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CeiTiiana I'punenko
CHEIU®PIKA TBOPIB VIS TITAPH YKPATHCHKHUX KOMIIO3UTOPIB

Y cmammi eusnaueno eucokuii pieeHb po36UMKY 2IMAPHO20 penepmyapy, wjo CMeopunu
VKPAiHCbKI  KOMRo3umopu. Buceimieno OCHOGHI meHOeHYil Y po36UMKY VKPAIHCbKO20 2IMAapHO20
Mmucmeymaea. Buoineno nacnioysanus mpaouyiii, 3akiadenux 8 3axiOH0€8poneticoKitl 2imapHitl My3uyi.
Axyenmosano yeazy Ha GIOpOOJCEHHI elleMeHmi6 JNIOMHe80i MY3uKu y meopax YKpaiHCbKux
Komnosumopig-eimapucmis. 1liokpecieno 3Hauny ysazy 00 honbKAOpy, 8 MOMY YUCHL YKPAIHCbKO2O,
WO NPOAGIACMbCA Y WUPOKOMY 36EPHEHHT 00 JHCAHPY 00POOKU.

Knwwuogi cnosa: zimapa, penepmyap, yKpaiHcbKi KOMROZUMOPU, MEOPU, 3aXiOHOEEPONEUCHKI
mpaouyii.

Cgetsana I'puHenko
CIELIU®UKA ITPOU3BEJIEHUM JIJISI TATAPBI YKPAMHCKHUX KOMIIO3UTOPOB

B cmamve onpedenen evicoxuii ypogenvb pazeumusi UmapHo20 penepmyapd, co30aHHO20
VKpauHckumu  komnosumopamu. OceewjeHbl OCHOGHble MEHOCHYUU 8 pA3GUMUU  YKPAUHCKO20
2UMAPHO20 UCKYcCcmed. BbideneHo credosanue mpaouyusim, 3A10HCEHHbIM 8 3aNdOHOe8PONeliCKol
2UMAPHOU MYy3biKe. AKYEHMUPOBAHO GHUMAHUE HA 603POHCOEHUU DIJIeMEHMO8 JIOMHEBOU MY3bIKU 8
NPOU3BEOCHUAX YKPAUHCKUX KOMNO3UMOPOG-2umapucmos. Tloouepkrymo 3uauumenvHoe HUMAaHue K
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DOALKIOPY, 6 MOM YUCLe VKPAUHCKOMY, UYMO NPOAGNAEMCA 6 UWUPOKOM O00pauwjeHuu K JHCaHpy
obpabomkiu.

Knwuesvie cnosa: cumapa, penepmyap, YKPAUHCKUE KOMNO3UMOPbL, NPOU3EEOCHUS,
3anaoHoe8ponelcKue mpaouyuu.

Svitlana Grynenko

SPECIFIC OF GUITAR WORKS OF UKRAINIAN COMPOSERS

Guitar art is an area based on the traditions of Western European music. Performing and
composing practices from Spain, France, from the New Age era began to interest the guitar. In the
20th century, interest from the professional composers began to emerge, indicating a more serious
attitude to the guitar and the revival of those traditions that began in the Western European space of
the XVIII century. At the moment, there are many composers who can rightfully be called creators of
guitar music, many of them composers-guitarists, combining writing of works with performing
activities. Moreover, it is worthwhile to select several guitar schools, the most influential and
significant of which are those that are localized in the capital and southern regions of Ukraine.
Among the composers who take a leading place in their guitar work, one can mention the following:
Konstantin Chechenia, Mykola Stetsun, Valery Antonyuk, Victor Vovk, Oleg Boyko, Alina Boyko,
Viktoriya Kulikovskaya, Victor Prokopchuk, Oleksandr Khodakivsky, Oleg Selivanov.

Many composers of the south of Ukraine create guitar works — these are Yuri Mogilyuk,
Oleksandr Zatinchenko, Anatoliy Shevchenko. It is appropriate to mention separately Mykolaiv
composers — it is Valentin Zadoyanov, Leonid Panteleymonov, Viadislav Korshunov, Alexander
Fedotko. There are not only guitar schools, but also the whole creative artistic-composing dynasties.
In the Ukrainian space, the family of Radzetsky from the city of Dnipro occupies a leading place in the
development of guitar art. Also worth mentioning is the Ivannykov family (Paul is the father and sons
of Timur and Volodymyr) who are engaged in composing, performing and educational activities in the
field of the guitar. In their creative work there are many translations, guards for the guitar duo.

It is possible to note the formation of a wide range of guitar repertoire, sponsored by
Ukrainian composers, which is important for the professional skill of performers. In the works of
domestic composers-guitarists one can distinguish several main tendencies. First of all, it is an
imitation of the traditions embodied in guitar music by such Western composers as H. Rodrigo, H.
Turin, F. Moreno-Torroba, R. Diennes, M. Castelnuovo-Tedesco, M. Ponce. The second direction of
guitar creativity of domestic authors is the revival of ancient music, the creation of imagery, which
corresponds to the ideals of the Middle Ages, the Renaissance, the Baroque. In addition, a number of
composers can combine signs of the first and second directions, adding bright and recognizable
elements of Ukrainian folk melody. At the moment, in the works of Ukrainian composers-guitarists,
there are works for the child’s age and works, designed for a high professional performance level —
processing folk songs, transcriptions for guitar, miniatures, concert works, ensemble (including for the
ensemble of guitars). All of this is a prerequisite for the great prospects for the further development of
domestic guitar performances.

Keywords: guitar, repertoire, Ukrainian composers, works, Western European traditions.

lrapue mucrenTBo Mae TauOOKe KOpiHHA. CTaHOBJIEHHS TiTapu fAK 1HCTPYMEHTY, LIO
yCHaJKyBaB TpaauIlii TP Ha IHIIMX IIMIMKOBUX 1HCTpyMeHTax (iipa, Kidapa, Biyema) MpHBEpTAIO
yBary ¢axiBIliB pi3HUX HAYKOBUX chep — MY3WKO3HABYOI, KYJIBTYpPOJIOTIYHOI, iCTOpHYHOI. 3HAYHE
OOIpyHTYBaHHS B MY3MKO3HaBUOMY JAWCKYpCi 3400yJIM pi3HI acCHeKTH, MOB’si3aHi 31 CTAaHOBJICHHSIM
€BPOMNEHCHKOTO 1 JIATHHOAMEPUKAHCHKOTO TiTAPHOTO BHKOHABCTBA Ta KOMIIO3MTOPCHKOi TBOPYOCTI,
OB’ S13aHO1 3 JaHUM IHCTPYMEHTOM. BiTun3HIHA TiTapHA KOMIIO3UTOPCHKA IIKOJIA, sTKa chopMyBatacs
NOPIBHSHO HENABHO, HE OTpHMaia JOCTaTHHOTO BHCBITJICHHS B Cy4YacHI MHCTEITBO3HABYil
Jitepatypi, Xoya ¥ Hapaszi € 4YMMall0 TITApPHUX TBOPIB YKpaiHCHKUX KOMIo3uTopiB. Cmpoba
BUCBITJICHHS HANpPSMKIB PO3BHUTKY MiSJIHOCTI BITUYM3HSHUX KOMIIO3MTOPIB-TITAPUCTIB — 3aBJIaHHS,
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BUKOHAHHS KOTPOTO CIIpHATUME (POpPMYBaHHIO YSBJICHHS NP0 MOXKJIHMBY B3a€EMOZIIO 13 3aKOPAOHHOIO
MPAKTUKOIO 1 BIACHUMHU HaJ0AHHSIMH TBOPIIIB.

Pucu HeopoMaHTH3MY SIK O3HAKH CY4acHOI YKPaiHCBKOi TiTapHOiI My3WKH PO3KPHUTI B Iparli
B. bapzumenoi [1]. BukonaBcbki Tpaauilii y cdepi TiTapHOTO MECTEITBA MMPOAHANI30BAHIII Y TPAITX
B. BraxxeBuu [2-3]. Po3BUTKY iHCTpYMEHTAIBHOI TiTapHOI OCBITH B YKpaiHi y Cy9acHOMY HayKOBO-
MEaroriYHOMY JUCKYPCl TMPUCBAYCHO po3poOky A. Kopanmenko [4]. Orisa KIOYOBHX TEHICHIIIM
PO3BHUTKY Cy4acHOi yKpaiHChKOI HayKOBOi AyMKH NpoO Titapy 3fiiicHeHo B mpani B. Cumopenko [5].
[IpobnemMn BuKOHaBCTBa OapoOKOBOI MY3WMKM Ha KJIACHYHIM TiTapi TNpeACTaBIeHO B IIpari
I1. Kporon [6]. IcTopuuHi acnekTH, mOB’sA3aHI 3 BHPOOHUITBOM TiTap, PO3KPUTO Yy pOOOTI
M. Ponpireca [7]. OnHak MUTaHHS PO3BHTKY TBOPYOCTI YKpaiHCHKHUX aBTOPIB y cdepi TiTapHOTO
MHCTELTBA 3aTULIAE€THCS MAIOOCITIKEHOIO C(EPOI0 BITYM3HIHOTO MY3HKO3HABCTBA.

Mera crtaTTi — pO3KpUTH CIENMU(DIKy TITapHUX TBOPIB YKPAIHCHKMX KOMITO3UTOPIB Ta
BUCBITJIMTH 1X MMO3UI[IOHYBaHHS B KOHTEKCTI MiTApHOTO MUCTEIITBA.

lrapHe mucteutBo € ceporo, MO COUPAETHCS HA TPaTuLii 3aXiTHOEBPOMEHCHKOI MY3HKH.
BukonaBcTBO Ta KOMITO3UTOpPChKa TpakTuka Icnanii, @panmii Bix emoxu HoBoro gacy 3amodaTkyBaid
iHTepec 1o ritapu. MoKHa Ka3aTH MPO iHTepec 10 TiTapH SK iHCTPYMEHTY, IO CIYXKHB YOCOOJICHHSM
CBITCBKOTO My3uKyBaHHs. ['iTapHa My3uKa B 3aKOpIOHHIM MpaKTUIi po3BHBajacs MapajelbHO i y
npodeciiiHiii, 1 B HapoAHii KynpTypi. Yumanuii mpopuB y BUpoOHUITBI iHCTpyMeHTiB y XIX cTomiTTi
CripusB TommpeHHto ritapu. “CoTHI THUCSY Titap OyJI0 CTBOPEHO y CBITI, sKi Oa3yBamwcs Ha
KOHCTPYKTHBHIM cucTeMi, OCHOBaHili Ha 3100yTkax AmnHToHio Toppeca” [7,p. 18]. Ilpore,
HE3B@XAIOYM HA ii MOUIMPEHICTh, TiTapy MOYald CHOpUIMATH, 3A€01IBIIOro, SK 1HCTPYMEHT IS
aMaTopChKOro Hempo(eCiHHOTO BHKOHABCTBA. Taki X puc Oynm XapakTepHi W miust (hopMyBaHHS
TiTapHOTO BUKOHABCTBA Y BITYU3HSHOMY MPOCTOPI, IO CTOCYBANOCS 3Ae01IbIIOro cdepr modyToBOro
My3uKyBaHHA. Y XX CTONITTI MOYaB 3apoiKyBaTHUCh iHTepec A0 TiTapu 3 00Ky npodeciiiHux
KOMIIO3UTOPIB, IO CBITYUTH MPO CEPUO3HIIIE CTABJICHHS O HEi Ta BIAPOKEHHS TUX TPAAMIIN, SKi
Oyino 3amodaTKkoBaHO B 3aximHoeBporelicbkoMmy mpoctopi XVIII cromirts. Yumany ponb y
BiZIPO/DKEHHI iHTEpecy 0 TiTapu CBimuWMia HisUbHICTH BipTyosa-ritapucta Anzapeca Cerosii. Came
HOro TBOpPYICTH MOCHPHSIA  HAMUCAHHIO Py  MaclITaOHUX  KOHLEPTHUX TBOPIB Y
3aximHoeBporelickkoMy mpoctopi. “Konmeptn A. CeroBii HaguXHyIH 0aratboX KOMIIO3HTOPIB JIO
HanucanHs TBopiB s ritapu (E. Bimna-Jlo6oc, X. Poapiro, @. Mopeno-Toppo6a). TexHika Auapeca
Cerogii cTana pe3ynbsTaToM PO3BUTKY icraHchkoi ritapHoi mkomu @. Copa, J. Aryano, @. Tapperu”
[3, c. 358]. TBopH MPOBITHUX KOMITO3UTOPIB 3aKJIaIA OCHOBY IJIsi (POpMYBaHHS IMPUHIIMIIOBO iHIIIOTO
CTaBIICHHS JIO TiTapH, SIKi 3r0I0M OYJIH yCIIaJAKOBaHI y BITYM3HSHIN MPAKTHII.

3HayHMi iHTEpec 10 TiTapy Ta PO3KBITY BUKOHABCHKOI MPAKTHKH Y BITYM3HSHOMY MPOCTOPi
BiJ[3HAYMB YKpaiHChKUil nmocimigauk B. brnaxeswu: “I'itapHe BUKOHAaBCTBO XX CTONITTS MOCTYIIOBO
MePeXOANTh Ha SKICHO HOBWH piBeHb. PerepTyap IHCTPYMEHTY OHOBITIOETHCS, 3’ SIBILIETHCS OiNIbIe
aKkaJeMiqHOI My3WKH, IO cHpuse mpodecionamizamii ritapu Ha TepuTopii Ykpainu. PagsHchkuit
MEepiof y PO3BUTKY TITAPHOTO MHCTENTBA YBIHIIOB B iCTOPiI0 BiIOMHMH iIMEHaMH BHKOHABIIIB Ta
MeJaroriB, OCHOBOIIOJIOXXHUKIB CyYaCHUX BHKOHABCHKHX TPAAMINK 1 PpO3POOHUKIB METOIHUK
rpu” [2,¢. 110]. Vi i YUHHHMKH, SK-OT IOSBa BHUKOHABCHKOI IIKOJH, MiATPUMAHOI YMCICHHUMH
METOAWYHUMH PO3poOKaMu, crpusiia nmorpedi GopmyBaHHS penepryapy, L0 ¢ peanizyBaiu 0arato
TBOPIIIB.

HuHi € ynumano KoMII03UTOPIB, SIKKX I10 MPaBy MOXKHA HMEHYBATH TBOPIISIMU TiTapHOI MY3HKH,
0arato 3 HUX € KOMIIO3UTOPaMH-TiTapUCTaMH, IO MOEJHYIOTh HANHMCAHHA TBOPIB 3 BUKOHABCHKOIO
IisutbHICTIO. bBinbmie Toro, BapTo BHOKPEMHTH KiNbKa TiTapHHUX MIKi, HAWOULIBII BITMBOBHMH 1
3HAYMMHAMH 3 SKUX € Ti, IO JIOKATI3YIOThCS Yy CTOJHIN Ta MiBIACHHOMY perioHi Ykpainu. Cepen
KOMIIO3UTOPIB, fIKi BiABOIATH TiTapi YijibHE MICIe Y CBOil TBOPYOCTi, BapTO 3raJlaTH HACTYIHHX:
Kocrsatra Yedens, Mukona Crenron, Banepiit Antontok, Bikrop Bok, Oner Bboiiko, Anina boiiko,
Biktopis KymmukoBceka, Biktop Ilpokomuayk, Omnekcanmp XomakiBcekui, Oner CemniBaHOB.
PosrnsiHeMo Jesiki aclieKTH iX TBOPUYOTO CIPSMYBaHHS y cepi TiTapHOT0 MUCTENTBA JACTATbHIIIE.

Koctantnn Yedens — 3acimyeHUH Aisd MHCTeNTB YKpaiHu, rojoBa KuiBCBKOro MiCBKOTO
BigminenHs HarmionanpHO1 Beeykpaincbkoi my3uuHoi crinku (HBMC); ronoBa Acoriatiii riTapucTis
HBK; nupextop JlitHpOi riTapHoi akanmemii; med-pemaktop xypHairy ‘“Titapa B VYkpaiHi”;
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aptaupekTop MiKHapogHOTO KOHKYpCy TitapucTiB “l'iTAc”, KepiBHUK aHCAaMONIO JaBHBOI MY3HKH,
BHUKJIaJIad, BHUKOHABEIb-MYJIBTHIHCTPYMEHTAIICT Ta Kommo3utop. Koo iioro iHTEpeciB —
BIJIPOJKEHHS TPaJMIii aBTEHTUYHOTO BHUKOHABCTBA. Pa3oM 3 THUM y HOro TBOpYOMY JOPOOKY €
YUMaJl0 TMPOTPaMHUX TBOPIB, PO3paxoBaHUX Ui nuTsdoro Biky (“Mapro”, “Kpok nHazycrpiu”,
“ITouarok poky”, “KsaproBuii pox”, “IIpocto 6r03” Ta iH.).

Muxona Crenon — uieH HamionansHoi criinku komno3utopi Ykpainu (HCKY), 3aciyxennit
Jis9 MUCTEUTB YKpaiHH, KHBe Y XapkoBi. B iioro TBopyomMy HOpOOKy mpencTaBieHi MaciuTaOHi
TBOPH, Jie TiTapi BiIBE/IEHO IEHTpaAIbHE MicIle — 1€ KOHIepPT JJIS riTapu 3 opkecTpoM “IcraHchKuit”
(1997), Bapiauii mist ritapu 3 opkectpoM Ha Temy A. Koppeni (1999), Bapianii Ha rtemy M. [Iperopiyca
Ut Titapu 3 opkectpom (2000).

Kuicpkuit komnosurop Banepiii Artonrok — wieH HCKY, ToBapucTB aBTOPCHKMX TpaB Ha
BukoHanas BMI (CIIA) ta MCPS (Benuka bputanisi) — numie HEMoAaBHO MTOYaB MPUIUISATH yBary
ritapi; npore, Oyayun yuHem kiacy I. JIsmieHka, mpoJeMOHCTpYBaB INIMOOKUI PiBeHb OIMaHyBaHHS
JAHOTO iHCTpYMeHTY. /Ly riTapHOro BMKOHAHHs BiH HamucaB “Afaxkio” AJs TiTapd W KaMepHOIro
OpKeCTpy, TBip I TiTapu coio i mis kBapteTy Titap “CLASSIC GUITAR” (micto Muxkomnais). Y
tBopyocti M. Cremrona ta B. AHTOHIOKA, a caMe Yy 3BEpHEHHI JO >KaHPY KOHIEPTY Ul TiTapu 3
OpPKECTpPOM MOJKHA BiHAWTH PHUCH, L0 CIOPIAHIOIOTH iXHIO MY3WKY 3 TPaaulisIMA NPOBITHOTO
JaTHHOAMEPUKaHCHKOTO Komno3uTtopa X. Poxpiro.

OCHOBHHUH KOMIIO3UTOPCHKUN iHTepec AIliHM boiko — KHIBCHKOI TiTApHUCTKH, KOMIIO3UTOPA,
BuKkiagada, uieHa IlIpesunii (3 2000) i 3actymauka [omoBm (3 2006) Acomiauii ritapuctiB
HarmioransHoro Bceykpaincbkoro my3udnoi cminku (HBMC), a 3 2007 poky i 3aCTyNHHKa TOJIOBH
Kwuiscbkoi micekoi opranizarii HBMC, momsrae y TBopax mis Titapu. B ii TBopuoMy mg0poOKy —
30ipKH TBOPIB JJIsl IIECTUCTPYHHOI TiTapH, I’ €CH, pO3paxoBaHi Ha MOYATKOBHUI PiBeHb I'PU Ha TiTapi,
aHcaMOJIeBl TBOPH AJIsI [yeTy CKPUIIKH Ta TiTapy Yd TOMPH U TiTapy, a TAKOX TBOPH [yisl (GopTeriaHo i
Oanmypu cono. bimpiricte TBOpIB € MpOrpaMHUMH, MOXKHA IPOCTEKUTH 3HAYHUM IHTEpec [0
(honbKIIOpY, MO MPOSBISETHCS Y YUCICHHUX 00pOOKax HapoJHUX MiceHb — ykpaiHchkux (“Hiu sxa
micsiuHa”, “OW, momHyB o0pyu!” mis ayety ritap, “OH, He CBITH, MiCSUEHBKY”, BapiallisiXx Ha TeMy
YKpaiHChKOi HapoaHO1 micHi “CoHIle HU3eHBKO ).

I'itapuctka, KoMITo3uTop, Bukianad, wieH [Ipe3umnii Acomiamii ritapuctie HBMC Bikropis
KynukoBchbka poIOBXKYE Tpajuiliid cBoro 6atbka — Bikropa IBaHOBHYa KynmukoBchKoro, sikuil cTaB ii
TepIIMM BUKJIaadeM. |i 3HAYHMI iHTepec 10 BUKIAJaHHA MaiCTEPHOCTI IPH Ha riTapi MPOSBISAETHCS
y BHIaHHI 30ipOK, 0 MICTSITh HEPEKIaIeHHS BiIOMAX KJIACHIHHUX “TIUIATEPiB”, 00pOOKH yKpPaTHCHKHUX
HApOJHUX TiCeHb, apaH)XyBaHHS JJIS IBOX TiTap i aBTopchbki TBopH (“IloxoBknuit muctok”, “I"apHuii
HacTpiii”, “Banbc cHixkuHOK”, “Mapiu” Ta iH.).

Kuromupsiann Omnexcanznp XomakiBCbKUH MO€AHYE MiSUIBHICTB IeAarora, KOMIIO3UTODA,
BHHAXiTHUKAa MY3WYHHUX IHCTPYMEHTIB, BiH € 3aCIyXEHHUM MiT9eM MHCTCHTB YKpaiHH, WICHOM
HBMC. YnpoBaauB MIKOIM KIACHYHOI TiTapy y JKHTOMHUPCHKOMY MY3UYHOMY YUHJIMII Ta My3HYHHX
mkonax. Moro My3WYHa MOBa BiloOpakae MpOBiIHI TEHIEHIII1, XapaKTepHi IS 3aXiTHOEBPOIEHCHKOT
aBaHTapaHOI Tedii. MaeMo Ha yBa3i BUKOPHCTAHHS CyYacCHHX MPUHOMIB TPH “JIETaTo JIMIIE JIIBOIO IH
npaBor0 pykoro Ha Tpudi, Quaxoneramu, ‘rompae”, ‘‘raMOypHHOM”, TIICaHIO, TPEMOJO,
“rerminrom” [1] Ta AMCOHAHTHUX TApPMOHIYHMX CHIB3BYY — aKOPAM 3 PO3LICTIICHUMH TOHAMH 1 T. II.
IIpu 1pOMYy XapaKTEpHOIO O3HAKOKO TBOPYOIO IIAXOAY € BUKOPHCTaHHS IHTOHALIH, NPUTaMaHHHUX
YKpaiHCHKOMY (DOIIBKIIOPOBI.

Sk BKe 3a3HAUYEHO, YUMAJIO KOMIIO3UTOPIB MiBAHSA YKpaiHH MUIIYTh TiTapHi TBopH — 1e KOpii
Morumiok (ofecbkrii BUKIagad, KOMIO3UTOP Ta BUKOHABELb, aBTOP O€3Jivi TBOPiB, NEPEKIAACHb AT
ritapu), Onekcanap 3aTHHUYEHKO (KOMITO3UTOP, BUKJIAAad, 3aciy’KCHHH TpaIliBHUK HAPOIHOI OCBITH
VYxpainn), Anaroniii llleBueHko (OAECHKUI TiTApUCT, KOMIIO3UTOP, MY3HKO3HABEIlb, XYIOXKHUK Ta
noet). Jlopeuno sramatu ¥ MuKoIaiBChKUX KOMITO3UTOpIB — Iie BameHTuH 3amosHOB (TiTapwCT,
KOMITO3UTOp, moeT, menmaror), Jleowin IlaHTenmeliMOHOB (KOMIIO3WUTOp, TiTapuCT, BHUKIAAaq),
BrnagucnaB KopmrynoB (kommosutopu, BukoHaBels, uieH HCKY, romoBa MukomaiBcbkoro kiyoy
kommno3utopiB Ad libitum), Onexcannp @enoTko (KOMIIO3UTOD).

YacTo TEOpeTHYHi MOIIYKH MHTLIB HEPO3PUBHO IOB’SI3aHi 3 IX NPaKTHYHHMH PO3POOKaMH.
Tak, 3100yTkH A. llleBueHka y cdepi My3HMKO3HaBCTBa BiOOpa)karoTh WOTO BHOIp >KaHPIB.
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B. Cunopenko, BigzHayaroun BHecok ritapucra Anarouis LlleBueHka migkpeciroe Horo iHTepec i 110
AHTUIHOT'O MHUCTEIITBA, i 10 GIaMeHKo. BiAnoBiaHo, came pucH My3uKH (IaMeHKO MOKHA BiTHAUTH y
tBOpax A. llleBuyenka. “TeopeTHk My3UYHOTO MUCTEUTBA, TOCTIIHUK aHTUYHOI My3UKH 3HAYHY YBary
OPUAUINB icTOPii TiTapHOrO BHUKOHABCTBA, A TAKOXK OINAHYBAaHHS JOCBiAy Ta BHBYCHHIO CTHIIIO
(hmaMeHKo, 10 3yMOBUJIO BUXiJ YV CBIT TUAAKTHYHO CHCTEMATH30BaHOI Ieqaroriqyaoi poodotn “Titapa
(mamenko: Menoaii Ta purMu (HOTH, BopaBu)” y Tphox dactuHax (Kui, 1988) i mocmimxkeHHs
“Henpubopkani irpu gramenko” [5, c. 189].

SAxmo 3BepHYyTHCS 10 TBOpYocTi B. 3amosHOBa, TO B Hiif MOXHA BiTHAWTH PUCH, SKi CBiIYATh
Opo  HACHiAyBaHHsS TpaaWIiii TpakTyBaHHS TiTapy B Iyci I1HCTPYMCHTIB, HasBHHX YV
3axiIHOEBPONECHCHEKOMY CEepelHbOBIYYi, HAIPHUKIAM, Y JIOTHEBIH My3uli. Lle mposBiseTbes Ha piBHI
ak temaruku (“Ilicai menectpeniB”, “Jlumapceka croita”, “Kembrcpkuii opHament”, “IlicHsS mpo
Ponanma”, “Kuura mimirpuma”, “Ilicas Konkictamopa”, “®apromr-tpons”), Tak 1 crenudiku
My3W4YHOI MOBHU. BrnacHe, cydacHa KOMIIO3UTOpPCHKAa TiTapHa TBOPYICTh BIIKPHUTA JJIS [MOEJHAHHS
pi3HUX, YacoM mpoTHiaekHUX Havaid. “IlyOmika BiaBepHymacs BiJ Cy4acHOi 0 paHHBOI MY3HKH, 1O
TOTO, SIK KOMITO3UTOPH TTOYAJTH ITHUCATH aTOHAIBHY My3HuKY™ [6, p. 1].

Bapro Bim3HaunTH (opMyBaHHS HE JMIIE TiTapHUX MIKUI, a W TBOPYUX BUKOHABCBHKO-
KOMIIO3UTOPCBKUX JAWHAcTid. B ykpaiHcbKOMy mpocTOpi 4ibHE Micue Y PO3BHTKY TiTapHOTO
MUCTeNTBa nocinae poauHa Panzenpkux 3 micra JlHinpo. FOpiii Pagzenpkuii — KoMIo3uTop, icTopuk
ritapu, wieH HarioHaNbHOI CIUIKM JKypHATICTIB YKpaiHW, BWKIANad, BEIyYUH pagionporpaMu
“Axagemis ritapu”. Moro cumm — Cepriii i JMHTPO — Takok € He IHMIIE TiTapucCTaMH, a i
KOMIIO3UTOPaMH, SIKi YCIaJAKYBaJld TPaJUIlii OMEPEeTHUKIB, ajle, pa3oM 3 THM, i BIIKPUTI 0 HOBAIlil.
Bonu 6araTo nmumryTh i eKCIIEPUMEHTYIOTh 3 PI3HUMH CTHIISIMH, KOHCTPYKITISIMA aKyCTHYHUX TiTap Ta
pizHOoMaHiTHUME edekTHUMU Tpuiiomamu Tpu. Lle min wac Hapuanns B KHVYKIM y xmaci
B. A. XKanpko Cepriit Pagzeupkuii BurpaB criemianbHuid npu3 moconascTBa Ienanii B Ykpaini 3a muki
m’ec, npucBsdennx CanbBagopy [Jami. bpatu Hapa3i 3aiiMaloThCs aKTHBHOIO BUKOHABCHKOIO
JUSIBHICTIO, BUCTYIIAIOYH B JIyETi, COJIBHO Ta Y KOJCKTHBI Supremus, ¢ BUKOHYIOTh BJIACHY MY3HKY.
Takox BapTo 3razatu poauny IBanHikoBux (ITaBmo — GaTtbko Ta cunm Tumyp i Bomogmmup), sxi
3aliMalOTbCs KOMITO3UTOPCHKOI0, BUKOHABCHKOIO i, TaK OW MOBHUTH, MPOCBITHULBKOIO IiSUTBHICTIO B
raxy3i ritrapu. Y ix TBopuoMy JOopoOKy Oararo mepekiiaaeHsb, 00poOoK s AyeTy TiTap.

OTke, MOJKHA BiI3BHAYUTH (GOPMYBAHHS HIMPOKOTO CIEKTPY TITAPHOTO pernepryapy, aBTOpaMu
SAKOTO € YKpaiHChbKi KOMIIO3WTOPH, LI0 Ma€ BaXJIMBE 3HAUeHHs Al mpodeciiiHoi maiicTepHOCTI
BUKOHaBIIIB. “KoHcTaryemo, mo y cepemuHi XX CTOMTTI cdopMyBazach CcamMOOyTHS
IHCTpyMeHTaNbHa (TiTapHa) Tady3b My3MYHOTO MHCTEITBA 3 BIAMOBIIHUM pETEpPTyapoM, apCeHaIoM
MY3UYHO-BHP@KAIBHUX 3ac00iB 1 TEXHIYHMX NPUHOMIB, NpOQEciiHOI NPaKTHKOIO MiArOTOBKH
ritapuctiB” [4, c. 256].

TakuM 9UHOM, y TBOPYOCTI BITUYM3HSIHUX KOMITO3UTOPIB-TITAPUCTIB MOXHA BUIUIUTH KiTbKa
OCHOBHHUX TeHAeHLill. Hacammepen — ue HacnigyBaHHSA TpaIulliid, IO 3aKJald B TiTapHy MY3UKY Taki
3axifgHi kommosutopw, sk X. Pompiro, X. Typina, ®. Mopeno-Toppoba, P. /lienc, M. KacrensayoBo-
Tenecko, M. Ilonce. JIpyruM HampsIMKOM TiTapHOI TBOPYOCTI BITUM3HSIHHX aBTOPIB € BiIpOIKCHHS
CTApOBUHHOI MY3HMKH, CTBOPSHHS OOpPa3HOCTI, sKa BIANOBigae ifeamamM 100U CepeIHbOBIUYS,
Binpomxenns, 6apoko. KpiM 1poro, psa KOMIIO3UTOPiB MOXYTh HMO€IHYBAaTH O3HAKW MEPIIOTO Ta
Jpyroro HampsMKy, JOAAI04YM SICKpaBl Ta BIi3HABaHI €JIEMEHTH YKpPAiHCHKOTO HAPOAHOTO MEJOCY.
Hapasi, B TBOpUOCTi YKpaiHCHKUX KOMIIO3UTOPIB-TITAPUCTIB HASBHI TBOPH ISl AUTSYOTO BIKY 1 TBOPH,
po3paxoBaHi Ha BHCOKHMH MpodeciiHii BHUKOHABCHKUH piBeHb — OOpOOKM HApOAHUX IIiCEHb,
NepeKIaJeHHs Ui TiTapu, MIHIaTIOpH, KOHIIEPTHI TBOPH, aHCAMOJIeBl (B TOMY YHCII JJIsl aHCAMOITIO
rirap). Yce 1ie € IepeyMOBOIO 3alI0PYKH YMMAJIUX IEPCIEKTUB MOJAIBIIOr0 PO3BUTKY BITYU3HIHOIO
riTapHOTO BUKOHABCTBA.
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