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Jawax b. 3. KaHpoOBO-CTWJILOBI 3acaaM OpKecTPOoBOI TBOpUOCTIi BikTopa
Kamincbkoro. — KBamidikariiina mpaiis Ha mpaBax pyKOTHCY.

HaykoBe oOrpyHTYBaHHSI TBOPYOTO MHUCTEIBKOTO TMPOEKTY Ha 3700yTTs
OCBITHBO-TBOPYOTO CTYMEHS JOKTOpAa MUCTEITBA 3a cremianbHicTio 025 «My3uune
MHUCTENTBO» (rany3b 3HaHb 02 «KynbTypa 1 MUCTEIITBO»). — JIbBIBChKA HaIllOHAIBHA
My3u4dHa akajeMis imeHi M. B. Jlucenka, m. JIbBiB, 2024.

Y TeopeTHyHOMY OOIPYHTYBaHHI TBOPYOTO MHUCTEILKOTO MPOEKTY OCHOBHA
yBara 30Cepe/KyBajlach Ha CTBOPEHHI OpUIIHAJIbHOI BHUKOHABCHKOI Bepcii TPhOX
TBOPIB CY4YacCHOT'O JIbBIBCBKOro kommno3utopa BikTopa Kamincekoro, mo mnocraia
BHACIIIJIOK B3a€MOJIl PI3HUX 00pa3HO-3MICTOBHUX YWHHUKIB: MI3HAHHSA 1CTOPHUKO-
CYCIUIBHOTO KOHTEKCTY — JIbBIBCHKOI KYJBTYPH JBOX OCTaHHIX JAeciATHpid XX CT.,
KoM OyJu HamvcaHi BCl 00paHi TBOPH; IMCHUXOTPAMU MHTIIS,, OKPECICHOT Ha OCHOBI
camopeduieKkcli KOMIIO3UTOpa Ta y3arajJbHEHHS AOCIIKEHb IpPO HOro TBOPYICTH;
aHai3y ICHYIOUMX BUKOHAHb OOpaHUX OMYCIB.

VY BUINaJKy * BUKOHAHHS TBOPIB CY4acHHKA, 10 TOTO X y CTHUCIIN CHiBIpali 3
aBTOPOM, IHTEpIpeTalliiiHa KOHIEenis GopMy€eThCs IIUIKOM 1HaKIIe, 60 BUKOHABELb
Ma€ 3MOTy 3’SICyBaHHS KOMIIO3UTOPCHKOTO OaueHHs CyTi My3HUYHOTO MHUCTEITBA, HOTO
NEPEeKOHaHb 1010 CIPSIMOBAHOCTI 1 3aBJjaHb 1HTOHAIIIITHOTO 00pa3y CBITY, MepeBar i
BUKJIMKIB CYyYaCHOI'O CYCHUIbCTBA B HMOr0 MPOEKIl HAa KyJIbTYpYy, BIUIMBIB 1HIIMX
KOMITO3UTOPIB MUHYJIOTO 1 Cy4YacHOCTI, Ta MIHWpIIE, AO PI3HUX CTHIIB 1 €moX, a
BOJHOYAC 1 KOHTPOBEPCIA 10 MEBHUX €CTETUYHUX TMOCTYJATIB, AKI B KOMILJIEKCI
IHCIIIPYIOTh BUHUKHEHHS! KOHKPETHOTO 33]IyMYy.

Tomy B mepiioMy po3aisii TEOPETUIHOTO OOIPYHTYBAHHS aBTOPCHKOTO MPOEKTY
BUJATIOCh HEOOXIJTHUM JETallbHIllle 3YMUHUTUCh HA I1CTOPUKO-TIOJITHYHOMY 1
KyJIbTYpOJIOTIYHOMY KOHTEKCTi, B SIKOMYy OyiM HamucaHi oOpani TBopu BikTopa
Kamincbkoro. OHUM 3 KJIIOYOBHUX €CTETHUHHUX IOHATH CTAaB IOCTMOJIEPHI3M, 110 B
OCTaHHI JjeciaTUpiyuss XX CT. OTpUMaB SK HaWmMpie mnosne @irocodChKux,
KYJbTYPOJIOTTYHHX, IMOJITUYHHUX, COLIOJIOITYHUX, MUCTEIIbKUX JIUCKYCIi, a BOJHOYAC

0araroMaHITHO BUPA3UBCA y YUCICHHUX apTedaKTax JiTepaTypu, KUBOIUCY, My3UKH,



TeaTpy, KiHo. BiH mopoauB HU3KY HOBUX (OpPM, KAHPOBHX MIKCTIB, BIJIMIHHY BiJ
MOTIEPEAHIX €M0X OMO3UIIII0/CUHTE3/ M1 (Yy31H0/KOHTPOBEPCIIO/ MIAIEKTUKY «CYYaCHOTO
1 MHUHYJIOTO», «TPaAUIIMHOIO ¥ I1HHOBAI[IMHOIO», «BUCOKOIO 1 HHU3BKOTO,
«eINITapHOTO 1 MAacoOBOTO», «YHIBEPCAIBHOTO 1 JIOKaJIbHOTO». B yKpaiHCbKOMY
CYCHNUIBCTBI B 3B’SI3KY 3 ICTOPUKO-TIOJNITUYHUMHU 3MIHAMHU TOCTMOJEPHI3M HaOyB
cenu(piyHUX O3HAaK, OTPMMAB CBOK HAIllOHAJbHY BEpCilO, 5Ka CBOEPIIHO
nepeocMucieHa 1 B TBopuocTi BikTtopa KaMiHCBKOro SiK IpejcTaBHUKA IMOKOJIHHS
MUTLIB, 1110 CPOPMYBATUCH Ha 3J1aMl PaITHCHKOT 100U 1 mepiux pokiB HezanexHocTi.

Pazom 3 TuM Oyno poO3IJISIHYTO 3B’S30K ICHUXOTHILy KOMIIO3UTOpa 3 MOro
TBOPUYUMH JOCSITHEHHSIMH, BUOYyBaTH JIOTTYHUHN JIAHIIIOT B3a€EMO/Iii YHIBEpCATbHUX —
HA[lOHAIBHUX — JIOKAJIbHUX — ICTOPUYHO 3YMOBIIEHHX — OCOOMCTHX YHMHHHKIB Y IX
IPOEKIIT Ha XYA0KHINA pe3ynbTar. ¥ BUSHAUCHHI ICUXOEMOIIIHHUX XapaKTepUCTUK B.
KamiHchkoro BUIAnOCh JOIIJIBHUM CHUPATUCh SK Ha Horo camopedekcito 1
CaMOOIIIHKY, BUPaXeH1 y 0cOOUCTIi Oeciii 3 aBTOPOM TBOPUYOTO MPOEKTY, TaK 1 Ha
JTOCIIPKEHHSI TpPO MOro TBOPYICTb, HA CIOCTEPEKEHHS HaJ TEMaTUKOI Ta
0COOJIMBOCTSIMHU 1HAMBIIYAIBHOI'O CTUJII0 KOMIIO3UTOPA, 110 SICKPABO BIIOOpa)aroTh
HOoro BHYTpILIHIHN CBIT.

Y apyromy po3miii JOCTiKEHHS KOHIICHTPYEThCS Ha BETUKUX CHM(OHIYHUX Ta
BOKaJIbHO-CUM(pOHIYHUX TosoTHaX Bikropa KamiHcbkoro, BKa3yloTbcsl 3arajibHi
3acaay Horo CUM(OHIYHOTO CTHIIIO.

[lepma cumdonis BigoOpaxkae HHU3KY XapaKTepHUX TEHACHIIN XyHO0XKHIX
MOTITYKiB YKPATHCHKOT aKaJIeMidHOT My3HKH JIPYTO1 MOJOBHHHU X X CT., 0COOJIMBO X «HA
nopo3i» 3100y TTss HezanexHoCTi, KOJIH, SIK PO 1€ BUCTIOBUBCS 1 CaM KOMIIO3UTOP, BXKE
LIJIKOM BIJYYTHUM OYyB JyX MEPEMIH 1 BU3BOJEHHS 3 «IMIEpii 371a». 3rajaHa caMuM
MUTIIEM «PI3HOCIIPSIMOBAHICTh» CTUJIBLOBUX, )KAHPOBUX JDKepel cuMQOHIi, Ha HaITy
TYMKY, IKpa3 1 MOXOJUTh BIJ MepeuyTTs OJM3bKOi CBOOOIM, B TOMY UMC1 i cBOOOAM
TBOpUOCTi. CuMpoHis Ne 1 mo3HaueHa 3HAYHOIO CTHIILOBOIO «PI3HOCTIPSIMOBAHICTIO»
32 BUCIIOBOM CaMOT'O KOMITO3MTOpPA, OJHAK, B MPOIIeCi i MATOTOBKH O KOHIIEPTHOTO
BUKOHAHHS Oyja BHUOKpEMJIEHA II€BHA HACKpI3Ha CTWJIbOBA JIHISA,  SIKIH
HiAMOPSIAKOBYIOTCA YHCIEHH] 1HINI CTHibOBI amio3ii. Ha mamy nymky, Cumdonis

SBJIsIE COOOI0 BUIIIYKAHY 1HJIMBIAyaIbHY BEpCito HEO(DOIBKIOPHOTO HAMPSAMKY. Xo4a



Ha mo4yaTok 1980-X poOKiB BiH BXE MEPEOPHUHIB, MPOTE Oyay4dH MEPEOCMHUCICHUM B
HIUPIIOMY O00pa3HO-CTUIILOBOMY BHUMIpi, HOBE OaueHHs HalllOHAIBHUX (DOJIBKIOPHUX
apXETUIIIB BHUSBUJIO CBOK JKUTTE3NATHICTh. Ilo€nHaHHS BUIBHOINO PUTMIYHO
IPUMXJIMBOTO PO3TOPTaHHS TaHITIOBAJIIbHOI CTUX1T HABOJAWTHh HA TyMKY IPO apxaiuHi
oOpsI0B1 JIMCTBA, K1 B CUCTEMI Cy4acHOI BUPa30BOCTI OTPUMYIOTh HOBI 3MICTOBHI
00€epTOHHU.

ToMy nOUpPUTEHTOBI JyKe Ba)XJIMBO TEpelaTH Ti «MapKepu BUIHLHOTO
CBITOBIAUYTTS», sIKI Y CcUM(OHII 3aKkjajeHl 1 y HeCHOIiBaHOCTi, (haHTa31MHOCTI
31CTaBJICHHS PI3HHUX 32 1CTOPUKO-CTHIIBOBUM MOXOPKCHHSIM CEMaHTHUYHUX 3HAKiB, 1 B
0COOJIMBIM aBTOPCHKIHM Bi31i TaHIIOBAIBHOTO Hayaja, KOTPE BOAHOYAC € 1 CHMBOJIOM
KUTTEMAWMHOTO PyXY, 1 CHMBOJIOM MPaJaBHBOTO APXETHIIOBOTO MEHTAIHHOTO KOMIY
yKpaiHCTBa, 1 B 1HAWBIAyajizalii TeMOpiB, 10 3HAMEHY€ HETOBTOPHICTh KOXKHOTO
roJiocy, 1y ajko3isix NepeMiHHOTO BUIbHOTO PUTMY — BTUICHHSI BHYTPIIIHBOT CBOOOIH.

Tperiii po3ain mpucBsueHo aBoM KoHIepTam B. Kamincekoro ®@opremniaHHOMY
KoHepTy mnam’saTi Bacuns bapsincekoro Tta CkpunkoBomy KoHIepty No 2
«P3aBsiHOMY». BKaszyerhcs, 110 00MIBa KOHIEPTU PENPE3EHTYIOTh 1HIUBIAYyaJIbHE
TPaKTyBaHHS >KaHPOBOI MOJIETi KOHIIEPTY ¥ i€l KOHIEPTHOCTI B i1 (imocodchko-
YHIBEpCaJbHOMY CEHCI: y B3aeMOJIl €J0 — SOCIUM, BiAOOpa)KeHHI KOJI3iH JIIOIUHH,
SIKI JTOBOJIUTHCS JIOJIATH TIEPEIIKOU, YTBEPKYBATH CBOI IIHHOCTI y ApamMaTU4HIN
60poTth0i. [Torpu BiIMIHHOCTI 3a[yMy, OOM/IBa KOHIIEPTH 00’ €THYIOTHCS HACKPI3HOIO
i71eero per aspera ad astra, uepes TepHH 10 3IpOK.

B 000x koHIepTax sSiCKpaBO BHpa)K€HA HalliOHAJIbHA TPAJHUIIisl, TOTPAKTOBAaHA
no-pizHoMy: y DopTemniaHHOMY KOHIIEPTI OIOcCepenKoBaHa uepe3 ocody Bacums
bapBiHCBhKOrO, SIK YOCOOJEHHS Tpareaii yKpaiHCbKoi iHTemireHuii; y CKpUIKOBOMY
koHIepTi No 2 BTileHa y (DONBKIOPHINA aneropii pi3ABSHUX IMICEHb, YEpe3 HHX
nepeaarThes cTpaxaanHsa boxoi Marepi Ha HUISIXY 10 BHINOI Micli BUXOBaHHS
Cmacurens. B 060x TBopax npamaTU4Hi TOJii MPUBOJATE JO KATAPCHUCY, ISl STKOTO
KOMITO3UTOP BHKOPUCTOBYE «4y>Ke CJIOBO»: Temy 3 ¢opremiannoi CoHatu
B. bapsincekoro y @opremnianHoMy KOHUEPTI Ta Temy koJisaaku «LLlo To 3a npeauBo»

y CKpUIIKOBOMY KOHLIEPTI.



Ha ocHOBI mnpoBeneHHUX aHANITUYHO-BUKOHABCHKUX PO3BIJOK POOUTHCS
BUCHOBOK TMpO SICKpPAaBO I1HJIMBIAyajdbHy I1HTEPHIPETALI0 >KAaHPOBOTO KAHOHY
KOHLEPTHOCTI y TBOpUOCTi Bikropa KamiHcbkoro.

Y BucHOBKax TiJCyMOBYIOTbCSI OCHOBHI TEOPETUYHI CIOCTEPEHKEHHS 1
y3arajJbHIOETHCS TIPOBEACHE JOCIiIKSHHS.

KurouoBi cioBa: xaHp, CTHIb, HOCTMOJEPHI3M, KOHLEPTHICTh, CUM(OHI3M,
yKpaiHCbka My3uka XX CT., 1HTeprperanis, (OIbKIOPHI apXeTHUIH, CHUCTEMa

MY3UYHOT'O BUPA3y.

Dashak B. Z. Genre-stylistic principles of Viktor Kaminsky's orchestral
work. — Qualification work on manuscript rights.

Scientific substantiation of a creative art project for obtaining an educational and
creative degree of doctor of arts in specialty 025 "Musical art" (field of knowledge 02
"Culture and art"). — Lviv National Academy of Music named after M. V. Lysenko,
Lviv, 2024.

In the theoretical justification of the creative art project, the main focus was on
the creation of an original performance version of three works of the modern Lviv
composer Viktor Kaminsky, which appeared as a result of the interaction of various
visual and substantive factors: knowledge of the historical and social context - Lviv
culture of the last two decades of the 20th century, when they were written all selected
works; the artist's psychogram, outlined on the basis of the composer's self-reflection
and the generalization of research on his work; analysis of existing performances of
selected opus.

In the case of performing the works of a contemporary, moreover, in close
cooperation with the author, the interpretation concept is formed in a completely
different way, because the performer has the opportunity to clarify the composer's
vision of the essence of musical art, his beliefs about the direction and tasks of the
intonation image of the world, the advantages and challenges of modern society in its
projection on culture, the influences of other composers of the past and present, and
more broadly, to different styles and eras, and at the same time, controversies to certain

aesthetic postulates, which collectively inspire the emergence of a specific idea.



Therefore, in the first section of the theoretical justification of the author's
project, it seemed necessary to dwell in more detail on the historical, political and
cultural context in which the selected works of Viktor Kaminsky were written. One of
the key aesthetic concepts became postmodernism, which in the last decades of the
20th century. received as the widest field of philosophical, culturological, political,
sociological, artistic discussions, and at the same time multifacetedly expressed itself
in numerous artifacts of literature, painting, music, theater, cinema. He gave rise to a
number of new forms, genre mixes,

opposition/synthesis/diffusion/controversy/dialectic of "modern and past", "traditional
and innovative", "high and low", "elitist and mass", "universal and local", different
from previous eras. ". In Ukrainian society, in connection with historical and political
changes, postmodernism acquired specific features, received its national version,
which was also reinterpreted in a unique way in the work of Viktor Kaminsky as a
representative of the generation of artists who formed at the end of the Soviet era and
the first years of independence.

At the same time, the relationship between the psychotype of the composer and
his creative achievements was considered, to build a logical chain of interaction of
universal - national - local - historically determined - personal factors in their projection
on the artistic result. In determining the psycho-emotional characteristics of V.
Kaminsky, it seemed appropriate to rely both on his self-reflection and self-evaluation,
expressed in a personal conversation with the author of the creative project, and on
research about his work, on observations of the subject matter and features of the
composer's individual style, which vividly reflect his inner world .

The second chapter of the study focuses on the large symphonic and vocal-
symphonic canvases of Viktor Kaminsky, the general principles of his symphonic style
are indicated.

The first symphony reflects a number of characteristic tendencies of the artistic
pursuits of Ukrainian academic music of the second half of the 20th century, especially
"on the threshold" of independence, when, as the composer himself expressed it, the
spirit of change and liberation from the "evil empire" was already quite palpable. In

our opinion, the "diversity" of the symphony's stylistic and genre sources, mentioned



by the artist himself, comes precisely from the premonition of near freedom, including
the freedom of creativity. Symphony No. 1 is marked by significant stylistic "diversity"
according to the words of the composer himself, however, in the process of its
preparation for concert performance, a certain cross-cutting stylistic line was singled
out, to which numerous other stylistic allusions are subordinated. In our opinion, the
Symphony is an exquisite individual version of the neo-folkloric direction. Although
by the beginning of the 1980s he had already moved on, but being reinterpreted in a
broader figurative and stylistic dimension, a new vision of national folklore archetypes
showed its viability. The combination of the free rhythmic capricious unfolding of the
dance element suggests archaic ritual actions, which in the system of modern
expressiveness receive new meaningful overtones.

Therefore, it is very important for the conductor to convey those "markers of a
free worldview" that are embedded in the symphony in the unexpected, imaginative
juxtaposition of semantic signs of different historical and stylistic origins, and in the
author's special vision of the dance principle, which is both a symbol of life-giving
movement and a symbol of ancient archetypal mental code of Ukrainianness, and in
the individualization of timbres, which marks the uniqueness of each voice, and in the
allusions of a variable free rhythm - the embodiment of inner freedom.

The third section is devoted to two concerts by V. Kaminsky, the Piano Concerto
in Memory of Vasyl Barvinskyi and the Violin Concerto No. 2 "Christmas”. It is
indicated that both concerts represent an individual interpretation of the genre model
of the concert and the idea of concertness in its philosophical and universal sense: in
the interaction of ego - society, the reflection of the collisions of a person who has to
overcome obstacles, assert his values in a dramatic struggle. Despite the difference in
design, both concerts are united by the through-and-through idea of per aspera ad astra,
through thorns to the stars.

In both concerts, the national tradition is clearly expressed, interpreted in
different ways: in the Piano Concerto, it is mediated through the person of Vasyl
Barvinsky, as the personification of the tragedy of the Ukrainian intelligentsia; in the
Violin Concerto No. 2 is embodied in the folk allegory of Christmas songs, through

them the sufferings of the Mother of God are conveyed on the way to the higher mission



of raising the Savior. In both works, dramatic events lead to catharsis, for which the
composer uses a "foreign word": the theme from the piano Sonata of V. Barvinsky in
the Piano Concerto and the theme of the carol "What's the Yarn™ in the Violin Concerto.

On the basis of the performed analytical and performance investigations, a
conclusion is made about a vividly individual interpretation of the genre canon of
concert performance in the work of Viktor Kaminsky.

The Conclusions summarize the main theoretical observations and summarize
the conducted research.

Key words: genre, style, postmodernism, concert performance, symphony,
Ukrainian music of the 20th century, interpretation, folklore archetypes, system of

musical expression.

Cnucok ony0.1ikOBaHUX NMpalb 32 TEMOI0 POOOTH

1. Tamak b. Creniudika TeMOpoBo-apaMaTypriunoro MuciaeHHs Bikropa
Kamincekoro Ha npukinani cumdonii Ne 1. Ne 1(48) (2024): Vkpaincvka my3uka '
HloxBaptansuuk JIHMA im. M. B. Jlucenka. JIsBiB, 2024. C. 27-39
http://journals.Inma.lviv.ua/index.php/ukrmuzyka/article/view/758;

2. lammak b. Konnept B. Kamincbkoro st hopTemniaHo 3 OpKECTPOM «I1am’sITi
Bacuns bapBiHcbKkOTo»: 3B’ 130K MUHYJIOTO Ta CydacHoCTi. Haykogi 36ipku
JIvgiscokoi Hayionanbroi my3uunoi akademii imeni M. B. Jlucenxa JIbBiB:
Bunmasanunii nim «I'enpBetuka» 2024, Ne 51. C. 3-9.

http://journals.Inma.lviv.ua/index.php/naukovizbirky/article/view/779

Indopmanin npo anpooairo pe3yJbTaTiB HOCJiIAKEHHS

HaykoBe oOrpyHTyBaHHSI TBOPYOTO MHCTEIBKOTO MPOEKTY OOrOBOPEHO Ha
3acijaHHAX Kadeapu icTopii My3uku JIbBIBCHKOI HaIlIOHAJIBHOT MY3UYHOT aKaieMii iM.
M. B. Jlucenka. Marepianu IOCTIDKCHHS ONPUIIOJHEHO Y JOTOBIASX Ha
BCEYKPATHCHKUX Ta HAYKOBO-TIPAKTUYHUX KOH(EPEHIIIsIX, METOJIUYHUX 3aClIaHHIX
kadenp aupuryBaHHs Ta IcTOpli My3ukH. BHKOHaHO 2 KOHLEPTH 3a TEMOIO
MUCTEILKOTO TPOEKTY, OAWH 3 SIKUX — Ha 3M00YTTS OCBITHBO-TBOPYOTO CTYIICHS

JOKTOpa MUCTCUTBA.


http://journals.lnma.lviv.ua/index.php/ukrmuzyka/article/view/758
http://journals.lnma.lviv.ua/index.php/naukovizbirky/article/view/779

1. AmpoOariist pe3yapTaTiB HAyKOBOi CKJIAIOBOT TBOPYOTO MHUCTEIILKOTO MPOEKTY
BiOynacs Ha TPbOX HAYKOBUX KOH(PEPEHIAX Yy TakKuxX JOMOBIIAX:
Cumdoniuamii n0pobok Bikropa KamiHCBKOrO B KOHTEKCTI HAIllOHAIBHHX
TEHJCHIIH cydacHoro cuMpoHidMy (MiKHApOAHHI MUCTEUBKUN (Qopym
«Cumb6103 1xeit», Tperss MiKHapoAHa HAYKOBO-TBOpPYa KOH(EpeHLis 1M.
Credanii [TaBmummun, IHMA iM. M. JIucenka, 18-20 6epesnst 2024)

2. CrunictuuHi ocobnuBocti Konmepry mns aBox QopremiaHo, ymapHHUX Ta
ctpyHHoro opkectpy «Cysenip 31 JIbBoBa» Bikropa Kamincekoro («lIlepiia
MixHapo/Ha HAyKOBO-TIpaKTHYHAa KOH(MEpEeHIlis 3 MUTaHb (OPTEmiaHHOTO
MHUCTENTBa «YKpaiHcbka (opTemiaHHa My3WKa Yy KOHTEKCTI CBITOBOIO
My3udHOro muctenrsa»., IHMA im. M. B. JIucenka, 19-20 xoBtHs 2023 )

3. Konueprt BikTopa Kamincekoro ajist ¢popreniano 3 opkectpom «Ilam’sti Bacums
BapBincbkoro»: ctmiboBl ocobnuBocTi. («Jpyra MikKHapogHa HayKOBO-
npakTUYHa KoH(pepeHIis 3 muTaHb (HOPTEHMiaHHOTO MHUCTENTBA «YKpalHChKa
dopremnianHa My3HKa y KOHTEKCTI CBITOBOTO My3W4HOro mucrenrsay, IHMA

iMm. M. B. JIucenka, 30-31 xoBTHs 2024).

Anpo0auisi TBOPYOro MUCTEILKOI0 POEKTY Y KOHUEPTAX, BUKOHAHI NPOIrpamMu
Ta TBOPH:

1. «Maectpoy, Beuip my3uku Bikropa Kamincekoro. Cumdonis Nel, «Te Deumy
JUISE CTPYHHOTO OPKECTpY Ta J3BOHIB, KOHIEPT sl (POPTEMiaHO 3 OPKECTPOM
«ITam’siti Bacuis Bapsincekoro» / JIbBiBCchbKa HallioHaJIbHA (iTapMOHIS IMEHI
MupocnaBa Ckopuka, cuMponiuauit opkectp onepHoi cryaii JIJHMA im. M. B.
Jlucenka, conictka Oxcana Pamita (21.06.2024 p.) JIsBiB:2024 p.

2. ABtopcekmii Beuip Biktopa Kamincekoro. ['epoiuna yseptiopa «2022»,
cuMpoHnisa Nel, koHIIEPT A1 ABOX POpTEMiaHo, CTPYHHUX Ta yAapHUX «CyBeHIp
31 JIbBoBay / JIbBiBChKa HalioHaIbHA (iapMoHist imeHi MupociaBa Ckopuka ,
cuMmdoniuauit opkectp omepHoi cryaii JJHMA im. M. B. Jlucenka, comictu

MupocnaB JIparan ta Okcana Pamira. (14.10. 2024 p.) JIsBiB:2024 p.



