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PHENOMENON AND CONCEPT OF CANON:
FROM CANONICAL FORM TO "CREATIVITY SPIRIT" IN CHRISTIANITY

The purpose of the research. The article analyzes the canon phenomenon and concept in a wide discursive
field — from the consideration of canonical rules, canonical form to their realization in cantatory culture in general, and
composer creativity in particular. Research methodology assumes the use of the following general scientific methods:
typological — to identify key characteristics of the canonical phenomenon, philosophical and aesthetic, musicological
analytical, historical and cultural methods. Along with these methods, in order to identify the conditions and structural and
semantic aspects of the canon phenomenon, it is also necessary to use the systemic approach, which makes it possible
to study comprehensively the object at various but interrelated levels. Scientific novelty consists in defining the canon
phenomenon and concept as one of the leading cultural universals and key concepts of the Orthodox singing traditions
and in Orthodox culture, in general. Conclusions. The evolution of Orthodox singing and the development of musical-
liturgical style caused by it are initiated by the manifestation of the canon phenomenon, hence, the canonical
phenomenon can be considered as a creative factor of this tradition, on the one hand, and as a necessary condition for
the existence of liturgical-singing tradition, on the other hand. The Orthodox singing tradition acquires an autonomous
music-style system as a unity of liturgical everyday and author musical and language installations.

Keywords: canon, initial form, liturgical and singing tradition, cult.

Ocaduya CeimnaHa BikmopieHa, 0okmop mucmeuymeosHascmea, doueHm, rnpoghecop kaghedpu icmopii Mmy3u-
Ku ma my3u4yHoi emHoepagii O0ecbKoi HayioHanbHOI My3u4Hoi akademii im. A.B. HexdaHosoi

fABuLle | NOHATTA KAHOHY: BiA KaHOHIYHOI hopMuM [0 " AYyXYy TBOPYOCTI" B XPUCTUAHCTBI

MeTa po6oTu. Y cTaTTi NpoBOAMTLCS aHani3 ABWLLA | MOHATTS KaHOHY B LUMPOKOMY AMCKYPCUBHOI MOMi — Big, po3rnsigy
KaHOHIYHMX NpaBwWr, KaHOHIYHOI chopMu A0 X peanisauii y CniBovin KynbTypi B LifIOMY i KOMNO3UTOPCHKii TBOPYOCTI 30Kpema.
MeToponoria focnimpkeHHs nepenbavae BUKOPUCTAHHST 3aranibHOHaYKOBUX METOZAIB: TUMOMOrYHOrO — AN BUSIBIEHHS
KIMOYOBUX XapaKTepUCTUK heHOMEHa KaHOHIYHOTO; hinocodCbKO-eCTETUHHOIO, MY3MKO3HABYOrO aHarniTM4YHoro, icTopuKo-
KynbTyporori4Horo. [Mopsg i3 3a3HavyeHnMn MeTofaMu Ans BUSIBNIEHHS YMOB i CTPYKTYPHO-CEMaHTUYHUX acnekTiB siBULLa Ka-
HOHY, HEOOXiAHMM BUSBIIAIETLCS | CUCTEMHUI MiAXid, WO AA€ 3MOry Ha CaMMX Pi3HUX, are B3aeMOMOB'A3aHMX PiBHSIX BCEGIYHO
BMBYMTU 00'ekT. HaykoBa HOBM3Ha nomnsrae y BUAINEHHI SBULLA | MOHATTS KAHOHY SIK OAHIEl 3 MPOBIOHUX KyNbTYPHUX YHIBEpP-
canivi i KNYOBKX NOHATL MPaBOCMABHOI CMiBOYOI TPaaMLIi i LUMpLIe — MPaBOCNaBHOI KynbTypy B Linomy. BucHoBku. EBonto-
Lis NpaBOCNAaBHOIO CMiBY i 3yMOBMEHWUI HUM PO3BUTOK MY3WUYHO-MITYPriIHONO CTUMIO iHILIOETLCS MPOSBOM SBULLA KaHOHY.
OTmxe, (eHOMEH KaHOHIYHOTO MOXe ByTU pO3rMAHYTUI SK KpeaTUBHWUIA dhakTop AaHoi TpaawLii 3 ogHoro GoKy, i ik HeobxigHa
yMOBa iCHyBaHHs 6orocny60Bo-criBo4oi TpaauLii — 3 iHworo. MNpaBocnaBHa cniBoya TPaauLis 3HaX0AUTb aBTOHOMHY My3UYHO-
CTUMbOBY CUCTEMY $SIK EOHICTb NITYPrinHUX NOBCAKAEHHMX | aBBTOPCLKUX MY3UYHO-MOBHMX YCTaHOBOK.

Knio4yoBi cnoBa: kaHOH, kaHOHiYHa dhopma, 6orocnyx60Bo-cniBoya Tpaauuis, KynbT.

Ocaduyasi CeemnaHa BukmopoeHa, 0okmop uckyccmeosedeHus:, doueHm, rpogheccop kaghedpbi ucmopuu
MYy3bIKU U My3blKkaribHOU amHoepaghuu Odecckoll HayuoHanbHoU My3bikanbHoU akademuu um. A.B. HexdaHoeol

SBneHune u NOHATUE KaHOHA: OT KAHOHM4YeCKOoM (hopMbI K " AyXy TBOpPYECTBA" B XpUCTUAHCTBE

Llenb pa6oTbl. B cTaTbe npoBoanTcs aHanu3 siBMeHUs 1 NOHATUS KAaHOHA B LUMPOKOM AUCKYPCUMBHOM Morie — oT
paccMOTPEHUS KAHOHNYECKUX NPaBWIT, KAHOHUYECKON hopMbl 4O NX peanusauny B NeBYECKOW KynbType B LIENIOM U KOM-
no3nMTOpcKOM TBOpYecTBe B YacTHocTu. MeTogomnorusi uccrnefoBaHus npegnonaraet MCnonb3oBaHue 06LeHayyYHbIX
METOLO0B: TUMOMOINMYECKOro — ANSA BbISABNEHUS KIHOYEBbLIX XapaKTEPUCTUK (DEHOMEHa KaHOHWYecKoro; cunocodcko-
3CTETUYECKOrO, My3bIKOBEAYECKOrO aHanMTUYECKOro, MCTOPUKO-KYNbTyponormyeckoro. Hapsay ¢ ykasaHHbIMM MeTogamm
ONS BbISIBNEHNS YCNOBUA N CTPYKTYPHO-CEMAHTUYECKNX acnekToB SBMEHNS KaHOHa, HeoBX0OUMbIM OKasbiBaeTCA U CUC-
TEMHbIN MOAX04, NMO3BONSAIOWMIA Ha CaMbIX PasHbIX, HO B3aMMOCBS3aHHbIX YPOBHAX BCECTOPOHHE U3y4nTb 0ObekT. Hayy-
Has HOBU3HA COCTOMT B BblENEHNN ABIEHUSA U NMOHATMSA KaHOHa Kak OOHOWM M3 BeOyLUMX KyNbTypHbIX YHUBEpcanun u
KIMOYEBbIX MOHATWI B NMpaBOCNaBHOW NEBYECKOM TPaauuuM U LUMpe — B NPaBOCMaBHOW KynbType B Lenom. BeiBoAbl.
OBonOLMSA NMPaBOCNABHOIO NEHNS U 0OYCINOBMNEHHOE €10 Pa3BUTUE MY3bIKaNbHO-NIUTYPrMYECKOro CTUNSA MHULMMPYETCS
nposiBrieHMeM sBNeHust kaHoHa. CnegoBaTtenbHO, (PEHOMEH KAHOHUYECKOTO MOXET OblTb PAaCCMOTPEH Kak KpeaTUBHbIN
akTop OaHHOW TPaauuuMM C OOHOW CTOPOHbLI, U Kak HEOOXoAMMOe YCINOBUE CyLLECTBOBaHUS 6orocnyxebHo-neBYecKon
Tpaauumn — ¢ apyrow. MNpaBocnaBHasa neByYeckas Tpagmums obpeTaeT aBTOHOMHYIO My3blKanbHO-CTUIIEBYIO CUCTEMY KaK
€[VHCTBO NMUTYPru4ecknx obnxoaHbIX 1 aBTOPCKMX My3bIKanbHO-A3bIKOBbIX YCTAHOBOK.

KntoueBble cnoBa: kKaHOH, KaHOHM4Yeckas hopma, GorocnykebHo-neBveckas Tpaguumns, KynbT.

Relevance of this work is explained by the fact that issues concerning the preservation and transfer
of spiritual values, evolution of spiritual traditions are most urgent and priority in modern humanitarian
knowledge. In particular, all varieties of Orthodox liturgical singing, their revival and "new life" in
contemporary compositional and performing environment generate great interest. Particular significance is
related to the issues of systematization of individual areas of the liturgical and singing tradition, as well as the
tradition of liturgical singing in general. All this explains the growing interest in the Orthodox singing tradition
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in humanitarian, in particular, cultural thought and reinforces its importance as a subject of musicological
research. Moreover, many principles of formation and development of the canons in this tradition, figurative
and semantic purpose of its iconic structures are deeper revealed in the context of musicological research. If
we turn to the experience of people who, in the opinion of the Orthodox Church, have attained the highest
degrees of spiritual development, and to the experience of saints, you can see that they followed the church,
the life in the cult. In other words, their path primarily presented the life inside the church rite.

Research objective. In this article, canon is considered as a fundamental principle of the Orthodox
culture functioning, the expression of which in the singing side of the orthodox rite reveals the relation to the
ritual action taking place and the ritual text being uttered. Scientific novelty consists in defining the canon
phenomenon and concept as one of the leading cultural universals and key concepts of the Orthodox singing
traditions and in Orthodox culture, in general.

Statement of basic materials. Following the traditions of Byzantine culture, Orthodoxy formed in the
territories of Kievan Rus combines the inclination to philosophical consideration of religion on the one hand,
and high appreciation of the rite importance on the other hand. Florensky noted, "along with the developed
theosophy, where the relations between the Divine Persons are discovered in philosophical terms, between
the characters of Jesus Christ, the Church concept, salvation, immortality, etc., deep respect in Eastern
religiosity is paid for the rite, so that its performance is placed side by side and even higher than the
performance of moral testaments "[8, 468]. In other words, the rite compliance in sanctuary and all details is
becoming one of the main concerns of the church. This close attention extends to the singing side of the rite,
especially to the fulfillment of all rituals related to birth, marriage and the death of a person. Thus, the
distinctive feature of the Orthodox attitude to the Church is the preponderance of participation in the cult and
ritual of any moralistic actions: direct participation in the church life is much more important than the dry
study of the book-related sacred service. The cult and the Orthodox ritual, in its turn, pay exceptional
attention to the most important moments of a person's life: "birth, death, marriage occur before the face of
God and are blessed with sacraments and divine services" [8, 478].

The system of rituals forms a closed whole, in which the replacement of one rite by another is
impossible, since such a replacement will certainly shake the foundations of the entire system. "It is
impossible to change the organ in the body arbitrarily and replace it with the same one, but of a different
type, because with this change all the others must also change accordingly” [9, 158]. In the cult, on the way
of the ascent from the earthly to the heavenly, the rite is understood by Florensky as the gradualness of the
dying of the earth, and on the way of the descent of the heavenly to the earthly — as the embodiment in the
earthly. In the rite there is no statics, it is full of movement, interpenetration and interaction. But there is
another kind of constant movement in the cult, in which constant ascension to the empyreal and
condescension to the remote takes place.

The concept of holiness has a lower pole and an upper pole, and in our consciousness it moves
between these poles, rising up and descending back. The concept of holiness is like a ladder: nonentity —
peace — exception — election — cleansing — redemption — Light — God. Witnesses play a special role in this
"ladder" movement. Florensky points out that withess and martyrdom in Christian understanding are words
and phenomena of one root, which explains the importance of testimony in the New Testament. In this
connection, the motif of holiness re-emerges: martyrs — saints and vice versa. Endeavor of life is always
martyrdom; sacred witnesses are needed. It needs conductors, in the transfer, in the certificate: presence of
testimonium makes the sacred certified [6, 162-167].

In addition, semantic meaning of the translations of the Greek word paptug, which in Greek means
"witness", in the Church Slavonic sounds like a "martyr”, can be divided into two groups. In some texts, in
MapTug emphasis is made on "expression, affirmation of truth”, in other texts on "suffering and death". This duality
of translations reveals the peculiarity of this Greek word, based on (or could) three roots, namely: yap —
shine, pap- fight, yep — have a thought, remember. All these semantic traces find their reflection in the word
popTUuG — witness, martyr. Florensky speaks of two forces of manifestation — outside and inside. "Testimony
of truth is radiance. But in order to testify to the truth, we must fight, conquering the darkness of ignorance
and lies: the witness is a fighter and, spiritually, he is a winner. In the struggle, it is necessary not only to
inflict, but also to receive attacks, and therefore — to suffer, struggle, languish, and even die "[9, 363]. This is
how Father Paul calls witnessing power manifestation beyond. In order to testify from the inner side, a
witness-martyr "must have witnessed truth", be "a keeper of truth, a bearer of truth,” in other words,
"objective truth makes us remember about ourselves and powerfully leads a person, who knew it to testify
about it" (our emphasis is O. S.) [9, 363].

Culture as a memory brings special symbols, which are the product of the need to protect against
death, overcoming the short duration of a human life. Thus, O. Mandelstam argued that "the power of culture
is in misunderstanding death" [5, 30]. Culture in its memorial and protective function becomes a means of
permanent prolongation of life of the human race by creating special time criteria. In this connection, Lotman
guotes D. Likhachev's words about the formation in medieval art of such a conception of time in which "...the
past was somewhere ahead, at the beginning of events, a number of which did not correspond to the
perceiving subject. "Back" events were events of the present or the future. "Back inheritance" is an
inheritance that remains from the deceased, this is, the last thing that connected him to us. "Front glory" is
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glory of the remote past, "first" times, "back glory" is the glory of the last deeds "[2, 356]. Thus, time was
perceived as flowing from the past to the future and changing in places in these two temporal cutoffs of
culture; the past acts as the main value dimension of cultural experience, and a memorial tendency turned
toward becomes the expression of "the deep memory" of culture, marks the eternal, timeless in the forms of
collective cultural consciousness as the only form of immortality accessible to a human being [2, 146].

Symbolic foundations of liturgical activity are determined by the fact that the service is carried out as
Plato's "remembering” that there is "something profoundly intimate, something long familiar" [9, 131]. It is older
than us and our parents, older than humanity, older than the world itself; so it involves "tacit prayer" — the essence
of intelligent prayer. The service was as if not composed, but open, found. "Orthodoxy has absorbed the beauty of
the world treasure and freed it from shell: we have a clean, threshed and reared, grain of religions, the very
essence of humanity” [9, 131]. It is particularly remarkable that the Semitic triliteral root denoting to remember, to
recollect, when translated into Russian, basically means "to call in the cult." Thus, the notion of mindfulness turns
out to be "no more than a reflex of a cult memorial, and memory, in general, is application to man of what is
actually related to God, for He Alone intrinsically remembers the true meaning of the word" [10, 172].

"What did the prudent robber ask of the cross? "Remember me, Lord, when you come in Your
Kingdom," asks to be remembered, and only "(Luke 23, 42) [10, 173]. The robber asks to be remembered
not here on earth, he humbly asks to be remembered in the Kingdom of God. In other words, he does not
ask for salvation for the body — he hopes for salvation of his soul. At his request, God replies: "I verily say
unto thee, day thou shalt be with me in Paradise" (Luke 23:43). Thus, "being remembered" by the Lord is the
same as "being in paradise". "To be in paradise" is to exist in eternal memory, as a consequence, to have
eternal existence and an eternal memory of God: without the mindfulness of God we die, but our mindfulness
of God is most possible through the mindfulness of God about us" 10, 173]. Therefore, on the basis of the
foregoing, it can be concluded that the eternal memory of God about us and us about God converges and is
realized in the eternal memory of the Church, in which God exists and man can be.

Based on the provisions of the works of Father Pavel Florensky, we can distinguish a number of
concepts that are directly relevant to the liturgical and singing tradition and reveal the concept of "music of
divine worship”, which allows us to define the Orthodox singing tradition as " a self-increasing logo". The goal
of art, understood as the totality of all art manifestations, Florensky sees the overcoming of "naturalistic
cortex of chance" and the formation of "universal and valid in reality”. In other words, the goal of any art
(beaux) is the desire to transform reality. This kind of activity applied to the church arts can be fully realized
only in the cult. The very concept of cult by Florensky can be singled out as one of the most issues important
for correct understanding of what "music of divine worship" is. Florensky defines the cult as an isolated part
of reality, where the immanent and transcendental, temporal and eternal, perishable and incorruptible meet.
Perhaps this "meeting" is clearly expressed in the music culture in general, but it gets the most
expressiveness in the "music of worship," which is called "concentrated experience." It is typical for "music of
worship" to concentrate all the settings of Orthodox worship, which in their essence have always been "cult-
centric". "The true reality in relation, to which there can be a speech about self-determination, is one: it is an
implemented meaning or a meaningful reality, it is the embodied Logos and it is a cult" [9, 104].

The most important and necessary condition for the existence of the temple action as a single
organism is the presence of the canon. Florensky considers one of the most vital tasks — to comprehend the
essence and the meaning of the canon, but the necessary condition for this is involvement in it. "The
immediate task is to comprehend the meaning of the canon, from within to penetrate it as into the condensed
mind of mankind" (our italics is O. C.) [7, 557]. A true artist, according to Florensky, wants not something for
himself, not the creation of something selfishly individual at all costs, a true artist seeks to create a truly
beautiful, "objectively beautiful", that is, "artistically embodied truth of things" [7 , from. 556]. Provided that
this is really true, the value of the work, according to Florensky, will be established by itself. The true work
can only be in the general flow of all-human history; deliberately invented by the true is not, that is, it is not
canonical. Acceptance of the canon is a feeling of inseparable connection with humanity, and the
consciousness of the inheritance of all those treasures that were created by past generations of creators.
"Verified and purified by the cathedral of peoples and generations” [7, 557], the most valuable and true was
fixed in the canon. Consequently, the canon can really be called "a compressed mind of humanity".

The more ontological an artist's vision is the more universal and canonical form of his vision will be
expressed. "Canonical form is a form of the greatest naturalness. You cannot imagine anything simpler,
whereas the deviation from canonical forms is constraining and artificial. On the contrary, in canonical forms
it is easy to breathe: they disaccustom from the accidental movement interfering in the business. The more
stable and steadier the canon, the deeper and purer it expresses the universal spiritual need: canonical
means ecclesiastical, ecclesiastical regarded as conciliar, catholic means all-human” [7, 562]. The canonical
form is understood as a form created within tradition, within the life of the canon and under its direct
influence; it is built for centuries, sifting out random and fixing the true. Thus, the canons in the field of church
hymns, as well as ancient icon painting, were created and crystallized over the centuries, while forming a
special edge of the canon, in which the relationship between words and melodies is reflected. The form of
hymns is inseparable from the spiritual content contained in it, embodied in words by the great hypnotists
and Fathers of the Church.
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A significant part of secular historians and "positivistic theologians," according to Florensky, are prone to
perceive "the usual conservatism typical of the Church, the old retention of the usual forms and methods" in the
norms of ecclesiastical consciousness [7, 556]; this, however, according to Florensky, is a manifestation of a
misunderstanding of both church conservatism and a lack of understanding of the essence of artistic creativity.
For canon art has never been a hindrance, and "difficult canonical forms in all branches of art have always been
just a dime, on which insignificant fractures and real talents were torn down" [7, 556]. Father Pavel Florensky
underlines that the canonical form liberates creative individuality and creative energy of an artist: "requirements of
the canonical form or, more precisely, the gift from humanity to the artist of the canonical form is liberation, not
constraint" [7, 556]. Thus, through the canon acceptance humanity is made to connect and comprehend the truth,
verified and purified by the cathedral of peoples and generations. Therefore, "the music of worship" does not seek
to create something individually-personal, its goal is to create "an artistically embodied truth of things", which can
live fully only as a part of a single body of the temple action. The canonical form of "music of worship" was formed
and crystallized by age-old tradition, inside the life of the canon and under its direct influence. Moreover, the
church-cantatory canon represents a special area of relationship between words and melodies: the form of the
canticle cannot be separated from its spiritual content.

The worldview of Father Pavel Florensky relies on the understanding of existence in which all
manifestations of human culture are inextricably linked — as different borderlines and different aspects of the
disclosure of the single Truth. In his reflections of art and the musical art, in particular, Florenskii proposes a
number of provisions based on the fundamental conviction — the beautiful is the true. The true "realistic" art
creates symbols of things, whereas imaginary art is their illusory likeness.

Reflections on the ways of development of Christian culture, the correlation of canonical rules and the cult
life can also be found in the works of I. Ilyin, in particular, in the work "Foundations of Christian Culture” [1]. llyin
considers the whole history of Christianity as "a single and great search for Christian culture" [1, 22], emphasizing
that this is "a great search," in which, there certainly are extreme views on what Christian culture is. "Some are
ready to reject the material culture in the name of Christ and the very world within which it is created; and others
are ready to receive too much material and carnal, even lose the Divine Spirit "[1, 22].

Conclusions. Thus, the spirit of Christianity is the spirit of living creative content, where content, not
form, becomes paramount. However, this should be understood not as an opposition or a contrast, but in the
sense that the predominance of "an empty, abstract, self-sufficient form, devoid of saturating it and
sanctifying its content is categorically rejected. Consequently, the law in Christianity "is not swept aside, but
filled with a living and deep content of the spirit, so that" the form ceases to be "a form," but becomes a living
way of a meaningful life, virtue, art, knowledge — the fullness and richness of cultural life" [1, 33].

"The music of divine worship" as an inseparable part of a single temple action is realized in the
combination of "sacrament and rite". The latter can be called a cult in its concrete wholeness, since the
system of rituals forms a closed whole, in which the idea of memory is almost central. Memory is understood
as the totality of the remembrance of the Divine and the human, since one human memory seemed to be
insufficient to the Hellenes. Therefore, "the music of divine worship”, according to Florensky, can be
interpreted as a special kind of bearer of catholicity — a way of creating the unity of Orthodox culture as a
memory. By virtue of the canon — from the side of the canon phenomenon — the interaction of the text as a
principle and the text as a form in organizing the singing material of Orthodox worship; the expression of
complex interaction of test capabilities, genre and style conditions, and canonical indices of liturgical canticle
is in cyclicity. Cyclicity, permeated with canonicity, reflecting the nature of the text, also appears in two
meanings: as a principle and as a form.

The phenomenon of the Typicon takes on the meaning of the meta-text of the Orthodox tradition,
which determines the formation of genre prerequisites, genre possibilities and style conditions for the
development of the liturgical cycle. It allows us to emphasize special functions and significance of the
Orthodox liturgical canon, which appears in the singing tradition in two forms — as a principle and as a form.
It is in the interaction of the canon as a principle and the canon as a form that the specificity of the liturgical
rank is expressed: having stylistic shifting and a visible canticle freedom, the principle prevails over form, and
that is why canticle always requires following the words of a prayerful text. Submission of the form to the
principle, as an expression of the canonical type of canticle thinking, can be regarded as the main basis for
the integrity of liturgical canticle.

Through the canon — phenomenon of the canon — the text interaction as a principle and the text as a
form in the organization of the singing material of the Orthodox worship is obvious; the expression of
complex interaction of test capabilities, genre and style conditions, and canonical indicators of liturgical
canticle is in cyclicity. Cyclicity, permeated with canonicity, reflecting the nature of the text, also appears in
two meanings — as a principle and as a form.

Thus, the music — cantatory system of the Orthodox worship considered as an independent phenomenon
accumulates and expresses its most essential, and at the same time, effective antinomy — the canon antinomy as
a principle and the canon as a form. This antinomy is realized and peculiarly resolved in the interaction of the
genre and style aspects of the singing system. The same interaction (of the genre and style sides) should be
considered, as shown by the analysis of historical church experience and the current state of the Orthodox church
practice, on the basis of interaction of the everyday and authentic tendencies of church and canticle creativity.
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ornan PUHKIB | MIPOrHO3YBAHHA OLIIHOYHOI BAPTOCTI XYAOXHIX TBOPIB
(YactuHa Il — perioHanbHi pyHKN)

Y nepuuii YyacTuHi ctatTi "Ornsg puHKIB M NPOrHO3yBaHHS OLLIHOYHOT BAPTOCTi XyJOXHIiX TBOpIB" (YacTnHa | — cBiToBi
pyHKn)" [6] 3 BUKOpPMUCTaHHSAM 3anpornoHOBaHOI aBTOpamy aHaniTMYHoI Moaeni pocty npubyTkoBocCTi TBOpiB MucTeuTBa (EMP)
npoaHani3oBaHi LiHOBI NapameTpu CBITOBUX NPOAaXiB ABOX CYKYNHOCTEN KapTWH: HaMgopoXyMX 3a ocTtaHHi 50 pokis i 15 Haw-
Aopoxymx, npogaHmx B XXI ctopivdi. Y Apyrii YacTuHi cTaTTi aHani3 NpogoBXYETLCS i3 3arny4YeHHSAM POCIMCbKUX 1 YKpaTHCbKMX
apT-puHKIB, 3 TBOPaMM SKMX HaWYacTille MakTb CripaBy YKpaiHCbki ouiHioBavi. MeTa — aHamni3 1 pO3BUTOK MOXITMBOCTEW 3a-
NpOMNOHOBaHOI MoAeri, sika MOXe AONOMOITU OLiHIoBaYaM 1 iHBeCcTopaM y MUCTELTBO Y NPURHATTI pilleHb. MeTogonoris. B
OCHOBY MeTOoAOrOri NOKNaaeHa ekcrnoHeHLianbHa Mogenb PoCcTy BapTOCTi, WO A03BOMSE Ha NiacTasi nepegicTopii 3MiHW LiH
Ha XyOOXHiN TBIp CKNacTu NporHo3 Moro ManbyTHEOI BapTOCTi. AK BianpasHi NPV MOAEMNOBaHHI BUKOPUCTOBYIOTECS LIiHW NPO-
OaxiB Ha apT-puvHKax KapTuH, 06'edHaHNX Yy Pi3Hi CyKynMHOCTI: HaMOOpOXYi CBITOBI Npofdaxi 3a ocTaHHi 80 pokiB, BUNagKoOBO
obpaHi npogaxi y cBiTi KapTuH cTapux MancTpiB, TOIN npoaaxi kKapTUH Ha POCICLKOMY 1 YKpaiHCbKOMY apT-puHKax. HaykoBa
HOBM3HA. Y BM3HAYeHHI OLHOYHOI BapTOCTi KapTvH Oyrno BBeAEHO NOHATTS "LIBMAOKICTb 3POCTaHHA BaApTOCTI", ke Aano 3amory
B aHanisi abcTparyBaTucs Bif, peanbHOro 3HayeHHs! LiHW Ha TBip. BucHoBKW. NpoBeaeHi po3paxyHku ganu MOXMBICTb BU-
3HaAUMTVN HanbINbW NpvMBabnuBI ANst IHBECTYBaHHS LUBWAKOCTI 3pOCTaHHS NMPUOYTKOBOCTEN M Ha iX MiACTaBi po3paxoByBaTy
MynbTUNMIKaTOPKW, KOPUCHI B @Hani3i iHBECTyBaHHs B XyAO0XHi TBOPW.

KnroyoBi cnoBa: xygoxHi TBOpW, eKCrOHeHUianbHa moaenb poCTy BapTOCTi, LIBUAKICTb 3pOCTaHHSA BapTOCTi
TBOpIB, MyNbTUNIKaTOPK, MPOrHO3 OLHOYHOT BapTOCTi.
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