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HanpsMKie 0odicasy, pok-, non- ma world music — ‘“neexa”, “nonynapua”, “‘ecmpaouna” mysuxa,
“mysuxa mpemwvoco niacmy”, BusHaueno OoyinvbHicmb GUKOPUCMAHHA KOHYenmy “‘HeaxademiuHa
My3uKa’”, wo NOEOHYE 8uuje32a0ani HanPAMKU.
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HEAKAJIEMHWYECKASA MY3bIKA: IPOBJEMbI JE®@NMHULINU
N CYIIHOCTHBIE U3MEPEHUA

B cmamve o06o3nauena HeobXoOuMOCmMb  nepecmMompa  MePMUHOLOSUHECKO20 — NOJISL
COBPEeMEHH020  MY3blKoGeOeHus..  Paccmompenvt  nayunvie  konyenmol,  cywecmeyioujue sl
0003HAYeHUsT CMUNEGLIX HANPABLeHUll 02casd, pok-, non- u world music — “neekas”, “nonynsapuas’,
“acmpaonas”  myseika,  “myzvlka mpemveeo naacma’’.  Onpedenena  yenecooOpa3HOCMb
UCNONb306aHUS  KOHYenma  “Heakademuueckas My3viKa™~, 00beOUHAIOWAS — GbIUEYHOMIHYMble
HANpasneHus.
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NON-ACADEMIC MUSIC: PROBLEMS OF DEFENSE AND VITAL MEASURES

Nowadays modern music culture is represented by a number of trends — academic music, rock,
pop music, jazz, folklore, world music. Although each of these branches can be analyzed
independently, but sometimes there are developments that require a definitive generalization term that
would allow them to consider these directions more systematically, creating a space for a comparative
approach. In order to denote a set of directions that have no common features with academic music,
the following terms were used in domestic art studies such as pop music, entertainment, light, mass,
third-generation music. According to our conviction, their use was limited to some extent within the
scientific discourse of the XX century, but with the changing socio-cultural realities, revision needs
their further application. According to our belief, it is expedient to make the following headings, such
as: academic, non-academic music and folklore, which have fundamentally different outgoing
essential positions, by conducting a typology of musical directions.

The formation of music of a non-academic tradition can be noted in the culture of the New
time. Non-academic music can be considered as endowed with the following criteria: first of all, it is
often created by unprofessional composers. When it comes to the rock work, it is mostly the result of
collective creativity of the group’s performers. When it comes to jazz, there is a slightly different
situation. The main genre used in nonacademic music is a song (in rock direction and pop direction).
However, jazz works are based on a somewhat different principle, because vocal, vocal-instrumental
and instrumental compositions are rarely associated with virtue available in the song genre, but often
embodied in the form of theme-improvisation on it, which became traditional for jazz.

If the musical form of the fixation of a work is more characteristic of academic music (though
since the second half of the 20th century, within the framework of “concrete” and “electronic” music,
there are many examples of the existence of an audio recording work), while for non-academic music,
it is the audio version that is characteristic and much less often — a note that is usually created after
the song has gained popularity and has become a wider public. The note text is mostly published by
the official representatives of the group or performer, which is more common in the Western world or
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is distributed by the electronic version of the musical text. It should be noted that a number of
researchers continue to perceive non-academic music as being of a lower quality. It is clear that
academic music has a much smaller audience than non-academic. However, when trying to
substantiate the need to change the priority of academic music, one should not diminish the benefits of
non-academic.

Existing attempts to determine the totality of trends in contemporary music require rethinking.
Due to the development of practice, it is necessary to revise the terminology field. There are such
areas as academic and non-academic music, which exist at the level of folklore. Non-academic music
is a concept that combines jazz, rock, pop and world music. This direction involves the presence of one
or more performers who present their own works or other composers who are not related to the
academic field. Characteristic is the existence of works not in the music, but in the audio or video
format, often unprofessional level of performance, the refusal of sustainable traditional genres and
forms and targeting a wide audience.

Keywords: non-academic music, academic music, popular music, pop music.

B ocraHHI OecATWINITTS 3HAYHOTO PO3BUTKY HaOyna My3WKa, SIKy HE MOXKHA BiHECTH IO
akageMmiuHoi. HasBHICTh 3aknaniB, y KOTpUX TOTYIOTH (axiBLiB B cepi ecTpamgHOro MHCTELTBA,
cnpusie GOpPMYBaHHIO BUIIOTO piBHA 1€l cepr My3WdHOro BUKOHABCTBa. [IpoTe Hapasi € mpobrnema
TEPMIHOJIOTIYHOTO PIiBHS, a/pke 331l IMO3HAYCHHS THX HANPSMKIB, SKi HE CTOCYIOTHCS MY3HKH
aKaJeMiqHO], YacTille 3aCTOCOBYIOTh OKPEMi PO3Pi3HEH] TEPMiHHU, TUM YacOM SIK HEMa€ €JUHOTO, SIKUI
Ou BIAIOBiNAB 3amuTaM 4Yacy i JaBaB OW 3MOTY TO3HAYHMTH Pi3HI MOJYCH BUKOHABCTBA i HAITUCAHHSA
TBOPIB y IIMX CTHJIBOBHUX HaNpsMKax. BiamoBigHO, IOMUIBHO PO3TISHYTH MOXJIHMBI BapiaHTH
BU3HAUEHHS CTWJIBOBUX BIJTrayKeHb, IIO MPOTHCTOATh aKaAeMIuHii My3WIi, ¥ JaTd BIACHY
nediHirito.

Kommo3uTopcbki Ta BUKOHABCHKI BHMIPH €CTPagHO-IKa30BOr0 MHUCTeUTBa XX — MOYaTKy
XXI cromnite okpecneHo B mpai 0. J{suenko [1]. [lutanas popMyBaHHS My3UKH TPETHOTO IUIACTY i
MacoBHUX aHpiB XX cTomiTTs nociimxkeno y mpami B. Konen [3]. Mysuka akagemiunoi Tpamumii
XX cTONTTA perenbHO TpoaHamizoBaHa B poOorax T. XKXwmmucekoi [3], T.Mgpisani [4],
B. Xomnomosoi [6]. YkpaiHckka ecTpagHa My3Wka Ta croernudika i1i po3BUTKY TMPEACTABICHA ¥
moHorpagii B. TopmaxoBoi [5]. Ponb momynsipHOi My3HKH B OCBITHBOMY IpOIECi BHCBITIIEHA Y
poborax JI. I'pin [7] ta E. ToGiac [8].

Mera craTTi — TIpoaHaNi3yBaTH TEOPETHYHI MOHSITTS, IO 3aCTOCOBYIOTH JO HAIPSMKIB
HeakaJeMiyHOi MY3HKH, Ta OOIPYHTYBATH IOLIJIbHICTh BHKOPHUCTAHHS JJIsI TMO3HAYCHHS iX TepMiHa
“HeakaJeMidHa” My3HKa.

Hapasi cyuacHa My3uuyHa KyJbTypa HpEeACTaBlICHA PsAOM HAMpPAMKIB — aKaJeMidHA MY3HKa,
pOK-, TIOTI-My3WKa, ka3, ¢oipkinop, world music. Xoda KOXKHE 3 MHX BiATaTy)KEHb MOXE
aHaJi3yBaTUCS] CAMOCTIHHO, MPOTE YacoM € pO3pPOOKH, sKi MOTPeOYIOTh HASBHOCTI MEBHOTO
y3arajipHIOIOYOrO TepPMiHa, SIKU O /1aBaB MOXKIIUBICTh PO3TIIIHYTH IIi HANPSMKH OiJbIII CHCTEMHO,
CTBOPHBIIIH TIPOCTIP JJIT KOMITAPATUBHOTO T AXOY.

Jnst mo3Ha4YeHHS CYKYIHOCTI HampsMKiB, IO HE MAIOTh CIIJIBHHAX PHUC 13 aKaJeMidyHOIO
MY3HKOIO, Y BITYM3HSHOMY MHCTELUTBO3HABCTBI BHKOPHCTOBYBAIM Taki TEpMiHH, SK ‘“‘ecTpanHa
My3HKa”, “po3BakaibHa”, “Jerka’, “macoBa’, ‘“My3WKa TpPETHOTO IUIacTty’, ‘“‘mom-mysmka”. Tak,
MOHATTAM “MacoBoi” My3uku A. Llykep moennye ecTpamny, JIETKy, pO3BaKalbHY, OMYJSIPHY MY3HUKY,
B. KoHeH BUCIOBIIOE i1€10 “TphOX IIapiB” My3WYHOTO MUCTELTBA, A€ MEePIINi IIacT MpeaCcTaBICHUI
(horbKIIOpOM, APYTHI — aKaJeMIYHOI0 MY3UKOIO, TPETiH OXOILTIOE JIETKY MY3HKY, J[Ka3 1 HOBI MacoBi
)kaupu XX cr. (ToO0TO BHUpi3HAE Horo sk okpemmii)” [3, c.46]. Ha nHame mepexoHaHHS, ix
BUKOPHUCTAHHSI MaJIO MIEBHY AOLUIBHICTE Y MEKaX HAyKOBOTO JUCKYpcy XX CTOJITTS, MPOTE 31 3MiHOIO
COLIIOKYJIBTYpPHHX peajiiil ix monaplie 3acTOCyBaHHSA NOTPeOy€E Mmeperisimy.

Tepmin “merka” My3uka, sKAHd OyJO 3alpONOHOBAHO B  po0OTax  PaasTHCHKUX
MUCTEITBO3HABIIB, MIl' MiJKPECIIOBATH CHEUU(iKy 3MICTy eCTpaJHUX TBOPIB, OPI€HTOBAaHUX Ha
ocoOnmuBy Tematuky. Ilpore mel TepMiH Majo MiIXOAWUTH Ui MO3HAYEHHS CIOKETIB, HAsBHHUX Yy
JIESIKUX HAIPSIMKaX POK-MY3HKH, JIe MOXKYTh OyTH TOPYIIEeHI BOKJIHMBI Ta rocTpocomiaibHi TeMu. Kpim
BOTO, HAMpPSIMKH aBaHTrapJHOTO J/Kazy TaK camMO BaXXKKO HA3BaTH MY3HMKOI, “JIETKOI” s
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cnpuiinaTTa. [Jlo Tepmina “nerka”’ My3WKa y 3HAuYSHHI “‘pO3BaXKambHOI” 3BEPTAETHCA CydacHa
nmociimautst B. Xomonosa, MPOTHCTaBIIAOUN 11 cepio3Hil, akaaeMidHii. “IcTopis €Bponu BH3HAUMIIA
1 CYTHICTh TOTO IIIacTa KYJNBTYPH, SKHH B Cy4YacHid KyJbTYpOJOTii OTpUMaB Ha3By ‘‘akaJemMiuHa
My3uKka”, abo “cepiio3Ha My3WKa”, Ha IPOTHUBATY “JIETKil My3uIli”, “po3BakanbHii My3uii’™ [6, c. 3].
Bapro 3a3HaunTH, 1110 HAYKOBEIb ¥ CBOIH Iparli BHKOPUCTOBYE MOHATTS “‘€CTpagHOl My3UKN, SIKE IS
Hel € MPOTHIICKHICTIO IO aKaJEeMIiYHOro HampsMKy. Tak, NaHWH TEpPMiH JOBrO BHKOPHUCTOBYBAJH SIK
“ecTpagHa” My3uKa — Ui TO3HAYEHHS JKa3y, POK- Ta MOIM-MY3UKH, B TOMY YHUCIi aBTOp HaHOI
crarti — B. TopmaxoBa. “HasuBatu mkas, pok- i MOm-My3uKy MOIYJISIPHOIO MY3HKOIO, 200, K ii iHOI
Ha3WBAKOTh, “TIONCOI0” — HENOUUIbHO (iX MOMYyJSPHICTH HeoqHakoBa). OIHUM CIIOBOM, TEpMiH
“ecTpajiHa My3WKa”’ HaAHOINbINE MIXOJUTHh JJIs PI3HOBUAIB MY3WYHOTO MUCTEITBA, SKi 00’ €qHaHI
CHUTBHUM — CHEHIYHUM ToXojpkeHHsM” [5, c. 10]. IlpoTe 000B’s3k0OBE BHKOHAHHS TBOPIB IHOTO
HalpsIMKy Ha ‘“‘ecTpani”’ — KOHIEPTHIM CIeHi, sfKe OyJo MOIIIPHUM y KOHTEKCTI KYJIbTYpPH
XX CTONITTS, NTOTIOBHIOETHCS 1 1HIIUMH (OpMaMU IPE3SHTAIIT BIACHOT TBOPYOCTI.

Tak, BucTynmu 0OaraTboX BHMKOHABLIB, SKHX MOXHA BIIHECTH IO HEaKaJAeMiuHOi MY3HKH,
CTalOTh JIOCTYITHUMH 3aBIAKH MOKJIMBOCTSM IHTepHET-TpocTopy. IX BUKIa1aloTh Ha TaKUX cepBicax,
sk YouTube, Instagram, Facebook. Ixne cTBopenns moxmuse uepes mporpamu, nofioHi g0 Sing! Bix
openna Smule, GarageBand, Magic Piano, Vine Ta iHmi. BignoBimHo, Miclle BUKOHAaHHS Ta
Mpe3eHTallii TBOPIiB 3HAYHUM YHWHOM 3MIHIOETHCS, SK 1 KpUTepii OIIHIOBaHHS MOIYJSIPHOCTI Ta
3HAYUMOCTI TBOpY. KpiM 150TO, TEpMiH “‘eCTpajHOi” MYy3WKH, TOMHMPECHUNH y PpaasHCEKOMY
MY3UKO3HABCTBI, HE MaB IIiJ{ COOOI0 BIJINOBIJHUKA B aHIJIOMOBHIN JIITEpaTypi, A€ A MO3HAYCHHS
CTHIIIB “‘ecTpaZHOro” CIpSMYBaHHS 3aCTOCOBYIOTH TOHATTS ‘‘pop-music” 49u, HaOaraTo dYacrTiire,
MO3HAYEHHS OKPEMUX CTHJIBOBHUX BiATANyKCHb, SIKi HE IIOEIHYIOTHCS B €IUHY KaTETOPito.

BukopucranHs TepMiHa “mOmyisipHa”’ MY3HWKa y BITUYM3HSIHOMY AHUCKYPCl TOB’SI3YIOThH SIK 3
NOMN-MY3UKOI0, TaK 1 MOLIMPEHICTI0O My3W4HOro HampsMKy. llomiOHa amediHimiss HE OXOIUIIOE Ty
CYKYIHICTh HamlpsIMKiB y MeXax iHIi-pOK, HaHK-POKY, TapaXKHOTO POKY, SKi MOIJIM MaTh HE HAATO
0arato NPUXWIBHHUKIB Ta € TAaKHUMH, IO MOLIMPEHI B MeXaX MaJOYUCICHHHX CYOKYJIbTypHHX
0o0’eqHaHb. Y 3axXigHOMY AMCKYpCi IUIS TO3HAYCHHS HAMpPAMKIB HeEakaJeMidHOI MY3HKH TaKOX
BUKOPHCTOBYIOTH TepMiH ‘‘momyisipHa (popular) mysmka”. Jlroci ['piH y cTarTi, NpUCBSYEHIH
MY3UYHOMY BHXOBAaHHIO, Ul MO3HAYECHHS CTWIIB 1 HaNpsMKIB My3W4YHOI KyJbTYPU BHKOPHUCTOBYE
napy Kareropii: “kjiacM4yHa — MOMyJsipHa My3uka”. JIOCHigHHIIS HAroJjiomlye Ha TOMY, IIO MpPH
BUBYEHHI MY3MKH, MOIYJSPHOI cepel MOJOAOIO IOKOJIIHHS, CTBOPIOIOTHCS YMOBH [UIS 3aCBOEHHS
KJIAaCHYIHOI. “MOIIHBO, 1€ OCOOIMBO CTOCYETHCS “BIIACHOT” MY3HKH YUHIB — IOIMYJIAPHOTO TTOJIS — Ha
BiZIMiHY BiJl TOTO, IO BOHU YacTO HAa3WBAIOTh “‘MY3HKOI CTapux’ — KiacuuHoro nois. Crovatky
BapTO PO3MIIHYTH, AK caMa KJIaCHa KiMHaTa 3MiHIOE MOHATTS My3U4HOI “aBTOHOMIi”, iI€f0 PO Te, 110
“crpaB)KHE” 3HAYEHHS MY3HWKH IMJHIMAETbCA HAJ CBITCHBKUMH COI[AIbHUMH 1 TONITHYHUMH
MipkyBaHHIME [7, ¢.103]. TloxiOHY TepMiHOIIOTiIO 3aCTOCOBYIOTH 1 B po3pobOkax EBana Tobiaca, ae
3rajaHa TOMyJsipHa My3uKa. ABTOp Harojioulye Ha BaXKJIMBOCTI PO3BUTKY 3alliKaBICHOCTI Yy
MOITYJISIPHIM My3HIIi 11032 OCBITHIMH 3aKJIa/IaMU, IO CIIPHSTHME 3pOCTaHHIO iHTepecy 10 Hel mijx yac ii
npodeciitHoro omaHyBaHHSA. BimHaXomKeHHS IMEpeXpemieHHsS MK Pi3HHM MY3WYHHM JOCBIIOM Yy
MY3HUYHOMY 3aKJIaJli Ta 1032 HAM BILTMBAIOTH HA MIIBUIIEHHS piBHS ocBiueHoCTi [8, c. 30].

Tepmin “My3uKa TpeThOro IUIACTy”’, SIKMH YBIB y HAayKOBHUH AWUCKYPC MHCTELTBO3HABELb
B. KoHeH, BHABISIE€TBCS TakuM, IIO € IIMPIIMM, aJUKE BiH OXOIUIOE OLIBIIMH CIEKTP MY3HUKH
PO3BaXaJIbHOTO CIIPSIMYBaHHS, B TOMY YHCII JETKY “akafeMiuyHy” My3uKy. “MH X MoB’sI3yeMo ka3 1
POK 3 OCOOJMBHM IJIACTOM MY3WYHOI KyJIBTYpH, SIKi BUXOIATH JAlEKO 3a MOHSATTS *aHpy. Llei mmact
HE BKJIAJA€ThCS Yy TPagULiHHUM MOAIN yciel My3WKM Ha KOMIIO3UTOPCBKY TBOPYICTH OIEPHO-
cuMpoHIgHOTO TaHy 1 GONBKIOP. Y MYy3HUKO3HABUIN JIiTepaTypi Horo, HACKUTEKH MOXHA CYIUTH, HE
BUBYAJIHM SK CaMOCTIHHMH IIap KyJbTypH, XOYa OKpPEeMi pO3pi3HEHI MposSBH 1 3ragyBand MifJ
HEMPOCTHMO HETOYHOKO Ha3BOI “mo0yToBoi My3ukn” [3, c. 4].

Ha namre mepekoHaHHS, 3MIMCHIOIOUH THITOJIOTII0 MY3UYHHX HAIPSMKIB, JOMUIFHO BHIIISATH
HACTYIHI pyOpHKH: akaJeMiuHa, HeakaJeMiuHa My3uKa Ta (HOIBKIOp, SKi MAIOTh MPHHIUIIOBO Pi3HI
BUXIJIHI CYyTHICHI TIO3HIIi].

BusHaunMo CyTHICHI pHCH THX HAmpsMKiB, SKi MOXYTh OyTH BiJHECEHI J0 HeaKaJeMidHOi
MY3HKH. 33Ul OBOT0 HEOOXiHO PO3TISIHYTH OCHOBHI TMOHSTTS, JOTHYHI JUIS TAHOTO JOCIIIKCHHSI.
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OpHuM 3 miAxoniB € MeTon BUKMIOYeHHsA. Hacammepen BH3HA4MMO, IO MOXHA BiTHECTH [0
akagemiuHoi My3uku. Came nell HanmpsAMOK MY3MYHOI KyJIbTypd 3100yB 4MMalle HayKOBE
OOIpyHTYBaHHS. Y TMpalsxX psAAy Cy4acHUX aBTOPIB HAroJOMICHO, IO aKaJeMiYHa My3HKa a00 My3HKa
akazeMiyHOi Tpaauuii “BIAHOCHUTBHCS A0 Kiacy MY3HKHM IHCBMOBOI TpaAMLii, IO MpU3HAUYeHa MAJIs
CIELIaNbHOIO IPOCIYyXOBYBaHHA JIIOABMHU (3a3BHYaii TUMH, XTO MAa€ 3arajbHy YW CIELiaJbHY
MY3UYHY MiJrOTOBKY) B KOHIIEPTHOMY a00 CICHIUHOMY BUKOHaHHI” [4, c. 8]. [IpuuoMy BaKIHMBHUM
KPHUTEPieM, SKHH MiIKPECICHO Yy AaHOMY TBEP/PKEHHI, € aKIIEHT HA MY3WYHIH OCBIYEHOCTI CIyXadyiB.
OxpiM LIBOTO, HE JIMIIE HiATOTOBKA PELUIIEHTIB Mae 3HaueHHA. Han3Bu4aifHO BaXXJIMBUM € ITparHEHHs
aKaJeMiqHoOl MY3WKH JO MaKCHMallbHOi aBTOHOMHOCTI. Lls mosumiss Moxe OyTH MOSCHEHa SIK
NparHeHHss He OyTH YacTHHOIO PENiriiHOrO 4M CBITCHKOTO puTyady. [IpuuoMy HAcTymHI emoxu
CIPUIMAIOTh MOMEpeaHI SK 3pa3oK Uil HacaigyBaHHs. Ilin akageMidyHOIO My3HKOIO PO3YMiIOTh
MY3HUKY €BpPOINEHCHKUX KOMIIO3UTOPIB-TIpo(decioHatiB, IPEACTaBICHY KOHKPETHUMH MY3HIHHUMH
*»aHpamu (omepa, cuMQoHis, opaTopis, COHaTa), sIKi MarOTh CIUTBHI IPUHIUITA OpTaHi3alii My3HIHOTO
Mmarepiaidy (COHATHW, POHIO, PENPHU3HMIA), CBOEPINHY ApamaTryprilo, TEXHIKY HAIlMCaHHS Ta DAL
IHmMX o3HaK. “TepMiH 1 sSBHUINE “akajgeMidHa My3WKa’ O3HA4Yae HacamIlepell €BPOICUCHKY MY3UKY
npodeciiHIX KOMITO3UTOPIB (III0 OTPUMANIM CHELialbHy MY3WYHY OCBITY B OyIb-akiid Qopmi), ne
PO3BHTOK 1 €BOJIIOLIS MY3UKH SIK (heHOMEHa KyJIbTypH (POpMYeThCcS HA OCHOBI yCTaICHHX TpaAWLii,
HACNIAyUn iX y pi3HHUX (opMax, iHCHIPYEThCS IMOIIYKOM HOBHX IYXOBHHX CBITIB 1 OIIIHIOETHCA
TOHKOIO ITKajor mpodeciitHoi MaricrepHocti” [4, ¢. 9]. Ha ayMKy MHCTENTBO3HABIIIB, IOMUIEHO
PO3IUIUTH aKaAeMidHy MY3HKYy Ha KJIacHUHY Ta Cy4acHY, MPHYOMY BOHM MAIOTh TaKOX YHMajo
BigramyxeHb. [lofin Ha 1i KaTeropii € AOIITBHAM, aJKe MiTKPECITIOE CYTHICHI 03HAKU ABOX 3raJlaHuX
THITIB aKaJAEMIYHOT My3UKH.

dopMyBaHHS My3WKH HeaKaJeMiqHOT Tpaaullii MOXKHA BiI3HAYUTH B KynbTypi HoBoro uacy.
Came y 1ieii yac BizOyBaeThCs PO3MOALT MY3HYHOI KYJIBTYpH Ha “MY3UKY AJISl HApPOLy Ta MY3UKY AJIS
apUCTOKPATiB, HA CBITCHKY Ta pemniriiiny” [4, c. 10]. HeakageMiuna My3uKa yCHagKOBY€E Ti O3HAKH, SKi
OynM mpuTaMaHHI My3WIi IUIS Hapoay, Oe3lepevyHO, CBITCBKOTO CIPSMyBaHHS. 3ayBaKUMO, IO
CTHJIbOBI HAmNpsIMKH, SIKi HajeKaTh A0 HeaKaAeMiYHOI MYy3WKH, € TaKUMH, KOTpi Oarato B 4oMy
BiJIPI3HAIOTHCSA MiXK CO0O0I0, a 1€ YCKIATHIOE BHIIJICHHS IX THIOJOTIYHUX PHC, MPOTE€ BOHH MArOTh
Habarato MeHIIE CIUTHPHOTO 3 aKaIeMidHUM HAIMPSMKOM, IO ¥ 3yMOBIIIOE HEOOXITHICTD 1X IMO€THAHHS
OJIHUM TEPMIHOM.

BignoBigHo, My3uKy HeakaIeMidHy MOXXHA PO3IJITHYTH SIK Taky, 110 HalileHa HACTYIHHUMHU
KpUTEPIsAMHU: HacamIiepes, ii 9acTo CTBOPIOIOTH Hempodeciitai koMmmozutopu. Ko #aeTbest Ipo pok-
TBIp, TO BiH € 37€OUIBIIOTO Pe3yJIbTATOM KOJEKTHBHOI TBOPYOCTI BUKOHABIIIB IypTy. BapTo 3ragartn
cninpHi kommozutii rypty “The Beatles”, y paHHiif mepiog TBOpUYOCTi sIKOTO OyJiM CTBOPEHi MiCHI,
Hacammepen aBTopcTBa TBOpuoro tanaemy ll. Makkaprti—/[x. JIeHHOH, mpoTe YMMaio eJIeMEHTIB
BHHHMKAIH 3a Oe3mocepeaHpoi ydJacTi IHIMWX yYacHHKIB KoJlekTuBy — JIk. Xappicona ta P. Crappa.
Komu x MoBa mpo cyTto npodeciiiHuii piBeHb y cdepi HeakaaeMidHOT My3HKH, TO HOTO, K IPaBHIIO,
HEeMa He JIMIIE B KOMIIO3UTOPa, a i y BUKOHABLIB. HasBHICTH cepen pOK-My3HKaHTIB My3HYHOI OCBITH,
ocoommBo B XX croimiTTi, Oyna panamie BHHATKOM, aHIK IMPaBUIOM. BaXnMWBUM € Te, IO POK-
BHUKOHABIII YacTillle BUKOHYIOTh TBOPH BJACHI, & HE Ti, 10 HANIMCAIN 1HIII BHKOHABIIi-KOMIIO3UTOPH.
BunsTKOM 3 1BOTO “NpaBuia” € penepTryap MOJOAMX KOJEKTHBIB, SIKi PO3MOYMHAIOTH i3 BUKOHAHHS
MCEHh Y€ BIIOMHUX BHUKOHABIIIB Ta BHCTYIHU-TPHO IOTH 3ipOK POK-CIICHU, MPHUCBSUCHI ITEBHOMY
KOJIe3i, KOJIM ¥ BOHM BUKOHYIOTh HE BJIACHI MICHI, & 9yXi, IPOTE YaCTO TBOPYO IX 0OPOOIISIOTH.

Konu #inerbes mpo mxa3s, TO TaM TPOXH iHIIA cuTyamis. € 0arato IKa30BUX KOMIIO3UIIiH, B
SKUX aBTOPU CTAHJAPTIB BIIOMIi; pa3oM 3 TUM Y NEeSKUX CTWIAX (Hampukian, y Qpi-mkasi) mKazoBa
KOMITO3HIIISI YTBOPIOETHCS B PE3YyJIbTaTi CONBHOT UM KOJIEKTHBHOI IMITPOBi3aIlii YYaCHUKIB T'ypTy 1 HE
Ma€ 4iTKO BU3HAYEHOT'O aBTOPCTBA.

OCHOBHHMM >KaHPOM, SIKHH BHUKOPHCTOBYIOTH B MYy3HILI HEaKaAeMiuHOi Tpaauiii, € micHsS
(Y pOoK-HampsSMKy Ta MOM-HAMPAMKY). [IpoTe mka30Bi TBOPH OYIYIOTHCS 3a JEIIO iHITAM TPHHITAIIOM,
a/Ke BOKaIIbHI, BOKAJIbHO-IHCTPYMEHTAJIbHI Ta IHCTPYMEHTAIIbHI KOMITO3HUIIIT PIIKO KOJIM IOB’s13aHi 3
KYIUIETHICTIO, HasiBHOIO Y MICEHHOMY »aHpi, a yacTille peai3yroTbcsl y GopMi TeMa-iMIIpoBi3allis Ha
Hel — penpu3a TeMH, 10 CTajla TPAAULIHHOIO AT HKa3zy.
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Han3suyaifHO BaXKITUBOIO 03HAKOI MY3WIHOTO TBOPY XX—XXI cromiTTs mocrae 3miHa Gpopmu
fioro 3amucy. 3a3Ha4yMMoO, IO ““...TMOPSA 3 TPAOWIIHHAM HOTHHUM 1 TpapidyHIM TEKCTOM Y
PO3TOPSIKEHHI TOCHITHUKIB TeTlep € 1 aKyCTUYHUH TEKCT, SIKHd CTAHOBHUTDH Oe31ocepeHiil pe3ynbTar
TUSUTBHOCTI MY3MKaHTa-BUKOHABIIA i MOke OyTH 3adikcoBaHMI Ha MarHiTOGOHHY CTPiUKy, TUIATIBKY
a00 KOMITaKT-IUCK. Y ToOyTi 3’SABIAIOTHCA 1 crienu(idHi BHIW TEKCTIB MY3WYHHUX TBOPIB, Taki, sSK
BepOanbHi” [2, c. 5-6]. Skmo s akageMidHoi My3UKH OilblIe MpuTamMaHHa HOTHA ¢opma ¢ikcarii
TBOpY (Xo4a 3 Apyroi mojoBHHM XX CTONITTA B paMKax “KOHKPETHOI” Ta “€lIeKTPOHHOI” MYy3UKH
BUHUKAE YUMAJIO 3pa3KiB iCHYBaHHS ayJio3alucy TBOPY), HATOMICTh IJIS HEaKaIeMI4HOI MY3HKH
XapaKTepPHUI caMe ayaioBapiaHT i Habararo pijiie — HOTHUH, KOTPHA, 3/1cOUTBIIIOI0 CTBOPIOIOTH MiCs
TOro, SIK MiCHS Halyna MOMyJIspHOCTI ¥ crama HaaOaHHAM MIMpOKoro 3aramy. HoTHW TekcT
myOTiKYIOTh TIEpeBaXHO OQIIiiiHI MpeCcTaBHUKAMU TYpPTY UM BHUKOHABIL, IO MpPHUTAMaHHIIIE I
3aXiIHOTO CBITY, YH MOMIHPIOIOTH €IIEKTPOHHY BEPCit0 HOTHOTO TEKCTY.

3a3HaunMO, WO Psi JOCHITHUKIB MPOJOBKYIOTh CIIPUIMATH HeakaJeMiuHy MY3HKY SIK TaKy,
IO HAJEKHUTHb 1O HIKYOTO TaTyHKy. 3pO3yMijo, IO akaeMidyHa My3HKa Mae Ha0arato MEHIIy
ayauTopito, HiK HeakamemiuHna. [Ipote mpum crpobi oOTpyHTYBaTH NOTPeOy 3MIHU MPIOPUTETHOCTI
akaJeMiqHOl MY3WKH HE BapTO 3HEIIIHIOBAaTH MepeBarn Heakaaemiunoi. Ha aymky B. Xomomosoi,
(yHIaAMEHTaIbHUM KPUTEpiEM, SKUH pO3IUILE TOMYJSIpHY KIaCHYHY Ta €CTPaJHO-pPO3Ba)KajbHY
MY3HUKY, € XapakTep 3BYyKy. ‘B akamemiuHoMy Iu1acTi BiH OpraHi3oBaHMH aKyCTHYHO YHCTO,
0JTaropoAHO-KpacuBO 1 Hece B co01 JaeKWi MmpooOpa3 “aHreIbChbKOTO CITiBY, IO KOJIHCH MOPOINB
caMmy 3BYKOIHTOHALil0 aKaAeMi4HOI MYy3WYHOi KyJNbTYpH. A 3BYK YCIX €CTpaJHO-pO3BaKaJbHHX
CyOKyNbTyp — HETapMOHIWHHIA, HEy3TroJDKeHHWW, HeN0anuil: 3 “HefocmiBaHUM™ IO TOYHOI BHCOTH,
BHCOTHUM ‘‘XHUTaHHSIM, TOBIPKOIO, HEMPHUPOAHUM (HOPCYBAHHSIM 1 XPHIIOM TOJIOCY, J3MKYAHHAM 1
OpsiskoroM TiTap (y pok-myswuii)” [6, ¢.215]. [laHe TBEepIDKEHHS CBIMYUTH MPO YIEPEIKEHICTH
YCTaHOBKHM JIOCHIJHMLII Ta HE3HAYHUI piBEHb 03HAHOMIIEHOCTI 3 Pi3HUMH HaNPAMKaMHU HeaKkaJeMiqHO1
My3uKkH. EKcnpecuBHICTb, NMpHTaMaHHa POK-, MOM- Ta J/JXKA30BUM BOKAJIiCTaM, AaBHO BXKE CTaja
YaCTUHOI BHKOHABCHKOI MaWCTEpHOCTI W akaJleMiYHMX BHKOHABIB. A OUIBIIICTh MeperiueHux
“HeONIKIB” CTald OCHOBOIO aBaHTApAHUX axkaJeMIiuHUX TBOpiB. Tak caMO JOCHTH YMOBHUM €
HQ/IUICHHS aKaJeMiYHOl MY3WKH 3HAauYeHHSIM Takoi, M0 Tepenae CKOpOOTHI i TpariuHi oOpasu, a
HeakaJeMigyHol — SK Toi, IO Hece pamicHi Ta CBATKOBI yMoHacTpoi. [IpoTe B OJXHOMY MOXHa
norogutucst 3 B. Xomnomnosoto, sika BKazye, M0 “3iCTaBICHHS KJIACHYHOI MY3WKH 3 €CTPaIHOIO B
MIPUHIMII HEIOUUIbHE: 1€ TOPIBHSAHHS PI3HHUX KYJbTYp, 3 PI3HUMHU 3aBIaHHAMU B COLIyMi. AJe
OCKITBKM B 000X HasgBHI CIIIB 1 TIpa HAa IHCTPYMEHTaX, TO 1 TIOPIBHSAHHS, 1 B3aEMOJIiS
HeMuHYy4i” [6, c. 215].

3BakarouM Ha BHKJIAJIEHHWH Martepiaj, iCHyIo4i cripoOu BU3HAUEHHS CYKYMHOCTI HamNpsMKiB
Cy4acHOi My3HKH NOTPEOYIOTh NEPEOCMHUCICHHA. Y Ppe3ylbTaTi PO3BUTKY MPAKTUKUA HEOOXimHUI
MIEPETIIsAA TCPMIHOJIOTIYHOTO IO, BUAUISIOTHCS Taki HANpsSMKH, SK aKaJeMiuyHa Ta HeakaaeMidHa
MY3HKa, SIKi ICHYIOTh Ha piBHI 3 (onmpkiopoM. HeakagemiuyHa My3uWKa — L€ KOHIENT, L0 MOETHYE
J0Ka3, pok-, mom- ta world music. lleit HanmpsMok nepenbavyae HasSBHICTH OJHOTO YU KiTBKOX
BHUKOHABIIIB, IKi MPE3CHTYIOTH BIIACHI TBOPH YH 1HIIMX KOMIIO3UTOPIB, HE TIOB’S3aHUX 3 aKaJIeMidTHIM
HanpsMKOM. XapakTepHUMH € HasBHICTh TBOPIB HE Yy HOTHOMY BapiaHTi, a B ayJio- 4u Bigeopopmari,
yacTo HempodeciiiHui piBeHb BUKOHABCTBA, BIMOBA BiA CTalMX TPaJWLIAHUX >KaHpiB 1 GopM Ta
Opi€HTAIlIS HA ITUPOKY ayIATOPIFO.
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