collaborations and fusion projects have introduced new possibilities for integrating chang
playing techniques with other musical genres, further expanding its expressive potential.

Teaching expressive techniques on the chang requires structured exercises focusing
on dynamic control, vibrato, and articulation. The integration of contemporary
pedagogical methods, including digital tools and notation systems, can enhance the
learning process. Additionally, modern composers are exploring the chang’s capabilities
in experimental and fusion music, expanding its role beyond traditional settings. The use
of video tutorials, interactive learning platforms, and online masterclasses has facilitated
greater accessibility to chang instruction. These advancements have contributed to a
resurgence of interest in the instrument, particularly among younger musicians who seek
to combine traditional techniques with modern innovations. Research into cognitive and
physiological aspects of chang performance has also yielded insights into effective learning
strategies. By understanding the biomechanics of finger movements and their impact on
sound production, educators can refine their teaching methodologies to optimize student
development. The growing interest in interdisciplinary approaches to music performance,
incorporating elements of physics, acoustics, and digital media, further enriches the study
of chang expressive techniques.

The chang’s expressive techniques and timbre modulation contribute significantly
to its artistic versatility. Through detailed study and application of these techniques,
musicians can unlock the full potential of the instrument, ensuring its continued relevance
in both traditional and contemporary music. Further research into performance analysis
and cross-cultural adaptations may provide new insights into the evolving role of the
chang in global musical landscapes. The preservation and promotion of the chang as a
vital component of cultural heritage require ongoing efforts in documentation, education,
and performance practice. By fostering collaboration between musicians, scholars, and
instrument makers, the chang’s expressive traditions can continue to thrive and inspire
future generations of performers and researchers.

1. Konosanosa

XOPOBA TBOPYICTb XXOCKEHA AEMPE B KOHTEKCTI EBOJTIOLYII
nonidOHIYHOrO MUCNIEHHSA OB PEHECAHCY

I. Konovalova

CHORAL WORKS OF JOSQUIN DES PREZ IN THE CONTEXT OF THE EVOLUTION
OF POLYPHONIC THINKING OF THE RENAISSANCE

Y mmopanmicTiyHiit atMocdepi CBITOIIANHMX, ifefiHO-eCTeTMYHUX Ta TEXHIKO-
CTH/IbOBMX IOIIYKIiB MY3MYHOTO MICTELTBA METaMOJIEPHY HaOyBae KOHIIEINTYalIbHOIO
3HAYEHHA IIEPEOCMICTIEHHS i3 MO3NILili icTopusanii CBiJlOMOCTi Ta Cy4acHUX KpUTepiiB
AHATITUKY JTYXOBHOTO [JOCBily MMHYJIOTO, YCBiOM/IEHHSA JOTO aKCIONMOTiYHOi CYTHOCTI
Ta CMJCTIOTBOPHOI PO/ B KOHTEKCTi CEMaHTMYHOI €BOMIOLi] iHTOHALIiJIHO-Xy/J0X)KHBOTO
MUCTIEHHA. 3a IMX YMOB aKTYali3yeTbCs IMTAHHA MY3UKOJIOTiYHOI pedrexcii
HOMi(OHIYHOI CHAAMIMHN «CTApUX MaicTpiB» pobu Penecancy — [rodai, Kockena
Jlenpe, Voranmeca ge Oxerema, k. IL. ma [Tanectpunn, Opnanpo ai Jlacco Ta iH., MysuKa
AKMX alleNIoE JI0 3aralTbHO3HAYYIIO] TeMAaTUKM i 00pasHOCTI, Ma€e 3araJbHOKY/IbTYPHMI
CEHC, II0CTAE KOHIIEHTPATOM JYXOBHOCTI, €TMYHOT0 Ha4a/Ia Ta HOCIEM CTiliKMX IPMHLMILIB
9acOIPOCTOPHOI OpraHisaliii Ta KOMIIO3MIIIHOI JOTiKM B noéyumai XyZJ0KHBOTO IIi/IOTO.
MacirabHe 3BepHEHHS Cy4acHOI KOMIIOSUTOPCHKOI HPAKTUKM [IO JYXOBHO-XOPOBUX
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JKaHpiB, HEOPEHECAHC AKNX CIIOCTepiraeTbcs B MysuuHil Kynbrypi XX-XXI cT., cBigome
3aCBOEHHS MOMI(OHIYHNX HPUHIMIIB i3 MOAA/IBIIOK IX IMIVIEMEHTAI[€0 B HOBITHIX
TexHiKaX KOMIO3MI{i Ta IHJMBiya/lbHO-aBTOPCHKMX CTUIBOBMX CHUCTEMAX (CTMIIb-
TexHika tintinnabuli A. Ilapra Ta iH.) clyrye MoTuBali€l0 AOCTPKEHHA XYLOXHIX
(eHOMEHIB 11X TBOPLIIB.

Cepep BEpIIMHHMX JOCATHEHDb y cepi BOKaTbHO-XOPOBOI MOMi(OHIYHOI My3MKIL,
1[0 € aBTOPCHKVM BifIfi3€pKa/IeHHAM PEHECAHCHOI KaPTUHM CBiTY, Ta BATOMMM €TaIlOM B
icTopuKo-XygOXKHill eBoMmoNi] €BPONeIiChKOro 6araToro10CHOro MUCIEHHS — TBOPYIiCTb
BIJJATHOTO KOMIIO31TOpA 11 X0poBoro gupurenta Kockena lerpe (611. 1440/1450 - 1521).
3 iM’AIM 1[bOrO OMMCKABIYHOrO MajicTpa HOmidoHil — IpefcTaBHMKA 11 OdimbHMKA 3-1
reHepauil MUTIIB (ppaHKO-PraMaHCbKOI (HifepIaHaCchKoi) MoTipOHIYHOT WIKOMK, YIHSA
11 mocnigoBHnKa OxereMa — IIOB’A3YIOTb KY/IbMiHAIiifHNI eTall y Maibke BiKOBOMY
IaHyBaHHi B €BPOIENCHKiNl KyAbTYpi LbOr0 IiBHIYHOIO HalliOHAaJbHO-KYIbTYPHOTO
(eHOMeHY Ta 0CepeaKy My3SUIHOro npodecioHaismy. Bucokuit piBeHb y3aranibHeHHs i
PO3BUTKY B IIapaurMi TBOPYOCT PPAHIIY3bKOTO KOMIIO3UTOPA MY3UIHO-TEXHONOTYHUX
imeit Hifiep/aHACbKOi INKOMM CIIPMANO YCBiJOMIEHHIO OCTaHHbBOI fAK IiMCHOCTI Ta
CTBepIPKEHHIO MeTaOpH 1070 BU3HAHHS BEPIINHHOTO epiofy 1i eK3UCTeHIIII SIK «eToxu
Kockena [lerpe».

HaykoBuit iHTepec [0 >KMTTETBOPYOCTi KOMIIO3UTOpA, CTOPiHKM AKOi i1 poci
3aMMIIAIOThCA “terra incognina” B mapwHi MysMKoJOTii i BiEKpUTi J/IA IORA/IBIIOrO
BUBYEHHsI, IPATHEHHs IPYHTOBHOIO Ta yCeOIYHOr0 OCMUCTIEHHS CYTHOCTI It crierudiku
ABTOPCHKOI CHIAJIIMHM Ta TEXHIKM IMCbMAa MMUTIA 3acBil4yIOTh Ipali Cy4acHMX
pocripuukis (B. Emgepc, I. Hopsiitt, I. Octropd, [. ®emnoys, II. Xirrinc Ta in.).
[eHTpanbHOI IPO67IEMOI0 B OCATHEHHI aBTOPCHKOTO CBIiTY PeHeCaHCHOTO KOMIIO3UTOpa
IOCTA€ MUTAHHS Li/TiCHOI PeKOHCTPYKLT 110r0 Xy[oKHbOI 6iorpadii, JOKYMeHTaTbHOIO
ifTBepIPKEHHS XPOHOMOTil TBOPYOCT], BCTAHOB/ICHHS [JOCTOBIPHNUX faT (HAPOIKEHH,
HAaBYAHHA TOIL0), HeOOXIIHNX I yCBifoMIeHHs (aKTiB 0coOucTol icTopil, crermdiku
iHIMBiyanbHO-CTUIbOBOI €BOMIOL{i B JMHAMIlli MYSMYHOTO CMMCIOPOSTOPTAaHHA,
BCTaHOB/IEHHSA aBTEHTMYHOTO aBTOPCTBA KOHKPETHMX TBOPIB TOLO.

Mucreupkuit fopo6ok JK. Jlenpe oxomtoe mpoBifiHi AyX0BH Ta CBiTCbKi BOKaIbHO-
X0poBi xaHpu (Meca, MarHiikat, MoTeT, pPOTTONA, MIAHCOH), AKI CIYTYIOTh MY3HYHIMU
Mapkepamu fo6u BigpomkeHHs, mpoHuMsaHoi rymaHictudHuM madocoM, BifOMBAKTH
BJIACTUBMIL i1 06pa3HI/H7[ CBIT, TUII MEJIOCY, iHTOHALi/IHO-/TajIOB, (baKTypHO-CK]IalIOBi,
CTPYKTYPHO-KOMIIO3UIIifHI, TeMIopanbHi 3akOHOMIpHOCTI, momidoHiYHMIT —THI
MIC/IEHHS 3 OLIOPOI0 Ha TeMOPOBY IIPMPOAY CITIBOYMX TOMOCIB.

HarxHeHa cakpaTbHUMIY 00pa3aMy XpUCTHAHCTBA, TTiTHeCeHa 11 CIIOBHEHa «<He6eCHOTo
JLyXy», BOKa/IbHO-X0poBa MysyKa sKockeHa Jlenpe oTpuMana IpyKUTTEBE BUSHAHHA Ta
JiicTana NOpiBHAHHA i3 HellepeBepLICHUMI lefleBPaMI PeHEeCAHCHOI KynbTypu y cepi
00pa3oTBOPUOro MUCTELTBA, CKy/IbITYpH ToIO ([JoHatenno, Mikenaumpxkeno, Padaerns Ta
in.). Bona yBi6para B cebe MOTY)KHUIT MUCTeIbKIUIT JOCBIf] ITOTEPEHIX TOKOMHb TBOPIIiB,
BiJl3HaYeHa HOBAL[iAMM B MaliCTEDHOMY ONEPYBaHHI KOMIIOSMILIHMMM IIPUIOMaMM Ta
opuTiHaNbHOMY BTiNeHH] «bmaropogHoi aunrasiitHocti» (ABrycr Binbrensm AM6poc).

Bararoromocuit 3ByKOCBIT OIYyCiB (paHIy3bKOrO MUTIA (3 ONOPOI HA YOTHUPU-
I ATUTONOCY Ta iHIN KiNbKiCHI CTPYKTYpu) Bpakae TapMOHIITHOI BMBXEHICTIO
3ac00iB BUPA3HOCT], 1[0 € HACTIIKOM aBTOPCHKOTO BiTBOPEHHS iHTerparii «[IiBHIYHOI
KOHCTPYKTMBHOCTI Ta IIiBJ€HHO-€BPOIeIiCbKOi 4yTTEBOCTI (BHACTINOK iTaiiiChKuX
BIUIMBIB), XapaKTepUSYeTbCsA PebeHICTIO 11 BUPASHICTIO MENOAIHMUX JIiHIl-ro/I0CiB



(Hab/mDKeHNX [0 IICEHHOCTI), HPO30POK SICHICTIO 11 JOCKOHATICTIO JliHeapHO-
O/Mi(OHIYHOI TKAHMHN, yTBOPEHOI Ha 3acaax IMITAL{ITHOCT] (HACKPI3HOI Ta KAHOHIYHO),
TexHiku cantus firmus (“Missa Fortuna desperata”), BIIBHOTO KOHTpPAIyHKTYBAaHH,
IPUHINIIB TOBITHOrO KOHTPAIYHKTY, ostinato (“Missa Faisant regrets”), i3 sa/rydeHHsAM
CEKBEHTHOTO PO3BUTKY, PUTMIYHOIO BapilOBaHHS TOLIO, 3aCTOCOBAHMX B OPUTiHATIbHOMY
BapiaHTHO-KOMOIHATOPHOMY TPAaKTYBaHHi (L0 € B/IACTMBICTIO CTUII KOMIIO3UTOPA).
HosariitHicTio BifjsHayaeTbcst paxTypHe BupimeHHs nomidonivanx tBopis XK. Jempe,
n06yjOBaHNX Ha [IaTOHIYHIl MOJA/IBHO-TAfOBIl OCHOBI, Y SIKMX MPOCIIIKOBYETHCS
KpMCTa/i3alid BMpPasHUX 3BYKOKOMIUIEKCIB MOJA/NbHOI TapMOHil, iHTEHIiA IIof0
Y3TOJDKeHHs JliHeapHNX (TOPM3OHTA/IbHO-IOMI(GOHIYHNX) YTBOPEHb i BepTMKAIbHUX
(iHTepBa/TbHO-aKOPHOBIX) MY3UYHO-IPOCTOPOBYX HAIIAPYBAHb.

IHAuMBigyanbHE ONepyBaHHA NONIQOHIYHMMY 3acO6aMM Ta MPUITOMAMU PO3BUTKY
(3 LLIMPOKIMM 3aCTOCYBAHHSM iMiTaljiil y pUTMITHOMY 301/IbIIIeHH], 3SMeHIIIeHH], Bapil0BaH-
Hi, 3BEPHEHHAM 10 KaHOHIYHOI TEXHIKM, 30KpeMa PaKOXOJHOr0 KaHOHY 3 TOHAJbHUMM
3MillleHHAMM) 3yMOBJIEHE 3aTra/IbHUM IIParHeHHAM KOMIIO3UTOPA [0 BUPILIEHHS XYOXK-
HbO-TBOPYMX 3aBJjaHb, CIPAMOBAHICTIO HA CTBOPEHHS IApMOHIiTHOI iHTOHAIIiiTHOI Limic-
HOCTI 3 aKL|eHTYaIli€l0 BOKabHOCTI noi¢onivHOCT], yBaru 7o 3MiCTOBHOTO 1mapy (depe3
TIIyMayeHHAM BepOa/IbHO-TEKCTOBOI OLIOPH).

BupaxeHHAM KpeaTMBHOrO IIOTEHIialy i iHTeHIiif aBTOPCBKOTO MICIEHHA
K. Jlenpe cryrye opuriHanbHe KOMIO3UIHO-TeXHiYHe YTi/IeHHA MOTETHMX TBOPIB, AKi
MaIOTb BUK/IIOYHE 3HAY€HHA B iCTOPIl My3MKN Ta POSBUTKY L[bOrO Pi3HOBUJY TBOPYOCTI,
BISIB/ISIOTH HOBATOPCBHKI X0/ 10 TPAKTYBAHHSI XKAHPY MeCH, 1[0 AUDEPEHII0ETHCS B
JOPOOKY MUTILS Ha IeKi/IbKa TUIIB (10 AEMOHCTPYIOTb THYYKICTb ¥ BUpIIIeHH] Iioro Ta
Bu6OPI OMiOHIYHNX IPNITOMIB PO3BUTKY): TeHOPOBI cantus firmus’Hi omyci, 3 omopoo
Ha LMTOBAHMI KaHOHIYHMII Ta npodanuuit menoc (“Missa Lami Baudichon”); TBopn 3
Bi/IbHO iHTEPIIPETOBAHMM IHTOHALIIHIM IIEPIUIOKEPENOM Ta HAPOiNiHi MeCH.

ABTopcpka TBOpYicTh JKockeHa [lenpe cyrye Xym0)KHbO-eCTETHYHIM €TaIOHOM Y
cdepi xopoBoi kommo3uIlii 7061 PeHecaHcy, € cBifdeHHAM INTMOOKMX HOBAaTOPCHKUIX ifjeit
¥ JKaHpOBiil cdepi Ta cuctemi MonipOHITHOrO MIUCTEHHS Ta He 0OMEXYETCS KOPLOHAMI
IIeBHOI TBOPYOi LIKOMK fI00M. YHiBepCaIbHMIl TyXOBHUIT CEHC MY3UKHM KOMIIO3UTOPA,
3aK/IajleHi B Hill XyJJ0XKHi iflei BUAB/IAIOTD iHTEHIIiI 10 IIMPOKOT0 MUCTELbKO-KYIbTYPHOTO
Jlia/Iory, PO3TOPHYTOTO B XPOHOTOII MY3MYHOI Ky/IbTYpUL.

B. lenaxin
TBOPYI OBPIi BUMYCKHUL,I XOAK FAJIMHU NEYEHDKCbKOT

V. Shchepakin
CREATIVE HORIZONS OF HALYNA PECHENIZHSKA, A GRADUATE OF KSAC

SlckpaBo i, 6e3yMOBHO, HAVMOTY>KHile 3a 00CATOM CIyXadiB i BIVIMBOM Ha HIUX
HUHI yKpaiHCbKY My3W4HY KYIbTYpy Ha OarbKiBIMHI i 3a KOPHOHOM IIPE3eHTYIOTb
IPeCTABHUKI €CTPAJHOTO HATIPAMY, 6araTo 3 AKIX IIOEFHYIOTh BIKOHABCHKY JiANMbHICTD
i3 BOZIOHTEPCHKOI0 — HE3A/IEXXHO Bijj TOTO, y AKiil KpaiHi 4i B AKOMY perioHi Ykpainu
BOHI ITepeOyBaioTh. OHOIO 3 TaKVX BUKOHABNIID € [amnHa [TedeHKCbKa — BUITYCKHNUIIS
maricrparypu XJAK (2020), criiBadka it aBTOpPKa IMC/IEHHIX TICEHb, KEPIBHUIIS TBOPYMX
konmekTusiB (Ykpaina, Himeuyununa) cymepdinamicTka €pomeiicbkoro cesony «lomoc
Kpaiun» (2023, ITonbia).



