BicHuk HAKKKiM 2’2014

At the beginning of XX century the founder of the study of national songs and the folk song performance K. Kvitka had
appealed to the concepts of "method of vocal technique" and "rural style of singing." Outstanding scientist by these concepts
had characterized the larynx structure, a vocal register usage, sound character and his attacks, and also configuring voice
resonator specific for the performance of the national song. In today's edition of works of the scientist the editors have used
"kind of folk song" (interpreted regionally) and "folk singing style" features that characterize the chest resonance with forced
sound delivery. Need for their research the modern scientists associate with needs in mastering the different manners of folk
song performance to improve amateur and professional folk groups activity. Modern culture demonstrates the multiplicity of
ways of transmission of folk songs, the loss of significance of oral tfransmission mechanisms of the song heritage which are
inherent the authentic culture and professionalization of the national performance. This leads to substantial change in emphasis
in understanding its status. In the 1970s L. Christiansen process of mastering a singer of folk songs is associated with life and
long traditions. In the 1980s E. Alekseev in the activities of folk choirs, ensembles of folk song and dance sees only the external
signs of folk activities separates different functioning of folklore, including the activities of folk-professional musicians. The need
for professional training of a folk singer, a division of the theoretical and practical aspects of this process has reflected on the
conceptual level in modern ethnomusicology in accentuation of the professional start in the performance of folk songs.

So, |. Matsiyevsky uses the term "traditional professional performance”, which on the basis of historical
perspective and systematic approach characterizes a specific system. Its existence is ensured by both the preservation
of ideality of sound (conservative-protective mechanism), and his improvisational update. Center of the system is a
carrier of traditions, which is released from the culture medium by the talent, knowledge of repertoire, audience tastes
and suggestive abilities. On this basis, the scientist claims the thesis of the psychological distinction of the performer and
the audience. Earlier Soviet Folklore accentuated sameness of creative activities and experiences in folklore.

S. Critsa appeals to the concept of "people's professionalism” and emphasizes the need of professional
reconstruction of folklore. With the 1970-1980ies the native and in generally Soviet folklore idea has been noted by
pluralism in determining the specificity of the vocal aspect in the folk songs performance. In most cases, individual
research interprets the concepts used as synonyms: "singing style" and "performing style" (O. Pravdyuk ), "folk singing
style", "genre of vocal performance" (N. Drozhzhina ), "national execution style", "closed" and "open style of singing",
"manner of performance" ( E. Efremov and V. Ponomarenko ), "singing style" (N. Boyarskaya and L. Gapon), "folk sound

formation" (I. Yanik ), "performing manner" and "performance style" (S. Gritsa ), "vocal art form", "manner of vocal art",

"vocal technique”, " singing technique", " solo singing style" and "the type of sound"(V. Antonyuk ).

E. Skoptsova appeals to the concept of "folk performing manner" and characterizes by it complex, which
consists of: Ethno regional song and performance traditions, Harmony intonation features of Ukrainian folklore, language
dialects, and the specificity of sound production and timbre usage of folk voices. By the concept "folk performing style"
researcher covers the improvisation of performance, connection with local variations of collective performance, features
of sound production and tone, unity of singing text and movement.

A. Lashchenko uses as identical, the concepts of "vocal technique" and "vocal manner," describing by them a
way and character of sound production as well as and phonation.

The notion of "traditional vocal Performance" in the works of L. Boyar and L. Gapon also used to characterize
the complex vocal techniques that have been established in certain regions. Their bases are the cultural and artistic
traditions that are transmitted orally from generation to generation.

The concept of "singing style" used by A. Ivanickiy also characterizes regional features of repertoire of collective
and individual singing activity (subjects, rhythm-melody, forms of performance, sound formation, sounds, use of
registers, genre circle), inherent in a particular social environment.

Concretization of substantive content of the concepts that characterize the essence, status and specificity of
performance of the folk song considering features of it modern functioning, represents itself the future prospects of research.

Key words: folk song performance, style of singing, singing style, manner of performance and sound production.
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KOMNO3NTOPCbKA TBOPHICTb AJ1A BAHOYPU MEXI XX-XXI CT.:
CTNbOBUU ACIMEKT

Cmammio npucesiHeHo naHopPamMHOMY OXOMNEeHHIO YKPalHCBKOI KOMMO3UMmopPCcLKOI meopyocmi 0ns
6anHdypu mexi XX=XXI cm. 3 noenady i cmunbosux ocobnueocmell. PO3Kpumo nposeu Heocmursie,
cmunbosux medill i Hanpsamie akalemidyHor i Macoeol My3uKu ma Ix Pi3HOpPiOHI cuHme3su. pocmexeHo
iHMEHCUBHI NMOWYKU Cyd4acCHUX KOMIMo3umopie wo0o nocOHaHHa memopy 6aHdypu [ iHwux iHCmpymeHmis,
suHali0eHHs Hogux nputiomie epu Ha 6aHOypi.

KniovoBi cnoea: 6aHdypa, yKpaiHcbKa KOMIo3Uumopcsbka meopyicms 0na 6aHOypu, cmurti, Heocmuri,
akademiyHa My3uKa, Macosa My3ukKa.

MomMbK NPIOPUTETHUX CbOrOAHI YKpaTHO3HABYMX NPobnem ocobnmee Micue NoCiaalTb NUTAHHSA, NOB’A3aHi
i3 BUBYEHHAM OaHAYpHOrO MUCTEUTBA, 30KpPEMa KOMMO3UTOPCHLKOT TBOPYOCTI Ana OaHaypu — 3HAKOBOrO
MY3WYHOTO (HCTPYMEHTa AN HauioHaNbHOT MY3WMYHOT KynbTypu. OCTaHHI HaykoBi po3pobku B LA LApUHI
NOB’A3aHi 3 AOCNIMKEHHSIM KOMNO3UTOPCHLKOT TBOpYOCTi ana 6aHaypu (B. Oytyak, H. Moposesud, O. HikoneHko,
O. OnekcieHko), npobnem opranonorii (I. 3iHkiB), cnocobis rpu Ha Ganaypi n annikatypu (I. 3iHki, J1. MaHasiok,
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. MartsiiB, |. Mokporys), ocobnusocTten 6aHaypHoro BukoHaecTtea (C. BuwHeBcbka, B. OQyTtyak, J1. MaHa3tok)
TOLWO. BogHo4ac BigCyTHICTb Y HAyKOBOMY NPOCTOPI OCMUCIIEHHA Cy4acHOro etany pPo3BUTKY KOMMO3UTOPCLKOT
TBOPYOCTI ANst 6aHAYPY KPi3b MPU3MY iCHYIOYMX CTUMIB CNOHYKAE A0 LiNiCHOro BUBYEHHS L€l npobnemu.

IMoMmi>K yCbOro po3maiTTa Cy4acHUX HEOCTUAIB akageMivyHOT My3UKK (HEODONbKIOPU3M, HEOPOMAHTU3M,
Heobapoko, HEOKNACULUM3M, HEOIMMNPECIOHI3M Ta iH.) I HaNpsaMiB MAcOBOI My3M4YHOT TBOPYOCTI (ETHOAXKA3,
New Age, World Music Ta iH.), my3uka ana 6angypm kiHus XX — nodartky XXI CT., BENUKOK Mipoto 30epirae
BnacTuBuii in chonbknopusm. Lli TBOpu — nepeBa)kHO 00pOBKM YKPATHCBKMX HAPOAHUX MiCEHb — HAMUCaHi sk
6aHaypUCTaMU-BMKOHABLUAMM, TaK i npodeCiiHuMKM Komnoautopamu. OTke, A0 MEepLUOT rpynu Hanexartb,
Hanpuknaga, "Own 3iinan, 3ingu Tu, 3ipoHBKO Ta BedipHaAa" . TonopoBCbkoi (ana 6aHaypu cono), "On, yyopa
opag" T. Jlasypkeeud (ana ayety 6anaypucTis), "lel, kpoukom koHi" C. OBuyapoBoi (ana aHcambnio 6aHay-
pucTiB), opuriHanbHa n'eca "lMpo wo noeiana saTpa” O. MNyk-Kabadii Ta iH. Momixx TBOpIB, WO HanexaTb A0
apyroi rpynu, — o6pobkn "HAk 5 ciHo rpabana 3eneHe" O. NepacumeHko, "buctpa soga" €. Minku, "3akyBana
3o3yng" C. MamoHoBa Ta iH.; cTunisoBadi agymu, ak-oT "Mig mictedykom Bepecteykom”, "Oyma npo Tapaca"
B. TumoxmHcbkoro (06uasi Ha cnosa M. Ctpyuioka). PonbKNOpUsM BUSBMSETLCSA TAKOX Y HEBEMUKMX 3a
00CAroM opuriHanbHUX M'ecax, NpuMipom "TaHok" T. XMenbHULBKOT, TBip 3 OAHOMMEHHOK Ha3Boto B. Masni-
KOBCbKOro, "Ogi nicHi" €. Minku. BogHo4ac y BeNUKUX CUMAIOHIMHUX NOSOTHAaX, 30kpemMa "KamepHin kaHTarTi
Ne2" nnsa kob3apa 3 opkecTpom B. KamiHcbkoro (Ha Tekctu T. LLieBueHka), "XapkiBCbkomy" KOHUEepTi Ana 6aHaypu
3 opkectpom |. MamgeHka Ta iH. YCi Ui TBOPU MO3HAYEHO BUPA3HOK 3BYKO300OpAaXKamnbHICTIO, BOHU CMNPUSIOTb
PO3KPUTTIO PONBLKNOPHOT NPUPOAN IHCTPYMEHTA, KOPUCTYIOTLCS BENMKOIO NOMYASAPHICTIO Cepea BUKOHABLIB.

MpoTe HamuikaBilLMMKU ANS1 TEMEPILLIHLOrO ICTOPUYHOrO nepiogy cranu TBOpu Anst BaHaypu M pisHUX
iHCTPYMEHTAanNbHUX i BOKaNbHO-IHCTPYMEHTANbHUX aHCaMOniB, KAMEPHUX N CUMMOHIMHUX OPKECTPIB, ¥ AKUX
BUSIBMEHO XapaKTepHi 03HaKM Cy4aCHOro My3MYHOrO MUCHEHHSA. Tak, ACKpaBUM NPUKNAA0M HEOOMbKIIOPU3MY €
KamepHa cumdoHia "Cepist ryuynbCbkUX MeauTauiiHux eckisi”" (1996) ana kamMmepHOro opkecrtpy, basHa ta
B6aHaypu B. MaenikoBcbkoro. TBIp NPUKMETHUIA TUM, WO B HbOMY aBTOP OAHWM i3 MEPLUMX Yy KOMNO3uUii 3a
y4yacTio 6aHaypu 3BEPHYBCA A0 CUHTE3y Pi3HUX BUAIB MUCTELTBA, 8 caMe MY3UKU I TeaTpanbHOro AilcTBa,
3aCTOCOBYIOUM MPW LbOMY 3acagHudi NPUHUMNM MORNICTUNICTUKK: "...BTINMEHHS idel napagokcanbHOCTI i
nniopaniamy y Bubopi ceitornagHux npuHuuni” [2, 136]. BaHaypa B UbOMY TBOpi NpeacTaBneHa sk
KONOPUCTUYHUIA HCTPYMEHT, OAHAK TaKOX Bigirpae BaXKNUBY PONb y PO3KPUTTI oBpasHo-apamaTypriyHoi
NOrikn TBOPY.

BoaHo4ac y HM3Ui TBOpPIB HEOMONLKMOPHI PUCK € HEBIQ'€EMHUM acneKkTOM PO3BMHEHOrO B MUCTELTBI
NOCTMOAEPHI3MY CTUSILOBOrO CUHTE3Y, WO TAKOX € MOKA30BMM ANS Cy4acHOi KOMMO3UTOPCLKOT TBOPYOCTI
ana 6aHagypu. Tak, N0eaHaAHHA 03HaK HeOONbKNOPU3MY, HEOPOMAHTU3MY, HEOIMNPECIOHI3MYy, HE0BAapPOKo, a
TakoX AxKasy Mae Micue B Anto3iax Ha yKpaiHCbKy HapogHy Temy "Ak noixas yymak" B. MapTuHIOK.

AKLWO HeodONbLKNOPU3M Yy CyvacHin 6aHaypHin My3uli NpeacTaBneHo NepeBaXkHO IHCTPYMEHTAanb-
HUMK TBOPaAMM, TO HEOPOMAHTUYHUIA CTPYMiHb SICKPABO BTIMUBCA y TBOpax AN ronocy W 6aHaypu. Y HuUx
3HaxX0AATb CBOE HOBE BTIMEHHA BNACTUBI pOMaHTM3MOBI Temu. Lle, 3okpema, Tema noboBi B pisHMX ii
BiaTiHKax — nmoboB Ao bora ("Brnarocnoeu, aywe mMos, Focnoga" (kaHOHIYHI TekcTn) . MeHKyLl), BUCOKUNA
eToC Uuboro noacbkoro noyytra ['Mosa motose" (cn. J1. KocteHko) B. Bnacosa, "bes 1ebe aeHb" (cn. O.
Bab6ii) O. NepacumeHko], MaTepuHCLKi NOYyTTa I NMob6oe Ao maTepi [Konuckosa (cn. €. LLimopryHa), merno-
aeknamaduis "He Bunyckante mamuHux gonoHs" (cn. |. CeHHuk) I'. TonopoBceKOT], nioboB Ao Ykpainu ["Ha
KONMMCbKMM MOpPO3i kanuHa" (cn. B. Ctyca), B. Bnacosa, "ManeHbka ykpaiHka" (cn. O. MNuinku) B. Map-
TUHIOK], HepoaaineHa nmobos ['Poskaxky T06i..." (cn. J1. KocteHko), ob6pobka crpineubkoi nicHi "l cHunocs
BHOYI AieumHi" . MeHkyw]. 0o uUiel TeMaTU4YHOT rpynu HanexaTb i TBOPU, B AKUX BUSABMEHO MUMYBAaHHSA
npupoaoto [06pobka ykpaiHCbKOT HApOAHOT nicHi "Bitep B rai He rynsie" (cn. T. LUee4veHka) €. Minku].

MposiBOM BMCOKOTO NPOIECINHOIO piBHA Cy4acHOro 6aHaypHOro BUKOHABCTBA € NosBa mMacLTabHux
BOKAarbHO-iHCTPYMEHTAaNbHUX KOMMNO3ULiA ANng ronocy i 6aHaypu, A€ BOHM TNymadarbCsa SK ABa CaMOAa0C-
TaTHixX iHCTpymeHTa. Cepea Takux TBOpiB — "KOHUEpTUHO B pomaHTuYHOMY cTuni" B. Bnacosa (1999) —
KNacuM4HWIA NpuKNag BTiINEHHs1 HEOPOMAaHTU3MY B My3uUi Ans ronocy n 6aHaypu, BOAHOYAC €TanHui TBIp Y
chepi CONbHOT BOKANbHO-IHCTPYMEHTANbLHOT My3uku ans 6aHaypu.

B iHCTpymeHTanbHMX TBOpax And OaHAypu HEOPOMAHTUYHOIO CNPSIMyBaHHS OCHOBHE CMWUCIOBE
HaBaHTaXKEHHA Hece BMHAXianuea po3pobka menoauku i rapMmodii. Tak, ocHoBHa yBara O. epacUMeHKo-
KOMMO3UTOPKKM B BaraTtbOoX ii TBOpax 30cepeakeHa Ha TOHKOMY BUOYA0BYBaHHI MENOAUYHUX NiHii, WO Haby-
BaKTb iNOCTPATUBHOIO 3HAYEHHA, HA4aKTh MY3ULi NPOCBITIIEHOr0 HaCTPOK. A 3BEPHEHHS A0 YKPaiHCbKMX
HapoAHWX MENOAIN BUPA3HO BKA3y€e Ha HauUiOHaNbHY OCHOBY L€l MY3MKM, WO, 3peLTO, TakoX Bianosigae
0a30BMM €CTETUMHMM 3acafgamM POMaHTU3MY AK XyAOXKHbOrO CTUIIO M, LUMPLLE, SK CTUITHO KYNbTYPU B LifIOMYy.
MoMiK iHCTpYMEHTaNbHUX M'€C HEOPOMAHTUYHOTO CMPAMYBAaHHA Ana 6aHaypu W PisHUX IHCTPYMEHTANbHUX
cknagis TakoX iHwi komno3audii O. NepacumeHko — "Ha kpunax mpin", "Cnoragu" Ta iH., n’ecn B. MapTUHIOK —
"MpowansHa menogia" ana 6aHaypu Ta dopteniaHo, "Hutka ApiagHun" ans 6angypu comno Ta iH. Lli nipuko-
cnornagancHi 3a xapakTepom TBOPW, Ha NEPLUMIA NOrNSA4, NULLE KOHTPACTYIOTh i3 3aranbHo atMocdepolo
YKpaiHCLKOT KynbTypn 1990 — noyatky 2000-x pp., WO CNOBHEHa ApaMaTuU4HUX PUC, 3a3HaE BENUYE3HOro
BMMMBY MACOBOI MY3UYHOT KynbTypW, NPOHM3aHa PUHKOBUMWU CTOCYHKAMW W BiAMOBIAHUMU LHHOCTAMM, OAHAK,
HacnpasAi € NPOABOM TOHKOT i NPeKpacHOi AYXOBHOCTI NIOAWMHMW, TakK BaXKNUBOT B Cy4aCHOMY HEMPOCTOMY
CBITi. [pUpoOAHa COHOPHICTb 3BY4aHHs, 6araTcTBO 0OEPTOHOBOT LUKANW, OTXE, CBOEPIAHMIA 3BYKOBUIA "LLNEnd",
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HeoJHaKOBA CuUNa 3BYYaHHS Pi3HUX PEriCTPiB — Ui Ta iHLWI XapakKTEepHi pUCK akyCTUYHOT npupoaun GaHaypu
NpuBabnNIolTb KOMMO3UTOPIB, CXUMNBHUX A0 BTINMEHHA HEOIMMPECIOHICTUYHMX MY3UYHMX 00pasiB, AK-OT NEN3axk-
HOCTIi, TOHKWX HIOAHCIB NIOACLKOT Aywi. MNoMiK nepekoHnMBMX Npuknagis LbOro CTUNbOBOrO CNpAMYBaHHA —
BOKanbHWUi yukn "O3epo Ginux notocies" (2002) Ha BipLUi AaBHbOKUTACLKOro noeta bo Li3bto i (778—846 pp.,
nepeknag J1. EAagniHa) ansa anbta, newTu, yaapHuUxX iHCTpyMmeHTiB, GaHaypu Ta ronocy (conpaHo abo
TeHopa) O. PyaaHcbKkoro. Y Hbomy BaHaypa iMiTye CTapOBUHHUIA CTPYHHO-LLIMNKOBUA KUTANCLKUW iIHCTPYMEHT
3 poay apdu — kyHxoy (kunghou), anbT — kutTancbkuin wkeH. OBpaHuit TeMBpPoBMIA aHCAMONbL Mae CTBOPUTU
cneyndivyHnin KONOPUT KATAMCLKOT MY3WKW, aypy CXigHOI NOETUKMW, T NipUYHMIA, cnornaganbHUn HacTpin,
ManbOBHWYICTb NPUPOAU W, BOAHOYAC, BiAYYTTS OOMIO 1 BTPATHK.

IMNpecioHiCTMYHMM 3a6apBNeHHAM NMO3HAYeHi N TBOPK iHLUMX KOMMNO3uTOpiB Ana 6aHaypu. Mpumipom,
"KoHuepTtHa ctoita" O. NepacumeHko, "Aksapeni” J1. KoxaHcbkoi-PegopoBoi Ta iH. 3Ha4YHO MeHLLE NPOABNSAIOTLCS
pUCK HEOIMMNPECIOHI3MY Y BOKANbHO-iIHCTPYMEHTAanNbHIN My3uui ana Gangypu. OauH i3 npuknagie — nicHA
"Micna gowy" (cn. K. >KykoBcbkoro) €. Minku.

OfHielo 3 pUC Cy4acHOT KOMMNO3UTOPCHLKOT TBOPYOCTI € 3BePHEHHS A0 AaBHiX (40 XIX CT.) KyNbTYPHUX €M0X,
BUKOPUCTAHHS hOPM i CTUNICTUMHUX PUC CTAPOBUHHOT My3uKKM, 30KkpemMa Bapoko. PonbknopHa npupoaa 6aHaypu, a
BOAHO4YAC NeBHa TeMOPOBA NOAIOHICTL A0 BAPOKOBUX IHCTPYMEHTIB CTPYHHO-LUMINKOBOI PYNM CNPUSE 34INCHEHHIO
Cy4acCHMMM KOMMNO3UTOPaMK "3BYKOBOI PEKOHCTPYKLUT™ TiET enoxu, OTKe, BUSABIIEHHIO 3B’A3KY MDK BigdaneHumu
ICTOPUYHUMKM NepiogaMn PO3BUTKY KymnbTypu. BUKOPUCTAHHSA iHTOHAUIMHOMO marepiany nonepegHix iCTOpUYHUX
nepiogiB CBiAYMTL HE NPO BUYEPNHICTb Cy4aCHOr0 MY3WYHOIO MUCTELTBA, a CKOpille MPO HamMaraHHs Cy4acHWUX
MUTLIB NEepPeoCMUCIMT MOro BigNoBIAHO A0 3aBAaHb TENepiLUHIX COLOKYNbTYPHUX YMOB, "BXUBUTK" B KOHTEKCT
HUHILLHBOrO MEPEeXiaHOro nepioay, WO 3’€AHYE CTOMITTS N TUCAYOMITTA, BigTak noTpebye OCMUCNEHHS none-
peaHLOro A0CBigYy KynbTypu. 3 LBOro nornsgy nokasoBuMm €, 30Kpema, HeoDapoKOBUMI 3a CBOIMU CTUMbOBUMM
ocobnmeocTamm TBip — "303yna vacy" ana aHcambnio 6aHaypucTie, orety, BionoH4yeni, BiGpodoHa Ta yaapHOi
ycraHoBkM B. MaptuHiok (1999). Bnactueuii nomy hinocod)CbkMii MOTMB 3B’A3KY YaciB 3yMOBWB BUKOPUCTAHHA
iHTOHaUji BinomoT mecu "3o3yna" J1. [lakeHa, a 3py4aHHs1 6aHaypu TyT, BiANOBIAHO, ACOLIOETLCS 3 KITABECUHOM.

Heabuskowo nonynsipHicTioO cepen 6aHaypUCTIB KOPUCTYETLCA IHCTPYMEHTanbHUM TBIp Ana 6aHaypu
cono "KnasecuH" B. BrnacoBa. Y HbOMy BTINEHO HU3Ky TMNOBUX Ansi 0apOKOBOI MY3WKM O3HAK, SK-OT:
roMOPOHHO-TAPMOHIYHUI CNOCIO BMKNAAy My3UYHOrO Martepiany, HaCcUYEHICTb MOr0 OPHAMEHTMKOW, PUCU
BipTYO3HOCTI TOWO. HaBiTb Ha3Ba TBOPY HAMALUTOBYE CryXada Ha CNPUAHATTS My3UKM enoxu 6apoko, Konu
knaBecuH OyB OAHMM i3 HAMNOMYNAPHILWIMX W HanynobneHiwmnx Komnosutopamu Tiei 4OOM iHCTPYMEHTOM.
Came neBHa noaibHiCTb TEMBPY N XapakTepy 3BYKOBUAOOYBAHHS HA KNABECUHI i BaHaypi, OT>ke, NoB’A3aHe 3
UMM CniBCTaBNEHHA AaBHbLOT i CyMaCHOT KOHLEPTHOT BUKOHABCLKUX TPaauUin y CNpUiMaHHi TBOPY PeUmnieHTOM
crana Kn4oBUMM MOMEHTOM Y BTINEHHI igei 3B’a3Ky Jacis.

Y BaHaypHin My3uli mexxi XX—XXI CT. p0o3BUBAETLCA TAKOXK HEOKNMACUYHWUIA HANPAM, NpeacTaBneHui
nonichOHIMHUMM TBOPaMU, KOHUEPTaMK, CHOITaMU Ta iHWMMKW XaHPaMWU KNacUYHOT MY3MKM, WO Hanucai,
04 HaK, Cy4acCHO KOMMO3UTOPCLKOO MOBOLO. BOHM nocigaloTb NOMITHE MicLe B y40OBIi npakTuui, € 06oB’A3-
KOBUMMW B KOHKYPCHMX nporpamax. Tak, y nonigpoHiMHMX XaHpax HW3Ky TBOpiB Hanucana B. MapTuHIOK.
Momik HuX: "IHBeHUig", "dyra Ha HapoaHy Temy", "Xopan i ¢yra", "Mpentoaisa i dyra Ha TeMU yKpaiHCbKUX
niceHb", "®yra i noctnogisa", B OCHOBY AKMX NOKNaAeHO iHTOHALi yKpaiHCbKuX niceHb. Temoto "IHBeHUil" cTana
yKpaiHCbKa HapoaHa nicHa "On y noni, noni ceitnuua croana”, "®yru Ha HapogHy Temy" — "ORr y noni, B noni 6in
KaMiHb nexuTb", "Xopany i dyru" — sigoma 06pobka B. 3apembu nonynapHoi nicHi J1. AnekcaHaposoi "[OuBnioch
51 HA HeBO", a TakoX HapoAHOT nicHi "lwnu BoNw, Bomnu i3 AibpoBu". MNepeoCMUCHEHI HA OCHOBI Cy4acHOI
MY3U4HOT MOBM NOJICPOHIYHI XKaHPW KNacUUMCTCbKOrO MWUCTELTBA, MOMOBHIOKYM BaHaAypHMIA peneprtyap,
CMPUSAIOTL PO3BUTKY MY3UYHOTO MUCIIEHHA BMKOHABLiB Ha OaHaypi. CydacHUMM KOMNO3UTOPaMu CTBOPEHO
HU3KY HEOKNaCU4YHUX TBOPIB, ¥ AKMX BUKOPUCTAHO aBTOPCLKI TeMu, Hanpuknad: "®dyra y ctTapoBMHHOMY cTUni"
€. Minku (2004), "Bapiadii B knacudHomy ctuni' O. MNyk-Kabauin (2007) Ta iH.

Y Hu3ui TBOpiB AnA GaHaypu penbedHO BUABNAIOTLCA PUCUM MOCTMOAEPHI3MY. Taki KoMno3uuii
BUPI3HAIOTLCA NepeayciM AcKpaBuM TeaTpanbHUM xapakTepom (0aHa i3 3acag MOCTMOAEPHI3MY — eCTETUKa rpu),
NiABULLEHUM [HTEPECOM KOMMO3MTOPIB A0 BUHaAMAEHHS HOBMX MPUMOMIB rPM Ha iHCTPYMeHTI (yaapu no rpudy
GaHaypu, PiBHOMAHITHI rmicaHao, onaXkoneTn Ha 6GaCoBUX CTPYHAX TOLLIO), 3BEPHEHHSIM 10 crneumdivHnX 3ByKO300pa-
KanbHUX edPekTiB (KNauaHHA SA3UMKOM, MOCTYKYBAHHS CTOMOK MO Miariosi TOLLO), HE3BUMHUMM TEMOPOBUMUN CUHTE3aMU
Pi3HUX IHCTPYMEHTIB TOLLO. He BMNagkoBO HAyKOBUi Bia3HaYaloTb, WO "...HETpaauUiiHe TpakTyBaHHA yCTaneHoro B
MY3WYHII NPaKTUL HAPOAHOrO iHCTpyMeHTa (Ganaypu — |. J1.) — oaHa 3 MPUKMETHUX PUC CYy4ACHOTO KOMMO3UTOPCHKOTO
mMucnenHs" [1, 71]. Takumu € TBOpU: "Con moto" B. MapTuHiok, "Bypnecka” B. NaBnikoBCLKOro Ta iH.

[na noctmoaepHuUx TBOPIB BRAaCTUBUM € 3BEPHEHHS KOMMO3UTOPIB A0 (PINOCOPCLKMX TEM, HaNpPUK-
nag, 6yTTa noAuHK, Ti CTOCYHKIB i3 NpMpPOAOD TOWOo. Tak, MOTMBU HAropoau MOAWHW 3a BAXKUWA XXUTTEBUN
LUNAX CMOKOEM Ta paaiCTio, WAXy A0 HMX vyepe3 cym, 60poTbby, Bigyan, BunpobyBaHHA 3Byyarth y "CoHaTi
nam’saTi K. Mackosa" (2003) B. 3ybuubkoro. Ons BTINEHHS UMX CKNAAHWX KOHLENTyanbHUX KONIi3ii aBTop
BUKOPUCTOBYE LUMPOKUI CNEKTP TEXHIYHUX | ApamMaTypriuHUX NPUAOMIB.

Mpobnemy CTOCYHKIB NIOAWHWU W MPUPOAM, TX CUHKPETUYHY €AHICTb, NPUTaMaHHy SA3UYHULILKOMY CBITO-
CTIPUAHSATTIO, BIOTBOPEHO B CIOITI "CepneHb-cepn” ana 6aHaypu, CTpyHHKUX Ta yaapHux M. Oenucenko (1998). Monpu
30BHILLHIO 3BYKO30BpaXkanbHiCTb My3uKK, TBIp Mae rmBOKMIn NiATEKCT. Yke Ha3Ba TBOpy — "CepneHb-cepn” —
Ma€ CEeMaHTUYHE HABAHTAXXEHHS, OTXKe, TOBOPUTbL MPO BAXKMMBY POIib ¥ HbOMY 06pa3Hoi apamMaryprii [4, 53].
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Ha TBOpYOCTi Ana 6aHaypn NO3HAYMUBCA PO3BUTOK HOBITHIX TEXHOMOrIN. Tak, y pe3ynbTaTi ekcnepu-
MEHTanbHUX CTyAiNnHUX POGIT P. MpUHbKIBA WOAO 3BYKOBMX MOXIMBOCTEW BaHAYPU BUHUKIM iHCTPYMEHTAmbHI
komnosuuii — "Cnis crapoi a3siHuyi" ("3iTkaHa 3 0BepTOHIB" M 3a AOMOMOrOK Cy4aCHMX TEXHOMOTYHUX
3acobiB CKOMMOHOBAHA B CyLiNbHE XyA0XHE MONMOTHO) Ta "Mycenbku" (3a 3agymMom aBTOpa, BUKOHYETLCA Ha
cnylleHnx cTpyHax 6aHaypu). o uUiel Xk rpynM TBOpIB MOXHA BIiAHECTM W Komnosuuilo GaHaypucta
MonoAaLoro nokoniHHa T. CTapeHkoBa "lloxoaxeHHA", B SKil aBTOP BUKOPUCTOBYE HETpaauLiiHi npuinomu,
HanNpuKnaa, rpu Ha pisHMX YacTUHaxX CTPyHu — Bina niacTaBKu, KinkiB, CTBOPEHHSA cneuudivHoro "Heecte-
TUYHOrO" 3BYKY Nig Yac NnepeMuUKaHHsA TOHaNbLHOCTEN.

OcCTaHHiM YacoMm MOMiXK KOMNo3uTopiB-npodiecioHaniB i amaTopiB BUHWUK iHTEpeC A0 CTBOPEHHS
I>Ka30BUX TBOPiB Ana GaHaypu. MNomiTHE Micue B LbOMY KOHTEKCTi MOCINU iHCTPyMEHTamnbHi KOMMO3uLit
GaHaypucTie, Hanpuknaa, "[bkasosa imnpoeisauis" P. IpuHbKiBa, "IMnpoBidauia Ha HapoaHy Temy", "Wild
West Jazz" . MartBieBa Ta iH. Y TBOpax, HanucaHux 6aHaypucTtammu-BMKOHABLAMU, PO3pobnsaoTbCa nepeaycim
dakTypHi MOXNMUBOCTI 6aHaypu, HOBi CcNocobu rpu Ha iIHCTPYMEHTI, AK-0T y 3ragaHomy Buwe TBOpi "Wild
West Jazz" I'. MatBieBa, ae niea pyka 0gHOYacHO rpae Ha 6acax i BinbuBae puUTM KiCTKOO BENMKOrO nanbLs
no rpucy 6aHaypu, npu TOMy B 4OCUTb LUBMAKOMY Temni [5, 11; 3, 166].

Heodonbknopuam, mxas, non-mMy3uka noegHanucsa B KOMMO3WMTOPCbKO-BUKOHABCLKIM TBOPYOCTI
Ganagypuctkm M. Kpytb. Y T1i peneptyapi (nepeBa)kHO BOKamNbHO-IHCTPYMEHTanbHOMy) — 3ae0inbLuoro
aBTOPCLKI TBOPW (aBTOpLUi HanexaTb cnosa W Mysuka), 3okpema "Hesigomun", "HA npoknuHaiw OCiHb",
Komno3suuii Ha cnosa J1. BuwHescbkoi ("Mu BigipeaHi Big CBiTy"), Aa30Bi 00p0o0KM YKpaATHCbKMX HAPOAHUX
niceHo ("Ou, y BuuHeBomy cagy"”, "vYom tu He npuinwos”, "On, Beplie, Miin BepLue") Ta iH.

Y Garatb0X BUNaaKax Axa3oBi TBOPU ANst BaHAYpU, B AKMX BUKOPUCTAHO NMEBHi cneyedekTn (Hanpuk-
nag, enizoauyHe TpumaHHa GaHaypu €K ritapu W BignoBigHe 3BYKOBMAOOYBAHHSI HA Hil), CTBOPIOOTLCA
3HAYHOIO MipOI0 AN NigHATTA "pPenTUHry" IHCTpYMEHTa y MacoBOro criyxada, sk, ckaximo, TBip "Girls from
Odessa" ana 6aaHa n GaHaypu B. Bnacoea. BogHouac Usi KOMMO3WLiS BUMAarae Big BUKOHABLIB MalCTEPHOro
BOJTOAIHHA IHCTPYMEHTOM, apTUCTUYHOIO BUKOHAHHA, HEBUMYLLEHOCTI. TUM CaMUM Yy TakuxX TBOpax nNpocTe-
JKYETbCS BMACTUBUIM NOCTMOAEPHOMY MMWCTELITBY CMHTE3 "HENoeaHyBaHOro", Ak ckasanu 6 padiwe, a came
aKkagemivyHoT 1 MacoBOT My3UYHKUX cdhep.

OpuriHansHO 32 KOMMO3UTOPCLKUM 3a4YMOM i TPAKTOBKOI IHCTPYMEHTIB € iMnpoBi3auiinHa My3uka
Ana KBapTeTy cakcod)OHIB, CONIOIOYMX: NepPKyCioHicTa, BaHaypucTa 1a aBTopa (nianicra) "A prima vista" ("3
nepLuoro nornsaay”, 1996) |. TapaHeHka, y sikin 6aHaypa, 3a sucnosom O. beperosoi, "smaratounce 3 dopre-
niaHo, cTae npekpacHuUM 4kas3oBuM napTHepom" [1, 72]. laes TBOPY NONAra€ y CTBOPEHHI Pi3HMX HIOAHCIB
OOQHOr0 €MOLIMHOro craHy. BaxknuBy ponb y UbOMY BifirpailoTb CBOEPiAHI NPUIOMKU Tpu HA OaHaypi —
rniccango pisHux Buais (KPyroBuMmu pyxamm KucTi abo Lwito4koto), sul ponticello, TpemMonaHao Ta iH.

Tunosuin 4ns NOCTMOAEPHICTCLKOT €CTETUKMN CUHTES Pi3HUX CTUNBOBUX HaNpPAMIB akageMivHOT 1 MacoBoOi
MY3WKM BUABMEHO i y TBopax P. NpuHbkiBa, I'. MaTtsiesa, T. CTapeHkoBa, A. [bkyca Ta iH. Mpumipom, y croiTi "The
Legend" ana 6aHagypu, donentun, BionoHyeni Ta yaapHux (gapbyka) 6aHaypuCTKM W KOMMO3UTOPKU-aMaTOPKU
K. PycHak y CTUNbOBOMY 3pisi nepennitaloTbCa enemMeHTn HeoiMnpecioHisamy, New Age, World Music, eTHogkasy.

OnKke, KOMNO3UTOPCbKA TBOPYICTL AN GaHaypu mexi XX — XXI cT. 3acBigyye Haa3BuyariHy akTUBHICTb
TBOPUMX MOLLYKIB, Y AKX OPraHiMHO NOEAHYIOTLCA NEPETBOPEHHSA TPAAMULIN | aKTUBHE EKCNEPUMEHTYBAHHS B PidunLLj
TUNOBUX TEHAEHLIA Cy4acHOI XyAOXHbOI TBOPYOCTI, BUSBNAETLCA IHTEHCUBHICTL PO3BUTKY KOMMO3UTOPCLKOIO W
BUKOHABCLKOro GaHAypHOro Mucreutsa. Ha MOBHO-TEXHOMNOTMYHOMY PiBHI XapakTePHUMU € MOLUYKKU LI0AO0
noeaHaHHa Tembpy 6aHaypu 1 iHLLMX IHCTPYMEHTIB (Y T. Y. aKyCTUYHUX | €NEKTPO-IHCTPYMEHTIB), BUHANAEHHSA HOBUX
NPUROMIB rpu Ha BaHAypi, BUKOPUCTAHHA CKMNAAHMX IHTOHALIMHMX KOMIIEKCIB, Cy4aCHUX TEXHIK KOMMO3UTOPCLKOIO
nucbMa. Ha ecTeTuKo-xyaAOXHbOMY piBHi Mae Micue ©GaraTtcTtBO TemaTudHOI, 0BpasHO-CTMNBLOBOI MaHOpamu,
0cobnmMBUMIA iHTEPEC MUTLB A0 HEOCTUNIB — HEOONbKNOPU3MY, HEOPOMAHTU3MY, HEOBAPOKO, HEOKMaCULIM3MY,
HEeOIMNpPeCiOHI3My, HaNPAMIB MaCOBOT My3WYHOT KyNbTypu (AK-0T eTHoAka3, New Age, World Music ToLwo), npossu
pUC NOCTMOAEPHI3MY, 30KpeMa eKCrnepuMeHTYBaHHA Yy cdiepi CUHTE3Y PI3HUX CTUNbOBUX HanpsMIB, Y TOMY YUCKII
NPOTUNEXHUX 3a CBOIMU CBITOMNSAAHUMU 3acagamMun M XyAOXHBO-ECTETUYHOIO CYTHICTIO.
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HucHsax U. H.

Komnosautopckoe TBopuYecTBO And 6aHaypbl Ha py6exe XX—XXI cT.: cTuneBoi acnekT

CraTbs nocesilleHa NaHOPaMHOMY U3YYEHUIO YKPauHCKOrO KOMMO3WTOPCKOro TBopyecTsa A1 6aHaypsel Ha pybexe
XX=XXI €T. ¢ No3nuuin ero cTUneBbIX 0COBEHHOCTEN. PackpbiBatoTCa NPOSIBIIEHUS HEOCTUIEN, CTUMEBLIX TEYEHWIA, HaNpaBneHWi
aKafeMUYecKol W MacCOBOW My3blkM, MX pasHOOOpasHble CUHTE3bl. [1pOCNeXUBaKOTCH WHTEHCMBHBIE MOWCKU COBPEMEHHbIX
KOMMO3MTOPOB OTHOCUTESBbHO COefnHeHns TeMbpa 6aHaypbl U ApYrMX MHCTPYMEHTOB, MPUEMOB Urpbl Ha BaHAaype.

Knioyesnie cnoea: BaHAypa, YKpauHCKOe KOMMO3WTOPCKOE TBOPYECTBO Ans B6aHAypbl, CTUNKM, HEOCTWNW,
akagemuyeckasn My3blka, MaccoBas My3blka.

Lisnyak I.

Composer’s creativity for bandura late XX — early XXI century: stylistic aspects

Musical compositions of Ukrainian composers, both professionals and amateurs for bandura, belonging to
different genres and styles and written at the turn of the XX—XXI centuries have been analyzed in the current article.
Among those composers who have been working fruitfully for the last three decades in the field of music for bandura are
such names as O. Herasimenko, V. Martinyuck, V. Vlasov, V. Zubits’kiy, Y. Milka and others; performers-bandurists —
R. Hrin’kiv, H. Matviyiv, H. Toporovs’ka, T. Lazurkevitch and others. Their creative work fits in naturally with the style trends
of the contemporary academic (neo-folklorism, neo-romanticism, neo-baroque, neo-classicism, neo-impressionism) and
mass (ethno jazz, new age, world music, etc) music.

It is indicated in the current article that the important place in the creative work for bandura is still occupied by
the folklore theme. Nevertheless musical pieces which became indicative for nowadays have become the ones that
combine the folklore background with the characteristic features of the contemporary musical thinking. Therefore they fit
in with the non-folklore trend (Chamber symphony "Series of hutsul meditative sketches" for the chamber orchestra,
bayan and bandura by V. Pavlickovs’kiy, Allusions on Ukrainian folk theme "How chumack has gone" by V. Martinyuck, etc.).

In the creative work of the modern Ukrainian composers for bandura a neo-romantic trend was implemented in
a persuasive way ("Concertino in a romanic style" for the voice and bandura by V. Vlasov, "On the wings of dreams" by
O. Herasymenko, "A farewell melody" by V. Martinyuck, etc.).

The natural sonority of the sounding, richness of overtone scale and therefore a specific sound "train", not equal
power of sound for different registers — these and other characteristic features of acoustic nature of bandura attract composers
who are prone for implementation of neo-impressionist musical images (a vocal cycle "The Lake of white lotuses" for alt, flute,
percussions, bandura and voice by O. Rudyans’kiy (verses by ancient Chinese poet Bo Ts'u E)), "After the rain" for voice and
bandura by Y. Milka (words by K. Zhukovs’kiy), "\Water-colours" by L. Kohans’ka-Fedorova for bandura solo, etc.)

A certain timbre similarity of bandura to the instruments of chordophone-string group which causes certain
associations with the instruments of baroque epoch furthers workers of art to apply to the art-image musical palette of an
appropriate epoch. In this sense neo-baroque musical pieces are exemplary ("Cuckoo of the time" for the ensemble of
bandura performers, flute, cello, vibraphone and percussions by V. Martinuck, "Harpsichord" for bandura solo by V. Viasov).

Neo-classicism in bandura music is represented with polyphonic musical pieces, concerts, suites also marked
with the contemporary composer’s language ("Invention”, "Fugue on the folk theme", "Prelude and fugue on the themes
of Ukrainian songs" by V. Martinyuck, etc.)

In a number of musical pieces of the contemporary composers some features of postmodernism have been
detected ("Sonata dedicated to the memory of K. Myaskov" by V. Zubits’kiy, "Con moto" by V. Martinyuck, "Burleska" by
V. Pavlikovs'kiy, etc.).

A number of musical pieces for bandura in jazz style belong to both professional composers and amateurs
(improvisational music for the quartet of saxophones, solo percussionist, bandura performer and the author (pianist)
"A prima vista" ("From the first sight') by |. Taranenko, "Girls from Odessa" for bayan and bandura by V. Vlasov). A
characteristic feature for the composer’s creative work of bandura performers is the synthesis of different style trends of
mass music which we can see in the musical pieces by K. Rusnak, H. Matiyeva, T. Starenkova and others.

Composer’s creative work for bandura at the turn of XX — XXI cent. witnesses richness of its thematical, image-
style panorama, a specific interest of the art workers to neo-styles — such as neo-folklore, neo-romanticism, neo-
baroque, neo-classicism, neo-impressionism, trends of mass musical culture (like ethno-jazz, new age, world music, etc.)
and is often marked with features of postmodernism, like experimenting in the sphere of synthesis of different style
trends. The search for combining timbre of bandura and other instruments (including acoustic and electro-instruments),
inventing of new specific ways of playing bandura, use of sophisticated intonation complexes, modern techniques in
composer’s work are characteristic on the language-technological level.

Key words: bandura, Ukrainian composer’s creative work for bandura, style, neo-style, academic music, mass music.
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