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PSYCHOLOGICAL PRECONDITIONS OF MUSICAL CREATIVITY

The purpose of the article is to analyze the psychological foundations of creative thinking as a prerequisite for
musical creativity. The methodology is determined by the works in the field of psychology, which focus on the psycholo-
gy of creativity, the problems of musical talent and creative thinking, encyclopedic resources, which reveal the essence
of the notion of creativity, and musicology studies devoted to the issues of the creative process and musical activity. Sci-
entific novelty consists of scientific comprehension of preconditions of musical creativity; in systematizing the psycho-
logical foundations of the creative process; in finding out the principles of creative thinking. Conclusions. Musical crea-
tivity is a complex process of artistic and creative thinking, which involves the creation of new spiritually valuable works.
The psychological preconditions of musical creativity, such as talent, skill, intuition, creativity, and improvisation, are con-
nected, first of all, with the psychic and mental development of the individual. However, the role of learning, acquiring
skills and experience, the formation of imagination and accumulation of impressions is of great importance, because the
process of creativity is associated with mental operations on the material primarily through conscious mechanisms. In the
musical creativity there is an active and continuous correlation between the conscious and the unconscious. These two
types of thinking complement each other, alternating depending on the tasks set before the composer. Creative tasks are
realized with the help of creative-psychological settings, among which, the important role of emotions, intuition, reason,
logic, rational principle, intelligence, and fantasy is evident.

Key words: the psychology of creativity, creative abilities, creative personality, creative thinking, talent, improvi-
sation, creativity.
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McuxonoriyHi nepegyMoBU My3UYHOI TBOPYOCTi

MeTa cTaTTi — NpoaHanisyBaTu NCMXONOriYHi OCHOBY TBOPYOrO MUCMEHHA SK MepeayMOBU MY3UYHOI TBOPYOCTI.
MeToponorifs B/3Ha4yaeTbCa MpausiMu MCUXONOTNYHOro CNpsIMyBaHHs, A€ NPUAINSETbCA yBara MCUXOorii TBOPYOCTI,
npobrnemaMm My3uW4HOrO TanaHTy Ta TBOPYOrO MWCIIEHHS, EHUMKIONEAWYHUMU OXKepenamu, y SKUX PO3KPMBAaETbCH
CYTHICTb MOHATTS TBOPYOCTi, My3MKO3HaBYUMWN AOCNIIKEHHAMMW, NPUCBAYEHUMN NMUTAHHAM TBOPYOro NPoLEecy Ta My3uny-
HOi AisnbHocTi. HaykoBa HOBM3Ha nonsrae y HaykoBOMY OCMUCIIEHHI NepeayMOB My3WYHO| TBOPYOCTI; y cuctemaTumaadii
NCUXOMOTYHNX OCHOB TBOPYOro NpoLecy; y 3'ACyBaHHi 3acaj TBOPYOro MucneHHs. BucHoBku. MyanyHa TBOpYiCTb — Lie
CKNafHWI NpoLec XyAOXHbO-TBOPHOTO MUCIIEHHS, WO nepeabayae CTBOPEHHA HOBMX OYXOBHO LjiHHMX TBOpIB. lNcuxo-
NorivyHi nepegyMoBM My3U4YHOT TBOPYOCTI, Taki ik TanaHT, MancTepHICTb, IHTYiLiA, KpeaTUBHICTb, iIMNPOBI3alis, NOB’A3aHi,
nepLu 3a Bce, 3 NCMXIYHO-PO3YMOBUM PO3BUTKOM cyb’ekTa. OgHak, BaXknmBa posib HaBYaHHA, HabyTTa HaBMYOK i AOCBiaY,
hOopMYBaHHA YSBU Ta HAaKOMUYEHHS BPaXeHb, afpke npouec TBOPYOCTi NOB'A3aHMI 3 PO3yMOBMMU onepauismu Haj Ma-
Tepiarnom 3a AOMNOMOrol, HacaMmnepes, CBiJOMNX MexaHi3miB. B My3unyHin TBopyocTi 6e3nepepBHO BiOyBaeTbLCH akTuB-
Ha Ta Ges3nepepBHa Kopernsauia MiX CcBiAOMUM Ta HecBigoMuM. Lli ABa TMNM MUCNEHHA B3aEMOOMNOBHIOKTL CBOI Aii, Yep-
ryIOYNCh Y 3anexXHOCTI Bif, NOCTaBMNeHNX 3aBAaHb nepen KoMno3vTopom. TBOpYi 3aBAaHHA peanisyloTbCs 3a 4ONMOMOro

iHTenekTy, caHTasil.
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Mcuxonornyeckne NpeanochkINIKM My3blKanbHOro TBopYecTBa

Llenb cTatbu - NpoaHanuampoBaTb NCUXONOrMYECKNe OCHOBbI TBOPHECKOrO MbILUIIEHNS KaK MPEAMNOChINKMA My3bl-
KanbHoro Teopyectsa. Metogonorusa onpegensdeTca Tpygamu NCMXONOrMYeCcKoro HanpasneHus, rae yaenseTcs BHuma-
HVMe ncuxonorun TBopyecTBa, Npobrnemam My3blKanbHOro TanaHTa M TBOPYECKOrOo MbILUMEHUS, 3HUMKIIONeANYeCcKnMm
MCTOYHMKaMU, B KOTOPbIX PACKPbIBAETCH CYLLHOCTb MOHATUSA TBOPYECTBA, MY3blKOBEAYECKMMU WUCCMeAOoBaHWAMM, MO-
CBSILLIEHHBbIMX BOMPOCaM TBOPYECKOro npoLuecca v My3blkanbHOW AedATenbHoCcT. HayyHas HOBM3Ha 3aknioyaeTcs B
Hay4HOM OCMBbICIIEHUM NPEeAnOChINIOK My3blKanbHOro TBOPYECTBA; B CUCTEMATU3aLMN NCUXOSNOMMHYECKNX OCHOB TBOpYeE-
CKOro fpouecca; B BbIICHEHUM OCHOB TBOPYECKOro MbllfieHus. BboiBoabl. My3blkanibHOe TBOPYECTBO — 3TO CMOXHbIN
NpoLEecc XyAoXXeCTBEHHO-TBOPYECKOro MbILLNEHUS, npegycMaTpmBaeT CcO34aHne HOBbIX QYXOBHO LiEHHbIX Mpou3Befe-
HuI. MNcrnxonornyeckre NPeanochinkM My3bliKanbHOro TBOPYECTBaA, TakMe Kak TanaHT, MacTepcTBO, MHTYMLWS, KpeaTus-
HOCTb, UMMPOBU3aLUS, CBA3aHHbIE, MPeXae BCero, C NCUXMYECKN-yMCTBEHHbIM pa3Butuem cybbekta. OgHako, BaxHa
pornb 06y4eHus, NpPUoBpeTeHNs HaBbIKOB U ONbiTa, PopMMpOBaHME BOOBOPaXeHWs U HakonneHus BneyaTtneHun, Bedb
npoLiecc TBOpYeCTBa CBA3aH C YMCTBEHHbLIMW OnepaumsaMn Had MaTepranoM ¢ MOMOLLbIO, MPeXAe BCero, CoO3HaTenbHbIX
MexaHM3MOB. B My3blkarnbHOM TBOpPYECTBE HENPEPbLIBHO MPOUCXOAUT aKTUBHAas WM HenpepbiBHAs KOppensuus Mexay
co3HaTenbHbIM 1 6ecco3HaTenbHbIM. TN ABa TUMA MbILLNEHNS B3aMMOZOMNOMHSAIOT CBOM AENCTBUS, Yepeayscb B 3aBu-
CMMOCTU OT MOCTaBfEHHbIX 3a4ay nepeg KOMMO3MTOPOM. TBOpYECkue 3agayv peanu3ytoTcs C NMOMOLLbI TBOPYECKM-
NCUXONOTMYECKMX YCTaHOBOK, CPEAN KOTOPbIX BaXKHas poflb AMOLMA, MHTYMLMKM, yMa, NOTUKW, PauMOHanbHOro Havana,
MHTennekTa, baHTasuu.

KnioueBble cnoBa: ncuxonorms TBOpYECTBa, TBOpYECKME CMOCOOHOCTM, TBOPYECKas MUYHOCTb, TBOPYECKOE
MblLLIIEHNE, TaNaHT, UMNPOBU3aLMsl, KPEATUBHOCTb.

Relevance of research topic. Musical creativity associated with composer activity is a complex pro-
cess of human activity, due, above all, to the psychological foundations of the essence of man. Creative
abilities, talent, ability to improvise, to create music these are the qualities that are inherent to certain individ-
uals and are distributed, unfortunately, not to everyone. Human society, scientists, scholars, philosophers,
artists have always been interested in the secret of creativity. Therefore, studies devoted to the study of this
problem, the definition of psychological foundations of creativity, in particular, musical, are both relevant and
timely.

Analysis of recent research and publications. Problems of creative thinking, musical creativity, and
the psychology of the creative process have repeatedly become the object of scientific research in the field
of philosophy, aesthetics, psychology, musical pedagogy, and art studies. However, most of the research
was made in the last century. Among the modern achievements are the works of M. Aranovsky, V. Petrushin,
which reveal certain psychological aspects of musical creativity and peculiarities of creative thinking.

The purpose of the research is to analyze the psychological foundations of creative thinking as a pre-
requisite for musical creativity.

Basic presentation of the material. An important and special component of artistic thinking is creativi-
ty, which grows into a system of creative thinking and process. Psychology of creativity as a science arose at
the turn of the 19" and 20™ centuries. According to the encyclopedic definition, creativity is the activity of a
person whose basis is the creation of new material or spiritual values in any field of endeavor, science, art,
etc. Musical creation involves the creation of music, the type of artistic activity, whose preconditions are the
natural talent, artistic skill, vocational education, life experience, social maturity, imagination, and inspiration
[9, 505-506].

Creativity and its process are not always understandable, a great mystery is concealed here, which,
as some scientists believe, even does not have to be solved. "The mystery of creativity! You can know the
secret of counterpoint, learn the musical form, perfectly understand what forms the science of harmony,
rhythm, but the secret of creativity is incomprehensible, it is beyond these rules” [8, 90]. Consequently, the
system of creative thinking is multifaceted, with special patterns in structure and development, creating a
musical form of the work; it becomes a part of another system — the artistic culture of an individual nation,
nation or humanity as a whole. The artistic culture, in its turn, is a component of the metasystem of the socio-
historical life of mankind.

Speaking about creativity and mechanisms of the creative process, one undoubtedly presumes the
presence of talent, natural gift, and abilities. "Talent, — as A. . Mukha points out, — is the acuteness of per-
ception, the richness, and capacity of derivative musical impressions, special knowledge, the persuasive-
ness of professional experience, combined with the sensitivity of comprehension of all the important and ex-
citing in life; talent manifests itself in the generosity of inspiration, in precise ideological and emotional
decisions, in the sense of artistic taste and measure, in the liberation of fantasy, and in the courage and fruit-
fulness of the innovative search" [5, 195].

M. Aranovsky writes about talent as follows: "Talent is one of the great mysteries of nature that can
be compared with the cause of the origin of the universe or individual self. Talent is not subject to rational
analysis, it evades any calculation methods that are inaccessible to the attack of consciousness. It reveals
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itself in the results, but the mechanisms of its work are hidden from us behind seven seals" [1, 117]. Thus,
talent is a sphere of "musical unconscious" (according to M. Aranovsky), for which the bulk of musical values
is acquired. Usually, musical thinking of a creative person is impossible without the process of learning, ac-
quisition of knowledge, skills, and abilities, because one of the features of the human psyche is the ability to
transfer and amass the experience of previous generations.

The branch of the "musical conscious" (M. Aranovsky) is extremely important in the process of creat-
ing polyphonic works, where without knowledge it is not possible to simply intuitively organize the creative
process, in particular, to piece together a fugue (to piece together, not to create). Intuition is part of the un-
conscious process that underlies one of the most mysterious mechanisms of music creation which is improv-
isation. After all, intuition is seen as an instant illusion that is inherent in a few creative individuals, "as a mys-
tical creative activity that provides the direct comprehension of truth as a gift of anticipation, foresight" [7, 12].
In the art of improvisation, the creative act is compressed to instant moment, fundamentally limited to the
creation of a random, uncontrolled and unique variant. In the professional composer's work, in a certain con-
nection with the process of improvisation, there is still a search, selection and awareness of the only best
option, characterized by completeness, musical fixation and evaluation of even a spontaneously isolated
version [see Glnter Philipp. Klavierspiel; Philipp Giinter. Erfahrungen].

Improvisation, from the psychological point of view, is related to the so-called anticipation, that is, a
peculiar ability to act and make decisions with a certain time-spatial prediction. Anticipation in its various
forms is a universal phenomenon of the human psyche inherent in various types of activities and associated
with memory and thinking [3, 5]. Memory is the main tool of anticipation; it recycles the information received
and, by generalization, retains the most significant. "Thinking is primarily a prediction,” notes B. F. Lomov
and E. M. Surkov. Anticipation activates the forward "running ahead" in the brain the allows you to outstrip
future events, using the experience gained in the past [3, 11]. When characterizing the process of anticipa-
tion, researchers consider the maximum elimination of uncertainty and inaccuracy in the decisions taken as
the most important factor: "Anticipation is not only a spatio-temporal advance but a certain degree of com-
pleteness and accuracy of prediction. The effect of anticipation is the result of maximizing the “deterministic
part” of the act of solution acceptance and constant refinement of the “probable part” of the prediction” [3,
42]. So, the actual act of creative improvisation, one way or another, is connected with the unconscious pro-
cess of creation. However, for the virtuoso composer who is able to improvise, anticipation is enough to im-
plement it in its own creation and, possibly, to reproduce it or even write it down. Such a prediction for the
composer may become not only the result of creative action but also an impetus, a push for the creative pro-
cess. Thus, improvisation is not separated from the composition. According to many researchers, the com-
poser or improviser creates a musical material from the finished blocks, manipulating them and making it like
a mosaic. As S. Maltsev generalizes, "improvisation in any concrete historical form is always in one form or
another based on the combination of some finite wealth of relatively stable elements ..." [4, 23].

In explaining the psychological mechanisms of solving the creative task of decisive importance in the
development of events in the field of consciousness was the dependence on the sphere of the unconscious.
It is here that the preservation of information, its classification and processing takes place, and produces
ideas for solving problems in the conscious sphere. However, only the conscious part can complete the
discovery.

Consequently, the creative process, in particular, musical creativity, is carried out as a result of men-
tal operations on the material, sometimes with the help of conscious and sometimes unconscious mecha-
nisms. In musical creativity there is a continuous and continuous correlation between the conscious and the
unconscious. These two types of thinking complement each other and alternate depending on the tasks set
before the composer.

The psychological mechanism of a creative act is characterized by a number of derivative concepts
(according to A. I. Mukha): creative setting or inspiration is the psychological setting of the composer, stimu-
lated by life experiences and personal will; creative task is an objective form of creative setting; creative im-
pulses are reflection of life experiences transformed into personal psychological motivations; a set of creative
motivations as a collection of natural data, training, knowledge, impressions, and creative skills, which serve
as a condition for the performance of a creative act; zone of perception that ensures the receipt, expansion,
and accumulation of various impressions; zone of control is a system of criteria for evaluation and principles
for the selection of elements of the future work; memory zone is the branch of the psyche, which holds all the
stock of impressions, motions, images, ideas, ideas, skills, etc.; reproductive zone that allows the composer
to mentally or actually reproduce a set of phenomena previously perceived and stored in memory; zone of
primary synthesis is the branch of subconscious and "superconscious" activity, where links, interactions, and
interpenetration are established between elements-stimuli.

Until the middle of the 20" century, creative abilities were associated in psychology with the level of
intellectual development. However, in the research process, the lack of direct dependence on creative abili-
ties on intelligence and acquired knowledge has been proven. That is, there is no correlation between the
intelligence quotient and the ability to create something new.

The problem of creative and intellectual abilities has three main approaches:
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1. Creative abilities do not exist. The main value in the emergence of creative behavior is motiva-
tion, values, and personality traits. Creative abilities are insufficient conditions for human creative activity.

2. Lack of creative process as a specific form of mental activity. A high level of intelligence involves
a high level of development of creative abilities and vice versa.

3. Creative abilities, creativity is a factor that does not depend on intelligence [2].

Creativity has become the subject of research since 1959 when a group of scientists led by J. Gilford
studied this phenomenon with the help of factor analysis on the material of exact sciences. A number of ex-
periments on the basis of art were conducted in parallel in the same year by W. Lawfield and K. Beyttel. As a
result of the comparisons, the following criteria were identified:

The ability to see the problem.

Speed, the ability to see in the problem as many sides and connections as possible.
Flexibility as the ability to understand a new point of view or to abandon it.
Originality, avoiding templates.

Ability to rearrange ideas and relationships.

Ability to abstract or analyze.

The ability to concretize or synthesize.

A sense of harmony when organizing ideas.

The results of repeated studies of the phenomenon of creativity have proven that this is quite a com-
plex phenomenon and, in general, is not subject to factor analysis. Creativity, whose basis is talent, creativi-
ty, intellectual ability, etc., is associated with the enormous amount of energy (nervous, mental, physical)
aimed at the process of creation. Spiritual and physical stress, which is caused by the decision of a creative
task, exceeds the ordinary possibilities of a person and entails a certain measure of fatigue, a feeling of dev-
astation, even depression and apathy.

The subject of creativity is a creative individual who has certain features formulated by American
psychologist K. Taylor: desire to always be at the top of their field of activity; self-reliance and independence
of judgments, desire to go their own way; predisposition to risk; active attitude, curiosity, tireless search; dis-
satisfaction with the existing traditions and methods, desire to change the current state of things; non-
standard thinking; gift of communication; and talent of foresight [6, 74—75].

Consequently, the creative person has special features and creative data, representing the organic
unity of the external and internal. A. I. Mukha formulates the prerequisites for full-fledged creative activity as
follows:

NG~ WNE

1. Group of psychological prerequisites-characteristics of creativity: biological, general-
psychological, and musical-psychological natural data.

2. Group of ideological prerequisites-characteristics: the presence of social, philosophical, artistic,
ethical ideals, ideas, views, and beliefs close to the author.

3. Group of technological prerequisites-characteristics: professional knowledge, craft skills, com-
poser’s practical experience.

4. Artistic and aesthetic prerequisites-characteristics: the figurative-associative sphere of compos-
er's thinking, ability to perceive phenomena of the surrounding reality from the standpoint of musician-artist.

5. Cultural dynamic prerequisites-characteristics: the ability to understand and intuitive sense of in-
ternal, relatively independent logic and trends of development of healthy traditions of art [5, 140-141].

These conditions, reflecting the creative qualities of the artist, characterize his/her "creative person-
ality", turning into a specific feature of the composer's creative style.

Conclusions. At the heart of musical creativity is the complex process of artistic and creative thinking,
which involves the creation of new material and spiritual values. Prerequisites of musical creativity are talent,
skill, intuition, creativity, improvisation, primarily related to the spiritual and mental development of the indi-
vidual. At the same time, education, acquisition of skills and experience, the formation of imagination and
accumulation of impressions are important, as the process of creativity is associated with mental operations
on the material through, first of all, conscious mechanisms.

In the realization of the creative task, the important role of the fundamental ways of realizing the cre-
ative-psychological setting, namely: emotions, intuitions, reason, logic, rational principle, intelligence, fanta-
sy. These manifestations of behavior associated with personality abilities, interact closely, mutually control
and sometimes "counter-insure" each other.
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XXUBOIMUC APTEMA MNPUCAXHIOKA: BIA TEMA'I:_I/I‘-IHO'I' KAPTUHH
A0 ABCTPAKTHOI KOMMO3WUUII

MeTa cTaTTi: MUCTELTBO3HaBUYMIA aHani3 aopobky Aptema NpucskHioka, TBOPYICTb SKOrO € NOKa30BOK 3 TOUKU
30pY 3MiHM CTUMICTUKM B YKpaiHCbKOMY MMUCTELTBI KiHua XX — novaTky XXI| cT.. MeTogonorieto JOCNIMKEHHS € iCTOpuY-
HWIA, BiorpadpiyHmin Ta cucTeMHU nigxoan. BUKOPUCTaHWMI TaKoX MWCTELTBO3HABYMI aHani3, MeToau MOPIBHAHHA Ta
y3aranbHeHHsi. HaykoBa HOBM3Ha nonsirae y BBeAEHHI B HaykoBWI OOIr BigomMocTew Npo cyyacHe OYKOBUHCbKE MU-
CTEeLTBO Ta TBOPYICTb OKpeMUX XYAOXHUKIB, aHani3di CTUNICTUYHUX 3MiH Y ManapcTBi perioHy. BucHoBku. JocnigkeHHs
Liei TeMu gae 3vory 06’eKTMBHO MigiiTM 4O MMUCTELTBO3HABYOI OLHKM MOCTYNy OYKOBUHCLKOrO XWMBOMMUCY KiHUA XX —
nepwmx gecAatunite XXI cT. 3aranom Ta cnagwuHu okpeMux MancTpis. Y nopobky Aptema lMpucsikHioka (1947-2017)
HasiBHi TBOPU MOHYMEHTanbHOro MuUCTeLTBa, robeneHn, CKynbMTypHi Ta >XMBOMMCHI poboTn. [locnigxeHHs TBOPYOCTI
XynoxHuka Bifg KiHust 1980-ux go 2010-ux pp. 4O3BONSE BIACTEXUTM 3MiHW Y MOr0 MansapcTBi — NOCTYNOBUI nepexia Big
TEMaTUYHUX KapTWH, pobiT NnybniuncTMYHOro xapakrtepy A0 abCTpakTHMX KOMMO3WLUiA. 3HaYHUMU YMHHMKaMK BNAMBY Ha
HOPMYBaHHS XUBOMMUCHOI MaHepW MUTUS CTanu yBara A0 KOMMO3WLIAHOI CTPYKTYpy pobiT, XxapakTepHa Ansi NbBiBCbKO|
XYAOXHBOI LLKOMK, Ta npodeciiHe 3aHATTA robeneHoM (A. MNMpUCsXHIOK 3a OCBITO BYB XyA0XHUKOM TekcTuno). OcTaH-
HE BU3HA4YNNO 0COGNUBO BaXNMBY porb (hakTypy NOBEPXHI y Manspcbkux TBOpax Lboro aBTopa. AKWo y poboTax KiHusi
1980-ux — novaTky 1990-ux pp. Han4acTiwe 3ycTpidyanvca nyeniuMcTnyHi MoTMBM, 0BYMOBIEHI COLianbHO-NONITUYHO
cuTyauieto B YKpaiHi i 3BEpHEHHSIM 4O HEOLHO3HAYHMX i CKNagHUX nepiodiB B icTopii Aepxasu, TO 3ro4oM HanbinbWmnm
3aLikaBNeHHAM MUTLS CTaHe BigoOpaXKeHHs1 eMOUIMHMX CTaHiB Ta CIPUMHATTA Cy4acHUX Moaiv Yepes acouiauii, BigTBO-
peHi CniBBiAHOWEHHSAM KOMIPHUX NNAM Ta PUTMOM iHiW, FPOK0 PIBHOMAaHITHUX dakTyp TOLLO.

KniouoBi cnoBa: Aptem [MpucsxkHiok, robeneH, xmeonuc, YepHiBui, TemMaTtuyHa KapTuHa, abCTpakTHe Mu-
CcTeuTBo.

Muwenko UpuHa UeaHoeHa, kaHOudam uckyccmeosedeHusi, doueHm, dokmopaHm HayuoHanbHOU akademuu
PyKO80OsILUX KaOpO8 Kyibmypbl U UCKyccme

XuBonucb Aptema MpUcskHIOKa: OT TeMaTUYeCKOW KapTUHbI K aGCTpPaKTHON KOMMNO3ULUKN

Llenb ctaTtbu: uckycctBoBeaveckuin aHanua Hacregus Aptema MNpucskHioka, TBOPYECTBO KOTOPOro SABMSIETCS
nokasaTtesibHbIM C TOYKW 3PEHNS U3MEHEHUSA CTUMNCTUKM B YKPAUHCKOM UCKycCTBe KoHua XX — Hadana XXI| Beka. MeTo-
AOoJiormen nccrneoBaHns ABMSIOTCA UCTOPUYECKUI, Brorpadmyecknin n cucTemMHbl Noaxoabl. Mcnonb3oBaH Takke Mc-
KyCCTBOBEYECKMI aHanu3, MeToAbl CpaBHEHMS U 0000weHns. HayyHas HOBM3HA 3aKnyaeTcsi BO BBEAEHUN B Hayu-
Hbll 060POT CBeAEHWA O COBPEMEHHOM OYKOBMHCKOM MWCKYCCTBE WM TBOPYECTBE OTAENbHbLIX XYOOXHWKOB, aHanvae
CTUIUCTUYECKMX U3MEHEHWUI B XXMBOMUCK pervoHa. BbiBogbl. MiccnegoBaHne aToi TemMbl No3BoNnsieT 06bEeKTUBHO Mo-
OOWTU K MCKYCCTBOBEAYECKOW OLIEHKE pa3BUTUS BYKOBMHCKON xuBoNMcK koHua XX — nepBbix gecAtunetun XXI B. B Le-
NIOM 1 Hacneams oTaenbHbIX MacTepoB, B YacTHocTU. Cpean pabot ApTtema MpucspkHioka (1947-2017) ecTe nponsse-
OEHMS MOHYMEHTArNbHOIO MCKYCCTBa, robGeneHbl, CKynbNTypHbIE M XUBOMUCHbIE paboThl. ViccnegoBaHme TBOp4YecCTBa
XyOoxHuka ¢ koHua 1980-x o 2010-x rr. No3BOMsIET OTCNEANTb N3SMEHEHWNST B €70 XXMBOMUCK — NOCTEMEHHBIN nepexon, oT
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