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Oxcana Jlanasak

“AYJIOBI3YAJIBHE MUCTEITBO” AK KOHLEIIT
Y CYHACHOMY MUCTELTBO3HABUOMY JUCKYPCI

Y ecmammi npogedeno xonyenmyanvruili ananiz “ayoiosizyanvHozo mucmeymea’ 8 CyUACHOMY
MUCTNeYMBO3HABUOMY OUCKYPCI, PO32IAHYMO Cheyu@ixy to2o O0eHOMAmuUsHO20 NoJis Md BUSHAYHI
munonozizayii 'y HUHIWHLOMY HNOCMPAOAHCLKOMY 1 3aXxiOHOMY cychitbcmeax. Jlocniodceno
CUHMAKCUYHY CReyuixy i KOHMeKCmyaabHo 00YMOGIEHY CeMaumuKy KoHyenmy ‘‘ayoiogizyanvhe
Mucmeymeo” 8  CYUACHOMY  MUCMeYmME03HA8YOMy npocmopi. Busnaueno  cniggioHouieHHs
00CHI0AHCYBAHO2O KOHYENmy 3 YCMALeHUMU QOPMYTIOBAHHAMU, MAKUMU AK “‘eKpanHe mucmeymeso”,
“expanna xynomypa”, a maxooxc HogimHim — “aydiogizyanvna xynemypa’. Posensmymo cneyugbixy
83aemo0ii konyenmis “Digital Art”, “visual art” ma “audiovisual art”.

Kntouoei cnoea: ayoiogisyanvne mucmeymeo, ayoiogizydaivbHa  KYIbmypd, eKpaHHe
MUCMeYymao, Cy4acHull MUCMeymeao3HaguuLl OUCKYpPC.

Oxcana Jlanask

“AYINOBU3YAJIIBHOE HCKYCCTBO” KAK KOHIEIIT
B COBPEMEHHOM UCKYCCTBOBEJYECKOM JJUCKYPCE

B cmamve nposeden Konyenmyanvhulll anaauz  ‘ayouoeusyaivHoeo uckyccmea’ 8
COBPEMEHHOM UCKYCCMB08e0UeCKOM OUCKYPCE, PACCMOMPEHA CReyupuKa e2o 0eHOMAamueHo20 Nos U
onpeodenAwWUx MUnoIo2U3AYULL 8 COBPEMEHHOM NOCMCOBEMCKOM U 3anadHOM 00Wecmaax.
Hccnedosanvl  cunmakcuveckas cneyupuka u KOHMEKCMYAIbHO 00YCI0GIEHHAS CEMAHMUKA
KOHYyenma “‘ayouo8usyaibHoe UCKYCcCcmeo 6 COBPEMEHHOM UCKYCCMB08e0UeCcKOM HPOCMPAHCMEe.
Onpedeneno coomuouieHue ucciedyemMo2o KOHYenma ¢ OOWEnpUHAmMbIMU 8 COBPEMEHHOM
UCKYCCMB0BEOUECKOM OUCKYPCE (HOPMYTUPOBKAMU, MAKUMU KAK “DKpaHHOe uckyccmeo”, “aKkpanHas
Kyromypa”, a maxodice Hoseuwum — ‘“‘ayouosusyanvhas xyaemypa’. Paccmompena cneyuguxa
s3aumooeticmeusi konyenmos “Digital Art”, “visual art” u “audiovisual art”.

Knrouegvle cnoea: ayouosusyanvhoe UCKYCCMBO, aYOUOBUIVALbHASL KYIbMYpd, IKPAHHOE
UCKYCCMBO, COBPEMEHHBLIL UCKYCCNBOBEOUeCKUll OUCKYPC
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Oksana Landiak

“AUDIOVISUAL ART” AS A CONCEPT
IN THE CONTEMPORARY ART CRITICISM DISCOURSE

A conceptual analysis of “audiovisual art” in the contemporary art criticism discourse is
provided, the specificity of the denotative field and main typologies of the “audiovisual art” in the
contemporary post-Soviet and Western discourse are considered. The specific of the syntax and
semantics due contextual meaning of the concept “audiovisual art” in the contemporary art criticism
discourse is investigated.

In the post-Soviet art criticism discourse the “audiovisual art” concept is produced within the
operating classical, well-established concepts, such as “screen arts”, “screen culture”, and the latest
one — “audiovisual culture”. Directly formulation “audiovisual art” in the contemporary post-Soviet
art criticism discourse is found in two syntactic forms: as ‘“audiovisual art” and in plural as
“audiovisual arts”. The definition of denotative field of the concept in the post-Soviet art criticism
discourse basically depends on the characteristics of relations between the two main parts of the
“audiovisual art”: “visual” and “auditory”. These components can often be considered from the
position of the equivalence, or vice versa, dominance of one of them as the part of an audiovisual art
work. Rarely the precedents for enrollment in the audiovisual art work exclusively “auditory” or only
“visual” component can be considered, but this point of view in the contemporary art criticism
discourse is actively disputed.

In the post-Soviet art criticism discourse the conceptual contradictions in the definition of
“audiovisual art” can often be found. It is mainly caused by the lack of the deep reflection on the
relevant definition. Within the post-Soviet definition of the denotative field of “audiovisual art” the
exclusive high-tech specifics (such as the involvement of the new media, screen media) and the
traditionality in a pure, non-hybrid way (for example the inclusion of the fine art in its classical sense)
could be simultaneously stated. Among the post-Soviet typologies of the ‘“audiovisual art”
hierarchical positioning of the “audiovisual” kinds of art could be observed. Mostly typologies
postulate the high-tech screen specifics of “audiovisual art” and its identification with the “screen
arts” (in all its possible kinds as parts of the “screen culture”). All the variety of relevant typologies
that define the denotative field of the “audiovisual art” could be reduced to one basic. differentiation
of the interactive and traditional arts, that in ontological aspect do not include the direct interaction
with the recipient. In some contexts, the sacralization of the “audiovisual art” not only as the part of
“audiovisual culture” but the main force power of the further cultural genesis is considered.

Unlike the post-Soviet art criticism discourse the western discourse mainly differentiate the
denotative field of the “audiovisual art” concept not on the basis of presence / absence of “auditory”
component but on the basis of the inclusion in the creation of audiovisual art works the newest digital
technologies.

The so-called “visual art” is postulated as the field of the traditional (particularly screen) arts
that include visual component, while the “audiovisual art” is considered as the complex of the newest
contemporary digital art practices, that accumulate and combine in new ways not only any possible
“visual”, but also necessarily “auditory” material. However, audio and visual components of the
“audiovisual art” may be taken and then combined from different kinds of art that include in their
nature not only visual or screen specificity (for example music, literature, especially poetry, theater,
different types of the traditional fine art and so on). Thus, the main characteristic of “audiovisual art”
is its transgressive nature, which clearly is expressed in the species and genre diffusion combined with
the digital ontological specificity.

The important role in determining the denotative field of “audiovisual art” concept in the
western art criticism discourse plays the confirmation of the virtual, immersive and interactive nature
of the art practices it includes. However, some reflections reduce the diversity of all possible
“audiovisual arts” only to those that in their technological basis contain so-called “live” show that a
priori excludes consideration of the “non-broadcasted” arts.
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Key words: audiovisual arts, screen arts, audiovisual culture, the contemporary art criticism
discourse

CydvacHUEl MHCTENTBO3HABUMI IUCKYpPC Jenaii dYacTille OIlepye HOBITHIM KOHIENTOM
“aymioBizyambHe MuUCTeNTBO”. [lomiOHe (OpMyITIOBaHHS YacTO TPAIUIAETHCS y Ha3BaX HAyKOBUX
npainb, MPOTe, HE3BAKAIOYM Ha 3pOCTAa0Uuy MOMYJISIPHICTH CIOBOCIONYYEHHs, HOTO CMHCIOBE
HAaBaHTAKEHHS € HUHI MaJoBiIpe]lekCOBaHMM, a XapakTep CITiBBiJIHOIIEHHS i3 CHHOHIMIYHUMH
KOHITETITAMHY 1 3aXiTHAMH aHAJIOTAaMH W JIOCI 3aJIUIMAEThCI 0e3 HaJIe)KHOTO po3riimy. TuMm dacowm,
BIZICYTHICTh TPYHTOBHOTO aHaji3y KOHIENTY “ayAioBi3yajbHE MHUCTEHTBO’ YAacTO MPH3BOJHUTH MO
MIOBEPXHEBOTO BXKMBAaHHs HOT0 MOXKIMBHX CMHCIIB, [0 CTAHOBUTH BaroMy NpooOjieMy B Cy4acHOMY
MUCTENTBO3HABCTBI. 3Ba)KalOUW Ha 1€, BBAXAEMO AaKTyaJbHHM KOHIIETITYallbHUM  aHali3
ayJioBi3yalIbHOTO MHUCTEIITBA B CyYaCHOMY MHCTEIITBO3HABYOMY AUCKYPCI.

CyuacHUH MOCTpaIsHCHKUHN 1 3aXiJHUH MUCTELUTBO3HABYI AMCKYpPCH, HE3Ba)KAIOUW Ha IEBHI
CXOX1 €JNEMEeHTH, MPONOHYIOTh pPO3pi3HeHi pedieKcii MoA0 XapakTepy M THIIONOTIi MHCTEIBKUX
MIPaKTHK, SKi MOXKYTh OYTH yBEICHI B paMKH aydiOBi3yaJlbHOTO MHCTENTBAa. HaBiTh CHHTaKCHYIHA
(opMa CIIOBOCTIONTyYeHHS € B Hallli THI BapiaTUBHOIO. Tak, MEBHI JOCTIIHUKU y MOCTPAASHCHKOMY
JHMCKYpCl BXKHBAIOTh (popMyitoBaHHs “ayamioBizyanbHe muctentBo” — H. Aradonosa [1], I. Xomenko
[15] iHmII BHUKOPHCTOBYIOTH 31€OUTBIIOTO MHOXHHHE YHCIIO Ta TOBOPATH TPO “‘aymioBi3yalbHI
mucrentsa’: H. /IBopko [7], H. Kupmnosa [8], B. Kynabyxosa [9]. Ilpu nupboMy neHOTaTHBHE MOJE
KOHLIENTY B pO3MIAHYTUX (OPMYJIIOBaHHSX, HE3BaKAOUM Ha BiAMIHHOCTI Yy 3alpOIIOHOBaHHX
TUTIOJIOTI3aIisAX, 0a3y€eThCs Ha CHUTBPHUX MPUHIHIAX TU(EpeHIiallii.

3aximTHUA MUCTEITBO3HABUMN JHCKYpC HHHI omepye KoHrenToM “audiovisual art”, mro
3/1e01IBIIOr0 MHUILIETHCS 3 MaJIol JTiTepr Ta irypye y mpausx Takux JOCHigHMKiB, sk E. Enmonzc [19],
C. Kammep [20], C. [Jeb6aiizep [18], A. Kappamo [21], Hyno H. Kopes [22]. HaykoBui He Tinmbku
THTIOJIOTI3YIOTh 1 XapaKTepU3YIOTh IEHOTATHBHE ITOJIE KOHIICTITY “‘aymioBi3yallbHE MHUCTEITBO”, a i
NPOTIOHYIOTH IIEBHI TPOTpaMu PO3BUTKY KoHLeNTy y MaitdyTHpoMmy (Hyno H. Kopes) [22].

OpHak Hema cIelialbHUX Tpalb, U0 PO3MNIAAadd O CMHUCIOBE HAaBAaHTAKEHHS 1 XapakTep
JNEHOTATHBHOTO TIOJS KOHIENTY ‘“‘ayAioBi3yajdbHE MHUCTENTBO” B HOro CIIBBiJHONIEHHI i3
CHHOHIMIYHHMH ¥ 3aXiJHUMH aHAJIOTaMH, [I0 CTAHOBUTH JIAKYHY B Cy4aCHOMY MHCTEITBO3HABUOMY
JHUCKYpCI.

Meta craTTi — [OCHIOWTA KOHIENIT ‘‘ayJioBi3yadbHE MHCTENTBO Yy CY4YacCHOMY
MHUCTENTBO3HABIOMY TUCKYPCI.

Sx BiOMO, KOHIENTYalbHWH THUI aHalily 3 MOJNS IEePEBaXKHO COIIOITIHIBICTUYHOTO
MOCTYTIOBO MIEPEXOUTh y 30HY MLKIUCIUILTIHApHOI pedrekcii. BUKopucTaHHS B MUCTEIITBO3HABCTBI
3MOTy METOOJIOTIYHOTO IHCTPYMEHTApII0 JIHTBOKYJIBTYpOJOTii, comiansHoi (diocodii mae
MOKJIMBICTh JOCTIUTH OCOOIMBOCTI ““‘ay1ioBi3yaqbHOI0 MUCTEITBA™ SIK KOHIICTITY Ta BU3HAYUTH HOTO
JUCKYPCUBHY 00yMOBiIeHICTh. OZHNUM 3 Hae(EKTUBHIMINX METOJiB KOHIENTYILHOTO aHalli3y 1 Joci
3aITUIIAETHCS PO3TIISIIT CEMAaHTHUKU Ta €TUMOJIOTIYHOTO 3HaueHHs cioBa. [lormsam momo HeycTaaeHoCTi
CEMAHTUYHOI'O HANOBHEHHS KOHIENTY, TMOCTIiHHOT MoOuIbHOCTI #oro 3mictiB (B. Komnecor)
00yMOBITIOE OCHOBHHMI HPUHIHMI Jii METONOJOTIYHOIO 1HCTPYMEHTapil0 KOHLENTYaJbHOTO aHami3y.
JlocHiTHUKH HAroJOMIYIOTH HAa MEXaHI3Mi MOCTYMOBOTO PO3KPUTTS rpadiuHoi i MOBICHHEBOI hopMU
KOHITICTITY, pPO3MAiTTS HOTro 3Ha4YeHb Ta IX peaabHOi 3aTpeOyBaHOCTI B KyJNBTYPHIH IPaKTHIl
(O. T'odman, [. Jlixausos, P. ®pymkina). PazoM 3 TUM “KOHIENTYaabHUH aHAJI3 CJIijl BIAPI3HITH Bij
CEeMaHTHYHOTO aHajli3y cjioBa. 3a Bciel OJM3BKOCTI X 3MICTOBHX 3aad i il BOHU B IEBHOMY CEHC1
MPOTHJICKHI OAWH OXHOMY. JIeKCHYHA ceMaHTHKa W/e BiJ OJWHHMIII MOBHOI ()OPMHU IO CEMAHTHYHOTO
3MICTy, & KOHIIENTYalbHIi aHaJi3 HaBMaKH — BiJ OJAMHUII 3MICTy (MOHSTTS, 00pa3y, KOHIICNTY) 0
MOBHHX (popm iX BupaxeHHs” [6, c¢. 214]. KoHuenT sk MeHTalbHA KaTeropis 00yMOBIICHUI IEBHUMH
KyJIBTYPHUMHU 3MICTaMH Ta MiaJeKTHYHUN 3a TPUPOJOI0, TOMY 3HAYHOIO MIpOIO 3aJIeKUTh BiJ
KOHTEKCTYaJIbHOTO CEpEIOBHUINA, BIUIMB SKOTO HAa CEMAaHTUKYy Ma€ BHSBHTH AOCHITHUK: “SIKiIo
CEeMaHTHYHHI aHaji3 MMOB’sS3aHUM 3 pPO3’SICHEHHAM CJIOBA, TO KOHLENTYaJILHUN aHati3 Wae A0 3HaHHS
mpo CBIT... OCKUTBKM MOBHa MEHTAIBHICTH OOYMOBIIOETHCS COLIOKYJIETYPHUMH (PaKTOpPaMH, BOHH
BHCTYIIAIOTh Y POJi CBOEPIMHHUX (UIBTPIB, MPOXOIIIN dYepe3 sKi, CBIT OTPUMYy€E pPI3ZHOMaHITHI
ysBJICHHS, a00 BigoOpaxkeHHs [6, ¢. 216]. Takum 4MHOM, OCHOBHA pHca KOHICNTYaJIbHOTO aHAJIi3y
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HOJISITa€ y BUSIBJICHHI BCIX MOXKJIMBHX KOHTEKCTYaJIbHO 3aJI€KHHMX THIIIB CMHCIIOBOTO BifOOpaKeHHS
NEeBHUX ()CHOMEHIB (a HE TINBKM iX MOBHOTO €KBiBaJeHTa), sIKi MOXKYTh iICHYBaTH B paMKax OJHOTO
KOHLENTy. JlaHuil METO MM 3aCTOCYBANIU JUIS BUSBJICHHS ACHOTATHBHOTO MOJSI MOXJIMBUX 00 €KTIB,
II0 B Pi3HUX KOHTEKCTAaX MOXE MO3HAYAaTH KOHLENT “‘ayAioBi3yaibHE MUCTELTBO .

TrnyMaueHHsT KOHIIENITY “‘aymioBi3yadbHE MHCTEITBO” HHUHI XapaKTepHE BEINKOIO
BapiaTHBHICTIO Ta BHPOOJSETHCS B paMKax ONEpyBaHHS KIACHYHHMH, yCTAICHUMU B
MHUCTENTBO3HABYOMY JHUCKYpPCi KOHIIENTaMH ‘‘€KpaHHEe MECTENTBO”, “eKpaHHa KyJbTypa”, a TaKOX
HOBITHIM — “aymioBidyambHa KyJnbTypa”. HesBakaroum Ha po3poOJIeHI Ta IIMPOKO BXXHWBaHI ¥y
HAYKOBOMY JIMCKYpCl KOHLENTH “‘Bi3yallbHa KyJbTypa” Ta “Bi3yallbHE MHCTEUTBO’, TEOPETHUKU
ayJioBi3yaJlbHOTO MHCTELTBA HUMH HE KOPHUCTYIOThCS. [IOSICHEHHS LBbOMY KpPUETHCSA Yy TPUHLHUIIL
BI3YaJIbHOCTI, IO IOMiHY€E y NediHIIifX JaHUX KOHIENTIB, i 3aJIMINac AaJeKO OCTOPOHb aymiaTbHHH
KOMITOHEHT TaK 3BaHWX cMHTeTHYHMX (32 M. Karanom) mucrentB. 3okpema, B. Po3iH y Bu3HaueHHI
JEHOTaTUBHOTO TIIOJI Bi3yaJIbHOiI KYyJBTYpPH HAarojoCHB, IO BOHa CKJIAJa€ThCsl HE CTUIBKH 3
Bi3yaJIbHHX TEKCTIiB — TBOPIB MHCTEITBA, CKUTBKU 3 KYJBTYpU XYAOKHBOTO “OadeHHs” Ta €, 1O CYTi,
EBOJTIOITIEI0 ““OaueHHs”; caMe X Bi3yaJlbHE MHCTEITBO — II€ 3MiHA TEXHIKH Bi3yamizallii, a TaKox
BisyanpHuX TeMatusMiB [12]. [ToxiOuuit mormsg takox y P. ApHxeiima, sikvii TIO3UIIIOHY€E Bi3yalbHY
KYJIBTYPY SIK CYKYTHICTh CHPUIHATE Ta MOXIIUBOCTEH “OadeHHs”’, 10 TOMIHYIOTh Y Ty UM iHIIY €roXy
[3]. Hesxi mocmimamkm, sk, Hampukiax, €. CalbHHKOBA, PO3TIIANAIOTH MPHHITAI Bi3yallbHOCTI 5K
TPaHCTPECII0 eKPaHHUX MHCTEHBKHX (OpM Ta BIAMIHSIOTH BCEOXONHHUI 3MIiCT €KpaHHOI KYJIbTYpH:
“Ile HEeIIOJAaBHO TIOHSTTS «EKpaHHa KyNbTypa» (PaKTHYHO BHYEPIyBAJIO CYTHICTH TEXHIYHOTO
ICHyYBaHHS Bi3yalbHOI peanbHOCTI. Jle mie iif OyTH, Sk He Ha eKpaHax pisHOMaHiTHOTO poay? llporte
Bke edpektn 3D BTUMIOIOTH MparHEHHS BI3yaabHOI Marepii MOMOJIaTH MEXI IUIOMHWHHA eKpaHa... 1
3MIACHATH TPOPHB B OTOYYyIOUE iHAWBIAA CEPEAOBHILNE, TPHUBUMIpPHY pealbHICTh, IO CTHUXiHHO
PO3TOpPTAEThCA HABKOJO cripuiiMatouoro cy0’ekra” [13, c. 8]. BTim, momiOHuii morisg Ha eKpaHHY
KyJAbTYpy SK 4YacTHHY Bi3yaabHOI HE BIOMIHAE BiJICYTHOCTI ayiadbHOI KOMIIOHGHTH Ccepen
JICHOTATMBHOTO TIOJISl KOHIICTITIB “Bi3yalibHa KyJIbTypa” Ta ‘“Bi3yaJlbHE MUCTEIITBO”.

Besnocepenuro  dopmyntoBaHHS — “‘aynioBi3yallbHE  MECTEUTBO  TPAIUIEThCS B
MHCTELTBO3HABUOMY, 30KpEMa IOCTPaAIHCHKOMY, IUCKYPCl y IBOX CHHTAKCHYHUX (opMax: sK
“aymioBizyallbHe MHUCTEUTBO” (HaWIpyHTOBHimE pochikene y mnpansgx H. AradonoBoi) i
“aymioBizyanbHi MuctenTBa” (po3poOmsators Teopetuku H. [IBopko, H. Kipinnosa, B. KynaOyxosa,
H. Xinpko).

YacTo B AUCKYypCi MOXHA CIIOCTEPITaTH JIMIIEC OKPEeMi 3rajJikl KOHIICTY ‘‘aymioBi3yalibHE
MUCTENTBO”, SIKUI PO3TIISAal0Th 00 Kpi3h MPU3MY IHIIMX KOHIENTIB, 200 BiAMOBIIHO IO OCHOBHOTO
npeaMeTa, SKOMY NPHAUIAIOTE yBary HaykoBHi. Tak, Ha MOCTPaAsSHCBKOMY IPOCTOPI MOKHA
HaTpPaNWTH Ha 30ipKW HAYKOBHX Ipallb, IO MICTATh y Ha3BaX CJIOBOCIIOJIYICHHS 3 BiAIOBiIHOIO,
[IKaBOIO HAM CHHTAKCUYHOIO CTPYKTYPOI0. 3MICT K€ amnpiopi BBaXKa€eThCs 3pO3YMIJIM Ta CIEIiadbHO
HE po3risinaeTbes. 3okpeMa y 30ipii “AyaioBizyalibHe MUCTEITBO: iCTOPISl Ta CYy4acHICTh” MIiCTATHCS
MaTepiand HAayKOBHX CTaTed, MPUCBAYCHI PI3HOMAHITHUM MHUTAaHHSAM ayJiOBi3yalbHOTO MHCTEITBA:
BiZl mpoOJeM 3BYKOPESKHCYpU 10 TCHXOaKycTUKH [5]. Y Matepiamax MiKHapoAHOT HayKOBOI
KOH(epeHIii “AyaioBi3yalbHe MHCTEITBO: BUOpa, choroiHi, 3aBrpa (XX—XXI cr.)” 3HayHa yBara
npujiieHa npodieMaM teiebadeHHs Ta pagioMoBieHHs [4]. Cynsum 3 MaTepiamiB, sKi MyONiKYIOTh
i 3araJbHUM (HOPMYJTIOBAaHHSM ‘‘ayAioBi3yaJlbHE MHCTEITBO”, I OCTaHHIM ampiopi PO3yMIIOTh
OyIb-sIKi Bi3yasibHi a00 ayaiaibHi MUTCIbKI npakTuku. CremiaabHol aHATITHKH JEHOTATUBHOTO MOJIS
KOHLIENTY “‘aynioBi3yalbHe MUCTELUTBO” HE MPOBOAMUTHCS.

3HavYHA KITBKICTh HAYKOBIIIB 3BEPTAIOTHCS IO aHAJI3Y ayIiOBi3yalbHOTO TBOPY SIK OCHOBHOIT
CKJIaJ0BOi aynioBizyanpHOro mucrtentBa. Tak B. Tlo3HiH Jgocmigpkye KOHLENTH ‘‘aymioBi3yanbHUI
nponykr” ¥ “aymioBisyalbHHMI TBIp”, HarojoOIIylOYH, IO OCTaHHIH HAJEKUTb caMe JI0
“aymioBi3yampHOrOo MHcTenTBa” (B CHUMOIOTHYHOMY TIO€JHAHHI Bi3yaJlbHOTO ¥ ayJiallbHOTO
KOMITOHEHTIB) Ta CTBOPIOETHCS B TPOIIEC] aymioBi3yanbHOI TBOpUOCTi: “ChOTOIHI, KOIH €ICKTPOHHA
TeXHiKa 1 TEXHOJOTIi 3aiiMaloTh yce Oiblle Micls y TIpOLEeci CTBOPEHHS ayAioBi3yaabHOTO MPOIAYKTY,
TouHime Oynxe cKa3aTd, WI0 TPHPOLY ayAiOBi3yalnbHOI TBOPYOCTI BHU3HAYAKOTh TEXHOJOTiSA
OTIPAIIFOBAaHHS 300pa)KEHHS Ta 3BYKY IUTIOC TBOPYi MOKIIMBOCTI JIFOJIWHH, SKa BUITBHO HUMH BOJIOMIE...”
[11, c. 10]. 3anmiroBaHHS TEXHOJOTIH y ayJioBi3yallbHHX TBOpax BiAirpac B aBTOPCHKiM KOHIEMIIii
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MIPOBIHY POJIb: “TBOPUYI MOXKJIIMBOCTI KiHO, TeJeOaueHHs Ta OyAb-IKIX MYJIbTUMENIHHUX TBOPIB TiCHO
MOB’sI3aHI 3 PO3BUTKOM Hayku u TexHiku” [11, c¢. 67]. MoxkHa OauyuTH MOCTYJIIOBaHHS
MYJBTUMEIIHHOTO BHCOKOTEXHOJOTIYHOTO aylliOBi3yalbHOI'O TBOPY SK OCHOBHOI CKJIaJ0BOI
JEHOTATUBHOT'O IOJII KOHLENTY ‘“‘aylnioBi3yaJbHE MHUCTEUTBO” (BTiM, 0e3 BUBEAEHHS 3 LIbOTO MO
TBOPIB TPAIUIIIMHUX EKPAaHHUX MHUCTEIITB).

[Tomibumii mornsan XapakTepHUW IS KOJMEKTHBHOI mparii “MoBa MyibTUMenia. EBomrorris
eKpaHa Ta aydioBi3yallbHOTO MHCICHHS , 7€ KOHIENT ‘‘ayJioBi3yajdbHE MHCTEITBO B3arani
MpHUpIBHEHUH a0 “MynpTEMenia’. Ha mepmmii miaH TakoX BUXOIATH BHCOKOTEXHOJOTIUHICTH Ta
IHHOBAIIMHICTh K BU3HAYaJIbHI PUCH JAOCHIKYBaHOTO KOHIENTY. [103UIIIOHY€EThCS “3MICT Cy4acHOTO
ayJioBi3yallbHOTO ~ MHCTENTBa, 30aradyeHWii BHpa3HUMH 3aco0aMy  Cy4YacHHUX  TEXHOJOTIH”
[16, c. 22]. ABTOpH 3a3HAYMIM, IO TBOPU MYJbTHMEZia, BHUPOOJEHI 3a TOMOMOTOI HOBITHIX
ayJIioBi3yallbHUX 3ac00iB KOMYHIKaIlil, XapaKTepHi CBOEI0 0araToCKIaloBOI CTPYKTYporo (3rigHO 3
XYIOKHIMH 1 TeXHIYHUMH Qopmamu, cdepaMu HisTBHOCTI, BHJAMH MHUCTELUTBa) Ta 00’ €THYIOTh
PI3HOMaHITHI )KaHPH ayAi0Bi3yaIbHOTO MPOIYKTY.

VY nedinimifax “aymioBi3yaJbHOTO MHUCTEITBA” CYYaCHHH MHCTEITBO3HABUHUN JWCKYpPC YacTO
aKyMYyJIIO€ 3HA4YCHHS, MOCTYJIbOBaHI MPaBOBUM JAUCKypcoM. OCTaHHIN peTesibHO BUBYAE crenugiky
nediHiLii “ayaioBi3yaabHOTO TBOPY  3TiAHO CBITOBOT 3aKOHOJABUOI MPAKTUKU: “‘ayAioBi3yalbHUN TBIp
...JJa€ 3MOTy O0’€mHAaTH TBOPU KiHO, TelneOadeHHs, Bigeo Ta iHII 00’€KTH, IO 0a3yroThCA Ha
OJIHOYACHOMY 30pPOBOMY M CIyXOBOMY cHpudHATTI” [2, c¢. 83]. BrtiMm, crnocrepira€rbcs meBHA
1€papxivHICTh y MO3MLIOHYBaHHI Ta BWU3HAYEHHI CHEHU(IKK KIIOYOBHUX CKJIAIOBUX, IO MOXYTh
OKpECIIIOBAaTH JCHOTaTWBHE IIOJE IiKaBOro HaMm KoHuenty. Tak, M. AHIpiaHOoBa aKLIEHTye Ha
KiHemaTorpadi “sSK OJHOMY 3 OCHOBHHX IPOSBIB aymioBizyamsHOTO MHcTenTBa” [2, c. 82]. C. HoBak
NOPYLIye MUTAHHS aJeKBaTHOCTI PO3yMiHHS Mif “ayJioBi3yaJbHUM TBOPOM™~ OYAb-SIKUX MOXKIIMBHX
HHUHI [O€IHAHb aydialbHUX Ta Bi3yaJbHUX CKIANOBHUX: “IEH NMyHKT € iCTOTHUM AJSI MOXIIHBOCTI
BIJIPI3HATH ayIiOBi3yadbHUH TBIp BiJ JeMOHCTpallii ¢pororpadigHUX TBOPIB, 0 SKHUX... MOXKE OyTH
npuenHaHa 3BykoBa jopikka”’ [10, c. 182]. B naHomy BUNAgKy 3OBHIIIHSA TEXHOJOTIYHA
MYJITUMEIIHHICTh TOCTYMAETHCH KOHIICTIIIi TBOPUYOI I[LIICHOCTI, O CTA€ BU3HAYHOIO O3HAKOIO JUIS
nediHinil ay1ioBi3yallbHOTO TBOPY SIK OCHOBHOI CKJIAJIOBOI JIEHOTATHBHOTO IOJISA “‘ayAioBi3yalbHOTO
MHCTELTBA”.

VYTiM, BaroMuM CTpWKHEM OYZOBH JCHOTaTHBHOTO IIONS KOHLENTY ‘‘ayAioBizyajbHE
MHCTELTBO” B CYYaCHOMY IOCTPaIsSHCHKOMY MHCTELUTBO3HABUOMY IHCKYDPCI 3aJIHMIIA€THCS PO3IIAL
SKICHOTO CIIiBBIIHOIIICHHS BI3yalabHOI Ta aymiadbHOI CKIamoBOI MHCTENTB. llikaBoro B mgaHOMY
BUTIAJIKy, € THIIONOTIS Mo 3arnponoHyBaB [. XomeHko Tumouoris. Po3risimaroun pamiorn’ecu sk
MIPEeIMET CBOIX IHTEpeCiB, HAYKOBENb MOOIKHO TOPKHYB ¥ crienudiky “ayioBi3yaabHOr0 MUCTENTBA”
MOPIBHSIHO 3 TAaK 3BaHWM ‘‘aBi3yaldbHUM MHUCTeNTBOM . He3Baxkaroum Ha BiAMIHHICTH aBi3yalbHOI
(1030aBNeHOT 30pOBHX KOMIIOHEHTIB) i ayZioBi3yasmbHOI (II0 MICTUTh OJHOYACHO Bi3yalbHy Ta
3BYKOBY CKJIaJ0Bi) cnenr(ikd TBOPiB MHCTELTBA, MOCTIIHUK MPOTOJOCHB EKBIBAJICHTHY CHIy iX
BIUIMBY Ha ayauTopito [15]. Takum YMHOM, KOHCTATOBAaHO HE TIJIBKH THUIOJOTIYHY BiIMIHHICTB
“ayioBi3yabHOTO” 1 “aBi3yajibHOTO MUCTEITBA”, a U 1X TBOPUY B3a€MO3AJICIKHICTD.

HaiirmuOmmii KoHUenT, ssKuié MU AOCHIIKyeMo, posrisaae i tunonorisye H. Aragonosa. ¥
CBOIM KOHIIeTIii BOHa OTOTOXHIOE €KpaHHE U ayAioBi3yalbHEe MHCTEUTBO SIK “€lIWHE CiMEWCTBO”
[1,c.28] i dacro B3aemMo 3aMiHIOE IIi (DOPMYIIOBaHHS SK CHHOHIMIUHI. B paMkax eKpaHHOTO
MUCTEITBA JOCTIIHUI BUAUISE TP II00aIbHI BUIOBI (opMu: KiHemaTorpad, Teiacdadenns, Digital
Art Ta MOCTYJIOE “‘CKIIQAHY cHcTeMy BHYTpimHiX BuaiB” [1, c.5]. Heramizyroun, H. Aradonosa
BiJI3HAYAE, IO “‘€KpaHHE/ayqi0BI3yaahbHE MUCTEIITBO OXOIUTIOE “KiHO, TeJleOa4eHHsI, BiZIcO 1 TaK 3BaHi
HOBI Mefia, 1Mo 0a3yrThCsl Ha KOMI'HOTepHHX TexHoiorisx” [1, ¢. 5]. Y Tol ke yac “ekpaHHE
MHUCTETBO” TIOCTYNIOEThCA SIK CKJIaJ0Ba YacTHHA OUIBIIOT CHCTEMH TEXHOTEHHHX MHCTEITB.
[IpuHIMIIOBUM acIEKTOM y JaHid KOHLENUii CTae Te, IO 1033 eKPaHHUM BHUMIpoM, ab0 Bi3yalbHOIO
CKIIaJIOBOIO, ‘‘aymioBi3yaibHe MHCTEITBO” icHyBaTm He Moxke. H. AradoHoBa 3a3Havae pi3HUI
CTYIIHb 3a[iI0BaHHA ayJialbHOI KOMIIOHEHTH Yy BUpPOOJIEHHI TBOPIB “ay[ioBi3yallbHOTO MHCTENTBA
“...TemebaueHHs omepye aynioBizyampHicTIO. OmgHak y KiHeMaTtorpadi 300pakajbHa Ta 3BYKOBa
00pasHicTh B3aeMoOypiBHOBakeHI. Ha TenebadeHHi X BimOyBaeThCs 3MIMIEHHS IOMIHAHTH Y Oik
aynianpHOCTI (TouHiIe, opanbHOCTI)” [1, ¢. 59], y Toii ke yac “Digital Art 36epirae st KOpUCTyBada
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3aTHIIIIS IOMANIHBOI Jokamizamii” [1, c. 79]. IIpote, 3rimHO 3 aBTOPCHKOIO MO3UINIEI0, CYTO 3BYKOBI
TBOPH 11032 €KPaHOM HE MOXKYTb OyTH BiJJHECEHI J0 AEHOTATHBHOT'O TOJIS KOHIICTITY “‘aylioBi3yanbHe
MHCTEIITBO .

Cxoxa Te3a TPaIUIIEThCs Y KOHLEMLIAX, SKI MOCTYIIOI0Th HOMIKPEHIIy B MOCTPAIsTHCEKOMY
MHCTEITBO3HABUOMY ITUCKYPCi CHHTaKCHUHY opMy — “aymioBizyanbsHi Mucrenta’. Tak, H. Xuipko
BU3HAUYAE OCTaHHI K “MHUCTeNTBa, MoOy/0BaHI Ha (YHKLIOHYBaHHI 3BYKO-30pOBHX 00pa3ziB, abo Ti,
0 PO3YyMIIOTh ayJiOKOMIIOHEHT K pediekcyrody CKIagoBy: KiHeMaTorpad, BiJ€OMHCTENTBO,
300pakyBanbHe MUCTENTBO” [14, ¢. 14]. Takum unHOM, “aymioBi3yajbHI MUCTEITBA’ aBTOP BiTHOCHUTH
JO TPyNH BI3yaJbHO-TEXHIYHMX MHCTENTB. Pazom 3 TuM, y JaHiii THIONOril HasBHE BaroMe
OPOTUPIYYSA, IO CTOCYETHCS 0OPa30TBOPUOTO MHCTENTBA SIK BHUAY “‘ayNioBi3yalbHHUX MHCTEUTB”. Y
nedininii H. Xumpko “o0pa3oTBopye MUCTEUTBO” € “CHCTEMOIO XyI0KHBOT 00pa3HOCTi, 6a30BaHOT Ha
CTBOPEHHI 300paKeHHsI HETEXHOTCHHIUMH 3ac00aMU, siIKa OXOIUTIOE JKHUBOMHC, rpadiky, CKYJIBITYPY,
JICKOPATUBHO-TIPUKIIAJIHE MUCTEUTBO 1 HAICKHUTHh JO YKCIa KIAacM4HWX Muctents” [14, c. 14]. I3
ypaxyBaHHSM LBOr0, 00pa30TBOpYE MHUCTELTBO HiSIK HE MOXE OXOIUTIOBATH ayA1OKOMIIOHEHT Ta OyTH
OJTHMM 3 BHIIB “aymioBidyambHUX MuCTeNTB”. H. KupmmioBa TakoX Harojomrye Ha TOIBIHHIMN
IPUPOJI JOCHTIPKYBAHOTO KOHIICTITY, BUJIM SIKOTO “0a3yIOThCsS HA OJHOYACHOMY CHPHUIHATTI CIyXOM
Ta 30pOoM, € pi3HUMH (opMaMu €KpaHHOI KyJbTypu sk ¢(eHomeny XX cromittsa. Bunaxig Tta
MOIMUPEHHS KiHeMaTorpada, moTiM TejaedadeHHs Ta BiICOTEXHIKH, PO3POOKH XYI0KHIX MOKITHBOCTEH
CBITJIOMY3HUKH, PI3HOTO POJY 3BYKO-30POBHX YSIBIICHB, OB’ S3aHUX 3 HOBITHIMU TEXHIYHHMH 32CO00aMU
MEIIaTeXHONIOTIH (y TOMY YHCIi KOMIT IOTepH3alli€0 Ta [HTepHeTOM), 10 MPOHUKAIOTH y BCi chepu
KYJBTYpPH Ta MMOOYTY — BCe 1€ PI3HOBUAM €AMHOTO IIJIOTO — €KPaHHOI (ay1ioBi3yanbHOT) KynbTypu” [8,
c. 5]. loxi6buo mo H. Aradonosoi, H. KupnmioBa Takok 0OTOTOKHIOE KOHIIENITH “‘€KpaHHA KyJIbTypa’”
i “aymioBi3yanbHa KynbTypa”, “eKpaHHi MUCTeTBa” i “aynioBizyanbHi MuctenTBa’. OqHaK, YBOIIUN
B po3poOieHy THIONOTiIF0O ¢oTorpadito, KiHO, TenedaueHHs, MYJIbTUMENIHHI MHCTEITBa
(mpemcraBieHi 3MEOUTBIIOTO PIZHOBHIAMH KOMIT IOTEPHOTO0 MHCTENTBA, TaKHUMH, SIK KOMIT I0OTepHA
aHiMallisi, KOMIT FOTepHa Trpadika, MUCTELTBA MEPEXKi), NOCHITHHLS POOUTH TEBHY KOHIENTYaJlbHY
NOMUIIKY, ajke ¢ororpadis Ta Jesiki MyIbTUMEAIHHI MUCTEHTBA MOXYTh iICHYBaTH 11032 €KPaHOM Ta
HE OXOIUIIOBATH OJHOYACHO ayAiajibHy U Bi3yaJbHY CKIAIOBY.

[HmmMit npuHIMO THNOJNOTI3anii “aymioBi3yanbHUX MHUcTenTB” Tporonye H. JIBopko; me —
BUSIBJIICHHSI HASBHOCTI/BIICYTHOCTI 1HTEpaKTHMBHOCTI y TBOpax MucreurTBa. JlocmimHuus pozminse
TpamuIiiiHI eKpaHHI MUCTENTBa W ayAioBi3yalbHi iIHTEpAaKTUBHI MYJIbTHMEiIiHI 3acO0M BUPAa3HOCTI B
paMKax MyJbTUMEIIHHOI TBOPYOCTI, SKi HE BHTICHAIOTH TPAIUIIIfHE EKpaHHE MUCTEITBO, a
pO3MWHPIOIOTE  HOpMY XYHOKHBOI TBOPYOCTi, HAAAlOTh HOBI MOMJIMBOCTI JUIsl KIHO-, BiJ€O-,
TENeBUPOOHUIITBA, Ta, BPEIITi-PEIIT, CIIPHUSIOTh PO3BUTKY BHPA3HUX 3ac00iB eKpaHa. “AyioBi3yaibHi
MUCTEITBA” PO3TIIIHYTI HE MPOCTO SK YacTHHA XYyI0KHBOI TBOPYOCTI, a ¥ YaCTHHA ayIiOBI3yaJbHOI
KyJbTYypH, SAKid MpUTaMaHHE, 3 OJHOTO0 OOKY, 3BYKO-30pOBE MHCIICHHS, 3 IHIIOrO — CBOJIIOI[IHHUIA
pOpHUB 3aC001B MacoBO1 KOMYHIKallii, 0 CTaJIM OCHOBHUMH TBOPIIMH MUCTeNTBa [7]. CXO0XKy ITyMKY
10710 OCOOJIMBOCTI HOBITHIX ayMi0Bi3yallbHUX TEXHOJIOTiH BucnoBoe H. AradoHOBa, HArOJIOUIYIOUH,
IO OCTaHHI CIPHUSIOTH IHTEPAKTUBHIN KOMYHIKaTUBHIHN crienudini iCHyBaHHS MUCTETBA, THM YacoM,
SIK TPaJULiHHI eKpaHHI MUCTELTBA YTBEPDKYIOTh €KpaH SIK 3aci0, 10 IePeTBOPUBCS 3 TEXHOJIOTTYHOTO
HOCIS ay/Ti0Bi3yaIbHUX 00pa3iB Ha XyIOXKHIN €IIEMEHT 3arajlbHOKYJIBTYpHOTO 3HaueHHs [1].

[ToniObumii mormsay He 00’ €aHye, a, HABIAKH, PO3MEKOBYE KJIACHUYHI Ta CTBOPEHI 3aBISKH
HOBITHIM TEXHOJIOTISIM BHAM aydiOBI3yaJIbHOTO MHCTENTBA. JlaHWH NPUHIUI THITOJIOTI3AMil
JEHOTaTUBHOT'O TOJIS KOHLENTY, 10 MU AOCIiIKY€EMO, HEPIAKO BUKOPUCTOBYIOTH IJIS1 IPOTOJIOLICHHS
KyJbTYpHOTO MeciaHi3My, 30kpema, B. KymaOyxoBa B paMkax peflirifHO 3aaHTa)KOBaHOTO
MUCTEITBO3HABYOT'O PO3TIISAY KOHCTATY€ TOKIMKAHHS ayAiOBi3yaJbHUX MUCTEUTB OYTH “MUCTEITBOM
“cosimatouoro” myxy” [9, c. 15]. JlocmigHuis Takox 3a3Hadae, M0 “‘ayaioBi3yalbHI MHCTEITBA, SKi
HUHI MaroTh OCOONHBI TEXHIYHI MOXXJIHMBOCTI... TMOKJIHWKAaHI BHCTYIHTH OCOOJIMBOIO CHIIOI, IO
30MMKy€e Oaraty CakpaJlbHUMH CMHCIIAMHU JTyXOBHY IO€3il0 SIK BEPIIMHY MHUCTEITBA 1 KyJBTYpPH Ta
HaIOBHEHY CHMYJISIKpAMU CyYacHY TEXHOT€HHY LMBiTi3amilo, 110 nepedyBae Ha pO3AOPIXkiKi; BTUIUTH
MYKH COBICTi, 30MpaHHS YHCTOTH 1 TpaBOy; BiAOOpa3WTH TpariyHUil PO3PUB MK peabHUM W
IIeaTbHAM SIK TIPOBIMHWM MOTHB KHUTTEMISUIBHOCTI 0araTh0X IOKOJNIHh HAIUX TIPaNIypiB Ta ix
JIOBIYHOT'0, HE3HUIIICHHOT'O TIPAarHEHHS 10 JyXOBHOTO NepeBTuieHHsS [9, c. 18]. Takum unHOM, MOKHA
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CIIOCTEpiraTH TIEBHY CaKpalli3allifo ‘‘ay;ioBi3yalbHOTO MHCTENTBA” HE TUIBKA SK YaCTHHH
ayJioBi3yallbHOI KyJBTYpH, a if OCHOBHOI PYIIIHOT CHIIM TOAABIIOTO KYJIbTYPOTEHE3Y.

OTxe, pO3TISHYTI BU3HAUYEHHS ACHOTATHBHOTO TMOJIS KOHLENTY “‘aylioBi3yalbHE MHUCTEUTBO™
y TOCTPaIsHCHKOMY MHCTEUTBO3HABUOMY IHMCKYpCi, HE3BaKAlOUM Ha 4YacTi KOHLENTYaJbHi
MPOTUPITYS, KOHCTATYIOTh MYJIBTUMEIIHHY, BUCOKOTEXHOJIOTIYHY TIPHPOIY TBOPIB “‘ay/1i0BI3yaILHOTO
MUCTEITBA”, @ TAKOXK HOT0 MOJBIMHY Bi3yallbHY a i ayiajibHy OHTOJIOTIYHY CICIH]IKY.

VY 3axiqHOMY MHCTELITBO3HABUOMY IMCKYPCl KOHIIEIIT, SKMH MH JOCITIKYEMO, PO3IIIAAI0TH B
IHaKIIoOMy pakypci. B mkepenax KoHCTaTOBaHO HU3BKUAN CTYMIHB pO3pOOJICHOCTI IEHOTATHBHOTO OIS
KOHIIENTY “‘ay/ioBi3yajibHE MHCTEITBO” Ta MOTpeOy B MDXAWUCIMILTIHAPHOMY TOTJISIII Ha MPoOIeMy:
“pke Oinplle HE ICHY€ 3arajJlbHOi MapagurMd Uil CY4acHOTO TMOIIMPEHHS ayJioBi3yalbHHX
MUCTEUBKUX (OpM; PO3MIMPEHHS] BU3HAYEHb HAIPSAMIB ...MPAKTUK CBITYUTH MO NedillUT Ha PiBHI
TEOPETUYHUX PO3POOOK. YTiM, MOUIMPEHHS ayIi0Bi3yaIbHOTO Hi B XyJ0XKHIH MPaKTHIli, Hi B HAyIli HE
NpPU3BEIO O BHHUKHEHHS IOCTIHHOTO IOUCKYpCy, IO OXOIUIIOBaB OM BCi XaHpH. Pi3sHOMaHiTHi
KOHTEKCTH BHM3HAYECHHS Bi3yaJbHOIO MHCTELTBAa, MY3WKH, TeaTpy Ta KiHemaTorpada € CbOroiHi
pO3pi3HEHUMH SK HIiKOMHM padime. Ha 1mpoMy T aymioBi3yalnbHICTh Ma€ OYTH BU3HAUYCHA SK
B3a€MO3B’ 130K MEPCIEKTHB pi3HUX aucuuiutn” [17, c. 441].

Pazom 3 THM, KOHLENT “ayAioBi3yajJbHE MHCTEHTBO’ Yy 3axiIHOMy MHCTELUTBO3HABUOMY
MUCKYpCl 9acTo OTOTOXHIOITH 3 “mudpoBuM wmmcrentBoM” abo “Mmemia-aprom”. Hampwuxman,
E. Eamonac ta C. [Naynero Ha matepiani npoekty “COSTART” (yuiBepcuret Jlapoopo, 2003 pik),
BHUBYAIOTh B3a€EMOJIII0 MK MUTLSAMH 1 TEXHOJOTiIMHU, 30KpeMa, BIUIMB OCTaHHIX Ha TBOPYHIA IPOLEC:
“LlndpoBi TeXHOJOTIT CTaIN JIETKO JOCTYIMHUMH JI1 MaHIITyJIFOBaHHS ayJio/Bi3yallbHUM MaTepianom,
1 HOBE TIOKOJIIHHA XYIOXHUKIB ITOYMHAE OJHOYACHO KOMOIHYBaTH 1 KOHTPOJIOBATH ayJlio- Ta
Bi3yaJIbHHI MaTepiall, M0 iX JIMIIe KiIbKa POKIB TOMY BBa)KaJIU MPHHAICKHUMH A0 MOBHICTIO PI3HUX
MUCTeNbKNX mpakTuk”’ [19, c.115]. Pazom 3 THM, OOCTIAHHKH TPOTOJOMIYIOTh TNPUHIIUIIOBY
BIJICYTHICTB 3aJIS)KHOCTI “‘ayIioBi3yalIbHIX MHECTENTB’ B perpe3eHTalil MaTepiasibHOI (00’ €KTHBHOT)
peanbHOCTI. XapaKkTepHa OCOONMBICTD ““ayi0Bi3yaabHOr0 MUCTEITBA, TAKUM YHHOM, — II€ 3JaTHICTh
NPOLYKYyBaTH/CUHTE3YBaTH BIpTyalbHY PEasIbHICTD, SIKa 3a CYTTIO € IMEPCHUBHOIO Ta IHTEPaKTHBHOIO:
“KiHo 1 TemeOaueHHs B OCHOBHOMY sl (DOpMyBaHHs HapaTHBY 3aJydalOTh ayJlialbHY Ta Bi3yallbHY
CKIaNoBy. Aymio/Bimeo poOOTH, fK, Hampukman, po3pobmneni B xomi mpoekty COSTART e
a0CTpaKTHUMH 1 He PENPE3CHTYIOTh NEBHY 00’ €KTUBHY pealIbHICTD, 110 iCHYE 1M03a MeXaMH TBOPY, SK-
To Mope 4u mei3ax. CHiBBIOHOIIEHHS MIX ayAio- Ta Bi3yalbHHMH TapaMeTpaMd MOXYTb OYyTH
MaTeMaTHIHUMH, MEeTaQOpUIHNUMH a00 IHTYITHBHUMH. Y NESKMX BHITAIKaX DHKepeno IudpoBoro
CHUTHAITY, III0 3aCTOCOBYIOTH JISi CHHTE3YBaHHsI ayJi0, CBOEI0 YEPTOI0 BUKOPUCTOBYIOTh JJIsl CHHTE3Y
Bi3yaJbHOTO. AyiOBi3yallbHI TBOpH ICHYIOTH y TpocTopi MoxkimuBocteir” [19, c. 118]. Sk moxHa
0aunTH, IHTEPAaKTHBHICTH 1 aymioBi3yanbHa crerudika OHTOJOTIYHOI TPHPOAH JOCITIIKYBAHOTO
KOHIICNITY CTA€ B JAHOMY BHIIQ/IKYy TOJIOBHUM IIOJIEM PO3TIISAY.

[MutanHs CHiBBiAHOLIEHHS aynianbHOi Ta Bi3yanbHOI CKJIAQAOBOI B ‘“‘ayAioBi3yalbHOMY
MUCTENTBi” Takox TopkaeThest C. Kamnep. JlocminHuk 3a3Havae mepeBakHO CHHECTE31MHUN XapakTep
KOpeIsllii y ayaioBi3yalbHHUX TBOpax, a caMe iX OCHOBHUX ()OpPMOTBOpUMX KOMITOHEHTiB [20].
CTOCOBHO iHTEPAKTHBHOI XapaKTEPUCTHKH, TO Y 3aXiZHOMY MHCTELTBO3HABYOMY IUCKYpCi HUHI
PO3pOONAIOTh IiKaBi TporpaMu, SKi BIPOBAPKYIOTh TaK 3BaHE ‘‘IHTETpaTHBHE ayJliOBi3yalbHE
MHCTELTBO, 10 € KOT€PEHTHUM, THYYKUM, JIETKUM Y BUKOPHUCTaHHI, IrPOBUM Ta NPHUBAOJIUBUM IS
noceiny” [22, c. 66].

Bapro Takoxx 3a3HaUMTH, IO B 3aXiJHOMY MHCTEITBO3HABUOMY IHCKYPCI CIOCTEpITaeThCs
HEMOXKJIUBICTh 3BEACHHS MICHOTATHBHOTO TIIOJNSA ‘‘ayIiOBi3yalbHOTO MHCTENTBA” 10 Bi3yaJbHOTO
(“visual art”), sike 4acTO PO3YyMIIOTh SIK IIUPIINHA 32 3HAYCHHSM KOHIICTIT. 3MICTOBHO OCTaHHIH MOXE
OXOIUTIOBATH HE TiIbKM BHUCOKOTEXHOJOTIUHI apT-MpaKkTHKK HOBITHBOI TOOM, a W KIacCH4HiI eKpaHHi
MHCTELTBa, TBOPH 00Pa30TBOPYOr0 MHUCTELTBA 11032 €KPAHOM 1 T. H. “AymioBi3yaibHE MHUCTELTBO”,
HAaBITaKW, TIOBHHHE OOOB’S3KOBO MICTHUTH HOBITHIH IWTITATHHHN BEKTOP Y CBOIX OHTOJOTIYHHUX
xapaktepuctukax. Tak, C. [lebaiizep Ta E. Maprtenc BBaxaroTh, 30KpeMa, L0 Cy4YacHUH
KiHeMaTorpad 4acTo MiCTUTh €KCIIEpUMEHTAIIbHI (POPMH 1 TEXHOJIOTI1, SKi, Ha BiJIMiHY BiJ KIIACHYHOTO
KiHemaTorpada, poOJATh HOro MPHHAICKHUM 10 “aymioBi3yambHOro Mmctenta”. Ili aBTOpm
3a3HAYMIM, [0 ‘‘ay/lioBi3yajJbHE MHCTECHTBO € MOJOJUM, IWHAMIYHHM, IepeOdyBac y TMOUIYKY
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MepPEeTUHY KOPAOHIB IS TOCIIPKEHHSI HOBUX cIOco0iB BupaxkeHHs” [18, c. 7]. [Ipu 11bOMy TONOBHOO
XapaKTePUCTUKOIO “ay/1i0Bi3yaJIbHOIO MUCTEITBA” MOCTAE MOTr0 TPAHCTPECUBHA MTPUPOJIA, IO ICKPABO
BUpaXXa€eTbcd Yy BUAOBIM 1 kaHpOBil Angysii, yacToMy 3amo3W4aHHi EKCHEPUMEHTAIBHUMHU apT-
OpakTUKaMu (OpM KJIACMYHOTO MHCTELTBA: “‘ayNioBi3yanbHi MHCTENTBA € “HOPYIICHHSIM CBOiX
TUCITUTUIIHAPHUX MEX™ Ta TMEPEXOMITh Y CBITH 00pa30TBOPUYOrO Ta BUKOHABCHKOTO MUCTEIITBA (TeaTp,
TaHmi ¥ Oaner, omepa, CIEKTakib), 3BYKOBHX MHCTCLTB Ta MY3WKH 1, HaBiTh, apXiTeKTypu Ta
miTepatypH (BisyanbHa noesist)” [18, c. 13].

IlikaBo po3B’s3yI0TH TMpoOieMy aediHiIii JEHOTATUBHOTO IIOJISI  “‘aymioBi3yallbHOTO
muctenrsa” A. Kapsano ta K. Jlann. Bonu 3a3HauaroTh, 110 BC1 TEPMIHOJIOTIUHI CYNEPEUYKHU IOJIO0
Cy4acHHX BHCOKOTEXHOJIOT1YHUX, 30KpeMa NH(POBUX, apT-MPaKTUK MOXKHA BHUPIIIUTH, SKIIO
00’eTHaTH pO3pi3HEHi (popMH Mif] €JUHIM KOHIENTOM, IO BiZIoOpakae CyTHICTh IEHOTATUBHOTO TIOJIS
“aylioBI3yaJIbHOTO MHCTENTBA”: “Te, II0 HA MEPIIMHA TMOIJIAA 30a€ThCS B YUCTOMY BHUIJISII
TEOPETUYHOI0 MPOOJIEMOIO, HACIpaBli AyKe IOB’s3aHE 3 aKTyaJbHUMH pPO3pPOOKaMu y BHUMIpi
aynioBizyanpsHOi MuUcCTenbKkoi mpoaykmii” [21, c. 8] abo “momem aymioBizyanbHUX apTHpakTuk’ [21,
c. 11]. Jdana mos3wWiisl TaKoXX BHCJIOBIIOE TAXiM A0 TIyYMadeHHS KOHIICTITY ‘‘aylioBi3yalhbHE
MUCTEITBO” SIK TAKOTO, 1[0 MA€ TUTBKH JAUTITANIBHY crieiiudiky. OIHAK TUIIOJOTISA BUIIB I[IKaBOI'0 HaM
KOHIICNITY, SIKy HaBeNU I[i JOCTIHUKH, BKpal BIIPI3HAETHCS B YCIX PO3IIIIHYTHX Bulle. Bunineni
BizyampHa My3mka (“Visual music”), po3mmpenuii kinemarorpad (“expanded cinema’), BimkeiHT
(“Vling”), edipue kino (“live Cinema”) ta edipHuii ayaioizyansauii nepdopmanc (“live audiovisual
performance”™) sik ckIagoBi “ayZioBBi3yalbHOrO MHCTENTBA”. Buau, TakuM 4rHOM, IU(EPEHLIIOI0TH
BiJINIOBITHO IO HASIBHOCTI Y TBOpaxX JBOX XapaKTEPHHUX O3HAK: AWMTITAIBbHOI (00OB’SI3KOBE 3aydYeHHS
IU(QPOBUX TEXHOJIOTIH), 1, 0COOIUBOTO, TaK 3BAHOTO “JKUBOTO™ MOKA3y apT-TIPAKTHK Y MpsMoMy edipi
(“live practices”).

TaxuM 4rHOM, 3aXiZHUH MUCTELTBO3HABUMH AMCKYPC aKIEHTYE HA HEMOKIMBOCTI 3BEACHHS
JIEHOTATUBHOTO TIOJISI KOHIIETITY “‘aymioBi3yallIbHe MECTEHTBO 10 TPAAWUIIMHMX MHCTEITB, a JIWIIE
3ajifoBaHHi a00 CHUMOIOTHYHOMY KOMOIHYBaHHI Y  BHCOKOTEXHOJIOTIYHUX, JUTITAIBHHUX,
IHTEPaKTUBHUX CTPYKTypax MEBHUX €IEMEHTIB MUCTEIILKUX HaA0aHb MUHYJIOTO.

OTxe, y NOCTpaASHCHKOMY MHCTELTBO3HABUOMY IHCKYypCl KOHLENT ‘‘aynioBi3yanbHe
MUCTEITBO” BHPOOJISIOTh Y paMKax OINEpyBaHHS KIACHYHUMH, YCTaJCHUMHU B TUCKYPCi KOHIIENTaMHU
“expaHHEe MHCTENTBO”, “‘eKpaHHa KyJIbTypa’, a TaKoX HOBITHIM — “ayZioBi3yalibHa KyJbTypa’.
Besnocepenuso  hopmyiroBaHHS — “ayqioBi3yaJlbHE MHCTENTBO”  TPAIUIIETBCS B CyYacHOMY
MOCTPAITHCEKOMY MHCTEIITBO3HABUOMY ITHUCKYPCi y IBOX CHHTAKCHYHUX (hOpMax: sK “‘aylioBi3yaanHE
MUCTENTBO” Ta Y MHOXXHHHOMY YHCII SIK “‘ayMioBi3yajbHi MUCTEUTBa . BU3HAUCHHS JCHOTaTHBHOTO
1OJsl KOHLENTY B MOCTPAASHCHKOMY MHCTELUTBO3HABUOMY AUCKYPCl 3aJ€KHUTh 3AEOUIBIIOTO Bif
XapaKTEPUCTUKU CITIBBITHOIICHHS JBOX OCHOBHHX CKJIAIOBHUX ‘‘ayJiOBI3yaJIbHOTO MHCTEITBA:
“BizyanbHO1” 1 “aymianbpHoi”. OcTaHHI HOUIIBHO PO3MIISAAATH HAHYaCTIIe 3 MO3HIIIT eKBIBAJICHTHOCTI,
a0o0, HaBMakW, TOMIHYBaHHS OJHI€l 3 HUX Yy CKJIaAi ayAioBi3yalboro TBopy. Piame moxna Gauntu
MIPELeZICHTH 3apaxyBaHHA JI0 ayAi0Bi3yalbHOTO MHCTEITBA TBOPIB 3 JIAIIE “ay/iabHOI0” 200 TLIBKH
“BizyanbHOIO” cnenu(ikolo, ONHAK 3 MNPUXHIbHUKAMHU IMOMIOHOTO TIOTIISAY B CYyYacHOMY
MUCTELITBO3HABUOMY ITUCKYPCi aKTHBHO MOJIEMi3YIOTh.

YacTo y nmocTpaJssHCbKOMY AMCKYpPCi MOXHA HAaTPAlUTH Ha KOHLENTYalbHi IPOTUPIUYS LI0A0
BU3HAYCHHS ‘‘ayIiOBi3yalbHOTO MHCTENTBA”, SKi BHUKIWKaHI, TOJOBHUM YHHOM, HEIOCTATHLOIO
HIUIBHOIO pe()IeKCIEr0 MOA0 BIAMOBIAHMX AediHimii. Y paMKax BHU3HAUCHHS JCHOTATUBHOTO IOJIS
[iKaBOTO HaM KOHIIENTY MOXXYTb OZHOYACHO OYyTH KOHCTaTOBaHi OCOOJIMBA BUCOKOTEXHOJIOTIYHICTh
(3amyyaHHS HOBHX Me[ia, CKpaHHMX Mefia) 1 TPaJWIiHHICTh BHIIB MHCTENTBA B YHCTOMY,
HEeTiOpUIHOMY BUTIISL (SIK, HATIPUKIIA, 00pa30TBOPYOrO MHUCTENTBA B HOTO KJIACHYHOMY PO3YMiHHI).

VY Mexax MmocTpaasHCHKMX MHCTEHTBO3HABUMX THUIOJOTi3alii MOKHA CIIOCTEpIraTu IMEBHY
l€papXivHICTh y MO3MIIIOHYBaHHI BUMAIB ‘“‘aymioBi3yasibHOro MucTenTBa”. Tumomnorii 37e0iiabiIoro
0a3oBaHI Ha TIOCTYJIIOBaHHI BHUCOKOTCXHOJIOTIYHOI €KpaHHOI cHermudiku “aymioBi3yaJbHOTO
MHUCTETBa” Ta HOrO OTOTOKHEHHSIM 3 “‘©KpaHHUM MHUCTEUTBOM” (y BCiX MOXJIMBHX PI3HOBHAAX Y
CKJai “‘eKpaHHOl KynbTypH’). Bce pi3HOMaHITTS BiAMOBITHMX THITOJNOTIH JIEHOTATUBHOTO IIOJS
KOHIIENITY  “‘ayMioBi3yaqhbHE MHCTEITBO” MOKHAa 3BECTH O OJHI€I OCHOBHOI: PO3IiUICHHS
IHTEPaKTHBHUX 33 CBOEI0 OHTOJIOTIYHOIO CTIEHU(IKOI0 Ta M030aBICHUX EIEMEHTIB MPsIMOT B3aEMOIT 3

220 Hayxkosi 3anickn. Cepist: MuctenrBozHaBcTBo. —2017. — Nel. (Bum. 36)



BI3YAJIbHI MUCTELITBA

PELUITIEHTOM TPaJULiHHAX €KPaHHUX MHUCTEHTB. Y JESKMX KOHTEKCTaX MOJYKHA CIIOCTEpIraTH MEBHY
cakpatizamilo “ayJioBi3yallbHOTO MUCTELTBA” HE TIJIbKH SK YaCTUHH ayJiOBI3yalIbHOI KyJIbTYpH, a U
OCHOBHOI PYIIIHHOI CHITM MOAANBLIOTO KYJIbTYpOTeHE3Y.

Ha BigMmiHy Bim mOCTpafSHCHKOTO MHCTEITBO3HABUOTO IUCKYpPCY, 3aXiTHUHA 31e0iIbIIoro
mudepeHIlitoe  IEHOTAaTHMBHE  TOJIE  ayJIOBI3yalbHOTO  MHCTENTBA HE 33  IPHUHIIUIIOM
HasIBHOCTI/BiJICYTHOCTI ayaAiajbHOI CKJIaJ0BOi, a BBEICHHAM y CTBOPEHHS ayJiOBi3yallbHHX TBOpIB
HAHOBITHIIIMX JWTITambHUX TexHoJorid. Tak 3BaHWi “‘visual art” MOCTYNIOETBCA SK TIOJE
TPAIMIIIHHUX Bi3yalbHUX, 30KpeMa C€KpaHHUX, MHCTENTB, Yy TOoH ke dac “audiovisual art” — 1e
HAWHOBITHINI CydYacHi apT-NPaKTHKH, [0 aKyMYyJIIOIOTh Ta KOMOIHATOPHO MEpepOOIISIOTh HE TiJIbKH
Oyap-siKuii MOKIMBUH Bi3yanbHUI MaTepial, a i 000B’sA3KOBO aydianbHuN. Pa3soMm 3 THM, 3ByKOBi Ta
Bi3yaJbHI KOMIOHEHTH y ckiaai “audiovisual art” mMoxyTh OyTH 3amo3WueHi 3 MHCTEITB, sKi 3a
NPUPOJIOI0 B YHCTOMY BHIJISIAI HE € Bi3yallbHUMHU a00 TUTBKM €KpaHHUMH (cepell HUX KOHCTaTYIOTh
3a]y4aHHs MY3UKH, JIITepaTypd, OCOOJIMBO Moe3ii, Tearpy, BUAIB TPaaHLiHHOTO 00pa30TBOPUYOTO
MHCTEUTBa). TakuM YMHOM, TOJIOBHOIO XapaKTEPHCTHKOIO ‘‘aylioBi3yaJbHOTO MHCTELTBA” IOCTA€e
HOTO TpaHCTPECUBHA MPUPOJIA, IO SICKPABO BUPAKAETHCS y BUIOBIH 1 )kKaHPOBIH nudy3ii B moeqHaHH]
3 IUTITAIBHO OHTOJIOTIYHOIO CHEIM(IKO0.

Benuky ponp y BH3Ha4eHHI JCHOTATHBHOTO MOJS AOCHIAKYBaHOIO HAaMH KOHLENTY B
3aXiTHOMY MHCTEITBO3HABUOMY JHCKYpCl Bifirpae KOHCTAaTaIlis BipTyaahbHOTO, IMEPCHBHOTO Ta
IHTEPaKTHBHOTO XapaKkTepy MHUCTEIBKUX MpakTUK. PazoM 3 TuM, TMeBHI peduiekcii 3BOASATH
PI3HOMAHITTSl BCiX HHWHI MOJIMBUX ayAiOBi3yaJbHUX MHUCTEUTB JIMIIEC A0 THX, AKI MICTATh B CBOIl
TEXHOJIOTIYHI! OCHOBI Tak 3BaHUI “YKUBHUIT™ 1MOKa3, M0 alpiopi YHEMOXKITUBITFOE PO3TIIA Mmo3aedipHUX
apT-TIPaKTHK.
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