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YK 781.68
Beponika TopmaxoBa

OCOBJIMBOCTI IHTEPIIPETAILIT B TOII-MY3HUIII

Y cmammi euoxpemneno xapakmephi pucu ecmpaoHoi My3uku ma 6UCIMJeHO ii CIuibogi
Hanpamkuy. Ilpoananizosano pi3Hi munu MY3uyHoOi IHmepnpemayii, OCHOB0I0 SKOI € MmeKCm,
npeocmasnenuti K HOMHUM 3anucom, maxk i aydio- uu eideomamepiaramu. Poskpumo cneyugixy
inmepnpemayii 8 non-my3uyi, KA Hawuacmiuie modce OYmu meopuicmio 8UKOHABYS, KOMNO3ZUMOPA
(apanscysanvhuuxa) ma pexcucepa. Hageoeno xomniexc 3acobis, ki 3MiHIOIOMbCA NI 4ac CIM8OPEHHS
iHmepnpemayiinoi 6epcii meopy, wjo HAIEHCUMb 00 eCIPAOHOL MY3UKU.

Knrouoei cnosa: ecmpaona mysuxa, non-mysuxa, mexcm, iHmepnpemayisi.

Beponuka Topmaxosa
OCOBEHHOCTHU UHTEPIIPETALIUM B I10II-MY3bIKE

B cmamuve 6videnenvl xapakmephvle uepmbl 3CMPAOHOU MY3bIKU U OCBEUjeHbl ee CIMULEEbLE
Hanpaenenus. Ilpoananusupoeano pasiuunvie Munvl MY3bIKAIGHOU UHMEPAPEMayull, OCHOBOL
KOMOopot  AGIsAemcss MeKCh, NpeOCMAGIeHHblll KAK HOMHOU 3anucvio, max u ayouo- umu
sudeomamepuaiamu. Packpeima cneyugura unmepnpemayuu 6 NON-My3blKe, KOMOPAs 3a4aCmyrO
AGIAEMC. MBOPUECMBOM UCHOTHUMENS, KOMNO3ZUMopa (apaudcuposwuxa) u pescuccepa. llpuseden
KOMAJIEKC — cpedcme, KOmMOopble UBMEHSIOMCS NpU  CO30AHUU  UHMEPNPEemAayuoHHOU  8epCuil
npou38edeHUst, OMHOCAWE20Cs K ICMPAOHOU MY3bIKe.

Knrwuesvie cnosa: 5cmpaonas mMy3vika, NOR-MY3blKa, MeKCM, UHMEPAPEmayusl.

Veronika Tormakhova
FEATURES OF INTERPRETATION IN POP MUSIC

The existence of music as an art form is inextricably linked to its sound reproduction. Process
performance of musical works creates the phenomenon of interpretation. However, in different styles
and directions, it is fundamentally another. Analysis of pop music took place in the Ukrainian
musicology. As in other areas — primarily academic (classical) music — interpreting the phenomenon
plays important, but its role in jazz, rock and pop styles will be fundamentally different. Studies of
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interpretation in the direction of pop music are a challenge that requires scientific study because of its
lack of coverage in musicological literature.

Referring to the analysis of the specific interpretation in pop music should decide, so that
music can be attributed to the variety, and what features of its destinations. Several researchers offer
different terms. We use terms such as “light”, “mass”, “pop”, “popular” music. We believe more
accurate term is “pop” music. This is due to its focus on mass audience via the show, assisted special
effects (except musical component) it is merely a stage. So all these features inherent to pop music,
based often represented not only the musical component but also visually — good show, scenography,
dance show.

First, we note that one of the most important concepts that characteristic work of art — a text.
1t is possible to emphasize that when we speak of “classical” music, text should be understood as
musical scores. If pop music, often also takes into digital form — is an audio or video file in a computer
program designed for audio processing.

According to the nature of interpretational versions of the musical interpretation are:
listening, editorial, performing, composing and musicological varieties. Most important for this study
section are performing and composing interpretations that are sold in pop music. Performing
interpretation embodied in the music sound new “reading” of the work. Usually pop music composer
concept of interpretation concerning the works, although the author’s persona music, text and
arrangement can remain unknown to the public. If you try to isolate those components that may
change due to the interpretation of the musical text pop songs, you can include the following:
arrangement, rhythm, size, harmony, tone, manner of performance, minor changes tune.

Usually, the interpretation of pop songs arises as a reaction to the emergence of vibrant
compositions that are fashionable for a short period of time. The appearance versions can be a kind of
tribute to the work of a particular artist for its commemoration. However, another reason is also
possible reconsideration of the song when it was trying to “fix”. Given the specific operation of pop
culture, for which characterized the significant role of visual principles the leading form of promotion
tracks is clip. Many interpretations associated not only with the creation of audio versions of the work,
but also visual, livelihood and distribution of which is the Internet. We believe in pop music can also
talk about the emergence of another type of interpretation — the director. In rock and pop music sound
is not simply one of the participants, and co-author of the action that is the result of collective work of
many participants.

Key words: popular music, pop music, text, interpretation.

HasBHiCTH My3UKH SIK BUAY MHUCTELTBA HEPO3PUBHO OB 53aHa 3 i 3BYKOBUM BiATBOPEHHSM.
[Iponiec BUKOHAHHS My3W4HOrO TBOPY IOPOJUKYeE sBUIIE iHTeprnpeTauii. IIlpore B pi3HUX CTHIBOBHX
HaNpsMKax BOHO Ma€ MPUHIMIIOBO iHIIUI XapakTep. AHaI3 eCTpaaHOl My3HKH JITAaBHO CTaB OJHI€IO 3
aKTyalbHUX TEM, IO 3aifHsja Micle B YKpPaiHCBKOMY MY3HMKO3HAaBCTBi. SIK 1 B IHIIMX HampsMKax —
HacamIiepes akajaeMivHild (KiIacuuHiil) My3ulli — eHOMEH iHTeprpeTaiii Bilirpae Beluke 3HAUYCHHS,
aje WOro poib y JpKasi, pOK- Ta MOMN-CTWISAX OyJe NPUHIUIIOBO BiApi3HATHCA. JlOCHTiKCHHS
ocoOnMBOCTEH iHTepmperanii B HampsMKax eCTpajHoi My3WKH € TIpoOJeMolo, sKa MOTpedye
HAYKOBOTO OOTPYHTYBaHHS BHACIIIOK ii HEIOCTATHHOTO BUCBITIICHHS B My3WKO3HABYii JliTepaTypi.

3BepHEHHS IO €CTpagHOi MY3WKH TIOB’s3aHe 3 HaykoBuUMH po3poOkamu O. baramesa [1],
JI. BacunneBoi [2], B. Konen [3], B. OnenmaproBa [6], A. Coxopa [7], B. TopmaxoBoi [8], B sikux
BU3HAYAIOTHCS OCHOBHI MOHATTS, KOTPI MPEACTABIAIOTH HAalll HAYKOBHH iHTEepec — “ecTpana’, “nerka”,
“momyJsApHa” My3WKa. BuBUeHHA croernudiku IHTEpHpeTarii My3WYHOTO TBOPY B  OMO3MIIl
Cy0’€KTHBHOTO Ta 00’€KTHBHOIO BimoOpaxkeHa y poOoti mociianuka 0. Kounesa [4]. B HaykoBux
pO3poOKax CydacHOTo YKpaiHCBKOTO My3MKO3HaBIs B. MockaneHka [5] meTanbHO IpoaHaNi30BaHO
MOHATTS “TeKCT’, “iHTeprperalis’, KIacu(piKOBAaHO THIIM MY3WYHOI iHTEpIpeTallii Ta BHOKPEMIICHO
€TaIy Ta 0COOJUBOCTI MY3UYTHOTO aHAII3Y TEKCTY.

Merta ctaTTi — HnpoaHanizyBaTu crnenudiky iHTeprperamii B HampsMKax eCTPaJHOi MY3HKH.
Hanpsimkamu ecTpaan MOKHa Ha3BaTH a3, pOK- Ta MOMN-MY3HUKY, aJle XapakTep iHTeprpeTanii B HUX
MPUHITUIIOBO BiAPI3HATUMETHCSA. BHOKpemileHHsS i O0COOIMBOCTEH Ta BiIMIHHOCTEH € HaraJlbHHM
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3aBJAHHAM, sIKe Oyle CHOpUSATH PO3YMIHHIO IPOLECIB, IMOB’S3aHUX 3 TBOPYICTIO MpPEICTABHUKIB
“1erkoi”’ My3uKH.

3BepTaroumch A0 aHami3y crenudiky iHTepnpeTanii B ToN-My3Hili, HEOOXiJHO BU3HAUYUTHCA 3
THUM, SIKy MY3MKy MOKHAa BiIHECTH IO €CTpagHOi, Ta B 4YOMY OCOONIMBOCTI ii HampsMmKiB. Psn
JOCITITHUKIB TPOTIOHYIOTHh Pi3HI TEpMiHW. BHUKOPHUCTOBYIOTH TaKi IMOHATTS, K “Jlerka’, “macoBa’,
“ectpagHa”, “momynsipHa’ mysuka. CydacHWH yKpaiHChKHH JochigHuk B. OneHnapboB 3a3Ha4YMB:
“3HayHe MicIle B Cy4YacHIM KynbTypi 3aliMae My3WKa, SKa HA3WBa€ThCS “MOOYTOBOIO”, “JIETKOI0”,
“MOMyJIAPHOI0”, “TPHUKIIATHOI0”, & OCTAaHHIM YacoM — i1 “MacoBoro” (Iieff TepMiH, IO 3aIpOITOHYBaB
A. Coxop, BHUTIsAae TMOPIBHSHO 3 iHmMUMH 00 ’emHimmM). llel ¢akr, mo HOro KOHCTATyIOTh y
0araTbox Mpamsix, 3yMOBJIOE aKTyaJlbHICTh BUBYEHHS K MAacOBOi My3UKH B LIJIOMY, Tak i i1 okpeMux
BUJIB, y TOMY YHCIi JKa3y ... ~ [6, c. 2]. Ha mymxy B. KoneH, mxka3, pok-, a TakoX MOI-MYy3UKY
MOXKHA BiTHECTH A0 “Tperhoro miacty”. “Ilepmmii y XX cTomitTi (TOOTO B €M0Xy 3ByKOBHX MAaCOBHX
KOMYHIKaliil) THO MYy3UKH “TpeTbOro IUIACTy”’, SKHHA OTPUMY€E 3HAYCHHS MIKHAPOJHOI MY3WYHOI
MOBH, — IMIIPOBI3aIliliHWiA ka3 — 3a BCi€l CBO€EI €CTETWYHOI PI3HOMAHITHOI CIPSIMOBAaHOCTI —
3QIAIINAETHCS BCE JK SBUIIEM MY3HYHO-ECTCTHIHOTO MOpsaaKy” [3, ¢. 144—145]. Jlnsg mo3HadeHHS ITi€l
chepu ™my3uuyHoi TBOpyocTi A. CoOXOp BHKOPHCTOBYE IMOHATTA ‘“‘MacoBa” 1 Ha3MBa€ Tak
3arajJbHOAOCTYIIHY, TOBCIOJHO MOIIUPEHY, aApEeCOBaHy MINPOKUM CITyXalbKUM KOJIaM MYy3UKy [7].

Ha mamy ayMmKy, BIYYHIIIIM € TEepMiH ‘‘ecTpamgHa” My3uKa. Y TMONEPEeIHIX HAyKOBUX
po3poOKax MU 3alpONOHYBaJd HACTYIHE BH3HAYEHHSA €CTpafHoi My3ukHu: “EcTpagHa My3uka — 1e
BEJIMKE MOHATTSI, IO MOEJHYE B cOO1 Taki Pi3HOBUIM Cy4acHOI MY3UKH SIK JIKa3, POK- 1 MON-My3HKa...
Ectpagna my3uka — OararomrapoBe sSBUIlle, IO Ma€ 0e3IiY KaHPiB, AKi BiIPI3HAIOTHC 32 €CTETHKOIO,
3a THIOM TpodecioHanmizMy, 3a MPUHAICKHICTIO O PI3HUX HAIIOHAIBHHUX KYJIBTYpP Ta iICTOPHIHHX
nepioniB. Came 3aBASKH CBOiM Opi€HTalil Ha MAacoOBOTO ClIyXada 3a JOIMOMOTOI0 LIOY, JOMOMIXXHHX
cnerie@exTiB (OKpiM MY3WYHOTO KOMIIOHEHTY) BOHa € CYTO CIICHIYHHM, TOOTO eCTpaIHHM
HanpssmkoM” [8, ¢. 4]. Omxke, BCi I O3HAKW MpUTaMaHHI IJIs TION-MY3WKH, B OCHOBI SKOi 9acTo
OpeACTaBICHUH He JHIe MYy3WYHWHA KOMIIOHEHT, a W Bi3yalbHHH — SICKpaBe IOy, cleHorpadis,
TaHIIOBaJbHA TIOCTAHOBKA. BapTo po3risHyTH, IO caMe € OCHOBOIO s 11 iHTepIpeTarii.

Hacamnepex 3a3Haunmo, W0 OAHE 3 HAHBWKIMBILIMX IOHATH, SKE XapakTepHE [UIs
MHUCTELBKOT0 TBOpPY — Iie TekcT. OT)ke, BUHMKA€ MOHATTHA, SIK caMeé MOXXHAa BHU3HAYUTH ‘“TEKCT .
10. KouneB 3a3HaumB, 110 aBTOPCBKUH TEKCT — 1€ “‘CHCTeMa 3BYy4YaHb, MAaKCHMAIbHO aJeKBaTHA
3amuciay kommosutopa” [4, c¢. 12]. Bimome ¥ pgemio iHmIe BHW3HAauYeHHS, KOTpe C(HOpPMYIIOBAB
yKpaiHChKUI My3uko3HaBelb B. Mockanenko. Ha #oro myMKy, TEKCT My3UYHOTO TBOPY — 1€ 3/1aTHE
JI0 BIATBOPEHHS B HOBHX (opMax Jpkepeno iHdopmarii, SSKUM IMpelcTaBieHa WOro yHIKaJdbHICTh Y
cucTeMi XynoxHbo1 TBopuocTi. Cepen pi3HOBUAIB TeKcTiB B. MockajaeHKO BUOKPEMHB HOTHUH 3amuc,
JKWBI TEKCTH (CIIYXOB1 YSBJICHHS), My3UIHE 3ByJIaHHS.

MoskHa HAroJIOCHTH, IO KOJHM MU KaXXeMO Mpo “KIACHYHYy’ MY3UKY (10 movyarky XX CT.),
TEKCT BapTO PO3YMITH SIK HOTHHI TekcT. [IpoTe Bke B psili TBOpIiB, sIKIi MOXKHA BiTHECTH 0
aBaHTapAHUX Teuill akagemiyHOi My3ukn XX—XXI CT., TEKCT MOXe TOCTaBaTH Biipa3y y BUTIISAL
TEXHIYHO BiJTBOPIOBAHOTO IIOT0. Y BHUMANKY ION-MYy3UKHM TEKCT HaW4YacTille TaKoX HaOyBae
IUQPOBOTO BUIIISLY — Lie aynio yu Bimeo, MP3 abo cecis y koM’ 10TepHill mporpami, npu3Ha4eHOT
Uit 0OpOOKH 3BYKY.

SIki >k MOKHA BUIUTATH THIIM IHTEpIpeTamiii TekeTy? B. MockaneHKko Ha3WBa€ 1’ SITh THIIIB:
“BiamoBifHO 10 XapakTepy IHTepHpeTaliiHUX BepCii y My3HUHIH iHTeprnperanii BHIUISIOTHCS:
CITyXalbKHi, PeJaKTOPChKUH, BUKOHABCHKUM, KOMIIO3UTOPCHKUN Ta MY3MKO3HABUMH pisHOBUAW [5,
c. 109]. HafiaktyaiapHIIIAM IJIs1 JAHOTO JOCIIDKEHHS € TMEPETHH BUKOHABCHKOI Ta KOMITO3HTOPCHKOT
iHTeprpeTanii, sKi peami3yloTbcsi Yy NON-My3ulli. BuKOHaBChKa IHTEpIIpeTallisl BTITIOETHCS B
MY3UYHOMY 3BY4YaHHI HOBOTO “IPOYHMTAHHS TBOpPY. BapTo 3a3HauMTH, MO0 B MON-MY3HUIl Ta 1HIIMX
HamnpsIMKax ecCTPaJHOro BHUKOHABCTBA IMPOLEC BiATBOPEHHS MY3MYHOTO TEKCTYy W TBOpUYOi ydacTi
KOXKHOTO y4YacHHKa 1oy € pisHoto. O. batamieB Bka3zye Ha Te, IO X0Ya MOM-MY3HKY 1 JHKa3 MOXHA
BiJHECTH JO eCTpagd, TNpoTe XapakTep BUKOHaHHS, crenudika iHTepmperanii 3HAYHO
Bigpi3HATHMYThCS. “TIpuposa My3U4HOTO BUKOHABCTBA B JKa3i 1 B JIETKi iHCTPYMEHTANBHIA MY3HIIi
pisHa. B ocTanHiii 0coOIMBO BEMMKa poIh KOMITO3UTOpa (200 apamkyBaabHUKA). POJh K€ BHKOHABITI
noJsirae, B OCHOBHOMY, B YMiHHI MpPaBWJIBHO MepeAaTH 3MiCT TBOpY... [Ipy BHUKOHaHHI JpKazy
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crniBBigHOWmeHHs iHme. TyT BUKOHaBEIb MOKE CTaTH MOBHONPABHUM CIIBABTOPOM KOMIIO3UTOpPA, 1 B
IOMY TBOpYa aKTHBHICTh MY3WKaHTa y JKa3-OpKeCTpi BHINA, HIK B OpKECTpl ecTpagHoMy’
[1,c. 114-115].

3a3BUuail y MON-My3HLI MOHATTA IHTEpHpeTalii CTOCYETbCS KOMIIO3UTOPCHKOI TBOPYOCTI,
X04a caMa IIepCOHAa aBTOpa MY3HKH, TEKCTy W apaH)KyBaHHS MOXKE 3aJIMINATHCA Ui IyOJiKu
HEBiOMO10. KO cripoOyBaTH BHOKPEMUTH Ti KOMIIOHEHTH, SIKI MOXYTh 3MIiHIOBATHCh Y Pe3yJbTaTi
iHTepIpeTalii B My3U4HOMY TEKCTi MOM-KOMIIO3HIIi{, TO MO’KHA HAa3BaTH HACTYITHI:

— apaHXXyBaHHS;

— puT™;

— po3wmip;

— TapMOHis;

— TeMOp;

— MaHepa BUKOHAHHS;

— HEe3HAYHI 3MIHA MEIOMIII.

IaTepmperartiss Mon-miceHh BUHUKAE 3a3aBHUail K PEaKIliss Ha SCKPaBY KOMIIO3HINIO, IO €
MOJTHOIO TIPOTSITOM HEBEJIMKOTO BiJpi3Ky 4acy. BUHUKHEHHS Bepciii MOke OyTH CBOEPITHOIO JaHUHOIO
TBOPYOCTI KOHKPETHOI'O BHMKOHABIS 3 METOI0 HOro BIIaHyBaHHs. [IpoTe MoXinBa TakoX iHIIA
MPUYUHA TIEPCOCMHUCITICHHS IICHI, SKIO ii HaMararoThCsA ‘‘BUNpaBUTH . BpaxoByrouwm crenudixy
(yHKIIOHYBaHHSI MOI-KYJIbTYPH, JJIsI SIKOi MPUTaMaHHA 3HaYHA pOJIb Bi3yaJbHOTO Havaja, MOKHA
CTBEP/UKYBaTH, IO TMPOBITHOK (OPMOI MPOCYBaHHS KOMIIO3UIM € Bigeokiin. Yumaio
iHTeprpeTaLiii MoB’s3aHO 31 CTBOPEHHIM BEPCiii HE JIMIIE 3BYKOBOI YaCTHHM TBODPY, a i Bi3yaJIbHHX,
JDKEPEJIOM 1ICHYBaHHS Ta MOIINPEHH AKUX € Mepeka [HTepHerT.

Li >x cami KOMIIOHEHTH (3acO0M BHPa3HOCTI, BAKOHABChbKAa MaHepa 1 apaH)XyBaHHS) MOXKYTh
3MIHIOBAaTHCA B PaMKaxX POK-HAIPSIMKIB €CTpafHOi MY3HKH, HpOT€ 3MiHa B TapMOHIYHOMY IUIaHi
BiIOyBaeThCcs 3a3BWUail y OiK CHPOIIEHHS. bBiibIIicTh pOK-BHKOHABINIB TPalOTh HE IO HOTaX, a
BUBYAIOTH KOMITO3MII0O Ha CIyX, MiAOMparodyd ¥ aJanTyroud TBOPH IHIIMX BHKOHAaBLIB a0o
cTBOprorou BiacHi. ToOTo xapakTep iHTepnpeTauii B pok-my3uni Oyzae iHmmMm. Cneungiky pok-
MY3HMKH JeTalbHO 3MamoBana JI. BacuimpeBa. “ABTOPOM pPOK-KOMIIO3UIII € KOJEKTUB MY3HKAHTIB,
SKHH Ma€ aTpuOyTH KOHKPETHOT 0coOu (iM’s, iMiJK, IOpUANYHI MpaBa). [HANBIyanbHE HAYAlO B POK-
TBOP1 peani3yeThesl SIK aBTOPChKa MPHHANEKHICTh pU(iB, pUTMIUHUX OpeiKiB, CONBHUX IMIPOBIi3alLil,
MaHepu IHTOHYBAaHHS, MEIIONIMHOTO MAaJIOHKY BOKambHMX NapTidi Tomo. [lpm 3miHax y cknami
3MIHIOETECSA H “3BYKOBHUI 00pa3” TYpPTy, a BHIIJICHHS OTHOTO 3 yYYaCHHUKIB SIK CAMOCTIHHOI TBOPYOI
0COOMCTOCTI MOXKE MPU3BECTH 10 PO3Maay KoJekTHBY [2, ¢. 10]. SIKII0 Ka3aTu Mpo apaH)KyBaHHS, TO
B TON-MY3HII €, SIK PaBUJIO, OKPEMHUIl apaH)XyBaJIbHUK, 10 aBTOMAaTHYHO MPHUPIBHIOE HOTO 10 THILY
KOMITO3UTOPCHKOI iHTeprpeTartii. HaromicTs y mka3i aparkyBaHHS 31HCHIOIOTh cCaM BUKOHABEIb a00
aHcaMOJIb BUKOHABIIIB (SIK Y POK-MY3HIIi).

Ha name nepexoHaHHS, B MOMN-MY3HII MOXHA Ka3aTH TaKOX NMPO BUHUKHEHHS ILIe OTHOTO
TUMY iHTeprperanii — pexxucepcbkoi. [logiOHMI TUIT pUTaMaHHMN 1 AN POK-HAMPSMKIB, A€ POib
CIICHIYHOTO O0(OPMIICHHSI MOXe OyTH YnMalioro. B pok- Ta momn-my3ulli 3ByKOpEKHCEp CTae He MPOCTO
OIHMM 3 YYacHHUKiB, a CIIBaBTOPOM TOTO MiHCTBa, IO CTAa€ PE3yJbTAaTOM KOJEKTHBHOI TBOPYOCTI
Oaratbox ydwacHHKiB. Lle BimOyBaeTbcs Hacammepel Yy CTHIBOBHUX HampsMax ION-MY3HKH, €
BHKOPHUCTOBYIOTh 0arato 3BYKOBHX OOpOOOK IHCTPYMEHTAIBLHOTO TEMOPY Ta JIOACHKHX TOJIOCIB.
Bapto 3ragatu TBOPUICTh BIIOMOTO aMepHUKaHCHKOTO TypTy “‘Pentatonix”, me 3By4aHHS KOMITO3HIIIH
CKIaJHO YSIBUTH O3 MUIIHO OOpOONEeHHX TroJOoCiB, IO cTaqo iX Bi3UTHOIO KapTkoio. Cepen
BITUYM3HSHUX TYPTIB IXHIMH ITOCTITOBHHKAMHU € YOJ0oBiumMi cekcteT a capella — Duke Time 3 Omecw,
HIMPOKO BiJIOMHH SICKpaBUMH apaH)KyBaHHSIMH 3a JIOTIOMOTOIO PI3HOMaHITHHX OOpOOOK ToJIOCiB, SIKi
4acoM € SCKPaBHMH 1HCTPYMEHTaIbHUMHU.

SBumie My3u4HOI iHTEepHpeTallii — HeoIMiHHa YacTWHA (DYHKIIOHYBaHHS MY3WYHOTO TBODY.
[IpoTe posnb i 3HaUEHHS BUKOHABII B PI3HUX HaNpsIMKax €CTPajHOI My3WKH € HEOAHAKOBOIO. Y IIOI-
MY3HLI MOYHa PO3PI3HATH BUKOHABCHKY, KOMIIO3UTOPCHKY (iHTEpHpeTalilo apaHXyBaJbHHKA) Ta
pexxucepcbKy iHTepmnperariro. Koxkna iHTepmperariiiiHa imocrach TIpencTaBieHa 3Ae0iIbIIOro
OKpEeMOI0 0c000r0, TIPOTE Ha TEPIIMKA IIaH Y pPe3ybTaTi JKaHPOBOI CIENU(IKHA CTHIII0 BHCTYIIAE
BUKOHABEIIb.
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