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THE SYNTHESIS OF ARTS IN THE GENRE OF OPERA-BALLET

The purpose of the work is to research the interaction and historical role of the musical, choreographic and
dramatic arts in the formation of a synthetic genre of opera-ballet. Consideration of the characteristic features of the syn-
thesis of arts is based on the analysis of the samples of this genre and its embodiment in the modern cultural space.
Methodology. Historical, comparative approaches and the method of interdisciplinary analysis have been applied, which
enables us to determine the transformation of the interaction of musical, stage and dance components of the genre of
opera-ballet. The scientific novelty of the study is to consider the genre of opera-ballet in terms of interspesific connec-
tions of musical, dance and dramatic arts. The use of the concept of a suite dance form deepens an idea of a generaliza-
tion of the genesis and ways of development of this genre. Conclusions. The analysis of the significant samples of the
opera-ballet shows that this particular genre represents a unique synthesis of arts, which enhances drama, deepens the
character of the play and creates its new image integrity. The genre of opera-ballet gives an opportunity to expose the
artistic interrelations of different artistic epochs in a new way. Successful modern performances testify to its relevance
and vitality, as well as open future prospects for the contemporary development.
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KasHauyeeBa TeTAaHa OnekcaHapiBHa, kaHOudam Mucmeymeo3Hascmea, 8. 0. doueHma kaghedpu 3az2asibHO20
ma cneuianizogaHoz2o gpopmeniaHo O0ecbKoi HayioHanbHoI My3uy4Hoi akademii im. A. B. HexxdaHoeol

CuHTEe3 MUCTELTB Y XXaHpi onepu-6anety

MeTa po60TH — [OCNIANTM B3aEMOAII0 Ta ICTOPUYHY POfb My3WYHOro, XopeorpadiyHoro i AgpamaTnyHoro Buais
MUCTELTB Y POpPMYBaHHi CUHTETUYHOrO XaHpy onepu-6anety. Po3rnag xapakTepHUX O3HaK CUHTE3y MUCTEUTB I'PYHTY-
€TbCS HAa OCHOBI aHani3y BM3Ha4YHMX 3pasKiB LibOro >XaHpy Ta Ha NOro BTIMEHHI Y Cy4acHOMY KynbTypHOMY npocTopi. Me-
Toponorisi. 3acToCoBaHO iCTOPUYHMIA, KOMMNApaTUBHWUIA NIOXOAM Ta MeTopn iHTepaAucuMniiHapHoOro aHanisy, LWo Hajae
MOXITUBICTb BU3HAUYNTU TpaHcdopMaLito B3aEMOoAil My3MYHOro, CLIEHIYHOro Ta TaHUBaNbHOrO KOMMNOHEHTIB XXaHpy one-
pu-6anety. HaykoBa HOBU3Ha JOCNIOKEHHSI NOMArae B po3rnsagi >kaHpy onepu-6aneTy B pakypci MiXXBUOOBMX 3B’s13KiB
MY3WMYHOrO, TaHLOBaNbHOro Ta ApaMaTUYHOro MUCTELTB. BUKOPUCTaHHA NOHATTSA CHOITHOI TaHUoBanbHOI hopMu nornu-
6ni0€e yABMEeHHS LWOAO y3aranbHEHHS reHesucy Ta LUNaXiB PO3BUTKY 3a3HadeHoro xaHpy. BucHoBku. AHani3 cneumdikm
NnokasoBMX 3paskiB onepun-6aneTy AO3BOMSAE BiA3HAYMTY, WO Lien 0COBNMBUIA XaHP PEenpeseHTYE YHIKanbHUA CUHTE3 MU-
CTeuTB, 3aBAAKN AKOMY MOCUMIOETLCS ApaMaTham, NOrmMbNETLCS XapaKkTePHICTbL BUCTaBKN Ta YTBOPIOETLCS il HOBa 06-
pasHa uinicHicTb. YKaHp onepu-6aneTy Hagae MOXIMBICTb NO-HOBOMY PO3KPUTU Xy[O0XHi B3AEMO3B'A3KM Pi3HNX TBOPUUX
enox. YcnilHi cyyacHi NOCTaHOBKM CBiAYaTb NPO MOro akTyanbHICTb Ta XUTTE3AATHICTb, @ TakoX BiAKpMBaKOTb nodanbLui
nepcnekTMBU A4S HOBITHBOTO PO3BUTKY.

KniouoBi cnoBa: cuHTes, onepa-6aneT, cloiTHa TaHutoBanbHa gopma, koMeais-6aneT, Tparegia-6anet, dax-
Tacmaropis.

KasHaueeBa TaTtbsiHa AnekcaHgpoBHa, kaHOuGam uckyccmeogedeHus, u. 0. doueHma kagedpbi obuwezo u
crieyuanusupogaHHoao ghopmenuaHo Odecckol HayuoHanbHOU My3bikanbHOU akademuu um. A. B. HexdaHosol

CuHTe3 UCKYCCTB B XXaHpe onepbi-6aneTa

Llenb paboTbl - uccnenoBatb B3aMMOOENCTBME M UCTOPUYECKYIO POSlb My3blKanbHOro, xopeorpaduyeckoro u
ApaMaTMYecKoro BUAOB MCKYCCTB B (hOPMUPOBaAHUM CUHTETUYECKOTO XaHpa onepbl-6aneTta. PaccMoTpeHne xapakTep-
HbIX MPU3HAKOB CMHTE3a MUCKYCCTB HGa3upyeTcs Ha OCHOBE aHanusa Bblaarolimxcs o6pasuoB 3TOro aHpa U Ha ero Bo-
NOLWEHUN B COBPEMEHHOM KyNnbTypHOM npocTpaHcTBe. Metogonorus. [NpyMeHeH WCTOPUYECKUN, KOMMapaTUBHbIN
noaxodbl U METOA MHTEPAUCLUMIIMHAPHOIO aHanm3a, No3BoNisolMe onpeaenuTb TpaHcopMauuio B3auMogencTBus
MYy3bIKaITbHOIO, CLLEHNYECKOro 1 TaHLEBalbHOro KOMMOHEHTOB XaHpa onepbl-6aneTta. HayuyHasa HOBU3Ha nccrnegoBaHus
3aKINoYaeTCca B paCCMOTPEHUN XaHpa onepbl-6aneTa B pakypce MeXBUOO0BbLIX CBA3EN MYy3blKallbHOMO, TaHLEBANbHOMO U
JpaMaTnYeckoro UckycctB. cnonb3oBaHWe NMOHATUS CHOMTHOW TaHLEeBanbHOW (hopMbl paclumMpsieT npeacTaBrneHnst oT-
HocuTenbHO 0600LLEHNST TeHe3uca 1 NyTel pasBUTUSE yKa3aHHOTO xaHpa. BeiBoabl. AHanu3 cneundukn 3HakoBbix 06-
pasLoB onepbl-6aneTa No3BoNsieT OTMETUTb, YTO 3TOT OCOObLIV XXaHp NpeAcTaBnseT yHUKamnbHbIA CUHTE3 UCKYCCTB, Gna-
rogapsi KOTOpoMy ycunmuBaeTcs ApamaTtuaMm, YrnybnsieTcs xapakTepHOCTb MpeACcTaBleHUst U poXaaeTcsl ero Hoeas
obpasHas LenoctHocTb. YKaHp onepbl-6aneta gaeT BO3MOXHOCTb NO-HOBOMY PacKpbiTh XYAOXECTBEHHbIE B3aUMOCBSA3N
Pa3nNUyHbIX TBOPYECKUX 3MOX. YCMELHblE COBPEMEHHbIE NMOCTAHOBKU CBUOETENBbCTBYIOT O €r0 aKTyarnbHOCTU U XXU3He-
CMOCOOHOCTH, a Takke OTKPbLIBAKOT MNEPCNEKTUBLI AN AaNbHEALEro pa3BUTUS.

KnioueBble cnoBa: cvHTe3, onepa-baner, cloMTHasi TaHueBanbHast popma, komeamsa-b6anet, Tparegua-6aner,
thaHTacmaropus.

Statement of the problem. In addition to traditional performances, the basis of the repertoire of mod-
ern musical drama and opera theaters is represented by the various stage performances: art projects, musi-
cals, rock operas, concert programs, etc. The current state of the development of musical and theatrical art
requires from performers a universal combination of a high level of choreographic mastery, vocal and dra-
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matic opportunities. The productions in which the synthesis of vocal, dance and stage arts is most vividly
realized are extremely relevant and enjoy considerable popularity. An original discovery is the realization in
modern conditions of the genre of opera-ballet, which has deep historical roots.

The study of the formation and initial development of the genre is of considerable interest to re-
searchers. The fundamental work of V. Krasovskaya [5] is devoted to the history of the West-European ballet
theater from the emergence of professional dance forms until the middle of the XVIII century. A. Bulycheva is
the author of scientific works on the Baroque musical theater [4]. In the musicology literature, certain aspects
of the ballet and opera of Jean-Baptiste Lully and Jean Philippe Rameau are analyzed [6, 9]. In V. Biyo’s
article, features of the theatrical practice of the opera-ballet “The Gallant of India” by J. P. Rameau [2] are
considered. However, issues related to the specificity of the interaction of the musical, stage and dance
components in the context of the opera-ballet genre remain little researched, which makes the article rele-
vant.

The purpose of the work is to analyze the interaction and historical role of musical, choreographic
and dramatic arts in the formation of the synthetic genre of opera-ballet.

Statement of the main material. A unique genre of opera-ballet originates in the Baroque epoch as a
result of the fruitful activity of Italian and French choreographers. Let us note the peculiarity of the genre con-
text of the West-European musical theater of the late XVI century, its diverse genre composition. At the
specified time, the following types of theatrical works are developed: “ballet, heroic ballet, pantomime ballet,
comedy, comedy-ballet, opera-comedy, divertissement, comic divertissement, eclogue, entre (exit), idyll, in-
terlude, masquerade, opera, pastoral, comic pastoral, heroic pastoral, Italian pastoral, tragedy, tragicomedy,
ballet-tragicomedy, opera-tragicomedy, opera-tragedy” [4, p. 15]. With all the variety of musical performanc-
es, it is possible to note such characteristic features as entertainment (masquerade, cavalcade, fireworks),
the use of a sufficiently developed stage technique (carousels, decorative platforms, chariots). The play
takes place in the open air; it involves a large number of ballet performers, singers, musicians, as well as
courtiers, often headed by the king or queen.

A special place among such genre abundance belongs to the opera-ballet.

Its first example in the history of the world art is the opera-ballet “Circe”, also referred to as the
“Comedy ballet of the Queen”. In October, 1581, a grandiose work devoted to the marriage of Marguerite of
Lorraine, sister of Queen Louise, and the Duke de Joyeuse, consisting of a prologue and three interludes:
“the first act with the ballet, choirs and apotheosis; the second act, which included singing, recitation, the
procession of dryads, without dances, and the third action, which ended in a big ballet” was performed by the
royal violinist, composer and dance master Baltazarini di Belgioioso in the Bourbon Hall of the Louvre in Par-
is. [8, p. 337].

As a model for this work, Baltazarini (as well as the future creators of the first operas) chose an an-
cient drama with singing and dancing. Actions are united by a single plot (the mythological story of the sor-
ceress Circe), which was an undeniable innovation. In the title itself it can be noted that “ballet” is combined
with “comedy”, which is interpreted in this case as a dramatic play with a happy ending. The dance episodes
are subordinated to a certain system (the queen’s entrance, the presence of various processions, the unifica-
tion of dancers in groups, the regulated movement in rows). It is quite difficult to determine the dominant
component of the performance (word, dance or music). Together they form a model that is typical for its ver-
satility, which for a long time defined the further development of the opera-ballet genre.

Another example of the synthesis of various arts, in which music, dance and literary work are com-
bined, is presented in a new kind of musical and theatrical art — comedies-ballets (comédie-ballets). This va-
riety is developed in the creative community of an outstanding French choreographer Pierre Beauchamp and
composer Jean-Baptiste Lully. Lully began his works by composing ballets for court festivals, where he him-
self acted as a dancer [3, p. 78].

The plot of comedy-ballets was based on the classic comedies of Jean-Baptiste Moliere. Lully tend-
ed to fill his music with liveliness, expressiveness, and the variety of situations and characters of Moliére [10,
p. 780].

From the point of view of the structure of a composition, comedy-ballets were a series of interludes,
divertissements and ballet entrances (Entrée). They are based on the following genre varieties: bourrée, gal-
liard, gavotte, lure, minuet, chaconne, march, saraband. They often make up one whole suite of characteris-
tic dances. Thus, dance episodes within the work form a suite dance form (the concept was introduced by us
-T.K).

13 plays by Moliere in the genre of comedy-ballet were staged in Paris. We shall note that some
comedy-ballets are characterized by a satirical, even farcical orientation: “Monsieur de Pourceaugnac”
(1669), “Le Bourgeois gentilhomme” (1670), etc.

In 1671, together with J.B. Moliere, P. Quinault, P. Corneille and J.B. Lully, P. Beauchamp stages a
tragedy-ballet “Psyche” in the Tuileries Palace, and then at the Palais-Royal Theater. The original plan was
to create a great opera-ballet. The basis of the five-act composition is the plot of an inserted novella from the
antique novel of Apuleius “Metamorphoses” (or “Golden Ass”) about the love of Cupid and Psyche.

A new, significant trend is that the ballet scenes, stage processions, mass dances form an important
part of the overall drama are directly related to the plot. For example, at a certain point of the development of
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the tragedy, according to the dramatic task, the mourning dances (the end of the first act), the dances of fu-
ries in hell (the end of the fourth act), the wedding dance (the finale of the fifth act) appear in “Psyche”. In the
scenes where the action was transmitted to the dance, it had to “correspond to the complicated orchestral
texture of the music with its dynamic change of tempo, to embody its impulse and its flexible grace” [5,
p. 132].

The musical composition of J. B. Lully is marked by an original interpretation of musical forms: choir
with ballet, aria accompanied by minuet, a duet with dances, and a combination of three instrumental en-
sembles.

Choreographic numbers inside the work are various in genre types (minuet, chaconne, march, etc.)
and form a whole suite of characteristic dances. Thus, in the composition of the tragedy-ballet “Psyche”
dance episodes form a suite dance form. This kind of suite dance form has a poly-genre basis, i.e. it unites a
number of dances of independent meaning. Such a suite sequence of dance numbers does not imply their
complex and contradictory interaction.

Quite often, “Psyche” is referred to the genre of the French lyrical tragedy. The work is connected
with this particular type of French operas by a mythological plot and a composition consisting of a prologue
and five acts. An analysis of the work is complicated by the lack of a single complete author’s score (the edi-
tion of orchestral parties dates to 1720). The ballet and opera libretto, collections of vocal and instrumental
numbers were published. On the basis of the extant sources, we can note that “Psyche”, being the only ex-
ample of a tragedy-ballet, in the unity of dramatic, musical and dance elements is closer to the genre of
opera-ballet. The work develops the established traditions of the French musical theater, leading to the be-
ginning of the formation of the national style of opera.

In 1671, in addition to the Royal Academy of Dance (Académie Royale de Danse), founded ten
years earlier, with the permission of Louis XIV, the Royal Academy of Music (Académie Royale de Musique),
the first French opera house, was opened in Paris. On the occasion of its opening, P. Beauchamp performed
an opera-ballet “Pomone” (text by P. Perrin, music by R. Cambert).

“Pomone” — is a new page in the development of the opera-ballet genre. The work consists of a pro-
logue and five acts, and is referred to the genre of musical pastoral. A new sample of the synthesis of words,
music and dance focuses primarily on the merits of poetic text and pastoral music. The conversation for the
first time was replaced by an operatic recitative, which had a specific characteristic form, based on the pecu-
liarities of the French stage recitation (dimensionality, elevation, pathetic, connection of intonation and
rhythm). Dance is a means which directs the development of the plot of the play, enlivening action and serv-
ing as its decoration.

The main tendencies of the formation of the synthetic musical-stage genres, laid by Jean-Baptiste
Lully, are developed by his pupil Pascal Colasse in the performance “The Four Seasons” (1695).

The traditions of Baltazarini and P. Beauchamp in the genre of opera-ballet are continued by a
French composer Jean Philippe Rameau. He created six samples in this specific synthetic genre, indicating
the ways of the further development of the French ballet theater. As it was previously mentioned, the dance
episodes of French musical and stage works of the early XVIII century from the point of view of the composi-
tional structure often form a suite dance form. This trend of the genre is also evident in the operas-ballets of
J. P. Rameau. Moreover, the musical plan of the dance scenes of the opera-ballets of the composer is char-
acterized by its own content and structure. It is an independent genre layer, which is directly related to the
style of the work. This feature determines a fundamentally new type of dramatic function of a dance.

Theatricality and the picturesque plasticity of the images are the distinctive properties of the musical
style of J. P. Rameau. One of the most striking and interesting samples of the opera-ballet genre is “Les In-
des galantes”. The premiere of the work in the first edition took place in 1735.

In the third edition, the composition consists of four entrees, contains an expanded prologue with
participation of allegorical heroes of the ancient myths.

The libretto by Louis Fuselier reflects the theme of interaction and contrast between the European
and other cultures popular for the Enlightenment, allowing the composer to create a variety of images: lyric,
dramatic, magical and pathetically exalted.

J. P. Rameau preserves and develops a characteristic structure of the operatic recitative, in which
the recitation is modeled on the basis of the rhythm and pathos of the French language. Arioso forms are
traditional, but the composer manages to achieve an exquisite ease within them.

The orchestra’s part is expressive; the orchestration of the choreographic episodes is characterized
by an abundance of orchestral colors emphasizing dramatic collisions. The composer uses a variety of in-
struments: strings, wind instruments (to which clarinet, horn, and bagpipes were added) and percussion in-
struments (kettledrum, tambourine).

The musical language is characterized by prepared melodic and harmonic turns, the presence of or-
gan points, enharmonic modulations, static and expressive harmonies.

The originality and innovation of the opera-ballet “Les Indes galantes” led to numerous productions
of the work both in the modern era for J. P. Rameau and in the XX century (in Paris, Florence, Bordeaux,
New York) and XXI (in Zurich, Ferrara, Moscow).
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In the XVIII century, an inclination towards the genre of opera-ballet is developed in the works of
George Frideric Handel. In the article about the dramatic functions of dance in the West European opera, it is
noted that the composer skillfully uses the mastery of French ballet artists, paying them considerable atten-
tion [11, p. 100]. An outstanding French dancer Mademoiselle Marie Salle was a member of the ballet com-
pany of London’s Covent Garden Theater. In 1734, in the opera “The Faithful Shepherd”, which was revised
by the composer, she performed the role of Terpsichore in the prologue, and in 1735, in the divertissement
of the opera “Alcina” by G. F. Handel, besides the performance of the role of Cupid, she acted as a choreog-
rapher [1, p. 137]. M. Salle used choreographic and mimic elements to reveal the content of the play, which
contributed to the manifestation of the organic connection of the dance with dramatic action.

In the XIX century, the development of the opera-ballet genre is associated with the formation of the
integrity of the ballet and vocal mastery within the mythological, fantastic performances: “Le Villi” by G. Puc-
cini (1884) and “Mlada” (N. Rimsky-Korsakov (1892).

In the XX century, in 1923, the opera-ballet “Padmavati’ by Albert Roussel on the libretto of L. Lalua
was staged in the Grand Opéra, by authentic modes and tunes, unusually recreating Indian atmosphere of
the Xlll century.

In the production of “The Miraculous Theater” (1948), a composer Hans Werner Henze, by artistic
expressive means of the genre of opera-ballet, raises a question of the correlation between theatrical per-
formance and reality.

The synthesis of the expressive potential of the performer in a unique work “Viy” by Vitaliy Ser-
geyevich Gubarenko based on the novel by Nikolai Gogol, staged in 2014 on the stage of the Odessa Na-
tional Academic Opera and Ballet Theater, is transformed in a new way.

In this production opera-ballet (written by the composer in 1984) and choreographic scenes are mas-
terfully composed. As a result of their organic connection, phantasmagoria is born — a genre of theatrical per-
formance, in which a variety of bizarre images, fantasies, and visions are embodied in the grotesque form.

At the same time, it is possible to indicate a significant “increase in the ballet component and domi-
nation of the female, diabolical beginning in music” in the play [7, p. 54]. Fixing the predominance of the
dance component, we shall emphasize that the scale dramatic action is born also due to the continuous in-
teraction of musical drama, vocal and choral scenes.

The opera-ballet consists of a prologue and two acts. The stage action is marked by holistic devel-
opment, the increase in dramatic tension leads to two climaxes.

In the prologue the main character of the play — Nikolai Gogol appears. Imagination of the writer
gives rise to fantastic images. Their interaction is the basis for the scenic embodiment of the integral image
of the entire opera and musical performance.

The first action consists of four scenes. The real characters (Homa, Sotnik, Dorosh, Cossack Shep-
tun, Bublichnitsa, etc.) sing; fantastic, mystical — dance (Gogol, Pannochka, Khoma’s soul). A large-scale
scene of the fair was marked by a bright national coloring. The climax of the action is represented by the
news about the death of Pannochka, performed by the choir.

In the finale of the second action — there is the second climax — a spectacular scene of triumph of
ominous otherworldly forces headed by Viy.

Thus, in the theatrical production of the opera-ballet “Viy”, due to a new directing, staging, conduct-
ing, vocal, choreographic interpretation, a unique, original synthesis of musical, dramatic and dance arts is
born.

Conclusions. From the standpoint of the XXI century, the evolution of the opera-ballet genre is of
considerable interest. Consideration of the symbolic samples of the genre from the moment of its formation
to modern works testifies to the transformation of the interaction of the musical, stage and dance compo-
nents. Their correlation changed, the dominant role of one type of art was replaced by the predominance of
the other one. In the compositional structure of many works of the genre of opera-ballet, we can note a suite
dance form. Various embodiments of the opera-ballet have one common feature - due to the synthesis of
various types of arts, dramatics of the play intensifies, the character of the performance deepens, and its
new image integrity is formed in stage productions. A unique genre of opera-ballet gives an opportunity to
reveal the artistic interrelations of various creative epochs in a new way. Successful modern productions tes-
tify to its viability, opening up new prospects for the further development.
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IHTEPNPETALIA TPAQULIAHOI YISPA'I'HCbKO'I' BULLNBKU
B CYYACHOMY NPOPECIMHOMY NAHHO

MeTta po60Tn — goBefeHHs AOUINbHOCTI BUKOPUCTAHHSA BULLMBKW SK TPAOULINHOIO BUAY YKPaiHCbKOro Aekopa-
TMBHO-MPUKNAAHOr0O MUCTELTBA Y KOHTEKCTi Cy4acHOro npodecinHoro naHHo. [JocnigXeHHs y JaHOMY HanpsiMKy AatoTb
NOLUTOBX A0 MNEePEeOCMUCHEHHSI MUCTELbKOI CragLnHu, NonynsapusyoTb YKpaiHCbKy HapoAHY BULUMBKY, MOTUBYOTb MO-
nofe noKosiHHA MUTLIB 4O BUKOPUCTaHHSA TpaguLinHUX NPUAOMIB i TEXHIK Y cydacHUX TBopumx npoektax. Metononoris
pocnigkeHHst 6a3yeTbCa Ha 3aCTOCYBaHHI 3aranbHOHAYKOBUX i cneuianbHUX METOAIB HAyKOBOrO Ni3HaHHA Ta nonsrae y
3aCTOCYBaHHi iCTOPMKO-MONYHOro, aHaniTMYHOro, NOPIBHAMNBHOrO, ONMCOBOrO, CMCTEMATU3aLiiHOro MeToaiB. Teopii pe-
uenuii, cemioTnyHoro aHanidy. HaykoBa HoBM3Ha. Y cTaTTi NnpoBeAeHO aHani3 TpaHcdopmadii Aekopy naHHO B YKpaiHi
XX - no4. XXI ct. NpoaHani3oBaHO TPaAMUinHi i Cy4acHi NpuinoMm OPMOTBOPEHHS Cy4acHOro naHHo. BuokpemneHo
30006yTKn NpodecCiiHnX yKpaiHCbKMX Ta 3apybibkHMX Xy[OXKHUKIB, BUKNadadiB i CTYAEHTIB MUCTELbKMX 3aknagiB YKpaiHu,
TBOPYICTb SKUX MOB’si3aHa 3 BUKOPUCTAHHSAM BULLMBKWN B TEKCTUINbHUX poboTax. BU3HayeHo OCHOBHI TEHAEHLT CTPYKTYpK
cy4yacHoro naHHo. OKpecneHo TEXHIKM TpaauLUiiHOT yKpaiHCbKOT BULLIMBKM, SIKi MalOTb LUMPOKI NEPCNEKTUBU ONA BUKOP U-
CTaHHA B XYyOOXHix TBopax. BucHoBku. [loBegeHo, WO TBOPYICTb Cy4aCHUX YKpaiHCbKMX MUTLIB AeKopaTUBHO-
NpuYKNagHoro M1CTeLTBa OpieHTOBaHa Ha CUHTE3 MaTepianis i TpaHcopMaLilo TPaAULINHUX TEXHIK BULLMBKA Y NAOLLUHY
OEeKopaTVBHOMO NaHHO, a TaKoX Ha MOLUYK PidHMX (DOPM MNOEOQHAHHSA AaHOT TEXHIKM 3 iHLIMMMK MaTepianamu.

KntoyoBi cnoBa: AekopaTUBHO-MPUKINaAHE MUCTELTBO; BULLIMBKA; CUHTE3; NMAHHO; BULLUMBAIbHI TEXHIKN.

Kanenrok Onbea HukonaeeHa, kaHOudam neda2oauyeckux Hayk, OoueHm kKaghedpbl uzobpasumeribHO20 Uc-
Kyccmea BocmoyHoesponelicko2o HayuoHarnbHo20 yHUsepcumema umeHu Jlecu YkpauHku

WHTepnpeTaumnsa TpagMLUMOHHON YKPaUHCKOMW BbILUMBKU B COBPEMEHHOM NpodecCcUoHarIbHOM NaHHO

Llenb pa6oTtbl — foBeaeHue LenecoobpasHOCTU UCMONb30BaHNSA BbILUMBKM Kak TPaaWULMOHHOIO BuAa yKpavH-
CKOro 4EKOpPaTUBHO-MPUKITAAHOINO UCKYCCTBA B KOHTEKCTE COBPEMEHHOIO NPOdECCUOHANLHOIO NaHHo. iccnegoBaHus B
[aHHOM HarnpaereHun OarT TOMYOK K MEPEOCMbICIIEHNIO XYAOXXECTBEHHOIO Hacneaus, OyayT nonynapusnpoBaTth yKpa-

© Kanentok O. M., 2018
264


https://orcid.org/0000-0001-9618-6433
mailto:konlyair@gmail.com

