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BUKOHABCbKWI CTUJb BEYONCE
B KOHTEKCTI CYYACHOIO ECTPAAHO-BOKAJIbHOIO MUCTELITBA

O. Shepel

PERFORMANCE STYLE OF BEYONCE
IN THE CONTEXT OF CONTEMPORARY VARIETY VOCAL ART

Y cydacHOMY ecTpajHO-BOKA/lbHOMY MICTELTBI HajI3BMYailHO BaXX/IMBY PpONb
Bifjirpae iHgvBigyanbHicTh apTucTa. 11 TOrO 1106 OYTH LiiKaBUM /IS CIyXadiB, CIIiBaKy
HeoOXiJHO He JIUIIe MaTy KpacuBIIi TONIOC, a 1 C(l)OpMyBaTI/I BJIACHUI BOKA/JIbHUI CTUIb,
110 BK/IIOYA€ NOEAHAHHA 0ararboxX CK/Ia[0BNUX: MaHepy BUKOHAHHSA, TeMOpY, iHTOHAL],
eMOLIiiiHO] BUpasHOCTi. YCi 11i e/leMeHTH JOIIOMArakTh aPTUCTY CTBOPUTY HETIOBTOPHII
CLIeHIYHMIT 06pas.

CaMe n0€eHAHHA BOK/IbHOI MalICTEPHOCTI, €MOLiiTHOI TOfadi Ta CLIeHi4HOi Xapyu3Mu
JIOIIOMara€ apTicTy chopMyBaTy BIACHNUIL CTU/Ib Ta BIACHY BUKOHABCBKY MAHEpY, AKY
JIETKO BITi3HATH.

Opnieto 3 HaiiBifOMIlIMX MOCTaTeil Cy4acHOI CBITOBOI eCTpajyl € aMepuKAHCbKa
criBayka, aKTpuca, aBTOPKA IIiCeHb, PeXucepka Ta mpopiocepka betionce JKusemb
Hoync-Kaprep (Beyoncé Giselle Knowles-Carter), sika mpocnasunacs mig im’sim Beitonce
(Beyonceé). Caitoe BusHaHHA Beyoncé orpumana 3aBAsAKM CBOEMY CHIBHOMY TONOCY,
Xapu3MaTMUHiil MaHepi BMKOHAHHA Ta ACKPAaBOMY ClLieHiYHOMY cTumo. TBOpYicTh
apTUCTKM TapMOHIIHO IO€JHYE eeMeHTH mom-Mysuku, R&B, coyny it xim-xomy, 110
copmyBanu il iHMBIAyaIbHIT BOKAJIBHII CTIJIB.

CraHOB/IEHHS 1 PO3BUTOK BUKOHABCHKOTO CTIWIIO Beyoncé BifOyBamucs MOCTYIOBO
il BIVIMBOM Di3HMX MY3MYHMX HAIpAMIB i CIIeHIYHOTO JOCBify. Baxxmsum ertamom
TBOPYOTO LIIAIXY CIiBauKy € ii yyacts y rypti Destiny’s Child, ge Bona Brepure orpumaa
3HAYHMII OCBif BUCTYHIB y cepi momMysukn. Came TOfi cTamm MOMITHI XapakTepHi
0cobmuBOCTI TBOpYOI IHAMBITya/MbHOCTI apTUCTKM Ta i BUKOHABCBKOI MaHepn —
eMOIiIIHICTb, YiTKe BiYyTTA pPUTMY, BibHe BUKOPUCTAHHA CyYacHMX (30Kpema
eKCTpeMabHIIX) BOKA/IbHIX TeXHiK. Y Beyoncé cvmbHMII roroc i3 mumpokuM fiarra3oHoM,
BOHA 4acTO BMKOPMCTOBYE MEi3MM, JIETKO IEPEXONUTb MDK DiSHMMM pericTpamm i
3MIiHIOE TYYHICTb TNl yac cHiBy. 3aBAAKM L[bOMY ii BUKOHAHHSA € 3aBXIU ACKPAaBUM Ta
eMOIIITHIM.

Bucrymn Beyoncé BuUpisHANTbCA TapMOHINHMM TOESHAHHAM HpodeciiiHoro
(30Kpema K/IacHYHOro) BOKaJIy Ta ACKPaBoi ClieHiuHOI BipasHoCTi. Y 1i 10y mpofryMaHo
BCe 10 APIOHNIIb: KOXKEH PyX i KOXKHA IHTOHALLiA MTKPECTII0Th 3MICT MiCeHb i TOCUITIOITh
ICUXONMOTiYHMI BIUIMB Ha ayAuTopilo. 3aBIAKM LIbOMY CHiBaulli BJA€TbCA MepefaTy
IM6OKi eMo1ii Ta BCTAHOBUTY TiCHMII KOHTAKT i3 my6miKoio.

Cnip, 3ayBaXMUTH, IO CYYacCHMIT BMKOHABEl[b MA€ IOCTIHO BJJOCKOHAIOBATICH
Ta BifKpuBaTM i cebe HOBI TBOpui ropmsontn. Takuil TBOpUMIl IOWIYK CIpHse
POSILIMpPEHHIO CTyXalbKoi ayAuTOpii I MATPUMYE iHTepec 10 MUCTEIbKOI 0coOMCcTOCTI
criBaka. Y 11bOMY IIPOLieci Bifi6yBa€ThCs PO3BUTOK BUKOHABCHKOTO CTITIO Ta XY/OKHBOT
MaJICTEPHOCTI apTHCTA Ha JIOTO IIJIAXY 10 BEPLINH MIUCTELTBA.

Tsopua pianbuicTs Beyoncé neMoHCTpye came Takuit mifxin. BukoHaBchkuit cTumb
apTUCTKY TIOCTII{HO €BOJMIOLIOHYe Ta BJOCKOHATIOEThCA, HAbyBalouy BCe HOBUX PIC.
CriBayka eKCIIepUMEHTYE 31 3By4aHHAM, IOEJHYI0UM B MY3ULIi e/leMEHTH PiSHUX KY/IbTYp
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i ampiB. Ile po6utb TBOpuicTh Beyoncé pisHOMaHITHO Ta 03BOJIAE it 3a/MIIATHCA
OJJHi€I0 3 HAJBIIMBOBILIIX APTUCTOK CYYacHOI eCTPajIL.

InpuBinyanbHnii BUKOHABCBKMIT CTM/Ib CIIBAa4KM XapaKTePU3YETbCA OPraHiYHUM
NOEAHAHHAM 6araTbOX CTUIB CY4acHOI IOI- Ta POKMY3MKH, cepen sikux — R&B, xin-
o1, $aHK, CoyII, perri, 671103, KaHTpi, Tomo. [10CTiiTHO 3HAXOAAINCH Y TBOPIOMY TIOLIYKY,
Beyoncé TpancopMye Ta BIOCKOHAIOE CBill BUKOHABCHKMIT CTH/Ib BIJIIOBIAHO /10 HOBUX
apTUCTUYHMUX ifieil Ta eKCIIePUMEHTIB.

Teopua gisnbHicTh Beyoncé € BaromMmM sABMILEM CyYacHOI CBiTOBOI My3M4HOI
KyIbrypu. ToX BM3HA4eHHs OCOONMBOCTEll BMKOHABCBKOTO CTWIIO L€l BMEATHOI
CIiBAYKY CTAE€ CYTTEBUM YMHHUKOM OCATHEHHA My3u4HOro mucrentsa XXI cT.

H. Abid

REPRESENTATION OF TURKISH POP-VOCAL ART
INTHE ARTISTIC CONTEXT OF POSTMODERNITY

I A6io

PENPE3EHTALIA ECTPAAHO-BOKAJIbHOIO MUCTELITBA TYPEYYUHN
B XYAOXHbOMY KOHTEKCTI MOCTCYYACHOCTI

In the context of complex artistic and transformational processes occurring in the
sphere of musical art of postmodernity under the influence of multicultural tendencies and
the East—West dialogue, the comprehension of the essence and specificity of Turkish pop-
vocal creativity and performance acquires particular significance as an original national
phenomenon and a phenomenon of world musical culture.

The artistic and stylistic specificity of Turkish pop music, an important component of
which is vocal performance practice, is determined by the organic combination of Western
and Eastern musical traditions. A significant influence on its formation was exerted by the
deep folkloric foundations of the musical art of the countries of the Middle and Near East,
as well as by the traditions of Islamic culture and religion, which have affected the character
of Turkish vocal art and a number of its specific musical and semantic features, such as
meditativeness, narrativity, the predominance of a recitative type of musical speech, and
the ornamentation of melodic lines. In the formation of the Turkish vocal performance
tradition in general and in the pop sphere in particular, an important role is played by the
specific manner of performance in which, for many centuries, duas and surahs from the
Quran—the sacred book of Muslims—have been recited.

The folkloric foundations of traditional Turkish music, firmly and productively
integrated into the creativity and performance of contemporary pop musicians, are
reflected at the levels of composition, genre stylistics, the use of national instruments, and
specific performance techniques. The special artistic quality of contemporary pop-vocal
compositions and the specificity of performance practice are determined by reliance on
ethno-traditional Turkish melos and its pitch foundation—the folk modal system—as well
as the Eastern traditions of maqams from the Hijaz, Nahawand, and Rast families (the
most ancient modes of traditional Turkish music as well as Iranian (Persian), Syrian, Iraqi,
Yemeni, Egyptian, and Sufi musical traditions).

A marker of the semantic-dialogical connections between Turkish pop-vocal practice
and folkloric traditions is the wide involvement of national musical instruments in the
artistic and performance process (saz or baglama, their electronic modifications including
the electro-saz, as well as kamancha, the ney flute, davul, zurna, oud, qanun, tar, darbuka,
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