AHOTAIISA

Maprtunwk M.B. XiHoui BokajgpHI aHCcaMmOJli B YKPaiHCBKOMY MY3UYHOMY
MuctenTBl XX — nmoyatky XXI cTomiTTs: BiJl (ONBKIOPY A0 aKaAeMIYHUX TPaJIUIIiil.
— KBamidikamiitHa HayKoBa mparis Ha IpaBax pyKOIHUCY.

Juceprarttist Ha 3100yTTS CTyINeHs JokTopa dutocodii 3a crnemianpHicTIO 025
My3suune mucrentBo. IlpukapnaTchKkuil HalllOHAJIBHUN yHIBEpCHTET iMeHiI Bacwuis
Credanuka, MiHicTepcTBO OCBITH 1 Hayku YKpainu, [Bano-OpankiBcbk, 2025.

JucepTaliiro  OPUCBAYCHO  JOCIDKCHHIO  JUHAMIKM  (PYHKIIIOHYBaHHS
BUKOHABCHKHX (POPM KIHOUOTO BOKAJILHOTO aHCAMOJIIO0 B YKPAiHCHKOMY KYJIbTYPHO-
Mucrenbkomy mpoctopi XX — moyatky XXI cTOmITTS y KOHTEKCTI (DOIBKIOPHUX,
aKaJeMIYHUX Ta €CTPATHUX TPAIAUIIIN.

O0’exkTOM JOCHIKEHHSI € YKpaiHChKE BOKAJIbHO-aHCaMOJIEBE MUCTEITBO Y
PI3HOMAHITTI Horo (popm 1 kaHpIB.

IIpeamerom ucepTalii € >KIHOYlI BOKaJibHI aHCaMOJl B yKpaiHCBKOMY
My3U9HOMY MHCTeNTBI XX — moyaTky XXI cTomTTs Big HOro TpaaMIlidiHUX
b oNbKIOpHUX POPM JI0 aKaJTEMIYHHX.

MeTorw [OCHKEHHSI TOCTa€ BHKOHABChbKAa JMHAMIKAa (PYHKIIOHYBaHHS
KIHOYMX BOKAJbHUX aHCAMOJIIB B YKPATHChKOMY KYJIbTYPHO-MUCTEIBKOMY MTPOCTOPI
XX —nouatky XXI CTOMITTA y KOHTEKCTI (DOIBKIOPHUX 1 aKaJIeMIYHUX TPAIULIH.

BianoinHo A0 MeTu aucepraiii, c(opMoBaHl Taki 3aBJAAHHS JOCIIIKEHHS:
CUCTEMATU3YBAaTU  JDKEpENbHY 0a3y  JIOCHIDKEHHS;, 3IIMCHUTH  ICTOPUYHY
NepioIn3aIlil0 PO3BUTKY MUCTELTBA IHOYOrO aHCaMOJIEBOTO CHIBY B YKPaiHCHKOMY
KyJbTYypHO-MHUCTEIbKOMY TIpocTopi XX — nmovatky XXI CT.; MOpiBHITH perioHalIbHi
(GONBKIOPHT OCOOMUBOCTI KIHOYMX (OpM aHCAMOJIEBOIO CHIiBY B YKpPaiHCBHKIN
KYJBTYpl Ta iX TPAHCISALIIO y JISUIBHOCTI KOJEKTHBIB; CTBOPUTH LIIICHY MMaHOpamy
TBOPYOCTI TPOBIJHUX KOJICKTUBIB YKpaiHM Ta YKPAiHCBKOi MdiacmopH, sKi
peNpe3eHTYIOTh Pi3HI CTWJIBOBI BOKaJIbHO-aHCAMOJIEBl HANPSIMU YIPOJOBXK MEPioay
JOCIIJIKEHHS; BUSBUTH JKaHPOBO-CTUJILOBI MPIOPUTETH pemHepTyapy >KIHOUUX
BOKAJIbHUX aHCaMOJIiB (POJILKJIOPHOTO, aKaJEMIYHOTO, €CTPAJHOTO CIPSMYBaHHS;

MPOaHANI3yBaTH PiBHI B3a€MOZIl (POJIBKJIOPY Ta aKaJeMiIYHOI MY3UYHOI KyJbTYpH B
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3pa3kax KOMIIO3UTOPCHKOI TBOPUYOCTI ISl JKIHOYMX aHCAMOJIIB PI3HUX PETIOHIB
VYkpainu, 30kpeMa Ha TpHUKIaAl 3akapraTrTs; BU3HAYUTH BUKOHABCHKI 3/100YTKH
MPOBIIHUX JKIHOYMX aHCAMOJICBUX KOJICKTHUBIB B YKPaiHCBKOMY MYy3UYHOMY
MHUCTENTBI  (KOHIEPTHO-TACTPOJbHA  JISUIBHICTh, KOHKYpPCHO-(eCTHBajbHA 1
3BYKO3aIHCHA TBOPYICTB).

HaykoBa HOBHM3Ha [ucepTaiiiiHOi poOOTH MOJsIrae B TOMY, IO 6nepule:

y3arajlbHeHO (popMH Ta JUHAMIKY OCOOJMBOCTEH PO3BUTKY JKIHOUMX OIHOPITHHMX
ancamOmiB B Ykpaini ynpoaosxk XX — noyatky XXI cTomiTTs Bix (GOIBKIOPHOTO A0
aKaJIeMIYHOTO HaIpsMY; 3A1HCHEHO MOPIBHAHHS (DOJIBKIOPHUX TPAJIUIIN >KIHOYOTO
KOJIEKTUBHOIO MY3MKYBaHHSI PI3HUX pErioHiB YKpaiHU Ta iX BIJOOpakeHHS Yy
TBOPYOCTI CY4YaCHMX KOJICKTUBIB; BHM3HAUEHO TEHJCHIIII PO3BUTKY penepryapy
KIHOYMX aHCAMOJIEBUX KOJIGKTHBIB aKaJeMIYHOTO CIPSIMYBaHHS, BBEICHO [0
HAayKOBOro oOOIry aHaji3 TBOpPYMX 3J00YyTKIB JKIHOUMX aHcaMmOJliB YKpaiHu Ta
yKpaiHChbKOi jiacriopu  (DOJBKIOPHOTO, aKaJeMIYHOr0, €CTPaJHOrO HamlpsMiB;
MPOAHAJII30BaHO pETiOHAJIbHI BUMIPH TBOPYOI MISUTBHOCTI KIHOYMX KOJICKTHUBIB,
30kpemMa  3akapmarTs, MO03HAUYeHMX MDKHAIIOHAJTbHUMH  BIUIUBAMHU;  TaKOX
O0ONOGHEHO:
BU3HAYECHHS peNepTyapHUX TEHJEHUIA B aHCaMOJIEBOMY JKIHOYOTO OaHIypHOMY
BUKOHABCTBI; y3arajibHEHHs 3J00YTKIB KIHOYMX aHCaMOJEBUX KOJICKTUBIB
YKpaiHCBKOI Jiactiopu; Yy poOOTI 3HAluI0 nPOO08IHCceHHA: BU3HAYCHHS (DaKTypHUX
0COONMBOCTE TBOPIB JUIsl KIHOYMX aHCAMOJIIB Yy 3pa3kax KOMIIO3UTOPCHKOT
TBOPYOCTI Ta Pi3HUX TUITIB 0OPOOKH i1 apaH)KyBaHHS.

MeToxoJorifo JOCTIUKeHH CKJIagac KOMIUIEKC IIIXOMIB Ta METO/IIB
3arajbHOro 1 crHemiaibHOro crnpsaMyBaHHs. Cepea MPIOPUTETHUX METOAOJIOTIYHUX
MIXO/IB y JUCepTallii BUKOPUCTAHO icmopuyHuti nioxio, 30KpemMa HWOro icmopuko-
XPOHONO2IYHUL MA ICMOPUKO-MUNOLOSIYHUL MEeMOOU, 0XHCePelo3HABUULL, CUCEMHO-
@DYHKYIOHATbHUL, KYIbMYPOAOIYHUL MA COYIOKYIbMYPHUL NiOX00U Ma 8IONO0GIOHI iMm
MemooOu, TIOBSI3aHI 13 3’MCYBaHHSIM CHEIU(IKA CTHIBOBUX TPaAULIA B XKIHOUOMY
aHcaM0JIEeBOMY BUKOHABCTBI Ha PI3HUX €Tanax pO3BUTKY YKPAiHCHKOI KyJbTYpH Ta il

B32€MO/IIT 3 THITUMU HaAIlIOHATFHUMU KYJIbTypaMu, MOMIHUPEHHS PI3HOMAaHITHUX (opM
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’KIHOUOTO aHCcaMOJI0 B YKpPaiHCBKOMY CEpEIOBHUIIl 3a KOPIAOHOM. AHanimuyHuil
METOJI BUKOPUCTAHO JUIsI ONPAIIOBAHHS HAyKOBOI JiTEpaTypu 3 MNpoOJIeMaTUKU
poOOTH, a TaKOX 3BYKOBHX 1 HOTHUX MaTepiamiB. Emnipuuni memoou 00CaioNceHHs.
(cocTepekeHHs, CITUIKYBaHHS, OMUTYBaHHS, IHTEPB’10) 3aCTOCOBAaHI aBTOPKOIO IS
aHami3y ayaio Ta BiJACO3pa3KiB TBOPYOCTI JKIHOYMX aHCAMOJiB, KOMYHIKAIii 3
KEepIBHUKAMH Ta y9aCHUKAMU KOJICKTHBIB.

TeopernuHe 3HauCHHS JOCHDKCHHS TMoJisirae (QopMyBaHHI KOHIISIIIIT
ICTOPUYHOT JAMHAMIKH PO3BHUTKY KIHOYOTO BOKAJIBHOTO aHCaMOJI0 B yKpaiHCHKiN
KyJbTYypl, IO CHOPUSATUME BUABY ii JUHAMIKH PO3BUTKY Ta (HOPMOTBOPUMX 3acall
¢bynkuionyBanHa. [IpakTu4yHe 3Ha4YeHHS pPOOOTH TMOJSTaE Yy MOMIMBOCTAX
BUKOPUCTAaHHSA 11 pPE3yJlbTAaTiB y BHUKOHABCHKIM iSUIBHOCTI KOJIEKTHBIB — SIK
(GOJIBKIOPHOTO, TaK 1 akKaJeMIYHOrO CIPSMYBaHHS, a TaKOX VY IIporpamax
HaBUYAJIbHUX KypciB «MeToanKa BHXOBaHHS TOJIOCY», «AHCaMOJIeBUU KJacy,
«BoxanpHuit aHcaMOb», «ApaHKyBaHHS Ta 00poOKa sl BOKAIBHUX aHCAMOJIBY Y
3aKj1a/1ax BUIIOI OCBITH CIEIIAIBHOCTENH My3UYHOTO CIIPSIMYBaHHSI.

BucHoBku aucepramii BukiageHl y 14 nmyOmikaumisx, 3 skux 4 — y ¢paxoBHux
BUJIaHHAX YKpainu kareropii «by 3a cnemianbhicTio 025 My3uuHe MUCTENTBO; 3 — Y
NepIOANYHUX 3apyODKHUX BUAAHHAX; / — y anpoOaliiHUX BUAAHHAX (MaTepiaiu i
T€3U KOH(PEPEHIIiN).

XKinounii BokanpHUN aHCAMOJb — MOMITHA W SCKpaBa CTOPIHKA YKPaiHCHKOT
MY3H4HOI KyTbTypH. Moro (GyHKIOHYBaHHS 3aCBiT4yeThCS JUHAMIYHEM PO3BUTKOM,
MOYMHAIYHM 3 PI3ZHOMAHITHUX (OJBKIOPHUX (POPM MY3WKYBaHHS, BIIMIHHHX 3a
YUCEIbHUM 1 TEMOPOBHUM CKIJIQJIOM, MaHEPOK CIBY, pemepTyapoM, IO
TpaHC(POpMyBaJIUCS, CHUHTE3YBIMCS 3 akajeMiyHUMH TpaguiisMu. Cporojasi
CIIOCTEPITraloThCsl BHPA3HI HOBITHI KOJEKTHUBH, IO PEMPE3CHTYIOTh 30epeKeHHs
TpaJMIiii ~ aBTEHTUYHOrO  CIIBY, TMPOSIBIB  BHUKOHABCHKOTO  (POJBKIOPHU3MY,
aKaJeMIvHOTO KaMEpPHOTO aHCAaMOJIFOBAHHS, a TAKOXXK MOJCPHUX €CTPATHO-IKa30BUX
dhopm.

VYrponoBx XX CT. B yKpaiHCbKOMY KYJIbTYPHO-MHUCTELBKOMY ITPOCTOPI KIHOY1

aHcaMOJi TPEeACTaBUIM KOHIEPTHO-MHUCTEIbKI 3M00yTKH y PpI3HUX JKaHpax,
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po3mupeHHs pernepryapy a capella ta 3 pi3HEMH THDAMM AKOMITAHEMEHTY
(bopremiano, ritapa, OaHaypa, IHCTPYMEHTaJIbHI CTPYHHI Ta  HapOIHO-
IHCTpyMEHTaNbH1 ~ aHcamOIi, JpKa3-OeHIW, ecTpajHi KOJEKTHUBU, E€CTPaaHO-
cUMGOHIYHUHN, KAMEPHHUI Ta HAPOJHO-IHCTPYMEHTAIBHUN OpKecTpHu Ta iH.). XKinoui
aHcamOJi WIUIBHO CHIBIOPALIOIOTH 3 KOMIIO3UTOPAMU Y TIOIIYKY HOBHUX 3pa3KiB
aBTOPCHKOT My3HWKH, OOpoOOK, apamKyBaHHs. PO3BHUTOK JKIHOYMX BOKAJIBHHUX
aHcaMOJIIB 3aCBIIUYETHhCS TAaKOXX UUCICHHUMHU 3pa3kaMd HOTHHMX BHJIaHb, a
HaWOLIbIIIE —  BUKOHABCHKOI  TBOPUYOCTi,  3adikCcoBaHOI y  3BYKO3amucax,
MIPE3CHTOBAHUX Ha (ECTUBAJIAX 1 KOHKYpPCaX, y KOHIIEPTHO-TACTPOJIbHIN AIsUTBHOCTI.

TBopuicTh XKiHOUMX aHCaAMONIB ymnpoaoBk XX — mouatky XXI cromith
3HAMIIJIA CBOI BUSIBM HE JIUIIE B YKpaiHi, ajie i B CEpeIOBHUILI YKPAIHCHKOI 11acOpH,
3aCBIUYBAJI0 TPAHCIISIIIO I[HOTO BUIY BUKOHABCTBA, MOILIYKH HOBOTO pENepTyapy,
HEOOXITHICTh 30€peKEeHHsI TpaJMIiil HallOHANbHOI My3uKH. Po3mairts Qopm 1
JKaHPIB, pernepryapy Ta BUKOHABCHKOI CTUJIICTUKH >KIHOYMX BOKAJIbHUX aHCAMOJIIB
3yMOBWJIO NOTPEOM HAYKOBOT'O OCMMCIIEHHS OCHOBHMX TEHJAEHIIM MOro pPO3BUTKY.
[IpoBeneHe MOCHIIKEHHST aHaJi3y »*IHOYOTO aHCaMOJIEBOr0 MHCTEITBA YKpaiHU Ta
3apyO1KKs, J03BOJUIIO 3POOUTH TaKl BUCHOBKH.

3arajioM iHOYl aHCaMOJIeB1 KOJEKTUBU MOXHa KJIACU(IKYBATH 3a KiIbKICHUM
ckaadom (Bix 2 no 10 oci0); 3a xapakmepom cnigy (a capella uu 3 cynpoBomom), 3a
Xapaxkmepom noOymyeaHHs (bosbkOpHI ABTEHTUYHI, BHUKOHABCHKOT'O
donpKIOpU3My, akajeMiuHi — npodeciiiHi, aMaTOPChKi); 3a Micyem OisibHOCMI
(Ykpaina, miactiopa); 3a npiopumemnum penepmyapom (GoabKIOPHUM, (HOIBKIOPHO
CTHJII30BaHUM, aKaJIeMIYHHM, €CTPAIHO-PKA30BUM).

Axmo o mouyatky XX CT. PO3BUTOK >KIHOYOTO aHCaMOJIEBOTO CIHIBY BKeE
OTpUMaB CBOi perioHanbHI  onpkiiopri  ocobmuBocTi  (Ilomices, Tlomimms,
Yepuirimuuu, Kapnarcekoro kparw), TO ynpoAoBx XX CT. BOHU aKTHUBHO
BUBYAIOTHCS Ta PEKOHCTPYIOIOTHCA Yy [ISUIBHOCTI KOJIGKTHMBIB PI3HHX oOjactei
Vkpainn: «beperunsi»y, «Kamuran (YepniriBmumna, «boBcyHIBChKI — 6a0yci»
(OKutomupmuna), «[opmauusy, «binmpuankay (Ilomimwist), «peo» (IlonraBmiuna),

«PoBecHui» (IBano-®pankiBmyHa), «Ykanka», «Po3mMapis» (3akaprarts) Ta iH.
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Psin ancam06:1iB, 0COOJIMBO PEriOHIB €THOMOTPAHUYYS, PENPE3CHTYE HE JIUIIE
YKpaiHCBhKI Ta perioHanbH1 (TyIyJIbChKI, JJEMKIBChKI, OOMKIBCHK1) TpauIlii CIIBY, aJjie
i 1HOHamioHaNbHI: yropcbki («Pykayn), cmoBanpki («JlinTtakm»), pyMyHCBKI 1
nuranchbki («I'yaakuy») ToIo.

CTBOPIOETHCS 1 PsIi HOBUX KOJIGKTHBIB, 30KpeMa y HaBYAJIbHUX 3aKiaiax Ta
3aknamax KyneTypu («MwuxaitnoBe uymo», «Poxanuisiy, «PomoBimy, «Spunay,
«Kpamuus», «Pokconanis», «bykoBuHoukay, «CepmaHok» Ta 1H.), MpOTe
CTIIOCTEPIraloThCs BIAMIHHOCTI y TBOPUYMX MaHepax Takux aHncamOmiB. OKpeMi 3 HHX,
Opi€eHTOBaHI Ha (DOJBKIIOPHI MEPIIOKEpeNa 3 MOJHOBUX 3alHUCIB 1 KOMYHIKAI 3
HOCISIMU  (DOJIBKJIOPY, CHOPSIMOBaHI Ha TOYHE BIATBOPEHHS (KOMIIOBaHHS) MaHEpU
CHiBY ¥ TOBIPKHM, THIIIB 0araTorojoccsi, >KaHPOBUX OCOONIMBOCTEW. [HI
BUKOPUCTOBYIOTh  (POJIBKJIOpPHI ~ JpKepeda  sSK  IMIIyJbC  HOBOi  TBOPYOCTI,
NIEPEOCMHUCIIEHHS OPHUIIHATy B HOBHUX COI[IOKYJBTYPHHUX yMOBaxX Ta CEPEIOBHILI
penpe3enTtanii. Tak BUHMKAIOTh HOBI CTUJIbOBI MaHEpU BHKOHAHHSA, LIO0 MOXYTb
OanmaHCyBaTH Ha MEX1 aBTEHTUYHOTO M aKaJIeMIYHOTO CHiBY, aBTEHTHKHU W €CTpaJHOl
MYy3UKHA. Y TaKUX HOBHUX XaHpPaX MOXYTb CHHTE3yBaTHCS W 1HOKYJIBTYPHI BIUIMBU
IOJJI0 METPOPUTMIKH, BUKOPUCTOBYBATUCS SIK CTAapOJaBHI TOBIPKH (TYLYJBbCBKI,
OOMKIBCBKI, JIEMKIBCBKI Ta 1H.), TaK 1 TEKCTH JIITEPATYPHOT MOBH 3 TUCEMHUX JIXKEPEIL.

VYoponox XX — mnowatky XXI CcTONITP CHOCTEpIra€ETbCS CUCTEMHE
GyHKIIOHYBaHHSA O KIHOYMX BOKAJIbHO-aHCAMOJICBUX KOJIGKTHBIB YKpaiHM Ta
YKPAiHCBKOI J1acliopH, SIKI PEnpe3eHTyIOTh pi3HI (OpMHU, CTUIBOBI HaIpsIMHU,
OaratomaHITTs penepTyapHux 3paskiB. [0 cuctemy ckiangaioTh, Haumnepiie, i
OCHOBHI €JEMEHTH — BIJIACHE cami KOJEeKTUBH. I[licucTeMHUMH YTBOPEHHSIMU
MOCTAlOTh CTUJIbOBI HANpSAMM I1X BUKOHAaBCTBA — (DONBKIOPHUN, aKaJAEMIYHHIM,
ecTpagHo-nionyspHuil. KoMnoHeHTaMu cUCTEMHU € pernepTyapHi MHOKMHHU TBOPIB,
0 TPYHTYIOThCA Ha (DOJBKIOPHUX JKepenax (KaHpax) B IX INEPBUHHOMY YU
TpaHchopMOBaHOMY BHII (0OpOOKH), KOMIIO3UTOPCHKI TBOPH (ITiCHI, mep(opmMaTUBHI
KOMITO3HIIIT), apaHKyBaHHS Ta KaBEepH.

JXKaHpoBO-CTUILOBI MPIOPUTETH PENEPTyapy >KIHOUMX BOKAIBHUX aHCaMOIIIB

PI3HITHCS BIAMOBIMHO A0 (popMaTy KOJEKTUBIB — iX KUIBKICHOTO CKJIAy Ta SIKICHO-
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TeMOpaJbHUX MOKa3HUKIB. Bimomo, 110 camMe y TypTOoBOMY (KOJIEKTUBHOMY) CIIiBi
3MIHHICTh MaHEPH CIHIBY, peNepTyapHOTO BUOOPY, CTUIIICTUKHA BUKOHAHHS € CYTTEBO
3aJIe)KHOI0 CaMe BiJl CKJIaJy yYaCHHUKIB, 1[0 BIUIMBA€ HAa WOTO TBOPYUY IISUTHHICTD,
cnenudiky BuOOpYy pemnepTyapy — (POJBKIOPHOTO, aKaaeMiYHOr0, €CTPaJHOTO
COpsSAMYBaHHS, a TaKOoX iX CHHTE3y. B ocTaHHE JECATHIITTA HaA3BUYANHY
HOMYJISIPHICT OTPUMANIA KaBepu 3apyODKHUX W yKpaiHCHKUX MICEHHUX PETPO-XITiB,
K1 3By4aTh Yy HOBOMY apaHXyBaHHI, 3 OPUTIHAJIBHUM CYIPOBOJOM aKyCTUYHHUX YU
eJICKTPOHHUX 1HCTPYMEHTIB, (pOHOTpaM.

PerionanbHa crnemnudika po3BUTKY XIHOYMX aHCaMONIB B YKpaiHi 3acBIaUye
piBHI B3aeMojii (POJBKIOPY Ta aKaJeMI4HOi MY3MYHOI KYJbTypH B 3pa3Kax
KOMITO3UTOPCHKOI TBOPYOCTI. YKpAiHCBKUM MEIOAU3M, JIIPUYHO-POMAHTHUYHHMA
CTHJIb, 0AraTCTBO MOXJIMBOCTEH 1HTEpBAIBHOIO (MapajelibHi TepIlii, CEKCTH, OKTaBH),
aKOpIOBO-TAPMOHIYHOTO  (TPU3BYKH, CENTAaKOPAH, HOHAKOPAH), TOMO(OHO-
TFApMOHIYHOTO BHUKJIAQAy CTaJd OCHOBOIO TBOPYOCTI KOMIIO3UTOPIB MJIsl SKIHOYMX
BOKAJILHUX aHCaMOJIiB yIpoJoBxk ycboro XX cT. — Big M. Jlucenka, C. JlronkeBuya,
b. JIstommucbkoro — 10 A. Koc-Anaronbscekoro, I. [llamo, M. Ckopuka, B. IBacroka,
JI. Konony6a, €. Ko3zaka, 1. Ilokmana, I. Kapabuns, b. SHiBcbkoro, b. ®inbl,
K. Konony6, B. ITaBiikoBcekoro ta iH. ChOrojiHi BOKajdbHO-aHCaMOJieBa TBOPYICTh
IIMPOKO TMpejacTaBiieHa y gopoOky B. Bmacoa, €. Minku, B. Crenypka,
O. I'epacumenko, P. JlicoBoi Ta iH., Ki KOMIOHYIOTh TBOPH JIJIsl KOJICKTHUBIB PI3HOTO
ckimany sk a capella, Tak i 3 cympoBomom (30kpema uisi ¢opTemiano, OaHmyp,
KaMepHHUX OPKECTPIB TOLIO).

Crocrepiraerbcsi 3HayHE 3aIliKaBJICHHS 31 CTOPOHU KOMIIO3UTOPIB 1
€JIEeMEHTaMH PETIOHANIBHUX TPAAULIH (HONBKIOPY, 10 3HAXOAATh CBOE BITOOpaXKEHHS
y TeMaTHIll Ta JKaHpaxX TBOPYOCTI. 30KpeMa, Yy TBOPUOCTI KOMIO3UTOPIB 3aKapnaTTs
(4. 3amopa, M. Ilonenka, B. IlomoBuua, ®. TypssHuHa Ta 1H.) MOMITHUMHU
TEHEJICHIIIMA € BHUKOPUCTAHHS HE JUINE TEMaTHUKUA Kpaw, ajle # MeJIOIuKH
PUTMIKH I[bOTO MOJIIKYJIBTYPHOTO PETIOHY.

3HauHI BUKOHABCHKI 3100YTKH MPOBIIHUX KIHOUYMX aHCAMOJIEBUX KOJIEKTUBIB

B YKpaiHChKOMY MY3MYHOMY MHCTELTBI CIIOCTEPITalOThCS y IUIOMIMHAX KOHIEPTHO-
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racTpoJIbHOI ~ JISUIBHOCTI,  KOHKYpPCHO-()€CTHUBAJIBLHOTO  PYXy, 3BYKO3aIUCHOI
TBOpPUOCTI. BOHM akTMBHO NpeACTaBlieHI W Ha HOBHX 3BYKOBUX CTPIMIHTOBHUX
wiatropmax, CHPUSIOTH 3HAWOMCTBY 3 YKpPAiHCBKUMHU BOKaJIbHO-aHCAMOJIEBUM
MUCTELTBOM JJIA HIMPOKOi ayauTopii, 30kpema 3apyOikHoi. CTaHOM Ha ChOTOJIHI
YHUCIIEHH] KIHOY1 BOKAJbHI KOJEKTUBU PENPE3CHTYIOTh BCl HANpPSIMH BHUKOHABCTBA,
3a0e3Mevyyroun  JKaHpOBE  pPO3MAiTTsA,  pemepTyapHi  HOBallli,  CTUJIBOBY
0araToMaHITHICTb.

Cepen KOJEKTUBIB YKpaiHU OCTaHHIX JIECATUIITD, SIKI aKTUBHO PEMPE3CHTYIOTh
JKIHOYMH BOKAJIBHUN aHCaMOJIb Yy MOro pi3HOMaHITHUX KaHPOBO-CTUILOBUX
HampsiMax Ha KOHIEpTax, (ecTuBaisAxX, Ciia Bim3Hauutu Tpio «KpaitHs xartay,
«Conop’i I'anuuunmy, rypT «Jlago», oapkrypru «Kopani», «HepBoHi Maku», TPIo
«KURBASY», nyer cecrep Tenbuiok, «Ledies’trion, «YAGODYy», «Dakh
Daughters», «Freedom Jazz», «Panivalkova», «Yxpanis» ta iH. Takoxk akTHBHY
TBOpUY MAISUTHHICTH MPOSBOJSATH KOJEKTUBH YKPAiHCHKOI J1acIOpH, fKI ChOTOMHI
PEMpe3eHTYIOTh YKPAiHChKl HaIllOHAIBHI TpaJullii CIiBY 3a KOPAOHOM, IIe TYpPTH
«Kammnay, «Dagadana», «Wernyhora», «Krajka», «Folke Melodie» (ITospma),
«Hamucro» (JIutsa), «Fajna» (ABcTpis) Ta iH.

Knrouosi cnosea: BOKampbHUM aHcaMOJIb, JKIHOUMH BOKaJIbLHHI aHCaMOIIb,
BOKAJIbHO-aHCaMOJIeB€ MHCTELTBO YKpaiHM Ta YKpPAiHChKOI Aiaclopd, My3UYHA
KyJbTypa YKpaiHM Ta yKpaiHCBKOi JiacropH, (QOJBKIOPHI Tpaauilli, akaaemizallis,
yKpaiHChKa TIICEHHA €cTpaja, >KIHOYMI aHcamOib OaHIypUCTOK, OaHAypHE
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The dissertation is devoted to the study of the dynamics of the functioning of
the performing forms of the female vocal ensemble in the Ukrainian cultural and
artistic space of the twentieth and early twenty-first centuries in the context of
folklore, academic and pop traditions.

The object of the study is Ukrainian vocal ensemble art in its diversity of
forms and genres.

The subject of the dissertation is women’s vocal ensembles in the Ukrainian
musical art of the twentieth and early twenty-first centuries from its traditional
folklore forms to academic ones.

The purpose of the study is to examine the performance dynamics of women’s
vocal ensembles in the Ukrainian cultural and artistic space of the twentieth and early
twenty-first centuries in the context of folklore and academic traditions.

In accordance with the purpose of the dissertation, the following research
objectives were formed: to systematize the source base of the study; to carry out a
historical periodization of the development of the art of women’s ensemble singing in
the Ukrainian cultural and artistic space of the twentieth and early twenty-first
centuries; to compare regional folklore features of women’s ensemble singing forms
in Ukrainian culture and their translation in the activities of collectives; to create a
holistic panorama of the work of leading collectives of Ukraine and the Ukrainian
diaspora representing different vocal ensemble styles.

The scientific novelty of the dissertation is that for the first time: the forms
and dynamics of the peculiarities of the development of women’s homogeneous
ensembles in Ukraine during the twentieth and early twenty-first centuries from
folklore to academic direction are generalized; the folklore traditions of women’s
collective music making in different regions of Ukraine and their reflection in the

work of modern ensembles are compared; the trends in the development of the
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repertoire of women’s ensemble groups of academic direction are determined; the
analysis of the creative achievements of women’s ensembles of Ukraine and the
Ukrainian diaspora of folklore, academic and pop directions was introduced into
scientific circulation; regional dimensions of the creative activity of women’s groups,
in particular Transcarpathia, marked by interethnic influences, were analyzed; also
supplemented:

identification of repertoire trends in women’s bandura ensemble performance;
generalization of the achievements of women’s ensemble groups of the Ukrainian
diaspora;

continued with the identification of textural features of works for women’s
ensembles in samples of composers’ creativity and various types of processing and
arrangement.

The research methodology consists of a set of approaches and methods of
general and specialization. Among the priority methodological approaches used in the
dissertation are the historical approach, in particular its historical-chronological and
historical-typological methods; source, systemic-functional, cultural and socio-
cultural approaches and their corresponding methods related to the elucidation of the
specifics of stylistic traditions in women’s ensemble performance at different stages
of the development of Ukrainian culture and its interaction with other national
cultures, the spread of various forms of women’s ensemble in the Ukrainian
environment abroad. The analytical method was used to study the scientific literature
on the topic of the study, as well as sound and music materials. Empirical research
methods (observation, communication, surveys, interviews) were used by the author
to analyze audio and video samples of women’s ensembles, and to communicate with
the leaders and members of the ensembles.

The theoretical significance of the study lies in the formation of the concept
of the historical dynamics of the development of the female vocal ensemble in
Ukrainian culture, which will contribute to the identification of its dynamics of
development and formative principles of functioning. The practical significance of

the work lies in the possibilities of using its results in the performance activities of
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groups — both folklore and academic, as well as in the programs of the courses
«Methods of voice education», «kEnsemble class», «Vocal ensemble», «Arrangement
and processing for vocal ensembles» in higher education institutions of music
specialties.

The conclusions of the dissertation are presented in 14 publications, of which 4
are in professional publications of Ukraine of category «B» in the specialty 025
Musical Art; 3 — in periodicals abroad; 7 — in approbation publications (materials and
abstracts of conferences).

Women’s vocal ensembles are a prominent and vivid page of Ukrainian
musical culture. Its functioning is evidenced by its dynamic development, starting
with various folklore forms of music-making, different in number and timbre, singing
style, and repertoire, which were transformed and synthesized with academic
traditions. Today we can observe distinctive new groups that represent the
preservation of the traditions of authentic singing, manifestations of performing
folklore, academic chamber ensembles, and modern pop and jazz forms.

During the twentieth century, women’s ensembles in the Ukrainian cultural and
artistic space presented concert and artistic achievements in various genres,
expanding the repertoire acapella and with various types of accompaniments (piano,
guitar, bandura, instrumental string and folk instrument ensembles, jazz bands, pop
groups, pop-symphonic, chamber, and folk-instrumental orchestras, etc.) Women’s
ensembles work closely with composers in search of new samples of original music,
instrumentation, and arrangements. The development of women’s vocal ensembles is
also evidenced by numerous examples of music publications, and most of all by the
performance creativity recorded in sound recordings presented at festivals and
competitions, and in concert and touring activities.

The creativity of women’s ensembles in the twentieth and early twenty-first
centuries found its manifestations not only in Ukraine but also among the Ukrainian
diaspora, testifying to the transmission of this type of performance, the search for
new repertoire, and the need to preserve the traditions of national music. The

diversity of forms and genres, repertoire and performance stylistics of women’s vocal
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ensembles necessitated a scientific understanding of the main trends in its
development. The study of the analysis of women’s ensemble art in Ukraine and
abroad allowed us to draw the following conclusions.

Generally speaking, women’s ensemble groups can be classified by their size
(from 2 to 10 people); by the type of singing (a capella or with accompaniment); by
the nature of their existence (authentic folklore, performing folklore, academic —
professional, amateur); by their location (Ukraine, diaspora); by their priority
repertoire (folklore, folklore-stylized, academic, pop-jazz).

While by the beginning of the twentieth century the development of women’s
ensemble singing had already acquired its regional folklore features (Polissya,
Podillia, Chernihiv, and the Carpathian region), during the twentieth century they
were actively studied and reconstructed in the activities of groups from different
regions of Ukraine: «Berehynia», «Kalyta» (Chernihiv region), «Bovsunivski
Babusi» (Zhytomyr region), «Horlytsia», «Bilchanka» (Podillia), «Drevoy» (Poltava
region), «Rovesnytsia» (Ivano-Frankivsk region), «Uzhanka», «Rozmariya»
(Zakarpattia), etc.

A number of ensembles, especially in ethnic border regions, represent not only
Ukrainian and regional (Hutsul, Lemko, Boyko) singing traditions, but also foreign
ones: Hungarian (Ruzha), Slovak (Liptaks), Romanian and Gypsy (Hudaki), etc.

A number of new groups are also being created, in particular in educational and
cultural institutions («Mykhailo’s Miracle», «Rozhanytsia», «Rodovid», «Yarynay,
«Kralytsia», «Roksolania», 2Bukovynochka», «Serpanok» etc.), but there are
differences in the creative styles of such ensembles. Some of them, focused on
folklore primary sources from field recordings and communication with folklore
carriers, aim to accurately reproduce (copy) the manner of singing and speaking,
types of polyphony, and genre features. Others use folklore sources as an impetus for
new creativity, rethinking the original in new socio-cultural conditions and medium
of representation. In this way, new stylistic manners of performance emerge that can
balance on the edge of authentic and academic singing, authenticity and pop music.

Such new genres can synthesize foreign cultural influences in terms of metrical
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rhythm, use both ancient dialects (Hutsul, Boikos, Lemkos, etc.) and texts of literary
language from written sources.

During the twentieth and early twenty-first centuries, there was a systematic
functioning of women’s vocal ensemble groups in Ukraine and the Ukrainian
diaspora, representing various forms, stylistic trends, and a variety of repertoire
samples. This system is composed, first of all, of its basic elements-the ensembles
themselves. Subsystemic formations are the stylistic directions of their performance:
folk, academic, and popular. The components of the system are repertoire sets of
works based on folklore sources (genres) in their original or transformed form
(arrangements), compositions (songs, performative compositions), arrangements and
COVers.

The genre and style priorities of the repertoire of women’s vocal ensembles
vary according to the format of the groups - their quantitative composition and
qualitative and timbral indicators. It is known that in group (collective) singing, the
variability of singing style, repertoire choice, and performance style is significantly
dependent on the composition of the participants, which affects their creative activity,
the specifics of the choice of repertoire - folk, academic, pop, and their synthesis. In
the last decade, covers of foreign and Ukrainian retro hits have become extremely
popular, which sound in a new arrangement, with original accompaniment by
acoustic or electronic instruments and phonograms.

The regional specificity of the development of women’s ensembles in Ukraine
demonstrates the levels of interaction between folklore and academic musical culture
in the samples of composers’ creativity. Ukrainian melodism, lyrical and romantic
style, a wealth of possibilities for interval (parallel tertiaries, sextets, octaves),
chordal and harmonic (triads, septacords, nonchords), and homophonic and harmonic
presentation became the basis of composers’ work for women’s vocal ensembles
throughout the twentieth century. — from M. Lysenko, S. Liudkevych,
B. Liatoshynskyi to A. Kos-Anatolskyi, I.Shamo, M. Skoryk, V. lvasyuk,
L. Kolodub, Y. Kozak, I.Poklad, I. Karabyts, B. Yanivskyi, B. Filts, J. Kolodub,
V. Pavlikovsky, and others. Today, vocal and ensemble works are widely represented
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in the works of V. Vlasov, E. Milka, V. Stepurko, O. Herasymenko, R. Lisova, and

others, who compose works for groups of different composition both acapella and
with accompaniment (in particular, for piano, banduras, chamber orchestras, etc.).

There is a significant interest on the part of composers in elements of regional
folklore traditions, which are reflected in the themes and genres of their work. In
particular, in the works of composers from Transcarpathia (D. Zador, M. Popenko,
V. Popovych, F. Turyanyn, etc.), notable trends include the use of not only the
themes of the region, but also the melodies and rhythms of this multicultural region.

Significant performing achievements of leading women’s ensemble groups in
Ukrainian music can be observed in the areas of concert and touring activities,
competition and festival movement, and recording work. They are also actively
represented on new audio streaming platforms, promoting the introduction of
Ukrainian vocal and ensemble art to a wide audience, including foreign ones. As of
today, numerous women’s vocal groups represent all areas of performance, providing
genre diversity, repertoire innovations, and stylistic diversity.

Among the Ukrainian groups of recent decades that actively represent female
vocal ensembles in their various genres and styles at concerts and festivals, it is worth
mentioning the trio «Kraynya Hata», «Solov’i Halychyny», the band «Lado», the folk
groups «Koraly», «Chervoni Maky», the trio «KKURBASY», the Telnyuk sisters’
duet, «Ladies’trion, «YAGODY», «Dakh Daughters», «Freedom Jazzy,
«Panivalkovay», «Ukrania», and others. Ukrainian diaspora groups are also actively
engaged in creative activities, representing Ukrainian national singing traditions
abroad. These include the bands «Kalynay», «Dagadana», «Wernyhora», «Krajka»
(Poland), «Folke Melodie» (Norway), «Namysto» (Lithuania), «Fajna» (Austria), and
others.

Keywords: vocal ensemble, female vocal ensemble, vocal ensemble art of
Ukraine and the Ukrainian diaspora, musical culture of Ukraine and the Ukrainian
diaspora, folk traditions, academization, Ukrainian pop music, female bandura
ensemble, bandura performance, compositional creativity, adaptation, arrangement,

genre and style characteristics, competition and festival movement, sound recordings.
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