AHOTALIA
JlepmontoBa O. O. TaopuicTh MY3HMKAHTA-AOMPHCTA: BHKOHABCHKO-
NCUXOJIOTIYHMI acmeKT (Ha MarTepiaji MiAJIBHOCTI XapKIBCHKOI HIKOJIH). —
KranidikamiifHa HayKkoBa mparisi Ha IpaBax PyKOIMHCY.

Hucepranis Ha 3700yTTa CTymneHs JokTtopa Qirocodii 3 ramysi 3HaHb 02
«Kynprypa 1 MucreurBo» 3a cnemiaibHicTiO 025 «My3uyHe MHCTEUTBO». —
XapkiBCchbKUi HalioHanbHUW YyHiBepcuTeT mucteurB imeHi [.IL.Kormspeschkoro, —
Xapkis, 2021. IBH3 «IIpukapnatcbkuii HallOHAJIbHUIA YHIBepcUTET iMeH1 Bacuus
Credanuka» — [Bano-dpankiscbk, 2021.

JlucepTariirto MTPUCBAYECHO KOMIUIEKCHOMY OOTPYHTYBaHHIO OCOOHMCTOCTI
MY3UKaHTa-JOMPHUCTAa Yy CBITJI TCHXOJIOT1i TBOPYOCTI Ha Marepiajil yHIKaJIbHOTO
JOCBiNly XapKiBchKkoi mkonu. i ¢pynmatop Bopuc MixeeB moeqHaB B CBOiii 0cobi
KOMIIO3UTOPA i BUIATHOTO BUKOHABIISI-IOMPHCTA, TUPUTEHTA 1 ITefarora, opranizaropa
BUIIOT OCBITU Ta Jisda-pocBiTHUKA. OCOOMMBY yBary 30CepekeHO Ha MiSUTbHOCTI
b. MixeeBa sik peakTopa, 0 J0Ci He pO3IJIAIaIUCs B IKOCTI CIEMIATBLHOTO MPEMETY
B MpALX, IPUCBIUCHUX My3HKaHTy (uceprais i monorpadis H.Kocrenko). Muerscs
po HOoro METOANKY pefaryBaHHs CKPUIIKOBUX TBOPIB 1Jisi 4-CTPYHHOI JOMPH, 3aBISAKH
gomy Oyiio chopMoBaHO «30710TUH (DOHI» penepTyapy IS I[bOTO IHCTPYMEHTY.

B 1minomy mnpoOnemMaruka aucepralii po3BHUBAE HAIMPSIMOK CYYacCHOTO
00MPO3HABCMBa — CKIIAJIOBOI BITYM3HIHOT MY3UKOJIOTIi, MPEIMETOM SIKOTO € JIOMpa K
(GBYYHUH 00pa3 CBITYy», KOMIIO3UTOPChKAa TBOPYICTH JJIA ILBOTO IHCTPYMEHTY Ta
BUKOHABChKa IHTepIpeTallii (OpuriHaIbHUX TBOPIB ab0 mepeknaneHs). [JomiHyBaHHS
My3WKaHTAa-BUKOHABIIA, SKHH TsDKI€ 10 TBOPYOrO YHIBEpcali3My, Hapasi SCKpaBO
MPOSBIAETECS Y JOMpoBOMY MucTenTBl Ykpaimm wmexi XX—-XXI cTOmiTs.
3arpeOyBaHICTh TeMH Ta ii MPAKTUYHY 3HAYYIIICTh 3aCBIMUYIOTh SK cydacHa
BUKOHABChKa TBOPYICTHh MPEJCTABHUKIB XapKIBCHKOI TOMPOBOI IIKOJH, JIe BiIOYyBCS
mporec MpPeoOpakeHHs] 3BYKOOOPA3HOTO MUCICHHS 1HCTPYMEHTAIICTIB-HAPOIHUKIB,
Tak 1 TeopeTHUdHa pedeKCis B CHCTEMI MHCTEIBKOi OCBITH (PO3BUTOK ICHUXOJOTIT

0COOMCTOCTI My3WKaHTa, TCOPiil IHTEPIPETOJIOT]).



[Ilomo CTymeH BHMBYEHOCTI O3HAYEHOi MNpoOJEMaTUKHU, TO B Mpalsix
HAyKOBLIB 3yCTpiYaeMO TpaauUliHUM miaxin a0 BuB4YeHHs mncuxosnorii (FO. Bas,
P. Cynetimanosa, 1O. [arapemni, I'. [{unina), BukonaBctBa Ha gompi (H.bammakoga,
C. binoycosa, B.IBko, H.Koctenko, JI. Manmsiok, O. IleTpuk) Ta KOMIO3HUTOPCHKOT
TBOPYOCTI SIK OKpemux cmopin 00Ho20 npoyecy. MiX THM, CBIJOMICTh MYy3WKaHTa-
BHUKOHABIIA SIK IICUXOJIOT14YHA Mpo0iema Teopli Ta MPaKTUKU JOMPOBOTO MUCTEITBA €
HE JIMIIE «J[3epKajJOM» KOMIIO3UTOPCHKOTO MHCJICHHsS. BOHa BHKOHYE «OXOPOHHY»
GyHKIII0 30€peKeHHS TPAJIULIIT B CUCTEM1 «BUUTENb — YUEHbY, CIYTYE IHCTPYMEHTOM
OBOJIOZIIHHA Tipodeciero 3a BCIMa 3aKkOHAMHM (MUCIEHHEBUMH, TEXHOJIOTTUHHUMH,
neparoriyaumu).  KoHctatyemo, 1m0 gompa nepedyBae Ha  «rmepudepiin
TICUXOJIOT1YHOTO 3HAHHS MO0 CcrneruiKd JISILHOCTI ii HOCIIB (Ha BiIMIHY BIif
dopTemiaHHOTO, CaKCO(POHOBOTO, CKPHIIKOBOTO BHKOHABCTBA, SIKAUM MPHUCBIYCHO
JUcepTallii My3UKaHTIB-BUeHUX). OTKe, akmyanbHicmb memu 00yMOBIICHA:

1) HeOoOXiTHICTIO 3allydeHHS JOMPOBOTO MHUCTELTBA JIO0 ICHUXOJIOrO-
IHTEPIPETATUBHOTO JUCKYPCY BUCBITIICHHS] TBOPYOI MISIIbHOCTI BUAATHUX MY3UKAHTIB
XapKIBCHKOT IIKOJIH;

2) HarajapbHOIO MOTPeOOI0 y3araabHUTH H0CBiA B.O.MixeeBa K My3HKaHTa
yHIBEpCaJIbHOTO THNY, ecTadeTy SKOro IUIIAHO BTLIOIOTH HAa HAWBHUIIOMY pPiBHI
podeCiHHOTO XUTTS JOMPUCTH MOJIoAIIoi rerepairii KiHmst XX—XXI cTomiTh;

3) 3aTpeOyBaHICTIO B NPAKTHII JOMPOBOTO MY3UKYBaHHS METOJHUKH
penaryBaHHs CKpPUIIKOBUX TBOPiB, 3apornoHoBanoi mpodecopom b.O.MixeeBum.

O0’eKT I0CTiTKEHHSI — JOMPOBE MHCTEITBO SK CKJIaJoBa aKajgeMidHOI
HApOJHO-IHCTPYMEHTAIBHOI IIKOJIM MY3UKYBAaHHA B KYJIbTypHOMY JaHamadTi
VYkpainu Ta rmobanizoBanoro cBiTy XXI cTomTTs.

IIpeamer nociaigxeHHs — TBOPYICTh MY3WKaHTa-IOMPHUCTA KPi3b MPUIMY
TICUXOJIOT11 BAKOHABCTBA (HA MPUKJIAI] JISUTBHOCT] XapKiBChKOI IIKOJIH).

MerTa nocJiiiKeHHs — HaJaTU KOMIUIEKCHUH aHalli3 0COOMCTOCTI My3UKaHTa-

JIOMPHUCTa y CBITJ1 MCUXOJIOTTI TBOPYOCTI HA MPUKIAAl YHIBEPCAJIbHOIO JIOCBIY

nismeHOCTI b. O. MixeeBa (¢pyHaaTopa «IIKOJIW IHTEPIIPETALIii») Ta HOT0 YUHIB.



MarepianomM JOCHIKEHHSI CIYTye JOCBiA JISUIBHOCTI MPEICTaBHUKIB
XapKIBCbKOi ToMpoBOi KoM, b. O. MixeeBa sk miepa nepiojy HOBOI JI€pKaBHOCTI
(1991-2021) Ta #oro yuniB (Banepis Marpsimuua, Hatansi KocTeHko), a Takox
TBOpuUicTh Biktopa Conomina, y4Hs JereHgapHoro gompucta 70-x pokiB Denipa
Kopogast (1927-1989). HotHuit MaTepian CKIalal0Th OPUTIHATIBHI TBOPH ISl JOMPH Ta
penakuii cxpunkosoi Bepcii Konuepry d-moll 1. C. Baxa ta «Enerii» b. J[Bapionaca
JUIsl CKpUnku Ta Qopreniano. Okpemi mno3uiii poOOTH MIAKPIMJIEHI BIEO Ta
ayJio3anicaMu K «3BYYHHM  TEKCTOM», SKHH  CIOYrye  MiATBEPKCHHSIM
IHTEPIPETaTUBHUX 3aCa]l TBOPUYOCTI My3UKaHTA-IOMPHCTA.

MeTtonu MOCTIDKEHHS BU3HAYAIOTHh ILISAXH PO3B’S3aHHS TICUXOJOTIYHUX
npodJieM B CHCTEMi  HapOJHO-IHCTPYMEHTAJIBHOTO  BHUKOHAaBCTBA, 30KpeMa:
NCUXONI02TYHO-OISIbHICHUL TIX1]] CIIPUSE€ OCMUCICHHIO Ta TOMAJIBIININA €KCTPArOIsIii
3arajJbHUX 3aKOHIB IICHUXOJIOTil Ha JisJIbHICTh MYy3WKAaHTAa-BUKOHABISA 3 METOK iX
cnenuddizamii; iwmepnpemamunuti TIAX1J CKEPOBYE CBITOMICTh Ha BHUSBIICHHS
cnenu@ikl  «3BYYHOTO 00pa3y» JIOMpPH Ta BHUKOHABCHKOTO CTHUJIIO JOMPHUCTIB
XapKIBCHKOT ITKOJIH.

Crpykrypa pobotu nBouyactuHHa. [lepmmii po3min «llcuxonoriuni 3acamu
BUKOHABCBHKOI  JISUTBHOCTI  JOMpPUCTA SIK  TPEAMET  JOCHIHKEHHS»  MICTHTh
XapaKTEPUCTUKY TBOPYOTO TPOIECY JOMPHUCTA Yy CBITJII TCHXOJOTii OCOOMCTOCTI.
PosrnsimaroTecs  aeTepMiHAHTH — MICHXOJOTIYHOTO BHMIPY TBOPYOCTI JIOMPHCTA
(mpodeciiiHa iIEHTHYHICTH Ta 3ByKOOOpa3 IHCTPYMEHTA); OCOOJIMBOCTI aHCAMOJIEBOTO
Ta OPKECTPOBOTO BUKOHABCTBA 3a ydacTi JoMpu. [laM’ATh K KOMIOHEHT MCHUXOJIOT11
TBOpUOCTI JompucTa. OKpeMy yBary MNpUIIJICHO T[ICUXOJOTIYHUM MeXaHi3Mam
IHTEepIpeTaliiHOI TISUTPHOCTI JOMPHUCTA, IKUMH € TIaM'ITh Ta BOJIS,

Y apyromy posmim «TBopui nmpuniumu b. MixeeBa Ta #ioro y4HiB: “Iikona
iHTEepmpeTanii’» Ha MNPUKIAAl TBOPYOi [ISIBHOCTI MPEJACTABHUKIB XapKiBCHKOT
JIOMpPOBO1 IIIKOJIM CHUCTEMATH30BAaHO MPHUHIUMIIK BiMOOpPY 1 3arajbHi TOJOKCHHS
METOJIMKH PeAaryBaHHs CKPUIIKOBUX TBOPIB s 4-X cTpyHHOI nompu. Hamano ananis
nepexianens TBopiB 1yt ckpunku W.C.Baxa, B. J[Bapionaca. IIpocTeskeHO MEHTaIbHI

BUKOHABChKI PUCH BIJOMHUX JOMPHUCTIB MOJOAIIOI TeHepalil SK YyBUPA3HEHHS



CHAJKOEMHOCTI  XapKIBCBKOI «IUKOJM IHTepHpeTamii». 30Kpema, pO3IISIHYTO
iHTepnperauiiHi  Bepcii B. Marpsmmnaa. HagaHo TBopuy — XapaKTepUCTHUKY
H. Koctenko, OmucKydoMy IHTEpHIPETATOPY, KA 3amucalia JUCK 3 TOBHUM 310paHHSIM
TBOpiB b. MixeeBa. OkpemMHii TNYHKT MNPUCBIYEHUN BUCBITIEHHIO HOBALIHHO1
TISTLHOCTI 3HaHOTO My3ukaHTa B. CosioMiHa, SIKUW MOJIEpHIZY€E TpaauIIiHUN «o0Opa3
CBITY» JJOMPH.

VY nuceptaiii 6nepuie B BITYN3HIHOMY MY3WKO3HABCTBI PO3TISHYTO TBOPYUA
IpoIIeC JOMPUCTA-BUKOHABIL Y CBITJII TICUXOJIOT1T OCOOUCTOCTI. 3aBISKU IBOMY
BUSIBJIEHO TICUXOJIOTO-TIEIaroriuHui KOMILIEKC SIK HEOOX1JIHE MIAIPYHTS Ta KPUTEPii
MaiiCTepHOCTI BUKOHABII-IOMpHCTa. HanaHo OIIHKY METOJAHWIlI  JOMPOBOTO
penaryBauus b. MixeeBa (ma mnpukiagi TBopiB H. C.Baxa, b. IBapiomaca). ¥
AaUcepTallii pemnpe3eHTOBAaHO TBOPYI JOCSTHEHHS KpalluxX JOMPHUCTIB MOJIOAIIOT
renepaiii (B. Marpsimuna, H. KocTeHko), ik CBiTYEHHS CMAJKOEMHOCT1 XapKiBChKOT
«mkoy iHTeprpetamnii» KiHng XX—XXI cr. IlpeacraBieHo aBTOPCHKI KOMITO3HITIT
B. Marpsmaa ta B. ConomiHa Ik HOBITHI 3pa3KM OPHUTIHAJIBHOI Ta PEAAKTOPCHKOT
TBOPUYOCT1 IJIi AOMpH, IO 30araTWiIM YSIBIEHHS MPO 3BYKOBOTO 00pa3y JAOMpH B
Cyroyiocci 3By4HOrO yHIBEpCyMy. AHaji3 3acBITYUB, IO Kpalli JOMPHUCTH MOJOJOi
rerepaitii kiHig XX—XXI cTONITh YOCOONIOIOTH CBOEIO YCIIIIHOK JiSTIbHICTIO
CIaJIKOEMHICTh XapkiBchkoi mkoim (B.Komapenko — M.JIluceHko — 3 oHOTO OOKY;
b.O,MixeeB Ta #loro y4Hi — 3 1HIIIOTO).

Y BUCHOBKAax Yy3araJibHEHO TeOpeTHYHEe i TNpaKkTUYHe 3HAYEHHHA
OTPUMAHMX Pe3YJbTATIB N0CHiTKeHHsl. BUKOHABCHKUI TTPOIIEC PO3MIISTHYTO Y CBITII
MICUXOJIOT1i 0COOMCTOCTI, a MCUXOJIOTO-TIEATOTTYHII KOMIUIEKC My3UKaHTa-JI0MPHUCTA
— AK MAIPYHTA 1 KpUTEpid Horo maicTtepHOCTi. Pi3HI HampsMu OisTIBHOCTI (3MICT
MeTOOuKH penaryBaHHsi b. MixeeBa, aBTOopchkl Kommosulii B. Martpsmuna Ta
B. Conomina sk 3pa3ku OpWUTIHAIBHOI TBOPYOCTI NJIsi TOMPH B HAIl Yac, OMUCKydi
sammcu H.Koctenko TBOpiB utst mompu b. MixeeBa) y auceprariiii cxapakTepu30BaHO
SK «ILIKOJIy 1HTepIpeTanii». 3MICT bOro MeTaOPUYHOTO BU3HAYEHHS JTOCUTH TOYHO
peTpe3eHTye OCOOMCTICHO-OPIEHTOBAHMM JOCBIJ TIUOMHHOTO 3B'A3KYy MOJOMAIIOT

reHepanii 3 TpaaulisIMU TOINEPETHUKIB Yepe3 BIIACHY 0araTOBEKTOPHY ISUIbHICTb.



CnocrtepiraeMo JAMHAMIKy JIOMpPOBOTO MHCTENTBA: 3aKOHOMIPDHUM € TBOpYE
30epexeHHs] akaJeMIYHUX (KIacuyHuX) (opM MY3HKYBaHHS Ha JOMpI 3 BHILOKO
IUTAHKOKO 3pPUIOCTI 1 caMo3pocTanHs — axme (KOMIO3UTOpCchkoro y B. MarpsimuHa,
BUKOHaBChKOTO — y H. KOCTeHKO), 3 TOIaIBIIMM TIEPEOCMHUCTICHHSM Ta PO3ITUPCHHIM
3BYKOBOTro 00pa3zy gompu B kommno3uiligix B.Conomina. OpuriHaibHa TBOPYICTh IS
JIOMPH CJIYT'y€ 3pa3KoM MEPMaHEHTHOI Ta IMAaHEHTHOI Micii TBOpUYOi camopeanizarlii
«homo tembrus» — Hocis «rostocy» IHCTPYMEHTY Ta CYMIIIIEHHS ICTOPUKO-KYJIbTYPHUX
KOJIB MY3WYHOTO 1HCTpyMeHTaIi3My. KiTtouoBUM JTOKA30M CIaIKOEMHOCTI JIOMPOBOTO
MUCTEIITBA Ha Cy4yaCHOMY €Talli € JOMIHYBaHHS MY3UKAHMA VHIBEPCAIbHO2O0 MUNY,
SKUWA caMe 4Yepe3 3JaTHICTh 10 «OaraTokaHajdbHOI» 1HTeprpeTarlii (BUKOHABCTBO —
penaryBaHHsS — KOMIIO3MIIISI — BUKIAJaHHS — JUPHUTYBaHHS — OpraHi3ailis TBOPUYUX
KOJIGKTHBIB Ta TMPOEKTIB), YOCOOJIOE HOBY SKICTh IHTErPATHBHOIO MHCJICHHS.
«'eHeTHYHHUIN KOI» IILOTO SIBUINA OYJIO 3aKJIaJCHO 3aBISKU ICTOPUYHIN ISJIBHOCTI
dbyHmIaTopiB XapkiBchKoi qoMpoBoi mkoiu B.Komapenka ta M.JIucenka.

JloMpHuCTH HOBOI reHepallii XapKiBChKOI «IIIKOJIM IHTEpIIpeTaIii» 31aTHI 10
NEePMaHEHTHOI Ta IMAaHEHTHOI 1HTEHII TBOPEHHS «IOMIOHIYHOTO» 3BYKOOOpa3y
JIOMPH TIPU KOHCTAHTHOMY 30€peKeHH1 yCiX pIBHIB TBOPYOi peasizallii My3uKaHTa-
JoMpucTa (OHTO-COHOJIOTTYHOTO, TIEPLENTYATBHOTO Ta eMoliiHoro). OTxe, heHomeH
MY3UKAaHTa-TOMPHUCTa — MOTO0 CyMapHUW MOPTPET — € YOCOOJICHHSIM YHIBEpCAIbHOI
0COOHCTOCTI BIpTyO3a, apTUCTA-IHTEPIPETATOPA, TBOPIS MY3UMUHHX KOMITOZHITIN ISt
yIIIOOJIGHOTO 1HCTPYMEHTY, Hapasi € TumoBuM s Ykpainu XXI cromitrs 3 1i
3100yTKaMu B cepi HApOHO-IHCTPYMEHTALHOI'O MHUCTEITBA, OT)KE, BMOTHUBOBAHUM
MPEIMETOM BUBUCHHSI JIOMPOBOT'O BUKOHABCTBA B SIKOCTI KOTHITUBHOT MOJIETI.

VYHiBepcaiizaM 1oMpHUCTa-BIPTY03a MPOSBIISETHCS 3aBITUYIOYH TAKUM YMOBaM
Ta YWHHUKAM, SK KOMIUIEMEHTApHOCTI Ta BapiaTUBHOCTI KOMIIOHEHTIB CHUCTEMHOI
TISUTBHOCTI:  8UKOHABCLKOI (K THTEPIPETATOP-TPAHCKPUIITOP-CITIBABTOP TBOPY) B
MOOUTBHOCTI ~ CITIBBITHOIICHHS  COJIbHOI, aHCcaMmOJieBOi, OpPKECTpPOBOi  (opM;
neoazo2iunoi Ta komnozumopcvkoi (akaaeMiduHOi Ta ecTpaaHO-Ika30B01 cdep). Bee 1e

3aCBIUYE ampubymueHy Oas NCUXON02IYHO20 BUMIPY OOMPOBO2O MUCMEYMBa



pedhrexcusHy nabinbHicmy, BUCOKUN Pi6eHb NCUXONI02IUHOI adanmayii My3uKanma 00
KOHYeNnmyanbHo-00pazHux ma icmopuKo-Cmuib08Ux 0emepMiHanm meopuocmi.
Knwouosi cnosa: nomMpoBe MHCTENTBO, TICUXOJIOTISE TBOPYOCTI, OCOOMUCTICTH

My3uKaHTa-noMpucta, bopuc MixeeB, «uikosa iHTeprpeTamnii».

ANNOTATION

Liermontova O.0O. Creativity of a musician-domra-player: performing-
psychological aspect (on the material of the activities of the Kharkiv school). —
Qualifying scientific work on the rights of the manuscript.

Thesis for the degree of Doctor of Philosophy in the field of knowledge 02 “Culture
and Art” in the specialty 025 “Musical Art”. — Kharkiv National University of Arts
named after I. P. Kotlyarevsky, Kharkiv, 2021; Public Higher Education Institution
“Vasyl Stefanyk Prykarpathian National University”. — lvano-Frankivsk, 2021.

The thesis is devoted to the complex substantiation of the personality of the
musician-domra-player in the light of psychology of creativity on the material of unique
experience of the Kharkiv school. Its founder Borys Mikheyev combined in himself a
composer and an outstanding performer-domra-player, conductor and teacher,
organizer of higher education and educator. Particular attention is paid to the activity of
B. Mikheyev as an editor, which has not yet been considered as a special subject in the
works devoted to the musician (thesis and monograph by N. Kostenko). It is about his
method of editing violin works for 4-string domra, owing to which the "golden fund”
of the repertoire for this instrument was formed.

In general, the thesis problems develop the direction of the modern domra
science — a component of domestic musicology, the subject of which is the domra as a
"sonorous image of the world", the composer's work for this instrument and performing
interpretations (of original works or settings). The dominance of the musician-
performer, who strives for creative universalism, is now clearly manifested in the domra
art of Ukraine at the turn of the 20th-21st centuries. Demand for the theme and its
practical significance are evidenced by both modern performing creativity of the

Kharkiv domra school, where the process of transformation of sound-image thinking of



instrumentalists took place, and theoretical reflection in the system of art education (the
development of psychology of a musician’s personality, theories of interpretology).

Regarding the degree of study of this issue, in the works of scientists we can
find a traditional approach to the study of psychology (Y. Buy, R. Suleimanov,
Y. Tsagarelli, G. Tsypin), performance on the domra (N. Bashmakov, S. Bilousov,
V. Ivko, N. Kostenko, L. Mandzyuk, O. Petryk) and composing creativity as separate
aspects of one process. Meanwhile, the awareness of the musician-performer as a
psychological problem of the theory and practice of domra art is not only a "mirror" of
the composer's thinking. It performs the "protective"” function of preserving tradition in
the system "teacher — student”, serves as a tool for mastering the profession according
to all laws (mental, technological, and pedagogical). We should state that the domra is
on the "periphery" of psychological knowledge about the specifics of the activities of
its bearers (in contrast to the piano, saxophone, violin performance, to which the theses
of musicians-scientists are devoted). Thus, the relevance of the topic is stipulated by:
1) the necessity to involve domra art in the psychological and interpretative discourse
of coverage of the creative activities of prominent musicians of the Kharkiv school;

2) the urgent need to generalize the experience of B.O. Mikheyev as a
musician of universal type, the baton of whom is fruitfully embodied at the highest level
of professional life by the domra-players of the younger generation of the late 20th-21st
centuries;

3) the demand in the practice of domra music making methods of editing
violin works, proposed by Professor B.O. Mikheyev.

The object of the research is domra art as a component of the academic folk-
instrumental school of music making in the cultural landscape of Ukraine and the
globalized world of the 21st century.

The subject of the research is the creative work of a musician-domra-player
through the prism of the psychology of performance (on the example of the activities
of the Kharkiv school).

The purpose of the research is to provide a comprehensive analysis of the

personality of the musician-domra-player in the light of the psychology of creativity on



the example of the universal experience of the activities of B.O. Mikheyev (the founder
of the "school of interpretation™) and his students.

The material of the research is the experience of the activities of the
representatives of the Kharkiv domra school, B.O. Mikheyev as the leader of the new
statehood (1991-2021) and his students (Valeriy Matryashyn, Nataliya Kostenko), as
well as the creative work of Victor Solomin, a student of the legendary domra-player of
70's Fedir Korovay (1927-1989). The musical material consists of original works for
the domra and the editions of the violin version of J. Bach's Concerto d-moll and B.
Dvarionas's "Elegy" for the violin and piano. Some positions of the work are supported
by video and audio recordings as the "sonorous text", which serves as a confirmation of
the interpretative principles of the creative work of the musician-domra-player.

Research methods determine ways to solve psychological problems in the
system of folk instrumental performance, in particular: the psychological-activity
approach contributes to the understanding and further extrapolation of the general laws
of psychology to the activities of the musician-performer in order to specify them; the
interpretative approach directs the awareness to reveal the specifics of the "sonorous
image" of the domra and the performing style of the domra-players of the Kharkiv
school.

The structure of the work is a two-part one. The first section "Psychological
principles of performing activities of the domra-player as the subject of the research”
contains a description of the creative process of the domra-player in the light of
psychology of the personality. The determinants of the psychological dimension of
domra-player's creative work (professional identity and the sound image of the
instrument), and the peculiarities of ensemble and orchestral performance with the
participation of the domra have been considered. Memory as a component of the
psychology of the domra-player creativity. Particular attention is paid to the
psychological mechanisms of interpretative activity of the domra-player, which are
memory and will.

In the second section "Creative principles of B. Mikheyev and his students:

"school of interpretation™ on the example of creative activity of the Kharkiv domra



school we have systematized the principles of selection and general provisions of the
method of editing violin works for 4-string domra. An analysis of the settings of works
for the violin by J.S. Bach and B. Dvarionas is given. The mental performing features
of famous domra-players of the younger generation as an expression of the continuity
of the Kharkiv "school of interpretation” are traced. In particular, the interpretative
versions of V. Matryashyn are considered. N. Kostenko, a brilliant interpreter who
recorded a disk with a complete collection of B. Mikheyev's works, is given a creative
description. A separate part is devoted to the coverage of the innovative activities of the
famous musician V. Solomin, who modernizes the traditional "image of the world" of
the domra.

In the thesis for the first time in domestic musicology the creative process of
the domra-player-performer in the light of the psychology of the personality is
considered. Owing to this, the psychological and pedagogical complex is revealed as a
necessary basis and criterion of mastery of the performer-domra-player. An assessment
of B. Mikheyev's method of domra editing is given (on the example of works by J.S.
Bach and B. Dvorionas). The thesis presents the creative achievements of the best
domra-players of the younger generation (V. Matryashyn, N. Kostenko), as evidence of
the continuity of the Kharkiv "school of interpretation” of the late 20th-21st centuries.
Author's compositions by V. Matryashyn and V. Solomin are presented as the newest
examples of original and editorial creativity for the domra, which enriched the idea of
the sound image of the domra in the harmony of the sonorous universe. The analysis
has shown that by their successful activities the best domra-players of the young
generation of the late 20th-21st centuries embody the continuity of the Kharkiv school
(V. Komarenko — M. Lysenko — on the one hand; B.O. Mikheyev and his students — on
the other).

The conclusions summarize the theoretical and practical significance of the
obtained results of the research. The performing process is considered in the light of
the psychology of the personality, and the psychological and pedagogical complex of
the musician-domra-player — as the basis and criterion of his/her mastery. Different

directions of activity (the content of B. Mikheyev's editing technique, the author's



compositions by V. Matryashyn and V. Solomin as samples of original creativity for
the domra in our time, brilliant records of N. Kostenko of the works for the domra by
B. Mikheyev) are characterized in the thesis as "school of interpretation”. The content
of this metaphorical definition quite accurately represents the personality-oriented
experience of the deep connection of the younger generation with the traditions of
predecessors through their own multi-vector activities. We observe the dynamics of
domra art: it is natural to creatively preserve academic (classical) forms of domra music
making with the highest level of maturity and self-growth — acme (the composing one
of V. Matryashyn, and the performing one of N. Kostenko), with further rethinking and
expansion of the sound image of the domra in the compositions by V. Solomin. The
original creativity for the domra serves as a model of permanent and immanent mission
of creative self-realization of "homo tembrus" — the bearer of the "voice" of the
instrument and the combination of historical and cultural codes of musical
instrumentalism. The key proof of the continuity of domra art at the present stage is the
dominance of the universal type of the musician, who embodies a new quality of
integrative thinking through the ability to "multichannel™ interpretation (performance —
editing — composition — teaching — conducting — organization of creative groups and
projects). The "genetic code™ of this phenomenon was laid down owing to the historical
activity of the founders of the Kharkiv domra school V. Komarenko and M. Lysenko.

Domra-players of the new generation of the Kharkiv "school of interpretation™
are capable of permanent and immanent intention to create a "polyphonic™ sound image
of the domra while constantly preserving all levels of creative realization of the domra-
player musician (onto-sonological, perceptual and emotional). Thus, the phenomenon
of the domra-player musician — his/her total portrait — is the personification of the
universal personality of a virtuoso, artist-interpreter, creator of musical compositions
for a favourite instrument, is now typical for Ukraine of the 21st century with its
achievements in folk instrumental art, and, thus, its motivated subject of studying the
domra performance as a cognitive model.

The universalism of the domra-player-virtuoso is manifested owing to such

conditions and factors as complementarity and variability of the components of



systemic activity: the performing one (as an interpreter-transcriber-co-author of the
work) in the mobility of the ratio of solo, ensemble, orchestral forms; the pedagogical
and compositional one (academic and pop-jazz spheres). All this testifies to the reflexive
lability attributive to the psychological dimension of domra art, the high level of the
musician's psychological adaptation to the conceptual-figurative and historical-
stylistic determinants of creativity.

Key words: domra art, psychology of creativity, personality of a musician-

domra-player, Borys Mikheyev, "school of interpretation™.
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