MY3UYHE MUCTELITBO

2. Bartok, B. (1977), Shornik statey | Collection of articles], Mosvow, Muzyka. (in Russian).

3. Bench-Shokalo, O. (2002), Ukrainskyi khorovyi spiv: Aktualizatsiia zvychaievoi tradytsii
[Ukrainian choral singing: Actualization of the customary tradition], Kyiv, Editorial Board of the
magazine “Ukrainian World”. (in Ukrainian).

4. Hrytsa, S. (2000), Folklor u prostori ta chasi. Vybrani statti [Folklore in space and time. Selected
Articles], Ternopil, “ASTON”. (in Ukrainian).

5. Gusev, V. E. (1993), Russkaya narodnaya khudozhestvennaya kul'tura (teroreticheskic ocherki)
[Russian folk art culture (theoretical essays).], Sankt-Petersburg. (in Russian).

6. Derevyanchenko, A. A. (2005), “Neo-folklorism in musical art: statics and dynamics of
development in the first half of the twentieth century”, The dissertation of the candidate of Art
Studies. Specials 17.00.03. “Musical Art”, P. Tchaikovsky National Music Academy of Ukraine,
Ministry of Culture and Arts of Ukraine, Kyiv, 23 p. (in Russian).

7. Zemtsovskiy, I.I. (1984), About modem folklore Traditsionnyy fol'klor v sovremennoy
khudozhestvennoy zhizni: sb. st. [Traditional folklore in contemporary art life: a collection of
articles], Leningrad, Muzyka. (in Russian).

8. Ivanytskvi, A. 1. (2009), Istorychnyi syntaksys folkloru. Problemy pokhodzhennia, khronolohizatsii
ta dekoduvannia narodnoi muzyky [Historical syntax of folklore. Problems of origin, chronology
and decoding of folk music|, Vinnytsia, Nova Knyha. (in Ukrainian).

9. Matsiievskyi, 1. V. (2012), Muzychni instrumenty hutsuliv [Musical Instruments of Hutsuls],
Vinnytsia, Nova Knyha. (in Ukrainian).

10. Stankovych-Spolska, R. (2002), Folk Opera by E. Stankovich “Bloom of fermns™ as a fact of
national history, Kyivske muzykoznavstvo |Kyiv Musicology], Iss. 8, Kyiv, KDVMU, pp. 180-
188.

VYIAK 78.1.6 : 84.75

BikTop Cxopomumii
€pren KoBanenko
Hazap AxoGenuyk

CIIELIUPIKA BOKAJIBHOI MAHEPH COY.I

Y cmammi eusnaueno, wo eoxanvHa manepa CoOyI MO8 A3GHA 3 GUCOKOI0 MALCMEPHICHIO
cnieaka i cmeoproe nojie O PO3GUMKY 1020 iHougioyanbHo2o cmuito. Haconouieno na suauniti poni
imnpoeisayitiinocmi npu cnigi coyn. OkpecieHo maxi pucu Mawepu coyi, [AK SUKOPUCMAHHS
MeNI3MAMUKY, OPHAMEHMANbHE 03000]€HHA MEeNI0OUYHOT TNiHil, MOHKe HIAHCYBAHHA OUHAMIKIL
HOMA2AHHA NOEOHYBaAmMU pIi3Hi oxanbi nputiomu. Ilioxpecieno eenuxe 3HaueHHs 0N PO3GUMKY
eCMpAOHOT MY3UKU NOMEHYIANY CHigy y GOKANbHIN MaHepi coyi, AKA OeMOHCMPYE MONCIUGICHb
cunmesy 3 pisnumMu AGUUAMU MY3UYHO20 CCIMY.

Knarwuoei cnosa: coyn, ecmpada, 6oxanvHa manepd, iMnposizayis, inmepnpemayis.

Buxrop Cxopomuuii
Eprenunii Kopanenko
Hazap AxoGenuyk

CHEU®UKA BOKAJIbHON MAHEPBI COY.JI

B cmamve onpedeneno, umo GOKATbHASL MAHEPA COYA  CEA3AHA CO  3HAYUMENbHLIM
Macmepcmeom neeya u cozodem noie Oif pa3eumusl eco UHOueuodyaivHo2o cmuad. Ommeuena
BHAUUMENbHAS POTb UMIPOSUAYUOHHOCHY Npu nenul coyia. Onpeoenenst makue 4epmvl MAHepbl
COYN, KAK UCNOTB308AHUE METUIMAMUKY, OPHAMEHMANbHOe O00paMieHIe MeI0OUHeCcKOl JIUHUL,

Hayxogi 3amucku. Cepis: MuctenrBo3HaBcTBO. — 2018, — Nel. (Bum. 38) 95



MY3UYHE MUCTELTBO

MOHKAS  HIOAHCUPOSKA  OUHAMUKY, NONBIMKY — COYEMAMb  PAZIUYHBIE  GOKANbHLIC — NPUEMBL.
Hoouepknymo 6oavutoe 3nauernue Ons pazeumus ICMPAOHOH MY3bIKU NOMEHYUALA NEeHUS 8 8OKANbHOT
Mmauepe Coyl, KOmopas OeMOHCHPUPYEm G03MOJCHOCHb CUHME3A C DATUYHLIMU  SA6TeHUSMIL
MY3BIKANLHO20 MUPA.

Knroueevie cnosa: coyn, scmpaod, 6OKanbHAL MAHEPH, UMIPOSU3AYUS, UHINEPAPEMAYUS.

Victor Skoromnyi
Yevhen Kovalenko
Nazar Yakobenchuk

SPECIFICITY OF SOUL VOCAL MANNER

The soul manner of singing is often used in contemporary music. The emergence of soul in the
50’s of the XX century was quite an iconic phenomenon. It’s birth thanks to the synthesis of gospel,
Jjazz and rhythm and blues. Soul — a phenomenon with its inherent peculiarity of tools, musical content
and performance tools. The main features of the soul — simplicity, interest to the vocal and rhythm
with less attention to instruments. The most popular genre form is a song. The main load in pop music
lies in the sonorous voice and accompaniment that holds harmony and metro rhythm. An important
role in pop music is played by the rhythmic structure: many pop songs are written for dancing and
have a clear, unchanging bit.

Indeed, the soul itself appears as a phenomenon that synthesizes the jazz and pop music. One
of the features associated with soul and jazz is improvisation, which is widely used when playing a
vocal line. In fact, the soul manner of singing involves a constant variation of the melodic line, its
finishing with melisma, a certain spin, which will be associated with the avoidance of a strong destiny,
the introduction of a certain delay or advance that is inherent in jazz works. Soul singing depends on
the performer’s skill of the singer and the individual qualities of the voice. In the soul singing style
vocalist’s has ability to create an interpretation of the song. If the interpretation is regarded as a key
aspect of the performance, then soul singer seek to maximize the personalization of the artistic work.
In soul music attention is focused on the verbal text, which consistently sets out the content. In the
climaxes that coincide with the moments of the boundary of the form sections, falsettos are used.
Characteristic is both ascending and descending micro glissando, slander and significant
ornamentation of the vocal line. For soul singing, there is also a combination of colloquial elements,
when the sound is extracted on pianissimo, which can be varied by more charming elements in the
chorus with a wide range of performances, such as a shout.

Soul’s vocal style is associated with the great singer’s skill and the development of his
individual style. Essence soul is a significant role of improvisation. This manner of singing is
characterized by ornamental decoration of the melodic line, a subtle nuance of the dynamics, an
attempt to combine different vocal techniques. Singing in vocal manner soul has an important
potential for the development of pop music. Combining the features of jazz and pop music interlaced
in the genre-style complex of the same name, the soul demonstrates an opportunity for further
synthesis with various phenomena of the music world.

Key words: soul, estrade, vocal style, improvisation, interpretation.

VHpoaoBk OCTaHHIX POKIB YMMATO yBarM HPHILICHO TOMYIAPHIH Mysuii. li po3BHTOK,
TEXHIYHC BIOCKOHANCHHS Ta CTHIbOBA MATITPA JAIOTh IIHPOKE MONE AN MOCTIAHULBKOI YBarw.
[Tozask BiAOYBAETHCSA MOCTIHHHIA OOMIH Mi’K PI3HUMH CTHIBOBHMH HANpPSIMKAMH, MOXKHA TOBOPHUTH
mpo TeBHI cTabigbHI Ta MOOUTBHI HMOKA3HUKH B HAApaxX OJHOTO MY3HUYHOTO CHpsIMYyBaHHA. Yacom
MOJKHA CIIOCTEPIraTy MOSBY HOBITHIX PHC, SIKI TPaHC(HOPMYIOTH CTHIIb HACTIIBKH, INO BiAOYBAETHCS
HapokeHH: HoBoro. Cepell CTHIIB €CTPAaJHOTO CHPSIMYBAHHS, SIKI MATBEPIKYIOTh BUCOKY 3AATHICTh
10 opmyBaHHA Ha iX 6a3i HOBHX, — coya. JocnimkeHns cneun(iki My3UYHHX, KYIbTYPOTIOTIYHHX Ta
CCTETUYHUX O3HAK LBOTO CCTPAJHOTO HAMPAMKY Ta BOKAIBHOI MaHEpH, L0 € HWOro HEBLA €MHOIO
CKIaJ0BOI YACTHHOIO, — AKTYaJIbHE 3aBOAHHA, AN BHKOHAHHSA SKOTO TOTPIOHMH KOMILICKCHHN
M AXIA.
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Coyn-MaHepy CHIBY 4aCcTO BHKOPUCTOBYIOTH V CYYACHIH BHKOHABCHKIH IISNTBHOCTI, MpOTE il
aHamizy MPUALICHO HAA3BHYAWHO Majo VBard B TCOPETHIHOMY AUcKypci. Hu3ka muraHe, MOB sS3aHUX
3 MOCHIIKCHHAM amepukaHcbkoro muctenrsa XIX—XX ¢romiTe, a camMe 31 CYTHICTIO, 3HAYCHHSIM Ta
crerudikoro crmipiuyeais obrpyHToBaHa B poGoti B. Komen [2]. V mpamsx BITYM3HSHOTO
my3ukosHaBll B. Topmaxopoi [3; 4] BH3HaueHO PHCH E€CTPaTHOTO MHCTENTBA, HATOJIOMICHO HA
0cOOIUBOCTAX 1HTEpHIpETalli B paMKax MOM-MY3UKH. JHAYHUN MOTCHLIAN IS PO3YMIHHS COYI SIK
CTHITFOBOTO HANPAMKY Ta BOKANBHOI MaHEPH CHIBY CTaHOBIATH pobotu M. dicyH [3; 6], saxi, nonpu
CBOIO TEOPETUKO-METONONOTIUHY Bary, CTBOPIOIOTh TaKOXK MIAIPYHTS IS OOTOBOPEHHS TNEBHHX
JUCKYCIiHUX MOMEHTIB. Y gocmimpxenni 1. SApkinoi [7; 8] 3aificHCHO 3BEPHCHHS 10 BOKAJIBHOTO
BHKOHABCTBA y HampsMmky funk, noOGixkHo oxommeHo # coyia. Y mociOuuky A. Kapsrinoi [1]
PO3IISHYTO ACTICKTH BUXOBAHHS JKA30BOTO CIIBY.

MeTta crarti — OpoaHa i3yBaTH OCOOIMBOCTI MAaHCPH CHIBY COYJI, IO € SIAPOM >KaHPOBO-
CTHITICTHYHOTO KOMIUIEKCY CYYACHOI MY3WYHOI KYIbTYPH, 3 MPUTAMAHHUMH HOMY BHKOHABCBKHMH
3acobamu. i poss’s3amHs moTpeOye 3BEpPHEHHA OO0 ICTOPHYHHMX ACHEKTiB, MOB A3aHUX 13
(OPMYBaHHAM COYJ — HANPAMKY B KyJIbTypl XX CTOMITTS, BHOKPEMIICHHIM KIFOUOBHX XapaKTCPHHX
PHC Ta BHOUICHHSIM HOT'O KPEaTUBHOTO MOTCHLIAMY .

Cepea CTUIBOBUX HANPSAMKIB €CTPAAHOI MY3MKH OJHUM 3 HAHYCHIIIHIIIAX KOMEPLIHHO €
coyn. Moro summkmenHs B 50-x poxax XX CTOMITTS CTAamoO MO CyTi 3HAKOBHM SBHINCM, aKC
03HaMCHYBaJI0 (DOPMYBaHHS MHCTELTBA 3 BEIUKAM MaMOYTHIM. 3aBISIKH CHHTC3Y PI3HOPITHHUX SIBHIL,
a caMme — rocreny, JKa3y Ta pUTM-CHA-OMIo3y, o 3A1HcHUB v BHCcTYnax Pei Yapnb3 13 opkecTpoMm Ta
“Peiinerc”, Oyno 3amovYaTKOBAHO COVJ, KOTPHUH 3MIHHB €NITAPHY CHOPSAMOBaHICTh 6100my Ha MY3HKY,
gKa TOpKanmacd Aymi KOXKHOro. Xoua coyl OyB CTBOPCHHH 1 CHpPSMOBAaHUH HacaMmIiepex Ha
HCTPUTSHCHKE HACCICHHS, BiH IIBHIKO CTAB HAAOAHHSM 1 01101 myOIiKH, MPOSBUBIIN TCHACHIIIO 10
KOMEPLIHHOI Y CITIITHOCTI.

3BEPHEHHS A0 SAKOICh MPOOICMATHKH MOB’ SI3aHE 31 3 SCYBaHHAM TCPMIHOJOTIYHUX ACTICKTIB.
[lpn anamizi coyny BapTO 3a3HAYMTH, MO LW TEPMIH Moxe MaTH Oararo 3HaueHb. CydacHa
pocmigaung M. QicyH 3ampomnoHyBana BHPI3HATH HACTYOHI “imoctaTi” COYI CHOCIO MY3HYHOTO
CBITOBIOUYTTS, CMOLIHHO-TICHXOJMOTTYHHH CTaH, CTPUMAHO-CKCTATHIHY MOBY, »KAHPOBO-CTHIICTHYHE
SBHIIC, BUKOHABCBKHUU cTuib. Ha mamy aymky, moxaiOHe po3pi3HEHHS HE 30BCIM JOpEUHE. AKe
MOJKHA Ka3aTH MPO COVI pajllie K MNP0 KOMIUICKCHE SBHIIC, OIS SKOr0 NPUTAMAHHHUN MEBHHH THI
0o0pa3HOCTI, €MOLIHHO-TICHXONOTTYHOTO HABAHTAKCHHS, BHKOHABCHKOI MaHEpH, (GOpPMH TBOPIB,
HaOopy 3acobiB BupaszHocTi. Pasom 3 THM, yacTile MO’KHA TOBOPUTH HPO BHKOPHCTAHHS OKPEMHX
CIIEMCHTIB COYJY B pPaMKax 1HIIMX HAMpsMKIB Ta CTHJIB, 1 yacTime Oyae MOBa MPO COVII-MaHEPY
BUKOHAHHSL.

3 ogHOro OOKy, AOpeuHe Bu3HAUCHHS, KOTpe M. DicyH 3anpomnoHyBaia CTOCOBHO OKPECACHHS
COVJI SIK JKAHPOBO-CTHIICTUYHOIO siBHIA. ~‘COyJ — I 1 KAHPOBO-CTHIIICTHYHE SIBUINC 3 BIACTHBOIO
HOMY CBOEPIAHICTIO 1HCTPYMEHTAPIO, MY3HYHOTO 3MICTY 1 BHKOHABCHKHX 3ac00iB. OCHOBHI puch
COYI — MPOCTOTA, MENOAIHHICT, ONOPa HAa BOKAI 1 PHUTM 3 MECHIIOK VBArOK IO IHCTPYMEHTAII3MY.
Haifimonynsapuima »xaHpoBa ¢opma — micHA, MOOYJOBaHA 3a TPANULIMHOI CXEMOK “Kymier +
npucmis”’. OCHOBHE HABAHTAXKCHHS B MOM-MY3HLI JISTA€ HA COMIOKOYHHA TOJIOC 1 AaKOMIAHEMEHT, IO
VTPUMYE TAPMOHII0 1 METPOPHUTM. Y 3B’S3KY 3 LIMM BRXKIUBY POJb V MOM-MY3HLI BiAIrpae pUTMIYHA
CTpyKTypa: Oararo MoOm-ICceHb HAMMCAHI AU TAHIIB 1 MAOTh YiTKUM, HE3MIHHHE OIT  [5, ¢. 765]. 3
1HIIOTO OOKY, MOAIOHE BU3HAYCHH MOXKE OVTH BiJHECCHUM (PAKTHIHO 0 OVAB-SIKOr0 HANPAMKY IOII-
MY3UKH, A€ piako Oysae (hopma mceHb, CKIATHINIA 33 KYIUICTHY. Tak caMO MpeBaTOBATUMYTh aKIICHT
Ha BOKAJIbHOMY HAuali, TipHYHHH 3MICT Ta PUTMIYHEC Havano. BiamoeigHo npu aHamizi coyn
HEOOXITHO 3BEPTATH HE HA Ti ACMCKTH, INO MOPIBHSHO JICTKO MIAJAIOTHCA HOTaLli Ta BepOaTbHOMY
onucy. Half 1oL TbHIIIM € BUOKPEMIICHHS COVII SIK CBOEPIAHOI BOKAJIBHOI MAHEPH CHIBY. 3aYBAXKHIMO,
0 CXWIBHICTh COYJIy A0 TpaHchopMalliii NPHUBOIUTH OO TOTO, MO0 B METPO-PUTMIYHOMY,
TapMOHIYHOMY PO3YMiHHI MOKJIMBI 3Ha4YHI BIAMIHHOCTI V TBOpax, SKI HANEKATh A0 COYIHAMPIMKY.
Ilpore BokagpHa MaHepa Oyac BITI3HABAHOKD 1 TAKOK, IO W HAZAE 3MOTY BIJHECTH OO OJHOTO
crpsimyBaHHs. JlopeuHO amearoBaTH A0 BHUCJIOBY, A€ HArOJOLICHO, IO BIAMIHHOCTI Mixk soul 1 funk
“IekaTh pajlie B rary3l IHCTPYMEHTYBAHHS 1 BHKOHABCTBA, 4 HE V BOKANbBHIN KyasTypi” [7, c. 68].
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[TonynsaphicTs JaHOTO CTWIKO HE € CBIJUCHHAM MPOCTOTH, aIKe HOro (OPMYBaHHI Ta
VCHIITHA BUKOHABCHKA MiSTBbHICTh CHIBAKIB V MPOLECI KYIBTYPHO-ICTOPUYHOTO PO3BUTKY NPUBEIH 10
BHHUKHCHHSI MCBHUX HOro MoAudikaiii, o a0 3MOTY TOBOPUTH IMPO CTHIBOBI BIATATYKCHHS.
Moro moxomxeHHs OB s3aHe 3 THME (OPMAMH BOKATHHHUX MPAKTHK, SIKi BIUTHHYTH HA (hOPMYBAHHS
JKa30BOr0 MUCTCLTBA — 4 caMme cripiuyenaMu 1a rocneaamu. H. fSlpkiHa Big3Haumna, o BHHUKHCHHS
coyJ OVJ0 3YMOBJICHE PAOOM PI3HHX MHUCTCLBKO-KYIbTYPHUX SBHII, B PE3YIbTaTl MOETHAHHA SIKHX
BHHHKae L¢ yTBOpeHHA. “Soul BuHHK sk cBoepimnmit cuHTe3 Rhythm & Blues’a 3 ayxosrmmu
MICHIMHU-TAHIIMHU (CIPIYYENIC 1 TOCHEC), O BIAOKUIOCS B “yXWIl~ B €CTPAIHO-POKOBY CTHIICTHKY.
l'onosuum 3aBmamHsm crwmo soul doro mpencrasauku (k. Bpayn, O. Penmainr, V. Ilikerr,
A. ®pankniH) BBaXKATK 332 HCOOXITHMM MOBEPHYTH V [UKa3 BTpadcHI B emitapHOMy bebop’i sk
MPOBIJHOMY CTHJII “HOBOTO MXa3y SKOCTI €MOLIWHOCTI Ta JOCTYIHOCTI, “OCYYaCHUTH BHUTOKH
JKa3y, TOKa3aTh COpaBXKHI eMolli, mo HAyTh BiJg OFO3Y SK THIOBOTO siBHINA adhpoaMEPUKAHCHKOI
IyxoBHOI kyeTypH” [7, ¢. 59-60].

Baprto BuokpemuTH pricy, mo Oynu OpUTaMaHHI COyay, 1 TCHACHLII, SKI MOYKHA CIIOCTEPIraTu
y #ioro oHoBjieHHX (popmax. 3aais POro HEOOXIAHO AOCTIAUTH CrCLudiKy HOro BUTOKIB. Y psii

POOIT Cyd4acHHMX aBTOPIB 3BEPHYTO YBary Ha T€, L0 COYI € ... CHHTCTHYHHM KOMYHIKATHBHHM
()cHOMCHOM, V SKOMY MiJ 3HAYHHM BIUTHBOM JDKa3y ‘C€CTPAagHICTh TMOEAHYBAIacs 3 KOPIHHOIO
AyTCHTUKOIO... B3IPUEM  BIAPOKCHHS LIHHOCTCH  adpo-aMCPUKAHCBKOTO  JCMOKPATHUYHOTO

IMITPOBI3ALIHHOTO MHUCTEIITBA, SKE B paMKax [kazy (Bxke y bebop’i) cxumsiocs a0 emirapHocT |8,
c. 6-7].

Crpasai, caM coyJI MOCTAE SK SBHUILE, KOTPE CHHTE3YE 3000y TKH PI3HUX CCTPAIHUX HAMPIMKIB
— mka3y Ta non-mysuku. Came mi acnexkTd makpecicHi y mpai M. dicyH, sika BKasye Ha T€, IO
MOCTAE “COYI SIK 3MIIIAHHI CTHIb, B SIKOMY CHHTC30BaHI KAHPOBO-CTHIICTUYHI CIEMECHTH JKa30BOI
Ta ecTpagHoi (mom 1 pok) my3uku’ [5, c¢. 772]. [Ipote, Ha Hamy AYMKY, HE BapTO BIAILUIATH AXKa3 Bif
SCTPAIHOI MY3UKH, a/KE 3HAYHA KIJIBKICTh JOCIJHHKIB BBAXKAKOTH, IO A0 SCTPATHOI MY3UKH PIBHOKO
MIPOIO HAJekKaTh 1 JpKas, 1 pok-, 1 mom-my3uka. “EcTtpagHa my3uka — I¢ IIHPOKE MOHATTS, SKE
00’emHye B coOl Taki PI3HOBUAM CYYaCHOI MY3HKH, K JKa3, pOK- 1 mon-My3uka. B ocHOBI 1kazy, pok-
1 MOTN-MY3WKH JICKATh MPSIME 3BSPHCHHS [0 I[isgada 31 CHCHH, OC3MOCCPEAHIH KOHTAKT 3 HUM,
BHIOBHUIIHICTB, IOV, AKi OYIM NPUTAMAaHHI BCIM LIUM HaIpsMKaM Bix camMoro mo4arky’ [4, ¢. 9].

OnHi€ro 3 puC, MO CHOPIAHIOKTE COVA 1 KA30BE MHUCTELTBO, € IMIPOBI3ALIHHICTD, SKY
IIMPOKO BHUKOPHUCTOBYIOTh MNPH BIATBOPCHHI BOKambHOI miHII. (PakTH4HO COym-MaHepa CHiBY
nepeadadae MOCTIMHE BapIFOBaHHS MEMOAUYHOI JiHI, il 03100JCHHS MEII3MATHKO), IMCBHE
CBIHTYBaHHS, KOTpe OyJe MOB’A3aHC 3 VHUKHCHHSM CHJIBHOI JOMI, BCTYHI 3 MECBHOKO 3aTPUMKOIO YU
BHUICPEIKCHHAM, L0 NPUTAMAHHE [Ka30BUM TBopaM. Jl)ka3 moBepTae puUTMy B MYy3HLI HOTro
MEPBUHHY (PYHKIIIO OpraHizamii pyxy, JKeCTy, IUITACTUKU Tija, TAHLKO SK apTH(]IKOBAHOTO BapiaHTa
BTIJICHHS MOTOPHO-PYXOBUX (PVHKLIH B iX CHHTCTHUYHOMY MY3HYHO-TAHLIOBAIbHOMY BTilcHHI. [Ipu
OBOMY PHUTM V JKa3l cnCHU(IKYETbCA 332 PAXYHOK MOCTIHHOTO CHHKOIYBAHHS, 3PYLICHB ONOPHHX
YaCTKOKD METPH30BAHUX TaKTiB, IOO OC3MOCEPEAHBO TOB A3aHC 3  MO3AEBPONCHCHKUMU
(adpuxanceknMu) BUTOKaMU 1ka30B0oi cTumicTuky [7, ¢. 23]. Kaxyun mpo cBiHT, y JaHOMY BHIIAIKY
HACTHCS caMe Mpo “CBOEPLAHUN THII MECTPOPUTMIYHOI IyJbcarlii, 6a30BaHUN HAa BHUIEPEIKATBHUX 200
3aIMi3HIMNX MIKPOBIAXHICHHAX BiJ OCHOBHOTO NyJIbCy — rpayHA-6ita (anrn. ground beat — ocHOBHa
myJscaris) B pkazi” [1, ¢. 15], a He cTUIpOBHIT HAIPSMOK.

Ls ocobauBicTh puTMiKK, a 3ACOLIBIIOTO IMOPOBI3ALINHHICTE TCHETHYHO MOB s13aHl 31
cmipiuyencamu. B. KoHeH BiazHaunna Haa3BUUAlHY POk IMIPOBI3aLii B LOMY JKaHPI, IPHUOMY HE
IHAUBIAYaNbHOI, 8 KOMCKTUBHOI. “CHipiuyen CKIAJAEThCS SIK MUCTCITBO KOJACKTHBHOI 1MIIPOBI3aLlii,
MOJKITHBOCTI 30araucHHs MOYaTKOBOIO MOTHBY CTarOTh Oe3MekHUMU. KokeH, XTo koau-HeOy1p nucas
MPO HETPUTIHCHKI MiCHI amepukaHcbkoro IliBaHs, HEMHUHYYE BiA3HAYAB, IO B YCI HACIIBH BOHH
BHOCSTh pucu HOBOro [2, ¢. 155]. Ls cxunbHiCTs A0 HOCTIHHOI Moaudikaiii My3HIHOTO I[iJIOTO
0GC3YMOBHO CTaBaJIa HOCIEM TBOPUYOrO HAvasa, MIHIUBHM (DAKTOPOM, SIKWH CIIPHAB TOMY, 1O HABITh 32
VMOBH BEJHMKOI KIMTBKOCTI KVIUIETIB V CHIPIYYENC iX HPOCIYXOBYBAHHS HE CTBOPIOBATIO CQEKTY
OHOMAHITHOCTI. “IMIpOBI3AIIHHICTS HANAE HETPUTIHCHKIN HAPOIHIH MY3HLl HEICPEIABAHUEH BUTIISIA
HATXHCHHOCTI Ta iHTCHCHBHOCTI TBOpPUOI AyMKH. MIMOBIpHO, 3BiICH BHHHKAE ii PiIKICHA XyIOMKHS
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YyapiBHICTh. SIckpaBy CcaMOOYTHICTh HAJAIOTh CHIPIYYEdy 1 HAasABHI Y HHX PUCH a(PUKAHCHKOTO
BHKOHABCBHKOTO CTHIIO [2, ¢. 158].

Skio po3rasHyTH CheHudIKy COYJI-MAHCPH Y PI3HUX BHUKOHABIIB, MOJKHA BHSIBUTH IICBHI
pucu. M. ®@icyH Haromocwnia, IO COYI-CIIB 3aJCKHUTh BiJ BUKOHABCHKOI MAMCTCPHOCTI CIIBakKa Ta
IHAWBIAYATBHUX sKOocTeH TeMOpy ronocy. Ilpore MoxnHa Kazatw, MO € psag OPUAOMIB, SKi
BUKOPHUCTOBYIOTh BOKATICTH. “OlOpa HAa IMIPOBI3ALIHHICTh, PECIOHCOpPHA TexHIKA, 0dd-0iT
(CTBOpEHHS METPOPUTMIYHKX “KOHQUIIKTIB® V IKa3oBid iMmposizamii), nabilTebHE 1HTOHYBAaHHS
(“‘Omro30Bi TOHK”, WayT-¢pexTH, 0dd-mTY, ALOPTI-TOHH, IpayI-MaHepa), TAICAHI0, Pi3HI MPUKPACH B
memonii” [5, c. 772]. 3ayBakumo, MO0 HAHOLTBII SICKPaBO COYJI-MaHEpa MHPOSBISETHCS caMe HpPH
BHKOPUCTAHHI MEII3MaTHKU. BijbIOiCTh BUKOHABLIB, fIKI CIIBAKOTh V LM COYI-MaHEpi, HIKOIH HE
BIATBOPIOKOTh MY3MYHHN TEKCT 3TTHO 3 HOTHHM TEKCTOM (Y pa3i WOro HasgBHOCTI). AJKe caMe B
MaHepl CHiBY COYJ SKHAHOLTbINEG MPOSIBISIETHCS 3JATHICTh BOKATICTA IHTCPOPETYBATH MICHIO. SKINo
PO3CISAAATH IHTCPOPETALIID SK KIFOUYOBHA ACIICKT BHUKOHABCHKOI AISNTBHOCTI, TO CaMe COY/I-CITIBAKH
MParHyTh MAaKCHMAIbHO IEpPCOHAT3yBaTd MHUcTeUbkHE TBip. [lpm anamizi Toro, mo MoOXKHA
IHTCPIPETYBATH, & B JAHOMY BUIAIKY 3MIHIOBATH B CTHJIL, KOTPHH BOHpae v ceOe pUCH MON-MY3HKH 1
JOKa3ly OJHOYACHO, BapTO 3BEPHYTHCA OO Meperdiky, mojaHoro vy mpami B. Topmaxosoi. “Sxmo
crpoOyBaTH BHOKPEMHUTH Ti KOMIIOHCHTH, SKI MOXKYTh 3MIHIOBATHCH y PE3VJbTaTi IHTepOpeTauii B
MY3HYHOMY TEKCTI HOM-KOMIO3HIIi, TO MOKHA HA3BaTH HACTYIHI apaH)KyBaHHSA, PUTM; PO3MIp;
rapMoHist, TEMOp;, MaHEpa BHUKOHAHHS, HE3HAuHI 3MiHu menaomii” [3, ¢. 35]. BigmosigHo, cama
BHKOHAaBChKa MaHEpa BUCTYIAE SK MIHIHBOIO YMHHHKA, TAK CAMO SIK PHUTMIYHE HA4Yano, MEIOAMKA,
TemOpanbHe 3a0apBicHHA. MEHIIE 3MiHH MOXKYTbh CTOCYBATHCS TapMOHIi Ta PO3MIpPY, aJKe BOHH € B
MEBHOMY CCHCI “IBIXaMH™ MiCHI, (PiKcyrouH il KOHCTAHTHI BUMIPH.

PosrnsHemo BokanmpHy MaHepy Maiikaa bonTtoHa Ha mpukaaal mCHI 3 HWOro penepryapy
“When a man loves a woman”™, ne HasBHi yci 3rafaHi pucH. B cTHIFOBOMY BIJHOIICHHI LIE PUTM-CHI-
0103, BokajipHa mapTist ACMOHCTPYE PUCH COYI-CriBy. KOMMO3UILst MOYUHAETHCS 3 HAMBHUINOI TOUKHY,
micnd sKoi BlAOyBaeTbes moctynoBui cnaf. Ilepesaxkae Biakpute apruxyaosanHsi. BokanbHa mapTis
CKIaJAEThCs 3 KOPOTKHX PEIUTIK, HAa sKI “BIAMOBIAA€ 1HCTPYMCHTATBHMM CYOpoOBi. YBara
AKIICHTOBaHA HA BEPOATBHOMY TEKCTI, B SKOMY MOC/IIOBHO BHUKIAACHO 3MICT. Y KYJIbMIHAIIHHUX
TOYKAX, IO CIIBNAJAAIOTh 3 MOMCHTAMHU MEKI po3aime (opmu, BukopuctaHo gambuet. JocraTHho
BEJIMKA YacTKa MPOHHKINBOCTI BUKOHAHHS, IO CTBOPIOE €()ICKT CIOBIAl TA CIECMCHTIB IUIa4Yy, KOTPi
peamidyroTh 3a paxyHOK (inipyBaHHS JUHAMIKA 3BYYaHHS HaBiThb y Mexkax ofHiel ¢pasm.
XapakTepHUMH € SIK BUCXiJHE, TaK 1 HU3XIAHE MIKPOTIIICAHI0, OCIIBYBAHHA Ta 3HAYHA OPHAMCHTALIS
BOKAJIBHOI JiiHii. Jls chiBY COyJI MpUTaMaHHE TaKOK MOETHAHHS PO3MOBHHX CJICMCHTIB, KOJIH 3BYK
BHIOOVBAIOTh HA pp, SKE MOXKC 3MIHIOBATHCS PO3CIHIBHIIINMH CJICMCHTAMH V MPHCIHIBI 31 IIHPOKOIO
MATITPOI BUKOHABCHKUX MPHUOMIB — SK-OT IayT. Lle HanpsMoKk, B SIKOMY HaHOLMbIIY POTIb MOXKYTh
Bigirpagatu crneuudika HE TapMOHII YM MEJIOAMKH, a TOTO, SIK CaMe iX MOJAITh CIyXaucBi.
“Oco0mBOI BAXIIMBOCTI HAOYBAKOTh HIOAHCH 3BYKOJOOYBAHHS, 3BYKOBCACHHS, aroriKH, JHHAMIKH,
AKLCHTH ApaMaTyprii, o BPi3HOMAaHITHIOIOTE TBOPUY iHTEpnperauito” [6, c. 176].

OTmxe, BOKanbHA MaHEPa COYJ MOB fA3aHA 3 BEJIHUKOK MAMCTCPHICTIO CHIBAaKa Ta PO3BHTKOM
Horo iHauBiAyaspHOro cTimo. CYTHICTIO COVII € 3HaYHA POk iMITpoBizaiiinocTi. JlaHa MaHepa criBy
XapaKkTCpHA OPHAMCHTAIBHUM O0300JCHHSIM MEIOAWYHOI JiHII, TOHKHM HIOAHCYBAHHSM JIHHAMIKH,
HAMAaraHHsSM MOEJHYBATH Pi3HI BokanbHI mpuiioMu. CriB y BOKATbHIA MaHEPl COYN Ma€ BAKIHBUI
MOTCHUIAN [ PO3BHUTKY ecTpazHoi mysukd. [loegnyioun pucu mkazy Ta MON-MY3HKH, IO
MCPETUICTUC B OJHOHMEHHOMY JKaHPOBO-CTHIIEOBOMY KOMIIIICKCI, COY JEMOHCTPYE MOXKIHBICTE A
MOJATBINOTO CHHTE3Y 3 PI3HUMH SBUIIAMU MY3HYHOTO CBITY.
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