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ETOC I EPOC XXUTTETBOPYOCTI MUKOJIN JINCEHKA
FaHHa Kapacb

JOKTOp MUCTeLTBO3HaBCTBa, npogecop; ORCID: 0000-0003-1440-7461; e-mail: karasg@ukr.net
JIBH3 «lpukapnatcbkuii HayioHanbHWUIA yHiBepcuTeT iMeHi Bacuns CTeghaHukar, IBaHo-OpaHkiBCbK, YkpaiHa

AHoTauyis

McuxonoriyHe OXepeno NtOACLKOT HisbHOCTI 3axoBaHe B NIHOLCHKIVA mpupogi. BapTocTi
XUTTS, Ha IKi CINPAOTbCA XUTTECTBEPIXKEHHS | XUTTETBOPYICTb 0COBUCTOCTI, MPOSIBAAIOTHCS
B €CTETMYHIN Ta eTUYHIN cdepax. Y cipepi eCTETUYUHIN — Lie NepexuBaHHA Kpacu W Benndi,
y cchepi eTUYHIN — Le NtoboB, BipHICTb, CAaMOBIAAAHICTb | XUTTEPALICHICTb, NepefyMOBOIO SKUX
€ aKTMBHA HacTaHoBa NtoguHU. OTOX, eToc nepebyBae y TICHOMY B3aEMO3B'SI3KYy 3 €pPOCOM.
OcCTaHHI BUKOPUCTOBYETLCA Y CTATTi Y 3HAYEHHI CUIbHOTO, MPUCTPACHOIO eCTETUYHOrO (a He
dhisionoriyHoro a6o NcnxodizioNoriyHoro) MoYyTTS.

Meta po60Tu — [OCNIANTM B3aEMONMOB'A3aHICTb €TOCY | epOCy Y XUTTERISIbHOCTI BUAATHOrO
Zisiya yKpaTlHCbKOI My3UYHOT KynbTypu Mukonu Bitaninosuua Jiucenka (1842-1912).

Metoponoria focnifKeHHs nonsrae y MoefHaHHi KynbTYpHO-iICTOPUYHOIO MeTomy
(BMCBIT/IEHHSI XWUTTS | TBOPYOCTi KOMMNO3UTOpa Kpi3b MpU3My ecTETUYHOI Ta eTUYHOI cdep),
MeTofy aHanisy HayKoBol niTepaTypu 3 npobnemMu (411 BUSIBNIEHHST CTyneHs! iT po3pobneHocTi
Ta nepcrnekTUBYU MojanbluMX PO3BIifOK), enicTOMOrYHOro aHanisy ta MeTOfLIB MepCcOoHONOrii
(GiorpadpiuHoro Ta KynbTYpPHO-MNCUXOJIOTIYHOT PEKOHCTPYKLIT).

HaykoBa HOBM3Ha CTaTTi 3yMOBJIEHA TUM, LLLO BriepLue OyXOBHMiA CBIT M. JluceHka, B sKOMy
OpraHiyHo B3aEMOLIANIN €TOC i epoc, OCMUCIIHETLCA AK YMHHUK, O MaB rMUBOKUIA BNAUB Ha
oro My3uy4Hy TBOPYICTb. Lle, 30KpemMa, 3HalLLIIO BTINIEHHS Y BOKaNbHUX TBOpax (cosocniBax),
AKi CKlafatoTb 30510TUI POoHS, YKPAIHCbKOro My3UYHOro MUCTELTBA.

BuCHOBKM. Y 3anponoHOBaHin JOCigHULbKIN pobOTi NpuBepHeHa yBara [0 0cobucToro
XWUTTA KOMMO3UTOPA, MOr0 LjiHHICHUX OpiEHTAaLiN Ta eMOLMHMX CTaHIiB, 30KpeMa A0 MoyyTTs
noboBi [0 XKiHKW. PesynbTaTu [OCHIOXEHHS [LatoTb 3MOry MNepeocMUCIUTM HapbaHHs
HaLioHasIbHOT MYy3UYHOT KYNbTYpPU Y KOHTEKCTi NpobneMm ocobucTocTi.

KnroyoBi croBa: eToc; epoc; XUTTERIANbHICTb; BOKaslbHi TBOPM; YKpaiHCbka My3uyHa
KynbTypa; Mukona JlnceHko

BcTtyn

MOHATTA eTocy i epocy B CyyYacHii HayLi 3anuluaTbCs ManoBUBYEHUMU. AMe-
puKaHcbKU aHTpononor i couionor Knidopp Mipy (2001) Bu3Havyae eToc Hapoay, K
3aranbHy aTMocdepy, «xapakTep i AKICTb XUTTS NItOfeN, Moro MopasnbHUi Ta ecTe-
TUYHWUIA CTWMb | HACTPIW; Le 3acafHnye CTaBneHHN noaen fo camux cebe 1 CBOro
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CBIiTY, Biga3epKaneHoro XuTtam» (c. 151). YueHuit BBaxae, L0 «eToc HabyBae po-
3YMOBOI0 BMOTMBYBaHHS, KOMN MNOJAETLCS AK CMOCI6 XUTTA, 3yMOBNEHUN OiNCHUM
CTaHOM peuyel, SKMM Moro 3o6paxae CBITOrNAM, a CBITOMAL CTae eMOLINHO Mpuii-
HATHUM, SIKLLLO NoJaeThbecsA K 06pa3 AiNCHOro cTaHy peyver, aBTEHTUYHUM BUPaXEeH-
HSIM SIKOTO € e cnocid xuTTsa» (c. 152). fonoBHotO Typ6OTOK NOAUHKM, HA OYMKY
K. Fipua (2001), € ynopsigKyBaHHs iT eMoLiiHOT cchepu: «[JyxOBHO OCBiYeHa nognHa
cTapaHHO obepirae CBOK MCUXOJIONYHY piBHOBAry /i NMoBcsAKYac JoKafae 3ycuilb,
abu NigTPUMYBaTH L0 CMOKINHY yCTaneHicTb. |1 BHYTPIlHE XUTTA Mae ByTy, AKLLO
BOATUCA O YacTO 3rafyBaHOro rnopiBHSIHHSA, IK TUXUWA CTaBOK i3 MPO30POL0 ax Ao
camoro gHa Bogoto. OTxe, HaNnbIMXYOKO MEeTOH iHAUBIgA € eMOLINHUIA CMOKIN...»
(c. 162). «Y uapuHi eTocy pobUTbCA MOpasibHUI HArosI0C Ha CTPUMAHOCTI B 04A3i,
MOBJIEHHI 1 XecTax, Ha BUTOHYEHIN YyTAMBOCTI [0 HaNMEHLWNX 3MiH B EMOLIMHOMY
CTaHi — CBOEMY W iHLUIMX, Ha CTiNKil, 3HAYHOI MipOO 3aKOHOMIpHIN NepenbayvyBa-
HocTi noeegiHku» (c. 162-163).

McuxonoriyHe oyxepesio NHOACLKOI OisNIbHOCTI 3axoBaHe B NIFOACHKIV npupogi. dywa
i cepue — HanrnmMbLWi OCHOBY €TUKKW. Po3ayMytoum Haf, LiHHOCTSIMM XUTTS, Ha AKi Ciu-
paeTbea XUTTECTBEPAXEHHS, IMUTPO Ko3il (1984) 3HaxoauTh iX B €CTETUYHIN Ta eTHY-
Hin cdhepax XUTTSA. «Y cdhepi eCTETUYHIN — Lie NnepexnBaHHA Kpacu 1 Benmui. Y cdepi
€TUYHIN — Le NtobOoB, BipHICTb, CAMOBIAAAHICTb i XUTTEPALQICHICTb, NEPefyMOBOH) SIKMUX
€ aKTUBHa HacTaHoBa JtoguHu» (Kosiih, 1984, c. 38). OTox, eToc nepedyBae y TiCHOMY
B3aEMO3B'A3KY 3 epOCOM. Y faBHbOrpeLbKux Midhax epoc BUCTYNaB sk HanbinbLue 6na-
ro, o o6'eiHye AN XUTTEBOI CUMK, HATXHEHHOrO Havana. [laBHborpeLbki MucanTeni,
3okpeMa ApicTodaH Ta MnaToH, CrniBBiAHOCUIN €pPOC 3 TINIECHOHO | fyXOBHOO J1t060B'10,
3 PYVHIBHOIO MPUCTPACTHO | 3 TBOPYOHO eHeprieto. 3a MNnaToHoM, epoc HeMoB bu 3'ejHYe
YYTTEBWM i PO3YMHMI CBIT. MNaToH y cBOIX «[lianorax» roBopuTb Npo no6oB (epoc) Ak
Yy[ecHy MariyHy cuiny, sika 3'ejHye BUTBIp MUCTELTBA i JIOAVHY, ika LIUM BUTBOPOM
3axonoeTbes. TYT «epoc» 3BUYANHO, BUKOPUCTOBYETLCSA Y 3HAUYEHHI CUIBHOTO, Mpu-
CTPaCcHOro ecTeTMYHOrO (a He doisionoriyHoro abo NcrxodizioNoriyHoro) NoYyTTA.

Mera cTaTTi

MeToto HalLol pO3BiAKM € [OCAIAXKEHHS B3aEMONMNOB'I3aHOCTI €TOCY | pOCY Y XUT-
TeNiANbHOCTI BUOATHOrO Aisiya YKpaiHCbKOI My3UYHOT KynbTypy Mukonu Bitaninosu-
ya Jlucerka (1842-1912). Moro AyXOBHWIA CBIT HaNeXMTb 40 HaNGINbLL 3arafKoBUX
i HenoBTopHuKX. T. Bynat Ta T. ®ineHko (2009) nucanu 3 Uboro Npueofy: «KoXeH, XTo
TOPKHETbCA [10 HbOro, ONMPOMIHWUTL CBOIO AyLly A00poM, Kpacoto i MyapicTio» (c. 7).
BaxxaHHsa 36arHyTV AYXOBHWUM CBIT MUTLSI BUKJIMKAHE MOTPeBbor NornbeHHs Hallo-
ro ycBifoMJIeHHS oro Benuui. M. JIuceHKo HanexuTb A0 TUX 0COBUCTOCTEN, <Y AKUX
npuBaTHe, 0COBUCTE XUTTA OYN0 HEBIAAINbHE Bif XUTTS rpoMamcbkoro» (JIMceHko
& Mununyyk, 1968, c. 4).

Buknap, maTepiany gocnipyxeHHs

flk Big3HayaB M. CTapuubKuii, 3 paHHbLOrO AUTMHCTBA y Mukonu nposiBunmcs
pUcK HaNoNEernMBOCTI M YNepTOCTi, sIKi 3MILUHINM | 3rogoM cTaBann oMy B NpuUrogi
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«y XUTTEBIN 6opoTbbi 3 Boporamu ioro ceitornagy» (JiuceHko & Mununyyk, 1968,
c. 10). BuxoBaHHSA Ha apuCTOKpaTUYHUIA MaHip (YicTa paHLy3bka MOBa, BULLYKaHi
MaHepw, TaHui, YMiHHS HEBUMYLUEHO TPUMATUCH Y TOBApUCTBI) Y HbOMY OpraHiuyHo
noegnHanocs i3 to6oB't0 A0 YKPAIHCbKOro CIoBa, HAPOAHOT MicHi i My3ukn. 0. Kowwm-
Lb N1caB: «fl HaWLLIOB Y HbOMY JIFOAUHY Haf3BMYANHO YY1y, 3 HIXKHOIO AyLlero U caMoi
wnsxeTHoT BAavi» (JiuceHnko & MNununyyk, 1968, c. 478). JiuceHko — Lie BoSibOBa HaTy-
pa, XxapakTepHa BHYTPILLHIM rOPiHHSIM, HanosernMBMM HaMaraHHIM BUHAUYUTU CBOE
XWUTTEBE MPU3HAYEHHS, 34INCHATU CBOE MOKANKaHHSA. Lito pucy nigkpecntoBaB 0ouH
3 NepLInX AOCNigHUKIB oro TBopyocTi AMuTpo PeByubkuit (2003): «JlIuceHKo BONiB
6yTV HalioHanbHUM KOMNO3UTOPOM. Ll Bons fana Momy L oHanmnoBaxHiwe micle
Ha Yol [ifAYiB HALWWIOro BiApoaXeHHS...» (c. 40).

CeiTornsag M. JluceHka, noro HalioHaslbHa CBiAOMICTb Ta iAEHTUYHICTb hOpMY-
I0TbCS B Nepiof HaBYaHHSA B KUIBCbKOMY YHIBEPCUTETI, y CTYIEHTCbKOMY CepefoBu-
wi, nig snameBom M. Ctapuuybkoro, M. lparomaHoBa, T. Punbcbkoro, B. AHTOHOBMYA,
B. MosHaHcbkoro, TBopiB T. LLieBYeHKa.

MeToto xuTTs M. JluceHka 6yna Mysuka, a TOMy BiH BigfaBaB il Bcboro cebe. BiH
OyB eHTy3iacTOM MpaLi, 34aTHUM Ha CaMOMOXePTBY 3apafu LOCATHEHHSI METH, BiH
«BCbOro cebe NpuHic y XepTBy, W00 po3noyaTu i yrpyHTYBaTU BCi rasnysi ykpaiHCbKoT
My3M4HOT TBopYoCTi» (PeByubkuit, 2003, c. 47). TOMY BiH — «OCHOBOMOJIOXHUK, r1ep-
LMK YKPaTHCbKUIA HaLioHaNbHUI KoMMno3uTop. Tpeba 6yno MaTu BenUKY cusy BONi
i caMoBIAfaHICTb, W06 3peKkTuca 6MCKYUYMX NPONO3KnLi — NoCiCTU KanenbMencTep-
cbKy nocapny B MeTepbyp3bkii MapiiHCbKi onepi — i 3 TOro LWMPOKOrO LWASAXY, NpU-
HaOHOro AN KOXHOIo MYy3WUKU-TBOPLSA, 3IMTU HA BY3bKi Ta KPYTi MaHiBLi ronoQHOro
iCHYBaHHS1 yKpaiHcbkoro Myauku! [ns yboro Tpeba 6yno MaTu, cnpaBgi, Heabusiky
Bipy B cBOE fino» (PeByubkuii, 2003, ¢. 47). O. Kowuub nigKpecntoBas: «...BXe B COJIb-
HUX TBOpaXx paHilHix YaciB TBopYyocTi Mukonu BiTaninoBuya sickpaBo BUSIBNAETHCS
0651MYYAa cyTO HaLioHaNbHe, yKpaiHCbKe, He TiflbK1 B MenoauLi, ane 1 B caMiit My3uny-
Hi dpakTypi. [..] ...Mukony Bitaninosnya Tpe6a paxyBaTu 4iCHUM 3aKOHOMOJSIOXHM-
KOM i TBOpLIEM YKpaTHCbKOI My3uKWU. B 10ro Mysuui, ik B Xonygi, 3aXxoByeTbCsi BCS
Oyy4YHIiCTb LUMPOKOT YKpaiHCbKOT My3ukin» (JluceHko & Mununuyk, 1968, c. 493). Lito
npoBuAaYy oyMKy 3rogom o6rpyHTye O. KosapeHko (2011).

«Kpaca, gobpo i npaBga — Le BHYTPILLIHI MPYXWHU TBOPYOrO XUTTS, IKe 1 € BNa-
CTMBUM XUTTeCTBEpOXeHHAM» (Ko3ii, 1984, c. 34). ETuYHa npobnemaTmka BUMarae
po3B'AA3aTV NUTaHHA NPO 3aBhaHHS, MPU3HAYEHHS YU MOKJIMKAHHSA JIIOAMHN Ha 3eM-
ni. NMoKNMKaHHS NIOAVHU YTOUHIOETLCSA SIK 3aBLaHHSA TBOPUTU [06po. BupiwanbHoro
ana npobnemMu XuTTA € Ais. «<bo XMTTA — Le Benuka ApamMa, a He nNpeMeT KOHTeM-
nasuit. Y uin gpami niogmHu 6epe akTUBHY ydyacTb. OTXe, NOeTbCA He TiSIbKM Npo
Te, AKi LiHHOCTi Mae XUTTS, ane U Npo Te, sIKi LiHHOCTI JII0iUHa BHOCUTb Y 3MICT XKUT-
7s» (Kosin, 1984, c. 38). M. JIuceHko MaB rMMBOKO PO3BUHYTE MOYYTTSA MOPaSIbHOIo
060B's13Ky. BiH CBATO OOTpMMyBaBCSl MOro SIK LWOA0 Hapody, Tak i fo ciM'i, a Tomy
TAXKO NpautoBaB. Moro akTMBHa 6araTopiyHa My3U4HO-NPOCBITHULbKA LiNbHICTb
AIK KOMNO3uUTopa i PoNbLKNOPUCTA, AUPUTeHTa XOPiB, OpraHi3aTopa Ta y4aCHUKa KOH-
LepTHOT OisiNbHOCTI CpuUsifia BUXOBAHHIO HOBOO cilyxaya, popMyBaHHI0 YKpaiHCbKOT
HaLioHanbHOT igeHTUYHoCTiI. JTrouin KobunaHcbKui nucas, Lo JinceHko «byB Aist Hac,
yKpaiHCbKOT Mosiofi, yocobneHHs yKpaiHCbKOT ifel, BiH 6yB To BUOpaHeLb, XpeLb.
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Secerdos, Yepes AKOro [0 Hac NPOMOBJIsiNA BULLA iCTOTa — caMa Jylua YyKpaiHCbKOro
Hapogy. <..> Ane TyT He 6e3 BefIMKoro BNanBy 6ynu e  ocobucTi 4yxoBi NpukmMe-
Tn JlnceHka: Moro narigHa BAaya, Moro HagsBMYyarHa AenikaTHICTb, MPUBITHICTD,
wmpicTb» (AHOpieBCbKUA, 1942, c. 42). M. JICEHKO BCINsAKO NigTpMMyBaB BOJIENIOOHI
HacTpol Mosiofi, 6paB y4acTb Y CTYEHTCbKUX 3aBopyLieHHAX (1884 p.), a ToMy ne-
pebyBaB nif, TaEMHUM HarnsAom noniuii. Mioro Bname Ha monogoro C. MeTtniopy 6ys
HesanepeyHum (bynat, 2009, c. 155-157).

OpHieto i3 BaxaMBMX puc JIuceHka € Moro cTapaHHicTb. Ii Big3HavaloTh MOro
negaroru B Jleinuuabki koHcepsaTopil (JluceHko, 1966, c. 81). Jllogmuna Ctapu-
ubka-YepHaxiBcbka nigkpecnoBana: «HapseBuuyaiHo xapakTepHa puca Mwukonu
BiTaninosuya 6yna noro 6agbopictb. S HikonnM He 6aymna KMoro B Migynanaomy Ha-
CTpOI, He Yyna Bif, HbOro TOro HYHOrO NMECUMICTUYHOIO CKMUIiHHS, L0 3@ HUM XO-
BalOTb CBOO AyLIEBHY Mi3epito ManeHbKi ntogui. Moxe, BHacnigok cBoro 340poB's
i TOI cMnM TBOPYOro Ayxy, Wwo bysana B HboMy, Mukona BiTaninoBmy He BTpayaB Hikonu
eHeprii i Bipu B nepemory» (JluceHko & Mununuyk, 1968, c. 305-306). Mpo ue x nncas
cuH OcTan: «Cuna TBOpYoro ayxy 6ysina B HbOMy, i, MOXe, TOMY BiH HiKONM He BTpa-
YyaB eHepril, HagiT» (JluceHko, 1966, c. 210). M. CTapu1LbKWUIA NigKPeC/IoBaB, L0 KOM-
No3UTOP 3aNMLWAaBCsi CKPOMHUM B OLiHLi CBOIX MY3UYHUX TBOPIB | HaBiTb 60A3KUM
y nponaryBaHHs 1x [0 BUKoHaHHs (bynat & ®ineHko, 2009, c. 194).

PazoMm 3 TuM, JIuceHko He 6yB Takoi 6e340raHHO narigHol Bgayi. «3 HagMipHOto
[06poTOH0 | Mano He ANTAYOKO OOBIP/IMBICTIO YXXMBaNacb B HbOMY Taka X HafgMipHa
3ananbHicTb. CnanaxyBaB oapasy, MOB CipHUK [..] ik ckopo cnanaxyBaB, Tak CKOpPO
" BigxoamB. 3a3apicTb, NigCcTyn, XxononHy 3106y, 06MoBY 3HeBaXxaB, AK LLLOCb Hal-
Opuakiwe. HanyacTilwe cnpaBensMBUMI THIB MOro BUKAuKanu 60sirysTBo, 3paga
TOBapUCTBY, CYCMiNibHIN cnpaBi» (JluceHko, 1966, c. 210). «<He 3HaAB BiH Hi B YoMy
NonoBUHU. AK NOBUB, TO BXE BCiM CepLEM, a KOJIM HEHABUAIB — TO TeX MO-CrpaBX-
HboMy. Takum 6yB i B fpyX0i, i B 6yab-AKOMY «06LLECTBEHHOMY>» fifli, 3a ke OpaBcsA»
(JlnceHko, 1966, c. 211). M. JluceHko BU3HABaB TaKi CBOT HEOOJKU, IK «<HEMOX/MBA
HepillyyicTb, HefoBipAUBiICTb» (JluceHko, 2004, c. 142).

3aranoMm, gns M. JluceHka xapakTepHa CMpsSIMOBaHICTb Ha 3[iMCHEHHS igen
npaBAu i cnpaBegMBOCTI, HA 060POHY NHOACHKOI MAHOCTI, FOTOBHICTb BigAaTW XUT-
TS 3a ifeanbHi LiHHOCTI, 3@ HaUrNMG6LLY CYTb TOrO, LLLO 3BETbCS YKpalHOH, HaTXHEHHA
MYXHICTb.

LLlono ocobucToro xuTTst Mukonu JlnceHka, To BOHO 6yNno 3aKpUTUM ANl CTO-
POHHbLOIO OoKa. KOMMNo3uTop Nucae, Lo BiH «Bif NPUPOAM CKPUTHUI, TYTMIN HA BUC-
JIOBJIIOBAHHS, WO AyMmalo, WO BifgyyBalo, TAXKO BMAaAlo HasoBHi» (JluceHko, 2004,
c. 130). lyxxe mano BigoMocTel Npo BHYTPILLHIN CBIT M. JIuceHKa y AOCTYMHUX OXe-
penax, ofHaK Ha iX 0OCHOBI cnpobyeMo peKkoHCTpytoBaTH ioro. I JlTazapeBcbkui, xa-
paKTepu3yroum BHYTPILLHE XUTTA M. JluceHka, roBOpMTb NMPO MOro «Bpas3inBUNA, Maw-
Xe XiHouni xapakTep» (JluceHko & Mununnuyk, 1968, c. 463).

MouyTTA NO6GOBI MPOHM3YE BCe XUTTS KOMMo3uTopa. leplue noyyTTa 3aKoxa-
HoCTi nposiBnAeTbes ¥y M. JlnceHka y riMHasiviHi yacu. M. CTapuubKui 3ragye, Lo
BOHM 006MaBa BrepLle 3aKOXanucs B OAHY | Ty X AiBYMHy Teksto i BUpILLIMAWM Hanu-
caTu il riMH. Muxanno HanucaB cnoBa i cniBaB, Mukona — CTBOPUB YapiBHY My3UKY,
«CMOBHEHY i HiXXHOT TyrK, i MJTOCHOIO 3a4apyBaHHS, | HaBiTb LWaneHol npucTpacTi. Lie
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OyB Opyruin My3u4yHuii TBip JlnceHka» (JluceHko & MNununyyk, 1968, c. 26-28). B Haro-
poLy MaHHOYKa MWIOCTUBO [03BOMMIA NpunacTu 4o 1l pyku. M. CTapuubkni nucas:
«lapato, Lo Apyroro Takoro 3axornstorYoro BpaXeHHs — 3 NepLUNM TPEMTIHHAM He-
3eMHOro 6naxeHcTBa, 3 NepLUMM AUXaHHAM HEe3HaHOT MPUCTPACTi — B XUTTI BXe He
noeToptoBanocb» (JluceHko & Mununuyk, 1968, c. 30).

Y CTygeHTCbKi poKM, NPUIXaBLLUM Ha KaHikynu y ceno XoBHWH (MaeTok mMatepi),
Mwukona 4ye npekpacHui cnis HacTi KiHgpaTiokoBoi, [ouku cTapoi bypuuku, konuw-
HbOT MaTyCUHOT HAMMUYKM | 3aKoxyeTbes (JlnceHko & Mununuyk, 1968,¢. 711). Y cno-
ragax cuHa komnosutopa OcTana fyxe ManbOBHMYO NepefaHa atMocdepa uiel 3y-
cTpiyi (JluceHko, 1966, c. 52-56). MNMouyTTA HACTiSIbKM 3aBONOAINM MUKOJIOH, LLO BiH
obiusie 3acnaTu cBaTiB, OfHAK [0NA PO3/lyyae 3aKoxaHWX — Mukona noBepTaeTbcs
[0 yHiBepcuTeTy, a HacTio cunomiub BupatoTb 3amixk. CBOK He3aBUAHY posb B LM
icTopil 3irpana 6atbky JinceHka. Meplie KoxaHHSA JluceHka — Le gpamMaTUYHUI eni-
30/ HOHaLTBA, NPO AKUI BiH, 3a CIOBaMW CUHA, HIKONW He 3raflyBaB. Buctosatun nomy
[OMOMOrM Npaus | TBOPYICTb.

3ronoM JIMCeHKO 3aKoxyeTbCA B MaHHOYKY Onbry OnekcaHpgpiBHy O'KoHHop
(24(19).07.1850-1930), sAky 3HaB Le nigaiTkoM. PoguHa nomiwmkie O'KoHHopie Mana
POAUHHI 3B'sI3KM 3 JIceHKaMW, MeLlKana no cycigcTay y ceni MukonaiBL,i, 0TOX MO-
nofi NOAM YacTo CNiNKyBanucsa y CTyfeHTCbKi poku Mukonu. lOHa Onbra, 3a crnoBa-
mMu C. CTapuubkoro, 6yna «Haa3BUYaiHO BPOAJ/IMBOO, XXBABOK | CUMNATUYHOK; BOHA
BOJIOAiNa ManeHbKUM FOfIoCKOM, MifcrniByBana n ocobnnBo 3axonstoBanacsi one-
poto» (JluceHko & Mununuyk, 1968, c. 45). Ocobnuse 36amxeHHs Onbrv i Mukonu Big-
OyBaeTbcsl BNiTKY 1867 poKy nepef Bif'i3fom JluceHka Ha HaBYaHHA [0 Jleinuura.
Monogi ntogm NMCTyoTbes, WO Lie Binblie 36nuxye ix. B ogHoMy 3 nucTiB i3 Jlennuu-
ra JlnceHko Hasueae Onbry rapHOK Ta pO3yMHOI0 AiBunHoo (JlnceHko, 1966, c. 82). i
nogpyra Onbra Kocau nucana npo Onbry, Lo BoHa «BPOAJINBA, [OTENHA, XXapTiB/IUBA,
Ta LWe 7 3Kk ByB rocTpimi Bijf Ko3aLbkol wabni. CTinbkun 6yno npuHaam B KOXHIN

i nocMmiwLi, B KOXHOMY pyci...» (JluceHko, 1966, c. 87). Konu Mukona BitaniioBuy

nicns nepLioro Nennum3abKoro Kypcy ixaB B YKpaiHy, «To 6yB yxe HapeyeHum Ofnb-
rn OnekcaHgpisHU» (JluceHko & Mununuyk, 1968, c. 104). 30 cepnHA 1868 p. napa
3BiHYanacs i fo Jlemnumra BOCEHU TOrO X POKy JIMCEHKO MOBEPHYBCS 3 MOJIOA0H)
OPYXMHOLO, sika Bpana ypoku Bokay, B TOM 4Yac, K YOJIOBIK LiNMA feHb NPOBOANB
y KoHcepBaTopil. Liew pik, MabyTb, He 0c06IMBO 36/IM3MB NOAPYXXKS, OCKiNbKK OneHa
Muinka nuwe Npo Te, Wo «He ayXe Beceno xunocb Onb3i OnekcaHapiBHi B Jlennuiry»
(JTuceHko & Mununnuyk, 1968, c. 106). Yepes pik, y XOBTHi 1869 poky XxBopuit JIMCEHKO
noBepTaeTbCs 3 APYXMHOI B YKpaiHy. BianoumBLlun Ta 0340pOBUBLLIMCH B TECTS Ha
MonTaBLUMHI, BiH 3 ApYXWHOIO 3 oceHi 1870-ro poky ocensieTbest y Kuesi. 3 MeToro
NpoAOBXeHHS1 HaBYaHHA napa BoceHu 1874 poky Tae no MeTepbypra, ae JIuceHko
6epe ypoku opkecTpyBaHHs Y M. Pumcbkoro-KopcakoBa, a Onbra BOCKOHasO€E CBOT
BOKaJbHi faHi. Y 1876 poui JiuceHko noBepTaeTbesa B YKpaiHy, a Onbra sanuiaeTb-
cA we Ha gBa poku y CaHkT-leTepbyp3bKill KOHcepBaTopii, e BOHa HaB4yanacs
cniBy y K. EBepapgi. OneHa Muinka nucana: «Onb3i OnekcaHApiBHi, ik BOHa 30CTa-
nacb y lMeTepbyp3i cama KiH4YaTU Hayky, LLLOCb He MOBENOCh: BOHA 3aHepyXasna Ha
AIKyCb HepBOBY XBOp0oOY 1 Mycuna likyBaTUCb Y caHaTOopil, [OKM He BUAYyxana v 3HoB
y3sifiacb oo Hayku» (JluceHko & Mununyyk, 1968, c. 119). OnepHoto cniBaykoto Osnbra
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He cTana i noBepHynacs fo Kuesa. «B KiHUi 3uMoBoil fo6u 1878—1879 poKy B XUTTI
noapyxxs JIMceHKiB cTanacb po3KosivHa.. bes BypxnmMBux BUCTYNIB, 3@ CNiNIbHOK
3roJ10t0 BOHM po3nyymnucb» (JlnuceHko & Mununuyk, 1968, c. 122). Xo4 Npo NpuinHU
pO3Nly4YeHHs Napa HiKOJIM He FOBOpUIa, OfHaK, IK MPUMYCKalTh CyYaCHUKM, OGHIED
3 HUX cTana BiaCyTHicTb aiTen'. 3a cnoragamMu cyyacHukiB, Onbra OnekcaHgpiBHa
Mana «BJflagHWIn XxapakTep», kUi «Bce 6paB i faBaB 3amano» (JiuceHko & Munmnuyk,
1968, c. 464). Konu Ti Mpii Npo onepHy cniBaubKy Kap'epy He 3aiicHUnmMCS, «Le Bce Ti
AKOCb BiALITOBXHYNO Bif Mukonu BitaninoBunya, a BiH, CTBOPEHWUIA caMe AJisi POAUH-
HOro XuTTs, Bce Ginblie i Ginblue novyBaB cebe caMoTHIM» (JluceHko & Munnnuyk,
1968, c. 464). «XXuTTA B NOCTIMHUX YBapax, B HEMEBHOCTI, MPUTIOLHIV Tpi MOPYWAHY-
BaJio MOro AyLIeBHY CTIMKICTb i piBHoBary..» (LLleBuyk, 2007, c. 147). Pazom 3 Tum,
Mwukona JluceHko i Onbra O'KoHHOP HIiKONM «He BUSIBASSIM OfHE OO0 OOHOro HisiKol
BOpPOXHeYi, peMcTBa. Yacom HaBilyBanu ofiHe O HOrO, 3yCTpiYyasmcb Y TOBapUCTBI,
CNOBOM, 3aJIMLLUIUCL 000puMK 3HaoMuMmu» (JluceHko, 1966, c. 186). M. JluceHko
pornomarae Onb3i MaTepianbHO i Nicns po3ny4yeHHs, agxe caMe «npu Onb3i Onek-
caHppiBHI po3uBiTana TBopyicTb Mukonu Bitaninosuya; Onbra OnekcaHapiBHa 6yna
BMKOHaBULIEIO NEPLUNX MOBaXHMX TBOPIB 1oro. BoHa X MiHAnacs 3 HUM i CBOIMU yBa-
ramu npo Hux, a 6yna BoHa NoanHa po3yMHa. <...> B cBoto HapeueHy Mukona Bitaniv-
oBMY ByB 3aKOXaHUI; MOro NpusATeni xapTyBany, Lo Tak 6yno 7y ganbLi poku... Ta
cyaunocb posinTtuck!..» (JluceHko & Mununuyk, 1968, c. 123). OneHa lNuinka npuny-
cKana, Wo «aesky yBaxHy nam'ste npo Onbry OnekcaHgpiBHy Mukona BitaniioBuy
36epir HasaBxan. Konu s cnyxato Ton TBip Mukonu BiTaninoBunya Ha cnoBa «Konwu
po3nyyarTbCca ABOE» Ta W APYrUn — «l LUMPOKYIO OOMUHY, | BUCOKYH MOTUY, i WO
CHWJIOCb-FOBOPUIIOCH, He 3abyay A» — Mepefo MHOK 3aBXAu BCcTae noctatb Onbru
OnekcaHapiBHu JlnceHkoBo» (JluceHko & Mununuyk, 1968, c. 127-128). | xou Hemae
HISIKOI 03HaKW, Lo Ui TBOpW JIceHKa BMKJIMKaHI oro cnoMmHamu npo Onbry Onek-
CaHApiBHY, Ha HUX HeMae MPUCBSATU YK iIMEHI T, «ane caMuin BUGIp ANsi MY3UYHOIO
iNFOCTPYBaHHS TUX ABOX BipLLIOBUX TBOPIB Ha 0JHAKOBY TEMY PO3CTaBaHHS CMUHSAB Ha
co6i MOt yBary, a HXXHUI, Yy FOMiIH My3UKW, MOBHUI TUXOFO CMYTKY, LLLO OPUHUTD
y TUX cniBax, fleCb HeMOBOM 3 CaMOro fiHa AyLli 03UBAETLCSA YUMCb HAATO XUBUM. <...>
MuvHae MonoficTb, MMHae HalMULLHILIA Kpaca, MepKHe i CANBO Ayuli, Ta He BMUPae
JOLLEeHTY NaM'sATb NPO HUX, HanMnaye Ansi Toro, XTo 361mM3bka 3HaB Tou obpas i can-
Bo» (JluceHko & Mununuyk, 1968, c. 128). MNicna poactaBaHHs Onbra O'KoHHop 3apo-
6nana Ha XUTTsa ypokamu My3uku, y 1905 p. Bigkpuna y Knuesi BnacHy MysunyHy LLKO-
Ny gns yuHiB Mmonoguuoro Biky. Cepep, ii BuxoBaHok 6yna Jlecs YkpaiHka. O. O'KoHHop
Oyna nepwoto BMKOHaBuuUeto napTii OkcaHu B onepi M. JluceHka «PisgBsiHa Hiu»
(1874) Ta 6araTbox Moro cosnocnigie, Bosiofifa Nipuko-apamMaTUiHUM COMpaHo.
Onbra AHToHiBHa Jluncbka (1860-1900) — goyka BifiCTaBHOr0O NMOJIKOBHMKA, PO-
[OM 3 MNoJAKiB, cTana gpyroto ApyxuHoto M. JlnceHka? Bneplue ixHs 3ycTpid Big-
Oynacsa Ha KoHuepTi y YepHirosi y 1877 p., ae JiuceHko BucTynaB. Sk po3nosigana
Codpist To6ineBny, BOHM CNpaBUIIM OZIMH Ha OZHOTO yXe CUilbHe BpaxeHHst (JluceHko
& Mununuyk, 1968, c. 393). Came no6oB A0 My3UKM, 40 PiAHOIO MiCEHHOro CrloBa

' loknagHille npo npuynHu po3puey 3 Onbroto O'KoHHop auB.: (CKopynbebka, 2003, ¢. 81-121).

20nbra Jlunceka Hapoguna M. JluceHky ciMmox fiTew, 3 sikux aBoe (KatepuHa, 1878 p. H. Ta borgaH,
1881 p. H.) Nomepnu HeMoBnATamMU. 3anuwnnuck: KatepuHa (1880-1948), lanuHa (1883-1964), OcTtan
(1885-1968), Map'aHa (1887-1946), Tapac (1900-1921) (JiuceHko, 2004, c. 558).
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36nusuna ui oBi ocobucTocTi. ¥ ckopomy yaci Onbra npuixana go Kuea ygockoHa-
NtoBaTU cBOI 1 6e3 Toro 6e3foraHHi 3HaHHA My3uku. Mukona BiTaniioBud pago 3a-
NponoHyBae i cBOT nocnyru. Jlekuii My3uku 3akiHYnMIMCst TUM, LW,0 BOHWU 36an3unucs
i «060€ BTpanuM B OJHY i Ty X HEBUAUMY, NPOTe HE36OPHY YyTTEBY CiTb» (LLeBuyk,
2007, c. 269). Onbra 3aBariTHina i ige go Metepbypra. Ansa M. JluceHka cuTyauis He-
npocTa, oaHakK y nucti o Onbru Jluncobkoi 16 cepnHa 1878 p. BiH nuwe Npo CBOE
MopasibHe 3060B'si3aHHS | HeMigPOOHICTb MOYYTTIB [0 HEl, IKi CMOHYKalTh cKasaTw,
«LLL0 A N0BSI0 | MoBaXato Lo 0coby, He K XIiHKY, a K MaTip CBO€ET MaibyTHbOI AUTU-
HW, BULLLOT BTIXW, SIKOT 1 He 3HAB A0 LMX Mip; NOYyTTs, sike 1 nenito i 36epirato B cobi
HE3MIHHO 3 Tiel XBUJIMHK, KON A Mir NpU3HaTh 3a coboto HasBy 6aTbka. <...> ChifbHa
[ona MaTepi i AUTUHK 3B'AAI3ye MeHe 3000B'si3aHHAAMM MOpaibHUMM | MaTepianbHu-
Mu» (JluceHko, 2004, c. 131). M. JluceHko roToBuit nigTpumatu Onbry JIMNcbky Ma-
TepianbHO, OfHaK Le He HaBaXYeTbCA Ha 0CTaTOYHUM po3puB i3 Onbroto O'KoHHop.
Tinbkn komm O. Jluncbka 3aBariTHina Bapyre, Mvkona npuiHsB onsi ce6e ocTaTou-
He pilLeHHS NPO CriNlbHe XUTTS i3 Heto. Xo4a IopUANYHOro po3nyyeHHs M. JluceHko
He 0dbopMUB, NicNA HapOAXEHHSA APYroi AOYKM BiH OCTAaTOYHO MOEAHAB CBOE XUTTSA
3 Onbroto Jluncbkoto. Y nucTi go Onbrv B Liei Yac BiH HasuBae i «4iTOHbKO MOE pig-
He, KoXaHe, caMOTHeHbKex® (JluceHko, 2004, c. 143). ina M. JIuceHka novyTTs Ito6GOBI
€ BUCOKOMOpaJibHUM: «J1l0OUTM 3HAUMTb NMOBaxaTu; MoBaxaTu | BIpUTU — CUHOHI-
MU. He BipuTuW ntoguHi, 3HaunTb nepectaT i ntobutn» (JiuceHko, 2004, c. 142). Konu
Hapoawunacs Katpycs, M. JluceHko y nucTi fo noapyxoka [lparoMaHoBUX OinMTbCs
CBOEO pagicTio: «Baw 6e3fniTHUI Konucb Npusitenb, «6e3nsiofgHas CMOKOBHMULA»,
CTaB ojfpasy NJIoLHYO0H N1030H0. <...> CBIT, 3HaULs, CIMENHUX pafoLLYiB 3acsiB i Hagj
MHoto» (JluceHko, 2004, c. 145). Ak nuwe OneHa Muyinka, Onbra Jinncbka «6yna rapHoTt
BpoaM», @ BAavy «masna Tpoxu pisky» (Jiucenko & Mununuyk, 1968, c. 129), a ronos-
He 6yna BOHa «CBifoOMa, NepekoHaHa yKpaiHka. BnacHe, 3aBasku i gitv 1l BUALLAK
WMpuMn yKpaiHuamu» (Jlncenko & Mununuyk, 1968, c. 130). Came Onbra Jiuncbka
3yMifla CTBOPUTM APYXHIO | LWLMPY aTMocdepy y cBoI poauHi. Codist Tobinesuny npu-
ragysana: «[nnboka B3aeMHa pyx6a 1 nowaHa ofHe [0 OAHOro 3MiLHWMa IXHE KO-
XaHHS. Hi B ogHOMY MoAapy»Ki, Hi paHille, Hi Mi3Hiwe, A He 6aunna Takux rMMboko
L MPUX, MOBHUX B3aEMHOI0O AOBIP'Sl 1 NOLIAHN CTOCYHKIB MiX YOJIOBIKOM Ta APYXM-
Hoto» (JluceHko & Mununuyk, 1968, c. 393). PazoM 3 TuUM, «He Tifibku BaomMa Onbra
AHTOHIBHa Byna BipHOIO MOMiYHMLED Mukonu BiTaninoBuya, a 1 y pisHMx cnpaBax
rPOMajiCbKOro 3Ha4yeHHs, iKi opraHisoByBaB JInceHKo. A BiH Xe HeBTOMHO 6yB 3ai-
HATUIA TUMW CMipaBaMM i Ha HUX BUTpaYaB i CUM CBOI, | eHeprito, i Joporun yac. <...>
Onbra AHTOHIBHa Marna BeJIMKUI BMJMB | HA TBOPYY po6oTy KoMnoauTopa» (JiuceHko
& Mununuyk, 1968, c. 393). M. JluceHko nigkpecntoBaB: «LLo Le 3a rpoMagsaHcbKa
ntoanHa 6yna BoHa, a MO0 iieto cNyXiHHA 6aTbKiBLLMHI BOHA BCi€tO AyLUE Crpwii-
Hsna i gonomMarana, sik Hixto» (Jiucenko, 2004, c. 434).

CuH OcTtan JlnceHko 3rafyBas, L0 MaTU Koxanacsi B My3uLi Bce XUTTA. YacTo
rpana TBopw . YaikoBcbkoro, JinceHkoBy «[licHio 6e3 cniB», Ta HanbinbLue Nobuna
lwymMaHiBcbki «Mpi» (JluceHko, 1966, c. 182, 183). CvH 3raaye, Wo OJa Oiteil BoHa
Oyna «TanaHoBMTUM NefaroroM, TakTOBHOK | BUMOITIMBOK HaCTaBHULIEO», ON1S YO-

3 Lle 6yB yac gpyrof BariTHocTi Onbru Jluncbkol. [pyra guTuHa M. JluceHka — KaTepuHa (y wntoGi
MacnsHukoBa) Hapoaunacs y BepecHi 1880 p.
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NoBiKa — «APYXXMHOK-MaTIp'to, A PY>KUHOI-CECTPOO, MyAPUM MOPALHUKOM | HEBTOM-
HOMO MOMIYHMLEO, HaMBIPHILLMM APYroM, Lo pyka 06 pyKy, cepLie 3 cepLeM nponwna
3 HMM HalBaX/UBILLMIA Nepiof, NOro XUTTEBOIO TBOPYOrO WAAXY» (JTucenko, 1966,
c. 183). Cam xe Mukona JIceHko niKpecsoBas, WO BiH «ii 6araTo 3aBAAyye, i BOHa
iCTUHHa repoiHa-XiHKa, BCe 3HeBaXWuma, Bce nepeTepnina i BUALLINA i3 L€l noraHor
ny6niky rnMboko noeaxaHoto noguHoto» (JlnceHko, 2004, c. 433). Tak, BOHa He 3nsi-
Kanacs Hi ocygfy, Hi NAiTOK, Hi NpsAMOro 6GOMKOTY NaHiB i MAaHHOYOK «i 3apagm LWacTs
NIOLMHY, SIKY NOKOXana, nillia Ha rpOMasiHCbKUM, HELLEPKOBHUIA W06, Ha LWNAX, Y Ti
yacu 0coBIMBO TEPHUCTUI st XiHOK» (JluceHko, 1966, c. 185). OcTtan JiuceHko nu-
cag: «LLInto6Ha posnyka («pa3Bof») 6yna noefHaHa 3 akTaMMu, Lo NPUHMXYBANM JIHO4 -
CbKY TiHICTb, 3 [JOBMMM LIEPKOBHO-TPOMaACbKUM CYA0BUM npoLecoM, 3 6abpaHHAM
CY[OBUX AisiYiB KOHCUCTOPCbKUX B OCOOMCTOMY, iHTUMHOMY. YacTo-rycto nopfibHi
npoLecK Hi [0 Yoro, KpiM 6puaKoi raHbbu i TAraHWHK, He NpusBoauan. Ocb YoMy Bce
3aKiHUMIOCb PO3NyYeHHAM 6e3 «po3Bofy». A 6e3 «po3Boay» Hi 0fiHa, Hi Apyra cTopo-
Ha He Mora B3siTM HoBoro LWtoby. HoBa ciM'sl He BU3HaBanach Hi LIepKBOO, Hi rpoma-
[OSIHCbKUM 3aKoHOM» (JTuceHko, 1966, c. 187). «Lie 6yB cnipaBXHil, BENMKWNA, BigaaHW
OpYr, XiHKa, sika po3yMina noro i gornomMarana, ik yMina, B MOoro CKiagHiv i Baxkin
cnpaBi CNyXiHHA CBOIN BiTUM3Hi» (ApxiMoBuY & Mopaituyk, 1963, c. 204). M. JluceHko
nucae 3rofgoM: «LLlo Lie 3a ToBapucbka noguHa 6yna BoHa, @ MO ilet0 CNYXIHHS
BiTUM3HI BOHA CMpUIHSNA BCiElo AyLlelo i gonomMarana MeHi, K HixTo» (ApxiMoBuY
& Mopainuyk, 1963, c. 204). «Moapyxxa Moe Byso ayLueto cimM'i, oylieto Moeto. 31T Haa-
3BMYaNHOIO eHeprieto BOHa MeHi 6yna (KpiM MaTepuHCTBa) TOBapuLLEM-NOMaradyem y
obuecbKux crpaBax, CroYyyBao4mMM yciM MoiM 3aMipaM. fl NpocTo 360XeBONINNN Bif,
Tiel BTpaTu» (JlnceHko, 2004, c. 300). binb JiuceHka Big BTpaTn ApyxuHu y 1900 p.
nepepae y cnorafax cuH Octan: «kocb HEBLOB3i Nic/iA panToBOi CMepTi MaTepi 3a-
CTaB A, NOBEPHYBLUMCH 3 riMHa3ii, 6aTbka 3a posineM. Y BCbOMY [,0Mi He 6yrio Hi gyLui.
Posinb To 6narae i nnakae, TO W,OCb HiXXHO | MPUCTPACcHO LWenoTiB... baTbko He NOMITUB
MeHe, | 1 HaBLUMNMHbKK BMOpaBcs 3 BiTasbHi. MeHi 34an0chb, WO Y Ui XBUIMHW BiH Hall-
ZLOPOXYOHO AJ151 HbOrOo MOBOHO 3BYKiB MPOAOBXYE He3aKiHYEHY PO3MOBY 3 HALLO Ma-
MO0, BipHWUM, He3abyTHiIM gpyrom cBoiM» (JluceHko, 1966, c. 207).

Y 1906 p. y XUTTi 0ANUHOKOIr0 KOMMNO3UTOpPa 3'ABJISIETLCS NOr0 OCTAHHE KOXaHHS —
toHa IHHa MeTpiBHa AHgpiaHononbebKa (B 3aMixxi MypoMLueBa), BUXoBaHKa IHCTUTY-
Ty wnsaxeTHux gisyat (1900-1907), ge M. JluceHko npautoBaB BUKIagavyeM MY3UKN.
Y nuctax 3a 1906—-1910 pp. M. JIuceHko HasuBae il «<Muna Mosi», «<4acTka AyLli MO€T»,
«pigHa», «gopora», «XepyBUM YUCTOI Kpacu, BUCOKOI Mopani», «SHrofsaTKO», «Ma-
NeHbke 6OXecTBO MOE», «My3a MOfA», «CepaeHbKO MOE», «rony6Ka», «MOA OPJINYKO»
(JTucenko, 2004, c. 402-405, 407, 409, 411). KomnosuTop 3a4apoBaHuii IHHo: «Bce
NnpeKpacHe B XWUTTI i XXiHOUYHe A 3HalwWoB y Bac» (Jlncexko, 2004, c. 405). BiH nparHe
noeaHaTV CBOK OO 3 Liel0 MOJIOZO0H [iBYMHOK, MOr0 HaMipy Cepro3Hi: «Nankor
Jyuwieto cBoeto H6axaB MoefHaTU CBOE XUTTSA 3 TBOIM, BCe, UMM Ayliua MOBHA, XMBa,
Bce AaTtu To6i BUNMTKU 0o AHa..» (JluceHko, 2004, c. 403), «xouy, Wwo6 Bu 6ynmn mMos,
MOS1 CYMYTHULSA B XUTTI, W06 B cnyXunm BTIXOH MeHi, W06 Crny>XXuv BOrHULLEM MOIX
NMoeTUYHMX HAcTPOIB, HaTXHeHb, 3axBaTiB i Haconod» (JlnceHko, 2004, c. 405). M. Jlu-
CEHKO YCBIAOMJIHOE BEJIMKY PiSHULIO Y BiLli, 04HAK Y JINCTi [,O KOXaHOT NiAKPECIOE, LLLO
BiH He cTapui gyLueto, NnepeKoHaHHAMM, isbHicTHo: «O Hi! f1 He 3patochk | He 3gamcs
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HIKONM, MOKM XO4Y OfHa KparJisi KpoBi NPOXOAUTb Yepes Moe cepue. CBiXICTb JyMKM,
6agbopicTb OyXy A ycnaaKyBaB BiJl MOro nokiiHoro 6atbka» (JluceHko, 2004, c. 404).

Komnosutop po3kpuBae BCHO MMOMHY CBOIX MOYYTTIB: «3arajoM Tpumaro cebe
[OBONI [aneko Bif BCI€l NpekpacHOI cTaTi; afie BXe Koro nobito, kunyde nrobto,
TO 3HeMarato [0 xBopobnmeocTi, wo6 6amxde 6yTH [0 KoxaHoT MoguHU» (JTceHKo,
2004, c. 406). M. JluceHko XafibHo ntobyeTbCA |HHOO, AK XYQOXHUK cBo€Eto [ana-
Teeto. [insa M. JluceHka efHICTb QYXOBHOIO i MIOTCbKOroO CKNafae NoBHOTY XUTTS:
«Bci My, cepeHbKO MO€, NoAN 3 BULLMMW OYXOBHUMM 3aBLaHHAMM, WO JOCHIAXY-
I0Tb CBIT Kpacy, iCTUHW. | B TOV e Jac noaun 3emi 3 ii Big bora gaHumm npuctpacTs-
MU, He po3JinIsieM HaCTPOIB i HATXHEHb NOETUYHUX Bifj 3aXBaTiB HacoJs104, a CyMilljaeM,
SIK icTOTU gyxa i nioTi, BO eAnHO, i y B3aeMogil ynx abCTpaKTHUX areHTiB gyxa i Tina
BUKOPUCTOBYEMO MOBHOTY XMUTTSA. MN0Tb, AK | AyX, AYXE CUNbHA | BUMOINIMBA Y CBOIX
3anuUTax XuTTA i HeposainbHa» (JlnceHko, 2004, c. 409). bes novyTTiB «aTpOdyETHCA
nap TBopyocTi, 6axaHHs poboTH, Bipa B KOHEYHWUI pe3ynbTaT BTpayaeTbCs, i Npu-
CTpacTb i 3anan XUTTEBUI racHyTb» (JluceHko, 2004, c. 409). «Y BCix iHLINX NposBax
XUTTEBUX rPOMafAHCHKUX, HaLliOHaNIbHUX A CMINIMBO MOXY ByTH repoem fiyxa, BOfi,
XapakTepy, ane TyT s 6eacunuii» (JluceHko, 2004, c. 411). M. JINCEHKO «HIKOIM B XXUTTI
He KngaBcs Y BUP YOJI0BiUMNX NOXo4eHboK» (JlnceHko, 2004, c. 412). 3a cnoragamu cy-
yacHuKiB, «MuKona BiTaninoBny s3Ha4yHo nocTapis i NigAaBcsi YacoBi, ane K 3aBXau
OyB OfArHEHUW eneraHTHoO, TpuMaB cebe 6afbopo, AK 3aBXAM OMiKYBaBCSsl SIKOHO-
Hebylb rapHEHbKO KOHLLEPTaHTKOHO 3 BiITIHKOM CTapOCBITCbKOro IMLapCbKoro 3a-
JMUSHHA 0o He» (JlnceHko & Mununyyk, 1968, c. 465). OTOX, AYXOBHO-IHTUMHMWIA CBIT
M. JluceHka 3anuiuaBcs HaNoOBHEHWM [0 OCTaHHIX AHIB KOMNO3uTopa. AKMM YMHOM
BiH BigoOpaxaBcs y Noro BoKanbHUX TBOpax?

B. LLeBuyk nigkpecntoe: «Jlylwla MATUS y TBOpax, a He B XUTTi. Xutta cnnum-
Ba€ B HEBICTb, i 3a/MLIAOTbCA caMi TBOPIHHA Ha Ui 3eMii. ki BOHW, Takoto byae
nam'sTb. | waHa Tex..» (LLeBuyk, 2007, c. 148). Mukona JIuceHKo «3 0cOBNMBOIO yBa-
roto CTaBMBCS [0 MOETUYHOI OCHOBU CBOIX TBOPIB, MPOYUTYBAB TEKCTU LyXe TOHKO,
NCUXONOriYHO rMBOKO i, BUXOASUN 3 TX 3MICTY, 40BUpaB iAeHTUYHI My3UYHi 3aco-
6u» (ApximoBuy & Mopainuyk, 1963, c. 228). Y gopobky komnosuTopa 124 conocnisuy,
Brieplue 3anucadi noeHicTio y KaHagi (Lysenko, 2010). ¥ nepegMoBi 00 BUAAHHS
0. TypuuH-[yBipak nuwe: «kEMOUINHUIA Ta XaHPOBWI CMEKTP MOro cosocniBiB Hag-
3BUYAHO LUMPOKUI: TYT i MPUCTPACHUMA ApaMaTUYHUA MOHOMOr i CYMOBMUTO-CMO-
rnapanbHa eneris, rmnbokuni inocodcbKnin po3gyM i KONOPUTHA HapoLHa CLEHKA,
NipyyHa cepeHapa i eKCTaTUYHUI TiMH KOXaHHS, MelaHXONiNHWUIA BanbC i repoiy-
Ha [lyma, po3ropHyTa poMaHTU4YHa 6anafa M iMnpecioHiCTUYHA 3BYKOBa KapTuHa.
MoepHaHHA yKpaiHCbKUX mxepen 3 6araToMaHiTHAMU €BPONENCLKUMU efleMeHTaMu
TYT 0ocobnMBoO LikaBe i pisHoMaHiTHe» (TypunH-LyBipak, 2010, c. 11).

Komnosutop 6yB OOHMM i3 Meplimnx My3u4YHUX iHTeprpeTaTopiB «Kob3apsi»
T. LLleByeHKa, KM ByB 4151 HHOIO CBALLLEHHOK KHUFok. Moro umkn «Myaunka ao «Ko6-
3apsi» T. . LLleByeHKa cknafgaeTbes i3 cemu cepiit. Y nepuinn — 13 BokanbHUX TBOpPIB
(3 HMX — 12 conocnigiB i ogHe Tpio), y apyrin — 12 (3 Hux — 10 conocnieis, KBapTeT
Ta KaHTaTa), y TpeTi — 13 (3 Hux — 10 conocnigis, 3 gyeTu), y yetBepTin — 12 (10 co-
nocnigie, 1 pyet, 1 Tpio), y n'ATin — 13 (9 conocnigiB i 4 XxOpoBi TBOPM), Y LLIOCTIi
i cbOMiN — BiANoBigHO 7 i 4 xopoBux TBOPIB. N03a cepisMK HanuMcaHo oauH OyeT
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(«3inwnucb, nobpanncb») Ta Tpu conocnieu («ON nilwna sy Sp 3a BoAow», «Jyma»
(«3a gymotro nyma»r) Ta «Oi Mato, Mato s 0ueHsITa»). 3aranom, Le noHag 70 BOKanbHuUX
TBOpIB Ha cnosa T. LLleBueHKa. Y nepLuin cepii, sika 6yna HanucaHa y 1868—1869 pp.
y Jlevnuury, nepeBaxaroTb JlipUYHI, NipUKO-apaMaTUyHi abo NipuKo-XapTiBAuBi Tek-
ctu. Conocnie «Oi, oHa 51, ogHa» (Ha Bipwwi Tapaca LLleBUYeHKa) — Lie nepLunii cono-
cniB JIuceHka, Hanucaxui B 1868 p. y Jlenuury. BiH nepenae rnnbokuin cym AiBYmHM,
fIka xo4 o6apoBaHa MOJOAICTIO Ta KPacoko, 0iHaK He 3Haie LacTs B KOXaHHi.

BaxmBoro 0cobnuBicTO JIMCEHKOBUX POMAHCIB € «KOHTpacTHe 3iCTaBJIEHHSA
NPOTUEXHUX EMOLIMHUX CTaHIB: CyMYy — i CBIiTNOI 6e3)XypHOI pafocCTi; CXBUIbOBa-
HOCTI — i CMOKO; BEHTEXHOCTI — i cnornspansHocTi» (ApxiMoBuY & Mopainuyk, 1963,
c. 228). lomiHaHTHa poJib cepef, BUpaxasbHMX 3acobiB y conocniBax JIuceHka Ha-
NeXUTb Menogil, cynpoBif Xe LiNKOM nNianopanKoBaHWUii T, NOCUMIOE BUPA3HICTb BO-
KanbHoI napTil, nornmMbntoe ii Ta [ONOBHIOE.

M. JluceHko Hanucae 51 BoKanbHWI TBIP Ha TEKCTM iHWKNX aBTOpiB. HanbinbLue Ha
TekcTu I FeitHe (12), 0. Onecs (7), |. dpaHka (6), no Tpu — Ha cnosa M. CTapuLbKoro,
Jleci Ykpainku, OHinpoBoi Yarku, O. KoHncbkoro, no aBa — Ha cnoBa €. pebiHku Ta
C. HagcoHa, no ogHoMy — Ha cnoBa A. MiukeBunya, B. AnekcaHgpoBa, M. BopoHoro,
M. Kyniwa, C. PygaHcbkoro, B. CamiineHka, f. LLloronesa. BokasibHi TBOpY Ha Tek-
ctu I. TeitHe (B yKpaiHCbKUX nepeknagax Jleci YkpaiHku Ta M. CTapuubKoro) — Ue,
30e6iNbLoro, «MoeTUYHI KapTUHKM HAacTPO, MPUCBSAYEHI PiBHOMaHITHUM HOaHCaM
nto6oBHOI NipuKK. TyT i WACTA KOXaHHSA, CBATO BECHSIHOrO NPoBymXeHHs1 Npupoau
(«Konu HacTaB yynoBuii Mai») i 6inb po3nyku (oyeTt «Konn posnyyaroTbCsi OBOEY),
i Tparefiss caMOTHOCTi («3 MOro TSXKOro CyMy», «Y MeHe GyB KOXaHWiA, pifHUM
Kpai»)» (ApximoBuy & Mopainuyk, 1963, c. 231).

TBOpY Ha TekcTu |. dpaHka — Lie, MePEBAXHO, «HiXHA, CBITNO-MNeYanbHa nipuka,
CYM Hepo3fineHoro koxaHHs («Oue Taa cTexeuka», «Po3BiiTecs 3 BiTpoM») abo
nipuka 3 couianbHUM BiATiHKOM («He 3abyab lOHUX OHIB»). OCOBNMBOIO LiNIbHICTHO
i IMBUHOLO HACTPOIB, ACKPABICTIO BUpPaXanbHUX 3acobiB Bif3Ha4yatOTbCsl pOMaHCH
«beamexHee none» i «<MicsiLto-KHA3MO». [MepLlunii 3 HAX OABHO BXe 3aC/yXMUB /to00B
BMKOHaBLB i cnyxauiB. [NopuBYyacTa, rocTpo-eMoLjioHasbHa My3uka MOro 4yoBo
nepefae CxBUbOBaHUN, BeHTEXHUIN xapakTep TeKcTy. O6pa3 6e3kpalHoro, ornoBu-
TOr0 «CHDXXHUM 3aBOEM» CTeny BifTiHAE HAaCTPIi CaMOTHOCTI | rMMBOKNUIA AyLUEBHUN
6inb ntoguHu» (ApximoBud & Mopgainuyk, 1963, c. 230). B pomaHci «Micsuo-KHA30»
«0bpa3s TUXoi, CBITNOT MiCAYHOT HOYi, HaBNaKKW, KOHTPACTYE 3 NEpPeXnBaHHSAMU «re-
posi» — NOro MevasnsIto, CTUCKAKUOK cepLe TYroko, BUKJIMKAHOM JIIOACBKUM ropemM»
(ApximoBuy & Mopainuyk, 1963, c. 231).

PomaHc «AicTpu» Ha cnoBa O. Onecsa 6yB HanncaHuin Ha no4aTky XX cT. «B o6pasi
ancTp CUMBOIYHO 306paXkeHo NKoeN 3 YUCTOHO | MPeKpPacHOo AyLieto, ane 3aHafTo
HIXKHUX, TEHOITHUX, He34aTHMX 0,0 aKTUBHOMO NPOTECTY | He3arapToBaHuUX y 60poTLOi
3 TPyOHOLLLAMU: BOHM rapsiye MpitoTb MPO CBITJIE XUTTS, ane rmHyTb MNpu nepLiomy
X 3iTKHEHHI 3 CyBOpO HilcHicTio» (ApxiMoBuY & Mopainuyk, 1963, c. 260).

BcTynuBwyM y noeTuyHy nto6oBHY piky HeposgineHoro koxaHHs (1906-1910 pp.)
KOMMO3UTOpP OCBAYYE NPUPOLHUN ifean kpacu i Nnoboei. Tak, conocniB «Tu He MOA»
(cnoa CtenaH PypaHCbKOro) mepernoBHEHUM FiPpKUMWU MOYYTTSIMUM pPO34apoBaHOl
aywi. ¥ 1910 p. BciM cnogiBaHHAM M. JlnceHka npuiwoB KiHeub. MenaHxonin-
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HWIA corocniB «He OMBKUCA Ha Micsib BecHoto» (Ha cnoea Jleci Ykpaitku, 1906 p.).
Y Moro noeTUYHOMY TeKCTi | My3uLi BigbmBaroTbecsa rMnMboki 0cobucTi novyTTs 06m-
[BOX aBTOpiB. 3i CTOPOHU JIMCEHKA, Xaslb | Tyra Hepo3AifieHOro KOXaHHs BUKJIMKaHI
noro KoxaHHaM o |. AHgiaHononbcbkoi. ConocniB «Hivyoro, HiYoro» Ha TeKCT OHO-
ro 3 nepwmx ykpaiHCbKUX MofepHicTiB Mukonu BopoHoro tex crnoBHeHUI po3na-
4y Hepo3[isIeHOro KOXaHHs. Po3KillHy nicHIO KoxaHHs «[puigu, npuingm» (Ha Bip-
wi OnekcaHgpa Onecs) JIuceHko Hanucas y nepiod Mix 1906 i 1910 pokamu. M'sika
rpa rapMoHiiHUX 6apB CXOMtoe HangenikaTHIWI BiATIHKA NOYYTTIB, AKi TUMOBI Ans
«YKpaiHCbKOro [enHe».

TpariyHnit MoHosor «B rpyasx BOroHb» Ha Bipwi M. CTapuubKoro, HarnmcaHuit
y 1907 p., HaNexuTb 00 HalKpalMX KOMMO3WLIN OCTaHHIX POKIiB KOMMO3MTOpa.
B HboMY «y dbopMi BiflbHO No6yL0BaHOI0 BUC/IOB/IFOBAHHS PO3KPMBAETLCA BHYTPILL-
HSl NMCUXOJOTiYHA CYTHICTb reposi, NOKa3yeTbCsA WOro CTaBJIEHHA A0 HABKOMULIHbLOI
nincHocTi. [..] IMuBokonaTpioTMuHKit Bipw M. CTapuLbKoro poskpueae Baxnmay |[..]
TeMy Npo poJib i NPU3HAYEHHSI MUTLS Y CYCMINbCTBI, NPO MOro MopasbHi 1 rpoMafsH-
cbKi 000B'sI3KM | MOKJIMKaHHS, NPO [0S0 Koro TBopYocTi. dinocodcbka 3HaUMMICTb
TEKCTY, MCUXONOriYHa rMbKMHa i, nopsig 3 UMM, MYXHSI CTPUMAHICTb MNOYyTTiB, 3HaW-
UM MOBHOLHHUIA BUpA3 Yy My3ulli ApaMaTuyHiiA, eEMOLOHaNIbHO Hacu4eHin» (Apxi-
MoBuY & Mopaindyk, 1963, c. 232). TyT NoeT i KOMMNO3UTOP 3 FiAHICTHO i Bipoto NAyTb
Ha3yCTpIY HEMUHYYI CMepTi.

BucHoBKu

MigcymoBytoum, chifli 3a3HauMTK, WO OYXOBHUIA cBIT M. JluceHka, B IKOMy op-
raHiyHo B3aEMOAiSiNIN eTOC i epoc, BrepLle OCMUCHOETHLCA AK YAHHMK, L0 MaB -
OOKWIA BMJIMB Ha MOro BoKasibHi TBOPW, SIKi CKaatoTb 30J710TUI poH yKpaiHCbKO-
ro My3M4yHOro MuMcTeuTBa. Y 3anpornoHOBaHi [OCAIAHWLBKIA pobOTi NpMBEpPHEHA
yBara 4o ocobucToro XUTTS KOMMO3UTOPA, MOro LiHHICHUX OpieHTaLii Ta eMoL,ii-
HUX CTaHIiB, 30KpemMa [0 no4dyTTsa NtoboBi [0 XiHKW. Pe3ynbTaTv fOCHigXeHHS fa-
I0Tb 3MOTY NEPEOCMUCSIMTU HaA6aHHSA HaLiOHaNbHOI My3UYHOT KYJIbTYPU Y KOHTEKCTI
npo6nemMun ocobUcToCTi.
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Abstract

The psychological source of human activity is hidden in human nature. The values of life on
which the affirmation and vitality of the individual are based are revealed in the aesthetic and
ethical spheres. In the sphere of the aesthetic — it is an experience of beauty and magnificence,
in the sphere of the ethical — it is love, faithfulness, dedication and cheerfulness, which are
based at the active attitude of a person. Thus, ethos is closely connected with eros. The latter
is used in the article in the sense of a strong, passionate AESTHETIC (rather than physiological
or psycho-physiological) feeling.

The aim of this work is to investigate the interconnection of ethos and eros in the life of
a prominent figure of Ukrainian musical culture, Mykola Lysenko (1842-1912).

The methodology of the research is to combine the cultural-historical method (elucidating
the life and work of the composer through the prism of the aesthetic and ethical spheres),
the method of analysis of scientific literature on the problem (to identify the degree of its
development and prospects for further exploration), epistolary analysis and methods of
personology (biographical and cultural-psychological reconstruction).

The scientific novelty of the article is due to the fact that for the first time M. Lysenko's
spiritual world, in which ethos and eros interacted organically, is considered as a factor that had
a profound effect on his musical creativity. This, in particular, has been embodied in the vocal
works (solo songs) that make up the gold fund of Ukrainian musical art.

Conclusions. The proposed research draws attention to the personal life of the composer,
his value orientations and emotional states, in particular to the feeling of love for a woman. The
results of the study make it possible to rethink the heritage of the national music culture in the
context of the personality problem.

Keywords: ethos; eros; life's activity; vocal works; Ukrainian musical culture; Mykola Lysenko
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9TOC U 3POC XXU3HETBOPYECTBA
HUKOJ1AA JIbICEHKO

AHHa Kapacb
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'BY3 «[pukapnaTckuii HaUyMoHa bHbIA YHUBEPCUTET UMeHU Bacununs CTepaHmkan,
VBaHo-®paHKoBCK, YkpanHa

AHHOTayunsa

MNcMxonornyeckmMm UCTOYHUK YenoBeYecKOW [OeATeNbHOCTU CNpsATaH B 4YesloBevyeckou
npupoge. LLeHHOCTM XN3HK, Ha KOTOPbIX CTPOATCS XU3HEYTBEPXKAEHME U XU3HETBOPYECTBO
JIMYHOCTW, NPOSIBIIAIOTCS B 3CTETUYECKOW U 9TUYecKom cchepax. B cdepe acTeTUyeckomn — aTo
nepexuBaHnsa KpacoTbl ¥ BeNUYms, B ccpepe 3TMYeckon — 3To NtoboBb, BEPHOCTb, CaMOOTAaua
M XWU3HEpPaf0CTHOCTb, KOTOPbIM MpeaLlecTByeT akTMBHas yCTaHOBKa yenoBeka. MTak, aToc
Haxo4UTCA B TECHOW B3aMMOCBA3M C 3pOCOM. [ocneaHn NCnonb3yeTcs B CTaTbe B 3HAYEHUU
CUJIbHOTO, CTPACTHOI0 3CTETUYECKOTO (a He (OM3MONOrMYecKoro UM Ncuxopmanonormyeckoro)
YyyBCTBaA.

Lenb paboTbl — uccnefoBaTb B3aMMOCBSI3b 3TOCA UM 3poca B XU3HEAesATeSNIbHOCTU
BblaloLEerocs AeATens YKPauHCKOW My3blKanbHOM KynbTypbl Hwukonas ButanbeBuya
JbiceHko (1842-1912).

MeTogonorus uccnefoBaHusi COCTOUT B COYETAHUM KYJIbTYPHO-UCTOPUYECKOrO MeToAa
(ocBeLLeHME XN3HM 1 TBOPYECTBA KOMMO3UTOPA CKBO3b MPU3MY 3CTETUYECKON U 3TUYECKOM
cdep), MeTofa aHanMsa HayyHoW nuTepaTypbl Mo npobneme (ONA BbiABNEHUS CTeMNeHu eé
pa3paboTKuM M MNepcrnekTWBbI AanbHENLUX WUCCNefoBaHWIM), 3MUCTOIONMYECKOro aHanmMsa
1 MeToA0B nepcoHosiornm (Grnorpadpyeckoro v KyJibTYpPHO-TNCUXOJIOTMUYHOM PEKOHCTPYKLIMK).

HayuyHass HoBu3Ha cTaTbu 00ycrnoBfieHa TeM, YTO BriepBble AyXOBHbIN MUp H. JbiceHKo,
B KOTOPOM OpraHU4YyHO B3auMMOEeiCcTBOBaNM 3TOC U 3POC, paccMaTpuBaeTcs Kak dhakTop,
UMetowuii rnybokoe BAWSIHUE Ha ero My3sblkaslbHoe TBOPYECTBO. ITO, B YAaCTHOCTU, HALLMO
CBOE BOMJIOLLLEHME B BOKASIbHbIX MPOM3BEAEHNAX, COCTABASOWMX 30/10TON (hOHL, YKPANHCKOro
My3bIKaJIbHOro UCKYCCTBa.

BbiBogbl. B npennoxeHHON uccrieqoBaTeslbCKoOM paboTe BHUMaHUE COCPEeNOTOYEHO Ha
JINYHOMN XM3HU KOMMO3UTOPA, €ro LLEeHHOCTHbIX OPUEHTALMAX U SMOLIMOHASIbHbIX COCTOSHUSAX,
B YaCTHOCTM Ha YyBCTBe N0OBU K XeHLMHe. Pe3ynbTaTbhl UCCNe[0BaHNSA 0a0T BOSMOXHOCTb
nepeocMbICNNTb HAaCNeLCTBO HAaLMOHaIbHOWM My3blKanbHOM KYNbTYpbl B KOHTEKCTe Npo6ieMbl
JINYHOCTW.

KnioyeBble c/0Ba: 3TOC; 3POC; XU3HEOEATENIbHOCTb, BOKaJibHble MPOU3BELEHUS;
yKpauHcKas My3blkanbHas KynbTypa; Hukonan JibiceHKo
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Abstract

The purpose of the article: to highlight one of the still insufficiently researched aspects
of the studies about Artemyi Vedel — the specific relation between the musical and verbal-
textual peculiarities of the spiritual and choral works by A. Vedel in the sense of their dramatic
development.

The methodology of the research is based on the combined use of universal methods
of scientific knowledge, in particular, induction, deduction, historical method, cultural
reconstruction, etc., the use of which makes it possible to optimally reveal the essence of the
studied problems.

The scientific novelty of the study lies in the fact that for the first time in modern musicology,
the specifics of the interaction of musical and verbal-text series of spiritual and choral works
by A. Vedel at the intersection of several heuristic projections, in particular, structuralist,
psychological, religious and philosophical are considered.

Conclusions. The works of A. Vedel is a complex and multi-aspect phenomenon, the essence
of which is revealed through the prism of correspondence of verbal-textual and musical image.

Keywords: correlation of musical and verbal-text concepts; the spiritual and choir heritage
of A. Vedel; religious and philosophical aspect; artistic perception; allegory; metaphor

Introduction

At the turn of the epochs, the problem of comprehending the new through the
prism of the old, time-honored and sanctified tradition becomes more and more acute.
And this is not surprising, because a person, both spiritual and thinking being, exists
within a certain chronotopic range that acquires the characteristics of real space-time
categories only in connection with the present and the past. As known, this connection
occurs in art by reflection of the artist's own personality and manifests itself through
the subjective attitude of the artist to the realities of being, expressed in their specific
cultural and historical course.

Perhaps the most subjectively and meaningfully this process is reflected in
music. This is due not only to the fact that music as art operates with images that
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are not subject to adequate rationalistic interpretation. It has another reason: the
architectonics of the musical space in most capaciously accumulates and reproduces
the multiplicity of hidden semantic subtexts, opening before the composer the
inexhaustible possibilities for revealing the sophistication of human being in all its
incomprehensible irrational-existential essence. Much contributing to this is the fact
that music, unlike, painting or architecture, is an evolving art, like human life, within
the rigidly regulated framework of a particular temporal organization. That is why
the determining factor, which characterizes the forms and means of coordination
of musical matter in the system of the temporal continuum, is the procedurality,
expressed in a specific piece of music by the peculiarities of its dramatic expansion.

The purpose of the article

To highlight one of the still insufficiently researched aspects of the studies
about Artemyi Vedel - the specific relation between the musical and verbal-textual
peculiarities of the spiritual and choral works by A. Vedel in the sense of their dramatic
development.

Presentation of the main material

One of the factors in the process of expanding musical dramaturgy is the verbal-
poetic text and the linked to it allegoric associations. Taking its origins from prehistoric
strata of cultural evolution, allegory reflects the process of the author's rethinking
of real-world phenomena by means of artistic vocabulary, thus translating the
semantic meaning of a particular cultural-historical phenomenon into the projection
of the author's emblematic perception. Particularly significant is the period of rapid
development of allegorical-metaphorical thinking in the time of European Baroque,
when the ancient, religious-mystical and folk-magical layers of artistic reflection
interacted in a single paradoxical alloy based on the allegorical principle.

Similar processes, although largely original in their mental specificity, can be
traced in the culture of Ukrainian Baroque. According to A. Makarov, a prominent
researcher of Ukrainian Baroque, "... it was the honor of the mythologema to play
a leading role in the process of intention of Ukrainians in the XVII century to new
spheres of conditional artistic thinking. Owing to their hidden spiritual energy, they
transferred their imagination to the still unknown world of the cultural interests of
antiquity. They have made it easier to get acquainted with the amazing depths of
wisdom of past centuries” (Makarov, 1994, p. 230).

The well-known Kyiv-Mohyla Academy has played a significant role in reaching
these depths of wisdom for more than two centuries. It was not only unique in its role
and important educational center of the whole Eastern Europe, but also a real scientific
and artistic laboratory, where the desire for knowledge was always combined with the
search for the hidden mystical meanings lurking behind the outer material layer of
the sophistication of the earthly life. A key element in this quest was to decipher and
comprehend the allegorical content of the Holy Scripture. Exactly in this atmosphere was
formed the worldview and talent of a whole number of prominent Ukrainians in culture
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and art, and among them it is necessary to mention the figure of the brilliant Ukrainian
composer of the second half of XVIII century, Artemy Vedel (1767-1808). The Vedel's
understanding of the psalm allegory is based on a centuries-old stratum of Eastern
Christian, in particular Byzantine tradition that for a long time was the basis for the
Ukrainian cultural environment. The wide field of life situations that build the plot of the
architectonics of the psalms enabled the composer to find a personal reading of biblical
images, filling them with his thoughts, moods, and analogies. The role of allegorical
associations increased, combined with the re-emphasis of verbal image-symbolic
complexes. Thus, in the process of individual rethinking, the canonical text was enriched
with new personalized meanings, projected onto the real aspects of life's problems.

We can assume that Vedel had at least two ways in interpreting the psalm
text (biblical allegory) and bringing it into the plane of the conceptual apparatus
of musical vocabulary. The first one was focused on the ascetic patristic tradition,
being based on “immersion in yourself", in the world of subjective religious-mystical
moods and experiences. However, they should be expressed not so much through
emotional reflection, but through detachment from the external, the secondary, in the
name of the essential, that is, to find expression in the process of achieving a special
state of spiritual harmony, wherein the individual is able to enter into a mystical
“resonance” with the godhead. The second way, that is, according to our opinion, the
most characteristic regarding Vedel's work, is focused on the interpretation of the
canonical text as a means of reflecting the emotional and psychological experiences
that has every person. This approach takes the biblical theme beyond a purely sacred
understanding, providing it with a universal humanistic sound. At the same time, the
sphere of religious feelings embodied in the work of the composer acquired a distinct
individualization associated with the reproduction of the multifaceted spectrum of
various psychological states inherent in the author's worldview.

Therefore, it is logical to assume that particularly the individual-psychological
traits of Vedel's personality, his specific worldview was that determining criteria,
which led to the selection of specific canonical texts as a dramatic basis for artistic
intentions. In most cases, the composer creates his spiritual concerts based on the
needs of his own soul. This, in particular, is indicated by the memoirs of the composer's
contemporaries. Thus, according to V. Zubovskyi, that is cited by V. Ascochenskyi in
his monograph, Vedel not only knew all the psalms by heart, but also thought, to a
certain extent, in psalm images, singing with tears in his eyes certain psalm fragments
(episodes) that were in harmony with his experiences and mood at that particular
moment of life (Askochenskiy, 1856, p. 376). That is why, in most of the artist's works
we see the prevalence of minor chords that probably most adequately reproduces the
persistent psychological states of Vedel himself.

This makes it possible to draw associative parallels between the imaginative
thinking of the artist and the deep layers of the Ukrainian “repentant” tradition, in which
the situational aspect of the emotional experience is dominant. It is through the prism
of the latter that the composer's desire to show the states of heightened dramatism,
depression, despair, and frustration, which, embodying the tragedy aspect of earthly
existence, fill the human life with the suffering pathos of harmony between the spiritual
life of the individual and the environment. In this context, it is revealing that Vedel
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portrays the spiritual world of a human not from the standpoint of the rationalistic
foundations of the Enlightenment with his unconditional recognition of the victory of
intelligence and good over darkness and evil. But he does it from the standpoint of
the Baroque worldview with its inherent awareness of the fatality of human existence
in a constant two-sided duel in the personality, as a mysterious and contradictory
substance, the result of anincomprehensible combination of spirit and flesh, death and
life. This fills the composer's creativity with particular philosophy and tragic paradox,
allowing him to project the universal comprehensiveness of the psalm allegory into
aplane of focused emotional experience, interpreted from the perspective of one's own
emotional experience. Thus, Vedel's sentiments related to the artistic rethinking of
canonical images are re-interspersed in the system ‘author-listener’, being actualized
in a particular form of individual-collective empathy, where multiplicity appears as the
sum of individualities. This process reveals the specific essence of Vedel's creativity as
an open system of deeply personal and at the same time universal in its accessibility
expression in the context of which the biblical-allegorical ‘urtext' and its figurative
symbolism acquire a qualitatively new semantic color.

With his work, Vedel seems to say, “This is mine, personally experienced and afflicted".
At the same time, the composer is clearly aware that the ‘his' belongs not only to him, but
also to many other people, for whom he expressed all that they felt in their souls (each
in their own way), but were not able to express through art. Perhaps this is the reason
for the almost mystical, legendary piety with which the composer's contemporaries
and descendants related to his work, as well as the degree of emotional influence on
the listeners observed during the performance of Vedel's works (Askochenskyi, 1856;
Petrushevskyi, 1901). This was greatly facilitated by the fact that Vedel's music enabled
the listeners to directly engage in the process of religious and artistic catharsis in its
most accessible and, at the same time, aesthetically perfect form. Thus it brings out the
phenomenon of aesthetic experience beyond the banal perception. Thereby it placed
every Vedel's work in the rank of an event of extraordinary significance.

Guided by the demands of the democratic strata of society, Vedel actually
satisfied with his creativity the aesthetic needs of the Ukrainian mass consumer’.
He fulfilled with a meaning that to some extent he was involved in the system, so
called ‘'mass culture' of his time, based on the flexible parity of secular and religious
world, expressed through the complex interaction of various artistic manifestations,
actualized both in the musical genre (psalm-canticles, solo-singings, romances), and
literary-theatrical genre (evagation, biography, psalms, elements of schools theater,
vertep dramas). It is in this plane that parallels with the real musical life are most
clearly expressed in the artist's creative work, tracing the connections with the folk
and professional art of that time. At the same time, the composer's reliance solely on
canonical textual material led to a high degree of metaphorical expression, which was
expressed in the polysemantics of latent meanings that was traditional for baroque
thinking, through which the author translated certain biblical images into the sphere

"This is due to the variety of means used by the composer in the process of composing text material. For
example, in those cases where Vedel proceeds from the prerequisites of the dramatic development through
a single storyline, the composer chooses as a basis the full text of the psalm, such as in Concert # 3 "How
Long, Lord, Forget Me." Where he seeks to reflect the multifaceted combination of different emotional states,
he forms a text series on the principle of a kaleidoscopic (“mosaic") synthesis of disparate psalm elements.
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of personal or social (national liberation) problem. It is noteworthy that in different
periods of creativity the composer's attitude to the role of text and music in the system
of figurative architecture was unequal, reflecting qualitative changes in the author's
world perception.

For example, in most of his early works, Vedel builds the concert dramaturgy
based on a gradual unfolding of musical material presented as an illustration to the
canonical text. At the same time the components of the dramaturgical complex are
in ‘harmonious equilibrium’, covering both the primary plot-allegorical essence of
the psalm image and the emotional attitude to it from the standpoint of the author's
world perception. An example of this is could be the concert # 1 in A-minor (‘On the
Rivers of Babylon'). Dramaturgically resolved as a multi-part cycle work having in
total 11 parts, the concert consists of small "“mosaic” episodes, where each could be
considered — in a purely artistic aspect — as a separate, to some extent autonomous,
construction. At the same time, the unity of the dramaturgical unfolding is carried out
in concert primarily due to the plot determinism of the psalm-strophic architectonics,
where each subsequent stage of development seems to sprout from the previous one.
The integrity of the single compositional construction of the concert is based on the
interconnectedness of the liturgy, where music, as well as architecture, decor, etc., is
only one of the components of the sacred space.

Thus, the mentioned concert, like the practice of school theater, performs an
illustrative function of musical concepts, which seems to be “soldered” (mounted) in
the context of the church service with its paraphernalia (priests’ utterances, censing,
icon painting), loosing beyond the service its artistic integrity and compositional
self-sufficiency. In the later concerts, Vedel deliberately avoids direct dependence on
textual dramaturgy; This leads to a misbalance of harmony in the system ‘concert —
sacred act', which is why later Vedel concerts begin to ‘fall out' from the context
of liturgical practice that partly was the reason of accusations of the composer's
creativity in excessive theatricality and 'fantasticality’. Instead, the tendency to
personalize individual dramatic elements, and often-entire compositional layers,
is intensified. The outward manifestation of these processes is the deepening of
figurative contrasts between the main levers of Vedel's dramaturgy — ensembles and
tutti. Unlike the early period of the composer's creativity, where 'tutti’ had no semantic
implication of their own, playing, in line with the traditions of ancient drama, the role
of the collective generalization of the thought or mood exhibited before, in the later
works of Vedel the 'tutti’ episodes are increasingly filled with original allegorical sense,
quite understandable only in the context of hidden plot metaphors.

An example of this is, inter alia, the 'tutti’ part in the concert No. 3, "Oh, Lord, Forget
Me", where the use of general choral singing, especially in Part |, is going beyond the
ordinary choral generalization, embodying the collective impersonation of society-
patriotic motives. In this case, two dramatic plans are clearly traced. The first, expressed
in various ensemble constructions, shows the story development at the individual-
psychological level, and the second is a social projection of the author's personal
moods, passed through the prism of national interests of the Ukrainian ethnic group.
At least we get the impression that the composer consciously seeks to emphasize the
ensemble antiphonicity of the timbre and register layers, investing in this juxtaposition
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not so much aesthetic as certain allegorical overtones. In order to test the likelihood of
this assumption, we try to analyze the architectonics of the first part of the concert from
the perspective of the structural interaction of text and music concepts.

According to the definition by N. Gerasimova-Persidska (1997), given about the
Ukrainian tradition of part-songs and motets in the XVI-XVII centuries, "...there are
two variants in the combination of text and music: the first one — the text is unfolded
sequentially, asinreading. Thatis the ‘narrative' type. The second variant is when the text
has repetitions of different levels and scales, based on which a new structure emerges,
which can be defined as a ‘poetic’ type. “Narrative” is more often associated with large
texts, “poetic” — with smaller texts, although there are some exceptions. However, in
general, most works are partly a "narrative”, and partly a “poetic” type of structure.
“Narrative” type is an "urtext”, the “poetic” — is a new version created by the will of
the composer, who continued and developed the possibilities of the “urtext”..."” (p. 16).
The features of the music-text organization, outlined by the researcher, are largely also
traced in the structure of Vedel's concert # 3. In particular, it finds expression in structural
alterations, expressed through the fragmentation of the strophic architectonics of the
psalm by repeating separate lines, phrases, individual words.

For example, the opening line of the first verse of the 12th Psalm acquires, in the
artistic design of Vedel, the appearance of several semantic segments, presented
in simultaneous or diachronic projection. The first of these, on the basis of which
the composer constructs the main intonation-rhythmic formula of the first section,
in the context of 'poetic' re-transformation of the psalm ‘urtext'-material acquires
signs of rhetorical ambiguity. The embossed intonation pattern of this two-stroke
construction with its wavy graphics creates the effect of a paradoxical spontaneity of
expression, full of moods of doubt and hope. This is also facilitated by the specificity
of the structural organization of the text, where the interrogative phrase "How long" is
repeated twice: before and after the address — "How long, my Lord, how long?"

At the same time, as we can see, a symmetrical structure of the interrogatory type
emerges, in which the potential energy of the subsequent dramatic development is
concentrated. At the same time, the absence of signs of a strong-willed imperative
principle, expressed in a verb form, suggests that the composer put in this form
a certain shade of epigraphy, the statics of which, expressed in parallel sixth chord
movement in viola and tenor, is compensated by contrast-counterpoint in the bass
voice. The laconicism of the initial intonation-thematic formula indicates that the
composer thinks of it as a kind of philosophical thesis, which (by analogy with the
practice of academic debates) should have been comprehensively elaborated in the
process of further musical-textual unfolding. This approach to the development of
thematic material is one of the characteristic features of the mature Vedel style, which,
according to T. Husarchuk, is “...a complication of the musical composition associated
with a fundamental change in the attitude of the composer to the verbal text. Music
does not any more follow directly behind it, reflecting its deployment both in content
and in compositional terms, and tends to develop independently” (Husarchuk, 1989,
p. 83). This, according to the researcher, is predetermined "...the formation of a three-
phase section, which is based on a single line of text." The text is fully explained only
in the expositional construction. In the second phase, a fragmentation takes place,
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often a multi-stage extraction and repetition of particular words and phrases. Here
amotive-polyphonic approach, canonical technique, and, tone-harmonic development
is applied. In the section with the exposition period, the development begins at the
exposition stage — in the second sentence” (Husarchuk, 1989, p. 83).

Thus, the determining criterion of dramatic development in Vedel's work is not
text and its adequate display by means of musical expansion, but an ideological-
shaped "algorithm" of the author's concept, based on the individual re-interpretation
of the allegorical symbolism of the canonical text. To replace the external illustrations,
the inner expression comes to the fore, associated with the individual vision of the
artist. As aresult, the functional relationship between the text and the music concepts
changes qualitatively: the composer does not adjust the musical image to the
specificity of the strophic discretion, but, in contrary, he adapts the text image and its
compositional decision to the peculiarities of the musical organization. In this case,
the allegorical theme of the psalms is reinterpreted individually and psychologically,
often acquiring a new emotional color. This is especially evident in those works where
the composer consciously seeks to emphasize the versatility of the interpretation of
a certain figurative element, aiming to reveal its polysemantic nature.

On of such works is the famous concert # 3 “Until, Lord, Forgetting Me" that
without exaggeration can be named one of the masterpieces of both European and
world choral music. Filled with paradoxical gravitas and at the same time mysterious
innuendo, it seems to unfold before the listener both the micro and the macro-horizons
of human being, giving artistic time and space profound philosophical meaning and
functionality. This unfolding occurs through allegories of certain emotional states
that are indirectly related to the whole spectrum of baroque religious-mystical issues:
from symbols of the cross and the duality of being (in the context of the Christian-
Neo-Platonic concept of the upper and lower worlds), represented by the intersection
and contrasting antiphonic comparison of texture and timber layers (exposition
of Part | of concert No. 3), to allegories of movement and ‘confusion’ of time and
space (see Part Il of concert No. 3). The elements of imagery, expressed through the
compositional specificity of applying the tone-to-tonal ratios, play a decisive role in
the dramatic intentional development.

An example would be a short four-stroke construction (see bars 29-32), in which
the composer obviously sought to illustrate the textual development by an allegorical
(major-minor) coloration given in direct accordance with the psalm text: “"Diseases in
the Heart of My Day and Night". Here, the first segment, presented in major, symbolizes
the day, and the next that symbolizes the night is in minor. This is also to be seen in the
peculiarities of the subtext of the final tonic-dominant construction, where the word
‘day’ falls on a major chord (dominant), and the word ‘night’ has a minor (tonic). In
addition, such a major-minor solution to this episode may have been caused by the
artist's desire to emphasize the ambiguity of the assessment of psychological states
that are generalized in the allegorical image of the psalm text. After all, it is possible that
Vedel could put different meanings in the word ‘diseases’, one of which is related to the
purely negative staining that is commonly found in in the physical realities of the earth,
while the other characterizes the state of bitter and sweet fatigue of the soul, almost
driven mad by the search for harmony as a means of restoring of the lost godliness.
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Increasing the expressive capabilities of musical dramaturgy contributes to the
widespread use by the composer of various techniques of musical and rhetorical
expression, in particular, catabasis, anabasis, etc., which play an illustrative function,
depicting a relief picture of mental confusion, and directed on different areas of the
allegorically-shaped concept and expressed on several semantic levels: individual and
social, upper and lower, real and mystical. At the same time, the principle of dialogic
becomes of particular importance in the process of dynamic unfolding: the wave-like
melodic movement in the ensemble construction “Until You Forget Me" corresponds
to its modified mirror projection in the lower register. The rapid expressive rise of
the melody line to the small sixth (anabasis) followed by the chromatized intonation
recession (catabasis) is echoed by a structurally almost identical intonation phrase
in the opposite timbre-register (see bars 5-6). The double alternation of contrasting
ensemble episodes ends with the conclusive concluding construction, typical to the
music-rhetorical traditions of the XVII-XVIII centuries, built on an undulating melodic
movement filled with exalted pathetic.

Vedel's expressive desire for melodic reclamations and responsive structures,
usually expressed by alternating different timbre compositions and textural
relationships (ensemble — tutti), testifies to the composer was based on the oratorical
principles of orthodox homiletics, where “... the emotional intensity of expression is
achievedby sharpcontrastsinallparameters,andthese contrasts are short-lived, which
further intensifies the intonation level" (Gerasymova-Persydska, 1997, p. 129). Thus
the same intonation-rhythmic and textural relations act in different semantic values,
depending on their role in the system of plot-allegorical architecture. In this regard,
it is significant that the composer rethinks Western European means of polyphonic
development from the standpoint of Ukrainian folk-song and canticle traditions. This,
in particular, is clearly evident in the specifics of the textural solution of sequential
layers, presented not monothematic, as in the ordinary canonical sequencing of
the western type, but in the parallel movement of third and sixth second themes,
which is characteristic to song-canticle paraphrase. In this case, the accent shifts
significantly towards linearity, balanced by the chordal statement of the final cadence
construction. This is especially evident in the detailed sequential construction, where
the composer seems to summarize the figurative architectonics of the work. In its
structural structure, the original features are traced that demonstrate the composer's
artistic thinking on the deeply national layers of the intonation spectrum.

Unlike Western European baroque music, the sequential elements of which are
universal in the compositions of different art schools and directions in the XVII-XVIII
centuries. (both in the projection of German Protestantism: Schiitz, Bach, Mannheim
school, and in the layer of the Catholic religious and secular, and, in particular,
instrumental tradition: Italy, France). Artemy Vedel, as well as Diletsky in his time,
uses only the external form of sequential movement, filling it with purely national
tone content. The semantics of motion and continuous temporal existence, to which
the means of sequential development correspond, are here reproduced by Vedel not
through the structural elements of Western technique of jubilation, with its multi-
segmented developed linearity of horizontal layers, as we can see e.g. in cantatas
and passions by Bach, in particular in the introductory choir of “Passions on John",
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and through intonationally independent micro-elements, expressed in a multilayer
diachronic projection.

All this creates the effect of flickering mosaic, "moving"” density, where each detail
is autonomous and at the same time interconnected with the other. Such a textural
statement fully corresponds to the general dramatic conception of the Vedel's concert
# 3 with its hidden interaction of ideological parallels of human existence, reflecting
the paradoxical dualism of the human being similar to the religious-philosophical
aspect: human being as the center of the struggle of the divine and sinful principles
(asceticism - hedonism), and in the aspect of social and historical, where the individual
becomes an integral part of the ethnic group and its culture.

Conclusions

Summarizing these observations, we consider it necessary to reiterate that the
interaction of these levels of the compositional process at certain stages of dramatic
development is the result of reflective rethinking of the original canonical image and
is directly dependent on the thoughts and moods of the composer at the time of
realization of a particular creative concept.

This is due to the variety of means used by the composer in the process of
composing text material. For example, in those cases where Vedel proceeds from the
prerequisites of the dramatic development through a single storyline, the composer
chooses as a basis the full text of the psalm. On the other side, where he seeks to
reflect the multifaceted combination of different emotional states, he forms a text
series on the principle of a kaleidoscopic synthesis of disparate psalm elements.

The presentation of multivariate algorithms of such ratios requires special
scientific research that confirms the relevance of the chosen perspective of the study.
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LlyXOBHO-X0poBuX TBOPIB A. Bepiens y npoueci ix 06pa3Ho-apamMaTypriyHoro po3BuTKy.

MeTogonoria  focnif>XeHHs  IpyHTyeTbcsi Ha  KOMGIHOBaHOMY  3aCTOCYBaHHI
yHiBepcanbHUX METOAIB HAyKOBOro MNi3HaHHA, 30Kpema iHAyKLUii, aenykuii, icTopuyHoro
MeTOofly, KY/bTYPOJIOFiYHOT PEKOHCTPYKLl, BUKOPUCTAHHA SKUX [A€ 3MOry OMTUMAJibHO
PO3KPWUTU CYTHICTb JOCHIXYBaHOI Npo6reMaThku.

HaykoBa HOBU3Ha [OCHiI)KEHHS MOJIArae y TOMY, LLLO BriepLue B Cy4aCHOMY My3UKO3HaBCTBI
po3rnaHyTO cneuundiky B3aemMogii MyanyHoro i BepbasibHO-TEKCTOBOrO PSfiB y AYXOBHO-
XxopoBux TBopax A. Bepens Ha nepeTuHi [OeKiflbKOX eBPUCTUYHUX MPOEKLild, 30Kpema,
MY3UKO3HaBYO0-CTPYKTYpPasnicTCbKOI, ICUXONIOMiYHOI, penirinHo-dinocodcbKor.

BucHoBku. TBOpUYicTb A. Bepens € cknagHuMm i noniacnekTHUM (DEHOMEHOM, CYTHICTb
AKOr0 PO3KPMBAETLCS Kpi3b MPM3MY BifgnoBigHOCTI BepbasibHO-TEKCTOBOMO i My3MYHOMO
obpasy.

KnioyoBi cnoBa: cniBBiQHOWEHH MYy3UM4YHOro i BepbanbHO-TEKCTOBOrO KOHLIEMTIB;
IYXOBHO-XOpoBa crafwmHa A. Bepensi; penirinHo-dinocodcbkuii  acnekT; MUCTeLbKe
CNpUMHATTSA; aneropisi; metacopa
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CNELNOUKA OBPA3HO-APAMATYPI'MYECKOIO B3BAUMOAENCTBUA
MY3bIKAJIbHOIO U BEPBAJIbHO-TEKCTOBOIO KOHLLEMNTOB
B TBOPYECTBE APTEMWA BELEJIA

Uropb Tbinbik

KaHAWAAT NCKYCCTBOBEAEHUS, JOLEHT;
ORCID: 0000-0003-2896-631X; e-mail: tilik1968@ukr.net
KueBckui HaynoHasibHbIN YHUBEPCUTET Ky/IbTypbl U UCKycCTB, Knes, YkpanHa

AHHOTayunsa

Uenb paboTbl — W3yuyuTb OAOMH U3 HEHQOCTATOYHO MCCNELOBaAHHbIX acnekToB
BefenesHaBcKoW npobnemMatuky — cneumdguky COOTHOLLIEHUST My3blKaslbHOro U BepbasnbHo-
TEKCTOBOI0 KOHLLENTOB AYXOBHO-XOPOBbIX Mpon3BeneHuin A. Begens B npouecce Ux o6pasHo-
JpamaTypruyeckoro pasBuTus.

MeTofonoruss MccnepgoBaHUA OCHOBbLIBAeTCH Ha KOMOWHMPOBAHHOM MPUMEHEHWUU
YH/MBepCcasnbHbIX METOAOB Hay4YHOro MO3HaHWs, B YaCTHOCTM WHAYKUWUW, OenyKuuu,
MCTOPUYECKOrO METOa, KYNbTYpONIOrMYEeCKOW PEKOHCTPYKLIMM, UCMOSIb30BaHME KOTOpPbIX
[aeT BO3MOXHOCTb ONTUMAsIbHO PackpbITb CYLLHOCTb UCCNIeAYEMON NpobiemMaTUKu.

HayuyHass HOBU3Ha McCnefoBaHUS 3aK/loyaeTcss B TOM, YTO BMepBble B COBPEMEHHOM
MY3bIKOBEAEHUN PACCMOTPEHO crneundmrKy B3anMoaencTBus MysblkanbHOro u BepbasnbHo-
TEeKCTOBOro psiioB [yXOBHO-XOPOBbIX Mpou3BeneHuin A. Begens Ha nepeceyeHMn HECKONbKUX
9BPUCTUYECKMX MPOEKLUIA, B YaCTHOCTU, CTPYKTYPaNIMCTCKOW, MCUXONTOTMYECKOM, PEIMIMO3HO-
dunocodckon.

BbiBoabl. TBOpYecTBO A. Befens — CNOXHbIN U MOAMACMEKTHbIA (DEHOMEH, CYLIHOCTb
KOTOPOr0  pacKpbiBaeTcs  CKBO3b MpPU3My COOTBETCTBUS  BepbasibHO-TEKCTOBOro
1 My3blkasibHoro obpasa.

KniouyeBble c/oBa: COOTHOLUEHWE MY3blKaJlbHOro M BepbanbHO-TEKCTOBOIO KOHLENTOB;
LYXOBHO-XOpoBOe Hacneaue A. Beens; penMrnosHo-gunocodckuii acnekT; XyA0XKeCTBEHHOE
BOCNpusTUe; anneropusi; Mmetadopa
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Abstract

The article discusses the tradition of performing vocal classical music in Ukrainian translations.
There is a long history as well as substantial renewed interest in vocal translations in Ukrainian
artistic circles. However, the lack of theoretical underpinning substantiating the benefits of
performing of vocal works in a language other than the language of the original work leads to
the appearance of various myths that impede the creative initiative and, in general, slow down
the development of Ukrainian language opera and vocal chamber music.

The aim of the work is to explore the tradition of Ukrainian vocal translations in the context
of current trends in Ukrainian and international vocal art, to systematize the information about
publications of such translations and their use in performing practice.

Methodology of the study includes descriptive and interpretive approaches, statistical
analysis of the collected information, as well as the comparative analysis of similar phenomena
in modern art.

The scientific novelty consists in comprehensive covering the issues of Ukrainian vocal
translation functioning and systematization of the data submitted in different separate sources.

Conclusions: The revival of Ukrainian vocal translations is possible on the basis of
a comprehensive approach that includes concert activities, vocal score publications, audio
and video recording and distribution, collecting information about such artefacts from the past
decades, and conducting scientific work. The appearance of individual projects aimed to revive
this tradition could be viewed as a patriotic wave in the context of the general revival of Ukrainian
culture and in the context of global trends for mastering its classical heritage and finding new
interpretations.

Keywords: libretto; opera; vocal music; translation; Ukrainian

Introduction

After more than three hundred years under Russian dominance, Ukraine now is
faced with multitude of problems related to the preservation and revival of its cultural
heritage. Straightforward State directives to prohibit publications in the Ukrainian
language — such as the Valueyv Circular or the Emsky Decree — as well as more
implicit methods, such as banning some publications, limited government funding
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and persecutions of individual cultural figures, have contributed to the accumulation
of existing problems.

The collapse of the USSR and formation of independent Ukraine only partially solved
the problems of preserving national culture: although ideological bans have been lifted,
a considerable part of Ukrainians remained under the influence of Russian culture. As
a result, Ukrainian artistic phenomena find significantly diminished audience, which
in turn, under a new market economy, substantially hinders the development of the
Ukrainian art.

The art of vocal translation, or translation of lyrics that allows vocal works to be
performed in a language different from the original language while preserving the
intonation and rhythmic characteristics of the original work, is one of the most interesting
artistic phenomena and an indicator of the development of a nation's musical culture.
For example, Russian musicologist V. Cheshikhin (1905), in order to separate those
phenomena that belong to the history of Russian opera from those that do not belong
to it, classified them as follows: if a foreign opera — for example, an Italian opera — was
performed in Russia in Italian, then it was an example in the history of Italian opera
only. On the other hand, if it was performed in Russian translation, then it belonged to
the history of Russian opera (p. 45).

The role of the Soviet authorities in the development of such art as vocal translation
is not straightforward. On the one hand, the policy of “rooting" proclaimed in the USSR
in the 1920s played a positive role in the revival of Ukrainian culture. This policy also
positively affected theatrical life in Ukraine; in particular, in 1926 Radnarkom issued
a decree providing for the implementation of Ukrainian-language productions in Ukrainian
theatres. As a result, the history of Ukrainian translations has lots of bright pages. Until
the end of the 1970s, in the Kyiv Opera, the provisions of this decree were in effect for
every opera production, including operas by Russian composers; and until 1990, all
operas by Western composers had to be performed in Ukrainian. On the other hand, the
Soviet authorities preferred to make publications of opera and chamber vocal music
scores exclusively in Russian translations, while languages of the rest of the Soviet
Republics, including the Ukrainian SSR, were ignored. Therefore, with rare exceptions,
Ukrainian translations of Western European or Russian vocal classical works were not
published. In 2012, the aforementioned situation prompted the author of this paper to
start a systematic work on restoration of the tradition of Ukrainian vocal translation.
The name of the project is World Classics in Ukrainian (WCU).

The review of recent research and publications

One of the most important papers on issues pertaining to vocal translations
belongs to G. Hansburh (2001). The author argues that, from the librettology standpoint,
the language of the audience has to be given the priority when choosing the language
of a performance (Hanzburh, 2001, p.v81). At the same time, the researcher points
out some "terrible gaps”, such as the lack of translations of classical vocal works,
the lack of published Ukrainian-language vocal translations, etc. Another influential
publication was in the form of a discussion between Maksim Strikha and Anatoliy
Mokrenko that appeared as series of publications in newspapers and popular science
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journals. M. Strikha (2011) regretted the refusal of the National Opera of Ukraine
management to stage opera in Ukrainian, while A. Mokrenko (2011) argued in favour
of performing operas in the original language, thus defending the choice of the
management. We present the analysis of this discussion in our previous papers
(Bondarenko, 2017).

More recently, issues of Ukrainian-language vocal translations were discussed by
Zh. Zakrasniana (2017), T. Kablova and T. Kychenko (2017).

It is also important to mention the research on Italian opera translations into
Romanian (Cosma, 2014) and on multilingual operas issues (Mateo, 2014). Although
these works do not directly concern the Ukrainian vocal art, they are valuable for our
understanding of general European cultural context.

The purpose of the article

The purpose of the current work is to explore features of the World Classics in
Ukrainian project and its perspectives in context of current trends in vocal art worldwide
and in Ukraine, in particular.

Presentation of the main material

In the modern world practice, two distinct traditions of performing foreign-language
vocal music co-exist: one tradition is to use the original author's language and the other
is to perform in the language of the audience. Both approaches have their merits, and it
would be a mistake to consider any of them unacceptable or forbidden. On the contrary,
world tendencies towards democratization, pluralism and tolerance to opposing points
of view imply a performer's right to interpret musical works including opera in various
ways. There are many examples where directors make significant adjustments to the
author's score. In some cases, this may even involve changing the storyline itself or
adding some noise effects to the original music.

Similarly, performing of an opera (as well as vocal chamber music) in translation
implies certain modifications to the author's score: namely, it is a change in the subtexting
of vocal parts. Other language, thus making understanding of the work by the target
audience easier, replaces the text of the original language.

However, if the aforementioned replacement of a scene, a set design, costumes,
or other special effects, to certain degree, aim at modifying the original idea of opera's
creators, the replacement of the original text with translation is meant to convey the
original author's idea to those listeners who do not understand the language of the
original work. In both cases, modifications are applied to make the work more accessible,
more attractive to the audience; yet in the former case, it is due to external effects
brought by the director, while in the latter case it is achieved by activating the features
of the plot and characters that already exist in the original work.

Naturally, the performing of an opera in translation and bringing in other innovations
do not exclude each other. On the contrary, director's interpretation can interact with
the art of a translator, with the ultimate goal of achieving the most convincing aesthetic
effect on the audience.

Bondarenko, A. Ukrainian vocal translations: traditions and perspectives
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As an example of such an interaction, we cite the 2019 Kyiv production of
S. Rachmaninoff's Francesca da Rimini, Op.25, created by stage director Olexandr
Spivakovskyi in Ukrainian translation by M. Strikha. Conditions of the chamber
stage, limitations of the production budget, and some features of the plot — which
included a frankly intimate scene between Francesca and Paolo, the scene that
could not be hidden in artificial stage clouds, as was envisioned in the original
libretto — prompted extraordinary solutions. The director chooses to use filaments
to symbolize the emotional attachment of main characters. The final scene where
Lanciotto in a fit of jealousy kills the lovers, was presented through the destruction
of these symbolic filaments by the main character's sword, whereas in the original
libretto, the moment of the killing also occurs in artificial stage clouds. Clearly, the
solution chosen by the director was aimed at clarifying the key conflict of the opera,
the classic conflict between passionate feelings and the duty that life circumstances
call for.

The decision to perform this opera in translation rather than in the original language
stems from the objective of enhancing the emotional effect of the opera. Although the
audiences in Kyiv are fluent in Russian (which is the original language of Francesco's
libretto), negative connotations that this language evokes in Ukrainian people, especially
in connection with the Russian invasion into Crimea, Donetsk and Luhansk regions of
the country would contribute to discomfort, above all for those in the audience, who
have personally experienced tragic events, suffered from hostilities, lost friends or
relatives. This factor is important for organizers of the production.

The question of which language to use in performing a particular vocal work is
a “dilemma of losses" (this applies to both vocal chamber music and opera.) It is known
that the poetic basis of vocal works has phonetic and semantic layers (Hanzburh, 2004,
p. 82). If the original language is used to perform to a foreign audience, the semantic
layer is mostly lost: the audience cannot fully understand and feel what is being sung. In
the case of a translation, the phonetic layer is lost since the sounds usually correspond
to different vocal letters than the ones intended by the composer.

According to G. Hanzburh one should prefer keeping the semantic layer, especially
in the case when the singer's native language is not the language of the original work
and thus preserving the phonetic layer may become problematic anyway. Moreover,
the preference should be given to the language of the audience also due to the nature
of music perception. "The perception of music is an intimate process in which the
melody and poetic text touch the deepest structures of the brain. If there is a chance
that a word could enter those mysterious depths of the subconscious (following the
penetrating melody), this word would be the word of one's mother tongue only”, writes
the researcher (Hanzburh, 2004, p. 82).

The history of vocal translations dates back several centuries. The very question of
the historically first vocal translation remains open. Talking about the first well-known
translations represented in the repertoire of modern opera theatres, such an example
presents the opera by Christoph Willibald Gluck “Orpheus and Eurydice". Initially, this
opera was written by the composer to an Italian libretto by Ranieri de' Calzabigi and
was staged in Vienna on October 5, 1762. For the Paris premiere of August 2, 1774, the
author invited French librettist Pierre-Louis Molina to prepare a French version of the
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libretto. In light of the innovative activity of Gluck and his librettist Calzabigi, clearly
the semantic aspect of his opera seems to be more important to the composer than
the phonetic one (Zakrasniana, 2017, p. 89).

The history of Ukrainian opera translations dates back to the first decade of the
20th century, probably, in relation to the theatre of Mykola Sadovsky, who in addition
to dramatic performances was also involved in opera productions, including “The
Bartered Bride" by B. Smetana, "Halka" by S. Moniuszko , “Cavalleria rusticana" by
P. Mascagni, "Aeneida”, "Drowned", “Christmas Night" by M. Lysenko, "Roxolian" by
D. Sichynsky.

At the time of the Ukrainian State (1918), operas "Halka", “Faust”, the aforementioned
“The Bartered Bride", as well as “La Traviata" by G. Verdi, "Bohemia", "Madam Butterfly"
by G. Puccini and "The Marmiad" by A. Dvorak were staged in Ukrainian translation
(Gay-Nizhnik). Unfortunately, only a translation of Madame Butterfly, made by
S. Charnetsky, has survived.

Since Soviet times, opera translations have remained one of the few areas where
the Ukrainian creativity was allowed to exist. In 1926 Radnarkom issued a decree
providing for the implementation of Ukrainian-language productions in Ukrainian
theaters. The history of Ukrainian translations contains a lot of bright pages.

During 1930-1980, Kyiv and Lviv opera theatres used translations by M. Rylsky
(“Seville Barber", "Carmen”, “La Traviata", “Eugene Onegin"), M. Lukash (“Don Giovanni",
“Lucia de Lammermoor"), Boris Ten (“Ball Masquerade” by Verdi, “Orpheus and Evridika"
by Gluck), P. Tychyna (Lohengrin), I. Kocherga (Faust). In 1965, the Ukrainian translation
by M. Bazhan was used in production of “Kateryna Izmailova" by D. Shostakovich,
bringing the Shevchenko Prize to the author and the stage group.

Since the late 1970s, the golden age of Ukrainian-language opera turned into its
decline. In 1978, “The Queen of Spade" by P. Tchaikovsky was commissioned in Kyiv
for a "one-time-permit" performance in Russian. Since then, within a few years, all
Russian-language operas have been performed in the original language.

Despite the fact that operas were staged at the Kyiv Opera and the soloists knew
translations well, it was extremely difficult to pass on the tradition to their students.
The fact is that, at the time, all the opera clavier of Western European authors was
published only in Russian translations. Accordingly, the beginners or self-made
performers (the amateur art was quite a common phenomena in the USSR) had
a difficult choice between singing in the original language or in Russian translation.

This led to the situation where, among music lovers and even professional
musicians, popular opera arias became recognizable in their Russian translations
while remained unknown in Ukrainian translations.

In order to establish whether musicians are aware about the existence of Ukrainian
vocal translations, the author of this work has repeatedly conducted the following
experiment among participants of scientific and practical conferences. The author
would read to his audience a few lines from a Ukrainian translation of a famous aria
(for example, “Non piu andrai, farfallone amoroso” from Mozart's “The Marriage
of Figaro"), he would inform the audience that the excerpt was from an aria. Upon
noticing the confusion of the audience, the lines of the same aria were read in Russian
translation. This time, the audience would enthusiastically recognize the piece. This
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experiment was conducted with the same result in different Ukrainian cities: even
after 25 years of Ukrainian independence, Russian-language translations remain
much more well-known to Ukrainians than Ukrainian translations.

There is only an approximate estimate of the to-date number of Ukrainian-language
vocal translations. In fact, the complete catalogue of such works does not exist in
Ukraine today. To establish the list, the following sources of information are available:

1) library catalogues;

2) archival material of Ukrainian opera and operetta theatres;

3) testimonies of individual vocalists, conductors, or music lovers who have
performed or remember performances of operas in Ukrainian translations.

Let us consider these sources in more detail. The first and so far the only library
catalogue of Ukrainian vocal translations is "Publication of World Vocal Music in
Ukrainian Translations: Exhibition Catalogue” (Ishchenko & Romanova, 2011).

This catalogue contains 159 published translations and 6 publications in
newspapers and popular and scholarly journals. The distribution by genre is as
follows: 21 publications of individual opera arias and libretto texts, 19 cantatas and
oratorios, 117 songs and romances. The works represent 41 composers, 19 of them
are Russian or Soviet composers and 22 are Western European authors. The greatest
number of works belongs to J.S. Bach (19 parts from cantatas and oratorios), L. van
Beethoven and F. Schubert (more than 20 songs, some of them have several variants
of translations).

There is not a single complete vocal score of an opera among these publications:
we were able to find only scores of individual opera arias or texts of libretto, sometimes
only fragments of libretto were found. It should be noted that, as of today, virtually
all of the 159 publications mentioned are bibliographic rarity; even such venerable
collection as the Library of the National Music Academy of Ukraine does not have
any copies of the publications mentioned. Therefore, these editions remain unknown
to the vast majority of musicians, and vocalists, in particular.

The archival materials of Ukrainian theatres are stored partially in the Central State
Archive-Museum of Literature and Arts (CSAMLA) of Ukraine. Unfortunately, this only
applies to Kyiv theatres. The archive of the National Opera appears to be the most
interesting for research. This archive is the only one containing opera libretto texts
that were used in theatrical productions. This circumstance favourably distinguishes
the National Opera from the National Operetta, where the management, for unknown
reasons, chose not to keep the collection of operetta libretto translations.

We now briefly describe the collection of libretto translations of the Kyiv Opera. This
collection is known in the CSAMLA as Fund No. 573, part 4 and includes 72 typewritten
documents; 62 of them are opera libretto and 10 are ballet libretto. Some of the
documents are variants of the same libretto (presumably changes or corrections were
made during production), and thus there are only 47 unique documents among the 62.
Among these 47 operas, there are 15 Ukrainian, 15 Russian operas, and 17 operas
by Western European authors.

Finally, the library of the Kyiv Opera preserved a number of vocal scores containing
handwritten Ukrainian text. Although these scores are not publicly available, they were
made accessible to scholars who were able to restore some texts of the translated opera
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librettos, including some of the operas performed in the Kyiv Opera that, for unknown
reasons, were not represented in CSAMLA. For instance, only two libretto translations
of P. Tchaikovsky's operas, “Eugene Onegin" and "lolanta”, could be found in CSAMLA.
However, we learned about the production of at least another two Tchaikovsky's operas,
“The Queen of Spades"” and "Mazepa" (both translated by M. Rylsky): libretto translations
for these two operas were found in the Opera library as vocal scores with handwritten
Ukrainian lyrics.

However, the mere availability of translations does not ensure the revival of the
tradition. The important question is whether the world classical music is actually
being performed in Ukrainian translations nowadays. At least partially, this question
can be answered by analyzing posters of theatres and concert halls throughout
Ukraine.

The analysis shows that the practice of performing in Ukrainian translations has
been partly renewed in at least three theatres in Kyiv — in the National Opera House,
the Municipal Opera House, and the Opera Studio of the National Academy of Music —
as well as in some regional musical and drama theatres.

Due to its specialty, the National Operetta Theatre performs mainly operettas.
The repertoire shown on the official site of the theatre includes over 10 operettas
and musicals that are performed in Ukrainian translations, 4 of them are works by
Imre Kalman. The repertoire of the theatre also includes two operas, “The Barber of
Seville" by G. Rossini and "The Bell" by G. Donizetti, performed in Ukrainian. Some
operettas here are also performed in Russian translation.

The National Operetta Theatre used to stage even more operas in Ukrainian
translations in the past. Most notably, it is 1998 production of opera Porgy and Bess
by J. Gershwin in translation by Bohdan Hnyd. Unfortunately, translations of these
operas have not been published yet. In many cases, their future publication would
require some restoration work.

The repertoire of the Kyiv Municipal Academic Opera and Ballet Theatre for Children
and Youth includes mostly children's musicals and ballet. However, in recent years,
it also started to stage one-act operas: recent production included such operas as
“Bastien and Bastien" by W. A. Mozart, "Let Mama Live" and “Rita" by G. Donizetti.
Larger operas, such as "Rigoletto” or “Bohemia”, were performed here (as well as in
the National Opera) in the original language.

In addition to big theatrical and concert establishments, there are notable artistic
projects organized by groups of artists and customarily supported by non-government
organizations.

Thanks to the multifaceted activity of Natalia Sviridenko, back in the 1990s,
D. Bortniansky's opera “Le faucon" and “Alcide", J. B. Pergolesi's opera “La Serva
Padrona”, "Coffee Cantata” by J. S. Bach, and some chamber works, have been
performed in new Ukrainian translations by M. Strikha.

The work of Natalia Sviridenko became inspiration for the World Classics in
Ukrainian project that started in 2012. Some activities of this project were supported
by Wikimedia Foundation, Inc.

A special feature of World Classics in Ukrainian (WCU) is that every piece performed
within the framework of this project is required to be published in the Internet; the
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publication includes both the video or audio recording and the translated text. The
purpose of such publications is to provide easy access for vocalists thus helping them
in their quest for developing their own repertoire. Moreover, the lyrics, as far as possible,
are published under free licenses, thus eliminating any copyright complications for
those musicians who would like to use these publications for their creative work.
The free license requirement is the essential feature of the Wikimedia project (the
requirement similar to Wikisource or Wikipedia). The WCU activities include first
performances of operas "Didona and Aeneas" by G. Purcell (translated into Ukrainian
by Elena O'Lear), “Francesca da Rimini" by S. Rachmaninov (translated into Ukrainian
by Maksim Strikha), and scenes from “The marriage of Figaro” by W. A. Mozart's
based on translations by Ye. Drobiazko that were partially restored from handwritings
found in CSAMLM.

Other activities of the WCU project include organizing chamber vocal music
performances. In recent years, concerts included Polish songs by F. Chopin, the
“Winterreise" lieder cycle and other songs by F. Schubert, songs by L. van Beethoven,
R. Schumann, P. Tchaikovsky, S. Rachmaninov, and other authors. Most of these works
were performed in Ukrainian for the first time.

In 2017, WCU organized its first vocal contest. The terms of the contest required
performing pieces by Ukrainian and foreign authors, all works were to be performed
in Ukrainian. Participants could choose to perform using existing texts but they
were also encouraged to make their own translations. Owing to this contest, the
Ukrainian translation treasury has been enriched by eight new translations, some
made by the winners of the competition Daria Litovchenko, Anna Dankanich,
and Alina Rybina.

During the 2010s, a stage director Yulia Zhuravkova conducted a number of
interesting projects. Among the notable contributions are staging “Telephone" and
“Martin's lie" operas by J. Menotti, as well as "Lucia de Lammermur" by G. Donizetti,
the latter has been revived, after more than 20 years, in a Ukrainian translation by
M. Lukash.

We also mention the 2004 Ukrainian performance of “St Matthew Passion” by
J. S. Bach, translated by Tetiana Ostrovska. Unfortunately, it was the only performance
of this work. It is noteworthy that the organizer of the performance is the American
born conductor Roger McMurrin, whose native language is English. Mr. McMurrin has
worked extensively with choirs in Presbyterian churches. An interesting feature of the
Presbyterianism is that, similar to other Protestant movements, it employs parishioners'
native language in the worship. The idea is that the worship is supposed to be fully
understood by the parishioners. Hence, the text for works performed in the Protestant
churches is written in respective parishioner's native languages. J. S. Bach who
also worked in Protestant churches based most of his religious works, including the
Passions, on German-language lyrics (or German-language translations of canonical
texts). Thus, it was right and natural to use Ukrainian in the Kyiv performance of the
Passions since this corresponded to both the intention of the composer himself and
the spirit of the Protestantism.

The development and perspectives of the tradition of vocal translation also involve
translators. As a matter of fact there is no complete catalogue of translators who
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have been engaged in vocal translation. Creating such a catalogue will be one future
tasks. Here, we outline main directions of future research.

The history of Ukrainian vocal translation could be tentatively divided into three
periods: pre-Soviet, Soviet and modern.

Unfortunately, the pre-Soviet period is the most difficult to study, as most
translations of this era were destroyed by the Moscow authorities, often along with
the translators themselves. Mykola Zerov, Lyudmila Starytska-Chernyakhivska, Dmytro
Zahul and other poets became the victims of Stalin's terror. Their work in the field of
vocal translations could be researched only partially. In particular, the only known
opera translation of the pre-Soviet era is the translation by Stepan Chernetskyi of
G. Puccini's opera Madama Butterfly, published in 1909 in Canada .

The Soviet period can be subdivided into the pre-war and post-war periods. The
pre-war period is represented primarily by the work of Dmytro Revutskyi's poets group
that was active in the 1920s during the period of the so-called indigenization. A valuable
artefact of this era was a series of publications by "Knyhospilka" company in Kharkiv,
which included scores by Western composers, most notably, L. van Beethoven and
F. Schubert, with Ukrainian translations by Dmitry Revutsky, Maxim Rylsky, Mykola
Zerov, and Oswald Burgardt. It is known that the group discontinued in the 1930s
with the change in the party politics and the onset of mass repressions. M. Rylsky is
the only one from this group of poets who managed to continue to work in the USSR
in the post-war period.

The post-war period in the opera genre is represented by works of Mykola Bazhan,
Maxim Rylsky, Yevhen Drobyazko, Boris Ten, Diodor Bobyr, Pavlo Tychyna, and Olexandr
Vrataryov who worked in the operetta genre.

It would be particularly interesting to research the phenomenon of opera singers
with literary gift. They translated opera librettos and performed their own translations
as soloists. The list of such singers-translators includes Sergiy Kozak and Bogdan
Gnyd who translated, respectively, "Otello” by G.Verdi and "Faust” by Ch. Gounod.

Finally, the modern generation of translators, besides the already mentioned
Tatiana Ostrovskaya, Maxim Strykha, and Olena O'Lear include Valeriy Yakovchuk,
who made many translations of chamber and opera music, and Julie Gershunska
who translated F. Schubert's lieder cycles "Winterreise", “Die Schone Miillerin", and
R. Schumann's “Dichterliebe" and “Liederkreis", op. 39. Most of their works still awaits
their first performance.

Conclusions

The Ukrainian cultural heritage includes a few hundreds translations of operas and
vocal chamber music. Most of this works have not been published and therefore are
not well-known nowadays. The revival of Ukrainian vocal translations is possible and
requires comprehensive approach, including concert activities, vocal score publications,
audio and video production and distribution, gathering information about such artefacts
in the past decades and conducting scientific work. Due to lack of interest at the official
State level, the only promising way is to engage individuals interested in the future of
Ukrainian culture.
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YKPAIHCbKI BOKAJIbHI MEPEKNAAIN:
TPAAULII TA NEPCIMNEKTUBU

AHpgpin BoHgapeHko

KoHuepTmevicTep; ORCID: 0000-0002-6856-991X; e-mail: bondareandre@gmail.com
KuiBcbkuii HayioHalbHUNA yHIBEpCUTET KyNbTypu i MucteyTs, Kuis, YkpaiHa

AHoTauyis

CTaTTHO MPUCBSIYEHO TPAAULIT BUKOHAHHS BOKANbHOI MY3MKM B YKPaIHCbKUX Nepeknafax.
AkTyanbHicTb poboTu MoB'si3aHa, 3 ofHOro 6oKy, i3 He3raCHUM IHTepecoM [0 BOKaJIbHUX
nepeknafiB B MUCTELbKOMY CepefoBMLLi, a 3 iHWOoro — 6pakoM y3saranbHeHoi iHpopMauii
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i TEOPETUYHUX PO3POBOK, i, IK HACTI[OK — BUHUKHEHHSIM | NOBYTYBaHHSM HaBiTb B NPOdecinHmX
cepenoBMLLax Pi3HOrO poay MidiB, LLO CTPUMYIOTb TBOPYY iHILiaTUBY MUTLIB Ta MUCTELIbKUX
KOMEKTMBIB i 3arasioM rasibMyrTb MpoLeC PO3BUTKY Ta OHOBJIEHHSI YKPAIHCLKOI OonepHol Ta
KaMepHO-BOKasbHOT CLEHMW.

MeTa po60oTn — A0CAIgUMTU TPaguLito YKPaiHCbKUX BOKANIbHUX MepeknamiB y KOHTEKCTI
CyyYaCHMX TeHJEHLiN Yy BOKalbHOMY MWCTeLTBi YKpaiHM Ta CBIiTYy, cucTemaTusyBaTu
iHdbopMaLito Wwon0 BUAAHb TaKMX NepeksiafiB Ta BUKOPUCTaHHS Y BUKOHABCBKIN NpakTULi.

MeToponoria focnig)KeHHs BKOYae KOMMIEKC eMMIPUYHMX Ta aHaniTUYHKUX MeTohiB —
36ip Ta onuc iHchopMalii, cTaTUCTUYHMIA aHani3 3ibpaHol iIHbopMaLlil, a TaKoX MNOPIBHSANbHUN
aHania 3 NogibHUMU ABMLLAMYU CBITOBOrO MUCTELbKOFO CbOrO4EHHS.

HaykoBa HoBM3Ha po6OTU NoMsirae y KOMMeKCHOMY BUCBITNIEHHI NMUTaHb (OyHKLIOHYBaHHS
YKpaiHCbKMX BOKaJSIbHUX NepeknafiB, cucTemaTusalii gaHux, Wo npeacTaBlieHi y gxepenax
pO3pi3HEHO, BrepLle [OCAIAXYETbCS AOPOBOK Cy4YacHUX YKpaiHCbKMX MalcTpiB BOKaNbHOro
nepeknagy — B. flkoBuyka, 0. TepuwyHcbkol, [0. OTpolweHka, NornMbneHo TeopeTUYHi
MOJIOXEHHS LLLOJ0 OCHOBHUX BUMOT [0 BOKaNIbHOr0 nepeksiagy.

BUCHOBKM. BifpomXeHHs1 YyKpaiHCbKMX BOKaNlbHUX MepeknafiB MOX/MBE 3a YMOBU
KOMMMIEKCHOro Nigxoay, Wo BKKYAE KOHLUEPTHY AisnbHICTb, Ny6nikalito HOT, Bifgeo3anucis,
36ip iHcbopMaLii Npo Taki apTedakT B MUHYII [eCATUAITTS Ta NPOBELEHHS HAYKOBOT po6oTy.
MosABYy OKpeMuX NPOEKTIB, CMPSMOBaHUX Ha BiAPOLXEHHS TaKoi TpaguLii MoXHa posrnsgaTtu
AK B KOHTEKCTi MaTPiOTUYHOI XBUIi BiLPOOXKEHHS YKPATHCbKOT KYNbTYpW, TakK i B KOHTEKCTI

3aranbHOCBITOBOI TeHAEHUIT [0 OonaHyBaHHS KNACUYHOK CMAfLWMHOK | MOLWYKY HOBUX i

iHTepnpeTauin.
Knroyosi cnioBa: nibpeTo; onepa; BokasnbHa My3uKa; nepeknag,; yKkpaiHcbka MoBa

YKPAMHCKWUE BOKAJIbHbIE MEPEBO/bI:
TPAANLNU U NEPCMNEKTUBDI

AHgpeii boHgapeHko

KoHuepTmMericTep; ORCID: 0000-0002-6856-991X; e-mail: bondareandre@gmail.com
KueBckui HaynoHasibHbIN YHUBEPCUTET Ky/IbTypbl U UCKycCTB, Knes, YkpanHa

AHHOTayunsa

CtaTbsa nocBsALeHa TPaguLmumn UCMOSTHEHUS BOKaNIbHOM MY3bIKUW B YKPaWHCKUX NepeBoaax.
AKTyanbHOCTb paboTbl CBSI3aHa, C 04HON CTOPOHbI, C HeyracatoLWwmM MHTEPECOM K BOKabHbIM
nepeBoaM B Xy40XECTBEHHOW Cpefie, a C Apyro — HefocTaTKoM 0606LLeHHON MHbOopMaLMK
N TeopeTuyeckux pa3paboTok, U, Kak criefcTBME — BO3HUKHOBEHWEM U ObITOBaHWEM faxe
B npodbeccroHasibHbIX Kpyrax pasHoro poaa MudoB, KOTOpble COEPXUBAKOT TBOPYECKYHO
MHULMATMBY JIIOLEN UCKYCCTBa M TBOPYECKUX KOJIIEKTUBOB M B LENIOM OCTaHaBAMBalOT
npovecc pa3BuUTUS U 0OHOBNEHUS YKPAUHCKOWM ONEepHON U KaMepHO-BOKaSIbHOMN CLEHBbI.

Lenb paboTbl — nccnenoBaTh TPAULMIO YKPAUHCKUX BOKaJbHbIX MepeBOSOB B KOHTEKCTE
COBpPEMEHHbIX TEHJEHLUUN B BOKANbHOM UCKYyCCTBE YKpauHbl U MUpa, CUCTeMaTM3NpoBaTb
uHcdopMauuo 06 M3JaHUM TakUX NEpPeBOLOB W MUCMNOSIb30BaHUSI B WUCMOSHUTESIbCKOM
npakTuKe.
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MeToponorusa uccnepoBaHUsl BKJIHOYAET KOMMAEKC 3MMUPUYECKUX W aHaIMTUYECKMX
MeToL,0B — cBop v onucaHne MHopMaLMm, CTaTUCTUYECKUIA aHanU3 cobpaHHOM MHopMaLmuy,
a TakXe CpaBHUTENbHbIA aHanu3 ¢ NofOoOHbIMU ABNEHWAMU MUPOBOFO XYyO0XECTBEHHOro
HacTosLLero.

HayuyHas HoBM3Ha paboTbl 3ak/toyaeTcsi B KOMIMJIEKCHOM OCBELLeHUM BOMPOCOB
(OYHKLUMOHUPOBAHUST  YKPaAUHCKMX BOKaJIbHbIX MEpeBOfOB, CUCTEMATM3auWMU [OaHHbIX,
npefcTaBfieHHbIX B UCTOYHMKAX pa3pO3HEHHO, BNepBble UCCnefytoTca TPy bl COBPeMEHHbIX
YKpauHCKNX aBTOPOB BOKasbHOro nepesoga — B. flkoBuyka, 10. lepyHckon, 0. OTpoLueHka,
yrny6neHHO TeopeTMyecKue NosoXeHUs OTHOCUTENbHO OCHOBHbIX TpeBoBaHMI K BOKanbHOMY
nepesopy.

BbiBopgbl. Bo3poxgeHne yKpanHCKMX BOKaslbHbIX MepeBOL0B BO3MOXHO MpU YCIOBUM
KOMIMJIEKCHOrO  MOAXOAa, BKJIHOYAIOWEro KOHUEPTHYH  AeATeslbHOCTb, ny6nukauuu
HOT, BupAeo3sanucer, cbop MHOPMaLMM O Takux apTedakTax MPOLWbIX LecATUeTUN
W npoBefeHUs HayyHoW paboTbl. losiBNeHWe OTHEeNbHbIX MPOEKTOB, HanpaBfieHHbIX Ha
BO3POXAeHNe TakoW TpaguuuM MOXHO paccMaTpuBaTb Kak B KOHTEKCTe MaTpMoTMYecKom
BOJIHbl BO3POXEHUSI YKPAUHCKON KYNbTYPbl, Tak U B KOHTEKCTe 00OLLEMUPOBON TEHAEHLMM
K OBJTAAEHUIO KNaCCUYeCKMM HacneaneM 1 nomMcka HoBbIX ero MHTepnpeTaumin.

KnioyeBbie cnoBa: nMbpeTTO; onepa; BokasibHasi My3blKa; NepeBof,; YKPanHCKUI A3bIK
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Abstract

In the post WWII years, the isolated Ukrainian Diaspora population in Australia preserved
a type of Ukrainian folk instrument known as the Kharkiv bandura, the method of playing, its
repertoire and technique well into the late 1980's. During this period the style underwent some
transformation and innovation that shed light onto the history of the bandura and demonstrates
the process of transformation that ethnic musical culture undergoes when isolated. It also
demonstrates the process of innovation.

The aim of the study is to focus on bandura tradition, transformations and innovations in
the performance practice of bandurists in the Ukrainian Diaspora living in Australia; to observe
those aspects of the tradition that were retained, and those performance practices that changed,
and the differentiation of this phenomena in comparison to its original counterpart in Ukraine.

The methodology of the study is grounded in historic, systemic, sociological and cultural
approach and related methods of scientific study, in particular, a historic-chronological analysis
of bandura playing techniques in Ukraine, in particular, the method of systematic classification
and complex analysis that performance practice that has taken place in Ukrainian culture. The
study and analysis is directed toward the Kharkiv bandura, the technique and repertoire of Hnat
Khotkevych, his students and the followers of his philosophy toward the bandura, focusing
particularly on H. Bazhul and his student P. Deriashny.

The materials used in the preparation of this study include books and articles focusing
on the bandura, and specifically about H. Bazhul and the Kharkiv-style bandura in Australia.
Separate conclusions and generalizations were made on the basis of personal interaction with
the informants.

The scientific novelty of the work is the introduction into scientific circulation of an
organological and ergological analysis of the bandura players activities of the Kharkiv technique
in Australia, the tradition, systematization of the various adaptations, and the development
of independent innovations in the performance practice on this traditional Ukrainian folk
instruments.

Keywords: Bandura; Kharkiv bandura; Ukrainian Diaspora; Australia; innovation; tradition;
Khotkevych

© Victor Mishalow, 2019 Recieved 07.10.2019

musical-art.knukim.edu.ua

163



164

ISSN 2616-7581 (Print) BicHMK KIBCbKOIO HauiOHanbHOro YHIBEPCUTETY
ISSN 2617-4030 (Online) KynbTypn i MycTelTs. Cepid: MyauiHe MUCTELTBO 2019 -2(2) - 163-172

Introduction

In the aftermath of WWII a large number of citizens from Eastern Europe found
them displaced and despite attempts to repatriate them back to their home countries,
many chose not to be return. Some of these displaced persons chose to settle in
Australia.

Australia in the post WWII era was sparsely settled and industrially little developed
country, far away from major cultural and industrial centers. Ukrainians who found
themselves in Australia were separated not only from their home country but also
from other Ukrainians who had settled in other countries.

Inthe new country the Diaspora population gathered together to form communities:
setting up community halls, churches, schools, organizations and artistic groups to
entertain its members. Those that had emigrated from the home country who had
some knowledge of the performing arts were often sort after and were encouraged to
share their knowledge.

As a result, some aspects of Ukrainian folk culture were established quite well
whereas others were neglected. In the different conditions of a strange continent
the art forms that found favor often underwent changes due to various factors such
as access to traditional materials, or the limited knowledge of informants and their
technical skills.

The purpose of the article

The aim of the article is to focus on bandura tradition, transformations and
innovations in the performance practice of bandurists in the Ukrainian Diaspora living
in Australia; to observe those aspects of the tradition that were retained, and those
performance practices that changed, and the differentiation of this phenomena in
comparison to its original counterpart in Ukraine.

Presentation of the main material

The bandura, a multi-stringed Ukrainian folk instrument, was brought to Australia
in 1948 and on this continent the instrument underwent a variety of transformations
and some innovations.

The bandura is a multi-stringed folk instrument that was before the Revolution
peculiar to a specific area of Ukraine, traditionally Left bank Ukraine. In the 20th century
it became to spread in popularity from rural to urban centers initially throughout
Eastern Ukraine and the Western. At the turn of the century there were only a small
number of traditional bandurists who played primarily in rural settings and who were
traditionally blind. The importance of the instrument grew and this can be seen by the
fact that the most important literary work in Ukrainian was a book of poems called
“the Kobzar" by Taras Shevchenko. The title for the collection was the terms of the
Ukrainian bards who played the bandura.

In the period between the wars the bandura became a popular instrument among
the folk particularly young students with hundreds of ensembles appearing throughout
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Ukraine, however, in the late 30's with a change in direction regarding national politics
bandurists were repressed in Soviet Ukraine, often being arrested, sent to exile or in
some cases shot. The instrument was considered nationalistic and anti-proletarian.

In Australia a small number of emigrants had learned to play the bandura and
these players were sought out by the Ukrainian communities to sing and perform at
Community functions. In time, influenced by these performances of these performers
at numerous community functions, other community members became interested in
also learning to play the bandura.

Hryhory Bazhul, Fedir Deriashnyj, Pavlo Deineka, Pavlo Nosiara were in a short list
of people who had previously learned to play the bandura (Bazhul, 1969).

The most prominent of these performers was Hryhory Bazhul, who had settled in
Sydney. Bazhul had learned to play the bandura from the prominent Ukrainian writer,
ethnographer and musician — Hnat Khotkevych in the early 30's. Khotkevych was
one of the most prominent bandurists in Ukraine in the early 20th century. He had
been very active in the bandura revival in Ukraine but had suffered during the Stalinist
purges and was arrested and executed in 1938. Almost all of his students in Ukraine
suffered a similar fate and as a result, the method of playing the bandura propagated
by him and the unique repertoire he created disappeared in Ukraine (Dibrivny, 1989).

Interest in playing bandura in Australia grew, but the first problem that arose was
where to get the instrument. The bandura is a uniquely Ukrainian folk instrument and
was not available in music shops. Instruments had to be individually hand made, and
although we had players, only one person had some idea regarding how to make the
instrument. This was Fedir Deriashnyj who had made banduras in Ukraine and who
settled in Newcastle, a few hours north of Sydney. Deriashnyj had some knowledge
of making banduras having made a number in Ukraine and Germany, but these
instruments were of a different type and style than the instruments Bazhul played.
The instruments that he made had to be reimagined (Denysenko, 1970).

Whereas the traditional folk bandura in Ukraine at the beginning of the 20th
century had wooden pegs and about 20-21 strings, and gut strings — by the 1930's
the number of strings had expanded to 31 and the instrument to encompass four
diatonic octaves had acquired metal tuning pegs and metal strings.

During WWII the number of strings on the instruments had continued to expand to
34 diatonically tuned strings (Honcharenko design). In Australia the first instruments
made also had 34 strings but soon the size of the instruments continued to grow and
to encompass 36 or 38 strings tuned chromatically through more than 5 full octaves.

In time, others began to make banduras such as Pavlo Diachenko who had been
born in the Donbas region of Ukraine, and Estonian instrument maker Robert Vidikas,
Bohdan Brakh, Mykhailo Dimitro, Peter Chochula. More specific information on aspects of
instrument construction were obtained from New York from Myroslav Diakovsky, Munich —
from Semen Lastovych and from Detroit — from the Honcharenko brothers (Bazhul, 1969).

Regarding bandura construction, a significant problem that was initially
encountered was the availability of suitable materials. The most common type of timber
in Australia is a eucalyptus, which is not used for making fine musical instrument.
European wood was generally not available, and fine European materials and woods
expensive and almost non-existent. In time experiments were made to find substitutes.
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The body of banduras made in Ukraine tended to be made of a softer lighter material
usually red willow or poplar. The willows in Australia were too porous and were not
useful for musical instruments. In time bandura makers started using substitute
timbers for the bodies of the instruments, such as Pacific Maple and She Oak.

The soundboards of musical instruments in Europe used types of pine and spruce
with tight growth rings that are produced by the wide change in temperature between
winter and summer and were common in the Northern Hemisphere. Such wood was
not easily available in Australia. In time bandura makers began to seek a timber
known as King William Pine from the southern part of Australia — Tasmania that in
time became known as one of the finest materials for musical instruments in general.

The parts of the bandura that required hard wood — for the peg boxes and wrest
planks, which traditionally used European Beech, an substitute Australian wood
known as Black Bean began to be used (Mishalow, 2010).

There were significant difficulties in getting tuning pins of the right diameter.
Some makers began overcome this problem by using piano pegs that were sawn
down and made shorter. Others would rummage for tuning pins from broken zithers
and autoharps that had been brought over form Europe.

There were also problems with obtaining tuning keys of the right size, which were
not readily available and had to be specially made.

Once the body of the instrument was made, the instrument needed to be strung
up. Instruments were strung up with a variety of metal guitar strings, however there
was a difficulty in getting long bass strings which had to be specially wound by piano
string makers. These handmade strings were quite expensive.

The craftsmen who made these first banduras were often capable woodworkers
who could make an excellent table or lay a solid wooden floor, but who often lacked
the finer skills and knowledge to craft a fine musical instrument. Nor did they have
enough orders on which they could practice and develop these finer skills. In fact, an
opposite process happened.

In order to make instruments capable of withstanding accidental bumps and falls,
and also withstand warping, these instruments were often overbuild with greater
thicknesses than instruments made in Europe or North America. Sophisticated glues
used for making musical instruments were not employed being replaced by glues that
were readily available such standard table glue (PVA). Instead of having no or just one
sound peg some instruments could have up to 9 sound posts to make the soundboard
more stable, and although this made the instrument more stable it also had the effect
of significantly dulling the tone (Mishalow, 2010).

In Ukraine and also in Europe, a mechanism was developed for the bandura in order
to rapidly retune each of the strings. By twisting this metal dital, each string could be
raised by a semitone. These mechanisms however, required precise manufacture and
placement, which was difficult to do without access to milling machines. The ditals
also needed to be regulated in order to accurately shorten the string by a semitone.

Attempts were made to make similar mechanisms but they were not accurate and
were incapable of regulation. They did not accurately retune the string by a semitone.
These mechanisms were also expensive and added a considerable amount to the cost of
a bandura. In time, the preference turned to instruments with fewer mechanisms, only on
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specific strings in the middle register. As time progressed the use of these mechanisms
continued to be a problem and they were ultimately dropped altogether (Mishalow, 2010).

There were a number of methods or schools for playing the bandura that were
established themselves in the early 20th century. The most prominent schools of playing
were known as the Kyiv and later the Kharkiv styles. With the purges on Ukrainian culture
of the 1930's, after WWII the Kyiv style was the only one that continued in widespread use.
H. Bazhul had learned to play the bandura using what was called the Kharkiv technique on
a diatonically tuned instrument, a technique or method that had disappeared in Ukraine.
This style was the one that he taught and it survived in Australia (Mishalow, 2010).

The diatonic tuning used in the banduras made in Australia allowed the use of
the Kharkiv technique that allowed the left hand to play on the treble strings. The Kyiv
bandura with its additional chromatic strings does not allow this. The Kharkiv technique
that Bazhul used relied on the left hand playing the melodic lines and the right hand
the accompaniment, where as in Ukraine and North America, the opposite became
standard. The continued use of the left hand meant that the left hand technique became
well developed and continued to be developed in Australia.

Traditionally bandurists have used the rest stroke rather than pluck stroke to set
the strings of the bandura into vibration. This was grounded in the traditional manner of
playing used by the blind kobzars. It meant that after setting the string into motion, the
fingertip would come to rest on the neighboring string.

In the late 1950's academically trained bandurists changed over to a plucking
technique similar to that used by guitarists and harpists where the fingertips lifted away
from the strings.

The bandurists in Australia continued to develop their playing technique based on
the traditional rest stroke technique of playing and producing sound on their banduras
(Dutchak, 2011).

In Ukraine in the 1970's bandurists changed over to prosthetic plastic nails, which
were placed on four fingers of the right hand. Bandurists in Australia continued to use
their natural nails occasionally using epoxy glue on the ends to strengthen them. This
had an affect and influenced the sound produced.

The right hand was usually used in an accompaniment fashion, where the placement
of the fingers within the hand was much wider than that used by bandurists in Ukraine
who used the Kyiv technique. This meant that the thumb had more room to move and
play independently in opposition to the 2-4 fingers of the right hand.

Initially the repertoire used and performed included standard Ukrainian folk songs
and pieces that were popular among the Ukrainian population that lived in larger urban
areas in Ukraine. The standard kobzar repertoire began to be neglected because it was
based on laments with a sad component.

In the late 1960's and 1970's youth born in Australia in the Ukrainian Diaspora began to
incorporate pieces that had an English text. Some of the most popular folk songs composed
by singer songwriters from North America, England and Australia became popular and were
incorporated in to the repertoire (Bob Dylan, Peter, Paul and Mary, Pete Seeger etc).

These new songs were introduced by Peter Deriashnyj who incorporated many
devices from the playing of the folk guitar such as Travis picking on the bandura. These
songs left a significant impact on the listening public, particularly the youth.
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In time, Deriashny began to compose his own songs to Ukrainian texts by Diaspora
poets, which incorporated these accompaniment devices, which were common in
North American folk music singer songwriter style. An LP record was produced which
had significant popularity (Dutchak, 2001).

This island of bandura activity came to an end in the late 1980's. One of reasons
was the availability of cheaper and higher quality serially made banduras from
Ukraine. These instruments were quite cheap and had a professional finish, however
they were not designed for the Kharkiv bandura playing style and as a result the
number of bandurists playing in the Kharkiv style fell considerably and suddenly.
The new instruments from Ukraine weighed less and were louder and easier to play.
Without access to the Kharkiv style also meant that all the accompaniment devices
that allowed the bandura to be used for playing North American folk music could no
longer be used or developed.

Conclusion

The preservation of traditional cultural artifacts has taken place in numerous
isolated communities. In isolated Ukrainian Diaspora population in Australia the
Kharkiv bandura, its method of playing and its repertoire survived well into the late
1980's. The style however underwent some transformation and innovation, which
reflected the environment in which this cultural artifact was used. These cultural
remnants allow us to better understand and reconstruct unknown pages of the history
of the bandura in Ukraine, and also demonstrate the process of transformation that
traditional ethnic musical culture undergoes in isolated centers. It also demonstrates
the introduction of innovation in the process of developing cultural artifacts.
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AHoTauyis

Y noBoeHHi poku [pyroi cBITOBOI BillHM yKpalHCcbka fgiacnopa B ABcTpanii 36eperna
XapkiBcbky 6aHpypy, cnocib rpu, penepTyap Ta TexHiKy BMKOHaHHS [0 KiHus 1980-x pp.
Y 3asHauyeHui nepiof Ha HOBOMY TepeHi LeW cnocib rpu Ha 6GaHaypi 3a3HaB HU3KU
TpaHcdopmaLiv Ta HoBoBBeAeHb. Tpaauuin, ika 3bepernacs, NposMBae CBIT/IO Ha icTopiIto
6aHOypu Ta 4EMOHCTpYe npouec TpaHcdopmalil, Lo TX 3a3HaE eTHIYHa My3UYHa KynbTypa
B i30N1bOBaHMX Ocepeakax, a TakoX peHOMeH iHHOBaLinHOro PO3BUTKY.

Merta gocnig)keHHs nonsirae y BUABSIEHHI 3aKOHOMIPHOCTEN, NepeAyMoB TpaHcdopmMaLit
Ta iHHoBaU,ii B rpi Ha 6aHaypi XapkiBCbKOro TNy B yKpaTlHCbKil giacnopi ABcTparnii.

MeTtogonoria gocnigeHHs nobynoBaHa Ha ICTOPUYHOMY, CUCTEMHOMY, COLi0ONOriIYHOMY
Ta Ky/IbTYpPOJIOTiYHOMY MiAXoAax i3 3any4yeHHsAIM HayKOBUX AOCHIAXEHb Y CYMDKHUX ranyssx
My3MKO3HaBcTBa. MeTon iCTOPUYHO-XPOHOMOFIYHOIrO aHasnidy 3acTOCOBYETbCS [ANiA
BUSIBNIEHHS1 0cOBNMBOCTEN TpaguUinHOT rpu Ha GaHaypi. MeTof cucTemMHol Knacudikauii
BMKOHABCbKOI MPaKTUKM 3acTOCOBYETbCSA [AJNiA MOPIBHAHHA 30epexeHnx cnocobis, Lo
nobyTytoTb B YKpaiHi, Ta BUKOHABCbKOI NpakTUKK B ABcTpanii. AHanis 6yB cchokycoBaHui
Ha xapkiBcbKy GaHOypy, TexHiky Ta penepTyap lHaTa XoTekBM4Ya, MOro CTYyAeEHTIB Ta
nocnifoBHUKIB, Moro cinocodito BiAHOCHO MUcTeuTBa rpu Ha GaHpypi, 3 0cobnMBUM
aKkLeHTOM Ha gianbHicTb . baxyna Ta noro ctygeHTta . JepsixHoro. IxepenbHy 6a3sy
cTaTTi cknagatTb MoHorpadii, HayKoBi CTaTTi Ta enicTonapHa cnafwuHa TpaguuinHoro
Ta akafeMiyHoro BUKOHaHHA Ha BaHZypi, Wo po3rnsgatoTb 6aHaypHY AisnbHicTb I Baxyna
(xapkiBCbKMI TWN iHCTpyMeHTa) B ABcTpanii. [lesiki BUCHOBKM 6ynu 3pobneHi Ha Gasi
0COBMCTUX CMOCTEPEXEeHb aBTOPa Ta YNCIIEHHUX iIHTEPB't0 3 BUAATHUMM MpefcTaBHUKaMM
yKpaiHCcbKOT fiacnopu ABcTpanii.

HaykoBa HOBM3Ha npaLi nonsirae y 3anyyeHHi [0 HaykoBoro obiry opraHofioriyHoro ta
eprosioriyHoro aHanisy gisafbHocTi 6aH4YpUCTIB, KOTPi 3aCTOCOBYBaNM XapKiBCbKUIA cnoci6
Ta TeXxHiKy rpu. BusiBneHo piBeHb 36epexeHHs Tpaguuii, cucTemMaTu3oBaHO eBOJIOLINHI
3MiHM cnocobiB rpu, OKpecsieHo KO0 OpUriHanbHUX MPUIOMIB Fpy, BBE4EHUX Y BUKOHABCTBO
Y YKpaiHCbKi fiacnopi ABcTpanil.
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BucHoBKU. 36epexeHHst TpaauLinHux apTedakTiB YKpalHCbKOT KyfbTypu BifbyBaeTbCs
Yy UYMCNEHHMX i30/IbOBAHMX FpoMafax [Aiacropu mo BCbOMy CBIiTY. B ykpalHcbKi giacnopi
B ABCTpanii xapkiBcbka 6aHaypa, BAKOHABCTBO Ha XapKiBCbKit 6aHaypi, XapKiBCbKuUi crnoci6
rpu Ta penepTyap dyHKLioHyBanu 0o KiHua 1980-x. OpHak, Ha ABCTPanincbKOMY KOHTUHEHTI,
Lel cTu/b 3a3HaB MeBHOT TpaHcdopMaLil Ta HOBaTOPCTBA, WO Bigobpaxano cepefoBuLe,
B IKOMY Liel KyNbTYpHUIA apTedhakT BUKOpUCTOBYBaBCS. LLi KyNbTYpHi 3anMLLKK 0O3BOSIAOTh
HaM Kpalle 3po3yMiTU Ta PEKOHCTPYHBATM HEBifOMi CTOPIHKKM icTopil 6aHmypHOro
BMKOHaBCTBa B YKpaiHi, a TakoX AeMOHCTPYIOTb npolecu TpaHcdopmalii, ki TpaguuinHa
eTHiYHa My3W4Ha KyNibTypa 3a3Hae B i30/1bOBaHUX LeHTpax. [laHe JocnifXeHHs AeMOHCTPYe
MeXaHi3aMu BNPOBAOXEHHSI iHHOBALiN Yy MpoLecu pPO3BUTKY KyNbTypHUX apTedakTiB, iX
cucTemMaTM3aLito | [O3BOMISIE 34IMCHIOBATU aHANOMYHI PO3BIAKM Y i30/1bOBAHUX KYNbTYPHUX
ocepepfKax iHWKMX KpaiH CBiTY.

KnioyoBi cnoBa: 6aHpypa; xapkiBcbka OaHpypa; ykpaiHcbka pgiacnopa; ABcTparnis;
iHHOBaUiA; Tpaauuis; I XoTkeBuY
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AHHOTayunsa

B nocneBoeHHble roabl BTopoli MMpOBOM BOMHbI, YKpanHckas guacnopa B ABcTpanuu
coxpaHuna xapbkoBcKyto 6aHaypy, cnocob urpbl, penepTyap U TEXHUKY UCMOSIHEHUS 0,0 KOHLA
1980-x rr. B oTMeYeHHbI neprog Ha HOBOM MonpuLLe 3TOT cnocob urpbl Ha 6aHaype ucnbiTan
psn TpaHcdopMauuii U HoBoBBeLeHMI. Tpaguuus, KoTopasi coxpaHuiacb, MPoNMBaeT CBET
Ha uctoputo 6aHaypbl U AeMOHCTPUPYET NpoLecc TpaHcdopMaLMm, KOTOpon noasepraeTcs
3THMYecKas My3blKasibHaa KyfbTypa B M30JIMPOBaHHbIX coobliecTBax, a Takxe ¢eHOMeH
VMHHOBALIMOHHOIO Pa3BuUTUS.

Lienb uccnepoBaHusi 3ak/toyaeTcs B BbISIBIEHUM 3aKOHOMEPHOCTEN, Mpeamnocbiiiok
K TpaHcdopMaLun U UHHOBaUMM B urpe Ha GaHaype XapbKOBCKOrO TUMa B YKPaMHCKOM
Anacnope ABcTpanuu.

MeTogonorus nccnefoBaHusi NOCTPOEHA Ha UCTOPUYECKOM, CUCTEMHOM, COLIMONOrMYECKOM
M KyNbTYpOJIOTMYECKOM MOAXOLaxX C MPUBJIEYEHWEM HaYYHbIX UCCIeL0BaHUN B CMEXHbIX
oTpacnsix My3sblkoBeAeHus. MeTon WCTOPUKO-XPOHOJIOTMYECKOr0 aHanmM3a MpuUMeHsieTcs
ONA BbISIBNEHUs 0COOEHHOCTeW TPagMUMOHHOW urpbl Ha OGaHgype. MeTofn cucTeMHOWM
KnaccudmkaLmm UCNONHUTENIbCKOM NPaKTUKU NPUMEHSIETCS AJ1A CPaBHEHUST COXPaHUBLLMXCS
cnoco6oB, KoTopble BbITYIOT B YKpauHe, U UCMOSTHUTENIbCKON NPaKTUKKU B ABCTpanuu. AHanus
6b1n1 chokycupoBaH Ha xapbkKoBckoW GaHpaype, TexHWKe W penepTyape [HaTa XoTekBuua,
ero cTypeHTax M nocnepoBaTtenax, ero unocodum OTHOCUTENbHO WMCKYCCTBa WUrpbl Ha
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6aHpype, ¢ 0cobbiM akLeHTOM Ha geaTenbHocTu . Baxyn n ero ctygeHTta 1. [depsikHoro.
basy MCTOYHMKOB COCTaBASIOT MOHOrpadouu, HayyHble CTaTby U SNUCTONAPHOE Hacnegue
TPaAMLUMOHHOIO U aKafeMUyeckoro UCMoNHUTeNbCTBA Ha BaHaype, B KOTOPbIX U3y4yaeTcs
GaHfypHan feaTenbHocTh [ baxyn (XxapbKOBCKUIA TUM MHCTPYMeHTa) B ABCTpanuu. HekoTopble
BbIBOAbI OblIM ceNaHbl Ha 6a3e NIMYHbIX HabNAEHUI aBTOpa U MHOTOYUCIIEHHBIX MHTEPBbLIO
C Bbl4aloLWwMMmMCA NpecTaBUTeNIIMM YKPaMHCKOW guacnopbl ABCTpanuu.

HayyHaa HoBM3Ha paboTbl 3ak/OyaeTCsi B MPUBJIEYEHUM K Hay4yHOMY oOpalleHuto
OpPraHosIorMYeckoro W 3proforMyeckoro aHanusa pAesTeNnbHoCcTM 6aHOypUCTOB, KOTOpble
NPUMEHSINM  XapbKOBCKUMA Cnoco® W TeXHWKY urpbl. BbisiBNeH ypoBeHb CoOXpaHeHus
Tpagmumm, cMcTeMaTU3MpPOBaHbl 3BOJIOLMOHHbIE UBMEHEHUS CNOCOBOB Urpbl, O4YepYeH Kpyr
OpWrMHanbHbIX MPUEMOB UIPbl, BBEAEHHbIX B UCMOJIHEHWE B YKpauHCKON Anacnope ABCTpanuu.

BbiBogbl. CoxpaHeHWe TpaguLMOHHbIX apTedakToB YKPaMHCKOW KyNbTypbl MPOMCXOAUT
B MHOMOUYMCNEHHbIX M30JIMPOBaHHbIX OBLMHAX Auacnopbl Mo BcemMy Mupy. B ykpauHckon
Ovacrope B ABCTpanuu xapbkoBckasi 6aHaypa, UCMONHUTENbCTBO Ha XapbKoBcKoW 6aHaype,
XapbKOBCKMI crnoco® urpbl M penepTyap yHKUMOHUpoBanu [0 KoHua 1980-x. OgHako,
Ha ABCTpPanuWCKOM KOHTUHEHTE, 3TOT CTWSIb NpeTepnen onpefesieHHyo TpaHcdopmaLmio
M HOBATOPCTBA, YTO OTpaxarno cpefy, B KOTOPOM 3TOT KyNIbTYPHbIN apTeddakT UCrnosib30Bascs.
STV KyNbTypHble OCTaTKMN NO3BOJISIOT HaM Jlyylle NOHATb U PEKOHCTPYNpPOBaTb HEM3BECTHbIE
CTpaHuLbl UCTOpUM BGaHOYPHOrO MCMOMHUTENbCTBA B YKpavHe, a TakXe AEMOHCTPUPYHOT
npoueccbl TpaHcdopMaLumu, KoTopble TPagULMOHHAsA 3THMYecKas My3blkasibHasi KynbTypa
HeceT B W30/MPOBaHHbIX LieHTpax. [laHHoe uccnepoBaHWe OEeMOHCTPUPYeT MexaHW3Mbl
BHepeHVs MHHOBALWI B MPOLECChl Pa3BUTKA KYNbTYPHbIX apTedakToB, MX cucTeMaTu3aumio
1 MO3BOJSISIET OCYLLECTBAATb aHanornyHble UCCNefoBaHNSA B M30JMPOBAHHbIX KYNbTYPHbIX
LeHTpax Apyrux cTpaH mupa.

KnioyeBbie cnoBa: GaHAypa; xapbkoBckas 6aHAypa; yKpanHckas guacnopa; ABcTpanus;
MHHOBaUuS; Tpaguums; I XoTkeBuY
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Y cTaTTi aHanisyeTbcs ayAioTBOPYICTb (3ByKO3anucu) NpoBigHOro KONEKTUBY YKPATHCbKOT
Ziacnopw Kanenu 6aHaypucTiB iMeHi Tapaca LLieBueHka ([eTpoiT, CLLIA) B KOHTEKCTi aKTyanisauil

JocnifxeHb po3BUTKY 6aHAypHOro MUCTeLTBa B YKpalHi Ta 3apy6ixki, 30kpema Bif3HauYeHHsI
100-niTHbOrO toBiNeto KonekTuBy (2018). MopAg 3 aKTUBHOK BUKOHABCLKOK LiASIbHICTHO,
TpiymMdanbHUMu BUCTynamm konekTuy B Meci Flonn (TopoHTo, KaHaga) Ta binomy [Oowmi
(BawwuHrTtoH, CLLIA), Kanena 3acpikcyBana cBoo TBOpYiCTb B aygiosanucax, Buaasna YMC/EHHI
[OBrorparodi nnaTiBku, KaceTu, ayaioanucku, Bigeoancky, onpautoBaswmy noHas 600 TBopis
6aHAypHOro i XopoBOro penepTyapy.

MeTolo cTaTTi NocTae aHani3 3BykosanucHux 3ao6yTkie Kanenu 6aHaypuUCTiB iMeHi
Tapaca LLleBYeHKa 3 No3uLiii penepTyapHO-TEMaTUYHOrO, XXaHPOBOTO, iHTepnpeTauiiHoro,
IHCTPYMEHTO3HABYOro, BUKOHABCbKO-CTU/IbOBOIO acnekTiB.

30iNCHEHO iCTOPUYHY PeTPOCNEKTMBY ayAioTBOPYOCTI KONEKTUBY, BBEL,EHO [0 HAYKOBOr0O
06iry ocTaHHil toBineHnit guck «bpatta! bygem xutu!» (2018), Lo 1 CTaHOBUTbL HaAyKOBY
HOBU3HY [OCJIiAXEHHS.

Big3HaueHo TeMaTMYHMIA cnekTp auckorpadii konekTuey. 3okpema, Kanenoto cTBOpeHui
HaraTuin KaTasnor 3ByKO3anucis, [0 IKOro YBINLLM yKpaiHCbKa XxopoBa knacvka M. bepesoBcbkoro,
L. BopTHaHcbkoro, A. Begens, O. Kowwuus, M. JluceHka, C. JTiogkeBuya, K. CTeueHka, A. THaTULLKHA,
TBOpU I XoTKeBMYa, I. KutacToro, . NoTaneHka, YACeHHi yKpalHCbKi HapO4HIi MiCHI, KaHTK,
ncanbMu. BigaHaueHo, L0 BUKOHABCbKI racTposibHi Typu Kanenu ctaBanum nowToBXxoM Ao dikcauii
penepTyapy — 3anucy NpoBiJHUX TEMAaTUYHMX HANPsIMIB, NPO Lo CBifYaTb Ha3BU anbBboMiB: «Mu
3HOB 3 TO6OI0, YKpaiHO», «HOPHOMOPCHLKMIA Typ», «YKpaiHCbKi cTenu», «<baHaypHe Pisgso» Ta iH.
Y cTaTTi BUKOPUCTAHO iICTOPUYHMIA, aKCIONOTIYHMIA, My3UKO3HABYMIA Ta KYNIbTYPOJIOFiYHMIA Nigxoam
Ta BignoBigHi IM MeTo4M, SIKi BUBHAYaOTb METOA0NIOri0 AoCNiAYKEHHA. 30KpeMa, iCTOPUKO-
XPOHOJIOMYHUI MEeTO 4 BUKOPUCTaHWUIA 4151 PO3rsAy NOCNifOBHOCTI 1 eTaniB 3ByKO3anuCcHOT
TBOPYOCTI KONIEKTUBY BaHAYPUCTIB, aKCIONOTIYHUI — /151 BUSHAYEHHSI NOr0 MUCTELbKOT LIiHHOCTI,
MY3MKO3HaBYi Ta KySIbTYPONOriYHi METOAM CNPUSTUMYTh PiSHOCTOPOHHIM acrnekTam aHanisy
BXOLXEHHA 3BYKOBOI TBOpYOCTi Kanenu 6aHaypucTiB iMeHi Tapaca LLleBYeHKa y CBiTOBUI
KYNbTYPHUIA NPOCTIp.
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BucHoeku. Ayniozanvcy Kanenv 6aHaypucTiB iMeHi Tapaca LLieBuyeHka 3adhikcyBanu npoLiecu
Y OCKOHAaJIeHHs1 HApPOA4HOro IHCTPYMEHTapito B fiiacnopi, 3okpema 6aHayp XapKiBCbKOro Tuny
maincTpiB . i 0. loHuapeHKkiB, 10. MpuiMaka, M. JlickiBcbkoro, A. YopHoro, M. [1aKOBCbKOrO,
A. bipka Ta iH. AHani3 3ByKO3anuciB KONeKTUBY [O3BO/IMB BUSHAUNTU JMHAMIKY SIK 3arafibHUX
TeHJeHUin 36epexeHHs | BifTBOPEHHS BUKOHaBCbKUX 3006yTKiB Kanenu, Tak i MUCTeLbKMX
[OCSITHEHb Y pi3Hi Nepiou i dOyHKLiOHYBaHHS Nifg KepiBHULTBOM gupureHTiB I KutacTtoro,
B. Boxwuka, M. MNoTaneHka, B. KonecHuka, O. Maxnas Ta iH.

KnioyoBi cnoBa: 6aHOypHe MUCTELTBO; YKpalHCbKa Aiacrnopa; aHcambneBe BUKOHABCTBO;
Kanena 6aHgypucTiB iMeHi Tapaca LLleByeHKa; 3ByKo3anucy; aynioTBopyicTb

Betyn

Cepep, 3006yTKiB 6aHAypUCTIB giacnopu XX — noyaTky XXI cT. — BaroMi pesynbtaTtu
B rasiy3sx BUKOHaBCTBa, METOAUKM rPU, CTBOPEHHS IHCTPYMeHTapito. | xoua 3arasbHa
TeHJeHLis PYHKLiOHYBaHHS GaH4ypHOro BUKOHABCTBA 3a KOPAOHOM Masa aMaTopChKui
XapakTep, Y 6araTbox acrnekTax 6aHLypucTu 3apybidoKs, K MUTL «BiJIbHOTO CBITY»,
noBenv chaxoBy 3pinicTb i MaCTepHICTb, a X 3006yTKK Bunepepxanu 6aHaypucTis
MaTepukoBoi YkpaiHu. Lle s3ymoBntoBanocs Ak 6axaHHAM 36epertu HauioHanbHUM
XapakTep CBOro MUCTELITBA, Tak i LUMPLUIMMU MOXJIMBOCTSIMU BUKOHABCTBAa, 6e3 ife-
OJIOTYHOT 3aaHr'aXk0BaHOCTI.

OfHUM 3 HaMMOTYXHILUNX KONEKTUBIB yKpailHCbKOT giacnopu 6yna i 3anuwaeTbes
Kanena 6aHgypucTiB imeHi Tapaca LLleBueHka (CLLIA), 3 LeHTpOM ocinocTi y MicTi [le-
TponTi. Kanena 6aHaypucTiB iMeHi Tapaca LLleBYeHka BUpi3HAETbCS cepeq 6araTbox
KONEKTUBIB YKpaiHCbKOT Aiacrnopu. Y il TBOpYiN BisnbHOCTI nepenniTatoTbest 6arato
MUCTeLbKMX HanpsMiB — rpa Ha HapOAHUX MY3UYHUX IHCTPYMEHTaX, XOPOBUM YO0~
Biuuii cniB, onopa Ha NMTOMO YKpaiHCbKWUIA penepTyap, SIK1A OXOMJIKOE HapOAHi NiCHI,
KaHTW, NncasbMu, NiTepaTypHO-MY3UYHI KOMMO3WULT, aBTOPCbKi KOMMNO3ULii Ha TEKCTH
yKpaiHCbKMX aBTOpiB. 3a Becb Yac OyHKLIiOHYBaHHA Ha YyXMWHi Kanena 6aHaypucTiB
iMeHi Tapaca LLleByeHka fana Ginblue TUCAYI KOHLEPTIB, Y T. Y. | HA HAWKpPaLLMX CBITOBUX
CLieHax, Buaarna YMCneHHi [oBrorpatodi nnaTiBkKu, KaceTu, ayLiofucku, Bigeoancky,
onpautoBaBLuy noHa 600 TBopiB 6aHAYPHOrO | XOPOBOro penepTyapy.

Kanena 6aHgypucTiB iMeHi T. LLleBYeHKa BUCTYynana B eMirpauinHoMy cepenoBuLLi
SIK HOCi caMe HaLioHasbHOT MY3UKK Ta IHCTPYMEHTapito, 34iCHIOBaNa niaeKaHHs
i PO3BUTOK yKpaiHCbKOT MiCHI, NponaryBasna TBOPYICTb YKPAiHCbKUX KOMMO3UTOPIB.
ToMmy aKTyanbHo noctae npobnemMaTuka Ik KOMMIEKCHOrO 1 BCEBIYHOMrO BUCBITNEHHS
Pi3HMUX HanNpSAMIB i KiANbHOCTI YNPOAOBX CTONITHLOrO nepiofy chyHKLIOHYBaHHS, Tak
i KOHKpeTM3aL,is NPiopUTETIB TBOPYOCTI KONEKTUBY, 30KpPEMa peasii3oBaHuX Y BUKO-
HaBCTBi — CLieHIYHOMY Ta (hiKCOBaHOMY (3BYKO3amnuncHoMy). 3ByKO3anucu — CBOEPIiOHI
«aygionybnikauii», TeMaTUYHWI | XXaHPOBO-CTUNLOBUIN (POHOAPXiB BUKOHABLA Y
KONeKkTUBY. 3ayBaxmMmo, W0 auckorpadis MuTLiB giacnopu Bigobpaxae sik popmy
BMKOHaBCTBa, TEMaTUYHY CMIPSAMOBAHICTb, TaK i YaCOBO-CYCMiNIbHUMA Ta Xy[0XHbO-
€CTeTMYHUI 3pi3 NonynsipHOCTI 1 NoTpeb cnyxaubKux 3anuTiB.

deHoMeH Kanenu 6aHaypucTiB iMeHi T. LLleBYeHKa ik TBOPYOro KONEKTUBY HEO-
[HOPa30BO pO3rNAfaBcsi My3MKO3HaBLSIMY, AOCiAHUKaMU 6GaHoYPHOro MUCTeLTBa
MUHynoro i cydacHocTi O. beHu-LLokasno (2002). M. byp6aHom (2006), B. BUTBULIbKMM
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(1996; 2003), W. Mowynskom (1995), I. Kapack (2012), J1. KopcyH (2007a; 2007b) Ta iH.
[PYHTOBHO po60OTOHO, MPUCBSAYEHOO BaHAyPHOMY MUCTELTBY, | 30Kkpema Kaneni
iM. T. LLleBYeHKa, cTana npaus «)XuBi CTPyHW» BiJOMOro yKpaiHCbKOro MMCbMeHHUKa
Ziacrnopu Ynaca Camuyka (1905-1987) — noKymMeHTanbHO-NiTepaTypHe AOCHIOXEHHS
3 nig3aronoBkoM «baHgypa i 6aHaypucTtu» (1976). [xepenomM akTyanbHoi iHdbopmauyi
npo Kaneny 6aHaypucTiB iMeHi T. LLleBYeHKa 3anuiuaeTbes ix BnacHa IHTepHeT-CTOPIHKa,
LLLO OXOMJIIOE BiJLOMOCTI SIK MPO iCTOPItO, TakK i MPO CyYacHe XUTTA KONeKTUBY (nepestik
aypnio- i BigeosanuciB, HOTHUX i NONYNSAPHUX BUAAHb, racTPONbHI NOI34KK, BiorpaddiyHi
[laHi Mpo KepiBHULTBO i uneHiB kanenu Ta iH.) (Ukrainian Bandurist Chorus, n.d.). 36e-
pexeHi Bigeo- i hoToMaTepianu Ta cnoragu y4acHuKIB YBINLAN [0 [OKYMEHTaNbHOT
cTpiukM «Xopobpa ciMHaguaTKa. IcTopis YkpaiHcbKol kanenn 6aHoypucTiB» pexucepa
OpecTta Cyuwka — yyacHuka Kanenu 6aHgypucTiB iMeHi Tapaca LLleBYeHka, amepuKaH-
CbKOro Ta KaHaACbKOro KiHopexwucepa, 3Bykopexucepa, KiHornpogtocepa. [Mpem'epa
dinbMy Biabynaca B TopoHTO nig Yac MixHapogHoro KiHodpecTuanto y 2014 poui,
a nepwwit noka3s y Kuesi 10 xoBTHA 2017 p. (Cywko, 2014).

3ByKO3anucu KonekTUBY B MEBHI YacoBi Nepioan BUCBITNIOBanacs y ctaTTsax
C. Makcumtoka (2003; 2014). OkpeMi acnekTu icTopii i gianbHocTi Kanenu 6aHaypucTis
iMeHi T. LLleBYeHKa HeoqHOPA30BO JociigXyBancs y poboTax aBTopku cTaTTi ([lyTyak,
1991; 2005; 2008; 2011-2012; 2012-2013; 2013a; 2013b; 2014; 2015; 2019). MpoTe,
y3arasibHeHe [0CiAKEeHHS 3BYKO3aNUCHOT icTOpIl B KOHTEKCTi TBOPYMX 3000y TKIB
KONEKTUBY Ha CbOrOAHi BiiICYTHE.

MerTa cTarTi

MeToto cTaTTi NocTae aHani3 3Byko3anucHux 3006yTkie Kanenu 6aHgypucTiB
iMmeHi Tapaca LLleByeHKka 3 No3uLiii penepTyapHO-TEMATUYHOrO, XXaHPOBOTO, IHTEpP-
npeTauiiHoro, iIHCTPYMEHTO3HaBYOro, BUKOHABCbKO-CTUIbOBOMO acnekTiB. 3[iNCHEHO
iCTOPUYHY peTpOoCNeKTUBY ayioTBOPYOCTI KOJIEKTUBY, BBEIEHO [0 HAyKOBOro 06iry
OCTaHHiV toBinenHun auck «bpatTs! bynem xuTul» (2018), Lo 1 CTAHOBUTH HOBU3HY
AOCHNiA)KEeHHS.

Buknapg maTtepiany gocnip)xeHHs

Kanena 6aHgypucTiB iMeHi Tapaca LLleBYeHka Bigirpana i npooBXye BigirpaBaTty
BaX/IMBY POJib B YTBEPAXKEHHI YKpaiHCbKOro Ayxy B 3apybixi. 3anoyatkoBaHa B Kuesi
1918 poky cno6oxaHcbkuM 6aHoypucTom Bacunem EmMuem (1890-1982), BoHa Gyna
BigpoaxeHa 1941 p. B okynosaHoMmy HimuaMu Kuesi. [l ysacHukmn noctasunm sa mety
BiJHOBJIEHHS HALLiOHANbHOrO XapakTepy penepTyapy (3a60pOHEHOr0 ifeonoriYHMK
npunucamMmu PaisHCbKOT BNlagu), LOHECEHHS i€l caMOCTINHOT YKpaiH/ [0 HAaCemNeHHS,
niaTpMMKa ykpaiHcbkoro 6oroBoro gyxy. IM'a Tapaca LLleBueHka — Ko63apsi — cTano
cvMmBoJIoM Kanenu, a oro ifei — NnpoBigHMMU HaLioOHaIbHUMKY NoCcTyNnaTaMu gns
BUKOHaBLiB. Togi X hopMyrOTbCS roJfIOBHI 3acagm nobynoBM KOHLEPTHUX BUCTYNIB
KONEKTUBY, 30KpeMa, PisHOXAHPOBICTb i pisHOXapaKTepHICTb penepTyapy, nepemMe-
XyBaHHSA aHcaMbeBUX i CONIbHMX (QyMMU, MiCHI) HOMEPIB, NeBHA BUAOBULLHICTb | Tea-
Tpanisauist BUCTYNy TOLLO.
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KoHuepTn Kanenu Ha KuiBLmMHi, YepHiriBLwuHi, BonuHi B nepiog 1941-1944 pp.,
ay 1945-1948 B HimeuumHi y Tabopax «ocTapbaiTepiB», CTaM icTOPUYHUMM MUCTELLb-
KUMU NOAiAAMK, 3aK/IMKanM MOBOK My3uKK «GOPOTUCA 40 OCTaHHbOI KpanuHu rapsyol
KpOBi 3i BCiMa BOporamMu yKpaiHCbKOro Hapoay», ik nucae Ynac Camuyk (1976, c. 167).

CyTo emirpauiniHumM MoXxHa BBaxaTtu nepiod gisnbHocTi Kanenu imeHi T. LLieB4yeHka
Ha TepeHax CLLIA, noynHatoum Big 1949 p. i o cborogHi. Micna TpiymdpanbHmx BUCTYNIB
Kanenu 6aHgypucTiB iM. T. LLieB4yeHka B 3ani Meci l'onin TopoHTo (KaHaga) Ta B binomy
[Lowmi BawwmHrtoHa (CLUA), npo Hel 3aroBopuv B MUCTELIbKUX | KYNIbTYPHO-CYCMiSIbHUX
konax MiBHiYHOT AMepuKHy, a iT ToAilHbOro KepiBHMKa puropis Kutactoro BusHanu
«HaMBU3HaYHiWMM BaHQYpPUCTOM piacnopwu».

Kanena 6aHoypucTiB iMeHi T. LLleBUYeHKa LLie 3 HiMeLbKOro nepiofy NOCTiAHO NiaTpu-
MyBaria HOBITHi MOLIYKM BAOCKOHaneHHs 6aHaypu manctpamu IN. i O. loHYapeHkamy,
t0. Mpunmakom, M. JlickiBcbkum, A. HopHum, M. CTenoBum, M. [I9KOBCbKUM Ta iH.,
diKcytoum y BlaCHOMY BUKOHaBCTBI NPOLLeCH YA0CKOHaNeHHa 6aHaypHOro iIHCTpY-
MEHTapito xapkiBcbkoro (MonTaBcbkoro) TUMy. CborofHi Lo cripaBy Npof0BXYyHOTb
Monofi ManucTpu, 3okpema A. bipko.

OKpeMOoKo CTOPIHKOK MUCTELbKUX AOCATHEHb NpeACcTaBHUKIB YKPaiHCbKOro 3a-
pybiXOKsl € LapyMHa 3BYyKO3anuciB, W0 CTaHOBUTb CBOEPigHY hopMy BUKOHABCTBA,
3acpikcoBaHy TexHiYHMMM 3acobamu. BigomMuin gocnigHuk Lboro HanpsMy CtenaH
MakcuM'toK 3ayBaXxye, LLL0 3BYKO3an1cHa LisifIbHICTb € «OJHUM 3 HANMOMITHILUUX KyTb-
TYPHUX HafbaHb YKpaiHCLKOI CMiNbHOTYM B fiacnopi, ike 3pocTae He JMLLE KiflbKiCHO, ane
M SIKICHO», @ 3aMUCK «HaK1IafatoTh Ha Hally eMirpaLito NeBHUI Bif6UTOK, NUWatoTh 3a
co0oto Cnifiv HaLIoro PocTy i N03HaYarTh HaLl BKJaA Y 3arajibHOYKPaiHCbKY LyXOBHY
ckapbHuuto» (Makcumiok, 2003, c. 67). Cepep, 6araTbox BUKOHABCbKUX HaMNpsiMiB, Bi-
JobpaxeHnx y 3Bykosanucax, 6aHaypHe MUCTeLTBO 3apybixksi CTAHOBUTb BaX/INBY
LiNsIHKY, ocKinbky 36epirae s Halwankie 0cobaMBoCTi PyHKLiIOHYBaHHSA pisHMX chopM
KONEKTUBIB i COMICTIB, iX IHCTPYMEHTapil Ta penepTyap, piBeHb TEXHIYHOI irpoBOT Ta
BOKasbHOI MalcTEPHOCTI, MONYNAPHICTb TUX YM iHLLMX XXaHPiB, KOMMO3UTOPIB, OKPEMUX
TBOpIB TOLW,0. Ak 3a3HauMB OnekcaHgp Kowwuupb, 3ByKo3anucu Bifobpasmnm «Heobxig-
HicTb NoeaHaTK Bi3HECOBI iHTepecK 3 iHTepecamMmn My3UYHUMM 1 KyNIbTYPHUMMU, [ATH
pekopau (3anucK) He TiNbKK LiKaBi 1 LiHHI 3 KyNbTypHOro Ta My3uyHoro 6oky, a 106
MOIJIM 3a40BOJIbHUTU NepeciyHoro nokynus» (Makcumiok, 2003, c. 57).

KaTanoru sBykosanucis, 30kpeMa i 6aHaypHMX, € (DaKTUUYHO OKPEMOIO rany3ato
IXepenosHaBCcTBa — guckorpacieto, CBOEPILHO My3UYHO-BUMKOHABCbKOK 6i6io-
rpadpieto, 03ByUYEHOO NiTepaTypoto. «Konncb, ik KynbTYpHIi Hauii, npungeTbCs Taki
KaTanorv Bugaty, 60 Lie BUSIBNATUME Hally HaLliOHanbHY 3pinicTb Ta BMIHHSA LaHyBaTH
3100yTKM MUHYJIMX MOKOiHb», — NigkpecntoBas C. Makcumiok (2003, c. 71). Y 3BYyKo-
3anucax 6aHaypuCTIB Bigf3epKkaneHa guHaMika po3BUTKY SIK 3arasbHUX TEXHOSOT i
36epeXeHHs i BiATBOPEHHSI BUKOHABCbKUX 3400YTKiB, TaK i MUCTELLbKUX AOCATHEHb
Y pi3Hi nepioaun po3BUTKY, NPoeciNnHOro pocTy, 30Kpema sIKOCTi TEXHIKWU Ipu i criiBy,
cneuundiky iIHCTpPYMeHTapito, 4OMiHYBaHHS irpOBUX XaHPiB, penepTyapHuX NPiopuUTEeTIB
(OyTyak, 2012-2013).

Po3BuUTOK BUKOHABCTBa 6aHAYpPUCTIB Aiacnopu Ha Npuknagi 3ByKo3anucie MoxHa
NpoCniAKyBaTK 3 NO3ULT aHani3y Ha AeKiNbKOX PIBHAX: iICTOPUYHUX €TaniB; XaHpPy — iH-
CTPYMEHTAsIbHUIA UM BOKAJIbHO-IHCTPYMEHTaNbHUIA (aKOMMOHYHOUUIA Ta KOMBIHOBaHUI);
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¢opmu — conbHa (4osoBiya, XiHo4ya) Ta aHcaMbrnieBa (04HOPIAHA, MillaHa); iIHCTPY-
MeHTapito — AiaTOHIYHUNA, XPOMATUYHWUIA; IHCTPYMEHTanbHOro TeM6py (0HOpiAHOro
6aHOypHOro YuM B NoefHaHHi TeMOpIB); perepTyapy — aBTEHTUYHUIA (DOJILKIIOP i Oro
PEKOHCTPYKLisi (AyMM, iCTOPUYHI MiCHI), AYXOBHI XaHpu (KaHTW, NcanbMu), akagemMiyHa
HapoLHO-IHCTPyMeHTaNbHa My3uKa (aBTOPCbKa, Y T. Y. 06pOOKU HApOJHMX MiCEHb);
CTWJIO BUKOHABCTBa — aBTEHTUYHOIO TpaAuLinHoro, NnpodecivHoro akageMiyHoro,
donbknopHo-aMmaTopcbKoro, aBaHrapgHoro (JyTtyak, 2014).

Y auHaMmiui 3Byko3anucie 6aHgypuUCTIB pO3pi3HAEMO gBa iCTOPUYHI nepioan:
eTHorpadpiyHO-40Ci AHULBKUIA | KOMEPLiHUA (32 NPU3HAYEHHAM). SKLLO NePLLUIA
CTaBMB MeTOH 36epexeHHs aBTEHTUYHUX ETHIYHUX 3pa3KiB yKPaiHCbKOro enocy, To
[l0 [Ipyroro Hanexarb «3anuncy, 3po6JieHi 3 MeTOo TX TUpaXxyBaHHS i npogaxy, To6To
KOMepLifHi 3a peanisauieto», xoya i He No36aBfieHi HayKOBOI i MUCTeLbKOT BapTOCTi
(Knumenko, 2010a).

dikcauis ko63apcbKoro AyMOBOro penepTyapy Ha poHorpad BigoMumMu gocnin-
HUKamu EBreHieto JliHboBoto, dinapetoM Koneccoto, Jleceto YkpaiHkoro, KnMmeHTomM
KBiTkoto, OnaHacom CrnacTioHOM Ha noyaTtky XX CT. Bif Ko63apiB i NipHWKIB XapKiBLLUHU
i MonTaBLWMHN iICTOPMYHO 3anovyaTKyBasia HOBMI eTan y My3n4Hin donbKNoprucTuLl
Ta yKpalHcbKiln guckorpadii. PoHosanuc (a nisHiwe i Moro yaockoHaneHi doopmn)
Bifo6paxaB piBeHb irpoBOI TEXHIKM BUKOHABL,IB, CTPIi/ Ta Aiana3oH iX iHCTPYMEHTIB,
NafoBe CriBBigHOLWEHHSI BOKaNbHOI NapTii Ta cynpoBogy, 0co6MBY eMOLiNHY HanoB-
HeHicTb TBOPIB K0O3apiB.

Cnip, TakoX 3ayBaxuTy, Wo anckorpaddis 3a3Buyai MiCTUTb BaroMy iHdopmallito
(kpuTepilt BigOGOPY MaTepiany, nacnopTU3aLlis aBTEHTUYHMX BUKOHABL,iB, reorpaddivuHmx
TepUTOPIN, XaHpiB), Bifobpaxae Ak opMy BUKOHABCTBA, TEMATUYHY CNIPSAMOBAHICTb,
TakK i YaCoBMI CYCMiNIbHUM i XYL 0OXHbO-ECTETUUYHUIA 3pPi3 C/IyXaLbKWUX 3anuTiB (ans
AKOrO iHOAi 34iicHIOBanacs «Bubipka KOMEPLINHO-«HOCTaNbriYHOro» penepTyapy»)
(KnumeHko, 2010b, c. 280).

FonoBHe TemMaTUyHe cnpsiMyBaHHA penepTyapy Kanenu 6aHaypucTiB imeHi Tapaca
LLleBueHKa 3aBX Ay Marno HaLioHaNnbHO-NaTPiIOTUYHMI XapaKTep, OXOMNJIOBaso YXOBHi
TBOPW, MiCHI KO3aLbKOT [,06K, MiCHI CiY0BMX CTPINbLiB, MOBCTAHCLKI MNicHi (BosikiB Ykpa-
THCbKO MOBCTaHCbKOT apMil), TBOPM KOMMO3MTOpIB, 3a60poHEHNX B YKpaiHi pagsiHCbKOro
yacy, y T. 4. i komno3uTopiB giacnopu. OcobnmBy Hiwy penepTyapy Kanenu sanmanmu
TBOPW penpecoBaHoro B YkpaiHi l[HaTa XoTkeBMYa, aBTOPCbKi KOMNO3uLil 1 06pobKku
KepiBHMKIB KONEKTMBY, NepLioyeproBo 6aratopiyHoro aupureHTa Mpuropist Kutacroro.

Kanena Ta il MucTeLbKi KepiBHUKM NoBcsKYac NigTpumyBanu baxoBui piBeHb
BMKOHaBCTBa, TypbyBanucs Npo OHOBJEHHS | 36arayeHHs1 penepTyapy KONeKTUBY Ha
KpaLux Tpagumuisx yKpalHCbKOT My3uKK Ta CBOET MMTOMOI cBoepigHocCTI. Lle nigTBep-
IXYHOTh YMKM BiIOMOro My3MKO3HaBL A Aiacnopu, Bacuna BUTBULBKOTO: «...BOHa
NOBMWHHA nnekaTu, po36yaoBYyBaTH 1 YO,0CKOHANOBATU CBil cneyundivHni, 3 icTopud-
HVMMM Tpaguuismu 6aHaypu TicHO 3B'A3aHui penepTyap» (Buteuubkui, 2003, c. 323).

B. BUTBMLIbKMI BUCOKO OLIiHIOBAB [LislIbHICTb KONEKTUBY BaHAYpPUCTIB, a Moro Muc-
TelbKy Npawto BiAHOCMB [0 3HAYHUX 3000YTKIB yKpaiHCbKOI eMirpauil. HeBunagkoeo
caMe BiH CTaB opraHizaTopoM ToBapucTBa NpuxuIbHUKIB Kanenu npm aMeprkaHCbKOMY
MixHapogHoMmy iHcTUTYTI (1953). ocnigxeHHs gisnbHocTi Kanenw imeHi T. LLieBYeHka
Yy NOro HayKOBIM TBOPYOCTI LLiSIbHO NepenliTanumcs i3 po3yMiHHAM Npobnem He nue
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6aHaypHOro MUCTELTBA Cy4YacHOCTI, ane i aHanisy TpaauLii aBTeHTMYHOro Kob3apcTea
B NMOPIBHSIHHI 3 HOBITHIMM YMOBaMM (PyHKLIOHYBaHHS, Y T. Y. eMirpaLinHuMu.

LLIinbHi TBOpPUYI 3B'A3KM 06'eaHyBanu Kaneny iMmeHi T. LLleBYeHKa 3i cniBakamm
Bacunem Tucsakom, Mocunom lMowynskom, EsreHom Litopoto, Muxainnom MiHCbKUM
Ta iH. Tak, V1. Towynak BBaxas iHCTPYMEHT HaLliOHaflbHUM CUMBOJIOM, a MyieKaHHs
ko63apcTBa HeobOXigHO YMOBO 151 30epeXxeHHs yKpaiHCbKUX TpaauLin B eMi-
rpaujii. ¥ cBoix MeMyapax BiH HarosiowyBaB Ha ocobnuBiv poni Kanenu 6aHoypucTis
iMmeHi T. LLleBYeHKa y My3MUYHOMY CBITi, BACOKO LjiHyBaB iT MUCTeLbKi 3006yTKu: «Liei
MUCTELbKUI KONEKTUB CMPUSIB BEIMYE3HOMY MOCTYNY Y MOLUUPEHHI YKPaiHCbKOI My-
3MYHOT KYNbTYPW He TiIbKK cepef, CBOET eMirpaliii, ane v cepef YyXXuHUIB siK Ha 3axopgi
€Bponu, TaK i Ha aMepuKaHCbKOMY KOHTUHeHTI» (Fowynsik, 1995, ¢. 129).

B cepepoBuwi ykpaiHuiB giacnopu Kanena 6aHgypucTiB iMeHi T. LLileBYeHka 3anu-
Wwanacs €GMHUM No3anapTiiHUM, N03arpyrnoBUM KOJIEKTUBOM, N03a YBapaMu 1 cy-
nepeyHoCcTAMMU, AKi po3ampanu ykpaiHcbKy rpomagy MNiBHiYHOT AMepuKn, a HaBnaky,
3aBXAay BigirpaBana 06'eiHaBYy, BUXOBHY i BUCOKOMOPasbHY posib SIK CrifibHa LiHHICTb
YKpaiHCbKOro cycnifibCcTBa, CUMBOJI €AHAHHS He N1LLEe YKpaTHUiB giacrnopw, ane i Bcix
yKpaiHuiB. B. BUTBULbKMIA, 30KpeMa, 3ayBaxyBaB: «KKob63apcbke Aifio He 3arnHyno.
BoHo, npaBa, nig BNAMBOM Yacy i 06CTaBUH Y fe4oMy 3MiHWUIOCA 1 Habpasno iHworo
XapakTepy, NpoTe BUABWUIIO HeabusiKy BUTPUBANICTb i XMBYYICTb... B 6aHOypuUCTIB, X0ou
BOHM BXe NoHaf, TPMALATL POKIiB HA HOBOMY I'PYHTI fanekoMy Bif, MNonTtaeu i Kuesa,
[0 cborofHi 36epernocs NOYyTTA BaX/IMBOCTI IXHbOI MiCiT NIeKaHHS | NPOAOBXYBaHHS
CTapOBUHHUX Tpaauuii» (Buteuubkuin, 1996, c. 87-88).

Teopua Giorpadist Kanenu — Le He nnLle icCTOPUYHO-XPOHOJOTiIYHUIA 3Pi3 Ti KOH-
LepTHOT 1 3ByKO3amnuCHOI AisiNIbHOCTI, ane i HacMyeHa npaus il MUCTeLbKUX KEPIBHU-
KiB — Ipuropis Kutactoro (1941-1984), Bonogumupa boxuka (1951-1958), NeTpa
MNoTtanenka (1959-1963), IBaHa 3apopoxHoro (1962—1966), Bonogumupa KonecHuka
(1984-1996), Onera Maxnas (1996—2008), AgpiaHa bpiTTeHa (2009-2010), borgaHa
lepsBeHka (2010—-2011), a3 2012 p. — 3HoBy O. Maxnas, i Ha pi3HMX eTanax Cnpusu
AK 30epeXXeHHI0 KONEeKTUBY, TaK i NigBULLEHHLO KOro NpodpecioHaniaMy — BUKOHABCbKOI
MalCcTepHOCTI, pernepTyapy, iHCTpyYMeHTapito.

KepiBHuk Kanenu 6aHgypucTiB iM. T. LLleBueHka Bonognmmnp KonecHuk, skui
ovontoBaB iy 1984—1996 pp., pa3oM 3 KOHLEPTMENCTEPOM — BifOMUM BaHOYPUCTOM-
iHCTPYMeHTasiCTOM i HayKoBLEM-OochigHMKoM BikTopom Miwanosum (KaHaga), cnpsi-
MyBaB BCi 3yCWJISl Ha oraHyBaHHA KanensiHaMM yCiX TOHKOLLLIB XapKiBCbKOro cnocoby
rpu, Wwo 6ynu geTanbHO onMcaHi XoTKeBMYEM | BUKOPUCTAHI Y MOro MUCTELbKIl cnag-
wuHi. LLleneBpu I XoTkeBMYa, Taki Ak «banga», «<bypsi Ha YHopHOMY Mopi», «3anoBiT»,
OpraHiyHo BBINLWAKN 00 penepTyapy Kanenu. Y neplomy Typi Kanenu 6aHaypucTis
iM. T. LLIeBYeHKa Ha icTopuYHii 6aTbKiBLWMHI B 1991 poui (Nig CMMBOMIYHOI HA3BOK
«Mwu 3HOB 3 T06010, YKpaiHO») BepLue Ajsi BITYNSHAHOIO Crlyxaya npo3ByYanu Taki
TBOpMU, AK «3ano.iT» (Ha cn. T. LLleB4yeHka), «KopyoMka» (conicT — MNaeno M1ucapeHko),
«banpa» (conictn — AHapin Copoka Ta borgaH YannmHcbkuit), «<HeBiNbHUUMI PUHOK
y Kadbi» (iHcTpymMeHTyBaHHS o51a Kanenu BikTopa Miwanosa), «bypsi Ha YopHoMy Mopi
(conictu Apema Licapyk i Teogosii Mpuwnsk) (dyTyak, 1991).

3a 3HaYHMIN BHECOK Y PO3BUTOK HaLioHanbHOT KynbTypu Kaneni 6aHaypuUCTIB iMeHi
Tapaca LLleeueHka (HeTpouT, CLLIA) 6yna npucymxeHa HauioHanbHa npeMist YKpaiHu
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iMmeHi Tapaca LLleBueHka (1992), a i 6araTopiuHuii KepiBHKK [puropii KutacTuii 6ys
NMOCMEePTHO HaropoAXXeHW NoYecHoto Bif3Hakoto Mepost YkpaiHu (2008).

Bxe B ocTaHHI [ecaTUNiTTa KONEKTUB NPOBIB BENINKI racTponi: EBponencbKum
Typ (2003 — Benuko6puTtaHisi, ®paHuis, HiMeuyunHa, ABCTpis), 3axifHo-KaHa4CbKUIA
Typ (2005, 2015), no CLLIA (2007, 2014, 2017). Cepef, TeMaTUYHUX BUCTYMIB Kaneam —
LLIeBueHKiBCbKi, Pi3aBsHi, BennkofHi, ko63apcbKi KOHLEPTH, MPUCBATA XepTBaM
lonopgomopy Ta iH. Kanena imeHi T. LLleBYeHKa npoBena cnisibHi KoHuepTH 3 KaHag-
cbkoto Kanenoto 6aHaypucTiB, XXiHounM aHcambnem 6aHgypucTiB MNiBHIYHOT AMepUKH,
3 YKpalHCbKOO cniBaykoro PycnaHoto Ta iH.

Kanena 3aBx v akTMBHO KOHLEepTYyBana, il mpocayxano TUCAYi cnyxadiB pi3HUX
HauioHanbHocTen. BoHa He nuwwe 36epirana ykpaiHCbKy My3u4Hy TpaguLito, ane
" nigTpuMyBana HalioHanbHUI Oyx NpeAcTaBHUKIB eMirpauii. Lie sacBiguye ii 6ara-
TWI apxiB Ta KaTasior 3ByKO3anucis, 4,0 AKOro BXoAATb yKpaiHCbKa XOpoBa Kiacuka
enoxu — M. bepesoBcbkoro, [1. BopTHaHcbKoro, A. Begens, O. Kowuus, M. JluceHka,
K. CteueHka, A. THaTULWKMHa, TBOpU ranuubkux aBTopis b. Kyapwvka, M. FaiBopoHCbKOro,
C. ltogkeBnya, [. CiunHcbKoro, komnosuuii i 06pobku I XoTkeBunya, I Kutacroro,
M. MoTaneHkKa, YNCNEHHI YKpaTHCbKi HAPOAHI MiCHI, KaHTK, NcanbMu.

3Byko3anucu Kanenu imeHi Tapaca LLIeBueHKa 0XONOOTb JYXOBHY My3UKY — li-
TYpriviHy (4acTuHm Cnyxom boxoi . KutacTtoro) i napanitypriiny (Konsiaku, Wweapisku,
KaHTW); LWeBYeHKiaHy (HAapoHY 1 aBTOPCbKY) — MOYMHAIOYM Bif NEPLLOro TBOPY KepiB-
HVKa KonekTuBy Bacunsa Emus («<BcTae xmapa 3-3a IMMaHy»); icTOPUYHI HapOAHi MicHi
B X TeMaTU4HOMY (MaTPiOTUYHI, MapLLOBI, JTipo-€eniyHi Ta iH.) Ta YacOBOMY PO3MaIlTTi
(Bij KO3aLbKKMX [10 NMiCeHb CiYOBUX CTPINbLiB i BOTHIB Y[TA); @ TaKoX aBTOPCbKY YKpaiH-
CbKy My3uKy opuriHanbHy (I XoTkeBunYa, I KutacTtoro Ta iH.) Ta apaHXoBaHy — pi3HUX
icTopuyHKx cTunie — Big 6apoko go XX cT. (dyTyak, 2019).

Cepep, opuriHanbHux TBopIB . KutacToro cnig Bif3Hau4MTU yHiKanbHi KOMNO3uLi,
NPUCBSIYEHI BaXIMBUM CTOPiIHKaM YKpaiHCbKOI icTopil Ta if npeAcTaBHUKAM — Ha BipLUi
|. BarpsiHoro «[licHa npo ToTIOHHKKa», «BcTaBaw, Hapoge», «[lloeMa npo KoHOToNCbKy
OUTBY», @ TAKOX iHCTPYMeHTanbHy «[OMiH cTeniB» Ta NipUYHO-HOCTANbTINHY Ha BipLUi
0. Migcyxu «Ak naBHO».

Bci racTponbHi Typu Kanenu ctaBanu nowToBXxoM Ao dikcauii peneptyapy — 3anucy
MNOro TeMaTMYHMX HanpsiMiB, NPO Lo CBifYaTh Ha3BM anbbomiB: «<Mu 3HOB 3 TO6OHO,
YKpaiHo», «YopHOMOPCbKUI Typ», «YKpalHCbKi cTenu», «<baHaypHe PisgBo» Ta iH.

2018 poky Kanena imeHi Tapaca LLleBuyeHka Big3Hauuna ceoe 100-pivus, 6epyum
BiNIK BijJ Yacy 3acHyBaHHs lNepLuoi kanenu 6aHaypucTiB Nig KepiBHMLTBOM Bacuns
€mus (Knis, 1918 p.), TBOpUMMM cNaAKOEMUSMU AKOT cebe BBaxae. B pamkax Mix-
HapoaHoro ®opymy 6aHAypUCTIB, Lo BigbyBcsa 19—22 xoBTHA 2018 poky 3a cnpu-
AHHA YKpalHcbkoro KynbTypHoro ®oHay, Kanena imeHi Tapaca LLleBueHka npoBena
Ha iICTOPMYHIN 6aTbKIBLLMHI Cepito KOHLLEPTIB 3 Haro4M CBOro CTOpiYHoro toBineto. Ha
KOHLIepTax KOJIeKTUB NifJ KepiBHMUTBOM Onera Maxnas npeseHTyBaB i HOBUI ayAioANCK
«bpatn! bygem xuTul» (JogaTok). Lle cnoea 3 TekcTy BigoMoi noemu T. LLleByeHka
«Famanisa». | pyxe CMMBOJIYHO, LLLO A0 ANCKA YBIALLAN BUHSITKOBO TBOPY Ha BipLUi BeSIU-
koro Ko63aps. LLleBueHKiaHa B penepTyapi 6aHaypucTiB Kanenu nocTiHO cTaHoBMNa
HeBig'eMHy (Mopsaf, 3 eNOCOM, HAPOOHOHO MiCHEe0) 1 akTyasbHY (ie0noriyHy, cycnib-
HO-MOJITUYHY, NAaTPIOTUYHY) cknafoBy. LLleBueHKoBe CNOBO yOCOGHOBANO HaLlioHaNbHY
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camoifgeHTudikawito, po3yMiHHSA 1 YCBI[OMJIEHHS BIACHOT €THIYHOI MPUHANEXHOCTI.
HeBunapkoBo, 0f4HUM 3 HalBigoOMilMX TBOPIB Kanenu Ha Bipwi T. LLleBuyeHka cTana
Komno3suuis «[pait, ko63apto» Ha My3uKy il 6araTopiyHoro KepiBHuka I Kutactoro. Came
ToMy noesisa T. LLleByeHKa cBOe 0c0o6sIMBE HaNOBHEHHSA OTPUMana i B HOBI My3WYHIN
iHTepnpeTauii 6aHgypUcTaMmn KONEKTUBY, KM Ma€e KOO iM's.

Ha aymiogucky 3anucaHo 13 HalisickpaBilumx LeBYEHKIBCbKMX TBOPIB penepTyapy
Kanenu, aBTopcTBa komno3auTtopiB XIX—XX cT. Cepef, HUX: «Haw otamaH Mamanis»
(M. NuceHko), OBi nicHi npo Makcuma 3anisHaka — «On niTa open» Ta «Makcum
ko3ak 3anisHsk» (K. CTeueHko), «bepecteuko» — «Oi, YOro TV MOYOPHINO 3eneHee
none?» (0. Maxnai), «3anoBiT» (K. CTeLeHKo), «<Ha BUCOKi gyxe Kpydi» (cn. i Mys.
I. Kyuyrypu-KyuepeHka, apaHx. 0. Maxnas), «CoHue rpie» (I. MoTaneHko), «Ou, ron,
Taku-Tak!» (M. BepukiBcbkuit), «<He guyitecsa gisyaTa» (M. JluceHko), «yMu Moi,
OyMu MoT, BU MoT enHi» (J1. PeByubKuiA), «ymMu Mol, IyMu MOT, IMXO MEHi 3 BaMu»
(0. MiHbKiBCbKMI), ypUBOK i3 noemu «amanis» (peuutauis A. Kutactoro), <Y Typ-
KeHi no Tim 6oui» (M. JluceHko), «baHaypwucTe, opsie cusuin» (Men. 4. OpnoBa, apaHXx.
0. Maxnas).

Bxe nvwe nepenik TBOpiB BUABIISIE [YXe BaroMi TeHAEHLiT apTUCTUYHOI gisnb-
HOCTI KONeKTUBY Ta ioro kepiBHvka 0. Maxnas. [lo gucka yBinwnv cknagHi 3a Bu-
KOHaBCbKOK XOPOBOK Ta iHCTPYMEHTAasIbHOK TEXHIKOK TBOPY, AKi MaloTb YBMPa3-
HeHWI HauioHanbHUI | akafeMivyHui xapakTep. Cepef, HUX — KOMMNO3WULLii aBTOpPCTBa
3aCHOBHMKIB YKpaTHCbKOT KOMMNO3UTOPCbKOI WKonu — M. JluceHka i K. CTeleHka,

X nocnigoBHUKIB — M. BepukiBcbkoro i J1. PeByLbKOro, KEpiBHUKIB KONEKTUBY —

M. NoTtaneHka i 0. Maxnas. 3B'A30K 3 faBHIMN KOB3apCbKMMU TpaguLUisiMu npea-
CTaBJIEHUI aBTOPCbKOO MicHeto npo LlleBueHka xapkiBcbkoro ko63aps |. Kyuyrypu-
KyuyepeHka, a 3 nobpatnmamm 3 MaTepmkoBoi YKpaiHM — TBOpoM BaraTopiyHoro Ke-
piBHUKa Kanenu im. . Manbopoan — O. MiHbKiBCbKOro. [ToegHaHHS TBOPIB Ha BipLUi
O[HOro MoeTa CKJ1aio CBOEPIAHY NiTepaTypHO-MY3UYHY AUHAMiYHY KOMMNO3ULito.

Cnip, 3ayBaXuTy, LLLO YeproBu AUCK Kanena 34iicHUNa Ha 6aHaypax XapKiBCbKOro
(nonTaBCbKOro) TMNY, 3aCBiAYYHOUM YHiIKaNbHe 36epeXeHHs Liboro iHCTPyMEHTa i Npu-
MOMIB rpy Ha HbOMY, onncaHux e . XoTkeBuYem, B fiacnopi.

[10 BUKOHaHHS LLIEBYEHKIBCbKOrO pernepTyapy KOneKTUB NifinwoB Haf3BMYanHo
BiANoBiganbHO, NpeACcTaBUBLLIM FAPMOHIt0 BOKasIlbHO-XOPOBOT M iHCTPYMEHTanbHOT
CKJ1a[,0BUX, 3NarofXeHni yHicoH Ta 6anaHc 3By4YaHHs YosloBiumMx rosiocis. Cif Takox
NiAKPeCANTU Haf3BMYaNHO BUCOKMI eMOLiNHMI Nadboc i HATXHEHHS Y BUKOHAHHI TBO-
piB, ACKpaBy AMHaMi3aL,ito Ta BUPa3HiCTb TEKCTY (AMKLUIT). 3aranom, HOBUI ayaioAnCK
KOJIEKTUBY, NMPUCBSAYEHUI MO0 HOBINED, YeproBuit pas 3acsifgume NpodecinHui piBeHb
Kanenu, il BACOKY rpoMafsfHCbKY 1 NaTpioTUYHY Micito.

Ouckorpadis Kanenu 6aHaypucTiB iMeHi Tapaca LLleBueHka cTana BifgobpaxeH-
HSIM XapaKTepHUX TEHAEHLI KONIEKTUBHOIrO BUKOHABCTBa 6aHAYypUCTIB yKpaiHCbKOI
nDiacnopw (OyTtuak, 201343, c. 292-293). 3okpeMa, B 1T AiANbHOCTI 06'eAHanM cBOl
3ycunns NpeacTaBHUKM OCHOBHUX BaHAypHUX ocepepkiB MNiBHiuHOT AMepuku (CLUA
i KaHagu), yd4aCcHUKM AKUX CTAHOBJIATb OCHOBHE AP0 KONEKTUBY; Ti 3BYKO3anucu
Nnpes3eHTYITb OLHOPIHE YOJIOBiYe BOKaNbHO-XOPOBE BUKOHABCTBO Yy CYNpPOBOfi
6aHAyp XapKiBCbKO-MONTAaBCbKOro TUMy; iIHCTpPyMeHTasbHa NapTuTypa nepeBaxHo
ofHopigHa — 6aHAypHa, @ y4acTb iHLWIKUX IHCTPYMEHTIB — enisoguyHa; penepTyap Mae

AyTyak, B. [lickorpadia Kanenv 6anaypucTis iMeri Tapaca LLesyeHka MiBHIYHOI AMepVKK



Bulletin of Kyiv National University ISSN 2616-7581 (Print)
2019-2(2)-173-188 of Culture and Arts. Series in Musical Art ISSN 2617-4030 (Online)

YKpaTHO-LeHTPUCTCHKMUI XapaKTep, OXOM/OE NePEBAXHO HALLiOHANIbHO OPIEHTOBAHI
TBOPW PenirivHo-AyXoBHOr0, NiPUKO-NaTPIOTUYHOIO | repoTYHOro 3MICTY.

BucHoBKu

dopMyBaHHS ICKPaBO BUPAXEHWUX PUC CTUIIB KONEKTUBHOIO BUKOHaBCTBa 6aHAy-
pUCTIB, L0 NposiBUnocs B Nigbopi penepTyapy AJjis 3ByKO3anucy, BUSBUIIO 1X CMPSIMO-
BaHICTb SIK Ha BHYTPIiLLHI 03HaKK Kob3apcbKol rpy Ta cniBy (HaLioHasbHi), 30KpeMa Ha
TpauLito YOJIOBIYOro BUKOHABCTBA, TakK i Ha 30BHiLLHI (iHOHALioHasbHE, HeYKpalHCbKe
MUCTELbKe 0TOUYEHHS!). [IuHamika 3ByKO3anucHoT disnibHOCTi Kanenv 6aHaypuCTiB iMeHi
Tapaca LLIeBYeHKa 3acBiguuna OBi B3aeMonoB'si3aHi TeHaeHLil. [MepLua — KoHcepBaTMBHa,
[IOLIEHTPOBA — CrpsiMOBaHa Ha 36epexeHHs TpaguLinHoro 6aHaypHoro penepTyapy (ay-

MOBOr0, PenirinHoro, NiceHHOro) 3 NepeBaXaHHAM BOKaJIbHOT CKJ1aoBol. Y TBopaXx, Lo i

npencTaensoTb, TeM6p 6aHAypy Bifirpae posib eTHIYHOO NOKa3HMKa, HEBIA'€MHOrO Bif,
Bep6anbHOro i MenogMYHOro YMHHKKIB. [lpyra — iHHOBaLiMHa, BigLEeHTpoBa — 3acBigyye
BXOKEeHHS 6aHypHOro MUCTELTBA Y CBITOBUI MY3UYHWUIA NPOCTIp, A€ aKaJeMiYHU
penepTyap (BOKanbHO-XOPOBUN-IHCTPYMEHTAsIbHWI), 3 0fHOTro BOKY, BUSIBIISIE BUCOKMIA
piBeHb NpodeciiHOl MaCTEPHOCTI BUKOHABLB, 3 iHLLOrO, NigKpecstoe B GaHaypi (if TeMopi,
CTpOI, cnieumdii 3BykoBUA00YBaHHSA) BidHaBaHWM YKPaATHCbKUI «€THIYHMIA 3BYKOIdear».

Kanena 6aHpypucTiB iMeHi Tapaca LLleByeHka 6yna i 3an1waeTbcsl YHIKanbHO
KOHLIEPTHO OJMHULIEI YKPATHCBLKOro 3apy6ixoks, ska 06'e HYyHOUM BUKOHABLIB BXe
TPETbOro i YeTBEPTOro NMOKOJiHHS 6aHaypUCTIB-eMirpaHTiB, Nponarye ykpaiHcbke Tpa-
OWLiiHe MUCTeLTBO B Aiacropi, CNpUsie BUXOBaHHIO HOBMX KaapiB BUKOHABLIB.

22 xoBTHs1 2018 p. B Knesi B paMmkax MixHapoHoro dopymy 6aHaypucTiB BigdyBcs
iCTOPMYHMI KOHLIEPT OBOX KOMEKTUBIB, L0 6epyTb CBill noyaTok 3 KUiBCbKOI Kanenu,
3acHoBaHoi B. Emuem — Kanenu 6aHaypucTie iMeHi Tapaca LLleBuerka (CLLIA) i Hauji-
oHasbHoT Kanenu 6aHgypucTie iMeHi leoprist Man6opoau (YkpaiHa). AHani3 crifibHUX
i YHiKaJIbHMX pu1C TX BUKOHABCbKOI TBOPYOCTI, Y T. Y. i 3BYKO3arMMUCHOI, MOXe CTaHOBUTYU
HOBI HaNPsIMU HayKOBUX [OCHIIXEHb.
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Anb6omu Kanenu 6aHaypucTiB iMeHi Tapaca LLlesyeHka 1iBHiYHOI AMepukmn

UKRAINIAN BANDURIST

WOLODYMYR K

185

BLACK SEA TOUR, UKRAINE

HISTORIC LIVE RECOR

1. YkpaiHcbka Kanens 6aHgypucTiB. OupureHT Bonogumup Boxwuk. Ukrainian bandurist's
chorus conductor Volodymyr Boshyk. # 2 Recorded at RCA Victor Studios in Montreal, Marh,
1951. Printed in Canada. (anb60M i3 WwecTu NnaTiBok).

2. YkpaiHcbka Kanens 6aHOypucTiB Mifg MUcTelubkuM npoBogom [puropis Kutactoro
i Bonogumupa boxuka. Ukrainian bandurist's chorus conductor Hryhory Kytasty & Volodymyr
Boshyk Recorded in the concert halls of the United States of America and Canada.
1950-1955. M. & O. GIFT SHOP 6440 Michigan Ave., Detroit 10, Mich. Distributor. Printed in
U.S.A (anb6owm i3 gecAaTv nnaTiBok).
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Compast Disc N21. Compast Disc N22.

12. YkpaiHcbka kanensi 6aHgypucTis. UKRAINIAN STEPPE, 1997.

13. YkpaiHcbka kanensi 6aHgypuctis. BANDURA CHRISTMAS, 1999.

14. UKRAINIAN BANDURA CHOURS. Oleh Mabhlay, Artistic Director. 2006.

15. Ukrainian Bandurist Chorus. «<bpatu! Bygem xutu!». CD. 2018.
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DISCOGRAPHY OF THE TARAS SHEVCHENKO
UKRAINIAN BANDURIST CHORUS OF NORTH AMERICA

Violetta Dutchak

Doctor of Arts, professor; ORCID: 0000-0007-6050-4698; e-mail: violetta.dutchak@ukr.net
Vasyl Stefanyk Precarpathian National University, lvano-Frankivsk, Ukraine

Abstract

This article deals with the discography (audio recordings) of the Ukrainian diaspora prominent
collective — The Taras Shevchenko Ukrainian Bandurist Chorus of North America (Detroit, USA)
in the context of bandura art development research actualization in Ukraine, as well as abroad,
in particular, the celebration of the 100th anniversary of the collective (2018). Along with active
performing activities, with triumphant performances in Massey Hall (Toronto, Canada) and the
White House (Washington, USA), chorus recorded their tunes, issued numerous LP, cassettes,
audio and video tapes, working with more than 600 pieces of bandura and choral repertoire.

The purpose of the article is to analyze the recordings of The Taras Shevchenko Ukrainian
Bandurist Chorus from the standpoint of repertoire-thematic, genre, interpretational, instrumental,
performance and style aspects. The historical retrospective of the discography of the collective
is being made, the latest anniversary disc “Brothers! We Shall Live!" (2018) is being inducted into
the scientific circulation, which defines a the research.

The thematic spectrum of the band's recordings is being noted. In particular, Chorus
created a rich catalog of recordings, which included Ukrainian choral classics by M. Berezovskyi,
D. Bortnianskyi, A. Vedel, O. Koshits, M. Lysenko, S. Liudkevych, K. Stetsenko, A. Hnatyshyn, and
works by H. Khotkevych, H. Kytastyi, P. Potapenko, numerous Ukrainian folk songs, cantos, psalms.

It's being noted that Chorus performing tours became an impetus for the fixation of the
repertoire — recordings of the topical thematic directions, as evidenced by the names of the albums:
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“Again With You, My Ukraine", “Black Sea Tour", “Ukrainian Steppes”, “Bandura Christmas" and
others.

The article uses historical, axiological, musicological and cultural approaches and
corresponding methods that determine the research methodology. In particular, the historical-
chronological method is being used to consider the sequence and stages of the recording work
by the Chorus, axiological — to determine their artistic value, musicological and cultural methods
will contribute to various aspects of the art analysis of The Taras Shevchenko Ukrainian Bandurist
Chorus in world cultural space.

Conclusions. The records of the The Taras Shevchenko Ukrainian Bandurist Chorus identified
the processes of folk instruments upgrade in the diaspora, in particular the Kharkiv-type bandura
of masters P. and O. Honcharenko, Y. Pryimak, M. Liskivskyi, A. Chornyi, M. Diakivskyi, A. Birko
and others.

The analysis of the chorus recordings allowed determining the dynamics of both general
tendencies of preservation and reproduction of chorus performance and artistic achievements
in different periods of its functioning under the direction of conductors H. Kytastyi, V. Bozhyk,
P. Potapenko, V. Kolesnyk, O. Makhlai and others.

Keywords: bandura art; Ukrainian diaspora; ensemble performance; The Taras Shevchenko
Ukrainian Bandurist Chorus; records; discography

AUCKOIPA®UA KANEJJIbl BAHAYPUCTOB
MMEHU TAPACA LLEBYEHKO CEBEPHOU AMEPUKH

BuonetTa [lyTyak

JIOKTOp nckyccTBoBeseHus, npogeccop; ORCID: 0000-0007-6050-4698; e-mail: violetta.dutchak@ukr.net
BY3 «[pukapnaTckuii HaLMOHabHbI yHUBepcuTeT uMeHn Bacunusi CtegpaHunkar, MiBaHo-OpaHKOBCK, YKpauHa

AHHOTayunsa

B cTtaTbe aHanusupyeTcsi ayfMOTBOPYECTBO (3BYKO3anucb) BeAYLLErO KOJIeKTUBA
YKpauHcKoii auacnopbl Kanennbl 6aHaypucToB MMeHu Tapaca LleByeHnko (OeTpouT, CLLA)
B KOHTEKCTe aKTyanu3auuu uccrefoBaHui pa3BuTusi 6aHOYpHOro MCKyccTBa B YKpawuHe
M 3a py6Gexom, B 4acTHOCTM npas3gHoBaHua 100-neTHero toOunes konnekTtuea (2018).
Hapsiy ¢ akTMBHOW UCMONHUTENIbCKOW AeATEeNIbHOCTbIO, TPUyMdanbHbIMU BbICTYNEHUAMMU
konnektuBa B Mecce Xonn (TopoHTo, KaHaga) u benom [Oome (BawwuHrtoH, CLLUA),
Kanenna sadmkcvMpoBana cBoe TBOpPYeCTBO B ayaMo3anucsx, usgana MHOrOYMCIIeHHble
JosrrourparoLiMe nnacTUHKKM, KacceTbl, ayauoaucku, Bugeomucku, obpabotana Gonee 600
npousBefeHuit 6aHAYPHOrO Y XOPOBOro penepTyapa.

Lienbio cTaTbu siBNISieTCS aHanu3 3Byko3anucei Kanennbl 6aHOypucToB uMeHun Tapaca
LLleByeHKO C MO3MLMIA penepTyapHO-TEMAaTUYECKOro, XXaHPOBOro, MHTEPnpeTaLnoHHOro,
MHCTPYMEHTOBEAYECKOr0, UCMOSIHNTENbCKO-CTUIIEBOrO acrneKkToB.

OcylLecTBNIEHO  MCTOPUYECKYID  PEeTpPOCMeKTMBY  ayAuMoTBOpYecTBa  KOJIEKTMBA,
BBEAEHO B Hay4HbI 06OPOT nocnefHUn tobuneiHbin auck «bpatbs! Bygem xutb» (2018),
YTO W CcOCTaB/sieT Hay4yHYl0 HOBMU3HY uccnefoBaHus. OTMeyeHO TeMaTUYeCKunh CrnekTp
Ouckorpadhmm KonnekTua. B yacTHocTu, Kanennoi cosgaH 6oraTblvi KaTanor 3ByKo3anucei,
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B KOTOpbIA BOLUIM YKpauvHCKas xopoBas knaccuka M. bepesosckoro, [l. BopTHsIHCKOrO,
A.Bepens, A. Kowwuua, M. JlbiceHko, C. JliogkeBuya, K. CTeueHko, A. THaTbIWNHA, TPOM3BeaeHus
I- XoTkeBuua, I KutacTtoro, 1. [NoTaneHko, MHOrOUYUCNEHHbIE YKPaUHCKUE HapOOHble MeCcH!,
KaHTbl, canMbl. OTMeYeHO, YTO UCMOJIHUTENbCKUE FracTposibHble Typbl Kanensnbl cTaHOBUNCH
TOMIYKOM K chuKcaummn penepTyapa — 3anucu BeAyLMX TEMATUUYECKUX HanpaBiieHU:H, 0 YeM
CBUOETENbCTBYIOT HasBaHusA anbbomoB: «Mbl BHOBb C TOOOI, YkpauHa», «HepHOMOpCKuii
Typ», «<YKpauHckue ctenu», «baHaypHoe PoxgecTBo» 1 ap.

B cTaTtbe MCMoONb30BaHbl WUCTOPUYECKWUM, aKCUONOTMYECKUW, MY3bIKOBEOYECKUN
M KynbTYpONOrMYEeCKUA MOAXOHbl, @ TakXe COOTBETCTBYHOLIME MM MeTOoAbl, KOTopble
onpenensitoT MeTOA40JI0rUI0 UccrefoBaHuA. B 4acTHOCTY, UICTOPUKO-XPOHONIOTMYECKUA MeTO [,
MCMosb30BaH [Af11 pacCMOTpeHUss MocnefoBaTeNlbHOCTM 3TanoB 3BYKO3anucCbiBakoLWero
TBOpYECTBa KojylekTMBa OaHOypuUCTOB, aKCUOJIOTMYECKMA — LSl OfnpeneneHvs  ero
XYOOXECTBEHHOMW  LEHHOCTM, My3blKOBefueckMe U  KynbTyposornyeckne MeTopnbl
crnoco6CTBYOT Pas3HOCTOPOHHMM acnekTaM aHanu3a BXOX[LEeHUs1 3BYKOBOro TBOpYecTBa
Kanennbl 6aHaypucToB MMeHu Tapaca LLieBYeHKO B MMPOBOE KYNbTYPHOE NPOCTPAHCTBO.

BbiBoabl. Aynuo3anucu Kanennbl 6aHLypucToB MMeHn Tapaca LLieByeHko 3acbmkecupoBanm
npoueccbl COBepLIEeHCTBOBAHUS HapOOHOro WMHCTPYMeHTapus B fguacrope, B 4aCTHOCTU
6aHAypbl XapbkoBCKOro Tuna MacTtepos I1. u A. ToHYapeHko, E. MNMpuitmaka, M. JlnckoBckoro,
A. YepHoro, M. [1skoBckoro, A. bupka n gp. AHanua 3ByKO3anucen KoniekTuBa no3BOJvI
onpefenuTb AOUMHaAMWUKY KakK obOWMX TEeHOEHUWUA COXpPaHEHUss W BOCMPOU3BeLEeHUs
ucnonHuTenbcTBa Kanennbl, Tak U Xy[oXeCTBEHHbIX OOCTUXEHUN B pasHble nepuonbl ee
byHKLMOHMPOBaHUS NOA PYKOBOACTBOM gupuxepos I KutacToro, B. boxwuka, I1. MoTaneHko,
B. KonecHuka, O. Maxnas u gp.

KnioueBble cnoBa: 6GaHOoypHOe WCKYCCTBO; YKpauHcKass pfguacriopa; aHcambneBoe
ucnonHuTenbcTBo; Kanenna 6GaHOypuctoB wMeHu Tapaca LlleBYeHKO; 3BYKO3anuchb;
aygnmoTBOpYECTBO

:C This is an open access journal and all published articles are licensed under a Creative Commons «Attribution» 4.0
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WHCTUTYT uckyccTBoBegeHus, aTHorpapum n ponbknopa um. K. Kpanusel
HauunoHanbHov akagemun Hayk benapycu, MuHck, benapycb

AHHOTayunsa

Lienb uccnefoBaHusa — [aTh NpefiCTaBNEHUE O HEIMHENHON KOHLIENLMU My3bIKU, BbIpaXatoLLen
MOCTMOEPHYHO KOHLIEMLMIO MUPa.

HayuHas HoBU3Ha paboTbl — BriepBble PacKpbITO HOBU3HY (paauKanmMam) KOMMNO3UTOPCKOro
MbILLJIEHMS], OCHOBY KOTOPOr0 COCTaBAsAET NPUHLMUN 06bEKTUBHON MHOTOBAapUaHTHOCTM
U «OTKPbITbI» (hopMaT; BrepBble faHO aBTOPCKOE OnpeAesieHne HENIMHENHOW My3bIKaslbHOM
peanbHOCTH, rAe BbigensTca Tpu dOpMbl penpeseHTaunn: nokasbHas, ToTanbHas
1 nonmdypKaLmoHHas.

MeTogonorus uccnegoBaHus 6asvpyeTcsi Ha UCMONb30BaHUM CUHEPreTUYECKOrO NoAxXoAa
(paspaboTtaH B counococuu BTopor NosioBMHbI XX BeKa), YTO NMO3BOJISIET PACKPbITh HOBYHO
CYLLHOCTb M KaYeCTBO My3bIKaJlbHO-XYJOXECTBEHHbIX KOMMO3ULUIA, PENIEBAHTHbIX MOCTMOZEPHOMY
(MocTHeknaccMyeckomy) COCTOSIHUEO MUPA Y COOTBETCTBEHHO — KOMMO3UTOPCKOMY MbILLSIEHMIO.
Mogienu HenmHeHbIX My3blKalibHbIX CUCTEM OXBATbIBAKOT XaHPOBble (hOpPMbl, ONpefensitoLLme
aKLMOHU3M—X3MMNEHUHT, UHCTPYMEHTasbHbIN TeaTp, NepdoMaHc, a Takxke TEXHUKU KoJnaxa
U MHTEePTEeKCTYyaNlbHOCTU. Heknaccuyeckon CTOPOHOM HOBOM My3blKanbHOW peanbHOCTH
ABNSIETCA HOBas UHTEPMPETaLNsa CUHTE3a, CBSA3aHHas NGO ¢ HETPUBMANbHbIM CONMXEHNEM
BUAOB UCKYCCTB M HUBENIMPOBaHWEM BUAOBbIX FPaHUL, — My3biKaJibHOro U Bep6anbHOro
(dboHeTuueckoro) B BUAe Me30-, akpo- U TeNecTuxa, My3blKasbHOro 1 quasi-TeaTpasibHOro,
My3bIKaslbHOrO U M300PasnTesNIbHOrO, @ TaKXe My3bIKaflbHO-3BYKOBOIO U TEXHOTEHHOrO, TGO
C 3aMeHOM KJTaCCMYECKOro CUHTE3a «0AHOBPEMEHHbBIM COeAUHEHNEM BUAUMbIX U CJIbILUMMBbIX
COBbITWIA B NONMEHOMEHASIbHOM KOHTpanyHKTe». Ha 3Toii ocHoBe cdhopMmMpoBasics CBOero poaa
MOJIMTEKCT, 0COGEHHOCTBLIO KOTOPOrO BbICTYNWUIA HEIMHENHOCTb. Ero HauGonee pagukanbHyto
dopMy NpeacTaBAstOT apT-MUKCTOBble KOMMOo3uumu [1. Kenaxa ¢ «MoIHOCTbH0 pacKoBaHHOM
dopmoii» (. LobpuubiHa).

BbiBogbl. OTNMUNTENBHBIMUY YEPTAMU HEJNIMHEMNHOCTM B My3bIKe BbICTYMNalOT KadyaslbHOCTb
npoLiecca, OTKpbITOCTb hOPMbI, MONIMBAPUAHTHOCTb U MHTEPMNPETATUBHOCTb KaK TEKCTA, TaK
U CpefiCTB BbipaXeHus, rae o6beiMHeEHNE MaTeprana OCyLLECTBSETCS HA OCHOBE CUMYJ/IbTaHUK
6e3 chyHKLMOHANbHOM MHTEPdEPEHLIUU Pa3HbIX BUAOB UCKYCCTB, a MPOLECC CaMoopraH13aLmm
MPOTEKAEeT COriacHO «30BY aTTpaKTopan.

KnroueBblie croBa: HENMHENHOCTb; HOBbIN CUHTE3; MOCTMO/EPHN3M; apT-MUKCTOBAsi KOMMO3ULUS

© TatbaHa Mavieanu, 2019 MocTynmna 11.10.2019
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BeepeHue

MocTmMo[epHM3M B UCKYCCTBE CBA3aH C akTyanvsaunen napagurmbl HEJIMHENHOCTH',
OCHOBY KOTOPOM COCTaBJIsIET «NpefcTaBieHne 0 MUpe Kak O MHOXECTBE CUCTEM,
Kaxgas U3 KOTOPbIX XXMBET MO 3aKOHaM caMoopraHusaummu» (MpuroxuH & CTeHrepc,
1986, c. 8). XygoxecTBEHHOW UHTeprpeTaLmen NOCTMOAEPHOW AeNCTBUTENbHOCTHU
BbICTYMW/a HOBasi, MOCTHEK/Iaccuyeckas KOHUenuUmnsa My3biku, COgepXaHNEM KOTO-
poWn BbICTynaeT MUP KaK OTKPbITbIA TEKCT, HE OFPaHUYEHHbIN B CBOUX CTPYKTYPHbIX
M CMbICJIOBbIX BO3MOXHOCTSX M fonycKatowmii 6ecymcneHHoe MHOXeCTBO UHTepnpe-
Tauwi. [ponssefeHuns, penpe3eHTMpYoLLLMEe NapagurMy HEIMHEMHOCTH, Ha3BaHbl HAMMU
HEeJIMHENHOW MY3bIKOW, NPOLLeCC CTaHOBMIEHNSI KOMMO3UTOPCKOW MbIC/IY, OCHOBAHHbIN
Ha ngesx nepMaHeHTHOM 3BOJIIOLMUN U CTPYKTYPHOM Pa3OMKHYTOCTU, — HEJTMHENHbIM,
caM beHOMEH, BKJIHOYAKOLLUIA COCTOSIHUE U NMPOLLECC, — HEJIMHENHOCTbHO?,

Llenb cTtaTtbmn

LaTtb npencrtasrsieHne o HeNMHEeNnHom KOHLEMNMUMUN My3bIKH, Bblpa)Ka}OLI.l,eVI NMNOCTMO-
LOEPHYHO KOHUenuno Mupa.

M3no)xeHne 0CHOBHOIO mMaTepuana

MoLenu HeNUHEeNHbIX My3blKabHbIX CUCTEM OXBaTbIBAlOT XaHPOBble hOPMbl,
onpegensioLme aknoH3M (TepMuH B. MNMeTpoBa) — X3MMNEHWHT, UHCTPYMEHTAJIbHbI
TeaTp, nepdhoMaHc, a Takxke TEXHUKY KOJlnlaxa U UHTepTekcTyanbHocTu. Ux xapakTe-
pU3yeT MHOXECTBEHHOCTb CMbICJIOBOIO U CTPYKTYPHOIO NPOYTEHNS MaTepurana (Ha-
npumMep, aneatopuka hopMbl) U HE3aKPEMIEHHOCTb TeKCTa (Hanpumep, rpachmyeckas
My3blKa), annpoOKCMMATUBHOCTb 3/IEMEHTOB U CPeLCTB BblpaxeHnsi (My3blKasnbHbIX
1 BHEMY3bIKaJIbHbIX, BXOAALLMX B CTPYKTYPY LIEOCTHOCTM), Ka3yaslbHOCTb M OMEPIKEHT-
HOCTb U3MeHeHUI, 61- 1 nonndypKaLms ¢ GUCCUMMATUBHOM COCTABNSAOLLEN (Pa3OMKHY-
TOCTb CTPYKTYpbl), @ TAaKXe, CBOEro poia, NPoAoIKeHNE My3bIK/ B chepe KOrepeHTHOro
BHEMY3bIKaJibHOro, 06yC/IOBMBLLEE YTBEPXKAEHUE U LULMPOKOE PacrnpoCTpaHeHUE HOBbIX
aHPOBbIX (hEHOMEHOB, OCHOBaHHbIX Ha Uee MUKCTOBOCTM U MHTEPAKTUBHOW MMMPO-
BM3aLuu. BaxHeWluMM nokasaTenemM U MapKepoM HeJIMHEMHOCTH BbICTYNaeT camo-
CTPYKTYpUpOBaHWE Ha OCHOBE BPEMEHHOTIO 1 aHTPOMoreHHoro akTopoB. B kayecTse
CO3MJaTeNbHOrO Hayana B Takoro pofia NPousBefeHNsAX BbICTYNUAN UHOETEPMUHNSM,
BblpaXXeHNEeM KOTOPOro BbICTYNWUM Clly4alHOCTb U HEOMPeAEeNIEHHOCTb Kak (hakTopbl
KOMMNO3UL MK (COYMHEHNS), U MONMBAPUAHTHOCTb M NonndypKauus — Kak akTopbl
CTPYKTYpPUPOBaHMS, a TakXXe «BHEEBPOMENCKas KOHLeNuUms xpoHoca» (BuHuueHko A. A),
anennvpyoLLas K HeorpaHUM4YeHHOCTU NPOTEKAHUSI BO BPEMEHU MY3bIKaslbHOrO MaTe-
pviana (06 atom nucan K. LLITokxayseH B CBO€el CTaTbe «..KaK NMPOXOAUT BPEMSI»).

! HenMHeinHOCTb — 3T0 NOAXO0A, MPU3HAIOLWMIA 06BEKTUBHYIO MHOTOBApMaHTHOCTb MyTel 3B0sLNK,
Hannuue BbIGOpa M3 aNbTePHATUBHbLIX MyTEN U OMNpenesieHHOro TeMna 3BostouMK. JIMHeWHbIN noaxon
OTpULaeT MHOrOBapMaHTHOCTb, HaluMe BblGopa Hanpas/eHns 1 Temnos aBostoLym (KaraH, 6..).

TepMUH «HENMHERHOCTb» LUMPOKO UCMoNb3yeTcss B coBpeMeHHoW cunococdumn (U. TpUroxuH,
C. Kypatomos, 3. Copoko 1 fip.).

2 TlocKONbKY HENWHENHOCTb SIBMIIETCS1 OJHWM U3 BaXHEULWWX MOHATWIA CUHEpPreTuKW, To As
06bACHEHUSA 3TOrO ABMIEHUSA B My3blKe UCMOJb3YeTCsl CUHepPreTuyeckasi TEPMUHOJIONUS.

Maumsanu, T. DopMbl penpeseHTalmnn HeIMHENHOCTY B My3bIKe BTOPOI NOMOBKHBI XX Beka
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O6LW MM A5l HOBbIX MYy3blKalibHbIX peasiii CTaso U3MEHeHWe OHTONOMMYECKUX
OCHOBaHMI KOMMO3MTOPCKOro TBOPYECTBA, YTO BbIPa3uIoch B NPUAAHUM HEJIMHEWHON
KOHLIeNLMU My3blKu cTaTyca IMHEAHOW — iApa eBPOMNencKoro CTUsi My3biKasbHOMO
MbiLieHMsA. KOMNO3MTOpPCKUii MaTepuan NnocTMO4ePHOM 3MOXM NO3BONAET Bblfe-
NUTb 3 TUNa HENMIMHEMHOCTU — NOKaNIbHYH UMM UHKPYCTUBHYHO (C aTTpakTopamu),
OV dypKaLMOHHYHO MM NONMAYPKaLMOHHYIO (CBSI3aHHYHO C anbTePHATUBHOCTbLIO
nyTen pasBUTUS, B T.Y. U B 3aBEPLUEHUN KOMMO3ULMK) U TOTamNbHYHO (OXBaTbiBatoLLel
uenoe). Kputeprem pasnuyeHusi B paMKax HeKIIaCCUYECKON NTEKCUYECKON HOPMbI
U CMCTEMbI KOMMO3WUTOPCKOMO MbILUIEHUs BbICTYNatoT: 1) MacluTab npefcTaBieHHOCTU
HeJIMHeNHON NpoLieccyanbHOCTU — Kak 3Nu3op, ¢ feicTeremM bakTopa ciy4yaHOCTH
B paMKax cTabunbHOW CTPYKTYpbI (NoKanbHas HENMMHENHOCTb: HanpuMep, «Aventures»
L. JlureTun) unm Kak LenocTHbIN KOHCTPYKT C AeicTBUeM haKTopa Cly4anHoCTH,
KOTOpbI (DOPMUPYET CTPYKTYPHYIO HeCTaBUIIbHOCTL (TOTaNbHaa MeTa- Uim me-
raHeNnMHeMHOCThb: HanpuMep, «TpeTbs coHaTar . bynesa); 2) cnocob «3akpbITUsi»
OTKPbITON cucTeMbl (bOpMbl NpoM3BeLeHUs), rae NpeobnafarT anbTepHaTUBHbIE
nytu (6u- 1 nonudypkaLms) U oTCYyTCTBUE 3aKJIFOUNTESIbHOW TaKTOBOMW YepThl
(HenuHelHasna cucTemMa ¢ guccunaumen: Hanpumep, «Etudes Australes» 1. Keingxa);
3) xapakTep pa3BuTHs (NoBeAeHUs)) CUCTEMDI, T4E LapCTBYET BEPOSITHOCTHAS JIOTUKA,
BblpabaTbiBatoLLan akTyanbHbIN NOPSAROK (Hanpumep, «Zyclus» K. LLITokxayaeHa),
a Takxe; 4) npenmyLiecTBeHHas APOBHOCTb CTPYKTYpPbl, pa3MepPHOCTb KOTOPOIA
cospgaeTcsa caMmonofo6HbIMK afieMeHTamMu — ppakTanamm (Hanpumep, «Cartridge
music» [. Keigxa). B yacTHocTuy, Ha opakTanbHou naee, obecneuvBaroLLen euH-
CTBO B MHOroo6pasumu, ctpoaTcs «dppakTanbHble 00beKTbl C HELLesI0N pa3Mep-
HocTbto» (AdbaHacbeBa B. B.), To ecTb accaMbnsix, aTpubyTUpyeMbI KOJTaXeM,
n chnakcyc.

O[LHOW W3 NTOTMKO-KY/bTYPHbIX OMUHAHT «MY3blKaJlbHOrO MOCTMOAEPHU3MA»
B €ro aBaHrapHov BeTBY SIBUNach Ues HOBOro CUHTe3a, KOTOPbI B YCIIOBUSIX He-
JIMHENHOCTM CYLLLECTBEHHO OT/IMYANCS OT CUHTE3a, 0CHOBAHHOI0 Ha B3anMOoAeiCcTBUN
n Koppensuun. I3BecTHO, YTO LiefNlblo CUHTE3UPOBaHUS MY3bIKM U CJTIOBA B KJlacCUKe
(BOKanbHasi U BOKaNlbHO-UHCTPYMEHTaNbHas My3biKa), My3blK1 U [eWCTBUS (gpama,
6aneT), My3bIky, CNOBa, BENCTBUS U XUBONMUCK (My3blKanbHbli TeaTp) 6bino yriy-
61eHne BbIpa3nTeNbHOCTH KaX40ro Bua UCKYCCTB NoJ, BO3L,eNCTBMEM pYroro,
4YTO MPUBOLAMIIO, KaK MpaBusio, K 06oraLeHno caMoro Xyf,0XecTBEHHOro oeHoMeHa.
B nocTHeknaccuyeckyto anoxy, B NOCTMOAEPHMU3ME Uaes CUHTe3a noJiyyana HoOBYHO
WHTepnpeTaLuto, CBAA3aHHY B0 ¢ HETPUBUANbHbIM CONMXKEHNEM BUL OB UCKYCCTB
U HUBESIMPOBaHWEM BUAOBbIX rPaHUL, — My3blKanbHOro 1 BepbasnbHoro (oHeTnyec-
KOro) B BUAE Me30-, akpo- 1 TenecTuxa («Sarg, dolce tacere» J1. HoHO), My3blKanbHOro
n quasi-TeaTpasnbHoro («Aventures» [. Jluretu, «Inori» K. LLITokxayseHa, «[ymbepT,
l'ymbepT» B. KysHeL0Ba), My3bIKanbHOro 1 M306pa3nTesibHOro («pUCOBaHHbIN 3BYK»
1. KceHakuca, rpachmueckme naptuTypbl K. Kapgbto), a Takxke My3blKalbHO-3BYKO-
BOro 1 TexHoreHHoro («Gesang der Jiinglinge», <Hymnen» K. LLITokxay3eHa), nubo
C 3aMeHOM KJ1aCCUYECKOro CUHTe3a «0AHOBPEMEHHbBIM COeAMHEHNEM BULUMbIX
W CAbIWUMBbIX COBbITUI B MONUgEeHOMEHANIBHOM KOHTpanyHkTe» ([epeBep3eBa,
2001). Ha aToi ocHoBe cdhopMUpOBaJICA CBOEro poda NoJIMTEKCT, 0COBEHHOCTbIO
KOTOpPOro BbICTYNuna HeNMHeNHoCcTb. Ero Hanbonee pagukanbHyto dopmy npep-

Maumsanu, T. DopMbl penpeseHTalmnn HeIMHENHOCTY B My3bIKe BTOPOI NOMOBKHBI XX Beka
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CTaBAAOT apT-MUKCTOBbIE Komnosuuun [. Kenpgxa ¢ «MosHOCTbIO packoBaHHOWM
dopmoit» (. LobpuubiHa). NoACHAM cKasaHHOE Ha KOHKPETHOM NpuMepe. Tak,
B «Demonstration of the Sounds of the Environment» [1. Kenpgya 4yeTbipe He3akpe-
NNAeHHbIX U rpacnyeckn He3adMKCMPOBAHHbIX 3/IeMEHTa KOMMNO3ULMM — My3blKa
(sBykoBOW pan), TaHel (nnacTuka), BepbasnbHbli TEKCT (TEXHUKA NIeTTPU3MA), XK-
Bonucb, Q0TO, cBeT — OblIM NpeAcTaBMeHbl COrMAacHO NPUHLNMY «3[4eCb U ceryacy,
KOTopble cocylecTBoBann 060cobneHHO Apyr OT Apyra, He3aBUCUMMO 1 6e3 eAUHOro
cueHapusi. B utore obpasoBarncs KasyasbHbI COBbITUMHBIN MPOLEce U AUHaMU4Yeckas
CTPYKTYpa C CUMYINbTaHHOW KOHCTpyKLMen. CaMoopraHu3aums ocyLLecTBAsAIach Ha
OCHOBE BHYTPEHHWX, UMMaHEHTHbIX JaHHOW cUCTeMe CuJl. BbipaXeHneM HeNMHENHOCTH
cTana obuias v nokasnbHas feLeHTpanm3auns U HepernaMmeHTUPOBaHHOCTb CPEACTB
BblpaXeHus. PeryniTMBHbIM aTTPaKkTOPOM counHeHus Kengka BbICTYNMNA UHTEH-
LU K 3aBepLUEHUIO, MOCKOMbKY BPeMSsi UCNOSTHEHUSA Bbinio orpaHuyeHo 10 yacamu.
B utore o6pasoBasncs KasyasnbHbI COBbITUNHBIN MpoLecc, BKOYaroLWmun dakTop
MMMNPOBM3aLMK, U AUHAMUYEcKas CTPYKTYpa C CUMYJIbTaHHOW KOHCTPYKLUMNEN U UH-
TepaKTMBHOM cocTaBnsiolen. Ee perynsiTuBHbIM aTTPaKTOPOM SAABASETCA MHTEHLUSA
K 3aBepLLEHUNIO, MOCKOJIbKY €AUHCTBEHHbIM periaMeHTOM KOMMO3ML MU BbICTynaeT
Bpemsa — 10 yacoB. Ha Hal B3rnag, ABUXYLLEN CUITO CaMOPa3BUTUS B TAKOro pofa
HeNMHENHbIX MYy3bIKaJIbHO-XYLOXEeCTBEHHbIX TEKCTaX, MapKUPOBaHHbIX MOCTMOLEPHON
3CTETUKON, ABNAETCS TBOPYECKas BOJIA KOMMO3UTOPa U UCNONHUTENS. MHTepaKTuBHas
MMMNpPOBU3aLus, ocyllecTBsieMast Ha 6a3e pa3HbIX BUL0B UCKYCCTB UM OJHOIO U3
HUX (HanpumMep, TeaTpasnbHOro, My3bIKaJIbHOr0), UMEET B OCHOBE He TeJIE0NIOrMYeCcKuii
KOHCTPYKT, a poeBoit anropuTm («Aus den sieben Tagen» K. LLITokxay3eHa, «Apxu-
TeKTOH» B. BOpOHOBA), a priori BK/IHOYAOLWMIA B CBOK CTPYKTYpPY TypOYNeHTHOCTb
W HeyCTOMUYMBOCTb. Takasi My3blKanbHasi cUCTEMa OTHOCUTCS YXe He K KJlaccy Knac-
CUYECKMX, 3aMKHYTbIX, eTEPMUHUPOBAHHbIX, @ K KJlacCy AUHaMU4YecKuX, AeLeHTpa-
NIM30BaHHbIX U CAMOOPraHN3YyHLLKX, F4e CTUMYJIOM /1 CAMOPa3BUTUS BbICTyMaeT
TBOpYeckas BoJs, co3upaTenbHas cuna, Torga Kak CTpyKTypor-aTTpakToOpoM, Uiu
«30BOM aTTpakTopa» (KaraH, 6.1.), akkyMynupyrOLLMM KOMMOHEHTbI LIENIOr0 — YyB-
CTBO NMpepfena, NOporoBoCTU, TO eCTb OM3MNOJIOrMUYECKUIA, aHTPOMOreHHbIN dhakTop.
[Lpyrumu cnoBamu, caMoopraHu3auums Kak akTop CTPYKTYpPUpPOBaHUSA HENTMHENHOW
MY3bIKaJlbHO-XY[,0)XeCTBEHHON CUCTEMbI OCYLLECTBNAETCS HA OCHOBE BHYTPEHHMX,
MMMaHEHTHbIX JaHHOW CUCTEME CUJI.

Mexay TeM, COCTaBSAIOLME aKLUIO U apT-MUKCT KOMMO3ULMIO (apT-MUKCT-
MPOEeKT) pasHble BUAbl UCKYCCTB He MMEOT OBLLEr0 OCHOBAHUS, UTO C Hen3bex-
HOCTbIO CTAaBUT BOMPOC O METOAE U3YYeHNs ABNeHNUS. B kauecTBe onpefenstoLLero
MEeTO0JIOrMYECKOro MHCTPYMEHTapus npefsaraeTcsi 3CTETUYECKUN KOHCTPYKT,
WU «3CTeTMYEeCKNU NUBOT» (pp. pivot — cTepXKEHb), KOTOPbIN 06ecneynBaeT CUH-
Te3upoBaHue 3HaHus. «CMHTE3 HAYYHOro 3HAHUS Yepes NMBOTaLMIO» (BbipaxeHue
L. W. LLinpokaHoBa), unm «cuHTe3 Yepes cBA3b...» (LLnpokaHos, 2011, ¢. 102), To ecTb
yepes NocpenCcTBO NEPEXOLHOI0 3BEHA, PE/IEBAHTHOrO BCEM CTOPOHaM Xy[L0Xe-
CTBEHHOW peaslbHOCTHU, ABNISIeTCA NPUBEKaTeNIbHOW NepcrneKTUBON, MO3BOJISIOLLEN
C No3uLMi pasHbix cdep r'yMaHUTapHOro 3HaHUs, B laHHOM CJly4ae UCKYCCTBO3Ha-
HUS 1 punocopum, MOHATH CMbICIOBON U KOHCTPYKTUBHbIN CTEPXEHb HEJIMHENHOTO
MY3blKaNbHO-XyLOXECTBEHHOIO TEKCTa.
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BbiBogbl

Takum o6pasom, PopMbl penpeseHTaLmm HEIMHENHOCTY B MY3bIKe 3MOoXu no-
cTMopepHa pasHoobpasHbl. VX oTAMYnTeNIbHbIMUM KayecTBaMu BbICTYMNatoT onopa
Ha Ka3yallbHOCTb, HEPernaMeHTUPOBAHHOCTb U OTKPbITOCTb hOPMbI, NONNBa-
PUAHTHOCTb Y MHTEPMNPETATUBHOCTb KaK TEKCTA, Tak U CPefCTB BblpaXeHusl, rae
o6beanHEHWEe MaTepuana OCYyLLECTBNIAETCA Ha OCHOBE CUMYJbTaHuK 6e3 hyHKLUMO-
HanbHOW MHTepdEPEHL MU Pa3HbIX BUAOB UCKYCCTB, a MPOLLECC CaMOOpraHu3auum
NMpoTeKaeT COrnacHO «30BY aTTpakTopa». HoBasi My3biKaslbHO-Xy40XeCTBEeHHasn
peanbHOCTb BbICTYNUMA XyA0XECTBEHHON MHTepNpeTaLunen NOCTMOAEPHUCTCKOM
OEeNCTBUTENBHOCTH, FAE MUP MbICIIUTCH KaK OTKPbIThIA TEKCT, HE OrPaHUYEHHbIN
B CBOMX BO3MOXHOCTSIX M UHTeprpeTauuax. KOHTEKCTOM K HEIMHENHOW KOHLen-
UMM My3bIKM BbICTYMNWIN HENIMHEWHAsS apXMTeKTypa, TeaTp abcypaa, croppeanvsm,
KOTOpble CKBO3b NPU3My aBTOPCKOIr0 MUPOBUOEHNUS BblpaxatoT NOJIMCEMaHTUY-
HYH M MHOTO3Ha4HY, OO bEMHYIO U HETPUBUAJIBHYIO MO COLEPXAHUIO KapTUHY
aKTyanbHOro 6bITus.
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Abstract

The aim of the study is to give an idea of the non-linear concept of music expressing the
post-modern concept of the world.

Novelty of the work. For the first time the novelty (radicalism) of composer’s thinking is
revealed, the basis of which is the principle of objective multivariance and an "open” format.
Initially the author's definition of nonlinear musical reality is given, where three forms of
representation are distinguished: local, total and polyfurcation.

The synergetic methodology was used for the first time (developed in the philosophy of the
second half of the 20th century), which allows to reveal a new essence and new quality of musical
and artistic compositions relevant to the post-modern (post-non-classical) state of the world
and, accordingly, to composer's thinking. Models of nonlinear musical systems encompass
genre forms that define actionism — happening, instrumental theater, and performance, as well
as collage and intertextuality techniques. The non-classical side of the new musical reality is
anew interpretation of the synthesis, either linked to a non-trivial approximation of the art types
and leveling of the species boundaries — musical and verbal (phonetic) in the form of meso-,
acro- and television, musical and quasi-theatrical, musical and visual, as well musical-sound
and technogenic, or with the replacement of the classical synthesis "by the simultaneous
combination of visible and audible events in a polyphenomenal counterpoint”. On this basis,
a kind of polytext was formed, the feature of which was nonlinearity. Its most radical form is
represented by the art-mixed compositions of D. Cage with a “fully relaxed form" (I. Dobritsyna).

Conclusions. The distinctive features of nonlinearity in music are the randomness of
the process, the openness of the form, the multivariance and interpretability of both text
and means of expression, where the material is combined on the basis of modeling without
functional interference of different types of art, and the process of self-organization proceeds
in accordance with the “call of the attractor”.

Keywords: nonlinearity; new synthesis; postmodernism; art mix composition
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AHoTauyis

Meta pocnifyKeHHs1 — [aTu YSIBJIEHHS MPO HENiHiNHY KOHLENLil0 MY3UKK, WO BUpaxae
NocTMOepPHY KOHLENLLitO CBITY.

HaykoBa HOBU3Ha po60TH — BriepLLe PO3KPUTO HOBU3HY (pafuKaniaM) KOMNO3UTOPCbKOro
MUCEHHS], OCHOBY SIKOrO CKJlaflae NpuHUMN 06'eKTUBHOI BaratoBapiaHTHOCTI i «BigKPUTUIA»
dopmaT; Breplwe [[aHO aBTOPCbKe BWU3HAYEHHA HENiHIMHOT MY3WYHOI peasnibHOCTI, Ae
BULINAIOTLCA TpU dopMM penpeseHTaLil: TokasbHa, ToTanbHa i nonidpypkadinHa.

MeTtogonoria pocnigkeHHs 6a3yeTbCA Ha BUKOPUCTAHHI CUHEPreTUYHOro nigxomy
(po3pobnennit B cpinocodpii Apyroi MosioBMHM XX CTOMITTA), WO [0O3BOJIAE PO3KPUTU
HOBY CYTHICTb i SIKICTb MY3MYHO-XYOOXHIX KOMMO3WULiNA, peneBaHTHUX MOCTMOLEPHOMY
(nocTHeknacuyHoMy) cTaHy CBIiTY i, BIAMOBIAHO — KOMMO3UTOPCHKOrO MMUCHEHHS.
Mogeni HeniHIMHMX MY3UYHUX CUCTEM OXOMIOKTh XaHpPoBi (OOpPMM, LLO BM3HAYaKOTb
aKLiOHI3M-X€eMeHIHr, IHCTpPyMeHTaslbHUiA TeaTp, nepdoMaHCc, a TakKoX TexHiKuM Konaxy
Ta iHTepTeKCTyaNbHOCTi. HeknacuyHow CTOPOHOK HOBOI MY3UYHOI peanbHOCTi € HoBa
iHTepnpeTalis CcUHTe3y, noB'sisaHa abo 3 HeTpuBiaSIbHUM 30MXKEHHSIM BULIB MUCTELTB
i HiBENOBAHHAM BUMOOBUX MEX — MY3UYHOTO i BepGanbHOro ((hOHETUYHOrO0) Y BUMNSALI Me3o,
aKkpo- i TeneBiplia, My3MYHOrO Ta quasi-TeaTpasibHOro, My3M4HOro Ta 06pa3oTBOPYOro,
a TaKoX MY3MYHO-3BYKOBOrO i TeXHOreHHoro, abo 3 3aMiHOK KJAaCUYHOIO CUHTe3y
«OAHOYACHMM 3'e AHaHHAM BUAUMMUX | YYTHUX MOAIM B NosliPeHOMEeHanbHOMY KOHTPaMyHKTIi».
Ha uin ocHoBi ccdopmyBaBcs CBOro pofy MONITEKCT, OCOGMMBICTIO AKOro BUCTynuna
HeniHiHicTb. Moro Haitbinbl pagukanbHy hopMy NpeacTaBistoTh apT-MiKCT KOMMo3uLil
L. Keipxxa 3 «MoBHICTHO po3KyToto doopMoto» (1. [obpiyunHa).

BUCHOBKMW. BigMiHHMMW pucamu HeniHIMHOCTI B My3uLi BUCTYMNarTb KasdyaslbHIiCTb
npouecy, BigKpUTICTb chopMuy, noniBapiaHTHICTb Ta iHTEpPNpeTaTUBHICTL K TEKCTY, Tak
i 3aco6iB BMpaxeHHs, fe 06'egHaHHA MaTepiany 34iNCHIOETLCA Ha OCHOBI CUMYNbTAHHOCTI
6e3 yHKLiOHaNbHOI iHTepdepeHLii pi3HUX BUAIB MUCTEUTB, a Npouec camoopraHisauil
NPOTIKae 3rifHO 3 «MOKJIMKOM aTpaKTopan.

Knro4yoBi cioBa: HeNiHiMHICTb, HOBUI CUHTE3; NOCTMOEPHI3M; apT-MIiKCT KOMMO3WLis
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Abstract

The aim of the study is to identify the characteristic traits of Oleh Kyva's composer's thinking
on the example of his chamber cantatas. This goal presupposes the solution of a number of tasks,
in particular, an analysis of the place of his work in the context of musical culture of the second
half of the twentieth century and the allocation of its links with the previous musical tradition.

The research methodology is connected with the use of the method of analysis of the
available musical material — the cantata of O. Kyva, the review of the scientific and theoretical
material devoted to the composer's work. The synthesis and systematization of the results in
order helped to identify the general and distinctive features of the Kyva's cantatas.

The scientific novelty is to shed light on the key features of Oleh Kiva's choral thinking,
which are evident in his chamber cantatas. Synthesis of various genre origins and a bright
melodic beginning are the features that form the basis of the author's compositional style.
The vitality of the cantata genre in 20th century music culture and its ability to reproduce
composer's intentions are affirmed.

Results. Chamber cantata is one of the leading genres in the work of A. Kyva. One can note
the evolution of composer's thinking on the example of his chamber cantatas. In this genre
there is a change in composing thinking — from the prevalence of lyrical images in the first
chamber cantatas to philosophical and in-depth contemplation in the latter.

Conclusions. The composer has a tendency to stylistic synthesis, which manifests itself
through the combination of elements of academic and pop music, folk native music and oriental
ethnic music. Each chamber cantata represents a new version of the realization of this genre
and testifies to the extraordinary melodic talent of the composer. A promising direction for
further research is to highlight the specifics of this genre's embodiment in the works of other
leading Ukrainian composers.

Keywords: chamber cantatas; Oleh Kyva; style; evolution; lyrics

Introduction

Significant interest to vocal beginning is one of the main features of domestic
composers' creation. Lot of attention in their heritage is paid to different vocal and
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instrumental genres. Oleh Kyva is a composer who created a lot of chamber cantatas
and each became a real treasure of domestic art. Although the specific of this
composer's creation gained scientific foundation there are many questions need to
be analyzed deeper.

0. Komenda's work “Chamber cantata in the Ukrainian music of the 2nd half of
the twentieth century. Main trends and trends of the genre"” highlights general trends
and dynamics of cantata genre development in the context of the Ukrainian music
of XX century. H. Manokina's dissertation “The problem of cycling in the genre of
chamber cantata (on the example of Elena Firsova's works) investigated the issue
of parts combining in the frameworks of cycle works in general and in the chamber
cantata in particular. Survey of chamber cantata as a genre in the domestic field
is made by M. Yarko in “"Ukrainian chamber cantata: the invariant of genre form"
monograph. "Evaluation of music beauty” by G. Lunina highlights general features of
0. Kyva's creation. O. Vasylenko's article "Features of the genre of Oleh Kyva chamber
cantata in the context of contemporary composer quest” analyses specific cantata
genre in Kyva's creation.

At the present time the creative heritage of Ukrainian composers worked at the
end of XX and beginning of XXI centuries still remains poorly investigated. That is
why it is the appropriate field for scientific researches. In particular, in modern study
of art there are no systematic results to highlight 0. Kyva's composer's thinking in his
cantata creativity.

The purpose of the article

The underlining of characteristic features of Oleh Kyva composer's thinking on
the example of his chamber cantatas is the aim of investigation. This aim foresees
the decision of some tasks, and, in particular, to analyze the place of his creation in
the context of music culture of the second half of XX century and to highlight his links
with previous music tradition.

Presentation of the main material

Oleh Kyva is the composer who gave the advantage to the pieces connected with vocal
beginning. There are instrumental pieces in his heritage — preludes and other chamber
pieces for piano, concerts, suites, sonatas, ballet, symphonies, but rather often it is the
only embodiment of particular genre. There are much more vocal and instrumental pieces,
chamber (like romances and songs) as well as broad-scale (like cantatas for choir and
also cantatas for voice and orchestra, choirs). Such returning to one and the same genre —
cantata — gives the possibility to talk about it main position in composer's creation.

Oleg Kyva was born on January 5, 1947, and his creative way was connected with
traditional steps characteristic to the composers of XX century. First, he studied at
music school in Poltava, than he studied in Poltava musical college, where he started
to pay attention to the art of composing. In Kyiv State Conservatory named after
P. I. Chaikovsky (from 1995 Petro Tchaikovsky National Music Academy of Ukraine)
Oleh Kyva studied composing in the class of Myroslav Skoryk the master of Ukrainian
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composing art. After graduation in 1971 Kyva started to teach, than he was a musical
editor before he concentrated his attention on creation work.

Kyva composer's style is connected with continuation of romance traditions. Lyric
nature of melody and attention to vocal beginning led to the great number of music for
movies. His soundtracks to genres of cinema created beginning from 80s of XX century
became the fundamental contribution. They are very popular among people because
they attracted attention and it was easy to remember them due to their melodious
sound. A. Lunina mentions the list of his works in the field of cinematography. These
works became very noticeable in the Soviet, Russian and Ukrainian cinema heritage.
“Nowadays among Ukrainian composers Oleh Kyva takes the first place under the
rate of employment in cinematography. He wrote brilliant music to more than fifty
well-known domestic and Russian movies, serials, historic and documentary films,
newsreels and cartoons. They are "The Year of Calf", "Marry-Go-Round", "Unlabelled
Freight", "Hearts of the Three", "Wicked", "Doping for Angels"; Ukrainian movies
“Wasted Sunrises”, "“Dead End", “Long Way to Mum", “Man from "“Alfa" Team", “The
Way to Sich", “Longer than Arrow Flow", “Cossacs Go", “Smoky Mountains", "Clarinets
of Tenderness"...; serials “"Countess de Monsoraue”, "Faults and Their Fans", "My
Personal Enemy", “The Doll", "Ash of Phoenix"...; cartoons “Old Ballad", “Poplar Tree",
“Drama on the Paper”. This is a very small part of the great volume of Oleh Kyva music
to the movies” (Lunina, 2007).

Of course, vocal music was the main for Oleh Kyva and that is the evidence of
his following the traditions of the previous Ukrainian music culture. It concerns the
vocal beginning in general as well as the issue of addressing to cantata genre. There
are a lot of examples of cantatas in the creation of S. Ludkevych, B. Liatoshynskyi,
L. Revutskyi and other composers. In his early period of creation Kyva wrote broad-
scale cantatas. In 1967 Kyva created Cantata in Memoriam of Auschwitz Victims for
soloists, choir and orchestra; in 1970 he created Cantata in V. Lenin Memoriam. The
first work reflected timely and extremely painful topic gained personal character for
all the participants while the second became the type of answer for the social realism
demands. After that composer quit to create broad-scale works and began to address
to chamber cantatas. Totally there were six of them. Each time he chooses the lyrics
of different authors and it allows him to open absolutely different edges of lyric and
sometimes tragic figurality.

The question is why the composer addressed to cantata particularly? This genre
was popular among creation of many composers in the second half of XX century.
0. Komenda gives the list of cantatas created by Kyva's contemporaries. "It is evident
that chamber cantata is enough up-to-date and greatly represented genre in the
Ukrainian music of the second half of XX century. Actually, each Ukrainian composer
has addressed to this genre at least once. For example V. Runchak “Chumaks' Songs"
(for baritone and Ukrainian folk instruments ensemble, 1987), H. Havrylets “Look
into Chilhood" (for soprano and chamber orchestra, 1987), Yu. Homelska “Non-
whispered Words" (for soprano, flute and piano, 1994), V. Larchykov “Night Songs"
(for voice, soprano-saxophone, oboe (alto flute), violoncello, 1991), K. Tsepkolenko
“Exit" (for rkoman's voice, clarinet, accordion and piano, 1996) (Komenda, 2006, p.
24). Generally, in those chamber cantatas of the second half of XX century particular
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common features are formed. Very often they use folklore elements processed taking
into account modern composers' techniques.

In his chamber cantatas — No 1 on A. Novchadovska (1977) lyrics, No 2 on
F. Garsia Lorca (1981) lyrics, No 3 on P. Tychyna (1982) lyrics, No 4 on O. Mandelshtam
and M. Zabolotskyi (1983) lyrics, No 5 on F. Tutchev and O. Pushkin (1993) lyrics —
composer chooses lyrics of different poets. Chamber symphony for soprano and
chamber orchestra on T. Shevchenko (1997) lyrics is close to cantata genre. In these
works composer was able to release absolutely contradictious, by their figurality,
themes. When we talk about such genre as cantata, which is actually a cycle work,
the issue of joining separate parts together is very important. Among works where the
attempts to understand the main principles of cycle were undertook it is necessary to
highlight the work by L. Rappoport. Author thinks there are significant differences in the
issue of keeping cycle integrity depending on national traditions and idea and stylistic
directions. "In each case the investigator underlines one or two musical principles are
prevalent for particular work or chamber and cantata creation of particular composer.
However, usually cycle implements on the basis of the system of principles (and in
chamber cantata not only musical but verbal as well), choice and combining of which
fully depends on author's idea” (Manokina, 2018, p. 1).

We can follow the common feature joining first cantatas by Kyva. The first, the
second and the third chamber cantatas are for one and the same cast — soprano
and chamber orchestra. Woman tells us the story. The forth cantata is for the duet of
soloists — soprano and baritone accompanied by chamber orchestra. The fifth cantata
is for the basso and chamber orchestra. Even considering the cast we can mention the
peculiarity that first we have woman voice prevailing, than there are voices of woman
and man and then there is a transfer to man's voice.

At the same time, each chamber cantata by Kyva is a unique variant of this genre
realization. Cantata No1 on lyric by A. Novochadivska consists of five parts — Prelude,
Aria, Recitativo, Canzona and Choral. These names (except of Prelude) coincide with
genre genetically connected with vocal beginning. They represent retrospection of vocal
chamber works of different times and sometimes had opposite style direction. Each
part contains vocal section which means that even the Prelude is localized. "Aria" part
is connected with baroque style but there are also lyric intonations characteristic for
variety art of XX century. “Canzona" part embodies lyric images remind us about rays of
sun. The author masterly joins parts of academic and variety music art thus we can talk
about creation of the unique woman's "monologue” joining different styles directions.

CantataNo2onF. G. Lorkalyrics contains six parts where names of the parts mostly
connected with instrumental genres — Prelude, Toccata, Intermezzo, Melancholy and
Berceuse. This work is full of watching and particular philosophy combined with lyric
and even intimate utterances. There are also different ranges connected with Spanish
and Oriental melodies, rhythm, peculiarities of orchestrating (castanets, guitar) keep
us closer to Spanish folk music (romances, flamenco). “Pastoral” part combines
shepherds folk tunes and vocal remarks of soprano. Instrumental parts are developed
more in this work because there are parts where there is no vocal at all.

Chamber cantata No3 was written also for soprano and chamber orchestra. It is
the example of song and romance type of chamber cantatas. 0. Komenda thinks that
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there are features of “classic” seen in “national tradition shown in genre and intonation
details of theme and underline existing patterns of genre” (Komenda, 2006, p. 23).
Author means the addressing to the material close to folk songs, using of romance
intonations. Each part of cantata has the features of song and strophe form with the
elements of variations. Leading Ukrainian composer Lesia Dychko, whose creation is
represented by different genres (cantatas, concerts for choir and common prayers,
etc.) mentioned very special talent of composer and her own passion to Chamber
cantata No3. "Oleh Kyva is outstanding Ukrainian composer and his talentis unrivaled.
His music touches the heart of each person. Works in this performance are extremely
varied by emotions: tragedy, drama, lyrical, bright and tender... The third cantata on
P. Tychyna lyrics is my favorite work by Oleh Kyva. Here he glorifies the eternal beauty
and dignity of the World and tragic but magnificent and sacred glory of life. Oleh Kyva
is one of the greatest composers of our time and his music penetrates people's hearts
with its very sincere emotions. His art is the game of heaven spheres” (Lunina, 2007).

Chamber cantata No4 consists of three parts. First two are written on
0. Mandelshtam lyrics and the third part is on M. Zabolotskyi's lyrics. The content
of cantata presents us with deep philosophy thoughts about the Universe and
nature, death and life. M. larko mentions that Oleh Kyva through his art analyzes
and highlights ideas of thinking about the ending of human life and eagerness for
eternity leading for both authors. “The main thing which is underlined by O. Kyva
in the creation of these poets is the pathos of personal eternity which comes from
persuasion that it is necessary to voluntary rule natural evolution” (Yarko, 2009,
p. 60). In the first part of Chamber cantata No4 Oleh Kyva presents very interesting
interpretation of the function of general form of the cycle division. H. Manokina thinks
that the first part acts as an epigraph. It means that main themes and characters
could be found in the chapter on the text level there are no such things at music
level. “There is a conclusion that context environment and music reading of poetry
affect its dramatic functions in the cycle. In Kyva's cantata section of the first part
with poem by Mandelshtam presents the function of epigraph. It concentrates main
characters and ideas of cantata on verbal level, but on the music and stylistic level
makes the contrast with the next parts of the work and makes no influence on the
further development of actions in the work"” (Manokina, 2018, pp. 12-13). Specific
feature of this cantata is intonation dissociation and contrasting parts on music level.
In the first section theme, as far as we can interpret it as one part form as well as three
parts form, we can see intonation isolation and using elements with small ambitus
which remind folk beginnings, in particular, those of archaic period. They combined
with episodes where there is a connection with psalms recitative. The peculiarity of
composer is two-dimentionality of lyrics which could be manifested in meditation in
vocal and instrumental section as well as more actively with high splash of emotions
in only instrumental blocks.

The fifth chamber cantata has some common features with the forth one. There is
also verbal text by two authors. Here the poems of Russian classical poets F. Tutchev
and O. Pushkin are used. It is very important to mention that form of three parts is also
common for both cantatas (fourth and fifth). Theme is connected with depicting of
autumn. There are also very interesting philosophical thoughts of composer. It looks
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like composer draws pictures of nature watching, but there we see the real idea of the
work. There is the problem that human existence comes to the end and that the life
passes fast. "Only at the face of death we understand the reason of life and that we
are mortal” (Vasylenko, 2012, p. 186).

Conclusions

Scientific novelty is in the highlighting of key features of choir thoughts of Oleh
Kyva reflected in his chamber cantatas. Synthesis of different genres sources and
bright melodious beginning are the peculiarities which make the basis of author
composer's style. He confirms the vitality of genre in music culture of XX century and
ability to implement composer's intentions.

Chamber cantata is one of the main genre in O. Kyva creation. We can mention the
evolution of composer's thoughts on the example of his cantatas. This genre shows
us changing in composer's thoughts from lyric characters prevailing in first chamber
cantatas till philosophically deep thoughts in the last. Composer has the inclination
to mix styles and combines elements of academic and variety art music, domestic
folklore and oriental ethnic music. Each chamber cantata is the new variant of this
genre implementation and witnesses about great melody talent of composer. Specific
of embodying of this genre in other leading Ukrainian composers is the perspective
direction of further studying.
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AHoTauyis

MeTolo focnif)KeHHs € BUiNEHHA XapaKTePHUX PUC KOMMO3UMTOPCbLKOro MucneHHsa Onera
KuBm Ha npuknagi moro kamepHux kaHTaT. [laHa MeTa nepefdavyae BUpiLLeHHNA psiay 3aBhaHb,
30KpeMa, aHani3 Micusi Moro TBOPYOCTi B KOHTEKCTI MY3WYHOI KyNbTypu OpYrol nonoBUHU
XX cTONITTS Ta BUOKPEMJIEHHS MOr0 3B'A3KIB 3 NONEpPeaHbOI0 My3UYHOK TpaaULLiEto.

MeToponoria Aocnif)KeHHsA NoB'si3aHa 3 BUKOPUCTAHHAM MeToAy aHanisy HasiBHOro
My3W4yHoro martepiany — kaHTaT O. KuBW, 3[INCHEHHS Orfsify HayKoOBO-TEOPETUYHOro
MaTepiasy, MPUCBSAYEHOrO TBOPYOCTI KOMMO3UTOPA Ta y3arajlbHEHHIO i CUCTEMATU3YBAHHIO
OTPMMaHUX pe3ynbTaTiB 3 MeTOK BULINEHHS CMISIbHUX Ta BiAMIHHUX pyUc KaHTaT Kusu.

HaykoBa HOBM3HA MOMSira€ y BUCBIT/IEHHI KJIHOYOBUX PUC XOPOBOro MwucrieHHsi Onera
KuBK, sIKi YHAOYHIOIOTLCS Y MOro KaMepHWX KaHTaTax. CUMHTe3yBaHHSI Pi3HMX XXaHPOBUX
BUTOKIB Ta fiCKpaBe MeslofMyHe Hayano € TMMU 0COBNMBOCTSAMM, LLO CTAHOBMATbL OCHOBY
KOMMO3UTOPCHLKOro CTUIO aBTOPa. YTBEPAXYETbCSA XUTTEBICTb XaHPY KaHTATU Y MY3UYHIN
KynbTypi XX CTONITTA Ta NOrO CMPOMOXHICTb BifTBOPUTU KOMMO3UTOPCbKI iHTEHLT.

BucHoBku. KamepHa KaHTaTa € OLHMM 3 MpOBigHMX XaHpiB y TBOpYocTi O. Kusw.
MoXHa BIigMITUTU eBOMIOLiII0 KOMMO3UTOPCbKOr0 MUCIIEHHA Ha MpuKAagi Moro KaMepHux
KaHTaT. B pgaHOMy XaHpi MpOCTeXYeTbCA 3MiHAa KOMMO3UTOPCbKOFO MWCNIEHHS — BIf,
npeBasitoBaHHA NipUyHMX 00pasiB y Meplmx KamepHux KaHTaTtax pfo dinocodcbko-
3arnmMbneHol cnornsfanbHOCTi B OCTaHHIX. [lna KoMMosuTopa npuTamMaHHa CXWIbHICTb [0
CTUNbOBOIrO CUHTE3Y, WO MPOSBASETLCS LWIAXOM MOEAHAHHS efleMEeHTIB akageMiyHol Ta
ecTpafHOl My3UKK, BITYN3HAHOTO (PONbKIOPY Ta CXiAHOT eTHIYHOT My3nKU. KoXHa KamepHa
KaHTaTa siBnsie coO60r0 HOBMI BapiaHT peanisauii faHoro XaHpy Ta CBiAYMTb NPO Haf3BUYalHY
MenoguyHy obhapoBaHiCTb KOMMO3UTopa. lNepcnekTUBHUM HanpsAMKOM AAsi NoJanbLuMX
pO3BifOK BUCTYMae BUCBIT/IEHHN cneuundiky BTiNEHHS [aHOMO XaHpy Yy TBOPYOCTI W iHWMKX
NPOBIAHMX YKPaTHCbKMX KOMMNO3UTOPIB.

Knouosi cnoea: kaMepHi kaHTaTu; Oner Kusa; cTunb; eBontoLis; nipuka
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AHHOTayunsa

Lienbio uccnepoBaHusi SIBNSIETCA BblefleHWE XapaKTepHbIX 4YepT KOMMO3UTOPCKOro
MblwneHus Onera KuBbl Ha nNpumepe ero KaMepHbix KaHTaT. [laHHas uenb npepnonaraet
pelleHune psifa 3agay, B 4aCTHOCTM, aHaNIU3 MecTa ero TBOpYecTBa B KOHTEKCTE My3biKaslbHOM
KyNbTYypbl BTOPOW MONOBUHbI XX BeKa U BbleNleHNe ero cBsi3en ¢ NpeablayLien My3biKarbHON
Tpaauunen.

MeTogonorua uccnepoBaHUA CBsi3aHa C  WUCMNOMb30BaHMEM MeTofa aHanusa
uMerollerocss MyablkanbHOro martepuana — kaHTat O. KuBbl, ocyllecTBreHUs OCMOTpa
Hay4YHO-TEOPeTMYECKOro MaTepmana, nocBsLLEeHHOro TBOPYECTBY KOMNO3MTOpa, 0606LeHNI0
M cMcTeMaTU3aunm NoyYeHHbIX pe3ysibTaToB C Liefbto BblAeNeHNst 06LWMX U OTIMYUTENbHbIX
yepT KaHTaT KuBbl.

HayuHasa HOBM3Ha 3aK/HOYaeTCsA B OCBELLEHMMU KJTHOYEBbLIX YepT XOPOBOr0 MbILUIEHNUS
Onera KuBbl, KOTOpbI€e MPOABASOTCSA B €r0 KaMepHbIX KaHTaTax. CUHTe3upoBaHue pasnyHbIxX
XaHPOBbIX UCTOKOB U APKOE MENOANYECKOE HAYaNo ABNAKTCS TeMU 0COBEHHOCTSIMU, KOTOpble
COCTaBNSIOT OCHOBY KOMMO3UTOPCKOrO CTWU/IA aBTopa. YTBepXAaeTcs XU3HEHHOCTb XaHpa
KaHTaTbl B My3blKaslbHOW KynbType XX Beka, U ero cnocobHOCTb BOMIOTUTb KOMMNO3UTOPCKMUE
MHTEHLMW.

BbiBogbl. KamepHas kaHTaTa fIBNsSeTCA OOQHMM M3 BefyLUX XaHPOB B TBOpYecTBe
0. KuBbl. MOXHO OTMETUTb 3BOJIOLMIO KOMMO3UTOPCKOrO MbILWJIEHUS Ha MpUMepe ero
KaMepHbIX KaHTaT. B paHHOM XaHpe npocreXxuBaeTcsi U3MEHEeHWe KOMMO3UTOPCKOro
MbILIMEHUS — OT MpeBasMpPOBaHUSA NNPUYECKMX 06pa3oB B MEpPBbIX KaMeEpHbIX KaHTaTax
K chunocodcko-yrnybneHHon cosepuaTeNbHOCTU B nocnefHux. Komnosutopy npucylia
CKJIOHHOCTb K CTWJIEBOMY CUHTE3Y, KOTOpas MpOSsiBASETCHA 3a CYeT coYyeTaHUs 3JIEMEHTOB
aKageMUYecKom n acTpagHON My3bIKK1, 0T€YECTBEHHOO hOsIbKI0pa M BOCTOYHOW 3THUYECKOM
My3biku. Kaxpan KaMepHasi kaHTaTa npefcTaBnsieT coboi HOBbIN BapuaHT peanu3auuu
JaHHOTO >aHpa W CBUOETeNbCTBYeT O Ype3BblYaMHOW MeNofMYecKon OfapeHHOCTH
KomnoauTtopa. [lepcnekTMBHbIM HanpaBieHneM A48 faNlbHENLLMX NCCe[0BaHMIN BbiCTynaeT
ocBelleHne crneumdukym BOMJOWEHUS [aHHOrO XaHpa B TBOPYECTBE M LOPYruMx BegyLiux
YKPauHCKNX KOMMO3UTOPOB.

KnioyeBble cnoBa: KamepHble KaHTaTbl; Oner Kusa; cTunb; 3BONOLMS; IMpUKa
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