AHOTAIIA

Povanuwun M. P. Tpancopmanis igeil My3M4HOI eKOJIOrIl y Cy4YacHIl
KOMNO3UuTOpPCchKiil npakTuui. — KsamidikamiitHa npaiis Ha mpaBax pyKOIUCY.

HaykoBe oOrpyHTyBaHHSI TBOPYOTO MHCTELBKOTO IPOEKTY Ha 3100yTTs
OCBITHBO-TBOPYOTO CTYIEHS JOKTOpAa MUCTEITBA 3a cneliaibHicTio 025 «My3uune
muctenTBo» (ramy3p 3HaHb 02 «Kymbrypa 1 wmwmcrentBo»). — JIbBIBChKa
HalllOHaJIbHAa My3Wu4Ha akajaemis imeHi M. B. Jlucenka, m. JIbBiB, 2024.

PobGora mpucBsueHa iMIIeMEHTAIii 1€l My3WYHOI €KOJIOTii y CydacHid
KOMIIO3UTOPCHKIN MPAKTHIII.

[TouaTrkoBO JIOCITIKSHHS CTOCYBAJIOCh HIMPOKOTO KoJIa
IHTEPAUCIIUIUTIHAPHOT MPOOJEeMaTUKU Ha TEePEeTHHI MY3UKH, EKOJorii Ta
MICUXOJIOT11. Y X0/l JOCTIIHKEHHSI BUPUHYB PsI/I aKTyaJIbHUX MPOOJIeM MOB'I3aHUX 13
KOHLIEMIISIMA 3BYKOBOTO JaHAMA(Ty Ta MY3UYHOI €KOJOrii, fAKi J03BOJWIH
3MICTUTH OCHOBHHI aKIIEHT JOCIIKCHHS Ha POOJIEMaTUKy aKTUBHOTO CIyXaHHS
Ta MOBTOPHOT'O BUKOPUCTAHHSA MY3HUYHOT0 Marepiainy. [aei My3uuHoro pecakiiHry
BKE BiJJaBHAa PO3BUBAIOTHCA Y 3BSI3KYy 13 MY3HUUYHUMH 1HCTPYMEHTaMH
(BITHOBJICHHS 1 BUKOPHCTAHHS TOIIKOI)KCHUX 1HCTPYMEHTIB, @ TaKOX CTBOPEHHSI
Ha IX OCHOBI HOBUX MY3MYHUX IHCTPYMEHTIB 4YacTO 13 NEPEBUKOPUCTAHHAM
JOCTYITHUX BTOPUHHUX pecypciB). Y 2022 pomi Octran MaHynsk 03By4HB ij1ei
MOJIMBOTO PECAMKIIHTY Ha piBHI My3u4yHOro marepiamy. Ilicns mpoBeneHHs
TOCTIDKEHHSI Cepell CyYaCHHX YKpPaiHChKMX KOMIIO3HTOPIB BJAJIOCh BCTAHOBHTH,
IO 11 1711 € MIKaBUMU Ta aKTyaJbHUMHU JUJISI Cy4aCHOTO YKPAiHCHKOTO MY3HUYHOTO
cepenopuma. lle ¥ O3BOJMIO BUKPHUCTANI3yBaTH METY TBOPYOTO MHUCTEI[HKOTO
IPOEKTY.

Mera pgociaifKeHHsI — BU3HAYUTH Ta KOHUEMNTYalli3yBaTH MEXaHI3MU
TpaHchopmallii 116l My3U4HOI €KOJIOT1i y Cy4acH1i KOMIIO3UTOPCHKIM MPAKTHIIL.

VY nmepuroMy po3Jisii MogaHo ICTOPUYHUN aHai3 171ei TapMOHIHOT B3aeMOII1
13 TIPUPOAOIO Ta iX BIUIMBY Ha (OPMYBaHHS Ta PO3BUTOK YKPAiHCHKOI KYJIBTYpH.
KopoTko oOkpeciaeHO eBONIOIII0 MPEPEHECAHCHUX TYMaHICTUYHUX 17edl Ta

xouuentii [Ipupoguroro mpasa uepe3 TBopu CranicnaBa OpixoBchKoro, [HOKeHTIs
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Ti3ens Ta [Mamdina FOpkeBrya i popMyBaHHS 0COOIMBO BaXKIMBOI I YKPAiHCHKOI
KyneTypu  "dinocodii cepus”. OxpecneHo Ak 11 GuUTO0CO(ChKI KOHIEMIT 1
BAXJIMBICTh TAPMOHINHOI B3a€MOIIT 13 JTOBKIUIAM aKTyalli3y€eThCs B My3HUIll XX 1
XXI cromite. OKpemMy yBary OpuAUICHO aHalli3y 3BYKOBOTO JaHAmadTy B ifesx
(GyTypHCTIB, @ TaKOX iX PO3BUTKY BIIPOJOBK XX CTOJITTS Ta BILUIUBY HAa TBOPYICTh
Cy4YacCHUX YKpaiHCHKUX KOMITO3UTOPIB.

3 1osBoIO HOBUX (UIOCOPCHKMX KOHLEMIIM, $KI aKUEHTYIOTh Ha
TapMOHIMHIN B3a€MOI1 JIIOACHKOT KYJIBTYPH 3 MPHUPOJIOI0, BUHUKAE HEOOXI1THICTD
3BEPHEHHS JO TOHATTS EKOJIOTIi JIFOJCHKOi CBiIOMOCTI. Imei exo-cBioMocTi 1
€KOJIOT11 JIFOJCHLKOI CBIIOMOCTI TICHO MOB’A3aH1 MK COOOIO 1 B3a€EMOJIOIIOBHIOIOTH
oqHa oaHy. My3uKa, SIK MHUCTEITBO, IO TOHKO BIUIMBAE Ha €MOILIHY chepy
JIONWHUA, MA€ CBOI yCTaJeH1 CTEPEOTUIN IIOAO MepeAayl BiauyTTd "MpupoaHoro"”
a00 "exosoriuHoro". 3okpema e MoBa PO CTEPEOTHUITIZALII0 TOHAIBHOI MY3HKH,
sgKa TIO3IpHO 3aBASKA CBOIM CTPYKTypOBaHOCTI, TapMOHIMHOCTI Ta, IOYaCTH,
nependavyyBaHOCTI, YaCTO CIPUNMAETHCS SIK IPUPOJIHA Ta EMOLIIMHO MPUBAOIHBA.

Buxonsum 3 gocmiKeHb, M0 BKa3ylOTh HA CIIPUIHATTS TOHAJIBHOI MY3HKH
K "OUTBII TMPHUPOAHOI", HA TTOYATKOBOMY €Tarl peajizallii TBOPYOro MUCTEILKOTO
MIPOEKTY MHOIO CB1JOMO OyJI0 0OpaHO TOHAJIbHY KOHBEHIIIIO SIK OCHOBHY KaHBY JJisi
PO3BUTKY My3WuHOi TKaHuHU TBOpY "Nature Symphony". ¥V upomy TBOpI
TpajMIliiiHE 3By4aHHS CHUMQOHIYHOTO OPKECTPY TapMOHINHO TMOEAHYETHCA 13
CUHTETUYHUMH Ta CJICKTPOHHUMH €JIEMEHTAMH, XapaKTePHUMH [UJISI PI3HUX
CTHUJILOBUX 1HBapiaHTIB (’rokHy. Lle¥ TBip JIr B OCHOBY MOAQIBIINX JOCTIIKEHB, a
TaKOX CTaB BIAMPABHUM ITYHKTOM JUIsl TIOCTYNOBOI TpaHCcpopMallii KOMIO3UIIHHOT
CKJIaJI0OBOI MOTO TBOPYOrO MHCTEHBKOTO TMpoekTy. Ll  Tpancdopmaris
CYyNpOBODKYBaIach BIAXOIOM BIJ BHUPA3HOI TOHAJILHOI KOHBEHIIIi, ampoOarliero
HOBUX KOMITO3UTOPCHKUX TEXHIK Ta BTIUICHHSIM XapaKTEPHUX EIEKTPOAKYCTUIHUX
TpaauIliii MOOYyTOBM 3BYKOBOI TKAaHWHU Yy MIJCYMKOBOMY ayaiOBi3yaJdbHOMY
neppopMaHCl B paMKax TBOPYOTr0 MHUCTEUBKOTro Mpoekty “Re:Symphony”. Taky
€BOJIIOIIII0 3YMOBHUB, TMPEACTAaBICHUN B paMKax IMEpIIOro pO3IiTy, aHai3

JiTepaTypy 3 TEMaTUKH 3BYKOBOTO JaHAMAdTy Ta BIUIMBOM i1el 1 TBOpiB JIyimxki



Pyccomno, Paitmonna Mrioppas [ladepa, Earapa Bapesa, [xona Keiimka, bpasna
Ino, Proiti Cakamoro, I'inbnerapn Becrepkamn ta [[xona Jlrorepa Anamca. Crnin
3a3HAYUTH, 10 IEHTPATHLHOI POOOTOI0, HA TOMY €TaIll JOCTIPKEHHS CTajla Tparls
Paitmonna Mroppas [ladepa “The Soundscape: Our Sonic Environment and the
Tuning of the World" (“3sykoeuii nanowagpm: Hawe 38yxkose cepedosuwje ma
Hanawmysanus ceimy”, HamucaHa y 1977 pomi. [leranbHe o3HAMOMIICHHS 13
MOHATTSAM 3BYKOBOTO JaHImadTy Ta TBopamu Mioppas Llladepa cTBopmio yMoBH i
BIJIKpUJIO HOB1 TOPWU3OHTH IS TOAAJIBIIAX TBOPYUX 1 HAYKOBUX TOCHIKEHBb Y
KOHTEKCTI I11€1 pOOOTH.

[IpoBeneHo 3BYKOBI NOCTIIKEHHS MyHIIunaiabHOro mpoctopy "Homy 42",
aki cranum yactuHoro "lllkomm chmyxaHHsA", opraHizoBaHOi MOIM TBOPYUM
kepiBHUKOM. IlizcymkoM 11i€i mozii OyB KOHLEPT 13 TBOPIB JIbBIBCHKHUX
KOMITO3UTOPIB CTYJIEHTIB Ta BHUKJIAJa4iB MY3UYHOI akajaeMii, ki Opanu y4yacThb y
JAHUX 3BYKOBUX JIOCHI/DKCHHSIX. 3roJJoM HaMu OyJo TMPOBEACHE OHJIANH
OMUTYBAHHS, PE3YJIBTATU SAKOTO OMUCAH1 y MEPIIOMY PO3/ILIi PpOOOTH.

Hpyruii po3ain HayKOBOTO OOTPYHTYBAaHHSI TBOPYOTO MHUCTEIHKOTO MPOEKTY
JIOTIYHO TPOJOBXKYE JOCHIKEHHS MpoOJIeMaTuKu 3BYKOBOTO JaHamadry,
pO3MISAAOYM MOTO Yy KOHTEKCTI IMEPCHMBHOIO JIOCBINY CHPUUMHATTA 3BYKOBOTO
cepenoBuia. TakMM YWHOM BIAJOCS BUOKPEMHUTH PsIi TUTaHb, CEpel SKHUX
ocoOnKBa yBara npujijiecHa aKTHBHOMY Ta TACUBHOMY CITyXaHHIO.

Oco0nuBO akTyaldbHO MpoOJIEeMaThKa aKTHBHOTO CIyXaHHsS IOCTa€ B 4aci
BIMfHM, KOJUM B CYCHUIBCTBI TpaHC(HOPMYETbCA PO3YMIHHS pPOJII 3BYKY B
€K3UCTEeHI[1MHIN muomuHi. HaBiTe y MicTax, 110 BiJJaieH] BiJl pailOHIB aKTUBHHUX
OOMOBUX i, JIOAM YYTIWBINIC CHPUAMAIOTh Oydb SKI 3BYKOBI TOJIPa3HUKH.
Oco06MBO 11€ TIOMITHO caMe€ B ypOaHICTUYHUX MpocTopax. Takoxk MmpoodiieMaTuka
AKTUBHOIO CJIyXaHHs HalyBae OCOOJMMBOI AaKTyaJbHOCTI IIJI 4Yac CTBOPEHHS
€JIEKTPOAKYCTUYHUX KOMIIO3UIIIN Ta IMEPCUBHUX ay/I10BI3yalbHUX MephopMaHCIB.

VY 1mpoMy po3aal AOCHIPKEHHST OKpeMa yBara NpHJIIeHAa aKyCTUHYHUM
napaMeTpaM MpUMIIIEHb Ta IXHbOMY BIUTHBY Ha MPAKTUKY CIyXaHHS. Takok MoBa

WiJe Mpo TEXHOJOTl aKyCTMYHOTO IIaHyBaHHS mpoctopy. LI Ta iHOIN aymkw,



OTIMCaH1 y JPyroMy poO3JiJii poOOTH, PO3TISIHYTI B KOHTEKCTI BJIACHUX ay/iaJbHUX
Ta aylioBi3yaJibHUX MneppopMaHCiB, a TakKoXK TBOPUOCTI  YKpaiHCHKUU
KOMIIO3UTOPIB.

Tpetiit po3aia AOCIKEHHS] TPUCBAYCHO aHalli3y 1edl pecalkiiHTy, TOOTO
NOBTOPHOTO BUKOPUCTAHHS MY3WYHOIO Marepiaily, B Cy4acHId KOMITO3UTOPCHKIN
NPAKTUIll. 3yMOBIEHUW BIHHOIO TIAXiJ, IO TONATaE Yy TEPEeBUKOPUCTAHHI
MaTepialiiB, MEXaHI3MIB Ta IHIIUX OO’€KTIB MOUIUPIOETHCS HA BCi cepH MmooyTy i
JIOACHKOTO KHUTTA. Y I[bOMY KOHTEKCTI PO3MISHYTO TpaHcgopMarllio ifei came
My3MYHOI €KOJIOTil y KOMIO3UTOPCBHKiM MpakTuili. IpyHTYIO4HMCh Ha LBOMY, Y
AKOCTI  MIJCYMKOBOI'O TBOPYOIO THPOEKTY, OyJI0 CTBOPEHO IMEPCUBHUMI
aymioBizyansHuil mepdopmanc “Re:Symphony”. OcHOBOI0O mJis IIbOTO CTaB TBIp
“Nature Symphony”. Ile 3a0e3neunsio JOTIYHHN PO3BUTOK JOCTIHKCHHS Ta
JO3BOJIMJIO HA MPAKTHULIl BTUIUTH 171€1 pECAUKIIIHTY Y KOMIIO3UTOPCHKIA MPAKTHULII.

Tepmin “pecailkiaiHr My3U4HOTO Matepiany” OyB 3ampolOHOBAaHUN MOIM
TBOPYUM KEPIBHHKOM Ta HAyKOBHUM KOHCYJIbTaHTOM OcTamoM MaHY/ISKOM 3 TOYKH
30py MOBTOPHOTO BHUKOPHUCTAHHS MY3HYHOTO MaTepialy y KOMIO3UTOPCHKIM
npaktuii. Takud TiAXiJg TPYHTYEThCS Ha TpaHC(POPMOBAHMX 1/€sIX MY3UUYHOI
€KOJIOT'11 1 Ma€ MPAaKTUYHE 3HAYEHHS JJIsl CyYaCHUX KOMITO3UTOPIB.

3a J0MOMOIOI KUIBKICHOTO COIIOJOTIYHOTO METOay OYy/no IIPOBEICHO
OHJIalH OMUTYBaHHs cTyaeHTiB-komno3uTopis JIHMA imeni M. B. Jlucenka, 3
METOI0 aHaJli3y aKTyaJIbHOCTI MPOOJIIEMaTHKU PECAMKIIHTY My3UYHOTO Marepiaity B
Cy4YacHIN KOMIO3UTOPCHKIM IPAKTHIIL.

Y TekcTi AeTadbHO BHKJIAAEHO 17€i, MAXOAW Ta MPOIEC CTBOPEHHS
MiJICYMKOBOTO TBOpYOTO ayfioBizyanbHOro mepdopmancy “Re:Symphony”. Kpim
TOTO, 3alPOIIOHOBAHO BJIACHY METOJWKY aHajidy OO0 ’€KTIB Ta poOOTH MMija Yac
3BYKOBUX JOCIIJKEHb, BKJIIOUAIOYM PI3HI MIIXOAU A0 CTBOPEHHs, reHeparii ado
MOBTOPHOTO BUKOPUCTAHHS (PECANKIIIHTY) My3UYHOTO MaTepiaiy.

Y  miacyMmMKy, TpeTid po3Ail  HAyKOBOro OOIPYHTYBaHHA TBOPUYOIO
MHUCTEIBKOTO TPOEKTY MICTUTh TPAKTHYHI METOAM PO3pOOKM Ta peanizarii

ayJliaJIbHUX Ta ayJ10Bi13yaJIbHUX MepPOPMaHCIB.



Knrwouoei cnoea: 3syxosuii nanowiagm, ekonoeis cei0omMocmi, My3udHa
eKonoeif, ayoianbHe O00CNIONCEHHS, eNeKMPOaKyCmuyHa Mysuka, npodiemamuxa

AKMUBHO20 CNYXAHHS, NPAKMUKA PECAUKAIHY MY3UUHO20 MAMEPIay.



ABSTRACT

Romanyshyn M. R. Transformation of Musical Ecology ideas in
contemporary compositional practice. — 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, 2023.

The work is dedicated to the implementation of ideas of musical ecology in
contemporary compositional practice. Initially, the research concerned a wide
range of interdisciplinary issues at the intersection of music, ecology and
psychology. In the course of the research, a number of topical problems related to
the concepts of soundscape and musical ecology emerged, which allowed shifting
the main focus of the research to the issues of active listening and the reuse of
musical material. The ideas of music recycling have long been developed in
connection with musical instruments (restoration and use of damaged instruments,
as well as the creation of new musical instruments on their basis, often with the
reuse of available secondary resources). In 2022, Ostap Manulyak voiced the idea
of possible recycling at the level of musical material. After conducting research
among modern Ukrainian composers, it was possible to establish that these ideas
are interesting and relevant to the modern Ukrainian musical environment, which
allowed us to crystallize the goal of our creative art project

The aim of the research is to define and conceptualize the mechanisms of
transforming the ideas of musical ecology in contemporary compositional practice.

The first chapter presents a historical analysis of the ideas of harmonious
interaction with nature and their influence on the formation and development of
Ukrainian culture. The evolution of pre-Renaissance humanistic ideas and the
concept of Natural Law through the works of Stanislav Orikhovsky, Innokenty
Gizel and Pamphil Yurkevych and the formation of the "philosophy of the heart",

which is especially important for Ukrainian culture, is briefly outlined. It is
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outlined how these philosophical concepts and the importance of harmonious
interaction with the environment are actualized in the music of the 20th and 21st
centuries

With the emergence of new philosophical concepts emphasizing the
harmonious interaction of human culture with nature, the need arises to address the
concept of the ecology of human consciousness. The ideas of eco-consciousness
and the ecology of human consciousness are closely intertwined and complement
each other. Music, as an art that subtly influences the emotional sphere of a person,
has established stereotypes for conveying the feeling of the "natural" or
"ecological." Specifically, this refers to tonal music, which, due to its structure,
harmony, and, in part, predictability, is often perceived as natural and emotionally
appealing.

Based on research indicating that tonal music 1s perceived as "more natural,"
I consciously chose the tonal convention as the main framework for developing the
musical texture of the work "Nature Symphony." In this work, the traditional sound
of the symphonic orchestra is harmoniously combined with synthetic and
electronic elements characteristic of various stylistic invariants of fusion. At the
initial stage of the development of the scientific-artistic project, this work formed
the basis of its creative component, which later underwent a certain transformation.
This transformation is accompanied by a departure from the tonal convention, the
testing of new compositional techniques, and a change in the stylistics of sound in
favor of the genre of electroacoustic music in the final audiovisual performance
within the creative artistic project "Re:Symphony." This process is connected with
the historical and theoretical analysis of the literature on the topic of soundscape
and the influence of the ideas of futurists of the 20th and 21st centuries, such as
Luigi Russolo, Murray Schafer, Edgar Varese, John Cage, Brian Eno, Ryuichi
Sakamoto, and Hildegard Westerkamp, conducted in the first chapter of the work.
It should be noted that the central work referenced in this research is Murray
Schafer's "The Soundscape: Our Sonic Environment and the Tuning of the World,"

written in 1977. A detailed examination of the concept of soundscape created



conditions and opened new horizons for further creative and scientific research in
the context of this work.

Sound research of the municipal space "Dim 42" was conducted, which
became part of the "School of Listening," organized by my creative supervisor. The
culmination of this event was a concert featuring works by Lviv composers,
students, and teachers of the Music Academy who participated in this sound
research. Subsequently, an online survey was conducted, the results of which are
described in the first chapter of the work.

The second chapter of the scientific justification of the creative artistic
project logically continues the research in the context of the soundscape,
considering it as a specific immersive sound environment. Thus, it identifies a
number of issues, among which particular attention is paid to active and passive
listening.

The problem of active listening becomes especially relevant during wartime
when the very concept of sound is transformed, and its impact on the listener
significantly increases. Any sound stimuli in urban and city spaces are perceived
more sensitively. The noise of streets with generators evokes causal connections in
thoughts related to the consequences of rocket attacks, immersing the listener in a
corresponding emotional state. Also, the problem of active listening becomes
particularly relevant during the creation of immersive audio performances,
especially from the perspective of performance practice.

In this chapter of the research, special attention is given to the acoustic
parameters of spaces and their impact on listening practice. In addition, the text
discusses the technologies of acoustic space planning,.

These and other thoughts described in the second chapter of the work are
considered in the context of my own audio and audiovisual performances, as well
as the works of Ukrainian composers.

The third chapter of the research is devoted to analyzing the ideas of
recycling, that is, the reuse of musical material, in contemporary compositional

practice.
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The approach necessitated by the war, which involves the reuse of materials,
mechanisms, and other objects, extends to all spheres of everyday life and human
activity. In this context, the transformation of the ideas of musical ecology in
compositional practice is examined. Based on this, an immersive audiovisual
performance, "Re:Symphony," was created as the final creative project. The work
"Nature Symphony" served as the foundation for this, ensuring the logical
development of the research and allowing for the practical implementation of the
ideas of recycling in compositional practice.

The term "recycling of musical material" was proposed by my creative
supervisor and scientific consultant Ostap Manulyak in the context of the reuse of
musical material in compositional practice. This approach is based on transformed
ideas of musical ecology and has practical significance for contemporary
COmMpOSers.

A quantitative sociological method was used to conduct an online survey of
student composers at the Lviv National Music Academy named after M. V.
Lysenko, with the aim of analyzing the relevance of the problem of recycling
musical material in contemporary compositional practice.

The text details the ideas, approaches, and process of creating the final
creative audiovisual performance "Re:Symphony." Additionally, a personal
methodology for analyzing objects and working during sound research is proposed,
including various approaches to creating, generating, or reusing (recycling)
musical material.

In conclusion, the third chapter of the scientific justification of the creative
artistic project contains practical methods for developing and implementing audio

and audiovisual performances.
Keywords: soundscape, ecology of consciousness, musical ecology, acoustic

research, electroacoustic music, issues of active listening, practice of recycling

musical material.
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