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IcTopuyHa peTpocnekTuBa y KOMMNO3UTOPCLKiN TBOPYOCTi
M.-A. AMneHa

AHOTAILISA m Hikonenko P. B. IctopuuHa peTpocnmekTHBa Y KOM-
no3uTopchbKiii TBopuocti M.-A. AmiieHa. m  CTaTTIO NPUCBAYEHO MUTAHHIO
ICTOPHYHOI PETPOCIIEKTUBHOCTI Y Cy4aCHOMY MHCTEITBI, sIKa BUCTYIIAE OJHIEI0
3 MPOBIIHUX i/1el Tiayiory KynbTyp 1 ecTeTnko-(pinocodchKol KOHIEMIT TOCTMO-
nepHizMy. [Iprkiagom BTIIEHHS 1aHOT TEHIEHIT € KOMIO3UTOPChKa TBOPUICTH
BCECBITHBO BIJJOMOTO KaHAJCHKOTO MmiaHicTa M.-A. AmJieHa, KOMITIO3UTOPChKHAN
CTWJIb SIKOTO BiJIPI3HSIETHCSI OPHUTIHAJBHICTIO 1 aKyMYIJIIO€ y cO0i OCHOBHI MUC-
TEIbKi i7IealTi Cy4acHOI KyNbTYpH. 3BEPTAIOYHCh IO My3WYHOI CIaIINHN MUHY-
JMX €rO0X, KOMIIO3UTOP JIEMOHCTPY€E LIMPOKY ICTOPUYHY MAaJITpy, sIKa BKIIIOYAE
HaBiTh 100y Penecancy. Ha npukiani Tokarn Ha Temy «L‘homme arméy, Temu
naBanu «Belle qui tiens ma vie», sSIKy MOKJIaJ€HO B OCHOBY BapialliifHOTO MUKITY
Ta GopMHu cTapoBHHHOTO (hpaHiy3pkoro pounod y m’eci «Landler III» 31 30ipku
«Con intimissimo sentimentoy, BUABISETHCS CIIEIU(pika KOMIIO3UTOPCHKOI iHTEp-
nperanii cTapOBUHHOTO My3M4YHOTO Matepiainy Ta ¢opm. m  Kirouosi cioBa:
icmopuuna pempocnekmuga, pempocnekmusHicb, ecmemura NOCMMOOepHI3MY,
inmepnpemayis, 0ianoe Kyibmyp, KOMno3umopcoka meopuicms M.-A. Amnena.

AHHOTAIIMSI m Huxonenko P. B. UcTtopuyeckasi peTrpocneKTuBa
B KOMIIO3UTOPCKOM TBopuecTBe M.-A. AmieHa. CTaThs MOCBAIIEHA BOIPOCY
HCTOPHUYECKOM PETPOCHIEKTUBHOCTH B COBPEMEHHOM HCKYCCTBE, KOTOpast BBICTY-
naeT OJHOHM M3 TNIaBHBIX MJCH Juaiora KyJIbTyp U 3CTETUKO-(DUIOCOPCKON KOH-
LEeNIUN TOCTMOIepHU3Ma. [IprMepoM BOIUIOMICHUS! TaHHOW TEHACHIWH SIBIIS-
€TCsI KOMIIO3UTOPCKOE TBOPYECTBO BCEMHPHO M3BECTHOTO KAHAJACKOTO MMHMAHUCTA
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M.-A. AmiieHa, 9eif KOMITO3UTOPCKHN CTHIIb OTIMYACTCS OPUTHHAIFHOCTRIO U aK-
KyMYJIUPYeT B ce€0e OCHOBHBIE Xy/I0’KECTBEHHBIE HJI€aIbl COBPEMEHHON KYJIBTYPBI.
OOpamasch K My3bIKQIBHOMY HACIEIUIO MPOLUIBIX 30X, KOMIO3UTOP JIEMOH-
CTPHUPYET LIMPOKYIO HCTOPUYECKYIO MaIUTPY, OXBaThIBas 1axe 31oxy PeHeccanca.
Ha npumepe Tokkarer Ha Temy «L homme armé», Temsl naBans! «Belle qui tiens
ma vie», KoTopas MOJ0K€Ha B OCHOBY BapHAallMOHHOTO LUKJIA U (DOPMBI CTapUH-
HOTO (paHIry3ckoro pouno B neece «Landler III» u3 coopruka «Con intimissimo
sentimento», BBIABISETCA creNN(IKa KOMIO3UTOPCKON HHTEPIPETAN CTapUH-
HOTO My3bIKaIbHOTO Matepuaia u ¢popm. m  KooueBble cioBa: ucmopuueckas
PEMPOCNEeKmu6a, pempoCcneKmueHOCMb, ICMEMUKa NoCMMOOepHUIMAd, UHmep-
npemayus, Ouaioe Kyimyp, KOMnosumopckoe meopuecmso M.-A. Amnena.

ABSTRACT = Nikolenko R. V. Historical retrospective in the
composer creativity by M.-A. Hamelin.

m Introduction. Art would always be a great mirror that reflects various
historical epochs with their unique philosophical ideals, aesthetic and ethical
principles, and the twenty-first century is no exception in this sense. At the same
time, a specific feature of contemporary art is the desire to actualize the heritage
of past centuries in the conceptual dialogue of cultures remote in time and space —
a tendency that belongs to the basic philosophical and aesthetic characteristics of
postmodernism as the dominating cultural paradigm of the XXI century.

In modern musical art, the actualization of cultural heritage occurs in many
ways, among which the most well-known and studied are citation, collage and
stylization. All these phenomena are the subject of close attention of musicologists
and cultural scientists. Itis worth referring to the famous works of U. Eco, F. Jameson,
V. Bibler. Of the Ukrainian musicologists who study these phenomena, let’s call
D. Ruzhinskaya, O. Protopopova, O. Samoilenko. But music practice constantly
generates new phenomena that also require attention. A striking example of the
original use of musical material from previous eras is the compositional work of
the Canadian virtuoso pianist Marc-André Hamelin. Having received recognition
as an outstanding performer, he also created his own recognizable writing style,
and his opuses are of undoubted interest for the music community.

The objective of this article is to consider the specifics of the postmodern
tendency to actualize the cultural heritage of the past and implementation of this
intention on the example of the composer creativity by M.-A. Hamelin. This research
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is based on structural-functional and genre-style methods. The methodological
basis is the works of U. Eco, F. Jameson, V. Bibler, dedicated to the philosophical
and aesthetic concepts of postmodernism and, especially, the dialogue of cultures,
which reflect the problem of interaction of the old and new in modern art.

Research results. The compositions by M.-A. Hamelin are presented
now by a significant number of piano miniatures, the cycle of “12 Etudes in
all minor keys”, by variation cycles and transcriptions. Most of them involve
someone else’s thematic material in one way or another. It can be presented as
quotations, which, however, are not entered in the original form, but undergo
certain changes at the first appearance. One of the ways of the composer’s
interpretation of thematicism is to transfer melodies to a new multi-voiced
context, which is so different from the original one that a theme is no longer just
a new re-harmonization.

For example, M.-A. Hamelin’s Toccata is based on the melody of the
famous Renaissance song “L’homme armé” (“The Armed Man”). This work was
commissioned as a mandatory piece for the Fifteenth international Van Cliburn
piano competition. Using a song theme in the Toccata genre, M.-A. Hamelin
accelerates movement not only due to the tempo (molto movimentato, ansioso
(ma non senza nobilta)), but also the relentless movement of the sixteen in the
accompaniment, creating the effect of continuous development. The important
point in the composer interpretation of the source material is also the “register”
transformations of the melody transferring in different octaves.

The bright example of reinterpretation of the thematic material of the
Renaissance is the variation cycle “Pavane Variée” on the theme “Pavane
Belle qui tiens ma vie” borrowed from Tuano Arbo’s treatise “Orchesografia”.
This work, like the previous one, was written to order: for the ARD International
music competition 2014. When presenting the Pavane theme, the composer
almost exactly preserves its original appearance, but makes small changes in the
harmony that “modernize” the theme. Further development of the theme is based
on a significant transformation of its textural and figurative content. The variation
cycle as a whole is characterized by a modified harmonic component, thanks to
which the Pavane finds itself in atypical conditions, and as if it begins to “talk” in
the musical language of impressionism and jazz, as well as gets away on a rather
significant distance from the original theme. For example, in variations No. 1, 2,
4,5,7,8,9, only the general outline of the topic is guessed.
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In addition to the actual themes of past eras, M.-A. Hamelin sometimes uses
old musical forms, filling them with new content. Such example is Lédndler II]
from the collection of plays, which is called “Con intimissimo sentimento”.
In this work, the artist imitates the form of an old French couplet Rondd, the
peculiarity of which is the thematic similarity between the refrain and the episodes
and the immutability of the refrain itself. Precisely following this specific form,
M.-A. Hamelin creates a vivid theme for the refrain and develops it in three
episodes. At the same time, by its harmonious language, the play approaches to
the style of M. Ravel, and is interpreted in an impressionistic character.

Conclusions. Referring to the musical heritage of past eras, M.-A. Hamelin
covers various historical periods of time. The composer does not limit himself to
the use of musical themes, but also refers to early musical forms. Considering the
ways of processing themes in the work of M.-A. Hamelin, it is worth highlighting
the desire to exhibit the material in a modified form, while the degree of change can
be quite different: from a slight modification of the melody and harmony, to a fairly
significant change in the harmony and texture of the theme. However, in both cases,
the themes are recognizable, and their form is preserved. It is also noteworthy that
the Renaissance themes chosen by the author are moved to an atypical virtuoso
context, since they are included in the works written to order for music competitions,
however, this interpretation gives more freedom for its disclosure in various aspects.
When using old forms, M.-A. Hamelin fills them with a new harmonious meaning
and combines the various genre elements (such as the features of Landler and Rondo).
Through the interaction of forms, genres and harmonic means belonging to different
epochs, M.-A. Hamelin’s works possess the effect of a cultural polylogue, which
makes it possible to consider retrospection an important feature of his compositional
thinking. m  Key words: retrospectivity, postmodernism aesthetics, interpretation,
dialogue of cultures, compositional creativity of M.-A. Hamelin.

I[octanoBka mpodseMu. MUCTENTBO 3aBXKIU OyJI0 HIOM BEIUKHM
JI3EpKAIIOM, yV SIKOMY BimoOpakaroThCS Pi3HI ICTOPUYHI €MOXH 3 iXHIMH
HEMOBTOPHUMH (PLIOCOPCHKUMHU 1JieajlaMH, €CTETUYHUMHU Ta CTUYHHUMH
npuHIANAMH, i XX CTONITTS HE € B IbOMY CEHCi BUKITIOYCHHSAM. Y TOM ke
yac, crenu(iyHOK PUCO CyYaCHOTO MHCTEITBA € MPAarHeHHsI 70 aKTya-
Ji3auii ciagiH MUHYJIUX CTOJITh Y KOHLENTYaJIbHOMY I1alo31 KyJIbTyp,
BiITAJICHUX y Yaci 1 MPOCTOPi — TEHEHIIIsA, IO HAJICKHUTH 10 0a30BUX (Pi-
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J0CO(CHKO-ECTETUUHUX XapaKTEPUCTUK MaHYIUO0i KyJIbTypOTBOpUOi ma-
panurmu XXI cT. — mocTMoaepHI3MY.

SIckpaBHM IIPUKIIAZAOM OPUTTHAIBHOTO 3a/iTHHS My3UYHOTO MaTepiairy
MIOTNIEPETHIX EMO0X € KOMITO3UTOPChKa TBOPYICTh KaHaACHKOTO TTiaHicTa-BipTy-
03a Mapka-Angpe Amiena (Marc-André Hamelin; 1961 p. 1.). OTpumMaBim
BU3HAHHSI K BUJATHUN BUKOHABEIlb, BIH TAKO)K CTBOPHB BIIACHUH BITi3HA-
BaHHUH KOMITO3UTOPCHKUH CTHIIb, @ OTO OITyCH BUKJIMKAIOTh CTIHKHI 1HTe-
pec My3UYHOI CIIUTFHOTH, 1110, Ha HAIII TIOTJIS, TICHO TIOB’sI3aHE 13 IPOSBOM
y HUX CIIB3BYYHIl Cy4acHOCTI MOCTMOJIEPHOT €CTETHKH.

OTxe, KOMITO3UTOPCHKA TBOPYIiCTh M.-A. AMIleHa CTAHOBUTH 00’ €KT
JAHOTO JIOCTiIyKeHHsl, MeTa SIKOTO — BH3HAuUTH cHenu(iky MposiBy
MPUHLUITY PETPOCIEKTUBHOCTI SIK CKJIAJOBOI MOCTMOJCPHOI €CTETUKU
Yy KOMIIO3UTOPChKOMY CTHIl M.-A. AmieHa. MeTomoJiorist 10CTiaKeHHs
CIMPAEThCSI HAa CTPYKTYPHO-(QYHKIIOHANBHUH, >KaHPOBO-CTHUIBLOBUH Ta
CUCTEMHHUI METOH aHai3y. Moro MeTomonoriunow 6a3ox0 € Tpatti, pH-
CBSYCHI (PLIIOCO(PCHKO-CCTETUUHNUM KOHIICIIIISM ITOCTMOICPHI3MY Ta CIie-
nu@ini KyIbTypHOTO JIajory, y sIKUX BiJoOpakeHa mpobiema B3aeMopii
«CTaporo» Ta «HOBOTO» B CYYaCHOMY MHCTEIITBI.

AHaJi3 HOBITHIX my0Jtikamuiii 3a TeMo10 JoCTizKeH . AKTyasi3amis
KyJIBTYPHOI CHIAAIIMHN B My3UYHOMY MHUCTELITBI CbOTOICHHS BiI0OYBa€THCS
OaraTbMa NUISXaMH, Cepel AKUX HAWOUIBII BIJIOMUMHU Ta JIOCIHIKCHUMHU
€ NWTYBaHHS, KON Ta CTUII3allis. YCi Ii SBUIIA TMPUBEPTAIH MUIbHY
yBary mysuko3HaBiiB: O. Camoiinenko (2003), 1. Pyxwuncekoi (2008),
O. IIporomomoroi (2011), a Takox — ¢imocodiB i KyIbTypoOJOriB:
B. bibnepa (1991), V. Exo (2007), ®. JIxetimicona (2019). Ane Mmy3ndHa
NpaKkTHKa MOCTIHO MOPOAXKYE HOBI SIBUILA, SIKI TAKOXK MOTPEOYIOTH YBary.

Bukiax ocHoBHOTO MaTepiay aocaigkennsa. DeHOMEH iCTOpHIHOL
PETPOCIIEKTHBH, MPHUCYTHIH B Cy4acCHOMY MHUCTEITBI, HaJja€ BETHUKI MOXK-
JUBOCTI U1 OCMHCICHHS Horo y ¢imococbkoMy Ta €CTETHYHOMY pa-
Kypcax. J{is kpamoro po3yMiHHS CYTHOCTI IaHOTO SIBHINA ITOCTMOIEPHOT
€CTETHKH 3BEpPHEMOCs JIo crioctepexenp @. J[xeiimicoHa. Y cydacHOMY
MHUCTENTBI iocod BOaUae BTpaTy JTIHIHHOTO HAMPSMKY iCTOPHIHOTO PO3-
BUTKY, 3aBASIKH YOMY TOPSIJI MOXKYTh CIIBICHYBAaTH Pi3HI €MOXHU Ta CTHIII,
Ta 3a3Hayae, 10 «KpH3a ICTOPUYHOCTI 3MYIIY€E CHOTOJHI 3aHOBO 3BEp-
HYTHUCS JI0 MUTAHHS PO TEMIIOPAJIbHY OpraHizaliio sSK Taky y MOCTMO-
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JIEPHOBOMY CHJIOBOMY IIOJIi, Ta, IO CYTi, 10 mpobiaemMu (hopMmu, Ky dac,
TEMIIOPAIBHICTh T4 CHHTAarMaTHKa 3MOXKYTh OTPHUMAaTH B KyJbTYpi, Bce
OLITBII KepoBaHii MPOCTOPOM Ta MPOCTOPOBOIO JOTiKOIO» (/[keliMicoH,
2019: 125). Y 3B’s3Ky 31 3MIHOIO HOHSATH PO TEMIIOPAIbHY OpraHi3allito
MHUCTELTBA Ta MOKJIMBICTIO CIIBICHYBaHHSI MUHYJIOT'O Ta Cy4acHOTO, TBip
CTaB CIIPUIMATHCS K TEKCT, IHTepIpeTallisl SKOro 3aCHOBaHa Ha T epeH-
niarii, a He yHidikarii ioro komnoHeHTIB ([xeiimicon, 2019: 134). Takox
y HbOMY BifOyiacsi BTpara €IHOCTI Ta opraHidyHocTi. Temep BUTBip MUC-
TenTBa, Ha AyMKy . J[keiiMicoHa, BUSBISIETHCS «BIPTYyaJIbHOKO 30ipHOIO
COJISTHKOIO 200 KOMOPOIO 3 PO3Pi3HEHUMH CyOCHCTEMaMH, BUMAKOBOIO CHU-
POBHHOIO Ta IMITyJIbCAMH HalPI3HOMAHITHIIIOTO POIY» (TaM camo).

Po3mnspatoun nuTaHHs BiAHOIIEHHS 10 MUHYJIOTO Y TIOCTMOJEPHI3M,
V. Exo Bizm3HavYae, M0 BOHO MTOBUHHO OyTH TIEPEOCMHUCIICHE B ipOHITHOMY
kmoui (Exo, 2007: 77). Ilpu upomy ipoHisi CTBOPIOE MEBHOTO POAY TPY,
BIIMIHHICTH SIKOi TTOJISITA€ B TOMY, IO BOHA MOXKE OyTH CIIPHIHATA IIiJ-
KOM cepiio3HO: «B 1ipomy, — 3ayBaxkye MICHbMEHHHK, — BiZ]MiHHA pHca (aje
1 MIJICTYNHICTB) IPOHIYHOI TBOPYOCTi. XTOCH 3aBXKIM CIpUIIMe ipOHIYHUI
TUCKypC sk cepiio3umin» (Exo, 2007: 78).

Y KOHTEKCTi B3a€EMOJIii «CTAapOro» Ta «HOBOTO» B CY4aCHOMY MHCTELTBI
BapTO 3BEPHYTUCS TAKOX JI0 MOHATTS I1ajory KyJbTyp, IO IpelcTaBleHe,
30KkpeMa, y ¢inocoderkiii kouremnii B. bibnepa. AHalizyro4uu CyTHICTH
KyJABTYPH, BiH Bif3Ha4ae, 1m0 i peHOMEH «i B MOBCAKIEHHOMY HOTO PO3Y-
MiHHI, 1 B NIMOMHHOMY CEHCI — BCE OUIBIIIE 3CYBAETHCS JI0 LICHTPY, 10 OCE-
PEOKY JIIOACBKOro OyTTs, MPOHU3YE (3HA€ MPO LIe cama JIIOAWHA YH Hi...)
yCi BUpIMIAIBHI TOIT )KUTTS Ta CBIIOMOCTI JIFofel Harmroro Biky» (bibmep,
1991: 261). Ilig BiMBOM pi3HOMAHITHHX TpariyHux noxiil y XX cr. Bigoy-
BaJIOCh TIOCTYIIOBE 30JFKEHHS MJK COOOI0 PI3HOMaHITHHUX KYJBTYp, iX B3a-
€MOTIPOHMKHEHHSI, y TOH K€ Yac sIK 1 pO3PHB 3B’SI3Ky MK Pi3HUMH 1CTOpUY-
HUMH €TI0XaMH, 3aBJITKM YOMY 3’ SIBIJIMCH HOBI IIHHICHI T4 CMHCJIOBI CIIeK-
TPH, AKI MOXYTh OyTH OCMHUCIIEHI TUTBKH Y JiasoriuHiil B3aemonil. Ha mymky
B. bibnepa, ocranHs peanizyeTbesi 0€3MOCEPEAHBO Y PAMKAX MHUCTELBKOTO
TBOPY, /1€ (hOpMYyIOThCA crierididHi It TOCTMO/IEPHI3MY B3a€MOBITHOCHHH
aBTOpa 13 PEIUITIEHTOM, 3aCHOBAHI HA MOXKJIMBOCTI OCTAHHBOTO JIOTIOBHUTH
abo copMyBaTH y CBOIH ysIBi TBip 10 KiHIIA, TOBEPIIUTH HOTO; TIPH IIHOMY
TaKUH 4nTad, ciayxad ado Iisiiad MUCIHTBCS MHUTIIEM HE TUIbKH y MEKax
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IIEBHOT ICTOPUYHO] CTTOXH, a i K TaKUH, 0 € IPEICTABHUKOM 1HIIIOTO iCTO-
PUYHOTO MPOMIXKKY 4acy Ta iHmoi KyasTypu (bibnep, 1991: 262-263, 271).

3a3Ha4MMO, 10 MMATAHHSA JaJIOTy KyJIBTYpP TaKOK OCMHCITIOETHCS 1 My-
3uko3HaBIsIME. OJIHE 13 HAMOUIBII MOBHUX JOCIIIDKEHb Y I[bOMY HarpsMi
Hanexwuts O. CaMoiiiieHko. Y cBoiii tucepTaniiiHii poO0Ti HayKOBEIlb, CITH-
parourch Ha KOHIISMINIO Jiasiory, peacTaBieHy B ¢inocodii M. baxtina,
IIPOEKYE OCHOBHI 11 MOMEHTH Ha My3HM4YHE MUCTEITBO. My3HKO3HABUIIS BU-
Oy/ZI0By€ HOETHYHY THITOJIOTIO JiaJloTy, OCHOBOIO SIKOi € IPUTaMaHHi Jiaio-
TIYHOCTI 3araJlbHOCMUCIIOBI Ta JKaHPOBO-CTHJILOBI KOMITO3UIIIMHI MOJIEII Ta
X BimoOpakeHHsI B My3uuHOMY MucTenTBi (Camoiinenko, 2003: 5). A cam
(heHOMEH Jiasiory y My3UYHOMY MHUCTEIITBI PO3IIISIAETHCS, BUXOJISIUH 3 TEK-
CTOJIOTTYHHUX BJIACTHBOCTEH MY3HKH, SIKi OB’ SI3YIOTHCSI 13 HOETUYHOIO CIIpS-
MOBaHICTIO ITHOTO KyasTypHOTO siBUTIa (Camotinenko, 2003: 6).

lono ocobmmBoCTEll MPOSIBIB €CTETHKH MOCTMOACPHI3MY Y MY-
3MYHOMY MHCTEITBi, TO BOHH PO3MISAAIOTHCS, 30KpeMa, B JIOCHIKSHHI
J1. Py)XUHCBKOT, sika BUSIBJISE TICBHI KOHCTAHTH, 110 XapaKTePHI IS OCT-
MoJiepHOTO TBOPY. Cepen HUX BHOKPEMITIOIOTHCS: 1) TpaauIiiHICTh MUC-
JICHHSI, IO TPOSIBISETHCS B OMOPI HA yCTaJeHi KaHPU Ta KOMIILUITIOBaHHI
BiIOMOT0; 2) €KJIEKTHYHICTh; 3) 3MiHa IPOCTOPOBO-YACOBOTO MapaMeTpy,
o Tependadae PeTPOCIIEKTUBHUN MO Ha CTHII, €TIOXH Ta METONU;
4) ipoHis Ta IHTEPTEKCTYaIbHICTh, SIKi CTBOPIOIOTH YMOBH JUIS TOCTMOJIEP-
HOBOI «TpH 31 cMuciom» (2008: 528).

Po3mmmproroun Ta, B TIEBHOMY CEHCI, JIOTIOBHIOKOYHM HayKOBi CIOCTE-
pexxenns . Pyxuncekoi, O. [Iporononosa gonae Taki napaMeTpH, sIK 1o-
Jaicmunicmuxa, o TPOSBILIETHCS y IUTYBaHHI, KOJTaXi, 3TUTTI Pi3HUX ic-
TOPUYHUX TPAAMIIIN; Oia02 Ta NoiI02, 10 BAHUKAKTH HA PI3HUX PIBHIX
OpraHizamii XyJl0X)KHbOTO TBOPY; MHONMCUHHICHIb CMUCILIB, BUPANCEHHS He-
pe3 CUMBOIU, POZKPUMNISL NIOCBIOOMUX NPOYECI8; KOHYENMYALi3M Md KOH-
CMpYKmugiam; «cnipimyanizayia» ma 2iopudisayis dcanpie, BAHUKHEHHS
«metaxanpisy (ITporomnomnosa, 2011: 34)1,

I Takox O. IIporononosa 3ayBaxkye, [0 B Cy4aCHOMY MHCTELTBI JOBOJI BaJKKO BHO-
KPEMHUTH UiTKy TpaHb MiX ITOCTAaBaHTap/oM i Oe3nocepeJHbO MOCTMOJACPHIZMOM, 1 Mijl-
KPECITIOE CXOXKICTh 1/JeHHO-eCTEeTHYHUX HACTAHOB JaHHUX Ky/lIbTypHHUX siBui (I[Iporomomnosa,
2011: 34).
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O3HavyeHi MUCTEIBKI TEHISHIIIT 0 MialOTIgHOCTI Ta PETPOCIIEKTHB-
HOCTI 3HAaXO[STh CBOE OPHIiHAJbHE BTIICHHS y KOMIIO3UTOPCHKii TBOP-
yocti M.-A. Amiena. Ha gannii MOMEHT y JOpOOKY KaHa/JICHKOTO MUTIIS
Ipe/ICTaBICHO 3HAYHY KUTBKICTh (hOpTEiaHHUX MiHIaTIop, UK «12 eTro-
JIiB y BCIX MIHOPHUX TOHAJIBHOCTSIX», BapialliiHi KA Ta TPAHCKPHUIILII].
[Ipu ipoMy y OITBPIIOCTI 3 HUX TaK UM 1HAKIIE 3a/1sTHO Yy>KUH TeMaTHIHUN
Marepiaj, SIKHi MPeICTaBICHO SIK y BUMISAL LIUTAT, 110, OAHAK, HE BBOJSTh-
Cs Y CBOEMY OpPHTIHAJLHOMY BHIJISIII, a TMiJIAIOTHCS aBTOPCHKIN TpaHC-
(hbopmartii, Tak i y BUIJISIIL TEM, [0 TEK OCMUCIIIOIOTHCS BXKE B MOMEHT €KC-
ITOHYBaHHS y JeII0 iHmoMy Kirodi. OTHUM 31 CIOCO0IB KOMIIO3UTOPCHKOL
IHTepIpeTalii TeMaTHu3My € MePeHeCeHHs HOro B 1HII My3W4HI YMOBH, 31
30epekeHHsIM aOpHUciB opuriHaimy. My3uuHH Marepial, Mo OOUpaeTbes
MHUTIIEM JJIsI OTIPAITIOBAHHS, OXOIUTIOE Pi3HI ICTOPUIHI TPOMIXKKH, HAIPH-
knaja, XIX cr. (HaBenemo «Bapianii Ha Temy [laranini», e, OKpiM BiacHe
Kampucy Ne 24, Ha TeMy SKOTO HaITMCaHO el OMyC, MOJKHA 3YCTPITH i ITH-
taty 3 etony «La Campanella» ®. Jlicta), onnak yacom M.-A. AmiieH
3BEPTAETBCSA 1 O OUTBII JAaBHIX IUIACTIB MY3WYHOI KYJIBTYpH, a came,
10 3pa3KiB emoxu PeHecancy.

Cepen Hux — Menofis Bimomoi micHi «L homme arméy», («O30poena
JIOMHAY), Ky Oylo mepeocMucieHo M.-A. AmileHOM Ta TOKIaje-
HO B OCHOBY ioro Tokaru. /laHuii TBip HamMCaHWiA 3a 3aMOBJICHHSIM SIK
0o0o0B’s3k0Ba T’eca misi [I’SITHAAISTOrO MiKHAPOTHOTO KOHKYpCY ITi-
anictiB imeni Bena Kuaiibepna 3a miarpuvkn HarioHansHOro Qoumy
MHCTEITB, MPO IO CBIAYUTH aBTOPCHKUII KOMEHTAp HA MOYATKY TBOPY-2.
Toxara ompa3y >k Ticis ii CTBOPEHHS 3100yi1a MOMYJIIPHICTh Ta BHKJIHKA-
Jla 3aliKaBlIeHICTh Y BUKOHABCHKOMY cepenoBuili. Ha e Bkasye, 30kpema,
A. Kanreiinic:

2 Commissioned for the Fifteenth Van Cliburn International piano competition by the
Cliburn with support from the National endowment for the arts («CtBopeHo Ha 3aMOB-
nenns uist [1’aTHaAITOrO M>XKHAPOIHOTO KOHKYpCy miaHicTiB iMeHi Bena Kiaii6epHna 3a
miaTpuMKku HarioHamsHOTO (OHITY MECTENTBY — niepekua miii — P. H.) (Hamelin, 2017: 1).
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«As the commissioned work in
a celebrated contest, the Toccata
received 30 performances in the space
of a few days in May 2017 by pianists
of high caliber to substantial live
and streaming audiences that most
contemporary composers can only
dream off» (Kaptainis A., p. 69).

«Ik poboTa Ha 3aMOBJICHHS IS BiJO-
MOro KoHKypcy, Tokara Oyia BUKOHaHa
miaHiCTaMHd BHUCOKOTO PIBHS IS IITH-
poOKOi KMBOi 1 TOTOKOBOI aymuTopii
30 pa3iB NPOTSITOM KiJIBKOX JIHIB y TpaB-
Hi 2017, npo 1o OLIBLIICTh CYyYaCHHUX
KOMITO3UTOPIB MOXYThb JIHIIE MPIsSTH
(Kaptainis: 69).

3aHiKaBJ’IeHiCTL UM TBOPOM BUABUIIM HE JIMIIC YYaCHUKHW KOHKYPCHOTO
3MaraHHA:

«IIpodeciiina nianicrka Mapi Konama,
mo, K i AmieH, Oyia y ckiaai xypi
KOHKYpCY, IOBIJIOMHJIa TIPO CBOT TUIAHU
Jongatu TokaTy 10 BIACHOTO peneprya-
py» (Tam camo: 69).

«The professional pianist Mari Kodama,
like Hamelin a member of the Cliburn
Jury, said she planned to add the Toccata
to her repertoirey (ibid, p. 69).

Taka momynspHICTh, MOXKIIMBO, TIOB’sI3aHA 3 OPUTIHAIBHICTIO KOM-
MO3UTOPCHKOTO 3aayMy, SIKMH TOPOMKye crnenndivHi cnocodu pobdotu
3 My3u4HHM MatepiaioM. OIUH 3 HUX — 3aHYPEHHS TEMHU OPHUTIHATY
B 30BCIM IHIIUH aHPOBUN KOHTEKCT. BUKOPUCTOBYIOUU MICCHHY TEMY
B )KaHpi TOKaTth, M.-A. AMJIEH IPUCKOPIOE ii pyX HE JIUIIIE 3aBASIKH TEMITY
(molto movimentato, ansioso (ma non senza nobilta)), ane i 3aBIsIKHA HE-
BIMHHOMY PyXy HIICTHAIISITUX B aKOMIAHEMEHTI, 1110 CTBOPIOIOTH €(heKT
Oe3rnepepBHOTO PO3BUTKY. HacTymHUM Ba)JIMBUM MOMEHTOM B KOMITO3H-
TOPCBKIW iHTepIpeTanii BUXiJHOTO Marepiasy BUSBISETHCS TPOXU 3Mi-
HeHa cTpykTypa ctpodu. Ha BiamiHy Big pparmeHTy micHi, o AiHmIoB
JI0 HAIIOTO 4Yacy Ta MICTHTb pe(peH, KyIJIeT Ta MOBTOpeHHs pedpeny,
B Toxkari, B eKcro3uii BUXiAHOTO TEeMaTH3MY, aBTOPOM JI0JaHO LIE OHE
NpOBEJICHHST pepeHy, M0 CKIAAA€ThCs, TAKUM YHHOM, 3 JIBOX (pa3, Ha
BiJIMiHY BiJ ojiHi€i B opuriHaii. Takoxx M.-A. AmieH 3MiHIO€ QakTypHE
Ta pericTpoBe opOPMIICHHS OCTAHHIX: ITOYAaTKOBa (ypa3a BHUKIATAETHCS
y MaJiiii OKTaBi, a [pyra 3By4nTh y nepuriit okrasi. Takuii cioci6 pemnpe-
3CeHTAaIlii My3UYHOTO MaTepiany, KOJU BiH BiJl CAMOTO MOYATKY MOJA€ThCS
i3 TICBHUMHU 3MiHAMH, € BIACTHBHM JUJIsI KOMIO3UTOPCHKOTO CTHIIIO Ka-
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HaJICBKOTO MHTIIS 3arajJioM Ta 3yCTPIdaeThCs 1 B 1HITUX HOTO TBOpAaxX i3
3aM03WYCHUM TEMAaTU3MOM.

[{ikaBUMHM NOCTAIOTh MUTAHHS PO TAPMOHI0 Ta (JopMy JaHOTO TBO-
py. Y BimHOmeHHi nepmoro, M.-A. AmieH, sk Bin3Hadae A. Kanreitnic,
JOZICPKYETHCS «TOHAJBHOTO, ajleé XPOMATUYHOTO CTHIIO» («a tonal but
chromatic style» B opurinani — P. H.) (Kaptainis, 68). OkpiM 115010, BiH
4acTo 3aroCcTPIOE TapMOHIi, BAKOPUCTOBYIOUH CEKYH/IOBI CIIB3BYYUS, L0
IIPOTATOM YChOTO TBOPY 3 SIBJISIIOTBCA 1 SIK TOAATKOBI 3BYKH 10 OCHOBHOT
rapMOHii, 1 SIK Macaxi, 0 CKJIaJal0ThCs MEPEBAYKHO 13 JAHOTO IHTEPBAITY
(mampukman, TT. 67-68 Ta 70-71). logo dopmu Tokaru, To A. Kanrelinic
BOaYae TYT «BapiaHT COHATHOI (POPMH 31 BCTYIIOM, CKOPOUYEHUM MOBTO-
PEHHSIM Ta PO3LIMPEHOI0 KOAOI0». B opurinani — «as a variant of sonata
form with an introduction, abbreviated recapitulation and extended
coda» (Kaptainis, 68). OgHak MOKHa TIPUITYCTHUTH, 1110 B JAHOMY BUIIa]l-
Ky KOMIIO3UTOp CIIiZlyBaB MOJIelli Bapialliid, OCKIIbKA TeMa BeCh 4ac Mij-
JA€ThCSI PI3HOMAHITHUM BHJIO3MiHAM, & Y HOTHOMY TEKCTi MOJBIHHUMH
pUCKaMHU BHOKPEMJIEHI IIICTh PO3LIIB, Y KOKHOMY 3 SIKUX M.-A. AMIieH
3MIHIOE CTTOCOOM BHKJIAQJACHHS TEMaTHYHOTO Marepiany MiCHi, 0 TaKoX
€ BJIACTHUBICTIO )aHpy Bapiauiid. ¥ Takomy pasi, cxema Tokaru BUIIsIAE
SK: BCTYIl — TeMa — | Bapianisi — 2 Bapiaitist — 3 Bapiamis — 4 Bapiartisi — 5 Ba-
piartist — 6 Bapiartist — kozia. J{o Toro %, BapTo HaraJuaTH, 10 BapiallifiHICTh
€ OJHUM 3 OCHOBHHMX METOIIB POOOTH, MPUTAMAaHHUX KOMIIO3UTOPCHKO-
MY CTHIJIFO MUTIISL: TIEPEBaXKHY OUIBIIICTh TBOPIB M.-A. AMIieHa Hamwmca-
HO caMme B jKaHpi Bapialiil. 3aMiCTh TOHIKH TBIp 3aBEpIICHHI KaJaHCOM
y CyOIOMIHAHTOBIM TOHAIBHOCTI, IO € BIII3EPKATICHHIM MOTAIBHOTO
MUCIICHHS. PEHECAaHCHOI emoXu. TakuM YMHOM, KOMIIO3UTOPOBI YIAETHCS
OpTaHivHO CIIOyYaTH Cy4YacHi TapMOHii 31 CTApOBUHHOIO MEIOJIET0, 3Mi-
HIOBAaTH JKAaHPOBE HATIOBHEHHsI OOpaHOTOo 3pa3Ka, 30epirarouu Mmpu MboMY
HOTO OPUTIHANBLHICTH T O3HAKY MPUHAIICKHOCTI JIO 1HIIOT eMOXH.

[le omHUM TPUKIAIOM IEPEOCMHCICHHS TEMAaTHYHOIO MaTepiany
yaciB Penecancy € Bapianiiinuii uukn «Pavane Variée». Y QyHKUIl TemMu
TYT BUCTyNa€ maBaHa «Belle qui tiens ma viey, 3ami03U4eHa 3 TPAKTATy
Tyano Ap6o «Opxesorpadis». Sk 3a3Ha4a€ThCs Y KOMEHTapi 10 HOTHOTO
BUJIaHHSI, TBIp TakoX OyB HallMCaHW{ Ha 3aMOBJICHHS:
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«This work was commissioned by the
ARD International music competition
2014, where it was first performed
on September 11, 2014 by the four
semi-finalists: (in order of performance)
Annika  Treutler, Kang-Un  Kim,
Florian Mitrea and Chi Ho Han)»
(Hamelin, M.-A., 2014).

«let TBip OyB 3amomienuii ARD
International music competition 2014,
e BiH ymepmie mpo3BydaB 11 Bepec-
Hs 2014 y BHKOHaHHI YOTHUPHOX IIiB-
¢inamicTiB: y TOPSIKY BHKOHaH-
Hs — Amnnika Tpoiitiep, Kan-Yu Kiwm,
@nopian Mitpeii Ta Ui Xo Xan» (miepe-
kian miii — P. H.) (Hamelin, 2014).

[Ipu Buxitagenni temu [laBaHn KOMIO3WTOpP Mail’ke TOYHO BiITBO-
pIo€ ii opuriHaNbHUI BUIIISA, OHAK POOUTH HEBENWKI 3MIHM B TapMOHIi,
SKi «OCYYacCHIOIOTEY» TE€My. 3 TPHUBOAY ITUX 3MIiH Yy TPUMITKaX 0 TEMH
M.-A. AmieH jieno ipoOHIYHO 3a3HAYAE:

«In the statement of the theme,|«Y BHUKIAQICHHI TEMH S 3MIiHUB MeEJO-
I've modified the melody and the|nit0 Ta TapMOHiIO, JWIIE TPOXH, TIPO-
harmony, just slightly, just because» |cto ToMy mo» — (mepexsag midi — P. H.)
(Hamelin, M.-A., 2014). (Hamelin, M.-A., 2014).

He BumiymMauyroum CBOrO 3aayMmMy SIKHMOCh KOHKPETHHM YHHOM,
M.-A. AMJIEH Jja€ BHKOHABIIO JIOMHCIHUTH 3aKJIaJeHy aBTOPOM TBOPYY
171€10, TII0 € OAHIEI0 3 OCHOBHUX XapaKTEPHUX PUC CYUYaCHOTO MHUCTEIITBA.
(hakTypHOTO Ta 00pPa3HO-3MICTOBHOTO HamoBHEHHs. J[iist BapiamiifHOTO ITH-
KJIy 3arajiloM XapaKTepPHOI0 € BUJIO3MiHA FapMOHIYHOIO IUIAHY BHXIJIHOTO
TEMAaTH3MY, 3aBISIKH YOMY TaBaHa OIMHSIETHCS B HETHITOBHX JIJIsl ce0e yMO-
Bax Ta MOYMHAE HEMOBOW «PO3MOBIISITI 31 CITyXaueM MY3HYHOIO MOBOIO iM-
MIpecioHi3My Ta JKa3y, a B (hiHaNbHIHN Bapialil HaBiTh 3’ SIBISIETHCS Y BUIIISI
MapIIry, 1110 3a CBOIM XapakTepoM Haramye rpoteckosi Temu C. [Ipokod’eBa.
Takox y JaHOMY ITUKJII 3BEpTa€ Ha ceOe yBary JOCUTh 3HAYHA Bi/IAJICHICTh
BiJT BUXi/THOTO Marepiajy MoJaibIuX BapiaHTiB Temu. Hanpukian, y Bapia-
isix NeNe 1,2, 4, 5,7, 8,9 (OKkpiM KOJIH) BraJlyFOThCs JIMIIE 3arajibHi 00prcH
Temu. TakuM YMHOM, BiJIOyBAa€ThCSI CHHTE3 CTHIIICTHKH CTAPOBHHHOI MY3H-
KU 13 pI3HOMaHITHUMH €JIEMEHTaMH CYy9aCHOI My3WYHOI MOBH.

OkpiM BilacHE TEMaTH3My MUHYJHUX eroX, M.-A. AMJIEH 1HKOJIM BUKO-
PHUCTOBYE 1 CTAPOBUHHI My3U4HI ()OPMH, HAITOBHIOIOUN iX HOBHUM 3MICTOM.
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IIpuknamom Takoi KOMITO3UTOPCHKOI POOOTH Moxe ciyryBatu Ldndler 111
31 30ipKH 11’ €C, sIKa HOCUTh Ha3By «Con intimissimo sentimento». B naHomy
TBOP1 MHUTELb HACHIAYE GOPMY CTAPOBHHHOIO (DPAHIY3bKOTO KYIUIETHOTO
POHIO, OCOOIMBICTIO SIKOTO € TEMaTHYHA CXOXKICTh MK pepeHOM Ta eIi-
301aMH 1 He3MiHHICTBH camoro pedpeny. Touno cuimyroun crenqudini miel
dhopmu, M.-A. AMITeH CTBOPIOE SICKpaBUi TeMaTu3M sl pedpeHy Ta po3-
BHBA€ MOTO y TPHOX MOAANBUIMX emizofax. [Ipu npoMy 3a rapMOHIYHOIO
MOBOIO T1’€ca HaOMmKaeThes 1o cTiiIro M. PaBens Ta TpakTyeThes B iMIipe-
cioHictnuHomy ayci. Kommosurop moBepiiye 1e BpaxeHHs 38 JOMOMOTOFO
JMHAMIYHOI TTAITPH, B AKil mepeBaxkae HroaHc p. [licis mf abo f'B emizo-
Jlax 3BYYHICTh JIOCHTH IIBHUJKO ¥Jie HA CIaJI, IO MOBEPHEHHS MOYaTKOBO-
ro p. Take cmiBcTaBieHHs Pi3HUX AWHAMIYHUX €(DEKTIB Ta MepeBasKaHHs
MIPUTITYIIICHOTO 3BYYaHHS p IPUTaMaHHI caMe MY3HIIl iMITPECIOHICTIB.

Takox 1ikaBuM € 1 moeaHaHHsA (GopMU POHIO 1 KaHPYy JICHJUIEpa,
JUIsL SIKOTO 3a3BMYaii BlIacTHBa MpocTa ABoyacTuHHA dpopma. [lo Toro x, i
YKaHPH MalOTh PI3HUN KOHTEKCT CBOTO IMOOYTYBaHHS Ta Yac BUHUKHCHHS:
nenguiep Bigomuit 3 XVI CT. SIK «CiIbCKUM TaHEUb», a POHAO OTPUMAJIO
ronyssipHicTh y X VII-XVIII ¢T. i mocuTh 9acTo 3yCTpivaeThes B MiHIaTIO-
pax ¢paHIy3bpKHX K1aBecuHicTiB. OnHaK B JaHill II’€Ci BOHU TapMOHIHHO
MTOETHAHI MK COOOT0 3aBISKH 30€pEKCHHIO OCHOBHUX YKaHPOBHX €JIEMEH-
TiB (po3mip %, MiKpeciIeHa BaIbCOBICTh Y PUTMIYHOMY MAJIOHKY Ta Ha-
SIBHICTh ped)peHy i emi30/iB), a TIOEAHAHHS KaHPIB 13 Pi3HUX CTOJIThH Ta
MIEPEHECEHHs iX B YMOBH T'apMOHIYHOT MOBH KiHIg XX — movarky XXI cT.
CTBOPIOE CBOEPITHUI MOJIIIOT KYJIBTYDP.

BucHoBkH. Y cydacHOMY My3UYHOMY MUCTELTBI 3HaXOAATh BTLICHHS
(hinocodchKi Ta €CTETUYHI KOHIICIIIT MOCTMOIEPHI3MY 3 HOTO BiJKPHUTIiC-
TIO JI0 PIBHOIIPABHOTO Jiajory (Tomiory) Kyiasryp. HeBin’emHOIO CKia-
JIOBOIO IIi€T IIaJIOTTYHOCTI CTa€ YSBICHHS PO 83AEMO38 30K KYIBTYPHUX
Haj0aHb MUHYJIOTO Ta Cy4acHOro. Taka peTpOCHEKTHBHICTh BTUTIOETHCS
B MHCTEIITBI Uepe3 OCMHUCIICHHS TeM 1 )aHPIB IHIINX €MO0X Ta IMPUCTOCY-
BaHHsI iX 0 CHOTOAHINIHIX XyAOXKHIX peaniid. [Ipuknagom poGoTH i3 My-
3UYHOI0 CHAJIIMHOI0 MHUHYJIOIO BHCTYNA€ KOMIIO3UTOPCbKA TBOPYICTh
KaHaJAChKOTO miaHicta M.-A. AMileHa, IO BiA3HAYAETLCS CTHUILOBOIO
SICKPaBICTIO Ta MPUBEPTAE YBary CBOECID OPHUTIHAIBHICTIO 1 CIIB3BYYHICTIO
MHUCTEIBKUM opieHTupam XXI ct.
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JleMOHCTpY10UH y CBOIHM TBOPUOCTI OCHOBHI IPUHIIUIIN IOCTMOAEPHOL
€CTETHKH, TaKl K TPATUIIHHICTh MUCJICHHS, CKIICKTHUHICTh, TIO€THAHHS
«CTaporo» Ta «HOBOTI'O» y paMKaX OJHOTO TBOPY, MUTEIb ITiJIOPSAKOBYE
ix crienu@iii BJIACHOTO KOMITO3UTOPCHKOTO CTHIIIO. 3BEPTAKOUHUCH JI0 MY-
3UYHUX B3IpIiB MUHYIUX €nox, M.-A. AMIJIEH OXOIUTIOE Pi3HI ICTOPUYHI
npoMixkku 4acy. KoMrmo3utop He oOMEXKYETbCS JIHMINE BHKOPUCTAHHIM
TEMaTHU3My, a 3BEpTAETbCA 1 O CTApOBHHHUX My3WuHuX ¢Gopm. Cepen
crienuQigHIX CII0CO0IB OMPAIIOBAHHS TEMATH3MY, BIIACTHBUX CaMe KOM-
MO3UTOPCHKOMY CTHUII0O M.-A. AMJieHa, BapTO BUOKPEMHTH MparHeHHS
JI0 EKCIIOHYBaHHs MaTepiajly y AeL0 BUAO3MIHEHOMY BUINIAI, IPU LbO-
My CTYIiHb BIJIXO/Y BiJI OpUTiHATy MOXKe OyTH JOCUTH Pi3HHUM: Bij He-
3HAYHOTO BapilOBaHHS MEJNOJil Ta rapMOHII A0 JOCHTH CYyTT€BOI 3MiHU
rapMoHigHO-pakTypHOTr0 OopMiIeHHS TeMH. J[o TOTO K, KOMITO3UTOP
yMmillye Menoaii B HOBUH 0araTorojJOCHUN KOHTEKCT, SIKHH HaCTiJIbKU
Bi/IpI3HAETHCS BiJl BUXIHOTO, IO II€ BXKE HE € JIUIIE MeperapMoHizairi-
ero. OnHak, B 000X BUNAJKaxX TEMH € BIi3HABaHUMH, a iX (opma 30e-
piraetbes. IlpumiTHEM € i TOH ¢akT, Mo 0O0paHi aBTOPOM TEMHU EIOXH
Penecancy nmepeMimaTbCa y HETUIOBHH JUIsI HUX BIPTYO3HUH KOHTEKCT,
OCKiJIbKM Ha 1X OCHOBI HamMcaHi TBOPW Ha 3aMOBJICHHS I MY3UYHHUX
KOHKYpCIB. 3a3Ha4yMMoO, IO TaKa iHTepIpeTallis Jae Oimpiry cBoOOmy
JUTSL PO3KPUTTS 00paHUX MHTILIEM TE€M y PI3HOMAHITHHX Cy4acHHX CIEK-
Tpax. BukopucroByroun crapoBuHHI hopmu, M.-A. AMJIEH HAIOBHIOE
iX HOBUM 3MICTOM Ta IOEIHYE MK COOOI0 Pi3HI JKAaHPOBI €IEMEHTH
(xomMOiHyIOUHM pHcH JeHanepa Ta pouaod). Uepes B3aemonito Gpopm, sxkaH-
piB Ta TapMOHIYHUX 3ac00iB, IO HaJIEXKaTh 0 PI3HUX €IMO0X, Y TBOpPax
M.-A. AmieHa BUHHKA€E €(DEeKT KyJIbTYPHOTO TOJIJIOTY, SIKHH J03BOJISIE
BBAYKaTH PETPOCHEKTUBHICT BAXKJIUBOIO PUCOI0 HOTO KOMIIO3UTOPCHKOTO
MUCIICHHS.

I[lepcnekTHBH MOAAJBIIOI PO3POOKU TeMHM MOJIATAI0OTh B yTOYHEH-
Hi crierudiky BTIJICHHS MOCTMOJEPHOBHUX €CTETHUKO-(PITOCOPCHKUX imei
y KOMIIO3UTOPCHKii TBOpYOCTi M.-A. AMJIeHa.
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