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TIMBRE OF STRING INSTRUMENTS
IN THE SPACE OF ART EXPERIMENT OF
MAKSYM KOLOMIETS

Purpose of the article is to identify the peculiarities of the
interpretation of string instruments in the space of compositional experiment
of Maksym Kolomiyets, whose creative biography is saturated with the
interaction of performing, composing work and active promotion of modern
Ukrainian music. The author’s multifaceted artistic erudition is reflected in
his apt and subtle comments about his work in the formulations of his
aesthetic principles and philosophical views. The scientific novelty of the
article is that the work of this composer is first covered in modern
musicology in this aspect, which allows to develop further scientific
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research on timbre experimentation in contemporary Ukrainian music.
The methods contain elements of comparative, functional and approaches.
These scientific methods have revealed a certain compositional aesthetics in
relation to the timbre in comparison with other authors. Conclusions.
Maxim Kolomiyets' interpretation of the timbre corresponds to the leading
bright tendencies of the timbre thinking of contemporary art and at the same
time has an established author's position, which consists in the philosophical
nature of musical expression, its sophistication and structure, revealing a
new sound of timbre due to articulation, dynamic and rhythm, measuring
time of the meter, which creates a continuum effect. In this interpretation of
time Maxim Kolomiyets is close in his searches to such French authors as
W.Dandy, F.Leroux, while paradoxically combining irregularity and
repetition of rhythmic figures. The particular importance is the active of the
performers of the work which according to the composer’s statement,
complements the process of combining music. Specific work with the
identification of timbre allows us to consider the work «Figures of Light»
in the aspect of the new possibilities of the instrumental polylogue.

The key words: experiment, string timbre, timbre color, timbre
creation function.

XananaeB Ceprii BirangiiioBu4, KaHIMAAT MMCTEITBO3HABCTBA,
noueHt, npodecop kapeapu «OpKecTpOBI IHCTPYMEHTH», HPOPEKTOP 3
HaBYAJIbHOT poOOTH J{HIMPONETPOBCHKOI akajaeMii My3uku iM. M. ['iHkH

CaaBcbka Bagepis  AmnartouiiBHa, MaricTpantka Kadeapu
«OpkecTpOBl  1HCTpyMEHTH»  JIHIIPOMETPOBCHKOI akaaemii MYy3UKH
M. M. ['minkn

TeMOp CTPYHHHX iHCTPYMEHTIB Yy MPOCTOPI XYIA0KHHOI'O
excnnepumenTy Makcuma Kosiominns

MeTo10 CcTaTTi € BUSBICHHS OCOOJMBOCTEM TPAaKTyBaHHS TeMOpy
CTPYHHUX 1HCTPYMEHTIB B €KCIIEpUMEHTaJbHUX TBOpax Makcuma
Kosomiitigt, TBopua Oiorpadisi sIKOro HaCM4eHa B3a€MOJII€I0 BUKOHABCTBA,
KOMITO3UTOPCHKOT pOOOTH Ta aKTUBHOT'O MPOCYBAHHS Cy4aCHOI YKPaiHChKOT
My3UuKHU. bararorpanHa XyJqo>kKHs €pyluilisi aBTopa BiJoOpaxkeHa y Horo
BIIYYHUX Ta TOHKMX KOMEHTApPSX MPO CBOIO TBOPYICTh, Y (POPMYITFOBAHHSIX
CBOIX €CTeTMYHMX MNpUHIMMOIB 1 (dinocopcbkux mnorasais. Haykosa
HOBHM3HA TIPE3CHTOBAHOI JOCTIAHHUIIBKOI CTaTTI MOJSATAE y TOMY, IO
TBOPYICTh IILOTO KOMIIO3UTOpPA BIIEpIlI€ BUCBITIEHA Y CY4aCHOMY
MY3HUKO3HABCTBI Y HaJJAHOMY aCIEKTi, 110 I03BOJIIE€ PO3TOPHYTH MOJAJbIII1
HAyKOB1 PO3BIJIKK CTOCOBHO TEMOpPOBOI0 €KCIEPUMEHTYBAHHS y CydacHi
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aKaJIeMIuHIM YKpaiHChKiH My3uill. MeToau AOCTiAKeHHsI BKIIIOYAIOTh
€JIEMEHTH TIOPIBHAIBHOTO, (PYHKIIIOHATBHOTO Ta CTPYKTYPHOTO IiAXOIIB.
3a3HauyeHl HAyKOBlI METOJU JO3BOJIMJIM BUSBUTU MEBHY KOMIIO3UTOPCHKY
€CTETUKY II0J0 TeMOpY TMOpPIBHSHO 3 IHIIUMH aBTOpamMu. BucHOBKM.
Haii0inpn xapakTepHi OCOOJIMBOCTI TpakTyBaHHS TeMOpy Makcumom
KoustomiiitieM BiinoB11al0Th IPOBIIHUM SICKPABUM TEHIACHIIISIM TEMOPOBOTO
MUCJIEHHS CYy4aCHOTO MHUCTEITBA 1 BOJHOYAC MaIOTh OCOOJUBY aBTOPCHKY
MO3UIIII0, siKa ToJisirae 'y (utocopiyHOCTI MY3WYHOTO BUPAKEHHS, HOTrO
BUTOHUYEHOCTI Ta CTPYKTYPHOCTI, BUSIBIICHHI HOBOTO 3By4aHHsI TeMOpY 3a
PaxyHOK apTUKYJIALII, TUHAMIKH Ta PUTMY, a TAKOX YaCOBUMIPIOBAILHOTO
MeTpy. Y moaioHoMy TpakTyBaHHI yacy Makcum Konomiens Onu3bkuil y
CBOIX IMOIIyKaX TakuM BiloMuM (paHily3bkuM aBTopam sik B. Jleni,
®. Jlepy, mpu 1IbOMY MapagOKCAIIbHO TOEIHYIOUM HEPETYJSPHICTh Ta
MOBTOPHICTh pUTMIYHUX (iryp. OcoOMMBOTO 3HAUCHHS HAOYBa€ XyI0KHS
TISUIBHICTh  BUKOHABIIIB TBOPY, $Ka, 3TIHO 3 BHUCJIOBJIIOBaHHSIM
KOMIIO3UTOPA, JOMOBHIOE MPOLEC CTBOPEHHS My3uku. CrienudiyHa TBopUa
po6oTa 3 BUSBICHHSIM TEMOPY JT03BOJISIE PO3MIsAaTH TBIp «DIirypu cBITIIa»
B aCTeKTI HOBUX XYJI0KHBO-BUPAKATBHUX MO>KJIMBOCTEH
IHCTPYMEHTAIBHOTO MOJIJIOTY.

Kniwowuoei cnoea: excnepuMeHT, TeMOp CTPYHHUX I1HCTPYMEHTIB,
TeMOPOKOJIOPUT, (DYHKIIISI TEMOPOCTBOPEHHS.

XananaeB Cepreid BurtajnbeBu4, KaHIWAAT HCKYCCTBOBEICHMUS,
no1eHT, npodeccop kadeapsl «OpKeCTpOBbIE HHCTPYMEHTBI», TPOPEKTOP
1o yueoHo# padote JIHemponeTpoBCKOil akafeMuu My3bIkd UM. M. I TuHku

Caasckass Banepusi AmHaTtobeBHA, MaructpaHTka Kkadeapsl
«OpKecTpOBbIE HWHCTPYMEHTHI» J[HEMPOMETPOBCKON aKaJIeMUH MY3bIKU
M. M. [ muaKmn

TemOp CTPYHHBIX HHCTPYMEHTOB B MPOCTPAaHCTBE
XyA0KeCTBEHHOTI 0 YKkcnnepuMenta Makcuma Kosiomoiina

Heabro craThbu SBISIETCA BBISIBICHHE OCOOCHHOCTEH TPAKTOBKHU
TeMOpa CTPYHHBIX MHCTPYMEHTOB B 3KCIIEPUMEHTAJIBHBIX MPOU3BEICHUSIX
Makcuma Komnomuiiiia, TBopueckass Ouorpadus KOTOpOro HachIlIeHa
B3aMMOJICICTBUEM  HCIOJHUTEIBCTBA, KOMIIO3UTOPCKOW pabOThl U
AKTUBHOTO  MNPOJBMKEHUS  COBPEMEHHOM  YKPAMHCKOM  MY3BIKH.
MHororpanHas Xy/105K€CTBEHHAs SPYIULIUS aBTOPA OTPAKEHA B €70 METKUX
U TOHKMX KOMMEHTapHusiX O CBOEM TBOPYECTBE, B (POPMYIMPOBKAX CBOUX
ACTETUYECKUX MPUHIUIIOB U (usiocoPpckux B3risnoB. Hayunasi HOBU3HA
CTAaThbU 3aKJIIOYAETCSA B TOM, YTO TBOPYECTBO 3TOTO KOMIIO3UTOPA BIEPBBIE
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OCBEIIEHO B COBPEMEHHOM MY3BIKOBEJICHHM B JAHHOM aCHEKTE. ITO
MO3BOJIIET  PAa3BEPHYTh JAJNbHEMIINE HAYYHBIE HWCCIEIOBAaHUS IO
TeMOpPOBOMY PKCIIEPUMEHTUPOBAHUIO B COBPEMEHHOMN YKPAaUHCKOM MY3BIKE.
MeTtoabl McCaeA0BAHMS  BKJIIOYAIOT DJIEMEHTBl  CPAaBHUTEIBHOTO,
(YHKIIMOHAIBHOTO W CTPYKTYPHOTO TMOJXOJOB. YKa3aHHbIE Hay4YHBIC
METO/Ibl TTO3BOJIMJIN BBIABUTH OINPEICICHHYI) KOMIO3UTOPCKYIO 3CTETUKY
OTHOCUTEJIbHO TeMOpa MO CPaBHEHUIO C JPYTMMH aBTOpaMu. BbIBOABI.
TpakToBka TemOpa Makcumom KomomwuiilieM COOTBETCTBYET BEAYIIUM
SPKUM TEHJICHIIUSM T€MOpPOBOTO MBIIUICHUSI COBPEMEHHOTO MCKYCCTBa U
OJTHOBPEMEHHO HMMEET OCOOCHHYI0 aBTOPCKYIO TMO3HUIMI0, KOTOpas
3aKIo4aeTcs B PUIOCODUYHOCTH MY3BIKAIBHOTO BBIPAKEHUS, €T0
YTOHYEHHOCTU U CTPYKTYPHOCTH, BBISIBJIEHUM HOBOT'O 3By4aHUs TeMOpa 3a
CYET apTUKYJALUA, TUHAMUKA U PUTMA, BPEMSIU3MEPUTEIBHOCTH METPA,
KoTopas co3naet 3PGeKkT KOHTHHYyyMa. B 1mog00HOM TpakTOBKE BPEMEHH
Makcum Komomuery OIuM30K B CBOMX HCKaHUSIX TakKuM (QpaHIy3CKUM
agpTopaMm Kak B. [Ipuau, O@.Jlepy, npu 3TOM MNapagoKCalIbHO coOYyeTas
HEPETYJSIPHOCTh U TIOBTOPHOCTh pUTMHYECKUX Puryp. Ocoboe 3HaUeHHE
NpuoOpeTaeT JESITEILHOCTh HCIOJHUTENCH MPOU3BEICHUS, KOTOpas,
COTJIACHO BBICKA3bIBAHUIO KOMIIO3UTOPA, AOIOJHSIET MPOLECC COUYECTAHUS
My3bikn. Cnenuduueckas paboTa C BBIABICHHEM TeMOpa MO3BOJISET
paccmarpuBath TmpousBeacHue «Durypsl cBeTa» B aCMEKTE HOBBIX
BO3MOKHOCTEW HHCTPYMEHTAIIBHOTO MOJIMIIOTA.

Kniouegvie cnoea: >KCTIEpUMEHT, TEMOP CTPYHHBIX HUHCTPYMEHTOB,
TeMOpPOKOJIOpUT, (DYHKIIUSI TEMOPOOOpa3oBaHMUs.

Statement of problem. The substance and forms of the modern
artistic experiment is one of the topical object of research in the
contemporary study of art. Certain indefiniteness of the "experiment" notion
and its cognation to the "innovation" notion require some clarification in
particular at the expense of investigation of the author's decisions. The
experiment in music of XX - XXI serves as an artist's right to realise the
individual tasks and own ideas which in one way or another fit within the
cultural "mosaic”. Each author can explain and comment the experiment
interpretation, therefore a space for the modern experimentation seems to be
almost chaotic and beyond the power of scholarly comprehension. Quite
often the views of the authors who went in history as masters of the artistic
experiment are opposite in their attitude towards it. I. Stravinsky gave the
following opinion of the artistic experiment: ,,The experiment means
something in sciences but nothing in musical composition” [9, 281]. John
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Cage thought of the experiment as a mental necessity of experimentation for
a human, as grounding for aleatory music technique: ,,If not striving for
extremities one gets nowhere; | am interested only in that | know nothing
about. The open mind enjoys that” [3, 284]. Thus, the ,,experiment” notion
in the contemporary music requires further thorough study and
specification.

The topicality of the chosen theme is based on a necessity to study
the contemporary Ukrainian music in its experimental manifestations in
particular those connected with one of the most active parameters of the
modern composition — the timbre.

Review of literature. The problems of timbre and its functioning in
the contemporary Ukrainian music are dealt in the works of Makarenko [3],
L. Manafova [4], M. Mymryk [5], I. Savchenko [7]; general issues of timbre
development of the contemporary music are analysed by I. Godina [2],
O. Radvilovich [6], I. Usachova [8], M. Shabunova [9].

The purpose of the article is to identify the peculiarities of
interpretation of string instrument timbre in the space of compositional
experiment of Maksym Kolomiyets. The research object is investigation
of the timbre in the contemporary Ukrainian instrumental music, the subject
— the specific timbre into the musical compositions by Maksym Kolomiyets.

Basic material. The unprecedented convergence of the art and science
in sphere of thinking and principles and ideas exchange in the modern
culture open new possibilities of separation of the experiment area with
account of numerous approach angels, artistic position and concepts with
respect to its essential features. The specific marked purpose of the art of
XX - XX1 centuries — is representation of ideas which touch upon the core
of human existence and at the same time have the strong substantiation or
deep analogies in science. There have already become classic the parallels
of the modern art with theories of physicist M. Planck and N. Bohr,
comparison of rayism of M. Larionov and gestalt psychology, analytic
painting of P. Filonov and study of microworld, actual imaging of the
energy distribution in the atom nucleus of Pollack, Wolsey, Henri Michaux
and Georges Claude (idea of A. Gehlen). dialogue theories of a culturologist
and philosopher V. Bibler and bifurcation theory of 1. Prigogine in
synergetics, biomimetic architecture, etc.

In regard to the musical art - there are lots of examples among which
the famous work with a sound of lannis Xenakis. The author created timbres
of the necessary density through the sound overdubbing and the frequency
of their entrance was usually calculated by laws of ,,Brownian motion” or
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random walks, the density according to the law of S. Poisson and velocity /
duration — to the law of C. Gaul3.

The creations of the modern composer,oboist, organiser and co-
founder of the ,,Nostri Temporis” band, the author from Kyiv, Maksym
Kolomiyets — the bright example of implementation of the experimental
ideas. His composer's education gives all grounds to consider his works in
actual contexts of the modern art. Studying of composition at Johannes
Schollhorn's Hochschule fiir Musik und Tanz K&In (Germany), participation
in courses of the "Compositional technique" summer school in Ohrid,
Macedonia, active concert activity, participation in the ,,Modern art of
Ukraine” biennial (Kyiv, 2004 ) — all this and many other draw attention to
the works of this artist. In 2007 together with the composer and pianist
Oleksii Shmurak, he founded the band of modern music ,,Nostri Temporis”,
and in 2014 — the baroque music band. In 2017 Kolomiyets — a curator of
music programs for Gogolfest (Kyiv), the active participant of the multi-
disciplinary projects, which combine music with pictorial art, spatial and
literature art. In numerous interviews, the composer emphases that a purpose
of projects like Gogolfest is to introduce the Ukrainian music to the world
context. His multifaceted artistic erudition is reflected in his incisive and
precise comments as for his work, formation of his aesthetic principles and
philosophy. Even the list of the composer's music titles which are the
specific indicators and navigators of the experimental direction, speaks for
the unordinary philosophy and conceptual search of the author: ,,A window
behind the window”, ,,Charred ruins of the frightened rainbows”,
,,Compressed light”, etc.

Let us consider a composition of ,,Light figures” for oboe, violin, viola
and piano (2009) with participation of string instruments from the
experiment standpoint. The foreword to the composition at the same time
serves as a prompt to the performance method and certain content: ,,Singing
in a light, elastic and soft sound as a flabby dough that sticks to fingers, the
complex forms can be found easily. The flattened, volume, extended and
straightened sleeping forms, piled up and forgetting everything” [13]. When
talking with the article author, the composer pointed out that the
composition was performed 5-6 times and each time in course of
performance he changed something in the music scores.

In addition, the great importance for him acquired the consonances
(called by the author as harmonies) meaning the vertical coordinate of
texture which is transparent and precious in the composition by layout. Such
interpretation of the texture vertical correlates for example with the
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respective means in music of E. Denisova: ,,It is about the texture and
harmony complexes enriched with articulation, register and dynamic
elements as a base of the modern sonorant technique. In conditions of the
timbre modelling they have another function: now it is not only the timbre
replacement but a method of its reproduction, reproduction of the specific
paint of sounding” [5, 16].

Between the ,,falling” sounds of the strings there is a partial regularity
(because of the inconstant occurrence): ascendant, different register
homophonous motives are met by their inversion descendant variants. This
space intervals are not felt as usual intervals, they are the independent
instrumental ,,word” that creates this quiet theatre. If to rely on the current
investigations of the semantic significance of the timbre colour in music of
XX-XXI centuries, it is worth to remind of a concept of the articulation
significance as a dramaturgical component of a composition, its timbre
creation function [5].

Definitely, this work is a feeling of the time extension that accentuates
the meaning of each sound. It is also denoted by the Adagissimo tempo
mark. The paradox of consonance regular movement or arabesque passage
arises out of the constant internal irregularity and changing meters. The
composer in a masterly manner applies the ,,Klangfarbenmelodie” effects
for a specific calling of timbres and their almost hearable talk. ,,Considering
that the timbral transformations of the same sound may be perceived as an
equivalent of the melodious sequence, the modern composers transform the
timbre-sound colouration to the structural element of the musical
composition. A special sphere of the "klangfarbenmelodie™ — is achieving
the effect of the sound timbre repainting on the principally one-voiced
instruments. For creation of the "klangfarbenmelodie", the composers use
the octave jumps between the notes” [6].

A special attention should be paid to the author's instructions, in
particular for the stings: flageolets, sul ponticello, sishbigliando (in a
whisper), demand to play without vibrato and thereby reach the ,,bodiless”
sounding. On a ,,provisionally developing” stage of the composition, all
instruments start to ,,voice” the sounds by trills reminding vibrations of the
light wave. We qualify these denominations as so called ,,denominations-
names” (by terminology of O. Mikhailov) which, according to the scholar's
investigation ,.,embracing the "body" of the composition in whole”, are
similar to the ,,dashed worded plot written by dash” [7, 123].

All timbres, especially of the strings given in the untraditional
sounding when the performance method by itself is not typical for them, but
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rather on the contrary, is unusual. The timbre line which in one way or
another assigned to this instruments exists only as a "memory" of the timbre
being exactly that ,,mellowed” by the author. The main tendency is to create
the practically mono-timbered band from the multi-timbered one that
requires the strong band feeling from the performers. In this case it can be
affirmed that the composer opts for so called timbre imitation that allows an
instrument to reproduce any soundings including overtone ones at the
expense of flageolets.

Conclusions. Maxim Kolomiyets' interpretation of the timbre of
string instruments in particular violin, viola of corresponds to the leading
bright tendencies of the timbre thinking of contemporary art and at the same
time has an established author's position, which consists in the philosophical
nature of musical expression, its sophistication and structure, revealing a
new sound of timbre due to articulation, dynamic and rhythm. The author's
term of ,,Sleeping forms™ is not only metaphoric but also very incisive for
understanding of the compositional process. There the strings play a role of
the quiet voice many times reflected in other timbres. The nature of this
voice survives under the ,,pileup” of the sounding time.

Outlook for further researches on the stated theme implies
investigation of the timbre experimentation with the string depending on the
genre and style regularities of different levels.
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