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Formal-Stylistic and Compositional Features

of Collages by Sergey Paradzhanov

CDopMaAbHo—CTHAiCTHqu Ta KOMITIO3UILIMHI
0COOAMBOCTI KOAQXKIB Cepriﬂ HapaNKaHOBa

Abstract. Collages by Sergey Paradzhanov may be characterized as one of the outstanding high points of his creativity, as a model
of contemporary visual art practice of the time. It is underlined that collages turned out to be almost only way to experiment during his
hard times. Compositional and stylistic features of Sergey Paradzhanov’s collages are revealed, as well as the principles of intertextual-
ity, their assosiative nature, and “recursive reconstruction of elements”. It is pointed that in Paradzhanov’s collages “scantiness” of ma-
terials was compensated with the exquisite play with textures and visual interpretations (refined with subject-spatial combinations,
sense and visual citations, which formed the basis of Paradzhanov’s “alphabet”). It is emphasized that the most important feature of his
collages is forming the “meta-language of the visual” that opens the possibility for a dialogue with the parallel art spaces. Paradzhanov’s
use of all possible means of the collage thinking caused him exceeding the limitations of a collage, allowing to synthesize traditional
collage techniques with the elements of decollage, assemblage, and ready-made.

Keywords: collages of Sergey Paradzhanov, compositional features, formal stylistic decisions, visual art practices.

Problem statement. Research of creativity of the
world-famous director and artist Sergey Paradzhanov has
been going on for several decades. His magnetic films
have long been included in the treasury of world cinema,
and at least dozen documentary films has been filmed about
Sergey Paradzhanov. In this context, Paradzhanov’s artistic
work is still on the background. The collage is an integral
and extremely important part of the artist’s oeuvre. The col-
lage strated to determine the originality of his artistic style
from the very beginning of his professional work. Collages
make a significant layer in creative work of the master.
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Collage accompanies Paradzhanov from the very beginning
of his artistic path, and since the mid-1960s it became a kind
of “parallel direction” (as labeled by V. Katanyan) of his cin-
ematographic art.

Thus, the analysis of Sergey Paradzhanov’s collages
in the context of development of the visual culture of Ukraine
in the second half of the twentieth century is an urgent need
for contemporary Ukrainian art studies.

Analysis of recent research works and publica-
tions. Attention to the artist’s creativity arises in the late
1980s and early 1990s. Nevertheless, the professional re-
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search of Sergey Paradzhanov’s creativity began actively
in the 1990’s, after the death of the artist. The issue of artistic
works by Paradzhanov has been addressed by L. Grigoryan,
V.Katanyan [8], M. Oganesyan [12], O.Petrova [14],
L. Lemesheva, T. Bodnarchuk [4].

Objectives: to study collage in the work of Sergey
Paradzhanov as an organic component of the development
of visual culture of Ukraine in the second half of the twen-
tieth century.

Presentation of the main research material.

Materials and techniques. As previously noted, col-
lage technique was an important stage in the development
of art in the 20t century. The collage changed the bound-
aries between genres, forming a new artistic space between
art and life. For example, the Dadaists are considered to be
the founders of collage principles in art by many researchers.
They asserted the collage as an artistic method, which did not
depict the reality in photographic manner “in the age of pho-
tography” [1S, p. 65].

There is no doubt that this key feature acts in a differ-
ent light in the history of Paradzhanov’s creativity in order
to understand the art of collage. What was a creative meth-
od for Western European artists (that is, the subject of free
choice of materials and techniques of creation), was the on-
ly possible reality for Paradzhanov.

As many of his memoirists testify, from time to time
the master had no choice whether to take things out of the
garbage or to engage his personal subject environment to cre-
ate collages, which, under normal circumstances, practical-
ly does not go over the line. In the vast majority of his cre-
ative periods, Sergey Paradzhanov’s collage existed as a kind

» «

of “unintentional art”. “Scantiness” of materials was balanced
with the visual interpretation, which was thoroughly refined
by subject-spatial combinatorics. Therefore, present-day
general perception of many works, performed by Sergey
Paradzhanov, causes a radically different impression: jewel-
ry, colourful luxury and “wealth”.

In general, material world of Paradzhanov’ collage solu-
tions is extremely broad. For example, V. Katanyan recalls,
“He could use literally everything as a material—from jewel-
ry to scrap. If I say ‘scrap), I mean broken electric bulbs, glued
in a chimerical combination on a sheet of plywood and insert-
ed into a frame. He called it Infarction. Why not? If I say jew-
elry) then I mean, for example, a complimentary letter from
Federico Fellini. Sergey hung it in an old decadent frame un-
der a carriage lamp over his head and encrusted it with frag-
ments of mother-of-pearl], peacock feathers and dried petals
of the lotus” [8, p. 83]. Witnesses of his creative experiments,
namely, G. Kuntsev, V. Bazhenov, M. Oganesyan, characterize
content of Sergey Paradzhanov’s collages in a similar manner.

Svetlana Shcherbatyuk, wife of S.Paradzhanov, con-
fessed in an interview that after his arrest and conviction,
she could not understand her husband’s request to send him
blank postcards. Subsequently, it turned out that they be-
came one of the main materials for his prison collages [12,
p-34]. Paper (both textured and with printed elements)
and fabric (from fragments and specially fragmented patches,
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to finished things) were among materials, used by the master
the most. Probably, he was particularly interested in texture,
as evidenced not only by his friends and colleagues, but al-
so by a number of systematic repetitive technical and tech-
nological solutions used by Sergey Paradzhanov to develop
a variety of themes and moods.

Separately worth noting is the fact that Sergey Para-
dzhanov’s technical implementation of the collage has not al-
ways been a formal practice of creative life. High-quality work
needed both physical and creative energy. Thus, V. Bazhenov,
art critic and close friend of Sergey Paradzhanoyv, retells a char-
acteristic case of the process of creating a “bulky and laborious
collage” The master had to ask his numerous visitors and friends
to leave his workshop for several days, as collage assembly took
place on the same table where guests were sitting [S].

In our opinion, a special style of Sergey Paradzhanov—
to “frame” his own painting as vulgar, sometimes frankly ob-
sessive, regarding the subject of baguets” work (frames)—
can be considered as an element of both techno-technologi-
cal and formal-stylistic solution.

In particular, V. Katanyan recalls that “Sergey special-
ly liked frames: he made and painted them, brought them
from everywhere, he begged, exchanged and even simply
picked them up without asking. He used long, oval, gilded,
velvet, church frameworks in his work. He did not consider
the work completed, until he found the framing. Unworthy
junk, clutched in the frame, received an artistic essence.
An old-fashioned worn-out single woman’s shoe immediate-
ly attracted attention when it was placed in a rounded frame
on the wall of his gallery” [8, p. 83].

Numerous cases of using the baguette space by the mas-
ter as an additional collage plane, for example, in his work
Puppet elections, can be considered a typical example of the in-
alienability of “framing” of a collage from the original author’s
idea (1985). Sometimes the squaring of the baguette rect-
angle turned into an internal “quote”, around which Sergey
Paradzhanov closes another structural frame, as in the Crying
Gioconda (1977), where rectangular frame overlaps the oval
one, or in Marilyn Monroe (1980) with two baguette rectan-
gles strung together on the top of the other. Misunderstanding
of this particular feature of Paradzhanov’s technique distorts
the authenticity of the master’s collages in a polygraphic
or web representation.

Among such cases, we should single out the replica-
tion of the collage To the Death of Vysotsky (1980) without
Paradzhanov’s frame, which in fact should be considered
as unsuccessful fragmentation of the authentic work: gold-
en openwork of the baguette with two pearl ribbons means
the image of Vysotsky-Pushkin in another stylistics and adds
“volume of time” between these two figures.

Certain formal-stylistic solutions of Sergey Parad-
zhanov’s collages have a concrete emotional and everyday
motivation. Thus, reacting to the story of Pasolini’s death,
Paradzhanov planned to create the collage Lamentation
of Pasolini (1975). The master formed its general aesthetics
and direct artistic solution “under the impression of a bouquet
of flowers hanging from the ceiling in the room” [8, p. 37].
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Sergey Paradzhanov’s letters remind of a small se-
ries of collages (three or four works) devoted to spous-
es of R.Shchedrin and M. Plisetskaya. The collages were
to be executed as “plastic subjects”. The story of the remov-
al of “Faberge cufflinks—eagles and diamonds presented
by me (author’s note) and two fans of Boucher and Watteau
of the 17th century” from Rodion Shchedrin during the search
gave an impulse to this topic” [7, p. 39].

During the winter of 1976 Sergey Paradzhanov wrote
in his letters to friends, “...I could not find any form and ex-
pression to congratulate you on your birthday! Take Carmen
Suite (collage of candy wrappers and foils—authors’ note), im-
promptu, which I liked. <...> I'm afraid to write because
I can cause distrust. It is allowed to glue and paint, as it is
fun for prison authorities (authors’ note)” [8, p.39-40].
As a result, it should be pointed out that the correspon-
dence of Sergey Paradzhanov contains many similar memoirs,
which, along with the analysis of works of the master, show
the origins of formal language of the artist, clearly pointing
to the emotional and everyday aspect. For example, Sergey
Paradzhanov “celebrated” the amnesty news (1988) with
collage creation and sent a telegram to his friends [8, p. 99].

The quotation is an important feature of figura-
tive-stylistic language of Sergey Paradzhanov. In collage art
of the master it appears in two aspects: 1) as a synthesis
of textures, variations and colour accents, presented in a pure
style of the collage that is typical for Sergey Paradzhanov;
2) as a combination of “fragments” of existing and, as a rule,
well-known works of art. The quotation in its direct artistic
sense is an integral part of the collage attribute. However,
the master from the very beginning of his creative career is
in several artistic systems at the same time. He actively uses
aesthetic experience of various national cultures. He “... syn-
thesizes artistic styles: from Byzantine and Armenian fres-
coes and miniatures to Iranian Kajar painting, from Tiflis
everyday life to surrealism, from pop art to Russian icon
painting, from films of Kurosawa to Hakob Ovnatanyan,
a unique artist of the 19thcentury, from Ukrainian legends
and songs, from Hutsul everyday life to optical art, from
collages of Max Ernst to the poetry of Egische Charents,
theatrical experiments of Evgeny Vakhtangov and Georgiy
Yakulov” [2, p. 198-206].

G. Kuntsev, the sound control superviser of the film
Legends of Suram Fortress, worked with Sergey Paradzhanov
and stated that the master “could not be indifferent when
passing a beautiful thing” and he could steal “not only
the frame for a collage, but whole wooden gates, if they at-
tracted his look and were to his taste” without any warning;
“he took it as easily, as he gave it away” [10].

His close friends note that this feature is typical
for Sergey Paradzhanov in relation to “other people’s ideas
and finds” Sometimes Paradzhanov perceived them “too
careless”, “
ingly, without noticing it Thus, V. Katanyan gives an example
of borrowing the idea of a collage on a mirror, which Sergey
Paradzhanov “took from the artist Mikeladze,” but he be-
lieved that he had invented it himself [8, p. 71-72].

If he liked them, he appropriated them unknow-
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An important feature of figurative-stylistic language
of Sergey Paradzhanov is a symbolic narration (symbol-nar-
rative). The subject matter of his work is not obvious, since
the manner of the artist did not presuppose obligatory pres-
ervation of original essence of the subject.

The existence of Paradzhanov’s “alphabet” of signs
and symbols creates difficulties in reading of some author’s
works, in terms of idea and from the point of view of im-
age analysis. For example, Sergey Paradzhanov usually put
akind of “signature” that is a collage self-portrait with nibble
of barbed wire. It was typical for collages of the prison period,
which were sent by mail, and hence they were part of episto-
lary communication of the artist with addressees. Sometimes
this motive was repeated, with scissors cutting the wire,
as a metaphor of liberation and a dream of freedom [10].

Features of compositional vision of Paradzhanov’s col-
lage works are also not of the same type. Filmmaking pro-
cess was definitely reflected in artistic practice of the master;
his attraction to visionism in the screen language influenced
the aesthetics of paintings.

The collage work Praying for Ovnatanyan (1966) is
atypical in this sense. In compositional sense, the space
of a work is divided into two zones that differ in scale
and plasticity of elements. The left part of the “canvas” is de-
voted to creative reminiscences of Ovnatanyan, who is known
in the history of painting as a portrait painter. One and a half
dozen of female portraits are collected by Paradzhanov
in a plane less than half the space of the picture. Separately
worth noting is the fact that the artist chooses only two wom-
en (Natalie Teumyan and Solome Ovnatanyan, artist’s wife)
from the dozens of works. Let us dare to assume that such
a task was not simple in terms of idea and technique, be-
cause he had to engage at least sixteen printed reproductions
in the collage work. In spite of the fact that the first album
(1969) devoted to the artwork of Ovnatanyan came to light
only in three years after collage creation (1966), and the size
of Paradzhanov’s “canvas” excludes the possibility of using
postcards, the question of working material appears to be
very relevant.

This mass of portraits is mostly black and white,
with a special emphasis on colour printing. It looks even
more plasticized with the figure of Jesus (probably bor-
rowed by Paradzhanov from the reproduction The Descent
from the Cross) that “floats” in the air over the crown
of the church on the right side of a work. The master intro-
duces the fragment of the picture with the church into gen-
eral story with two accents: the scorched edge on the left
side of the image, which divides the space of the canvas into
two zones and generalizes colour construction of the back-
ground of the entire left side of the canvas; and the use
of arandom “drawing” of electric wires on the background
of the sky to organize the movement of elements of right
and left parts of the work. In the end, the figure of the Cross,
as in the funicular (whose cabin Paradzhanov placed near-
by), moves toward a mass of female portraits that is the al-
lusion of the church choir, which performs “praying” for sal-
vation of the artist’s soul.
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Hakob Ovnatanyan is the first exponent of purely sec-
ular art for Armenian culture. Therefore, the use of piec-
es of woven cloth with traditional Armenian ornaments
is not accidental. S. Paradzhanov puts them on the entire
quadrature of works between collage space and baguette.
Emphasized “feminine” texture and symbolism of the fab-
ric (let us remind you that Armenian folklore does not as-
sociate “home spun practice” with male practices) one more
time distinguishes gender peculiarity of Ovnatanyan’s creativ-
ity, which is emphasized by S. Paradzhanov’s collage means.

In addition to peculiarities of the work, the essay has
quite logical reminiscences with documentary and poet-
ic film-sketch Hakob Ovnatanyan, which S.Paradzhanov
shot at the film studio Armenianfilm in 1968, right after
the Shadows of Forgotten Ancestors. This film is the first mas-
terpiece of the master, which clearly shows Paradzhanov’s
desire to use the means of special mise-en-scene construc-
tion. A number of objects and frames for pictures change
in the frame into fragments of Ovnatanyan’s works, which
generally look like collage material: at first only hands,
then only eyes and fragments of the face and the bust
in the end. S.Paradzhanov emphasizes gender aesthetics
of images in the film, as well as in the collage. For example,
when the viewer sees a woman’s face on the screen, it is ac-
companied by flute sounds; but man’s “nature” is accompa-
nied by sounds of drums.

There are many statements and arguments in favor
of the fact that “Paradzhanov realized images of the unfilmed
movies in his collages” [ 13, p. 48]. This fact once again raises
questions about the relationship between frame composition
(scene) and the collage of Sergey Paradzhanov.

Zaven Sarkisyan, the director of Sergey Paradzhanov
House Museum in Yerevan and a long-time researcher
of his art, believes that “collages, drawings, dolls, hats” gave
the master an opportunity to free his “enormous creative
energy’, especially in those years when the artist was not
in demand as a director. “Where I was not allowed to shoot
a film,” said Paradzhanov, “I began to make collages. A col-
lage is a compressed kind of film” [ 16]. In our opinion, Sergey
Paradzhanov’s creativity cannot be considered within the lim-
its of traditional ideas about differences between artistic lan-
guage of filmmaking and fine arts because the master had his
own, specific vision of filmmaking. A film is a collage for him.
That is why almost all of his films are “frescoes”, “canvases”,
“screen paintings’, etc.

That is, above-mentioned judgment of Sergey Para-
dzhanov should be considered only in the context of his
films. In other words, rethinking the statement of Sergey
Paradzhanov, when he was not allowed to “shoot” collages,
he “glued them”.

Numerous cases of combination of cinematograph-
ic techniques with means of expressiveness of fine art la-
beled by N. Nikoryak as “intermedial markers” are unneces-
sary arguments in favor of above-mentioned reflections [11,
p.353-354].

In addition, there are cases when collage was used
by Sergey Paradzhanov as the point of entry into the script
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space. For example, G. Kuntsev mentions sketches of the film,
which the artist wrote in prison and “presented to Fellini.”
They were based on real prison experience of Sergey
Paradzhanov. According to G. Kuntsev’s evidence, a collage
portrait of the central chararcter “was displayed at all exhibi-
tions” and it turned into a kind of visual synopsis [10].

Using all the possibilities of collage thinking caused
the fact that traditional collage became a kind of a genre.
Sergey Paradzhanov overcomes traditional flatness of scrappy
painting quickly enough and uses assembly techniques each
time, experimenting with fully prepared objects. On the other
hand, he changes their texture and quality in order to achieve
the intended effect.

This original break of the collage pattern allows
the master to synthesize traditional techniques of collage
with such contemporary art techniques: decollage, assem-
blage and ready-made.

The principle of colour-space substitution (E. Panofsky)
dominates in the collage compositions of the master. Sergey
Paradzhanov uses the object as a spot, as a colour accent quite
often. It destroys the form and therefore, the main content
of the thing [3, p. 162].

Intercollage deserves particular attention in the con-
text of analyzing the composition of Sergey Paradzhanov’s
collage works. Intercollage is a method that was widely
used by the Dadaists. Its usage is associated with kaleido-
scopic “transpositions—transformations” in the creativity
of the master. The artist-improviser used them in a number
of collage works. For example, he used assembling materials
for collage; disassembled certain parts of already prepared
and even exhibited artworks to use them in another work,
updated or completely changed the names of works, etc.

Thus, L. Abramyan recalls the fact when Paradzhanov
“renamed” the collage-portrait of the Ukrainian philosopher
Hryhoriy Skovoroda into the portrait of the poet Egishe
Charents [1]. The collage The Night Bird of Tarkovsky (1987)
is an example of such “transformation”. The compositional
solution of this work was changed by Paradzhanov in con-
nection with the death of the director. It is significant that
the master not only re-thought the original idea of the work
and changed the direction of the story, but also transformed
the plane collage into a bulk assembly-installation with a ker-
osene lamp and a wooden black bird [1].

Conclusions.

1. In the second half of the 20t century, the collage art
was at the forefront of discussions between the academic ar-
tistic environment and the art practice of contemporary art.
In the 1970s the thesis on the collage understanding as an art
of any field of human life was formulated for the first time,
as a tendency of the second half of the 20th century. It has
been transformed by the artist or it is perceived by him with-
out change. The nature of art ceases to be precisely fixed
sphere and collage is used as the main argument in favor
of such point of view.

Analysis of theoretical heritage of national and Western
European art history of the second half of the 20th century
and beginning of the 215t century allows us to distinguish
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the following characteristic features of formal-stylistic lan-
guage of collage art: 1) intertextuality (the “quoting” meth-
od), which denotes the phenomenon of the ratio of artistic
work to cultural space of the sign and the symbol; 2) the re-
versal of elements’ reconstruction; the possibility of restoring
the “historical background” of the collage, recognizing frag-
ments of famous works of art or ordinary details of everyday
life that form the subject-spatial language of the work; 3)
the associative poetics of collage that can be used in compo-
sition of a work or to increase the significance of formal as-
pect, when the artistic image is created by placing or stratifi-
cation of certain materials, forms or coloured “spots” on one
another. Illustrative material can be used and figurative mate-
rial receives a new interpretation due to the movement from
usual context to an unusual environment; 4) the most sig-
nificant feature of formal-stylistic language of collage art is
the formation of a “visual metalanguage” that greatly expands
the genre boundaries of collage art and creates opportunities
for dialogue with other spaces of the creation.

2. What was a creative method for Western European
artists (that is, the subject of free choice of materials
and techniques of creation), was the only possible reality
for Paradzhanov. In the vast majority of creativity periods,
Sergey Paradzhanov’s collages existed as a kind of “uninten-

» «

tional art”. “Scantiness” of materials was balanced by a vi-
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sual interpretation, which was thoroughly refined by sub-
ject-spatial combinatorics. Therefore, today general percep-
tion of many works by Sergey Paradzhanov causes a radically
different impression: jewelry, colourful luxury and “richness”.
Probably, the master was particularly interested in texture,
as evidenced not only by his friends and colleagues, but al-
so by a number of systematic repetitive technical and tech-
nological decisions used by Sergey Paradzhanov to develop
a variety of themes and moods.

The quotation is an important feature of figura-
tive-stylistic language of Sergey Paradzhanov. In collage art
of the master it appears in two aspects: 1) as a synthesis
of textures, variations and colour accents, presented in a pure
style of the collage that is typical for Sergey Paradzhanov;
2) as a combination of “fragments” of existing and, as a rule,
well-known works of art.

The existence of Paradzhanov’s “alphabet” of signs
and symbols creates difficulties in reading of some author’s
works, in terms of idea and from the point of view of im-
age analysis. Therefore, a symbolic narration (symbol-nar-
rative) is a characteristic feature of figurative-stylistic lan-
guage of Sergey Paradzhanov. The subject matter of his
works is not obvious, since the manner of the artist did
not presuppose obligatory preservation of the original es-
sence of the subject.

AirepaTtypa
1. Abpamsn A. CuMBOA M puUTyaA B CTPyKType (UAbMA: 3aMETKU
o mnoaruxe Ilapapxanosa. URL: http://www.elzabair.ru/cntnt/
Imenu/biblioteka/lyubimye s1/abramyan_lhtml (sara o6pamenmus:
31.07.2018).
2. Anzaradsu P. TTapapkaHOB: KOAAQXK TEHH ¥ L{BETA B AMAIIA30HE OA-
HOTO YeA0Bedeckoro cepalia [ O 5KU3HY 1 TBOpYecTBe KNHOpeXxuccepa]
// 3Be3pa. 2001. N2 3. C. 198-206.
3. Acarxanosa M. Koarax Kak HCKyCCTBO: TeXHHKA, HCTOPHS, XYAOK-
muku // Llapckoceabckue urenus. 2014. Bom. Ne XVIIL T.I: Cos-
pemerHbIe IPobAeMbI TeopuH 1 ucTopuu uckyccrsa. C. 161-164.
4. Boduapuyx T. TIocTMOAEPHICTCBKI TEHAEHIii ¥ Cy4acHOMY yKpaiH-
CbKOMY MHCTENTBi: ABTOped. AUC. ... KaHA. MHCTelTBO3H.: 26.00.01
/ AbBiB. Ha1l. My3. aka. im. M. B. Aucenka. Assis, 2009. 20 c.
S. Baxcenos B. Cepreit ITapapxanos: Bcrpeun // 3nams. 2015. Ne 1.
C.143-162.
6. I'yuunosa J.-B. YepHOoe COAHIle M OTOPOXKEHHBIH IIPOCTOP: 06-
passr HeBoau B TBOpuectBe Cepres Ilapapxamosa u Kapsyxu Scyo
// Comparative Studies on Regional. — 2013. No. 12: Imagining
the Landscape: Views from Armenia and Japan. P. 45-58.
7. 3axaposa E. XenneHunr, neppopMaHC, SHBAHPOMEHT — CTaHOB-
AeHHe HOBOJ KoHIenuuy uckyccrsa // Becrauk Tomckoro rocyaap-
CTBeHHOTO yHHBepcuTeTa: KyabTyposorus u uckyccrsoseperue. 2013.
Ne4 (12).C.21-28.
8. Kamansan B. ITapaasxanos. Llena Beunoro npasauuka. Mocksa: Ye-
ThIpe McKyccTBa, 1994. 205 c.
9. Kondaxcazos P. Hesaxonuennsie Terpapu. OparmMeHTsl M3 KHHUIH
BocriomuHanuit // 3acayxennsiit xypoxxuuk I'pysun; Bocrr. o C. TTapaa-
xaHose // Apyx6a Hapopos. — 2011. N0 9.

10. Kyuyes I JKua-6p1a ITapapkaHoB: AOKyMeHTaAbHAsl IOBECTb

Artistic Culture. Topical issues. Vol. 14. 2018



Nadia ZOLOTUKHINA, Natalia MARKHAYCHUK etc

Formal-Stylistic and Compositional Features of Collages by Sergey Paradzhanov

11. Nikoryak N. faktor

(Kinoscenarnaspecy' fika <Ky yivs ' ky' xfresok» SergiyaParadzhanova)

Intermedial 'nist'  yak zhanrotvorchy'j

// Py'tannya literaturoznavstva / Pytannia literaturoznavstva
/ Problems of Literary Criticism. 2013. #88. S. 351-367.

12. Oganesyan M., G'reshly'k I. Sergij Paradzhanov — genij, yak-
ogo ne zrozumily' // Ukrayins'ky'j zhurnal (Chexiya). 2007. #12.
S.33-34.

13. Pedan I. Kolazh v art-dy" zajni: stanovlennya ta xudozhni osobly" -
vosti // Visny 'k XDADM. 2018. #4. S. 44-49.

14. Petrova O.M. Paradzhanov yak grayucha lyudy'na v konteksti
my'stecztva transavangardu // Petrova O.M. My stecztvoznavchi
refleksiyi: Istoriya, teoriya ta kry"ty'ka obrazotvorchogo my" stecztva
70-x rokiv XX st. Ky yiv, 2004. S. 72-75.

15. Reshetova M. Kollazh i performans kak strategii razmyivaniya
granits mezhdu traditsionnyimi praktikami iskusstva // Vestnik OGU.
2012.#9 (145). S. 65-69.

16. Sarkisyan Z. Armeniya. Paradzhanov. Zhizn v kollazhah [vspom-
inaet direktor doma-muzeya Sergeya Paradzhanova (Erevan).

URL: http://glasweb.com/armeniya-paradzhanov-zhizn-v-kollazhah.

[Tappu Kymnues, sBykooneparop, pexuccep, cuenapucr] // Apysx6a
Hapopos. 2011. N°9.

11. Hikopsx H. InTepmeaiaspHicts sk sxanporsopunit ¢pakrop (Kixo-
crenapHa crenudixa «Kuiscokux ¢pecox» Cepris ITapapxanosa)
// Tlutanns aiteparyposnascrsa / Pytannia literaturoznavstva / Prob-
lems of Literary Criticism. 2013. Ne 88. C. 351-367.

12. Ozanecsu M., I pewiaux 1. Cepriit TlapapxaHOB — reHii, Sxoro
He 3posyMian // Ykpaincpuit sxypraa (Yexis). 2007. Ne 12. C. 33-34.
13. ITedan I. Koaax B apT-AM3alHi: CTAHOBAEHHS Ta XyAOXKHI o0cobau-
Bocri // Bicauk XAAAM. 2015. N2 4. C. 44-49.

14. Ilemposa O.M. ITapapxaHOB 5K rparoya AIOAUHA B KOHTEKCTi MIC-
TenTBa Tpancasanrapay // Ilerposa O. M. MucrenTBosHaBui pedaek-
cii: Icropisi, Teopis Ta KpuTHKa 06pa3oTBOpUOro MucrenTsa 70-x pokis
XX cr. Kuis, 2004. C. 72-75.

15. Pewemosa M. Koasasx u mep$popMaHC KaK CTPATErUU Pa3MbIBAHKS
IPaHMI] MeXAY TPAAUIJMOHHBIMY IIPAKTUKAMU UcKyccTBa // BectHuk
OT'Y.2012.Ne9 (145). C. 65-69.

16. Caprucan 3. Apmenus. ITapapsxanos. JKusHb B KoaraKax [Bcromu-
Haer AupexTop AoMa-Myses Cepres [Tapapsxanosa (Epesan). URL: http://
glasweb.com/armeniya-paradzhanov-zhizn-v-kollazhah/ (aara o6pame-
mus: 31.07.2018).

3oaoryxina H. A., Mapxaitayk H.B., Tapacos B.B., Hapaesa K. IO.
DopMaABHO-CTHAICTHYHI Ta KOMIIO3HIiiHI 0co06AnBOCTI KoAaxiB Cepris ITapapskanosa

Asnoranis. Koaaxi Cepris ITapaaxaHoBa 0XapakTepHU30BaHO K OAVH i3 BU3HAYHUX TBOPUMX 3400y TKIiB MAFICTPA, SIK 3Pa3KH Cy4acHOL
(contemporary) AAsl CBOTo yacy apT-IIPaKTHKH B MeXaX Bi3yaAbHOI'O MUCTeLITBA. AKIIEHTOBaHO yBary Ha Tomy, mo aast C. [Tapapsxanosa

B CKPYTHi AASI FIOTO TBOPYOCT] YaCH KOAAXKI CTAAM Y1 He EAMHOIO MOXAHBOIO AA60PATOPI€I0 TBOPYHX IIONIYKiB. PO3KPHTO KOMITO3HIjiiHI

Ta cTHABOBi 0cobAnBocTi koaaxiB C. [TapapxaHOBA; BUSBAEHO IPHUCYTHICTD y HUX IPUHIHIIIB iHTePTEKCTYAABHOCT, ACOIaTUBHOCTI,

«3BOPOTHOCTI PEKOHCTPYKIIil eAeMeHTiB> Ta iH. ITiakpecaeHo, mo B koaaxkax C. TTapapxanoBa «biAHICTb> MaTepiaAiB KOMIIEHCYBAAACS

BUIIYKAHOIO IPOIO GaKTyPaMH, Bi3yaAbHOIO iHTEPIIPETALIIEI0, SIKA BiATOUYBAAACS ITPEAMETHO-TIPOCTOPOBOIO KOMOIHATOPHKOIO, 3MiCTOB-

HUMH i Bi3yaAbHHMHU IIUTaTaMH, Ki CKAAAM OCHOBY IIaPaAKaHIBChKOTO «aAdaBiTy>. BkazaHo 10 HafbiABII 3HAIYIIOK PHCOK KOAAXKIB
)

€ GOpMyBaHHS «MeTaMOBH Bi3yaAbHOTO>, IO CTBOPIOE MOXKAUBOCTI AASI AIAAOTY 3 TTAPAaAAPHUMH apT-pocTopaMu. Bukopucranns

C. ITapapxaHOBUM yCiX MOXAMBOCTE! KOAQXKHOTO MHCAEHHS IIPU3BEAO AO BIXOAY 32 MEKi KOAQXKY, AO3BOAMBIIU CHHTE3yBATH TPAAULIHHL

KOAQKHI IIPUITOMU 3 eA€MEHTaMU ACKOADXKY, ACAMOASDKY, peAi-MeTiay.

Karouosi crosa: xoaasxi Ceprist [Tapapskanosa, KOMIO3UIiiHI 0COOAMBOCTI, POPMAABHO-CTHABOBI PillleHHsI, Bi3yaAbHi apT-IPAKTHKH.

3oaoryxuna H. A., Mapxaituyk H. B., Tapacos B.B., Yapaena E. IO.
DopMaAbHO-CTHANCTHYECKHE H KOMIIO3HITMOHHBIe 0cobeHHoCcTH Koarakeit Cepres ITapassxanoBa

AHHOTaIII/UI. Koaaaxu Cepreﬂ HapaAmaHOBa OXapaKTE€PHU30BaHbI KaK OAHO M3 BBIAQAIOIIUXCS TBOPYECKHX AOCTIDKEHUI MacTepa, Kak
OGPaSIIbI COBPeMeHHOf[ (contemporary) AAsI CBOEI'O BpEMEHHM apT-IIPAKTHUKH B paMKaX BU3YaAbHOT'O HCKYCCTBa. AKLIeHTI/IPOBaHO BHU-
MaHHE€ Ha TOM, UYTO AAS C. HapaAmaHOBa B TPYAHBIE AASI TBOPYECTBA BpEMEHA KOAAQKH CTAAM €ABa A HE EAMHCTBEHHO BO3MOXKHON

Aa60PaTOPI/Ieﬁ TBOPYECKHX ITOHUCKOB. PaCKPbITbI KOMITO3UITUOHHBIE U CTUAEBbIC ocobennocru koaraxei C. HapaAmaHOBa; o6Ha-

PY>KEHO NPUCYTCTBUE B HUX NPHUHIMIIOB NHTEPTEKCTYAADHOCTH, AaCCOIIMATUBHOCTH, <BO3BPATHOCTH PEKOHCTPYKIMHU SIAEMEHTOB>

u Ap. IToadepkayTo, uT0 B KOAA@XKAX C. [TapaskaHoBa «GEAHOCTD>» MaTePHAAOB KOMIIEHCHPOBAAACh U3BICKAHHON PO GaKTypamH,

BK3yaAbHOfI HHTePHpeTaHHeﬁ, KOTOpas OTTaYMBaAaCh HPeAMeTHO-HPOCTPaHCTBeHHOﬂ KOM6HHaTOPHKOfI, COAEP>KaTEAbHBIMH U BU-

3yaAbHbIMU IIUTaTaMH, COCTAaBUBIIMMH OCHOBY IIapaA’KaHOBCKOI'O <<aA(l)aBI/ITa>>. YxasaHo, 4yT0 HanboAee 3HAUMMOM ‘IepTOfI KOAAKEN

C. HapaAmaHOBa SIBASICTCSL CI)OPMI/IPOBaHI/Ie «<Me€Tas3blKa BU3YAAbBHOTO>, YTO CO3AAE€T BO3MOXXHOCTH AASL AMAAOTA C ITapaAA€AbHBIMH

ApT-MIPOCTPAHCTBAMHU. HcnoassoBanue C. HapaA}KaHOBbIM BCEeX BO3MO>KHOCTEMN KOAAQKHOTO MBIIIACHUS TIPUBEAO K BBIXOAY 3a ITPEAEADL

KOAAQ’Ka, IIO3BOAHMB CHHTE3UPOBATb TPAAUIIMOHHDIE KOAAQKHDIE HPI/[éMbI C 9AEMEHTaMH ACKOAQXa, aCC&M6Aﬂ)Ka, PeAH-MefIAa.

Kawuesvte caosa: xosnasxu Cepres ITapapkaHoBa, KOMIIO3HIOHHbIE 0COOEHHOCTH, $OPMAABHO-CTHAMCTHUCKIE PEIleHHs], BU3yaAbHbIE

apT-NPaKTUKH.
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