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Instrumental parts of dumas performed by kobzars O. Veresay, P. Bratytsya, S.Pasyuha, I. Kucherenko,
G. Goncharenko, recorded by M. Lysenko and F. Kolessa, were studed. The most typical techniques of kobzar's
performance and their implantation into the piano texture of epic-dramatic romance were discovered. It is stated that the
embodiment of the bandura component is best reflected in the piano parts of vocal works of the cycle «Music to Taras
Shevchenko’s Kobzar». A semantic analysis of the piano party of the romance is performed. This helps to show the
importance of the timbre of the bandura in the creation of new musical signs and sign systems in the work of the
composer, which is a characteristic feature of M. Lysenko’s musical language.
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ANALYSIS OF M. LISENKO'S ROMANCE «PRAY, BROTHERS, PRAY!» FROM T. SHEVCHENKO'S POEM
«HAYDAMAKY» - IN THE CONTEXT OF THE INSTRUMENTAL SYNTHESIS OF PIANO AND BANDURA
Shevchenko Ruslana — Postgraduate Student,
National I. Franko University, Lviv

The aim is to identify typical techniques of bandura play. To study the peculiarities of the kobza performance of
the contemporaries of M. Lysenko: O. Veresay, P. Bratytsya, S. Pasyuha, I. Kucherenko, G. Goncharenko. To reveal a
comprehended transfer of their composer into the piano text of the romance «Pray, Brothers, pray!».

Research methodology. In the article, a comparative analysis of the piano texture of M. V. Lysenko's romance «Pray,
brother, pray!» and instrumental accompaniments of the dumas: «About the death of the kozak-bandurnik», «About the widow»,
«About the sister and brother», «About Marusia Boguslavka», «About Alexey Popovich», «About Fedor Beardless» was done.

Results. The author found that M. Lysenko allotted special attention to a solid study of the art of kobzars. For the
first time, the composer identified the musical peculiarities of the dumas.

Based on the semantic analysis of the piano party epic-dramatic romance we have revealed the semantics of
bandura, bells, and lyre. «Bandura signs» are basic and lyre and bell signs are auxiliary. This vocal composition
M. Lysenko became a new page of the creativity of the composer. He authentically transferred the techniques of bandura
performance to the piano texture: tremolando, chords-arpeggio, repetition the same sound several times in a row in free
rhythmic sequence, dotted rhythms, tiratas, fermats, forshlags, trill, glissando. In Lysenko's romance, he creatively
combined two different textures: the piano and the bandura, so the sound of the bandura emerges in a new aspect.

Novelty. Based on a comparative analysis of the piano parts of the romance and the instrumental parts of the dumas, the
techniques of bandura play were first identified and described. The author called this kind of musical signs «bandura signs».

The Practical significance. The introduction of the term «bandura sign» outline a new aspect in the theoretical
and practical musicological study of the national musical language of M. Lysenko.
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JlocmimKyeThCS TPUM SIK CAMOCTIHHII ()aKT MHUCTENTBa, KOTPUI BOJIOIE€ 3HAKOBOO MIPHUPOIOI0 1 HU3KOI CMUCITOBHX
(YHKIIH; OCMUCITIOETHCS 3HAYEHHS TPUMY B TeaTpPaibHINA CTPYKTYpi B SIKOCTI TaKOIrO, IO CHIPHSE TPAHCIALIL XyIOXKHBOT
iH(opMalli HA BUTOHYEHOMY PiBHI, 3 MOYYTTAMH, IO JO3BOJISE IISIa4eBi OYTH HE JIHMIIIE TPUYSTHUM JI0 TPEACTaBICHOL
icTopii, a CTBOpIOE HEOOXiTHE «3aHYpEHH:s» B aTMOoc(hepy CLEHIYHOI [ii; OKPECTIOEThCS (PeHOMEHONOTIYHA CYTHICTh TPUMY
SIK CKJIZTHOTO CTPYKTYPHO-(DYHKITIOHAITBHOTO YTBOPEHHS.

Kniouoei cnosa: MucteniTBo rpruMy, (PEHOMEHOIOTTYHA CYTHICTh, CKIaAHE CTPYKTYPHO-(DYHKITIOHATbHE YTBOPEHHS,

TeaTpajbHa CTPYKTYpa.

Tlocmanoska npobnemu. Hamaratouuch OXOMHTH BCE PI3HOMAHITTS MOCTIHHO MIHJIMBOIO XXHTTS 3 HOro
HECTIOIBAHNUMH TIOBOPOTAMH 1 3MiHAMHM, TeaTp 3aBXKIU 3HAXOAUTHCS y MOIIYKY HOBUX BHPa3HHX MOMKIIMBOCTEH,
cepeq IKUX 0coOJIMBE MICIIe Y CIIEHIYHOMY 00pa30TBOpPEHHI Mocifia€ MUCTETBO rpumMy. [Ipore MuctenTBo3HaBIti
W TeaTpo3HaBII, JOCITIDKYIOUM TeaTpaIbHy KYJIbTYPY, BKIIOYAIN MHCTELTBO I'PUMY B KOJIO CBOIX JIOCIIDKECHb
JUIIE SK UTIOCTPAIil0 TOrO YW IHIIOTO aKTOPChKOro oOpa3y abo BWCTaBH, BIANIOBIMHO, (yHIaMEHTaJIbHUX
HAYKOBHX PO3pPOOOK II0Z0 MHUCTELTBA IPUMY X JOTEIep HE iCHYE.

I'puM Mae 3HaUeHHS HE JUILE SIK CKJIaZ0Ba 30BHIIIHBOrO MAJIFOHKA XapaKTepy, a SK MOBHOLIHHA, IEBHOIO
MIpOI0 BH3HAuYaJbHa YacTHHA XYIOKHbOrO o00pazy pomi. Ocoba HE JHIIEe «IPOYUTYETHCS» BIAOHTTAM
30BHILIHBOr0 00pa3y JIOAWHH, & OCOOIMBUMH il IBHUMH Ta IPUXOBAHUMH XapaKTEPUCTUKaMH. TOX, BUXOIIYU 3
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BOTo, 00pa3 JIOAMHM PO3YMIEThCS SIK MapaMeTpu M ocoOmuBocTi iHmuBimy. He nmine cTBoproroum, a paiuie
AKIEHTYIOYH 1 YTOYHIOIOUHN XapaKTEPUCTUKH 30BHIIIHOCTI Teposi, TPUM BHKOHYE OCOOIUBY MicCit0 y (hopMyBaHH1
XyJIO)KHBOIO 00pasy poii, J03BOJIAE 3UMTYBaTH iH(OpMaLlilo, 3aKIaJeHy B 00pasi, 1 y Iisigada yepe3 BizyasbHe
CTIpUHHATTS. (POPMYETHCST BPOKEHHS NP0 MEPCOHaX. TOXK, MOCTAIOYM MPUHLMIIOBOIO CKIIAJIOBOIO CHCTEMH
BUPA3HHUX 3ac00iB, CLEHIYHUI TPUM CIIPUSIE peaizallil poii, CTBOPIOIOYN CBOEPIIHY «OMOPY» A TOYHUX BTIICHB
XapaKTepy.

3 orsdy Ha Te, MO0 MUCTENTBO TPUMY CIIPUSIE TPAHCIMIl XyIoXkHBOI iH(OpMalLlii Ha BUTOHYEHOMY
PiBHI, 3 TOYYTTSAMH, IO JO3BOJSE IIIsAAadeBi OyTH He JHIIE MPUUYETHUM A0 ICTOpii, a CTBOPIOE HEOOXiTHE
«3aHypeHHsl» B aTrMocdepy CUEHIYHOi Aii, JOPEYHO OKpEecIUTH (HEHOMEHOJOTiUHY CYTHICTH TPHUMY SK
CKJIQJIHOTO CTPYKTYPHO-(hYHKI[IOHATIBHOT'O YTBOPCHHS.

02150 docnioxcens i nyonixayii. [IpodnemMaTrka MUCTELITBA TPUMY B KOHTEKCT1 CTBOPEHHS «XYIOKHBOTO
00pa3y» — «CUMBOJIY» PO3rOpTa€ThCs y nociimkeHHsx: P. Apaxerima, Y. Eko, A. Jlencwkoro, K. IIunoBcekoro-
Jlomuscrkoro, [. CupomsitaukoBoi, M. Jlaxno, HO. 3aBancekoro, K. MukmamieBcskoro, C. MOKyIIECBKOTO,
T. Banuenko, /I. ['eHkiHa; BiOMBAaeTbCS y MOMNsIax TpuMepiB-xymokHUKIB — M. ®aneea, H. CopokiHa,
I1. JTiBmmrs, B. Jlopodeera, P. Payryna, M. L{e6enko, I'. Kortesa Ta iH., 3aBASKA SKUM BU3HAYAETHCS, IO TPUM
0a3yeThCcsl Ha 3aKOHAX OOPa30TBOPYOTO MHCTENTBA, MiIOPSIKOBYETHCS ECTETHYHAM 3aKOHAM 1 KaTeropism,
pa3oM 13 THM, CKIAQJA€ThCs YsABa IIOAO 3arajbHUX PI3HOBUAIB W Kiacudikaiii rpuM-o0pa3iB BiIIHOCHO
TEXHOJIOTii BUKOpHCTaHHs. MO)KHA KOHCTATYBaTH, IO CYIEPEYKH IIPO TE, 3BIJIKH MPOJISTAI0Th NUISIXU MiIXOLY
JI0 CTBOPEHHS TeaTpajibHOr0 00pa3y — «Bil BHYTPIIIHBOIO 10 30BHIMIHBOTO» YM <«BiJ 30BHIIIHLOIO [0
BHYTPIIIHBOTO — BEAYTHCS BUSHHUMH 1 TIOHUHI.

Cutijt KpECIUTH: y IIIOMY MaTepiall i3 TpoOIeMaTHKN TPUMY JOCHTh PO3Pi3HEHUI Ta HE y3araJbHEeHHI,
MpoTe ICHYIOYi TIOTJISIIA CHIBBIIHOCHUTBCS 3 THM, IO TOYHO 3HANICHWH TPUM PO3KPHE BHYTPINIHIA 3MicCT
00pa30TBOPEHHS — CIIPUIHATTS TIISadeM aKTopa B 00pa3i BiIOYBA€TLCS camMe 3 HOTo TTOSIBOIO, KO CKITAa€ThCS
BpaKEHHSI TIPO TIEPCOHAXK, 3UMTYETHCS 1 3aKPIILTIOETHCS TIEBHA 1H(pOpMAaIlist, 3aKiIaJieHa y Bi3yalbHOMY 00pasi, i
akTop abo0 MATBEPIDKYE Iie BpaKeHHs, ab0 CIpPOCTOBYE HOro CBOEI Tpor. I'puM y IOMY CEHCi IocTae
CaMOI[IHHMM MHCTELTBOM, IO BHMAara€ JETAIBHOIO BHBYEHHS SK CaMOCTIHHHH XyIOKHbO-MUCTEIBKUIT
(heHOMEH, TIT0 BOJIOITIE 3HAKOBOIO TIPHUPOJIOI0 I HI3KOI0 CMHUCITIOBUX (DYHKITIH.

BuBdeHHS TeaTpadpbHOrO TPUMY SK OCOONMMBOrO (EHOMEHAa — HOBHM IAXiM 10 PO3YMIHHS
B3a€MO3B'S3KIB €JIEMEHTIB T€ATPAITBHOI CTPYKTYPH.

Toowe mema cmammi — OKPECIUTH (PEHOMEHOJIOTIYHY CYTHICTh T'PHMY, SIKHH SBJISIE COOOIO CKIIaJHE
CTPYKTYpHO-(GVHKITIOHATHHE YTBOPEHHS.

Buxnao ocnosnoco mamepiany. Hacammepen, cnmii BH3HAUMTH IO Take B3araji <«TPUMYBaJbHE
MUCTENTBO». AHai3 JOBOJI HEYHCIEHHWX Ta, SK TPABWIIO, y3arallbHEHWX TPaKTyBaHb 3raJaHOrO TEPMiHY,
JO3BOJISIE O3HAYHTH, IO 1€ — CHUCTeMa [iil 1 3acobiB, cpsiMOBaHa Ha TpaHC(OPMAIIiIO 30BHINTHBOTO BUTIISIITY
JIFOIMHM [IUTSIXOM BHJIUIEHHS 1 /a00 MacKyBaHHS SKOCTEH 0COOHM 3 METOIO aKTyalliallii Bi3yaJIbHOI perpe3eHTartii
0COOHCTOCTI B MPOLIEC] COIIOKYTBTYPHOT KOMYHIKAIIIT SIK Ha TIOBCAKACHHOMY, TaK 1 CIellialli3oBaHOMY PiBHSX [8].

TrymadHmii CIOBHHMK TOSICHIOE Il TEPMIiH Tak: «3MiHA 30BHIIIHOCTI akTopa (TepeBayKHO OCOOH) 3a
JOTIOMOTOl0 ~ CTiemianbHux  (apd (rpuMy), TUIACTHYHHAX 1 TIOCTIDKEPHHX (BOJIOCSIHUX) HAKIIEHOK, IepyK,
crierupiTHuX 3a4iCOK Ta iH. [2].

Cr0oBO «rpuM» y TIepeKiiaii 3 ITamiiChKOl «grimoy» O3Havyae «3MOPIIKYBaTHID», 3 (DPaHIY3bKOI «grimey» —
«KyMEIHWUH CTapuKaH», 13 JaBHBOTPEIBKOI — <GMOPIIKa» — 1 caMe 1€ TPaKTyBaHHS 3Ia€TbCs OUIbII
peneBaHTHUM. 3MOpIIIKAa BUHUKAE HAa OOJMY4i y BiIIOBiNb HA Pi3HI €MOIMIHHI CTAaHH I, TOMY TeaTpaTbHHUHA
TEPMIH «TpHM» 3000B’sI3aHHH, SIK BUIHO, CBOIM ITOXO/PKEHHSM JTaBHBOIPELIBKOMY OCMHUCIICHHIO PyXY JTYIII.

I'pum y mepexnmami Ha aHTIIHCEKY — «make-up». PazoM i3 TuM, 1e cI0BO Mo3Hayae crerianbHi ¢apou i
Oepe y4acTp y IMO3HAU€HHI CTBOPIOBAHOIO 00pa3y (TpUM KpaceHs, TPUM CTapol JIIOAWHH, TPUM 3JIOAiS TOIIIO).
Tox TepMiH TpUM Mae JiBa 3HAYECHHS: TepIle — cremianbHi (apOu s HaHeCeHHS Ha OOIMYYs aKTopa, Apyre —
CTBOPEHHMH 3a IOIIOMOIOI0 OKPEMUX NPUHOMIB Bi3yallbHUI 00pa3 nepcoHaxa [3-6]. Came ueit BisyanbHUI 00pa3
1 OyJie MaTHCsl Ha yBa3i il TEPMIHOM «TeaTpaTLHUNA TPUM.

I'pum — cucTemMa >KMBOIMCHO-TUIACTUYHHX [, CrpsMOBaHa a00 Ha HEOOXiJHE MOBHE «YCYHEHHS
JIFOZICHKOI 1TO/100M, a00 Ha BTIIEHHS B KOHCTPYHOBaHOMY 00Opa3i 30BHIMIHIX aTpHOYTIB BiATBOPIOBAHOT JIFOJIMHU
(reposi, cTepeoTuIty), 10 HAMOLIBII TTOBHO BHUPAXKaE MOTO YHIKANbHI a00 KIIMMPOBaHI SKOCTI, BIIACTUBOCTI, B
TOMY YHCH 1 MIMIKY [8].

I'pum — cBOrO POy KUBUI KOCTIOM aKTOpa — CYIIEPHAYAE 3 MACKOIO 3aBASKH OPTaHIYHOCTI MIMIYHOTO
BHUPaKEHHS, PYXJIMBOCTI ocodn. OCHOBHE 3aBJaHHS IpUMY — Iepedada MaKCMMajibHO HOBHOI iH(opmaii
LIOI0 MEPCOHa)Xka y BHUMIpax COLIOKYJIbTYpHOI KOMYHIKalii, BUpa3 OCOOJUBOCTEH TpPaKTyBaHHS HOro
xapakrepy. I'puM 3 fioro oiBiYHMM MparHEHHSIM HAONM3UTH CLIEHIYHY PO3MOBiJb 10 PEabHOCTI 3aJEKHUTh
BiJl XyAOXKHIX 0cOONMBOCTEH IiiicTBa, 3ayMy, PEKMCEPCHKOI /aKTOPCHKOT KOHLENLI] Ta 3arajibHOr0 CTHIIIO
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opopmienns. CueHiunuii obpa3 — mija cucTeMa 3HaKiB, A€ TPUM HE OOMEKEHHMH >KOPCTKUMH paMKaMH
peanismy; BiH BUIbHHMK y BHOOpi cmocoOy i 3aco0iB peamizamii imedl pexucepa, akTopa W XyHOXKHHKA.
BinoOpakeHHsI B TpHMi aMIllTya akTopa, OCOOMCTICHOI XapaKTEepHOCTI MepCOoHaxa, EMOLIHOI Ta COLiaNbHOI,
TUM CaMHUM HaBMHCHO MiIKPECIIOE 1 MiJCHITIOE 3HAKOBHH XapaKTep TPUMY.

3HaKoBa MPUPOJA TPUMY IPYHTYETHCS, TOJOBHUM YHMHOM, Ha CTEPEOTUITHOMY YSBJICHHI IO 3B’A30K
puC o0IUYYS 3 OCOOJIMBOCTSIMU XapakTepy JOAWHU. OCMHCIIOIOYH TPHUM SIK 3HAKOBY CHUCTEMY, CTaE
OYEBHHMM, IIO BCi HOTrO €IEMEHTH, OCOOIMBO — KONIp, MaIIOHOK, (hopMa 3adicKu, BYCiB i Oopim, MaroTh
MEeBHE CMUCIIOBE HABAaHTAXKEHHSI. | pUM — MOIIYK Bi3yaJIbHOTO pillieHHsI 00pa3y, TOUHE «BKUBAHHS» B 00pas3.

O0pa3, mo (GopMyeTbCS I'PUMOM, Ma€ IMPHHIMIIOBY BIJIMIHY BiJ 30BHIIIHBOIO 1 BHYTPINIHBOTO «S1»
aKTopa, ajie pa3oM i3 THM € Oe3MmocepeTHhO IHTErPOBAaHUM Y Bi3yallbHy KapTHHY Horo «S1». To0To, He3Bakaoun
Ha CTymiHb MOAM(QIKALlil, 30BHIMIHIN BHUIJISAL MEPCOHAXY B MEKax TPUMYy € HACHIIKOM MPOEKIii peasbHOro
aKTOPCBKOro «SI» Ha mporpamoBane «S1» cTBoproBaHoro oopasy. [Ipu 1poMy mo3uilis mporpaMoBaHOro «S1»,
MHUCJIMTBCS 3 CaMOro IOYaTKy SK Taka, 10 Ma€ 4iTKO BHU3HAYCHI OOPUCH, Y3romkeHi (yHKIIOHAIBHOIO
opieHTarliero o0Opasy. 3Biicu mporpamoBaHe <«SI» TEPCOHAXKY KOHKPETU3ye HOro MparHeHHs 0 TEBHOI
MOTEHIIMHO HEOOXiHOI KOHCTAaTallli BJIACHOIO 00pa3y, 3aKpilUICHOrO Bi3yalbHUMH 3acobamu rpumy. Lls
KOHCTATallisl, SIK IPaBUJI0, 00YMOBJICHA 1H/IMBIyaJIbHUMH 1 COLIAIbBHUIMH YCTAHOBKAMH 1 IIIHHOCTSIMH.

CTBOprOBaHMI aKTOPOM 00pa3 — Pe3yibTaT B3aEMO/Iii aKTOpa 1 IepcoHaka, 3aJ[yMaHoro aBTopom. [Iporec
B3a€EMOIii IMEHYETHCSI TIEPEBTIICHHSM, a Pe3yJbTaT — BTUIEHHsIM. Lle BTiieHHs1, TOOTO poib, 3irpaHa akTopoM, 1 €
CIIEHIYHHMI 00pa3, SIKWH MPUHITUIIOBO BKIIOYAE B ceOe Bi3yasbHE PIllIeHHS, BUPAKEHE 32 JIOMOMOTOK TPUMY.
CrpuidHSTTS TIs1a49eM akTopa B 00pa3i BinOyBaeThest, 0€3cyMHIBHO, Ha MEPIUX CEKYHaX MOsIBH HOTo Ha CIIeH],
KON 32 J[y’)K€ KOPOTKWU TPOMDKOK 4acy ifeHTH(]IKYyeTbcsi TepcoHax. ToK TpuUMyBaIbHA KOHIICIIs, 3
BJIACTUBOIO 1l IOBHOIO CBOOOJIOKO TBOPYOCTI IIOJNO MOJICIIOBAHHS CIIOCOOIB Ta TEXHOJNOTIH TeperBOpeHb
JIFOJIMHY, BiJl CAMOr0 TMOYATKy OKPECIIOE€ BU3HAYAIBHI «BEKTOPU PO3KPHUTTS» U <«aIOMIUOIICHE OCMUCIICHHS
BHYTPIIIHBOIO 3MICTY CIIEHIYHOTO 00pasy.

Bci enementu rpumy, o0’efHaHi y Bi3yallbHUI 00pa3, CTBOPIOIOTH HEBepOaTbHHN TEKCT MEBHOI Miph
CKJIQJHOCTI SIK Pe3y/bTaT B3a€EMOIPOHHUKHEHHs IHTEpIperalliii aBTopa, peKucepa, XYIOXKHHKa-clieHorpada i
aktopa. IIporec B3aemomii TEKCTy TpUMy 3 TUIsAadeM, SIKHMA TIOBHHEH OyTH 3pO3yMUIMM 1 TPaBHILHO
TIPOYNTAHHUM, TiCHO TIOB’SI3aHMM 31 CMHCJIOBUM TIOJIEM CIIEHIYHO BiATBOPIOBAHOI KYJIBTYPHOI PEabHOCTI, Y SKY
3aHYpPIOIOTh TBOPLI BHCTAaBH CBOTO IVIsiaya. BinTak, MHCTEITBO I'PHMY 3yMOBIIOE CTBOPEHHS Bi3yalIbHOTO
o0pa3y, K1 Hece CKIIaJHEe CMUCIOBE HABAHTA)KEHHS, HE JIMIIE K MCUXOJIONTYHA XapaKTEepHICTh TIEPCOHAXY, a
SIK OCSTHEHHSI, TOJIOBHIM YHHOM, HOT0 JKUTTEBOI POITi, 3HAYCHHS B COIIOKYIBTYPHIM KOMYHIKAITi1, IO TMATPUMYE
HOr0 COIIOKYJIETYPHHUI CTaTyC, BCTAHOBJICHHS KOPEJIIii 3 peatizamiero KyJIbTYPHOrO OYTTS JIFOIUHH BiJHOCHO
KaHOHIB 1 KaTeropii COmioKyIIbTYpPHOT'O CEPEIOBHUIINA, HAHOLIBII MOMMUPEHNX B CIUTBHOTI.

I'pum, BKMIOYEHWII B CHCTEMY AaKTOPCHKOi TBOPYOCTI B TIIPOIECi CTBOPEHHA 00pa3y, CIyKUTh
3’€HYBAJLHOIO JIAHKOIO MDK BHYTPIIIHIM CaMOMOYYTTSM aKTOpa Ta 30BHIMIHIM HOro BTUIEHHSIM — $IK
JOCTDKEHHSI TICHXOJIOTTYHOI XapaKTepHOCTI — IHIMBITyaTizallist 00pa3y B PO3KPUTTI BHYTPIIIHBOTO CBITY Tepos
Yepe3 30BHIMIHI 0coONMuBOCTL. BizyanbHe TpakTyBaHHS 00pa3zy akTOpPOM, PEKHCEPOM i XYIOKHUKOM, TOBOPHTH
PO CTBOPEHHS BI3yaJbHOTO TEKCTY IpuMy. Tox, Oyaydu 3HAUMMIM €JIeMEHTOM 00pa3y HapiBHI 3 IJIACTHKOIO,
MIMIKOIO, TIPOMOBOIO, TPHM YTOYHIOE BiTOOpa)KEHHsI TICHXOIIOTIYHOI XapaKTePHOCTI TepCOHa)ka, CIIPHUSE
TPaHCISLIT XyqOXKHBOI iH(OpMAIi TIsIaueBl HA eMOIIfHO BUTOHYEHOMY PiBHI, 3 TPHBHECEHHSM TOHKOIIIB
MOYYTTEBOTO (JOHY, «3aHYPEHHS» B HIOAHCH aTMOC(epH CIIEHIYHOI Jii, 0 JO3BOJISIE MO-CIIPABKHBOMY BiTIYTH
TIPE/ICTaBJIEHY CIIEHIYHY ICTOPIFO.

BoueBunp, crieniuamit 06pas, 1m0 BUOYIOBYETHCS K Ha aKIEHTyBaHHI KITFOYOBHX PHC MEPCOHAXKA, TaK 1 HA
XapaKTEPHCTHIHOMY y3arallbHeHHI, IIEBHOIO MipOIO ITOCTA€E COLIATBHOI MAaCKOI0, 00pa30M-CHMBOJIOM, Bi3yallbHE
PIIIEHHS SKOTO ¥ 3MIHCHIOEThCS Yepe3 MPUHOMH TpuMY. BilmoBigHO, TpUM, PUCBOIOIOYH COOi, TIO CYTi, TaJIbMy
MIEIIOCTI y CTBOPEHHI Bi3yallbHOTO 00pasy, CTa€ 3HAKOM IIepCOHaXka, BU3HAYAIOUH HOro COLlialbHUI cTaTyc.

V Tteatpi rpuM, SK IPaBUIIO, B CEHCI MPSIMUX JKUTTEBUX BIANIOBIIHOCTEN 1HIMBITyai3alii IepcoHaxa Hece
TICUXOJIOTIYHE HABAHTAXKEHHS, SK CKJIAJHE CTPYKTYPHO-(QYHKIIIOHAJIGHE YTBOPEHHS, CEMAHTHYHI MEXI SKOro
NOJSITAlOTh Y KOTHITHBHO-XYJOXKHBOMY OOpa30TBOPEHHI, Ji¢ TIONeM JOKIAJaHHS 3YCHJIb TBOPYOCTI €
MOPOIDKYBAaHMWN aKTOpoM 00pa3, a MeTa — IUTICHA €CTETHYHO-BUpa3Ha (opMa BiITBOPEHHS iHAWBITYaTbHOCTI.
BrumtoueHuit 1o 3araibHOi CHCTEMH CIIEHIYHOTO TEKCTY T'PHM, IO BOJIOJI€ O3HAKaMHM OKPEMOrO XYIOKHBOI'O
TEKCTY, OJJHOYACHO ITOCTAE SIK EIEMEHTOM CTBOPEHOT'O aKTOPOM 00pasy, TaK i eIeMEeHTOM O(OpMIICHHS BHCTaBH,
BiZIOMBAIOYM XyA0XKHI Ta CTUIICTHYHI 0COOMMBOCTI MOocTaHOBKHU. [Ipy 1ibOMy ClLieHIYHHI TpUM (YHKIIOHAIBHO HE
3BE/ICHUI /10 TIPUHLIB IeKOPYBaHHSI, paJillie 10 KyJIbTYpO-MapKyBaHHs 1 ineHTudikauii o0pa3y — 10 GopMyBaHHS
HOro «Bi3yaJIbHOI 3aKpIIIEHOCT» B MEXax 3alpOINOHOBAHOTO BHYTPILIHBOIO 3MICTy — MHCIEHHS, «(pinocodii
JKUTTSDY, IOBEIIHKH, iH.
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I'pum 3aBkau 3aHypeHWI B MEBHUM KOHTEKCT, Y CHCTEMi SIKOTO TApMOHIHHO iCHYye W PO3KPHUBAETHCS
MOBHOIO MIPOIO, MPOTE HE CaM 110 c00i, a 3aBIIIKH aKTHBHOCTI CBOTO HOCISI SIK TIEPCOHAI30BAHOIO Tij1a — TUIECHOT
CKJIaJI0BOI TcHXo(izionoriyHoro OyTTS JIOIMHU — PIBHIO il pelentii Ta penpe3cHTaTUBHUM 3A10HOCTAM, IO
0COOMMBO CIIPaBEUIMBO ISl MUCTELTBA TeaTpy, aKe «0e3 MPOHUKIMBOI TPH aKkTopa, 0e3 OBOIOIIHHS CaMOI0
CYTHICTIO XapakTepy HisKi [PUMYBaJIbHI XUTPOILi HE JOMOMOXKYTh. Y KpalloMy BUMAKy BHii[e MaHEKeH, a He
XynoxHii o0pa3z» [1; 12]. [IparHenHs 10 MCUXOIOTIYHOI JOCTOBIPHOCTI, iCTOPHYHOI Ta eTHOrpadivHOl TOYHOCTI
rpuMy, TIOB’SI3aHE 3 TOCHJICHHSM pOJi TpUMYy B OOpasHOMY pO3YMIiHHS pOJIi HE TUTBKM MO BHYTPIIIHIN
TICUXOJIOTIUHIA JTiHil, @ ¥ 7O 30BHINIHHOMY BiZOOPaKEHHIO XapakTepy IEpcOHaka B TpuMi, Oyab TO UM
PEATICTHYHUI TPUM, YH CHMBOIIIYHE TPakTyBaHHs o0pasy. OTke, B TpuMi BiOyBa€ThCsS 3’€IHAHHS OOpHCIB
Bi3yallbHO-00pa3HOi QopMH, KA peaTi3yeThcsl 3 aKTUBHICTIO caMOro BHpa3HUKa «(iocodii skuTTs» 1i HOcis B
yMoBax 00pa3y, poii. OHTONOrYHI MEXI aKTOPCHKOTO TPHMY BKIIIOYAIOTH 1 PEMpe3eHTYIOTh OCHOBHI imel i
TEXHOJIOTI B MMParHeHHi 0 CTBOPEHHS i1eajlbHO TapMOHIHHOI IiTicHOCTI 00pa3y. I'puM sIK CKIIajHe CTPYKTYPHO-
(YHKIIOHATIEHE YTBOPEHHSI «IIOCTYIIIOE» BHU3HAYAJBbHY TeaTpajbHY JIBO3HAYHICTH: 1€ CyMIlll 300pakyBasbHOI
MIPUPOIHOCTI 1 3HAHICHOT IITYYHOCTI, pedi i 3Haka [7]. TakuM 4MHOM, «CEMAaHTHKA TPUMY», 110 TOJIATAE y HOro
CIIPOMOXKHOCT1 ()OpPMYBATH XY/I0XKHIH TEKCT, 3yMOBITIOE OCMHCIICHHS TPAMY SIK CAMOCTIHHOrO (hakTy MHUCTEITBA,
10 BOJIOJIIE€ 3HAKOBOIO MIPUPOJIOK0 i HIU3KOK CMUCTIOBHX (DYHKIIIH.

TakuMm 4YHHOM, MOIIYK Bi3yalbHOro 00pa3y B TpuUMi B TMO3HAYCHOMY KOHTEKCTI PO3TIISIA€THCS
aBTOPOM, IIEpII 3a BCe, 3 MO3MINN eapmonizayii, ecmemuszayii i axmyanizayii 6i3yanvHoi penpezenmayii
o0bpa3zy cmeoprosanoi ocobucmocmi, ie:

—  rapMoHizamisg Oe3mocepenHbO IOB’si3aHA 31 BCTAHOBJCHHSM  Bi3yajdbHOI BIANOBIIHOCTI
VSIBIIGHHSIM «$1» — BHYTPIIIIHBOTO TIEPCOHAXKA MIOJI0 CaMOro cede;

- eCTEeTH3allid € HACHIJAKOM 3aKpilUIeHHS B «S» — 30BHIMIHBOMY KaHOHIB 1 KaTeropii
COIIOKYJIETYPHOTO CEpeIOBHINA, HAHOLTBII MOMMMPEHNXK Y CIUTLHOTI Ha IEBHUH MOMEHT 4acy,

- aKTyaJi3allis CAyXHUTh 1IeHTH(IKAIIHHIM 3aCO00M KYJIBTYPHHUX CMHUCIIIB, CIIPOSKTOBAHUX Ha
30BHIIIHIA BUIJIS JIFOIMHHU, HOTO POITI 1 KOMIIETEHTHOCTI B IIPOIIECI COIIOKYJIBTYPHOI KOMYHIKAIIii.

Bucnoesxu. TlinbuBaroun miCyMOK, MOJKHA CKa3aTH, 110 3 TOYKH 30py (HEHOMEHOIOT1YHOI CYyTHOCTI IPUM
SIBIIIE COOOK0 CKJIAJHE CTPYKTYPHO-(YHKI[IOHAJIbHE YTBOPEHHS, CEMAHTHYHI MEXI SKOTrO 3BOISITHCSA O
KOTHITHBHO-XYIOKHBOI 00pa30TBOPYOi ASUTILHOCTI, JI€ TOJIOBHHM OO0’€KTOM TBOPYOCTI € ocoba akTopa, a
METOI0 — BIITBOPEHHS ILUIICHOI €CTETHYHO-BHpa3HOI GopMu #oro iHauBigyaimbHOCTI. [Ipu ToMy, 110 rpum
0a3yeThCs Ha 3aKOHaX 00pa30TBOPYOrO MUCTEITBA, MiAIOPSIIKOBYETCS €CTETHUHMM 3aKOHAM 1 KaTEropism, B
MeXaxX MOro CTBOPEHHS Ii€ TOBHA CBOOOIA TBOPYOCTI, SKa TO3BOJISE MOJICIIOBATH CIIOCOOM 1 TEXHOJOTII
TIePETBOPEHB JIFOJICEKOTO OOIMYTSI, PO3IIMPIOBATH €CTETHUHI MEXi, MAIbOBHIYI IPHUHITAITH, TEXHIKH Ta CTHII,
BiITOYYBaTH T€OMETPII0 MPUPOIHUX 1 IITYIHO CTBOPEHUX (HOPM.

Cy0O'ekToM TpuMy BHCTyHa€e IHAWBIA, a O0’€KTOM — TIEPCOHATI30BAaHE TILTO, TUIECHA CKIIAfoBa
rcrxogi310I0rigHOro OyTTS aKTHBHO BKITFOYEHOI B COIIOKYIBTYPHHMN TPOIIEC JTFOIMHM, III0 Ma€ Ha yBa3i IPOIleC
3JIUTTS] HOBOCTBOPEHOT'O 30BHINIHBOTO BUTJISLY 3 IEBHUMH CMUCIIOIEBUMH YCTAHOBKAMH, KOTPI PO3rOPTAIOTHCS
B KOHKpETHOMY Ipoctopi ¥ daci. CHpaBXHA TPEIMETHICTh Tia CIYXHTh OJHOYACHO 1 JDKEpenoM, 1
BMICTHITMIIIEM, 1 PE3YNbTYIOYNM MTOKa3HUKOM TPUMYBAIBHO-TIPOEKTHBHOI PEasbHOCTI, TAKUM YHHOM, y BHMIpax
TPUMY aKTOp BHCTYIAE i IK 00’ €KT, 1 K Cy0’€KT, 1 SIK Pe3yJIbTaT.
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GOEHOMEHOJIOTHYECKAS CYIHHOCTDb I'PUMA KAK CJIOKHOI'O CTPYKTYPHO-
OYHKIIMOHAJIBHOI'O OBPA30OBAHUA
MenseneBa Bajentuna BukTopoBHa — crapimii npernonaBaTensd Kadenpbl pexuCcCyphl,
XapbKOBCKas TOCylapCTBEHHAs aKaleMUsl KyJIbTypbl, I. XapbKoB

Hccnenyercst TpuM Kak CaMOCTOSITEIBHBIN (DaKT MCKYCCTBA, 001 Iar0NINA 3HAKOBOK IPUPOION U PSIIOM CMBICTIOBBIX
(YHKIMIT; OCMBICIMBAETCS 3HAUCHHE TIpUMa B TeaTpaJbHOM CTPYKTYpE B KayecTBE CIIOCOOCTBYIONIETO TPAHCISIMU
XYIO)KECTBEHHON WH(pOpPMAIIMK HAa YTOHYCHHOM YPOBHE, C YYBCTBAMH, 4YTO IO3BOJISICT 3PUTEII0 OBITh HE MPOCTO
MPUYACTHBIM K TIOBECTBYEMOM HCTOPHUH, a CO3JACT HEOOXOIMMOE «IOTPY)KCHUS» B atMoc(epy CICHHYSCKOrO JCHCTBHS;
onpeensiercs: GeHOMEHOIOrUeCKast CyIIHOCTh TPHMa KakK CJI0XKHOTO CTPYKTYPHO-(PYHKIIMOHAIBHOIO 00pa30BaHHsI.

Knrouessle cnosa: uckycctBo rpuma, (PeHOMEHOIOIMYECKas CYLITHOCTD, CJIOKHOE CTPYKTYPHO-(YHKIIHOHAIBHOE
o0pa3oBaHue, TeaTpalibHasl CTPYKTYypa.

THE PHENOMENOLOGICAL ESSENCE OF THEATRICAL MAKE-UP AS A COMPLEX STRUCTURAL-
FUNCTIONAL EDUCATION
Medvedeva Valentina — Senior Lecturer of the Department of Directing,
Kharkiv State Academy of Culture, Kharkiv

The make-up is studied as an independent fact of art, having a symbolic nature and a number of semantic functions;
the meaning of make-up in the theater structure is comprehended as facilitating the transmission of artistic information at a
refined level, with feelings, which allows the viewer to be not just involved in the narrated story, but creates the necessary
«immersion» in the atmosphere of stage action; the phenomenological essence of make-up is determined as a complex
structural and functional formation.

Key words: make-up art, phenomenological essence, complex structural and functional formation, theatrical structure.
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THE PHENOMENOLOGICAL ESSENCE OF THEATRICAL MAKE-UP
AS A COMPLEX STRUCTURAL-FUNCTIONAL EDUCATION
Medvedeva Valentina — Senior Lecturer of the Department of Directing,
Kharkiv State Academy of Culture, Kharkiv

The aim of this paper — outline the phenomenological essence of make-up, which is a complex structural and
functional formation.

Research methodology. In his research, the author seeks to synthesize artistic, cultural and phenomenological
approaches to make-up art, because this methodological strategy claims the possibility of substantial comprehension of
make-up as an independent fact of art, which has a significant nature and a number of semantic functions.

Results. The desire for psychological authenticity, historical and ethnographic accuracy of make-up, is associated
with the enhancement of the role of make-up in the system of acting and imaginative understanding of the role. The work
on the role is conducted not only on the internal psychological line, but also on the external reflection of the character of
the character in the make-up, whether it is realistic make-up or symbolic interpretation of the image.

The «semantics of make-up», which is its ability to form an artistic text, makes it possible to comprehend make-
up as an independent fact of art, possessing a symbolic nature and a number of semantic functions.

From the point of view of the phenomenological essence of make-up is a complex structural and functional formation,
the semantic boundaries of which are reduced to the cognitive-artistic visual activity, where the main object of creativity is the
identity of the actor, and the purpose — the reproduction of a holistic aesthetically expressive form of his personality. While
make-up is based on the laws of the visual arts, subordinates to the aesthetic laws and categories, within its creation there is a
complete freedom of creativity, which allows to simulate ways and technologies of changes of the human face, to expand
aesthetic boundaries, to imitate colorful techniques and styles, hone artificially created forms. The subject of make-up is the
individual, and the object — the personalized body, the bodily component of the psycho-physiological existence of a person
actively involved in the socio-cultural process. The real objectivity of the body serves as both a source, a repository, and a
resultant indicator of the make-up and projective reality, thus, in measurements of make-up, the actor acts both as an object,
and as a subject, and as a result.

The ontological boundaries of actor's make-up include and represent basic ideas and technologies in an effort to create
a perfectly harmonious integrity of the image. The correlation of the image formed by make-up with the actor has a
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fundamental difference from the actor's external and internal «I», whereas the image created by means of makeup is directly
integrated into the visual picture of his «I». That is, despite the degree of modification, the appearance the make-up is a
consequence of the projection of the image- «I» of the actor on his «I»-real through «I»-programmed. At the same time, when
changing the initial parameters «I» of the real actor, his «I» is programmed to specify the desire for a certain potentially
necessary statement of his own image, due to individual values, this statement is fixed by visual make-up.

Novelty of the article is that make-up is explored as an independent fact of art, possessing a symbolic of nature
and a number of semantic functions; outlines the phenomenological essence of make-up as a complex structural and
functional formation of the theatrical structure.

Practical significance. 1t is noteworthy that theatrical make-up remains a virtually unexplored area of theatrical
culture, and many of the issues raised in this work require further and deeper research in various areas of scientific knowledge
and practice.

The information in this article may be useful for developing new approaches to understanding make-up art as a
complex structural and functional formation of the theatrical structure.

This work can be the basis of a special make-up course, can be used in the development of appropriate training
and methodological manuals.

Key words: make-up art, phenomenological essence, complex structural and functional formation, theatrical structure.
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CHELU®IKA CYYACHOI'O CHOPTUBHOI'O BAJIBHOI'O TAHIIIO B 3AXIJTHIN €BPOIII
IMaBarok Tersina CepriiBHa — KaHAWIAT MUCTCIITBO3HABCTBA,
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KyJAbTYpH 1 MUCTeUTB, M. KniB
orcid.org/0000-0002-3940-9159
doi.org/10.35619/ucpmk.vi30.207
24 caratsofart@ gmail.com

JociipkeHo 0coOMMBOCTI PO3BUTKY CY4acHOTO CIIOPTUBHOrO OajbHOrO TAHIKO B 3aXiIHOEBPOIEHCHKHMX KpaiHax.
PO3risiHyTO CydacHMii CTaH TAHLFOBAIBHOTO CIIOPTY, BHSBIICHO MPOBIIHI TSHACHLIT TAHIIOBAIEHOIO CIIOPTY HA CYy4aCHOMY
erarr Ta OKpPECJICHO IEePCIIEKTHBU €BOJIOIIOHYBAaHHS CIOPTUBHOIO OAILHOTO TaHI0. Ha OCHOBI aHaITI3y HAMMPECTHIKHIIINX
MDKHapOIHMX Ta PEriOHAIbHUX YEMITIOHATIB 31 CHOPTUBHHMX OAJbHUX TaHMIB, mpoBeneHux mporsrom 2018-2019 pp.,
BU3HAUYEHO NPOBI/IHI TAHIIIOBAJIBHI APH B KpaiHax 3axiqHol €Bpony Ha Cy4acHOMY eTarti.

Knwowuosi crosea: cnoptiBHuUii OanbHUi TaHelb, 3axinHa €Bporia, Y4eMITIOHAT, 3MaraHHs, TAHIIOBaJIbHA Tapa.

Tocmanoexa npobremu. COpTUBHUIA OAJTbHUIN TaHEIlb, SIK CKIIaIHNHN (DEHOMEH, 1110 BUHHUK YHACIIJJOK CHHTE3yBaHHSI
eJIeMeHTIB xopeorpaiyHoro MHCTENTBA Ta CIOpPTY, HA Cy4acHOMY erTari TepeOyBae Ha CTajlii aKTUBHOTO PO3BHUTKY,
3000YBIIH TOMYJIAPU3ALII0 CBITOBOro Macmraldy. HesBakaroun Ha TEHIEHIII MDKKYIBTYPHOI €KCMaHCii Ta riobajizariii,
XapakTepHux s modarky XXI cT., 110 BiIoOpa3UIKCs Ha CBITOBOMY COLIIOMHUCTEILKOMY MPOCTOPI, Oro eBOJIOLIOHYBaHHS,
0e3yMOBHO, BiZIOYBaeThCsl y 0Oe€3MOcepeIHbOMY B3a€EMO3B’SI3KY 3 TPAJMIUSIMH KOHKYPCHOrO OajbHOTO TAHIKO KOXKHOI
KOHKPETHOI KpalHH Ta B3a€EMO3AJISKHOCTI 3 HAI[IOHATFHUM XOpeorpapiyHUM MHCTEUTBOM. Y IIbOMY KOHTEKCTI BHUIAETHCS
JIOLUTBHUM 1 HEOOXI1IHUM JOCIIIUTH OCOOIMBOCTI PO3BUTKY CIIOPTUBHOIO OAJIBHOTO TAHINKO B KpaiHax 3aximHoi €Bpony, 3
METOIO MOCUIICHHSI (DaKTONOTIYHOI 0a3u XopeorpadiyHOro MHCTELTBA Ta PO3LIMPEHHS BJIACHOI HAYKOBO-TEOPETUYHOI 0a3u
CIIOPTHUBHOTO OATBHOTO TAHITIO.

Ocmanni  docniodcenns ma nyonikayii. He3Bakaroum Ha HeaOWsKy yBary CydYacHHX BITYM3HSHUX
JNOCHIMHUKIB 70 TPOOJIEMATHKH CHOPTHBHOTO OaJbHOTO TAHIIO, 0arato HIOAHCIB CKIaJHOTO Ta
0araToacleKTHOrO SBUINA 3aIWIIAIOCA Mo3a yBaroro. 1. Tpakamok y HaykoBiii myOmikariii «CTaHOBIIGHHS Ta
PO3BUTOK CIIOPTHUBHOTO TAHITIO B CBIiTi» [3] aHaii3ye OCOOIMBOCTI Mepexomy KOHKYPCHOrO 0ajJbHOTO TaHIIIO B
cioptuBHUI; M. bornanosa B crarri «CHOpTHBHUM TaHelp y cucTeMi OainbHOi xopeorpadii» [1] mocmimkye
apTHCTH3M Ta EMOIIHHICTh TAHIJIOBAIILHUX Tap SK OCHOBHI TOKA3HWKHU OIIIHFOBAHHS Il 4Yac 3MaraHb 3i
criopTuBHOTO OanpHOro Tanio; O. Bakynmenko B myoOmikarii «Tpamutii Ta HoBamii Blackpool Dance Festival:
ICTOpHYHA PETPOCIIEKTHBA» [2] po3rIsiaae eBONIOIIOHYBAHHS MPOrpamMu (DECTHBAIIO BIAMIOBIHO 1O crienniku
PO3BUTKY OaJTbHOT'O TAHITFO.

[Ipore 0coOAMBOCTI PO3BUTKY CHOPTHBHOTO OAllbHOTO TAHITIO B 3aXiHOEBPONEHCHKHX KpaiHax Ha
Cy4acHOMY eTalli He OTPUMAaJId BiAIOBIJIHOrO BUCBITJCHHS 3 MO3MII CYy4acCHOTO MHCTEITBO3HABCTBa, a
BiJITaK BUMArarTh I'PYHTOBHOTO JIOCITiIKEHHSI.

Mema cmammi — BUSBUTH 0COOIMBOCTI PO3BUTKY CIIOPTHBHOTO OajlbHOTO TAHIIIO B 3aXiTHOEBPOINEHCHKUX
KpaiHax Ha Cy4yaCHOMY eTalli; BU3HAUMBLIM Cy4aCHUI CTaH TaHIIOBAJIBLHOIO CIOPTY Ta OKPECIMBILM MOAAIBIII
MEPCHEKTHBY EBOJIIOLIOHYBAHHS TEHACHLIH CIOPTUBHOTO OAJBHOIO TAHII0 HA OCHOBI MHCTELTBO3HABUOTO
aHaI3y BUCTYIIB NPOBIIHMUX TaHIIOBAIBHUX nap 3 Itanii, @panuii, Benukobpuranii Ta HimewunHu.

© IMaemok T. C., 2019
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