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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 muiltiplicity of
ways of transmission of folk songs, the loss of significance of oral transmission 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. Gritsa 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.
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YOK 780.614.13:7.071.1(477) "20 — noyatok 21 ct" NMicHak lHHa MukonaiBHa
MUCTeLTBO3HaBELb

KOMNO3UTOPCbKA TBOPYICTb AJ1A BAHAYPU MEXI XX-XXI CT.:
CTUNbOBWUN ACNEKT

Cmammio npucessiyeHo naHopamMHOMY OXOIMEHHIO YKPaiHCbKOI KOMMIO3UMmopCchbKoi meop4yocmi Ons
b6aHOypu mexi XX-XXI cm. 3 noensady ii cmunbosux ocobnusocmel. Po3kpumo nposisu Heocmursiis,
cmunbosux medil i Hanpsimie akadeMidyHOI i Macoeoi My3uku ma ix pi3HOpiOHi cuHmesu. [NpocmexxeHo
IHMeHCUBHI rnowyKu cydacHUX KoMrnosumopie wodo noedHaHHS membpy 6aHAypu U IHWUX iHCmpyMeHmis,
suHal0eHHs HO8UX rputiomie epu Ha baHOypi.

KntouoBi crnioBa: 6aHdypa, yKpaiHCbKka KOMIo3umopcbka meopyicms Onsi 6aHOypu, cmusii, Heocmuiii,
akadeMiyHa My3uka, Macosa My3ukKa.

Momix NpiopuUTETHMX CbOroaHI ykpalHo3HaB4YMX NPobrem ocobnmee Micle NociaalnTb NUTaHHS, NOB’SA3aHi
i3 BMBYEHHsIM OaHOYpHOro MUCTELTBa, 30KpeMa KOMMO3UTOPCLKOI TBOPYOCTI Ang ©aHaypy — 3HAKOBOrO
MY3WYHOrO iHCTpyMEHTa Ans HauioHanbHOI My3W4HOI KynbTypu. OCTaHHi HaykoBi po3pobku B Ui LapuHi
NoB’si3aHi 3 JAOCNISKEHHAM KOMMO3UTOPCBLKOI TBOpYOCTI Anst 6aHaypw (B. Aytyak, H. Moposesud, O. HikoneHko,
0. OnekcieHko), npobnem opraHororii (1. 3iHkiB), cnocobis rpn Ha 6aHaypi 1 annikatypw (1. 3iHkis, J1. MaHA3tok,
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I'. MatsiiB, |. Mokporys), ocobnusocTtei 6aHgypHoro BukoHascTBa (C. BuwHeBcbka, B. [lytyak, J1. MaHastok)
Towo. BogHouac BigCyTHICTE Yy HAayKOBOMY MPOCTOPI OCMUCIIEHHSI Cy4aCHOro eTarny pPO3BUTKY KOMMO3UTOPCHKOT
TBOPYOCTI A51a 6GaHaypy Kpi3b MPM3MY iCHYHUMX CTUMIB CMIOHYKAaE A0 LiNiCHOro BUBYEHHS Liei npobnemu.

MoMiX yCcbOoro po3maiTTsi Cy4acHUX HEOCTUIIB akafgeMidHOI My3uKM (HEOOSBKIOPU3M, HEOPOMAHTH3M,
Heobapoko, HEOKNAcUUM3M, HEOIMMPECIOHI3M Ta iH.) M HaNpPsiMiB MacoBOi MY3W4YHOI TBOPYOCTiI (€THOOKA3,
New Age, World Music Ta iH.), My3auka ans 6angypu kiHug XX — noyatky XXI cT., Benukow mipoto 36epirae
BnacTueuii in donbknopmam. Lli TBopu — nepesaxHo 06pobKn yKpaiHCbKMX HAPOAHUX MiCeHb — HaMMCaHi Ak
BangypucTaMu-BMKOHaBUSAMM, Tak i npodecinHumm komnosmtopamu. OTxe, A0 MepLuol rpynu HanexaTb,
Hanpuknag, "On 3ingwn, 3ingn Tn, 3ipoHbKo Ta BedipHaa" . TonopoBcbkoi (ana 6anaypu cono), "On, ydopa
opas" T. JlasypkeBuu (ansa gyety 6aHaypucTis), "'en, kpodkom KoHi" C. OByapoBoi (ana aHcambnio 6aHay-
pucTiB), opuriHanbHa n'eca "lNMpo wo noeisna Batpa" O. Nyk-Kabauin Ta iH. MNomix TBOpIB, WO HanexaTb OO
apyroi rpynu, — o6pobku "Ak s ciHo rpabana 3eneHe" O. epacumenko, "Buctpa Boga" €. Minku, "3akyBana
303yna" C. MamoHoBa Ta iH.; cTunizoBaHi gymu, ak-ot "lig micteukom Bepecteykom"”, "dyma npo Tapaca"
B. TumoxuHcbkoro (06uasi Ha cnoea M. Ctpyutoka). DonbKNOPU3M BUSIBMSIETLCA TAKOX Y HEBENMKUX 3a
obcsrom opuriHanbHMX M'ecax, npuMipom "TaHok" T. XMenbHULBKOI, TBIip 3 OOHOMMEHHOK Ha3Boto B. MNaeni-
koBcbkoro, "[Bi nicHi" €. Minku. BogHovac y Benmkux cMM@OHIYHUX NoSnoTHaxX, 3okpeMa "KamepHin kaHTaTi
Ne2" ans kob3aps 3 opkectpom B. KamiHcbkoro (Ha Tekctn T. LeByeHka), "XapkiBcbkomy" KOHUEPTI Ans 6aHgypu
3 opkecTpoM |. MangeHka Ta iH. YCi Ui TBOPM NO3HAYEHO BMPA3HOK 3BYKO30OpaXanbHICTIO, BOHU CrpUsOTb
PO3KPUTTIO hONBKITOPHOT NPUPOAY IHCTPYMEHTA, KOPUCTYHOTECS BENMKOKD NONYNAPHICTIO cepes BUKOHABLLIB.

MpoTe HawnuikaBilwMMK AN TENEPILUHbLOro iICTOPUYHOrO nepiogy cTanu TBOpu Ans 6aHaypu N pisHux
iHCTPYMEHTarnbHUX i BOKanNbHO-IHCTPYMEHTarnbHNX aHcambniB, KamepHUX i CUMAOHIYHUX OPKECTPIB, Y AKUX
BUSIBMIEHO XapaKTepHi 0O3HaKM Cy4aCHOr0 My3U4HOro MUCHIEHHS. Tak, ACKpaBUM NPUKIagoM HEOOrbKIIOpU3MY €
KamepHa cumdoHis "Cepid rynynbCbkux megutauiiiux eckisi”" (1996) ansa kamepHoro opkectpy, 6asHa Ta
6angypw B. MNaBnikoBcbKoro. TBip NPUKMETHUI TUM, LLO B HbOMY aBTOpP OAHUM i3 NepLmnx y KoMnosuuii 3a
yyacTio 6aHOypu 3BEPHYBCS OO CUHTE3Y Pi3HMX BMUAIB MMCTEUTBA, a came My3uKu 1 TeaTpanbHOro 4incTea,
3aCTOCOBYIOYM MPU UbOMY 3acagHuui NPUHLMNIM NOMICTUAICTUMKX: "...BTINEHHS igden napadoKcanbHOCTI i
nniopaniamy y Bubopi ceitornagHux npuHumnis" [2, 136]. BaHgypa B LbOMYy TBOpi npeacTaBneHa sk
KONMOPUCTUYHUI HCTPYMEHT, OAHaK TaKOX Bidirpae BaXkNMBY poOfb Yy PO3KpUTTI 0bpasHO-gpamaTyprivyHoi
NOriku TBOPY.

BogHo4ac y HM3Li TBOPiB HEOMONBKMOPHI PUCK € HEBIL' EMHMM acnekTOM PO3BUHEHOrO B MUCTELTBI
NMOCTMOAEPHI3MY CTUNBOBOrO CUHTE3Y, L0 TAKOX € MOKa30BWM Afs Cy4acHOi KOMMO3UTOPCLKOI TBOPYOCTI
ansa 6aHgypu. Tak, NoegHaHHA 03HaK HeOONbKIOPU3My, HEOPOMaHTM3MY, HEOIMMNPECIOHI3MY, Heobapoko, a
TakoX [xasdy Mae Micue B Antosisx Ha yYKpaiHCbKy HapoaHy Temy "Ak noixae yymak" B. MapTuHiok.

AKWwo HeodonbKIoOpM3M y cyvacHii 6aHaypHIA My3uui NpeacTaBreHo NepPeBaKHO iIHCTpyMeHTarb-
HAMW TBOPaMW, TO HEOPOMAHTUYHUIM CTPYMiHb SICKpaBO BTIMMBCS Yy TBOpax Anis ronocy W 6aHgypu. Y Hux
3HaxoAsTb CBOE HOBE BTINIEHHS BRacTMBi poMaHTM3MOBI TeMu. Lle, 3okpema, Tema noboBi B Pi3HUX ii
BigTiHKax — noboB oo bora ("bnarocnoeu, aywe mosi, Focnoga" (kaHOHIYHI TekcTun) I'. MeHKyLl), BUCOKUIA
eToc uboro nogcbkoro nouytta ["Mosi nio6ose" (cn. J1. KocteHko) B. Brnacoea, "Be3 tebe genb" (cn. O.
Babin) O. NepacnmeHko], MaTepuHCbKi NouyTTa 1 noboB Ao matepi [Konuckoea (cn. €. LUmopryHa), meno-
Aeknamauis "He sunyckante mammHux gonoHe" (cn. I. CeHHuk) . Tonoposcbkoi], nobos Ao YkpaiHu ["Ha
KonMMcbknMm Moposi kanuHa" (cn. B. Ctyca), B. Bnacosa, "ManeHbka ykpaiHka" (cn. O. NMuinkn) B. Map-
TUHIOK], Hepo3aineHa ntobos ['Poskaxy T06i..." (cn. JI. KocteHko), obpobka cTpineubkol nicHi "l cHunocs
BHoui AiBumHi" . MeHkyw]. o uiel TemMaTU4HOI rpynyM HanexaTtb i TBOPU, B SKUX BUSIBNEHO MUMYBaHHSA
npupogoto [06pobka ykpaiHCbkoi HapoaHOoi nicHi "BiTep B rai He rynse” (cn. T. Les4yeHka) €. Minku].

lMposiBOM BUCOKOro NpOodeciiHOro piBHA cy4acHoro 6aHaypHOro BUKOHaBCTBa € NosiBa MacLuTabHMX
BOKarnbHO-IHCTPYMEHTaNbHNX KOMMO3WLIN AN rofnocy n 6aHaypw, e BOHW TnymadaTbCs sK ABa CamMOAoC-
TaTHiX iHCTpymeHTa. Cepen Takux TBOpiB — "KOHUEpTUHO B pomaHTudHOMy cTuni” B. Bnacosa (1999) —
KNacuyHWiA Npuknag BTINIEHHA HEOPOMaHTU3My B My3uLi Ansi ronocy n 6aHgypw, BOgHOYAC eTanHui TBip Y
ccepi CoNbHOI BOKaNbHO-IHCTPYMEHTAanNbHOI My3uku ansa 6aHaypw.

B iHCTpymeHTanbHuXx TBOpax And 6aHOoypy HEOPOMaHTUYHOrO CNPSMyBaHHS OCHOBHE CMWCIIOBE
HaBaHTaXXEHHA Hece BMHaxignmBa po3pobka menoauku 1 rapmoHii. Tak, ocHoBHa yBara O. 'epacMmeHko-
KOMMO3NTOPKM B BaraTbox il TBOpax 30cepeKeHa Ha TOHKOMY BMOYAOBYBaHHI MENOANYHMX MiHIR, Wo Haby-
BalOTb INIOCTPATUBHOIO 3HAYEHHS, HaJalTb My3uLi NPOCBITNIEHONO0 HacTpPo. A 3BEPHEHHS OO0 YKpalHCbKUX
HapoaHWX MenoAin BUpa3HO BKa3ye Ha HalioHanbHYy OCHOBY L€l My3MKK, LLO, 3pELUTOD, TaKoX Bignosifae
0a3oBMM eCTETUYHMM 3acafiaM POMaHTU3MY K XYAOXHbOro CTUIIO 1, LWMPLUE, SIK CTUITIO KyNbTYpu B Linomy.
Momix iHCTpyMEeHTanbHUX MeC HEOPOMAHTUYHOIO CNpsIMyBaHHsS AnNst 6aHOypu 1 Pi3HUX IHCTPYMEHTanbHUX
cknagiB Takox iHWwi komnosuuii O. NepacumeHko — "Ha kpunax mpin", "Cnoragun” Ta iH., mn'ecn B. MapTuHiok —
"MpowanbHa menogia" ona 6aHgypu Ta dopTeniaHo, "Hutka ApiagHun" gns 6aHgypu cono Ta iH. Li nipmko-
crnornsganbHi 3a XxapakTepom TBOPW, Ha MepLUMiA NOrnsag, NULEe KOHTPACTYITh i3 3aranbHOK atMocdepotro
yKpaiHcbkol KynbTypu 1990 — nouatky 2000-x pp., WO CMOBHEHA ApaMaTUYHMX PUC, 3a3HAE BENNYE3HOro
BMNAMBY MacOBOI My3WYHOI KyNbTypu, NMPOHU3aHa PUHKOBMMW CTOCYHKaMK W BigMOBIAHMMM LHHOCTAMMW, OOHaK,
HacnpaBdi € NPOSABOM TOHKOI i MPEeKpPacHOi AYXOBHOCTI MIOANHW, TaK BaXXNMBOI B Cy4aCHOMY HEMPOCTOMY
cBiTi. MpupoaHa COHOPHICTL 3By4aHHs, HaraTcTBO 06ePTOHOBOI LLKanu, omke, CBOEPIAHWUIA 3BYKOBMI "Lunend”,
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HeO[HaKoBa CuIa 3BYYaHHsI Pi3HMX PEricTpiB — Ui Ta iHWIi XapakTepHi pucu akycTudHoI npupoan 6aHaypm
Np1BaboTb KOMMO3UTOPIB, CXUIMbHUX A0 BTINIEHHS HEOIMMPECIOHICTUYHUX MYy3MYHUX 0BpasiB, SK-0OT Nensax-
HOCTi, TOHKMX HIOAHCIB NMOACLKOI AyLi. [oMiXX nepekoHNMBUX NPUKNagiB Lboro CTUIbOBOrO CNpsiMyBaHHSA —
BokanbHUn uukn "O3epo 6inmx notocie" (2002) Ha BipLwi AaBHbOKMTaNCLKoro noeta bo Li3bto i (778—846 pp.,
nepeknag J1. Engnina) ana anbTa, nentu, yaapHux iHCTPyMeHTiB, ©6aHgypu Ta ronocy (corpaHo abo
TeHopa) O. PygdaHcbkoro. Y HeoMy 6aHaypa iMiTye CTapOBUHHUIA CTPYHHO-LUMNKOBUA KUTAUCbKUIN iHCTPYMEHT
3 poay apdu — kyHxoy (kunghou), anbT — kuTancekuii wxeH. ObpaHuit TeMbpoBui aHcaMbrb Mae CTBOPUTYU
crneunivyHNA KONMOPUT KUTaMCbKOI MY3MKW, aypy CXigHOI NoeTuku, ii MipuyHWMi, cnornsganbHUA HacTpin,
ManbOBHWYICTb NPUPOAM N, BOOHOYAC, BiAYYTTA 60Mto 1 BTpaTy.

IMNpecioHiCTUYHMM 3a0apBNEHHAM MO3HAYEHI M TBOPW IHLUMX KOMMO3MTOPIB Ans GaHaypu. Mpumipom,
"KoHuepTHa croita" O. Nepacumerko, "Aksapeni" J1. KoxaHcbkoi-®efopoBoi Ta iH. 3HaUHO MeHLLE NPOSBATHCA
pYCKU HEOIMMPECIOHI3MY Yy BOKarbHO-IHCTPYMEHTanbHin My3udi gna 6aHgypyn. OgvH i3 npuknagiB — nicHA
"Micnsa gowy" (cn. K. XKykoBcbkoro) €. Minku.

OpHieto 3 pyc cyHacHOi KOMMO3UTOPCHKOI TBOPYOCTi € 3BEPHEHHS A0 AaBHiX (00 XIX CT.) KyrnbTypHMX erox,
BMKOPUCTaHHs1 OPM i CTUNICTUYHMX PUC CTAPOBUHHOI My3VKK, 30KpemMa Gapoko. PonbknopHa npupoga 6aHaypw, a
BOOHOYAC NeBHa TeMOpoBa NOAIGHICTL 40 GapOKOBMX IHCTPYMEHTIB CTPYHHO-LLMIMKOBOI IPYNX CMPUSIE 3L4INCHEHHIO
Cy4aCHUMM KOMMO3UTOpPaMM "3BYKOBOI PEKOHCTPYKLI™ TiEl enoxu, omKe, BUSBMEHHIO 3B'S3Ky MK BigganeHummu
iICTOPMYHMMW Nepiogamn PO3BUTKY KynbTypu. BuKOpUCTaHHS iHTOHaUIMHOrO Matepiany nonepegHiX iCTOPUYHMX
nepiofis CBiOYMTL HE MPO BUYEPMHICTb Cy4aCHOTO MY3WYHOrO MWUCTELTBA, a CKOpille MpO HamaraHHA Cy4acHUX
MWUTLIB NEPEOCMUCIIMTI MOro BIAMOBIAHO OO0 3aBAaHb TenepilHiX COLOKYNbTYPHUX YMOB, "BXUBUTW" B KOHTEKCT
HUHILLHBOrO NepexigHoro nepiofy, WO 3'€4HYE CTOMITTA W TUCAYONITTS, BiaTak NnoTpedye OCMUCINEHHS none-
peaHbOoro AocBigy KynbTypu. 3 UbOro MOrMsay MOKa3oBUM €, 30Kpema, HeobapoKoBUI 3a CBOIMU CTMNbOBUMU
ocobnmeocTaMmM TBIp — "303ynsa yacy" onst aHcambno 6anaypuvcTiB, dnerTy, BionoHYeni, BibpodoHa Ta yaapHoi
yctaHoBku B. MapTuHiok (1999). Brnactmeun oMy inocodcbkuii MOTMB 3B'A3Ky YaciB 3yMOBWB BMKOPUCTAHHS
iHTOHaUin Bigomoi Mecu "3o3yna" J1. [lakeHa, a 3BydaHHs GaHOypu TyT, BIANOBIOHO, aCOLIOETLCS 3 KNaBECMHOM.

Heabusikoto nonynsipHicTio cepen 6aHOypUCTIB KOPUCTYETLCSA IHCTPYMEHTarnbHUIM TBIp Ana 6aHaypu
cono "Knaeecun" B. BracoBa. Y HbOMy BTINME€HO HM3Ky TMMOBMX A5t ©0apOKOBOI MYy3MKM O3HaK, SIK-OT:
roMOOHHO-FapPMOHIYHMIA CMOCIO BUKNagy My3UYHOro Martepiarny, HacUYeHICTb MOro OPHaAaMEHTUKO, puUcU
BipTYO3HOCTI ToWwo. HaBiTb Ha3Ba TBOPY HanawTOBYE Cryxada Ha CPUAHATTS My3MKM enoxu 6apoko, Komm
knaeecuH OyB OOHWM i3 HaNMONYMAPHILWWX W HaNyMOBMEHIMX KOMNo3nTopamMm Tiei 4OOU IHCTPYMEHTOM.
Cawme neBHa nogibHicTb TeMBpy 1 xapakTepy 3ByKOBUAOOYBaHHSA Ha KnaBecuHi 1 6aHaypi, oTke, NoB’dA3aHe 3
LM CriBCTaBMEHHS AaBHbBOI i Cy4aCHOT KOHLIEPTHOI BUKOHABCLKUX TpaaULin Yy CpUNMaHHI TBOPY peuunieHToM
cTana Kro4oBMM MOMEHTOM Y BTIfNIEHHI iel 3B’A3Ky YaciB.

Y 6aHgypHin Mysuui mexi XX—XXI| cT. po3BMBa€ETbCA TaKOX HEOKNACUYHWIA HanpsiM, NpeacTaBneHni
NONiPOHIYHMMIN TBOPaMU, KOHUEepTamu, CloiTaMy Ta iHWWMW XaHpamMu KNacU4HOI MY3MKW, L0 HarnucaHi,
O[HaK, Cy4acHOK KOMMO3WTOPCHKOK MOBOK. BoHM nocigatoTe NoMiTHE Micue B y40OBi NpakTuui, € 060B’'s3-
KOBUMM B KOHKYPCHMX nporpamax. Tak, y MonidpoHiYHMX XaHpaxX HW3Ky TBOpiB Hanucana B. MapTuHiok.
Momix Hux: "lHBeHuis", "dyra Ha HapogHy Temy", "Xopan i dyra", "Tpentogis i yra Ha TeMun yKkpaiHCbKMX
niceHb", "®yra i noctnogia", B OCHOBY SKMX MOKMNaAeHo iHTOHAUT YKpaiHCbKMX MiceHb. Temoto "IHBeHUii" cTana
yKpaiHcbka HapogHa nicHa "On y noni, noni ceitnmug crosna”, "®yrn Ha HapogHy Temy" — "On y noni, B noni 6in
KamiHb nexuTs", "Xopany i dyrn" — Binoma obpobka B. 3apembu nonynspHoi nicHi J1. Anekcangposoi "Ouentocb
s Ha Hebo", a Takox HapoaHoi nicHi "lwnun Bonn, Bonwu i3 Aibposn". MNMepeocMucneHi Ha OCHOBI Cy4YacHoOT
MY3MYHOT MOBM MOSMIGOHIYHI XXaHPW KMacMUUCTCLKOTO MWCTELTBA, MOMOBHIOYM OaHOoypHWUA penepTyap,
CNpUSOTb PO3BUTKY MY3MYHOrO MMWCIEHHSA BMKOHaBLiB Ha 6aHaypi. CydaCHUMKM KOMMO3NTOPaMu CTBOPEHO
HU3KY HEOKIACUYHUX TBOPIB, Y SIKMX BUKOPUCTAHO aBTOPCLKI TeMu, Hanpuknag: "®yra y ctapoBUHHOMY CTuUni"
€. Minku (2004), "Bapiauii B knacu4Homy ctuni" O. IN'yk-Kabauin (2007) Ta iH.

Y Husui TBOpiB Ana GaHaypu penbeHO BUSIBNSAOTBCS PUCKM NMOCTMOAEPHI3My. Taki koMnosuuii
BUPI3HSAIOTLCA NepeayciM SICKpaBUM TeaTparnbHUM XapakTepom (0gHa i3 3acaf NMOCTMOAEPHI3My — ecTeTvKa rph),
NiABMLLIEHUM HTEPECOM KOMMO3UTOPIB [0 BMHAMAEHHA HOBMX MPUMOMIB MPU Ha IHCTPYMEHTI (yoapyu no rpudy
©aHaypw, pisHOMAaHITHI rnicanao, donaxoneTn Ha 6acoBKX CTPyHaX TOLLO), 3BEPHEHHSIM A0 crneumdivHmX 3Byko300pa-
XarnbHUX edpeKTiB (KraLaHHst A31KOM, MOCTYKyBaHHS CTOMOK MO Migfiosi TOLWO), HE3BUYHVMIN TEMOPOBUMIM CUHTE3aMM
Pi3HMX IHCTPYMEHTIB TOLLO. He BMNaaKoBO HayKOBLL BiA3Ha4aloTh, LLO "...HETpaauLiMHE TPaKTyBaHHS yCTaneHoro B
My3WYHIA NPaKTUL HApOAHOro iHCTpyMeHTa (6aHaypu — |. J1.) — oaHa 3 NPUKMETHUX PUC CYHaCHOTO KOMMO3UTOPCHKOrO
mMucneHHs" [1, 71]. Takumu € TBopu: "Con moto" B. MapTuHiok, "Bypnecka” B. [NaBnikoBcbkoro Ta iH.

[na noctmoaepHUX TBOPIB BracTUBUM € 3BEPHEHHSI KOMMO3UTOPIB A0 (iNocodChknux TeM, Hamnpuk-
nag, 6yTTa NOAMHK, Ti CTOCYHKIB i3 MpUpPOAOKD Towo. Tak, MOTUBM HAropoau MIOAMHU 33 BaXKKUIM XUTTEBUIA
LUMAX CMOKOEM Ta pagicTio, WXy 40 HUX Yyepes3 cyM, 6opoTbby, Bigyaw, BunpobyBaHHs 3ByyaTtb y "CoHaTi
nam’ati K. Msackosa" (2003) B. 3yGuupkoro. Ons BTIMEHHS LMX CKNagHWX KOHLIENTyanbHUX KOMi3in aBTop
BUKOPUCTOBYE LLUIMPOKUIA CMEKTP TEXHIYHMX | ApamMaTypriYyHUX NPUMOMIB.

Mpobnemy CTOCYHKIB JIIOAMHM W MPUPOAW, IX CUHKPETUYHY €OHICTb, MpuUTamMaHHy S3UYHMLBKOMY CBIiTO-
CTIPUMAHSITTIO, BIATBOPEHO B ctoiTi "CepneHb-cepn” ana 6anaypwy, CTpyHHMX Ta yaapHux M. [Jenucenko (1998). Monpu
30BHILLHIO 3ByKO300OpaxarnbHiCTb My3uku, TBip Mae rmmnbokmi nigTekcT. Yxxe Ha3ea TBopy — "CepneHb-cepn"” —
Ma€ CeMaHTUYHEe HaBaHTaXEHHS, OTXe, TOBOPUTL NP0 BaXNMBY Porib Y HboMy 0bpasHoi AgpamaTyprii [4, 53].
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Ha tBOpYOCTi Ana 6aHoypu MO3HAYMBCA PO3BUTOK HOBITHIX TEXHOMOrN. Tak, y pe3ynbTaTi ekcnepu-
MEHTamnbHUX CTYAiMHMX pobiT P. IpPMHBKIBa OO0 3BYKOBMX MOXIIMBOCTEN OaHOypW BUHMKIW iHCTPYMEHTArbHI
komnosuuii — "Cnie ctapoi A3BiHuUi" ("3iTkaHa 3 OOEpTOHIB" W 3a AOMOMOroK Cy4aCHUX TEXHOSOTYHMX
3aco0biB CKOMMNOHOBaHa B CYLiNTbHE XyOOXHE NOMOTHO) Ta "lNycenbkn" (3a 3agyMoOM aBTopa, BUKOHYETHCA Ha
cnylweHnx cTpyHax Gangypu). Lo Uiel X rpynM TBOPIB MOXHaA BigHECTM W Komnoswuuito GaHaypucTa
mMonogworo nokoniHHa T. CtapeHkoBa "MMOXOaXeHHs", B SKill aBTOP BUKOPUCTOBYE HETPaauWLiViHI NPUnomMu,
Hanpuknag, rpyu Ha PisHUX YacTuHax CTPyHW — Bind nigcTaBKW, KinkiB, CTBOPEHHSA cneumdiyHoro "HeecTe-
TMYHOrO" 3BYKY NiA Yac NepeMmnKkaHHs TOHanbHOCTEN.

OcTtaHHiM YacoM MOMiK KOMNO3UTOpIB-NpodecioHanis i amaTopiB BMHUK iHTEpec A0 CTBOPEHHS
OxasoBux TBOpiB Ansg 6aHaypu. MNomiTHe Mmicue B LbOMY KOHTEKCTi MOCINM iHCTPYMeHTarnbHi KOMno3wuii
GangypucTiB, Hanpuknag, "[xasoBa imnposiszauis" P. puHbkiBa, "IMnpoBisauis Ha HapogHy Temy", "Wild
West Jazz" . MaTBieBa Ta iH. Y TBOpax, HanucaHnx GaHoypucTaMmm-BUKOHaBLAMK, po3pobnsatoTecsa nepeayciv
dakTypHi MOXNMBOCTI GaHOypw, HOBI CMOCOOM Py Ha IHCTPYMEHTI, SK-OT y 3ragaHomMmy Bulle TBopi "Wild
West Jazz" I'. MaTBieBa, e niBa pyka ogHo4acHo rpae Ha 6acax i BigbvBae puUtm KiCTKOH BEMKOro nanbLisi
no rpudy 6aHaypwm, Npu ToMy B OCUTL LWBMAKOMY Temni [5, 11; 3, 166].

Heodonbknopuam, mpkas, non-mysnka MNOegHanNMcsa B KOMMO3UTOPCbKO-BUKOHABCBKIN TBOPYOCTI
Bangypuctkn M. Kpytb. Y Ti penepTyapi (NepeBakHO BOKanbHO-iHCTpyMeHTanbHOMy) — 34ebinblioro
aBTOPCbKi TBOPW (aBTopui HanexaTtb crnoBa N My3uka), 3okpema "Hesigomuit", "H npoknuHalo OCiHb",
komnoswuuii Ha cnosa J1. BuwHescbkoi ("Mu BigipBaHi Big cBiTy"), Axa3oBi 06pobku yKpaiHCbKMX HapOOHWUX
niceHb ("On, y BuwHeBomy cagy", "Hom T He npunwwos", "On, BepLue, M BepLue") Ta iH.

Y Garatbox BMNaakax g)ka3oBi TBOpU AN 6aHaypu, B SKMX BUKOPUCTaAHO MEBHI cneledekTy (Hanpuk-
nag, enizoguMyHe TpuMaHHs GaHoypu Sk ritapu 1 BiANOBigHE 3BYKOBWAOOYBAHHS Ha Hill), CTBOPIOOTLCA
3HAYHOK MIpOo AN NIGHATTA "penTuHry" iHCTpyMeHTa y MacoBOro crnyxada, siK, ckaximo, TBip "Girls from
Odessa" gna 6asHa n 6aHgypu B. Brnacosa. BogHouac Lg komMnosuuisi BMMarae Bi BUKOHaBLIB MaCTEPHOroO
BOMNMOAiHHSA iIHCTPYMEHTOM, apTUCTUYHOIO BUKOHAHHS, HEBUMYLLEHOCTI. TUM CaMMM Yy TakuMx TBOpax npocre-
XYETbCSA BNACTUBUA NMOCTMOLEPHOMY MUCTELTBY CUHTE3 "HEemnoegHyBaHOro", sik ckasanu O padiwe, a came
akageMivyHoi 1 MacoBOi My3ndHKX cdep.

OpwuriHanbHO 32 KOMMO3UTOPCBHKNM 3a4yMOM i TPAKTOBKOK iIHCTPYMEHTIB € iMMNpoBi3aLiiHa My3nka
Ona KBapTeTy CcakCcOoOHIB, COMYMX: NEepKycioHicTa, 6baHaypucTta Ta aBTopa (nianicta) "A prima vista" ("3
nepworo nornagy", 1996) I. TapaHeHka, y akin 6aHaypa, 3a sucnosom O. beperosoi, "3maratoumch 3 popTe-
niaHo, cTae nNpekpacHMM 4Xas3oBuM napTHepoM" [1, 72]. lgea TBOpY nondrae y CTBOPEHHI Pi3HMX HIOaHCIB
OQHOr0 €MOLIAHOrO CTaHy. BaxnuBy ponb y LbOMY BigirpatoTb CBOEPigHI npuiioMu rpu Ha OaHpypi —
rniccaHgo pisHMX BUAiB (KpyroBUMM pyxamm kUcTi abo Lwitovkotro), sul ponticello, TpemMonsHzao Ta iH.

TunoBuin 4ns NOCTMOAEPHICTCHKOI ECTETUKM CUHTES Pi3HMX CTUMNBOBMX HaNpsAMIB akageMivHoi 1 MacoBol
My3VKM BMSIBNEHO 1 y TBopax P. MpuHbkiBa, . MatsieBa, T. CtapeHkoBa, A. [bkycd Ta iH. [Npumipom, y ctoiti "The
Legend" gna GaHagypw, donentun, BionoH4yeni Ta ygapHux (gapbyka) 6aHaypucTkv 1 KOMMO3UTOPKM-aMaToOpKM
K. PycHak y cTunboBomy 3pisi nepennitatoTbca enemMeHTn HeoimnpecioHiamy, New Age, World Music, eTHompkasy.

Omxe, KOMNO3NTOPCbka TBOPYICTb Ans GaHaoypy mexi XX — XXI cT. 3acBiguye Haa3Bu4ariHy aKTUBHICTb
TBOPYMX MOLLYKIB, ¥ SKMX OpraHiyHO NOEAHYOTLCS NepeTBOPEHHS TpaauLin | akTUBHE EKCNEPUMEHTYBAHHA B PiYMLLL
TUMOBMX TEHAEHL Cy4acHOi XyOOXHbOI TBOPYOCTi, BUSIBMSETECS IHTEHCUBHICTL PO3BUTKY KOMMO3UTOPCLKOTO 1
BMKOHABCbKOro GaHOypHOro mucreutBa. Ha MOBHO-TEXHOMOTMYHOMY PiBHI XapakTEPHUMWU € MOLUYKW LLOAO
noegHaHHs TeMBpy 6aHaypw M IHLINX IHCTPYMEHTIB (Y T. 4. aKyCTUYHUX | €NeKTPO-IHCTPYMEHTIB), BUHAMAEHHS HOBUX
NpUIOMIB rpn Ha GaHAaypi, BUKOPUCTAHHSA CKIMagHMX iHTOHALIMHMX KOMIMIEKCIB, Cy4aCHMX TEXHIK KOMMO3UTOPCLKOTO
nMcemMa. Ha ecTeTuko-xyooxHbOMy piBHI Mae Micue 6araTcTBo TemaTuyHOi, 0OpasHO-CTMNBOBOI NaHopamw,
0COOnMMBWIA iHTEPEC MUTLIB A0 HEOCTUNIB — HeOodONbKIIOPU3My, HEOPOMaHTM3MYy, HeoBapoKo, HeoKracuLusmy,
HEOIMNPECIOHI3My, HaNPsIMIB MacoBOi My3WUYHOI KyNnbTypu (sk-0T eTHomka3, New Age, World Music Towwo), nposisu
pYC MOCTMOAEPHI3MY, 30KpEMA EKCMEPUMEHTYBaHHA Y chepi CMHTE3Y PI3HUX CTUMBOBUX HAaMNpPAMIB, Y TOMY YWCTI
NPOTUNEXHNX 32 CBOIMM CBITOrMSAAHMMU 3acafamuy i XyOOXHBO-€CTETUYHOIO CYTHICTHO.
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Komnosutopckoe TBop4ecTBO Ans 6aHAypbl Ha py6exe XX—XXI cT.: cTuneBon acnekr

CraTbsi NocBsilLieHa NaHOPaMHOMY U3YYEHUIO YKPaUHCKOrO KOMMO3UTOPCKOro TBOpYecTBa Ans GaHaypbl Ha pybexe
XX=XXI cT. ¢ no3uuwmn ero CTuneBbIX 0COOEHHOCTEN. PacKkpbIBatoTCS NPOSIBNEHNS HEOCTUMEN, CTUIMEBbLIX TEYEHWI, HANpPaBneHwi
aKaleMMYECKON N MacCCOBOWM My3blKW, MX pasHOOOpasHble CUHTE3bI. [POCNEeXuBalOTCA MHTEHCUMBHBIE MOWMCKA COBPEMEHHBIX
KOMMO3UTOPOB OTHOCUTENBHO coeanHeHus Tembpa 6aHaypbl U ApYrux MHCTPYMEHTOB, MPUEMOB Urpbl HA 6aHaype.

Knroueesbie criosa: 6aHgypa, yKpavHCKOE KOMMO3WTOPCKOe TBOPYECTBO Ans 6aHaypbl, CTUNW, HEOCTUNw,
akagemuyeckasi My3blka, MaccoBasl 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. Vlasov).

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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