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The purpose of the article is to find out the key features for authentic music of the mountain areas in Ukraine and Poland
and to characterise the influence of Hutsul and Gural folklore on the work of outstanding Ukrainian and Polish composers in
the latter half of the 20th century. The research methodology is based on the theoretical, historical, comparative and analytical
methods. The article applies methods of generalisation and concretisation of the scientific material. They are to understand the
influence of genre and stylistic elements of Hutsul and Gural folklore on the work of significant Ukrainian and Polish composers.
The scientific novelty of the study is in deciding the stylistic and genre elements of Hutsul and Gural folklore in the works
of composers of Ukraine and Poland of the research period. The main features of Hutsul folklore, namely free improvisation
of the melody line, original rhythm system and unique colouristic, have masterfully transformed into the creative principles
and stylistic and genre structure of prominent Ukrainian composers’ musical works. They are V. Barvinsky, N. Nyzhankivsky,
M. Kolessa, and A. Kos-Anatolsky. The features of Gural folk melodies can be traced in the genre and style within the works
of Polish artists as K. Szymanowski and W. Kilar. The article has learnt that Hutsul and Gural’s folklores are tied by the dance
music, lively rthythm and a wide range of variations in melodies. Conclusions. Reinterpretation of the genre and stylistic
elements of Hutsul and Gural folk melodies is a force to recreate vivid images of archaic Carpathian folklore in the works of
Ukrainian and Polish composers. The works of V. Barvinsky, N. Nizhankovsky, M. Kolessa, K. Shimanovsky and others are
patterns of the national musical style, demonstrating the highly artistic transformation of Hutsul and Gural folklore. Kolomyjka
in F-sharp minor by N. Nyzhankovsky, Three Kolomyjky by M. Kolessa, Harnasie Ballet by K. Szymanowski introduce new
structural and compositional trends based on national traditions.
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Introduction

Musical folklore of Ukraine and Poland is a bright art phenomenon in the context of professional musical
art. The relevance of the study lies in the description of the stylistic and genre elements of Hutsul and Gural
folklore, which are formative means within the composite patters of composer’s national art in the latter half
of the 20th century.

Outstanding musicologists L. Kyianovska, S. Pavlyshyn, and O. Kozarenko study the features of Hutsul
folklore in the works of West Ukrainian composers of the 20th century. O. Kozarenko’s monograph “The Phe-
nomenon of the Ukrainian National Musical Language” is devoted to the study of stylistic features of Hutsul
folklore. I. Zinkiv, T. Kalmuchyn-Dranchuk, S. Kudrynetsky and L. Sadova studied the reinterpretation of the
kolomyjka and the influence of its genre and stylistic elements on the work of Ukrainian artists.

The musical folklore of Poland, in particular the critical features of Gural music, was considered by P. Da-
khlih in the monograph “Folk Music in Modern Society”. A. Hybinsky’s (1976) scientific intelligence “Karol
Szymanowski and Pidgallia” is devoted to the transformation of genre and stylistic elements of Gural folklore
in the musical work of K. Szymanowski.

The scientific novelty of the study is in outlining the stylistic and genre elements of Hutsul and Gural
folklore in the works of composers of Ukraine and Poland.

Purpose of the article
The main purpose of the article is to highlight the key features for authentic music of the mountain areas in

Ukraine and Poland and to characterise the influence of Hutsul and Gural folklore on the work of outstanding
Ukrainian and Polish composers in the latter half of the 20th century.
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Main research material

The West Ukrainian music of the first half of the 20th century is an interesting and diverse phenomenon
in the context of the world musical art. The aesthetic platform of Halychyna musical art was influenced by
different ethnic cultures, in particular, Polish, Czech, Austrian, each of which left its unique imprint and
enriched Ukrainian culture. The main style direction reflected in works by domestic composers of the early
20th century was romanticism. “Trying to bring fresh ideas to the romantic music standards, which almost
reached their limits, the 20th-century composers started using sharp folk tunes, rhythms, melodies, ways
of development of melodic thought...This resulted in the most lasting aesthetic music direction of the 20th
century as Neofolklorism” (Sadovenko, 2011, p. 174). At the same time, the music encompasses stylistic
tendencies of Impressionism, Expressionism, Symbolism, Neoclassicism, and Neofolklorism.

The broad palette of styles of the West Ukrainian music is borne out by the experience of Halychyna
composers, who have mostly obtained their professional music education in the Czech Republic and Austria.
The semantics of Halychyna music is inextricably linked with West Ukrainian musical dialects — Hutsuls,
Lemkos and Boyko’s. Particular attention should be given to the Hutsul theme creating numerous opportuni-
ties to be reinterpreted and processed by composers. The Hutsul musical tradition is characterised by bright
melodics, passionate rthythm and a specific tonal and harmonic character. Particular attention should be
paid to the genres of authentic Hutsul dances, including kolomyjka, which is a universal ancient archetype
of Ukrainian folklore. Hutsul motifs are masterfully embodied in works by the West Ukrainian composers,
namely V. Barvinsky, N. Nyzhankivsky, M. Kolessa and A. Kos-Anatolsky.

Their music work was based on Kolomyjka as the central genre of Hutsul music. Kolomyjka is char-
acterised by a passionate tempo, improvisation, syncopated and dotted rhythm, bright grace of the melody
pattern, rapid pace. The specific nature of kolomyjka sets it apart from other Ukrainian dancing genres.
Because of its poetic form, kolomyjka is considered to be one of the most improvisational genres. O. Koza-
renko (2000)has appropriately identified the role of kolomyjka: “Due to its popularity, the kolomyjka genre
has become a general symbol of Halychyna in the national musical language™ (p. 180). This statement is not
an exaggeration, but rather a statement of fact that kolomyjka is the main genre in West Ukrainian music. Of
particular note is the ability of its stylistic elements to a wide variety of transformations within the frame-
work of the composer’s reinterpretation. O. Kozarenko (2008) rightly remarks that “the genre of kolomyjka
gives free rein to introduce one’s ideas, inspired by the influence of modern artistic tendencies. Thus, kolo-
myjka became a genre generalisation for “Hutsul secession” in Galician music* (p. 29).

Apart from being used in the final parts of extensive musical pieces, kolomyjka is reflected in inde-
pendent musical compositions. The musical and illustrative structure of kolomyjka has become a productive
workshop for many outstanding Ukrainian composers, whose work marked the progress of the national
musical language. S. Kudrynetskyi (2010) claims that “...the kolmyjka form is older than the genre, and the
14 lines couplet model was formed even before the settlement of the Slavs™ (p. 20).

Among Halychyna composers, who used Hutsul folklore, in particular, kolomyjka, Vasyl Barvinsky
is the most distinguished. The significant features of the individual style of the composer are 1) formative
factor of folklore; 2) application of new composition techniques; 3) complete style pattern (Impressionism,
Neoclassicism, Symbolism, Romanticism). The high professional level of V. Barvinsky has developed un-
der the influence of V. Novak, a well-known Czech composer. V. Barvinsky had masterfully redefined the
Ukrainian folk songs; his music is predominantly lyrical. At the same time, the impressionistic harmony and
texture principles of the musical fabric’s development give the sound a warm and soft colour, elegant charm
and an exquisite emotional sound palette. In his works, the composer uses Lemko, Transcarpathian and Hut-
sul folklore. Having reinterpreted the melodic and rhythmic features of the West Ukrainian musical dialects
delicately, he created highly artistic samples of chamber piano music. In his piano works, V. Barvinsky fre-
quently uses kolomyjka motifs. The texture of his miniatures is mostly polyphonic and is characterised by
the presence of supporting voices. Hutsul themes in a masterful artistic reinterpretation can be clearly traced
in the chamber and piano music by V. Barvinsky. Apart from the impressionistic tendencies, V. Barvinsky’s
works reflect the features of Neofolklorism, as manifested in the modern approach to the reinterpretation
of folk intonations. L. Kyianovska (2000) points out that “...Barvinsky is biased towards the “polystylistic
multiplicity of folklore themes within the context of different past styles influenced by Secession and Sym-
bolism” (p. 190).

The composer’s focus was on the genre of piano miniatures, which corresponded to his lyrical type of
musical expression. It may be explained by the high internal aesthetics and spirituality of the composer and
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his chamber presentation of musical content. After all, the priority orientation of V. Barvinsky’s creative
method was folklore singing as the basis for the variant variational principle of musical structure. It is the
variation that is the composer’s main compositions principle. Particular attention should be paid to V. Barvin-
sky’s Preludes characterised by impressionistic colour, new harmonic findings and expressive folklore intona-
tion. The characteristic features of Hutsul folklore are presented in Prelude No. 3, which S. Pavlyshyn (1990)
refers to as “stylised kolomyjka” (p. 11). Other examples of the reinterpreted traditional Carpathian folklore
are two Hutsul kolyadkas for the small symphony orchestra.

V. Barvinsky frequently used the method of stylisation of the kolomyjka genre. This method was im-
plemented in the finale of the piano trio in A minor, in Kolomyjka from the children’s piano plays cycle Our
Sunshine Plays the Piano and kolomyjka from the Ukrainian Suite. V. Barvinsky played a significant role in
the development of Ukrainian musical art, in particular, piano music with an expressive folklore background
and high European traditions.

Another Galician composer, N. Nyzhankivsky, also plays a significant role in the process of establishing
the national style of Ukrainian composers art. The composer’s artistic manner combines the trends of Euro-
pean musical art and the folklore component, in particular the stylistic features of Hutsul music. The features
of Hutsul folklore are clearly expressed in the polyphonic composition Prelude and Fugue on Ukrainian folk
themes. The musical frame of the work uses dance genres of folklore as kozachok, hopak and kolomyjka.

The kolomyjka genre features have become the main formative features in Kolomyjka in F-sharp minor
by N. Nyzhankivsky. The work traces the features of Hutsul folklore in combination with Neromantic style
trends. The composition is written in a complex three-part form, where the main principle of thematic devel-
opment is variability. N. Nyzhankivsky’s kolomyjka is an expressive example of the stylisation method. The
skilful use of technique and expressive components of Hutsul folklore, such as syncopated rhythm, tonality
and harmonic features, short movements and fast tempo, indicate the folk genre and stylistic background of
the work. N. Nyzhankivsky, along with V. Barvinsky, consolidated the national frameworks in Ukrainian
musical art, creating beautiful examples of piano music, where the main semantic dominant is folklore in its
ethnic local diversity.

Among the outstanding Ukrainian composers, Mykola Kolessa deserves special attention. The compos-
er’s individual music style is characterised by Neoclassical and Neofolklorism tendencies. He is considered
to be the first West-Ukrainian modernist. M. Kolessa’s piano works synthesised the primary folk sources and
modern means of musical expression. The artist’s creative manner combines both the impressionistic stylis-
tic tendencies and the intonational and rhythmical diversity of Hutsul music. The suite for orchestra /n the
Mountains and the piano suite Pictures of Hutsulshchyna are examples of variational development of musical
content. The Hutsul style and Impressionism character of M. Kolesa’s compositions represent a new chapter
in the development of the National composite art of Ukraine in the first half of the 20th century. Particular
attention should be paid to the harmonic language used in the composer’s works. The innovative features of
the harmonic language are reflected in the following aspects: 1) folk tunes intonations; 2) the use of chromat-
icism; 3) reinterpretation of dissonance as a dramatic principle of compositional structure.

The energy and the rapid pace of piano works by M. Kolessa make them similar to those of the tradition-
al Hutsul dances. The unique colour of the sound in the compositions is achieved with the help of selected
compositional techniques: the use of folk tunes, sharp syncopated articulation, constant change of meter and
rhythm, imitation of the sound of trembita, cymbals, jaw harp, violin and other folk instruments on the back-
ground of polyphonic textures. “His piano music is not pianistic... It is enlarged and decorated with piano tex-
ture; however it is based on a more compact sphere of triple music” (Vorobkevych & Kashkadamova, 2004,
p- 156). It is worth noting that in the work of M. Kolessa, the kolomyjka genre is naturally and innovatively
transformed in piano compositions. Three Kolomyjky is a bright example of reinterpretation of stylistic and
genre elements of Hutsul folklore (1958). The national style of M. Kolessa’s work has played an important
role in Ukrainian musical art. Moreover, it declared the uniqueness and universality of folk music in the con-
text of compositional reinterpretation and connection with modern trends of the 20th century.

Hutsul themes in its extensive artistic, symbolic, genre and stylistic pattern are vividly embodied in the
works of A. Kos-Anatolsky, a significant Ukrainian composer of the second half of the 20th century. The
following artist’s piano works depict the picturesque landscapes of the Carpathians. They are Homin Ver-
khovyny (1954), Hutsul Toccata (1958), the piano suite Blue Mountains (1969), Mountain Legend (1974).
A. Kos-Anatolsky’s piano pieces are mostly virtuosic and are characterised by a concert type of presentation.
At a high artistic level, the composer reinterpreted genre and stylistic elements of kolomyjka at the tonality,
harmonic, textured and timbral-colouristic levels of musical and compositional structure in his unique pi-
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ano works. A. Kos-Anatolsky’s music, especially his piano works, once again emphasise the prospects and
uniqueness of the composer’s method of stylisation, which is based on the archaic semantics of Carpathian
folklore and open up unlimited opportunities for artistic interpretations.

Folk musical traditions have also become an artistic and semantic background in Polish musical culture.
Dance genres of national folklore, in particular Gural folklore, played a special role in professional instrumen-
tal music in Poland. The work of the notable Polish composer K. Szymanowski represents an extrapolation of
stylistic elements of Gural folklore combined with the aesthetics of secession style. An outstanding example
of the interpretation of the Gural motifs in professional music is the ballet Harnasie by K. Szymanowski. It
combines the archaic folklore and modern techniques of composer writing.

An outstanding Polish composer of the second half of the 20th century W. Kilar also approached Gural
folklore in his work. The artist’s symphonic poem Krzesany represents a new chapter in the transformation
of stylistic and genre elements of folklore in the composer work of the mountainous area in Poland. The use
of folklore features combined with the technique of minimalism gives W. Kilar’s music simplicity, freshness
and artistic originality.

Conclusions

The compositions of Ukrainian and Polish artists emphasise the significant potential and prospects of folk
music in the context of professional composers art. It was the archaic nature of the genre and stylistic structure
of folklore that opened up new opportunities for tonality, harmonic, textured, timbral renewal of the musical
language of composers following the modern aesthetics of the secession style characteristic of the first half
of the 20th century. Musical works by V. Barvinsky, N. Nyzhankivsky, M. Kolessa and A. Kos-Anatolsky,
K. Szymanovsky and W. Kilar represent a highly artistic interpretation of stylistic and genre elements of the
national folklore of Ukraine and Poland. In the works of V. Barvinsky, N. Nyzhankivsky and M. Kolessa, gen-
re and stylistic features of kolomyjka are articulated actively. The melody, rhythm, tonality and harmony of
music follow it, in particular in the piano miniatures of composers like Prelude in G Minor by V. Barvinsky,
Kolomyjka in F-sharp minor by N. Nyzhankivsky and the piano cycle Three Kolomyjky. A bright illustration
of extrapolation of Hutsul folklore is the piano work of A. Kos-Anatolsky. The melodic pattern, rhythm,
texture and harmonic structure of the works Hutsul Toccata, Homin Verkhovyny and Mountain Legend by
A. Kos-Anatolsky emphasise the highly artistic stylisation of genre and stylistic elements of Hutsul folklore.

Genre and stylistic features of Gural folklore are represented in the ballet Harnasie by K. Szymanovsky
and the symphonic poem Krzesany by W. Kilar. The distinct Gural dance rhythm, the grace of the melody
line and the timbral features of the mountain folklore of Poland can be clearly traced in the compositional
structure of these works.

The issue of interpretation and transformation of stylistic and genre elements of the primary folklore
source in composer art is in for further consideration and research because national folklore in its aesthetic,
semantic, genre and stylistic aspects is a unique source for compositional reinterpretation and stylisation.
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CTUJIBOBI TA )KAHPOBI EJIEMEHTH | Tanunens Bikropis Bonogumupisaa
I'YIHVYJAbCBKOI'O U I'YPAJIBCBKOI'O | Acnipanmxa, konyepmmeiicmep,
DOOJIBKJIOPY B TBOPYOCTI | IBH3 «Ilpuxapnamcvruii nayionanvruil ynisepcumem
YKPAIHCBKHUX I MOJOBbCBKUX | iveni Bacuns Cmegpanuxay,
KOMIIO3UTOPIB | Isano-®panxiecox, Yipaina

Mera crarTi — 3’CyBaTH 0COOIMBOCTI aBTEHTHMYHOT My3UKH TipChbKUX perioHiB Ykpainu ta [Tonbiui, oxapakrepusyBaTu
BIUIUB I'YIYJIbCHKOIO 1 TYpaiabChKoro (hOIBKIOPY Ha TBOPYICTh BUAATHUX YKPATHCHKHX Ta MOJBCHKUX KOMIIO3UTOPIB JPYroi
monoBrHE XX CT. MeTomooriss AOCHiKeHHS Tepen0dadac BUKOPUCTAHHS TEOPETHYHOTO, iCTOPUYHOTO, KOMITAPaTHBHOTO,
AHAJITHYHOTO METOMIB, y3aralbHEHHS Ta KOHKPETH3allil HAyKOBOTO Matepiany 3 00paHoi mpoOieMaTHKH — JUIS OCMUCIICHHS
BIUIMBY JXKaHPOBO-CTHJIBOBHX EJIEMEHTIB TYIYJIIbCHKOTO M T'ypaJbChKOTO (DOIBKIOPY Ha TBOPYICTH 3HAKOBHX YKPATHCHKHX
Ta MOJIBCHKUX KOMITO3UTOPIB. HaykoBa HOBHM3HA JOCHIIKEHHS MOJSTAa€E y BU3HAYCHHI CTUIILOBUX Ta JKAHPOBHX EIIEMEHTOB
T'YIYJIbCBKOTO 1 TYpalibchbKOTO (DOJIBKIIOPY B TBOPUOCTI KOMIIO3uTOpiB Yipainu it [Tonbiii nociimpkyBanoro nepiony. Bussieno
TaKi IEeMEeHTH TyILYJIbChKOTO (DOJILKIIOPY, SIK IMITPOBI3aLiiHICTh MEIOANYHOT JIiHIT, CBOEpIHA PUTMIKA Ta KOJIOPUCTHKA, IO
MaicTepHO TpaHC(HOPMyBATHCS B TROPYMX IIPHHIIMTIAX Ta KaHPOBO-CTHIIBOBIH CTPYKTYPi KOMITO3HILIH BUJATHUX KOMITIO3UTOPIB
Vkpaian, — B. Bapsincekoro, H. HmxankiBcekoro, M. Komeccn, A. Koc-Anatompebkoro. Pricn rypambchkoro menmocy
YiTKO TPOCTEXYIOTECS B JKAHPOBO-CTHJILOBOMY aclieKTi TBopyocTi monbebkux MuUTHiB — K. IllumanoBckkoro, B. Kimspa.
BcraHnoBneHo, 110 TYIYIbChKUI Ta IypaibChbKui (QOIBKIOP CIIOPIAHIOIOTH TAHIIOBAJIEHAH XapaKkTep My3UKH, 3aMaJbHAN pUTM
Ta MIMPOKUH CIIEKTp BapiauiiiHoCcTi Menoanku. BucHoBku. [lepeocMucieH s )KaHPOBO-CTHIILOBHX €JIEMEHTOB T'yIYJIbCHKOTO
Il TypaJbCbKOT0O MeJIoca — Lie MOIITOBX JIO BIITBOPEHHS SICKpaBUX 00pasiB apXaivHOro Kaprnarchbkoro (oibKIOpy B TBOPYOCTI
YKpaiHChKUX 1 MONbChKUX KoMro3uTopiB. TBopu B. Bapsincekoro, H. HmxkankiBeskoro, M. Korecen, K. IllnmanoBchkoro
i 1H. € B3IpIIMU HAITIOHATFHOTO MY3HYHOTO CTHIIIO, SIKi IEMOHCTPYIOTh BHCOKOXY/IOKHIO TPAHC(OPMAINIO TYIYAbCHKOTO Ta
rypanscbkoro Qomnpkiopy. Komommiika da-mie3 minop H. Hikarkiseskoro, «Tpu xonomuiikmy» M. Koneccn, 6anmer «XapHaci»
K. [llnmMaHOBCHKOTO MPE3EHTYIOTh HOBI CTPYKTYPHO-KOMITO3HITIHHI TEHACHIIIT, SKi 0a3yI0ThCS Ha HAL[IOHATBHUX TPAJHUIIisX.

Kniouosi cnosa: TynynbChbkui (DOJBKIOP; TYpalbChbKHUN (DOJIBKIIOP; KOMIO3UTOPChKAa TBOPUICTB; (hoibKIOpHA
TpamuIlist
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CTUJIEBBIE U )KAHPOBDIE | Jlanuner Bukropust Biagumuposha
AJIEMEHTDBI I'VUYJIBCKOI'O | Acnupanmxa, konyepmmeticmep,
U I'YPAJIBCKOI'O ®OJIBKJIOPA | I'BY3 «Ilpukapnamckuii Hayuonansuwlil ynueepcumen
B TBOPUYECTBE YKPAUMHCKMUMX | umenu Bacunus Cmegpanvixay,
N IMOJIBCKUX KOMITIO3UTOPOB | HUsano-dpanxosck, Yepauna

Llens wWccnenoBaHWs — BBIACHUTH OCOOCHHOCTH AyTEHTHYHONW MYy3BIKM TOPHBIX PETHOHOB YKpawHbl U [lombmim,
0XapaKTepH30BaTh BIMSIHUE I'YIYJIHCKOTO M TYpalbCKOro (hOIbKIOpa Ha TBOPUECTBO BBIAAIOMIMXCS YKPAMHCKUX H MOJBCKUX
KOMIIO3UTOPOB BTOPOI1 oJ0BHHBI XX Beka. MeTo0norus neeinei0BaHus IpeyCMaTpUBAET UCIIOIb30BAHIE TEOPETUUECKOTO,
HCTOPHYECKOr0, KOMIAPaTHBHOTO M aHAJIMTHYECKOrO0 METOJ0B, OOOOIIEHHS M KOHKPETH3alMMd HayyHOTO Marepuaja Io
n30paHHON TMpoONeMaTike — JUISi OCMUCIICHUSI BIMSHHUS JKaHPOBO-CTUJICBBIX DJIEMEHTOB TYIYJIBCKOTO W T'ypajbCKOTO
(ornbKIIOpa Ha TBOPUECTBO 3HAKOBBIX YKPAUHCKHX U MOJIBCKUX KOMITO3UTOPOB. Hay4Hast HOBH3HA HCCIeJOBaHMS 3aKITI04aETCS
B OIpPENEICHNN CTUIIEBBIX M JKAHPOBBIX 3JIEMEHTOB TYIYIBCKOTO M I'ypalbCKOTO (hOIBKIOpa B TBOPYECTBE KOMIIO3HUTOPOB
Vxpaunns! ullosbimm nceneryeMoro nepruoa. BeIsBieHbI TAKHE 31IEMEHTHI Ty LYIIbCHKOTO (DOJIBKIIOPA, KaK UIMITPOBU3ALIMOHHOCTD
MEJIONYHON JINHHIHI, CBOCOOPA3Hasi PUTMHUKA M KOJIOPHCTHKA, KOTOPBIE MACTEPCKU TPAHC(OPMHUPOBAIIUCH B )KaHPOBO-CTHIICBOH
CTPYKType IPOM3BEACHNH BBIIAIOIUXCS KOMIIO3UTOPOB YkpanHsl — B. bapeunckoro, H. Huxankosckoro, M. Koneccsl, A. Koc-
AmnatonbcKoro. YepTsl rypajbCKOro MeIoca YETKO MPOCIEKUBAIOTCSA B KaHPOBO-CTUIIEBOM acClEKTe TBOPUYECTBA MOIBCKUX
xomno3utopoB— K. [llumanosckoro, B. Kuisipa. YeraHOBIIEHO, 4TO MY ITyIIBCKUI U T'ypabCKUH (POIBKIIOP POHSAT TAaHIEBAIbHBIN
XapaKkTep My3bIKH, 3aKUraTelIbHbll PUTM U LIMPOKUM CIEKTP BapUAaLMOHHOCTH Menoauku. BeiBousl. Ilepeocmbicienue
KaHPOBO-CTHJIEBBIX 3JIEMEHTOB T'YIYJICBKOTO M TYpaJbCKOTO MEJIOoCa — 3TO TONYOK K BOCCO3JAHMIO SIPKHX 00pa3oB
apXangHOTO KapMaTCKOro (hOIBKIOPA B TROPUECTBE YKPANHCKMX 1 MOIBCKHX KOMITO3UTOpoB. IIponssenenns B. bapeunckoro,
H. Hmwxankosckoro, M. Koxeccrr, K. [llnmaHoBCKOTO 1 /ip. SIBISIOTCS 00pa3liaMy HAIMOHATIBHOTO MY3bIKAIBHOTO CTHIIS,
KOTOpBIE JIEMOHCTPHPYIOT BBHICOKOXY/IOKECTBEHHYIO TPaHC(HOPMAIHUIO TYIYIECKOTO U T'ypaibckoro (onbkiaopa. Komomsriika
¢a-mue3 munop H. Hmxankosckoro, «Tpu konomsliiku» M. Koneccsl, 6aner «Xapuacu» K. [1lnMaHOBCKOTO NpecTaBisioT
HOBBIE CTPYKTYPHO-KOMITO3UIIMOHHbBIE TEHACHIIMH, KOTOpbIe 0a3upyIOTCs Ha HALMOHAIBHBIX TPaJHUIHSIX.

Kniouegvie cnosa: TymynbCKui (OIBKIOp; TypalbCKUH (ONBKIOP; KOMIIO3UTOPCKOE TBOPYECTBO; (DOJIBKIOpHAS
TpajuLns
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