AHOTAIISA

boonap /. I. Yxpainceka dopremianHa Mmy3uka XX — modatky XXI cTomiTh y
KOHTEKCTI KYJbTYPHOI 3yCTpiul OKIMJICHTY Ta opleHTy. — KBamidikaliiiiHa HaykoBa
npais Ha IpaBax PyKOMHCY.

Hucepraiiiss Ha 37400yTTs cTymeHs JokTopa (iocodii 3a creuianbHICTIO
025 My3uune wmuctentBo. IlpukapnaTchkuii HaIllOHAIBLHUNA YHIBEPCUTET I1MEHI
Bacuns Credannka, MiHicTepcTBO OCBITH 1 HayKH YKpainu, M. IBaHo-DpaHKIBCHK,
2025.

JlucepTaliito NMpUCBAYEHO IOCIHIKEHHIO YKpaiHChbKOi (hopTerniaHHOI MY3UKU
XX —mnou. XXI cT. Kpi3p npu3My NposiBIB XyA0KHBOI0 MUCTIEHHS 3axoay 1 Cxony.

Mera pgocnipkeHHST — OOIPYHTYBaTH KOHIEMIIIO KyJIbTYpHOI 3yCTpiui
OKIMAEHTY Ta OPIEHTY B YKpaiHCbKIM (oprenmianHid my3uil XX — mouatky XXI
CTOJIITb.

HaykoBa HOBHM3HA JOCHII)KEHHS 3YMOBJIEHa HOr0 METOI0 1 KOMIUIEKCOM
MOCTaBJICHUX 3aB/IaHb.

VY nucepranii enepuie:

— KOHLIETITYaJlbHO ~ OCMHUCJIEHO (DEHOMEH KyJbTYpHOI 3yCcTpiul SIK
3MIMCHEHUI pPe3ysbTaT AlaJIory KyJbTyp, OOIPYHTOBAaHO CEMaHTHKO-CTHUIICTHYHI
MOJIeJIi MPOSIBIB KyJIbTYpHOI 3ycTpiui 3axoay 1 Cxony B yKpaiHChbKiN (opTeniaHHin
My3ull XX — novyarky XXI CToJiTh — Opi€eHTaIbHO-00pa3Hy, apabecKOBO-CeLeCiitHY
Ta pe(eKCHBHO-MEIUTAaTUBHY;

— YKJIQJICHO THUIIOJIOTII0 apaOeCKOBOCTI Ta MEAUTATUBHOCTI B YKPaTHCBHKIM
(dopreniaHHiil My3ULll BKa3aHOTO MEPIoy;

— 3IIMCHEHO TMEepIOAMN3aIl0 KyJIbTYpHOI 3YCTpidl OKIUACHTY Ta OPIEHTY B
yKpaiHChKili ¢oprenianHiil Mmy3uni XX — noyatky X XI cTosiTh.

Ymouneno:

— YSIBJICHHSI MPO XapaKTEpHI PUCH OPIEHTAIBHOTO Ta OKIUACHTAJIHLHOTO
THUIIIB MUCJICHHS T iX BIJOOpaXXEHHS B MYy3HIIl;

— PO3YMIHHS BIUIMBY KOJIEKTHBHOT MEHTAJIBHOCTI Ta 1IEHTUYHOCTI 3aX0my



Ta CX0/y Ha CEMAaHTUKO-CTUIICTUYHE HABAHTAXKEHHSI MY3UYHOT'O MUCTELITBA.

Habynu nooanvuiozo pozsumxy:

— KOMIapaTuBHE OA4YeHHsS CBITOIVISIIHOCTI OKIMAGHTY Ta OpieHTy Ta ii
B1IOOpakKeHHS B MY3HIIi;

— eKCIUTIKAIiSl TOHATh «OKUUACHT» Ta «OPIEHT» B YKpaiHCHKOMY
MY3UKO3HABYOMY KOHTHHYYMI.

3anponoHoBaHo JediHiliI0 PEHOMEHY «KYJIbTYpHA 3YCTPid», CYTHICTH SKOTO
MOJIATA€ Yy B3AEMOMPOHUKHEHHI MEHTAJIbHUX 1 CEMAaHTHKO-CTHIIICTHYHUX PHC
«IHmoro» 1 «CBOro» Ha MIXKKYJIbTYPHOMY — MIKIIMBLTI3ALIMHOMY PIBHAX, @ TAKOXK Y
PEe3yJIBTAaTUBHOCTI, IO BIAPI3HAE Iied Tmpoiec Bij mianory. Anamiz Imaro sk
MeTaKaTeropii Mokas3aB, IO KOHLEIMIII OpIEHTANI3My MAalOTh CYTh IHTEpHpEeTalii
OpIEHTY, KOHCTUTYIOIOUM HOTO CEHCU B OpIEHTAIlll Ha BIAacHE «S», KOTpe iCHYE, SIK
BIJIJI3EPKAJICHHS «HE-5».

3BepHEHHs 10 icTopiorpadii nmpodieMaTUKU MOKas3ano, M0 KIHOUOBUMU IS
KoHIenIi nuceprarii € i1ei Exsapaa Baai Caina mono ¢geHoMeHy opieHTaizmMy, Horo
BTUICHHS B My3UYHOMY YHIBEPCYMI Y KOHTEKCTI IMAroJiorivHoro miaxoay — OneHu
beperoBoi, «“HOBOro” opieHtanismy» AHreniHn MaMoHHM, B3a€MOJIi KYJIbTYp
Bionertn  JleMemeHKO Ta  HU3KM  IHIIMX  KOHIEHOIHA  ¢i10coPChKOro,
KYJbTYpOJIOTIYHOTO, JITEPAaTypHOr0 Ta IHIIUX HAOpsMKIB. Y  JOCHIIKEHHI
opieHTanbHOro Imaro BpaxoBaHo iepapxito komyHikarii (Poman baprt), mro
B1JIOOPaKEHO Y TPaKTyBaHHI My3HUYHHUX TBOPIB SIK «BIIKPUTOTO TEKCTY», €KCIUIIKALIIS
mpoOIeMaTUKN Y MY3UKO3HABCTBI 31ICHEHA KPi3b MPU3MY KOHIICTIII] J1aT0TrYHOCTI
Onexcangpu Cawmoiinienko, peduekcuBHoi cBigomocti Jlroamumu I[llamoBanoBoi,
B1JI0OpayKEHHS HAI[lOHAJIIbHOI MEHTAJIBHOCTI B My3ulll BikTopii J{paranuyk-Kamaroxk,
nocnmimxeHb  Qgopremiannoi  my3uku  Hatamii  [locikipu-Omenbuyk, Omnbru
Crpinenpkoi, Haramii PsOyxu Ta 1H., 110 CTBOPWIO KOMIUIEKCHE MIATPYHTS MJis
penbe(HOTO YBUPA3HEHHS PE3YNbTATIB KyJIbTYPHOI 3yCTpIYl.

CTBepaxy€eThCs, 1110 B pe3yJIbTaTl KOHBEPIeHIlli, Ika aKTUBHO BiIOYBA€THCA Y
ap. non. XX — Ha nod. XXI cr., cneuudivni CBITOMISAHI 1 My3UYHO-MOBHI PUCH

«IHII0TO» MPOHUKAIOTH Y BIACHUHN KYJIBTYpHUH T€3aypyC, MAPKYIOUH CI1IbHI BUTOKU
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nuBimizamii 3axony 1 Cxoay K KyJIbTyp «allOJOHIBCHKOI AYIII» Ta «IIPaACUMBOIY
Hao». Boanouac, rimeptpodoBaHi BUSBU ILLOTO MPOLECY MOXKYTh CIPUYHUHHUTH
riobanizamniiiHe MoTauHaHHS CHIbHIIMM «CBOiM» cnabmoro «IHImoroy», crupaioyu
pPO3MaiTTs BapiaHTIB CBITOBUX KYJIBTYDP 1 HAIlIOHATIBHY 1ICHTUYHICTD.

BusiBneno, 110 B yKpaiHCbKOMY CBITOTJISII, B CHJTY reorpadiuHOro MoJI0KEeHHS
Ta ICTOPUYHUX KOJIi31i 1 3B A3KIB 3 OPIEHTAILHUMH KYJIbTYypaMH, HAUOUIbII peTbe(hHO
MapkoBaHi CtenoBuid, Kpumcekuii, Typernbko-ocMaHChkuii BapiaHTH Imaro.
OnanyBaHHS OPIEHTY € TIPUPOTHIM TMPOIECOM, IO BiOOPAKAETHCS Y MOTUBI 3aXHCTY
PIZTHOT 3eMJIl, ajie He 3arapOaHHs 3eMil «[HIoroy, 10 AKOTO BUPAXa€ThCs TIMOMHHE
PO3yMiHHS, 11030aBJ€HE SICKPABOrO €K30TU3MY, a NEepeaHe Yepe3 KOPJAOLEHTPUUHY
mpocepaeuHictb.  OOIpyHTOBAaHO  HAIIIOHAJTIBHUKA ~ MaMaiBCbKUM — apXeTun 3
pedIIeKCUBHUM THUIIOM CB1JJOMOCTI.

JocmipkeHHs nokasano, mo ¢popmyBanHs IMaro Cxoay B €BpOIeniChbKii My3HIll
BIIOyBanocad y pycil (paHTa31iMHOro €K30THU3MY SIK CEMaHTHYHOIO 1 CTUIICTUYHOIO
Mapkepa «JHIIoroy», 1o ACKpaBo MPOSIBUIIOCS B MY3UUHO-T€aTpaJIbHUX kaHpax. [1in
BILIMBOM JIiTepaTypH («3axiaHo-cxinuuii gusany» MoranHa I'ete Ta iH.) Ta iHIIMX SBHII
€BPOIEUCHKUN OPIEHTATI3M B 1HCTPYMEHTAJIbHIM MY3HIll M030aBUBCSI 30BHIIIHBOTO
€K30THU3MY, MPOsBUBIIKCH B ekcTaTu3mi Kaposns llumMaHoBCbKOTO, pedhIeKCUBHOCTI
Ta/abo MemutatuBHOCTI bopuca Jlsarommucskoro, Kmmmroda Ilenaepenskoro,
Banentuna CunbBectpoBa, ['ii Kanueni, Anbdpena [IniTke, Anemaapa Kapamanosa,
Apso Ilsapra, B midaropeiicbkoMy 3axoIUIeHH1 BiOpaiiiiHoro My3ukoro Kapnraiinia
IlITokray3ena, B magoMHunTei 10 Cxomy OmiB’e Mecciana, m3eH-Oyaausmi J»xoHa
Keiimka, nomykax Crisena Paiiua, ®@ininna Inacca Ta in.

3anns moka3zy BTUIEHHS OpPIEHTY B €BpPONEHCHKIN (opTemiaHHId My3HIl
npoananizoBaHo TBopu Pobepra [llymana, Knona Jle6rocci, Mopica Pasens, Kapoins
[umanoBcbKkoro, OniB’e Mecciana, po3risiHyTo KoHuerniii TBopiB [[xauinTo [lensci,
Ixona Keipka Ta iH., B SIKUX BUABWIM BIUIMBU ApaOckkoro, IHmycbkoro, 16epo-
MaBpPUTAHCHKOTO Ta IHIIKX IMaro Ta iX BTOPUHHI BUSBH.

B ykpaiHchkiil opremniaHHiii My3ulll €THIYHA 1MaroceMaHTUKa MpeICTaBlIeHa

PO3MaiTOI0 MATITPOIO TBOPIB, B SIKIA BiIOOpaXkaeThCsl TpaHcopMallis Opi€HTY, IO
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BiIOyJacs TiJ BIUIMBOM €K30TU3yBaHHs, apaOeCKOBOCTI, peQIEKCHUBHOCTI Ta/abo
MeauTaTuBHOCTI. 111 TeHAEHIIIT BU3HAYAIOTh CEMaHTUKO-CTUIIICTUYHI MOEII1 BTIJICHHS
KyJbTYPHOI 3yCTpi4il — Opl€HTAILHO-00pa3Hy, apabecKoBO-CeIleCiiiHy 1 pedaeKCHBHO-
MEUTATUBHY.

OpienTaibHO-00pa3Ha MOJENh MposiBWIAcCA B croiTax «KpuMchbki eckizm»
(1908), «Tucsua Ta ogHa Hiu» (1926), m’eci «Icnanis» (1947) Cepris bopTkeBuua, y
TOHKOMY 3Bykomnucy HukiiB «llopuensHoBi wamku» (1930), «CxinHuii anbOom»
(1940), «Jlerengu» (1944), mecm «Cpibna 3muBa» (1948) BceeBomoma II.
3ageparbkoro Ta iH. Y LUIOMYy, Y I MoOJelli TEepeTBOPEHO OCHOBHI 3acaju
3BykoxkuBonucy Kionma JleGrocei ta Kapons IllumanoBcekoro, mo nepeadadaroTh
SCKPABICTh JIAJOTOHAJIBHUX 1 TAPMOHIYHUX OapB, crneuu@iudi (PaxTypHi pIIICHHS,
po06oTY 3 00pa3HUMHU MOJACIISIMU — «CX1JTHOI MJIOCT1» Ta 1H.

OCHOBHUMU prcaMu apabecKOBO-CEIECIMHOT MOJIEII1 € BATOHUEHICTb 1 3araJIKoB1
PUCYHKHU JIIHIH 3 aJIF031IMH JI0 CX1JHOI JIITEPHOI Ta OpHAMEHTaJIbHOI rpadiku. Mojaenb
posiBUJIacsS y ABOX 00pa3HO-CEMaHTHUYHUX cdepax. BUTOKHM mepIoi — y TBOPUYOCTI
Muxkonu Jlucenka, skuil y m’eci «Mpii» op. 13 300pa3uB BUTOHUEHY Bi3€pyHKOBICTb,
pojioBkeHl B My3ulll Bacuns bappincekoro y mukiax IT’ste mpemromiin (1908),
«ITicua. Cepenana. Imnposizanisi» (1911), «biit-buib-Ilepemora Jlro6oBi» (1915) ta
1H. [HIMKA BapiaHT TpaHcopmallii apabecKOBOCTI — SICKpaBHIl €THIYHMI BapiaHT
T'YIYJIbChKOI CELECIMHOCTI, KUK HaOyB po3MaiTUX BUSBIB y TBopax CraHiciaBa
JronkeBuua, Muxonu Koneccu, bormanu ®@inbiy, Onexcannpa Kozapenka ta iH. Y
pe3yibTaTi, YKJIAJIEeHO THUIOJIOTII0 apabeCKOBOCTI, SIKa € PE3yJIbTaTOM IOEIHAHHS
3aX1THOEBPOIEHCHKUX TEHJEHIIA My3UYHOTO OCMHCIICHHS OPIEHTY Ta HAI[lOHAJIBHOT
TpauIIii.

PedrekcuBHO-MenMTaTUBHA MOJENIb Ma€ JDKEpEaMH €BPOIMEHUCHKUN THUTI
MEJUTATUBHOCTI, OCHOBaHMM Ha mi(aropiBChKik 1Aei uKclIa 1 IJIATOHIBCHKIN
CHOMJISAAIBHOCTI, BI3aHTIMCHKO-XPUCTUSHCHKUI PENIrIMHUN THI, a TaKOX CXI1JHUU,
MPUBHECEHUN Yy TIpOIlleci 3aIliKaBICHHS Opi€eHTOM. Bka3zaHa mojaenb € HalOLIbII
PO3IMOBCIOIKEHOIO B YKPATHCHKIM (popTeniaHHIi My3ulll, y HUIOMY, Ta JOMIHYIOUOIO Y

npyrii monoBuHi XX — Ha mouatky XXI cromith. Moaeni nmputamaHHi (OHIYHE
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MUCJICHHS, TPOCTOPOBAa COHOPHICTh — 30CEPE/KEHHS Ha 3Byl / KOMILIEKCI,
MIHIMQJIICTUYHA TOBTOPIOBAHICTh CTPYKTYpP, LIO TBOPSTH MEIUTATUBHUNA CTaH, B
SKOMY OTOTOXXHIOIOThCS SI-00pa3 aBTopa Ta f-00pa3 wmys3uku (Jlrogmumia
[[TanoBanoBa). Mojiens sickpaBo pealtizyBajiacs B yKpaiHChKii My3utll (ukin «bins —
o011, mepemora Jlio6osi» (1915) ta 1mmi TBOopum Bacunsa bapsincekoro,
«Binobpaxenus» bopuca Jlatommucskoro (1925) 1 psin TBOpIB MOCIHITOBHHKIB),
BKJIIOYHO 13 J1Ka30BoI0 peduiektuBHICTIO («Tpu mxazoBi m’ecu», «bmrosy (1964)
Mupocnasa Cxopuka Ta iH.).

Bupi3zHeHO TOJOBHI THUIM 3By4YaHb, SIKI TBOPSTh «KAHOH MEIUTATUBHOCTI»:
1) meautatuBHiCTh-MeTaopuuHicTh Banentnna CuibBectpoBa («KiTu-my3ukay»
(1977) Ta in.); 2) MmenutatuBHICTE-TipU3M €Brena CrankoBuda (KamepHa cumdonis
Ne 9 «Quid pro quo» (2000) Ta iH.); 3) MEIUTATUBHICTb-PENITiIHHICTL AJleMapa
Kapamanosa (Tperiii popremiannuii koHiept «Ave Maria» (1968) Ta iH.). Onucani
TUNIA MEIUTATUBHOCTI OTPUMAIM HOBI SICKpaBl TpaHC(OpPMOBaAHI BTUICHHS Y
MHOXHUHHUX KoMIo3uIlisx 3mamy XX — XXI cronite — «Mouninas npo garry» (1990),
«CBiT noBuB #Horo» Omnekcanapa Illetuncbkoro, «Aband — Patience» (1991),
«Konboposi 3Byku. Evening Solitarre Paysage» (1995) Kapmennu Ilenxonenko,
«I'pasitartii» (1998) I'annu I'aBpunensp, « Tini Ta mpumapu» (1999) Jiroamunu FOpiHoi,
«Postludium» (2000) bornana Cerina, npentoii «Pumuy (2000) JIro6aBu CugopeHko,
«Stiick» (2004) bornanu ®@pomsik, «Xmas Star» («The Christmas Star», 2006) Muxonu
Koganinaca, «Bigzsyku» (2007) Muxaiina [lIBena, «Illuminatio I abo Tpu BpaxkeHHs»
(2007) Ocrana Manynsika, aymioBizyanbHi kommosuiii «['padiuna conidikarris
nam’s1ti» (2019) Ocrana Manynska tTa Hazapa Ckpurnnuka, «Cimypr» (2021) BikTopii
[TonroBOI Ta 1H.

AKIICHTOBAaHO, 10 y HUB3II TBOPIB MOEIHYIOTHCS PUCU JIEKUIBKOX MOJIETIEH.
[Mogo >xaHpoBoro BUOOpPY, TO pe3yJbTaTH KyJIbTYpHOI 3yCTpidi Haiyacriiie
peanizyBajaucs B ®aHpaxX MIHIATIOPH, IUKITY MIHIATIOp, OKPEMUX MPOTPaMHUX 1’ €C.

HudepeHIiiioBaHo eTranmu PO3BUTKY KYJIbTYpHOI 3yCTpidi B yKpaiHCHKIi
dopremianniil Mmy3uni XX — nou. XXI cr. Ek3otu3anisa cxignoro Imaro mana micie y

nepmriii mojsoBuHI XX CT., Yy e XK€ Mepioj] SCKpaBO PO3BHHYJACs apabecKoBa
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TEHJEHI[Is, NPU LIbOMY TYIYJbChKa CEIECIHHICTh aKTUBHO PO3BUBAJIACS MPOTATOM
yceoro XX crT.. PeduekcuBHO-MeauTatuBHa npHpoAa (OPTENIaHHOTO BHUPA3Y
BiJIHAWIIIIa MHOKMHHY peaiizamiro y ap. moi. — Ha mod. XXI ct. Ilepexin Bix
MapUTETHOIO CITIBBIIHOIICHHS MOJIeJICH KyJIbTYPHOI 3yCTpidi y MepIiii mojaoBuH1 XX
CT. 0 JOMIHYBaHHS pe(ICKCHBHO-MEIUTATUYHOTO THITY MY3WYHOTO MHUCICHHS
MOETHYETHCS 3 SICKPABUM YBHPA3HEHHSM HAIIOHATBHO-MEHTAIBHOTO JIIPU3MY, IO €
O3HAKOI0 3MIHM MY3WYHO-MEHTAJIbHOI Ta CEMaHTHKO-CTHJIICTUYHOI MapajurMu
BIJIMTOBITHO 10 KOHIENIIi emancumnaiii 38yky (Hina ['epacumoBa-Ilepcuacrka).

VY pe3ynbTarti, yBUPA3HEHO TYMKY PO T€, IO KIABECHH-POSIIb CTaB TBOPIEM
SCKpaBOi KapTUHU OKIIMUJIEHTHO-OPIEHTAIBHOI 3yCTpiyl, IOKa3aBIIM IPOMOBHCTI
NPUKJIAAM Mapajiesie, 3a03uueHb Ta aJlf031d y TBOPYOCTI MUCTIIIB 3aX1THOT TPAUIIIi.
OpieHTanbHl (KUTaliChbKa, SIMOHCHKA, apabchbka Ta 1H.) Ta mnorpanuyHi (idepo-
aMepHUKaHCbKa, 10epo-MaBpUTAaHChKA Ta 1H.) My3W4HI KyJbTYpH, Kl TBOPSAThH BIIACHI
dopremniaHHi TpaaHullii, TAKOXK € PE3yIbTaTOM KyJIbTYpHOI 3ycTpiul («DaHTasii Ha TeMy
TphoX ymienun» JIro Benbising, «CriokiitHe 03epo, ociHHii Micsib» Yens [leiictons,
«Tpu Bapiamii Ha Temy Menojli UBITIHHS ciauBW» Ban L[3sHpwkOHA, «3anmoBHEHa
3ipkaMu Hiu» 1 «My3HKa MpoTArom Tucsdi oceHei» Onekcunu Jlyi ta psn iH.). Tomy
MEePCIEKTUBU MOJATBIINX JAOCIIKEHb TaHOI TeMH BOAYaIOThCSl y TBOPEHHI IITICHOT
NAaHOPAMH PEe3yJbTaTIB KYJIbTYPHUX B3a€MOBIUIMBIB Y MuctenTBi XXI cTomiTTs, 1o
BUMArae 3aJiy4eHHs 70 i1 cerMeHTIB ¢opTenianHux KyJabTyp Cxomy, siki po3rnodaiu
aKTUBHO PO3BUBATHUCA y Jpyrid mosioBuHI XX — Ha novarky XXI cromite. Taki
PO3BIJIKH CIIPUSATUMYTH TIHOIIOMY PO3YMIHHIO MEHTAIBHOI CrieIM(DiIKK HAIliil Ta TXHIH
B32€MO/IIi y MIBUAKOIUIMHHOMY KOHTHHYYMI Cy4acHOTO TJI00aJli30BaHOTO CBITY, 1 1€
pOOUTH TPEACTABJICHE MOCTIKEHHS BIIKPUTHUM JO HOBOTO OayeHHS HE TIIbKU
«IHImoroy, a it «Cebe» y KOHTEKCTI CBITOBOT'O YHiBEpCaIi3My.

Kuarwouosi ciioBa: ykpaincbka ¢opTenianHa My3uka, 3axig i Cxia, kKoMmyHiKarlis,
«|HIIMI», yKpaiHCbKa My3WYHA MEHTAJIbHICTh Ta 1IEHTUYHICTh, HalllOHAJIbHA My3UYHA
KyJbTypa, MY3WYHI Tpaauilii, apXeTull, IHTEpHpeTaiis, MNporpaMHa MY3HKa,
IHCTpYMEHTallbHA MY3MKa, 1HIUBIyalbHUI KOMMO3UTOPCHKHUI CTUJIb, >KAHPOBO-

CTWJIbOBI aCeKTH, My3U4YHa MOBa, My3H4Ha NIOETUKA, MIAHICT.



SUMMARY

Bodnar D. I. Ukrainian piano music of the twentieth and early twenty-first
centuries in the cultural meeting context of the occident and the orient. — Qualifying
Scientific Work on the Rights of the Manuscript.

Dissertation for a Doctor of Philosophy Degree: Specialty 025 Music art. Vasyl
Stefanyk Precarpathian National University, Ministry of Education and Science of
Ukraine, Ivano-Frankivsk, 2025.

The dissertation is devoted to the study of Ukrainian piano music of the twentieth
— early twenty-first centuries through the prism of the West and the East artistic
thinking manifestations.

The purpose of the study is to substantiate the cultural encounter concept
between occident and orientation in Ukrainian piano music of the twentieth and early
twenty-first centuries.

The scientific novelty of the research is determined by its purpose and the set of
tasks.

In the dissertation, for the first time:

- the phenomenon of cultural encounter as a realised result of the dialogue of
cultures is conceptually comprehended, semantic and stylistic models of
manifestations of cultural encounter between the West and the East in Ukrainian piano
music of the twentieth and early twenty-first centuries are substantiated - oriental-
figurative, arabesque-secession and reflective-meditative;

- a typology of arabesque and meditative in Ukrainian piano music of this period
Is compiled;

- the periodisation of the cultural encounter between the occasional and the
oriental in Ukrainian piano music of the twentieth and early twenty-first centuries is
carried out.

It is clarified:

- an idea of the characteristic features of oriental and occidental types of thinking

and their reflection in music;
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- understanding of the influence of the collective mentality and identity of the
West and the East on the semantic and stylistic load of musical art.

Further development:

- a comparative vision of the worldview of the occident and the orient and its
reflection in music;

- explication of the concepts of «occident» and «orient» in the Ukrainian
musicological continuum.

The author proposes a definition of the «cultural encounter phenomenony, the
essence of which lies in the interpenetration of the characteristic mental and semantic-
stylistic features of the «Other» and «One’s own» at the intercultural —
intercivilizational levels, as well as in the effectiveness that distinguishes this process
from dialogue. The analysis of Imago as a metacategory has shown that the concepts
of Orientalism are essentially an interpretation of orientation, constituting its meanings
in the orientation towards the self, which exists as a reflection of the «not-selfy.

The key to the formation of the thesis concept are E. W. Said’s Orientalism ideas,
its embodiment in the musical universe — by O. Berehova, «“new” Orientalism» by
A. Mamona, cultures interaction by V. Demeshchenko and a number of other concepts
in philosophical, cultural, literary and other directions. The Oriental Imago study takes
into account the hierarchy of communication (R. Barthes), which is reflected in the
interpretation of musical works as «open text»; the explication of the problematic in
musicology is carried out through the prism of the dialogicity concept by
0. Samoilenko, the reflexive consciousness by L. Shapovalova, the national mentality
reflection in the music by V. Drahanchuk-Kashaiuk, piano music studies by
N. Posikira-Omelchuk, O. Striletska, N. Riabukha, etc.

That as a result of convergence specific worldview and musical and linguistic
features of the «Other» penetrate into their own cultural thesaurus, marking the
common origins of the civilisations of the West and the East as cultures of the
«Apollonian soul» and the «Tao pre-symbol». At the same time, hypertrophied
manifestations of this process can lead to a globalising absorption of the weaker

«Other» by the stronger «One», erasing the diversity of world cultures and national
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identity.

In the process of analysing the Ukrainian worldview, it was found that, due to
geographical location and historical conflicts, the Steppe, Crimean, and Turkish-
Ottoman Imago’s variants are most prominently marked in the Ukrainian worldview.
Mastering an orientation is a natural process caused by national existential
characteristics, which are reflected in the defending one’s native land motive, but not
conquering the «Other’s» land, to whom a deep understanding is expressed, devoid of
vivid exoticism, but transmitted through border-centric sincerity. As a result, a
nationally characteristic Mamay archetype, characterised by a reflexive type of
consciousness, is substantiated.

The East Imago’s formation in the European music took place in the fantasy
exoticism line as a «Other’s» semantic and stylistic marker, which was most clearly
manifested in musical and theatrical genres. Under the literature influence by J. Goethe
and others, European orientalism in instrumental music lost its external exoticism,
manifesting itself in the ecstasy by K. Szymanowski, the reflexivity and/or meditation
by B. Liatoshynsky, K. Penderecki, V. Sylvestrov, G. Kanchelli, A. Schnittke,
A. Karamanov, A. Pirt, in the Pythagorean fascination with the vibrational music of
K. Stockhausen, in O. Messiaen’s pilgrimage to the East, J. Cage’s Zen Buddhism, the
search for S. Reich, Ph. Glass, etc.

In order to demonstrate the embodiment of orientation in European piano music,
the study analyses selected works by R. Schumann, C. Debussy, M. Ravel,
K. Szymanowski, O. Messiaen, and considers the concepts of works by G. Shelce,
J. Cage, and others.

In the Ukrainian piano music, ethnic Imago semantics is represented by a diverse
palette of works that reflects the transformation of orientation under the influence of
the exoticisation, arabesque, reflexivity and/or meditation trends.

The oriental-figurative model was most clearly manifested in allusions to this
imagery in the suites «Crimean Sketches» (1908) and «One Thousand and One Nights»
(1926), the play «Spain» (1947) by S. Bortkevych, in the delicate sound of the cycles
«Porcelain Cups» (1930), «Oriental Album» (1940), «Legends» (1944), and the play
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«Silver Shower» (1948) by V. P. Zaderatsky etc. In general, this model transformed
the basic principles of sound painting by C. Debussy and K. Szymanowski, which
include the brightness of key and harmonic colours, specific textural solutions, work
with the corresponding figurative models — «oriental bliss», etc.

The arabesque-secessionist model is expressed in ornamentation, which has its
origins in the music by R. Schumann, C. Debussy, etc. The main features of the model
are elegance and mysterious line drawings that evoke allusions to oriental lettering and
ornamental graphics. The model manifested itself in two figurative and semantic
spheres. The origins of the first can be found in the work by M. Lysenko, who depicted
a sophisticated patterning in his piece «Dreams», Op. 13, and continued in the work by
V. Barvinsky, in the cycles «Five Preludes» (1908), «Song. Serenade. Improvisation»
(1911), «The Fighting and Victory of Love» (1915), etc. Another variant of arabesque
transformation is a vivid ethnic variant of this trend, called Hutsul secessionism, which
has acquired various manifestations in the works by St. Liudkevych, M. Kolessa, B.
Filts, O. Kozarenko, etc. As a result, a typology of arabesque is compiled, which is the
result of a combination of Western European trends in musical comprehension of
orientalism and the national tradition.

The reflective-meditative model has its sources in the European type of
meditation based on the Pythagorean idea of number and Platonic contemplation, the
Byzantine-Christian religious type, and the Eastern type introduced in becoming
interested process in the orient. This model is characterised by phonetic thinking,
spatial sonority — focusing on sound/complex, minimalist repetition of structures that
create a meditative state in which the self-image of the author and the self-image of
music are identified (L. Shapovalova). The model was vividly realised in Ukrainian
music ( «Pain — Battle, Victory of Love» (1915) and other works by V. Barvinsky,
«Reflections» by Borys Liatoshynsky (1925) and a number of works by his followers).

The main types of meditative sounds, which together create the «canon of
meditation» in Ukrainian piano music, are distinguished: 1) V. Sylvestrov’s meditative
metaphoricality («Kitch Musicy» (1977), etc.); 2) Y. Stankovych’s meditative lyricism
(Chamber Symphony No. 9 «Quid pro quo» (2000), etc.); 3) A. Karamanov’s
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meditative religiousness (Third Piano Concerto «Ave Maria» (1968), etc.). The
described types of meditation received new bright transformed embodiments in
multiple compositions of the turn of the twentieth and twenty-first centuries — «Prayer
for the Cup» (1990) by O. Shchetynsky, «Aband — Patience» (1991) by
K. Tsepkolenko, «Gravity» (1998) by H. Havrylets, «Shadows and Ghosts» (1999) by
L. Yurina, «Postludium» (2000) by B. Sehin, «Rhymes» (2000) by L.Sydorenko,
«Stiick» (2004) by B. Froliak, «The Christmas Star» (2006) by M. Kovalinas,
«Echoes» (2007) by M. Shved, «Illuminatio I or Three Impressions» (2007) by O.
Manuliak, «Simurgh» (2021) by V. Poliova, etc.

It is emphasised that a number of works combine features of several models. As
for the genre choice, the results of the cultural encounter were most often realised in
the genres of miniature, cycle of miniatures, and individual programme pieces.

The stages of the development of the cultural encounter between the occident
and the orientation in Ukrainian piano music of the twentieth and early twenty-first
centuries are differentiated. It has been established that the exoticisation of Eastern
Imago took place in the first half of the twentieth century, the arabesque trend
developed in the same period, while Hutsul secessionism actively developed
throughout the twentieth century. The reflective and meditative nature of the piano
expression found multiple realisations in the second half of the twenty-first century and
early twenty-first century. The transition from the parity of cultural encounter models
in the first half of the twentieth century to the dominance of the reflective and
meditative musical thinking type is combined with a vivid expression of national and
mental lyricism, which is a sign of a change in the musical-mental and semantic-
stylistic paradigm in accordance with the concept of sound emancipation
(N. Herasymova-Persydska).

As a result, the author emphasises the idea that the harpsichord-piano has
become the creator of a vivid picture of an occidental-oriental encounter, showing
eloguent examples of parallels, borrowings and allusions in the works by artists of the
Western tradition. Oriental (Chinese, Japanese, Arabic, etc.) and borderline (Ibero-

American, Ibero-Moorish, etc.) musical cultures that create their own piano traditions
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are also the result of the declared cultural encounter (Liu Wenjin’s «Fantasies on the
Theme of Three Gorges», Chen Peixun’s «Calm Lake, Autumn Moony», Wang
Jianzhong’s «Three Variations on a Plum Blossom Melody», Alexina Louis’s «Star-
Filled Night» and «Music for a Thousand Autumnsy, etc.). Therefore, the prospects for
further research on this topic are seen in the holistic panorama creation of the cultural
interactions results in the art of the twenty-first century, which requires the
involvement of the East piano cultures. Such research will contribute to a deeper
understanding of the nation mental specificity and their interaction in the rapidly
changing continuum of the modern globalised world, and this makes the presented
study open to a new vision of not only the «Other» but also the «Self» in the world
universalism context.

Key words: Ukrainian piano music, West and East, communication, «Other»,
Ukrainian musical mentality and identity, national musical culture, musical traditions,
archetype, interpretation, programme music, instrumental music, composer's

individual style, genre and style aspects, musical language, musical poetics, pianist.
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