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“FOLK CODES” IN THE MUSICAL MATERIAL OF MODERN BALLETS

The purpose of the article is to highlight the folklore codes in the musical material of modern ballets. Methodology is based
on the use of benchmarking methods; generalizations for the conceptualization and expansion of the meaning of "folklore codes" in
modern ballets. The scientific novelty of the work consists in the actualization of “folklore codes” in E. Stankovic's ballet music and the
content of modern ballets R. Poklitaru, M. Schroeder. Conclusions. Based on the analysis of modern ballets, “folklore codes”, which
are contained in the title and libretto of the works and musical material, are revealed. In the musical material, composers refer to quota-
tions of folk intonations and their transformations, which are more reminiscent of allusions or reminiscences of folklore material. First,
the names of the works suggest recipients to the perception of images, which are revealed by “folklore codes” as information historically
established. For authors, the use of folk material becomes the process of identifying additional meanings of known codes. The use of
"folklore codes" in the symbolic art of dance includes hidden components of the sign system — movements, costumes, stage design,
which helps the viewer to plunge into the world of allusions and fairy tales, revealing the contents of the works.
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Ad¢ponHina Onena CmanieHa, dokmop mMucmeymeosHascmea, doueHm, doueHm HauioHanbHOI akademii KepieHux kadpie
Kynbmypu i mucmeyme

«®DonbKMNOpHi KoAn» B My3aMYHOMY MaTtepiani cyyacHux 6anertis

MeTa — BMSBUTU «DOMBLKIOPHI Kogn» B My3UM4HOMY MaTepiani cyyacHux 6anetis. MeTogonoria poboTu 'pyHTYETbCA Ha BU-
KOPWCTaHHI METOAIB MOPIBHANBHOIO aHanisy; y3aranbHEeHHS AN KOHuenTyanisauii i po3wMpeHHs 3MICTiB «PONbKMOPHNX KOAIB» Yy CY-
YacHux Ganetax. HaykoBa HoBM3Ha poboTu nonsrae B akTyanisauii dponbknopHux kogiB y 6aneTtHin mysuui €. CTaHkoBuYa,
tO. LlleByeHka i amicTi cyqacHux Ganetis P. Moknitapy, M. LLpboaepa. BUCHOBKW. ['pyHTYIOUMCH Ha aHanisi CyqacHux GaneTis, BUABMEH
«pONbKIOPHI KOAMY, AKi MICTATLCA B Ha3Bi, NiOPETO TBOPIB i My3aM4yHOMY marepiani. Y My3av4HOMy maTtepiani KOMNo3MTopu 3BepTaloTbCst
00 uMTaT HapoAHWX iHTOHaUi Ta ix TpaHcdopmaLin, ski Ginblie HaragyoTb antosii abo pemiHicueHUii Ha donbknopHuiA maTtepian. B
nepLly Yepry Ha3Bu TBOPIB HALLTOBXYIOTb PELMNIEHTIB Ha CNPUNHATTSA 0bpasiB, SKi PO3KPUBAKTLCA «ONBKIOPHUMM KOAAMU» SK iH-
dopmaLieto iCTOpUYHO ycTaneHow. [ns aBTopiB BMKOPUCTaHHA (DOMBbKIMOPHOrO MaTepiany CTae MpouecoM BUSBIIEHHS O0OATKOBUX
cMucniB BiZOMMX KoAiB. BxuBaHHS «pONbKNOpHMX KOAIB» Y CUMBOMIYHOMY MUCTELTBI TaHLIO BKMtovae B cebe npuxoBaHi KOMMNOHEHTH
3HAKOBOI CUCTEMU — PYXiB, KOCTIOMIB, CLIEHIYHOTrO OhOPMMEHHS, Lo AonoMarae rmsaaveBi 3aHypuTUCS B CBIT amnto3iii i kasku npu pos-
KPUTTi 3MIiCTy TBOPIB.

KntoyoBi cnoBa: «donbKnopHi kKoany»; My3uyHuin Matepiarn; donbKIoOpHUA MaTtepiarn; cyyacHui 6anet; nibpeto.

AdpoHuHa EneHa CmanbeeHa, 00kmop uckyccmeogedeHusi, OoueH, doueHm HayuoHanbHoU akademuu pykoeoosiujux Kkaod-
P08 Kyrbmypbl U UCKyccme

«®PonbKnopHble KoAbl» B My3blkalilbHOM MaTepuarne coBpeMeHHbIX 6aneToB

Llenb cTaTbu — BblAenuTb OONbKNOPHLIE KOAbI B My3blkanbHOM MaTepuane coBpeMeHHbIx 6anetos. MeTopgonorusa pa6oTsl
OCHOBbIBAETCS Ha MCMOMb30BaHUM METOA0B CPaBHUTENBHOTO aHanuaa; obobLeHns Ans KoHUenTyanusauum u pacluMpeHne CMbICIoB
«OnNbKNOPHbLIX KOAOB» B COBPeMeHHbIX banetax. HayyHas HoBM3Ha paboTbl 3aknoyvaeTcs B akTyanu3aumm «ponbKnopHbIX KOAoB» B
6aneTHon my3sbike E. CtaHkoBMYa n copepxxaHum coBpemMeHHbix 6anetoB P. Moknutapy, M. LWpenepa. BoiBogbl. OcHOBLIBasicb Ha
aHanuse coBpeMeHHbIX 6aneToB, BbiSBNEHbI «(ONbKIOPHbLIE KOABI», KOTOPblEe COAepXaTcA B Ha3BaHUM 1 NUOPETTO NpousBeaeHUn n
My3blKanbHOM MaTepuane. B My3blkanbHOM MaTepuane KOMno3uTopbl 0bpalLalTcs K uutatam HapoAHbIX UHTOHAUUA U UX TpaHcdop-
MaumsaM, KoTopble 6onblue HanoMWHAKT anmio3uy UMM PEMUHUCLIEHLMN Ha (DOMbKIMOPHLIN MaTepuarn. B nepsyto odyepeap HasBaHWSA
npoun3BeAeHni A HaTankMBaT peLunueHToB Ha BOCNpUATME 06pa3oB, KOTOPbIE PacKpbIBAOTCS «POMNbKMNOPHBIMU KOAaMU», Kak MHAOP-
Maumeln NCTOPUYECKN yCTosBLUENCH. [iNA aBTOPOB UCMOMNb3oBaHMe (hONbKMNOPHOro Marepuana craeT npoLeccoM BbISBIEHNS AOMNOMHU-
TerNbHbIX CMbICIIOB U3BECTHbIX KOAOB. [MpuMeHeHne «OmnbKIOPHBLIX KOAOB» B CUMBOMMYECKOM WCKYCCTBE TaHLa BKMHOYAKT CKPbITble
KOMMOHEHTbI 3HAKOBON CUCTEMbI — ABMXKEHUS, KOCTIOMbI, CLIEeHUYHOE 0POpPMIEeHMe, YTO NOMOraeT 3pUTENo OKYHYTbCA B MUP anmosui n
CKasKu, packpblBas coaepxaHue npov3seaeHuin.

KntoueBble cnoBa: «onbKnopHble KoAbl»; My3blkanbHbIi MaTepuan; onbKNOpHbLIN MaTepuan; coBpeMeHHbIn banet; nmb-
peTTo.

The «folklore code» is a system for transmitting historically accumulated information in music, dance,
fairy tales, proverbs and other forms of folk art. Folk music has preserved a whole arsenal of recognizable
folk samples in vocal (song), instrumental and dance forms. Folklore existed in oral (unlisted) form and was
transmitted by the performers, creating the conditions for the multivariate interpretation. At all times, folklore
codes are used by composers and performers in the form of citations. Therefore, to decode the content of
new works, the appeal to musical folklore as an art of ethnocultural codes, images, meanings, events, into-
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nations, rhythmic formulas, form codes and the process of establishing associative links is relevant. In bal-
lets, folklore codes can be distinguished in music and the libretto.

The music code, as a well-established structure, is capable of transmitting information. In music, this
refers to musical intonation, which was considered by Boris Asafiev as historically variable and was intercon-
nected with changes in the intonational field of time. It turns out that folklore, including music, is very re-
sistant to all kinds of changes. This is most likely because musical intonations were born based on intona-
tional language and folkloric intonations encompass a complex that combines intonations of singing and
speaking. In the main music, there is intonation playback. Everything is important in folklore: music, word,
and intonation, which covers

A wide range of musical expressiveness. These include pitch, rhythmic and timbre colors, aimed at
an emotional and semantic meaning for perception. Therefore, in the analysis of musical works the concept
of the «genetic code of the genre» is often used. For folklore, it is generally very important.

Folk codes in the genres of fairy tales, songs, dance contained code images, for example, grandfa-
ther and woman as goodies. Negative images that have a contradictory communicative process between
themselves and oppose positive images. So in music or movements, it is quite difficult to reveal positive and
negative things — these are more symbolic things, revealed with the help of well-known plot images. With the
help of character codes, the moral categories of good and evil are introduced. "Folklore codes" in music and
choreography combine character codes and image codes that help trigger the coding process through re-
peated and varied repetition of situations. In music, this repetition of intonations is accurate and interpreted.
In choreography, this is a repetition of movements and actions. The action can be repeated as an exact re-
prise, or it can be repeated as an interpretation of the previous action.

Art historians and musicologists write about the Ukrainian ballet music of authors: A. Plakhotnyuk,
M. Pogrebnyak, Yu. Stanishevsky, A. Chepalov, D. Sharikov, A. Shabalina, S. Shalapa. Many articles are
devoted to the premiere performances.

Ukrainian scholar Elena Zinkevich writes about the form of ballet Yevgeny Stankovic «May Night» as
«a series of folk — genre sketches — lyrical and comic, chamber and mass. Almost every plot situation, the
portrait of the character Stankovic «grows» from a certain folk song sample. It can be said that he “danced”
the Ukrainian song (can the ballet “melt’?) ... Behind the external unpretentiousness of this handsome lyrical
and comedy opus is a thoroughly professional work that shows Stankovich's inherent orchestral ingenuity
and the ability to “melt” the folklore thematics into the new quality» [2, p. 145].

In the folk-ballet «May Night» E. Stankovic sounds in a chorus, which serves as a participant, an
event commentator, a means of musical drama and a unique sound paint in the general score [1].

For example, the critic Anna Nikulina writes about Yevgeny Stankovic’s ballet «Evenings on a farm
near Dikanka»: «The genre fantasy allows you to explore not only the traditions of the holiday but also the
political context, social roles and gender relations with the help of humor and extraordinary scenario» [3].

The music of Yury Shevchenko’s ballet “For Two Hares” has become the embodiment of urban folk-
lore codes, but for the most part copyright. For example, the song “In the sky the canary flies” by composer
Vadim Gomolyaki became the leit of all ballet music. Intonations of gallop, polka, waltz, funeral march create
the atmosphere of the whole ballet. Or music for children's ballets by Andrei Bondarenko, which contains a
whole arsenal of folklore codes, for example, in the theme of Mukha-Tsekotukhy from the ballet of the same
name. The music of these worthy authors when using folklore codes in it makes it possible to acquaint lis-
teners with a new development of well-known material. But today, listeners are often not familiar with the
musical material.

Folk codes are found in E. Stankovic's ballet «The Lord of Borisfen», where the composer turns to
ritual mass scenes: the ritual worship of the god Perun, the feast of the Slavs with the Huns, and a carnival
festival in Rome. To characterize the image of the guslar, on behalf of which the narration is being conduct-
ed, the composer used high-dull intonations. Such traditions were characteristic of the musical and theatrical
art of the XIX century. On the subject of Slavs, E. Stankovic turned to song melos and characterized the
Huns with orchestral means and rhythms.

The purpose of the article is to highlight folklore codes in the music and the content of modern bal-
lets.

Ukrainian composer Yevhen Stankovych addressed the plot of Gogol's «Evenings on a Farm Near
Dikanka» in the ballet «The Night Before Christmas» (1990). The first incarnation on the stage was the mu-
sic of E. Stankovic’s ballet in 1993 (Kiev) under the direction of choreographer Viktor Litvinov. A new version
of the fantasy ballet with the new title «Evenings on a farm near Dikanka» and a supplemented final ap-
peared in 2015.

For the best display of the pre-holiday evening on the eve of Christmas, the composer uses the well-
known songs «Shchedryk», «Rejoice, earth». The emotional color and plotline of Gogol's story are very fine-
ly recreated in the music of ballet. There is nothing surprising in this since the verbal texts have already be-
come code for the Christmas holidays. Although in the process of existence certain changes took place, still
the folk codes — text and music — were shaped like every system of socially significant stereotypes by collec-
tive memory (Y. Lotman).
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The music of E. Stankovic turned the performance into a ballet extravaganza with romantic and com-
ically ironic scenes. The ballet is based on the romantic love of the blacksmith Vakula and the beautiful
Oksana, the daughter of a rich Cossack, who sends the lover Vakula to St. Petersburg for the Queen's
shoes. «In fact, a funny ballet — so you can say about this work. Stankovic felt the penetrating penetration of
Gogol's laughter — with all his "registers" from a slight smile to rolling laughter, from ingenious fun to a keen
grotesque» [2, c. 149].

Ballet E. Stankovic "Christmas Eve" consists of two actions. It has a lot of humor and lyrics, which
was laid in the story of N. Gogol. A lot of humor in scenes Solokhi and Devil. Their duet conveys a rich acting
game. Solokha plays with the Devil: he rides him, catches up with and overtakes his “thoughts”. Therefore,
after the Chairman, Diak and Chub are knocking each other to her, her attempts to dodge are perceived as a
continuation of the game with evil spirits. Of course, here the composer uses folk dance melodies, which fur-
ther reveals scenes of folk traditions. Since some stories from Nikolai Gogol’s cycle “Evenings on a farm
near Dikanka” (1829-1931) were often embodied in musical and theatrical performances, it is mentioned that
in 1873 there was a competition to write the best opera based on Gogol's novel «Christmas Eve». At that
time, P. Tchaikovsky's opera “The Slippers” (in the first edition of “Koval Vakula”, 1874) was awarded the first
prize. In his music, the composer turned to Ukrainian folklore. And it is very interesting that he used Hopak in
the scene Devil and Solokhi and Duma - in Vakula’s aria, “The girl hears your heart.” As in the classical bal-
let, each image received a leitmotif, reflecting the character. In the scene of the meeting between Solokha
and Chub, an interpretation of Ukrainian folk dance is easily guessed.

The second action of the ballet begins with the promise of the Blacksmith Vakula to release the Devil
after receiving shoes for her bride, Oksana, from Queen Catherine Il. A trip to Petersburg brings to mind a
dance of stars from the opera of the same name by N. Rimsky-Korsakov.

And here it is worth remembering that the fairy-tale opera by N. Rimsky-Korsakov with the same
name in the genre “true story” (in 1895). Appeared only after Tchaikovsky's death. In the story of Gogol act-
ed real and fantastic characters. N. Rimsky-Korsakov in his own libretto strengthened the fantastic element,
creating for the unreal heroes — the round dance of the stars, the sky train of Ovsen and Kolyada — a lot of
music with interesting melodic harmonic finds. Against the background of caroling, Oksana orders Vakula to
find shoes for her from the queen. The carol sounds in the scene Solokhi and the Devil «We will steal a
month from the sky». In the scene of the flight of Vakula and Devil also sounds a carol. The carol became a
building material in N. Rimsky-Korsakov. Folk codes through figurative, musical, poetic signs and symbols
often have their roots in mythological (after F. Buslaev) or historical heroes (L. Maikov, V. Miller).

And now, a hundred years later, in the production of E. Stankovic’s ballet, similar scenes with mod-
ern dance movements were used in the production. Choreographer V. Litvinov turns to modern dance in fan-
tastic episodes. In general, the second action is perceived as a kind of reflection of the first action. Although
the first pass in the village, and the second in the palace, it seems that the authors wanted to show how the
human factor does not depend on social status. In the first act, in the simple rural house, Solokha flirts with
the Devil and his officials. There is a lot of humor in the scene. In the second act, the queen is already play-
ing with her subordinates. The place has changed, but not the action itself. Only now it's not so much humor
as satire in action, which is very well conveyed by Stankovic’s musical numbers. The comic and unusual sit-
uation is transferred to the musical characteristics of Solokha using the saxophone tone. Leather theme So-
lokhi and Devil have their own dramatist function. For example, in the music of the first action in the scene,
Solokhi and the Devil are combined intonations of folk and popular music with howling intonations of the
saxophone. This creates several effects at once: comic, fantastic and psychological.

Music conveys a whole world of feelings of different heroes: the doubts and fear of Vakula, the love,
and hate of the queen, subordinates, free Cossacks and even the Devil. The scene of the ball is striking in its
psychological essence. Only music rules the ball. And it already causes completely different memories.

The masterly movements of the dances of Vakula and the Cossacks are contrasted with the rustic
and uninteresting movements of the queen and her retinue. Incredibly small and even caricature looks all the
pomposity of the royal chambers. The whole scene in the palace gives the impression of something histori-
cally artificial, implausible. At the maid of honor, the masks are on the back of their heads, which is interpret-
ed as “double truth, truth with a double bottom”, hypocrisy.

In the music of the scene of the queen with her favorites through the theme of the palace sounds in-
tonation, reminiscent of howls from the musical theme of Solokha. This is symbolic, because Solokha also
danced, though in turns, but with four partners. Now the queen is dancing, and the impression is that it
“hangs” with four partners at once.

An interesting dance is Vakula and Tsarina with Oksana, who is assigned the role of a passive par-
ticipant, the role of memory. Although throughout the performance, Oksana's dances differed in organic clas-
sical freedom using movements of modern and folk choreography. Her flight corresponded to the free nature
of a girl in love. In Stankovic's music, the image of Oksana is revealed in various intonation spheres. Oksana
— Vakula’s lover and a girl in love with him are characterized by lyrical intonations that are more suited to the
realm of modern music, including the Soviet intonations of the 1980s. Primir, in Monoloza of the first act
Oksana, admires in the mirror. Against the background of successive movement in the xylophone accompa-
niment, the flute solo sounds. High register, recurring melodic intonations of the flute paint the number in the
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colors of the inaccessibility of the dream, but this is only before the appearance of Vakula. In Adagio, with
the inclusion of the stringed group in the general fabric, musical development becomes harmonious. The
lyrical beginning is interrupted by the intonations of the approaching fiction.

Oksana, who dreams of the Queen's shoes, is characterized by an intonational sphere that is closer
to fantastic images. For example, during the general scene of the national holiday, Vakula appears with a
bag, in which the Devil and representatives of the rural authorities are located. When Oksana appears in
front of the audience in love, then her intonational sphere and her movements are lyrical.

In general, the music of the composer is very diverse and filled with a large supply of musical codes.
Behind Stankovic’s words in an interview with Olga Golinskaya, his ballet-pastiche «Evenings on a Farm
Near Dikanka» evokes associations with the pastiche-opera that existed in the 18th century. The famous
melodies «Rosamund», «Rio-Rita», intonations of the Soviet song «We are not firemen, not carpenters» are
guessed on to the ear.

Folklore codes in E. Stankovic's music, like that of many other composers, are related to the display
of folklore rites characteristic of events in ballet. For example, in |. Stravinsky in the ballet «Spring sacred»,
musical intonations manifest the essence of communicative archetypes and are universal semiotic codes.
Thus, in the first part of «The Kiss of the Earth», the repetitions, variable accentuation with intonations of
conscription, as well as intonations are dominant. These intonations cause direct associations with the pro-
logue of N. Rimsky-Korsakov's musical fairy tale «<Snow Maiden», where the composer builds the musical
fabric of the kingdom of Berendey with the voices of Spring-Red and birds. Stankovic uses carols — because
in ballet the content of the action takes place the night before Christmas. The folklore code is the name of
the ballet as the famous novel by Gogol.

Christmas codes are often used in titles of works, for example, in the one-act ballet of the German
choreographer Mario Schroeder «Christmas Carol» (2011) based on the story by Charles Dickens. The cho-
reographer uses the music of different composers, but it is quite well known and is also certain codes. The
costumes of the artists resemble contemporary paintings with dominant colors (blue, yellow and others),
which is also part of the Christmas codes.

In this regard, we can recall the one-act ballet “Long Christmas Dinner» by Radu Poklitaru based on
the play by the classic American literature Thornton Wilder. In the ballet, on the material of the traditional
Christmas holiday, the history of the family is played out from birth to death, where Death has a major, final
role in life. The ballet takes place with the music of Antonio Vivaldi “The Seasons”. The language of dance
tells the parable about the century of life of the Bayard family. The life of the characters is perceived as a
change from one Christmas to another — with a constant turkey. Couples change at the table, but the tradi-
tion of celebrating Christmas with a turkey does not change. Christmas Eve ends with love, from which chil-
dren appear, continuing the genus Bayard. At the table first sits Mother, who later the maid takes out in a
wheelchair. It is significant that the maid becomes the main actor. She sets the festive table, takes a new life,
takes her on her last journey, keeps the course of life and death, their alternation.

In this ballet R. Poklitaru, there are very few choreographies proper: the dancers run, sing to the mu-
sic of A. Vivaldi, but there is a lot of pantomime and theater. The codes used by the choreographer (music by
A. Vivaldi, the literary source of the play, the feast of the Nativity) consciously set the postmodernist style on
their ironic comparison. After all, information in the artistic practice of postmodernism consists of code sys-
tems — the source and its rethinking. They just «twice» encode this postmodern text for the viewer. There-
fore, the presentation of R. Poklitaru is increasingly becoming a ballet, but a theatrical one. Such a synthesis
of the semiotic concept of a literary text, in this case of a play by Thornton Wilder, with an ironic Pasteish in a
new sense in the form of a ballet performance.

So, based on the analysis of modern ballets on the problems of using folklore codes in them, we can
draw the following conclusions. Folk codes are contained in the title and the libretto of works and musical
material. Among the methodological approaches to the study of folklore codes on the musical material of
modern ballets, it is necessary to single out the methods of comparative analysis with a projection on the
history of culture and art as the main one. In musical and ballet art, folklore codes include the hidden com-
ponents of the sign system — symbols, images, tales, allusions or quotations that reveal the content of the
works. Music has its own sign-semantic system of folklore codes, organically presented in modern ballet mu-
sic. Therefore, folklore codes in ballet music through semiotic, semantic and communicative components
form the transfer of information in the chain of the author — the work — the performer — the recipient.
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KYNbTYPA ®PAH LT HA 3NAMI XIX | XX CTONITh
Y ®OPMYBAHHI KOHUEMNUII POPTENIAHHUX KOHLIEPTIB K. CEH-CAHCA

MeToro po6oTH € yCBIQOMMNEHHS OpraHiku NipuyHoi KoHUenuii hopTeniaHHOro KoHUepTy Y bpaHuy3bkin KynbTypi KiHua XIX —
noyaTky XX ctonitts, npeacTtaeneHoi dpopteniaHHnmmn KoHueptamu K. CeH-CaHca, akTyanbHe iHTOHYBaHHS SIKMX BU3HAYEHO «HEOCUM-
BoniamomM» (3a O.MapkoBO) NocTaBaHrapga OCTaHHiX AecsaTunite. MeToaonoriYHo OCHOBOK pOBOTY € HTOHALUIVHUIA Migxig WKonm
B.AcadbeBa B YkpaiHi. basvucHe micue 3ariMae MeTop XaHPOBO-CTUMLOBOIO MOPIBHANBHOIO aHanisy, repMeHeBTUYECKMA MeToa, a Ta-
KOX MO3MLii BUKOHABCBbKOro aHaniay, sk Lue npeacrasneHo B npausax B.Meaywescbkoro, O.Mapkoson, a Takox y pobotax C.Ckpebkosa
Ta iH. HaykoBa HOBM3Ha pob0oTH BM3Ha4YeHa TUM, WO BrepLle B My3MKO3HABCTBI YKpaiHW ChiBBIAHOCUTBLCS iHTOHALiNHUIA CTPIl NpoTo-
C/YMBONI3My, CUMBOSI3MY 1 HeocrMBOni3My nodaTky XX| cTopivds B KOHKpETWLUi TPakTyBaHHS >xaHpy KoHuepTy y TBopyocTi K. Cen-
CaHca, yneplue npeacTaBreHa opraHika 3B'si3Ky agpamaTuyecknx TeHaeHuin mucnenHs CeH-CaHca i3 npopeniriiHuM TOHYCOM KynbTy-
pv CMMBONMI3MY i Oro MposiBy B HEOCMMBONIi3Mi cydacHocTi. BucHoBku. TBopn CeH-CaHca CTaHOBMATb CTUNLOBO-3HA4YEHHEBY napa-
nernb A0 NPOSIBY KOHLEPTHOIO XaHpy Y POCIMCLKNX, YKPATHCBKMX KOMMO3WUTOPIB, AN SKMX TUMOMOTist KOHLEPTY TakoX BMKMoYana Tpa-
riko-gpaMaTnyHe HanoBHEHHS, Byna cnpsiMoBaHa 4O eKCTaTUYHO-PadiCHOro «nepeasBoHy» diHany, Yyepnatoum 3 atmocdepu 0osipu 00
penieitiHoi ekcmamuku, 3aTBepaxeHoi cumaoniamoM. Y CeH-CaHca camocTiiHe 3Ha4YeHHEBE HAMNOBHEHHSI OAEPXKYOTb (haKTypHi Npuiio-
MM, LLO YTBOPKOKOTb CaMe TEMATUYHI MOKA3HMKM, MiABOAAYM A0 KOHUEMNLii «po3cepeakeHoro tematmamy» XX cT. AKiCTb irpoBoi €QHOCTI
MUCTELTBO-pearnbHiCTb MOCTMOAEPHA Y MOCT-NOCTaBaHrapAi NepeTBOPOETbCA B Nad)OCHE NIAHECEHHS «KUTTEBOI BiPOFgHOCTI» y
3B’A3KY i3 came XydoXHiM TekcToM. BignosigHo, y BukoOHaBCbKOMY penepTyapi ogepxana ocobnvBe BU3HAHHA My3uKa KOHLEPTHO-
owiaTHa, Lo CrMiBBiAHOCUTLCS 3 PafiCHO-KOMMEHCaTVBHUM TOHYCOM PO3BaXKarbHOrO - i JYXOBHOTO MWUCTELTBA, EMHO MPeACTaBeHoro
KoHueHmHicmio my3nkn K. CeH-CaHca.

KntovoBi cnosa: kynbTypa ®paHuii kiHua XIX — noyatky XX cToniTTs; cumeoniam — Heocumoniam XXI CT.; xaHp cpopTeniaH-
HOrO KOHLIEPTY; CTWMb Y My3ULli; NONyNsipHe MUCTELTBO.

AHdpocoea [fapuss BnadumupoegHa, dokmop uckyccmeosedeHusi, rnpogeccop Odecckoli HayuoHarnbHOU My3biKanbHOU
akademuu umeHu A.B.HexdaHosol

KynbTypa ®paHuun Ha cnome XIX u XX BekoB B (hopMMpOBaHMM KOHUenuuu cpopTenmaHHbix koHuepToB K.CeH-
CaHca

Llenbto paboTbl IBNAETCA OCO3HAHWE OPraHnKu NMPUYECKON KOHLeNumm popTennaHHOro KoHLepTa Bo (hpaHLy3CKON KynbTy-
pe koHua XIX — Hayana XX Beka, npeacrasneHHon dopTtenuarnHbiMn KoHueptammn K.CeH-CaHca, akTyanbHOe MHTOHMPOBaHNE KOTOPbIX
onpefeneHo «HeocumBonuamom» (no E.MapkoBor) noctaBaHrapga nocnefgHux aecstunetuin. Metogonormyeckom OCHOBOW paboThbl
SIBMNSIETCS MHTOHAUMOHHbIA noaxo wkonbl b.AcadbeBa B YkpavHe. ba3ncHoe MecTo 3aHMMaeT MeTOoZ >KaHPOBO-CTUIEBOrO CPaBHU-
TENbHOr0 aHanu3a, repMeHeBTUYECKUA METOA, a Takke MO3vUMM WCMOMHUTENbCKOrO aHanmu3a, Kak 3TO NpeAcTaBreHo B TpyAax
B.Mepywesckoro, E.Mapkoson, [.AHapocoBoi, a Takke B pabotax C.CkpebkoBa n ap. HayyHas HoBM3Ha paboTkl onpefeneHa Tem,
YTO BriepBble B My3blKO3HAHUMN YKpanHbl COOTHOCUTCS MHTOHALIMOHHBIM CTPON MPOTO-CMMBONM3MA, CUMBONM3Ma M HEOCMMBOMM3Ma
Hayana XXI| cToneTns B KOHKPETUKE TPaKTOBKM xaHpa koHuepTta B TBopyecTBe K.CeH-CaHca, BnepBble NpeAcTaBneHa opraHuka CBsA3m
agpamMaTuyecknx TeHaeHuun MelwneHnss CeH-CaHca ¢ NpopenurnoaHbliM TOHYCOM KynbTypbl CUMBOMNM3Ma U ero NposiBNeHnst B HEOCK-
MBOMM3mMe coBpemeHHocTu. BbiBopbl. MMpounsseaerns CeH-CaHca cocTaBnsieT CTUNEBO-CMbICIIOBYIO Napanmnenb K NPOSBEHNI0 KOH-
LePTHOTO >XaHpa y PYCCKMX, YKPaMHCKMX KOMMO3UTOPOB, AN KOTOPbIX TUMOMONMS KOHLEpTa Takke UCKIoYana Tparnko-gpamatuyeckoe
HanonHeHve, 6blna ycTpemneHa K aKCTaTU4ecku-pafoCcTHOMY «Mnepe3BoHy» duHana, Yepnas u3 atmocdepbl 0o8epusi K pesrouauo3Hol
3KCmamuke, yTBepXAeHHON cumBonuaMom. Y CeH-CaHca camMoCToATeNbHOE CMbICITOBOE HaMoNHeHVe nony4arT dakTypHble Npuemsl,
obpasyoLme cobCTBEHHO TeMaTUYeCcKMe nokasarenu, NoABOAS K KOHLENUMM «paccpefoTodeHHoro Tematuama» XX B. Kavectso urpo-
BOr0O €UHCTBa UCKYCCTBO-peansLHOCTb NOCTMOAEPHa, B NMOCT-NOCTaBaHrapAe NpeTBopseTcs B NadocHOe NpenogHeceHne «KU3HEeHHOWM
[OCTOBEPHOCTU» B €AMHCTBE C COOCTBEHHO XYAOXECTBEHHbIM TeKCTOM. COOTBECTBEHHO, B WCMOSHUTENBLCKOM penepTyape nonyyuna
ocoboe npu3HaHve My3blka KOHLEPTHO-HapsAHasi, COOTHOCKMas C pafoCTHO-KOMMNEHCATUBHBIM TOHYCOM pas3BrieKkaTeNnlbHOro - U OyXOoB-
HOrO MCKYCCTBAa, MKO NpeACTaBIIeHHOro KOHYeHmMHocmbto My3blkn K.CeH-CaHca.

KnroueBble cnoBa: kynbTypa ®PpaHumm koHua XIX — Havana XX Beka; cMMBOnM3M — HeocumBonuam XXI cT.; xaHp copTtenu-
aHHOrO KOHLepTa; CTUIMb B My3bIKe; NMOMyNspHOe NCKYCCTBO.

Androsova Daria, Doctor of Study of Art, Professor of the Odessa National A. V. Nezhdanova Academy of Music

Culture to France on demolition XIX and XX century in formation of the concepts to piano concerto of C.Saint-Saéns

The purpose of the article is a realization of naturalness to lyrical concept of a piano concerto in French culture end XIX -
begin XX century, presented piano Concerto of C.Saint-Saéns, actual intonation which is determined "neosymbolism" (on E.Markova) of
post-vanguard last decennial event. The methodology of the work is the intonation approach of the school B.Asafiev in Ukraine. The
base place occupies the method of the genre-style comparative analysis, hermeneutics method, as well as positions performance anal-
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