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MY3UKA KIHO®IUIBMIB ’KAHPY ®EHTE3I
B HAYKOBOMY ITIOJII JOCJIILIKEHDb

Cmamms npucesiueHa NUMAanHAM 00CIIONCeHHs KIHOMY3UKU y pinomax scanpy henmesi. 3 nouamxom XXI cmonimms
30008 NONYIAPHICIb HCAHP (heHnme3si, AKULL 3 Timepamypu NOWUPUBC HA THWT 8UOU MUCmeymed, 30Kpema i Ha KiHe-
mamoepag. My3zuka cmana OONOMIdNCHUM 3ac0O0M OJisi CMBOPEHHsL 6 YABL 210a4a (hanmacmuynux oopasis. 3ae0saxu
nonyispHocmi Qinomie dcanpy enmesi iXHs KiHOMY3UKA MAKOHC HAOYIA 3HAYHO20 PO3N0BCIOOJNCeHHS Ul HAGimb OYia
nepegopmamosana 6 agMOHOMHI MEOPU, SIKI GUKOHYBANUCH OKPeMO 6i0 Kinoginemis. [Ipome mysuxa 3 penmesi-ginomie
He € NOWUpeHUM 06 €KmMom 00CaiodNcenb My3ukosnasyis. Ceped npuuuH MOJICHA HA36aMU CMABIEHHS 00 Jcanpy Genmesi
5K 00 «HEeCeplio3HO20» Ul KPO38ANCANbHO20». ToMy Mema cmammi — 6UCEIMAUMU 1l CUCIEMAMU3Y8amu HayKo8uil 00C8i0
0ocnioiceHHA KiHomy3uKku (penmesi. Haykosa HO8U3HA 00YMO8eHa He3HAUHOO KIbKICTIO 00CII0NHCeHb, NPUCEAYEHUX UbO-
My numannio. Pobomu 3apy6isicnux (amepuxancoKux, KaHaoCoKux, OpumancoKux, noabCbKUX, POCIUCOKUX) UL YKPATHCHKUX
HAYKOBYIB, MEMOIO SIKUX € QOCTIONCEHHSL MY3UKU (DLIbMIG Y dcanpi penmesi (Oucepmayii, My3uKO3HAGUI KHU2U U CIammi)
0Y10 NPOAHANI308AHO Ul CUCMEMAMU3Z08AHO 3 00 €KMOM (KIHOMIIbM, MY3UKa 3 K020 CMANa 00 €KMom 00CNi0NCeHHs)
ma npedmemom (acnexmu 0ocniodicens). byno euseneno, wo 00’ ’ckmom docaiodicensb OiNbUOCMI HAYKOBYIE € KIHOMY3UKA
KOHKpemHo20 meopy — mpunoeii penmesi-inomie « Bonodap Ilepchisy, a npeomemom 00CaiodNceHb — memMamuyHi, 2apmo-
HiyHi ma cmunicmuyni ocoonusocmi. Ocobnusy yeazy 64eHi NPUOLIAU PO32ATYHCEHIL CUCMeMI 1eUMMOMUBI8 — My3UUHUX
o0bpaszis Kinomysuxu «Bonooaps Ilepcnisy. 3nauno menuiorn € KinbKicms HAyKogux podim, 06’ ckmom 00CiodNceHb AKUX
€ KiHomy3uka iHuux genmesi-ginomis, 30kpema «Xoboimay u «appi [lommepay. Taxosc 610 6usi81eHO HEOOCMAMHIO
3ayiKasIeHicmy YKPAIHCOKUX MY3UKO3HABYIE Y OOCTIONCEHHT KIHOMY3UKU (QInbMi6 Jcanpy gernmesi NOPIGHIHO 3 3aXIOHO-
€8PONEUCLKUMU T AMEPUKAHCOKUMU HayKosysamu. Omoice, MOJCHA 3p0OUMU BUCHOBOK, W0, HE36ANCAIOYU HA HASGHICb
AKMYANbHUX 00CII0JHCeHb, KIHOMY3UKA (DinbMi8 Y dHcaHpi ghenmesi mae Hanpsamu OJid NOOAIbULO2O BUBHEHHS.

Knrouosi cnosa: xinomysuka, ginemu dcaupy ¢henmesi, naykose none odocniodxcens, Bonooap Ilepcuis, Xo60im,
Tappi Illommep.
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THE FANTASY CINEMA MUSIC IN THE SCIENTIFIC STUDY

The article deals with the fantasy cinema music study. The fantasy genre became popular with the beginning
of the XXI century; it was spread to the other arts, particularly to the cinema. The music helped to create the fantastic
characters in the viewers imagination. Owing to the fantasy cinema popularity its cinema music took the significant
extension and was converted into the autonomous music compositions, which were performed separately from the films. But
often the scientists doesn t explore the fantasy cinema music, the reasons are that this genre is thought to be “unserious”
and “entertaining”. So, this article aims to highlight and systematize the scientific experience of the fantasy cinema
music study. This exploration is relevant because of a little amount of the fantasy music case studies. The author analyzes
and systematizes the works of the Ukrainian and the foreign (American, Canadian, British, Polish, Russian) researchers
(dissertations, scientific books and articles) according to the object (the cinema music being studied) and the subject
(the aspects of the study). This paper reveals that the majority of the researchers examines The Lord of the Rings
cinema music as an object, and the thematic, harmonic and stylistic features as a subject. The scientists concentrate on
the divaricate leitmotif system of the Lord of the Rings cinema music. The articles much less focus on the other fantasy
cinema music, particularly on the Hobbit’s and Harry Potter’s. The Ukrainian researchers are found to be not such
interested in this issue as there are the European and American scientists. In conclusion, despite the up-to date researches
there are issues to study in the fantasy cinema music.

Key words: cinema music, fantasy films, case study, Lord of Rings, Hobbit, Harry Potter.
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IMocranoBka mpodsemu. Xanp Qenresi HaOyB
3HAUHOTO TOIIUPEHHS B OocTaHHi Aecstumitts. [Ipu-
YHHOIO MOMYJSIPHOCTI IBOT0 KaHpy y XXI cToMmiTTi
MOYKHA Ha3BaTH «3arajbHe pO34apyBaHHS y BHUCOKO-
TEXHOJIOTIYHOMY CBITI, SKHH OOIISAB, ajle He MPHUHIC
Hi pajiocTi, Hi gocraTtky» («a collective loss of faith in
technology; in the abundance and joy it promised but
failed to produce») (White, 2018: 19). Ha Biaminy Bij
HayKoBOI1 (haHTACTHUKH, JI¢ BIJMIHHICTH BiJ] HAIIOTO
CBITy TIOB’s3aHa 31 CTPUOKOM HayKOBOTO IPOTPECY,
(heHTE31 CIIMpaAETHCS HA HAAIPHUPOIHI €IEMEHTH, 110
He MarTh 3B’s3Ky 3 Haykot (KpacHoxon, 2018).
BaxnuBe 3HaueHHs y TBopax aHpy (eHTe3i Mmae
yapiBHa atMocdepa, OJHUM 3i CIIOCO0IB CTBOPECHHS
sikol B KiHemarorpadi € my3uka (Webster, 2012).

Kinmomysuka 3 HaWmomyasapHimmx ¢eHre3si-
¢bimemiB  («Bomomap IlepcHiB», «lappi IloTtTep»)
oTpHMaJia MKHApOJHE BU3HAHHS M CTasla HACTIIBKH
MOMYJISIPHOIO, 1110 BUOKPEMHUJIACh B aBTOHOMHI CHM-
(oHIYHI TBOPH, SIKi BUKOHYIOTHCS OKPEMO Bij KiHO-
¢inemiB (White, 2018). Lle sBume naOyno Hebade-
HOTO paHiIle MOMHUPEHHS 1 BIUTUBY, 32 BITI3HABAHICTIO
KIHOMY3HKa 3aThMapWiia HE IMOB’s3aHi 3 KiHO(1Ib-
Mamu TBopu. Tomy My3uka 3 inbmiB-heHTe31 noTpe-
Oye OUIBII IETaIbHOTO BUBYCHHSI.

AHaui3 aociaimkenb. [lonymsipHicT KIHOMY3UKH
«(eHre3l» 3yMOBWIA HAYKOBHM IHTEpEC IO IHOTO
SBUIIA MY3WYHOI KyJIbTypH. B amepukaHCbKOMY
Ta 3aXiJHOEBPONEHCHKOMY MY3HMKO3HABCTBI OCTaHHIM
4acoM 3’ SIBJISIIOTBCS JOCILKEHHSI, TPUCBSYEH] PI3HUM
acrekTaM KiHOMY3HKH [[bOT0 JKaHpY. 3-1TOMiK HayKOB-
IiB, SIKi BUBYAJHM KIHOMY3UKY QinbMiB (eHTesi, ciij
naspatu Takux: H. lepaa (Hepna, 2017), K. Puukos
(Puukos, 2013), B. lllepbakosa (LllepOakoa, 2017),
. Anamc (Adams, 2010), JIxx. bepuanke (Bernanke,
2008), I. Kammkin (Campkin, 2019), 1. Ban Ensdpepen
(Elferen, 2013), M. Emendensaep (Eschenfelder,
2019), Hx. Xand’spa (Halfyard, 2012), B. Mapk-
Bina (Marchwica, 2018), K. Mopran (Morgan, 2011),
B. Pon (Rone, 2018, 2020), E. [lexan (Shehan,
2017), dx. Beocrep (Webster, 2009, 2012), JI. Baiit
(White, 2012). Ix 1ikaBu0 BUSBIEHHS IPUYMH TIOTTY-
nsprocti ¢ente3i (Halfyard, 2012; White, 2012);
ocobnuBocTi My3uuHoro temarusmy (depma, 2017;
Adams, 2010, Bernanke, 2008; Campkin, 2019;
Morgan, 2011; Rone, 2020, 2018; Webster, 2009,
2012; White, 2018); cmocid BimoOpaxeHHS B KiHe-
Matorpadi My3HKH, sSKa OIMCaHa B JIiTeparypi sKaHpy
¢entesi (Elferen, 2013; Shena, 2017); my3uuHa cTu-
micruka (Marchwica, 2018). Han ysarambHeHHSIM
MOTIEPE/IHIX JOCHIKeHb, OB SI3aHUX 13 MY3HKOIO
(henresi, mparroBasia Xand’ spx (Halfyard, 2012).

JlocnmigHuKY € TpelcTaBHUKAMU HAayKOBHX IIKLT
pi3Hux KpaiH, 30kpema Crnomydenux LlrartiB Ame-

...............................................................................

puku (Adams, 2010; Eschenfelder, 2019; Morgan,
2011; Webster, 2009), Benukoi bpuranii (Bernanke,
2008; Halfyard, 2012; White, 2018), Kanamu
(Shehan, 2017), ITomsmi (Marchwica, 2018), Pocii
(PeraxoB, 2013; Illep6axoBa, 2017). Cepen ykpa-
THCHPKMX HAyKOBLIB y TOJI IIi€i TEMaTUKH MpaIIOe
Hepna (Hepaa, 2017).

TakuM YMHOM, MOXKHA CIIOCTEPIraTH HEOCTATHIO
3aIiKaBIEHICTh YKPaiHChKUX HAYKOBIIIB Y JIOCIi-
JDKCHHI KIHOMY3HKH skaHpy perrtesi. Y podoTax yde-
HUX IHIIUX KpaiH MaJlo MPUALISETHCS YBard iCTOPio-
rpadii 10CIiIKEeHb.

Oentesi — XynoxkHii Hanpsam (YepHsisebka, 2015),
KM 3 JTiTepaTypy TOMIMPHUBCS Ha 1HII BUIM MUCTE-
IITBa, 30KpeMa Ha My3UKy i KiHemaTtorpad. ¥ TBopax
¢dentesi mis BinOyBaeThCsl Yy BHTaJIaHOMy HETEXHO-
JIOTIYHOMY CBITi, JIJI1 CTBOPEHHS SKOTO BHUKOPHCTO-
BYIOTHCSI MOTHBH Marii Ta yakiayHcTBa (KpacHoxoH,
2018).

Meta crarTi — npoaHaizyBaTH, CHCTEMaTH3Y-
BaTH U y3araJbHUTH JOCIHIHKEHHS MY3UKH (DITEMiB
y JkaHpi (heHTesi.

Bukiaa ocHoBHoro wmarepiamy. IlyOmikanmii,
TEMOIO SIKUX € JOCHiKeHHS MY3UKH y (igbmax
KaHpy (eHTe3l, MOKHA TIOIIUTH Ha Ti, IO MPHUCBS-
geHi okpemuM TBopam (Iepma, 2017; Illepbakosa,
2017; Adams, 2010; Bernanke, 2008; Campkin, 2019;
Eschenfelder, 2019; Marchwica, 2018; Morgan, 2011;
Rone, 2018, 2020; Shehan, 2017; Webster, 2009,
2012; White, 2018), i Ti, m10 pO3ISIIAIOTE MY3UKY
skaHpy ¢ente3i B nuiomy (Perukos, 2013; Elferen,
2013; Halfyard, 2012).

OTxe, MOKHA 3pOOUTH BHCHOBOK, IO OLTBIIICTD
aBTOPIB CIEIiaNi3ylOThC Ha AOCIIHKEHHI MYy3UKH
okpemux (inbMiB (heHTe31, a He BUBYAIOTH KIHOMY-
3uKy (QiIbMIB QeHTe3l B 1iioMy. BibiiicTs aBTOpiB
IKABJISAThCS KIHOMY3UKOK (DIJIbMIB OJTHOTO IHKITY —
«Bomomap IlepcHiBy.

Takox MOKHA CHCTEMaTHU3yBaTH HAIPSIMU IOCIi-
JOKEHb 33 IPEAMETOM iIXHBOTO BUBUCHHS:

3 Tabauii MoXKHA 3pOOUTU BHCHOBOK, IO Oiflb-
UICTh JOCITiAHUKIB BUBUAIOTH OCOOIMBOCTI B3a€EMO-
i1, rapMOHIYHI ¥ MEJIOIMYHI 0COOIMBOCTI My3UUIHUX
teM. Jlo Takux Hanexuthb [|. Anamc (Adams, 2010),
KHHUTA SIKOTO € OIVISIZIOBOIO Ta MA€ HAyKOBO-TIOMYIISIP-
HUMl xapakrep. B xHU3i aBTOp poOUTH Kiacudika-
Li}0 MY3UYHHUX TE€M 3 OIIMCOM BUKOPUCTAaHUX MY3UY-
HUX IHCTPYMEHTIB, III0 € OCHOBOK POOIT Oararbox
aBTOPIB.

Jx. bepnanke (Bernanke, 2008) posmisigae
KOHIIETIIII0 JICHTMOTUBIB y My3ulll 10 «Bonomaps
IlepcuiB» 1 mpocrexye, sik Tema bparcrsa Ilepcus
HNOCWIIOE JpaMaTUYHy 4YacTUHY Ta POOUTH BHECOK
y 3arajbHy IUTICHICTh TPUJIOTI].
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. Baiir (White, 2018) nmocmiukye My3HKY 0
¢binpMiB (eHTe31 Ha MPHKIaAi ABOX OCHOBHUX (heH-
Te3i-ppanmmu3 — cepisx «lappi [lorrep» i «Boio-
nap IlepcuiB». ¥V cBoiil pobOTiI BiH mpHIiIsLE yBary
300paXeHHI0 «JIOMY» Y inpMax-peHre3i My3ud-
HUMH 3aC00aMH. ABTOp 3ayBaXye€, IO «YapiBHUM
iHcTpymMenTom» y «['appi [lortepi» € uenecta — Bona
3BYYHTh B €Ii30J1aX, JIC € Marisi, i He 3By4UTh Yy CIie-
Hax 3 Mariiamu. TakoX aBTOp pO3IMOBia€e MPo camo-

CTiMHE KUTTS My3UKH 11032 (hiTbMaMH B OPKECTPOBUX
CroiTax.

k. Beocrep (Webster, 2009) 0X0IUI0€ MY3HKY
nmepmmx 1At ¢imeMiB - mpo  Tappi  Ilorrepa
3 TOYKH 30py i1 3Hauymoi poni y ¢imsmi. Jocmiza-
HHILS POOHTH aHANl3 MY3WYHHX TEM, MPUCBIYCHUX
00081 Ta Apyx0i, ckopboti, OopoTEOI i mepeMosi,
TAaEMHUYOMY W HEMi3HAHOMY, 311y i HaBiTh TyMOpY.
Takox aBTOpKa 0araTo yBaru npuaijisie BHYTPIilTHbO-

Tabmuus 1
00’ekTH HOCTITKEHHSI MY3MKO3HABIIB y (peHTe3i-dibMax
I[ocn:ll:;?:;::{oﬂﬁ’ekT «Bousogap IepcuiB» «X000iT» «Iappi HoTTep» Inmi ¢pinbmu
Anamc +
Bbepnanke +
Baiit + + +
BeGorep + (J'II/IH.IG? nepmi T SITh
(binpMiB)
Hepna +
Ensdepen + +
Emengesbiep + (yumre «Bononap IMepcHis:
[ToBepHEHHST KOPOIISD)
Kamkmin +
Mapksina +
+ (e «I"appi
Mopran ITorrep 1 Dinocod-
CHKHI KaMiHb»
PuukoB + + +
Pon +
Xand’spa + +
[lexan +
[{epbakoBa + +
Tab6muis 2
IIpexmeTn mociinkeHHs My3UKO3HABIIB Y (peHTe3i-(hinbmMax
. . Kopensinist
Hocaignukn/ Anais . | Comiooriuni Ocoﬁnnso&n Xapakre- My3uuni M}I:smc: i
00’eKT BuBueHHS | R PO ocnimkenns B3acMOot pHCETHIH napaJjieJi | JitepatypHoi
nyosikaniit MY3UYHUX TEM | MY3HYHHX TeM OCHOBH
Anamc + +
bepHanke +
Baiir + + +
Beb6cTep + +
Hepna +
Enbdepen +
Emendensnep +
Kamkrmin + +
Mapxkasimna +
Mopran + +
PuukoB +
Pon + +
Xand’spa + +
Ilexan + +
[epbakoBa +
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KaZpoBiii My3uli Ta croco0aM NEPeHEeCEHHs OIu-
CaHUX Y KHHMIaXx MY3UYHHUX CLIEH HA €KpaH. Y CBOIi
poOOTi BYEHA [OXOIAMTH BHCHOBKY, LIO MYy3HKa
€ 3ac000M TIJKpECceHHs] HassBHOCTI Marii Ha eKkpaHi
(Webster, 2012), ogHax 11€ CTOCY€ETHCS JIHIIIE TIEPITHX
IBOX (DiTBMIB, a OT Y HACTYITHUX TPHOX TAKOI YiTKOI
KOpeJsiLii HeMae.

VYkpainceka pociiguuig H. lepna (depna, 2017)
BigHeca My3uKky «Bomomapsi IlepcHiB» 10 HOBOTO
KaHpy — cuMdonigHoTO (henrtesi. [lepma BUCIOBIIOE
T3y IPO Te, 1110 OPUTIHAIBHUH CayHATPEK 10 TPUIIO-
rii Mae BIacHy Ipamarypriio, a OT)Ke, MOXKE BBaXKa-
TUCh OKPEMHM MY3HYHHUM TBOPOM.

M. Emendenbaep (Eschenfelder, 2019) po3mis-
Jla€ OJIMH 13 MPUKIAAIB KaapoBoi My3uku y «Boio-
napi [lepcuiB» — micuto [linmina The Edge of Night.
ABTOp 3BepTae yBary Ha MeJOANYHY OMU3bKICTh i€l
My3uku 1o temu lupy i remu ['onnopy, a Takox Ha
JIpaMaTHYHUH e(EeKT MOeHAHHS BOKaNy i TUCOHYIO-
4Oro aKOMITAHEMEHTY.

I. Kamnkin (Campkin, 2019) poOuts My3udHuit
aHaji3 oCHOBHUX JeltreM «Bomomaps [lepcHiBy,
IXHIX TAPMOHIYHUX 1 MEIOJUIHUX OCOOINBOCTEM.

K. Mopran (Morgan, 2011) mocnimxkye, sSIK KOM-
nozurop JlxoH Binmbsimc y ¢inemi «[appi Ilotrep
i dinocodcbkuii KaMiHb)» 3a JOMOMOTOK MY3WYHHX
3ac00iB TIpOTHCTaBIsIE T00pO ¥ 370. ABTOpP pOOHTH
JeTaTbHUN JTATOBHH 1 TapMOHIYHUN pO3IVIAN THX
MY3WYHHAX TeM, 110 y (GiTbMi BiAOBIiTatOTh 00pasy
ronoBHoro reposi, ['appi IloTrepa, a Takox THX, 11O
BIJIMTOBI/Iat0Th TOJIOBHOMY aHTAroHICTY, YOCOOJICHHIO
3na — Jlopay Bomnemopry.

K. PuukoB (PwruxoB, 2013) cepen xapakTepHHX
pHUC KIHOMY3WKH KaHpYy (hDeHTe3i BU3HA4Yae HeoBar-
HEpIaHCTBO Ta ONU3BKICTH JI0 POMAHTUYHOI ONEpU
XIX cTomiTTs.

B. Pon (Rone, 2018, 2020) y BHBYCHHI MY3HKH
«Bomnomaps IlepcHiB» mpuuinsge yBary rpymnam Jewn-
TMOTHBIB XOOOITIB, Jomel ¥ enbdiB, iXHIM CITUTb-
HUM 1 BiMiHHUM pucaMm. PoH BuCyBae rimoresy, 1o
B 3aKaJpoBiii My3HIl KOMIO3UTOP MiJKPECIIOBAB
BIIMIHHOCTI Mi pacamu HaponiB Cepeazem’st musi-
XOM BUKOPUCTaHHS TOHAJIBHOT MY3UKH JUIsl JIEUTTEM
X0001TiB, HaTypaIbHUX JAMIB — JJIS JICHTTEM JTFOICH
1 XpOMaTHUKH — IJIST 300paskeHHS eIbQiB.

E. lllexan (Shehan, 2017) mpuninsge yBary cro-
co0y nepenecennst «Bonmomapst IlepcHiB» Ha ekpaH,
BiJg3HaYae po30iKHICTh onucanoi ToNKIHOM MY3HKH
3 il BTIIEHHSAM B €KpaHi3alisx. ABTOpP BBaXae, IO

TonkiH acoriroe 00pUX MEPCOHAXKIB 13 MPUPOIOKO,
a 3JTUX — 3 IHAYCTPIaTbHICTIO, 1 ITI0 K aHTUTE3y HaMa-
Ta€ThCS TIPOBECTH KOMITOZUTOP Y (iTbMi.

B. Hlep6akosa (IllepbaxoBa, 2017) nerambHO
po30upae TapMOHIYHI Ta MEJOJAMYHI OCOOJIMBOCTI
MY3HYHHX TEM, AKi 300paKyI0Th eNb(iB Y TPUIIOTIsAX
«Bomomap IlepcHiB» 1 «X000iT». ABTOp IOXOIUTH
BHCHOBKIB, IO IIi TEMHU ITOETHAHI BUKOPHCTAHHIM
Ma)XOpPO-MIHOPHUX 1 MIHOPO-MaXOPHUX CHCTEM,
NPUMXJIMBICTIO M OCMIBAaHICTIO MEJIOJUYHOT JIiHi1.

I. Ban Enbsgepen (Elferen, 2013) namaraerbcs
BUSIBUTH, SIK My3HUKa, OTIMCaHa B JiTeparypi GeHTesi,
3HAXOAMTH Bi0OpaxkeHHs y (inbMax GpeHresi. ABTOp
3a3Ha4aE, M0 XapaKTepHUMU O3HAKaMU EIiYHOTO,
«BHCOKOTo» ()eHTEe31 € BHUKOPUCTAHHS MaciuTaOHOi
OPKECTPOBKH, 3arajbHOT0 MY3WYHOTO CTHIIIO KiHIIS
XIX cTomiTTsi 3 YHUKHEHHSM CKJIaJHOi TapMOHii.
TakoX MOIMMPEHHM € BHKOPHCTAHHS EK30THYHUX
IHCTPYMEHTIB 13 HE3BHYHHUM TEMOpPOM i pericTpom
3ByYaHHSL.

[Monmbscrkuit nocmigauk B. Mapksina (Marchwica,
2018) mpoBoaMTh y CBOIM CTATTI My3W4HI mapaneni
(IIup — BaymmiChbKi MOTUBY B IHCTPYMEHTAX 1 My3H4-
HUX KJIiie, eb(u — CXiHi i He3eMHI MOTHBH, JIFOIU
Poxany — ckaHTUHABCHKI ¥ CTapOAHTITIHCHKI).

[Ipobnemaruky BHBYEHHS MY3UKH (ibMiB-(heH-
te3i 3ayBaxye k. Xand’spa (Halfyard, 2012), na
OYMKY KO 3Ha4HOIO TEPENOHOI0 CTA€ CKIAJHICTh
BU3HAYCHHS MPUHAICKHOCTI TBOPY JI0 KaHPY (eH-
te3i. Lle MoB’sA3aHO 3 BiACYTHICTIO WITKOTO BH3HA-
JeHHs Ta Knacudikarii skaapy (UepHsscbka, 2015).
Xand’spa 3a3Havae, MO cepel HasBHHUX pOOIT Ha
TeMy KIHOMY3UKH (inbMiB y KaHpi (eHrtesi Oinb-
HricTe TpHUCBSYEHO KiHOTpmiorii «Bomomap Ilepc-
HiB, 1110 MOB’s13aHO 3 11 MOMYJIAPHICTIO Ta KOMEPIIili-
HOIO YCHIIIHICTIO.

TakuM YHHOM, OIIBINICTH aBTOPIB CIPSIMO-
BaHI Ha BWBYCHHS MY3HKH OKpeMoi (eHTesi-
¢dpanmmsn — «Bonoxapst [lepcuiB». 3HauHa YacTUHA
HayKOBIIIB 3allikaBjieHa B JOCIHIKEHHI 0COOIMBOC-
Teit B3aeMoIii, a TAKOXK rapMOHIiTl i MEJOIMKH My3UY-
HUX TEM.

BucunoBku. IlpoananizyBaBmm poOoTH, TPUCBS-
yeHl My3ulli QinmeMiB eHTe3i, MOKHA CKa3aTH, 110
Oararo il acIIEKTIB 3aJUINAIOTHCS HEIOCHLIKEHUMU
a00 ManogociipkeHruMH. Lle cTtocyeThest sik 00’ €KTIB,
TaK 1 MPEAMETIB AOCTiKCHHs. ToMy BHBUCHHS KiHO-
My3HUKH (peHTe31 Ma€ MEePCICKTUBU IS TIOATBIIIOTO
BUBUYCHHL.

CIIUCOK BUKOPUCTAHHUX JIKEPEJI
1. Hepma H. Crunessie otkpeitus [oBapaa [llopa B kuHOTpHIoruu «Bractenun konmemy. Mysuka Ha nouamky mpe-
moozo mucauorimms, 2017. Ne 3. C. 1-11. URL: http://musikology.com.ua/upload-files/vip 3/Derda 3.pdf. (mara 3Bep-

Henus: 19.06.2020).

ISSN 2308-4855 (Print), ISSN 2308-4863 (Online)

199



MucrenTBo3HaABCTBO

..............................................................................................................................................................

2. Kpacnoxon I. C. OcobnmBocTi yKpal[HOMOBHOTO IepeKIaly TBOpiB skaHpy (enresi (Ha Marepiani pomany «Bomnomap
HepcuiB» [x. P. P. Tonkina) : qumioMHa po6oTa ; XapKiBchkuil HarlioHambHUE yHiBepcuTeT iM. B. H. Kapasina. Xapkis,
2018. 81 c.

3. PorukoB K. H. Myssika B coBpeMeHHOM KomMepueckoM kuHemarorpade CIIA: mpoOiaeMbl HCTOPHH U TCOPHH :
JMC. ... KaHA. MucTenTBo3HaBcTBa: 17:00:02 ; MockoBckas rocygapcTBeHHas koHcepBaropus uM. II. M. YaitkoBckoro.
Mockga, 2013. 375 c.

4. Yepnsscoka O. C. [lo nmuranss Kinacudikauii xanpy penresi. Jlimepamyposuasui cnmydii, 2015. Ne 1 (2). C. 323-331.
URL: http://nbuv.gov.ua/UJRN/Lits 2015 1(2) 38. (nara 3Beprenns: 19.06.2020).

5. Ilepb6axoBa B. E. (2017) 3pywamee Cpenmsembe: Temsl Onpdor B My3bike . Illopa (3xpaHu3amms TPHIOTHH
Jlk. P. P. Tonkuna). [paxmuxu u unmepnpemayuu, 2017. Ne 2 (4). C. 117-131. DOI 10.23683/2415-8852-2017-4-117-131.

6. Adams D. The Music of The Lord of the Rings Films: a Comprehensive Account of Howard Shore’s Score. Van Nuys,
CA, US : Carpentier, 2010. 401 p.

7. Bernanke J. Howard Shore’s ring cycle: the film score and operatic strategy. Studying the event film: the Lord of the
rings / Edited by H. E. Margolis. Manchester, UK : Manchester University Press, 2008. P. 176—184.

8. Campkin H. The Exposition of Themes in The Fellowship of the Ring: How Howard Shore Uses Leitmotif to
Establish a Narrative. URL: https://www.academia.edu/39731168/The Exposition_of Themes in The Fellowship of the
Ring - How Howard Shore Uses Leitmotif to Establish a Narrative. (mara 3sepuaenns 19.06.2020).

9. Elferen I. Fantasy Music: Epic Soundtracks, Magical Instruments, Musical Metaphysics. Journal for the Fantastic in
the Art. 2013. Ne 24 (2). P. 4-24.

10. Eschenfelder M. J. Musical Narratives: Thematic Combination and Alignment in Fantasy and Superhero Films:
Master’s Thesis / University of Oregon. Eugene, OR, US, 2019. 148 p.

11. Halfyard J. K. Introduction: Finding Fantasy. Fantasy, Cinema, Sound and Music / Edited by J. K. Halfyard. London,
UK : Equinox, 2012. P. 1-15.

12. Marchwica W. M. Musical scenery: Utopia vs. Arcadia in The lord of the rings (dir. Peter Jackson). Musica lagellonica,
2018. Ne 9. P. 127-142.

13. Morgan C. P. Good vs. Evil: The Role of the Soundtrack in Developing a Dichotomy in Harry Potter and the Sorcerer’s
Stone: Master’s Thesis / The University of North Carolina at Greensboro. Greensboro, NC, US, 2011. 139 p.

14. Rone V. Howard Shore’s Music in J. R. R. Tolkien’s Primary and Secondary Worlds. URL: https://www.academia.
edu/34569064/Howard_Shore s Music_in J.R.R. Tolkien s Primary and Secondary Worlds. (mara 3BEPHCHHS
19.06.2020).

15. Rone V. Scoring the Familiar and Unfamiliar in The Lord of the Rings Film. Journal of Music and the moving image,
2018. Ne 11 (2). P. 37-66.

16. Shehan E. Middle-Earth Soundscapes: An exploration of the sonic adaptation of Peter Jackson’s “The Lord of the
Rings” through the lens of Dialogue, Music, Sound, and Silence: Master’s Thesis / Carleton University. Ottawa, Ontario,
CA, 2017. 125 p.

17. Webster J. L. The Music of Harry Potter: Continuity and Change in the First Five Films : Doctor of Philosophy’s
Dissertation / University of Oregon. Eugene, OR, US, 2009. 800 p.

18. Webster J. L. Creating Magic with Music: The Changing Dramatic Relationship between Music and Magic in Harry
Potter Films. Fantasy, Cinema, Sound and Music / Edited by J. K. Halfyard. London, UK : Equinox, 2012. P. 193-217.

19. White D. The Music of Fantasy Film: On the Creation, Evolution and Inhabitation of Musical Worlds: Doctor of
Philosophy’s Thesis / University of Manchester. Manchester, UK, 2018. 274 p.

REFERENCES

1. DerdaN. Stilevye otkrytiya Govarda Shora v kinotrilogii “Vlastelin kolets” [The Howard Shore’s style findings in the
Lord of the Rings’ cinema trilogy]. Muzyka na pochatku tretoho tysiacholittia, 2017. Ne3. P. 1-11. URL: http://musikology.
com.ua/upload-files/vip_3/Derda 3.pdf. (data zvernennia 19.06.2020). [In Russian].

2. Krasnozhon H. S. Osoblyvosti ukrainomovnoho perekladu tvoriv zhanru fentezi (na materiali romanu “Volodar
Persniv” Dzh. R. R. Tolkina) [The Ukrainian translation features of the fantasy works: the Lord of the Rings novel’s case
study]: dyplomna robota / V. N. Karazin. Kharkiv National University. Kharkiv, UA, 2018. 81 p. [In Ukrainian].

3. Rychkov K. N. Muzyka v sovremennom kommercheskom kinematografe SShA: problemy istorii i teorii [The modern
commercial cinema music: the problems of the history and theory]: dys. ... kand. mystetstvoznav. : 17:00:02 / Moscow State
Tchaikovsky Conservatory. Moscow, RU, 2013. 375 p. [In Russian].

4. Cherniavska O. S. Do pytannia klasyfikatsii zhanru fentezi [ The classification of the fantasy genre]. Literaturoznavchi
studii. 2015. Ne 1 (2). P. 323-331. URL http://nbuv.gov.ua/UJRN/Lits 2015 1(2) 38. (data zvernennia 19.06.2020).
[In Ukrainian].

5. Shcherbakova V. Ye. (2017). Zvuchashchee Sredizeme: Temy Elfov v muzyke G. Shora (ekranizatsiya trilogii
Dzh. R. R. Tolkina) [The Middle-Earth sounding: the Elves’ themes in the H. Shore’s music (The J. R. R. Tolkien’s trilogy
adaptation)]. Praktiki i interpretatsii, 2017. Ne 2 (4). P. 117-131. DOI 10.23683/2415-8852-2017-4-117-131 [In Russian].

6. Adams D. The Music of The Lord of the Rings Films: a Comprehensive Account of Howard Shore’s Score. Van Nuys,
CA, US: Carpentier, 2010. 401 p. [In English].

7. Bernanke J. (2008) Howard Shore’s ring cycle: the film score and operatic strategy. Studying the event film: the Lord
of the rings / Edited by H. E. Margolis. Manchester, UK : Manchester University Press, 2008. P. 176—184. [In English].

200 AKTyaApHi THMTaHHA TyMaHiTapHnx Hayk. Bum 31, tom 1, 2020



IToxxapceka A.-O. Mysuka KiHOQiABMiB XKaHPY @EHTE3i B HAYKOBOMY IIOAi AOCAiAXKeHB

..............................................................................................................................................................

8. Campkin H. The Exposition of Themes in The Fellowship of the Ring: How Howard Shore Uses Leitmotif to
Establish a Narrative. URL: https://www.academia.edu/39731168/The Exposition of Themes in The Fellowship of the
Ring - How Howard Shore Uses Leitmotif to Establish a Narrative. (mara 3seprerns 19.06.2020). [In English].

9. Elferen I. Fantasy Music: Epic Soundtracks, Magical Instruments, Musical Metaphysics. Journal for the Fantastic in
the Art, 2013. Ne 24 (2). P. 4-24. [In English].

10. Eschenfelder M. J. Musical Narratives: Thematic Combination and Alignment in Fantasy and Superhero Films:
Master’s Thesis / University of Oregon. Eugene, OR, US, 2019. 148 p. [In English].

11. Halfyard J. K. Introduction: Finding Fantasy. Fantasy, Cinema, Sound and Music / Edited by J. K. Halfyard. London,
UK : Equinox, 2012. P. 1-15 [In English].

12. Marchwica W. M. Musical scenery: Utopia vs. Arcadia in The lord of the rings (dir. Peter Jackson). Musica lagellonica.
2018. Ne 9. P. 127-142 [In English].

13. Morgan C. P. Good vs. Evil: The Role of the Soundtrack in Developing a Dichotomy in Harry Potter and the Sorcerer’s
Stone: Master’s Thesis / The University of North Carolina at Greensboro. Greensboro, NC, US, 2011. 139 p. [In English].

14. Rone V. Howard Shore’s Music in J.R.R. Tolkien’s Primary and Secondary Worlds. URL: https://www.academia.
edu/34569064/Howard_Shore s Music_in J.R.R. Tolkien s Primary and Secondary Worlds. (mara 3Beprenns 19.06.2020).
[In English].

15. Rone V. Scoring the Familiar and Unfamiliar in The Lord of the Rings Film. Journal of Music and the moving image,
2018. Ne 11 (2). P. 37-66. [In English].

16. Shehan E. Middle-Earth Soundscapes: An exploration of the sonic adaptation of Peter Jackson’s “The Lord of the
Rings” through the lens of Dialogue, Music, Sound, and Silence: Master’s Thesis / Carleton University. Ottawa, Ontario,
CA, 2017. 125 p. [In English].

17. Webster J. L. The Music of Harry Potter: Continuity and Change in the First Five Films: Doctor of Philosophy’s
Dissertation / University of Oregon. Eugene, OR, US, 2009. 800 p. [In English].

18. Webster J. L. Creating Magic with Music: The Changing Dramatic Relationship between Music and Magic in Harry
Potter Films. Fantasy, Cinema, Sound and Music / Edited by J. K. Halfyard. London, UK : Equinox, 2012. P. 193-217
[In English].

19. White D. The Music of Fantasy Film: On the Creation, Evolution and Inhabitation of Musical Worlds: Doctor of
Philosophy’s Thesis / University of Manchester. Manchester, UK, 2018. 274 p. [In English].

ISSN 2308-4855 (Print), ISSN 2308-4863 (Online) 201



