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SHOW BUSINESS COMPANIES AND THEIR MUSICAL CONSTITUENTS

Purpose of Article. The article focuses on understanding of the role of the musical components as a whole of
the modern show. Methodology. The methodology of the study consists in using comparative and historical-logical
methods, which allow revealing and analyzing certain models of the planning of cultural-mass actions. Scientific novelty.
The scientific novelty of the work is defined by theoretical originality of the approach from music — ideal — specifics of organi-
zations of show-actions, business sense of which associates with ideal source of human essence. Conclusions. A confer-
encier as a musical ingredient of the performance, even devoid of musical sounds as such — leaves space for inscribing by
the musical element, creative emotional disposition of joy, not mockery — skepticism (it is not the scope of the actual musical
expression), but affecting ecstatics of Excitement. Show business is a multidivisional "infrastructure" of participants, includ-
ing artists — professionals and supplemental to their activity organizer. There are professional musicians themselves and a
conferencier among them. Their musical functions are determined by the historical cultural symbols.

Keywords: show business, personal manager, agent, music forming action, conferencier.

lMonbosuti Onez Npuzoposu4, cmapuiuti sukiadaq OdecsKoi HauioHaIbHOT My3u4HOI akademii iM. A. B. HexxdaHosor

KomnaHii woy-6i3Hecy Ta ix My3uy4Hi cknapoBi

Meta po6otu. CtaTTd npucBsdeHa OOCMIMHKEHHIO MY3UYHUX CKINagoBUX Ta Pofi My3WYHUX KOMMOHEHTIB Y
poboTi KOMMNaHil LWoy-6i3Hecy | cydacHoro woy B uinomy. MeTogonorisi focnigykeHHst nossirae y 3acTocyBaHHi KOMNapaTUBHO-
ro, iCTOPUKO-ONYHOrO METOAIB, SKi Aal0Tb 3MOry y3aranbHUTU MaTtepiani 3 KOHKPETUKM OMUCIB LLOY-CTPYKTYp B BisHec-akuii,
aKUEeHTYBaTU My3VYHUIN eneMeHT SK iaeanbHO-OpraHiyloumii hakTop, L0 BU3HaAYaeTbCA ApamaTtypricio OivicTBa i My3MYHUM
3By4YaHHsIM Sk TakuM. HaykoBa HOBM3Ha pobOTU BMU3HAYAETLCH TEOPETMYHOK OPWMiHAMBHICTIO NiAXO4y BiA, My3WYHOI —
ineanbHoi — cneundikn opraHizauii Woy-akuii, 6i3HecCoBUIA CMUCI SIKMX MOEAHAHWI 3 iAearnbHO BUXIOHOK JOACLKOI CyTHOCTI.
BucHoBku. LLloy-6i3Hec — ue posranyxeHa "iHdpacTpykTypa" yvyacHuKiB, BKIOYaUYM apTuUCTiB-npodecioHaniB Ta
OOMOBHIOUMX X AiANbHICTL OpraHi3atopis, cepeq AKMX BUAINAIOTLCA My3uKaHTU-(haxiBui y BMacHOMY 3HadeHHi 7
KOHEepaHChE, My3nYHi PYHKLIT SKOro BU3HAYEHi iCTOPUYHO CHOPMOBAHOIO KYNbTYPHOIO CUMBOJTIKOHO.

Knro4oBi cnoBa: woy-6i3Hec, nepcoHanbHnii MeHekep, areHT, My3u4yHa cknafoBa akuii, KoHdepaHcbe.

lMoneeol Onee Npueopuesuy, cmapwuli npernodasamesis Odecckol HayUoHanbHOU My3biKkarbHOU akademuu
um. A.B. HexdaHosol

KomnaHum woy-6usHeca n ux MmysbikanbHble COCTaBnsiloWMe

Llenb pabotbi. CTaThbsi NOCBALLEHA NCCNENOBAHMIO My3blKallbHbIX COCTaBSOLLMX U POSIM My3blKallbHbIX KOMMOHEHTOB
B paboTe koMnaHui LIoy-613Heca 1 B LLIenoM coBpeMeHHoro woy. MeTtogonorus uccnenoBaHys 3akiovaeTcst B NPUMEHEHNN
KOMMapaTUBHOIO, MCTOPMKO-TIOMMYECKOTO METOA0B, KOTOpblE MO3BOMSAT 0000WMTE MaTepuarbl MO KOHKPETUKE OMNMcaHus
LLIOY-CTPYKTYP B OM3HEC-akumu, NpoakLeHTMpoBaTb My3biKalibHbIA 3NEMEHT KakK uaeanbHO-OpraHvayoLmii haktop, onpeae-
nsiemMbln ApamaTtypruel AefcTBa U My3blkarnbHbIM 3By4aHUeM Kak TakoBbiM. HayyHasi HoBU3Ha paboThl onpeaensiercsi Teope-
TUYECKOW OPUrMHANBbHOCTBI0 MNOAXOAA OT My3blKaribHOW — naeanbHON — creumduk opraHmnsaumm LLoy-akLumi, GU3HecoBbIn
CMbICI KOTOPbIX COMPsiKeH C naeanbHON CXOOHOW YeroBe4veckoro cylecTea. BoiBoabl.. LLloy-613Hec — 3To pa3BeTBneHHas
"VHpaCcTpyKTypa" Y4aCTHUKOB, BKMOYAs apTUCTOB-NPOMECCHOHANoOB U AOMOMHAOWMX MX AEeSTEeNbHOCTb OpraHn3aTopos,
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Ccpeam KOTOPbIX BbIAENSATCS My3blKaHTbI-NPodeccroHarbl B COGCTBEHHOM CMbICIE U KOHdepaHCbe, My3bikarnbHas YHKLMM
KOTOPbIX onpeaeneHa NCTOPUYECKM CIOXMBLLENCS KYNbTYPHOW CUMBOMMUKOMN.

KnioueBble cnoBa: Loy-6M3Hec, NepcoHarnbHbIi MEHEOXEP, areHT, My3blkanbHas COCTaBMstOLLAs akLMW, KOH-
depaHcbe.

The relevance of the declared subject is supported by the conditions of modern existence of art and
music, which abandoning the "involvement” of artistic values of the previous century in favor of ideologically
and socially interpreted progress, are turning to their aesthetic self-sufficiency in professional sphere, by-
passing the artistic independence of expression as such. Show business is organic matter of contemporary
life in which art less and less asserts its self-sufficient importance, "matching" the rituality, festive meetings,
presentations, ritual actions and does not leave space for theater "convincing illusiveness" of artistic world,
the transient nature of significance of which was noted earlier by G. Hegel [3, 205-209].

The object of research — the structure of the show business, the research subject — the musical ele-
ment in it. The goal is to emphasize the functional intend of the musical constituent of the integrity of the
show as a business organization. Specific objectives of the work: 1) generalization of materials by the specif-
ics of description of show-structures in business actions/events; 2) emphasizing the musical element as an
ideal-organizing factor determined by dramatic action and musical sound itself.

Methodological basis of the work — managerial levels of musicological approaches that take place in
the works of B. Asafiev [1; 2] and his followers in modern Ukraine [15], as well as development in this sector
in the homeland [10, et al] as well as abroad [4, et al], for which the musical-artistic constituent of the man-
agement is important lever of organization of the whole.

Scientific novelty of the work is determined by the theoretical originality of approach from the musical —
ideal specifics of the organization of show actions/events, business meaning of which is associated with the
ideal origin of the human being. Practical value is the use of researches by establishments and educational
institutions of culture and arts as a part of management courses.

The term "show" in English means "see-exhibit/present/give a performance"” indicates something fo-
cused on the visible, spectacularly organized action, undeclined, in modern discourse — spectacular variety
show [14, 364]. As you know, visual reactions are controlled by the left-hemispheric specifics of cerebration,
directing logically thinking intellectual component. Right-hemispheric specifics are based on the sound, al-
ways nourishing mystical holistic manifestations of the psyche [17, 37-38]. Sound fullness, naturally, distin-
guishes the show, but, apparently, according to the etymology of the term, does not direct it, because at the
very core of this kind of presentation is a variety of contrasting, visibly supplied positions: intellectual dissec-
tion, separation of each event/action constitutes something basic, the whole of which turned out to be sec-
ondary and not attracting special attention factor.

That is a great contrast to the traditional European theater, in which the unity of the plot and related ethi-
cal and related to it aesthetic idea form a sine qua non of the composition, entrusted to the author as the personal-
ity chosen by the talent and mental redundancy. In this case, the ideal prerequisite for the integrity of the perform-
ance was achieved by the very idea, and being derived from mysterial-religious didactics, singled out the positive
and educational semantic focus of this integrity. Show-performance was originated in the inheritance of those
"performances” which since the days of Roman antiquity has been matched with the will of the crowd-masses, the
ideal capacity of which was limited to the ability of voluntary message to address the prevailing authorities.

Religious eclecticism of late Roman society did not create ethical unity in the space of dialogue, in
which the mystery of the action of classical epochs preserved predominantly one component: suggestion of
striking-unexpected. And if in the late Roman society rough naturality of battles was preferable to ideal — ar-
tistic — sacrifice of the ancient classics, and subsequently the similar function was performed by fighting tour-
naments, substituted, at last, by theatrical "imitation of life". Thus, the risen on a crest of public and cultural
movement of the twentieth century practice of shows in its own way synthesized spectacle-theater opposi-
tions of the preceding stages, as ideal production of each performance was covered by "commercial offering"
for the benefit of the participants in this kind of actions/events.

Thus, in such a way, there was originated and established show business, creating at the beginning
of the third millennium quite slim-in-its-kind show business system. The wording of this activity — "variety
shows of the actor (actors) as a commercial enterprise, the source of income of its organizers," [13, 364].

How do show business companies work and what do show business companies do? According to the
definition, these are organization, producers and individuals that ensure compliance with the requirements of en-
tertainment events programs [13, 265]. These organizations are multifunctional; they offer whole packages, in-
cluding the search for artists and musicians through various agencies and companies. Besides their important
features include negotiations on special conditions for artists and search for famous musicians [13, 265]. In such
companies, there is a large catalog of artists of various genres. A very important aspect is the company's infra-
structure. The more it is diverse, the more likely the customer's choice will fall exactly on this company. Infrastruc-
ture of the center enables: stage design, making thematic decorations, creating floral design, providing technical
equipment (sound and light), attracting artists and musicians for the show [13, 266].

In addition to the creative and technical services, the company undertakes all the provision necessary
for the event, the customer does not need to worry about paying royalties to artists, musicians, parking, trans-
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portation, and other details. Some companies-organizers of entertainment shows offer a variety of opportuni-
ties, including programs involving: comedians, cartoonists, jugglers, mimes, acrobats on stilts, clowns, a faquir,
variety of exotic animals, a magician, etc. Real professionals are invited to take part in such programs [13, 266].

To interact with prominent artists and musicians experienced professional staff is required. The reputa-
ble companies employ agents and managers to work with well-known artists and musicians. To understand the
channels through which the artists are engaged, the agent needs to know some of the key terms [13, 269].

Personal representative of the artist — the term is not a legal definition; it defines managers as well
as agents [13, 269].

Manager or personal manager is responsible for the development of the artist's career, a counselor,
and he/she plans the course of the artist's career, conducts business negotiations relating to the artists, hires
technical crew and observes the content of promotional materials, including photographs, hires road man-
ager [13, 269]. The manager may work through his/her own office. Managers, individually or forming a group,
may represent one or several artists or bands. Their commission fee is from 15 to 25% of the total earnings
of the artist, fee for the use of transport and other overhead costs [13, 269].

As follows from the above description, the manager initially orients the plan of the whole as an idea,
being to some extent, the playwright-director of the proposed show.

Agent is a person who finds or receives a proposal for hiring an artist and discusses the terms of the
contracts of his customers. The agent may work through an agency or independently and represent the in-
terests of many artists. The agent works on a commission basis from 10 to 20% of the artist’s earnings per
contract. Business manager or manager deals with investments and taxes of the artist. His commission is
from 2 to 5% of total earnings [13, 270].

There is also a promoter — a theatrical agent, who takes the full financial risk for an event, show or
concert. He is called the "buyer of talents" [13, 270]. Accordingly, the category of "talent" forms a special
subject in management, because it is not about the exceptional talent that the patron of the previous epochs
maintained, relying on the subsequent recognition of the "unrecognized genius" (it is a product of a special
kind of mental attitude of the artist-actor, ignoring "crowd- common herd", working for an ideal audience etc.),
but about the talent "to be liked now and here and of this quality" by the mass ("crowd-common herd, in ro-
mantic’s terminology).

The promoter may advertise (promote) and sell event [13, 271]. His responsibilities include: 1) monitoring
the volumes of sale of the records, the frequency of issue of piece of music on the radio and attendance of any
previous concerts, which an artist or band gave on "the same market"; 2) assistance from the artist's record com-
pany, sponsoring the publication of newspapers, magazines and radio ads with the purpose to advertise the new
records of the artist and concert tour; 3) coordination of the distribution of free promotional materials, radio inter-
view and demonstration of the artist’'s products in shop windows, provision of local radio stations and record
stores with a large number of artist’s, band’s records and posters of record company; 4) paying out fee earnings to
the artist in the amount of 50 to 80% of the summary of charges from the concert [7, 51].

Fees of superstars are impressive: on the Russian stage, such as Alla Pugacheva and Philip Kirkorov
collect up to 35 thousand US dollars [7, 51]. In the cited publication there are indicated fees of such popular Rus-
sian artists as Larisa Dolina, Valery Leontiev, Igor Nikolayev, Lev Leshchenko (fee from 10 to 20 thousand US
dollars) [7, 52]. Ukrainian artists such as Natalia Mogilevskaya, "Okean Elzy", Ani Lorak, Tina Karol — from 5 to 10
thousand US dollars [ibid]. In the book by D. Lobkova there are cited fees of the so-called "workaholics", including
Valery Meladze, Angelica Varum and Leonid Agutin etc. (from 5 to 8 thousand US dollars) [7, 52, 53].

The attractiveness of the financial incomes of pop stars is non-correlative with what may be collected
from performances of academic artists — it is obvious. However, this commercial success is due to the
managerial selections, knowing (especially studying) trends of tastes of the audience, which is ready — or not
ready to give money for attending the relevant events. And this training/preparation, including musical one,
generally is far from the criteria of recognition by philharmonic audience.

Record companies provide financial assistance for the promotion, sponsoring information about art-
ists in newspapers, magazines and on radio and advertising their new records.

Music publishing companies have three main functions:

1) collection of royalties paid by the record company to the publisher as payment for the right to dis-
tribute the record;

2) collection of payments from TV and radio companies for the right to broadcast recordings on TV
and radio; 3) issue of pieces of music in printed form.

As stated in one of the guidebook of management, in order to find the right actor, an intermediary
company should provide not only a list of artists, but also their photos, biographies and information on the
schedule of their tours, the dates free from shows and the required fees [13, 272-273]. Engagement of a
famous artist is a choice from a variety of options: you need to know the customer's needs, that is, the ex-
pected audience, and then submit the data to the agent, manager, company intermediary, helping to find
the necessary artist. "Necessary" artist is a problem for the shows, as video performance may be decisive,
the meaning of which is due to the socio-psychological factors of momentary preferences.

In Ukraine as well as in Russia stars of the show, as history shows, somehow responded to the "call
of time" on current ideas of the world of mass-cultural consciousness. And the winners among them were
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those (see Triumph of Alla Pugacheva in 1970-s and others) who turned out to be in correlation with the figu-
rative typologies, complies with the needs of a particular cultural epoch. In case of Pugacheva, she is a
singer-clown like B. Streisand, L. Minelli, matching the ideal of the kitsch phenomenon in which the trickster
archetype (the unity of protagonistic and antagonistic features) determined the basic aesthetic and concep-
tual fashion preferences of the Taganka Theater etc. And, of course, effect of "Verka Serduchka" comprises
to that extent the prolongation of kitsch phenomenon, in which folk soulful "Irish element" was "coexisting"
with "youth" rock-cultural wave that retains its audience till now.

Tragic clownery of 1970-s was pushed aside in the 1980-1990-s period of perestroika by other aes-
thetic preferences — and this is a special theme, and by the end of 1990-s, on the eve of the third millennium,
folk-epic note prevailed which determined the rise of Valya Balkanskaya, a Bulgarian singer, performer of
heroic -epic melodies of the XV-XVI centuries. It is significant that Ukraine was originally responded to the
splash of interest of mass spectator-listener of the program "Wild dances" by R. Lezhychko, in which folk rod
of "barbaric archaism" was far from heroic note of the shows of the Bulgarian singer. Unfortunately, this high-
heroic complex was not supported by any pop star in Ukraine, although the official state idea was the chant-
ing of the Ukrainian statehood.

It is correctly noted by the editors of show business guidebooks, the fate of the artist depends on
many factors, among which are talent, vocal (the pitch of a voice and range of voice), working efficiency,
money and success [13, 276]. As you can see, in the first place — "talent", without explanation of archetype
of manifestation of giftedness: it is clear that "psychology of the unrecognized genius", rising the amazing
personalities in "romantic XIX century" to the crest of artistic discoveries, is not meant here. Thus, the idea is
very relevant, "psychology of a recognized genius", which supported the striking challenges and achieve-
ments of the Renaissance. In general, "neo-renaissance" tone of the XX century has been repeatedly men-
tioned in historical descriptions. However, the technology of developing of "talent archetype" for the XXI cen-
tury — the "century of informatics", as it has already determined in the terminological lingo — has been
obviously shaping yet. Therefore, placing the category of "talent" on the first place among the number of
"guidelines" of preparation of show program is more symbolic and conjuring but not practical sense: without
parameterization of what is determined as "talent", indication of its presence or absence is meaningless.

It is significant that placing on the second place the criterion of the artist search — "vocal skills (the
pitch of a voice and range of voice), — also does not define the specifics of the choice: recently falsetto sing-
ing, countertenor singing was forbidden and was perceived only in a comic key. At present, the phenomenon
of Vitas, falsetto key of whom is the center of the main attraction of his performance, something that naturally
forms a continuation of phenomenon of Demis Russo, who broke in the pop art covenants of old liturgical
singing tradition.

As you can see, vocational, including music education for the candidates for show idols is strictly
necessary, but in fact, in the same time his academic basis shall be adjusted. A teacher by profession re-
gardless of whether he/she wants it or not have producers' features and capabilities, helping the artist to re-
veal himself or conveying behavioral and expressive patterns that are inconsistent with the current settings
of artistic professionalism.

Genre variety in the show-program gives the opportunity to represent flexibly the existing stock of
public entertainment. The needs and expectations of the predicted audience based on the goals and objec-
tives of the event dictate the selection of the artists and the focus of the work of the latter. Outstanding scien-
tist-lexicographer S.I. Ozhegov gave his definition of the term "stand-up/stand up-show".

Stand-up is pop art genre — stage performance associated with the announcement and commenting
on the program numbers [11, 375]. And here the following phenomenon acquires a special meaning — a fig-
ure of conferencier as entertainer, conducting a program, according the laws of the musical unity, refrain-like
(see musical and architectonic rondo structure prevailing in the ritual and ceremonial sphere and related to
mythological/religious symbols of the Sun-Circle) appearing in the separation-connection of various perform-
ances and providing a psychological unity of perception of components of performance/show.

Conferencier (translated from French “conferencier” — speaker) is an artist who conducts concert-
variety performance/show, firstly this role was defined in the 60-s of the XIX century in Parisian cabarets [6,
161]. A person who entertains the audience and announces the artists’ shows actually combines a lot of
qualities, among which are essential the ability to improvise as well as courtesy of manners, mind-stroke,
cheerful elegance of tone-behavior, natural charm, which together allow to consider a conferencier in the
function of "host of the evening."

National Speaker’s Association of America has developed its ten tips for making the right choice of a
conferencier (master of ceremonies). The association publishes its guidebook "Who's Who in Professional
Speaking: The Meeting Planners Guide") [13, 275].

The main criterion for choosing a conferencier is the ability to give enjoyment, satisfaction from
communication, which provides artistic and aesthetic basis of scenic imaginative solutions. Indeed, as
V. Kholopova truthfully writes, "... general emotional panorama of music explodes in accordance with its na-
ture and has predominantly positive character (spacing of V. Kholopova) ... " [16, 114].

And this purely musical, which goes from the basics of "angel" singing detection of this kind of art,
the great K. Stanislavsky noted in the profession of conferencier:
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"His inexhaustible joyfulness, quick wit, humor are at the very core as well in the form of a stage
presentation of his jokes, courage, often comes to daring, ability to keep the audience in his hands, a sense
of moderation, the ability to balance on the border of daring and exciting, offensive and humorous, the ability
to stop in time and give the joke quite different, good-natured direction — all this makes him an interesting
artistic figure of our new genre "[12, 364].

In general, such a function of a conferencier correlated with clown "reprises" in the circus — ancient
performance, entertaining meaning of which was held at the height of the ideal position largely due to these wise-
clownish features of direct contactors with the audience: the ferocity of the ancient Roman circus did without this
kind of "intelligent fun" guides. And this musical ingredient of the performance, even devoid of musical sounds as
such leaves space for inscribing by the musical element, creative emotional disposition of joy, not mockery —
skepticism (it is not the scope of the actual musical expression), but affecting ecstatics of Excitement.

Summarizing the above said, it should be noted as follows:

1) show business is a multidivisional "infrastructure" of participants, including artists — professionals
and supplemental to their activity organizers, among them there are professional musicians in proper sense
and conferenciers, musical functions of whom are determined by the historical cultural symbols;

2) managers and agents make up the organizing part of "infrastructure", whereas conferenciers and
entertainers (masters of ceremony) are a link between "the world of organizers" and the artists themselves,
but during the performance between the first two together and the audience;

3) realization of organizational and ethical exclusivity of conferencier allows you "accurately" predict
the commercial output of shows, because the general audience is always Her Majesty Audience, which is
never indifferent to moral core of the performance, naturally, oriented to immediate-relevant questions of
human community in complex and situational-segmented coverage.

Jlumepamypa

1. AcadpbeB b. Cumdbonnyeckme atioapl / b. Acadbes. — J1.: Mysbika, 1971. — 264 c.

2. AcacpbeB B. (M. Tnebos) LieHHocTe My3bikn / B. AcadbeB. — De musica. — J1.: Academia, 1925.

3. lTerenb I'. PaboTbl pasHbix Net B AByx ToMax / . [erenb ; coctaBnenune, obw,. ped. A.B. l'ynbirm. — M.:
Msbicnb, 1973. - T. 2. — 630 c.

4. Kannuxram M. MapkeTuHroBble nccnegoBaHvs rmasamuy 3akasdvka: Kak n ons yero opraHusaummn ucronb3ayot
ncecnegosaHus poiHka / M. Kannuiram ; nep. ¢ aHrn. — JHenponeTtposck: banaHc BusHec: byke, 2005. — 272 c.

5. Konbbep ®. MapketuHr y cdepi kynbTypu Ta mucteuts / Konbbep @., MaHtenb XK., binoro C., Piv Ox. —
JlbeiB: Kanbsapis, 2004. — 240 c.

6. KopiHHuin M. KopoTkuii eHumMKnoneamyYHun cnoBHvK 3 kynbTypu / KopiHHuia M., LesuyeHko B. — K.: YkpaiHa,
2003. — 384 c. — bibniorp.: C. 380 — 383. — Bia. pea. i aBT. 3asHa4y. Ha 3BOpOTi TUT. apk..

7. No6kos [1. Kak 3apaboTtaTb B wwoy-6usHece / JeHuc Jlobkos. — M.: Mpecc, 2007. — 160 c. — (Kak 3apaboTaTth).

8. MeHeXMeHT B KOHTeKCTe My3blkarnbHOW KynbTypbl: [porpamma kypca / AsTop-coctaButens A.K. Masyp. —
Opeca: OI'MA, 2007. - 14 c.

9. MeHemxMeHT y cdbepi kynbTypu: HaBuanbHuii nocibHuk / Apomiy C.A. — KH. 1. — Opeca: LleHTp npakTniHoro
MeHeXKMEHTY KynbTypu, 2006. — 274 c.

10. MeHempxkmeHT: HaBy. noci6. ans ctyd. ey, Haeu. 3akn. / 3a pea. . B. WWokiHa, M. ®. Nonoeartoro, O. B. An-
TOHIOKa, B. M. Cnagkesnya. — K.: MAYTI, 2007. — 816 c.: in. — bibniorp.: y kiHui po3ainis.

11. Oxeroe C.N. Cnoapb pycckoro s3blka: Ok. 53000 crios / C.A. Oxeros; Mopg 06w, pea. npod. J1. . CkeopLio-
Ba. — 24-e napa., ucnp. — M.: OO0 "UspaTenbctBo OHuke": OO0 "U3patenscTeo " Mup n Obpasosaxue”, 2007. — 1200 c.

12. Cranucnasckuii K. Cobp. couy. B 8 T. / K. CtaHucnasckuin. — M., 1954. — T. 1. — C. 364.

13. CoHaep M. MBeHT-MeHeaXXMeHT: opraHusaums passrnekatenbHbIX MeponpuaTUi. TexHUKW, naen, ctpare-
run, metoabl / Congep Mapk. — M.: BepwuHa, 2006. — 544 c.

14. TonkoBbI CNOBapb COBPEMEHHOIO pycckoro Asbika. — foHeuk: OO0 MK "BAO", 2007. — 384 c.

15. Teiwko C. CtpaHcTteus MmuHku / Teiwko C., MamaeB C. — K., 2002. — Y. II. F'epmaHus. — 508 c.

16. Xononosa B. Mysbika kak Bug uckyccrtea / B. Xononosa. — M.: Hay4yHo-TBOpu.LeHTp "KoHcepBaTtopus”,
1994. — 260 c.

17. Xononoea B. O ncuxonornsaumm TeopeTudecknx yveHu o my3abike / B. Xononosa // TpaHccopmauis
MY3W4YHOI OCBITW: KynbTypa Ta cy4acHicTb. MaTt.my3ukon.cemiHapy (23-25 ksiTHa 1998 p.) / Ton.pea. M. Orpenuy. Y.1. —
Opeca, 1998. — C. 37-41.

18. Wmut B. BusHec B ctune woy. MapkeTuHr B KynbType Bnedatnenun / Lmut B., Poaxepc [., Bpouoc K. —
M.: UsgaTtenbckunin gom "Bunbamc”, 2005. — 400 c.

References

1. Asafiev, B. (1971). Symphonic etudes. Lviv: Music [in Ukrainian].

2. Asafiev, B. (Glebov, I.) (1925). Music value. De musica. L. : Academia [in Ukrainian].

3. Hegel, G. (1973). Works of different years in two volumes. Volume 2. A.V. Gulyga (Ed.). Moscow: Mysl [in Russian].

4. Kallingham, M. (2005). Market research through the eyes of the customer: How and why organizations use
market research. Dnepropetrovsk: Balance Business: Books [in English].

5. Kolber, F., Gantel, Zh., Bilyi, S., Rich, J. (2004). Marketing in culture and arts. Lviv: Kalvaria [in Ukrainian].

6. Korinnyi, M. & Shevchenko, V. (2003). Short encyclopedic dictionary of culture. Kyiv: Ukraine [in Ukrainian].

7. Lobkov, D. (2007). How to earn in show business. Moscow: Press [in Russian].

8. Mazur, A.K. (Ed.). (2007). Management in the context of musical culture: Program of the Course. Odesa:
OGMA [in Russian].

160



BicHuk HauioHanbHoI akagemii KepiBHMX KaapiB KynbTypu i mucteuts Ne 1°2017

9. Yaromich, S.A. (2006). Management in culture. Book 1. Odesa: Centre for Applied Cultural Management [in Russian].

10. Shchokina, G. V., Golovatyi, M. F., Antoniuk, O. V., Sladkevych V. P. (Ed.). (2007). Management. Textbook
for the students of the higher educational establishments. Kyiv: MAUP [in Ukrainian].

11. Ozhegov, S.I. (24th ed.). (2007). Russian dictionary: Approx. 53000 words. L. |. Svortsov (ed.). M.: LLC
"Publishing house Onix": LLC " Publishing house "Word and Education" [in Russian].

12. Stanislavskyi, K. (1954). Collection of works: in 8 volumes. Volume 1. Moscow [in Russian].

13. Sonder, M. (2006). Event-management: organizing recreational activities. Techniques, ideas, strategies and
methods. Moscow: Vershyna [in Russian].

14. Explanatory Dictionary of the modern Russian language. (2007). Donetsk: LLC PCF "BAO" [in Russian].

15. Tyshko, S. & Mamaeyv, S. (2002). Trips of Glinka. Part [l. Germany. Kyiv [in Russian].

16. Kholopova, V. (1994). Music as an art form. Moscow: Scientific and Creative Center "Conservatory" [in Russian].

17. Kholopova, V.O. (April 23-25, 1998). On psychologization of the theoretical studies of music. Transformation
of musical education: culture and modernity. Proceedings of the Semainars of Musical studies. M. Ogrenych (Ed.). Part
1. (pp. 37-41). Odesa [in Ukrainian].

18. Shmidt, V., Rodzhers, D., Vrotzos, K. (2005). Business in the form of the show. Marketing in the culture of
impressions. Moscow: Publishing house "Williams" [in Russian].

Cmamms Haditiwna do pedakuii 13.12.2016 p.

YK 7:061.4(100) BabuyeHko AHiHa KOpiiBHa
acnipaHTka KniBCbKOro HauioHanbsHOro yHisepcuteTy
KynbTypu i MUCTEUTB
yanina.bambinos@gmail.com

MDKHAPOOHUA ®ECTUBAIDb TEATPIB ONSA OITEWN "IHTEPNANBKA™:
ANHAMIKA PO3BUTKY TA XYAOXHbO-ECTETUYHA LIHHICTb

MeTa po60oTH — aHani3 AuHaMiku pO3BUTKY Ta BU3HAYEHHS XyA0XHbO-€CTETUYHOI LIIHHOCTI Mi>XKHapOAHOro TeaTparib-
HO-becTuBanbHOro pyxy TeatpiB Anga Aiten "IHTepnanbka" B YKpaiHi; pO3KpPUTTA CyTHOCTI Ta MOMNynspHOCTI dhectusarnto
"lHTepnsinbKa", oro poni y po3noBCO4XKEHHI NPodeCinHnX HaabaHb NANbKOBOro MUCTELTBA YKPaiHW Ta iHLUMX AepXaB CBITY.
MeToponoria JocnimKeHHA nonsirae y 3acTocyBaHHI MUCTELTBO3HABYOrO, aHamniTMYHOrO, AiaXpOHiYHOro, (PyHKLiOHANBLHOrO,
KyTbTYpPOSOriYHOro Ta CUCTEMHOro MeTogiB AocnimkeHHa MixkHapogHoro dpectuBanto TeatpiB Anga aiten "lHTepnanbka" sk
Ba)NMBOI cdhepn XyOoXKHbO-NPaKTUYHOI AIANLHOCTI Y PO3MOBCIOMKEHHI AOCBiAY TeaTpiB NANbOK CBITY, iX MUCTELLKUX OOCAr-
HeHb, TBOPYMX NOLLYKIB Ta poni y eCTETUYHOMY BUxoBaHHI. HaykoBa HOBM3Ha JOCNiKEHHS Monsrae y aHanisi AnHamikv pos-
BUTKY TeaTparibHO-()eCTMBanbHOTO pyxy TeaTpiB Ana Aitei "lHTepnanbka”, Woro XyAoXHbOoi cneundikv, obrpyHTyBaHHi
KpUTEPITB MUCTELIbKOI JJOCKOHANOCTi, €CTETUYHOI LiHHOCTI Ta XuTTe3gartHocTi. BucHoBku. MixHapoaHuii dhecTvBans TeaTtpis
ansa giten "lHTepnanbka" € HanonynsApHILLMM Ta XXUTTECTIMKMM Yy CydacHOMY TeaTparibHOMY XUTTi TeaTpiB Nnanbok; dectu-
BalnbHUN pyX NAMbKOBOrO MUCTELTBA B YCbOMY CBiTi € HaledEKTUBHILLO (hOPMOI0 ECTETUYHOrO BUXOBAHHS; NPOBEOEHHS
dectnBaniB "IHTepnsnbka" CrnoHykae MUTUIB CLEHIYHOrO MUCTeuTBa OO0 MOLUYKY i BTINEHHA HOBUX iden, Siki HaranbHO
noTpibHI y BUXOBaHHI MONOAOro NOKONiHHS; dhecTmBans "lHTepnsinbka”, Wo BiabyBaeTbCst MOCTIHO, Ma€e OaHY 1 TY X Xapak-
TEepHy OCOONMBICTb: KOXHI [jBA POKN B MOro pyci BiAOYyBaeTbCs LLOCH HOBE, 3'ABNSIHOTLCSA Ginbll Pi3HOMaHITHI TeHAEHLT,
PO3LLUMPIOETLCS CaMa CTPYKTypa hecTvBarnito, sika NONOBHIOETLCS KiMbKICTIO HOBMX 3ax0fiB; AMHaMika PO3BUTKY MiKHapOOHOIo
TeaTparnbHO-EeCTUBANbHOIO XUTTs TeaTpiB Ans Aiten "IHTepnsnbka” B YKpaiHi BU3Ha4ae, Lo MOro rofloBHOK MeTow Gyna i
3anULLIAETLCS MOMYNsiPM3aLlisl Cy4acHOro NANbKOBOTO MUCTELITBA, MiAHECEHHS I0r0 aBTOPUTETY B CyCninbCTBi, 0OMiIH JOCBIAOM
MK TBOPYMMM KONMEKTUBaMW NANbKapiB, 03HaNOMIEHHS rmagada 3 TeatpanbHUMK npem’epamu, 3 HavuikasiLLMMM TBOPYMMUA
3agyMamMu, PEXUCEPCLKUMM iHHOBaLisiMM TeaTpiB Ans AiTei 3 pisHnx obnacTe YkpaiHu Ta KpaiH 3apyGidoks.

Knto4osi cnoBa: cectmanb, TeaTpanbHO-hecTuBanbHUin pyx, Teatp NAnboK, Teatp And aiten, "IHtepnsnbka”.

Bab4yeHko SIHUHa FOpbeeHa, acriupaHmka Kuesckoeo HayUoOHaibHO20 yHuUgepcumema KyJibmypbl U UCKyccma

MexayHapoaHbin checTmBanb TeaTpoB AnA Aeten "UHTepnsanbKa": AMHaAMUKA pasBUTUA U XYAOXeECT-
BEHHO-3CTeTUYEeCKasi LLleHHOCTb

Llenb paboTbl — aHanu3 gMHaMuKM pas3BUTUSt U ONpeaeneHns XyaoKeCTBEHHO-3CTETUHECKOW LIEHHOCTN MexX-
AyHapoOHOro TeaTpanbHO-eCcTMBanbHOrO ABWKEHUSA TeaTpoB Ans aeten "MHTepnanbka" B YkpauwHe; packpbiTve CyLu-
HOCTM W nonynapHocTn dectuBansg "MHTepnsanbka", ero ponu B pacnpocTpaHeHnn nNpodecCrMoHanbHbIX OOCTWKEHWN
KyKOIbHOrO MCKyCCTBa YKpauHbl 1 Apyrux rocygapcts mupa. Metogonorua nccnefoBaHns 3aknioyaeTcs B MPUMEHEHUN
MCKYCCTBOBEOYECKOro, aHanuTU4ecKoro, AMaxpoHUYECcKoro, (yHKLMOHAMNLHOMO, KynbTYpPOSOrM4eckoro U CUCTEMHOro
MEeTOAO0B uccnenoBanus MexayHapoaHoro doectmBans TeatpoB Ang aeten "MHtepnsnbka" kak BaxKHOW cdpepbl Xyooxe-
CTBEHHO-MPaKTUYECKON AeATENbHOCTM B pacnpoCTPaHEHUWN ONbiTa TeaTpoB KYKON MUPa, UX XYAOXKECTBEHHbIX JOCTUXe-
HWUIA, TBOPYECKNX UCKAHWUI U PONW B 3CTETUYECKOM BOCNUTaHMM. Hay4yHas HOBM3Ha nccnegoBaHusa COCTOMT B NpoBeae-
HUW aHanNM3a AMHaMUKN pa3BuTMa hecTMBanbHOMO ABWKEHNS TeaTpoB Ana aeten "UHTepnsanbka", ero Xy4oXXecTBEHHOM
cneumndukn, 060CHOBaHNM KPUTEPUEB XyA0XKECTBEHHOrO COBEPLUEHCTBA, 3CTETUYECKON LLEHHOCTU U XN3HECTIOCOOHOCTW.
BeiBoabl. MexayHapoaHblin hecTvBanb TeaTpoB AnA Aeten "VIHTepnanbka" ABngeTca camblM NONynsapHbIM 1 XKU3He-
CTOMKMM B COBPEMEHHOW TeaTparibHOW XXW3HWU TeaTpOB KyKoM; dhecTuBanbHoe ABMXEHNE KYKONbHOrO UCKYCCTBa BO BCEM
MUpe ABNseTcs caMon adEKTUBHOMN (DOPMOIN 3CTETUHECKOrO BOCMUTAHWA; NpoBedeHne dectmBanen "MHTepnsnbka"
nobyxaaeT MacTepoB CLIEHNYECKOrO UCKYCCTBA K MCKaHWIO 1 BOMJIOLLEHWIO HOBbIX MAEW, KOTOPble HacyLLHO HeobxoauMbI
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