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HaykoBa HoBM3Ha pobOTH nonsirae y BUBYEHHI NpuiMoMiB "noAgiiHoro kogyBaHHs" B 6aneTi . ABguvwa
"Marictep i Mapraputa". Joceig M1Hynoi KyneTypu y BUrnsi kogis-obpasis pomaHy M. BynrakoBa npeseH-
TOBaHWI Y NOCTMOAEPHICTCEKOMY XopeorpadivyHomy TBopi nodatky XXI cT. YBecb GaneT npeacrasnse co-
6oto 06pasHy TKaHWHY 3 LMTaT, antosiii, peMiHicLieHuii, deja-vu. Moro peknamHa npuBabnumsicTb Noe’sisaHa 3
BMKOPUCTaHHAM Bigomoi Ha3eu "Maiictep i Mapraputa” Ta obpasiB pomaHy. Llein ekcnepumeHTansHuin TBip
[. Asauwia Bigasepkantoe BaXnNMBUA NPUHLMN "NoABINHOIO KoAyBaHHS" siK npuBabnueicTb 6anety macoBo-
My rnsgady W iHTenekTyany. XapakTepHuMu NpUKMeTamMu LbOro NOCTMOAEPHICTCbKOro TBOPY € "uutatwy,
MOHTaX Pi3HUX ANCKYPCIB, PO3LUMPEHHS KaTeropii TeKCTyarnbHOCTI, pisHOro poay TpaHcrpecii” (Jlunoseupkni), B
TOMY 4ucni y XxopeorpadiyHoMy TekcTi baneTy.

XopeorpadiyHa MoBa SK MOBa MMacTUYHMUX PYXiB Tak camo € Pi3HOBMAOM "KOMYyHIKaTUBHUX apxeTunis"
(0. KipHapcbka), siki BUIOKpEMIIOTECA Y cneumdivyHnx 6aneTHUX pyxax: 3aknuk, NpoxaHHsi, MeguTadis, rpa.

EKNeKTUYHICTb CTUMICTUYHKX 3acoBiB, My3n4Ha (pparMeHTapHICTb i ClOXXeTHa HEBU3HAYEHICTb CTBO-
PIOIOTb YMOBM AN NOABIMHOINO PO3KOAYBAHHSA 3MICTY Liboro 6aneTty. Npu LboMy My3uYHi TBOPK, siKi HE Bynu
creujianbHO Npu3HaYeHi Ang uporo 6anety, ctanu CBOEPIAHMMM KOgaMu 3 nodarnblumMM NpoLecoM po3Koay-
BaHHS. PoskoayBaHHs xopeorpadidHnx embnem BiabyBaeTbca vepe3d yHKUil ceMaHTUKK1, 3acobu TpaHc-
dhopmaLlil 3HakiB, CMMBOSIB Ta KOAIB Ta BKIMOYEHHS 1X B CUCTEMY iHTEPTEKCTYarbHOCTI.

BucHoBku. OTxe, y 6aneti "Maiictep i Mapraputa" cdeHoMeH nogBiMHOIO KoAyBaHHS MepLl 3a Bce
NoB’A3aHWI 3i CTPYKTYPOIO XopeorpadiyHoro i My3u4HOro TEKCTIB. K MOCTMOAEPHICTCbKMI TEKCT, BiH BKIOYaE
0o cebe xyaoxkHi obpasu i3 paHille CTBOPEHOro TeMaTUYHOro mMartepiany i TeXHIK aBaHrapgy Ta nonynspHoi
KyrnbTypu — Lie CTOCYETbCS MYy3UKW | Xopeorpadil, CBITIOBOro i CLeHiYHOro odopmrieHb. BHacnigok uboro as-
TOpW "anentooTb A0 Mac i o NpodecioHaniB”, Wo € XapakTepPHOK pUCOH0 NOABIMHOINO KO4YBAHHS B MUCTELITBI.
Kpim Toro, BinbyBaeTbCA neperpaBaHHsA NepLUOKEPEN: He TiNlbKM NiTepaTypHoro, a i Mysu4yHoro, 60 mMy3suka
Oyna HanucaHa He crieujanbHO Ana 6aneTHOI BUCTaBWU, TOMY BMKOPUCTOBYETLCA HaBiTb 3 OEKOHCTPYKTUBHUM
nepeiHakweHHsaM. "MoBHa rpa” B My3uLi, SK i xopeorpadivHa rpa, CTBOPIOKOTb TOM "pagukansHuiA eknekTusm" y
BCbOMY TBOpI Yepes napogiriHe CniBCTaBNeHHs TEKCTyanbHMX CBITiB, NPO sike roBopus Y. [keHkc.
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THE MEANING OF THE CONCERT PHENOMENON PRINCIPLE
IN A CONTEMPORARY CHORAL CONCERT (M. SKORYK "SACRED CONCERT")

Purpose of Article. The concert phenomenon is a style attribute of a choral concert genre of the late XVII-XVIII
centuries. In choral concerts of the modern Ukrainian composers this phenomenon is being reinterpreted a lot. The pur-
poses of the work are to determine and to characterize the concert attributes in choral concerts of baroque and classi-
cism stages, and to analyze the contemporary examples of a choral concert genre, whereas the concert features lose its
leading meanings. Methodology. The methodology of the research is based on historical-typological and genre-stylistic
methods. The historical-typological method is connected with the problems of historical evolution of the Ukrainian sacred
music, the genre-stylistic method deals with the questions of contemporary music analysis. Scientific novelty. The sci-
entific novelty of the work is defined by the fact that the interaction of the concepts "concert — concert phenomenon" in
the genre of sacred concert did not get proper interpretation in scientific literature. Conclusions. The conclusions lay in
justifying the reasons according to which the authors of the modern choral concerts gradually refuse from the concert
phenomenon attributes in their works.

Keywords: choral concert, sacred concert, concertness, sacredness, liturgical text.
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Bapakyma MapuHa leaHieHa, kaHOuGam mucmeuymeo3Hascmea, doueHm kaghedpu icmopii ma meopii My3uku
Arinporniemposcskoi akademii mysuku im. M. [TiHKu

3Ha4YeHHA NPUHLUMNY KOHLIEPTHOCTI Y Cy4aCHOMY XOpOBOMY KOoHUepTi (Ha npuknaai "[yxoBHOro koHuepty"
M. Ckopwuka)

MpWHUMN KOHUEPTHOCTI € CTUMBOBUM aTpubyTOM XaHpy XOpoBoro koHuepTy KiHua XVII-XVIII cT. Y xopoBux
KOHLlepTax Cy4acHUX YKpaiHCbKMX KOMMO3WUTOPIB Liel npuHumn 6arato B YoMy nepeocmucnoeTbcs. MeToro po6oTu €
BUSIBIIEHHS | XapakTepucThKa 03HaK KOHLEPTHOCTI Y XOPOBMX KOHLiepTax 6apokoBoro i knacu4HoOro eTanis Ta aHani3 cy-
YacHUX 3pasKiB )XaHPy XOPOBOro KOHLUEPTY, B SKMX O3HAKM KOHLLEPTHOCTI BTpayaloTb CBOE NpoBigHe 3HayeHHs. MeToao-
norif JOCNifKeHHs I'PYHTYETbCA Ha iCTOPUKO-TUNOSONYHOMY | XaHPOBO-CTUMBLOBOMY MeToAaXx. |CTOPMKO-TUNONOTiYHUIA
MeToZ NoB’A3aHui 3 npobnemamm iCTOPUYHOI eBONIOLT YKPAiHCbKOI [YXOBHOI MY3UMKM, XXaHPOBO-CTUINLOBUIA — 3 NUTaH-
HSIMW aHanidy cy4acHoi My3uku. HaykoBa HoBU3Ha pob0TV BU3HAYaETLCHA TUM, LLO B3aEMOAisi MOHATL "KOHLEPT — KOH-
LepTHICTb" y XaHpi AyXOBHOr0O KOHLEPTY He ofepana HanexHoro BUCBITNIEHHsI B HAyKOBIn niTepaTypi. BucHoBku nons-
ralTb B OOIPYHTYBaHHi MpWYMH, 332 SKMMW aBTOPUM Cy4YaCHWX XOPOBMX KOHLEPTIB MOCTYNOBO BiAMOBNSHOTLCA Bif
aTpubyTIiB KOHLEPTHOCTI Y CBOiX TBOpPaXx.

Knto4yoBi cnoBa: xopoBuii KOHLEPT, AYXOBHWI KOHLEPT, KOHUEPTHICTb, CakpanbHICTb, NiITYpPrinHWUIA TEKCT.

Bapakyma MapuHa UeaHoeHa, kaHOuUOam uckyccmeosedeHusi, doueHm kagheldpbl UCMOpUU U Mmeopuu My3bIKU
HHenponemposckoli akademuu mMy3biku um. M. [uHKu

3Ha4yeHue NpUMHUMNA KOHLUEPTHOCTU B COBPEMEHHOM XOPOBOM KOHUepTe (Ha npumepe "[JdyxOBHOro KOH-
uepta" M. Ckopuka)

MpYHUMN KOHLEPTHOCTU SIBNSIETCHA CTUNEBbIM aTpubyToM aHpa xopoBoro koHuepta koHua XVII-XVII Beka.
B XOpoBbIX KOHLEpTax COBPEMEHHbIX YKPAUHCKUX KOMMO3UTOPOB 3TOT MNPWHLMM BO MHOMOM MEePeoCMbICNNBaETCS.
Llenbto paboTbl ABNseTCA onpeaeneHne 1 xapakTepucTvka npusHaka KOHLEPTHOCTU B XOPOBbIX KOHLiepTax 6apoyHoro u
KINaccu4eckoro 3TanoB, a Takke aHann3 COBpeMEHHbIX 0OpasLOB xaHpa XOPOBOrO KOHLEPTa, B KOTOPbIX MPU3HAKN KOH-
LlepTHOCTU TEPSIIOT CBOE Beayllee 3HavyeHne. MeTtogonorusa nccrnenoBaHnst 6asmpyeTcst Ha UCTOPUKO-TUMONOrMYECKOM
N >XaHPOBO-CTUIIEBOM MeToAax. MICTOPMKO-TUNONOrMYECKMA METOL, CBSA3aH C Npobnemamm MCTOPUYECKON 3BOMIOLIMK YK-
pavHCKOM AyXOBHOW My3bIKM, a XXaHpOBO-CTUIIEBOWM — C BOMPOCaMW aHanusa CoBpeMeHHON My3biki. Hay4yHasa HoBu3Ha
paboTbl onpegensieTcs TeM, YTO B3aMMOAEWCTBME NMOHATUIA "KOHLEPT — KOHLLEPTHOCTL" B XaHpe QyXOBHOMO KOHLEepTa He
Nnomny4uno Haanexallero ocBeLLeHns B Hay4yHou nutepaTtype. BbiBoAbl 3akntovaoTcst B 060CHOBaHUM NPUYUH, MO KOTO-
pbiM aBTOPbl XOPOBbIX KOHLIEPTOB MOCTENEHHO OTKa3bIBAOTCSA OT aTPUMOYTOB KOHLEPTHOCTU B CBOWX MPOU3BELAEHUSIX.

KnroueBble crnoBa: XOpOBOW KOHLIEPT, AYXOBHbIA KOHLEPT, KOHLEPTHOCTb, CakparbHOCTb, MUTYPrMYECKUA TEKCT.

The problem. The genre of choral concert is one of the most widespread in Ukrainian music. Having
overwhelmed moments of golden age and decay, it has revived in recent decades, proving the importance of
such phenomenon as genetic memory of the national music culture. The endurance of the genre is due to
the birth of new forms of its existence, which correspond to the changed life conditions and are adjusted to
the new needs of society. On this path, the genre underwent transformation of some important attributes,
which have earlier defined its genre-stylistic essence and eventually lost this meaning due to extraordinarily
powerful external influences. These attributes include the concert phenomenon: preserving the genre name
"concert", composers quite often deprive their choral works of features of the concert phenomenon. The rea-
sons for this have not been studied.

The analysis of recent researches and publications. Genre of choral concert has been studied in the
great amount of scientific works. The concert phenomenon principles as stylistic attribute of part style music
language were analyzed in the works by N. O. Herasymova-Persydska. M. Rytsareva, T. Gusarchuk, A. Kutsevych
and others wrote about the concert phenomenon in choral concerts by D. Bortnyansky, M. Berezovsky,
A. Vedel and S. Dehtyariov. Genre modifications of choral works of Ukrainian composers of the turn-of-the
XVIII-XIX-centuries, including the aspect of the concert phenomenon, were studied by L. Parkhomenko,
A. Tereschenko, L. Korniy. The problems of the revival of choral concert genre a ‘Capella in Ukrainian music
at the end of XX — beginning of XXI centuries were mentioned in several dissertation researches and scien-
tific publications over the last two decades (L. Ryazantseva, H. Batychko, V, Osypenko, Y. Kyrylenko and
others). The examination of the existing scientific literature has shown that the problem we have chosen did
not get the proper coverage.

The aim of our research is to define the reasons for conscious or unconscious rejection of imman-
ently attributable concert phenomenon principles by modern choral concerts’ authors.

We chose for the analysis work "Sacred concert" by Myroslav Skoryk as its musical language is de-
prived of concert phenomenon features.

The basic matter. Genre of choral concert in Ukrainian music is deeply rooted. Its beginning is bound
with works of the first significantly professional Ukrainian musician Mykola Pavlovych Dyletsky (1630-1690),
who lived in Kyiv (according to |. Korneev), the alumnus of Wilno school of church singing. In the second half
of XVII century Wilno, the capital of the Grand Duchy of Lithuania, had multi-religious environment and was
integrated with European culture due to the multilevel interactions. That is why the alumni of Wilno school
had excellent musical education and were familiar with the latest composing techniques. One of such tech-
niques of the XVII century became the technique of giving concerts, which gave birth to a new style school of
musical art. Nowadays, it is known as style concerto, i.e. concert style.

Eastern Orthodox Church in the Grand Duchy of Lithuania had polyphonic singing, which was devel-
oping during XVII century mostly in non-concert forms. At the times of M. Dyletsky, under the influence of
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secular and church music of the West tradition, which sounded in Wilno, polyphonic singing was enriched
with features of concert style. In its depths a new genre was formed — a part song concert with principles of
master performance, peculiar to secular instrumental music of Western European Baroque.

Among the main features of the concert style in the Ukrainian choral concert of Baroque and par-
tially, Classicism, N. Herasymova-Persydska, a prominent researcher of that period indicates the following:

1. Polychoirness, operating massive choir sounding, which creates conditions for contrast of dynam-
ics and invoice.

2. Complicated melodics of instrumental type, with prolonged figurative descants.

3. Developed imitation system, based on the principle of "contest” between voices.

4. Rhythmical flexibility of voices.

5. Rapid tempo, extraordinary mobility of every voice, constant insertions and exclusions of parts.

6. Exarticulation of several ensemble syllables (2 soloists + bass) from the choir tutti and their con-
trasting during the whole composition.

7. Successive joining of choirs, which creates space-phonic effects [2].

The most famous work in concert genre by M. Dyletsky is the eight-voice part song concert "Thy en-
tered the church" ("Bowen ecu Bo uepkos"). This work embodies all features of the new concert style that is
why M. Dyletsky mentioned it in his treatise "Musical grammar". Features of the concert phenomenon can
also be found in some other great choral cycles by M. Dyletsky — in the famous Sunday canon and Divine
Services, although these compositions do not have direct relation to the genre of part song concert.

A remarkable contribution to the development of concert genre and concert phenomenon was made
by another famous composer of the part song period V. Tytov (1650-1715). Until now it is not established,
what composing school he belonged to and got musical education, but in the imitative-polyphonic technique
of his extremely brilliant polychoir concerts and liturgies, we may feel influences of Italian Renaissance poly-
phonic school.

In the compositions of the second half of the XVIII century features of choral concert genre became
stable. Concert cycle developed its structure and became a body of several contrasting parts, each of which
relied on certain genre ground, which were shown through peculiarities of theme and principles of musical
motion. The main significance, as it had been before, was given to the features of the concert phenomenon,
which determined a specific character of style of language in choral concert at that time [6]. Unlike during a
part song period, a clear differentiation between concert and liturgy appeared. As a consequence, features of
a concert style were removed from a liturgical cycle.

If the development of choral concert of the second half of XVII-XVIIl centuries comprises the classi-
cal period and is labeled by the researchers as Golden Age of Ukrainian sacred music (L. Korniy), then its
revival in the-turn-of XX-XXI centuries progresses under the name of neo-style and the genre itself gradually
loses its leading position and ties with church liturgical music [5]. This happens due to a significant broaden-
ing of the genre grounds of choral music of the XIX-XX centuries. In virtue of that, compositions of concert
genre are deprived of their immanent features, which include characteristics of a concert style. We come
across examples of such genre transformation of sacred music already at the end of XIX century (we mark
as an example famous concert "Do not reject me in senium" ("He oTBepxxn meHe BO BpeMsi ctapoctu") by
P. Chesnokov for bass and mixed choir). The works of composers of the turn-of-the XX-XXI centuries accel-
erate and increase this tendency.

As a bright example of the new approach to the definition of notion of the concert phenomenon in
genre system of modern choir music we may name "Sacred concert" written by the famous Ukrainian com-
poser Myroslav Skoryk. This work was written in 1998 and reflected the inner necessity of Ukrainian musi-
cians in creating sacred music, as it became possible only now, after the notorious times of a long ideologi-
cal ban on any demonstrations of religiousness and sacredness.

The premiere of the work was on the sixth Ukrainian international music festival "Kiev-Musik-Fest" of
1998 year (the executants are a municipal chamber choir "Kiev", the conductor is Mykola Hobdych). In 2003
the concert was edited in a new redaction.

"Sacred concert" was composed for soprano, tenor and mixed choir. The Ukrainian translations of
different canonical texts are the text base. These are liturgical and commemorative prayers (Trisagion, Pater
Noster, Ektenia, a requiem) and psalmus ("Who lives under the Almighty God protection”, "The blessed in-
nocent who live according to the Lord’s obligation"). Some texts are repeated along with the music themes
(for example, "Holy God"). M. Skoryk explained that during his work with the composition he interfered in the
text to make it closer to the plan:

"I took the text and used the most important to my mind words that fit me in sounding, rhythm. However, at
the same time | kept a storyline, an idea, content. <...> This corresponds to my tasks" [cited from 3, 421].

T. Gusarchuk calls this Concert a composition of a tragic conception, a concert-requiem where "a
master thinks over a persistent problem of life and death, adding to his reasoning the religious ones, seeking
agreement and answers, finding and losing them, thereby constantly — from the first till the last measure —
keeping the listeners in an intense anticipation, as each of us needs this response" [3, 421].

In the Concert music the restrained emotions prevail, the slow tempos dominate (Lento, Andante, Lar-
hetto), among the dynamic marks the priority is given to p mark which is overcome only in a dramatic climax ("l cry
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and greet") where the true tragic emotions are burst through the external restraint. The inner struggle runs "as-
ymptomatic", varying from the side of hope to the side of disappointment, heartache and moral suffering.

The texture of the analyzed composition distinctly is divided into relief and background. The lead
singers are the bearers of the melodious basis. They have separate solo parts that sound accompanied by
the choir and only in one structure are united into a duet. The choir performs a background function where a
chordal voice-leading with a chorale texture basis prevails. The long-term pedal notes often occur in the cho-
ral sections. Against their background the expressive melodic cues of soloists sound. The melodic lines of
solo and choral parties are built on simple intonation turns close to the expressive human speech. It does not
have complicated masterful vocal and intra component singing warm-up of the jubilus type being peculiar for
the native choral concert genre.

The general arrangement of the Concert arises from the sequence of various text music structures,
some of them are repeated over a distance. Harsh contrasts are absent here, each successive utterance as
if grows from a prior one and continues it. A large number of little structures are combined into three large
sections (A, B, C) that are alternated like rondeau form (A — B — A1 — C — A2) with the features of reprise
(between A and A2). Such structural models are not typical for the choral concert genre which aims at
rhythmicity and contrast.

T. Gusarchuk analyzing this Concert points out that the composition reflects M. Skoryk’s tendency to
a conscious prop on the native choral music traditions — a part concert, M. Berezovsky, Bortniansky and
A. Vedel’s legacy, and notes that a composer tried "to slightly refresh these traditions by the new harmonies
and modulations, unexpected and keen ones", as "a transition from a canonical tradition to the new harmo-
nies, modulations and sonsonance should be gradual" [3, 435]. The prop on the traditions causes, to a re-
searcher’s mind, the manifestation of two factors of the concert phenomenon: the first is texture-timbre
dramaturgy, the second is the availability of cetrifugated arrangements. In addition to this, each of the con-
cert phenomenon factors is embodied in a new way: the texture aspect is realized by combining a choral tut-
ti, solo parts (soprano and tenor) as well as the soloists of the ensemble (a duet of soprano and tenor), imita-
tion is embodied for reproducing the recurrent verbs dealing with the transfer of energy movement ("will
save", "won’t stumble", "will come") [3, 433].

The mentioned above factors can only indirectly be considered manifestations of the concert phe-
nomenon that are typical to a choral concert genre as they are very extremely common in music and happen
in the compositions of various genres. To our mind, a composer deliberately prevents the typical features of
a concert phenomenon in "Sacred Concert" to reproduce the necessary figurative-emotional state associated
with the penitential-requiem theme and to reflect the frankest feelings of a person who addresses to God in a
rough time: a desire to pray, faith, requests, expectations, desire for the salvation of a soul, a desire to be-
come stronger and wiser despite the tribulations.

The artful concert phenomenon would be absolutely irrelevant in such figurative-thoughtful context.
The preservation of a genre name "concert" reflects a specific, individual interpretation of the genre in the
works of a contemporary author. This resulted in the selection of only a few genre traits, the features of the
concert phenomenon in the traditional sense turned out to be redundant.

M. Skoryk’s "Sacred Concert" according to content and imagery completely comes under a definition
"music of sorrow". M. Gogol wrote about music of sorrow that "it does not sound anywhere in a way it sounds at
the Ukrainians" [cited: from 1], in this sense it approaches to the figurative-emotional concepts of A. Vedel’s
choral concerts.

The conclusions. The analysis of M. Skoryk’s "Sacred concert" showed that the features of concert
phenomenon indirectly typical for this genre are represented rather indirectly and this is connected with the au-
thor’s individual interpretation of the choral concert genre which preserves the inner generalized philosophical
pithiness and the depth, but changes the outer manifestations and techniques to reflect the informative con-
cepts. Such aspirations are observed in the works of other composers and these are the reasons of the ab-
sence of the strongly expressed features of the concert phenomenon in the choral concerts of our times.

Thus, at the present stage of the evolution of a choral concert genre the principles of the concert
phenomenon are gradually losing the sense of the obligatory genre attribute. This does not downplay the
genre, but rather expands the genre boundaries by the individual understanding of its specificity and verbal
and stylistic innovations.
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YOK 793.3 Fepu IpuHa IBaHiBHaA
3acnyXeHuin npauiBHUK KynbTypu YKpaiHu,
OOLEHT Kadheapu cyvacHoi xopeorpadil
KniBcbKOro HauioHanbHOro
YHIBEPCUTETY KyNnbTypu i MUCTELITB
Ira-herts@ ukr.net

®OPMYBAHHA YMIHb | HABUHOK CTYAEHTIB-XOPEOIPA®IB
AK MAUBYTHIX BUKINNAOAYIB XOPEOIPA®II

MeTolo cTaTTi € BM3HAYEHHs] OCHOBHMX TBOPYMX 34i0OHOCTEN y CTyAeHTiB xopeorpadpiyHoi crneuianisauii ons
dopMyBaHHS Y HUX NPOMECINHNX YMiHb Ta HaBMYOK ANsi MabyTHLOrO BMKNadaHHs xopeorpadii. MeTogonoria gocni-
[PKEHHS1 Monsrae y 3acToCyBaHHI aHaniTMYHOro, oyHKLiOHaNbHOro, MUCTELTBO3HABYOrO i CUCTEMHOINO METOAIB 4OCHi-
[PKEHHS nokasHuUKiB NpodecinHux hyHKLUIN xopeorpada, Moro MancTepHoCTi Y BUKNagdaubKin AisnbHOCTI, FOTOBHOCTI A0
camopo3BuTKy. HaykoBa HOBM3Ha CTaTTi NONArae B YAOCKOHANEHHI MONOXEHb LLOAO: BUKOPUCTAHHA Y HaBYanbHOMY
npoueci creuianbHUX NPUAOMIB | METOAIB; BU3HAYEHHSI OB’EKTUBHMX KPUTEPIiB NMOKasHWKIB 0ObpasHOi opuriHanbHOCTI B
xopeorpaiyHii AianbHOCTI; NoeTanHUX TEOPETUKO-NPaKTUYHUX METOAIB NPOTArOM HaBYaHHS Y BULLOMY HaBYanbHOMY
3aknagi. ¥ BUCHOBKax BiA3Ha4yeHo, Lo, no-fneplle, 3aBgaHHAM BULLOI creuianbHOI OCBITU € MiAroToBKa M BMXOBAHHSA
daxiBus, 34aTHOrO TBOPYO MUCIUTK, 3aCTOCOBYBaTW OTPUMAHI 3HaHHA Ta BUKOPUCTOBYBATM iX Y XyOOXHbO-TBOPYIN i
CLIEHIYHIV AiSnNbHOCTI; No-Apyre, akTyanbHUM 3aBAAaHHAM BULLOI XopeorpadpiyHOoi OCBITU € MiAroToBKa He NLle BUKOHABLIB,
a N caMoCTiIHMX MUTLiB, BcebiuHO 06aapoBaHMX 0coBUCTOCTEN, TBOPYUX iHAMBIOYyarbHOCTEN; NO-TPeTe, Nepes BuKada-
Yamm Kadpegpm cyvacHoi xopeorpadii CTOITb 3aBAaHHS IHTErpyBaTU NPAKTUYHI 3HAHHSI | HABUYKM MabyTHLOro creuianicta
3 xopeorpadhivHOro MucTelTBa 3 NCUXOSOro-NeaaroriYHo CKNagoBOoOK HaBYaHHA xopeorpadiyHm gucumniiHam.

Knto4yoBi cnoBa: xopeorpad, Buknagad, xopeorpadidyHa niarotoska, npodecinHe HaB4aHHS.

Iepy UpuHa UeaHoBHa, 3acryXeHHbIU pabomHUK Kyribmypbl YKkpauHbl, OoueHm kaghedpbl cogpemMeHHOoU
xopeoepaguu Kuesckoz2o HayUoHarnbHo20 yHU8epcumema Kyrbmypbl U UCKyccme

dopmMupoBaHMe YMEHUA U HaBbIKOB CTyAeHTOB-XopeorpacdoB Kak Oyaywmx npenopaBaTenen xopeo-
rpacoumn

Llenbto cTaTby SBMSIETCA OonpeaerneHne 0OCHOBHbIX TBOPYECKUX CNIOCOBHOCTEN Y CTYAEHTOB Xopeorpaduyeckoi
crneumnanu3aunmn ang hopMUpoBaHUS y HUX NPOECCUOHaNbHbIX YMEHUI M HaBbIKOB AN NpenogaBaHns xopeorpadun.
MeTO,quOFVIFI nccnegoBaHua 3akrnovaeTcAa B NpuMeHeHnn aHanuTndeckoro, beHKLI,I/IOHaJ'IbHOFO, NCKyCCTBOBEOAYECKOro
N CMCTEMHOTO METOAOB WUCCNEefoBaHWs nokasaTenen npodeccroHanbHbiX YHKUMIA xopeorpada, ero mactepcrsa B
npeno,u,aBaTeanKoﬁ AeATenbHOCTU, TOTOBHOCTU K CaMOpa3BUTUIO. Haquaﬂ HOBU3HA CTaTbW 3aKnio4yaeTca B CcOBep-
LLUEHCTBOBaAHUN MOJIOXXEHNN OTHOCUTENbHO: UCMONb30BaHUSA B y‘-IeGHOM npouecce cneunanbHbIX NpnemMoB U MeToOoB;
onpeaeneHns 06bEKTUBHBLIX KPUTEPMEB NokasaTenein 0bpa3Hoi OpuUrMHanbHOCTN B xopeorpadmyeckon AeaTenbHOCTY;
NO3TaNHbIX TEOPETUKO-NPAKTUHECKMX METOAOB HA NPOTAXEHNN 06y‘-IeHI/Iﬂ B BbiCLLEM y‘-leﬁHOM 3aBeeHunn. B BbiBoAax
OTMeYeHOo, 4YTO, BO-NepBbIX, 3a,qaqe|7| BbICLLUEro crneuywnanbHoOro o6paaoBaH|/|ﬂ ABNAeTcA NoarotoBka n BOCMUTaHUe crne-
LumnanumcTa, CrnocoBHoro TBOPYECKN MbICINTb, NPUMEHATL MOJTy4YeHHble 3HaHUA U UCMNOoJIb30BaTb NUX B XyOOXECTBEHHO-
TBOPYECKOM U CLIEHNYECKOWN AeSTENbHOCTU; BO-BTOPbLIX, aKkTyanbHOW 3aAayelt BbiCLero xopeorpaduyeckoro o6pasosa-
HUA 4BndeTcd noarotoBka He TOJIbKO I/ICHOJ'IHI/ITeJ'IeIZ, HO N CaMOCTOATENIbHbIX XyAOXHWKOB, BCECTOPOHHE OAapPEHHbIX
NUYHOCTEN, TBOPYECKUX UHOMBMAYyaNbHOCTEW; B-TPeTbMX, Nepen npenofasaTensmu kadenpbl COBPEMEHHOW XO-
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