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I'enepamok JI. C. llleBuenkiBcbKkHil YHiBepcalisM: poJib My3HMKH Yy TBOPYOCTI IoeTa-
XyaoxkHHuKa. Ha iHTepauciumiinapHoMy piBHI po3IJsiHYTO IpoOjieMy B3a€MHOTO 30arayeHHs My-
3UKH, 00pa30TBOPYOro MHUCTEITBA Ta JiTeparypu y TBopuocTi Tapaca IlleBuenka. My3uka € oqHuM
13 HalBXK/IMBIIIMX YMHHUKIB HOT0 LUTICHOI Xy/I0XKHBOI KapTUHH CBIiTY. IIpoBozsam aHami3 ocobm-
BOTO My3UKanbHOro 4yTrs [lleBueHka, Oro My3u4HIX CMaKiB i Bogo6aHb (II0BICTH «My3pIKaHT,
[lofeHHNK), @ TaKOX CHHECTE3li, aBTOP CTATTI PO3IIIAfae IesKi aCHEKTH IHTEePHOJLILIT My3UKH I
PUTMOMEIIOIUKY Y aKBapel, 1noesito ta mpo3y. CiosecHa TBopuicTh [lleBueHKa 0cOOIMBO Bpakae
PUTMIYHOIO IHCTPYMEHTOBKOIO MOBH, aJliTepallisiMH, 3pa3kaMu eB(OHIT Ta iIMITAIISIMH aKyCTHYHOTO
TJIa CBITY.

KurouoBi cjioBa: 3B’S30K MHCTEITB, Mi’KBHIOBI B3a€EMOBIUTHBH, My3UKa, My3HKaTbHE UyT-
TS, My3U4HI CMaKH, 3ByKOBa KaHBa CBITY, CHHECTe3is1, eB(OHis, aliTeparisl.

I'enepamok JI. C. IlleBueHKOBCKHI YHHBepCAJIHM3M: POJIb MY3bIKH B TBOp4YeCTBe I10-
ITa-XyA0KHHKA. Ha MexXaucuumHapHoM ypoBHE paccMOTpeHa mpobiieMa B3auMHBIX oOorarie-
HUI My3BIKH, H300pa3UTEIbHOTO UCKYCCTBA M TUTepaTypbl B TBopyecTBe Tapaca IlleBuenko. My-
3bIKa SIBJISIETCS Ba)KHEWINEeH COCTaBHOM YacThIO €ro HEJOCTHOHM XyJI0’KECTBEHHOH KapTUHBI MHUpA.
Hapsiny ¢ ananmm3oM 0co60ro My3bIKanbHOTO 4yThs [lleBueHKo, ero CHHeCTe3uH, ero My3bIKaIbHbIX
npeanoyreHuit (moBectb «My3bIKkaHT», JIHEBHHK) pacCMOTpPEHBI aCHEKThl MHTEPIOJSIIMH MY3bI-
KaJbHOTO Hayaja B aKBapelu, I033UI0 U MPOo3y, B TOM YUCJIE BApUAHTHl PUTMUYECKON HHCTPYMEH-
TOBKH, 9B()OHUY, AJUIUTEPAINH, CIIOBECHOM HMHUTALUU aKyCTHUECKOTO (hOHA OBITHSL.

KiroueBble cji0Ba: B3aUMOCBS3b HCKYCCTB, MY3bIKa, MY3bIKaJIbHOC ‘{YTBé, 3BYKOBasl KaHBa
MuUpa, CHHCCTC3 U, BB(I)OHI/IH, ajumaTepanus.

Generaliuk L. S. Shevchenko’s Universality: the Role of Music in the Work of the Poet
and Artist. This article considers the aspect of interaction between fine arts, music and literature in
the works of T. Shevchenko on an interdisciplinary level. Music is one of the major components in
Shevchenko’s artistic worldview. Along with the analysis of Shevchenko’s special musical tastes
and his musical preferences (the novel “Musician”, “The Diary”) and elements of synaesthesia in
his works, the author analyzes some aspects of interpolation of music, thythm and melody in water-
colours, in poetry and prose. Shevchenko’s literary works are rich with rhythmic instrumentation of
language, euphony, alliterations, verbal imitation of an acoustic background.

Keywords: interrelation of arts, music, musical tastes, sonic canvas of the world, synaesthe-
sia, euphony, alliteration.

I'enepamok JI. C. llleBuenkiBcbkHiil YHiBepcali3M: poJib MY3HMKH Yy TBOPYOCTI IoeTa-
xyao:xHuka. Tapac [lleBuenko, Gpopmyrounce sk xyaoxHuk y 1830—1840-x pokax, Koy mupuia-
cs ines CHHKPETH3MY, IIPOroJiolIeHa HEHCHKMMHU POMAHTHUKAMU, OaulB MK yciMa MHCTCLTBAMH B3a-
€MHUH 3B’ S30K. IHTep(bepeHuls[ MHECTELTB CTaJla 3HAKOBOIO XapaKTEPUCTUKOIO HOro TBOPYOCTI. YKe
B AKaieMil BiH CHPHAMAB sK [iTICHY TKAHHHY KYJIBTYPH YCI BHSIBH KyJIbTyPHOro uTTs llerepOyp-
ra— TeaTp, OIepy, rajepei, BUCTABKH, JITEPATyPHO-MY3HIHI CalOHA. 3aCBOIBIIM KOHIEIIi poMaH-
THYHOI SIIOXH, OPIEHTOBAHOI HA CTUPAHHS MIKBIIOBAX MEX, BiH YJaBaBCs [0 CHHTE3y Ha PIBHI CIIO-
Ba, 306pa>KeHH$I My3HKH. B3aemue 30aradeHHs: MUCTELTB 3HAYHO MIPOIO BILIUHYIO 1 Ha IlleBueH-
KOBY XyJIOJKHIO MOJIEITh YKpaiHy — pUTMH, KOJIP, CBITJIO, 3BYK, KIHETHKA OyJIM 3aBX/U B aKTHBI
#ioro TBOpUKX 3ac00iB. ¥ 1bOMY ILIaHI IEBYCHKIBCbKA My3HKalbHa ‘IyTJ‘[I/IBICTB KOTpa, 6€3yMOBHO,
HAJIOKUTE 10 (PCHOMEHIB CBITOBOI KyNbTYPH, CHIPABHIIA 3HAYHHII BILTHB Ha HOr0 aBTOPCEKY CTpaTe-
Tif0 XyJOKHBOT'O MOJIEITFOBAaHHS 06pa3HOCT1 K y 1oesii, Tak 1 B MaJIIpCTBI.

[lleBuenko n00pe 3HaB My3UYHUI OOYT HeTep6ypra, 3aXOILTIOBABCS] IMEHUTUMH BHKOHABIIS-
M A. Cepse, A.B’etaHom, KBapTeTHUMH aHcaMOJsSIMM 3 KOJMIIHIX KpinakiB. BiH moOuB onepu
I'. Nowniuerri, conatn Momapra, iforo «PexBiem» Ta «Jlon XKyanay, rinysas «IIpopokay it «I['yreHotiB»
Jlx. MeiiepGepa, BeGepoBy «IIperio3y», 6eTxoBeHChKI KBiHTETH i coHatH, «bypro» ®. Menjienbcona,
«®Denemmy» [1. Obepa, «Bimpremsma Temms» Jx. Poccini, MmaB ceHTumeHT 10 oparopiit . "aiinna,
cepenay @. llly6epra, ®.Ilonena, tBOpiB @.Jlicra, JI. BOpTHSIHCBKOFO O. TapromimkcbKoro,
M. I'muuxn. Moro po3yminms (haxTypn My3uaHEX TBOplB He Oyio CHpUIHATTAM aMaTopa-Bi/BiyBada
KOHILEPTHHX 3a/1iB. My3HKaIbHUA BIJ IPUPOLIHL, 4y JI0BHH BUKOHABEIb YKPATHCHKIX HAPOJTHHX TiceHb,
BiH He pa3 BHKa3yBaB aKyCTHYHO-MY3HUKAIbHE CIPUHHATTS PUTMIB JIiHIH 1 OEJHAHHS KOJIHOPIB.
Jlinist B pucyBajbHHKA 1 MaHCTepHOTO O(I)OpTHCTa [lleByenKa HaJ3BHYAiHO 4YyTIINUBA, My3HKaJIbHa,
3aBXKAM PO3KyTa, TO JUHAMIYHA W 4iTKa, TO M’SKa 1 Hi)KHA. 3MaJbOBYIOUH ICTOPUYHI MaM’ SITKU



YKpaiHu, BiH Bpa)kaio4e BIATBOPHB JyX apXiTeKTYpH B My3WKAIbHHUX PUTMAX MYPiB, OaHb 1 IIITH-
JIB, apOK, IOPTAJIB, KOJIOH TOr0 YM IHIIOTO coOOpy, JIOBUB iX HEPeryKd 3 PUTMAaMH JaHAmadry.
AKBapeJn «Boznmxkencrkuit Mmonactup y Ilontasi», «IlovaiBebka aBpa 3 miBaHsS», «Bo3HeceHCh-
kuit cobop B Ilepesicnasi», «AckonbaoBa Moruwiay, «Kocten cB. Onexkcanapa y Kuesi» i iHmi Bu-
KJIMKAIOTh Y 3Tajili ropMaHiBChKY OIIHKY apXiTEKTYpH SIK 3aCTUTII0I MY3UKH.

VYcim Bioma My3ukanbHICTh moe3sii [lleBuenka, sika Mae BEeTMKUI CyrecTUBHUH BIUIMB Ha
YyyTaya 3aB/AsSKU PUTMIUHIM IHCTpYMEHTOBII MOBH, ajliTepallisiM, 3pa3kaM eB(OHil Ta IMITyBaHHIO aKyc-
THuHuX edekTiB. [loOynoBana 3a 3aKOHAMH YKpaiHCBKOTO HAapOJAHOTO MeEJOCY ISl MOoe3isl Ha/lI3BH-
YaiiHO My3HKaJbHA, aJDKe MY3UYHI, IIICCHHI 06pa31/1 3BYKOOOpasH € HeBLALIBHOIO CKJIaJ0BOIO I0e-
Tuky [lleByerka. Taka My3U4HICTb 3yMOBJICHA HOTO BHYTPIIIHBOIO l'IOTpe6OIO B MY3HIL Ta UBOBIXK-
HOIO aKyCTHYHOKO 4yT/IHBICTIO. He BHIAJKOBO HOro BBAXAIOTh «HAWMY3HKAIBHIIIMM MOCTOM) i
«My3HKAHTOM-MHUCIIUTENIEM). JKusa, cruxiitHo-MinnuBa tevis Bipma T. [lleBuenka, 3aB/sIKH 3ByKO-
Bilf IHCTPYMEHTOBIli, BUKOPHCTAHHIO 3BYKOCHMBOIIB, MeTpo- pUTMIYHIN MOOYI0BI TBOPY, CIIPaBJi
YIOIOHIOETBCSL Mesozti. Jlo TOro K, MOAEIOKYH Xy,[[O)KHII/I IIPOCTIp y 1oe3ii, MUTClb HE3MIHHO
3ally4aB OKPIM My3HKH i 06pa30TBopqe MHCTELTBO. Y sl HOrO MOE31s ACMOHCTPYE, sIK MEIOAIHHIH
3BYKOIIHC Ta BI3yaJbHUH PsiJl JOMOBHIOIOTH OJUH OAHOTO. JIOCUTH YacTo CIOBECHI KapTUHKH 1 3BY-
KOBHI CyNPOBLJ TSXKIFOTH Y KOMIUIEKCI 10 CHHeCTe3iHHOro edexry. be3 cyMmHiBY, akycTH4HO-
My3HKaJIbHE CIPUHHSTTS PUTMIB JIHIH 1 [IO€HAHHS KOJIBOPIB € 3BHYHOI0 (OPMOIO Bl):LryKy [es-
YCHKOBOTO €CTBA Ha JOBKOJHMIIHE. BiH pe30HyBaB 13 IPUPOJIOIO, SIK HANYY TIUBIIINN IHCTPYMECHT,
YMIB PO3YMHHUTHCS B Hill, yBIOpaTH Bel 6apBy i TOHH, 1106 JIETKO, IEMIKATHO BIAUIATH BCE y MAIIIOH-
Ky 1 CJIOBI.

Ane # mogicti IlleBuenka, He MeHIIe, aHiXk BipIIi, BpaXatoTh Hac 0€30raHHOIO 3BYKOBOIO
IHCTPYMEHTOBKOIO MOBH. Y POCIHICBKOMOBHIM Mpo3i aBTOp JEMOHCTPATUBHO BUKOPHCTOBYE YKpai-
HI3MHU He JIUIIe SK 3aci0 MOBHOI XapaKTEpUCTHKH MEPCOHAXIB, a SIK Taki, [0 TBOPSATh MUJIO3BYY-
HUH, My3uKaJIbHUN pUTM onoBifi. [IleBUeHKO TspKi€e y mpo3i 10 M’ SIKOT pUTMOMEIIOIUKH, 3 JIFOOOB 10
BIATBOPIOE (DOHETUKO-PUTMIUYHUIA OpHAMEHT MOOYTOBOTO MOBJIEHHS YKpAiHIB, BiH CIeEIiaJbHO
KOPUCTYEThCS «HE TMPHUIIaJUKEHUMU» CHUHTAaKCHYHUMHU KOHCTpyKIisiMu. [IpaBoGepexna romipka,
1oJIaHa 3a JIOMOMOT'0I0 POCIHCHKHUX CIIiB, Y pOCIHCEKOMOBHOMY TBOpI Hece 3HaYHE CEMaHTUYHE Ha-
BaHTAKEHHsI, HAATO, KOJU HAEThCS MPO OCOOIMBOCTI YKPalHCHKOTO TpUOY KUTTS, PO HApPOIHY
KyJIbTypy. XapakTepHo, 110 B 000X BUIax H_IqueHKOBO'l' CJIOBECHOT TBOPYOCTI, Ta HaBITh y JIUCTAX
aKyCTHYHO-MY3UYHE HAYaI0 HEPO3PUBHO IIOB’sI3AHE i3 30POBUMH O6paSaMI/I

Mysuka Binirpasana HOMITHy poJIb 1 B CHHECTE31iHIN Ipl acouialliil, IpoOyKeHIN CIpHii-
MaHHSM 3BYKiB, 00’ €MiB, JIiHiH, KOIbOPIB, cBiTIa. [TaHOpamuuii kpaeBuN i3 ranky apykapui Kueso-
IleuepchKoi JIaBpH JIOPIBHIOBAB OPATOPIl . Taitnua, 6ii cToBOYpH Gepi3 y TeMHO-CHHIX CyTiHKax
3BYYaIH TOHKOO MENOMI€I0 BUKOHYBAaHOro Ha (uieiiTi Baibcy ABpopu. Taki 3polneHHs Ha CTHKY
MY3HKa-MaJBIPCTBO-CIOBO € CTHIBOBOIO 03HAKOIO yc1€1 TBOpYoCTi [1leBucHKa, sika IPyHTYETbCS Ha CH-
Hectesii. [lleBY4eHKO MojeTIOBaB CBilf XYIOXHIH CBIT, KOPHCTYIOUHCH «3BYKaMH BCIX KJaBiatyp 1
6apBamu ycix namitp» (T. T’ OTB€) BlZ[TBOpIOBaB yHlKaJ'IBHI/II/I npocTip YKpaitu 06’ eMHO, motihoHi-
YHO, MAaCHITaOHO. My31/1u1 B #0r0 PeKOHCTPYKIIT YKPAalHCHKOrO CBITy Hallexkasa OjHa i3 CTPKTypo-
BU3HA4anbHUX pojieil. Heto mponmsana ycst tBopuicts IlleBucHKa, sSKUN 3aBXKAM JOCIyXaBCs [0
BCCICHCBKAX DPHUTMIB OyTTS 1 THM 3aCBIIYMB OCOONHMBAN BHMIp CBOTO TAQlaHTy MHUTLSI-
YHIBepcacTa. AJUKe SIK XYIOXKHUK, TOeT, $pinocod, BIH MaB yHIKAIbHY S,HaTHICTB iHTerpyBaTH B
co0i pi3HI KyJIBTYpHI ¥ I[IHHICHI CUCTEMH, BiJIIYKYBaTH JIOTIKY 1 B3a€MOIIOB’3aHICTh BCHOTO CY-
III0r0, BUKOPUCTOBYIOUH 1€ MPOIEC CTAHOBJIEHHS ce0e sIK 0COOMCTOCTI 3aUIsl IliJIel CTaHOBJICHHS
yYKpaTHChKOT Harlii.

Generaliuk L. S. Shevchenko’s Universality: the Role of Music in the Work of the Poet
and Artist. Taras Shevchenko’s formative years as an artist fell of the period of 1830-1840, when
the idea of syncretism, proclaimed by the Jena romantics, became popular. Therefore, he considered
all arts interconnected. Interference of Arts has become a very prominent feature in his work. At
the Academy he perceived all manifestations of cultural life of St. Petersburg as an integrated can-
vas of culture — theatre, opera, galleries, exhibitions, literary and music salons. After mastering
the concept of the romantic era, which focused on erasing categorical boundaries, he resorted to
the synthesis at the level of literature, paintings, music. Reciprocal enriching of the arts greatly in-
fluenced the artistic model of T. Shevchenko’s Ukraine — rhythm, colour, light, sound, kinetics were
always the main assets of his creative tools. In this regard T. Shevchenko’s musical sensitivity,
which, of course, is one of the phenomena of world culture, has had a significant impact on his ar-
tistic strategy of simulating imagery in both poetry and in painting.

T. Shevchenko knew the musical life of St. Petersburg, was fond of such big-name perfor-
mers as A. Servais, A. Vietan, quartet ensembles of former serfs. He loved operas by G. Donizetti,



W. A. Mozart’s sonatas, his “Requiem” and “Don Giovanni”, valued “The Prophet™ and “Les Hu-
guenots” by J. Meyerbeer, C. M. Weber’s “Preciosa”, L. van Beethoven’s sonatas and quintets,
“The Storm™ by F. Mendelssohn, “Fenella” by D. Auber, “William Tell” by G. Rossini, had a sen-
timent for the oratorios by J. Haydn, serenades by F. Schubert, F. Chopin, works of F. Liszt,
D. Bortnyansky, O. Dargomyzhsky, M. Glinka. His understanding of musical texture was not one
of a concert hall-frequenting amateur. Musical by nature and a wonderful singer of Ukrainian folk
songs, he often expressed his acoustic, musical and rhythmic perception of lines and colour combi-
nations. Lines of skilled draftsman and etcher T. Shevchenko are extremely sensitive, musical, al-
ways relaxed, dynamic and clear, soft and tender. In his depiction of the historical monuments of
Ukraine he impressively recreated the spirit of architecture in musical rhythms of walls, domes and
spiels, arches, portals, columns of cathedrals, caught their interaction with the rhythms of
the landscape. Watercolours “Vozdvyzhensky monastery in Poltava”, “Pochaivska Lavra on
the South”, “Voznesensky Cathedral in Pereslavl”, “Askold's Grave”, “Church of St. Oleksandr in
Kyiv” and others refer to the Hoffmannesque evaluation of architecture as frozen music.

Everyone is aware of the musicality of Shevchenko’s poetry, which has a great impact on
the reader due to rhythmic language, alliteration, euphony and simulation of acoustic effects. Built
by the laws of Ukrainian folk melodies, this poetry is extremely musical, given that music, song
images and sound images are integral to the poetics of Shevchenko. This is caused by the musicality
of his inner need in music and amazing acoustic sensitivity. It is no accident that he is considered
“the most musical poet” and “a musician-philosopher”. The spontaneous, variable flow of Shev-
chenko’s poetry, through istrumentalisation of sound, use of sound-symbols, metro-rhythmic con-
struction work, is indeed not unlike a musical tune. In addition, while modeling his imagery in poe-
try, the artist has always used not only music but also art. All his poetry demonstrates how melo-
dious tone and visuals complement each other. Verbal images and sounds in combination tend to
create a synaesthetic effect. Without a doubt, acoustic-musical perception of rhythms of lines and
colour combinations is a common form of T. Shevchenko’s response to his surroundings. He reso-
nated with nature most sensitively, was able to dissolve in it, absorb all the colours and tones so that
he could then easily, gently give everything to his paintings and poems.

T. Shevchenko’s prose, no less than his poetry, strikes us with impeccable sonic instrumen-
tation of language. In his Russian prose the writer deliberately uses Ukrainisms not only as a lin-
guistic characteristic of the characters, but also as a tool to create a harmonious musical rhythm of
the narrative. T. Shevchenko’s prose tends to be softer in its thythm and melody, lovingly recreates
the phonetic and rhythmic patterns of Ukrainian speech; he specifically uses “unsmoothed” syntac-
tic constructions. The Right Bank dialect in combination with Russian words has a significant se-
mantic meaning, especially when it comes to describing the features of Ukrainian lifestyle and cul-
ture. It is significant that in both types of Shevchenko's literary work, and even in the letters,
the acoustic and musical principle is closely associated with visual images.

Music played an important role in creating synaesthetic associations, awakened by
the perception of sounds, volumes, lines, colours, light. A panoramic landscape that opens from
the porch of the typography of Kyiv-Pechersk Lavra is equal to J. Haydn’s oratorio, white trunks of
birch trees in dark blue twilight sound like the fragile melody of the flute from Aurora’s waltz. Such
fusion of music, painting and words is the stylistic feature of Shevchenko’s creative work, which is
largely based on synaesthesia. T. Shevchenko has modelled his creative world by using “the sounds
of all keyboards and the colours of all palettes” (T. Gautier), depicted Ukraine’s uniqueness in a
voluminous, polyphonic, grandiose way. His reconstruction of the Ukrainian world used music as
one of the most prominent structural elements. It has permeated all of T. Shevchenko’s works, who
has always listened to the universal rhythms of life and in such a way cemented his multifaceted
talent in his own special dimension. After all, as an artist, a poet, a philosopher, he had a unique
ability to integrate a variety of cultural and value systems, look for logic and interconnectedness of
all things, use the process of finding himself for the purposes of the Ukrainian nation.

Kopniii Jligis IInaunisaa

Kopmniii JI. II. Tapac Illepuenko i Mukoja JluceHko: HanmioKy/JIbTYpHI Ta MY3H4YHO-
cTHIBOBI peduiekcii. Po3risinyTo ncuxonoriuni o3Haku y T. [lleBuenka i M. Jlucenka, a Takox
CIIJIbHE B IyXOBHHX I[IHHOCTSIX, ITOTJISAAX, TyMKax. 3a3HaueHo, 110 Ha CBITOCIIPUMHSTTI 1 TBOpUOC-
Ti M. Jlucenka i T. IlleBueHka MO3HAUNBCS POMAHTU3M, SIKMIl BUSBUBCS, 30KpeMa y MepeBakaHHI
IPUHUKITY HAPOJHOCTI B MUCTENTBI, B OCOOJMBIN oIl YKPATHCHKOrO HAPOJHOIICEHHOTO (ONIbKIIO-
Py Y TBOpYOCTI moeta i komrno3uropa. JloBezieno, 1o 3mict TBopiB M. JIucenka, 30kpema Ha TEKCTH



T. lleBuenka, HOBa HalliOHAJIbHA My3UYHAa MOBa CIIPHSUIN SCKPAaBOMY IPOSIBY MY3UYHOT KOMYHIKa-
THUBHOCTI SIK OZIHi€T 3 0COOJIMBOCTEH MUCTEIKOT CIIAAIIMHI KOMIIO3UTOPA.

Kuro4uoBi ci10Ba: HaIiOKyJIbTYpHUM KOHTEKCT, HAI[IOHATBHUN MY3UYHHMI CTHIIb, YKpaiHChKa
HaIllOHAJIbHA MOJETh POMAaHTH3MY, MY3UYHA KOMYHIKaTHBHICTb.

Kopnnii JI. II. Tapac IlleBuenko 1 Huxonaii JIbiceHKo: HAMOKY/IbTYpPHbIE H MY3bI-
KaJbHO-cTHJIeBbIe peduiekcnn. PaccMmorpensl ncuxosorudeckue ueprtsl y T. IlleBuenko u
H. JIpicenko, a Taxxe o0Iee B JyXOBHBIX IIEHHOCTSX, B3IJIsI/1aX, MHeHUsAX. OTMEUYeHO, 4TO Ha MU-
poBocipusitu U TBopuecTBe H. JIpicenko u T. IlleBueHKO cka3aics poMaHTH3M, KOTOPBIM MpOsIB-
JsIeTCsl, B YaCTHOCTH, B MpeoOIaJaHuy MPUHIIMIIA HAPOJHOCTH B UCKYCCTBE, B 0CO00W posn yKpa-
MHCKOI'O HapOJHOIIECEHHOIo (OJIBKIOpa B TBOPUECTBE I03TAa U KoMmo3urtopa. JlokasaHo, 4To co-
nepxanue npousseneHuit H. JIpicenko, B yactHocT Ha TeKcThl T. IlleBueHKo, HOBBINM HalMOHAIb-
HBIM MY3bIKaJIbHBIA CTUJIb CIIOCOOCTBOBAIM SIPKOMY IIPOSIBIEHUIO MY3bIKaJIbHOW KOMMYHUKATHBHO-
CTH KaK O/IHOHM W3 MHHOBAIIMOHHBIX OCOOEHHOCTEN XyA0KECTBEHHOIO HACIIEIUsI KOMIIO3UTOpA.

KaroueBnle ciioBa: HaHHOKyHLTypHBIﬁ KOHTCKCT, HalMOHAJILHBIN My3BIKaHBHBII>'I CTUJIb,
YKpaunHCKad HallMOHAJIbHASA MOJCJIb pOMaHTU3Ma, MY3bIKaAJIbHAd KOMMYHUKATUBHOCTD.

Korniy L. P. Taras Shevchenko and Mykola Lysenko: National, Cultural, Musical and
Stylistic Reflections. This article considers common psychological traits in the works of
T. Shevchenko and M. Lysenko, and their similarities in spiritual values, attitudes, thoughts. It is
noted that the worldview and the work of M. Lysenko and T. Shevchenko were influenced by ro-
manticism, which revealed itself, in particular, in the predominance nationality in art, especially
the role of Ukrainian folk-song and folk arts in the works of the poet and the composer. The article
proves that the content of the works of M. Lysenko, in particular those that include texts by
T. Shevchenko, was a manifestation of a new national musical style which helped bring to light
communicativeness in music as one of the innovations in the artistic heritage of the composer.

Keywords: national and cultural context, the national musical style, Ukrainian national
model of romanticism, musical communicativeness.

Kopﬂiﬁ JI. IL. Tapac Illes4enxo ta Mukosa JIncenko: HaioKyJIbTYPHi Ta My3HIHO-
cTHIIBLOBI peduiekcii. B ykpaiHChKill IIeBYEHKIaHI € YUMAJIO HAYKOBHX JOCII/KCHB, y SIKHX PO3I-
nanaerses npodnema «T. Ilepuenko 1 My3uKa», cepell HUX HasBHI W mparii npo iHTepIpeTalio
M. Jlucenkom moe3ii T. [lleBuenka. Ane ponb ocoou T. IlleBuenka Ta iforo moesii B PO3BHTKY yKpa-
THCBKOT My3UYHOT KYJIBTYPH III€ ¥ /10 IbOTO Yacy po3KpHTa i oIliHeHa HeI0OCTaTHBO. 3 1HIIOTO OOKY,
TaK €aMO HEJIOCTaTHBO BPaXoBaHa POIb My3MYHHX TBOpiB, 30Kkpema i M. Jlucenka Ha TeKCTH
T. IlleBucHKa B NOHECCHHI 0 CIyXadiB ifeil Ta JyMOK IO€Ta, y HOCHJICHHI THX HAIOTBOPYMX IM-
IYJIBCIB, SIKi 3aK/Ia/IeH] B TeKCTaxX reHialbHOro noera. HIXTo 3 MOETIB CBITOBOrO IPOCTOPY HE Mae
CTLIBKU My3HYHHUX iHTeprperaniii, sk T. [llepueHKo. I HIXTO 3 yKpalHCBKUX KOMIIO3HTOPIB HE Ha-
MUCaB CTiIBbKU MY3WYHHX KoMmo3uiliid Ha Teketu T. [lleBuenka, sk M. Jlucenko (monan 90). [Toun-
Hatouu 3 Apyroi moioBuHu XIX cT., y KyIbTypHOMY cepefoBuilli YKpainu imeHa Tapaca [1leBuenka
ta Muxomu Jlucenka go0cUTh YacTo cTaBuiu nopsia. O6uaBa MUTII OyJIM MOB’s3aHi 3 PI3HUMU €Ta-
namu BHU3BOJIbHOI OopoteOm: Tapac IlleBuenko — y cepeamni XIX cr. 3 nistmbHicTIO Kupuio-
MedoniiBcpkoro 6patcTBa, a Mukoia Jlucenko — y apyriid nojgoBuHi XIX — Ha moyarky XX cT. 3
nisubHicTIO «KuiBebkoi rpomamn». Y Kupuino-MedoniiBcbkoMy OpaTcTBi 3apojuiiacs yKpaiHCbKa
HaIllOHAIIbHA 171es, Ky croBigyBaB M. JIuceHko Ta KHIBChKi IPOMaIiBILi.

VY crarti po3risiHyTOo cninbHiI ncuxonoriydi pucu y T. IlleBuenka i M. Jlucenka, a Takox
CIiIbHE B J{yXOBHHX LIHHOCTSIX, MOITIIAX, AyMKax. Iloer i kommosutop yciefo AYLICIO JIFOOHIIH
Yertu, YKpaiHChKUH HapoJ. €1HaIIO IX 1 po3yMiHHSL, IO CHIIa HapoAy B Horo eaxocti. Ha cBito-
cipuitHsTTi 1 TBopdocti M. Jlncerka 1 T. IlleBueHKa [O3HAYMBCS POMAHTU3M, SIKUI B YKPAIHCBKIiL
niteparypi tpusas 10 cepeunn XIX cr., a B My3uui — 10 kinus XIX — novarky XX cr. Bin BusiBu-
BCsl, 30KpEMa, y IIepeBaKaHHI TIPHHIIATTY HAapOJHOCTI B MUCTCLTBI, B OCOOIUBIN POl yKPaiHCHKOIO
HaApOJIHOIICEHHOTO (PONBKIOPY B JKUTTI i MUCTELTBI MmoeTa i KoMno3uTopa. CestHCbKe MOXOKEH-
Hs T. [lleBueHka crpusiyio TOMy, IO BiH CTaB «HAPOJHUMY MoeToM, a M. JIuceHko, nepedHsBIINCH
«HApPOJHUIILKOIO 1/Ie€I0», TOCTYMOBO Ti3HaBaB Hapod 1 ¢ompkiop. €xnama M. Jlucenka 3
T. lleBuenkoM 1 3at00JIEHICTh B YKpaiHCBKY IICHIO, BUCOKe il HOI_IiHyBaHHH T. IlleBuenko, sk
3rajlyloTh MOro Cy4acHUKH, OyB HelepeBepIIeHUM BUKOHABIIEM YKPaiHCHKUX HApPOJHHUX IiCEHb.
M. JIuceHKo HPUCBSTHB 3HAYHY YACTHHY CBOTO XKHUTTSL 36I/IpaHHIO 1 30epeKeHHIO HAPOJHOTO IMICeH-
HOTO cKkapOy: 3amucaB /10 MIBTOPH TUCSYI MiCeHb, BUBYAB X 1 B35IB 32 OCHOBY CBOET KOMIIO3UTOPCH-
KO1 TBOPYOCTI.



AJle He TUTBKH YKpaiHCHKHIA (HONMBKIOp MaB 0COOIMBY Bary y GopMyBaHHi TBOPUOT cymocn
T. llleuerka 1 M. JIncenka. BoHu ocsrtymu JOCBiJ CBITOBOI KyIbTYpH, MIJHSUIMCS Ha BHCOKHIL
MHCTCLBKAM, IHTEICKTyaIbHHH PIBEHD 1 JOCSIIIM JOCKOHAJOCT] y IPOsiBI HAlllOHAIBHOI crienudid-
HocTi. T. IlleBuenko i M. Jlucenko Oynu He TUIBKM BHJATHUMH MUTILSMU, a i TOOOpHUKAMH IpaB
YKpaiHCBKOTO Hapoiay, oOcToroBasId Kpaile MailOyTHe YKpaiHH, MOXKIHUBICTh BIIBHOTO PO3BUTKY
YKpaiHCBKOI Ky/IbTypH. Y CHTYyaIlii, sika cKianacs B HapHInpsHCBKIA YKpaiHi BHACTINOK HOMITHY-
HHX YTHCKIB IMIIEPCBKOI BIIaJ, IX AISUIBHICTD BUXOJHMIIA 33 MEKI «4MCTOrO MUCTELTBAY i BinOyBa-
J1acst MK MHCTEIITBOM Ta MOMITHKO0. CBOEIO My3uKoro M. JIMCEHKO CIIpUsB TOHECCHHIO [0 IIHPO-
KHUX BEPCTB YKPaiHCHKOTO HApoOJy iJ1ei, TyMOK 1 MOYyTTiB HoeTa. 3aBIsIKH My3U4HiH iHTepmpeTanii
komno3utopoM noesii T. [lleBuenka, 3poctas i1 emouiiHuil BIMB Ha ciyxadiB. M. Jlucenko opra-
Hi30BYBaB BUKOHAHHS YKpaiHCHKOI MY3MKH B CKJIaJHHX YMOBax IepeciiayBaHb 1 3a00poH yKpaiH-
CBKOT KyJIBTypH. 30eperiucs I0KyMCHTH (lesiki 3 HUX HENaBHO OIYyOJiKOBaH1), SIKi 3aCBIAYYIOThH
3a00pOHH JIPYKYBATH i BUKOHYBATH TBOPH KOMIIO3UTOPa, 30KpeMa Ha Tekct T. Illepuenka.

VY CBIIOMITIOIOUH 3HAYEHHS [T0eTa He TUIbKU JUIsSl YKpaiHChKOI Hallii, a i cBiTOBOT CHIJ'[BHOTI/I
M. JluceHko Ta KUIBCBKI TPOMaAiBLi Garato 3yCHJIb JOKIIQ/IM JI0 BIIAHYBAHHS HOTO mMam "SIT1, TOITY-
JsipU3altii BipIiiB; BOHH, 110 CyTi, caKpani3yBam iforo mocrare. HesBaxaroun Ha MepeIIKOH BIIaIH
JUIsl BIIAQHYBaHH aM’siTi i nomysipusauii TBopyocti T. [lleBderka, M. JIuceHKo Ta KHIBCBKI Ipo-
MaJIiBIIl MPOBOJMJIM IOBUICHHI 3aX0¥ 3 HAroJu JaT HapOJKeHHs 1 cMepTi noera. Bonu BupaBanu
fioro TBOpH. Y mpoliecax HalllOTBOPEHHsI CUMBOJIIYHOIO 3HaueHHs HaOyna moruna 1. [lleBuenka B
Kanesi, siky KOMIIO3UTOp IIOPOKY Bi/IBiIyBaB 3 POJIMHOIO Ta KUIBCHKUMH IPOMA/TiBI[SIMH.

M. Jlucenxo, numyun Mysu4dsi TBopu ciosa T. IlleBueHka, 3HaYHO PO3LIMPHB TEMATHKY,
o0pasHuii CBIT, ifieliHi Ta hinocoPChki 00pii yKpaiHCHKOI My3HYHOI KyJIBTYPH. ¥ CTAaTTi PO3ITISHYTO
OCHOBHI TeMH-MOTHBY TBOPiB M. Jlncenka Ha noesii T. IlleuenKa, siki CTai He TUIBKY MOCTHYHUM
JUKEpeNIoM BOKAJIbHUX TBOPIB KOMIIO3UTOPA, CBOEIO BHPA3HOIO HAILIOHAJIBHOIO CIIEIU(iKOI0 BOHA
BIUIMBAJIa HA CTUJIb Horo My3uku. T. [lleBueHKO CTaB OCHOBOIIOJIO)KHUKOM YKPaiHCHKOI 3arajibHO-
HAaI[lOHAJIBHOI JIiTepaTypHOi MOBH, a y TBopuocTi M. JIucenka ocTaTouyHO chopMyBaBCsl YKpaiHCh-
KU HaIllOHAIbHUN MY3WYHMHA CTHJIb. SIKIO y KOMIIO3UTOPIB, MONEPETHHKIB Ta Cy4aCHHUKIB
M. Jlucenka, MOMITHI IE€BHI O3HAKM HALlIOHAJILHOTO CTHIIIO, TO B 1Or0 TBOPYOCTI 1iei CTHIIb HaOyB
HOBOI SIKOCTI, chopMyBastacs I1iJlicHa cucTeMa My3U4YHOI MOBH Ha OCHOBI JIOMiHYIOYOTO Ha TOH 4ac
POMaHTHYHOTO cTHMO. HoBa SIKICT IHOTO CTUIIIO 3yMOBJICHA GaraThMa YMHHHKaMH. Komrosurop
CHOYaTKy IHTYITHBHO Bi4yB, a MOTIM PAlliOHAILHO YCBIZOMHB XapakTep YKpaiHCBKOro Hapoxy,
#oro «HaliOHANBHY JAyury». Bid moexHaB 1Ba MOTOKH HAlllOHANBHOI KY/IBTYPH: HApOIHY 1 IIpode-
ciity. M. JIuceHKo 3yMiB, aalTyr0ud JOCSTHCHHS IHOHAIIOHATBHIX KYIBTYp 1 YKPaiHCBKOI, CTBO-
PHUTH HALlIOHAJIBHY MOJIEIb POMAHTUYHOTO CTHIIIO. 3MIiCT TBOPIB KOMIIO3UTOpPA, 30KpeMa Ha TEeKCTH
T. lleBuenka, HOBa HalllOHAJIbHA MY3UYHA MOBA CIPUSUIA SCKPAaBOMY MpPOSIBY MY3HUYHOT KO-
MYHIKAaTUBHOCTI $SK OJHI€T 3 HOBAIIMHUX 0cOOIMBOCTEN MUCTENbKOI criaamuHu M. Jlucenka.
Came ToMy My3HKa KOMIIO3UTOpa Majla 3HAaUHUH BIUIMB SIK HA MPOLECH HALlIOHAIBHOTO BiIPOIXKEH-
Hsl, TaK 1 Ha MOJAJIBIINHA PO3BUTOK YKPAiHCHKOT My3UYHOT KYJIBTYPH.

Korniy L. P. Taras Shevchenko and Mykola Lysenko: National, Cultural, Musical and
Stylistic Reflections. In Ukrainian Shevchenko studies there are many scholarly researches that
have examined the problem of “T. Shevchenko and Music”, the works about M. Lysenko’s interpre-
tation of Taras Shevchenko’s poetry among them. But the role of Shevchenko and his poetry in
the development of Ukrainian musical culture is still unexamined and underappreciated. The role of
musical works also have not been taken into account, including the works of Lysenko on Shevchen-
ko’s poetry, in which he attempts to bring forth the ideas and thoughts of the poet to the audience
and strengthen messages incorporated into the texts of the genius poet, which could inspire
the nation. None of the poets of the world have as much musical interpretations as Shevchenko.
And none of the Ukrainian composers have written as many musical compositions on the texts of
Shevchenko as Lysenko (more than 90). In the cultural environment of Ukraine in the second half
of the 19 century the names of Taras Shevchenko and Mykola Lysenko were often put together.
Both artists were associated with the different stages of the struggle for liberation: Taras Shevchen-
ko was active with the Cyril and Methodius Brotherhood in the middle of the 19 century, and My-
kola Lysenko — with “The Kyiv Community” in the second half of 19 — early 20 century. Cyril and
Methodius Brotherhood originated the Ukrainian national idea, professed by Lysenko and
the members of “The Kyiv Community™.

The article examines the common psychological traits of Shevchenko and Lysenko and their
similarities in spiritual values, attitudes, thoughts. The poet and the composer loved Ukraine and
the Ukrainian people with their whole hearts. They were also united in their understanding that
the power of people is in their unity. The worldview and work of Lysenko and T. Shevchenko were



affected by romanticism, which in Ukrainian literature continued until the mid-19 century, and in
music — until the late 19 — early 20 century. It revealed itself, in particular, in the predominance of
nationality in art, especially the role of Ukrainian folk-song and folk arts in the works of the poet
and the composer. T. Shevchenko was a villager, and that contributed to the fact that he had become
a “people’s” poet, and Lysenko, imbued with the national idea, gradually learned to understand
the people and the folklore. Lysenko and Shevchenko shared a love for Ukrainian song. Shevchen-
ko, as his contemporaries remember, was a consummate performer of Ukrainian folk songs.
M. Lysenko has devoted much of his life to collecting and preserving folk songs: he documented up
to a thousand songs, studied them and had based his composition on them.

But not only Ukrainian folklore was of particular importance in shaping the creative nature
of T. Shevchenko and M. Lysenko. They befell the experience of world culture, climbed the high
artistic and intellectual level and have achieved excellence in their national specificity.
T. Shevchenko and M. Lysenko were not only prominent artists, but also champions of the rights of
the Ukrainian people. They wanted a better future for Ukraine and the possibility of free develop-
ment of Ukrainian culture. Influenced by a situation in Dnieper Ukraine as it suffered from political
oppression of imperial power, they extended beyond “pure art” and took a place between art and
politics. With his music M. Lysenko promoted the ideas, thoughts and feelings of the poet to
the Ukrainian people. Thanks to the musical interpretation of T. Shevchenko’s poetry by
the composer, its emotional impact only grew. M. Lysenko organized performance of Ukrainian
music in the difficult conditions marred by persecutions and prohibitions of Ukrainian culture.
There are documents (some recently published) certifying a ban to print and perform
the composer’s music, in particular with the lyrics by T. Shevchenko.

Realizing the importance of the poet not only for the Ukrainian nation, but also for
the international community, Lysenko and “The Kyiv Community” made many efforts to honor his
memory and promote his poetry; they have, in fact, worshipped him. Despite the obstacles made by
the government to honor the memory and promote the works of T. Shevchenko, M. Lysenko and
“The Kyiv Community” carried out commemorative events to mark the dates of birth and death of
the poet. They published his works. In the process of nation-building the grave of Taras Shevchen-
ko in Kaniv had become symbolic. The composer attended the site every year with his family and
the members of “The Kyiv Community”.

Lysenko, by writing musical compositions on the words of Taras Shevchenko, greatly ex-
panded the subject, imaginative world, ideological and philosophical horizons of Ukrainian music.
The article deals with the main themes and motifs of Lysenko’s works on Taras Shevchenko’s
poems, which became not only the lyrics for the composer’s works, but added a distinct national
specificity that influenced the style of his music. T. Shevchenko was the founder of Ukrainian na-
tional literary language, and the work of Lysenko finally shaped a Ukrainian national musical style.
If composer’s predecessors and contemporaries had some timid signs of national identity, in
M. Lysenko’s work this style has gained a new quality, formed a completely new system of musical
language based on the dominant at the time romantic style. The new quality of this style was af-
fected by many factors. The composer initially intuitively felt and then efficiently embodied
the nature of the Ukrainian nation, its “national soul”. He combined two streams of national culture:
popular and professional. Lysenko managed by adapting the achievements of foreign and Ukrainian
cultures to create a national model of romantic style. The content of the works of M. Lysenko, in
particular those with lyrics by T. Shevchenko, was a manifestation of a new national musical style
which helped bring to light communicativeness in music as one of the innovations in M. Lysenko’s
artistic heritage. That is why the music of the composer has had such a significant impact on
the process of national revival and the further development of Ukrainian music.

Pomenko Onena I'eopriiBaa

Pomenko O. I'. IToeTuka «3anosity» Tapaca llleBuenka B onepi Muxosm JIucenka —
Muxaiina Crapuubkoro «Tapac Byis6a». Busisieno i o0rpynrosaso osnaku noetuk Illesue-
HKOBOTO «3amnoBiTy» B Apio3o Tapaca, yMlmeHOMy B JlomaTtky 1o KJ'IaBlpy onepu «Tapac bynn0ay.
M. JIucenka — M. Crapunpkoro. Lle «3amoBiTHa» cTpoda — IBOCTONMHUN XOpeH, «3aroBiTHI» ceMaHTe-
MU. «3an0131THy» napajgurMmy «I0AaTKOBOT0Y Ap103o Tapaca yTBOPIOIOTH IIPUTAMAaHHHUI HOMY HPO-
pounii 1yx, IMIICpaTUBHICTh, YCBIIOMIICHHS MiCli CIIyXKiHHS YKpaiHi-pOJMHI, CMHCIIO00pa3 «BUCO-
KOI MOTHJIM», allOKaIINTAYHI BUAIHHS, TIMHIYHICTb, MOJIMTOBHICTb, TOH HaCTaHOBH. BeTaHOBiICHO
nepe,u6aquaHe micre Apio3o B omepi. PO3KpI/ITO 0COBIMBOCTI «3aTOBITHIX» 3MICTIB 3BepHEHb Ta-
paca 10 cuniB i Ci4OBOro K03alTBa B IHTOHALIHHIH IpaMaTyprii onepH.

KarouoBi ciioBa: moetuka, «3amoBitHay cTpoda, ApaMaTyprist orepH, apioso.



Pomenko E. I'. IloaTuka «3anosity» Tapaca llleBuenko B onepe Huxoaas Jlncenko
Mmuxaunna Crapunkoro «Tapac Byab6a». OOHapykeHbl 1 000CHOBAaHbI YEPThI IOITUKHU IIEBYCH-
KOBCKOIo «3amoBuTa» B Apuo3o Tapaca, BeiHECEHHOM B JlonosiHeHue K kiaBupy onepsl «Tapac
byns6a» H. JIpicenko — M. Ctapunkoro. TakoBbl «3amoBUTHas» cTpoda— JIBYCTONHBIN Xopei,
«3aIllOBUTHBIE)» CEMAHTEMBI. «3allOBUTHYIO» MMApaJUrMy «IONOJHUTENbHOr0o» Aprno3o Tapaca oOpa-
3YIOT CBOMCTBEHHBII €My NPOPOYECKHH TyX, UMIIEpPAaTUBHOCTh, OCO3HAHUE MHUCCHUHU CILyXKECHHS YK-
panHe-ceMbe, CMBICTI000pa3 «BBICOKONH MOTHJIBD), allOKATUIICHYECKUE BUJICHUS, THMHUYHOCTD, MO-
JUTBEHHOCTh, TOH HACTABJICHUS. Y CTAHOBJICHO IIPEAIOIAraéMOE MECTO PACIIOIO0KEHUS «IOINOIHH-
TEJNBHOI0» ApHO030 B onepe. PacKpbITEI 4epThl «3allOBUTHBIX» CMBICIIOB oOpameHuii Tapaca k cbI-
HOBBSM U CHYEeBOMY KO3a4eCTBY B MHTOHAIIMOHHOMH JipaMaTypruu OIephl.

KaroueBnle ci1oBa: IIO9THKA, «3aIIOBUTHAs» CTpO(I)a, ApaMartyprus oucphl, apnuo3so.

Roschenko O. G. Poetics of Shevchenko’s “Testament” in the Opera by Mykola Ly-
senko and Mikhail Staritskyi “Taras Bulba”. This article discovers and describes the presence of
the poetics of Shevchenko’s “Testament” in Taras’s Arioso, inserted in the Annex to the Clavier of
the opera “Taras Bulba” by M. Lysenko — M. Staritskyi. Such is the stanza of “Testament” —
the disyllabic trochee, the semantics. The “Testament”-esque paradigm in the “additional” Arioso of
Taras embodies his prophetic spirit, his imperative, his awareness of the mission of serving
the Ukraine-family, the image of a “high grave”, apocalyptic vision, anthem- and prayer-like quali-
ty, tone of guidance. The possible designated place for the Arioso in the opera is established in this
article. The features of “Testament”-esque content of Taras addressing his sons and the Sich Cos-
sacks can be discovered in the intonational dramatics of the opera.

Keywords: poetics, “Testament”-esque verse, dramaturgy of opera, Arioso.

Pomenko E. I'. IToaTuka «3anoBity» Tapaca Illleuenko B onepe Hukonas JIncenko —
Muxaniaa Crapunkoro «Tapac Byas6a». CTpykTypHO-()yHKIIMOHAIBHBIA aHATN3 TO3BOJIMI 00-
HapyXHUTh Y€pThl IO3TUKH ILIEBYEHKOBCKOIO «3amnoBuTa» B Apno3o Tapaca, BeiHECEHHOM B Jlomou-
HeHue K kiaBupy onepbl H. JIbicenko — M. Crapunkoro «Tapac bynb06a». [[BycTomHblii Xopeid,
HOPSAJIOK PACIOJIOKEHUS MOATUUECKUX CTPOK (BCE HEUETHBIE CTPOKU — II0 BOCEMb CJIOTOB, BCE YET-
HbIE — 10 IIECTh) CBUIECTEIBCTBYIOT O TOM, YTO «JIOIOJHUTENBbHOE» Apno3o o0janaeT CTPyKTyp-
HBIMU MPU3HAKaMU IIEBYEHKOBCKOM «3allOBUTHONY CTPOPBHI.

VY CTaHOBIIEHBI «3allIOBETHBIE» CEMAHTEMBI «JIONOJHUTENBHOTO» Apuno3o. IIpopodectso Bo-
ionaercs Ogarogaps OOpaleHUIO K IOTOMKAaM ¢ OTE€YECKUM HAcTaBJIIEHUEM, UMIIEPAaTUBHOMY TO-
Hy, MaTPUOTUYECKOMY TOJIKOBAHMIO €BAHIEJIbCBKOIO INpHUHIMIA OeccMepTHs («CMEPTHUIO CMEPTh
IIOTIPaBy»), UAEE NOCMEPTHOTO NIPUCOEANHEHNS KEPTBEHHOM KO3alKOW AyIIM K YKPaMHCKOMY paro,
MHUCCUEN CIIyKeHHsI YKpanHe-cembe. [[oquépkHyTO 3HaUeHHEe namsTH, ClocoOCTBYIOUIEH MpeBpa-
IICHUIO HALIUK B €IMHYIO CEMbBIO: YMEpIIUE 33 YKpauHy BXOIST B TOT CEMEHHBIA KpYT JKUBBIX, 3a
cBOOOY KOTOPBIX OHU OTJAJIN KU3Hb.

«3amOBUTHOI) NapaJurMe MpHUCYI] TOH HAaCTaBJIECHMS, OCOZHAHME MUCCHUH CIY)KEHUS YK-
panHe-ceMbe, CMBICIO00pa3 «BBICOKOW MOTHIIBD), AlOKAJIUITHYECKUE BHUIACHUS, MOJIUTBEHHOCTD.
«3amOBUTHAS» THMHUYHOCTD «JOMOJIHUTEIBLHOT0» APH030 CTAHOBUTCS OYEBUIHOMN, €CIIU MPUHATH
BO BHUMaHHe, YTO B «3amoBeTHOU cTpode» Hanucan ['ocynapcTBennblil [ MMH YKpanuHsI.

VY CTaHOBIEHO IPEIIOJIAraéMOE MECTOPACIIONIOKEHNE «IOTIOHUTEIBHOr0» Apro30 B omep-
HOM I1eJIOM. Apro30 J0JDKHO ObUIO OBl pa3Menarbes B TPETheM JAEHCTBUY, IPOUCXOASINEM B 3a10-
poxxckoit Ceun, 710 CLieHbI IEPEBBIOOPOB ceueBoro atamana. J[is iasicenkoBoro Tapaca KomieBoii u
Ceub — mpapoauTent TOH «OOJIBIIOW CEMBH», O IIOCMEPTHOM BO3BpAllEHUH B KOTOPYIO MedTall
T. IlleBueHKO, XpaHUTENN TOTO «JOMa», B KOTOPBIN Bo3Bpamaercs: onepHselii ['epoii. [lokunyB ce-
MeiftHOoe THe3/10, 0TOpBaB cbiHOBel oT Hactu, onepublit byias0a oTaéT UX B Ty BOJIBHYIO KO3aIKYIO
CEMBIO, KOTOpas SIBJISIETCS aHAJIOIOM HIMPOKOM IIEBYEHKOBCKOM CEMBU U3 «3allOBUTAY.

OO0O0CHOBaHO TPEINOI0KEHNE OTHOCUTENILHO MPUYUH HMCKIIOYEHHUS APHO30 U3 ONEPHOTrO
nesioro. Beegenne Apnoso nmotpedoBano Obl «OCTAaHOBKH JEHCTBUS», YTO HE COOTBETCTBOBAIO 3a-
Mblcity H. JIsicenko, peacTaBUBIIEMY TPETHH aKT KaK CKBO3HYIO CIIEHY.

«3alOBUTHBIEY» CMBICIIBI B MHTOHAIIMOHHOM JipaMaTypruy OlepHOro LEeJ0oro HaOIoAatTes B
TOM, YTO PEILNIMKHA U MOHOJOrM Tapaca, oOpaléHHbBIE K CBIHOBBSAM U KO3aKaM, OCHOBaHbI HA JIBY-
CTOIIHOM XOpee€, B KOTOPOM M YETHBIE, U HEUETHBIE CTPOKHU 00JIaJat0T BOCBMHUCIIOTOBOM CTPYKTY-
poOH.

«3allOBUTHBIE CEMAHTEMBD» MY3BIKAIBHOIO SI3BIKA «JONOJIHHUTEIBHOTO ApHo30» IpOsBIIS-
IOTCSl B peIIMKax M MoHoJorax ['epos U3 OcHOBHOW 4acTh KijaBupa. B 3amoBuUTHONW cUMBOJIMKE



ApH030 BakKHa pOJIb MEIJICHHBIX TEMIIOB, HACTAaBUTEJIbHBIX MHTOHAIIMOHHBIX 000pOTOB, oOparie-
HHUE K TOHAJIBHOCTSIM ¢ OOJIBIIIMM KOJINYECTBOM OeMoIe.

B temne BennyecTBeHHOTrO Sostenuto 3By4UT 3allOBUTHAs peub Tapaca (BOiHas IByX4acT-
Hasi opMa ¢ OpKeCTPOBHIM BeTyrmjieHHeM M kojoit). H. JIeicenko obOpamaercs k GiaropogHomy
COb-0eMOIb MAdHCOpY C TIPUBIICUEHUEM B TPEThEM JEBSITUTAKTE OJHOMMEHHOTO (TpU YCIIOBHH JH-
rapMOHUYECKOH 3aMeHbl) ¢a-ouez munopa. Ero nosiBieHue oOycIOBIECHO H3J0KEHUEM HACTaBH-
TEeJILHOTO credo. Bo3Bparenue convb-6emonsy madxicopa npuiaét Apro3o 4epThl TOHAIBHOW penpH-
3BL.

Apuo3zo Bomomaer «uaeanbHbeiid menoc» H. JIbicenko. Kommo3utop uzberaer B 4&€TKO
CTPYKTYPUPOBAaHHOM ApPH030 MHTOHAIIMOHHBIX TIOBTOPOB, MpHUIaBas €My 4e€pThl MOHOJIOTA, CKBO3-
HOW Apamarypruu, cuMdoHu3mMa. B HUCXOISIMNUX WHTOHAIMX B Mpejeiax YUCTON KBapThl (KBUH-
ThI) BOIUTIOIIEH HACTAaBUTEIbHBIN, UMIIEPATUBHBINA TOH APHO30.

Xors B BepOaJbHOM TEKCTE 3allOBUTHOTO ApPHO30 OTCYTCTBYET CMBICIooOpa3 pasd,
H. JIpicenko BBOIUT €ro uepThl, chopMUpoBaHHBIE B HapTUsX AHJpes 1 MapbUlbIi, B UHTOHAIHU-
OHHYIO JIpaMaTypruio «JIOMOJHUTENBbHOT0» cojio Tapaca. @opiary, mecTHaaTble U TPUIIATbB-
TOpBIE JOJIM MPEJICTAIOT KaK OTOOpaKeHHE TEX COJIOBBUHBIX TpeJiei, KOTOpble CUMBOJIM3UPYIOT pai
B onepe. Kak u B maptusx AHzapes 1 Mapbuiblid, HHTOHAIIMOHHBIE MPU3HAKU pasi B 3allOBUTHOM
Apuo3zo Tapaca pa3MeliaioTcss B OKOHYaHUIX MY3BIKAJIBHBIX (pa3, B KaJaHcax. 3HaUeHUE WHTOHA-
IIMOHHBIX MPU3HAKOB pasi YBEJIMYMBAETCS 110 Mepe MPUOIMKEHNS K KaJeHIIMOHHOMY paznery. O0-
M€ MHTOHAIIMOHHBIE MPU3HAKM KapTHUH pasi, KOTOpbIE PUCYIOTCS BooOpakeHHIO AHzpes u Ma-
pPBUIBLIM U TpEJICTalOT B MeuTax Tapaca, cmocoOCTBYIOT NMPEOOJICHUI0 TParun4ecKoro MpOTHUBO-
CTOSIHUS TIEPCOHAXKEH.

Kaptuna past B «JIOMOJTHUTEIBHOM» APHO30 AMHAMHYHA: OT €r0 TPAKTOBKH KaK IPUKH3-
HEHHOTO OBITHS B JIOHE KO3AIIKOM «CeMbH BeJIUKOI» ['epoll MPUXOAUT K €ro acCOIMMPOBAHUIO C
KEPTBEHHBIM CIIy)KeHUEM Y KpauHe, C IOCMEPTHOM «BBICOKOH J0Jeit», OcBsIeHHOH borom.

Ecim g Asapes u Mappuibiin «paiickue KyIu» — 3TO IbUIKast 1000Bb, TO U1 Tapaca —
Vkpanna. ['0TOBHOCTB HcCKaTeneil pas Ha caMOIOKEePTBOBAHUE BO UMl €r0 JJOCTH)KEHUS CLIOCOOCT-
BYET UX JyXOBHOMY OOBEINHEHUIO.

YepThl 3aOBUTHON MHTOHAIMOHHOW JpaMaTypruM IMPOSBISIOTCS B MEPBBIX K€ HACTaBH-
TeNIbHBIX peruinkax Tapaca. Ne 3 Hamucan B MemneHHoM Temie (Grave), B mu-Oemonb — napai-
JeTbHON TOHAJIBHOCTH 3allOBUTHOTO ApPHO030, COJIEPKUT MHTOHAIMU HacTaBieHus. Kommosutop
YCTaHOBMJI TJIyOMHHBIE CBSI3M MeX 1y 1ByMsi Apro3o Tapaca, XOTsl ¥ He BBEN 3alIOBUTHOE APHO30 B
OCHOBHOM TEKCT OIEPBL.

DJeMeHTHI 3alIOBUTHON CEMaHTHKH MPHUCYIIU peruinkaM Tapaca u3 BToporo JeictBus, 00-
palEHHBIM K CBIHOBBSM (3T0 Maestoso poco sostenufo Kak TEMIOBBIH NpPU3HAK 3allOBUTHOTO
CMBICIIa, TapaUIeTIbHBIH MaKOPO-MHHOD).

OOpaiénnple K Ko3akaM periuku Tapaca u3 msToro AeHCTBUS COAEp)KaT YepThl 3allOBUT-
HOW CHMBOJIMKH (MEJUIEHHBIE TEMIIbI, HUCXOJsIIee Mejoanueckoe apukeHue). Mononor Tapaca
«YTo Ha cBeTe» Tak)Ke HaNKMCaH B MEMJICHHOM Temre (Andante pathetico nepexoIuT BO BTOPOM
paznene B Sostenuto). TemaTudeckoe U TEMIIOBOE €AMHCTBO MeXIy Sostenuto uz Monomnora Tapaca
U HayaJIoM YBEpTIOPHI (TeMn Sostenuto maestoso) MO3BOJISIET MPUNATH K BBIBOJY O paclpocTpaHe-
HUH 3a[IOBUTHOT'O CMBIC/IA Ha HaYalIbHYIO TeMy onepbl. O0palienue K Mu-6emonb MuHopy B MOHO-
nore «Uro Ha cBeTe» crnocoOCTBYeT 00pa30BaHMIO TOHAJIBHON apku K Apuo3o Tapaca u3 mepBoro
JEUCTBUS.

B «pononautensHoM» ApHO30, Kak U B Apyrux oOpamenusx ['epos k CeueBoMy KO3alTBY,
K zetsM, ceMbe, Tapac H. JIucenka — M. Crapurnikoro o6miaercst ¢ OyaymuM (OyayluMH MMOKoJe-
HusMN) s361koM Tapaca IlleBuenko.

Roschenko O. G. Poetics of Shevchenko’s “Testament” in the Opera by Mykola Ly-
senko and Michael Staritskyi “Taras Bulba”. The structural and functional analysis allowed us to
detect the features of the poetics of Shevchenko’s “Testament” in the Arioso of Taras, an addition
to the libretto of the opera by Lysenko-Staritskyi “Taras Bulba”. Disyllabic trochee, the placement
of lines in the poetry (every odd row has eight syllables, every even row — six) indicate that
the “additional” Arioso has the structural features of Shevchenko’s “Testament-esque stanza.

The article defines the “Testament”-esque semantical units in the “additional” Arioso.
The prophecy is carried out through addressing the offsprings with paternal exhortation,
the imperative tone, the patriotic interpretation of the evangelical principle of immortality (“death
defeated by death™), theidea of the posthumous joining of the sacrificial Cossack souls in
the Ukrainian heaven, mission of serving the Ukraine-family. The importance of memory is unders-
cored — it helps transform the nation into a single family: those who died for Ukraine stay in
the family circle of the living, for they gave their lives for freedom.



The “Testament” paradigm has an inherent tone of instruction, awareness of the mission to
serve the Ukraine-family, the symbolic image of a “high grave”, apocalyptic visions, anthem- and
prayer-like qualities. The anthemic quality of the “additional” Arioso becomes obvious if we take
into account that the National Anthem of Ukraine is written in the “Testament”-esque stanza.

The article establishes the alleged placement of the “additional” Arioso in the opera as a
whole. The Arioso would be placed in the third act, which takes place in the Zaporizhian Sich, be-
fore the scene of re-election of the Sich Ataman. For Lysenko’s Taras, the Ataman and Sich are
the progenitors of the “big family”, the posthumous return to which was Taras Shevchenko’s
dream — the keepers of the “home” to which the opera hero would return. After leaving the family
nest, after tearing his sons from Nastia, Bulba brings them to the free Cossack family, which is ana-
logous to the big family described in Shevchenko’s “Testament”.

There are assumptions about the cause of the Arioso’s exclusion from the final version of
the opera. The introduction of the Arioso would require a “stop action” that did not fit into Lysen-
ko’s plan to present the third act as pass-through scene.

“Testament”-esque meanings in the intonations of the whole opera can be observed in Ta-
ras’s lines and monologues — his address to the sons and the Cossacks is based on disyllabic tro-
chee, in which odd and even lines have an eight-syllable structure.

The “Testament”-esque semantics in the musical language of the “additional Arioso” mani-
fests itself in the lines and monologues of the Hero in the main part of the clavier. The “Testament”-
esque symbolism of the Arioso relies on the slow tempo, intonation of exhortation, appeal to tonali-
ties with lots of flats.

The majestic speech of Taras is written in the Sostenuto tempo (double binary form with or-
chestral introduction and coda). Lysenko uses the noble G flat major with the involvement of F
sharp minor in the third nine-bar (with enharmonical replacement). Its appearance is due when
the exhortative credo begins. The return to G flat major gives the Arioso the features of tonal reca-
pitulation.

The Arioso embodies the “perfect melos™ of Lysenko. The composer escapes repeats of in-
tonation in the clearly structured Arioso, giving it features of a monologue, piercing drama, sym-
phonism. The descending intonations within the perfect fourth (fifth) embody the admonitory, im-
perative tone of the Arioso.

Although the verbal text of the “Testament”-esque Arioso has no semantic image of
the paradise, Lysenko introduces its features into the parts of Andrii and Maryltsa and into the tonal
drama of the “additional” solo of Taras. Grace notes, sixteenths and thirty-seconds represent trills of
a nightingale, which symbolize paradise in opera. As in the parts of Andrii and Maryltsa,
the intonational signs of paradise in the Arioso of Taras are placed at the ends of musical phrases, in
cadences. The meaning of the intonational features of paradise increases as we approach
the cadence section. Common intonational signs of paradise that appear in the imaginations of An-
drii and Maryltsa, and in the dreams of Taras, contribute to overcoming the tragic confrontation
between the characters.

The image of paradise in the “additional” Arioso is dynamic: from his initial interpretation
of it as the Cossack “family” during his lifetime, the Hero later comes to associate it with
the sacrificial service to Ukraine, with the posthumous “higher destiny” sanctified by God.

For Andrii and Maryltsa “paradise” means their passionate love, and for Taras it is Ukraine.
The willingness of the seekers of paradise to sacrifice in the name of achieving it contributes to
their spiritual unification.

The features of the “Testament”-esque intonational drama is manifested in the very first pa-
ternal lines of Taras. Number 3 is written in a slow tempo (Grave), in E flat — the parallel tonality to
the “additional” Arioso, and it contains instructional intonation. The composer established deep
connections between the two Taras Ariosos, although he did not include the “Testament”-esque
Arioso into the main text of the opera.

The elements of semantics of “Testament” are inherent in Taras’s lines in the second act, as
he addresses his sons (Maestoso poco sostenuto tempo as an indication of the meaning of “Testa-
ment”, a paralleled major-minor).

Tara’s lines to the Cossacks from the fifth act contain the features of “Testament”-esque
symbols (slow tempo, descending melodic motion). Taras’s monologue, “What in the World”, is
also written in a slow tempo (Andante pathetico in the second section becomes Sostenuto). And
the thematic unity between Sostenuto of the Monologue and the beginning of the Overture (tempo
Sostenuto maestoso) allows to conclude that the meaning of “Testament” is present in the initial
motif of the opera. Usage of E-flat minor in the monologue “What in the World” helps to create a
tonal arch from Taras’s Arioso from the first act.



In the “additional” Arioso, as in other addresses of the Hero to the Sich Cossacks, his child-
ren and family, the Taras of Lysenko-Starytsky communicates with the future (future generations)
using the language of Taras Shevchenko.

Bosocatux Ouasbra IOpiiBHa

Bostocarux O. 0. Bikrop Kocenxo: mysuka nis rearpy. Hesaificueni onepui 3aaymu.
BUCBITIICHO JUSUIBHICTD YKPATHCHKOTO KOMIIO3UTOPA B rajly3l My3HYHOTO i JAPaMaTHIHOrO Tearpis,
KiHO. 3a apXiBHMMHU ¥ emiCTOJSIPHUMH MarepiajaMi, CIOrajaMH CyYacHHKiB 3JIHCHEHO cIpoOy
BIATBOPHUTHU 1HAMBITYaTbHUN XYH0KHIH METOJ MUTIIS, PEKOHCTPYIOBAaTH BTpayeHi TBOPH, a TAKOX

MaJIOBiZIOMi TBOPUYi 3a1yMH.

Kuarouosi cinoBa: tBopuicTs B. Kocenka, Mmy3uuHo-IpaMaTuyHuil Teatp, My3uka Jjsl Teat-
py, My3HUKa JJi KiHO, My3H4YHa KyJIbTypa MepIIoi MOJOBUHU XX CTOMITTSL.

Bouaocateix O. 0. Bukrop Kocenko: my3bika 111 Teatrpa. HeocymecTBieHHbIe onep-
HbI€ 3aMBICIbI. PaccMaTpuBaeTcst AesITENFHOCTD MPOCIABICHHOTO YKPAMHCKOTO KOMIIO3UTOpa B
o0JacTi MY3BIKATHHOTO TeaTpa U COMPUKACAIOIMIUXCS C Hel cdepax MY3BIKH K JpaMaTHYeCKUM
CHEKTaKJIsIM, KHHOMY3bIKM. Ha OCHOBe apXWBHBIX M SMUCTOJSPHBIX MaTEpHAIOB, BOCIOMUHAHUN
OCYIIIeCTBIICHA TIOMBITKA BOCCO3/IaHUs MHIUBUYaTLHOTO TBOPYECKOTO METOA XYA0KHHUKA, PEKOH-
CTpyHpOBaTh YTpaueHHBIEC TPOU3BEACHHUS, & TAKKE MAJOU3BECTHBIE TBOPUECKHUE 3aMBICIIBL.

KaroueBnle cioBa: TBOPYECTBO B. KOCGHKO, My3BIKaJ'IBHO-I[paMaTI/I"IeCKI/II7I TCaTp, MY3bIKa
JJId TC€aTpa, My3bIKa JUIA KHHO, MY3bIKaJIbHas KYJIbTypa nepBoﬁ OJIOBHHBI XX BeKa.

Volosatykh O. Yu. Viktor Kosenko: Music for Theatre. Unfulfilled Opera Concep-
tions. The article reviews the work of the famous Ukrainian composer of musical theatre and conti-
guous with it music for dramatic theatre and film music. The author attempts to recreate the artist’s
individual creative method on the basis of the archive sources, epistolary and memoir materials.
Also his little known artistic ideas are reconstructed.

Key words: Viktor Kosenko’s creative Work music and dramatic theatre, music for theatre,
film music, musical culture of the first half of the 20" century.

Volosatykh O. Yu. Viktor Kosenko: Music for Theatre. Unfulfilled Opera Concep-
tions. The article reviews the work of the famous Ukrainian composer of musical theatre and conti-
guous with it dramatic theatre and film music. The author attempts to recreate the artist’s individual
creative method on the basis of the archive sources, epistolary and memoir materials. Also his little
known artistic ideas are reconstructed.

The prominent Ukrainian composer of the first third of the 20™ century Victor Stepanovich
Kosenko is known, mostly, as an author of symphonic, chamber-instrumental and chamber-vocal
works. But his work in the musical theatre sphere is not very well-known. Even uttering the topic
“Kosenko and Musical Theatre” can seem strange and paradoxical. In fact, it is well known from
biographic essays and researches of the artist’s work that Victor Stepanovich wrote not a single
opera. The only exception is the opera “Maryna”, allegedly his first and last. However, more exten-
sive studies of documentary sources related to him create the impression that “Maryna” was going
to become the completion of the work V. Kosenko did for musical theatre — the crown jewel at
the top of a considerable amount of excellent work. But which were the previous stages that led him
to the opera? This attempt to find information to partially reconstruct and bring to light previously
unresearched activity of an outstanding figure in Ukrainian musical culture seems very interesting
and relevant.

Unfortunately, basic materials with the help of which it would possible to carry out this at-
tempt are, mostly, not musical. Letters and notes of the composer, remembrances of his relatives,
friends and students — these are the documents that had the information on the topic that interests us
most fully. The musical materials for this research, with some insignificant exceptions, are not ac-
cessible to study nowadays. It should be noted that the problem of shortage of musical sources for
researching Victor Kosenko’s music has appeared before the Ukrainian musicologists already long
ago. The first biographer of the composer, Valerian Dovzhenko, has also had to deal with it.

One of the reasons for this is, certainly, the creative method of the author, about which many
of his relatives and friends reminisced. The pieces of music assumed their final shape in
the composer’s imagination, the smallest details kept in his musical memory (sometimes he repeat-



edly performed them by heart), and only then it became traditional sheet music. In the late period of
his life the composer could not spare much time to such work, as it required considerable physical
strength. This is the reason why the opera “Maryna” remains unknown to the listeners, a considera-
ble part of which the composer had not only planned, but worked on in detail, but had never written
down.

However, the amount of musical ideas and projects was so large that here and there, hastily
fixed in rough copies, they remained, expecting their completion for quite a while. Naturally, not all
sketches remained unscathed — some manuscripts were irrevocably lost, but the composer did not
summon enough strength and time to go back to their renewal. Such was a fate of a string quartet,
which the author considered a very successful piece and planned, after redaction, to devote to
the Kharkiv quartet named after M. D. Leontovych.

Many years” worth of instrumental music for ensembles and orchestras with various layouts
of performers, and the presence of acknowledged masterpieces of symphonic genre in his catalogue
testify to the composer’s ability to create a masterful multicoloured symphonic background for
dramaturgy and opera, and channel the spontaneous feelings of the characters and difficult psycho-
logical implications of their behaviour through music. At the same time, the composer deeply un-
derstood the nature of vocal performance, was a long-time collaborator with many prominent sing-
ers. His choral and chamber-vocal creative legacy rivals his symphonic work in quality, and in
some respects, possibly, excels it. He paid meticulous attention to emotional expressiveness of
the intonation of the vocal music and use of appropriate performance techniques. For him, a sincere
and melodious melody was a basis of musical expressiveness in all genres of music. These characte-
ristic features of the composer’s creative style were undoubtedly utilized during the process of re-
constructing the musical-dramatic legacy of Viktor Kosenko — music for dramatic plays of different
genres, film music and also unrealized and uncompleted opera projects.

V. Kosenko’s first encounter with musical theatre dates back to a period of his studies at
the St. Petersburg conservatory. In 1917 he created the music to theatrical performances for a small
orchestra, which afterwards was transcribed by the composer for a string quartet. The further fate of
the works is unknown and lacking more detailed information on them. However, that confirms
the fact that theatre work appealed to the composer, and he had a personal interest and desire to
work in that sphere.

Bosocarux O. 0. Bikrop Kocenxo: mysuka pist tearpy. HesnificHeni onepni 3axymn.
Bunarnuii yKpaiHCKUI KOMIO3UTOP mepiuol TpetuHr XX ctonitts Bikrop Crenanouu Kocenko
BIZOMUH, 31€OLIBIIOrO, sK aBTOP CHM(OHIYHHX, KaMEpHO- 1HCprMeHTaJ'IBHI/IX 1 KaMmepHo-
BOKAJIbHUX TBOPiB. HaTomicTh, MpakTHYHO HE3HAHOIO CHOTOJHI JIMINAETHCS HOro TBOPUICTH Y MYy-
3UYHO-TeaTpajbHil ramxy3i. HaBiTh cama moctanHoBka nutaHHs — «KoceHKO 1 My3WUYHMHA TeaTp» —
MO’K€ BUJATUCS JUBHOIO 1 MapaJloKcalbHO0. AJpKe 3 OiorpadiuHuX HApHCIB 1 AOCIIKEHb TBOPYO-
CTi MUTIIS 100pe Biiomo, 1m0 Bikrop CTrenaHoBUY He HAKCaB KOAHOI onepH. €IUHIUM BUHATKOM 3
IILOTO KATErOPUYHOI'O TBEP/KEHHsSI MO’KHA BBAXKaTW 3raJlyBaHy MOAEKYIH poOOTYy KOMIIO3UTOpPa
Haj oneporo «MapuHay, HIONTO — HepIIolo i ocTaHHbOO. [IpoTe 3a IeTanpHIIIOro BUBUYEHHS J10-
KyMCHTQIBHUX JDKEPEIL, OB’SI3aHMX 13 HAM, CKIAIA€ThCs BpaxkeHHs, o «Mapuuay» Mana 6 craru
JIALIE 3aBEPIICHHSIM TPUBANIOL AisIIBHOCTI B. KoceHka B rajysi My3M4HOIO Tearpy, BIHLEM 1 Haii-
BHIIUM CTYNICHEM HAlPYKeHOi 1 HaroneruBoi poOOTH. Ase X SIKHMH OyJ1d TomnepeHi madim Ha
nuisixy 7o Hei? Crpoba BigHalTH iH(popMaIliio i IXHBOT, X04a 0 YaCcTKOBOI, PeKOHCTPYKIIIi 1 BH-
CBITJINTH TaKUM YHHOM HEJIOCTAaTHHO BUBYEHI CTOPIHKHU MisNIBHOCTI HEMEPeCiyHOi TBOPYOi ocoduc-
TOCTI YKpaTHChKOI MY3UYHOI KyJIbTYPH BUJAE€THCS TIOCUTD IIIKaBOIO i aKTyaJIbHOIO.

Ha »anb, ocHOBHUMHI MaTepiaJ'[aMI/I 3aBJISIKH SIKUIM MOXHA 3AIHCHUTH L0 cripo0y, €, 371e0i-
JBIIOTO, He My3W4Hi. JIUCTH ¥ HOTATKM KOMIO3UTOpA, CHOTau HOro piiHUX, OIM3BbKHUX, IPYy3iB Ta
YYHIB — CaMe B L[UX JIOKYMEHTaxX HaiOLibII MOBHO 30eperiacst iHpopMaLis 3 NUTaHHS, WO HAC Li-
KaBUTh. be3nocepeIHbO0 HOTHI MaTepianu Ui MOAIOHOTO JOCTIKeHHS, 3a JeSIKUMH HEe3HAYHUMU
BUHSTKAaMH, HE € Ha CbOTOJIHI JOCSHKHUMU JJIsl ollpanoBaHHs. BimzHaunmo, mo mpobiema Opaky
HOTHUX JKepen ais BuBueHHs TBopuocTi B. C. Kocenka mocrae nmepes; ykpaiHCbKUMU MYy3UKO3Ha-
BIISIMH B)K€ JIOCHTH JIaBHO. 3 HEIO CTHKAaBCH IIe mepiwmii 6iorpad kommosutopa — Banep’ s J{oBxe-
HKO.

OnHi€ro0 3 MPUYUH 1HOTO OYB, 3BUYAHO K, TBOPUUN METOJ] aBTOpa, 3adikcoBaHuil y Oara-
THOX CIIOTaJax Horo OJIM3BKUX i1 Apy3iB. My3uuHi TBOpH HaOWpaly OCTaTOUYHOTO 3aKiHUEHOTO BH-
ISy B ysBi KOMIIO3HTOPA, Y HafMCHIINX JeTa/liX 30epiraaucs HOoro My3H4HOO IaM’sITTIO (iHO-
Ji — HEOJHOPA30BO 110 [AM’SITi BiH IX BUKOHYBAB), 1 JIAIIE MiCIIsS 1(bOr0 OGOPMIIOBAIIUCS B TpaU-
LIHHOMY HOTHOMY 3alliCl Ha nar[epl Ik BiZoMO, B OCTaHHIif Iepiojl TBOPYOCTI KOMITO3UTOP HE Mir
OpUIUIATH OaraTo yacy Takid poOOTi, OCKUIbKM BOHA BHMaraja 3HA4HO! BUTpATH (PI3MUHUX CHIL.



Came TOMy JMIIMIAcs HEBIIOMOIO ciiyxadaM orepa «MapuHay, 3HaUHy YaCTHHY SKOT KOMIIO3UTOP
HE TUIbKY 33/yMaB, a i JieTalbHO OMPAIIOBAB, alie He 3a(iKCyBaB.

Onnak BoJHOYAC KUIBKICTh MY3WYHHX 171eH 1 3ayMiB Oyjia HACTUIBKU BEJIMKOIO, IO TOJe-
KyJd, HaIBUAKYpYY 3aiKcoBaHI B yYepHETKaX, BOHM JHUINAIHMCA OYIKYBaTH Ha CBOE OCTAaTOYHE
OTIpaIlfOBaHHs MPOTSroM TpuBaioro yacy. [IpuposHo, mo He Bci ecKi3u ADKAATN LbOTO — JEsiKi
PYKOIKCH TBOPIB OyJIO BTPa4eHO HA3aBXK/H, a IIOBEPHYTUCS JI0 IXHBOTO BiHOBIICHHS 110 [1aM’sTI B
KOMIIO3MTOpA HE BHCTAYAIO CHII 1 gacy. Tax ckianacs, HalpHKIAL, JOJSL CTPYHHOIO KBaprery,
SIKHIT aBTOP BBaXKaB JJOCUTH BJIAJIOK0 POOOTOIO 1 IIaHyBaB, MICIISL PeJaryBaHHSL, IPHCBITHTH XapKiB-
ceKkoMy kBaprteTy imeni M. JI. JleonToBuua.

Bararopiusa poboTa HaJl IHCTPYMEHTAIBHOIO My3HKOIO JUIs aHCAMOJIB 1 OPKECTPIB PI3HOTO
CKJIajly, HasBHICTb Y JOPOOKY BU3HAHHX IIEJCBPIB CHM(OHIYHOIO XKAHPY CBIXYATh PO CIPOMOIK-
HICTh KOMITO3UTOPA CTBOPHUTH 6araTo6apBHe CUM(QOHIUHE TJIO JUIs PO3rOpTaHHs il ):[paMaTyprlq-
HOTO Ta ONEPHOIO CIOXKETY, sKHalKparie BTUIMTH 1 O€3M0Cepe/IHi MOYyTTs EPCOHAXIB, 1 CKIIaHUM
IICUXOJIOTTYHUH MiATEKCT iXHIX Aii. BogHouac aBTop rmb0KO po3yMiB IPUPOLY BOKAJILHOTO BUKO-
HABCTBA, TPHBA/MI uac CIIBIPAIOBAB 3 BHIATHHMH CIIIBAKAMH. HMoro xoposmii i KamepHO-
BOKAJIbHUH CIIaJI0K YIOBHI ,[[OplBHIO€ CUM(OHIYHOMY 3a SKICTIO, @ B JICIKMX MOMEHTaX, MOXIIUBO,
it mepesepuye ioro. Jlobpe Bizoma #oro cKpynyb03Ha yBara /10 eMOUIHHOI BUPa3HOCTI 3aKIajie-
HOI aBTOPOM IHTOHALII BOKAJIbHOI MY3HKH 1 JO MakCHMAaJIbHO [OBHOTO BHKOPHCTAHHS JJOPSUHHX
BUKOHABCBKUX 3aC0O0IB. A OCHOBOIO My3WYHOI BUPA3HOCTI JUIS HBOTO B YCiX JKaHPax TBOPYOCTI Oy-
na mupa i HacmiBHA Menofis. Lli XapakTepHi pHCH TBOPYOro OOIHYYS KOMIIO3MTOPA HEOAMIHHO
MaJics Ha yBasl MiJl 4ac PEKOHCTPYKIIi My3W4HO-IpamMaTHuHOro cnaaky Bikropa Kocenka, 1o
SIKOTO 3apaxoBYeEMO MY3HKY, HAallUCaHy JIO0 ApaMaTUYHUX BHUCTAB Pi3HUX JKaHPIB, y TIEBHOMY PO3Y-
MiHHI — KIHOMY3HUKY, @ TAKOX — He3/IIICHEeHI Ta He3aBepIleH] ONepHi 3ayMH.

[lepme nabmmxenns B. Kocenka 10 My3uuHOro TeaTpy MOKHA JaTyBaTH MEPiogoM HOro
HaByaHHs B [letepOyp3bkiit koHcepBatopil. 1917 poky HUM OyJIO CTBOPEHO MY3HKY JI0 TeaTpaiib-
HHX BHCTAB JUISl MAJlOro CKJIajy OpPKECTpY, Ky 3rOJ0M KOMIIO3BUTOP IEPeKIIaB [is CTPYHHOIO KBa-
prety. llofainsiua oy TBOPIB € HEBLIOMOLO, OpaKye i AeTalnbHiIIol iHopMaNil MO0 HUX, IPOTE
TMOKA30BMM € (JaKT 3BEPHEHHs aBTOPa JI0 TeaTpy, HasBHICTH Yy HBOTO 3alliKaBICHHS I€IO ramy33io
KOMIIO3UTOPCHKOT TBOPYOCTI 1 Oa’kaHHsI HaJaJIi MpalioBaTy B IbOMY HAIPSIMKY.

Ky3uk Banentuna BosionumupiBaa

Ky3uk B. B. ®enomen Ip:xxaBns: moesis Tapaca IlleBuenka y (l)opMyBaHm TBOP1HX
ocodmcTocTeH 6paTlB PeByubkux. Po3risinyro (heHOMEH C. Ipxasens sx CBO€PITHUI comonoxyc
y TCOreHeTHUHIi 30HI ['eTbMaHIUHA, 30epexkeH] TyT penikBii JaBHBOI JOOM — UyIOAIiHY IKOHY
IpxaBenibkoi boromatepi i KO3aLIbKY LIEPKBY CB. Tpiini. Poskpuro nepeOysauns Tyt T. [lleBuerka y
1843, 1859 pp., a Takox 3B’SI3KH POJHHU PeByI_IBKI/IX i3 moerom. BusBieHo poip moesii
T. [llepuerka 'y BokasbHO-cHM(OHIYHIH 1 X0poBii TBopuocTi JleBa PeBylbKoro Ta y MHCTELTBO-
3HABYMX JIOCIIPKEHHIX YdeHoro-(onbkiiopucta Jimutpa PeBynbkoro.

Kuarouogi cioBa: moema «Ipxkasens» T. [lleBuenka, corioiokyc, reoreHeTHYHA 30Ha, 1y10-
TBOpHA iKOHa, TBOpUicTh JI. PeByrpkoro, ¢onpknopuctuyni npami Jl. PeBynbkoro.

Ky3bik B. B. ®enomen Up:xaBua: no33us Tapaca llleBuenko B popMUpPOBAHUM TBOP-
yecKHX Ju4YHocTell OpaTheB PeBynkmx. PaccMoTpen denomen c. MpkaBen kak cBoeoOpa3HbIN
COLIMOJIOKYC B T€OT€HETUYECKON 30HE | eTMaHIIMHBI, COXPAaHUINCH 3/1€Ch PEIUKBUM JIPEBHEH 3110-
X1 — uypojelicTBeHHas nkoHa MpskaBenkoil boromartepum u kazankas 1epkoBb cB. Tpowunsl. Pac-
KpbITo npeObBanus 31ech 1. [lleBuenko B 1843, 1859 rr., a Ttaxke cBs3u cempu PeBynkux c mo-
sToM. BrisiBiaena ponb mo33un T. [lleBueHKO B BOKaIbHO-CUM(POHUYECKOH M XOpOBOIl TBOpUecTBa
JIbBa PeBymKoro u B MCKYCCTBOBEIUECKUX HCCIEIOBAHUSAX ydeHOTo-(onbkiopucta JImutpus Pe-
BYIIKOTO.

KiroueBrnie ciioBa nosma «Mpxaseny T. IlleBueHKo, COLMONIOKYC, T€Or€HETUYECKAs 30Ha,
4yJI0TBOpHAs ©KOHA, TBopUecTBO JI. PeBy1koro, pompknopuctudeckue padotst JI. PeByikoro.

Kuzyk V. V. The Irzhavets Phenomenon: the Poetry of Taras Shevchenko in
the Formation of the Creative Personalities of the Revutskiy Brothers. The article talks about
the phenomenon of the Irzhavets village, and it being a sociolocus, located in the proper geogenetic
area of former Hetmanschina, where the relics of the past have been preserved, such as
the miraculous icon of Irzhavets Holy Mother and the Cossack church of the Holy Trinity.
The article also unveils the details of Taras Shevchenko’s stay in Irzhavets in 1843 and 1859, as



well as the ties of the Revutskiy family with the poet. The poetry of Taras Shevchenko played a
distinct role in the vocal-symphonic and choral works of the composer Levko Revutskiy and in
the art research of the scientist-folklorist Dmitry Revutskiy.

Keywords: poem “Irzhavets” by T. Shevchenko, sociolocus, geogenetic area, miraculous
icon, works of L. Revutskiy, folklorist research of D. Revutskiy.

Kysuk B. B. ®enomen Ipxabus: noesis Tapaca Illesuenxa y ¢opmyBanni TBOpUHX
ocobuctocTeil OpartiB PeBynbkux. 3aznaueno, mo T. [lleBuenko aBiui mpuizaus qo KaganiBku,
MaeTKy TapHOBCBKHX: ymepile — HanmpuKiHIi TpaBHs 1843 p., me 10 3aciaHHs, yaApyre — y CepriHi
1859 p., yxe 3BUIBHHMBIIHUCH, 3a 2 poku 10 cMmepTi. [Ipo ocranne nepedyBanus noera B Kauanisii
CBITYHTH 3alHC y CHeIlialbHOMY «AJbOoMi aBTorpadiB» y SKOMY 3aIHIIUIA CBOi PO3MHCH
M. I'nirka (1838), M. Mapkesu4, M. 3a6ina, M. Makcumosuy, M. I'e, L. Penin, M. Munopazgosuy
Ta OaraTo iHIIMX (yesoro 608 oci0). IIpo moi3aky 1843 p. >)KONHUX 3aMUCIB HE 3ATUINUIOCH. J[Jis
TOr0 OYJIM NOJITUYHI MOTHBH.

3a Tpaauiieto, 24 TpaBHs (6 YepBHS 3a H. CT.) — XpaMOBe CBSITO Y C. [p)kaBIli Ha 4eCTh iIKOHU
IpxaBenibkoi boromarepi Ta Ha 3rajKy mpo AeHb ii uynosiBieHHs 1716 p. ¥V neilt geHb IpUXOIUIIO
OaraTo MaJOMHUKIB HE TUIBKU 3 OJIMKHIX OKOJHIb, a 3 yciel Ykpaiuu. 30upanucs TyT i HaIaaKu
BIIOMUX POJIiB KO3allbKOi CTapIiuHHU, OyB cepesa manoMHHKIB 1843 poky i CroposkeHKO AHIpid
Sxosud (1790-1858), omuH i3 HaiiOLIbI BU3HAYHUX HpencTaBHUKIB poay B XIX cr. T. IlleB4eHko
aicrasest 10 KavaniBku Tinbku 27 TpaBHsl, IPOTE BIATOMIH YPOUMCTHX LEPKOBHUX MOJIH 1e 30epi-
rest, 1 AHApIH SIKOBAY pO3NOBIB ToeTy icTopiro Jpo ip>kaBeIrbKy ikoHy. [loer 3BepHYB yBary, 1mo
Maiike y KOXHIM XaTi — MaHChKil YM CeNSHCBKiM — € 0o/ail HEeBeNUKUI CIHUCOK 3 4y /I0TBOPHOTO
obpa3y, Xx04a, MOXKIIMBO, il He Ha BUJHOMY MiCLl, 00 He ApaTyBaTd IPHCKIILIMBE OKO MOJIMIHHAX
Harsifadis. JlyMaeTses, Mo caMe 3 [UX HOJNITHYHUX MIPKyBaHb (IKCyBaTH B KHH31 aBTOrpadis
oJiHo4acHe nepeOyBaHHs B KavaHIBI JIFOJeH 33aHI@KOBAaHUX HALIOHAIBHOIO 1/C€0, X0Y 1 JIOCUTD
MOJISIPHUX 3a COLIAJIbHUM CTaHOM, OYyJI0 PU3MKOBAHO HE TUIBKH JUISI HUX CaMUX, a i JUIs Tocoapsi:
e He 3a0yJocs MpHUIYIIEHHs BUCTYIy AekaOpuctiB 1825 p., MOIbChKO-YKpaiHCHKOTO MOBCTAHHS
1830 p.

Ha apkymi 28-my cBoro mnogopoxusoro ambbomy Tapac I'puroposud 3aHOTYBaB:
«1716 poxky, CTOpO)KeHKI/I a.[raman?] I'. [pI/IFOplI/I] COTHHK [4eHChKHit», a mam — «oreus Vsau
CMUpHHIKHID. 3anuc Hei CTOCYEThCA icTopii IKOHI/I nata ii HosIBU B Celli, leBBI/IHle PE/ICTaBHHU-
Ka KO3allbKOI CTApIIMHY, SKHii HEIO OMIKYBaBCsL, IM’sl CBSICHUKA, SIKUIf HA TOM Yac CIIyKHB y Xpami
(BiH Xe TOpaauB MOeTy, Ae 3ynuHuTucs B [uni). i qani npo ikoHy OyiM TIJIbKU B IIepKOBHIM KHU31
Casito-Tpoirporo xpamy c. Ipxkaseus. Xpam Casriit Tpiiini 3BefeHo npotsrom 1716-1723 pp. 3y-
CIIIISIMM TTOMIIIUKIB ¢. PikaBens — [Bana Ctopoxenka, coTHuka [Banuibkoro i ['puropist Anapiiio-
Bruya CTOpO’KEHKA, COTHHKA [4EHCHKOTO 3a CIpUSHHS IPHIYLIIBKOTO MOJIKOBHUKA IBana ["anarana ta
©6OroMOJIBIIIB.

HaiinaBHima nuceMoBa 3rajaka mpo IpxkaBens sik oOxwure ceno Hanexutb 10 XVIIcr. 1
nos’si3aHa 3 iMeHeM IBana Croposkenka, sikuit 1690 p. 3 apyxkunoro Mapieto boragaHiBHOIO, TOHB-
KO rerbMaHa borjana XMeJbHUIBKOTO, OCENMBCS TaM, 3all0YaTKyBaBLIM JAMHACTIIO COTHHKIB i
0JIKOB-HUKIB CTOpOXKEHKIB. YV vacy I'eTbMaHIUHN ceno nepeOysano y ckiaai [Ipuiyiskoro moi-
Ky. 3 uacom IpxaBerp HaOyB 3HAYEHHs JIOKAIBHOTO ETHOCOLIAIBHOTO 1 KYJIBTYPHO-CAKPAILHOTO
OCEPEIKY, CBOEPIJHOTO COLIOJIOKYCY B iCTOpil YKpaiHu. Lle He MOINIO He CIPaBUTH BPaXCHHS Ha
T. [lleByeHka. ¥V ToMHNU CyMHUX PO3IYMIB B OpeH6yp3BKOMy 3acnanHi, BoceHn 1847 p. 3a mepeka-
3amu npo Ipxasenbky boxy Martip BiH HanucaB THiBHI i pO3MIawINBI PSIKU TOEMH «Ip)KaBeLIB»

Taina «Qenomena IpxaBLs» KPHETHCS y TOMY, IIO Lie, MO-IEPIIe, CaKpaIbHUH LECHTD, y
SAKOMY 216 poxiB 30epiranacs YynoropHa ikoHa Boromarepi, IpikaBenbka, 1 Mif Li€H0 Ha3BOIO
yBiiilia B icTopito Ykpainu i cBity. [lo-apyre, IpxkaBens 30epir reHeTHYHUX Halajkis borgana
XMeJBHALBKOTO: TpezcTaBHuUKIB poty CToposxkeHKiB. Ilo-Tpete, Ha3Ba cena yBIALLIA y TBOPYICTH
T. lleBuenka, y #oro nmoemi «Ipxaseusy». [lo-uerBepre, y c. [pxaBens Hapoauiucs 6patu PeByiib-
Ki — xommo3utop JleB MukonaiioBuu (1889-1977) i Buenwmii-my3ukosnor JMutpo MukonaiioBuy
(1881-1941), sxi Texx Oynu MpoJOBXKyBauaMHu pojay XMeJdbHHIbKOro (depe3 CTOpPOXKEHKIB) y
XX cr. B IpxaBenpkiit iepkBi ix 060X xpecTiii, TaM BiHuaBcs JIeB Mukounaitosuy i3 Codieto AH-
JpiiBHOIO 1 XpEeCTUB CBOTO cHHA €BreHa.

Jitu PeBynpkux pocnu y mormani go T. [lleBuenka i1 #oro cioBa i MPUCBATHIA HOMY CBOIO
TBOpYiCTh: JIMUTpO — HAyKOBO-(POIBKIOpUCTHUHY, JIeB — koMmo3uTopebKy. 3 yacoMm JleB Mukomna-
HOBHMY HaMuUIIE JBa MOHYMEHTAJIBHUX OITYyCH Ha HOro moesii: kaHTaty «XyCTHHa», I’ SITh XOpPiB Ta
00poOKy «3aroBiTy». VYmepme «XycTWHa» MpO3BydYala y BHKOHAHHI aMaTOPCBKOIO XOpy 3
M. HpI/IJ‘IyKI/I iy nposogoM O. @apbu. 3a posiiem OyB aBTOP, KU y TOH Yac 0YOJOBAB NPUIYIb-
Kuit ocepesiok Beeykpaincbkoro myzuynoro ToBapuctsa iMmeHi M. JleonroBuua. Uepes pik BinOymia-



cs i ipem’epa xopy «Ha pikax, Kpyr Basuiionay. Yike 1944 poky JI. PeByubKuii 301HCHIB OpKeCT-
POBY BEpCI0 KaHTATH, i BOHA yBIIllUIa 10 PenepTyapy BCIX MPOBIJHUX Kallesl YKpaiHu, CTyACHTCh-
KHX 1 aMaTOPChKHUX XOplB 3Bydalla Ha pajio i Tenebavenni. CkajHilie ckianacs aoist xopy «Ha
pikax, kpyr BaBunonay: fioro BukoHanu xop i opkectp HarionanbHoi pagiokomnanii YKpainu ju-
nre Hanpukinii 1990-x pokis.

B apxiBi kommo3utopa 36epiraetbes MamuHonuc ctarTi «IlleBueHKo 1 My3uKay, y kit Mu-
Tellb BU3HAYMB Ti 03HAKH TBOPYOTO 001apyBaHHs [10€Ta, HAHOUIBII CYroJOCH] HoMy.

I'nmubokxomy posymiHHIO MeciaHcbkoi poii IlleByenkoBoi moesii s HalioHaIbHOI camoi-
JeH-TUdIKaIil crpusiia i MUCTeTBO3HaBUO-(hosIbKIIoprcTHYHA Tpans Jmutpa PeByrpkoro. Moro
aHaJti3 BokajgbHUX TBOpiB M. Jlucenka o «KoG3apsi» T. IlleBuenka i cboro/iHi He BTpaTUB 3HAUCH-
HSl SIK OJIUH 13 HaWOLIbII IpyHTOBHUX. [Iparioroun B IHCTHTyTi ¢donpkiopy YAH (tenep — IMOE
iM. M. PriibebKoro), BiH ONpaliOBaB alb0oMH [OeTa, sSKI i HUHI 30epiratoThes B apXisi [HeTHTYTY
mreparypu HAH Vkpainu. Bech MaTep1aJ1 CHCTCMATH30BaHO 1 DO3MOAUICHO 3a IpyIaMu:
a) COI_IIaJ'[BHl Kpinaneki (3), Oypnampki ¥ HaimuTchki (3), Ko3arbka rojora (2), pekpyTchki (3),
gyMarbKi (10); ©) ponumne sxurrsi: BOBa (2), Komuckosa (1); B) Gamamu (4); r) ncamemu (2);

A1) oOpstnoBi micHi (3); e) icropuuti (20); €) mymu (6); k) oboBHi (19); 3) carnpudHi, KapTiBIuBi
(17); 1) micHi 3mitnanux xaHpis (25).

Moro npans «T. Illeuenko i HapoaHa micHsy, Bugana 1939 p., cTana oCTAHHBOIO OKPEMOIO
ny6uikaniero. Hactynny, npucssiaeny 100-piugto M. JIucenka, BiH He BCTHUT 3aBepIIuTH. JIMuTpa
MukonaiioBrua 0ys10 BOUTO 3a iloro po6ounm crosioMm 29 rpyaus 1941 poky, a pykonuc 3HuK. Cho-
roani «T. IlleBuenko 1 Hapoana micHs» J[. PeBynbkoro crana paputeTHUM BUJIAHHIM. Tomy BapTo
nepeBuaaty ii 1o 200-piuust Tapaca [lleBuenka.

o mitonucy xuttsa T. [lleBuenka HeoOXiqHO AoAaTH iHPOpPMAIlitO TIPO WOTO BIABIAMHU Ce-
na Ipxasenb 27 TpaBust 1843 p. Ta 21 cepmus 1859 p., mia gac #oro nepeGyBanus B Kauanisii, a B
cerni IpxxaBenp, Ot mam’stHEKAa KoO3apro, BCTAHOBUTHU TaM’SITHY JIOIIKY PO BiJBiIaHHS HOTO TOe-
TOM.

Kuzyk V. V. The Irzhavets Phenomenon: the Poetry of Taras Shevchenko in
the Formation of the Creative Personalities of the Revutskiy Brothers. It is indicated that Shev-
chenko came to the Tarnovskiy estate in Kachanivka twice: first — in late May 1843, before his deporta-
tion, the second time — in August 1859, immediately after his release and two years before his death.
The record of the poet’s last visit to Kachanivka can be found in a special “Album of Autographs”
which contains the signatures of Glinka (1838), M. Markevitch, M. Zabila, M. Maksimovic, N. Ge,
L. Repin, N. Miloradovich and many others (around 608 people). There are no records left about his
1843 trip — that was politically motivated.

Traditionally, May 24 (June 6 by Old Calendar) is a festive day in the village of Irzhavets — it
honours the icon of the Irzhavets Holy Mother and the memory of the day of her miraculous appearance
in 1716. This day attracts many pilgrims not only from nearby villages, but from all over Ukraine.
The descendants of known Cossack leaders were also among the pilgrims, as was Storozhenko Andrii
Yakovych (1790-1858), one of the most prominent members of the family in the 19 century. Shev-
chenko got to Kachanivka only on May 27, but the echoes of solemn church events were still in the air,
and Andrii Yakovych told the poet the story of the Irzhavets icon. The poet noticed that almost every
household — rich or poor — has at least a small piece of the miraculous image, though perhaps not in a
conspicuous place so as not to irritate the meticulous eye of police guards. It seems, due to these politi-
cal considerations signing the book at the same time as Kachanivka hosted people biased to the national
idea, though fairly varied by social status, was risky not only for themselves but also for the host:
the suppression of the Decembrists in 1825 and the Polish-Ukrainian uprising in 1830 were still fresh in
people’s minds.

On sheet 28 of his travel album Taras noted: “1716, Storozhenko, a.[taman?] H.[ryhoriy] of
the Ichensk Hundred”, and then— “Father Ivan Smyrnytskyy”. This record concerns the history of
the icon — the date of its appearance in the village, the name of the representative of Cossack elders who
took care of it, the name of the priest who at the time served in the church (he advised the poet where to
stay in Ichen). This information about the icon was only available in the Church of the Holy Trinity’s
church book in Irzhavets. The Church of the Holy Trinity was built during 1716-1723 by the efforts of
landowners in the Rzhavets village — Ivan Storozhenko of the Ivanitsk Hundred, and Hryhoriy Andriio-
vych Storozhenko of the Ichensk Hundred, with the support of Colonel Ivan Galagan of Pryluky and
worshipers.

The earliest written record of Irzhavets as a crimping village dates back to the 17 century and is
associated with the name of Ivan Storozhenko, who settled there in 1690 together with his wife Maria
Bohdanivna, daughter of Hetman Bohdan Khmelnytsky, and started the dynasty of captains and colo-



nels Storozhenko. In times of Hetmanschina the village was a part of Priluky Regiment. Eventually Irz-
havets gained importance of a local ethno-social and cultural centre and a sacred site, something of a
sociolocus in the history of Ukraine. This couldn’t not make an impression on Shevchenko. In the hours
of sad reflections during his Orenburg exile in the autumn of 1847 he remembered the legend of Irzha-
vets Holy Mother, and wrote an angry and desperate poem “Irzhavets™.

The mystery of the “Irzhavets phenomenon™ lies in the fact that it is, first and foremost, a sacred
site where the Irzhavets miraculous icon of the Holy Mother has been kept for 216 years, and entered
the history of Ukraine and the world under that name. Secondly, Irzhavets preserved the genetic descen-
dants of Bohdan Khmelnitsky: the Storozhenko family. Thirdly, the name of the village was included in
the work of Shevchenko in his poem “Irzhavets™. Fourthly, the Revutskiy brothers — composer Lev My-
kolaiovych (1889-1977), and scholar and musicologist Dmytro (1881-1941)— were born in
the Irzhavets village, and were also descendants of the genus Khmelnitsky (via Storozhenko) in
the 20 century. They were both baptised in the Irzhavets church, where Lev later married Sophia An-
driivna and baptized their son Yevhen.

The Revutskiy children grew up respecting Shevchenko and his words, and dedicated their work
to him: Dmytro researched folklore, Lev was a composer. Eventually Lev wrote two monumental com-
positions to his poetry: the cantata “Kerchief”, five choirs and a version of “Testament”. “Kerchief” was
performed for the first time by the amateur choir of Priluky led by O. Farba. The author was at
the piano — at the time he already headed the Priluky division of the Ukrainian Music Society of M.
Leontovich. A year later, his choir “The Rivers around Babylon” premiered. Already in 1944
L. Revutski created an orchestral version of the cantata, and it entered the repertoire of all major chapels
of Ukraine, student and amateur choirs, is was broadcasted on the radio and television. Harder was
the path of "The Rivers around Babylon™: the choir and orchestra of the National Radio Company of
Ukraine performed it only at the end of the 90s.

The composer’s archive stores a typescript of the article “Shevchenko and Music”, in which
the artist has identified the features of the creative talent of the poet that spoke to him the most.

The deep understanding of the messianic role of Shevchenko’s poetry in finding a national iden-
tity was achieved largely due to the work of folklorist and art historian Dmytro Revutski. His analysis of
vocal works of Lysenko to Shevchenko’s “Kobzar” has not lost importance as one of the most extensive
of all time. Working at the Institute of Folklore at the NAS of Ukraine (now — IMFE of M. Rylsky), he
researched the albums of the poet, which are now kept in the archive of the Institute of Literature of
the NAS of Ukraine. All the material is systematized and divided into groups: a) Social: serf (3), and
burlak and naimyt (3), Cossack Golota (2) recruits (3), chumaks (10); b) family life: a widow (2) lullaby
(1); ¢) ballads (4); d) psalms (2); e) folk songs (3); f) historical (20); g) dumas (6); h) romantic (19); 1)
satirical, humorous (17); and j) song of mixed genres (25).

His paper “T. Shevchenko and Folk Song”, published in 1939, was his last separate publication.
His next, dedicated to 100™ anniversary of Mykola Lysenko, he did not finish. Dmytro was killed at his
desk on December 29, 1941, and the manuscript had disappeared. Today, “T. Shevchenko and Folk
Song” by D. Revutskiy is considered a rarity. Therefore, it is necessary to republish it for the 200th an-
niversary of Taras Shevchenko.

To chronicle of Shevchenko’s life needs to be updated with the information about his visit to
the Irzhavets village on May 27, 1843 and August 21, 1859 during his stay in Kachanivka, and a me-
morial plaque of his visits near the monument to the poet in Irzhavets should be installed.

HemxoBuu Osiena MukoJiaiBHa

HemkoBu4 O. M. Ilepmi meB4eHnko3HaB4i po3Bigkum Craniciaasa Jlronkesuua
B KOHTeKcTi yKpaiHcbkol KyJbTypu KiHusg XIX — mouarky XXI croaith. Posrnsayro mepmi
Haykosi npaui C. JlroakeBnya, BASBICHO CBO€piI[HiCTB Bi,[[06pa)KeHHH B HUX TOJIOBHUX, ICTOPHYHO
TMEPCICKTHBHUX TEH/ICHIII PO3BHTKY YKPaiHCBKOI My3UKO3HABYOI HAYKH, HaIllOHAJIBHOI I'yMaHiTa-
PHCTHKH, yKPATHCHKOI 1 €BpoOIeichKol KynbTypu Ha Mexl XIX-XX cr. 3a3HaueHo, 110 y [IEBYCHKO-
3HaBuMX posBifkax C. JlroakeBuda BIATBOPEHO HPOBiIHI IPOLECH i TEHICHIIII B PO3BHTKY TOrodac-
HOTO yKpaiHCHKOIO My3MKO3HABCTBA, 30KpEMa LICBYCHKO3HABCTBA, K MI)KI[I/ICI_II/IHIIIHapHOFO TIpo-
OJIeMHO-TeMAaTHYHOr0 HAMpSIMY, HALIOHAIBHOI IyMaHITAPHCTHKHY, YKPAiHCBKOI 1 €BPOICHCHKOL XY~
JIO’KHBOI JYXOBHOI KYJIBTYPH 1 3arajloM.

Kurouosi cioBa: mepuenko3naBui npati C. JlronkeBuya, meBYEHKO3HABCTBO, YKpaiHChKe
MY3HMKO3HABCTBO, Hal[lOHAJIbHA T'yMAaHITAPUCTHKA, YKpalHChKA JJyXOBHA KYJIbTYpa.

HemxoBu4 E. H. IlepBbie meBuenkoBequeckne ucciaenopanuss Cranuciaasa Jlwoake-
BHYa B KOHTEKCTe YKpPamHCKOH Ky/JbTypbl kKoHHa XIX — navaaa XXI BekoB. PaccmorpeHsl



nepBble HayuHble paboThl C. JlroakeBuya, MOKa3aHO cBOeOOpazve OTPaKEHUSI B HUX OCHOBHBIX,
HCTOPUYECKH NEPCIIEKTUBHBIX TEHJICHIIUN pa3BUTUSI YKPAUHCKOTO MY3BbIKOBEJECHUS, HAIMOHAIBHOU
I'YMaHUTapUCTUKH, YKPAUHCKON U eBpoIelicKol KyJIbTyp Ha pyoexe XIX—XX BB. OT™MeueHo, 4TO B
1IeBUEHKOBeIYecKuX HccaenoBanusax C. JIronkeBruda BOCIIPOU3BEIEHBI OCHOBHBIE IIPOLIECCHI M TEH-
JIEHIIUN B Pa3BUTUH YKPAUHCKOI'O MY3BIKOBEJIEHUS, B YACTHOCTU IIEBUEHKOBEJEHUS, KaK MEX]IUC-
IUIUIMHAPHOTO NPOOJIEMHO-TEMATUYECKOTO HAlPaBJICHUs, HAlMOHAIBHON T'yMaHUTAPUCTHKH, YK-
PavHCKOM U €BPOIEUCKON XyNOKECTBEHHOU AYXOBHOM KYJIBTYPHI B LIEJIOM.

Kurouosi cioBa: meByenkoBequeckue padotsl C. JlronkeBuua, IIeBUCHKOBEICHHUE, YKpa-
MHCKOE MY3bIKOBE/IeHHEe, HAallMOHAIbHAsl TYMAaHUTAPUCTUKA, YKPAaUHCKas JyXOBHAs KyJIbTypa.

Nemkovych O. M. The First Shevchenko Research of Stanislav Ludkevych in
the Context of Ukrainian Culture of the Late 19" — Early 21" Century. The article focuses on
the first research works by S. Ludkevych. They reveal the range of basic processes in Ukrainian
musicology, national humanitarian studies, Ukrainian and European cultures of the 19-20 centuries
and their historically projected tendencies. It has been noted that Ludkevych’s Shevchenko studies
embodied the many processes and trends in the development of Ukrainian musicology, and particu-
larly of Shevchenko Studies as interdisciplinary topical scholarly branch, of national humanitarian
studies and Ukrainian and European art and spiritual culture in general.

Key words: works of S. Ludkevych on Shevchenko, Shevchenko Studies, Ukrainian musi-
cology, national humanitarian studies, Ukrainian spiritual culture.

HemxoBua O. M. Ilepmi meBuenko3HaB4i po3Biaku C. JIloakeBn4a B KOHTEKCTi YKpa-
fHebkoi KyabTypu KiHnma XIX - mowarky XXIer. po3rnsHyTo mepin HayKoBi Ipari
C. JlronkeBuya — “IIpo ocHOBY i1 3HadeHHsI cmiBHOCTI B moe3ii Tapaca IlleBuenka”, mo Oyna omy0-
JiKOBaHA B JKYpHaJl YKpaiHCBKUX CTyAeHTiB “Monona Ykpaina” (JIeiB, 1901.— Ne 5-6, 8-9;
1902 — Ne 4), ta “IIpo KOMH03Hui'1' no noesiii T. Illeuenka” (tam camo. — 1902. — Ne 5). Bonwu cra-
JIA eTANHUMH Y Tiporeci $popMyBaHHS yKpaiHCEKOT My3HKO3HaB4Oi Haykn Ha Mexi XIX-XX cr.,
MOCITAIOTh MMOMITHE Miclle B KOHTEKCTI IMOAaJIbII0T €BOJIIOIIT Ha3BaHOI I'aTy31 3HaHHS.

VY mepmriii i3 1ux crarten ABTOP 3YMUHSETHCA HA TPhOX OCHOBHHX aCIEKTax obpaHnoi mpo-
Oemu: 1) B3aeMOJIist My3HKH H moesiii B ICTOpll XyAOXKHBOI TBOpYOCTI; 2) crienudika 3a3Ha4eHOro
CIIBBIIHOLICHHS B yKpaiHCBKIM HapOI[HII/I IiCHI; 3) BIUIMB OCOOJIMBOCTEH LBOTO CIIiBBIAHOLICHHS
Ha noesito T. [lleBuenka, aHaii3 mepelHSATHX HUM 13 HApOJHOI MICHI MOETHYHHUX 3acobiB. Jlpyry
CTaTTIO [PHUCBSMCHO PO3IILLY KOMIIO3UTOPCHKOTro npounTanHs moesiit T. [lleBucHka, BU3HAYCHHIO
MHCTELBKUX [PHHLMIIB, sKI MalTh 3a0e3MEeYMTH OPraHiYHICTh BIANOBIAHOTO MY3HYHO-
MOETUYHOTO XyI0KHBOTO Iisioro. llenTpanbHa B Hiit ies 38opoTtHOro BrumBy noesii T. [lleBuenka
Ha MY3MUYHY TBOPUICTh € HEOOXITHOIO JJIs1 ocMuUcieHHs BIUMBY KoO3aps Ha po3BUTOK YKpaTHCHKOL
MY3HKH.

[lleBuyenko3naBui po3sinku C. JltogkeBuua chokycyBanu B coOi HU3KY 0a30BUX HPOIECIB
YKpaiHChKOT MY3MKO3HABYOI HAyKH, LIEBUEHKO3HABCTBA SK MIKIUCIHUILIIHAPHOTO HPOOIEeMHO-
TEMAaTUYHOTO HAmpsMy, HAI[lOHAIBbHOI T'YMaHITapUCTHKH, YKPAiHCHKOI 1 €BpOIEHCHKOI KyJIbTypU
Mexi XIX-XX cr., iX icTOpU4HO MepcrneKTUBHUX TeHeHlid. Ha3BaHi mparli cTajal icTOpHYHO Tie-
PIIUMH IIEBYCHKO3HABUYMMHU PO3BiJKAMH B YKPAaiHCHKOMY MY3MKO3HABCTBI, THM CAMUM 3all04aTKy-
BaJIM B HbOMY BIJNOBITHUHM MpoOJEeMHO-TEMAaTUYHUN HampsiM. Y HHUX HamideHo izgei, sxi HaOyiu
JUIL HOTO BUXIJIHOTO TeOopeTHKo-MeToaosnoriyHoro 3HayeHHs. C. JlroakeBuu 3amouatkysas [lles-
YEHKO3HABCTBO SIK OJIMH 13 MPIOPUTETHUX MPOOIEMHO-TEMAaTHUYHUX PO3/LTiB HAlllOHATBHOT MY3HKO-
3HABYOI JTyMKH BHACIiJIOK foro Ge3nocepeIHboi MPUUYETHOCTI 0 OCMHUCICHHS TOTOYacHUX (QyHAa-
MEHTAJbHUX YKPAaiHCBKUX MY3MUYHO-TBOPUMX MpOIECciB — (OPMYBaHHS HAI[IOHATBHOI MY3MYHOL
MOBH ¥ HaIIOHAJTBFHOTO MY3WYHOTO CTHIIO. YkKazaHi myOmikarii C. JlrogkeBuya crtanu 3HAMEHHOIO
MOJIIEI0 B KOHTEKCTI MOCTYIIOBOTO MEPETBOPEHHS YKPAiHCHKOIO CJIOBA ITPO MY3UKY B HAYKY Ha MexXi
XIX-XX cr. IcTopuyHO NEPCIIEKTUBHUM € Mi)KI[I/ICLII/IHJ'IiHapHI/Iﬁ XapaKTep 3a3HA4YCHUX Mpallb, Op-
TaHIYHE MO€IHAHHS B HUX JaHUX MY3MKO3HABCTBA i JiTCPATypPO3HABCTBA, 3a/y4eHHs i1eif OaraThox
IHIIMX HAyK. Y HUX BUSBJICHO CHUIBHICTH MEXaHi3MiB (GOpMyBaHHS YKPATHCHKOI IpodeciiiHol My-
3HYHOI 1 JIiTepaTypHOI TBOPYOCTI HA OCHOBI 1HIMBINYaIbHO-TBOPYOIO HEPEOCMHUCIICHHSI HpOBl[[HI/IX
MPUKMET HAPOJHOTO XyA0KHBOro MucieHHs. Busuenns C. JlionxeBnueM crenudiky iHTOHAIHHO-
CTi IEBYCHKOBOI IOCTHYHOI MOBH OyIIO ACIEKTOM TOTOYACHHX MI)KI[I/ICI_II/IHJIIHapHI/IX JOCIIJIKEHD
MpOOIEMH MOBHOI i My3HYHOI IHTOHALLIT BIITOBI/IHO B JTiTEPaTyPO3HABCTBI i My3UKO3HABCTBI.

3a3HaueHo, 10 y CBOIX MepIInX IMeBYeHKo3HaBUMX po3Bifakax C. JlronkeBny TOPKAeThCs 3a-
KOHOMIPHOCTEHl BHCOKOTO PIiBHS y3arajbHEHHs, THIIONOTIYHHX JUIS PI3HUX ramyseil yKpaiHCBKOI
XYA0KHBOT KyIbTYpH TOTO Tepiofy. Lle ctanoBHUTH 1ie 07iHY 0COOIMBICTD, SIKOIO 3yMOBJICHO Cydac-



HE 3BYYaHHsI HOro Ipallb, ajuKke HUHIIIHS MapaJuryMa yKpaiHChKOI KYJIbTYpH, L€, 3 OXHOTO OOKy, —
HArpOMa/UKEHHI y MUCTCITBO3HABCTBI JIOCBIJ, 3 IHIIOTO, — CIPUSHHS TOJANBIIOMY OCMHCICHHIO
HAI[IOHAIIBHOI CHICIM(IKK B XyT0XKHIA TBOPUOCTI.

C. JlronikeBHY 3amoyaTKyBaB y CBOIX MpalsX TpaI[I/II_IIIO BUBYCHH TPOOIEMATHKH pi3HUX
rajy3eif My3U4HOI KyJIbTyPH, MUCTCLbKAX LIKLI, IHTEPIPETAUIHHAX IPOLECIB y My3U4HIi TBOpYO-
CTi.

Haronomeno, mo gocmimpkenns C. JlionkeBuueM MexaHi3MiB (QyHKI[IOHYBaHHS MY3UYHUX,
iHTOHAIiifHO-MenomuHuX 3acan TBopyocTi T. llleBueHka BHXOIMIIO 3a MEXI MY3MKO3HAaBCTBA Y
HPOCTip IPOTPECUBHUX npoueciB TOT0YaCHOI HayKH, BIUCYBAJIOCh Y MIMPOKUN KOHTEKCT iCTOPHIHO
TMePCIIeKTHBHIX TCH/ICHIIIH, 3aralbHOKYIBTYPHHX, THIIOIOTIYHUX, XapaKTePHUX JUI TOrOYacHoi
€BPOIIHCHKOI KyIbTypH. Tak, 3a3HadeHi TyMaHICTHYHI POSBA B YKPATHCBKii HayLu Ha Mexi 19—
20 ct., cnlB3Bqu1 YKpaiHCBKill (inocodii 1bOro mepioly, 3pelIToro, HalliloHAIbHIH MCHTAIBHOCTI,
Oyiu Ha TOH 4ac aIbTEPHATHBOKO 3HAYHOMY IOLIXPCHHIO CLIEHTHCTCHKOIO CBITOITISIY, aKTyasli3o-
BAHOTO TOTOYACHUMH NPUPOTHUINME HayKaMU-TiICPAMH, BIJIKPHTTS SKAX TOKOPIHHO 3MIHIOBAIIO
KapTUHY CBITY 1 XKHTTS CyCHUIbCTBA. 'yMaHICTHYHI TE€HAEHII] B HAYKOBOMY 3HaHHI HaOyJIM HOBOI
aKTyaJbHOCTI BXe Yy Jpyriit mojsoBuHi XX CT., 0COOJIMBO HA Cy4YaCHOMY, IIOCTHEKJIACUYHOMY eTarli
fioro po3BuTKy. 3BepHeHHs C. JlroakeBrua 10 OJHIET 3 TOJOBHUX MDKAMCIUILIIHAPHUX IpoOIeM
ryMaHITapHOI HayKu Mo4aTtky XX CT., SIKI HEPEeKOHJIMBO PENpPe3eHTYBAIN ii TYMaHICTUYHI O3HAKH,
Jla€ MOXKJIMBICTh HAroJIOCUTH Ha He3alepeyuHill MPUYEeTHOCTI IUX MIEBYEHKO3HABYMX PO3BIIOK 10
BiJIMOBIAHOI ()yHIaMEHTAIBHOT TeHACHIIT B HayIll XX CT.

OTxe, y meBYeHKo3HaBYMX po3Biakax C. JlrojkeBUYa BiATBOPEHO MPOBIiIHI MPOLECH 1 TEH-
JIeHIIii B PO3BUTKY TOTOYAaCHOTO YKPaiHCBKOTO MY3MKO3HABCTBA, 30KpeMa INEBYEHKO3HABCTBA, SIK
MDKIACIUILTIHAPHOTO MPOOJIEMHO-TEMATUYHOTO HANPSMY, HalllOHAJIBHOI T'yMaHITapUCTHKH, YKpai-
HCBKOT 1 €BpOIEHCHKOT XyI05KHBOI JYXOBHOI KyJIbTYpH 1 3arajoM. BoHu MicTSTh 03HaKH, SIKi 3 ya-
COM JaJyTh MiJICTaBH FOBOPUTH Mpo nepeadadeHHss MailOyTHhoro Ha Mexi XIX—XX cr., cBi4arh
1o iX HPHYCTHICTH 10 CMUCIOYTBOPIOBAIBHIX TCHACHUIN YKPATHCBKOI TyXOBHOI KyJIbTYpH, Y Me-
Kax SIKAX BIZOYBA€TBCS «3YCTPIU» PISHHX iCTOPHYHHX €TalliB, BHSBISETHCS HETHIMHICTD dacy,
BHCTYIIAIOTH HENEPEeCivHi, MAHXPOHIYHI 3a CBOIM 3HAYCHHSM IIHHOCTI HAIOHANBHOI KyIBTYpH,
PO3KPUBAETHCA JyXOBHA CYTHICTh YKPATHCHKOI HaIlii.

Nemkovych O. M. The First Shevchenko Research of Stanislav Lyudkevych in
the Context of Ukrainian Culture of the Late 19" — Early 21" Century. The article focuses on
the first scientific developments by S. Lyudkevych — “On Basis and Meaning of Melodiousness in
the Poetry of Taras Shevchenko”, which was published in “Moloda Ukraina”, the Ukrainian student
journal (Lviv, 1901.— No. 5-6, 8-9; 1902 — No.4), and “On Composition of the Poetry by
T. Shevchenko™ (the same. — 1902. — No. 5). They mark a milestone in the process of Ukrainian
musicology formation between the 19-20 centuries, and take an important place within the context
of further evolution of said branch of knowledge.

The first of these articles is devoted to the three main aspects of the studied problem:
1) interaction of music and poetry in the history of art; 2) specific features of the said correlation in
Ukrainian folk song; 3) impact of such features on poetry by T. Shevchenko, analysis of poetic
means which he borrowed from folk songs. The second article focuses on composers’ perspective
on the poetry by T. Shevchenko, recognition of artistic principles which ensure the organic effect of
the relevant musical and poetic stylistic harmony. Its central idea of the feedback effect rendered by
T. Shevchenko’s poetry on musical art is necessary for understanding Kobzar’s influence on
the evolution of Ukrainian music.

Shevchenko-specific scientific reconnaissance by S. Lyudkevych encompassed a range of
basic processes in Ukrainian musicology, T. Shevchenko studies as an interdisciplinary topical di-
rection, the national humanitarian studies, Ukrainian and European cultures between the 19 and
20 centuries, and their historically projected tendencies. The aforementioned works were pioneering
in Shevchenko-specific scientific reconnaissance within Ukrainian musicology, thus vectoring it in
the respective topical direction. They contain the ideas that gained a baseline theoretical and metho-
dological meaning for it. Shevchenko studies were initiated by S. Lyudkevych as one of priority
topical fields of the national musicology thought due to its immediate involvement in understanding
the fundamental Ukrainian musical art process of that time — formation of the national musical lan-
guage and the national musical style. The said publications by S. Lyudkevych became a landmark
event within the context of gradual transformation of Ukrainian discourse about music into a
science between 19™-20™ centuries. Interdisciplinary nature of said works, their organic combina-
tion of data from musicology and literary studies, and involvement of ideas from many other fields
of knowledge are historically prospective. They reveal commonality of mechanisms with which



the Ukrainian professional musical and literary art are based on individual and creative re-thinking
of prominent signs of artistic thought in folk. S. Lyudkevych’s study of specific features inherent in
intonation of T. Shevchenko poetic diction was the aspect of then interdisciplinary research of lan-
guage and musical intonation in literature studies and musicology respectively.

It is indicated that in his first Shevchenko researches S. Lyudkevych deals with patterns of
high-level generalisation, typical for different sectors of Ukrainian art and culture during the period.
This is another feature which contributes to the modern sound of his work, given that the current
paradigm of Ukrainian culture, on the one hand, has the accumulated experience in art criticism, on
the other — promotes further reflection on national identity in art.

S. Lyudkevych through his works has started the tradition of exploring the issues of differ-
ent branches of musical culture, art schools, interpretational process of creating music.

It has been emphasized that S. Lyudkevych’s research of mechanisms of musical, intona-
tional and melodic foundations in Shevchenko’s poetry go beyond musicology and into a space of
progressive processes of the science of that period. It fits into a broader context of historical trends,
comprehensive, typological characteristics of the European culture of that time. Thus, these huma-
nistic manifestations of Ukrainian science on the brink of 19"-20" centuries, which were also
present in Ukrainian philosophy and the national mentality of that period, were at that time a consi-
derable alternative to the scientistic interpretation of the world, actualised by the leaders in natural
sciences, whose discoveries radically changed the picture of the world and life in the society. Hu-
manistic trends in science gained new relevance in the second half of the 20™ century, especially at
the modern, postnonclassical stage of its development. S. Lyudkevych’s appeal to one of the main
challenges of interdisciplinary humanities of the early 20" century, which clearly represent its hu-
manistic features, makes it possible to emphas1ze the undeniable involvement of T. Shevchenko
studies in the relevant basic science trends of the 20" century.

Ludkevych’s T. Shevchenko studies embodied the many processes and trends in
the development of Ukrainian musicology, and particularly of T. Shevchenko Studies as interdiscip-
linary topical scholarly branch, national humanitarian studies and Ukrainian and European art and
spiritual culture in general. They contain features which will eventually give reason to talk about
predictions for the future on the brink of the 19" and 20" centuries, evidence of their involvement
in meaningful trends in Ukrainian spiritual culture, within which different historical stages “meet”,
non-linearity of time and the outstanding, pan-chronic values of the national culture establish them-
selves and the spiritual essence of the Ukrainian nation gets revealed.

Yexan IOpiii IBanoBu4

Yexan [0. 1. I3 xopoBoi meByenkianu Bajgentuna CuiibBecTpoBa (KoMHIapaTHBHMIA
etion). TBopum Ha Texctu T.T.IlleBueHka 3aiiMalOTh KIIOYOBE MICI[E y XOPOBOMY JOPOOKY
B. CunbBectpoBa. [lopiBHIOIOTBCS BapianTu iHTepnpeTanii BipiiiB «Pese Ta crorne J[Hinp mmpo-
kuit», «CaJlok BUITHEBHH KOJIO XaTu» Ta «Bce ymoBaHie Moey, 3/1IHCHEHI KOMIO3UTOPOM Y LUKJIaX
«ITcamvmu Ha cinoBa IlleBuenka» (2005), « Tpuntux» (2013) Ta «IlicuecniBu» (2014). Po3rasuayto
npuHunu pobotu B. CunbBecTpoBa 3 MOETHYHUM IEPIIOKEPENIOM Ta XapaKTepHi 0COOJMBOCTI
oprasizariii iHTOHaIIHHOTO 00pa3y CBITY.

Kurouosi cioBa: iHTOHaNIHHUI 00pa3 cBiTy, KOMIApaTUBHUN aHali3, poO0Ta 3 MOSTUYHUM
TEKCTOM, OpraHi3allisi My3U4HOT0 IIPOCTOPY.

Yekan 0. U. U3 xopoBoii meBuyeHkuansl BajenTnna CuibBecTpoBa (KOMIapaTHB-
Hblil 3TI01). [IponsBenenus Ha TekcThl T. 1. [lleBueHKO 3aHUMAIOT KIIFOYEBOE MECTO B XOPOBOM
Hacneaun B. CunbBectpoBa. CpaBHHUBAIOTCS BapUaHThl MHTEPIPETALNA CTUXOTBOpeHUi «PeBe Ta
crorre JlHinp mmpokuity, «Caqok BUITHEBUH Koo Xatu» U «Bce ymoBaHie M0O€», OCYIIECTBIEH-
HbIe KOMIIO3UTOpOM B 1uKiax «lIcaimel Ha ciosa [lleBuenko» (2005), « Tpuntux» (2013) u «Ilec-
HoneHus» (2014). PaccmoTpensl mpuHIUNbl padoTsl B. CriibBeCTpoBa ¢ MOITUYECKUM IE€PBOUC-
TOYHUKOM M XapaKTEpHbIE 0COOEHHOCTU OpraHU3alli MHTOHAIIMOHHOTO 00pa3a Mupa.

KaroueBnle ciioBa: WHTOHAILIMOHHBIN 06p213 Mupa, KOMHapaTHBHBIﬁ aHaJinu3, pa60Ta C II0-
OTUYUCCKUM TCKCTOM, OpraHu3anusd MY3bIKAJIbHOI'O IPOCTPAaHCTBA.

Chekan Y. I. On the Choral Shevchenko Cycles of Valentin Sylvestrov (comparative
study). Musical works based on T. Shevchenko’s poetry are key in V. Sylvestrov’s choral heritage.
The article compares different interpretations of poems “Reve ta stohne Dnipr shyroky”, “Sadok
vyshnevy kolo khaty” and “Vse upovaniye moye”, that are parts of his cycles “Psalms on Shev-



chenko’s Words™ (2005), “Triptych” (2013) and “Chants” (2014). The article takes a look at
the principles of V. Sylvestrov's work with the poetic source and the peculiar features of his organi-
zation of the intonational image of the world.

Keywords: intonational image of the world, comparative analysis, working with the poetic
source, the organization of musical space.

Chekan Y. I. On the Choral Shevchenko Cycles of Valentin Sylvestrov (comparative
study). Valentin Sylvestrov started with instrumental genres. Choral music was approached by
V. Sylvestrov later, and it became a dominant genre for the composer in recent years as a result of
close cooperation with the choirmaster Mycola Hobdych and chamber choir “Kyiv”.

V. Sylvestrov wrote his first piece for an a cappella mixed choir — “Cantata” — in 1977,
when he already was the author of four symphonies, numerous chamber and instrumental works and
a vocal cycle “Quiet Song”.

Taras Shevchenko’s poems were taken as a lyrical base for “Cantata”; T. Shevchenko’s poe-
try later became one of the cornerstones of V. Sylvestrov’s choral music.

Two significant points concerning the poetry of T. Shevchenko, as formulated by
the composer himself, were: first— a perception of T. Shevchenko’s word itself, which reflects
the Sacred Word: Kobzar is the psalmist that exists in the profane, secular space; second — a unique
relation between lyrics and music. Hence, the repeated use of the same texts.

The conjunction of these factors can explain the configuration of V. Sylvestrov’s choral
world, where the liturgical part develops parallel to T. Shevchenko’s.

At the heart of theseven pieces that form the “Psalm™ series are fragments of
T. Shevchenko’s ballads and poems — “Reve ta stohne Dnipr shyroky” from the ballad “Prychynna”
(1837), “Po dibrovi viter viye” from the ballad “Topolya™ (1840) poem based on a folk song plot
“Teche voda™ (1847), “Sadok vyshnevy kolo khaty” — verses of poetry “V kazematy” (1847), “Vse
upovaniye moye” from the poem “Marya” (1859), poetry “U nashim rai na zemly” (1849) and
“Dumy moyi” (1840).

A lyrical basis for “Triptych”, except for the already mentioned “Reve ta stohne Dnipr shy-
roky” and “Sadok vyshnevy kolo khaty”, is a piece from the comedy “Son”.

Most recent T. Shevchenko-based work of V. Sylvestrov is a choral cycle “Chants”.
The new ways of reading the poems “Vse upovaniye moye” and “Sadok vyshnevy kolo khaty”, a
philosophical poetry “Minaiut’ dni” (1845) and a lyrical masterpiece “Zoria moya vechirnyaya”, a
fragment of the poem “Knyazhna™ (1847), are added.

Repeated appeals to the same verbal texts in terms of one genre encourage comparative
analysis.

As material of comparison following choral works by V. Sylvestrov, the following
T. Shevchenko texts were selected:

— “Reve ta stohne Dnipr shyroky” — Ne 1 of cycle “Psalms by Shevchenko’s words™ (2005)
and Ne 1 of cycle “Triptych” (2013);

—“Sadok vyshnevy kolo khaty” — Ne 4 of cycle “Psalms by Shevchenko's words™ (2005),
Ne 3 of cycle «Triptych» (2013) and Ne 2 of cycle “Chants™ (2014);

— “Vse upovaniye moye” — Ne 5 of cycle “Psalms by Shevchenko’s words™ (2005) ta Ne 3 of
cycle “Chants” (2014).

The first level of analysis is examining ways of working with the lyrical source.

The composer selects descriptive, philosophical, lyrical and contemplative parts, omitting
the characters and plot episodes. He doesn’t recompose selected poems, keeps their strophic struc-
ture, avoids repetition of words and lines. Major changes can be characterized as simplification,
reduction of spiritual and religious or folk-flavoured motifs.

Transformation of the lyrical content of the source can be explained on the basis of three
considerations.

Firstly, it is a different era. T. Shevchenko’s poetry content is polyvalent and the artist of
another era “highlights” meanings that resonate with his artistic experience. Its spiritual, religious
component does not appear as obviously to the modern interpreter as it does to the poet’s contempo-
raries. The same applies to dialect-specific words — hence the “simplicity”, “modernization” of texts
in the composer’s interpretation.

Secondly, it’s the expression of will of another creative being. V. Sylvestrov does lyrical in-
terpretation of T. Shevchenko’s poetry, and it represents the lyrical art of the composer’s creative
constitution.

Thirdly, the conditions of another art form need to be considered. That last factor explains
most of the changes to verbal texts.



Another thing compared is the musical plane. In its analysis we must move from phonic to
composite — to syntax, intonation level. This article will focus only on the texture-phonic level,
since the composition of intonation and timing parameters of V. Sylvestrov’s choirs are determined
by its features.

Instrumental (piano) by its genesis, but embodied in the choral sound, the musical space is
organized by a system of V. Sylvestrov’s stylistic features. In all cases the composer turns to
the four-part choir; each party is divided by divisi, so it’s potentially an eight-part choir. Its capa-
bilities create the sound, designated depth, resonance overtone (analogous to an effect that pedal has
on the piano). Carefully written dynamic instructions (active attack — damping), fine gradations of
diminuendi within one cycle (f— mp — p; mf— p — pp, p — pp — ppp) reinforce the impression of pi-
ano musicianship. This serves as background to the soloist’s part.

In both “Reve ta stohne Dnipr shyroky” choirs solo baritone part is duplicated by first alto
part (and in some cases, a soprano is added to it), emphasizing the depth and volume of the music
space. Alto’s line is seen as an echo of the baritone’s main melody, and the additional effect of re-
verberation is formed by holding (in soprano) the supporting melodic sounds of relief. The same
correlation of relief (baritone solo), its reflection — echo (alto or soprano part), its reverberatlon and

“the background” (chorus pedal or pulsing chord) organize the “Vse upovaniye moye” choirs’
sound space (see, for example , vols. 9-29 , 33-37 , 41-43 , 4652 chorus with “Psalm”, 3-26, 28—
32, 47-54 , 58-61 choir from “Chants”).

The features of all analyzed pieces are determined by the verbal texts and their texture: it’s
mostly strophic songs, where second foreground is played by a three-part composition. In most cas-
es, a three-part composition is complemented by postlude (both “Reve ta stohne Dnipr shyroky”,
“Sadok vyshnevy kolo khaty” with “Triptych” “Chants”, “Vse upovaniye moye” with “Psalm”).

Yexan 1O. 1. 3 xopoBoi meBuenkianu CuibBecTpoBa (kKomMnapatuBHuii etron). [loua-
TOK TBOpyoro nuisixy B. CunbBecTpoBa MoB’s3aHUN 3 IHCTpyMEHTAJILHUMHU XKaHpamu. Jlo XopoBoi
My3uku B. CuibBecTpoB MpHUMINIOB JEmo Mi3Hille, a )XKaHPOBOIO JOMIHAHTOIO ISl cepa cTaia s
KOMIIO3UTOpA Y OCTaHHI POKH B pe3yJbTaTi TiCHOI cHiBIIpari 3 xopMmelictepom Mukosoro ['o6anduem
Ta KaMepHUM XopoM «KuiBy.

Ilepmmit TBip juis MimwaxHoro Xxopy a cappella— Kanrary — B. CuibBecTpoB nuiue y
1977 poui, yxe Oyay4s aBTOpPOM HOTHPHOX CHM(OHIN, YHMCICHHHX KaMEpHO-IHCTPYMEHTAIbHHX
TBOpIB, BOKalIbHOrO Lukiy «Tuxi micHi». 3a moetudHy ocHoBy Kanraru Oyno B3sto Bipim
T. lleBuenka; y mOJabIIOMY IIEBUEHKOBI MOE€31i CTAIM OHIEIO 3 HAPIKHUX OMOP XOPOBOI MY3UKHU
B. CunbBectposa.

Heo0xigHO 3a3Ha4uTH /1Ba CYTTEBUX MOMEHTH Yy cTaBieHHi Jo noesii T. [lleBuenka, cdop-
MYJIBOBaHI CAMUM KOMITO3UTOPOM.

[eprumii — e COPUAHSTTS MEBYCHKOBOIO CIIOBA SIK TAaKOro, 1o Biguepkaioe ClIoBo cak-
pasbHe: Ko03ap — I [CaIMOCHIBeLLb, 10 iCHYE y MPOQaHHOMY IIPOCTOPI.

Hpyruii — ie KoxkeH pa3s HEMOBTOPHE CIIIBBIHOLICHHS CJI0BA | My3UKH. 3BIJICH — HEOAHOPA-
30Bi 3BEPHEHHS JI0 TUX CAaMHX TEKCTIB.

Jiero mux (axkTopiB MOKHa NOSICHUTH KOH(pirypamito XxopoBoro cBiTy B. CunbBectpoBsa, 1e
JITypriffiHe piuuine po3ropTaeThbes NapaieibHoO JI0 MEeBUEHKOBOTO.

B ocHoBI cemu TBOpiB, 1110 yTBOPIOIOTH NUKI «Ilcammuy, nexars GpparMeHTH MEeBYEHKOBUX
Oanan ta moem — «PeBe Ta crorne JlHinp mupokuity 3 6anamu «lIpuunnna» (1837), «Ilo niGposi
BiTep Bue» 3 Oamamu «Tomons» (1840), Bipm Ha HapoaHo-miceHHHH croxkeT «Teue Bomay (1847),
«Canox BUIIHEBHI KOJIO xaTw» — cTpodu i3 moesii «B kazemari» (1847), «Bce ymoBanie mMoe» 3
noemu «Mapis» (1859), moe3ii «VY HamiMm pai Ha 3emmi» (1849) ta «Jlymu moi» (1840).

VY «Tpuntuxy» 3a TEKCTOBY OCHOBY, OKpiM Bxke 3rajiaHux «PeBe Ta crorue» ta «Cagok BH-
IITHEBUITY, B3ITO PparMeHT 3 Komenii «Cory. OCTaHHIM Ha TEHEepilHif MOMEHT IIeBUYEHKIBCHKUM
TBopoM B. CuibBectpoBa € xopoBuii nuki «IlicHecniBuy. J[o HOBUX BapiaHTiB MPOYUTAHHS BIPILiB
«Bce ynopanie Moe» Ta «Ca oKk BUIIHEBUN) TYT J0Jat0Thes dinocoderka moesist « MUHAIOTH JHI»
(1845) ta nipuunuit meneBp «3o0pe Most BedipHsis» — (pparMeHT 13 noemu «Kuspkuay (1847).

HeonnopaszoBe 3BepHEHHSI KOMIIO3UTOPA JIO TUX CAMUX BepOabHUX TEKCTIiB B yMOBaX OJIHO-
0 JKaHpPy CIIOHYKAIOTh /10 KOMIIAPaTUBHOI'O aHAJII3y.

3a maTepiai JJis HOpiBHSHHS 00paHo X0poBi TBOpK CHIIbBECTPOBA HA HACTYIHI IIEBYEHKOBI
TEKCTH:

— «PeBe Ta crorne [luinp mmpokuit» — Ne 1 mukiy «llcaimu Ha cioBa T. [lleBuenka»
(2005) Ta Ne 1 mukiy « Tpuntux» (2013);

— «Canok BumHeBHM Kojio xaTtu» — Ne 4 nukiy «lIcamvu Ha crmoBa T. IlleBuenka» (2005),
Ne 3 mukny « Tpuntux» (2013) ta Ne 2 nuxiy «IlicuecniiBuy» (2014);



— «Bce ynmoBanie moe» — Ne 5 nukiy «IIcammu Ha cioBa T. Illeuenkay (2005) ta Ne 3 nuk-
ay «IlicaecmiBuy (2014).

[lepimii piBeHb aHATIZY — pO3IIIAN Ccr10co6iB pOOOTH 3 IOCTHIHUM IIEPLIOKEPEIIOM.

Kommosurop Binbupae meiizaxHo-¢pimocoperki, JIPHKO-CHOMNSAANbHI HparMeHTHy, BHITYC-
KAlO4d CIOXCTHO-/UHOBI emi3oxu. KoMmosurop He IepekoMIoHoBye oOpaHi Bipiii, 30epirae ix
CTPO(IUHYy CTPYKTYpPY, YHHKAE MOBTOPIB CIIB Ta psi/ikiB. OCHOBHI 3MIHM MOJKHA OXapakTepu3yBaTh
SIK CIIPOLUEHHS, PeyKyBaHHS JYXOBHO-PEIIrIHHUX 4H (OJIBKIOPHO 3a0apBICHUX MOTHBIB.

Tpancdopmartii 3MicTy TOETHUHOTO TMEpIIOKEepesia MOKHA TMOSCHUTH, BUXOJSYM 3 TPbOX
MipKyBaHb.

ITo-nepiue, ne inma enoxa. IlleBueHKOBI moe3ii 3MICTOBHO IOJIBaJ€HTHI, 1 MUTEIb 1HIIOL
00 «BUCBITIIIOE» B HUX CEHCH, IO PE30HYIOTh 3 HOro XYJ0XKHIM JJOCBIIOM. [X 1yXoBHO-peniriiina
CKJIaJIOBa JUUIsl Cy4acHOTO 1HTEpIIpeTaTopa MOCTae He TaKOK OYEBHJIHOIO, SIK JJISl CYYacHUKIB TOeTa.
Te x cTocyeThesl NianeKTU3MiB. 3BIJICH — «CIPOIIEHICTbY, «OCYYaCHEHICTh)» TEKCTIB MPH IX KOMIIO-
3UTOPCHKOMY NPOYUTAHHI.

Io-npyre, e BoeBUsB IHINOI TBOPYOI ocobucTocTi. B. CI/IJIbBeCTPOB Jlae mepeycim JTipu-
YyHe npounTaHHs noe3iii [lleByenka, 1o BiinoBila€ HOro JipUYHINA XyT0KHIA KOHCTUTYIIII.

Io-Tpete, e HEOOXiHICTE BPAaXyBaHHs YMOB iHIIOr0 By MucTenTBa. Came ocTauHii da-
KTOp (HParHeHHs 10 KAHTHICHHOCTI XOPOBOI Iaprii, (OHIYHI MIPKYBaHHS) HOSCHIOE OLIBIIICTH
3MiH BepOAIIbHOTO TEKCTY.

HactymHoro y mOpiBHSIHHI € My3WYHA IUTOIMKHA. Y 11 aHaTi31 JOUITFHO pyXaTUCh BiJ (GOHIY-
HOTO 4Yepe3 KOMIIO3UIIHMN — 10 CHHTaKCUYHOTO, iHTOHAIIIMHOTO piBHs. Y CTaTTi 30CcepeuMocCh
TUTbKH Ha (paKTypHO-(DOHIUHOMY PiBHI, OCKUIBKM KOMIIO3HIIIMHO-4acoBi Ta iHTOHAIMHI TapaMeTpu
xopiB CHJIbBECTPOBA 3YMOBIIIOIOTECS] caMe HOT0 OCOOJIMBOCTSIMU.

[HCTpyMeHTaIBHO-QOpTENiaHHUN 32 I'€He3010, ajle BTUIEHUH y XOPOBOMY 3BYyYaHHI My3WY-
HUH MpOCTIp OpPraHi30BaHO CUCTEMOIO CUJIBBECTPOBCHKUX CTUJIHOBUX O3HAK. Y BCIX BUMAJKaX KOM-
IIO3UTOP 3BEPTAETHCA JJO0 YOTUPUTOJOCHOTO MIIIAHOTO XOPY; KOXKHA HapTis MOAUIAETbCs divisi, OT-
e — pealbHO MAEMO MOTEHIIIHHO BOCBMHUIOJIOCHUH XOp. 1oro MOXIMBOCTSMHU CTBOPIOETHCS 3BY-
YaHHsI, I03HAYCHE [ITHOUHOIO, PE30HYBAHHSIM OOCPTOHIB (aHAIOr — e(heKT, 10 BUHUKAE LpPH Meja-
mizamii Ha posuti). PerenbHO BUNMcaHi IWHAMIYHI BKa3iBKM (AKTUBHA aTaka — 3aTyXaHHs), TOHKI
rpajauii diminuendi B MeXax OIHOTO TaKTy (f~mp—p;mf-p-pp;p-pp-ppp) TOCUIIOIOTh BPAKCHHS
came (opTeniaHHOro 3BYKOBUA00yBaHHs. Ha EOMY (hoHi 3BYUHTB JIiHIs coticTa.

VY xopax «PeBe Ta crorne JlHinmp mmpokwuii» mapTis COJTIOKOYOTO GapuToHy NyOIIOETHCS
MapTi€lo MEepIIOro abTa (y OKPeMHX BHIAJKaX 10 HBOTO XOJAETHCS i CONPAHO), IO I1iAKPECIIOE
rIuOUHy Ta 00°€MHICTh My3UYHOTO Ipoctopy. JliHis anbTa cipuiiMaeThesl sIK BIJUTyHHS OCHOBHOL
MeJofIii OapuToHa, a 1oIaTKOBUi epekT peBepOepallii yTBOPIOIOTE 3aTpuMaHHs (y COMpPaHo) OMop-
HHX 3BYKIB MeJIOAMYHOrO peibedy. Take came CriBBIAHOLICHHS penbedy (COMOKYOro GapuToHy),
#0ro BiIOOpaXXeHHS-BIAIYHHs (IapTil aibTa abo COIpaHo), HOro peepOepyrOuoro 3aTpUMaHHs Ta
«IaNBHBOrO IIAHY» (BUTPUMAHOI XOPOBOI mefal ado My IbCyIo40ro akop/y) OpraHisye 3BYKOBHIL
npocTip XopiB «Bce ymoBanie moe» (nuB., Hampukiaa, TT. 9-29, 33-37, 41-43, 46-52 xopy 3
«[TcammiBy; 3-26, 28-32, 47-54, 58—61 xopy 3 «IlicHecmiBiBY).

Ocob6auBOCTI KOMITO3UIIIT yCIX PO3TJISIYBAHUX XOPIiB 3YMOBIIIOIOTHCS BepOATbHUMM TEKC-
TaMM Ta 1X (aKTypHUM pIlIEHHSIM: II€ MEPEeBaXXHO CTPO(]iuHI KOMIO3UIII, e (OPMOIO APYroro
IUTaHY BUCTYTIA€ TPUYACTUHHICTh. Y OLIBIIOCTI BUMAAKIB TPUYACTUHHA KOMIIO3HILISI IOTIOBHIOETHCS
noctmoieto (oouasa «Pese Ta croruey; «Canox BumHeBmit» 3 « Tpuntuxy» «IlicHecniBiBy; «Bce
ymoBaHiey 3 «[Icamminy).

Kanennuenko AuaroJiii IlaBiroBuu

Kasnenndenko A. II. IlleBuenkiana Peiinroanaa I'imiepa y nepmomy Hadmkenni. Po3ris-
HYTO 3BEpHEHHs OJHOro 3 nepmux aupekrtopiB KuiBcbkoi koncepsatopii P. M. I'miepa mo moesii
T.T. IlleBuenka B cumponiuanx moemax « Ipusnay, «llompaxkanie lezexiimoy» (3 Menomexiamarti-
€10), «3anoBit» (1914-1939), my3uni g0 3namenutoi npamaruunoi BuctaBu Jlecs Kypbaca «[ aii-
namakn» (1920) Ta HaNeXHICTH HOr0 KOMIO3UTOPCHKOI TBOPUOCTI M MY3UKH JIESKUX IHIIHUX, SK
BBaXXaJIOCh, IHIIOHAIIIOHAIHUX JIST9iB MYy3MYHOI'O MUCTEIITBA HE JIMINE IO pOCIHChKOI, a i yKpaiH-
CBKOI MY3U4YHOI KYJIbTYpH.

Kurouosi ciioBa: noesis, cuMmpoHiuHa moema, ApaMaTiyHa BUCTaBa, My3U4YHa KyJIbTypa.
Kanennuenko A. II. IlleBuenknana Peiinronsaa I'imdpa B mepBoM NpHOJIMKEHHH.

PaccmarpuBaercss oOpailieHHe OJHOTO M3 HepBbIX JIUpeKTopoB KueBckoil KoHcepBaTOpuu
P. M. T'mmspa x moa3um T.T.IlleBuenko B cumdonnyeckux mnosmax «Tpusnayn, «llogpaxanie



lezakiimoy» (c menoxeknamanueit), «3amoBiT» (1914—1939), My3blke K 3HAMEHUTOMY JApamaTuye-
ckoMy cnekrakimo Jlecs Kypbaca «["aitmamaku» (1920) 1 npuHaaIeKHOCTh €r0 KOMIIO3UTOPCKOTO
TBOPYECTBA M MY3BIKH HEKOTOPBIX APYTUX, KaK CUMTAIOCH, NHOHAIIMOHAIBHBIX JEATENed MY3bI-
KaJIbHOTO UCKYCCTBA HE TOJIBKO K PyCCKOH, HO M YKPaUHCKON My3BIKaJIbHOHM KYJIBTYpE.

KiroueBbie cioBa: 1mo33usi, cuMpoHUYecKas 103Ma, JpaMaTHYecKoe Mpe/ICTaBlIeHHe, My-
3bIKaJIbHAs KYJIbTYpa.

Kalenychenko A. P. Shevchenko’s Poetry by Reyngold Gliére in the First Approxima-
tion. The article studies the work of one of the first directors of the Kyiv conservatory Reyngold
Gliére on Shevchenko’s poetry in his symphonic poems “Tryzna”, “Imitation of lezekiyil” (with
recitation of poetry to musical accompaniment), “Testament” (1914—1939), the music for a famous
play by Les’ Kurbas “Haidamaky” (1920) and the belonging of his composition work and music of
other allegedly foreign musical artists not only to Russian, but Ukrainian music culture as well.

Key words: poetry, symphonic poem, theatre performance, music culture.

Kamnenmenxo A. I1. IlleBuenxkiana Peiinroasaa I'tiepa y nepmomy Hadmmkenni. Oqun
13 mepumx upexTopis KuiBcbKoi KOHCEpBATOpil, KOMIO3UTOD 1 qupureHt Peiinronsa Iiep Hamm-
caB Juigd Benukoro TeaTpy B Mocksi Ganer «Tapac BynLGa» (1951-1952, op. 92, Toni fioro Tak i He
HOCTaBI/IJ'II/I) 3a OJHOMMEHHOIO MOBICTIO YKPAaiHCHKOTO POCICBKOMOBHOTO uchMeHHuKa M. ["orosis
7o #oro cotux pokosuH. Lleit Ganer OyB JaeKo He €AMHUM 3BEPHEHHSIM KOMIIO3HTOPA 10 YKpaiH-
chkoi KynbTypu. Ha nymKy cyuacHOro ykpaiHCBKOro KOMITO3UTOpa B. Kupeiika, BiH, 3a 4aciB
VYkpaincbkoi HarioHanbHOT peBosowtii 1918—1921 pp. 31ilicHUB OpKeCTpOBKY HUHIIIHBOTO Jlepika-
BHoro ['imay VYkpainm «llle ©He BMepna VYkpaiHu» (My3I/IKa M. Bepbuipkoro, — ciosa
I1. Hybutcpkoro), MabyTh, XpOHOJIOIIYHO MEPIIy, UMM YXKe YBIAIIOB B iCTOpIIO HAIIOI JAePiKaBH.
Kpim toro, P. I'miep cTBoprB: cuMpoHidHy moemy-0anet «3anoposKiii» 3a KapTHHOIO YKPaiHCHKOTO
XYA0KHUKA cXiHOi Aiactiopu I. Penina «3amoposxiii mUIIyTh JUCTa TypeubkoMy cyaTtany» (1921,
op. 64, mpeM’epa B KOHLIPTHOMY BUKOHAHHI I1iJi Opy/0t0 aBTopa BinOynacs B Oxeci 1925 p., Buza-
HO — y Mocksi 1929 p.); mimmanuit xop a’cappella «byino mito» (1918, 6e3 omycy); aBa poMaHCH
YKpaiHCBKOIO 1 pOClI/ICBKOIO moBamu, npucssiueHi JI. CoGinoBy # H. Kanuuns («TaemHuis ciBakay
Ha cioa B. [BanoBa it «CaMOTHICTE» Ha ClOBa J. Mepexkosebkoro, 1924, sunano y Kuesi). Kpim
toro, P. I'niep 3ailicHUB 06poOKH YyKpaiHCHKUX HApOIHUX MiceHb «O# y MO )KUTO» AJIST MIiIIAaHOTO
BOKAJILHOTO CENTETY — JIBOX COIMPAHO, MEI0-COMPaHo, TBOX TeHOPIB i 1BoX OaciB (1918, 6e3 omycy)
it ykpaincekoi micHi XVII ct. aBropcTBa Mapyci Uypaif, 1o crana HapoJHOIO, — «3acBiT BCTaIU
Ko3adeHbkn» (y P. I'miepa — «3acBucTanu Ko3aueHbKHU») AJISl MIIIAHOTO XOpY 13 CUM(OHIYHUM Op-
KecTpoM (BunaHo y mepekianenni M. HoBuiibkoro st opkectpy momp i Gamanaitok 1931 poky).
Kommnosutop nepeopkectpyBaB onepu «Haranka IlontaBka» I. KoTnsipeBchkoro — M. Jlucenka i
«Yopuromopiiin M. Jlucenka (06unsi — 1918 poxy).

binem toro, 3a cnmoBamu oHykH kommosutopa C. B. Fniep, y MemopiansHOMY KabiHETi
Peitaromnbna M0p1u0Ban ['miepa B Mocksi 30epiratoTbesi 3pobiieHi Horo pyKoIo 3amucu YKPalHCBKUX
HAPOTHHX niceHb. MOXIIMBO, ACSIKi 3 HUX KOMIIO3HTOD BUKOPHCTaB y CBOTH TBOpyocTi. Hanpukiaz,
B OJHIH i3 Tem [[pyroi CI/IM(i)OHll (1907-1908) P. I'miep, 3a iioro ciioBamu, MPOIUTYBAB HE BiIOMY
HaM yKpaiHChKY HapoJHY HICHIO, sIKa OYMHAEThCs cioBaMu «l 1e cerno, 1 Te ceno... Yorock MeHi
HeBeceJo». A JieTallbHa CIOKETHO-IIOCIII0OBHA Mporpama MEepIIoro BUAAHHS OHOTO 3 HaHOiIbII
BiToMuXx y cBiTi TBopiB P. ['niepa (mopsiz i3 Konueprom st ronocy 3 opkectpom) — TpeTboi crm-
¢onii «Lst Mypomers» (1909—-1911) — ticHo noB’si3aHa 3 GaThKIBIIMHOIO Kommo3zutopa — Kue-
BOM, Jie B neuepax KueBo-Iledepchkoi aBpu MOKOSTHCS HETIIHHI MOIII OUIMHHOTO CBSITOTO — PY-
CBhKO-YKPaiHCHKOTO 6orarups. Jlo Toro x, Ais TpeThol YacTUHU BiOyBaeThes B Kueni, Ha OeHKeTi B
KHIBCBKOTO KHsi3s Bosogumupa KpaCHoro Coneuka.

[loka30Bo, 110 TUIBKKA B CUM(OHIYHUX TBOPAX KOMIIO3UTOP MPOIUTYBAB I1'ITh YKPATHCHKUX
HapOJIHUX MiCeHb (1 JIUIIE TPU — POCIHCHKHX).

Bpomxennit kustaun P. Iimiep 1913 poky npocto moBepHyBes 1oa0My, 1o Kuea, Ha 6aTbki-
BuIMHY. TaM BiH HapoauBcs i Bupic Ha Bynui baceitniit, 6 (6ina beccapabepkoi mnomi), ge Mer-
KaJIM 1 IpaloBain Horo OaTbKH.

Jo moesii T. lleBuenka 3BepTaBcs Maiixke KOXKEeH YKpaiHCbKUI KOMIO3UTOp. A Oarato MUT-
I[iB IILJIOTO CBITY, 30KpeMa i pOCiiiCbKHX, MUCAIO IMOHARO1IbINE TiITBPKU OJWH-€IMHUAN TBip Ha BIpII
Ko63aps. Haromicte P.I'miep — aBTOp npHHalitMHI 4YOTHPHOX TBOPIB, IOB’SI3aHUX 13 TOE3I€I0
T.T. IlleBuenka.

Binomo, mo B 100y YkpaiHchbkoi peBodtorii, 30kpema 1919 p., 3a mpaBiiHHS OCTaHHBOTO
retbMaHa Ykpainu [laia Cxoponajncskoro, BiH HanucaB y Kuesi Ha cnosa T. I'. I1leBuenka cumdo-



HiuHy moemy 3 untieM — «[Tonpaxanie lesekiimo» (6e3 omycy), HpeM’epa SIKOT B1IOYJIacst TOr0 camoro
POKY TaMm camo (1moemy He omyOikoBaHo). TyT BiH YZAaBCs JI0 TIPUHOMY, XapaKTEPHOTO [l MOy~
JIAPHOTO TOJIl CTHIIIO MOJIepHY/cerecii, — MenoaekIamanii, BiIKpUBIIN HOBHUH Pi3HOBH]I JKaHPY B
ykpaincekomy cuMponizmi. Hotu TBopy He 30eperiuce.

1921 p. P. I'niep nanucas My3uky (ogHo4acHo 3 komrnozutopoM K. CrerieHKkoM) 70 eTamHo-
ro JUIsl yKpaiHchKoro teatpy crekrakito Jlecs Kypbaca 3a moemoro «['aiinamaku» T. [lleBuenka. Ha
xaib, HoTH P. ['miepa Tex HuHI He BiioMi. OCTaTOYHO HE 3’SCOBAHO, ajie HE BUKIIIOUEHO, 0 PEXKHU-
cep, sSKuii Jo0pe 3HaB 1 po3yMiBCs Ha MY3HIIi, Bi1iOpaB BiAMOBIIHI (parMeHTH MY3UKH 000X KOM-
MO3UTOPIB.

VY 1939 p., 10 0(imio3HOrO CBATKYBaHHS JO3BOJICHOTO CTaJTIHCHKOIO B0 125-pivyus Bif
JHsT Hapo pkeHHs Benukoro Ko63aps, P. ['nniep nanucaB mporpamMHy cuMQOHIUHY moeMy «3aroBiTy
Mi minop op. 73 «11am’sTi BEIUKOro yKpaiHchbkoro HapojHoro moeta T.I'. IlleBuenka» 3a omHOMMEH-
uHuM BipreM (1939), sxwuii i3 my3ukoro ['. ['magkoro B 06po6iii K. Ctenenka ctaB ogHUM 3 yKpaiHCh-
KX HalllOHAJbHUX TiMHIB. He BHIAagKOBO KOMIIO3UTOp Ha3BaB Lied TBip, HamucaHuih y MOCKBI,
praIHCLKOIO MOBOIO («3amoBiT» 3 yKpaiHCBKUM «i», a He pOCiiChKOIO — «3aBerianuey). Binrak
npem’epa «3anoBiTy» BinOymnacs B MOCKBI, Ha JICHb HaPOIKCHHS T.T. llleBuenka, 9 GepesHst Toro
CamMoro poKy, y BUKOHAHHI OPKeCTpY I[epncaBHm MOCKOBCBKOI (iapMOHil mix 6aTyToto aBropa B
MOCKOBCbKOMY ByIHHKY COI03iB Ha BIAIIOBIIHOMY YPOIHCTOMY KOHI_[epTl

Mosxna npunycruty, mwo Ha Bipui T. I'. [lleueHka HalmMcaHo i TeX CTBOPEHY B POMAHTHY-
HOMY JKaHpi CI/IM(I)OHI‘{HOI noemu Kommosuuito «Tpusuay. P. [miep, MabyTh, mucas ueil TBIp (Tex B
OJIHOMY 31 CBOIX YJIOOJIEHUX POMaHTHYHUX KaHpiB cuM@oHiyHoi nmoemu) y Kuesi mo 100-piyus
T.T. llleBuenka B 1914 p. «Tpusny» HamucaHo 3a OJHOWMEHHOIO, OJHI€IO 3 HeOArarboX pociich-
KoMOBHUX moeM KoO3aps, mnpucBsueHux KHsDkHI BapBapi Penninili — npeacTtaBHUII poy
K. PozymoBcbkoro, ocTanaboro ykpaincbkoro retbMana XVI-XVIII ct. mepen 3pyiinyBanusm Ci-
4i. 3rofIoM 3axiHOYKpaiHCBbKUI KOMIIO3UTOp, My3UKO3HaBellb Ta eTHoMy3ukouor 3. Jluceko, Ha-
Buarounch y kiaci kommno3uiii M. Cyka (Bumia mkona maticreprocti, [Ipara, 1928), nanucaB cum-
(hoHIYHY TmOEMY I/l TAKOK CaMOIO HA3BOIO 3 L€ IICBYCHKOBOIO IOSMOKO

TaxuM unHOM, HaIUCAHHS YOTUPHOX TBOplB 3a moe3isimu T. I'. [lleBuenka (ozHOTO 3 HUX ri-
MOTETHYHO) BHpi3HseE P. Fmepa 3-TIOMIX MaiiKe BCIX IHIIMX YyXKMHEIBKHX KOMIIO3UTOPIB, SIKi IH-
cany My3UKy JIALI 10 siKoich oxHiel [TlepuenkoBol moesil. Bigrak tBopuicts P. I mepa aX HISK He
0OMEXKY€ETBCS TUIBKH POCIACHKOI0 MY3HUYHOIO KYJIBTYPOIO. To6To BiH € He nuIIe POCICHKUM KOM-
O3UTOPOM, JMPUICHTOM 1 [eJaroroM, a ¥ yKpaiHCBKMM (@ Takox asepOaif/PKaHCBKHM — olepa
«Hax-Cenem», 1923-1925, npyra penakuis — 1926-1934; y36enpkum — onepu «Jleimi 1 Memxk-
HyH», 1940, i «['tonecapa», 1949; nonbchbkuM — Matip Oyia MOJBKOIO; MOXKE, HaBITh 1 KUTaHCh-
KuM — GasieT «YepBoHUH Mak»). HanexHicTh Horo 10 yKpaiHChKOT My3UYHOI KyJIbTYpH MEepEKOHIIH-
BO JIOBOJUTP 3TaJlaHe YOTHPHPA30BE 3BEPHEHHS IO noesii KoG3aps.

[lopyiene nuTaHHs € TUCKYCIHHUM 1 noTpedye OKPEMOro HOACHEHHs. SIKIIO 3a pajiTHChKUX
YaciB IMUPOKO BXKUBAIOCS CIOBOCIONYUYECHHS «pralHCBKa 3axijHa Jiacropay (momparna, 311e01-
JBIIOTO B HETATUBHOMY CEHCl), TO B HE3aleXKHiM YKpaiHi BUHUKIO HOHSTTS CXiAHOT yKpaiHCHKOL
JIacTopu.

[ozxo HameKHOCTI, 30KpeMa i 0 yKpaiHChKOI KyJIbTypPH, BUXIALIB 3 YKpaiHH HEYKpaiHCh-
KOro IIOXOJUKCHHS, €MHOI TyMKH HeMae. Harpukiaz, He BUK/IMKae CYMHIBIB HaJIeHICTh J10 YKpa-
THCBKOT KYJBTYpHU IOJISIKIB 13 nmpocmcsxm Yxpainu M. 3aBagcbkoro, B. 3apembu, nepuroro au-
pextopa KuiBcbkoi koncepBaropii B. Ilyxamecekoro Tta iHmwmx, ajne Buxiaus 3 Moruiesa-
[loxinbebkoro B. MamimeBcbkoro, TEpIIOro PeKTopa Opnecpkoi KoHcepBaropii, 4n YPOIUKEHIIA
c. TumoiBku (renep Kam’siebkoro paitony Yepkacekoi obmacti) K. Illumanosebkoro, sikuii 6i-
JBIIICTH TBOPIB HANMMCcaB B YKpaiHi, YOMYCh HAa3UBAIOTh TUIBKU MOJIBCHKUMU KOMIIO3UTOPAMHU.

Tak camo ibBiBchbkHX TONSIKIB T. Maepcbkoro, A. HIKOI[eMOBI/I‘la pekTopa JIbBIBCHKOI KOHCE-
pBaropii lloabcbKoro My3uuHOro ToBapuctsa A. Conruca, sK1 HaBiTh BXowud 10 CHIJIKA KOMIO-
3utopiB YPCP, nesiki ykpaiHCbKI MY3MKO3HAaBIlI BBa)KalIM HAJEKHUMH 0 HOJ‘IBCBKOI KyIbTypH. |
BXKE 30BCIM 663H1I[CT8.BHO BBaXaTu NOJbChbKUMH MUTIsIMH K. Mikyni, JbBiB’ssHUHA 3 UepHiBIIiB
BIPMEHCBKO-PYMYHCBKOT0 [OXODKEHHSL, abo eBpes Icaaxa (FO3eda) Koddurepa 31 Crpust. Mumoso-
JIl CKIIAJAETHCSI BPAXKCHHSI, IO TaKi MY3MKO3HABI IIE i J0Ci BBaXaloTh JIBBIB MOJBCBKUM, a HE
ykpaincekuM MicToM. Ta sikmo A. Contuc OyB yKpaiHCBKHMM KOMIIO3UTOPOM IOJIBCBKOTO I1OXO-
JUKEHHSI, TO YoMy Horo OaTbka MeuunciaBa BBaxaroTh MoIbCbkUM? [10/1i0HI 3anMTaHHS! BUHUKAIOTh
i mopo . 'amst Ta B. @pimana.

Taka cutyarisi, monpasaa, CTOCOBHO HaJEKHOCTI /IO pOCIACHKOT KyJIbTYpH, CKIIANacs 00
KOMIIO3UTOPIB HE JIUIIE MOJIbCHKOTO MOXO/KEHHS, a 1 HIMEIIbKOT0: HAIPUKIIAJ], OJTHOTO 3 MEPIINX
pextopiB KuiBcbkoi koncepBartopii @. biromengensaa, aBTopa mukiy oOpoOOK yKpaiHCHKUX Ha-
POIHMX MiceHb, Xo4a Horo Opara CraHiciiaBa BBaXKalOTh MPEJICTABHUKOM YKPAaiHCHKOI KYJIbTYpH



(He MOXKHA He 3rajiaTy i miaHicTa Ta nexarora I'enpixa Heifraysa; marepi 060x Oyiau mojbKamu, sIK
i P. I'miepa).

Taxum 4HOM, 10 YKPaiHCHKOT My3HYHOT Ky/IbTYpH 00’ €KTHBHO HAJICHKATh HE JIMIIE YKPaiH-
11, PeJICTaBHIKHY 3aX1IHOI 1 CX1HOT iacrop, a i BI/IXII[I_II 3 YKpainu, sKi MatoTh HEyKpaiHChKe MO-
xomxkeHHs. ['ajgaemo, 1o 1i mocraTi MatoTh He Po3’€IHYBATH HApOAU, OyTH sIOJIyKOM po3OpaTty, a
noeHyBaTH. JJIs IIbOTO CIIiJ] MY3WKO3HABI[IM PI3HUX KpaiH MpPOCTO BHU3HATH, IO BOHH, SIK 1
P. I'miep, HanexaTh He sIKiCh OJHIM HallOHANBHIM MY3WUHIM KyJIbTypi, a KUIBKOM, 30KpeMa M
YKpaTHCBKIH.

Kalenychenko A. P. Shevchenko’s Poetry by Reyngold Gliére in the First Approxima-
tion. One of the first directors of the Kyiv conservatory Reyngold Gliére wrote for the Great (Bol-
shoy) Theatre in Moscow the ballet in four acts “Taras Bulba” (1951-1952, not staged at that time)
based on the novel of the same name by a Ukrainian Russian-speaking writer M. Hohol, and de-
voted to his 100™ anniversary. This ballet was not the only time he turned to Ukrainian culture. But
according to a contemporary composer V. Kyreiko, during Ukrainian National Revolution of 1918-
1921 he made the orchestration of the modern national anthem of Ukraine “Shche ne vmerla
Ukrayiny” (music by M. Verbytskyi, lirycs by P. Chubynskyi) — probably the first one ever made,
thusly providing his input into our country’s history. He also created a symphonic picture-ballet
“Zaporozhtsi” based on the painting of a Ukrainian artist from the Eastern diaspora I. Repin “Zapo-
rozhtsi Write a Letter to Turkish Sultan™ (1921, the premiere under the leadership of the author took
place in Odessa in 1925, published in Moscow in 1929); mixed chorus a’cappella “Bulo lito” (1918,
without opus); two romances in Ukranian and Russian devoted to L. Sobinov and N. Kalnyn —
“Singer’s mystery” with V. Ivanov’s lirycs and “Loneliness” with D. Merezhkovskyi’s lirycs (1924,
published in Kyiv). He made an adaptation of a Ukrainian folk song “Oi u poli zhyto” for mixed
vocal septet — two sopranos, mezzo-soprano, two tenors and two basses (1918, without opus), a
song from the 17 century by Marusya Churai that became a folk one — “Zasvit vstaly kozachenky”
(Gliére’s version “Zasvystaly kozachenky™) for mixed chorus with symphonic orchestra (published
in M. Novytskyi’s adaptation for orchestra of domras and balalaikas 1931). He reorchestrated op-
eras “Natalka Poltavka™ by I. Kotlyarevskyi — M. Lysenko and “Chornomortsi” by M. Lysenko
(both operas — 1918).

Moreover, as Gliére’s granddaughter S. Gliére says in the Memorial office of Reyngold
Gliére in Moscow, there is sheet music of Ukrainian folk songs written by him. The composer prob-
ably used some of them in his works. For example, in one of the themes of Symphony no. 2 (1907—
1908), as he said, he quoted the unknown Ukrainian folk song that started with words: “I tse selo, I
te selo... Chohos’ meni neveselo”. And a detailed plot-consecutive program of the first issue of one
of Gliére’s best known works (along with Concerto for voice with orchestra), the third symphony
“Illya Muromets” (1909—1911), is closely connected with the composer’s motherland, Kyiv, where
the relics of the famed Russian-Ukrainian hero lie in the caves of Kyiv-Pechersk Lavra. Besides,
the action of the third act takes place in Kyiv, at the Kyiv Prince Volodymyr Krasne Sonechko’s
feast.

It should be stressed that only in his symphonic works the composer quoted five Ukrainian
folk songs (and only three Russian ones).

A native-born kyivite, R. Gliére returned home to Kyiv in 1913. He was born and grew up
on Baseyna street (near Bessarabska square), where his parents lived and worked.

Almost every Ukrainian composer turned to Shevchenko’s poetry. And many artists world-
wide, in particular the Russian ones, wrote at least one work based on Kobzar’s poems. However,
R. Gliére is the author of four works connected to Shevchenko’s poetry.

It is known that during the Ukrainian revolution, namely in 1919, during the reign of the last
Hetman of Ukraine Pavlo Skoropadskyi, R. Gliére wrote a symphonic poem with a reciter “Imita-
tion of lezekiyil” (without opus) on the poem of T. Shevchenko. Its opening night took place
the same year and at the same place (it was not published, music is unknown). Here he used
the method typical for the style of modern\secession, which was popular at that time — recitation of
poetry to musical accompaniment. He developed a new variety of genre in Ukrainian symphonism.
Music was not documented.

In 1921 R. Gliére wrote music (simultaneously with the composer K. Stetsenko) for
the Ukrainian theatre performance of the great director Les’ Kurbas, who was eliminated during
Stalin repressions, for the play based on Shevchenko’s poem “Haidamaky”. Unfortunately,
the music by Gliére is also not available now. The director, who knew the music very well, proba-
bly chose the fragments of both composers’ works.



In 1939 in honour of 125" anniversary of Shevchenko R. Gliére wrote a symphonic poem
“Zapovit” “in memory of the great Ukrainian national poet T. H. Shevchenko™ (1939), basing it on
the poem sacred for every Ukrainian. This poem with H. Hladkyi’s music in K. Stetsenko’s adapta-
tion became one of Ukrainian national anthems. It wasn’t accidental that the composer called this
work, which was written in Moscow, in Ukrainian — “Zapovit” (but not in Russian — “Zavieshcha-
niye”). So, the opening night of “Zapovit” took place at the Moscow House of Unions on Shev-
chenko’s birthday on March 9 of that year, featuring the State Moscow concert hall orchestra.

It can be suggested that “Tryzna” was also written after Shevchenko’s poetry. R. Gliére
wrote this work in his favourite romantic genre of symphonic poem in Kyiv, and devoted it to 100"
anniversary of T. Shevchenko in 1914. “Tryzna” was written after one of the few Kobzar’s Russian
poems of the same name devoted to the princess Varvara Repnina— the representative of
K. Rozumovskyi’s family, the last Ukrainian Hetman of 16™—18" centuries before the destruction
of Sich. Later, Z. Lysko during his study at composition class of Y. Suk at the Higher Art School in
Prague (1928) wrote the symphony of the same name.

That is why writing four works to Shevchenko’s poetry (one of them — hypothetically) dis-
tinguishes R. Gliére among all other foreign composers, who wrote music only to one of Shevchen-
ko’s poems. R. Gliére’s figure can not be put only in the frame of Russian musical culture. It means
that he is not only a Russian composer, bandmaster and teacher but he is a Ukrainian one as well
(and also Azerbaijanian — opera “Shakh-Senem™, 1923-1925, second edition — 1926—1934; Uzbek —
operas “Leili and Megnun”, 1940, and “Giulsara”, 1949; Polish — his mother was Polish; and prob-
ably even Chinese — ballet “Chervonyi mak™). His involvement in Ukrainian musical culture is
proved by his four-time use of Kobzar’s poetry in his works.

But this question is disputable and needs particular explanations. During the Soviet Union
the term “Western Ukrainian diaspora” was created (and used mostly in a negative sense), but after
Ukraine gained independence there appeared the term “Eastern Ukrainian diaspora”.

There is no unique idea for the belonging of Ukrainians by birth but not Ukrainians by ori-
gin to Ukrainian culture. For example, there is no doubt in the Poles from «underrussian»
Ukraine belonging to Ukrainian culture — M. Zawadzki, W. Zaremba, the first director of the Kyiv
conservatory W. Puhalski and others, but W. Maliszewski, who was born in Mogiliv-Podilskyi,
the first rector of the Odessa conservatory, or Tymoshivka-born (now Cherkasy region nearly Ka-
myanka) K. Szymanowski, who wrote most of his works in Ukraine, are considered Polish compos-
ers.

In the same way some Ukrainian music experts refer to Lviv Poles T.Majerski,
A. Nikodemowicz, the rector of the Lviv conservatory of Polish music community A. Soltys, who
are considered the members of USSR culture in Poland. It can not be explained that they included
the inhabitant of Lviv from Chernivtsi, Armenian—Roman by origin K. Mikuli or a jew from Stryi
Isaak (Jozef) Koffler into the pantheon of Polish artists. It seems as thought unintentionally such
music experts consider Lviv to be a Polish city but not a Ukrainian one. If Adam Soltys was a
Ukrainian composer of Pole origin, then why is his father Mieczyslaw thought to be Polish? Similar
questions arise regarding Ya. Gall and W. Friman.

Such incorrect situation in reference to belonging only to Russian culture is true to
the composers not only of Polish origin but also of German — for example, F. Bliimenfeld, who was
the author of an adaptation cycle of Ukrainian folk songs, though his brother Stanislaw is included
into Ukrainian culture (we must also remember pianist and teacher Henryk Neuhaus; mothers of
both were Polish, as was Gliére’s mother).

So, in our opinion we can refer to Ukrainian music culture not only as one created by Ukrai-
nians and representatives of Western and Eastern diasporas, but also those who came from Ukraine
but are not Ukrainians. We think that all these figures should not separate people and create disa-
greements, but on the contrary — they should unite them. Music experts of all countries should rec-
ognize that they belong, as R. Gliére, not only to one national music culture but to several, includ-
ing Ukrainian culture.

Konors Ipuna €Brenisna

Konorts 1. €. IloBicth Tapaca LlleBuenka «My3ukant» i «IIpenioza» Kapiaa Mapii Be-
0epa. OxapakTepu30BaHO 3rajiky mpo My3uky 1o npamu «lIpemioza» K. M. BeGepa. Buznaueno
MicIie TBOPY B MY3WuHill KyabTypi XIX CTONITTS Ta NPUYMHHU HOro HomysipHOCTi. 3po0JeHo BH-
CHOBOK IIpO T€, III0 pOMaHTH4HA MeMmyapuctiuuHa 1noBicTh T. [lleBuenka « My3uKaHT» € BaXJIUBUM
JUKEpeIoM MY3M4YHO-icTopuyHHX (akTiB, a Bes cnaanmaa T. [lleByenka 3aciyroBye Ha HOBE Ipo-
YUTaHHS Ta OCMHUCIICHHS, 30KpeMa 1 sIK My3UYHO-1CTOPUYHE JKEPEIIO.



Karouosi cioBa: tBopuicth T. IlleBuenka, TBopuicth K. M. BebGepa, my3uuna KynbTypa,
XIX cTomiTTs, MeMyapuCTHYHA MTOBICTb.

Konots HU. E. Ilosects Tapaca llleBuenko «My3bikanm» U «IIpennosa» Kapaa Mapun
Bebepa. OxapakteprzoBaHo ynoMuHanue o My3bike K apame «IIpennoza» K. M. Bebepa. Onpene-
JIEHO MECTO IPOM3BEACHUSI B MY3BIKATBbHOM KyibType XIX CTONEeTHS M NMPUYMHBI €r0 MOMYJISIPHO-
ctu. Crienan BBIBOJ O TOM, UTO poMaHTHUecKast MeMyaprucTtudeckas noBectb 1. [lleBuenko «My3bI-
KaHT» SIBISIETCS BaXXHBIM HCTOYHUKOM MY3bIKQJIbHO-UCTOPUYECKHX CBEJCHUHN, a Bce Hacleaue
T. lleBueHKo 3aciTy’)KHBAaCT HOBOTO MPOYTEHHUS U OCMBICICHHS, B TOM YHCIIE, U KaK MYy3bIKaJIbHO-
UCTOPUUYECKUH NCTOYHHUK.

Kimouesbie cioBa: tBopuectBo T. IlleBuenko, tBopuectBo K. M. BebGepa, My3bikanpHas
KynbTypa, XIX Bek, MeMyapucTUUECKasl IOBECTb.

Kopot I. E. Novel “Musician” by Taras Shevchenko and “Preciosa” by Carl Maria
Weber. This article analyses the mention of the music to a drama “Preciosa” by C. M. Weber and
determines the place of the work in the musical culture of the 19 century and reasons of its populari-
ty. The conclusion is drawn that a romantic memoir by T. Shevchenko “Musician™ is an important
source of musical and historical information, and Shevchenko’s literary work should be revised and
considered a valuable source of musical history.

Key words: work of T. Shevchenko, work of C. M. Weber, musical culture, 19" century,
memoir.

Kopot I. E. Novel “Musician” by Taras Shevchenko and “Preciosa” by Carl Maria
Weber. The new generation of researchers together with new education acquires a new vision of
the past, noticing and comprehending things that did not attract attention before, seemed not impor-
tant enough or quite unimportant. That is exactly why the past acquires the value of actual life for
us.

Taras Shevchenko’s literary heritage belongs to the important sources of information about
music. As turns out, the topic “Taras Shevchenko and Music” is not only unexamined but also gives
possibility of wide and various research. New materials, reading, research foreshortenings appear
every year. A substantial contribution to the development of musical Shevchenko Studies was
brought in by musicologists. One of the directions such researches may take is the array of mentions
about music and musicians in stories, diaries and epistolary legacy of the poet. In prose, diaries and
letters the range of the mentioned composers, performers, pieces of music is very wide. If consi-
dered under a specific angle, these remarks can serve as the source of information about
the different sides of musical life in the Russian empire in the middle of the 19 century, especial-
ly on the territory of Ukraine.

Mentions about music and musicians allow us to recover, though fragmentarily, the picture
of dissemination of works of the European composers in the Russian empire, including the ways of
distribution, features of execution and attitude toward them of musical performers.

In addition, mentions about music in the works of such an observant and artistically gifted
writer as T. Shevchenko, though inevitably subjective, do not leave a doubt in their exactness and
the authenticity of information.

In “Musician” the pieces of music are repeatedly mentioned, the majority of them are well-
known. However, some other are of special interest to researchers because very little is known
about them and the information available is fragmentary or contradictory. One of such works is
“Preciosa” by C. M. Weber.

The study of popular music of the past presents a serious difficulty for the researcher of
the XIX century, as criteria of estimations depend on many factors — in particular, auditory expe-
rience of the listener, their intonation dictionary, popularity of the work, et cetera. Information
about the editions of thlS work shows that the most “demand” for the sheet music of this piece was
in the middle of the 19™ century.

The sheet music for “Preciosa” was published in Berlin in 1843. It is possible that
the orchestra from Shevchenko’s novel used the original score. In this case it is sufficiently easy to
determine the instruments in the orchestra: flutes, oboes, bassoons, french horn, pipes, shock,
strings.

Music to dramatic plays in itself is a rare example of bright, dynamic stage material, which,
however, serves only as a background for the development of the play’s subject. Musical ingenuity
of C. M. Weber is undeniably boundless. Working off the thematic material, he creates the various



in their function (background, portrait, musical landscape) complete musical numbers which pos-
sess continuous development. That is why theatrical music can be considered separately just as well
as an integral part of a play.

An overture and two first numbers of the first act — the gipsy march (built on an authentic
gipsy melody, as meant in the clavier) and the gipsy dance with choir — are extraordinarily interest-
ing in their structure. The overture (on clavier) is a sonata-like exposition, and can bee seen as a
completed construction and carried out as a separate piece. At the same time, they can be viewed as
an overture and two subsequent numbers. In this case the overture will be an exposition in sonata
form, the gipsy march — the development, and the gipsy dance with choir — a reprise, as it is built on
the same thematic material as the overture.

The character of Preciosa also gets a musical description. This role requires a huge talent
and stage abilities from an actress: along with acting the actress must be able to declaim to music,
dance and sing. Preciosa is described in contrasting musical themes which are expounded in
the third melodrama: Allegro con anima e fuoco reflects her hidden internal pain; Moderato grazi-
oso shows the grace and refinement of the heroine.

As contemporaries testify, one of the most popular numbers of “Preciosa” was an aria of
the main heroine. In the clavier it is marked as Lied. It is not hard to guess, why this number is so
liked by the public: it has a beautiful melody, accompaniment, imitating the sound of a guitar, a
dancing rhythm. Later exactly these elements of musical language would create “popular intona-
tion” which makes music “catchy”, and makes it become a success with several generations of
theatrical public.

C. M. Weber composed “Preciosa” with a plan to prepare the public to “Freischiitz”,
the rehearsals for which had begun by then. At that time in Berlin there was a number of supporters
of Italian opera, represented by Spontini, and admirers of German opera, representative of which
was C. M. Weber. Obviously, the composer did everything he could not only to obtain personal
success, but to carry out an ideological task: creating national German opera. Herein lies
the historical value of “Preciosa”.

This mention by T. Shevchenko carries important information about the musical culture of
the XIX century. It confirms that the repertoire of theatres and orchestras (including serf ensembles)
was built on modern music of that epoch; romantic opera, and in particular works by C. M. Weber,
were highly appraised by the public and critics. Thus, a romantic memoir “Musician” by
T. Shevchenko is an important source of information about the musical life of that time, and
the legacy by T. Shevchenko deserves the new reading and comprehension, including by viewing it
as a musical history source.

Konots H. E. Ilosects Tapaca llleBuenko «My3bikanm» U «IIpennosa» Kapaa Mapun
Bebepa. Kaxoe HOBoe IOKOJIEHHE HCCIIE0BATENIE BMECTE C HOBBIM 00pa30BaHHEM IIPHOOpETaeT
U HOBOE BHJIEHHE NPOIIJIOrOo, 3aMeyasi U1 OCMBICIUBAs TO, YTO paHbIlle HE IPUBJIEKAJIO BHUMAHHUS,
Ka3aJI0Ch HEIOCTATOYHO BaXKHBIM. MIMEHHO MmOTOMY INpomioe nIpruoOpeTaeT A HAac 3HAYCHHE aK-
TyaJIbHOMU KUBOU KU3HH.

K Ba)XHBIM MCTOYHMKAM CBEIEHUIN O MYy3bIKE IPUHAUICKUT XYJAOKECTBEHHAS JINTEPATyPHOE
Hacnenue T. [IleBuenko. Kaxnaplil roj mosBisOTCS HOBbIE MaTepuajbl, IPOUYTEHHS, PAKypChl HC-
cienoBanus. CylieCTBEHHBIN BKJIaJ B pa3paboTKy Tembl «llleBueHKo u My3bIKa» BHECIH MY3bIKO-
BeJpl. OHAKO 3Ta TeMa He HcueplaHa U MPeoCcTaBiIsieT BO3MOKHOCTD IIMPOKUX U Pa3HOOOPa3HbBIX
uccienoBanuii. OHO U3 HANPABICHUM TaKUX MCCIEA0BAHUN — YIIOMUHAHMS O MY3bIKE M MY3bIKaH-
TaX B IIOBECTSX, JHEBHUKAX U SMHUCTOJSIPHOM HACJIEINN.

B npo3se, 1HeBHUKAX, MUChbMAX KPYr YIIOMHHAEMBIX KOMIIO3UTOPOB, UCIOJHUTENEH, MY3bl-
KAJIbHBIX IIPOM3BEJIEHUI OUEHb HIMPOK. JTU 3aMEYaHMsI MOTYT CIIYXHUTh UCTOYHMKOM CBEJIEHUH O
pa3HBIX CTOPOHAX MY3BIKaJIbHOH XU3HU Poccuiickoit umnepun cepeaunbl XI1X Beka, 0COOEHHO — Ha
TEPPUTOPUH Y KpauHbI. Y IOMUHAHUS O MY3bIKE M MY3bIKaHTaX I103BOJISIOT YACTUYHO BOCCTAHOBUTH
KapTUHY OBITOBaHUS NPOU3BEACHUN €BPONEUCKUX KOMIIOZUTOPOB B Poccuiickoii MMIEpHH, B TOM
qucse, MyTH paclpoCTpaHEHHs, OCOOCHHOCTH WCIOJIHEHUS! OT€YECTBEHHBIMU MY3BIKAHTAMU U OT-
HOIIECHUS K HUM ITyOJIMKH.

Kpome Toro, ynommuHaHusi 0 My3bIK€ B TBOPYECTBE TAKOTO HAOJIOAATEIBHOIO U XYJI05KECT-
BEHHO oxap&HHoro nucateins kak 1. [lleBueHKO HE OCTABIIAIOT COMHEHMSI B TOUHOCTH U JIOCTOBEP-
HOCTHU MH(pOpMAaIUu.

Bce ¢akTel, n3nokeHHble B TOBECTH, MMOAJAIOTCS MPOBEPKE MO JIPYTUM UCTOYHHMKaM. Me-
MyapuCTUYecKasl JIMTEpaTypa 3MOXH pOMAaHTH3Ma BbIpadoTajla COOCTBEHHYIO IOATHKY, OJHOM W3
IPUHIUIIOB KOTOPOH ObLIa JOCTOBEPHOCTH U3JIara€MOr0 MaTepHala.



B mnoBectn «My3bpIKaHT» HEOJHOKPATHO YIOMMHAIOTCS MY3bIKAJIbHBIE IIPOU3BEICHUS.
BoJIBIIMHCTBO M3 HUX MIUPOKO M3BeCTHO. ONHAKO Cpelu APYTMX YIOMHUHAIOTCS U COYMHEHHs, KO-
TOpBIE YBJIEKAIOT MCCIEA0BATENS TEM, YTO U3BECTHO O HUX MAJIO, CBEJCHMS OTPHIBOYHBI UJIH IIPO-
TUBOpeuuBhl. [I0TOMY BIOJHE €CTECTBEHHO KeJlaHWEe y3HaTh OOJblle, BBIICHUTH HPUYHHY HOITY-
JISIPHOCTH, Pa3 O HUX TOBOPST IHUCATENN B XyAO0XKECTBEHHBIX NPOoU3BeAcHUIX. OJTHO U3 TaKUX IIPO-
m3Benenuit — «IIpennoza» K. M. Bebepa.

N3ydeHne nomyssspHOM My3BIKH IIPOLLIOTO MPEACTABISAET ISl HCCIIEI0BATENs HAIIEro CTO-
JETUSI CEPbE3HYIO TPYIHOCTh, ITOCKOJIBKY KPUTEPUHU OLIEHOK 3aBHCST OT MHOTMX IPUYUH, CPEAH
HUX, B YaCTHOCTH, CIIyXOBOH OIBIT CIIyIIaTeNs, €r0 MHTOHAIIMOHHBIN CII0Baph, MOIYJISIPHOCTD IIPO-
u3BeqeHus u T. 1. MHpopmanus o0 M3AaHUSAX MPOU3BEJICHUS MOKAa3bIBAET, YTO HAMOOJbINAs «BOC-
TpeOOBAaHHOCTH)» HOT MPUXOAUTCS Ha cepeauny XIX Beka.

[Taptutypa «IIpenuno3sr» Obuta n3nana B bepnune B 1843 roxy.

BrionHe BeposiTHO, YTO OpKecTp, onucaHHbIi B oBecTH T. IlleBueHKO, OIB30BAICS OPUTH-
HaJIbHON NapTUTypoil. B 3ToM cilydyae JOCTaTOUHO JIETKO MOXHO YCTaHOBHUTH COCTaB OPKECTpa:
¢neliTel, ToOOM, (haroTel, BaNTOPHBL, TPYOBI, yIapHble, CTpyHHBIE. [lncarens oTMedaeT MoIIHOE
3By4aHHE OpKeCTpa. DTO 3HAYUT, YTO B OPKECTpe OBUIO JOCTATOYHOE KOJUYECTBO HCIOJHUTENEH
KaXXJIOW MIapTUU.

Mys3sika k apame «IIperuosa» sBiaseT co0oi peakuil mpuMep sIpKoro, TMHAMUYHOTO, Clie-
HUYHOT'O MaTepuaa, KOTOPbIA, 0JTHAKO, CIIy>KUT JIUIIb (POHOM AJIsl pa3BEPTHIBAHUS 3aXBATHIBAIOIIE-
ro croxxera. MyssikainbHast n3oopetarensHocTh K. M. BebGepa nouctune 6e3rpannuna. Vcnomb3ys
HeOOoJIbIIIOe KOJIMYECTBO TEMAaTHUECKOr0 MaTephalia, OH CO3/1aeT Pa3HOOOpa3Hble M0 CBOeH (yHK-
1uH (oH, MOPTPET, My3bIKAJIBHBIN Mel3aX) 3aBepIIEHHbIE MYy3bIKaJIbHBIE HOMEpa, KOTOpble 00a-
JIAIOT K TOMY JK€ CKBO3HBIM pa3BUTHEM. [IoToMy My3bIKka K CIIEKTAKIIO MOXKET MCIIOJIHSTHCS Kak
OTJEIbHBIMU HOMEpPAaMH, TaK U B KAYECTBE LIEJIOCTHOTO MY3bIKaJIbHOTO IIPOU3BEIACHHUSL.

Upe3BblyaliHO MHTEPECHBI 110 CTPYKTYPE YBEPTIOpa M JiBa IEPBBIX HOMEPA IIEPBOrO aKTa —
IBITAHCKUN Mapll (IIOCTPOEHHBIN Ha MOUIMHHOM IBIFaHCKOM MEJIONH, KaK 3HA4YUTCS B KJIaBUPE) U
IBITAHCKUN TaHEI[ ¢ XOpOM. ¥YBepTIOpa (10 KJIaBUPY) IPEACTaBISIET COOON COHATHYIO SKCIIO3UIIUIO,
TO €CTh 3aBEPIIEHHOE IIOCTPOEHHUE, a IOTOMY MOKET UCIIOJIHATHCS OTAENIBHO. BMecTe ¢ Tem, BIIOJI-
HE BO3MOXXHO U TaKO€ MCIIOJIHEHHUE: YBEPTIOpA U JIBa NMOCJIEAYIOIMX HoMepa. B aToM ciyuae yBep-
TIOpa OyJIeT 9KCIO3UIHel COHATHOW (POPMBI, IBITAHCKHUIA MapIl — pa3pabOTKOM, a IBITaHCKUE TaH-
IIbI C XOPOM — PENPHU30M, IOCKOJIBKY OHH ITOCTPOEHBI HA TOM K€ TEMaTHYECKOM MaTepHualle, 4ro U
yBepTIopa. MIMeHHO Tak HMcnonb3yercs 3TOT Marepuall B nepenokeHusx. CoOpaHHBIA BOEIMHO, OH
oOpasyerT SIpKo€ U PEeNpPe3eHTaTUBHOE MY3bIKAIbHOE IIPOM3BENEHNUS U1 KOHIIEPTHOTO UCIIOJIHEHHUS.

My3bIKalbHYIO XapaKTepUCTUKY MoTydaeT Takke [Iperuosa. D1a ponb TpedyeT OT aKTpUCHI
Pa3HOCTOPOHHETO JapOBaHUs U CIIECHUUECKUX YMEHUM: KpOoMe aKTEPCKON UIPhI, OHA JIOJKHA JIEK-
JaMHUpOBaTh MOJ MY3bIKYy, TAaHIIEBATh U NeTh. [Ipenno3a oxapakTepru3oBaHa KOHTPACTHBIMU MY3bI-
KaJbHBIMH TeMaMH, KOTOPbIe U3JI0KEHBI B TpeThel Menoapame: Allegro con anima e fuoco otpaxa-
eT e€ CKpPBITYIO BHYTPEHHIOI 00J1b; Moderato grazioso pucyeT rpaliiio 1 yTOHUEHHOCTh TePOUHH.

K. M. BebGep nanucan my3biky K «IIpennose» ¢ HamepeHreM MOAroTOBUTH MyOJIUKY K BOC-
npusatuto «@peitmroriian. B To Bpemst B bepnune mpoucxoauna octpas 60pbba CTOPOHHUKOB U
IPOTHUBHUKOB HTAJbsIHCKON omephl. OueBuano, uro K. M. BebGep neman Bcé oT Hero 3aBucsiiee,
9YT0OBI HE IPOCTO JOOUTHCS MO0 B! Ui ce0sl TMYHO, a PeluTh UACHHYIO 3aady: co3aTh HAIlUO-
HaJIBHYIO HEMEIIKYIO omepy. B aToM, mpexkzae Bcero, 3akirodaercs uctopuueckoe 3Hadenue «llIpe-
IMO3bD). YKazaHue, cojiepxkaineecst B moBectu 1. [lleBueHko, HECET BaXKHYIO MH(POPMAIIUIO O MY-
3bIKaIbHOU KyJbType XIX Beka. J[ocToBepHO MOATBEpKAAETCS, UTO perepTyap T€aTpOB U OPKECT-
POB (B TOM 4HCIIE, U KPETIOCTHBIX) CTPOUJICS HA COBPEMEHHOM Il CBOEH 3II0XU MY3BIKE; POMAHTH-
Yyeckas omepa, B yacTHoOcTH, mpousBeneHus K. M. BebGepa Obuin BBICOKO OIIEHEHBI MYOJHMKOW H
KPUTHUKOU.

Takum oOpazom, pomaHTHYecKass MeMyapucThuueckas nosectb «MyspikanT» T. llleBueHko
SIBJIIETCS. BAXKHBIM HCTOYHUKOM CBEICHHUM O My3BbIKJIBHOM KM3HU CBOETO BPEMEHHU, a BCE HaclIeaue
T. IlleBueHKO 3acIyKMBAET HOBOI'O IMPOUYTEHMSI U OCMBICIEHHS, B TOM YHCIIE, U KaK MY3bIKaJIbHO-
UCTOPUYECKHUI UCTOYHHUK.

Posxox Bosonumup IBanoBu4

Posxok B. I. Mucrenrso onepu: pedopMaTOpChbKHH MOTEHIIa] TA ICTOPHYHI HIISIXU
iioro BTieHHsI. PO3IIISIHYTO OCHOBHI €Talll CTAHOBIICHHSI OLIEPH SIK XKaHPY My3H4YHO-TEaTPaIbHOTO
MHUCTELTBA, CyTHICTB ONepHUX pedopm, 3uificienux X. B. Trokom, JDx. Bepai, P. Barnepowm; cra-
HOBJICHHsI YKpaiHChKOI omepH y TBopyocTi C. FynaKa-ApTeMOBCLKoro PO3KPHUTO OCOOJIUBOCTI JH-



purentcbkux (C. Typuak) i pexucepcbkux (B. IlanpunkoB) iHTeprperariiii KIIaCHUHOI ONlepH B CY-
YaCHOMY MY3UYHOMY Teatpi.

Kurouosi cioBa: My3mdHO-TeaTpalibHe MUCTEIITBO, ONIEpHI peopMu, CydacHi iHTepIpeTa-
11 ONEepH, ONEPHA PEKUCYPA.

Posxok B. U. UckyceTBO omnepbl: pe)oOpMAaTOPCKHUI MOTEHIIUAT H HCTOPHYECKHE IyTH
ero BOILIOIIEeHHsl. PacCMOTpEHBI OCHOBHBIE 3Tallbl CTAHOBIJIEHUS OIEPHI KaK JKaHPa MY3bIKaJIbHO-
TeaTpaJIbHOIO UCKYCCTBA, CYLTHOCTh ONEPHBIX pedopM, ocymiecTBieHHbIX X. B. I'mokom, J[x. Bepau,
P. Baraepom, cTaHOBIIEHHE YKpPanHCKOHU onepsl B TBopuecTBe C. I'ynaka-ApTeMOBCKOT0, paCKpBITHI
ocobennoctu nupmxépckux (C. Typuak) u pexuccépckux (B. [lanbunkoB) mHTEpHpeTanuii kiac-
CHUYECKOH OIIEphl B COBPEMEHHOM MY3bIKaJIbHOM T€aTpe.

KiroueBbie ci10Ba: My3bIKaJbHO-TEATPaIbHOE UCKYCCTBO, ONEPHBIE PehOPMBI, COBPEMEH-
HbIe HHTEPIIPETAIINY OIIEPHI, OIIEPHAsl PEKUCCYpa.

Rozhok V. 1. Opera: Reformist Potential and Historical Ways of its Implementation.
The article defines the main stages of development of opera as a genre of music and theatre,
the nature of reforms made in the genre by J. W. Gluck, G. Verdi, R. Wagner; the formation of
Ukrainian opera in the works of S. Gulak-Artemovskiy, the features of conducting (S. Turchak) and
directing (V. Palchykov) the interpretations of classic operas in modern musical theatre.

Keywords: musical theatre, opera reform, modern interpretations of opera, opera direction.

Posxok B. I. Mucrenrso onepu: pedopMaTOpchbKUi MOTEHIIA] TA ICTOPHYHI HIISIXU
ioro BTileHHsI. PO3IIISIHYTO OCHOBHI €Taly CTAaHOBJICHHSI OIIEpH SIK KaHPY MY3UUHO-TeaTpabHOTO
MUCTEIITBA, HAroJOIIEHO Ha ICTOPUYHiM 3yMOBIEHOCTI Takoi mpoOieMu B ii pO3BUTKY, SIK 3B’SI30K
CJIOBA 1 MY3UKH, aJIKe X CIIBBIIHOIIEHHS CTAHOBUJIO JIGHTMOTHUB YCiX OMEpHHUX MOILIYKIB 1 pedopM,
CYTHICTh €BOJIIOIII] XaHpy, HOro iHTepnpeTanii BUIaTHUMUA MUTIIMH. Y XX CT. I TTOJIeMiKa 3aro-
CTpHJIaCsl BHACIIJIOK IOSIBH y IPOLECI CLEHIYHOrO BTUICHHS OIEPU MOCTATi pexucepa, 3aBIsKd
SIKOMY OIlepa CTalla CHeU(ITHIM PI3SHOBHIOM TeaTpalbHOIO BUIOBUINA. Y CyYaCHHX IHCKYCIsX
PO MPHUPOJY, CYTHICTH i aKTyalbHICTh ONEPHOrO MHCTEITBA OOrOBOPIOIOTHCS HAMipH pexucepa
pO3Mi3HaBaTU B ONEPHOMY TEKCTI TeMH, Iapalieli, CliB3BYUYHI CBITY Cy4acHOI JIIOJMHU, HOTO 3/1aT-
HICTh YTUINTH IIef CKIIaJHUHN 1elfHO-00pa3HUil KOMILIEKC Y BIINOBIIHUX CHEHIYHUX (GopMmax crpuse
yCIIiXy ONEePHOI NOCTAaHOBKH.

K. MoHTeBep/i BBaXarOTh IEPIIOBIAKPUBAYCM OICPH, SIKHIl IO€/HAB MOE3I0 1 My3UKY,
JpamMaTHYHy Ipy, BOKAIbHY MaiCTEPHICTH 1 SICKpaBi CLEHIUHI e(eKTH, 3a04aTKyBaBIIN HOBY epy B
1CTOp11 MY3HYHOTO MHCTELTBA. Onepa Bijipa3y X HaOylla MOLIMPEHHS, 3yMOBUBIIN (hOpMyBaHHS
ITa/CBKIX ONEPHUX LIKLT 1 TPaJuIii, sIKi MO-pi3HOMY IHTEPIPETYBAIH B3aEMOIIO CI0BA 1 My3H-
ki. «Anbuecray JK.-b. Jlromii crana mepmmM 3paskoMm (hpaHI_IySLKOI OllepH, a Yepe3 CTOITTS
X. B. I'mok 3xiiicHuB HOBY omnepHy pedopmy («Opéeit»). Moro repoi omep nepedyBatoTs y Ml(bo-
JIOTTYHOMY TIPOCTOPi i BOAHOYAC € CYyYaCHUKAMHU KOMIIO3HTOPA, SIKI yOCOOJIIOIOTh 1IHHOCTI HOBOL
icropuyHoi 1001. bayeHHs KOMIIO3UTOPOM PO3BUTKY €BPOIEHCHKOr0 ONEPHOrO MUCTEITBA BHSABH-
JIOCsI IPOPOYMM: BIH HE MaB JKOJHOTO CYMHIBY, 110 HOro My3uka He Oyje oOMexkeHa 4acoMm, Lo
HaBITh Yepe3 JBICTI POKIB BOHA XBUJIIOBAaTHME ceplsi. Y IbOMY IMEpPeKOHye H oJHa 3 OCTaHHIX
npeM’ep «Opdes» Ha cueni Onepnoi ctyaii HMAY im. I1. I. YaiikoBcbkoro.

Brme X. B. I'moka BiguyTHUI y TBOPYOCTI KOMIIO3UTOPIB HACTYMHHUX MOKOJIiHb, X04Ya B
enoxy PoMaHTH3My 3HOBY 3a3Hali Meperjsily XyJI0’KHBO-€CTETUYHI TPATUIIl ONEPHOro KaHpy,
nepexaycim, y TBopyocTti J[x. Bepni i P. Baruepa.

Jx. Bepai cTBOpUB OnepHHUIA CBIT, y SIKOMY IICHXOJIOTI4HA IOBHOTA i pe/beHICTH IFOICHKOL
0COOHCTOCTI IOpa3y BIATBOPIOIOTHCS Y PI3HUX iICTOPHKO-KYIBTYPHHX KOHTeKCTax. IIparny«u Max-
CHUMAaJIbHO MO€THATH JpaMaTU4Hy 1 My3WUHY Jii (CTBOpI/ITI/I «CIIeHIYHO- My3HYHY Jpamy», 3a Horo
Bu3Ha4eHHsM), JOK. Bepai mocTynoBo OHOBHB ONEPHUI 3KaHp, HOKJIABLIK Kpail CBaBLILIIO OIIEPHHX
CIIBAKiB, sIKI CKCPOBYBAJIM TBOPYICTH JTiOPETUCTIB 1 KOMIIO3UTOPIB HE OJHOIO MOKOMIHHS. Y H0ro
BOKAJIbHUX MApTiSX YTLICHO JOCKOHATY BOKATbHY MENOiI0, eMOLiiiHa ITHONHA 1 XyI0XKHS I0BEp-
LICHICTH SIKOI CIOBHEHI MPUPOJHOCTI 1 MPOCTOTH. CHOrOAHI He MOXHA YSBUTHU XKOJHOTO OIEPHOrO
TeaTpy 0e3 IeAeBpiB IbOT0 KOMIIO3UTOPA; YHiBepcasi3M Horo TBOpiB OUEBUAHUMU, BiH CTAHOBHUTH
HEBUYEPIIHE JHKEPETIO JJIST PeKUCEPChbKUX eKcrepuMeHTiB. OHUM 13 3pa3KiB TaKoro HOBOTO MPO-
yutaHHs «Tpasiatu» Jx. Bepni crana ii mocranoBka y KuiBchbkoMy MyHIIMIAIBHOMY akKajaeMid-
HOMy Tearpi omepu i Oanery ans faitedl ta ronanrsa (2011) B.IlanpumxoBuM, BHILyCKHHKOM
HMAY iwm. I1. 1. HaiixoBcbkoro. i BU3HaHO HalKpallioro My3MYHOIO BUCTaBOIO poky. Excnepumen-
Tytoud 3 naptutyporo JIx. Bepai, B. [lanbunkos nparnys Habimm3utu npodiaemu XIX cr. 10 cyyac-



HUX peajiili — Tak MocTaB CBIT (elH-ToKa3iB 3 HOro 3HaKoBUMH aTpudyTamu, a Anbdpen i Bioner-
Ta, BIJINOBIJIHO, IEPETBOPHIIUCS HA MEPCOHAXKIB MOJHOI «TyCOBKM». OHOBIIEHHS Cy4acHOIO OIep-
HOTO BHJOBHIIA BiI0YBA€THCS HA OCHOBI KIIACHYHNUX 3Pa3KiB, aKTyali3ylo4H «OJBIYHI» MTHTaHHS.

TBOp‘llCTB P. BarHepa € BU3HaHHM 3pa3KOM HOBATOPCTBA Y MUCTCLTBI OLIEPH, YTBEPIKYIO-
YW HOBHI ifjeall My3HYHOTO MHCTCITBA, y SIKOMY My3HKa, IpamMa 1 TeaTp «PO3YHHSIOTHCS y (popmi
MY3HYHOI Apamu», olepa CTAHOBUTH y3aralbHEHY yﬂlBepcanLHy ¢inocodcbKy KOHIENIiIO iHAUBI-
AyaJlbHOTO CBITOOAQYCHHS 1 CBITOBIAUYTTS — Tak 3BaHuil Gesamtkunstwerk. CTBOproro4n CBOi TpH-
HaJSITh ONEpHUX IuefeBpiB, P. Barnep NoKopiHHO peopMyBaB OIEpHE MHUCTELTBO, OCTATOYHO
HIBE/IFOBABIIY POJIb JIOPETHCTA Y HAPODKCHHI OLEPHOro TBOPY. YHACIINOK wi€l pedopMu My3nd-
HOTO Tearpy KOMIIO3UTOPChKA IHIl[laTHBa CTajla IPOBIJHOI Ha BCIX eTalmax podOTH Hajl ONEpPHUM
TBOpoM. KoMmosuTop Mir OyTH BOAHOYAC i IOPETUCTOM, a BIACHE JIOPETUCT, HaKTHIHO, CTaB I10-
MIYHMKOM TOJIOBHOT'O TBOPIISI Onepu. YTiM, cuTyalis 3 onepamu P. Baruepa B ykpaiHChKUX TeaT-
pax, Ha ’Kajb, KapJHMHAJIBHO BIJPI3HIETHCS BiJ] 3arajibHOCBITOBOI. B YKpaiHi choro/Hi BKpaii pifko
3BEpTalOThCsl 10 Horo meaeBpiB. FOBineiHuit pik, monpasia, ctaB BUHATKOM: y JloHOac-omepi
3JIIHCHEHO MOCTAHOBKY «JIeTIouoro rojmanamsy.

Cepen BCECBITHBOBIZIOMUX OIEPHUX pedopMaTopiB, IOBUIEHHI JaTH SKUX IpUNAIH Ha
2013 pik, — 1 BimoMuit ykpaincekuit kommnosutop Cemen CranmanoBuu ['ynak-AprtemoBchkuit. Moro
poib y (opMyBaHHI HAI[lOHAIBHOTO ONEPHOTO0 MUCTENTBA He3zanepeyHa. [lepini mapocTku HalioHa-
JBbHOI OIEpHOI TpaAuIii 3apoJUKYIOThCS B My3HUHO-TeaTpayibHHX TBOpax . KormspeBcpkoro i
I'. KBiTkn-OcHOB’ stHeHKa. [x caM0o0yTHBO BUKOpHCTaB 1 po3BUHYB C. I'ynak-ApTeMOBChKUN Y CBOIN
orepi «3an0p0>KeuL 3a Jlynaem». I xou mocrars C. I'ynaka-ApTeMOBCHKOrO He CIIBCTAaBHA 3 HOTO
BEIMYHUMH €Bponeiicbknumu cydacHukamu — Jhk. Bepni i P. Baruepom, sHadenms «3anopoxus
BaKKO MEPEOL[IHUTH /Ul CTAHOBJICHHS YKPAlHCHKOr0 HAI[IOHAILHOTO ONEPHOT0 MHCTENTBA 1 iOro
HaJIEXKHOT Ipe3eHTallil y €éBponelchKOMY KyJIbTYpPHOMY KOHTEKCTI CBO€T 100U. 3aBIsKU MaifcTep-
HOMY TO€IHAaHHIO Cy4acHO1 €BPONEeHChKOI My3MUHOI MOBH 3 HallilOHAIbHUM MEJIOCOM, OJIMCKYdOMY
BTUICHHIO Y NPUPOAHHX 1 HAaHOLIBII BAalo OOpaHHUX My3HYHO-ApamMaTH4HHX (opmax, «3amopo-
JKELb) MIHICCS 10 PIBHS CIPABKHBOTO OMepHoro mrefespa. Came omepa «3anopoxerns 3a Jlynaem»
cTaJia Ti€l0 OCHOBOIO, HAa IPYHTI SIKO1 3MiI[HIJIa HalllOHAJIbHA OTlepHa TPaJIuIlisl.

Bynp-sixi onepHi pedopmu TOTPeOYIOTH IS CBOTO KUTTECTBEPKEHHS TATaHOBUTUX BUKO-
HAaBIIiB, KJIFOUOBY POJIb Cepe/l IKUX B ONEPHOMY TeaTpi 3aBK/H BiIIrpaBaly CIiBaKu, XOp, OPKeCTp 1
mupurenT. Credan BacunboBuu Typuak HanexuTh 10 HaWKpalluX ONEPHUX JIUPUTECHTIB
XX cronitts. BiH 37iiCHUB ONepHI NMOCTAHOBKM INEAEBPIB 3aXiJTHOEBPONEUCHKOT Ta POCIHCHKOT
KJTACHKH, OTICPHHX TBOPIB CBOIX CYyYaCHHKIB, 30KpeMa yKpaiHChKUX Kommo3utopis (B. I'ybapenka,
I. MaI/I60p0,Z[I/I 1O. Metityca, O. binama Ta iH.). Moro poibs y cTaHOBJIEHHI HalliOHAJIBHOI AUpHTe-
HTCBKOI Tpajuii, 6e3 nepediIbIIeHH s, € YHIKAIbHOIO.

Rozhok V. 1. Opera: Reformist Potential and Historical Ways of its Implementation.
The article defines the main stages of development of opera as a genre of music and theatre, empha-
sizes the historical conditioning of such problems in its development as the link between words and
music, because their relationship created the base for all operatic exploration and reform;
the essence of the evolution of the genre, its interpretation by outstanding artists. In the 19 century
this discussion escalated due to the appearance of the director figure in opera production, who made
opera into a specific kind of a theatrical spectacle. In the current debate about the nature, essence
and relevance of opera art one of the main issues is the director’s intent to recognize the themes in
the libretto and the parallels with the world of a modern man, his ability to translate this complex
set of ideas and imagery in their respective theatrical forms, which contributes to the success of
opera performances.

C. Monteverdi was considered a pioneer of opera, who combined poetry and music, dramat-
ic acting, vocal prowess and striking stage effects, launching a new era in the history of music. Op-
era immediately became widespread, giving rise to the formation of Italian opera schools and tradi-
tions, which interpreted the interaction of words and music differently. “Alceste” by J. B. Lully was
the first example of French opera, and a century later H. W. Gluck made a new operatic reform
(“Orpheus™). His characters are mythological, but also contemporaries of the composer, they embo-
dy the values of a new historical era. This vision of European opera proved prophetic: Gluck had no
doubt that his music is not limited by time, that even two hundred years later it will touch people’s
hearts. This was proven by one of the last premieres of “Orpheus” on the stage of the opera studio at
Tchaikovsky National Music Academy of Ukraine.

The effect of H. W. Gluck is noticeable in the works of composers of the next generations,
but the era of Romanticism again experienced a review of the artistic and aesthetic traditions of
the opera genre, especially in the works of Verdi and Wagner.



Verdi created an opera world in which psychological completeness and flaws of every hu-
man being are reproduced in different historical and cultural contexts. In an effort to combine
the dramatic and musical acts (and create “a scenic-musical drama”, according to his definition),
Verdi gradually renewed the opera genre, ending the tyranny of opera singers who used to guide
the librettists and composers for several generations. His vocal parts embodied perfect vocal melody
and emotional depth, his artistic excellence is natural and simple. Today it is impossible to imagine
any Opera House without the masterpieces of the composer; the universalism of his works is ob-
vious, it is an inexhaustible source for directing experiments. One of the examples of this new read-
ing of “La Traviata” by Giuseppe Verdi was its production at the Kyiv Municipal Academic Opera
and Ballet Theatre for Children and Youth (2011) by V. Palchykov, a NMAU graduate. It was rec-
ognized as the best musical performances of the year. Experimenting with Verdi’s score,
V. Palchykov tried to imbue the problems of the 19 century into the contemporary reality — and so
he created a fashion shows with his iconic attributes, and Alfred and Violetta, respectively, have
become “fashionistas”. Updating the contemporary operatic spectacle is based on classical models,
actualizing “eternal” issues.

Works of Wagner are recognized as a model of innovation in the art of opera, confirming
the new ideal of music in which music, drama and theatre are “melting into the musical drama”.
Opera becomes a generalized universal philosophy of personal outlook and attitude — the so-called
Gesamtkunstwerk. In creating his thirteen operatic masterpieces R. Wagner radically reformed op-
era, diminishing the role of the librettist almost completely. As a result of the reform the composer
became involved in all stages of opera production. The composer could be a librettist and
the librettist, respectively, became the assistant to the creator of the opera. However, the situation
with the operas of Richard Wagner in Ukrainian theatres, unfortunately, is quite different from
the theatres of other countries. In Ukraine theatres rarely turn to his masterpieces. Wagner’s anni-
versary year, however, became an exception: the Donbass Opera produced his “Flying Dutchman”.

Among the world-famous opera reformers, whose anniversaries occurred in 2013, is
the famous Ukrainian composer Simon Stapanovych Gulak-Artemovskiy. His role in shapmg
the national opera is undeniable. The first burgeoning national operatic traditions originate in musi-
cal and theatrical works of I. Kotlyarevskyi and G. Kvitka-Osnovyanenko. Their originality was
used and developed by Gulak-Artemovskiy in his opera “Cossack beyond the Danube”. And though
the figure of S. Gulak-Artemowskiy is not comparable with his majestic European contemporaries
Verdi and Wagner, the meaning of “Cossack™ for the formation of Ukrainian national opera and its
proper presentation in a European cultural context of his time can not be overestimated. Through
skilful combination of modern European musical language with national melodies and the brilliant
expression in the natural and most appropriately chosen musical and dramatic forms, “Cossack”
ascended to the level of a true operatic masterpiece. The opera “Cossack beyond the Danube™ be-
came the foundation upon which national opera tradition was built.

Any operatic reforms need talented performers to affirm them. Singers, choir, orchestra and
conductor all played a key role in the Opera House. Stefan V. Turchak was one of the best operatic
conductors of the 20 century. He made opera productions of the masterpieces of Western and Rus-
sian classics, as well as his contemporaries, including Ukrainian composers (V. Hubarenko,
G. Mayboroda, Yu. Meytus, O. Bilash and others). His role in the development of the national con-
ducting tradition is absolutely unique.

Kacosanosa Oaena BacuiaiBaa

Kacbsanosa O. B. Xopeorpadiuni intepnperanii penepryapy B OmnepHiii cryaii.
Po3risiHyTO HOBI TPaKTyBaHHs OalleTHUX CLCH B ONECPHUX TBOpPAX, MOCTABICHUX B OmepHiii cTyil
IPOTSroM 75 p01<113 il pismbHOCTI. BH3HAYEHO KAaHPOBO-CTHIILOBI OCOOIMBOCTI XOpeorpaditHux
IHTepHpeTaliil TBOPIB y Pi3Hi Hepiofy JISUIBHOCTI TeaTpy-CTyAil, OKPEeCICHO Cy4acHi TCH/CHIII B
xopeorpadiuHoMy BUpIIIEHH] MOIKaHPOBUX (POPMOYTBOPEHb.

Kurouosi cioBa: my3uunuii tearp, OnepHa crynis, onepHHUi penepryap, OajeTHi CleHH,
iHTepIpeTaris.

KacbsanoBa E. B. Xopeorpajgu4yeckue uatepnperanun penepryapa B OnepHoii cryaum.
PaccmoTpeHBl HOBbIE TPAaKTOBKM OaJeTHBIX CIIEH B ONEPHBIX IOcTaHOBKax OnepHO#l cTyauu 3a
75 ner e€ nesTeNbHOCTH, OIpPEJENIeHbl KaHPOBO-CTUIIEBbIE OCOOEHHOCTH XOpeorpapuyeckux HH-
TEpIpETAlVi IPOU3BEACHNUN B pa3Hble IEPUOABI padOTHI T€aTpa-CTyIUU, OYEPUYEHBI COBPEMEHHBIE
TeHJICHIIMH B XOpeorpaduueckoM perieHu  MoInKaHPOBhIX (OpMO0Opa30BaHUH.
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Kasianova H. V. Choreographic Interpretation of the Repertoire of the Opera Studio.
The article considers new interpretations of ballet scenes in opera productions of the Opera Studio dur-
ing the 75 years of its existence, defines the genres and styles of its choreographic interpretations in dif-
ferent periods, and revises the modern tendencies in the choreographic vision of polygenre forms.

Key words: musical theatre, Opera Studio, opera repertoire, ballet scenes, interpretation.

Kasianova H. V. Choreographic Interpretation of the Repertoire of the Opera Studio.
The musical theatre of Ukraine at the beginning of the third millennium is characterized by
the repertoire that has many vectors, requires a more extensive training of artists in achieving
the synthesis of singing, acting, plastlc expression, dance technique, the skill to play off of
the costume, accessories, props. That is why theatre studios at music academies play a very impor-
tant role in education — they are designed to organically combine learning and create practice condi-
tions as close as possible the future professional demands.

One of the universities that provide vocal educatlon is the Tchaikovsky Ukrainian National
Music Academy, which recently celebrated its 100" anniversary and the 75' th Anniversary of
the Opera Studio. Generations of teachers founded a national education, music, scholarly tradition
that educated many famous artists. While working in musical theatres, leading universities of
Ukraine and all around the world they integrated their international experience with national tradi-
tions, especially in the choreographic interpretation of the repertoire in the Opera Studio, which is
the subject of this article. Its goal is to define the genre and style specifics of interpretation of ballet
scenes in operas in the context of the evolution of the studio’s repertoire. The analytical basis of
the research is the opera repertoire, art criticism, memoirs, photo and video materials of perfor-
mances of the students and artists of the studio.

With the opening of the Kyiv Conservatory in 1913 the training process included not only
specialty disciplines, like vocal, opera classes, ensemble technique, but also choreography and
dance class. The training plans were aimed at producing fragments of operas of Ukrainian and
world composers, so the choreography training helped the students create the images by vocal and
scenic means. By the mid-1930 s the level of training at the Kyiv Conservatory allowed students to
show their work at the Opera House, which was a big event in the cultural life of Kyiv.

The opening of the Opera Studio in 1938 contributed to rethinking the classic and modern
repertoire in the context of achievements of musical theatre and opera directors. The performances
of the studio organically synthesized elements of opera, choreography and drama, actively seeking
new expressive means that would reflect the zeitgeist. But their full implementation was constrained
by shortcomings of infrastructure and a small size of the troupe.

Upon receiving a new specially equipped room with an auditorium with 800 seat capacity in
1957, a status of Theatre and a full troupe in 1960, the Opera Studio finally had the conditions to
create its megaprojects. The repertoire contained classical and modern operas that demanded choir
and ballet involvement, their organic interaction. In 1960 the Department of Musical Comedy was
established, and replenished the repertoire of the Studio with popular operettas and musicals.
The training of students by the best national and foreign standards helped to establish their under-
standing of new rhythmic and plastic means that would allow experiments and new ideas in musical
theatre.

Familiarising students with the progress in opera art was further broadened in 1980-1990 by
the international projects of the Kyiv Conservatory with music schools of Germany, Great Britain
and USA. The acquaintance with foreign experiments in plastic interpretation of images affected
the creative quest in the Opera Studio. The plastic treatment of images deepens and becomes more
detailed while keeping the traditions of opera performances, and also the new neo-folk, modern
expressive choreography finds its place in the productions. All of them organically synthesise with
the vocal style of the actors.

In 1997 the specialisation «Musical theatre director» was founded, and the Opera Studio
stage turned into an experimental platform for graduate productions— the best of them joined
the acting repertoire, and their interpreters became the teachers at the Chair of Opera Training and
Musical Directing. Their works represented unconventional, original, unexpected plastic solutions
in opera in the context of global trends. And although these works are different by their idea and
thematic focus, means of implementation, direction and choreography, they are united by merging
all the components of opera that provide the most complete theatrical experience.



To summaries, the evolution of choreography 1nterpretat10ns in operas began from small
folk-dance episodes, typ1ca1 for the beginning of the 20™ century, and changed into complex poly-
genre ballet scenes with the synthesis of vocals, dance, stage action, and acting at the beginning of
the 21™ century. In this progressive development the Opera Studio holds an important position as an
experimental playground where promising directorial and choreographic tools and techniques can
be explored.

KacpsinoBa E. B. Xopeorpaguyeckne umHTepnperanuu penepryapa B OnepHoii cry-
auu. My3bIKalbHBIA TeaTp YKpauHbl Hadaja TPEThero ThICSUETIeTUs] XapaKTepU3yeTcss MHOTOBEK-
TOPHBIM pPENEepPTyapoM, TPeOYIOIUM ISl CO3JaHusl 00pa3a pa3sHOIIAaHOBOM MOJTOTOBKH apTHCTA,
CHHTE3a B €r0 TBOPYECTBE MEHUs, aKTEPCKOM UTPHI, INIACTHYECKON BBIPA3UTEIHLHOCTH, TaHCAHTHOU
TEXHUKU, YMEHUSI «OOBITPHIBATh» JETald KOCTIOMA, aKceccyaphbl, peKBU3UT. B perieHun naHHBIX
3a7a4 OOJIBIIYIO POJIb UTPAIOT TEATPHI-CTYAMU MPH MY3bIKAJbHBIX aKaJeMUsX, MpU3BaHHbIE Opra-
HUYECKU COEIUHATH 00ydeHHe U NMPOU3BOACTBEHHYIO MPAKTUKY B YCIOBHUSX, MAaKCUMAaJIbHO TpH-
OJMKEHHBIX K crenuduke Oyaymiei npodeccnoHaTbHON AeITeThHOCTH.

OnHUM U3 TakuX BY30B, 00€CIEUMBAIOIINM YHUBEPCAIBbHYIO MOJTOTOBKY MEBIA, SBISETCS
HanmonaneHas My3bIkanbHas akagemust Y kpaunsl umenu 1. Y. YaitkoBckoro, oTMeTUBIIas HeaB-
HO cBoii 100-neTHuit ro0mneit u 75-netre OnepHoit ctyauu. ChopMUpOBaHHBIE HECKOIBLKUMH I10-
KOJICHUSIMH TIperiojiaBaresiell HallMOHAJbHBIE 00pa3zoBaTelibHas, My3bIKajbHAas, Hay4dHas MIKOJIbI
COJICHCTBOBAJIM BOCIIUTAHUIO MHOTUX HM3BECTHBIX MAacTepoB UCKyccTB. PaboTas B My3bIKaJIbHBIX
TeaTpax, BeAyIIUX By3aX YKpauHbI U 3apyOexkKbsi, OHU HHTETPUPYIOT JYUIIUNA MUPOBOU OMBIT C Ha-
[MUOHATBHBIMUA TpagulusMu. OCOOEHHOCTSM Xopeorpaguueckux HHTEpIpeTalii pernepryapa
OmnepHo# cTyuH B IIpoliecce €€ CTaHOBJICHUS MOCBSIIECHA 3Ta cTaThs. E€ 1enb: onpeneneHue xaH-
POBO-CTHJIEBOM cHENIM(PUKH TPAKTOBOK OAJETHBIX CLIEH OMEPHBIX CHEKTaKiIeld B KOHTEKCTE HBOJIIO-
IIMOHHBIX W3MEHEHHWH penepryapa. AHAIMTUYECKON 0a30if MccleloBaHUs SIBISETCS ONEpHBIN pe-
nepryap, XyA0KeCTBEHHass KPUTHKA, BOCIIOMUHAHMI, KUHO-(OTO-BUIeOMaTepHallbl CIEKTaKJIeH ¢
y4acTHEM CTYAEHTOB U apTUCTOB CTYIUU.

C otkpsitueM KueBckoil koncepBaropuu B 1913 rony B yueOHOM Ipoiiecce Hapsigy C oc-
HOBHBIMH CIIEIUAIBHBIMU TUCHUIIIMHAMH: BOKAJIOM, OIEPHBIM KJIACCOM, aHCaMOJIEBOM TEXHHKOU
00JbpII0€ BHUMAHKE YJIEJSUIOCh XOopeorpaguy U TaHIKIAcCy. YuyeOHbIe IJIaHbI Mpearnoiaraiy mno-
CTaHOBKY ()parMeHTOB olep YKPaMHCKON W MUPOBOM KIIACCHUKH, IIOATOMY Xopeorpadudeckas Mmo-
rOTOBKa MOMOTajla CTYAEHTaM CO03/1aBaTh 00pa3bl BOKAIBHBIMUA M CLEHHYECKUMH cperacTBamu. K
cepeaune 1930-x roJJoB ypoBeHb MOATOTOBKU CTyIeHTOB KueBcKoil KOHCepBaTOpUHU IO3BOJISLI T10-
Ka3bIBaTh y4yeOHbIe crieKTakiau B OmepHOM TeaTpe, YTo OBUIO 3aMETHBIM SIBIIEHHEM B KYJIbTYypHOU
xu3Hu Kuesa.

Otkpsitue B 1938 rogy OnepHoli CTy Ui COAEHCTBOBAIO IEPEOCMBICIIEHHIO KIIACCHYECKOTO
U COBPEMEHHOI'0 perepTyapa B KOHTEKCTE JOCTIKEHHH MY3BIKaJbHON JpaMaTyprud U ONEepHOU
PEeKUCCYpBI. B ClIeKTakIIsAX cTy Ul OpraHuYHO CUHTE3UPYIOTCS JIEMEHTHI ONEpHOH 1 Xopeorpadu-
YeCcKOl JpaMaTypruu, BeJyTCsl aKTUBHbIE OUCKU HOBBIX IUIACTHMYECKUX BBIPA3UTEIBHBIX CPEICTB,
OTBEYAOINX TpeOoBaHMUsIM BpeMeHU. Ho nX MOJHOIEHHOE OCYIIECTBICHUE CIEPKUBAETCS HEJ0C-
TaTKaMH UHPPACTPYKTYPbI, MATOKOMILJIEKTHOCTBIO TPYIIIHL.

C nonyuennem B 1957 rony OmnepHo#l cTyareil HOBOTO ClEMAIbHO 00OpPYJAOBAaHHOTO IO-
MeEIIEHHUsI o 3puTeabHbIM 3a7ioM Ha 800 Mect, mpeocTaBienueM et B 1960 roay craryca Tteatpa u
(bopMHpOBaHKUEM MOJHOIEHHOH TPYIIIBI CO3AI0TCS YCIOBHS JJISl OCYIECTBIEHUS Oojiee MaciuTad-
HBIX MPOEKTOB. J[eHCTBYyIOMIA pernepTyap MOIMOJHSIETCS KIACCHYeCKUMHU U COBPEMEHHBIMU OIIep-
HBIMU CHEKTaKJISIMU, TPEOYIOUIMMHU pPa3BEPHYTHIX XOPOBBIX M OAJETHBIX CIIEH, UX OPraHHMYECKOTro
B3aUMOJIEHCTBUSL. A OTKpbITHE B KOHIE 1960-X rofioB crenuanu3alnui «My3bIKalbHas KOMEHS»
COJICHCTBOBAJIO TTOMOJHEHHUIO perepTyapa CTYAUU MOMYJIIPHBIMHU ONEPEeTTaMU U MIO3HKJIAMH B pa3-
HBIX aHpaxX MY3bIKaJbHO-JIpaMaTHUecKoro Tearpa. O0ydeHue CTyIeHTOB Ha JYYIIUX OTE€UYECTBEH-
HBIX ¥ 3apyOexXHbBIX 00pa3Iax coJeiCTBOBAIO MX 03HAKOMJICHHUIO C HOBBIMU PUTMOILIACTUYECKUMU
CpPeICTBaMU, OTPAXKAIOIIUMH ITOUCKH U SKCIIEPUMEHTHI B MY3bIKAJIbHOM TeatTpe.

[IproOmiennto cTyIEHTOB K MUPOBBIM JOCTHKEHHUSIM B T€aTpajJIbHOM HUCKYCCTBE COJEHCTBO-
Basio u ocymiecTBiIeHre B 1980-1990-x rogax MexxayHapoAHBIX MPoekTOB KueBckoi KoHcepBaro-
PHH ¢ BBICIIMMH MY3BIKaJIbHBIMH IIKOJIaMH | epmanun, BenukoOputanuu, AMepuKku. 3HaKOMCTBO €
COBPEMEHHBIMHU 3apyO€KHBIMHU SKCIIEPUMEHTAMU B IUIACTHMUYECKOW MHTEpIpeTaluu 00pazoB cKasza-
JIOCh HA aKTUBU3AIIMHM TBOpUYECKOro Moucka B OnepHo#l cTyauu. YTiayOustoTces, JeTalu3upyroTcs
IUTACTUYECKUE TPAKTOBKH 00pa30B B TPAJAUIIMOHHBIX PELICHUSX OMEPHBIX CHEKTAKIIEH, MOSBISIIOTCS
HOBBIE — HEO(OJIBKIIOPHCTUYECKHE, MOJIEPHUCTCKHE BBIPAa3UTENIbHbBIE XOpeorpaduiecKue CpecTBa.
Bce onM opraHMyHO CHHTE3UPYIOTCS €O CIIEMU(PUIESCKUMHI BOKAJILHBIMU MaHEPAMH HCIIOJTHUTENEH.



C otkperitieM B 1997 romy cnenuanuzalvy «pexxuccypa MY3bIKaJIbHOTO TeaTpay CleHa
OnepHOH CTyauM NpeBpaTWIACh B AKCIEPUMEHTAIBHYIO ILIOMIAAKY JJIs anpoOanuy IOCTaHOBOK
BBIITYCKHUKOB, JIyYIlIU€ UX KOTOPBIX MOIMOJIHIINA JACHCTBYIOUIUN perepryap, a X UHTEPHpeTaro-
pBI — TIpEToIaBaTeIbCKUi cocTaB KadeAphbl OMEepHON MOATOTOBKH M MY3BIKABHOM pexuccypsl. B
ux paboTax mpeJICTaBlIeHbl HEOPUHAPHBIE, OPUTUHAIIbHBIE, HEOKH/IAHHBIE TJIACTUUYECKUE PEIICHUS
OTEPHBIX MPOU3BEACHUN B KOHTEKCTE OOIIEMUPOBBIX T€HJAEHIUU. Y XOTs 3TH mpou3BeeHus pas-
HbIE 3a MJIECHHO-TEMaTUYEeCKOW HaIIpaBIEHHOCTBIO, CPEICTBAMH BOILIOIIEHUS, PEKUCCEPCKUMU U
OaleTMENCTepCKUMH HAXOJKaMHU, UX OOBEIUHSET TATOTEHHE K CUHTE3Y HCKYCCTB, K CIHUSHHUIO H
B3aMMOJICHCTBUIO BCEX KOMIIOHEHTOB OIIEPHOIO CIEKTAKIIA C IEJIBIO €r0 HauboJiee MOJHOIO BOC-
MPUSATHUSL.

[lomBonst UTOTH, ClieAyeT OTMETUTH SBOJIOIUIO XOpeorpapuuecKux TPaKTOBOK OMEPHBIX
MPOU3BEACHUN OT HEOONBIINX TAHIEBAIBHBIX SMH30JI0B B (DOJIBKIOPHOM, HApOJIHO-XapaKTepHOM
cTriie Hayana XX BeKa J0 CIOKHBIX MOJIMKAHPOBBIX OAJEeTHBIX CIIEH Hayayla TPEThEro ThICsdee-
TUSL C CUHTE30M BOKajla, TAHIA, CLIEHUYECKOro AEHCTBUS, akTEpcKoil urpel. B nanHoM mocrtymna-
TEJILHOM Pa3BUTUHU Ba)KHasl POJb NpUHAMIEKUT ONepHON CTYJIMU KaK HKCIEPUMEHTAIBLHOHN IIO-
IIaJKK JUIS TIOMCKa M OTOOpa MEPCIEeKTUBHBIX PEXHUCCEPCKUX, IUIACTHUECKO-Xopeorpaduyeckux
CpEICTB U IPUEMOB.
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leiiko B. M., Kanictpatenko M. M. Oco0/HMBOCTi KyJbTYpPOJIOTIYHO-MHUCTEIbKOT
ocBiTH YKpaiHHu: cTaH Ta nepcnekTuBH. [IpoanasizoBaHo cTaH BHUIOI KYJIbTYPOJIOTTYHO-MHUCTEIBKOT
OCBITH B YKpaiHi, MOPYIIEHO MUTAHHS MO0 HEOOXITHOCTI HEBIAKIAJHOTO BIOCKOHAICHHS YMHHOL
HOPMaTUBHO-IIPABOBOI 0a3M JISUTBHOCTI BUIIMX 3aKJIA/IiB OCBITH, HAJJaHO MPOIIO3HUIIT CTOCOBHO MOYKITH-
BUX IUISIXiB BUPILIEHHS MPOOJIEM BUIIMX HABYATBHUX 3aKJIa/(iB KyJIbTYpH Ta MUCTEITBA.

Kmrouosi ciioBa: KyJ'IBTypOJ'IOFl‘-IHO-MI/ICTCL[BKa OCBlTa BI/IIJ_[l HaBYaJIbHI 3aKJ'IaJII/I KYyJIbTYypH
Ta MI/ICTGI_ITBa HOpMaTI/IBHO HpaBOBa 62138. HIZ[FOTOBKEI (I)aXIBI_IlB rany31 KYyJbTYypH 1 MHUCTCITBA,
OCBITHBO- KBaJ'Il(blKaI_III/IHl plBHl.

Hleiixko B. M., Kanucrparenko M. M. Oco0eHHOCTH KYJbTYPOJOTrH4€CKO-UCKYCCTBO-
BeIYEeCKOro o0pa3oBaHusi YKPAUHbI: COCTOSIHHE M NMEPCHeKTUBbI. AHAIM3UPYETCS COCTOSIHHE
BBICIIIETO KYJIBTYPOJIOTHYECKO-HCKYCCTBOBEIUECKOr0 00pa3oBaHusl B YKpauHe, MOJHUMACTCS BO-
IIPOC 0 HEOOXOAMMOCTH O€30TJIaraTeIbHOr0 yCOBEPIIEHCTBOBAHMS CYIIECTBYIOIIEH HOPMaTHBHO-
MpaBOBOI 0a3bl AESITEIBHOCTUA BY30B, BBICKA3aHbI IIPEIJI0KEHHUSI OTHOCUTEIBHO BO3ZMOMKHBIX IyTel
pelieHus mpoOieM BEICIIUX YYeOHBIX 3aBe/IeHUH KyJIbTyphl U UCKYCCTBA.

KmoueBble cioBa: KYJBTYPOJIOTHICCKO-UCKYCCTBOBCAUCCKOC 06p330BaHI/Ie, BBICHIHNEC
y‘{e6HBIe 3aBCACHUA KYJIbTYPbI U UCKYCCTBA, HOPMATUBHO-IIPABOBAs 621321, noATrOoTOBKa Cli€nualin-
CTOB OTpPACJIA KYJIbTYPEI 1 UCKYCCTBA, 06p330BaTeJ'[BHO-KBaJ'II/I(bI/IKaLII/IOHHLIe YPOBHH.

Sheiko V.M, Kanistratenko M. M. Specificity of Culture and Art Education in
Ukraine: its Status and Prospects. This article analyses the state of higher education in the sphere
of culture and art in Ukraine, raises the issue of the necessity of urgent improvement of the existing
normative and legal base of universities, proposes the possible solutions to the problems of
the institutions of higher education in the sphere of culture and art.
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Sheiko V.M, Kanistratenko M. M. Specificity of Culture and Art Education in
Ukraine: its Status and Prospects. The article is devoted to the current issues of development of
education in the sphere of cultural studies and art in Ukraine at the universities of 3—4 accreditation
levels, the combination of the best national achievements with modern European and world trends.

The problems that this article analyzes currently can be solved neither by the universities
themselves nor by the Ministry of Culture to which they are subordinated. These problems are con-
nected to the urgent need to correct thelegal and regulatory framework of the work of
the institutions of higher education in the sphere of art and cultural studies.

The reform of higher education in Ukraine and the development of its legal and regulatory
framework are being carried out according to the implementation of the Bologna Declaration on
the establishment of a single European educational space. The key point of this process is



the introduction of the two-level system of education, namely Bachelor degree studies and Master
degree studies, which will ensure its transparency and comparability. However, the Bologna Decla-
ration, at least currently, does not require a total harmonisation of the involved education systems.
Perhaps it is due to the need and feasibility of preserving certain national and historical features of
higher education in Ukraine (item 5, article 8 of the current Law of Ukraine “On Higher Educa-
tion”) provides for an exception for training of specialists of medical and veterinary fields of educa-
tion, which at the Masters degree level of education and qualification may be based on general sec-
ondary education. But the originality and uniqueness of training specialists also exists in the sphere
of the arts. However, today the national economy does not provide professions and positions at
the institutions of culture and art that could be held by Bachelors.

Therefore, the standard of training of specialists in the sphere of culture and art at
the Masters degree level on the basis of general secondary education should be legislated in the new
version of the Law of Ukraine “On Higher Education”, a project of which has been submitted to
the Verkhovna Rada of Ukraine.

Attention is focused on the features of higher education in the sphere of cultural studies and
art which require special conditions of educational process, where individual classes are its basic
form and, as is the case for most performing specialisations, in the need of two teachers simulta-
neously, namely a teacher and an accompanist for one student. So surely it is an important problem
to establish a scientifically based ratio of students per pedagogical workers. Retaining the existing
“teacher-student™ ratio generally provides the appropriate level of education in the sphere of cultur-
al studies and art, meets the existing standards in the leading universities in Western Europe and
the United States, and the attempts to change it in the direction of increasing the number of students
per teacher will result in a significant reduction of individual components in the learning process,
which is perhaps the most important in preparing cultural and artistic staff. It will decrease
the variability of the learning process, inevitably formalise education, lead to a sharp deterioration
in its quality.

There is also an issue of inexpediency of subordination of the art and culture educational in-
stitutions to the Ministry of Education and Science of Ukraine, and the reducing of their number. It
is shown that the existing network of institutions of higher education in the sphere of culture and art
is optimal for geographical location of universities and training needs; the quantitative analysis of
the network of the art institutions in Greece and Poland is presented as evidence. It is reported that
the Ministry of Culture of Ukraine, to which the institutions of higher education in the sphere of
culture and art are subordinated, maintains the specific features of higher education in the sphere of
cultural studies and art as well as the structural integrity of the branch of culture and art as a whole.

It would be possible to improve education at the Masters programs in the field of culture and
art by introducing two level Masters programs, namely academic and professional ones; the article
presents qualifications that could be given in this case to the Masters programe graduates in
the field of art and cultural studies.



