A. Mickiewicz,
E. Delacroix). Within this interdisciplinary synthesis,
the theme of love occupies a leading place, appear-
ing, as interpreted by O. Volyk, as the climactic point
of human existence and becoming a key theme for the
artists of the Romantic era (Volyk, 2021). According to
G. Hegel's aesthetic concept, lyricism appears as the
main feature of the art of the Romantic era, asserting
the priority of individuality as an inexhaustible inter-
nal microcosm. The subjective principle is recognized
here as more significant than the surrounding reality,
transforming the internal world of a person into the
main object of artistic cognition (Hegel, 2003). In view
of this, the essence of the miniature is the feeling of
being in the moment, “here and now”, the momentari-
ness of the image, which demonstrates the effect of
a “frozen” moment. That is, the time of lyrical experi-
ence operates in the miniature, and the lyrical artis-
tic form appears “from the point of view of the self-
relatedness that has taken place, or pure feeling <...>
otherwise — as a personally formed extra-personal
givenness” (Hegel, 2004).

The music of the Romantic era is represented by
a brilliant constellation of artists whose work radically
renewed the meaningful and formal boundaries of
musical art. This galaxy includes F. Schubert, C. M.
von Weber, F. Mendelssohn, R. Schumann, R. Wag-
ner, J. Brahms, F. Chopin, F. Liszt, H. Berlioz, and
N. Paganini. The Romantics’ firm conviction in the
impossibility of a harmonious existence for the individ-
ual within the limits of prosaic reality led to the domi-
nance of themes of loneliness, wandering, and the
tragedy of unrequited love in their work. The appeal
of Romantic composers to themes of nature acquires
special significance. They humanize and celebrate
nature, which appears not only as a background but
as a living, humanized counterpoint to the human
soul, capable of resonating with the artist's subtlest

psychological states. Striving to overcome the disso-
nance with reality, Romantics create their own world
of dreams — a sphere of the ideal and unreachable,
where everyday life is whimsically intertwined with the
fantastic (Biedakova, 2021). Thus, analyzing the spe-
cifics of the Romantic worldview, researchers iden-
tify a number of fundamental features that define the
artistic system of this movement. Key among them is
the theme of love, which in the music of the Roman-
tics appears not just as a plot, but as an existential
climax of the individual’s inner life. Often, it acquires a
tragic coloring, embodying the concept of unrequited
feeling as the highest manifestation of emotional ten-
sion. A characteristic feature of the style is the oppo-
sition of the unreachable ideal and prosaic everyday
life. This gap creates a conflict between the individual
and the external world, which finds its reflection in the
themes of loneliness and fatal wanderings. In musi-
cological discourse, this phenomenon is denoted by
the term “world-weariness” (Weltschmerz) is a special
type of melancholy and disillusionment that became
the psychological portrait of an entire generation
(Voronovska, 2025; Biedakova, 2021). In addition
to deepening into psychologism, Romantics turn to
folklore sources, folk legends, and the heroic past as
means of cultural self-identification. Parallel to this, a
new type of pantheistic lyrics is formed: nature in the
music of the Romantics is finally humanized, turning
into a spiritual guide and “interlocutor” for the hero,
which subtly resonates with their internal experiences
(Volyk, 2021).

Among the key historical prerequisites for the
formation of the piano miniature, a special place is
occupied by the democratization of musical life: the
gradual transition of musical art from elite aristocratic
salons to the homes of the middle class (the bourgeoi-
sie) created a demand for new genre forms. In this
socio-cultural context, the large-scale sonata proved
to be too complex for home music-making, while the
short piece became an ideal format that combined
accessibility of presentation with artistic expressive-
ness. O. Voronovska notes that in the Romantic era
(parallel to the vocal romance), the chamber piano
miniature was being intensively formed. This genre,
genetically linked to the practice of domestic music-
making and the element of intimate improvisation,
gradually gained the status of a representative sphere
of 19th-century musical art (Voronovska, 2025).
According to the researcher’s observation, it was the
Romantic gravitation toward lyrical confession and
chamber style that contributed to the reimagining of
applied dance forms — the waltz, mazurka, and polka.
Through poeticization and the addition of psychologi-
cal subtext, these genres were transformed into pro-
found artistic statements (Ibid.).

Among the significant examples of the work of
Romantic composers illustrating the evolution and
flourishing of the miniature genre, one should highlight
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F. Schubert’s “Eight Impromptus” (D. 899 and D. 935)
and “Six Moments Musicaux” Op. 94 (D. 780), which
became standards of lyrical immediacy; eight books
of the cycle “Songs Without Words” by F. Mendels-
sohn (in particular, Op. 19, 30, 38, 53, 62, 67, 85, 102),
which are considered masterpieces of chamber “con-
fession”; the programmatic cycles of R. Schumann,
namely “Fantasy Pieces” Op. 12, “Scenes from Child-
hood” Op. 15, “Kreisleriana” Op. 16, and “Carna-
val” Op. 9, where the miniature appears as part of a
complex psychological whole. A vivid example of the
Romantic era, in which refined lyrical artistic images,
psychologism, and delicacy of sound production are
fully highlighted, is the work of F. Chopin, who, accord-
ing to N. Kashkadamova, “created a unique bel canto
of piano playing — a style devoid of tension, marked
by lightness and softness of sound, great melodic
fluidity, and grace” (Kashkadamova, 2006, p. 95). In
F. Chopin’s creative heritage, the cycle “24 Preludes”
Op. 28 appears as a concise anthology of his emo-
tional universe, where each piece is a maximally brief
yet exhaustive expression of a certain psychological
state. His “Mazurkas” (in particular, the cycles Op. 6,
7, 17, 24, 30, 33) demonstrate a unique transforma-
tion of folk dance into a refined psychological sketch
filled with national color and intimate reflection. The
composer’s “Nocturnes” are recognized as exem-
plary models of cantilena and refined lyrics that reveal
the depth of contemplative states of the soul. Spe-
cial attention should be paid to the “Etudes” Op. 10
and Op. 25, in which a purely technical task becomes
the foundation for the development of a holistic artis-
tic image, which radically changed the status of this
genre in musical art.

F. Liszt significantly expanded the figurative bound-
aries of the genre, filling the miniature with philosophi-
cal depth and orchestral multifacetedness. This is
clearly manifested in the cycles “Years of Pilgrimage”
(S. 160, 161, 163), where each piece appears as a
concise, meaningfully saturated intellectual reflection
of the artist, as well as in the cycle “Poetic and Reli-
gious Harmonies” (S. 173), which is an example of the
philosophical miniature. Despite the fact that individ-
ual pieces (in particular, “Blessing of God in Solitude™)
have a significant volume, by their genesis they retain
their belonging to small genres. In F. Liszt's creative
output, the miniature genre in its most refined form
is represented by the cycle “Consolations” (S. 172).
Unlike traditional nocturnes, these pieces appear as
a result of deeply internal, subjective impressions of
the artist. The “dotted”, momentary reflection of lyrical
states in a chamber, sometimes symbolic-aphoristic
form, allows this cycle to be interpreted as a specific
authorial model of the prelude genre in the compos-
er's legacy (Biedakova, 2021).

The work of J. Brahms demonstrates a special
focus on small forms at different stages of his artis-
tic journey, where the composer combines classical
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structural rigor with Romantic expression. Already in
his early period, he turned to the genres of the ballad
and the waltz, creating the Four Ballads Op. 10, filled
with austere epicism, and the Sixteen Waltzes Op.
39, which became an example of the poeticization of
everyday dance. A significant place in the composer’s
output is occupied by the Hungarian Dances (WoO
1), in which Brahms masterfully embodied the spirit of
folk music, giving it a refined academic form. Of par-
ticular artistic value are the cycles Three Intermezzi
Op. 117, Six Pieces Op. 118, and Four Pieces Op.
119, where each piece appears as an intimate cham-
ber confession, achieving a maximal concentration of
musical expression.

Thus, in the musical culture of Romanticism, the
piano miniature emerged as a perfect artistic model
in which the laconicism of form not only did not limit
the content but, on the contrary, became a necessary
condition for achieving the ultimate concentration of
feelings and philosophical depth of expression, trans-
forming each piece into a subjective projection of the
artist’s universe. The transformation of the piano min-
iature into a leading form of musical expression was
driven by a synthesis of socio-cultural and aesthetic
factors, such as:

— democratization of musical life: the transition
of art from aristocratic salons to the homes
of the middle class created a demand for accessible
formats. In the context of domestic music-making,
the large-scale sonata gave way to the small piece,
which combined artistic expressiveness with technical
accessibility;

— evolution of the instrument: the technical
improvement of the piano (the cast-iron frame, double-
repetition action, development of pedaling) allowed
the instrument to “sing”; its capacity for cantilena
and sonic illusions made the piano an ideal medium
for conveying intimate, finely differentiated feelings;

— change in social consciousness: in a period
of historical upheavals and disillusionment with
the heroic ideals of Classicism, a demand for intimacy
arose, where the inner world of the ‘little person”,
their private experiences, and reflections became
the center of attention.

These prerequisites determined the key typological
features of musical miniaturism: programmatism (the
title of the work becomes an emotional landmark that
instantly engages the listener’s imagination); cyclicity
(the combination of contrasting works allows for the
reproduction of the variability of emotional states and
the complexity of human psychology); the aesthetics
of “momentary existence” (instead of long classical
development, the Romantics proposed the ultimate
concentration of thought, where a concise musical
idea acquires artistic self-sufficiency and meaningful
fullness).

Conclusions. The conducted research allows us
to conclude that the piano miniature of the Romantic
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era appears as a unique socio-cultural and artistic
phenomenon that focuses on the key ideological
transformations of the 19th century. It has been
established that the miniature is a specific artistic
model capable of embodying a holistic picture of the
world through the concept of “the great in the small”
(multum in parvo), which brings it closer to analogous
phenomena in painting and literature. Although the
musical miniature as an independent type of work was
finally formed later than related art forms, its genesis
demonstrates a long evolution of artistic thought. The
origins of the genre are traced back to the works of
the French clavecinists (F. Couperin, J. Rameau),
where the programmatic piece first acquired refined
intimacy. An important contribution to the development
of the small form was made by J.S. Bach, whose
inventions and preludes laid the foundation for the
intellectual concentration of material, and D. Scarlatti,
who gave the keyboard miniature virtuoso brilliance.
Of particular importance in this genesis is the figure
of L. Beethoven. His bagatelles became a connecting
link between the classical balance of tradition and
the new, subject-centric Romantic language. It
was this vector of historical development — from
Baroque aphorism to Beethoven’'s psychologism —
that became the basis for the establishment of the
miniature in the Romantic era as a philosophically
deepened genre. The flourishing of this genre sphere
was driven not only by the aesthetic demands of the
time but also by the technical evolution of the piano,
which became the main instrument for expressing
the subtlest nuances of personal feelings. Thanks to
the new structural capabilities of the instrument, the
Romantic miniature acquired a special sonic richness,
capable of embodying the most complex concepts of
human existence within a laconic form. Perspectives
for further scientific research lie in a profound analysis
of the interaction between the musical miniature and
the poetics of national schools, as well as in studying
the transformation of the Romantic principles of the
genre in the compositional practices of the 20th and
21st centuries.
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Memoto cmammi € Bu3Ha4YeHHs1 ICMOPUYHUX repedymMoB ma ecmemuyHUX 3acad cmaHos-
JIEHHS chopmeniaHHOI MiHIamIopu siK perpe3eHmamuBHO20 XaHpy My3U4HO20 POMaHMU3MY.
Memodosiozisi OCIOKEHHST TPYHMYEMBCST Ha KOMITIEKCHOMY MKOUCYUI/IIHapHOMY MidxXodi,
wo 0ae 3mMoay po3Kpumu bazamozpaHHicms (hopmeniaHHOI MiHiamioopu i 3ac8ioHumu Mix-
oucyuriiiHapHy rnpupooy MiHiamiopu siK yHIBEPCa/IbHO20 MUCMeYbKO20 (heHOMeHa, s1acmu-
B020 XUBOMNUCY, Aimepamypi ma my3uyi. O6rpyHmosaHo, Wo yel xaHp nocmae cneyucpiy-
HOK XyOOXHbLOK MOOE/I/I0, 30amHOK BMIZIUMU Yi/IICHY KapMmUHY C8imy Yyepe3 KOHUenyito
«Be/IUKO20 B8 MasioMy» (multum in parvo), wo susHayae 0cobsusuli cmamyc Masoi hopmu
B8 cucmeMi poMaHmMu4HUX yiHHocmel. OKpeMy ysazy npuoi/ieHo /102iyi 2eHe3ucy ma esoso-
yii aHpy, wo po3ansoaemscs K 6e3nepepsHull MPoYyec HaKoMUYEHHS iHmesiekmyaabHO20
ma emoyiltiHo2o docsidy. BUMOKU My3U4HOI MiHiamiopu MPOCMEXeH0 y mBopYocmi ghpaH-
Uy3bKux kiasecuHicmis (®. Kynepexa, )XX. Pamo) ma sipmyo3Hux coHamax /. Ckaprammi,
8 sIKUX 6y/10 3ak1adeHo 3acadu KaMepHOCMi ma npo2pamHoCmi. Bax/iugum emarom susHa-
yeHo cnaduwuHy M.C. baxa, iHseHyii ma npentodii sko2o 3abesneyusu ghyHoameHm iHme-
JIeKmyasibHOI KOHYeHmpauyii My3u4Ho2o mamepiasny. Ky/ibMiHayiliHUM MOMEeHMOM nepexody
00 HOBOI ecmemuKu BU3Ha4YEeHO meopyicmb /1. BaH bemxoseHa: 3a3HaqyeHo, wo io2o baza-
meJii cma’siu Crio/ly4HOI0 /IaHKOK, WO MoedHas1a K/1acudHy CmpykmypHy BpIBHOBaXEHICMb 3
Cy6'eKMUBHO-UEHMPUYHOK POMaHMUYHOK MOBOK. BucBim/IEHO po/ib MEeXHIYHOI esosioyil
hopmerniiaHo siK MPOBIOHO20 IHCMPYMeHMa ernoxu, KOHCMPYKMUBHI MOX/IUBOCMI 5IKO20 dasiu
3MOo2y MUMUsiM 8Mi/itosamu HalimoHwi 2padayjii 2/1u60KUx 0cobucmux nodymmis. Po3kpumo
ecmemuky «MUmmeso20 6ymmsi» POMaHMUYHOI MiHiamiopu, O0e /IaKoHI3M CMPYKMypPHUX
¢popm (Mpocma 00HO-, 0B0- ma mpu4YacmuHHIiCMb) 3abe3snedye echekm «0OHOMOMEHMHO20%»
nepebysaHHs cy6’ekmis meopyocmi (aBmopa — BUKOHaBUS — C/1yxada) 8 Mexax KaMepHo20
yacorpocmopy. BusHayeHo ¢hyHOameHmasibHi CMUC/108i OOMIHAHMU XXaHpPy, ceped SIKUX:
abco/momHull npiopumem 0cobuCMICHUX NepexusaHb, mpaziyHe npomucmag/ieHHs ioeany
ma MoscsIKOeHHOCMI, eKk3ucmeHyjliHa camMomHicms iHOusioa. TpaHcghopmayito XaHposoi
rpupPodU NpocmexeHo Yepes meopyuil BHecok ®. Lllonena, ®. /licma ma V. Bpamca. Bcma-
HOB/IEHO, W0 y 00POBKY poMaHmukig ¢hopmeniaHHa MiHiamropa eso/1oyjoHyBana 00 cmaHy
XYO0XHb020 YHIBEPCYMY, e CmUC/ICMb YacoBUX MeX Jlulie MidKPec/te MacuwmabHicmb
asmopcbKoi OyMKU. J1akoHIYHa ¢hopma mym sucmynae ioeasibHuM npocmopoM 07151 BUC/IOBY,
B SIKOMY KOXHa IHMOHayist HabyBae 2paHU4YHOI CMUC/I080i HAMoBHEHOCMI ma ¢hilocoghcbKo20
3micmy. 3asHayeHo, Wo mpaHcopmayisi MiHiamopu y fposioHy ¢hopMy POMaHMUYHO20
€8imosidYymmsi 3yMog/ieHa MoeOHaHHsIM MeXHIYHOI eso/oyli chopmeniaHo, 3arnumom Ha
IHMUMI3ayito My3U4HO20 BUC/I0BY Ma YMBEPOXEHHSIM PO2PaMHOCMI SIK 20/108HO20 MUIO-
J102i4HO20 MPUHYUIY XaHPy.

Kntodosi cnosa: chopmeniaHHa MiHiamiopa, My3udyHa Ky/ibmypa, poMaHmusm, XyOOXHIl
06pas, eeHe3UC XaHpy, KOHUEMNyisi «Be/IUKO20 B MasloMy», KnasecuHicmu, kamepHul Yaco-
rpocmip, esontoyisi hopmeniaHo.
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Ceprinn CepriiioBny Kaszakos

BukoHaBcbKa peuenuisa «<KBaptety g-moll»
Bacuna bapBiHCBLKOro y cyyacHiii KaMepHii npakTuui

YK 78.087.68:78.071.1(477):78.03
DOl https://doi.org/10.24195/artstudies.2026-1.11

Y cmammi 30ilicHeHO aHasli3 BUKOHABChLKOI peyenuyii cmpyHHo20 «Ksapmemy g-moll» ykpaiH-
CbK020 Komro3umopa XX cmonimms Bacurnsi bapsiHCbK020 y KOHMeKCcMI Cy4YacHoi kaMepHO-
aHcamb/1e80i npakmuku. Tgip po3a/sidaemsCsi sik 3Hadywul 3pa3ok yKpaiHCbKOI KBapmemHoi
My3UKU repuwioi mos108uHU XX cmosimmsi, Wo MoedHye nedazoeiyHy CnpsiMosaHicms i3 8UCO-
KUM XYOOXHIM piBHEM KOMIMO3UMOPCLKO20 MUC/IEHHSI. AKmyasibHicmb 0OC/IIOXEHHS 3yMOB-
JieHa 3pocmaHHsIM IHmepecy Cy4acHUX BUKOHaBYi8 00 HayioHa/IbHO20 KaMEPHO20 penepmy-
apy ma HeobXioHicmto (i020 NepeocMUC/IEHHS 3 NO3UYil Cy4acHOI BUKOHABCLKOI ecmemuku.
YBazy 30cepedeHo Ha cneyucpiyi iHmepnpemayii 06pasHo-cmu/boBuUX, (hOPMOYMBOpIo-
Ba/IbHUX | ghakmypHUx ocobsiusocmell ksapmemy. [poaHasi308aHoO POsib BUKOHABUS Y Mpo-
yeci akmyasizayii aBmopcbko2o 3adymy, WO MpPOSIBSIEMBLCS Y BUOGOPI MEMIOPUMMIYHUX
piueHb, apmukyasayii, OuHaMiYHO20 basiaHCy ma aHcamb/esoi B3aemodii. OkpemMo po3e/isida-
€MbCs1 pobema MoosiliHoI NPUPOAU MBOPY sIK HaB4a/IbHO20 Mamepiasy ma KOHUepmHo20
penepmyapy, a makox i 81/1u8 Ha BUKOHaBCbKy mpakmosky. MemodosioaiuHy ocHosy doc/i-
OXEHHSI CmaHoB/1sIMb ICMOPUKO-cmu/boBul, iHmepnpemayitiHul ma aHa/limu4YHO-8UKOHaB-
CbKull Midxodu. Y3aza/ibHeHO 00CBI0 yKpaiHCbKUX KaMepHUX aHCamb/1i8 y BUKOHaHHI «Ksap-
memy g-moll», okpecsieHo murnosi iHmeprnpemauyiliHi Modesi ma BUSIBIEHO MEHOEeHYii 00
102/1Ub/IEHHS1 XyO0XHLO-06Pa3HO20 3Micmy MBOpPY 103a Cymo neda2o2iyHuM rMpoYyUMaHHsIM.
TiOKpec/IeHO 3HaYEHHsT aHCaMb/1eB0I Ky/Ibmypu, iHMOHayitiHOI €EOHOCMI ma cmu/licmuYHoI
BUB&XEHOCMI 51K BU3HaYa/IbHUX YUHHUKIB YCMIWHOI BUKOHABCLKOI peanisayil. [JosedeHo, wo
rnooaHuli cmpyHHUU KBapmem y cy4acHil kamepHil npakmuyi nocmae sik 6azamosumip-
Hutl XydoxHili heHomeH, 30amHuil Ao pisHoacrnekmHoi BUKOHaBCLKOI iHmeprpemauyii. Vio2o
aKmusHe BK/II04YeHHs1 00 KOHUePMHO20 ma OCBIMHBL020 perepmyapy Crpusie akmyasnisayii
YKpaiHCbKOI KamMepHOI My3U4HOI cnaduwuHu ma (hopMyBaHHIO HayioHa/IbHO OpiEHMOBaHO20
BUKOHABCKO20 MUC/IEHHSI.

Knrouosi crnosa: cmpyHHuUl kBapmem, kaMepHO-aHcambsiese BUKOHaBCMBO, BUKOHABChKA
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iHmepnpemayisi, ykpaiHcbka KaMepHO-iHCMpyMeHMasibHa My3UKa.

MoctaHOBKa NpoGnemu. YKpaiHCbKa KamepHo-
IHCTPYMEHTa/IbHa My3MKa NepLLoi NOsI0BUHN XX CTO-
NiTTA 3a/MWAETLCA BaX/IMBUM CETMEHTOM Ccy4ac-
HOro BMKOHABCLKOro peneptyapy. Monpu 11 oueBuaHY
XYLOXHHIO LiHHICTb | IMGOKY IHTErPOBAHICTb Y 3arasib-
HOEBPONECLKNIA MOAEPHICTCbKNIA KOHTEKCT, KamMepHi
TBOPM LbOro nepiogy A0CI 3amwatoTbCa HegocTar-
HbO OCMWC/IEHVMMW 3 MO3ULIA Cy4yacHOro BUKOHaB-
CbKOro My3nKO3HaBCTBa.

OcobnuBe micue y UboMy MpoLeci nocigae TBop-
YiCTb YKpalHCbKOro Komnosutopa Bacuns bapBin-
cbkoro (1888-1963). NMokas3oBo, L0 0o ecteTnyHa
KOHLenuis iHToHauiliHoro cBiTy chopmyBanacs Ha
NepeTuHi 3axigHOEBPONENCHKUX CTUbOBUX TEHAEH-
Lii Ta yKpaiHCbKOI HauioHanbHOT Tpaauuii. Monpu
[OBONI aKTUBHE 3aljikaBNeHHs1 TBOpUicTo B. BapBiH-
CbKOT0 YKPaiHCbKMMK My3UKaHTamu, MOXHa KOHCTa-
TyBaTu Npobnemy BUKOHABCLKOT peLenuil kaMmepHoi
MY3MK/ MWUTLSA, WO Hacamnepeg nonsrae y BiacyT-
HOCTI ycTasieHOl Tpaauuii ii iHTeprnpeTalii y cyyac-
Hili KaMepHili npakTuui. 30kpema, aHcamb/i yacTo
CTMKaKTbCA 3 METOAOMONYHOK HEBM3HAYEHICTIO: SK
noeaHaTn CTUNICTUYHY aBTEHTUYHICTb 3 aKTya/lbHUMM
BVMKOHABCBKUMW MpaKTuKamu.

AHanis akTyasibHUX pAochifkKeHb. [locTarti
B. BapBiHCLKOro MPUCBAYEHO YMMasIo POoO6IT yKpaiH-
CbKMX MY3MKO3HaBLiB. LieHTpasibHOo npaLero MoxHa
BBaxaTy MoHorpaduito C. MasnuwmHa (MaBAuLLIVH,
1990). UWono kamepHoi cnagwmHW KOMMO3UTOpPa,
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TO TYT BapToO BUAINWUTU AncepTauiiHe AOC/iAXeHHS
I. JKyK, sike, X04 i NpucBsiYeHe BiOSIOHYENbHIl TBOP-
YOCTi MUTLS, MPOMOHYE PO3M0rMin My3MKO3HaBUNI
aHani3 «KBapTteTy g-moll», a Takox Harosiowye Ha
OVOaKTUYHIA NpuBabaMBOCTI TBOPY. 30KpeMa, HayKo-
BMLSA 3a3HaYaE, WO «JaHUi KBapTeT ByB HanucaHwuii
3 MEeTOK 3abesneyeHHs nejaroriyHoro peneptyapy
y Kknaci kamepHoro aHcaménio Buworo My3nyHoro
[HCTUTYTY iM. M. JluceHka» (XKyk, 2005, c. 68). Mpo-
noBxye U0 aymky P. Mucbko-laciyHuk: «Ha npo-
XaHHa TleTpa [WweHnYkM (TOAIWHLOTO KepiBHUKA
Knacy KamepHoro aHcamo6sio y Buwomy My3snyHomy
iHCTUTYTI) Bacunb BapBiHCbKuli HanmMcaB CTPYHHWIA
«KBapter g-moll «4ns monogi»» (Mucbko-llaciu-
HUK, 2010, c. 80). 3 iCTOPUYHOI TOUKM 30pYy KamepHo-
iHCTPYMeHTas1bHI TBOpU B. BapBiHCbKOrO OCMUCAHO-
I0TbCH Y HayKOBIli po3Bigui /1. Hazap-LUeBuyk, ska npo
«KBapTteT g-moll» nuwe Tak: «nosiBa AWAAKTUYHOIO
TBOPY B XXaHPi YKPaIHCbKOI KamepasniCTUKM SBULLE
HOBe | Barome, a cam TBip, CMNOBHEHWUI SCKPaBOi
MOM104Ee40T CUNN Ta 3aB3ATTHA, NPOHMU3AHWUIA NICEHHOK
€NEriHICTIO Ta KOJIOPUTHO Nei3akNCTHKOK (OAHIE
3 HaliCTOTHIWIMX Ta HalsickpaBiluMx cdep KomMmnosu-
TOPCBLKOrO CTUJI0), 3aUTULLIAETLCH aKTyasTbHVM Y BUKO-
HaBCbKOMY CTAHOBJIEHHI i Cy4acHMX MOMOAMX Kame-
panicTiB» (Hasap-LUeBuyk, 2015, c. 431).

Takum YMHOM, MOXHa rOBOPWTU NPO CBOrO pogy
OVOaKTUYHUIA BEKTOP KOMMO3UTOPCHLKOrO MUC/IEHHS.
Came uUs nogpiliHa npupoga KBapTeTy 3yMOBJIHOE
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CK/IafHICTb | 6aratoBapiaHTHICTb OO0 BMKOHABCHKOI
peLenLjii y cyyacHiin npaktuu,.

MeTta crtatTi nonsirae y BUSIB/IEHHI cneundikm
Cy4yacHOI BMKOHaBCbKOT peuenuii «KBapteTy g-moll»
Bacuns BapBiHCLKOr0O 3 TOUKM 30pY iHTepnpeTauinHnx
cTparteriin yKpaiHCbKUX CTPYHHMX KBapTETIB.

MeTtogonoria gocnigkeHHA. MeTo40NOrYHY
OCHOBY [OCNIIXEHHA CTaHOBUTb MiXAMCUMNAIHAP-
HWI NigXia, WO NoeaHye iIHCTPYMeEHTapili icTOpMYHOro
MY3MKO3HaBCTBa, BMKOHABCbKOro aHasisy Ta Teopil
My3MYHOT iHTepripeTauii B. MockaseHka. Tak, Bax-
NMBUM A/15 NOLAAHOr0 AOC/IMKEHHSA CTaE Take BU3Ha-
UEeHHS1 HayKOBLS: «My3U4YHe IHTepnpeTyBaHHA — Le
opraHizoBaHa iHTE/IEKTOM TBOpYa AiSNIbHICTb My3UMy-
HOr0 MUC/IEHHS, SiKa CpsSAMOBaHa Ha PO3KpUTTS Bupa-
30BOCMUC/IOBMX MOX/IMBOCTEN MY3WUYHOTO TBOPY»
(MockaneHko, 2013).

Pesynbrat Ta iX OGroBopeHHs. KamepHa
My3MKa Nocigae YvinbHe Micue y TBopyocCTi B. bapBiH-
CbKOT0, penpe3eHTyoun oro TSXIHHA 40 XaHpiB, Lo
BMMaratTb 0CO6MBOT KOHLEHTPaLIT My3UYHOT AYMKM
Ta TOHKOTO Big4yTTS iIHTOHaLiiHOT MaTepil. «KamepHo-
IHCTpyMeHTaubHI TBOpM Bacunsa bapsiHCbKOro 3a
KIJIbKICTIO, >XaHPOBMM OOCSIrOM i MWUCTELbKOK Bap-
TICTIO TOAj NepeBepLUyBasiv AOPOOOK KOMMO3MTOPIB
He fnvwe 3axigHOYKPaiHCbKOro perioHy, asie i BCi€l
YkpaiHun» (Mucbko-MaciyHuk, 2010, c. 79). CTpyHHMIA
KBapTET SK XaHp CTae A1 KOMMo3uTopa NpocTopoMm
CTUNICTUYHOTO CUHTE3Y, B AKOMY MOEAHYHOTLCA Ka-
C/YHa hopmasibHa forika, HeoKIacuYHi TeHaeHuUiT Ta
HauioHa/TbHO 3a6apBEHNA TEMATH3M.

«KBapteTt g-moll», gpyruin onyc Mutust Ans CTpyH-
HOro kBapTeTy, OyB HanvucaHuin 1935 poky sk pesy/ib-
TaT 3anuTy Ha KamepHuii penepTtyap ANs CTYAEHTIB.
Came TOMYy Yy HM3Li POGIT MOXHa nNob6aynTn CBOrO
pogy nporpamHy HasBy «MonogpkHuii» un «[ns
MOJIO0Ai», LLIO CBIAYMTb NP0 ANAAKTUYHE OPIEHTYBAHHS
TBOpPY. YTiM, NofibHe BU3HAYEHHSA NULLEe YMOBHO BKa-
3Y€ Ha CMpPOLLEHICTb MY31YHOT MOBM — HATOMICTb TBIp
[EMOHCTPYE 3pa3oK CBiZOMO CTPMMAaHOro MNOYepKy
MUTLSA, Y SIKOMY KOXEH iHTOHAUiHWIA eneMeHT Mae
4iTKE MUCTELbKe 3HAYEHHS, apke, «BTIOKYN MpU-
KNagHy AWAAKTUYHY METY, BPaxOBYHUM CTYAEHTCbKI
BMKOHABCbKI MOX/IMBOCTI, KOMMNO3UTOP BUXOAUTbL 3a
MeXi dyHKLi/i CyTO HaBYa/IbHOTO TBOPY, AEMOHCTPY-
HOYM HEOPAMHAPHUIA CrOCI6 NepeoCMUCNEHHST My3UMY-
HUX HauioHasIbHO-CaMOBYTHIX puUC i QoislirpaHHy Tex-
HiKy nucbma» (XKyk, 2005, c. 68).

dopmasibHa opraHizauisa KBapTeTy pyHTYETbCS
Ha KacuM4yHMX 3acafax CTPYHHOrO KBapTeTy, ake
«B. BapBiHCbKMI — NepeayciM mMaicTep KamepHOro
xaHpy» (KomeHga, 2020, c. 293), ogHak HaroBHIO-
€TbCA iHAMBIAYaNi3oBaHNM ApamMaTypriyH1um 3MiCTOM.
Tak, «KBapTteT g-moll» cknagaeTbcsa 3 HOTMPLOX Yvac-
TVH, ge | yacTnHa — e Tema 3 TpboMa Bapiauisgmu,
OCHOBHa TOHasbHIiCTb g-moll, Il yacTnHa — ckepuo,
TOHasbHICTb G-dur, Il yacTuHa Andante, TOHa/IbHICTb
a-moll, IV yactnHa — cpiHan y ToHasibHOCTI D-dur.

BukoHaBcbKa peuenuis «KBaptety g-moll» Bacuns bapBiHCbKOTO y CyyacHiii KamepHii npakTuui || 74-78

UiTKiCTb CTPYKTYPHUX MEX NMOEAHYETHCA 3 BHYTPILL-
HbOK THYYKICTIO MY3MYHOrO PO3BUTKY, LLO BigKpuBae
LUMPOKI MOXJ/TMBOCTI A1 TEMMOPUTMIYHOT Ta aroriyHot
iHTepnpeTauii. Ana BukoHaBuiB «KBapTtety g-moll»
BaXX/IMBMM CTa€ NUTaHHA 6anaHcy Mk hopMasibHOR
OVNCLMNIIHOI0 Ta XWBUM MY3UYHUM AUXaHHAM. Hag-
MipHa paLjioHasi3alia Moxe npu3BecTu A0 BTpaTtu
06pa3Hoi BUpasHOCTI, ToAj AK HagmipHa cBoboda — A0
pPO3MUTTA apXiTEKTOHiKM TBOPY. CamMe B LibOMY Hanpy-
XKEHHI (DOpPMYETbCS iHTEpPNPETAaLliiiHe nosne cy4vacHol
peuenuii keapTeTy B. BapBiHCbKOrO.

Moka3oBo, WO [0 LbOro onycy 3BepralTbCs SK
CTyZeHTH, Tak i npodpeciiHi konekTneun. Cepeg ocTaH-
HiX NepLloi Yyeprn NOTPiGHO BUAIMMTU KBapTeT iMeHi
M. JluceHka, SIKMIA «B YKPAIHCbKOMY MMWCTELLbKOMY
NPOCTOPI ACKPaBO [AEMOHCTPYE npuknag BUKOHAaB-
CbKOT AyXOBHOI 3pinocTi» (Kasakos, 2025, c. 306).
Y ubomy cknagi AHatonii baxxeHoB, Bopuc CkBop-
LoB, HOpiii Xonoaos Ta JfleoHig KpacHowok 1978 poky
BMKOHaUuM 3anuc «KeBapTeTy g-moll» B. BapBiHCbKOro?.
Oco6n1By posib Yy BMKOHABCbKiM peuenuii KBapTteTy
iMm. M. JlnceHka Bigirpae aHcambsieBa B3aeMOAIS.
MpocToTa hakTypn Oronwe O6yab-Aki AucdanaHcu,
HETOYHOCTI iIHTOHAaUIT Y1 apTUKyNsLii, BogHOYaC CTBO-
ptoro4n yMOBM AN (DOPMYyBaHHSA BUCOKOT Ky/bTypW
CNyXaHHs i B3BAEMHOI0 pearyBaHHs1 MiXX yYaCHUKamu
aHcamornio.

Tak, BXe y | yacTuHi iHTepnpeTauia Keaprtety
iM. M. JluceHka iCTOTHO BiOPI3HAETLCA Bif, Oi/IbLLOCTI
Cy4yaCHUX BUKOHaHb, ajpke AOTPMMAaHHSA TeMMOoBOro
no3HayeHHs Largo He 3BOAUTLCS A0 (DOPMasibHOro
YMNOBINIBHEHHA PYXY, a peasnizyeTbCa AK NPUHLMUMNOBO
MOBIMIbHWIA, CTATUYHUIA TEMM, Y MeXax SiKoro meso-
OVYHa NiHiA po3ropTaeTbCca 6e3 MOMITHMX aroriy-
HUX YN METPO-PUTMIYHMX BigXWieHb. Taka Temnosa
CTabiNIbHICTb € CKNagHUM 3aBAAHHAM A1 CTPYHHUX
BMKOHAaBLLiB, OCKI/IbKM B/Marae 36epexxeHHs BHYTpiLL-
HbOT HanNpyry 3By4aHHs 6e3 pr3nKy MOHOTOHHOCTI.

3a/4/19 YHVKHEHHS CTaTUYHOI iIHEPTHOCTI BUKOpUC-
TOBYETLCS HU3KA TOHKMX BUPA30BMX 3aC06iB, 30kpema
nerke noptamMeHTo B CepeauHi Nir ta nocnigoBHe
3aCTOCyBaHHS BibpaTo NPakTUYHO Ha KOXHOMY 3BYLy,
BK/TOYHO 3 MPOXiAHUMU WICTHAAUATUMU. Y Mexax
nepwnx ABaHagUATU TakTiB (POPMYyeTbCA y3arasib-
HeHWli obpas-CTaH, CBOEpigHa 3BYKOBa CTaTW4yHa
KapTMHa, nosbaBneHa pO3BUTKY B TpaguuiiHomy
ApamaTtypriyHoOMy CEeHci, yTiM, HacnyeHa BHYTPILLHIM
NIPUYHUM HaMNpPyXeHHSAM.

CydyacHa BWKOHaBCbka MpakTUKa BUABMIAE [ABi
OCHOBHI TeHAeHLT iHTepripeTau,i Liel yacTuHu. MNeplia
3 HUX CMpsIMOBaHa Ha BiTBOPEHHS aCKETMYHOI Moaeni
BMCMIBYBaHHS, WO TsXXIE OO MakCUMaslbHO CTpuma-
HOro aroriyHoro Po3BUTKY Ta 30GepexeHHs TEMMNOBOT
HepyxoMocCTi. [pyra TeHAeHLia nependadvae 3Ha4yHO
BINIbHILLIMIA MigXia: aKTUBHILLE BUKOPWUCTAHHST aroriku,

1 3 UMM BUKOHAHHSIM MOXHA O03HAOMWTUCHL 3a MOCUSIAHHAM:
https://www.youtube.com/watch?v=7_0Ov0ky-8l1&list=RD7_Ov0ky-
8ll&start_radio=1.
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pomMaHTM30BaHy MaHepy pasyBaHHs, JIOKas1bHi
TEMMOBI 3pYLUEHHST B LWICTHAAUSATUX Ta PO3LLMPEHHS
KafeHLiiHMX 3aBepLUEHb ABOTaKTOBMX hpas.

OcobnuBy yBary npuBepTac iHTepnpeTaL,is nepLoi
Bapiauii, B sikii BUKOHaBLi KBapTeTy imeHi M. JlnceHka
He BUTPUMYIOTb MO3Ha4yeHHs Llistesso tempo: pyx
WiCTHAQUATUMKN CTae [eLwo LWBUAWKMM MNOPIBHAHO
3 TEMNOM TeMU. He3Bakaroun Ha TEXHIYHY 3i6paHicTb
i 3arasibHy aHcambsieBy 31arO)KEHICTb BMKOHaHHS,
Take TeMMnoBe 3MIlleHHA CyTTEBO TpaHcopmye
06pa3Huii xapakTep My3WKWU, Hagarun nomy GinbLi
TPENeTHOro, EMOUIAHO 36ymKEeHOro 3abapBfiEHHS,
3 TEeHAEHLieo A0 NiAKPeCNeHOo HXXHOT, 3BOPYLLIUBOT
eKcnpecii.

BrkoHaBCbka MaHepa B LibOMY pasi BUSB/ISIE PUCH,
XapakTepHi 419 yKpaiHCbKO-PaasiHCbKOT BUKOHABChKOT
LWIKOMM Apyroi nonoBuvHuU XX ctonitta (1950-1990-Ti
pokwu): piBHE, Maiixe 6e3nepepBHe 3BYKOBEAIHHS, Bif-
CYTHICTb aroriyHux BiAXWeHb i MiHiMani3auito gekna-
MauiiHUX efleMeHTIB, PO3CniBYBaHHS Ta iHTOHaLIiHO-
NafoBUX aKUEHTIB, SKWO BOHM 6e3nocepefHbo He
3agpikcoBaHi B HOTHOMY TeKCTi. Takuid migxig 3ymMoB-
JIIOE NEBHI PO306IXKHOCTI 3 aBTOPCbKUMMN apTUKYSALiNA-
HUMW MNO3HAYEHHAMMU.

30kpema, y Apyromy TakTi YeTBepTol uudpu nap-
TUTYPY NMOPTAMEHTO MO3HaYeHe Ha NepLUnX YOTMPbLOX
BOCbMWX, LLO BKA3YE Ha IXHIO CTPYKTYPHY 3HAYYLLiCTb
i OopieHTaLil0 (hpas3n Ha nepLly YacTKy TakTy, TOL4j K
Jpyra Moro nonoBvHa Mae ocnabneHuin xapaktep.
B aHanizoBaHOMY BUMKOHAHHI Lii aKLLEHTW HIBETHOKTLCS:
pyx NPOXoamuTb Yepes TPETIO L0/10, OMUHAaKUY nepes-
6ayeHe KOMMO3MTOPOM OCMiBYBaHHA. AHaJI0TYHO
B TPETLOMY TaKTi HasABHi MO3HauKM tenuto Ha BOCbMMX
y Opyrii uBepTi, WO (opMyeE HENpPONopLiliHe, 3CyBHE
(pbpasyBaHHsA, [ie 3aBepLUeHHsA hakTUYHO npunajae Ha
TPEeTo 0N TakTy. HaTomicTb BUKOHaBLI BMOYOOBY-
HOTb Ky/IbMiHaLiiHUIA aKLEHT BIAMNOBIAHO A0 AELW0 CXO-
NacTUYHOI NOTiKK (Ha nepLuy A0/ ABaLUATOrO TakTy).

Y cyvyacHOMY MYy3UKO3HaBY0-BUKOHABCLKOMY AMC-
Kypci NoAi6GHI apTUKyNALiAHI Ta arorivHi getani pos-
rnAfaloTbCA 3 0COBMMBOK MPUCKIM/IUBICTIO, OCKISIbKM
camMe BOHM BM3Ha4alTb CEMaHTUKY dpasn Ta Xxapak-
Tep 006pa3HOro BUC/IOBMIOBAHHSA. AKLEHTYBaHHSA
3a3HavyeHux tenuto 3 noganbMM NPUPOSHUM Bif-
NnycKaHHAM (ppa3oBuX 3aBeplueHb MOorno 6 Hagatu
My3uLi  BiSIbLUIOrO BIATIHKY a0 Ta IHTOHaLiiHOI
CMOPIAHEHOCTi 3 YKPATHCbKOK MICEHHO Tpaguuieto,
LLO 3 OrN15iy Ha XXaHPOBO-06pPa3HUii xapakTep TBOPY
BNOAETLCA CTUNICTUYHO AOUIIbHUM.

Y Apyri Bapiauii 3HOBY BUSIBNSAETbCA AOMiHYBaHHS
NPVHUMUNY PIBHOMO 3BYKOBELEHHS, L0 CYTTEBO BMNAN-
Ba€ Ha 06pa3HUii pe3ynbTar iHTepnpeTalji. TemaTnu-
HWI MaTepian, BUKIaZeHWn y npuiiomi pizzicato, 3a
CBOIM iHTOHALiHO-PUTMIYHUM 3MICTOM Ma€ BMpPa3HO
rpaiinimenii, TaHUOBa/IbHWIA XapakTep. MpoTte y npo-
aHasi30BaHOMY BUKOHAHHI Lieli XxapakTep He OTpUMye
HaNEeXXHOr0 aKUEeHTYBaHHSI, OCKi/IbKM BIACYTHS 4iTKa
iepapxist ONOPHMX METPUYUHUX YaCTOK.
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He BMOKPEMIOKOTLCA aHi neplla 4yacTka TakTy,
aHi TpeTts, aHi yeTBepTa, NoAOBXeHa (4YBepTb), LIO
nostasnsie opasyBaHHA BHYTPILWHbLOI MNynbcauii Ta
TaHLBa/IbHOT NPY>XHOCTI. Y pe3y/bTaTti CEMaHTUYHE
HaBaHTaXXEHHS NEPEHOCUTLCS BMK/IIOYHO Ha caM HOT-
HWIA TEKCT, 6e3 3a/1y4eHHs1 [O0AATKOBUX BUKOHABCHKNX
CMUCNOBMX PIBHIB. Ha BigMiHy Bifg, cyvyacHOI BUKOHaB-
CbKOT MPaKTUKKM, Ae iHTepnpeTaTtopyu HepigKo CBigOMO
BBOAATb BTOPWHHI aroriyHi, AMHaMIYHi 4n apTUKyns-
LifiHi aKueHTX 3aans NOoCUNeHHs o6pasHOoil BuMpas-
HOCTI Ta akTuBi3auil c/yxaubKoi yBaru, TyT OOMIHY€E
CTPMaHO-HEeNTpasIbHWUIA Nigxia,.

BapTo TakoX 3ayBaXuTu, WO 3 TEXHO/OriYHOi
TOYKM 30pYy Y BUKOHaHHI KBapTeTy iMeHi M. JluceHka
BiUyTHE MparHeHHss A0 MaKCUMaslbHO PIBHOrO 3BY-
YaHHA pizzicato, WO, OAHAaK, CYMPOBOMKYETLCS
MEBHVMW BWKOHABCBKMMW TPYAHOLLAMMK: Y (hakTypi
3'BNSAOTLCA HE3HauHi AeddekTn, NoB’si3aHi 3 KOHTPp-
0/1eEM aTaku Ta CUHXPOHHICTIO 3BYKOBUAOOYBaHHS. Lie
[04aTKOBO NiJKPEC/10e CNPSAMOBAaHICTb iHTeprnpeTauil
Ha TeXHIYHY YHidoikaLito 3ByYaHHs, IHKOIM Ha LwKoay
06pasHili BUpasHoCTI.

BogHouac y chparmeHTax (umdopu 7-8) crnocrte-
piraeTbCsi TOYHE BIATBOPEHHS aBTOPCLKOro ¢opasy-
BaHHA: TPUTaKTOBI NOOGYA0BM BUKOHYKTbLCHA BiAMNo-
BiAHO [0 HOTHOrO TEKCTY, a nicnda tenuto y Tpetbomy
TakTi OCHOBHOO OMOPHOKO YAaCTKOK CTae TPEeTH vyacTka
TakTy. Y uux enisogax apTuKynsuiiHa norika komno-
3uTopa peani3yeTbCsl NOCNIAOBHO, WO CBiAYMTbL NPO
yBa)kKHE CTaB/IeHHS BUKOHABLB 0O CTPYKTYpPHOI opra-
Hi3aujii My3u4HOro martepiasy, HaBiTb 3a yMOB 3arasib-
HOI CTpUMaHOCTI iIHTepnpeTauiliHux 3acobiB.

CyuacHa KaMepHa npakTnka AEMOHCTPYE TeHAEH-
L0 10 NOrnbAeHHs aHcamb/1eBOrO Ajasiory, B AKOMy
KOXXHa napTia HabyBae piBHONPABHOIMO 3HAYEHHS.
Cepen [0BO/ HeWwodaBHIX BUKOHaHb «KBapTeTy
g-moll» B. bapBiHCbKOro MOXHa 3ragartu iHTepnpeTa-
uito CTpyHHOro KBapTeTy «PeHIKe» y Takomy cknagi:
Mwukona las’tok, Netpo TiTaeB, AHHa bypa Ta [leHuc
JINTBUHEHKO?. 3aranibHOK PUCO0 TXHbOI IHTepnpeTa-
Uil € TeHAeHUis [0 iCTOTHO 3aroBiflbHEHUX TEMMIB,
LLIO NMPOCTEXYETLCA B YCIX YacTUHaX uukny. BHacni-
[OOK LbOro OKpemi po3ainu BTpayatoTb iHAMBIAYyaU1i30-
BaHWN XxapakTep i cnpuimaloTbCsa AK CTUAICTUYHO Ta
06pa3Ho HabVXKeHI 0aMH A0 OAHOrO.

OueBMAHO, LWO BWKOHABLi OpPIEHTYBa/IMCA Ha
iHTepnpeTauito KsapTteTty imeHi M. JluceHka, yTim, Bia-
TBOPEHHS i€l Moaeni BUsBMI0CSA HeAO0CTaTHbLO nepe-
KOHAVBMM. HamaraHHs 36eperty TeMmnoBi napameTpu
TeMV B NepLUMx Bapiauisx 3a yMOB 3arajloM HaATo
MOBI/ILHOIO 6a30BOr0 TEMMNY MNPU3BESO 40 HAAMIPHOIO
YMNOBIMIbHEHHA  BapiauiiHoro po3suTky. OcobnnBo
NMOKa3oBMM € eni3of 3 TEMOK pizzicato, sika B Takii
TEMMOBI peasizauii BTpayae nputamaHHy il rpainam-
BICTb i TAHLIIOBAJIbHICTb, HabyBalun HATOMICTb CyM-
HOro, cTaTM4HOro 3abapB/ieHHS.

2 3 UMM BUKOHAHHSIM MOXHA O03HANOMWTUCHL 3a MOCUIAHHAM:
https://www.youtube.com/watch?v=L6ktkdctJgk.
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/IMOBipHO, came YCBiAOMNEHHS MNOAIGHNX BUKO-
HaBCbKMX PU3NKIB 3yMOB/IOBA/I0 BMOIp AeLo LWBUA-
LIMX TeMNIB Y BUKOHaHHI KBapTeTy iMeHi M. JluceHka,
AKi, 36epiraoun iger NPOTSHKHOrO 3BYKOBOrO pPO3rop-
TaHHSA, Aanv 3MOrY YHUKHYTW iIHEPLIAHOCTI My3UYHOrO
pyxy. Y pasi aHanisoBaHOi iHTepnpeTaujii 3arajibHa
CTaTUYHICTb i BiguyTTA HELUiNICHOCTI My3U4HOI dhopMu
3HAYHOK MIpPOH 3YMOBJIEHI HE XYAOXHIM 3ayMOM 5K
TakUM, & TEXHO/TOMNYHUMY acnekTamMmy BUKOHaHHS.

BogHouac cnig Big3HAUMTU MO3UTMBHI acnekTu
iHTepnpeTayjii. BukoHaBUji NOCNiLOBHO MparHyTb CTBO-
pyTU LiNiCHWI eMOLiiHWIA NPOCTip, OPiEHTOBaHMWA Ha
06pa3 HeCKiIHYEHHOI, MPOTSHKHOT YKpAIHCHKOI MiCHI,
Ta AEeMOHCTPYIOTb noBary A0 aBTOPCbKMX TEMMOBUX
nosHayeHb. Came 3aBASAKN Ll yCTAHOBL TBip Haby-
BaE€ €VHOI0 3araslbHOr0 HacCTpPOlo, WO CBiAYUTL MPO
YCBiJOM/IEHE MNParHeHHA A0 KOHUEeNTyaslbHOI Ljinic-
HOCTI LMKJTY.

CydyacHa iHTepnpeTaLlis KBapTeTy [OeMOHCTPYE
TEHAEHUi0 A0 BMXOAY 3a MEXi YTWUITapHOro BUKO-
pyCTaHHSA TBOPY, akTyasli3ytoun MOoro Sk NOBHOLHHWIA
efleMeHT KOHLIepTHOro peneptyapy. Takum YMHOM,
BMKOHaBCbKa peLenuis kBapteTy B. BbapBiHCbKOro
CTa€ BAOX/IMBUM UYMHHUKOM 30EPEXEHHS i PO3BUTKY
YKpPaiHCbKOT KaMepHOI My3U4HOT Tpaauui.

BUCHOBKM Ta NepCNeKTUBM NOAASbLINX HAYKO-
BUX PO3BifoK. MpoBeaeHe AOCNIAKEHHS 3acBigyye,
wo «KeapteT g-moll» Bacuna bapsiHcbKoro € 6araTto-
BUMIPHUM XYLOXHIM SIBMLLEM, BUKOHABCbKa peLenuis
SIKOro NoTpebye KOHUENTya/IbHOrO NEPEOCMUCIIEHHS.
CyudacHa KamepHa npakTnka mMmae BCi nepesymMoBu Ans
iHTerpaujii uboro TBOPY Y LLUMPOKNIA KOHLEPTHWIA OOIT.

MopIiBHAMbHUIA aHani3 ABOX BMKOHABCLKUX iHTEp-
npetauii 3aceiguye pisHi nigxoanm Ao peanizauii
aBTOPCLKOrO 3afyMmy, 3yMOBJ/IEHI SIK €CTeTUYHVMU
yCTaHOBKaMM, TakK i TEXHOOMNYHUMY MOX/IMBOCTAMMU
aHcamb6niB. BukoHaHHA KBapTeTy iMeHi M. JluceHka
penpeseHTye TpaauuiiHy Mofenb yKpaiHCbKOl BMKO-
HaBCbKOT LLIKOAN 3 iT OpieHTaLi€ Ha piBHe, cTabinbHe
3BYKOBE[EHHS, CTPUMaHy aroriky Ta 4iTke nignopsj-
KyBaHHS HOTHOMY TEKCTY, WO cnpusie hopmMyBaHHIO
yislicHoro o6pasy. IHTepnpetayis CTPyHHOrO KBap-
TeTy «®eHiKC» AEeMOHCTPYE MparHeHHs HacnigysaTtu
uen igeasn, oAHak 3a yMOB 3arajioM 3anoBi/IbHEHUX
TemniB. [epcnekTBy NoAasIbLLNX HAYKOBMX PO3BILOK
B6auatoTbCA y NOrNnM6eHOMY NOPIBHANBHOMY aHani3i
BVMKOHaBCbKUX IHTEpPMpeTaL,iii KBapTeTy, LOCMIIKEHHI
oro peuenuii 3a Mexamu YKpaiHu, a Takox y 3asy-
YeHHI MiXAMCUMNNIHAPHUX NiAXO0AiB, 30KpemMa BUKO-
HaBCbKOT NMCUXOJOTii Ta Ky/IbTYPHOT aHTPONO/OriT.
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The article analyzes the performance reception of the String Quartet in G minor by the twen-
tieth-century Ukrainian composer Vasyl Barvinskyi within the context of contemporary cham-
ber ensemble practice. The work is examined as a significant example of Ukrainian quartet
music of the first half of the twentieth century, combining pedagogical orientation with a high
level of artistic and compositional thinking. The relevance of the study is determined by the
growing interest of modern performers in the national chamber repertoire and the need for
its reinterpretation from the perspective of contemporary performance aesthetics. Particular
attention is paid to the specificity of interpreting the imagery and stylistic, formal and textural
features of the quartet. The role of the performer in the process of actualizing the compos-
er’s intent is analyzed, as manifested in the choice of tempo-rhythmic solutions, articulation,
dynamic balance and ensemble interaction. Special consideration is given to the problem of
the dual nature of the work as both educational material and concert repertoire, as well as its
influence on performance interpretation. The methodological framework of the study is based
on historical-stylistic, interpretative and analytical-performance approaches. The performance
experience of Ukrainian chamber ensembles in interpreting the String Quartet in G minor is
summarized, typical interpretative models are outlined and tendencies toward deepening the
artistic and imagery content of the work beyond a purely pedagogical reading are identified.
The importance of ensemble culture, intonational unity and stylistic balance is emphasized as
decisive factors in successful performance realization. It is demonstrated that this string quar-
tet emerges in contemporary chamber practice as a multidimensional artistic phenomenon
capable of diverse interpretative approaches. Its active inclusion in concert and educational
repertoires contributes to the actualization of Ukrainian chamber music heritage and to the
formation of nationally oriented performance thinking.

Keywords: string quartet, chamber ensemble performance, performance interpretation,
Ukrainian chamber instrumental music.
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Introduction. The

neurocognitive

The article highlights the problem of updating methodological approaches to understanding
solo and choral vocal performance in the context of the digitalization of arts education and
professional communication. The main topic of the study is the neurocognitive paradigm as an
interdisciplinary artefact, within which the effectiveness of performance is considered through
the prism of the integration of auditory and emotional perceptions, motor actions and bodily
sensations, supported by mechanisms of attention, self-control and reflection.

The purpose of the article is to justify the expediency of referring to the ideas of the neuro-
cognitive paradigm for conceptualizing vocal performance as a system of interaction between
cognitive, emotional, and bodily processes in a culturally and communicatively conditioned
context, as well as to identify appropriate forms of digital technology implementation to
improve the quality of performance by singers and choir conductors. Particular attention is
focused on related types of performance — solo and choral — the commonality between which
is determined by the task of simultaneously solving phonation-technical, interpretative-artistic,
ensemble-communicative and stage-suggestive tasks and the need to self-regulate the psy-
chophysiological state in stage conditions, the solution of which causes increased cognitive,
artistic-creative and emotional-volitional stress.

The neurocognitive paradigm allows us to consider vocal performance not only through artis-
tic-interpretative, stylistic and methodological factors, but also through the mechanisms of
the brain and body, in particular multimodal-sensory-motor integration, neuroplasticity, inter-
oceptive-auditory sensitivity, developed attention, memory, reflection, and emotional self-reg-
ulation. Digitalization is interpreted as a factor in the restructuring of cognitive strategies of
self-control, self-analysis, and improvement of the quality of vocal performance and conduct-
ing, as well as the mastery of solo and choral repertoire. An interdisciplinary approach con-
tributes to the integration of the neurocognitive concept and digital technologies and, thus, to
improving the quality of stage and performance activities of solo vocalists and choir singers.
Examples are given of technology-based self-analysis of the quality of a singer’s phonation
and mechanisms for using digital music notation programs, which help choristers to learn
complex choral works, in particular in terms of intonation properties and polyphonic texture.
Keywords: vocal, choral performance; choral conductor, neurocognitive paradigm, digital-
ization, reflection, emotional-volitional self-regulation, interdisciplinary approach, stage and
performance activities.

paradigm humans and the rapid expansion of the digital envi-

of musical performance in the era of digitalization
emerges as a response to two interrelated trends
in contemporary arts education: the intensification
of interdisciplinary integration of knowledge about

ronment of professional communication.

Traditionally, musical performance has been
understood through the prism of artistic interpreta-
tion, stylistic and methodological factors. However,
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there is now a growing need to explain its essence
and effectiveness in terms of neurocognitive mecha-
nisms that manifest themselves in the characteristics
of multimodal-sensory-motor integration, artistic-emo-
tional self-regulation, interoceptive-auditory sensitiv-
ity, and neuroplasticity (Z. Piao, G. Xia, 2022). It is
in this perspective that the development of memory,
musical thinking, artistic-associative representations
and reflection is actualised, and the concentration of
attention and the ability to distribute it between audi-
tory representations and the actual performance pro-
cess are enhanced (Cox, 2016).

In this context, digital technologies should be inter-
preted not as an external “addition” to traditional per-
formance practice, but as a factor that reorganizes
cognitive strategies of self-control, self-analysis and
planning of one’s own performance self-improvement,
as well as facilitating the process of mastering the
musical repertoire through the use of analytical and
digital feedback methods, music notation software,
electronic instruments and Al capabilities to enrich
and update corrective performance procedures (Ashi-
khmina, Melnichenko 2025; Nikolai, Linenko, Koehn
et al., 2019) and the implementation of the provisions
of an interdisciplinary approach and the organisation
of the educational process on the basis of interdisci-
plinary coordination.

Literature review. The methodological basis of the
article is the neurocognitive paradigm, which emerges
as an interdisciplinary approach within which human
activity and behavior are explained through the inter-
action of cognitive processes that provide perception,
attention, memory, thinking and imagination, as well
as the mechanisms of prediction and decision-making
through their neural mechanisms (Dehaene & Nac-
cache, 2001).

In the context of musical performance, its essence
lies in the fact that musical and psychological pro-
cesses are analyzed not as abstract ‘internal states,’
but as dynamic modes of brain functioning that are
realized through the interaction of functional networks
that integrate sensory information, motor actions,
emotional responses, and mechanisms of control and
self-improvement (Gilman, 2014).

Central to this view is the idea of neuroplasticity
as the basis for achieving a high level of mastery
through the brain’s ability to restructure neural con-
nections through training and purposeful practice.
Unlike purely psychological approaches, the neuro-
cognitive perspective emphasizes the bodily nature
of cognition, allowing us to consider thinking, imagi-
nation and emotions in close connection with senso-
rimotor organization, proprioception and interception,
thereby ensuring the integration of external motor-
auditory reactions and coordinating them with inter-
nal body signals (muscular, respiratory, vibrational,
visceral). As scientists note, it is these processes that
form the subjective self-awareness of singers and

Bunyck 1 (12). 2026

choir conductors, influencing their physical and psy-
chological state, in particular, muscle tone, the quality
of phonatory breathing, the expressiveness of facial
expressions and gestures, as well as the degree of
anxiety before a stage performance, thereby regulat-
ing affective processes and the quality of the realiza-
tion of performance intentions.

In vocal performance practice, these influences
manifest themselves through the sensation of breath
support, awareness of the bodily “map” of resonant
and articulatory settings, and the kinesthesia of pho-
natory, facial, and gestural actions, etc. These provi-
sions are embodied in the concept of “body mapping”,
which is based on rhythmic-playful physical activity
and exercises for the development of cognitive, motor,
and communication skills, improvement of motor
coordination, attention, memory, and communicative-
empathic properties (Gilman, 2014).

The involvement of singers in body training corre-
lates with the principle of embodied cognition (Craig,
2002) and is significant as a way of improving the
sense of bodily resonance, strengthening singing
skills on support, and improving motor coordination
by combining the sensory, emotional, and cognitive
components of singing. In addition, the role of sensory
intelligence is emphasized, which scientists associate
with the importance of trusting one’s feelings while
singing and relying on them as a source of informa-
tion about phonation-vocal coordination and the basis
of artistic intuition in the process of performing an
artistic-interpretative idea (Cox, 2016).

Thus, in the artistic sphere, the neurocognitive
paradigm allows us to consider performance pro-
cesses as holistic systems formed by the combina-
tion of auditory apperceptive representations and
motor actions aimed at the musician’s emotional and
expressive embodiment of the performance and inter-
pretative concept of a musical work.

An important component of the neurocognitive
paradigm is its socio-communicative vector: musical-
cognitive processes do not unfold in isolation, but in
interaction with other subjects of activity in specific
socio-cultural conditions. Hence, the mechanisms of
reflection and self-regulation are naturally actualized,
in particular, conscious control of vocal microtech-
nigue, performance and expressive actions, external
means of embodying artistic and performance inten-
tions, and emotional and volitional self-control during
preparation and in the process of public performance.

Purpose of the article is to justify the expedi-
ency of referring to the ideas of the neurocognitive
paradigm, which allow conceptualizing musical per-
formance activity as a system of interaction between
cognitive, emotional and bodily processes mediated
by cultural context and artistic tasks, as well as to
identify appropriate forms of digital technology imple-
mentation to improve the quality of soloists’ and choir
singers’ performance.
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Research methodology. The achievement of this
goal is based on the principles of the neurocognitive
paradigm, the implementation of which is ensured by a
complex of scientific approaches, in particular, interdisci-
plinary, integrative, etc., as well as a complex of modern
ICT technologies, the synergy of which lays the foun-
dation for improving the effectiveness of the performing
and performing skills of vocalists and choir singers.

Results and discussion. A synthesis of literature
and practical experience shows that the possibili-
ties for solving these tasks at the present stage are
significantly expanding thanks to the enrichment of
established methods for singers and choir conduc-
tors to improve their performance skills by taking into
account the guiding principles of the neurocognitive
paradigm. The use of somatic and suggestive trends,
VR (virtual reality) technologies to acquire stable per-
forming attention, emotional and volitional self-regu-
lation skills, and self-correction in conditions of stage
stress (Pengfei Yang, 2024) plays an effective role in
their implementation, as well as the use of Al support
tools and digital means of automated analysis of vocal
manifestations and feedback (Koehn, 2024; Pet-
tersen, Westgaard, 2005; Yu Funk, M. Hu & Q. Wang
et al., 2018).

The latter include digital devices, programs and
resources that work with digitized sound, musical
notation and audio data. The use of these capabili-
ties in the process of information exchange through
networking, sharing, remote interaction and content
transfer transforms these tools into a type of musi-
cal information and communication technology (Var-
navska, 2012). In our opinion, the most relevant digi-
tal tools that provide new opportunities for improving
performance skills include: notation tools and working
with digital scores; analytical tools for audio recording
and visualization of performance parameters; media
technologies for processing audio and video materi-
als for the purpose of self-control, self-analysis and
self-correction.

The least “costly” in terms of resources and rela-
tive complexity for future specialists in digital technol-
ogies to master in performance practice is the imple-
mentation of digital notation of musical works. For this
purpose, music notation editors are used, in particular
Sibelius, Finale, MuseScore, etc. The latter, in our
opinion, is the most accessible and at the same time
sufficient in terms of functionality to solve a significant
part of professional tasks for both soloists and choir
singers and conductors.

MuseScore is used to typeset and lay out musical
texts, transpose works, and enable various forms of
work with scores, including creative tasks (Ship, Mel-
nichenko, 2022). In addition, music notation editors
have tools that facilitate the study of vocal or choral
parts, including the mastery of new rhythmic patterns,
complex intonation turns, and phrasing features in
melodies with asymmetrical structures, etc.

The interactive format of the MuseScore mobile
app allows you to follow the score as it is played,
change the tempo, and, if necessary, loop a short
segment of the musical text for continuous repetition.
This allows musicians to listen to complex episodes in
more detail and repeatedly, to better memorize them,
and to interact with their electronic reproduction, grad-
ually automating the necessary skills.

Another valuable feature is the ability to listen to a
selected accompaniment part in order to focus on the
harmonic language and elements of polyphony in the
accompaniment.

We should also note the possibility of isolating and
listening to (singing along with) both a specific choral
part and various options for combining it with other
voices, textural elements, or the score of the work as
a whole, which is a significant aid in mastering com-
plex polyphonic works for both singers and choral
conductors.

A wonderful addition is the perception of the audio
recording of the work in combination with the simul-
taneous visual representation of the musical text of
the score. The interactive format of the MuseScore
mobile application allows you to follow the score while
it is being played, change the tempo as needed to pay
detailed attention to complex episodes, etc.

It should be noted that there are a significant
number of online scores available in the MuseScore
library. Although the sound quality does not fully cor-
respond to the natural timbre and the dynamics of the
musical material, this example is useful for practic-
ing rhythmic accuracy and understanding the overall
structure of the piece, its texture and the dynamics of
the musical material.

From this point of view, it is advisable to refer to
video recordings in the Music with score animation
format, an example of which is the recording of Zol-
tan Kolai's work “Adventi ének”, posted on YouTube
(https://www.youtube.com/watch?v=4KmgalzqwGU).

If the required example is not available in the public
domain or it is necessary to create a score animation
for a piece from your own repertoire, i.e. an animated
display of the musical text synchronized with the
sound of the piece, you can create it yourself using
video editors (e.g., CapCut, OpenShot, etc.), using
them as a tool for visualization and self-analysis.

It is advisable to use programs that allow you to
record your voice (Dykun, 2018) and analyze the
sound quality according to objective parameters. One
example of such analysis is the ability to rely on the
construction of a spectrogram of the fundamental
tone (FO / pitch) and the visualization of the melody
performed by the singer according to the parameters
of pitch-intonation movement in combination with its
unfolding in time. Programs such as Vocal Pitch Moni-
tor, Sonic Visualiser and others can be used as tools.
Their capabilities allow you to visualize the fundamen-
tal frequency of sound (FO), measured in hertz (Hz),
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which corresponds to musical perceptions of pitch. On
the graph, the change in FO is represented as a line that
unfolds in an upward/downward movement, reflecting
the change in pitch; the waveform (change in line thick-
ness) also characterizes the articulatory homogeneity
of the sound and the quality of the vibrato. If there are
visual “drops” in the graph, this most often indicates
the presence of unvoiced fragments, which can be
explained by overly long pronunciation of consonants,
significant pauses between inhalation and sound
attack, insufficient mastery of singing on support, etc.

It is important to note that FO is not an indicator
of loudness (loudness is described by intensity, usu-
ally in decibels) and does not characterize timbre:
timbre is formed by the ratio of harmonics and for-
mant zones, while FO forms the basis of the harmonic
series. In addition, it should be noted that for the cor-
rect determination of FO, it is advisable to set the pitch
search range according to the type of voice: male —
50-300/400 Hz; female — 100-500/600 Hz; child —
150-700/800 Hz (sometimes higher).

A rough algorithm for self-analysis can be pre-
sented as a sequence of the following steps: record-
ing a fragment in a quiet room while maintaining a
stable distance from the microphone; construct a
spectrogram and enable FO tracking with the range
adjusted to the voice type; interpret the results based
on the following characteristics: FO accuracy and
stability; presence of “approaches”/glissando; attack
characteristics; vibrato parameters; absence/pres-
ence of “drops”.

Mastering digital self-analysis tools is particularly
important for singers given the phenomenon of “vocal
confrontation”, i.e. the incomplete coincidence of the
internal perception of one’s own voice with the actual
external sound, which complicates adequate self-
assessment and self-correction. Therefore, visualiza-
tion of FO and spectrograms shifts self-assessment
from the level of general impressions (“good/bad”) to
the level of controllable parameters that characterize
the quality of performance according to certain cri-
teria — intonational stability, the nature of the sound
attack, the presence/absence of “approaches”, the
quality of vibrato, etc.

At the same time, it is important to realize that
obtaining such information is only the first step towards
improving the quality of singing: vocal technique relies
on subtle muscle sensations and coordination of
micro-movements, so further improvement requires
intensifying search activities and their proprioceptive
and auditory self-assessment, i.e. combining neuro-
cognitive principles of unity of thought, reflection on
polymodal and sensory-motor actions with digital
ICT as a practical tool. On this basis, effective tech-
nigues for correcting identified deficiencies should be
selected and means of high-quality phonation should
be identified, with their subsequent algorithmic rein-
forcement and automation.
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It is also useful to perform a comparative analysis
of the obtained analytical graphs of one’s own perfor-
mance “before” and “after” to determine the degree
of success/failure of the self-improvement techniques
used. Thus, the objective identification of performance
and technical problems enables more targeted cor-
rection of actions related to specific elements of pho-
nation technology: vocal position, articulation, breath-
ing quality, sound attack, sound control, etc.

Therefore, mastering these technologies increases
the singer’s ability to self-regulate and self-correct
on the path to success in the process of stage and
performance activity, and allows the choir conductor,
if necessary, to identify individual problems specific
to choir performers and provide them with specific
advice on self-improvement of singing skills.

This gives reason to assert that digital technologies
are not only an auxiliary resource, but also a factor
that reshapes the cognitive strategies of planning,
conscious control, and self-improvement by future
specialists in the field of vocal and choral artistry and
performing skills.

Conclusions and prospects for further
scientific research. Turning to the neurocognitive
paradigm allows us to more accurately understand
the essence and mechanisms of performing
activities in the field of vocal and choral art as a
holistic interaction of cognitive, emotional, and bodily
processes. Digitalization tools, in turn, provide a
practical combination of data from neuroscience
and music psychology with the real conditions for
improving professional skills in rehearsal and stage
performance activities.

From this perspective, the application of
neuropedagogical principles and digital music
technologies and their integration enhance the
controllability of the creative process, expand
the possibilities for self-control, search and self-
improvement activities, and stimulate the use
of innovative and effective means of eliminating
identified shortcomings with subsequent verification
of the effectiveness of one’s actions.

Thus, taking into account the principles of the
neurocognitive paradigm and applying the capabilities
of ICT lay the foundation for improving the quality
of vocal and performing activities of vocalists and
choir members in the context of the ongoing process
of digitization of modern arts education. Further
prospects lie in turning to the ideas of the somatic
approach and improving the emotional intelligence
of performing musicians through the use of modern
innovative technologies.
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Y cmammi sucsim/ieHo npobsemMy OHOB/IEHHSI MemOoA0sI02iYHUX Mi0X00i8 00 OCMUC/IEHHS
CO/IbHOI | XOPOBOI BOKa/IbHO-BUKOHABCLKOI Oisi/IbHOCMI 8 YMOBax yughposizayii mucmeybKor
ocsimu ma npogbeciliHoi KomyHikayii. OCHOBHOI MeMOK 00C/TIKEHHS € HelpoKo2HImuBHa
napaduema siKk MxoucyuniiHapHull apmecghakm, y Mexax sikoeo echeKmusHICmb BUKOHaB-
cmBa po32/150aembCsi Yepes npusMy iHmezpauii C/lyxosux, eMoyiliHuX ysiB/leHb, Pyxoso-
MOMOpPHUX Bili i MinecHuUXx siodymmis, Wo nNidmMpUMyHOmbCsi MEXaHi3Mamu yBaau, CaMOKOH-
mporio U peghrexcil.

Mema cmammi nosisizae 8 06rpyHmysaHHi 0oyisibHOCMI 38epHEHHs1 00 i0ell HelipokoaHImus-
Hoi mapaduemu 07151 KOHyenmyarsiayii BOKa/IbHO-BUKOHABCLKOI Oisi/TbHOCMI SIK cuCmeMU 83a-
€MOOI KO2HIMUBHUX, eMOUItHUX ma mifiecHUX Mpoyecis y Ky/ibmypHoMy U KOMyHIKamusHO
3YMOB/IEHOMY KOHMEKCMI, @ MakKoX y BU3HaYEeHHI 00Yi/IbHUX ¢hopM yrpoBadkeHHs Yughpo-
BUX mexHos102ili 3a0/151 MIOBULEHHS SIKOCMI BUKOHABCLKOI disi/ibHocmi criisakig. Ocobnusy
yBazy 30cepeoXeHo Ha CriopiOHeHUX BUOaxX BUKOHaBCMBa — CO/IbHOMY ma XopOBOMY, Cli/lb-
Hicmb MK SIKUMU BU3HA4YaEMbCs1 3aB0aHHsIM 0OOHOYaCHO20 PO3B’s3aHHs1 (hoHailHO-MeXHIY-
HuX, iHmMeprpemayitiHo-XyOoXHiX, aHCaMb/1eB0-KOMYHIKAMUBHUX i CUEHIYHO-CYy2eCmUBHUX
3aday ma nompe6oro 30ilicHIBamu camopezy/isiyito Ncuxoqisiono2iyHo20 cmaHy y CUeHId-
HUX yMOBaXx, BUPIWEHHS SIKUX BUK/IUKAE MiOBULEHE KO2HIMUBHE, XYOOXHbO-mBOopYe ma emo-
YiliHO-80/1b0BE HABAHMAXKEHHSI.

HelipokoeHimusHa napaduema 0ae 3Moey po32/isi0amu BOKa/IbHE BUKOHaBCMBO He /uwe
uepes XyooxHbO-iHmeprpemauyilHi, cmuaicmuyHi ma MemoOuYHi YUHHUKU, asie U depe3
MexaHi3Mu pobomu MO3Ky U mina, 30kpema My/bmuMo0asibHO-CEHCOMOMOPHY iHmeapa-
yito, HeliporiacmuyHicms, IHMepPoYernmusHo-aydia/ibHy 4Yymsusicms, PO3BUHEHI yBagzy,
nam’sms, pechbriekcito ma emoyitiHy camope2ynsyito. Ljughposisayis mpakmyemscsi K YUH-
HUK repebydo8u KO2HIMUBHUX cmpameaili caMOKOHMPO/I0, camoaHaslidy U yOOCKOHa/IEHHSI
SIKOCMI BOK&/1IbHO-BUKOHABCHKOI Qisi/IbHOCMI ma OraHyBaHHs crisakamu CO/IbHO20 | XOpOoBO20
penepmyapy. MixoucyunniHapHuli nioxio crpusie iHmezpauyii HelipOKO2HIMUBHO20 KOHYernmy
i yughposux mexHos02ili i mum camumu — NIOBULEHHIO SKOCMI CYEHIYHO-epchopMamusHOI
0isi/IbHOCMI co/licmiB-BOKaszlicmig | XopoBUX CriiBakis. HasedeHo npukiaou mexHo/102i3osa-
HO20 camoaHai3y sikocmi ¢hoHayitiHux dill criisaka ma MexaHi3Mis BUKOPUCMAaHHST Yughposux
HOMHO-2pachidHUX npoepam, 38EPHEHHST 00 SIKUX CMPUSIE BUBHEHHIO XOpUCMaMU CKIa0HUX
XOPOBUX MBOPIB, 30Kpema 3a iIHMoHayitHUMU 81acmuBOCMSIMU i MO/TiIGhOHIYHOK chakmyporo.
Knrodosi cniosa: Boka/ibHe, Xopose BUKOHABCMBO, Helipoko2HimusHa napaduama, 4ugposi-
3ayisi, pech/iexcisi, eMoyitiHo-80/1b08a caMmopeay/isiyis. MxoucyuniHapHUl nioxio, CYeHIHHOo-
nepghopmamusHa Oisi/ibHiCMb.
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Y cmammi 30ilicHeHo komnaekcHull aHaniz «llpentodii i ¢hyeu ci-6emornb maxop» Ne 21 i3
yukny «24 npentodii ma ¢pyau» Bcesosioda Memposuya 3adepaybko20 siK Mo/ighOHIHHO20
ounmuxy, Wo MOOe/Moe «aHmMumpiymgbasibHe CBSIMO», MOEOHYIOYU BHYMPIWHE CBAM-
KoBe Ha’asio 3 BIOCYMHICMIO 30BHIWHLOI YpOoYUCMOCMI, ma po3KpUBAaE MeXaHi3Mu My3uy-
HOI peripe3eHmayji ncuxo/s02i4Ho20, Ky/ibmypHo20 ma Oyx08H020 00CBIdy 8 HAOCK/IaOHUX
EK3UCMEHUIUHO-MEXO0BUX YMOBAX YB'3HEHHSI B KOSIUMCHKOMY KOHUeHmpayitiHomy mabopi.
JlocnioxeHHs € akmyaslbHUM y KOHMeKCMI CyyacHoi YkpaiHu, wo oxor/eHa 3a2apbHuyb-
KO0 BIUIHOIO, OCKI/IbKU MOKA3Ye, K My3u4Ha OyMKa cmae 3ac060M 36epexxeHHs1 HalyioHa/IbHOI
nam’smi, dyxosHoi cmilikocmi ma BHympiWHbLOI cB0600U B8 ekcmpeMa/IbHUX 06cmasuHaXx,
KOAIU MPOMOB/ISIHHSI C/10BaMU 3a60POHEHO, 3a/luwiarodu My3u4Hi KOOu €OUHUM Criocobom
nepedayi HayioHasbLHOI Ky/lbmypHOI nam’ami. MemodonoeiyHo poboma MOEOHYE CMpyK-
mypHo-aHazsimuyHuli ma iHmepnpemayiliHuli nioxoou, (heHOMEHO/I02it0 My3UYHO20 Yacy,
ficuxos102ito mpasmu, Ky/ibmyposio2idHuli ma 6020¢/108CkbKUll aHasi3, ujo 0ae 3Mo2y BUSIBUMU
ceMaHmuyHy bazamoriaHosicms My3UYHOI mKaHUHU. Haykosa HoBU3Ha ro/isi2ae y srepuie
3anpornoHosaHili KOMMAEKCHIU MixoucyuniiHapHit iHmepnpemayii unmuxy, sika rnoeoHye
My3UuKo3Hasyul, rcuxosioiyHull, Ky/ibmyposoaidHuli ma 6020C/108CbKUL acrekmu, a makox
Yy BBEOEHHI KOHUenuii «aHmumpiymghasibHo20 €8sima», sika NepPeocMUC/IE CeMaHmuky
MaXopy 8 yMOBax Hacusbcmsa ma Hecsoboou. Pe3ysismamu 00C/IOXEHHS 3ac8i0qyoms,
wo My3uyHa cmpykmypa ounmuxy ¢hikcye ocobnusy chopmy eMoyiliHo20 OHIMIHHSI, MOEOHYE
rpusamHul croaad, KOCMiYHy ouCmaHyito i mpaHcUeHOEeHMHy npuUCymHicmb, 0eMOHCMpy-
toyu, sk MucmeybKuli msip y kpalHix ymosax perpeciti cmae ¢hopMoto Ky/IbmypHOI nam’simi,
BHYMPIWHLOI €80600U Mma AyX0BHOI YislicHOCMI, 36epi2atodu CMUC/I0BY 2/IUGUHY ma akmy-
a/IbHICMb 07151 CY4acHO20 Ky/lbmypHO20 ma MUCMeyma0o3Hag4020 KOHMeKCMy.

Kmovosi cniosa: Bcesosiod 3adepaybkuli, ounmux, npesrodisi i ghyaa, Ci-6emosib Maxop,

€BSIMO, My3U4Ha Ky/ibmypa.

O dymu moi! o cnaso 3nas!

3a mebe MapHO 51 8 YyXXOMY Kparo
Kaparocb, My4ycCb...a/1e He Karoch!...
Tapac LLleByeHko

MocTtaHoBKa npo6nemu. CyyacHa YkpaiHa, oxo-
n/eHa BilHOI0, NepexXmBae TpariyHe NOBTOPEHHS iCTO-
pUYHMX KatacTpodd. BoeHHI noaii Bu3HavyaTb YMOBM
iCHYBaHHA KynbTypK, 0COB/IMBO MY3MYHOI, 3arocTpio-
04N YCBILOMJ/IEHHS BTPAT, HACWU/1bCTBA Ta CUCTEMHOIO
pyiHyBaHHSA. Y TakuMx OOCTaBMHaxX MNWTaHHS Hauio-
HasIbHOI KyNbLTYPHOT Nam’'aTi Ta i 36epexeHHs cTae
HaA3BMYaHO Baxk/IMBUM. My3uka BUCTYNae yHiBep-
CaUIbHOK0 MOBOI, 3[AaTHOK Bifo6paxaTtwn, nepepa-
BaTV Ta OCMUC/IIOBATW KOMIEKTUBHUI [OCBIA TpaBMu,
CTBOPHOHUUN CUMBOJIIYHUIA NPOCTIP AJ/18 NEPEXMBAHHS
iCTOpMYHOro 60110.

Oco61MBO MOKA30BOK B LIbOMY CEHCi € MmocTaTtb
leHia ykpalHCcbkoro Hapoay — BceBonoga MNMetposuya
3agepaupbkoro. Moro TBopuicTb hopmysanacs nig
TUCKOM TOTasliTapHOro pexmmy XX ctonitra. Yepes
Ha/1IEeXHICTb [0 KaTeropii «BOpPOriB Hapody» KOMMOo3u-
TOpP 3a3HaB CUCTEMHOIO BUKJ/THOYEHHS 3 KY/IbTYPHOrO
XUTTS, 3acfiaHHA Ha Konvmy, 3ab60opoHy Ha ny6ni-
KaLjilo Ta BMKOHAHHS TBOpPIB, a MOro iM'ss HaBMMUCHE
BVK/IHOUUNN 3 JOBIAHWKIB Ta ICTOPIT My3UKKN. 3a XUTTA
BiH 3a/1MLIABCs MapriHasioM, a noro TBOPYICTb — HEBU-
AVMOLO.

AntuTpiymdannbHe cBaTo (Ha npukaapi aHanisy «MNpeniopii i Ppyru ci-6emonb Maxop»...

CbOrofHi noro cnaglimMHa 3HOBY CTa€e NpeamMeToM
Cynepeyok — Yyepes cnpobu peTpoCnekTNBHOIO «Npu-
CBOEHHS» 10Oro TBOPYOCTI. BaxknnBo nam’atatun: obme-
)KEeHa iHTerpauisi YKpaiHCbKMX MUTLIB Y iIMMEePCbKUii
KY/IbTYPHWUIA NPOCTIp HE MOXe C/lyryBaTu apryMeHTOM
0151 3anepeyeHHs TXHbOT HaLiOHa/IbHOT i4EeHTUYHOCTI.
AKLWo KOMMNo3uTopa 3a XUTTA nepecnigyBasu, i30-
NoBaNM Ta 3HULLYBaIM NOTO KyNbTYPHY NPUCYTHICTb,
TO Ha SKiil NiacTaBi HUHI NparHyTb BKOUWTK Oro
[0 KaHOHy Tiel camoi cuctemmn? MoABIlHICTL — 3HW-
LLLEHHS 3@ XUTTS N CUMBOJIYHE «MPUCBOEHHS» MNICAS
CMepTi — MoTpebye KPUTUYHOrO OCMUCNEHHSA. Big-
HOBJ/IEHHS iIMeHi 3afepaLbKoro B YKpaiHCbKuUIA My3KMy-
HWIA | HAYKOBUIA MPOCTIP € HEe JiMLie aKTOM iCTOpuWY-
HOI cnpaBeanMBOCTI, ane M NPOsBOM MPUHLMNOBOT
NO3WLii LWOAO YECHOCTI KyNbTYpHOI nam’aTi. VigeTbea
MPO CMMBOJT HE3/1AMHOCTI, TBOPYOrO CNPOTUBY Ta BHY-
TPILLIHbOT CBOGOAN MUTLIS.

Oc06/1MBO MOKA30BUM € Or0 UMKN «24 npentogii
Ta doyru», CTBOPEHNIA Y 3acnaHHi B TPy40BOMY Tabopi
Ha Konumi. KoxXeH My3u4yHuii XXecT y LbOMY LMKMI —
aKkT ornopy: KOHTPanyHkT, daktypa, pUTM i NOBTOPY
CTPYKTYPYHOTb AOCBIf HECBOOOAM HE HAa PIBHI CHOXETY,
a yepes caMy TKaHWHY My3UYHOT gymku. Liei uukn He
MOXHa peayKyBaTtn Ao 6iorpadii um intcTpauii icto-
PUYHMX MOAIA — Or0 3HAYEHHA NEeXWUTb Y MY3WYHIl
CTPYKTYpI, SiKa BifoGpadkae NCUXOMOrIYHWIA, AYXOBHWIA
Ta Ky/NbTYpHUIA JOCBIg Yacy.
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CborogHi TBOpy 3agepaubKoro HabyBakTb OCO-
6/1MBOT aKTyasIbHOCTi. 3BEPHEHHS A0 A0r0 TBOPYOCTI
[Aa€ 3MOry pOo3LLIMPUTN MY3MKO3HABYMIA IHCTPYMEHTa-
pii, amke TyT iCTOPIsA, MOpaslb | AYXOBHICTb HasABHI He
AK CIOXKET, a K My3uyHa CTPYKTypa, fika cama po3no-
BiJa€e Npo [0CBig HECBOOOAM Ta CTIAKOCTI.

AHani3 akTyanlbHUX AOCiMKeHb. [ocioKeHHA
uuKny «24 npentogii Ta dpyrvu» BceBonopga MNeTpoBuua
3afepaubkoro nNocTyrnoBO PO3LUMPIOTLCA, (hopMYy-
oYM nepLli HaykoBi MNigXoAuM A0 BUBYEHHS TBOPYOI
crnafwmHu. Hapasi BCbOro fekisika aBTopiB npwu-
Li/IbHO MPUCBAYYIOTL CBOI AOC/IIKEHHSA camMe LibOMY
uunkny. Tak, y guceprauiiHin po6oti C. MNocToBoliTo-
Boi (MocToBoiitoBa, 2024) pPO3rNASHYTO CTPYKTYPHI
ocobnmBocTi qoyr, Toai Sk T. CupsaTcbka (CupsTcbka,
2024) npuceBATWAa CBOKO CTaTTHO AEeTas/lbHOMY aHa-
nizy came npentogin uukny. Myé6nikauii H. MakapoBoi
(MakapoBa, 2024; 2025) nocTynoBO BUCBIT/IOKTb
OUNTUXN UMKy «24 npentogii Ta doyru» vyepes wmnpo-
KWIA CNEeKTP MuTaHb: Bif, MUCTELTBO3HABYMX Ta CUM-
BOMIYHMX [0 NCUXONOTYHUX, iCTOPUKO-KY/ILTYPOSIONiY-
HUX | Te0N0ro-60roc/I0BCLKNX acnekTiB.

MeTa cTaTTi nonarae y BUAB/IEHHI CMUC/I0BOI Ta
CMMBOJIIYHOI cneumndikn «Mpentogii i dyru ci-6emonb
Maxxop» Ne 21 i3 uukny «24 npentogii Ta doyrmu» Bce-
Bonoga MeTposuya 3agepaLbKoro LWIAXoMm ix iHTep-
npetauii AMNTUXy $K Mogeni aHTUTpiymcanbHOro
cBATa, CHOPMOBAHOT B yMOBaX iCTOPUYHOI HECBO-
6041 Ta KY/bTYPHOIO BUTICHEHHS.

MeTogonoria pocnigmkeHHA CTaHOBUTb MOEA-
HaHHS CTPYKTYpHO-aHaNiTUYHOIO Ta iHTepnpeTawin-
HOrO MiagxoAiB, AONOBHEHUX efleMeHTaMu DEHOMEHO-
norii My3u4yHOro yacy Ta Teopii Ky/nbTypHOI nam’aTi.
Y po60Ti BUKOPUCTAHO CTPYKTYPHWUIA aHani3 >XaHpo-
BOI mMogeni npesnogii i yrn; cemaHTMyHMA aHani3
Nafo-ToOHaNbHOT, PUTMIYHOT Ta (pakTypHOI opraHisa-
Lii; iHTepnpeTauiiHuii nigxig, opieHToBaHWI Ha BUSB-
NIEHHSA CUMBONIYHUX CMUC/TIB MY3UYHOT DOPMU B iCTO-
PVIKO-KY/IbTYPHOMY KOHTEKCTI.

YnepLue B yKpaiHCbKOMY Ta MKHapOAHOMY My3u-
Ko3HaBCTBI «[pentogis i doyra ci-6emonb Maxop» No
21 po3rnafaeTbCa Kpisb NPU3MY MiXAUCUUNNIHAPHOTO
aHanisy, LWo BK/OYAE MY3MKO3HaBCTBO, MCUXOMO-
rito, KyNbTypOsorito Ta 60roc/IoBCbKY iHTEpNpeTaL,ito.
3anponoHoBaHO KOHLUENLi  «aHTUTPiyMasibHOro
cBsiTa», L0 36epirae BHYTpILLHE CBATKOBE Havyas10 6e3
30BHILLUHBOT YPOUYMCTOCTI Ta NepeoCcMUC/IIOE CeMaH-
TUKY MaXopy B YMOBaX iCTOPMYHOrO HacUbCTBA.

Pe3ynbTaTn Ta iXx 06roBopeHHs. Linkn «24 npe-
nwogii Ta dyrn» BceBonopga lMNetposuya 3agepaub-
KOro CTBOPHOBaBCA B YMOBax PafsHCbKOIO Tepopy,
KO/IN XWTTS /i TBOPHICTb MUCTUS MOCTIHO nepeby-
Ba/M MNif 3arpo3orn. 3ajepaubkoro penpecysasiun
AK «BOpOra Hapogy», 3aapewTyBanu i 3acnanm
B KONUMCbKMI KOHUTabIip. Y HagsBuuyaiHO cknag-
HMUX yMOBax, M0O306aBAEHWII MOX/IMBOCTI MyO6MivYHOro
XUTTA Ta y4yacTi B Ky/IbTYPHOMY NPOLECi, KOMNO3UTOP
NpOAOBXYE TBOPUTU, 3b6epiraoun BAacHWUii TBOPYUii
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ronoc ans ManbyTHIX NokoniHb. Lnkn «24 npento-
4il Ta cpyrn» TBOPUTBLCA 5K pe3ysibTar CTilKOCTI, YHi-
Ka/IbHOro NOeAHaHHS BHYTPILWHbOT CBOOOAM Ta onopy
30BHIWWHBOMY TUCKY. B 3acnaHHi KOMMO3UTOPOBI
[0oBOAMIOCA MpautoBat B yMOBax MOBHOI BifcyT-
HOCTI HOTHOrO manepy, 06MeXeHux 3acobiB 3anucy,
3a60poHM nucaTW, HECMPUSATAUBUX XUTTEBUX YMO-
Bax Ta MOCTIAHOI 3arpo3n nepecnigyBaHHs. 301505
Hakfagana cBili BigGUTOK Ha npouec pob60oTu i BOAHO-
yac 3arocTpioBasia BHYTPILLHIO KOHUEHTpauito, dop-
MYHUM LUK SK NPOAYKT HaA3BMYaHOT BUTPUMKU Ta
camoaucumnaiHi. CTBOPEHHS BESIMKOTO LUKy «24
npentodin Ta qyr» y BaXKKUX MEXOBO-EK3UCTEHL,il-
HUX yMOBax CTaslo YHiKaslbHUM (DEHOMEHOM B iCTO-
pii He nuwe yKpaiHCbKOi My3uku XX CTONiTTs, asne
A BCECBITHBLOI MY3MYHOI KyNbTypu BCix 4acis. Llvkn
OOBXMHOK B XUTTA (TEXHIYHO 2,5 roanHn) AOKYyMEH-
TYE BWXMBAHHSA | TBOPYICTb Y CEPELOBULLi NOCTINHOrO
cTpaxy, y ¢oi3avyHO i NCMXO/0rYHO 0OMEXeHOMY Npo-
CTOpi, e KOXEH [eHb nepebyBaHHSA B 3ac/iaHHi Mir
cTatu BMNPOOYBaHHSAM Ha MeXi MOXIMBOCTeW, abo
M ocTaHHIM, a My3uyHa [iSNbHICTb 3aauwanacs
0fHVM 3 HebaraTbOox CMOCO6IB 36EPEXEHHST BHYTPILL-
HbOI cBOGOAM Ta LiNiCHOCTI «5» 0COOBUCTOCTI KOMMO-
3uTopa. Lmkn «24 npentofii Ta doyru» nocrae Ak CBif-
YEHHS HalCcyBOpPINX YMOB TOTasliTapHOTO Pexumy
Ta Aae 3MOry 3po3yMmiTu, SIKOH LjiHOK CTBOpOBasnacs
yKpaiHCbka My3u4Ha Ky/bTypa B yMOBax HeCBO60au,
nocepes 3na Ta BiACYTHOCTI npaBa Ha ronoc. K
3a3HavaB Kapn HOHr, «gyx 3na — e cTpax, 3abopoHa,
BOPON, SKWIA NPOTUCTOITb XUTTHO B 1i0r0 60poTh6i 3a
BiUHY TpUBa/CTb | OnNUpPaeTbCa Oyab-sikii BesKii
crpasi, SIKWiA BIMBAE B Ti/fI0 OTPYTY C1abKoCTi i cTapo-
CTi yepes NigcTynHWiA yKyc 3Mil; ue ayx perpecii, skui
3arpoxye <...> B'A3HULEN, PO3YUHEHHSAM | 3abyT-
TAM Yy Hecsigomomy. [11s reposi cTpax — ue BUKIMK
i 3aBAaHHA, amke TiNbKA CMIJIMBICTb MOXE 3BiNIbHUTN
Bi CTpaxy. A SKLIO HE PU3MKHYTW, TO Tak Yn iHaKLle
MOPYLLYETLCSA CEHC XUTTH, | BCE MaiibyTHE npupika-
€TbCA Ha 6e3HafiiiHy 3acTapinicTb, Ha CipiCTb, nuwe
nofeKkyau OCBIT/IOBaHY MaHAPIBHAMW BOTHUKaMW»
(KOHr, 2023, c. 551).

Avntux «Mpenogia i dyra ci-6emMornb Maxop»
Ne 21 mae CBATKOBWIA MigHECEHWUn xapakTep. Ha ue
Bkasye Allegro festivo npentogji, Wwo nobygosaHa Ha
NpuvHUMNI NOBTOPtOBaHOCTI. lMpentogis TpuiacTuHHa
3 kogoto. OcobGNMBICTIO € Te, WO NPOTArOM LisIoro
OVNTUXY KOMMO3UTOP He [aB XXOAHOI AuHaMivyHol
no3Hadkn. MNpoTarom umkny «24 npentogii 1a yrm»
Take 3yCcTpiyaeTbCs Aekisibka pasiB. Yn MoxHa 3BU-
HyBaTUTXU KOMMO3UTOPa B Xa/naTHOCTI [0 TeKCTy?
Bignosiab ofgHo3HauHa — Hi! Amxe UMK nucascs
B YMOBaX, KOMIM MOBYaHHS MOI/I0 36epertu XuTTs.
MocTynoBo npoctynae (PeHOMEH, SKU HEMOX/NBO
MNOACHUTY JiMWe CTWIICTUYHUMK ab0 XaHPOBMMMU
kaTteropiaMu. getbca npo CUCTEMHY HAasBHICTb
CTaHy, SKWA Yy NCUXOMorii TpaBMU OMNUCYETbCHA K
€eMOLiiHe OHIMIHHA — He BIACYTHICTb NepexunBaHHs,
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a 1ioro BUMyLLEHE NPUIYLLIEHHS, peaykKLis adekTy o
MiHIMa/IbHO AOMYCTUMOTO PiBHSA. Y My3uLi 3agepallb-
KOro ueli cTaH He € BUNnagKoBum abo NIoKasTbHUM: BiH
dhopmye Liny KapTy [03BOMIEHOI Nam’sATi, B AKiiA YiTKO
pO3MeXO0BaHO Te, L0 MOXe 3By4aTy, i Te, L0 MyCUTb
3a/1MLaTUCA HiIMUM.

Ocobnuee micle B Uit kapTi nocigae guntunx Ne
10, ge kOMNo3nTop 3 0COBMMBOK JIHOOOB'I0 3MasIbO-
BYE 00pa3 HiYHOro pigHOro ykpaiHcbkoro Heba. Lle
piBEHb HaUiOHa/IbHOI Ta KyNbTypHOI nam’siti, KWl
BMXOAUTb 3a MeXi NI0ACBHKOro i couianbHoro. He6o
He MOXHa 3ab60pOHUTU, HE MOXHA LIeH3ypyBaTu i He
MOXXHa OCTaTO4YHO MPUBMACHUTU. 3BEPHEHHS [0 KOC-
MIYHOTO BUMIPY € XapakKTepHOK peakLierd MNCUXiku
B YMOBax pagmMKasibHOro OOMEXEHHS: KON 3eMHUi
NpoCTip CTae HebesneyHuMm, nornag nigHiIMaeTbes
Bropy. TyT eMOLjiiiHe OHIMIHHA NOEAHYETLCA 3 TPAHC-
LEHAEHTHICTIO, CTBOPIKOKOYM  (POPMY  BHYTPILLHLOT
cBoboamn, fAKa He notpebye XOAHOro 30BHILLIHBLOIO
fossony. Auntnx Ne 13 MOXHa oxapakTepusysatu
AK MPOCTIP CBITNOrO CNOrMAAaHHA, AEMOHCTPYE Mak-
CYManbHO AONYCTUMWIA piBEHb AYXOBHOCTI B YMOBax
HecBoboau. Lle cBiTno 6e3 agpecun, 6e3 06’ekTa, 6e3
BMMOTW BignoBigj. TyT HEMae aHi MOMIMTBU, aHi Npo-
TECTY, aHi iCTOPMYHOrO XecTy. € finwe ynucTa npucyT-
HICTb, SIKili HE 3arpoXye >O[eH 30BHILUHI/i NopsAOK.
Y NCuXonoriyHomy CeHci e hopmMa KOHTEMMIATUBHOI
BTEYi, KON BOJIA 3rOpPTAETbCHA, & CBIAOMICTb 30Ce-
peoxyeTbca Ha byTTi sk Takomy. Anntnx Ne 17 — ue
crnorag, Ae obpa3oM CooBeliKa i BiTPY KOMMO3UTOP
BigKpMBaE e ofHy 3abOpOHEHY 30HY — 30HY CMO-
ragy. Lie He icTopis i He Midy, a naM’sATb NPO PigHKX,
AiM, HiY, npupoay. YKpaiHCbKWil KyNbTYpHUIA Kog, TyT
HasiBHWII MakcumasibHO. [lo pedi, 06pa3 cosoBeiika
y 3agepaubkoro 3ycTpiyaeTbCA He pa3 MnpoTSArom
LUKy, apke Le eanHa maneceHbka cipa ntallka, ska
CniBa€ HaBiTb Y TEMPSIBI KONIMMCbLKOI Houi. Came Taka
nam’siTb € HeGe3neyHow A8 ToTasliTapHOoT CUCTEMMU:
BOHa He npeTeHAye Ha KOJIEKTUBHICTb, (DOpPMYyE HaLi-
OHaUTbHY IAEHTUYHICTb, MPOTE 3aBXAM HewaaHo npu-
AywyBanacs. Y LbOMy HOMEPi eMOLiliHe OHIMIHHSA He
TOTa/lbHE — BOHO BMOIpKOBeE, CNPSIMOBaHE Ha 3axucT
TOro, WO e MOoXHa 36epertu.

Ha npotmBary ubomy auntmx Ne 18 3BepTaeTbCs
[0 Ka3KoBOro, Mi¢po/oriyHOro piBHA CBIgOMOCTI.
O6pa3 HUTOK Ta BY3NukiB [oni BMBOAUTL Criyxaya
3a MeXi KOHKPEeTHOT icTopil, Yacy i noniTMyHoi Bigno-
BiflasibHOCTI. Ka3ka TYyT BUKOHYE 3axWUCHY (OYHKLiHO:
BOHa [Ja€ 3MOry roBOpPUTM MPO HEMMUHYYICTb, MPO
dhatym, NpPO 3B’A30K MOAiA, HE Ha3UBAKUN XOAHMX
iIMEH | HE BKa3yun Ha XXOAHY KOHKPETHY peasibHiCTb.
Lle dopma cumBOMIYHOIO BIACTYNY, B SKOMY MCU-
Xika 3HaxoA4uTb MOX/MBICTb 36epertT BHYTPILIHIO
LiNiCHICTb, HE BCTynalouy B HE6E3MeUHW KOHTaKT i3
NPSAMUM iICTOPUYHMM 3710M. [MopyY i3 UMM HOMEpOM
0Cc06/MBO NPOMOBUCTO BUINSAAAE OCOGMMBUIA AUNTUX
y umkni Ne 19, ae 3ycTpiyaeTbcs iges 6es3nepepBHOro
PyXy 3 HecTabi/bHICTIO, AEe30pieHTOBaHICTIO ByTTs.

| Ha 3aBepLueHHs aunTux Ne 21 Ak cueHa HapoAHOro
CBATKYBaHHA. FKLWO po3risagatv Ui HOMepu pasom,
CcTa€ o4eBUAHO, WO B LMK/ 3afepalbkoro BubyaoBy-
€TbCA YiTKa iepapxis O3BONEHOT0 3ByYaHHs. AKTMBHA
iCTOpisA, KONEeKTUBHA pPafiCTb, repOoivHNA adbekT BUTIC-
HeHi abo pegykoBaHi A0 MiHIMYMY. HaToMiCTb [03BO-
NIEHUMM 3aINLIAOTLCA pUTM 6€3 nicHi, Mich 6e3 iMeH,
crnornafaHHa i KocMmiyHa guctaduis. Lle i € mysmnyHa
oopma eMOLiIHOr0 OHIMIHHA — He K NaTosorii, a sk
€TNKa BMXMBAHHSA. Y LbOMY CEHCI LMK «24 npentosil
i oyru» nocTae He NuLLe K XyAOXHIA TBip, ane i Sk
CBiAYEHHA TOro, WO camMe He MOr0 OyTu 03BydeHe
B YMOBax HecBo60oan. My3uka He MpPUXOBYE LibOr0 —
BOHa BMOYy,0BYE MOBYAHHSA K CTPYKTYPY, LLIO € He Bia-
CYTHICTIO 3MICTy, a ioro HamrocTpilLoro hopmoto.

Mpentopisa 3 guntuxy Ne 21 nobynoBaHa Ha puT-
MIYHOMY OCTMHATO LWiCTHaausaTa + BOCbMa + LUICT-
HagusaTa y po3mipi %. bacoBa niHiA CTBOpHOE cTa-
GiNlbHUIA YyacoBuUn Kapkac, 3abesnedvyloun BiovyTTS
MOCTIHOrO MyNbCy Ta BHYTPIWHbLOI onopu (puc. 1).
Y KOHTEKCTi 3acnaHHsl, e KOXeH AeHb Ha Konumi
6yB BMNPOOYBaHHAM, Leli pUTM MOXHa po3rnsagatu
K MY3MYHUA CMMBOJT CTIAKOCTI Ta MCUXO/OriYHOT
cTabinbHOCTI koMno3nTopa. BepxHilii ronoc npentog,i
pyXaeTbCsi OKTaBaMu, 4acTo NepepvBalyuCh nay-
3aMi, WO Hafae MEeOANYHIA NiHil «AuXxaHHS» Ta
NPOCTOpPOBOCTi. KOHTpPACT MK HEMOXUTHUM PUTMOM
bacy Ta pBaHUMW MeNoAMYHUMK (dpasamMu Bepx-
HbOTO rO/10CY POPMYE MY3UYHY TKAHWHY, LLIO Nepesae
aTmocepy HapoOLHOro CBATKYBAHHSA — €Heprito, pyx
i nigHeceHHs. MenoanyHi 06pucy BEPXHBLOIO rosiocy
MOXHa po3risagaty ik 06pas puTyasibHOro abo cBAT-
KOBOro My3M4HOIO BMKOHaHHSA, Mpo Wo nucas Mipya
Eniage, Haronowy4un Ha 34aTHOCTI My3MKW BiATBO-
ptoBaTV KOJEKTMBHWIA [OCBI4 Ta CTPYKTypyBaTh 4yac
y putyanbHoMmy KoHTekcTi (Eniage, 1959).

Allegro festivo
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Puc. 1. HapogHe cBATKYBaHHA

3MmiHa dhyHKUiA NapTiii pyk y Apyromy enisogi npe-
nogji (11. 16—26) (puc. 2) He € cyTO KOMMNO3ULLIAHUM
a60 hakTypHUM NPUAOMOM. Y KOHTEKCTI LUKy, CTBO-
PEHOro B yMOBax paaukasibHOI HecBoboam, Ls 3MiHa
nocTae K eTUYHO HaBaHTAXEHWUI XecT, Wo dikcye
TpaHcdopMaLito  cTtaTycy MY3MYHOTO  MOBJIEHHS.
Menogisi, nepeHeceHa B HWXKHIA PericTp, BTpayae
NyO6NIYHICTb | 3BEPHEHICTb — BOHA OiNblle He aape-
coBaHa [HWOMY, a 3aMWKaeTbCA Y BHYTPILUHbOMY
npocTopi, HabyBae ekcnpecuBHOI cBOOOAM, Xo4a
3BYUUTb CTPUMAHO, Maike npurnyLleHo. Lis ctpumva-
HICTb BifoOpaxae BUTICHEHNIA adhekT, Lo B MCMXONOTIT
TpaBMV OMUCYETLCS K €MOLiiHE OHIMIHHS — 3axuc-
HUIA MeXaHi3M y cuTyauii Hebesneku. Biktop ®paHkn,
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aHanisytoun [OCBi4 KOHUTabopy, HaronowysaB Ha
TOMY, O OAHMM 3 MEepLUMX HACNiAKIB TabipHOrO icHY-
BaHHS € NPUMNYLUIEHHSA BHYTPILLUHBbOIO XUTTSA, peayKLis
aghekTiB 40 MiHIMasIbHO HEOOXIAHOrO A1 BUXUBAHHSA.
«AHOMasIbHa peakLis Ha aHOMaslbHy cuTyauiio — ue
HOpMasibHa MoBefiHka <...> peakuid NioguHu Ha
aHoMaslbHy cuTyauilo <...> 6yAe aHOMaslbHOK Mpo-
MOPLIAHO CTyneHt Ti HOpPMasbHOCTI <...> B’A3eHb
nepexoauTb <...> A0 pa3u BiAHOCHOI anarii, y kil
BiAOYBaETLCS LIOCb Ha KWTaNT eMOLiiHOT CMepTi»
(PpaHkn, 2024, c. 36).

3 60roc/10BCbKOI NepCcrnekTMBK Lel eniof Moxe
OYyTN OCMUC/IEHWNIT Yepes aBryCTUHIBCbKE PO3PI3HEHHS
M verbum vocisl i verbum cordis2, gke Hapomxy-
€TbCA B TULWI 11 HE 3aBXAW nparHe 6yTy 03BYYEHUM.
ABrycTnH (ABrycTuH, n.d.) Haronowye Ha TOMYy, LU0
iCTUHHE C/TIOBO Mepefye 3BY4YaHHIO i 36epirae ceHc
HaBiTb TOZi, KO/ He HabyBa€ 30BHIWHLOI (POPMMU.
Menogjs, nepeHeceHa B HWXHili perictp i nosbas-
NeHa guHaMivyHoT ekcnaHcil, (PYHKLIOHYE 3a NogioHUM
MPUHLMINOM: BOHA ICHYE He SIK XXeCT 3BEPHEHHS, a 5K
chopma BHYTPILIHLOI NPUCYTHOCTI. Y LA CTPMMaHOCTI
He NAEeTbCA NPO BiACYTHICTb 3MICTY — HaBMakuW, My3uka
dhikcye MpoCTip, Y SKOMY CEHC He noTpebye nyo6niy-
HOrO NIATBEPMKEHHST | 30epiracTbCA sK BHYTPILLHIN
[OCBIf,, HEAOCTYMHWUI 30BHILLHBOMY KOHTPO/IH.
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Puc. 2. «<EmoujiliHe OHIMiHHA»

Enizog TT. 27-39 (puc. 3) dhopmMasibHO noBepTae
MoYaTKoBWUIA PO3Aia NpPentofii, oAHaK Leid «noBTop»
MPUHLMMNOBO HEe € TOTOXHUM. 30BHILLIHA BNi3HaBaHICTb
MaTepianly Mackye rMboKy BHYTPILIHK TpaHcdop-
MaLito; A0 OCHOBHOI TeMM B MpaBiil pyLi A0Aa€ETbCs
CBOEpiAHa BIANOBiAb, WO BUHUKAE 3HM3Y, TOAj SIK NiBa
pyka 3HOBY nepebupae Ha cebe pUTMIUHY OYHKLHO.
Takum 4MHOM, (hakTypa PO3LLENIETLCA Ha KislbKa
PiBHIB OJHOYACHOr0 MOBJ/IEHHS, AKi He 3/1MBalOThCH,
a CniBiCHYIOTb Y CTaHi Hanpy)eHoi napanenbHOCTI.
Lleit MOMEHT MOXHa onucaTu sik NoABiliHe TeMaTuyHe
6yTTA: TeMa 6inble He Mae hikcoBaHOro NPoOCTopo-
BOro MOJIOXEHHA. BOHa HibWM «bnyKae» MK BEpXHiM
i HWKHIM pericTpamu, 3'BAAKYNCL TO SK NPOBIAHWIA
rosioc, To K TiHbOBa BiANOBIAb. Taka HecTabiflbHICTb
MiCUs TeMu CTBOPHE ediekT Ae30opieHTauii: cayxay
Ginblle He MOXe OAHO3HAYHO BU3HAUUTK, [e 3Ha-
XOOMUTLCA LUEHTp cmuciy. Came Le i € KIYOoBUM —
LEHTP CTa€ pyxoMunMm, a O0Txe, Bpas/IMBUM.

Y NCUXO0NOriyHoOMy Ta €eK3UCTEHLjiiiHOMY BUMIpI
nogibHa CTpykTypa BignoBifae CTaHy BHYTPILHbLOrO
po34BOEHHA cyb’ekTa B ymoBax HecBobogu. Biktop

! 30BHILIHLO BMMOB/IEHE C/I0BO.
2 BHyTPILLHE C/TOBO CepLs.
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®paHk HarosowWwyBaB Ha ToMY, WO B Tabopi /1lguHa
4acTo 3MYyLUEHA XWUTW y [BOX PeaslbHOCTSX OfHO-
YacHO: 30BHILLHIli — periaMmeHTOBaHill, KOHTPONbOBa-
HiiA, | BHYTPILLHI/ — NpuXx0BaHili, MiHiManizoBaHiii, ane
€K3UCTEHLiHO BUpILa/bHIN. «AKTUBaLs BHYTPILU-
HbOTO XWTTS Jonomarasia B'A3HI 3HaAlTU CXOBaHKy
Bi, MOPOXHEUi, CMyCTOLUEHHS i yXOBHOI BI4HOCTI oro
iCHYBaHHS1, JO3BO/IAOUN YTEKTU B MUHY/IE. 3BifIbHEHA
ysBa nporpasasia nogji MUHYN0ro, YacTo HeiCTOTHI,
HecyTTEBI BUNAAKM i HIKYEMHI YPHUYKN. HOCTaNbIiYHI
crnorazy Bo3BenuuyBasiu ix, i BOHM HabyBann 4MBHOIO
xapaktepy. IXHili CBiT i iXHE iCHyBaHHA BuAaBasIUCS
OyXe Janeknmu, i gywa TY>KIMBO nparHyna go HUx»
(Frankl, 2024, c. 54). Ak Haragye €BaHrenie: «bo xT0
3 Bac, Typbyrounch, Moxe AoAaTu A0 CBOro BiKy Xoya
6 oavH nikoTb?» (Bibnis, 2011, MT 6:27), BHYTPILLHIl
NPOCTIp NHOAUHN HE NiABAaAHWI 30BHILLHbOMY KOHTpP-
0110 | MOXe 36epiraT CBil CEHC HaBiTb Y BaXKMX
E€K3UCTEHLNHNX yMOBaX.
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3aBepLanbHuii po3ain npentogii (11. 40-43) (puc.
4) pagviKasibHO 3MIHIOE TUM MY3WYHOro 4acy. AKLWOo
nonepegHi enizoan oyHKLOHYBaIn B PEXUMI MOTO-
PHOrO pyxy Ta BHYTPILLUHbOrO KOHTPO/IO, TO KoAa qik-
CYE€ 3YMUHKY B MeXax pyxy, CBOEPIAHNI paxyHOK, KU
He Befe [0 PO3BUTKY, a /iLLe MiACYMOBYE NpoligeHe.
PutmivHa cpirypa, Lo 4oTMpK pasun nocnisib NoBTOPHO-
€TbCs1 6e3 Bapiauiin (BocbMa + Tpiosib 3 ABOMA noyar-
KOBUMW [0/15IMWN), HE CTBOPKE aHi KysbMiHauil, aHi
po3psakn. BoHa npaute AK NiYUIbHUK, K MeXaHi3M
BigMiptoBaHHA Yacy. Came KpaTHIiCTb NOBTOPY — YOTU-
prvpasoBe NpoBeAeHHS — HabyBae TyT MPUHLMNOBOIO
3HaueHHsA. Lle yncno BnopsifKOBaHOro, 3aMKHEHOro
CBITY, MPOTUCTaB/IEHOIO TPaHCLEHAEHTHOMY. Y KOH-
TEKCTi Npentodii ueli YoTuprpasoBuii pUTMIYHWI XecCT
MOXHa MpoYMTaTM AK 3aMKHEHWI TOPU3OHT OyTTH,
y SKOMy pyXx BifOyBaeTbCs, ane BuUXif BiACYTHIl. «4
HOCUTb BiAOWTOK 3EMHOM0: BOHO BKa3ye Ha CTOPOHU
CBITY, Ha YOTMPK NMOPW POKY, LLLO € BiAOOPaKEHHAM 3EM-
HOI YHiBEpCaNbHOCTI, HA YOTUPK BITPWU, LLIO CUMBOSII-
3YK0Tb NEPEMIHHICTb Ta MIH/IMBICTb JIIOACHKOIO XUTTA
MOPIBHSIHO 3 FAPMOHIHICTIO Ta cTaslicTio HebecHoro.
Lle uncno roBopuTb MNP0 XUTTSA BipYOUMX: Lie YOTUpK
pikv B cafax Egemy, SikuM KOnMCb cTaHe 3eMns; ue
4yoTMpKU EBaHresis NpPo XUTTs lcyca Xpucta, sikuin 6ys
noguHoto. Lle uncno cnabkocTi nioguHn nepeq Tpue-
AnHcTBOM Boxunm» (FOpueHko, 2016, c. 34).

B TakTi 44 BigbyBaeTbCA NPUHLMNOBUIA 3nam
(puc. 5): My3nyHa MOBa MNepexoauTb Y [A3BOHOBY
hakTypy. TpvpasoBuiA HU3XIAHWIA pyX, odopmne-
HUA $IK NOC/AOBHI «KBAHTOBI» CXOAWHKW BHU3, HEe
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Puc. 4. ®divan

€ MEefoAjiet0 Y 3BMYHOMY CeHci. Lle He Tema i He po3Bu-
TOK — Lie 3HaK. [13BOHM TYT He (DYHKLIOHYIOTb SIK CBSIT-
KOBUIi abo LIEPKOBHUIA CUMBO/T Y NPSMOMY 3HAYEHHI;
BOHW NOCTaKTh K MeXa MOBJ/IEHHS, OCTaHHS [0Myc-
TMMa dopMa 3By4YaHHs. OCO6MMBO Bax/IvBO, WO
ueli HM3XiAHWIA A3BIHOBWI XXECT NOBTOPIOETLCH TPUYI.
[3BOHN He BMBOAATL 3a Mexi HecBoboau, ane map-
KylOTb TOUKY, [ile MOBa Oifiblle He MOX/IMBA. Y LibOMY
KOHTEKCTi BOHW CTal0Tb MY3U4HOH DOPMOK0 nam’sTi,
HaragyBaHHsIM Mpo Te, Lo «i 36epexyTb BOHW B cep-
UAX CBOIX NamM’ATb MPO BCe, L0 CTasiocs, i He 3aby-
OyTb AHiB cBOiX 6ig» (Bibnia, 2011, MNcanom 105:5).
diHanbHWUIA foBruii A3BiH (largo) He € KynbMiHalieo —
Le 3aTpyMmMKa yacy, horo po3umHeHHs. BiH ogHovacHo
BUKOHYE (DYHKLiI0O MOMWUHANBLHOIO 3Haka, mnigKpec-
004N, WO «3ragainTe X | NOM'AHITb TUX, KOTO BXe
Hemae cepep Bac» (bibnia, 2011, 2 Camyina 1:23),
a TakoXX 06MeXye MOBJ/IEHHS, Haraayrumn npo HeMOoX-
NIBICTb NMPOroBOPUTU BCe 6€3 PU3NKY 3pajn CEHCY.
Y UbOMY CEHCI [i3BiH MOXHa OCMUC/IUTU K BHYTPILLHE
C/I0BO, KO/IN «XTO MOBYUTb, TOV HABYMNTHLCS PO3YMITU»
(Bi6nis, 2011, Cup. 20:15) — ocTaHHili gonycTUmMuii

thirypoto (WwicTHagusaTa + BocbMa + LWIiCTHaALUATA), LWO
nepeliwna coaM 3 PUTMIYHOTO OCTUHATO npentoa;,
nepeTBOpPIOOUN Ti HA MOAENb Yacy, Lo CTBOPIOE Bi-
YyTTS MNOCTINHOTO pyXy i HEBNEBHEHOCTI, NiAKPEeC/Io-
toun HecTabinbHiCTb. OCo6/IMBOI Barn HabyBae 4ncno
CiM. Y 60rocnoBCbKO-KYNbTYPHIN Tpaguuii ciMka «e
YMC/IOM HaMBMLLOI AOCKOHa/IOCTi Ta MOBHOTW. BoHa
BKa3ye Ha 3aBepLUEHICTb: CiM NpuUTy B Marsia faroTb
noBHWiA onuc LlapctBa HebecHoro, cim gHiB Bor TBO-
pUB CBIT, CiM KO/1bOPiB Ma€ Becesika, Lo CUMBO/I3YE
JapyHOK Boxuii no 3aBeplueHH0 HOEBUX MOHEBI-
pPSHb Ta NO4YaToK HOBOMO CBITY, CiIM CMEPTHUX TIPiXiB
NPVBOAATL MOAMHY A0 PyWHaLii BacHoOi Aywi i Cim
«faobpoaeteneii», Aki 36aradytotb Ti. Yncno 7=4+3 —
Le CMMBON €OHOCTI BCbOro CBITY, 3EMHOr0 i3 CBITOM
BoxecTBeHHUM, noAcbkoro i HebecHoro. I3 ciMkoro
CMiBBIAHOCUTBLCSA | KiJIbKICTb TAlHCTB (BCi CiM TalHCTB
Oy/11 BiIOMi Bif, moYaTKy 3apopKEHHSI XPUCTUAHCBKOIO
BYEHHS, asie X cemepuyHa dhopmMyna 6yna BCTaHOB-
neHa nuwe y Xl ct.) (KOpyeHko, 2016, c. 35-36).
MpoTe B ujli (hy3i 03HauUeHa NOBHOTA He peanizyeTbCs
K rapMOHis. HaBnaku, CeMWUTaKTOBICTb 3BY4YUTb K
HaaMip, SKMiA He MoXe CTabinizyBaTucs B Mexax paui-
OHaNlbHOT hopMu. Tema HibM nparHe 3aBepLUEHHS,
asie He Jocsrae 1oro; BOHa 3aBUCA€E MiX MOBHOTO
M po3nafoM. TakMM YMHOM, cakpasibHe 4Yncno BTpa-
Yyae CBOK 3acrokii/iMBy OYHKLKO | NEPETBOPIOETHCS
Ha [Kepeno Hanpyru.

Deciso (Tempo di Preludio)

aKT 3BYyYaHHS, SKKMIA He MNOpPYLUYE 3O0BHILLHIX 06Me- Ao
XeHb, ane 36epirae BHYTPILLHIA NpOCTip nam’aTi. % o . ) i
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Puc. 5. 3BoHOBWMI1 eni3og,

dyra noctae AK MNPUHUMUMNOBO TPUIOSIOCHA, LWO
YiITKO 3acBiguyeTbCsi BXe eKcnosuuiewn. Temnosa
pemapka Deciso (tempo di preludio) € cumnToma-
TUYHOK. BoHa He nuwe dikcye xapaktep pyxy, ane
1 NPMHUUNOBO CTUPAaE MEXY MiX NPesoAieto i yroto
AK )XaHpamu Pi3HOro OHTO/IOrYHOro ctatycy. dyra TyT
He NMOYMHAETLCA K HOBUIA PO3MiN, HE MPOMOHYE «O4U-
LLEHHA» hopMuK nicnsa nonepeaHboi YacTuMHK, a Npo-
[OBXYy€E TOl camuii cTaH — CTaH HecBOb6oAM Ta noka-
30B0I CBATKOBOCTI. CeMmuTakToBa TeMa yru (puc. 6)
BUPI3HAETLCA PI3KUM  MYHKTUPHUM  pUTMOM. Chif,
HarosiocuUTM Ha TOMY, LU0 CEMWTAKTOBICTb € MPUWH-
LUMNOBO HEKOMCOPTHOK A/151 CMyXaubKoro Chnpui-
HATTHA, 60 HE 3aMMKAETbCA B CUMETPUYHWI Nepiog,
He NigTBEPAXYE O4YiKyBaHHA METPUUYHOT CTabisIbHOCTI,
a 3anvwae BigvyTTa 3cyBYy. [MyHKTUPW Pi3HUX BUAIB
(knacnyHa «AoBra—kopoTka» (BOCbMa 3 Kpamnkow
+ WicTHagusTa) 4deprywoTbcs 3 OiNbll APO6GIEHO

Y 10-my Ta 13-my TakTtax (puc. 7), i3 BCTYNOM
[IPYroro rosiocy, 3'siBNAOTLCSA CEKCTONMi. IXHA nosisa
He € aHi MPUKPaco, aHi TEXHIYHUM YCKIaAHEHHSIM.
CekcToni BBOAATb Y TKaHWHY (yr iHLWIWIA TN yacy,
AKWIA He 36iraeTbCsA 3 OCHOBHUM METPUYHUM MY/TbCOM.
YcepeavHi Bxe pgectabinisoBaHOro putMy BUHUKAE
LLle OAMH YacoBuiA Wap, WO NiACUMIOE BiAYYTTS PO3-
LIapyBaHHS TeNepiwHbOro. Y LboMY CEHCI OPEeYHO0
€ no3uuis MactoHa bawnsapa (bawnsap, 2022), Akui,
aHani3yloun (eHOMEH 4acy, HarosiolyBaB Ha MHO-
YXWUHHOCTI TEMMIB | KPUTUKYBAB YSABMIEHHSA NPO €AMHE,
ofHopiaHe «Tenep». My3nyHuii Yac doyrn NocTae He
AK 6e3nepepBHa TPUBA/IICTb, @ AK CYKYMNHICTb Hak/a-
OEHNX PUTMIYHUX PEXMMIB, KOXEH 3 SIKUX MaE BNacHy
noriky pyxy. HagssuyanHO Bak/MBO, LLIO 3rogoMm Ui
CEeKCToMi TpaHcopMyTbCcA B cenTtosi. Llein nepe-
Xif, HE MOXHa MOSICHNUTW BUWK/IKOYHO JIOTIKOK PO3BU-
TKy thakTypu. BiH Mae rnnboko CMMBONIYHUIA Xapak-
Tep. Wictka — uncno BnopsigkoBaHe, CUMETPUYHE,
noB’si3aHe 3 TiNIECHO, «P0BOYOHD» CTPYKTYPOIO Yacy.

ISSN 2786-8079 (print), 2786-8087 (online)
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«Lle umMcno Ha oAMHNLIO MEHLLE, HIX CiM, SIKe YacTo
CMMBOJII3y€ [0BEPLUEHICTb. TOMY YMC/IO LWICTb MOXe
O3HayaT! LWOCb HegoBepLUeHe, HedocKoHane abo
nos’si3aHe 3 boxumu Boporamu (1 XpoHik 20:6; JaHn-
ina 3:1; O6’asneHHa 13:18)» (JW.ORG, H.4.). CimKa
X, HaBnakun, BUBOAMTb PaxyHOK 3a MeXi paLioHasIbHOT
BnopsigkoBaHoCTi. lMepexin Big cekctonei oo cen-
ToNel 03Ha4ae 3/1aM camoi /146U, MOMEHT, y SAKOMY
My3MKa MepecTtae paxyBaTu Tak, SK «HaNeXUTb».
Mipua Eniage onncysas Taki MOMEHTU K Nepexig Mk
nNpotaHHUM | cakpasibHUM YacOM: 3BUYHWUIA, NiHIAHWI
NAVH NOAiM NepecTae BU3HaYaTV BHYTPILLHIA AOCBIg,
i BUHUKAE IHLWIWIA, «caKkpasibHWIi» Temn, Lo iCHYE Bce-
peauHi camoro siBvwa. Y dysi Lei po3puB He npo-
ro/IOLLYETLCA BIOKPUTO | HE BUPAXKAETHCH 30BHILU-
HbOK Ky/IbMiHAL|E — BiH NEPeXnBaeTbCsl BCepenHi
MY3MYHOT TKaHWHW, Y BHYTPILUHBOMY HamnpyXXeHHi
rosiocy. Centoflb Yy LbOMY KOHTEKCTIi He O3Hayae
3Bi/IbHEHHS UM 3aBEPLLEHHS, a MapKye Mexy, Ae Tpa-
OVLIAHWIA KOHTPO/Ib Yacy BTpadae Ccuy, CTBOPHOUN
BigUyTTA Hebe3nekn Ta BIOKPUTOCTI BHYTPILLIHbLOIO
NpocTopy My3un4yHOro MosneHHs (Eniage, 1959).
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Puc. 7. Cektoni

Y Taktax 17-18 BigbyBaeTbca nogia (puc. 8),
fAKa € NPYHUMMNOBO NEpPesioMHOK ANs BCiel dyru:
nosiea CenTosieil nepecrae Gyt NuUWe PUTMIYHUM
yCKNa[HEHHAM i HabyBae cTatycy CMWUCIOTBOPYOro
XECTY, CTae apTUKY/IbOBaHOK Ta AEMOHCTPATVBHOM.
CeMaHTU4YHO CEeNTO/b Y LIbOMY KOHTEKCTI NpaLtoe K
3HaK Haf/IMLIKy AOCBify, KM He MigAaeTbCs BMO-
psakysaHHio. Monb Pikep (Pikep, 2004), aHanizyrouu
nam’aATb i HapaTuB, HarosIoWyBaB Ha TOMY, LLO Tpas-
MaTM4HWIA OOCBIA HE MOXe ByTV po3KasaHuii y 3aBep-
LLUEHIA ¢hOpMi, OCKINbKM BiH 3aBXAN «NEepPernoBHHE»
CTPYKTYpy onosigj. |, K cnpasefnvnso nucas BikTop
®paHk, «M1 He TIBMMO PO3MOBAATY MPO NEPEXUTE.
Tum, XTO ByB Y Tabopax, He NOTPIGHO HIYOro NOSICHHO-
BaTW, a iHWIi He 3pOo3yMil0Tb aHi TOro, WO MW Big4y-
Ba/IM TOAI, aHi TOro, LU0 BiAYyBaEMO 3apa3» (PpaHk,
2024, c. 22). TyT BiACYTHIl 6yAb-AKWA XeCT NpuMu-
PEHHS 3 TpaBMaTUYHUM MUHYNUM. HaBnaku, BUKIag,
MY3MYHOT [AYMKW [OEMOHCTPYeE, L0 KOXHa cnpoba
OKPEC/IUTU iICTOPUYHWNIA [OCBIA, HEraiiHO BUSB/ISETLCS
HeAO0CTaTHbO | NOTPEbyE HOBOrO YTOYHEHHS, HOBOTO
LLIapy, HOBOTO YacoBOrO BifrasyXXeHHs.

AH AccmaH (AccmaH, 1992) po3pi3HAB KOMYHI-
KaTVBHY Mam’sTb, MOB’AA3aHY 3 XMBWMMK Croragamu,
i Ky/lbTYpHY nam’'siTb, WO 3aKpin/leTbCA B CUM-
BO/MIYHMX ¢hopMax | TekcTax. MysMYHWA PO3BUTOK

Bunyck 1 (12). 2026

doyrn nepebyBae MK UMMM ABOMA TUNaMu: 3 O4HOrO
60Ky, Ti PO3BMTOK Haa3BUYalHO TINECHWI | HepBO-
BWIA, 3 IHWOIO0 — BMUCYETLCS Y CTPOrUiA XaHp dyru
AK QOPMY Ky/IbTYPHOI nam’aTi. Hanpyra Mix >X1UBuUM
i 3aKkofoBaHWM (3aB6OpPOHEHMM) CTBOPKOE BifuyTTA
He3aBepLUeHOoCTi. CenTonb CTa€ K/YOBMM CHMBO-
JIOM, PYAHYKOUN HOPMATUBHUIA PaxyHOK i NifBaXxytoun
«ynopsiAKoBaHWii» iCTOPUYHNIA Yac. PaliHxapT Kosen-
nek (Kosennek, 2004) HaronowlyBaB Ha TOMYy, WO
MOZiepHa iCTopu1yHa CBIJOMICTb BUHMKAE TaMm, [ie po3-
pVYB MiX [OOCBIAOM i O4YiKyBaHHAM HEMNPUMUPEHHUIA.
Y dhy3i Leit po3puB NPOAB/IAETLCA PUTMIYHO: MUHYNE
He BK/1afaeTbCs B METP, HE CUHXPOHI3YETLCA 3 Tene-
PILLHIM | HE NigAAETLCA NOBHOMY OCMUC/IEHHIO.

Puc. 8. ®dirypu centonem

B HacTtynHomy enisogi (Taktm 23-25) (puc. 9)
Tema B MiBiil pyLji NpoOBOAMTLCSA OKTaBamu, L0 04pasy
Hagae i ctatycy hyHAaMEeHTasIbHOTO, Maiike «r'pyH-
TOBHOrO» Ta CMMBOI3y€E CNPOOBY 3aKpinseHHs, yTBep-
[)KEHHS, HafaHHs Temi TinecHol Baru. BopgHouvac
napTis nNpaBoi pykn He MNigTpumye cnpoby cTabini-
3auii. HaBnaku, KOXHIA CWMHKOMOBAHIii TeMaTuuHii
chirypi BoHa BignoBigae centonsmMu. TakuM YMHOM,
MiX pykamy hopMyeTbCAa He Aiasior y TpaguuiiHomy
CEHCI, a HanpyXeHe CniBiCHyBaHHSA PI3HUX JI0TIK Yacy.
NiBa pyka HIbn «iige», pyxaeTbcs Brnepen, yTpumy-
UM HaNPsIMOK, TOZAj SIK Npasa MOCTIiiHO BTPYYa€eTbCs,
PO3LUMPIOE, 3YMUHSIE, OMOBHIOE, HE [,O3BO/IAKYN TEMI
3aMKHYTUCA B 3aBepLUEHy hopmy.

Mopic BnaHLio 3a3HayaB, Lo AOCBiA MeXi HiKon
He MOoXe OyTV BUCMOBMEHUIA OCTATOYHO — OyAb-sKe
BMC/IOB/IOBAHHA NMLe BigkpuBae noTpeby HacTyn-
Horo (Blanchot, 2015). ¥ KOHTeKCTi dpyru ue o3Havae,
L0 KOXXEH MY3VYHWIA (hparMeHT, KOXXHa CenTosib abo
NYHKTUPHWI €1EeMEHT He 3aKiH4YyHTb OYMKY, a nuwe
BigkpmBatoTb i gani. My3uyHa TKaHMHa MNOCTIAHO
BMMAarae «40on1cyBaHHs», HEMOB NEPEXNTE HE MOXE
OyTK (oikcoBaHe MOBHICTIO, i OyAb-sika cripoba yno-
pSAAKYBaTM YM 3aBEPLUMTU TEeMY 04pasy BUSBASETLCS
HefoCTaTHbOW. Takum YMHOM, hyra CTae MPOCTOPOM,
[e MEeXOBU [J0CBifg — TpaBMaTWUYHWIA, ICTOPUYHWIA,
NCUXOEMOLIIHNIA — BIJOOPaXaeTbCA Yy MNOMIGOHIY-
Hili CTPYKTYpIi, 3a/iMiatoumn criyxada B CTaHi MOCTin-
HOrO Hanpy>XXeHHs | HEBM3HAYEHOCTi. 3 KyNbTypHO-
hinocodcbkoi NepcneKkTMBM Takuii PO3BUTOK MOXHA
OCMUCINTM SIK MOAE/b MUC/IEHHSA B YMOBaX HeCBO-
60aun. Miwenb ae CepTo nucaB MPO «TaKTUKW» iCHY-
BaHHA B cucTeMax Blaan — ApibHi, NOBTOPOBaHI, ane
HEBUYEPIHI XECTW, SKI He PYMHYKTb CUCTEMY Bid-
KpWTO, MPOTE i He AatoThb il 3MOry 0CTaTO4HO 3akKpinu-
Tnca (Cetpo, 2011). Lie He nam’aTb, sika 3aCNOKOLOE,
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i HEe Mam’siTb, AKa KOHCOMIAYE I4eHTUYHICTL. HaBnaku,
BOHa gecTtabinisye. Aneinga AccMaH nigKpecnoBana,
LLIO TpaBMaTuyHa nam’'sTb He IHTErpyeTbCS B Ky/IbTYp-
HWi1 KaHOH 6e3 BTpaTy iCTOTHOI YaCTVHM CBOTO 3MICTY.
Came TOMy BOHa 4acTO NPOSABMASETbLCA Y hparMeH-
TapHWX, MOBTOPIOBAHWX, PUTMIYHO «3/1aMaHnX» gop-
Max (AccmaH, 2010). Y LbOMY KOHTEKCTI MPUHLIMNOBO
BaX/MBO 3a/lyunTV KOHUENUito MaHHM ApeHaT, Ans
AKOI Nam’siTb He 3BOAMTbLCHA aHi A0 MCUXOMOriYHOro
nepexuBaHHs, aHi 40 KybTYPHOT Tpaamuiil y By3bKoMy
ceHci. Mam'saTb Ak hopma MUCNEHHSA 6epe Ha cebe
BiANOBIfa/IbHICTb 3a MUHY/NEe came Tofi, KoM BOHO
He MOxe OyTu IHTerpoBaHe B YNOpsAKOBaHWA icTO-
pvyHuin Hapatus (ApeHaT, 2002). AHanizytoumn heHo-
MEH ToTaniTapu3My, BOHA HarosiolyBana Ha TOMY,
L0 HaNOGINbLLOK 3arpo30t0 € He pavKasibHe 3710 5K
Take, a NPUNUHEHHS MUC/IEHHS, 3BE4EHHA AOCBIAY [0
roTOBMX CXeM i krie. Oco6/MBO NOKA30BMM € Te, LU0
po3BUTOK (hyrM He Bede A0 Karapcucy abo npumu-
peHHsi. Lle npuHuunoBa BigMOBa Bif TOro, Lo ApeHaT
HasnBasla «iCTOPUYHUM 3aCMOKOEHHAM» — CMOKYCOH
NOACHUTW MUHYJ/Ie HacTiNbKn fobpe, LWo BOHO nepe-
cTae 6onitu.

n nnakanu, sragytoun CioH» (Bibnis, 2011, MNcanom
137:1-2), wo Bigo6paxae cTaH MNOCTIMHOrO nepe-
XnBaHHA BTpaTu. Takox EkknesiacT 3a3Havae: «lllo
6yno, Te 6yae, WO pobUTLCA, Te 3HOBY POOUTLCA,
i Hema HoBoro nig coHuem» (Bi6nis, 2011, EkknesiacTt
1:9), HaronoWyYn Ha LMKNIYHOCTI NOAINA, AKi NOBTO-
ptotoTbcsl 6e3 3aBepLUeHHS. MOCTiliHe NOBTOPEHHS Ta
HEMOX/IMBICTb OCTATOYHOIO MiACYMKY BigoGpaxarTb
CTaH, y IKOMY [0CBIf, XuBe y TenepilHboMy, He Mnij-
Jalunch 3aBeplueHoMy HapatuBy: «[ubHyin cebe,
06 TV He 3abyB Te, Wo 6a4nan TBOI 0ui, | W06 BOHO
He BigAanvMnocs Big, cepus TBOro MPOTArOM YCbOro
XnTTHa TBOro» (bidnis, 2011, Bropo3akoHHS 4:9).

Ocobnuey yBary npuBepTae KisibkiCTb MOBTOPIB
OecATb | oguHaauATb. Y 6i6ninHii Tpaguuii ymicno
[ecATb 4acTo NOB’A3YETLCA 3 NMOBHOTOK W yNOpsAKo-
BaHiCTto, K Y [lecATn 3anoBigsax, siki BCTAHOBMIOKOTb
OCHOBY B0o)0ro 3akoHy. Yucio oanHanuAaThb, po3TaLlo-
BaHe Mk NoBHOTO (10) i uinicHicTio (12), 4acTo cuM-
BOJII3yE HEMOBHOTY Ta MOPYLUEHWIA NOPSIAOK — CTaH,
KONW 3aBepLUEHHS e He AO0CATHYTO. Takum YMHOM,
My3M4YHe MOBTOpPeHHS 10—11 pasiB pe3oHye 3 6ibnii-
HOK CMMBOJIIKOI NOPSLKY, He3aBepPLUEeHOCTi | CTaHOM
MOCTINHOIO OYiKyBaHHS.

b L | J by | bire J L
b == ==2c = { 5
Puc. 9. OKTaBHE NPOBEAEHHA TEMU i3 CENTONLHUMY S R L I I e P e R Py R B
— — _— ——

Bignosigamu

Y HactynHomy eni3zogi (puc. 10) Tema nosTOpIO-
€TbCS AECATb pasiB Ha OAHIN BUCOTI, 3aBXAN 3 pUT-
MOM «BOCbMa 3 Kparkow + LWiCTHaAusATa», CTBOPIO-
UM BigYYTTS MNOCTIAHOrO, HAaMpPYXXeHOro nysbCy.
OpnHaguUsaTUiA NOBTOP NiAHIMAETLCA Ha TOH BULLE,
MOPYLUYHUN BCTAHOBMEHWI NOPSAAOK | AEMOHCTPYOUM
3[aTHICTb TeMM A0 TpaHcdopmaLjii Ta POo3LUNPEHHS.
Taka MOBTOPIOBaHICTb HE € AeKopaTMBHUM Mpuiio-
MOM BapiaLiii, a pagLie, MOAENE CTaH NCUXOAOrYHOT
dpikcauii: My3ryHa oyMKa 3aMUKaETbCA B LUKNIYHOMY
pPUTMIYHOMY MaTepHi, SKUA HEMOX/IMBO 3aBEpLUNTM
CBigOMO. TICMXONOrYHO LEe MOXHa OCMUCIUTKU SK
NposiB «TifIeCHOT Nam’siTi» — PiBHA 4OCBiAyY, Wo nepe-
nye Bepb6anizauii. My3nka «nam’siTa€ TifIoM», BiATBO-
ploloUN CTaH, a He mpuragyroun 1oro ycBiZOMIEHO.
Taka NoBTOPIOBAHICTb Bignosigae onncaHomy M'epom
>KaHe dheHOMeHy TpaBMaTU4HOI nam’sTi, KoNu nogis
He MPOCTO 3raflyeTbCs, a BiATBOPHOETLCH B XecTax,
pyxax i puTMax, 3akapbOoByHUMCb Y MOBTOPHOBAHUX
natepHax (MaHe, 2023). CyyacHa TpaBmaTosiOris
onucye noaibHe siBMLWLE SIK «3aCTUIIUI Yac», Konu
NnepexunTuii 4OCBIg 3acTpsrae B KOPOTKOMY YaCOBOMY
hparMeHTi, WO BiATBOPHOETLCA 6e3 po3BuTKY (BaH
aep Konk, 2014). Y 6i6niiHOMy KOHTEKCTI NOBTOpLOBa-
HICTb pPe30HYy€e 3 06pa3oM Nam’siTi Ta CTpaxXLaHHAMM,
SIKi HEMOX/IMBO 3aBepLUMTL. Hanpuknag: «YB'a3HuAm
Hac npu piykax BaBWAOHCBHKMX; TamM MW CUAIN

Puc. 10. dopmyna 3acTurioro yacy

MounHatoun 3 TakTy 35, hyra BXxoauTb Yy ¢hasy
ctpetn (puc. 11), 9ka mMa€e NPUHUUNOBO HETUMOBWIA
Xapaktep. YCi BCTynu TeMu B LbOMY PO34i/i noyu-
HatoTbCSA 3 OAHOr0  TOr0 caMoro 3ByKy — Ci-6eMofb,
i 3OINCHIOITBCA Ha KOXHY [JOJTH0, WO CTBOPHE edekT
MakcMMasibHOT 4YacoBoi komnpecii. Lle He npocTto
YWiSIbHEHHA NOMIPOHIYHOT TKaHWHW, a pajukasibHa
TpaHcopMaLisa NpuHLMNY po3BuTKy. ToHika, 3a3Bu-
yaii opieHTMp CcTabiNbHOCTI 1 igeHTUddiKauil, TyT
NepeTBOPIETLCA Ha MacTKy: MOCTiliHE MOBEPHEHHS
00 ci-6eMonb oikcye pyx Yy 3aMKHEHOMY KOni, He
[03BOIAUN My3ULL BUATK 3a MEXi OOHOro i TOro X
4ocCBify. 3 NCMX0NOriYHOT TOYKM 30pYy Taka CTPyKTypa
MOZEJTHE KOMMY/IbCUBHE MOBTOPEHHS, KON NCUXika
MOCTIiHO BIATBOPKE OAWH | TOM camMUiAi MOMEHT, He
34aTHa nepeBecTu oro B MuHyne. Hikons Abpaxam
i Mapis Topok onucyBa/n MOAIGHWUIA MexaHi3M SK
«iHKOpPNopoBaHy nam’saTb» — A0CBiA, SKU He acu-
MISTIOETLCSA, a 3acTpsarae y Touui Bxogy (Abpaxam &
Topok, 1994). BCTynn Ha KOXHY [0/10 pagukasibHO
3MiHIOIOTb BIgUyTTS yacy. HAKWo B nonepeaHix posai-
nax yry icHyBana pisHULA MK CUNbHUMK 1i cnab-
KAMW ONSIMU, MK OUiKyBaHHAM i peanizauieto, TyT Us
iepapxia 3HMKae. KoxHa [ons ctae MOMEHTOM BTOp-
FHEHHS, aKTyasi3youn TenepiwHe, Ae MUHY/e He Bid-
cTynae, a MainbyTHE He DOPMYETLCS.
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BibniliHa anto3is Aogae UbOMy CEHCY: «nam’sitain
i He 3abyBait yce, Wo 6a4nB oumma cBoimu» (bibnis,
2011, Bropo3akoHHA 4:9). TyT noBTOpU He [03BONSA-
I0Tb MUHYNOMY OyTW 3aBepLUEeHMM, BigoGpaxaruun
CTaH, Y SIKoMy [0CBIf, X1UBEe B TenepiluHbOMY, He Mid-
[aluncb 0CTaTOMHOMY HapaTuBy.
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Puc. 11. Ctpeta

Enizog y Taktax 41-43 (puc. 12) 3ac/yroBye Ha
OKpeMy aHaniTuyHy yBsary. ®akTypHa mMogenb Lboro
oparmeHTa € CTabiNibHOK N MOBTOPKETLCA HOTUPU
pasn: Ha nepwy 4YBepTb TakTy Mpunagae akopp
y cepeaHbOMy PericTpi, gani — Ha Apyry n TpeTio
00N — pPO3ropTaeTbCsa CNagHUA pyx LWICTHAAUATAMM,
nobyaoBaHWin Ha MOCAIAOBHOCTI Tepuiid, Wo cnps-
MOBYETBCA 3 BEPXHbOIO PEricTpy 40 CepenHbOoro;
yeTBepTa [0/18 odhopmieHa ABOMa BOCbMUMU akop-
Aamun, sIKi BUKOHYHOTb nepexigHy yHKUi0 A0 HaCTyn-
HOro TakTy. MpUHLMNOBO BaX/MBO, LIO Lei cnag He
Ma€ xapakTepy KafeHUINHOro 3aBepLUEHHS | He npu-
BOAWTb A0 rapMOHIYHOI cTabinizauji.

BorocnoBcbknini  pakypc noOrAvbe Le npoun-
TaHHA. Y XPUCTUSIHCbKI aHTPOMONOrii iCHyeE uiTke
PO3PI3HEHHSA MK CMUPEHHSIM $SIK BifIbHUM AYXOBHUM
aKTOM | MPUHMKEHHAM $IK 30BHILIHIM MPUMYCOM.
Y ubomMy oparmeHTi doyrm naeTbcs came npo Apyrui
TUN: cnaf € He A06POBINIbHUM «CXOMKEHHAM Y [/1-
OUHY», @ HaB'si3aHUM 3HWKEHHSAM. Y LbOMY CEHCI
[opeyHoto € 6ibniHa napasnens: «F0Noc Mt 3aHenas
y MeHi» (bi6nis, 2011, Mc. 141:4) — He K MO/NTBA,
a fK KoHcTaraujis cTaHy BHYTPILHbOrO BUCHAXEHHS.
Lleli TeKCT Bax/IMBUI TUM, WO BIH (DIKCYE He Tpix
UM KasaATTHA, a CTaH BTpaTy MOX/IMBOCTI ronocy, Lo,
[0 pedi, i nokasye BiACYTHICTb AMHAaMIKM MPOTArOM
BCbOTO AUMNTUXY.

Yncno votupm, yepes ke opraHizoBaHo NoBTop el
doopMynun, MiACUIKE CTPYKTYPHUIA XapakTep enisony.
Y 6i6niliHiA Ta KyNbTYpHIl CUMBONILI «4MCNo 4 HOCUTL
BIOVTOK 3EMHOr0: BOHO BKa3ye Ha CTOPOHW CBITY, Ha
YOTMPU NOPU POKY, LLIO € BiAOBPaKEHHSIM 3EMHOI YHi-
BEPCa/IbHOCTi, Ha 4OTMPWU BITPWU, WO CUMMBONI3YHOTb
NEPEMIHHICTb Ta MIHAMBICTb JIOACHKOrO XWUTTS MOpIB-
HSIHO 3 TapPMOHIVHICTIO Ta cTanicTio HebecHoro. Lle
4MCNO rOBOPUTL NPO XUTTA BIPYHOUMX: Lie YOTMPU PikK
B cagax Egemy, SkMM KOMMChb CTaHe 3eM/1s; Le HYoTUpK
€BaHresis Npo XuTTd lcyca XpucTa, sikuii 6yB HOANHOL0.
Lle uicno cnabkocTi noanHu nepep, TpUEAMHCTBOM
Boxum» (KOpueHko, 2016, c. 34). OgHak cnif 3a3Ha-
YMTK, LLO TYT BOHO HabyBa€ MPOTUIEXHOMO CEHCY: He
MOBHOTW, @ 3aMKHEHOCTI NMPOCTOPY, Y MeXax SIKoro pyx
MOX/IMBWIA IILLIE BHK3 | /TLLE 3a 3a[1aHO TPAEKTOPIEHD,
e nig, NPUMYCOM 30BHILLHLOIO TOTa/TiTApHOro 3/1a.
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Puc. 12. CnagHwii pyx

®iHan dyrm mMae NpyvHUMNOBO GaratocTyniHva-
TWA xapakTep. lNMouyaTkoBMM eTanom diiHany cTae
OKTaBHO-aKoOpAOBE MNPOBEAEHHS TEMMW, NpPUYHOMY
B 060X pyKax ogHo4acHo. [prHLMNOBO BaXK/IMBO, LLO
TYT BUKOPUCTOBYETLCA NMLLIE NEPLUNIA TakT TEMU, a He
T NOBHa CTPyKTypa. 3 TOUKM 30py DOPMU Lie € aKTOM
TEMATUYHOTO «YCiKaHHS», SKUA MOXHa TpakTyBaTu
AK BiZIMOBY Bif, PO3BUTKY B K/TaCU4YHOMY CEHCI. Takum
YMHOM, Mepes Hamu NoCTae He PEKOHCTPYKLS Lis1oro,
a aKkTuBauis hparmMeHTa — 3HaKy, KWl penpe3eHTye
TeMmy 6e3 noTpedu i po3ropTaHHs Ta NepeTBoproE 1T
Ha Mapkep nam'aTi. Y TakTtax 46—47 BigbyBaeTbCs
HaCTYMHWA BaxX/MBWIA 3CyB: TOIW caMuii Temaruu-
HWIA hparMeHT 3BYYMTbL CrepLly B Apyri Ta nepLuii
oKTaBax, a 3rofloM NepeHoCMTbCA B MepLuy Ta Masty
okTaBy. Lle He npocTo pericTposa Bapiauis, a BepTu-
KanibHa Apamartyprisi, WO 3amiHE FOPU30HTasIbHWIA
po3BUTOK. Takuii TWM PEriCTPOBOrO Pyxy KOPEstoe
3 TUM, WO Yy heHoMEeHOoNOorii NaM’aTi ONUCYETbCA K
3arMbneHHs B Wap A0CBiAy, a He 1I0ro NporpaBaHHs
y yaci. ¥ dpeHomeHoorivHiin Tpaguuii (Mepno-roxTi,
2012) nam’siTb He 3BOAMTbLCS A0 HAapaTUBHOIO BiATBO-
peHHA — BOHa MOXe (PyHKLioOHyBaTW SK TinecHe abo
NPOCTOPOBE NoBepHeHHsA. Oco6MBOI yBarn 3acnyro-
BY€E eni3of y Taktax 48—49, fe neplua pensiika Temu
MOBTOPHETHLCA HOTUPKW pas3un y BUIASALAI BUCXIAHOT Cek-
BeHLiT 3 KpoKOM Mas1oi Tepujii. CekBeHUIs K NpUinom
TpaguuiiiHO noB’si3aHa 3 i4eEl HapollyBaHHA abo
NigTBEPAXEHHS, OHaK y LibOMYy pasi BOHa He Befe
00 KynbMmiHaLii. MOBTOPEHHA He PO3LUIMPKE CMUCH,
a HaB'A3/MBO #oro cpikcye. YoTupupasose npose-
[OEHHS 3HOBY akTyasizye MOTUB 3aMKHEHOCTI, BXe
3HaioMuii 3 monepepHix enizofis gyrn. 3 MCUxoso-
riYHOI NEepCneKkTMBN Take MOBTOPEHHSA MOXHa iHTep-
npeTyBaTy Yepe3 NOHATTA nepcesepavii — NOBTOPO-
BaHOI Aii abo Aymku, WO He NpuMBOAUTL [0 HOBOIO
pesynetaTy. Y npausx Kypra JlesiHa (JlesiH, 2013)
Ta NoJasiblUMX AOCNIIKEHHSAX TPaBMaTUYHOI nam’aTi
HarosIoLyeTbLCA Ha TOMY, L0 NepceBepaTuBHi CTPYK-
TYpU BUMHUKAIOTb Yy cuTyauisx, e gisa 3abnokoBaHa,
a BUXif BIACYTHIN. Y My3MYHOMY TEKCTI Le MNposiB-
NSIETLCA 5K PyX Yropy, sKWii He BigKpyvBa€e NpoOCTOpY,
a /e BiATBOPHOE i/1H03ik0 NOCTyny.

[3BoHoBuUin enizog (puc. 13) 3 NCKMXOMOTIYHOT
TOUKM 30pY KOPESIHOE 3 ONUCAHUM Y CyYacHIili MCMXoso-
rii TpaBMM (heHOMEHOM HeAOoCTYMHOCTI Bepbanisalulii.
[ocnigHukn (3okpema, BaH aep Konk, 2004) nigkpec-
NIOK0Th, L0 TpaBMaTtuuHuiA AOcBig 4Yacto 36epira-
€TbCA He y (hopMmi OMoBigj, @y BUINISAI CEHCOPHUX abo
pUTMiYHMX cNigiB. [13BiH SiK NOBTOPIOBaHWI | N03aMOB-
HWIA 3BYKOBUI CUTHA1 MOXE BYTW iIHTepnNpeToBaHWii sk



®m MOJEPHI MOWYKWN 'Y MPOCTOPI MUCTELTBA

came Takuii cnig, — dpopma nam’sTi, Wo He noTpedye
CniB i He nignarae ifeonoriyHOMy nepekosyBaHHIO.
Lle 0co6mMBO BaXX/IMBO B KOHTEKCTI paastHCbKOT Ky/b-
Typu, ae OyAb-AKMiA HapaTuB OyB MOTEHUIAHO KOHT-
PONbOBaHMM.

BibniiHnii BUMIp UbOro chiHasly normMbne noro
cMmucnoBy Hanpyry. Y KHusi Ekknesiacta 3By4MTb
dhopmyria; «YCbOMy CBili Yac <...> 4yac MOBYaTu i Yac
rosoputin» (bibnis, 2011, Ekn. 3:7). [3BiH MOXHa npo-
ynTatn K YOpPMy «MOBJIEHHS Y YaC MOBYAHHS» — HE
AIK NOPYLUEHHS 3a60POHW, a AK iHLIXIA TMN NPUCYTHOCTI
rosiocy. [13BiH He apTUKY/E 3MICTy, asie nosHa4vae
6yTTS TOro, XTO LLie 34aTeH 3By4YaTu, HaBiTb KO KOMY
3a60pOHEHO MPOMOB/IATM TFO/IOCOM  My3uKK. [floaar-
KOBO [0peyHolo € atosia o MNcanwis, Ae HeogHopa-
30B0 (PIrypye MOTUB «MPUT/YLLEHOTO ro/1I0CY» Ta KPUKY,
Lo He Mae agpecarta: «locnoawn, knuyy ao Tebe — He
MoBuYM A0 MeHe» (Bibnis, 2011, MNc. 28:1). 3agepaub-
Knii He othopmMIIoe (hiHANBHNUIA KPUK SIK EKCMPECUBHY
Ky/bMiHaLilo, a TpaHchopMye Y A3BIH — 3BYK, SKWiA
He BUMarae Bi4NOBiAi, ane yTpumye BepTuUKasb 3Bep-
HeHHs. Came LS BEePTMKa/IbHICTb MPUHLUMNOBO BiA-
Pi3HSIE A3BIH Big TEMaTUYHUX MPOBEAEHb: KO Tema
Hau1eXWTb iCTOPIl, TO A3BiH BUXOAUTH 3a 1i MeXi.
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Puc. 13. ®iHanbHWiA A3BIH

BMUCHOBKM Ta NepCcneKTUBM NOAASbLINX HayKO-
BUX PO3BiIAOK. [poBeaeHe AOCNiMKEeHHA npentoqji
Ta doyrn Ne 21 ci-6eMosib Maxop 3 UuKy «24 npesto-
aii Ta doyru» Bceonoga lMeTpoBrya 3agepalbkoro
[ae 3MOory iHTeprnpeTyBaTh Leil AUnNTux K 0cobmBy
MoZe/b CBATa, MO36aBMEHOro 30BHILLIHLOI ypouunc-
TOCTI Ta TpiympanbHOI puTopukn. CBATKOBE Havaslo
TYT He penpe3eHTYeTbCA uYepe3 MigHECeHHA 4n
adhekT, a NocTae sK BHYTPILLHI/, CTPUMAHWIA CTaH, Lo
YTPUMYETHCSA B MeXax 0OMEeXeHOro 3By4vaHHs. Taka
TpaHcdopMalisi Kateropii cBiTa € MNPUHLMMOBOO
i CBIAUMTb NPO NEPeOCMUCIEHHS TPAAMULIAHOT CeEMaH-
TUK/ MaXOpy B yMOBax ICTOPUYHOIO Hacu/bCTBa Ta
Ky/bTYpHOro TpaBmaTtuyHoro pocsigy. Ci-6emonb
MaXxop, TpagMmuiiHO MOB’SI3aHUI 3 BENYYl0, CBIT-
NIOM i NiAHECEHHAM, Y LUbOMY ANMNTUXY (DYHKLIIOHYE SAK
NPOCTip MNpUrAyLWweHoi rigHocTi. CBATKOBICTb TYT He
[EMOHCTPYETBLCS 30BHILIHLO, a 36epiraeTbes y hopmi
BHYTPILHBLOrO MNOPSAAKY, WO He [Oonyckae eMoLin-
HOT eKcnaHcii. Y UbOMYy KOHTEKCTi AUNTUX MNOCTae
AK My3UYHWIA 06pa3 cBATa, sike He Moxe ByTu npo-
ro/I0WeHo, asne icHye y hopmi CTpUMaHoi npucyT-
HOCTI — MaiXke cakpasibHOI, NOAi6HOT A0 6oroc/yX60-
BOrO CMOrNsiAaHHs.

CniBBigHoweHHA npentogii Ta dyrn Ne 21 6a3y-
€TbCS1 Ha €AMHIA CMUCAOBI YCTaHOBL: npentoais
dhopMye NPOCTip 30CepPemMKEHOro BHYTPILLIHLOIO Cro-
rnsgaHHs, Todi sk doyra yTpUMye Lel cTaH y vaco-
BOMY pO3rOpTaHHi, He MepeBoAAYN 1oro y MAoWmHY
ApamaTuyHOro po3BuTKy abo NI0riYHOro PO3B’A3aHHS.
MoBTOp, CTPMMAaHICTb Ta BigMOBa Bif KynbMiHaL,i cTa-
I0Tb OCHOBHMMU 3ac06amMu CMUC/IOTBOPEHHS, peasti-
3yH0UM MOAEeNb aHTUTPIYyMDasIbHOro CBATA.

3BEPHEHHS [0 MDKAMCLUNIIHAPHOTO KOHTEKCTY
hae 3Mmory posrnagartu npentogio 1a dyry Ne 21 gk
dhopMy Ky/IbTYPHOT Nam’aTi, Aka He apTUKY/IOE MO0,
a (pikcye ctaH. CBATKOBE Hayaslo B LbOMY TBOpI
MOB’A3aHO He 3 KOJIEKTUBHUM NEePEXMBAHHAM, & 3 BHY-
TPILWHIM €TUYHUM XXECTOM 30EpPeXeHHs — XXECTOM,
SAKUA He NOTPebye 30BHILLIHLOMO NiATBEPOXKEHHS | HE
nignarae puTopMyHOMY NiACUNEHHIO. Taka My3unyHa
¢hopma CniBBiAHOCUTLCA 3 NCUXOMOTIYHUMUN KOHLEnN-
Tamun tOHra Woao BHYTPILWHBLOI iHTerpawii Ta cMMBO-
NiYHOro 36epexeHHs LiHHOCTEeW y KpU30Bi nepiogu,
a TakoX i3 GOroC/IOBCLKUMU YAB/IEHHAMMW NPO «TUXY
CBATICTb» Ta BHYTPILLHE 6/1aroroBiHHSA.

MepcnekTuBM NOAATbLUNX AOC/ILKEHb MOB'A3aHi
3 aHani3om TOro, siKk CTPYKTypa i 3acobu My3u4HOI
opraHiszauii AMnTuxy MOXyTb BNAMBATU Ha peLenLio
cnyxaya Ta dhopMyBaTW €TWUYHI i1 Ky/bTYpHI Mogeni
nepexvBaHHs cBaTa. LlikaBuM HanpsiMoM € nopis-
HSAHHS BMKOHABCbKUX CTpaTerii y pisHMX iHTepnpe-
Tauisx — Bif, aroriyHMX HAHCIB A0 TEMMOBUX KOHTp-
acTiB — 3 TOYKM 30pYy BIATBOPEHHS BHYTPILIHLOT
CBATKOBOCTI Ta Hanpyrm M MaopHuM nagom i Bif-
CYTHICTIO TpiyMdhasibHOI ekcnpecii. Joaarkose nosne
JocCnifpkeHHA BigkpvBae aHanis giniocodICbKol Ta
KY/I5TYPOJIOTiYHOT CEMAHTUKM MaXopy K 3acoby 36e-
pexeHHs nam’aTi i MopaslbHOro MopsgKy B yMOBax
iCTOPUYHOT TpaBmU.
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The article carries out a comprehensive analysis of “Preludes and Fugues in B-flat
major’Ne 21 from the cycle “24 preludes and fugues” by Vsevolod Petrovich Zaderatsky as
a polyphonic diptych that models an “anti-triumphal holiday”, combining an internal festive
principle with the absence of external solemnity, and reveals the mechanisms of musical
representation of psychological, cultural and spiritual experience in the extremely complex
existential-borderline conditions of imprisonment in the Kolyma concentration camp. The
study is relevant in the context of modern Ukraine, engulfed in a war of aggression, as it
shows how musical thought becomes a means of preserving national memory, spiritual
stability and inner freedom in extreme circumstances, when speaking in words is prohibited,
leaving musical codes as the only way to transmit national cultural memory. Methodologically,
the work combines structural-analytical and interpretative approaches, the phenomenology
of musical time, the psychology of trauma, cultural and theological analysis, which allows
us to reveal the semantic multifacetedness of the musical fabric. The scientific novelty lies
in the first proposed complex interdisciplinary interpretation of the diptych, which combines
musicological, psychological, cultural and theological aspects, as well as in the introduction
of the concept of an “anti-triumphal holiday”, which rethinks the semantics of the major in
conditions of violence and lack of freedom. The results of the study show that the musical
structure of the diptych captures a special form of emotional numbness, combines private
memory, cosmic distance and transcendent presence, demonstrating how a work of art in
extreme conditions of repression becomes a form of cultural memory, inner freedom and
spiritual integrity, while maintaining semantic depth and relevance for the modern cultural and
art historical context.

Keywords: Vsevolod Zaderatsky, diptych, prelude and fugue, B-flat major, holiday, musical
culture.
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Memoto cmammi € MopIiBHSIHHS akadeMiyHoI ma ecmpaodHOl BOKa/IbHUX MEXHIK Y KOHMekK-
cmi Cy4acHol My3u4HOI Ky/ibmypu 3a0/151 BUSIB/IEHHS 3aKOHOMIPHOCMel ¢hopMyBaHHs 38YKY
B KOXHIl 3 HUX. AKmyasibHicmb A0C/TiOXeHHSI 3yMOB/IeHa npoyecamu XaHpoBol KOHBepaeHUil,
3pocmaHHsaM BUMO2 00 yHiBepca/ibHOCMI BOKaslicma ma HeOBXIOHICMIO YimKOo20 pO3MeX-
YBaHHsI cmuslicmuYyHUX | ¢bi3io/1o2iyHUX MPUHYUIB Criy 3a0/151 36epexeHHs1 300p0o8’s 20/10-
coso20 anapamy. Bokan posanisidaembcsi K ckaadHuli ncuxoghisuyHuli npoyec, y sikomy
IHCMpyMeHmMoM € xuse /1odcbke mizno, wjo nocmiliHo peazye Ha (Pi3uyHi, McuxonoaiyHi ma
30BHIWHI YUHHUKU. Memodosiozisi d0C/IdKeHHST 6a3yembCsi Ha KOMIM/IEKCHOMY MioxX00i, Wo
MOeOHYe meopemuyHull aHasi3 OXepe/s, MOPIBHSIHHS aka0eMiYHOI ma ecmpaoHOl MexHiIk,
a makox cucmemamusayito xapakmepucmuk crigy. [poaHasiz08aHo (hisiono2iyHi 0CHOBU
BOKasTy 5K B3aEMOOiI0 OUXa/TbHO20, 2eHEPAMOPHO20 Ma PEe30HAMOPHO20 BY3/1iB, & MAKOX
06rpyHmMoBaHo MPOBIOHY PO/ib MCUX0EMOYIlIHO20 cmaHy ma BHYMPIWHLO20 C/yxXy y ¢hop-
MyBaHHI 5IKICHO20 BOKa/IbHO20 38YKYy. BU3Ha4YeHo, W0 BOKaslbHa MeXHiKa € yHiBepCasIbHOK
CUCMEMOH0 KepyBaHHS1 OUXaHHSIM, hoHayj€er0 ma pe30HaHCOM, 00HaK KOHKpemHa peasisayjisi
Yux es1leMeHmis cymmeso Pi3HUMbLCS 3a/1eXHO BI0 MaHepU crigy. AkadeMidHa BoKasibHa mex-
HiKa Xxapakmepu3yembCsi «Kyrno/IbHOK» apXimeKmypor BOKa/IbHO20 mpakmy, opieHmauieto
Ha aKkycmuy4He caMoriocusieHHs, pisHicmb peaicmpis, kKaHMu/eHy ma npupooHe 8ibpamo.
EcmpadHa mexHika, CBOEK 4Yepaoto, IPYHMYeMbCS Ha MOB/IEHHEBIU No3uyii, MIKpOGOOHHIU
ecmemuyj, 2Hy4KOMy peaicmposoMy basiaHci ma BUKOPUCMAHHI crieyuchiyHux membpasib-
Hux egbekmis. [JosedeHo, wjo akademidHuli ma ecmpadoHull crig pernpe3eHmyoms pi3Hi
Xy00XHi cmpameaii ma Modesli BOKa/IbHOI KOMyHikayii. 3pob/1eHO BUCHOBOK, WO Ui MaHepu
cnigy ¢nid po3asisoamu sik aBMOHOMHI ma PiBHOYIHHI cucmemu, YCBIOOM/IEHE PO3MEXXYBaHHSI
SIKUX € HEeOOXIOHOK yMOBOK MPOGheciliHOI Nid2omoBKU cyyacHo20 sokasicma. OmpumaHi
pesysibmamu MOXymb 6ymu BUKOPUCMaHI y BOKa/bHO-nedaz2oeiyHili npakmuyi, meopemuy-
HUX Kypcax 3 MemoouKu Criigy ma MiXOUCYUN/TIHapHUX OOC/IOKEHHSIX 20/10CY.

Knto4osi c/ioBa: sokasibHa mexHika, akademiyHul cnig, ecmpadHull crig, 20/10c0ymso-
PEeHHs1, BOKa/IbHa nedazoaika, rncuxogpisionoaisi 20/10cy.

MoctaHOoBKa npooGseMu. AKTyasbHICTb [OChi-
[PKEHHST CTUNICTUYHUX BIAMIHHOCTEN MiX akagemiy-
HVMM Ta ecTpagHyM CniBOM 3yMOB/IeHa CTPIMKOKO KOH-
BEPreHLie0 My3UYHUX XaHPIB Yy CyYacHin KynsTypi Ta
3pocTakyMM NonNUTOM Ha yHiBepcasizayito BOKasIbHOT
MaiCcTepHOCTI. Y KOHTeKCTi rnobanizauii MucTelb-
KOro MpoCTOpPYy MeXi MDK KMacMYHOK Tpaguuie Ta
Cy4aCHUMW MNONYNSAPHUMK TediaMu CcTaloTb Aefasi
NPO30PILLUMW, WO YacTo NMPU3BOAUTL A0 CTUNICTUY-
HOI MilL@HUHW Ta TEXHIYHUX MOMWUIOK Y BMKOHABCHKIi
npakTuui. Yitke po3yMiHHA (Di3ionoriyHmx Ta akycTuy-
HUX PO3BIKHOCTEN MiXK «KyMOMIbHOK» apXiTEKTYPOHD
aKaZeMmiyHoro 3ByKY Ta «MOBJ/IEHHEBOI» MPUPOAOH0
€CTpaZHOro BoKasly € He0OXiAHUM He nue a5 36e-
PEeXEHHS YNCTOTY XaHpy, asie il AN 3anobiraHHsA npo-
dheciiiHMm 3aXBOPIOBAHHAM r0/10COBOr0 anapary.

OKpiM CyTO TEXHIYHOIO acnekTy, us npobnemarumka
NiACUMIOETLCA HEOBXIAHICTIO PO3PO6MEHHSA HayKOBO
006I'pyHTOBAHOI METOAO0/OriT BUKIadaHHs, sika 6 Bif-
nosifasia 3anuTam cy4acHOl iHAycTpii. CbOorogHi
BOKaUTiCT 4acTO 3MYLLUEHWI npautoBaTy Ha NepeTuHi
CTWANIB: Big, MIO3MKJ/TY Ta KPOCOBEPY [0 4Ka3y Ta Heo-
Knacuku. BigcyTHICTb I'pyHTOBHOrO aHaslisy BiAMiH-
HOCTei y pob0Ti pe30oHaTopIB, AVNXaHHS Ta apTUKyIaLi

B 000X cucTemMax CTBOPIE AediunT dhaxoBUX pPeko-
MeHAauii Ans MosoAMX BUKOHaBLB. TakMM YMHOM,
NOpPIBHANIbHE AOCMIMKEHHS akafeMidyHOl Ta ecTpaj-
HOI TEXHIK cTae oyHAaMeHToOM ANns hopmMyBaHHs CBI-
AOMOro nigxony A0 3ByKOBUA0OYyBaHHS, LLIO Aa€ 3Mory
apTUCTy 6YTW KOHKYPEHTOCMPOMOXHUM, 36epiraioun
npv LUbOMY YHIKa/lbHy TeMOpasibHy CaMOOYTHICTb Ta
3[,0pOB’A rON10CY.

AHani3 akTyasibHUX gocnimkeHb. MNMUTaHHA Tex-
HOMOTYHMX Ta CTUAICTUYHMX OCOGMMBOCTEN BOKaUIb-
HOro BMKOHaBCTBA NepebyBatoTb y LEHTpi yBaru bara-
TbOX MPOBIAHNX 3aXiAHWX Ta BITYN3HAHUX LOCNILHNKIB.
dyHaamMeHTasIbHI aCNeKT! MexaHiku 3BYKOYTBOPEHHS
Ta BIAMIHHOCTI B pOO6OTI ropTaHi Mg Yac Kiacu4Horo
i cyyacHOro cnisy [JeTaslbHO BUCBIT/IEHI Yy mnpausx
Vioxana CyHabepra, sikuii y CBOIX aKyCTUYHUX [OCHI-
[DKEHHSIX 0Or'pyHTYBaB npupogdy «cnisovoi chop-
MaHTU». TeopeTnyHe NigrpyHTS ecTpagHoro Bokasty Ta
crneyundiky 1oro MOB/IEHHEBOI NppPOAN A0CAiMKyBana
ko EcTinn, a Takox Cet Pirr3, uns KOHUEnLis criBy Ha
PiBHI MOB/IEHHS CTas1ia 6a31coM A1 PO3YMIHHS cyyac-
HOTO MIKCTY. IXHi HayKOBi JOPO6KM Aal0Th 3MOrY YiTKO
po3mexyBaTti i3ioNoriyHi pexummn poboTn B akaje-
MiYHIli Ta NONyNApPHI MaHepax.

AHani3 cTMNiCTMYHUX BiAMIHHOCTeli BOKa/IbHOI TeXHiKM B aKageMiYHOMY Ta ecTpagHoOMYy cniBi || 97-101 97
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B ykpaiHCbKOMY HayKOBOMY MpOCTOpi us npobne-
MaTVKa aKkTMBHO PO3pooNsAeThbes y npausx Onenn Mpe-
GEHIOK, sika aHanidye NcuxoisnyHi acnektn dpopmy-
BaHHA rosiocy, 1a TetaHn Cawmas, WO MNpuUcBAYYye CBOI
po60oTK cneumqili ecTpaaHoro cniey. TakoX BaXK/IMBUiA
BHECOK Y MOPIBHAbHY BOKa/IbHY NeJaroriky 34iicHWm
IpvHa Konoay6 Ta Banepiii [pomueB, po3risgaryn
TpaHcopMaLlito BOKasIbHOI TEXHIKW Mg, BNAIMBOM CTU-
NicTMYHMX 3anuTiB Yacy. MNy6nikauii LumMx aBTopis nia-
TBEPAKYOTb HEOOXIAHICTb [NIMOOKOr0 PO3MEXYBaHHS
TEXHIYHMX 3acC06iB akagemiyHO! Ta ecTpagHOi LUKif,
aKLEHTYHOUM yBary Ha BaXX/IMBOCTI 30epeXeHHS iHAMBI-
[yasibHOro Tembpy apTucTa Ta moro 340poB's.

MeTa crtatTi nonarae y npoBefeHHi MOPIBHASb-
HOro aHanisy akagemiyHol Ta eCcTpagHOi BOKasIbHUX
LUKIN 4N BUSB/IEHHS 3aKOHOMIPHOCTEl (hOpMyBaHHS
3BYKY B KOXHIll 3 HUX.

MeTtoponoria gocnipkeHHA. Joc/imkeHHs 6a3y-
€TbCS Ha KOMMIEKCHOMY Niaxofi, WO NoeaHye Teope-
TUYHWUIA aHani3 mXepesn, NOPIiBHAHHA akageMivyHol Ta
ecTpafHOoi TEXHIK, a TaKoX cucTteMaTmnsaL,iio xapakre-
PUCTUK CniBY.

Pe3ynbTaTy Ta ix 06roBopeHHs. Bokan € cknag-
HUM MNCUXOMI3UYHMM NPOLECOM, A€ IHCTPYMEHTOM
BUCTYNae XvBe /oAckbKke Tino. Ha BigMiHy Bif, ckpu-
nansa Y niadHicta, BOKaiCT He MOXe BigainntTn cebe
Bif] IHCTPYMeEHTa.

®dizionoriyHa cknazoBa YacTUHa BOKasly Mnossrae
y TOMY, L0 rO/IOCOBMWIA anapar cniBaka € CUCTEMOIO,
sKa CK1afaeTbCs 3 TPbOX OCHOBHUX BY3/iB, L0 NOBU-
HHi NpaLoBaT B aBCOMKOTHIN CUHXPOHHOCTI, SK-OT:

— EeHepreTuyHuiAi By30/ (AMXaHHs) — fiereHi, gia-
hparma Ta M'A31M YepeBHOrO Npeca; Le «Mix», SKuii
nogae nasibHe (MoBiTPSA) AN 3BYKY, B akagemiu-
HOMY BOKaJ/li Lie 3a3Buyail rmboke pgiadparmasibHe
[AVXaHHS, L0 CTBOPHOE MOTYXXHUIA TUCK;

— reHeparopHuii By30/s (ropTaHb) — TyT po3Ta-
LLIOBaHi rof10coBi ckNagku; nig, TMCKOM MOBITPS BOHU
BIOPYHOTb, MEPETBOPIOOYM KIHETUYHY EHEPTi0 BUANXY
Ha 3BYKOBi XBW/i;

— pe3oHaTopHWiA B30/ (MOPOXHMHW) — Lie T10TKa,
poTOBa MOPOXHMHA, HiCc, Malyxu yepena Ta rpygHa
KNiTKka; TiNO BOKaslicTa npautoe K Kopryc ritapu:
BOHO MiACWAOE 3BYK | HAaAae oMy iHOUBIAYa/TbHOTO
3abapeneHHs (Camas, 2019).

BogHouac ncuxonoriyHa — cknagoBa  YacTuHa
Yy BOKasi € NEePBUHHO, OCKI/IbKN M’AA3U TOpTaHi Kepy-
HOTbCSA MiACBIAOMICTIO Ta eMOLiiHuM cTaHoM. Tak,
6yab-sKniA cTpec abo cTpax BUKIMKAE 3aTUCK M'A3iB
wui Ta wenenn. OCKISIbKN IHCTPYMEHT <«OKMBUIA», BIH
MUTTEBO pearye Ha emouji. Came TOMy BOKanicT Mae
6yTV He Nve TEXHIYHO NiAroTOB/IEHUM, ane i ncu-
XOMOrYHO pPO3KyTUM. Baromy ponb Bigirpae i BHy-
TPIWHIA cnyx (ysiBa), afke cnoyartky cnisak chopmye
3BYK Y CBOIli yaBi (NepefyyTTsa 3BYKY), i nvwe noTiM
MO30K Hafacuiae iMnysnbC Ao M's3iB. AKWO BOKasicT
«He 4Yye» HOTY B r0/10Bi, BiH HEe 3MOXe BiATBOPUTK Ti
¢iznuHo (Fantini, 2016).
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Ha BigMiHY Bif AepeBa uv MeTany, /oAckbKe Tino
3MIHIOETLCA LLOXBUAMHW. Ha CcTaH «iHCTpyMeHTa»
BM/MBalOTb 3arasibHuii TOHYC M'13iB Ta NocTaBa, rop-
MOHa/TbHWIA (DOH Ta CTaH CNN30BOi 0O0MOHKM, HaBITb
piBEHb BOJIOroCTi NOBITPS1 B 3as1i. OTXe, BOKaslbHa
TexHika — ue Hacamnepeg BMiHHA KepyBaTu CBOIM
Pi3VYHMM Ta eMOLiiHUM CTaHoM, LWo6 3a Byab-AKMX
YMOB «iHCTPYMEHT» 3By4aB sIKiCHO.

BokasnbHa TexHika fK cucTemMa MnpuinoMmiB Kepy-
BaHHA [AMXaHHSAM, (POoHaUie Ta pe3oHaHCOM CTBO-
PIOE OCHOBY A1 ByAb-AKOro CriBy, MPOTE KOHKPETHA
peanizauis UMX eNnemMeHTiB 3MIHIETbLCA 3a/1eXHO Bif,
MaHepu cniBy.

Tak, akagemMiyHa BOKaslbHa TeXHIKa € CYKYMHICTHO
npuiiomie, WO ¢oOpMyBa/IMCA MPOTArOM CTOMITh
(enoxa Bel Canto) 3a4/19 CTBOPEHHSA MOTYXHOrO,
06'€MHOro Ta 3BY4YHOTO ro0s10Cy, 34aTHOro 3arnoBHIO-
BaTV BeJIMKI ONepHi 3a/im 6e3 BMKOPUCTaHHSA MiKpO-
(hoHIB. K/1lo40BMMY enemMeHTamu LEl TEXHIKN € Taki.

1. CniBoya onopa (anxaHHs). PyHAaMEHTOM aka-
OEeMIYHOro CcrniBy € HWKHbOpebepHe-AiachparmMasibHe
OVXaHHA (Tak 3BaHe [MXaHHA XMBOTOM), fke [ae
3MOry CTBOpPUTW CTabiflbHWUIA MOBITPAHWUI TUCK Mig
3B’A3KaMu.

2. ®opMyBaHHA BOKa/IbHOrO TPAKTy («Kynos»).
B akagemiyHoMy BOKasli rosioc CTBOPHOETLCA BCepe-
ONHI cneyndiyHoi akyCTUUHOT hopMu:

— M’Ke nigHeb6iHHA Mae ByTu MakCUMasibHO nif-
HATUM (CTaH «MO3iXaHHsS»), WO BigKPMBAE BXiA A0
HOCOI/IOTKM, CTBOPOKOYM NPOCTIP A/151 PE30HAHCY;

— ropTaHb 3Haxo4uTbCA Y CTabifIbHO HU3bKOMY
MOMOXEHHI, | Ue MOAOBXYE BOKa/IbHY «Tpyoy»,
po6nAYM TEMOP TEMHILLMM, BaraTLLMM Ta 00’ EMHILLNM;

— [10TKa MakCMMaJsibHO po3LUMPEHa, LLO Aae 3MOory
3BYKY BiJIbHO pE30HYBaTU, HE 3yCTpivarym NepeLuKos
y BUrNa4i 3aTmcHyTux m'asis (BuHorpagua, 2019).

3. Pe3oHaHC Ta «BUCOKa (hopmaHTa». Akane-
MiYHUIA CniBak He «LUTOBXa€» 3BYK CWUIOK M'A3IB
ropna, a cnpsAMoBYe A0ro B pe3oHatopu (MOPOXHMHM
yepena Ta rpygHoi Knitkun). FONOBHMI pe3oHaHC — Le
CrpsIMyBaHHSI 3BYKY B «MacKy» (MepefHt 4acTuHy
06114Ys), WO Hadae ronocy NosbOTHOCTI Ta G/NCKY.
LLogo cniBoyoi chopMaHTK, TO 3aBAAKN NPaBUIbHOMY
HaNalUTyBaHHIO ropTaHi Ta [/1I0TKM Y CMEKTPi rosocy
3'ABNAETLCA MOCWIEHHSA Ha 4acToTi Npubv3HO
2500-3000 i, i came Uss «BUcCOKa chopmaHTa» Aae
3MOry JIH0ACbKOMY T0/10Cy 6yTV NMOYYTUM Kpi3b FyyHe
3BYyYaHHA CUMOHIYHOTO opkecTpy (3akpacHsHa,
2020).

4. KaHTuneHa Ta piBHICTb pericTpiB. B akagemiuHili
LUKONI LiHYETLCA iAeanbHO piBHA fliHIA 3BYKY — KaH-
TuneHa. BokanicT TpeHyeTbCA Tak, Wo6 nepexis Big
HU3bKNX (TPYAHUX) HOT A0 BMCOKMX (rof1I0OBHMX) OyB
abCo/OTHO HEMOMITHMM NS criyxada.

5. BibpaTo. B akageMiuHiin TexHiui BibpaTo (nierke
nepiognyHe KONMBAaHHS BUCOTU 3BYKY) € O3HAKOH
3[0,0pOBOro Ta BINILHOTO rosiocy. BoHO BUHMKaE npu-
POAHMM YMHOM, KOJIM M'SI3U ropTaHi npauoTs 6e3
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3aiBOro HanpyeHHsi. Ha BigMiHy Big ecTpagn, ge
BOKaJIiCT MOXe CriBaTh «MpsAMUM>» 3BYKOM, B akaje-
MiYHOMY CniBi BibpaTo HasiBHE Maike 3aBXau, Hada-
KOUM TO/10CY XUTTEBOCTI Ta 06'eMy (AHTOHIOK, 2007).

OTxe, akafeMiyHa TexHika — Le MUCTELTBO nepe-
TBOPEHHS BIACHOTO TiNla Ha LOCKOHa/INIA aKyCTUYHWIA
npunag. BoHa BuMarae pokie TpeHyBaHb AN1S AOCAr-
HEHHS aBTOMAaTU3My, e KOXEH 3BYK € pe3ys/ibTaTtom
IOBENipHOro 6anaHcy AuxaHHs, No3uuil roptaHi Ta
po60TK pe3oHaTopiB.

EcTpagHa BOKaslbHa TexHika — Ue Haa3BuyaHO
rHy4Ka Ta pi3HOMaHiTHa cuctema, sika, Ha BigMiHY Bif,
aKafieMi4yHOT1, OPIEHTYETLCA HE HA KaHOHW NOTYXHOCTI,
a Ha iHAMBIAYyasTbHICTb, MIKPOJIOHHY eCTETHKY Ta MOB-
NleHHeBY npupoay. KnwvosnmMuy acnekramm ectpasHol
TEXHIKMN € Taki.

1. nxaHHA Ta MiKpodhoHHa cneuudpika. B ectpagi
OVXaHHS Takox 6asyeTbcs Ha Aiachparmi, anie BOHO
Mae cBOI 0co6/MBOCTi. ECTpagHuii cniBak He 3aBXau
TPpUMAE NOTYXXHWIA «CTOBM» MOBITPSi. BiH Moxe cni-
BaTV Ha M’AKOMY BUANXY (Cy6BTOH), CTBOPIOKOYM edpekT
IHTUMHOCTI Ta LenoTy, WO CTae MOX/IVBUM fuLie
3aBOAKM MIKPOOOHY. [lMxaHHA 4acTO BUKOPUCTOBY-
€TbCA 47151 CTBOPEHHS PUTMIYHMX aKLEHTIB, XapakTep-
HUX 018 opKasy, poky umn paHky (bapaHoscbka, 2021).

2. MoBneHHeBa No3uLia Ta ropTaHb. AKWo akaje-
MiCTW NparHyTb «OKPYr/IMTU» 3BYK, TO eCTpajiHi Boka-
nicT HabnwxatoTb oro 40 PO3MOBHOI MOBW. FOpTaHb
3a3BuyYali nepebyBae y HelTpaslbHOMY («MOB/IEHHE-
BOMY>») CTaHi abo MOXe migHiMaTucsa g/ oTpUMaHHs
6iNbLU ACKPABOro, «BY3bKOr0» 3BYYaHHS.

3. TexHika 3MillyBaHHSA pe3oHaTopiB. Lle «3os0-
TWA CTaHO4APT» Cy4yacHOro ectpagHoro Bokasny. Tak,
TexHika Mix [03BOMsiE€ NOeAHATU TPYAHUA (LLiNbHWIA)
Ta rofIOBHUIA (Nerkuid) perictpu. 3aBAsKu LibOMY BOKa-
NiCT MOXe cniBaTy BUCOKI HOTU 3 MOTYXHICTIO rpya-
HOro 3ByKy, asie 6e3 3aiiBoro HanpyxeHHs. CBOE
yeproto, npuiiom Belting fae 3mory BuHECTU 3BYK
Ha BMCOKY TecuTypy. Lle cTBOptoe edhekT ApaiiBy Ta
KPUKY, asie BUKOHYETbCHA 3a OCOO/IMBOIK TEXHIKOIO,
o6 He HawkoamTK 3B’A3kam (Fantini, 2016).

4. CneuundpiuHi edpektn. EcTpagHa TexHika pae
3MOry BMKOPUCTOBYBATWU 3BYKW, SKi B Kiaculi BBa-
XarTbCcs «bpakom». Lle cyGTOH — cniB 3 BEMKOH
[OMILLIKO NOBITPS; hpail — «LIKBapYaHHs» abo HU3b-
KMIA CKpUN Ha nodatky dopasu (4acTo 3ycTpivyaeTbest
B NMONMY3uL); ApaiiB, rpoys, CKPiM — MpUiiomMn po3Lle-
MAEHHA 3BYKY (4ofaBaHHA Xpuvny), SKi BUKOPUCTOBY-
IOTbCSA B POK-MY3WULLi; MeslisMmaTrka — rHyuyki Ta LWBUAKI
nepenveu rosiocy (BipTYyo3Hi nacaxi), xapakTepHi Ans
coyny ta R&B.

5. ApTuKynauia Ta vkuia. B ectpagi TEKCT € nep-
LLIOYEProBnM. APTUKYNALIA MakcMasibHO HabnmkeHa
[0 NOBCAKAEHHOro crinkysaHHsA. oo poHeTnyHoro
3a6apB/ieHHA, TO BOKaUliCT MOXe HaBMUCHO 3MiHt0-
BaTu BMMOBY C/liB (Hanpuknag, amepuKaHi3oBaHe
«R» abo cneumndiyHi ronocHi), Wob6 nigkpecanTu ctu-
nictuky xaHpy (Riggs, 2008).

TakvM 4YMHOM, ecTpagHa TexHika — ue MUCTeLTBO
MaKCUMasIbHOT THy4YKOCTi Ta BUPa3HOCTI, i€ T0/IOBHUM
IHCTPYMEHTOM € He NuLLe rofioc, ane i MiKpodhoHHa
TexHika Ta akTopcbka nogava.

AkajemMiyHa Ta ecTpajHa LKONW cniBy MakTb
pi3Hy Qoisiocoqito 3BYKY. FAKLLO akafeMiyHWin BOKal
nparHe A0 eTa/lOHHOro, «iHCTPYMEHTasIbHOrO» 3BY-
YyaHHs, TO ecTpagHuin — OO0 MakCMMaslbHOI nepco-
Hanizauii Ta emouiiiHoi BupasHocTi. [lpoBegemo
NOPIBHAMBbHUIA aHani3 CTUNICTUYHUX BigMIHHOCTEA
BOKaUTbHOI TEXHIKW Yy akafeMiyHOMYy Ta ecTpasHOMY
CniBi 3a K/II0YOBUMYM NapameTpamu.

KoHebieypauyisi BokasibHo20 mpakmy (rnozuyisi). Lle
ronosHa isnyHa BiAMIHHICTb, iKa BM3Ha4Yae TeMop.
AKageMiyHuii cniB — Ue «BepTuKab», TYT BMKOPUC-
TOBYHOTbCSl BUCOKE M’SiKe MigHEBIHHA Ta HU3bka rop-
TaHb; 3BYK (DOPMYETLCA 3a MNPUHLMINOM «Kymnosa»
abo «nosixaHHs», | Lle CTBOPHOE BENKNI 06’EM BHY-
TPILLHBLOrO pes3oHaropa, pobnsayun ronoc rUMboKnm
Ta okpyrimMm. EcTpagHuii cniB — ue «ropusoHTasb»,
i cnie 6a3yeTbCsA Ha NPUPOAHIi MOBMEHHEBIV NO3U-
uji. fopTaHb 3a3BuM4Yali nepebyBae y HenTpasibHOMY
abo fJewo nigHATOMY CTaHi, a 3BYyK CNpPsIMOBYETHCS
Bnepes («y 3ybu»), BiH GiNbll naackuii, sickpasBuii
i 6113bKMIA 4O PO3MOBHOI MOBK. Came Bif TOro, sKoi
dhopmy HabyBae MOPOXHWHA poTa Ta [M10TKKW, 3asie-
XWTb, NOYYEMO MU ONEPHOrO CniBaka Yn ecTpagHoro
BMKOHaBUs (Boituyk, 2022).

Mpn UbOMY CNif 3ayBaXuTu, L0 AKWO ecTpaj-
HWUIA cniBakK MOYHe cniBaTy B akaAeMidHiin nosuuii, To
BiH BTPaTWUTb AMKLi/iHY YiTKICTb i «Cy4acHICTb» 3BYy-
YyaHHs. | HaBMakn: SKLWO akagemicT cnpobye cnisatu
B ecTpafHiii «ropu3oHTasi», Moro rosoc 3Byvatvme
naacko, BiH HE 3MOXe NepeKkpUTU OPKeCTp | LWBUAKO
BTOMUTb 3B’SI3KM Yepes BifCyTHICTb 3BUYHOTO 06'EMYy.

Poboma 3 pe3oHamopamu ma hopMaHmamu.
3BYK Yy CniBi Ma€e OyTW 4yTHMM, asie OOCAraeTbCs Le
pisHUMU WwNAxamMu. Tak, akafemiyHa TexHika OpieH-
TOBaHa Ha camonigcuieHHs. 3aBAsky cneuudidHin
dhopMmi NOTKN CTBOPIOETLCA «BUCOKa criBoya op-
MaHTa», i e fAae 3Mory rosiocy AOMiHyBaTV Ha, opke-
cTpom 6e3 mikpochoHa. CBOe€l 4yeprow, ectpagHa
TexHika opieHToBaHa Ha MIKPO(OOH. BMKOHaBLIO He
NoTPiIGHO aKyCTMYHO «nNpobuBaTun» 3as. Lie aae amory
BMKOPWUCTOBYBATW HNU3bKOIHTEHCVBHI Npuiiomu (LLeniT,
npuamx), ki MikpotpoH poburTb 06'eMHUMU. OCHOBHMWIA
aKLUEHT 3MILLlYETbCSA Ha «TBEHI» (SICKpaBe HOCOr/0T-
KoBe 3abapB/eHHA) A1 HafdaHHA rofocy rocTpoTu
(AHTOHIOK, 2007).

OTxe, akafeMiyHa TexHika — Ue 6opoTbba 3a
aeunbenn 3a pgonomoro disukm Tina. EcTpagHa
TEXHiKa — Le poboTa 3 TembpasibHUMK GapBamu, ae
MIKPO(hOH [ae 3mory BMBOAMTW Ha NEPLUMin naaH
HaBIiTb HANTKMXILi 3BYKM, POBMSYM TX OCHOBOK CTUJIHO.

Pezicmposa 6ydosa ma nepexoou. Y KOXHOro
rosiocy € nepexigHi nopory (nacaxi), Ae MexaHi3m
po60TY 3B’A30K MaE 3MiHoBaTUCA. Te, AK Ui nepexoan
0OOPM/IOKOTLCH, | CTBOPHOE T[OOBHY CTUAICTUYHY
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npipBy MiX akafemiyHvMm CcniBoM Ta ecTpafHUM.
[0/10BHE 3aBAaHHA KNacu4yHoro cnisaka — 3pobutu
Tak, W06 rosioc 3By4YaB SiK O[VH igeasibHO Bigkaniopo-
BaHWI iIHCTPYMEHT Ha BCbOMY Aiana3oHi (Big HaHWK-
yoi o HalBMWOT HOTW). Byab-siKnA PI3KNA Nepexig,
(«KMKC» abo CTPUOOK Ha hasibLET) BBAXKAETLCHA TEX-
HiYHMM Gpakom. EcTpaaHuii Bokasl He 601TbCst AEMOH-
CTpyBaTu pi3Hi «NoBEPXM» rofiocy. HaBnaku, KOHTpPacT
MDX TPYAHVM | TONOBHVM 3BYKOM 4acTO BUKOPUCTOBY-
ETbCA AK XyAOXHIN 3aci6 (AHTOHIOK, 2007).

OTxe, akafeMiyHa TexHika 3axuliae rosoc Ans
TPYBaNIOrO CMiBy CKIaAHWX ONepHUX napTii, ae
notpibHa opgHopigHICTL Tembpy. EcTpagHa TexHika
[ae BOKaNICTy «nasliTpy» 3 Pi3HUX 3BYKIB: BiH MOXe
6YyTN HDKHUM | CYOTOHHMM BHM3Y, PO3MOBHUM Y cepef-
WHi Ta arpecrBHO-MOTYXHWM Haropi.

Biépamo ma 38yKkosedeHHs1 (kaHmusieHa). Y aka-
AeMiYHili MaHepi BIbpaTo € 060B’A3KOBUM i MOCTIAHNM.
Lle o3Haka BinbHOI roptaHi. BoHo mae 6yTun piBHOMIp-
HMM MO BCbOMY Aiana3oHy. OCHOBHMI npuiiom — legato
(nnaBHWn Nepexig Big, HOTWM A0 HOTM). Y ecTpagHiii
TEXHIUi BiGpato € CTUNICTUYHMM npuiiomoM. ChiBak
MOXe NnoyaTun HOTY Ha «npAMoMY>» 3BYLi (6e3 BibpaTo)
i gogatu Moro nuwie B KiHUi ¢hpasn. BrukopuctoBy-
€TbCA LUMPOKMIA CNEKTP LITPUXIB: staccato, Mmapkaro,
rniccanao («nig'izam» o Hot) (Pabyxa, 2017).

OTxe, akafeMiyHa KaHTuleHa — Le igeasbHo
piBHa LLOBKOBa CTpiyka. EcTpagHe 3BYKOBEAEHHS —
Le XuBa J1iHig rpadiTi, ska MoXe pi3Ko nepepusaTucs,
3MiHIOBaATW TOBLUWHY, BUTMHATUCSA ab0 3HMKATW.

EcmemuyHi ma cmusicmuy4Hi 3aBoaHHs. Tyt
[aeTbcA BIANOBIAb Ha 3annTaHHs «Hasiwo mu cnisa-
EMO came Tak?».

AkagemiyHuii cniB — ue KaHoH. CniBak € TpaH-
CNATOPOM BOJIi KOMMO3KTOPa. M0ro 3aBaaHHsa — Mak-
CMMasIbHO HabnM3nTUCA [0 i4easlbHOro TeXHIYHOro
cTaHAapTy. Fonoc — ue AOCKOHaNiA My3UYHWUIA IHCTPY-
MEHT, NOAIGHNIA [0 CKPUMKN YK chNenTu.

EcTpagHuii cniB — ue Xapuama. | ronoc € 3acobom
caMoBUpaxeHHs. [onyckalTbea «aedektn» (Xpu-
noTa, Cun, Po3LEneHHs), AKLLO BOHM gonomaratTb
nepegarn emouito. fonosHa mMeta — 6yTu Bni3HaBa-
HUM 3 MepLLOT CEKYHAMN, MATU CBIli YHIKaNIbHUA «TeMO-
pasibHUiA nignuc» (JlazaHoBcbkuiA, 2024).

TakuM UYMHOM, PISHMLUS MDK akafeMiyHow Ta
€CTPaJHOI BOKa/IbHOK TEXHIKOK — Lie He MnpocTo
MNTaHHSA «BUCOKOT» UM «HU3bKOI» ropTaHi. Lie Bu6ip
MiX ABOMa crnoco6amy KOMyHikauil 3i cBiTOM. Aka-
[EMI3M MPOMNOHYE CnyxadeBi MNiAHATUCSA A0 BMCOKOIO
ifleany Ta BifuyTW BiYHICTb Yepes AOCKOHasTy hopmy.
EcTpaga x crnyckaeTbcs [0 cnyxaya, po3MOB/ISE M0Oro
MOBOIO, MiAKPECIOUN, L0 Kpaca Moxe 6yTn Hepo-
CKOHaJ1010, a rosioc — Lie Hacamnepes, gyLua.

BUCHOBKM Ta nNepcnekTuBM noganblUnX
HAyKOBMX PO3BIifAOK. Y pesynsrari npoeeje-
HOr0 aHasisy BCTaHOB/MIEHO, LU0 BOKaslbHA TexHika
€ 6araToBMMIPHUM NCUXOI3UYHMM SIBULLIEM, Y SIKOMY
HEepPO3PMBHO MOEAHYIOTLCA (Di3I0/IOrIYHI  MexXaHi3Mu
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3BYKOYTBOPEHHS, MCUXONOrYHWI CTaH BUKOHaBLSA Ta
CTW/IbOBI BMMOM/ MY3MYHOT NPaKTUKK. AkajemidHa
N ecTpafHa mMaHepu cniBy 6a3yloTbCA Ha CiSIbHUX
aHaToMO-(i3I0N0rYHMX NpUHUMIAxX PoboTu ro0Cco-
BOrO anaparty, npoTe peani3ytoTb iX yepe3 MnpuHUu-
MOBO pPi3HI KOHirypawii BOKaJ/IbHOrO TpakTy, Cnoco6m
PE30HaHCHOIo MiACWAEHHS, PEFICTPOBY OpraHisauito
Ta 3BYKOBeLEHHS. AkafeMiyHa TexHika cnpsmMoBaHa
Ha hopmyBaHHS YHi(hiKOBaHOro, 06’€MHOro Ta akyc-
TUYHO CaMOAOCTaTHLOrO 3BYKY, LU0 BifnoBifae KaHo-
HaM OrnepHOro MMUCTELTBa, TOAi K ecTpagHa TexHika
BUPI3HSETLCS THYYKICTIO, MOB/IEHHEBO NPUPOAOI0 Ta
OpieHTaLi€ Ha iHAMBIoYaNbHY TeMOPasibHY iLeHTUY-
HICTb Y B3aEMOJIT 3 MiKpO(POHHOI ecTeTnkorn. OTxe,
BIAMIHHOCTI MDK UMUMKW LIKOMaMu ChiBy CAifg po3rns-
4aTtn He AK iepapxiyHy ono3uLito, a K NposiB Pi3HUX
XYOOXHIX CTpaTeriii i KOMyHIKaTuBHMUX MoAenei, o
BM3HauyaloTb creyndiky nigrotoBkM BOKaslicTa Ta
BMMOTIM [10 0ro TEXHIYHOrO M NCUXOSIOTIYHOTO PO3BY-
TKY B YyMOBax Cy4acCHOI MY3NUHOT KyNbTYpW.

MepcnekTuBM Noja/IbLIMX HAYKOBUX PO3Bif0K
MOXYTb NOSATaTN y PO3LUMPEHHI Ta NOTNIMGAEHHI MiX-
AVCLMNAIHAPHOTO BUBYEHHS akafeMiuHOl Ta ecTpaj-
HOT TEXHIK CMiBy 3 ypaxyBaHHSIM Cy4acHUX BUKOHaB-
CbKMX | TEXHOMOTYHNX TpaHcqopMaL,iii.
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The purpose of the article is to compare academic and pop vocal techniques in the context
of contemporary music culture in order to identify patterns in sound formation in each of
them. The relevance of the study is determined by processes of genre convergence, the
growing demand for vocal versatility, and the need to clearly differentiate stylistic and
physiological principles of singing in order to preserve vocal health. Vocal performance is
considered as a complex psychophysiological process in which the instrument is the living
human body, constantly responding to physical, psychological, and external factors. The
research methodology is based on a comprehensive approach that combines theoretical
analysis of sources, comparison of academic and pop techniques, and systematization of
singing characteristics. The physiological foundations of vocal production are analyzed as
the interaction of the respiratory, phonatory, and resonatory subsystems, and the leading
role of the psycho-emotional state and inner hearing in the formation of high-quality vocal
sound is substantiated. It is determined that vocal technique represents a universal system
for controlling breathing, phonation, and resonance; however, the specific realization of these
elements differs significantly depending on the singing style. Academic vocal technique is
characterized by a «domed» configuration of the vocal tract, an orientation toward acoustic
self-amplification, register balance, cantilena, and natural vibrato. Popular vocal technique,
in contrast, is based on a speech-oriented position, microphone aesthetics, flexible register
balance, and the use of specific timbral effects. It is demonstrated that academic and popular
singing represent different artistic strategies and models of vocal communication. The study
concludes that these singing styles should be regarded as autonomous and equivalent
systems, the conscious differentiation of which is a necessary condition for the professional
training of the contemporary vocalist. The obtained results may be applied in vocal pedagogy,
theoretical courses on singing methodology, and interdisciplinary voice research.

Keywords: vocal technique, academic singing, popular singing, voice production, vocal
pedagogy, psychophysiology of the voice.

ISSN 2786-8079 (print), 2786-8087 (online)

101




m MNIBAEHHOYKPAIHCbKI MUCTELbKI CTYAII

OneHa PyponbchiBHa HoBCbka

AHcamGieBe BUKOHABCTBO fIK EKOCUCTEMA
CTaHOBJIEHHSA Ta penpe3eHTauii
npocecinHO-cCyo’eKTHOI NO3ULiT My3uUKaHTa

Y[K 78.071.2:159.923.2
DOl https://doi.org/10.24195/artstudies.2026-1.15

OneHa PyponbghiBHa HoBCbka

KaHamaaT nefaroriyuHux Hayk,

[LOLEHT Kacheapu TeOPETUYHOT, My3UYHO-
IHCTPYMEHTa/IbHOT Ta BOK&/TbHOT MiArOTOBKM
[3 «MiBAeHHOYKpAIHCbKMIA HaLiOHaIbHWI
nejaroriyHuin yHisepcutet

iMeHi K.[. YWnHCbKOro»

ORCID: 0000-0002-1396-4381

[laTa nepLuoro HaAXoMKeHHs cTaTTi 4o
BuaaHHsa: 22.01.2026

[ata npuiAHATTA cTaTTi 4O APYKY Micns
peLeH3yBaHHs: 24.02.2026

[ata ny6nikauii (onpnaogHeHHs) cTaTTi:
20.04.2026

Y cmammi docridxeHo aHcambriese BUKOHaBCMBO SIK CK/adHUl XyO0XHbO-KOMYyHikamusHUl
(heHOMEH, W0 BUXOOUMb 3a MEXIi CYMO MeXHIYHOI KoopOuHayjl Cri/ibHOI epu. AKmyasibHicmb
3ymMos/ieHa nompeboo meopemu4yHO20 NepeocMUC/IeHHs] aHCamMb/1eB020 BUKOHaBCMBa 5K
CK/1a0HO20 KY/1bMYPHO-XyO0XHL020 heHOMeHa, nPoheciliHo-Cy6’eKMHI BUMIPU 5IKO20 3a/1u-
waromscsi He0oCMamHb0 KOHYEermyasisosaHUMU y Cy4yacHOMY My3UKO3Hascmsi. AHcamb-
71eBe BUKOHABCMBO PO32/15HYMO 5K OUHaMiyHuli npocmip B83aemodii iHOUBIOya/ibHOI ma
KO/IeKMUBHOI Cy6’eKmHOCMI My3uKaHmiB, y sikoMy XyOOxHil pe3ysismam ¢hopMyembcsi Ha
repemuHi ocobucmicHuUx iHmeprpemayitHux iHmeryjt, CriibHO20 CMUC/I0MBOPEHHS Ma B3a-
EMHO020 C/lyxaHHs.. Memoto cmammi BU3Ha4YeHO meopemuyHe OCMUC/IEHHST aHcaMb/1eB020
BUKOHaBCmMBa SIK eKoCUCMeMU CMaHOB/EHHS ma pernpe3eHmavyii npogeciliHo-cy6’ekmHoi
nosuyii My3ukaHma | Busig/ieHHs1 (i020 XyOOXHIX, KOMYHIKamuBHUX ma CMUC/IOMBOPHUX
mMexaHiamis. Memodoniozisi cmammi  rpyHmyemsCsi Ha MDKOUCYUI/IHaPHOMY 3acmocy-
BaHHI Memo0iB aHasisy, cCuHme3sy, KoHyenmyasisayii ma y3a2asbHeHHs. BcmaHosneHo, wo
aHcambriese BUKOHaBCMBO O0Ui/IbHO po3a/isidamu sik QUHaMIYHy ma camMoopaaHi308aHy eKo-
cucmemy Xy00xHb0I B3aEMOAIT, y Mexax siKol Bi06yBarombCsi CmaHoB/eHHS | penpeseHmayis
npodpecitiHo-cy6’'ekmHoi no3uyii My3ukaHma. Ekocucmema sig/1sie coboro bazamopisHesul
fpocmip cMuc/10mBopeHHsi, e iHouBidyasibHa U KolekmusHa cy6’ekmHicmb nepebysaroms
y nocmiliHiti B3aeMHIt mpaHcghopmayii. [MokazaHo, wo npogheciliHo-cy6’ekmHa no3uyis
My3ukaHma hopMyembCs MPOYECYasTbHO, Yepe3 BKIIKOYEHHS Y Mepexy 38YKOBUX, MISIECHUX,
eMoyitiHUX, iHMeprpemauitiHux i KOMyHiKamusHUX B3aeMOOIl aHcam6/1o. Ii cmaHoBs/IeHHs
108’3aH0 3 PO3BUMKOM pegh/ieKcuBHOCMI, BIOMNOBIdasIbHOCMI 3a XyOOXHI pilueHHs, 30am-
Hocmi 00 eMomuBHO20 diasiocy ma yCcsidoM/IEHO20 IHmeprpemayiliHo2o subopy. BusisieHo,
Wo XyOOXHi MexaHi3Mu aHcaMb/1es0i ekocucmeMu MposIB/ISIOMbLCS Y CMi/TbHOMY 38Y4aHHI,
membépasibHil 4ymausocmi, OuHamiyHit 2Hy4YKkocmi ma iHmoHayitHit 83aemodii. Cmucsiom-
BOPYI MexaHi3mMu aHcamb/1e8020 BUKOHABCMBA peaslizylombCsl Yepes Cri/ibHe iHmeprnpema-
yitiHe Muc/aeHHs1, KOOpouHayito iIHMeHYil i CUMBO/TIYHY pernpe3eHmayjito Xy9oHL020 06pasy.
Knrouosi cnosa: aHcambsib, aHcambriese BUKOHABCMBO,  My3UKaHM-BUKOHaBEUb,
cy6'ekmHicmb, npogheciliHo-cyo’ekmHa Mo3uyiss My3ukaHma, ekocucmema, pPeqhieKcis,
IHMeprpemauisi, KOMyHikauisi.

MocTtaHOoBKa NpoGseMu. Y cyyacHOMY rymaHi-
TapHOMYy Ta MUCTELTBO3HABYOMY AWCKYpCi aHcamb-
NleBe BMKOHABCTBO MOCTAE He Jsvwe sk hopma
KONEKTUBHOIO My3VKyBaHHS, asne i K CKNagHWi Kyb-
TYPHO-XYZLOXHiii (DEHOMEH, Y AKOMY NepeTuHaKTbLCA
iHAMBIAYaNbHI TBOPYI TPAEKTOPII, CNiNbHI cMUCAK Ta
6araTopiBHEBa B3aEMO/Aisi My3MKaHTIB. BOHO BUXO-
OVTb 3a MeXi TEXHIYHOI KoopAMHaLii napTiii um y3ro-
[DKEHHS1 iHTepnpeTauiii i HabyBae cTatycy ocob6/u-
BOrO NMPOCTOPY CTAHOB/IEHHS | MPOSIBY MPOMECINHOI
CBIZLOMOCTi BUKOHaBLSA. Y LIbOMY NMPOCTOPI MYy3UKaHT
He Ti/IbKM 3ByYnUTb PasOM 3 iHLIMMW, ane i NOCTINHO
NnepeocMUC/IIOE BJlACHY MO3WLt0, BiAMNOBIAA/ILHICT
i CNoCi6 XyA0XHbOI NPUCYTHOCTI B KOJIEKTMBHOMY 3BY-
KOBOMY Lji/IOMY.

OcobnuBOi  akTyanbHOCTI npobrnema HabyBae
B ymMOBax 3MiHW MapagurMyv My3uKO3HaBCTBa, e
3poCTaEe iHTepec [0 CyO'eKTHOCTI MUTUA, npoLe-
CiB CMWC/IOTBOPEHHSA Ta KOMYHiKaLii Y MWUCTELTBI.
AHcambneBe BMKOHABCTBO [Jefasli yacTiwe po3rns-
[AETbCA SK AMHaAMiIYHa cucTeMa B3aeMOAIl, y SKii
XYLOXHIili pe3ysibtaT € Hacnigkom He Tiflbky IHAWBI-
AyasibHOI MaicTepHOCTIi, ane Ii KOeKTUBHOMO eMo-
LiiHOrO pe3oHaHCy, A0BipW, B3aEMHOIO C/yXaHHS Ta
CNiNbHOT iHTEpNpeTaLinHOT NOTiKN.

TPl Bunyck 1 (12). 2026

BogHouac npodieciiiHo-cy6’ekTHa NO3WLS My3u-
KaHTa y KOHTEKCTI aHcambnio 3anuwaeTbcs Hepo-
CTaTHbO KOHUENTyasli30BaHOK came $K npouec
CTaHOBJIEHHS Ta penpe3eHTaLii 0COBUCTICHOT Xya0X-
HbOT iAEHTUYHOCTI. BinbLicTe AoCigpKeHb 30cepes-
XYETbCA ab0 Ha TEexXHIKO-BMKOHABCbKMX acnekTax
aHcambn1eBoi rpu, abo Ha negaroriyHMx MexaHiamax
HaBYaHHSA, 3anMalyn nosa yBarol MMNOUHHWI
KY/I5TYPHO-OHTOOMNYHUIA BUMIP KOMEKTUBHOIO My3U-
KyBaHHS.

Mpo6nema nonsrae y BiACYTHOCTI LisliCHOTO Teo-
PETUYHOrO HGayveHHs aHcamMbneBOro BMKOHABCTBA SK
LiSTiCHOT ekocucTemMu, B sikiii (DOPMYETBCS | BOgHO4acC
XYA0XHbO PENPE3EHTYETLCA MNPOdECIiHO-CYB’EKTHA
no3uuiss My3mkaHTa. TakuM YMHOM, akTyaslbHIiCTb
OOCMIMKEHHsT  3yMOBMieHa  NoTpebok  rnbLuoro
OCMUC/IEHHS aHCamb/1eBOr0 BMKOHABCTBA SIK KMBOI
eKOCUCTEMMU XYAOXHbOI B3aeMOSil, Y fAKili HapoaKy-
€TbCSl, TPAHCOPMYETLCS | HAbyBa€e 3By4YHOro 0bpasy
npocpeciniHO-cy6’eKTHA NO3MLiA My3MKaHTa.

AHani3 aKTyanbHUX pocnipKeHb. Y Cy4yacHUX
OOC/MKEHHSIX aHcambrieBe BUWKOHABCTBO JAedasii
yacTille OCMUC/IDETLCA He K CYyTO TexHiYHa opma
KONEKTUBHOI rpu, a sk CKAagHa cucteMa B3aemofil,
y 5Kili (OpMYIOTbCA eMOLLiMHI 3B’A3KU, CY6’'EKTHICTb Ta
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npocpeciiiHa iAeHTUYHICTb My3MKaHTa. Y LUbOMY KOH-
TEeKCTi aHCaM0bnb NocTae SK 6araToBMMIpHe cepef-
oBuLE, A€ IHAMBIAYyasIbHE i ChiflbHEe MOCTINHO nepe-
6yBatoTb y B3aemogiji. [. Taxipberi nokasye, Wo mMani
aHcamb6/1i y BUMLLIA My3UYHili OCBITI € NPOCTOPOM COLi-
aNbHO-eMOLiiHOI perynsuii, ae SKicTb B3aemogii 6e3-
nocepeaHbO BNIMBAE Ha XYAOXHIii pe3ynbrar i npo-
dheciliHe cTaHoBNeHHS My3uKaHTiB (Tahirbegi, 2023).
Ii BUCHOBKM CBifyaTh MPoO Te, WO aHcam6/b POPMyE
He /iMle BMKOHABCbKY MaliCTepHICTb, asie i Bignosi-
JasbHICTb Ta 3faTHiCTb A0 cniBnpadi. JocnimkeHHs
M. MniTyueHko, B. Berena Ta K. MNManimep 4eMOHCTpPYE,
o iHAMBIQyasibHA NpakThKa He i30/110€ BUMKOHaBLA,
a HaBMaku, NOCUIOE A0ro 3AAaTHICTb 10 CMiNIbHOT CUHX-
poHizauii y aHcamb6ni (Plitchenko, Bégel, & Palmer,
2024). Lle nigTBEpaXye, WO NPOMECiiHO-CyO'eKTHA
nosuuisg My3ukaHta (pOpMyeTbCA Ha NepPeTUHi aBTo-
HOMIT Ta KOMEeKTUBHOI B3aemogii. |. bepmec KoHuen-
Tyanizye aHcaMbnieBe BMKOHABCTBO Y TEOPETUYHOMY,
NpakTMYHOMY Ta eCTETUYHOMY BUMIpax, [OBOAAYN,
WO BOHO € He NPOCTO (DOPMOK KOMEKTUBHOI Tpw,
a uinicHuM xynoxHim pbeHomeHoMm (Bepmec, 2024).

N. Biwon BBoAWTbL NOHATTA “musical togetherness”,
[0BOOAYM, WO BIigYYTTA €OHOCTI MDK My3uKaHTamu
I'PYHTYETLCS Ha CMiNIbHNX OYiKYBaHHSIX, TINECHI KOop-
AvHaLi Ta emouiiHomy pesoHaHci (Bishop, 2024). Ti
MoZesnb Jae 3MOry posrnsgarv aHcambrib AK guHa-
MiYHY cUCTeMY CRIBOYTTA Y My3ulLli.

BesnocepenHb0o NpobiemMy NpodeciiHo-cy6’eKTHOT
nosuii MysukaHTa poskpuatoTb H. AwwmxmiHa Ta
[. Citoe, nigkpecrnowun ponb pedinekcii, ycBigoMm-
NIeHOoro BMOOpPY Ta BIANOBIAA/IBHOCTI Y CTaHOB/IEHHI
ManbyTHIX MaricTpiB My3n4yHOro mucteutsa (ALInX-
MiHa & Citoe, 2024). Y WMPLLIOMY KY/ITYPOSIOriYHHOMY
pakypci O. MaTBiEHKO aHas1i3ye Cy6’ EKTHICTb SIK OCHOBY
edPeKTUBHOT KOMYHIKaLji, LLO € MPUHLMMNOBO BaXJ/IMBUM
ONna po3yMiHHA aHcamb6neBoi B3aemogjii (MarBieHKo,
2024). M. ®op6c po3rnsaae NpoLecu KOHCTPYHBaHHSA
MY3WYHOI AEHTUYHOCTI Kpi3b TEOopito i4EHTUYHOCTI,
nokasyrouu, Wo npodeciiie CTAHOB/IEHHA My3MKaHTa
€ TPUB/IUM [MHAMIYHUM MPOLLECOM, 3YMOBJ/IEHVM
coujanbH1My B3aemogismu (Forbes, 2024).

CyKyMHICTb CyYyaCHuUX AOCAIMKEHb 3acBiguye, L0
aHcamb/ieBe BUKOHABCTBO HEMOX/IMBO 3BECTM Hi [0
TEXHIYHOT KoopAauHauii, Hi A0 CyMWU iHAMBIAYyaIbHUX
Ain. BoHO nepepbayae B3aEMHE C/IyXaHHS, eMOLIAHY
perynsuio, CUHXPOHI3auito, CniJibHe CMMUCIOTBO-
PEHHS Ta KOHCTPYIOBAHHS NPOoeciiHoT iAEHTUYHOCTI
My3ukaHTa. Came ToMy aHcambrieBe BUKOHABCTBO MU
6ygemMo po3rnisigaTn He NPocTo siK POPMY KOSIEKTUB-
HOI Tpu, a SK LiNIiCHY eKOCUCTEMY, Y Mexax fAKOT Bif-
OyBatOTbCA CTAHOBJ/IEHHS Ta XYAOXHA penpe3eHTaLis
NPOdIECINHO-CY6’eEKTHOT MO3ULLIT My3UKaHTa.

MeTta cTarTi nonsrae y TeopeTMyHoMy OCMUCIEHHI
aHcamb6/1eBOr0 BMKOHaBCTBa $K €KocuctemMu Ccra-
HOB/IEHHA Ta penpeseHTalii NpogeciiiHO-Cy6'eKTHOI
no3unuii My3nkKaHTa i BUSIBNIEHHI 00 XyA0XHIX, KOMY-
HiKaTUBHUX Ta CMUCIOTBOPUYUX MEXaHI3MIB.

AHcam0neBe BUKOHABCTBO SIK €KOCUCTEMa CTAaHOB/IEHHSA Ta penpe3eHTauii npogeciiiHo...

Metopgonoria pgocnigkeHHA. MeTo40M0riYHY
OCHOBY [OCHNI)KEHHA CTaHOBUTb MbKAMCUMMIIHAP-
HUA nigxig, Wo noegHye My3MKO3HaBuMiA, peHOoMe-
HONMOrYHWI Ta Ky/bTYPOSIOTiYHWIA BUMIpY aHaunisy
aHcamb6/1eBOro BMKoHaBcTBa. [poBigHNM € Cy6’EKTHO-
iHTepnpeTauiiHniA nigxig, SkWin gae 3Mory posris-
JaTy My3uKaHTa SiK CMiBTBOPLS XYL4OXHbOIO CMUCAY,
a aHcamb/ib — siK NPOCTIP KO/IEKTMBHOI iHTepnpeTau,i
Ta B3aEMHOIO 3By4YaHHs.

Y po60Ti 3aCTOCOBaHO METOAM aHanidy i CUHTEe3y
ONs cuctemaTtmsauii cydacHUX HaykoBUX Kepen Ta
OCMUC/IEHHSI HAKOMWYEHOr0 BMKOHABCLKOrO A0CBIAY
aHcamb/1eBOro My3uKyBaHHs. MeTtog KoHuenTtyasi-
3auii BUKOPUCTaHO A1 YTOUHEHHSI MOHATb «aHcaMo-
NleBe BUKOHABCTBO», «MNPOECinHO-Cy6’'eKTHA MNO3K-
Ljisi» Ta «eKocncTeMa B3aemogii». PeHOMEHOTOTYHNI
MeTOo/, AaB 3MOry iHTepnpeTyBaTy aHcamb/b K 3BY-
KOBO-KOMYHIKaTMBHWIA MPOCTip, Y SKOMY CHIiBOYTTS
MYy3UKaHTIB HabyBa€e XyL40XHbLOro CEHCY.

MeTog, y3ara/lbHEHHS1 YMOX/IMBUB iHTErpadwito
TEOPETUYHNX | NPAKTUYHMUX CMOCTEPEXEHb Y LIAICHY
Mofesilb aHcamMb6/1eBOro BMKOHaBCTBA $K €KOCUC-
TeMM CTaHOB/IEHHS Ta penpe3eHTauii npodeciiHo-
Cy6’EKTHOI NO3KLiT My3VKaHTa.

Pe3ynbTaty Ta X OGrOBOPEHHA. Y Cy4acHOMY
HaykoBOMY [UCKYPCi CYO’'€KTHICTb MOCTaE He nuLle
SK XapaKTepucTuka akTMBHOCTI OCOBUCTOCTi, ase
M 5K cnoci6 i 6yTTs y CBITi, WO nepefbavae 3pat-
HICTb 4O CMWC/NIOTBOPEHHS, BiANOBiAa/IbHOTO BUGOPY
Ta TpaHcdopmauii BnacHoro gocsigy. Cy6'ekT — ue
aKTUBHa, LjilicHa 1 aBTOHOMHA MlAMHA, SiKa K HOCIl
NoeAHaHHSA Cy6’€KTUBHOIO i 0G’EKTMBHOIO peasisye
cneundivyHO NOACLKY AiS/IBHICTE Yepe3 camoopra-
Hi3auito, BiAMNOBIAa/IbHY KOMYHiKaLil0 Ta 34aTHICTb
LjisiecnpsiMoBaHo 3MmiHoBaTu cebe i cBiT (MaTBi€HKO,
2024). Y chinocodoii cy6’eKTHICTb NOB’A3YETLCA 3 aBTO-
HOMIEID MWC/EHHS, BHYTPILUHLOK camogeTepMiHa-
Liet0 Ta 34aTHICTI0O 0COBMCTOCTI BUXOAUTU 3a MEXi
3aflaHux cxem Ail. BoHa po3ropTaeTbCcs SK BifgnoBi-
AasibHa BIOKPUTICTb A0 IHLWIOFO i NOCTiiHA KpUTUYHA
nepesipka B/acHMX NepekoHaHb, Lo He [ae 3Mory
Cy6’eEKTY 3aMuKaTMCs B CamMogoCTaTHOCTI ([pOTeHKo,
2025). ¥ ncuxonorii cy6’eKTHICTb IHTEPNPETYETLEA AK
iHTerpauis pedpnekcii, camoperynsuii Ta 34aTHOCTI
0COOUCTOCTI KOHCTPYIOBaTW BJIACHY XWUTTEBY MO3U-
Lito, MepeTuHalYnch 3 i4esiMM CMUC/IOTBOPEHHSA 5K
BaXX/IMBOrO acnekTy CTaHOB/IEHHSA ocobucTocTi (Rey,
2017). Y KynbTyponorii ) BOHa PO3MAfacTbCa K
MPOLEC CTAHOB/IEHHS OCOOMCTOCTI B MEpEeXi coLiab-
HUX, CUMBOJIYHUX i UiHHICHWUX BigHOCWUH (Lundberg,
Fraschini, & Aliani, 2023).

Y KOHTEKCTi CYyMICHOT [AisifIbHOCTi peneBaHTHO
€ oymka |. Psabeup, fika Haronollysasa Ha ToMy, Lo
CY6’EKTHICTb NOCTaE AK IHTENPOBAHWIA pe3ynbTar LjiH-
HICHOrO, peduIeKCUBHOrO, TBOPYOro, onepaviiHoro Ta
CMiBPOGITHMLILKOrO AOCBIAY MOAMHM, WO DOPMYETbLCS
y B3aeMOfil 3 iHWMMK 4yepe3 CniJibHe BUPILLEHHSA
3aBAaHb, B3aEMHE BiAMOBiJasIbHE Y3rOMKEHHS Aiil
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i NepeTBOpeHHs CUTYaLliT y BNacHi MOX/IMBOCTI, NOEA-
HYIOUYM aKTUBHICTb, aBTOHOMIO, pPedqIEKCUBHICTb,
BiANOBIAA/IbHICTb | 34aTHICTb A0 CMMWUC/IOTBOPEHHS
(Pabeub, 2012).

Y mMucTeupkiii cdhepi, 30KpemMa B KOHTEKCTi BUKO-
HaBCbKOT MpPaKTWKW, CYB’eKTHICTb i Cyb’eKTHa MO3u-
Lis HabyBalTb CrneuudiyHoro 3MicTy, SKuUiA 3HAYHO
BUXOANTb 3a MEXi CYTO TEXHIYHOT KOMMNETEHTHOCTI
4y penepTyapHOi epyauLii. 3 nornagy cyvyacHoi ncu-
XONOril My3NYHOT iAEHTUYHOCTI, Cy6’€KTHICTb PO3YyMi-
€TbCA 5K MPOLLEC YCBiAOM/IEHOTO KOHCTPYIOBaHHS
ifeHTUYHOCTI, WO opmye Crnocid MUCNEHHA MPO
MY3VKY Ta BNIaCHY XyA0XH0 NO3KLLit0 B AMHAaMILi TBOP-
4ol AiANIbHOCTI. Y Takomy NiaXoAi My3uKaHT BUCTynae
He JiMLle K HOCI HaBWUYOK, ane i K akTUBHWIA TBO-
pelb BACHOI My3WYHOI IAEHTUYHOCTI, WO MOCTIAHO
pedinekcyeTbes, nepernagaeTbca Ta NigTPUMY€ETHCA
yepes B3aEMOJi0 3 My3UYHUM MaTtepiasiom, Tpaau-
Lji€eto, couia/lbHUM KOHTEKCTOM i BAACHUM BUKOHaB-
cbknum pgocsigom (Forbes, 2024). Lle TaymayeHHs
nepenbayvae, WO Cy6'eKTHICTb My3MKaHTa-BUKOHABLSA
po3KpMBa€ETLCA Yy 34aTHOCTI A0 pedisieKCMBHOIo
BUGOPY, BiANOBIga/IbHOT iHTEpRpeTaLjii Ta camopery-
NALiT XyA0XHbOr0 BUPXKEHHS, L0 € K/THYOBUM YUH-
HVKOM (popmyBaHHSA npodpeciiHo-Cy6'eKTHOI No3uui
MYy3MKaHTa y LUMPOKOMY KY/IbTYPHO-MCUXOI0TIYHOMY
npocTopi.

Y MexXax MUCTeLbKO-NefaroriyHnx CTyai MoOHATTA
NpPodIeCinHO-cy6’eKTHOT NO3ULLiT HabyBae iHTerpaTme-
Horo xapakrtepy. 3okpema, H. AwmnxmiHa T1a . Citoe
BM3HA4atoThb 11 SK CKNaAHUIA OCOBUCTICHNIA KOHCTPYKT,
KU 3ab6e3nedyye CMUC/IOTBOPYE BUOYAOBYBaHHA Ta
NOCTiiHE NEePEOCMUC/IEHHS «LIHHICHUX MNPIOPUTETIB
0COOUCTICHOrO Ta NPodIeCiiHOro caMoyCBiAOM/IEHHS
1 cCamOpO3BUTKY B NPOLLECi XyAOXHbO-0CBITHBLOI Aisi/b-
HOCTi». 9K 3a3HayalTb aBTOpu, caMe MNpPOJIECiiiHO-
CybG’eKTHa MO3WLIS peani3yeTbCA y «MNPOEKTYBaAHHI
iHOMBIAYyaNbHUX cTparteriii peanisauii npogeciinHoro
uinienoknagaHHa B My3uyHiii ranysi» (AlWmMxmiHa &
Citoe, 2024, c. 8). Lle po3yMiHHA € ON8 Hac MpuH-
LMNOBO BaX/IMBMM, OAHAK MW MPOMNOHYEMO IA0ro
nogasibLue KOHLEeNTya/lbHe PO3LUMPEHHS.

MpocpeciiHo-cy6’ekTHA  MO3KLiS My3VKaHTa
Yy HalloMy PO3yMiHHI NocTae sk 6araTopiBHeBa, Mpo-
LecyaslbHO po3ropHyTa KOoHQirypawiss oco6ucTicCHOro
i npodpeciliHoro 6yTTA BUKOHaBUS, O iHTErPYE Moro
KOTHITUBHI, EMOL}iIliHO-L}iHHICHI, pedh/IeKCUBHI Ta KOMY-
HIKaTMBHI cnocobu B3aEMOAii 3 My3WYHUM CBITOM.
BoHa He 3BOAMTLCS 40 CYKYMHOCTI HABUYOK YW HOp-
MaTUBHNX MoAesnein NpodeciiHol NoBeAIHKY, a ABMSE
€060 BHYTPILLHLO CTPYKTYpPOBaHy hopMy CaMOBU3-
HauyeHHs y 3BYKOBO-XYL0XHbOMY MPOCTOPI, Ae My3u-
KaHT BOAHOYaC BUCTyNae [HKepeniom CMuchy, iHTep-
npeTaTtopoM TpaauLii Ta BiANoBiAa/IbHUM Y4YaCHUKOM
CMMBOJIIYHOT KOMYHiKauji. Taka no3uuis hopmMyeTbCA
y MOCTIiliHIA B3aemMogil iHAMBIAya/IbHOrO A0CBiay,
KyNbTYPHOI Nam’aiTi, coLias/IbHUX OYiKyBaHb i BHYTPILU-
HbOI camoperynsuii, Lo YMOXIMBAKE nepexig Bif,
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penpoayKTUBHOIO BiATBOPEHHS TEKCTY [0 yCBigOMIe-
HOr0 TBOPEHHS XYAOXKHbOr0 3HAYEHHS.

KoHuenTyanbHO nNpodheciitHo-cy6’ekTHa NO3uLis
My3/KaHTa MOXe 6yTn ocMUCeHa K AuHamiyHa cuc-
TeMa CMUC/IOTBOPEHHS, Y MeXax SKOi BMKOHaBeLb
3pjlicH0e 6e3nepepBHY po60OTY 3 B/IACHOK iAEHTUY-
HICTIO, iHTepnpeTaliliHiMK npiopuTeTaMM Ta €Tw-
KOK 3By4YaHHSl. BoHa nepepbavae rmMbuHHY Bigno-
BiJ@/IbHICTb 3a XYAOXHi HACNigKu iHTeprpeTayjiiHoro
BMOOPY, WO MNPOSIBNASETLCA Y CNOCOOI IHTOHYBaHHS,
OVHaMIYHIA THYYKOCTi, TeMbpasibHiii YyT/MBOCTI Ta
FOTOBHOCTI 10 EMOTMBHOIO Ajasiory 3 TEKCTOM, Tpaau-
L€ Ta YSIBHUM C/lyXa4yem.

Y Takomy pakypci npodeciiiHo-cy6’ekTHa Mno3u-
Lisi My3uKaHTa € He (DIKCOBaHOK XapaKTepUCTUKOH),
a OHTOJIONYHUM CMOCOGOM MPUCYTHOCTI Y MYy3WuLi, LLIO
NoeAHYE aBTOHOMIO MUC/IEHHS, BHYTPILLHIO camofe-
TepmMiHau,ito, BiANOBIAaNbHWIA BMGIp Ta BiAKPUTICTb A0
[HWworo. BoHa nepeTBOplOE BUKOHABCLKY [AiS/IbHICTb
Ha MPOCTIp TBOPYOrO CaMOPO3KPUTTH, KY/bTYPHOT
KOMYHiKaLil Ta BiANoBifa/IbHOr0 CMUC/I0TBOPEHHS.

AHcambneBe BWKOHABCTBO 3a CBOEK MPUPOLOHD
€ He npocTo (QOPMOK CRISILHOI Tpu, a 0COBMBUM
nosnemM nepeTuvHy IHAMBIAYa/IbHOI Ta KOMNEKTUBHOT
Cy6'EKTHOCTI, A€ KOXEH My3uKaHT BogHo4ac 36epi-
rac aBTOHOMIt0 B/IACHOTO XYAOXHbOIO «S» i BKJ/IO-
YaeTbCA B HaAiHAMBIAyasIbHY TKaHWMHY CnifIbHOrO
3BYYaHHS. Y UbOMY NPOCTOPI iHAMBIAYyalbHE He pO3-
UMHSIETLCS B KOMEKTUBHOMY, @ MOCTIAHO CMiBBifgHO-
CUTbCS 3 HUM, MOPOMKYIOUN AVHAMIYHY Hanpyry Mix
0COBMCTMM TO/I0COM | CMISIbHOK iHTepnpeTauiiHo0
Norikot. AHCaMO/Ib ICHYE sIK Mepexa B3aEMHMX Oui-
KyBaHb, [OBIpY, C/TyXxaHHs Ta TOHKOI eMOLiHOI pery-
nauii, fe KoXHe BUKOHaBCbKe pilleHHs Of4HOro y4yac-
HVKa HeralHo BIATyKYETbCS Y BCill cMcTeMi B3aemMog;i
(Tahirbegi, 2023).

TyT My3UKaHT HEe N1Le 3ByYnUTb PasoM 3 iHLINMN,
BiH MUCNUTb pasOM 3 HMMU | BigyyBae pasom.
CninbHe BWKOHAHHA CTae MPOLECOM KOJIeKTUB-
HOr0 CMWUCNOTBOPEHHS, Y AKOMY XYAOXHili pe3synb-
TaT HapOMKYETLCHA HE 3 MEeXaHiYHOT CUHXPOHI3auiT,
a 3 MMUBUHHOI B3aEMOMNPOHMKHOCTI HaMipiB, XecTiB
i BHYTPILLHIX pUTMIB. HayKoBi JOC/IIKEHHS nokasy-
t0Tb, LLLO Yy NpoLeci poboTn Hag aHcaMbrieBMMN TBO-
pamMun HaBiTb iHAMBIgyasibHA MNpakTUKa My3uKaHTa
BUABNAETLCA COLjia/IbHO CNPSIMOBAHO, ake BOHA
NOCWUNIOE 34AaTHICTb A0 Nofasbluoi CRiIbHOT CUHX-
pOHi3aLji I 4yyTAMBOCTI A0 aHcaMbneBOro KOHTEK-
cty (Plitchenko, Bégel, & Palmer, 2024). Lle o3Ha-
yae, WO iHAMBIAyanbHa Cy6'eKTHICTb He MPOTUCTOITb
KOJTEKTUBHIN, @ XNBUTb 1.

BogHouyac aHcamb/1b € TiNIECHO-EMOLIAHOK CNisTb-
HOTOL0, Y SiKili POpPMYETLCSt 0COBNMBUIA cTaH “musical
togetherness”, 3acHOBaHWn Ha CMiNIbHOMY [WXaHHI,
MiKpoXecTax, iHTYITUBHOMY nepefbayeHHi Ii pe3o-
HaHCi nepexuBaHb (Bishop, 2024). TyT KONekTnBHa
CYO'EKTHICTb He € abCTPakTHUM MOHATTAM — BOHa
3BYUUTb, BifUyBa€ETbCA i NPOSABMSETbLCA Yy TeMopi,
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AVHaMmiLi, aroriyi Ta pUTMIYHIA nysbcauil cniibHOro
BMKOHaHHS.

Y Takomy pakypci aHcambrieBe BWKOHaBCTBO
noctae sk 6araToBUMIPHUIA XyAOXHIA heHOMEH, Lo
NnoeaHye TEOPETUYHWIA, NPaKTUYHWI Ta eCTEeTUYHWIA
BuMipy (Bepmec, 2024). BoHO € NpoCTOPOM MOCTIiA-
HOrO Y3rO[)KEHHS1 0COBUCTICHMX IHTEHLi/ 3 KONEKTMB-
HOO BiNOBIAA/TLHICTIO 3a 3ByYaHHS, [1€ KOXEH My3U-
KaHT BOgHOYac TBOPUTbL i CNIBTBOPUTb, IHTEPNPETYE
i cniBiHTEpNpEeTYE.

Came A cknagHa B3aEMOMNPOHUKHICTb iHAMBIAY-
a/lbHOT Ta KOMIEeKTUBHOI Cy6’'eKTHOCTI, T npoLecyasb-
HICTb, YYT/IMBICTb [0 KOHTEKCTY Ta BHYTPILUHA camo-
opraHisauis fatoTb 3MOry po3risgartu aHcambnese
BMKOHABCTBO He SIK CTaTU4Hy hopMy B3aeMogii, a sk
XMBY, OVHAMIYHY CUCTEMY XYAO0XHIX 3B’A3KiB. Hukye
MW OKPEC/IMMO L0 CUCTEMY SIK EKOCUCTEMY aHcamb-
NIEBOTO BMKOHAaBCTBA, Yy Mexax SKOI npodeciinHo-
Ccy6’eKTHa No3uLia My3uKaHTa He e DOpPMYyETLCH,
asne it HabyBae 3BY4YHOT penpeseHTalii.

Y cyyacHOMY HayKOBOMY AMUCKYPCi MOHATTA eKo-
CUCTEMU BUXOANTb AasIeKO 3a MeXi 6ionorivyHol MeTa-
dhopm 14 MocTae K yHiBepcasibHa MoZenb opraHisau,ii
CK/1afiHOI peasibHOCTI, Y 5Kl B3aEMOit0Tb MHOXMHHI
akTopu, npouecu Ta cMucan. Ekocuctema € He Cymoro
efleMeHTIB, a CKopille, cnocobom ix cniBoyTTS.
Y npausix eKoOHOMICTIB BOHa OMUCYETLCA K Mepexa
B3aEMOMNOB’A3aHNX Cy6’eKTiB, iHCTUTYTIB i pecypcis,
WO CNiSIbHO MPOAYKYHTb iHHOBALl, 3HAHHS Ta pPoO3-
BUTOK, MPUYOMY edpekT BUHUKAE 3 X B3aEMHOT pes3o-
HaHCHOT Y3ro[pKEeHOCTI, a He 3 OKpPeMUX Ail (POMEHKO,
HixHikoB, & MimeHoB, 2024).

Ekocuctema nepenbayae CTpyKTypoOBaHy, asie Bif-
KpUTY AMHaMIKy, Y kil TopsagoK HapoaKyeTbCs i3 B3a-
€EMofji, a He 3 XXOpPCTKOro kepysaHHs. KO. baxan nig-
KPEeC/o€E, Lo iHHOBAL|iiiHA eKocUCTEMA € YMHHKKOM
IMNOUHHNX CTPYKTYPHUX 3MiH €KOHOMIKN, OCKI/IbKM
BOHa MOEAHYE TEXHOSOriYHI, couiasibHi, IHCTUTYLiliHI
Ta Ky/IbTYPHi BUMiIpW PO3BUTKY B €4MHE NOJI€ CMUC/IO-
BOI koopavHauii (baxan, 2022). Lie o3Havae, Lo eKo-
cucTema He nvwe OyHKLIOHYE — BOHa TpaHchopmye
camy Nnoriky cuctemu. EBontoList MOHATTS, npoaHasli-
3oBaHa O. LLlaTino, AeMoHCTpye nepexia Bif, NiHinHMX
MoZesnen 40 MepexeBux, e KITHHOBMMY CTaloTb B3ae-
MO3a/1eXHICTb, caMoopraHizayis Ta npouecyasbHICTb
(LWaTino, 2025). EkocrcTeMa € X1BOH KOHAirypauieto
BIOHOCVH, Y SKiil CTaBIisIbHICTbL CMIBICHYE 3 MOCTINHOK
MiHAMBICTIO. BOHa icHye sik nmone MOXIMBOCTeEN i 5K
NPOCTip IHAMBIAYaIbHOT | KONEKTUBHOT BiANOBifaIb-
HOCTI, A€ )XOAEH €NEMEHT He € HETPa/IbHUM.

Buxogaum 3 Takoro posyMmiHHsS, MU pO3MISSAEMO
aHcambrieBe BUKOHABCTBO CaMe 5K XVBY EKOCUCTEMY,
OCKifIbKM BOHO He 3BOAMUTLCS A0 KOOpAMHAaLii napTii
Yn y3ro[pKEHHS TEMMIB, a AB/SE COOOK CKIaaHOOpP-
raHi3oBaHuii NPOCTIP B3aEMO3asIEXHOro ByTTs My3u-
KaHTIB y 3ByLi, CMUC/I Ta cnifibHOMYy 4aci. Lle cepeg-
OBMULLE ICHYE He 5K 30BHILUHA pamMKa 418 BUKOHaHHS,
a SK BHYTPILWHA TKaHUHA B3aEMOAiN, Yy SKIA KOXeH

XKECT, NoAWX, MIKpOPYX | TeMbpanbHWiA BIATIHOK Biary-
KYETbCS Y BCbOMY LjiloMy. AHCaMb/1b AnXae, Ny/ibCye
i 3MIHIOETLCA Pa3oM 3 yYacHMKaMMU.

/loro eKoCUCTEMHICTb MPOABASETLCA NepemyciM
y baraTopiBHEBI1 B3aEMO/ji akTopiB, cepeq, SKUX € He
e BUKOHaBL, ane il My3UYHWA TEKCT, Tpaguuis,
CTUb, NPOCTIP akKyCTWKW, CAyXalbKa MPUCYTHICTb,
TINECHICTb 3ByYaHHs Ta HEBUAMMI Mepexi O4iKyBaHb
i [OBipW. KOXeH 3 LMX efleMeHTiB Ma€e BacHy areHT-
HICTb | BN/MBAE Ha XYAOXHil pe3ynbrat, hopMyHoUm
nosie MOXJ/IMBOCTEN | MPOCTip B3aEMHOI BiANOBigab-
HOCTI, A€ )XOAEH KOMMOHEHT HE € HeMTpasIbHUM.

Y ueHTpi Uiei ekocuctemyn nepebyBae B3a-
€MOIMPOHVKHICTL  IHAUBIAYaNbHOT Ta  KOMEKTUBHOI
Cy0’eKTHOCTI. KOXEeH My3uMKaHT BXOAUTb Yy aHCcamMO/b
i3 BNacHWM AOCBiAOM, CNyXOM, Nam’aATTIo, iHTepnpe-
TauiiHUMK 3BUYKaMKN Ta eMOLIAHO YYTANBICTIO, ane
B MPOLLeCi CnisIbHOro My3rKyBaHHS Lii AKOCTi He MPOCTO
[ofalTbCa A0 iHWKX, a TPaHCHOPMYHTbCS Y HOBY
SKICTb CniBOYTTS. KoNnekTuBHa CyO’eKTHICTb BUHUKAE
AK Mepexa pe3oHaHcIB, y Kili 0COBUCTI IHTEHLT Noym-
HatoTb 3By4YaTW Kpi3b CMiMIbHY fOMiKY iHTepnpeTaui,
a crifibHa /10rika, y CBOK Yepry, 3MiHIOE Cnocib6 muc-
JIEHHS KOXXHOTO OKPEMOTO BUKOHABLA.

AHcambneBa ekocuMcTeMa Mae 03HakuM camoopra-
Hizauil. BoHa He noTpebye XOPCTKOro 30BHILUHLOrO
KOHTPOMIO, aKe BHYTPILLIHI MeXaHi3Mu CrlyxaHHs,
B3aEMHOT KOPEKLii, TIIECHOT CUHXPOHI3aLii Ta eMow,ili-
HOT perynauii NigTpMMyroTh i LiNicHICTb. PUTm, Tem6p,
OvHamika, arorika i apTUKynayis (OYHKLIOHYHTb SK
B3aEMOMOB'A3aHi PerynaTopun Liel cuctemn, nogibHo
00 B3aEMO3a/IeXHUX NPOLECIB Y NPMPOSHOMY cepe-
O0BULL.

Yac y aHCaM0/i TakoX € eKOCUCTEMHUM BMMIPOM.
BiH He NiHiliHWIA, a 6araTowapoBuid, NOEAHYE MUTTEBY
peakuilo Ha 3BYK 3 Nam’aATTIO Tpaauuil Ta nepegyyT-
TAM MaibyTHbLOro 3By4yaHHs. KoxHa penetuvuis 3mi-
HIOE aHCaMb/1b, HaKOMMYYUM A0CBIA, KUl CTae yYac-
TUHOK MOT0 «KY/ITYPHOTO I'pyHTY». EKOCUCTEMHICTb
aHcamb6/1l0 NPOSBASETLCS | B 1Or0 BigKpUTOCTI. BiH
B3aEMOZIE 3 NPOCTOPOM, CrlyxayeM, Ky/bTYPHUM KOH-
TEKCTOM, TEXHIYHUMM YMOBaMN BUKOHAHHA Ta iHAMBI-
Oya/TIbHUMW NCUXOEMOLIRHUMU CTaHaM1 MY3UKaHTIB.
Byapb-sika 3MiHa B 0gHOMY 3 LiMX BUMIpIB nepedopma-
TOBYE BCIO CUCTEMY 3BYUYaHHS.

TakuM 4MHOM, aHcambneBe BUKOHABCTBO € He
CTaTu4yHOK DOPMOKO KONEKTUBHOT rpY, a XUBOHD, YyT-
NINBOO, CamMOOpPraHi3oBaHOK EKOCUCTEMOK XYL0X-
HiX 3B'SI3KiB, Y SKill iHAMBIAyasibHA Ta KOMEKTMBHa
Cy6’EKTHICTb NOCTIAHO B3aEMHO KOHCTPYHOHOTb OfHa
oaHy. Came B Uil eKOCUCTEMI HAPOAKYETLCSH, TPaHC-
dopmyeTbes | HabyBae 3BYYHOI penpeseHTaL;i
NpodeciintHo-cy6’eKTHA NO3KLIs My3MKaHTa, sika nNpo-
SABMSETbCA HE JiMWe Yy MaiCTepHOCTI, a B cnocobi
6yTN pasoM y My3uLli.

Y ekocuctemi aHcambneBOro BUKOHaBCTBa CTa-
HOBMIEHHSA NPOCIECIiHO-CYH'EKTHOI  Mo3nuil  My3u-
KaHTa Bif0yBaeTbCca sK GararollapoBe pPO3ropTaHHs
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BHYTPILIHLOrO i KOJIEKTMBHOIO 4acy, y sikOMy OCO-
6ucTicCHe caMOBU3HAYEHHS NOCTIiHO NepeniTaeTbes
3 [OCBIAOM CMi/IbHOrO 3ByYaHHs. Liei npouec He mae
3aBeplueHol hopmn, BiH TpuBae $K 6Ge3nepepBHe
hopMyBaHHs cnocoby 6yTn y My3uLi, e KOXKHe BUKO-
HaHHA CTa€e HOBMM €TanoOM CaMOKOHCTPYHOBaHHS
BMKOHaBUA. AHCamMb/b MNpautoe SK A3epkasio i 5K
TBOpYa slaboparopisi.

Y ubOMy CepefoOBULL My3UKaHT BXOANTb Y CKNaaHy
Mepexy B3aeMOfiil, Ae WOro KOrHiTUBHI cTparte-
rii iHTepnpeTaujii, eMOUiiiHi peakuii, Ti/IeCHI 3BWNYKM
1 CNyXoBi YCTAHOBKM Ta €Ta/TIOHM NOYMHaKTb OYHKL-
OHyBaTW Y PEXUMI B3AEMHOIO Y3ro[KEHHS 3 iHLIMMU
yyacHukamu. lpodoeciiHo-cy6’ekTHa no3uuis dop-
MYETbCH HE OAHOMOMEHTHO, a Kpi3b cepito Mikpone-
pPeTBOPEHb, WO BiAbOyBalTLCS Yy NPOLUECi peneTulin,
CNiJIbHOTO MOLLUYKY IHTOHALLT, TeMOpasibHOro 6as1aHcy,
pUTMIYHOT NynbcaLil Ta gpamaryprii 3ByYaHHs.

Y wMexax aHcambneBoi €eKoCcUCTeMW iHAMBIAY-
anbHa CyO6'EKTHICTb My3WKaHTa He PO3YMHAETLCS,
BOHa HabyBae pesibedpy yepes 3iTKHEHHSA 3 IHWUMK
«XYAOXHIMU BOMIAMU» Yepe3 HeobXiAHICTb cayxaTw,
nocTynaTucs, Hanonsratu, KOpUryeaTtu i nepeocMmumc-
NI0BaTW BacHi iHTepnpeTauiliHi Hamipyu. KonektneHe
3BYYaHHS CTa€ NPOCTOPOM IHTEHCMBHOIO CMUC/I0TBO-
PEHHS, Y SKOMY MpPOdIECiiHO-CYO’EKTHA MO3ULiS He
MPOCTO MPOSBASETLCS, BOHA 3arOCTPIOETLCS, 3arap-
TOBYETbLCSA | TPAHCOPMYETHCS.

PenpeseHTauis  uiei  no3uuii  BigbyBaeTbCA
y caMOMy 3BYyYaHHi aHcamb/1t0. Y TOMY, K My3UKaHT
IHTOHYE dhpasy, SK Kepye AUXaHHSAM, SIK pearye Ha
TemOpasibHi BIATIHKM NapTHepIB, AK 6yaye AMHaMIYHI
XBWAi CMifIbHOrO 3BYKOBOIO MOTOKY. KOXeH MiKpoXecT
CTa€ 3HaKOM BHYTPILWIHbLOI MO3ULii BUKOHaBLS, MOro
€TUYHOro CTaB/EHHSA A0 MY3UKM Ta BifnoBigasibHOCTI
3a CMiNbHWIA XyA0XHIn pe3ynbTar.

Ekocuctema aHcambnio dopmye  cneuymdiy-
HUIA pexuM pedinekcii, y KoMy My3MKaHT MOCTIHO
CMiBBIAHOCUTbL BMACHI IHTepnpeTauiiHi npioputeTn
3 KOMEKTMBHOIO JIOTIKOK 3BYYaHHA. Lia pedhnekcia He
00OMEXYETbCA 30BHILLHIM aHani3om — BOHa BOYyAO-
BaHa y cam npoLec rpu, cnocié cayxaHHs, 3atHiCTb
MUTTEBO KOPUTryBaTW PilleHHs, 3a/1MLLalunCh BipHUM
BHYTPILLHIA XyAOXHI iHTYILiT. A yac aHcaMb6/to npa-
LIOE AK MeXaHi3M CTaHOBJIEHHS Cy6’eKTHOCTI. KoxHe
BMKOHAHHA HalllapOoBYyE HOBWIA A0OCBIA, SKWIA MOCTY-
MOBO NEPETBOPHETLCHA Ha BHYTPILLHIO NaM’saTb Tina,
cnyxy Ta yasu. Lla nam’aTb cTae rpyHTOM, Ha AKOMY
BMOYyAOBYETbCSA 3pifia NpodeciliHo-cy6’ekTHa Mo3u-
Lisl, 34aTHa NoegHyBaT aBTOHOMIKO MUC/IEHHS 3 UyT-
NIMBICTHO A0 IHWoro.

Y upboMmy ceHci aHcambneBa ekocucTema € He
nLwe cepefoBULLEM A1 B3aEMOLIT, asie 1 akTUBHUM
areHTOM CTaHOB/IEHHS My3uKaHTa. BoHa npoBOKye
Moro Ha rAM6LWMIA piBEeHb BIAMNOBIAANBHOCTI, CMOHY-
Kae [0 TOHLOI iHTepnpeTawiiHoi po60TH, PO3LLMPIOE
MeXi XyOOXHbOI CBiZOMOCTI Ta (DOpMye 34aTHICTb
6aunTn cebe 4YacTMHOK GiNbLIOrO 3BYKOBOTO LLOrO.

Bunyck 1 (12). 2026

PenpeseHTauis npodeciliHo-cy6'ekTHOI no3uuii Bia-
OyBa€ETLCA HEe TiNIbKW Y 3BYy4YaHHi, ane i y crnocooi
MPUCYTHOCTI My3uKaHTa B aHcambsli, Ai0ro roToBHOCTI
[0 pianory, 34aTHOCTI NpUMaT KONEKTUBHY JI0TIKY
6e3 BTpaTu B/IACHOIO XyAOXHbOro rosiocy. Came TyT
no3uuis HabyBae BMAMMOIO, YyTHOIO i CMMBOJTIYHOIO
o6paay.

Takum 4YMHOM, Y eKOCUCTEMi aHCaMb/1eBOro BMKO-
HaBcTBa NpodeciiHo-cy6’eKTHA MO3ULST My3MKaHTa
nMocTae $K NPOLEC CTAHOB/IEHHS, SAKWIA BOAHO4YAC
€ npoLecoM penpeseHTaL,ii. BoHa hopmyeTbCs y B3a-
€emMopji, NepeBIPSETbCA Y 3ByUaHHI Ta 3aKpintoeTbCA
Y KYNbTYPHI/ Nam’aTi KONEKTUBHOTO My3MKYBaHHS.

BuCHOBKM Ta nepcnekTuBM noAanbLUNX
HayKOBUX PO3BIiAOK. Y pe3ynbrati TeopeTuyHoro
aHanizy BCTaHOB/MIEHO, WO aHcamb/ieBe BUKOHaB-
CTBO [OLNbHO PO3MIAAaT SK XMBY, AMHAMIYHY Ta
camoopraHi3oBaHy eKocuctemy Xy4OXHbOi B3a-
emofji, y mexax sikol BigbyBalTbCs CTaHOBJ/IEHHS
N penpeseHTauiss nNpPoecinHO-cCy6’eKTHOI  No3uLiT
My3ukaHTa. Taka ekocuctemMa sBnse cobor bara-
TOpPIBHEBUI A MPOCTIP CMUC/MOTBOPEHHSA, A€ iHAWBI-
AyaslbHa M KOMEeKTMBHa CyO’'eKTHICTb MnepebyBaroTb
y NOCTIHIA B3aEMHIl TpaHcdopMauii. MokasaHo, o
npodecinHO-Cy6’'eKTHA NO3ULS My3uKaHTa oopmy-
€TbCA NPOLECYas/IbHO, Yepe3 BK/MOUYEHHS Y Mepexy
3BYKOBUX, TI/IECHUX, €MOLIAHUX, iHTepnpeTayinHmnx
i KOMyHIKaTUBHUX B3aemofiin aHcam6no. Ii cTaHoB-
JIEHHSA NOB’A3aHO 3 PO3BUTKOM pep/IeKCUBHOCTI, Bif-
NoBIAANbHOCTI 3a XYAOXHi pilleHHs, 34aTHOCTI [0
€MOTMBHOIO Aiasiory Ta YCBiAOMJ/IEHOIO iHTepnpeTa-
LiiHOro BMGOpPY. BUSABMEHO, WO XYAOXHI MexaHiamu
aHcam6/1eBOi eKOCUCTEMU MPOSABAATLCA Y Chiflb-
HOMY 3BYyYaHHIi, TeMOpasibHii YyT/IMBOCTI, AVHAMIYHIi
FHYUKOCTI Ta iHTOHALiiHIN B3aEMOAIT; KOMYHIKaTVBHI
MeXaHi3Mu MoAraTb Y B3AEMHOMY C/lyXaHHi, AOBIpi
Ta KOMIEKTMBHOMY Y3rO[)KEHHI CMIC/iB; CMUCIOTBOPYI
MeXaHi3aMu peani3yroTbCsi Yepes ChisibHe iHTepnpeTa-
LifiHe MUCNEeHHS, KOOPAMHALLIIO IHTEHL | cCMMBOAIYHY
penpeseHTaLjilo XyA0XHbOro 06pasy.

MopanbLwi AocnifKeHHA MOXYTb ByTH CNpAMOBaHi
Ha emnipyyHe BMBYEHHS aHcamMb6/1eBOI €KOCUCTEMM
Y PIi3HUX >XaHPOBMX KOHTEKCTax rAMbLIOro ocmuc-
NEeHHs1 B3aEMOfII 0COOUCTOCTI, 3BYYaHHs1 Ta KOJieK-
TUBHOI XY0XHbOT CBIAOMOCTI.
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The article examines ensemble performance as a complex artistic and communicative
phenomenon that goes beyond the purely technical coordination of collective music-making.
The relevance of the study is determined by the need for a theoretical rethinking of ensemble
performance as acomplex cultural and artistic phenomenon whose professional and subjective
dimensions remain insufficiently conceptualized in contemporary musicology. Ensemble
performance is considered a dynamic space of interaction between the individual and collective
subjectivity of musicians, in which the artistic outcome emerges at the intersection of personal
interpretive intentions, shared meaning-making, and mutual listening. The purpose of the
article is to provide a theoretical conceptualization of ensemble performance as an ecosystem
of the formation and representation of the musician’s professional-subjective position and to
identify its artistic, communicative, and meaning-making mechanisms. The methodology of
the study is based on the interdisciplinary application of the methods of analysis, synthesis,
conceptualization, and generalization. It is established that ensemble performance should
be understood as a dynamic and self-organizing ecosystem of artistic interaction within
which the formation and representation of the musician’s professional-subjective position
take place. This ecosystem constitutes a multi-layered space of meaning-making in which
individual and collective subjectivity are engaged in continuous mutual transformation. It is
demonstrated that the professional-subjective position of the musician is formed processually
through inclusion in a network of sonic, corporeal, emotional, interpretive, and communicative
interactions within the ensemble. Its development is associated with the growth of reflexivity,
responsibility for artistic decisions, the capacity for emotive dialogue, and the ability to make
conscious interpretive choices. It is revealed that the artistic mechanisms of the ensemble
ecosystem manifest themselves in collective sounding, timbral sensitivity, dynamic flexibility,
and intonational interaction. The meaning-making mechanisms of ensemble performance
are realized through shared interpretive thinking, coordination of intentions, and symbolic
representation of the artistic image.

Keywords: ensemble, ensemble performance, performing musician, subjectivity, professional-
subjective position of the musician, ecosystem, reflection, interpretation, communication.
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fApocnasa BonogumupisHa ONiiHWK

YKpaiHCbKi (popTeniaHHI AyeTU B KOHTEKCTI
BUKOHaABCbKUX NpakTuk XXI cT.

YK 78.03+78.09+785.7
DOl https://doi.org/10.24195/artstudies.2026-1.16

Y cmammi 00c/idxeHO KOHUEPMHI npogpamu ma BUKOHABChKI iHmeprpemauii Halbiibw
BIOOMUX yKpaiHCbKUX ¢hopmeniaHHuX aHcambsig XXI cm., HanpsiMu IxHbOI Oisi/lbHoCMi ma
nposioHi meHOeHyii. Memotro cmammi € BUsiBneHHs1 ocobsiusocmeli hopmyBaHHsI KOHyepm-
Hux npozpam ma docnioxeHHs1 iHmeprnpemayiliHux mMooenell y disiibHocmi Halibinbw 3Ha-
HUX BIMYU3HSIHUX ghopmeniaHHUX 0yemis 3asHa4yeH020 repiody. Memodosnoaisi 00C/liOXEHHS
6a3yembCsi Ha CUHMeE3i 0XXepesio3Hasyo20 MoWyKy, KOMIapamusHO20 aHaslidy BUKOHas-
CbKUX KOHYenyiti ma emnipuyHux Memodis 360py OaHux (onumysaHHsl, IHMepPBs'toBaHHS).
Buokpem/aeHo Yomupu BUKOHaBChKI WKO/IU ¢hopmeriaHHO-0yemHo20 BUKOHascmasa ma ixHix
rpedcmasHUKIB: WKO/y KOHUenmya/ibHo20 Hosamopemsa, Wo (hOoKycyembCsl Ha KOHyerl-
myaJ/ibHoCMIi, BIOKPUMMI HOBOI My3UKU, aBMmOPChLKOMY BUKOHaBCMBI MBOPIB YKPaiHCbKUX
ma csimosux Komro3umopiga XX—XXI cm., Haskoso yeHmpasbHOI idei abo memamuku,
CMpPYyKMypoBaHux npozpam 3a PI3HUMU MpuHyunamu (MoHo2pagiuHi YUK/U, XaHPosi, KOH-
yenmyasibHO-CMU/IbOBI); WKO/TY ICMOpPUYHO20 BIOPOOXKeHHS ma nomnysspusayii (¢hokyc Ha
CUCMEMHOMY OOC/IIOXEeHHI ma BIOPOOXEHHI HayioHa/IbHOI CrnadljuHU); WKO/Y MOHYMEH-
maJsibHOI opKecmpasibHoOCMI, 5Ky BIOPI3HAMbL MacwmabHiCmb, npagHeHHs 00 BE/UKUX
hopM, opkecmpasibHoCMI 3B8y4aHHsI (hopmeniaHo; WKO/Y akadeMiyHol yHiBepcasibHoCcmi
(ocHOBOIO € MpazHeHHs1 00 npedcmas/ieHHsl WUPOKO20 CrieKmpy My3u4HoOI iimepamypu 8i0
XVIII cm. 0o XXI cm., BK/IOYHO 3 Mas108I00MUMU KOMIO3UYISIMU ma mBopamu YKpaiHCbKUX
asmopis, a MakoX KoHYyepmamu 3 opkecmpom). Takox y cmammi 3p06/1eHO KoMnapamus-
Hull aHasi3 KOHYepmMHuX npoapam, perepmyapHux cmpameaiti, BUKOHaBCbKUX 0CO6/IUBOC-
med. JocnioeHHs1 dae 3Mo2y ocMuC/IuUMU i cucmemamu3sysamu ¢heHoMeH (hopmeniaHHo20
adyemy, sikuli Habysae 8ce binbWwoi Ba2u y My3uyHili 0c8imi ma Ky/ibmypHOMY Xummi YKpaiHu.
Kpim moeo, npudineHo ysazy MiouCyunaiHapHil akmyasabHOCmi O0C/IOXEHHST Ub020 BUOY
MY3UKYBaHHS1 — po3BUMKY Mi>XO0COBUCMICHOI B3aeMOOIi cniBBUKOHaBYiB. [oC/idxeHHs 3apy-
GXHUX HayKOBUYiB BKa3yOmb Ha me, Wo mpusasia 83aeMo0isi y hopmertiaHHoMy dyemi ¢hop-
Mye cmilikicmb eMoyiliHo20 iHmenekmy ma Br/usae Ha PO3BUMOK emMnamii. ¥ BUCHOBKax
MiOKpecsIeHO caMobymHiCmb Ub020 BUOY MY3UKYBaHHS SIK OKPEMOo20 sisuwya 8 My3Uu4HOMY
mMucmeymsi YkpaiHu, susHa4yeHo nodasibwi nepcrnekmusu po3sumky memu. Pesyssmamu
pobomu MOXymb C/ly2yBamu OCHOBOK O/1s1 PO3PO6/IEHHST HOBUX HaB4a/IbHUX npozgpam ma
MEemOoOUYHUX MOCIOHUKIB 07151 My3UYHUX 3aK/1aodis.

Kntodosi cnosa: ykpaiHcbkuli ghopmeniaHHuli dyem, KOHUenmyasbHICMb, XaHp, emnamis,
BUKOHaBChKI WKO/U, IHmepripemauisi.

Apocnasa BonogumupisHa OninHMK
BrKNagay kadheapu MUCTELbKOT OCBITK
XKNTOMMPCHKOTo iepxaBHOro yHIBEPCUTETY
iMeHi IBaHa ®paHka

ORCID: 0009-0008-7834-9997

[lata nepLioro HaaxXo4KeHHs cTaTTi 40
BuaaHHa: 27.01.2026

[Jata npuiHATTA cTaTTi 40 APYKY nicns
peueH3yBaHHs: 10.03.2026

[ara ny6nikauii (onpunogHeHHs) cTarTi:
20.04.2026

MoctaHoBKa npoGnemu. dopTeniaHHWn OyeT K
dopma aHcamb/1eBOro BUMKOHABCTBA € YHIKa/IbHUM
ABMLLEM B YKPATHCbKI My3WYHIli Ky/IbTypi, WO NOEAHYE
KaMepHy iHTUMHICTb i3 MacLITabHICTIO CUMJOHIYHOTO
MWUCNEHHs. oro icTOpUuYHWiA po3BMTOK Big AoMalLL-
HbOro aMaToPCLKOro My3rKyBaHHs y XIX CT. 0 BUCOKO-
NpogoeciiiHOT KOHUEPTHOIT NpakTuKkn XXI CT. Bigobpaxae
He NvLe eBOSIoLiI0 My3UYHMX CMakiB, ane i coujio-
KyNbTYpHI TpaHcdopmaLi yKpaiHCbKOro cycnifibCTaa.
Y cy4acHOMY MUCTELLbKOMY KOHTEKCTI dhopTeniaHHui
OyeT HabyBae HOBUX (DOPM: BiH iHTErpye enemeHTu
[kasy, (hoNbKIopy, eNeKTPOHHOI My3uKK, CTae nnar-
cdopmoto A1 Npem’ep, eKCNepUMEHTIB, aBTOPCbKMX
iHTepnpeTaLjiin Ta KOHUENTYaslbHUX Nporpam.

3a octaHHi 20 pokiB B YKpaiHi xaHp dpopTeniaHHOro
AyeTy HabyB 3HA4HOI NOMyAPHOCTI cepep, niaHicTi.,
chopmyBa/IMCA BMCOKOMPOECiiHI TBOPYI TaHAEMMU,
[ISNIbHICTb SIKMX MOCiJae Barome Micue B YKpaiHCbKii
MY3WYHIli KyNbTYpi Ta OCBIiTi CborogeHHs. Lie I. Anek-
cinuyk — HO. Kot, O. 3aiiueBa — . TaBaHeup, |. Ceptok
Ta O. Konentok, O. Panita ta M. [paraH, Dovhan and
Zubko Piano Duo. Take mucTeLbke sBue noTpebye
I'PYHTOBHOrO AOCAIMKEHHS Ta cuctemarmsalii ykpa-
THCbKMX BMKOHABCbKMX LKA ¢hopTeniaHHO-AyEeTHOro
MY3UKYBaHHS.

YKpaiHcbki popTeniaHHi JyeTn B KOHTEKCTi BAKOHABCbKMX NpakTuk XXI cT.

Okpim TOro, iCHye MXaucumnaiHapHa axTyasb-
HICTb AOCNIMKEHHS LbOro BUAY MY3UKYBaHHSA — Le
PO3BUTOK MiXXOCOOMCTICHOI B3aemogii CniBBMKOHAB-
uiB. JocnimkeHHA 3apyObKHUX HayKOBLB, LLO BUXO-
OATb 3a paMKu My3MKO3HaBCTBA | 6a3ylOTbCA TakoX
Ha Helipo-disionorii dpopTeniaHHO-AYETHOTO BUKOHAB-
CTBa, EMOHCTPYHOTb, LU0 Le aHcaMb/1eBe BUKOHaHHSA
MOPOKYE COLiani3oBaHNii KOHTEKCT, TpuBasi ehekTu
AKOTO OXOMJIOKTb  YBaXHICTb, MNepUenTUBHO-MOTO-
pHY KOoOpAuHauilo Ta emnartiio. TpvBana B3aeMOLis
y hbopTeniaHHOMYy AyeTi He NpocTo crnpusie, a op-
MYE CTIliKICTb €MOLIHOro iHTEeNEeKTy Ta BM/IMBAE Ha
po3BUTOK emnaTii. [OCiIKEeHHA 3 BUKOPUCTaHHAM
MarHitoeHuedanorpadii (MEIN) nokasanu, wWwo nicns
KOPOTKOCTPOKOBOIO TPEHyBaHHSA B AyeTi y MO3Ky chop-
MYETbCA HEMPOHHa penpe3eHTaLis napTii napTHepa.
Lle cBiguMTb Npo Te, WO HEMpOHHI npouecu nigTpu-
MYIOTb CMOCTEPEXEHHA 3a AiAMKU, MDKOCOOUCTICHY
B3aEMO/jil0 Ta emnarito. Bce ue niaTBepmkye Bax-
NNBICTb AOCMIMKEHHS XaHpy dopTeniaHHoro ayery,
30KpeMa yKpaiHCbKMX BUKOHABCLKUX LUK (Bow6GopH,
2019, c. 13).

AHanis akTyanbHUX pocnigpkeHb. Baxu-
BUMW [MKepenamn CTasin matepiain 3 nepiognyHol
npecu — peueHsii, BiATykKM Ha KOHUEpPTW, iHTepB'lo,
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a TakoX nporpamu Ta yknetu oecTnsanis My3mM4yHOro
mMucTeuTBa. [1o TOro XX BUKOPUCTAHO HayKOBI CTaTTi Ta
MOHorpacii, npucesiueHi hopteniaHHoOMy aHcamb/1to,
AK-0T «dopTeniaHHNii gyeT y cucTemi dpopTeniaH-
HOro aHcamob/Il: XaHPOBO-TUMOMOTIYHI  acnekTu»,
«MouapT Ta HapoKeHHSs xaHpy dpopTeniaHHOT YoTK-
PUPYYHOi CcoHaTu», «PO3BUTOK >XaHpy doopTeniaH-
HOro AyeTy B aBCTPO-HIMELbKI POMaHTUYUHIA My3uLLi»
(I. Monbecbka); «[edki acnekTu pPO3BUTKY XaHpy
dhopTeniaHHOro aHcam6/1t0 Ta Moro posb y Cy4acHii
My3un4Hili negaroriui» (1. Edppemosa, /1. Tpoub); «Po3-
BUTOK XXaHpy popTeniaHHOro aHcamo6/110 B Ky/IsTYpPHO-
icTOpryHOMY auckypci» (€. Kypuwes); «lporpamHi
OCHOBM aHPOBO-CTUNBLOBOI hopmy chopTeniaHHOro
ayety» (O. Lepbakosa).

MeTta crartTi nonarae y AOCNIAXEHHI BWKOHAaB-
CbKOT NPaKT1KN oopTeniaHHOro AyeTy B YKpaiHCbKOMY
My3n4HOMY MucTeyTsi XXI CT.

MeTtopgonoria  pgocnipkeHHs.  [kepesio3Has-
ynii MeToq, 3aUTy4eHUn Ansi NoLWyKy HayKoBUX PO3BI-
[JOK Ta iHWWX marepianis npo cpopreniaHHO-AyeTHe
MY3MKyBaHHS, KOMMapaTtuBHUI MeTOoL 3acTocoBa-
HWUIA [/19 NOPIBHAHHS BMKOHABCLKOI TBOPYOCTI TBOpP-
4yMx TaHOEMIB, TaKOX 3aslyyeHi MeToay ONUTYBaHHS,
iHTEPB’IOBAHHA Ta aHani3y.

Pe3ynbTaTn Ta iX 06roBopeHHs. B ykpaiHCbKOMY
MY3MYHOMY MMUCTELTBI MoynHatoum 3 2000-X pokiB
6yn10 CTBOPEHO A0BO/1i 6araTto KOMNo3uLii Ans dopTe-
niaHHOro AyeTy, a TakoX chopmMyBasIncs CTani TBOpi
TaHAEeMU MY3WUKaHTIB, AiS/IbHICTb SAKMX CTBOpUNa
BMKOHABCbKi TpaauLuii Ccy4acHOro AyeTHOro My3uKy-
BaHHA Ta nocnpusna 3HauHii nonyspusadii xaHpy.
Y peneptyapi [OCNIOXKYBaHUX TBOPYUX &sIbSAHCIB,
Takux sk . Anekcinuyk — HO. Kot, O. Panita — M. [Jpa-
raH, O. 3aiiuea — [1. TaBaHeup, |. Ceatok — O. Kone-
JIIOK NPOCTEXYETLCA LjiecnpssMoBaHuii Bigbip komno-
31U, WO OXOMJ/IE AK MY3UYHY CNafluHy MUHYANX
CTOMiTb, TaK i TBOPU Cy4aCHUX YKpaiHCbKUX aBTOPIB.
MparHeHHs Ao iHAMBiAyanizauii BUKOHABCbKOI iHTEp-
npeTauii cnoHykae apTUCTIB A0 MOLUYKY €KCK/IH3MB-
HOro penepTyapy, YacTo 3BepTaryuchb 40 ManioBigo-
MUX abo BrnepLle npeacTtaBneHUX TBOPiB. Ha OCHOBI
OOCNIMKEHHS Oisi/TbHOCTI TBOPUMX TaHAEMIB MOXHa
BUAI/INTL KiflbKa BUKOHABCBKUX LLKIST Cy4aCHOro ykpa-
THCbKOro dhopTeniaHHOro AyeTy, Ak Bigpi3HATLCA 3a
CTU/ICTMKOK penepTyapy Ta Moro 3MiCTOM, BUKOHaB-
CbKVMMU 0COGNBOCTSAMMU.

1. Wkona  KOHUeNTyaslbHOr0O  HOBaTOPCTBa
(O. Panita — M. [JparaH, |. Anekciiuyk — HO. Ko, Kyiv
Piano Duo).

L8 wkona (poKyCyeTbCA Ha KOHLENTyaslbHOCTI,
BIAKPUTTI HOBOI MY3VKUN, aBTOPCbKOMY BUKOHABCTBI,
30Kpema, TBOPIB YKPaIHCbKMX Ta CBITOBMX KOMMO3K-
TopiB XX — XXI cT. Hanpuknag, peneptyapHa cTpa-
Teria ayety nbBiB’AH O. Panita — M. [paraH — ue
noeaHaHHs knacukn (Mouaprt, Ly6epT) i3 cydacHow
My3ukolo (PyHuak, BanniH), 3 0cO6MBUM aKueH-
TOM Ha NPOEKTax, L0 BCTAHOB/IOKTL Aiasior Mix

Bunyck 1 (12). 2026

enoxamu. IXHi BUKOHABCLKI NPUHLMNK I'PYHTYIOTLCS
Ha iHguBigyanizauii napTiii: YHWKaOTb «BUPIBHS-
HOro» 3BYYaHHSA, PO3rNAfalynm AyeT AK <OKUBUI
TeaTp», A€ KOXeH BUKOHaBelb Bifirpae yHikanbHy
pO/ib; 3aCTOCOBYIOTb PEriCTPOBO-TEMOPOBY Apama-
TYPrit0 Ta EKCNepMMEHTYI0Tb 3 (hopTeniaHHMK 6ap-
BaMu, CTBOPHOOUYN 0CO6MBUIA «(DOHIYHUIA NPOCTip»;
[OoNalTb TEeXHiYHI CKNnagHoWw,i CyyacHOi My3UKu
yepes 1 XyLOXHbO-CIOKETHY, 3006paxanbHy iHTep-
npetauito (Npuknag — TBopu MeciaHa).

[Oyet kusaH y cknagi |. Anekcinuyk — tO. Kot byaye
CBOT KOHLEPTHI Mporpamm HaBKoJ10 LLeHTPasbHOT iael
abo TemaTuKuK, CTBOPIOKYM LiMICHI XYAOXHi Hapa-
TMBU. Hanpuknag, «TaHui Hapogis cBiTy» abo «Juc-
KoTeka ANns dopTeniaHHOro AyeTy», Ae B KOHLUEepTi
3 IBOX Biffi/IeHb NpecTaB/ieHi TBOPU Y XaHpi TaHL0
Pi3HMX KOMMNO3UTOPIB Ta enox; B iHWOMY 3aAyMi BTi-
NleHa iges «A3BOHIB», TOOTO BMKOHYBa/IMCb TBOPWU
TUX KOMMO3WUTOPIB, B TBOPYOCTI AKMUX crocTepira-
€TbCA Taka TemaTuka. CniBnpautorTb Y XaHpi ABO-
posi/IbHOro hopTeniaHHOro AyeTy. B ixHili 4ianbHOCTI
NPOCAIAKOBYHOTLCA TpU NiHIT CTUNICTUYHOIO pPO3-
MaiTTa penepTtyapy: NCUXOMOriyHa Ta pOMaHTMYHA
nipuka — TBOpY rNMBOKOro, IHTUMHOIO 3MICTY, KOJ10-
PUCTUYHOTO Ta MNiPUKO-IHTUMHOIO 3MICTY, Hanpu-
knag K. [de6toci, C. PaxmaHiHoBa Ta |. Anekciiiuyk;
haHTacTM4Hi obpasn — TBOPM, WO BTIMIOKTbL Mic-
TUYHI Ta Ka3KOBIi CHXeTU, 30KkpemMa «Biii» Ta «B Hiy
Ha IBaHa Kynana» |. Anekciiluyk; eKkCcueHTpU4Hi Ta
edekTHI N'ecn — AcKpaBi Ta BIPTYO3Hi TBOPU, Taki AK
«Konomuiiku» |. Anekciliuyk Ta pertaiimm B. XXypa-
BMLbKOro. OCOGMMBOCTI BMKOHAHHS 0a3yloTbCA Ha
IHTYITUBHOMY CXO[MJ/IEHHI IHTEHLiOHa/IbHOI CYTHOCTI
TBOPY, TOHKI mepepadi CTWUAK KOMMNO3UTopa, Bif-
YyTTi MipY | cMaky, qoinirpaHHiin TexHiui; ACKpaBoCTi,
enaTtaxHOCTi BMKOHaHHSA 4epe3 pecypc 3BYKOBOIO
KOHTpacTy; sickpaBux TeMbpanbHux 6apsax; Aianosi
iMNpOBi3aLiiHOr0 4yTTA BUKOHaBLA 3 aBTOPCLKOM
iaiomMaTurKoro.

[Oyet nianictiB O. 3aiiyeBa — [. TaBaHeup (Kyiv
Piano Duo) Bigaae nepeary TBOpam, Lo 6ynn cne-
LjiasibHO HanmcaHi ans dopTeniaHo B 4 pykn abo ans
ABOX chopTeniaHo, NiAKPECOYN YHIKaIbHI MOX/IN-
BOCTI LbOro iHCTPYMEHTa/IbHOrO cknaay. My3nKaHTu
chokycoBaHi Ha po3LMPEHHI akageMiYHOro KaHOHY
Ta MoLLYKY HOBOI My3UKMW, aKkTVUBHO BBOAWN Y penep-
Tyap MasioBigoMi TBOpU, Ski Bynn npem’epamun g/is
yKpaiHcbKoi ny6nikv (Hanpuknag, teopu K. YepHi,
[. Kpyra). KoHuepTHi nporpamu [yeTty CTPYKTypoO-
BaHi 3a Pi3HUMU NPUHUMNAMU: MOHOrpadiyuHi Lk
NPUCBSYEHI TBOPYOCTI OAHOro komnosutopa (Hanpu-
knag, yci gyeTtHi TBopy ®. LLy6epTa); aHpOBi LUK/
30cepepkeHi Ha neBHOMY >aHpi («Bedip chopTeni-
aHHMX COHAaT»); KOHUENTyaslbHO-CTWILOBI Mporpamm
npencTaBneHi «YKpaiHCbKOW aHTonorieln Ana dop-
TeniaHo B 4 pykn», ka NPE3eHTYE MY3MKY CyYacHUX
YKpaiHCbKNX KOMMNO3UTOPIB | NPeTeHAY€e Ha CTBOPEHHS
HOBOIO BMKOHABCLKOTO KaHOHY.
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2. lkona icTOpUYHOrO BIAPOMKEHHSA Ta nonyns-
pusauii (O. Himunosuy — Y. Monuko, M. JoBraHb —
H. 3y6ko).

LLi My3ukaHT1 NpeAcTaBAsa0Tb HANPSM, LU0 akKLUeH-
TOBaHWA Ha CUCTEMHOMY [AOCAiMKEHHI Ta Bigpo-
[KeHHi HalioHas1bHOT cnafwmHn. PeneptyapHa cTpa-
Teria ayety O. Himunosuy — Y. MoNuko I'pyHTYeTLCA
Ha BiAHOB/EHHI cnaglnHn ranuubkoi Mysmkmn (Jlona-
TUHCbKUIA, JTiogkeBuY, CiuMHCbKMIA) a Takox b. ®inbL,
N. Onuko, T. JlaweHka, M. Ckopuka. BukoHaHHS
«CriTn gna doprteniaHo B 4 pykM B TPbOX YacTu-
Hax» M. CKopvKa BUMarae Bif, BUKOHaBL,iB 0CO6/IMBOI
ManCTepHOCTI Ta IMUOOKOro PO3yMiHHSA CTUNICTUYHUX
0Cc06/IMBOCTEN [MKasy, 30KpemMa CKNafHOro CUHKOMO-
BaHOIo pUTMY Ta METPOPUTMIYHOT FHYYKOCTI. 3a CBif-
YeHHAM o4YeBMALIB, MiaHICTKN «BiATBOPWUIN KOMMO3U-
Uil MUTUSI Yy G/IMCKYYO-BIPTYO3HI MaHepi 3 MnM60KUM
NMPOHUKHEHHSAM Y CTU/IbOBI OCOBMNBOCTI LET MY3MKM».

[Ayet nianicTis M. JosraHb — H. 3y6ko BigHaLLOB
Ta npeacTtaBvMB LMK pOpTeniaHHO-AYETHMX TBOPIB
C. MMogkesnya. Meta TXHLOro Ayety — PO3LLUMPEHHS
YKpaiHCbKOro penepryapy Ana dopreniaHo B 4 pyku.
Tox y Mexax npoekTy «Jlioakesuny. CnagmHa» agye-
TaHTU NpeAcTaBuaM TBOPW, LLO PO3KPUBAKOTbL Pi3HI
acnekTn KOMMO3WUTOPCLKOI MaicTepHocTi  Jlioake-
Bnya: «llBauka-mapl», «MenaHxoniiHuiA BanbC»,
CivoBuii mapw «OI, iWAM Hawi cnaBHI 3anopoXLi»,
€Bpelicbknii BilicbkoBMil Mapll «bap-Kox6a», Tpu
pi3HOBMAN KONMOMWIOK — uvabapallku. BurKoHas-
CbKi MPUHUMNU: [IMBUHA iHTepnpeTayii, BUKOHAHHS
«MenaHnxoniiHoro Banbcy» C. JllogkeBuya AyeToM
JoBraHb — 3yOKO XapakTepU3yeTbCs LINICHOK 3BY-
KOBOK [Apamartyprieto Ta 3MiCTOBHO-06pa3Hum nij-
XO[0M, SIK 3arasioM i BeCb IiXHil CTUNb BWKOHAHHSA
(IHTUMHICTb, KAMEPHICTb, POMaHTUYHE TPaKTyBaHHAM
posito 6e3 rinepenataHOCTi Ta 3BYKOBMX eqekTiB).

3. Llkona MOHYMeHTasIbHOT OpKecTpasibHOCTI
(O. Yinak — O. KywHip, Piano Duo Chipak Kushnir).

LIS WwkKona BUPI3HSAETbCS MacLUTabHICTIO Ta Bip-
TYO3HICTIO, MparHyyn [0 OPKECTPOBOr0O 3BYYaHHS Ha
dopTeniaHo. PenepTyapHa cTpaTteris: opieHTauis Ha
Be/IvKi popmu (BapiaLii, CloTTH) Ta TPaHCKpUNLii cum-
hOHIUHMX | onepHuX LwWwepaespis (betxoBeH — JlicT).
Mepwoto fiHiEld B penepTyapi € MacluTabHi TBOpU
4Nna doopTeniaHHOro AyeTy CBIiTOBMX KOMMO3UTOPIB.
Lle, 30kpema, AyeTHi TBopu V. Bpamca, M. Perepa,
C. PaxmaHiHoBa, |. CTpaBiHCbKOrO.

[pyroto NiHieto BUKOHYBaHWX TBOPIB € TPaHCKPUNLLT
Ta nepeknaZeHHs BigoMux LweaespiB CMMGOHIYHOT Ta
onepHoi My3uku, Ak-oT K. Bepai — ®. Jlict, «Mapad-
pa3 Ha «Pironetto»» (TpaHckpunuia Agonbcga lot-
ni6a), Abpam YeiiciHc, «PaHTasisa Ha TeMy «J1eTHUOT
MULLI»», ABpam YeiiciHe, «®daHTasis Ha TeMy «Kap-
MeH»», M. PaBenb, «Anbbopaga rpauio3o» (TpaH-
ckpunuis ApoHa by6enbHikosa), /1. betoBeH — ®. JlicT
«CunmdhoHist Ne 9».

BrkoHaBCbki 0COGMMBOCTI: 1) OpPKeCTPasIbHICTb:
BMKOHaHHS BpaXae TeMOpPOBOK Pi3HOMAHITHICTHO,

OMHaMiYHUM HallapyBaHHAM MaacTiB dpaktypu Ta
BMKOPUCTaAHHAM YCbOro 6ararctsa BMPasHUX MOXJ/IU-
BOCTEli iIHCTPYMEHTa, WO CTBOPHE i/1t03iH0 3ByYaHHS
OpKecTpy; 2) aHcaMbneBa €AHICTb: AOCAratwTb rpa-
HWYHOT YNCTOTU Ta LOCKOHASIOCTI Y CKNALHUX TEXHIY-
HMX eni3ofax; 3) CTUNbOBA FHYUKICTb: MOELHYOTb CBO-
604y rubato 3 KNacUYHOK CTPOTICTHO, AEMOHCTPYHOUN
rnnoboke BigYYyTTA DOPMU Ta apXiTEKTOHIKM TBOPY.
3arasiom OpKecTpasibHICTb BUKOHAHHS HasiBHa HaBiTb
y TBOpax, HanucaHux cyto A5 KnaBsipy, Hanpuknag
Yy BUWKOHABCHKI IHTepnpeTauii coHaTy pe-Maxop
(KX448) B.A. Mouapta My3uKaHTW LEMOHCTPYIOTb
XapakTepHi iHTOHaLii IHTPOAYKLiA [0 ONepHUX Crek-
TakniB KOMNO3MTOpa i caMux repoiB 3 onep, 3okpema:
rpainnBICTb XIHOUMX XapakTepiB — iMiTauis CTpyH-
HOro TeMOpy, Nerkictb raMoBOi «BiraHNHU» — KrlapHe-
TOBI TeM6pK, TEMOPOBE | AMHaMIYHE HallapoBYBaHHS
nnacTis aktypu. 3arasioM ycs My3uyHa TKaHuHa
iHTepnpeToBaHa My3uKaHTaMu1 K NPOTOTUN FPU OpKe-
CTPY 3 ioro TembpasibHMM 6aratCTBOM.

4. llikona akagemiyHoi yHiBepcasibHOCTi (1. Cetok —
O. Konentok).

LianbHiCTb LbOro MOM040r0 AyeTy NiAKPec/e
LUIMPOKMIA penepTyapHUiA giana3oH Ta cTabisibHy KOH-
LepTHY aKkTMBHICTb. PenepTyapHa cTpareria: 0Oxo-
nneHHsa Tteopis Big XVIII go XXI cT., 30Kpema maso-
BiAOMiI KOMMO3uLji Ta TBOPM YKPaIHCbKMX aBTOPIB,
a TaKkoX KOHLLepTM 3 opkecTpoM. B penepTyapi, skuii
Mae TpusanicTe 16 roguH, nopsg 3 Bi4OMWMU TBO-
pamu g1s oopTeniaHHOro AyeTy € i Masio BigoMi, Taki
Ak C. bap6ep, umkn «CyseHipu», E. Enrap, «3emns
Hagji i nepemorn», TBOpU I. AHAepceHa, M. PaBens,
C. MoHWKo. B KOHUEpPTHOMY penepTyapi HasBHI
TBOPW B YOTUPW PYKU OS15 ABOX hopTeniaHo Ta KOH-
ueptn 3 opkectpoMm XVII-XXI cT. Takox My3unKaHTu
MatoTb MporpamMy 3 TBOPIB YKPAiHCbLKMX KOMMO3UTOPIB
(1. Wykawno, P. Kawunpuesa, O. LLieByeHKo-Mixasnos-
cbka, [l. Manuit). BUKOHaBCbKi MPUHLMNN: BUCOKUIA
npodoecioHaniaMm Ta MparHeHHs 00 MpeAcTaB/ieHHS
LLIMPOKOTO CMEKTPY MY3WYHOI fiTepatypu, LWo poouTtb
X yHiBEPCA/TbHMW BUKOHABLSIMU.

B1CHOBKM Ta NepcneKkTMBU NOJAAIbLUNX HAYKO-
BUX PO3BiAOK. [oCNiaMBLUN Y NEPLUOMY HaO/IMKEHHI
BMKOHABCbKI  LLIKO/IM  YKPAIHCbKOro  popTeniaHHOro
OyeTy, MOXeMO Bi3HauUMUTN caMOByTHICTb LibOro Buay
MY3MKYBaHHA SIK OKPEMOro fABHLLa B My3W4YHOMY MWC-
TeuTsi YkpaiHu. KoxHa 3 YMOBHO BU3HAUYEHUX LUKiN
Ma€e CBOI iHAMBILya/lbHI penepTtyapHi cTparerii, KOH-
LenTyasibHICTb, BMKOHABCbKi 0COG/MBOCTI, 3HA4HYy
nonynapu3aLito CydacHoi yKpaiHCbKOT My3UKU B XKaHpi
thopTeniaHHoro ayety. MiaHicTX UMX LKA € BIAOMUMN
nosa Mexamy YKpaiHW, KOHLEepTYHUMMU apTucTamu,
a TakoX TpaHCcopMyHTb CBOI 3HAHHS B YKpaiHCbKil
MY3WYHIlA OCBITI. MoganbLui [OCAIMKEHHST YKPAIHCLKOro
chopTeniaHHOro AyeTy € LUMPOKMMU i MOXYTb OXOMNJItO-
BaTW SIK TEOPETUYHI, TaK | MPaKTUYHI acnekT MasoBi-
[OMOT KOMMO3WUTOPCBLKOT cnafwuHn ana dpopreniaH-
HOro AyeTy, YHiKasibHi iHTepnpeTauiinHi 0co6AMBOCTI
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KOXXHOTO AyeTy, BUKOHABCbKY NPakTuKy. FAK Hacnifok,
BOHW AacCTb 3MOTy MM6LLEe 3p03yMiTh eBOstoLit0 dhop-
TeniaHHOro IyeTHOro MmncTeLTBa B YkpaiHi.
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Ukrainian piano duets in the context of 21st century
performing practices

The article examines concert programs and performance interpretations of the most famous
Ukrainian piano ensembles of the 21st century, their areas of activity and leading trends. The
aim of this article is to identify the characteristics of concert program development and to
examine interpretive models in the work of the most renowned Ukrainian piano duos of the
period in question. The research methodology is based on a synthesis of source research,
comparative analysis of performance concepts, and empirical data collection methods (sur-
veys, interviews). Four performance schools of piano duet performance and their representa-
tives are distinguished: the school of conceptual innovation, which focuses on conceptuality,
discovery of new music, original performance of works by Ukrainian and world composers of
the 20th-21st centuries, around a central idea or theme, on structured programs according
to various principles (monographic cycles, genre, conceptual-stylistic); the school of historical
revival and popularization (focus on systematic research and revival of national heritage),
the school of monumental orchestrality, which is distinguished by its scale, aspiration for
large forms, orchestral piano sound, and the school of academic universality (the basis is the
aspiration to present a wide range of musical literature from the 18th to the 21st centuries,
including little-known compositions and works by Ukrainian authors, as well as concerts with
an orchestra). The article also makes a comparative analysis of concert programs, repertoire
strategies, and performance features. The study of this article allows us to comprehend and
systematize the phenomenon of the piano duet, which is gaining increasing importance in
music education and cultural life of Ukraine. In addition, attention is drawn to the interdiscipli-
nary relevance of the study of this type of music making — the development of interpersonal
interaction between co-performers. Studies by foreign scientists indicate that prolonged inter-
action in a piano duet forms the stability of emotional intelligence and affects the development
of empathy. The Conclusions emphasize the originality of this type of music making as a sep-
arate phenomenon in the musical art of Ukraine, and further prospects for the development of
the topic are determined. The results of the work can serve as the basis for the development
of new curricula and methodological manuals for musical institutions.

Keywords: Ukrainian piano duet, conceptuality, genre, empathy, performing schools, inter-
pretation.
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Y OocnioxeHHi npoaHasnizosaHo esosioyit npoghecii dupuzeHma-xopmelicmepa 8 ykpaiH-
CbKill My3UYHiIU Kysibmypi i po32/15Hymo i ik cknadHuli icmopuko-KyibmypHul i Mucmeybkuli
npoyec, 3ymos/eHull 3MiHaMu coyiaslbHo20 cepedosulya, XyOOXHiX npiopumemis ma iHcmu-
myyitiHux ¢hopM XopoBo20 BUKOHaBCmMBa. Y X00i O0CS2HEeHHSI Memu OO0C/IIOXEHO mpaHc-
chopmayito npocpecitiHux ghyHKyil dupueeHma-xopmelicmepa 8i0 pe2eHmMCcbKo-ymusimapHoi
MOOe/li KepyBaHHSI XOpOM 00 Cy4yacH020 ba2amoBUMIPHO20 (heHOMEHA, WO MOEOHYE XyO0X-
HbO-IHMepnpemauiliHy, nedazoaiuHy, opaaHizayiliHy ma coyiokysibmypHy Oisi/ibHicms. Buo-
KPemM/IeHO OCHOBHI iICMOPUYHI emarnu cmaHOB/1eHHST MPOGHECIi, OKPEC/IEHO iXHI XapakmepHi
pucu ma BU3Ha4YeHo YUHHUKU, SIKi BI/IUHY/IU HA 3MiHy cmamycy oupu2eHma-xopmelicmepa
B yKpaiHCbKIl My3uy4Hili mpaduyil. Haykosa HoBU3Ha O0C/IIOXEHHSI 0/1si2a€ 8 KOMIT/IEKCHOMY
ocmucsieHHi npogbecii dupueeHma-xopmelicmepa sik Ky/lbmypomBsop4o20 si8ulya, Wo po3su-
BAEMbCS Y B3AEMO3B'A3KY 3 HAYIOHA/IbHOK IOEHMUYHICMIO, perepmyapHOK MoIIMUKOK ma
CyyacHUMU KOMyHIKamusHUMU npakmukamu. Memodoso2iyHy 0CHOBY OOC/IIOXEHHSI CmaHOoB-
A5IMb cucmeMHUli ma meopemuyHul Mmioxoou, Wo 3abe3neyusau Yi/licHe OCMUC/IEHHST MPo-
checii dupueeHma-xopmelicmepa sik 6azamosuMIpHO20 COYIOKY/IbMYpPHO20 U MUCMeybK020
peHomeHa. CghokycosaHo yBazy Ha AoyislbHOCMI BBaxamu cqhopmoBaHy NPOogheciliHy Oisi/ib-
Hicmb dupueeHma-xopmelicmepa iHmezpamusHOK CUCMEMOND, Y MeXax sIKOI MOEOHYHMbCS
IHOUBIOYa/IbHI MBOPHYI MOXX/IUBOCMI yHACHUKIB XOPy ma KOIEKMUBHA BUKOHABChKa KOHUEMNUis.
Y pesynbmami 00C/IOXEHHS1 BCMaHOB/IEHO, WO CydYacHull oupu2eHm-xopmelicmep sucmy-
rae He iuwe KepisBHUKOM BUKOHaBCbKO20 MpPoyecy, ase U nidepom msopHol crilbHomu ma
MediamopoM Mix XOPOBUM KO/IEKMUBOM i cycrifibecmsoM. [JosedeHo, wo (io2o npogpeciliHa
eghekmuBHICMb 3Ha4YHOK MIPOIO 3a/1eXXUMb 8i0 30amHOCMI ¢hopMyBamu Crpusim/use coyji-
&/IbHO-MICUX0/102i4He cepedoBuwe 8 Ko/lekmusi, adanmysamucsi 00 yMo8 yudgposisayii
Ky/Ibmypu ma BUKopucmosysamu HOBi ¢hopMu KOMYHikauii 07151 nonysasipu3ayii xoposoz2o
mucmeymsa.

Kntoqosi criosa: oupuzeHm-xopmelicmep, Xxoposa Ky/bmypa, ykpaiHcbka My3u4yHa mpaou-
yisi, npogpecitiHa esooyis, dupu2eHmMcbKe Mucmeymso, Mucmeymaso.

MoctaHoBKa npoGsieMu. YKpaiHCbka XopoBa
KynbTypa € OAHUM 3 HAMCTIRKILLMX | HaliBNNBOBILLNX
BUMIpIB HaLlioHa/IbHOT My3n4HOT Tpaguuii. Ti TarnicTs
3abe3neyyBasiac He JiULIE  KOMMO3UTOPCHKUMM
I BMKOHABCBKUMW MpakTvkamu, ane i 0cobsmBo
NPOdIECIHOK NOCTaTTIO — AUPUTEHTOM-XOpMencTe-
poM, SKWii NoeAHYE (OYHKLT XyA0XHbOTO KepiBHUKA,
negarora, iHTepnpeTaropa Ta opraHisatopa Kosek-
TMBHOI TBOPYOCTi. BogHouac npodpecis AupureHTa-
XOpMeicTepa He € CTaTW4YHOK: BOHa 3MiHHOBasiacs
nig BMAIMBOM iCTOPUYHUX TpaHcdopmalid, 3MiHK
IHCTUTYU (LepKBa — OCBITHI OCEPESKN — KOHLEPTHO-
TeaTpa/ibHa cpepa — AepXKaBHi KONEKTUBK), KyNbTyp-
HOT MOMITUKN, €CTETUUYHNX HOPM i TEXHIYHUX MOXN-
BOCTEW 3ByKO3anucy Ta megia.

AHaniz akTyasibHUX [OCNiMpKeHb. Y CydyacHOMY
My3MKO3HABYOMY  AMUCKYpCi  cchopmMyBaBCs  3Ha-
YHWIA KOPMYC HayKOBMX Mpalpb, Y SKUX AUPUTEHTCbKe

BMKOHABCTBO PO3I/1A4aETbCA K KY/IbTYPOTBOPUAI YNH-
HMK PO3BUTKY CYCNIifIbCTBA. Y LUMX AOCNIMKEHHSIX DEHO-
MEH [AMPUIeHTCbKOI AisfIbHOCTI OCMUC/IIOETLCA B Pi3-
HUX HayKOBMX MNMOLLUMHAX — ICTOPUYHINA, eCTETUYHIN,
MCUXOMOTIYHIA, MCUXONOro-NeaaroriyHii, CemMioTUYHIl
Ta MWUCTELTBO3HAaBYIN. ABTOPY aHaNi3yloTb ANPUTEHT-
CbKe MUCTELTBO SK CKnaaHy baratoBMMIpHY cuctemy
XYLOXHLOI KOMYHiKaLil, WO MOEAHYE iHTepnpeTaito
MY3WYHOIO TEKCTY, B3AEMOZII0 3 BUKOHABCHKUM KOJ1EK-
TVBOM i BNIUB Ha COLOKYNLTYpHI npouecu (€. boHaap,
I. Bykpees, O. Bina-boumaH, H. Kpeuko, A. JlaleHko,
I MakapeHko, O. [llonsakos, . [Myuyko-KonecHuk,
I. Caenbesa, O. Ckonuosa, tO. Tkay, B. LLieB4eHKO).
MeTta ctatTi nonfarae y AOCAIAKEHHI OCHOBHUX
eTanis eBosioLjii npodhecii gupureHTa-xopmerictepa
B YKPAIHCbKIA MY3WYHIA Ky/bTYpi Ta BUSHAYEHHI YMH-
HVIKIB, L0 BNMHY/IM HA 3MICT 1A0ro NnpodoeciiiHoil poni,
KOMMETEHTHICHUIA NPOINb i CyCnisibHI GOYHKLT.

EBoniovis npodecii agupureHTa-xopmeiictepa B yKpaiHCbKii My3uuHii kyabtypi || 113-118 [N ]
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MeTogonoria pocnigxeHHA. MeToaonorivyHo
OCHOBOK [OChNiKeHHA eBotoLil npodpecii  anpu-
reHTa-xopmencrtepa B YKpaiHCbKIA My3UYHIl KynbTypi
€ CCTEMHWI Ta TEOPETUYHNMIA NigXoau, AKi 3a6e3neuy-
0OTb KOMM/IEKCHE I LjislicHe OCMUC/IEHHS 3a3HAYeHOro
(peHOMeHa B ICTOPUKO-KY/NIETYPHOMY, MUCTELLbKOMY
Ta couia/ibHOMY BMMipax. 3acTOCyBaHHA CUCTEMHOrO
nigxogy Aasno 3Mory po3rnsgatyi npodpecito agmpu-
reHTa-xopmeiictepa sk 6GaraTtopiBHEBY, AWHAMIYHY
CUCTEMY, LLO (PYHKLIOHYE Y B3aEMO3B’A3KY 3 LUMPLLIMM
KyNIbTYPHUM KOHTEKCTOM. TeopeTunyHuii nigxig pea-
ni3oBaHO Yepe3 aHasi3 i y3ara/lbHEHHSA MONOXEHb
MY3MKO3HaB4YMX, KyNbTYPOOriYHMX, MUCTELTBO3HAB-
4mx Ta NCUX0N0ro-NnefaroriyHnX A4oCnigKeHb, MPUCBS-
YEHUX OMPUTEHTCbKOMY Ta XOpPMEencTepCbKOMYy MUC-
TeuTByY. Y MexXax LbOro niaxoay BUKOPUCTAHO MeToau
iICTOPUKO-TEOPETUYHOIO aHanisy, NopiBHAHHSA, cucTe-
MaTu3auii Ta KOHLENTyas/IbHOro y3araslbHeHHs, Lo
[as10 3MOry OKPec/IMTU eBOJOLLII0 HAYKOBUX YSAB/EHb
npo npodpeciiHy posb AupUreHTa-xopMencTepa, noro
coujasibHi  (OYHKUIT Ta XyO0XHbO-BUKOHABCHKI Npio-
puteTu. MOeAHAHHS CUCTEMHOrO Ta TEOPEeTUYHOro
nigxoAis 3abe3neynmsio HaykKoBy LIMICHICTb [OC/Ii-
[DKEHHS, fano 3MOory iHTerpyBatu pi3Hi piBHI aHaslisy
Ta chopMyBaTU y3arasibHeHi BUCHOBKM 040 €BOJIHO-
Lii npodpecii anpureHTa-xopmeicTepa B yKpaiHCbKil
MY3UYHIl KyNbTYpi, @ TaKoXX OKPECTUTU NepPCrnekTnBmu
i N0A&a/1bLIOro PO3BUTKY B CyHACHUX COLiOKYTbTYPHUX
yMOBax.

Pe3ynbTaTy Ta iX 0GroBOpPEHHA. YNPOLOBX TpU-
Ba/1Or0 iCTOPMYHOrO PO3BMTKY YKpaiHCbKa XOopoBa
KynbTypa akyMy/itoBasia AyXOBHi Ta CBITOMNSAOHI LiH-
HOCTI HaLji, BUCTynaK4yn BaX/IMBUM UYMHHUKOM 306e-
PeXeHHs N TpaHCNAuil KyNbTYPHOI iAEHTUYHOCTI.
ICTOpUYHUMIA  [OCBIA4 MNEPEeKOHNNBO 3acBigyye, WO
LisiecnpssMoBaHe MNOCUNIEHHA POJi XOPOBOTro CriBy
B MY3MYHO-KY/I5TYPHOMY MPOCTOPi  CyCninbCcTBa
cnpusie He nvwe (OpMyBaHHIO BUCOKMX MYy3UYHO-
eCTeTUYHUX YNoAobaHb CAyxaubKoi ayauTtopii, ane
N YTBEPMKEHHIO MOpasIbHO-eTUYHMX OpPIEHTUPIB
i couiasibHO 3HAYYLUX LiHHOCTENR. Y LbOMY KOHTEKCTI
XOpOoBa Ky/ibTypa NocCTae sK NOTYXXHWUIA COLOKYNbTYp-
HWI IHCTPYMEHT, 34aTHWIA BNIMBaTK Ha AyXOBHUIA pO3-
BUTOK OCOGMCTOCTI Ta CyCni/ibCTBA 3arasiom.

3 orngagy Ha ue nopsf i3 BMBYEHHSIM cneljiasib-
HUX NpOdIeCiiHMX acnekTiB  AUPUreHTCbKO-XOPOo-
BOrO MuUCTeLTBa OCOOMMBOI akTyaslbHOCTI HabyBae
OCMUC/IEHHSI COLjanibHUX PyHKUilA | TpaHcdopMma-
uii npodpecii aMpureHTa-xopmeiictepa B CyvacHUX
KybTYPHUX yMOBax. PO3BUTOK MpakTUKN AUPUTEHT-
CbKO-XOPOBOr0 BMKOHABCTBA OpPraHiyHO MOB’sA3aHuiA
3 1l TEOPETUYHUM OCMUCNIEHHSAM, L0 BiJOOpaXKaeTbCcA
B 06araTOBEKTOPHUX HAayKOBUX [OC/IIKEHHSAX CyT-
HOCTI AVPUTEHTCBKOT Ta XOPMENCTEPCLKOI AisiSIbHOCTI.
Y mMexax Lux AoCAiAKEHb MPOCTEXYETLCA €BOMIOLIS
nornsiaiB Ha Npodoecito Yepes Npu3My KysibTyposoriy-
HOro, My3WYHO-eCTETUYHOrO, COLjiaNbHO-MCKUXOSOriy-
HOro, MCUMXOJI0ro-nNesaroriyHoOro Ta My3uKO3HaB4Ooro
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nigxo4is, sIKi NOCAIAOBHO PO3PO6NATLCS Y BITUMU3HS-
HiA | 3apyObKHIl HaYKOBI AyMLUi.

Ha paHHix eTanax CTaHOB/IEHHS XOPOBOrO MWC-
TeutBa (PYHKUiOHa/IbHE HaBaHT&XEHHS AMpureHta
3BOAMIOCA NEPEBaXKHO [0 3abe3nevyeHHss pUTMIYHOI
Y3rOMKEHOCTI Ta CUHXPOHHOCTI BWKOHaHHA. Y [o6y
CepefHboBiuya Ta PeHecaHcy L 060B’A3KN BUKOHY-
Ba/IM MpeLeHTopn abo KaHTopw, siki BignoBsigann 3a
MY3UYHY BMOPSAAKOBAHICTb i LiNICHICTb cniBy nif yac
penirifiHnx o6psaAiB. Y uei nepiog couianbHi yHKUi
OVpUreHTa Wwe He Habynu YiTKoi apTuKynsAuii, a noro
AiSNbHICTL Mana 34e6i/bLIoro yTuAiTapHUin Xxapak-
Tep, CNpsiIMOBaHWn Ha NiATPMMaHHSA aHcamb6neBol
egHocTi (CkonuoBa, LleBuyeHko, 2025). BopgHouac
YX€ Ha paHHIX CTafisiX pPo3BMTKY XOPOBOI MPaKTUKK
OVIPUTEHT BiZirpaBaB Bax/MBY PoOJib Y (POPMYBaHHI
BHYTPILUHbLOI 3r'ypTOBAHOCTI KOJIEKTVBY Ta OKPEC/IEHHI
CMINbHUX XYLOXHIX OpieHTUPIB. Y nepiog bapoko,
3 YCKMaAHEeHHAM My3U4YHOI MOBW Ta PO3LUMPEHHSAM
MacLTabiB XOpPOBMX KOMMO3ULiA, 3pOC/IM BUMOTX A0
NPOMECIHOI NiArOTOBKA AMPUreHTa, 30KpeEMa LLoA0
BOMOAIHHA TEOPETUYHUMWN 3HAHHAMW 1 BUKOHAB-
CbKMMK npakTukamu. Y o6y PeHecaHcy Ta Bapoko,
KON XOpOBe MUCTELTBO Aefasli aKTUBHILLE BXOAWO
B KOHTEKCT CYCNIJIbHUX | LEepeMOHianibHUX Mogii,
OVIPUrEeHT NOYMHAE BUKOHYBATU TaKOX KOMYHIKaTUBHY
OyHKLil0, B3aEMOAIUN 3 ayaUTOpPIED Ta CNpUsaun
MOLUMPEHHIO MY3UYHUX TPAAMNLiiA.

Moganblia eBontouiss npodiecii B pOMaHTUUHY
ernoxy 3yMOBW/1a CTAHOB/IEHHSA AMPUreHTa K MUTLS-
iHTepnpeTaropa, 34aTtHOro He svlle 3abesnedvysatu
TEXHIYHY TOYHICTb BMWKOHaAHHS, ane I dopmMyBaTu
LinicHY XyLOXHIO KOHLEenNujio BiAnoBigHO A0 aBTop-
CcbKkoro 3agymy. Y XIX ctonitTi, Konn iHAuBigyasibHa
iHTepnpeTauis My3M4yHOro TBOpPY Habyna ocob6/vBoOi
Barv, OUPUIeHT YTBEPAMBCS SK XYOOXHIA KepiBHUK
XOpYy Ta BOAHOYAC 5K CMMBO/1 MOr0 coLiasibHOI i TBOP-
Yol €QHOCTI.

ICTOpMYHe KOpiHHA npodecii anpureHTa-xopmeni-
cTepa B YKpaiHi noB’A3aHe 3 pO3BUTKOM LiepPKOBHOIO
cniBy, A& KePiBHUK XOpYy (PEereHT, y LWNPLLIOMY CEHCi —
MPOBIAHVK CNiBOYOT NPaKTUKK) Bi4NOBIAAB 3a N1a0B0o-
iHTOHaUiViHY eAHICTb, AMCLUUNAIHY, A06Ip penepTyapy
TaniaroToBKy cniBakiB. Liei Tmn kepiBHMLTBA ByB TICHO
iHTerpoBaHuii y penirinHO-OCBITHE cepefoBuLle Ta
crnmpaBscs Ha TpaauLilo YCHOTO i pyKOMUCHOTO nepe-
OaHHSA. Y Uili cMcTeMmi KepyBaHHSA XOPOM LOMiHyBa/n
MPaKTUYHICTb | HOPMATUBHICTb: FOIOBHUM 3aBAAHHAM
Byna KOPEeKTHICTb 60rocnyx60BOro BMKOHAHHA Ta
36epexeHHs kaHOHy. OfHakK 3 NOrMNGIEeHHAM Kyfb-
TYPHUX KOHTAKTIB, YCKIaAHEHHAM MYy3U4HOI MOBM,
MOSIBOK0 CBITCbKUX XOPIB i KOHLUEpPTHUX (hopM posib
KepiBHMKa KONEKTUBY NOYNHAE BUXOLUTY 38 MeXi yTu-
NiTapHuX OyHKLi: 3'ABISETLCSA NOTpeba B AUPUTEHT-
CbKili TEXHIL, MeToAMKax BOKa/lbHO-XOPOBOI po60oTH,
CUCTEMHIA MiaroToBUi XopucTiB. OTXe, XOpMencTep
MOCTYMNOBO CTa€ He JILLE «Har/Ia4a4eM NpaBu/IbHOCTI
cniBy», asne i HOCIEM iHTeprnpeTauinHoro 3agymy.
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AHania HaykoBMX AOCAIMKEHb AAE 3MOry [AinTn
BMCHOBKY, WO Yy nNepiog HauioHasibHOro nigHe-
CEHHS yKpaiHCbKa XopoBa crnpasa OTpuMMasia HOBWIA
iMNy/ibC: 3pOCTaE poO/ib aMaToOpCbKMX TOBAPUCTB,
XOpPOBUX TYPTKIB, «MPOCBITAHCbKMX» iHILiaTUB i KOH-
LEepTHOI gisanbHOCTI. [Ons gupureHta-xopmencrepa
Le o3Hayanlo PO3LUMPEHHSI couianbHOT MiCii: nopsag,
i3 XyAOXHIMW 3aBAaHHAMM BUHUKAE PYHKLIST Ky/lb-
TYpHOro nigepctea i npocsiTHMyTBa (Tkad, 2012).
Ha mexi XIX — XX cToniTb XopoBa npakTuka gegani
BMpa3HilLle OCMUC/IOETLCS K IHCTPYMEHT npeacTas-
NIEHHS1 HauioHaUTbHOI MY3MYHOI MOBU. Y penepTyapi
NMOCW/IETBLCA HasABHICTb 0OPOOOK HapOOHWX MICEHb,
[YXOBHOT My3VK/ HOBOFO CTW/IH0, @BTOPCbKMX XOpO-
BMX NONOTEH. BignoBigHO, AMpUreHT-xopMelicTep
MOBVMHEH BOMOAITM HE JfMLIe TEXHIKOK KepyBaHHS,
ane i HaBMYKamMu CTWIbOBOIO aHanidy, XyAoXHbOro
[o6opy TBOpIB, aganTauii CK1agHoOCTI MaTepiany [o
MOXX/IMBOCTEN KONEKTUBY.

Oco6/MBO MOKA30BMM AN1S1 PO3YMIHHS  MiKHa-
pPOAHOT penpeseHTauil XOpoBOro MuUCTeLTBa cTasia
OiSINbHICTb  YKpaiHcbKoi  PecnybnikaHcbkoi Kanenwu
nig kepisHuuTBoM OnekcaHapa Kowwuua: TpuBani
ractponi (nMoHag 5 pokiB), oxonneHHa 17 «kpaiH
i COTEHb MICT, 6arato KOHLEPTIB Yy CBITOBUX LieHTpax
3acBigunau, Lo AMPUreHT-XxopMelicTep Yy HOBUX ICTO-
PUYHNX YMOBaxX MOXe BUKOHYBATW POJib KY/NIbTYPHOrO
avnnomarta i «nepekiagada» HauioHa/IbHOI My3uy-
HOT MOBW ANS IHLWOT ayguTopil.

Y XX cTonitti npodiecia  gmpureHTa-xopmeri-
cTepa CyTTEBO IHCTUTYLIOHANI3YETLCSA: PO3BMBAETLCA
Mepexa My3UYHUX YUUNLLL | KOHcepBatopil, hopMy-
HOTbCS CTabi/IbHI KOHLEPTHI KONEKTUBK, MiACU/TIOETLCS
ponb PiTapMOHIiHUX CTPYKTYp. MapanenbHo pagsH-
CbKa Ky/nbTypHa MONITUKA CTBOPKE [ABOICTUIA KOH-
TEKCT: 3 ofHOro 60Ky, AepxaBa 3abesnedye ¢piHaH-
CyBaHHS, cTaTtyc i matepianbHy 6a3y 4159 KONEKTUBIB;
3 [HLWOro — BCTAHOB/IKOE i€0NOrNYHUIA KOHTPOb Haf
peneptyapom i TemaTukow. [loka3oBum npukna-
[OM AepxaBHOro hopmaTtyBaHHS XOPOBOI KynbTypu
€ CTBOPEHHA [lepXXaBHOr0 YKpalHCbKOro HapoHOro
xopy (HuHI — HauioHanbHuin xop iM. . BepbOBKM)
y 1943 poui NOCTaHOBOK YPSALOBUX OpraHis, LWO
3aKpiNUI0  MOAENb  «PEenpPe3eHTaTMBHOMO»  KOMekK-
TMBY 3 YiTKO BW3HAYEHOM KY/IETYPHOK (DYHKL €.
Y uin mogeni anpureHT-xopmelictep gegani Ginblue
NOeAHYE XYLOXKHE KEPIBHULTBO 3 OpraHizauiiiHumm 1a
penepTyapHO-NOMITUYHHUMUN KOMMNETEHLSIMW: BiH Bif-
noBiZae 3a LiNiCHICTb 06pa3y KONEeKTUBY, CTUAICTUYHY
OOHOPIAHICTb Nporpam, CLEHIYHY AUCuMniHy, B3a-
E€MOLII0 3 KOMMO3UTOPaMK Ta apaHXXyBaslbHUKaMU.

Micna 1991 poky 3MIHIOETLCA Ky/bTYpHa napa-
AVrMa: xopoBa My3uKa akTUBHILLE MOBEPTAETbCA [0
OyXOBHOI cnafwmHn, 3abytux abo MapriHanizoBaHux
iMEH, BIHOB/IOE 3B'A30K 3 TPAAULIAMU YKPATHCLKOT
cakpasibHOI My3UKN Ta HOBITHIMW KOMNO3MTOPCHLKMMU
nowykamu. [upureHT-xopmeictep y ueli nepiog
Jefani yacTilwe nocTae K Kypatop penepryapHuX

cTpareriii, iHiLiaTop npem’ep, iHTepnperaTop, LWO
BMOYOBYE HOBI CMUC/OBI pamMK/ 3BYYaHHSI K/1acuKu
M cyyacHOCTI. lilocTpaTuBHMM € NpuUKIaz TpUBasioro
KepiBHMLUTBa €BreHa Casyyka HauioHasibHOW 3ac/y-
XXEHOI akaJeMi4yHOW Kanenow YkpaiHn «ymka» (3
1984 poky), fe hyHKuUiA xopmelicTepa NOeaHYETHCS
3 MPOrpamoTBOPEHHAM, racTpPOSIbHOK MOAITUKOK Ta
npe3eHTalied  YKpaiHCbKOT Ky/nbTYpHOI  ChafwmHmn
B YKpaiHi Ta 3a KopAoHOM. TyT BUpa3HO NPOSIBNSAETHCA
Cy4YacHWiA 3CyB: AVPUTEHT-XOPMENCTep — Le He nuwe
MancTep «BHYTPILIHLOI KyXHi» XOpy, asie i nyoniyHa
nocTatb, WO (opMye KyIbTYpHWUIA NOPSAOK AEHHWI
yepes penepTyap, NoAii, 3anncu i KOMyHikaw,ito.

Y XXI cToniTTi Npodiecist AnpureHTa-xopmerictepa
3a3Ha€e 3MiH nig BNAMBOM LMMPOBUX TEXHOMOTrIN
i MegiacepepoBuwa. CyyacHi gocnimkeHHs (Tkau,
2012; Tkau, 2025; MakapeHko, 2006; KaudypuHelb,
2020) npAMO NOB’A3YK0Tb PO3BUTOK TBOPYOT iHAMBIAY-
albHOCTi AMpUreHTa-xopmerictepa 3 BNMBOM Lng-
poBi3aLji Ta HOBUX KOMYHIKaTUBHUX dhopmari. Big-
noBigHO, Y NpocpeciiiHoMy npocpini 3pocTae 3HauYeHHs
Taknx KOMNETEHTHOCTEN:

— MefiakoMneTeHTHICTb (poboTa 3 aygio/Bigeosa-
MUCOM, OHNaWH-TPAHCAUISIMW, MPOMOL,EI0);

— MPOEKTHO-OpraHizauinHi - HaBWYkM  (TPaHTOBI
3asBKM, pecTuBasibHI hopmaTi, NapTHEPCTBA);

— METoAMYHA THYYKICTb (3MilLaHi pexummn pene-
TULiA, AMCTaHUINHI KOHCYbTauii, umdpoBi 6ibnioTekn
napTuTyp);

— IHTEepKyNbTypHa KOMYHiKauis (MiXHapoaHi pesu-
OeHuii, konabopadii, nporpamHi KoHLenuil Ans pisHUX
ayauTopiin).

AHani3 HaykoBux ny6nikauin (boHaap, 2019; Bina-
BoumaH, 2024) nae 3mMory BUMOKPEMUTU HOBI MiAX0OAM
00 OUiHIOBaHHA  iHAMBILYaNlbHOTO  BWKOHABCBLKOIO
CTUO0 AMpUreHTa-xopmMencTepa Ta cneuudiky B3a-
eMOfil B CUCTEMI «OUPUFEHT — XOPOBWUIA KOMEKTUB.
Taki po60TV BaXX/IMBI TUM, LLO NPOMOHYIOTb AOCAIA-
HULbKI IHCTPYMEHTM oOnucy npodpeciiiHol mancTep-
HOCTI He JIMLLIE Ha PIBHI «XKECTY», asie il Ha PiBHi KOMY-
Hikauii, nigepcTea, ncuxosnorii aHcamo6a. OkpemMuii
610K Cy4acHUX BUWK/IMKIB MOB’sA3aHWiA 3 TpaHcdop-
MaLielo MUCTELbKOT OCBITU: 30Kpema, AOC/iIXeHHS
npo6nem ¢haxoBOi NiArOTOBKU AUPUTEHTa-XOPMEN-
cTepa BKasylTb Ha NOTpeby OHOBMIEHHS METOAMK,
NMOCUNEHHSA CaMOCTIHOI | TBOPYOi AiSNbHOCTI 340-
OGyBauiB, a TakOX BpaxyBaHHS [OCBIQY AWNCTaHLIRA-
Horo HaB4yaHHs (Tkauy, 2025). B pesynsrtati npodecis
OVpureHTa-xopmencTepa CbOrogHi  (PYHKUIOHYE 5K
KOMMJIEKCHA: BOHA MOEAHYE XyAOXHIO iHTeprpeTaL,ito,
nefaroriyHMiA - CynpoBifA, MEHEMXMEHT Ky /IbTYPHUX
MPOEKTIB i Ny6NiYHYy KOMYHiKaLilo B yMOBax BUCOKOT
KOHKYpeHL,ii 3a yBary ayauTopil.

YNpoBafpKeHHS Cy4acHMX LUPPOBMX TEXHOMOTIN
CYTTEBO TpaHCcopmMyBasio MoAesi B3aeMOAil Xopo-
BMX KOMEKTUBIB 3i C/yXalbKOK ayAuTOpIiE, BiA-
KPUBLLW HOBI KaHaM KOMYHiKaLil Ta MOXMBOCTI AN
nonynsipuaauii XopoBoro MncTeuTsa. Y npodeciHii
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[iSANbLHOCTI AUPUTEHTIB Aefasi akTUBHILLE BUKOPUCTO-
BYIOTbCS LCPPOBI NNaTdopmu il OHNaliH-cep.icn Ans
opraHisauii peneTuuiiHoro npoecy, NpoBeAeHHs KOH-
LEepTHUX 3ax0AiB Ta NiATPYMaHHSA NOCTIiHOrO 3B’A3KY
3 ny6nikoto. Ak 3ayBaxye H. Kpeuko, ogHi€0 3 iHHO-
BaLiiHUX DOPM MUCTELLKOI AiSNbHOCTI, Wo Habyna
MOLUMPEHHS Cepef, XOPOBKX KOMEKTMBIB, CTas10 BMPO-
BaKEHHs1 dpopmaTiB OH/IAH-KOHUEPTIB, SKi po3Ln-
POKOTb MEXi KOHLepTHOro NMpocTopy Ta ayAuTOpHOro
oxonneHHs (Kpeuko, 2021).

Y cyyacHux ymoBax AMpUreHT-xopmeiicTep aepani
6inblLUe YCBIAOM/THOETHLCS HE NULLE SK XYAO0XHI KepiB-
HWK, ane i AK nigep couiasibHO-TBOPYOI CMiNIbHOTH,
BiAMOBiJaNbHUIA 32  (QOPMYBaHHS  CNPUAT/IMBOIO
MCUXOMOMYHOrO Ta KOMYHIKaTMBHOIO cepegosuLla
B XOPOBOMY KO/MEKTMBI. oro AisnbHicTb cnpsiMoBaHa
Ha NiATPUMKY iHKHO3MBHOCTI, PO3BUTOK KyAbTYpU
B3aemornoBarn Ta CTBOPEHHA aTtmocdepu TBOPYOT
[0BipK, WO € nepefymMoBO e(pekTUBHOI KOEeKTUB-
HOT po60TU. BaxkMBMM acnekToM npodeciiiHoi KoMm-
NMEeTEHTHOCTI AMpUreHTa cTae 34aTHICTb [0 CBOeYac-
HOTO BUSAB/IEHHA Ta KOHCTPYKTMBHOIO PO3B’A3aHHA
BHYTPILLIHIX KOHC/IKTIB, Y3roMpKeHHs iHAMBIoyasib-
HMX MOTMBALil y4acHWKIB i CNPSIMYBaHHS 1X y pyc/0
CMINbHUX XYOO0XHIX Line.

Pa3om i3 BHYTPILUHbOKONEKTUBHUMY (DYHKLiAMM
OVPUreHT BUKOHYE poO/b Mediatopa MK XOPOBUM
KOJTEKTVBOM | COLjiyMOM, iHiLilOH04YN KyNBTYPHO-MUC-
TeLbKi NPOEKTU, A0/TyHYaUunCh A0 TPOMaAChKUX i Npo-
CBITHULbKMX iHILiaTMB Ta pO3LIMPIOYN ayauTopHe
nosie XOpoBOro MuUCTeuTBa. Y LbOMY KOHTEKCTI 0CO-
611MBOro 3HaYEHHs1 HabyBa€ BUKOPUCTaHHS LiMhpoBux
nnardgopmM i megiapecypcis fIK iHCTPYMEHTIB nonyns-
pu3auii XopoBOi TBOPYOCTI, Npe3eHTauji penepTtyapy
Ta (opMyBaHHA CTa/10r0 Aiasiory 3 pisHUMU rpynamm

cnyxauis.
BogHouac K/OYOBOK — CKIAA0BOK  YACTUHOK
npocpeciiHOi  AiSNbHOCTI  AupureHTa-xopmerictepa

3a/IMWA€ETbCs 3abe3neyeHHsi rapMOoHINHOT B3aeMoil
BCEpeauHi KONeKTVBY, WO nepeabayae NoefHaHHA
iHAMBIAyaNbHUX TBOPYMX MOX/IMBOCTEN ChiBakiB
Y UiNiCHY BMKOHABCbKY KOHLENui. AK cnpaseaMBo
3a3Havae . CaBenbeBa, xopmeiicTep 3asyyae Ao
BMKOHABCbLKOrO MPOLECY KOMEKTUB SCKPaBUX iHOMBI-
AyasibHOCTeN, SKi MalTb nNignopsigkyBaTucsa cnifb-
HOMY XYLOXHbOMY 3afymMy Ta CBIiJOMO OGMEXUTU
NposiBM 0COBUCTOI TBOPYOI aBTOHOMII 3a41s [fOCAr-
HEHHs1 UiNicHOro KonekTuBHoro pesyneraty (Case-
nbeBa, 2014). Came 34aTHICTb AMpuUreHTa oo 6anaH-
CYBaHHA MK iHAVBIAYANBHUM | KONEKTUBHUM BUMIPOM
TBOPYOCTi BU3Ha4ae e(pekTUBHICTb 10Oro nigepcrea Ta
XYLOXHIO SIKICTb XOPOBOIO BUKOHAHHS.

BuCHOBKU Ta nepcnekTuBu noganblunX Hay-
KOBUX PO3BIAOK. Y pe3ynbrati AOC/iAXEeHHS NpoBe-
[eHO aHani3 eBonoLii npodecii gupureHTa-xopmei-
cTepa B YKPAIHCbKI MY3UYHIil KynbTypi B LLMPOKOMY
iCTOPVKO-KY/IbTYPHOMY Ta COLia/IbHO-MUCTELbKOMY
KOHTEKCTi, WO [Aasio 3MOry NPOCTEXUTU AUHAMIKY
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3MiH 1i0ro npodpeciiiHux OyHKLiA, ponen i komne-
TEHTHICHUX XapakTepucTuk. Pesynstatn nposege-
HOro AOC/IMKEHHA Aal0Tb MOX/IUBICTb AIATA BUCHO-
BKY Npo Te, Wo npodiecia gupureHTa-xopmencrepa
3a3Hasia CyTTeBOI TpaHcdopMalii: Bif pereHTCbKo-
yTUMITapHOT MoAesi KepyBaHHS XOPOBUM CNiBOM [0
cy4acHoi 6aratoBUMIpHOT AiS/IbHOCTI, AKa NOefHye
XYOOXHbO-IHTEPNPETALiiHy, negaroriyHy, opraHi-
3aLiiiHy, COLIOKYNbTYpHY Ta KOMYHIKaTUBHY COYHK-
Lji. BcTaHOBNEHO, WO KAKYOBMMWU YMHHUKAMU L€l
eBOJIILIT CTa/ I 3MIHW CYCNiSIbHO-KY/TbTYPHUX YMOB,
PO3BUTOK IHCTUTYLINHOT CUCTEMU MY3UYHOI OCBITH,
TpaHcdopmaLisa penepTyapHOl MNosiTMKM Ta 3poc-
TaHHA PoNi AMpUreHTa AK HOCIA HalioHaIbHOT Ky/b-
TYPHOT i4€HTUYHOCTI.

JoBefeHo, Lo Ha cyyacHOMY eTani AUpUreHT-xop-
MelicTep nocTae He NiLle K KepPiBHUK BUKOHABCHKOro
npouecy, asne i Ak nigep TBOPYOI CNiNbHOTY I Megia-
TOP MK XOPOBWM KOMEKTMBOM i CyCMiNIbCTBOM, 34aT-
HUIA hopMyBaTV Ky/bTYPHI CMUCM Ta 3abe3nedyBatu
iX aKTyanisauito B ymoBax MefiaTu3oBaHoro i uud-
poBoro npoctopy. [ligkpecneHo, W0 npodeciiHa
eeKkTVBHICTb AuvpureHTa gefani Ginblue 3a1exuTb
Bif PiBHSA Or0 MCMXO/OTiYHOT, coLiaslbHOT Ta KOMYHi-
KaTMBHOI KOMMETEHTHOCTI, YMiHHS MOEAHYBaTW iHAN-
Biya/ibHi TBOpYi NPOSABM YYACHWUKIB XOpY B LiMICHY
XYL,0XHIO KOHLENUito. MepcnekTnem nojasiblumx Hay-
KOBMX PO3Bi0K y6auaroTbCs Y AOCNIIKEHHI CydacHUX
mogeneli haxoBoi NiArOTOBKM AUPUTeHTa-XopMeit-
cTepa y 3aknazax MUCTELbKOT OCBITH.
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The study analyses the evolution of the profession of choir conductor in Ukrainian musical
culture and considers it as a complex historical, cultural and artistic process determined by
changes in the social environment, artistic priorities and institutional forms of choral perfor-
mance. The study examines the transformation of the professional functions of the choir
conductor from a utilitarian model of choir management to a modern multidimensional phe-
nomenon that combines artistic interpretation, pedagogical, organizational, and sociocultural
activities. The main historical stages of the profession’s development are highlighted, their
characteristic features are outlined, and the factors that influenced the change in the status
of the choir conductor in the Ukrainian musical tradition are identified. The scientific novelty
of the research lies in a comprehensive understanding of the profession of choir conductor
as a culture-creating phenomenon that develops in conjunction with national identity, rep-
ertoire policy and modern communication practices. The methodological basis of the study
consists of systemic and theoretical approaches that provided a holistic understanding of the
profession of choir conductor as a multidimensional sociocultural and artistic phenomenon.
The focus is on the expediency of considering the established professional activity of a choir
conductor as an integrative system that combines the individual creative abilities of choir
members and a collective performance concept. The study found that the modern choir con-
ductor is not only the leader of the performance process, but also the leader of the creative
community and a mediator between the choir and society. It has been proven that their profes-
sional effectiveness largely depends on their ability to create a favorable socio-psychological
environment in the collective, adapt to the conditions of digitalization of culture, and use new
forms of communication to popularize choral art.

Keywords: choir conductor, choral culture, Ukrainian musical tradition, professional evolu-
tion, conducting, art.



®m MOJEPHI MOWYKWN 'Y MPOCTOPI MUCTELTBA

Oinasep Migatosny OcmaHoB

Banbc K CTPYKTYPHO-ApamMaTypriyHnMm YUNHHUK
BiAeHCbLKOI onepeTun MoraHHa LTpayca:
YXaHPOBO-CTU/IbOBUM

Ta ANPUreHTCbKO-iHTepnpeTauiiHnii BUMipn

Y[K 78.085.2:782.8:781.68:78.071.
1llTpayc»18»(436)(045)
DOl https://doi.org/10.24195/artstudies.2026-1.18

Oinasep Migatosny OcmaHoB

3aCNyXeHWn gisy MUCTeLTB YkpaiHu, JOLEHT,
npodpecop kadpeapun onepHo-cUMOHIYHOro
OVpUryBaHHs

HauioHasibHOi My3uyHOI akageMii YkpaiHu
ORCID: 0000-0001-7883-3828

[Jlata nepLuoro HaAxo)KeHHs cTaTTi 4o
BuaaHHa: 09.01.2026

[Jata npuiiHATTA cTaTTi 40 APYKY nicns
peueH3yBaHHsA: 10.02.2026

[ata ny6nikauii (onpuaogHEHHs) cTaTTi:
20.04.2026

Y 0ocsioxeHHi npoaHanizosaHO eso/oyito nMpoghecii dupuzeHma-xopmelicmepa 8 ykpaiH-
CbKill My3U4HIl Kynbmypi i po32/1siHymo ii sik ckaaodHul icmopuKko-KyibmypHuUl | Mucmeybkud
rpoyec, 3ymos/eHull 3MiHamu coyiasibHo20 cepedosuLya, XyOoxHIX fpiopumemis ma iHcmu-
myuiliHux ¢hopm XopoB020 BUKOHascmBa. Y X00i 00CsieHEHHS1 Memu O0C/OXeHO mpaHc-
hopmayito npoghecitiHux ghyHKYli dupueeHma-xopmelicmepa 8id pe2eHMCbKo-ymusimapHoi
MoOeni KepysaHHs1 XOpOM 00 Cy4acH020 6baeamoBUMIPHO20 (heHOMEHA, WO MOEOHYE XyOOX-
HbO-IHMepnpemayiliHy, nedazoaidHy, opaaHisayiliHy ma coyioky/ibmypHy OisiibHicmb. Buo-
Kpem/1eHo OCHOBHI iICMOPUYHI emaru cmaHOoB/1eHHs1 MPOGOECIi, OKPEC/IEHO IXHI XxapakmepHi
pucu ma BU3HaYeHO YUHHUKU, SIKi BI/IUHY/IU Ha 3MiHy cmamycy dupu2eHma-xopmeticmepa
B yKpalHCbKIl My3u4Hili mpaduyii. Haykosa HoBU3HA OOC/IOXXEHHSI M0/152a€ 8 KOMI/IEKCHOMY
ocmMUc/IeHHI npoghecii dupuzeHma-xopmelticmepa siK Ky/ibmypomsop4020 s8ulya, Wo po3su-
BaEMbCS Y B3aEMO3B'A3KY 3 HAYIOH&/IbHOK IOEHMUYHICMIO, perepmyapHO0 MosIimuKo ma
CyyacHUMU KOMyHiKkamusHUMU nipakmukamu. MemodosoaiyHy 0CHOBY 00C/IIOXXEHHSI CmaHOoB8-
155mMb cucmeMHuli ma meopemuyHul rMioxodu, wo 3abe3nequsu YislicHe 0CMUC/IEHHST Npo-
ghecii dupuzeHma-xopmelicmepa sik 6azamosUMIPHO20 COYIOKY/IbMYPHO20 U MUCMEeYbKo20
cbeHomeHa. CehoKycosaHO ysazy Ha doyi/IbHOCMI BBaXkxamu cghopmMoBaHy npoghecitiHy disisib-
Hicmb dupu2eHma-xopmelicmepa iHmeapamusHOK CUCMEMOIO, Y MeXax sIKOI MOEOHYoMbCSI
IHOUBIOYa/IbHI MBOPYI MOX/IUBOCMI yYACHUKIB XOPY Ma KO/IeKmUBHa BUKOHABChKa KOHUenyjisi.
Y pe3ysibmami 00C/idXeHHs1 BCmaHoB/IeHO, WO CyyacHull dupu2eHm-xopmelicmep sucmy-
nae He suwe KepisBHUKOM BUKOHaBCLKO20 rpoyecy, ase U idepoM mBopYOi Cri/lbHOmuU ma
Meoiamopom MiXX XOPOBUM KO/IeKMUBOM i cycniisemsoMm. [josedeHo, wo Uo2o npogecilHa
eghekmuBHICMb 3HaYHOK MIPOI0 3a/1eXumb 8i0 30amHocmi ¢hopMysamu Cripusim/iuse coyji-
&/1bHO-MICUX0/102i4He cepedosule 8 Kosekmusi, adanmysamucsi 00 ymos yugbposizayii
Ky/lbmypu ma suKopucmosysamu Hosi ¢hopMu KoMyHikauii 07151 rnonyssipu3ayii xoposo2o
mMucmeymsa.

Knrouosi cnosa: oupueeHm-xopmelicmep, Xoposa Ky/ibmypa, yKpaiHcbka My3udHa mpaou-
yisi, npocgpeciliHa esontoyis, dupu2eHmMcbKe Mucmeymso, Mucmeymaso.

MocTtaHoBKa npo6nemu. MNpobnematvka [ocni-
[DKEHHS 3yMOB/IeHa CTIKUM HayKOBO-BMKOHABCHKUM
iHTepecoMm [0 TBOpYOi cnaawmHu VoranHa LlTtpa-
yca (CMHa) — MPOBIAHOro npeacTaBHMKA BiAEHCHKOT
MY3WUYHOT KyNbTypu Apyroi nososuHu XIX CToniTTH,
yns AiSNbHICTb CYTTEBO BMJIMHYMA Ha €BOJIOLiHO
TaHUIOBasSIbHUX XaHpPiB i, 30kpemMa, Ha dopMyBaHHSA
BiJeHCbKOI onepeTu. My3vka KOMNo3uTopa, Mo3Ha-
yeHa sICKpaBO BUPAXEHOK MeNoANYHOK 00Pa3HICTHO,
XaHPOBOK [EeMOKPaTUYHICTIO Ta BUCOKAM pPiBHEM
OPKEeCTPOBO| MaCTePHOCTI, AOCi 3a/IMLLAETLCA aKTy-
a/IbHOK $K Yy KOHLEPTHO-CLEHIYHIA npakTuui, Tak
i B Cy4acCHOMY My3/MKO3HaBYOMY LUCKYPCi.

Ocobnvee micue y TBopyocTi MoranHa LTpayca
nocigae BasibC, AKUA Yy MOro iHTepnpeTauii 3a3HaB
CYTTEBOI XyA0XHbOT TpaHcopmaluii: Big nobyToBOro
TaHLUOBA/IBHOTO XaHPY A0 CaMOCTINHOro CUMOHI-
30BaHOro opkectpoBoro TBopy. Came cuMdoHi3auis
Ba/1bCy, MOELAHAHHA TaHLIOBa/IbHOI PUTMIKM 3 PO3-
FOPHYTOK OPKECTPOBOK Apamatyprielo Ta BUTOHYe-
HOK TEMOPOBOK MasliTPOK, CTana BU3HAYA/IbHUM
YMHHUKOM (OOPMYBAHHSA HAVBIAYANIbHOTO KOMMO3U-
TOopCcbKOro cTuto LWTpayca-cuHa. Lii pucu opraHiyHo
iHTErpyBasMCs i B 1Oro OnepeTHy TBOPYICTb, CNpUYn-
HVBLLM CTAHOB/IEHHA 0COGMBOTO TUMY TaHLIOBa/TbHOT

Ba/ibC SIK CTPYKTYPHO-APaMaTYpPriuHmil YUNHHUK BifeHCbKoi onepetyn MoranHa Ltpayca...

onepeTn, B SiKiil BaslbC BUCTYNAE HE NMLLE XaHPOBO
NpUKpacoto, ase it CTPYKTYpo- Ta ApamatypridyHo 3Ha-
YyLLMM eIEMEHTOM.

Y UbOMY KOHTEKCTi akTyaslisyeTbCA NUTAHHS ANpPU-
FeHTCbKOT iHTepnpeTaL,jii Ba/ibCOBOro Hayana y BigeH-
cbKili onepeti MoranHa LUTpayca. He3saxatoun Ha
3HAYHY KiNIbKiCTb AOCNIAXEHb, NPUCBAYEHNX ICTOPUKO-
CTUNbOBUM Ta XaHPOBUM acnekTam horo TBOPYOCTI,
ONPUTEHTCbKNI BMMIP OCMUC/IEHHSI BaslbCy B oOne-
peTi 3a/IMWaeTbCA HefOCTaTHLO CUCTEMATN30BAHMM.
[Nsi BUKOHABCLKOT MPaKTUK/ NPUHLUUNOBO BaX/TMBUM
€ PO3YMiHHSI 0COB/IMBOCTEN TEMMNO-PUTMIYHOI OpraHi-
3auii, dppasyBaHHs, arorikv, 6anaHCcyBaHHA MK TaH-
LIOBa/IbHOK NErKICTIO Ta CUMCDOHIYHOK LINICHICTHO,
Lo 6e3nocepesHbO BU3HAYAE XYLO0XHIO NEPEKOH/N-
BICTb CLIEHIYHOro BTi/fIeHHs onepeT LWTpayca.

OTxe, npobnema [OCMIIKEHHS NONSArae y Heoo6-
XiflHOCTi KOMIM/IEKCHOTO OCMMWC/IEHHA POAi BaslbCy
B CTPYKTYpi BigeHcbkoi onepeTu WVoraHna LTtpayca
3 NO3ULili AUPUTEHTCbKO-IHTEpNpeTaLiiHoOro nigxoay,
WO Aae 3MOry normbuTn ysiBNEHHS MPO >XaHpPOBO-
CTW/IbOBY cneundiky Moro TBOPYOCTI Ta CNpUSE MiaBK-
LLIEHHIO PiBHSA CyyYacHOT BUKOHABCLKOT iHTeprpeTauil.

AHani3 akTyanbHUX pochnimkeHb. Ha cyuac-
HOMYy eTani My3WKO3HaB4oi Hayku npobrema
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YK@HPOBO-CTW/IbOBOTO OCMWC/IEHHA Ta iHTepnpeTta-
Lii Basbcy B TBOpYOCTi MoraHHa LLiTpayca npusep-
Ta€ CTiliky yBary sk AOCAIAHWKIB iCTOPIT My3uKKM, Tak
i MPaKTUKYyrUMX BUKOHABLIB Ta OWPUTEHTIB. AHani3
aKTyaslbHUX HayKOBMX Npalb Aae 3MOry BUOKPEMUTU
Ki/flbka B32€EMOMOB’A3aHUX HamnpAMIB  AOCIIKEHHS,
AKi hOPMYIOTb TEOPETUYHE NIAIPYHTA AN PO3rnsasy
Ba/1bCy Y CTPYKTYpI BiAEHCbKOI OnepeTu.

Hacamnepepg, 3HauHWii nacT JOCNiAKEeHb NPUCBS-
YEHWIA COLLIOKY/IETYPHOMY Ta XXaHpPOBOMY KOHTEKCTY
onepeTHoi TBopuocTi MoranHa LTtpayca. Y upomy
acnekTi MokasoBow € MoHorpadis Kaminam Kput-
TeHaeH Johann Strauss and Vienna: Operetta and
the Politics of Popular Culture, y sikili onepeta pos-
rNAaeTbCa K (PEHOMEH MICbKOT KynbTypu BigHs
apyroi nonosuHn XIX cToNiTTA. ABTOpKa aHaslisye
TBOpUYicTb LLUTpayca y 3B’A3Ky 3 npoLecamu eMokpa-
Tm3auii My3M4YHOro MucTeuTBa, (hopmMyBaHHAM HOBMX
MoZeneli MacoBOi KOMYHiKaLii Ta NnonynspHOi Ky/b-
TYPW, HaronoLWYy4YM Ha BaXIMBOCTI TaHLOBa/IbHOIO
Hayana, 30KpemMa BasibCy, AK K/TOYOBOIO e/leMeHTY
onepeTHoT gpamaTyprii (Crittenden, 2023).

Baromum g1 KaHpPOBO-CTW/ILOBOTO  aHanidy
€ TakOoX MOPIBHAMbHI OOCMIMKEHHSA, Y AKUX TBOP-
yicTb LTpayca po3rnsgaeTtbCA B LUMPLLIOMY EBPO-
nelicbkKoMy KOHTEKCTi. 30kpema, y po3aini MaHyens
CaHTtoca PepgoHpo Jacques Offenbach and Johann
Strauss 1l: Operettas, Waltzes, and the Value of
Brands 3AilicCHEHO KoMMNapaTUBHWUIA aHasi3 TBOPUMX
cTparteriii Voranna Ltpayca Ta YXaka OdcpeHbaxa.
ABTOp akLEeHTYe yBary Ha poni BaslbCy 5K )XaHpPOBO-
(hOpMYyBa/TbHOrO UYMHHMKA BIAEHCLKOI Onepetn Ta
nigkpecnoe  cneundiky aBCTpiicbKoi  Tpaawmuii,
y SKil TaHUlOBasIbHa My3MKa IHTErpyeTbCcsi B onepe-
THY (bopMy Ha MMUOBUHHOMY CTPYKTYPHOMY PiBHI, LU0
Mae 6e3nocepefHe 3HaYeHHs Oas iHTepnpeTayiiHol
npaktukn (Manuel Santos Redondo, 2023).

Okpemuii HaykOBWiIl iHTEpec CTaHOBAATb npaduj,
npucesideHi ocobucTocTi LUTpayca sk komnosutopa
N gupureHTta. Y cydacHomy gocnimpkeHHi MNona [Ox.
M. ®dywe Ta Enbme WTpayc The Waltz King, Johann
Baptist Strauss Il (1825-1899): psychobiography
from a componential creativity perspective TBOpYiCTb
MUTLUA PO3rIsSiAaETbCs Kpisb NpU3aMy ncmxobiorpa-
(hiyHOro nigxoay. ABTOpW 3BepTaldTb yBary Ha OCOo-
61MBOCTI XY[L,0XHBOIO MUC/IEHHS KOMMNO3MTOpPa, Moro
BVMKOHaBCbKWIA [OCBIA, | ANPUTEHTCbKY AiSBHICTb, WO
CYTTEBO BIM/IMHYNN Ha npouec cumdoHisauii Basbey
Ta (opMyBaHHA CrneuniyHoro TUMy OpPKecCTpo-
BOI MOBW, akTyasilbHOro i A1 OnepeTHOl TBOPYOCTI
(Fouché, Strauss, 2024).

Mopsa i3 doyHAAMEHTasIbHUMM HAyKOBMMU npa-
UAMN BaXX/IMBE MiCLE NOCiAatoTb CTUMICTUYHI NPOEKTU
Ta Marictepcbki OOCNILKEHHS, NpeAcTaB/eHi B HAYKO-
BWX peno3utapisx. 3okpema, NpoekT Johann Strauss I/
and the Viennese Waltz 30cepemkyeTbCsl Ha €BOJIHO-
Uil BiAEHCHKOro BasibCy Ta aHanidi TEXHIYHUX i CTuJIiC-
TUYHUX OCOB/IMBOCTEN MY3MYHOI MOBU KOMMO3MTOpA.

‘BN Bunyck 1 (12). 2026

Taki focnigpKeHHs, MONPU HaBYasIbHWIA CTaTyC, MICTATb
LiHHI CnoCTepeXeHHsA LWoA0 PUTMIKM, (POPMOYTBO-
PEHHS Ta OPKECTPOBKM, LLIO MOXYTb OYyTU BUKOPUCTaHI
Y ANPUTEHTCbKO-aHaliTUYHOMY KOHTEKCTI.

OkpeMmy rpyrny CTaHOB/ATb METOAUYHI Ta emni-
PpUYHI  OOCNIIKEHHA BUMKOHABCBLKOI iHTepnpeTau;i.
Moka3oBolo y LbOMY NiaHi € npaus L3aHe AHa An
Empirical Study of Timing in the Recordings of “The
Blue Danube”, y siiii Ha OCHOBI aHaUi3y ayfio3anucis
NPOCTEXYITLCS TEMMOBI Ta arorivyHi Bapiaujii y BUKO-
HaHHI ogHOro 3 HawBigoMmiwmx BasbciB LUTpayca.
OTpuMaHi pe3ynstaTi MakTb NPAaKTUYHY LiHHICTb A1
OVPUTEHTCbKOTO OCMUC/IEHHS Ba/IbCOBOI CTU/TICTUKM,
30KpeMa Yy CLEHIYHMX XaHpax, Ae NOEAHYITbCA TaH-
LHOBa/IbHICTb | cumdpoHivHa norika (Jian Yang, 2023).

Bax/imBum mkepesibHUM NiArpyHTAM Ans AOCTIi-
[KEHHSA € TakoX aBTOPUTETHI My3WYHI BUOAHHA Ta
3BYKO3anucHi KonekLii, 3okpema cepis Strauss: Most
Famous Waltzes (Naxos, 1988), sika penpeseHTye
LUMPOKNIA CNEKTP BasIbCOBOT Ta ONEPETHOT CNaALlMHN
komno3utopa. Taki pecypcu 4alTb 3MOry 3iCTaBNsATU
HOTHWIA TEKCT i3 BUKOHABCLKMMM TPaAMLis MU Ta Mpak-
TUKOK AVPUTYBaHHS, LLO € HEOOXIAHMM AJ/15 KOMMNJIEK-
CHOTO iHTeprpeTaLiiHoro aHanisy.

TakMM YMHOM, aHasi3 akTyaslbHUX [OCNIIKEHb
3aCBigYy€e HasABHICTb 3HAYHOIO HAyKOBOro [0POOGKY,
MPUCBAYEHOIO  ICTOPUKO-KY/ITYPHUM,  >XaHpPOBO-
CTUNbOBUM Ta BWKOHABCbKMM acnektam TBOPYOCTI
VioranHa LlTpayca. BogHouac NOeAHaHHA LmX Mif-
XOAjB Yy acnekTi AUPUreHTCbKO-iHTepnpeTauiiHoro
OCMUC/IEHHA PONi BasibCy Yy CTPYKTYpi BiAeHCbKOT
onepeTy 3a/IMWaeTbCa He4OCTaTHLO CUCTEMAaTN30Ba-
HMM, LLIO 3yMOBJIIOE aKTyasIbHICTb NOAA/IbLUNX HAYKO-
BMX PO3BIZOK Y LLbOMY Hanpsimi.

MeTta cTaTTi nonsrae y BUSB/IEHHI PO/ BasibCy
y CTPYKTYpi BifeHcbKoi onepetn MoranHa LLTpayca
3 M03uULiii XaHPOBO-CTULOBOTO Ta AWPUIEHTCbKO-
iHTepnpeTauiiHoro niaxoais.

MeTtopgonorisa gocnigkeHHsA. JocnigpKkeHHs 6asy-
€TbCA Ha KOMMIEKCHOMY MiAXOA, WO NOEAHYE MY3M-
KOMOFIYHWIA, XaHPOBO-CTUNLOBUIA Ta AMPUrEHTCbKO-
iHTepnpeTauiiHnii aHasis. PO3rIsHYTO CTPYKTYpHI,
rapMOHIYHi Ta OPKeCTPOBi 0COG/IMBOCTI Ba/1bCIB i one-
PEeT, IXHI0 TpaHcdopMaLLito Bif TaHLOBa/IbHOIO XaHpy
00 CUMJPOHI30BaHMX TBOPIB, & TakoX MPUHLMNN aro-
riku, ppasyBaHHsl Ta CLEHIYHOrO BTI/IEHHSA, WO Aa€
3MOry BU3HAYMUTU POJib BasIbCy Y CTPYKTYPI BIAEHCHKOI
onepeTy Ta OKPecnnT ocob/MBOCTI CyvacHOT iHTep-
npetawji.

PesynbraTy Taix 06roBopeHHs. loraHH LLTpayc-
MOMOALLMIA YBIALLOB B iCTOPI0 My3uKM XIX CTOMITTS 5K
BMAATHWI MalicTep TaHUOBasIbHO-NOBYTOBOI MY3MKM,
AKWIA NOrNMOMB | BOOCKOHANMB TpaamLii aBCTpPilicbKOi
HapOHO-TaHLIOBaILHOT NPaKTUKK. oro TBopu BUpI3-
HAOTbCA  MENIOAINHOK  BMPA3HICTIO, NPUPOAHICTHO
MY3M4YHOT MOBW Ta 6araTCTBOM XYAO0XHiX 06pasiB, L0
3a6e3neuns1o IXHI0 CTiKy NONyNspHICTb Cepes, LWnpo-
KOi ny6niku.
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LWTtpayc cTtBopuB 6nmn3bko 500 TBOPIB y pi3HOMa-
HITHUX XaHpax — Bas1bCW, MOJbKK, Kaapuni, MapLli Ta
TBOPW ANA MY3UYHOIO TeaTpy, cepep akux 15 oneper,
ofHa KOMiyHa onepa Ta oauH 6anet. Banbc y TBOp-
4oCTi KOMNO3MTOpa Nocigae LeHTpasibHe Micle, CTa-
HOBMSAYN NPUOAN3HO TPETUHY KOHLLEPTHO-MOGYTO-
BUX TBOPIB. 10ro BHECOK y PO3BUTOK XaHpy Nonsras
He fuwe y NPOAOBXEHHI Tpaauuii nonepegHukis
(LLy6epT, Bebep, LUTpayc-cTapwumwii), ane in y cumdio-
Hi3auji BasibCy Ta HaAaHHi oMy MOETUYHOro 3MICTY,
O Cnpusiaio QOPMyBaHHIO HOBOFO My3W4HO-gpama-
TYPrivyHOro Tuny B Oneperi.

Banbcu LTpayca, Taki Sk «Ha npekpacHomy 6na-
KuTHOMY [lyHai» op. 314, «Ka3ku BifeHCbKOro sicy»
op. 325 Ta «XKuTts aptucta» op. 316, yHKLIOHYOTb
AK TaHLOBasIbHI MOEMU, Y SAKMX MOEAHYHOTLCA Pi3HO-
MaHITHI AyLWEeBHI CTaHW: Bif, MPIAMBOCTI Ta rymopy
[0 MpUCTPAacTi Ta eHepriiHOCTI. BOHW AEMOHCTPYIOTbL
NPUPOLHI, YacTo HecnoiBaHi nepexoau Mix My3uu-
HUMK obpasamn, WO € O0COO/MMBICTIO aBTOPCLKOro
CTUNIO.

Ha npuknagi «Ha npekpacHoMy 6nakutHomy
[yHai» BugHo, wo LTpayc-cuH ycnagkysas hopmMmy
Big nonepegHukis (M. Nauuepa, W. Ltpayca-ctap-
LIOro), MPOTE 3HA4YHO 1 BOOCKOH&UIMB: 3aMpisiHWi
BCTYN NEPEXOANTb Y CEpito N'ATN KOHTPACTHUX BasTbCIB,
MATUIA 3 AKX PO3LUMPIOE TEMY MEPLUOro, CTBOPOKYM
LiNicHY My314YHO-ApamaTypriyHy KOHCTPYKLj0. Y avpu-
FeHTCbKIV MpakTULi Le HakNnagae 3aBAaHHs YiTKo apTu-
Ky/1t0BaTV KOHTPaCTHI My3U4Hi 06pasu Ta 3abe3neuntu
NAaBHICTb NepPexoAiB, 36epiraoun BiguyTTa PUTMIYHOT
NErkocCTi Ta TaHLBasIbHOT NPUPOAHOCTI.

MoranH LTpayc (CUH) CTaB K/IHOYOBOK MOCTATTIO
Yy PO3BUTKY BieHCbKOT onepetn XIX cToniTTs, 3Ha-
YHO BMJIMHYBLUM Ha (popMyBaHHA 1I My3MUYHOI MOBU
yepes iHTerpaLito BasibCy ik CTPYKTYPHOroO Ta Apama-
TYPriYHOro enemeHTy. lMepLui onepeTHi cnpobun Kom-
nosuTtopa, Taki Ak «lHauro, a6o Copok po36iHKKIB»
(1871), AEMOHCTPYIOTb NOEAHAHHS BiAEHCbKOI Mesno-
AIMHOT Tpaauuii 3 «eK30TUYHUMU» CloXeTaMu. Xoya
niépeTto TBOpY 6YN0 cnabkum, nydika BUCOKO OL|iHIO-
Basla My3U4YHi BCTaBKW, 30KpeMa BasibC «Tak cnisa-
I0Tb Y MOEMY PiAHOMY MICTi», LLO NPOAEMOHCTPYBaB
noteHuian WTpayca y CTBOPEHHI MeOAIAHOrO i1 TaH-
LItOBA/IbHOTO KOMOPUTY OnepeTy.

Moganbwi poboTn, Taki Sk «KapHaBan y Pumi»
(1873), panun 3mory KOMMo3uTopy ekcrepumeHTyBaTu
3 iHTerpauieto sIoKa/IbHOTO KO/IOpUTY Ta CBATKOBKX
MY3UYHUX PUTMIB, LLO PasoM 3 NiPUYHOI MY3UKOH
HabM3nNo onepety A0 AipuyHoi onepu. Ocobnmee
3HaueHHs LLTpayc npnainsae TaHUoBasIbHUM hopmam:
Ba/IbCy, MOMbLi, Yaphally Ta rasony, ski OpraHiyHo
nepenitTasinca 3 gpamaryprieto Ta CTBOPIOBa/IN Xapak-
TepHi 4NA BiLeHCbKOT CLEHU NErkiCTb i CBATKOBICTb.

HaiackpaBiluMM NpuUKIagoM  CUHTE3Yy  TaHLto-
Ba/IbHOT MY3MKWU | TeaTpasibHOI Aji cTana «JleTiova
Muwax» (1874). TyT BasibC CTaB He JiMLle My3UYHOL,
asne i gpamaTypriyHOK OCHOBOK onepeTu. Bigomuii

BasibC G-dur i3 chiHany |l akTy BUKOHYE pPOJib CUM-
BOJly TBOPY, NOEAHYKOUM MENOAIAHICTb, rpauilo Ta
eHepriiHnin  putM. Komnosutop BAasi0 3acTOCOBYE
BOCbMWTaKTOBI KOHCTPYKL,ii, XOPOBi enizogn Ta Tema-
TWUYHI BCTYNW, CTBOPIOOYM MY3MYHI 06pasu, Lo nig-
KPEeC/loTb eMOLiiHNI cTaH nepcoHaxis. Hanpw-
knag, y BasibCi «bparu, 6patu i cecTpu» NoeaHaHHA
LLIAaMMaHCbKOro, TaHL Ta ryMOpY HiBE/E CoLjiasibHi
6ap’epn, OEMOHCTPYHOUM 3[ATHICTb MY3UKM POpMYy-
BaTW BIiAYYTTA €4HOCTI Ta pafocCTi.

Banbc y TBOpUOCTi LLTpayca Takox criyrye 3aco-
60M My3UYHOI iHTepnpeTauii emMoLUiii: Cym, OuiKy-
BaHHS, pafiCTb UM 3aXONJIEHHSA NepefaeTbes yepes
XapaKTepHi rapMOHiliHi nlepexoamn Ta TEMMOBI HHOAHCH.
Y «J1eTtouiin MuLLi» Lie 0co6/IMBO NOMITHO Y oiHanax
akTiB Ta TepLeTax, e My3vka Yepes puTtM i Menoauky
CTBOpPOE Ge3nepepBHUIA TaHLOBasIbHUIA MOTIK, iHTe-
rPyHYY €MOUIHWIA | CHOXKETHUI PO3BUTOK.

Y mi3HiWMX TBOpax, Takmnx sk «LinraHcbkunii 6apoH»
(1885), LTpayc po3LMpPHE pPosb BasibCy, MOEQHYHOUN
MOro 3 HauioHa/lbHUMU MOTMBaMu (YropCbkMMu Ta
LMraHCbKUMK) | NiPUKO-POMAHTUUYHUMWN CHOXKETHUMM
NiHIAMKU. Banbc TyT CTAE He NULLE MY3UYHUM eleMEH-
TOM, ane i 3acob6oM ApamaTtypriyHoi Ta MCUXoNoriy-
HOI XapaKTepuCTUKU nepcoHaxis. JlipuuHa onepeta
Ltpayca AeMOHCTpye, WO TaHUlBa/lbHa dopmMa
MOXE OpraHiyHO MOeAHYyBaTMUCS 3 €MOLAHOK Haro-
BHEHICTIO Ta PO3BUTKOM CIOXETY, WO 6yn0 HoBaTop-
CbKUM AN51 BiAE€HCLKOT CUueHM KiHus XIX cToniTTs.

JvpureHTtcbka npaktuka LUTpayca, 3okpema inoro
yyacTb y NOCTAHOBKaxX B/laCHMX OMepeT, NigKpecoe
BaX/MBICTb IHTEpnpeTauii Temny, AMHaMiki Ta apTu-
Kynsauii BasibCy. BuKOpUCTaHHS LWIBMAKMX Temnis,
KOHTpACTy MK NOBISIbHAMW AIPUYHUMMK chparmMeHTamm
Ta EHEeprinHMMN TaHLUBa/IbHUMK BCTaBKamMy CTBO-
ptOE eqhekT <«OKUTTEPALICHOTO eKcTasy», SKMIA cTaB
BI3WTIBKOI BiAEHCLKOI onepeTu. Lleli migxig nisHiwe
BNAVHYB Ha AUpUreHTiB, Takux sk lyctas Manep,
BpyHo Banbtep Ta ep6epT dhoH KapasiH, siki y CBOIX
iHTepnpeTauiax «JleTioyol mMui» Ta «LiuraHcbkoro
GapoHa» nigkpecnoBasiv AMHaMIYHY Ta gpamMaTuyHy
oyHKLj0 BasbCy.

TakuM YMHOM, MY3UYHO-AVPUrEHTCbKUIA acnekT
TBOpPYOCTI MoraHHa LUTpayca 4eMOHCTPYE, Lo BasibC
y BifeHCbkili onepeti XIX cToNiTTA € He NPOCTO TaH-
LeMm, a K/lo4oBMM 3ac060M ApamatypridyHoi Ta eMo-
LiiHOT nobypoBu, Wwo OpMye pUTMiYHY Ta Tema-
TUYHY TKaHWHY CLEHIYHOro TBOPY. 3aBAsKM LibOMY
onepetn LWTtpayca 3anuwatoTbCsA XUBMMM Ha CLEHI,
a ioro BNAUB Ha NofasblUMii PO3BMTOK OMepeTy Ta
MY3UYHO-TeaTpasibHOI NPaKTUKM € He3anepeyHnm.

BUCHOBKU Ta NepcnekTUBM NogasbLUNX HAYKO-
BUX PO3BiAOK. [poBeseHe JOCNifXEHHSA nokasano,
Wo BanbC y TBOpUOCTi WMoraHHa LUTtpayca-monog-
LLOrO € LEeHTPasIbHUM CTPYKTYPHUM Ta ApamaTypriy-
HUM eneMeHTOM BifgeHCbKoi onepeTtn XIX cToniTTs.
BiH He nuwe BUKOHYE TaHUtOBasIbHY (PyHKLit0, ane
N cnyrye 3acob0M BUPaXKEHHSI eMOLiHOro cTaHy
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nepcoHaxiB, IHTErPyeTbCA Y CHOXETHI NiHiT Ta nia-
Kpecsioe xapaktep CLeHiYHOT paii. AHani3 TBopiB,
30kpemMa «Ha npekpacHomy 6nakMTHoMy [yHai»,
«JleTiova muwa» Ta «LuraHcbknii 6apoH», BUSIBUB
3aKOHOMIpPHICTb Y NOGYA0BI CEpIil KOHTPACTHUX Baslb-
CiB, OpraHiyHOMy NO€AHAHHI NiPUYHMX Ta EHEPriiHNX
hparmeHTiB, WO POPMYyE LiMlICHY My3U4HO-Apama-
TYPri4HY KOHCTPYKLiHO.

AvpureHTCcbKo-iHTeprpeTauiiHnii - acnekt  TBOP-
yocTi LUTpayca BUSIBNSIETLCA Yy HEOOXiAHOCTI TOu-
HOr0 apTWKYJ/TIOBaHHS KOHTPACTHUX MY3MYHMX 06pa-
3iB, perynioBaHHa Temny Ta AUHaMIK1, 36epexeHHs
PUTMIYHOT NerKocTi Ta TaHUtoBasIbHOT MPUPOLHOCTI,
a TakoX y CTBOPEHHi 6e3nepepBHOr0 My3U4HO-eMO-
LiiHOrO MOTOKY Ha CUeHi. BukopucTaHHA ckiagHoi
PUTMIYHOT CTPYKTYPW, THYYKOI aroriku Ta npo3opoi
IHCTpPYMeHTaUjii fae 3mory AUpUreHTy nigKpecnmTtu
ApamaTtuyHy Ta NcuxonoriyHy oyHKLito BasibCy, Nocu-
N0K0UN TeaTpasibHUI edhekT NOCTaHOBKMU.

TakuM YMHOM, BasibC Y BieHCbKili oneperi LWTpa-
yca BUCTYNae He NPOCTO My3MYHOK (DOPMOIO, a iHTe-
rpasibHMM 3aco60M ApamMaTyprii Ta eMOLUiAHOT KOMY-
Hikauii, WO BM3HaAYa€ Oro BM/IMB Ha MoAasibluni
PO3BMTOK OMEPETN Ta MY3UYHO-CLIEHIYHOI MPaKTUKK.
MepcnekTnBM NOAaNbLUNX HAYKOBMX AOCAILKEHb
NMoB’A3aHi 3 aHani3oM KOHKPETHUX AUPUTEHTCbKUX
iHTepnpeTaujii, MNOPIBHSAHHAM BWKOHaHHS Ba/bCIB
Y Pi3HUX NOCTAaHOBKaxX Ta BMBYEHHSIM iXHbOIO BM/IMBY
Ha cyyacHe My3UYHO-CLeHIYHE BUKOHaHHS.
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The waltz as a structural and dramaturgical factor
in the Viennese operetta of Johann Strauss:
genre-stylistic and conductor-interpretative dimensions

The article examines the role of the waltz in the structure of the Viennese operetta of the 19th
century, focusing on the works of Johann Strauss I, one of the most prominent representatives
of Austrian musical culture in the second half of the 19th century. The research methodology is
based on a comprehensive approach that integrates musicological, genre-stylistic, historical-cul-
tural, and conductor’s interpretative analysis. Special attention is given to the conductor-interpret-
ing aspect, which defines the specifics of performing the waltz as a key musical-dramaturgical
element of the operetta. The study analyzes the main genre and stylistic features of Strauss'’s
waltzes, including The Blue Danube, Die Fledermaus, Der Zigeunerbaron, and others, identifying
patterns in the construction of series of contrasting waltzes, the combination of lyrical and ener-
getic fragments, and the integration of the dance form into the operetta’s dramaturgical structure.
The article examines conducting principles such as tempo and dynamics regulation, phrasing, and
balancing between dance-like lightness and symphonic integrity, which ensure emotional expres-
siveness and stage effectiveness. It is demonstrated that the waltz in Strauss’s works is not merely
a decorative genre element but an integral means of musical-dramaturgical construction, capable
of conveying characters’ emotional states, creating musical-theatrical color, and influencing the
development of performance traditions. The prospects for further research are outlined, including
comparative analysis of various productions, study of specific interpretations, and examination of
their impact on contemporary musical-stage practice.

Keywords: Johann Strauss Il, Viennese operetta, waltz, conducting interpretation, musi-
cal-dramaturgical analysis, dance music, waltz symphonization, stage performance, musi-
cology, 19th century.
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The article provides a fundamental analysis of piano performance as a multi-vector object of
scientific inquiry, covering a spectrum from musicology to psychophysiology. The purpose of
the article is to build a theoretical model of combining research issues regarding piano per-
formance as a theoretical basis for updating the methodological context of its improvement in
the field of arts education. To achieve this goal, the author implemented the tasks of extrapo-
lating the methodology of art criticism into a practical plane, determining the methodological
potential of current research positions, and identifying prospects for the development of piano
education.

The research methodology is based on the poly-paradigmatic principle, which allows integrat-
ing musicological, anthropological, and organological approaches. The work adapts S. Ship’s
four-level model (implicit, theoretical, metascientific, and philosophical-ideological levels) to
the specifics of the piano interpreter’s activity. Particular attention is paid to the anthropologi-
cal aspect, which reveals the internal processes of the pianist: performance reliability, musical
memory, and artistic thinking, as well as the biomechanics of interaction with the instrument
(Tuche).

The article is the first to systematically combine the concept of artistic-creative mentality with
the problem of “historically informed performance” (HIP). The role of instrument quality (Stein-
way, Bésendorfer, Yamaha, etc.) in the process of materializing the artistic image is examined.
The author proves that the object of musical pedagogy is not only the musical text but also the
personality of the performer, which requires a synthesis of theoretical knowledge and prac-
tice-oriented techniques. The results of the study can be used to develop new methodological
recommendations in the field of arts education and professional training of pianists.
Keywords: piano performance, arts education, methodology, performance interpretation,
anthropological approach, artistic mentality, organology, musical pedagogy.
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Problem statement. The art of piano performance,
as a subject of scholarly inquiry, is multi-vector in
nature. The very use of the concept of art presupposes
an emphasis on musicology (art studies) as a scientific
field of knowledge. Likewise, the phenomenon of
piano performance as a creative process requires
diverse approaches to defining its phenomenology.
This circumstance explains why various aspects of
piano performance become the object of research
across different domains of knowledge. At the same
time, the range of these domains is sufficiently broad
and, at the first glance, may even appear contradictory.
For example, within musicology, the study of piano art
addresses such aspects as:

— performance interpretation - the most
fundamental research focus, encompassing issues
of musical hermeneutics and contextual approaches;

— musical semiotics and semantics of piano works,
which examine and identify the evolution of the means
of musical language in relation to the characteristics
of the instrument itself;

— stylistic  characteristics of piano  works,
which investigate artistic method and the features
of acomposer’s creative output in a particular historical
period of the piano repertoire’s development;

— genre-related aspects of piano literature, including
their artistic-semantic and worldview potential;

— artistic performance technique, considered from
the standpoint of the evolution of the piano and its
acoustic and timbral properties.

Piano performance in the context of scholarly research|| 123-132

However, when the issue of performing mastery
is addressed, an important vector becomes
salient — namely, the teaching of piano performance.
Methodological aspects seemingly emerge “from the
shadows” indicating pathways for achieving high-
quality characteristics of piano performance. This,
in turn, highlights the field of music pedagogy, and
specifically piano pedagogy.

In parallel with piano performance methodologies,
questions are raised regarding its psychological and
physiological foundations.

Thus, it becomes clear that the research problem
field of piano performance is sufficiently broad and
diverse — especially if one also includes issues
concerning the functions of the piano repertoire in
society and musical culture, as well as the varieties
of piano performance as such (solo performance,
ensemble performance, accompaniment).

The above-mentioned aspects require a certain
degree of systematization in the context of their
interrelationships.

Analysis of current research. In presenting
the current aspects of the study, we will proceed
in accordance with the delineated directions. For
instance, the current line of research in piano
performance that we identify as primary is performance
interpretology and hermeneutics within piano culture.
We consider the study by N. Kashkadamova (2014)
to be particularly substantial, as it offers scholarly
investigations and generalizations  concerning
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performance interpretation in twentieth-century
piano art. At the same time, the author provides a
thorough account of the distinctive features of piano
culture in historical perspective, drawing attention to
performance-specific characteristics as well.

Hermeneutic approaches in musicology constitute
a foundation for performance interpretation. In
particular, the works of S. Shyp (2023) provide a
basis for the interpretation of musical compositions in
the activities of musicologists as well as instructors
and educators. According to Shyp, hermeneutics
must necessarily reflect, at the theoretical level, the
process of understanding a work; this enables the
objectification of a high-quality sounding realization
of the work, that is, its performance interpretation.
It is not possible to interpret a musical work without
possessing a certain body of knowledge that is fully
comprehensible to the performer. At the same time,
the phenomenon of hermeneutics within the paradigm
of performance interpretation inevitably builds a bridge
to the pedagogical context. For example, M. Mymryk
(2022) considers the hermeneutics of musical works
as the foundation of the interpretive activity of an
instructor in arts-related disciplines.

The study by O. Pototska (2017) elucidates the
methodology of understanding and interpreting the
phenomenon and the concept ofthe “style of performance
interpretation”. The author examines the style of piano
performance interpretation in particular through the
lens of systemic, musical-textological, comparative-
historical, historical-stylistic, and other approaches.
The central thrust of the study is a typology of piano
performance interpretation — defined in accordance
with musical styles — namely: “rhetoricized, rationalized,
emotionalized, and sensualized” (Y. Pototskaya,
2017, p. 104). At the same time, the researcher points to
the subjective context of this typology.

N. Riabukha has also paid research attention
to piano performance interpretation. Among the
subjects of her study are: performance interpretation
as a method of cognizing a musical work (2009) and
the features of performance interpretation within the
paradigm of postmodernism (2013).

Piano interpretation as such comes into the focus
of S. Riabov, who addresses a number of current
issues in the performance interpretation of piano
works, including the performer’s thesaurus of the
pianist (2016), postmodernism and piano performance
(2021), and others.

As for the direction of musical semiotics and
the semantics of piano works, which examines and
identifies the evolution of the means of musical
language in the context of the properties of the
instrument itself, the foundation of this direction is
the musicological aspect of musical semiotics, in
particular in the works of S. Shyp (2023) and in the
studies by O. Samoilenko and S. Osadchyi (2020).
On the basis of musical semiotics and semantics, the

"BV Bunyck 1 (12). 2026

analysis of musical works in general, and piano works
in particular, is carried out which ensures a profound
understanding of the text and context of the work and
determines a high-quality performance interpretation.
In particular, O. Samoilenko and S. Osadcha indicate
that the phenomenon of musical semiology, in the
context of semiotic theory, corresponds with the theory
of linguistic consciousness. The above has a certain
coordination with the problem of music psychology.

Research on the stylistic diversity of the piano
cultural heritage in the context of the performance
of works is presented in scholarly publications quite
widely. In accordance with the research direction of
the stylistic characteristics of piano works, attention
is paid both to the artistic method and the features
of compositional creativity in a certain period of
the development of the piano heritage, and to the
features of their performance. We draw attention to
the researchers’ choice of a certain style or a specific
work of a certain style, which is analyzed in the context
of piano performance precisely in accordance with the
stylistic properties of the composer’s creative output.
As examples may serve the studies by H. Kochniev
on the poetics of R. Schubert’s sonatas in the context
of their emotional-and-artistic experience (2025);
Chen Huanggi on the features of the performance of
Mozart’s works in the context of the properties of his
sound culture in piano works (2025); C. Floros devotes
his theoretical studies to the figure of J. Brahms
(2010); the context and symbolism of the piano
heritage of F. Chopin are studied by L. Kasianenko
(2020). O. Martsinkivska (2014) devotes her research
to the piano heritage of Liatoshynskyi. Generalized
stylistic aspects of European and Ukrainian piano
music are presented in the works of O. Krychynska
(2017), K. Ivakhova (2013), |. Riabov (2021),
Ye. Levkulich (2021), and others.

Genre aspects of piano research literature are
presented in such dimensions as: the evolution of
genres in the piano heritage; the artistic-semantic
and worldview potential of various genres; form-
building and its connection with the genre of the
work; as well as the technical-and-performance
aspects of different genres. Thus, for example, Ye.
Shumakova (2024) studies the genre of paraphrase
and transcription. This genre is indeed interesting,
since it changed its functions, while at the same time
playing an important role in the musical-and-cultural
enlightenment of society. An example is the work by
O. Masliaieva (2012), which is devoted to F. Liszt's
piano paraphrases, in particular, based on the operas
of G. Verdi: “Ernani”, “Rigoletto”, “Il Trovatore”.

In particular, L. Kasianenko (2020;
2021) studies piano texture as such a means of
musical expressiveness that has semantic, artistic-
and-technical, and even sacred contexts. In particular,
this can be traced in the scholar’s works on the piano
compositions of F. Chopin.
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The artistic-and-technical aspect of piano
performance is quite widely presented in the
scholarly literature, in particular in piano pedagogy.
Here, the connections between the physiological-
and-psychological aspects of performance and
directly technical skills are presented, while this
entire complex is aimed at revealing the image of
the work. This image must be realized, emotionally
experienced, and likewise emotionally conveyed
during the materialization of the piano work, its
interpretation. Mastery of the mechanical properties
of the instrument is important, which constitutes the
technological support of artistic interpretation.

In accordance with this direction, it is appropriate
to indicate such studies that raise the issues of
psychological support of the performance of piano
works. These include, in particular, the work by
A. Muliar on the cognitive aspects of performance
(2022); Yu. Nikolaievska (2021) on the phenomenon
of musical communication; A. Dushnyi, V. Zaiets,
O. Zaiets (2023), and others.

Thus, this direction reflects the study of such
processesandtheirstates during musical performance,
in particular instrumental and piano performance, as
memory, emotional experiences, imagination, and
consciousness. At the same time, it should be noted
that this range of issues still requires research within
the paradigm of artistic mentality, as a phenomenon
that synthesizes the temporal-and-spatial parameters
of individual perception and reproduction of reality
through a musical work and its performance as
processes that change their characteristics under the
influence of the mental states of a creative personality,
which is influenced by rapid changes in society, the
challenges of the time, and, not infrequently, changes
in the vectors and poles of value attitudes.

All research aspects address the problems
of piano performance at the level of a theoretical
foundation, but in a somewhat mediated way they
reach the level of practice. The latter will necessarily
be consonant with the psychological-and-pedagogical
aspects of the performance process, since piano
performance does not arise by itself, even if a certain
body of necessary historical, methodological, and
musicological knowledge is understood. An essential
step becomes turning to teaching methodology and
mastering performance on the basis of currently
relevant and spectrally broad information.

Purpose of the article. The purpose of the article
is to construct a theoretical model of combining
research issues related to piano performance
as a theoretical basis for the actualization of the
methodological context of its improvement in the field
of arts education. In accordance with the purpose, the
following tasks are envisaged: 1) extrapolation of the
methodology of art studies into the practical domain;
2) determination of the methodological potential
of current research propositions; 3) identification

of prospective studies of piano performance in the
context of arts education.

Research methodology. The research
methodology consists of a complex of scholarly
approaches, principles, and research methods.
First, we immediately define the multi-paradigmatic
nature of the methodology with regard to research
investigations of piano performance. Inthis connection,
we indicate the combination of the methodology of
art studies and arts pedagogy, in particular piano
pedagogy. The dominant principle is the combination
of the methodology of musicology and arts pedagogy,
in particular piano pedagogy.

The research methods are also aimed at combining
theoretical and practice-oriented, performance-
creative, and artistic-interpretive aspects of the
research problematics. Theoretical modeling has
also been applied as a method that makes it possible
to determine systemic connections and practical-
functional resources of various approaches that
become relevant within the multi-paradigmatic
methodology of research into the problems of piano
performance.

Results and discussion. The discussion of the
results should begin with the theoretical modeling of
the methodology of art studies proposed by S. Shyp
(2020). The researcher defines four levels of such
a model. The multi-level nature of the methodology
makes it possible to trace the phenomenology of
musical art as a complex intellectual system — from
practical performance to the depth of philosophical
thought. We will attempt to characterize each level in
the direction of piano performance.

The essence of the first level (implicit (hidden))
consists in defining the norms and rules of
composition, improvisation, or simple performance;
its functional role is the determination of the essence
of methods, their potential, and the tendencies of
practical application. This is the level of methodology
that focuses attention on practical recommendations
regarding performing activity, on its purpose, and on
general practical explanations within the paradigm of
piano performance.

The second level (theoretical) specifies generalized
knowledge about musical-creative actions in the
process of piano performance. By its function, this
level is important for description, evaluation, and
recommendations regarding the verification of
creative success in piano performance.

The third level (meta-scientific), unlike the previous
ones, provides universal knowledge about the
nature and properties of theories that are necessary
for piano performance, considering its specificity
(from physiology to psychology, from acoustics to
textology, from general notions about the means
of expressiveness in the piano to the essence and
performance features of each attribute). Functionally,
this level is necessary for analytical work regarding the
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quality of the performance of works in accordance with
artistic-and-technical requirements and stereotypical
perceptual-and-auditory notions.

The fourth level (worldview-and-philosophical)
elevates the performance process to the state of
philosophical, religious, and value-and-meaning
concepts and paradigms. By its function in piano
performance, this level is aimed at comprehending
meta-scientific judgments in the context of the pianist-
interpreter’s gnostic activity.

Using the method of theoretical modeling and the
direct interpretation of the characteristics of the levels
by the author himself, S. Shyp, we will attempt to
present this structure in the form of a pyramid:

1. Apex (Level IV): Worldview Foundation

Philosophy and religion as the highest filter of
cognition.

2. Analytical Block (Level IIlI): Methodology of
Science

Critique and revision of research instruments.

3. Cognitive Block (Level Il): Theoretical Basis

Rationalization of creative experience through
«logos».

4. Basis (Level I): Practical Experience

Living musical fabric: the work, performance,
improvisation.

The research of piano performance, in view of
the proposed model, in the direction of practical
piano performance as a creative process, relies both
on methods and on approaches. We will consider
scholarly approaches as more theoretical and
fundamental methodological constructions, on the
basis of which, subsequently, the methods of artistic-
and-performance interpretation of a work are already
chosen.

As has been declared, the dominant research
principle of our methodology is multi-paradigmaticity.
At the same time, we do not move away from the level-
based approach, but we also apply a certain rhizomatic
nature of the methodology of piano performance.
We explain the choice of a multi-paradigmatic
methodology by the fact that the very process of
musical performance always encompasses various
spheres of scholarly knowledge, which is conditioned
by the very practice of the performance process.
These are not only purely musical aspects. These
are physiology and psychology — aspects that are
directly connected with the properties of personality
and correlate with the anthropological approach.

In art studies, such an approach is not infrequently
considered in visual art and culturology (V. Karpov,
O. Bondyk, H. Lymar, O. Naumov (2020)). However,
this approach is conceptual, since it encompasses
all aspects of a person’s life-creation, their abilities
and properties that have been formed in accordance
with a certain culture and under the influence of
certain characteristics and principles of the social
environment.
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In the context of piano performance, this direction
studies the internal processes of the pianist. In
particular:

— performance reliability and stress:
the study of the nature of “stage anxiety” and methods
of overcoming it;

— musical memory: the study of types of memory
(visual, auditory, motor, analytical, emotional,
imaginative) and strategies for quickly learning
complex texts;

— artistic thinking: how the pianist creates
an interpretive concept of a work and embodies their
individual style.

Another important aspect of anthropological
methodology is the processes of physiology and
biomechanics of piano performance. In this direction,
the processes of physical interaction between the
pianist and the instrument are studied: the ability to
feel the keyboard, to correct muscle sensations of
tension and relaxation, wrist flexibility, finger strength,
and so on.

Current issues are:

— technique and ergonomics: the study of rational
hand movements that make it possible to achieve
virtuosity without overfatigue or injuries (prevention
of occupational diseases, such as carpal tunnel
syndrome);

— the tactile nature of sound (Tuche): a scholarly
analysis of how the speed of pressing a key
and the weight of the hand affect the timbral coloring
of the sound.

The anthropological approach directs the search
for methods and means that make it possible to
develop the necessary physiological and psychologi-
cal properties of personality that are needed in the
performance of piano works of the corresponding
genre, style, and cultural affiliation. Another practical
output to piano performance is the consideration of
the ethnic properties of the pianist-performer, which
should also be taken into account in the conditions
of the arts-educational process. As an example, may
serve certain features of Chinese students-pianists,
conditioned precisely by anthropological characteris-
tics. The above can be traced in music-pedagogical
studies of the piano training of students of higher
arts education, in which there are results of compari-
sons. In particular, in the study by Wang Chen (2025),
such differences of Chinese student-pianists, which
are typical, are indicated. The study by Wang Chen
showed difficulties with mastering polyphonic and
chordal texture, and the predominance of small tech-
nique. Large technique is not very characteristic of
Chinese students, especially female students. This is
conditioned by natural properties — small hands, weak
wrists, fingers.

The researcher indicates these shortcomings as
typical. At the same time, for mastering the art of
piano performance it is important to pay attention to
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this. Meanwhile, undoubtedly, there are examples of
high-quality mastery by Chinese students of the indi-
cated types of texture, which is the result of properly
selected teaching methods.

The next angle of the discussion of the research
results concerns artistic-and-worldview aspects. A
person’s worldview, formed values, the mentality
of peoples and ethnic groups, and so on — all this
becomes the subject of analysis of how these phe-
nomena are reflected in art.

The perception and comprehension of art through
the prism of understanding and experiencing, of
reflection and transfer into the plane of personal
artistic experience of the values, traditions, cultural
and life orientations reflected in works of art corre-
sponds with the mental approach. In accordance with
arts education and artistic creativity, the concept of
artistic-and-creative mentality is applied. We define
this phenomenon as “the process and result of cre-
ative actions aimed at the materialization of images
of reality by means of art through their creation, fur-
ther understanding, and reproduction on the basis of
certain sociocultural canons and ethno-artistic values”
(Rebrova, 2023, p. 287).

The paradigm of artistic mentality correlates both
with purely art-studies aspects of artistic creativity and
with ethno-cultural, culturological, and polycultural
ones. This is explained by the complex-structured
nature of the phenomenon of artistic mentality as
such, which is “a synthetic, integrated phenomenon
that consists of interrelated attributive elements: an
artistic picture of the world, artistic method, artis-
tic text, the language of art (a system of symbols,
images, signs, artistic codes), stereotypes that arise
in the field of art in a certain historical cultural-spatial
range, and a system of values (tastes, preferences,
needs, and so on)” (ibid., p. 285).

It is important to indicate that in piano works and
in their interpretation, there is artistic content. In our
opinion, the artistic content of a work is a factor “that
conditions high-quality cognitive-search and creative
work on the interpretation of a musical work both at
the performance and pedagogical levels and at the
methodological level” (O. Rebrova, Shao Qi & Chen
Linlin, 2023).

The artistic-and-mental approach is directly con-
nected with the interpretation of piano works, since
cognitive, ethno-mental, and cultural-and-value
aspects, as semantic vectors of artistic mentality,
determine the adequacy of performance interpre-
tation. Researchers L. Kondratska, O. Rebrova,
H. Nikolai, and co-authors consider the action of
the musician-performer as a mental act, that is, they
define musical performativity as a mental process.

However, it is worth noting that recently scholars
have actualized the issue of historically informed
interpretation. In particular, in the work by S. Shyp
(2024), this type of interpretation is considered in the

semiotic context. On the basis of phenomenological,
typological, and semiotic approaches, the researcher
derives two levels of interpretation which, from our
point of view, are consonant with the tasks of master-
ing the art of piano performance. It concerns the level
In-1 — “the establishment of the generally accepted
meaning of the graphic signs of the score”, and in our
case — the text of a piano work. From the point of view
of evaluating interpretation at this level, it concerns
the adequacy or inadequacy of understanding all
graphic signs and the attribution of the notated text,
in particular of a piano work. As for the level In-2, its
characteristics presuppose the performer’s presence
of notions of “the sound form as an integral sign, as
well as the meaning of individual elements and prop-
erties of this form” (Shyp, 2024, p. 156). At this level,
the question arises about the artistic meaning of each
sign and their correlation in revealing artistic meaning.
Precisely this level is consonant with the artistic-and-
mental approach.

Explaining the presence of two types of perfor-
mance interpretation (introvertive and extrovertive),
the researcher indicates the fact that it is precisely
extrovertive interpretation that can be designated as
historical informed performance (HIP) — historically
informative interpretation (Shyp, 2024, p. 166). Pre-
cisely this level is more significant from the point of
view of artistic-and-mental (in the sense of worldview,
culturally corresponding) features of interpretation. At
the same time, the ethno-mental properties of the per-
former, as well as their individual, subjective reflec-
tions, intentions, and emotional experience also have
features of a certain mentality and can be considered
through the prism of the artistic-and-mental approach,
in view of the individual experience of the performer’s
personality.

It is also necessary to identify objective and sub-
jective factors of artistry both from the standpoint of
the instrument’s technological characteristics and
from the standpoint of the acoustic properties of
the performer’s perceptual system. The piano has
evolved; its construction, mechanics, frame, ham-
mers, and pedal have changed. All this influenced and
still influences changes in the pianist’'s performance
technique. Organology, the science that studies musi-
cal instruments, their classification, construction, and
cultural significance. It is not without reason that there
is the concept of quality instruments, which makes
it necessary to take into account the potential of the
organological approach.

With regard to the quality of the piano, this instru-
ment, like others, has in its range different classes of
instruments: from elite to mass-produced.

To the first group we refer the most elite ones, the
so-called gold standard of quality, which are chosen by
the best concert halls of the world: Steinway & Sons,
which has a powerful sound and incredible durability.
Bosendorfer — an Austrian brand that is famous for
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its “velvety”, gentle sound. C. Bechstein, a German
classical instrument with an expressive, transparent,
crystal sound.

These firms, as a rule, do not require any special
adaptation from the performer; they seemingly repro-
duce with full precision all the artistic-timbral and
acoustic conceptions of the pianist.

To the quality group of instruments, which can also
be considered branded, and such on which artistic-
imagery conceptions are likewise sounded without
numerous rehearsals and adaptations, belong: Blt-
hner — German grand pianos with a very warm, “sing-
ing” timbre, which is often called romantic. Petrof — the
most famous Czech manufacturer, which offers excel-
lent quality at a somewhat more accessible price than
the German giants. It is also worth naming Fazioli — a
relatively young Italian firm, which in a short time has
become on a par with Steinway. Each instrument is
assembled by hand and is considered a work of art.

The indicated instruments indeed have a high-
quality sound, but not infrequently for everyday
tasks ordinary pianos are used, to which one must
adapt, find a quality sound, and take into account
the acoustic conditions of the room, the hall, which
can introduce certain corrections into the pedaliza-
tion of the performed work. There exist instruments
for purely home music-making, and even digital ones,
which replace heavy acoustic pianos. To mass and
digital pianos, which have quality features, we refer:
Yamaha, which has an acoustic variant that is used
in the concert halls of conservatories, and digital pia-
nos (Clavinova), which are considered among the
best in the world. The main competitor of Yamaha is
Kawai, an instrument that has certain innovations in
mechanics for reliability, in particular carbon plastic.
For beginners, Casio is considered popular.

However, the spectrality and timbrality of sound,
its dynamics, the agogics of performing the text,
deviation from tempo, articulation of performance,
and so on — this indicates the presence of individual
properties of the performer. Each possesses his/her
own acoustic-imaginary spectrum, which directs the
search for touche, agogics, acoustic effects with tim-
bre, pedalization, and so on.

In connection with the outlined aspects, regarding
the piano performance the problem of piano peda-
gogy is actualized. Precisely within its boundaries
various methodological outlines crystallize in accor-
dance with the tasks of piano performance.

In this cluster of approaches, it is possible to define
both the didactic (purely instructional) and the psycho-
logical-and-pedagogical aspects. Each of these cor-
responds to certain scholarly approaches, principles,
and even methods. It is appropriate to distinguish the
specifics of musicology and pedagogy for the possibil-
ity of combining approaches for high-quality teaching
of piano performance. For comparison, we will define
the object of research, the purpose, and the result.
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The object in musicological research most likely will
be the musical text, style, epoch, the figure of the com-
poser, musical language, means of expressiveness,
and so on. In contrast, in the context of musical/piano
pedagogy — the personality who is learning, the learn-
ing process, teaching mastery, factors for increasing
the quality of learning, and so on. The construct of
purpose in musicology is filled with the meaning of
understanding and explaining why and how it sounds,
what the unique properties of a certain musical phe-
nomenon are, and so on. In the musical-pedagogical
plane, the purpose is connected with the search for
effective means of teaching: how to teach to perform
certain elements of the musical text and to create an
interpretation of a work, taking into account its artistic-
and-stylistic features and the individual properties of
the one who is learning. As for the cluster of result, it
can have a certain form. Besides the common genre —
the dissertation — in musicology it is, as a rule, an ana-
lytical article with conceptual content and certain the-
oretical modeling of the studied phenomenon. As for
arts pedagogy, besides the dissertation and scholarly
article, the result not infrequently becomes precisely
methodological recommendations and advice based
on an author’'s methodology, the effectiveness of
which must be proven experimentally, as well as the
formed abilities, skills, competencies, and the good
manners of the musician-performer.

Conclusions and prospects for further schol-
arly investigations. Summing up, we indicate that
piano performance is a complex object that cannot be
studied only within the limits of one discipline. Effec-
tive study of the phenomenon requires a synthesis
of art studies (interpretology, semiotics, organology),
anthropology (physiology, psychology), and peda-
gogy (arts pedagogy, regularities of psychological-
and-pedagogical processes). The above conditions
the choice of a multi-paradigmatic methodology for
studying the phenomenon of piano performance.

The main directions of the research problemat-
ics of piano performance have been determined:
performance interpretation; musical semiotics and
semantics of piano works; stylistic characteristics of
piano works; genre aspects of piano literature, their
artistic-semantic and worldview potential; artistic per-
formance technique, which is studied from the point
of view of the evolution of the piano, its acoustic and
timbral properties.

The extrapolation and adaptation of S. Shyp’s
four-level model of the general methodology of art
studies to the sphere of piano art has been defined as
promising: Levels |-Il provide the practical base and
theoretical substantiation of creative actions; Levels
-1V are responsible for the critical analysis of the
instruments and the philosophical comprehension of
the pianist’s gnostic activity.

As the methodological basis of such stud-
ies, the significance of the anthropological and
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artistic-and-mental approaches has been determined.
The indicated approaches direct interdisciplinary
research both in the field of musicology and in the
field of musical/piano pedagogy to the process of
interpretation of piano works. This creates a systemic
framework with the hermeneutic approach. Each
of the approaches possesses a certain resource of
scholarly approaches and principles for researching
the problematics of piano performance, the main vec-
tor of which is the materialization and objectification
of the piano text in accordance with its artistic-and-
stylistic context. An important systemic connection
has been defined as the consideration of anthropo-
logical features (on the example of the specifics of
the technique of Chinese pianists) in the educational
process with different levels of interpretation; the role
of “historically informed interpretation” (HIP) has been
emphasized. The importance of the individual char-
acteristics of the performer (psychophysiology, ethno-
cultural mentality, performance as a mental act) for its
implementation has been singled out.

Emphasis has been made on the functioning of
the phenomenon of the interrelationship “performer-
instrument”, which has brought into focus the organo-
logical approach, which makes it possible to classify
instruments (from elite brands such as Steinway to
digital systems such as Yamaha Clavinova) not simply
as technical means, but as factors that directly influ-
ence the evolution of performance technique, touche,
and the acoustic embodiment of the artistic image.

The current principle of the synergy of musicology
and pedagogy has been singled out. It has been deter-
mined that scholarly investigations in the sphere of
piano performance should come out of the “shadow”
of theoretical analysis into the practical plane. The
result of such interaction is the transition from under-
standing the text (musicology) to the development
of effective methodologies for forming performance
mastery (pedagogy).

The theoretical base of music pedagogy always
relies on the laws of psychology and education, as
well as on the pedagogical potential of art itself. This
is precisely the essence of the research aspects of
piano performance in the concept of a multi-paradig-
matic methodology. Research into the pedagogical
potential of certain musical styles and works, which
can effectively combine the methodology of musicol-
ogy and music pedagogy, requires a detailed consid-
eration.
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Y cmammi 30ilicHeHo rpyHmMoBHUU aHasi3 ghopmeniaHHO20 BUKOHABCMBA SIK MO/IiBEKMOp-
HO20 06'eKma HayKoBUX PO3BI00K, UjO OXOM/IH0E Criekmp 8i0 Mucmeymso3Hascmsa 00 rcu-
Xogpisionoeii. Mema cmammi nossieae 8 mo6yoosi meopemuyHoi Mooesii MoedHaHHs 00C/Ti0-
HUYbKOI Mpobremamuku ujoo0o ¢hopmeriaHHo20 BUKOHABCMBa SIK MeopemuyHoi OCHOBU
akmyasizayjii Memoou4HO20 KOHmMeKcmy U020 YOOCKOHa/IEHHS 8 2a/ly3i MUCMEYbKOI 0csimu.
L1 docsizHeHHs1 yiel Memu asmopamu peasisosaHo 3asdaHHs 3 ekcmparionsayii Memooosio-
2ii Mucmeymao3Hascmsa 8 NpakmuyHy N/0WUHY, BUSHAYEHHS1 MEMOOUYHO20 MomeHyjasny
aKkmyasibHUX OOC/TIOHUYbKUX MO/IOXEeHb Ma BUOKPEM/IEHHSI Mepcriekmus po3sUMKY niaHic-
muyHoi ocgimu.

Memodosiozisi G0CAIOKEHHSI TPYHMYEMbCS Ha NPUHYUNI fosinapaduaMasibHocmi, Wo odae
3Moey [Hmeepysamu My3UKO3Hagyul, aHmpOorosioeiyHuli ma opaaHo/Io2iqHUl MioXoou.
Y po6omi adanmosaHo YomupupisHesy modess C. Luna (imMriaiyumHud, meopemuyHud,
MemaHaykosuli ma c8imoa/sioHo-ghinocoghcbkuli pisHi) Ao crieyudbiku Oisi/ibHOCMI niaHicma-
iHmepnpemamopa. Ocobsiusy ysazy rnpuodifieHo aHMPOro/02iYHOMY acriekmy, sikul Po3Kpu-
Ba€ BHYMPpIWHI MpoYyecu riaHicma: BUKOHABChbKY HadIlHICMb, My3uyHy nam’ssmb ma XyOoXHe
MUC/IEHHSI, & MaKoX biomexaHiKy 83aemodii 3 iHcmpymeHmowm (Tuche).

Y cmammi snepwe cucmeMHO MOEOHAHO KOHUEMUit0 XYOOXHbO-MBOPYOI MeHmasibHocmi
3 npobsieMoro icmopuyHo-iHghopmosaHoi iHmeprpemayii (HIP). Po3ensHymo posb sikocmi
iHcmpymeHmapito (Steinway, Bésendorfer, Yamaha mouwjo) y npoyeci mamepiasnizayii Xyoox-
Hb020 06pa3sy. ABmop 00800UMB, WO 06’'€EKMOM My3UYHOI eda2o2iku € He JIuWe meKkem, ase
Ui ocobucmicmb BUKOHaBYS, WO nompebye CUHMe3y MeopemuyHUX 3HaHb Mma npakmuko-
opieHmMoBaHuUX MemoAuK. Pe3y/isbmamu 00C/IIOXEHHS] MOXYmb 6ymu suKopucmai 0/1s1 po3-
PO6/1IeHHSI HOBUX MEMOOUYHUX pekoMeHdayill y easny3i mucmeybKoi ocsimu ma npoghecitiHol
Mi020MOBKU riaHicmis.

Knroyosi crosa: ghopmeriiaHHe BUKOHABCMBO, MUCMeybka ocsima, Memodosioaisi, BUKO-
Hascbka iHmeprpemayisi, aHmpornoso2iyHuli rioxio, XyOOXHs1 MEHMAa/IbHICMb, OpP2aHo/102is,
My3uyHa rnedazoaika.
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