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The article is dedicated to the analysis of use Internet-discourses connected with TV media, stream broadcasting and
contextualization of interactions technologies of subscribers that theoretically and practically enable the «Netflix experience».
It was proved that the Netflix interface functionality has transformed the experience and perception of film- and viewers, and
interpretation of IDTV from this streaming platform has shown the potential of digital media technologies, and also the
possibility of using big data in TV industries especially the types of knowledge produced by them influenced on the existing
culture, including the methods of production. It was pointed out that the programs NBT, NP3, and software Move supply the
knowledge Netflix about «data and algorithms» which is a special feature of the company. It was emphasized that the success
specific and popularity of Netflix lie in the normalization of protocols that strengthen media conventions and underline again
the important role of audiovisual art and connected with its industry on the modern stage.

Key words: TV industry, Internet platforms, streaming service, Netflix, the «Netflix experience», Move, post-production.
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The aim of this work is to analyze the use of Internet-discourses connected with the TV media, stream broadcasting and
contextualization of interactions technologies of subscribers that theoretically and practically enable the «Netflix experience».

Methodology of the research. In the article, the concept of the «Netflix experience» was operationalized as the important
methodological tool that opens the peculiarities of transformation of the view on the portal as the cultural-art experience that
differs from previous standards. Among the rest with the help of structural-functional and phenomenological approaches, and
also with the method of qualitative analysis on the example of use Internet-discourses were revealed the versatility of the Netflix
experience as the tool of prestige that significantly changed the situation in the frames of the modern TV industry.

Results: it was proved that the functionality of Netflix interface has transformed experience and perception of
film-, and TV viewers, and interpretation of IDTV from this streaming platform has shown the potential of digital
media technologies and also the possibility of using big datain TV industries especially the types of knowledge
produced by them influenced on the existing culture, including the methods of production. It was pointed out that the
programs NBT, NP3, and software Move supply the knowledge Netflix about «data and algorithms» which is a special
feature of the company. It was emphasized that the success specific and popularity of Netflix lie in the normalization of
protocols that strengthen media conventions and creating «Netflix standard» for the post-production industries.

Novelty. In this this work, for the first time, the attempt was done to consider how with the help of the Internet-
discourses and peculiar programs appears the special «Netflix experience» in the basis of which is the usage of the only
visual and sound standards to the post-production content.

Practical content. The material of the article can be used for the analysis of other streaming services and platforms and
also for the thorough learning film-and TV industry on the modern stage, where the important role plays technological
development with an accent on personalization, temporal flexibility, and digital possibilities promotions through self-
mythologizing of narratives.

Key words: TV industry, Internet-platforms, streaming service, Netflix, «Netflix experience», Move, post-production.
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Jocnimxyerscst mporiec KyJIbTYpHHX 3MiH, XapaktepHux it XX-XXI cr. AHami3yeTbesi TBOpYa JisUTBHICTD
BIJIOMHX BHUKOHABIIIB Y Cy4acHIH MacoBili KyJIbTypi Y MeXaX CTHIJIIO My3UYHOTO KpocoBepa. Harosonryerscst yBara Ha
B)XJIMBOCTI HayKOBO-TEXHIYHOT'O IIPOTPECY, SIKMH CYTTE€BO BIUIMHYB Ha KYJBTYpY 3arajioM Ta MacoBYy KyJbTYpY
30Kkpema. Posrisnaerscs (peHOMEH My3UYHOTO CTHIIIO KPOCOBEP SIK CKJIJHOTO SIBUIA MACOBOi KYJIbTYpH «TPETHOTO»
pany. IligkpecTioeTbes, MO KPOCOBEP OTPUMAB HAMOINBII MOTYKHHHA PO3BUTOK B €CTpajuHill KympTypi, moy-0i3Heci,
MOM-KYJIbTYpi. BHBUaEThCSA TBOPUICT MpPEACTAaBHUIN KIIACHYHOTO KPOCOBepa, OpUTaHCHKOI cKpumaiapku Baneccn Meid,
yuii ¢TI OyyeThCsl Ha 00’ €THAHHI aKaJeMiYHUX W eCTpaIHHUX NPUHOMIB I'pH. JJOBOIUTHCS, IO KPOCOBEP € OKPEMUM
KAHPOM Ta IPOTYKTOM BHKOHAHHS, III0 HE IIEPETUHAETHCS 3 JKOIHUM KAHPOM.
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Kniouosi crosa: nocTMoiepHi3M, KIaCHYHUN KPOCOBEp, MOM-MYy3HKa, Mac-KyJlIbTypa, BUKOHABChKA KYJIBTYpa,
TBOpUicTh Baneccu Meii.

AxmyanvHicms npodremu. Y My3HLl KPOCOBEP — TEPMiH, 10 BUKOPHUCTOBYETHCS ISl OIMKCY BUKOHABLIB
MEBHOTO CTWIIIO a00 >KaHPy, YMs MOIMYJISIPHICTH BUXOOWTH 32 KOPAOHH MepeadadyBaHMX MEXK TOTO YM iHILIOTO
cTimo abo skaHpy. lepexpereHHs MOMXIIMBO OXapaKTepU3yBaTH SK MapKETHHTOBHI TepMiH, pyX y OIK MelH
cTpuMy. Y TMepioA MOMYJSIPHOCTI POK-H-POJy UYMMAalO MiCEHb, CHOYATKy 3alHCaHuX a(po-aMepHKAHCHKUMHU
MY3HKaHTaMH, OyJI0 Tepe3arrcaHo €BPONEHCHKUMHU apTUCTAMH YacTo 31 3MIHEHUMH TeKcTaMH. [lexTo BBakaB ix
npuBabiuBimmmMu. LIi micHI Mamy ycmix, OCKUIBKA BOHH «IIEpPEHIILTI» Bifl YOpHOI ayauTopii 1o Oimoi. Ase x
OpHTiHAIBbHI KOMIO3HIIIT CTalli Ha3UBaTHCS KpocoBepaMul. Hamararoumcs 3BepHyTHCS 10 OUTBII MIMPOKOL ayTUTOPii
CydacHI BHMKOHABIl KJIACHYHOI MY3MKH HE 3aBKAW JOTPUMYIOTBCS KJIACHYHOTO perepTyapy. BukoHaHHS
TIOMYISIPHOT MY3WKH MY3HUKaHTAMH 3 KIIACHYHOIO OCBITOIO, CITIBIIPAIsl MDK TOMYJIAPHAMH Ta KIACHIHAMU
BUKOHABIIMH CaMe 1 BH3Ha4ae CTHIb KpocoBepa. Llei skaHp iHTErpye eNneMeHTH BiJ KIaCHIHOI MY3HWKH 0
TIOMYJIAPHOI MY3HKH i HABIAKW, TAKMM YMHOM KJIACHYHA MY3HKa CTA€ OUTbLI JOCTYITHOO JUISl Cy4acHOl MyOITiKH.
KpocoBep 3MycHMB BHKOHABILS >KUBUTHCS OpHWIIHAJIBHICTIO T4 BHHTH 32 MEXi BIACHOTO 3BYKOBOTO CBITY.
Bucsitnenns mpoOriemMaTrki (peHOMEHa KpOCOBEepa SK MY3MYHOTO CHHTETHYHOTO CTHIIIO TIOB’s3aHe fK 13
PI3HOMAaHITHICTIO MY3UKH y (hopMaTi KpocoBepa, Tak i OakaHHSIM 3pO3YMITH HPHPOLY TApPMOHIHHOTO MTO€THAHHS
€JIEMEHTIB a0COJTIOTHO Pi3HUX JKaHPIB (KIACHKH, TIOIT, My3UKH POKY, €IEKTPOHHOI MY3HKH).

Ananiz ocmannix docniodicens i nyonixayit. Haykosuii mpoctip XX-XXI cT. psicHie HOCHiKEHHIMH, SKi
TaK YW IHAKIIE CTOCYIOTBCS MPOOJIEM IOCTMOAEPHOTO KYJIBTypHOro mpoctopy. Ommak mo kiHist 1980 pp.
SCKpaBUH KyJIbTYpHHUI ()eHOMEH €MOXH MOCTMOACPHI3MY IIiIIaBaBCsl i1e0IoriyHoMy TipecuHry. Ha pybexy XX-
XI cT. TBOpUICTH apTUCTIB, KOMIIO3UTOPIB, XYAOKHUKIB €IIOXM MOJEPHI3MY CTAIOTh MPEIMETOM YHCICHHHX
JoCIiKeHb. J{o mpobiaeMi BUBUEHHS JaHOI TEMATHKH 3BEPTAIOCS YMMAI0 HAYKOBIIIB, CEpE]] SIKUX € TaKi iMeHa
sk Kesin Kemni, xon Ciopyk, Jxxopmk Henbcon, xon Bpoxman, dinpix Jixepixcen Ta iH. Y To# e camuit
yac (ppaniy3pki mucureni XKunps Jlenes i @enike [Barrapi 3poOWIM ICTOTHUI BHECOK Y BUBUYEHHS KYJIbTYPH
nanoi eroxu. OcoOIrBe CTAaHOBHIIE Cepe;l IIOCTMOACPHUX TOCTiTHUKIB Tocinae JXKan boapiitsap. VY #ioro podorax
aHai3yeThCS MPIYMHN KPU30BUX SIBUIII, 1[0 TOPKAIKCS BCIiX cep TyXOBHOI Ta MPAKTUIHOI [iSUTHHOCTI JIFOAVHHL.

Mema cmammi — BA3HAUYUTH XKaHPOBY criel}iKy 1 XapaKTepHi pUCH MY3UYHOTO CTHIIIO «KPOCOBEY.

Buknao ocnosroco mamepiany. CydacHa My3udHa KyJabpTypa Mae Oe3rid pi3sHOMaHITHUX JKaHPiB, CTHIIB Ta
HampsiMiB. MacoBa KynbTypa TepeBaXkae, a IMOIM-My3HKa Terep IOCimae omHe 3 TOJOBHMX Miclb. Y Iiei dac
KJIACUYHA MY3HKa HE BUTICHSETHCS, @ CKOpIIIE 3a BCE iCHYE MapayelIbHO 3 MACOBOIO 1 HABITh TPAHCPOPMYETBCS IS
TOro, MO0 MiZIBUIIMTH JI0 ceOe iHTepec y Hellerkiii 0opoThOi 3a cilyxaya. AKaJeMiuHa My3UKa «OCYYaCHIOETBCSD 1
JIa€ MOKJIMBICTh TO3HAHOMMTHCH 13 HEI0 HOBOMY «IM(POBOMY» NOKOJMiHHIO. CIIaB 4acTKOBOI ONOpH Ha
HaNpaIfOBaHHsI MUHYJIOTO 3 HOBHMH TEXHIYHMMH Ta BipTyaJIbHUMH 3aco0aMH, a TAKOXK MParHEeHHs! OJJHOYACHO 3
MM JIO PO3PHBY 3 KOJMILTHIMU TPAIHIIISIMHU, CHOPMYBAIN HOBE, Cy4acHE MOHSTTS KYJIBTYPH.

Himenpkuit nociigauk non-kynastypu . izepixceH BUCIOBIIOE JyMKY IIPO Te, IO TON-MY3HKA € «...IH0
3aBrOJIHO, alle TUTHbKH He My3HKa... [lorm-My3uKa — 11e ipeMeT, CXOXKHN Ha KOMIT IoTep. Y SIKHHACh MOMEHT Ier
npeAMET 3’SIBUBCSA B HALIOMY KMTTi, TOMY IO LMBUTI3aIis MIMILIA 1O TEBHOI CTajii po3BUTKY (200, SKIIO
3aBroJIHO, JIETpajallii) i B HbOMY BHHHKIA IMOTpeda i, MOXIMBO, OIHOTrO pasy Iled mpeaMmeT 3HHKHE alo
NEePEPOIUTHCS HA LIOCh 30BCIM iHIe» [3; 98]. JlochmiaHuK MPOTUCTABIISAE MPUMITHBHY «IION-MY3HKY» «MY3HUILIi-
My3umi» (kopucTtyrourch TepmiHamu JI. [limepixceHa), BKa3yrouM Ha 3HAYMMICTh INEPHIOL SIK BaXKIUBOTO
comianpHoro sipumma. Ilom-my3uka crae crnocoOoM emaHcHIalii, 3aco0oM 30MOyBaHHS, (POPMOIO TPOTECTY,
BiIOOpaKEHHAM CY4YacHOCTi, @ y AESKHX MpOsiBaX — HABITh PI3HOBHAOM CYYAaCHOTO MHUCTELTBA, B SIKOMY
Bi3yaJIbHA CKJIAJIOBA € TAKOIO 3K BKJIMBOIO SK 1 3ByKOBa.

. JligepixceH He 3HaXOAWTH MPHHIKYIOUOTO (akTopy B TOMY, IO MOM-MYy3HKa, Ha HOro JyMKY, HE €
My3UKO[0. JIOCHIHUK BBaXKae, 110 caMe IMOPIBHSHHS JBOX BUJIB MY3HKU HE € BIpHUM, HAaBOASYM NPHKIIA]
MOPiBHAHHS MHCTeNTBa GoTorpadii Ta KUBOMHCY, ¢ (HOTO OE3ITy310 CTABUTH B OIUH PsiJ i3 KApTUHAMH, TOMY
10 X04Y OOM/IBA IIi KaHPH € 00pa30TBOPUYMMH, BOHM MAOTh Psiji MPHHIMIIOBUX BiaMiHHOCTEH. [linepixceH He
BIZIHOCHUTS 11e¥ (DaKT Hi JI0 KaTeropii IoraHoro, Hi 10 KaTeropii rapHoro, a JMIIe CIPUIAMAE LI K TaHICTh.

Haromomyroun Ha BaKJIMBOCTI HAYKOBO-TEXHIYHOTO TIPOTpPECY, SKUH CYTTEBO BIUIMHYB Ha KYJIBTYPY
3arajoM Ta MacoBY MY3HKY 30Kkpema, B inTeps’to 2014 p. 1. JlizepixceH BUBIB MEBHI €TaIi CTAHOBJICHHS MacOBOT
KyJIBTYpH, Jie TIepIi XapaKkTepru3yBaBcsl BIDIMBOM Ha Hel KIHO Ta pajiio, Npyruil — My3UKU Ta TejeOadyeHHs, a
TpeTiii eTarmn MacoBOi KyJbTYypH, 3riiHo [linepixcena, GopMyeThes came 3apa3 — Ha MiJCTaBi MEpesKi iHTepHET.

[Ipo TexHiYHMI1 BIUIMB Ha KYJIBTYpY MHCAB TAKOX M aMEpUKaHCHKUI JiiteparypHuid areHT [[x. Bpokman:
«Tpetst KynbpTypa — 00uHcIOBaIbHA. KOMIT'10Tep BUKOHYE 00UMCIIEHHS. .. » [2; 182].

Yapme3 Ilepci CHOy — aHrmiiicbkuil (i3MKo-XiMiK 1 MUCBMEHHHMK, y CBOIM KHH31 min Ha3Boro «J[Bi
KyJbTYpH: ApYTuil normsia...» (1976 p.) BUBIB Te3y mpo Te, MO HayKa 3arajoM i ryMaHiTapHi HayKd 30Kpema,
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PO3IUTMIINCS Ha JB1 KyJIbTYpPH, @ TAKOX JI0/IaB CBOI AYMKH III0JI0 TaK 3BAHOI «TPEThOI KyJIbTYPU»: ... 5 IOBUILHO
CIIOCTEPITaB 3a PO3BUTKOM TOTO, ITI0 33 HAIIMMH (HOPMYJIaMU CTa€ YUMOCH Ha 3pa30K TPEThOi KyIbTypm» [8; 91].

OnuH i3 3aCHOBHUKIB JXypHaIy «Wired» , miuceMeHHUK, QyTyposnor — Kesin Kemni nucas Tak: «...HOBa
TpeTs KyJIbTypa. .. Lle mon-kynsTypa, 3acHOBaHa Ha TEXHOJIOTISIX Ta ISl TEXHOJIOTIH. .. TpeTst KyIbTypa CTBOPIOE
HOBI IHCTPYMEHTH MIBHIIIIE, HIXX HOBI Teopii, 00 IHCTpYMEHTH MPHU3BOAATH 0 HOBUX BIAKPUTTSM IIBHUIIIIE, HIXK
Teopii» [4; 992-993].

KpocoBep — TepMiH, 110 3aCTOCOBYETHCS 10 My3HYHUX TBOPIB 200 BUKOHABLIIB, SIKi 3BEPTAIOTHCS A0 Pi3HUX
TUMB ayauTopii. HoBuit My3wdyHHM CTHITb, TIOEMHABIIM B COOI ENIEKTPOHHY IION-MY3HKY Ta aKaJeMidHy
(xITacivHy) — OTPHIMaB Ha3BY «KJIACHYHHIA KPOCOBEP» — BiJl aHTITIHCHKO] classical crossover (y BOKaNbHIH My3uIli,
KIIaCHYHUKA KpPOCOBEp 3YCTpiUaeThesl M Ha3BaMu: operatic pop i popera). CTHiIb KIACHYHOTO MY3UYHOTO
KpOcoBepa € CHHTE30M TPaJHIIIMHIX KIACHYHUX EJIEMEHTIB 1 MOMYISIPHOT MY3HKH 3 BUKOPUCTaHHAM PUTMIYHHUX
€JIEMEHTIB, Cy4aCHHX TEXHIKM, L0 LIMPOKO BHUKOPUCTOBYIOTHCS B CTAaHIAAPTHOMY KJIACHYHOMY PpeErepTyapi.
KirouoBa imes — 3MillaHHs KJIACMYHOTO Ta HOMYJSPHOTO CTHIIB Pa3oM Uil CTBOPEHHS HOBOTO 3BYYaHHS.
[lepeBara KmacHYHOTO >KaHPy KpocoBepa MOJSTaE y CBOOOAI XyOOKHBOTO CaMOBHPaXKEHHs, HOBaTOPCHKHX
MiIX0/1aX, M0 CTBOPIOIOTh OPHTIHAIBGHY MY3HKY. PerepTyapHix oOMeXeHb sIK TaKuX He icHye. bymb-akuii TBip
MOXXHA TJIATH «KPOCOBEPHii» 00poOri. Trm He MeHII, HAHOUTHII IIKaBUM Ta TOMYJSPHUM, 3[€0LTBIIOrO,
BUSIBJIIETBCS CHHTE3 caMe KIIACHYHHMX CTaHIApTiB (SK BOKAJIBHHUX, TaK 1 iHCTpyMeHTanbHUX: Nessun Dorma, O
Mio Babbino Caro; Delibes, omnepa «Lakmé» — Duo des fleurs (Flower Duet), C. Paxmanitos, Konmepr mis
thopreniano Ne 2, npyra 4acTHHA TOIIO) 3 CYYaCHUMU KOMIT FOTEPHO-TEXHIYHUMHY €CTPaTHUMH 00POOKaMHU.

®deHoMeH KpocoBepa (GOpMyBaBCS JOCUTh TpUBaIMi dYac. Ha moyaTKy HUISIXY CBOTO CTaHOBJICHHS
KPOCOBEp 3rajlyeThCsl SIK «pO30aBIICHHS» €THIYHOCTI. TepMiH BIEpIIe 3yCTPIYa€ThCSI B KHU31 aMEPHKAHCHKOTO
mysukanTta H. [xopmxa «CMmepTs puTM-H-01E03Y», [Ie BiH ONHICYBaB MPOIIECH, IO BiI0YBaIOTHCS IPH CTBOPEHHI
HOBOT'O «4HKa3bKOT0» 3BY4aHHs 60-X pOKiB.

Y cBoiii TBOpYOCTI adpo-aMepUKaHChKI MY3WKaHTH TOEJHYBAIM HAWPI3HOMAHITHIIII JKaHpH Ta
THCTPYMEHTH: TOCHENi MiATPUMYBAIUCS PEBOM BEIMKHX IYXOBHX OPKECTPIB, JOJABAUCS PUTMU Ta TapMOHIi
Opa3mIIbChKOi camMOH, icTiaHChKOTO (hrameHKo Ta pymOu. HesBaxaroun Ha pacoBy cerperamito B CLIA, my3uka
TaKoro TUITy 3HaXOAWIIa Bce Olbllie BU3HAHHS Ta 3aTpeOyBaHicTh. 3rigHo Henbcony: «baratboM 3 HHX criano Ha
JQYMKY, 1[I0 HACTAaB Yac MPHOpaTH 31 CBOTO KUTTS MOAWUQIKYIOUM MPUKMETHUK «4OpHHI». CaMe B boMy Ayci
TEPMiH «KPOCOBEpP» CTaB JIOMiHYBaTH Y BCIX AUCKYCISIX PO YOPHY MY3HKY 1, 3PEIITOI0, TIPO caMy MY3UKY» [5; 147].

Jani kpocoBep MovaB pO3IIMPIOBATHCS Yepe3 Collianbhy chepy. AHrmiichkuii BueHuit k. ToliHOI nrcar
Tak: «...KpocoBep € ckianHe siBuie. 3aMiCTh MPOCTOTO PO3BEJCHHS E€THIYHOI MPUHAIEKHOCTI, SK MPOIIOHYE
Hemscon Jlxopmk (1988), abo crBopeHHs cuibHOTO Tibpuaa, sk xotiB 6u Crie Ileppi (1990), mi TenmeHii
MOXYTh TpaLioBaTH pa3oM. | MM MOXeMO NojaTH TpeTio AuHamiky. KpocoBep 3akau Bifmae mpiopureT
OPHTIHAIBHIN CIIUTLHOTI. .. » [9; 121].

Haii6inpmmM MOIITOBXOM 10 CTBOPEHHS KJIACHYHOTO KPOCOBEpa CTajla 3arajibHa TEHICHLS MY3H4YHOI
KyJIbTYpHd €NoXd KiHOg XX CT., 10 MparHyjJa 10 o0’€AHaHHS eNTapHOrO Ta MAacOBOI'O MHCTELTBA.
BukopucTanHs KOMIT'IOTEPHUX MPOTrpaM, eIeKTPOHHOT aniapaTypH Ta iIHTEpHET-PECypCiB po3ipBay TPAAUIIHHUN
JIAHITIOKOK «KOMITO3UTOP-BUKOHABEI[H-PELIMITIEHTY, YBIOPABIIH BCi 11i QYHKIIIT BOEIHO, B 0c001 aBTOpA.

Jlesiki MHCTEUTBO3HABLI Jajid LbOMY Ha3BYy «TPETsl KyJIbTypa», a OCh, HAIPUKIAJ, aMEPUKAHCHKHUN
xypHasicT Ta mucbMeHHUK J[xon CiOpyk, y cBoiit kausi «No Brow: The Culture of Marketing — the Marketing of
Culture» (2000 p.), OMHCYIOYHM 3IUTTS B Cy4aCHOMY CYCITUIBCTBI €TITAPHOrO Ta MAacoOBOTO, BU3HAYHWB HOBY
copMOBaHy KyJIbTypy fK «MOIHA KyJbTypa» abo mocT-KyibTypa: «Crapi BIIMIHHOCTI M BHCOKOIO
KyJBTYPOIO apUCTOKPATII Ta KOMEPIIHHOI KYJIETYPOIO Mac OyJIM 3HHIIEHI, i Ha IXHhOMY MICIli BUHHKIIA iepapXis
«MOIHOCTI»... » [7; 215].

Kputrku heHoMeHy KIIacCHIHOTO KPOCOBEPA, BBAXKAIOTh, 110 TION-MYy3HKa MA€ HEraTHBHY XapaKTEPUCTUKY
anpiopi. Hanpukmnan, my3ukosnasenp T. AZOpHO JOTpUMYBABCs JyMKH, [0 MacoBa My3HKa CTaHIapTU30BaHa Ta
no30aBlieHa SICKPaBHUX HAWBIIyaTbHUX pyuc. KpUTHYHHI apryMeHT, 110 BUCYBABCS IMPOTH KPOCOBEPA, TIOJISITaB B
TOMY, II0 LEH HampsM HIOM 3HEILIHIOBAB KjIacH4Hy MY3uKky. I[lomiOHMH MiaXif MIBHIIIE CBITYUTH PO
HECTPUMHHUI HEraTWBI3M 3aXHCHHUKIB 3aXiHOI My3WYHOI KYJIBTYpPH, HIK PO Oyzb-Ky My3W4HYy iCTUHY. Bemmki
KJTACHKM MY3HKH HaOyJIM OCOOIMBOTO CTAaTycy B icTopii. IXHS cHamuiiHa HACTINGKM BHpa3Ha, IO SK OM MOTaHo
He OyJIo 3irpaHo UM apaHKOBAHO MY3WYHHH TBIp, My3UKa 3aIMIIUTLCS BITI3HABAHOIO Ta akTyalbHOO. [leit pakT
TIOSICHIOE, YOMY CaMe KJIacuKa HaJuXae Tak 6araTo KpocoBepiB.

Y My3uuHii rajy3i KyJabTypH, PO3BUTKY MPHUHLMIIOBO HOBOTO >KaHPY CIPHSIIO BUKOPUCTAHHS TA BBEICHHS
PI3HOMAHITHUX CHHTE3aTOpIB, 4 TAaKOK PO3UIMPEHHS MOXIIMBOCTEH KOMIT FOTepHO-TeXHIUHOi Oazu. llei
MY3UYHMI HampsM OTPHMaB HAWOUIBII TMOTY>KHUH PO3BUTOK B €CTpalHid KyJIbTypi, MIOy-0i3HEci Ta TOMN-
KyJIbTYpi. SIK IeBHUI My3HUYHHUI JKaHp, KJIACHYHUI KpOCOBEp HaOYB MacoBOi MOIMYJIAPHOCTI nmounHaouu 3 1990-x
POKiB, OTPUMABIIIH BJIACHHUI po3/aii y yati xypHaiy Billboard.
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CriouaTKy Takuii TBOPYMH CHHTE3 CIPHUHMAaBCS CiIyXadaMd SIK CIIPaBIi CMUTUBHM EKCIICPUMEHT.
Iloemqnanus >kaHpiB  OyJ0 HE3BWYHMM HEMIATOTOBICHIM MyONiIli, TOMYy Taki My3HKaHTH CTaBaJId
MEPLIONPOXiTHUKAMH Ta HOBaTopamu. Tak, Hanpukian, y 1987 p. 3’siBunacs Ha CBIT ymo0OieHa At 6araTbox
mozei kommosuis «Barselonay, Bukonana GppoHTMEHOM OpHTaHCHKOTrO POoK-TYpTY «Queen» dpemni Mepk topi
Ta iCTTAaHCHKOIO OIIEPHOIO criBaukoro MonTtceppar Kabamne. 3BuuHa Temep Ay Hac micH: (1o craia B 1992 p.
rimEOM ONMIIHCHKUX irop B IcnaHii) Ha TOH MOMEHT CTaja Ba)JTHBOIO MOI€I0, IO Bpasuia ayauTopito. Jlyer
OyB HE TepIIMM, XTO MpAlIOBaB y HampsAMi €KICKTHKH, MPOTE 3aBASKU HACTUIBKM BIJOMUM Ta HOMYJSIPHUM
apTUCTaM — OTPUMAB ITATPHMKY, PO3BHTOK Ta IINPOKE BH3HAHHS.

Taxi pok-rpymu sik «Deep Purpley, «Scorpionsy, «Metallicay poOwmu criibHI KOHIEPTH 3 CHM(OHIYHAM
OpKecTpoM (TIOETHAHHS POK MY3HKH Ta aKaJIeMIYHOT My3HKH JII0 PO3BUTOK cTiiiF0 Symphonic rock — ciMgopok ).
Y CBOIO 4epry, apTHCTH aKaJeMiuHOi TpaJWilii TaKOXX BHOCIJIM PI3HOMAHITHICT y CBIi TBOpUYMH MpolLec.
Haifsickpapimmmm 1 HaiizHaMeHUTIIIMM € Onmckyde Tpio TeHopiB: X. Kapepaca, I1. lomiaro Ta JI. IlaBaporri.
JebroryBasmm 1990 p. y Pumi Ha BiAKpUTTI yeMIioHaTy cBiTy 3 (yTOoity, mpoekT mpoicHyBaB 15 pokiB. ['oBopsan
npo (EeHOMEHANBHUI YCIIX, BapTO 3rajiaTH, IO BO33’€mHaHHS Tpio B 1994 p. 3i0pano ayautopiro B 56.000
CITyXadiB, a B TeJIeBi3iifHOMY (hopMarti e KOHIEepT MOIUBIIMCA Maibke 1,5 Mibsipra tenersimadiB y 120 xpainax
CBITY, III0 3pOOMIIO TBOPYHII COFO3 TEHOPIB HANMPHUOYTKOBIIIINM 1 HANITOMYISIPHIIIFM MPOEKTOM B iCTOPIi My3HKH.
Jlexrop yniBepcutety Binuectepa I1. Patnep, y «The Music Industry Handbook» mnmcas tak: «O0pa3 TprOX TSHOpIB
y TIApaTHIX BEUipHIX KOCTIOMAX, SIKi CIiBarOTh Ha KOHIIEpTi KyOKy CBiTY, HOIIOHHB CBITOBY yOiKy» [6; 320].

JKanpoBi neperuieTeHHs Ta TIOETHAHHS perepTyapy iIMEHHTHX TEHOPIB OyNIH BpaKalOUWMHU: TTOYHMHAIOYN
apisiMu OpPOJIBEHICHKMX MIO3UKIIIB 1 HAPOJHUX HEANONITAHCHKUX MiCEHb, 3aKiHUYIOYH HIMPOKO BIIOMHMH TIOII-
XiTaMu. My3UKaHTH 3MOTJIH 3pOOUTH, 37aBasiocsi 0, HEMOXKIIMBE — BOHH MOMYJISIPU3YBAIN KIACHYHY aKafeMiuHy
MY3UKy HalecTpaJHIINM 1 Halnomy spHimM 9rHOM. [Ipo HOBaTOpChKMIA HA TOHM Yac XapakTep MpOeKTy Oyio
3a3HaveHo B razeti «Seattle Times» y crarti kputuka Meninau baprpin (1996 p.): «... g nomist Oinbie cxoxa
Ha BUCaJKy Ha Micsllb, aHiXK Ha TpaauiiiHui koHuept. Lli Tpoe cMITMBO HayTh TyIH, KyJAW HE CTyMana Hora
TEHOpa, B 00JIaCTh, JaJIeKy Bil CHOTOHIIITHKOI OTIEPHOI CIIEHH, ajieé HAIpO4y I OJHM3bKY 10 TOTO, UMM OyIia ornepa
paHiltre, siK Ty»Ke akTyaibHa i IOy sipHa po3Bara it Macy [1].

VY CKpUNKOBOMY MHCTEUTBI OJHIEIO 3 MEPIIMX MPEICTABHMUIIL KIACHYHOTO KPOCOBEpa CTajla OpHTaHCHKa
CKpHINaJibKa CIiHTaImypchKoro Moxo/pkeHHs B. Mel, sika y cBOill TBOPYOCTI TakoX MOEJHYBAJla PUCH TIOM-
MHCTENTBa Ta akaneMi3My. CrouyaTKy CKpHIajgbka JOTPUMYBAIacs BUKIFOUYHO KIACHYHUX KAHOHIB BHKOHAHHS,
MPOTE 3roZIoM CTajia OUIbIIe 3aXOIUTIOBATHCS SKCIIEPUMEHTAIBHOIO Ta CY4acHOO MY3HKOIO.

Y pO3MOBI MpO PO3BHTOK KIACHYHOI MY3MKH B CyYacHHX peanisix Oi3Hecy, OpUTAHCHKWI KOMIIO3HTOP
xymnian Jinoiin Be6Oep (He Bkazyro4n IpsiMO iMEH) OTHOTO pa3y CKa3as, IO MyOJiKy HafOUIbIIe IIKABISTh SKiCh
Bi/IBEPTO OMSTHEHI MYCTYIIIKH 31 CKPHUITKaMH, i HIOWTO IIe BIUIMBAE HA MaKCHMAaJIbHE 3aIlOBHEHHS KOHIIEPTHHX 3.
[prirHOIO TAKOTO HEMPUHHATTS OYJO Te, IO JesIKi MACTEIITBO3HABI, My3HKaHTH Ta KPUTUKH HE MOTJIM Binpazy
CIIPHHHATH HOBUI CTWJIb, BBOYKAIOUM KIIACHYHHI KPOCOBEP YMMOCH HECEPHO3HUM i THM, IO HE 3aCIyroBy€ HA
yBary, ajie Jac IoKa3aB, II0 HOBHH TBOPYHMI CIUIaB 3MII OTPMMAaTH TaKy X CWJIy BIUIMBY Ha ayJWTOPIIO SK i
TpaJIUIII HHUM aKaJeMIuHNI KOHIIEPT, TOMY 1110 CTHJIb KJIACHYHOTO KPOCOBEPA MOPOPKYE CKIIAJIHI IPOCKTH, & TAKOK
noTpeOye BIUCOKOTO PiBHS i JTOTOBJICHOCTI Ta TAIAHTY apaHKyBaIbHUKIB, KOMIIO3UTOPIB 1 My3ukaHTiB. Ha Bumnanu
kpuTukiB B. Meii Biamosiiana, 110 BOHA MiapoOIsie JIMIe 3BYYaHHS, HE 3MIHFOFOUYH KOIHOI HOTH, 8 TOJIOBHOIO
METOI0 CBOTO MHCTEIITBA HArojollyBalla, Hacamriepell, y TOMyJSpU3allii CKPHUIIKH cepesl IIMHUPOKOi ayuTOopii.
CrpaBXHBOIO IPHYMHOIO TOTO, IO TIepIHii ansoom B. Meii niprBepHYB 10 cebe CTIIbKH YBard CTaio Te, IO BiH
OyB He3BMYANHMM, 0 HOro MOSIBU HIXTO HE 0auMB KJIACHYHOI CKPHIAIBKHM B 00pasi sckpaBoi mon-3ipku. OTxe,
TEXHO-00pOOKH KJIACHYHMX KOMITO3MII BH3HAYMIM OCHOBHHMH CTWIb B. Mell sk «ecTpagHa CKpurka» abo
«CKpHITKOBHH TEXHO-aKyCTHUHUN (bI0KH». HalOinblry MomyNsipHiCTh B ayauTopii HaOyna KOMITO3MILS i
Ha3Boto «llItopm» — kaBep-Bepcis «llopu poky» (Konuept Ne 2 «Jlitoy itanificbkoro komnosutopa A. BiBanbmi).
Mys3u4HH KTl Ha 1F0 KOMITO3HIIi0 100pe BioOpakae OyYHTapChKUIA TyX BUKOHABHLI, IIPOSIB iHTEpeCy MyOIIiKu Ta
HENPUAHATTSI 11 TBOPYOCTI KOHCEPBATUBHUM IIPOIIAPKOM cycriibeTia [10].

Y kaBep-Bepcii Takok BUKOPHCTOBYETHCS ylIapHA YcTaHOBKA (IO BiJIOMBAE TEXHO-PUTM), CHHTE3aTOP Ta
enexrporirapa. [1in yac BukoHanHs non-kommo3uuiid B. Meli mogae cede sk ecTpagHuil My3HKaHT, pOOJISTYH pedi,
110 € 30BCIM HEJI03BOJICHUMH aKaJIeMIYHAM CKPHITAJISIM, & CaMe aKTUBHO MiJICTPUOYE Ta MPUTAHIILOBYE Ha CIICHI.

Kommozumist Ha temy Tokatu Ta ¢yru, pe minop 1. C. Baxa, 3 anmsbomy B. Meit «The Violin Player»
NIPUHECIIa CKPUMNAJIBLI BOICTHHY CBITOBY CliaBy: 3400YBILH Oe3/1i4 HAropos, KaBep-Bepcist mocija mepii no3uiii B
XiT-TIapajax pi3HUX palioCTaHLiN, a TAKOXK CTajla BI3UTHOIO KapTKOIO BUKOHABHMII, 3aB[SIKU SIKIH PO3KpUBAIUCS il
nipodeciiiie BooiHHs iHCTpyMeHTOM. [1i1 yac BuctyniB B. Meit BUKOpHCTOBYE pi3HOMaHITHI BIpTYyO3HI ITPHXH Y
TpaBii py1ii: coTiiie, TpeMoJIo, spiccato Ta staccato, MOEHYIOUH X i3 BIPTYO3HHMH IacaykaMH Y JIiBid pyiii.

KoHneptn ckpunaibku ganeki Bill akaJeMiuHUX Ta BigOyBaroTecs B ecTpagHoMmy (opmari — moy. s
cBoix BuctymiB B. Meli Haifyacriiie oOHpae eNeKTpO-CKPHIIKY, aje iHOJI TaKoXK BHUKOPUCTOBYE aKyCTHYHUHN
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IHCTPYMEHT 13 ITiA3BYYIKOI0. BUKOHABHITIO TIATPUMYIOTh IHCTPYMEHTH €CTPATHOTO OPKECTPY: YAapHa YCTAaHOBKA,
€JIEKTPOriTapH, cakco(OH TOIIO, & TAKOK TAHI[IBHUKY Ta Ja3ep-IL0y.

OcyyacHeHHs1 3By4YaHHsI KJIACHKU CTaJl0 MOXJIMBMUM 3aBISKA TEXHIYHOMY DO3BUTKY, LIO PO3LIMPUB
BUPa3Hi MOXIIMBOCTI Ta TBOPYi TOPH3OHTH BHKOHABIIIB, CHPHSIOUHM MOMYJSIpU3aLiil KIIACHYHOTO perepTyapy Ta
3aIpOBaMBIIN HOTO Y MacOBY KynbTypy. OpHTiHAIFHHAN BUKOHABCHKHI CTHITH B. Meit OymyeThest Ha 00’ €tHaHHI
aKkaJieMiYHUX Ta eCTPagHUX NPUHOMIB Tpu. TalaHT 1 HOBATOPCTBO CKPHITANBKH, IO PYyWHYE yCTajeHi
CTEPEOTHUIIH, 3MILHIIH 1 TOMYJISIPU3YBAI HOBHI MY3WYHHI HAMIPSIM — KIACHYHHUNA KPOCOBED.

Bucnosku. ®@inocodiss My3UdIHOTO CTHITIO KPOCOBEpa TOCUTh ONM3bKa JI0 KIIacH4HOI KoHtemntii. Kpocosep
HE BIIKPUTHI TIEPEXPEIIEeHHIO JKaHPIB, K I1e MOHA 0y1o 6 mpumyctutr. @eHOMeH KpocoBepa KOPIHHSM Csrae B
nepiol po3BUTKY 3ByKo3amucy. KpocoBep — e TpaHcdopmaliis onepu B riiamyp, 1€ 3JIUTTS €MOIIHHOI ramMu
MOYYTTIB KJIACUYHOI MY3WMKH 3 MAapKETHMHTOM Ta 3BYKOBHM CBiTOM TNON-MYy3HWKU. Llinkom oueBnmmnmii Ta
OYIKYBaHHH Pe3yNbTaT JAHOTO 3IUTTS: MaKCHMAaJbHO BEIMKAa ayIWTOPiS Ta Kap €pHE 3pPOCTAaHHS BHKOHABIIIB,
TIPOJTFOCEPIB 1 pexkucepiB. Sk MPUKIIaL MOXKHA HABECTH TBOPUY IisuTbHICTH AHpe Pie, Matikia boina, Anbdi bo,
JIronoBiko Eitnayni, Kerpin J[keHkiHc, abo >k BumaTHuX BukoHaBLiB Enpiko Kapyso ta Hemr Mens0a, mo
BHUKOHYBAJIM YPUBKH 3 OTep, HAPO/IHI ITICHI Ta MOIMYJISPHI MEJOZII.

be3 cunTe3dy My3mdyHMX XaHpiB He Oymu O cTBOpeHi omepu Momapra. be3 crporoi momidonii emoxu
BigpomxeHHsi, 6apouyHOr0 KOHTPANyHKTY Ta POMAaHTHYHOI BUCOYMHH, beTxoBeH He HammcaB Ou «YpOuucTy
Mecy». be3 crmaBy opaTopii 3 BOKAIGHUM ITUKIOM, CHM(OHIEI0 Ta OMEPOI0 HE 3MOIIa HAPOAWTHCS BOChMa
cumdonis I. Manepa. Criengika cy4acHOi My3UKH y CHOTOIHIIIHIX PEAiSX Y TOMY, L0 BOHA PiJIIle TIEPETHHAE
JKaHpH, HDK KJIacuuHa My3uka. KpocoBep € OKpeMHM >KaHpOM, NPOAYKTOM BHUKOHAHHS, SIKUH 3a ipOHIEI0 HE
MIEPETHHAETHCST 3 JKOJHUM JKaHPOM, KpiM BiacHe cebe. KimacnuHuid KpocoBep 3aIMINAETBCS aKTyalbHHM 1
CBOTOJTHI ¥ TIepeOyBa€e y CTajiii pO3BUTKY.
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The process of cultural changes characteristic of the 20 th -21 st centuries is studied. The creative activity of
famous performers in modern mass culture is analyzed within the style of musical crossover. They emphasize the
importance of scientific and technological progress, which significantly influenced culture in general and mass culture
in particular. The phenomenon of crossover musical style is considered as a complex phenomenon of mass culture of
the third order. It is emphasized that the crossover received the most powerful development in pop culture, in show
business and pop culture. The work of British violinist Vanessa May, a representative of the classical crossover, is
studied, whose style is based on the combination of academic and pop techniques of playing. It is proven that the
crossover is a separate genre and a performance product that does not intersect with any genre. An attempt has been
made to identify the specifics of the crossover musical style, which is defined as an independent genre that does not
intersect with any other genre in terms of its characteristics. Materials of research literature are studied by logical,
historical, chronological, problem-chronological, and musical analysis method. The research materials can be used in
lectures and seminars on the history of modern foreign musical culture in secondary and higher educational institutions.

Key words: postmodernism, classical crossover, pop music, mass culture, performance culture, Vanessa Mae's creativity.
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«CLASSICAL CROSSOVER» AS A MASS-CULTURE PHENOMENON OF THE «THIRD RANGE»
Shevchenko Darya — Creative graduate student of the department of orchestral
string instruments National Academy of Music named after
A. V. Nezhdanova, Odessa

The purpose of the article is to determine the unique genre specifics and characteristic features of the crossover
musical style.

Research methodology. Materials of research literature are studied by logical, historical, chronological, problem-
chronological, and musical analysis method.

Results. The philosophy of crossover music style is quite close to the classical concept. The crossover is not as
open to crossing genres as one might think. The crossover phenomenon has its roots in the period of the development of
sound recording. Crossover is the transformation of opera into glamour, it is a fusion of the emotional gamut of feelings
of classical music with the marketing and sound world of pop music. The obvious and expected result of this merger is
the largest possible audience and career growth of performers, producers and directors. As an example, we can cite the
creative work of Andre Rieux, Michael Ball, Alfie Beau, Ludovico Einaudi, Catherine Jenkins. The greats Enrico
Caruso and Nelly Melba performed excerpts from operas, folk songs and popular melodies.

Without the synthesis of musical genres, Mozart’s operas would not have been created. Without the strict
polyphony of the Renaissance, baroque counterpoint and romantic elevation, Beethoven would not have written «Missa
solemnis». H. Mahler's eighth symphony could not be born without fusion of oratorio with vocal cycle, symphony and
opera. The specificity of modern music in today's realities is that it crosses genres less often than classical music.
Crossover is a genre in its own right, a performance product that ironically doesn't intersect with any genre but itself.
The classic crossover remains relevant today and is in the development stage.

The practical significance. The research materials can be used in lectures and seminars on the history of modern
foreign musical culture in secondary and higher educational institutions.

Key words: postmodernism, classical crossover, pop music, mass culture, performance culture, Vanessa Mae's creativity.
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Po3rnssHyTO OCHOBHI TEHICHIII PO3BHUTKY YKPaiHCBKOTO JYXOBHO-MY3WYHOTO MHCTEITBa MmodaTky XXI crT.,
BUSIBJICHO CTIEIU(iKy CydacHOI JIITypriiHOi Ta mapaniTypriiiHoi My3uku. [IpoaHanmi3oBaHO JITYpriro 3 TOYKH 30py ii
KaHPOBOI Opi€HTAIlii, BiIMOBIZHOCTI XpamMOBOMy a0O KOHIEPTHOMY BHKOHAHHIO B KOHTEKCTI CHEHHM(IKH CydacHOI
YKpaiHCBKOI mapaiTypriitHoi My3uky. BusiBieHo CyTHICTh (peHOMEHY aBTOPCHKOI JIITYprii B IJIaHi i1 )KaHPOBOi OpieHTAaIlii,
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