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Pedepar:

1. Inceprarnist IpUCBAYEHA B3a€EMOii MK KOMIIO3UTOPOM Ta YPOAHICTUYHUM ITPOCTOPOM, 1K€ EKOHOMIUHI,
ColliasIbHi Ta KyJIbTYPHi CTPYKTYpY MiCTa HEaOWSIK BILJIMBAIOTh HA peasli3alilo MUTILS Ta MOro TBOPYY aKTHMBHICThb. Ha
MIKPOPpIBHI 1 B3a€MO/is BUSIBJISIETBCS Y TOMY, 4K Y€pe3 Xy 0>KHI TEKCTA MOKHA Ji3HAaTUCh PO MOBCAKIEHHI
IIPaKTHKU, MEPEXY COLiaIbHUX KOMYHIKallili, a TAKOK 0COOJIUBOCTI IIPOCTOPOBOTO i 3ByKOBOTO KOHTEKCTY, 11O
OTOYYBaB MUTILS Y MiCTi; HA MaKpOpiBHi — pelpe3eHTye YpOaHiCTUYHUI MPOCTIP SIK CAMOJOCTATHIO Ta CKJIANIHY
MEPEXY iCTOPUYHUX, CHMBOJIIYHNX 3HAY€EHb, 5IKi BUBHAYAIOTh ayAiaJIbHUI JOCBIT, aJ)kKe CIyXaHHS € HE TiJIbK1
diziosoriYHUM aKTOM, ajie ¥ KyJbTypHUM KOHCTPYKTOM. JlOCIiI>)KeHHs 1 aHali3 pi3HOMaHITTs 3ByKOBUX IPAKTUK Y
KyJIbTYPHOMY JIaHIIIA]TI MicTa € NIPiOPUTETHMUM 3aBJAHHIM B M€XXaX HOBUX MIKAMCLUIIIIHAPHUX IIPOEKTIB, TAKUX
K ypbaHiCTMYHE My3MKO3HABCTBO Ta 3BYKOBi TOCTIiIKeHHS. 327151 KPAaL[oro pO3yMiHHS IMX IOCIiAHUIBKUX OITHK,

BIleplIe B YKpaiHChKiil rymaHiTapucTuli 6yso okpecseHo ictopiorpadito, OCHOBHE KOJIO [TUTaHb, IKepeJl Ta



METO/IiB, SKUMU KOPUCTYIOTbCS YPOAHICTUYHI My3MKO3HABLIi Ta 3BYKOBIi JOCIiAHUKYA. PO3yMiHHS 3ByKY 3HAYHO
MOTJINOJIIOETHCS B KOHTEKCTI PO3IJIsly YyTTEBOI KYJIbTYPH, TOK HAa OCHOBI aHaJIi3y Pi3HOMaHITHUX IKepel, 6yIn
BUOKDPEMJIEH] CIIiJIbHI [1711 CEHCyaJIbHUX IOCJiIKEHb TEMU: KDUTHKA Bi3iOLEHTpU3MY 3 3aXiIHOEBPOIENCHKOI
KyJIbTYPU; KPUTHUKA «iepapxisalii» 4yTTiB; KpUTHKA AyasicTU4YHOI Teopii Pene Jlekapra. OKpeceHO AeKilbKa
IIYHKTIB, 110 € TOYKaM1 HAOIVDKEHHS MK MY3MKO3HaBCTBOM Ta CEHCYaJIbHUMU CTYisSIMU, & CaMe: TiJIo KOMIIO3UTOPA
(4K yyTTEBI MOZLyCU KOMIIO3UTOPA BTi/IOIOTHCS Y MY3HLLi), TiJIO BUKOHABLS (K Yepe3 TijIo BUKOHABISI My3UKa CTae
YyTHOIO), TiJIO CJlyxaya (SIK TiIeCHUH Ta KyJbTYPHUH [OCBiJ, BIVIUBA€ HA CIPUMHATTS MY3UKH), TiJIO My3UYHOTO
TEKCTY (SIK My3UYHUI TEKCT «CBiIYUTb» NIPO TiJIECHI MPAKTUKU KOMIIO3UTOPA Ta,/ab0 €NoxH B LiioMy). Poskpuro
MO>KJIMBOCTI MyJIbTUCEHCOPHOTO MiX0y B TyMaHiTapHUX NOCJIIKEHHSIX. BUxongun 3 Liei nepcrnekTusu
MMCTELbKAN TBip iHTEPIIPETYETLCH SIK MaTPULA YyTTEBOrO, TIECHOTO JOCBiNy MOro aBTopa. JOoLilbHICTb TaKoi ifel
SICKPaBO iJIIOCTPYEThCS HA IPUKJIaZi TeopeTnyHoi podotu JKopxka KactHepa («['onocu ITapuka»), a Tako>K TBOPYUX
6iorpadiit Onope zne banbsaka Ta lllapssa Boanepa. iaHyBaHHS - 4yTTeBe Ta KyJIbTYPHE OCBOEHHS MiCTa Mif, yac
IIPOTYJISIHKY, — OyJIO He TiJIbKY MONYJISIPHOIO ITOBCSIKIEHHOIO IIPakTHKoIo 1840-50-X pOKiB, sika 6e3rocepeHb0
Bifbusach Ha TBOPYOCTI BUILE3TaJJaHUX MAPU3bKUX MUTILB, ajle I iHIMKaTOPOM CTPIMKUX 3MiH ypOaHiCTUYHOTO
IIPOCTOPY. 3 OIJISINYy Ha BKJIMBICTD (pJIaHYBAHHS Y TBOPEHHI KyJIBTYPHOTO NpocTopy Ilapmka 6ys10 3alIponOHOBaHO
OHOBJIEHE TJIyMadyeHH 1boro peHoMeHa. ['anaciuBa pekjaMma ByJIMYHUX IPOJABLIB Ta PO3HOCHUKIB ra3eT, BUCTaBU
€KBiJIIOpUCTiB IPOCTO HeOa, 6anu-MacKkapany, KOHIEPTH, a TAaKOXK IOIYJISIPHI OIlepH, MOTUBU SIKUX
[IePECIIiBYBaJIMCh BYJIMYHMMU MYy3UKaHTaMU — YCi 11i KOMIIOHEHTU HE TUILKU PO3KPUBAJIM Pi3HOMAHITTS ayJiaJIbHUX
npakTuk [Tapuxka, ajie i CyryBaay MoJjieM akTUBHOTO CIyXOBOro nocsiny mutiis. Komnosuropu (. llonex, O.
Jlict, k. Bepai, P. Baruep, I'. Bepsio3s, M. I'ninka), siki nposkusasnu y ITapuxki, abo HeoHOpa3oBo BiBinyBanu HOro —
(opMyBasIM 3BYKOBi MapKepH €M10XY POMaHTU3MY Ta KA1 BUKJIMK 3BUMHAM (POpMaM CIIPUNHSTTS My3UYHOTO
TBOPY, TOX aKTyaJIbHICTh HALIOTO NOCJIIKEHHS MOJISITa€ 4 y PO3KPUTTI 0COOJIMBOCTEN 3ByKOBOTO JIAHIMA(TY
[Tapmska 1840-1850-x poKiB Ta BUCBITJIEHHI POJIi TBOPYOro BHECKY M. [JIiHKM y CTpOKaTy KapTUHY ayZiasbHOI
peasibHOCTI MicTa. 3aas peasnizauii iei MeTr 6yJ10 OKpPECIEHO XPOHOJIOTII0 [1apU3bKUX KOHLEPTIB, Y SIKUX
BMKOHYBAJINUCh TBOPU M. I'71iHKH, a TAKOXK MEPEeXy KyJIbTYPHUX B3a€MO/i/l KOMIIO3UTOPA 3 BUKOHABLISIMH,
KPUTHKaMU, BUJABLISIMYU Ta BJIACHUKAaMU KOHLEPTHHUX 3aJliB. Lle J03BOIMIIO KPIIE OXONUTU KOHTEKCTHUM 3MiCT
MOBCSIKJI€HHNUX KOMYHIKAL[iIMHUX NPAKTUK. AHAJIi3 KPUTUYHUX BiJ'YKiB Ta 3rafloK y My3U4YHUX Me[lia J03BOJIUB
IvdepeHLioBaTh 0CO6IMBOCTI peLentii TBopyocTi M. I'minku y Tlapuxi, a came: HaroJIOIEeHHs Ha HalliOHaJIbHIN
crienudilli TaJlaHTy POCICHKOTO KOMIIO3UTOPA B IIOEAHAHHI 3 €BPONENCbKAMU TPAULISIMA My3UYHOI KYJIBTYPH.
3arnpornoHOBaHO HOBUH IIJISIX B iHTEPIPETAallii MEMYapHO-€NiCTONSPHUX JKkepes M. ['JIiHKU 3 TOYKU 30py
IIPOCTOPOBOI ONTHKHU. EKCTpanosisLisi METOLLy MEHTJIbHOTO KapTorpadyBaHHs Ha TBOpUy 6iorpadiio KoMIosuTopa
I03BOJIsI€ po3MmNQPyBaTy Mipy HabIM>KEHHS 200 BiljaJIeHHS MO0 >KUTTEBOTO CBIiTY W00 JIOKALliil, IOB’I3aHUX 3
MY3UYHOIO (260 mupIIe, KyJbTyPHOI) iHPPaCTPYKTYPOIO MiCTa; pO3KPUTH NOTEHIias 15 Peaisalii apTucTa 'y
MiCBKOMY KOHTEKCTI; 3MOJI€JII0BATHU CJIiY COLiaJIbHUX [IEPETUHIB MK Pi3HMMU yYaCHUKAMU KyJIbTYPHOI
KOMyVHiKalii BcepeinHi yp6aHiCTUYHOTO IPOCTOPY, etc. [IpocTopoBa icTopist KOMIIO3UTOPa PO3IOBifAE PO HOTro
IOCBif, IPO>KMBAHHS Y MICTi, a TAaKOX PO emolLii Ta MeTapopH, IO BTIIIOITLCS Y HOT0 TBOPUYOCTi. TOMy 3aHypeHHS
y IPOCTOPOBUH Ta 3BYKOBUI KOHTEKCT PO3KPMBAE HEBUAMMI JIiHii IPUCYTHOCTI «TYT i TENEP», KOJIU HE iCHYE
XPOHOJIOTIH Ta Nepiofu3allii, ajle iCHye CUHXPOHHICTb CIIiBiCHYBaHHS YYTTiB, ilel Ta JyMoK. Kito4oBi cyoBa: micro,
MeTadopa, 4yTTeBa KyJbTypa, KYJIbTYPHi IPAaKTUKY, YPOAHICTUYHE MY3MKO3HABCTBO, 3BYKOBI AOCJIiI KEHHH,

3BYKOBUII JTaHAMA(T, MEHTA/IbHA Mara.

2. The thesis is dedicated to the interaction between a composer and urban space, since economical, social, and
cultural structures of a city influence realization of the artist and his creative activity. At a micro-level this
interaction is manifested in how through literary text one can find out about everyday practices, social
communications network as well as peculiarities of space and sound context that surrounded an artist in a city; at
a macro-level it represents urban space as a self-sufficient and complicated network of historical, symbolic
meanings that define the auditory experience, since listening is not only a physiological act but also a cultural
construct. Research and analysis of sound practices in the city cultural landscape is a priority task within the
framework of new interdisciplinary projects, such as urban musicology and sound studies. For a better



understanding of these research optics, it was for the first time in the Ukrainian humanities that historiography
was outlined along with the main circle of issues, sources, and methods that are used by urban musicologists and
sound researchers. Understanding of sound considerably deepens in the context of consideration of sensory
culture, so based on the analysis of different sources, common topics for this direction were distinguished:
criticizing ocularocentricity of the Western culture; criticizing “hierarchization” of senses; criticizing of dualism
theory of Rene Descartes. Several items were outlined which are points of approximation between musicology and
sensory studies, namely: the performer’s body (how through the performer’s body music becomes audible), the
listener’s body (how 6 bodily experience affects music perception), the composer’s body (how the composer’s
sensory modes materialize in music), the body of a musical text. Possibilities of a multisensory approach in
humanities were revealed. Coming out of this perspective, an artwork is interpreted as a matrix of sensory, bodily
experience of its author. The expediency of such an idea is vividly illustrated in the context of a Georges Kastner’s
theoretical work “Les voix de Paris” as well as creative biographies of Honore de Balzac and Charles Baudelaire.
Flanerie is a sensory and cultural exploration of a city during a walk, - not only was a popular everyday practice of
1840-50s, which directly reflected on the aforementioned Parisian artists' works but also is an indicator of fast
changes of urban space. Considering the importance of flanerie in creating cultural space of Paris, a new notion for
this phenomenon was suggested. Noisy advertising of street vendors, acrobat performances, masquerade balls,
concerts as well as popular operas, themes of which are sung by street musicians - all these components not only
revealed the diversity of sound practices of Paris but also served as a field of active auditory experience of the
artists. Composers (F. Chopin, F. Liszt, G. Verdi, R. Wagner, H. Berlioz, M. Glinka), who stayed in Paris or frequently
visited it - formed sound markers of the Romanticism era and challenged conventional forms of music piece
perception. Thus, the relevance of our research lies in revealing the peculiarities of the soundscape of Paris in the
1840-1850s and covering the role of the artistic contribution of M. Glinka into the diverse picture of urban auditory
reality. To reach this goal, Parisian concert chronology was outlined, where M. Glinka’s pieces were performed as
well as a network of cultural interactions of the composer with the performers, critics, publishers etc. It allowed
covering wider the contextual substance of everyday communication practices. Analysis of critical comments in
music periodicals allowed to differentiate peculiarities of M. Glinka’s art reception in Paris, among them national
specificity of his works in connection with the European traditions of the music culture. 7 The suggested new way
of reading M. Glinka's verbal texts from spatial optics. Extrapolating the mental mapping method to the composer
biography allows deciphering the degree of approximation or alienation of his lifeworld concerning the locations,
connected with music (or wider, cultural) city infrastructure; unlock the potential for an artist realization within
urban context; model traces of social interactions between different participants of cultural communication, etc.
The composer’s spatial story tells us about his experience living in city, as well as emotions and metaphors which
are incarnated in his art. That is why, immersion into space and sound reveals invisible presense lines “here and
now”, when there is no chronologies and periodisations, but coexistense of feelings, ideas, and thoughts.
Keywords: city, metaphor, sensory culture, cultural practices, urban musicology, sound studies, soundscape,

mental map.
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