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Abstract. The stylistic dynamics of formation and professional perfection of piano works by Transcarpathian composers of the 20th
and early 215t century is studied against the background of stylistic processes of the entire 20th century. At the same time, the connec-
tion with the most important context—the classical (academic) experience, historically marked by certain style paradigms—is under-
lined. It has been established that such strategy was regionally specific, with the “will to style” causing the symbiosis of stylistic eide.
In particular, it has been proved that original impulse for the formation of stylistic dominants of piano creativity by the Transcarpathian
composers of the first half of the 20t through the beginning of the 215t century turned out to be modern styling, as well as the allusive
way of developing a style with a tendency to romanticism.
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Problem statement. In general, determining stylis-
tic dominants of piano creativity by the Transcarpathian
composers of the first half of the 20t through the early
215t century has research significance and practical neces-
sity. On the one hand, these piano pieces are an integral
part of the professional experience of the Ukrainian mu-
sical tradition; on the other hand, it is, in fact, a special
segment, which has its own historical dynamics of pro-
fessional formation. Emergence of the Transcarpathian
Composing School (within the province of Galicia) is
associated with the fact of receiving professional mu-
sic education in the cultural centers of Western Europe.
For many Ukrainian composers from the Western Ukraine
Prague became such a center. Among the Transcarpathian
composers, Dezideriu Zador (1912-1985), the founder
of the Transcarpathian Composing School, studied there
in the early 20th century. In European and Ukrainian mu-
sic, formation of composing schools has been already un-
derway. However, Transcarpathia is a special region, where
the confrontation of state interests of neighboring coun-
tries was intense; such situation did not benefit the de-
velopment of the musical life in the region. Therefore,
the strategy turned out to be regionally specific, its logic
is sometimes metaphorically called the “catching-up syn-
drome”. At the same time, it meant the connection with
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the most important context—the classical (academic)
one—experience, historically marked by certain style par-
adigms—from Baroque to Modernism. For example, if we
consider the establishment of Ukrainian national com-
posing school, headed by M. Lysenko, to trace its forma-
tion, this will be a process that extends until the 1930s.
Moreover, it was rather intense “elaboration” of the teach-
ings by Ukrainian classics “to look around”—to focus
on historically relevant stylistic “movements”. Accordingly,
impressionist (V. Barvinkyi, L. Revytskyi), expressionist
(N. Nyzhankivskyi, B. M. Liatoshynsky) and other stylis-
tic models permeated into the creative work of Ukrainian
composers at the beginning of the twentieth century both
in the West and in the East of Ukraine. They (following
the instructions of Ukrainian classics) were subject to ap-
probation under the guise of borrowings and subsequent
incorporation to the “national identity” (M. Lysenko’s
statement).

Thus, in relation to piano creativity of the composers
of the period, there is a practical sense in establishing its sty-
listic eidos (a matrix) on the background of style-forming pro-
cesses in the context of the whole twentieth century, which is
considered to have the strongest dynamics of style changes
and innovations in style creation within the history of music.
Hopefully, this will give an opportunity to objectively evalu-
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ate the personal contribution of the Transcarpathian compos-
ers to the establishment and development of the Ukrainian
professional musical tradition.

Objectives of the study. First of all, it must be empha-
sized: until this day, the question of the strategy of stylistic
processes in the musical work of Transcarpathian compos-
ers did not constitute a special subject of research. This can
be explained by the fact, that previously, while restoring his-
torical memory, facts and names was prioritized. This caused
the emergence of rather modestly scientific, popular “creative
portraits”: they gave access to general information about
Transcarpathian composers. Therefore, the essence of the re-
search problem is to find out the leading algorithms of sty-
listic process in piano creativity of the Transcarpathian com-
posers of the first half of the 20th through the early 215t cen-
tury, since there is an opportunity to represent its diversity.

Presentation of the main research material. Regarding
the definition and diagnostics of the actual style domi-
nants of piano creativity of Transcarpathian composers
of the second half of the 20th through the early 215t century,
first of all, we should consider the urgency of stylistic tenden-
cies for the twentieth century as a whole. The idea of “dehu-
manization of art”—the phenomenon of changed, stylized
reality— was generated by the intentional thinking and hu-
man consciousness. Its (real) inclusion lies in the intellec-
tual sphere of life, according to the definition by J. Ortega
y Gasset.

It should be noted that all the latest phenomena con-
stitute the idea of innovation; therefore, the era (or, indeed,
the age) of Modernism includes not only expressionism,
but also impressionism: both became the starting points
for the history of innovations and radically changed the con-
tent of art. As it is well known, this was the period when cre-
ative initiatives of professional composers rejected everything
traditional; numerous manifestos denied any connection
with realism. Instead, the intentional nature of the creative
process promoted the “intellectual game”, which is exactly
the opposite to the logic of styles, which emphasized drama
of social movements or deep religious or philosophical trends
(in this way, at least, all of the known historical styles were
formed—Baroque, Classicism, Romanticism). Therefore,
the general “modern” art—Modernism (from the French
modernisme, from modern—the latest, modern; modo—
just, recently) had several dominant stylistic eide. In fact,
the “impetus” of Modernism (actually the twentieth centu-
ry) should be considered a “modernist situation”—a stylis-
tic phenomenon that has gained various names in the con-
text of national European cultures: jugend style (Austria),
decadence (Russia), secession (France, Poland, Ukraine).
In the shade of the age, impressionism, symbolism, ex-
pressionism with its neoclassical style orientation, as well
as the first sprouts of avant-garde, futurism and neo-prim-
itiveness germinated. Avant-gardism should be considered
an epicenter of Modernism, when fundamental ideas reached
the high point in their development. Avant-garde has under-
gone three phases in the process of its own evolution: classical
(technologies of “concrete” and “stochastic” music, variable
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meters, serialism, pointillism), transient (sonorism and ale-
atory music) and post-classical (technology of “open” mo-
ment-form, instrumental, instrumental theater, “minimal”
and “concentric” music). At the same time, the individual
phenomenon of the Modern age is the non-stylistic “fore-
men” of musical creativity: neoclassicism, neo-folklorism,
neo-baroque, neo-romanticism, neo-impressionism. That is
why, as for the 20th-century musical creativity, it is general-
ly important to understand it through in the light of the “will
to style”, which, by means of a stylized reality, is formed under
the guise of “higher algebra metaphor”: the metaphor as an or-
nament does not cover the reality anymore, but is a gener-
al rule of defining the “face” and the purpose of contempo-
rary art. It embodies the “idea as a subjective scheme” that ex-
ists in the abstract (pure and transparent) form and is en-
tirely focused on internal, subjective images (the definition
by J. Ortega y Gasset [3]).

Centering on romanticism was such a subjective
way for the Transcarpathian composers of the first half
of the twentieth century was. It was mentally implicit sign
of psychic self-organization, which made it possible to flexibly
change its structure in accordance with changing conditions
of will to a certain style on the basis of inverse relations. Thus,
on the one hand, there was a tendency to master the academic
writing experience (classical genre and compositional struc-
tures) in the piano creations of Transcarpathian compos-
ers of the first half of the twentieth century; but on the oth-
er—there is a will to stylize this “historical reality” (the clas-
sics) in the discourse of centering on romanticism. Hence,
the feedback to the stylized reality turned into a “play” with
stylistic archetypes—their “digestion” in the body of eth-
no-national identity of the world.

A striking example of such an eidetic form of stylistic
process is the Etude C-minor by Desideriu Zador (1952):
it has a typical modernist (secessional) style model, based
on the author’s stylization, characteristic of post-roman-
ticism. At the same time, it contains a distinct mental im-
age-concept in its dynamic structure. The algorithm for cre-
ating an eidetic form of the style of this work is a kind of work
‘on a model” (“under” the historically known author’s style),
which is carried out by relying on psycho-behavioral invari-
ants of the mental-archetypal content of the ethnic form
ofidentity—the fiery spirit and, at the same time, the spiritu-
al integrity of the Transcarpathian people. Thus, the stylistic
attributes of Etude C-minor by D. Zador define the algorithm
of assimilation of several mentally distinct figurative systems:
Chopin dramatic impulses, the Scriabin’s pathos, the voli-
tional strain of the Beethoven themes, and even the sound
urbanism (as in the music of L Sravinsky or P. Hindemith).
Moreover, the listed allusions (indirect quotations, hints),
which identify the sound in the measurements of the stylis-
tic character of the historically known patterns of the themes,
are amplified (with an exaggerated effect) by means of a “mes-
sage” about a certain “something”. This “something” specu-
latively consists of an ambivalent composition of the image:
on the one hand—creativity (pathos virtuosity), dramatic
and even heroic bursting and powerful will; on the other—
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downward emotions of humorous lyricism. Moreover, the lat-
ter are the key moments of composite form, the dramatic (se-
mantic) structure of which is provided by penetrative differ-
ences and displacements in the values of the image (taking in-
to account even the final “point” of the work). Consequently,
in the case of direct stylistic allusions, D. Zador’s position is
semantically decoded from a certain distance, which provides
a high degree of freedom from the direct “signs” of stylistic
experience and their transformation into an object of intel-
lectual contemplation.

Unlike the Etude by Desideriu Zador, where the individ-
ual style of traditional European piano music style was deci-
sive, Impromptu by Ishtvan Marton (1964) makes it possi-
ble to speak of purely modernist trends with the “expression”
(not “vision”) of their perception of a spiritually degraded
world. Let us recall, in particular, that Expressionism radical-
ly changed the sound form of the musical matter, provided it
with emancipated dissonance, atonality, replaced the system
of serialism, and the like. All this was necessary to change
the angle of expression: sub-text, mostly ironic and sarcastic,
pathologized the vulnerable neurotic expression. Moreover,
changed the “tone of intonation” (the term by B. Asafiev)
that Arnold Shenberg, head of the Novovydensky’s school,
derived from the Schprechstimme (speech intonations)
idea. Let us also recall the judgments of musicologists
concerning the changes in the sound image of the piano
of the twentieth century towards its shock nature (mecha-
nism of the piano—keyboard acoustic). All these reminis-
cences with regard to the aesthetic expressionism program
were necessary in order to specifically define the peculiari-
ties of the analysis and performing interpretation of sound
forms of Impromptu by Ishtvan Marton. The thematic ma-
terial of this work needs recitation articulation; the mislead-
ing presence of F. Schubert’s individual-style manners of im-
promptu or any association with romantic piano music are
to be approached with caution; it is important not to confuse
classical transparency with crystal fragility, etc. Otherwise,
again, the real object of reproduction must be the imaginative
system of the composition: in this case, it is the ratio of vul-
nerability of the alienated subject and the inexorably terrible
destructive force from the outside that needs an impeccably
probable tone-style of articulation of sound forms and psy-
cho-emotional bends in the figurative system of the work.

Later on (in the second half of the 20th century), the sty-
listic dominant of piano creativity of the Transcarpathian
composers appears to be a typical modernist guide-
line of “will to style”. First of all, these are neoclassical
and neo-folkloristic projects that have already synthesized
their own post-romantic experience with the latest technol-
ogies in the creation of musical material, which have substan-
tially changed both nature and the structure of artistic im-
agery. For example, among the piano works of D. Zador, his
Sonata (1960) is distinctive as a typical neoclassical creative
project, which, following creative experiments by the leader
of the Novovydensky school of Arnold Sherberg, represents
a remote allusion to the historical time, when technique
of linear principle of writing was dominant in the polyphon-
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ic system of musical thinking (including the model of “strict
style” in addition to imitation techniques). Sonata as a genre
form in the version of D. Zador is far from the classical roots:
it does not involve a typical (as perfect / classical) causal,
that is, the causal principle of figurative semantic structur-
ing, which as a way of organizing the image of the world is
often replaced by so-called the plot principle of storytelling
(for example—in the Sonatin by Filaret Kolessa [S, p.36-
38]). However, the semantics of the genre form of sona-
ta (from the Latin sonare—sound) occurred: it was para-
bolic (with sharp displacements in the meanings of the im-
age) by organized relations, which at one time determined
the type of solid-component (another name—contrasting
component) of the compositional form of Prelude and Fugue,
Current and Fugue, etc. Thus, the chosen tactic of semantic re-
lations saved the composer from the need to lay a grammati-
cal basis of the classical sonat-symphonic cycle—in the sense
of its internal divisibility into the constituent parts, where
each of them is loaded with a fully concrete dramatic func-
tion according to the semantic system of hypostases (active
Man, Man in contemplation, social Man). Instead, the au-
thor clearly follows the dramatic formula “inito: motus: ter-
minus”, where the first dramatic segment (subject-epigraph)
is implemented in a large-scale summary—it is an intona-
tional formula in the tone of a declamatory type of inquiry
(the linear perspective of scaling the acoustic complex from
semantically significant interval relations—m.7, zb.4, zm.5)
embodies the semantics as a rhetorical “Cvo wadis?/Where are
you riding?”; and the latter translates into meaningful seman-
tic attribution “three points” In its turn, a significant place
in the compositional form of the work is occupied by the so-
called inter-human focus, which distinguishes rhetorically-ac-
curate tone-intonation of laconic thematic formations with
the addition of hidden polyphony and their textured (lin-
ear) bias in response. All this is spectacularly wrapped in fig-
ures in the manner of prelusion, which are generally close
to the impressionistic manner of the creation of musical mat-
ter and constitute a separate suggestive configured back-
ground. Accordingly, the zone of dramatic segment of “mo-
tus” seems to absorb all the large-scale space of the composite
form of the Sonata by D. Zador: “beaded” scattering of sound
phenomena, from which somewhere unknowing “flare ups”
(as in the Anton Webern’s music) seemed to appear; rhetor-
ical inquiries prove it to be a special type of figurative work
that can be compared only with meditative practice and in-
tellectual contemplation, which determine the intellectu-
al nature of the spiritual transformations of the modernism.
Therefore, among the “sound forms / ideas” of the work,
the crystalline matter of figures and rhetoric is a rather con-
trasting pair of meanings that semantically form a “code”
of the values of alarming modern world.

After that, it is reasonable to consider a sample
of the neo-folklore project, which at the same time presents
a connection with the discourse of the neoclassical style design.
That would be Carpathian Capriccio for piano and orches-
tra by Victor Telichko (2001) that, on the one hand, fol-
lows the semantics of the classical experience of the genre
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form (letters: whims, caprices, the spectacular unexpected-
ness of the reversal of thought); on the other hand——con-
tains ethnographic stylization of the genre semantics in the man-
ner of avant-garde sonorism (phonical-sound projects). Above
all, the obvious manner of theatricalization of the proj-
ect itself should be noted: from the introductory section
and the subsequent division of the compositional and dra-
matic work plan for three “performances”: “dance”™—“pas-
toral lyrics”—“dance + view”. In general, this means that
the semantic decoding of the design of this piece and its sty-
listic means should be based on purely timbral and stylistic
characteristics (especially rhythmical), which sign the musi-
cal thematism, since it is not so much about the quoted in-
troduction of a certain folk material, but about the acoustic
reproduction of the atmosphere of the exuberance of a cer-
tain folk lexis against the background of the Transcarpathian
spiritual landscape. In the introductory section (the effect
of the opening of the theater curtain) there is a chaotic sound
mass, over which sound forms a powerful, almost grandiose
trembling. This is semantically equated with cluster-con-
taminated (“polluted”) emotional cascades of the piano part
and “song” (as if “in the distance”) of the parts of the horns
with the following “formidable curses” and the enthusias-
tic group of string instruments. Subsequently, the actual “ac-
tion”—“dance” (synthesized types of kolomyjkas and tropo-
tyanki)—reveals the semantics of the vital force of the peo-
ple of the Transcarpathian region. Generally, this is a rapid
stream of emotions and play with rhythm formulas, in which
the interchangeable tutti, piano figures and timbrally person-
ified party of the ensemble of horns are preferred. The next
dramatic stage of the compositional form (“second act”)
is the pastoral center of sounds in the manner of sensual
and gentle and at the same time lyrical reflection of the pas-
toral Rachmaninoff’s sketches-paintings (especially in the ver-
sion of his piano concerto No. 2). At the same time, the vi-
sual key to this “pastoral” picture as an image of “grace” is
the semanteme of “singing in the mountains”, which is mod-
eled by the party of horns. A sharp intrusion of the titan-
ic mass of the tutti of the whole orchestra begins the third
(final) action of the Capriccio. As in the initial stage, his se-
mantics is drawn to the “dancing” element—a sing that has
a taste of spiritual “petra” (according to Ukrainian philoso-
pher G. Skovoroda—the stone, the root) of the ethnic group
of Transcarpathians in their invincible spirit, which is also
symbolized by the Transcarpathian landscape. Herewith, dif-
ferentiated orchestral groups and general accented synco-
pated rhythms find themselves in captivity of the invoking
type of intonation—as a sign of the durability of life, which
is endlessly “rotting”.

Therefore, it is necessary to emphasize: any released
project is an embodiment of the idea of global cultur-
al synthesis, resulting in heterogeneity (inhomogenui-
ty) of the stylistic model and its accompanying concept
of mixed style. Hence, the well-known thesis: the twen-
tieth century is the century of interpretations. However,
the literal meaning of this statement should be understood
as the idea of global cultural synthesis. That is, neo-style is
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a specific system of styling of a certain “known” in the dis-
courses of the author’s style and the classical musical con-
sciousness. Therefrom comes the semantic content (mean-
ing) of the concept “type of interpretive style” (definition
of V. Medushevskyy [2, p.9]). All this is the latest meth-
od of stylistic process based on an abrupt “return” of atten-
tion to the past (neo-classical, neo-baroque, neo-folklorism,
neo-romanticism, neo-impressionism, etc.), which are often
replaced by the term “polystylistics”—in the sense of “mix-
ing” the immanent (historically known and modern) stylis-
tic attributes. However, even the combination of the old (ar-
chetype, tradition) and the modern is not formal: not only
the vector but also the “pole” of the style attraction is of fun-
damental importance: for example, working in the “model”
of the Haydn Symphony, S. Prokofiev does not cease to be
a “modernist”; accordingly, working in heterophonic mod-
els of strict style, A. Schnittke remains to be “avant-garde”’,
etc. Itis important, therefore, to understand that the unprin-
cipled model of creativity is a type of stylistic design, carried
out through personal identification with a certain archetype
(archaic, historical style) and the means of the latest technol-
ogy of musical composition. The result of this modeling is
“correspondence in the space of eternity”—an infinite into-
nation continuum of world musical ideas, which in the lan-
guage of the academician V. Vernadsky is the “spiritual shell
of the Earth” or the repository of thoughts of historical ex-
perience in general.

Finally, among the stylistic dominants of piano creativity
of the Transcarpathian composers of the first half of the 20th
through the early 215t century is the algorithm of postmodern
idealization—a thought formation, when, on the one hand,
the idea of global cultural synthesis (in the sense of reinterpret-
ing the general cultural experience) is realized in the most
obvious way; on the other, the will to abandon any innovative
experiments in the field of the creation of sound matter is adopt-
ed, which O. Kozarenko expressed in his call “Get away from
the absurd!” [1]. After all, the man-made progress of civili-
zation, after reaching the peak of inventions, suffering devas-
tating effects, and exclusively cultivating the dynamics of in-
novative experiments, is doomed to spiritual degradation.
Perhaps that is why, after the impressive triumph of Wagner’s
“opera projects’, there is impressionism with its “pure” aes-
thetic contemplation; and after the aesthetics of expression-
ism comes the postmodern practice of idealizing cultural
traditions, which is also combined with lustration of “offi-
cial / ideological” on the status of the recent (Soviet) sys-
tem of creativity (the method of socialistic realism). In oth-
er words, postmodern is not so much a stylistic as a multicul-
tural phenomenon between the second and third millennia,
structured “as a result of” insane innovations, “jumps” into
the unknown with the intention to identify the archetypal
“concept of Man’, and therefore enveloped in a value relation
to the spiritual and ethical beginning.

Among the indicative in this sense (idealization of cul-
tural traditions) should be Dandis Reg of Victor Telychko
for two pianos: according to the plan, it is, so to say, “styl-
ish dance” (or dance for a “fashionable man”), where the ob-
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ject of styling is the rhythm of the tap dance (redpoll sam-
ple from the C.J. Copland’s ragtime collection). However,
Transcarpathian composer interprets this dance music not
only as an object of styling the rhythms of the tap dance di-
rectly: it is rather stylized reality about an entertaining type
of culture, where beside the Copland-like tap dance, the com-
poser stylizes other stylistic variants of the entertainment cul-
ture. So, in one of the variations of the main theme, it is pos-
sible to recognize the “laid-back Odesa resident”; in the oth-
er—an allusion to the waltz; in another one—the model
of sensual liber tango by Astor Piazzolli. All these allusions
from the history of entertaining music create a peculiar sto-
ryline that completes the spectacular, bravura “European pi-
anism” of the code.

Other examples of the idealization of cultural traditions
are: a series of works in the semantics of the “fairy tales”
by Natalia Marchenkova (for example, based on the tales
of the Brothers’ Grimm King Thrushbeard) fantasy series
of phantasmagoric idealizations, where the composer does
not disregard the symbiosis of the classical and avant-gar-
de patterns of the creation of musical matter; and also,
in fact, the first for the Transcarpathian Composing School
Children’s Album by Victor Telychko (2016), which was cre-
ated in the form of romantic versions of a musical album
for youth and children (R. Schumann, P. Tchaikovsky). It is
significant that both of these examples of musical creativity,
based on the rules of the child’s worldview are impartial with
respect to the introduction of modern (sonorism) vocabu-
lary and thus open the perspective of spiritual development
of the world, free from ossified standards.

Conclusions from the proposed research and pros-
pects for further exploration in the indicated direction. Piano
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creativity of Transcarpathian composers of the second half
of the 20t through the early 215t century is a form of orien-
tation towards fully specific stylistic output matrices. Their
symbiosis (a combination of an incoherent) in a combinato-
rial way makes them not so much interconnected with each
other as focused on stylistic attraction to romanticism, which
directly intervenes in a certain style invariant of its “pure”
form (impressionism, expressionism, avant-garde, etc.). That
provides a specific refinement of the adapted priorities of aca-
demic musical thinking in the light of modern (secession) pri-
orities of eclectic stylization, in the discourse of which traces
of mastering expressive aesthetics and neo-folklorism accu-
mulate. Secession is a stylistic model, which in Soviet times
was labeled the “new folk wave”, but actually equaled the for-
mula of the “updated” historical styles (archaic + avant-gar-
de techniques of creation of musical matter = correspon-
dence in the space of eternity). The purpose of such a com-
bination is inclusion of the regionally structured creative
achievements of the Transcarpathian Composing School in-
to the space of “different identities” (K. Jaspers), where reso-
nance with similar historical systems occurs. All this is a mea-
sure of the so-called macro-individualization processes, when
the phase of a fundamentally closed form of ethnic self-iden-
tification has successfully occurred (during the early twenti-
eth century) and transformed into a higher, fundamentally
open form of national identity. Hence, the “will to style” al-
gorithms acquired by Transcarpathian composers, have be-
come the dominant style of their creative work, presenting
themselves in the postmodern age in the form of numerous
remixes and imperatives, such as “justification of the conso-
nance’, “the gathering of sound matter”, united with a desper-
ate desire for a “new” Harmony, Logic and Beauty.
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Bydok A.B.
CruaboBi AoOMiHaHTH popTeniaHHOI My3HKH 3aKapIaTChKUX KOMIO3uTOpiB XX — mouarky XXI croaiTTs

Anoranis. PosrasHyTO CTUAbOBI AOMiHAHTH GOPMYBaHHS Ta MPOPECiHOro CTaHOBACHHs GOpTeNiaHHUX TBOPIB 3aKapIATChKUX KOM-
nosuropis XX — noyarky XXI croaiTh Ha GpOHi maHOpaMM CTHAICTHYHMX IPOLeCiB Ta B 3araAbHOMY KoHTeKCTi XX croairTs. BopHOUAC,
3ayBaXkKeHO 3BSI30K i3 HAMBAKAMBIIINM KOHTEKCTOM — KAACHIHUM (axapemivEMM) AOCBiAOM, iCTOPMYHO MAPKOBAHMM IEBHUMH CTH-
AICTUYHUMM TTApaAUTMamMu. BeTaHOBAEHO, 10 cTpaTerist po3BUTKY OyAa PerioHAABHO CIIELUPIYHOI0, & «BOASI AO CTHAIO> CIIPHYMHHIAA
CHUMO0i03 CTHAICTUYHUX eHAOCIB. 30KpeMa, AOBEAEHO, 1110 IIOYATKOBHM HAIPSMOM (pOpPMyBaHHS CTHAICTHYHHX AOMIiHAHT ¢popTemiaHHo1
TBOPYOCT] 3aKAPIIATCHKUX KOMIIO3UTOPIB mepinoi mososunu XX — modarky XXI cTOAITh 6yB MOASPHICTHYHMIA, 2 TAKOXK AAIO3UBHUIT
LIASIX BUPOOAEHHSI CTHAIO 3 TSDKIHHSIM AO POMAHTHYHOTO IIOAIOCY.

Karouosi crosa: popTreniansa Mysuka, 3aKapaTTs, 3aKapIaTCchKi KOMIO3UTOPH.

Byyox A.B.
CruaeBple AOMHHAHTBI pOPTENHAHHOMN My3BIKH 3aKapIATCKUX KOMIo3uTopoB XX — Havasa XXI BexoB

AnHoTanus. PaccMOTpeHbI CTHACBbIE AOMHHAHTHI pOPMUPOBAHHUS 1 TPOPECCHOHAAPHOTO CTAHOBAEGHHSI 3aKAPIIATCKUX KOMIIO3UTOPOB
XX — nauaaa XXI BekoB Ha pOHe TAHOPAMbI CTUAUCTHYECKHUX IIPOLIECCOB 1 B 06meM KoHTekcTe XX Beka. B T0 ke BpeMst mopMedeHa
CBSI3b C CAMBIM Ba)KHBIM KOHTEKCTOM — KAACCHYeckuM (AKaAeMHYEeCKHM) ONBITOM, HCTOPUYECKU MAPKUPOBAHHBIM ONPEAEACHHBIMU
CTHAMCTHYECKHMHE TAPAAUTMAMH. YCTAHOBAEHO, YTO CTPATEr s PA3BUTHUS OBIAA PETHOHAABHO CIILU(HUIECKOI, @ «BOAS K CTHAIO> IIPH-
BeAd K CUMOUO3Y CTHAUCTHYECKUX efAOCOB. B 4acTHOCTH, AOKA3aHO, YTO HAYaABHBIM HAIIPAaBAEHHEM GOPMUPOBAHIS CTHAUCTHYECKUX
AOMHUHAHT $OPTEIIHAHHOTO TBOPYECTBA 3AKAPIIATCKHIX KOMIIO3UTOPOB [epBOit T0A0OBUHBI XX — Hayara XXI BeKOB GBIAO MOAEPHHUCT-
CKO€, KaK ¥ AAAKO3UBHBII Iy Th BHIPAGOTKH CTHASL CO CKAOHHOCTDIO K POMAHTHYECKOMY TIOAIOCY.

Kawuesvie crosa: q)OPTeHI/IaHHaSI MY3bIKa, 3aKapIIaTCKHE KOMIIO3UTOPBDI, 3aKapr1aTbe.
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