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GENEZA STYLU NARODOWEGO UKRAINSKIEJ MUZYKI
KLASYCZNEJ

W danym artykule przedstawiono historyczne i etniczno -
narodowe zrodia narodowego stylu ukrainskiej muzyki klasycznej.
Ustalono, iz rola instrumentdw muzycznych w historii ukrainskiej

klasyki muzycznej jest dos¢ istotna. Udowodniono, iz kompozytorzy, * Petro Krul
wykonawcy, pedagodzy oraz mistrzowie instrumentoéw na przestrzeni
stuleci wyznaczali sztuke grania, stymulujac jej rozwdj ewolucyjny. doktor habilitowany
Solowe, kameralne, orkiestrowe dzieta z biegiem czasu stawiaty sztuki, profesor,
przed wykonawcami co raz trudniejsze zadania. akademik Narodowej
Kazda narodowo$¢ wnosi do ogolnego stylu epoki swojg Akademii Nauk
specyfike, uwarunkowang specyfikacjg etniczno - kulturowg Wyzszego Ksztatcenia
spoteczno - historycznych czynnikdw rozwoju sztuki. Na przyktad, Ukrainy
romantyzm odroznia sie nie tyle ze wzgledu na jego estetyczne kierownik Katedry Sztuk
ukierunkowanie, ale ze wzgledu na zabarwienie narodowe. W taki Wykonawczych
wiasnie sposéb ksztattuje sie specyficznos¢ wspdlnego, tak zwanego, Przykarpackiego
stylu historycznego. Uniwersytetu
Narodowego
Stowa kluczowe: styl narodowy, muzyka klasyczna, zrodta im. Wasyla Stefanika
etnograficzna, kompozytor, wykonawca. (m. Iwano - Frankowsk,
Ukraina)

GENESA OF NATIONAL STYLE OF UKRAINIAN CLASSIC MUSIC

This article reveals the historical and ethnic-folk sources of Ukrainian national style of
classical music. It's revealed that the role of tools in the history of Ukrainian classical music is
pretty significant. We proved that composers, performers, teachers, instrumental artists for
centuries have declined the art of the game, encouraging its evolutionary development. Over time
solo, chamber, orchestral works have become more complex artistic tasks before performers.

Each nation brings to the ethnic and cultural development of the individual . For example,
romanticism is not only for aesthetic reasons but also national character. Thus, there is a national
identity, a shared historical context , artistic patterns, both universal and national.

Part of Ukrainian culture to artistic creation is explained by two methodological principles :
the principle of continuity in the history of the Ukrainian people, according to which the
consideration of the Genesis of the life of the nation in

historical perspective should be considered in the context of the early stages, as the
connectedness and continuity of life of the people is not interrupted . The second provision states
that there is only one national historic backbone of Ukrainian culture it is of endogenic nature and
it feeds on exogenous experience.

Thus, the history of Ukrainian culture is not a set of disparate facts , names, terms, and
holistic socio-cultural processes, it is an integrated process.

Keywords: national style, classical music, ethnographic sources, composer, performers.

YKpaiHa B Haw 4ac, mabyTb, Yn He HanbaraTwa B CBiTi KpaiHa WOA0 Pi3HOMAHITHOCTI
My3M4HOro iHCTpymeHTapito. Kob3a, 6aHaypa, ummbanu, TopbaH, 6acons, ko3a, ko3obac, pinka,
coninka, cypma, Tpembita, 6yboH, Oyxano, iHWi OyXOBi, CTPYHHI Ta yAapHi iHCTPyMEHTU 3
AaBHWHM TICHO noB'A3yBanncb B YKpaiHi 3 My3nyHMM nobyTOM YKpaiHCLKOrO Hapoay,
BigoGpaXanu Noro XuTTA | KynbTypy NPOTAroM BiKiB, iCTOPUYHO HEPO3PUBHI 3 XUTIAM, LLO Xo4a 1
MatoTb NEBHi aHanoru B iHCTpyMeHTapii iHW1X HapoAiB CBIiTy. Bce X Hi B KOro He BUHWKaE CyMHIBY
CTOCOBHO X YKPaiHCbKOI reHe3n 1 OpuriHanbHOro posBuTKy, 60 cam Hapon BUroTOBMSE Ui
IHCTPYMEHTH, IX LLMPO NobUTb, BUPAKAE HAMU HANTNNOLLI, HaNOTaEMHILWI NOYYTTS | AYMKW.

Mema paHoi cTaTtTi nonsrae y PoO3KPUTTI iCTOPUYHMX Ta €THOMONMBKILOPHUX [AXepen
HaLioOHanNbHOro CTUMKO YKPaTHCLKOT Knacu4Hol My3uku. [laHa Tema € Haa3BUYaNHO aKkTyasbHOH) i
BMMarae ocobnumeoro nigxody y BuB4YeHHi. CBOIO yBary il YacTKOBO MPUCBATUNW Taki AOCNIAHUKN
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ak: L.Nawenko [2], O.Mpiuak [3], A.WUtenin [4] Ta iHwi. OgHak, okpecneHa npobnema Ao KiHUA He
BMBYEHA, Lie Ja€e HaM MOXITMBICTb MPOAOBXUTU nodanblui AOCHIIKEHHS.

[lo HargaBHIWMX iHCTPYMEHTIB BIQHOCATLCHA Pi3HI NpegMeTn, Ha sKUX MOXHa Oyno
BiATBOPUTU MY3UYHWI 3BYK: PO N MOPOXKHMUCTI KICTKM TBaApWH, PaKOBMHW MOSIIOCKIB, TPICKU 3
oyepeTy, iIHLWMX POCIIMH, 3 AKUX Nerko BUaanseTbCca cepLeBuHa. HannepLumm gyxoBMm HapogHUM
iHCTPYMEHTOM, YMOBHO KaKyuu, CryryBaB NMCTOK abo TpaBuHka. [Mpo ue mgeTtbcsa y UuikaBin
nerexgi ectis: MoBnsB, bor nocnepeyvaBcs 3i ctapum 3num gyxom (der alte Bose) — x1o nepunm
CTBOPUTb MY3UYHUIA OYyXOBUW IHCTpyMeHT. Bor 3apas »xe 3ipBaB NUCTOK 3 JepeBa i CTaB
HarpaBaTu Beceny menogito. usson Tmm Yyacom novas pobutn gyay /kosy/, BUTpaTMBLUM Ha Le
Kinbka gHiB. Novanu rpatn, KoXXeH Ha CBOEMY IHCTPYMeEHTI - i bor nepemir [nasona: iHCTpyMeHT
Bora i 3By4aB kpalLe, i Ha NOro BUroToBreHHA Byno 3aTpayeHo MeHLe 3yCunb i Yacy.

0Ons npuknagy, AyxOBi iHCTPYMEHTM Ha neplunx nopax BigirpaBanu y XuTTi NoguMHU
npuknagHy yHKUilo, HanyacTilwe cryryBanu 3acobom nepegadvi Ha SOCUTb BENWKY BigcTaHb
CUrHanie MuCNuBUAM, nacTyxam, BicbkoBUM. [10 HegaBHbOro 4Yacy nogibHumn 3acobamu
CUrHanisauii kopucTtyBanucs Ha 3anisHUYHOMY TPaHCMOPTi.

MocTynoBO iHCTPYMEHTM y4OCKOHANIOBANMCSA i NEpLUMM KPOKOM Y LIbOMY HanpsiMKy Gyna
3MiHa BUCOTM 3BYKY. YHiKanbHa nam’sitka KynbTypu — KiCTSIHA COMifika enoxu naneonity mana
OOBXMHY 21 CM., BHYTpILLHIA giameTp — 12 MM Ta 4OTUPKU BepTUKanbHi OTBOPW, SAKi, 6e3nepeyHo,
3pobneHi Ansa 3miHn BUCOTM 3BYKy'. COMinku Takoi KOHCTPYKLii 36epernucs y 6araTbox Hapopis
CBITY, a)X 4O HaLWKNX OHiB.

baratorpaHHa eBosoUist My3UYHOro iIHCTPYMEHTapIto y cdbepi HapOAHOI TBOPYOCTI, NEBHA
pid, He Morna He cnpuaT (OOPMYBaHHIO TaKOX i CONbHO-BUKOHABCBLKOrO CTUNI. Crnvpatoyuck Ha
HapPOOHOMICEHHY TBOPYICTb, CUCTEMOK XYOOXHiX 3acOobiB BM3HAYMIUCb i NEBHi BWKOHABCbKI
cnocobu, opmyBaBCS OKPEMUIN FeHOMOHA YKpPaiHCbKOI BMKOHABCLKOI LUKOMM 3 Ti eMOUiHUM
o6wunpom i 6aratorpanHicTio. Bxxe y XVLL cToniTTi oKpecnunucb 0CHOBHI TeHAEHLT YKpaiHCbKOro
MY3W4YHO-BUKOHABCbKOrO MUCTeUTBa, 3aknageHo ¢yHOaMeHT WOro reHeanm B HaCTYMHUX
CTONITTAX.

Ponb iHCTpyMeHTIB y icTOpil yKpalHCbKOI MY3U4HOI KynbTypyu OOCUTbL Baroma i cyTTeBa.
KomnosuTtop, BMKOHaBeLUb-Negaror t1a iHCTpyMeHTanbHUi MancTep YNpoAoBXK CTOMITb BU3HaYanu
MUCTELTBO rpu, CTUMYIIOHYN NOro eBOSTIOLINHNA PO3BUTOK. Y CONbHUX, KAMEPHUX, OPKECTPOBUX
TBOpax KOMMO3UTOpPKX 3 NSIMHOM Yacy CTaBwuiu nepen BUKOHaBUSMU BCe Binbll CKNaaHi XyAoXHi
3aBAaHHa. PinirpaHHO  BIATOYYHOYM MAWCTEPHICTb  BOMNOAIHHA  IHCTPYMEHTOM, MY3WKaHTH
3Haxo4mnu HoBi cnocobu rpu, 3BepTanucb A0 BiNbll NPOrpecuMBHUX KOHCTPYKUIN IHCTPYMEHTIB,
Hag YOOCKOHANEHHAM $KMX MOCTIMHO npautoBana AonuTnuBa AymMKa IHCTPyMEHTanbHMX
MauncTpiB.

Tinbkn Ha couianbHOMy OHIi  MOXHa 36arHyTM iCTOPWUYHI  OCHOBM  MY3WYHO-
iHCTPYMEHTanbHOI KyNbTypu YKpalHCbKOro Hapogy, Joriky po3BUTKY B Hil IHCTpYMeHTarbHO-
BUpaxarnbHUX 3acobiB. [eHe3nc My3M4YHOro iIHCTPYMEHTapito iICTOPUYHO 3MiHIOBaBCS. Tak 3a vacis
pPOMaHTM3My Y MUCTELTBI 3pocra BOKamnbHICTb IHCTPYMEHTaniamy, 3MiHMBCA TeMbp My3U4HO-
obpasHux TBOpIB «TembpanbHa iHTOHAUINHICTbY; TOHKE OOYXOTBOPEHHS iHCTPYMEHTaNbHUX
pericTpiB y ixHin GaraTorpaHHOCTI 3BYKOBUX MOXNuBOCTeW.  Kpuctanisyioumcb y My3uui
KOMMNO3UTOPIB-pPOMAHTUKIB,  ODOB’I3KOBO  Haguxano Ha  TpaHcdopmauii  y  ranysi
iHCTPYMEHTarnbHOro CTPOK O CTBOPEHHS KOHCTPYKUIK, ski 6 BignoBiganu NOCTiMHUM 3anuTam
TBOPYOCTi. Ane Le BXe TemMa OKpPeMoro AOCIiIXEHHS Y SKOMY €BPOMENCbKY iHCTPYMEHTarbHy
pedopmy XIX CTOMITTA HanNeXuTb TPaAKTyBaTWU SK SABULLE ICTOPUYHE, MMUOMHHO 3aKOHOMIpHE,
3yMOBIieHe [OBroTpMBannuM MnpoLEecoOM PO3BUTKY MY3UYHOI KynbTypu. AmKe nepeBTiNeHHA
hNenToBO-A3UYKOBUX | MYHALITYYHUX iHCTPYMEHTIB He TiNbKM XPOHOMNOriYHUA 36ir 3i 3MiHOMO
MY3UYHO-CTUMNBOBUX Nepioais, - 3 NepexonoM Big Knacuumsamy 40 pOMaHTU3MYy, a B YCiX CBOIX
Jetansax — BignoBiAb XyOOXHbO-€CTETUYHUM 3anuMTam TBOPYOCTI, AOCAIOMBLUN, TakUM YUHOM,
MOXINUWBOCTI KOro NoAanbLUoro npouecy.

MepiogoM neplnx NapocTKiB HaLUioHaNbHOrO CTUNIO Y npodecioHanbHin My3uui ang
baraTtboXx €eBponencbknx Hapogdie Oyno, sk Bigomo, BigpomkeHHs. BnacHe pybGik XVI —XVII
CTOMiTb CNig4 BBaXaTW MNOYaATKOM HOBOrO, FYMaHICTUMHOIO nepiogy YKPaiHCbKOT KynbTypw,
CBOEPIAHOrO  yKpalHCbKOro BigpomkeHHa, 3 dKMM MoOB’d3aHe  CKnajaHHA  ecTeTUYHOro

! Sko6 ltemnn. Mysuxa u Ganer B» Poccun XVIII Bexa. — CII16., 1903. — C. 76

161



KNOWLEDGE*EDUCATIONLAWMANAGEMENT N4 (16) 2016

dyHOaMeHTy | HauioHanbHOi MyaunuHoi kynbTypu'. WMoro amiuHeHHs B XVII — XVIII cToniTTsax
CMPUANN TaKOX 1 iHLWWI couianbHi Ta idenHO-XyooXHi hakTopw.

[MapocTkn HauioHanbHOI CBOEPIAHOCTI MPOMECINHOT MY3MKM NPUPOLHO W OPraHivyHo
BUPOLLYBANMUCA Ha I'pyHTI eCTEeTUYHUX 3anuTiB NII0AEeN Tak 3BaHOro TPeTbOro CTaHy, Pi3HOYUHHO-
MiCbKOrO My3u4HOro nobyTy, HOBMX (POPM MilL@HCbKO-CBITCbKOIO i [ABOPSAHCHKO-CariOHHOMo
My3MKyBaHHS, MPMYOMY OCTaHHi OOCMyroByBanucs Hacamnepes UexXOoBUMW My3WKaHTamMu —
npegcraBHMKaMM nNepLmnx BUpobHUYO-npodecinHnx o6’egHaHb, 0COBNMBO NOLIMPEHUX B YKPaiHi
y XVII = XVUW cronitTax.

Kpinaubki opkecTpu n aHcambri, XOpOBi Kanenu Ta My3u4HO-TeaTparnbHi Tpynu npwm
NOMILLMLBKUX MaeTKax 3 X HOBMM, MepeBaXHO NipuKo-nobyToBMM penepTyapoM i ranaHTHO
MaHepoK BUKOHAHHA — TUMNOBI 4BMLLA HaAUiOHANbHOI MY3WYHOI  KynbTypu MICT, L0
3apoaxyBanucs, xod iX dyHaaTtopamu i ydacHuKamm 4acto O6ynu My3ukaHTM — Buxigui 3
KpinawubKoro cepegosuiua.

Hanbinbw cBoepigHMM NpOSABOM KpinaubKMX OPKECTPIB BusiBUNAcs poroBa Mysuka. Lle
HanpukiHyi XVII ctonitta MoxHa ©yno cnoctepiratm ocobnuBe CTaBneHHA OO0 Hei 3 Boky
BenbMoX. 3 «[JHeBHUKa» kamep-toHKepa bepxronbua MOXHa Oi3HATUCH, WO Ha CBATKYBaHHS
Opyroro pgecstupiyysa 3acHyBaHHA [leTepbypra B MICTi 3By4yanu cepeHagu; BanToOpHicTamu
Xu3yBanucs geski BenbMOXi nig 4ac aHcambnen i nporynsHok no Hesi. 3a yaciB uaptoBaHHSA
AHHK loaHiBHKM, €nn3aBeTa leTpiBHa 4YacTo nporynoBanacek no PoHTaHLUi nig cynposig porosoi
My3vku. TOMy He BapTO NpunyckaTuChb AYMKW, 3riAHO 3 sIKO ifesi CTBOPEHHSI POroBOi My3vn<1/|
HanexuTb Morany Mapeluy, 60 Bxe Toai BoHa icHyBana B Pocii, 3agoBro go ioro npwuisay?.
MapeL yoockoHanmB Ui iIHCTPYMEHTU, CNPUSIB CTAHOBIEHHIO POrOBOro OPKECTPY B YKpaiHi.

Poroea mysuka Gyna nowmpeHa B YkpaiHi HeQoBro, e B OCTaHHIW nepiog KpinauTsa.
To X BEnuKOro BNAMBY Ha PO3BUTOK YKPAIHCBbKOI MY3WYHOI KynbTypu He mana. Tinbkn B 70-90
pokn XVIII ctonitta BoHa Gyna AocuTb NOMYNSPHOK B KOMax He Tinbku ayxe GaraTtux, ane n
cepenHix NoOMILLIUKIB.

OpgHo4acHO MOXHa KOHCTaTyBaTU BENMKE MOLUMPEHHS Yy TOW 4dac iTanincbkoi onepu B
YKpaiHi. ITanincbka My3uvka HagoBro crae ynwobneHo My3ukoto AsopsaHcTBa. Ocobnusoro
nolwnpeHHss HabyBaloTb YPUBKM 3 Pi3HMX iTaniNCbkux onep, siKi BXoAATb A0 MNOBCSKOEHHS
NOMILLMKIB. Y NOBYTi yKpaiHCbKMX NOMILUKIB Taka My3uka 3MillyBanacsa 3 HapOAHOK MiCHEl,
LLIO 3aCBiAYEHO penepTyapoM LibOro poroBoro OpkecTpy.

B icTopii po3BUTKY YKpalHCbKOI MY3WYHOI KyrbTypu poroBa My3uka, Ge3nepeyHo, He
Bigirpana nposigHoi poni, 60 B YKpaiHi BMHUKNA CTUXINHO i 32 YMOB MOMILLMLBKOrO nobyTy.
My3nyHuin matepian gns poroBux opkecTpiB 6y nobygoBaHWMA 4acTKOBO Ha  YKpaiHCbKUX
HapoOHMX MICHAX, Yepe3 Lo POroBi OpKecTpu, 0B6CAyroByruM AOCUTH LUMPOKI Koma cnyxadis,
©esnepeyHo, Bigirpanu ponb NpoBigHMKA HaLiOHANbHOT MY3U4YHOI KynbTypu. BecTtn X MoBy npo
BMMIMB POroBOI My3UKM Ha noganblUnii Npouec pPO3BUTKY YKPalHCbKOro MY3MYHOMO MUCTELTBa
Maixe He JOBOAUTLCA.

EBontouia cBiToBOro MucteLTsa HOBOro Yacy Bigbyesanacd y pycni Benuknx ctunis, abo,
AK X We NPUAHATO HasuMBaTW, CTUMIB XYOOXHIX HanpsMiB, WO BWHWKaKOTbL 3a BignNoBiOHUX
couianbHO-ICTOPUYHUX YMOB. 3a CMOPIAHEHICTIO UUX YMOB Y Pi3HUX E€THIYHUX YTBOPEHHSIX, HAKi
YacoM He MaloTb 6eanocepeHiX KOHTaKTIB Mk CODO0L0, B MUCTELTBI MOXYTb aHanoriyHi CTUNbLOBI
HanNpPSAMKM.

Ane KoXHa HauioOHamnbHICTb BHOCWUTb Yy 3aranbHUA CTUMb €roxXu CBOK Cneundiky,
3YMOBJSIEHY  E€THOKYNbTYPHOK  CBOEPIQHICTIO  cOLianbHO-ICTOPUYHNX  DAKTOPIB  PO3BUTKY
MucTeuTBa. Hanpuknag pomMaHTU3M Bigpi3HATb He TiNbKY 3@ MO0 eCTETUYHOK CNPSIMOBAHICTO,
a N 3a HauioHanbHMM 3abapBreHHsM. Tak cknagaeTbCa HauioHanbHa CBOEPIOHICTb CMINbHOrO,
Tak 3BaHOrO ICTOPUYHOIO CTUMIO, XYOOXHi 3aKOHOMIPHOCTI AKOro HOCATb BOAHOYacC
yHiBepcanbHWii Ta HaLlioHanbHUI xapakTep®.

BucHoeku. TakuM YMHOM, MPUYETHICTb YKPAIHCbKOI MY3U4YHOI KynbTypu A0 3aranbHOro
XYyOOXHBbOrO NPOLECy MOSICHIETLCA ABOMA MOSIOXKEHHAMM, WO MalTb METOLOMOMYHE 3HAYEHHS.
Lle, no-nepwe, npuHUUN HenepepBHOCTI ICTOPIl yKpaiHCbKOro HapoAdy, BiAnoBiOHO A0 SKOro

Ipinak O. Icropiocodist M. I'pymescokoro. Kuis-Kem6pinxk, 1991.— C. 30-31

JIsmenko [.®. IcTopuKo-CTHIBOBI Ta €THO(DOIBKIOPHI JKepena GopMyBaHHS YKPaiHCEKOT KOMITO3UTOPCHKOT
mkomu // YipaiHchKa Xy1oHS KyiaeTypa. - K.: JIubigs, 1996. — C. 87.

Kpatkuit uctopudeckuii ouepks My3biku Bb Poccun / Coct. bapon K.IItans6epr. — CII16., 1896.- C.237.
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po3rnagatv CTaHOBMEHHS | PO3BUTOK YKPAIHCLKOrO XUTTH B NOro iCTOPUYHIA NepcrnekTuBi cnig
«... B CBOIX 3B’A3kax nonepegHiMn ctagiammu, 60 opraHiyHa 3B’A3aHICTb i TArMICTb HApPOOHOro
XWUTTS HE NepepuBaETLCS BMOBHI Hi MPU AKX 3MiHa | nepernorax, noku xuse AasHii Hapia»®. Mo-
apyre, HenepepBHICTb YKPAIHCLKOI KynbTypHOI Tpaguuii. CyTb gaHoi no3uuii nonsirae B Tomy, WO
HaLioOHaNbHO-ICTOPUYHUIN XpebeT yKpaiHCbKOI KynbTypu OAWH, ane eHAoreHHa npupoga Moro
XUBUTBCA TaAKOX €K30reHHMM  (30BHILLHIM ) gocBigom. 3BiAcu — icTopis yKpaiHCbKOI MY3W4YHOI
KynbTypu nocTae He sik Habip po3pi3HeHMX (pakTiB, iMEH Ta NoA4ir, a AK LifliCHUI COLOKYNbTYPHUIA
npouec.
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GENESA OF NATIONAL STYLE OF UKRAINIAN CLASSIC MUSIC
P. KRUL

Ukraine nowadays is perhaps not the richest country in the world by the variety of musical
instruments. Kobza, bandura, dulcimer, torban, basholi, goat, kozobas, plca, pipe, pipe, trembita,
tambourine, booze, other wind, stringed and percussion instruments from antiquity was closely
connected in Ukraine with the musical life of the Ukrainian people, reflect his life and culture for
centuries, historically inseparable from the lives, although they have some analogues in the
Toolbox other peoples of the world. Still, no one there doubts about their Genesis and original
Ukrainian development, because the people producing these tools, their really loves, expresses
their deepest, innermost feelings and thoughts.

The purpose of this article is to reveal the historical and etnofolclorice sources of the
national style of Ukrainian classical music. This topic is extremely important and requires a
special approach in the study. Attention it is partially dedicated to such researchers as |.
Lyashenko [2], A. Pritsak [3], J. Staehelin [4] and others. However, indicates the problem is not
fully understood, it gives us the opportunity to continue with further studies.

The oldest tools are the various subjects on which it was possible to reproduce musical
sound: horns and hollow bones of animals, shells of molluscs, cod of reeds, other plants, which
easily removes the core. The first folk wind instrument, relatively speaking, were the leaf or blade
of grass. This is stated in an interesting legend of the Estonians, saying that God made a bet with
the old evil spirit (der alte Bose) — who was the first to create a musical wind instrument. God
immediately tore a piece from the tree and began to strum a happy tune. The devil has started to
do tune /the goat/, spending a few days. Began to play, each on his instrument, God has
defeated the Devil: a tool of God and sounded better, it was spent less effort and time.

For example, the wind instruments at first played in a person's life the application function,
often served as a means of transmission at a sufficiently large distance signals hunters,
herdsmen, military. Until recently, these signaling means used on railway transport.

Gradually, the tools have improved and the first step in this direction was to change the
pitch of the sound. A uniqgue monument of culture — a bone flute from the Paleolithic era had a
length of 21 cm, an inner diameter of 12 mm and four vertical holes, which are clearly made for
changing the pitch of the sound. Pipes of this design is preserved in many Nations of the world,
down to the present day.

The multifaceted evolution of musical instruments in the sphere of folk art, naturally, could
not contribute to the formation and solo performing style. Based on narodnostna work, the system

! Kparkuii ucroprdeckuii ouepks My3siki Bb Pocenn / Coct. Bapon K.Iltans6epr. — CII6., 1896.- C.150.

163



KNOWLEDGE*EDUCATIONLAWMANAGEMENT N4 (16) 2016

of artistic means was determined and certain performing ways formed the gene pool of the
Ukrainian performing school with her emotional space and versatility. Already in the eighteenth
century okreslenie main trends in Ukrainian music and performing arts, laid the Foundation of its
Genesis in the following centuries.

The role of tools in the history of Ukrainian musical culture quite weighty and substantial.
Composer, performer, a teacher and instrument-maker for centuries defined the art of the game,
stimulating its evolutionary development. Solo, chamber and orchestral works of composers over
time gave the performers more complex artistic tasks. Delicately honing their mastery of the
instrument, musicians have found new ways to play, appealed to the more progressive designs of
the instruments on the improvement of which worked constantly inquiring thoughts instrumental
masters.

Only on the social background that one can understand the historical foundations of
musical-instrumental culture of the Ukrainian people, the logic of the development of instrumental
and expressive means. The Genesis of musical instruments of historical change. So in the time of
romanticism in the arts increased vocalist of instrumentalism, has changed the timbre of musical
and figurative works of "tonal intonation"; the subtle inspiration of instrumental registers in their
diversity of sound possibilities. Crystalspace in music romantic composers, definitely inspiring
and transformational tool build to create designs that meet the constant demands of creativity.
But that's a topic of a separate study in which European instrumental reform of the XIX century
belongs to be treated as a historical phenomenon, deep natural, due to the long process of
development of musical culture. After all, the reincarnation of the flute-reed and Sandstone
instruments are not only a chronological coincidence with the change of music and style periods,
with the transition from classicism to romanticism, but in all its details — the answer is the artistic-
aesthetic demands creativity, examining thus the possibilities of its further process.

The period of the first germs of a national style in professional music for many European
peoples, as we know, the Revival. Actually the turn of XVI —XVII centuries should be regarded as
the beginning of a new, humanistic period of Ukrainian culture, a kind of Renaissance of Ukraine,
which is associated with the compilation of the aesthetic Foundation and the national musical
culture. Their development in the seventeenth and eighteenth centuries also contributed to other
social and ideological and artistic factors.

The germs of national identity professional music naturally and organically grown on the
grounds of the aesthetic needs of the people of the so-called third state, the history of urban
musical life, new forms of bourgeois-secular and aristocratic salon music-making, the latter
served primarily musicians Guild — the first representatives of professional associations,
especially widespread in Ukraine in the XVII — XVIII centuries.

Serf orchestras and ensembles, choir and musical theater troupe in the estates with their
new, mostly lyric-household gallant repertoire and style of performance — a typical phenomenon
of national musical culture of the cities was in its infancy, even though their founders and
members were often musicians come from the serf environment.

The most peculiar manifestation of the serf orchestras were Horny music. At the end of
the XVII century it was possible to observe special attitude on the part of the nobles. From the
"Diary" of gentleman of the bedchamber Bergholta you can see that the celebration of the second
decade of the founding of St. Petersburg in the city sounded Serenade; valtorta boasted some
nobles during ensembles and strolling along the Neva river. During the reign of Anna loannovna,
Elizaveta Petrovna often walking on the Fontanka, accompanied by horn music. Therefore, it is
not necessary to accept the idea according to which the idea of creation belongs to the horn
music of Johann mares, because she had already existed in Russia long before his arrival. Mares
have improved these tools, contributed to the formation of horn orchestra in Ukraine.

Horn music was prevalent in Ukraine for long, only in the last period of serfdom. The
same great influence on the development of Ukrainian musical culture had. Only in the 70-90
years of the XVIII century it was very popular in the community is not only very rich but also
medium-sized landowners.

At the same time we can state a large spread in the time the Italian Opera in Ukraine.
Italian music has long become the favorite music of the nobility. A special distribution gain
excerpts from various Italian operas, which are included in the everyday life of landowners. In the
life of Ukrainian landowners such music is mixed with folk song, which witnessed the repertoire of
this horn orchestra.

164



KNOWLEDGE*EDUCATIONLAWMANAGEMENT N4 (16) 2016

In the history of Ukrainian music horn music, no doubt, played a leading role, because in
Ukraine arose spontaneously in the conditions of country life. Music for horn orchestras were built
partially on Ukrainian folk songs, that horn orchestras, serving a fairly wide circle of listeners, no
doubt, played the role of conductor of the national musical culture. Conduct speech about the
influence of horn music on the further development of the Ukrainian musical art almost not
necessary.

Evolution world art of new time took place in line with great styles, or as they are
commonly called, styles, artistic movements arising in the relevant socio-historical conditions. For
the relationship of these conditions to different ethnic entities, which sometimes have no direct
contacts in the art may similar styles.

But each nationality makes to the overall style of the era its specificity, due to ethno-
cultural identity socio-historical factors in the development of art. For example, romanticism is
distinguished not only by its aesthetic focus, but also on a national color. Since emerging national
identity in common, the so-called historical style, artistic patterns which are at the same time
universal and national character.

Conclusions. Thus, the involvement of the Ukrainian music culture to the General artistic
process is due to two provisions are of methodological significance. This is, firstly, the principle of
continuity of history of the Ukrainian people, according to which to examine the formation and
development of Ukrainian life in its historical perspective should be "... in its relations the previous
stage, because the organic coherence and continuity of national life is not interrupted in whole or
in for change and deposits, while lives of the ancient people." Second, the continuity of the
Ukrainian cultural tradition. The essence of this position is that national historic backbone of the
Ukrainian culture one, but the endogenous nature it also feeds on exogenous (external )
experience. Hence — the history of Ukrainian musical culture is represented not as a collection of
disparate facts, names and events, but as a whole socio-cultural process.
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