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NON-ACADEMIC MUSIC: PROBLEMS OF DEFENSE AND VITAL MEASURES

Nowadeays modern music culture is represented by a number of trends — academic music, rock,
pop music, jazz, folklore, world music. Although each of these branches can be analyzed
independently, but sometimes there are developments that require a definitive generalization term that
would allow them to consider these directions more systematically, creating a space for a comparative
approach. In order to denote a set of directions that have no common features with academic music,
the following terms were used in domestic art studies such as pop music, entertainment, light, mass,
third-generation music. According to our conviction, their use was limited to some extent within the
scientific discourse of the XX century, but with the changing socio-cultural realities, revision needs
their further application. According to our belief, it is expedient to make the following headings, such
as: academic, non-academic music and folklore, which have fundamentally different outgoing
essential positions, by conducting a typology of musical directions.

The formation of music of a non-academic tradition can be noted in the culture of the New
time. Non-academic music can be considered as endowed with the following criteria: first of all, it is
ofien created by unprofessional composers. When it comes to the rock work, it is mostly the result of
collective creativity of the group’s performers. When it comes to jazz, there is a slightly different
situation. The main genre used in nonacademic music is a song (in rock direction and pop direction).
However, jazz works are based on a somewhat different principle, because vocal, vocal-instrumental
and instrumental compositions are rarely associated with virtue available in the song genre, but ofien
embodied in the form of theme-improvisation on it, which became traditional for jazz.

If the musical form of the fixation of a work is more characteristic of academic music (though
since the second half of the 20th century, within the framework of “concrete” and “electronic” music,
there are many examples of the existence of an audio recording work), while for non-academic music,
it is the audio version that is characteristic and much less often — a note that is usually created afier
the song has gained popularity and has become a wider public. The note text is mostly published by
the official representatives of the group or performer, which is more common in the Western world or
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is distributed by the electronic version of the musical text. It should be noted that a number of
researchers continue to perceive non-academic music as being of a lower quality. It is clear that
academic music has a much smaller audience than non-academic. However, when trying fo
substantiate the need to change the priority of academic music, one should not diminish the benefits of
non-academic.

LExisting attempts to determine the totality of trends in contemporary music require rethinking.
Due to the development of practice, it is necessary to revise the terminology field. There are such
areas as academic and non-academic music, which exist at the level of folklore. Non-academic music
is a concept that combines jazz, rock, pop and world music. This direction involves the presence of one
or more performers who present their own works or other composers who are not related to the
academic field. Characteristic is the existence of works not in the music, but in the audio or video
format, ofien unprofessional level of performance, the refusal of sustainable traditional genres and
forms and targeting a wide audience.

Keywords: non-academic music, academic music, popular music, pop music.

B ocrtaHHI AecATHNITTS 3HAYHOrO PO3BHTKY HaOyna MY3HKA, SKY HE MOXKHA BITHECTH J0
akageMiunoi. HagBricTe 3akiaziB, y KOTpHX TOTVIOTH (paxiBuiB B cdepl ecTpagHOrO MHCTCLTEA,
copusie GOPMYBAHHIO BUINOrO PiBHA L€l chepn MyszuuHoro BukoHascTea. [Ipote Hapasi € mpoGnema
TCPMIHONOTIYHOTO PIBHA, QJKE 3340 IMO3HAYCHHSA THX HANPIMKIB, SKI HE CTOCYIOTHCSI MY3HKU
aKaJEeMIYHOI, YacTiIIe 3aCTOCOBYIOTh OKPEMI PO3PI3HCHI TEPMIHH, TUM YacOM K HEMAE €AHHOTO, KU
Ou BIANOBLAAB 3amuTaM 4Yacy U JaBaB OW 3MOTY MO3HAYUTH Pi3HI MOAYCH BHKOHABCTBA 1 HAITUCAHHS
TBOPIB yV IHX CTHJIBOBUX HampsiMKaxX. BiAmoBigHO, AOLIIBHO PO3TISIHYTH MOKIWBI BapiaHTH
BU3HAUCHHS CTWIBOBHUX BIATATYKCHb, IO MPOTHCTOATh AKAACMIYHIN My3Will, W JAaTd BJACHY
e IHILITO.

KomnosuTopckki Ta BUKOHABCBKI BHMIPH €CTPaIHO-IKA30BOT0 MHUCTCUTBA XX — MOYATKY
XXI cronite okpecneno B mpaul 0. Jsuenko [1]. Iuranns popMyBaHHS MY3UKH TPETBOTO IIACTY 1
MacoBux xkaHpiB XX cromiTrts mocamkeno y mpami B. Konen [3]. Mysuka akagemivnoi Tpamuiii
XX cromiTrst perenpHO npoaHamizoBaHa B pobotax 1. Kummncekoi [3], T. Maisaui [4],
B. Xononogoi [6]. VkpaiHchka ecTpagHa Mysuka Ta cnenugika ii pO3BUTKY NpPEACTaBICHA V
monorpagii B. Topmaxosoi [5]. Poms momymsapHoi My3WKH B OCBITHROMY MNpOLECI BHCBITIICHA V
pototax JI. I'pin [7] Ta E. ToGiac [8].

Meta crarTi — MpoaHami3yBaTH TCOPCTUYHI MOHSATTS, IO 3aCTOCOBYIOTH A0 HAMPSMKIB
HECaKaJeMIYHOI MY3HUKH, Ta OOIPYHTYBAaTH JOUIIbHICTE BHKOPHCTAHHS AN TMO3ZHAUCHHS iX TEPMiHA
“HeakaaeMIuHA MY3HKA.

Hapasi cyuacHa My3udHa KynbTypa MPEACTABICHA PAAOM HANPIMKIB — akageMidHAa MY3HKa,
pOK-, mom-My3uKka, mkKas, (oapkmop, world music. Xoua KOXKHE 3 IHX BIATATYKCHb MOKS
aHam3yBaTUCS CAMOCTIMHO, MPOTE YacoM € pPO3poOKH, fKi MOTPEOYIOTh HASBHOCTI ICBHOTO
V3aranbHIOIOYOr0 TCPMiHA, SIKHH O JaBaB MOXKIHBICTh PO3IIIHYTH LI HAMPIMKH OlTbII CHCTEMHO,
CTBOPUBLIH MPOCTIP A1 KOMIIAPATHBHOTO MLAXOAY .

Jns mo3HaYCHHS CYKYIHOCTI HAMpPAMKIB, IO HE MAOTh CHIMBHHX PHUC 13 aKaJEeMIYHOIO
MY3HKOIO, V BITUH3HSIHOMY MHCTCUTBO3HABCTBI BHKOPHUCTOBYBAIHM Taki TEPMIHM, SIK ‘‘eCTpagHa
My3HuKa~, “po3BaxkampHa’, ‘“‘nerka’, “MacoBa’, “My3HWKa TpPEThOro IIacty’, “‘mom-mysuka’. Tak,
MOHATTAM “MacoBoi” My3ukd A. Llykep noeaHye ectpagHy, IeTKY, PO3BAKAIBHY, HONYIAPHY MY3HKY,
B. KoneH BHCNIOBIIOE 11610 “TPROX IIapPiB~ MY3HYHOIO MHCTCUTBA, ¢ HNEPIINH MIAcT MPEACTABICHUI
(OJIBKIIOPOM, IPYTHH — AKAACMIYHOK MY3HUKOI), TPETIH OXOILIIOE JCTKY MY3HKY, PKa3 1 HOBI MacoOBI
skaupu XX cr. (T00TO BHpizHse Horo sk okpemuil)” [3, c.46]. Ha wname nepexonanHs, ix
BUKOPHUCTAHHS MaJI0 NEBHY AOLIBHICTD Y MEKaX HAYKOBOTO JUCKYPCY XX CTOIITTS, MPOTE 31 3MIHOIO
COLIIOKYBTYPHUX pealil iX moJanplie 3aCTOCYBaHHS MOTPEOYE MEPErIIsay .

Tepmin “nerxka” My3uka, skuii OyJd0 3ampomOHOBAHO B PodOTax  PaasHCHKUX
MHCTCLITBOZHABLIB, MIT MIKPECTIOBATH cheiu(piky 3MICTY €CTPaJHHX TBOPIB, OPIEHTOBAHHX HA
ocobnuBy TeMatuky. llpore wel TepmMiH Maa0 MAXOAWUTH A TMO3HAYCHHS CIOXKCTIB, HASBHUX Y
JCSIKUX HAPSIMKAX POK-MY3HKH, ¢ MOXKYTh OYTH MOPYLICHI BAXKIIUBI Ta rocTpocouianbHl Temu. Kpim
OBOTO, HANPSIMKH ABAaHrapOHOTO MKazy Tak C€aMO BAKKO HA3BATH MY3HKOI, TIETKOK A
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copuitnartsa. o tepmina “nerka”’ My3WKa V 3HAUCHHI ‘“pO3BAKAIBHOI” 3BEPTAETBCA CydacHa
nmocmiaauis B. Xosomosa, npotuctasisiroun ii cepiiosHii, akagemiunii. “Icropis €eponu BuzHa4MIA
1 CYTHICTh TOTO IUIACTA KYIBTYPH, SKHH B CYYACHIH KYJIBTYPOJIOTii OTpUMaB Ha3By ‘‘akaaeMivHa
My3HKa~, abo “cepliozHa My3HKa~, HA IPOTUBArY “TETKIH My3uLi”, “po3BaxkanbHid My3uni” [6, c. 3].
Bapro 3a3HauuTH, o HAYKOBELb Y CBOIH Mpali BUKOPUCTOBYE MOHATTS “‘SCTPATHOI MY3UKH , SIKE AT
HEl € MPOTHICKHICTIO OO aKaAEeMIYHOrO HampsMKy. Tak, JaHWH TEpMIH JOBrO BHKOPUCTOBYBAIH SK
“ecTpagHa’ My3uKa — I MO3HAYUCHHS Ka3y, POK- Ta IMOM-MY3HKH, B TOMY YHCII aBTOp JaHOI
HA3UBAKOTh, “TIONCOI — HEIOUIIbHO (iX MOmymApHICTH HeogHakoBa). OXHUM CIOBOM, TEpMiH
“ecTpagHa My3uka& HAMOLIBIIC MIAXOAUTh A PI3HOBHAIB MY3HYHOTO MHUCTCITBA, SIKI 00 €IHAHI
CIOUIBHUM — CUCHIYHMM TOXOkeHHsM |5, ¢. 10]. Tlpote 000B’s13k0BE BHUKOHAHHS TBOPIB I[HOTO
HampsMKy Ha “‘ecTpaai” — KOHLCPTHIH CLCHI, fke OyI0 JOUUTBHUM V KOHTEKCTI KYJIbTYPH
XX cTOmITTS, AOTIOBHIOETECS W IHITUMH (hOpMaMH NPE3CHTAL] BIACHOI TBOPUOCTI.

Tak, BucTynu OaraTbOX BHUKOHABI[IB, SKHX MOKHA BIAHCCTH 0 HEAKAASCMIYHOI MY3HKH,
CTAIOTh JOCTYITHHMH 3aBAAKH MOKIHBOCTAM IHTEpHET-TIpOcTOpY. IX BHKIAAar0Th Ha TAKUX CEpBicax,
sx YouTube, Instagram, Facebook. Ixue cTBOpeHHs MoxuBe uepes mporpamu, nomibHi 1o Sing! Bix
Openaa Smule, GarageBand, Magic Piano, Vine ta inmi. BigmosimHo, MICIC BHUKOHAHHS Ta
Mpe3eHTanli TBOPIB 3HAYHHUM YHHOM 3MIHIOETBCS, fAK 1 KPUTEpii OLIHIOBAHHA NOMYJSPHOCTI Ta
3HaunMocTi TBOpY. KpiM 1mporo, TepmiH ‘“‘ectpaaHoi” MY3HMKH, NOMIUPCHHH Y PaasSHCBKOMY
MY3HKO3HABCTBI, HC MaB MiJ COOOK BIAMOBITHUKA B QHTJIOMOBHIHN JiTEpaTypi, AC A/ MO3HAYCHHS
CTUIIB “ecTPagHOro” CHOPSIMYBAHHS 3aCTOCOBYIOTh MNOHATTA ‘pop-music” um, HadaraTo dYacTille,
MO3HAYCHHS OKPEMUX CTHJIBOBUX BIATATYKEHb, AKi HE OEXHYIOTECH B €IUHY KATETOPi0.

Bukoprctannsa TepMiHa “nonmyispHa’ MY3HWKa Y BITYH3HSHOMY IUCKYPCI MOB A3VIOThH K 3
MOTM-MY3UKOK0, TaK 1 MOLIHPEHICTIO MY3uuHOro HampsaMmky. [loxiOHa mediHinis HEe OXOIUIOE TV
CYKVIHICTh HANpsAMKIB Y MeXKax 1HAI-POK, NAHK-POKY, FapakKHOTO POKY, SAKI MOTJIM MAaTH HE HAIATO
fararo NPUXWIBHUKIB T4 € TAaKUMH, IO MOMIMPCHI B MEXKAaX MATOYHCICHHUX CYOKYIBTYPHHX
o0 enHanp. Y 3axXiTHOMY JUCKYPCI A/ TMO3HAYCHHS HANPSMKIB HEAKAJCMIYHOI MY3HKH TaKOXK
BUKOPUCTOBYIOTE TepMiH “‘momymspHa (popular) mysmka”. Jltoci I'piH vy crarTti, npuCBAYCHIN
MY3HYHOMY BHXOBAHHIO, A MO3HAYCHHS CTHJIB 1 HAMPSIMKIB MY3HYHOI KYJTBTYPH BHKOPHCTOBYE
mapy Kareropii: “kiJacH4Ha — NOMyJsIpHA My3uka . JIOCHIAHWI HArojomye HA TOMY, INO HpPH
BHUBUCHHI MY3HKH, TOMYJSPHOI cepel MOJOAOTrO TMOKOMIHHS, CTBOPIOIOTHCS YMOBH IS 3aCBOEHHS
knacH4aHoi. “MoxINBO, LIe 0COOIHBO CTOCYEThCS “BIACHOI” MY3HUKH YUHIB — HOMYJISIPHOTO MO — HA
BIAMIHY BiX TOrO, IO BOHH YacTO HA3MBAIOTh ~MY3HKOI CTapuX — KnacudHoro momsa. Crovatky
BapTO PO3IVIIHYTH, SIK caMa KJIacHA KIMHATA 3MIHIOE MOHATTS MY3UYHOI “aBTOHOMIi ™, 11€10 PO TE, L0
“crpaBxKHE  3HAYCHHS MY3UKUA IMMIIHIMAETCS HAA CBITCBKHUMH COLIQJBHUMH 1 MOMITHIHAMH
mipkyBanasmu’ |7, ¢.103]. TloxiGHy TepMiHOMOTIO 3aCTOCOBYIOTh 1 B po3podkax Esana ToGiaca, ae
3rajaHa MONyJsIpHA MYy3HKa. ABTOP HArojlOIVE HA BAXIUBOCTI PO3BUTKY 3allIKABICHOCTI V
MOMYJSIPHIN MY3HLI 1032 OCBITHIMH 3aKNIaAaMU, O COPUATHME 3POCTAHHIO IHTEpEeCY 10 Hel mix vac ii
npodeCciHHOrO ONMaHyBaHHA. BiIHAXOMKCHHA MEPEXPELICHHS MK PI3HHM MY3HYHHM JOCBLAOM V
MY3HYHOMY 3aKJaJl Ta 1033 HUM BILUTUBAIOTH HA MIABHIICHHA PiBHA ocBiucHOCTI [8, ¢. 30].

TepMmiH “My3uKa TPETBOrO IUACTY , SKHH YBIB V HAYKOBHH AMCKYPC MHCTCLTBO3HABCLB
B. KoHeH, BHABNAETbCA TakuM, IO € INHPIINM, UKEC BIH OXOIUTIOE OLMBIIMN CHCKTP MY3HKH
PO3BaXKATBHOTO CIPAMYBAHHS, B TOMY YHCII JICTKY “akaaeMiuHy” MY3HKY. “MH 5k OB A3y€EMO 1Ka3 1
POK 3 OCOOIHBHM IIJIACTOM MY3HYHOI KYJIBTYPH, SIKI BUXOZATh JATCKO 3a MOHATTA kaHpy. Llel mnacr
HC BKJIAQJAEThCH Y TPATULIMHUN MHOALT YCi€l MY3HKH Ha KOMIIO3UTOPCBKY TBOPYICTD OICPHO-
cuMdoHIuHOrO IIany 1 Gompknop. ¥ My3uKo3HaBUIH miTepaTypi HOro, HACKIIBKHA MOXKHA CYIUTH, HE
BUBYAIH fK CAMOCTIHHHMN IDap KYJbTYPH, XO4Ua OKPEMI PO3PI3HCHI MPOSBH 1 3raayBand Mifg
HCMPOCTUMO HETOYHOK HA3BOK “TTOOYTOBOI My3uku™ |3, ¢. 4].

Ha namie nepexoHaHHs, 3M1HCHIOIYH THIOIOTII0 My3HYHHAX HANMPSMKIB, TOLUIBHO BHALISTH
HACTYIHI PYOPHKH: akaJcMivHa, HeakaJeMiuHa My3uKa Ta (OIBKIOP, AKI MAOTh MPHUHLHIIOBO Pi3Hi
BUXI1HI CYTHICHI TO3UIIIi.

BuzHaunMo CyTHICHI PHCH THX HampsMKIB, SKI MOXKYTh OYTH BIHECEHI J0 HEaKaJCMIYHOI
My3UKH. 3318 [[bOTO HECOOXIAHO PO3MJISHYTH OCHOBHI MOHSTTS, JOTHYHI A JAHOTO JOCIIIKCHHS.
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OaHuM 3 MAXOAIB € METOA BHUKJIHOUCHHSA. Hacammepen BH3HAUMMO, IO MOXHA BIIHECTH 10
akageMiunoi Myszuku. Came 1el HampIMOK MY3WYHOI KyJAbTypH 3400VB UMMAlC HAYKOBE
oOrpyHTYBaHHs. Y Mpalsx psaay CyYacHUX aBTOPIB HAroJOMICHO, M0 aKaIeMIYHA My3HuKa ad0 My3HKa
akaaeMiuHOl Tpaguiii “BIIHOCHUTBCSA OO KJIaCy MY3WKHA HHUCHMOBOI TPAHINi, IO MPU3HAYCHA st
COCUIATBHOrO MPOCITYXOBYBAHHSA IIOABMH (3a3BHYAM THMH, XTO MAa€ 3arajbHy Yd CHCLIATbHY
MY3HYHY MiATOTOBKY) B KOHLEPTHOMY a00 CLCHIYHOMY BHKOHaHHi [4, c. 8]. Ilpuiomy BaxknmuBuM
KPHUTEPIEM, SKUH TMAKPECICHO V AaHOMY TBEPKCHHI, € aKLCHT HA MY3HYHIH OCBIYCHOCTI CIyXadiB.
OxpiM 1pOTO, HE JHIIC MATOTOBKA PELMITIEHTIB Ma€ 3HAYCHHS. Haa3BUUaHO BAXKTUBUM € TPArHCHHS
aKaaCMIYHOT MY3HUKH OO0 MaKCHMAIbHOI aBTOHOMHOCTI. Lls moswmitis Moxe OyTH MOSCHEHA SIK
MParHeHHS HE OYTH YAaCTHHOK PENTriHHOrO YM CBITCHKOrO puryany. [IpuuoMy HacTymHi emoxu
COpUAMaoTh MONEPEIHI MK 3pa3ok s HacmigysaHHA. [lix akageMiduHOI MY3HKOKIO PO3YMIKOTh
MY3HKY €BPONCHCHKUX KOMIIO3UTOPIB-IPO(decioHani, NPEACTABICHY KOHKPETHHUMH MY3UYHUMH
»kaHpamu (onepa, cuMmQoHis, opaTopis, CoHaTa), SIKi MAKOTh CHUIbHI MPUHLUIM OPraHizamii My3HIHOTO
Marepiany (COHATHHH, POHIO, PENPU3HHI), CBOEPIAHY ApaMaTypriro, TCXHIKY HAIMUCAHHA Ta Pin
iHmux o3Hak. “TepmiH 1 sBHINE “‘akageMivyHa My3WKa O3HAYAE HACAMIICPET EBPONCHCBHKY MY3HKY
npodeCifHUX KOMIO3UTOPIB (IO OTPUMATH CHCUIATbHY MV3HYHY OCBITY B OyIb-akid Qopmi), e
PO3BHTOK 1 CBOIIOLISI MY3UKH SIK (beHOMeHa KyJIBTYPH (POPMY€EThCS HA OCHOBI YCTaNEeHHIX Tpaﬂnum
HACIAVIOUN iX y pi3HHX ¢opmax, 1Hcmpyerbc;1 MOIIYKOM HOBHX AYXOBHHX CBITIB 1 OLIHIOETHCS
TOHKOK IKajA0K mpodeciiinoi maticteprocti” [4, ¢. 9]. Ha aymMKy MHUCTCUTBO3HABLIB, AOLIIBHO
PO3OLTATH aKaACMIYHY MY3HKY HA KIACHYHY T4 CYYACHY, MPUYOMY BOHH MAIOTh TaKOXK YHMAJIO
BigramyskeHp. [login Ha wi kaTeropii € AOLIIBHUM, aKE MiIKPSCIIIOE CYTHICHI O3HAKU JBOX 3raJaHuX
THUITIB AKaICMIYHOT MY3HKH.

dopMyBaHHA MY3UKH HEaKaJIeMIYHOI TpaauLii MOKHa Bia3HaunTH B KynbTypl HoBoro wacy.
Came y neli yac BIAOYBAETHC PO3MOAINT MY3HYHOI KYJIBTYPH HA “MY3HKY IS HAPOAY Ta MY3UKY IS
ApPUCTOKPATIB, HA CBITChKY Ta pemiritiny” [4, ¢. 10]. HeakaaemiuHa My3uka yCIaAKOBY€E T O3HAKH, SIKI
Oyn1H NpUTAMaHHI MY3HLI IS HAPOAY, OE3MEPEevHO, CBITCHKOTO CHPSAMYBAHHA. 3ayBKHMO, IIO
CTUITROBI HANPSMKH, SIKI HANEKaTh A0 HEAKaACMIYHOI MY3HUKH, € TaKHMH, KOTpi Oarato B 4omy
BIAPI3HSIOTECS MK COOOI0, a IIE YCKIQMHIOE BHALICHHS X THUIOJOTIYHUX PHUC, MPOTC BOHH MAKOTh
HabaraTo MEHIIEC CITIIPHOTO 3 AKAICMIYHUM HAIMPSIMKOM, IO H 3YMOB/IIOE HCOOXIAHICTD iX MOETHAHHS
OJIHUM TCPMIHOM.

BignosigHo, My3UKy HEaKaAEMIYHY MOXKHA PO3LITHYTH SK TaKy, IO HAiJICHA HACTYITHHUMU
KPHUTEPISIMU: HacamIiepes, ii yacto cTBoproroTh Henpodeciiini kommosuropu. Konu #inerbes mpo pok-
TBIp, TO BIH € 3AeOUTBIIONO PE3yIbTATOM KOJCKTHBHOI TBOPUYOCTI BUKOHABIB rypTy. BapTo sramzaru
coineHl komnozuuii rypry “The Beatles”, y panHiii nepion TBopdocCTi sSKoro OyIH CTBOPCHI MiCHI,
Hacamrmepea asTopcTBa TBOpuoro Tanaemy 1. Makkaprai—[k. JICHHOH, TPOTE YUMANO CACMCHTIB
BUHHUKAIH 3a OC3MOCePeaHbOT yUacTi 1HIIMX yJacHHUKIB kojcktuBy — Jx. Xappicona ta P. Crappa.
Komu x MoBa mpo cyTo mpodeciiiHuii piBeHp y cdepl HeakaAeMiqHOI MY3UKH, TO HOTO, SIK TPABHIIO,
HEMa HE JTULIC B KOMIIO3UTOPA, a ¥ Y BUKOHAaBLiB. HadBHICTb cepe]] pOK-MY3HKAHTIB MY3UYHOI OCBITH,
ocobnuBo B XX cTomiTTi, Oyia paamie BHHATKOM, aHLK NPaBHIOM. BakiavBuM € Te€, IO POK-
BHUKOHABILIl YaCTIIIC BUKOHVIOTh TBOPH BJIACHI, a HE Ti, IO HAMHCAIH 1HIII BHKOHABLI-KOMIIO3UTOPH.
BunarkoMm 3 mporo “npasuna’ € penepryap MOJIOAMX KOJICKTHBIB, SIKI PO3MOYHHAIOTH 13 BUKOHAHHS
MICCHb YK€ BIIOMHMX BHKOHABIIB Ta BUCTYIM-TPUO IOTH 3IPOK POK-CLCHH, HPUCBIYCHI IIEBHOMY
KOJ1€31, KOJIY 1 BOHH BUKOHYIOTh HE BJIACHI ITICHI, & 4y7Ki, MPOTE YacTO TBOPUO iX 0OPOOIISIOTS.

Komm timeTses [pO a3, TO TaM TPOXH iHIIa curyaiis. € 0araro JKa30BUX KOMITO3HUINH, B
SIKUX aBTOPH CTAHAAPTIB BIAOMI; Pa3oM 3 THM Y ACAKHX CTUIAX (Hanpuknazd, v ¢pi-mkazi) mkazosa
KOMITIO3HLIISI VTBOPIOETHCA B PE3YIbTATI CONBHOI UM KOICKTHBHOI IMIPOBi3aLii Y4acHHKIB IypPTy 1 HE
MA€ YiTKO BU3HAYCHOTO aBTOPCTBA.

OCHOBHMM JKaHPOM, SIKHH BHKOPHUCTOBYIOTH B MY3HLI HEAKaACMiYHOI Tpaauuii, € micHA
(y pox-HampsiMKy Ta mon-HanpsMky). [Ipore mxa3oBl TBOpH OVAYIOTHCS 3a ACIIO 1HIIMM MPUHIUIIOM,
aJKe BOKAITbHI, BOKATBHO-IHCTPYMCHTAIBHI Ta 1HCTPYMEHTANBHI KOMIIO3ULII PIAKO KOJH MOB’ A3aH1 3
KVIUICTHICTIO, HASSBHOKO Y MICCHHOMY KaHPi, a YacTille peali3yioThes vV (opMi Tema-iMIpoBizamis Ha
Hel — penpH3a TeMH, IO CTala TPAIHLIHHOKO A JKa3y.
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Hanzeuuaiino BaxauBoro 03HaKkow0 My3udHOro TBopy XX—-XXI cronmiTrs nocrae 3mina GopMu
Horo samucy. 3asHa4yuMoO, INO ...MOPSAA 3 TPAOUUIHHAM HOTHMM 1 rpadiyHUM TEKCTOM V
PO3MOPSIKEHHI JOCTITHHUKIB TEIICP € 1 aKyCTUYHHH TEKCT, SIKHH CTAHOBUTH OE3MOCEPEaHIN Pe3yIbTar
JISUTBHOCTI MY3HKaHTA-BUKOHABLY 1 Moxe OyTH 3adikcoBaHW Ha MarHiTOQOHHY CTPIYKY, IIATIBKY
abo KoMmakT-auckK. Y moOyTi 3’ 4BIMIOTECH 1 crnenudivHi BHOW TEKCTIB MY3WYHHX TBOPIB, Taki, K
BepOameHi” [2, ¢. 5-6]. Sxmo nma akaaeMivHOI MY3HKH Oinblie MpUTaMaHHa HOTHA dopMa (ikcarii
TBOPY (Xo4a 3 apyroi momoBHHH XX CTONITTS B paMKax ~‘KOHKPETHOI Ta “€NCKTPOHHOI” MY3HKU
BUHHMKAE YAMANO 3pa3KiB ICHYBAaHHA ayAiO3alucy TBOPY), HATOMICTh [UIS HEAKAICMIYHOI MY3HKH
XapaKTCPHUIA came ayAi0BapiaHT 1 HAdaraTo PiAie — HOTHUH, KOTPUH, 34¢O1TBIIOr0 CTBOPIOIOTE MiCIs
TOTO, SIK MiCHA HaOyia MOMyISPHOCTI W cTaja HaAOAHHAM MIHPOKOro 3arany. HoTHuii TEkCT
MyOIiKYIOTh HEepeBaKHO O(diLifHI NpeACTABHHKAMH T'YPTY YHM BHKOHABL, IIO NPUTAMAHHIIIE IS
3aX1JHOTO CBITY, UM MOIIHPIOIOTh CICKTPOHHY BEPCIFO HOTHOTO TCKCTY.

3aszHauyuMoO, O PSR JOCTITHHKIB MPOJOBXKYIOTh CIIPUHMATH HEAKAICMIUHY MY3HKY K TaKy,
IO HAJICKUTh A0 HIXKUOrO TATYHKY. 3PO3YMLIO, IO AKaJCMIYHA My3WKa Mae Hadararo MEHInY
ayauTopito, Hik HeakazemiuHa. [Ipote mpu cmpobi obrpyHTYBarH moTpeOy 3MiHH NPIOPUTETHOCTI
aKkageMiuHOI MY3WKH HE BapTO 3HELIHIOBATH nepeBaru HeakazeMiunoi. Ha aymxy B. Xomonosoi,
(YHAAMCHTATBHUM KPHUTEPieEM, SKUH PO3AUIAE MHOMYISPHY KIACHYHY Ta CCTPAIHO-PO3BAKAIBHY
MY3HKY, € Xapaktep 3BYKY. ‘B akazeMiuHOMy macTi BiH OpraHizoBaHHH aKyCTHYHO YHCTO,
0naropoJHO-KPacHBo 1 Hece B ¢OO1 maiekuil mpoodpa3 “aHrebChbKOTO CHIBY , IO KOJIUCH MOPOIUB
caMy 3BYKOIHTOHALIIO aKaACMiYHOI MY3HYHOI KYJIBTYPH. A 3BYK VCIX €CTPaTHO-PO3BAKATBHHX
CYOKyNbTYp — HCTAPMOHIHHUM, HCY3TOMKCHHM, HeaOaaui: 3 “HEAOCIHIBAHUM [0 TOYHOI BHUCOTH,
BUCOTHHM ‘XMTaHHAM , TOBIPKOIO, HCTIPUPOAHUM (OPCYBAHHAM 1 XPHIIOM TOJOCY, A3MDKYAHHAM 1
Opsizrkorom ritap (y pok-myzmii)” [6, ¢. 215]. JlaHe TBEpIKCHHS CBIAYUTH MPO YICPSIKEHICTDH
YCTAHOBKH JOC/IIAHHULI T HC3HAYHUN PIBCHb O3HAHOMIICHOCTI 3 PI3HUMU HAMPSIMKAMH HEAKAASMITHOT
My3ukH. ExcnpecuBHiCTh, MpHTAMaHHA POK-, MOMN- Ta JKA30BHM BOKANICTaM, JABHO BXKE cCTana
YACTHHOK BHKOHABCHKOI MaMCTEPHOCTI W akaJeMIYHHX BUKOHABLIB. A OIIBIIICTh NEPETiYCHUX
“HeOMKIB” CTaTM OCHOBOK AaBaHTapOHHUX aKaICMIYHHX TBOPIB. Tak caMO JOCHTh YMOBHHM €
HAJUICHHS aKaACMIYHOI MY3WKH 3HAYCHHSIM TaKoOi, IO Mepeaae CKOpOOTHI U Tpariuxi oOpaszu, a
HeaKaJeMIuYHOI — 4K TOi, IO Hece padicHI Ta CBATKOBI yMoHacTpoi. Ilpore B ogHOMY MOXKHA
noroautucs 3 B. Xononosoro, sika BKkasye, mo “3iCTABICHHA KIACHYHOI MY3HKH 3 €CTPaJHOKO B
MPUHLMI HEJOLITBHE: LI¢ TOPIBHAHHS PI3HUX KYNBTYP, 3 PI3HHMH 3aBJAHHAMH B cowiymi. Aue
OCKITBKH B 000X HasgBHI CmiB 1 Ipa HA IHCTPYMEHTaX, TO 1 MOPIBHAHHA, 1 B3aeMOJis
Hemunyui” [6, ¢. 215].

3BaKAIOUM HA BUKIAJCHHUN Martepiaji, iCHYIOWI cnpoOHM BU3HAUCHHS CYKYIHOCTI HANPSMKIB
CY4acHOI MVY3HKH NOTPeOVIOTH MEPEOCMUCICHHA. Y PE3yIbTaTi PO3BHUTKY NPAKTHKH HEOOXITHUI
MCPErIs ] TCPMIHOJOTIYHOrO HOs. BHIIISMIOTECS Taki HAMPSIMKH, SIK aKaACMIYHA Ta HEAKaACMIYHA
MY3HKa, SIKi ICHYIOTh Ha piBHI 3 (omekiaopoM. Heakagemiuna mMy3uka — 1e KOHLENT, IO MOETHYE
oKka3, pox-, mon- 1a world music. Lleli Hanpsmok mnepeabadae HasgBHICTH OJHOTO HYH KLTBKOX
BHUKOHABLIIB, SIKI MPE3CHTYIOTh BJIACHI TBOPH YU IHIINX KOMIIO3UTOPIB, HE MOB’ A3aHUX 3 aKaACMIYHIM
HANPSAMKOM. XapaKTCPHUMH € HASBHICTh TBOPIB HE Y HOTHOMY BapiaHTi, a B ayJio- 4u Biacodopmari,
yacTo HempodeciHHUA PiBCHb BUKOHABCTBA, BIAMOBA BiJ CTAIMX TPAAWLIHHUX >KaHPIB 1 GopM Ta
Opi€HTALli HA [IHPOKY ay AUTOPIFO.
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