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Ipuryna b. M. O0poOKkH HApPOAHUX NiCEHb Y TBOPYOCTI YKPaiHCbKHX
KOMIO3UTOPIB XX CTOJITTA: CTWILOBHH Ta BUKOHABCHLKUI AaCNEKTH. —
KBamidikamiitHa HayKoBa mparis Ha IpaBax pyKOIUCY.

HaykoBe oOIpyHTYBaHHS TBOPYOTO MHCTELBKOTO MPOEKTY HA 3I00yTTS
OCBITHBO-TBOPYOTO CTYIEHS JOKTOPAa MUCTEIITBA 3a creriaibHicTio 025 «My3udne
MUCTENTBOY» (Tamy3b 3HaHb 02 «KynbTypa i MuUcTenTBO» ). — HarrionanbHa My3udHa
akazeMis Ykpainu, Mi"icTepcTBO KyabTypu Ykpainu, Kuis, 2026.

AKTyaJIbHICTh TeMHU AocaifkeHHss. OOpoOKH HAPOJHUX IMICEHb — SICKpaBa
CTOpIHKAa y TBOPYIH CHAIIIMHI YKpPaiHCBKUX KOMIIO3UTOpPiB. Pi3HOMaHITHI 3a
KAHPOBO-CTWJILOBUMH, TEMOPOBUMH Ta  OOpa3sHUMH  XapaKTEPUCTUKAMHU,
apaH)XyBaHHSI HApOJIHUX MICEHb MEPETBOPIIIMCS Y BOKaJIbHI, IHCTpYMEHTaJIbHI 200
XOpoB1 MiHiaTiopu. L{iTicH1 3a IpaMaTypriyHuM, JIa0-TapMOHIYHUM Ta (haKTypHUM
PO3BUTKOM 1 TEMOPOBOIO OPKECTPOBKOIO, OOPOOKH 3aKPINMIKCS B YKPAiHCHKOMY
My3UYHOMY MHCTEUTBI HE TUIbKH SK HaBYAJIBHHI Marepiaj, aje il sK MOKa3HHK
3pLI0CTI MaiicTpa.

Jlo 1BOro >KaHpy 3BEPTAIOCH YUMAJO KOMIIO3UTOPIB. Y 3B’S3KY 3
NOIIMPEHHSAM €THOrpaiuHUX PO3BIJOK, MOSIBOKO YHMCIEHHHUX 301pOK Ha OCHOBI
3aMMCaHUX B €KCIEIULISIX MaTepiatiB, BIAKPUTTIM aMaTOPChKUX Ta MpodeciiiHuX
XOpPOBUX KOJIEKTHUBIB, IOYMHAIOYH 3 IpYyroi mosoBuHU XIX CT. IHTEpeC 10 HAPOAHOI
MICHI 3HAYHO BUPIC K Y HAPOJHOMY, TaK 1 MPOQeCiiHOMY CEepPEIOBHIIII.

OpmHuM 3 nepimx A0 )KaHpy o0poOku HapoAHOI micH1 3BepHyBcst M. JInceHko.
Bke y HbOro 3HaX0AUMO SK COJIbHI €K3eMILISIPU 13 GopTeniaHHUM CYyPOBOJIOM, TaK
1 xopoBi. [loBary M. Jlucenka 10 HapOAHO-TIICEHHOTO MaTepially Ta 30epeKeHHs
TpaauIIii HapoAHOTO GaraToroyioccs neperHsiu kommnozutropu XX cromitrs. Cepen
Hux  B. bapBincekuii, A. BaxusawH, [I'.T'aBpunens, M. I'aiiBOpOHCHKHIA,
I1. demyupkuid, JI. [lnuko, I1. Kozupkuii, @. Konecca, B. Kocenko, O. Kommuirp,
M. JleoHTOoBHY, M. JIucenko, C. JIropkeBuy, b. JIaTOMMHCHKUIA,
O. HwxankiBcwkuii, JI. PeBynbkuii, M. Cxopuk, €. CrankoBuu, S. CtenoBui,
K. Crenenko Ta 6Oararo iHmux. OcoOiauBOi yBarm HoTpeOYIOTh XOpOBI 3pa3Ku
00poOOK HAPOJHUX MICEHb, aJIP)KE CaM€ BOHHU BIJOMBAIOTh HE TUIBKU aBTOPCHLKHUI
CTWJIb KOMIIO3UTOpA, ajie W UIIOCTPYIOTh iX HAI[lOHAJIbHY MPUHAIEKHICTh Ta
0COOJIMBOCTI HAPOJAHOI My3UYHOT TBOPYOCTI.

CrocrepekeHHsI 3a CTHJIBOBUMH OCOOJMBOCTAMH OOpOOOK y po0OoTi
30CepE/KEeHI Ha MPOsiBaX aBTOPCHKOTO CTUIIIO Y KOHTEKCTI HAPOJHOI Tpaauiii. Y
poOoTi yBary Oyje 30Ccepe/KeHO Ha Tepiriid mojgoBuHI XX CTONITTS, 30KpeMa Ha
tBopuocti  O. Kommmss Tta  b. JIsTrommHaChKOTO, XOpOBI  00pOOKM  SIKHMIX
CTAaHOBUTHUMYTh aHAIITUYHUNA Martepian mociipkeHHs. Ha mnpuxmani xopoBoi
TBOPYOCTI HAa3BAaHUX KOMIIO3UTOPIB PO3TJSHYTI IIi JBa E€JIEMEHTH: OKPECICHO
3arajbHUN 00CSAT XOPOBOI TBOPYOCTI, BMICT 0OpOOOK HAPOJAHMX MICEHb — COJIBHUX
Ta XOPOBUX, OCHOBHI BEKTOPHU PO3BUTKY >KaHPY, POAHAII30BAHO JIEAKi 3 00pOOOK.

CyyacHi XOpOBI KOJIEKTUBH JIy>K€ 4aCcTO 3BEPTAIOTHCA 10 XOPOBOi TBOPUOCTI
O. Kot ta b. JIATOIMMHCHKOTO, 30KpeMa HEPIIKO MOXXHA MOYYTH M XOPOBI



0o0poOku. Hepiako 3a GakTypHOIO 4M JaJ0-TapMOHIYHOK MPO30PICTI0O XOBAETHCS
0e3I114 HIOAHCIB, SIKI MA€ BpaxyBaTH JUPUTECHT.

AKTyanbHICTb TEMU JOCIHIKEHHS TOJISITa€ Y TAKUX aCTeKTax:

1. )Kanp oO6poOku HapogHOI MICHI Ma€ TPUBANY ICTOPIIO, sIKA OXOIUIIOE HE
OJlHE CTOJITTS Ta Oe3lid iMeH. [i XOpoBuWii Pi3HOBHJ MOCIB OCOONHMBE MiclE Yy
TBOPYOCTI KOMITO3UTOPIB Ta BUKOHABCHKUX KOJEKTHBaX. HapomHa micHS y pykax
MalCTpiB MEpeTBOpWIACS HA TOBHOIIIHHY XOpPOBY MiHIaTIOpy, Ha0y’a
PI3HOMaHITHUX BJIACTUBOCTEH, y TOMY YHCIII CIICHIYHOI /i1 Ta MIITHO 3aKPIMIIacCh y
XOpPOBUX KOJIGKTHBAaxX HE TUIbKM YKpaiHu, a W 3akopaoHHs. I[Ipore ocoOauBocCTi
11boro (heHOMEHY, MOro 1CTOpis pO3BUTKY, BUAATHI IMEHA Ta IUTICHE CIPUUHATTS
BCi€1 KQpTUHHU JIOCI HE MalOTh MOBHOIIIHHOTO OIVISAY Ta MOTPEOYIOTh BCEOIYHOTO
aHayizy.

2. Ormsim TBopuoro yHiBepcanizmy O. Kommnst Ta b. JIarommHcbkoro
PO3IIMPIOE MTAHOPAMY CIPUUHSTTA X 0COOMCTOCTEM, JOMOBHIOE HAsIBH1 aHAJIITHUYHI
pPO3BIIKM Ta JONOMAarae JUPUTEHTaM Ta BUKOHAaBISIM Yy (opMyBaHHI
IHTepIpeTaIiifHOl BEpCii TBOPY.

3. XopoBa TBOpUICTb 000X KOMITO3UTOPIB IPYHTYETHCS Ha HalllOHAIBHUX
3acajziax >KaHPOBO-CTHJIbOBHUX, IHTOHALIIMHUX, JaJ0-TapMOHIYHUX I1apaMeTpiB.
[IpoanamnizoBani Ta 3ragani TBopu O. Kommns ta b. JISTOMMHCHKOTO UTIOCTPYIOTH
HE TUIbKM iX TBOPYMU MOTEHLIAN, & i YKOPIHEHICTh y HALlOHAJIbHIN Tpaauilii Ta
rIM0OKe MparHeHHs ii po3yMiHHsA, 30€pekKEHHSI Ta BTUICHHS Yy OLIBII Cy4aCHUX
My3UYHUX yMOBax. Takuil acnekT OyB MpeJCTaBICHUN y NESIKUX JTOCTIPKEHHSIX Ta
noTpedye MoAaIbIIOro BUBUEHHS.

4.V xopoBux 00poOKax HapOJIHUX MICEHb OOUIBA KOMIIO3UTOPU HACTIIYIOTh
Tpamuilii, 3akmameHi M. Jlucenkom. Ile cTocyeTbcsi Hacamiiepes IUTaHHS
30epeKeHHS Tpaaullii HapoaHoro Oarartorosnoccs. IIpoTe OHOBJICHHS MYy3UYHOI
MoBH, sike BTUMIM O. Kommnpe Ta b. JIATOMIMHCHKUNM HA KOMIO3UIIIITHOMY,
TEMaTUYHOMY, (DAaKTYpHOMY, J1aI0-TAPMOHIYHOMY pIBHSAX TaKOX NOTpedye
MY3WKO3HABUOTO aHAJI3y Ta TUPUTEHTCHKOTO XUCTY.

5. BukonaBcbkuii aciekT XopoBux 00po0ok HapoaHux micenb O. Ko ta
b. JISTOIIMHCHKOTO HIKOJM HE AOCIIKYBaBCS, TOXK HOT0 3alyyeHHs CHPUSTUME
rJIMOUIIOMY PO3YMIHHIO Ta IHTEPNPETALIMHUM MOXJIMBOCTSIM XOPOBHUX TBOPIB.

Meta pociaigKeHHsI — 3pOOUTH IUTICHUIM OTJIsi AKaHpy OOpOOKH HapogHOI
MICHI Y TBOPYOCTI YKPATHCHKUX KOMIO3UTOPIB | momoBuHM XX CTOMITTS, BUSBUTH
CTWJIbOBI Ta BHMKOHABCHKI OCOOJMBOCTI y XopoBux o0OpoOkax O. Kommis Ta
b. JIsTommHCchKOTO.

006’ekTOM J0CTiTKEHHS € )KaHp 00POOKH HAPOIHOT MiCHI.

IIpeamer pocaigxenHs — xopoBi 00poOku Hapoauux miceHb O. Kommis Ta
b. JISTOMMHCHKOTO B aCMIEKTI CTUIILOBUX Ta BUKOHABCHKUX OCOOJTMBOCTEN.

HaykoBa HOBH3HA JOCIIKEHHS TOJISITa€ B TOMY, IO 8nepule

— 3pO0JIEHO OTJIAJ 1ICTOPil PO3BUTKY KaHPY 0OpPOOKHM yKpaiHCHhKOi HApOIHOL
ITICHI;

— 0COOJIMBY yBary MNPHAUIEHO 1CTOpIi XOPOBOTO PIZHOBUAY OOpPOOKHU
HApOIHOI MICHI, HAa POTHBATy MOMYJSIPHAX MY3HKO3HAaBYHMX 3BEPHEHB 0 00pOOOK
HApOJHOI MICH1 JUIs TOJI0CY 1 opTemniaHo;



— CHUCTEMAaTHU30BaHO MY3MKO3HABYI IMpalll 3 MUTaHb )KaHPY XOPOBO1 0OPOOKH
YKpaiHChbKOi HApOIHOT MiCHI;

— MPOAHaTI30BaHO BIUIMB JAMPUTEHTCHKOI MISIIBHOCTI KOMIIO3HTOPIB Ha
dbopMyBaHHS JKaHPY XOPOBOi 0OPOOKK HAPOAHOI MICHI;

— PO3TIIIHYTO MiCIe XOpOBOi 00pOOKH HAPOIHOT MICHI Y KOHTEKCTI XOPOBOi
tBOpuocTi O. Kommug ta b. JIarommHcbkoro;

— PO3TJISIHYTO KUTTETBOPUICTh HA3BAaHUX KOMIIO3UTOPIB Ha MpeaMeT
TBOPYOTO yHIBepcalizMy. BusiBieHo ocHOBHI cdepu 1iX JiSIBHOCTI Ta
MIPOAHAaJI30BaHO BILIMB HA Cy4YacHE YKPAiHChbKE My3WYHE MUCTEITBO;

— OUTBIIICTH 00POOOK 000X KOMITO3UTOPIB ITPOAHATI30BAHO BIEPIIIE,

— Ha OCHOBI aHaiizy xopoBux 00podok O. Kommung ta b. JIsTommHacskoro
OKpECJICHO BUKOHABCHKY crielu(iky poOOTH SIK JUPUTECHTA, TaK 1 XOPUCTIB.

HaOynau momanbmoro poO3BUTKY TEOPETHYHI 3acaau (hOpMyBaHHS
yHiBepcanizMy TBopuoi ocobucrocti (3a O. KoMeHno010), TeopeTuyHl 3acaau
BUBYEHHS kUTTeTBOpUOCTI O. Kommig ta b. JIaTOmMHCHEKOr0, BU3HAYEHHS MiCLs
XOpOBO1 CHAIIIMHU KOMIIO3UTOPIB, 30KpeMa OOpOoOOK HApOJHUX IICEHb,
(GbopMyBaHHS LUIICHOT KapTHHH IIOJ0 POOOTH KOMIIO3UTOPIB Yy KaHpl OOpOOKH
HApOJHOI MICHI JJIS XOpY, BUSBIICHHA 1i KaHPOBO-CTHJIbOBUX OCOOJMBOCTEH Ta
BUKOHABCHKHX 3aJ1a4.

HaykoBe OOIpyHTyBaHHA MICTHTh BCTYI, TPH PpO3IUIH, BHCHOBKU. Y
NepuioMy PpoO3diJi PO3MISHYTO ICTOPII0 PO3BUTKY OOpOOKM HApOAHOI MiCHI.
[ToryxHa moTpeba KpaiHu y momyisipu3aliii BIAaCHOTO KyJIBTYPHOTO HaJ0aHHA SIK
BCEpeIMHl YKpaiHM, Tak 1 Ha CBITOBIM apeHl copusiia (HEeHOMEHAIbHOMY
NOIIMPEHHIO YKpaiHChbKOi HApOAHOI MICHI IO BChOMY CBITY: «YKpaiHChKe
MiHicTepcTBO KYJAbTYpH W MHUCTEUTB C(HOKYCYBaJIO CBOIO MISUIBHICTH y MOJOIN
JIep’KaBl Ha XOPOBOMY CITiB1 AIK 3ac001 MOMITHYHOI nponaranau. CBiTy, sikuil OyB
HAaBMHUCHE HEraTMBHO 1H(OPMOBAHUMN JAECIIOTUYHOIO POCIE0 MO0 YKpaiHU, BapTO
MEPEKOHATHCH Y CaMOOYTHOCTI KyJIbTypH YKpaiHChKOTO Hapoay. KyiasTypHa 3pisicTh
Ma€ CTaTW MAJis CBITYy JIETITUMI3AII€I0 TaKOX 1 TMOMITUYHOI HE3aJeKHOCTI i€l
KpaiHW» — 3a3Ha4Y€HO y BlAeHChKOMY BuJaHH1 Musica Divina 7 cepnins 1919 poxky.

[lepemymoBaMu akTUBI3allll JKaHPY CTajl0 «pPO3POCTaHHS» 310paHOro
eTHorpag1YHOro Marepiainy, SKHil JoCIiIHUKHN (popmyBanu y 30ipku. Kommnosuropu
HACTYIHUX MOKOJIIHb PETYJIIPHO 3BEPTAIUCH 10 301pok A. Baxusanuna, A. €11iuku,
A. Koninmiacskoro, M. Jlucenka Ta iHIm#X eTHOrpadiB, sSIK 10 HAPOAHO-TIICEHHOTO
cxoBulla. BaxxiauBuUM eTanoMm cTajlo MOMIMPEHHS HApOAHMUX IMICeHb, 30KpeMa 1
chopMoBaHHX 301pOK cepejl aMaTOPChKUX Ta MPOPECIHHUX XOPOBUX KOJICKTHUBIB. 3
npyroi nmonoBuau XIX cronitrs 06poOka HApOAHOI MICHI YBIWILIA 0 MOCTIMHOI
KOMITO3UTOPCHKOI MpakThku. Y TBopyocTi M. JIucenka copmyBaBcsi 1HBapiaHT
XOpOBO1 OOpOOKH, A€ TMOETHYBAJIOCH MpParHEHHs 30€peKeHHS Ta MpOoIaryBaHHS
HapoAHOro Oararoroysioccss 1 BoJHOYAC BigOyBaBCs AaKTHUBHUM  PO3BUTOK
BHKOHABCHKOI JJpaMatyprii.

P03BUTOK HapOIHOT MICHI y TBOPUYOCTI KOMITIO3UTOPIB BiAOYBaBCs 3a KUJIbKOMa
napaMeTpaMH: AKTHUBHOIO IPaKTUKOIO eTHorpag1yHOi TISTBHOCTI,
KOMIMO3UIIMHUMU  HIOAHCAMHU, 3a  KAHPOBOIO  THUIIOJIOTIEI0,  CIocoOamMu
NICUXOJIOTI3aIlli  CIOKETY, BapilOBaHHAM BHKOHAaBCHKOTO  CKJIaly, Baroro



IHCTPYMEHTAJILHOTO CYIPOBOY, MEJIOAUYHUM PO3BUTKOM, JIaJI0-TAPMOHIYHUMU Ta
¢dakTypHuMu 3aco0amu. BakmuBHM BHECKOM y PO3BUTOK HApOJHOI MICHI CTaB
IposiB CUM(OHIYHOTO MHUCJCHHS, SIK€ MPOSBUIOCH y JAeTaiizaiii 1 BOJHOYAC
UTICHOCTI pO3BUTKY 00pa3y, JMHAMIIIl pO3rOPTaHHS MaTepialy.

Y apyromy posaiii posrisgaetees mnoctath O. Kommng y cydacHomy
YKpaiHCbKOMY MY3WYHOMY MHCTELTBI Yy JABOX MapaMeTpax: My3WKO3HABUOMY Ta
BUKOHABCbKOMY. SIK BioMo, yHiKaibHICTh ocobuctocti O. Kommms momsirae y
YUCJIEHHOCTI HOTr0 TBOPYMX IHTEPECIB: XOPOBUH JUPUTEHT, KOMIIO3UTOP,
bonbKIOpUCT, eTHOTpad, Mmenaror, My3UUYHHUA KPUTHK Ta €CEICT, MEMYapHuCT Ta
MY3UYHO-TPOMQJICBKUM  Jis4, TeaTpalibHUM  KameiabMenctep.  besnepeuna
JUPUTCHTCbKA  pemyTailis, BHUKJIAJallbKUW  TajJaHT, MIMpe  3aXOIUICHHS
eTHOTpaiyHOIO MISUTHHICTIO Ta MIAHOOJMBE CTABJCHHS J0 HApOJHOI IMCHI Ta ii
apaH)XyBaHHs, MPociaBisitoTh 1M’ st O. Kommiis 1 1oci.

Po3BuTok  «kommuesHaBcTBa» TpuBae jocl. Ilpami  O. [leneHncbkoro
(aamiHicTpaTopa Kanenu O. Komuis), 3. JIuceka, M. AHTOHOBHYA,
M. I'onoBamenka, H. Kamynpkoi Ta  JI. [Iapxomenko, T.IlepecyHpko Ta
A. CmipHOBa — BaroMa yacTka y BUBYEHHI )kUTTeTBOpUOCTI O. Komms. YucienHi
CTaTTI MPUCBSYECH] HE TUTbKU (DEHOMEHY MUTIIS, a i HOr0 TBOPUOMY JTIOPOOKY.

[IpoTsiroM ocTaHHIX pOKiB 3HayHy yBary TBopyocTi O. Kommis npuainuim i
BUKOHABII. 3 OCTaHHIX BUKOHABCHKMX IMO/I1 BAPTO 3a3HAYMTH BUKOHaHHS [lepioi
Jlityprii O. Kot y 2025 p. y paMKax JyXOBHO-MHUCTEIBKOTO IUKIY 3 I1'ATH
mityprii «100 pokiB yKpaiHChKOI JITyprii». A 3roJoM 3aBIsSKH I1HIIIATHBI
Bceykpaincbkoro xopoBoro ToBapuctBa iMeHI Mukonu JleoHTOoBMYa /10
BiHaueHHs 150-pivus Bix nHs HapoxkeHHs O. Kommig BigOyaoch BUKOHAHHS
BCIX JITyprii kommosutopa. JIBi HemepeciuHi MOAIT — PEKOHCTPYKINI JBOX
kouueptiB O. Kommig npencraBuna AkajeMiuHa XOpoBa Kareja YKpaiHChbKOTO
Pamio mixg opymoro IOmii Tkau: «Ykpainceki komsiaku» (1915 p.) ta «laif,
PoxectBo» (Kapneri ['om 1922 p.).

Y nopobky O. Kommuisi 3Haxoaumo OUIbIIE MIBTOPU THCSYl 0OPOOOK
HApOJHUX MICEHb Cepel SKUX LUKIU KOJSAOK 1 IIEIPIBOK, JIPUYHI, KapTIBIUBI,
KaHTH, YAMAJIO OOpSAJOBUX MICEHb. 30€pEKEHHs JIMCEHKIBCHKUX 3acaa 00poOoK
HapOJHUX IICEHb, yBara A0 JAWHAMIYHMX HIOAHCIB Ta AeTaimizalis (ppa3zyBaHHS,
nomidoH13ais pakTypy Ta CTPETHI MPOBEICHHS TEM, JaJ0-TapMOHIYHUN PO3BUTOK
aX J0 IMIPECIOHICTUYHUX AKOPJOBHUX CIIOIY4Y€Hb, KOHPAIYHKTUYHE MOETHAHHS
JIEKUJIBKOX TICEeHb B OJIUH TBIp, BUKOPUCTAHHS HEBUUEPIHUX 0araTCcTB TeMOPOBOI
OPKECTPOBKH — KIIFOUOBI 0COOJIMBOCTI 00po0oK Hapoauux miceHb O. Kommmiis.

Tpetiit po3ain moCHiKEHHS] MPUCBIYEHO XOPOBUM OOpOOKaM HapOIHHUX
niceHb b. JISTOMMHCHEKOr0 Ta BUKOHABCHKUM 0coOIMBOCTSIM 00po6ok O. Komuris
ta b. JIsTomuucekoro. KyneMiHaiiero 3BepHEHHS 70 ®KaHPy 0OpOOKH CTanu came
XOPOB1 €K3EMIUISIPH, a HE JJIA roJiocy Ta ¢gopremniano (g xopy 06e3 CynpoBOay —
1942 p., HaTroMicTh 1151 Tojiocy — 2 00poOku 1934 p., 10—-1937 p., 15-1941p., 5 —
1941 p.). Lle ciocTepexeHHs M1IKPECIIOE €BOJIOII0 MUCIICHHS b. JISTOmMHCHKOTO
Ta PO3BUTOK BJACHOI MojelNl cUM(OHI3MY, sika B 00poOKax MposiBUJIAch y pucax
MMOEMHOCTI, PO3POOKOBOCTI y PI3HUX po3auiax (OpPMHU, OHOBJIEHHS TEMaTHYHOTO
Matepiany, GOpMOYyTBOPIOIOYOIO POJLTIO MOJi(OHI].



OO6poOKu HAPOIHUX MICEHb JJISI XOPY BUPIZHIIOTHCS 3-IIOMDK 1HIIHUX TBOPIB
b. JIATOIMHCHKOTO CTPUMAHICTIO y BHOOpPI MYy3WYHMX 3ac00IB Ta KaHPOBO-
CTHJIBOBOIO OJHOPIAHICTIO, Y YOMY HacHiaye Tpaawiii, 3aknagaeHi M. Jlucenkom,
3amsi  30epekeHHs ~ aBTEHTUYHOCTI BUKoHaHHa CBimoma BigMoBa  BiX
HAarpOMapKCHHS MY3WYHOI TKAaHWHU KOMIICHCYETBCS OCOOJHMBUM CIIOCOOOM
«PO3POCTAHHS MY3WIHOTO MaTepiaay — MOCTyHOBUM HAKOTMYCHHSIM (DaKTypHHX,
Ja0-TApMOHIYHUX, TeMOpoBUX Ccuil. KOMIO3uTOp yHWKAaE YacTUX TOHAIBHHUX
3CYBIB Ta HaaMipHOI noidoH13a1li GakTypu (110 HEPIIKO 3yCcTpiyaeMo B 00poOKax
1. Ko3u1pbkoro), HaToOMICTh TOJOBHHUM KaTajli3aTOPOM PO3BUTKY OUIBIIOCTI
XopoBHUX 00p0o6oK b. JIgTommHchkoro € cuMpOHIYHE MUCIICHHS.

VY nocnipkeHHI BUKOHABCHKOTO aCHEKTy aKIEHTOBAHO, 10 YBaru norpedye
BUBUCHHS fK CHEHU(PIKK KOMIO3UTOPCHKOIO MUCJIEHHS Ta JIpamMaTypriuHuxX
ocoOnuBOCTEeH 3a1s1 (OPMYBaHHS IIUTICHOCTI 3BYYaHHS, TaK 1 OUIbII JPIOHUX
BUKOHABCHKHX 3a/ad. I{e poOoTa 3 MOETUYHUM TEKCTOM, 1HTOHAI[I€I0, TEMIIOBUMU
KOJIMBaHHSIMM, TMHAMIKOIO, SIKa HEPIJIKO CKJIaJla€ OJMH 3 HaBaXTUBIIIUX BaKeJiB
po3ropTaHHs TBOpY Ta iH. OKpiM TOTO, BOXJIWBO HE BTpavyaTH NMIJIbHYBAaHHS 3a
TOJIOCOBEICHHSIM, KOHPAITYHKTHYHUMH TOJIOCAMH TOIIIO.

B pesynbrati aHanizy 3po0jeHO BUCHOBKHM, 1110 XOPOBI OOpOOKH HAPOIHHX
MICEHb CKJIAAAal0Th OCOOJMBHUH IUIACT YKPAaiHCHKOI KOMIIO3UTOPCHKOI TBOPYOCTI.
Cunre3 30epeKCHHS HApOIHOI TPaaWIli Ta TIPOSB aBTOPCHKOTO CTHIIO —
HaWICTOTHIIIA puca XopoBUx o00poOok y TBopuocti O. Kommmsg Ta
b. JIsTommHCBhKOTO.

IIpakTuyHe 3HA4YeHHs1 pPoOoTH. MaTepiain HAyYKOBOTO OOIPYHTYBaHHS
MOXXYTb OyTH BUKOPUCTaHI Y HaBYAJIBHHUX Kypcax 3 1CTOpii YKpaiHChKOI MY3UKH,
XOpOBOi JIITepaTypH, aHalli3y MY3UYHUX TBOPIB, y MOJAIBIIUX JOCTIIHKCHHIX 13
TEMaTUKH POOOTH, a TAKOXK y MPAKTUYHIA POOOTI MY3HKAHTIB-BUKOHABIIIB —
iHTepnperatopiB TBopiB O. Kommug ta b. JIsTommuacsKoro.

Knwuosi cnosa: 0opodka napoonoi nicui 01a xopy, mpaouyis, Onekcanop
Kowuyw, bopuc JIamowuncoKuii, BUKOHABCHE0.



ABSTRACT

Prytula B. M. Folk Song Arrangements in the Work of 20th-Century
Ukrainian Composers: Stylistic and Performance Aspects — Qualifying
scientific work on the rights of the manuscript.

Scientific substantiation of a creative art project for the degree of Doctor of
Arts in the specialty 025 «Musical Art» (field of knowledge 02 «Culture and Arty).
— National Music Academy of Ukraine, Ministry of Culture of Ukraine, Kyiv, 2026.

Relevance of the research. . Arrangements of folk songs constitute a vibrant
chapter in the creative legacy of Ukrainian composers. Diverse in terms of genre,
style, timbre, and imagery, these arrangements of folk songs have evolved into vocal,
instrumental, or choral miniatures. Coherent in terms of their dramatic, modal-
harmonic, and textural development, as well as their timbral orchestration, these
arrangements have established themselves in Ukrainian musical art not only as
educational material but also as an indicator of a composer’s artistic maturity.

Many composers have turned to this genre. With the spread of ethnographic
research, the publication of numerous collections based on materials recorded during
expeditions, and the emergence of amateur and professional choral groups, interest
in folk songs grew significantly in both popular and professional circles beginning
in the second half of the 19th century.

M. Lysenko was one of the first to turn to the genre of folk song arrangements.
Even in his works, we find both solo pieces with piano accompaniment and choral
works. M. Lysenko’s respect for folk song material and his commitment to
preserving the tradition of folk polyphony were adopted by 20th-century composers.
Among them were V. Barvinsky, A. Vakhnyanin, H. Havrylets, M. Hayvoronsky,
P. Demutsky, L. Dychko, P.Kozytsky, F.Kolessa, V.Kosenko, O.Koshyts,
M. Leontovych, M. Lysenko, S. Lyudkevych, B. Lyatoshynsky, O. Nyzhankivsky,
L. Revutsky, M. Skoryk, Ye. Stankovych, Ya. Stepovyi, K. Stetsenko, and many
others. Choral arrangements of folk songs deserve special attention, as they not only
reflect the composer’s individual style but also illustrate their national identity and
the distinctive features of folk music.

The analysis of stylistic features in the arrangements focuses on
manifestations of the composers’ individual styles within the context of folk
tradition. This study will focus on the first half of the 20th century, specifically on
the works of O. Koshyts and B. Lyatoshynsky, whose choral arrangements will
serve as the analytical material for this research. Using the choral works of these
composers as examples, this study examines these two elements: it outlines the
overall scope of their choral output, the prevalence of folk song arrangements—both
solo and choral—and the main trends in the genre’s development, and analyzes some
of the arrangements.

Contemporary choral ensembles very often turn to the choral works of
0. Koshyts and B. Lyatoshynsky; in particular, choral arrangements are frequently
performed. Often, behind the textural or modal-harmonic transparency lie numerous
nuances that the conductor must take into account.

The relevance of this research topic lies in the following aspects:



1. The genre of folk song arrangements has a long history spanning more than
one century and involving countless names. Its choral variant has occupied a special
place in the work of composers and performing ensembles. In the hands of masters,
the folk song has been transformed into a full-fledged choral miniature, has acquired
various characteristics—including theatrical elements—and has become firmly
established in choral ensembles not only in Ukraine but also abroad. However, the
distinctive features of this phenomenon, its history of development, prominent
figures, and a holistic understanding of the entire picture have yet to be fully
examined and require a comprehensive analysis.

2. An examination of the creative universalism of O. Koshyts and
B. Lyatoshynsky broadens the perspective on their personalities, complements
existing analytical studies, and assists conductors and performers in developing an
interpretive approach to the works.

3. The choral works of both composers are grounded in national principles
regarding genre, style, intonation, and modal-harmonic parameters. The analyzed
and discussed works by O. Koshyts and B. Lyatoshynsky illustrate not only their
creative potential but also their deep roots in national tradition and their profound
desire to understand, preserve, and embody it within more contemporary musical
contexts. This aspect has been addressed in some studies and warrants further
investigation.

4. In their choral arrangements of folk songs, both composers follow the
traditions established by M. Lysenko. This applies first and foremost to the
preservation of the tradition of folk polyphony. However, the renewal of musical
language—as embodied by O. Koshyts and B. Lyatoshynsky at the compositional,
thematic, textural, and modal-harmonic levels—also requires musicological analysis
and conducting skill.

5. The performance aspect of O. Koshyts and B. Lyatoshynsky’s choral
arrangements of folk songs has never been studied; therefore, its inclusion will
contribute to a deeper understanding and broader interpretive possibilities of these
choral works.

The aim of the study is to provide a comprehensive overview of the genre of
folk song arrangements in the works of Ukrainian composers of the first half of the
20" century and to identify stylistic and performance characteristics in the choral
arrangements by O. Koshyts and B. Lyatoshynsky.

The object of the study is the genre of folk song arrangements.

The subject of the study is the choral arrangements of folk songs by
O. Koshyts and B. Lyatoshynsky in terms of stylistic and performance
characteristics.

The scientific novelty of this study lies in the fact that, for the first time:

— a review of the history of the development of the genre of Ukrainian folk
song arrangements has been conducted;

— special attention has been paid to the history of choral arrangements of folk
songs, in contrast to popular musicological approaches that focus on folk song
arrangements for voice and piano;



— musicological works on the genre of choral arrangements of Ukrainian folk
songs have been systematized,

— the influence of composers’ conducting activities on the formation of the
genre of choral arrangements of folk songs has been analyzed,

— the place of choral arrangements of folk songs has been examined in the
context of the choral works of O. Koshyts and B. Lyatoshynsky;

— examined the life’s work of these composers in terms of creative
universalism. The main spheres of their activity were identified, and their influence
on contemporary Ukrainian musical art was analyzed,;

— most of the arrangements by both composers were analyzed for the first
time;

— based on an analysis of the choral arrangements by O. Koshyts and
B. Lyatoshynsky, the specific performance challenges for both the conductor and
the choir members are outlined.

Further development was achieved in the theoretical foundations for the
formation of universalism in the creative personality (according to O. Komenda),
the theoretical foundations for studying the creative work of O. Koshyts and
B. Lyatoshynsky, determining the place of the composers’ choral legacy—
particularly their arrangements of folk songs—forming a comprehensive picture of
the composers’ work in the genre of folk song arrangements for choir, and
identifying its genre and stylistic features as well as performance challenges.

The scientific study consists of an introduction, three chapters, and
conclusions. The first chapter examines the history of the development of folk song
arrangements. The country’s pressing need to promote its own cultural heritage—
both within Ukraine and on the world stage—contributed to the phenomenal spread
of Ukrainian folk songs across the globe: “The Ukrainian Ministry of Culture and
Arts focused its activities in the young state on choral singing as a means of political
propaganda. The world, which had been deliberately misinformed about Ukraine by
despotic Russia, needed to be convinced of the uniqueness of the Ukrainian people’s
culture. Cultural maturity should also serve as a legitimization of this country’s
political independence in the eyes of the world,” as noted in the Vienna-based
publication «Musica Divina» on August 7, 1919.

The resurgence of the genre was spurred by the “growth” of the collected
ethnographic material, which researchers compiled into collections. Composers of
subsequent generations regularly turned to the collections of A. Vakhnyanin,
A. Yedlichka, A. Kotsipinsky, M. Lysenko, and other ethnographers as a repository
of folk songs. An important milestone was the dissemination of folk songs—
including the established collections—among amateur and professional choral
groups. From the second half of the 19th century, the arrangement of folk songs
became a regular part of compositional practice. In M. Lysenko’s work, a distinctive
style of choral arrangement emerged, combining the desire to preserve and promote
folk polyphony with the active development of performance dramaturgy.

The development of the folk song in composers’ works took place along
several lines: active ethnographic research, compositional nuances, genre typology,
methods of psychological interpretation of the plot, variations in the performing




ensemble, the prominence of instrumental accompaniment, melodic development,
and modal-harmonic and textural techniques. An important contribution to the
development of the folk song was the emergence of symphonic thinking, which
manifested itself in the detailed yet holistic development of the musical image and
the dynamics of the material’s unfolding.

The second chapter examines O. Koshyts’s role in contemporary Ukrainian
musical art from two perspectives: musicology and performance. As is well known,
the uniqueness of O. Koshyts lies in the breadth of his creative interests: he was a
choral conductor, composer, folklorist, ethnographer, educator, music critic and
essayist, memoirist, musical and social activist, and theater conductor. His
undisputed reputation as a conductor, his talent as a teacher, his sincere passion for
ethnographic work, and his respectful attitude toward folk songs and their
arrangements continue to bring honor to O. Koshyts’s name to this day.

The development of “Koshyts studies” continues to this day. The works of
O. Pelensky (administrator of O. Koshyts’s choir), Z. Lysko, M. Antonovych,
M. Holovashchenko, N. Kalutska, L. Parkhomenko, T. Peresunko, and A. Smirnov
constitute a significant part of the study of O. Koshyts’s life and work. Numerous
articles are devoted not only to the artist as a phenomenon but also to his body of
work.

In recent years, performers have also devoted considerable attention to
O. Koshyts’s works. Among recent performances, it is worth noting the performance
of O. Koshyts’s First Liturgy in 2025 as part of the spiritual and artistic series of five
liturgies titled “100 Years of the Ukrainian Liturgy.” Later, thanks to an initiative
by the All-Ukrainian Mykola Leontovych Choral Society, all of O. Koshyts’s
liturgies were performed to mark the 150th anniversary of his birth. The Academic
Choir of Ukrainian Radio, conducted by Yulia Tkach, presented two extraordinary
events—reconstructions of two of O. Koshyts’ concerts: “Ukrainian Christmas
Carols” (1915) and “Hail, Christmas” (Carnegie Hall, 1922).

O. Koshyts’s body of work includes more than 1,500 arrangements of folk
songs, among which are cycles of Christmas carols and New Year’s songs, lyrical
and humorous pieces, cantatas, and numerous ritual songs. His work preserves
Lysenko’s principles for arranging folk songs, with attention to dynamic nuances
and detailed phrasing, polyphonic texture and the interweaving of themes, modal-
harmonic development extending to impressionistic chord progressions, the
contrapuntal combination of several songs into a single work, and the use of the
inexhaustible riches of timbral orchestration—these are the key features of
O. Koshyts’s arrangements of folk songs.

The third chapter of the study is devoted to B. Lyatoshynsky’s choral
arrangements of folk songs and the performance characteristics of the arrangements
by O. Koshyts and B. Lyatoshynsky. The culmination of his exploration of the
arrangement genre was precisely the choral works, rather than those for voice and
piano (for unaccompanied choir—1942, whereas for voice: 2 arrangements in 1934,
10 in 1937, 15 in 1941, and 5 in 1941). This observation underscores the evolution
of B. Lyatoshynsky’s thinking and the development of his own model of
symphonism, which manifested itself in the arrangements through poetic qualities,



elaboration in various sections of the form, the renewal of thematic material, and the
form-shaping role of polyphony.

His choral arrangements of folk songs stand out among B. Lyatoshynsky’s
other works for their restraint in the choice of musical means and their genre and
stylistic uniformity, in which he follows the traditions established by M. Lysenko,
in order to preserve the authenticity of the performance. The deliberate avoidance of
an overabundance of musical texture is offset by a unique method of “expanding”
the musical material—the gradual accumulation of textural, modal-harmonic, and
timbral elements. The composer avoids frequent tonal shifts and excessive
polyphonization of the texture (which we often encounter in P. Kozytsky’s
arrangements); instead, the main catalyst for the development of most of
B. Lyatoshynsky’s choral arrangements is symphonic thinking.

In the study of the performance aspect, it is emphasized that attention must be
paid both to the specifics of the composer’s thinking and dramaturgical features—
which are essential for creating a cohesive sound—and to more detailed performance
tasks. This involves working with the poetic text, intonation, tempo variations, and
dynamics—which often serve as one of the most important drivers of a piece’s
development—among other elements. Furthermore, it is important to maintain close
attention to voice leading, contrapuntal voices, and so on.

As a result of the analysis, it was concluded that choral arrangements of folk
songs constitute a distinct layer of Ukrainian compositional creativity. The synthesis
of preserving folk tradition and expressing the composer’s personal style is the most
essential feature of choral arrangements in the works of O. Koshyts and
B. Lyatoshynsky.

Practical Significance of the Work. The materials of this scholarly study can
be used in courses on the history of Ukrainian music, choral literature, and musical
analysis; in further research on the topic of this work; as well as in the practical work
of performing musicians who interpret the works of O. Koshyts and
B. Lyatoshynsky.

Keywords: arrangement of folk songs for choir, tradition, Oleksandr
Koshyts, Boris Lyatoshynsky, performance.



CIIMCOK OITIYBJIKOBAHUX ITPAIIb 3A TEMOIO POGOTHU

1. Ilputyna b. M. OG6poOku ykpaiHCbKHX HapoAHMX TriceHb OlekcaHapa
Kommust Ta iX BIJIMB Ha PO3BUTOK XOPOBOTO MHUCTENTBa YKpaiHu // BicHuk
JIpBiBCHKOTO yHiBepcuTeTy / JIbBIBChKHI HAIllOHAIBHUI YHIBEpCHUTET iMeHI [BaHa
®dpaHka. JIBBIB, 2025. Bur. 26. C. 84-90. DOI:
http://dx.doi.org/10.30970/vas.26.2025.84-91

2. Ilputryna b. M. XopoBi 00poOku HapoAHHX TiCeHb y TBOpUocTi bopuca
JIATOMIMHCHKOTO: KAHPOBO-CTUJIHOBUH Ta BUKOHABCHKHH acmeKkTH // ACHEKTH

ictopuyHoro Mys3uko3HaBcTBa. XapkiB: XHYM iwm. . I1. Kotnspescbkoro, 2026.
Bun. XLIII (43). C. 190-210.

ITHO®OOPMAILISA ITPO AITPOBALIIIO PE3YJIBTATIB JOCJLIKEHHSA

Kpanidikamiitny HaykoBy mpai0 OOroBOpPeHO Ha 3acilaHHsIX Kadenpu
XOpPOBOT'O JIMPUTYBaHHS, @ TaKOX 1CTOpIi YKpaiHCbKOI MY3MKH Ta MY3WYHOI
dbonpkIOpUCTUKU. MaTepiaau JOCHIDKEHHST BHUKJIAJEHI B JOMOBIASX Ha
BCEYKpPAiHCBbKMX Ta  MDKHAPOJHHMX  HAYKOBO-TIPAKTUYHUX  KOH(EpeHLIsX.
[Ipe3eHTOBaHO TBOPYMH MUCTELBKHIA MPOEKT Ha 3A00YTTS OCBITHHO-TBOPYOIO
CTYIICHSI IOKTOPa MUCTELTBA.

Temu nonoBige i HA3Ba TBOPYOr0 MUCTELBLKOI0 MPOEKTY

1. [lputyna 6. M.  OOpoOkM yKpaiHCBKMX HapoJHUX IiceHb bopuca
JISATOMIMHCHKOTO: BUKOHABChKHI actiekT // BeeykpaiHChkuit Kpy il CTLT Ha TeMy
«IIpo cTan cyyacHOro BUKOHaBCbKOTro MucteuTBa» (Kuis, 27 sxoBTHs 2023 p.).

2. [Iputyna b. M. BiTun3HsaHI MUCTEIbKI KOJEKTUBH SIK TOJIOC YKPaiHCHKOi
1meHTHYHOCTI y cBiTi // ChoMa MiKHapo/IHa HayKOBO-TIpaKTUYHA KOH(MEpeHIis
«Ykpaina. €spona. CBit. IcTopis Ta IMEHA B KyJIbTYPHO-MUCTEIBKHUX PEDIEKCISIX»
(Kuis, 02—04 mucromnana 2023 p.).

3. [Iputyna b. M. TI'eononiTiuHi MpOLECH Y CBiTI B KOHTEKCTI MHUCTEITBA.
BmnuB Ta Hacminku V MikHaponHa HaykoBa KoHgepenuis «ITPOBJIEMU
METOJIOJIOT I CYYACHOI'O MUCTELTBO3HABCTBA TA
KYJIbTYPOJIOT'I» (Kuis, 15-16 mucromama 2023 p.).

4. Tlpuryna b. M. Kmmmmrod I[lenaepenpkuii Ta HOro yKpaiHChKE KOPIHHS
// TpuHaanATa MixkHapoaHa HaykoBa KoHMepeHmis « OBUIEMHI TA ITAM’SITHI
JATH 2023 POKY» (Kuis, 20-21 muctonana 2023 p.).

5. I[Iputyna b. M. Crenudika Bigbopy Ta MeToau peamizallii mporpam
BUCTYIIB Ha I1HO3EMHUX KOHIEpTHUX IuiaTdpopmax [/ MikHapoaHa HAyKOBO-
npaktnyHa kKoH(pepeniss «CBITOBA KYJIbTYPHA CITAJIILIMHA B YMOBAX
®OPMYBAHHS HOBOI'O CBITOIIOPAKY» (Kuis, 07 rpyaus 2023 p.).

6. [Iputyna b. M. EBoutoiisi KOMIO3UTOPCHKOTO MHUCbMa y KOHTEKCTI
KaMepHO-1HCTPYMEHTAJIbHOTO BHUKOHABCTBA: TEXHIYHA Ta CTUJIbOBAa HOBHU3HA
Bceeykpaincbka HAayKOBO-IIPaKTUYHA OHJIaH-KOH(EpeHIIis «KamepHo-
IHCTpYMEHTAJIbHUN aHcaMOJIb y rpoctopi Ta yaci»y (Kwuis, 14-15 rpyaus 2023 p.)



7. Ilputryna b. M. IaHoBatii >xaHpy oOpoOKHM HapOJHOI IMICHI y TBOPYOCTI
Onekcannpa Kommus // HaykoBo-mpaktuuna koH(epenuis «Hamionanbha
My3W4YHa 1HTOHAIIIS: Bl ICTOPUYHUX BUTOKIB 70 cydacHOCT» (Kui, 19-20 kBiTHS
2024 p.).

8. [Iputyna b. M. TBop4YICTh YKpaiHCHKUX KOMIIO3UTOPIB B KOHTEKCTI
cmiBnpari  Ykpainm Tta FOHECKO // MixHapoiHa  HayKOBO-TIPaKTHYHA
koHpepennis «YKPAIHA — IOHECKO: 70 POKIB PA30M» (KuiB, 25 kBiTHs
2024 p.).

9. IIputyna b. M. CyuacHi iHTepIIpeTaIliiiHi My3U4HI TCHACHIII] y ITUPKOBOMY
muctenTBi // Beceykpainchkuii kpyrmmid cTin Ha TeMy «CydacHi TeHIEHIi y
My3uaHoMy muctenTBi» (Kuis, 26 Bepecus 2024 p.).

10. Ilpuryna b. M. JKaap 00poOKkM HapomHOI TICHI y TBOPYOCTI
KOMMO3uTOpiB XX CTOJITTS: BHUKOHaBChKHMM acriekT // VI MixHapoaHa HaykoBa

KOH®DEpEHIIis «ITPOBJIEMU METOJIOJIOTTi CYYACHOT'O
MUCTELITBO3HABCTBA TA KVYJIbTYPOJIOTTi» (Kuis, 13-14 mucromana
2024 p.).

11. Ilpuryna b. M. Kanp 00poOKkM HapomHOi TICHI y TBOPYOCTI
KOMMO3UTOPIB XX CTONITTSA: BUKOHABCHKUU aCIEKT Ta €BOJIOIS 1HTEpIpeTaIii
I/ Bceykpainchkuidi Kpyriui cTia Ha Temy «IIpo cTaH cydacHOro BHKOHABCHKOTO
mucreursa» (Kuis, 19 rpynnsa 2024 p.).

12. Ilpuryna b. M. OOpoOku yKpaiHCbKHMX HapOJHHMX TiceHb OnekcaHpa
Kommis Ta iXHili BIUIMB Ha PO3BUTOK XOPOBOTO MHCTENTBa B YKpaiHi // XXIV
Mixunapona HaykoBo-npakTuuHa koHpepenis « MOJIOAI MY3UKO3HABII» y
pamkax  VII MixxknapogHoro  HaykoBO-TBopuoro  mnpoekty  «CYYACHE
MVY3UKO3HABCTBO TA BHUKOHABCTBO: BIJ TEOPETUYHOI'O
JIUCKYPCY 10 BUKOHABCBHKOI ITIPAKTUKW» (28-30 6epesns 2025 p.).

13. llputyna b. M. O6poOku HapogHHX TMiceHb y TBOpuUocTi bopuca
JIATOIMHCHKOTO: CTHJILOBUH Ta BUKOHABCHKHH acrekT // BocekMa MixHapoaHa
HAyKOBO-TIpaKTHYHA KOHGepeHIis «Ykpaina. €spomna. CgiT. Ictopis Ta iMeHa B
KyJIbTypHO-MHUCTENBbKIX peduiekcisx» (Kui, 06-08 muctomama 2025 p.).

14. Tlpuryna b. M. Oco6auBocTi KOMIO3UTOPChKOro ctuiito Onekcanapa
Ko ta bopuca JIsTommHchKOro: 3aco0u 00pa30TBOPEHHS Ta IHTEpIIpETaLliiHI
nmigxomu  // Mixknapomna ~— HaykoBa — koHpepenmiss — «HAIIIOHAJIBHO-
KVJIbTYPHUU JUCKYPC SIK ITAPAJIMT'MA MUCTELBKUX IITHHOCTEM:
TPAJVLIL I JIAJIOTU Y BUMIPAX CYYACHOCTI» B pamkax 4eTBEpPTOro
MDKHApOJIHOTO KYyJIbTYPHO-MHUCTEIbKOTO ectuBamo mnam'sti ['epos VYkpainwm,
Jlaypeata HamionanpHoi mnpemii VYkpainu im. T.T. llleBuenka akanemika,
komro3utopa MupocnaBa Ckopuka (4-6 tpaBus 2026 p.).

15. Ilpuryna b. M. CydvacHa iHTepnpeTaropcbka HOBU3HA 4Yepe3 MPHU3MY
BUKOHAHHS: 3aco0M BHUPA3HOCTI Ta METOAM iX BTUIEHHS // BeeykpaiHcbkuit
HMIOPIYHUN Kpymui cTi Ha TeMy «CydacHi TeHIEHLIT Y My3UYHOMY MHCTELTBI»
(KuiB, 25 tpaBus 2026 p.).



