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HanpsamKie 0dicazy, pok-, non- ma world music — “neexka”, “nonyaspna”, “‘ecmpaona’ mysuxa,
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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 NECATWINITTS 3HAYHOTO PO3BUTKY Halylna My3HKa, SIKy HE MOXKHA BiTHECTH 0
akageMiuHoi. HasBHiCTh 3akiajiB, y KOTpPHUX TOTYIOTh (paxiBuiB B cdepi ecTpazHOro MHCTENTBA,
crpusie (HOpMyBaHHIO BUIOTO PiBHS Ii€l chepn My3ndHOTO BUKOHABCTBA. IIpoTe Hapasi € mpobiema
TEPMIHOJIOT1YHOTO PIiBHA, AK€ 33/ MO3HAUYEHHS THUX HANpsMKiB, SIKI HE CTOCYIOTbCA MY3UKH
aKaJIeMI4HO1, YacTillle 3aCTOCOBYIOTh OKpEMi pO3pi3HEH1 TEPMiHHU, TUM YacOM K HEMAE €TUHOTO, TKUH
Ou BIAMOBiaB 3alUTaM 4Yacy i JaBaB OM 3MOTY MMO3HAYMTH Pi3HI MOJYCH BHKOHABCTBA 1 HallMCaHHS
TBOPIB Yy IIMX CTHJIOBUX HampsMKax. BignoBilHO, JOUITBHO PO3MNISHYTH MOXKIIUBI BapiaHTH
BU3HAYCHHSI CTHJIBOBUX BIJTalyXeHb, IO MPOTHCTOATh aKaJIeMiuHii My3WIli, ¥ JaTW BIACHY
nediHimio.

KoMmrmo3uTopceKki Ta BHKOHABCHKI BHMIPH €CTpPaIHO-IKAa30BOTO MHUCTENTBA XX — IOYATKY
XXI cronite okpecneno B mpaui 0. Jsuenko [1]. Ilutanna ¢popMyBaHHA My3UKH TPETHOTO IUIACTY 1
MacoBuX kaHpiB XX cromitts gociipkero y mpamni B. Konen [3]. My3uka akagemiunoi Tpaauiii
XX cromiTra perenbHO mpoaHaimizopaHa B poborax T. Kummacekoi [3], T.Mnpisani [4],
B. Xononosoi [6]. YkpaiHchka ecTpaaHa My3uka Ta crnenudika ii po3BUTKY mpeicTaBieHa Y
moHorpadii B. TopmaxoBoi [5]. Ponp momymsipHOi My3WKH B OCBITHBOMY IIpOIIECi BHCBITJIICHA Y
po6otax JI. I'pin [7] Ta E. Tobiac [8].

Merta cTaTTi — NpoaHaIi3yBaTH TEOPETHYHI IOHATTS, IO 3aCTOCOBYIOTH JI0 HAIPSMKIB
HeakaJeMiuHOi MY3HWKH, Ta OOIPYHTYBAaTH AOLLUIBHICTE BUKOPHCTAHHA Ui TMO3HAYEHHs iX TepMiHa
“HeakaJieMiuyHa” MY3HKa.

Hapasi cyuacHa My3u4yHa KyJbTypa TpeJICTaBlIeHa PSJIOM HAIMPSIMKIB — aKkaJeMiYHa MY3HKa,
pOK-, TON-My3WKa, ka3, Qonbkiaop, world music. Xoda KOXHE 3 [HX BIATATYKEHb MOXKE
aHANI3yBaTUCA CAMOCTII{HO, IPOTE YacoM € pO3pOOKH, sKi MOTPeOyIOTh HAsSBHOCTI IIEBHOTO
y3arajpHIOIOYOTr0 TepMiHa, KUl OU JaBaB MOXKJIMBICTH PO3TJSHYTH LI HAIPAMKH OUTBII CHCTEMHO,
CTBOPHBIIH MPOCTIpP U KOMIIAPATHBHOTO MiAXOTY.

Jns mo3HAYeHHsI CYKyIHOCTI HAMpsMKIB, IO HE MAlOTh CHUIBHUX PHC i3 aKaaeMidHOIO
MY3HUKOIO, y BITYM3HAHOMY MMCTELTBO3HABCTBI BHKOPHUCTOBYBAJIM TakKi TEpMiHH, fAK ‘‘eCTpaaHa
My3uKa”, ‘“po3BaxkasibHa”’, “merka”’, ‘“macoBa’, ‘“My3WKa TpeThOro Imacry’, “mom-mys3uka’. Taxk,
MOHATTAM “‘MacoBoi” My3ukd A. Llykep noeaHye ectpainy, JETKy, PO3BaKalbHY, IONYJSIPHY MY3HKY,
B. Konen BucnoBmoe ifiero “TppoX mapiB” My3UYHOT'O MUCTEITBA, JIe MEPIINH IJIaCT MPeICTaBICHUN
(OTBKIIOPOM, IPYTHIl — aKaJeMiTHOI0 MY3HUKOI0, TPETii OXOILIIOE JIETKY MYy3HKY, JKa3 i HOBI MacoBi
xkaHpu XX cT. (TOOTO BUpi3HAE Horo sk okpemuit)” [3, c.46]. Ha Hame nepekoHaHHs, ix
BHUKOPHCTAHHS MaJIO TIEBHY IOLITBHICTE Y MeKaX HAYKOBOTO AUCKYpCy XX CTOJITTS, IPOTE 31 3MIHOIO
COLIIOKYJIBTYPHHX peajiil iX mojaplie 3acTOCYyBaHHA NOTpeOye Meperisay.

Tepmin “nerka” My3uka, SKHA OyJO 3amporloHOBaHO B poOOTax paasHCHKHUX
MHUCTEUTBO3HABLIB, MII MiIKpecaroBaTu chenudiky 3MicTy ecTpaJHHX TBOpPIB, OpPIEHTOBaHUX Ha
ocoOmuBy TemaTHKy. IIpoTe mel TepMiH Mano MiIXOTUTH UL TTO3HAUYEHHS CIOXKETIB, HAsIBHUX Yy
JESIKAX HapsSIMKaX POK-MY3UKH, JIc MOXKYTh OyTH ITOPYIIEH] BaXJIMBI Ta rocTpocomianbHi TeMu. Kpim
LBOTO, HANpPsIMKK aBaHTapIHOIO JpPKazy TaK €aMO BaXXKO HA3BaTH MY3UKOIO, ‘JIETKOI0” IUIs
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cnpudHATTA. Jlo TepMmiHa ‘‘lerka’ My3WKa y 3HAUCHHI ‘‘PO3BaKAIBHOI” 3BEPTAETHCS CydacHa
nocmigauns B. Xononosa, mpotucraisitoun ii cepitosHii, akanemiunii. “IcTopis €Bponu BU3HaYMIIA
1 CYTHICTb TOTO IIIacTa KyJbTYpH, SKUH B CydacHIH KyJIbTYpOJIOTii OTpUMaB Ha3By ‘‘akajieMiuHa
My3uKka”, abo “cepiio3Ha My3uKa”, Ha IPOTUBATY “NeTKild My3HLi”, “po3BaxkaibHii My3uui’™ [6, c. 3].
Bapro 3a3HaunTH, 1110 HAYKOBEIH Y CBOIH Mpalli BAKOPUCTOBYE MOHSITTS “‘©CTPaTHOI My3UKU ™, SIKE JJIs1
Hel € MPOTHIICKHICTIO JIO aKaJIeMIYHOrO HAmlpsAMKY. Tak, JaHui TepMiH JOBIO BUKOPHUCTOBYBAIU SIK
“ecTpagHa” My3uKa — JUIi MO3HAYeHHA JKa3y, POK- Ta ION-My3UKH, B TOMY YHMCIi aBTOp HaHOI
crarti — B. Topmaxosa. “Ha3uBatu jpkas, pok- 1 HON-MYy3HKY MOMYJISIPHOO MY3UKOI0, a00, sIK 11 1HO/I
Ha3UBalOTh, “NOINCOI0” — HENOUUIbHO (iX MOmyJsApHiCTh HeonHakoBa). OIHUM CIIOBOM, TEPMiH
“ecTpagHa My3uWKa’ HAWHOUTIbIIE MIAXOMUTH JUIA PI3HOBUJIB MY3WYHOTO MHCTELTBA, SKi 00’ €maHaHI
CHUTBHUM — CIeHIYHUM moxo/pkeHHsAM” [5, c. 10]. Ilpore 00OB’si3k0Be BHKOHAHHS TBOPIB LIBOTO
HamnpsMKy Ha “ecTpali” — KOHIEPTHIM CIleHi, sfKke OyJI0 IOUIIBHAM Yy KOHTEKCTI KyJIbTypH
XX CTOMITTA, TOMOBHIOETLCS 1 THIIUMH (OPMaMU TPE3CHTAIIIT BIACHOT TBOPYOCTI.

Tak, BucTynu OaraThbOX BHMKOHABIIB, SIKUX MOXHAa BiJIHECTH OO HEAKaJAEeMi4HOI MY3HKH,
CTAIOTh JIOCTYMHUMH 3aBISKH MOKIMBOCTAM [HTepHeT-pocTopy. IX BUKIaqar0Th Ha TakuX cepsicax,
ax YouTube, Instagram, Facebook. Ixne cTBopenns moxmmse uepes mporpamu, nofioui go Sing! Bin
Openga Smule, GarageBand, Magic Piano, Vine Ta inmi. BinmoBimHo, Miclle BHUKOHAHHS Ta
Ipe3eHTalii TBOPIB 3HAYHMM YHHOM 3MIHIOETBCSA, SK 1 KpHUTEpii OINHIOBAHHS IIOMYJIAPHOCTI Ta
3HauYMMoOCTi TBOpY. KpiM mporo, TepMmiH “ecTpaJHoi”’ MY3HWKH, MOIIMPEHUH Yy pPalsSHCHKOMY
MY3WKO3HABCTBI, HE MaB il cOOOIO BIAMOBIIHWKA B aHTJIOMOBHIHM JiTeparypi, e JUIsl MO3HAYCHHS
CTHJIIB “eCTpaJHOro” CHOpsIMyBaHHS 3aCTOCOBYIOTh HOHATTA ‘“‘pop-music” uu, HabaraTo dacrilue,
MMO3HAYEHHS OKPEMUX CTHJILOBUX BiJranyKeHb, SIKi HE IOEAHYIOTHCS B €JUHY KaTEropilo.

BukopucranHs TepMmiHa “TIOMyNIApHA” My3WKa Y BITUYH3HSHOMY AWCKYpCi IOB’SI3yIOThH SIK 3
MOM-MY3HKOI0, TaK 1 MOIIUPEHICTIO My3WYHOro HampsMky. IlomiOHa nediHilis HE OXOIUIIOE Ty
CYKYIIHICTh HANpPSAMKIB Y MeXax 1HII-pOK, TTAHK-POKY, FapakHOTO POKY, SKI MOTJIM MaTH HE HAJATO
0arato NPUXWIBPHUKIB Ta € TaKUMH, L0 MOMIMPEHI B MEXaX MAaJOYUCIEHHHUX CYOKyJIBTYpPHHUX
o0’enmHanb. Y 3axigHOMYy JUCKypCi JJisi TIO3HAYEHHS HAMpsSMKIB HEaKaJleMIYHOT MY3HKH TaKOX
BUKOPHUCTOBYIOTb TepMiH “momyisipHa (popular) mysuka”. Jlioci I'piH y crarrti, HpHCBSUeHiit
My3UYHOMY BHMXOBaHHIO, Ul MO3HAYEHHS CTWUJIB 1 HaNpsMKIB My3W4HOI KYJIbTYpU BHUKOPHCTOBYE
rmapy KaTeropii: “kKjacWyHa — TONyJIsspHa My3HWKa”. JIOCHIJHHII HAroJoNIye Ha TOMY, IO TPH
BHUBYEHHI MY3HKH, MOMYJSAPHOI cepell MOJOJOrO MOKOJIIHHS, CTBOPIOIOTHCS YMOBU Ui 3aCBOEHHS
KJIacu4HOi. “MOXKIINBO, 116 0COOJIMBO CTOCYETHCS “BIIACHOI” MY3WKH YYHIB — TIOITYJIIPHOTO TIOJIS — HA
BiIMiHY BiZ TOTO, IO BOHM YacTO HAa3HMBAIOTh “‘MY3HKOI CTapuXx’ — KiIacH4HOro mois. Croyatky
BapTO PO3MIISIHYTH, SIK caMa KJIaCHa KiMHATa 3MIHIOE ITOHATTS My3UYHOI “aBTOHOMIi”, 1JIe10 TIPO Te, IO
“cripaBXHE” 3HAYCHHS MY3WKH IiJHIMAETbCA HAJ CBITCBKUMH COLIAIGHUMH 1 TIONITHIHUMH
mipkyBaHHsME [7, ¢.103]. [TomiOHy TepMiHONOTiIO 3aCTOCOBYIOTH 1 B po3poOkax EBana Tobiaca, ne
3rajaHa TONyJIsipHA My3HWKa. ABTOpP HArojioIlye Ha BaXIMBOCTI PO3BHTKY 3aIliKaBICHOCTI Y
MOMYJISIPHIN My3HIIi 11032 OCBITHIMH 3aKJIaJiaMu, IO CIPUSATHME 3pOCTaHHIO 1HTepecy A0 Hei mij vac il
npodeciifHOro omaHyBaHHs. BigHaxo/DKeHHs MepeXpeiieHHs MK PI3HUM MY3HYHHM JOCBIIOM Y
MY3WYHOMY 3aKJIaJIi Ta 71032 HUM BIUTHBAIOTH Ha IMTiABUIIIEHHS PiBHA OCBiueHOCTI [8, c. 30].

Tepmin “My3uka TPETHOTO IUIACTY’, SKUHA YBIB y HAYKOBHUH AWCKYPC MHCTEITBO3HABEIlh
B. KoHeH, BHSBISETBCS TakuM, IIO € MIMPIIMM, a/pKe BiH OXOIUTIOE OUIBIIMH CHEKTP MY3HKH
PO3BaKAJIILHOTO CIPSAMYBaHHS, B TOMY YHMCIIi JIETKY “‘akafeMidHy”’ My3HKY. “MHu Xk MoB’sA3yeMo ka3 i
POK 3 OCOOJMBHUM IJIACTOM MY3WYHOI KYJbTYPH, SIKi BUXOIATH JaJeKO 3a MOHATTS *aHpy. Llei mmact
HE BKJIAQJA€ThCAd y TPAAMIIHHUI MOAT yciel My3WKM Ha KOMIIO3HTOPCHKY TBOPUICTH OICPHO-
cuM(OHIYHOTO MIaHy 1 GombkiIop. Y My3HKO3HABYIH JIiTepaTypi HOro, HACKUTLKH MOYKHA CYIHTH, HE
BHBYAIM SIK CaMOCTIHHWH IIap KyJIbTYpH, XO049a OKpeMi pO3pi3HEeHI IpOsIBH 1 3ragyBajid IIiJ
HEIMPOCTUMO HETOYHOIO Ha3BOIO “TI00yTOBOI My3uku” [3, c. 4].

Ha name nepexoHaHHs, 3MIHCHIOIOYN THUIOJOTII0 My3UYHUX HANPSMKIB, JOIIEHO BUAUISATH
HACTYIHI PYOpHKH: aKkaJeMiuHa, HeakaJleMiuHa My3uKka Ta (OJBKIOp, SKi MArOTh MPUHIHUIIOBO Pi3Hi
BHXI1JIHI CYTHICHI ITO3MIIIi.

BusHaunmMo CyTHICHI pHCH THX HAIlpsSMKIB, SKi MOXKYTh OyTH BiJHECCHi 10 HeaKaJeMigHOI
MY3UKH. 37151 [HOTO HEOOXiAHO PO3TJISIHYTH OCHOBHI MOHSATTS, JOTWUYHI JJISl JAHOTO JOCIIJIKCHHS.
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OmHUM 3 TiAXOJIB € MEeTOJ] BHKIIOUCHHA. Hacammepen BH3HA4YMMO, IO MOXHA BiTHECTH JIO
akamemigyaoi wmys3uku. Came el HampsMOK My3HYHOI KyJbTypH 3I00YB dYHMale HayKOBE
OOIpyHTYBaHHS. Y Ipalsix psay Cy4acHUX aBTOPIB HAroJoIICHO, 0 aKaJeMidHa My3HKa ab0 My3uKa
aKajeMiuHol Tpamuiii “BiIHOCUTHCS O KJIACy MY3MKHM MHUCHMOBOI TPaJHIlii, IO MpPU3HAYCHA IS
CIICL[iaJIbHOTO MPOCITYXOBYBaHHS JIOOPMH (3a3BHYail THUMH, XTO MAa€ 3aralbHy 4Yd CICLiaJbHYy
MY3WYHY IiJI'OTOBKY) B KOHIIEPTHOMY a00 CIICHIYHOMY BHUKOHaHHi” [4, c. 8]. [IpudyomMy Ba)JIMBUM
KpUTEpieM, SIKUH TIAKPECICHO Y JaHOMY TBEP/DKEHHI, € aKIIEHT Ha MY3WYHIi OCBIYEHOCTI CIyXadiB.
OkpiM 1pOT0, HE JIIIE MiIrOTOBKA PEIMITIEHTIB Mae 3HaYeHHs. Haa3BHYaifHO BYKITMBUM € TIparHeHHS
aKaleMiyHOi MY3HKH J0 MaKCUMAalbHOi aBTOHOMHOCTI. Ll mosuimis Moxe OyTH MOsCHEHA SIK
MparHeHHs He OyTH YaCTUHOIO PENriflHOrO YW CBITCHKOTO pHTyany. [IpHyoMy HACTYIHI €IOXHU
CIpUIMAIOTh TOMEpeH] SK 3pa3oK il HachigyBaHHs. [lil akageMidyHOI MY3HKOK PpO3YMIIOTh
MY3UKy €BpOICHCHKUX KOMIIO3UTOPIB-NIpo(eCcioHaNiB, NPEACTABICHY KOHKPCTHUMH MY3HYHHMHU
*)aHpamu (oniepa, CUM(OHIs, opaTopisi, COHaTa), sIKi MalOTh CIIJIbHI MPUHIIUITKA OpraHi3alii My3H4HOTO
Marepiany (COHaTHHWH, POHIO, PENPHU3HUII), CBOEPIJHY IpaMaTyprito, TEXHIKY HAMUCAHHS Ta P
iHmmx o3Hak. “TepMmiH i sBHINE “‘akajieMiyHa My3WKa~’ O3HA4Ya€ HacamIlepesl €BPOIEHCHKY MY3UKY
npodeciiHuX KOMIIO3UTOPIB (II0 OTPUMAaIM CIeliajJbHy MY3WYHY OCBITY B Oynb-Akiii ¢opmi), ne
PO3BHUTOK 1 €BOJIIOLIISI MYy3UKHU 5K (heHOMEHa KyIbTypu (OPMYETHCS Ha OCHOBI YCTaJ€HHUX TPaIulIiid,
HaCIixyloun iX y pi3HHX (opmax, IHCHIpYeThCS IMOUTYKOM HOBHX IYXOBHHX CBITIB 1 OIIIHIOETHCS
TOHKOIO IIKajow mpodeciiiHoi maiictepHocti” [4, c.9]. Ha mymMKy MHCTENTBO3HABIIB, IOILIBLHO
PO3IITUTH aKaJeMidyHy My3UKy Ha KIaCHYHY Ta Cy4YacHy, IPHYOMY BOHH MAlOTh TaKOX YHAMAjo
Biaramyxenb. [Tonin Ha 11l KaTeropii € JONUTLHUM, aJKe MIIKPECITIOE CYTHICHI 03HAKH JIBOX 3raJIaHuX
THUIIIB aKaJeMI4HOI MY3UKH.

dopMyBaHHS My3WKH HeakaJeMidHOI TpaauIii MoXXHa Big3HAYMTH B KyiIbTypi HoBoro uacy.
Came y meif yac BigOyBaeThCs PO3IOIUT My3HYHOI KYJIBTYPU Ha “MYy3HKY IS HAPOAY Ta MY3HKY JJIS
ApUCTOKPATIB, Ha CBITChKY Ta peiiriiny” [4, c. 10]. HeakamemiuHa My3uKa yCIaIKOBYE Ti 03HAKH, SKi
Oynu mpuTaMaHHI My3WLI IUId Hapoay, Oe3lepedyHo, CBITCHKOTO CIpPSMYyBaHHS. 3ayBa)KUMO, IO
CTHWJIBOBI HAIPSMKH, SKi HAleXKaTh IO HEaKaJeMidHOI MY3UKH, € TaKMMH, KOTpi 0araTo B HOMY
BIAPI3HAIOTECA MiX CO00I0, a I yCKJIAIHIOE BUAUICHHS X THIIOJOTIYHUX PHC, IPOTE BOHH MAIOTh
HabaraTo MeHIIE CIIJIFHOTO 3 aKaJIEMIYHIM HAIIPSIMKOM, IO W 3yMOBIIIOE€ HEOOXITHICTH iX TO€THAHHS
OJTHUM TEPMIiHOM.

BinmoBinHo, My3UKy HeakaJeMidHy MOXKHa PO3TIISHYTH SK TaKky, IO HaJAiIeHa HACTYITHHMH
KpUTEPISIMH: HacaMIlepe]l, ii 4acTO CTBOPIOIOTH HempodeciitHi kommo3utopu. Komwm #eTsest mpo pok-
TBIip, TO BiH € 37€0UIBIIOT0 pe3yIbTaTOM KOJEKTHBHOI TBOPYOCTI BUKOHABIIB TypTy. BapTo 3ragatu
cnineHI kKommosunii rypry “The Beatles”, y paHHii mepios TBOpYOCTi sIKOTO Oy CTBOPEHI IiCHI,
HacamIiepesl aBTopcTBa TBopuoro TaHaemy 1. MakkaptHi—/[x. JICHHOH, pOTe YMMAJO €JICMEHTIB
BHHHKAIIM 3a 0e3mocepeIHhOi y4acTi IHIINX YY9acHUKIB KoiekTuBy — JIk. Xappicona ta P. Crappa.
Komu  MoBa mpo cyTo mpodeciiiHuii piBeHb y chepi HeakaneMiqHOI My3HUKH, TO HOTo, SIK MPaBHUIIo,
HEeMa He JIMIlIe B KOMIIO3UTOPa, a i1 y BUKOHaBILiB. HasBHICT cepell pOK-My3HKaHTIB My3UYHOI OCBITH,
ocobauBo B XX CTONITTI, Oyna pajnie BHHATKOM, aHDK MpPaBWIOM. BaJMBUM € Te, IO POK-
BHKOHABIII YacTillle BUKOHYIOTh TBOPH BJIACHI, a HE Ti, [0 HANMCAJIH iHII BUKOHABIi-KOMIIO3UTOPH.
BunsTKOM 3 IIBOTO “TIpaBHIA” € pernepTyap MOJOIUX KOJEKTHUBIB, SKi PO3IMOYMHAIOTH i3 BUKOHAHHS
MCeHb YK€ BIIOMHX BHKOHABI[IB Ta BHCTYIH-TPHO IOTH 3ipOK POK-CIICHH, IIPHCBSUCHI NICBHOMY
KOJIe3i, KOJIM i BOHM BUKOHYIOTh HE BJIAaCHI MiCHI, a 4yXi, IPOTE 4aCTO TBOPYO iX 0OPOOISIOTE.

Komwm #inerscst ipo ka3, TO TaM TPOXH iHINA cHTyarlis. € 6arato JKa30BUX KOMITO3UIIIH, B
SAKHX aBTOPU CTAHJAPTIB BiJIOMi; pa3oM 3 TUM Y JACSKHX CTHIISAX (Hampukiad, y ¢pi-mpkasi) mka3oBa
KOMITO3HIIiSI YTBOPIOETHCS B PE3YNIBTATI COMBHOI UM KOJIEKTHBHOI IMIIPOBi3amii YIaCHUKIB TypTy 1 He
Ma€ YiTKO BU3HAUSHOTO aBTOPCTBA.

OCHOBHHMM JKaHPOM, SIKHii BHUKOPWUCTOBYIOTH B MY3HWIIl HEakaJeMidyHOI Tpaawuilii, € TMiCHS
(Y pOK-HamIpsIMKY Ta Mom-HaNpsMKYy). [Ipore mka3oBi TBOpH OYAYIOTHCS 3a IO iHIIUM MPHHIIAIIOM,
aJKe BOKAIIbHI, BOKAJbHO-IHCTPYMEHTAJIbHI Ta IHCTPYMEHTAIBHI KOMITO3HUIII1 PiIKO KOJIU MOB’s3aHi 3
KYIIETHICTIO, HAsBHOIO Yy IIICCHHOMY JKaHpi, a JacTillle peai3yloThesl y popMi TeMa-iMIpoBi3amis Ha
Hel — pernpu3a TeMHU, 10 CTalla TPATUIIIHHOO JUIS IXKa3y.
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HanzBuaaitHO BaXKIIMBOIO 03HAKOIO My3UYHOTO TBOPY XX—XXI CTOMITTS mocTae 3MiHa opMu
Woro 3ammcy. 3a3HauMMO, IO ““...MOPSAN 3 TPAOUIIHHAM HOTHUM 1 TpadiyHUM TEKCTOM Yy
PpO3MOpPSIKEHH] JOCITHUKIB TETep € 1 aKyCTUYHHIA TEKCT, SIKU CTAHOBHUTH O€3ITOCepEeIHIN pe3yIbTaT
JiSUTBHOCTI My3WKaHTa-BUKOHABI 1 Moxe OyTu 3adikcoBaHMI Ha MarHiTOQOHHY CTPiuKy, IUIATiBKY
a00 KOMHOAKT-IUCK. Y moOyTi 3’SBIAIOTHCS 1 crieuudiuHi BUOU TEKCTiB MY3UYHHMX TBOPIB, Taki, fK
BepOanbHi” [2, ¢. 5-6]. SIkmo 1 akageMidHOi My3UKH OiIbIe MpUTaMaHHA HOTHA (opma dikcarii
TBOpY (xo04a 3 Apyroi monoBUHM XX CTONITTS B paMKax ‘“‘KOHKPETHOI” Ta “eJIeKTPOHHOI  MY3UKH
BHHUKAE YHMAJIO 3pa3KiB ICHYBaHHS ayaio3alucy TBOPY), HATOMICTh JUIS HEaKaJeMiYyHOI MY3UKH
XapaKTepHHI caMe ayaioBapiaHT i Habararo pijiie — HOTHUN, KOTPUHl, 31€01IIBIIOr0 CTBOPIOIOTH MICIIs
TOrO, SK MIiCHA Ha0yla IMOMyJSIPHOCTI W crama HagOaHHSAM MIMPOKOro 3araidy. HoTHHH TekcT
MyOIKYIOTh TEpeBaKHO OQililHI MpeACTaBHUKAMU TYPTY UM BHKOHABI[L, IO MpPHUTAMaHHIIIE st
3aXiHOTO CBITY, UM MOIINPIOIOTH EIEKTPOHHY BEPCiI0 HOTHOTO TEKCTY.

3a3HauMMoO, IO P JOCIHIAHUKIB MPOTOBXKYIOTH CIIpUIIMaTH HEaKaJeMiuHy MYy3HKY SK TaKy,
IO HANCKUTHh IO HWKYOTO TaTyHKY. 3po3yMillo, IO akaaeMidHa My3HKa Mae Habarato MEHIIY
aynuTopito, HiXk HeakaneMiyna. [Ipore mpu cripobi oOrpyHTyBaTH moTpedy 3MiHM MPiOPUTETHOCTI
akaJeMi4HOl MY3MKH HE BapTO 3HEIIHIOBAaTH MepeBarn HeakaaeMmiunoi. Ha mymky B. Xomomogoi,
(hyHIaMEHTaNbHUM KPUTEPieEM, SKUNH PO3AUILE TOMYyNApHY KIaCHUHY Ta eCTPaJHO-PO3BAXKaJIbHY
MY3WKy, € XapakTep 3ByKy. “B axamemiunHoMy miacTi BiH OpraHi3oBaHHil aKyCTHYHO YHCTO,
0JIaropoIHO-KpacHuBO 1 Hece B cO01 Aaliekuid mpoobpa3 “aHreabChbKOro CHiBy”, M0 KOJHCH TOPOIUB
caMy 3BYKOIHTOHAIIIO aKaJeMIYHOi My3WYHOI KyNBTYpH. A 3BYK YCIX eCTpaIHO-pO3BakKalbHHX
CYOKyJbTYp — HErapMOHIMHUI, HEy3ro/KeHWd, Hemdanuii: 3 “HeAoCmiBaHUM™ N0 TOYHOI BHCOTH,
BUCOTHUM “XHMTAHHSIM”, TOBIPKOIO, HEMPHPOAHUM (OPCYBaHHAM 1 XPUIOM TOJNOCY, A3DKYAHHAM 1
OpsizkoTOM TiTap (y pok-mys3umi)” [6, c.215]. JlaHe TBEpMKEHHS CBIUYUTH MPO YIEPEIKCHICTH
YCTaHOBKH JIOCIIAHMII T4 HE3HAYHUN PIBEHb O3HAMOMIICHOCTI 3 PI3HUMH HANPSIMKaMU HeakaJeMidyHOL
My3uKku. ExcnpecnBHICTh, ImpHUTaMaHHAa pOK-, IIOIN- Ta JHKA30BHM BOKAJICTaM, NAaBHO BXKE CTaja
YaCTHHOI0 BUKOHABCHKOI MAaWCTEPHOCTI W aKaJeMiYHUX BUKOHABI[IB. A OUIBIICTh TeperTiueHux
“HEOMIKIB” CTaql OCHOBOIO aBaHTapJHUX aKaJeMidHUX TBOpiB. Tak caMO JOCHUTh YMOBHHM €
HaJJIGHHS aKaJeMiYHOT My3WKH 3HAa4eHHSIM Takoi, MO Tepenae cCKOpOOTHI U Tpariuxi obOpasm, a
HeakaIeMIiuHOi — SK TOl, IO Hece pajicHI Ta cBATKOBI ymoHacTpoi. [Ipore B omHOMy MO)kHA
morogutrcs 3 B. XosomnoBor, ska Bkaszye, MO ‘“‘3iCTaBICHHS KJIACHYHOI MY3WKH 3 €CTPaJHOI B
MIPUHIIMIT HEAOIUIbHE: 1€ TOPIBHIHHS PI3HUX KYJNbTYp, 3 PI3HMMU 3aBJAaHHSAMH B COIliyMi. Aue
OCKUIBKM B 000X HasBHI CImB 1 Tpa HAa IHCTPyMEHTaX, TO 1 TIOPIBHSIHHS, 1 B3aEMOIis
HemuHy4i” [6, c. 215].

3BakarouM Ha BHKIAJEHHWH Martepial, iCHYIOYl cpoOW BU3HAYCHHS CYKYITHOCTI HAMPSMKIB
Cy4acHOI MY3WKH TOTPeOYIOTh INEPEOCMHUCICHHS. Y pe3yibTaTi PO3BUTKY IPAaKTHKH HEOOXiTHMI
MeperisiA TepMiHONOTIYHOro nojsl. BumindoTbes Taki HampsAMKH, SK akaJeMiyHa Ta HeakaJeMiuHa
MY3HWKa, sIKi ICHYIOTh Ha piBHI 3 (ompkimopoM. Heakamemidna My3Wka — Iie KOHIIENT, IO MO€IHYE
JDKa3, pok-, mom- Ta world music. Leil nHampsimok mnependayae HasgBHICTH OJHOTO UM KUIBKOX
BHUKOHABIIIB, K1 IIPE3CHTYIOTh BIACHI TBOPH YH IHIIMX KOMITO3UTOPIB, HE TTOB’SI3aHHUX 3 aKaJeMIYHUM
HanpsIMKOM. XapaKkTepHUMH € HasBHICTH TBOPIB HE Y HOTHOMY BapiaHTi, a B ayJio- 9u BigeodopMmari,
yacTo HenpodeciiiHui piBeHb BUKOHABCTBA, BIIMOBA BiJI CTAIHMX TPaIUIlifHUX >KaHPIB 1 (Gopm Ta
Opi€HTAIlisl Ha MUPOKY ayIUTOPIFO.
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