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PUCHU CTUIIO BACWJISA BAPBIHCBKOI'O
HA ITPUKJIAAI COHATHU PE-BEMOJIb MAKOP

Y emammi oocnioxcerno cmunwvogi nepeeacu meopuocmi Bacuna Bapeinceroeo, axi ceiouamo
MPO  GADICTUGE 3HAYCHHS MY3UYHOI CHAOWUHU KOMNO3UMOPA 6 €8PONETiCLKOMY MUCHEYbKOMY
npocmopi.  Pozensauyma gopmenianna Conama Pe-6emons madicop, 6 Axili asmop nokasye
yymaugicme 00 “noxauxie” ceoel enoxu. Oxapaxmepuso8aHo puc 36 3Ky 3 MYSUYHUM MOOEPHOM Y
8U2NA0T GUKOPUCMAHHS 3010016 | BUPAZHUX KOMROHEHMIG HEOKIACUYUIMY, iIMIPECIOHIZMY-CUMBONIZMY,
AKi NOEOHANUCDH i3 POMAHMUYHO-MPAOUYIOHATICIMCBKOIO NANIMPOIO BUCOKO0O0APOBAHO20 MYSUKAHMAL.
Knrouoei cnosa: cumeonizm, poManmusm, cmuib 8 My3uyi, COHama.

Tarbana Yaban

YEPTBI CTUJIA BACUJIHNUA BAPBUHCKOI'O
HA TIPUMEPE COHATBI PE-BEMOJIb MAZKOP

B cmamwee uccneoogansi cmunegvie npeonoumerus meopuecmea Bacunua bapeunckozo,
KOMOpble YKA3LIBAIOM HA GANHCHOE 3HAYEHUE MY3bIKAIbHO20 HACIeOUs KOMNO3UMOPA 6 e8PONetiCKOM
xyooxcecmeennom npocmparcmee. Paccmompena gopmenuannaa Conama Pe-Oemonv madxcop, 6
KOMOPOTi ae8mop NOKa3blédem 4y8cmeumenlbHOCHy K npusvieam’ ceoeil snoxu. Oxaparxmepu3o6aHvl
yepmol C8A3U C MY3bIKANbHLIM MOOEPHOM 8 6ude UCNONIb30BAHUS CPeOCmE U GbIPA3UMENbHbIX
KOMNOHEHMO8 — HeOKIACCUYUIMA, — UMNPECCUOHUSMA-CUMBONU3MA, — KOMOpble  00beOUHUNUCH ¢
POMAHMUYE CKU-MPAOUYUOHATUCCKOT NATUMPOTL 8bICOKOOOAPEHHO20 MY3bIKAHMAL.

Knrouegoie cnoea: cumeonusm, poManmusm, CmiLis 8 My3vike, COHAMA.

Tetyana Chaban

THE FEATURES OF VASYL BARVINSKY’S STYLE
ON THE EXAMPLE OF SONATAS IN B-FLAT MAJOR

Style of Vasyl Barvinskyi was studied many times, but only a few spoke about the connection
with the musical modern, which was actively developing in the Furopean region. It is this perspective
of creativity of the composer is set in the study, on the example of Sonata in B-flat major.

V. Kozlov who analyzed the piano Sonata of the Ukrainian artist, stated the romantic features
of the genre. It is correct and fair, though the independence of the artistic thinking of the Ukrainian
master expanded the expressiveness of his music and the symbolistic and modernistic “call of time”.

From the first tacts of the sound of this work lead us into the texture of “sustained voice” of
the before Viennese Italian sonatas. In general, the manner in which the author writes is original,
marked by a rather expressive form, which in its kind represents the clarity and completeness of the
thought of the master. The creative feature of the composer method is the essential reference fto
national folklore, as well as a number of elements inherent in the late romantic and pro symbolic style
of performance.
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1t is, for example, the same name substitution of the main tone of the first part of the B-Flat
Major on the do-it-yourself minor in the third part, which symbolically transfer the sound into
“sharp”, that is, psychologically “overestimated” detection — and simultaneously inclining the
“inverted” use of the cyclization of parts of the whole, not as Beethoven, “from mild to light”, but if it
were in the opposite direction. These features of the style and thematic and compositional orientation
are determine the creative figure of V. Barvinskyi, on the one hand, as “moderate neo-romanticism
with the preponderance of lyricism”, and on the other hand, as a “moderate” symbolist, parallel to
L. Elgar, M. Mettern, and others. And all this with obvious reliance on Ukrainian folklore in his
generalized non-quotation view, as is observed in K. Debussy and his contemporaries.

The author’s sonata occupies a special place in his work, features of the method, which were
partially noted above appears in it quite clearly. This is a narrative, lyrical and epic type of
presentation in expanded tripartite, in which the orchestral performance of the piano performance of
the invoice are being avoided clearly. The influence of folk music and the folklore basis of the thematic
material is evidenced by the freedom to use the regular intonations and the principles of their
development. Significant scales, attraction to the rich textures, the use of fugues in the final,
monotheistic construction attest to the affinity to the romantic traditions of Sonata. However,
neoclassical and symbolist reference are present (“erosion” of figurative and thematic contrasts,
signs of the ancient sonata da chiesa, eclecticism of stylistic citations in the themes and structure) also
take place. V. Barvinskyi used a special way of combining on the basis of one thematic material two
different conceptual concepts — the sonate cycle and the form of the theme with variations.

The result analysis of Barnivskyi sonata is the awareness that the artist composed his work,
being a highly gified musician, which implies sensitivity to the “calls” of his era. The uttermost
appear in the analyzed composition in the form of outright reliance, in the spirit of the Neobaroko, on
the ancient church sonata in the compositional decision of the cycle and with the texture of sustained
voice (avoiding piano orchestralism) during a large-scale composition. It is also the “erasure” of the
faces of parts and sections, a reduction to a detached and monologue, anti-folkloristic presentation of
the themes, using the dynamics of the church’s effect of Exclamation.

Keywords: symbolism, romanticism, style in music, sonata.

Ho BuBueHHs aBTOpchKOro ctumo Bacuns bapsincekoro, TBOPH SKOro MEAPO JKUBIATH
pernepTyap BUKOHABIIIB, HAYKOBIl 3BEPTAIUCS HECOTHOPA30BO. AJIC MajIO XTO TOBOPHUB MPO PHUCH HOTO
3B 3Ky 3 MY3HYHHM MOJACPHOM, SIKHH AKTUBHO PO3BHBABCA B €BPONCHCHEKOMY MY3HYHOMY HPOCTOPI.
Came Takuil pakypc TBOPUYOCTI MUTLS IOJAHO B AOCHTIPKEHHI, HAa MPHKIaAi coHatu Pe-6eMombs Maxop.

®oprenianni TBopu B. Bapsincekoro, 3okpema toro ¢optemianni CoHaTH, craBanu
MPEIMETOM BHBUCHHS MY3HKO3HABLUB. 3BEPTAIOUHCh A0 My3udHOro ctuiro B. bapsiHchKOro, BOHH
BKA3yBaIH HA  TPAAMLIOHATICTChKI  3acagu  uoro  TBopuocTi. 3okpema B. Kosznos [9],
H. Kamkanamosa 7], JI. Kusnosceka [8] cTaBwiu TBOpUICTE aBTOpa MOPSA 3 POMAHTHKAMHU, a
C. INasnumx [10] BuzHagyana TBopuy noctark B. bapBiHCEKOrO K ““NOMIPKOBAHOTO HCOPOMAHTHKA 3
MCPECBAKAHHAM JIPpUUHOCTI . K BIZOMO, TPATUIOHAMI3M BHU3HAYMAE HASBHICTD POMAHTHYHUX-
peamcTHYHNX 3aC00iB BUPXKCHHA. AJIC TATAHOBUTI MHUTLI-TPAIULIIOHATICTH HE MOTIM HE pearyBaTi
Ha iaei gacy, 1o BHOCHIO v 3amo3uucHi Big XIX cropiuus 3aco0H akTyajbHI CTUIBOBI O3HAKH XX CT.
3rajaHi pucH BIATOMOHY Ha “TIOKIHK 4Yacy 3HAXOAWUMO, HAmpukmad, 3a podotor O. Mapkosoi [3], v
TBOpuOCTi Tpaguuionamicra K. JlaHpkeBHUa, BiJ3HAYCHOTO BHPA3HHMH JIHIAMH BEPHUCTCHKOTO
copssmyBanHs. [loxiOHI pHUCH MHCICHHSA OPraHiyHO BXOJWIH Y 3acO0HM IHIIMX TPaJULiOHATICTIB
(I. Mireeri, Jx.-K. Menorti, C. BapGep Ta iH.) y mepiuiii mosoBuHi XX cTopidds, 60 MOACPHICTChKA
TCHE3a HANpAMy BEPU3My, INO CKJIABCSA B JApyrid momosuHi XIX cT., 3a0XouyBana MOEIHAHHS 3
MPUMITHBICTCBKUMH, HEOKJIACHYHUMH IOTPUXaMH, WO W HAJABANO TBOPAM BKAa3aHHUX AaBTOPIB
KOHTAKTHICTB 13 O3HAKAMH BIATYKY Ha “AyX 4acy”, “IIOKJIMK Yacy” MHHYJIOTO CTOJITTAL.

MeTa crarTi — BHABUTH Ta OXapaKTCPH3YBATH CTUJIBOBI MEPEBard, AOTHYHI IO MOACPHY V
TBOpuocTi B. BapBiHncrkoro, Ha npukiaai coHatu Pe-Gemonp Maxop.

Bacune bBapBiHchkuil € CHaakoeMLEM CalOHHOTO NPUHLMIY TPH, BPaxXOBYIOUH, INO
CTAHOBJCHHS WOro miaHiaMy 3aikicHmmocs B kom 3aHate 3 K. Mikym, yunem @. lllonena; ue
BIAMOBIAAIO TSDKIHHSAM J0 CAJIOHHOCTI y CHMBOIICTIB KiHI XIX — mouarky XX c¢r. (quB. po3poOku
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3. Jliccu momo mpoTOCHUMBOIICTChKUX mmo3uiiii y Teopuocti @®. Illlomena [12, c¢. 342-348]).
VY nocrarax K. Hebrocci, O. Ckpadina, K. [HlumMaHOBCEKOro Ta IHIIMX MOCTYIOBO CKOHLICHTPYBABCS
MOCTIJOBHO-CUMBOTICTHUHHI Metox MuciaeHas [11, c¢. 970]. 1 3 uum HanopsMoM mNOB A3VIOTH
TBOPUiCTh OAraThOX 1HIIMX KOMIIO3UTOPIB, Takux, sk I'. ®ope, b. Baptok, C. Paxmaninos, P. lltpayc,
I'. Manep, M. ae ®anes, C. IIpokod’es, M. Pasess Ta iH. [6, ¢. 307-332]. ¥V Mexax CUMBOJIIZMY, IO
KYJIbTHBYBAB THIIOJNOTTYHO-cMONEMATHYHI MMOCHIAHHS, 3HAXOAMMO HCOKIACHYHI  MOETHAHHS
CTUITBOBUX THUIIOJOTIH MUHYIUX €MOX 1 aKTYalbHO-MOJCPHICTHYHUX CMHUCTiB-3aco6iB. Came TOMY B
Conarax (Conatunax) M. Pasens, O. Ckpabina, C. Ilpokod eBa oueBUIHI MOJACPHICTHYHI O3HAKH
BUPAKCHHSL.

Axmo posrmsaaty cnenm(iky MOJAHHS THIIONOTI] MaHICTUYHOI COHAaTH Y X00V MOJECPHY
XX cropiuus, TO me y3aranpHeHO v MoHorpadii . Arapocoeoi: “BuaineHHS cHMBOMIZMY SIK
BUPIIIATBHOTO MEXaHI3MY HOBALIWHOCTI V CTHUJIBOBHX IepeBarax XX cTopidyus W ocoOmmBO vV
dopTemiaHHIi TEXHILI CIUPAETHCS, 30KPEMa, HA KOHLEMINI Cy4acHOro CcTuiro y mparsx P. Peri,
C. CxpebxoBa, gxi BOauamu iHTepiopuzamiro ctuno HoBiTHROI icTOpii B My3ull — 3a TBOPYICTIO
K. Hebrocci # pannboro 1. CtpaBiHchkOro, MO MATPUMYETBCA AaHUMH TBOpUOi Oiorpadii xopudeis
My3ukn XX cropivuasd, B Tomy udceni — O. Ckpadina, A. lllenbepra, b. Baptoka, C. IIpokodnesa,
O. Mecciana Ta iH., SIKl BOCBHCHO BBKAIOTHCS 3auuHATEIMU reHepanbHux JiHiH XX-XXI cromits
Ta JKUTTEBO-TBOPYMH LUIAX SKHX BIAZHAYCHUH, K MEPLUIOCTANHUH, 3BEPHCHHH 1O CHMBOIICTCHKO-
MOCTIMIPECIOHICTCHKOTO CTUABOBOTO KoMIutekey™ [1, . 118].

B vkpaiHCPKOMY MHCTELIEKOMY HPOCTOP] CBONIOLIS KAHPY HE MOCTYIANACH BUSIHHAM CTIOXH.
PosButok conarn 6Ga3yBaBcs Ha 3aCBOEHHI METOAIB (JOPMOTBOPCHHS, KJIACHYHOTO 1 POMAHTHYHOTO,
aIKe CcaMe BOHHU BIJ3HAYAIU akageMiuHy (YHIAI0 BKA3aHOI THMOJOT 1 MICTHIM BHUXOAH Ha
MICCHHUH TEMaTH3M TBOPIB YKPAiHCHKUX aBTOPIB, ¢ 3 SIBHOIO AANTALIEI0 LUX PUC MO0 “TIOKITHKY
yacy”, 3acBlaueHoro “mapagurmoro goprenianHoro cumBoizMy” XX CTOMITTS.

Amnamizyioun ¢opremianny Conary ykpaiHcekoro mutug, B. Koznos koHcTtaryBas came
POMAHTHYHI PUCH KAHPY, BIAA3CPKAMIOIYUN IIONCHIBChKY CHaauuHy voro suntens K. Mikyii. U ue
MPaBUIBHO 1 CIPAaBEIIUBO, XOYa CAMOCTIMHICTh XYIOKHBOIO MHCICHHS VKPaiHCBKOTO MancTpa
po3roprajna BUPA3HICTh HOrO MY3MKH H 0 CHMBO/ICTCHKO-MOACPHICTCHKOTO “TOKIHKY 4acy . I 1e
MPOCTCIKYETBCA Y MPOLECT aHami3y B mpekpacHomy aopoOky Bacwns bapsincekoro, a came y
dopremianniii conari Pe-6emons maxop [9].

VYke mepimni TakTH 3BYYAHHSA HA3BAHOTO TBOPY BBOAATH HAC vV (pakTypy ““BHTPHMAHOIO
TOJOCOBCACHHS ~ JOBIACHCBKOI ITAMHCBKOI COHATH, IO HIOH 2inepmpoghyc MOLAPTIBCHKI
saranpHOCTHIBOBI pucn @. Illomena 1 K. Mikymi, siki iM HpHTamaHHI, ane Taki ApoimaniiiCbKi
(hakTypHI BU3HAUCHH V 3raJIaHUX aBTOPIB HE NMPOSBIIOThCA. Manepa, B sikiti mucas B. bapeincekui,
3arajioM OpHWIIHAJbHA, BIA3HAYCHA BHUPA3HOK (POPMOIO, IO CBOrO POAY MPCIACTABIAE SICHICTH 1
3aBEPLICHICTE AYMKH MaicTtpa. TBOPUOIO PHCO0 METOAY KOMIIO3WTOpA € MPUHLHIIOBE BHPAXKCHHS
HALOHATBHOTO (ONMBKIOPY, a TakoK pAI CJICMEHTIB, 4KI TPHTAMAaHHI Mi3HBOPOMAHTUIHOMY
MPOCUMBOITICTCEKOMY CTHITIO BUKIAIY.

OnHoiMeHHA 3aMiHa OCHOBHOI TOHAIBHOCTI mepiioi yacThHH Pe-GeMonp Makop Ha JO-Ti€3
MIHOp V TPETiH YacTHHI CUMEONIYHO TCPCBOAMTH 3BYYAHHA Yy ‘‘Ai€3HE”, TOOTO ICHXOJOTIYHO
“zaBUINCHE” BUSBICHHS — H OJHOYACHO POOHUTH HAXHI IO ‘FEPe6epHymOo20” GXCUGAHHS LUKIII3aIii
YaCcTHUH LIJOT0, HE MO-OCTXOBEHCBHKH, “Bi TBMH OO CBITJIAa”, a HIOW VY NPOTHICKHOMY HAIPIMi
(¥ ogHOWacHO BiATBOpIOE HUKHUHM ToBOpoT Jla-maxopnoi Conatm KV 331 B.-A. Mowmapra 3i
3HAMCHHTHM “TypeupkuM poHAO B OAHOWMEHHOMY MIHOpI, TOOTO B 1 MIHOp — IO pedi, SK 1 V
Mouapra, nepina dactuHa hae y purmi cuipuiadu). LI 0co0aMBOCTI CTHMBOBOI 1 TEMaTHYHO-
KOMIIO3ULIHHOI crpsaMoBaHocTi, sk 3azHauuna C. [laBaumuH, BU3HAYAIOTH TBOPYY MOCTATh
B. BapgiHchKOTO, 3 OAHOTO OOKY, SIK “TIOMIPKOBAHOTO HCOPOMAHTHKA 3 MEPEBArOK0 TIPHYHOCTI, a 3
JPYroro — sk “moMipkoBaHOro™ cuMBOcTa, anajoriuno 3 E. Enrapom, M. Metuepom Ta iH. [10,
c. 80-82]. 1 Bce me 3 SABHHUMH 3BEPTAHHAMH Ha VKpaiHCBKHH (ONBKIOpP V HOro y3araibHCHOMY
MO3aLMUTATHOMY HOAaHHI, sk e momiTHO y K. JleGroccl Ta Horo cy4acHHUKIB.

Conara B. bapsiHcrrkoro 3aiiMae ocoOnuBe Mmicue y HOro TBOpYOCTI. B HIH BHpasHO
MPOIVILAAIOTHCS PUCH METOY, SIKI 4ACTKOBO MU Bke okpeciaunu. Lle — onmosiganpHuil, TipuKko-emiuHui
TN BUKIQACHHA V PO3TOPHYTIH TPUYACTHHHOCTI, B SKIH SIBHO TPHUXOBYETbCS OPKECTPOBICTh
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doptemannoro moxaHHg (aktypu. Ilpo BHIHMB HapogHOi MY3MKH Ha (PONBKIOPHY OCHOBY
TCMATHYHOTO MATepiaay CBLAYATh CBOOOJA BHUKOPHUCTAHHS JAAOBUX IHTOHALINA Ta TPHHLMIH iX
po3BUTKY. 3HauHI MacmTaOH, TSDKIHHS OO0 HacH4yeHol ¢aktypu, 3actocyBaHHS ¢yru y ¢iHam,
MOHOTEMATHYHICTh MOOYJAOBH 3aCBIAYYIOTh AOTHYHICTh A0 poMaHTudHuX Tpagumiii Conartu. OxHak
TAKOXK € HCOKIACHYHI CHUMBONICTCHKI TOpKaHHA (“cTepTicTh” 00pa3HO-TCMATHYHHX KOHTPACTIB,
O3HAKHU CTAPOBHHHOI coHath da chiesa, CKICKTHKA CTHIBOBHX IIUTAT B TEMATHU3MI Ta CTPYKTYPI).

Bacune BapgiHchkuii BUOpaB 0coOMMBHI IUTAX, MOEAHABIINA HA OCHOBI OJHOTO TEMAaTHYHOTO
Marepiany JBl pi3HI KOHCTPYKTHBHI KOHICMIII — COHATHHN IUKT 1 (GopMy TemH 3 BapiauisMu.
MacmrabHuli TUKTIYHANE TBip HANMHUCAHUH HIOW V PI3HOTEMIIOBHUX-PI3HOKAHPOBUX TPHOX YACTHHAX,
10 BMIIIAKOTh O3HAKHA YOTHPUIACTUHHOCTI!

— nepwa yactuHa — Allegro moderato 6/8, Pe-6emons Maxop;

— apyra — Andante sostenuto 6/4 — Allegro scherzando 3/8, ®a maxop/Conb-6eMoip MaKop;

— tpets — Andante sostenuto 4/4, no-aie3 MiHOP.

Sk Gaunmo, Apyra YacTHHA YITKO PO3ALICHA 34 TOHATBHHUMH 1 TEMIIOBO-KAHPOBUMHU O3HAKAMH
Ha aBl — Andanfe 1 Crepyo. Tpers x YKIamaerscs B CTPYKTYpy Temu 3 eapiayismu 1 Dyey.
B peaynbrari MaeMo Aemio Ha 3pa3ok I ATHYACTHHHOI KOHCTPYKIII, CMIBBIZHOCHOI 13 CTAPOBHHHOIO
COHATOKO-CIOITOIO.

VY mepmmiii yacTHHI COHATH MPOCTEKYEMO KAHPOBY OCHOBY CHLIIITIAHH B pUTMO-(akTypi, ToAi
K “‘ckapnarTieBcbka’ (paKTypHA OOMEIKECHICTH Haae TBOPOBI moAiOHoro konoputy “Kazox crapoi
6adyci” C.Ilpoxod’eBa, B AKHUX 13 3aMIJIYBAaHHAM 1 €CTCTH3MOM MOJAHI “TiHI JOPOTOro CEPLIO
MHUHYJIOTO , 3aCBITUVIOUH YYTIHMBICTH aBropa A0 Toro, mo I 'erens kBamidikyBaB sk “Iyx CBOTO
yacy” [3]. B ronoBHil naptii 0ueBHIHI MOLAPTIAHCHKO-IIYOEPTIBCEKI PUCH V BUKIAACHH] KAHPOBOTO
TEMATH3MY — 1 LeH “BTOPHHHHNA KJIACHYHO-POMAHTUYHHHA CTHIBOBUH MOKA3HWK CITIBBIAHOCHUH 13
“M kM’ CUMBONICTCHKHM KomiuiekcoM . IamepeBcekoro, M. MeTHepa Ta I1HIDUX BH3HAYHHX
aBTOPIB MOYATKY XX CTOPIUUSL.

[TiceHHO-’KaHPOBUH XapakTep MPOCTEKYEMO Y MOOIUHIN mapTii, 3 GaKTYPHUMH MOKA3HUKAMU
JIPUYHOTO AYETY BEPXHBOTO Ta cepeaHboro ronocis. CTpuMaHa JUHAMIKa NPHBEPTAE YBary: BOHA
HIOH “BHPIBHIOE CKCIIO3UINIHI CKIaa0B1 Allegro moderato. Buknaa po3pobku mokasye “Bapiaifiro Ha
excrmosuilito”. Bapiamifini 3miHu 0a30oBaHl HA JAWHAMIYHIN €KCMPECii, KyNIbMIHALIWHI MOMCHTH
BIAMIYCHO aKOpJaMH, AHHAMIYHHUMH 3aCO0aMu MPEACTaBICHUN C(EKT BIIJAICHHS, 3HHKHCHHS,
MATPUMAHHH KOJIOPUTHUMH TOHATBHUMH 31CTABICHHIMU, IO CTBOPIOE 300paxanbHul, ciM(pOHITHU
32 CBOEKD TCHE30K0 NMPUHOM, IIHPOKO BXKMBAHUE Y POMAHTH3MI, alc HE YyKHUH IMIpPECIOHI3MY I
CHMBOJTI3MY .

Konopur excno3uniiHOCTI v po3pob1i Haraaye paHHbOCOHATHI YU OiAepMAa€EpiBChbKi pucH. TyT
HasBHE APOOJICHHA, BapiaHTHE NMOJAaHHA (Ppa3 TeMH, CCKBCHLUIIOBAHHS, BUKOPUCTAHHS JaA0TOHATIBHOI
KoJiopucTukH (Ci-0eMob MiHOP, Pe-0emoib Maxkop, A0 minop, JIs maxkop, Mi-OeMoib Maxkop, A0-11€3
MiHop, ®a Maxkop). Takuii THI PO3BUTKY MENTOAIHHOTO “OCHIBYBAaHHI OCHOBHOTO TOHANBHOTO SIAPA, &
HC (PYHKIIOHATRPHOTO MPOTHCTOSIHHS OCTAHHBOMY, Haraaye po3podOku Conar @. [llyGepra, a Takox
“HeobigepMaepiBebki” cknanosi cyuacHukis K. JleGrocci.

OcobnmuBo BHPA3HOIO € pempu3a, B SAKIH HEMa NPEAMKT-BCTYIY, a Marepial eKCHO3MLii
BITHOBJIFOETHCS. 3 BIAMOBITHUM [0 CKCHO3MLIHHOCTI TOHAJBHUM ILIAHOM, YHUM ‘CTHPAETHCS  TPaHb
Po3podKu-penpusn. baunuMo MOBEPHEHHS TEMATHU3MY ~‘HA KPYTH CBOi , LIO BIAMOBIAAE HE JTIHIHHIN
ICTOPHYHIA KOHIEMii 4acy, a HWoro pemniriiiHo-midonoriunomy BuMiposi. ['onoBHa mapris aemo
CKOpPOUCHA, TMPOBOJUTHCA IHINE IMOYATKOBA BOCBMHTAKTOBa mNOOVAOBAa. 3are y KIHLI PEOpH3N
3 IBIS€TbCA AONOBHEHHS, B OCHOBY SKOT'0 MOKIAACHO TEMY BCTYIY.

ImnpecionicTiuHu e(eKT 3HHUKAHHA-PO3UMHCHHS, MOMITHI YacTl HEBEIMKI 3aTHXaHHS HA
JOMIHAHTOBHX TAPMOHISX, TOAI K coda MOBEpPTaE HAC A0 MOYATKOBOTO TEMIY M JUHAMIKH — BCE IIC
MPUHOMH “BYaTIOBAHHS COHATHOCTI , KOTpl 3HaxoamMmo y TBopi B. bapsincekoro, mouaTok sxoro
Maemo y OigepmaepiBebkux npunimnax TBopis @. lyoepra, ®. Illonena Ta iHIKX, TOAI SIK BOHH XK
CIIOBHA BIAPO/PKCHI HCOPOMAHTUKAMH, IMIPECIOHICTAMU-CUMBOMICTAMH, MPOTO-HCOKIACUIIUCTAMHI
kinng XIX — mouatky XX CTOTITS.

Hpyra vacTHHa 3acIyroBy€ Ha OCOONHBY YBary, BOHA CKIAJA€ThCS 3 ABOX PO3ALMIB, IO
ACOLIIOIOTECS 3 BapiaHTHO-CIOITHUMHU MOOYJOBaMH OapoKOBOi COHaTH. Y TEMATHYHOMY BiJTHOLICHHL
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BKA3aHI PO3ALIH CIOPIAHCHI, TOAI SK KOHTPACT MOKA3aHHWH HA OCHOBI TOHAIBHHUX, TECMIIOBHX 1
(aKkTypHO-KAHPOBUX 3ICTABICHb. TakUM YHHOM BKAa3yEMO HA MPHUHLMUIOBE 00 €AHAHHS IBOX,
MOBITBHOTO 1 LIBHUAKOTO PO3ALMB, — V AYCI PCHECAHCHOI NEPIIOCOHATH K 1HCTPYMCHTAIBHOIO
BUKJIAJICHHS apii Ta IHCTPYMEHTAIbHO-MOTOPHOI Bapiauii Ha Hel k.

[epmuit pozpin Il wactman CoHaTH € 3MICTOBHHUM “TIPOJOBKCHHAM JIIPUIHHX OOpasiB
Allegro moderato, TakoX BiH BIA3HAYCHUI TPHYACTHHHOKO MOOYA0BOX. HacmiBHICTH OCHOBHOI TeMH
BUP@XCHA Y MENOAll IIMPOKOTO JUXaHHA, a OaratorojocHuil (akTypHHH BHUKIAA, MPIATHBUH,
COOTTSLAATBHOTO XapakTepy, BUAAE aHANOrii A0 xaHyon OapokoBuUX coHar. Takuil TematwdaHUi
Marepian Mmo-HOBOMY MOJAHHH VY APYIroMy, IIBUAKOMY PO3ALTI, sSIKHH HaOyBae HOBOTO 3BYYAHHS 32
JOTIOMOTOK 3MIHH PO3MIpy Ta 3minu Temmy-kaHpy (Allegro scherzando). BusiBieHe Takok TOHaIbHE
BapiOBAHHS Y MIAKIFOUCHHI OHOTOHAIBHO-OJHOTCPLIOBHX Bl THOIICHD.

Hespruna ams pomanTtukiB 6yaosa ¢iHany. Bona mpoxoauTs v BUIJISAl BIIBHUX Baplauii 3
Oyroro (ame HatparisieMo Ha aHamorii ao crpykryp C. @panka #i M. Bebepa). Taki crpykrypu
gemonctpyBamu CoHatu 6apoKo, B OKPEMHUX BUXOJAX 3HAXOTUMO ¢ y BIACHChKUX Knacukie (CoHaTu
Ne7 W.Taiizsa, Ne12 ta Ne30 y JI Berxosena). ®iman Comatu B. BapBiHcbKkoro Bpakae
MaCIITa0HICTIO 1 TPUBAMICTIO 3BYYaHHA. [VT yrepiue NposSBIAETHCSA MIHOPHHUH TaJOBHH HAXWI, NPH
Tomy, 1Mo Tema Bapiaumili TicHO TOB’sA3aHa 3 KOHTypoM mnovarkoBoi Temu Allegro 1 wactunm.
MisopHuii ToHyc DiHamy BHBOAMTH HA IAJA0BY HOPMATHUBHICTE CTAPOBHHHOTO LECPKOBHOTO
FIMHOCIIBY.

VY camiii Temi Bapiamiii zakigageHa iges MOpPOTPECYIOUOro PO3IIMpPEHHS, a v Bapiamiax
CHOCTCPITAETBCS POLMIHPEHHS (POPMHU-CTPYKTYPH. 3aBCPLICHHA B OJHOHMEHHOMY Maskopl /J[o-Oic3
BKa3y€ Ha MPUHOM CTAPOBHUHHOI LIEPKOBHOI MY3UKH y KaJAHCYBaHHI 3 “THKKapAIHCHKOIO TEPLIEKD
TOOTO B OAHOIMCHHOMY Makopl. OcoOnMBO Big3HAYAEMO TIOCTYIHEBE YKPYHHEHHS CTPYKTYPHHX
eneMeHTiB y Bapianisx, y aetamix $akTypH, 3pOCTaHHI JHHAMIKH.

3akmovyHa Bapiamisg Sk 4JoTHpuroiocHa ®yra crae BaromuM 3aBepuicHHAM Bceiei CoHaTw.
XapakTepHUH PHUTMIYHHA 1 MEIOJUYHUM MATIOHOK TEMH HAPOMKYEThCA BXKE V TEPEXOAl Bif
noBineHOI V Bapiauii a0 excnozunii @yru. CaM xapakTep BHKIAIY TEMATUYHOTO MaTepiany Haraaye
TUNOBI NPUHOMH pPOMAaHTHUHOI MomidoHIi: AyOmOBaHHSI MENOAli B OKTaBY, CKCIPECHBHI PanTOBi
301MBIICHHS KiTBKOCTI 3BYKiB V akopaax. [ToMiTHUMH MOCTalOTh KOMIIOHEHTH roMOGOHII Y penpusi
dyru, ne Menoais TeMHU AYOMIOETbCS aKOPJAMH, CTBOPIOIOYH BPKCHHS HACHYCHOTO OPKECTPOBOTO
3BYUaHHA. AJIC BKa3aHI akOpAOBI “TIAHLIOTM SIBHO crpowyioms QaxkTypy A0 ABOLIAPOBOIO,
JBOXTOJIOCHOTO BHUKJIAIACHHA, ske mnepeBaxkae y ¢akrtypi Conatu bapsincekoro, Haraayoun
“BUTPUMAHE FOJIOCOBCACHHS  1TAMINACHKOL JOBIACHCHKOI COHATH.

[lincymoByroun ananmiz Conarn B. bapeincekoro, Bapro 3a3HauuTH TE, IO MHUTCLb
KOMITIOHYBAB TBIp, YK€ OyIy4u BUCOKOMPO(ECIHHUM MY3UKAHTOM, 1 1I¢ TO3HAYAIOCS HA BITIYTTIX 10
“noknukiB” ¢cBoei enoxu. QcTaHHI MPOrIIJAIOTECS B AHATI30BAHIA KOMITO3UINT Y BUTVISA]L BIABEPTOrO
COHUPaHHI, B Iycl HE0OAPOKO, HA CTAPOBUHHY YePKOGHY COHATY B KOMITO3HULIHHOMY PIIICHHI LIUKTY 1 3
haKTYpOIO SUMPUMAHO20 2010c06edenHs (YHUKHCHHS (OPTEIMIaHHOI OPKECTPANbHOCTI) BIPOAOBK
MacmTabHoi komnozuuii. Takoxk mane “cTupaHHs” TpaHEW YacTUH 1 PO3AUIIB MO3HAYAETHCH HA
3BCACHHI JO BIACTOPOHCHO-MOHONOTIYHOTO, M03a()ONBKIOPHOIO BHKJIAACHHS TEMaTH3MY 3
BUKOPUCTAHHAM Y JHHAMILI LEPKOBHOTO ¢()EKTY BUTONOIICHHS.

Takl cTUIBOBI PUCH CBiAYaTh MPO MOEJHAHHSI POMAHTHIHO-TPAIHLIOHATICTCHKOI MANiTpH
B. BapBiHCHKOTO, HASBHICTh SAKOI LIJIKOM HPAaBHIBHO KOHCTATYBAIW BiAOMI BITUM3HAHI U 3apyOixkHI
MY3HKO3HABII, 13 3ac00aMH MOJCPHY MHUHYJIOTO CTOJITTS, BUsBICHUMU B aHami3l Conaru Pe-Gemoiinp
MaXKoOp, IO AaHAJIOTIYHE 3 TMO3UIISAMU JACIKUX TPAIULIOHATICTIB, a TaKOXK  TOMIPKOBAHUX
HEOKJIACHIIHCTIB.
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Banentnna Bejikosa

MY3UYHE BUKOHAHHS SIK BUSIB TBOPUOI'O ITIOTEHLIIAJIY MAIICTEPHOCTI
BUKOHABIIS (10 130-JIITTS 3 JHSI HAPOJDKEHHS TEHPIXA HEITAY3A)

YV emammi Oocniddceno po3eumox My3uuHO-6UKOHAGCHLKO20 Mucmeymea XX cmonimmsa @
KOHMEKCMI  302ANbHO20  KYIbMYPHO-NPOCGIMHUYBbKO20 — pYXy 6  Kpaini.  Oxapaxmepu3oeano
CMAHOBNIEHHS MY3UUHO20 UKOHAHHS, WO 8I000paXsCcae cheyiuiuni puct KOMRO3UMOPCbKOT MEOPHOCHIi
ma euKoHaecbko2o Mucmeymed. OxpecieHo YMO8U (OpMYSaHHI mMEOPHOI 060apoeHOCHI 8i00MO20
MYZUKAHMA-GUKOHABYSA ma My3ukanma-neoazoea I enpixa I'yemaeoeuua Hetieaysa. Buceimneni Oesaxi
neoazoziuni NPUHYUNL MUMYS, WO CPOPMYSANUCH 8 pOKU 11020 nedazoziunoi didienocmi y BH3.

Knarwuoei cnosa: mysuune eurxowawna, euxiaoay, [ 1. Heiieays, mysuxanm-neoazoz,
BUKOHABCHKA MATCMEPHICb.

Banentnna besukosa

MY3bIKAJIBHOE UCITIOJIHEHHUE KAK IMPOABJEHUE TBOPYECKOI'O
INOTEHHHMAJIA MACTEPCTBA UCITOJTHUTEJIA
(K 130-JIETUIO CO JHA POXIEHUSA TEHPUXA HEUT'AY3A)

B cmamve uccreoogano paszeumue My3wbIKANIbHO-UCNOTHUMEILCKO20 UCKYCCMBA Nepuood
XX cmonemuss 6 xoHmexcme 00wec0 KyJIbMypPHO-NPOCEEMUMENbCKO20 OBUINCEHUS 6 CMmpPaHe.
Oxapaxkmepu3zoeano  CMAHOGIEHUEe — MY3bIKAILHOSO — UCHOTHEHUs,  KOmopoe — Omobpacaem
cneyugpuueckue 4epmol KOMINOZUMOPCKO20 UCKYCCMBA U UCNOIHUMENbCKO20 Macmepemed. OQuepuervl
yenoeus  opMuposanus  meopHeckoil  0OAPeHHOCMU  U3BECMHO20  MY3bIKAHMA-UCNOIHUMENT U
myzvikanma-nedaeoza I'enpuxa Iycmasosuua Heieaysa. Oceelyenvl HekOmopwie neoaocudecKue
MNPUHYUNDL XYOOHCHUKA, KOMOPbIE CPOPMUPOBANUCH 8 200bl €20 Neda0SUYecKoll OeamelbHOCMU 6a
BV3.

Knrwuegoie cnoea: mysvikanonoe ucnoanenue, npenooasamens, 1. 1. Hetieays, my3vikanm-
neoaeoe, UCNOIHUMETbCKOE MACEPCIEO.

Valentina Belikova
MUSICAL PERFORMANCE AS A MANIFESTATION

OF THE CREATIVE POTENTIAL OF EXECUTOR’S MASTERY
(TO THE 130TH ANNIVERSARY OF THE BIRTH OF HENRYCH NEUHAUS)

The musical performance, due to which the musical composition presents to the audience in its

real sound, is the most important link in the system of various types of musical creativity. Musical
performance in its own way focuses on the manifestations of bright talented personalities of
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