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Tpycenxo C. I'. @opMyBaHHSI MY3UYHO-TIOETUYHOI HUIICHOCTI Y BOKAJIbHUX
mukiaax SpocaaBa Bepemarina. — Kpamidikamiiina HaykoBa mpars Ha IIpaBax
PYKOTIHCY.

Hucepraiiss Ha 3100yTTs HAYKOBOTO CTymeHs JokTopa ¢inocodii 3a
cnemianpHicTIO 025 «My3uune wmuctenTBo» (Tany3p 3HaHb 02 «KymbTypa 1
MHUCTEUTBO»). —  HamioHanpbHa  My3W4Ha  akajemis  YKpaiHM  iMeHi
I1. I. YaiikoBchkoro, MiHICTEpCTBO KYJbTYPH Ta 1H(POPMALIHHOI MOJITUKH Y KpaiHH,
Kuis, 2024.

AkTyaqabHicTb. TBopua mocrath SpocnaBa Bepemarina (1948—-1999 pp.) —
KOMITO3UTOpPA, II0€Ta, BHUAABISA, MY3UYHO-TPOMAJICBKOTO Jdisf4a — HaJCKHTh JI0
wiesian ykpaincbkux MUTIIB 70-90-x pokiB. Bin OyB cyuacuukom €. CraHkoBu4a,
I. Kapabunsg, O.Kupm, I'. Cacbka, B.T'omzsipkoro, B. 3yOuinpkoro Tta I1HIIHUX
TBOPIIIB, SKMX MOXHa BIJHECTH JI0 TaKWX, II0 CHPUSUIM OHOBJICHHIO apceHay
KAHPOBO-CTUIIHLOBUX 3aC001B Cy4acHOI YKPAaTHChKOI MY3HKH, ii JIekcuku. Atmochepa
CTHIbOBUX 3MiH KiHIA 60-70-x pp. XX cT. sckpaBo BigoOpasuiacs B
HEOPOMaHTHUYHIU noeTulll My3uku S1. Bepemarina.

HMoro TBopuMii HOPOGOK € DOCTATHBHO Pi3HOIUIAHOBHM, ajKe KOMIIO3HTOP
MpaioBaB Maibke y BCIX xaHpax. lle TBopu mjii CUMQOHIYHOTO OpPKECTPY SK
MOBHOT'O Tak 1 KamepHoro ckiamiB: «luseprucment (1972 p.), «Croita» (1969 p.),
«Bapiamii» (1970 p.), Konueptr mnst ampra 1 cumdoniunoro opkectpy (1972 p.);
OpPKECTPOBI TpaHCKpHUIIIii TBOPiB KOMMO3UTOPIiB XIX—-XX cT., BelaMKa KIJIbKICTb
KaMEepHUX TBOPIB JJIsI PI3HOTO CKJIaAy (CTPYHHI KBAapTETH, KBIHTETH IJIsi JyXOBUX
IHCTPYMEHTIB), COHATH, COHATHHH, CKEpIO, CIOITH, Ma3ypKd [JIs Pi3HUX
IHCTPYMEHTIB (BioJIOHYENb, (ieiiTa, CKpuUIika, ¢opremniano Tomio). [Ipore camoOyTHS
1 pI3HOXaHPOBAa KOMIIO3UTOpPChbKa TBOpYicTh . Bepemarina mamo Bigoma SIK B
VYkpaini, Tak 1 32 KOPJOHOM, 1 1€ U JIOCI HE cTaja mpeaMeToM (PyHIaMEeHTaIbHOTO
[UJIICHOTO MY3UKO3HABYOTO JTIOCIIIKEHHS.

OCHOBHOIO  JKEpesibHOIO  0a3010 IS BUBYEHHS  JKUTTETBOPUYOCTI
. Bepemarina ctaB Moro ocoOMCTUN apXiB, SIKMH 30€pIiracThCsi BAOMA y JOHBKU —
bornanu Bepemarinoi. Tyau BXOaaTh NEpCOHAIBbHI JOKYMEHTH, JHUCTH, adirmii,
IPOrPAMKH KOHIIEPTIB, MOE31sl MUTI, 3aMallbOBKM Ta HOTHI PYKOIMCH, SIKI CTallu
BU3HAYAJILHUMH JIJIS1 aHAJTI3y TBOPYOTO MPOIIECY KOMITO3UTOPA: BCHOTO BHUSBICHO Ta
onpanboBaHo 153 mo3uilli My3W4HUX TBOPIB Ta Oarato 4epHETKOBUX 3aIUCIB (cepen
SIKUX 8 MOBHUX HOTHMX 30IIUTIB). BUIBIIICTE 13 IIMX KOMIIO3MIIIM, HA Kajb, JOCI HE
BUKOHYBAJIUCS Ta HE € TOCTIHKCHIMH Ha 116 MOMEHT.
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JlomatkoM 110 apXiBHHX JIKEpeN CTaidu 310paHi HEBEIWYKl >KypHaJIiCTCHKO-
nyomiuernyni  crarti . KomskoBoi, I'. JIyminoi, I 3imkiB, O. 3ocum,
O. JlaBpunenko, A. Myxu, T. Hesinuanoi, b. Yina, O. [lIsenoBoi ta H. [llypoBoi y
NEepIOJUYHUX BUIAHHSX, /1€ OMHMCAaHI BPa)KEHHS MICIs KOHIEPTIB 13 OiorpadiuHumMu
Hapucamu 1ipo . Bepermiarina, po3aMuciiv po TBOPH KOMITO3UTOPA, SIKi TIPO3BYUaIIH,
KYPHAJICTChKI J1aJIOTH, aje cepell HasiBHOI 010y10rpadiyHoi JliTepaTypu cepio3HOl
HayKoBOi poOoTu He 3adikcoBaHo. Ha OCHOBI BCiX IHUX MaTepiaiiB JAeTadbHO
JOCITIIKEHO JKUTTEBUM 1 TBOPYHUH IIIX MUTIIS Ta CTBOPEHO KOMIUICKCHY KOHIICTIIIIO
HOT0 TBOPYOi €BOJIFOIII.

BaxxnuBo 3a3HaunTH, 1110 3HaYHEe Miciie y TBopdocTi S1. Bepemarina HajaeKuTh
caMe BOKAJIbHMUM KOMITO3HIIIsIM. JloCIiIKy0uM HOTO TBOPUY CIAAIIMHY, BIIHAWICHO
OJIM3BKO HIICTAECATH TBOPIB PI3HUX BOKAJIBHUX KAHPIB — 116 00pOOKU YKpPaiHCHKUX
MCEeHb, IMCHI, POMAHCH, BOKaJbHI IUKJIM Ta KAHTATH JUIS COIPAHO, MEIO-COMPAHO,
Oaca Ta 0apuTOHA, XOPOBI TBOPH ISl MIIIIAHOTO Ta YOJIOBIYOTro ckiamy a cappella.

3BepHEHHs y IucepTalii 10 BoKaibHOI My3uku f1. Bepemarina oGymoBiieHe He
JUIIe KiUTbKICHOIO MEPeBaror Iux KOMITO3UIIIA cepell 1HIINX >KaHpiB, a U d4epes3 Te,
10 BOHU € CYTHICTIO MOTO MEHTaJIbHOCTI 1 HalsICKpaBillle BUPaXarTh CHocid Horo
MY3UYHOTO MHCJIEHHS, aJK€ MHTElb OyB TaKOX 1 IPEKPacHUM IOETOM, HaBITh
CKOMITOHYBaB BiacHy 30ipKy BIpIIIB MiJ Ha3BOO «XJIOpoQioBl 3epHA», sfKa, HA
*Kanb, He Oyrna omyOJliKoBaHa, aje 3HaiiJieHa cepell PYKOMHCIB (10 Hei BXOAHTH
O0MM3bKO ciMaecaTu BipmiiB). BiH ¢imirpaHHO Ta TOHKO MPaIlOBaB 3 MOCTUYHUM
CIIOBOM, 1 BHP@XEHHS «XYIOXKHIX 3aAyMiB» Yy BOK&JIbHHMX MIHIATIOpaX TICHO
MOB’SI3aH1 3 €MOLIMHUM 3a0apBJIEHHSIM BepOaIbHOIO TEKCTy, caM€ TOMY My3W4Ha
TKaHWHA LUX TBOPIB YacTO MICTUTh 3aByaJbOBAHUI CEHC Ta OOOB’SI3KOBO I'JIMOOKY
IHTEJIEKTyaJIbHY 1]€1O0.

Cepen inmmx MutiiB f. Bepemarin BUIUIAETHCS OCOOJMBOK BUTOHYEHICTIO
KOHIIeNI[iA, padiHOBAHICTIO 3aAyMiB 3 IPUTaMaHHOK HOMY  BHUPa3HOIO
IHTEJIEKTYyaJIbHICTIO, 10 BUSIBISIETHCS Y 3BEPHEHHI [0 KaMEpHUX >KaHpiB. Ale
IPOCTEXKYETHCS 1 CBOEPIAHE TIPArHEHHST KOMITO3UTOPA /10 YKPYHIHEHHS (OpMH uepes
CXWJIBHICTh JIO0 ITMKIII3allii, KOJMM 00 ’€qHAHHS OKPEMHX MIHIATIOpP TIEpepocTae y
BEJTUKUI MOHOJIITHUH TBIP.

VY TBOpUOMY HOPOOKY KOMIO3UTOpa € 14 BOKanbHUX IUKIIB, KOKEH 3 SAKUX
CKJIaJIalOTh B1Jl ABOX JI0 YOTUPHOX BOKaJbHMUX MiHiaTIOp. Ha >kanb, Ha CbOroaHI TpU
IIMKJIM 3 TIEpeNiKy BiIHAWJIEHO HE MOBHICTIO, TOMY BiJpejaroBaHa Ta Onmy0JiikoBaHa
HOTHa 30IpKa BOKaJbHMUX IUKIIB «HamamioBaB XyJIOXXHUK CMYTOK...», fiKa cTajia
BOXJIMBUM JIOJIaTKOM J10 poOoru, Hamiuye 11 mosumiit. Cepen HuX € 00poOKu
YKpaiHChKUX, YEChKHX Ta CJIOBAllbKUX HAPOJAHUX IICEHb, LUKJIM Ha BipuIl
YKpaiHChKUX MOETIB B. Mopnans, B. I'epacum’1oka, M. Y noBuueHka,
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®. Mnunuenka, M. lonenru, I1. Tuuunm, . 3aryna, M. [Ipait-Xmapu Ta Ha TEKCTH
CTapOBHHHMX KOpEHChKUX MoeTiB y nepekial O. XKosrica.

OTxe KIIOUOBUM IMIYJIbCOM JUJIsi HAOMIKEHHS 1O BHYTPIIIHBOTO CBITY
MUTEIbKOT 1HAMBiAyanbHOCTI . BepemariHa crajgo mMOe€IHAHHS MOETUYHOTO 1
KOMIIO3UTOPCHKOTO Hayajia y TapMOHINHO-00/1apoBaHiil mroauHi. BusHaueHHs
€IHOCTI BCIX KOMIIOHEHTIB TBOPYOCTI OCOOMCTOCTI MUTI, 3aKJIaJeHUX Yy caMiid
OpUPOAl KOMIIO3UTOpPA, CHOHYKAJIM JO pO3MJsAy HOro TBOPIB IiJ KyTOM
npoOsieMaTuku 1iTicHocTi. CaMe IUTICHICTh 1 € OCHOBHUM acIleKTOM, SIKUW BU3HAYA€
BOKAJIbHUU ITUKII.

dopMyBaHHS IUTICHOCT] JUIsl KOMIIO3UTOPA 3aBXAH € OKPEMUM 3aBJIaHHSIM,
a/pKe BiH 00’ €/IHy€ MIHIATIOPH, SIKi 32 CBOEIO MPUPOJIOI0 € AaBTOHOMHHUMH, 1 Oy/Ib-sKa
3 HUX MOXXE ICHYBaTH SIK OKpema OAMHHI. ['0l0BHE 3aBHaHHS MUTISL — 3HANTH
BHYTPIIIIHI 3B’5I3KU Ta JOTiKy 00’ eqHanHs. [Iporec opranizaiii muKiIy 3aj1eXuTh Bij
Oaratbox (hakTOpiB 1 3aBXKIU € 1HAUBIAyaTbHUM. He3Baxaroun Ha Te, M0 3arajbHa
TeOpis, B SAKIH  poO3pOOJSAIOTHCS  MNUTAHHA  IUIICHOCTI, €  OUIbII-MEHII
peNpe3eHTOBAHOI0 Yy HAYKOBIM JiTepaTypl, 3BEpHEHHS A0 Ii€i TemMu OyAe 3aBkKIu
aKTyalbHE.

HaykoBa HOBU3HA [OCJIIKEHHSI TIOJSITa€ y TOMY, M0 Ha OCHOBI
IPOAHAI30BaAHUX 1CTOPUKO-KYJIBTYPHUX 1 MHUCTEITBO3HABUMX JIKEPEN OKPECIEHO
3arajibHy XPOHOTOIIYHY cnenudiky BIJITTOBITHO nepioay KUTTSA
. Bepemarina (1948—1999 pp.). Brepiie y miomuHi BITYM3HIHOTO My3UKO3HABCTBA
PEKOHCTPYHOBAHO 1CTOPUKO-OiorpadiuHmil apea, moB’s3aHui 3 AisuibHICTIO KiyOy
MOJIOAUX ~ KOMIO3uTOpiB  mpu  KuWiBChKill  JepkaBHIN KOHCEpBaTopii
imeHi I1. YakikoBcbkoro (70—-80-11 pp. XX CT.); CTBOPEHO KOMIUIEKCHY 1CTOPUKO-
OlorpadiuyHy nmaHopamy >KMTTE€BOrO Ta TBopuoro uuisixy f. Bepemarina; BigHai1eHO
Ta CHCTEMaTHU30BAaHO 3a XPOHOJOTIYHHM Ta >KAaHPOBO-CTHIHLOBUM IapamMeTpaMu
NapTUTYPH KOMIIO3UTOpa PI3HUX IMEPIOJIB TBOPYOCTi; MPOAHATI30BaHO OCOOHCTO
BiJIHAMICHI aBTOPKOIO JaucepTalii BokajabHI UKIM 5. Bepemiarina ta po3riasHyTo iX
MY3UYHO-TIOETUYHY JpaMaTyprito MiJ KyTOM 30py BUSIBICHHS ()EHOMEHY II1JIICHOCTI;
YBEJCHO B HAyKOBUW OOIr aBTOPCHKUU TEPMIH «IOJIIATOBI (GPECKU» MIOAO0 IUKITY
«/IBa pomancu» Ha Bipmii B. 'epacum’toka. Takok Ha OCHOBI 3A1HCHEHUX y TPOIIECi
HaIlMCaHHs JHUCepTalli TEOPETUKO-TEKCTOJIOTIYHUX JIOCHIIKEHb BIIPEJAaroBaHo Ta
omyOJiKOBaHO HOTHY 30IpKy BoOKainbHUX LUKIIB . Bepemarina «HamantoBas
XYJIO)KHUK CMYTOK. ..).

PesyabTaTun aociaigkenns. Tropuicts f. Bepemarina npunana Ha mepiof
1960-90-x pp., CHOBHEHUM KPUUYIIMX MPOTUPIY, 110, 0€3YMOBHO, BiI3EPKATUIUCS
y MUCTEIbKIN TIomuMHI. BapTo 3a3HayuTH, 110 11€ OyB ICTOPUYHO BAXKIUBUHN €Tal y
BU3HAUYCHHI MY3UYHOI Ta KyJbTYPHOI IJIEHTUYHOCTI YKpaiHW, SKUA BiJ3HAYUBCS
SCKpPaBUM BHSBOM TBOPYOTO TOTEHIIAy B YMOBaX BaXKJIIMBUX CYCIUIBHUX 3MiH.



5

5. Bepemiarina MO>KHa BBa)KAaTU SICKPABHM IPEJACTABHUKOM 1HTENITEHINIl Ti€l 100u.

Posrnsig BIMBY pI3HMX KUTTEBUX TOMIM HA HOTO MYy3WYHUH CTWUJIbL Ta MaHEpy

TBOPYOCTI BUSBUB IiKaBi 3B’ SI3KHU:

rmboka o00i13HaHicTh Sl. Bepemarina y mNpuXoBaHIM TOMINIHBOIO BIA00
CHpaBXHIN icTopii YKpaiHu, TOPIICTh 3a YKpPaiHCHKUN HApOJ Ta MOIIaHa 10
HWoro Tpaauiliii, Ipo IO CBIAYUTH OCOOMCTa MOE3is MHTII Ta PO3IOBIJI
TOBAPUIIIB IO KOMIO3UTOPCHKOMY «IIEXY»;

KOMIIETEHTHICTh Yy c(depl yKpaiHChKOi JIITepaTypu: MHUTELb 3HAaB TBOPYICTb
0araTbOX MaJIOBIJIOMUX Ha TOW dYac YKpPAiHCHKHUX TIO€TIB, TNPUXOBAHO
NepenrCcyBaB BipIlll PePEeCOBAHUX aBTOPIB, MMKMCAaB BOKAJIbHI KOMITO3UIIIi HA IIi
TBOPU;

HapOJHE MHCTEITBO CTaJl0 OCHOBOIO JJIsl MOTO KOMIIO3UTOPCHKOI TBOPYOCTI,
Ni3HaHHS YKPAiHCbKOI MEHTAJIbHOCTI HAMsCKpaBIllE BUPA3WIOCA Y 3BEPHEHHI
110 GOJIBKIIOPHUX JIXKEpES Ta HAITMCAHHS Ha 1X OCHOB1 My3UYHHUX TBOPIB;
y4acTb B YHIKQJIbHOMY TOTOYaCHOMY KOJIEKTHBI, Xopi <«OKailBOpoHOKY,
TOJIOBHOIO METOI0 SIKOro Oyio (opMyBaHHS HAIllOHAIBHOI CBiJIOMOCTI
rpoMajisiH YKpaiHM Ta BIJHOBJIICHHS YKpaiHCBKOi icTOpii, erHorpadii Ta
(OJBKIOPUCTHKH;

aKTHBHA y4yacTb y AisibHOCTI KiyOy Mosogux kommno3utopiB npu KuiBcbkii
KOHCEpBATOPIii, OCHOBHOIO LIJUIIO SKOTO OYyJIO CIPUSHHSA TBOPYOMY PO3BHUTKY
MOJIOIi, BHUABIEHHS Ta PO3KPUTTS IX XYJOKHBOTO TOTEHINAIy depe3
3a0e3nedyeHHs (axoBOro CIUIKYBaHHS 3 BUJIATHUMH MHUTISIMU Ta 3HAOMCTBA 3
HOBUMU KOMIIO3UTOPCHKUMH TEXHIKAMU;

y4acTh y MIATPUMII TBOPYOTO CTAHOBJICHHS BOKaJIbHO-1HCTPYMEHTAJIBLHOTO
ancamOmio «Ko063a», skuil momynsipu3yBaB yKpaiHCHKY MICHIO HE JIMIIE B
VYkpaini, a i1 3a ii MexaMH, CHPUAIOYM PO3BUTKY YKpPaiHCbKOI MY3HMKH Ta
HApOJIHOI TBOPYOCTI;

IIiHa TpuBajga poboTa y BUIABHUIITBI «My3uuHa YkpaiHa», ske Oyio
YVHIKQJIbHOIO  CTPYKTYpOIO, JI€¢ B3a€EMOJISIIM HE JIMIIE KOMIIO3UTOPH,
MY3WKO3HABIll Ta My3UKaHTH, a i JIITepaTypHl PEIaKTOPH, MOETH, XyI0KHUKH
Ta IHII CIEHIaiCTH Pi3HUX c(ep; BUIAHHA HOTHHUX 3Pa3KiB Mall0 BaKITMBE
3Ha4YeHHS Y 30€pekKeHH1 Ta MOMyJspu3anii yKpaiHCbKOi My3WYHOI CIIaAIIUHY;
TICHa CIIBOpals 3 BUAATHUM YKpAaiHCBKUM JUPUTEHTOM, I1aHICTOM
B. Maroxinum, gxkuii OyB XyJI0XKHIM KepiBHUKOM «KHIBCBKOI KamepaTuy.
JISIBHICTE 1BOTO KaMEPHOT'O KOJEKTUBY Oylia CHpsSMOBaHAa Ha BHUKOHAHHS
HOBOI CY4YaCHOi YKpaiHCbKOI My3uKH 1 kommoswuiii f. Bepemarina yacro
3By4Yalid y iX penepryapi. KoMmo3uTop HamnucaB OUIBIIICTS CBOIX TBOPIB came
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g «Kamepatn» a Takox 3poOMB HU3KY OPKECTPOBUX TPAHCKPHIMILIN HOTHHX
3pa3KiB YKPaiHCHKUX Ta 3apyO1’KHUX aBTOPIB;

e poOoTa BIANOBIAAILHUM cekperapeM y Chulill KOMMIO3UTOPIB YKpaiHH, 110
o0’eqHyBaNa JISJBHICTE TPO(PEeciiHUX KOMIO3UTOPIB 1 MY3UKO3HABIIIB.
[IpoBoaunacs Benrka TBOpuYa poOOTa 3 opraHizailii JEKL1i-KOHLIEPTIB 1 PI3HUX
MY3UYHO-ITPOCBITHUIIBKUX 3aXO/I1B.

3 oAy Ha COLIOKYJLTYPHI Ta >KaHPOBO-CTUJIbOBI ACMEKTH MOXKHAa BU3HAYUTU
3HAYYIIMNA BIUIMB IUX TpolieciB Ha MucTenTBo S1. Bepemarina, o crae npoBigHUM
dakTopoM y (opMyBaHHI HOro My3WYHOI 1JCHTUYHOCTI Ta BHU3HAYAE XapaKTep
TBOPUYOT'O CEPEIOBHUIIIA.

VY mporeci T0oCiKEHH HKepeTbHOT 0a3u BIANOCS CUCTEMaTU3yBaTH TBOPUHIA
JOpOOOK MHUTII 32 XPOHOJOTIYHUMHU Ta >KaHPOBO-CTHJILOBUMH IapaMeTpaMu,
HAJAI0UM YITKE YSIBJICHHS MPO €Talmu Ta PO3BUTOK HOro TBOpuUoCTi. BusBieHo Ta
ompaipoBaHo 153 mo3uiii pyKOMHCiB MY3MYHHUX TBOpIB Ta 0arato 4epHETKOBHX
3anmuciB (cepel SIKMX 8 HOTHUX 30IIMTIB). BcTaHOBIEHO, 10 cepesl TBOPUYOTO
JOpOOKY KOMIIO3UTOpa, KU BAAIOCA 1IEHTU(IKYBaTH, NEPEBaXarOTh HACTYIHI
TBOPU: BOKaJIbHUN KaHp — 51 mos3uiis (pa3oM 3 BOKaJIBHUMH IHKJIAMHU),
doprenianHi kommno3uilii — 47, 1 KamepHoro ckiany — 45, mis xopy — 8 1 s
cuMpoHiyHOrO Oopkectpy — 2. Ha »xanb, He BCi TBOpM Ha e MOMEHT BAAJIOCS
BIJTHAWTH MOBHICTIO, aJie BCE K OKPECIEHO 3arajibHUi MONTYKOBHUI BEKTOP.

Han BokambHMMH ITUKJIAMU KOMITO3UTOP MPAIlOBaB MPOTSITOM BCHOTO KHUTTS,
JUTSL IETATBHOTO MY3MKO3HABUOTO aHali3y Oyi0 BUOPAHO I’ ATh TBOPIB IIOTO KaHPY,
110 B1IOOPaKarOTh TBOPUI MONIYKH MUTIIS Y Pi3HI POKH.

JIBa mepmiux MpoaHaIi30BaHUX BOKAIBHHUX IUKJIM MOOYJOBaHI HA 3BEPHEHHI
10 QoabkiopHUX JKepen: «/[B1 ykpaincbki raiBkm» (1969 p.) ta «/IB1 ykpaiHChKi
nicH» (1974-88 pp.). Takuii BubOip marepianiB fl. Bepemarina Bkasye Ha CTyHiHb
3aIlikaBJIEHOCTI (POJBKIOPOM y paHHI poku Horo TBopuocTi. Lli HapomHi micHI
KOMITO3UTOP MIT B3STH 3 pernepryapy xopy «KaiBopoHOK», A€ BiH CIiBaB Ha TOU
qac.

«CmieTbess  mxepeno» Ha Bipuii B. Mopnans — 1980 p. S Bepemiarin
NPUCBSITUB MOTO TOMI MaJICHBbKINA JOHEYIN, sika Oyja BiIpajor IS MHUTI. Xoua
MOeTUYHUM (QYHAAMEHTOM ISl TBOPY cTaja moesist B. Mopnassi, ane BoHa CHOBHEHA
0o0pa3HUMHU O03HAKaMHU KaJICHAAPHOTO IUKIY 1 Y My3U4YHY TKaHHHY KOMITO3HIIli aBTOP
MaiiCTEpHO BILTITAE KaHPOBY (POJIBLKIOPHY OCHOBY — KOJIUCKOBOT T BECHSHKH.

«IlepenquyTTsi BeCHW» — 1€ BOKaJbHUM LMKJI Ha BIpHIl MOETIB 100U
«YKpaiHChKOTO BiipomkeHHs» 1920-x pp., Hanucanuit y 1986 p. — nepioj1 akTUBHOTO
PO3KBITY Ta MOBEPHEHHS TBOPUOCTI PENPECOBAHMX aBTOPIB. Y MY3UUHIM IUIONIUHI
BiJIOYBA€THCS CBOEPIJIHE OCYYACHEHHS 1HTOHAIIMHO-)KaHPOBUX €JIEMEHTIB HApOIHOT
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TBOPYOCTI Yepe3 BUKOPHUCTAHHS 3aC00IB Cy4acHOI KOMITO3HMIIIHHOI TEXHIKH MY3UKH
XX cT. (30KpemMa po3NMIMPEeH0i TOHATLHOCTI Ta MOJAIBHOCT1).

Bokanbamii mukn «/[Ba pomancu» Ha Bipmn B. I'epacum’roka HamucaHuii y
1991 p.. TyT KOMITO3UTOP 3BEPTAETHCS IO MOCTUYHOI TBOPUOCTI MUTIIS, KM CTaB
MPEeJACTaBHUKOM TpaHChOpMallil XyJ0KHbOI CBIJIOMOCTI y JIITEpaTypHIM IUIOIIMHI
1990-x pp.:  po3Ball  TOTAJITApHOI  CHUCTEMU  TMPHU3BIB  JI0  CBOEPITHOI
JUCTAHUIMOBAHOCTI BiJ CYCHUIBHO-MOJMITUYHOTO (akTopy. Bimxunstouuce BijJ
PI3BHOMAHITHUX  «KOJEKTHUBHUX»  1JICOJIOTIM, OCOOMUCTICTh  (DOKYCYeThCS  Ha
1HIMBIAyaJIbHOMY Ta YHIKQJILHOMY, IPUYOMY TeMaTHKa 1 poOjieMaTuKa MUCTEIIbKUX
TBOPIB HE JIMIIIE TIEPECTYIIA€ MEXKI 3a00pOHEHUX cep AIHUCHOCTI, ane i BUSIBISETHCS
1032 YaCOBHMH, OHTOJIOTTYHMMH, €TUYHUMHU 1 BUKJIIOYHO €CTETUYHUMHU BHUMIpPaAMHU.
KoMmo3utopchkuii TOMIyK 1HAMBIAYaJIbHOTO Yy BOKAJIBHOMY UMKl Ha BipIi
B. I'epacum’toka BTUTIOETBCS 4Yepe3 3BEPHEHHS O OCOOUCTOI €MOIIHHO-4yTTEBOT
chepu nepexxuBaHb Ta CHOrajaiB. Y JaHOMY BHUIAJKy OpraHIYHE MOEIHAHHS 3
(OJILKIOPDHUM  CBITOM  BIJIOYBAa€ThCA 4Yepe3 IOMIYK BJIACHOIO  BHUPAXEHHS
CIUPAIOYUCh Ha OapTOKIBCHKUN CTHIIb. TakuM YHMHOM XYHAOXXHHUKOM CTBOPIOIOTHCS
YHIKaJIbHI My3WYH1 «I0JIJIaJI0B1 (pEeCKU», CIIOBHEHI OararcTtBoM HaTypaibHUX (apo
Ta IITMOMHOI0 00pa3iB.

OTxe, 3 OISy HAa TPEJICTaBICHY MMAaHOPAMy BOKAJIBHUX IMKJIIB PI3HUX
nepiogiB TBopuocTi . Bepemarina Mo)XeMO BIJ3HAYMTH CHUJIBHHH BIUIMB Ha
KOMITO3UTOPCHKY pOOOTY CYCHUTLHO-TIONITUYHUX BisIHB 1 3a3HAYUMO, 110 TTPOBITHUM
(aKTOpOM OHOBIIEHHS CTHJIIO MUTLISA CTaB HEO(OIBKIOPU3M.

1. Biobip mekcmig 01 6OKANbHUX YUKILIB.

BucBiTaeHO NpUHIMOM BiAOOPY TEKCTIB KOMIIO3UTOPOM JJii CTBOPEHHS
BOKAJIbHUX IIMKJIIB, 110 PO3KPUJIO BaXKJIMBI aCMEKTH B3a€MO/IIi CJIOBA Ta MY3UKU B
HOoro TBOpYOMY MPOLECI, aIKe BkKE Y BUOOpPI MOETHYHOIO JKEpena KOMIIO3UTOP
dbopmye TOIHTOHAIINHY ITUTICHICTD.

a. BepOanbHi psaj nepuux ABOX HUKIIB «J[B1 ykpaiHChK1 raiBKu» Ta «/IBi
YKpaiHChKI MICHID» CKJIAJal0Th TEKCTH YKPAIHChKUX HApOJHUX ITICEHb.
I'aiBku 5. Bepemiarin o0’ e€Hye 3a )KaHPOBUM MPUHITUIIOM, & CTPLICIBKY
1 KO3aIbKy MICHI — 32 TEMaTUKOIO OCITIBAHOI JTUIIAPCHKOT CMEPTI.

6. Bipmii nais BOKaJIBHOTO IHMKIY B OJHOTO aBTOpa, aje CKIaJeHi 3 iX
PI3HHX OKpeMHuX Toe3ii (He 3 moeTWyHoro uukiy): B. Mopnans
(«Cwmietbes  mkepeno») Ta B.Il'epacum’roka («/lBa pomaHcHy).
Bepbanbuuii psng no TBopy «CMieThCcsi Kepeno» 00’ €aHye YOTHUPH
pi3HuX Bipuii B. Mopaans 3a ;xkaHpOBUM Ta acoLlaTUBHUM IPHUHILIMIIOM,
a «/Ila pomancu» Ha JBI OKpeMmi JipUKO-(pUIOCOPCHKI Moe3ii
B. T'epacum’roka — 3a acomiaTUBHUM (Ha OCHOBI €IHOCTI JTyMKH-
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crioraay) 3 O3HakaMu UIOJIGHHUKOBOrO (HAasBHICTh OIHUCY pSIy
ITOCITITOBHUX TIOMI).

B. Bipmni st BokanbHOTO MKy «llepemayTTs BeCHU» BiJl pi3HUX aBTOPIB
(M. Honenr, II. Tuuuna, [I. 3aryn, M. [lpaiti-Xmapa), siki 00’eqHaHi 3a
aCOLIaTUBHUM IMPUHIMUIIOM Y€pe3 BIJIHECEHHS JI0 OJHOTO 1CTOPUYHOIO
nepiofy «yKpaiHChKOTrO BIAPOMKEeHHs» 1920-X pp. Ta CTUIICTUYHOIO
HANpPsIMKY CUMBOJII3MY.

2. Cneyugpika nob6y0o8u noemuuHoi neputooCHO8U.

BusHaueHo 0coOIMBOCTI CTPYKTYpH MOETHYHOI MEPIIOOCHOBH, IO BKa3ye Ha
BUOIp KOMIO3UTOPOM HEBEJIMKHUX BIPIIIB 3 MPUTAMAHHOIO IM MY3UYHICTIO: YacTUM
BUKOPUCTAHHSM aJiTepalliil Ta aCOHAHCIB. 3a3HAUYMMO TaKOX, II0 aBTOPChKa Moe3is,
sky S. Bepemarin obupae 11 BOKaJbHUX IUKJIIB, € MEH3aXHOI0 JIPUKOIO: JIJIs HEl
npUTaMaHHI Taki TPONM SIK emiTeTH, Metadopu (30kpeMa Meradopa mposornes) Ta
MOPIBHSAHHSA. Y MEXax OJHOTO IMKIYy BHKOPUCTOBYETHCS pI3HE pPUMYyBaHHS
(ximplieBe, mapHe abo TEepexpecHe) Ta pi3Hl BIPIIOBaHI po3Mipu (ayie TepeBa)kKHO
OJIMH BHJl METPUKH B OHIH TI0€3i1).

KomMno3utop A0CuTh yBaXHO W€ 3a TMOETUYHUM TEKCTOM: OCHOBHHM
3aBJIaHHSM JJIsS aBTOpa € JIOHECEHHS KOXKHOTO CIIOBAa, HAa IO BKa3ye MepeBaKaHHS
CcH1a014HOTO MPUHIUITY CIIBBITHOIICHHS BEpOaJbHOI Ta My3UYHOI CKIIaJOBUX.

VY nesKuX 4acTMHAX BOKAJIBHHMX IMKJIIB BiAMIYA€ThCS MOPYIICHHS CTPYKTYPH
MOeTUYHOT OCHOBU (cTpodiuHOi MOOYAOBH Biplia 3a pUMOIO). Taki 3MiHH
B1JI0YBaIOTHCS B TPOIIECT pOOOTH KOMITO3UTOpPA 3 BIPIIEM 1 TOB’si3aH1 3 TPAKTOBKOIO
CIOKETYy BepOalbHOTO TEKCTy: TakuMm uuHOM Sl. Bepemarin miacuiaioe TmeBHI
00pa3HO-CEMaHTUYHI 3HAYEHHS, 1110 € OJIHIECI0 3 03HAK aBTOPCHKOI KOMIO3UTOPCHKOL
iHTepnperamii moeTnyHoro kepena. KpiM TOro, 3ycTpidaeThcs HECIIBHAAIHHS
CTPYKTYpPH BUKIIQJIEHHS MaTepianxy CynpoBOAY 1 BOKaJbHOI NapTii B MeXaxX OJHIE]
YaCTUHM, IO BIUIMBAE HA BIAYYTTA HACKPI3HOI JIIHII PO3TOPTaHHS MY3HUYHOIO
Marepiany.

3. My3uuno-komMno3uyiuni napamempu 60KAIbHUX YUKIILB.

3nificHeHH My3WKO3HaBYMH aHami3 BOKaJIbHUX 1UKIIB S. Bepemarina
JI03BOJIMB PO3KPUTH MIEBHI aJITOPUTMHU POOOTH MUTLA 3 TOETUYHUM MEPIIOIKEPETIOM
Ta BUSABUTH XapaKTEepPHI aBTOPCHKI PUCU TIPUTAMaHHI IIbOMY >KaHpPY.

dopMyBaHHS MY3WYHO-TIOCTHYHOI IIJTICHOCTI BOKAJBLHOTO ITUKITY — CKJIQJTHUH
mporiec, i Jac SKOro KOMITO3UTOP BHCTYIAE Yy POJIi pekucepa: BiH BigOupae i
KOMIIOHY€ BIpIIl BIJMOBIJIHO 1O TOJOBHOI 1€l BCl€l NUKIIYHOI KOMIIO3MIII Ta 3a
JOTIOMOT'0OI0 3aC001B MY3WYHOI BHPA3HOCTI BUOYIOBY€E €IUHY KOHIEMI[it0. Takuii
OiaX14 A03BOJIIE KOMIIO3UTOPOBI CTBOPUTH BHPAa3HUN MY3UYHHUA HapaTUB, SKUAN
IIPOHU3YE BECh BOKAJIBLHUM ITUKJI, HAJIAI0UM HOMY XapaKTEepPHOI €THOCTI Ta TapMOHIi.
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Sxmo y 1umkiIax oO0poOOK YKpaiHCBKMX TCeHb (POJBKIIOPHI JIKepela
JTUKTYIOTh 1 BepOajbHy, 1 My3WYHYy OCHOBY, IO MPOSIBISIETHCS Yy HE3MIHHOCTI
BOKAJIbHOI MapTii Ta y KyIUJIETHO-BapialiiiHiii (opmi BuKIagy MmaTepialy, TO Y
[UKJIaX Ha BIpIIl YKpaiHCBKUX TOETIB CTa€ OUIbII MOMITHOIO 1HAMBIAYalIbHICTH
KOMITO3UTOpChKOro mniaxony 5. Bepemarina. Lle nposiBisieTbCsl y BMIJIOMY 3BEJI€HHI
KOKHOI YaCTMHHU KOMITO3HMIIii 10 CHMBOJIIYHOT 00pa3HOCTI, 1[0 TApMOHIMHO B3a€MOJI1€
31 34aTHICTIO CUMBOJY BTUIIOBAaTH YHIBEPCAJIbHI MOHATTS OYTTS.

[To-miepimre, KOKEH CHMBOJ HE JIMIIE BUCTyMAa€ SIK OKpeMHid o0pa3, a i
CIPUIMAETHCS SIK KIIOYOBHUI €JIEMEHT, 10 CIPUsE MEePEIICTEHHIO BCI1E€T KOMIIO3UILI.
Hanpukian, y BokaibHOMY HUKII «CMIETBCS IKEPETIO» KOKHA YaCTUHA € CUMBOJIOM
MEBHOTO JKUTTEBOTO €Tamy JIOAWHU (IUTHUHCTBA, MIJJIITKOBOTO Yacy, FOHOCTI Ta
3pisocTi) 3 00’€AHAHHAM KaJeHJapHUX O3HaK (MOPH POKY) Ta MICEHHHUX KaHPIB
YKpaiHCHKOTO (POIBKIOPY (KOJMCKOBA, BECHAHKA, LAPUHHA Ta iX 00 €IHAHHS Yy
ocTaHHIN yacTuH1). A y TBOpi «llepenuyTTsi BECHU» KOMIIO3UTOpP aKIEHTY€E yBary Ha
0COOJMBOMY CBITOBIAYYTTI KOXKHOTO 3 YOTHPHbOX MOETIB Yepe3 My3WUYHE BTIJICHHS
€MOILITHO-YyTTEBOTO PiBHS 13 3arajiIbHUM JpaMaTypriyHUM BEKTOPOM «BIJl TYTH — JI0
Ha1i». «JIBa pomancu» Ha Bipuii B. I'epacum’roka — 11€ 1HTEHIIIs CIIOTAI1B: JIPUUHUN
CUMBOJI KOXaHHS dYepe3 3ICTABIICHHS MHUHYJIOrO 1 TENepilIHbOTro. Y My3U4HIN
IUTONIMHI TO€JHAHI apxaika OYKOBHHCBKOTO Kparo, IO € BIJICHIKOI J0 aBTOpa
BIPIIIIB, Ta MOIIYK BIACHOTO «S» KOMITIO3UTOpA Yepe3 BUKOPUCTAHHS KOMITO3HIIIITHOT
texHiku b. baproka. Take TpakTyBaHHS CHMBOJIIB BIJKPUBAE€ MOXKIIUBICTh
0araTo3Ha4HOTO 1 TOHKOTO BIATBOPEHHS 1A€i MOETUYHOTO TEKCTy 4Yepe3 MOBY
MY3UKH.

[To-npyre, BaXXIWMBO BIA3HAUMTH BMUIE 3BeaeHHs . Bepemarinum Bcix
PI3HOMaHITHUX CHMBOJIIB /IO CHUIbHOI 00pa3Hoi mertadopu Ha PIBHI CKIATHUX
MY3UYHO-KOMITO3UIIIHHUX TMapaMeTpiB. BuCOkuM CTymiHb My3WYHOi I1IICHOCTI
dbopMy€eThCS  3aBIASKHM HAABHOCTI y KOXHOMY LMKl HACKpi3HMX 00pasiB,
XapaKTEePUCTUKA SIKUX JOCATAETHCS 3aKPIIJICHHSM 32 HUMU TO1 UM 1HIIOI CyKYITHOCTI
3aco0iB BUpa3HOCTI. TakoX HaI3BUYAMHO BAXKJIMBOKO € €JIHICTh Ha 1HTOHAIIIHHOMY
PiBHI, sIKa BUHHKAE Yepe3 JIOT1KY HACKPI3HOTO PO3BHUTKY Ta SICKPABO BUSIBISIETHCS Y
3B’sI3KaX MK YaCTMHAMH, MOTHBHO-TEMAaTHYHUX BHYTPIINIHIX apKaxX Ta JIEUTTEMax.
[Topsin 13 00pa3HOIO Ta IHTOHALIMHOIO €IHICTIO 00’ €THAHHS OKPEMHUX YACTHUH LUKITY
B1IOYBAa€ThCA 3a JIONOMOIOK TPATULIMHUX TOHAJIBHO-TAPMOHIYHUX EJIEMEHTIB 1
METPOPUTMIYHUX TA (PAKTYPHUX PIILIEHb.

[{ikaBl OCOOJIMBOCTI TMPOCTEXKYIOTbCSI HAa PIBHI KOMIO3ULIMHOI CTUIICTHUKU
aHaJ130BaHUX TBOPIB. Y TIpoIleci KOMIApaTUBHOTO aHali3y BKa3aHHX OOpOOOK
BUPA3HO TIPOCTEKYIOTHCS O3HAKM MI3HBOPOMAHTUYHOTO Ta TOCTPOMAHTHUYHOTO
CTWJIHLOBOTO 3a0apBIICHHS, $KE 3acCBIIUy€ CIOPIJHEHICTh 3 KOMIIO3UIIIHHOIO
JIEKCUKOIO 3aX1JHOEBPOMEHCHKUX Ta BITYM3HAHUX KOMMO3UTOpIB KiHig XIX —
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cepenuar XX cT.. 30Kpema, SCKpaBO  ajlbTepOBaHa  BHYTPIIIHHOJAIOBA
JUCOHAHTHICTH  amejoe g0  TBopuux mnomykiB b, baproka, 3. Kogas,
b. JIstommucekoro, JI. Pesynbkoro. Ilopsa i3 muM B okpemux TBopax (30KpeMa y
«Bep06oBiii momieurri») BiAYYBAIOTHCS BIUIMBU JXKA30BOI CTWJIICTMKH, HaBisHI
TBOpYMM J0CB1IoM Buntens . Bepemarina — M. Ckopuxka.

OTxe, >xaHp BOKaJIbHOIO MHKIY Yy TBOpuocTi f. Bepemarina Buctymae
BHUPA3HUM IMOKa3HUKOM 1HJMBIIYaJbHOIO0 aBTOPCHKOTO MIJIXOIY BTIJICHHS BJIACHUX
imert.  Jocmimxenns cnenudiku  (GopMyBaHHS MY3UYHO-NIOETHYHOI IIJTICHOCTI
BOKAQJIbHUX ITUKIIIB MUTIIS JO3BOJISIE€ TIIMOIIE 3pO3YMITH HOTO TBOPYY OCOOMCTICTS i
HAOJNM3UTUCS 1O PO3YMIHHS  peai3aiii KOMIIO3UTOPCHKOTO  3aAyMy  Bij
JIOTHTOHAIIIMHOTO €TaIly 10 KIHIIEBOTO pe3yJIbTaTy.

3anponoHOBaHUI y aucepTalli acmekT BUBYEHHs TBopdyocTi S1. Bepemiarina
MOXX€ CTAaTH TOIITOBXOM JO HOBUX HAYKOBHUX BIJIKPUTTIB, CIPHUSE MOTIUOJICHHIO
3arajbHOTO PO3YMIHHS MY3MYHOI CHAIIMHUA KOMIIO3UTOpPA Ta PO3KPHUBA€E HOBI
HaIpPsIMKHM MOJAJbIINX JOCTIPKEHb Ha MPUKIAl aHAMI3y 1HIIMX XYJIO0XKHIX 3a1yMiB
MUTIIA.

Kuarw4oBi cioBa: ykpaiHchbka My3uuHa KynbTypa XX CTOMTTS, Olorpadis
KUTTETBOPUICTh S1. Bepemiarina, BOKaibHI IUKIN, OOPOOKH YKpaiHChKUX HAPOIHUX
iCeHb, My3UYHO-TIOCTUYHA IIJTICHICT, TOJILIA0BICTh, MOJIAJIbHICTD.

ABSTRACT

Trusenko S. H. Formation of musical and poetic integrity in the vocal
cycles of Yaroslav Vereshchahin.

The dissertation for the PhD degree in the specialty 025 "Musical art" (field of
study 02 "Culture and art"). — Ukrainian National P. Tchaikovsky Academy of
Music, Ministry of Culture and Information Policy of Ukraine, Kyiv, 2024.

Relevance. The creative figure of Yaroslav Vereshchagin (1948—-1999) — a
composer, poet, publisher, musician and public figure — belongs to the pleiad of
Ukrainian artists of the 70s and 90s. He was a contemporary of E. Stankovych,
I. Karabyts, O. Kyva, H. Sasko, V. Hodziatsky, V. Zubytsky and other composers
who can be considered as contributors to the renewal of the array of genre and style
tools of contemporary Ukrainian music and its vocabulary. The atmosphere of
stylistic changes of the late 60s and 70s of the twentieth century was vividly reflected
in the neo-romantic poetics of Ya. Vereshchagin's music.

His works are quite diverse, as the composer worked in almost all genres.
These are works for both full and chamber symphony orchestras:
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"Divertissement" (1972), "Suite" (1969), "Variations" (1970), Concerto for viola and
symphony orchestra (1972); orchestral transcriptions of works by composers of the
XIX—XX centuries, a large number of chamber compositions for different ensembles
(string quartets, quintets for wind instruments), sonatas, sonatinas, scherzos, suites,
mazurkas for different instruments (cello, flute, violin, piano, etc.). However, the
original and multi-genre compositional legacy of Ya. Vereshchagin is little known
both in Ukraine and abroad, and has not yet been the subject of a fundamental,
holistic musicological study.

The main sources for the study of Ya. Vereshchagin's life and work are his
personal archive, which is kept at the home of his daughter, Bohdana Vereshchagina.
It includes personal documents, letters, posters, concert programmes, poetry, sketches
and music manuscripts, which became crucial for the analysis of the composer's
creative process: in total, 153 items of music and many drafts (including 8 complete
music notebooks) were identified and processed. Most of these compositions,
unfortunately, have not been performed and have not been studied to this day.

The archival sources were accompanied by small journalistic articles by
H. Konkova, H. Lunina, [. Zinkiv, O.Zosym, O. Lavrynenko, A. Mukha,
T. Nevynchana, B. Chip, O. Shvetsova, and N. Shurova in the periodicals, which
describe impressions after the concerts with biographical sketches about
Ya. Vereshchagin, reflections on the composer's works that were performed,
journalistic dialogues, but no serious scientific work has been recorded among the
available bibliographic literature. On the basis of all these materials, the life and
creative path of the composer was studied in detail and a comprehensive concept of
his creative evolution was created.

It is important to note that a significant place in Ya. Vereshchagin's work
belongs to vocal compositions. While researching his creative heritage, about sixty
works of various vocal genres were found: arrangements of Ukrainian songs, songs,
romances, vocal cycles and cantatas for soprano, mezzo-soprano, bass and baritone,
choral works for mixed and male a cappella.

The focus of this dissertation on vocal music by Ya. Vereshchagin is not only
determined by the quantitative superiority of these compositions among other genres,
but also because they are the essence of his mentality and express the way he thought
about music in the most vivid way, because the artist was also a wonderful poet, he
even composed his own collection of poems called "Chlorophyll grains", which,
unfortunately, was not published but was found among manuscripts (it includes about
seventy poems). He worked with the poetic word in a filigree and subtle way, and the
expression of "artistic ideas" in vocal miniatures is closely related to the emotional
colouring of the verbal text, which is why the musical fabric of these works often
contains a veiled meaning and necessarily a deep intellectual idea.
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Among other artists, Ya. Vereshchagin stands out for the special elegance of
his concepts, the refinement of his ideas with his inherent expressive intellectuality,
which is manifested in his use of chamber genres. However, there is also a peculiar
desire of the composer to enlarge the form through a tendency to cyclisation, when
the combination of individual miniatures grows into a large monolithic composition.

The composer's oeuvre includes 14 vocal cycles, each of which consists of two
to four vocal miniatures. Unfortunately, three of the cycles from the list have not
been found in their entirety, so the edited and published collection of vocal cycles

"The artist painted sadness...", which has become an important supplement to the
work, contains 11 items. Among them are arrangements of Ukrainian, Czech, and
Slovak folk songs, cycles based on poems by Ukrainian poets V. Mordan,
V. Herasymiuk, M. Udovychenko, F.Mlynchenko, M. Dolenga, P. Tychyna,
D. Zahul, M. Dry-Khmara, and texts by ancient Korean poets translated by
O. Zhovtis.

Thus, the key impulse for approaching the inner world of Ya. Vereshchahin's
artistic personality was the combination of poetic and compositional essence in a
harmoniously gifted person. The definition of the unity of all components of the
artist's personality, inherent in the very nature of the composer, led to the
consideration of his works from the perspective of integrity. Integrity is the main
aspect that defines the vocal cycle.

Forming integrity is always a separate task for a composer, because he
combines miniatures that are autonomous by nature, and any of them can exist as a
separate unit. The main task of the artist is to find internal connections and the logic
of unification. The process of organising a cycle depends on many factors and is
always individual. Despite the fact that the general theory in which the issues of
integrity are developed is more or less represented in the scientific literature, the
attention to this topic will always be relevant.

The scientific novelty of the study lies in the fact that, on the basis of the
analysed historical, cultural and art historical sources, the general chronotopic
specificity of the period of Ya. Vereshchagin's life (1948-1999) is outlined. For the
first time in the field of national musicology, the historical and biographical area
associated with the activities of the Club of Young Composers at the Tchaikovsky
Kyiv State Conservatory (70s—80s of the XX century) has been reconstructed; a
comprehensive historical and biographical panorama of the life and creative path of
Ya. Vereshchagin was created; the composer's scores from different periods of his
work were found and systematised according to the chronological and genre-stylistic
parameters; the vocal cycles of Ya. Vereshchagin, personally discovered by the
author of the dissertation, were analysed and their musical and poetic drama was
considered from the point of view of revealing the phenomenon of integrity; the
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author's term "polylad frescoes" was introduced into scientific circulation in relation
to the cycle "Two Romances" based on poems by V. Herasymiuk. Also, on the basis
of the theoretical and textual research carried out in the process of writing the
dissertation, the music collection of vocal cycles by Ya. Vereshchagin "The Artist
Painted Sadness..." was edited and published.

Results of the study. Ya. Vereshchagin's work took place in the period of
1960-90s, full of glaring contradictions, which were certainly reflected in the artistic
domain. It is worth noting that this was a historically important period in determining
the musical and cultural identity of Ukraine, marked by a vivid manifestation of
creative potential in the context of important social changes. Ya. Vereshchagin can
be considered a prominent representative of the intelligentsia of that time. An
examination of the influence of various life events on his musical style and manner of
composition revealed interesting connections:

e Ya. Vereshchahin's deep awareness of the true history of Ukraine, hidden by
the authorities of the time, his pride in the Ukrainian people and respect for
their traditions, as shown by the artist's personal poetry and stories of his
composer's comrades;

e competence in the field of Ukrainian literature: the artist knew the works of
many little-known Ukrainian poets at the time, secretly copied poems of
repressed authors, and wrote vocal compositions for these works;

e folk art became the basis for his compositional work, and his knowledge of the
Ukrainian mentality was most clearly expressed in his reference to folklore
sources and composing musical works based on them;

e participation in the unique ensemble of the time, the Zhayvoronok Choir,
whose main goal was to form the national consciousness of Ukrainian citizens
and restore Ukrainian history, ethnography and folklore;

e active participation in the activities of the Club of Young Composers at the
Kyiv Conservatory, whose main goal was to promote the creative development
of young people, identify and reveal their artistic potential through
professional communication with prominent artists and acquaintance with new
compositional techniques;

e participation in supporting the creative development of the Kobza vocal and
instrumental ensemble, which popularised Ukrainian songs not only in Ukraine
but also abroad, contributing to the development of Ukrainian music and folk
art;

e fruitful long-term work at the Musical Ukraine Publishing House, which was a
unique institution that brought together not only composers, musicologists and
musicians, but also editors, poets, artists and other specialists in various fields;
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the publication of music sheets was important in preserving and promoting the

Ukrainian musical heritage;

e close cooperation with the prominent Ukrainian conductor and pianist

V. Matiukhin, who was the artistic director of the Kyiv Camerata. The

activities of this chamber group were aimed at performing new contemporary

Ukrainian music, and compositions by Ya. Vereshchahin were often featured

in their repertoire. The composer wrote most of his works for the Camerata and

also made a number of orchestral transcriptions of musical samples by

Ukrainian and foreign authors;

e working as an executive secretary in the Union of Composers of Ukraine,
which united the activities of professional composers and musicologists. He

did a lot of creative work in organising lectures and concerts and various music

education events.

Taking into account the socio-cultural and genre-stylistic aspects, it is possible
to determine the significant influence of these processes on the art of
Ya. Vereshchagin, which becomes a leading factor in the formation of his musical
identity and determines the nature of the creative environment.

In the course of the study of the source base, it was possible to systematise the
creative work of Ya. Vereshchagin by chronological and genre-style parameters,
providing a clear picture of the stages and development of his art. 153 items of
manuscripts of musical compositions and many draft records (including 8 music
notebooks) have been identified and processed. It was found that among the
composer's works that have been identified, the following predominate: vocal genre —
51 items (including vocal cycles), piano compositions — 47, for chamber ensemble —
45, for choir — 8, and for symphony orchestra — 2. Unfortunately, not all of the works
have been found in their entirety at this point, but a general search vector has been
outlined.

The composer worked on vocal cycles throughout his life, and five works of
this genre were chosen for a detailed musicological analysis, reflecting the
composer's creative search in different years.

The first two analysed vocal cycles are based on folklore sources: "Two
Ukrainian Hayivkas" (1969) and "Two Ukrainian Songs" (1974—-88). Such a choice
of materials by Ya. Vereshchagin indicates the degree of interest in folklore in the
early years of his career. The composer could have taken these folk songs from the
repertoire of the Zhayvoronok Choir, where he sang at the time.

"The Laughing Spring" based on poems by V. Mordan (1980) was dedicated
by Ya. Vereshchahin to his little daughter, who was a joy to the artist at the time.
Although the poetry of V. Mordan became the poetic basis for the work, it is full of
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figurative signs of the calendar cycle and the author skilfully weaves the folklore
basis — lullabies and spring songs — into the musical fabric of the composition.

"Anticipation of Spring" is a vocal cycle based on poems by poets of the
"Ukrainian Renaissance" of the 1920s, composed in 1986, a period of active
flourishing and return of the work of repressed authors. There is a peculiar
modernisation of the intonational and genre elements of folk art through the use of
modern compositional techniques of 20th century music (in particular, extended
tonality and modality).

The vocal cycle "Two Romances" based on poems by V. Herasymiuk was
written in 1991. Here, the composer refers to the poetic work of the artist, who
became a representative of the transformation of artistic consciousness in the literary
plane of the 1990s: the collapse of the totalitarian system led to a kind of distancing
from the socio-political factor. Deviating from various "collective" ideologies, the
individual focuses on the individual and unique, and the themes and issues of artistic
works not only transcend the boundaries of the forbidden spheres of reality, but also
appear beyond temporal, ontological, ethical and exclusively aesthetic dimensions.
The composer's search for the individual in the vocal cycle based on V. Herasymiuk's
poems is embodied through an appeal to the personal emotional and sensual sphere
of experiences and memories. In this case, an organic combination with the folklore
world is achieved through the search for his own expression, based on B. Bartok's
style. In this way, the artist creates unique musical "polylad frescoes" filled with the
richness of natural colours and depth of images.

Thus, given the presented panorama of vocal cycles from different periods of
Ya. Vereshchagin's work, we can note the strong influence of socio-political trends
on the composer's work and note that neo-folklorism became a leading factor in the
renewal of the artist's style.

1. Selection of texts for vocal cycles.

The principles of the composer's selection of texts for vocal cycles are highlighted,
which revealed important aspects of the interaction between words and music in his
creative process, because in choosing a poetic source, the composer forms a pre-
intonation integrity.

a. The verbal series of the first two cycles "Two Ukrainian Hayivkas" and
"Two Ukrainian Songs" are composed of texts of Ukrainian folk songs.
Ya. Vereshchagin unites the hayivky based on genre, and the riflemen's
and Cossack songs based on the theme of the glorified death of a knight.

b. Poems for a vocal cycle by the same author, but composed of their
various individual poems (not from a poetic cycle): V. Mordan ("The
Laughing Spring") and V. Herasymiuk ("Two Romances"). The verbal
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series to "The Laughing Spring" unites four different poems by
V. Mordan on the genre and associative principle, and "Two Romances"
into two separate lyrical and philosophical poems by V. Herasymiuk on
the associative principle (based on the unity of thought-memory) with
diary features (the presence of a description of several sequential
events).

c. Poems for the vocal cycle "Anticipation of Spring" by various authors
(M. Doleng, P. Tychyna, D. Zahul, M. Dry-Khmara), which are united
on the associative principle due to their reference to the same historical
period of the "Ukrainian revival" of the 1920s and the stylistic direction
of symbolism.

2. Specificity of the poetic basis construction.

The peculiarities of the structure of the poetic basis are determined, which
indicates the composer's choice of small poems with their inherent musicality:
frequent use of alliteration and assonance. It should also be noted that the poetry
chosen by Ya. Vereshchagin for his vocal cycles is landscape lyricism: it is
characterised by such tropes as epithets, metaphors (in particular, the metaphor of
prosopaeca) and comparisons. Different rhymes (ring, pair, or cross rhyme) and
different poetic sizes are used within the same cycle (but mostly one type of metric in
one poem).

The composer follows the poetic text quite closely: the main task for the author
is to convey each word, as indicated by the prevalence of the syllabic principle of
correlation between verbal and musical components.

In some parts of the vocal cycles, there is a violation of the structure of the
poetic basis (strophic construction of the poem by rhyme). Such changes occur in the
process of the composer's work with the poem and are related to the interpretation of
the plot of the verbal text: in this way Ya. Vereshchagin enhances certain figurative
and semantic meanings, which is one of the signs of the author's compositional
interpretation of the poetic source. In addition, there is a mismatch between the
structure of the accompaniment and the vocal part within the same movement, which
affects the sense of the through line of the musical material.

3. Musical and compositional parameters of vocal cycles.

The musicological analysis of Ya. Vereshchagin's vocal cycles has made it
possible to reveal certain algorithms of the composer's work with the poetic source
and to reveal the author's characteristic features inherent in this genre.

Formation of the musical and poetic integrity of a vocal cycle is a complex
process during which the composer acts as a director: he selects and composes poems
in accordance with the main idea of the entire cycle composition and builds a single
concept with the help of musical expressiveness. This approach allows the composer
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to create an expressive musical narrative that permeates the entire vocal cycle, giving
it a characteristic unity and harmony.

If in the cycles of arrangements of Ukrainian songs folklore sources dictate
both the verbal and musical basis, which is manifested in the invariability of the
vocal part and in the verse-variational form of presentation of the material, in the
cycles based on poems by Ukrainian poets the individuality of Ya. Vereshchagin's
compositional approach becomes more noticeable. This is manifested in the skilful
reduction of each part of the composition to symbolic imagery, which harmoniously
interacts with the ability of the symbol to embody universal concepts of existence.

Firstly, each symbol not only acts as a separate image, but is also perceived as
a key element that contributes to the interweaving of the entire composition. For
example, in the vocal cycle "The Laughing Spring", each part is a symbol of a certain
stage of human life (childhood, adolescence, youth and maturity) with a combination
of calendar features (seasons) and song genres of Ukrainian folklore (lullaby, spring,
tsaryna their combination in the last part). And in the work "Anticipation of Spring",
the composer focuses on the special worldview of each of the four poets through the
musical embodiment of the emotional and sensual level with a common dramatic
vector "from longing to hope". "Two Romances" based on poems by V. Herasymiuk
is an intention of memories: a lyrical symbol of love through the comparison of the
past and the present. The musical plane combines the archaic of the Bukovyna
region, which is a reference to the author of the poems, and the composer's search for
his own self using B. Bartok's compositional technique. This interpretation of the
symbols opens the possibility of a multifaceted and subtle reproduction of the idea of
the poetic text through the language of music.

Secondly, it is important to note Ya. Vereshchagin's skillful reduction of all the
various symbols to a common figurative metaphor at the level of complex musical
and compositional parameters. A high degree of musical integrity is formed by the
presence of cross-cutting images in each cycle, the characterization of which is
achieved by assigning them a particular set of expressive means. Also extremely
important is the unity at the intonational level, which arises from the logic of the
through development and is clearly manifested in the connections between the parts,
motivic and thematic internal arches and leitmotifs. Along with the figurative and
intonational unity, the cycle's individual parts are united by means of traditional tonal
and harmonic elements, as well as metrical and textural solutions.

Interesting features can be traced at the level of the compositional style of the
analyzed works. In the process of comparative analysis of these arrangements, signs
of late Romantic and post-Romantic stylistic coloring are clearly traced, which
testifies to the affinity with the compositional vocabulary of Western European and
domestic composers of the late XIX — mid XX centuries. In particular, the brightly
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altered intraladal dissonance appeals to the creative searches of B. Bartok, Z. Kodaly,
B. Liatoshynsky, and L. Revutsky. At the same time, in some pieces (in particular, in
"Willow Tablet"), one can feel the influence of jazz stylistics, inspired by the creative
experience of Ya. Vereshchagin's teacher — M. Skoryk.

Thus, the genre of the vocal cycle in the works of Ya. Vereshchagin is an
expressive indicator of the composer's individual approach to the realization of his
own ideas. The study of the specifics of the formation of the musical and poetic
integrity of the composer's vocal cycles allows us to understand his creative
personality more deeply and come closer to understanding the realization of the
composer's intention from the pre-intonation stage to the final result.

The aspect of studying Ya. Vereshchagin's works proposed in the dissertation
may become an impetus for new scientific discoveries, contribute to deepening the
general understanding of the composer's musical heritage and reveal new directions
for further research on the example of analyzing other artistic ideas of the composer.

Key words: Ukrainian musical culture of the twentieth century, biography of
Ya. Vereshchagin, works of Ya. Vereshchagin, vocal cycles, arrangements of
Ukrainian folk songs, musical and poetic integrity, polyladicity, modality.
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