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TapuoBeubknit I[.1I. HoBui aKycTMyHuii  npocTip riTapHOro
My3ukyBaHHs. KBamidikaiiiiHa HaykoBa mpallsl Ha mpaBax pykonucy. Haykose
OOTpYHTYBaHHS TBOPYOI'O MHCTEIBKOTO IPOEKTY HA 3J00YTTS CTYMIHS JOKTOpa
MUCTENTBA 3a chemianbHICTIO 025 My3uuHe MHCTENTBO, [aly3p 3HaHb
02 KynbTypa 1 MUCTENTBO. XapKIBCbKHI HAIlIOHAJbHUN YHIBEPCUTET MHCTELTB
imeHi I.I1. Kotnspescekoro, Xapkis, 2025.

AkajieMiyHE TiTapHE MHCTEITBO TMOCIA€ BAXKIUBE MICIE Y CyYaCHOMY
XyA0XKHBOMY TpOCTOpi. BOoHa pempe3eHTye CHUHTE3 TpajaMilii Ta HOBAaTOPCTBA,
MOETHYIOYM 0araToBIKOBY €BPONEHCHKY BHKOHABCHKY TPAJIMINIO 3 aKTyaJbHUMH
TEHCHI[IIMHA CBITOBOT'O MY3MYHOTO TIpoliecy. B yMOBax KyjabTypu MeTaMOJICpPHY,
0 XapaKTePHU3YEThCA MIAJIOTIYHICTIO Ta BIIKPHUTICTIO A0 PI3HUX KOHTEKCTIB,
riTapHe MHUCTEITBO HaO0yBa€ OCOOJMBOrO 3HAYEHHS SAK II0JIE TEPETUHY
aKageMigyHOI Ta HeakageMiyHOl cdep, aKyCTHUHMX 1 €JNEeKTPOHHHX 3BY4YaHb,
JIOKAJIBHUX 1 II100ATbHUX TPAIUIIA MY3UKYBaHHS.

CydacHa KOMIIO3UTOpPChKa Ta BHKOHaBCbKa TBOPYICTh (OpPMYye HOBUU
aKyCTUYHHUH MPOCTIP, Y AKOMY BiIOYBAETHCS B3a€MOJIISI KOMIIO3UTOpa, BUKOHABIIS
Ta cllyxada, SKUH BHUXOJIUTHh 3a MEXI CyTo (I3MYHOI aKyCTHKH, HaOyBarouu
CUMBOJIIYHOTO ¥ KOMYHIKaTUBHOTO BHMIpY. Y HbBOMY MY3UKa CTa€ HeE JUIIE
MPEeIMETOM XYI0KHHOT'O BUCJIOBIIIOBAHHS, a i CHOCOOOM KOMYHIKAIlii, € BaXKJIUBY
pOJIb BIAIrparOTh MO3ATYHICTH 1 BIAKPUTE CIIBICHYBaHHS KaHPOBO-CTHIILOBUX
CUCTEM MUHYJIOTO 1 Cy4acHOTO.

JKaHpoBO-CTHIILOBE PO3MAITTSI TITAPHOTO MUCTEITBA OXOIUTIOE IIIUPOKUN
CIEKTp — BiJl PEKOHCTPYKI OapoOKOBHX TBOPIB /O iHTEepIpeTarii CydacHUX
KOMITO3UIII 3 €JeMEeHTaMH JDKazy, aBaHTapay Ta aBTeHTHKH. OcoOIuBOTO
3HaUeHHs HaOyBalOTh Cy4YaCHI BHUKOHABCHKI TMPAKTHKU, $Ki (OPMYIOTH HOBY
CEMaHTHUKY 3BYUYaHHS Ta HOBUH 3BYYHHUI 00pa3 iIHCTpyMEHTA.

TakuM YHUHOM, akmyanbHiCmbs TEMH HOCHIIHKEHHS aKaJAeMIYHOl TiTapHOi
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aKyCTUYHOI'O0 MPOCTOPY, y 3AATHOCTI BiAoOpakaTH KyJbTYpHI TpaHcopmariii
Cy4acCHOCTI Ta, BOAHOYac, 30epiraTd T'€HETHYHY BKOPIHEHICTb y €BPOIEUCHKIN
MY3UYHOI TPauILii.

Mema oOocniddicennss — BU3HAQUYUTH KJIIOYOBI  OCOOJMBOCTI  HOBOTO
aKyCTUYHOI'O MPOCTOPY TITAPHOTO MY3UKYBaHHS Ha PI3HUX PIBHAX HOTO
oprasizanii: IHTEepIpeTaliiHOMY, KaHPOBOMY, CTUIILOBOMY,
MY3UYHOMOBJIEHHEBOMY, OHTOCEMIOTMYHOMY K y CBITOBIHM, Tak 1 B yKpaiHCbKIN
MY3UYHIN KyJIbTYpI.

O6’ekm Oocnioxcennss —axKaJeMidyHEe TiTapHEe MY3UKYBaHHS KiHII XX —
nepmoi yBepTi XXI cTonith; npedmem —HOBUN aKyCTHUHHUHA MPOCTIP TITAPHOTO
MY3HKYBaHHS.

Mamepianom Oocnioxcennsi € TBOpH, SKI OyiaM 3alydeHi SK B MeXKax
KOHIIEPTIB TBOPYOi ampoOarlii TBOPYOTO MHUCTEIBKOTO TMPOEKTY, TaK 1 TBOPH 3
KOHIIEPTHOTO pernepTyapy 3ao00yBava: «Kanapio» JIxk. [Ix. Kancoeprepra, «Con
Ko3zepora» P. JIpenca, «Concerto Grosso 3 mo3utuBom» €. Iletpudenka, «Bipeme»
ta «Kanmona Taiid’epa» B. 3agosHoBa.

Haykosa nosuzna ompumanux pezyivmamis NOCTIKEHHS MOJSTA€E B TOMY,
10 6nepuie B yKpaiHCbKOMY MY3HUKO3HABCTBI:

— 0OTpYHTOBAaHO KOHIIEHIIIF0 HOBOT'O aKyCTHYHOTO IMPOCTOPY TiTapHOTO
MY3UKYBaHHS;

— BHOKPEMJICHO BHKOHABCHKI OCOOIMBOCTI TEOPOOBOTO MY3MKYBaHHS B
KOHTEKCT1 BIAKPUTOCTI 3ByYHOTO 00pa3y ritapu B Cy4acHId MY3HUHIM
KyJbTYpl Ha KaHPOBO-CTHJILOBOMY Ta IHTEPIIPETAIITHOMY PIBHAX 5K
pedrekcis BIaCHOTO BUKOHABCHKOTO JTIOCBITY 3100yBaya;

— TpOaHaATI30BaHO XKAHPOBO-CTHJIHOBI, KOMIO3UIIHHO-IpaMaTypriudi i
BUKOHABChKI ocobmmBocTi «Kanmapio» JIxk. [x. KancOeprepra sk
MIPUKJIA]T BAKOHABCHKOI IHTEPIIPETAIlil CTAPOBUHHOT MY3UKH,

— OOrpyHTOBaHO  OCOOJMBOCTI  CEMAaHTUKU Ta  KOMITO3HMIIIKHOT
npamatyprii y TBopi «Con Koszepora» P. JIpeHca, siki YHAOUHIOIOTH

TeHI[eHI_[ﬁ Cy4aCHOI'0 KOMIIO3UTOPCBKOI'O MHUCJICHHA ,



— pocmipkeHo  moetuky — «Concerto  (Grosso 3 MO3UTHUBOM»
€. [leTpuyeHka sk NPUKJIA] NEPETUHY ICTOPIi 1 Cy4aCHOCTI B MYy3HLli;

— BHOKPEMJICHO TMPOBIAHI TEHACHLIi KOMIO3UTOPCHKOTO  CTHIIIO
B. 3agosHoBa (KOMIIO3UTOPCHKA IHTEPIPETALlIS] CTAPOBUHHUX >KaHPIB)
Ha TMpUKIaAl mpoaHadizoBaHux TBOpIB «Bipene» Ta «Kannona
Taiid’epar.

Habynu  nooanvwoco  pozeumxy.  JTOCHUDKEHHS  CYTHICHHUX  pHUC
koMmo3uTopcbkoro  mucienHs JI. bpayepa Ta  P. JIpbeHca, ocoOmauBOCTi
(GYHKITIOHYBaHHS CTAPOBUHHUX JKaHPIB B KOHTEKCTI CY4aCHOT My3UYHOI KYJIbTYPH;
OKpeMi  acCleKTH  ICTOpUYHO  1HGHOPMOBAHOTO  BHUKOHABCTBA,  KOHIICTIIis
pednekcuBHoi Mouoapamu (3a JI. lllamoBanoBor0), 0OCOOGIMBOCTI CydacHOT
MY3UYHOI KYJbTYPH SIK CUCTEMHU.

TeopeTHdHe MAIPYHTS TBOPUOTO MUCTEIILKOTO MPOEKTY BUOKPEMIIIOETHCS Y
Poznini 1 «Metogosorist 1OCTi)KEHHS HOBOT'O aKyCTUYHOTO MPOCTOPY TITAPHOTO
MY3UKYBaHHSI», SIKMM CKEpOBYE Ha BHUCBITJIEHHS JBOX KIIOYOBHUX HACTAaHOB
HayKOBOro momnyky. [lepmmii — yCBIIOMJIEHHS KOHTEKCTY TITapUCTHKH,
NPUCBIYEHOI TUTAHHSM CYYaCHOTO aKaJeMIYHOTO TITApHOTO MY3UKYBaHHS
(npencraBnenuit y migpo3auni 1.1 «['iTapucTuka B My3UKO3HABUUX PEQIICKCIIX»),
SKAW CIIPUS€E BIIHAWJICHHIO BJIACHOI JMOCTIAHUIIbKOT IapuHu. Ictopiorpadiunuii
KOMIICH/IIyM TITapUCTHKH 0a3yeTbCsd Ha 3HA4Yymux Tmpamsgx 1. [BaHHIKOBa,
1O. HikonaeBcokoi, B. [lomenka, B. TkaueHkO TOIO, NPUCBAYEHUX OKPEMUM
MUTAaHHSAM TITAPHOTO MUCTEITBA, TaK 1 CATAlOTh IPYHTOBHUX OHTOJOTTYHUX
y3araJibHeHb MUISXIB HOr0 po3BUTKY. TaKoX B TaHOMY IIIPO3ALTI BUCBITIIOETHCS
mpoOemMaTHKa HOBITHIX pO3p000K JOCTITHUKIB, MPEICTABICHUX y AUCEPTAIlIHHUX
nocmimkerasx (O. XKepsnes, O. Kpurin, ®@. bepnar, C. I'punenko, B. [lanamapuk
Toio). Jpyruii HanmpssIMOK METOOJIOTTYHUX TOIIYKIB OB’ I3aHHUI 3 BiTHAHICHHIM
TEPMIHOJIOTIYHOT BIAMOBIAHOCTI Ta JACKIapyBaHHA CEHCIB, 3asBIEHUX B TeEMi
TBOPYOTO MHCTEILKOr0 MpoekTy. [luM momrykam npucBsiyeHo minpo3aun 1.2.

«HoBult akycTHUHHI pOCTip: Biag MeTadhOopu JO KOHLEII.



Y Pozauni 2 «BIgKpUTICTh HOBOTO aKyCTHYHOI'O MPOCTOPY: PO3MAITTA
3ByKOOOpazy TiTapu Yy BHUKOHAaBCHKOMY Ta KOMIIO3UTOPCHKOMY BHMIpax»
HATOJIONIYETHCS, M0 I[apMHA TITAPHOTO MY3WKYBaHHS 3a OCTaHHINA dYac JOCUTh
CTpIMKO HalyJila O3HaK HOBOi SIKOCTi, CEpel SKUX 3HAUYyIIOK € BiOKpUmicmo
PI3HOCTHIILOBUM MpOsiBaM 1 popMaM My3uKyBaHHs. B nanomy Po3nini nocmimkeHi
MPOSBM OCHOBHUX TEHJEHIIN LBOTO MpOLECy, HAaHOUIbII 3HAYYIII 3 SKUX — L€
3BEpHEHHS JI0 KaHOBO-CTHJILOBUX, OHTOCEMAHTUYHHUX Ta aKCIONIOTIYHUX PELeTIii
MHUHYJIOTO, a TaKOX HaOyTTs BIACHOI Cy4yacHOi MY3MYHOI MOBH, SiIKa BimoOpaxae
PI3HOMAHITHI acMeKTH MY3WYHOTO MHUCJICHHS aBaHTapJHOi Ta MOCTaBaHTApIHOI
nobu. Tak, y migpo3aun 2.1 «’CrapoBUHHE» B KOHTEKCTI HOBOTO aKyCTHYHOI'O
IpOCTOpY: IHTEpIpeTaliss 3BYKOBOIo oOpa3y JIIOTHI B CyYacCHOMY TITapHOMY
My3uKyBaHH1 (Ha npuknani “Kanapio” JIx. [Ix. Kancbeprepa)» yBary ckepoBaHO
HAa aHAMTUYHIA PO3BIAII OO PO3MOBCIOJKCHHS B CydYacHI BUKOHABCBHKIN
NpaKTUIl 1HTEpeCy 10 IHTepHpeTalii My3W4YHOi CHaJIIMHK OapOKOBOrO Ta
100apOKOBOTO YaciB, KU chOpMyBaB Ha ChOTOAHI MEHHCTUMHY PHUCY MY3UUYHOI
KyJIbTypH, IO BigoMa SK icTopu4HO iHpopmoBaHe BukoHaBcTBO (HIP). Ila
TEHJCHI[IS HE OMHUHYJA W IapUHy TITApHOrO aKaJeMIYHOro My3uKyBaHHS. BoHna
3HAYHOIO Mipoio c(opMyBasia BII3HABaHHWH IIap HOBOI'O aKYCTHYHOTO IMPOCTOPY
ritapHoi My3WKH CbhOroJicHHS. Ha mpukmaai aHamiTHYHOT Ta BHUKOHABCHKOI
iHTepnperanii  TBopy «Kamapio» JIxk. JIk. KarncGeprepra mpoutrocTpoBaHO
TOTOBHICTh HOBOT'O aKyCTHUHOT'O MPOCTOPY 10 BKJIIOUEHHSI CTAPOBUHHOT MY3UKH, a
caMe — BUKOHABCTBA Ha aBTCHTUYHOMY MY3HUYHOMY IHCTPYMEHTI — OAcOBIii JIOTHI,
a6o teopOi. Ilimpozaini 2.2 «CydacHe My3WYHE MHCICHHS SIK CKJIaJo0Ba HOBOTO
aKyCTUYHOTO  TPOCTOPY»  HPHUCBSIYEHO  PO3IJISIAY  CYY4aCHHUX — TEHJEHUIN
KOMITO3UTOPCHKOTO MHCJICHHS B I[ApWHI TITAPHOTO MY3HKYBaHHSA. Y Mexkax
TBOPYOI'O0 MHUCTELBKOTO MPOEKTY OXapaKTEPHU30BAHO KOMIIO3UTOPCHKY CHAALIUHY
JI. Bpayepa Ta P. JIpeHca, OBOX HEMEPECIYHHMX MOCTATEH CY4aCHOTO TIiTapHOTO
MHCTEITBA, SKI TMOEAHYIOTh CIQJKOEMHICTh TpaauIlii 3 O€3KOMIIPOMICHOIO
HOBAaTOPCHKOIO €HEPTri€l0 Ta eMOJIEMYIOTh Cy4aCHUW BUMIpP HOBOT'O aKyCTUYHOTO

IpOCTOPY. IXHA TBOPUICTH € SICKPABUM CBiJUEHHSAM TOrO, SK IHCTPYMEHT, LIO



BKOPIHEHUH B CTadidl ICTOPUYHIA Ta MY3MYHIA TpPAgUIIgX, MOXE 3aJIHUILATUCH
aKTyaJIbHUM 1 HaBITh MPOBOKATHMBHUM Y cydacHid my3uili. Ha mpuxnani TBOpY
P. Ibenca «Con Ko3sepora» (3amydeHoro 10 TBOpYOi ampobailii TBOPUYOIo
MUCTEUBKOTO TMPOEKTY) MPOAHATI30BaHO BAXJIMBI BIXM TOIIYKIB HOBOTO
aKyCTHYHOI'O TPOCTOPY, $KI TIPYHTYIOTbCS HAa HOBOMY THII aKOH(IIKTHOI
npamaTyprii — pedIeKCUBHIN MOHOIpaMi Ta OHTOJIOTTYHIM SIKOCTI TPUCYTHOCTI.

Poznin 3 «llepermn Tpaauiiii Ta HOBalLii TiTapHOTO MY3UKYBAaHHS B
YKpalHChKIM MY3UUYHIA KyJbTYpl CYYacHOCTI» MPHUCBAYEHO BHCBITICHHIO
0COONMMBOCTEH KIIFOUOBHX YWHHUKIB HOBOTO aKyCTUYHOTO IMPOCTOPY TiTapHOTO
MY3UKYBaHHs Ha TPUKIIAAi TBOPUOCTI ABOX CYJaCHHX YKPAiHCHKMX KOMITO3UTOPIB
— €. Ilerpuuenka ta B. 3amosiHoBa. Ilimo3nin 3.1. BUCBITIIIOE MOETHKY IMPOEKTY
«Concerto grosso 3 nozutuBom» €. Ilerpuuenka, B peamnizallii SKOro B3sTO y4acTb
B SIKOCTI BUKOHABIIS Ha TeopOi. 3acaHUYUil MPUHUT HOTO TMOETHKU — II€ 3B’ SI30K
0apoKOBOT MY3WKHU (SKHH, 37€OUIBIIOrO, peali3yeThCsl Y JKaHPOBOMY iMeEHI Ta
TEMOPOBIii ApaMatyprii) 3 CydaCHUM KOMIO3UTOPCHKUM MucieHHs M. Cepes 03HaK
OCTaHHBOT'O0 — BHUKOPUCTAHHS CYyYaCHOTO MIAXOAY O TMOHATTS MY3UYHOTO 3BYKY,
BIJDKETHT, TPAKTYBaHHS TBOPY HE SIK OITyCY, a sIK MUCTEIbKOTo MpoekTy. [limpo3ain
3.2, TPHUCBSIYCHUN KOMIIO3UTOPCHKIM 1HTEpIpeTalii CTapOBHHHUX KaHPIB B
TBOpuoCTi B. 3a7osaH0oBa Ha mpuKIagl OKpeMuX ritrapHux TBopiB («Bipene» mis
ritapu cono, «Kanmona Taiid’epa» nmias rirapu cojio), B SKOMY BIEpIIe
3apoONIOHOBAHO KOMITJIEKCHHM aHalli3 oOpaHuX TiTapHHX TBOPiB B. 3amosHoBa 3
YpaxyBaHHSAM iX >KaHPOBO-CTWJIICTUYHUX NPUHIUMIB (K NPUKIAJ aBTOPCHKOIO
MPOYUTAHHS CTAPOBUHHUX KAHPIB).

VY 6ucnoeékax HayKoBOro OOIPYHTYBaHHS TBOPYOTO MHCTELBKOI'O IMPOEKTY
MiICYMOBaHO HacTymHe. Hoeuul akycmuunuti npocmip 2imapHo2o My3uKy8aHHs B
KOHTEKCTI Cy4aCHOi My3WYHOI HAyKH OOTPYHTOBAaHO SIK KOTHITMBHA MOJEIb
Mi3HAaHHSA SIBUIIL KOMIIO3UTOPKO-BUKOHABCHKO-CITyXaI[bKO1 KYJbTYpHU
ChOTOJICHHS, SIKWM YHAOUYHIOE 3BYYHY KapTHUHY CBITY Ta MiJICYMOBYE pO3MaiTTs
3BYYHHUX MPOSIBIB aKaJIEMIYHOIO TITAPHOTO MY3UKYBaHHS, Yy3arajJibHIOIOYHU

CKJIaJIHy >KaHPOBO-CTWJIBOBY CYKYHHICTH #oro siBuil. Lle ysiBieHHs, 110



YBHUPA3HIOE TOUKY MEPETUHY, MIiaor CIyXauda, BUKOHABIS, KOMIIO3UTOPA, SIKUH
€ CBIYEHHSM KOMYHIKaTHUBHOIO Ta IHTEPHPETATUBHOI'O ACIEKTY MY3UYHOI
KyJIbTYpHU Ta IMOCTa€ K OHTOCOHOJIOTiYHA cuctema. Ha mpukiami TBOPUYOCTI
CBITOBOI Ta YKpaiHChKOi KOMIIO3UTOPCHKOI Ta BHUKOHABCHKOI MPaKTUK
MPOJIEMOHCTPOBAHO  YHIKAJbHICTh  PI3HOMAHITHUX  MY3UYHUX TMPOSABIB
Cy4YacCHOCTI, sIKI MU HE€ MO>XEMO BU3HAYMUTHU SK OJHOPIAHY €JIHICTh B LAPUHI
aKaJeMIYHOTO TiTapHOTO MHCTENTBA, MPOTE sIKa 3BOJMTHCA N0 HACTYITHUX
KJIFOUYOBUX TPOSIBIB:

— pereniis 3ByKOOOpasy MHUHYJOr0 (BKJIKYAIOYH ICTOPUYHO
iHpopMOBaHEe BHKOHABCTBO, 3BEPHEHHSI JI0 KaHPOBHX MOJIEIEH
100apOKOBOr0 Ta 0APOKOBOT'O MUCTEIITBA);

— BIJIHAWJEHHS HOBOrO 3BYYHOro 00pasy ritapu (1]l BIUIMBOM
Cy4YacHHUX TEXHIK ITMChMa Ta [103a aKaJCMIYHUX JKaHPIB);

— BIUIKPHTICTH JI0 JIQJIOTTYHOTO MPOSIBY BKa3aHUX TCHICHITIN.

TakuM 4YMHOM, HOBUN aKyCTMUHUU MPOCTIP CY4acCHOI MY3WYHOI KyJIbTypH
MOCTa€ SK TOJEPAHTHUM 1 BIAKPUTHM [JI CHIBICHYBaHHS PI3HUX CTHIIB 1
BUKOHABCHKUX MPAKTUK B aKaJEMIYHOMY TiTapHOMY My3uKyBaHHi. OnHi€l0 3
HAWOLIBII BHPA3HUX TEHJCHINM IIbOTO0 TIPOIeCy € TIABUINCHUH IHTEpeC 0
CTApOBUHHOI MY3WKH 0OapoKOBOi Ta J00apOKOBOi J10OH, IO OXOMHUB 1 IAPUHY
riTapHoro muctenTBa. [loBepHEHHS yBaru J0 JIOTHEBOTO MY3UKYBaHHS OCOOJMBO
SCKpPAaBO TPOSIBISETHCS B TMOMyNspu3alii TeopOW, IHCTPYMEHTa, SKAWA CTaB
CUMBOJIOM PEKOHCTPYKIIli iICTOPHYHOI BUKOHABCHKOI TpaduIlii Ta ii iHTerparii B
Cy4yaCHUW KyJIbTypHHM mpocTip. 3 iHmOro OOKy, HOBITHI TEXHIKH MHChMA,
PO3IIMPEH] MPUHOMH TPHU, HETUIIOBA aPTUKYJISIIS, BUKOPUCTAHHS HETPAIUIIMHIX
bakTypHHX TPUIOMIB CHpUsUIH TpaHcopmarlii Bmi3HABAaHOTO o0pa3y riTapH.
CyuacHe KOMITO3UTOPChKE MHUCIIEHHS SIK CKJIaZI0Ba HOBOTO aKyCTHYHOT'O MPOCTOPY
TAaKOX € SICKPAaBUM CBIYEHHSM TOTO, SK IHCTPYMEHT, IO BKOPIHEHWW B CTaJil
ICTOPUYHIN Ta MY3W4YHIN Tpaaullli, MOKe 3MIHIOBATH 1 €CTETUYHUM, 1 KaHPOBO-
CTUJIBOBUM, 1 CEMaHTHMYHHMN pIBEHb 3BY4YHOro o0Opa3y ritapu. HoBiTHiI TBOpuU

CTalOTh CBOEPIIHUMHU «MY3UYHUMU J1a00OpaTOpiIMU», Y SKUX aKaJeMiuHa TiTapa



IIOCTa€ B HOBOMY BHUMIpI1, MOEAHYIOUM IHTEIEKTyallbHY BUIIYKAHICTh MY3HYHOI'O
MHUCTEITBA 3 )KUBOIO EHEPri€I0 CYYaCHOI XYA0KHbOI KYJIbTYPH.

Kniouoei cnoea: HOBUY aKyCTUUHUI TIPOCTIp, TITapHE MYy3UKYBaHHS, TiTapHE
BUKOHABCTBO, TITAPUCTHKA, IHTEpIpeTalis, Teopda, KaHp, MUCTEUBKUNA MPOEKT,
MOHOJpaMa, Bipesie, KaHIIOHa, KOMIIO3UTOpChka TBOpUiCTh B. 3amosiHOBa,
TBOpuicTh €. [leTpuyenka.

ABSTRACT

Tarnovetskyi 1. 1. The New Acoustic Space of Guitar Music-Making.
Qualification research work in manuscript form. Scholarly substantiation of an
artistic project submitted for the degree of Doctor of Arts in specialty 025 Music,
field of knowledge 02 Culture and Arts. Kharkiv I. P. Kotliarevsky National
University of Arts, Kharkiv, 2025.

Academic guitar art occupies an important place in the contemporary artistic
space. It represents a synthesis of tradition and innovation, combining centuries-
old European performance practices with current trends of the global musical
process. In the context of metamodern culture, characterized by dialogicity and
openness to multiple contexts, guitar art gains special significance as a field of
intersection between academic and non-academic spheres, acoustic and electronic
sound, as well as local and global traditions of music-making.

Contemporary compositional and performance practices shape a new
acoustic space in which composer, performer, and listener interact. This space
transcends purely physical acoustics, acquiring symbolic and communicative
dimensions. Here, music becomes not only a medium of artistic expression but also
a means of communication, where mosaic character and open coexistence of
stylistic systems of the past and present play an essential role.

The stylistic diversity of guitar art embraces a wide spectrum — from
reconstructions of Baroque works to interpretations of contemporary compositions
incorporating elements of jazz, avant-garde, and folk traditions. Of particular
Importance are modern performance practices that shape new semantics of sound

and a renewed sonic image of the instrument.



Thus, the relevance of the study of academic guitar music is defined by its
role in forming a new artistic and acoustic space, its ability to reflect the cultural
transformations of today, while at the same time preserving its genetic rootedness
in the European musical tradition.

The aim of the research is to define the key features of the new acoustic
space of guitar music-making at different levels of its organization: interpretative,
genre, stylistic, musical-linguistic, and onto-semiotic, both in global and Ukrainian
musical culture.

The object of the research is academic guitar performance from the late
20th to the first quarter of the 21st century;
The subject — the new acoustic space of guitar music-making.

The material of the study includes works performed within the framework of
concerts of creative approbation of the artistic project, as well as works from the
performer’s concert repertoire: “Canario” by G. G. Kapsberger, “Capricorn
Songe” by R. Dyens, “Concerto Grosso with Positive Organ’ by Ye. Petrychenko,
“Virelai” and “Canzona Typhera” by V. Zadoianov.

Scientific novelty lies in the following: for the first time in Ukrainian
musicology,

— the concept of a new acoustic space of guitar music-making has been
substantiated,;

— performance features of theorbo playing have been identified in the context of
the openness of the guitar’s sound image within contemporary musical culture at
the genre-stylistic and interpretative levels, reflecting the author’s own
performance experience;
— the genre-stylistic, compositional, and performance aspects of G. G.
Kapsberger’s “Canario” have been analyzed as an example of performance
interpretation of early music;
— semantic and compositional-dramaturgical features of R. Dyens’ “Capricorn
Songe” have been substantiated as manifestations of tendencies in contemporary

compositional thinking;



— the poetics of Ye. Petrychenko’s “Concerto Grosso with Positive Organ” have
been studied as an example of intersection of history and modernity in music;
— the leading tendencies of V. Zadoianov’s compositional style (authorial
interpretation of early genres) have been identified through analysis of “Virelai”
and “Canzona Typhera.”

The research further develops: the study of essential features of the
compositional thinking of L. Brouwer and R. Dyens; the functioning of early
genres in the context of modern musical culture; certain aspects of historically
informed performance (HIP); the concept of reflexive monodrama (after L.
Shapovalova); and the features of contemporary musical culture as a system.

The theoretical basis of the artistic project is presented in Chapter 1
“Methodology of the Study of the New Acoustic Space of Guitar Music-Making”,
which emphasizes two key directions of scholarly inquiry. The first concerns the
awareness of the context of guitar studies dedicated to academic guitar
performance (outlined in Section 1.1 “Guitar Studies in Musicological
Reflections™”), which aids in defining the author’s own research domain. The
historiographic compendium of guitar studies is grounded in the works of T.
Ivannikov, Yu. Nikolaievska, V. Dotsenko, V. Tkachenko, among others, which
address specific issues of guitar art as well as broader ontological generalizations
of its development. The section also highlights the problematics of recent
dissertations (O. Zherzdev, O. Kryhin, F. Bernat, S. Hrynenko, V. Palamarchuk,
etc.). The second direction is related to the search for terminological adequacy and
clarification of meanings declared in the project’s title, discussed in Section 1.2
“The New Acoustic Space: From Metaphor to Concept.”

Chapter 2 “Openness of the New Acoustic Space: The Diversity of the
Guitar’s Sonic Image in Performance and Composition” emphasizes that in recent
times the realm of guitar music-making has rapidly acquired new qualities,
particularly openness to stylistic diversity and musical practices. This chapter
investigates the main tendencies of this process, such as recourse to genre-stylistic,

onto-semantic, and axiological receptions of the past, as well as the formation of a



contemporary musical language reflecting various aspects of avant-garde and post-
avant-garde thinking. Section 2.1 “The ‘Ancient’ in the Context of the New
Acoustic Space: Reception of the Lute’s Sound Image in Contemporary
Interpretation (on the Example of G. G. Kapsberger’s ‘Canario’)” analyzes the
contemporary trend of interest in performing early music, now a mainstream
characteristic of musical culture known as historically informed performance
(HIP). This tendency has also shaped academic guitar practice, influencing the
sound layer of today’s new acoustic space. The analysis and performance of
Kapsberger’s “Canario” illustrates the readiness of the new acoustic space to
embrace early music, particularly performance on authentic instruments such as the
bass lute, or theorbo. Section 2.2 “Contemporary Musical Thinking as a
Component of the New Acoustic Space” focuses on current trends in compositional
thought within guitar music-making, analyzing the legacy of L. Brouwer and R.
Dyens, two outstanding figures of contemporary guitar art, who embody the
continuity of tradition with uncompromising innovation. Their music vividly
demonstrates how an instrument deeply rooted in historical tradition can remain
relevant and even provocative in contemporary music. R. Dyens’ “Capricorn
Songe” (included in the artistic project’s approbation concerts) is analyzed as an
important milestone in the search for a new acoustic space, built on a new type of
non-conflict dramaturgy — the reflexive monodrama — and the ontological quality
of presence.

Chapter 3 “Intersection of Tradition and Innovation in Ukrainian Guitar
Music of Today” highlights features of the new acoustic space in the works of
contemporary Ukrainian composers Ye. Petrychenko and V. Zadoianov. Section
3.1 focuses on the poetics of Petrychenko’s “Concerto Grosso with Positive
Organ,” performed by the author on the theorbo. Its central principle is the
connection of Baroque elements (manifested in genre naming and timbral
dramaturgy) with modern compositional thinking, including contemporary
approaches to sound, the use of VJing, and the treatment of the work not as an

opus but as an artistic project. Section 3.2 is dedicated to Zadoianov’s



compositional reinterpretation of early genres in works such as “Virelai” and
“Canzona Typhera,” offering, for the first time, a comprehensive analysis of his
guitar music with consideration of genre-stylistic principles.

Conclusions. The new acoustic space of guitar music-making is
substantiated as a cognitive model for comprehending phenomena of contemporary
composer—performer—listener culture. It visualizes the sounding image of the world
and summarizes the diversity of academic guitar practices, unifying their complex
stylistic variety. It highlights the dialogic intersection of listener, performer, and
composer as a manifestation of communicative and interpretative dimensions of
musical culture, appearing as an onto-sonological system. The study demonstrates
the uniqueness of contemporary musical phenomena, which cannot be defined as
homogeneous unity within academic guitar art, yet can be summarized through the
following key tendencies:

— reception of past sonic imagery (including HIP and recourse to pre-
Baroque and Baroque genre models);

— discovery of new sonic images of the guitar (influenced by modern
compositional techniques and non-academic genres);

— openness to dialogical coexistence of these tendencies.

Thus, the new acoustic space of contemporary musical culture emerges as
tolerant and open to the coexistence of diverse styles and performance practices in
academic guitar art. One of the most striking tendencies of this process is the
Increasing interest in early music, particularly Baroque and pre-Baroque, which
also extends to guitar art. The revival of lute traditions is especially evident in the
popularization of the theorbo as a symbol of reconstructing historical performance
practice and integrating it into the contemporary cultural context. On the other
hand, modern techniques of composition, extended performance methods, unusual
articulation, and unconventional textures have transformed the recognizable image
of the guitar. Contemporary compositional thinking, as part of the new acoustic
space, vividly demonstrates how an instrument rooted in historical tradition can

reshape its aesthetic, stylistic, and semantic dimensions. New works thus become a



kind of “musical laboratory,” where the academic guitar acquires a renewed
dimension, combining intellectual refinement of art music with the vitality of
contemporary artistic culture.

Keywords: new acoustic space, guitar music-making, guitar performance,
guitar studies, interpretation, theorbo, genre, artistic project, monodrama, virelai,
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