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IPUTOPOBB.A.,'!

'Hayuonarvnas axademus u3obpasumervrozo uckyccmea u apxumexmypul, 2. Kues, Vikpauna

OCHOBHbIE TEHAEHLUWUN PA3SBUTUSA KUEBCKOW CTEHONMUCH
N MO3AUKU KOHLA 1960 — CEPEAUHbI 1970-XrO40B

AxHoTanusa

Ileav uccaedosanus: OrpeAeAUTb OCHOBHbIE TEHACHIIUU Pa3BUTUS CTEHOIIHCH M MO3aUKH KOHIJA 1960 — cepeArHBI
1970-x rr. B ropope Kuese.

Memodoaozus uccaedo8anus: Bo BpeMsi HICCAEAOBAHHUSI CTUAUCTHYECKHX HAIIPABAECHHUH, 0O Pa3HO-ITAACTHIECKHUX
Ka4eCTB KHEBCKOH CTEHOIHCH M MO3aHK IPUMEHEH MeTOA HCKYCCTBOBEAYECKOTO aHaAm3a. [T0CKOABKY Ha IpoIjecchl
B MOHYMEHTAABHOM JXUBOIINCH UMEIOT 3aMEeTHOE BAUSIHHE Pa3AHMYHbIE HCTOPUYECKHE COOBITHS U XYAOXKECTBEHHAs
)KU3Hb, YMECTHBIM CTAAO UCIIOAb30BAHUE HCTOPUKO-KYABTYPHOTO M KOHTEKCTYAABHOTO MeTOoAd. AAst 06001 s
U CTPYKTYPHPOBAHHUS H30PaH TeOPeTUKO-aHAAUTHIECKHUIT METOA,.

Pesysvmamuvi: B cTaTbe, Ha OCHOBE QaHAAN3A IIEAOTO PSIAQ KHEBCKHX 3HAKOBBIX 00beKTOB KOHIfa 1960 — cepeanHbI
1970-x IT., a TakKe MPEABIAYIINX HCCAEAOBAHUI, OIpPeAeAeHbl OCHOBHbIE IPHHIIUIBI 0OPa3HO-IAACTHIECKOTO
A3bIKA B CTEHOIIHCH U MO3aKKe TeX BpeMeH. B yacTHOCTH, 9TO 60Aee ray6oKoe TeMaTHIeCKOe pelleHHe, yCAOKHEeHHe
IIBETOBO TaMMBL. DTOMY CIIOCOOCTBOBAAO KAK IlepeHachllleHre paboT 0606mmeHHbIMU GOPMAMH M IIPOCTBIMU
CIOXKETHBIMHU PeIleHHsIMH B IIPEAbIAYIIeil IOAOBUHE AeCSITHAETHSI, TAK H IIOSIBACHHE APYTHX MaTePHAAOB, 0COOEHHO
CMAABTBI B MO3auKe. BMecTe ¢ TeM IIpocAeXeHO U IIPOAOASKEHNE BBIITOAHEHHUS ITPOCTHIX, AOBOABHO II0CPEACTBEHHbIX
paboT, mpuUMeYaTeAbHO TO, YTO 3TO AOBOABHO He3HAUMTEAbHbIE OOBEKTBI, TAABHBIM OOPa3OM C 3MOAEMHBIM
penrerneM. PaccMOTpeHbI ITOMBITKY Pa3BUTHSI KOMITAEKCHBIX MOAEA€TT B3aHMOAEHCTBHSI MOHYMEHTAABHOT'O HCKYCCTBA
1 apxuTeKTyphL [IpocaeskeHa B3aMOCBS3b MeXAY IPUMEHEHEM APYTHX MATePHAAOB U Pa3BUTHEM XYAOXKECTBEHHOTO
SI3BIKA B PA3BUTHU KHEBCKUX MO3AMKAX U CTEHOIHCH. AKI[eHTHPOBAHO BHUMAaHME HA 3HAYUTEABHO OOAee SPKOM
IPOSIBACHUU HHAMBHAYAABHbIX ABTOPCKHX YepPT, YeM B IIepBO moAoBrHe XX B.

Hayunas nosusna: BriepBble KeBCKUe MO3aUKH M CTEHOIIMCH ITepruoAa 1960 — cepearbr 1970-X IT. BHIACASIOTCS U3
KOHTEKCTA O01IIero pa3BUTHS YKPAUHCKOTO MOHYMEHTAABHO )XUBOIIUCH. YTOYHEHbI OCOOEHHOCTH BAMSHHS TEXHHKO-
TeXHOAOTUYECKUX ACTIEKTOB HA XYAOXKECTBEHHBIN SI3bIK MOHYMeHTaAbHOTO HcKyccTBa Kuesa. Taioke OAYYHAO AdAbHeTiIIIEe
Pa3BHUTHE UCCACAOBAHIE OCHOBHbIX HAIIPABACHUIT MOHYMEHTAABHOM SKMBOIIHCH B PACCMATPHUBAEMOM IIEPHOAE.

IIpakmuueckoe npumenenue: pe3yAbTATbI CTATBU MOTYT OBITH IIOA€3HBI AASI DOA€€e IMMPOKUX UCCACAOBAHHI
B 00AaCTH MOHYMEHTAABHOTO MCKycCTBa. MaTepraA MOXKeT OBITh HMCIIOAB30BAH IIPH IOATOTOBKE 00OOIeHHBIX
HCCAEAOBAHHUI 10 UCTOPUH M TEOPHH YKPAMHCKOrO HUCKyccTBa. KpoMe TOro craThsi MOKeT OBITh IOAE3HA AASI
IIOATOTOBKH PAa3HOTO POAQ MATEPUAAOB B 0OAACTH KYABTYPOAOTHH, HICTOPHH 1 APYTUX CMEXKHBIX AUCIIUIIAMHAX.

[PUTOPOB B.A. OCHOBHbIE TEHAEHLUW PA3BUTUA KUEBCKOM CTEHOMMCH M MO3AWKM KOHLIA 1960 — CEPEAWHDI 1970-X F0O[10B
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KaroueBbie cAOBa: MO3anKa, CTEHOIINCh, MOHYMeHTaAbHAsI XXUBOIHCD, KreB, XyA0)KeCTBEeHHBIN SI3bIK, CIOKET.

Aast nuTupoBanus: ['puropos B. A. OcHOBHBIE TEHACHIIN Pa3BUTUS KUEBCKOI CTEHOIMCH U MO3AHKHU KOHIIA
1960 — cepeaunst 1970-x ropos // European Journal of Arts, 2021, Ne3. — C. 3-9.

DOI: https://doi.org/10.29013/EJA-21-3-3-9

B mocaepHMe ropbl MaMATHUKHM MOHYMEHTAABHO-
ro MCKyCCTBa BTOPOM NMOAOBUHBI XX BeKa BbI3BIBAIOT
OOABIIION MHTepeC KaK Y UCCAEAOBATEACH, TAK U CPEAU
IMMPOKO¥ 06imecTBeHHOCTH. Yalie Bcero B COBpeMeH-
HBIX HCCAAOBAHMSAX IepHOA KoHIA 1960 — cepepAnHbI
1970-x IT. paccMaTpUBaeTCst B KOHTEKCTe boAee IMHUPOKO-
ro arama 1960-1980-x rr. OaHaKo, cAeAyeT A0OABUTD, YTO
CYIIECTBYeT IJeAblil PSIA OTAGABHBIX CTaTeH, B KOTOPBIX
HCCAEAOBATEAU AOBOABHO TIOAPOOHO 0OpaIIaioTCs K IIe-
puoay 1960-x IT., BeAb HA9aAO AECSTHAETHSI OTAUYALTCS
CTpPEeMHUTEAbHBIMH MeTaMOP$O3aMH B 0OPa3HO-TIAACTHU-
9eCKOM s3bIKe MOHYMEHTAABHOTO MCKYCCTBA, IIOMCKOM
HOBOM CTHAMCTHKHM M OPMHPOBAHHEM TBOPYECKOTO
IIeHTpPa KHeBCKMX MOHYMeHTaAUCTOB. BmecTe ¢ TeM BTO-
poii moroBuHe 1960 — cepepnne 1970-IT yaeasieTcst Ha-
MHOTO MeHbIlle BHMMaHHs. KoHeuHO B aTOT eprop npo-
I1eCChl TPaHCYOPMALIUU CTAHOBATCS HECKOABKO MeHee
OYeBHAHBIMH, HO 60Aee BbIpasUTeAbHee IPOSIBASETCS aB-
TOpPCKOe CBOeobpasue, a 00IIHe YePTHI XYAOXKECTBEHHOTO
A3bIKA KPUCTAAAMBHPYIOTCS B HECKOABKO HAIPAaBACHHH.

Haunnas c cepepnnnr 1960-X IT., KeBCKHe MOHYMeH-
TAAMCTBI AKTHBHO paboTaioT Kak B Kuese, Tak u 3a ero
npepesami. lomyasipusaruy MOHYMEHTaAbHOM SKHUBO-
ricu B 1960-1970-e IT. coco6cTBOBAAO pa3BUTHE Ipa-
AOCTPOUTEABCTBA, CPEAHU CIIEITHAAMCTOB BEAUCH AUCKYC-
CHM OTHOCHTEABHO 6OA€e MIHPOKOTO U COAPIKATEABHOTO
IpUMeHeHHs TPOU3BEeACHUI HCKYCCTBA B IPOCTPAHCTBE
ropoaa. B To Bpems BHeApeHHe MOHYMEHTAaAMCTUKH IIPO-
BOAMAOCDH M Ha TOCYAQPCTBEHHOM ypoBHe. Tak, B ImocTa-
HOBAeHHH OT 2 anpeast 1969 ropa «O Mepax yAyumeHus
MOHYMEHTAABHOTO U apXHTeKTYPHO-XYAOKECTBEHHOIO
odopmaeHHs TOpOAOB U céa Ykpaurckoro CCP> moxa-
3aTeAbHbIe ITyHKTHI 11 1 15, B KOTOPBIX TOBOPHUTCS O Ha-
CYIIIHOF HEOOXOAMMOCTH MOITYASIPU3AIIMH MOHYMEHTAAD-
HOTO HCKYCCTBa Yyepe3 CPeACTBa MAaCCOBOM HHOpMaIuH,
IPOBeACHHUE BBICTABOK M CEMUHAPOB [ 5, 33-34].

C cepepnHbI 1960-X IT. IPOUCXOASAT ITOIIBITKU KOM-
IIAEKCHOTO pellleHUs MOHYMEHTAABHOTO OpOPMAEHHS
yautr. Jaie Bcero B TaKMX CAyYasiX IIAHHO PACIIOAATAANCD
PSAOM 1 00bEAUHSIAUCH OAHOM TEMOY CO CBSI3aHHBIM CTH-
AMCTHYeCKUM pernreHrneM. TakuM 06pa3oM IIMKA MO3AUK
IIOCAEAOBATEABHO PACKPBIBAACS 3PUTEAIO TI0 Mepe ABH-

JKEHHI IO YAHLIe, 00pa3ys oblriee BlieYaTACHHE eAMHCTBA
npocrpancrsa. B Kuese mo aroMy npuHIuITy Ob1A peasu-
30BaH IeABIi PsiA IPOEKTOB: ABA ITAHHO Ha OyabBape ITo-
6eapt: «Cumponus tpypa> (1967, B. Aamax, E. KoTkos)
u «B samury mupa» (1967, B. ITpsiako, Y. Autosuen-
KO); MO3aM4HBII LKA « TBOPYeCTBO>, TOPILIbI KUABIX AO-
MOB Ha yrAy 6yabBapa M. Aernce unpocrekra OTpapHbI
(1967, B. Kapach, 1. Aoar0HOB, A. AOAOTUH); TIepBbIit
3T KUABIX AOMOB Ha 6yabBape Aecu Yipaunku (1968
1970, A. I'afipamaka, A. MueHko); TPH IIaHHO Ha $a-
capax obmjecTBeHHBIX 3paHMI Ha yA. . Mukoaarayka
(1969, U. T1eposa).

BoAbIMHCTBO M3 BbIIIE IIPHBEACHHBIX MO3AaUK HMe-
eT XapaKTepHyI0 0COOEHHOCTb pas3MellleH s IIAHHO Ha
TOPIIAX 3AQHHI. XOTS OTMETHM, TaKOe pelleHHe CTAAO
HOIYASIPHBIM ellje B Hadare 1960-x ropos. B Torpam-
HHX HCCAAOBAHHAX 9TOT IPUHITUII MOHYMEHTAABHOTO
0pOpPMAEHHUS BBIAGASIIOT KaK «TOPLIU3M >, PaCCMATPU-
Basl €ro KaK OAHO M3 HAaIIPABAGHUH MOHYMEHTAABHOTO
nckyccrsa 1970-x ropos [6, 6]. O6 sTom Taxke numer
u uckyccrsoep I CkasgpeHko: «... pasMeneHus MOHY-
MEHTAABHBIX IIAHHO Ha TOPIAX MHOTO9Ta>KHBIX AOMOB
CTaAO HACTOABKO PACIIPOCTPAHEHHBIM, UTO AQXKe TI03BO-
AMAO TOBOPUTbH O «TOPLU3ME>» B CTEHOMHUCH> |8, 648].
B 0 >xe BpeMs aBTOp KOHCTaTHUPYeT, YTO STOT ITyTh He
AQA TIOAOXKUTEABHBIX Pe3yABTaTOB |8, 648].

B mjeaoM TeMa pacnoAOXKeHMS MO3aMK Ha TOpPIIAX
3AQHUI AOBOABHO CAOXKHAsI M HEOAHO3HauHasl. Beap va-
CTO TpOOAEMa 3aKAIOYAAACH B HETIPOAYMAHHOM IIPOEK-
THPOBAaHMH. DTO OTMEYAAU U HEKOTOPbIE IpeXKHee UC-
caepoBarean. K nmpumepy, ©. Ymannes sameyan: «Cpean
9} $eKTHBIX IPHEMOB CO3AAHHS BBIPA3UTEABHOTO TOPIIA
AOMa Ba’KHasl POAb IIPUHAAASKHUT MOHYMEHTAABHO-AC-
KOPaTUBHOMY UCKYCCTBY>, IIPHU YCAOBHH Y€TKOTO IIO-
HMMAHHUS < ... €T0 POAU B OPTaHH3AIUH OKPY>KAIOIIEro
npocrpancTsa [9,23]. MHTepecHo, 4T0 aBTOp TOBOPHT
O BO3MOXHOCTH HCIIOAB30BAaHMS MOHYMEHTaABHOTO
0pOpMAEHHUS Ha TOPIIAX AASL yCTPaHEHHUS HEAOCTaTKOB
npoexruposanus 9, 23]. OpAHAKO, 3TO IPOTUBOPEYHT
TOTAAIIHEH KOHIENIJY CHHTEe3a HCKYCCTB, BEAb HAACASIET
MOHYMEHTaAbHYIO XMBOIIMCh BTOPOCTENEHHOM (yHKIHU-
e/l ACKOpHPOBaHHUS.

TPUTOPOB B.A. OCHOBHbIE TEHAEHLIMU PA3BUTMA KUEBCKON CTEHOMMCU M MO3AUKM KOHLIA 1960 — CEPEAVHbI 1970-X TOJ10B
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OrcyTcTBHe KOMIIAEKCHOM PabOoThI IO OpraHU3aIfuH
IPOCTPAHCTBA OPOXAAAO MHOTO ITPOOAEM, B YACTHOCTH
HECOOTBETCTBHUE XYAOXKECTBEHHOI'O 3aMbICAA IPAAOCTPOU-
TEAPHOMY ITAaHY. [AaBHBIM 00pa3oM AQABHEFIIIIAsI 3aCTPOIL-
Ka He yYHTHIBAAA KOHIIETIIIUIO XYAOKECTBEHHOTO PelIeHuS.
IToxazaTeAbHBIMH B 9TOM CAydae SBASIOTCS MO3aMKHU Ha
npocrexre ITobepbl. AocTpoeHHsBIe TIepea HUMU COOPY-
JKEeHMs TOPrOBOTO Ha3HAYEHHUS CACAAAHN HEBO3MOXKHBIM
IIEAOCTHOE BOCIPHUSTHE U BCAGACTBHU CTAAU TIPHYUHOMN
3aMopaxuBaHus npoexra [2, 84-85]. s mecrn 3apy-
MaHHBIX MO3aHK OBIAO HAaYaTO TOABKO ABe: «CrMpoHus
Tpyaa> (1967, B. Aamax, E. KoTkoB) u «B samury mupa»
(1967, B. TTpsiako, Y. AuToByeHKo).

Bo Bropoit mososuHe 1960 — cepepnre 1970-x IT. Ha
TOPIIAX KUEBCKHX 3AAHUIT M300PKAAH M AOBOABHO TPH-
BHAABHBIE MAM CAy4aiiHble MaHHO. I I[puMmepom kpatiHero
YIPOIeH s OBIA IIUKA TIAHHO HA TOPIAX XKUABIX AOMOB
BAOAB OyabBapa Apysx6s1 Hapopos. Mosanku He coxpa-
HHAKCDH, OAHAKO U3 CTapbIX ¢OTO BUAHO YIIPOIEHHYIO
KOMITO3UIIMOHHYIO CXeMY, HATOMUHAIONIYIO TTAAKAThI AU
AOBYHTH C U300 pakeHHeM COBETCKHIX 0OPa30B-CHUMBOAOB.

C cepepunn! 1960-X IT. XyAOXKHHKH-MOHYMEHTAAH-
CTBI pabOTAOT HEOOABUINMU TBOPYECKUMU KOAAEKTH-
BaMH, ITPeUMYIecTBeHHO 1o ABoe. IIpocaexxuBaercs
TEHAEHIIHS K HHAUBUAYAaABHOMY aBTOPCKOMY pelleHHIO
MOHYMEHTAABHBIX Pa0OT.

B xonrte 1960-x IT. HAYMHAET pabOTaTh TBOPYECKHI
taHAeM XYAOXKHHKOB I 3ybuenxo u I. ITpumepsko. Op-
HOM U3 IepBbIX PaboOT CTaAa MO3aMKa <«/\BIDKEHHE>
(1969) na dacape cnoprrommaekca. Tema criopra, B 0T-
AWYHE OT IPEABIAYIIUX 00pasIjoB MOHYMEHTAABHOTO
0POpPMACHHMS, BBIPAXKAETCS AMHAMUYHON PUTMHUKOMN
U OOIMM HACTPOEHHEM B IIAHHO. B TeueHue mepBoi
1OAOBHHBI 1970-X IT. XyAOXKHHUKHU CO3AQIOT LIEABIH PSIA
HU3BeCTHBIX KMEeBCKUX 00BeKTOB: Mo3anka «Ilobepaa>
B HanmonaabHoM uncruryte paka (1970-1971); Mosa-
HKH B 9KCTepbepe kopmyca N° 6 1 B MHTepbepe BeCTH-
610As1 raaBHOTO KOpryca Mucruryra kubepueruxu HAH
Yrpaunst (1975); «KysHenpt coBpemenHOCTU > HA da-
cape IpoxoAHOM B MIHCTUTYT aTOMHBIX MCCAGAOBaHHUM
HAH Yxpaunst (1974 1.). Bo Bcex pa6orax I 3y6uenxo
u I IIpumeAbKo IpOCAKHMBAETCs AaBTOPCKUH MOYepK,
KOTOPBIi BHIPA)KAeTCsl B COYETAHUAX AKTUBHBIX I1BETO-
BBIX KOHTPACTOB M IIOCTPOEH Ha ITAACTHKE 3aKPYTACHHbIX
$opm 1 pe3kux ocTphIX puTMOB. OTMETHM, 4TO y3HaBae-
MBI XyAOXKeCTBEHHbIN SI3BIK KHEBCKHUX ITaHHO . 3y6uen-
ko u I. TIpumeapko popmupoBaacs emre Bo Bpems pabo-
o1 Ha Aonbacce c A. Topcxoit, I. Cunurest, B. 3aperxum,
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b. ITaakcuem, H. Ceetanunoit, I Mapuenko. Onmpasich
Ha BocriomMuHaHus I 3y64ueHKo, orryOANKOBAHHBIE HCKYC-
crBoBepAOM /. OTHeBOI1, BbIAeAsIETCSI 0cOb0e 3HAUeHHe
I. Cunnupt [4]. O nesaypsaHocTH Bansuus . CuHuipl
HAa XyAO>KeCTBEHHDIH S3bIK KOAAEKTHBA YKa3bIBaeT U HC-
caepOBaTeAb TBOpUecTBa XypokHHKa H. Kyxoas [3].

Ha py6esxxe 1960-1970-x rT. mposiBAsieTCSI HHTepec
K ucTopudeckuM MoTuBaM. CBoeoOpasHOe peleHHe
MMeroT Mo3anku «CraBponurus. AbBOBCKOe OPaTCTBO
XV-XVII 8B.>» u «Kuesckas akapemuss> M. CroposxxeHko
B uHTepbepe MucruryTa Teoperndeckont ¢pusuxku HAH
Yipaunst (1969-1972). ABTOp yAQYHO HHTerpupyeT
B COBpeMEHHO€e IIPOCTPAHCTBO OOPa3bl BBIAAIOIIMXCS
AesTeAel, BBIITOAHEHHbIX B XapaKTepPHON A€KOPAaTHBHOMN
HHTEpPIIPeTaluH CTHAMCTHKH CPeAHEBEKOBOTO HCKYCCTBA.

Morussr Kuesckoit Pycu taxcke ycrenmso Boraoma-
IOTCSI B KHEBCKOM MO3AMYHOM ITAHHO BBIAAIONIErOCs XY-
AoxHHUKa-MoHyMeHTaAnCTa [T Aosxenko «Kui, Ifex, Xo-
puB u Abi6eab> (1971) Ha pacase KykoabHoro Tearpa Ha
AeBoM bepery (6pBumit kuHOTeaTp «PoBecHuK> ). 3pech
CAeAyeT OTMETHTb IIPHMeHeHHe MUPOKOH MAAUTPHI IjBe-
TOB, UT'PbI MOAYASI KAQAKH, CAOKHBIX IIB€TOBBIX COUETaHHI.

Ba)xHo 0cTaHOBUTDHCS HA MaTepUAAAX U TEXHUKAX HC-
TIIOAHEHHUS], BEAb 9TH ACTIEKThI IMEIOT IPSIMYIO CBSI3b € 06-
Pa3HO-IIAACTHYECKHM SI3bIKOM. Tak, B KoHIje 1960-X IT. 110-
IyAsSpHAs B Ha4aAe ACATUAETHUS KepaMUJyecKas MAMTKA
ycTynaeT cMaabre. [109TOMY y XyAOKHHKOB IOSBASCTCS
ITMpPOKas IIBETOBas IAAUTPA, 3 BO3MOKHOCTb KOAOThb
CMaABTY Ha 60Aee MEAKHIT MOAYAb CIIOCOOCTBOBaAA 00-
Aee CAOKHOMY MOACAUPOBAHUIO GOPMBL AOCTHYD 3TO-
IO C IIOMOIIbI0 KePAMUYECKOM IAUTKH OBIAO 3HAYUTEAD-
HO cAOXHee. Bmecte ¢ TeM, B koHIle 1960 — cepeante
1970-X IT. MPOAOAYKAAOCH COYETAaHHME PA3AUYHBIX TEXHHUK
M MaTepPHUaAOB B OAHOM IaHHO. [Ipuobperaer momyasip-
HOCTb TaK Ha3blBaeMbIll Mo3auyHbIi peabed. Ho ecan
Ha TepPUTOPUH YKPaHHBI OH AKTHBHO IIPUMEHSACS YoKe
B Hayaae 1970-xIT., To 3HaKOBbIe paboTsl B Kuese ¢ sipko
BBIPJKEHHBIMU 06beMaM peAbeda MOSBASIIOTCSE HECKOAD-
KO IO3Xe — B KoHIle 1970-X rop0B.

C cepepnnnpr 1960-x rr. CTaAo IOHATHO, YTO ITyTh
0dOpMAEHHS COOPY>KEHHI IMPOCTBIMU MO COAEPIKAHHIO
paboTamu He CO3AAET BHIPA3UTEABHBIN 00pa3 ropopa. ITo
IIOOYAHAO K KPHTHYECKOMY B3TASIAY U ITOFCKY CAOYKHBIX 00-
PAa3HBIX pelleH i U B3aMMOAHCTBHS C apXuTeKTypoit. Tor-
AQIIIHSIS MCKYCCTBOBEAYECKAst KPHTHKA BBIACASIET IIPObAEMy
OTCYTCTBUSI BHy TPEHHE YeAOBEUECKHX YyBCTB M OTOOpake-
HIS AyXOBHOTO MHpa yeaoBeka. Kak ormedaer A. Pepenko:
«... 06pa3 yeroBeKa craa poedpunutHBIM> |7, 123].

[PUTOPOB B.A. OCHOBHbIE TEHAEHLUW PA3BUTUA KUEBCKOM CTEHOMMCH M MO3AWKM KOHLIA 1960 — CEPEAWHDI 1970-X F0O[10B
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B monymenTaspHOM x)xuBonucu Kuepa mpoaoaxaert-
Cs1 TEHACHIIUS K IIEPEO0CMbICACHHIO HAPOAHOTO HCKYCCTBA
U A€KOPATUBHOrO HarpaBAeHMs. VHTepecHbIM B 9TOM
IAQHe sIBAsIeTCs KOMIIAeKCHOoe odopMaeHHe A. Iaiiaa-
Mako#t 1 A. Mumenko B 1971 ropy pecropana «Ay6-
K1>. IAQBHBIM MOTHBOM AAs1 apxuTeKTOpoB B. Jomnkaao,
B. I'peunna, B. Koaomuiiria cTaHOBHUTCS HHTEPIIPETAIIH
TPAAUIIMOHHOTO AepeBsIHHOro 30adecTBa. OpopmaeHHe
HHTEPbePOB BbIITOAHEHO C IPHMeHEeHHeM Pa3AUYHbIX TeX-
HYK: TeMIIePHAsl POCIIHCH (BeCTHOM0AD ), maMoT (MaAbIit
3aA), pocruch Ha TKanu (6aHkeTHBI 324). ITposBaeHms
TPAAULMOHHOM YKPAauHCKON OpHAMEeHTHKH IIPUCYTCTBY-
0T U B APYTOM paboTe XyAOXKHHKOB, MO3AHYHOM I[HKAE
Ha 6yabBape Aecu Yxpaunku (1968-1970).

Iuxa mosauku M. IlepoBoit Ha pacapax obimecTBeH-
HOTO HazHaveHus Ha yaute M. Muxoaaitayka (1969)
XOTs M IMeeT B CBOeH OCHOBE IPOCTYIO TeMY, HO BBbI-
A@ASIeTCS BBIPa3UTEAbHBIM A€KOPATHUBHBIM 3By4aHHEM
U TPAaKTOBKOM 9A€MeHTOB.

CpeAu ApyTHX MOXKHO BBIAEAUTD POCITHCH PeCTOpa-
Ha «Kypenu» (1969). Co3paHHBI HEIOCPEACTBEHHO
HapoAHBIM MacTepoM E. MupoHoBo# BMecTe CO CBOUM
myxeM A. SIBopckum. B paboTe jeHTpasbHOI cTaAa TeMa
YKPaMHCKUX HapOAHBIX ITeceH. B ocHOBY pocnmcu moao-
JKeH TPAAUIIMOHHBIN TPUEM AASL YKPAUHCKUX AOMOB — Ae-
KOPaTHBHOE H300paskeHre Ha GpOHe ITI0OEACHHO CTEHBL.

HckyccTBOBeAbI BHIACASIIOT BaXKHbIHM XapaKTepHBIN
acrekT AAS 1970-x IT., a IMEHHO <«CTaHKOBHU3AITHIO>»
MOHyYMeHTaAbHOTO nckyccTBa. Kak mumer I Cxaspen-
KO: «3aMeTHasl CTAHKOBHU3AllUs IPUBOAMAA K MHAUBH-
AYaAM3AITMU M SMOITHOHAABHOCTH €T0 XyAOXKeCTBEHHO-
T 53bIKa, K MHTEPECY K Pa3AUYHbIM TEXHHKAM POCIIHCH,
KOTOpbIE TPeAOCTABASIAU BOSMOXKHOCTb AASI GOAee Herto-
CPeACTBEHHOTI'O aBTOPCKOTO BICKa3bIBaHUs> |8, 657].
B ompepeAeHHO# CTeleHH TAaKOMy IIPOIIECCY CIIOCO6-
CTBOBAAO PacIPOCTPAHEHUE TEXHUKHU TeMIIepHO XKUBO-
IIMCH C BO3MOXXHOCTBIO 60A€e TOHKHX IIBETHBIX I'PaAd-
ITMH, ACTAAUBAIIMHI U CAOXKHOMY MOAEAUPOBAHUIO GOPMBDL

Kpome Toro, B uHTEpbepax TOro BpeMeHU IpOCMa-
TPUBAETCS TATOTEHHE K KAMEPHOCTH M AUPUYHOCTH, OA-
HHM H3 IIePBBIX TAaKUX MpUMepoB, o MHeHuio [. Cxas-
peHko, sBasercss pocnuch B.IlacuBenko «Becna>»
(1973) B AoMe HOBOpOXAeHHBIX [8, 657]. CTenonuch
IIOCTPOEHA Ha CAOXKHOM CIIA€T€HHHU CBETABIX M TEMHBIX
CHAYSTOB, 2 HACBIIIEHHE ACTAASIMH ITO3BOASIET BOCIIPH-
HIMATh POCIUCH C HeOOABIION AucTaHnuu. B pabore
«BecHa>» XyAOKHHUK pacKpbIBaeT TeMy AETCTBa yepe3
COOCTBEHHYIO IPU3MY MUPOBO33PEHHSL.
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Co3paHKe MOHYMEHTaAbHbIX ITAHHO, OPUEHTHPOBAH-
HBIX Ha peOeHKa OBIA0 AOBOABHO HOITYASPHBIM AASL 1970-x
ropoB. JacTo KieBCKHe XYAOKHHKH BRIOMPAAY HEUTPAAD-
Hble CIOKeThI CKa3ok. Hanpumep, HeopArHapHOCTHIO pe-
meHus BbiaeaseTcs: creHonuch I. Kopusa «Cxkasounsrit
Mup> U «KpacHbre cAeAOnIBITBI»> B AeTCKOM OHOANOTEKE
Ha Bopmaroske (1976). Komnosuuus nMeeT CAOKHYIO
CTPYKTYPY, COCTOSIIYIO U3 MHOXKeCTBA HEOOABIIIHX CKa-
30YHBIX CIOXKETOB, KOTOPbIE BIIAETAIOTCS B CBOEOOpas-
HOe AeKOpaTHUBHOe Kpy>keBo. HamoAneHs! pasamdnbpIMu
ACTAASIMH U CTeHOIMCHU XyAOKHUIbI H. AeHucosoit aas
HHTepbepa U3AaTeAbCTBa «Papyra.

Hap temoit ckasok paboraa u E. Katkos B AByx Mo-
3aM4HBIX MAaHHO «CKa3ku Mops>» U «(CKa304yHBIN AeC>
(1973) aas PecrrybAMKaHCKOTO AOMa MOAEAEI TPUKO-
TaKHbIX nspeanit «Kpemaruk> [2, 90].

CrouT 0TAGABHO YIIOMSHYTb CO3AAHHUS MO3AUYHbBIX
9MOAEM-CUMBOAOB AASI PA3AMYHBIX YUPEXKACHUH, XOTs
pacnpocTpaHeHye TaKoro NMpHMeHeHHs MO3auKH Hava-
Aoch eme B Hadaae 1960-x ropos. Hanpumep, rakonmy-
Hast mo3anka M. Aurosuenko, E. Korkosa u B. Aamaxa
«CoaHIle, )XU3Hb, XAOPOPHUAA> AASI MIHCTHTYTA du3HO-
asoruu pacrenusi HAH Yxpaunsl. B aTom konTekcre
MO>KHO BBIAEAUTD MO3auKy «Ilaaxra» past MHcTHTyTQ
teopernaeckoit pusnkun HAH Yipaunst (M. Mapuyx,
1969-1972). ITaHHO HMMeeT He TOABKO MHTEPECHOe
popMasbHOE XYAOXKECTBEHHOE PellleHUe, HO 1 TAYOOKHIt
cmbIcA. Tak, B «CBoAe MAMATHUKOB HCTOPHH U KYABTYPBI
YKpauHbI>» YKa3aHO: < ... KOMIIO3HIIUS BOCIIPOH3BOAHT
MOTHBBI HAPOAHOTO HCKYCCTBA, HeCylue B cebe CUMBO-
AMYeCKHe 0TOOpaskeHHUs CTPYKTypbl BceaenHoit. Mosau-
Ka BOCITPHHUMAETCS KaK sIpKasi 9MOAeMa HHCTUTYTA ... »
[1,412]. B ro sxe Bpems Ha reppuropun Kuesa Hemaao
U APYTHX MeHee YAQYHBIX, HHOTAQ M BOBCE MeXaHHJe-
CKHU BBIIIOAHEHHBIX PaboT (3aBOA 2A€KTPOTpaHCIOpTa
1976 r.; MaprapuHOBbIii 3aB0p, 1970-€ u pApyrHe).

B 1970-x rr. cospaeT cBOM 9KCIepHMEHTAAbHbIE
mosanku xyAoxkHUK O. Tersrnaa (Opuryass), a uMeH-
HO «YKpanHa MOAOAASI> Ha (acape TOProBOro LieHTpa
(1974, Aapuunkom 6yabBape, 23 ), « CTEKAOAYBBI» B Be-
CTHOI0AE 3aBOAQ XYAOXKECTBEHHOTO CTEKAQ (1974) , dacap
y4e6HOro Koprryca N 18 KueBckoro moAuTeXHHIeCKOro
uncrutyra (1976).

BriBoabl. KueBckass MOHyMeHTaAbHAS KUBOIIKCDH
koHIa 1960 — cepeannnl 1970-X IT. HAXOAHAACH B dase
cBoero akTuBHOTO pa3sutus. Ha pybexe pecsTuaernit
XYAOXKHHUKH BCe 4Yalje CTPeMATCs MepeAaTh MHAUBH-
AYaABHBIN XyAO>KeCTBeHHBIN rnmodyepk. B Kuese cospa-

TPUTOPOB B.A. OCHOBHbIE TEHAEHLIMU PA3BUTMA KUEBCKON CTEHOMMCU M MO3AUKM KOHLIA 1960 — CEPEAVHbI 1970-X TOJ10B
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10T cBou Ayumre maHHO I. 3ybuenxo u I ITpumeanko,
A.Taitpamaka u A. Mumenko, B. ITacusenko, I. Kopesb,
®. TeTsHUY ¥ MHOTHE APyTHe M3BECTHbIe AMYHOCTH.
ITocae AOMHHUPOBaHHS YCAOBHO-TIAOCKOCTHOI'O XyAO-
JKEeCTBEHHOTO A3bIKa BHAYaA€ BeKa CTEHOIIUCH U MO3aH-
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KPUCTAAAMBHPYIOTCS OCHOBHbIE TE€YEeHHUsS MOHYMEH-
TaAbHOM >kuBonHcH. [losgBasieTcsa mupoxas nBeToBast
MMAAUTPa, 0ObeMHOEe MOAGAUPOBAHHe, TAyOKe U COAep-
XKaTeAbHee CTAaHOBATCS TeMaTHieckue pemeHus. B un-
Tepbepax MPeATIOYTeHUE OTAACTCS CTEHOIIHCH, OLyIIa-
eTCsl TAra K KAMepHOCTH.
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THE MAIN TRENDS OF THE DEVELOPMENT OF KYIV MURALS
AND MOSAICS IN THE LATE 1960S - MID-1970S

Abstract

The paper is dedicated to the development of a figurative-plastic language of Kyiv monumental painting in the
late 1960's — mid-1970ss. The main tendencies are analyzed on examples of the most outstanding works. There are

characteristic signs of the times, especially complications of compositional and colours solutions. Changes occurring
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in technical and technological aspects are considered, thus smalt is gaining popularity and in interiors, tempera paint-
ing is more and more often applied.

The goal of the research: To determine the main tendencies of the development of murals and mosaics of the
late 1960 s — mid-1970’s in Kyiv.

Methodology: During the study of stylistic directions of the figurative-plastic qualities of Kyiv murals and mosaics,
the method of art historical analysis was applied. Since the processes in monumental art are noticeably influenced
by various historical events and artistic life in general, the historical-cultural and contextual methods have become
relevant. For generalization and structuring, the theoretical-analytical method has been chosen.

Results: The main principles of the figurative-plastic language in frescoes and mosaics of that time has been defined in
the article, based on analysis of a number of Kyivlandmarks in the late 1960 s —mid-1970s. In particular, thisis a deeper
thematic solution, increased complexity of the colour scheme, that were contributed by the oversaturation of works with
generalized forms and simple plot solutions in the previous half of the decade and also the emergence of other materi-
als, including smalt in the mosaic. At the same time, the continuation of simple, rather mediocre works was revealed,
it is noticeable that these were chiefly insignificant objects, mainly with an emblematic solution. Attempts to develop
complex models of the interaction of monumental art and architecture were considered. The interconnection between
the use of other materials and the development of artistic language in Kyiv mosaics and murals is traced. Emphasis is
placed on a much brighter manifestation of individual author’s features than in the first half of the twentieth century.

The scientific novelty of the research: For the first time, Kyiv mosaics and murals from the 1960s to the mid-1970's
stand out from the general development of Ukrainian monumental painting. Peculiarities of the influence of technical
and technological aspects on the artistic language of Kyiv mosaics and frescoes were clarified. The study of the main
directions of monumental art in the specified period was further developed.

Practical use: the article results may be beneficial for broader research in the field of monumental art. Materials
can be used in the preparation of generalizing research on the history and theory of Ukrainian art. In addition, the
article can be helpful for the preparation of various materials in the field of culturology, history and other related
disciplines.

Keywords: mosaics, murals, monumental painting, Kyiv, artistic language, plot.
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OCHOBHI TEHAEHL|IT PO3BUTKY KUIBCbKOIO CTIHOMUCY
TA MO3AIKU KIHLS 1960 —- CEPEAVUHU 1970-X POKIB

AnoTamis

CrarTst posrasipae crienudiky CIOXXEeTHOTO, 0Opa3HO-IIAACTUYHOIO BHPILIeHHS KUIBCPKUX MO3aiK Ta CTiHOMHCIB
y inni 1960 — cepeauni 1970-x poxis. HaBoAsATbCsI HafibiABII TTOKA30Bi MPUKAAAK MOHYMEHTAABHOTO SKHBOIIUCY
BHOPaHOTO IepioAy.

Mema docaidernns: BUSHAYUTH OCHOBHI TEHAEHIIII pO3BUTKY CTIHOMMCY Ta Mo3aiku KiHIst 1960 — cepeantu
1970-x pp. y micri Kuesi.

TPUTOPOB B.0. OCHOBHI TEHAEHLIT PO3BUTKY KUIBCbKOrO CTIHOMMCY TA MO3ATKU KIHLIA 1960 — CEPEZIUHI 1970-X POKIB
8



Section 1. Visual, decorrative and applied arts 8 PREMIER European Journal of Arts 3 (2021)

Publishing

ISSN 2310-5666

Memodoaozis: mmip 9ac AOCAIAYKEHHS CTUAICTUYHUX HamnpsMiB, 06p33H0-1'IAaCTI/I‘-IHI/IX SIKOCTel KMIBChKHUX CTIHOIIHCIB
Ta MO3aiK 32CTOCOBAHO METOA MHUCTEIITBO3HABYOT'O aHaAi3y. OCKiAbKH Ha ITPOIeCH B MOHYMEHTAAICTHI]i MAIOTD TOMITHHI
BITAMB Pi3Hi iCTOPHYHI IOAIL Ta XYAOXKHE XKHUTTS B IIIAOMY, AOPEYHUM CTAAO BUKOPHCTAHHS iCTOPUKO-KYABTYPHOIO Ta
KOHTEKCTYaABHOTO METOAY. AASI y3araAbHEHH Ta CTPYKTYPyBaHHS 0OpaHO TeOPeTHKO-aHAAITHIHUI METOA,.

Pesysvmamu 00cAidsxcenns: y CTaTTi, HA OCHOBI AHAAI3Y I1IAOI HU3KM KHIBCHKUX 3HAKOBHX 00 €KTiB KiHIs1 1960 —
cepeann 1970-x pp., a TaKOX MOIIEPEAHIX AOCAIAYKEeHD, BUBHAYEHO OCHOBHI IIPHHIIUIN TOAIIIHBOI 0OpasHO-TIAAC-
THYHOI MOBH y CTiHOITHCI Ta MO3aiIli. 30KpeMa Iie TAHOIIe TeMaTHIHe PillleHHs, yCKAAAHEHHSI KOAbOPOBOI FaMH, YOMY
CIIPHUSIAO SIK IIEpeHACHYeHHsI POOIT y3araApHeHUMH $OPMAMU Ta IIPOCTHMH CIOXKETHUMU BUPILIEHHSIMU y IIOTIEPEAHIT
ITIOAOBHUHI A@CSITHAITTS, TaK i I105IBa iHIIMX MaTepiaAiB, 30KpeMa CMaAbTH y MO3ailli. Pa3oM 3 TUM BUABAECHO 1 IIPOAOB-
>KE€HHS BUKOHAHHS IIPOCTUX, AOBOAL IIOCEPEAHIX po6iT, IIPUKMETHUM € Te, IO Ije AOBOAI He3HAYHI 06’€KTH, TOAOBHUM
YHHOM 3 eMOAeMHUM BHpimeHHM. PO3rasHYyTO ClIpo6U pO3BUTKY KOMIIAEKCHUX MOAEAEH B3AEMOAIl MOHYMEHTAABHOTO
MUCTeLTBA 1 apxiTeKTypu. IIpocTekeHO B3a€MO3B 130K MXX 3aCTOCYBaHHS iHIIMX MaTepPiaAiB Ta PO3BHTKOM XyAOXK-
HbOI MOBH y KHMIBCbKHX MO3aiKaX Ta CTiHOIHMCaX. AKIIeHTOBAHO yBary Ha 3HAYHO SICKPABilllOMY IIPOsIBi iHAMBIAyaABHHX
aBTOPCBKHX PUC, HDK Y IepItii moaoBuHi XX CT.

Hayxoea noséu3na: Briepie KuiBCbKi MO3aiku Ta cTiHonucu nepioay 1960 — cepepnru 1970-x pp. BUAIASTIOTBCS i3
3araAbHOTO PO3BUTKY YKPAIHCHKOTO MOHYMEHTAABHOI'O SKHBOIIHMCY. YTOYHEHO OCOOAUBOCTI BIIAUBY TeXHIKO-TEXHO-
AOTIYHUX ACIIEKTiB Ha XYAOXHIO MOBY KHiBChKHX MO3aik Ta cTiHOmHCiB. HaOyA0 MOAQABIIIOrO PO3BUTKY AOCAIAXKEHHS
TOAOBHUX HaIIPsIMiB MOHYMEHTAAICTUKY O3HAYEHOIO IIEPiOAY.

IIpaxmuune 3acmocyeans: pe3yAbTaTU CTATTi MOKYTD CTATH Y HATOAI AASI IIHPIINX AOCAIAXKEHD B 00AACTi MOHY-
MEHTAABHOTO MHCTelTBa. Marepiaa MO>ke Oy TH BUKOPHCTAHUI IIPH IIATOTOBIII y3araAbHIOIOUHMX AOCAIAXKEHb 3 icTOpil
Ta TeOopii yKpaiHChKOro MucTerTBa. KpimM TOro CTaTTs: KOPHCHA AASI IIATOTOBKH Pi3HOTO POAY MarepiaaiB B obaacTi
KYABTYPOAOTil, icTOpii Ta iHIIMX CYMIXKHUX AMCLIAIIAIHAX.

KarouoBi cAoBa: M0O3aika, CTIHOIIHC, MOHYMEHTAAbHHI )XUBOIHC, KHiB, XyAOXKHS MOBa, CIOXKET.
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V.E.PITENINA, '
0.A.LAGUTENKO, '
! National Academy of Visual Arts and Architecture, Kyiv, Ukraine

THE FAIRY TALE AND THE REALITY IN UKRAINIAN
CHILDREN’S BOOKS OF THE FIRST SOVIET DECADE

Abstract. The article aims at describing the features of children’s fairy tale illustration in Ukraine in the 1920s
and early 1930s. During this period, the fairy tale, which constituted the genre basis of children’s literature, was
rethought and soon came under a ban. The mid-1920's saw the formation of new principles, aims and objectives for
children’s books and, consequently, their design. The aesthetics of Art Nouveau and World of Art were replaced by
the romanticism of building a new society. In Ukrainian children’s books, this was reflected in the works of artists
B. Ermolenko, B. Kryukov, I. Nizhnik, E. Rachev, and in the creation of images of new professions, phenomena, and
ideals. Artistic principles of constructivism, clearly manifested in the magazine and book graphics in Ukraine, were
transformed for the creation of children’s book illustrations.

At the same time, in some publications, contrary to the official doctrine, the aesthetics of a bygone era manifested
itself with a new force, though on an unusual material. This was seen in close to modernist illustrations of “October
Fairy Tale” by O. Sudomora, in boychukist forms of graphics by S. Kononchuk, in anthropomorphic animalism by
P. Lapin, animalistics by V. Averin. The period of struggle for and against the fairy tale was short-lived; it was “reha-

bilitated” in the early 1930s.

Considering book illustration in the context of socio-political rethinking of fairy tale, allows us to take a new look

at the creative experiments of 1920 s in Ukraine.

Keywords: Children’s book, illustration, B. Ermolenko, P. Lapin, S. Kononchuk, O. Sudomora, book graphics.

For citation : V. E. Pitenina, O. A. Lagutenko. The fairy tale and the reality in Ukrainian children’s books of the
first soviet decade // European Journal of Arts, 2021, N3. — P. 10-14. DOI: https://doi.org/10.29013/EJA-21-

3-10-14

Introduction

The domain of children’s literature in Ukraine in the
pre-revolutionary period was a patchwork of trends and
schools. Among them were cheap pocketbooks, large-
sized illustrated coloured books, inspired by the World
of Ar” and European Art Nouveau heritage, futuristic
experiments of the Kultur Lige graphic artists. Orna-
mental books decorated with patterns and vignettes,
with ornamental lettering and illustrations, which were
based on the traditions of a bygone era, were highly
esteemed. Literary range of pre-revolutionary children’s
books was based on translations of children’s classics,
folk tales, works for children by I. Franko, L. Hlibov.
The favourite, most published authors, whose books
are found in the collections of virtually all publishing
houses, were E. de Amicis, J. Verne, H. C. Andersen,

books was provided by the efforts of numerous small
private publishers who had an individual view of the
needs of children and the market. In many ways due to
this, fairly stable publisher-artist alliances were formed
between 1914 and 1918. For instance, O. Sudomora
mostly co-operated with “Chas” and “Dzvin”, M. Zhuk
with “Vernigora”, I. Padalka with “Krynitsa”.

During the period of 1918-1919 educational lit-
erature was of particular demand, and in this area the
main literary and artistic forces were concentrated. Such
masters of book illustration as H. Narbut, V. Krychevsky,
M. Zhuk, O. Sudomora, M. Boychuk, I. Buryachok were
involved in the process of textbook design.

Main body
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In the early 1920s, the controversy over the content
and design of children’s books escalated. The main issue
with children’s book was its unrealistic, fantastical con-
tent. There was an active attack on fairy tale literature and,
as a result, a purge of editorial portfolios. A prominent
stage of this struggle unfolded around K. Chukovsky’s
Crocodile, about which M. Petrovsky writes in detail
[7]. One of the ideologists of the persecution of the fairy
tale was N. Krupskaya, whose role is described in detail
by M. Balina [1] and S. Maslinskaya [6]. “Krupskaya,
who was head of the State Academic Council Commis-
sion on Children’s Books in 1928, accused Chukovsky
of spreading “bourgeois nonsense” among children.
Krupskaya’s articles were followed by scathing articles
by K. T. Sverdlova, D. Kalm and E.L. Flerina, directed
not only against Chukovshchina but also against fairy
tales as a genre acceptable to the Soviet child” [1; 7].
Although, as M. Balina notes, as early as 1918, the leaders
of the proletarian culture were already against including
folktales in the children’s reading list on the grounds that
these tales “glorified kings and princes, corrected chil-
dren’s consciousness and developed a sick imagination,
kulak attitudes, and advocated bourgeois ideals” [1; 7].

Soon the searing controversy over children’s books
that had been going on in Petersburg and Moscow was
echoed in Kyiv and Kharkiv. In 1923 E. Yanovskaya’s
article about class objectives of children’s fairy tale was
published in Kharkiv, outlining the directions of chil-
dren’s literature development. “We do not need a fairy
tale, which plunges us into a world of nonexistent, fan-
tastic — we need a real world with the disclosure of real
forces and social relations. Children’s literature of our
time must reflect the ideals of the struggling class lead-
ing humanity to the transformation of all life” [ 10; 85].

Problematics of children’s books and their illustration
was developed in Ukraine as part of the methodological in-
novations of the Cabinet of Studies of Children’s Creativity
of Bulletin of the Ukrainian Academy of Sciences, as de-
scribed by L. Hodak [9]. The focus of attention of F. Schmit
and B. Butnik-Siversky was the development of the concept
of children’s book illustration for different age groups using
the techniques of children’s drawing. This concept was ex-
pressed in a series of reports and the program text by B. But-
nik-Siversky, “Principles of Children’s Book Illustration”
[3]. In the late 1920s and early 1920s it was consistently
implemented in books illustrated by the innovative artists
E.Rachevand B. Kryukov at the publishing house Kultura.
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As theliterary genre of the fairy tale was ousted, chil-
dren’s books were filled with the realities of new times:
stories about new objects, phenomena, and forms. II-
lustrations by B. Ermolenko to “Special Clothes” (Kyiv,
1930), “Chair, Chair and Stool” (Kyiv, 1930); B. Kryu-
kov to “Bus No. 6” (Kyiv, 1928), “The Railway” (Kyiv,
1928), “Firemen” (Kyiv, 1929), “Potters” (Kyiv, 1930);
L. Gamburger’s “Radio-Newspaper to the Children of
the World” (Kharkiv, 1928), and B. Nizhnik’s “Our En-
emies” (Kyiv, 1931), showed children the aesthetics of
building communism in forms inspired by constructiv-
ism. They also told tales of the new world, in which the
role of heroes was played by construction workers and
firemen, tram drivers and policemen.

Yet it cannot be said that fairy tale and fantasy disap-
pear from children’s books completely. Books were also
published whose illustrators looked for a fairy tale way
of dealing with changed realities.

In 1922 “The War of Mushrooms and Bugs” [4], one
of the most stylistically sustained and illustrated books
of the 1910s, was republished. The animated mushrooms
with bright expressive characters, which are one of the
main characters in this book, are an embodiment of the
fairy tale and fantasy spirit that the author of O. Sudo-
mora illustrations tried to achieve. And it was followed
in 1924 by a play for school theatres “October Fairy
Tale” [2] with his illustrations. The author of the play,
Yu. Budyak, belonged to the assemblage of pre-revolu-
tionary educator authors. His “October Fairy Tale” fully
met the characteristics of a “proletarian fairy tale”. It had
everything - social dualism, the triumph of good over evil,
and the destruction of the past for the sake of a bright fu-
ture. A certain fantasy world of the book was inhabited by
benevolent dwarfs and the ghosts of darkness: the Voice
of the Afterlife Spirit, the Whistling Storm, the Voices
of the Downtrodden, and the Squealer Hag. An honest
and insightful hero was born to free people from suffer-
ing— October, under whose guidance the dwarves forged
the sickle and hammer to defeat the forces of evil. O. Su-
domora’s illustrations turned the tale from a politicized
compromise into a real benefit of Ukrainian Art Nouveau:
fantastic characters, mysterious thickets, staves, hats and
capes —everything breathed with the fairy tale spirit of the
past decade with unique Sudomora’s ornamentalism. The
book was not illustrated in a structured way, with free-
ranging strips of text with illustrations, manipulating the
size and arrangement of the characters. Despite having
the correct literary attributes, or perhaps because of the
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illustrations, in early 1925 “October Fairy Tale” was put
on the list of books to be withdrawn.

In the twenties the animalistic fairy tale genre flour-
ished, which, to some extent, filled an empty niche. The
anthropomorphic nature of the animal characters also
turns the animalistic genre into a fairy tale setting, where
the animals talk, laugh, trick, etc. Therefore, through il-
lustration, the children’s book moves away from direct
representationalism and realism. The range of animalistic
illustration is very wide, from conditional decorativeness
in the spirit of S. Kononchuk (“Kolobok”, “The Alphabet”,
“The Red Hen”) to the vivid plasticity of V. Averin’s fairy
tales (“Mitten”, “Zoo animals”). In the first case, we wit-
ness the transformation of anthropomorphic characters
into shapes-symbols, almost graphic signs, which would
be further developed in the 1930s. In Averin’s illustrations,
a profound understanding of animal plasticity and a high
level of generalisation were used to convey lively charac-
ters and fairy tale drama, which grabbed a child’s attention.

In 1926, Rukh publishing house published a small
book of I. Franko’s story “The Crows and the Owls” [8]
with illustrations by P. Lapin. Here, the artist, with his usual
almost caricatured humour, depicts heroes of fairy tale ani-
mals with their vivid characters. The tale itself, as presented
by Frank, gave room for fabulous variations. Here there was
neither social conflict nor the triumph of the unconditional
good. And P. Lapin’s characters, crows and owls, engaged in
battle, appear to us as fully humanised characters.

By the end of the 1920, thanks to the efforts of,among
others, M. Gorky, the fairy tale was gradually rehabilitated.
“Personally I must admit that fairy tales had a quite posi-
tive influence on my intellectual growth when I listened
to them from the lips of my grandmother and the village
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fairy talesmen’, M. Gorky wrote in his introductory article
to the 1929 edition of “One Thousand and One Nights”
[3; 9]. The recognition of the significance of the fairy tale
from the mouth of an acknowledged classicist was one of
the first public endorsements of fairy tale literature.

Conclusion

The period of the 1920s in Soviet and Ukrainian chil-
dren’s literature was marked by the persecution of fairy tale
and fantasy themes. Thisled to the need to reform the artistic
processes of book illustration, which had traditionally been
tied specifically to fairy tale themes. Ukrainian children’s
book has long maintained a commitment to decoration.
Changes in the concepts of children’s book illustration and
the emergence of new themes in it are associated with the
studies of F. Schmit and B. Butnik-Siversky. They were real-
ized in the works of artists E. Rachev, B. Krukov, B. Ermo-
lenko, L. Hamburger, B. Nizhnik, illustrating books about
new professions, subjects and processes, in fact—about new
times. The aesthetics of constructivism, dominant in this
period, forms the artistic structure of these books.

At the same time, the artistic and literary dimension
of Ukrainian children’s books in the 1920 s did not ac-
quire homogeneity. And it is in the years of fierce criti-
cism of fairy tale, O. Sudomora’s books are published,
where the illustration emphasizes the prevalence of
fantastic images and fictional spaces. The popularity
of animalistic fairy tale illustrated by S. Kononchuk,
P. Lapin, V. Averin, where the characters become more
and more anthropomorphic.

The struggle between the realistic and the fairy tale
faded away in the early 19305, but created a uniquely
rich field of ideas and images that were developed in the
following decades.
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' HayionaavHoi axademii obpazomeopuozo mucmeymea i apximexmypu, Kuis, Ypaina

KA3KOBE | PEAJIbHE B YKPAIHCbKIA AUTAYI KHU3I
MEPLUOIO PAASHCbKOIo AECATUNITTH

AnoTanis

MerTa cTaTTi — OXapaKTepU3yBaTH OCOOAMBOCTI IAIOCTPYBAHHS AUTSIYOI Ka3Ku B YKpaiHi y 1920-Ti — Ha movarky
1930-x pokiB. Y 1je#i mepioa Kaska, sIKa CTAHOBUTD XKaHPOBY OCHOBY AMTSYOI AiT€paTypH, 3a3HaAa IEPEOCMUCACHHS
i He3abapoMm onuHHAACH ITiA 3a60poHOI0. Y cepeanti 1920-x pokiB 6yA0 cpOpMOBAHO HOBI IPHUHIHIIH, ITiAl i 3aBAAHHS
AUTSIY0I KHUTH i, BIATOBIAHO, Tl opopmaeHHs. EcTeTrky MoaepHY i «Mupa HcKyccTBa» 3aCTyIIMAQ POMAHTHKA «0y-
AIBHHIITBA HOBOTO CYCIIIABCTBa>. B yKpaiHCBKil AUTSIUii KHH31 BOHA BIAOOpaXKeHa y TBOPYOCTI XyAOXKHHUKIB B. Epmo-
Aenka, b. Kproxosa, I. Hwkuuk, €. PaueBa i crBopenHi 06pasis HOBUX IIpodeci, siBuiL, iAeaAi. XyAOXKHI IPUHIIUITH
KOHCTPYKTHBI3MY, sIKi ICKPaBO IIPOSIBHAKCS Y )KyPHAABHIN Ta KHIDKKOBI rpadini Ykpainu, 6yao TpaHcGOpMOBaHO
AASL CTBOPEHHS IAIOCTpaLlill AUTSYIOI KHUTH.

BoaHouac, B oxpeMuX BUAAHHSX, BCyIieped OQillifHil AOKTPHHI eCTeTHKA eIIOXH, SKa BXe IIPOMHUHYAQ, IIPOsIBHAACS
3 HOBOIO CHAOIO, XOY 1 Ha HEBAACTUBOMY AASL Hel Marepiaai. Lle Oyan 6ansski A0 MopepHYy iatocTpanii «>KoBrHeBol
kasku>» O. Cyaomopw, 6oitaykicrcpki popmu rpadixu C. Kononuyka, anrponomopdruit animaaism I1. Aamina, aniMa-
Aicruxa B. Asepina. Ilepiop 60poTsbu 3a ka3ky i mpoTu Hel 6yB HeAOBIHUM,— Ha mo4arKy 1930-x ii «peabisiTyBasm>.

Po3rasip XyA0XXHDOTO IAIOCTPYBaHHSA KHUI'M Y KOHTEKCTI COLIiaAbHO-TIOAITHIHOTO IIEPEOCMHUCACHHS Ka3KH AO3BOASIE
II0-HOBOMY IIOTASIHY T Ha TBOpUi eKcriepuMeHTH 1920-x B YKpaiHi.

KarouoBi caoBa: puTsiua KHUra, iatoctparnis, b. €pmoaenxo, I1. Aamin, C. Kononuyk, O. Cyaomopa, KHIDKKOBa

rpadika.
Inpopmanisi 06 aBTOpax
ITirenina Baaepis €BreniBHa, Bukaapau HarionaapHoi akaseMii 06pasoTBopuoro MucrenTsa i apxitexrypu, Kuis,
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Appeca: 04053, Yxpaina, Kuis, Bosnecencokuit y3sis, 20
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FEATURES OF PLEIN AIR PAINTING IN THE1950S
AND1970S (BASED ON WORKS FROM THE FUNDS OF
THE KHARKIV ACADEMY OF DESIGN AND ARTS)

Abstract

The purpose of the research is to analyze the academic work of students of Kharkiv Art Industrial Institute — KhAII
(now Kharkiv state academy of design and arts - KhSADA) in order to broaden the picture of the development of
the Kharkiv art school in the 1960s-1970s.

Methods: System-comparative and art-historical methods were used to conduct the analysis.

Results: The analysed of KhAII students academic works of 1960s-19705s, which are introduced into scientific
circulation at first, are an important methodological and artistic heritage of the Ukrainian culture of 1960s-1970s.

Practical significance. The results can be used in further research on the history and theory of Ukrainian art, in
particular the development of the Kharkiv Art School.

Scientifuc novelty: The analysed works from the KSADA art pool were introduced into the scientific circulation
for the first time. The majority of the paintings need to be restorated. The investigated academic works prove a high
level of training in the academic painting of the KhAII students of different specializations in the 19605s-1970s that
subsequently had a positive impact on their creative and pedagogical activities as well as the development of the

Kharkiv Art School.

Keywords: academic painting, Plein air, architectural landscape, Kharkiv art school, Serhii Besyedin, Boris Kosarev.
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Background. An apologist for academic education
in Ukraine with rich artistic traditions is the Kharkiv
Art Institute. In the 1960, the higher art institution was
called the Kharkiv Institute of Art and Industry (now
KhSADA). The collection of the academy stores land-
scapes from the 1950s-1970's, which are an example of
Ukrainian art of the postwar period [7, p. 186-197].

The purpose of the research is to analyze the aca-
demic work of students of Kharkiv Art Industrial Insti-
tute — KhAII (now Kharkiv state academy of design and
arts— KhSADA) in order to broaden the picture of the de-
velopment of the Kharkiv art schoolin the 1960s—1970s.

The investigation uses system-comparative and art-
historical methods to conduct the analysis.

Results. An apologist for academic education in
Ukraine with rich artistic traditions is the Kharkiv Art

called the Kharkiv Institute of Art and Industry (now Kh-
SADA). The collection of the academy stores landscapes
from the 1950s-1970's, which are an example of Ukrai-
nian art of the postwar period. All the presented etudes
were made during summer plenary practice. During the
work in Plein air students deepened their understand-
ing of subtle features of the states of nature, they learned
a quick perception of tonal and colouristic relations.
In short-term sketches artists managed to embody the
beauty of the seen motif, through a conscious selection
of expressive means of expression, to find the author’s
solution to the artistic image.

The students were taught by prominent Ukrainian
artists, who at that time taught at the Kharkiv Art and
Industry Institute. It is revealed that some preserved
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works were made under the guidance of the professor of
the department of painting, honoured worker of arts of
Ukraine - Sergey Fotievich Besedin (1901-1996). The
guardian of the traditions of a realistic painting believed
that when painting a Plein air sketch, the main thing was
“to be able to find a precise colour chord or other sets
of attributes aimed at revealing the essence of nature”.
[6, P.206]. The best sketch made under the guidance of
the master can be called the image of Grotto of Fedita
(Venus) (1796 — the 1800s) in Sofievsky park in Uman
(Ukraine). “Park sketch” attracts attention with its origi-
nal compositional solution — the high line of the horizon,
which allows the artist to convey the beauty of ancient
architectural elements of the park complex (Pic. 1) [4].
The dynamic rhythm of a winding brook, stonework and
small bridges draws the viewer’s eye into the depths of
an elegant landscape motif. The lyricism of the sketch is
aided by the colour solution of the canvas — the tender-
ness of greenery, the warm shades of narrow paths, and
the “silvery” architectural forms.

Picture 1. Unknown artist. Park etude. Not dated.
Canvas, oil. 75x100 sm. Professor S. F. Besedin. Fund
KSADA. (inv. N2 228). Published for the first time

A similar panoramic motif made by the second-year
student Scribtsov in tempera technique (Pic. 2) [S].
Clear separation of landscape plans, generalized pictorial
interpretation of forms gives the motif special complete-
ness and expressiveness. Fan movement of architectural
elements, which are rhythmically coordinated with di-
rections of grass and paths, enhance the monumental
and decorative sound of the canvas. The technique of
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tempera painting with its glaze possibilities helped the
author to convey subtle nuances of colour combinations
[3, P. 14]. This almost forgotten technique, which com-
bines the technical possibilities of watercolour and oil
painting, allowed the author of the landscape to soften
the contrast between the shadow and light areas of the
motif, to blend architectural forms into the natural land-
scape. The combination of transparent glaze base is en-
riched by the artist with paste textures, thus enhancing
the realistic nature of the landscape motif and the integ-
rity of the sounding of the shades and lights of the canvas.

T s

Picture 2. (?) Skribtsov. The 2 year student. Etude
«Countryside landscape». Not dated. Canvas,
tempera. 50 x 70 sm. Professor B.V. Kosarev. Fund
KSADA. (inv. N2 878). Published for the first time

Obviously, the summer practice of students of the
Kharkiv Art and Industry Institute was also held in West-
ern Ukraine, which to this day attracts artists by the pe-
culiarities of natural landscapes, preserved monuments
of folk architecture. The beautiful scenic nature of the
region, national in spirit and form of folk art (Easter eggs,
embroidery, weaving, woodcarving) contributed to the
immersion of young artists in the origins of Ukrainian
art. In “Countryside Landscape,” an unknown artist uses
a low skyline to convey the unusual silhouette of a late
19th-century wooden building (Pic 3) [S]. Two-thirds
of the elongated vertical canvas is devoted to a high hilly
slope, which contributes to the transfer of the peculiari-
ties of mountain landscapes of Transcarpathia.

A similar Transcarpathian motif, which captures the
identity of peasant life is embodied in an interesting pic-
ture stretched horizontally (Pic. 4) [4]. Thanks to the
stability and accuracy of the compositional and light-
tonal solution, the architectural study is perceived as a
complete landscape picture. The transition to the second
plan allows us to pause and enjoy the “picturesqueness”
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ofarural courtyard illuminated by the sun. In the gradual
movement deep into the landscape, there is a sense of
calm and the desire to enjoy the pristine nature of the.

Picture 3. Unknown artist. Landscape. Not dated.
Canvas, oil. 72 x 52 sm. Fund KSADA. (inv. N2 137).
Published for the first time

Transcarpathian region, the organic connection of
human and natural life The smooth rhythm of light and
saturated shades enhances the emotional sound of the
canvas. The epic breadth of panoramic landscape, peaked
houses, haystacks merge into an expressive artistic image
of Transcarpathia. Similar motifs are often found in the
works of Ukrainian artists in the 1960s-1970s —T. Yablon-
skaya (1917-2005), A. Kotsky (1911-1987), L. Bolshaya
(1891-1975), and A. Kashshaya (1921-1992), which
praise the original folk culture of Ukraine [9].

. T
ST

Picture 4. Unknown artist. Etude. 1977. Canvas, oil.
50 x 70 sm. Professor B. V. Kosarev. Fund KSADA.
(inv. N2 503). Published for the first time
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The study revealed that under the guidance of the
famous Ukrainian artist-Cubo-futurist, professor of
the department of painting — Boris Vasilievich Kosarev
(1879-1994) students of the “theatrical-decorative fac-
ulty”, underwent Plein air practice in the ancient Russian
shrine — the city of Suzdal (Russia). The tempera paint-
ings of the students of the fourth year in 1958 depict the
oldest stone Cathedral of the Nativity of the Mother of
God, built during the reign of Prince Vladimir Mono-
makh (1053-1125).

In a painting by Grigory Batia (now a famous the-
atre artist) a low point of the horizon is chosen, which
enhances the impression of the monumentality of the
temple (Pic. ) [4]. The unusual composition contrib-
utes to the monumental sound of the canvas, which is
reminiscent of the scenery of the theatre scene. A certain
synthesis of the easel and monumental art, characteristic
of the creativity of Kharkiv artists from the 1950s-1970s
[9]. Sensual and emotional attitude to the world around,
the optimism and cheerfulness of the work gives the
transfer of sunlight, “glow” of the monastery patterned
masonry, the chapel of the cathedral and the fence of
the temple complex. Blue and violet shadow reflections
intensify the beauty of golden evening light that comple-
ments the impressionistic palette of the tempera canvas.
The artist masterfully achieved the effect of “transpar-
ency” of the colour layer.

Picture 5. G. Batiy. 4 course. «Suzdal». 1958. Canvas,
tempera. 50x80 sm. Professor B.V. Kosarev. Fund
KSADA. (inv. N2 333). Published for the first time
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The image of the Suzdal Kremlin by an unknown
author is more expressive (Pic. 6) [4]. The lyrical atmo-
sphere of the sunset is embodied by the artist thanks to
the colouring chosen, stretching subtle orange-brown
and delicate purple-blue hues of the sunset sky. When
depicting ancient architecture, the artist deliberately
uses the deformation of the artistic form. Both the bold
removal of the domes from the picture plane and the pro-
portional enlargement of the building frame turns the
Plein air sketch into a theatrical setting.

Picture 6. Unknown artist. 4 course. Architectural
landscape. 1958. Canvas, tempera. 120 x 83 sm.
Professor B.V. Kosarev. Fund KSADA. (inv. N2 823).
Published for the first time [4]
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Plein air practice contributed to the development
of creative imagination in young artists, the ability to
stylize and generalize natural motifs, to find the author’s
solution to the canvas. The archival works from the
19505-1970's of the 20* century depict motifs of land-
scapes and gardens in the suburbs with architectural
fragments, sketches of peasant life in rural outskirts of
villages, architectural landscapes of monumental tem-
ple complexes. The studies of park and garden land-
scapes have lyrical colouring. In rural motifs, young art-
ists tried to embody the beauty of the rural way of life.

Conclusions. Peculiarities of the archival architec-
tural landscapes of the 1950s — 1970 of KhAII pres-
ent the main features of the Kharkiv academic school of
painting classical manner of the performance of painting.
The works are distinguished by impeccable colour, sin-
cerity and poetry of the images as well as the relaxed style
of painting. The colour spots form a complex melodic
rhythm indicating the influence of the Impressionism on
Plein air Ukrainian painting from 1950s—1970s. Light
and shadow effects of the evening and morning illumina-
tion became the subject of the lyrical interpretation of
landscape motifs. Maximum simplification of the com-
positional algorithms, hyperbolization of architectural
forms encouraged the young artists to perceive the image
of nature as a sensual Chambertin of the time, to form a
new attitude to the landscape.

References:

1. Bezkhutryi M. M. Hudozhnyky Kharkova [Artists of Kharkiv]. Dovidnyk. — Kharkiv: Prapor. 1967. - 175 p.

[in Ukraine].

2. Dziuba I, Romaniv O., Zhukovskkyi A. Entsyklopediia suchasnoi Ukrainy [Encyclopedia of modern Ukraine]:
- V.20 t. — Kyiv: Instytut ektsyklopedychnykh doslidzhen Natsionalnoi akademii nauk Ukrainy. 2014. - 712 p.
East Lansing, MI. URL: https://esu.com.ua/ [in Ukraine].

3. Konstantynov V. Profesor B. Kosarieviyoho shkola tempernoho zhyvopysu. (Professor B. Kosarev and his school
of tempera painting) // Stanovlennia, rozvytok ta suchasni problemy vyshchoi khudozhnoi ta khudozhno-
promystovoi osvity v Ukraini: Tezy dopovidei naukovo-metodychnoi konferentsii 1996 roku. — Kharkiv, 1997.

- P. 13-16. [in Ukraine].

4. Metodychnyi kataloh fondu KhDADM. “Maisternia S. F. Besedyn”, “Maisternia B. V. Kosarev”. (Methodical cata-
log of the KSADA fund. “Workshop S.F. Besedyn”, “Workshop B. V. Kosarev”). [in Ukraine].
S. Metodychnyi kataloh fondu KhDADM. “151-200", “Ne 851-900”. (Metodychnyi kataloh fondu KSADA).

[in Ukraine].

6. Nemtsova V. Zberigach tradytsiy // Nashi rectory. Vyprobuvannia i peremogy 1921-2016. (Our rectors. Vipro-
buvannya i peremogi 1921-2016). Albom. — Kharkiv: KSADA. 2016. - P. 119-207. [in Ukraine].

7. Nashi rektory. Vyprobuvannia i peremohy 1921-2016. Iliustratyvnyi albom. (Our rectors. Trials and victories
1921-2016). — Kharkiv: KSADA. 2019. - 309 p. [in Ukraine].

8. Osobysti spravy. Dzherelna baza arkhivu KhDADM. (Personal affairs. Source database of the KSADA archive).

[in Ukraine].

Ye.A.FEDIUN FEATURES OF PLEIN AIR PAINTING IN THE1950S AND1970 S (BASED ON WORKS FROM THE FUNDS OF THE KHARKIV ACADEMY OF DESIGN AND ARTS)

18



Section 1. Visual, decorrative and applied arts 8 PREMIER European Journal of Arts 3 (2021)

Fublishing

ISSN 2310-5666

9. Sokoliuk L.D. Chursin O.V. (Plein air tradition and its regional features in the Ukrainian landscape of the 1920 -
1940s). Plenerna tradytsiia ta yii rehionalni osoblyvosti v ukrainskomu peizazhi 1920-kh - 1940-kh rr. // Visnyk.
Zbirnyk naukovykh prats. Vypusk Ne 8. — Kharkiv: KSADA. 2014. — P. 85-96. [in Ukraine].

10. Chursina V.I. Robota na pleneri // Problema teorii i tvorchosti praktyky. (Painting in the open air. The problem
of the theory and creativity of practice). - N2 5. — Kharkiv: KSADA. 2011. - 149 p. [in Ukraine].

Information about the author

Fediun Yevheniia Oleksandrivna, post-graduate student of the Departament of of Painting; specialty: 023 “Fine
arts, decorative arts, restoration”; Kharkiv State Acagemy of Design and Arts, Kharkiv, Ukraine

Address: 61157, Ukraine, Kharkiv, Selianska 34, apt. 8

E-mail: faro4ra@ukr.net; tel.: +38 (066)9676736

ORCID: 0000-0002-9520-4633

®EAIOH €.0.,!

! Xapxiscoka axademis dusaiiny i mucmeyms, (Xapxis, Yxpaina)

OCOBJINBOCTI MNJIEHEPHOIO XXUBNMUCY
1950-1970-X PP. (HA MATEPIAI POBIT 3 ®OHAIB
XAPKIBCbKOI AKAOEMIT OU3AAHY | MUCTELTB)

Anoranis
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! Haquoua/wuaﬂ akademus u3o6pa3umeﬂbuozo uckyccmea u apxumexkniypuol, Kues, Yxpauua

OCHOBHbIE HAMPABJIEHUA PASBUTUA NUCKYCCTBA
JINTOrPA®UN KUEBCKOW LLUKOJ1bl FTPA®UKN 2000-x FO40B

AxHoTanusa

B crarbe pacKpbIBaeTCsl COBpeMEHHOE COCTOSIHUE HCKYCCTBA AUTOIPAdHH B KOHTEKCTE U300 pasHTeABHOTO HCKYCCTBA
YKpauHbl, HCCAGAYeTCS peliepTyap U 06pa3HO-CTUAMCTHIECKHE 0COOeHHOCTU AUTOrpaduil XyaoKkHHKOB Kiesa
YKa3aHHOTO ITIePHOAA. XYAOKHHUKH-AHTOTPadbl OXBATHIBAIOT IHUPOKUI KPYT TeM, BRIPAKAIOT COOCTBEHHbIE KOHIIETIIIUH,
MHPOBO33peHYecKHe H 9CTeTHYEeCKHe IPeATIoYTeHus], PHAOCOPCKOe OCMBICACHHE PEAABHOT'O MUPA, HCTIOAb3YS INMPOKHI
AVAIIa30H BIPa3UTEAbHBIX BO3MOXKHOCTeH AuTorpaduu. Mckyccrso auTorpaduu kueBckoi koAb rpaduku 2000-x
rOAOB — peHOMEeHAAbHOE SIBA€HHE YKPAUHCKOF IPapUKH, OTAMYAOIINECs: CBOMMHU U300pa3suTeAbHbIMU HAXOAKAMH,

OPHUIMHAAbHBIMH KOMIIO3MIJHOHHBIMH PENMIEHMSIMH, HOBPIMHU XYAOKECTBEHHPIMU Ka4€CTBAMH.

Ileav uccaedo6anus: KOMIIAGKCHO OCBETUTb IPOIIECC Pa3BUTHS HCKYCCTBA AUTOTPadU KHEBCKOF IKOABI I'PadUKH,

IIPOAHAAU3HUPOBATD XYAOKECTBEHHO-CTHAEBbIe IPU3HAKH 3CTAMIIOB KMeBCKHUX AuTOrpadpos 2000-x ropos.

Memodvt uccaedosanus: nprMeHEHbI KYABTYPHO-HCTOPUYECKHI TOAXOA, METOABI HICKYCCTBOBEAYECKOTO AaHAAH3,

CTPYKTYPHO-TUIIOAOTHYECKHII METOA,

Pesysvmamot uccaedosanusi: orpepeAeHbl 00pasHO-CTHAEBbIE 0COOEHHOCTH AUTOrpaduit XyaoxkHuKoB Kuesa,

KOTOpbIe pPabOTaAU B OTPACASIX CTAHKOBOJ M KHIDKHOM rpaduKu B repBble AecsitraeTs X X1 Bexa.

Hayunas nosusna: npoBeaeHO UCKYCCTBOBEAYECKHI AaHAAN3 KOMITO3UITMOHHBIX CTPYKTYP X MOTUBOB AUTOrpaduit

KHEBCKHUX XYAOKHHKOB B OIIPEACASHHDIH ITePUOA.

Hpaxmuuecxoe npumenerue: AOCTIDKCHI AaHHOfI Pa3BEAKH 6yAyT TIOA€3HDBIMH KaK AAST CIIETHAAMCTOB-IIPAKTHKOB,

TaK U AASI TEOPETHKOB I/1306pa31/ITEAbHOI‘O HCKYCCTBa.

KaroueBbie caoBa: rpaduka, AUTOrpadus, 3CTaMIl, MAOCKas IeYaTh.

Anas nutuposanus: [Tonosuy E. H.OcHoBHbIe HanpaBA€HHUS Pa3BUTHUSA UCKYCCTBA AUTOTPadUU KUEBCKOM ITKOABI
rpaduxu 2000-x ropos// European Journal of Arts, 2021, Ne3. — C. 20-26. DOLI: https://doi.org/10.29013/
EJA-21-3-20-26

Aurorpadus NPpUHAAAKUT K TeXHHKe IAOCKOH ITe-

YaTH, A€ IeYaTHON GOPMOM AASL HCIIOAHEHUS XyAOKe-
CTBEHHBIX 3CTAMIIOB CAYXXHT KaMeHb [8]. AnTtorpadus
MOAYYHAQ IIMPOKOE PACHPOCTPaHEHHE B YKPAUHCKOM
rpa¢uke BO BTOpOi moaoBuHe XX Beka, HO K KOHI[Y
1990-x roAOB XyAOXHMKH TePSIIOT HHTepecC K AUTOrpa-
¢$uM, KOTOPYIO IMOCTENEeHHO BBITECHSIOT COBpEeMEHHbIe
TeXHUKH U TexHoArornu. B Hagaae XXI Beka B KMeBCKOM
XyAOXKeCTBEHHOMH CpeAe HaYMHAeTCS BO3POXKACHHE AUTO-
rpaCKOro UCKyCcCTBA OAArOAAPSI MOAOAOMY IIOKOAEHHUIO
rpaduKoB.

KueBckas mxoaa autorpaduu 6epeT CBOE HavaAo
¢ KueBckoro rocypapcTBeHHOTO XyAOKeCTBEHHOTO MH-

cruryta (KI'X), B KOTOPOM M3y4aAuch rpaduueckue
TexHUKH ¢ 1920-x rop0B. B coBerckoe Bpems AeficTBOBa-
Aa OKCIepUMeHTaAbHasl dcTaMIHas MacTrepckas Corosa
XYAOXKHHKOB, KOTOpasi AABaAa BO3MOXXHOCTb MacTepaM
rpauKy paboTaTh B TEXHHUKe MAOCKOM revaTu. B 1990-¢
rOABI B IIOCTIIEPECTPOEUHYIO SMOXY YKPAUHCKHUE XYAOXK-
HHKU BBIXOASIT U3-TIOA BAUSTHUSI TOTAAHTAPHOTO TOCYAQP-
CTBa C €r0 MA€OAOTHYECKO HarPy3KOi — METOAQ «Colpe-
AAM3Ma>, IPOUCXOAHT IIePeOCMBICAEHHE O0IIeCTBEHHBIX
IIPOIIECCOB U SIBAGHUI, TIepeolieHKa IeHHOCTel, MeHSIOT-
Cs1 OCHOBHbIE H3MEPEHHS KYABTYPBI, CTeTHIECKHE IIPeA-
HIOYTEHMsI, MUPOBO33PEHHe, HAYT aKTUBHbIE IIOMCKU HO-
BbIX My Tel camopeaausanuu. Mccaepopareas T. HleneTs
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omeuaeT: «B mepuop 1990-2000-x rr. co3paeTcsa HoBas
CpeAa, B KOTOPOI pacIap MA€OAOTHHU U HOBasl BOAHA pa3-
BUTHA UCKYCCTBA aKTHUBU3UPOBAAM ITOMCK 3KCIIEpUMEH-
TaABHBIX ¢OPM NPOSBAEHHUS yKPAUHCKOTO HCKYCCTBa>» 9,
c. 77]. XyAOKHHK 06peTaeT OAHYIO TBOPUECKYIO CBOGO-
Ay B BBIOOpP€ TeM ¥ BOIAOIEHHUH COOCTBEHHBIX HAEH.

ITocae 3axppITHS DKCIIEpUMEHTAABHOM 3CTaMITHOM
Macrepckoit Corosa XyAoskHHKOB B 2002 ropy AuTOrpad-
ckoe obopypoBaHue 6b1A0 TepeBeseHO B M3pareabcko-
noaurpaduueckuit uuncrutyt (UI11) HatmonaabHoro
TeXHHYeCKOTO YHUBECTHUTeTa YKpauHbI « KueBckoro mo-
AMTEXHUYeCKoro HHCTyTyTa nMeHu M. Cuxkopckoro>,
KOTOPBIN CTAA MECTOM U3y4eHHUS U OCBOEHMS TeXHHUKH
AMTOTpaduM MOAOABIMH XyAOKHHMKaMH. B 2013 roay
Bunyckauku MITH, yyennku xyposxHuka Baapumupa
HBanoBa-AxmeroBa: Aanca [on, Huna Casenko, Aaex-
ceit Huxurun u Tapac Kobarok opranuzoBaan «Ma-
crepckyro N2 30> AAS IPOAOAXKEHHS TBOPYECKOM Aes-
TEABHOCTH B rpapUIeCKUX TeXHUKAX. AAsT obecredeHusI
TEXHOAOTHYECKOTO MPOLeCca [eYaTH AUTOrpadHit 65140
3aKyIAEHO HeO0OXOANMOe 060 PYAOBaHIE, KAMHU U MaTe-
PHAAABL M3 PA3HBIX CTPaH.

Co BpemeneM «Macrepckast 30> cTasa TBOPYECKUM
IIeHTPOM COBpPeMEHHOM rpaduku, K KOTOPOMY IIPHCO-
€AUHSIIOTCSI MOAOADIE XYAOXKHHUKH, AOOUTEAN HCKYCCTBA,
TA€ IIPOBOASTCS MacTeP-KAACCHI 10 IIeYaTHBIM TEXHUKAM,
IIPOUCXOAUT TPOIIECC CO3AAHMS IIPOU3BEAeHUN Tpadu-
veckoro uckyccrBa [2]. XypoxHuku <«Macrepckoit
30>, KOTOPBIX OCTAAOCh TPOE€, CTAAU AKTUBHBIMH y4aCT-
HUKaMH OTeYEeCTBEHHBIX U MEXXAYHAPOAHBIX BBICTABOK
(Kuesckas Maaas onepa 2013, raaepes Educatorium,
Kues, 2018; «Contemporary Ukrainian Graphics»
B Ukrainian Institute of Modern Art, Yuxaro, 2018 [10];
XyAOKeCTBEHHbIH AUTOTpaduIecKuil My3eit, Tuaaroabm,
[Iserus, 2021 u Apyrnx) , aykoHoB, Print-Fest, «Mu-
CTelbKHit ApceHaA>. Y KaXKAOTO M3 MaCTePOB eCThb CBOS
aBTOpPCKas y3HaBaeMasl MaHepa, HHAMBHUAYAABHBIN TIOA-
XOA K TIe4aTH, XyAOXKEeCTBEHHO-ICTeTHIEeCKUe ITPEATIO-
YTEHWSL.

B yacTHOCTH, HHTYUTHUBHBIN IIOAXOA B TBOpPUYECTBE
Tapaca Kobatoxa, KOTOpBIi1 9KCIIEpUMEHTHPYET C Ppop-
MO}, BBIPQXKAeTCs B BUAE TIOTOKA CO3HAHMUSA U NTepeAadtt
COOCTBEHHBIX OILIyIeHHil. B IjBeTHBIX aBTOAUTOTpadu-
X Ha TeMbl ropoaa: «Hyxen katou» (2017), «Kpecr»
(2017), «310 CAYYHAOCH TOPasp0 TO3XKe> (2018),
«Topoa» (2018) [10, c. 88], «[oroBoromka» (2019),
«Crena» (2020) [1] u APYTHX AOMHHHPYIOT H300pa-
JKeHUSI 0OBEMHBIX T€OMETPUIECKUX PUIYP, CAOXKHBIX
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KOHCTPYKIJHIA, IPEAMETOB, BbICTYIAIOIIHMX B Ka4eCTBe Ma-
TPHILIBI © MOAEAH MUPO3AAHHS, AOTIOAHEHbIe CTIOHTAaHHU-
MM AUHHMAMH U ITHaMU. QPopMOTBOpYecKast CTPyKTypa
ero NMpU3BeAeHMI TOYHA, AOTHYECKH IoCTpoeHa. B Au-
torpausx «Ilokasaaucp roaosbi» (2018), «[oaoBa
B Ky6e» (2021), «Teaenopranus> (2021), «Bsopsarb
Moit Moar> (2021) MacTep rpauKu yrayOAsieTcs BO
BHYTPEHUIN MUP YeAOBeKa, aHAAM3HPYS €T0 MbICAUTEAD-
HbII IIPOIIeCC ¥ ICUXOAOTHYECKOe COCTOSIHUE. XYAOKHHMK
TATOTeeT K 3HAKOBOCTH, 3aTapKe — B €T0 IPOM3BEACHHAX
IIOAHMMAeTCs IpobAeMa COOCTBEHHOM HACHTUPUKALINH
U TO3UITMOHMPOBaHuUsA B corpuyMe. Fcroanrsyer autorpad
ABa-TpH 11BeTa, KOTOPBIe KaK OBl BCTYNAIOT B KOHPAUKT
MeXAy co60it [4].

Aas xyaoxuunpl Hunpr CaBeHko rpaduueckoe
HCKYCCTBO CTAAO MHCTPYMEHTOM AASl CAMOIIO3HAHUS
U aHAAUTUYECKU-PUAOCOPCKOTO OCMBICACHHS ACHICTBH-
TEeABHOCTH, YeAOBEYEeCKHUX OTHOIIeHHH. XyAOKHHUIA
HAXOAUTCS B TIOCTOSIHHOM TBOPYECKOM IIOMCKe, Iepe-
OCMBICAMBASI HAa PAa3HbIX eTallaxX >KXM3HH CBOM ITO3UIIUH,
orHomeHue kK Mupy. Kasxaas cepus aBroauTorpaduii Ma-
cTepa rpadpuKH MMeeT CBOIO KOHIIEMIIHIO, XYAOXKeCTBeH-
Hble TIPHeMbI U BU3YaAbHYIO OCOOeHHOCTDb. B paHHeit
cepuu autorpaduit «Bapsis>» (2016), B TexHuke cBo-
OOAHOIT 3aAMBKH, Pedb HAET O MIMOAETHOCTH pelIeH I
M AAUTEABHOCTH IIOCAEACTBUH, 0ObEAVHUBIINX IIPOU3-
BeAEHUS 0 KaTracTpode siaepHOH BoitHbL Cepust «Buna>
(2018) mocBsiIeHa TeMe HCCAGAOBAHHSA IepeHoca OTBeT-
CTBEHHOCTH, B KOTOPOH COYeTaroTCs 300MOpdHbIE U aH-
TpOIOMOp¢HBIe 00Pa3bl, IOKA3BIBAIOIIHE AYAABHOCTb
4JeAOBedeCKOoM IPUPOABL B caeayromeit, kpacHO-uepHOM
cepun «EBa, mpocro Epa» (2018), rosoputcs o de-
MHUHHOCTH U €€ BOCIPHATHH. XyAOXKHHIIA POKYCUPYeT
BHHMaHUe Ha IIAACTHKE KEHCKHX TeA, TOAPOOAEHHbIX Ha
¢parmMeHThI, KaK B TeXHHUKE BUTPAXK, apTUCTUIECKH U30-
6paskeHHBIX B pasHbix mozax. Cepus «O6paspi» (2018—
2019), cocTosmas u3 BU3yaAbHO-CUMBOAUYECKUX AUTO-
rpauit, 0003HaYaEeT CAMOPEPACKCHIO, MEAUTATHBHOCTD,
caMoyrAyOAeHHe. B mocaepHIO0 cepuio 06 apXUTEKType,
KOTOpasi AOCTAaAACh HaM B HACAEACTBO U MBI €0 IIOAb3Y-
eMCsl B paMKaX «Kapro-KyAbTa>, BOIIAKM IIPOU3BEACHUS
«Taner Iussr» (2020), «YaeTeTb He yaaroch» (2020),
«Koro Bor nomaer» (2020) u apyrue [1], usobpaxa-
IOIMe 3HAKH, IAeMEeHTbl aPXUTEKTYPHbBIX COOPYKEeHUH,
00beKTOB U TOMY OAOOHOe. [padudeckue mpoussepe-
uust Hunpt CaBeHKO BOIMAOIAIOT 6€CKOHEYHbI TOTOK
UA€l — 9K3UCTEeHIMH, 00pa3bl-aGOPH3MbI B BUAE CTUAH-
30BaHHbIX MAM CXeMaTHYeCKUX U306 pakeHuit [4].
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B tBOpuecTBe Aancol o1 HAOAIOAQIOTCSL Pa3HOCTH-
AeBbIe TIOAXOABI K PelIeHHIO TBOPYECKUX 3aAad U 3a-
MBICAOB. B 1BeTHbBIX acrammax «bBor paa, 6or B3sia»
(2016), «ITo6oiics 6ora» (2016), «Hepsnas pa6o-
ta» (2016), «Huuero cBaroro» (2016) B rpoTeckHoit
MaHepe BbICMEMBAIOTCS ONpeAeA€HHbIe PeAUTHO3HbIe
SIBAEHUSI M TTOAHMMAeTCsl MpobAeMa HCTHHHOM Bepbl
B Bora. Xypo)xHUIIA SBASIETCS aBTOPOM LIBETHBIX AMTO-
rpaduit «Taunpt B TemHoTe>» (2018), «DBoAonus»>
(2018), «Bockpecenbe» (2019), «Yauux» (2019),
«Neo» (2019), «Auno» (2020) [1], B koTopsIX Pu-
T'YPUPYIOT AUHAMMYECKHe U CTaTUYeCcKue TPaHCPOPMH-
poBaHbIe HecTeAeCHbIe CHAYIThI YEAOBEKA MAM TOAIIBI
AIOAEH, HATOMHUHAIOINX GaHTOMBI, PaCTBOPSIOIIUECs
B pocTpaHcTBe. MacTep rpa¢uku AUCTAaHIIUOHUPYET-
CsL OT PEAAMCTHUYECKUX H300PaKEeHHUI, TePEXOAS B MUP
IIOACO3HATEABHOTO M OTKPHBIBas IIyTh K CAMOTIO3HAHMIO.
B cBouX mpousBeaeHMAX aBTOP YAQUHO HUCIIOAB3YET Ipa-
AQLIMH I[BETa, HIOAHCBI M Pa3AUYHBIE H300pas3UTeAbHbIE
BO3MO’KHOCTHU AMUTOTPaCKOI TeXHUKH [4].

Bomyckanxun MITW Amurpuit I'punenko u Cep-
reit ['yaeBud ocraamcy paborars y4eOHBIMU MacTepa-
MU B €CTaMIIHOM MAaCTepCKOM MHCTUTYTA, U3YyIUB BCe
TOHKOCTH AuTOrpadckoit TexHuku. B 2015-2016 ropax
MOAOABIE XYAOKHHUKH PAbOTaAM B KHIDKHOM rpaduxe,
IIPOAEMOHCTPHUPOBAB CBOM ITpOU3BeAeHuUs Ha TpeTbeit
Bceykpaunckoit TpueHHaAe KHuKHOM rpaduku (2016)
[S]. Naarocrparmmn Amutpust [puiieHKa K MO93HIM
C. Aema (2015), C. Yepsonosopsuckoro «CTpaHHuK>
(2016) n Cepres I'yaesuya k cruxotBopennsm «Opex»
(2015), «Hounott crux> (2016) oTAMYar0TCs 9KCIIpec-
CHUBHOCTbIO, COYeTaHHeM 00Pa3oB PeaAbHOTO M HPPEaAb-
HOT'O MUPOB.

I'Ay60KO AMYHOCTHBIE IIEPEXUBAHUS U BOCIIOMH-
HAHMSI AETCTBA aKKYMYAHPOBAAKCh B OOPasHyIO KaH-
By IrpaduU4eCcKHX CTAHKOBBIX IPOU3BEACHHHN AMHUTpPHUS
I'punienka. IlserHast aBroamrorpadus «bBoppba»
(2018) — KOAAQKHO-MOHTAXHAS IO KOMITO3UITUOHHO-
My IOCTPOEHHIO, B KOTOPOJ IIepelAeAUCh abCTpaKT-
HbIe U KOHKpeTHbIe 00pa3bl. B ocHOBY Tpunruxa «bes
HazBauusa>» (2019) aerau cobbrrus 2014 ropa — mrypm
AoHeLKoro aspomnopTa u rubeab KHOOPros, KAIOYEBBIM
H300pasKeHHeM B KOTOPOM CTaAd AMCIIeTYePCKast GamrHs
adpoIopTa B TEPHOBOM BEHKE — KaK CUMBOA >KepTBeH-
HOCTH 1 MyXecTBa BoMHOB. Cepun «Po6oTsr» (2019)
u «Iloprper» (2002-2020) cOCTOAT M3 3CTaMIIOB,
B KOTOPBIX HCITOAb30BaHBI COOCTBEHHbIE HEOCO3HAHHBIE
AETCKHe PHUCYHKHU U Pa3AMYHbIe YCAOBHbIE 3HAKH. ABTOP
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AHAAMBHPYET AETCKOe TBOPYECTBO C TOUKH 3PeHHs IIpOo-
¢peccroHaABHOTO MacTepa, UCCAEAYSI CITOCOOBI CAMOBBI-
paxeHUs U306 pasuTeAbHbIMU cpeacTBamu. Cepust «Pac-
nucarue>» (2019-2020) ocHOBaHA Ha BIIEYATAEHHAX
IOHOIIIECKOTO BO3PACTA C ACOIUATUBHBIMH H300pasKeHHU-
samu. Amurpuii [purieHKo cTaHOBUTCS y4aCTHUKOM BCe-
YKPaMHCKHUX BbICTABOK M KOHKYPCOB, €r0 epCOHAAbHAs
BBICTaBKa COCTOSIAACH B «XypoxxecTBeH laaepusa Pycu
Kapa6u6epos>, Hosoii 3arope, Boarapuu (2020).

Cepreit I'yaeBuu co3paa ceputo autorpaduit «30-
amaku>»> (2015-2016) [1], B xoTOpoil cBoeo6pasHO
TPAKTYeT 3HaKH 30AMaKa, HATIOAHSA KOMITO3UITHH C COOT-
BETCTBYIOIIMMU 30AHAKY U300PaKeHISIMU Pa3AUIHBIMU
AOTIOAHUTEABHBIMHU CMbICAAMH. TBOpeI] BbITOAHHA ITBET-
Hble autorpaduu (B 4 1Beta) — «B 1enTpe BHUMAHMSA»>
(2017), «Bpoastuue cobaku» (2017), «Ilepenorox>
(2017) co cAOKHBIMHU IPOCTPAHCTBEHHBIMU OTHOUIEHH-
SIMH, B KOTOPBIX peaAbHbIe BH3yaAbHbIe 00pasbl pasMelre-
HbI Ha 001jeM CHMBOAMYeCKOM $poHe. A actamit «IIpasa-
HUYHas My3bika>» (2017) nepepaeT ToHKHe BUGparmu
U ABVDKEHHE B IIPOCTPAHCTBE, BbI3bIBAs PSIA ACCOIMALIUH.

K autorpadckoii TexHuKe IIPOSBUA HHTEPEC ellle OAUH
soiryckuuk MITH, corpyanuk Cité internationaledes
arts — Muxaua 3aBaspbii. Ha mporsoxenun 2014-
2020 roAOB XYAOKHUKOM OBIAM CO3AQHBI AUTOrpaduu —
«Hoap» (2014), «Tumme Boabl, HIKe TpaBb» (2015),
«Beantit mym» (2016), «Same rain in the different
place» (2017), «Pexum 6eroro» (2017), «Stone Rain»
(2017), «Back side of the mirror> (2018) u opyrue, B xo-
TOPBIX HCIIOAB30BAHbI PEAAUCTHIECKH H300pasKeHHbIe
00'beKTHI B TPEXMEpPHOM IpocTpaHcTBe. MacTep B cBOHX
acrammax pUAOCOPCKHU MepeoCMbICAMBAET B3aHMOOTHO-
IIeHHUs 9YeAOBeKa M BHEIIHEro MUpa, BCTYIaeT B AUAAOT
C caMuM cO0 011, 3aAyMBIBA€TCSI HAA CMBICAOM SKM3HU U U3-
BEYHBIMU BOIIPOCAMH OBITHSL

baaropaps nporpaMmaM MeXAYHAPOAHOTO COTPYA-
HudectBa Okcana Crparuituyk, BeiryckHuna KI'XH,
IIOAYYHAQ BO3MOXKHOCTb CO3AaThb Psip AMTOTpadCKux
CepHil, KOTOpbIe OBIAM IIPOAEMOHCTPUPOBAHbI HA YKpPa-
uHCKMX BpicTaBKax B 2010-201S5 ropax. E€ mepsrie ce-
pun auTorpaduit 6s1au cozpans B 2010 roay Bo Bpemst
CTUIeHAMAABHOM nporpammsl «Gaude Polonia» mpu
Axapemun uckyccts . Aopsb (IToapma). L]seTHbie Ha-
TIOPMOPTHI B ypbaHucTHIeCKOI cpepe «Cepblil AeHb>
(2010), «Harropmoprt ¢ rpymamu> (2010), «Kykaa-
moranka» (2010) — MaTepuasbHO-paKTypHbIe, mepe-
AQIOIIMe CEHCOPHO-TaKTHAbHbIE OITyIeHus. AuTorpa-
¢un u3 cepun «Hio>» BBIAEASIOTCS YyBCTBUTEABHOCTDIO,
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$parMeHTapHOCThIO, PaKypCHOCTBIO. LKA acTamMIIoB Ha
paopucTrdecKyto TeMy ObiA BomoaHeH B 2014-2015 ro-
Aax B AMcTepAaMcKoOM rpagudeckoM areabe B Hupepaan-
AAX U B MacTepckoii autorpadun r. Byprac (Boarapus).
B auTorpadusx «[oprensus» (2014), «Lser rpanara»
(2014), «Passiflora» (2015) u Apyrux, TOHKO HOAYEp-
KHyTa U3SI[HAs KPAacOTa MPUPOADI, €e COBEPUIEHCTBO.
B aucrax us cepun «Old Letters» (2014) B xorax-
HOJ1 TeXHHKe, KOTOPble TAPMOHUYHO COEAUHHAH B cebe
PacTUTeAbHbIE MOTHBbI U CTapble poTorpaduu c moprpe-
TaMM, IPOBOAUTCS AHAAOTHSA C 9TAllAMU PAa3BUTHUS IIPH-
poabl u yeaoBeka. VHTepecHa Taxke cepus AUTOrpa-
duit, cocrosumas us npoussepeHuit «Shoes» (2015),
«Ice Skates» (2015), «Purse» (2015) u Apyrux c u3o-
OpaKeHUSIMU PA3AMYHBIX IPEAMETOB, 00YBH, KOTOPbIE
IIPUBACKAY BHAMaHHE XyAOXKHHIIBI CBOEH YTHAHUTAPHOHN
aaeranTHOCTBHIO [3]. Okcana CrparTnitayk mpoAOAKaeT
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HCCACAOBAHUS TPAAMITHOHHBIX M HOBEHIINX TEXHHUK AH-
TOrpaduH, SKCIIePUMEHTUPYET C TeXHHKAMH ITAOCKOM
nevaru [6; 7].

BriBoabl. YkpamHCkoe rpaduyeckoe HCKYCCTBO
2000-x roAOB 03HAMEHOBAAOCh BXOXXAEHHEM B PYCAO
MHPOBOTO XYAOKECTBEHHOTO TBOPYECKOTO KOHTEKCTa.
B TBOpuecTBe KHEBCKHX XYAOKHUKOB-AUTOI'PAadOB 3a-
METHBI Pa3HOCTHAEBbIE ITOAXOABI 3 PACKPHITHIO TEMbI
U 3aMbICAQ TIPOU3BEACHHI — OT PeaAu3Ma, CIOppeaAr3Ma
AO TIOCTMOAEPHM3MA U KOHIIENTYaAu3Ma. Barasa xyaox-
HHMKOB CTAaHOBHUTCS Me€Hee COCPEAOTOYEeHHbIM Ha BHeIl-
HeM MHpe, 2 yTAYOAsIeTCsl B 00AACTD OLIYIeHH, IIePeXKH-
BaHuM, npeacraBaeHuit. [Iponecc passurus uckyccrsa
auTorpaduu Ha poHe COBPEMEHHBIX XyAOXKEeCTBEHHBIX
nporniecco Kuepa He3aBepIleH BO BpeMeHH U IIPOAOA-
’KaeTcsl, CO3AaBasi HOBbIE CTPAHHIbI UCTOPUH H300pasH-
TEABHOT'O MCKYCCTBA B A€TONIUCH YKPaHHBL.
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MAIN EVOLUTION TRENS IN LITHOGRAPHY ART
BY KYIV GRAPHIC SCHOOL OF 2000s

Annotation

This article describes the current state of the lithography art in the scope of the Ukrainian fine arts, it also looks
into a stock of lithographs made by the Kyiv artists during the specified period of time, their visual and stylistic par-
ticular qualities. The lithography artists depict the wide range of topics, reveal their own concepts, their mental and
aesthetic preferences, philosophical comprehension of the real world using a broad band of the expressional capabili-
ties of the lithography. Lithography artwork created by the representatives of the Kyiv graphic school of 2000-s is a
phenomenon in the Ukrainian graphic art, which is notable for its visual findings, its peculiar formulas, its innovative
artistic features.

Purpose of study: to outline from a holistic perspective the development of the lithography art created by the
representatives of the Kyiv graphic school, to analyse the visual and stylistic particular qualities of prints made by
Kyiv lithography artists of 2000-s.

Methods of study: cultural and historical approach was applied, art critical analysis, structured and typological
methods were used.

Results of study: visual and stylistic peculiarities of lithography art created by the Kyiv artists engaged in easel
graphics and book illustration in the beginning of the 21st century were determined.

Scientific novelty: art critical analysis of composition patterns and motifs in lithography art works by Kyiv artists
during said period of time was performed.

Practical significance: outcome of this study would be useful either for the art practitioners or for the art critics.

Keywords: graphics, lithography, printmaking, flat-bed lithography
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OCHOBHI HANMPSIMU PA3BUTKY MUCTEL,TBA JIITOIrPADII
KWIBCbKOI LLKOJIU FPA®IKU 2000-x POKIB

AnoTranis

Y cTarTi pO3KPHUBAETHCS CYYaCHHI CTaH MUCTELITBA AiTOrpadii B KOHTEKCTi 06pa30TBOPYOro MUCTEeLTBA YKpaiHu,
AOCAIAXKYETBCS perepTyap i 06pasHO-CTHAICTHYHI 0COOAMBOCTI AiTOrpadiit xyaoxkHuKiB KreBa 03HaueHOTO Iepioay.
XYAOKHUKH-AITOTpady OXOIIAIOIOTH IMIHPOKE KOAO TeM, BUSABASIOTb BAACHI KOHIIEIIIlii, CBITOTASIAHI Ta eCTeTH4Hi
yIopo6aHHs, $pir0coPpchbke OCMHCAEHHS PEAABHOTO CBiTy, BUKOPUCTOBYIOUH IIHPOKHUI AIala3oH BHPAXKAABHHX
MOXXAUBOCTeH AiTorpadii. MucrenrBo airorpadii kuicpkoi mkoau rpadixu 2000-x pokis — peHOMeHaAbHe SBHIIe
yKpaiHcpkol rpadiku, sike BUPI3HIETHCS CBOIMU 00Pa30TBOPYMMY 3HAXIAKAMHU, OPUTiHAABHUMU KOMITO3UIIMHUMU
PilIeHHAMM, HOBUMH XYAOXKHIMH SKOCTSAMHU.

Mema docaidxenns: KOMIIAGKCHO BUCBITAMTH ITPOLjeC PO3BUTKY MUCTEIITBA AiTorpadii KuiBchkoi mKoAu rpadixu,
IIPOAHAAI3yBaTH XYAOXKHbO-CTUABOBI O3HAKHU €CTaMIIiB KHiBChbKHX AiTorpadis 2000-x pokis.

Memodu docaidxenns: 3acTOCOBaHI KyABTYPHO-ICTOPUYHUI IMTiAXiA, METOAU MHCTEIITBO3HABUOTO aHAAI3Y,
CTPYKTYPHO-TUIIOAOTTIHMMI METOA,

Pesysvmamu docaidxenns: BU3HA4EHO 0OPa3HO-CTHABOBI 0c00AMBOCTI AiTOrpadiit MuTIiiB KueBa, siki mpargoBasu
B IaAy3sIX CTAHKOBOI Ipadiky i KHMXKKOBOI iarocTpanii y nepri aecatuaiTTs XXI cToAiTTs.

Hayxoea nosu3na: npoBeAeHO MUCTELTBO3HABYMI aHAAI3 KOMIIO3UIIMHUX CTPYKTYP Ta MOTHUBIB AiTOrpadiit
KHMIBCHKMX XYAOXKHUKIB y BUSHAUE€HUH IIEPiOA,.

IIpakmuune 3acmocysanus: 3p00yTKH AQHOI PO3BIAKU OYAY Th KOPHCHUMU SIK AASL GaxiBLIiB-IIPAKTHKIB, TaK i AAS
TeOpeTHKiB 06pPa30TBOPYOTO MUCTELITBA.

KarouoBi caoBa: rpadika, airorpadis, ecrami, MAOCKUI APYK.
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SPECIFICS OF TIMBRALLY-TEXTURAL DEVELOPMENT IN
SYMPHONIC AND OPERA WORKS BY V. HUBARENKO

Abstract

Objective: to reveal genre, stylistic, structural, dramaturgical and idiomatic traits of several orchestral and opera
works by V. Hubarenko and their embodiment in textural and timbral means.

Methods: elementary-theoretical and structural-genetical analysis and synthesis, historical, comparative, method
of abstraction and concretization, induction and deduction.

Results: following pieces by V. Hubarenko were considered during this research: First (1962), Second (1965) and
Third (1974) Symphonies, “Concertino” for symphonic orchestra (1963), Chamber symphony No. 1 (1967), Sym-
phonic picture “Kupalo” (1971), opera-ballet “Viy” (1980). These works written during 60s-80s are demonstrative
in terms of specifics of timbral-textural development and timbral dramaturgy. The research revealed that intrusion of
theatrical features into symphonic music and vice versa is a marker of V. Hubarenko’s style in the scope of Ukrainian
musical arts development trends of 60s-80's times. Textural and timbral means play significant role as factors of the
dramaturgy of works considered, stabilizing and transforming genre models used by the composer.

Scientific novelty: in this article at the first time proposed a view on textural and timbral means (therefore, the
orchestral style) as a reflection of dialectical interaction “the artist — the environment” in the art of V. Hubarenko; also,
at the first time provided generalized characteristics of the timbral dramaturgy specifics in V. Hubarenko’s orchestral
art, which is done on the base of the analysis performed.

Practical significance: the results received could help in further study of orchestral thinking regularities and
artistic processes related to them in the context of interaction between the artistic individuality and the outer world;
also, the information provided could be useful for performers and conductors who will work with compositions by
V. Hubarenko and other Ukrainian composers of 60s—80s epoch.

Keywords: Ukrainian music, symphony, opera, orchestra, texture, timbre, instrumentation, timbre dramaturgy,
V. Hubarenko.

For citation : O. M. Batovska. Specifics of Timbrally-Textural Development in Symphonic and opera Works By
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Introduction. The name of Vitalii Hubarenko is a
synonym for the one of crucially important pages in a
history of Ukrainian musical and theatrical life. His cre-
ativity is marked by a relentless search of possibilities to
modernize symphonic and opera genres. Following the
best traditions of Ukrainian musical culture, the compos-
er developed his own unique style. Symphonic music in
V. Hubarenko’s creativity is represented in various ways,
through works of different genres (such as symphony,
symphonette, chamber symphony, symphony for an or-
chestra and a male choir, vocally-symphonic genres etc.).
But it is symphony that concentrates artistic search of
V. Hubarenko in such spheres as genre modelling, dra-
maturgical and expressive functions of timbre and tex-
ture, usage of modern means of musical language and
speech. Symphonic works of the composer are bright ex-
emplification of general tendencies of Ukrainian music’s
development in the 2 half of XX century.

Discussion. Overall, symphonic music, represented
in this paper by three works, demonstrates specifics of
composer’s orchestral thinking, merge of typical and inno-
vative principles of symphony’s genre-stylistic invariant,
textural and timbral premises, which directly influences
compositionally-semantical, compositionally-structural
and dramaturgical processes of the studied works.

V. Hubarenko's aspiration to realize himself through
creation of large-scale works for orchestra has been
already apparent since the period of his education at
Kharkiv Conservatory [1, P. 20]. Any composer writing
such works must operate a specific type of symphonic
thinking on musical “structural levels”, which are defined
in musicology as sonic, intonationally-linguistic, textural,
compositional ones (according to the definition given by
S. Shyp) [2, p. 40-42]. In the works regarded in this ar-
ticle these means become an integral reflexion of author’s
Ego [1, P. 108]. Also, interaction between a composer
and “outer” world, diversity of existential dimensions
in which personality of an artist manifests and develops
itself is very important; it includes communication and
cooperation with conductors, performers and musicolo-
gists. M. Cherkashina-Gubarenko states: “Contacts and
friendly communication with prominent musicologists
(the first interpreters of his works) played an important
role in artistic destiny of Vitalii Hubarenko (1934-2000).
Their initiative and outstanding talent were inspiring the
composer, were serving as a stimulus for artistic growth,
were promoting his music in Ukraine and out of native
country borders” [3, P. 170]. Therefore, an interaction
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between the composer’s Ego and the outer artistic di-
mension forms an integral complex, which directs artis-
tic intentions of the personality and hence influences on
composer’s works content and on what means of musical
language were used for their creation.

Dramaturgical development of the work, graduality
of unfolding of composer’s creative aspirations find their
embodiment on the level of textural and timbral premises.
In V. Medushevskiy’s interpretation texture is “intonation-
ally organized “fabric” of the music” [4, P. 105], which
means direct connection between the texture and author’s
intentions. At the same time, as pointed out by V. Tsukker-
man, timbre has a certain degree of functionality regarding
the texture [ 5, P. 343] and embodies composer’s coloristic
vision of his own work. This leads us to the concept of tim-
bre dramaturgy, defined by R. Terteryan in the following
ways: as a “system of timbral development”, as a separate
“subsystem of complex of all the means of musical expres-
sion’, as a “subsystem of musical dramaturgy” [6, P. 26].
These devices are meant to emphasize tension or statics in
music, contribute to “personalization” of themes (through
usage of certain timbres in leit-motives and characteristic
rhythmically-harmonical arabesques) as well as to linking
of structural episodes, providing dramaturgical develop-
ment according to the principle of throughout unfolding
or contrary, fragmenting.

Usage of symphony’s genre traits is rather typical for
Ukrainian opera works of 60s—70s, as it is one of stylis-
tic tendencies of that time. On the other hand, reverse
influence can be traced, as principles of operatic thinking
find their way into symphonic genres. The principles of
instrumentation play important role in this process. It
is noteworthy that V. Hubarenko was a student of cel-
ebrated representative of Ukrainian (to be more precise -
Kharkiv) compositional school D. Klebanov (who was
dubbed by his contemporaries “Ukrainian Shostakov-
ich”, who formulated his approach to instrumentation
in the following way: “Instrumentation is a somewhat
borderline domain of the composer’s and performer’s
creativity <...> expressive means of musical instruments
and singing voices influence the music and, in their turn,
experience their influence” [ 7, P. 3]. The artist defines the
functions of instrumentation as well: coloristically-char-
acteristic (“the choice of an appropriate timbre can show
the character of music <... >, amplify its dramatism or re-
veal its comic traits”), form-creating (through “juxtaposi-
tion of timbres instrumentator consciously splits the mu-
sical fabric and reveals logical links between fragments
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of musical form as well as between constructions of
different scale”) [7, P. 3], “The texture can “paint” and
direct character of image, traits of structure and syntaxic
structure of music in a necessary way <...>. To change
the texture is the same as to change the interpretation of
the music” [8, P. 13]. So, it does not come as a surprise
that in his symphonic works V. Hubarenko demonstrates
skilful management of orchestra’s coloristic potential, its
timbrally-textural functions, directly influencing musical
content and form. First thing immediately drawing atten-
tion is a usage of supplementary woodwind and various
percussion instruments, caused by a composer’s desire
to enrich orchestral dramaturgical potential.

The capabilities of instruments, chosen by the com-
poser for a given piece, can be seen already on the first
pages of the scores, where the structure of the orchestra
is shown; this allows to comprehend the timbral devices
which V. Hubarenko used in order to incarnate his ideas
in sounds. For instance, in the First Symphony (1962)
the composer indicates necessity to use Flauto piccolo and
Clarinetto piccolo (clarinet in Es) on the top of already pres-
ent two flutes in clarinets in B. The orchestra must have
three Trombe in B; the composer also uses a large quantity
of percussion instruments, whose variety is needed to cre-
ate a specific colour in different episodes of the structure;
other additions to usual orchestral instruments are a harp
and a piano, with their characteristic timbres bearing cer-
tain orchestral functions. In the Second Symphony (1965)
only Flauto piccolo and third Tromba in B are added, the
percussion group is somewhat diminished compared to
the First Symphony, but a harp and a piano are also pres-
ent. Thus, in earlier First and Second Symphonies (1962
and 1965, respectively) the author is satisfied with ex-
tended “pair” orchestra with addition of supplementary
woodwind and percussion instruments. At the same time,
the Second Symphony, unlike the First one, has clearly de-
fined programmatic basis (a Neo-Classical one), straying
away from four-movement symphonic “standard” (which
is observed by the First Symphony). Also, the titles of the
movements in the Second Symphony (“Prelude”, “Sonata”
and “Fugue”) indicate a certain degree of autonomy of
these movements, which might be interpreted as a genre
trait of a suite.

From the standpoint of form-creating, the First
Symphony consists of four movements, thus being in
accordance with traditional for Classicism and Roman-
ticism model of symphonic cycle with such functions
of the movements as dramaturgical centre of “action’,
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slow lyrical movement, Scherzo. But we must indicate a
special role of epically-narrative type of musical expres-
sion. The first movement starts with a slow introduc-
tion, song-like theme is given to Flauto I solo. Certain
textural characteristics of the principal theme (such as
usage of fourths in interval structure, “calling” intona-
tions, usage of timbres of woodwind and brass instru-
ments) are understood as sematic markers of heroicism
in the broadest interpretation. In line with the traditions
of epic symphonism, heroic intonation of the principal
theme is ousted by cantilena of the secondary theme,
where the composer used polyphony of subsidiary voices
and rhythmical ostinato. The second movement is a genre
one, as it reveals the signs of a waltz in various semantic
connotations. This is underlined by timbres as well: the
theme of a lyrical waltz is played by Clarinetto in B, while
the theme of a grotesque one is performed by the brass
section. The playful function of the movement is pres-
ent both in genre nature and on the level of harmonical
and key syntax (a — F - B flat - Es — a), what is especially
obvious in the Coda of the second movement. The third
movement, Andante, has the manner of narrative epical
dramaturgy, which in the given context can be associated
with such Ukrainian national genre as duma. The Finale
has pompous, elevated character, correlating with tradi-
tions of Classical-Romantic invariant of a symphony.
Allusions to attributes of Baroque stylistics in the
Second symphony (1965) are incarnated in all three
movements of the work. In the first movement, “Pre-
lude”, Andante risoluto, the composer in a unique manner
“plays” with epochal style, which can be seen on the level
of thematicism (folk-song basis and blurring of formal
borders). As in the First Symphony, the composer ac-
tively uses the timbres of woodwind and brass instru-
ments. Opposition of contrasting elements illustrates
multi-dimensionality of the time and generates intertex-
tuality in its broad sense, incarnating the multi-faceted
nature of life. Kaleidoscopic qualities can be seen in a
dramatic principal theme (constituted by two contrast-
ing elements); it is ousted by a pastoral theme, character-
ized by the timbre of woodwind instruments and usage
of polyphonic technique. Gradually, polyphonic texture
transforms into a chorale, and after that it is replaced by
texture representing genre traits of march, using respec-
tive timbres (such as trombones with their established
semantic). The second movement, “Sonata”, Allegro en-
ergico, embodies conflictual model of worldview. Active
and forceful principal theme in timbres of woodwind and
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brass instruments (including the low register) depict ten-
sion of existential search for a human in the world; inci-
dentally, such a kind of musical dramaturgy J. Langford
defines as a specific feature of “The Symphony of Mod-
ern Era” [9, P. 181]. The third movement, “Fugue”, Soste-
nuto, is a philosophical generalization, embodying reflec-
tive worldview, contrary to established semantics of the
Finale of Classical-Romantic invariant of a genre. From
this standpoint, we can say that the Second symphony by
V. Hubarenko enters a dialogue with the First Symphony
by V. Sylvestrov (1964), where the latter composer also
uses Baroque genres. Three movements of V. Sylvestrov’s
First Symphony also bear programmatic titles of Neo-
Baroque thematic, “Sonata’, “Concerto” and “Fugue”. At
the same time, V. Sylvestrov’s appeal to Neo-Baroque
stylistics in this symphony can be attributed as external,
rather than internal, which supposes thematic and dra-
maturgical principles. Besides that, allusion to Baroque
musical idiom gave the composer an opportunity to find
his own path in a symphony genre, which would differ
from established invariant, since “Neo-Classicism mo-
tivated to step aside from the genre of Large-scale Sym-
phony” [10, P. 110] and opened new possibilities for free
and unrestricted music-making. Thus, we showed that
the First symphony by V. Sylvestrov is founded on influ-
ential “play” source, which shows itself in a range from
the play with Baroque genre, stylistic allusions to gro-
tesque and fairy tale-fantastic images. All the traits listed
above indicate prominent role of humanitarian image in
the conception of the First Symphony, “Homo Ludens’.
But in V. Hubarenko’s Second Symphony the choice of
Finale-centred models betokens mostly reflective origin,
not the play one, which illustrated existential search for
a human in the art of 1960ss.

We should list some examples of V. Hubarenko’s
single-movement symphonic works, first of them being
“Concertino” for symphonic orchestra (1963), carried
out in a “chamber” variant of orchestra: one of every
woodwind instruments; Corno in F, Tromba in B and
two Tromboni being the only brass instruments used;
the percussion group is reduced to only Timpani and
Campanelli; but the Piano is still present. Thus, this piece
can be interpreted as an example of “small symphonic
form” with “chamber” flavour, which applies the idea of
throughout development. As another example of single-
movement symphonic work we can regard Symphonic
picture “Kupalo” (1971), which is an embodiment of
brilliant and outstanding representation of folklore
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theme, using throughout development as well. In order
to materialize this idea, V. Hubarenko found necessary to
strengthen the woodwind section by adding Flauto pic-
colo and Corno inglese, as well as by inclusion of Tromba
in B, Arpa, Pianoforte and large number of percussion
instruments in the orchestra. Enriching of the flutes and
oboes by supplementary instruments was apparently
caused by the composer’s intention to make these instru-
ments the bearers of the folkloristic programmatic image.

The idea of symphonic work for orchestra and solo
instrument is embodied in the First Chamber Sympho-
ny for violin with orchestra (1967). This work became
a referential point for V. Hubarenko’s interpretation of
the genre, as the composer created four Chamber Sym-
phonies for string instruments with orchestra in the
timespan of 1967-1996. The large-scale virtuoso work
for violin and orchestra obviously stems from concerto
genre nature, but in this case “it is concert origin that
submits to the logic of symphonic thinking” [1, P. 69].
Not only does Violino solo “compete” with the orchestra,
but also becomes an element of symphonic dramaturgy
(among comparable examples from the earlier music
one might call H. Berlioz’s Symphonic poem “Harold
en Italie” for Viola and orchestra, 1834). The composer
also tends to “retain big orchestral apparatus but reject
global conceptions” [1, P. 70]. But even using the large
orchestra, V. Hubarenko keeps such quality of his music
as “intimate” expressive intonation.

V. Silvestrov’s symphonism in the context of Ukrai-
nian school of musical composition was not accidentally
mentioned before in this article. It is as indicative as V. Hu-
barenko’s symphonism in the terms of artistic seeking of
composers of that time, which were directed to find ways
to rebuild tradition genre models. S. Shchelkanova states:
“All novative aspects in the genre reading, as well as cre-
ating of a new world view, are born thanks to the genius
composer’s efforts by means of his overcoming a canon”
[11, P. 274]. This passage addressed to V. Silvestrov’s
works could be applied in full measure to the art of V. Hu-
barenko; a shining example of it is his Third Symphony
for symphonic orchestra and male choir (1974). It seems
to be one of the most complex work, generalizing earlier
composer’s symphonic findings. This Symphony was cre-
ated based on the music to T. Levchuk’s film “Duma about
Kovpak” (“Duma pro Kovpaka”) [1, P.9]. The composer
needed to use an orchestra with triple woodwind struc-
ture and supplementary instruments (in the clarinets
four instruments are used, two Clarinetti piccolo in Es, two
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Clarinetti in B, Clarinetto basso in B, the last one playing the
part of additional third clarinet), wide variety of percus-
sion instruments, Celesta, Arpaand Pianoforte. This struc-
ture is quite similar to orchestras used by G. Mahler and
R. Strauss, but the brass section is not increased in size,
except for additional third Tromba in B. But even without
significant additions to the brass section, the strings still
must be used in a larger number of performers for the sake
of balance. The Third Symphony has such special feature
as important programmatic content, to embody which
a special element of musical language was used, a male
choir, realizing poetic component as a tool of plot and dra-
maturgy. Due to usage of a verbal text, the programmatic
content causes coloristic type of symphonic development
and brings the work closer to the genre of oratorio [1,P. 9].

Such expansion of coloristic potential and obvious
programmatic basis causes theatralization, or in other
words, “opernization” of the symphony. Thus, regarding
the creativity of V. Hubarenko, it is possible to discern
a process of diffusion between opera and symphony, as
the symphonism as a method of development becomes
typical for opera works and vice versa, operatic principles
enter symphonic dramaturgy. This clears ways to new
opportunities for a composer in terms of textural and
timbral means, because synthesis of these two genre-
stylistic spheres provides an access to utilizing principles
of “combinatorics” and “multifigure techique” (terms by
H. Savchenko) in orchestral composing. These principles
are investigated in quite detailed view on the example of
L. Stravinsky’s art in researches by H. Savchenko [12; 13]
and they could be find in works by V. Hubarenko as well.

Thus, it is quite logical that all the findings of V. Hu-
barenko become a basis for composer’s further “experi-
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ments” in creation of synthetic genre models. Textural
and timbral principles play important role not only in the
composer’s symphonic music, but also in his opera works,
particularly, in ballet instrumental interludes of emblem-
atic for V. Hubarenko work “Viy” (1980, which he himself
defined as “opera-ballet”). H. Polianska notes that “based
on the achievements of his precursors V. Hubarenko found
his model of a mixture, showed polar forces and their in-
dependent action in different spheres” [ 14, P. 199]. Using
double genre personae of symphonic works, the composer em-
bodies the ideas of genre synthesis, which is reflected in instru-
mentation. The example of ballet interludes of opera-ballet
“Viy” demonstrates a “mixture” of vocal and instrumental
types of themes, which combines diatonic and chromatic
mode systems. In a spacetime dimension the composer
embodies this idea in textural and timbral layering, as one
can feel illustrative elements in the score (glissandi, rapid
passages, heterofonic ‘lines”, tremolo, orchestral pedal),
which are the signs of Scherzo, Toccata, dance-like genres,
which is relevant given this is a ballet genre. We should
also add that textural and timbral devices become an ef-
fective tool for stylization, adding new colour to modally-
harmonical content, enriching of the sound fabric with
phonic qualities, which reflects modern tendencies of
development in modern music.

Conclusion. Specifics of V. Hubarenko’s timbral
dramaturgy acquires significance of a marker of the
composer’s style, which stabilizes and transforms genre
models, employed by the artist. Utilizing coloristic and
form-creating functions of instrumentation, the author
embodies principles of his own orchestral thinking. Con-
sequently, it contributes to the goal of artistic expression
and representation of the composer’s idea.
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CNEUNDIKA TEMBPO-PAKTYPHOIO PO3BUTKY
B CUM®POHIYHUX TA ONEPHUX TBOPAX B. 'YBAPEHKA

AnoTanis

Mema: BUSBUTH >XaHPOBO-CTHABOBI, CTPYKTYPHO-APAMATYpIidHi Ta MOBACHHEBI OCOOAMBOCTI AESKHX
cuMmoHIYHYX i orrepHux TBOpiB B. 'ybapenka Ta ixHe BriAeHHS y 3aco6ax paxrypu i TeMODY.

Memodu: 3acTOCOBAaHO METOA €AeMEHTAPHO-TEOPETHYHOTO Ta CTPYKTYPHO-TeHETUYHOTO AHAAI3YBAHHS Ta
CHHTe3Y, iCTOPHYHUI METOA, IIOPIBHSABHHI; METOA A0CTpAryBaHHs Ta KOHKpeTH3awil, IHAyKIil Ta AeAyKIii.
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Pesysvmamu: y XOAl AOCAIAXKEHHS PO3TASIHYTO HACTYIIHI TBOPH AAsL cuMoHiHOTO opKecTpy B. I'ybapenxa:
IMepma (1962), Apyra (1965) ta Tpets (1974) Cumonii, «KoHieptuno» aas cumponiunoro opkecrpy (1963 ),
Kamepna cumdonis No. 1 (1967), Cumdoniuna kapruna «Kymaro» (1971), onepa-6aser «Biit» (1980). Lli Topy,
Harucasi mpotsiroM 1960-80-x pokiB, € TOKa30BUMH B TAAHI CrIelUdiKu TeMOPO-PpaKTyPHOIo pO3BUTKY Ta TeMOPOBOI
ApaMaTyprii. BusiBaeHo, 1110 TpOHMKHEHHS 03HAK T€ATPAABHOCTI B CUMPOHIYHY MY3UKY Ta, HABIIAKH, PUC CUMPOHIZMY
B OIIEpHY MY3HKY € MApKepOM OpKeCcTpoBOro cTuaio B.I'ybapeHka y Mexxax TeHAEHINHl PO3BUTKY YKPaiHCHKOTO
My3u4gHOro MucTenTBa 1960-1980-x. 3acobu $pakTyp i TeMOPY BiairparoTh BAXKAMBY POAD SIK GpaKTOPHU ApaMaryprii
PO3TASIHYTHX B CTATTi TBOPIB, CTa0iAI3yI04YM Ta TPAHCHOPMYIOUH XKAHPOBI MOAEAI, YXKUBAHI MUTILIEM.

Hayxo06a H06u3Ha: y CTaTTi BIiepIle 3alpOIOHOBAHMI [OTASIA Ha 3aco6u $pakTypu Ta TeM6py (2 0Toke, OpKecTpOBHit
cTuab) B TBopuocTi B. ['y6apenka sk BiAA3epKaACHHS AlaAeKTHYHOI B3AEMOAT «MHTELIb — OTOUEHHS » ; TAKOX BIIepIIe
HAAQHO Y3araAbHIOI0Y XapaKTePUCTUKY CIIennpiku TeMOPOBOI ApaMaTyprii B opkecTpoBiit TBopuocTi B. I'ybapenka,
IO BHOYAOBAHO Ha OCHOBI IIPOBEAEHOTO AHAAI3Y.

IIpaxmuune 3nauenns: OTpUMaHi PE3YABTATH MOXYTb CIIPUSITH HAOAWDKEHHIO AO BUBYEHHS 3aKOHOMIPHOCTeM
OPKECTPOBOTO MUCAEHHS Ta IOBSI3aHi i3 UM TBOPYI IPOLIECH B KOHTEKCTI AlAAEKTHKHU B3aEMOAIl MDK TBOPYOIO
IHAMBIAYyaABHICTIO Ta HAaBKOAMIIHIM CBITOM; TaKOXX, HapaHa iHQopMartia Moxe 6yTn KOPHCHOIO AASl BUKOHABINB Ta
AVMPUTeHTIB, SIKi IIPaIffoBaTUMyTh 3 TBOpamu sik B. I'ybapeHKa, Tax if iHIINX yKpaiHCHKIX KOMITO3HTOPIB ertoxu 1960-1980-x.

KarouoBi cAoBa: YkpaiHcbKa My3HKa, CMM{QOHis, omepa, OpkecTp, pakTypa, TeMOp, iHCTpyMeHTyBaHHS, TeMOpoBa
Apamarypris, B. Tybaperxo.
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BHYTPUAHCAMBJIEBAY MY3bIKAJIbHAA
KOMMYHUKALUNA B KAMEPHOM AHCAMBJIE

AxHoTanusa

ITeAp HccAEAOBAHHUS: PACCMOTPETH IPOLIECC MY3bIKAABHOM KOMMYHHKALIUK BHYTPU KAMEPHOTO aHCAMOASI, BbI-
AEAUTD OCHOBHBIE COCTABASIIOIIYE BHYTPHAHCAMOAEBON KOMMYHUKAIIMH, COCTABUTD MOAEAD MY3BIKAABHOM KOMMY-
HUKALIMK B aHCaMOAe.

MeTOoABI HCCACAOBAHHS: HICTOPHYECKUH METOA IIO3BOASIET IIPOCACAUTD IBOAIOLIUIO MOHATHUS « KOMMYHHKAITHS> ;
CHCTEMHBINl METOA UCIIOAB3YETCSI AASL IEAOCTHOTO BOCIIPUSITHS IIPOIIeCCa BHYTPUAHCAMOAEBO MY3bIKAABHOM KOM-
MyHUKAIIUH, U3y4eHHs BHYTPEHHUX 1 BHEIIHUX CBsI3el; METOA abCTParnpOBaHUs AAeT BO3MOXKHOCTh PAaCCMOTPETh
0COOEHHOCTH BHY TPHAHCAMOAEBOM KOMMYHHKAIIMU 0e3 KOHKPETHBIX My3bIKAABHBIX IPUMEPOB.; AHAAUTHIECKHI,
repMeHeBTHUYEeCKHI, HHTePIIPETAIIHOHHbIN U TeXHOAOTHIECKHH METOAbI IPUMEHSIOTCS AASI BBIIBACHUS CIIeITUPUKU
aHCaMOAEBOTO HCIIOAHUTEABCTBA, AHAAM3A HHTEPIIPETATOP CKO-UCIIOAHUTEABCKUX TPYAHOCTEM, KOTOPbIe BO3HUKAIOT
IIpU UTrpe B aHCAMOA€, TEXHUYEeCKUX U HeBepOAAbHbIX CPEACTB BHY TPHAHCAMOAEBOI KOMMYHHKALIUH.

Pe3yAbTaThl HCCACAOBAHHUS: COOPMYAUPOBAHO ONpPeAeAeHHe BHYTPUAHCAMOAEBO MY3bIKAABHON KOMMYHHUKA-
LMY, IPEAAOXKEHA MOAEAD BHY TPHaHCaMbAeBOI KoMMyHuKaru. Ha ocHOBe MOAeAM My3BIKAABHOM KOMMYHHKALIAH
b. AcadpeBa moCTpOEHa MOAEAD My3bIKAABHOM KOMMYHHKaLUK B aHcamMbae. Ha mpumepe kaMepHO-MHCTpyMeHTaAD-
HOTO Ay3Ta PACCMOTPEeHBI HEKOTOPbIe 0COOEHHOCTH MY3bIKAABHOM KOMMYHHKAI[HN MEXXAY aHCAMOAMCTAMU, BbIAEACHBI
TAQBHBIE 9AEMEHTBI, U3 KOTOPbIX COCTOUT BHYTPHUAHCAMOAEBAs My3bIKAABHASI KOMMYHHKALIASL.

Hay4nas HOBHU3Ha: BIlepBble CPOPMYAUPOBAHO ONIPeAeAeHHe BHY TPHAHCAMOAEBOI MYy3bIKAAPHOM KOMMYHHKA-
11H; 060CHOBaHA HEOOXOAUMOCTD BBEAECHHS IIOHATHS «BHYTPHAHCAMOAeBas My3bIKaAbHAsI KOMMYHUKALIHSI>»> B 0011e-
HAy4HbII 00HX0A, 0003HaUeHbI OCHOBHbIE KOMIIOHEHTHI BHY TPHAHCAaMOAeBOI KOMMYHHKAIIUH, 00sI3aTeAbHOE HAANYKe
KOTOPBIX SIBASIETCS 3AA0TOM BBICOKOKA4eCTBEHHOTO AaHCAMOAEBOTO HCIIOAHUTEABCTBA.

IIpakTnyeckas 3HAYMMOCTb: MATePHAABI CTATBH MOTYT MCIIOAB30BATbCS B KyPCaX TEOPHU U HCTOPUHU My3bl-
KAaABHOTO UCITOAHUTEABCTBA, IIEAQrOTMYeCKOM 1 KOHIIEPTHOM IPaKTHKe KaMepHO-HHCTPYMEHTAABHOT'O HCKYCCTBA.

KaroueBbie cAOBa: aHCaMOA€BO€ HCIIOAHUTEABCTBO, BHy TPHAHCAMOAEBast My3bIKaAbHASI KOMMYHHKAIIUS, KaMep-
HbII aHCAMOAB, KOMMYHHUKATHBHAS MOAEAD.

Aast iuruposanus: Bypko E. B. BuyTpuancam6aeBast MyssixaabHast KomMmyHuKarst B Kameprom Arcambae //
European Journal of Arts, 2021, N3. — C. 34-39. DOL: https://doi.org/10.29013/EJA-21-3-34-39

[MonATHe «KOMMYHUKAIUS» CYIECTBYeT HECKOAb-
KO ThIcsY AeT. OHO MCIIOAB30BAAOCH €llje B AHTHYHbIE
BpeMeHa, pa3pabaTbiBaAOCh APEBHETPEIeCKUMH PHTO-
pamu, MpIcAUTeAsIMH U purocodpamu. [lepByro kommy-
HUKATHBHYI0 MOAeAb [ 1] cospaa, ormcaa u o6ocHOBaA
ApucroTean B cBoeM Tpyae «Putopuka> [2]. Beirasaeaa
9Ta MOAEAD TaK: «OPaTOp-pedb-cAyIIaTeAb>. K aTomy xe
BpeMeHH OTHOCST IePBble MOMBITKY CPOPMYAHPOBATH
OIpeAeAeHHe KOMMYHUKALHH, pOPMUPOBAHUE KOMMY-
HUKAaTHBHbIX HaBbIKOB. Oc060€e MeCTO KOMMyHHUKALHSL

3aHMMAAa B CIIApTaHCKOM BocruTaHuu. B amoxy Cpea-
HEBEKOBbsl KOMMYHHKAIIM HAXOAUTCS IOA CTPOIMM
KOHTpOAeM IlepkBu. [3-3a MHOXKeCTBa peAMIMO3HBIX
3aIIpeToB POAb M GpOPMbI KOMMYHHUKAIIMH CY>KaIOTCS.
Bo Bpems Peneccanca MpICAMTEAH BHICTYTIAIOT MPOTHB
OrpaHHYeHHsI KOMMYHHUKAIIUH IjepKoBbio. Ocoboe MecTo
3aHUMaeT TBOPYECKAS] AUYHOCTD, ACATEAPHOCTh KOTO-
PO CBA3BIBAIOT C Ilepepayerl CakpaAbHOM HHPOpMaLUU
Jyepes cBou npoussepeHus. B anoxy Hosoro spemenu
«IpOrpaMMa KyAbTMBHPOBAHHSA YE€AOBEYECKOIO yMa
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CTaHOBHUTCSI TAABHBIM IPOOAEMHO-KOMMYHHKATUBHBIM
Hanpasaenuem duaocodpuu> [3, C. 16]. Bo Bropoit mo-
AsosuHe XVIII Bexka HauMHaeT aKTUBHO MCCAEAOBATbHCS
CyOBeKTHO-00BeKTHBII KaTeTOPUAABHBIH AIIIApaT KOM-
MyHuKanus. [TosSBASIOTCS Takye Ba>KHbIe HAITPAaBACHIS,
KaK repMeHeBTHKa U ceMuoTuka. B konne XIX Beka
CAOBO KOMMYHHUKAI[USI UMEAO UCKAIOUHTEABHO TeXHUYe-
ckoe 3HaueHue [4]. VIHTepec K BONPOCY KOMMYHHKALIMH
Bospacraer B XX Beke. [lossasercs muoro (or 120 a0
240) pa3sAMYHBIX BAPUAHTOB 3HAYEHHS 3TOTO CAOBa [4],
MOHATHE «KOMMYHHKAIUS>» IMPOHUKAET IPaKTHIeCKU
BO BCe obaacTu yeaoBedeckoil >xusHu. He crasa mc-
KAIOYeHHeM U cdepa HCKYCcCTBa. 3AeCh KOMMYHHKAITHIO
HasbIBalOT XyposkecTBeHHOM. 0. Bopes B paspeae «Hc-
KyCCTBO KaK XYAOXKeCTBEHHasl KOMMYHUKALIUS > KHUTH
«OCTeTHKa>» ONpeAeAseT XyAOXKeCTBEHHYI0 KOMMYHH-
KaIJUIO KaK «OCYIeCTBA@HUE HHTEAAEKTYaAbHO-TBOpYe-
CKOM B3aUMOCBS3U aBTOPA M PEIMITHEHTa, ITepeAada Mo-
CAEAHEMY XyAOXKeCTBeHHON MHPOPMAIIIH, COACpIKalelt
OIpeAeAeHHOE OTHOIIeHHEe K MHUPY, XyAOXKeCTBEHHYIO
KOHIJeNIIMIO, YCTOMYMBbIE IIeHHOCTHbIE OPHEHTAIUH,
a B NCIIOAHMTEABCKHX MCKYCCTBaX (My3blKa HAM TeaTp)
ellle U UCTIOAHUTEAD> | S ]. B KaKAOM BUAE HCKyCCTBA HC-
TIOAB3YeTCS Pa3HbIN apCeHAA CPEACTB, IPUCYITHX UMEeH-
HO 9TOMY BHAY HCKYCCTBa.

B My3bpIkaAbPHOM HCKYCCTBE UCIIOAB3YETCS TIOHATHE
«My3bIKaAbHasI KOMMYHHKAIH>. OHO IIOSBUAOCH B My-
3BIKOBeAUECKO cpeae B cepepuHe XX Beka. B aro Bpems
dopmMyAupyeTcs caMo OHSATHE MY3bIKAAbHOH KOMMYHH-
KaIliH, er0 OCHOBHbIE ITOAOXKEHHs], TIOSIBASIETCS IepBasi
MOAEAD My3bIKaAbHOM KOMMYHUKAI[UH.

H3y4enuio mpo6AeMbI My3bIKAABHOI KOMMYHHUKAI[HH
MIOCBSIIEHbl TPYABI MHOTHX BBIAAIOIIMXCS M COBpeMeH-
HBIX My3bIKOBeAOB: b. Acagresa, A. Maseas, B. Meay-
meBckoro, A. Skymosa, A. Camoriaerxko, 0. Huxoaaes-
CKOH U AD.

ITocaepnme AecATHAETHS K BOIPOCY My3bIKAaABHOM
KOMMYHHKAIIUH IPOSIBASIOT BCe OOABIINIT HHTEPeC CO-
BpeMeHHbIe MY3bIKaHTbl, KyAbTYPOAOTH, MY3bIKOBEADL.
Pa3pabaTbIBarOTCs KYABTYPOAOTMYECKHE ACTIEKTHI My3bl-
KaAbHOM KOMMYHHUKAIIUH, H3y4aeTCs MeCTO MY3bIKAAbHOM
KOMMYHHKAI[UH B TEOPHH UHTEPIIPETAIIUH, B3aUMOOT-
HOIIIEHHE U B3AUMOAEFICTBHE CYyOBeKTOB My3bIKAABHOTO
IPOIlecca, KX POAb B ITPOIiecce KOMMYHUKAI[UH.

Ha ocHOBe KOMMYHUKATHBHOM MOACAU APHCTOTEAS
Bopuc Acadpe chopmuposas MopAeAb MY3BIKAABHOM
koMMyHuKanuy. [Tosxe MHOrHe yyeHble, OTTAAKMBAsICh
ot Moaear AcadbeBa, TpeAAaTaAd CBOM BAPUAHTDHI MOAE-
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Ae¥l My3BIKAABHOM KoMMyHuKanuu. KoMMyHuKaTHBHAS
MoAeAb AcadbeBa BBITASAUT TaK:

Kommnosutop <> McnoannTeas <> Cayrmareab

B ancamMbae 3BeHO «HCIIOAHUTEAb> — ITO HECKOAbD-
KO My3bIKaHTOB. CA€AOBATEABHO, B 9TOI MOAEAH My3bI-
KAABHOM KOMMYHHUKAIIMH BO3HHKAeT HEOOXOAUMOCTD
Pa3ACAUTD €0 Ha «HCIIOAHHTEADb 1> U «HCIIOAHHTEAD
2> B AyaTe (B aHCAMOASX C GOABIIMM KOAMYECTBOM y4acT-
HHUKOB — COOTBETCTBEHHO «MCTIOAHUTEADb 3> 1 T.A.). To
€CTb, B KAMEPHOM aHCaMbAe MOAEAb KOMMYHHUKAIIMH Oy-
AeT BBITASIAETD CACAYIOIIUM 00pasoM:

Kowmnosurop <> (Ucnoanureas 1 <> VicnioanuTteanb
<> 2) Caymareab

Takast HeOOXOAUMOCTD BO3HHKAET I10 TOM IPHYHHE,
9TO B CAyYae aHCaMOAS 3BEHO «HCIIOAHUTEAb> paspe-
ASIeTCSI HA HECKOABKO KOMITOHEHTOB, MEXAY KOTOPbI-
MU TaKXXe IPOUCXOAUT KOMMYHHKATHUBHBIH IIPOIiecc.
VIMeHHO 9TOT IPOIeCC MbI HA3BAAU BHYMPUAHCAMOAe-
601i My3bIKAAbHON KoMMyHHKanuel. Ilo moemy MHe-
HUIO, HEOOXOAMMO BBECTHU B HAYYHBIN 0OMXO0A MOHSTHE
BHYMPUAHCAMOABOTE MY3bIKANLHOTE KOMMYHUKAYUU.

B nporjecce komMyHMKaryu mo Mmopean Acadbesa ecTb
3 BHAQ «B3aMMOAENCTBUII>»> BCEX YIACTHHUKOB IIPOIiecca
MeXAY c000i1. DTO: KOMITO3HUTOP — UCTIOAHUTEAD, HCIIOAHH-
TeAb — CAYIIIATeAb ¥ KOMIIO3UTOP — CAyIIaTeAb. B curyarpum,
KOTAQ UCIIOAHHTEAD — 3TO OAMH My3bIKAHT, KOMMYHHKALIHS
IIPOHMICXOAHT IO CTAHAAPTHOM CXeMe «KOMITO3HTOP-UC-
TIOAHUTEAB-CAyIIaTeAb> (B AAHHOM CAydae Mbl He pac-
CMaTpHBAeM CUTYAI|UH, KOTAQ UCIIOAHHUTEAD MOXET ObITh
OAHOBPEMEHHO KOMIIO3UTOPOM 1 APYTHE YaCTHBIE CAYYaN).
3aaaya NCIIOAHUTEAS PACIIHPPOBATH UACIO KOMITO3UTOPA,
3aKOAHMPOBAHHYIO B HOTHOM TEKCTe, T0A0OpaTh HanboAee
TIOAXOASIIIIE CPEACTBA AASL TTePEAAUN KOMIIO3UTOPCKOTO
3aMBICAA M MAKCHMAABHO OAM3KO K 9TOMY 3aMbICAY Ilepe-
AATb My3BIKAABHYIO HHPOPMAIIHIO CAYIIATEAIO.

B aHCaMbAe UCITOAHUTEAEI HECKOABKO H 3aAa4a ITe-
peAauH My3bIKaAbHOTO 3aMbICAA CTAHOBHTCSI HECKOABKO
caoxHee. At060M aHCaMOAD, HE3ABUCHMO OT KOAWYE-
CTBa MY3BIKAHTOB, AOAXKEH 3BY4YaTb KaK EAUHOE I[eAOe.
VIMeHHO 3AeCh MIpaeT OOABIIYIO POAb BHYTPHAHCAM-
6AeBasi KOMMyHHKanUs. MeXAy yIaCTHUKAMH aHCAM-
0AS1 AOAXKEH OBITH HAAQKEH XOPOIIMI KOHTAKT. YTOOBI
AOCTHYb CTPOMHOIO €AHHOTO 3By4aHHUs, 002 yJacTHH-
Ka aHCAaMOASI AOAXKHBI BeCh KOMIIAEKC MY3BIKAAbHBIX
CPeACTB IIPEACTABASITD U MCIIOAB30BATh MAKCHMAABHO
cxoxe. DTO AOCTUTAETCS TIIATEABHBIM Pa3bopOM IIpo-
U3BEAEHMS, IOAPOOHBIM 00CY>KAE€HHEM BCEX HIOAHCOB.
Heo6xopnMo AOroBopuThCst 060 BCex 0COOEHHOCTSIX
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HCIIOAHEHHs, AAXKe CaMbIX, Ha ITePBBIi B3rAsIA, He3Ha-
YUTEAbHBIX.

BaxHOCTD BHYTPHAHCAMOAEBOM KOMMYHHUKAITH
0COOeHHO 3aMeTHA B HEOOABIINX KOAAEKTHUBAX, HAIIPHU-
Mep, B KAMEPHO-MHCTPYMEHTAABHOM Ay3Te.

B xamepHOM aHCcaMbAe 0be apTHY PaBHbI 110 3HAYH-
MOCTH. 3A€Ch BAXKHOE MECTO 3aHHMAeT PaclipeAeAeHHe
poaeil. B KaXAO¥ MapTUH eCTb COAbHbBIE SIU30ABL, IPO-
BEACHHE TeM U T.A., & €CTh BTOPOCTEIIeHHbIe PParMeHTHL.
AHCaMOAMCTBI AOAXKHBI PET'YAUPOBATh COOTHOIIEHHE TTap-
Tuit. YacTo ObIBaeT, YTO OAMH U3 HCIIOAHHUTEACH OepeT Ha
cebs1 AMAUPYIOIIYIO POAD U B IIOAAEP>KHBAIOIINX STIU30AAX
He YXOAUT Ha BTOPOI ITAQH, TeM CAMBIM ITOAABASISI ADYTYIO
mapTuio. Tak CKaXaeTCsi CMBICAOBAsI HATPY3Ka IIPOH3Be-
AeHIsI, KPACOYHOCTD 3By4aHusL. Taroke cAeAyeT yIuTBIBATD
aKyCTHU4YeCKHe 0COOeHHOCTH MHCTPyMeHTOB. CAeAUTD 3a
TeM, 4TOOBI 60Aee MOIHBI HHCTPYMEHT He 3arAyInaa 6o-
Aee Tuxuit. [ToaTOMy CyIjecTBEHHBIM MOMEHTOM SIBASIET-
cs1 cobAToAeHMe AMHaMITIecKoro 6aranca. HemaroBaxxHO
YIUTBIBATD CIIELUPUKY APTUiL APYT ApyTa. CTapaThbcst BbI-
CTpaMBaTh UCIIOAHEHVE TAK, YTOOBI IAPTHEPY OBIAO YAOD-
HO HCIIOAHSITh CAOXKHbIE MeCTa cBoel mapTHu. [Tonnmaxue
BBIIIEH3A0XKEHHBIX MOMEHTOB SIBASIETCSI IIEPBBIM IIArOM
K HAAQKHMBAHHIO BHYTPHAHCAMOAEBOM My3bIKAABHOM KOM-
MyHHKAIJH MEXXAY aHCAMOAMCTAMU.

Ha navaAbHOM aTarre paboTh Hap IIPOHU3BEACHIEM He-
00XOAMMO YAEAUTD AOAKHOE BHUMAHIE [IOAPOOHOMY aHa-
A3y IpoH3BeAeHHs1. Takoro ke MHEHHsI IPHAEPKUBAELTCS
u B. Mcaes: «Takast opma paboThI Ha HAYAABHOM ITarle
IIOA€3HA TeM, YTO IIOMOTaeT OAHO3HAYHO OIIPEACAMTD
OOIIMIT BUA HCIIOAHUTEABCKOM KOHIIEIIUY, ..., IOCKOAD-
Ky CTHAEBBIE H )KAHPOBbIE OCOOEHHOCTH IIPEACTABASIOT
co00i1 HAOOp OOBEKTHBHBIX CAAraeMbIX KOMIIOHEHTOB,
KOTOPBIe CAOKHO TPAKTOBATh ABOSIKO. TakuM obpaszom,
AQHHBII TIOAXOA, TIPEAOCTABASIET BO3MOXXHOCTb MY3bIKAH-
TaM YTBEPAHUTD EAUHYIO pOPMY MBIIIACHHS KOHKPETHOTO
COYMHEHHS U IIPEAOTBPATUTD PACXOXKACHHS B €I0 BUACHUH
B 11eaoM.>» [6, C. 35]. Takoit aHaAU3 AQeT UCTIOAHHTEASM
IPEACTaBACHHE O My3BIKAABHOI POpMe, 0COOEHHOCTSIX
IIOCTPOEHHSI MY3bIKAABHOTO ITPOU3BEACHHS], €r0 SKaHPO-
BO-CTHAEBBIX, AAAOTAPMOHUYECKHX F METPOPUTMUIECKUX
ocobeHHOCTSIX. B X0A€ aHAAM3a MBI OIIpeAeAsieM U 06Cyx-
AdeM OYeBHAHDIE OOBEKTHBHbIE MOMEHTBI (CTPYKTYpy
IPOHM3BEACHHS], TAKTOBYIO OPraHH3AIIHIO, PACIIOAOKEHNUE
KyABMHMHALHIL U T.IT), KOTOPbI€ Yallle BCETO He BBI3bIBAIOT
0CO0BIX CITOpoB. PasHOrAaCHsl MOTyT BOSHHKHYTD B BO-
IIPOCe ONPEAEACHHsI CTHASI HCITOAHEHHS, XapaKTepa, 00-
Pa3HO-CMBICAOBOTO HACHII|EHHsI ITPOU3BEACHMS. 3A€Ch
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B)XHO OIPEAEAUTHCSI C BHIOOPOM MHTEPIIPETaTOPCKOM
BEPCUH U AOTOBOPUTBCS O eJuHCIHI8e HHTEPIIPETATOPCKO-
HCIIOAHUTEABCKOM KOHIJEIIINH.

ITocAe AeTAABHOTO aHAAM3a MOXXHO TOBOPHUTDH 00
OLIyIIeHNH MY3bIKaABHOTO BpeMeHH, TIOCTPOeHuu ¢ppas,
noabope HanboAee TIOAXOASIIIMX CPEACTB BbIPA3UTEAD-
HOCTH, IITPUXOB, MHTOHUPOBAHMH, APTHKYASIIH.

O6a My3pIKaHTa aHCAMOASI IO OTAEABHOCTH MOTYT
ObITH 3aMeYaTeABHBIMH UCIIOAHHTEASIMH-COAMCTAMH, IIPH-
AEP>KUBasICh CBOMX B3IASIAOB Ha HCITOAHeHHe My3bIku. Ho
Urpasi B aHCAMOA€, PYKOBOACTBYSICb KaXKABIN CBOMMH 3Ha-
HMSAMH U BUAEHHEM, MOT'YT HE COBIIAAATh — UTPATh He BMe-
cre. K mpumepy, cymecTByIoT ABe CHCTeMbI My3bIKAABHOTO
MbIIIAEHHS: <« [IPUHIMI sMOu3Ma>» Momunbr — Pumana[ 7]
Y XOpeNYeCKUM ITPUHIIMIL, KOTOPBIM MHOTAQ CBS3BIBAIOT
cumenem [ Karypa [8]. B mepsoM cAydae Ha9aAbHBII TaKT
AETKHI1, BTOPOH TAKT — OOPHBIH. Bo BTopoMm — HaobopoT —
CHUABHBIM SIBASETCS IEPBBIM TaKT, a AeTKMM — Bropoi. He
6yAeM rOBOPUTD O MPABUABHOCTH U IIPUOPHTETHOCTH Ka-
KOT0-A100 0AHOrO puHIHIA. CyTb B TOM, 4TO, €CAM OAUH
HCTIOAHUTEAD MBICAUT 10 IMOMeCKOMY IIPUHIIHITY, @ BTO-
POt 110 XOpendecKoMy, OyAyT BOBHHUKATh HECTHIKOBKH, KO-
TOpbIe Pa3pyMAOT My3bIKaAbHYIO MaTepuio. CTOUT OTMe-
TUTb, YTO PeYb MAET O MY3bIKaHTaX-MPOPECCHOHAAAX,
KOTOPBIE BAAACIOT HEOOXOANMBIMH YMEHUSIMU 1 BBICOKHM
YPOBHeM HCHOAHMTeAbCTBA. B. MIBKkO Ha cBOMX AeKnusax
B KauecTBe puMepa npeasaraa ucroanenue Conars N 10
A. Berxosena I Tyabpom 1 M. MeHyxunsM: «0co6eHHO
OTYETAMBO 3aMeTHO B ¢uHaAe, yTO I'yAbA MBICAUT IIO-
KaTyapoBcku, MeHyxuH — 110-puMaHoBcKu. To ecTb y AByx
BEAMYAFIINX My3bIKAHTOB AHCAMOASI KaK TAKOBOTO HET>
[8, C. 13]. [ToaToMy BasKHO IPHAEPKUBATHCS €AMHOM CH-
CTEMBI My3bIKAABHOTO MBIIIAEHHMS. JTa TOXKAECTBEHHOCTD
B3TASIAOB TAKOKe KACAeTCsl U IIOAOOpA IITPHXOB, IPHUHIIUIIOB
NPOM3HOIIEHUs] 3BYKOB, HMHTOHMPOBAHMSA, AMHAMHKHU
U APYTUX CPEACTB MY3bIKAAbHOH BBIPA3UTEABHOCTH.

Korpa aHaamTHyeckuit atam pazbopa mpoussepe-
HUSl IIPOMAEH, MPOTOBOPEHBI BCE HIOAHCHI HCIIOAHE-
HHS M yCTaHOBAEHBI II€PBble KOMMYHHKATUBHbIE CBS3H,
MBI TIEPEXOAMM HEMOCPEACTBEHHO K IPOMTPBHIBAHMIO
U 9CTPAAHOM MMOATOTOBKe NMpou3BeaeHHs. Ha aTom ara-
IIe aHCAMOAMCTBI < IPUTHPAIOTCS> APYT K APYTY, IPOHC-
XOAMT TaK Ha3bIBaeMasl, « ChII'PAaHHOCTb>. 3AeCh MOSIBAS-
IOTCs] HOBBIE CPEACTBA, KOTOPBIe 00eCIIeUHBAIOT AYIIUI
KOHTAaKT MY3bIKAHTOB U BBIBOASIT BHYTPUAHCAMOAEBYIO
KOMMYHHMKAIJHIO Ha HOBBII yPOBeHb. JTO HeBepOaAbHbIE
CpeACTBa KOMMYHHUKALIUH: XeCTUKYASIIHS, MUMHKA, 3pH-
TEABHbIM KOHTAKT U T.IL
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/13 BBIIIEU3AOKEHHOTO MOXKHO BBIAGAUTD TaKHe OC-
HOBHbIE COCTABASIOIIIHE BHYTPHAHCAMOAEBOM My3bIKAADb-
HOM KOMMYHMKAI[UH:

— EAHHCTBO MHTEePIIPETaTOPCKO-HCIIOAHUTEAbCKON
KOHIJeTTIIUH;

— TeXHHYeCKHe CPeACTBA BOIIAOIIEHMUS BbIOPAaHHOM
KOHIJETTIIUH HCIIOAHEHHUS TIPOM3BEeACHHS;

— HeBepbOaAbHbIE CPEACTBA KOMMYHUKAITMH MEXAY
aHCaMOAMCTaMU.

OO61mHOCTD B3rASIAOB Ha HHTEPIIPETALHIO IIPOU3BEAe-
HUSI, IOAOOHOE My3bIKAABHOE MbIIIACHHUE, OAU3KOE OILfy-
II[eHHe TeYeHHs My3bIKAABHOTO BpeMeHH, HCIIOAb30BAHUE
OAMHAKOBBIX CPEACTB BBIPA3HTEABHOCTU HIPAIOT BAXKHEM-

B PREMIER

Publishing

ISSN 2310-5666

European Journal of Arts 3 (2021)

IIYI0 POAb B OPTaHM3AIMH U YCTAaHOBKE BHYTPHAHCAM-
0A€BOI My3bIKAAPHON KOMMyHHKanu. OCHOBaTeAbHO
HaAQDKeHHAs! BHy TPHAHCaMOAeBast My3bIKAAbHASI KOMMYHH-
KaIlis CIIOCOOCTBYeT KauyeCTBEHHOMY UCIIOAHEHHUIO MY3bl-
KaAbHOTO ITPOM3BEAEHHs], IIEAOCTHOCTH 3BYYaHMs aHCaM-
0As1, co3paHMIO 9P PeKTa EAUHOTO OPraHU3Ma, pOPMHpPYeT
«CIOCO6HOCTD K TBOpUecKoil anTunumnanun> |6, C. 36],
IIOMOTaeT AHCAMOAMCTaM OLIYIIaTh APYT APYTa, IOHHMATh
6e3 CAOB, yBepeHHee 1yBCTBOBATD ce0s Ha CIieHe.

HaaaxuBaHue My3bIKaHTaMM ITPOYHOM BHYTpPHaH-
CaMOA€BOI My3BIKAABHON KOMMYHHKAIIUHA — AOAXKHO
OBITb OAHOI 13 TAABHBIX IleAell B aHCaMbOAE€BOM HCIIOA-
HHUTEAbCTBE.
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THE INTRA-ENSEMBLE MUSICAL COMMUNICATION
IN ACHAMBER ENSEMBLE

Abstract

Objective: to consider the process of musical communication in a chamber ensemble, to identify the main com-
ponents of intra-ensemble communication, to make a model of musical communication in an ensemble.

The methods: The work uses the historical method (to trace the evolution of the concept of “communication”); the
systemic method is used for the holistic perception of the process of intra-ensemble musical communication, the study
ofinternal and external relations; the abstraction method makes it possible to consider the features of intra-ensemble
communication without specific musical examples; analytical, hermeneutic, interpretive and technological methods
are used to identify the specifics of ensemble performance, to analyze interpretive and performance difficulties that
arise in an ensemble, technical and non-verbal means of intra-ensemble communication.

Results: the definition of intra-ensemble musical communication is formulated, a model of intra-ensemble com-
munication is proposed, the model of musical communication in the ensemble is based on the B. Asafiev's model.
On the example of a chamber-instrumental duet, some features of musical communication between performers are
considered, the main elements of the intra-ensemble musical communication are defined.

Scientific novelty: for the first time the definition of intra-ensemble musical communication was formulated;
the necessity of introducing the concept of «intra-ensemble musical communication» into general scientific use
is substantiated, the main components of intra-ensemble communication are indicated, the obligatory presence of
which is a guarantee of high-quality ensemble performance.

Practical significance: The materials of the article can be used in courses in the theory and history of musical
performance, pedagogical and concert practice of chamber instrumental art.

Keywords: ensemble performance, intra-ensemble musical communication, chamber ensemble, communica-
tion model.
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BHYTPILULHbOAHCAMBJIEBA MY3U4YHA
KOMYHIKAUIA B KAMEPHOMY AHCAMBIJI

AnoTanis
Mema docaidenns: pOSTASIHYTH IPOLjeC My3HIHOI KOMYHIKAIii BcepeAuHi KaMepHOTO aHCaMOAIO, BUAIAUTH
OCHOBHI CKAQAOBI BHY TPilIHbOAHCAMOAEBOI KOMYHIKAaIlii, CKAACTH MOAEAD MY3HYHOI KOMYHIKaLil B aHCAMOAI.
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Memoodu docaidxwennsi: ICTOPUYHMMI METOA AO3BOASIE MPOCAIAKYBAaTH €BOAIOLIIO MOHATTS «KOMYHIKALIig> ;
CHUCTEMHHUIT METOA BUKOPHCTOBYETBCS AASL IIIAICHOTO CIIPHIHSITTS IIPOLjeCy BHYTPIlIHbOAHCAMOAEBOT My3HIHOI KO-
MyHiKarlii, BUBYeHHsI BHY TPIlIHIX i 30BHILIHIX 3aB’sI3KiB; METOA a0CTparyBaHHs AQ€ MOXKXAUBICTD PO3TASIHYTH OCOOAH-
BOCTI BHY TPIlIHbOAHCAMOA€BOI KOMYHiKaLil 63 KOHKPETHHUX My3UYHUX IPUKAAAIB; AHAAITHIHI, FepMeHeBTUIHU,
iHTepIIpeTALifHIUI | TEXHOAOTIYHII METOAH 3ACTOCOBYIOTHCS AASI BUSIBACHHSI Crieljiiky aHCaMOAeBOrO BUKOHABCTBA,
AHAAI3Y IHTepIIPeTaTOPChKO-BUKOHABCHKIX TPYAHOIIIB, SIKi BUHUKAIOT ITiA 9ac IPU B aHCAMOAI, TEXHIYHUX i HeBep-
6aAbHIX 3aCO0iB BHY TPIlIHPOAHCAMOAEBOT KOMYHIKAIil.

Pesysvmamu docaidenns: chopMyAbOBAHO BU3HAYEHHS BHYTPIilIHbOAHCAMOAEBOI My3HYHOI KOMYHiKaIjil, 3a-
IIPOITIOHOBAHA MOAEAD BHITpyLIHbOAHCaMOAeBOI koMyHikanil. Ha ocHoBI Mopeai MysuaHoi komyHikanil b. Acadp’ea
no6yAOBaHA MOAEADb KOMYHiKanil B ancam6bai. Ha nprkaaai KaMepHO-IHCTPYMEHTAABHOTO AYeTy PO3TASIHYTI AesIKi
0C06AMBOCT] My3MYHOI KOMyHIKaIlii MK aHCAaMOAiCTaMH, BHOKPEMAEH] TOAOBHI €AeMEHTH, 3 SIKIX CKAAAAETHCS BHY-
TpilHbOaHCaMOAEBa KOMYHIKAITisL.

Hayxoea nosusna: srepine cpOpMyAbOBAHO BU3HAYEHHS BHYTPIlIHbOAHCAMOAEBOI My3HYHOI KOMYHIKarjil, 06-
IPYHTOBaHA HEOOXIAHICTb BBEACHHS IIOHATTS «BHYTPIilIHbOAHCAMOAEBA My3HYHA KOMYHIKALIis>»> B 3araAbHOHAYKOBHUI
00ir, BHAIA€HI OCHOBHI KOMIIOHEHTH BHY TPillIHbOAHCAMOAeBOT KOMYHiKaljil, 000B's13K0Ba HAsSIBHICTD SIKHX € 3aIIOPYKOIO
BHCOKOSIKICHOTO aHCaMOA€BOTO BUKOHABCTBA.

Ipaxmuune snavenns: MaTepiaAu CTaTTi MOXYTb BUKOPHUCTOBYBATHUCS B Kypcax Teopil Ta icTopii My3U4HOro
BHKOHABCTBA, IIEAATOTIYHIM Ta KOHI[EPTHIN IPaKTHUIIi KAMEPHO-IHCTPYMEHTAABHOTO MUCTELITBA.

Karo4oBi cA0oBa: aHcaMOAeBe BUKOHABCTBO, BHY TPIlIHbOAHCAMOAEBA My3HYHA KOMYHIKALTis, KAMEPHHI aHCAMOAB,
KOMYHIKaTHBHA MOAEAD.
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BOCKOBOMHUKOB 41.B.,!

! Xapvrosckuii Hayuonarvnouii Yuusepcumem Hcxyceme um. H.I1. Komaspesckozo, 2. Xapvkos, Ypauna

MOAEJINPOBAHUE KJIABECUHHOIO 3BYYAHUA HA POYJIE:
PEMNPE3EHTALUA MY3bIKU BAPOKKO AJIEKCAHAPOM TAPO

AnnoTtanus. B craTbe paccMaTpHBarOTCs OCHOBHbIE IIPUHITUITBI HCTIOAHEHHUS MY3bIKU QPAHI[y3CKUX KAABECCHHU-
CTOB Ha pOsiAe Ha IPUMepe TBOPYeCTBa COBPeMeHHOTO PpaHITy3CKOro nuaHucTa Asekcaiapa Tapo B coBpeMeHHOM

MEAHNAIIPOCTPAHCTBE.

IJeab viccaepAOBaHUS, CHCTEMATH3HPOBATh OCHOBHbIE YCTAHOBKY K IIPOABI)KEHUIO MCIIOAHUTEAS B COBPEMEHHOM
MEAUAIPOCTPAHCTBE, Ha IpuMepe Auckorpa¢puu Asexcanapa Tapo nocssamennoit Myspike bapoxko. CucremaTusu-
POBaTh OCHOBHBIE IIPUEMBI HCIIOAHEHHUS My3bIKH AAsT KAaBecrHa JK.-D. Pamo Ha mpuMepe MysbIKaAbHOTO aabboMa

Anexcanapa Tapo.

KaroueBbie cAOBa: My3bIKaAbHas pernpeseHTanus, AMCK, laBoT, Aaekcanap Tapo, MeamampocTpaHCTBO,

JK.-@ Pamo, kAaBeCCHHHCTHI, MOACAPOBAHHUE.

Aas gurapoBanms: Bockoboitnnkos S1. B. MoaeAnpoBaHie KAaBeCHHHOTO 3By4aHHsI Ha posiae: PerpeseHTariusa
My3biku Bapokko Aaekcarapom Tapo // European Journal of Arts, 2021, Ne3. — C. 40-48. DOI: https://doi.

org/10.29013/EJA-21-3-40-48

BBepenune

«Pamo Ha Posiae?! Ho HuKTO He Urpaer Takyio My-
3bIKY $paHITy3CKOro kaaBecuHucra Hadasa XVIII Bexa
Ha COBPEMEHHOM pOsiAe, KOHEYHO, BO BCAKOM CAy4ae,
nyoamgao! UTO )X, eCcTb IpelleAeHTHI — BKAIOYAs 3a-
nuch Mapceab Meliep — U IOCA€ 3TOrO KOMITAKT-AMC-
ka Asexcanppa Tapo, s1 Haperoch, UX OyAeT HAMHOTO
foAblIe>,— TaK IPOKOMMEHTUPOBaA xypHasucT BBC
Review Asxon ApmcTposr Boimyck B 2001 roay aucka
Anexcanppa Tapo ¢ myssixoit JK.-®. Pamo [8]. Moxso
IIOHSTb TAKOE YABAEHIE aBTOPA AHHOTAIIHH: y)Ke 6oAee
CTa A€T YCIIeNIHO pa3BMBAeTCs IMPAKTUKA UCTOPHYECKH
OPHEHTHUPOBAHHOTO UCIIOAHUTEABCTBA, KOTOpasi Cypo-
BO AMKTYeT IIpaBHAA BOCCO3AAQHMS MY3bIKU IIPOIIAOTO,
B TOM 9HCA€ X KOMIIO3UTOPOB 310xXu bapokko, Takux, kak
K. ®@. Pamo (1893-1764). OpHuM U3 HenpepeKaeMbIX
MaKCHM CTOPOHHHKOB «BOCKpEIIeHHsI» 3a0bIThIX OITy-
COB sIBAsSIeTCSI TpebOBaHMe UX HCIIOAHEHHMS Ha HHCTPY-
MEeHTaX CTaPUHHBIX KOHCTPYKIIHI, TO €CTh Ha KAABECHHE.
OpHaKo ceropHsi B COBpeMEeHHOM MeAHAIlpOCTPAHCTBe
HEMAAO BCTPEYALTCS AUCKOB C My3bIKOM KAABECUHHCTOB,
KOTOpbIe HCIIOAHEHbI Ha POsIA€, TAK KaK 3TO AeAaeT PppaH-
y3sckuit muanuct Aaekcanap Tapo (1968) — BbimyckumK

ITapmxckoit koHCepBaTopu 10 kaaccy Kapmen Takon-
Aesenar (yaenurpt Mapraper Aonr) [19].

H3roxeHHe 0OCHOBHOIo MaTepuaAa. K2021 roay
Anexcanpp Tapo 3ammcaa 6osee cOpoKa AUCKOB My-
3BIKM PA3AMYHBIX CTHAEH M 3II0X, CPEAH KOTOPBIX CO-
BepIIeHHO OPUTHHAABHBI M HOBBI IIO CBOMM KOHIIeII-
TaM, OQOPMAEHHIO, KA4eCTBYy U IPOTPaMMe AUCKH
C MY3BIKOH KOMIIO3UTOPOB-KAABECHHUCTOB OIOXHU
Bapokko, ncroaHeHHBIX Ha posiae. [lepBrrit koMIaKT-
AUCK — yoke ynoMsiHy b — « Alexander Tharoud joue/
plays Rameau» (2001) [18] — aab6om, koTOpBHIit
CTaA MMITyAbCOM K ITOCA€AYIOIIMM paboTam. B HasBa-
HUU CAeAyIolero Aucka — «tic toc choc Alexandre
Tharoud joue Couperin» (2007) mupoko u3sBecT-
Has cpear nuanucros nbeca O. Kynepena [17]; Ho-
BBl AUCK — «baroque Alexandre Tharoud RAMEAU
BACH COUPERIN>» (2010) o6bepUHHA HpeAbI-
Aymiue onbIThl. M, HakoHer, caMbIit MacHITabHbIN 11O
koHIenty aAuck 2019 ropa <VERSALES >, B koTopoM
pspoMm ¢ myspikoit JK.-®. Pamo, JK.-B. Aroau u @. Ky-
IlepeHa MPOU3BEACHHUsI MeHee H3BeCTHBIX PobepTa ae
Buse (ucnioanennsie Ha posiae), XKoseda Pyaite, XKaxa
Arodau ta XKana-Aupu A'Aurae6apa [20].

BOCKOBOIHIKOB .B. MOLENUPOBAHME KITABECUHHOTO 3BYYAHUSA HA POSE: PEMPE3EHTALINA MY3bIKM BAPOKKO AIEKCAH[IPOM TAPO

40



Section 2. Musical arts

Yem pyxoBopcTBOBaACs AaekcaHAp Tapo, 3anmcriBast
MY3BIKY, KOTOpasl y>Ke AAQBHO H YCIIEITHO 3BYYHUT Ha KAaBe-
cuHe B ucnioaHeHunu 'ycraBa Aeonxapapa [14], Ckorra
Pocca [15], 3armcaBuiero 4y Au He Bce IPOU3BEACHHUS
JK.-®. Pamo, @pepepuxa Xacca [12], Kennera [nbepra
[9] u Apyrux? CaepyeT 3aMeTHTD, 9TO 3TOT penepryap
OBIA OCBOEH MUAHHCTAMH YK€ CO BTOPOI ITOAOBHHBI
XIX Beka, koraa, Hanpumep, B Ilapike BoIIycTHAN MY-
3pikaabHOE Hacaepue JK.-®. Pamo B BoceMHapaTH TO-
max (1896-1924), u muanucr Ayu Avemep (1843-1919)
craa urparb JK.-®. Pamo Ha posae Ha BcemupHo#t BbI-
craske B [lapmwke B 1899 roay [6, 129-130]. Toraa
BBIIIEAIINI U3 YIOTPeOAeHHsI KAABECHH AQXKe He pac-
CMaTPHUBAACS KaK KOHIIepPTHbIN HHCTpyMeHT. [lepea co-
BpEeMeHHBIMH K€ HCIIOAHUTEASIMU CTOHT BbIOOP: UIpaTh
MY3bIKY Bapokko Ha posire AU KAaBecHHe?

Ceropns JK.-®. Pamo urparor Ha popTenraHo Asek-
caHpp Tapo, I'puropuit Coxoaos, Pobep Kazapesioc,

JEAN-PHILIPPE RAMEAU

(1683-1764)

“Nouvelles Suites”
[Nouvelles suites de Piéces de clavecin), 1728

Suiteenla /in A

1. Allemande 5o - 2. Courante (443

3. Sarabande (307 - 4. Les Trois Mains (410

5 La Fanfarinette (2'46) - 8. La Triomphante (132
7. Gavotte (1'12) - 8. 1* double de la Gavotte ors2)
9, 2" double 51 - 10. 3*™ double (orss)

11. 4 double s - 12. 5% double a9

13 6™ double (e

Suite en Sol /iIn G

14. Les Tricotets. Rondeau (140 - 15, L'indifférente (141
16. Menuet - Dewpdéme menuet (258 - 17. La Poule 547
18. Les Triolets (3:28) - 19. Les Sauvages (1'45)

20. L'Enharmonique (632) - 21. L'Egyptienne (242)

CLAUDE DEBUSSY (1852-1918)
77. Hommage 4 Rameau (539
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Alexandre Tharaud, piano Steinway
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IPOAOAKHBIIIHE BO3POXKACHHE MY3bIKU KAABECCHHICTOB
B XX Beke $ppaHIfy3cKoi nuaHUCTKOM Mapceab Metiep,
KOTOpasi CA€AAAQ TIePBbIe ITyOAUYHbIE 3AMHCH COUMHEHUH
JK.-O. Pamo u @. Kynepena B 1940-x ropax Ha posiae.
Anck Asexcanppa Tapo “Alexander Tharoud joue/
plays Rameau” 2001 roaa nmeer roasaroaosok “Nouvelles
Suites de Pieces de clavecin 1728” («Hosbie Croursi [Tbec
AAst KaaBecuHa 1728 ropa») (Pucynok 1.) u BKArouaer
Yersepryto Crouty a-moll (28 mun. 41 c.), ITaryio Cion-
1y G-dur (26 Mum. 30 c.), a 3aBepmaer aab6om — “Homage
Rameau” — mveca K. Aebroccu. «Bsl yxopuTe oT 3amucu
3THX ABYX IOAHBIX CIOUT C GOABIINM YBaOXKEHHEM K MY3bl-
KAABHOCTH U TEXHUIECKIM BO3MOXKHOCTSIM MOAOAOTO ppaH-
1Ty3a, U C elile HOABIINM YBaOXKeHIeM K BooOpaxkeHo Pamo
¥ €r0 TApMOHMYECKUM H300peTeHHsIM, KaKrie B TOYHOCTH
TaKue, KAKIMH OHH AOAXKHBI ObITh. AobaBAenre “Hommage
a Rameau” Ae6roccu Ha 6HC — TO>Ke HEIIAOXOM IITPUX>>,—
3aMeTHA B AaHHOTAITUH K AUCKY AXKOH APMCTPOHT.

Rameau au piana ?
Jusqu'a une date avancée, les pianistes n'ossient plus jouer le
répertoire frangais de clavecin : k pertinence des exécutions

“authentiques” sur instruments originaux avait fini par impaoser de

nouveaux interprites — et 'on avait définitivement conclu que
cette musique nétait pas adapeée aux pianos actuels. .. Lentreprise
d'Alexandre Tharaud est aussi courageuse qu'originale : lhomme
doit autant aux Kgendaires enregistremients de Marcelle Meyer
qu'aux interprécations d aujourd'hui sur le clavecin. Traval,
humilité, désir de ciseler tous les contours potziques de ceme
m.]bk kej rmnv:Eu Eaniste a tm le temps d assimiler le
formidable | TOQUELX” $aNS fenier POUr AUANT ses
nngln:.\ ni son jeu. A découvnr !

Rameau on the pianc?
Uniil very recendy pianists no longer dared play the French
harpsichord repertoire: the pertinence of the “authentic™
performances on period instruments by new artists had
established their claims — and we had decided once and for all
that this music was unsuited to today's piancs. .. Hence
Alexandre Tharaud’s approach is both brave and original: this
young man is equally indebeed to the legendary recordings of
Marcelle Meyer and to current interpretations on the
harpsichord. Hard work, humilicy, the urge to carve our all the
poetic contours of this marvellous music: Tharaud has taken the
time to assimilate the memendous contribution of the *Baroque
movement”, yet without repudiating his origins nor his own style
of playing. A real discovery!

Ay » SAYNS SS|[PANON « NE

WH = PNEJey |

]'I.'Ilf"ll II.I;.I I"'ii.I_l'I. i

PucyHok 1. ObpaTtHasa ctopoHa kopobku aucka AnekcaHapa Tapo
2001 ropa «Alexander Tharoud joue/plays Rameau» [11]
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Taxo# OpUrHHAABHBIN AUCK C IIPOIPAMMOM AASI KAQ-
BeCHHa, 3alMCaHHON Ha «Steinway>, ecrecTBeHHO, UH-
TPUTYeT, OCTAaBASIS 3araAKy, KOTOPYIO MOXKHO OTKPBITb,
IIPOCAYIIAB AMCK. ABTOP aHHOTAILJUM TPEAAATAeT CBOIO
BepCcHIO: «/\O HEAABHETO BpeMeHH ITHAHKCThI OOAbIIIe He
OCMEeAMBAAMCDH MI'PaTh penepTyap PpaHIfy3CKUX KAaBec-
CHUHUCTOB: aKTyaAU3aI[Hs HOBBIX HCTIOAHEHHUH OITpeAeAeH-
HO TIPHBEAA HaC K BBIBOAY, YTO 9Ta MY3bIKa He IIOAXOAUT
AAsl coBpeMeHHOro ¢oprenuano ... ITopxoa Aaexcas-
Apa Tapo CTOAD >ke CMeAbIi, CKOAb 1 OPUTHHAABHBIH: OH
00s13aH KaK AeTeHAAPHbIM 3anucsiM Mapceab Meitep, Tak
M COBpPeMeHHbIM MHTepIIpeTaIlisIM Ha KaaBecrHe. Pabora,
CKPOMHOCTb, KeAQHHE BbIPA3UTh BCe IMOITHIECKHEe KOH-
TYPbI 9TOX MYy3BIKH: MOAOAOK ITMAHUCT OTBEA OTPOMHOE
KOAHYIECTBO BpeMeHH, YTOObI IIOAHSTD IPO3HOE HACAeAUe
“6apOKKO’, He POTHBOpPEYA COOCTBEHHON HHAMBHAYAAD-
HOCTH ¥ CBOUM IpueMaM urpbi>» [11].

Ocobo0e BHIMaHMe B IIPOrPaMMe AHCKA BBI3BIBAIOT
OTAEABHO BBIIMCAHHBIE C XPOHOMETPa)keM HOMepa Ay-
6aeit TaBora u3 Croutst a-moll, (Pucynox 1) xoTopsie
CTAHOBSTCS TAKMMU e 110 3HAYMMOCTH, KaK ¥ YaCTH CIOH-
to1: Alemande, Courante, Sarabande, Les Trois Mains, La
Fanfarinette, La Triomphante. To ectb y>xe Ha 06A0KKe
aucka A. Tapo onpeaeAsieT 3HAYMMOCTb U UHAUBUAYAAD-
HOCTb K&XXAOTO Ay6Ast [aBoTa pasaeAsiss uX MexAy cO001.

OmpIT ycrienmHo# penpesenTariu AaekcaHapa Tapo
My3biku JK.-®. Pamo B MeAMAanpOCTpaHCTBE CTaA CTap-
TOBOI1 TOYKOM, KOTOPAsi BHIBEAA €r0 Ha OOABIIYIO CIIEHY.
B xnure «Montrez-moivos mains> A. Tapo mumer: «Yse-
PEHHOCTDb BEPHYAACh ITOCAE BBITYCKa MOETo AucKa ¢ Pamo,
IIOCBINAAKCH IIPOCHOBI O COABHBIX KOHIjepTax. OTdacTH
51 OTAOXKHA KAMEPHYIO MY3bIKY, YTOObI COCPEAOTOUMTHCS Ha
COABHBIX BHICTYTIACHHSIX M KOHLIepTax> [21, 130]. B mpo-
MEXYTKe MEXAY AByMsL AUCKaMH C MY3bIKOM KAABECCUHU-
croB 2001 u 2007 ropa Aaexcanap Tapo He mepecraBaa
UrpaTh My3bIKy Bapokko, mepeHocst My3bIKy KAQBeCHHU-
CTOB CO CTYAMM Ha KOHIIEPTHYIO acTpapy. «Kak Toapko
s 3aKOHYMA 3anuch Pamo, 51 yxke ¢ HeTeprieHHeM >KAAA
IPOAOAKEHHS MOel PaboThI Hap PPAHITY3CKOM My3bIKOM
Bapoxkxo. Tenepn, HakoHel], 1 CMOT 3TO cAeAaTh... Tem Bpe-
MeHeM 4 3anucaa Paseast, baxa u Illonena, Tpu KOMIIO3UTO-
Pa, KOTOpbIe T0-CBoeMy o4eHb 6an3ku k Kynepery (cama
Banpa AanpoBcka HazBasa lllonena Kynepenom AeBsTHaA-
1aToro Bexa). IIpolmealne roabl AAAU MHE BO3MOXKHOCTD
YaCTO HCIIOAHSTH 9TOT PeIepTyap IIyOAUIHO> — COOOIIHA
Anexcaap Tapo B MHTEpBbIO K CAEAYIOIIEMY AUCKY C My-
apikoit . Kymepena. Taxoke Aaexcanap Tapo oTMeTHA «B
mbece Muséte de Taverni, KOTOPYI0 MOTyT HIPaTh HECKOAB-
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KO MCIIOAHUTEAH OAHOBPEMEHHO, 51 IMeA YAOBOABCTBHE
CBITPaTh OAMH, YBEAMYHB KOAMYECTBO ITAPTHH, 3aIlMCaB
Y COBMECTHB MX BMecTe>» |9]. Mlcnoap3oBaHue TeXHUKH
3BYKO3AIIVCH, COBMEIIEHHS AOPOXKEK, TO YTO HEBO3MOXKHO
B 3amucu Live B KOHIIePTHOM HCTIOAHEHUH — COBpeMeHHBIN
CII0CO6 CO3AQHIISI peIpe3eHTAIINH BBICOKOTO KaveCTBa.

Kaxyio 3apauy craBua aast cebst Tapo samuceiBast
IIepBbIN «0apouHbIil ACK>? OH coOMpaAcs He Ipo-
CTO BepHYTb My3bIKy PaMO Ha GOABIIYIO CIIeHy, KaK 3TO
y>Ke AeAAAM MHOTHe IIMAHUCTBI A0 Hero B XIX — XX Beke,
OYKBaABHO IIOAPAKAS 3BYYAHUIO KAABECUHA, YACASIS] BHU-
MaHUMe IITPHUXaM, OCHOBAaHHBIM Ha apTHKYASIHH H CIIeIl-
UHIECKOM TYIIIE, XapaKTePHOMN HCIIOAHHTEASM-KAABEC-
CHUHHUCTAM, UAM K€ ITOHUCKA OAECTSIIero OTpPBIBUCTOTO
TeMOpa B 3ByKe posiasi. AaekcaHAp Tapo He TOABKO yd4éa
AQHHBII OIIBIT CBOUX IPEAIIECTBEHHUKOB, He HaPyIIIHA,
a pacIIMpPHA TPAHHUIIBI TPAKTOBKU HOTHOTO TEKCTA.

Yrobpl moapobHEe OCBETUTH IIPUEMBI MOAEAHPO-
BaHMsI KAQBECHHHOTO 3BYYaHHs Ha pOsiAe, 0OpaTHMCs
K MCIIOAHHTEABCKOM BePCHH IOIYASIPHOTO, KaK CeTOAH,
tak 1 B XIX Beke cpeAr IMMAHUCTOB U KAABECCUHHUCTOB
npoussepenust — [aBoty us Yerseproit Crontst a-moll
K.-®. Pamo.

[aBOT — 3TO TaHell, MPOEIMPYIONINI OCHOBHbIE 00-
Pa3bI CBETCKOM KH3HH IIpH ABOpe AfopoBuka XV, a Takoke
TaHell, KOTOPBII ABYMs CTOAETUSIMH ITO3AHEe HallleA He-
OKAACCHIJUCTCKOE IIPEAOMAEHHE B TBOPYECTBE KOMITO3HU-
Topos XX Beka, Hanipumep, y C. IIpoxodresa B Ilepsoit
cUMPOHHH.

I'aBot u3 Yerseproit Crouts! a-moll - aTo Tema ¢ ay-
OASIMH, KOTOpBIE BOIAOIAIOT OeCKOHEYHbIe IIOBTOPHI
TaHIleB B Bepcaabckom ABopiie Bpemen AropoBuka XV.
JKana Maaunbon B kaure 1960 ropa o JK.-®. Pamo 1u-
THPYeT OIIPeAeAeHHe 9TON MY3bIKH (pPAHI[y3CKOTO ITHCa-
teast [. Muro: «Pamo — aTo 3Bywamuit Bepcaas» [3, 6].
BwmecTe ¢ TeM 610rpad KOMIIO3UTOPA OTMEYAET U AABTEp-
HATHBHbIN IIPHABOPHOMY HCKYCCTBY XapaKTep MY3BIKH
K. ®. Pamo. J)Kan MaannboH numet: «IaBor ¢ Bapua-
IASIMH A€TKO MOXXET CTaTh U3AI0OACHHBIM KOHBKOM AASI
BHPTY030B. Ero kBappaTHas TeMa IOA yKpalleHHSIMH
B BEPCAABCKOM BKyCe COXPAaHHMAA Hecrubaemyio mpsi-
MOTY HapOAHOM IIECHH, AOLIEAIIeH AO HAaC U3 rAyGHHbI
HAIIIero CPeAHEBEKOBbSL. JTO BIIEYATACHUE YCHAUBACTCS
TPEeTBUM, IISTHIM H IIECTHIM Ay OASIMH, B TO BpeMsi KaK TPH
ApyrHe Bapuaruy, 6oAee apTUCTHYECKH 0OpaboTaHHbIE,
IPUBHOCAT 9€PTHI BO3AYIIHOMN AETKOCTH (BTOpAst), TAMH-
cTBeHHOCTH (TpeTbs, camas MPeKpacHast) U IPHIYAAU-
Boit panTasuu (verBepras)> [3,25-26].
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Bo Bropoii morosune XIX Bexe B CBSI3U C BO3POXKAe-  MY3bIKU. EcAu B34Tb mepBble BOCEMb TAKTOB U3 TeMbI
HHeM My3bIku Bapokko 0AHa 32 OAHOM HaYaAM TOSIBAATE-  T'aBoTa YeTBepToit crouTs a-moll, MOXXHO IpocAeAUTD
Csl UICTTIOAHMTEAbCKUE TPAKTOBKM [aBOTa, a C HUMH pepak-  9BOAIOIMIO pacIIMpOBKH OPHAMEHTA, KOTOpasi ITPOMC-

IIMH, B KOTOPBIX OYeBHAHA ObIAQ MOIBITKA IPUOTKPHIT  XOAHAA ITO OTHOIIEHHIO K YPTEKCTY.
3aBecy TaiflH OpHaMeHTa (MEAM3MATHKH) KAABeCHHHOMN
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PucyHok 1. YpTekcT

B coBpeMeHHOJ HCIIOAHUTEAbCKOM TIPAKTHKE MPO-  MOTYT OBITH IOAE3HBI HAYMHAIOIIUM HCIIOAHUTEASIM, I10-
uspepenus JK.-O. PaMo mpuHATO UrpaTh IO YPTEKCTY,  CKOAbKY OTAMYAIOTCS yMEPEHHOM pacudpoBKOit OpHa-
HCIIOAD3Ysl 3HAHMS, IOAYYeHHbIE OT IIeAAroTa AM B35Tble  MEeHTA, B KOTOPOX BBIIKMCAHBI AUIIb BHIXOABI U3 TPeAeH,
¥3 CTAPMHHBIX TPAKTAaTOB KAQBECCUHUCTOB (KaK, HAlpH-  HO 6e3 IIOAPOOHOM PUTMUYECKON paciuuppOBKH, 9TO
mep, ®. Kynepen «MckyccrBo urpbl Ha KaaBecuHe») — IpU aGCOAIOTHO POBHOM, 6€3 arormdecKux OTKAOHEHHIA
[4]. CBoto HCTIOAHMTEABCKYIO BEPCHIO YPTEKCTa HIPAIOT — UCIIOAHEHHH MOXKET GbITh HCTOAKOBAHO HeBepHo. [1pu-
Mapcear Meitep u Asekcanap Tapo, He HCTIOAB3YS Cy-  MepOM MOXET IOCAYXXHUTb peAakiius Buabreasmunn: Kaa-
mecTByromue pepakin. OpHako HekoTopble pepakiuu  ycc-Illapsapu.

Gavolle.
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PucyHok 2. Pegakumsa BunerensmuHa Knaycc-Lapeagn. Nspatens: baptonbd 3eHdd, Jlennuur (1874 r.)
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PucyHok 3. EpHcT MNayep, pepakuya 1876 r., nsgatensctso Alte meister

B pepaximiu Eprcra Ilayepa ykasanue Ha pacmud-
POBKy U BOOOIIje Ha ONpeAeAEHHDIN OPHAMEHT OTCYT-
CTBYeT, IIO TaKOH PEeAAKIIMU MOXXET UTPATh AUIIb OIBIT-

ﬁndfﬂ_}rzgg.

HBIM UCIIOAHUTEAD 6apquoro TEKCTa, KOTOPBIN 3HaeT
TA€ U B KaKOM MOMEHT MOXeT OBbITh UCIIOAb30BaH TOT UAU
HMHOMN OPHAMEHT.
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PucyHok 4. Pegakunsa Teogopa JleweTtnukoro, 1882r.

U naxonern, B pepakiun Teopopa Aemernijkoro —
pacumdpoBKa OpHAMEHTa H3AHIIHE IOAPOOHA, OCTABASS
MUHHMYM CBOOOABI B MICTTIOAHEHHU.

AaHHbIE peAaKIIMU — Pe3yAbTaT KOHIEPTHOTO HC-
noaHenus ['apora B XIX Beke, B KOTOPBIX HAOAIOAQIOTCSI
SIBHBIE TIOIBITKA MAKCUMAABHO Pa3yKpPacUTh TEKCT, HC-
HIOAHHTDH €T0 IIPOCTO KaK GOPTENHAHHYIO MHHHATIOPY,
Kak OYATO «He4ero Urparb>, U B KOTOPOI eCTeCTBeH-
HbIX BRIPa3UTEABHBIX CPEACTB KaK OYATO HEAOCTATOU-
Ho. O6pa3 ncnoanenus I'apora 80-x ropos XIX Bexa
OXapaKTePHU30BAA HUTAABSHCKHI mucareAb Iabpuase
ANAunynnuo B kHure «HacaaxaeHune>, HaszBaB ero
«I'aBOoTOM >KeATBIX AaM>»: «Ero masmyr c 1oHbIMH,
OAETBIMHU B PO30BO€, HECKOABKO ACHUBBIMH KaBaAePaMH
KaKHe-TO O@AOKypble AAMBIL. Y)Ke He MOAOABIE, HO TOAb-
KO 4TO BBIIIEAIINE M3 IOHOIECKOTO BO3PACTa, OACTHIE
B OAGAHBII IIEAK I[BETA KeATOM XpHu3aHTeMbl. KaBaaepsr

HOCSAT B CEPALIAX 00pa3bl APYTHX, 60Aee KPACHBBIX XKEH-
muH. Onu nAgmry T [aBOT B CAUIIIKOM IIPOCTOPHOM 3aA€
C 3epKaAaMHU BAOAD CT€H, U IASIITYT ero Ha IIOAY U3 aMa-
panTa u Keppa. [Toa 60ABIION XPYCTAABHOI AIOCTPOI,
TA€ CBEYU FOTOBBI AOTOPETh, HO HUKOTAQ HE AOTOPAIOT.
Ha HecKOABKO YBSIAIMX YCTaX AAM HUT'PAIOT CAaObIe, HO
HEU3TAAAMMbIe YABIOKH, U B TAa3axX y KaBaAepoB bec-
IpeAeAbHas CKyKa, M 9achl C MASSTHMKOM ITOKa3bIBAIOT
BCErAa OAMH U TOT K€ 4ac, U 3epKaAa IMOBTOPSIOT, MO-
BTOPSIIOT M IOBTOPSIOT BEYHO OAHH M T€ XK€ ABHIKEHHS.
M TaBoT npoaoaxaercs. [Ipoaoaxaercs. [Ipoaorxaer-
cs1. Beyno HexHbIit. Bedno MepaeHHbIH. Beuno poBHbIH,
BEKOBOI, Kak Kapa» [2].

B 2001 roay Aaexcanpp Tapo mpeaAOXUA MHYIO
TpakToBKy I'aBora JK.-® Pamo. CospanHas uM Mepua-
perpeseHTaIMsl' BOCCO3AAET AYX BPEMEHH, B KOTOPOM

! <<PereSGHTaLII/I}I —IIOHATHE, 3aUMCTBOBAHHOE M3 9CTETUKH: IIPON3BEACHH HCKYCCTBA, KApTHHA An60 CKYABIITYPpa, HEPEAKO

IIPEAAATAIOT HAM PeIpe3eHTALI0 9acTh peasbHocTH> | 1, 138].

BOCKOBOIHIKOB .B. MOLENUPOBAHME KITABECUHHOTO 3BYYAHUSA HA POSE: PEMPE3EHTALINA MY3bIKM BAPOKKO AIEKCAH[IPOM TAPO

44



Section 2. Musical arts

I'aBor 3By4as. MoaeAupys KaaBeCUHHOE 3ByYaHMe Ha
posiae, Aaexcaappo Tapo:

— He UIpaeT Ha posiAe MeAAeHHee, YeM IIO3BOASIeT
KAQBECHH, 3a CYET IIeAAAU Ha POSIAE, T.O. He ITOTIAAAS B AO-
BYIIKY Ype3MepHOM KoMIleHcaluy, u Hanpumep, B Ca-
pabanae u3 Crouts a-moll XK.-®. Pamo Tapo Huxoraa
He UIpaeT CAMIIKOM MEAAEHHO: AyX OPMI'MHAAQ BCe ke
IPUCYTCTBYeT B 3BYYHOI KpacoTe ero «Steinway> [8].

— wu3beraer MAOTHOTO 3BYYaHMS IIPUCYIIETO 3ByYHO-
CTH ITPOU3BEACHHI KOMIIO3UTOPOB POMAHTHKOB, HO HE 3A0-
YIOTPEeOASIET 1 ACTKOBECHBIM TYIIIE, T.K. 6apOYHast My3bIKa
TpebyeT IpeAeAbHOI pedeBOi apTUKyAsuK non legato,
3By4aHMe He staccato 1 He legato, a HeKH#it CTHAMCTHYECKH
IIPOMEXXYTOYHbIN BAPHUAHT, KOTAQ 3ByK HEMHOTO YKOpPauHBa-
eTCst, AAOBI HTH OT TOAHOM BOKAAMBAIIHH, OAHAKO, B IIOKa3e
Tembl [aBota (1-24 TT.) HCTIOAB3YeT BOKAABHYIO QpTUKYASL-
ITHIO, T.K. My3bIKe IPUCYII} AeKAAMAIIMOHHbIN TOH.

— OTBOAHT aKyCTHYECKYIO POAb IIEAAAH, T.€. IPUAALT
3BYYaHHIO TIOA€ PE30HUPOBAHMUS, YIIOAOOASIS 3ByYaHHe
MHCTPYMEHTY B aKyCTHKe ABOPIIOBOTO 33aAa MAM )K€ MH-
CTPYMEHTY, KOTOPBII IPUHUMAET Ha cebsl POAb pe3o-
HHUPOBaHH 6e3AeMPEepPHOro 3By4YaHUSI KAABECHHHOTO
xopmyca. [Tepaasio Tapo moab3yeTcsi o4eHb pacueTAUBO
B 00AACTH 3BYYaHUs] OAHOI FAPMOHMH, T.€. 00sI3aTeABHO
usberaeT rapMOHHYECKHX HACAOEHMII, 3ByYaHUe CTAHO-
BHUTCS SICHBIM, & B MAaHyaAbHBIX KOHTPACTHBIX ITAACTAX —
IPO3PaYHBIM.

— <OpHaMeHTbI, TPEAU U AOTIOAHHTEAbHBIE HOTDI, Ya-
CTHYHO HCIIOAB3YIOTCS AASI TOTO, YTOOBI IPOAAHUTH HOTY,
MTOAYEPKHYTD €€ MAU IIPUAATD el OIIPEACAEHHBIN OTTe-
HOK, a Ha $OPTENHAHO 3TO MOXHO CACAATb €CTeCTBEHHOMN
MIeAAABIO U AMHAMUYECKHM AMAIla30HOM MHCTPYMEHTA.
OpHaMeHT AOAKEH OBITh APYTHM, 60A€E CBETABIM, YTOOBI
He Ka3aTbCs IPYObIM UAK Ype3MEPHO IMOAYEPKHYTBIM>
[8]. Ho mpu 3TOM, TOYHO BBICYMTAHHAS U BHICTPOEHHAS
BO BpPEMEHHU aroruka B YIPaBACHHHM MEXAY 3ByKaMH,
YKpallleHHBIMH OPHAMEHTOM, MOXeT OBITb B Mepy CBO-
6OAHOI, IPHAABAS UTPe UMIPOBH3AIHOHHOCTb.
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Bp1BoabI. KaXXADBIT HOBBII BBITYIIEHHBINA 1 OIyOAH-
KOBAaHHBIH AUCK AaekcaHapa Tapo cpasy ske uMeeT BBIXOA
B MEAMA-TIPOCTPAHCTBO U AOCTYIIEH ITyOAHKe HECOU3MEPH-
MO 0OABIIETT, HEKEAN MOXKET BMECTHUTD KOHILIEPTHbII 3aA.
3a KaXXABIM BBITYCKOM AMCKa AaekcaHapa Tapo caeayror
KOHI|EPTHI, KaK €CTeCTBEHHasl IIOTPeOHOCTh ITyOAMKH
YCABIIIATh UCIIOAHEHKE IIOHPABUBIIMXCS IPOM3BEACHUI
npu npocaymuBanuy aabboma. Homepa aapboma, korto-
pble boAee BceX CHUCKAAU YCIIEX, ITy OAMKYIOTCSI OTAGABHO
3aMKUChIO C KPACOYHOM M MHPOPMATUBHOM BHAEOIIPE3eH-
Taruein. Ao MOsIBAGHHS TeXHOAOTHMI 3BYKO3AIIMCH ITyTh
K ITyOAMYHOI pelpe3eHTaIuK My3bIKAABHOTO TEKCTA CAe-
AoBaa gepes crieHy. CeropHs sxe perpeseHTaIus B UHTep-
HET-MPOCTPAHCTBE ABASETCS ITyCKOBbIM MEXaHU3MOM, KO-
TOPbIN OTKPBIBaeT KOHIIEPTHYIO Kapbepy. CoBpeMeHHbIM
UMITPECAPUO UCTIOAHUTEAS] CTAHOBATCS 3BYKOPEXHCCEP
¥ Ae10A 3BYKO3AIIHChIBAIOIEH CTYAMH. AMCKE AAeKCAaHApA
Tapo ¢ My3bikoit KaaseccurucTos (2001, 2007 u 2010)
OBIAU 3aIIMCaHbI OAHOM 3BYKO3aIUChIBAOI N KOMITAaHH e
Harmonia Mundi — kak rapaHTHs IIOCTOSIHHOTO Ka4eCTBa
B paboTe C perepTyapoM OAHOTO CTHASL

B name Bpema Ha posiA€ MOXKHO HI'PaTh IPOM3BEACHHS
KAQBECCHHHCTOB KaK KOHIIEPTHYIO (pOpTEeHaHHY0 MUHH-
aTiopy, npoaosxkas Tpasuimu XIX Beka, MAM UCIIOAHATD,
IOAPa’Kask KAABECMHHOMY 3BY4aHMIO, TEM CaMBIM AeAast
HCKa)KEHHYIO KOIIMIO HCIIOAHEHUI M3BECTHDIX KAABECCH-
HHCTOB, AaekcaHAp Tapo mpeasaraeT MHOM ITyTh — AATh
COYMHEHHIO COBPEMEHHYIO pelpe3eHTalllI0, B KOTOPO
OYAYT BOIIAOIIEHbI B PEAABHOCTD IIPH IOMOIIH 3BYJaHHs
POSIAsl, CTHAUCTHYECKH BEpHOIO TyIIe, AMHAMHKH, aro-
TUKH, PASHPOBKU U APTUKYASIIUH 0OPA3bI IMOXH, HAEH
KOMIIO3UTOPA, AyX BPEMEHH He HapyIIaloIye, a PacKphl-
BAIOIH€ MOTEHIIMAA My3bIKAABHOTO TEKCTA.

OTxpriTh PamMo MOXHO Yepe3 HOBOe MHCTPYMEHTaAb-
HOe IIPEAOMAEHHe 3BYYaHNUs, Yepe3 aKKypaTHOe A0DaB-
A€HHE BBIPA3UTEAbHBIX CPEACTB HOBOTO MHCTPYMEHTA,
COXpaHsis ITPU 3TOM IPeACTaBACHHE SIOXH U CTHAA. Tak
4TO 3Ke, Bo3MOkeH Ax Pamo Ha posiae? OpAHO3HAYHO — pAa!
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Abstract. In the article the basic principles of performing music of French harpsichordists on a grand piano are
observed on the example of the work of the modern French pianist Alexander Tharoud in the up to date media space.

The purpose of the study is to systematize the main attitudes towards the advancement of the performer in the
modern media space, using the example of Alexander Tarot’s discography dedicated to Baroque music. To system-
atize the main methods of playing music for a harpsichord by J.-F. Rameau on the example of the music album by
Alexander Tharoud.
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AnoTamnis

Y cTaTTi pO3rasAQIOTHCS OCHOBHI TPUHIMIIM BUKOHAHHSA MY3UKHU QPaHITy3bKUX KAABECHHICTIB Ha POSIAL Ha IIPUKAAAL
TBOPYOCTi Cyd4acHOro ¢ppanify3pkoro manicra Oaekcanppa Tapo y cygyacHOMy MeaianpocTopi.

Mema AOCAiAXXEHHS, CACTEMATH3yBaTH OCHOBHI yCTAaHOBKH AO TPOCYBaHH BUKOHABIIS Y CY4aCHOMY MEAIAIpOCTOpi,
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COHATA A1 CKPUNMKU N DOPTENMMAHO MU MUHOP B. BAPTOKA
B KOHTEKCTE TEHAEHLUWA PAHHEIO TBOPYECTBA KOMIMO3UTOPA

AnHoTanusa

ITeab uccaedo6anus — BbISIBUTD HHAMBUAYAABHbIE Y€PTI COHATBI AASI CKPHIIKH 1 popTermano Mu MuHOp B. BapToxa
B CBeTe TeHACHIIMI1 PAHHETO TBOPYEeCTBA KOMIIO3UTOpA.

Memodvt uccaedosanus. B xope HCCAEAOBAHUS HCIIOAB3YIOTCSI CAEAYIOIIME METOABL: CTPYKTYPHO-
$YHKIIMOHAABHDINM, HHTOHALMOHHO-APAaMaTypru4eCKUi ¥ CEMAaHTUYECKHH — AAS BCECTOPOHHETO aHAAU3a COHATBHI
AASI CKPUIIKH M OPTEITUAHO MU MUHOP.

Pesysvmamut uccaedosanus. B pesyabraTe HCCAEAOBAHIS XKAHPOBBIX, KOMIIO3UIIMOHHO-APAMATyPrUdeCKUX
U CTUAMCTHYECKUX OCOOEHHOCTE! COHATHI AASL CKPUIIKU U popTenuaHo mu murop B. Baproka 6s1au 06HAPYIKeHBI
KaK TPAaAUIIMOHHbIE, TAK © HOBaTOPCKME IpHUeMbl KOMIIO3UTOPCKOTO ImHchMa. boaee Bcero caepoBaHme TpapUIHMAM
oIy THMO B $OpMOOOPA3OBAHNY — OPUEHTALINS HA YCTOMYHMBDII TPEXIACTHDIH IIUKA C COOTBETCTBYIOIUMHE (YHKIISIMU
u popmamu vacTein. OAHAKO B TPAKTOBKE IPHBLIYHBIX KOMIIO3UITHOHHBIX CXeM IIPOSIBASIIOTCS YK€ HHAMBUAYaAbHbIE
MOMEHTbI, HalIpuMep, AByXTEMHOCTb TAABHOM MapTuu. FIHAMBHAYaAbHBIE OYePTaHUS TPAAULIMOHHBIM CTPYKTYpPaM
IpHAAeT M BAMSHHE MMIIPOBU3AIMOHHOIO HavyaAa. B cooTHomenuu mucTpymMeHTOB BapTOok mocaepoBaTeAbHO
CTPEMHUTCS IIPUAEPIKUBATDCSI CBOMICTBEHHOT'O KaMepHOIT COHaTe paBHOMpasus maptuit. HanboabmumM cBoeobpasrem
OTMeyeHa TeMaTHu4yecKas cpepa COHAThI, CBSI3aHHAs C HAITMOHAABHBIMU UCTOKaMU. B paccMarpuBaeMoi CKpUIIMYHOM
COHATe aMeAASIUSE K CTHAIO BEPOYHKOII OLyTHMA B OIIOPe Ha ABAXKABI TAPMOHUYECKHI MUHOP, B HCIIOAB30BAHUU
KaAQHCOB C IIpeAbeMaMU M MEAM3MaTUYeCKUX yKpallleHUH, B TyHKTUPHO-CHHKONMPOBAHHBIX PUTMAX M UMUTAIIMU UTPBI
Ha fuMbaax. BAmsiHYe BeHrepCKO# HApOAHOM MY3BIKHU ITPOCAEXKUBAETCS TAKKE B YePEAOBAHUY MITPOBH3AIIMOHHBIX
¥ TaHIIeBaABHBIX STTM30A0B, HATIOMUHAIOIUX conocTaBaenue Lassan u Friska B uapaame (mepBsast u Bropast Bapuaruu
BO BTOPOI1 4aCTH, BTOPasi M TPEThs 9aCTH LJUKAQ). BMecTe ¢ TeM, HalllOHaABHBII TEMATU3M [OKA COCEACTBYeT B COHaTe
baproxa co cruaesrivu BospericTBusmu P. Illymana, M. Bpamca, O. Aucra, P. Baruepa.

Hayunas nosusna 06ycA0BAeHA HEAOCTATOYHOR H3yYeHHOCTDIO paHHero TBopuecTsa B. BapToka, nccaepoBanme
€r0 COHATBI AAS CKPUIIKU K OPTEMHAHO MU MUHOP AAeT BO3MOKHOCTD ITPOCAEAUTD CTAHOBACHHE CTHAS KOMIIO3UTOPA
B cdepe CKPUIUIHOMN MY3bIKH.

IIpaxmuueckoe 3na4enue CTaTbl 3aKAI0YAETCS B BOSMOXKHOCTH HCTIOAb30BAHHS €€ MAaTePUAAOB B KyPCaX UCTOPUU
3apyOeXKHOI MY3BIKH, QHAAN32 MY3bIKAABHbIX IPOM3BEACHHUIT, 2 TAKOKE B IIPAKTHIECKO AESITEAPHOCTH HCIIOAHHUTEAE.

KaroueBble cA0Ba: CKpUIIMYHAS COHATA, paHHee TBOpuecTBO b. bapToka, Mysbika nepBoit moaroBuHb XX Beka,
HalMOHAAbHbIE HCTOKH.

Aas purTapoBannsa: Asusuackas H.A. ConaTa poas ckpunku u ¢oprenumano Mu musnop b. bapToka
B KOHTEKCTe TeHAEHIIUI paHHero TBopuecTBa Komnosuropa // European Journal of Arts, 2021, Ne3. - C.
49-56. DOI: https://doi.org/10.29013/EJA-21-3-49-56

BBeAe}me. Pannee CKpHIIMYHOE TBOPIE€CTBO Bernant COB, KOTOPbIE COXPaHHAHMCD, SIBASIETCSI KpaﬁHe Ba’>KHBIM,
BapTOKa IIOCTHUTAQ CAOXKHasL CyAb6a: MHOTHE IIPOU3BE- IIOCKOADKY AQ€T BO3MOXXHOCTD BPIIBHTD MCTOKH CTHAS
ACHHS HE 6b1AT Harie€daTaHbl, ApDYTHE JKe BOO6II1€ yTe- KOMIIO3UTOPA U IIOHATD ITyTH, KOTOPbIE€ IIPUBEAH K I10-
PpIHBL. OAHaKO H3y4€HHE TE€EX HEMHOTOYHCACHHDBIX OITYy- SIBA€HHIO €I'0 3pEABIX CKPHUITMYIHBIX IIEAEBPOB.
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OTanHbBIM NPOU3BEACHHEM PaHHEro IepHoAd TBOP-
gecTBa bapToka sBAsieTCS CKpUIMYHAs COHATa MU MU-
Hop. MOAOAO#1 KOMITO3UTOP ITHCAA €€, OYAYdIH CTYAEHTOM
IOCAeAHero Kypca MysbIKaAbHOM aKapeMUH: BHAYaAe
OBIAHM CO3AQHBI IIEPBAs K TPEThsI YACTH, HECKOABKIMH Me-
CsALJaMH TIO3)Ke AOTIMcaHa Bropas. M3pecTHo, 4yTo $puHaA
coHaTbl BapTok chirpas Ha KoHIlepTe akapeMHuU 8 HIOHS
1903 ropa Bmecre co ckpunadom IHlanpopom Kecern
(Sdndor Készegi). IToaHOCTBIO COHATa ObIAA HCTIOAHEHA
aBropom u Jue Xy6au (Jend Hubay) Ha xonuepre 25 s-
Baps 1904 ropa B bypaanemre, BTopoe ncrnoaseHue cocTo-
saa0ch 3 peBpand 1904 ropa B Bene, a rperne — B 1905 roay
B [Tapioke Ha KoHKypce A. Py6unmreiina. OpHako orry-
6AMKOBaHa coHaTa 6bp1Aa AUIIb B 1960-€e rOABI IO MHHIIHAA-
THBe 6EeABIMIICKOTO UCCACAOBaTeAs AeHnca Auase (Denijs
Dille): B xadecTBe MpUAOXKeHHS K XypHasy Documenta
Bartdkiana 6pian HaneyaTaHbl BHAYAA€ [IEPBAsI M BTOPASI
vacru (1964 ), sarem —tpetbs (1965). Kak camocrosTean-
HOe M3AAQHHe COHATa YBHAeAA CBeT B 1968 roay B Editio
Musica, Budapest, mpu atom A. Aviase yueA Bce BHECEHHbIE
baprokxom n3ameHeHus1, apaH>XMPOBKY 5Ke ITAPTUM CKPUIIKU
caeraa Auppe Tepraep (André Gertler).

AoAroe BpeMs COHaTa MU MUHOP TIPAKTUYECKH He
IpUBA€KAaAa BHUMaHMA UccAepoBaTeser. KpaTkuit aHa-
AM3 AQHHOT'O COYMHEHHMS COACPIKUTCS B KHUTax A. Anase
(1974) [10] u T Baitc-Aitruepa (Giinter Weiss-Aigner)
(1970) [11]. B moHOrpadusax COBETCKUX My3bIKOBE-
AoB — V. Maproaosa (1969) [3] u Y. Hecrbesa (1969)
[4] - ynomunaercst anmp ¢axr ee Harcanus. M Toapko
B paborax HOBoro, XXI CTOAeTHSI MOXXHO HANTHU CBEAe-
HISI 00 UCTOPUH CO3AQHMS 9TOM paHHeH coHarsl Bap-
TOKA U OIIPEACACHHbIE AHAAUTUYECKHE HAOAIOACHUS.
Tax, B pyHAaMeHTaAbHOM MOHOTrpaduu Aaraa Kymepa
(David Cooper) (2015) [7] aaetcs obmas xapakrepu-
CTHKA POU3BEACHHS U YKa3bIBATCS Ha OIyTHMbIE CTH-
Anctuyeckue BAMAHUA. OTaeAbHAS TAABa OCBSIIEHA CO-
HaTe B AUCCEPTAIUH BeHIepcKoro uccaeponareast Cabo
Basama (Szabé Baldzs) (2015) [6]: cpeau mpounx 3aech
OCBEIIAI0TCS BOTIPOCHI, CBSI3aHHbIE C MIMEIOIMMHUCS aBTO-
rpadamu, IyOAUKAIMSAMHE U AyAHO3ATINCIMU.

ITeAb AaHHOM CTaTHH — BHIABUTD HHAMBUAYAAbHbBIE
4epThl COHATBI AASL CKPUIIKH U QOPTEIMaHO MU MUHOP
b. Baproka B cBeTe TeHACHIIUI paHHEro TBOPYeCTBa
KOMIIO3UTOpA.

H3Aoxenne 0CHOBHOTO MaTepHaaa. Fccaeposa-
TEAU OTMEYAIOT, YTO MePUOA, K KOTOPOMY IPHHAAACKUT
COHaTa MM MUHOD, CBSI3aH C OKOHYaTeAbHbIM OCO3HAHUEM
BapToxoM cob6CTBeHHO# BEHTePCKOM HAEHTHIHOCTH, CO
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CTpeMAeHHMEeM K «MaAbsIpU3aIlMK> KaK CBOeH MY3bIKH,
TaK U MOBCeAHeBHOM xwusnu. 113 Asro6uorpadum [1]
¥ [IMCeM KOMIIO3UTOPA [ 2 ] Mbl y3HaeM, B YaCTHOCTH, O €ro
OTHOIIEHUH K BEHIePCKOMY SI3bIKY: OH MPUHIUIIMAABHO
pasroBapuBaA Ha BEHTEPCKOM — AQXKe C TeMH, KTO 0bpa-
IIJAACS K HEMY Ha HEMEI[KOM, H TpebO0BaA TOro ke OT CBO-
el MaTepH — HeMKH I10 PO CXOKAeHUIO. B mcbme k Helt
ot 8 ceHTsi0ps 1903 rosa BapTok amMonuoHaABHO TpH-
3pIBaeT: «PacrpocrpansiiTe u npomnaraHAMpyiTe BeH-
TePCKHI SA3bIK CAOBOM, ACAOM, Pedblo!> [2,54]. Umenno
IaTPUOTHYECKHe MAH HATIPaBUAM €T0 BHUMaHUe Ha U3Y-
JeHMe HapOAHOM My3bIKH, U ITePBbIMHU ITPOU3BEACHUSIMH,
KOTOpbIe OTpeAeAMAN GOPMHPOBaHHUE TaK Ha3bIBAEMOT'O
Style hongrois B TBopuecTBe BapToKa, cTaAu, 10 MHEHUIO
A. Kynepa, necus «Beuep>, yeTpipe ¢poprenuaHHbIe
nbechl, cuMpoHMIecKas moamMa «KomryT» u conara aas
ckpurky u $poprermano mu munop [7, C.23]. B orux pan-
HUX IIPOU3BEACHMAX «BeHrepckoe> AAs bapToka acco-
[IUUPYeTCs C MHCTPYMEHTAAbHO-TaHI[€BAaAbHOM MaHEePOH
«BepOYHKOII >, cyuTaBlIeiicst Ha mpoTspkeHnu XIX Bexa
CUMBOAOM Aymu Benrpumn.

Conara mu MuHop MIMeeT TUTIMYHOE AASI KAACCHI@CKUX
00pasI[0B XAHpPa [JUKANYECKOe CTPOEHHe: TPH ee JaCTU
KOHTPACTHPYIOT IO TeMIoBbiMU ToKaszateasm (Allegro
moderato — Andante — Vivace) 1 06pa3yioT BloAHe «<HOP-
MATHBHDIi1>»> TOHAABHBII IIAQH (MU MUHOP — A5 MUHOP — MU
murop). TPaAHIIMOHHBI U GOPMBI OTAEABHBIX YacTell: CO-
HaTHas IepBas, BAPUAIIMOHHAS BTOPasi M POHAO-COHATHas
Tpetbsi. [oBopHTH 06 06pa3HOM KOHTpPACTe KaK O IPHHIIH-
Ile COOTHONIEHMS YaCTe! HeBO3MOXKHO, BEAb KaXKAAS U3
HUX COAEPIKUT Pa3AMYHBIE, IOPOI KOHTPACTHbIE 00Pas3bl,
popmupyIOIIHe APAaMaTYPIHIO IIUKAQ B IIEAOM.

Ouepranus coHaTHOM GOPMBI IEPBOI YACTH KOPPEK-
THPYIOTCS peMapKoit «molto rubato>, crosimeit B ckobkax
nocAe 0603HadeHHs TeMrta. [AaBHAs MAPTHS COCTOUT M3
ABYX TeMaTHYeCKUX 3AeMeHTOB. I [epBbIii, «MaAbsIpCKUIT>,
9AEMEHT B ABOXKABI TAPMOHMYECKOM MHHOPE IIPOXOAUT
B napTuu poprenuano. FurepecHo coueranue MeAoAH-
9eCKOM CTaTUKU C AMHAMHYHOCTBIO PUTMUYECKOTO pas3-
BUTH: 3ByKOBbICOTHASI AMHMS OIPaHHYEHA AHAIla30HOM
KBHHTBHI U BKAIOYAeT IMOBTOPSIOIUEC MHTOHAIIMOHHbIE
060pOTHI, OAHOBPEMEHHO PHUTMHYECKAsi OPraHU3AIIMI
TeMbI IOAYHHSIETCS A€ TIOCTETIEHHOTO APOOACHHS AAH-
TEAPHOCTeH — OT ITOAOBMHHBIX HOT K II€CTHAALIQTBIM.
Tuxas AMHAMHKA, BBIAEp)KaHHAs Ha NPOTSDKEHUH BCe-
ro 10-rakTHOro mocrpoeHwus, pemapka dolce, «cyxue>
AKKOPABI CKPHITKU Ha CAAOBIX AOASIX TAKTA, C OAHOI CTOPO-
Hbl, 1 IMITyAbCUBHbIE BCIIA€CKH MEAOAMYECKOMN U PUTMH-

[3V3UHCKAA H.A. COHATA Al CKPUTKKM U OOPTEMMAHO MU MUHOP B. BAPTOKA B KOHTEKCTE TEHAEHLIMI PAHHETO TBOPYECTBA KOMMO3UTOPA
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9eCKOM 9HEePTHH, C APYTOMH, CO3AAIOT BIIeJaTACHHE CKPBI-
TOM CTPACTH, KOTOPAst B AF0OOI MOMEHT MOXKET BBIPBAThCSI
HapyXy. PurMuyeckas >xe KalpH3HOCTb TeMbl, BMeCTe
C $paKTypHOM IIeCTPOTOM U3A0XKEHH ], IPHAAIOT 3BYYAHHIO
OIIpeACACHHYI0 UMIIPOBU3AIIMOHHOCTD. Bropoit aaemMeHT
raaBHoit maptun (1. 10), 9KCIOHUPYEMBIl CKPHIIKOH,
IPEACTABASIET COOOM PACIIEBHYI0 MEAOAMIO IIMPOKOTO
ADBIXaHV], AMIIIEHHYIO BhIPQXKeHHOMN HAIJMOHAABHOM CIIell-
uduku. A. Kymep BUAUT B 9TO TeMe CAeABI ITyMaHOBCKIX
BO3AEMCTBHIL U AQXKe YKa3bIBaeT Ha BepOSTHbIE HCTOYHH-
ku — «IIpoxadroe mecTo>» u «Bemas nrura>» us popre-
MMAHHOTO IUKAA «AecHsble criensr» [ 7, C. 35].
IMo6ounas maptus (1. S1) 3ByYNT «UIPUBO> U BO3-
AymiHo. TeMa B HapTHM CKPHITKH HAITOAHEHA ITyHKTHPHBI-
MU PUTMaMH, UT'PO¥ BbICOKHX U HU3KUX CTyTIEHeH, KOMIIO-
3UTOP BBIIMCHIBAET PeMAPKy leggiero, 4TOOBI TOAYEPKHYTH
AerkocTb 3BydaHus. C T. 60 BOSHHKAET T.H. <IIPOPBIB>
B II00OYHO TAPTUH: BO3AYIIHAS CKEPIIO3HOCTD HApyIIa-
eTCsl Pe3KO aKI[eHTHPOBAHHBIMU ABYXOKTABHbIMH CKad-
KaMH, AMAAOTHYECKUMH TTePeKAMYKAMH U 9HEePTHIHbIMU
TPeASIMH B ITAPTUM CKPHIIKH, KOTOPbIe HACAAUBAIOTCS Ha
OypHble THpaThl popTenraHo. BaxkHO, YTO BeCh IU30A
«IIpOpbIBa> Ga3HUpyeTCss HA AOMHHAHTOBOM OPTaHHOM
ITyHKTe, KOTOPBIN YCHAMBAeT TapMOHMYECKOe HaIpsbKe-
H1e. [ToaToMy AOATOXAQHHOE paspelnieHHe B TOHUKY I10-
6OYHOI TOHAABHOCTH, KOTOPO€ COBIIAAAET C BO3Bpallle-
HMeM BTOPOrO TeMAaTH4eCKOT'0 9AeMEeHTA TAABHOM IMapTHH
(T. 75), BOCHIPHHMMAeTCs KaK KyAbMHUHALJHSL F HTOT BCETO
3KCTIO3UITMOHHOTO pa3AeAa COHATHOM GOpPMBIL.
Paspa6orka (T. 81) 06beAUHSET SAEMEHTbI PA3AHY-
HbIX TeM. Tak, B IepBOM pa3peAe KOMIIO3UTOp paboTaeT
IIOOYEPEAHO C 0OOMMH 9AeMeHTaMH TAABHOM IapTHH,
MIOABEpPTrasl UX TOHAABHBIM U PaKTypPHO-PErMCTPOBBIM
BUAOU3MEHEHHUAM. AMHAMHYHOCTD PAa3BUTHS YCHAMBA-
eTcst 6Aaropapst IpreMaM UMHUTAIJMOHHOM IOAU(OHHH,
HCITIOAB30BaHUE KOTOPHIX AOCTHIAeT KyAbMHHALJMOHHOMN
TOYKU BO BTOPOM paspeAe paspaborku — dpyraro. A. Ky-
Iep yKasbIBaeT HA MApaAA€Ab MEXAY 3THM 3IH30A0M
CKPHUIIMYHON coHaThl bapToka m ¢yraro us coHaThl cu
munop . Aucra. Sapo Tempr $yraro, Tak xe Kak y Au-
CTa, 3AeCh 0Opas3yeT HAYAAbHBII 0OOPOT TAABHOI Map-
tuu (1. 120-121), a pasBepThiBaHMUE IPEACTABASET CO6OI
raMMOObOpa3HOe MEAOAUYECKOe ABIDKEHHUE, OIIMpAIOIIe-
ecsl Ha MHTePBaA yMeHblIeHHoit cenrumbl (1. 122-123).
Bropoii aaemeHT TeMbl $yrH CTAHOBUTCS HCTOYHUKOM
AASL YAEPSKQaHHOTO ITPOTHBOCAOXKEHHUS. A paMaTypruye-
CKOe pa3BUTHe BHYTpU QyraTo MMeeT HapacCTaIOMui
BEKTOP: OT HU3KOT'O PerUCTpPa — K BbICOKOMY, OT MEAAEH-
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HOTO TeMmma — k 6oaee 6pictpomy (Pitt vivo — 1. 136), ot
pp 4epes p u mf x fu ff, oT mnoAnpoHmIeCcKOi GaKTyphI
K rTOMOQOHHO-TAPMOHHYECKOM U aKKOPAOBOIL.

Perpusa HauMHaeTCs! Ha rpe0He pa3paboTOYHOrO pas-
BUTHSA — KaK €ro BepIIMHA U paspelleHHe HaIpsDKeHUs
OAHOBPEMEHHO, CTHPasi TAKUM 0OPa3oM IPAHHITY MEXAY
9THUMHU Pa3peAaMK COHATHOM GpopMmbL I lepBast yacTh penpu-
3bl 3HAYUTEABHO COKpAIIleHa, B Hell, KaK KyOHKH, mepeMe-
IIAHBI OTACABHbIE QpPArMeHThI IIPEABIAYIIIUX 3TANIOB Pa3BH-
THS: IIEPBbII TEMATHYEeCKHAN SA€MEHT TAABHOM IIAPTHH, €TI0
BAapHAHT U3 CBSI3yIOM[el IAPTUH, MEAOAUYECKHIT 060poT
U3 KyAbMUHAIUK PyraTo, popTenraHHbIe TACCAKH Mapa-
ACABHbIMH TEPLIMAMHU C MOCACAYIOIIMM HHCXOASIIAM XPO-
MaTuyecKuM ABroKeHHeM. CAeayeT 0OpaTHTh BHUMAHKeE Ha
TOT QaKT, YTO B MOMEHT M3AOXKEHHsI TAABHOM TeMbl y Gop-
TenmaHo (M HAO6OPOT) MAPTHS APYTOTO HHCTPYMEHTA CO-
AEPXUT MHTOHAIIMOHHO BhIPa3UTEAbHbIE 9AeMeHThL. Takyio
AKTMBH3AIIUIO TOAOCOB, CTPEMAEHHE K MX CAMOCTOSTEABHO-
CTH MOXXHO PacCMaTPHBATh KaK HEITOCPEACTBEHHOE BAHS-
HUe TIPEABIAYIIEero $pyraTo, 1 9Ta TeHACHIIUS OYAET YCHAU-
BaThCS B AAAbHEHIIIEM TBOPYECTBE BEHTePCKOro MacTepa.

ITo6o4Hast mapTHs, B OTAUYKE OT TAABHOM, B perpu-
3€ IpaKTUYeCKu He MeHseTcs. EAuHCTBeHHOE oTAMuMe
(KpOMe TOHAABHOCTH) — pacIIMpeHne BIOPOTO 2AeMeHTa
TAAQBHOM IapPTHH, KOTOPBIA B 9KCITO3ULIMK IIPHCOECAUHAIACS
K IOOOYHOM U BBITIOAHSIA QYHKIIMIO 3aKAOdeHHs. Bropoe
npoBeAeHue 3Toro Motusa (T. 203) BOCIIPUHNMAETCS Kak
KOAQ: TeMa 3By4HT Ha piano y CKPHIIKK Ha pOHe TOHUYECKO-
'O OPraHHOTI'O ITYHKTA M PSAQ AAQTaAbHbIX KAACHIIUH B ITap-
Tun poprenuaHo. Takoe HEOOABIIOE AMPHYECKOE <ITOCAEC-
AOBHE> BIIePBOM YaCTH COHATHO-CUMPOHHIECKOTO IIMKA
CTaHeT BAKHOM AETaAbIO 3peAoro cTAs baproka.

Bropast wacts — Andante — HarvcaHa B BAPHAIIMOH-
HOM ¢popMe: TeMa, IATh BapHAIUI 1 BO3BpalljeHHe TeMbl
B BHAE, OAU3KOM K IIepBOHAYAABHOMY, BBIIIOAHSIOIEe
¢ynxuumio Koppl. TemMa cocTOMT U3 ABYX 2A€MEHTOB.
ITepBbiit aeMeHT (T. 1) — 04eHb MeAAEHHAs], TIeYaAbHAS
MEAOAMS, HATOMUHAIOIAs TpaypHoe ImecTsre. Bropon
aaeMeHT (T. 9) — 6oAee SKCIIPECCUBHBIN, HAaYaAbHAS
CAEPKaHHOCTD YCTyTaeT 3AeCh MECTO dMOIIMOHAABHOMI
OTKPBITOCTH: MPEUMYIIeCTBEHHO HHUCXOASIEe ABHIKe-
HH€ Pa3 32 pa30M IPePhIBAETCA BOCXOASIIMMH «BCIIAE-
CKaMH >, KOTOPbIe, OAHAKO, HE B COCTOSIHUH IIPEOAOAETD
HAMEYEHHOE «<IIAA€HHE> MEAOAHNH K HCXOAHOMY <ASg>
MaAo#t okTaBbl. TeMOpOBOe pelleHIe TeMbl CBUAETEAD-
CTByeT O CTpeMAeHMH bapToka k paBHOBECHIO MeXAY
ABYMsI MHCTPYMEHTAAbBHBIMM IAPTUSAMM: KXKABIA JAe-
MEHT TeMbI I0OYePEAHO H3AAraeTcs CKPHUIIKON U Gpop-
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TENUAHO, IIPUYeM CKPHIIKA BEACT TEMY CAMOCTOSTeAD-
HO, 6e3 IOAAEPXKKU GOPTENHAHO, YTO AOBOABHO PEAKO
BCTpeYaeTcs B KaMepHO-aHCAaMOAEBOIT My3bIKe. « YueHH-
9eCKHI > II0YepK IOHOTO aBTOPA IIPOSIBASETCS B CTPOTOM
«KBaApPaTHOCTH> CUHTAKCHYECKHMX IIOCTPOEHUH U B I10-
IIBITKE FAPMOHM3HPOBATh HATYPAAbHO-AAAOBYIO MEAO-
AUIO COTAACHO «KAACCHYECKHM> IIPAaBUAAM.

ITarp Bapuarmii CymecTBeHHO KOHTPACTHPYIOT APYT
APYTY 1 BBIABASIIOT KOXKABIN pa3 HOBbIE TPAaHU HCXOAHOMN
Tembl. B mepsoit Bapuanuu (1. 33) (molto rubato) na
IepeAHHI ITAQH BHIABUTAETCS HMIIPOBH3AIMOHHOE Ha-
9aA0, KOTOPOE, BMECTe C «MaAbSPCKIM>» KOMIIAEKCOM
BBIPA3UTEABHBIX CPEACTB, HAIIPABAEHO Ha BOCIPOU3Be-
AeHHe IPEACTaBAHUH O MY3UITMPOBAHUH I[BITAaHCKUX
aHcambaeil. MeAOAHSE COCPEAOTOUEHA B ITAPTHU CKPHIT-
KU, y popTenuano xe Ha IPOTHKEHUH BCel TeMbl 3By4YaT
durypanmu B ABXXAbI FApMOHINYECKOM MUHOP€, UMUTH-
pyIolre Urpy Ha uMbasax.

Bo sropoit Bapuanuu (T. 65) (poco a poco piu vivo)
ABYXTAaKTHBIE MOTHBBI IIPEBPAIAIOTCS B TPEXTAKTHbIE,
TOTOBS CAyIIATeAs] K M3MEHEHHUIO MeTpa B CAeAYIOIIeH,
TpeTbeil, Bapuanun. CHHKOIMPOBAHHBINA PUTM U < YIIPO-
IjeHHas1>» TOMOPOHHO-TApMOHMYecKasi PpakTypa mopuep-
KUBAIOT TaHII€BAAbHOCTD, HATIOMUHAs BEHTePCKUI CTHAD
BepOyHKONL OTH ACCOLHUAIIMU YCHAMBAeT obpasHoOe
U XKaHPOBOE COMOCTAaBACHMS ABYX IT€PBBIX BAPHAIIMIL: He-
CIIeNIHBIN UMIIPOBHU3AITMOHHBIN PAcCKa3 CKa3UTeAs], 4TO
HarioMuHaet Lassan, 1 60aee 6bICTpoe TaHIleBaAbHOE
ABIDKeHHe, arieasnpyomee K Friska.

B rpetpeit Bapuanuu (1. 113) Tema mpro6peTaer Be-
AndecTBeHHOe 3By4anue (Poco maestoso): AuHamuKa f,
IIAOTHAsl aKKOPAOBas PpakTypa $opTenraHo, OXBaThIBa-
IOIIlasl MATHOKTABHbIN AMANA30H, OKTABHOE U CEKCTOBOE
«YTOAIIlEHHE> MEAOAMH B MapTHU cKpunku. Hacpimen-
HOCTH 3BYYaHHIO AODOaBAsIeT KAHOHHYECKOe U3AOXKEHHUEe
IIepBOTO 3A€MEHTa TeMbl, TIOAYEPKUBAIOIiee PAaBEeHCTBO
napTHepoB. B paApHeiimeM MoIHbIE TapMOHUYECKHe
¢urypanuu QoprenuaHo yKpallaroTcs popliraramy,
KOTOpbIE CBOMM <« AGTKOMBICAHIEM > HECKOABKO ITPOTHBO-
pedaT naTeTHyecky BO3BBIIIEHHON MEAOAUH, XOTS U BITU-
CHIBAIOTCA B «BEHTePCKMI > CTUAMCTHYECKUI KOMIIACKC.
HepocTaToyHO OpraHMYHBIMM KaXKyTCS U OTAEABHBIE
rapMOHHYeCKHe 0OOPOTBI: CMEeAbIe IIOTIBITKH MOAOAOTO
KOMIIO3UTOPA Pa3ABUHY T I'PAaHUIIBI AUCTOBCKOT'O MaXKO-
PO-MHUHOPA MHOTAQ BBHITASAST CAMIIKOM <IIPSIMOAUHEH-
HBIMH >, 2 TAPMOHUYECKOE ABIDKEHHE — HCKYCCTBEHHBIM.

Yersepras Bapuanus (1. 137) umeer 0603HaueHNE
Quieto 1 IpeAeAbHO KOHTPACTHPYET IIPEABIAYILei B 00-
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PasHOM IAaHe. DTO — XpyIKas AMPHKA, OTKPOBEHHO
YKa3bIBaIOIIasi HA OAM30CTh POMAHTHIECKUM TPAAUILH-
M. Purmudeckuil pUCyHOK M M3SIIHbIE XPOMATH3MbI
aMeAAUPYIOT K AFOOOBHBIM TeMaM BarHEPOBCKOro « Tpu-
cra”a». Bo3ppamaioT K HOpMaTHBaM POMAHTHYECKOM
3TIOXH M TAPMOHHYECKHE CPEACTBA BHIPA3UTEAbHOCTH:
TOMHTEAbHbIE MAAOCEKYHAOBBIE 3aAEPXKAHHS CONIPOBO-
XKAQIOTCS TTIOYTH UCKAIOUHTEABHO aKKOPAAMU MAU PUTY-
palusMu OCHOBHBIX AAAOBBIX QyHKIuM. UTO Kacaercs
COOTHOIEHHUS MAPTHH, TO UX PaBHOIPaBHe AOCTUTACTCS
3A€Ch He TOABKO Iepepadeii TeMaTH4eCKOM HHUITHATHBbI
OT $OPTENHAHO K CKPHIIKE U HA0OOPOT, HO U CAMOCTO-
ATEAbHOCTDIO TOAOCOB ITPH OAHOBPEMEHHOM 3ByJaHUH.
ILatas Bapuanus (1. 173) OTKpbIBaeTCs YeThIpex-
TAKTHBIM POPTENHUAHHBIM BCTYTIAEHHEM, UMUTHPYIOIHM
apdosbie naccaxxu. Ha ¢pone poprenranHoro rpeMoan-
POBaHUSA ABOMHBIMU HOTAMH BCTYTIaeT BEeAMYeCTBEHHAs
CKpMIIKa ¢ peMapKoti con passion (co crpacrbio). Komo-
3UTOP MPEAHICHIBACT CKPUITIKE UIPATh HCKAIOUUTEABHO
Ha COAb CTPYyHe, AOOHBASICh TAyOOKOTO, «HAAPBIBHOTO>
3BydaHus. MeTpuyeckoe cMellleHHe HadaAa MEAOAYe-
cKuX $pas Ha CAAOYIO AOAIO TaKTa, C OAHON CTOPOHBI,
YCHAMBAeT 9KCIIPECCHIO BbICKA3bIBAHMUS, a C APYTOI, CO3-
AQeT BIIeYaTAeHHe UMIIPOBH3AIIHOHHON CBOOOABL.
3akaHYMBaeTCs BTOpasi YaCTh BUAOM3MEHEHHOM pe-
nipu3oit (1. 211). OcHOBHas TeMa MPOBOAUTCS B TAPTHH
poprenuano, it KOHTPAIyHKTUPYIOT IPOU3BOAHbBIE OT
TEeMbI MOTUBbI B IAPTHH CKPUIIKU. BeipasuTeAbHbIi AMa-
AOT ABYX MHCTPYMEHTOB, KOTOPbIM IIPOAOAKAET TeMy,
BOCIPUHHMAETCS KaK AOTHMYeCKHIl UTOT MX ITOCAEAOBa-
TEAPHOTO B3aMMOAEHMCTBHS B KAXKAOM U3 BapHaIUIL.
Takum 06pa3oM, 0OpaTHUBIINCH K BAPUALUOHHOM
popme, BapTok TpakTyeT ee B COOTBETCTBHM C POMAH-
THYECKOM TPaAHMLIMeN — KaK CIOUTY KOHTPACTHBIX Ibec,
00’beAMHEHHBIX MHTOHAIHOHHO. KOHTpacT oxBarbiBaeT
pasHble YPOBHU MY3BIKAABHOTO I[€AOTO — METPOPHT-
MUYEeCKUH, AAAOTOHAABHBIN, PpaKTyPHBIH, 5KaHPOBBIH
H, KaK pe3yAbTat, 00pasHbIil. B yepepoBanum o6pasos
BBICTPAUBAETCs OIPEACACHHBIN AATOPUTM: HeYeTHbIe
Bapuanuu (IepBas, TPeTbs M IATas) UMEIOT GoAee
repoMYecKHii, BO3BbIIIEHHO-TIATETHIECKUI XapaKTep,
napHble (BTOpasi U 4eTBepTasi) BBIIOAHSIOT HHTEPMe-
AUIHYIO QYHKIIUIO, TepeKAIoYas Pa3BUTHE B TAHIIEBAAD-
HYIO0 HAM AMpHYecKyIo cdepy. KyabMUHAIIMOHHbIE TOUKH
APaMaTypruyecKoro pa3BepThIBAaHHUS IPUXOAATCS Ha
TPEThIO U IATYIO BapHaIlHH.
®unaa - Vivace — Hanucad B popMe pOHAO-COHATHI
C 3IIM30A0M BMecTO paspaborku. Obpaimaer Ha ce6s1 BHU-

[3V3UHCKAA H.A. COHATA Al CKPUTKKM U OOPTEMMAHO MU MUHOP B. BAPTOKA B KOHTEKCTE TEHAEHLIMI PAHHETO TBOPYECTBA KOMMO3UTOPA

52



Section 2. Musical arts

MaHHe MacIITAbOHOCTb pedpeHa, KOTOPBIi HMeeT TPex-
9aCTHOE CTPOeHHUE penpusHOro Tuma a-b-a. Ilepsas rema
pedpeHa — yrpyras TaHI]eBaAbHAsl MEAOAMS CKPUIIKH,
MOAAEPKaHHAs! CHHKOIIMPOBAHHbBIM COITPOBOKACHHEM
¢oprernmano. [AaBHBIM PaKTOPOM, CIIOCOOCTBYIOMNM
OTKPOBEHHO! TaHIIeBAAbHOCTH 3ByJaHUs, IBASICTCS PUT-
MUKa: pOpTeNnaHHbIE MOTUBBI IMOMIECKOH CTPYKTYPhI
B COYETAHHM CO CKPUITMYHBIMU XOpeHdeCKMMH MOTHBA-
MU CO3AQIOT BIIEYaTACHHE «IIePeOUBAIOIIEro> PUTMA,
XapaKTePHOTO AASl MHOTHX TaHI|eB BEHTepPCKOTO IPOUC-
xoxaeHns. Bropas ema pedpena (r. 6) cogeraer B cebe
Pa3paboTKy 3AeMEeHTOB, 3BYYaBIIHX paHee, U HOBbIE
3AEMEeHTbI, KOTOPbIe TIOAYYAT Pa3BUTHE B IIEHTPAAbHOM
anuzope. HoBriMu aAeMeHTaMuU SABASIOTCS ITyHKTHPHBIN
PHTM U BOCXOAAIIIee MEAOANYECKOe ABIDKEHHE I10 3ByKaM
TPE3BYYHs], ONIPEAEASIOIIIe TepOMIeCKHil OTTEHOK 3TOM
TeMblL. ATIEAASITNS K HAIIUOHAABHBIM TPAAMIIUSAM My3H-
ITMPOBaHMs ONTYTHMA B UCIIOAb30BAHUH ABAXKADBI TAPMO-
Hudeckoro muHopa (TT. 38, 42, 50), a Takxe B yepTax
HMITPOBHU3AIIMOHHOCTH: peMapka rubato, yacTble u3Me-
HeHHsI AUHAMUKH OT p K ff.

Caeaytomuit pasaea dopmbi (. 129) coueraer yHk-
IIMU 3MH30Ad U MO6OYHOI mapTuu. B cooTHOmeHMH
¢ pedppeHOM OH 0bOpasyeT THIIMYHYIO AASL KAACCHUIIUCT-
CKOM COHATBI AUCTIO3HIUIO, O YeM CBUAETEABCTBYET H TO-
HaAbHBIA AaH (MU munop — Coav Mcmcop) , 1 0OpasHbIi
KOHTPACT MEXAY TeMaMy (TaHI}eBAaABHOE H AUPUYECKOe
HavaAa). BHyTpu anusopa umeeM, Kak B pedpere, coro-
CTaBAeHHUE ABYX TeM: Ha 9TOT pa3 IIeCEHHOM U TaHI|eBaAb-
Hoi. KoMmosuTop noayepkuBaeT KOHTPACT MEXAY HUMHU
TEMIIOBBIMU M 0OpasHbIME peMapkamu: tranquillo — piu
vivo, espressivo — graciozo. Aupudeckas TeMa Ipeumy-
I[eCTBEHHO ITPOBOAMTCS B IIAPTHH CKPUIIKH: MEAOAMS
ITHPOKOT'O ABIXaHHS C IPOM3BOABHBIM PacIpeAeAeHHEM
AAUTEABHOCTEM AbeTCs Ha PpoHe ceKcToael poprenua-
HO M CBOMMH PAacCIIeBHbIMU HHTOHAIMAMU alleAApyeT
K OTepHOM KaHTHAeHe. TaHIleBaAbHas TeMa BCETAQ ITO-
pydeHa ¢oprenuano. Ha nepsom naane 3pecb HAXOAUT-
Csl He MEAOAMYECKOe, 3 PUTMHYECKOe HavyaAo, KOTOpoe
HOAYUHsIET cebe CBOOOAHBII Beraeck amonuit. Konrpacr
IPUCYTCTBYeT M Ha apTHKYASIIMOHHOM YPOBHE: €CAU
B [IEPBOJI TeMe IpeobAapano legato, To BO BTOpOI AOMH-
HUpYeT ITpuX staccato. KOHTpacTHbIE TeMbI COIIOCTABAS-
IOTCSL TPYDKADI, IPHYeM IIepBas TeMa UMeeT TEHACHITHIO
K pacIIMpeHuo, a Bropas — k cxaruio (22-30-24 u 10—
~8—4 TaKTOB COOTBETCTBEHHO). BayKHbBIM SBASIETCA TaKOKe
COXpaHeHHe UX AAQAOTOHAABHOTO COOTHOIIEHHS: TaHIe-
BaAbHAs TEMA BCETAA 3BYYUT B TOHAADHOCTU AOMHHAHTbHI
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TI0 OTHOLIEHMIO K Aupudeckoi: Coib mascop — pe mascop,
cu munop — Qa-dues maxcop, Corv maxcop — Pe maxcop.

LleHTpaAbHbIi1 31M30A (T. 277) IpEACTaBASET repo-
MYeCKHil 06pas, HATTOMHHAIOIIMI CBOUM 3By4aHHEM Ha-
IIMOHAABHO-BO3BBILIEHHbIe 00pa3bl B My3bike O. Aucra:
BOCXOASIIFE KBAPTOBbIE U TPE3BYYHBIE XOADL, YEPEAYIO-
I1ecs CO IeMAIUMU MAABIMU CEKYHAAMH M CKPBITHIMU
9AEMEHTAMHU ABaXKABI FTAPMOHHMYECKOTO MHHOPa. ACCOLIU-
aIMH C TOXOAHBIMH MAapIIaMH YCHAHBAIOTCS 6Aaropapsi
TPEeMOAMPYIOIIMM KBHHTaM B HU3KOM perucrpe ¢gopre-
IIMAHO, KOTOPble HIMUTHUPYIOT OapabaHHyio Apo6s. Map-
IeBasl TeMa IMOCTENEHHO CMeIAeTCs B BepXHHe Peru-
CTPBI, OAHOBPEMEHHO YCUAMBAETCS AMHAMUKA, MEHSETCS
AAAOBOE HaKAOHEHHE, TOSBASeTCS HIMHTAIHIOHHOCTD. Te-
nepb NOTEHIUAABHO 3AA0XKE€HHAs B TeM€e 9HEePIUs BbIXO-
AMT Ha TIOBEPXHOCTD, YTO IMOAYEPKHYTO COOTBETCTBYIO-
weit pemapkoii (energico). B xyapmunanuu (1. 340) Tema
IPOBOBTAAIIAETCSI CKPHUITIKOH Ha ff B BRICOKOM PEerucTpe,
OAHAKO AOMUHAHTOBbII OPTaHHBIN ITYHKT B IapTHU $Op-
TeNHAHO IIPUAAET 3ByYaHHUIO HeYCTOMIMBLIN XapaKTep,
YCUAMBAs OINyIeHHe BHYTPEHHEro HallPsDKeHHU.

PedpeH B 001meit perpuse poHAO-COHATHOM (op-
mpt (. 375) cokpamaercs (a-b), Tak e Kak U mepBbIit
anmusop. Oba paspesa HeCyT OTIEYATOK UTOTOBOCTH:
HavYaAbHAs TeMa peppeHa IMOYTH BCS 3BYYMT HA TOHH-
JeCKOM OpPTaHHOM IIyHKTe, a B 9IIM30A€, HA060pOT, aK-
THBH3HPYETCSl MOAYASILIMOHHOE ABIDKEHHE U IIpeobAa-
AaeT GpparMeHTapHOCTb H3AOXKEHHA. 3aKAIOUHMTEAbHOE
npoBeaenre pedpena (1. 52) OTMeYeHO ycKOpeHHeM
aswkenust (Tempo I - poco a poco accelerando — Vivace
molto — Presto), 4To cospaeT 3dpPexT M3MEHIUBOCTH,
OBICTPOTEYHOCTH, TIPU3PAYHOCTH, A IOCAEAHEe B pHHA-
A€ IPOBEAEHHE OKTaBHO-YHHCOHHOI'O OTHIrpbilIa $pop-
TeNHMAHO 3aMbIKAeT BCIO KOMIIO3UIIHIO, IPHAABAs el 3a-
BEpIIEHHOCTD M LIeAOCTHOCTb.

BroiBoabl. B nieaom, conara mu munop baproka ae-
MOHCTPHPYeT, C OAHOM CTOPOHBI, CACAOBaHME ITPAaBHAAM,
TUINUYHOE AASI HAYMHAKOIIETO KOMIIO3UTOPA, C APYTOM XKe,
OIlpeAeA€HHBIe «IIPOPBIBBI>, CBHAETEAbCTBYIOIIHE O Iie-
A€HAIIPaBAEHHOM IIOMCKe CBOETO ITyTU B My3bike. boaee
BCEro CAEAOBAaHUE TPAAHIIMSIM OILyTHMO B $OpMOO6pa-
30BaHMU: OPHEHTALMs Ha YCTOSBIIMKICS TPeXYaCTHBIN
IIMKA M COXpaHEHHe YeTKHX KOHTYPOB COHaTHOM, BapHa-
IJMOHHOM, POHAO-COHATHOM KOMITO3HLIUH B KQXKAOM JaCTH.
BmecTe c TeM, B TpaKTOBKE MPUBBIMHBIX KOMITO3UITMOHHBIX
CXeM IMPHUCYTCTBYIOT y>Ke U HHAUBHAYaAbHbIE MOMEHTBHI,
HaIpUMep, AByXTeMHOCTb TAABHOM IIAPTUH — HAXOAKA, KO-
TOpas pacnpocrpansercsa baprokom u Ha Apyrue GopMbI
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(ABYX3A€MEHTHOCTb TeMbl BAPHALIHIL U pedpeHa PUHAAD-
HOTO POHAO). [T0Ka3aTeAbHBIM CAEAYET CIMTATD U AKLJeHT
Ha MHTEHCHUBHOM Pa3sBUTHU TeMAaTUYECKOrO MaTepHaAa,
KOTOpOe IIPEAyCMATPHBaeT CYIJHOCTHOe OOHOBAeHHe
ero 00pa3HO-3MOLMOHAABHOTO COAEPXKaHHUs (TpaHC-
opMarys TAQBHBIX TeM B SKCIIO3HLIMH IIEPBOI 9acTH).
HakoHel1, HHAMBHAyaAbHbIE OYePTaHHs TPAAULIMOHHBIM
CTPYKTypaM IIPUAAET BAMSHHE HMITPOBH3AIJMOHHOIO Ha-
4aAa, OTKPOBEHHO MaHH(ECTHPYEMOTO B TeMIIOBOM 000-
3HAYEHUH [IEPBOIT YacTh — «molto rubato>.

O6pamaer Ha cebsi BHIMaHHe [TOCAEAOBATEABHOE
crpeMaeHre BapToka mpuAepXUBaThCSI CBOMCTBEHHOTO
KAMEpHOI COHAaTe PaBEeHCTBA B COOTHOLIEHUH HHCTPY-
MeHTaAbHbIX MapTuil. OCOOeHHO 3TO 3aMeTHO BO BTO-
PO¥1 4aCTH, TA€ SAEMEHTHI TEeMbI H3AATAIOTCS II0 OYepe-
A¥L CKPUIIKOH U pOPTEINAHO, IOAAIOTCS B BHAE KAHOHA,
IPEACTAIOT KaK KOHTPAITyHKT MHTOHAIIMOHHO HE3aBHCH-
MBIX MEAOAMYECKHIX AMHHI. 3aMeTHO U )KeAAHHe MaKCH-
MaAbHO BbISIBUTb TeMOPOBBII IIOTEHIMAA CKPUIIKH: UIPa
Ha CTPYHE COAb, HCIIOAb30BaHHUE IPEAEABHO BBICOKOTO
PerucTpa 1 MHOXeCTBA CIIelUPUIHBIX IPHEMOB CKPH-
NUYHOM TeXHUKHU (ABOITHBIE HOTBI, pOpIIAATH, PAaKO-
A€TBI, BUPTYO3HbIE [ACCAKH).

OaHako HambOABIINM CBOeOOpasneM OTMedeHa
TeMaTH4yecKast cdpepa COHATHI, CBS3aHHAS C HAIHO-
HAABHBIMH HCTOKAMHU. ATIEAASIITHS K CTUAIO BepOyHKOII

B PREMIER

Publishing

ISSN 2310-5666

Section 2. Musical arts

OLIyTHMA B OTIOpP€ Ha ABa>KAbI TAPMOHUYECKUI MHHOP,
B MCIIOAb30BaHHH KAAQHCOB C IPEABEMAMU U MEAU3Ma-
TUYECKHMX YKpalleHUH, B IyHKTUPHO-CHHKOIIMPOBaH-
HBIX PUTMAX U IMHUTAIIMU UIPBI HA IiuMbarax. Bausuue
BEHI'epCKOM HApOAHOM MY3bIKH IIPOCAEKUBAETCS TAKXKe
B Y€PEAOBAHUU UMIIPOBU3AIMOHHbIX M TaHIIeBaAbHbIX
9IHU30A0B, HAMIOMUHAIOIIUX CONOCTaBAeHMS Lassan
u Friska B wappame (mepsas u Bropas BapHaluu BO
BTOpPOI1 YacTH, BTOPasl U TPEThs 4acTH LUKAa). Bmecre
C TeM, HaIlMOHAABHBIA TEeMAaTH3M [TOKA COCEACTBYET B CO-
HaTe BapToka co cruaesbiMu Bo3pericTeusamu P. Ily-
MmaHa, M. Bpamca, P. Baruepa u oco6enno . Aucra.
O mpeeMCTBEHHOCTH 10 OTHONIEHHUIO K TBOPYECTBY
IIOCAEAHETO CBHAETEABCTBYIOT QyraTo B KOHIIE paspa-
OOTKH IIepBOI1 YACTH, HAESI KOTOPOTO B35Ta U3 AUCTOB-
CKO¥ COHATBI CU MUHOD, IIeHTPAABbHbIH 3IIH30A PHHAAA,
KOTOPBIH 110 CBOEMY 3BYy4aHHUIO HATOMHUHAET IepOHUKO-
BO3BbIIIeHHbIe 06passl . Aucra, i, rAaBHOe, OIIOpa Ha
OTIBIT BHIAAIOIETOCS IPEAIIECTBEHHHUKA B IIPEAOMACHUHU
«IIBITAHCKOM MaHepbI>» My3UIUpoBaHus. TakuMm obpa-
30M, PaCCMOTPEHHAasl COHATa HAarASAHO AEMOHCTPHUPY-
eT CTPEMAEHHE MOAOAOTO KOMIIO3UTOPA CAEAOBATH 110
ITyTH CBOETO BBIAAIOIETOCS COOTeYeCTBEHHHUKA, Pa3BH-
Basl HOBOE, IPOrPeCcCUBHOE MCKYCCTBO B OIIOpE Ha Ha-
ITMOHAABHBIN POABKAOP U eBPOIIeHCKHe My3bIKaAbHbIE
TPAAULIHH.
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SONATA FOR VIOLIN AND PIANO E MINOR OF B. BARTOK IN THE
CONTEXT OF TENDENCIES OF COMPOSER’S EARLY CREATIVY

Abstract

Main objective of study is to reveal the individual features of B. Bartok’s sonata for violin and piano E minor in
the light of the tendencies of the composer’s early work.

Research methods. The research uses the following methods: structural-functional, intonational-dramatic and
semantic — for a comprehensive analysis of the sonata for violin and piano E minor.

Research results. As a result of the study of genre, compositional, dramatic and stylistic features of the sonata for
violin and piano E minor by B. Bartok, both traditional and innovative methods of composer writing were discovered.
Most of all, adherence to traditions is noticeable in shaping — an orientation towards a stable three-part cycle with
the corresponding functions and forms of parts. However, in the interpretation of the usual compositional schemes,
individual moments are already manifested, for example, the two-theme nature of the main part. The individual out-
lines of traditional structures are given by the influence of an improvisational principle. Bartok consistently strives
to adhere to the inherent equality of the chamber sonata in the ratio of instrumental parts. The most peculiar is the
thematic sphere of the sonata connected with national origins. In the violin sonata under consideration, the appeal to
the verbunkos style is palpable in the reliance on a double-harmonic minor, in the use of cadences with opening and
melismatic decorations, in dotted syncopated rhythms and imitation of cymbals playing. The influence of Hungarian
folk music is also traced in the alternation of improvisational and dance episodes, reminiscent of the juxtaposition
of Lassan and Friska in czardas (first and second variations in the second movement, second and third movements
of the cycle). At the same time, national thematism still coexists in Bartok’s sonata with the stylistic influences of
R. Schumann, J. Brahms, F. Liszt, R. Wagner.

The scientific novelty is due to insufficient study of the early work of B. Bartok, the study of his sonata for violin
and piano E minor makes it possible to trace the formation of the composer’s style in the field of violin music.

The practical significance of the article lies in the possibility of using its materials in courses in the history of
foreign music, analysis of musical works, as well as in the practical activities of performers.

Keywords: violin sonata, early work of B. Bartok, music of the first half of the XX century, national origins.
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COHATA AN CKPUNKU TA ®OPTEMNIAHO MI MIHOP B. BAPTOKA
B KOHTEKCTI TEHAEHLIA PAHHbOI TBOPYOCTI KOMMNO3UTOPA

AnoTanis

Mema docaidxenns — BUSBUTH iHAUBIAYaABHI PHCH COHATHU AASI CKPHIIKH i popTemiano mi minop B. BapToxa
B CBiTAl TEHAEHIIIN PpaHHBOI TBOPYOCTi KOMIIO3UTOPA.

Memoodu docridxnenns. B xoai AoocaipKeHHS BHKOPHCTOBYIOTbCS HACTYITHI METOAH: CHIPYKHYPHO-PYHKYiOHAAbHU,
inmonayiiino-opamamypaiuHuti ma cemanmu4Huti — AAS BCeOITHOTO aHAAI3y COHATH AASI CKPUIIKH i popTertiaHo mi miHop.

Pesysvmamu docaidnenns. B pe3yabTari AOCAIAKEHHS XKAHPOBHX, KOMITO3UI[IHO-APAMATYPriYHIX 1 CTHAICTUYHIX
0COOAMBOCTEN COHATH AASI CKPUIIKH i popTemiaHo mi miHop b. BapToka 6yA0 BISIBAEHO SIK TPAAUIIiiHI, TaK i HOBATOPChKi
IPUITOMH KOMITO3UTOPCHKOTO rcbMa. Haribiabine cAiAyBaHHS TPaAULisIM BiAYyTHO y GOPMOTBOPEHHI — Opi€HTAaLfisI
Ha YCTAaA€HHUM TPUYACTHUHHUH ITMKA 13 BIATIOBIAHUMHE QyHKIIIAIMU Ta popMaMu JacTHH. IIpoTe y TpakTyBaHHI 3BUYHHX
KOMIIO3UIIIFTHUX CXeM € BXXe IHAMBIAyaAbHI MOMEHTH, HaIIPUKAAA, ABOTEMHICTb TOAOBHOI HapTil. IHANBiAyaAbHUX
06pHCiB TPAAULIIFHIM CTPYKTypaM HAaAA€ 1 BILAUB IMIIPOBI3ariifiHOro HavaAa. Y CIiBBiAHOLIEHH] iHcTpyMeHTiB BapTox
IIOCAIAOBHO IIparHe AOTPUMYBATHCSI BAACTMBOI KaMepHill coHati piBHOCTI mapriit. Hait6iapmoro cBoepipHicTIO
BiA3HAYeHa TeMaTHYHA cpepa COHATH, IIOB sI3aHA i3 HAIIOHAABHIMHU AXKepeAaMIL. Y PO3TASHYTIN CKPHUIIKOBiH COHATI
aIeASIIIist AO CTHAIO BepOYHKOII BiAYy THA B OIIOPI Ha ABIYi rapPMOHIYHUII MIHOP, Y BAKOPUCTAHHI KAAQHCIB 3 IIPeAOMaMU
Ta MEAI3MATHYHUX IIPUKPAC, ¥ IYHKTUPHO-CUHKOIIOBAHNX PUTMAX Ta iMiTanil rpu Ha nuMbaAax. Braus yropcpkoi
HapOAHOI MY3HKH ITPOCTEXKYETHCS TAKOXK Y YepryBaHHI iMITPOBi3al[ifHUX Ta TAaHIIFOBAADHHX €I1i30AIB, 1[0 HaraAylOTh
sicraBaenns Lassan i Friska B uapaami (mep1ma i Apyra Bapianii B Apyriit yacTusi, Apyra i TpeTst yacTunu nukay). Pasom
3 THIM, HaITiOHAABHUI TEMATH3M TTOKH IO CYCiAUTb B COHaTi BapToxa i3 cruabosumu siauBamu P. IlTymana, V. Bpamca,
®. Aicra, P. Barnepa.

Hayxoea nosu3na o6ymoBaeHa TUM, IO paHHs TBopuicTb b. BapToka € MaAOAOCAiAXKEHOIO, BUBUEHHSI HOTO
COHATH AASI CKPUIIKH i opTeriaHo Mi MIHOP A€ MOXXAHMBICTD IIPOCTEXXUTH CTAHOBACHHS CTHAIO KOMIIO3UTOpPA B cepi
CKPHUIIKOBOI MY3HKH.

IIpaxmuune 3Hauenns CTATTI MOAITAE Y MOXXAMBOCTI BUKOPHCTAHHS ii MaTepiaAiB B Kypcax icTopii 3apy6ixHOI
MY3HUKH, aHAAI3y My3UYHHUX TBOPIB, @ TAKOXK Y IIPAKTHYHIl AIIAPHOCTI BUKOHABIIiB.

KarouoBi cA0Ba: CKpUIIKOBa COHATA, paHHA TBOpYicTh b. Baproka, My3uka nepmoi moroBuHH XX CTOAITTS,
HaIliOHAABHI AXKepeAa.
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TIMBRALLY-TEXTURAL FUNCTIONALITY AS FACTOR
OF THE “DEPTH” OF MUSICAL TEXTURE

Abstract

Objective: to define a term of “depth” of texture with necessary regard to the leading role of timbre in creation
of this textural dimension.

Methods: there are complex of fundamental, general scientific and special musicological methods used: observa-
tion, modelling, structural analysis and synthesis, generalization.

Results: Review of theoretical positions related to issues of timbre and texture is performed, including theoretical
base from the sphere of musical acoustics. It is revealed, that timbre is a psychoacoustical phenomenon appears as a
result of perceptive processes of spectrum of a musical sound; at the same time, the texture understood as a “structure”
of music. For to comprehend this musical element the generalized three-dimensional “model” of musical texture was
proposed by musicologists, in which “vertical” coordinate represents pitch and “horizontal” is related to time. The
parameter of textural “depth” in this theory is interpreted as a phonic result of a pitch coordinate unfolding in time,
which has artistic effect and induces appearance of associations. This approach (with all of its advantages) does not
consider the participation of the timbre in the textural “depth” creation. But, the musical texture and the timbre are
interacting tightly, which is represented with such a term as “timbrally-textural functionality”. Thus, on the base of
information retrieved from sources and analytical outlines done the new definition of textural “depth” is provided,
in which the role of timbre is regarded.

Scientific novelty: in this article for the first time the timbre considered as style forming factor of the textural
“depth”; also, for the first time proposed definition of the “depth” of texture, which regards the role of the timbre
for this textural dimension; thus, the theory and the methodology of studying the timbre and the texture in music
gained a further development.

Practical significance: the research conducted expands the conceptual apparatus of musicology due to intro-
duction of the timbral component in the definition of textural “depth”, which until now concerned only phonic and
artistically-associative features of “vertical” and “horizontal” coordinates of the texture. Received results are useful
for comprehension of musical-expressive potential of the timbre and texture in their complex action.

Keywords: musical texture, timbre, timbrally-textural functionality, texture depth in music, musicology, music
acoustics.

For citation : R. G. Kashyrtsev. Timbrally-textural functionality as factor of the “Depth” of musical texture //
European Journal of Arts, 2021, Ne3. — P. 57-63. DOI: https://doi.org/10.29013/EJA-21-3-57-63

Introduction. The studies of such problems as
meaning in art, as well as significance and usage of tex-
ture and timbre in music keep their relevance, as those
means contain great expressive potential, which can be
seen both in their separate action and in the final artistic
result. Thus, the problematic circle of these phenomena
consists of these two aspects.

Primarily, timbre is regarded by numerous scholars as
a subjective sensation generated by physical factors, be-
ingincluded into the sphere of acoustics (1. Aldoshina and
R. Pritts [1]; “Music Acoustics”, ed. by N. Garbuzov [2];
Ya. Vahitov [3]). On the other hand, it is studied from the
standpoint of its artistically-aesthetical possibilities, sound
image etc. (H. Kosenko [4]; R. Terteryan [S]; O. Zharkov
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[6]). Similarly, in the modern musicology texture is re-
garded at least in two aspects, them being functional and
phonic ones, which can be seen from numerous research
(V. Holopova [7]; E. Nazaykinskiy [8]; M. Skrebkova-
Filatova [9]; S. Shyp [10]). Thus, regarding the definitions
of these phenomena, typical and singular forms of their
existence in music, a tendency shared by most scholars can
be traced that is to distinguish them, while dialectic of in-
teraction between those two crucial for content and form
factors remains out of the field of systematic research. This
explains the relevancy of given article, aimed at reveal of
the ways in which timbre and texture interact, of their rela-
tions with another means of musical expression, of their
influence on artistic result, form as process and form as
structure etc. These dialectic relations are defined by the
scholars as “timbrally-textural functionality” (V. Tsukker-
man [11]) or “timbrally-textural structure of the work”
(H. Savchenko [12]). As a perspective direction of the
research of united action of timbre and texture we can de-
fine the timbral component as one of the factors creating
“depth” of texture in its three-dimensional space.

Discussion. Usually, sound pitch and rhythm get
much more attention from the scholars, as these param-
eters can be unequivocally fixated through notation.
But all the material created by the composer has to be
reproduced in a certain sonority, thus — in a certain tim-
bre. Importance of timbre for music material can hardly
be overvalued, although this phenomenon seems to be
studied not as thoroughly.

The sphere of musical acoustics over the years accu-
mulated quite large research basis for various problems of
sound’s nature and its perception. Standard ANSI / ASA
(American National Standards Institute /Acoustical So-
ciety of America) defines timbre as “multidimensional
attribute of auditory sensation which enables a listener to
judge that two non-identical sounds, similarly presented
and having the same loudness, pitch, spatial location and
duration, are dissimilar. Timbre is related to sound qual-
ity, often specified by qualitative adjectives (e.g. bright
or dull)”!. Certain works and their definitions contain
indications that timbre is a product of subjective percep-
tion: “subjective, qualitative characteristic of the sound”
[3,P.163]; “Timbre or hue of the sound is a composition
of the sound, reflected in our minds” [2, P. 16].

The sound spectrum and its temporal characteristics
(its changeability or contrary, stability) play significant role
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in shaping of timbral feeling in the mind and its identifica-
tion after “acquaintance” with it. There is certain “unified”
perception of timbre, caused by psycho-physiological fea-
tures of the individuals possessing auditory analysers. By
the same token, timbre might evoke different artistic im-
pressions and different emotional responses due to wide
variety of factors, from peculiarities of cultural field to psy-
cho-physiological state of a human in given period of life.

Due to these conditions, “personalization” of music
instruments happens as each of them has certain char-
acteristics and is capable of bearing genre, stylistic, thus
programme and content significance. This leads to ap-
pearance of timbre semantics, which depends on con-
textual usage of timbre of a certain musical instrument.
Consideration of timbre particularities of the chosen
instrument (as it is in the case of research conducted by
H. Kosenko [4]) is one of possible approaches to com-
prehend this phenomenon. On the other hand, timbre
semantics could be successfully studied in the aspect of
composer’s style, as it is in the work by J. Grybynenko
dedicated to G. Ustvolskaya’s art [13].

Thus, it is obvious that musicological discourse needs
to consider expressive possibilities of timbre for music, be-
cause “quality of sound” directly influences qualities of mel-
ody, harmony and other elements of musical texture. This
problem is also pointed out by O. Zharkov, who suggested
his own definition of timbre, correlating to the sphere of
musical acoustics and to the tasks of musicology at the
same time. According to O. Zharkov, timbre is an “objec-
tive sonic spectrum, functioning as an element of musical
language, aimed at instrumental (vocal) incarnation of the
sound in musical language as well as at integrating pho-
nic, colour, textural, thematic, compositional and content
components into their artistically-acoustic unity” [ 6, P. 98].

Mention of the musical language calls for consider-
ation of the primal element of content in music - the in-
tonation. Music, being an “intonational art”, in words by
B. Asafev, comes “through perception of logically orga-
nized sound, through perception of their pitches” [ 14, P.
195]. The statement made by V. Medushevskiy expands
complex meaning of intonation for music as it is regarded
as “inseparable unity of all the facets of sound, founded
on intonationally-linguistical, kinetically-plastique experi-
ence and its basis, experience of spiritual life” [ 15, P. 33].

At a first sight, relation between intonation and
timbre might be seen in a following way: intonational

' Timbre, ANSI / ASA. Retrieved in May, 04, 2021. URL: https://asastandards.org/Terms/timbre/ (in English).
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imagery “information” is given in a certain timbre, which
constitutes main function of the latter. But in reality, it is
only a partial reflexion of the situation. Interconnections
between timbre and intonation can be found on a pro-
found level, as timbre is created as a result of perception
of certain sum of intonations (overtones and harmonics in
sonic spectrum), thus it has intonational nature. On the
other hand, perception of pitch of the sounds produced by
musical instruments is also connected to their sonic spec-
trum, and therefore, to timbre. Incidentally, questions of
factors of pitch still remain an object of discussion in the
sphere of musical acoustics, currently supposing “space-
time theory of pitch perception”, according to which au-
ditory system distinguishes periods between impulses
in the sound and analyses sonic spectrum [1]. Timbre
quality as a musical category is dependant (to some ex-
tent) from accuracy of intonation and micro-chromatic
gradations, which are unavoidable in performance on
the instruments without precisely fixed pitches (such
as strings and wind). For instance, intonationally flat
sounds compared to other participants of an ensemble
are usually perceived as “bad” and create an impression
of unpleasant timbre. The opposite is also correct, perfect
in pitch but poor in timbre sound or inadequate to musi-
cal context would be heard as inexpressive and it would
not be able to convey intonational content to the listener
(especially in solo episodes).

Thus, content-creating attributes of timbre have im-
portant significance for music, which makes it possible
to use the term “timbre dramaturgy”. R. Terteryan regards
this term as 1) “system of timbral development”, 2) “sub-
system of complex of all means of musical expression”
and 3) “sub-system of musical dramaturgy” [S, P. 26].
P. Boulez unequivocally stressed significance of a timbre
for art of composing music: “Timbre exists aesthetically
when it is directly bound to the constitution of the musi-
cal object” [16, P.211]. Sound, according to the compos-
er, is not an “aesthetical phenomenon” in itself, because
“aesthetical identity only appears if there is utilization,
language and composition <...> in the same way, a spot
of color is definable as being blue, or red; but it does not
induce in us any sense of a pictorial world” [16, P.211].

Interaction between different instruments or instru-
mental groups usually occurs on a certain basis. Aside
from colour and expressive possibilities, form-creating
potential of timbral structures is no less important. This
means that certain functional connection might exist be-
tween timbres. In this process important role is played
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by such crucial aspect of music as texture, in which tim-
bres can reveal their functional significance and find their
“aesthetical identity”.

Texture, according to L. Mazel, exists in the context
of certain fragment of a form as “sum of the voices (and
voice groups), regarded from such standpoints as their
character, their interaction and their functions in a musi-
calunity” [17, P. 131]. V. Holopova understands texture
as “structure of musical “fabric”, defined with attention
to character and relations between the voices constitut-
ing it”, “intonational “reservoir” of the music, bearer of
thematic function, basis for form-creating while such ex-
pressively-constructive factors of the texture as harmony,
polyphony exist only as its elements” [ 7, P. 4], S. Shyp -
as “sonic fabric of musical languages, which comes from
joining of melodical lines and sonorities” [10, P. 166],
V. Medushevskiy calls the texture “intonationally orga-
nized “fabric” of music” [15, P. 105].

Since texture is a complex mean of expression, it
is natural that musicologists try to provide more accu-
rate definitions of texture’s components and to define
principles of their interaction. This called for a supposi-
tion to regard the texture in “three-dimensional space”
[8,P.73], in accordance with three parameters of texture:
1) pitch, register (“vertical”); 2) temporal (“horizontal”);
3) spatial (“depth”), or “spatial qualities of musical “fab-
ric”” [7, P. 9]. E. Nazaykinskiy pays special attention
to “depth’, regarding it as incarnation of “musically-
spatial components <...> which are related to sensory
experience of auditory examination of physical space”
[8, P. 127]. Also, the scholar stresses that “depth” of tex-
ture is connected to “impressions of real space <...> with
musical recreation of spatial effects” [8, P. 127]. In other
words, E. Nazaykinskiy means not the real application
of acoustic tools, but artistic musical incarnation by the
means of certain textural organization. This is equivalent
to artificial “inner” space of music, perception of which
evokes on the basis of associations and impressions.

But at the same time, functional and expressive role of
timbre in texture needs to be clarified. The “depth’, accord-
ing to theoretical positions stated above, is understood as a
“result” of unfolding of pitch vertical in time, thus also cre-
ating spatial associations. This is described by term “pho-
nism’, introduced by Yu. Tyulin and defined as “specific
musical hue as an expression of purely sonic sphere of per-
ception” [ 18, P. 23]. Understanding of this phenomenon
naturally correlates to the concept of timbre as a colour,
because “phonism” of chords in harmony (and, respective-
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ly, of sonorities in texture), apparently, arises according to
the same principle that creates perception of timbre - lay-
ering of different pitches in a sonority create certain sonic
complex, bestowed with expressive qualities. Perception
of timbre itself arises as a result of layering of overtones
and harmonics in sonic spectrum, in similar manner; but
timbral characteristic do not influence harmonic meaning
of the chord, even though they can increase or decrease
phonic effect of the sonority.

This means that the role of timbre in the texture (par-
ticularly, in formation of textural “depth”) needs to be
re-evaluated. Phonic attributes of texture, according to
M. Skrebkova-Filatova, depend on the volume of the
sound, which is also one of the most important factors
for formation of “depth”; and texture has two facets,
functional and phonic ones [9]; thus, phonism in the
context of texture acquires not only colouristic, but also
functional significance.

At the same time, in regards of notation system the
role of timbre is not as obvious. Notation, even some of its
computer variants (the article does not regard waveform
diagram), allows the composer to define pitch and its tem-
poral unfolding rather accurately, but timbral means are
presented only partially. Simultaneously, the composer has
apossibility to reflect at least two facets of timbral compo-
nent: 1) technological, incarnated by indications of given
instrument, which should perform the music and way of
playing it (articulation, notes on spatial distribution of the
musicians etc.); 2) artistically-imagery, which corresponds
to certain affect and is indicated by such marking as “dolce’,
“doloroso”, “risoluto” etc. This distribution is a rather con-
ditional one, because technological and artistic spheres
regarding timbre are co-dependant. Last statement can be
proven by the nature of dynamical remarks as it is an im-
portant mixed tool, which; 1) includes volume, changing
throughout the time, and; 2) artistic content, shaped by
technology of performance and musical context. Marks
indicating character of music can be used as tempo indica-
tors, as can be seen in various works.

Influence of timbre is especially conspicuous in the
orchestra, where each instrument has its own parameters
and qualities both as an independent unit and as an ele-
ment of a system in the context of possible combinations
with other instruments or instrumental groups. This
means that phonic qualities of texture become dependent
from timbre, at least to a certain degree. The problem of
“correlation between timbre and texture” and respective
“structural phenomena <...> expressive and illustrative
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potential” is pointed out by V. Tsukkerman [11, P. 341].
The scholar examines “functional role of timbre in its rela-
tion to texture”, which is an ability of timbre “to illuminate
every textural function through its separation from anoth-
er ones, to amplify its individuality and to demonstrate
its role for the whole” [11, P. 341]. V. Tsukkerman calls
this system of interaction between texture and timbre a
“timbrally-textural functionality” [11, P. 341].

We should add that phonic attributes of textural or-
ganization play functional role regarding the timbre as
well. As M. Pliuschenko states, “timbre characteristics
<...>are largely influenced by all the components of a
texture”; at the same time, “texture, being involved in
the dialogue with the timbre, becomes a complex and
dynamic mean of expression” [ 19, P. 506]. Thus, timbre
and texture are in inseparable dialectical interaction:
1) timbres have their functional roles in the complex of
textural elements, regulating their phonic characteris-
tics; 2) textural structure can define functional role of
given timbres and shape their expressiveness in given
textural context.

Thus, the parameter of textural “depth” is constitut-
ed by the following: 1) phonism of textural horizontal
and vertical; 2) timbre as a functional factor. This al-
lows to introduce parameters of texture in a complete
three-dimensional space, in which “depth” of the texture
is timbrally-acoustic incarnation of pitch vertical, unfolded
in time, factor of textural “depth” is timbrally-textural
functionality. Moreover, timbre can exist in memory, in
conscience as well, and it is possible to “recreate” scores
in our imagination in a certain timbre. It can be so since
“vertical” needs to be recreated in a certain imaginary
timbre inside conscience. At the same time, temporal
coordinate can be imagined in a “condensed” form (si-
multaneous vision).

Conclusions. The research carried out allows to
draw the following conclusions:

1. Timbre as psycho-acoustic phenomenon is caused
by sonic spectrum as well as by perception of this spec-
trum’s parameters by listener’s auditory system. Consti-
tuted from partial tones and their temporal unfolding,
timbre appears as sum of intonations, which proves its
intonational nature.

2.In order to comprehend texture and its significance
for form, musicologists developed three-dimensional
space of texture, where “vertical” represents pitch and
“horizontal” represents time. At the same time, “depth’,
according to studied researches [7-9], is understood
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as phonic “result” of action of these two coordinates,
which is quite fair, although does not explain the nature
of “depth” thoroughly.

3. Interconnection between timbre and texture, de-
scribed by V. Tsukkerman’s term “timbrally-textural func-
tionality” [11] is founded on their dialectical interaction:
the timbres influence the parameters of the texture and
its phonic properties; texture defines local functions of
timbres and shapes their expressiveness in the given con-
text. Timbrally-textural functionality makes it possible to
substantiate a theory on significance of timbre in “depth”
as a coordinate of texture.
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4. “Depth” as a parameter of texture is caused not
only by phonic attributes of joining the vertical and hori-
zontal, but also by the crucial role of timbre. Timbrally-
textural functionality is a factor of textural “depth”, which is
we define as timbrally-acoustic incarnation of pitch vertical,
unfolded in time.

Overall, the perspective of further research on rela-
tions between timbre and texture lies in examination of
role of stylistic, genre, dramaturgical and compositional
factors in them, which influence final artistic result in a
musical work, and occasionally even define it as aleading
complex musically-expressive mean.
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TEMBPO-®DAKTYPHA ®OYHKLUIOHAJIBHICTb 9K
YUHHUK «FINTIUBUHU» MY3UYHOT DAKTYPU

AnoTanis

Mema: BU3HAYUTHU IIOHATTS <TAMOUHM> QaKTYpPHU 3 ypaxyBaHHSIM IIPOBIAHOI POAl TeMOPY y CTBOpeHHI 1{bOr0o
$axkTypHOTrO BUMIpY.

Memodu: 3acTocoBaHa CyKyIHICTb (pyHAAMEHTAABHHUX, 3aTAABHOHAYKOBHX Ta CIIEIliaAPHIX My3HKO3HABYHX Me-
TOAIB: CIIOCTEPEXXEHHs1, MOACAIOBAHHS, CTPYKTYPHOTO aHAAi3y Ta CUHTE3Y, y3araAbHEeHHS.

Pesyavmamu: IIpoBeAeHO OTASIA TEOPETHYHUX IIO3HUIIN 3 MUTaHb TeMOPY Ta GpaKTypH B My3HKO3HABCTBI,
BKAIOYAIOUU TeOpeTH4HY 6a3y 3i chepu My3HdHOI aKyCTUKHU. BusBAeHO, 0 TeMOp € MCHX0aKyCTUYHUM de-
HOMEHOM, 1[0 BUHMKAE K PE3YAbTAT MPOLECIB CIPUMHATTA CIEKTPY MY3UYHOTO 3BYKY; BOAHOYAC, paKTypa
YCBIAOMAIOETBCS SIK «OyAOBa>» My3UKH. AAS yCBIAOMAEHHS [IbOIO My3UYHOTO eAeMEeHTY, My3HKO3HABIIMU OyAa
3aIPONIOHOBAHA y3araAbHeHa TPMBMMiPHA «MOAEAb>» MY3UYHOI QpaKTypH, B AKifl «BePTUKAAbHA> KOOPAMHATA
€ IPeACTABASIE 3BYKOBHCOTY, & «[OPU30HTAAbHA» CTOCYETbCs yacy. [TapaMeTp PpakTypHOI «TAnOUHI> 3a IIi€l
Teopii TPAKTyeTbCs Anlle SIK POHIYHUIN Pe3yAbTAT 3BYKOBUCOTH, PO3TOPHYTOI B 4aci, IO Ma€ XyAOXKHIlN ePeKT
Ta 3yMOBAIO€ OBy aconianiit. I]eit miaxia (mpu Beix foro mepesarax) He BpaxoBye y4acTh TeM6PY y CTBOPeHHI
QakTypHOI «TAMOUHM>. AAe, My3H4HA PpaKTypa i TeMOP 3HAXOASTHCS Y TICHOMY B3a€EMO3B 3KY, IO pelpe3eH-
TOBAHO Y TAKOMY TepPMiHi SIK «TeMOpo-paKkTypHa PpyHKI[iOHAABHICTb>. TOX, Ha OCHOBi OTPUMAHUX AAHUX i3
AKepeA Ta IMPOBEACHUX AHAAITMYHUX HAPHCIB 3aIPOIOHOBAHO HOBE BU3HAUEHHS «TAHOMHU> QaKTYpH, sKe
BPaxOBYy€ POAb TeMOPY.
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Hayxoea nosu3na: y paHiil CTaTTi Bliepliie pO3TASHYTO TeMOP SIK CTUAETBOPHUIT YUHHHUK GAKTYPHOI «TAMOUHU > ;
TAKOJXK, BIIEpIIe 3a[IPOIIOHOBAHO BU3HAYEHHS «TAUOUHU>»> QAKTYpPH, SIKE BPAXOBYE POAb TEMOPY AAS IIbOTO $aKTyp-
HOTO BUMIpY; TAKAM YHHOM, HAOYAH IIOAQABIIOTO PO3BUTKY TEOPIS Ta METOAOAOTISI AOCAIAXKEHHS $aKTypH i TeMOpy
B MY3HIJi.

Ipaxkmuune snauenna: NpoBeAeHe AOCAIAXKEHHS POSIIMPIOE MOHATINHMI arapaT My3UKO3HABCTBA 332 PaXyHOK
yBEACHHS TeMOPOBOTO KOMIIOHEHTY y BU3HAYEHHS MOHATTS (paKTYPHOI «TAHOMHM>, SIKHI AO IJHX ITp CTOCYBaBCS
Anrie GOHIYHUX Ta XYAOKHbO-ACOI[IaTHBHUX BAACTUBOCTEH «BEPTUKAABHOI>» Ta «TOPU30HTAABHOI» KOOPAUHAT PaK-
Typu. OTpHMaHi pe3yAbTaTH € KOPUCHIMU AASL YCBIAOMAEHHS My3HYHO-BHUPA30BOTO IIOTEHI[iaAy TeMOpy Ta pakTypu
B IXHIM KOMITAEKCHIM All.

KarouoBi caoBa: My3nuHa $pakTypa, TeMOp, TeMOpO-$pakTypHa PpyHKIIOHAABHICTD, TAMOMHA GAKTYPHU B My3HIi,
MY3HUKO3HaBCTBO, My3UYHA aKyCTHKA.
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Pycaan I'ennaaifioBna Kammpnes, acriipanT Ta BUKAapad KadeApH Teopil My3uky, XapKiBCbKUH HalliOHAAbHUIH
yaiBepcuTer Mucrents im. L. IT. Korasipecpkoro

Appeca: 61198, Ykpaina, m. Xapkis, Bya. H. Yxsiit 62

E-mail: ruslan kashyrtsev@gmail.com; tea.: +38 (067) 261-69-32

ORCID: 0000-0001-9335-4446

KALUMPLIEB P.T. TEMBPO-OAKTYPHA OYHKLIOHANIBHICTb K YWHHUK «TIMBUHU» MY3UYHOT OAKTYPU
63



European Journal of Arts 3 (2021)

UDC: 78.082.1:785.7]:78.071.1 (477) Havrylets

B PREMIER

Fublishing

ISSN 2310-5666

Section 2. Musical arts

DOI: 10.29013/EJA-21-3-64-71

0.V. POLIETAIEVA, !
! P. Tchaikovsky National Music Academy of Ukraine (Kyiv, Ukraine)

“233943 FALERA” BY HANNA HAVRYLETS: THE
SPECIFICITY OF THE SYMPHONIC POEM GENRE

Abstract. The subject of the study is a symphonic poem for chamber orchestra “233943 Falera” by Hanna Havrylets.
Objective of this article is to begin the study of H. Havrylets’ symphonic legacy, in particular to reveal the speci-

fics of reading the genre of symphonic poem in H. Havrylets’ works.
Research methods. The study of work with a symphonic poem genre by H. Havrylets requires an interdisciplinary

approach comprising both general scientific and specialized methods of knowledge necessary to reveal the subject

of the study: historic-typological, functional, stylistic, holistic analysis.
Research results. A symphonic poem for chamber orchestra “233943 Falera” by Hanna Havrylets was analyzed.
It shows that the composition is a work that at all levels follows the canon of the genre of symphonic poem, namely:

contentful, compositional, dramaturgical. The musical language of the work is represented by the combination of

sonorousness and tonal-harmonic devices, specific to the composer’s handwriting.
Scientific novelty of the work lies in the fact that it is the first to introduce to the scientific review of the work
for chamber orchestra “233943 Falera”, on the basis of the detailed analysis its main stylistic and genre features as a

symphonic poem identified.

Practical significance. The material of the work may be used for further scientific analysis of H. Havrylets’ works
as well as for study of the history of Ukrainian music in general and in the context of the study of cultural relations

between Ukraine and other countries, including Switzerland.
Keywords: works by Hanna Havrylets; Ukrainian-Swiss cultural relations; symphonic poem; “233943 Falera”

for chamber orchestra.

For citation : O.V. Polietaieva. “233943 Falera” by Hanna Havrylets: the specificity of the symphonic poem
genre // European Journal of Arts, 2021, N3. - P. 64-71. DOI: https://doi.org/10.29013/EJA-21-3-64-71

Introduction. The history of Ukrainian-Swiss cul-
tural relations can be traced back to the 16™ century
[4; 14]. Nowadays the Swiss cultural program “Ukraine”
is very active and has its positive impact on Ukrainian
culture. In the musical sphere you can distinguish se-
veral lines of development of this bagatonic tradition,
for example: touring and competitive-festival spheres,
educational structure, formation and activity of polyna-
tional collectives, performance of audio recordings and
publishing of works, commissioning of musical composi-
tions to Ukrainian artists, etc.

The tradition of creative cooperation between these
two countries is still preserved. A striking evidence of this
is the work of Hanna Havrylets — an outstanding Ukrai-
nian composer, teacher, active member of the National

head (since 1999) of the Kyev organization of the National
Society of Composers of Ukraine (hereinafter - NSCU),
she is an honored worker of the arts of Ukraine (2005),
secretary of the board of directors of NSCU (since Decem-
ber 2010), head of the Kyiv organization of NSCU (since
2011), professor (since 2012), corresponding member
of the National Academy of Arts of Ukraine (2017). You
can’t help but be fascinated by her titles, achievements and
honors. She is a laureate of the First Ukraine-wide Festival
of Popular Music “Chervona Ruta” (Chernivtsi, 1989),
the International Competition of Composers named af-
ter Ivanna and Mariian Kots (Kyiv, 1995), the National
Prize of Ukraine named after Taras Shevchenko (1999)
and the Choir Competition “Spiritual Psalms of the Third
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Millennium” (2001), the “Kyiv” award in the name of Ar-
temiy Vedel (2005). The Order of the Holy Prince Volody-
myr (2005) and the Order of Princess Olga (2008). She
combined her creative and pedagogical activity. From
1992 she began teaching at the chair of composition at
the P. Tchaikovsky National Music Academy of Ukraine
(from 2012 —professor), she was the dean of the faculty of
composition and history and theory (2004-2015).

Among musicians she became famous as a compo-
ser-universalist, because in her creative work there are
works of different genres: choirs, chamber-instrumental
and chamber-vocal, musical-theatrical actions and or-
chestras. Various collectives not only Ukraine but also
the world are happy to take to their repertoire works
right after her author’s pen. The performance of “Canti-
cum” by the Transylvania State Philharmonic Orchestra
of Cluj-Napoca, conducted by Simon Camartin (2007,
Bollingen, Switzerland) is a case in point, “233943 Fa-
lera” by the Graubiinden Chamber Orchestra conducted
by Misak Baghbudarian (2011, Falera, Switzerland), the
symphony “Paraleli” by the Hajibeyov Azerbaijan State
Symphony Orchestra conducted by Fakhraddin Keri-
mov (2012, Baku, Azerbaijan) and others. The works
of H. Havrylets are also in the repertoire of leading
Ukrainian ensembles: National Symphony Orchestra
of Ukraine (artistic director and principal conductor —
Volodymyr Sirenko), the National Ensemble of Soloists
“Kyiv Camerata” (director and artistic director — Valeriy
Matyukhin), the National Chamber Ensemble “Kyiv
Soloists” (artistic director — Anatoliy Vasylkivskiy) and
others. But despite its popularity, composer’s symphonic
works are still out of musicologists focus.

Analysis of research. The research on H. Havrylets’
creative achievements has only just begun. In music-cri-
tical publications and scientific literature the biography
and the creative portrait of the composer are described;
the history of performances of her works is illustrated,
the premieres are characterized [8; 9; 16]; the stylistic
specificity of the work is defined [6; 7]; the peculiarities
of the individual style were determined [ 5 ]; the display of
national artistic components was analyzed [10; 13; 17]; a
folklore influence on the style and stylistics of choral and
musical-stage composition was revealed [2; 11; 12]. But
in works on musicology the role of symphonic legacy in
H. Havrylets’ works has not been revealed yet, individual
works are only recollected partially or nominally.

Objective of this article is to begin the study of
H. Havrylets’ symphonic legacy, in particular to reveal
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the specifics of reading the genre of symphonic poem in
H. Havrylets” works.

Scientific novelty of the work lies in the fact that it is
the first to introduce to the scientific review of the work
for chamber orchestra “233943 Falera”, on the basis of
the detailed analysis its main stylistic and genre features
as a symphonic poem identified.

Methods of research. Comprehension of the recep-
tion of the peculiarities of working with a symphonic
poem genre by H. Havrylets requires an interdisciplinary
approach comprising both general scientific and specia-
lized methods of knowledge necessary to reveal the sub-
ject of the study:

— historic-typological — used to identify the pecu-
liarities of Hanna Havrylets creativity in the context of
Ukrainian musical heritage, which is genre-stylistically
linked to the Western European traditions;

— functional — necessary for analysis of the re-
searched work in terms of consistency of content and
structure;

— stylistic — to reveal the individual principles of
Hanna Havrylets’ compositional style by revealing the
dialectics of tradition and innovation in her creative
legacy;

— holistic analysis — to identify stylistic peculiarities
of the work.

Subject section. H. Havrylets’ relations with Swit-
zerland are of a systematic nature, as her works are eager-
ly appreciated by Swiss musicians. Apart from the already
mentioned performances, it is worth mentioning that es-
pecially for the Swiss duo Innovation Duo (consisting of
Jakub Dzialak and Anna Dzialak-Savytska) the work “Be-
yond Body and Soul” (2007) was written, which became
indispensable in the concert programs of the ensemble.
Especially for the concert on the occasion of the Xth As-
tronomers’ Meeting in the city Falera, Simon Camartin
commissioned H. Havrylets for a work entitled “233943
Falera” (2011), and last year the Swiss publishing house
“SORDINO?” published the score.

Even though the composer herself has not seen the
beauty of Switzerland alive, from the stories of the main
sights of Falera she took over and skillfully created in
the music composition the joy and even pride of the in-
habitants of this small commune (625 people by 2020),
the canton of the Grisons. The fact is that in 2007 the
Mirasteilas Observatory was opened in Falera at the in-
stigation of the amateur astronomer Jose De Queiroz. It
was here that the researcher using Cassegrain reflector
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21 February 2009 to identify an asteroid with a dia-
meter approaching three kilometers at a distance of ap-
proximately 315 million kilometers from Earth, called
it “Falera” and received the number of the minor planet
233943, It is this discovery was caused by the name and
the idea of the composition of H. Havrylets.

The fascination with the nature of Switzerland has
more than once inspired Ukrainian musicians to crea-
te musical compositions. For example, Lesia Dychko
wrote “Swiss Frescoes” —a choral concert based on texts
of Swiss poets for two readers, mixed choir, organ and
percussion (2002), in which she depicted nature, man
and the understanding of peoples. For this purpose, the
composer turns to texts in German, Swiss and Italian,
which add authenticity to the work: they are interpreted
by the readers between the movements, while the chorus
sings these texts in Ukrainian. The choral sound in the
concertis close to symphonic, with timbre, tessitura, and
imitative possibilities of the voices with their characte-
ristic for artist’s style of creativity innovative organiza-
tion of the sound material.

Among the modern composers H. Havrylets was not
the only one, who in musical compositions expressed
their fascination with the beauty of Falera itself. Earlier,
in 2004, Yevhen Stankovych composed a poem-concerto
for violin and orchestra with the program title “Menhirs
da Falera” The composition was written for the Menhir
Music Festival' in Falera (held during the 2004-2011
years) for S. Camartin, who was its director and co-or-
ganizer at the time.

It is known that in Falera at the top of the hill (1200
meters above the sea) there is a park “La Mutta”, which
is famous for its giant menbhirs, located throughout its
territory. The sight is over 3500 years old and dates
back to the Bronze Age. Scheme of placement of stone
boulders indicates that ancient people used them as a
calendar (indicating the summer and winter solstice)
and marked on them the events of planetary scale — the
movement of the planets of the solar system and even the
synodic period of Venus. This ancient monument and its
history of thousands of years have not left bypassed the
Ukrainian composer, and the impression and sensation
of seeing all the greatness of this place is created in his
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music. The monumentalism and grandeur with which
the mountainous landscapes of Falera are associated with
all their secrets and discoveries have been symbolized by
the musical instruments. Stankovych’s music is charac-
terized by orchestral diversity, which is achieved by using
a chamber orchestra, but with an extended percussion
group. Thus, the combination of the timbres of various
solo instruments — violin, timpani, horn — creates the
idea of the might of the universe, its inexistence and im-
movability, as well as people’s attempts to comprehend
and understand it. Studying the works of Ye. Stankovych
Yevhenia Sirenko considers a characteristic feature of
the poem-concert to be that the musician “consolidates
specific image-dramaturgical functions behind certain
timbres” [15,228] and determines the link between the
deployment of the events in the work with the changes
in the timbral combinations.

In this creative diversity, the symphonic poem
“233943 Falera” by H. Havrylets is often performed
by various ensembles, and the work is rave praised by
critics and public. For example, after the Swiss premiere
the local press wrote that “the audience was entirely re-
ceptive and even enthusiastic about this new, modern
music”? [3], and after the Ukrainian premiere at the fes-
tival “Music Premieres of the Season 2012, performed
by the National Ensemble of Soloists “Kyiv Camerata”
(conductor — V. Matyukhin) the press commented that
the composer offered a valuable creative solution, and
“the light, effervescent, luminous music <...> graced
with unpretentious baroque and classical barbs in the
spirit of Renaissance opuses” and fully corresponds to
the idea of the work [9, 17].

H. Havrylets herself identifies the genre of the work
asasymphonic poem. It was formed in the era of Roman-
ticism and has a number of characteristic features that dis-
tinguish it from other related genres (symphonic fantasy,
symphonic picture). The nature of the symphonic poem
as a genre is linked with the literary romantic poem, to
which its basic principles are connected: the prevalence
of a single image, the synthetic character of the drama
(the interplay of lyrical, epic and dramatic principles)
and compositional freedom. One of the most important
figures that influenced the process of genre formation is

' Works by other Ukrainian composers were also commissioned especially for this festival: Zoltan Almashi wrote
“Mirasteilas” for two violins and strings (2006) and Viktoria Polova wrote “Capriccio for John Balzer” for bassoon and strings

(2008).

2 «

further other sources are quoted in the author’s translation.

Dieses neue moderne Werk fand bei den Zuhérern eine iiberraschend offene, ja sogar begeisterte Aufnahme”. Here and
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programme. Irina Appalonova [1] distinguishes litera-
ture (poem, drama, tragedy, legend, tale, story, balada,
philosophical treatise), painting and architecture as the
main extramusical prototypes from which the symphonic
poem originated. The researcher also identifies a number
of cross-cutting themes of art that form the canon of the
genre, namely: general problems of being, eternal images
of culture, specific historical events, the destiny of real
historical characters, plots from ancient mythology, the
mythology of other European cultures, comic and hu-
morous plots, autobiographical motives, landscape and
folk images, etc. At the same time, the scholar notes that
“changes in the interpretation of musical images and, in
broader terms, themes are also seen as one of the factors
in the evolution of symphonic poem” [ 1, 13]. In the dis-
sertation of I. Appalonova there are four levels of speci-
fics of the program, which are typical for this genre: “the
title of the work in general; the presence of programme
subheadings for individual episodes; the introduction of
verbal explanations of the main themes of the symphonic
poem; using a special system of author’s notes, which
help to reveal the character of the heroes, convey their
moods, and comment on various plot situations” [1, 14].

In addition to plot and content parameters, the genre
canon of symphonic poems also has dramaturgical and
formative peculiarities. Thus, the dramatic canon of
symphonic poems is dominated by: the triad of epic —
lyric — drama (with the domination of one or another
structure depending on the historical period); different
types of dramaturgy (mono-elementary, paired, multi-
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elementary); dynamic logics of dramatic development
(the principle of half wave, undulatory, extensive); genre
transformation of the image; dramaturgical modulation.

The compositional canon of the symphonic poem
presupposes: the presence of free, mixed, polifunctional
form; synthesis of the principles of sonata, cycle, varia-
tion, rondo, contrasting, concentric, and other forms;
and the use of mono-and leitmotiv methods. Thus, in
the historical evolution of the genre there is a tendency
for each individual work to have its own unique form,
dictated by the specifics of the content and idea.

According to these criteria, H. Havrylets’ symphonic
poem for chamber orchestra “233943 Falera” already by
its title alone confers on the listener a certain range of
images, which will be carried in the work. In view of
the short history of the composition, it is clear that the
sounds of nature, cosmic images and human reflection
on the natural environment and the greatness and power
of the world will be taken from the sound canvas.

The composition of the poem develops according to
the principle of three-partness, but with a tendency to
cross-cutting development, because there are no thorough
repetitions. All of the reprise parts are significantly modi-
fied and dynamised. This way the composer manages to
retain the idea of the development of all living things. Only
the coda introduces a static element, as it only repeats the
thematic elements that make up the entire composition
of the work. Therefore, there are features of concentricity.
This freedom of form is one of the fundamental characte-
ristics of the symphonic poem genre.

Table 1. — H. Havrylets. «233943 Falera». Schematic representation of the form

1

42-66

1-41 67-83

A B A A
bars 1-83 bars 84-151 bars 152-191 bars 192-227
a a o 106-128 —stretto

128-13S — pastoral
136-151 - hymn

171 - culmination Coda

Beautiful commune’s amazing pictures of nature in
southeastern Switzerland are reproduced with the musical
language. At the beginning of the work the main thematic
elements are formed (four of them), on which the entire
development of the work will be based. The poem begins
with the soft sound of the violins in a col legno touch to-
gether with the harp (the first thematic element, bars 1-4),
which in turn simulate the first glimpses of light, depicted
in the dew speckles. A further awakening of nature is the
song of the birds, which reproduced by the timbre of the
violins, which gradually join the “choral extravaganza”

Second thematic element is the quasi-trill strumming of
the violin, which probably conveys a feeling of fascina-
tion (b. 5-9). This element, together with the following
thematic material, will be the most active in the develop-
ment of the work. The constant variation of these the-
matic elements gives the grounds to consider the features
of variation form. The third element is the short imitative
statements of quasi-improvisational strum, like a flicker of
light (b.20-21). The fourth is visually associated with cos-
mic glimpses, and “intrudes” into the overall sound quite
unexpected due to the big amount of instruments (nine
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violins, three violas, and a harp) and broad melodic range
(the volume of tenth). In the expositional section, these
themes are played in turn or in counterpoint, and due to
the lavish repetitions and gradual dynamization create a
feeling of maturation and grandeur.

A certain stop of this development are the sonoris-
tic dots between the sections, which are distinguished,
apart from the rhythmic factor, by the timbral barring
of the vibraphone. These stops are perceived as an op-
portunity to listen to the formed sound space, and at
the same time they illustrate the composer’s aspiration
to use sonoristic devices.

The following section (a, ) is based on the transfor-
mation of the third thematic element (flickering). The
first few statements here are performed without a stop
and with variations of repetitions on the body of the
harmonic complex (passing harmonic turns from ninth
chord to eleventh chord), and then go back to their imi-
tative statement by drawing on second thematic element
(the emotion of the fascination from the expositional
section here develops into a feeling of admiration). In
addition, the composition of the percussion group ex-
pands, adding new barbs to the sound. The dramaturgi-
cal development is directed to the culmination of this
part. It is based on the development of the preceding
forms of the composition, except for the general me-
lodic flow - the inferior sequentially-propelled passages
and the dynamics and textural fading down take the
dynamics in a different, quieter direction. In the next,
reprise section, all of the themes resound in a short and
dynamic way.

The music of the middle section (B) has a complete-
ly different figurative sense, it is the lyrical center of the
work. Its main theme, a lengthy, epic melody of broad
breathing, takes on new dimensions with each statement.
It begins with the violins, and with its beauty and gran-
deur appeals to a powerful image of the universe that
is distant and immovable. Second time theme sounds
stretto in low and high strings, and thus covers a wider
range. This variant of the theme is more about the unity
of the earthly, human beginning with the unknown,
extraterrestrial. In considering the history of writing,
it is appropriate to draw an analogy with how ordinary
people discover the depths of the universe and discover
new celestial bodies, and the harmony of the world is
found in this integrity. Third time the theme is presented
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in various roles, beginning with wind instruments, which
have a pastoral touch, but beginning with the second sen-
tence, the theme is played by the tutti orchestra, which
gives it an anthem touch. This is a chanting greatness of
nature, the universe, and the joy of humanity. Although
the traditional notion of tonality in the work is not re-
spected, there are still some mainstay centers to which
the development of the thematic material is directed. For
example, there are several tonal centers in the melody of
the middle section: A major, F-sharp minor, C—sharp
major, and B major.

Also, in the middle section another dramatic line of
the work is formed, which is related to the lyrical sphere
of imagery. Here, the image of the universe is transmit-
ted through the prism of human feelings, and these com-
ponents interact according to the principle of comple-
mentary contrast. The paired dramaturgy of the work
is formed on the basis of the moral antithesis “human
being — universe”.

The reprise (A,) continues the tendency towards
dynamization of the movement, as this part begins with
a counterpoint of two thematic elements with a delibe-
rate introduction of the third. In the performance of the
whole orchestra, this music develops a majestic, joyous,
inspired sound and is reminiscent of the total Renais-
sance opuses (as was noted in the critical publications).
This course of action is directed to the general culmina-
tion of the creation, which sounds like an apotheosis of
joy. From the conversation with H. Havrylets, we learn
that the main force that the composer sought to convey
through her work — “a positive emotion, because it was
in this beautiful place (it could happen anywhere), a
new alien phenomenon has been revealed”'. The main
section of the form concludes with the theme of the
cosmic glimpses at the zenith of the culmination. Thus,
the dramatic logic of the work is directed to the top (the
principle of half wave), as in fact it ends with culmina-
tion. However, the sounding of the final section, the
coda, conveys the reflexion of the viewer. All thematic
elements are returned to it, which creates a thematic arc
with the beginning of the work. The difference lies in
the fact that after all the vicissitudes, the texture here,
compared to the exposition, is more saturated, and so-
noristic devices are used. Thus, the themes sound on the
background of the sustained thickened harmonic lines,
which are formed by cluster verticals. The timbral play

! Interview with Hanna Havrylets. September 02, 2021. Personal archive of O. Polietaieva.
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is also of great importance here, as every statements of
the themes of the cosmic twists and turns is performed
by another instrument, either harp or horn: this adds
an extraterrestrial mysticism to the sound, which is re-
inforced by the maracas’ whistle.

Summary. Turning to the genre of symphonic poem
gave H. Havrylets an opportunity to open the idea of the
work with a light and natural sound and to be free in
accordance with the canon of the genre. The composer
gives in to the generalized type of programme indicated
in the title of the work. This was probably done to pre-
vent the listener from indulging in indefinite narrative
interpretation and to reveal in advance the narrative idea
of the whole, to define its main moments. But at the same
time gives some freedom in interpreting the plot of the
work: because, despite the fact that the composition is
dedicated to a small comet, still cosmogonic theme is
staying here in the background. The main thing is posi-
tive emotion, joy and enthusiasm for the fact that the
opening was not made in anywhere, but at the Falera.
And this event started a number of activities (in the as-
tronomical, tourist and cultural spheres) —important not
only for Switzerland, but also for other countries, includ-
ing Ukraine.
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The artist interprets the genre of symphonic poem in
accordance with its established canons. Thus, the drama-
turgy is selected according to the principle of half wave, i.e.
growth and completion of the development at the culmina-
tion point, but in the coda, due to the return of the thematic
development to the beginning of the work, a complete com-
position is formed, which indicates an innovative, authorial
approach of the composer to the traditions of the genre. In
addition, the antithesis of “humanity — the universe” was
masterfully created through the arrangement and interplay
of two imagery. This ambivalence forms the paired drama-
turgy of the work, which is a traditional phenomenon for
symphonic poems of the postliszt period.

In accordance with the compositional canons of the
symphonic poem genre, H. Havrylets also interprets
the form in a completely consistent manner, combining
the principles of three-partitionality, concentricity, and
variations. All these means are supported by the musi-
cal language, which is represented by the combination
of sonorousness and tonal-harmonic devices, characte-
ristic of the composer’s handwriting. For a greater co-
loristic effect an expanded group of percussion instru-
ments, thirds “skyscrapers” (N. Gulanitskaya’s term),
and clustered accords are used.
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«233943 FALERA» TAHHU TABPUJIELUb: CNELU®DIKA
BTIJIEHHSA )KAHPY CUM®OHI4YHOI MOEMU

Anoranist. O6’€KTOM AOCAIAXKEHHS 06paHO CUMOHIYHY [TOeMy AAsSL KAMEPHOTO opkecTpy «233943 Falera»
l'annu laBpuaernp.

Mema cmammi — 3a1109aTKYBaTH AOCAIAXKeHHSI cuMpoHIYHOro Aopobky I. [aBpuaery, 30kpeMa pO3KpUTH
crenuQiky MpOYUTAHHSA XKAHPY CUMPOHIYHOI IOEMH Y TBOPYOCTi KOMIIO3UTOPKH.

Memodu docaidnenns. OcMuCAeHHS pellentiii 0COOANBOCTel pob0TH 3 kaHpoM cumoniuHoi moemu I aBpuaers
noTpedye MDKAUCIIUIIAIHAPHOTO MIAXOAY, IO MICTUTD SIK 3aTaAbHOHAYKOBI, TaK i CIieljiaAi30BaHi METOAY ITi3HAHHS,
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HeobXiAHI AAS PO3KPUTTS TeMH AOCAIAXKEHHS: iCTOPUKO-TUIIOAOTTYHMH, PYHKIIOHAABHHM, CTUABOBHI, I1iAiICHOTO
aHaAi3y.

Pesysvmamu docaidncenns. IIpoanaaisoBaHo cuMQoOHIUHY IoeMy AAsL KAMepHOTO opkecTpy «233943 Falera»
I’ IaBpuaenp. Y TBOpi Ha BCiX PiBHAX BTIA€HO KAHOH XaHPY CUM(OHIYHOI TOEMH, a CaMe: 3MiCTOBOMY, KOMITO3ULIITHOMY,
ApaMarypriyaomy. MysudyHa MOBa TBOPY IIPEACTaBA€HA XapaKTEPHUM AAS KOMIIO3UTOPCHKOI'O MMOYEPKY MOEAHAHHAM
COHOPHUCTHKH i TOHAABHO-TAPMOHIYHUX 32CO0IB.

Hayko6a no6u31a po60TH IIOASITAE B TOMY, 1[0 B Hill yIIepIle BBEACHO AO HAYKOBOTO 00iry TBip AAS KAMEPHOTO
opxrectpy «233943 Falera>, Ha 0CHOBI AOKAQAHOT'O aHAAI3y BU3HAYEHO FIOT0 OCHOBHI CTHABOBI I JKQHPOBI 0COOAUBOCTI
SIK cuMQOHIYHOI IToeMH.

Ilpaxmuune 3nauenns. Marepiaa po60oTu MOxxe 6yTH BUKOPHCTAHHUI AAS TIOAAABIIOrO HAYKOBOT'O OCMHCAEHHS
tBOopyocTi I IaBpuaelip, a Takox y IIpoljeci BUBYEHH iCTOPil yKPaiHChKOI My3HKH 3aTaAOM i B KOHTEKCTI AOCAIAYKEHHS
KYABTYPHHX 3B s13KiB MK YKpaiHOIO Ta iHmUMH KpaiHamu, 3okpema I1IBefinapiero.

KarouoBi caoBa: tBopuicTs [anuu [aBpuaerip; ykpaiHO-IIBeAIIAPChKi KYABTYPHI 3B SI3KH; CUMQOHIYHA [TOEMa;
«233943 Falera» AAs1 KaMepHOTO OPKeCTpY.

Inpopmanis mpo aBTopa

IToaeraeBa Osena BoaopumupiBHa, acnipanTka KapeApH icTopil yKpaiHChKOI My3HKH Ta My3H4IHOI OABKAOPUCTUKU
Hanionaapnoi Mmy3uunoi akapemii Ykpainu imeni I1. I. Haiikoscpkoro, Kuis, Ykpaina

Appeca opranizanii: Yipaina, m. Kuis 01001, Bya. Apxitexropa Topoaerpkoro 1-3/11

E-mail: prokopovaolena@gmail.com; tea.: +38 (098) 5781849
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! TTepmckuti 20cydapcmeennolii UHCMUMYM KyAbypbl

MACTEP U YSEHULUA. XYAOXECTBEHHOE NMPOYTEHUE
N.BPAMCA, B.A.MOLUAPTA (HA NMPUMEPE BbICTYIJIEHUA
C HAUMOHAJIbHBIM CUMPOHUYECKUM OPKECTPOM POCCUMN)

AnHoTanmusa

Ileav uccaedosanus: packpoithb mytr popmuposanus Taaanta C. AoraprHa Kak aBTOpa CLieHapHOTO IAaHa Opam-
COBCKOTO KOHIIepTa Ha PUMePe YYaCTHA B My3bIKAABHOM ITPOEKTe.

Memodvt uccaedosanus: coeAuHeHHE My3bIKAABHOTO, OHOAHOTrPAPHIECKOrO METOAOB, METOAOAOTHIECKHX ITOA-
XOAOB, CAOXKHBIIINXCS B UCIIOAHHTEABCTBE OPAMCOBCKOF X MOLJAPTOBCKOM MY3BIKH.

Pesysvmamvi uccaedosanus: Ha mpuMepe BBICTYIIACHHS CO CIIMBAKOBCKMM OPKECTPOM BbISIBAECHBI TBOPYECKHE
MTOAXOABI 3pEAOTO CKPHITaYa M HAYMHAKOMIEH ITMAHUCTKY K IIEPe0CMBICACHUIO MY3bIKAABHBIX HCTOYHHUKOB Ha OCHOBE
060011eHNS TOAYYEHHBIX XYAOKECTBEHHBIX BIIEYATACHHI, AKTUBHOTO BKAIOUEHHSI TBOPYECKHUX HAEH aBTOPA CTAThHL
OTO MOXXHO PaCIieHHUBATh KaK IIATH K CAMOCTOSITEABHBIM TPAKTOBKAM OPaMCOBCKUX, MOLIAPTOBCKUX YyBCTB H Ilepe-
JKUBAHHM B My3BIKAAbHBIX TEKCTaX CKPHMITAYaMU U MUAHUCTAMHU.

Hayunasa nosusna: B crarbe, Ha IpuMepe BRICTYIIACHUM Ha peCTUBAAE PACCMATPUBACTCS B KOHTEKCTE XYAOXKe-
CTBEHHBIX BIIEYaTACHUH pOPMUPOBAHMS 3CTETHIECKUX B3TASIAOB U MUPOOIYI€HH MUPOBOM 3Be3AbI CKPUIIMYHOTO
HCKYCCTBA M HAYMHAIOMUI TBOPYECKHI My Th Ha My3bpikaApHbIH OAMMIT IHAHUCTKH.

IIpaxmuueckoe npumenenue: MaTepHAAbL CTATBU MOTYT OBITb HUCIIOAB30BAHbI B AEKI[HHU II0 HCIIOAHUTEABCKOMY
HCKYCCTBY, MOT'YT OBIT TOA€3HBI ITEAATOTaM, AASI AFOOUTeAel 1 mounTaTeAeit TaaanTa C. AorapuHa u OyAyimeit 3Be3AbI
E. I'eBoprsm.

Kazrouesbie caoBa: M. Bpamc, B.A. MornapT, B. CniuBakos, HanjmoHaAbHbIN cuM$oHmyeckuit opkectp, Ilepmckas
KpaeBasi pUAAPMOHUS, XOPOBasl My3bIKa, BOKaAbHASI My3bIKa, CUMQOHUYECKUM KOHIIEPT, CKPUIIMYHBIN KOHIIEPT, ¢pop-
TEIIMAHHbIN KOHLEPT.

Aas nuTupoBanuns: Peabko A. M. Macrep u yuenuna. XypoxecrseHHoe npodtenue M.bpamca, B.A.Monapra
(Ha mpUMepe BBICTYTIACHHS C HALIMOHAABHBIM CUMOHHIecKUM opkecTpoM Poccun) // European Journal of

Arts, 2021, Ne3. - C. 72-78. DOI: https://doi.org/10.29013/EJA-21-3-72-78

«Obpawasce Kk maxum meopeHusm,

3a0vi6aeutb 0 mpyoOHOCMAX HAULel HU3HU,

BO3HOCUUILCS HAO HUMU U NOHUMAELULD, 4O BCE NPexo-
dauye>,

— napoonwiii apmucm CCCP Baadumup Teodoposu
Cnusaxoe.

ITo mHOrOACTHEH yoKe Tpaauiuu [lepmckas kpaeBast
¢urapmonms npepcTaBasiaa Becepoccuiickuii pecrusasb
«Baapumup CnyBakoB IPUTAQIIAET... > IIPH IOAAEPXK-
ke Munucrepcrsa KyabTypbl Poccuiickoit QPepepanuu
B paMKax nporpammbl «Bcepoccuiickue ¢purapmonmye-
ckue ce30HbI» (cM.: poTo 1).

Konuyeptasiit ceson 2020/21 HOOP rpapuioHHo
3aBeplIaeT racTpoAasiMu 1o Poccuu, 06beAnHsIsE BOCeMb
KOHIIepTOB B ¢pecTuBasb «Baapumup CrimBakoB mpuraa-
uraer... » /Omck; ITepmb/.

VmeHHO mepeyrcCAeHHbIe CTAAU TIePBHIMU TOPOAQ-
MH, KOTOpBIe AUPYDKEp BHIOPAA AASL TPOBEACHHSI CBOUX
peruoHaAbHbBIX GeCcTHBaAeH, CTABIIUX IIPOAOAKEHHEM
OAHOMMEHHOTO MOCKOBCKOTO. MaacTpo Takxe oueHb
Aro6uT 651BaTh B ITepmckoM pernone: «Hamu HeopHO-
KPaTHbIe BUBUTHI YOEAUAH, YTO TOPOA TIIPOABHHYTHIF,
BAAACIOIIMH 3aMedaTeAbHON pUAAPMOHHUEH.
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®oTo1. HenameHHsblii xapgnanHep aAseHaguaTn dectmBasnein: HauMoHasnbHbI GUNapMOHNYECKNIA OpKeCTpP
(H®OP) Poccum nopa ynpasneHnem rnocna n aptucta mmupa OHECKO B. T. Cnueakoa. B3Md

Takue $rAAPMOHUM eCTb He B KAXXAOM KPaeBOM HAU
obaacTHOM 1jeHTpe! M TyAa XOAUT 6AaropapHasi, MOATO-
TOBA€HHAsI, THTEAAUTeHTHAsI ITyOAMKA, TOHKO BOCIIPH-
HHMAOIIasi HIOAHCHI UCIIOAHEHHS ... »>. B AeHb OTKpBITHS
¢ectuBass CIMBaKOB OTMETHA, YTO HEOOBIKHOBEHHO PaA,
TOMY, YTO My3bIKAABHBII MUP ITOCTEIIEHHO OTKPbIBAETCSI
nocae nmasaemun. KommeHTHpPYS cBOM 12-11 pecTHBAAD,
MaacTpo 0b6HaAEXKHA IIePMCKHX (paHATOB, CKa3aB, YTO
MOXeT OBITh BBICTYIHT COAbHO. EcAm moayumrcs, To,
MOXKeT, Ha IIOCAeAHeM KOHIlepTe HeMHOro mourpaio. He
IPOCTO y MeHsI Bce 6b1A0 mmocae KoBupa. OH 6ber 1o ca-
MBIM HY>XHBIM MecTaM. TaHIyIoIre AIOAU XKAAYIOTCSL, YTO
He MOT'YT TaHI|eBaTh, UI'PAIOIIYe — HA TO, YTO He MOTYT
urpath. ITaAbIbI yoke He TaK CAYIIAIOTCS. Y>KacHas 9Ta
60Ae3Hb, KOHEYHO. MOXXHO CKa3aTb, YTO MBI BBINIAU U3
peXXHMa IMAHAEMUH, HO He BBIIAM M3 MOABI, CAaBa 6ory.
Komneuno, ato cuabHO ypaapuao. He TOABKO 110 3A0pOBbIO,
II0 IICUXOAOTHH U BOOOIIe 10 oyieHuio Mupa. Ho tem
He MeHee, OPKeCTp pereTHpPOBaA, Kak MOT. MbI 3aHUMa-
A¥ICb TIO TPYIIIIaM, TI0 HHTepHeTY. 5] He CTOPOHHUK KOH-
IIepPTOB OHAQAMH. My3BIKAaHT He MOXXET UT'PaTh B HUKYAQ.
Ouenb pay, uTo B Poccuiickux ray6uHkax 6p1cTpee BCcero
BEPHYAACh )XU3Hb. MbI TOABKO 4TO IpHexasn u3 OMcko-
ro Kpasi, TaM HCIIBITAAU A0COAIOTHOE CYaCTbe — 3aA OBIA
IIOAHBIN-AHIIAQAT. MBI TOYYBCTBOBAAH, KAK BCE COCKYYH-
AHCB 110 06mmenmo. Oco6eHHO 9TO UyBCTBYeTCs, KOTAA
MBI TIpue3)aeM B pernoHsl. M s cuacraus, yto B Ilepm-
CKOM Kpae $peCTHBAAb IIPOXOAUT B ABEHAALIATHII pas. ITO
OOABIION OTPE30K YeAOBEUECKOF SKH3HH, TPYAQ, IOATO-

TOBKH, penterunuit. 1 obmenne ¢ mybAuKo — pe3yAbTaT
3TO¥ PabOTBI, ¥ KOTAQ OH IIPUHOCHT PAAOCTD — 4TO MOXKET
651Th Ay4nre? Huuero> — mopuepKHyA rAaBHOE AEHCTBYIO-
Iee AMIO ITPpa3AHHKa. Bce Bo3BpamiaeTcs Ha Kpyru CBOSL.

XopoBasi U BOKaAbHAsl My3bIKa, CUM(OHHUYECKHE,
CKpHUINUYHbIe U (OpTEeNUaHHbIe KOHI|EPTHL,— IAAUTPA
npoekra MascTpo U ero eAMHOMBIIIACHHHKOB BCETAQ
ocobenna, arMmocdepna u yuukasbha (Ha oTkpbiThu
NpU3HAHHbIE IeAEBPBI KAACCUYECKOM My3bIKH: CUM$O-
Hust N 5 @. ITly6epra u Pexsuem A. Kepy6Ouru. IaaBHbrit
repoii Bedepa: ABX «Macrepa XopoBOro neHus>» papuo
«Opoeit» (XyaoxkecTBeHHbIN PyKOBOAHTEAb U TAABHbII
aupmkep: A. Konroposua). Bropoit poenb dpecrupaas mo-
CBAIIIEH ABYM IIIEA€BPAM POMAHTUYECKOM MY3BIKH: KOH-
nepT AAs ckpunku ¢ opkectpom M. Bpamca u Cumdonus
Ne 4 T1. M. YaitkoBckoro. KyabMuHarmst mpoekTa: abco-
AIOTHO HOBasi IMporpaMma «Baabc Kak 3epKaAo a1moxu>,
B KOTOPOIl PO3BYYaAH CaMble U3BECTHbIE BaAbCHI (Ha-
quHast ¢ XIXB. 1 A0 Hammx AHe). YIPaBASA POCKOIIHBIM
OyKeTOM CaMbIX YAPYIOIINX MEAOAHI, HATTCAHHBIX B TPEX-
AOABHOM pasMepe KOMIIO3UTOPAMHU Pa3HbIX CTPAH H IIOKO-
Aennii—Baabcol (O. Aerapa, U. IlItpayca, 3. Baabareiipe-
s, I1. Yarixosckoro, C. ITpoxodresa, A. IllocTakoBuua,
. Cubeanyca, E. Aory, I. Cupuposa, A. Xauarypsna)
aupmwxep A. Tkauenko. B ueTBepTbIit pecTHBAABHbIN ACHD
H®OP npuraamaa HacaapuTbes Mysbikoi B. A. Monapra.
Ha sakarounTeabHOM Bedepe ¢pecTHBaAS COUMHEHNUS ABYX
renues — M. Mycoprckoro u A. berxosena. B xonnepre
TIPUHSA YYacTHe POCCHiicKuil 6apuron B. Aaarok (Bo-
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KaABHBIN IUKA «]lecHH U MASCKU cMepTH> ). B ucroaHe-
a1 HOOP npossydaso emé oAHO BCeMUPHO U3BECTHOE
counnenue: «Houb Ha Avicost rope>. Kyapmunarmeit
decTuBapHOTO Bevepa cumdonms N2 7 A. Berxosena).
B mporpamme BbICTyTIA€HUI — My3bIKaAbHbIE IIEAEBPbI
CaMBIX Pa3HbIX XAHPOB U 3MOX: OT TaHI|eBAAbHbIX MHHH-
aTIOp AO 3ayTIOKOMHOM MEeCChI, OT BEHCKOTO KAACCUIIM3MA
AO pparMeHTOB CayHATPEKOB K COBpEMEHHbIM KHHO(HAD-
MaM. B yacTtHOCTH, B auiie pecTHBaAS €CTb TeMaTH4e-
CKHe IIPOTrPaMMBbl, B TOM YHCA€ ABE€ MOHOT'padHIecKHe, Io-
cesimenHble B. Monapry u A. BerxoBewy, a Tawke OyxkerT,
TIOAHOCTDIO COCTaBACHHbIH U3 BaAbCOB.

He Bce kOHIIePTHI NPHUIIAOCH IIOCETUTDH BXXUBYIO.
Apyrue ¢pecTrBaAbHbIE MEPOIIPHUSATHS OBIAK IPOCMOTpE-
HBI Ha caiiTe IlepMckoil kpaeBoil PUAAPMOHMY, B CBSI3U
C TeM, 4TO OBIAM AOPOTHE OHAETHI M Ha BCE CAMIIKOM Ha-
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KAAAHO B MaTepHaAbHOM naaHe. Ho Bce sxe ocHOBHOE,
Ha KOTOPOM CA@AQIO aKIIeHT B CTaTbe sl CMOTPEeA, CHAS
B 3DUTEABHOM 3aA€, HACAAKAASCH ITPA3SAHUKOM HCKYC-
CTBa-KAACCUKOH B XyAOKE€CTBEHHOM HCIIOAHEHHH.

3a opuHHAAIATD PecTrBaseit «Baapumup CrimBakos
npuraamaer... » B [lepmckom kpae 6p1a0 150 Tpamc-
ASIIUI B TEPPUTOPHH, TAE Y>Ke PabOTaAM BUPTyaAbHbIE
3aapl. OxBaT ¢pectuBarsd «Baapumup CrimBakos mpea-
craBasieT... > B [lepmckoM kpae — okoao 80 Thicsy 3pu-
teneit (I. Kokoyanna). Mpl OCTAaHOBHMCS TOABKO Ha
KOHI[epTaX, Ha KOTOPBIX MOOBIBAA aBTOP CTAaTbH. MeHs
HHTEPeCOBAAH, TA€ TIPEACTABASIA COBMECTHO C €0 OpKe-
CTPOM HCIIOAHHTE@AS] MUPOBOTO YPOBHS M HaUYHHAOI e
Iy Tb B THAHUCTHIECKOE UCKYCCTBO.

MeAOMaHCKyI0 ITyOANKY )KAAAQ BCTPeda C OAMCTATEeAD-
HbIM My3bikanToM Cepreem Aorapusbm (cM.: poTo2).

®oto 3. C.JoragnH, KOTOPOro CHUTAIOT OAHUM U3 CaMbIX OOAPEHHbIX
BYHOEPKMHA0B CBOEro nokosexHus. b3P®
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«Ero a¢$exTHDIN apTUCTUZM ITOAKPEIIAEH HaAEX-
HOM BUPTYO3HOCTBIO: OH 3HAeT CeKpeT, KaK yBAedb ITy-
GAVIKY, yAEPKaTh 3pUTEAbCKOE BHUMaHHe> (LUTaTa us
KypHaAa «Mys3bIKaAbHAs XKU3Hb> ). BAnCTaTeAbHBII
CKpHUIIA4 MPHHAAAEKUT K HOBOMY TOKOAEHHUIO CKPUITHY-
HOJ1 LIKOABI ¢ MUPOBBIM nMeHeM (cM.: $oTo3).

Cepreit AorapvH NCITIOAHHA 3HAMEHUTBIM, BXOASIIIUIH
B YHCAO MACHTHYHBIX npouspeaeHnit @. MenpeabcoHa,
M. Bpyxa, A. berxoBeHa 4acTo MCIIOAHSEMbI Ha MUPO-
BBIX CII€HaX KOHIIePT AASI CKPUIIKH ¢ opKectpoM D-dur,
cou. 77: /Allegro non troppo; Adagio; Allegro giocoso, ma
non troppo vivace/ — e\AMUHCTBEHHO€ COYHHEHIE B AAHHOM
JKaHpe HeMeLKoro Komnosutopa. HeseposaTHOM KpacoTs
MY3bIKa IIPOHUKHYTa aTMOC(PEPOM CBETAOM TOPXKECTBEH-

HOCTH, B He! €CTh M1 POMAHTHUYECKUI MATEKHDIN ITOPHIB,
I
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U 9AETMYHOCTD, 3 GUHAA MHCTPYMEHTAABHOIO KOHIIEP-
Ta IOTPY3UA B CTHXHUIO BEHI€PCKOTO HapOAHOTO TaHIIA.
. Bpamc mocBATHA KOHIIEPT 3HAMEHHTOMY CKPHIIAUy
Hosedy Moaximy, KOTOPbIit B TIPOIjecce CO3AAHHUS MPO-
M3BEACHUS TOACKA3bIBAA €My IPHEMBI UIPhl HA CBOEM
UHCTpyMeHTe. B pesyAbTare TpexyacTHOe IpOM3BEACHHE
HIOAYYHAOCDH B BBICIIEH CTEIIEHH BUPTYO3HBIM, M €T0 MCIIOA-
HeHHe — CBUACTEABCTBO BRICOYAMINIErO yPOBHS MacTepPCTBa
coaucra. Caepyer oTMeTHTD, 4TO C. AOraAHH CTaA TOOEAH-
TeAeM MeXAyHapOAHOTO CKPUITMYHOTO KOHKYpPCa MMEHH
W. Noaxuma (Tepmanus, Tannosep, 2015)/cm.: potod/.

Ha «6muc>» kak He yIpaluBaAu EPMCKHe MEAOMAHBI
OH BO3AEPKAACS M He CTAA HCITOAHSTD, BUAUMO TOP OIIHA-
Cs HA CAMOAET, YA€TETb K HOBBIM CAYIIATEASIM FOTOBUTbCS
K BBICTYIIA€HHUSM B KOHIIEPTHBIX 3aAaX.

®doT0o 4. NpeactaBnsieTcs NOrnMYHbIM, 4TO B peneptyape C. [loraamHa rno npaBy 3aHMMaeT MeCcTo Npon3BeneHme,
ABNSAOLLEECS COBEPLUEHCTBOM CKPUMUYHOIo MacTepCcTBa, a TakKe eclin CpaBHMBATbL C COYMHEHUSIMUA
(Vumes B BUAOY CKPUMUYHbIE KOHLIEPTbLI) UTaNbSHCKOro ckpunaya n komnoautopa H. MarannHm. B3MNo

W B Poccun, u 3a eé mpepeaamu nmst CriMBakoB Kak
HMHTEpIIpeTaTopa acCOLMUPYETCs C 3TAAOHHBIM IIPO-
YTeHHeM IAPTUTYPp TeHHAABHOTO aBCTpPHIilA, IO IIpa-
BY 3aCAYXXHBIIN CTaTyC IPHU3HAHHOTO <«MOIIAPTHAH-
na>» u ypocroennsiii or KOHECKO 3oaoroit mepaan
B.A. Mouapra. «Kak ckpunxa CrpapuBapu yaur tebst
COBepIIeHCTBOBATh CBOIO UI'PY, Tak U MomapT coBepiieH-
CTBYeT UTPY OPKecTpa,— CUMTaeT AUPUDKeP.

HO®OP npuraamas HaCAAAUTHCS BOALIEOHOT, Yapy-
Iolei ero My3nikoil. B mporpammy xonnepra Mascrpo
BKAIOYHA: MAACHbKUHN CUM(OHUYECKHUH IIeAeBp — rap-
MOHHYHYIO U HeOOBIYalHO >XUBYIO YBEPTIOPY K OIle-
pe «Csaapba Qurapo>; TOpPKECTBEHHYIO YBEPTIOPY
Kk onepe « Muaocepaue Tura» c norpsicaroie KpacuBox,
BOCXUTHTEABHO MY3BIKOIT; 0Opaser] KAACCHIeCKOTO Op-

KecTpoBoro cruasi: cumponuio N¢ 36 C-Dur /Adagio;
Allegro spiritoso; Poco adagio; Menuetto; Finale
(Presto)/, MAEGHAIONIYIO CBEKECTbIO, COBEPIIEHCTBOM
GopMBI M MeAOAMYECKMM (OrarcTBOM, HAIMCAHHYIO
B aBCTPHICKOM rOpoAe AMHI} U IIOAYYHBIIYIO HA3BaHUE
«AnHrickas>. Taike Ipo3ByYaA 3HaMEHHUTBIN KOHIIEPT
Aast dopremnuano ¢ opkectpoMm N2 23 A-Dur /Allegro;
Adagio; Allegro assai/. OAHOBpeMeHHO bAecTsIiee H TAy-
6okoe counHeHHe, co3paHHOe 30-AeTHMM KOMITO3UTO-
POM, AaxKe B pSIAY 6€3yCAOBHBIX MOLIAPTOBCKHX LIEAEBPOB
OHO SIBASIETCSI OAHMM M3 CAMBIX BBIPA3UTEABHBIX IIPOU3-
BEACHUIT BEAUKOTO T'eHHUSL. Y>Ke TPeThe CTOAETHE OCTAETCSI
CaMBIM IIOIYASIPHBIM, 2 0COOYIO A06OBb U M3BECTHOCTD
npuHecaa ero Bropas yacth (Adagio) — BAOXHOBeHHas
¥l TPeleTHasI CULIMANAHA.
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Heunsmennas Tpaauius ¢pecTuBass — 3HAKOMCTBO ITy-
OAMKH C MOAOABIM $OpPTEHAHHBIM AapoBaHHeM. COAb-
HYIO MapTUIO B GOPTENIUAHHOM KOHIIEpTe MCIIOAHMAQ
CTHITeHAUAT MeXAYHapOAHOTO 0AarOTBOPHTEABHOTO
donpa Baapumupa Crimsakosa Esa Tesopran (L]MIII
npu MT'K umenu IT. 1. YaikoBcKoro), KOTOPYIO HepM-
CKasl MyOAMKA y>Ke CABIIIAAA BO BPeMs IIPEABIAYIETO
nepmckoro MesxayHapoaHoro ¢ecrusass Aennca Ma-
uyesa (cm.: doTo S).
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«ITy 4apYIOIIYIO, BOAIIEOHYIO My3bIKY He HyXKHO KOM-
MEHTHPOBATb, YTO-TO O Hell TOBOPUTD, €€ HY>KHO CAYIIATh,

€10 Hy>XHO HaCAQXAATbCs. [OBOpUTD 0 MOITApTOBCKOM My-
3bIKE 9TO AMIIIHEee M HeCKOAbKO He xouercs. I[Ipocro Boc-
XHIIATHCS. X HAXOAUTBCS B €r0 BOAIIEOHOM aype. My3bI-
KaAbHBIMH 3ByKaMH BCe CKa3aHO U YTO-TO ellje MOSCHATD,
PaccKasbIBaTh, yTAYOASTBCS B HCTOPHIO He Hy>kHO. IIpocTo
HAXOAHTBCSI B CBOOOPA3HOM IIPOCTPAHCTBE CO3AAHHDIM aB-
CTpHIiIleM>» — CKa3aAa My3bIKoBea, Aaypeat I Ipemum [Tepm-
cKoro Kpasi B cdpepe KyabTyphl 1 ckyccTsa E. Kaaenrok.

®oTo 5. B cBOM yxe 16 neT nnaHncTka «C CUSIbHBbIM XapakTepoM, TOHKUM HYYBCTBOM
WHCTPYMEHTA U MPEKPACHbIM OLLYLLIEHNEM MY3blKanbHOM MaTepun» B3M®

®oT0o 6. Ha «6u1c» toHas nMaHMcTKa UcnonHuna popTennaHHbie Bapuauym Ha aputo
durapo 13 onepbl «CeBUNbCKUIA UMpPONbHUK» . PoccuHu-I.MH36ypra. B3M®

MonapToBcKkoe HHCTPYMeHTAaAbHO€E IIPOU3BEAEHHE
SIBASIETCSI CAOSKHBIM II0 HCIIOAHUTEABCTBY. Boobire ero
CTUABHO B MY3bIKAABHOM IIAQHE CAOXKHO MTPaTh, OCO-
GEHHO KOTAQ AOBOAMIIIb AO COBEPIIEHCTBA UCIIOAHEHHE.
Ha aro#t My3bIke MMaHUCTHI yYaTCs COBEPIIEHCTBY XY-

AOYKECTBEHHOT'O BOIIAOLIEHMUS, OCOOEHHO 3TO KACAeTCsI
BTOPBIX YacTel ¢popTeNnuaHHbIX KOHIepTOB. M kxoHeuHo
BKAIOUEHME ABAALIATh TPEThero KOHIIepTa B pernepTyap
TaAQHTAMBO OAAQPEHHOI BO BCEX UMOCTACsX (TexHmye-
CKOM, MY3BIKAABHOI, UIPa C OPKECTPOM) MHAHHCTKHY,
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OKOHUMBIIHI 9 KAACC CITEIIHAABHOTO Y4eOHOro 3aBeae-
HIHSI TOBOPUT O €€ y>Ke MacTepCKOM IMOATOTOBKH, a TAAB-
HOE 0 ee XapU3MaTHYeCKOi Pa3BUTOCTH HyTpa (cM.: $oTO
6, 7). He Bce emme MOAY4HAOCH, & COBEpIIEHCTBOBATHCA
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MO>KHO BCIO 5KU3Hb, IOCTOSIHHO 3aHMMATbCS M K CTAHKY
TpeHupoBarbcst. Tem He MeHee EBa GyaeT B caeayiomee
AECATHAETHE BXOAUTD B KAOPTY AYYIIUX CKPUITMYHbIX HC-

ITOAHUTEAEH COBpPEMEHHOCTH.

®oTo 7. BnecTawasn TexHmka, NOMHOXEHHast Ha My3blKallbHOCTb, CBOOOAHOE B TEXHUHYECKOM MJ1IaHe BrageHne
VHCTPYMEHTOM, Urpa Ha aBTomMaTte, My3blKaJlbHOCTb I1aBHOE Ha POJIEBOM MJIaHE, BbINOJIHEHME XYA0XKECTBEHHbIX
3a7a4 Nokopuiia MHOFOYMCIEHHbIX clyLuaTenei, cCoOpaBLINXCS B NePEenosIHEHHOM 3puTenbLHOM 3ane. B3Md

3peAoCTh 1 MOAOAOCTD, CKPHIIAY, IIPOLIEAIIHI KOH-
KypCHYI0 60pb0Yy, OTOHb BOAY U MEAHbIE TPYOBI U Ha-
YHHAIOMWAs MHAHUCTKA, IOAHASI CHA IPOOYIOIast IyTh
K BepllHHe, COYeTaHIe MACTEPCTBA M TBOPYECKOTO I10-
poiBa. CIIMBAaKOB IIOKA3aA KAaKHM OHO €CTb Ha CeTOAHS
HCIIOAHUTEABCKOE HCKYCCTBO €llle YYeHHUIIbI U MaCTepa.

B ucnoanernnn HOOP npo3Bydyaro BceMHPHO 4acTo
ucnoasseMoe counHenne M. I1. Mycoprckoro — «Houb
Ha AbIcoii rope>» B opkecTpoBke H. A. Pumckoro-Kop-
cakosa (1867). B HouHO TUIIMHE U3AAAEKA TIPUOAUIKA-
€TCs U YCUAMBAETCS IIPOH3UTEABHBIN BOM — 3TO BEABMBI
CAETAIOTCsI Ha Iabant B cuM$OHINIECKON GaHTA3UH PyC-

CKOT'O KOMIIO3HUTOPA.

Cncox AnTepaTypbnl

1. Otkrytie XII Vserossijskogo festivalya «Vladimir Spivakov priglashaet. Sajt Permskoj kraevoj filarmonii.
[Elektronnyj resurs].— Rezhim dostupa: https://filarmonia.online/afisha/nforiakademicheskijbolshojhormast
erahorovogopenija.html(data obrashcheniya: 23.06.2021).

2. NFOR, solist - Sergej Dogadin, skripka (Rossiya-Avstriya). Sajt Permskoj kraevoj filarmonii. [ Elektronnyj resurs].—
Rezhim dostupa: https://filarmonia.online/afisha/sergejdogadinskripkarossija-avstrijanforpuvspivakova.html
(data obrashcheniya: 23.06.2021).
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Abstract

The aim of the research: is the experience of historical reconstruction of the pastoral in ontogenesis in connection
with its actualization in vocal and instrumental performance of the late 20" - 21* centuries.

Methods: historiographical description; systemic modelling of the genre; an interpretative and cognitive ap-
proach to understanding the specifics of the musical pastoral of the European tradition, manifested on the basis of
the modern concert and pedagogical practice of Chinese performers.

Results: a compendium of information about the semantic roles of the pastoral in the music of the Italian, French
and English traditions, necessary for a modern performer, has been systematized; when defining the ontogenesis
of the pastoral as a cultural phenomenon, it is indicated that there is no initial antagonism between the world of
the visible (nature, society) and the invisible (heaven, paradise); the presence of harmony of a person external and
internal. The conclusion is drawn: the pastoral is a lyrical and spiritual genre, ontologically connected with the heart,
the energy centre (the seat of the Spirit) of a person, who, in addition to eyes (with the function of seeing the beauty
of God and the world), has the function of hearing God and singing praise to Him.

Scientific novelty: for the first time, on the basis of the available characteristics of the pastoral, the semantic
invariant of the genre has been modelled in the chamber-instrumental and vocal music of the new European tradi-
tion. A typology of varieties of the pastoral is proposed, complementing the integral appearance of a pastoral person.
Among the “cross-cutting” principles of pastoral poetics there are polysemanticism, synthesis of arts, and parity of
the vocal and the instrumental. A stable complex of performing expressiveness (slow tempo, peculiarities of melos
and rhythmic formulas caused by dancing plastics, texture and timbre characteristics, sound writing) revealed the
vitality of the pastoral in musical culture, thus confirming its importance in the modern picture of the world. One
can distinguish between the church and secular lines of the development of the genre. However, in any case, such a
complex characterizes the musical subject of the pastoral as an analogue of a person in its historical and spiritual-
ontological dimension.

Practical significance: the conclusions of the article can be used in the pedagogical activity of vocalists, when
choosing examples of the pastoral among the concert and repertoire priorities.

Keywords: pastoral, semantic invariant of the genre, pastoral man, performing complex, sound writing.
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Introduction. Pastoral is one of the fundamental

genres of Western European culture. Researchers attri-
bute it mostly to poetry, literature and theatre, as evi-
denced by the existing definitions belonging to various
scientific discourses. For example, the authors of the
theatrical encyclopaedia offer the following definition:
“Pastoral is a genre of court theatre that arose in Italy in
the 16" century; a small opera, pantomime, ballet, writ-

Literary Encyclopaedia, the same type of indication is
given to “... aliterary genre widespread in Europe in the
16™-18™ centuries, which is characterized by an idyl-
lic depiction of rural nature, the life of shepherds and
forest deities of Greek mythology: nymphs, fauns and
others” [2]. Let us note that the musical component of
the genre is the most important for understanding the
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image of a pastoral person, who is in great demand in
the picture of the world of the modern era. The pastoral
hero in a circle of singing, dancing, merry people steps
in a special function — a personality from culture: this is
a generalized image of a poet-philosopher, an ideologue
of ordinary people in their arduous life in the bosom of
nature (natura).

In the performing culture of the late 20™-21* cen-
turies, pastoral is experiencing a time of its revival, since
it reveals the rootedness of a human in the bosom of na-
ture, and the presence of God’s image in it, hidden by
the art of avant-garde and postmodernity. Hence the
actualization of the Christian interpretation of pastoral
as an image of Paradise, a space of eternal harmony, a hu-
man’s love experience of his/her co-existence with God.
It is clear that the biblical subtext was supplanted in the
definitions given by art historians of the Soviet era (and
not only). The aim of the research is the experience of
historical reconstruction of the pastoral in ontogenesis in
connection with its actualization in vocal and instrumen-
tal performance of the late 20™ - 21 centuries.

The main content. As it is known, the pastoral genre
was formed and entrenched in various national-style and
genre contexts, in the synthesis of theatre, poetry, mu-
sic and painting. However, for a long time in Russian-
language musicology there was no generally accepted
theory of the genre as a systemic description dedicated
to the specifics of pastoral in all the diversity of its forms.
Against the background of compiled sources describing
pastoral in the context of various educational or encyclo-
paedic publications of the first half of the 20™ century
(for example, T. Livanova, 1983 [3]), Alla Korobova’s
dissertation (2001) and articles (2014) appeared which
summarized long-term observations of the history of the
genre and drew a line under the aesthetic and theoreti-
cal concepts of pastoral in musicology at the turn of the
second and third millennium, defining it as a “universal
myth created by European culture” [4, 25].

The synonyms of the pastoral genre etymon are “bu-
colic” (bucolos - from the Greek “a shepherd of bulls and
oxen”), “idyll” (eidollion — diminutive of eidos “view, im-
age, idea”), “eclogue” (a dialogue between two shepherds
who sing out their love to a beautiful nymph) — consoli-
dated the semantic “core” of the genre as pictures of a
shepherd’s life in the bosom of nature, in the circle of
love-emotional experiences of a simple, ingenuous soul,
as opposed to other types of plots of European art of
the New Age, focused on the flowering of the conflicting
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forces of a public person (homo communis). An echo
of the influence of the moods of the Pastoral Man in the
concept of the symphony is the semantic role of Largo/
Adagio — the slow part of the cycle, when a person is
shown in a state of mental repose, harmonious rest.

The musical pastoral had its own prehistory and pro-
totypes: antique bucolic poetry and medieval pastoral -
theatrical dialogues turning into singing (“Robin and
Mariam” by the trouvere Adam de la Halle, the middle
of 1280s). The literary pastoral of the Renaissance served
as the cradle of the chamber-vocal pastoral (in the mad-
rigal genre with its stylistic differences from the “village”
theme —rustica). Threads also stretch from it to the main
genre of the early Baroque — pastoral mythological opera.
R. Rolland justly wrote about this: “... not a single kind
of dramatic action is adapted to such an extent for sing-
ing as a pastoral requiring gentle harmonious melodies”
[6, 62]. At the same time, in pastorals, poetry was more
appreciated than dramaturgy; therefore, they turned out
to be related in spirit to the poetic texts of the Florentine
dramma per musica. Owing to the opera, pastoral gained
autonomy and particular specificity in showing the im-
age of a human of a noble, exalted spirit.

Discussion. This article outlines a slightly different
aspect of the study of the genre category of pastoral —
interpretative-cognitive, manifested through the study
of Chinese performers of the repertoire heritage of vocal
music of European composers. Owing to the “immer-
sion” of Chinese performers in the global “text of culture”
(from baroque to postmodernism), a unique commu-
nication emerges in the perception of art, when the hu-
man ear and eyes seem to “re-live” the history of music,
while rethinking the experience of spiritual cleansing
from ideological layers, clichés and pseudo-evaluations
of old academic science. “It is significant that in the lat-
est editions of the largest musical encyclopaedias — “Die
Musik in Geschichte und Gegenwart” and “The New
Grove Dictionary of Music and Musicians” (2001), the
scale of articles on pastoral has been increased in com-
parison with previous editions: in the first one it almost
doubled, in the second - by a third. Thus, the preserva-
tion of interest in pastoral (and even its strengthening
in comparison with the beginning of the 20" century)
is obvious” (A. Korobova [S, 203-204]). Attention is
drawn to Elena Cooper’s thought from the book “Pas-
toral: Medieval into Renaissance” (1977), as quoted by
A. Korobov: “The idea of pastoral no longer needs any
justification; recognition of its amazing symbolic wealth
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as a whole replaced its condemnation as artificial <...>
which for so long prevented its proper assessment and
which in a number of cases was based only on a small
part of the general tradition” [the same source].

Italian tradition. Pastoral drama of the 16 ™ century and
a little later the Florentine drama per musica became the
first experience of synthesizing poetry and vocal melody.
Still later, the principle of the synthesis of arts in various
theatrical performances of the 17"~ 18 centuries (es-
pecially at the French court). The genre of pastoral in
Italy was distinguished by a variety of forms and scales:
opera, ballet, opera-ballet, theatrical serenades, pastoral
(inserted) scenes within the framework of an opera-seria
and lyric tragedy. Alessandro Scarlatti — one of the mem-
bers of the Arcadian Academy, the head of the Neapolitan
school, paid considerable attention to pastoral. His operas
are replete with recourse to pastoral themes and images.
Their functions are different: most often pastoral was set
off by the contrast to the unfolding drama of feelings (this
line will be continued by Monteverdi’s “Orpheus”). Any
aria reflected the unity of the heroic and the idyllic. The
first operas “Daphne” by Peri (1594) and “Eurydice” by
Caccini (1600) were pastorals. Monteverdi’s “Orpheus”
(1607), starting from pastoral, is an experience of drama-
tizing pastoral (act 1, pictures of nature and the happiness
oflove), in connection with a tragic plot, and transforming
the idea of idyll into a drama of feelings.

After the crisis of the opera-seria, pastoral passed from
an aristocratic to a democratic chronotope. Conventional-
ity as an artistic principle of pastoral (the idealized world
of absent passions) is transformed into the realism of the
artistic content of the opera-buffa with elements of hu-
mour, showing the village life, immediacy of feelings and
love experiences of ordinary people (opera of 1754 “The
Village Wizard” by Galuppi; “The Miller’s Wife” by Paisi-
ello, 1788). In the comic opera of the second half of the
18th century, pastoral retained its semantics (plot, type of
heroes, image-emotional structure), having been enriched
with intonation elements of the national song and dance
colouring (“bagpipe complex”, musette).

In the era of opera realism (Rossini, Verdi) and
verism (Mascagni, Puccini), the pastoral genre was en-
riched even more, owing to the poetic pages of the opera
style of brilliant Italian composers, in which nature (pas-
toral) and a human reveal the depths of feelings of love
and admiration for beauty.
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The French version of pastoral. The first in the creation
of the canons of a purely “musical pastoral” of the era of
classicism were French composers who worked in the
genre of opera in imitation of the ideals of the world
outlook of pastoral painting by Antoine Watteau (1684~
1721). His imaginative world is beautiful - serene, con-
templative-hedonistic, devoid of deep psychological
revelations and passions, which later became the em-
bodiment of the era of “gallant style”. N. Bouileau clearly
formulated the aesthetic rules of his era in the treatise
“Poetics” (1669). One of the canons of French classicism
was the assertion of the pastoral image as an ideal of art
as a bucolic and idyl], reflecting the language of feelings
in music and poetry: the creative work of J. B. Lully, the
legislator of the main genre — lyrical tragedy, became a
vivid embodiment of the pastoral genre in French opera.
Although it is impossible to attribute the compositions of
this master entirely and completely to pastoral, because
the main threads of the plot of the lyrical tragedy are not
reduced to it. The exception is the heroic pastoral “Acis
and Galatea”, which musicologists (V. Bryantseva [8])
write about as an attempt by the composer in the late
period of his creative work to go beyond the influence
of the idyllic worldview.

The pastoral ideas and images entered the lyrical
tragedies of J.B. Lully as a figurative counterpoint to
scenes of a fantastic, heroic or solemnly spectacular na-
ture. Pastoral in the plots related to the heroes’ exploits,
their transformations and communication with the gods,
with various twists and turns, seems to set off the ideal
world of the common human, where love and harmony
reign, symbolizing the image of Paradise. Let us give an
example from the opera “Theseus” by J. B. Lully with a
complex plot based on an ancient myth. The opera con-
tains a contrast between the demonic and the idyllic: a
gentle dance pastoral from Act IV is opposed to a dark
chorus of shadows in Act III. The genre style of this typi-
cal example of pastoral is characteristic: a smooth me-
lodic movement in parallel consonances (thirds, sixths as
a sign of a duet-consent) performed by flutes and oboes
imitating the timbre of shepherds’ flutes; roundness of
syntactic constructions. The genre and stylistic complex
noted by T. Livanova will remain as pastoral attributes in
the music of subsequent centuries and national schools’
[3, 324]. It is interesting that, having crystallized in vo-
cal art, the genre complex of pastorality (hereinafter re-

! Itis precisely such a classical experience of stylization that we meet in P. Tchaikovsky’s opera “The Queen of Spades” used
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ferred to as the type of semantics) was quickly mastered
by instrumental music (sonata, concert). Let us call its
components:

« slow pace (Andante);

« calm movement of the Siciliana (metre 6/8;
12/8);

« smoothness, progression of the melody of a gen-
eralized plan, without individualization (a shep-
herd’s song);

« echoes of thirds in the timbre sound of wood-
winds or violins, imitating the sound of a pipe
in the fields.

A vivid confirmation of this idea is the trio-sonatas
No. 6 by the Italian A. Corelli: the themes are based on
the contrast of a soft idyll (Largo) and a dance element
(Giga). The slow movements of Corelli’s trio-sonatas
contain an imprint of the opera aria style, representing
the lyrics of an objective type in the original genre light.

Pastoral is also widely represented in the creative
work of A. Vivaldi, as evidenced by the program titles of
his opuses in the genre of the concerto: “Shepherdess”,
“The Seasons”, “Pastoral” etc. According to J. Hopes, in
the ideal world of pastoral, “it is not so much the songs
of the shepherd, the flute or the nightingale, the echoes
or the murmur of the streams in itself that are important
as their aggregate environment in which pastoralism ac-
quires original self-expression” (Hopes, 2017 [9]).

The tradition of England is represented by the creative
work of G.F. Handel — a German master who, with his
skill, showed the world an example of the creative syn-
thesis of different national schools and created a com-
mon European style. In the pastoral genre, he made a
dynamic “shift” towards the expansion of semantic func-
tions, the rejection of external programmness (sound
visualization), the dogma of the poetry of the world
outlook, indicating a subtle psychologism in showing
pictures of nature and folk life, without the conventions
of mythologization and bucolic (stylization “like a game”
to pretend to be shepherds, country boys and girls in
aristocratic art).

One can see the threads of continuity between Corelli
and Handel (let us compare Musette from Handel’s Con-
certo Grosso No. 6 and Pastoral from Corelli's Concerto
Grosso No. 6). There are innovative features of the genre
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in the creative work of the German composer: the glo-
rification of the lyrics (the 3rd part of Concerto Grosso
No. 7 and its finale “Hornpipe” - a folk origin dance).

Pastoral is typical not only for the secular composi-
tions of the German composer (Concerto Grosso No. 2
F-dur), but, above all, for his oratorios, written on bibli-
cal plots. For example, “Messiah” (1742) is a heroic dith-
yramb dedicated to the image of Christ. In the conclu-
sion of the first part (No. 13-19), which tells about the
appearance of an angel to the shepherds of Bethlehem
with the news of the birth of Jesus, the sinfonia pastopale
is sounding. Its images are exceptionally rich: the Ital-
ian melody Pifa is replaced by the recitative of the Angel
and a solemn choir of the shepherds. The culmination
is a soprano aria, full of grandeur and simplicity: there
is more of an epic narrative framed by a pastoral style:
a duet of violins in a thirds presentation of the theme,
a Siciliana rhythm, a wavy melody. The development of
the pastoral line in the general dramaturgy of the oratorio
proceeds from a specific image of a well-known event
set forth in the Gospel of Luke (2: 8-20), to a general-
izing symbol — the image of Christ as the shepherd of
mankind. The second part of the oratorio tells about the
suffering and death of the Messiah. Among the gloomy
images there appear the messengers of peace (No. 36) —a
pastoral aria with a consoling and spiritualized semantics
(the resurrection after death).

The primary consolidation of the genre in church
culture was the Christmas pastoral, which reflects “...
a tendency not so much to present the event side of the
plot, but to emotional and mental comprehension of its
meaning and significance for a person” [4, 17]. The musi-
cologist also notes the semantics of the unification of the
heavenly and the lower in the co-existence of Christmas,
characteristic of pastoral (“angels and shepherds glorify”).
Let us draw a conclusion that is important for defining
the essence of the ontogenesis of pastoral as a phenom-
enon: it initially lacks (or overcomes) the antagonism
existing in romantic aesthetics (in any variation: the
visible world (nature, society) and the invisible (heaven,
paradise); an external and internal human).

Conclusions. The conducted historical and theoreti-
cal excursion has confirmed the presence of a constant
structural-linguistic and semantic core of the genre, owing

for creating an atmosphere of antiquity and for understanding the psychology of the Countess’s image: we talk about the
interlude “Sincerity of the Shepherdess” and a number of other scenes of peasants in the spirit of “praising rural life”, praising
life with the nature (pastorale rustique) or Tomsky’s song from Act VII - a piquant performance in a gallant style, pastorale

frivolité, as observed by A. Korobova [4, 31].
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to which pastoral, despite constant modifications, has re-
tained its specificity in more than 400 years of evolution.

2. The performing perspective of the study of pasto-
ral summed up its role in the concept of a human and its
place in the integral system of genres of modern musical
culture. Pastoral is a lyrical and spiritual genre closely
related to the energy centre of a person — the heart, the
receptacle of the Spirit, in which, in addition to the eye
(with the function of seeing, seeing the beauty of God
and God’s world), there is the function of the ear — to
hear God, to sing praises to Him.

3. Although pastoral was not a product of the New
time, but is closely connected with the culture of pre-
vious eras, it was in the music of the 17" century (ba-
roque arias make up almost the majority of the con-
cert programs of the academic singer) that pastoral
developed into an independent figurative and stylistic
sphere. Its emblem embodies the bright idyll of the re-
lationship between nature as a divine will and a human.
The further evolution of pastoral in the era of classicism
(J. Haydn) and early romanticism (F. Schubert) is as-
sociated with the assertion of program in its various
manifestations, including the crystallization of pastoral
genre nature in instrumental music, starting from the
17— the first half of the 18th centuries as a stable com-
plex of musical expressiveness (“semantic core”), not
necessarily “tied” to the author’s naming of “pastoral”.
However, in any case, such a complex characterizes mu-
sic as an analogue of a historical person in his/her
spiritual, ontological dimension.

4. From the point of view of the stability of genre se-
mantics, constant in different national styles, the secular
and church types of pastoral are distinguished. The cre-
ative work of G. F. Handel is an example of the embodi-
ment of the pastoral genre in its religious quality.

The semantics of secular pastoral in the creative work
of European composers is represented by the following
varieties:

1) musical sound writing (imitation of the sounds of
nature: birdsong, the murmur of a stream, echo);

2) the embodiment of affect as a seal of the men-
tal movements of states (heartfelt joy, quiet reverence,
thanksgiving, pacification);

3) dance genre (plays by English virginal-players and
French harpsichordists): musette, rigaudon, tambou-
rine; polonaise (the 4™ part of Concerto Grosso No. 3
by Handel); the 3 d part of A. Vivaldi’s concert “The Sea-
sons” (program explanation “the nymphs are dancing to
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the sound of the shepherd’s bagpipes”). Among the leading
principles of pastoral poetics there is:

- polysemanticity, when in the genre core of the
composition, several (two or more) intonation-charac-
teristic signs of the spiritual unity of a person with nature,
the Divine beauty of the surrounding world (from objec-
tive lyrics, sensual singing to heroics, anthem quality and
dance) are “fused” and act in syncretism;

- synthesis of arts — a way of creative life and self-
expression of an artist (= performer), in which the lan-
guage of art is not one sense organ (body plastic, hearing,
vision), but their complex; as a result, the experience of a
holistic perception of the world with a dominant on harmony,
the absence of conflict in the development of a human’s
capabilities.

Another important aesthetic principle of the poet-
ics of the pastoral genre is the parity of the vocal and
instrumental principles in the formation of the semantics
of the Paradise chronotope, in which the soul of a per-
son on earth dwells. Its meaning can be interpreted as a
manifestation of the dialectic of the internal (human) and
external (God's world) through the memory of their genetic
relationship.

The timbre characteristics, metro-rhythmic and tex-
tured ones are fixed in the instrumental accompaniment
of pastoral, while purely vocal ones are distinguished by
greater generalization, roundness and breadth of phrases,
and stylistic diversity.

Finally, the tonal sphere most typical for pastoral,
both a vocal and instrumental one, is F-major and A-
major, associated both with the semantics of Paradise,
and remotely with the colouring (F - earth in spring, the
colour of fresh greenery).

Thus, performers (vocalist/instrumentalist) need to
know the basic principles of pastoral, its “semantic code”
and in their performing reading of the compositions of
this genre category, to embody the psychology of the Pas-
toral Person in the correct ethical and ontological key. Thus,
the performer (vocalist/instrumentalist) must know and
embody in his/her concert practice the basic principles of
the pastoral genre and reflect the psychology of the Pasto-
ral Man in his/her performing style of the compositions of
this genre category.

In conclusion, let us present a quote from the latest
source, in which a group of authors assesses the modern
status of the pastoral in the art of music: “Pastoral is a
characteristic image of a person in European music with
a rich semantic spectrum of meanings. Moreover, the
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pastoral in music is different than in painting. Summing  contradict the latest trends in pastoral literature and lit-

up the main meanings in a system, we get the semantic  erary criticism [11]. Comparative-cognitive analysis of

horizon of the genre in the fundamental ontological per-  pastoral is a prospect for further development of the
spective “human - nature - God” [10, 139]. In this sense,  topic.

musical pastoral and its musicological discourse does not

el el

4

X N

10.

11.
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Memoodu: icropiorpadiuHuil ONUC; CUCTEMHE MOAEAIOBAHHS XKAHPY; IHTePIIPeTaTUBHO-KOTHITUBHHUI IAXIA AO
po3yMiHHA crieniidiku My3HMYHOI TACTOPAAi €BpOIEChKOI TPAAMILil, BUSBACHUI HAa OCHOBI Cy4acHOI KOHIJepTHO-IIe-
AATOTHUYHOI MPaKTUKH KUTAaNChKMX BUKOHABIIIB.

Pesysvmamu: HapaHUIT HEOOXIAHUI Cy9aCHOMY BUKOHABIIO KOMITEHAIYM BIAOMOCTeH IIPO CEMAHTHYHI aMIIAya
IIACTOPAAL B MY3HI]i iTaAifICbKOI, ¢ PaHITy3bKOI, AaHTAIICHKOI TPAAUIIiM; TIPYU BU3HAYEHHI OHTOreHe3!U KaHpy sIK ¢peHo-
MeHa KyABTYPH BKa3aHO Ha BIACYTHICTb B HbOMY aHTaroHi3MY CBiTiB 6u0umo20 (MPUPOAQ, CYCIIABCTBO) Ta HEBUAUMOZ0
(1e6o, pail); HaABHICTb rApMOHIi ATOAMHY 308HitUHb0i Ta 8HympituHboi. [lacTOpaAb — Ije AipHKO-AyXOBHHIL 5KAHp, OHTO-
AOTIYHO IOB sI3aHUI1 i3 ceprieM —— eHepeiiinum yenmpom (BMecTuAMIIEM AyXa) AIOAMHH, y sK0i OKpiM 30py (i3 pyHK-
nieto 6aunTtH kpacy Bora it cBity), icuye gpynxuis uytu Bora it cnisati Homy xBaay.

Hayxoea nosu3na: Briepiie Ha OCHOBI HAsIBHUX XapaKT€PHCTHUK IIACTOPAAl 3MOAEAbOBAHO CEMAaHTUYHUM iIHBapiaHT
>KaHPY B KAMEPHO-IHCTPYMEHTAAbHiH | BOKAAbHIl My3HIli HOBOEBpOIecbkoi Tpaaulii. HapaHo Tumoaorio pisHOBUAIB
IIACTOPAAi, KOMITA€MEHTapHO AOIIOBHIOIOUHX IIIABHHIT 06pa3 Atoduru nacmoparvtoi. Cepep «HACKPI3ZHUX > IPHHIUITB
IACTOPAABHOI OETHKH — TOAICEeMaHTUYHOCTD, CHHTE3 MUCTEIITB, IAPUTET BOKAABHOTO Ta iHCTpyMeHTaAbHOTO. Criil-
Kuit KOMIAEKC BUKOHABCbKOI BUPA3HOCTi (MOBiAbHUIL TeMIl, 0COBAUBOCTi MEAOCY Ta pUTMO-POPMYAH, O6YMOBAEHi
TaHIJOBAABHOIO [AACTHKOI0, GaKTypPHO-TeMOPOBi XapaKTepUCTHKH, 3ByKOIIUC) BUSBUB XHTTECTIKICTh IIACTOPaAi
B MY3UYHIH KyAbTYPi, IATBEPAUB 1i 3HAUYIIiCTh y CYy4aCHIiH KapTHHI CBiTy. MO)XHa pO3pi3HATHU LIepKOBHY i CBITCbKY
AiHil po3BuTKY xaHpY. OAHAK B AF0OOMY BUITAAKY TaKHil KOMIIAEKC XapaKTepH3ye My3HIHOTO Cy0’eKTa macTopaai
SIK QaHAAOTA AIOAVHH iCTOPUYHOI B Ti dyX08HO-0HMOA0UHHOMY BUMIPI MA HAYIOHAAbHIT XapaKmepHoCmi.

IIpakmuuna suauywicme: BUCHOBKY CTaTTi MOXXYTb Oy TH BUKOPHCTAHI y II€AAQTOTIYHII ALIABHOCTI BOKAAICTIB,
pu BUOOPI 3pasKiB IACTOPAAL y IIONIYKy KOHIIEPTHO-peNepTyapHUX IPIOPHUTETIB.

Karo4oBi cAoBa: macropasb, CEMAHTUYHUI iHBApiaHT XKAHPY, AIOAMHA ITACTOPAAbHA, BUKOHABCHKUI KOMIIACKC,
3BYKOIIHC.
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' Odecckas mysvikarvnas akademus umenu A. B. Hesxdanosoii, Odecca, Yepauna

NMOUCKU BHYTPEHHEINO CTPOEHUA LUUKJIA: DOPTEMUAHHDIE
COHATbI ®dPAHLA LUYBEPTA 1815 TOAA

AnHoTanusa

ITeav uccaedosanus: onpeAeAnTDb KAHPOBO-CTUAEBYIO crierju¢uky Ilepsoit u Bropoit ¢poprennanHbIx coHaT
®. [Ily6epra.

Memodorozus uccaedosanus: OCHOBAHA HA IPUMEHEHHU CHCTeMHO-CTPYKTYPHOTO, HCTOPHYECKOTO U AaHAAU-
THUYECKOTO METOAOB.

Pesysvmamut uccaedosanus: TpexdacTHOe MOCTpoeHue mepBbix ¢poprenuanusix coHar P. [Ilybepra cospaer
OlIyIeHIe APAMaTyprudecKoit HedaBepineHHOCTH. Heo6bruHOe coueTaHMe YacTell B IfKA€: TepBasi YaCTh — COHATHAS
$opMa, 3aTeM aHAAHTE 1 MEHYIT, @ TAK’Ke TEMIIOBBII IIAAH COHAT, BOCIIOAHSIONIHI COCTOSIHHIE < OTCYTCTBI QUHAA>,
CBHUAETEABCTBYIOT O ITMKAMYECKHX IIOMCKAX KOMIIO3UTOPA.

Hayuua.n HOBU3HA: B IIPOAHAAN3HPOBAHHDBIX B CTAThE IIPOU3BEACHHAX HAYAAbBHOI'O IIEPHOAAQ TBOPIECTBA . I_Hy-

OepTa IIpeACTaBAEH HOBBII IOAXOA K TPAKTOBKE Pa30MKHYTOIO, OTKPBITOTO COHATHOTO IIMKAQ.

Hpaxmuueacoe npumeHeHue: AAHHOE NCCACAOBaHHE CI'[OCO6CTBY€T BBCACHHUIO B TBOP‘IeCKI/IfI penepryap Ima-

HHCTOB OPUTHHAABHBIX paHHUX popTenuanHbix coHat O. [Ilybepra. MaTepraAbl CTaThbi MOTYT OBITH HCIIOAB30BAHBI

B KyPCaX UCTOPUH 3aPy0eXKHON MYy3bIKAABHOM KYABTYPBI K ICTOPUH GOPTEIHAHHOTO HCIIOAHUTEAbCTBA.

KaroueBbie cAOBa: XKaHpP, COHATHBIH ITUKA, COHATHASI $OPMa, TPEXIaCTHOCTb.

Aast nuTupoBanus: Uxan Lsionscy. [Toncku BHyTpeHHero crpoenus yukaa: Qoprennannsie conarst panna
IIy6epra 1815 rop // European Journal of Arts, 2021, Ne3. — C. 86-90. DOI: https://doi.org/10.29013/
EJA-21-3-86-90

ITocranoBka mpo6Aemb1. Baxxayio yacTs TBOpUecKo-
ro Hacaepnst Qpanra [lybepra cocTaBasioT popTenuan-
Hble coHarsl K aToMy xaHpy KOMIIO3UTOp ObpaIaeTcst
rOpasA0 vallle CBOUX COBPeMeHHHKOB. B o6pasiiax coHat-
Horo nuxaa @. [llybepTa mposiBAsieTCs CBSI3b, KAK C KAAC-
CHYeCKHMH TPAAUIIMSAMY, TAK U IIOUCKU POMAHTHYECKUX
TeHAEHIUiL. ABTOP CTaTbH OOpalaeT BHUMAHKE HA TO,
9TO HAYAAO TBOPYECKUX ITOMCKOB KOMIIO3UTOpA B IfH-
KAMYeCKOM HaIIOAHEHUH IIPOU3BEACHHS CBA3aHO C AByMS
conaramut E-dur u C-dur, cozparnusvu B 18185 roay. Mx
aHAAM3 TOMOXET OCMBICAUTD HOBBI TOAX0A . Illybepra
K TPAaKTOBKE COHATHOTO IJUKAQ.

Ileap craTrbM: ONpPEAEAMTDH >KAHPOBO-CTHAEBYIO
cnenu¢uxy [lepsoit u Bropoit conar pas poprennano
®. [Ily6epra.

H3A0:keHHe OCHOBHOTO MaTepHaAa. Y>xe B IIepPBOM
npoussepeHnu — Conare E-dur, HamicanHoO# B $peBpase

1815 ropa, posIBASIETCST CAMOOBITHOCTD TBOPYECKO ANY-
Hoctu Qpanrra [ly6epra. TpexyactHast popma mpousse-
AEHHS PA30OMKHYTa COAEP>KATEABHO, IIAKANYECKH M TOHAAD-
Ho: repBast yacTb — Allegro ma non troppo, E-dur; Bropas
gacTp — Andante, e-moll (AOBOABHO AaA€KO OAHOMMEHHOE
TOHAABHOE COTIOCTaBACHHE) M TPETbs 4acTb — Menuetto,
Allegro vivace, H-dur (MaxxopHas AOMUHaHTa, COOTBET-
CTBYIOIIAsi AByM TOHAABHOCTSIM TIPEABIAYIIIHX 9acTeit).

C OAHOM CTOPOHBI, TPEXYaCTHOE IOCTPOEHUE OT-
pakaeT IIOMCKM PAaHHEIO POMAHTHKA U OTPa’KaeT JCTe-
THKY POMAHTU3MA, 2 C APYT'OX — AEMOHCTPUPYET HOBBIN
IIOAXOA KOMITO3UTOPA K TPAKTOBKE COHATHOTO ITHKAQ —
Pa3OMKHYTOIO, OTKPBITOTrO, KaK OBl He3aBepIIEHHOTO.
Ipesxxae Bcero, Takoe BIleYaTACHHE BO3HHUKAET HAAroAa-
PsI TOMY, 4TO IPOM3BEACHHE AHIIEHO PHHAAA, TIOCKOAD-
Ky 3aBepiuaercs MeHyaToM. OlryleHne ApaMaTypru-
YECKOM HEe3aBEepPIIEHHOCTH YCHUAMBAETCS TOHAABHOM

Y¥AH L3tOHbCYH MOUCKN BHYTPEHHEO CTPOEHWA LIUKIJIA: ©OPTEMMAHHbBIE COHATbI OPAHLIA LYBEPTA 1815 FOfIA
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Pa3OMKHYTOCTbIO. BHYTpeHHss AapOBasi HalpaBAeH-
HOCTb: MaXKOP-MHHOP-MAXOP.

IIy6epr coxpaHsieT TPAAUIIMOHHOE CTPOEHHeE Iep-
BOM YaCTH COHATBI — OHA HAIIMCAHAa B COHATHOM popMe.
Haaunure Bcero AByx 0OpasHBIX U TeMaTHIeCKUX cdep —
TAQBHO U [T0OOYHOM AP THUIT, COBMELIAIOINHX B cebe He-
CKOABKO QYHKIjMi1 (B rAQBHOI — COYETAIOTCS OCOOEHHOCTH
TAQBHOM U CBA3YIOIeH ITAPTHIL; B II0OOYHOI — T0OOYHOM
¥ 3aKAIOYHMTEABHON NAPTHIL), COCTABASIET XapaKTEPHYIO
ocobenHocts ee crpoenus. Obe popmoobpasyomue
cdepbl XapaKTepu3ylTCcs KOHTPACTHON MHOTOMHTOHA-
ITMOHHOCTDIO MY3bIKAADHOM HACHII[eHHOCTH 1 HAITHCAHbI
B opMe CBOOOAHOI ABYX UAM TPEXYaCTHOCTH C BapH-
AQHTHOM, MOAYAUPYIOIIEH, Pa30OMKHYTON AMHAMHYECKON
penpusoit (IOBTOPHOCTDIO).

Bropast gacts conarsi — Andante, e-moll Hamicana
B CAOXKHOM TPexX-IIITHYACTHOM PpopMe C SBHBIMH IIPH-
3HaKamMu poHAO. Kaxkaas u3 yacreit popMbl OTAMYAETCS
COOCTBEHHOI ApaMaTypruefi, UX CTpOeHIe OCHOBAHO Ha
IIPOCTOM ABYX AU TPEXYaCTHOM penpusHoi popme.

Tpetbst vacTs — Menyat — Allegro vivace, H-dur cos-
AQHa B TPAAUIIMOHHOM CAOXKHOM TPEXYaCTHOM PepU3HON
dopme (da capo) B ooMuHaHTOBOI TOHaABHOCTH. [T0BTO-
PbI KpaHKX YaCTeH CBSA3aHbI C TPAAUIIUSAMH KAACCHITH3MA,
a cama ¢popMma ¢ pa3pabOTKOIT B CepeArHe MEHyITa UMeeT
HEKOTOpbIe YepThl COHATHOCTH. TpHo — sempre staccato
(quasi portamento [cu. 1; 2]) — Aerkoro, BO3AYIIHOTO Xa-
pakrepa. Ero ronaasHoCTb — G-dur, VI Huskas crymnens —
OOHapy>KHMBaeT pOMAHTHYECKHE TOHAABHbIE TEHACHIIHH.

B 1ieaoM 1epBblit 06paser; COHATHOTO YKaHpPa B TBOP-
gectBe O. Illy6epTa mpeacTaBasier cO60it HAYAAO AKTUB-
HbIX IIOMCKOB KOMIIO3UTOPA B IIUKANYECKOM HATTOAHEHUHU
npoussepeHUs. COCTOSIHIE «OTCYTCTBHS PUHAAA> BOC-
TIOAHSIET TeMITOBBIH ITAQH COHATHI, IPeACTABASIONUI CO-
6011 KOHTPACTHOE YepeAOBaHUE JACTEH, YTO SBASIETCS
THIIMYHBIM AASL MHOTHX IJUKAOB: OBICTPO — MEAACHHO —
OBICTPO, CBUAECTEABCTBYIOIEE O KAACCUYECKHMX TeHACH-
IIMAX ITocTpoeHus 1ukaa. Ho Taioke MOXHO Ipeanoso-
KUTB, 4TO AAHHAsI 0COOEHHOCTb CKOpee CBUACTEAbCTBYET
0 LIMKAMYECKHX OKMCKax Kommnoauropa [4, C. 488].

Bropast conara — C-dur, cospanHas B ceHTsIOpe
1815 ropa, Takxe COCTOMT M3 TPeX 4acTel, IO CTpoe-
HUIO aHAAOTHYHA IpepmmecTByiomeii: Allegro moderato
(ma energico), Andante, Menuetto. Do npousseaeHue
IIPOAOAXKAET TEHACHIIMU HEeTPAAUITMOHHOTO MOCTpOe-
HHS ITUKAQ B TBOPYECTBE KOMIIO3UTOPA.

ITepBas yacTh COHATHI HANMCaHA B COHATHOM dopme
C pa3pabOTKOM U Perpu30¥, COXPAaHUBIIEH BeCh TeMa-
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THU3M 9KCIIO3UITMHU. JKCIIO3UIIUS COHAThI ABASKABI TIOBTO-
PeHa, KaK B KAQCCHYECKUX IIPOTOTHUIIAX COHATHBIX GOPM.
BTopas 9acTh COHaThI MMEeT AOCTaTOYHO CAOXKHOE
MHTOHAIMOHHOE U PUTMHYECKOe COAepXKaHHe. DTO —
tummaHoe Andante cpepAHMX JacTeft KAACCHYECKUX CO-
HAaT, CO3AAHHOE B TPAAUIIMOHHOM CAOXKHOM TPEX4aCTHON
dopwme, B Tonaasroctn F-dur (To ectp B TOoHAABHOCTH
Cy6AOMUHAHTBI OTHOCUTeABHO 0cHOBHOM — C-dur).
Tperpst wacTp coHarel — MenyaT Allegro vivace,
a-moll — o TemIry BhIIOAHSIET QYHKLUIO PHUHAAA LIU-
kamgeckoit popmbr. Ho o popme usroskerus (caoxnas
TpexJacTHas penpusHas ¢opma) i ToHaabHOCTH (a-moll,
TO eCTb IAPAAAEABHAS] OCHOBHOI) HE COOTBETCTBYET pH-
HAABHOCTHU. JTO — TUIIMYHBIN MEHYT: TI0 COAEPYKaHHIO,
IO ApaMaTypruy, Mo ¢pakType, KAACCUIECKUH 110 popMe
(caoxHas TpexYacTHas penpusHas popMa C IOBTOPHO-
CTBIO KaXKAO¥ M3 COCTAaBHBIX 4acTell u perpusoit da capo).
ITopo6HOe 3aBeplIeHHe IJHKAQ ACAAET ADYTUM H COOT-
HOIIEeHHe YacTel COHATHOIO IuKAa. MeHyaT 3aMbIKaer,
BepHee, Pa3MbIKaeT, COHATHbIN HEeTPAAUIIMOHHbIN IIUKA.
ITprTasich pacKphITh AMPUYECKUI CMBICA APAMATYPIUH,
[Iy6epr He HCrOAB3yeT 0OOOIIAIOIYIO AUPUKY BEHCKUX
KAACCHKOB,  HAYMHAET IPOLIeCC MHAMBHAYAAU3ALIUHM, IICH-
XOAOTHU3AIIU 0OPA30B, YTO XAPAKTEPHO AASL KOMITIO3HUTO-
POB-POMaHTHKOB. B aT0 cOHaTe, NprMeHss KAaCCIecKue
CTPYKTypHbIe cooTHomeHMs Mexxy dacTsimu, O. IlTybepr
IPOAOAYKAET TEHAEHIIMIO BOIIAOIIEHUE B My3bIKe CBOEro
reposi — «MeyTaTeAsl CO CAOXKHBIM BHYTPEHHUM MUPOM,
C 9acTOM CMEHOI1 HacTpoeHus» |3 ]. 3aech pacKpbiBaet-
Csl AMPHYECKOe COAEePIKAHHE, HO elle He COOPMUPOBAACS
TIOAHOCTBIO ITeCEeHHbIN TeMaTH3M Komrosuropa. K necen-
HocTH B coHare C-dur MOKHO OTHECTH 4acTbh TAABHOM
1 nobounoi mapruit. Cdepa TaHIIEBAABHOCTHU MPOSIBASI-
eTCs1 B TPHOABHOM KPY>KEHHH B pa3paboTKe ePBOI YacTu
U B IPMMEHEHUH )XaHPa MeHyaTa B QUHAAe COHATBL
PaccmorpeB TpexdacTHble, be3puHAABHBIE, 3aBep-
uraorrrecs: Menyaramu conarst Q. Ily6epra 18185 roaa,
MOXKHO CAEAATh BBIBOA O TOM, YTO OHHM HAaTASIAHO A€MOH-
CTPHUPYIOT CAMOOBITHOCTD TBOPYECKOTO CTUASL KOMITO3HU-
topa. B Ilepsoii u Bropoii conaTax cooTHOIeHMe YacTeit
COHATHOTO IJUKAA CTAHOBHUTCS COBEPUIEHHO MHBIM. BMme-
CTO TPAAHIJIOHHOTO KOHTPACTa OBICTPOIt, S9HEPIUIHON
IIePBOM YaCTH U MEAACHHOM AMPHYECKOM BTOPOM YaCTH,
BO3HMKAET COYeTaHHEe ABYX AMPUYECKHX YaCTeH B 3aMeA-
ACHHBIX TE€MIIaX, BHIOAHSIOMUX QYHKIIMKM HAYaAbHBIX
yacrel nUKAd. VIcrioAb3yst AAsl TpeTbel, 3aBepIIaromieit
9aCTH TPAAUIIMOHHBIMN 10 )KaHPY ¥ pOpMe MEHYIT, KOM-
IO3UTOP Pa3MbIKaeT HeTPAANLIMOHHBINA COHATHBIM ITHKA.

Y¥AH L3tOHbCYH MOUCKN BHYTPEHHEIO CTPOEHWA LIUKJIA: OOPTEMUAHHDBIE COHATbI OPAHLIA LYBEPTA 1815 FOfIA
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Kommosurop coxpaHseT XapakTepHble AAs KAac-
cuIu3Ma penpusbl (MOBTOPbI) SKCIOZULIMI COHATHOM
$OpMBI C AByMS BOABTAMH, B MEHY3Te — IIOBTOPBI Iep-
BOY U BTOPOH-TpeTbeil yacTel, a Takoke popmy da capo.
Ho, ecan B kaaccryeckoi COHaTHOM TPAAUITMH IIPUCYT-
CTBOBaA COAEP)KAaTEAbHBI KOHTPACT MEXAY TAABHOM
u mobouHo# mapTusiMy, To B TBopuectBe P. Illy6epra
9TH cepbl 3HAUUTEABHO COAMKAIOTCSA. OHHU He CTOAD-
KO KOHTPACTUPYIOT, CKOABKO B3aMHO AOIIOAHSIOT APYT
Apyra. [AaBHast mapTUs TaKkoKe CTAHOBUTCS boAee AMPH-
yeckoi (MATKOi, meceHHOM 1 HeTopomauBoii — Allegro
moderato, Moderato).

Omymaercs 0OIIHOCTD  MHTOHAIUI (AeﬁT-
MHTOHALIMOHHOCTD) U CTPEMACHHE K MOHOTEMATH3MY:
9A€MEHTbI TAABHOM IIAPTUM IOSBASIOTCS B ITOOOYHOI;
QYHKUHMIO 3aKAIOYUTEABHOMN mapTun B coHare E-dur BbI-
IIOAHSIET MY3bIKAABHBII MaTepHaA IOOOYHOI; MOXKHO OT-
METHUTb OOIHOCTb MHTOHAIJMOHHOMN Cepbl, HAYIYIO OT
TAABHOM K CBA3yromer naptuu. Bmecre ¢ TeMm, B coHarax
1815 ropa HabAIOAAETCS TEHAEHIIUSA K MHOTOTEMHOCTH,
IIPOHU3BIBAIOIAS SKCIIO3UIUIO; TAABHAS MAPTHUS YaCTO
COAEPKUT CKBO3HOE pasBuTHe (THIA a-B-C), MHOIAQ 3a-
MBIKAIOIIleecst [IePBOHAYAABHBIM MaTeprasoM. [Tobounast
MApTHS OTMeYeHA HeCTAaHAAPTHBIM CTPOEHHEM, pacilu-
peHMeM: TPeX4aCTHOCTb, POHAAABHOCTD, KOHIIEHTpHYe-
CKasl TPeX-IITHYACTHOCTD U Ap. B paspaborkax coHar ro-
CIIOACTBYeT He 60pbba KOHPAUKTHBIX Ha4aA, 2 MOTHBHOE
Pa3BUTHE OTAEABHDBIX 9AEMEHTOB TeM, C HCIIOAb30BaHHEM
npreMa BapbupoBaHus. OCHOBHbIE TEMBI B pa3paboTKe
MOTYT COXPAHHUTD CBOIO I]eABHOCTD, HHOTAA APOOSICh Ha
OTAEABHbBIE MOTHBBL Perpuspl cOHATHOI GpOPMBI OOBIMHO
MOBTOPSIIOT BCIO 9KCIO3HMIIMOHHYIO TEeMaTHYHOCTD B ee
$aKkTypHOM BapHaHTe.

XapakTepHbIM IPUEMOM AASl KOMIIO3HMIJMOHHOTO
sazpika Q. I[IybepTa SBASIOTCS IOBTOPBI TAKTOB, ABYTAK-
TOB, IIPEAAOXKEHUM: TOYHbIE, HA OKTaBY BbIIe HAM HIDKE,
CEKBEHTHbIE, CO CAO>KHbIM BEPTUKAAbHO-TIOABHYKHBIM KOH-
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TPAITyHKTOM, a TaK>Ke YacThle BAPUAHTHO-BApPHAIIMOHHbIE
noBTOphL. B pannux conarax @. Illy6epra rocmoacTsyer
roMOQOHHO-TApMOHHUYeCKas (akTypa, aKKOPAOBOCTb
1 AOCTaTOYHO PEAKO HOAMPOHMIHOCTD: UMHTALMOHHOCTD,
CAO>XHBII KOHTPAITyHKT, AySTHasl TIOAUPOHHS, KOHTPACT
TeMaTH4eCKUX AMHUHN. BHyTpUYacTHBIN TOHAABHBIA IIAQH
ITepBoit u Bropoit coHaT AOCTaTOYHO TPaAUIIMOHHBIM,
XOTS M HECTAaHAAPTHO PaclOAOXKeHHbIA. Bcrpevarorcs
TaKXKe U TOHAABHOCTH AAAEKOTO COOTHOIIEHUS.

BriBoabl. ITepsoie pannue conarst Qpanna Illybepra
AAst oprenuaHo, co3paHHbIe B 1815 roay, mpeACTaBAsIIOT
cO0OF HOBBII ITAIl B Pa3BUTHUHI AQHHOTO >KaHpa. [Tormcku
BHYTPEHHErO CTPOEHMs COHATHOTO IIMKAQ IPHUBOAAT
K MOAAMHHO CaMOOBITHBIM OTKPBITHSIM KOMIIO3HTOPA.
PaccmoTpenue crienuduky skaHpa GOpTENHUAHHON COHa-
b1 B TBOpuecTBe Ppanrfa [llybepra paeT BO3ZMOXHOCTD
OTMETHUTb OCOOEHHOCTH BHYTPEHHEIO CTPOEHHMS IJHKAA.
Kpowme Toro, Ilepsas u Bropas coHaTs! koMIo3uTopa npo-
AHAAM3HPOBAHBI HE TOABKO C TOUKH 3PEHH IUKAUYECKOM
OOIITHOCTH, HO M MX BHYTPEHHE# CAMOCTOSITEABHOCTH.

®oprenuannsie coHatsl Ppanna Illy6epra MHOTO-
IPAaHHbI, OCHOBHON KOHQAUKT B HUX — 3TO KOHPAMKT
BHyTpeHHero mnopsipka. Komnosurop He moxaspiBaeT
HEMOCPeACTBEHHO CTOAKHOBEHHE YeAOBeKa C BHEIIHUMU
IPEISITCTBUSIMU AU 60PBOY ABYX IIPOTHUBOIIOAOXKHBIX
CHA, OH PaCKPBhIBA€T CAOKHBIM AyIIEBHbIM MUP Y€AOBEKA
XIX Beka, BbIpakasl ero MpOTUBOPEYUBbIe COCTOSHHUS.
ViMeHHO Tak OH BOCHPHHMMAA HECOBEPHIEHHYIO AEH-
CTBUTEABHOCTD, HEH3BECTHOCTD OYAYIIIETO, ero HelpeA-
CKa3yeMOCTb.

IlepBas u Bropas coHaTbl — Ha4aAbHBIH 3Tall, B KOTO-
POM AHUIIb TOABKO HaMEYaeTCs OTXOA OT KAACCHIECKOM
APaMaTypruM U ABIKeHHE K POMaHTH3MY, K pOMaHTHYe-
CKOMY MBIIIACHHIO M €T0 aKTUBHOMY yTBep>KAeHHI0. kTo-
TOM pa3BUTHUA CTaHET HOBbIM, pPOMAaHTUYECKUI ITOAXOA
®. [Tly6epra K COHATE, COHATHOMY LIUKAY, OTPaKAIOIIHIT
pOMaHTHYeCcKYI0 prAOCOPUIO.
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Abstract

The purpose of the research: is to determine the genre and style specifics of the First and Second Piano Sonatas
by E. Schubert.

The methodology of the research: is based on the use of system-structural, historical and analytical methods.

The results of the research: reveal that a three-part arrangement of the first piano sonatas of F. Schubert creates a
feeling of dramatic incompleteness. An unusual combination of the parts in a cycle, that is — the first part is a sonata
form, then an andante and a minuet, as well as the tempo plan of the sonatas, which makes up for the state of “lack
of finale”) testify to the composer’s cyclical searches.

The scientific novelty: a new approach to the interpretation of an extended, open sonata cycle in the works of the
initial period of F. Schubert, which were analyzed in the article, is presented.

Practical application: this research contributes to the introduction of the original early piano sonatas by
E. Schubert into the creative repertoire of pianists. The materials of the article can be used within the courses on the
history of foreign musical culture and the history of piano performance.
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AnoTanis

Mema docridxenns: BU3HAYUTH XXaHPOBO-CTUABOBY crenudiky Ilepmoi Ta Apyroi ¢popTemiaHHHX COHAT
®. Ily6epra.

Memodorozis docAidnenns: 33CHOBAHA HA 3aCTOCYBAHHI CUCTEMHO-CTPYKTYPHOTO, iCTOPUYHOTO i aHAAITHIHOTO
METOAIB.

Pesysvmamu docaidxenns: TpudacTuHHA 06YAOBa mepunx ¢popremantux coHar O. [Ilybepra crBoproe Bip-
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ALEATORIC COMPOSITION: ALTERNATIVE PERFORMANCES
IN THE CONTEXT OF TELEOLOGY (BASED ON THE EXAMPLE
OF PIANO SONATA NO. 3, AER BY VASYL TSANKO)

Abstract

Purpose: this study aims to investigate the contrasting strategies of performing aleatoric compositions, on the
example of Piano Sonata No. 3, AER by a Ukrainian composer Vasyl Tsanko, and consider teleology.

Methods: the research employs methods of analysis of literature on teleology and aleatory, structural analysis of
AER, interpretive analysis that allows discovering alternative performances of Piano Sonata No. 3, and comparative
method, which consists in analytically presenting and comparing two strategies of the performance.

Results: in contrast to non-aleatoric scores, the complexity of understanding and performing aleatoric composi-
tions initially presupposes the author’s instructions for performers. The majority of aleatoric compositions include
such guidelines. Nevertheless, it was important to find a specific teleological strategy for performing a particular
aleatoric piece. In the teleological aspect, many interpretations can be applied. However, here only the two most
indicative and radically different alternative types of the performances of the AER were considered: the whole text
strategy and the fragment text strategy. Adopting the first strategy, the pianist closely follows the composer’s plan, while
the second strategy requires a more individualized approach towards the Sonata.

Scientific novelty: lies in the fact that attention is paid to extended piano techniques in the works by contemporary
Ukrainian composers of a new generation. The article is the first one to provide the analysis of Piano Sonata No. 3,
AER (2017) by Vasyl Tsanko.

Practical significance: this paper aims to offer an individual approach that can be practical for further learning
of aleatoric compositions.

Keywords: aleatory, teleology, performance alternatives, Ukrainian contemporary art music, Piano Sonata No.
3, AER by Vasyl Tsanko, extended techniques.

For citation : A. V. Sharina. Aleatoric composition: alternative performances in the context of teleology (based on
the example of piano sonata no. 3, Aer by Vasyl Tsanko) // European Journal of Arts, 2021, N3. - P. 91-96. DOI:
https://doi.org/10.29013/EJA-21-3-91-96

Introduction

The music of the 20" century is remarkable due
to its undeniable freedom and an infinite number of
experiments with new styles and techniques. During
the 20™ century, composers attempted to free music
from old frameworks, equalizing the roles of the per-
former and the author in determining the structure
of the piece. Thus, many different musical trends ap-
peared, including atonality, aleatory, serialism, elec-
tronic music, and extended techniques.

music from non-aleatoric works before the 20" century

In contrast to “traditional” music, the aleatoric tech-
nique initially presupposes instability of form. In a nar-
row sense, the performance of aleatoric compositions
gives the interpreter considerably more freedom and the
possibility to participate in the creation of works. It re-
quires a certain synthesis of both the composer’s strategy
and the performer’s compositional choice in its teleo-
logical finality. The main idea of the teleological aspect
in music can be formulated based on the results of the
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research conducted by Darcy [3], Fink [4], and Zatkalik
[6] among others.

Since teleology is a doctrine that explains various
phenomena through their purposes, it can be argued
that performance is the realization of the original goal,
as defined by the author. Moreover, it can be emphasized
that teleology focuses on the final sounding result of the
musical piece as well as on its step-by-step implemen-
tation. With aleatoric pieces, the performer approaches
the initial musical text from different angles. Thus, from
the teleological point of view, the development of the
form of compositions is unpredictable, and the final goal
can be achieved in various ways. This main feature of the
musical pieces created with the use of the aleatoric tech-
nique distinguishes them from the compositions written
through the use of other methods.

1.1. The specificity of aleatoric compositions: basic
ideas

The Latin term alea is most often associated with
situations in which performing a random component
includes a relatively limited number of possibilities. It is
necessary to define the types of aleatory, as it allows us
to conceive a clear and convincing analysis of the Sonata,
as well as to suggest valid alternatives performances. The
description of these types, presented below, is based on
the study of many scholars, such as Brown [2], Hooger-
werf [5], and Adorno [1] among others.

The aleatoric technique is divided into two catego-
ries. The first one is the so-called limited aleatory (devel-
oped by Witold Lutoslawski, 1913-1994), in which mu-
sic composition necessitates the use of restricted control.
The other group is the absolute (or unlimited) aleatory
(introduced by John Cage, 1912-1992), where ordinary
musical notation is often replaced by graphic symbols.

Limited aleatory indicates compositions the perfor-
mance of which remains largely unmodified with certain
sections and fragments of the work are formed differently
each time. Often, the composer does not offer any clari-
fications on the musical text but gives his/her remarks
concerning the register of the melody, its range, dynam-
ics, thythm, and the sounding time. Moreover, the musi-
cian is provided with separate sections of the work, the
order of which could be chosen during the performance.

Unlimited aleatory means that the composition is cre-
ated during the performance, the composer not being able
to predict the final result. In this aspect, many different ex-
periments are carried out, based on the use of total chance.
Typically, the score is reduced to graphic signs-hints, which
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limit the composer’s control over the composition as a
whole and can be subjectively interpreted by the performer.

Aleatory also became an essential part of the techni-
cal arsenal of Ukrainian composers of the second half of
the 20" century, such as Valentin Silvestrov (1937), Val-
entin Bibik (1940-2003), Yevhen Stankovych (1942),
Vladimir Zubitsky (1953), Karmella Tsepkolenko
(1955), Igor Shcherbakov (1955), Volodymyr Runchak
(1960), Ludmila Yurina (1962), etc.

The younger generation of the early 21* century has
also been interested in experimenting in the field of alea-
toric composition. Vasyl Tsanko (b. 1995, Ukraine) is
a disciple of contemporary art music, a composer, and,
as pianist, a performer. He is an author of symphonic,
chamber, piano, vocal, and electronic music. In 2018
Tsanko graduated from the Petro Tchaikovsky National
Music Academy of Ukraine and in 2020 — from the Uni-
versity of Aveiro. He won the First Prize at the Interna-
tional Competition of Interpretation of Contemporary
Music in Lisbon. In 2020 Tsanko defended his Master’s
thesis, titled Extended piano techniques at the initial stage
of piano lessons. While writing a research paper, he com-
posed a collection of extended piano pieces for children.

2.Theidea of AER inside the cycle of piano sonatas

The cycle of four piano sonatas incorporates diverse
compositional techniques and methods of performance.
It employs the quintessence AETHER — a set of specific
sounds that unite the cycle into a single whole. Each sonata
is built upon a small section of this set: the first one — TER-
RA - is the most normative and classical, with its iron logic
of development and traditional performance techniques.
The second — AQUA - is written for the prepared piano
and has a fluid structure (the performer has the opportu-
nity to freely change the order of pages). The next one is
AER, and the fourth sonata has not been written yet.

Tsanko's idea was to create four Sonatas in accordance
with the four elements — Earth, Water, Air, and Fire — sig-
nificant for a number of Ancient Greek philosophers, in-
cluding Plato and Aristotle. According to the author, Earth
represents sensuality, Water — intuition, Air — intelligence,
and Fire— emotion. His concept is based on an ancient de-
scription of each element as dry or wet and cold or warm.
Tsanko suggests that Earth (Piano Sonata No. 1 TERRA)
is dry and cold, and Water (No.2 AQUA) is wet and cold.
Air (No. 3, AER) and fire (probably, Piano Sonata No. 4)
are opposite to Earth and Water. He also mentions that the
two parameters can be either stable or mobile. The cold
elements are stable, while the hot elements are mobile.
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For the first group (Sonata No. 1 and No. 2), the com-
poser employs the keyboard. As for AER and (perhaps)
the fourth sonata, Tsanko instructs that they should be
performed using the strings inside the grand piano.
2.1. Structural Analysis of the Sonata No. 3
AER for piano solo was written in March 2017 and
performed by the author in Kyiv in the same year. In the
performance instructions, Tsanko notes that the Sonata
embodies different states of the air and its unpredictabil-
ity. AER is performed by playing different strings inside
the grand piano. The pianist should press the damper
pedal with a heavy object to hold it down so that he/
she is free to handle strings (otherwise, an assistant is
needed). From the beginning until the end, AER is per-
formed with continuous use of the sustain pedal, so an
accidental touching of other strings can lead to dirty and
blurred sound. Therefore, the interpreter can mute the
strings adjacent to the one that is currently producing
sound. According to the composer, performers don’t
have to imitate the sound of the wind (air moving); in
this composition, it is a symbol of freedom. The most
important thing is the concept behind AER, namely the
idea that improvisation should be spontaneous, and the
performer has to distract the listener from monotony.
Tsanko chooses extended piano techniques as the pri-
mary performance techniques in the Sonata. The pianist
is to use such methods as OFF-the-strings, and ON-the-
strings. Also, the author instructs the pianists to search for
various elements inside the ON and OFF techniques.
Tsanko notes the use of various objects involved in
the process of performing. Different letters signify par-
ticular ways of producing the sound:
o «F» —the use of the inner and outer side of a
fingernail;
o «M> —the use of metal objects, such as a coin,
a key, or a ring;
«  «G» —the use of glass objects, such as glass or
a glass lens;
o «W» —the use of wooden objects, for example,
a stick.
The combination of two materials means using both

methods simultaneously or alternately (see Example 1).

M+G

Example 1. Piano Sonata No. 3,
AER by Vasyl Tsanko, staff 4
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To allow for a better understanding of the Sonata’s
form and structure, the peculiarities of its notation, and
the performance features, one should focus on the visual
organization of the score.

The piece consists of eight separate staffs, which indi-
cate different strings, and the final measure PLUCK (the
same eight strings noted below), which has to be played
with both hands (see Example 2).

THE FINAL SECTION
™ N

2 i is iF = 1
g — 1
T F PLUCK
= |
o “- BEHIND THE BRIDGE
Example 2. Piano Sonata No. 3, AER by Vasyl Tsanko,

the final bar

The first page (four strings) is in the bass clef, and
the second one (four strings and the Pluck section) in the
treble clef. Each staffindicates a new string, a new playing
technique, and a distinct material that allows achieving
a special timbre. There are no dynamic markings in the
score, so the strength and the speed of the performance
determine the piece’s dynamics.

The first page, in the bass clef:

o the first line: string G, F (a finger), OFF the

string;
. thesecond: Dflat? F+ M (ametal object), OFF +
+ ON;

o the third: string A flat', M, ON the string;

. the fourth: E;, M + G (any glass object), ON +
+ OFF.

The second page, in the treble clef:

« the fifth line: string D, material G, technique
ON;

o thesixth: Gsharp’, G+ W (any wooden object),
ON + OFF the string;

« the seventh: C sharp®, W, technique OFF;

o the eighth: F¢, material W + F, OFF the string.

The final Pluck section, pizzicato behind the
bridge, technique F, specifically, in the treble clef: D?,
G sharp?, C sharp ¢, F® and in the bass clef: G2, D flat?,
Aflat' E',F.

It is important to note the order in which the various
materials appear on each staff. On the first string, Tsanko
suggests using only a finger (F) or sound extraction; on the
second, he adds another material, namely metal (F + M).
On the third staff, only one object (metal) remains again,
and on the fourth, a glass object is added to a metal one
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(M + G). Thus, a metal object is used on three lines, both
as an independent object and paired with another mate-
rial. A similar situation can be observed on the first staff
of the second page. Instead of using M + G, Tsanko leaves
only a glass object. On the next string, he adds a wooden
object to glass (G + M).

Further on, the situation repeats, and instead of G + W,
only Wremains. The fourth staff requires a duet of materi-
als to be formed again. Here, Tsanko adds an object that
has not yet been used on the second page - a finger (F).
In the end, in the last measure of PLUCK, eight strings
are simultaneously played with the means of F. Thus, the
logical chain of adding and eliminating material has been
closed. Starting with F and then alternating between vari-
ous objects, the performance of AER also ends with F.

According to the composer, a pianist must strictly
follow the instructions on using any objects and tech-
niques of playing. Tsanko retains control over certain as-
pects of the performance, such as the minimum duration
of one string and the Sonata’s total length, the techniques
of sound-extraction and the chosen materials, the exact
register, and the pitch of the strings. He demands that
each string be played for at least eight seconds and the
whole duration of the Sonata for approximately eight
minutes. Also, PLUCK is played in a kind of pizzicato,
used only once within the last bar of the piece and mark-
ing the end of AER.

The pianist only chooses the order of the strings, the
dynamics, the material involved, the order in which it is
applied, the amplitude of the string movement, and its
vibration level. The speed, attack, and release of strokes
may also vary. Additionally, the pianist can use all the
available playing techniques on specific strings in any
order and for any duration. Based on the main charac-
teristics of aleatory, Piano Sonata No. 3, AER by Tsanko
could be classified as a piece with limited aleatory.

As for the significance of the number eight, it can be
assumed that in the horizontal position, this figure (o0) is
an infinity symbol; thus, it appears throughout the opus.
Continuing Plato’s philosophical ideas, Tsanko chooses
eight strings, eight options of playing (four times with a
single material and four times with the combination of
two), eight minutes of total sounding time, and (at least)
eight seconds on each string.

3. Alternative performances in the contexts of the
development of AER

So, when considering aleatoric compositions, each per-
formance will be quite different. In the case of alimited type,
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the performer must comply with the indicated positions
and specific parameters of the score. At the same time, the
musician has the freedom to choose among all alternatives
provided by the author. During the performance, these as-
pects fully depend on his/her imagination. However, before
looking at the differences between the possible performance
strategies, it is necessary to find the similarities

When performing AER, the musician has at least two
options — either to meticulously implement the existing
development plan or to make fuller use of his/her free-
dom. These two illustrative examples will be considered
below to reveal their differences:

« the whole text strategy;

« the fragment text strategy.

The whole text strategy means that the performer gets
to use all of the eight strings and the last bar PLUCK.
It can be played in the original order suggested by the
composer or by the pianist’s free choice. If all the strings
are played in a row, the listener can anticipate the appear-
ance of an object made of a new material, which is used
to produce sound. Naturally, such detailed knowledge
of the score is only possible if the listener has already
listened to the Sonata carefully several times.

If the whole text strategy is chosen, the main rule is to
remember the minimum performance time for each staff
and the total time of the whole piece. Nevertheless, it is
also clear that this concept is truly based on improvisation
(along with the fragment text strategy) because many other
parameters of AER are left to the discretion of the perform-
er. Components such as the strength and the speed of using
different strings, which affect the timbre and dynamics of
the Sonata, are indeterminate. Additionally, the sounding
time of each staff cannot be the same, so the durations and
tempos of performing for every new string may vary.

Given the logical emergence of new materials, the
use of the fragment text strategy allows the performer to
behave more unexpectedly in order to not give the listen-
er a chance to predict which material or technique may
come next. For example, the pianist can play only two or
three stafts of AER and PLUCK. In this case, the timing of
each staft has to be much longer than the minimal mark,
which is eight seconds. Considering the overall duration
of the Sonata, the mandatory parameters for each staft
(certain strings, techniques, and materials), and the lack
of frequently changing staffs and performance methods,
the pianist is required to reveal the potential of his/her
imagination to the maximum. From the perspective of
keeping the listener’s attention, the fragment text strategy
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is more open since it incorporates spontaneity during the
performance than the whole text strategy.

Thus, the organization of the Sonata is based on con-
trasting positions: the structure has been laid out by the
author, whilst the pianist creates the form of AER during
the performance. One could argue that two incompatible
performing strategies are possible, so the performer can
choose between the whole text strategy and the fragment
text strategy. Despite the presence of different versions of
AER, the author’s initial idea can be found in each perfor-
mance. The existence of certain materials and instrumen-
tal techniques, as well as the final PLUCK section, dictate
the development of the form regardless of the alternative
performances. It is preserved whether the pianist is fol-
lowing the fragment text or the whole text strategy.

Therefore, AER, Sonata No. 3 for piano solo by
Tsanko is a vivid example of limited aleatory, which has
its parameters and concept suggested by the author. Nev-
ertheless, the framework of freedom involves the creative
input of the performer and his/her intellectual curios-
ity. From the teleological perspective, both the whole text
strategy and the fragment text strategy require an open
reading of the Sonata. Their difference lies only in the fact
that by choosing the second alternative (fragment text),
the musician himself/herself actively creates the form of
AER during the performance.

Conclusions

It is essential to highlight the fact that aleatory con-
cerns musical freedom, improvisation, and instability.
Thus, the so-called “chance” technique is exceptionally
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unique, generating unlimited performance possibilities.
Unpredictability is an inherent characteristic of aleatoric
music. It liberates performers from the dogma elicited by
the “classical musical” form, the structure, and dramaturgy.
In aleatoric works, far fewer rules can be found, as there
are no requirements to adhere to set musical standards.

It should be noted that the performance of a “tradi-
tional” piece - for instance, from the Classical or Romantic
era — demands following music score from the beginning
until the last bar. Musicians are free in their choice of ar-
ticulation, phrasing, fingering, duration of some rests, and
a degree of dynamic deviation. However, an open inter-
pretation of the musical text itself is not employed in this
case. Within the context of teleology, this is the feature that
distinguishes a “classical” piece from an aleatoric composi-
tion. Based on the analysis of AER, it is clear that, due to
free interpretation of certain elements in the score, musi-
cians can adopt an attitude of total freedom reproducing
the full musical text or its parts.

On the whole, while the process of selecting a particu-
lar performance approach is rather individual, the musician
should still follow the author’s instructions. It is hardly pos-
sible to suggest an overall strategy for all aleatoric compo-
sitions due to the fact that different types of aleatory can
affect their interpretation. In other words, an aleatoric mu-
sical piece should embody a unique way of its realization
and a personal teleological strategy of performance, as it is
important to keep a perfect balance between staying faithful
to the composer’s vision and using the musician’s freedom
of performance intrinsic to aleatoric composition.
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AnoTamis

Mema: AOCAIAMTH KOHTPACTHI CTpaTeril BAKOHAHHS aA€aTOPUYHUX KOMITO3UIIiN Ha IIPUKAAAL ¢popTemniaHHOI
conatu N¢ 3, AER ykpaincpkoro komnosutopa Bacuas Llanpka, a Tako) posTASHYTH X 3 TIO3HIIil TEAEOAOTII.

Memodu: y po3BiALll BUKOPHCTAHO Pi3Hi HAYKOBi METOAH, CepeA SIKHX: AaHAAI3 AiTepaTypH IPUCBSIYEHIH TEeA€OAOTIT
Ta AA€ATOPHUIIi; CTPYKTYpHMII aHaAi3 AER; iHTepIipeTallifiHHil aHAAI3, IKUI AO3BOASIE BUSIBUTH AAbTEPHATHBHI BapiaHTH
IPaKTUYHOI peaaidanii poprenianHoi coHaTH NO 3; Ta MOPiBHAADHUI METOA, AKHI1 TIOAATA€ B aHAAITHIHOMY ITOAAHHI
Ta IMMOPiBHAHHI ABOX CTpaTeTill BAKOHAHHA.

Pesysvmamu: Ha BiAMiHY Bip He-aA€aTOPUYHUX TBOPIB, CKAAAHICTb PO3YMIHHS Ta peaAisallii aAeaTOpHUYHUX
nepeabadae HasIBHICTD y MAPTUTYPi aBTOPCHKUX BKa3iBOK AASI BUKOHABIIB. 3araAOM y OiABIIOCTI 3 aA€ATOPUYHUX
KOMIIO3HIIIfl BKAIOYEHO HHM3KY HACTAHOB IIPAKTHYHOTO 3MicTy. BTiM, BaXKAMBUM 3aBAAHHSIM caMme Ljiel cTaTTi OyB
HOIIYK IOKAa30BUX TEAEOAOTIYHHX CTpaTeriil BAKOHAHHS KOHKPETHOTO TBOPY. 3TiAHO 3 TEACOAOTI€I0, BIATBOPEHHS
AA€aTOPHYHOIO OIyCy IepeAbadae 3aCTOCOBYBAaHHs 0ararbox BapiaHTIB peaaisanil. OpHAK y MeXXax Ii€l po3BiAKH
PO3TASIHYTO ABI HalOIABII IIOKA30Bi Ta IPOTUAEXHI aAbTepHATHBY BUKOHAHHSA AER, 1je: cmpamezis 4ir020 HOMH020
mekcmy i cmpamezia gpazmenmy Hommozo mekcmy. BiAloBiAHO A0 mepInoi, miaHicT Ma€ TOYHO AOTPUMYBATHCS
KOMIIO3UTOPCHKOTO 3aAyMy (IAaHy NOGYAOBH KOMIIO3HMINI), BOAHOYAC Apyra CTpaTeris BUMAarac OiAbm
iHAMBiAyaAi3oBaHMI MiAXiA AO BUKOHAHHS CoHaru N 3.

Hayxoea nosusna: noasrae y Tomy, o yBara MpHAIASETbCSA BUKAIOYHO « PO3IIMPEHUM QOpTeNniaHHMM TeXHIKaM >
y TBOpaX Cy4aCHUX yKPaiHChKMX KOMIIO3UTOPIB HOBOTO IIOKOAIHHA. BAacHe, y cTarTi Bnepure npoanasisosano CoHaty
Ne 3aas popreniano, AER (2017) Bacnas Llanbka.

IIpaxmuune 3nauenns: 3aTIpOIIOHOBAHO BAACHHUH ITIAXIA, SKHIT MOXKe Oy TH AOLIIABHHM AASI IOAAABIIOTO BUBYEHHS
IHIINX AA€aTOPUYHUX KOMITO3HUIIiM.

KAr040Bi cAOBa: areaTOpUKa, TEAEOAOTiS], aAbTePHATUBY BUKOHAHHS, YKPaiHCbKa CyYacHa My3HKa, popTeliaHHa
Comnara N¢ 3, AER Bacuas LlaHbpKa, «po3mupeHi TeXHiKU Tpu>.
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HEOFEOMETPU4YECKWUN KOHLENTYAJIN3M B UCKYCCTBE NOPTPETA

AxHoTanusa

ITeav uccaedosanus: BoIsIBACHIE 0COOEHHOCTE OAHOTO U3 HAITPABAEHHUIT B A0CTPAKTHOM UCKycCTBe 20-TO BeKa,
cruasi Neo-(Geo, 0CHOBaHHOTO Ha IPHHIUITIAX TOCTPOEHHMS KOMIIO3UIIMH, KOTOpPbIe OTUPAIOTCS Ha FeOMeTpHYecKHe
$opMBI, CBOVCTBEHHBIE COBPEMEHHOMY IIPEACTaBACHHUIO 00 ucKyccrse. Neo-Geo — 9T0 cokpalieHre OT CAOB Heore-
OMETPHYECKUH KOHIIENITYyaAU3M.

Memodut uccaedo6anusi: CpaBHUTEABHBII AaHAAN3, AHAAUTHKO-CUHTETHYECKUI METOA HA OCHOBE IIPUHIJUIIA HCTOPH3MA.

Pesysvmamvt uccaedosanus: B CTaTbe IPOBEACH aHAAM3 UCKyccTBa mopTpeToB [Tabao Aobato, ITutepa Xeamn.
BmecTo TOro, 4TO6BI IMOKHPOBATH UAM HAPYIIATD IIPEACTABACHHE O TOM, YTO TaKOe HCKYCCTBO, TBOPYECTBO B CTUAE
Neo-Geo HanpaBAeHO Ha OTPa’keHHe PeaAbHOCTH BOKPYT C IOMOIIbIO AMHHUI H FeOMeTpUYeCKHX GUryp. ITO OTAUYALT
Neo-Geo oT mpeAbIAYIIHX XYAOXKeCTBEeHHBIX TeYeHHUH.

Hayunas nosusna: npossaenue cruas Neo-(Geo B HCKYCCTBe IOPTpeTa BHOCUT HOBU3HY B BOCITPUATHE YeAOBe-
KOM OKPY>KaIoIllero Mupa.

IIpaxkmuueckoe npumenenue: pe3yAbTATbl HICCAEAOBAHMSI MOTYT OBITh TIOA€3HBI B TYMAaHUTAPHOI TOATOTOBKE
CIIEIIUAAMCTOB, OBAAACHHU MU 3HAHUSIMH B 0OAACTH TEOPUH HCKYCCTBA, AASL IIPAKTUYECKOTO IPHMEHEHHUS XYAOXK-
HHMKaMH, AU3ariHepaMu.

KaroueBbie cAoBa: abcTpakTHOE UCKYCCTBO; CTHAD Neo-Geo; HCKyCCTBO MOPTpeTa; rpaudecKuil AU3ALH; AH-
HUM, FeOMeTpHIeCKHe QUTyPhL.

Aas nutupoBanus: Ilotanenko A. M., I[Toranenko M. B. HeoreomeTrpuueckuit KOHIIENITyaAH3M B UCKYCCTBe
noprpet // European Journal of Arts, 2021, Ne3. — C. 97-101. DOI: https://doi.org/10.29013/EJA-21-3-97-
101

ITocranoBKa mpo6Aembl. B Hanre Bpemsi B rpadude-
CKOM AH3aiiHe CyIeCTBYeT 60AbIIOe pa3dHOOOpasHe CTU-
Aeit. CTHAD OTIpeAEASeTCS PACIIOAOXKEHHEM SAeMEHTOB Ha
IIAOCKOCTH U CO3AAHHMEM BU3YaABHOTO 00pa3a cpeaCTBa-
MU rpadpHIecKux HabpockoB 06bexToB. MccaepoBaHuS
B 00AACTH HCKYCCTBA HEOOXOANMBI AASI CHCTEMATH3AIINH
Pa3AMYHOrO POAQA HallpaBAeHHil. B crarbe paccMoTpensr

OCHOBHBbIe CBO¥cTBa cTHASI Neo-(Geo B IOPTpeTHOM HC-
KYCCTBe.
AHaAM3 IOCACAHHX HCCACAOBAHHMH
OcHoBonoroxHUK U TeopeTuk Neo-Geo Ilurep
XeAAU OTpaXkaeT B CBOMX IIOAOTHAX PEAABHOCTD B BHAE
abCTpaKTHBIX KOMITO3HUIUI, KOTOPbIe HECYT B cebe Io-
3UTUBHBIA HACTPOM, UTpask APKUMHU YUCTHIMH I[BeTAMH.
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Ero pabors, cospannsle B rieproa ¢ 1987 mo 2015 roa -
3TO AEBATb MOHYMEHTAAbHBIX KapTHH. HarmoanenHssle He-
OHOBBIM IJBETOM, KOTOPbIH CBETHUTCS, C IIeperAeTeHHeM
reoMeTpuYeckux ¢opM — TO, YTO OH Ha3BaA KaMepaMmy,
TIOpbMaMH (T.e. IPAMOYTOABHBIMU GAOKAMH TIOPEMHBIX
PeLIeTOK) ¥ CIIAeTeHHBIMU TPy bonpoBopamu. OCHOBHbIE
aAeMeHTHI Kommosunuil pabor ITurepa Xeaan — kpyr,
IPSMOYTOABHHK, KBAAPAT, AMHHS COBITAAAIOT C OCHOBHBI-
MU dA€MeHTaMH KOMITO3UITHI XYAOXKHHKOB-MOAEPHUCTOB
rakux Kak: Kasumup Maaesuy, I[Tut Mouppuan. Bans-
HIHe Ha YeAOBeKa OKpY>Karoljeil CpeAbl — MHOTOKBApTHP-
HbIe AOMQ, KHAbIe KOMIIAEKCHI, CyTIep MarucTpaAH Bce
9TO aCCOLMATUBHO OTOOpaskaeTcs B KapruHax ITurepa
Xeaan.

B 2002 ropy Xeaau BepHYACSI K O0Ae€ IIAOCKOMY IIPO-
CTPAHCTBY M OTKA3aACS OT HCTIOAb30BaHMSA pOPM, KOTOpPbIe
nepekpsiBaroTcs. Ero paboTsI 9TOro nepropa OTAMYAIOTCS
TEM, YTO B KOMITO3UIIUSX Pa3HBIX Pa3MePOB UCIIOAb3YIOTCS
CITAOIIHBIE IPSMOYTOAbHBIE 3aKPBIThIe GOPMBI U TIOAHO-
CTBIO MCKAIOYEHO HAAUYMEe AMHEHHBIX 9AeMEHTOB.

C 2008 ropa KOMIO3HITUH HATIOMHHAIOT CaMble paH-
HHe KapTHHBI XeAAH, KOTOpPble CHOBA CTAAH TOTO JKe pa3-
mepa. B pabore «Laws of Rock> mecTs Bercoxux ToHKHX
IPSIMOYTOABHHMKOB, KQXKABIN Pa3HOTO IIBeTa, AMHUH, CO-
CPEAOTOYEHBI B IIBETHBIX OAOKAX U PACTIOAOKEHBI PSAOM
APYT C APYTOM.

HurepecHpl cBOe!l AMHAMUYHOCTBIO, COYHOCTBIO
nBeTa moprpersl [Tabao Aobaro — rpadudeckoro pAuzari-
Hepa 1 HAAIOCTpaTopa u3 Bysnoc-Afipeca.

OH co3paeT HeBEePOATHO KPAacHBbIe PAOOTHI B CTHAE
KyOM3Ma U CyIipeMaTH3Ma, H300paskast H3BECTHDIX TOAH-
THKOB, AIOAH U3 IIOY-OH3HeCa MAU ITPOCTO SIPKHe IepCo-
Haxu. Bce ero paboTsl HATOAHEHBI HEBEPOSTHBIM COYe-
TaHHEM 1IBeTOB, KOTOpPbIe CO3AAIOT O4eHb rAPMOHUYHbIE
kapTUHBL. CaMbIM 3aMeYaTeAbHBIM AOCTIDKEHHEM paboT
ITabao Aobato siBAsieTCsl Oe3ynpedHOe CAMSIHUE COLH-
AABHOT'O ACCOIMATUBHOTO U AMYHOTO copepkanus. Ero
$opMaAM3M COGAMHSAETCS C CaMOM KU3HBIO.

Cruap Neo-Geo mpumensiercst K paboram ITabao
Aobaro, ITurepa Xeaan, Ouian Bukepron u Apyrux.
Ha ux paboTh! MOBAMSAM CTHAU OOA€e PAHHUX IIPOU3-
BeaeHMI B uckyccTBe XX BeKa, TAKUX KaK: MUHHMAAHU3M,
IOM-apT U OM-apT.

PaccmarpuBasi reoMeTpHIO Kak MeTadopy obImecTsa,
XeAAr co3paBaA bAeCTsIIHe TeOMeTpUYECKIe A0CTPAKTHbIE
KapTHHBI, KOTOPbIE, OAHAKO, UMEAH TOAOOHYI0 OCHOBY. OHH
TIOXO)KHM Ha MeYaTHbIE MAATBI, KOTOpPble XeAAN HCTIOAb3YeT
AASI TIPEACTABAEHHSI OTAEABHBIX OOBEKTOB U CeTeft COBpe-
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MEeHHOT'O TOPOACKOTO CymecTBoBaHus. Kapruns n3obpa-
KAIOT COIJAABHBIN AQHAIIAQT, U30ASIHIO M B3AUMOCBS3b.

ITeAb cTaThH — MPOBECTH UCCAGAOBAHHUS PaboOT co-
BpeMEeHHBIX XyAOXKHUKOB-IPAQHKOB, pabOTAIONINX B IIOP-
TpeTHOM cTHAe Neo-Geo, HafiTH 0COOEHHOCTU CTHAS,
THUIUYHbIE PA3AUYMS, KOTOPhIE AAIOT OCHOBAaHME CIUTATh
€ro OAHHMM U3 HAIIPaBAEHHI B AOCTPAKTHOM HCKyCCTBe
COBPeMEeHHOCTH.

H3Ar05keHHEe OCHOBHOT'O MaTepHaAa

HeoreoMeTpudHMil KOHIJENITYyaAn3M, TO ecTb Neo-
Geo — ABIKEeHHE B HCKYCCTBE ABAALIATOTO BeKa. XypoxKe-
crBeHHOe HanpaBAeHHe Neo-(Geo 3apoAMAOCH B HadaAe
1960-X ropOB KaK peaxiiys Ha 9MOLIMOHAABHOCTD HEOIK-
cripeccnonusMa, mockoabky B CIIIA u EBporne mpouso-
IIIAO BO3POXKAEHUE FeOMeTPHIECKO abCTpaKIfiu.

ITepuop Neo-Geo oxBarbiBaeT BpeMs TBOpYECTBa
MHOTHX XyAOXKHHMKOB U3 Pa3HBIX HAaIIPABAEHUH, IIO3TOMY
3TO HallpaBAeHHUE B HEKOTOPOH CTENIeHH SIBASETCS OAHO-
POAHDBIM IIO OCHOBHBIM Y€PTaM CTHAUCTHKH.

Boobuie KOMIIO3MIIMM XYAOXKHHKOB, paboraro-
IIUX B 9TOM CTHAE€, A€TKO CO3AABaTh B COBpPEMEHHbIX
IpOrpaMMax KOMIIBIOTEPHOM rpaduku. AOCTpaKIjuu
Ka)KyTCsl HAPHMCOBaHHbIMU YYTh AM He B CAMOM IIpH-
MHTHBHOM I'PapUUECKOM PEAAKTOpE U3 TeX, KOTOpbIe
YCTaHOBAEHBI B AOMAITHUX KOMIIbIOTepax. Ecau sxuBo-
nHCh XeAAM Ka>KeTCs BBIIOAHEHHOM ITPOMBIIIAEHHBIM
06pa3oM, To KOMIIbIOTepHAs rpadrKa, HA06OPOT, Kyad
6oAbLIE COOTHOCUTCS C ABIDKEHHEM PyKH (XOTs U Bo-
OPY>KeHHOM He KUCTBIO, & «MBIIIKO>» ) U BHITAIAUT KaK
OBI papr 320aBbI M HAyTaA,

ITabao Aobaro — rpaduuecKuil AU3aNHEP U HAAIO-
crparop us Byanoc-Aitpeca, AprenTuna. [Tabao popnacs
B Tpeasnto, [TaTaronms, Aprenruna, B 1970 roay. C aeTt-
CTBa OH He OYeHb YBAEKAACS CIIOPTOM, a B CBOOOAHOE
BpeMsl PHCOBAA CyIep repoeB 1 CPeAHeBEeKOBBIX PhIIja-
peit. B 1982 roay on HanmcaA CBOM epBbIi HOPTPET, HA-
aroctpanuio Cesapa Ayrica MeHOTTH, KOTOPBIH SBASIACS
TPeHepPOM HAI[OHAABHOM COOPHOM 110 $pyTOOAY.

ApreHTHHCKHI XYAOXKHUK U naAtocTparop ITabao
Ao6aTo MpeACTaBASIeT LjeAyI0 CEPUIO IOPTPETOB 3Ha-
MEHHTBIX MY3bIKAaHTOB, BbIIIOAHEHHBIX B )KaHpe KapHKa-
TypbL [IprMedaTeAbHO TO, YTO KAKUM OBl HEBEPOSITHO
a6CTpaKTHBIM HH OBIA IOPTPET — BCe IEPCOHAXKU XOPOIIO
y3HaBaeMbl. PazBuTast HAOAIOAATEABHOCTD — 9TO, ITOXKa-
Ay, caMOe BOXXHOE KaueCTBO, 6e3 KOTOPOro XyAOXKHHKY
He 0601THCh. CIIOCOOHOCTD TBOPYECKU U C HHTEPECOM
HA0AIOAATh, TOHKO BOCIIPMHHMMATD, YMEHHE 3aMeyaTb
MHTepeCHbIe MaAO ITPUMeYaTeAbHble ACTAAM, CKPBIThIE
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OT APYTHX, HO TP 9TOM CyIlleCTBEHHbIE 1 IleHHbIe — BCe
3TO IIOMOTAET CO3AATh CTHABHBIH 1 y3HABAEMBIH IIOPTpeT.

C moMoIIbI0 MUHUMYMa CPeACTB BbipakeHus [Tabao
A06aTo yAaeTcst HCKYCHO IepeAATh IMOLIUU U XapPaKTEPBL.
TaraHT HAAIOCTpATOpa ObecredrA eMy IIOMyASPHOCTD He
TOABKO B POAHOI ApreHTHHe, HO 1 IT0 BceMy MHpY. A KOTAQ
Ha Hero o6paTrAa BHIMaHHe BAAACAUI]A ATeHTCTBA UAAO-
crpanuu Auna ['yacoH, kappepa AobaTo B3aeTeAa pe3ko
BBepX. C TeX 0P ero HopTpeThl 3HAMEHUTBIX My3bIKAaHTOB,
aKTEPOB, IOAUTHUKOB U CTIOPTCMEHOB C 3aBUAHOM peryasp-
HOCTDIO MOSIBASIIOTCS. B M3AQHMAX C MHPOBBIM HMEHEM,
Bratodasi Rolling Stone, Time, Billboard, Forbes u The
New York Times.

BriBopbI

IIpoBeaeH aHAAM3 OCHOBHBIX IPHEMOB IIOCTPOEHHUS
KOMITO3HUIIUI XyAOXKHHKOB, paboTarouiux B ctiae Neo-
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Geo — mopTpeTs! CO3AAHBI U3 TeOMEeTPUYECKUX QUryp
U TP OHU3AHBI AMHUAMM 110 BCEH IMTAOCKOCTH KOMITO3UIIUH,
spKasi IIBeTOBasi TaMMa.

Ocobennocts Neo-Geo B IOPTpeTHOM HCKYCCTBE
3aKAIOYAETCS B TOM, YTO 9TOT CTHAb OOBEAHHSIET UIPHU-
BbI€ I[BeTa M CIOXKEThI BMECTe CO CTPOIMMH reoMeTpuye-
CKMMH AMHHAMH, KOTOpPbIe Pa3A€ACHbI Ha 30HbL. Takoi
KOHTPACT BbI3bIBAaeT CMEIIAHHbIe YyBCTBA U IIO3BOASET
AIOASIM MICTIBITBIBATh pasAndHble aMoruu. K Tomy ke, 310
AaeT BO3MOXKHOCTD OYeHb AETKO IPSITaTh 00pa3bl 1 MeTa-
popbl, KOTOPBIE MOXKHO U He YBUAETD C IIEPBOTO B3TASIAQ.

Ha ocHOBaHMU 3THX BHIBOAOB MOXKHO YTBEP>KAATD,
40 cTUAb Neo-(Geo B IOpTpeTHOM HCKYCCTBE MOYXKHO OT-
AGAMTD B OTAGAbHOE TeYeHHe COBPEMEHHOI'0 TBOpYeCTBa
XYAOKHUKOB-TPapHKOB.
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NEOGEOMETRIC CONCEPTUALISM IN PORTRAIT ART

Abstract

Purpose of the study: to identify the features of one of the trends in abstract art of the 20th century, the Neo-Geo
style, based on the principles of building a composition that rely on geometric shapes inherent in the modern concept
of art. Neo-Geo is short for neo-geometric conceptualism.

Research methods: comparative analysis, analytical and synthetic method based on the principle of historicism.

Research results: the article analyzes the art of portraits of Pablo Lobato, Peter Helly. Instead of shocking or dis-
rupting the idea of what art is, Neo-Geo art is aimed at reflecting the reality around them with lines and geometric
shapes. This sets Neo-Geo apart from previous art movements.

Scientific novelty: The manifestation of the Neo-Geo style in the art of portraiture brings novelty to a person’s
perception of the world around him.

Practical use: the research results can be useful in humanitarian training of specialists, mastering their knowledge
in the field of art theory, for practical application by artists, designers.

Keywords: abstract art; Neo-Geo style; portrait art; graphic design; lines, geometric shapes.
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HEONEOMETPUYHUA KOHLENTYAJ1I3M B MUCTELTBI MOPTPETA

AwnoTanis

Mema docaidxenns: BUSBACHHS 0COOAMBOCTEI OAHOTO 3 HAIIPSIMKIB B a0CTpaKTHOMY MUCTeILTBi 20-r0 CTOAITTSI,
cruato Neo-Geo, 3aCHOBaHOTO Ha IPUHIJUIIAX II00YAOBU KOMITO3HIiM SIKi CIIUPAIOTHCSI Ha FeOMeTPUYHI pOpMH, BAAC-
THUBi Cy4aCHOMY YSIBACHHIO IIpo MHCTelTBO. Neo-(Geo — Ije CKOpOYeHHS Bip CAiB HeOreOMeTPHUYHHUH KOHIIENITYaAi3M.

Memodu docaidscenns: OPIBHAABHUI AHAAI3, AHAAITUKO-CUHTETHYHUI METOA Ha OCHOBI IIPUHIIUITY iCTOPU3MY.
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Pesyrvmamu 0ocaidcenns y CTaTTi MpoBeAeHO aHaAi3 MucTenTBa noprperis ITabao Aobaro, ITirepa Xeaai.
3amicTp TOrO, 06 MOKYBAaTH 200 IIOPYILIYBATH YSBACHHS IIPO Te, IO TaKe MUCTEILITBO, TBOPUicTb B cTHAI Neo-Geo
HAIpaBAEHA Ha BIAOOPaXKEHHS peaAbHOCTI HABKOAO 32 AOIIOMOTOIO AiHii i reomeTpuynux ¢iryp. Lle Biapisuse Neo-
Geo Bip IomepeAHixX XyAOXKHIX Tedill.

Hayxosa nosusna: I1posis ctrato Neo-Geo B MUCTeNITBi HOPTpeTa BHOCUTb HOBU3HY B CIPUMHATTS AIOAUHOIO
HaBKOAMIIHbHOTO CBITY.

IIpakmuune 3acmocyeanns: Pe3yapTaTi AOCAIAXKEHHS MOXYTb OYTH KOPHCHI B IyMaHITapHii MArOTOBIH ¢a-
XiBIIiB, OBOAOAIHHI HUMHU 3HAHHSAMU B 06AacTi TeOpil MUCTENITBA, AAS IIPAKTUYHOTO 3aCTOCYBAHHS XYAOXKHHUKAM,
AM3alTHEPaMH.

KarouoBi caoBa: AGcTpakTHe MUCTeLTBO; CTHAD Neo-Geo; MHUCTeNTBO OPTpeTa; rpadidHmil AU3aiH; AiHii,
reoMeTpu4Hi Girypu.
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SPECIFICITY OF POSTMODERNISM
IN THE NATIONAL ART OF UZBEKISTAN
Abstract

The purpose of the research: This article is devoted to the analysis of postmodernism in the work of artists of
modern art of Uzbekistan during the period of Independence.

Research methods: The peculiarity of the concert art of Uzbekistan installation, environment, performance, video
art, photo art was born and revealed in the work of artists in experimental practical practice.

Research results: J. Usmonov: “the road”, “thirst”, “Spring”, “Sarob”, “cornflowers”, “Tree of Life”, “Soul” (2001,
installation” The Way of understanding the spirit”) was considered a bold step in the field of traditional visual and
plastic thinking in the direction of the tendency to strive for perception-space, and in the ideological coverage of the
project “spirit and fantasy” painting, installation, decorative, plastic dishes and art objects were used.

Scientific novelty: Intensive creative activity for the purpose of leadership, perseverance in the application of new
technologies and the first experiments of curatorship had an impact on the development of contemporary art in the
Republic. Critics believe that Akhunov is the first theorist and practitioner who tried himself in contemporary art
in all genres and forms, such as object, installation, perfume, video art, curatorial project. In 1987, for the first time
in Uzbekistan, the installation “Stairway to Heaven”was installed and carried out. In 1991, the” temple” created an
installation consisting of stones. Akhunov: installation “ Forgotten sand “(2001, installation “the way of understand-
ing the soul”).

Practical application: The trend of changing the art of Uzbekistan towards postmodern trends is due to the
huge influence of aesthetic communication between the West and the East during the XX century, when it reaches
various options and becomes a little weaker within the framework of works of art and begins to have an unusual
artistic appearance, when it begins to look for Absolutely New, adaptation of postmodernism as a phenomenon of
post-industrial science and acceptance of a new historical presence in it of experience and history related to changes
in the economy, as well as in society and culture, the technologies would have happened in due time.

Keywords: landscape, painting, “thaw”, “severe style”, easel painting, “subject-thematic painting’.

For citation: D. B. Umarova. Specificity of postmodernism in the national art of Uzbekistan // European Journal of
Arts, 2021, N23. - P. 102-105. DOI: ht‘tps://doi.org/10.29013/E_]A—21-3-102-105

Introduction the introduction of new themes, which were not realized

In painting, national postmodernism became one of
the main directions, bringing the issue of national origi-
nality to new artistic heights. The enthusiasm of interest
in values, the use of modernist factors in the interpre-
tation of themes and images have demonstrated a great
opportunity to solve the problems of the West and the
East in modern national art. It is worth noting that real
discoveries and plastic innovations were made on this
road. The new aesthetics, which were formed in different
forms of the art of Uzbekistan, previously provided for

in a whole fine art, due to the National cardboard and its
plastic borders.

Material and methods

In Uzbekistan, it is connected with the formation and
development of contemporary Art, with the rendering of
various vectors, with the opening of ways of expression
of national originality of Republican artists in modern
forms of art. The specifics of the formation of a new seg-
ment of art have been manifested in the creation of new
experimental forms of its own on the basis of European
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connoisseurism and its various branches and internal
legislation. It is noteworthy that postmodernism entered
the painting of Uzbekistan not after modernism, but af-
ter sosrealism. For this reason, it began to take shape in
the situation of unification of different styles, manifested
itself in harmony with the national heritage, and in mod-
ern culture it was manifested not only in the actions of
mastering, but also in the renewal of traditions, which
became specific ideas, symbols, semantic and stylistic
“codes”.

Discussion

For the first time the question of postmodernism in
Central Asia N. Akhmedova raised. On the territory of
Central Asia, in particular, in Uzbekistan, it is appropri-
ate to pass a monograph on the first set of issues of post-
modernism specifics. Therefore, in this chapter before
the author are the tasks of showing different vectors in
the formation and development of contemporary Art
in Uzbekistan, revealing ways of expression of national
originality of Republican artists in modern forms of art.
The researcher noted that “the peculiarity of the devel-
opment of postmodernism of Central Asia in the spirit
of modernism not after Avangard, but after sosrealism
and in different forms of “national styles” “in comparison
with the contemporary art of some countries of Europe
and the East is a bright manifestation, reflecting on itself
their influence. For this reason, it began to take shape
even in the case of a combination of different styles. This
is manifested in a new partnership with the local heritage,
manifested in the efforts not only to master and devel-
op, but also to see again the traditions that have become
unique ideas, symbols, semantic and stylistic “codes” in
modern culture” [1, P. 175].

Uzbek artists with great experience in the end of the
90-ies in the development of projects of their interest
in philosophical thoughts and experiments in the art of
concert. V. Axonov, S. Tichina, J. Usmonov, A. Nikolaev,
Yu. Yuseinov, F. Ahmadaliev, M. Foziliy,. Started in the
creativity. They are open to acceptance and deny the
boundaries of the processes of perception in the spirit
of the quest for modern philosophy, allowing the artist
to reveal himselfin terms of authorship. And then —in the
canny trend B. Ismailov, Z. Mansurov, the artists of the
group “S+1” came in and activated the consciousness of
the public with their deep thoughts about ancient and
modern legends, developed in modern art installation,
perfomance, action, objects, videoart intensively, boldly,
original.
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In the contemporary art of Uzbekistan there are
two trends in the work of artists if the artists of the first
group work in the traditional national style, these are:
J. Usmonov, F. Ahmadaliev, M. He’s good. J. Usmonov.

J. Usmonov: “road’, “thirst”, “Spring”, “Sarob>, “corn-
flowers”, “Tree of life” “soul” (2001, installation, “way of
Understanding The Spirit”) was considered a bold step
in the field of traditional fine-plastic thinking in the di-
rection of the tendency to strive for perception-space,
and in the ideological coverage of the project” spirit and
fantasy “was used painting’, installation, decorative, plas-
tic utensils and object efficiently. J. Usmonov restored
the installation in the hall, in which live, thin and lush
lawns, autumn leaves, and then coal, Gray, etc., according
to the artist, symbolize the eternity of the world, the life
of Man and nature. In the process of renewal of the art
of Uzbekistan in 2000, the first contemporary art con-
cert project in the art of Uzbekistan was shown in 2001
“the way of understanding the spirit”. In it, a new experi-
ence of thinking was passed from traditional artworks to
cartons. In bold searches in the direction of installation,
inviescence, retreating from the forms of painting, a bold
search for the expression of the philosophy of Sufis in
various symbolic forms is felt. This was the first major
project in Uzbekistan which included painting, installa-
tion, assembly, space object etc.

Installation of J. Usmonov “Valley of enlightenment”
(2003, Il modern Tashkent Biennale). A. the basis of this
theme. Navoi's work “language ut-Tair” is a work of com-
plexreligious and poetic symbols. In the project, the art-
ist retreated from the traditional forms of painting and
exhibited in a scan installation. It is felt that a serious
hand is applied to the forms of mystical and mysterious
expression of the Sufi philosophy. As you go deeper into
these ideas, ]. Usmonov realized that it is not enough just
to create an object, it is necessary to achieve the synthe-
sis of plastic form, music, light, and these mysterious
symbols reveal the most hidden bounds of vocality. The
body of the blind from the wind in a small black room,
visible in the flashing light in the Hall of the spectacle, is
depicted antiquities, in their condition is expressed ad-
miration, disappointment, each of which includes fear,
excitement, admiration. J. With the help of new forms,
Usmonov sought to show not only the strong sense abil-
ity of the blind, but also the mystery, spatial and duration
of this process. It would be difficult to give these feel-
ings on a cardboard with a handle. He gave them with
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the help of the artist’s installation, but in his studies it
was not limited to this. J. Usmonov continued the idea
of form synthesis, retreating from the usual images and
plunged into the unusual world of secrecy and mysticism.
Who remains in the dark, illuminated by the vision of
the blind, pours into the game together with the artist,
understands that all existence in the world is relative, and
the Blind is a means of recognizing him.

F. Ahmadaliev’s installation of the “heart of the
Dervish” (2005) gave an illustrative interpretation of
the idea that the universe is infinite, and man is an atom
init. In the doctrine of mysticism, a person is said to be
able to find his place in this world through his familiar
background to God and the truth. The call of the der-
vishes, which the world calls for not to be given to the
pleasures, has reached the truth. On this path, a person
becomes a symbol of purity — the angelic companion,
and the sage welcomes him with the singing of birds.
Those who follow this path will certainly share the eter-
nal prosperous life of the garden of paradise. He used
Uzi-specific materials in the creation of the work. The
image of the Dervish in the center of the composition is
mood with the help of the steppe stem. This is a symbol
of the fact that man and nature are indispensable in the
world created by Allah. A burning candle in the bosom
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of Darvesh is a symbol of his beauty, work, love, the glo-
ry of his soul and incomparable confidence. Therefore,
this candle attracts attention. This is a peculiar philo-
sophical-historical Road about the path of a particular
free spirit, which can be real, anti-dependent and tragic.
Hidden in the symbolic image of Darvesh — mysticism,
it arises in the clash of the two worlds, manifests itself
in the painting, in the photo-Art, object in a clear and
invisible way. In the process of creating the project, the
artist created a separate, distinctive space in which it is
possible to feel the Battle of the “dervish heart”

Conclusion

The tendency of the art of Uzbekistan to change
towards postmodernistic trends is caused by the enor-
mous influence of the aesthetic communication of the
West and East during the XX century, when it reaches
various options and becomes a little weaker within the
framework of the artworks and begins to have an un-
usual artistic appearance when it begins to search for
Absolute New The adaptation of postmodernism as a
phenomenon of postindustrial science and the adop-
tion of a new historical presence in it of experience and
history associated with changes in the economy as well
as in society and culture, technologies would have oc-
curred in due time.
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CNEUNO®UKA NnOCTMOAEPHU3MA B HALLUOHAJIbHOM
MCKYCCTBE Y3BEKUCTAHA

Annomavus

Ileav uccaedosanus: AaHHas CTAThs MOCBSIEHA AHAAM3Y TOCTMOAEPHU3MA B TBOPYECTBE XYAOXKHHKOB COBpe-
MEeHHOTIO UCKyCCTBa Y3bekucTana nmepropa HesasucumocTn.

Memodvt uccaedosanus: Ocob6eHHOCT KOHIIEIITYaABHOTO HCKYCCTBA Y30eKUCTaHA HHCTAAASINS, OKPY)KeHHe,
nep$OpMaHC, BUAEOAPT, OTOAPT POAUAACH M PACKPHIAACH B TBOPUECTBE XYAOXKHHUKOB B 9KCIIEPUMEHTAABHOM IIPaK-
THYECKOM MPAKTHUKE.

Pesysomamuot uccaedosanusi: \x. YCMOHOB: «AOPOIa>, «<XKaXAa>», «BecHa», «Capob>, «BacHABKU >, «ApeBO
KUBHU>, «Ayma» (2001, «uHCTaAAAIMA > [y Th HOHMMAHUS AyXa> ) CIUTAACS CMEABIM IIATOM B 06AACTH TPAAHIIHOH-
HOTO U300pa3HTEeAbHO-TIAACTHIECKOTO MBIIIAECHHSI B HATPABACHUH TEHAECHIJUH CTPEMHUTHCS K BOCIIPUSATHIO-IIPOCTPaH-
CTBY, @ B MACOAOTHYECKOM OCBEIIleHHHU IIPOEKTa» AyX U GpaHTa3UsI «ObIAQ NCIIOAB30BAHA JKUBOIIKCD, HHCTAAASIIVS,
AEKOPaTHBHas, TIAACTUKOBASI IIOCYAQ M IIPEAMETBI HCKYCCTBa.

Hayunas nosusna: VlaTeHCuBHas TBOpYECKas AESATEABHOCTD C IJeAbIO AUACPCTBA, HACTOMYUBOCTD B IIPUMEHe-
HHY HOBBIX TEXHOAOTHH U IIepBbIe SKCIIEPUMEHTBI KypaTOPCTBA OKA3aAU CBOE BAMSHHE Ha Pa3BUTHE COBPEMEHHOTO
uckyccrsa Pecrry6anku. Kputuku canTaot, 4T0 AXyHOB-IIEPBbIi TEOPETHK U IPAKTUK, KOTOPBII MOMPo6oBaA cebst
B COBpeMeHHOM HCKYCCTBe BO BCEX KaHPax U pOPMAX, TAKUX KaK 00BEKT, HHCTAAASIIVS, TTAp PIOMEPHsI, BUACOAPT, Ky-
paTopckuii mpoext. B 1987 roay Brepsble B Y36ekucraHe 0bpAa yCTAHOBAEHA M IIPOBEASHA HHCTAAASIIHS «/\eCTHHUIIA
B He60>. B 1991 ropy> xpam «C03A2A HHCTAAASIIIVIO, COCTOSINYIO U3 KaMHel. B. AXyHOB: HHCTaAASIIVST «3a0BITHII
necok (2001, «MHCTAAASIIUS > TTYTh MOHUMAHUS AYTIH> ).

IIpaxmuueckoe npumenenue: TeHAEHITNS N3MEHEHHS HCKYCCTBA Y30€KUCTaHA B CTOPOHY IIOCTMOAEPHUCTCKHX
TEHAEHIINIT 00yCAOBAEHA OTPOMHBIM BAUSIHHEM 3CTeTUYeCKOM KOMMyHHKAIH 3ammaaa u Bocroka B revenne XX Beka,
KOTAQ OH AOCTHTAeT Pa3AMYHbIX BAPHAHTOB U CTAHOBUTCSI HEMHOTO CAabee B PaMKaX IIPOM3BEACHHI HCKYCCTBA M Ha-
YHHAET MMeTDb HeOObIYHbII XyAOXKECTBEHHBII OOAHK, KOTAQ OH HAYMHAeT HCcKaTh AbcoatorHo HoBoe, apamrarius mocr-
MOAEPHH3MA KaK peHOMeHa MOCTHHAYCTPHAABHON HAyKH U IPHHATHE HOBOIO HCTOPUYECKOTO IPHCYTCTBUS B HEM
OIIBITA U HCTOPHH, CBSI3aHHBIX C HI3MEHEHHSIMHU B 9KOHOMUKE, a TAKKe B 00IIIeCTBE U KYABTYPe, TEXHOAOTHH IIPOH30IIAL
OB B CBOE BpeMsi.

KaroueBble cAOBa: Neli3aX, KAPTUHA, <OTTEIIEAb>», «CYPOBBII CTHAD>, CTAHKOBAS YKUBOIIKCH, «CIOXKETHO-Te-
MaTHYecKas KapTHHa>.
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THE KINETIC CONSTRUCTIONS IN THE CREATION OF AN
ATTRACTIVE OBJECT-SPATIAL ENVIRONMENT

Abstract.

Objective: to consider the methods of implementation of innovative kinetic constructions that form expressive
artistic effects and allow designers and architects to develop attractive space that can adapt to the demands of aesthet-
ics, environmental friendliness, functionality, and energy efficiency in a harmonious interaction with the environment.

Methods: to study the problem of the formation of attractive object-spatial environment by the application of
kinetic constructions, authors used the general theoretical methods (comparison, generalization, forecasting) and
special methods of scientific research (compositional analysis, comparative analysis).

Results: the article focuses on the application of kinetic constructions in the organization of object-spatial envi-
ronment for the creation of its visual attractiveness. The paper presents a classification of kinetic objects by materials
of constituent elements, composition, artistic direction. Methods of introduction of kinetic constructions into the
object-spatial environment are determined: 1) the application of small kinetic objects that create a compositional
accent in space; 2) the implementation of large-scale kinetic constructions in the interior space of public buildings;
3) kinetic constructions in furniture design — creation of furniture-transformers; 4) the implementation of functional
kinetic constructions into the interior — adaptation of the space to the user’s requirements; S) the equipment of the
external surfaces of buildings with kinetic constructions; 6) total introduction of kinetic systems into the space of
the urban environment.

Scientific novelty: for the first time, based on the presented methods of scientific research, the article discusses
the methods of the formation of an attractive object-spatial environment through the implementation of different
kinetic constructions.

Practical significance: the results of the article can be used in theoretical research in the field of modern trends
and prognostic concepts for the implementation of innovative technologies in the design of environment, as well as
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the study of “theatricalization” of urban space. The main conclusions can be used in teaching activities in the field

of interior design and architecture.

Keywords: kinetic constructions, kinetic objects, object-spatial environment, interior design, architecture.
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The global experience of architectural and interior
design practice shows that visually attractive environ-
ment can be created by the implementation of various
kinetic objects and constructions. They attract the atten-
tion of people due to the mobility of their constituent
parts and the possibilities of transformation. Designers
use kinetic constructions not only for the visual expres-
siveness of space, but also for creating additional func-
tionality of the interior itself and for the objects that fill
it. Kinetic systems underlie a variety of transformation
mechanisms used in furniture design and the organiza-
tion of interior space. However, in this article, we focused
on those kinetic constructions that create visual appeal
and are one of the elements of creating an expressive ar-
tistic image of the object-spatial environment.

The results of the research support the idea that kinetic
objects, used in the organization of the object-spatial envi-
ronment, classified by: 1) compositional construction (flat
objects, three-dimensional forms and deep-spatial com-
positions); 2) materials of the modules (wooden, metal-
lic, mirror, polymeric modules) and 3) artistic direction
(abstract-associative or figurative composition).

The implementation of kinetic constructions in the
sphere of object-spatial environment organization began
with artistic experimentation in the creation of kinetic
sculptures (modules) and their introduction into residen-
tial and public interiors. Alexander Calder, one of the first
artist-kinetic sculptors, created his modules in the middle
of the twentieth century. Among the well-known figures of
contemporary kinetic art working with deep-spatial com-
positions, we can distinguish R. Margolin [ 1] and]. Sauter
[2]. The works of these sculptors emotionally impact the
viewer and are attractive objects that harmoniously inte-
grate into the public object-spatial environment.

Examples of the use of kinetic objects in public in-
teriors include: “Energy center” at German Pavilion
(EXPO 2010); MKT-Fine Exhibition Engineering (Ger-
many): State Archaeological Museum (Germany); “Ki-
netic Rain” in Changi International Airport (Singapore);
the museum “Discovery” (USA) and kinetic sculpture
“Nebula” in Hilton Anatole hotel (USA) etc.

of artistic practices of the mid-twentieth century formed
the foundation for the implementation of innovative
technologies in environmental design. The indicated
combination manifested as kinetic light compositions
that combine moving structure and sources of artificial
light. Such kinetic systems are deep-spatial composi-
tions that consist of modular elements with built-in
LED lamps. The wave-like movement of kinetic light
structures is carried out by automated software control.
Among modern companies working in this field of de-
sign, we can distinguish WHITEvoid GmbH (Germa-
ny), Guangzhou Changyuan Stage Lighting Equipment
Company Ltd (China), Guangzhou X Lighting Co., Ltd
(China), EL STAGE LIGHTING CO. Ltd (China) and
Hyphen Labs (Spain).

The installation of kinetic structures requires large
ceiling height, as they consist of a system of motorized
mechanisms and suspended modules, which need space
to implement a variety of motion paths. This led to the
use of these kinetic objects in public interiors. Designers
use such constructions to organize the object-spatial en-
vironment of shopping malls, entertainment centers, in-
teriors of concert halls, exposition and exhibition spaces,
and recreation areas of office premises.

These kinetic constructions are equipped with dynam-
iclight and realize the concept of attractiveness, creating a
vivid visual effect by means of innovative technologies. Ki-
netic lighting compositions used in the interiors of concert
halls synchronized with musical accompaniment enhance
the dramatic and visual effect of the action. A striking ex-
ample is the design of the stage space at Eurovision Song
Contest 2015 (Austria), where a kinetic light sculpture
equipped with 650 modules with LED backlight was in-
stalled above the arena with spectators [3].

In addition to kinetic light compositions, which are
expressive art-objects of space, the use of moving struc-
tures is present in modern furniture design.

In furniture design, the use of kinetic structures is
directed to the creation of interactive object, the shape
of which adapts to the person. An interesting example is
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the kinetic bench “Polymorphic kinetic bench’, designed
by students at Columbia University Columbia University
GSAPP (USA). This object activates when interacting
with a person, where the change in the position of el-
ement stalls varies under the influence of user actions.
The wave-like design reacts to a person’s weight, interacts
with the person, and takes on body-friendly configura-
tion. The authors of the project tried to make the object
as economical as possible while realizing the concept of
attractiveness [4].

The combination of technical innovation and artistic
design in a single form is the basis of modular kinetic in-
teractive panels. A study of the global design practice of
creating these objects makes it possible to trace the pro-
totypical connections of modern kinetic panels with the
work of the Ukrainian avant-garde artist A. Arkhipenko.
His philosophical ideas about energy and movement led
to the formulation of the concept of a moving artwork,
the creation of a “mechanical picture” called “archipen-
ture”. The device had a box construction with a movable
frame and horizontal strips rotating with an electric mo-
tor. Metal and Plexiglas strips with applied graphic im-
ages during rotation created the illusion of moving pic-
ture [5,362-365]. The idea underlying A. Arkhipenko’s
creative experimental work is present in the design of
modular kinetic interactive panels and the creation of
kinetic facades of modern architecture.

One of the variations of the interactive kinetic pan-
el creation based on the use of moving elements are
D. Rozin’s interactive mirrors. The author creates planar
compositions consisting of modular and heterogeneous
elements, arranged in various geometric shapes. The
basis of the action of such objects is a complex con-
sisting of: 1) motorized mechanisms fixed on the back
of each segment of the composition; 2) video camer-
as; and 3) a computer support system with a control
program. The reflection of light on the elements’ sur-
face changes when the segments of the compositional
structure begin to rotate. Due to the play of shadows,
a stylized reflection of a person is formed on the mir-
ror surface. D. Rozin uses wooden, metal, polymer and
mirror blocks to create his projects [6].

An interesting example of creating kinetic interactive
panels is the Brixels system from the BREAKFAST New
York design studio. This work is a system of blocks that
consist of mirror modules on a vertical axis. The rotation
of the elements is due to the use of the “Linux Control
Computer” system and motion sensors that can respond
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to physical movements in space, controlled through a
web application.

Designer E. Zolti believed that the interactivity of
this system allows the panel to be an integral part of the
space “and not a superstructure used to equip or turn into
internal walls, partitions, fences, railings or even building
facades” [7].

In interactive panels, the main task is to create an at-
tractive art-object, and in architecture — to use moving
modular elements aimed at regulating the life-support
processes of buildings. The smooth movement of modu-
lar elements on the facade of the building creates a visual
effect of wave-like movement; affects insulation, venti-
lation, and air conditioning; reduces energy consump-
tion; and contributes to the formation of a comfortable
microclimate in the interiors. Furthermore, insulation
regulation issues and additional air supply system com-
prises a kinetic facade includes rainwater harvesting,
wind turbines, water heating by means of solar energy
and photovoltaic [8].

The imaginative solution of architectural structures
equipped with kinetic facades build by the use of a mod-
ular system. This kinetic construction occupies the major
part of the outer shell of the building. The most impor-
tant part of the kinetic facade is the special design, which
is regulated by a program control system. Composite
modular elements are transformed, move horizontally
and vertically, fold, and rotate.

The most striking examples of architectural struc-
tures equipped with kinetic facades are the “One Ocean”
exhibition pavilion developed by Soma (South Korea),
“El Bahr Tower” from Aedas Architects (UAE), “Mel-
bourne City Council House 2” from DesignInc (Aus-
tralia), and the facade of the University of Southern
Denmark’s communications and design building from
Henning Larsen Architects (Denmark) etc.

Global practice of application of the kinetic facade is
one of the areas of implementation of the current focus
areas of environmental viability, energy efficiency, use
of solar energy, and the rational use of energy resources.
Kinetic facades are only part of such a direction as kinetic
architecture.

Analysis of the global architectural and engineering
experience in field of kinetic facades creation made it
possible to identify the main types of mechanical systems
that allow these structures to transform: 1) fan system;
2) rotation of elements on its axis; 3) folding system; 4)
membrane system; 5) layering of moving elements.
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The concept of kinetic architecture is to design build-
ings with transforming and automated elements, where
the shape of the structure changes in accordance with
the needs of people or adapts to changing environmental
conditions [9; 10].

Owing to the development of innovative technologies
and their implementation in the field of architecture and
design, it became possible to implement the most inter-
esting and diverse projects, creating bright, memorable,
visually attractive objects. Kinetic constructions used in
modern architecture create the effect of attractiveness,
appeal to the viewer’s attention due to the immensity of
mechanical structures, and aim at changing the shape of
the object and its dynamics in space and time.

Conclusion

The attractiveness of kinetic constructions is deter-
mined by the mobility of their forms and their interac-
tion with man and the environment.

We can conclude that the main methods for the
implementation of kinetic constructions in the object-
spatial environment are:

1) the application of small kinetic compositions as
an additional accent element of the space. This method
assumes the use of plane wall objects, freestanding volu-
metric forms and suspended spatial compositions;

2) the implementation of large-scale kinetic con-
structions in the interior space of public use. The com-
plex design of such forms requires considerable prepara-
tion and puts forward special requirements for the inner
architectural space (ceiling height, presence of an atrium,
reinforcement of structures);
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3) kinetic constructions in furniture design — the cre-
ation of furniture-transformer (folding, sliding, adjustable,
combined). This method is aimed at creating multifunction-
al objects, where the artistic image is not the primary task;

4) the use of kinetic transformer constructions in the
interiors of residential and public purposes (moving and
transforming partitions). This method implements the
function of adapting the interior zoning in accordance
with the needs of the user;

S) the equipment of the external surfaces of build-
ings with kinetic constructions — the creation of kinetic
facades. This method form an aesthetic expressiveness of
the object and adds functionality, environmental friend-
liness and economic feasibility to the building;

6) total implementation of kinetic constructions
into the space of the urban environment - the creation
of a kinetic urban space. This method is predictive and
involves a combination of kinetic architecture, trans-
forming urban environment and the inclusion of kinetic
objects into the landscapes design. This practice have an
experimental character and only partially implemented
in real life. We predict that the creation of a kinetic urban
space will develop and become widespread in the field of
organizing the space of cities of the future.

The combination of innovative technologies and the
vivid visual effect of kinetic objects attracts attention and
is the quintessence of modern architecture. The concept of
attractive space is implemented in harmony with the envi-
ronment under the conditions of technological civilization.
The artistic expressiveness of architecture is strengthened
and its “humanistic” attitude towards man is manifested.
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Awnoranis

Mema: po3rASHYTH METOAM BIIPOBAAKEHHS KiHeTHYHUX KOHCTPYKIIiH, Ki pOpPMYIOTh BUPa3Hi XYAOXKHI epexTu
Ta AO3BOASIIOTD AM3aFIHepaM Ta apXiTeKTOpaM CTBOPUTH IIPUBAOAUBUIL IIPOCTIP, SIKHIT MOXKEe AAATITYBATHCS AO BUMOT
€CTeTHKH, eKOAOTIYHOCTi, PyHKIIIOHAABHOCTi Ta eHeproepeKTUBHOCTI.
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Meropn: B po6oTi 6yAO 3aCTOCOBaHO 3araAbHOTEOPETHYHI HAyKOBi MeTOAU (IOPIiBHSHHS, y3araAbHEHHS i mpo-
FHOSyBaHH}I) Ta CIelliaAbHI METOAY AOCAIA>KEHD (KOMnosyIuiﬁHm?I Ta MOPiBHAAPHUI aHaAis).

Pesysvmamu: y cTaTTi 30CepeAXXeHO yBary Ha 3aCTOCYBaHHI KiHeTUYHUX KOHCTPYKIIiM B OpraHisallii mpeaMeT-
HO-TIPOCTOPOBOTO CEPEAOBHIIA, IKi AOIIOMAraloTh CTBOPHTHU BUPA3HHIT XYAOXKHIH 00pa3. Y CTaTTi IpeACTaBAEHO
KAacHiKaIIii0 KIHETUYHHX 00 €KTIB 32 KOMITO3HUIIEI0, MaTepiaAaMU CKAAAOBHX €AEMEHTIB Ta XyAOXKHbO-00PasHUM
CripsiMyBaHHSM. BusHaueHO MeTOAM BIIPOBaA KeHHA KiHeTHIHUX KOHCTPYKIIii y TPEAMETHO-IIPOCTOPOBE CEPEAOBH-
me: 1) 3aCTOCYBAaHHS HEBEAMKHUX KiHeTUIHHUX 00’exTiB, O CTBOPIOIOTh KOMITO3MIIiMHI aKIeHTH; 2) IMIIA€MeHTaIis
MacmTabHUX KiHeTUIHUX KOHCTPYKILiil y BHYTPIlIHbOMY MIPOCTOpi iHTepepiB; 3) KiHETHYHI KOHCTPYKII{ B AM3aiiHi
MeOAiB — CTBOpeHHS cucTeM TpaHcpopMantii Me6AiB; 4) BIPOBaAKeHHS KiHeTHYHNX KOHCTPYKLIii B IPOCTip iHTep'epy —
AAOIITAL}is IPOCTOPY T1iA BUMOTH AIOAMHY; S) YCTaTKyBaHHs pacaais GyAiBeAb KiHeTHIHMME KOHCTPYKIiaMu; 6) To-
TaAbHE BIIPOBAA’KEHHS KIHeTUYHUX CUCTEM Y IPOCTIP MiChKOIO CepeAOBHIIA.

Hayxoea nosu3na: snepiie Ha OCHOBI IPEACTABACHHX METOAIB HAYKOBUX AOCAIAJKEHbD Y CTaTTi BA3SHAYEHO METOAR
BIPOBAAKEeHHS KIHETUYHHMX KOHCTPYKIIiH, SKi GOPMYIOTb aTTPAaKTHBHE IPEAMETHO-IIPOCTOPOBE CEPEAOBHIIE.

IIpaxkmuune 3Hauenns: pesyAbTaTH pOOOTH MOXYTb 3aCTOCOBYBATUCD Y AOCAIAXKEHHSIX CYJaCHHX TeHAEHIiN
apXiTeKTYPH i AU3ANHY, IPOTHOCTUYHUX KOHIIETIIii 0AO ¢OPMYyBaHHA iHHOBAIIiMHOTO TPeAMETHO-IIPOCTOPOBOTO
CepeAOBHIIA Ta CTATH OCHOBOIO AAS PO3BIAOK ITEPCIIEKTHUB «TeaTpaaAisartii> Micbkoro npocropy. BucHoBku MOXyTb
BIIPOBAAKYBATUCh Y BUKAAAAIIBKIl ALIABHOCTI Y cdepi AU3aliHy CepeAOBMINA Ta apXiTeKTyPH.

KarouoBi cA0Ba: KiHEeTHYHI KOHCTPYKIil, KIHETHYHI 00 €KTH, IPEAMETHO-IIPOCTOPOBE CEPeAOBHIIlE, AM3AFH iH-
Tep epy, apXiTeKTypa.
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PRAXIS VON OKO-DESIGN IN DER MODEINDUSTRIE

Abstrakt

Ziel: Analyse und Studium der modernen Ansitze des 6kologischen Designs zur Losung von globalen Problemen
des Umweltschutzes, das Identifizieren von vielversprechenden Richtungen und Anpassung an den Bildungsprozess,
um zukiinftige Bekleidungsdesigner auszubilden.

Methoden: empirisch, strukturfunktional, axiologisch, typologisch, Methode der Systemanalyse, Analogie- und
Synthesemethode.

Ergebnisse: der Artikel befasst sich mit der praktischen Erfahrung beim Designen von ¢kologischer Kleidung
durch moderne Designer und der Notwendigkeit, einen bewussten Bildungsweg in der Hochschulbildung zu schaffen.
Der Artikel basiert auf der Notwendigkeit, Oko-Disziplinen und deren Umsetzung durch Studenten der Kharkiv
Academy of Design and Arts vorzustellen. Die Losung fiir dieses Problem ist nachhaltiges Design, das darauf abzielt,
Projekte mit bedeutenden Innovationen zu schaffen, die das Verbraucherverhalten (wechseln, seine Richtung éndern)
in Ubereinstimmung mit den &kologischen und sozialen Unterschieden von heute dndern kénnen. Beschrieben
werden die strategischen Ziele der Umsetzung von Oko-Innovationen - Stirkung des Nutzens und der Effizienz der
natiirlichen Ressourcen, Verringerung der negativen Auswirkungen menschlicher unternehmerischer Tatigkeit auf
die Umwelt und Starkung der Widerstandsfihigkeit der Wirtschaft gegeniiber der Umwelt.

Wissenschaftliche Neuheit: es wurde eine Uberpriifung sowie eine systematisierte weltweite praktische Erfah-
rung von Oko-Innovationen im Bekleidungsdesign am Beispiel bewusster bekannter Marken, Anwendung neuer
Technologien durch verschiedene Verbinde von Modeprofis, Designern und Wissenschaftlern durchgefithrt und
auf den Bedarf an Oko-Design im Bekleidungsdesign und deren Ergebnisse eingegangen.

Praktische Bedeutung: die erzielten Ergebnisse sollen die identifizierten Prinzipien konzeptioneller Entwick-
lungen und Objekte unter Beriicksichtigung des Umweltfaktors in der Entwurfstitigkeit von Designern als Train-
ingsgrundlage bei der Erstellung von Trainings- und Arbeitsprogrammen verwenden. Der Artikel basiert auf der
Problematik der Einfiihrung von Oko-Disziplinen und deren Umsetzung durch Studenten der Kharkiv Academy of
Design and Arts.
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Formulierung des Problems. Die Corona-Pande-

mie hat, durch grofe Verinderungen in allen Lebensbe-
reichen, und die Modebranche ohne Ausnahme, 2020
zu einem besonderen Jahr gemacht. Die Entwicklung
von Technologien in der Leichtindustrie ist nicht stehen
geblieben, sondern hat eine neue Wendung genommen.
Unter solchen Umstinden sind wir gezwungen, iber den
Tellerrand zu schauen, und es ist nicht zu leugnen, dass die

ganzen Welt prigt. Daher ist jetzt der perfekte Zeitpunkt,
um Modeinnovationen im Design zu dndern und die He-
rangehensweise der Kleidungskreation zu tiberdenken.
Berufsqualifikation und Umweltkultur bilden sich
ab den Anfingen der Ausbildung und folgend an ei-
ner weiterfiihrenden Hochschule. Daher sollte der
Bildungsprozess von Hochschulen auf die Bildung
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umweltorientierter Existenswerte und humanistischer
Ausrichtung zukiinftiger Bekleidungsdesigner ausgerich-
tet sein. In diesem Zusammenhang wird vor dem Hinter-
grund der zunehmenden Umweltkrise im ukrainischen
Bildungssektor nach methodologischen, theoretischen,
technologischen und methodischen Grundlagen der
Umweltbildung fiir zukiinftige Gestaltungsfachleute ge-
sucht. Gleichzeitig lisst diese auf eine echte praktische
Umsetzung grundlegender Entwicklungen im Bereich
innovativer Technologien hoffen.

Zweck der Studie. Analyse und Studium der mo-
dernen Ansitze des dkologischen Designs zur Losung
von globalen Problemen des Umweltschutzes, das Iden-
tifizieren von vielversprechenden Richtungen und An-
passung an den Bildungsprozess, um zukiinftige Beklei-
dungsdesigner auszubilden.

Forschungsstand zum Thema. Das Oko-Thema
im Bekleidungsdesign ist heute duflerst relevant, daher
nimmt die Zahl der wissenschaftlichen Arbeiten, die
das Phinomen der Entstehung, der Entwicklung und
Anwendung von Oko-Design im Bekleidungsdesign
untersuchen, jedes Jahr mit zunehmender Relevanz zur
Losung von Umweltproblemen, zu. Unter heimischen
Wissenschaftlern, kann man O. Beilakh, M. Bliznyuk,
D. Gerasimova, L. Krasnyuk, M. Matrofailo, M. Troyan,
O. Budnikova, O. Danilova, L. Dulyanitskaya, Ya.Za-
kolyabina, V.Prusak, I. Kordiyaka, L. Tukhbatullina,
N. Nefedova usw. hervorheben. Die wissenschaftlichen
Arbeiten dieser Forscher konnen in mehrere Berei-
che der Oko-Design-Forschung in der Modeindustrie
unterteilt werden, wie zum Beispiel: Chronographie,
Entwicklung der Verbindungen von Wissenschaft und
Innovation, Merkmale des Oko-Designs, Umwelttrends
im Hinblick auf die Erhaltung der Umwelt. Doch haben
leider fast alle Arbeiten und Abhandlungen einen kultur-
abhingigen, oberflichlichen Charakter und tragen keine
Algorithmen, zur Lésung von Umweltproblemen durch
Entwurfstechniken und -prinzipien im Design, bei. Ein
Teil der internationalen, wissenschaftlichen Arbeiten
tiberwiegt in der Quantitit und Qualitit des untersuch-
ten Problems, darunter nicht nur durch wissenschaftliche
Artikel, sondern auch durch Dissertationen, Lehrbiicher
und Biicher. Hervorzuheben ist die wissenschaftliche
Forschung im Bereich Oko-Design in der Kleidung von
S. Brown, K. Fletcher, T. Rissanen, C. Brower, R. Mal-
lory, Z. Ohlman, K. Niinimaki, S. Thomas und Y. Beck.

Aussage des Hauptteils. In Kombination mit den
globalen Veridnderungen durch die Pandemie unterliegt
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die Leichtindustrie groffen Verinderungen, sie muss
sich stindig an den globalen Innovationsfortschritt und
die Anforderungen der globalen Umweltgemeinschaft
anpassen, um ihre Nachfrage und Relevanz zu erhalten.
Unter solchen Bedingungen sind Bekleidungsdesigner
gezwungen, iiber den eigenen Tellerrand zu schauen,
um somit moderne Technologien in Kombination mit
der Lésung von globalen Umweltproblemen eine ,neue”
Zukuntft fir alle Branchen auf der ganzen Welt schaften.

Im modernen Sinne ist ,Oko-Design“ ein kompli-
zierter wissenschaftlicher und praktischer Komplex,
der Wissenschaft, Bildung, Sozialwissenschaft, sowie
Projektaktivititen in sich vereint. Die Hauptaufgaben
vom Oko-Design sind die Verbesserung der 6kologi-
schen Situation durch die Schaffung einer neuen Kul-
tur in Bezug auf die Bediirfnisse und Werte der Gesell-
schaft durch kiinstlerische Vielfalt von Designobjekten,
die Verbesserung der Form der Funktion, der Wahl
von Materialien und Technologien in Bezug auf Um-
weltstandards, usw. [1]. Wie von D. Gerasimova fest-
gestellt, ist Oko-Design ein langfristiger, nachhaltiger
Trend, der darauf abzielt, den Menschen bewusster als
integralen Bestandteil des Oko-Systems, welcher durch
seine Wahl, sowohl den Zustand der Umwelt und als
auch die Nachwirkungen dieser, einzufiigen [2]. Sprich
Oko-Design ist eine Designrichtung, die dem Umwelt-
schutz wihrend des gesamten Produktlebenszyklus be-
sondere Aufmerksamkeit schenkt.

Oko-Design sollte, hinsichtlich der Bedeutung und
der Funktion, in zwei grof3e Gruppen eingeteilt werden.
Die erste Gruppe — Neuartiges oder Signale: Diese Dinge
ziehen die Aufmerksamkeit der Menschen auf sich und
rufen zum sparsamen Umgang mit Ressourcen und der
Verwendung von natiirlichen Inhaltsstoffen auf. Und die
zweite, wichtigste Gruppe — welche Produkte einschlie-
3en sollte, die die folgenden Prinzipien erfillen: Auf-
merksamkeit auf die menschliche Gesundheit und den
Zustand der Umwelt wihrend der Produktion; Sorge um
die Verbesserung der Lebens- und Arbeitsbedingungen
der Menschen; Respekt vor Arbeit und angemessener
Bezahlung; Zertifizierung von Stoffen durch spezielle
Organisationen; im 3R-Konzept hergestellte Kleidung:
reuse, reduce, recycle; Distanzierung zur Verwendung
von Materialien tierischen Ursprungs; die Verarbeitung
leicht nachwachsender Rohstoffe zur Herstellung von
Stoffen: schnell wachsender Bambus, Brennnessel, Al-
gen, Eukalyptus, Hanf; verniinftig bewusster Material-
verbrauch in der Produktion — sparsamer Schnitt und
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die Verwendung von Schnittresten bei der Herstellung
begleitender Accessoires.

In der Weltrangliste der Umweltschiden belegt die
Modeindustrie nach der Olraffination den zweiten Platz.
Jetzt ist das Thema Umweltschutz akut geworden und
aktualisiert die Suche nach Wegen, um katastrophale Fol-
gen zu verhindern. Deshalb ist es so wichtig, weltweit
die Erfahrung von Designern bei der Lésung von Um-
weltproblemen zu untersuchen. Bemerkenswert ist der
okologische Ansatz des indischen Designers Siddhartha
Upadhyaya beim Design von Kleidung. Er verwendet Di-
rect Patternon Loom (DPOL)-Software in der Nihtech-
nologie. Das Konzept besteht aus Stoffen in Form von
anschlussfertigen Teilen (mit bearbeiteten Kanten) nach
den Mustern des ausgewihlten Produkts. Das Mode-
brand August, angefiihrt von Siddhartha Uphdaya, hat
es geschafft, die Stoftkosten um 15% zu senken und den
Einsatz von Chemikalien zu reduzieren, was Energie,
Zeit und Arbeit einspart.

Danielle Elsener, Absolventin des britischen Royal
College of Art, hat ein ,abfallfreies” Schnittsystem fiir Klei-
dungsstiicke entwickelt, das die Modebranche verindern
soll. The Ansammlung von Werkzeugen wurde entwickelt
um Modedesignern dabei zu helfen Abfall zu reduzieren
und Geld durch effizienteres Schneiden von Schnittmus-
tern einzusparen (dabei wird von 15% des bei Kleidungs-
stiicken verschwendeten Materials ausgegangen). Fiir
ihre Abschlusskollektion Circling the Square nutzte die
Designerin ihr Know-how, das A020-Schneidesystem,
um Herrenmode zu kreieren. Um den Umgang mit ihren
Werkzeugen zu vermitteln, hat Elsener eine Reihe von
Workshops ins Leben gerufen, die dabei auch zum Sam-
meln von Feedback und zur Verbesserung des Produkts
genutzt werden und dadurch méglichst viele Designer er-
reicht werden sollen. Danielles wirtschaftliches Argument
fur grof3e Fabriken lautet: Durch die Einsparung von nur
1% der Abfallstoffe konnen Sie den Abfall um 20 Millio-
nen kg reduzieren, was bedeutet, dass Sie erhebliche Mittel
fur deren Entsorgung einsparen kénnen.

Das in Indien ansissige Modebrand Doodlage ist
die perfekte Kombination aus Nachhaltigkeit und In-
novation. Die Marke arbeitet mit umweltfreundlichen
Stoffen wie Bio-Baumwolle, Mais- und Bananenstof-
fen. Grundlage fiir ihre Stoffe sind auch Reststoffe oder
hochwertige fehlerhafte Textilien grofler Hersteller, die
sie als Abfall qualifizieren. Sie liefern auch Stofte, die
nach dem Zuschneiden durch den Handel ungenutzt
bleiben. Wie Puzzleteile fiigen sich diese Teile, jedes
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mit seiner eigenen Geschichte, zusammen. Da 40% der
Bekleidungsproduktion in Indien, Bangladesch und Chi-
na stattfindet, produzieren diese Linder genug Abfall,
um aus Resten eine grofie Anzahl von Kleidungsstiicken
herstellen zu kénnen [14]. Es sind diese alarmierenden
Statistiken, die zur Schaffung einer Marke mit Stoffen
gefiithrt haben, die sonst auf Deponien landen wiirden.

Die englische Designerin Bethany Williams glaubt,
dass soziale und 6kologische Themen eng miteinander
verbunden sind und dass durch die Untersuchung die-
ser Beziehung innovative Designlosungen fiir Nachhal-
tigkeit gefunden werden konnen. Zu beachten ist, dass
jedes in Grofibritannien hergestellte Kleidungsstiick zu
100% nachhaltigist, bis hin zu den Knopfen, die im Lake
District von Hand gefertigt werden. Bethany Williams
hat mit TIH Models zusammengearbeitet, einer neuen
Modelagentur, die obdachlose Jugendliche in London
unterstitzt, indem sie Obdachlose und Arbeitslose in
die Produktion von Kollektionen einbezieht. So arbei-
tete die Designerin fiir ihre neueste Kollektion ,Women
of Change“ zusammen mit San Patrignano im Rahmen
eines Bildungs- und Rehabilitationsprogramms fiir Men-
schen mit Drogen- und Alkoholsucht, das traditionelle
italienische Fertigkeiten vermittelt und das Gemein-
schaftsgefiihl pflegt. Es wurden handgewebte Stofte aus
recycelten Verpackungsmaterialien entwickelt.

Das Konzept des Recyclings wird vom spanischen
Brand Ecoalf geteilt, die aus Frustration iiber die Uber-
nutzung der natiirlichen Ressourcen der Welt, sowie die
Menge an Abfall in den Industrieldndern, entstanden
ist. Die Absicht, eine vollstindig nachhaltige Marke zu
schaffen, begann mit einer Rohstoftquelle, sowie einer
begrenzten Auswahl an 100% recycelten Materialien auf
dem Markt. Aus ausrangierten Fischernetzen, gebrauch-
ten Plastikflaschen, abgenutzten Reifen, gebrauchter
Baumwolle und sogar gebrauchten Kaffeemiihlen sind
Oberbekleidung, Bademode, Sneaker und Accessoires
entstanden. Um 100% Transparenz und hochste Qualitit
zu gewihrleisten, steuert das Markenteam den gesamten
Prozess von Abfallsammlung bis hin zu Recyclingtech-
nik, Produktion, Design und Einzelhandel.

Re; code ist ein koreanisches Brand, welches sich
auf Upcycling spezialisiert hat. Die Hauptidee des Oko-
Brands ist es die Verwendung von Kleidung und Stoften,
die ihren Platz im Leben nicht gefunden haben zur Um-
wandlung in neue interessante Kleidungsstiicke zu nut-
zen. Re; Code-Kleidung wird in sehr begrenzten Mengen
hergestellt, wobei die Gesamtzahl der Stiicke auf jedem
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Exemplar abgebildet wird. Im Wesentlichen ist Re; code
ein unabhingiges Team von Designern, die mit groflen
Konzernen und gemeinniitzigen Organisationen zusam-
menarbeiten, diese versorgen sie mit Stoffen fiir kreati-
ve Transformationen: so werden aus unveroffentlichter
Kleidung vergagener Modekollektionen, Militirzelten
und sogar Autoairbags, stylische Klassiker mit leuchten-
den Designelementen.

Emporio Armani zeigt, als ein Befiirworter der be-
wusste Mode, nachhaltige Prinzipien in seiner neuesten
Frithjahr/Sommerkollektion 2021. Durch die Kombi-
nation modernster Textiltechnologie mit praktischem
Design ist es dem Brand gelungen, Nachhaltigkeit mit
Funktionalitit zu verbinden. Die Herrenbekleidung
umfasst eine grofie Auswahl an Jacken, Blousons und
Bermuda-Shorts, wihrend die Damenbekleidung leich-
te Staubmantel, Cargohosen und Mini-Tops aus Green-
lon- und Newlife-Stoffen umfasst, die in Italien aus Ny-
lon und Polyester aus Plastikflaschen hergestellt werden.

Die ikonische Luxushandtaschenmarke Hermés de-
monstriert mit Taschen aus nachhaltigem Leder, produ-
ziert auf Basis von Pilzmyzel, ein ganz anderes Konzept
des Oko-Designs. In Zusammenarbeit mit dem kaliforni-
schen Startup MycoWorks wurde eine Lederalternative
entwickelt, die einer bernsteinfarbenen Kalbslederstruk-
tur dhnelt. MycoWorks halt derzeit ein Patent fiir die Um-
wandlung von Myzel, auch bekannt als ,,ein Netzwerk von
Filamenten aus der Wurzelstruktur von Pilzen — in ein
Material, das die Eigenschaften der Haut nachahmt” [9].

Auch die Marke Adidas verwendet Myzelleder. Es
wurde eine umweltfreundliche Version des klassischen
Stan Smith Sneakers aus Mylo-Material erschaffen, die in
ihren Eigenschaften mit echtem Leder vergleichbar ist. Der
Vorteil des Myzels besteht darin, dass die Tiere bei der Her-
stellung der alternativen Haut nichtleiden und das Material
spater erneuert und leicht zersetzt wird. Nach Angaben der
Marke wird es in Zukunft immer mehr alternative Mate-
rialien geben: Sie konnen von der Natur organisch abge-
baut und wiederverwendet werden, im Gegensatz zu syn-
thetischen Rohstoffen auf Basis von Erdolprodukten, die
begrenzte Reserven haben und umweltschédlich sind [S].

Eine andere Bio-Richtung bietet die franzésische Au-
tomarke DS Automobiles, die eine mit lebenden Algen
bedeckte Kleidungslinie herausgebracht hat, die Koh-
lendioxid in der Luft einfingt und in Sauerstoft umwan-
delt. Die Kapselkollektion, die eine Bomberjacke, einen
Regenmantel und zwei T-Shirts umfasst, verwendet den
gleichen photosynthetischen Prozess wie Pflanzen. Da-
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mit die Produkte richtig funktionieren, miissen sie wie
Zimmerpflanzen behandelt werden - tiglich mit Wasser
bespriiht und regelmiflig der Sonne ,ausgesetzt® wer-
den, um die Algen am Leben zu erhalten.

Als Fortsetzung dieses Konzepts kann man den expe-
rimentellen Ansatz der koreanischen Designerin Sheryl
Teng betrachten, die die Wunder der Materialitit und
taktile Experimente liebt. Ihre Arbeit erforscht die Be-
ziehung zwischen Materialien, Menschen und Objekten.
Durch gewohnliche, banale Phinomene, versucht die
Designerin, die immaterielle Luft als leicht zugingliche
Ressource zu erforschen und sie in ,pneumatischen”
Stoffen erlebbar zu machen, um den Bediirfnissen des
Benutzers gerecht zu werden ohne dabei die Umwelt zu
schadigen. Als modulares System konzipiert, dient diese
neue taktile Fahigkeit der Luft, durch plissierte Oberfla-
chen und Lufteinschliisse unterschiedliche Formen an-
zunehmen, fir Wiarmedimmung, Komfort und Schutz
im Zeitalter der sozialen Distanzierung.

Der Prozess der Kleiderkonzeption ansich blieb
nicht abseits der Oko-Innovation. So wurde auf der Lon-
doner Fashion Week die Augmented Fashion Kollektion
als nachhaltige Alternative zur physischen Mode prisen-
tiert. Das Brand BRIA hat den Bekleidungsdesignprozess
neu interpretiert, indem handgefertigte Bekleidung mit
3D-Design- und Rendering-Software digitalisiert wurde,
die das Erstellen unnotiger echter Muster fiir die Pass-
form der Bekleidung tiberfliissig macht. Dieser Ansatz
hat viele Vorteile: schnellere Konzeption und schnellere
Produktion, deutliche Reduzierung von Textilabfillen
und geringere CO2-Emissionen.

Indikativwar die erste ,kohlenstoffneutrale” Show der
italienischen Luxusmarke Gucci auf der Mailander Fashi-
on Week. Die Organisatoren der Show versprachen, alle
mit der Show verbundenen CO2-Emissionen auszuglei-
chen, vom Transport und der Unterbringung von 1000
Gisten und 900 Mitarbeitern der Marke (einschliellich
der an der Show beteiligten Models) bis hin zur Verwen-
dung von recyceltem Holz fiir Dekorationen und Einla-
dungen, zertifiziert vom Forest Stewardship Council).

Die Analyse der weltweiten Praxis des Oko-De-
signs in der Modeindustrie zeigte eine aktive Suche
nach Richtungen fiir die Nachhaltigkeit des Designs
und der Produktion von Kleidung und Accessoires:
Materialeinsparung, Zero-Waste-Technologie; Wieder-
verwertung iiberschiissiger Materialien, Recycling, Up-
cycling; neue Oko-Materialien; 3D-Modellierung und
erweiterte Realitit (AR) im Designprozess; Innovati-
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on bei Modenschauen. Daher nimmt die Problemstel-
lung der Einfithrung von Oko-Design weltweit eine der
wichtigsten Positionen im Bereich der Designausbil-
dung ein. Okologische Ansitze erfordern heute in der
Praxis 6kologische Erkenntnisse, die den Status einer
Weltanschauung erhalten und in allen Bereichen des
menschlichen Lebens einer stindigen Aktualisierung
bediirfen. In vielen Lindern (Osterreich, Norwegen,
Schweden, Deutschland, Frankreich, Spanien) wurden
Oko-Design-Prinzipien entwickelt, um die Einhaltung
von Umweltanforderungen von der Entwicklungsphase
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bis zur eigentlichen Umsetzung des Projekts sicherzu-
stellen. Daher ist es so wichtig, diese Erfahrung in die
ukrainische Praxis zu tibertragen.

Betrachten wir die Umweltkomponente bei der
Ausbildung zukiinftiger Bekleidungsdesigner an der
Staatliche Akademie fiir Design und Kunst in Charkiw.
Wir konnen mehrere Bereiche identifizieren, die diese
Bildungseinrichtung abdeckt. Eine der Richtungen ist
Upcycling. Die Diplomarbeit der Masterstudentin Anas-
tasia Sklyar [11] widmet sich dem Design von Oberbe-
kleidung aus recycelten Milchtiiten (Abb. 1).

Abb. 1. Anastasia Sklyar. Foto des experimentellen Modells aus dem Material.
Staatliche Akademie fiir Design und Kunst in Charkiw, 2018

Das Konzept des Projekts besteht darin, Kleidung
herzustellen und zu verwenden, welche dazu beitrigt, In-
dustrieabfille zu reduzieren. Die Verpackung von Milch-
produkten gehoren zur Einwegverpackung, nach dem
Verzehr wird sie weggeworfen. Die Studentin erkannte
durch eine Studie, dass eine durchschnittliche Familie an
einem Tag 1 bis 5 Einwegverpackungen von Milchpro-
dukten und ein Café 15 bis 50 pro Tag sammeln kann.
Nach vorliufigen Schitzungen werden 82 Stiick solcher
Verpackungen benotigt, um aus Verpackungen fiir Mol-
kereiprodukte mit einem Fassungsvermdgen von 1 Liter
einen Mantel herzustellen. Um die notwendige Menge
an Verpackungen zu sammeln, um Kleidung in kleinen
Chargen herzustellen, reicht es aus, mit den Besitzern

von Cafés oder anderen gastronomischen Einrichtungen
die tagliche Entsorgung dieser Abfille zu vereinbaren.
Auflerdem benotigt eine Jacke ca. 80 Liter Wasser. Zum
Vergleich ist anzumerken, dass fiir die Herstellung einer
solchen Jacke aus Jeansstoff etwa 1.200 Liter Wasser und
tir eine Jacke aus echtem Leder 540 bis 780 Liter beno-
tigt werden. Diese Informationen wurden aus den folgen-
den Berechnungen erhalten. Eine Jeansjacke wiegt etwa
800 Gramm, und die Wasserkosten fiir die Herstellung
eines 1 Kilogramm schweren Jeansstoffs betragen 10.000
Liter, von denen 85% fiir die Herstellung von Baumwolle
und 15% fiir technologische Prozesse verwendet wer-
den. Eine echte Lederjacke wiegt etwa 2 Kilogramm
und verbraucht fiir die Herstellung von einer Tonne
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Lederstoff 270 bis 390 m? Wasser (bzw. 1 Kilogramm —
270-390 Liter) [11]. Das Projekt sieht vor, dass nach
dem Gebrauch der Kleidung alle Elemente zur weiteren
Entsorgung voneinander getrennt werden konnen. Die
Polyethylenfolie wird recycelt, der synthetische Fiillstoff
kann als weicher Isolierstoff wiederverwendet werden,
das natiirliche Futter und die genihten Beschlige werden
entfernt und wiederverwertet. Die Autorin des Projekts
mochte mit dem assoziativen Bild der Schildkroten auf
die Problematik der Meeresverschmutzung durch Abfil-
le und die gefihrliche Situation von Tieren aufmerksam
machen. Im Projekt wurde die Richtung der Wiederver-
wendung von Materialien, der Upcycling-Technologie,
gewahlt.

Ebenfalls einem interessanten Projekt in der gleichen
Richtung, hat sich Studentin Maria Hokha gewidmet,
welches sich mit den 6kologischen Konzepten des mo-
dernen Kostiimdesigns befasst [7]. Das Konzept des
Projekts ist eine gewisse Demonstration des 6kologi-
schen Bewusstseins der Autorin und ein Versuch, auf
die Probleme des tibermifligen Konsums von Kleidung
und der Schonung natiirlicher Ressourcen aufmerksam
zu machen, namlich die Erschaffung eines humanen De-
signobjekts. Nach der Idee der Autorin erfolgt die Ent-
wicklung der entworfenen Kollektion vom Chaos zur
Ordnung und zieht eine Analogie zur Losung von Um-
weltproblemen des Verbrauchs natiirlicher Ressourcen.

In dieser Projektarbeit bietet die Masterstudentin
die Erstellung von Kostiimmaterial aus Kunststoffroh-
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ren unterschiedlichen Durchmessers und Miillsicken
an. Um der Kostiimform mehr Ausdruckskraft zu ver-
leihen, fiihrte sie eine vielfaltige Suche nach Texturen
durch, namlich die Verbindung von Gummischlduchen
unterschiedlicher Durchmesser: chaotisch, parallel,
kombiniert, mittels Weben von Gummibandern, sowie
das Zusammensetzen von Miillsicken mittels Origami-
techniken. Die erhaltenen Texturkombinationen inspi-
rierten die Autorin und bestimmten die Techniken zur
Herstellung des Modells aus Folie, Plastikbeuteln und
Gummi. Als Ergebnis wurden durch die Autorin Nih-
und Klebeverbindungen, sowie Technologien zum We-
ben eines festen ebenen Materials zur Herstellung eines
Anzugs ausgearbeitet. Auf die Polymerbasis wurden wei-
tere dekorative Elemente geklebt. Die Autorin hat ein
funktionelles Kleid geschaften, welches sich ungehindert
tragen, sich darin bewegen und ausziehen lisst, denn alle
Details wurden fest und sicher verbunden [7].

Die Arbeit von Masterstudentin Alina Kobylko hat
eine andere Richtung. Thre Arbeit widmet sich dem
Trend zur Verwendung organischer und anorgani-
scher Materialien im modernen konzeptionellen Kos-
tiimdesign (Abb. 2). Das Konzept des Projekts ist die
Verkorperung einer Waldnymphe durch das Bild einer
Kombination von organischen Materialien (Gips, Erde,
Gras, Fasern) und anorganischen Materialien (Glas),
sodass die vorgestellte Modellreihe die Komplexitit in
den technologischen Eigenschaften der Verarbeitung
verdeutlicht [8].

Abb. 2. Alina Kobylko. Foto des experimentellen Modells aus dem Material.
Staatliche Akademie fiir Design und Kunst in Charkiw, 2016
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Die von der Autorin erstellte Versuchseinheit be-
stand aus folgenden Grundmaterialien:

— lebendes Gras (fiir den Grasanbau verwendete die
Masterstudentin Bodensubstrat, Rasengrassamen, Diin-
ger, grobe Sackleinen und Agrofasern);

— Gips (zur Herstellung von Gipselementen wurden
mehrere Meter in Wasser gelostes und auf der vorberei-
teten Entwurfsform fixiertes medizinisches Gipsverband
verwendet);

~ Glas (in diesem Versuchsmodell wurde fertiges,
zerkleinertes Griinglas verwendet) [8].

Angesichts des wachsenden Interesses an Versuchs-
bereitschaft im Bekleidungsdesign mit gleichzeitiger
Kosteneinsparung fiir eine grofle Anzahl von Studieren-
den auf der ganzen Welt, fithren die Lehrer der Staatli-
chen Akademie fiir Design und Kunst in Charkiw den
Studiengang Zero-Waste fiir Bekleidungsdesign aktiv in
den Ausbildungsprozess ein, da ein solcher einen Ansatz
in der Bildung fiir ein ideales Umfeld fiir die Zukunft
ohne wirtschaftliche und 6kologische Verluste fiir die
Branche bietet. Schauen wir uns diesen Studiengang
einmal genauer an. Die Ubungen Zero-Waste werden
unter Beriicksichtigung der Losung von Umweltprob-
lemen und der Entwicklung einer kritischen Reflexion
bei den Schiilern gebildet. Im System der kiinstlerischen
Oko-Bildung ist dies auch eine wichtige Reserve zur Ver-
besserung von Forschungs- und Gestaltungsprozessen,
da nur ein kritisch reflektiertes Produkt im Wettbewerbs-
raum bestehen und moglichst perfekt sein kann, nicht
nur als 6kologisches Objekt, sondern auch als ein Her-
stellungsprodukt fiir den Modemarkt freigegeben.

Viele Bekleidungsdesign-Studenten stellen sich den
Korper aus der Ebene des flichigen Denkens (2D, also
aus zwei Ebenen, vorne und hinten) vor und konzent-
rieren sich daher im Designprozess auf die Vorderseite.
Ziel des Kurses war es daher, den Studierenden zu helfen,
kritisches und raumliches Denken zu entwickeln. Die Fa-
higkeit des selbststindigen Denkens ist ein Schliissele-
lement einer effektiven Umweltdesign-Ausbildung und
weiterer Gestaltungsaktivititen fiir Modedesigner.

Das Zero-Waste-Aufgabenmodul ist in eine sequen-
tielle Kette logischer Ubungen unterteilt, von einfach bis
komplex, und jede Ubung bildet die notwendigen Fihig-
keiten, um die nichste abzuschliefen: eine Aufgabe zum
Drapieren (Abb. 3), zum Erstellen einer Form aus einem
A4-Blatt, ein Anzug aus Streifen (Abb. 4), ein Anzug aus
Modulen (Abb. 5), Puzzle-Produkt des Autors (Abb. 6).
Zero-Waste beinhaltet die Implementierung unnétiger
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Teile in funktionale Elemente oder strukturierte Losun-
gen bei der Herstellung eines Anzugs. Dieser Lehrgang
hilft zukiinftigen Designern bei der Suche nach einer va-
riablen Verwendung von tiberschiissigem Stoff, namlich
der Suche nach Méglichkeiten, ein Anzugmodell ohne
Verschwendung unter Berticksichtigung der volumetri-
schen Eigenschaften der Figur zu erstellen.

B¢ 28 )

Abb. 4. Margaryta Shmaryga. Aufgabe zum Drapieren
(Kurs ,Zero-Waste®, Lehrerin: Alina Hakhova).
Staatliche Akademie fiir Design
und Kunst in Charkiw, 2020

Abb. 5. Kateryna Pugachova. Anzug aus Streifen (Kurs
.Zero-Waste“, Lehrerin: Alina Hakhova). Staatliche
Akademie fiir Design und Kunst in Charkiw, 2020
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Abb. 6 Margaryta Shmaryga. Anzug aus Modulen (Kurs
,Zero-Waste“, Lehrerin: Alina Hakhova). Staatliche
Akademie fur Design und Kunst in Charkiw, 2020

Abb. 7 Kateryna Pugachova. Puzzle-Produkt des Autors
(Kurs ,Zero-Waste“, Lehrerin: Alina Hakhova). Staatliche
Akademie fur Design und Kunst in Charkiw, 2020

Um ein imagindres Kostiim fiir eine bestimmte
menschliche Figur zu kreieren, ist es wichtig zu lernen,
die Proportionen und Gesetze des menschlichen Kor-
pers zu fithlen. Daher werden im Verlauf des gesamten
Studiums Kenntnisse im Formen, Entwerfen, Modellie-
ren, Zeichnen verbessert und vertieft und Kompeten-
zen wie volumetrisch-raumliches Denken, die Fahigkeit,
eine komplexe Koérperform in Form einfacher geome-
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trischer Figuren zu verallgemeinern, die Fahigkeit, die
Entwicklung einer volumetrischen Form vorherzusehen,
die Variabilitat der Gestaltungstechniken der einen oder
anderen Form, der Erwerb von Fahigkeiten fiir effektives
Arbeiten mit einem zusitzlichen Teil des Materials als
»Akzent". Und die anfangs aufgestellte Regel, die gesamte
Fliche des Materials zu nutzen, entspricht dem wichtigs-
ten Prinzip des Oko-Designs — dem Problem des Recy-
clings von Abfillen bei der Herstellung von Kleidung.

Die Verbindung zwischen Natur und Kultur, zwi-
schen Umwelt- und Sozialfaktoren ist grundlegend und
dauerhaft. Oko-Design wird heute nicht nur zu einem
Mittel zur Gestaltung bestimmter Produkte, sondern
auch zu einem Werkzeug, um die Welt zu ordnen. Die
Gestaltung nach den Prinzipien des Oko-Designs ist
ein duflerst komplexer und vielschichtiger Prozess, da
er tiefgreifende Umweltkenntnisse, die Synthese ver-
schiedener wissenschaftlicher Bereiche und ein rationa-
les Gleichgewicht von 6kologischen, funktionalen und
asthetischen Faktoren erfordert.

Schlussfolgerungen. Oko-Design hat verschiedene
Aspekte unseres Lebens beeinflusst. Die Sorge um die
asthetische Transformation des umgebenden Themen-
umfelds, um die Steigerung des kiinstlerischen und kon-
struktiven Niveaus von Industrieprodukten unter den
Bedingungen der Marktbeziehungen gewinnt weltweit
an Bedeutung. Der konstruktive und technologische An-
satz im System der kontinuierlichen Designausbildung
mit Schwerpunkt auf Umweltdesign hat eine unbestreit-
bare Verbindung zwischen professionellen Designausbil-
dungseinrichtungen und der Entwicklung der moder-
nen Mode, der unter den Neuordnungsbedingungen des
kulturellen, technischen und wirtschaftlichen Prozesses
duflerst wichtig ist. Diesen Zusammenhang sollte die
Berufsausbildung als eine der Voraussetzungen fiir die
Erarbeitung dieser gestalterischer Ausbildung bertick-
sichtigen.

Methoden zur Umsetzung von Oko-Prinzipien in der
Kleidung, beriicksichtigte die Dualitit des Konzepts der
“Umweltfreundlichkeit” in der Kleidung. Es werden Me-
thoden und Vorschlige zur Reduzierung von Umwelt-
problemen vorgeschlagen, die eine Grundlage fiir neue
wissenschaftliche Forschungen bilden. Das Verstiandnis
der Bedeutung der Nachhaltigkeit von Kleidungsstiicken
ist wichtig, um Probleme zu erkennen und weitere Lo-
sungen und Strategien zu finden.
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PRACTICE OF ECO-DESIGN IN THE FASHION INDUSTRY

Abstract

Objective: analysis and study of modern ecological design approaches to solving global problems of environ-
mental protection, identifying promising directions and adapting to the educational process to train future clothing
designers.

Methods: empirical, structure-functional, axiological, typological, system analysis method, analogy and synthesis
method.

Results: the article looks at the practical experience of designing ecological clothing by modern designers and the
need to create a conscious educational path in higher education. The article is based on the need to introduce eco-
disciplines and their implementation by students of the Kharkiv Academy of Design and Arts. The solution to this
problem is sustainable design, which aims to create projects with meaningful innovations that can change consumer
behavior (switch, change direction) in accordance with today’s environmental and social differences. It describes the
strategic goals of implementing eco-innovations — increasing the use and efficiency of natural resources, reducing
the negative impact of human entrepreneurship on the environment and making the economy more resilient to the
environment.

Scientific novelty: a review and systematic worldwide practical experience of eco-innovations in clothing design
using the example of well-known brands, application of new technologies by various associations of fashion profes-
sionals, designers and scientists was carried out and the need for eco-design in clothing design and its results were
addressed.

Practical significance: the results obtained should use the identified principles of conceptual developments
and objects, taking into account the environmental factor in the design work of designers, as a training basis for the
creation of training and work programs. The article is based on the problem of the introduction of ecodisciplines and
their implementation by students of the Kharkiv Academy of Design and Arts.

Keywords: sustainable design; ecological innovations; biomaterials; new technologies; design practice of con-
scious designers; fashion without waste.
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TAXOBA A.10.,’
EPEMEHKO U. H.,!

! Xapvkosckas 2ocydapcmeennas axademus Ou3ativa u uckyccms

NMPAKTUKA 9KO-AU3AWNHA B ®ELLUH MHAYCTPUU

AxHOoTanusa

ITeab: TpOaHAAM3UPOBATh M U3YYUTH COBPEMEHHbIE IIOAXOABI 9KOAOTMIECKOTO MPOEKTUPOBAHMS B pelIeHUN
MHPOBbIX 9KOAOTUYECKHX ITPOOAEM, BBISIBUTD ITepCIIeKTHBHbIE HATPABACHIS U AAAINITHPOBATH IIOAYYEHHBIE Pe3yABTATBI
HCCAEAOBAHMS B y4eOHBII IIPOLjeCcC IOATOTOBKH OYAYIIINX AUATHEPOB OAEXKABL.

Memodovt: SMIMPHYECKUil, CTPYKTYPHO-(PYHKIIMOHAABHBIM, AKCHOAOTHYECKUH, THIIOAOTUYECKHI, METOA
CHCTEMHOIO aHAAM33, METOA AHAAOTHUHU U CUHTE3a.

Pesyavmamoi: B cTaTbe PacCMaTPHUBAETCS IMPAKTUYECKUMI OIBIT MPOEKTHPOBAHHUSA IKOAOTHYECKOM OAEKADI
COBpeMEeHHbIMU AU3ANHEPAMU 1 HEOOXOAMMOCTD CO3AAHHSI CO3HATEABHOTO BEKTOpA O0yueHHs B BHICIINX YIeOHbIX
3aBeAeHMSIX. B OCHOBe CTaTbi AEXHUT ITPOOAEMATHKA HEOOXOAUMOCTH BHEAPEHMs 9KO-AUCLIUIIAUH U IIPUMeEp ee
peaAusanuy CTyAeHTaMu XapbKOBCKOM aKaAeMUH AM3aiHA U UCKYCCTB. Pemenne 9o MpoOAEMBI — YCTOMYUBBIN
AH3aFTH, IIeAbI0 KOTOPOTO SIBASIETCSI CO3AAHME [IPOEKTOB, IPUMEHSIOIIIX HHHOBAI[HH, KOTOPbIe CIIOCOOHBI BAUSTD
HA TTOBeAeHHe TOTpebuTeAs (MepeKAIYaTh, CMEMaTh er0 HAlPABACHHE) OTHOCUTEABHO AHAAM3a 9KOAOTHYECKOTO
U COIMAABHOTO HACTOSIETO IIOAOXKEHMS. YKa3aHHbIe CTpaTerM4yecKue 3aAaud BHEAPEHHS 9KO-MHHOBALUM —
YCHA€HHE IOAB3BI M 9P PEKTUBHOCTU HCIIOAB30BAHH IPUPOAHBIX PeCYPCOB, yMEeHbIIEHHE HETATHBHOTO BO3ACHCTBUS
MPEAITPUHUMATEABCKOM AESTEAPHOCTH Y€AOBEKA Ha OKPYXKAIOMIYIO CPEAY H YCHACHHUS YCTOMYUBOCTH S3KOHOMUKH
K BO3AEHCTBUIO OKPY>KAIOLIEN CPEADL

Hayunaa nosu3na: npoaHaAU3MPOBaH, a TAKXKE CUCTEMATU3UPOBAH MUPOBOM ITPAKTUYECKHI OIIBIT BHEAPEHHS
9KOAOTMYECKUX MHHOBAL[UI B AU3AMHE OAEXKADBI Ha IPHMepe CO3HATEAbHBIX OPEHAOB, IPHMeHEHHs HOBEHIINX
TEXHOAOTHI 00beAMHEHISIMHU PO$ECCHOHAAOB MOABI, AU3AHEPOB U YYEHbIX, a TAKKe OCBellleHa HeOOXOAUMOCTD
BHEAPEHMS] 9KOAOTHYECKOTO TPOEKTUPOBAHIS B 00AACTH AM3AITHA OAEXKABI H PE3YABTATBI IIOAOOHOTO BHEAPEHHSL.

IIpaxkmuueckoe 3nauenue pe3yAbTaTOB HCCACAOBAHHS 3aKAIOYAETCA B HCIIOAb30BAHHMH BbIABA€HHBIX IPHHITUIIOB
KOHIJEIITYAABHBIX Pa3pabOTOK 1 0OBEKTOB AM3aiHA C yIeTOM 9KOAOTHYECKOTO (paKTOpPa B IPOEKTHOI AESITEABHOCTU
AHM3afIHEpOB U B KaueCcTBe y4eOHOI 6a3bl B IMPOIjecce CO3AAHMS y4eOHbIX U pabounx nmporpamm. CTaTbsi OCHOBaHa
Ha IIpobAeMe HeOOXOAMMOCTH BHEAPEHHSI 9KO-AMCLUIIAUH 1 Ha IPHIMepPe PeaAU3aLiuH ee CTyAeHTaMH XapbKOBCKOM
aKaAeMHUU AM3AMHA U UCKYCCTB.
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NMPAKTUKA EKO-AN3AWUHY B ®©ELLH IHAYCTPII

Amnoranis

Mema: npoaHaAi3yBaTH Ta BUBYMTH CYYacHIi IMIAXOAU €KOAOTIYHOIO IPOEKTYBaHHSA B BHUpIIIeHHi CBITOBUX
€KOAOTIYHMX IPOOAEM, BHUSBUTH IEPCIIEKTHUBHI HAIPSIMKH 1 AAANTYBATH OTPUMAHI PE3YABTATH AOCAIAXKEHHSI
B HABYAABHMUII IIPOLIEC IATOTOBKU MaOYTHIX AU3ANHEPIB OAATY.

Memodu: eMmipuyHUI, CTPYKTYPHO-(PYHKIIOHAAPHUH, aKCIOAOTTYHHI, THIIOAOTIYHUI, METOA CHCTEMHOTO
aHAAi3y, METOA aHAAOTIl Ta CHHTE3Y.

Pesyavmamu: B CTaTTi PO3TASIAQETHCA MPAKTUYHUMN AOCBiA MPOEKTYBaHHS €KOAOTIYHOI OAATY CYYaCHHMH
AM3alIHEpaMH Ta HeOOXiAHICTh CTBOPEHHS CBIAOMOIO BeKTOPY HABYAHHs Y BUIIMX HABYAABHUX 3aKAaAax. B ocHOBI
CTaTTi AeXKHUTH IPOOAEMATHKA HEOOXIAHOCTI BIIPOBAAIKEHHSI €KO-AMCLIUITAIH Ta IX peaaisanist cryaeHTaMu XapKiBChKOI
aKapeMii Au3ariHy i MucTenTB. BupimeHns uniel mpobaeMu — CTIfIKUIT AU3AIH, METOIO SIKOTO € CTBOPEHHS IIPOEKTIB,
10 MalOTh 3HAYYII iHHOBAIII, IKi 3AATHI 3MiHIOBaTU TIOBEAIHKY CTIOXHBaua (MepeMUKHYTH, 3MICTUTH ii HATPSIMOK)
BIATIOBiAHO 3 OTASIAY Ha €KOAOTi4HI Ta COIliaAbHi BIAMIHHOCTI choroaeHHs. OKpecAeHi cTpaTeriuHi 3apadi BIPOBaAKeHHS
eKO-IHHOBAlJill — TOCHAEHHS KOPHCTI Ta e eKTUBHOCTI BUKOPHUCTAHHS IIPUPOAHUX PeCypCiB, 3MEHIIeHHSI HeTaTHUBHOTO
BIIAMBY IIATIPUEMHUIIBKOIL AIIABHOCTI ATOAMHHU Ha HABKOAMIIHE CEPEAOBHIIE Ta IIOCHACHHS CTIMKOCTi eKOHOMIKH AO
BIIAMBY HaBKOAMIIHBOTO C€PEAOBHITA.

Hayxoea nosu3na: IpoBeAeHO OTASIA, 2 TAKOXK CUCTEMAaTH30BAaHO CBITOBUM IMPAaKTHYHUI AOCBiA BIIPOBAAKEHHS
€KOAOTTYHUX IHHOBAL[ii B AU3AIHI OAST'Y HA IPUKAAAL CBIAOMUX OpEHAIB, 3aCTOCYBAaHHS HOBITHIX TEXHOAOTIH Pi3HUMHU
06’epAHaHHAMU ITPOdeCciOHAAIB MOAY, AU3ANTHEPAMH Ta HAYKOBLSIMH, @ TAKOX BHCBITA€HO HEOOXIAHICTb BIIPOBAA KEHHS
€KOAOTIYHOIO IPOEKTYBaHH: B CPepi AU3AHY OASLTY Ta IX Pe3YAbTATH.

Ipaxmuune 3nauennsa opepKaHNX PE3YABTATIB OASATAE Y BUKOPUCTAHHI BUSBACHUX IPUHIIMITB KOHIENITyaAbHUX
PO3pO6OK Ta 00’€KTIB AM3AFHY 3 ypaxyBaHHSIM €KOAOTIYHOTO PaKTOPY y IPOEKTHIN AISIABHOCTI AU3AHEPIB B SIKOCTI
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Abstract

In this article we will talk about the documentary “Matonat”, created by the filmmaker Shuhrat Mahmudov. The
theme of the film is dedicated to 101 Uzbek soldiers who lost their lives in the Second World War, and in the process
of its creation, creative searches, artistic finds and new interpretations of the creators are revealed.
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Introduction

2021 year was a year Rich in interesting premieres,
leaving a special mark in the history of Uzbek documen-
tary cinema. In may of the same year, the well-known cre-
ator, filmmaker Shuhrat Mahmudov presented his next
new documentary. The fate of 101 soldiers of Samarkand,
who showed real fortitude in the Second World War, be-
came the subject of the documentary “fortitude” based
on the findings of the researcher Remko Reiding [1, 1].

This topic has been published in various newspapers
and magazines, social networks and TV channels in re-
cent years, as well as in filmmakers. It was presented by
H. Khasanovin the form of an artistic film. However, the
role of documentary film with a century of history in our
life, the presence of its own impressiveness, the presence
of fans, the example of the film “Matonat” once again
found its confirmation. The unstoppable thunderous ap-
plause after the premiere meant that the film Hech did
not leave a single audience indifferent, at the same time,

also expressed gratitude to the creators of the film.

It was not easy to create this film to Shuhrat Mahmu-
dov. To some extent, the creation of a Film is equal to
giving the creator a certain life, health, well-being. It is
worth noting that almost all the films that our hero cre-
ated appeared in the of certain complexity. For example,
it is possible to recall a number of films, such as “Pal-
ette”, “Boomerang”, “Flames”, “Crimson land”, “Attack’,
“S-count”, which raised the topical themes of the 1980s.
In particular, the film “Crimson land” is dedicated to the
Afghan war, and in the process of creating the film Shuh-
rat Mahmudov lived with that terrible war life for several
years. Afgan covered his lands, swallowed his dust, lived
polygon. His thoughts, his views, his whole existence
were connected with the Afghan war. Even then the cre-
ative person did not notice how much his life was on
the line, but Shuhrat Makhmudov as in all his films, laid
down a sincere love for the subject, was immersed in it.
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And the creation of the movie “Matonat” forced
Shuhrat Mahmudov to get acquainted again with the
theme of the war, that is, the terrible events of the Second
World War. In the film, Uzbek sons, who were captured
in the war of fascism, are mercilessly sacrificed their lives
for homeland, their health to their native land, their hope
for life, their suffering. On the example of one cadre, the
number 101 appears in one of the tombs in the cemetery,
and such figures were hundreds around. For the viewer,
this may be a simple dial appearance, but on the basis of
this we understand that thousands of people were killed
in terrible cases.

For the creative team, the processes were complicat-
ed as the preparation and filming of the film coincided
with the pandemic period. Here is Shuhrat Mahmudov
for two years together with this topic day and night. Even
after the premiere, the director is working on the subtitles
of the film in other languages.

The director was not limited to providing informa-
tion about the factual realities in this game or confirming
them through archival documents. He tried to express
his unbiased attitude to the events of the war and cre-
ate an artistic figurative form of the film. For example,
all the views on the episodes created by the method of
cinema are an example of this. The fact that the heroes
on the image of the soldiers tell the viewer what they
have experienced, the Spectator has appeared the effect
of connecting communication with the soul of the hero.
This viewer in an figurative form enters the soul of the
hero, feels it, feels sorry for him.

If the expression of the black and white tone of the
shots brought the atmosphere of the war into a more dra-
matic form, the light fog formation and the vinet effect
served to depict reality. The appearance of color in some
places of the plot line symbolically reminds the delightful
moments in the life of the heroes, for example, their na-
tive land, their family. In general, the colorful images in
the game episodes worked to represent the image of the
mother homeland, and the black and white images-the
image of the war. If we pay attention, the color appears
when the soldiers spread the bread evenly to each other,
and symbolically the soldiers were sharing bread just like
in their own homes, in their native homeland. In this way,
the director showed not only the hearts of the heroes, but
also the distinctive qualities of the Uzbek nation.

Materials and methods

Many examples can be cited about the visual solu-
tion, take for example the shooting of soldiers, they are
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one after another on the background of a black cloud,
closed eyes from life. In the frame, the faces of the sol-
diers are not visible, they are in the form of silhouettes,
the perimeter is occupied by a black cloud, the move-
ment in the frame is slowed down. All this symbolically
reminds not only the image of 101 soldiers, but also
thousands of deceased people and the value of human
life. And the black cloudy background served to further
the tragic situation.

The director did not give a brief overview of the
shooting of the soldiers, on the contrary, he kept it for a
long time, as a result of which the appearance of this cadre
penetrated deeper into our hearts, became a memorable,
touching symbolic expression that brought the heart to
cum. In many other films, scenes like this are expressed
in a short form, in general plans, or by the sound of the
arrow. However, Shuhrat Mahmudov did not go this way.
Also said that this was the essence of truth and horror. It
was necessary to speak openly about this.

Shukhrat Mahmudov spoke and showed this horror
through the cinema!

Alot can be said about the movie “Matonat”. He is ex-
cellent in dramatic terms, the structure of the plot is com-
plex, rich in scientific and philosophical observations,
mature in terms of visual solution, the facts presented are
truthful, the expressions are symbolic, the attitude of the
Autor is unbiased, the poetic character prevails.

In addition to the director, it was a worthwhile chal-
lenge that the entire creative team was busy for half a
night with little work to be done, such as “jeweler”, where
they were puzzled over complex dramaturgical solutions
in the process of preparation, filming and installation.
The theme of the also film will remain relevant not only
today, but also in the future, as well as immortal themes.
On the example of 101 Uzbek sons, the film became a
film that reveals the spiritual, educational and human
qualities of a nation. That being said, Shukhrat Mahmu-
dov’s film “Matonat” became an exemplary work in the
history of Uzbek documentary cinema. It is especially
valuable in terms of scientific and practical for young
filmmakers who are coming into shape. The film does
not choose a period, it means that it is natural that even
years later it will not lose its value.

“1998 year the film by Shuhrat Mahmudov “They
studied in Germany” aroused great interest in the pub-
lic. Talented director has chosen a unique style and
form in the film. This increased the effectiveness of the
film. Director Sh. Mahmudov, who took advantage of
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documentary opportunities managed to create a film
with this work, the facts of which rose to the level of artis-
ticimage”,— describes film critic Khanjara Abulkasimova
[2, 16]. Indeed, this quality is embodied in all the films
of Shukhrat Mahmudov. He is an experimenter of his
own creation. A dedicated filmmaker who creates new
styles and forms. In particular, it is possible to draw such
a conclusion about the movie “Matonat”. For example,
the entry of a group of Heroes into a dialogue with the
audience with their own voice, dialogue can be called
a new way in uzbek documentary cinema. As a result,
the heroes can be perceived symbolically in the image
of gloomy spirits.

The director paid great attention to the symbolic
expressiveness of the film, the poetic atmosphere, the
stylistic structure of the film in one rhythm from the
pictorial point of view. In this regard, the creative search
of the film-makers Rifkat Ibragimov, Rustam Magadievs,
so producer Gulnara Abdurahimova, painter Bektosh
Rajabov, costume designer Elvira Mindibaeva, grim de-
signer Natalia Rakhmatullaeva gave its fruit. The battle
landscapes and the appearance of heroes, depicted in the
cinema method, are harmoniously combined with the
chronical archival film photo materials included in the
film. In order for the film to serve the necessary char-
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acter of the film, verbally expressiveness, including text,
voice, interactions and recorded musical compositions,
the composer Dmitriy Yanov-Yanovsky, the assembler
Shakhriyor Ismoilov, as well as the sound director Shois-
lom Khusanov, expressed deep gratitude.

Rozika Mergenbaeva, the screenwriter of the film, be-
came a creative partner of Shuhrat Mahmudov, actively
participating in all processes of the film, gave good results
for the artistic and aesthetic value of the film work. It re-
mains to be borne in mind that the scenario was created
in cooperation with the director, the film can be likened
to the child of a single family.

Shuhrat Mahmudov lived with his native land and
people during his creative activity in the documentary
cinema for admiring century and was proud of being a
part of the uzbek people. In more than 40 documentary
films created, simple information is not given, in each of
them the actual topics of society are raised, which will
appeal to the viewer for various reasons. In particular,
since the documentary “Matonat” is also an image of a
bitter truth, it not only reminds the viewer of terrible
war events in his heart, but also encourages him to ap-
preciate today’s peace. It can be said that the movie “Ma-
tonat” became another meme of the filmmaker Shuhrat
Mahmudov!
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XYOOXXECTBEHHAAA UHTEPNPETALUUA PUJIBMA «MATOHAT>»
B AOKYMEHTAJIbHOM KUHO Y3BEKUCTAHA

AxHOTanMs

ITeav uccaedosanus: B 3Toit cTaTrbe Mbl IIOTOBOPHM O AOKYMEHTAABHOM (rabMe «MaroHaT>», CO3AAHHOM
pexxuccepom IlyxpaTom MaxmMya0OBBIM.

Memodvt uccaedosanus: Tema dprabma nocssimena 101 ysbexckoMy coapaTy, norubiemy Bo Bropoit MupoBoit
BOIHE, U B IPOIECCe ero CO3AAHMS PACKPBIBAIOTCA TBOPYECKHE IIOMCKH, XYAOJKeCTBEHHbIe HAaXOAKU U HOBbBIE
MHTEPIPeTAluH CO3AATeACH.

Pesysomameot uccaedosanus: \x. YCMOHOB: «AOPOra>,» XaxAa>», «BecHa», «Capo6>,>» Bacuabku>»,» ApeBo
KUSHU>, «Ayma (2001, uHcTasasnus> [1yTh MOHUMAHHS AyXa> ) CIUTAACS CMEABIM IATOM B 06AACTH TPAAUIIHOHHOTO
H300pa3UTEABHO-TIAACTUYECKOTO MBIIIACHHS B HATIPABACHUH TeHACHIIUH CTPEMHUTHCS K BOCIIPUSTHIO-TIPOCTPAHCTBY,
a B MACOAOTHYECKOM OCBEIleHHU IPOEKTa» AyX U (paHTa3Usl «OBIAQ HMCIIOAB30BAHA JKUBOIIMCH, MHCTAAASIIVS,
A€KOpaTHBHasl, IAACTHUKOBAs IOCYAA M IIPEAMETBI HCKYCCTBaA.

Hayunas nosusna: llyxpary Maxmya0By ObIAO HEAETKO CO3AATh 3TOT GHABM. B KaKoH-TO CTeIleHU CO3AAHIe
¢rABMa PAaBHOCHABHO TOMY, YTOOBI AATh CO3AATEAIO OTIPEACACHHYIO KH3Hb, 3A0pOBbe, OaaromnoAyune. CTOUT OTMETHUTS,
4TO IOYTHU BCe QUABMBI, CO3AAHHbIE HAIIMM I'epPOeM, OKa3aAUCh B ONPEAEACHHOM cAOKHOCTU. Hanpumep, moxxno
BCIIOMHHUTD psip PUABMOB, Takux Kak «Ilaaurpa>, «bymepanr>, «Ilaamsa», «barpoBas semasi», «ATaka», «S-
KOA>, B KOTOPBIX TOAHUMAAUCD aKTyaAbHbIe TeMbl 1980-x ropoB. B uactHocTH, puabm «barposas semas> nocssmen
adraHckoi BoHe, U B Iporjecce codpanus ¢puabma Ilyxpar MaxMyAOB HECKOABKO A€T KHA TOM CTPAILIHOM BOCHHOM
JKM3HDbIO. AQraH IOKPBIA CBOU 3€MAH, IPOTAOTHA CBOIO IIbIAD, )KUA MHOTOYTOABHMKOM. Ero MBICAM, €T0 B3rAsIABI, BCe
€ero CyIecTBOBaHHEe OBIAM CBSI3AHbI C APTAHCKOM BOMHOM. Y>Ke TOTAQ TBOPUECKHI YeAOBEK He 3aMedaA, KAaK CHABHO
Ha KOHY CTOsIAQ ero >kusHb, HO Illyxpar Maxmya0B, Kak U BO BCeX CBOUX (UABMAX, 3AA0XKHA HCKPEHHIOI AI0O0Bb
K IIPEAMETY, OBIA IIOTPY>KeH B HETO.

Ipaxmuueckoe npumenerue: Mo>xHO MIPUBECTH MHOTO IPUMEPOB BU3yaAbHOT'O pellleHHs], BO3bMeM, K IPUMepY,
PACCTpeA COAAAT, OHU UAYT OAMH 32 APYTUM Ha GOHE YePHOM TY4H, 3aKPBIB TAa3a OT KU3HU. B kappe AnIa coapar He
BUAHBI, OHH B BUA€ CHAYITOB, IIePHMETP 3aHST YePHBIM 00AAKOM, ABIDKEHHUE B KapApe 3aMepaseHo. Bee aTo cuMBoAmIecku
HAIlOMUHAeT He TOABKO 00pa3 101 coapara, HO U THICSIYM MOTUOIIMX AIOAEH U IIEHHOCTb YeAOBEYEeCKOM SKU3HU.
A 4epHbIi1 06AaUHBII POH YCYTYOASIA TPArHIECKYIO CUTYALHUIO.

KaroueBbre caoBa: OuAabM, AOKyMEHTAABHBIN QHABM, PEXHUCCEp, OIIEPaTOp, repoil, 06pas, SKpaH, epCoHAA,
BBIP)KEHHE AMIIA, BHEITHUMI BHA,.
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