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1l Yepxawuncoki yumanns

BCTYII

Hpyri “UepkamimHCBKI YUTaHHS BiJIOYBaIOTHCS B PIK TAK-
KHX BUIPOOyBaHb Juisl Beiei Ykpainu. BiliHa, siky Oarato uacy
ocTepiranucs, mpuinIIa i KpaiHa 3MyIlleHa BOIOBATH 1 YHHUTHU
cnpotuB. [ yepe3 10 micswiB Tepopy y Hac Bce OTHO BUPYE JKUTTS.
CeigueHHsM TOro € i “UepkammHchKi unTanHs” Yepes pik mics
CBOT'0 3aCHYBaHHS MDKHApOJHUI CUMIIO3iyM BiIOYBCS 3HOBY 1 3a-
OXOTHUB HAyKOBY CIUIBHOTY MY3HKO3HABIIiB 1 T€aTPO3HABIIIB 03BY-
YUTH 1 TPOTOBOPHUTH MpodiieMu “MucTrenTBa Kpu3 i kKaractpod” B
ICTOPUYHOMY KOHTEKCTI 1 B Cy4acHOCTI.

Ponpuna YepkammHux 3apxau Oyna mo cropony Caitna. Po-
MmaH OJekciiioBuY sik cripaBxHii “Boin Ceitia i JJoOpa” cBoro yacy
B MyOJIiYHOMY TIpocTOpi BUCTynuB Ha 3axucT Jlecs Kypbaca i mo-
TiM Jonomaras y peaGimiranii i Bmanysauni mutus. Moro apysxu-
Ha FOnis ®omina Oyna HeaminHuM “Jlunapem” tearpy “bepesins” i
OIMKyBayacsi My3e€M 3 apXiBamu Oepe3iblliB. Y HACTYyIHOMY TO-
KOJIiHHI Bxke ponuHa Yepkammuux-I'ybapeHKiB CTOSIN B aBaHTrap-
Ii ykpaiHchKoro MuctenTBa. Bitaniit ['ybapeHKo K KOMIIO3HTOD
OCMUCITIOBAB 1 MPOEKTYBAB PEabHICTh B MY3HUYHUX TBOpax, 3Mi-
HIOBaB 11 Ha Kpamie. Mapuna YepkamnHa-['ybapeHKo ik HayKOBellb
3aKpUBalia BEIUKY KUIbKICTh MPOTAIHH B yKPaiHCHKOMY MY3HKO3-
HaBCTBI.

Mapuna PomaniBHa YepkamuHa-I'ybapeHKO 3aBKIu ITiJl-
Tpumye Hairy Alma mater, XapKiBCbKHii yHIBEPCUTET MUCTEITB, 1
[IiICTaBJIsIE€ CBOE IIJIede B Takl BaXXKi yacu. Haima BasunicTh 1 — 1€
TEX MapKep MPOoeKTy “UepKammHCHKUX YUTAHB , 3aTI0YaTKOBAHUX
kadeaporo icTopii ykpaiHCBKOI Ta 3apyOiKHOT My3UKH, Ji€ TIPaIlto-
IOThb 11 BUIIyCKHUKHU.

binapHa ocHOBa CHMIIO3iyMy TeaTp i My3HKa MPUBAOIIOE HE
TIJIBKU JJ1st OOMiHY JyMKaM# a0o siK MO3KOBUHW LEHTP JJIS CBIXKUX
inedt. Pazom 3i cTyjaeHTamMu, acmipaHTaMM, BUKJIagadyaMu Ta FOCTsI-
MU € MOXJIMBICTb JOCIIAMTH MOETHAHHS PI3HUX (HOPM MHCTEIITBA,
SK PO3BUBAETHCS KYJNBTYpHUH nanamadT B YkpaiHi, SKi MOXIIHU-
BOCTI 3 I[bOT'0 BUILIMBAIOTH 1 [0 JJISI [IBOTO MOTPIOHO. “UepKarinH-



Mucmeymeso i mumyi 6 uacu Kpu3z ma kamacmpog

CbKi YMTaHHA~ 00’¢IHYIOTH HE TUIBKH HAYKOBLIB 3 Te€aTpajbHOI Ta
MY3UYHOI rasysi, ajie i 3 pisHux mict: Kuis, Kaynac, Ozneca, Pisne,
Cywmu, JIbBiB, Yepkacu.

3 mobOakaHHSIMU HACHATH 1 ILJTiTHOI POOOTH,

Haraunist OneriBua ['oBopyxiHa,

pexTopka XapKiBChKOI'0 HalllOHAJILHOTO YHIBEPCUTETY

mucrents imMeHi LI1. Kotaspercrkoro,

npogecopka, 3acTy>KeHHH AisT9 MUCTEUTB YKpaiHu,

KaHIuJaT MUCTELTBO3HABCTBA.

1l Yepxawuncoki yumanns

INTRODUCTION

1l Cherkashinsky Readings are held in a year of severe tri-
als for all of Ukraine. The war, which was feared for a long time,
has come and the country is forced to fight and resist. And after
10 months of terror, our lives are still raging. This is also evidenced
by the Cherkashinsky Readings. A year after its foundation, the in-
ternational symposium is held again and encourages the scientific
community of musicologists and theater experts to voice and talk
about the acute issues of “The Art of Crises and Catastrophes” in
the historical context and in the present.

The Cherkashin family has always been on the side of Light.
Roman Oleksiyovych, as a real “Warrior of Light and Goodness” of
his time, in the public space came to the defense of Les Kurbas and
later helped in the rehabilitation and honoring of the artist. His wife
Yuliya Fomina was the constant “Knight” of the “Berezil” theater
and took care of the museum and archives of the Berezil staff. In the
next generation, the Cherkashin-Hubarenko family was at the fore-
front of Ukrainian art. Vitaliy Hubarenko as a composer interpreted
and projected reality in musical works, changing it for the better.
Maryna Cherkashina-Hubarenko as a scientist filled a large number
of gaps in Ukrainian musicology.

Maryna Romanivna Cherkashina-Hubarenko always sup-
ports our Alma mater, Kharkiv University of Arts, and gives a
hand in such difficult times. Our gratitude to her is also a marker
of the Cherkashinsky Readings project, initiated by the Depart-
ment of Ukrainian and Foreign Music History, where her gradu-
ates work.

The binary basis of the symposium, theater and music, at-
tracts not only for the exchange of ideas or as a think tank for
fresh ideas. Together with students, PhD students, teachers and
guests, there is an opportunity to explore the combination of
different forms of art, how the cultural landscape in Ukraine is
developing, what opportunities arise from this and what is need-
ed for this. Cherkashinsky Readings unite not only researchers

— 13—
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from theater and music fields, but also from different cities: Kyiv,
Kaunas, Odesa, Rivne, Sumy, Lviv, Cherkasy.

Best wishes of success and fruitful work,

Nataliia Olehivna Govorukhina,

Rector of I.P. Kotlyarevsky Kharkiv

National University of Arts,

Honored Art Worker of Ukraine,

Professor, PhD in Art Studies

1l Yepxawuncoki yumanns

IHTPO IIEPLIIE

Yeprawuna-1'yoapenxo Mapuna Pomaniena
00KMOPKA MUCMEYMBO3HABCMBA, Npoghecopka Kagpedpu
icmopii céimosoi myszuxku Hayionanvnoi my3uunoi akaoemii
Yxpainu imeni I1. 1. Yatikoscvkozo, akademix Axademii mucmeyme
Yxpainu, (Kuis, Ykpaina) e-mail: gubaresha@ukr.net
ORCID 0000-0003-4931-4652

OINEPHE MUCTELTBO B IIEPEJYYTTI
MAMBYTHIX KATACTPO®

Karouosi caoBa: onepa XX cmonimms; icmopuuna onepa;
meopuicme E.Kpoicenexa.

BrnactuBuil niteparypi, My3HUHOMY MHUCTENTBY 1 Te€aTpajb-
Hill cueHi Aap nepeadaueHHs CyTTEBO IMiJICHIIIOETHCS B OTIEPHOMY
TeaTpi 3aBASIKM HOTO CHHTETHYHIW MpHpoAi. MoXHa MpOJeMOH-
CTPYBaTH JiI0 Li€l pHCH HA MIPHUKJIAIaX JBOX ONEPHUX TBOPIB, OAHH
3 SIKMX 3’SIBUBCs HanepenogHi [lepioi, apyruii — HE3aJ0Bro a0
Hpyroi ceitopoi BiliHu. IlikaBo, 1o i3 3a0yTTsa OOMABI onepu Bij-
POAMIINCS BXKE HANIEpENOHI IpaMaTUYHHX IO/l HAIIIOTO Yacy.

Himeupkuit komnosurop Pyni lltedan (1987-1915) cras con-
JIaTOM i 3aTHHYB Ha (PPOHTI, KO HOMY BHIIOBHHIIOCS JIUIIIE 28 POKIB.
Cgoto eauny onepy “Ilepuri iaroqu” Ha midpeto OtTo BopHrpedepa
BIH BCTHUT 3aBEPIIUTH JI0 TOTO, K ONMUHUBCA Ha (POHTI, OJHAK I10-
CTaHOBKH Ti Bke HE 1I00a4YKB. B OCHOBY CHOXKETY TYT MOKJIAJACHO OPH-
riHaBHO TpakTOBaHy Oi0NiiHY OMoBiIs Mpo Anama i €By Ta mpo
mepie Ha 3eMili OpaToBOMBCTBO. SIK IMPOKOMEHTYBaB BHOIp Takoi
TEMH B KOMEHTapi 70 cydacHoro 3amucy onepu Jens de Vleminck,
“BOMBCTBO CaMoO IO CO0l € “TIEPBHHHOI0 CIICHOIO”, 5IKa HATSIKAE Ha
xapakrep Jitojchkoi arpecii. Lei BuOyXx HacuiabcTBa € GaKTOM IO~
CTBa 1 K TaKul{ 3HAMEHYE IOYATOK JIFOACHKOI KyiasTypu” (Jens de
Vleminck “In the beginning was a crime”. (Ilepiium OyB 3710491H).

IToxmameHa B OCHOBY OIEpH ‘‘©pOTHYHA TaeEMHHYA I'eca’
Otto Bopurpebepa “Die ersten Menschen” crBoproBanacs mpo-
TiroM 1908—1909 pp. Bepninceka npem’epa BUKJIHKaNa CKaHAAM i

— 15—
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3aTSHKHUM KOHQUIIKT MiX IpaMaTyprom Ta meHzopamu. Ilucemen-
HUKY CTaBUJIM B IPOBHHY HEMPUCTOWHI HATAKH Ha CEKCYaJIbHICTD 1
pEeBHOILI SIK MOTHBaIito 6i0miitHOro 6paroBOuBCTBa. [licis mocra-
HOBKHM B MronxeHi 1 numas 1912 p. m’ecy-mictepito boparpebepa
OyJio 3a00poHeHo 1o Beili baBapii.

Onepuomy TBOpy Pyni IllTedana BaacTuBa 4iTKiCTh KOHTY-
PiB IpaMaTHYHOTO CIOXKETY 1 AICHICTh My3W4YHOI KoHLenuii. L{pomy
crpusie 0OMEXEHICTh YHCIa YYaCHUKIB JIMILIE YOTHPMa 0COOaMH.
e Anam, €Ba i gBo€ ixHiX cuHiB — Kain Ta ABenb. My3uuHa Oy-
JI0OBa OCHOBaHAa Ha KOHTPACTHUX 3ICTABJICHHSIX 1 Ha PO3BHTKY Ta
B32€MOJI1 YOTUPHOX JEUTMOTHUBIB, SIKi XapaKTEPU3YIOTh YHOTUPHOX
MEPCOHAXIB Ta IXHI MPOBIAHI MPUCTPACTI.

KosxeH 3 repoiB 3aHypeHUl y BIaCHHI CTaH 1 BIacHe KOJO
OakaHb Ta mparHeHb. B Axama Ha mepinomy miaHi 4onoBiua Ai-
noBa akTuBHICcTH (“Crioyatky Oyio aino”). Bin noxiOuuit no Oora-
JIemiypra, 3aifHsATOr0o BayKJIMBUMH CIIpaBaMH 1 BiAOBi JaIbHOTO 32
3arajibHUH MOPsIOK CBITOYyCcTpor. 3rigHo 3 Teopieto K. FOura, Bin
MIOBHICTIO KEPYETHCSI CBITOMUM DPalliOHAJIBHUM HayajoM, i [e Io-
30aBysie fioro iHTYyinii. Anam cTae HiOM CUMBOJIOM Cy4YacHOI IIUBi-
mizanii 3 11 mparMaTHYHUM MO3UTUBICTCHKUM MHCIICHHSIM.

Ha nporuBary usomy ioro apyxxuna Xasa (€Ba) BTIJIIO€ Uu-
CTO ’KiHOYi BJIACTHBOCTI, MPAarHeHHs A0 J00O0BI i MATEPUHCTBA, 10
koMopTy 1 kpacu. Bona epoTuuHO nMpUBaOIUBA, CIYyXAETHCS I0-
pHUBaHB CBOT'O CEepLs, TOOTO KEPYETHCS Y CBOIX JisIX KOPAOLEHTPH3-
MoM. KoHTpacT nBOX iXHIX CHMHIB 0a3yeTbcs Ha MPOTUCTABICHHI
JyXOBHOTO — MaTepiaJbHOTO, cakpaibHoro — npoganHoro. [Ipo-
cBiTneHuil i HaTxHeHHUH [1labenp (ABenb) € BTiEHHSM MiCTHYHO-
T'O OCSATHEHHS BHIIUX ICTHH. Y CIIJIKYBaHHI 3 TBAPHHHHUM CBITOM
BiH BiIKpHBa€ MOTHB EePTBONPUHECEHHS 1 3aMajIlo€ CBOiX OaTbKiB
pENiriiHUM ekcTa3oM. Y JIOJACHKIH CHINBHOTI BiH BTLNIOE BipYy B
MECIaHCTBO, B iICHYBaHHS LJISXY, SIKUH Bese JTIOACTBO /0 LapcTBa
npasnau, n00pa, copaBeqnuBocTi. Lle Moxke OyTH 1 XpHUCTHUSHCHKE
TUCSYOJIITHE IAPCTBO boxe, i KOMyHICTUYHUHN paid, 1 BTiNEHHS
amepuKaHCchKoi Mpii. OgHAaK i3 caMOro MmovarKy ISl JOCSATHEHHS
KOKHOI TaKoi MeTH MOTPiOHi KEPTBH 1 )KEPTBOIPHHECEHHSI.
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VY BcboMy nmpoTuiiexkHUl OpaToBi HenpocBiTinenuil Kain. Bin
BH3HAE JIMIIE BIACHI IHCTUHKTH 1 Oa’kaHHS, IparHe 4YyTTEBOTO 3a-
JOBOJICHHSI, SIKE 1aCTh HOMY BiA4yTTs BOJONAPIOBAHHS 1 MIEPILOCTI.
Bin oOninenwuii yBaroo i 11000B’10 0aTbKiB Ta KEPYEThCA y CBOIX
BYMHKAX CIIMOI0 BOJICIO, TaKkow, K ii omucyBaB Aptyp lllonen-
rayep. Lls Bonst € yocobneHHsIM pyiHIBHOTO Hadaja, 60 00’eKToM
CeKcyaJbHHX Tocsranb KaiHa cTae MaTeprHCHKE JIOHO, IKEPEo, 3
SKOTO BUMIIOB BiH caM. Lle cTBOpIoe momToBX 1151 pyHHYBaHHS Ci-
MeHHOro Ccoro3y i 3niiicheHoro Kainom BOMBcTBa Opara. BOMBCTBO
MpaBegHOrO ABeJsl TPAKTOBAHO SIK IIe OIHE KEPTBOIPHHECCHHS
MICJIsI TIePIIOi JKEPTBH, TiJla HEBUHHOTO SITHSTH B PUTYalbHIN cle-
Hi HAPUKIHII nepuoro akty. Onepy 0yj10 CTBOPEHO Hamepeao Hi
[epmoi cBiToBOi BiliHU, Ha sikili 3aruHyB conaar 10-i HiMenbKoi
apwmii, komnosutop Pyni lltedan.

VY JIOUifBHICTD YHCIIEHHUX JKEPTBONPUHECEHb HA ONTap Bi-
WHU Ha i OYaTKy BipuJin HiMELbKi ypa-naTpioTH. LLloBiHicTHYHMIHA
yaJi OyB MpUTaMaHHUM 1 KpalHaM IPOTHIIEXKHOT0 Tabopy. JlrogpMu
OLJIBII TAJICKOTIISITHUMU 115 BiliHA cripuiiMaiacs ik OpaToBOMBUMIA
3JI04UH. A micist i 3aBepIIeHHS 1 YMCIEHHUX BTPaT 3 000X CTOpiH
Hosa €Bpona, HapomkeHHs siKOi nepeadayanocst GpiHaaoM omepu,
BUSABHJIACS 30BCIM HE CX0XKOIO HA ONTHMICTUYHI O4iKyBaHHSI.

Konu Han €Bponoro HaBuciu 370BicHI xMapu 1 B Himewyun-
Hi MpUiIIoB A0 Biaau [iTiep, repoeM Ie OXHOTO OMEPHOTrO TBOPY,
HapOI)KEHOTO B TEPEIIOMHUI KPH30BHH MOMEHT, CTaB MOTYTHil
npaBuTesb kKopoib Kapn V. CTBOpeHHS €IMHOI XPUCTUSHCHKOI Jep-
JKaBH, sika 0 00’¢HANA OUIBIIICTH €BPONECHCHKUX KpaiH 1 KOPIOHU
K01 BUXOAMIH O 32 MeXi €BpOIH, CTAJI0 MPI€l0 1 MPaKTUYHOIO 3a-
Ja4yero IbOro KOpOJsl, KUK yBIMIIOB B icTOpit0 K “0aTbko €Bpo-
nu”’. Bin MaB 3ami3Hy BOJIO, HE3IAMHHUI XapaKTep, IPUMHOXKYBAaB 1
3MILIHIOBAB CBOIO BJIajy, 10Jar04M Bci mepenoHu. OnHak 3a Ba po-
KM JI0 CMEPTI 3piKcsl BCbOTO 1 B MOHACTHPCHKIil THILI MOYYB TOJIOC
Bora, sikuii 3akMKaB MEPErISIHYTH CBOE JKUTTS, IEPE BiAXOIOM Y
BIYHICTH cITpoOyBaTH 3pO3yMiTH, YOMY HOro BHCOKa MeTa i Oiaro-
POZHI HaMipu TEPIiIM Kpax Ta KOLITYBaJH JIOACTBY KPHUBAaBUX Ka-
TacTpod.

— 17—
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ABTOpOM orepu OyB aBcTpilicbkuii kommo3utop Epuer Kpike-
Hek. JKuByun y BinHi, BiH 3aXONMBCS TOrOYaCHUMU aBaHTApAHUMHU
TEUisIMH 1 CTaB BUBUaTH HOBOCTBOpEHY HozeKadoHHY cuctemy. Pa-
30M 3 A. lllenGeprom Ta iioro yunsmu E. Kpxenek OyB 3aHeceHUi
igeogoramu TpeTboro peixy A0 CHHCKY HeOnaroHaaiiHUX aBTO-
piB, MY3HUKY SIKUX 3a00poHsutocs BuKkoHyBaTH B Himeuuuni. Tomy i
IpeM’epa BKpaii akTyaJIbHOI Ha Ti 4acu OIepH, A0 TOrO K HAIKUCaHOI B
nonexadoHHii maHepi, BinOynacs 22 yepBHs 1938 p. B [Ipasi, Bxe mic-
7151 emirpanii camoro aBTopa g0 Cnomyuenux IlItaris. IBuako micns
poro novanacs Jpyra cirosa BiiiHa, i TBip Ha TOBTUi 4ac 3a0yJIH.

BignoBnenns “Kapna V” Ha cueni baBapcpkoi nep:kaBHOT
ornepr B MIOHXEHi 1 11 BKJIFOYEHHS 10 TPOTrPaMu JIITHBOT'O OTIEPHOTO
(dectuBanro 2019 p. cTano ceHCAIiHO TOMIE0 HE JIUIIE 3aBISKH
ikaBo MOOYJOBAaHOMY CIOXKETY (aBTOp JiOpeTo cam KOMIO3UTOD) i
ACKpaBiii My3uLli. birckyya BucTaBa crionyyvaia eCTeTU4HI TPUHIIH-
M enivyHoro tearpy bepronpaa bpexTa 3 pucamu sickpaBoro BHAO-
BUILA, TOOYZOBaHOTO HA BUKOPUCTAaHHI Cy4acHUX MeNiiHUX 3ac00iB.
IlocTaHOBKY 3AiliCHMB YYacCHHK BiZIOMOi KaTaloHCBKOI rpynu Dypa
nensc bayc Kapaym IManpicca y cmiBmpari 3 aBTOpoM AeKopamiil i
KOCTIOMIB, BUJATHOIO ICHAHCHKOIO XymoxkHuier Jlitoro KaGemtor.
Bona npariroe 3 pisHUMH TeXHIKaMH, MaJIIO€ BETUKi OJIOTHA MACIIOM,
pOOUTH CKYNBOTYpPH, 3aliMaeThest (oTorpadiero 1 BizyadbHUMH Bi-
pIIaMH Ta BiJEONPOEKTaMHU. Y peaizalii CKJIaJHOTO 3a1yMy TaKOX
y3sJ1a y4acTh LiJa rpyIa MaliCTpiB Cy4acHUX MeaiaTexHoiorii. Kpim
3HaYHOI KiJILKOCTI NIHOBHMX OCi0 1 yuacTi Xopy, y BUCTaBi Jii€ po3raiy-
KEHUH MiMaHC, 32 JJOIIOMOT'OI0 SIKOTO CTBOPIOIOTBCSI CBOEPIIHI pyX-
JMBI JieKopalii, KapTUHH, SKi OKUBAIOTh Ha o4yax. DaHTaCTUYHHUN
CLIEHIYHHH TPOCTIp MOCTIHHO TpaHCHOPMYETHCS, TTOTTUONIOETHCA 1
POBILIMPIOETHCS IIJISIXOM I3€pKajbHUX BimoOpakeHb. BUHUKAIOTH
aJIro3ii Ha KApTUHH 1 PPEecKr BETUKUX MAHCTPiB MUHYJIOTO. Y SIKHICH
MOMEHT BOJIa 3aJIMBA€E CLIEHY, TOKPHUBLIH i1 TOHKMM IIApOM.

Maiictepae cueHorpadiuyHe pilleHHs A03BOJIAE CIpHUiiMa-
TH 3MICT TBOPY, [isl IKOTO PO3TOPTAETHCS B Pi3HI YacH i B pi3HUX
reorpagiunux toukax. [lo30aBneHuii Baanu crapuii Koposb (naH-
cekuil 6aputoH bo CkoByc) OmsITHEHHMH y AMBOBM)KHHH KOCTIOM,
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MOB’13aHMM 3 00pa3oM vacy i ioro cumBomikor. Koponb crosina-
€TBHCSI MOJIOZIOMY MOHAXYy, 3TaAyI0ud HaiiO1IbII 3HaYH1 O CBOTO
KUTTS. 3’BISAIOTHCS TMOCTATi Pi3HUX ICTOPUYHHUX 0CI0, 3 SIKUMU
3Boamia oro moind. Illle ogHUM BaXXKJIMBUM CHMBOJIOM CTa€ SOTYKO
y BHIJISIAI MalIeHBKOTO Ipo30poro riodycy. Bike B mepmomy emi-
3041 — 3ycTpiui toHoro Kapia 3 mMatip’to, icIaHCEKOK KOPOJIEBOIO
Xyanoro 0oxesinbHOIO (Okka ¢on nen Jamepay), BiH oaepKye Bix
Hel 10J1yKo, ycepearHi skoro 6a4uTh 4eps’sika. Lle HaTsak Ha Te, 110
BOpOru OyayTh cepel HOro OTOUYEHHsL.

TexHIYHO CKJIaAHY Cy4YacHy MapTUTYypy ONEpu TOCKOHAJIO iH-
TEpIpeTyBalu aMepuKkaHCbkUil nupureHT Epik Hinbcen i opkecTp
BaBapcekoi onepu. Yci BUKOHaBILI HE JIMIIE BIIEBHEHO BIIOPAJIHCS
3 HE3BUYHUM BOKAJIBHUM CTHJIEM, ajle i CTBOPUJIIM SICKPaBi aKTop-
cbKi 00pa3u. OcoOIMBO 3amamM’sITaINCS IPUCTPACHHUH ITPOMOBIIHUK
Maprin Jliotep — Mixaens Kpayc, rpoTeckHa mocrars JyKaBOro
Bopora Kapna, ¢ppanmysskoro xopons @pannucka 1 (Bonsdranr
Abninrep-Cneppake). Ha ¢hoHi akTHBHOT TWHAMIKHM MOHTaKHOI 3Mi-
HU KOHTPAaCTHUX €Mi30/iB OCTPiBLEM MPOHHUKIUBOI JiPUKH BUTIIS-
Jae cueHa cMepTi apyxxuHu Kapna [3a6ennu (Anna IlIBaneBinkC).

Maryna Cherkashyna-Hubarenko
Dr. in Art Studies, Professor, at the Department of World Music
History, P. I. Tchaikovsky National Music Academy of Ukraine,
Academician at the Academy of Arts of Ukraine
e-mail gubaresha@ukr.net
ORCID 0000-0003-4931-4652

OPERA ART IN ANTICIPATION OF FUTURE
CATASTROPHES

Key words: opera of the 20th century, historical opera; the
work of E. Krzhenek.

The gift of foreseeing, inherent to literature, music and theat-
er stage, is getting more enhanced in the opera theater due to its syn-
thetic nature. The effect of this feature can be demonstrated on the

— 19—



Mucmeymeso i mumyi 6 uacu Kpu3z ma kamacmpog

examples of two opera works, one of which was created on the eve
of the World War I, the other — before the start of the World War II.
It is interesting that both operas were revived from oblivion just on
the eve of the dramatic events of our time.

The German composer Rudi Stephan (1987-1915) became a
soldier and died at the front when he was only 28 years old. He man-
aged to finish his only opera “The First Humans” to the libretto by
Otto Borngraber before ending up at the front, but he never saw it
being staged. The plot is based on an originally interpreted biblical
story about Adam and Eve and the first fratricide on earth. As com-
mented on the choice of such topic Jens de Vleminck, talking about
modern record of the opera, “murder in itself is a “primary scene”
that hints at the nature of human aggression. This explosion of vio-
lence is a fact of humanity and as such it marks the beginning of
human culture” (“Jens de Vleminck. In the beginning was a crime”).
The “erotic mystery” by Otto Borngréber “Die ersten Menschen”,
which is the opera based on, was created during 1908-1909. The
Berlin premiere caused a scandal and a protracted conflict between
the playwright and the censors. The writer was blamed for obscene
hints about sexuality and jealousy as the motivation for biblical frat-
ricide. After its production in Munich on July 1, 1912, Borngriber’s
mystery play was banned throughout Bavaria.

Rudy Stefan’s opera is characterized by the clarity of the con-
tours of the dramatic plot and the clarity of the musical concept.
This is facilitated by the limitation of the number of participants to
only four people. These are Adam, Eve and their two sons Cain and
Abel. The musical structure is based on contrasting juxtapositions
and on the development and interaction of four leitmotifs that char-
acterize the four characters and their leading passions.

Each of the heroes is immersed in his own state and his own
circle of desires and aspirations. Adam has male business activity in
the foreground (“In the beginning there was business”). He is simi-
lar to the god-demiurg, busy with important matters and responsible
for the general order of the world system. According to K. Jung’s
theory, he is completely guided by the conscious rational principle,
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and this deprives him of intuition. Adam becomes a symbol of mod-
ern civilization with its pragmatic positivist thinking.

On the contrary, his wife Chawa (Eve) embodies purely femi-
nine qualities, the desire for love and motherhood, for comfort and
beauty. She is erotically attractive, obeys the impulses of her heart,
that is, she is guided in her actions by cordocentrism. The contrast
between their two sons is based on the contrast between the spiritu-
al and the material, the sacred and the profane. Enlightened and in-
spired Chabel (Abel) is the embodiment of mystical understanding
of higher truths. In communication with the animal world, he dis-
covers the motive of sacrifice and ignites his parents with religious
ecstasy. In the human community he embodies faith in messian-
ism, in the existence of a path that leads humanity to the kingdom
of truth, goodness and justice. It can be a Christian thousand-year
kingdom of God, a communist paradise, and the embodiment of the
American dream. However, from the very beginning, the achieve-
ment of each such goal requires sacrifice.

The unenlightened Kajin (Cain) is the opposite of his brother
in everything. He recognizes only his own instincts and desires,
seeks sensual pleasure, which will give him a sense of mastery and
primacy. He is deprived of the attention and love of his parents and
is guided in his actions by a blind will, described by Arthur Scho-
penhauer. This will is the personification of the destructive principle,
because the object of Kajin’s sexual abuse is the mother’s womb, the
source from which he himself emerged. This creates an impetus for
the destruction of the family union and Kajin’s murder of his brother.
The killing of the righteous Abel is interpreted as another sacrifice
after the first one, the body of an innocent lamb in the ritual scene
at the end of the first act. The opera was created on the eve of the
First World War, in which composer Rudi Stephan, a soldier of the
10th German Army, died. In the expediency of numerous sacrifices
on the altar of war, at its beginning, German patriots believed. Chau-
vinistic chad was also characteristic of the countries of the opposite
camp. More far-sighted people perceived this war as a fratricidal
crime. And after its completion and numerous losses on both sides,
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the New Europe, the birth of which was predicted by the finale of the
opera, turned out to be nothing like optimistic expectations.

When ominous clouds hung over Europe and Hitler came to
power in Germany, the hero of another opera, that was created at
a turning point of crisis, became a powerful ruler, King Charles V.
The creation of a single Christian state that would unite most Eu-
ropean countries and whose borders would lie beyond the borders
of Europe, became the dream and practical task of this king, who
went down in history as the “father of Europe”. He had an iron will,
an indomitable character, multiplied and strengthened his power,
overcoming all obstacles. However, two years before his death, he
renounced everything and in the silence of the monastery heard the
voice of God, who called him to reconsider his life, before leaving
for eternity, to try to understand why his high goal and noble inten-
tions failed and cost humanity bloody disasters.

The author of the opera was the Austrian composer Ernst
Krenek. While living in Vienna, he was fascinated by the contem-
porary avant-garde trends and began to study the newly created do-
decaphonic system. Together with A. Schoenberg and his students,
E. Krenek was listed by the ideologues of the Third Reich in the list of
undesirable composers whose music was forbidden to be performed
in Germany. That is why the premiere of the opera, which was ex-
tremely relevant at the time, moreover, written in a dodecaphonic
manner, took place on June 22, 1938 in Prague, already after the au-
thor himself had emigrated to the United States. Soon after that, the
Second World War began and the work was forgotten for a long time.

The revival of “Karl V” on the stage of the Bavarian State
Opera in Munich and its inclusion in the program of the summer
opera festival in 2019 became a sensational event not only due to
the interestingly constructed plot (the author of the libretto is the
composer himself) and bright music. The brilliant performance
combined the aesthetic principles of Bertolt Brecht’s epic theater
with the features of a bright spectacle built on the use of modern
media. The production was carried out by Carlus Padrissa, a mem-
ber of the famous Catalan group Fura dels Baus, in collaboration
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with the author of scenery and costumes, the outstanding Spanish
artist Lita Cabellut. She works with various techniques, paints large
oil canvases, makes sculptures, engages in photography, visual po-
ems and video projects. A whole group of masters of modern media
technologies took part in the implementation of the complex idea.
In addition to a significant number of actors and the participation of
the choir, the play has a branched mimance, which creates unique
moving scenery, paintings that come to life before your eyes. The
fantastic stage space is constantly transformed, deepened and ex-
panded through mirror reflections. There are allusions to the paint-
ings and frescoes of the great masters of the past. At one point water
floods the stage, which remains covered with a thin layer of it.

A masterful scenographic solution allows you to perceive the
content of the work, the action of which unfolds in different times
and in different geographical points. Deprived of power, the old king
(Danish baritone Bo Skovhus) is dressed in an amazing costume as-
sociated with the image of the time and its symbolism. He confesses
to a young monk, recalling the most significant events of his life. The
figures of various historical figures with whom his fate brought him
together appear. Another important symbol is an apple in the form of
a small transparent globe. Already in the first episode — the meeting of
young Karl with his mother, the Spanish Queen Joanna the Mad (Ok-
ka von der Damerau), he receives from her an apple, in the middle of
which he sees a worm. This is a hint that enemies will be around him.

The technically complex modern score of the opera was per-
fectly interpreted by the American conductor Erik Nielsen and the
orchestra of the Bavarian Opera. All performers not only freely
coped with an unusual vocal style, but also created bright acting
images. Especially memorable was the passionate preacher Martin
Luther — Michael Kraus, the grotesque figure of Karl’s cunning en-
emy, the French king Francis I (Wolfgang Ablinger-Sperrhacke). On
the background of the active dynamics of the montage change of
contrasting episodes, the scene of the death of Carl’s wife Isabella
(Anne Schwanewilms) looked like a patch of insightful lyricism.

Translated by Anhelina Mamona
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POJIb POMAHA YEPKAIINHA
Y ®OPMYBAHHI BITYU3HSAHOI'O
KYPBACO3HABCTBA

Knrwowuosi cnosa: Jleco Kypoac, Teamp ‘“Bepesinv”, Poman
Yepkawiun, Kypoaco3Hagcmeo, YKPaiHCoKuil meamp.

Teopuicts P.O. Uepkamuna Oynia HaJ3BUYaiHO TUTITHOIO Ta
OararorpanHolo. B icTopito ykpaiHChKOTO TeaTpy BiH YBIHIIOB HE
TUIBKU SIK TAJIAHOBUTHH aKTOp, PEXKHCEP, MaNWCTEp XYA0KHBOTO
YUTaHHSA, IEAATor, aje i SIK OOMH 3 HaWOIIBII MOCTIOBHUX 3aXHC-
HUKIB Ta, CKa3aTu 0, MponaraHJucTiB TBOPUOI JisSIIBHOCTI 1 HAyKO-
Bo-TeopeTuyHoOi crianmuuan Jlecs Kypbaca.

CBoi crioraiu-po3ayMu, a sSiK Ha Hall TOTJs], TIHOOKe Tea-
TpO3HaBYe JociikeHHs “Mu Oepesinbui” Poman Uepkamme pos-
[MIOYMHAE 313HAHHAM: “Y MOJOAOCTI MEHI ITOTAJIAHUIIO HA BUUTEIIB.
Hepwium ceoim eenuxum yuumenem s 6gaxcas 1 esaxcaio Jlecs
Kypbaca. BenuuesHne BpakeHHS HA MEHE — BiCIMHAIS TUIIITHEOTO
MpOBiHIliaNa — cripaBuiia Buctasa “Tainamaku”, modauena y Kuesi
HaBecHi 1924 poky” (8, c.13); “IlobGayeHe Ha clieHI MEHE MPHUTOJIO-
MIITUJIO0, IOTPSCIIO, Bpa3uio i 3axonuio” (8, ¢. 18). 11i mepiri Bpa-
KEHHS, K BUSBHJIOCS, CTAJIM BU3HAYAIBHUMH B KUTTI i TBOPYOCTI
MaiiOyTHBOTO MUTIIS, 1 BiKe 4epe3 pik BiH BCTynuB 10 KuiBchkoro
MY3UYHO-IpaMaTHYHOrO iIHCTUTYTY iM. M. B. JIucenka. HacrtaBHu-
KaMH 31 CIICHIYHOro MUcTenTBa cranu yuHi Jlecs KypOaca — 'nat
IrnaToBuy ta bopuc TarHo.

1928 poky, miciasi KOpOTKOYacHOro HapyaHHS Ha J[Ipama-
THYHUX Kypcax npu Tearpi-ctyaii FOpist 3aBagcekoro B MockBi,
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P. Yepkammu Tta Horo apyxwuna 0. domiHa CTalOTh akTOpaMu
ompisiHoro Tearpy “bepesinp’.

Ycboro m’sITh POKiB MpamioBaB MOJIOAWKA MHUTELb Mix Oe3mo-
cepennim kepiBHULTBOM Jlecs Kypbaca, Ta nporo Buctauuso, uobd
Poman 3pobuBcst mepekoHaHUM OepesiibleM, — SK HiAKPECTIOBaB
cam P. Uepkamuh, — “minHo 1 HazaBxau” (8, c. 33). Bucrauwmo,
o6 mopsy i3 Oiabl JOCBigUeHMMH akTopamu 1. Map’sHeHKOM Ta
b. banabanom ctatu Ha 3axucT Buunrens, sk Ha Ti yacu Oe3 mepe-
OiNBIIEHHS! PU3UKYIOUU CBOIM XKUTTAM. ChOrOfHI, MEPEUUTYIOUN
cTeHorpamy 3acizanns Haponnoro Kowmicapiary ocsitn YPCP Bin
5 xoBTHsA 1933 poky, nepexkoHyemics, M0 MOJOAUM aKkTop, SIKOMY
OyJi0 ABanUATH CiM POKiB, HE TIIBKH HE MOOOSBCS MPOTHUCTOSITH
1iid po3mpasi, asie i cnpoOyBaB yrojoc MpoaHaji3yBaTH CUTYALIo,
MPOTUCTABUTH O€3rTy3IuM OOBHHYBaueHHSM Joriky. BiH cminu-
BO 3asBJIS€E, IO HE MOTOJKY€EThCA 3 “NEIKMMHU TOBAapHIIaMH, 30-
KpeMa i3 41 He HAHTOJIOBHIIINM Ta HAaWBILIMBOBILINM OIIOHEHTOM
Jlecs Kypbaca [BaHoM MHUKHTEHKOM, TiAKPECIIOE aJOTi3M 3HATTS
3 mocaau JI. Kypbaca: “SIkuM 4MHOM MOTJIO YyTBOPUTHCS CTaHOBU-
11e, 10 iCHY€e KePiBHUK TEaTPy 31 CBOEIO JIIHIEK HEBIpHOMO <...> i
MOPYY 3 UM iCHY€ KOJIEKTUB, AKUH <...> NpUHAHMHI OJa€ BEIHKI
Haxii” (3, c. 567).

Bincrororoun nymky, mo “bepesiny’ He Moxe icHyBatu 0e3
JI. Kypbaca (60 inakue nepectae 0ytu “bepesonem”), P. Uepkamun
BCTyNa€ B MOJEMiKy He TinbkH 3 I. MUKHUTEHKOM, a i 3 MHUChMEH-
nukoMm O. KomuieHkoM, i3 JiTepaTypHHUM KPUTHKOM BYJIbIapHO-
couionorivHoro Hanpsmy, wienom konerii HKO YPCP, ognum i3
kepiBaukiB BYCIIII C. lllynmakoM i HaBiTh i3 TOJIOBOIO 3aciiaH-
HA — 3actynHukoM Hapkoma ocsitu YPCP A. XBuner. OnoneHTH
CTBEPIKYIOTh, 0 TeaTp “bepesiny’ Geznepeuno “xBopwmii” i oco-
0nMBO sICKpaBo 110 XBopoOy mokaszas ToB. Yepkammu” (3, c. 569).
A. XBuis HazuBae npomoBy P. Uepkammua “Tpariunor”, a Horo
camoro ‘“xkeptBoto”’ mepekoHanb JI. Kypbaca, sskumu Tod “obrmmy-
TaB” BCiX aKTOpiB <...>, “00BOpokUB BCix Bac” (3, c. 581, 583).

YV KOHTEKCTI TEMH HAIIOI TOIOBIAl BaXKJIMBO BiA3HAYHUTH, IO
BucTyn P. Yepkammnaa MaB He IPOCTO EMOLIMHUNA XapakTep, — 3a-
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XMILA4Yu BunTtens, akTop HamMaraBcsl HaBiTh y Wil ApamMaTU4Hil
cUTYyalii mpoaHallizyBaTH, oOrpyHTyBaTH TBopuuii meron “bepe-
30518” Ta HOrO MPOBIAHY POJIb Y TeaTpaJbHOMY Ipoleci YKpaiHu.
[Ipote nons Jlecs Kypbaca Bxxe Oyna Hanepen BU3HAYCHA.

[Ticnst apemTy BUAATHOTO peKUcepa aKTHBHE OCMUCIICHHS
HOro MUCTEUBKHUX MPUHIIMIIIB, IO po3noyanocs e B 20-Ti pokw,
OyJo MpUNHHEHE, Y BCIKOMY pasi — myoniuno. OgHak #oro TBop-
YUl METO[, YYEHHsI MPOJOBKYBAJIN KUTH Y CLHEHIYHIN MpakTHii
Ta MeJaroriyHiil misnmeHoOcTi yuHiB: B. Bacunbka, JI. lyOoBuka,
b. Tarma, M. Kpymensaumskoro, B. Uuctsxosoi, WM. Tiprsxka,
J1. Bnacroka i, 3Buy4aiino, P. UepkamuHa.

PeaGinitauis Jlecst KypOaca BigOyBasacs B IeKifbKa eTariB
npoTsiroM 1955 — movatky 1957 pokiB i, BpewrTi, pilieHHIM Xap-
KiBChKOTO 00nacHOro cyay Bin 19 kBitHs 1957 poky crpaBy Oyio
MPUITUHEHO Yepe3 HeJOBECHICTh cKiany 3i10unHy (1, c. 585).

L{poMy, O4YEBUAHO, SKOIOCH MIpOIO CIIPHSUIH CBiA4YEHHS Tpy-
Y TPOBIAHUX MUTLIB XapkiBcbkoro Tearpy iM. T. llleBuenka, y
tomy uncni i P. Uepkamuna ta J|. Brnacroka, aKi Ha TO MOMEHT
IpaLoBaId BXKe B XapKiBCbKOMY JIEPKaBHOMY TeaTpajibHOMY iH-
ctutyTi. Jlo Hac nidnum oi 6e3uinHi BigomocTi, 1 2016 poky ix omy-
OJiKyBaJ0 BUJABHUIITBO “CMoNIOCKUI”.

VYci 6e3 BUHATKY YYacHUKH TPYNH, KOJHIIHI y4HI Ta co-
parauku Jlecs Kypbaca — JI. Cepatok, P. Uepkamun, J[. Brnacioxk,
I. Map’snenxko, J[. AntoHoBuY-bynsko, JI. Kpunumeka, M. Bep-
XalbKUI — OLTBIIOK YM MEHIIIOK MipOK BiJIJIAa0YU TAHUHY 4Yaco-
Bi, CTBEPIKYIOTh Oe3miacTaBHiCTh 3BHHYBadeHb Jlecs Kypbaca ta
HeoOXigHIicTh ioro peabimitaunii. “A nepexonanwuii, — mume P. Yep-
KalliH, — o oOBHHYBaueHHs1 KypOaca y KOHTpPPEBONIOLiHHIN
IIKITHUIIbKIN, TiAPUBHIN MisJIBHOCTI Oyno Oe3migcTaBHUM <...>,
3usTH 3 iMeHi Kypbaca misiMmy Bopora Hapony i KOHTPPEBOJIOLIO-
Hepa HeoOXiJHO B iHTepecax iCTOPUYHO MPAaBUJIEHOTO BUCBITICHHS
MUHYJIOTO HAIOro TeaTpy, MPaBHJIBHOTO BUXOBAHHS MOJIOAMX Ka-
npiB” (1, c. 354).

HesunagkoBo, mo 12 nucromaga 1961 p. came B Xapkis-
CbKOMY Jep>KaBHOMY T€aTpajbHOMY i1HCTUTYTI, SIKUH OYOJIIOBAJIN
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oepesinbii . Baaciok (nupextop) Ta P. UepkamuH (3aCTyIHHUK 11~
pexTopa), BiaOyiacs icTopuyHa mofis — nepmuid B YKpaiHi Bedip
nmam’sTi BUAATHOTO akTopa, pexucepa Ta nenarora O. C. Kypoa-
ca. Crenorpama, 30epexxeHa B my3sei npu teatpi im. T. IlleBuenka,
CBIJTYUTH, 110 HA IIbOMY 3aX0/li BUCTynaiau oepesinbiii: JI. Brnactok,
JI. Cepnroxk, ®@. Paguyk, b. Tsarno, C. XoakeBud. OCHOBHUM JOTOBI-
nayem OyB B. Bacuibko. Y358 cioBo i P. Uepkamus, i ue OyB uu He
nepuuii #oro myOnivamii BUcTyM npo TBopuicTs JI. Kypbaca micus
peabimitartii MUTIIS.

He npumenmyioun pomi cTyAEHTCTBa, 30KpeMa YeTBEpO-
KypCHHKa pexxucepcbkoro akynsretry M. Illeiika, HUHI 3HaHOTO
pexxucepa, MU po3yMiemo, o 0e3 J03BONy Ta CHPUSHHSA KepiB-
HULTBA IHCTUTYTY Bevip (THM OiJblIe 32 y4acTIO TaKUX rocTed —
roJoBHUX pexucepiB OIechKOro YKpaiHCHKOTO ApaMaTHYHOTO
teaTpy B. Bacunbka Ta JIpBiBChKOTO TeaTpy iM. M. 3aHBKOBEIBKOT
b. Tsarna, iHmmx O6epe3isibliB) He Mir Ou BigOyTHUCS.

Ha nymky Oaratbox HayKOBIB, UM 3aX0JJ0M OyB 3a1104aTKoO-
BaHUH pyX 13 peabiniTauii TBopumx ixeii JI. Kypbaca ta iforo camoro
B myOmiyHOMY mipocTopi. Came ToAl i mpo3ByUasia IyMKa, IKy JaBHO
njexanu Oepesisbli, — BUJaTH KHUTY CIIOTaiB MPO BUAATHOTO Tea-
TpaNbHOrO Aisiya. Y miaArotosui 30ipku B3sB yuacTsb i P. Uepkamus,
HaNKMCaBIIN CTATTIO “Y BUPi TBOPUMX IIyKaHb — PO HaO1IbII Apa-
MaTUYHUH 1 ckiaaaamii nepion podotu JI. Kypbaca y 1928—-1933 po-
Kax (5, c. 269-283). L1s po3Binka Oyia OfHI€IO 3 HAWKpAIIKUX 1 Hal-
IPYHTOBHIIIMX. 3ro0OM, MIiCIA BUXONY KHIKKH, M. Bepxaupkui,
OIVH 13 HaHOIIBII KOMIIETEHTHUX 3HaBLiB TBOpYocTi KypOaca,
y JIUCTI1 10 HApOIHOI apTUCTKK YKpainu B. UucTskoBoi, 3araiom
MO3UTHBHO OI[IHIOKOYY BUXiJ 30ipKH CHOTajiB, MiJKPECIIIOBAB, 110
JesKi aBTOpH ‘‘CIIOB3al0Th Ha €MOlii, a He Ha BUCBITJICHHSI TBOP-
YOi METOJW BHJATHOTO pexucepa”. Ane € “i xopomri crarti: Bma-
cloK, Yepkamns, a oco6aMBO KOpoTkuid BucTyn 1. Map’siHeHka Ha
nam’aTHOMY 3acifgansi koserii Hapkomocy™ (4, c. 163).

Bnacue, cTynis “Y Bupi TBOpYHMX IIYKaHE — HE IepIa cpoda
P. Yepkamuna myOmnigyHO okpecnuTH ocobmauBocti podotu JI. Kyp-
Oaca i1 reatpy “bepesinp’. 3a Tpu poku 10 BUX0Ay 30ipkH, 25 KBIT-
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Hs 1966 poKy, MUTEb BUCTYIIUB 13 KOHIIENTYaJIbHOIO JOMOBIAIIO
“Ilpo TBOpui mpuHuKnu pexucepa Jlecs Kypbaca B 1928—-1933 pp.
Ta iX BUCBITJIEHHS B YKpPaiHCHKOMY TEaTpO3HABCTBI” Ha CHMIIO3i-
yMi B XapKiBCbKOMY TeaTpalbHOMY 1HCTUTYTi. Sk cBiguuTH Tea-
Tpo3HaBens Hatanis bongapesa, Poman Yepkamus 3anpononyBas
HOBY CTpPATETil0 BHBUCHHS “BEIWYE3HOI Ta TUTIAHOI” IisJIBHOCTI
JI. Kypbaca. 3okpema, Ha i AyMKY, Y HOAAIbIINX TOCTIIKEHHIX Y
uentpi yBaru P. Uepkammna Oyze «pexxucepcebka cucrema Kypbaca
Ta 11 HOBaTOPCTBO, XYAOKHS Mpupona Teatpy “bepesinp” sk TeaTpy
YMOBHUX, MeTaQopuyHuX (HopM, TeaTpajbHa MeJarorika Ta opra-
Hi3alliiiHi HoBaii 3acHOBHUKA “bepesons™ (2, c. 277).

Bigroai BonuB P. O. YepkamuHa Ha popMyBaHHS yKpaiH-
CBKOTO KypOaco3HaBCTBAa MOXXKHAa YMOBHO MOIIJTUTH Ha JAEKiJIbKa
OCHOBHUX HaIPsAMiB: HAYKOBO-OCTIAHULBKY AiSTbHICT, KOHCYIIb-
TaTUBHO-PELCH31HY Ta MeJaroriyyy.

HocnigHunpka poOoTa Ha PI3HUX eTamax BUIIMJIACS B DAL
BaXJTMBHUX MyOmikarmiii mpo aisneHicTs camoro JI. KypOaca, meTox
pexucepa Ta Horo y4HiB siK HOCiiB nporo merony — Jlecs /1y6oBu-
xa, Mocuna Tipusxa, Banentuny YuctsaxoBy Ta in. Kpim Ha3Ba-
HUX, CJIJI, HacaMIiepe, Bii3HaYuTH Taki poooru: “Jlecy Kypbac y
Xapkosi” (6), “Pexucepcokuii Teatp Jleca Kypbaca” (7), uucnensi
BUCTYNH Ha HAYKOBUX KOH(EpEHLIsX, iIHTepB’t0, MyOumikalii B ya-
comucax, pereH3ii Ha HayKoBi mpalli iHIIUX aBTOPiB.

Oco0nuBe MicIle HE TUIBKU B JOCTIAHUILKOMY JTOPOOKY
P. Yepkamuna, ane i 3arajgoM y BITYM3HSIHOMY T€aTPO3HABCTBI MO-
cigae ocranHs poboTa HaykoBUs “Mu — Oepesinbli”, sika opraHiy-
HO yBiOpauna B ce0e 6araTo 3 paHille HATMCAHOTO Ta 3 BiJICTaHi yacy
Jlana 3MOTy aBTOpY JIeIIO MePEOCMHUCIUTH, TOIOBHUTH, YTOUHUTH
(dopMyIIOBaHHS, BUCHOBKH, y3arajllbHUTH yHIKaJbHHH pexucep-
chKuii 1 memaroriunuii gocein Jlecs Kypbaca it y misiomy “bepeso-
7517, BIUIMB Ha TONAJBIINN PO3BUTOK YKPAaiHCHKOTO Te€aTpy B Yacu
Hal>KOPCTOKIINX 3a00pOH 1 B MOCTKYpOaciBCbKU MEpioz.

He menm BaxknuBoro cdeporo nisnpHocTH P. Uepkammnna
3 IPaBOUBOr0, 00’€KTHBHOTO BUCBITJIIEHHS TBOPYOCTI Buurens i
teatpy “bepesinp’ crama OaraTopidyHa KOHCYJIBTaTHBHO-pELCH-
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3eHTChKa po00Ta — i3 MOMEHTY MiATOTOBKM Ta BHJIAHHS 30ipKu
cnoraniB (1969 p.) 1o ocranHix AHIB XHUTTI. JJyMKy TeaTpo3HaB-
U4 LiHyBalld, i3 HUM paxyBajucs HalBigomimi KypOaco3Hasui: B.
Bacunbko, M. Bepxaupkuii, H. Ky3skina, JI. Tanrok, H. Kopnien-
ko, 0. BoGomko, H. €pmakoBa, nmpeacTaBHUKH YKpPaiHCBKOI Iia-
cnopu. Hanmpuknan, y HalO1IbII ApaMaTHYHUHE MIEpioJl MiATOTOBKU
KHUXKH CIIOTafiB, KOJH PO3TOPIBCS KOH(UIIKT y CEPEIOBHUII Cca-
Mux Oepe3IbliB (AKi pO3AUIMIUCA Ha “CIpaBXHIX” Ta “Hecrpas-
XKHiX"), TOJOBHUI peaakTop 30ipku B. Bacuibko 3 Biguaem mucas
M. Bepxanpkomy: “Komy, sik He Bam, meHi, [rHatoBuuy, Yepkamu-
HY, Kl MalOTh Oe3nocepeqHe BiAHOMEHHS J0 TeaTpasibHOI HAyKH,
PO3B’sI3aTH, PO3IITYTAaTH yCi HAYKOBI TEPMiHHM (MAETHCS PO TOYHE
TIyMaueHHs, CaMy CYTb KypOaciBCbKOTO TepMiHa “TIEpeTBOPEHHS ",
HAaBKOJIO SIKOTO BHHUKJIA cyriepeuka)” (4, c. 147).

Tak camo minyBana aymky P. Uepkamuna, Bipuia B Horo
00’€KTHBHICTh, HEyIepemKeHicTh enuHa cnaakoemuns JI. Kyp-
baca — B. UncrsakoBa. Y nucti 1o M. €. CuBaueHka, JupeKTopa
[HCTHTYTY MHCTEUTBO3HABCTBA, (OJBKIOPHCTUKH Ta €THOIpa-
¢ii im. M. T. Punscekoro Akanemii Hayk YPCP, BoHa Hamone-
TJIMBO MPOCHJIA BKJIIOYUTH J0 KOMIcii 3 penaryBaHHs MaTepialliB
O. C. Kypbaca, 30epexenux y GoHIaX iHCTHTYTY, KOMIIETEHTHHX
ocid — M. Bepxanpkoro, 0. Cmonuua, P. Uepkaimuna ta B. Bacuib-
Ka (4, c. 173).

[Ipuknanis, sKki cBiguaTh npo pois P. Uepkaminua B mpaBau-
BOMY Ta 00’€KTUBHOMY BHCBiTIeHHI TBopuocTi JI. Kypbaca, MoxkHa
HaBecTH Oarato. Temo, i3 BENHMKOI BASYHICTIO MHILE MPO ypo-
KM BHCOKOro npodecioHanizaMy, BUMOTTIUBOCTI W JIIOASHOCTI Bix
P. Yepkammna H. €pmakosa (8, c. 8). Ypemrri, miciist 6aratroixiTHbO-
r'0 JINCTYBAaHHS 3 MUTIIEM, IEBHOT HEJJOBIpU 1 CyNepevoK Ha MepIo-
My eTami, JIOTIYHOTO BUCHOBKY JOXOJUTH UM HEe HaWO1JIbII cyBOpa
Ta He3aJIeKHa NOCHiaHuI Oepe3inbehkoi KynbTypu H. Kysskina:
“Bu — Ta equHa moauHa, sika 3Haia JI. KypOaca i 3 sikoro MokHa
B3araJi Ha 1o Temy ropoputu’ (9, c. 325).

ScHa piv, HA MOIIMPEHHS, YKOPIHEHHS! B MUCTELbKIH Mpak-
tuui BueHHs JI. Kypbaca HaiibinpI mporyKTUBHO BIIMBaja i 6e3-
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nocepenHsl TBopya IisnbHicTh P. Uepkammua (mopanx 3 iHIIMMH
YUHSIMH pexxucepa Ha cueHi Tearpy iM. T. LlleBuenka), a Takox io-
ro OaraTOJITHS MEAaroriyHa JisJbHICTh, CHITKYBAaHHS 31 CTYJCH-
TaMi — 13 1930-X 10 KIHIS )KUTTS.

“HatiBumuM BUpa3oM MOABUTY Ta BinjgaHOCTI BuuTento, io-
ro mam’saTi” (8, c. 9) HasuBae H. €pmakoBa CTBOpEHHS MOAPYXIKIM
Yepkammnux myseto “bepesons”, ne Oynu 3i0paHi 6e3iHHI MaTe-
pianu mpo Teatp i ioro moOyTyBaHHS B MOCTKypOaciBcbki yacu. J{o
My3ero 30upaiucs “Ha BOTHHK TeaTpO3HaBLI, JiTEpaTypo3HaBIi,
TaM MPOBOIWIIH 3aHATTS 31 CTYAEHTAaMH Ta HAYKOBO-IOCIiTHUIIBKY
poboTty.

Lo x QyHKLi0, IO CyTi, NPOTATOM OaraTb0X POKIB BHU-
KOHyBaJla KBapTHpa YepKallMHHUX, A€ 3aBXKIM TOCTHHHO, TEIJIO
npuiiMaiy, JomoMaraiu, 30aradyBalid JyXOBHO Ta HpodeciiiHo,
BJIACHUM TPHUKJIAJ0M CIIOHYKaIOYH A0 BIOCKOHAJEHHS H MOdaib-
mroi po6oTu.

OTxe, CBOEK 0araTOJITHBOK TBOPUOK, AOCIITHHUIIBKOIO,
myOIIUCTUYHO-KPUTHYHOIO, KOHCYJIBTaTUBHOIO Ta MEAaroriyHo0
npaueto P. O. Yepkalus cyTTe€BO BIIJIMBAB Ha (OPMYBAaHHS BITUH3-
HSIHOTO KypOaco3HaBCTBa, CIPUSB pyHHAaIil ICeBIOHAYKOBOI KOH-
nenuii mono Teatpy Kypbaca, sika chopmysanacsa B 30-1i — 40-Bi
poku i monekynu icHyBana ax 1o 70-x pokiB XX cT. JlocTaTHBO
3rajlaTv BiANOBIJHI PO3IiiHN Y IBOTOMHUKY HApHUCiB “YKpaiHChKUI
npamatuunanii Tearp” (T. 2, Kuis : HaykoBa nymka, 1959, pansn-
CbKUH TIepion), y MOCKOBCbKOMY BuIaHHI “COBETCKHH Ipamaru-
yeckuii Tearp” (y 6 ToMax) Ta iH.

Sk akTUBHMH y4aCHUK TeaTpalbHOro npouecy, P. Yepkamux
ruOOKO aHami3ye TBOpUy HisnbHIcTh “bepesons™ y 1928—1933 po-
Kax i B MOCTKYpOaciBCbKUI mepiox, axk A0 movyarky 50-x pokis. 3
BEJIMKOIO JIOCTOBIPHICTIO PEKOHCTPYIO€ 0arato BUCTAB, YBOAUTH 1O
HAyKOBOTO 00Ir'y MaJlOBiJIOMi MOCTaTi i (akTH, YBHpa3HIOE, 30a-
rayye Halle ysABJICHHs PO Oepe3inbCchbKy KyJIbTYpY 3arajioM Ta ii
BIUIMB Ha TMOJAJIBIINH PO3BUTOK YKPaiHCHKOTO TeaTpy.
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Creativity of R. Cherkashin was extremely fruitful and multi-
faceted. He entered the history of Ukrainian theater not only as a tal-
ented actor, director, master of art reading, teacher, but also as one of
the most consistent defenders and, so to speak, propagandists of the
creative activity and scientific and theoretical heritage of Les Kurbas.

Roman Cherkashin begins his memoirs-reflections, and, in
my opinion, a deep theatrical research “We are from Berezil” with
a confession: “In my youth, I was really lucky with my teachers. /
considered and still consider Les Kurbas to be my first great teach-
er. 1, an eighteen-year-old provincial, was greatly impressed by the
play “Haidamaky”, which I saw in Kyiv in the spring of 1924” (8,
p. 13); “What I saw on the stage stunned, shocked, impressed and
captivated me” (8, p. 18). These first impressions, as it turned out,
became decisive in the life and work of the future artist, and a year
later he entered Lysenko Music and Drama Institute. Les Kurbas’s
students Hnat Ignatovych and Borys Tyagno became his stage art
teachers.

In 1928, after short-term studies at the Dramatic Courses at
the Studio Theater of Yuri Zavadsky in Moscow, R. Cherkashin and
his wife Y. Fomina became actors of the “Berezil” theater that they
dreamed of.

The young artist worked under the direct supervision of Les
Kurbas for only five years, but this was enough for Roman to be-
come a keen Bereziletz, as he emphasized himself, “firmly and for-
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ever” (8, p. 33). It was enough to stand up for the Teacher, along
with more experienced actors I. Maryanenko and B. Balaban, risk-
ing their lives with no exaggeration.

Today, rereading the transcript of the meeting of the Peo-
ple’s Commissariat of Education of the Ukrainian SSR of October
5, 1933, you can see that the young actor, who was twenty-seven
years old, was not only not afraid to stand up to this massacre, but
also tried to analyze the situation out loud, to oppose logic to absurd
accusations. He boldly declares that he does not agree with “some
comrades”, in particular with perhaps the most important and influ-
ential opponent of Les Kurbas, Ivan Mykytenko, and emphasizes
the alogism of L. Kurbas’s removal from his post: “How could a
situation arise where there is a director of a theater whose beliefs are
wrong <...> and next to that there is a team that <...> at least gives
great hopes” (3, p. 567).

Defending the opinion that the “Berezil” cannot exist
without L. Kurbas (because otherwise it ceases to be “Berezil”),
R. Cherkashin enters into a controversy not only with I. Mykytenko,
but also with the writer O. Kopylenko, with the literary critic of
vulgar-sociological direction, collegium member of People’s Com-
missariat of Defense of the Ukrainian SSR, one of the heads of the
All-Ukrainian Union of Proletarian Writers S. Shchupak and even
with the chairman of the meeting — the deputy of the People’s Com-
missar of Education of the Ukrainian SSR A. Khvylia. Opponents
claim that the “Berezil” theater is “definitely “sick” and comrade
Cherkashin showed this disease especially clearly.” (3, p. 569).
A. Khvylia calls R. Cherkashin’s speech “tragic”, and him himself
a “victim” of L. Kurbas’s beliefs, with which he “confused” all the
actors <...>, “bewitched all of you” (3, pp. 581, 583).

In the context of the topic of my report, it is important that
R. Cherkashin’s speech did not just have an emotional nature, but,
defending the Teacher, the actor tried to analyze and substantiate
the creative method of the “Berezil” and his leading role in the the-
atrical process of Ukraine, even in this dramatic situation. However,
the fate of Les Kurbas was already predetermined.
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After the arrest of the outstanding director, the active study
of his artistic principles, which began in the 1920s, was stopped,
at least publicly. However, his creative method and teachings con-
tinued to live on in the stage practice and pedagogical activities
of his students: V. Vasylko, L. Dubovyk, B. Tiahno, M. Krush-
elnytskyi, V. Chystiakova, Y. Hirniak, D. Vlasiuk and, of course,
R. Cherkashin.

The rehabilitation of Les Kurbas took place in several stages
during 1955 — the beginning of 1957, and finally, by the decision
of the Kharkiv Regional Court dated April 19, 1957, the case was
closed due to lack of evidence of the nature of the crime (1, p. 585).

This was obviously facilitated to some extent by the testi-
mony of a group of leading artists of the Kharkiv Theater named
after T. Shevchenko, including R. Cherkashin and D. Vlasyuk, who
at that time were already working at the Kharkiv State Theater In-
stitute. This priceless information reached us, and in 2016 they were
published by Smoloskip publishing house.

All members of the group, former students and associates
of Les Kurbas — L. Serdyuk, R. Cherkashin, D. Vlasyuk, I. Mary-
anenko, D. Antonovych-Budko, L. Krynytska, M. Verkhatsky — to
a greater or lesser extent paying tribute to time, affirm the ground-
lessness of Les Kurbas’s accusations and the need for his rehabilita-
tion. “I am convinced,” writes R. Cherkashin, “that the accusation
against Kurbas of counter-revolutional harmful, subversive activi-
ties was groundless <...>. It is necessary to remove from the name of
Kurbas the stain of an enemy of the people and a counter-revolution-
ary in the interests of historically correct coverage of the past of our
theater, correct education of young personnel” (1, p. 354).

It is no coincidence that on November 12, 1961, it was in
Kharkiv State Theater Institute, headed by D. Vlasiuk (director) and
R. Cherkashin (deputy director), both from the “Berezil”, that a his-
toric event took place — the first evening in Ukraine in memory of
the outstanding actor, director and teacher O. S. Kurbas. Transcript
preserved in the museum at the theater named after T. Shevchenko,
testifies that at this event the following people from the “Berezil”
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spoke: D. Vlasiuk, L. Serdiuk, F. Radchuk, B. Tiahno, S. Khodk-
evych. The main speaker was V. Vasylko. R. Cherkashin also spoke,
and it was almost his first public speech about the work of L. Kurbas
after the artist’s rehabilitation.

Without underestimating the role of students, in particular
the fourth-year student of the directing department M. Sheik, now
a well-known director, we understand that without the permission
and assistance of the institute’s management, the evening (especial-
ly with the participation of such guests — the main directors of the
Odesa Ukrainian Drama Theater V. Vasylko and the Lviv Theater
named after M. Zankovetska B. Tiahno, other reprezentatives of the

“Berezil”) could not take place.

According to many scholars, this event was the beginning
of a movement to rehabilitate the creative ideas of L. Kurbas and
himself in the public space. It was then that the idea, which had
been cherished by the members of the “Berezil” for a long time, was
expressed — to publish a book of memories about the outstanding
theater actor. R. Cherkashin also took part in the preparation of the
collection, writing the article “In the maelstrom of creative search-
es” — about the most dramatic and difficult period of L. Kurbas’s
work in 1928-1933 (5, pp. 269-283). This research was one of the
best and most thorough. Subsequently, after the publication of the
book, M. Verkhatskyi, one of the most competent connoisseurs of
Kurbas’s work, in a letter to People’s Artist of Ukraine V. Chystiak-
ova, generally positively evaluating the publication of the collection
of memories, emphasized that some authors “slide into emotions,
and not into highlighting the creative methods of an outstanding di-
rector.” But, “There are also good articles: Vlasiuk, Cherkashin, and
especially a short speech by 1. Maryanenko at the commemorative
meeting of the board of the Narcomos” (4, p. 163).

In fact, the studio “In the Whirlwind of Creative Searches”
is not the first attempt by R. Cherkashin to publicly outline the
features of the work of L. Kurbas and the “Berezil” theater. Three
years before the release of the collection, on April 25, 1966, the art-
ist gave a conceptual speech “On the creative principles of director
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Les Kurbas in 1928-1933 and their coverage in Ukrainian theater
studies” at a symposium in Kharkiv Theater Institute. According
to theater critic Nataliia Bondareva, Roman Cherkashin proposed a
new strategy for studying the “huge and fruitful” L. Kurbas’s activ-
ity. In particular, in her opinion, R. Cherkashin’s further research
will focus on “Kurbas’s directing system and its innovation, the ar-
tistic nature of the “Berezil” theater as a theater of conventional,
metaphorical forms, theater pedagogy and organizational innova-
tions of the founder of the “Berezil” (2, p. 277).

Since then, the influence of R. O. Cherkashin on the forma-
tion of Ukrainian Kurbas studies can be conventionally divided into
several main areas: scientific and research activity, advisory and
review, and pedagogical activity.

Research work at various stages resulted in a number of im-
portant publications about the activities of L. Kurbas himself, the
method of the director and his students as bearers of this method —
Les Dubovyk, Yosyp Hirniak, Valentyna Chystiakova, and others.
In addition to the above, the following works should be noted: “Les
Kurbas in Kharkiv” (6), “Director’s Theater of Les Kurbas” (7), nu-
merous speeches at scientific conferences, interviews, publications
in magazines, reviews of the scientific works of others authors.

A special place not only in the research works of R. Cherkashin,
but also in Ukrainian theater studies is occupied by the last work of
the scientist “We are from Berezil”, which organically absorbed a
lot of what had been previously written and from the distance of
time gave the author the opportunity to rethink, supplement, clarify
the wording, conclusions, to summarize the unique directorial and
pedagogical experience of Les Kurbas and the “Berezil” in general,
the influence on the further development of the Ukrainian theater
in the times of the most severe prohibitions and in the post-Kurbas
period.

An equally important sphere of R. Cherkashin’s activity with
the truthful, objective coverage of the work of the Teacher and the
“Berezil” theater became a long-term consulting and reviewer’s
work — from the moment of preparation and publication of the col-

1l Yepxawuncoki yumanns

lection of memories (1969) until the last days of his life. The theater
expert’s opinion was valued by the most famous Kurbas experts:
V. Vasylko, M. Verkhatskyi, N. Kuziakina, L. Taniuk, N. Korn-
ienko, Y. Boboshko, N. Yermakova, representatives of the Ukrain-
ian diaspora. So, for example, during the most dramatic period of
the preparation of the book of memories, when a conflict occurred
among the members of Berezil themselves (who were divided into
“real” and “fake”), the chief editor of the collection, V. Vasylko, des-
perately wrote to M. Verhatsky: “Who, if not You, me, Thnatovych,
Cherkashin, who are directly related to theater science, is to untan-
gle all scientific terms (it is about the exact interpretation, the very
essence of Kurbas’s term “transformation”, around which a dispute
arose)” (4, p. 147 ).

The only heiress of L. Kurbas, V. Chiystiakova, also valued
the opinion of R. Cherkashin, believing in his objectivity and im-
partiality. In a letter to M. E. Sivachenko, director of the Rylsky
Institute of Art Studies, Folklore and Ethnology of the Academy of
Sciences of the Ukrainian SSR, she persistently asked to include
competent people — M. Verkhatskyi, Y. Smolych, R. Cherkashin and
V. Vasylko in the commission for editing the materials of O. S. Kur-
bas, preserved in the funds of the institute, (4, p. 173).

There are many examples that testify to the role of R. Cher-
kashin in the truthful and objective coverage of the work of L. Kur-
bas. Warmly, with great gratitude, N. Yermakova writes about the
lessons of high professionalism, demandingness and humanity from
R. Cherkashin (8, p. 8). In the end, after many years of correspond-
ence with the artist, after some mistrust and disputes at the first
stage, N. Kuziakina, perhaps the most rigorous and independent re-
searcher of Berezil culture, reaches a logical conclusion: “You are
the only person who knew L. Kurbas and who you can talk about
this topic with” (9, p. 325).

It is clear that the direct creative activity of R. Cherkashin
(along with other students of the director on the stage of the
T. Shevchenko Theater), as well as his many years of pedagogical
activity, communication with students, had the most productive ef-
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fect on the spread and rooting of the teachings of L. Kurbas in artis-
tic practice — from the 1930s until the end of his life.

“The highest expression of feat and devotion to the Teacher
and his memory” (8, p. 9) N. Yermakova calls the creation by the
Cherkashins of the “Berezil” museum, where invaluable materials
about the theater and its life in the post-Kurbas era were collected.
Theatrical and literary experts used to gather at the museum, where
they held classes with students and scientific research work.

The same function, in fact, was performed by the
Cherkashins’ apartment for many years, where one could always
find hospitality and warm receiving, help, spiritual and profes-
sional enrichment, encouraging to improve and further work by
their own example.

Therefore, with his many years of creative, research, jour-
nalistic-critical, advisory and pedagogical work, R. O. Cherkashin
significantly influenced the formation of Ukrainian Kurbas stud-
ies, contributed to the destruction of the pseudo-scientific concept
of the Kurbas Theater, which was formed in the 1930s and 1940s
and existed in some places until the 70s of the XX century. It is
enough to mention the relevant sections in the two-volume essays
“Ukrainian Drama Theater” (Vol. 2, K.: Naukova Dumka, 1959,
Soviet period), in the Moscow edition “Soviet Drama Theater”
(in 6 volumes), etc.

As an active participant in the theater process, R. Cherkashin
deeply analyzes the creative activity of the “Berezil” in 1928—1933
and in the post-Kurbas period, up to the beginning of the 50s. With
great credibility, he reconstructs many performances, introduces
little-known figures and facts into scientific circulation, clarifies
and enriches our idea of the Berezil culture in general and its influ-
ence on the further development of the Ukrainian theater.
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MY3HUYHA ICTOPISI SIK “ITPOSICHEHHSI TUX
PO3PHUBIB, HA IEPETUHI SIKUX MU ’KUBEMO”
(M. ®YKO)

KuarwuoBi cioBa: mysuyna icmopis, po3pusu.

CydacHi ysIBICHHS MPO ICTOPIIO JajieKi BiJ OJHO3HAYHOCTI.
MHOXHMHHICTh iICTOPUYHUX BEPCili PO3BHUTKY MY3HYHOTO MHUCTE-
[TBa BIIOMBA€E IIUPOKE PO3Taly>KEHHS iICTOPHYHOTO MPOOIEMHO-
ro JUCKypcy. Mixk BiTHOCHO cTabiIbHUMH HOTO ()parMeHTaMHu, 3a
M. ®dyko “emicreMaMu’, BAHUKAIOTh TEBHI “TakyHu” abo “po3pu-
BU”, SIK1 CIIOCTEPIraroThCs HE TUIBKH B JiaXpoHii, aje i y CHHXPO-
Hii. bararoBumipHa KoHQIrYypalis TUCKypCy PO JaBHE i HEAABHE
My3UYHE MUHYJIE B HOTO JAJEKHUX Bifl Y3rOMKEHHS IEPCOHANBHUX,
JIOKQJIbHUX, HAI[IOHAJbHUX, JXAHPOBUX, CTHJIBOBUX ‘CIOXKETax”’
(KO’)KHOMY 3 SIKMX BJIACTHBHI CBii PHTM pPO3TOpPTaHHS), CHOTOAHI
BIJYYTHO HAPOIUIYE SHTPOIII0, 'PAHUYHO YCKIAJTHIOE TPOIEC I0-
JIATBIIOrO Mi3HAHHS W ONMepyBaHHA THMH HaIPAIIOBAHHIMMU, SKi
BXKe Hakonu4eHi. KpiM Toro, cTaBuTh i CyMHIB OCHOBU CaAMOBH3-
HAYeHHSI My3UYHO-ICTOPUYHOT HAYKH.

MexaHiuHe TOEIHAHHS PI3HUX TUCKYPCUBHUX NPAKTUK HE
YTBOPIOE 3MICTOBHY LUJTICHICTH, Q)K€ Ha CTHKaX MK HUMH 3a-
JUIIAIOTHCS TOBOMI MIHOOKI 3a30pu (“po3puBu’) Mixk “cTapum” i

SN 13 SN 13

“HOBUM”, “3arajbHUM” 1 “KOHKPETHUM”, “ICTOPUYHUM” 1 “TIOBCSK-
JEHHUM’, BPELITI-PeIIT “HAYKOBUM”, “NOMYJISIPHUM”, “XYHOKHIM.
KoxHuii 3 aBTOpiB, XTO MPETEHIYE HA ‘““4JICHCTBO B OMUCAHHI CBi-
TY”, ChOTOJHI HE MOXXE 3PYYHO BJIAIITYBATUCS Y BXKE PO3TOPHY-

Till AUCKYPCHBHIH MPaKTHUIl 0e3 yCBigoMIIeHHS abo iIrHOpYyBaHHS
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“makyH”, SIKi BIZOKPEMIIIOIOTH ii Bix iHIKX. ToMy HaraJlbHUMH €
MOLTYKHU TaKUX aCIMEKTiB, [0 JO3BOJISIIOTH SKIIO HE 3aTIOBHUTH, TO
B TMEBHUHU CMOCIO MPOSICHUTH PO3PUBHU B TEMEPILIHIX OMUCaX MY-
3UYHOTO MHUHYJIOTO, TOOTO y3rOAWTH HOHSATIHHUHN Ppeiim, y sIKoMy
MOXJIMBO OOTOBOPIOBATH KOHKPETHI MpOOIEMHU Ha MEpEeTHHI pi3-
HUX JUCKYPCUBHHUX IPAKTHK.

[ousaTTa “My3uuHOi icTOpii” Hapa3i BaXKO BiIHECTH A0 Ta-
KX y3romkeHux ¢peimis. [Llo6 ycBigoMuTH #oro sk “‘epeKTHBHO
3a/iaHe MOHATTA , IKUM BapTO ONEPYBaTH, BaXKIMBO 3’ICyBaTH 0CO-
OMMBOCTI HOTO KOHTEKCTYaJbHOTO BXXMBAaHHS Ta 3HAWTH Ty IUIO-
LIMHY, 1€ 32 KOHKPETHUMH “‘CyTTEBUMHU O3HAKaMHU ™~ BIAKPHUBAETHCS
Horo GyHKIis B CTPYKTYPi OMUCY MY3UYHOT'O MUHYJIOTO.

Ha BuxigHomy piBHI COPUHHSTTS HOHATTA “MYy3WYHOI ic-
TOpii” TpamIsgeThCs B PI3HUX KOHTEKCTAX i Ma€, BiJNOBIHO, pi3Hi
KoHOTamii. 30KkpeMa, mig “My3UYHOI0 iCTOpi€r0” 1HOAI PO3YMIIOThH
“icTopito My3uKH~ SK HayKoBYy a00 HaBYaJbHY NHCIMILIIHY, 1HKO-
71 “MY3HYHOIO iCTOPi€0” HA3UBAIOTH “ICTOPIIO PO MY3HUKY”, e Y
MPO30BOMY, IOETHYHOMY UM CIEHIYHOMY ab0 KiHemaTorpaditHoMy
TEKCT1 3ycTpidatoTbesi pediiekcii Ha My3U4HI TBOPH, PO3KPUBAETh-
csl BHYTPIIIHIA CBIT My3HWKaHTa, Horo Oiorpadis, abo 3 My3HUKOIO
SIK CKJIAJIOBOIO XYJOXKHBOTO IIJIOTO, 1HOMAI “‘MY3HYHA iCTOpis” MO-
xKe cnpuiiMatucs OyKBalbHO SIK “ICTOpPist B My3ULi” — BTUICHHS Y
3ByKax 00pas3iB icTopii — icTOpHYHHX MOiH, ICTOPHYHUX TIOCTATeH,
aje pa3oM 3 TUM i 3aiikcoBaHe Y 3BYKOBOMY (DEHOMEHi KUTTS ca-
MOT'0 TBOPY, HOro TpaHchopmalisi, NepeoCMUCICHHS.

ToOTo MOHATTA “My3HUHOI iCTOPIi” HAKTHYHO MOMIHUPIOETH-
Csl HA TPU aBTOHOMHI AMCKYPCHBHI IPAaKTHKH, AKi BiAPI3HAIOTHCS
COpSMYBaHHAM 1 crioco0aMu BUAOOYyBaHHSI CMHCIIB. YMOBHO MO-
JKEMO BU3HAYHMTH LI JUCKYPCH K “HAyKOBWH”, “TiTeparypHuil” i
“my3nuHuid”. [luTaHHS — AKUH 3 HUX ICHY€E 32 PaxyHOK IHIIMX —
MPUHLMIIOBO HE Ma€ BUPIIIEHHS, aJKe BCl BOHM IPH 30BHILTHIH
KOH(POHTAIIii PO3rOPTAIOTHCS Y B3aEMOIi, “‘B3a€MOBIITBOPCHHI”,
KOHKYPYIOUH 32 11€0JI0TiuHe JOMiHYyBaHHS B CyCHiIbHIH CBigomMoc-
Ti. Po3puBH, siKi BiZOKPEMIIOIOTE OJHY BijA 1HIIOI i AUCKYPCHUBHI
MPaKTUKH, IPOJISITaloTh, TIEPIL 33 BCE, HAa PiBHI OpraHi3alii JaHUX.
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VY “HaykoBOMY” OIHUCI MPIOPUTETHUMHU € JOTiKa, CHCTEMaTHYHICTb,
HACTYIIHICTh, MOBHOTA, AOCTOBIPHICTB, y “JiTepaTypHoMy”’ — Ha
NepInid TUIaH BHUXOAWTH IIKaBICTh, CTHIJIb, IHTEPTEKCTYaJbHI
3B’SI3KH, ¥ “MY3UYHOMY”’ — JOMiHY€ aKTyali3aliiHuN BEKTOP.

Crenuiuai iX TPUKMETH MOXKHA JIETKO BH3HAYUTH, IIO-
PIBHIOIOUH, CKa)XiMO, “JC€OHTOBHYE3HABCTBO SIK HAYKOBY, JOBOJI
po3rajykeHy OTUCKYPCHUBHY NPAKTHKY MPO YKPaiHCBKOTO KOMIIO-
3utopa, poma Ipen Po3noOyapko “Ilpuierina nacriBouka” (2018)
1 HU3KY BUKOHABCHKHMX Ta KOMIIO3MTOPCBKUX IHTEpIpeTalii, Ha-
NpHKIal, BcecBiTHRO Bimomoro “llleapuka” (y Tomy umcai Horo
AHTJIOMOBHOI Bepcii, iHCTpyMeHTanbHO1 Tpanckpunuii Jm. Kneba-
HOBa B UeTBepTOMY CTPYHHOMY KBapTeTi, YUCICHHUX CAyHATPEKiB
1o ¢dinemiB). KoxkHa i3 qux Bepciil “omucy” My3U4HOTO MHHYJIOTO,
y IbOMY BHUNAJKY YKpaiHCBHKOro, 10 HaOyBa€ CTaTyCy CBITOBOTO
CY4YacHOT0, Ma€ CBiif MOYATOK, CBOIO KYJIbMiHALil0, CBOIO MTOCTiI0B-
HICTbh 3HAKOBUX TMOJiH, CBOE NiHIliHE BIOPSAAKYBaHHS B MIEBHUX Ya-
COIIPOCTOPOBUX KOOPAMHATAX.

Kopentoe mi AucKypcHBHI IPAaKTHKH CHTBHHUIA HAPATUB, IKUH
MOXXHa Ha3BaTH “MY3WYHOIO icTOpielo”. BoHa He CTiABKH BigTBO-
pIO€ My3HUYHE MUHYJIE, CKiJIbKH MOJEIIOE HOro ceMio3Hc, CTBOPIO-
I0YH BJIACHY peasibHICTh. “My3nyHa icTopis” iCHY€E SIK CyKYIHICTb
IpaBwJI i HOPM, IO JO3BOJSIOTH IHTETPYBaTH KOHKPETHUN BUIIa-
JIOK y IIEBHUH y3araJbHEHUH, KyJIbTyPHO YCTAHOBJIEHUI KaHOH. Ic-
TOpUYHA iH(pOpMalis Kpi3b MPU3MY TaKOTO TpaHA-HapaTHBY MOXKeE
TPaHCIIOBATUCA B TPHOX PI3HUX JUCKYPCHUBHUX PEXHMax, po3pa-
XOBaHMX Ha Pi3HY L1JIBOBY ayAuTopito. “My3uuHa icTopis” 3axae
pi3Hi MO iHTepIpeTaLii, aKeHTY 09| OAHI MOAi1, 3aMOBUYIOYH
1HIIT, BUIUISIIOYM Ti YW 1HINI MOMEHTH “‘MHHYJIOT0”, BCTAHOBIIIO-
I0YM MK HUMH 3B’30K. Y BHMipax “My3uW4HOi icTopii” mporo-
HYIOTBCS pillIeHHS! cydacHOi mpobiaeMHoi cuTyauii y GiKTUBHOMY
MPOCTOPI “BiATBOPEHOT0 MUHYJIOTO”, BiJaJICHOTO Bij aKTyaJbHO-
ro cBity. Lle pimeHHs mogaeTbes K “METaMOXJIMBICTE 1 MEpeHo-
CUTBCS Ha TEMEPIIIHIO peasbHICTh, OepyUyH y4acTh y MIaHyBaHHI
Maii0y THBOTO.
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MUSIC HISTORY AS “AN EXPLANATION OF THE GAPS
AT THE INTERSECTION OF WHICH WE LIVE”
(M. FOUCAULT)

Key words: description of the musical past, discursive prac-
tice, narrative.

Modern understanding of history is different. Plurality of
historical versions of music art development is a reason for history
problem discourse multitude. In the amount of its rather stable frag-
ments, according to M. Foucault, “epistemes”, certain “lacunas” or

“gaps” occur, which are observed not only in diachrony, but also in
synchrony. Multivariate configuration of the discourse about ancient
and recent music past with its quite uncoordinated personal, local,
national, genre, stylistic “stories” (each one is characterized by its
rhythm of development), tangibly increases entropy today, compli-
cates considerably the process of further cognition and operation
of the accumulated achievements. Moreover, it calls into question
fundamentals of self-determination of musically historical science.

Mechanical combination of different discourse activities does
not make up content-rich integrity, as much space (“gaps”) remain

9% <

at the joints between them, between “old” and “new”, “general” and
“concrete”, “historical” and “everyday”, and “scientific”, “popular”,
“artistic” after all. Each author who aspires for “a membership in
describing the world”, cannot find place in acting discourse practice
without taking into account or disregarding “lacunas”, which sepa-
rate it from other ones. That's why, it is very important to search
for the aspects which help to fill or to explain in some way the gaps

in today's descriptions of musical past, that is to agree conceptual
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frame in which it is possible to discuss special problems at the inter-
section of different discursive practices.

It is difficult to refer the notion of “music history” to such
agreed frames at the moment. To understand it as “an effectively
given notion”, which should be used, it is very important to ascer-
tain peculiarities of its contextual usage and to find the space where
its function in the structure of musical past description is revealed
by concrete “important signs”.

At the initial level perception of the notion “music history”
is found in different contexts and has different connotations cor-
respondently. Thus, “music history” is sometimes taken as “history
of music” — scientific or academic discipline, sometimes as “a story
about music”, where in prosaic, poetic, staged or cinematographic
text reflections on musical compositions are found, inner world of
a musician, his biography are revealed, or from music as a part of
its artistic ensemble; sometimes “music history” can be understood
literally as “history in music” — embodiment of historical events,
historical personalities in sounds of history images, and at the same
time recorded in sound phenomenon of life of the composition it-
self, its transformation, reconsideration. In other words, the notion

“music history” actually covers three independent discursive prac-
tices, which are different in aims and ways of gaining meanings. We
can relatively determine these discourses as “scientific”, “literary”
and “musical”. It is impossible to determine which one depends on
others, since each of them while being in confrontation develops
with interaction, “mutual reproduction”, competing for ideological
domination in social mind. The gaps, which separate one of these
discursive practices from another, are first of all, on the level of
data organization. Logics, systematicity, succession, completeness,
trustworthiness — are on the first place in “scientific” description;
interest, style, intertextual connections — in “literary” description;
actualizational vector dominates in the “musical” one. Their spe-
cific signs can be easily found while comparing, for example, “the
study of Leontovych's life” as scientific, quite multiple discursive
practice about Ukrainian composer, Iren Rozdobudko's novel “The
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swallow came flying” (2018) and a number of performance and
composer's interpretations such as world-famous “Shchedryk” (in-
cluding its English version, Dm. Klebanov's instrumental transcrip-
tion in the Fourth string quartet, numerous soundtracks for films).
Each of these versions of “description” of the musical past, in this
case Ukrainian, which gains the status of the world present, has its
beginning, its climax, its succession of significant events, its linear
order in certain time-space coordinates. These discursive practices
are regulated by common narrative, which can be called “music
history”. It models its semiosis creating its reality rather than re-
produces the musical past. “Music history” exists as a whole set of
rules and norms, which help integrate a concrete case into certain
generalized, culturally established canon. In the light of such grand-
narrative historical information can be conveyed in three different
discursive regimes, intended for different audience. “Music history”
gives different models of interpretation, underlining some events
and omitting others, marking out these or those moments of “the
past” and establishing connection between them. Dimensions of
“music history” introduce solutions for modern problematic situa-
tion in fictitious space of the “reproduced past”, which is far from
the actual world. This solution is given as “meta-possibility” and
is transferred to present reality, taking part in planning the future.
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“PAUKENMESSE” TA “NELSONMESSE”
HO3E®A TAUJTHA: IIEJEBPY BOEHHOI'O YACY

Kmouosi coBa: meopuicmo M. Taiiona, meca, gitina.

[IpoTsiroM ocTaHHIX AECATHIITH JYXOBHO-MY3H4YHa TBOP-
uicts Moseda laiiyHa npuBepTae Bce Gilblle yBard My3HKaHTIB,
JOCTITHUKIB Ta JIFOOUTENIB MY3MYHOTO MHUCTEITBA B YKpaiHi. 3a
paAsSHCBKHMX YaciB Ha CXiJHOEBPOIEHCHKHUX TepeHaX ISl YacTHHA
CHaJIIIMHA BEITUKOTO aBCTPIMCHKOrO KJIachKa Oylia BiJIOMOIO JIUIIIE
00MeXEHOMY KOJIy (haXiBI[iB Ta HCUMCIICHHUM CJIyXadam.

Cepen 14-tu mec, sxi . Taiinn Hamucas y pisHi mepionu
TBOPYOCTI, HAHOLIBII 3HATYITUMH € IIICTh OCTaHHIX — NoNe 9—14, —
cTBOpeHi Mixk 1796 ta 1802 pokamu. [ToBepHyBIIuChH 1795 poky Ha
ciyx0y 10 kHs3st Mukonu (Mikinoma) 11 Ecreprasi micist gpyroi
JIOHJIOHCBKOI IMOI3[]KH, YCJIABJICHHI KOMIIO3UTOP MaB IIOPOKY IH-
CaTH HOBY MeCy JI0 ITHSI IMEHWH JpY>KHHH KHsI3s1 — KHATHHI Mapii
Mozedu Tepmenerinpa. Tak 3’BAIHCS Il MICTh BETHYHUX MIEICB-
piB. KokeH 3 HUX Ma€ CBOIO iCTOPIO 1 CBOE sickpaBe oOmuuust. Oco-
OJIMBO BHPI3HAIOTHCS 13 1€l mricTku aBi Mecu — Ne 10 — “Missa in
tempore belli” (“Meca B uacu BiiiHu""), a00 ‘“Paukenmesse” (“Meca
nutaBp”), mo Maxxop, Hob. XXII:9 —ta Ne 11 — “Missa in angustiis”
(“Meca B HecnokiitHi yacu™), abo “Nelsonmesse” (“Meca Hennco-
Ha”), pe minop, Hob. XXII:11. Bouu nocramu 1796 ta 1798 poky
BIJIITOBITHO, TOOTO B YaCH HAIIOJICOHIBCLKHUX BOECH.

Sk BigOMo, y cBoiit TBopuocTi M. Taitan He 6yB CXMIBHUM
JI0 TPOSABIB TOCTPOi KOHQUIKTHOCTI. CBITOCHPUUHSTTS KOMIIO-
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3utopa Oyno Hampouyx rapMmoniiiHum. Hanpukinui 1760-x — nHa
moyatky 1770x pokiB BiH HamucaB HU3KY MiHOpPHUX cHUM(OHIH
Ta iHIIMX TBOPIB, CTIOBHEHUX ApaMaTH3My. IXHS mosBa Oyna 3y-
MOBJICHA TEHJICHI[IEIO Yacy — CTUILOBOIO Tevieto “Bypi it HaTucky”
(“Sturm und Drang”), Tak 3BaHOIO0 MEPeIPOMAaHTUYHOIO KPHU30I0
KJIaCHIU3MY. 3TOIOM y TBOPYOCTI MUTIS BiZHOBMJIACH €MOLiliHA
BpiBHOBa)KEHICTh, MOMITHIIIOW cTaja (irocopiuHicTh HOro My-
3UYHOI IYMKU.

Boenni nonii, ki ckonuxHynu kpainu 3axinHoi €Bponu Ha
mexi XVIII-XIX cTomniTh, HE MOTTIU HE BIIOUTUCH Y TOTOYACHOMY
MY3MYHOMY MHCTENTBI. Biarykaymucs Bonu ii y TBopuocri H. Taii-
JHa — y TBOX HA3BaHHX MECax.

Mecu Ne 10 mo maxop (‘“Paukenmesse”) ta Ne 11 pe minop
(“Nelsonmesse”) BiZ4yTHO Pi3HATHCS MikK coOor0. OnHAK, HE3Ba-
JKArouW Ha BCI BIAMIHHOCTI MY3HYHO-ApaMaTyprivHuX KOHIEMiH,
1i TBOPH TOB’13aH1 OJIMH 3 OJJHUM 3HAYHO TICHIIIIE, HiXK i3 PEIITOI0
MecC “BeNIMKOI IICTKK . 3B’SI3KH MK HUMU BUSIBIIIEMO SIK Ha piBHI
KOMITO3UIi/iHOT OyJJ0BH, TaK i Ha piBHI iA€HHOr0 3a1yMYy.

OOuaBa UUKIU BiA3HAYAIOTHCS IIUPOKOI0 EMOLIHHOI aMIl-
JTYJOI0 1 TOCTPUMH KOHTPAaCTHHUMH 3iCTABJICHHAMH Pi3HHX CTa-
HIB Ta HACTPOiB. Y MapTUTypax 000X MEC € CTOPIHKH, CIIOBHEHI
IIIMOOKOro Tpariamy. 3a LUMHU XapaKTEPUCTHUKAMHU ABa PO3TISAAY-
BaHI TBOPH CIIOPiJHEHI 3 HACTYIHOIO MECO0 i3 “mricTku” — Ne 12
(“Theresienmesse”, cibemonb maxkop, Hob. XXI1:12). Ognax mecu
Ne 10 Ta Ne 11 00’erHye ¥ Aemno iHIe.

My3uuHi CUMBOJIM BOEHHOTO Yacy — OKJIHKH TPYyO 1 TYpKiT

JUTaBp — HAAAI0Th 3By4YaHHIO JOMa)KOPHOI Ta peMiHOPHOI Mec TuIa-
KaTHOCTI, TOTH HEBiZOMOi B IIEPKOBHO-MY3WYHIH TBOPYOCTi KJia-
CHUIIMCTUYHOI A00u. Y ApaMaTHYHUX KyJIbMiHALiSX LHUX TOJOTEH
— Agnus Dei B “Paukenmesse” ta Benedictus y “Nelsonmesse” —
TPyOM HACTIHIMBO BUTONOIIYIOTH BOWOBHUYMI PUTMIUHUN MOTHB,
SIKAH 3r0JIOM CTaB OCHOBOIO MOTHBY Aoii B [I’atiit cumdonii JI. Ban
BerxoBena. Llum rpi3sHHM CHUTHajaM MPOTHUCTABISETHCS MOTYKHA
XOpOBa MOJIUTBA, KA CIPUUMAETHCS SIK TOJNOC OnaraHHs CTPUBO-
JKEHOTO JIFOJICTBA, 3B€pPHEHOr0 10 BeceBUIIHBOTO.
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V 3Byuanni nux TBopiB M. I'aiiaHa BUpa3HO mpocTymac ines
€THAHHS JIIOACHKOI CIINIBHOTH TIepell BaXKKUMHU BUIIPOOYBaHHSIMH.
3aiMIIarouuch y JTITepaTypHUX MeXaX KaHOHIYHOTO JIATHHCHKOT'O
TEKCTY MECH, KOMIIO3UTOP MOBOIO MY3UKH JEKJIapYyE CBOIO ETHUHY
MO3UII0 IIO/I0 TOTOYACHUX TOAIN 1 BUSBIISE COJMIJApHICTH i3 Cyc-
MiabCTBOM. BiH CTBOpHB mIeNeBpH, SIKi MOKIMKAHI HECTH JIOASIM
JIyXOBHY MiATPHUMKY Ta pO3pamy.

BucnoBku. [o6aspHa conianbHa Kpu3a B 3axigHiii €Bpomi Ha
Mmexxi XVII-XIX cToniTe, cipuyMHEeHa HANONEOHIBCbKUMHU BiliHa-
MH, CIIpHSiIa CBOEPITHOMY SAKICHOMY CTpHOKOBi y TBopuocTi 1. [aii-
JTHA. YHIKQJIBHHUM € T€, 110 Liei cTpUOOK BiA0YBCS B OITycax 3piJioro
MaicTpa, AKi MOCTany B OCTaHHI POKU HOTrO TBOPUOI MisnbHOCTI. Ha-
MUCaHi mij BIUTMBOM BOoeHHUX momiid, Mecu Ne 10 (“Paukenmesse™)
ta Ne 11 (“Nelsonmesse”) BiizHayar0Thest Na)oCOM TpOMaSTHCHKOTO
3ByYaHHS, HE BIACTUBUM paHillle HAMCAHUM TBOPaM KOMIIO3UTOpa
ta MmecaMm X VIII cTomiTTsa. Lli MaciiTaOHi IOJIOTHA, SIK1 3’ SIBUIUCS Ha
31mami enox, crainu mopsa i3 PexBiemom B. A. MonapTa nmikoBuMu
BEpLIMHAMH AYXOBHOI MY3UKH KJIaCHIIM3MY W BiJKPHIU HOBI TOpU-
30HTH CBITOBOT'O BOKAJbHO-CUM(OHITHOTO MUCTELTBA.

Andrii Kutasevych
PhD in Art Studies, Associate Professor
at the Department of Special Piano,
P. 1. Tchaikovsky National Music Academy of Ukraine
e-mail: andriy.kutasevych@gmail.com
ORCID: 0000-0002-3990-7238

“PAUKENMESSE” AND “NELSONMESSE” BY JOSEPH
HAYDN:
MASTERPIECES OF WARTIME

Key words: work of J. Haydn, mass, war.

In recent decades, sacred music works by Joseph Haydn has
attracted more and more attention of musicians, researchers and
music lovers in Ukraine. In Soviet times, this part of the legacy
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of the great Austrian classic was known in Eastern Europe only to
experts and a few listeners.

Among the fourteen masses which J. Haydn wrote in differ-
ent periods of his work, the most significant are the last six, Nos.
9-14, created between 1796 and 1802. Returning to the service of
Prince Nikolaus (Miklos) II Esterhazi in 1795 after his second Lon-
don visit, the celebrated composer had to write a new mass every
year for the name-day of the prince’s wife, Princess Maria Josepha
Hermenegilde. This is how these six magnificent masterpieces ap-
peared. Each of them has its own history and its own bright face.
The two masses from this six stand out in particular: No. 10, “Mis-
sa in tempore belli” (“Mass in Time of War”), or “Paukenmesse”
(“Timpani Mass”), in C major, Hob. XXII:9, and No. 11, “Missa in
angustiis” (“Mass in Time of Anxiety”), or “Nelsonmesse” (‘“Lord
Nelson Mass”), in D minor, Hob. XXII:11. They appeared in 1796
and 1798, respectively, during the Napoleonic Wars.

It is known that J. Haydn was not prone to manifestation of
acute conflict in his music. The worldview of the composer was
amazingly harmonious. In the late 1760s and early 1770s, he wrote
a number of minor symphonies and other works full of dramatic ef-
fect. Their appearance was determined by the trend of the time — the
style movement of “Sturm und Drang” (“Storm and Stress”), the so-
called pre-romantic crisis of classicism. Over time, the emotional
balance was restored in the artist’s work, and the philosophical na-
ture of his music thought became more noticeable.

The military events that shook the countries of Western Eu-
rope at the turn of the 18th — 19th centuries could not but be re-
flected in the music art of that time. They echoed in the work of J.
Haydn — in the two mentioned masses.

Masses No. 10 in C major (“Paukenmesse”) and No. 11 in
D minor (“Nelsonmesse”) are noticeable different from each oth-
er. However, despite all the differences in musical concepts, these
works are related to each other much more closely than to the rest of
the “great six” masses. The connections between them concern both
the compositional structure and the general idea.
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Both works are characterized by a wide emotional amplitude
and sharp contrasting juxtapositions of different states and moods.
In the scores of both masses there are pages full of deep tragicalness.
In this regard, the two considered works are related to the next mass
from the “six” — No. 12 (“Theresienmesse”, in B flat major, Hob.
XXI1I:12). However, masses No. 10 and No. 11 have something else
in common.

The musical symbols of wartime — trumpet calls and timpani
rolls — give the sound of the C major and D minor masses a placidity,
hitherto unknown in the church music of the classicism era. In the
dramatic climaxes of these works — Agnus Dei in “Paukenmesse” and
Benedictus in “Nelsonmesse” — the trumpets insistently pronounce a
belligerent rhythmic motif, which later became a basis of the fate
motifin L. van Beethoven’s Fifth symphony. These menacing signals
are contrasted with a powerful choral prayer, which is perceived as
the pleading voice of alarmed humanity addressed to the Almighty.

In the sound of these works by J. Haydn, one can clearly hear
the idea of the unity of the human community in the face of difficult
trials. Remaining within the literary boundaries of the canonical
Latin text of the mass, the composer declares his ethical position re-
garding the contemporary events and shows solidarity with society
through the language of music. He created masterpieces designed to
give spiritual support and consolation to people.

Conclusions. The global social crisis in Western Europe at
the turn of the 18th — 19th centuries caused by the Napoleonic wars
contributed to a kind of qualitative leap in the work of J. Haydn. It
is unique that this leap took place in the works of a mature master,
which appeared in the last years of his creative activity. Written
under the influence of war events, masses No. 10 (“Paukenmesse™)
and No. 11 (“Nelsonmesse”) are marked by civic pathos, which is
not characteristic of the composer’s earlier works and the masses of
the 18th century. These large-scale compositions, which appeared
at the turn of the epochs, became, along with W. A. Mozart’s Re-
quiem, the pinnacle of the classicism sacred music and opened new
horizons for the world choral orchestral art.
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KOMIIO3UTOP ANCIEN REGIME JIYiJI’KI BOKKEPIHI
Y KPU30BI HACH HA 3JIAMI XVIII-XIX CTOJIITH

Kuawuosi cioBa: mgopuicmo JI. Bokkepini, egponeticoke my-
3uyne mucmeymeo Ha medxici XVIII-XIX cmonime.

Jlyimxi Bokkepini (1743—1805) BTUIMB JIETKICTh MY3UYHHX
iIel POKOKO, 3amiTaB (akTypy 3riIHO 3 KaHOHaMH TaJaHTHOTO
CTHJIIO; BUTOHUCHICTh 1 CAWBO — HAaWsACKpaBilli 03HAKK HOTO TBOp-
yocTi. Ciryxatoun MenyerT 3i ctpyHHoro kBapteTy E dur, op. 11, Ne5
(G275), ®anpanro 3 ritapaoro kBiHTtety D dur, Ne4 (G448), Kon-
uept s BiojgoHueni B dur (G482), 31aeThes, 10 )KUTTS KOMITO3H-
Topa OyJI0 CBITKOBHM T4 HEBUMYIICHHM, CTIOBHEHHM OJIATOTIONY I4st
Ta jerkocti. JiicHo, MpUABOpPHI MOcajy, sIKi MPOTATOM KHUTTS 00i-
fimaB JI. bokkepiHi, BUMarajiu NeBHOTO THITY KOMIIO3UTOPCHKOI JIi-
SUTBHOCTI. BapTo muine 3ramaTu maciusi poku ciyx0u B IHdaHTa
Jlyica (1770—-1785), Koln KOMITO3UTOP CTBOPUB OUIIBIIICTH CBOIX PO-
0iT, KepyBaHHS opkecTpoM rpada-reprora Ocyna (1786—1787), no-
kpoBuTenscTBO Dpinpixa Binsrenasma I (1786-1797), Buctynu Ha
My3uuHUX Bedopax Jlrockena Bonamapra (1801) — TBopuicTh ycix
UX mepioaiB Oyina periaMeHTOBaHa OOOB’I3KaMU aHTaKEMEHTIB 1
MaJia CTBOPIOBATH aTMOc(epy IacTs Ta “BiYHOT BECHH .

HarowmicTh 3a MexaMu cajJOHIB Ta KOPOJIIBCHKMX MA€TKiB
nanyBaiu OypemHi yacu. Ili3Hili mepioxg TBopyocTi JI. Bokkepini
PO3rOPTAETHCS B POKHU, KOJIHM ICTOPUYHI MO JOKOPIHHO 3MIHUIIH
€ppomy. BapTo nuie 3ragatu Benuky (paHIly3bKy PEBOIOIiO
(1789), ctpary Ha rinsiiotuni JltomoBuka XVI (1793) Ta peBoito-
HiHui Tepop, BiliHy Icnanii 3 [opryramieto (1801).

Takuii ICTOPUYHHUI KOHTEKCT, HacaMmIiepes, MPOBOKYE CIIO-
rajiy mpo KOMIIO3UTOPCEKY TBOpUicTh JI. BaH beTxoBeHa, sikuii OyB
MosonmuM cydacHukoMm JI. BokkepiHi Ta pearyBaB 3 BiIKPHUTHM
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cepueM Ha MOJITHYHI 3MiHM. Y TOH dYac, KOJMW iCTOpis mucana-
csl KpoB'10, bOoKKepiHi, MPOAOBKYIOUH CTBOPIOBATU OMYCH B IyCi
“cTaporo pexxumy’, He BTpaTHB aHi MOMYyJISIPHOCTi, aHi 3aMOBHUKIB
cepen MoxxHOBIAAUIB. JIyimki mpomgoBXyBaB IUIIIHY MpaLio Hal
HOBUMH, ajie 3BHYHUMU JJ151 ce0e CTPYHHUMH KBiIHTETaMHU.

ChOrofHi CTEPEOTUIHI AYMKH LIOA0 MY3UKH (paHIy3bKOl
PEBOJIOLIT BIIEBHEHO BUIUISIIOTH MapIlli, OKJIUYHI iHTOHAIIT Ta maTe-
tn3M. Tak 3BaHa “Mapcenbe30MoAiOHICTE” MPUIMHATA 38 €AMHUN My-
3WYHUN CUMBOJI TOI'O IEPiOAY, & ECTETUKA, My3HYHa HACOJIO/A 3HUKAE
3 ySBIICHB, 110 ()OPMYE NICBHY iICTOPHYHY HEBIIMOBITHICT. 3MA€THC,
110 POKOKO, TaJTaHTHUH CTUJIb, paIuKaIbHO OyJI0 3MiHEHO Ha €CTETH-
Ky “Oypi Ta Hatucky . Jlyimki bokkepiHi JOBOAUTH CBOEIO TBOPYICTIO
XHOHICTh UUX AYMOK. BiH 1eMOHCTpYe, 110 1i ABi €CTETHYHI TEHIeH-
il He BUKJIIOYAIOTh OJJHA OAHY. B ocTaHHiil mepiox cBoel TBopUOCTi
BiH Mpallo€e Ha IPYCCHKOro Kopodis. OueBUIHO, 10 KOMIIO3UTOP Mir
30eperTH XapakTepHY JIETKiCTh CBOTO CTHIIIO 3aBASKH epeOyBaHHIO
Ha BEJIMKIH BiJicTaHi BiJ LyXy PEBOJIOLI], ane 11e He TaK: CIiBIpams
NepeBaKHUM YHHOM BiI0OyBasiacs 3a paxXyHOK JIMCTyBaHHS, TOOTO aB-
TOp HaJCUJIaB CBOI TBOPH, a HE AEMOHCTpyBaB Oe3nocepentbo. Tox
HIBUJILE 32 BCE BiH OyB CBiIKOM TEKTOHIYHUX MOJITUYHUX 3MiH CO-
LiaJIbHOTO YCTPOIO. AJle JOCTEMEHHUX A0Ka3iB ILOrO MU HE MA€EMO.

Bin nanicmaB @pingpixy Bimsrensmy II, 30kpema, “Ilpyc-
CbKi” kBapTeTH, (“Preussische” Quartette), hopTemiaHHUHA KBiH-
teT G. 411, cTpyHHHUI KBiHTET U151 ABOX BiojoHuenei Op. 50, No.
5, G. 374. Ilicns 3akiHueHHs KOHTpakTy JI. Bokkepini oTpumye
3alpoOIIeHHS] CTBOPIOBAaTH KOMIO3ULII ISl TiTapucTa-amaropa,
KaTaJIOHCHKOT'O apuUCTOKpaTa beHeBeHTa; MapKi3 XOTiB CIIpaBUTH
Bpa)keHHsl Ha BUILI KOJIa CYCIJIbCTBA, MPOJEMOHCTPYBABIIH BU-
ToHueHN# cMmak. CriBopaust mpoaosxyBajiaca 10 1799 poky. Kowm-
MO3UTOPOM OYJI0 CTBOPEHO CEPit0 CTPYHHHX Ta MTapHUX KBIHTETIB.

3 1801 poky mowanacs cmiBopaus 3 Jliockenom bonamap-
ToM. Monoamomy Opaty HamoneoHa KOMIO3UTOp MPHUCBATHUB IBi
cepii 3 mectu crpyHHUX kBiHTeTiB Op. 60 (G. 391-396), Op. 62
(G. 397-402) i “Stabat Mater”, siky Oysno nanucano B 1781 poui, ane
Jemio BaockoHaneHo y 1801.
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BinpiiicTe MUTLIB, IKi BAKOPUCTOBYIOTH TBOPYICTB SIK pEMECIIO,
icropis 3a0yBae, ane iM’st JIyimki Bokkepini 3anummnocs B nam’saTi. Y
yoMy cekpeT? Mu BOauaeMo neBHe nosicHeHHs B norsigax K. FOwra.
HayxoBens nomivae BTpaty, po3uMHEHHS 1HIUBIAyaTbHOCTI B KOJIEK-
THUBHOMY, [ic HAa IPOTUBATY BUXOAUTH peastizauis criibHoro. Haromicts
1HAMBITyaJbHICTh MPOCTYTIAE HA TPYHTI TpaaMLii. AKTYaJIbHICTD MY-
3UKHU “‘CTapOpeKMMHOro Kommosutopa” sik Ha 3nmami X VIII-XIX cto-
JiTh, TaK 1 3apa3 MoJsra€ He y BiAN3EPKAJICHH] ICTOPHYHUX KPHU3 Ta
ocobucTuX KaracTpod, a B peanizallii BJIaCHOr0 TBOPUYOTO CLICHAPIIO,
TOOTO pOOUTH Te, IO BMI€I HalKparie. 3 IbOro Morysiy TBOPUICTh
MOCTa€ SIK MOPSATYHOK Bix Kpu3 Ta karactpod. [lepeOyBaroun moza
TPEHIOBHUMH 3aKIUYHMUMHU Mapiuamu, JIyimki Bokkepini He Tinbku
YeCHO BUKOHYBaB CBOi OOOB™I3KH, a i 30epiraB HE3MiHHO Ba)KIIHBY
JETKICTh OYTTsI, peatizoBaHy Kpi3b BIACHY TBOPYICTb.

Viktoriia Melnyk
graduate student, 1. P. Kotlyarevsky Kharkiv National
University of Arts,
e-mail: viki.melnik333@gmail.com
ORCID: 0000-0001-9730-1149

LUIGI BOCCERINI: THE COMPOSER OF THE ANCIEN
REGIME DURING CRISIS TIMES AT THE TURN
OF THE XVIII-XIX CENTURIES

Key words: L. Boccerini’s oeuvre, European musical art at
the turn of the XVIII-XIX centuries.

Luigi Boccerini (1743-1805) embodied lightness of musical
ideas of the Rococo period; he created musical forms according to the
canons of gallant style. We can describe his oeuvre as sophisticated
and brilliant. When listening to the Tempo di Minuetto of the E Major
Quintet, op. 11, Ne5 (G275), Fandango from the Guitar String Quin-
tet in D Major, (G. 448), Cello Concerto in B dur, it seems that the
composer’s life was full of well-being and lightness. Of course, court
positions, which were held by L. Bocceriini during his life, demanded
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specific types of creations. We should recall happy times of his work-
ing for Infant don Luis (1770—1785), when the composer created most
of his arts; conducting the private earl-dukes of Benavente-Osuna’s
orchestra (1786—1787), King Friedrich Wilhelm’s II patronage (1786—
1797), perfoming at Lucien Bonaparte’s music evenings (1801). De-
pending on a specific task, Boccerini’s works had to create such kind
of atmosphere which could match the tastes of elitists. It means that
the composer had to create the mood of success and “eternal spring”.
At the same time outside the aristocratic salons the air was full
of revolutionary ideas and a scent of war. The last period in the work
of L. Boccerini took place during powerful historical changes in Eu-
ropean countries. We only briefly mention the most important events
of that time: the French revolution (1789), execution of Louis XVI
(1793), revolutionary terror, the War of Spain and Portugal (1801).
This historical context provokes us to memorize Beethoven’s
oeuvre, who was Boccerini’s contemporary and responded proactively
to all political and social changes. Instead, L. Boccerini continued to cre-
ate works in a traditional way using ancien régime concepts. He didn’t
lose his popularity among those who gave orders. Luidgi kept on work-
ing at new but at the same time well-known forms like string quintets.
Today we have a lot of stereotypic ideas among musicians about
revolutionary music of that historical period. First of all, most of us
feel it like something extremely pathetic that was made with invocat-
ing intonations. Secondly, there are thoughts that musical hedonism
disappeared from human’s life. It seems that instead of Rococo and
gallant style came “Sturm and Drang” ideas. Luigi Boccerini proved
misapprehension of these ideas by his oeuvres. He demonstrated that
these two aesthetic trends could develop at the same time. During the
last period of his work he worked for the Prussian King. Obviously,
the composer was able to preserve his brilliant pure style because he
was far from historical disasters, however, it was not like that. Actu-
ally, Boccerini’s work for Friedrich Wilhelm II was realized through
correspondence, it means that the composer sent his creations but did
not demonstrate them in king’s musical salons. So, most likely, he was
a witness of the tectonic political changes in the social system. But we
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have no evidence of this. He sent “Prussische” quartets, piano quintet
G. 411 and two cellos quintets Op. 50, No. 5, G. 374. After termination of
the contract, L. Boccerini receives another invitation. Cooperation with
the Catalan aristocrat Benavente continued until 1799. The composer
created a series of string and guitar quintets. Since 1801, cooperation
with Lyusien Banaparts began. L. Boccerini dedicated two series of 6
string quintets Op. 60 (G. 391 — 396), Op. 62 (G. 397-402) and “Stabat
Mater” to the young brother of Napoleon. Most artists who use creativ-
ity as a craft are cleaned up by history, but Luigi Boccerini’s name re-
mained in memory through the ages. What is his secret? We think that
the reason of it can be found in C. Jung’s ideas. The scientist notices an
individuality dissolving in the collective, where the implementation of
joint stands out. Instead, the individuality comes through on the basis
of tradition. The relevance of the composer’s music can be explained
not only by its reflection of historical crises and personal disasters, but
also by realization of his own creative scenario. Fom this point of view,
creativity arises as a salvation from crises and catastrophes. Luigi Boc-
cerini not only performed his duties honestly, but retained such an in-
variably important lightness of life which was reflected in his works.
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KOHIEPT JIsI CKPUIIKH 3 OPKECTPOM JI. BAH
BETXOBEHA SIK ITPUKJIAJ TBOPUYOI'O “ITPOPUBY”
Y CKPUIIKOBOMY MUCTENTBI XIX CTOJITTA

KuarouoBi ciioBa: ckpunkosuii konyepm XIX cm., “cxpunko-
ee”’ ma “neckpunxoee’, ukoHascvka mextixa, JI. ean bemxogen.

Konnepr st ckpuriku 3 opkectpoM JI. Ban berxosena (1806) —
KBIHTECEHLIiSl BUKOHAaBCBKMX MOMKJIMBOCTEH Ta KOMIO3HTOPCHKOTO
tasaHTy. [ loefHaHHS HAKOMMYEHUX 3HaHb aBTOpa, poOOTa B cUM(OHIY-
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HOMY KaHpi IO3BOJIMJIM CHHTE3yBaTH KOHLIEPTHICTD 1 CUM(OHIYHICTB.
TBip cTaB MPOBICHUKOM HOBHX KOMIIO3UTOPCBKMX Ta BUKOHABCBKHUX
ineii, sxi Gymu posBuHyTI Horo mocminosankamu (M. Bpamc, I1. Yaii-
KOBCBKHH), IO MEPETHYIH MEKi KaHOHIB CBOTO 4acy, CTBOPHBLIH
HOBI 3ByK0OOpa3u. J[71s1 BUABIEHHS TPaguLiiHUX Ta HOBaTOPCHKUX
€JIEMEHTIB y CHCTEMi BUKOHABCHKOI'O MUCTELITBA OOPAHOro Mepiony, a
TaKoX iX BimoOpaykeHHsI B KOMIO3UTOPCBHKiM TBOPUYOCTI MPOMOHYETh-
Csl BUKOPUCTOBYBATH B POJi IHCTPYMEHTIB aHaJli3y KaTeropii “CKpHIi-
KOBOTO” 1 “HECKPUIIKOBOr0”, Ji¢ ‘CKPHIIKOBE  BHCTYIAE aHAJIOIOM
KaHOHY, 1[0 aCOILIIOEThCSA 3 TPAJUINE0, & “HECKPHUIIKOBE”’, SIK HOro
MPOTUIICKHICTh, BKa3y€ HA MIPOLIECH OHOBJICHHS iICHYFOUHX MPABHJL.
“HeckpunkoBe” B OETXOBEHCHKOMY TBODI TOB’SI3yETHCS
HE CTUIBKHM 3 BaXKKOAOCTYIIHICTIO HOTHOT'O TEKCTY, LIO BUMAarae
aganTauii 3 00Ky peJakTopa y BUTISALI AMHAMIYHHX, IITPUXOBHX,
aIuTiKaTypHUX, aroriYHUX YTOUYHEHb 1 3HAXOJUTh BiJOOpakeHHS B
PENaKTOPCBKUX BEPCisiX, CKiNbKY B 3MiHeHOMY JI. Ban beTxoBeHOM
PO3yMiHHI PO coJicTa, sSIke HE BiAMOBIAAN0 MPUUHSITUM YSBIICH-
HSIM IIPO COJNBHO-OPKECTPOBY B3aeMoit0. HiMeIbKuii KOMIO3UTOP
3MIIye aKIEHT Ha KOPUCTh CUMQOHI3alii KOHLUEPTHOTO >KaHPY,
i JIOPAIKOBYI0YM BUKOHABCHKE JIpaMaTy privHoMY, BUOYAOBYIOUH
HOBi CTOCYHKH COJIiCTa i OpKECTPY, L0 CIPUHMAEThCS CyYacHHUKa-
MU SIK IOPYIIEHHS TPaAuLii, TOOTO “IIPOPHUBOM” Y BUKOHABCHKOMY
muctenTBi XIX cTomiTTS, MPOsSBOM “HECKPUITKOBOTO.
Pe3ynapraToM 1BOrO CTajo MEPEOCMUCICHHS BipTYO3HO-BHU-
KOHABCBKOI CKJIaJOBOi y OiK HiAMOPSAKYBaHHSA IpaMaTypriqHoOMY
3agymy. Take mparHeHHs aBTopa OyJO KPUTUYHO CHPUHHSATO Ho-
r0 Cy4acHMKaMH Ta BHUTIYMAueHO K MiHIMi3alil0 KOMIO3UTOPOM
COJIBHOI CTOPOHH, OOMEKEHHS BUKOHABCHKUX MOXJIMBOCTEH CKpHU-
nassi, Mi3epHICTb BUKOPUCTAHHS XyIOKHBbO-BUPa3HUX 3ac00iB iH-
CTpyMEHTa Ha TJi TMOCHJICHHS MO3MLIA OpKeCTpy B Apamaryprii
TBOpY. Y LiNOMY L€ BHKJIHMKAJIO B KPUTHKIB 1TIO30pHE BiIUyTTs
Bigctyny JI. BaH beTxoBeHa BiJl iCHYIOUOro TOAI €TaJOHY 3By4YaH-
HSl CKPUIIKH, 3HEBAaru aBTOpa A0 PI3HOMAHITTSA TeMOpaJIbHUX, TeX-
HIYHUX MOXIJHMBOCTEH, TOOTO TOrO, HIO BKJIAJAJIOCAd B TIOHITTS
“ckpurnkoBoro”. TakuM YHHOM, MEJIOAMKO-IHTOHAI[IMHUN TIACT BiJ-
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PI3HAETHCS BUCOKOIO MOOUIBHICTIO i OPUTiHAJIBHICTIO iIHTOHALI THIX
MOTHUBIB. HasiBHICTh pi3HOMaHITHUX BUKOHABCBKUX MPHIOMIB 1HTO-
HaII{HOTO, INTPUXOBOT'0, AP TUKYJIALIHHOT0, PHTMIYHOTO XapaKTepy
CTBOPIOIOTH MY3WYHUH MPOCTip iHAMBIAyami3anii HOTHOTO TEKCTY.
®irypaniiHicTh i BapiaTUBHICTD, IO CIPHMMAIOTHCS K JOMOMIXKHI
SIBUILA B MY3UYHOMY TIOJIi, Y TBOPi HIMEIBKOTO KOMIIO3UTOpa Ha-
OyJr 0COOIMBOTO KOJIIOPHUTY, HE 3HUKYIOUH COTBHUX MOKIIMBOCTEH
My3UKaHTa, TyOIsIYruch B OPKECTPOBIH MEPIIOCTi, 8 HaBMaKK — 30a-
raTHUBLIM MEJIOAN3M, CTBOPIOIOYH HEMIOBTOPHE 3ByYaHHSI.

Binkputts JI. Ban berxoBena, mop’s3ani 3 HOro ysiBI€HHSAM
PO POJIb CONBHOTO B KOHIEPTHOMY >KaHpi, BUNIEpENUIN HOBaIil
KOMIIO3UTOpiB Apyroi monoBuHu XIX cromirts. Ilposs “Heckpur-
KOBOT'0” B YMOBaX JIii 3aKpilJIeHOr0 BUKOHABCHKOTO KAHOHY IPUBE-
JI0 10 IEPEOCMHUCIIEHHS QYHKILIH Ta poji IHCTPYMEHTA B 5KaHPOBOMY
MOJI1 KOHIIEPTY, OAHOYACHO PO3MIMPHUBIIY BUKOHABCHKI TPaHi.
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CONCERTO FOR VIOLIN WITH ORCHESTRA
BY L. VAN BEETHOVEN AS AN EXAMPLE
OF CREATIVE “BREAKTHROUGH” IN VIOLIN ART
OF THE XIX CENTURY
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The Concerto for violin with orchestra by L. van Beethoven
(1806) is a quintessence of performing abilities and composer’s tal-
ent. The combination of the author’s accumulated knowledge and
work in symphonic genre has allowed to synthesize concerto and
symphony. The artwork became a precursor of new composer’s and
performing ideas that were developed by its successors (J. Brahms,
P. Tchaikovsky) who broke the principles of their time creating new
sounds. In order to reveal traditional and innovative elements in the
system of performing art of the chosen period and also their reflec-
tion in the composer’s art it is offered to use the analysis of “violin”
and “non-violin” categories as tools where “violin” is the analogue
of the principle which is associated with traditions, and “non violin”
as its opposite indicates the processes of updating the existing rules.

“Non violin” in L. van Beethoven’s work is connected not
only with the inaccessibility of the note text that requires the edi-
tor’s adaptation in form of dynamic, stroke, fingering, similar de-
tails and is reflected in editorial versions but also in the changed
understanding by L. van Beethoven of a soloist’s role that did not
correspond to the common image of a solo and orchestra interaction.
The German composer moved the focus on symphonization of the
concerto genre submitting the performing to the dramaturgic, thus
building new relations between a soloist and an orchestra, which is
perceived by people of that époque as breaking traditions, in other
words, “breakthrough” in performing art of the XIX century, pres-
ence of “non-violin”. As a result a different interpretation of the
virtuoso-performing element from the viewpoint of submission to
the dramatic idea appeared. The author’s aspiration was critically
perceived by his contemporaries and interpreted as minimization of
the composer’s solo part, restriction of violinist’s performing abili-
ties, scantiness of using creative — expressive means of the instru-
ment enhancing the position of an orchestra in the dramaturgy of the
piece. In general, it caused an illusory feeling that L. van Beethoven
changed the focus from the existing then standards of the violin
sound, author’s neglect of the variety of timbre, technical abilities,
in other words everything that meant “violin”.
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Thus melodic — intonation layer is different due to the high
level of mobility and originality of intonation motives. The pres-
ence of various performance techniques of intonation, stroke,
articulation, rhythmic character create a musical space for indi-
vidualization of the note text. The figurative side and variability
that are perceived as additional phenomena in the musical area in
the German composer’s work got a special colour without decreas-
ing the soloist’s abilities getting lost in the orchestra precedence,
but vice versa enriching the melodism creating an exclusive audio
performance.

L. van Beethoven’s discovery connected with his vision of
a soloist’s role in the concerto genre advanced composers’ inno-
vations of the second part of the XIX century. The display of the
“non violin” under conditions of the stated performing standards
led to the reconsideration of the function and role of the instru-
ment in the concerto genre extending the performing borders at
the same time.
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Pixapna Barnepa BBa)KalOTh PEBONIOLIOHEPOM y MUCTELTBI.
Bararo iioro inei, 3okpema, gesamtkunstwerk, BBaxkaroTbcsi peBo-
moniitnumu. BogHouac BarHep OaxkaB CyCHiNBHUX NMEPETBOPEHB
peBomtoniitHuM nuisixoM. OQHAK peanbHi CIpoOu TaKUX MEPETBO-
PEeHb CIIpUIMAaNUCS HUM HEOAHO3HauyHO. DpaHIy3bKa PEBOIIOLIs
BUKJIMKaJla B HBOTO Biipa3y depe3 ‘““KaxJIHBY XKOPCTOKICTb pEBO-
morionepis”. [lo6ol0BaHHSA MOBCTAJOr0 HATOBITY IMEPECidyBalo
Barnepa i nig yac pesonromnii 1848 poky.

Ane Horo peakiiisi Ha JIMIHEBY PEBOJIOLII0 Oyla 30BCIM iH-
moro. Le Oyno panicHe roHalbke 30yaxeHHs. Barnep Oepe akTuBHY
y4acTb y ByTHYHOMY Oe3yMCTBi HaTOBMY. BiH i3 3axomieHHsM Oirae
no Oapukazaax, sk e poOuB B aHayoriuHii cutyauii ['extop bepai-
03. [Ipore BiH, moxiOHO 10 CBOr'O (PpaHIy3bKOTIO KOJIETH, 3Tr0JIOM Ha-
MaraeThCs 3arepedyBaTi CBOIO aKTHBHY Y4acTb Y PEBOIIOLIHHIX
noxisx. IIpo ue cBiguare BiAMOBiAHI cTOpiHKHM ioro aBTobiorpadii
“Moe xutta”. OgHaK He TpaBi Ti, XTO Ha OCHOBI BOTO TEKCTY Ha-
MaraeThes po3risgaTy yuacTb Barnepa y nux mopisix sik HecBiome
TIOPUBAHHS, SIKe He 0a3y€THCS HA IKOMYCh YiTKOMY MOJIITUYHOMY
CBITOTIISA1. ABTODH, SIKi JOTPUMYIOTBCSl TAKOTO TPAKTYBaHHS, Ma-
OyTh, 3a0yBaroTh, O CBOIO aBTOOiorpadito Barnep mucas y Toii
Yac, KOJIH BiH OyB BUNpPaBAaHUN HIMEUBKOIO MOJITHYHOIO ETITOI0
i B HBOTO CKJIamucs JOBONI crienudiuni cTocyHKM 3 Biajow. Mo-
My HEBHTiIHO OyNO MiAKPECITIOBAaTH YCBiJOMIICHICTh CBO€i peBO-
moniitHoi noBeninku. OgHaK cnpoba MPUXOBATH CIPaBXKHIM ceHe
CBOIX Jill BUTIIsa€ BedbMH HaiBHOWO. Y 1848 poui Barnepy Oymno
35 pokiB. Bin npoxuB yxe monoBuHy cBoro kuTTs. Lle Oyna 3pi-
Ja JIOMHA, sIKa TOBHICTIO YCBIOMIIIOBaja CBOi BYMHKHU. bepyun
y4acTh y peBOIIONIi, BiH 100pe yCBiJOMIIIOBaB CBOI LiJIi Ta 3acobu
iX JIOCATHEHHS.

[Ticnst mopa3ku cakCOHCHKOro pyxy Baruep B emirpanii mo-
BEPTAETHCSA 1O i€l apTUCTHYHOI peBoionii. BogHodac BiH 1me
3aJIMIIA€THCS ONTHMICTOM MIONO HEPCHEKTHB PaJMKalbHOI Hepe-
OyIlOBU CYCHIJILHOTO JKUTTS, PO LIO CBiTYaTh BiANOBiAHI CTOPiH-
ku Horo aBroOiorpagii. OgHak cebe BiH HE BBa)kae CIPaBXHIM
peBomtonionepoM. Y nucti 1o Kozimu Bix 14 TpaBHs 1848 poky BiH
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3a3Havae, 110 CIPaBXHil PEeBONIOLIOHEp HE MOBUHEH Hi Iepel YuM
3YMUHATHUCS Y CBOIX AisiX, loro meta — pyiHauis. Cebe x Barnep
BiTHOCUTB JI0 THX, XTO IIparHe He pyHHyBaHb, a IEPETBOPEHb.

OTxe, HOro BiZMOBA Bij PEBOJIOLII cTanacs, OUeBHAHO, HE
BiJl po3yapyBaHHs B Hill Ta Ti LiNsAX, a yepe3 3HEBIpY B MOXKIJIMBOC-
TsX i1 3xiticHeHHs. Kpim Toro, BiH, Ik BUAA€THCS, IUIIIOB BUCHOBKY,
1o Horo mpoeKTH, Hacamnepen y cdepi MUCTETBA, MOXKYTh OyTH
peasti3oBaHi mo3a peanizali€lo el TOroyacCHUX PeBOIIOIIOHEPIB.
AJKe PeBOIIONLIA XBIJIIOBAJIa HIMELBKOTO MUTISl HacaMIlepea sIK
€CTETHYHA PEBOIIOLIS.

Barnep mosicHIO€ CBOIO yBary 10 SIBUII MOJITHYHOTO CBITY
BUKJIIOYHO B TiHl cdepi, y AKiil B HUX IposBIsABCs OyX Pepomtonii,
T00TO — moBcTanHs uncToi Jlroacekoi [Ipupoayn npoTH NomiTHKO-
opuanyHoro @opmanizmy. Ha nymky X’toctona Crroapra Yewm-
OepneHa, Barnep He BipuB y Te, 1[0 MOJITHYHA PEBOMIOLIs 34aTHA
BUJIIKYBaTH XBOpe CycmiibcTBO. [loBcTaHHs 1yist HBOTO Oyno de-
HOMEHOM BHYTPiLIHBOT'O, MOPAJIBHOT'0 TIOPSAKY, 00YpEHHSIM IPOTH
TOT0YacHOI HECIIPaBEIIHBOCTI.

Hapemri y crarti 1870 poky, npucsyeniii JI. Ban berxose-
HY, KOMIO3UTOP BXKE HE MPOCTO BiJMOBISETHCS BBaXKAaTH CaMOTO
cebe peBOIOLIOHEPOM, a i MPOroJoIIye PEBOMIOLIHHICTE HEBIAC-
THUBOIO HIMEI[BKOMY HAI[iOHAJIBHOMY XapaKTepy.

VY migcymMKy MOKHa KOHCTaTyBaTH, 1o Barnep He Biamo-
BUBCSl BiJl PEBOJIONII K Mpolecy TIi100anbHOI CycHiipHOI mepe-
OynoBu. BiH mepecTtaB OTOTOXHIOBATH ii 3 KPOBONPOJHUTTSM, 3
HACHJIBHUIBKOIO pyiHaLi€l0 icHytouoi opraHizauii. Too6To BigMoBa
Barnepa Bij peBoIOINii € HE BiIMOBOIO BiJl METH, a IEPETIIsiIOM
3aco0iB 1 i1 gocsrHeHHA. OTpUMAaBIIN MOTYKHY JTOMOMOTY BifJ
OaBapcekoro kopouist Jlrogsira II, Baruep octaTouHo BigMOBUBCS
Bix cBoro OyHrapctBa. IIpoTe MoHapxi3m mi3Hboro Barnepa Bu-
SIBUBCSI HOBOIO (hopMoto peBomroniifHocTi. Ty camy, 3a 3MiCTOM i
CHpPSMYBaHHSAM, PEBOJIOLIIO, SIKY B MOJIOJIi POKH BiH pO3PaxoOBYyBaB
Mo0auynTH 3A1MCHEHOO “3HM3Y”, Ha CXMJIi KUTTS Baruep cnoaiBas-
Csl IPOBECTH “‘3ropu’.
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RICHARD WAGNER AND THE REVOLUTION

Key words: Richard Wagner, political and artistic revolu-
tion, revolutionary and national character.

Richard Wagner is considered a revolutionary in art. Many
of his ideas, including the gesamtkunstwerk, are considered revolu-
tionary. At the same time, Wagner wanted social transformations in
arevolutionary way. However, real attempts at such transformations
were perceived ambiguously by him. The French Revolution caused
him disgust because of the “terrible cruelty of the revolutionaries”.
The fear of an insurgent crowd haunted Wagner during the revolu-
tion of 1848.

However, his reaction to the July revolution was completely
different. It was a joyful youthful excitement. Wagner takes an ac-
tive part in the street frenzy of the crowd. He enthusiastically runs
along the barricades, as Hector Berlioz did in a similar situation.
However, he, like his French colleague, later tries to deny his active
participation in revolutionary events. This is evidenced by the cor-
responding pages of his autobiography “My Life”. However, those
who, on the basis of this text, try to consider Wagner’s participation
in these events as an unconscious impulse, which is not based on
any clear political outlook, are wrong. Authors who adhere to this
interpretation probably forget that Wagner wrote his autobiography
at a time when he was justified by the German political elite and had
a rather specific relationship with the authorities. It was not profit-
able for him to emphasize the awareness of his revolutionary behav-
ior. However, the attempt to hide the true meaning of one’s actions
looks very naive. In 1848, Wagner was 35 years old. He has already
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lived half his life. He was a mature person who was fully aware of
his actions. Taking part in the revolution, he was well aware of his
goals and the means to achieve them.

After the defeat of the Saxon movement, Wagner returned to
the idea of an artistic revolution in exile. At the same time, he still
remains an optimist regarding the prospects of a radical restructur-
ing of social life, as evidenced by the relevant pages of his autobi-
ography. However, he does not consider himself a real revolutionary.
In his letter to Cosima dated May 14, 1848, he notes that a true
revolutionary should stop at nothing in his actions, his goal is de-
struction. Wagner considers himself to be one of those who aspires
not to destruction, but to transformation.

Therefore, his rejection of the revolution happened, obviously,
not because of disappointment in it and its goals, but because of
despair in the possibilities of its realization. In addition, he seems to
have come to the conclusion that his projects, primarily in the field
of art, can be implemented outside of the goals of the revolutionar-
ies of that time. After all, the revolution worried the German artist
primarily as an aesthetic revolution.

Wagner explains his attention to the phenomena of the politi-
cal world exclusively in the sphere in which the spirit of the Revolu-
tion manifested itself in them, that is, the rebellion of pure Human
Nature against political and legal Formalism. According to Houston
Stuart Chamberlain, Wagner did not believe that political revolution
could cure a sick society. For him, the uprising was a phenomenon of
internal, moral order, indignation against the injustice of that time.

Finally, in an 1870 article dedicated to L. van Beethoven, the
composer not only refuses to consider himself a revolutionary, but
also declares revolutionariness to be uncharacteristic of the German
national character.

In conclusion, we can state that Wagner did not abandon the
revolution as a process of global social restructuring. He stopped
equating it with bloodshed, with the violent destruction of the ex-
isting organization. That is, Wagner’s rejection of the revolution is
not a rejection of the goal, but a revision of the means to achieve
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it. Having received powerful help from the Bavarian King Ludwig
II, Wagner finally gave up his rebellion. However, late Wagner’s
monarchism turned out to be a new form of revolution. The same
revolution in content and direction, which in his youth he expected
to see carried out “from below”, on the slope of life, Wagner hoped
to carry out “from above”.
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MOJII®OHIA YACY B KUTTI I MUCTELTBI

Kuawu4oBi caoBa: cnputinamms uacy, onepuuil meamp, cy-
YACHI NOCMAHOBKU, NONIPOHIS Yacis.

Bynp-sxi mofii, 110 CTBOPIOIOTH AJISI JIFOJUHH CKJIalHI YMOBH,
IiI0Th Ha Hel OaraToBekTOpHO. TpuBane nepedyBaHHS B AUCTaPMO-
HIHHOMY CepelOBHII BIUIMBAE HA MPOLEC CIPUIHSITTS HABKOIHIL-
HBOTO CBITY. Y BCSKOr0, XTO B TOW YM iHIIMH CHOCIO MpUYETHHHA
IO MacIITAaOHHUX TMOJiN, OaueHHs OCTaHHIX € IHAUBITyanbHuM. [1o-
TioHiIA KUTTH, CBigoMocTel... KoxHa mons noxiOHa 10 okpemoi
HUTKH, SKa BIUIITAETHCA MAHCTPOM y MaJIOHOK KHUJIMMa; KOXKHA
HUM JKUTTEMNOTOKOM, 3aiiMae BUKIIOYHO CBOE MiCIe B TPaHII03HIH
KapTHHI KUTTSL.

[NonidoniuHuM € i HalIe CIpUHHATTSA CBiTY. Byab-sika mtonu-
Ha 3/1aTHa 0auMTH OZHE 1 Te X siBHILE OararomnaHoBo. OAuH 3 mia-
HiB (YMOBHO Ha3BEMO HOT0 HUXKHIM) — Iie lepeOyBaHHS BCepeauHi
noxii Ta BiguyTTs cebe Oe3mocepenHiM ii yyacHukoM. dpyruii —
MOB’I3aHUM 3 YMiHHIM 0auuTH OiNbLI y3arajJbHEHO MPH CIHpaHHI
Ha KOHKpeTuKy nepuroro. llle Bumuii niaH BU3HAYa€THCs OaveH-
HSIM T700abHOI KapTHHH CBITy. YCi BOHM MiX c0000 3’€IHaHi,
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OJUH BUpOCTaE 3 iHmMOoro. [Ipyn npoMy KOXeH iHIUBIJ YCTaHOBIIOE
co0i mpiopuTeT, BUPILIYIOUH, HA SIKOMY DiBHI CIPHHHSTTS KOH-
KpeTHoi noxii oMy nepeOyBatu.

Yac, y IKOMY PO3BUBAETHCS MOJIWHICTh, TAKOX MOTIPOHIY-
HUW — BiH OIMH AJIA BCiX, 1 IPU IIbOMY y KOXKHOTO CBiH, 1 IUIMHE
0-CBOEMY. [HO/II MU TOYMHAEMO MTOMIYaTH MeTaMOpQO3H, 1O Bij-
OyBalOTbCS 3 HUM: BUHHMKAE BIAUYTTS, 110 BiH TO MPHCKOPIOE CBilt
XiZ, TO CHOBUIBHIOE. | Bce 116 BOUCYEThCs B 3arajibHUi “Tiio0Oanb-
HUI” yac, IKUH 3aBKIU € IOCTIHHUM.

VY mepion TpuBanoi HaNpyrd iHAWBIAYaJbHHHA dYac CHpUUd-
MaeThCs Mo-ocoOnuBoMy. Te, 110 TOBro TpuBae, HiIOU 30MpaeThCs
B OIMH TICHMM MYYOK MOAiH i HAOJIMXKAa€ThCS IO TOYKH Temepill-
HBOTO; T€, IO CTAJIOCS CHOTOMHI, HECTIOAIBAHO CIPUUMAETHCS SIK
MUHYJE (IPU LBOMY CBiJJOMICTh TOYHO 3HA€ XPOHOJIOTIYHY TOCTi-
JIOBHICTB TOJIi1); a00 0j{HA 1 Ta 5K TOAisl OJTHOYACHO MUCIIUTHCS 1 SIK
MUHYIIE, i SIK CbOTOJICHHSL.

[oennanHs yacoBUX MEPIOAIB Y OAHIM TOUII BinOyBaeThCs
MiJl 4ac KOHTAKTY 3 icTopieto (Oyab-siki apTedakTH), KOIU JIOIU-
Ha “BimuyBae i TuxaHHs” 1 IEPEHOCUTHCS Y CBOIM CB1IOMOCTI Ha
LI CTONITTA Ha3an. He MeHII 1ikaBuM € epeKT 3°€THaHHS B TOY-
i “TyT 1 3apa3” CbOroAeHHS Ta MalOyTHBHOrO. Y CYCHiNbCTBI L
NPUIHATO HAa3UBaTH NepeadadueHHsM. 3 MOMIOHMM MH OCOOIHBO
4acTO CTUKAEMOCS, MAlOYH CIIpaBy 3 MUCTELUTBOM (JIiTepaTypolo,
TeaTpoM, KiHO).

Bayenns mMaifOyTHHOTO aBTOPH XYAOKHIX TBOPiB BTLIIOIOTH
y pi3Hi GOpMH: CHOBHAIHHS TepoiB, BCUIAKI TaJaHHs, EPCOHAXKI-
MPOBICHUKH (OCTaHHI MOXYTbH 3’IBUTHUCS 3 JaJIEKOTO MUHYJIOTO SIK
MPUBUIM), CHMBOJIYHI 3HaKW. Bijgomo, 1110 MomiOHUMU CIICHAMH
Hacu4eHo O0araTo TBOpiB XIX CTOMITTS, ke TAKIIO JO MICTHUHHUX
00pa3iB (e cTocyeThbesl i ONepHOro Tearpy). IHoAl HAaTsAK Ha PO3-
BUTOK TOAIM y MailOyTHbOMY aBTOpPOM TBOPY 3aByallbOBaHO. SIK
MPHKJIa] MOXKHa 3ragatu TaHeub Domii 3 onepu “I'Bino Ta XKines-
pa” @. l'anesi, IKMi BUKOHYETHCS TIEpeN IACTHBUMH HapEYeHUMHU
B JieHb ixHbOro Beciyuist. CaMa MosiBa IIbOrO HEpCOHaXka CHpPUK-
Ma€ThCA SK BillyBaHHsI HECHOAIBAHOTO JIMXa, IO 1 BiAOYBa€ThCS
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HaNPUKIHI CHeHH OEHKETY — OTpPyE€HA HapeueHa MaJla€ MEPTBOIO.
Bapro 3a3naunty, mo Pomris B onepi — nepcoHak HEOAHOZHAYHUH.
Bona yyacHuLA “TaHLIO AYPHIB”, IOMKUPEHOTO B CEPEIHBOBIUHIH
3axigHii €Bpormi (UMM BUIpaBaaHa ii MOsSBa HA CBATI), 1 BOHA X —
MPOBICHHULISI HECTIOAIBAHOTO MOBOPOTY mofii (y Midomorii Domis
NPUPIBHIOETHCS A0 MPUMXIUBOI DOPTYHH, sSIKa TOCTYIHIIACS CBO-
iM micueMm mepuriii 3 HUX).

AHAJIOTIYHUN TaHEIb-CUMBOJI BBEJICHO y ‘“YapiBHUIKO
®. 'anesi. Xopeorpadiuna cueHa mix Ha3Bow “I'pa B maxu” (apy-
TUH aKT), 3aBEPIIYIOYUCH XOJ0M OLTUX Qiryp, nependadae nepemMo-
ry nobpa y ¢inamni onepu.

[loegHaHHA MUHYJIOTO Ta CHOTOJCHHS CIOCTEPIraeMo B YH-
CEeNIbHUX CYYaCHHX ONEpHUX IOCTaHOBKaX: MOAil MHUHYJIOrO pe-
JKUCEPU-TIOCTAHOBHUKH MEPEHOCATDH Y HAIIY €MoXy 3a JAOMOMOTrO0
BIJIMOBIHUX KOCTIOMIB, JaeKopaiiii, peksizuty. Illogo meramop-
(03iB yacy MiKaBUMU € MIKCTOBI IIOCTAHOBKH. SIK MpUKIIa MOXHA
sragatu noctanoBky onepu “Hoit” @. I'anesi — XK. bize (2004, pe-
)kucep-noctanoBHuk [’ep JKypnan), ne 6i0niiicbke MUHYJE TOCTY-
MOBO TPaHCHOPMYETHCS B CYYaCHICTh IUISIXOM 3MiHH JCKOPAIIii,
KOCTIOMiB, BBEICHHSI BiJTIOBIAHOTO XOpeorpagiyHOro KOMIOHEHTY
(BuKOHaHHs OpeiKy Ha (OHI cydacHUX 0araTomoBepXiBOK y APYyTii
nii), a'y ¢inani onepu (kopadens Hos 3 ypsToBaHUMM) Ha CLIEHY BU-
XOISATBH EPCOHAXI1 B CTAPOAABHIX Ta CyYaCHUX KOCTIOMAaX, TOEIHY-
I0YH TAKUM YMHOM JIBa IOTOKH Yacy. | Takux npukianis 6e3miv. He
MOXXHa MPOIMYCTUTH ToH PakT, mo “Hoit” OyB mokazaHuii myOmimi
HE3aJ0Bro 10 pyiHiBHOro myHami Ha Cymatpi. 36ir? Iligceimome
nepeadadeHHs HaiOnmK49oro mMaitOytuporo? Ilicns Tpariunoi mo-
Iii Ha OCTPOBI B MOCTAHOBKAX OMEPH Ha €KpaHi MiJ] My3UKY BCTYITY
JI0 OCTAaHHBOTO aKTy TOYaJM JEMOHCTPYBATH KaJIpH L€l Bennyes-
HOI XBHJIi.

Tox migHIMAOYUCh y CBOIM CBIIOMOCTI 10 BUIIUX IJIaHIB
JKUTTS, XyJOXKHHUK 3AaTHUH mobaunTu nomidoniro OyTTs i CHIeTiH-
HsI 4aciB Ta BiOOpa3UTH BCE L€ Y CBOIH TBOPYOCTi B MOMEHT1 “TyT
i3apas”.

B
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POLYPHONY OF TIME IN LIFE AND ART
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Each event which results in rough conditions for a human,
has many-vector impact to him. Being in disharmonic environment
for a long time influences the process of perception of the world
around. Everyone who relates to large-scale events understands
them individually. Polyphony of life, minds...Each fate is like a cer-
tain thread interwoven by a master into a picture of the carpet; each
person with individual mind as an independent life-stream takes
exactly their place in a grandiose picture of life.

Our perception of the world is also polyphonic. Everyone is
able to have multi-levelled view of the same phenomenon. One of
the levels (let's call it conditionally “a lower one”) — is being inside
the event and feeling oneself as its direct participant. The second
one is connected with ability to generalize basing on concrete na-
ture of the first one. All of them are interconnected, one is derived
from another. Moreover, each individual establishes priority, decid-
ing, on which level of concrete event perception to be.

The time in which eventness develops is also polyphonic — it
is common for everyone and, at the same time, everyone has its own
one and it passes its way. Sometimes we start to notice its metamor-
phoses: there appears a feeling that first it accelerates, then slows
down. And all this fits into general “global” time, which is always
permanent.

Individual time is taken in a special way during continuous
strain. It seems that things, which last for a long time, gather in one
tight bunch of events and approach present point; things which have



Mucmeymeso i mumyi 6 uacu Kpu3z ma kamacmpog

happened today are suddenly perceived as the past (moreover, con-
sciousness knows precisely the chronological succession of events);
or the same event is thought simultaneously as the past and today.

Combination of time periods at one point takes place dur-
ing the contact with history (any artifacts), when a person “feels its
breath” and moves in his mind even ages backwards. An effect of
connection of today and the future at the point “here and now” is also
interesting. It is accepted to call it “prediction” in society. We often
encounter it, when we deal with art (literature, theatre, the cinema).

Seeing the future is represented by authors of compositions
in different forms: characters’ dreams, different fortune-telling,
characters-predictors (the latter may come from far past as ghosts),
symbolic signs. It is known, that many compositions of the XIX
century, which had tendency to mystic images (it also concerns op-
era theater), were filled with similar scenes. Sometimes, the hint of
future events is masked by the author of the composition. An exam-
ple of that can be Folia's dance from “Guido and Ginevra” opera by
F. Halevi, which is performed in front of the happy bride and groom
on the day of their wedding. Appearing of this character itself is
taken as prediction of sudden trouble, which is happening at the end
of the banquet scene — poisoned dead bride falls down. It is impor-
tant to note, that Folia is a diverse character in the opera. She is a
participant of “the dance of the fools” which was popular in West-
ern Europe (this is a reason for her appearing at the holiday), and
she is also a predictor of sudden turn of events (in mythology Folia
is equaled to fretful Fortune, who gave her place to the first one).

Analogical symbol dance is introduced in “The Enchantress’
by F.Halevi. Choreographic scene called “Playing chess” (second
act) finishing with move of white chessmen predicts triumph of
good at the end of the opera.

We observe combination of the past and present in numerous
modern opera productions: the events of the past are transferred
into our epoch by producers by means of corresponding costumes,
stage scenery, properties. As for time metamorphoses, mixed pro-
ductions are of special interest. An example of that is staging of

)
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the opera “Noah” by F.Halevi — G.Bizet (2004, directed by Pierre
Jourdan), in which the biblical past is gradually transformed into
modern times by means of change of the scenery, costumes, pres-
entation of the corresponding choreographic component (perfor-
mance of break dance in front of modern multistory-buildings in
the second act), and in the finale of the opera (Noah's ship with
saved ones) characters appear on the stage in ancient and modern
costumes, combining two streams of time. And such examples are
numerous. It should be emphasized, that “Noah” was shown short-
ly before destroying tsunami on Sumatra. Was it a coincidence?
Was it a subconscious prediction of the nearest future? After the
tragedy on the island they started to demonstrate shots of this huge
wave in the opera screening to the music of introduction to the
second act.

An artist, going up in his consciousness to the higher levels
of life, is able to see the polyphony of existence and connection of
times, and to represent it in his works at the “here and now” moment.
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MPOBJIEMA BIMHU B “AB URBE CONDITA”
(moeTHYHMX TBOpPAX 3a MOTHBaMH icTopii CTaponaBHboro Pumy)
IBAHA ®PAHKA

KurouoBi cioBa: noemuuni nepecnieu, momugu 0asHbopum-
CbKOI icmopii, npemexcmu, KOMALIAMUSHUN NiOXI0, npodiemamuxa,
noemuxa.

CyuacHi (paHKO3HaBLI BBaXkKaloTh, IO Te, W0 OyJ0 HaIU-
ca”o [Banom ®pankom micns 1911 poky, HaJIEeKUTh 0 “moe3ii He-
nyxHoro ayxy” (B. KopHiiiuyk).
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Onnak, mounHatoun 3 Oepes3nst 1915 poky, y JucTax MHCH-
MEHHHMKA 10 POAMYIB, IPY3iB 1 3HAHOMHUX 3’SIBISIOTHCS PANKH, Y
AKUX BiH MHILIE PO POOOTY HAJ HOBUMHU PyKOIMHUCAMH.

3okpema, y JTHCTi 10 AoHbKHU ['anHu Big 24 Gepesns 1915 po-
Ky @panko 3a3Hauae: “Koxxporo gHs s 3aiimarocst JiTepaTypHOIO
npauero, paf, O MOXY IHUCaTH... 32 OCTaHHI POKH B MeHE HaOpa-
Jacs Hemalla CTUPTa PYyKOIUCIB, TOTOBUX 10 ApyKy. IIpamroro Ha
3amac, abu JapMo He TPaTHTH 4acy, He Maroud 3MOTH 3HATH, sKa
JI0J11 JKJIe Hallle TUCbMEHCTBO, ajie He TPaTsA4H Bipd B HOro Kpaiy
oynymuny” [1, T. 50, c. 425]. 3HOB 111 TeMa BUHHMKAE B JUCTI 10 Ba-
cuis SkiOroka, pi3p0sipa mo aepesy 3 ['yuynbsiinny, Big 4 rpyaHs
1915 poky: “/lo6pe, mo xBopoOa Tijla He BMEHIIHMIIA MOTO Ty XOBHO-
T'0 370POB’Sl Ta AYLIEBHOI CHJIU, L0 A€ MEH1 3MOTY JIeHb y JIeHb 10
KUJIbKa TOOUH TPYAUTHUCS Haj 30aradyeHHsIM Halloro MUChbMEHCTBA.
S BUTOTOBUB KiJIbKa MAUYOK TBOPIB BipIIaMH ¥ MPO3010, OpUTiHAIb-
HUX Ta epepoOOK 1 )KHUI0 TOK HAJIET0, IO BEJIMKA BiifHa, Ky Mepe-
JKUBA€EMO Terep, pruHece HaMm 0e3 MOpiBHAHHA OljIblle XicHa, HiXK
Moxe npuHectd mkoan” [1, T. 50, c. 433-434]. A 9 ciuns 1916 poky
B TUCTI 10 moeTecu Yistnu KpaBuenko ®paHko 3 pagicTio TOBOPUTH
Ipo Te, IO MHUIE “Tenep NepeBakHO Ha 3a1ac, KOKHOTO THS Tapy
CTOPIHOK, OCTaHHBOTO POKY TepeBakHo Bipmamu™ [1, T. 50, c. 435].

Cepen TBOpiB, 1110 Oyyiu HanucaHi [BaHoM dpaHKOM TIiJT Yac
[Nepmoi cBiTOBOI BiifHM, MPUBEPTAIOTH yBary HOro NOeTUYHI mepe-
cmiBu 3a MoTuBamu ictopii Ctapogasuboro Pumy. [Ipudomy 3po-
OJeHi 1i nepecmiBu OyH AysKe KOMIAakTHO — 3 29 BepecHs 1915 poky
o 13 Gepesns 1916 poky. Maiixke yBech el 4ac MUCbMEHHUK Tie-
pebyBaB 3i cBoiM OpaTannuem Bacuiem y [lputynky ykpaiHCbKHX
ciuoBux crpinbuiB (y Ilputoti ans xBopux i BuzgoposuiB YCC y
JIbBOBI).

VYeboro nmoet HanucaB 188 BipiuiB, cIUparOYUCh Ha TEKCTH
takux icropukis, sk Jlion Kacciii, Tir Jlisiii, [linyrapx, Jlioniciit
lanikapuacekuii Ta iH. Tpeba 3BepHYTH yBary Ha Te, SIK MPHUCKi-
TUTMBO YWUTAB TBOPU JaBHBOTPELBKUX Ta JaBHHOPUMCBHKHX 1CTOpPH-
KiB @paHKo, SIK YBa)KHO 3ICTaBIISIB TEKCTH, y SIKHX PO3IMOBiAAIOCS
Mpo OJHI ¥ Ti K cami momii.
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MoxHa BUIUJIUTH KiJTbKA MiXO/iB TUCBMEHHUKA JIO MIPOYH-
taHoro. O00OB’I3K0BO B po3aini “I3 pizHux icropukiB Pumy” micis
KOKHOTO Bipia OpaHKoO Ja€e MOSCHEHHS, Ha sIKe HPKEPeJio BiH CIIU-
paBcst came B IbOMY TBOpi. Lle MOXXyTh OyTH TiJIbKHM BiIACHIKH JIO
npetekcty: “Ha ocnosi Tita JliBig “Ab urbe conditia” (liber. II, cap.
48-51), nantucano B aHsX 12—-14 cepnus 1915 p.”’ [1, 1. 6, c. 227] abo
MOSICHEHHS, SIK KOMITLTIOBAaBCS TEKCT 3 Pi3HUX Jkepen: “Hamucano
B ausax 29 # 30 BepecHst 1915 p. Ha ocHoBi [ionicis 'anikapHacs-
koro (kH. IV, po3a. 39—41), 3BiaKu B35TO JIMLIE 3BICTKY IpU KiHII
mnpo Cseccy IlomeTiliceKy Ta esiki moetuyHi MotuBu” [1, T. 7, c. 14].

Pazom 3 Tum ®panHko, K MOXHa MOOAYUTH 3 MOSCHEHB,
YBaKHO MPHUAMUBIABCA A0 MPETEKCTIB 1 3 OOKY MCUXOIOTiYHOI BiJ-
MOBITHOCTI Yacy i enoci: “Hamucano B qusx 3—6 xoBtHs 1915 p.
Ha ocHoBi [ionicis anikapuacekoro (kH. 1V, posn. 28-39). V JIi-
Bis (kH. I, po3za. 46—59) onoBigaHHs Ay’Ke CKOPOUEHE i KOHIIEHIis
TICUXOJIOTIYHO JaJieko MeHIe npasausa” [1, T. 7, c. 58]. I ocranHiii,
Jy’Ke TIOKA30BHIl MPUKJIaa, KOJIH MOET, IPOaHai3yBaBIINd BCi MOX-
JIMBI JKEpelia, TOXOAUTh BUCHOBKY, 110 TpeOa B OMOBIb TOJATH 1
CBO€, TAKMM YMHOM PO3CTaBUBILH BCi Kpanku Hax “i”: “VY JliBis mpo
et emizon Hema aHi 3raaku. KopucTyiodncs cB000A010 epepoOKu
OTIOBiIaHb, 0COOIMBO TaM, JIe JaBHI JKepesia BUKa3yIOTh Pi3HHMLII,
a00 MoJaroTh OYEBUIHO BUEHI Ta 00pa30Bi TONKYBaHHS (PakTiB abo
MOTHBYBaHHS [ICHXOJOTTYHUX MPOLECIB, S MO3BOJIHUB COOI TAKOXK Yy
OTCHOMY PO3[iJIi CBOEI0 MOECTUYHOI BHIYMKOIO [IOMOBHHUTH]| OT-
ceif TekcT rpeupkoro opurinany” [1, 1. 7, c. 192].

[1ig yac ynTaHHS MOETUYHUX TepectiBiB PpaHKka BUHUKAIOTh
NUTaHHS: YoMy came y 1915-1916 pokax moet 3BepHYyBCs 10 icTOpii
CraponaBaboro Pumy i oMy came 1i pparMeHTH 3 BETUKHUX 3a 00cCs-
TOM TBOpIB BiH BUPIILIMB EPEKJIACTH YKPaiHCHKOIO MOBOIO y Bipmax?

Ilo-nepme, 3a3Haunmo, mo IBan dpanHko BBaxas, IO “Iie-
peKIanu 4y>KOMOBHUX TBOPIB, YU TO JITEPAaTypHUX, YA HAYKOBHX,
JJ151 KO)KHOTO Hapony € BaXXHUM KyJIbTYpHUM 4YMHHUKOM [1, T. 39,
c. 7], ToMy 110 “nepenada 4y:K03eMHOI T0e3ii, moe3ii pi3HUX BiKiB i
HapOZiB PiHOIO MOBOIO 30arauye AyIIy LIJIOi Halii, IPUCBOIOIOYH
iif Taki opmu 1 BUpa3u 4yTTs, IKAHX BOHA HE Majia 1oci, Oyayro-
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9H 30JI0THH MICT 3pO3yMiHHS 1 CIIOYYBaHHS MK HAMH 1 JaJIEKUMHU
JIOJIEMH, JaBHIMU HoKodiHHIMu” [1, T. 5, ¢. 7].

[o-npyre, Tema BiliHn xButoBana Ppanka me y 1882 po-
i, KOJIM MUTELb HanucaB GinococrKy cTarTio “BiifHE 1 BIiCBKO
B HalMX yacax’. Bike Toai MMCbMEHHHK 3ayBaXKHB: *...B IPOTITY
nociignix 30 JiT Beck 00pa3oBaHMl CBIT HEHACTAHHO JUIE KPOB...
<...> IlpuroTtyBaHHs 10 BiilHM TPUBAIOTh TaK CaMO HEHACTaHHO, i
TO BCIOJM 1 B TaKiM po3Mipi, PO KU AaBHILI BiKH i HE YyBaJH.
I B HalicOKIHHIIIMHI Yac €BpONEHChKi HApOOU CTOATH HAOTOTOBI
10 BiliH, YAEpKYIOTb BeJIM4YEe3Hi MOCTiWHI BiliChbKa, MOJAIOTH Be-
JM4YEe3HI rpoi Ha 30pyIo i MPOKOPMJICHHS BOSIKIB, OTHUM CJIOBOM,
CTOTHYTH MiJ THITOM MilTiTapu3My, KOTPUH UM Jaii, TUM AYK4e
3Mara€eThCs, 3 KOTPOTo HATenep i BUXony He BugHO” [1, T. 45, . 166].

3ayBaxxumo, 1o B auctax Ppanka, nounHaouu 3 1914 po-
Ky, HeMa€ JyMOK 3 TpuBoay mofiit [lepmioi cBiToBOI BiiiHH, ane, K
30A€ThCS, CBOI PO3AYMHU MalCTep CJOBa BTUIMB, MPALOIOYU HaX
CTapOBUHHUMU TEKCTAMHU.

[Nounnae ®panko cBorO aHTONOT 10 3 “OcHOBaHHS Puma”, nami
cepeq BIpIIiB MO)KHA 3HAWTH TEepecrHiBU MiiB Ta JereHa mpo Aas-
HBOPUMCBHKHX TepoiB — Banepis Kopsina, monomoro bpyra, Manmist
TopkBara, ABrycra Ta iH., a TAKOX MIEPECIIiBH TEKCTIiB JaBHIX iCTOpH-
KiB IIPO 3pajy, CMiJIUBICTb i YeCHOTH PUMJISIH Ta X CYyIPOTHBHUKIB —
“Kawmin i panickn”, “Mapk Kypuiit”, “Kezo ®abiii” Ta iH. Pazom 3 TUM
MOET HalOIIbIle YBark MPUALIISE TeMi BINHU PUMIISIH 3 1HILIMMH TLJIe-
MEHaMH Ta HapoZaMH. 3pO3yMisio, IO 3BEPTAIOUUCH A0 MOAIH TOro
qacy, ©paHko xoue MPOBECTH Mapajeii MiXK MUHYIUM i1 CbOTOACHHSIM.

VY cBoiX TBOpax MOET PO3KPHUBAE Pi3HI acmeKkTH BiiftHH. 30-
Kpema, y Bipui “Tlommeii i po306iiiaukn” OpaHKo OMUCYE BaXKKi Ha-
CJIIIKY BiliH, 1110 BEJIX PUMCHKI BiliCbKa, iX 3BIps4Mil OCKaJ:

AJX y TIOpy, KOJIM PUMCBKa cllaBa

Henacrtanno BiiiHamMu KpoBaBa

CoTHi cin 1 MICT mycTHIa 3 TUMOM,

ITo xamanuce BooBaTu 3 Pumom,

Tucsui niteit ocuporuna,

Tucsui mopeit y Onya myctuna,
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Tucs4i He MaJIH Hi 1110 KEPTH,

Hi 6e3nekun, KpiM 0aHOI CMEPTi.

Jauni noeT mosCHIOE, IO THUCSYI JIIoNeH “HaTypu He ciadoi’
OyJIM BUMYILIEH] SIKOCh ce0e TOyBaTH 1 TOMY CTaBally 3JI0iIMH.

V Bipwi “BiitHa ©abiiB i3 BeeHTaMu” MOET PO3MOBiJae, 110
Mixk PUMOM Ta BeeHTaMu JOBI'1 POKH, “‘Haue T€ TOJIOHE JIITO”, Ts-
rJIacsl CUTyalisl “Hi BiliHH, HI MUpPY”, “Hi CIIOKOIO, Hi BOEHHOTO Ya-
cy”. BeeHTn He 3MOrNIM OTpHUMAaTH MEPEMOTY y BiIKpUTOMY 0010
3 IpeACTaBHUKAMU MOTYTHBOT PUMCBHKOI POIUHU, TOMY BHPILIHIN
ITiIJIOBUTH PUMIISIH Ha XKaJiOHOCTI 0 4yKoro MmaiiHa. BeeHTn Bu-
MyCTUIIM HA TOJIe CTaJ0 HaWKpaIluX KOpiB i OMKIB, a caMi Baaiwy,
IO MOBTIKAJH, OOSYHCh PUMIISH.

®abii, siki Maju NOCTIHHUH ycHix y OMTBax 3 BE€HTaMH, Ha-
CTIJIBKH “3aropAifn”, IO BUPILIUIIH, IO 1 {FOT'O Pa3y iM MOILACTHUTb.
[Migmitaroun “cokonamMu’ 10 4yKOT0 CTaaa, BOHU HE TOOAYUIIH, 110

Kpaii noporu no poBax, nymiax

Boporu, MOB uporu B KiTiax,

IToxoBanucs “npunexHo”.

3aBIAKM 0OMaHy BEEHTH 3MOIJTM BOMTH YCiX TPHUCTa LIICThH
BOiHIB 3 pony PabiiB i mocyHyTH Ha Pum.

SAx 6aunmo, @paHKo, MEPECHiByIOUN L0 MOAII0 JaBHEOPHUM-
CBKOI iCTOPIi, MiAKPECIIOE 1 T, 1110 Ay’Ke YacTO BIHU MOB’3aHi “3
000MmiIEHUM JIHII T'padekeM”, 1 Te, IO Y BiifHAaX iHOAI IepeMaraloTh
HE CHJIBHIII, @ XUTPILi, IKi 3MOTIIH 3p03yMiTH IICUXOJIOTi10 BOpOra
1 IIM CKOPHCTATHUCH.

3ynuHUMOCS Ha JBOX HEBENMUYKHX Bipmax — “Homy ramm
Hananu Ha Pum?” i “Yomy ramnu nmodinuiau puMisH”, mo0 nonu-
BUTHUCS Ha (PaHKIBCbKiI XyI0KHBO-BUPaKaJIbHI 3aCO0H 1 cTparerii
OTIOBI/Ii, 3aB/SKY SIKUM TBOPH MOETA I[iKaBi 1 HOTO HAIAKaM.

Bipw “Yomy rannu Hanaiau Ha Pum?”’ nounHaeThCs 3 po3Io-
BiJli PO Te, IO Ha KJIYCTiIB Hamaju rajiu, TOMY KJIYyCTii BUPIIIHU-
JIY 3BEPHYTHUCSI 10 PUMJISIH 110 JIOTIOMOT'Y, ajie pUMIISTHU BHPILIHIIN
HE BIJICHJIaTH BIHCBHKO MOCTpaXKAAJIUM, a BiAMPABUTH PUMCHKE I10-
COJIBCTBO JIO TaJUTiB, 00 ykiacTu Mup. “I Bike Onu3bK0 OYII0 MOE-
HaTHCB, ajie “BIajio B CIOPi MPUKpE cIOBO™ 1 moyanacs Oilika Mix

B
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KIIYCTisIMH 1 TallJlaMH, SIKa 3aBEPLIMIIACH ‘‘3arajbHOI0 HABAJOI .
L1s Giiika mpu3Bena 10 TOTO, 110 TaJUId NEPEKIIOYHIINA CBOIO yBary
3 KJIYCTiiB Ha pUMJISIH, TOMY “‘Ha PHM BUXOpOIO IMyXHYIH .

OpaHKO MOCIIIOBHO BiATBOPIOE MOAIT y BipIi, Ay>ke BIYyYHO
XapakTepu3yro4n Bci 0oku KoH(umiKTY. Tak, rannm “Xuxi’, BOHU He
MaroTh “cTpuMy’’ 1 “Ha THIB Ay»Xe BIaJli”, a HanaJaroTh Ha IPOTHBHU-
Ka, “s0k ocu”. KiycTii, y cBOIO 4epry, XO4yTh JIOBECTH, 1110 BOHHU “‘HE
3 JIeMIIIKK’, TOMY BCTYNArOTh B OiliKy, ajie BOJHOYAC FOTOBI 3a MUD,
““X04 HE MHOTO MaJiy, / 3HaYHY YacTh 3eMJI1” BiJIIaTH rajiiaaM. PuMchbki
TIOCITM HE CTEPIiaN 00pa3u 3 OOKY rayIiB i pa3oM 3 KIYCTisIMH ““BCITi-
JIM CKOPO Hacepe KBapTUPH / TaJLTiB TPYTIOM, SIK CHOIIH, ITOKJIACTH .

[oer, six 6a4MMO, BUKOPUCTOBYE y IIbOMY BipIlli COKOBUTY
PO3MOBHY JIEKCHKY, SIKa 3aBISIKH CBOEMY €MOLiHHO-EKCIIPECHBHO-
My 3a0apBJIEHHIO A0TIOMAarae 3pOOMTH OIOBi/Ib 3KMBOIO 1 BUPA3HOIO.
Curtyauisi, IKy ONHCY€ B I[bOMY BipIlli TOET: HEBMiHHSI IOMOBIISITHU-
Csl, IPUCITYXOBYBATHUCS O IYMOK iHIIMX TOIIO, Oyjia akTyanbHOO i
i yac [epmoi cBiTOBO BiliHU.

VY HactynHoMy Bipui — “Yomy rajanm noOiguau puMiasuH?” —
®paHKo 3MIHIOE MiAXi/J A0 BUKIaAeHHs Marepiany. CrioyaTky moet
PO3MOBIIa€ PO HEMiATOTOBJIEHICTh PUMJISIH 10 HANaay rajuliB:

Pumnsanu. ..

ogyxy MycuiIu B pAIu CTaBaTy,

He manu gacy ictu i criounBary,

A Ticns miJIONEHHOT'0 MapIry

Ceituac BoeHHY Ci1y>KO0y BiIOyBaTH,

1 ue 3Mora iM 6yna B Hiii 10Bro BUTPUBATH.

Hani ®paHKo MOSCHIOE, 0 PUMJISH MiJl Yac HaBaJW TajlliB
OlaHyBaB cTpax, TOMY IIO Hamaj ix OyB HecromiBaHHUM i iX OyIo
Oararo, a “BenM4MHA iX Tina” Ta “IX MOBa, IO cTpamrHa Oyna IJIs
BCiX...”, BUKJIMKAQJIHU KaX.

3aBIsSKM bOMY PUMIISIHU 3a0yiH “BOE€HHY IITYKY BCIO Ta
KapHICTh, a “3 XOpoOpOCTi, MOB 3 TaxMaHiB, 00AEPTHUMH CTaBaIH .

Hanpukinui Bipma noet poouts ¢inocodcbki BACHOBKH OO0
CIIIBBIAHOIIEHHS Ta B3a€MO3B’I3KIB 11 YaC BIMHU TaKHUX JIIOACEKUX
SIKOCTEH, SIK BiJBara i 3HaHHsg a00 He3HaHHs Ta BiABara 1 JOCBif.
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Tak, “mns BigBard ... 3HaHHS 3HAYUTHL Oarato”, 60 JOImoMa-
rae 0OMOBOMY JyXOBi BOTHIB. Y TOI e 4ac CuJja, 10 “‘Haye CTalp’,
JI03BOJISIE CMOKiKHO, 6€3 TPUBOI CIIPHUIMATH YCi MepHUIeTii BilHH.
Inma cnpaBa, konu “3HaHHSA HEMa, TaM CHJIA MPOMaaae’”’, IPUUIOMY
®paHko 3BepTae yBary Ha TakKMi HapagoKc: MPoIaaae CUIH “01sb-
i€ B TOTO, 110 MaB, HiXK B TOT0, 1[0 HE Ma€”.

Jani moet po3risjae Taki OMO3UINIi: BifBara — JOCBiJ, Bij-
Bara — cuJia.

3a O@pankoM, “HeBIEp)KHas BigBara”’ MoO)Ke He pa3 mepe-
MOrTH 0€3 JOCBIy 3aBISKHU CIIMii Cuili. A€ TOH, XTO MOCTIHHO
CHUPAETHCS HA MpaBHJia Ta 3BUYHUN MOPSAIOK, MPH iX MOPYLICHHI
MOYMHAE TaPEMHO BUTPavYaTH CUIIH, 00 MOYyBaEeThCs HIOM HE Yy CBO-
it Tapini. [ie # 1iero MPUYMHOIO MOET MOSICHIOE TIOPAa3Ky PUMIISH:

OToii HECYTIOKI#, TOW XaOTUYHUM CTaH

ByB Tex npu4MHOIO 1 HOrPOMY PUMIISH.

AHani3 BipIIiB-niepecHiBiB Mokasas, mo dpaHKo MiAXOAUTH
JI0 TEKCTiB 1aBHBOI'PELIbKUX Ta JaBHLOPHUMCBKUX iCTOPUKIB AK (i-
nocod, iCTOpUK i moeT. 3BepTalodrch A0 TEMU BiiHU, MUCBMEHHUK
yceOITHO po3riisiae mpoodeMu, MO 3 HElO TIOB’I3aHi.

JIITEPATVYPA:

1. ®panko I. 3ibpanns TBopiB: y 50 T. Kuis: HaykoBa nymxa,
1976-1986.

Olga Kalenichenko
Doctor of Philology, Professor of Theater Science,
1 P. Kotlyarevsky Kharkiv National University of Arts
onkalenich@ukr.net
ORCID https://orcid.org/0000-0002-2412-9154

THE PROBLEM OF WAR IN “AB URBE CONDITA”
(poetic works based on the history of Ancient Rome)
BY IVAN FRANKO

Key words: poetic rehashes, motives of ancient Roman his-
tory, pretexts, compilative approach, issues, poetics


mailto:onkalenich@ukr.net
https://orcid.org/0000-0002-2412-9154

Mucmeymeso i mumyi 6 uacu Kpu3z ma kamacmpog

Modern French scholars believe that what was written by Ivan
Franko after 1911 belongs to the “poetry of a sick spirit” (V. Korni-
ychuk).

However, starting from March 1915, the writer’s letters to rel-
atives, friends and acquaintances contain lines in which he writes
about work on new manuscripts. Thus, in a letter to his daughter
Hanna dated March 24, 1915, Franko notes: “Every day I am en-
gaged in literary work, I am glad that I can write... In recent years,
I have accumulated a large pile of manuscripts ready for publica-
tion. I work in reserve, so as not to waste time in vain, not being
able to know what fate awaits our writing, but not losing faith in
its better future” [1, vol. 50, p. 425]. This topic appears again in a
letter to Vasyl Yakibyuk, a wood carver from Hutsul Oblast, dated
December 4, 1915: “It is good that a physical illness has not reduced
my spiritual health and mental strength, which enables me to work
for several hours every day on the enrichment of our writing. I have
produced several bundles of works in verse and prose, original and
reworked, and I live in the hope that the great war we are experienc-
ing now will bring us incomparably more good than it can bring
harm” [1, vol. 50, p. 433-434]. On January 9, 1916, in a letter to the
poetess Ulyana Kravchenko, Franko happily talks about what he
writes “now mostly for reserve, every day a couple of pages, in the
last year mostly poems” [1, vol. 50, p. 435].

Among the works written by Ivan Franko during the First World
War, his poetic recitations based on the history of Ancient Rome at-
tract attention. Moreover, these re-hashes were done very compactly

— from September 29, 1915 to March 13, 1916. Almost all this time, the
writer stayed with his brother Vasyl in the Shelter of Ukrainian Sich ri-
flemen (in the Shelter for the sick and convalescing of the SSS in Lviv).

In total, the poet wrote 188 poems based on the texts of such
historians as Dion Cassius, Titus Livius, Plutarch, Dionysius of
Halicarnassus, and others. It is necessary to pay attention to how
meticulously Franko read the works of ancient Greek and ancient
Roman historians, how carefully he compared texts in which the
same events were told.
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Several approaches of the writer to what he read can be dis-
tinguished. Of course, in the section “From various historians of
Rome” after each poem, Franko gives an explanation which source
he relied on in this particular work. These can only be references to
the pretext: “On the basis of Titus Livius “Ab urbe conditia” (liber.
11, cap. 48-51), written in the days of August 12-14, 1915” [1, vol. 6,
p. 227]. some poetic motifs” [1, vol. 7, p. 14].

At the same time, as can be seen from the explanations,
Franko carefully looked at the pretexts and from the point of view of
the psychological correspondence of the time and epoch: “Written
in the days of October 3-6, 1915, based on Dionysius of Halicarnas-
sus (book 1V, chapters 28-39). In Livy (book I, ch. 46-59) the story
is very abbreviated and the concept is far less psychologically true”
[1, vol. 7, p. 58]. And the last, very revealing example, when the
poet, after analyzing all possible sources, comes to the conclusion
that it is necessary to add his own to the story, thus placing all the
dots over “i”: “Livy does not even mention this episode. Exercising
the freedom of reworking stories, especially where ancient sources
show differences, or provide obviously scientific and figurative in-
terpretations of facts or motivation of psychological processes, I al-
lowed myself also in this chapter with my poetic imagination to
[supplement] this text of the Greek original” [1, vol. 7, p. 192].

When reading Frank’s poetic recitations, questions arise: why
exactly in 1915 — 1916 did the poet turn to the history of Ancient
Rome, and why exactly did he decide to translate these fragments
from his voluminous works into Ukrainian in poems?

First, we should note that Ivan Franko believed that “trans-
lations of foreign language works, whether literary or scientific,
are an important cultural factor for every nation” [1, vol. 39, p. 7],
because “transmission of foreign poetry, poetry of different ages
and peoples in the native language enriches the soul of an entire
nation, giving it such forms and expressions of feeling that it did
not have until now, building a golden bridge of understanding
and comfort between us and distant people, ancient generations”
[1, vol. 5, p. 7].
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Secondly, the topic of war worried Franko as early as 1882,
when the artist wrote a philosophical article “Wars and the Army in
Our Times”. Even then, the writer noted: “...during the last 30 years,
the entire educated world has been shedding blood incessantly... <...>
Preparations for war continue just as unceasingly, and everywhere
and on a scale unheard of in earlier ages. And in the most peace-
ful time, the European nations stand ready for wars, maintain huge
standing armies, give huge money for armor and feeding soldiers, in
a word, groan under the oppression of militarism, which the further
it goes, the harder it competes, from which there is no way out at the
moment” [ 1, vol. 45, p. 166].

It should be noted that in Frank’s letters, starting from 1914,
there are no thoughts about the events of the First World War, but it
seems that the master of words embodied his thoughts while work-
ing on ancient texts.

Franko begins his anthology with “The Foundation of Rome”,
then among the poems you can find recitations of myths and leg-
ends about ancient Roman heroes — Valerius Corvinus, young Bru-
tus, Manlius Thorquatus, Augustus, etc., as well as recitations of the
texts of ancient historians about betrayal, courage and virtues of the
Romans and their opponents — “Camille and Falisques”, “Marcus
Curtius”, “Queso Fabius” and others. At the same time, the poet pays
more attention to the theme of the war of the Romans with other
tribes and peoples. It is clear that, referring to the events of that time,
Franko wants to draw parallels between the past and the present.

In his works, the poet reveals various aspects of the war.

Thus, in the poem ‘“Pompey and the robbers”, Franko de-
scribes the severe consequences of the wars waged by the Roman
troops, their beastly grin:

Until the time when Roman glory

Soon bloody wars

Hundreds of villages and cities went up in smoke,

Who tried to fight with Rome,

Thousands of children were orphaned,

She let thousands of people into fornication,
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Thousands had nothing to eat,

No safety but one death.

The poet further explains that thousands of people “of a not
weak nature” were forced to feed themselves somehow and there-
fore became thieves.

In the poem “War of the Fabians with the Vientianes”, the po-
et tells that for many years between Rome and the Vientianes, “like
that hungry summer”, there was a situation of “no war, no peace”,

“no peace, no wartime”. The Veyents could not win in an open battle
with the representatives of a powerful Roman family, so they de-
cided to catch the Romans for their greed for other people’s property.
The Veients released a herd of the best cows and bulls into the field,
and they themselves pretended to run away, fearing the Romans.

The Fabians, who had constant success in battles with the
Veyents, became so “prideful” that they decided that they would
be lucky this time as well. Flying “falcons” to someone else’s herd,
they did not see that

On the edge of the road along ditches and hollows

Enemies are like pies in cauldrons,

They buried themselves “diligently”.

Thanks to deception, the Vientianes were able to kill all three
hundred and six soldiers from the Fabian family and advance on Rome.

As we can see, Franko, retelling this event from the history of
ancient Roman, emphasizes the fact that very often wars are con-
nected “with mutual robbery”, and the fact that wars are sometimes
won not by the stronger, but by the more cunning, who were able to
understand the psychology of the enemy and thereby use it.

Let’s dwell on two small poems — “Why did the Gauls attack
Rome?”” and “Why the Gauls beat the Romans” to look at the Frank-
ish artistic means of expression and narrative strategies that make
the poet’s works interesting to his descendants.

The poem “Why did the Gauls attack Rome?” begins with the
story that the Clustians were attacked by the Gauls, so the Clustians
decided to turn to the Romans for help, but the Romans decided not
to send an army to the victims, but to send a Roman embassy to the
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Gauls to make peace. “And it was close to joining”, but “an unpleas-
ant word fell into the dispute” and a fight began between the Klust-
ians and the Gauls, which ended in “a general rush”. This fight led
to the fact that the Gauls switched their attention from the Clustians
to the Romans, so “they blew a whirlwind on Rome”.

Franko consistently reproduces the events in his poem,
very aptly characterizing all sides of the conflict. Yes, the Gauls
are “predatory”, they have no “restraint” and are “very good at
anger”, but attack the enemy “like wasps”. The Klustians, in turn,
want to prove that they are “not from the plow”, so they enter
into a fight, but at the same time they are ready to give the Gauls,

“although they did not have much, / a significant part of the land”

for peace. The Roman ambassadors could not bear the insults
from the Gauls and, together with the klustias, “soon gathered in
the middle of the apartment / to lay the corpse of the Gauls like
sheaves”.

As we can see, the poet uses juicy colloquial vocabulary in
this poem, which, thanks to its emotional and expressive coloring,
helps to make the story alive and expressive. At the same time, the
situation described by the poet in this poem: the inability to negoti-
ate, to listen to the opinions of others, etc., was also relevant during
the First World War.

In the next verse — “Why did the Gauls defeat the Romans?” —
Franko changes the approach to presenting the material. First, the
poet talks about the unpreparedness of the Romans for the attack of
the Gauls:

The Romans...

Every spirit had to stand in rows,

They didn’t have time to eat and rest,

And after a day’s march

Now do military service,

And they could not endure it for long.

Franko further explains that fear seized the Romans during
the invasion of the Gauls, because their attack was unexpected
and there were many of them, and the terror was caused by “the
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size of their bodies” and “their language, which was terrible for
everyone...”.

Thanks to this, the Romans forgot “all the military stuff and
punishment”, and “from bravery, as if from rags, they became rag-
ged”.

At the end of the poem, the poet makes philosophical conclu-
sions about the relationship and relationships during the war of such
human qualities as courage and knowledge or ignorance and cour-
age and experience.

Yes, “for courage ... knowledge means a lot”, because it helps
the fighting spirit of soldiers. At the same time, strength that is “like
steel” allows you to calmly, without worries, perceive all vicissi-
tudes of war. It’s another matter when “there is no knowledge, there
the power disappears”, and Franko draws attention to the following
paradox: power is lost “more in what one has than in what one does
not have”.

Next, the poet considers the following oppositions: courage —
experience, courage — strength.

According to Frank, “unstoppable courage” can win more
than once without experience thanks to blind force. But the one
who constantly relies on the rules and the usual order, when they
are violated, begins to waste energy, because he is not on his plate.
And this is also the reason why the poet explains the defeat of the
Romans:

That unrest, that chaotic state

It was also the cause of the Roman’ massacre.

The analysis of the re-song poems showed that Franko ap-
proaches the texts of ancient Greek and ancient Roman historians
as a philosopher, historian and poet. Turning to the topic of war, the
writer comprehensively considers the issues associated with it.
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MY3UYHE CEPEJIOBHULIE B IIEPIOJ BO€EHHOI'O
CTAHY: ICTOPUYHI ITAPAJIEJII TA
BUKJIMKU CbOTI'OJAEHHA

Kawu4oBi cjoBa: mysuune cepedoguuye, Kpuzosuii cmat,
KOHYepmHa OisIbHICMb, MY3UYHA 0C8ima, meopia ocooucmicme.

IcTopuunwMii pO3BUTOK JIIOJCTBA BiOYBa€EThCS 32 “IPABUIOM
cripani”: yci mozii Bke KOJIUCh BiI0YBaTHCs, 3MIHIOBAJIUCS CYCITLITh-
Hi YCTpOI, MOJITHYHI 1 COIiaIbHI CUCTEMH, 1 BCE 1€ TIOBTOPIOBAJIO-
sl HA HOBOMY BUTKY icTopii. BinnoBigHo, 3MiHIOBaJIOCS it My3UYHE
CEPEIIOBHUIIE, SKE SIK ICTOPUYHO JACTEpMiHOBaHUHN (heHOMEH BiaOu-
BaJIo MPOIECH, 1110 BiI0OYBaUCh Y ICBHHUI ICTOPHYHUHN TIepioa abo
no0y. Ak 3a3Hauae nojitosnor b. IporoMupenskuii, “pyx cCripaiito
JIOZICTBO MPOXOAMTH 3HU3Y BBEPX, TOOTO CBOJIOIIMHUM IIJISIXOM,
PO3BUBAIOUHUCH, yaockoHamowuuck” [1]. [lpore 3mamMHi icTOpudHI
MOMEHTH PO3BHTKY HHBLIi3aMii (BIifHH, PEBONIONII, KPU3H TOIIO),
MPHCKOPIOIOTH COIliaNibHI TpaHchopmMarii i, BiJIOBITHO, MOU]iKa-
[ii B My3HYHOMY CEpPEIOBHILI K COL[IOKYJIBTYPHOMY CKJIaIHUKY
(YHKIIOHYBaHHS CYCITIJILCTBA.

[Moxii cydacHOro KUTTSI, MOB’SI3aHi 3 POCIHCHKOIO arpeciero
i BOEHHHM CTaHOM, HaBeNW Ha IYMKY TMOPIBHATH MPOLECH, IO
BiJIOYBAIOTHCSA B MY3UYHOMY CEPEHAOBUII CHOTOACHHS, 3 MOAIIMHU
CTOPIYHOI IaBHWUHU, a came — NmovyaTkoM XX ctomirts — [lepmioro
CBITOBOIO BiliHOI. MartepiajoM JOCIIKEHHS CTadu MmyOmikailii B
cyMchbkiii ipeci 1914—1918 pokis.
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Ha nouaTtky BoeHHUX noaii 1914-ro KOHIIEpTHE KUTTS B 1O-
BITOBOMY MICTi Maie 3aBMepJIo. Yci My3HUHi 3aX0AH, sKi 3piaka
BinOyBaJucCs, MaJld HE PO3Ba)KalbHUMU, a CyTO COLIaJIbHUH Xapak-
tep. Lle Oynu mepeBakHo OnaroaiitHi akuii Ha MiATPUMKY OiKEHIIB,
BJiB Ta JiTel 3arubnux conmart i odinepis, HOpaHEHUX, SIKi JTiKyBa-
JIUCS B TOCHiTansAX micta. 30KkpemMa, yBech 30ip BiJl KOHIEPTY, Op-
raHi30BaHOrO JKiHOYOIO CIiIKOI0 “3axuct BiTumsnm” (21. 10. 1917),
nepeaany Ha BIAKPUTTS MPHUTYNKY JJs KPYTJIMX cHUpiT OiliniB-3a-
XHUCHUKIB. ¥ KiHOTeaTpax Iepel ceaHcaMH Y BUKOHaHHI CaJlOHHUX
OpKECTPiB 3By4aJId HalllOHAJIbHI TIMHH COIO3HUX JepxaB. [TyOmika
BiJIBilyBaJia Taki 3aX0H 30BCIM 3 iHIIIOK MOTHUBAIII€I0, HiXk TIepe]
BiitHOM. [i MpHBepTana MOXIHMBICTh He OTPHUMATH €CTETHYHE 3a-
JOBOJICHHSI, & JIOTIOMOTTH THM, XTO Oifgye: “Mu mepexxuBaeMo ce-
30H OnarogidiHUX Be4yopiB, — mucana razera “CyMCKOH BECTHHK.
— Mano He monHA MU YHTAEMO OTOJIOLICHHS, 1110 B TAKOMY-TO KiHe-
MaTorpadi Mae OyTu O1arogiiHui ceanc 4u KOHUEPT. [ pomansHuy,
PO3KpHIiTe ramMaHIli i TokepTBYyHTe...” [2, . 1]. JleTanpHi 3BiTH PO
Taki OnmaroniiHi akuii my6aikyBanuck y Micresiii mpeci. [Ipore mo-
BOJII My3UYHE JKUTTS B TIOBITOBOMY MICTi BiAPOIXKYBanoCs: aKTH-
Bi3yBaJiacsi KOHIEPTHA i racTpoJibHA AisUIBHICTH, BiAHOBIIIOBAJIACS
My3WYHa OCBiTa.

Jemo monibHe MOXeMO CroCTepiraTd i B TemepiliHid yac.
Bbe3yMoBHO, KOHLIEPTHA NisAJIBHICTh Y (PiTapMOHIYHHX 3allaX, Tea-
TpaJbHUX Ta IHIIUX TPUMILIEHHIX Ha O1BIIOCTI TepuTOpiil Ykpai-
HU Ha TIOYaTKY BiifHH Oynia mepepBaHa. 3 0JHOT0 OOKY, 11€ 3yMOBJIEHO
HEeOE3MEeUHICTIO 3HAXO/KEHHS B OY/IiBIIAX, 3 IPYTOoro — HeIOPEUHIiC-
TIO MPOBECHHS aKI[il y MicTaX, Ji¢ Bi0OyBatOThCS aKTUBHI 0OMOBI
nii. BogHouac akTHBi3yBaBcsl OMaromifHUIBKUN pyX MYy3UKaHTIB.
Bimomi muti B YKpaiHi i 32 KOPZOHOM OPraHi3oBYIOTh KOHIIEPTH
Ha MiATPUMKY 30pOHHUX CUIT, O1XKEHIIIB, ITESH, TOTIOMOT'Y TUM, XTO
3aJIMLINBCS Ha OKYTOBaHi TepuTopii a0o B palioHax 0OHOBUX IiH.
Bax1MBUM YMHHUKOM KOHLEPTHOTO PyXy CTalHM BYJIWYHI aKIii:
MpOBEACHHS (eCcTUBAIIB YKPAiHCHKOI MY3UKH 338 KOPAOHOM, 1HIII
MY3WYHi 3aXOAM Ha IJIOMIAX €Bponeichkux MicT. Lle cnpusio mo-
LIMPEHHIO YKPaiHCBKOI KYJIBTYPH Y CBITI — “eKCTIOPTY YKpaiHCBHKOI
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KynbeTypu” (if mpucyTHOCTI B iHpOpMaLiiHOMY KyJIBTYpPHOMY MOJ1
iHIMX Kpain) [3]. 3a BU3HAUCHHSIM 3aCTyHHII MiHICTPa KyJIbTYPH
I. T'puropenko, “KynapTypa BUIIpalbOBYE CIiJbHE iH(pOpMaLiiiHe
noJse, oOMiH AyMKaMH, B3a€MOPO3yMiHHS 1 B3aeMONpUHHATTS’[3].

My3uKaHTH B357U Ha ce0e TaKoX CKJIaIHy T'POMaIsSHCBHKY
MICil0 BHUCBITJIIGHHsI PYHHIBHOI CHJIM BiffHHM, MPOBOASYH 3HOM-
KM KOHLEPTIB Ha PeIITKax iCTOpUYHUX OyZAiBesb, MOLIKOMKEHHX
o0’ekTax KynbTypHOI craiamuHu. Lli Bifeokminu oONETiN BeCh
CBIT, JOHOCSYM iH(OpMaliro Mpo YKpaiHy.

[Ticus sk 3aci6 marpioTu3amii Takox HaOylla 0COOIUBOIO
3HaueHHs, Mo Oyno mpuramanHo nepiony Ilepmoi i [pyroi cBiro-
BUX BiliH. YKpalHCBHKi MiCHI y BUKOHaHHI MPO(eciiHUX My3UKaHTIB
i cmiBakiB-amMaropiB (Big Mayedi A0 BiliCBKOBMX) 3aIlOJIOHWJIH iH-
TEpHET Ta iHIII COLianbHI MEPEeXi, BUCTYIAal0UYd CHMBOJIOM CIIPO-
THUBY, 3aCO00M MiATPUMKH JyXOBHOI CHJIM YKPaiHIIB.

[lepma cBiTOBa BiliHAa CHpPUYMHHIA “BENHMKE IEpeceIcHHS
HapomiB”. PyliHyloun y3BHYa€He >KUTTS, BOHA CIIOHyKaja THUCAYL
JIOIeH 10 “BUMYIIEHOI” eMirpalii: OqHi TiKajIu 3 OKyIIOBaHUX BOPO-
T'OM TEPUTOPIiH, IHIINX MIPUMYCOBO BUCEISUIH 3 MPU(POHTOBUX 30H,
“pozuninarodn’’ AesKi JUTSTHKY IS BIHCHKOBUX JIiH, OyJIU i TaKi, XTO
nepecemsiBCs 3 TOJNOAHUX MICT y paiioHu, Oinbln 3a0e3mnedeHi mpo-
noBoiibuo. Ilepmmmu Oynu nepecenenti 3 [lonbi, Jlarsii, JIuTewy,
Binopyci, 3axinnoi Ykpainu. Lle Oyno “ctuxiline moOposinbHe Oi-
KEHCTBO, YMCJIEHHI HATOBMU <...> JNIOAEH pyXajucs Ha cxix’, — mu-
canu razetu [4]. CporomHi 11i mporecu € ocoonuBo doxicHuMu. Pyx
ODKEHIIB MAEMO y 3BOPOTHOMY HAIPSAMKY: THCAYl YKpaiHIIB 3armo-
JIOHWJIY MicTa 3axifHoi €BpoIin, AMEpHKH Ta IHIINX KpaiH CBITY.

Taka mirpanis HaceJIeHHS CTO POKiB TOMY, HE3Ba)KalOUH Ha
il Tpariuni npuuuHy, A micta CyMu Majia O3UTHUBHI HACHiIKH.
Came 3 nmoTsAramMu ODKEHIIB y MOBITOBE MiCTO HOTPAIMIN BUCOKO-
OCBIY€HI MY3HKaHTH, sIKi MaJIl €BPOINEHCHKY OCBITY 1 MPaIIOBAJIH B
npoBigHux 3akiaangax Kuesa, Cankr-IletepOypra, Mocksu, Taran-
pora Tommo. OHOBIIEHHSI IEJaroriYHUX KaApiB y My3UYHHX LIKOJAX,
AKi Ha TOW Yac PYHKIIOHYBaIH B MICTi, COPUSAIO PO3BUTKY MY3HU-
HOI OCBITH, aKTHBI3aIlii KOHIIEPTHOTO KUTTSL.
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VY Ham yac MOXKJIMBOCTI iHTEpPHETY AalOTh IIHUPOKI MepCIeK-
THBU HAaBYaHHS B OHJIAaWH-(OpMaTi, TOMY MirpauiiiHi mpouecu He
MO3HAYMIINCS Ha Wi cdepi My3WIHOI AiISUTBHOCTI KapAMHAJIBHO.
BonHovac He3HauyHUH BIATIK MY3UYHHUX KaApiB 38 KOPAOH, CIPUSE
OHOBJICHHIO CHCTEMH MY3UYHOI OCBITH MOJIOAMMH (PaxiBLUAMH, IO,
0€3yMOBHO, TO3UTUBHO MO3HAYUTHCS HA 11 MOJATBIIOMY PO3BUTKY.
KpwuzoBuii ctan, sikuii cipiunHsE BiifHa, 3 OTHOTO OOKY, € 371a-
MOM 3BHYHOT'0, YTIOPSIKOBAHOT0 KUTTSI, 3arOCTPEHUM CIIPHUHATTSIM
1 TIepeKMBaHHSAM BCiX HABKOJIMIIHIX MOA1M, 3 APYTOro — MOXKIUBICTIO
camopealizallii, MOIITOBXOM Y 3[ifiCHEHHI HOBUX 3aJlyMiB, BUXOIOM
Ha iHIIWI piBeHb aKTUBI3aILil 1 BTUICHHA KpeaTuBHUX igeid. Ha mpo-
TUBAry BiliHi, AKa pyHHYE 1 (i3MUHO 3HUIIYE, MUCTELITBO € THM, ILIO
BiATBOpIOE 1 Bimpomxye. Kpusa, sika moinse >xkuTTs Ha “no’” 1 “micins”,
3aBX/IH € IIPOBICHUKOM YOTOCh HOBOT'O, IIIO IA€ HAJII0 HA 3IIIT.
[apagokc MucTenTBa BUSBISETHCS B TOMY, L0 MPOOJIEMHI
YMOBH COLIIaJIbHOI'O CEPENOBUINA, SIKi IEBHUM YHHOM MEPeIKOIKa-
JUTsl TBOPUOCTi. B ekcTpeManbHUX yMOBaxX MUTELb 3HAXOAUThH Came
Te, 10 IOBI'MH Yac IIyKaB 1 0 4Ooro nmparuys. ToMy 1ist yKpaiHChKO-
ro MY3WYHOTO MHUCTELTBA CHOT'OJHI BiJAKPWUBAIOTHCA OaraTtorpaH-
Hi MOKJIMBOCTI W MepcreKTUBU. My3W4Hi KOJIEKTHBH 1 BUKOHABII
3HAXOISATh HOBITHI ()OPMHU CHIJIKYBaHHS 31 CllyXaueM, peaizyloTh
OpHTiHaNBHI i7el, yCHIIHO BUPIIIYIOTH TBOPYI 3aBAaHHS. 30KpeMa,
¢donaoMm “Vere music fund”, skuii miATpUMYE MOJIOAUX YKPATHCBKUX
BUKOHABIIIB 1 CIpHsi€ X BU3HAHHIO HAa MI>XKHAPOIHIM MYy3WYHIi CIEH,
3amovyatkoBaHo dopmar “Open Stage Day”, sikuii 1ae 3Mory TaJlaHO-
BUTHUM MY3UKaHTaM Pi3HUX BIKOBUX KaTeropii (Bia y4HiB My3UUHHX
LIKiJI 10 CTY/IEHTIB, aCHIPaHTiB 1 BUIYCKHUKIB My3UYHUX aKaaeMiii)
Opatu y4acTh y MDKHApOOHMX KOHLEPTHUX 3aX0Aax, MY3MYHHX
MPOEKTAaX, OTPUMYBATH IPAHTH U Y4acTi B MaicTep-Kiacax mpo-
BiJHMX MaHCTPiB, Mi>KHapOIHUX (eCTUBATIAX | KOHKYpCax.
BusHaHHs yKpaiHCBKOTO MY3MYHOTO MHCTELTBA CHOCTEpi-
raeTbes 1 Ha onepHii cueni. [IpoBicCHUKOM LBOTO cTajia mpem’epa
Oanety “Anaanin” Onekcannpa Ponina, sika BinOynacs B Kaynace-
KOMY JIepKaBHOMY My3udHOMY Teatpi (29.10.22). Y momansiiomy
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Lel TBip Ma€ yBIMTH B penepTyap JUTOBCBKOTO KOJIEKTUBY. Sk 3a-
3Hauae [letpo KauaHoB, nMpeKTOp KWiBCHKOIO MYHIOUIAJIBHOTO
aKaJeMiqyHOTO TeaTpy ONepH i OaneTy AJis AiTel Ta 0HAUTBa, IS
VYkpaiHu 1ie 3HaKOBa MOJis, aJ[e KOIHOT MOCTAHOBKH YKPATHCHKUX
aBTOpiB B €BpomneiicbkoMy TeaTpi Joci Hemae [5].

OTxe, KpU30BUH CTaH, y IKOMY 3apa3 nepeOyBae YkpaiHa, —
e CepeloBHILEe MOXKJIMBOCTEH i CripaBa KOXKHOTO, CKOPHUCTATHUCS
HUMHU a00 Hi.
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Historical development of mankind takes place according to
“the law of spiral”: all events had happened once, social and political
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system changed and it repeated in a new round of the history. Musi-
cal environment, as a historically determined phenomenon which
reflected processes happening in a certain historical period or phase,
was changing accordingly. As a political scientist B. Drogomyret-
sky notes, “mankind moves upwords in spiral, that is through evo-
lution, developing and improving”.(1) However, historical turning
moments of the civilization development (wars, revolutions, crisis
etc.) speed up social transformations and, accordingly, modifica-
tions in musical environment as a social cultural component of the
society functioning.

Events of modern life connected with Russian aggression and
martial law lead to the idea to compare processes which take place
in today's musical environment and one hundred year old events, in
particular, the beginning of the XX century and World War 1. Pub-
lications in Sumy press of the 1914—1918 are material of the study.

In the beginning of military events of the 1914 concert life in
provincial town almost came to a standstill. All music events, which
seldom took place, had not entertaining but a social character. They
were mostly beneficial actions in support of refugees, fallen soldier's
widows and children, the wounded who were receiving treatment in
hospitals of the town. In particular, all the funds raised at the concert
which was organized by a women's union “Defence of the native
land” (21.10.1917) were used for opening an asylum for fighters-de-
fenders' children who had neither father nor mother. In the cinemas
salon orchestras performed national anthems of the allied powers
before the film show. The audience had quite different motivation to
visit such events than before the war. They were attracted not by an
opportunity to find aesthetic pleasure but to help those who lived in
poverty: “We live in the time of beneficial evenings, — was written in
the newspaper “The Sumy Vestnik”. — In ads we read almost every
day about a beneficial film show or a concert in this or that cinema.
Ladies and gentlemen, open your purses and make a donation...”.(2)
Detailed information about such beneficial actions was often report-
ed in press. Music life during World War I slowly revived: concerts
and guest tour activity livened up, musical education renewed.
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We can observe something like that nowadays. Of course,
concert activity in philharmonic halls, theatrical and other prem-
ises was interrupted on the most part of the Ukrainian territory in
the beginning of the war. On the one hand, the reason is that it was
dangerous to be in such types of buildings, on the other hand, it was
inappropriate to carry out actions in the towns where active fight-
ing takes place. At the same time beneficial movement of musicians
activated. In Ukraine and abroad famous artists organized concerts
to support the armed forces, refugees, children, to help those who
stayed on the occupied territory or in combat areas. Street actions
became an important factor of the concert movement: festivals of
Ukrainian music abroad, events on the squares of European cities.
It caused spreading of the Ukrainian culture in the world — “ex-
port of the Ukrainian culture” (presence of the Ukrainian culture
in informational cultural field of other countries).(3) According to
the Deputy Minister of Culture H. Hryhorenko: “culture works out
common informational field, exchange of thoughts, mutual under-
standing and inter-acceptance”.(3)

Musicians also took difficult civilian mission of elucidation
of destructive power of the war, making videos and taking photos
on the remains of historical buildings, damaged objects of cultural
heritage. These music videos spread all around the world, bringing
information about Ukraine.

A song as a means of patriotization also acquired a special
function; that was characteristic for the First and Second World War.
Ukrainian songs performed by professional musicians and amateur
singers (from little ones to the military) flooded the Internet and
other social media, being the symbol of resistance, means of the
Ukrainian's spiritual power support.

The First World War caused “the great migration of peoples”.
Destroying habitual life, it forced thousands of people to emigrate:
some of them fled from the territories occupied by the enemy, others
were forcibly evicted from front-line areas, “clearing” some sectors
for military actions; there were also those who moved from hunger
towns to regions which were more supplied with provisions. Mi-
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grants from Poland, Latvia, Lithuania, Belarus, Western Ukraine
were the first. It was “a spontaneous voluntary escape, crowds <...>
of people moved to the east”.(4) Today we observe refugee’s move-
ment in the opposite direction: thousands of Ukrainians flooded the
cities of Western Europe, America and other countries of the world.

Such migration of the population which happened one hun-
dred years ago, in spite of its tragic reasons, had positive conse-
quences for Sumy. Highly educated musicians who had European
education and worked in leading institutions of Kyiv, Saint Peters-
burg, Moscow, Taganrog etc. got into provincial towns exactly by
trains with refugees. Renewal of the pedagogical staff in music
schools which functioned in the town at that time favoured musical
education development and activation of concert life.

Nowadays, the power of the Internet provides perspective to
study online. That is why migration processes did not influence this
sphere of music activity tremendously. At the same time, insignificant
outflow of music personnel, who decided to stay abroad, causes renew-
al of music education system with young specialists, that undoubtedly
will give positive results in further musical education development.

The crisis caused by war, on the one hand, is a change of a ha-
bitual usual life, sensitive perception and experiencing of all events
that happen, on the other hand, in particular, for a creative personal-
ity, it is an opportunity for self-realization, impact for presenting new
plans, reaching a different level of creative ideas activation. Unlike
the war which destroys and annihilates physically, art is something
that recreates and revives. Crisis, which divides life into “before” and

“after”, is always a herald of something new that gives hope for rise.

The paradox of art is that problematic conditions of social
environment which somehow hamper creative activity, often stimu-
late it and are favourable for creativity. An artist finds in extreme
conditions the very things he has been searching and striving for for
a long time. That is why, many-sided opportunities and perspectives
are open for the Ukrainian musical art today. Music groups and
performers find new forms of communication with listeners, imple-
ment original ideas, find decisions for creative tasks successfully.
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In particular, the fund “Vere music fund”, which supports young
Ukrainian performers and helps them to be accepted to the inter-
national music stage, started “Open Stage Day” format which gives
talented musicians of different age (from pupils of music schools to
students, postgraduates and graduates from music academies) an
opportunity to participate in international concert events, musical
projects, to get grants for participation in masterclasses carried out
by leading masters, in international festivals and contests.

Ukrainian music art is also recognized in the opera field. Its
precursor is the first night of “The Aladdin” ballet by Alexander
Rodin which is planned in Kaunas State Musical Theatre (29.10.22).
This work is to be added to the repertoire of the Lithuanian compa-
ny in the future. As Petro Kachanov, the director of Kyiv Municipal
Academic Opera and Ballet Theatre for Children and Youth claims,
it is a landmark event for Ukraine, as there are still no productions
of Ukrainian authors in European theatre.(5)

So, the crisis which Ukraine is experiencing now is an envi-
ronment of opportunities, and it is a matter of everyone whether to
use it or not.
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KUTTS AK KATA IOJBOTY
(mepeunTyroun memyapu Cep:xa JIndaps)

KurouoBi cioBa: mysuuno-meampanvie mucmeymeo XX cmo-
nimms; 6anem; C. Jlugpap; “Ixap” A. Onerrepa, H. Cighepa; cniggio-
HOWLeHHSI MY3UKU Ma Xopeozpapii.

O0pa3 nonboTy SIK KpacuBa, BAana MeTadopa moa0 Mo3Ha-
YeHHsI IParHeHb TBOPYMX JIIOJEH MOXKE PO3IIAJaTHUCs SIK TIeBHUN
MucTenTBo3HaBunid mrami. Opnak moxpo Cepris Muxaiinosuua
JIndapst (1904—1986) — cnaBHO3BICHOTO (hpaHIly3bKOT0 XOpeorpada
i TaHIIBHUKA YKPaTHCHKOTO MOXOMKEHHS — 1I€ HE IPOCTO BAATHH
BHUCIIIB, ajie i Kpego Horo ®UTTS 1 TBOpUOCTi. Ypomkenens Kuesa
(1904), cBinoK (a iHOA1 i aKTUBHUI YYaCHHK) IEPETOMHHUX iCTOpUY-
Hux noxii (1917-1923) — pesomtonii, naginas Immepii, rpomansH-
cekoi BiiiHU — C. JIudap y 17-piuHoMy Bili MOTpanuB A0 KUIBCHKOI
“Ilkonu pyxy” bponicnaBu HixkuMHCBKO, 110 BU3HAYMIIO HOTO IIO-
Janbluil KUTTEBUH nuisx. CaM aBTOp XapaKTepu3ye Lieil mepion
CBOTr'O IOHAIITBA SIK JHI “BEJIMKOTO MOTPSICIHHSA MO€EI OaThKIBIIUHH,
KOJIU BIIEPILE 5 BiAUYB MaTEPito MO€i 1yXOBHOI Oy/IOBH, KOJIH Kara
JI0 KUTTS Ta JO HEBIJJOMOT0 OMaHOBYBaja Moo icTory. <...> Tomi
3/1aBaJIOCS. MEHi, III0 CMEPTi MOXKHA 3aMO0ITTH, TOA1 BIPHB s, IO S
CHJIBHILINI 32 CMEPTh, 1 He 3HaB IIe, 110 He 5 rpaB 3 Helo, a Bona 3i
MHOI0, LII0 BOHA HAMITHJIA 1 Miii CTPOK, MOIO Uepry, 3aKpUTy Bi Me-
He” [2, c. 9]. lloxo 3axoruieHHs xopeorpadieto 3a3HaYMMO, 1110, 32
HOro cI0BaMH, KpiM OCHOB 0aJeTHOI TEXHIKH, 3 IKUMH BiH 03HAHO-
MUBCS y IIKOJI, BCE iHIIE OYyJI0 AOCSITHYTO “CaMOTY>KKH, MPaIIOr0-
9H Nepes J3ePKaioM 3 0e3:KalIbHOIO HAMOJIETTHBICTIO, BAKOHYIOUN
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HalickyiagHimi BopaBu A0 noBHOI 3HeMoru” [1, ¢. 21-22]. Tlepmit
eTan Takoi poOOTH MpUIAB caMe Ha KWiBCBKUU Mepion KUTTS, KO-
mu C. JIudap micas Bin'isny b. HixuHcbkoi-BuKIaga4a 3a KOpIOH
HaBiTh BiB KUTTS MyCTENbHUKA, 32a4MHUBLINCE Y KIMHATi 1 IPOTS-
TOM KiJIBKOX MICSIiB KaTylouH cebe 0araTo4acoBUMH 3aHSTTIMH
nepen a3epkanoM. I1oTiMm, 3 BEIUKUMH CKJIATHOIIAMH €MirpyBaB-
mmm 1o @pannii (1923) i onuauBmuck B anTpenpusi C. Jlsrinesa,
BiH OyB 3MYLICHUH MPOJOBKUTH CBOE CAaMOBJOCKOHAJIEHHS, 1100
JIOBECTH CBOE MPABO CTATH COJIICTOM. 1929 pik, Bifg3HAueHUH BiJ-
YyTTSAM KPHU3H B €BponelicbkoMy OaneTi (momuparoTh A. IlaBiosa,
C. Hdsrines, 3anumae cueHy B. HiKnHCBKHIT) cTae mepeIoMHUM 1y
TBOpYiil moni MUTLA: BiH npuitmae Bix “I'pana-Omnepa” 3ampomieH-
Hs oyonuTH OanetHy Tpymy. Y uinomy C. Jlugap 3aiiMaBcs mum
YBEPTH CTOJIITTS, MapajeNbHO BingaBIu (paHIy3bKill CleHI 1aHb
TaKOX SIK TAHLIIBHHUK Ta Xopeorpadg.

O6pas3 nonsoty cynpoBomxxyBas C. JIudaps Bce Horo xutt,
MPOXOASYH Yepe3 CHU, CIIoraiu AUTUHCTBA, onuck Kuesa (3aBxau
e 0COOJIMBHM paKkypc OrMIALy MicTa — “3 NTAIIMHOTO MOJBOTY; 1
HaJalli NOIIYK TaKMX MaJbOBHUYMX TIPCHKUX BEPIIUH, 3 SIKUX BiJ-
KpuBaBcs 0 BUIIIAA, “SK Ha pigauii Kuis”, TpuBa Bxe y ®panuii,
I'penii, y Oynp-sikii Touni nepeOyBaHHs TaHIiBHUKA). [loMbOTHICTD
BiH BU3Ha4Ya€ OAHIEIO 3 TOJIOBHUX O3HAK Oanery: “baneT — ue nume
Kpaca i rpamisi apabecok, THYUYKiCTh PyXiB, CMUIMBICTh MOIBOTY”
[1, c. 56]. Mo Hel mpuBepHYTO yBary MmaiicTpa B HOro MipKyBaH-
HSIX Mpo OalleTHi BUCTaBU Ta o0pasu: “<...> ponb JKizemni mixgHiMae
TaHI[IBHUIIO, iAHOCUTH, BiIpUBA€E BiJ JIHCHOCTI, 1 BECh 4ac Mae
3/1aBaTHUCs, 0 BOHA HE TOpKaeThes 3emuti” [1, . 55]. Ctpubok-mo-
nit, sskuMm C. JIudap Bpasus Cepris Jsrinesa mig yac nepmoi pe-
NEeTHIi1, CTaB JEHTMOTHBOM HOTO BJIACHOTO BUKOHABCHKOT'O CTHITIO
K y HOBoMogHUX TBOpax (“3edip ta ®nopa”, “Buninus Po3u” ta
iH.), TaK 1 B OHOBJIEHUX Ha cueHi “I'pana-Onepa” KIacHYHUX 3pas3-
kax (“Cunpdina”, “XKizens”, “Jlebennne 03epo”, “Crisiua kpacyHs”
Ta iH.). HaliBumum BupakeHHsM ifei monsoty cTtaB Oajner “Ikap”
(1935), no skoro cam OaneTMelcTep CTaBUBCS SK 10 HaBaIu-
BILIIOTO y CBOIH TBOPYOCTi, OCKiJIbKM HA MPAaKTHUILi LeH TBip mpe-
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3eHTYBaB i1ei, BUKJIaJeHI B HOro TeopeTHuHii mpaui “Manidect
xopeorpada” (1935). BignoigHo m0 nudapiBcbkoi KOHIEMIIIT CITiB-
BiJTHOIIEHHSI MY3HYHOI 1 TAaHIIOBAaJbHOI CTOpiH y OaneTHil BHCTa-
Bi, My3UKa OBUHHA MiAKOPATHCHA XOpeorpadiuHOMY TEKCTY, a HE
JUKTYBaTH CBOI BUMOTH, 3a NPUHLHUIIOM ‘“HOPOBHUCTOI” HapTUTY-
pH, AKa Maii>ke BECh Yac CyNepednTh TaHNo. Po3ymitoun puT™ €1-
HAJBHOIO JIAHKOIO MiXK MY3HKOIO i TAaHIIEM, MOXJIMBO CTBOPIOBATH
CHiNBbHI MPOEKTH, AKi JUIIE BUTPalOTh Y egHocTi. OgHak nepiue i
OCTaHHE CJIOBO B 0ajieTi Mae OyTH 3a TaHLEM.

3a cioBamu xopeorpada, “moiT, a HOTiM CIIOKYTHE MaJiHHS
Ikapa Mornu BiIJIyHIOBATH JHILE THILEIO ab0 TIIYXUMHU yJapaMu
JIOACBKOTO cepisl. Bynb-sika TPUBOXKHICTb, OyAb-sSIKMH 3BYKOBUUI
“xaiMaT” 34aBanucs O WITYYHUMHU W BiIBONIKANIHM yBary risjgada
BiJ cyTi npamu. Pi3kuii 3ByK, o BuOyxae cepen v, Oyae Haii-
KpalliM aKOMIIAHEMEHTOM KyJbMiHaLil; Oyab-aK1il MenoginHui
abo rapMOHIHHUHI BCTYII, HABMaKH, ocnadmioe ix. Tox st BUpILIUB
BYMHHTH iHaKIe: Miil “Ikap” TaHIIOBaTUMETHCS 0€3 MY3HKHU — TaK
BiH BUT'pA€ B €KCIIPECii, i, KpiM TOTO, MOKaXe, Ha 10 37aTCH TaHOK,
SIKIIO 00X0nUTHUCS 63 OyIb-SIKOT0 aKOMIIAaHEMEHTY YH MIPHHAKMHI
CTBOPIOBaTH Takui, KOTpuil Homy macye” [1, c. 53]. ¥V pesynbrari
HapoauBCsl OaneT, y AKOMY POJb MY3MYHOTO CYNmpoBony Oepe Ha
cebe mepkycilinuii ancamOnb (To6To C. Jludap HagaB cBOO Bep-
Cito iz1ei BITBHOTO TaHLIO, Ky aKTHBHO PO3POOJISIN Ha MOYaTKy
XX cromittst B Himewuunni P. Jlaban ta M. Birman). [laptutypy,
SIK 3a3HadeHo B oiuiiHuX adimax, migrotrysaiu A. OHerrep Ta
. Citep. BesnepepBHicTh pUTMIYHOTO (hOHY CTA€ HEPBOM BUCTABH,
BH3HAYAIOUH eTalu Xopeorpadiunoi npamaryprii, mo nodyaoBaHa
Ha KOHTPAIyHKTi aHCaMOJII0 TaHIIBHUKIB (4 miBumHH+4 XJIOTIII)
Ta comicra (Ikapa). Ponp “xonekTuBHOr0” O6JIM3bKa TYT 40 QYHKIIT
XOpy B aHTHUYHIN Tpareaii: MOBTOPIOIOYH, MiAXOIIIOIOUH, MPOAO-
BXKYIOuHM ab0 MPOTUCTABIAIOYM BiAacHI KomOiHamii TaHmo Ikapa,
aHcaMOJIb TaHIIBHUKIB-"XOpY” CTBOPIOE HE TIIbKHM MIACTHUYHHUI
¢oH, ane i cBoepiHA “eMoliiiHa XMapHHKa” OyAb-KOr0O MOMEH-
Ty. 3aBASKH 3arOCTPEHHIO BJIACHUX MEXaHi3MiB CIPUUHATTS MiJ
BIIJINBOM aCKETHUKH 3BYKOBOTO ()OHY BUHUKAE (POHIKO-TICUXOIIOT Y-
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Ha 1103151, KOJIK TIIsIAa4-CiIyXad MOYMHAE BiITBOPIOBATH Y BIIACHIH
ysIBl BICYTHI B MY3WYHIN HapTUTYpi soli CTpyHHUX Ta AYXOBUX
IHCTPYMEHTIB.

Kuwuru cnoranis C. Jlugaps (kpim poOit 3 icTopii i Teopii
TaHII0, OaneTMeicTep 3aMUIIUB MO co0l 3HAYHY CIaAIINHY B )KaH-
pi MemyapiB), SiKi MOXXHa COpUUMAaTH AK OaraTo4yacTHMHHE >KHBO-
MUCHE MOJIOTHO, BUMAJILOBYIOTH JIHIIO MOMBOTY B XKHUTTI MaiicTpa
OyKe 4iTKO. BHUCOKMH XyAOXHIM CMaK BHUAATHOTO TaHIiBHHUKA,
HOro TajmaHT A0 XUBOIUCY, JIOOOB 1O MOe3il BUpa3WIHCs B OCO-
OonmuBoMy (DOKyCi 30py, IO 3aJIOMIIIOE O€3idU I[iKaBHX JaeTalei,
MICUXOJIOTTYHUX XapaKTePUCTUK, EMOLIHHWUX OI[IHOK Ta JOKY-
MEHTaJIbHUX (PakTiB. BMiHHS BUXOIIIIOBATH 3 MOTOKY icTopii mo-
Nii HalBHINOI 0COOMCTOI I[IHHOCTI BPIBHOBAaXKEHI MPArHEHHIM JI0
o0’extuBHOCTI oniHOK. Knuru C. JIudapsi, y SIKuX BiH, pyXalO4HCh
XBUJISIMH TIaM’AITi, Y TMOAPOOUISX BiJHOBIIOE TMOJii CBOTO JKUTTS
W ermoxu — BiJ Hapo/keHHs Ta rHOCTI (“CTpamni poku”), yepes
nepiog mpodeciiiHo-ocobucTicHoro GopmyBaHHS B OaJeTHOMY
mucteutsi (“3 [srineBum™), no ¢iHanbHOrO y3arajabHEHHS Mif-
CYMKiB TBOPYMX Ta XXUTTeBUX NomykiB (“Crosigs Ikapa”) — mic-
TATH YYZOBHM MaTepiai sl 3HOMOK IPUTOAHHUIIBKOTO poMaHy. Y
UX TEKCTaX € Bce, IO BiAMOBiIa€ BUMOTraM LbOTO JIITEPaTyPHOT'O
Ta KiHeMaTorpaiuHOro >KaHpPiB: TOCTPOTA CIOKETHHX CHUTYaLlil
(mepecnigyBaHHS, y4acTh Y 3MOBaX, ‘“4yJICCHI BU3BOJICHHS ’, HU3KA
“IIaCIMBUX BHITAJIKOBOCTEH ), I[IKaBHI ICTOPUYHHUI KOHTEKCT, OI-
KPOBEHHS 3 ‘“SKUTTS cepus’. “ABaHTIOpaMU IOHOCTi” Ha3HBa€ cam
C. JIudap onucyBaHi nozii, po3risiAaloud aBaHTIOPHICTE “yIijIoM
CBOTO MOKOJIiHH". EMOLIIMHICTh OMOBiTaHHS, KPi3b SKY YiTKO MPO-
cTymae o0pa3 caMoro aBTOpa, BiAUyTTS HEPEaTbHOCTI ONMCYBAaHUX
MOAIHM MOPOIKYIOTH 1TF03110 MOAYJIALIT iICTOPHYHOTO TOKYMEHTa B
o0nacTh XyJOKHbBOI JiTepaTypHu. | 1ie HeBUMaaKkoBo. 3 OZHOTO OOKY,
e 3p03yMijio Oa’kaHHSIM aBTOpPa B IOHOCTI ‘““BECTH JKHUTTS, CIIOBHE-
He HeOe3neKn”, o 3HANIIo O1arogaTHUN IPYyHT y BUTIISAL CYITyT-
HBOTO icTopuyHOro Tia — Micta Kuesa 1917-1922 pokis. 3 npyroro
00Ky, MailOyTHi TaHIIBHUK i Xopeorpad hopmyBaBcs B arMocdepi
NEePUINX ASCATUNITE XX CTOMTTA — XyJOXKHBOTO KiimMary CpidHoi
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JI00H, KOJHM KUTTS peanbHe (y HOro oOMBATENbCBKOMY PO3YMiH-
Hi) OyJo nepeitnste izeero yxy, cnpuitmManoch HEBIAAIIEHUM Big
TsopyocTi 1 TBopenHs. LlimicHiCTh TUX HATYP PO3KpUBajacs B IKO-
MyChb TTHOMHHOMY PO3YMiHHI Ta MepeKuBaHHI mpoueciB Kutrs,
KoJu TpaHb Mixk JKutTsam i TBopuicTio cTUpaeThes, MPUBOASYH JI0
mozeni CryxiHHS (IpH UBOMY B pi3HHX Oiorpadisx MoxHa Oauu-
TH pi3Hi MoAudiKalii HbOro CIyKiHHS — MUCTEUTBY, i1ei, o0pa3y,
[pexpacHiit mami Toio). [Ipo “HEMOAIIBHICTD KUTTS i TBOPUOCTI”,
ixHe “Oe3cmia y BifipBaHocTi ogHiel Bia inmoi” nume C. Jlugap
y nepeamoBi 10 “CTpagHuX poKiB”.

KunrouoBoro ifeero BCix MeMyapiB CIaBETHOTO TaHIIBHHKA,
SIKOTO CYYaCHUKH BBa)kald ‘“‘IOOPUM TeHieEM TaHILIO’, CTA€ Kara
J0 KUTTS, IParHeHHs JIONWHU MiAHITHCSA Hall CBOEIO MPUPOIOIO.
JVBHUM YHMHOM IIe IEPEryKYEThCA 3 JyMKaMHU BUAATHOTO aBCTPild-
CBKOTO Tcuxiarpa Ta ncuxojora B. ®dpankna, po3poOdHHKa Teopii
0COOHMCTOCTI, OCHOBaHOI Ha HEOOXiTHOCTI MparHeHHs JIOAWHH JI0
MOLIYKY ceHCy KHUTTs. “KoxxHOoMy yacy moTpiOHa cBos IcuxoTepa-
nis”, — nucaB B. ®pankn. OxHak Taky pucy, IK “ynepTicts 1yxy’,
BiH PO3LIHIOBAB SIK 3[aTHICTh JIOAWHHU HE MiJdaBaTHCS, HE JaMa-
THCS TiJ yAapam# J0di, Mo oOpyLIyIoThca Ha Tijo 1 ayury. Taky
“ymepTicTb Iyxa’, )kary 1o KHUTTs nemoHcTpyBas i Cepx Jludap,
MPOTUCTABISIIOUN BUKJIMKAM 01 CBOIO HEBTOMHY JXary a0 TBop-
YOCTi, TOJBOTY.

P.S. Ha moruni nerenmapHoro aptucta Ha UBUHTapi CeHT-
XKener’eB-ne-bya B mepeamicti [lapuxa 3pobneno Hamuc ¢dpas-
ny3pkot0 MoBow: “Cepx Jludap i3 Kuema”. Ll mo3baBnena
30BHIIIHLOI €MaTa)XHOCTI, IMUOMHHO ICTHHHA JIO00B 10 CBOEI
0aTbKIBIIMHU Bpaxae OyIb-KOTO, XTO 3HailoMuii 3 6iorpadieto Maii-
ctpa. Bapto 3ragaru, mo Jludap OyB He mpocTo BU3HAHUM, aye i
oOnackaHui (QpaHIly3bKOIO AEPKaBOI, He Oynyun (paHIy30M 3a
MOXOKeHHsIM. Bin OyB ynocToeHU HaliBUIIIOT HATOPOAH KpaiHU —
opzena [logecHoro neriony, sikuii Homy BpydaB npe3uneHT Lllapns
ne [onp. @akT JereHaapHOro Aiajory MiX BETMKUM TaHIiBHUKOM
1 IIaBOIO Jep)KaBU 3raJyeThCsl y BCiX MarepialiaX, MPUCBIUYCHHUX
apTHUCTY, CTAaBLIM BXX€ YACTHHOIO Mi)y PO HHOrO: y BiANOBiAb HA
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nponosulito ae lonns odiniiHo NpuldHATH TpoMaassHCTBO Dpan-
uii, JIudap 3 BAAYHICTIO 1 TIAHICTIO Bi/IMOBIB, 0 3aJIMINAETHCS 32
(hakTOM HApPOJKCHHS YKPaTHIIEM Ta KHHUHOM.
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(rereading the memoirs by Serge Lifar)
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The image of flight, as a beautiful, successful metaphor
for denoting the aspirations of creative people, can be consid-
ered as a kind of art cliche. But as for Sergiy Mykhaylovych Lifar
(1904-1986), a famous French choreographer and dancer of Ukrai-
nian origin, this is not just a successful expression, but also a credo
of his life and work. Born in Kyiv (1904), a witness (and sometimes
an active participant) of critical historical events (1917-1923) — the
Revolution, the fall of the Empire, the Civil War., S. Lifar at the age
of 17 entered the Kyiv “School of movement” of Bronislava Ne-
zhinska, which determined his future life path. The author himself
describes this period of his youth as the days of “the great shock of
my homeland, when I first felt the matter of my spiritual structure,
when the thirst for life and the unknown took hold of my being. <...>
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Then it seemed to me that death could be prevented, then I believed
that I was stronger than death, I didn’t know that I wasn’t playing
with it, but it was playing with me, that it had set my deadline, my
turn, closed from me” [2, p. 9]. As for his passion for choreogra-
phy, according to him, in addition to the basics of ballet technique,
which he learned at school, everything else was achieved “indepen-
dently, working in front of the mirror with relentless perseverance,
performing the most difficult exercises to the point of complete ex-
haustion” [1, pp. 21-22]. The first stage of such work fell on the
Kyiv period of life, when S. Lifar, after the departure of his teacher
B. Nezhinska abroad, even led the life of a hermit, locked himself
in a room and spent months torturing himself practising in front of
the mirror. Then, with great difficulties, he was able to emigrate to
France (1923) and found himself in the private theatrical enterprise
of S. Diaghilev. He was forced to continue his self-improvement in
order to prove his right to become a soloist. 1929 was marked by a
crisis in European ballet (A. Pavlova and S. Diaghilev died, V. Ne-
zhinsky left the stage). That year was also a turning point in the
creative fate of the artist: he accepted an invitation from the Grand
Opera to lead a ballet troupe. In general, S. Lifar was engaged in
this for a quarter of a century, while simultaneously paying tribute
to the French stage as a dancer and choreographer.

As for the flight, this image accompanied S. Lifar all his life.
It passed through dreams, childhood memories, descriptions of Kyiv
(this is always a special angle of view of the city — “from a bird’s eye
view”; and in the future, the search for such picturesque mountain
peaks, from which the view would open “like on your native Kyiv”,
continued already in France, Greece, at any point of the dancer’s
stay). Flight is determined by him as one of the main features of
ballet: “Ballet is only the beauty and grace of arabesques, flexibility
of movement, courage of flight” [1, p. 56]. It attracted the attention
of the master in his reflections on ballet performances and images:
“<...> the role of Giselle lifts the dancer, elevates, takes her away
from reality, and all the time it should seem that she does not touch
the ground” [1, p. 55]. Jump-flight, with which S. Lifar amazed Ser-
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gey Diaghilev during the first rehearsal, became the leitmotif of his
own performance style as in newfangled courtyards (“Zephyr and
Flora”, “Rose’s Vision” and etc.), and updated on the stage of the
Opéra Garnier classical samples (“The Sylph”, “Giselle”, “Swan
Lake”, “Sleeping Beauty” and etc.). The highest expression of the
idea of flight was ballet “Icarus” (1935), which the choreographer
himself treated as the most important in his creativity, since in prac-
tice this work presented the ideas set out in his theoretical research
“Choreographer’s manifesto” (1935). According to Lifar’s concept of
the ratio of musical and dance sides in a ballet performance, music
should obey the choreographic text, and not dictate its own require-
ments, according to the principle of a “skittish” score, which almost
always contradicts the dance. Considering rhythm as the link be-
tween music and dance, it is possible to create joint projects that
only benefit from unity. But the first and last word in ballet should
belong to dance.

According to the choreographer, “the flight, and then the re-
demptive fall of Icarus could only be echoed by the silence or the dull
beats of a human heart. Any anxiety, any audible “climate” would
seem artificial and distract the viewer’s attention from the essence
of the drama. A sudden sound exploding in the midst of silence will
be the best accompaniment to the climaxes; any melodic or har-
monious introduction, on the contrary, weakens this. So I decided
to do something else: my “Icarus” will dance without music — so it
wins in expression, and, in addition, it will show what the dance is
capable of, if you do without any accompaniment or at least create
one that suits it” [1, p. 53]. As a result, a ballet was created, in which
the role of musical accompaniment is assumed by a percussion en-
semble (in other words, S. Lifar provided his own version of the idea
of free dance, which was actively developed in Germany at the be-
ginning of the 20th century by R. Laban and M. Vigman). The score,
as indicated in the official posters, was prepared by A. Honegger
and J. Szyfer. The continuity of the rhythmic background becomes
the nerve of the performance, defining the stages of choreographic
dramaturgy based on the counterpoint of an ensemble of dancers (4
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girls + 4 guys) and a soloist (Icarus). The “collectivity” role is close
here to the function of the choir in ancient tragedy: repeating, pick-
ing up, continuing, or contrasting their own combinations of Icarus
dance, the ensemble of dancers-“choir” creates not only a plastic
background, but also a kind of “emotional cloud” of any moment.
Due to the aggravation of the perception mechanisms under the
influence of an ascetic sound background, a phonic-psychological
illusion arises, when the viewer-listener begins to reproduce in his
own imagination sofi of strings and wind instruments that are not
present in the musical score.

The books of S. Lifar’s memoirs, which can be perceived
as a multi-part painting, draw the line of flight in the master’s life
very clearly. (In addition to his works on the history and theory
of dance, the choreographer left a significant legacy in the genre
of memoirs). The high artistic taste of the outstanding dancer, his
talent for painting, and his love of poetry were expressed in a spe-
cial focus, which refracts a lot of interesting details, psychological
characteristics, emotional assessments, and documentary facts. The
ability to select events of the highest personal value from the flow
of history is balanced by the desire for objectivity of assessments.
In his own books, S. Lifar moves in waves of memory, recreates in
detail the events of his life and era — from birth and youth (“Suffer-
ing years”) through the period of professional and personal forma-
tion in ballet art (“With Diaghilev”) to the final generalization of
the results of creative and life searches (“Icarus’ confession™). It
contains excellent material for filming an adventure novel. These
texts contain everything that meets the requirements of this liter-
ary and cinematic genre: sharpness of plot situations (persecution,
participation in conspiracies, “miraculous liberations”, a series of
“happy accidents”), interesting historical context, revelations from
“life of the heart”. S. Lifar himself calls the described events “adven-
tures of youth”, considering adventurism “the lot of his generation”.
The emotionality of the narrative, through which the image of the
author himself clearly appears, the feeling of unreality of the events
described, give rise to the illusion of modulation of the historical
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document into the field of fiction. And this is not accidental. On the
one hand, this is understandable by the author’s desire to “lead a
life full of danger” in his youth, which found fertile ground in the
form of a concomitant historical background — the city of Kyiv in
1917-1922. On the other hand, the future dancer and choreographer
was formed in the atmosphere of the first decades of the 20th cen-
tury — the artistic climate of the Silver Age, when real life (in its phi-
listine sense) was imbued with the idea of the spirit, it was perceived
as inseparable from Creativity and Creation. The integrity of these
natures was revealed in some deep understanding and experience
of the processes of /ife, when the line between life and creativity is
blurred, leading to a model of service (in different biographies you
can see various modifications of this service — to art, idea, image,
beautiful lady, etc.). S. Lifar writes about the “indivisibility of life
and creativity”, their “powerlessness in isolation from one another”
in the preface to the “suffering years”.

The key idea of all the memoirs of the famous dancer, whom
contemporaries considered a “good dance genius”, is the thirst for
life, the desire of a person to rise above his nature. In a strange way,
this echoes the thoughts of the outstanding Austrian psychiatrist
and psychologist V. Frankl, the developer of the theory of personal-
ity based on the need for a person to strive to find the meaning of
life. “Every time needs its own psychotherapy,” wrote V. Frankl.
However, he regarded such a trait as “stubbornness of the spirit” as
the ability of a person not to give in, not to break under the blows
of fate that fall on the body and soul. Serge Lifar also demonstrated
such “stubbornness of spirit”, a thirst for life, contrasting the chal-
lenges of fate with his tireless thirst for creativity and flight.

P.S. On the grave of the legendary artist in the cemetery of
Sainte-Genevieve-des-Bois in the suburbs of Paris, an inscription is
made in French: “Serge Lifar de Kiev”. This deeply true love for one’s
homeland, devoid of external outrage, impresses anyone who is fa-
miliar with the master’s biography. It is worth mentioning that Lifar
was not only recognized, but also favored by the French state, not be-
ing of French origin. He was awarded the highest award in the coun-
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try — Chevalier de la Légion d’honneur (1983), which was presented
to him by President Charles de Gaulle. The fact of the legendary dia-
logue between the great dancer and the head of State is mentioned in
all materials dedicated to the artist, having already become part of the
myth about him: in response to de Gaulle’s offer to officially accept
French citizenship, Lifar responded with gratitude and dignity that he
remained a Ukrainian and a resident of Kyiv since he was born there.
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EJBAPJ EJITAP: PEITY TALISI “HAMBLJIBII
HIMELBKOI'O” AHIJIIMCBKOI'O KOMITIO3UTOPA
B POKH MEPIIOI CBITOBOI BINHU
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3B’I3KM MUTILS ONHIi€] KpaiHW 3 KyJIbTYPOIO iHIIOI JOCUTH
YacTO PO3MIIANAIOTHCS B MONITUYHIN MJIOMIMHI, aJKe KyJIbTypHUN
BILJIUB € HE MCHII Ba)KJIMBUM 332 €KOHOMIUYHUH 4M BilicbKOBHil. Po-
3YMLJIH 1I€ 1 CTO POKiB TOMY, Koyii novasnacst [lepma cBiToBa BiliHa,
— HaBiTh y bpuTaHcekiil iMmmepii, xoua bputaHceki ocTpoBH 1 He Oy-
JIY 30HOIO NIepediry akTUBHUX 00HOBHUX i, KpiM OoMOapayBaHb 3
MOpsI Ta TOBITPSI.

[linTBepmKeHHs wLi€l OYMKH MOXHA 3HAWTH Yy BHBYEHHI
xUTTS 1 TBOpyocTi EnBapna Enrapa (1857-1934) B wacu “Benu-
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koi BiiHK”. Ha Toif wac E. Exrap yxxe OyB mpociaBIeHUM KOMIIO-
3UTOPOM, BHJATHOIO (PIryporo aHTIiHCBKOrO MY3MYHOTO >KHTTH,
yKe AecsATh POKiB sIK cep, YK€ HalucaB CBOI HalBiOMILIl TBOPH
(Bapiauii “Enirma”, yci Tpu oparopii, BKIIOUAIOUH HaA3BHYARHO
nonynspauit “Con I'epontis” (1900), obunsi cumdonii, Ckpun-
KOBHI KOHLEPT TOLIO), Bia3HaueHUH “OpneHom 3acinyr”. Ane mo-
YaTOK BIfHW MOCTABUB HOBHWIA, 1JICOJIOTIYHUN BHUKJIUK permyTarlii
KOMIIO3UTOPA, aJKe WOro XyAOXKHI OPIEHTHUPH, 3B’I3KH 1 BIacHE
TBOpu OyJM HaA3BUYaiiHO HiMEIBKMMHU. Tak, BiH 3aXOILTIOBABCS
P. Barnepom, kinbkapa3oBo OyBaB y baiipoiiTi, mo B mociigHu-
KiB OTpUMAaJo Ha3BY “NMaJOMHHUITBO; 3HAMEHUTHH TOCT Ha YECTb
“HepuIoro aHrMiHCHKOr0 MPOrPECUBHOTO KOMIIO3UTOPA” BUTOJIOCUB
P. lllTpayc, a mpoBiAHUM OUPHUTEHTOM HOro CUM(OHIYHUX TBOPIB
oyB I. Pixtep; napemri, Oe3nocepeaHiii BIUIMB “BarHEpPiBCHKOTO”
Ha TBopuicTh E. Enrapa € i rpyHTOBHO BHCBITIICHHM y HayKOBiiH
JiTeparypi, i BiIAUyTHUM OyAb-KOMY Ha ciyX. Yci 1i Ta iHmm ¢aktu
Oiorpadii KoMmo3uTopa CBiAYATH MPO Te, IO HOro CTAaHOBHILE OY-
70 mpoOiIeMaTHYHUM, a TBOPYICTh — “iJ€ONOTiYHO MiJ03PiJIoI0 Ta
HebOaxxaHor”. 3p03yMiJIo, IO MPOCTOTO NEpEPUBAHHS KOHTAKTIB 3
Ipy3aMH Ta ogHOAyMIsIMU 3 Himeuunnu Oyno 6 3amano. Tox mMu
PO3IIISIHEMO [1Ba TOJIOBHUX BEKTOPH, SIKi JOMOMOTTIH KOMIIO3UTOPY
“BpSITYBaTH” CBOE CTAHOBUIIE B CYCHIJILCTBI: 3 MO3ULi] TpOMasTHU-
Ha Ta 3 MO3ULi] MUTLISL.

[lepme moctae noctaTHbO 3po3yminuM. Sk ykazye P. Kas-
rin, y mepumni ABa TWXHI 3 moyarky BiiHu E. Exrap, posuapoBa-
HUH, 010 BiH 3acTapuil OyTH conmaTom, 3amucascs sk “OcobauBuit
koHCTeOnB” (“Special Constable™), a micias HpOro BCTYNUB A0 J10-
OpOBOJIBUOTO PE3EPBY, A€ “pErysIPHO BIPABISABCSA 3 TBUHTIBKOIO~
(319). Ane npyre € i 3HaYHO CKJIAJHIIIUM, 1 BaXKJIUBIIINM, HiXK TO-
TOBHICTh 57-piyHOrO 40JOBiKa Qi3M4HO Ciy UTH baTekiBuuHI. Y
poku BiiiHU y TBopuocTi E. Enrapa Hactae cyTTeBe 3pyIieHHs: i
YOTUPU POKHU HIOM “BUMajaroTh’ 3 Mepelliky HOro HaiBiAOMIIINX
TBOpiB (kpiM “TBOpLIB MY3UKH’, OAHI€] 3 HOr0 HAHOINBII IHTUM-
HUX po0iT). 3a pik no BiliHW BiH 3aBepmmB “Danbctada”, a B pik
i1 3aBepiuenHs 3’saBunuca CkpunkoBa conata, Ksinter i Kaprer,
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y 1919 — BiononvensHuii koHuepT. [IpoTe e HisIK HE 03HAYAE, IO
E. Earap Hivoro He mucaB — BEKTOp HOrO TBOPUOi aKTUBHOCTI OyB
inmmM. Kommosutop HammcaB Tpu Peuwmtanii ta “Ayx AHrmii” —
TPUYACTUHHHUM XOPOBUI TBip 0e3 YiTKOTO >KaHpPOBOTO HaliMEHY-
BauHA (“Tpu Bipui JI. biniiona, moknaneHi Ha My3HKy... EnBapaom
Enrapom™), ToOTO OYEBMIHUM € BiIXiJl BiJl TPAAHUIIHHUX yCTae-
HUX KaHpiB, HIMOBIPHO, BHACHIIOK HEMOXKJIUBOCTI MUCATH “SIK pa-
Hime”, IrHOPYIOYM KOHTEKCT CBOTO Yacy.

3ragani Tpu PeunTanii Hanucani Ha Bipmi Emins Kammepa /
Emile Cammaerts: “Ilepenzsonn” (“Carillon”, 1914), “I'onoc B myc-
teni” (“Une Voix dans le Desert”, 1916) Ta “benbriiicbkuii mpamop”
(“Le Drapeau Belge”, 1917). U. MakI'yaiip Ha3BaB MepLINi 3 TBO-
piB “MenoapaMol0 3 OpKeCTpOBMM akommaHemeHToM (218). Yci
TPH TBOPU IPUCBSYCHO 3acyakKeHHIO HachiakiB [lepmioi cBiToBoi
BilfHM Ta BIIAHYBAHHIO NIaM’ATi 3arUOIUX, a 32 3MICTOM BOHHU € JIe-
KJIaMaLli€l0 Ha TJIi OpPKECTPY (4ACTO MPEACTABICHOTO BUTPUMAaHUM
aKOpIIOM), II0 YEPryeThCsl 3 PO3TOPHYTUMH IHCTPYMEHTAIbHUMHU
enizogamu. Cama i7ies TBOpiB, AeKJIaMallisl 3 OpPKECTPOM, OYEBHTHO,
Bka3ye Ha BiaOuTTs E. Enrapom siBum my3uku XX CTONITTS 1 BU-
KJIMKae MeBHi acomiamii 3 “Yuiminum 3 Bapmasu” A. Illenbepra —
TAKOX 1 3aBISKH CBOIl TeMaTHLI.

Anie 0cOOIMBOrO 3HAYECHHS B PO3TIIAI XyAOKHHUIIBKOI BiAIO-
BiZl KOoMIo3uTOpa Ha BiliHy HaOyBae “/lyx Anrnii” (“The Spirit of
England”, 1917). E. Enrap He BU3Ha4ae HOTo >KaHPY, JTHUILAIOYHN LIe
“Ha Biakyn” gocnigHukam. OpuriHanbHy Ha3By mnpomnonye P. Kas-
i1, Ha3UBAaIOYHM CTATTIO Mpo 1eH TBip “BoenHuii peksiem Enrapa”
(Cowgill, 2007), i Taka Ha3Ba MiATBEPIKYETHCS TUM, 1110 B 1915 porri
3HalloMa KOMIIO3UTOpa Hamucajia HOMy JIMCTa 3 MPOMO3UIIEI0 Ha-
nucaty mock y ayci “ns 3arubnux” biniiona — “aynosuii Pexsiem”
(muT. 32 MakBi, 3203). “/lyx AHIi1” CKIaJaeThbes 3 TPHOX YaCTHH,
Ha3BaHUX BiJNOBIAHO A0 BipLIiB, HA sIKi BOHM Hamucadi: “UeTBepte
ceprst’”, “/lns xkinok”, “/{ns 3arubOnux”. KoxxHa 3 yacTUH Hece CBil
3MICT: TIepIla MPOroJoIIy€e NaTPIOTHYHI CEHTUMEHTH, HE3J1aMHICTh
OpHTAaHCBHKOTO AYXY; Apyra — 3BEpHEHHS 10 BCiX JKIHOK, SIKi O4iKy-
I0Tb Ha IOBEPHEHHS CBOIX OJIN3BKUX 3 PPOHTY; TPETS XK € BIIAHYBaH-
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HSIM MaM’SITi 3aruoaux BoiHiB (“3 TOPAICTIO Ta BASYHICTIO, AHIII,
MaTH CBOIX HiTeH, orIaKkye 3aruomaux 3a mopsimu”). Lli mpuHIMIoOBO
pi3Hi HAacTpoi BiAOMBAIOTHCA i B My3WYHOMY BT1UJICHHI: Y TIepILii ma-
HYe€ XKBaBa MEJOMis i3 TUIIOBUMH PUCAMHU BUPa’KEHHS BIIEBHEHOCTI,
10 JIa€ TPUBIJI JOCIITHAKAM BiIHECTU BECh TBIp JI0 IMIIEPiaIiCTHY-
HuXx (Cowgill); “lnis *iHOK” yCTaHOBIIOE AYX BOTHOYAC T€POTYHUIMA
Ta JIPUYHUH, BIJIMOBIIHO JO CIiB “AJPKe BH TaKOX iaere Ha Oiii”,
a B OCTaHHi{ yacTuHi, “J{7s1 3arn0aux”, BAKOPUCTAHO PIBHOMIpHUH
PUTM TpaypHOI XOIU 1 XOpOBY YHICOHHY MeJIOHil0 AN Iepenadi
TYTH. YTIM y YacTHHaX € CBOsI CKJIaJiHA CTPYKTYpa, B OCTaHHiH €
po3ain “BoHu minum 3 micHSIMH B 6ild”, 1€ aKTUBHUMH MTyHKTHpA-
MU, 3BY4aHHSAM Majioro 0apabaHy Ta pi3KMMH TPIOJBHUMH XOAaMH
HU3BKUX MIJHUX AYXOBHX 300paxkeHo arMocgepy OutBu. Ha Bin-
MiHy Big Oinbiocti TBopiB E. Enrapa, “lyx AHTii” 3aBepiyeThCs
0e3 amodeosy, ajke ies HeBIABOPOTHOCTI BTPAT, OMJIaKyBaHHS 3a-
rUOINX HE JO3BOJISIE BUKOPUCTAHHS “ONTHMICTUYHOTO” (hiHAITY.
Hapa3BuuaiiHO LiKaBUMH € MOTHBHI 3B’13kH “Jlyxy AHImi”
3 oparopieto “CoH I'epoHTis” — MOKa30BUM € Te, O Ha CIIOBaX
“Bammip €Bponn” uutyerbes Xop AeMoHiB. Y mucti go E. Hero-
MEHa KOMIIO3UTOP MOSCHUB 1€ TUM, 110 HACTIJIbKU BTPATHUB HAIII0
Ha JIONSHICTh “HIMELBKOi CTOPOHHW”, IO BiH HE 3MIr OM MpHAY-
MaTH 4OTOCh iHIIOTO, JOCTAaTHLO HUIOTO i TBapuHHOrO (Cowgill:
335). Tam xe E. Enrap ykasye, 1o HiMIll € 3HaYHO MOAIOHIIIUMH
JI0 IEMOHIB, IIO BTIINAIOTHCS 3HAHHIM TOTO, II0 BOHH IMallv, HiX
JI0 TAIIEHTIB NCHUXIaTPUYHUX JIKapeHb (SIKUX BiH AoOpe 3HaB 3a
CBOEIO POOOTOIO TaM y poJIi KepiBHUKA aHCAMOITI0), aJ’Ke OCTaHHI
3a3BUYail He YCBiJOMIIIOIOTH CBOTO CTaHy.
3pewToro, 3acIyroBye Ha yBary i Aoci He 3rajaHa “3emis
cBobonu i cnasu” (“Land of Hope and Glory”), sixa ctana onHi-
€10 3 HABiAOMIIINX OPUTAHCHKUX “TIaTPiOTHUHHUX TiceHs . [lopsn
3 “I Vow to Thee, My Country” I. Xoncta (hpparMeHTOM i3 croiTu
“ITnanetn” 1917 p.) us micHS cTaja OAHUM 3 TOJOBHHUX CHUMBOJIIB
0opoTrOH 3a cBOOOAY Ta mepemory. [Ipo Hel nmucanu K Mpo Taky,
IO JojaBaja CHUJIM i 3TypTOByBajia OpHTAaHLIB y 1X MaTPiOTH3MI.
Tox cepex mupokoro 3araiy ue OyB HaiBigomimmii TBip E. Enra-
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pa, KOMIIO3UTOpPA 3HAIIU caMme sik aBTopa “Land of Hope and Glory”.
Le i cTano 41 He HAWTOJOBHIIINM, IO BPATYBAJIO HOro MyOmidHy
pemyTanito, — aJKe caMme L0 MaTPiOTHYHY MICHIO 4acTO Ha3WBa-
IOTh OJHUM 3 HAWIOKA30BIIINX MPUKIAAIB BTUICHHS “Englishness”
y MY3HIi, TOX CyMHIiBaTHUCSl B MOJITHYHIN Ta KyJIbTYpHil Onaro-
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Ties of an artist of one country with the culture of another
one’s culture are often regarded from political standpoint, since
cultural influence is no less important than economical or military
ones. It was clearly understood in the years of World War I, even
in the British Empire, although the British Isles were not a place of
active warfare apart from naval and air raids.
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This thought can be confirmed on the example of Edward
Elgar’s creative life (1857-1934) in the times of the “Great War”. By
then Elgar was already a celebrated composer, he had been knighted
10 years before, he had already composed most of his famous works
(such as “Enigma” Variations, both Symphonies, all three oratorios
including “The Dream of Gerontius” (1900), Violin Concerto etc.),
he had been awarded The Order of Merit. But as the war broke
out, he was faced with another ideological challenge for his reputa-
tion since most of his artistic values, connections and the works
themselves were incredibly German. He adored Wagner, he visited
Bayreuth for several times, which was dubbed by the scholars as

“pilgrimage”; a well-known toast “to the first English progressive
composer” was pronounced by Richard Strauss, while his sym-
phonic music was championed by Hans Richter; finally, the influ-
ence of Wagner on Elgar is both well documented in research and
is perceptible for anyone’s ear. All these and other facts from the
composer’s biography show that his stance in the society was quite
problematic, and his creativity was “ideologically suspicious and
unwanted”. It is obvious that just cutting off ties with his German
friends and colleagues was not enough. Thus, we will look into two
main vectors through which Elgar was able to save his reputation:
from the standpoint of a citizen and from that of a composer.

The first one seems to be quite simple. As R. Cowgill says,

“frustrated that he was “too old to be a soldier,” Elgar signed up as
a Special Constable within two weeks of the outbreak of war, and
a few months later switched to the Hampstead Volunteer Reserve,
involving himself in regular drills and rifle practice” (319). But the
second one is both much more complicated and much more impor-
tant than willingness of 57-year-old man to serve his country physi-
cally. The years of the war cause significant shift in Elgar’s creative
work as these four years almost fall out of the list of his best-known
works (except for “The Music Makers”, probably his most intimate
work). In 1913 he finished “Falstaff™, and in 1918, year of the war’s
ending, he completed Violin Sonata, Quartet and Quintet, and the
next year Cello concerto. Although it does not mean that Elgar did
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not write anything during these years, vector of his creativity was
completely different. Elgar wrote three Recitations and “The Spirit
of England”, a three-movement choral work without clear genre
definition (“Three poems by Laurence Binyon set to music ... by
Edward Elgar”). So we can clearly see his depart from traditional
genres, seemingly since it was impossible to carry on writing as
before, as if nothing had happened, ignoring the context of his time.

Abovementioned Recitations are written to Emile Cammae-
rts” poems: (“Carillon”, 1914, “Une Voix dans le Desert”, 1916 and
“Le Drapeau Belge”, 1917). Ch. McGuire (218) called the first one a
“melodrama with orchestral accompaniment”. All those three works
are devoted to judgement of the war and to commemoration of its
victims while musically they are declamations on the background
of the orchestra (which often plays one sustained chord) which take
turns with prolonged orchestral episodes. The very idea behind those
works, declamation with orchestra, obviously points to Elgar’s reflec-
tion of XX century music and creates association with Schoenberg’s
“Survivor from Warsaw”, also because of its war-related content.

But it is “The Spirit of England”, 1917, that is especially im-
portant in the context of studying Elgar’s artistic response to the war.
The composer does not indicate its genre, giving the scholars the
opportunity to define it themselves. R. Cowgill suggests quite an
unusual name for it, calling an article about this work “Elgar’s War
Requiem”, and this definition can be proven by the fact that in 1915 a
friend of Elgar’s wrote him a letter suggesting to write “a wonderful
Requiem for the slain something in the spirit of Binyon’s “For the
Fallen” (McVeagh, 3203). Each movement has its unique content:
the first one has patriotic sentiments; the second one addresses the
women who wait for the return of their beloved from the frontlines;
the final movement commemorates the fallen (“With proud thanks-
giving, a mother for her children, England mourns for her dead
across the sea”). These radically different moods are reflected in the
music: the first movement is reigned by a pretty upbeat melody with
the typical means to express certainty, which allows the scholars to
regard the whole work as an imperialistic one; “To the Women” cre-
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ates mood simultaneously heroic and lyrical, reflecting the words
“For you, you too, to battle go” and in the final movement, “For the
Fallen” Elgar uses plain thythm of funeral procession and choral
unison melody to convey grief. But those movements have their
own structure, the last one has section “They went with songs to
the battle” where the battle is portrayed with active dotted rhythms,
sonority of tamburo militare and harsh triplet motives of low brass
instruments. Unlike most Elgar’s works, “The Spirit of England” is
not ended with grand apotheosis as the idea of horrific losses, lament
for the fallen ones, makes it impossible to use the “optimistic” finale.
Of the highest interest are motivic connection of “The Spirit
of England” and oratorio “The Dream of Gerontius”, as it is indic-
ative that on the words “Europe’s vampire” Elgar quotes Demon
choir. In his letter to E. Newman he explains that he has lost hope
for humanity from the German side, that he could not create some-
thing lower and more bestial (Cowgill, 335). Also, in the same letter
Elgar notes that the German are much more like demons since they
snarl knowing they have fallen than like the patients of asylums
who Elgar knew well from his work there as a band leader since the
latter ones are usually unaware of their state.
Finally, one cannot ignore hereby not mentioned “Land of
Hope and Glory”, which became one of the most important British
patriotic songs. Along with Holst’s “I Vow to Thee, My Country”
from “The Planets” (1917) this song became one of the most iconic
symbols of the fight for the freedom and victory. It is said to have
given the people power, hope and having gathered them in their pat-
riotism. So the fact that most of the general public knew Elgar as
the author of “Land of Hope and Glory”, it became one of the most
important things that saved his reputation, since it is this patriotic
song that is cited as an example of the most obvious incarnations of
Britishness in music, so it would be absurd to question political and
cultural orientation of its author.
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"TIEPEJOCTAHHI IYMKMHW” E. CATI
AK MY3UKA BOEHHOI'O YACY

Knrouoei chosa: popmenianna meopuicme E. Cami; my3uxa
B0€HH020 Hacy, npazmamuxa npucesmu, 1910-mi poxu; abcypo; ne-
PeO0OCmanHi OyMKuU.

Konu mouanacs Ilepma ceiToBa Biitna, Epiky CaTti Oyio co-
POk BiciM pokiB. [leskuii yac BiH CIy>KUB KampajoM y TEpPHUTOpi-
anbHi o0opoHi nepeamicts [lapuxa Apkeii-Kamran, ne memnikas.
o #ioro 0o00B’I3KiB yXOOWJIO NaTpyIIOBaHHS pallOHY MO HOYax pa-
30M 3 iHIIMMH YJICHaMU OTIOTYeHHS. AJle yepe3 CKapru MELIKaHIIiB
Ha rajac Ta mym (GopMyBaHHS po3mycTHiu [1].

YMOBH BOEHHOTO CTaHy CEPHO3HO 3pyHHYBall MY3WYHE KHT-
Ts1 @panuii. BumaBui mpunuHUIN 3aMOBIISITH KOMIIO3UTOPY MY3HKY, &
ouvikyBana B 1914 poui myOnikamis HOoro KOMIo3uuii Oyia mpuIrHeHa.
OckiibKH KOMIO3UTOP BiIMOBHBCS BiJl I'pH Ha (OPTEIMiaHo B MapH3b-
KHX Kabape — CBOro OCHOBHOT'O JiKepesia IOXOAY MPOTAToM Oararbox
POKiB, BiH MiI' pO3paxOByBaTH JIMIIIE Ha MIEAPICTh APY3iB 1 MpUBaTHI
YPOKH, 5IKi jaBaB 4ac Bix yacy. Brim Cari mponoBxye CBOKO KOMITO3U-
TOPCHKY JISUTBHICTB, 1 Bxke y 1915 porri (Mixk 23 cepriHs Ta 6 5KOBTHS)
3’IBISIIOTHCS Horo “Avant-dernicres pensées” (“Tlepenoctanni gymku”).
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Hukn cknamaeTscs 3 TppoX mec, y Ha3Bax B akux (Idylle,
Aubade, Meditation) Hemae >KOIHOTO HATSIKY Ha Te, IO BiIOyBasoCcs
HaBKoJo. Un BUHUKAIOTH Y My3ulli “Avant-derniéres pensées” npsimi
napa’jeni 3 Toro4acHoro atmochepor? MalyTh, mo Hi. [ Tomy mo-
cITigHUKY TBopuocTi CaTi el oIyc aHali3yI0Th (aKTHYHO Yy BiIpUBI
Bif icropuuHoro ¢ony. “IlepenoctanHi 1yMKH” pO3IISIAAIOTHCS SIK
octanHil popreniananii nuka 1910-x poki., K TBip HepioAy “MicTu-
¢ikaniii Ta ekcueHTpraHOCTI” (1897-1915) abo sik mprKIIaa BTiIEHHS
JKaHPY “MY3HMKH 3 KOMEHTapsIMH, aJie HisIK He KOMITO3HUIIis BOEHHOT'O
yacy. OnHaK, HE3B)KAIOUU Ha Te, IO 3Ja€ThCA, 10 MY3UKa BCLISIKO
BIZIBOIMTH HAC BiJ TEMaTHKH BilfHH, BCE K TaKW MOXXKHA MPHITYCTH-
TH, IO IUKIJI CTaB CBOEPIIHOIO PEaKIli€r0 Ha Bce, IO BiaOyBasocs.
MoskauBo, TakuM YnHOM CaTi HamaraeThCs 3HaAWTH LI OAMH CIOCi0o
BiJIBOJIIKTHUCS BiJ] TOTO, IO BiI0YBa€THCS HABKOJIO.

Bararo yBaru OCHiIHUKHM OPUIIISIOTH MPUCBITI, Ky Ma-
I0Th KOKHa 3a mec: “Inumis” npucesiueHa Knony [lebrocci, “Pan-
koBa cepeHaga” — llomro [lroka, a “Menurtamis” — Anbbepy
Pyccento. Yci Tpoe Oynu cyyacHHUKaMH, GpaHIly3aMH, KOMIO3UTO-
pamu Ta apy3smu Cari. Lo ne? [loprpetn B KapukaTypHiii MaHe-
pi, my3uuHi emirpamu? Cati He 1a€ IPsAMOi BiIMOBi/Ii HA I, JTUIIE
HATSKH, SIKI XOBAa€ y BJIACHOPYY HAIIUCAHOMY CIOKETHOMY TEKCTi,
AKUH, OMHAK, Y BAKOHABCHKil MPaKTUIi HE O3BYUYETHCHL.

AOcypa, mpuTaMaHHUI KOMIIO3UTOpY B3araii, CpalboBYE i
Ha 1ie pa3. BepOaibpHuii TEKCT Y KOXKHIH 3 TPHOX IT'€C HAUEOTO Mae CEHC
1 LiJIKOM MOXke OyTH peanbHUM, ajle B IOEAHAHHI Bce L OijblIe Hara-
nye rpy ciiB. Bunrkae nutanss: uui e AyMku? MoxJuBo, 1ie JyMKH
camoro Cari. Toxi e cxoke Ha BHYTpILIHINH MoHOJNOT. Yu e mpuiry-
HIEHHS KOMIIO3UTOpa LIOJ0 TOTO, SIKUMH MOTTIM OyTH MepenocTaHHi
IYMKH Horo aapecaris? | yomy came Taki AyMKH — IepelocTaHHi?

3po3yMinio, mo B cUTyauii BiHHM Ta KaTacTpodu KOKHA
JyMKa MOKE CTaTH OCTAHHBOIO 1 I1e He 000B’SI3K0BO Ma€ OyTH LIOCh
Jy>ke BUCOKe 4M momre3He. OcTaHHS JyMKa He 3aBXIu Oyzae ycBi-
JnoMJeHHaM Qinany. Ane Cari, cyasuu 3 Ha3BH, aKIIEHTYE yBary Ha
TOMY, LI0 HOTO MY3H4Hi JYMKH — Il HE OCTaTOYHHH KiHenb. KoMm-
MO3UTOPY BUCTAa4yae ONTHUMI3MY, 00 MepekBaiidikyBaTH ix y me-
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penocranHi. Bepbamizaris Hux AyMOK i came IX HOHCEHC OKPECITIOE
MOMEHT CTaBJIEHHsI KOMIIO3UTOpa A0 KatacTpodu sk 1o abcypmy.
He3anosro g0 mouatky podotu Hax “Avant-dernieres pensées” Cari
nanuie [lomto [oka — omHOMY 3 THX, KOMY IPUCBSITHB HOMED 3
uukiy: “Jlng MeHe 1 BiliHa cX0)ka Ha CBOTO poAy ATOKaiICHC,
CKOpillle 1110THYHA, HiX peanbHa’ [2, c. 65].

I'pa 3 Ha3BOIO Ha HbOMY He 3aBepIlyeThes. CrocTepiraeTbes
[IEBHE TAPO/IiFOBAHHS: BUKOPUCTAHHS “BUCOKOI” Ha3BH B TIOETHAHHI
3 Iy’Ke MPOCTOI MY3UKO. [nies “ocTaHHIX ciiB TeHis” y cydacHi
st Cati yacu Oyna po3X0XKMM MaTepianoM, MEBHUM IIabIoHoOM. |
KOMITO3UTOpP BUKOPHCTOBYE LieH Ma0JIOH, Tpa€ 3 HUM, y pe3yJIbTaTi
4oro “ocTaHHi JyMKH , Ha0yBarOuu MIUPOKOTO BKUTKY, BTPAdalOTh
ceHc. Y upoMy moJsirae ipoHis TBopy. CripuiiMaiouu BiifHY SIK IIOCh
no30aBiieHe 30POBOrO Ty3Aay, a He TpariuHe, CaTi 3anuiaeTses
BipHUM €001 1 CBOEMY CKEICUCY LIO0 OTOYYI04YOro. Un He CBITUHUTD
Le Ipo HamMaraHHs NMonpu Bce 30epert cede, CBOIO CBIOMICTh Ta
JIOASIHICTB BiJl TpaBMY04HX peaniii? Skmo tak, To “Ilepenocranni
OYMKH~’ KOMIIO3UTOPa MaroTh LIe U ‘‘TepaneBTUYHO-NPOQinakTHy-
HY IIparMaTuky’: 30epiraTu TBEpE3iCTh i ICHICTh pO3yMY, HE BIaja-
TH y nagoc, 3aJIMIIaTUCS BITBHUM BiJ 17110311, Oy TH JIOIUHOIO.
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Eric Satie was forty-eight years old when the First World
War began. For some time, he served as a corporal in the ter-
ritorial defense of the Paris suburb of Arcueil-Cachan, where he
lived. His duties included patrolling the area at night along with
other members of the militia. But due to residents’ complaints
about noise, they were disbanded. (1. 103-104)

The conditions of martial law seriously destroyed the mu-
sical life of France. Publishers stopped ordering music from the
composer, and the expected publication of his compositions writ-
ten in 1914 were stopped. Since the composer had given up play-
ing the piano in Parisian cabarets (his main source of income for
many years), he could rely only on the generosity of friends and
the occasional private lessons he gave. However, Satie continued
his composing activity and in 1915 (between August 23 and Oc-
tober 6) his “Avant-derniéres pensées” appeared.

“Avant-dernicres pensées” consists of three pieces, the titles
of which (Idylle, Aubade, Meditation) have no hint of what was
going on. Does the music of “Penultimate Thoughts” have direct
parallels with the atmosphere of that time? Probably not. That is
why researchers of Satie’s work analyze this opus actually in iso-
lation from the historical background. “Avant-dernicres pensées”
is regarded as the last piano composition of the 1910s, as a work
of the period of “mystifications and eccentricities” (1897-1915) or
as an example of the “music with commentary” genre, but by no
means a wartime composition. However, despite the fact that it
seems that the music takes us away from the theme of the war in
every possible way, it can still be assumed that “Avant-derniéres
pensées” became a kind of reaction to everything that was hap-
pening. Perhaps in this way Satie was trying to find another way
to distract himself from what was happening around him.

Musicologists pay a lot of attention to the dedication each
composition has: “Idylle” is dedicated to Claude Debussy, “Au-
bade” to Paul Dukas, and “Meditation” to Albert Roussel. All
of them were contemporaries, French, composers and friends of
Satie. What is it? Portraits in a caricature manner, musical epi-
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grams? Satie does not give a direct answer to this but only hints,
which he hides in the plot text written by his own hand. However,
this is not voiced in performing practice.

The absurd, inherent in the composer in general, works this
time as well. The verbal text in each of the three pieces of music
seems to make sense and may well be real, but combined it all
feels more like a wordplay. The question is: whose thoughts are
these? Perhaps these are the thoughts of Satie himself. Then it
seems like an internal monologue. Is this the composer’s guess
as to what the penultimate thoughts of his addressees might have
been? And why are such thoughts the penultimate?

Obviously in a situation of war and disaster, every thought
can become the last and it does not have to be something very
sublime or pompous. The last thought will not always be the
awareness of the finale. But Satie, based on the title, emphasizes
that his musical thoughts are not yet the end. The composer has
enough optimism to requalify them in the penultimate. Verbali-
zation of these thoughts and precisely their nonsense can outline
the point of the composer’s attitude to the disaster as an absurd.
Shortly before starting work on “Avant-derniéres pensées”, Sa-
tie wrote to Paul Dukas — to whom he dedicated “Aubade”: “For
me, this war is like a sort of Apocalypse, more idiotic than real.”
(2. 65)

The game with a title does not end there. A certain parody
is observed: the use of a “high” title combined with very simple
music. The idea of “the last words of a genius” in modern times
for Satie was common, a specific pattern. The composer uses this
template, plays with it. As a result of which the “last thoughts”,
becoming widely used, lose their meaning. This is the irony of
the work. Perceiving war as something devoid of common sense,
rather than tragic, Satie remains true to himself and his skepti-
cism about everything around him. Does this not indicate an ef-
fort to preserve oneself, one’s consciousness and humanity from
traumatic realities despite everything? If so, then the composer’s

“Penultimate Thoughts” also have “therapeutic and preventive
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pragmatics™: to maintain sobriety and clarity of mind, not to fall
into pathos, to remain free from illusions, to be human.
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OnHUM i3 BEpIIHUKIB ANOKaJincucy noctae BiitHa. Ii aTpu-
OyTH 3aJMIIAIOTHCS HE3MIHHUMH IPOTATOM CTOJITh, 3MIHIOETHCS
TiTBKH MacTaOHICTh Juxa. BiliHa poOUTH OiTel cuporamu, xi-
HOK BJIOBaMHU, 3HUIIYe 1ini cim’i. Ti, XT0 He Oaxkae craBaru ii 3a-
pPYYHUKaMH, 3MYLICHI MOKUHYTH pigHi AomiBku. [lounmnarouum 3
[epmoi cBiTOBOI, CTae 3po3yMmijo, 10 MICIlb, A€ MOXKHA BiJICHIi-
TUCH y Oe3neli, ctae nenaii menie. Hamepenoani Apyroi cBiToBo1
BIlHM TakuUM MicLleM 3/1aBajlach AMEpHKa — JaJeKUil KOHTHHEHT,
Maiike 1HIIWK CBIT 32 TOroyacHUMH Mipkamu. CBiT, SIKMH IOCAT
neBHOI CTabiNbHOCTI, Ha IO HE MOXKHA OyJIO pO3paxoByBaTH B
€Bporti, sKa 3HaAXOAMJIACh HA KPUXKOMY JIbOAY HONITHYHOI, €KO-
HOMI4HO1, (iocodcbko-ineonoriunoi kpuzu. ToMmy He IHBHO, IO
Ha aMEepUKAaHCHKOMY KOHTHMHEHT] 3HaWIIIM HOBHM IiM i OaraTto
3BHYAHHUX JIIONEH, 1 YNMAJIo Aisi4iB KYJIBTYPH Ta HayKd. 3HAYHY
YacTHHY 3 HUX Ha OaTBbKiBIIMHI YeKaa CMepPTh 3a iXHi MPUHLIHIIH,
cBiTOmIs1 a00 HABITH 3a MOXO/MKEHHs. Tyau mepeixainu HiMellb-
kuil (isuk AnpOepT EWHIITEHH, yKpaiHCHKHI aBiaKOHCTPYKTOP
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Irop Cikopcbkuii, MaitOyTHiit aepxcekperap CLIA TI'enpi Kicin-
JUKep, MUCbMEHHMIIS Ta 3aCHOBHUIS 00’ekTUBI3MY AlH Penn ta
Oarato iHmux. Cepenq HUX TakOX iMEHa JIBOX KOMIIO3UTOPIB, sIKi
JIOBTUI Yac yOCOOJIFOBaIU COOOK CAMOCTIHHI MONIOCH pauKaib-
HOT'O OHOBJIGHHS €BPOIEHCHKOI MY3MYHOI Tpaauiii, — ApPHOIbBA
enGepr ta Irop CTpaBiHCHKUH.

MoTuBauis g0 nepeizay B 000X pizHa. €Bpeld 3a MOXOIXKeH-
Ham, HlenGepr y 1933 poui psAaTyBaBcs BiJ nepeciigyBaHb ¢auc-
TiB-aHTUCEMITiB. CTpaBIHCHKMH BIANPABUBCI 3a OKEaH Mi3HilIe
3 gekinbkox mpuumH. [Iporsrom 1938-39 pokiB momepnu ioro
JOHBKA, Apy>KHHA Ta MaTh. [lonynspHicTh #oro My3uku B €Bporri
moyasia 3HMKyBaTHUCsI, OOILI0YHM MaTepianbHi Herapa3au. Tomy 3a-
MPOIICHHS Ha YUTaHH: Kypcy Jekiil y [apBapni BiH npuiiHsB 0e3
Oynb-sIKHX BaraHb.

[in uac BiKiHu Illenbepr i CrpaBiHCBKHMI OCETHIIUCS B
BeBepini-Xin3 Henopaik OAMH BiJg OAHOTO, BTIM Maifke He 3ycCTpi-
yasucs. [X 0TodyBana MUCTELbKA CIIiIBHOTA TAKHX K€ eMirpaHTiB:
kommozutopu Ceprili PaxmaniHoB Ta Xanc FEiicnep, aupuren-
™ Otto Knemnepep, bpyHo Banwrep, Bionmonuenict I['puropiit
[I’situropcekuii... TBopUicTh y iXHIX pykKax cTaBaja 30po€to, Me-
YeM Ta [MIUTOM, TOJIOCOM, 110 MPOTOJIOLIYE KUTTS 1 MalOyTHE.

Apnonpa Illenbepr OyB 3 THX, XTO HamaraBcsi OOpPOTHCA 3
17Ie0JIOTiEI0 HAIIM3MY, KOPUCTYIOUHCH ipoHi€r0. BiH BUKpHUBaB XUT-
Ke Ta HEJOBrOBiUHE MOJIOKEHHS AUKTaTopa B nepeaMoBi “Onu 1o
Hanoneona bonanapra” (1942) Ha onHoliMeHHY TIoeMy cepa J[>xop-
mxa baiipona. Kommosutop oOupae xaHp oau, SKUH OTpHUMAaB
repes BiHHOK HOBE KUTTA. SICHICTh aHTMYHOTO CTaHAApPTy B XX
CTOJITTI IEPEOCMHUCITIOETHCS, 30aradyy€eThCsl JOAaTKOBUMH IIapaMu
3micTy i HaOyBae HOBOI rmuOuHu. Cepen 3pa3KiB kaHpPy B Mepion
Hpyroi cBiTOBOI BimoMi i JiTepaTypHi npuknanu (moema “Liberté”,
abo “Csobonma” (1941) ¢panmysskoro noeta Ilons Emtoapa), i my-
3uuHi (“T'ima CB. Cecunii” b. Bpitena (1941), “Ona Ha xiHenp Bild-
uu” C. [Ipokod’esa (1945)).

Jo nHanmucanHs oau Takox ynascs I. CrpaBincekuil. CBiid
TBip BiH Ha3BaB “Opja. Exeriunmii HacmiB B TpbOX YacTHHax’
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(1943). Lle#t omyc Oysio 3aMOBJICHO JUIS BIIaHYBaHHS mam’sati Ha-
tanii KyceBumpkoi, apyxunu Bizomoro aupurenta Cepris Kyce-
BUIILKOTO, Ha TOi yac KepiBHHUKa BOCTOHCHKOro opkecTpy. IXHs
CiM’sl — Taki X eMIrpaHTH, K i KOMIO3UTOp. Y CUM(POHIYHOMY
“TpUNTUXY” HE YyTH BIATOMOHY BiifHM. CTpaBiHCBKHI abcTpary-
€TBCS BiJl 30BHILIHBOI'O KOHQIIIKTY, 30CEPEIKYIOUNUCh Ha Tepu-
NETiAX 0COOMCTHX Ta BHYTpilIHbOMY3n4yHUX. Ona B Horo TBOpi
BTpauae BepOanbHy CKJIaA0BY. Y IIbOMY BEJIHKY POJb Bimirpana
BJIaCHE MTparMaTuKa MPUCBSTH: XKiHKa BiAiiIIIa B iHIIUH CBIT, yci
CJIOBA BXKE€ CKa3aHO, 3aJIMIIMIINCA JHIIE CyM Ta MaM’sITh Ipo Hei.
Hatomicte ¢dirypa k. balipona B intepnpeTtanii A. lllenGepra
BUSBHJIACS caMe B HOro KpUCTaJi30BaHil JJIsl CyCHiJIbCTBa CYTi —
foro mnoesii.

OO0unBa KOMIIO3UTOPH, KOXKHHI TO-CBOEMY, TpaHCPOPMY-
I0Th XaHp “ypOYHUCTOI HiCHI”, MEepeTBOPIOIOYM Ii Ha CBOEPIAHY
“anTH-ony”. OAMH — 3aMiCTh yCJaBJIEeHHS (aKTUYHO TIIy3y€ Haj
JiJepoM Halu3My, ApyTUi — BiAMOBIISETHCS 3arajoM Bif CIiB Ta
xBajiebHoro madocy “oam”, mo0 3aHYpUTHCA B “MOXOBAJBLHUHN
njay” enerii.

O0u1Ba KOMIIO3UTOPH MEPEKUBAITH COLIANBHY KatacTpody.
O6oM moBesoCh MIyKaTH 3aco0M MPUCTOCYBAHHS Ta pearyBaHHS
Ha JKaxiTTs CBiTOBOI BiiHH. OnuH — OOpOBCS 3 iAeSIMHU Ta PeXU-
MOM HaWMPHUPOAHIIIUMHU JJ5 HBOTO iHCTPYMEHTaMH — CJIOBOM i
MY3HKOI0, IPYTUH — HE yCKaB PO3KOJIOTUH BIHHOIO HABKOJIUIITHIH
CBIT Y CBOE€ MUCTELTBO, IiANOPSAKOBAHE JINIE 3aKOHAM MaHyBaH-
HS YMCTOI MY3UKH. Taki MpOTHIIEkKHI peakilii Ha colialbHi KaTa-
KJII3MH €JHAIOTHCS B OJHOMY — iX IPUCTPACHOMY 3alepeyucHHi.

Mu TeX MycHMO IPOAOBXKYBAaTH KUTH. binbk Ta rope, sike
BCI MU BiIuyBaeMo, He Ma€ 3yNMUHATH Hac. Jluie Hamie icHyBaH-
HA SIK IIaClIMBHUX, CHOBHEHUX ifiel Ta miaHiB Ha MailOyTHE oco-
OoucToCTelH JOMOMOXKE B 0OPOTHOI 31, 3AAETHCS, BCCOCSHKHUM 3JI0M.
He MoxHa 3ynMHATHCH HA AOCSATHYTOMY, TIIBKHM HEBOUHHUN PyX
BIEpEl.

— 116 —

1l Yepxawuncoki yumanns

Victoriia Makhsma
4th year student of 1. P. Kotlyarevsky
Kharkiv National University of Arts
e-mail: v.makhsmal3@gmail.com
ORCID 0000-0001-5698-8933

THE CATASTROPHE OF THE WAR IN THE ART
OF ITS REFUGEES

Key words: genre of ode, music in the Second World War,
Stravinsky's work, Schoenberg's work.

One of the horsemen of the Apocalypse is war. Its attributes
remain unchanged for centuries, the only difference is the magni-
tude of the disaster. War makes children orphans, women become
widows. It destroys entire families. Those who do not wish to be-
come its hostages are forced to leave their homes. Since the First
World War, it has become clear that there are fewer and fewer places
where you can feel safe. On the brink of the Second World War,
America seemed to be such a place — a distant continent, almost an-
other world. A world that has achieved certain stability, not expect-
ed in Europe, which was on the fragile ice of the political, economic,
philosophical, and ideological crisis. Therefore, it is not surprising
that many ordinary people, as well as more prominent cultural and
scientific figures, found a new home on the American continent.
Death awaited many of them in their homeland for their principles,
worldview, or even just for their origin. A German physicist Albert
Einstein, a Ukrainian aircraft designer Thor Sikorsky, a future US
Secretary of State Henry Kissinger, a writer and founder of Objec-
tivism Ayn Rand, and many others moved there. Among them are
also the names of two composers who for a long time represented
the opposite poles of the radical renewal of the European musical
tradition: Arnold Schoenberg and Igor Stravinsky.

The motivation for moving is different for both. Schoenberg,
a Jew by origin, was escaping persecution. Stravinsky had several
reasons. During 1938-39 his daughter, his wife, and his mother died.
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In the meantime, his popularity in Europe began to decline, that
boded financial troubles. Therefore, he accepted the invitation to
lecture at Harvard without any hesitation.

Schoenberg and Stravinsky lived in Beverly Hills, not far
from each other, but hardly crossed paths. They were surrounded
by an almost exclusively artistic society of the same emigrants:
composers Serhey Rachmaninoff and Hans Eisler, conductors Otto
Klemperer and Bruno Walter, cellist Hryhoriy Pyatigorskyi ... Crea-
tivity in their hands became a weapon, a sword, and a shield, a voice
proclaiming life and the future.

Arnold Schoenberg was one of those who tried to fight the
ideology of Nazism through irony. He exposed the unstable and
short-lived position of the dictator in the preface to his “Ode to Na-
poleone Buonaparte” (1942) based on the same named poem by Sir
George Byron. The composer chose the ode genre, which acquired
a new life before the war. The clarity of the antique standard was
reinterpreted in the 20th century with several additional layers of
meaning and a new depth acquired. Among the representatives of
the genre during World War II are both literary examples (the poem

“Liberté” or “Liberty” (1941) by the French poet Paul Eluard) and
musical ones (“Hymn of St. Cecilia” by B. Britten (1941), “Ode to
the end of the war” by S. Prokofiev (1945)).

I. Stravinsky also resorted to writing an ode. He named his
work “Ode. Elegiac chant in three parts” (1943). Commissioned by
the famous conductor, also an emigrant, Serhii Kusevytskyi, the
head of the Boston Orchestra at the time, this piece was created in
memory of his late wife. Despite the time it was written, the sym-
phonic “triptych” does not contain any echoes of war. Stravinsky
distanced himself from the external conflict focusing on personal
and internal musical vicissitudes. The ode loses its most fundamen-
tal — verbal — component, dictated by the nature of dedication: the
woman has gone to another world, all the words have been already
said, and only sadness and her memory remain. In the meantime, the
figure of J. Byron in the interpretation of A. Schoenberg is revealed
precisely in his crystallized for the society essence — his poetry.
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Both composers, each in their own way, transform the genre
of “solemn song” turning it into a kind of “anti-ode”. The first one,
instead of glorification, actually mocks the leader of Nazism, the
other abandons the words and laudatory pathos of the “ode” in gen-
eral in order to plunge into the “funeral lament” of the elegy.

Both composers experienced a social catastrophe. They both
had to look for means of adaptation and response to the horrors of
the world war. One fought against the ideas and the regime with the
most natural tools for him — words and music, the other did not let
the war-torn surrounding world into his art, which is subject only to
the laws of the rule of pure music. Such opposite reactions to social
cataclysms are united in one thing — their passionate denial.

We too must go on living. The pain and sorrow we all feel
should not stop us. Only our existence as happy individuals, full of
ideas and plans for the future, will help in the fight against the seem-
ingly all-encompassing evil. It is impossible to stop at what has been
achieved; only relentless movement forward.
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r0JIOC 13 MUHYJIOI'O B CbOI'OJEHHSI:
“HAVBHUIIE IIIACTS”
B. JSITOLIUHCBKOI'O — B. COCIOPA

KurouoBi cioBa: kamepno-eoxkanvha My3uka, NpUHyunu
CNiBGIOHOUIEHHS NOEMUYHO20 MA MY3UYHO20 MEMPO PUMMY.

Haii0inpmoro 4yTTEBICTIO OO HOJIEHOCHHUX 3pYLIEHB, SIK TO-
Ka3ye MMPaKTHKa, BiAPI3HAECTHCS AyIIEBHA OpraHi3amisi MUTIS, KOJIU-
BaHHS SIKOI 3HAXOIUTD BUX1A y Horo TBop4ocCTi. [cTopist My3uku 3Hae
YMMaJo 3pa3KiB TBOPIB BUAATHUX KOMIIO3UTOPIB, SIKI CTaJX BiATY-
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KOM Ha BEJHKi MOTPSCIHHSA B OCOOMCTOMY KHMTTI YU CYCHiNBCTBI.
OnHuM 3 Takux TBOpiB € poMaHc “HaiiBume mactsa” bopuca Jlsto-
HIMHCBKOTO, CTBOpeHni Ha Bipui Bomogumupa Cocropu. Bin cra
CBOEPIAHOI0 MaM’SITKOI CTpamrHUX Honid Jpyroi cBiTOBOI BiiHH,
BiZoOpa3uBILIM BHYTPIIIHIA cTaH 000X aBTOPIB, IXHi TyMKH 1 CTpeM-
TiHHS — 0e3MeXKHY Bipy B IIEpeMOry Ta JIF000B 10 PiTHOTO KParo.

Bipm nanucano y Tpariusi n1Hi 1941 poky, Koiu aiHis GpoHTY
nocsirna YkpaiHu, TOMy BiH BiIOMBa€ po3ayMH JIOANWHY, sIKa Tepe-
KUBA€ CMYTHI YaCH BOEHHOTO CTaHy. Take CMUCIIOBE HAIIOBHEHHS
noe3ii BUSBHIIOCS HaJ3BUUYaiiHO Onm3bkuM b. JIsTommHcbkOMy. Y
1942 poui xommo3utop OyB eBakyiioBaHHI 3a MEXi piAHOT KpaiHU.
Lporo x poky 3’siBisieTbest pomanc Ha Bipu B. Cocropu. s aBTo-
pa-iHTepnpeTaropa 1ell pomanc HabyBa€e BEJTHMKOTO 0COOUCTICHOTO
3By4aHHs1. [Ipu BTiNEeHHI TOETHYHOTO MEPLIOIKEPEna KOMIIO3UTOP
HE MPOCTO MEPEBOAUTH HOro OOpa3HUU 3MICT y My3UYHHH CBIT, a
BHUCIIOBITIOE BIIACHY IO3UIIiI0, CBOI IYMKH Ta MepeKUBaHH. 3BiJICH
CTae 3pO3yMIJIOI0 HEBENHKa, ajie apryMEHTOBaHAa TEKCTOBA 3MiHA.
Tomonim “bamkupis” (TominiHe Miclie nepeOyBaHHS IMOETa), IO
3’SIBISIETBCS Y TpeTiit cTpodi, b. JIaTommHCchK il 3MiHIOE Ha BUCITIB
“i Tyra”, HIOCHJIIOI0YH T'IPKOTY IPOMOBJIEHOTO.

VY minomy My3W4yHE BHCIOBIIOBAHHS MHTIS 3BYYHTH SIK
CXBHJIbOBAHUH MOHOJIOT 3 IiJHECEHO-repoiuHMMH pucamu. He-
JapMa mapTisi BOKajlicTa 0a3yeTbcsi Ha pEeYUTATHBHO-ACKJIaMa-
UiHHOMY THUII IHTOHYBAHHS, 31aTHOMY BiJJOMBAaTH LIBUAKY 3MiHY
HACTpPOiB, BTLTIOBATH TIMOOKI ¢inocodcbki po3nymu. Pomanc
Hacligye 3aJaHe MOSTOM KOHTPACTHE 3ICTABICHHS Pi3HUX €MO-
MIMHUX CTaHiB, AyMOK. JloCTaTHBO CKa3aTH, MO0 TPH HOrO CTPO-
(U BU3HAUAIOTH TPH TOJIOBHI Pi3HOXApaKTEPHI PO3IIIN pPOMaHCY.
3MICTOBUH psJl MEPIIOT0 3 HUX — I1€ KaJaHHS 3yCTPidi 3 PiTHOIO
BaTpkiBIIMHOIO Micis BeNKKOI mepemMoru. ExkcnpecuBHy “TOHab-
HiCTH” 3aJ1a€ IHCTpYMEHTANBHHUI BCTyI. Moro minecnpamoBanumii
PYX BUpa)XeHUH 3aBASKH KPELIEHAYIOUOMY IPUHIIHNITY, 3asBJICHO-
MY HE TUIBKH B IMHAMIIl, a i y pericTpoBoMy pyci 3 OXOIIEHHSIM
BeJTUKOro fianazony. CTpimMki Tpioii B mapTii J1iBOi pyKu HiOU Bif-
TBOPIOIOTH MiLlHI XBHJII OypXJIHBOTO MOPS, IO pO30UBAIOTHCS 00
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ckesicTuil Oeper. Y maprii npaBoi pyKH BETUKY POJib BiOirparoTh
JUCOHYIOY1 aKOPIIOB CIiB3BYYUsl Ta IyHKTUPHUH PUTM.

KonTpacToMm cnpuiimMaeThcsl 3By4aHHsl BOKaJIbHOI MeJOAil,
KOTpa B CYNpPOBOAI MPOTATHYTOTO aKOpAy Ha P BHUKJIHUKAE aco-
miarii 3 onepHUM apio30, BTUIIOYHN TyMKH repos. Oco0IuBoro
3HaYeHHs Ha0yBalOTh Ma)KOpHi TpU3BYKH — F, D, sIKi BUHHKaIOTh
Ha TJIi OCHOBHOI TOHAJIBHOCTI es-moll Ha KIII0YOBUX ClIOBaX “TIpu-
nay”, “panicuy”, “no6igny”. Taki qanexi 3icTaBlIeHHS 3 aKTHBHOIO
XpOMaTHU3aLI€l0 CTAIOTh CBOEPIAHUM BiJOOPaKEHHSIM JUCOHAHCY
peanbHOr0 CHOrOJCHHS Ta MPIMIMBOro ManOyTTs. IHIINIA Xapak-
TEp Mae APYTUH pO3ia — 1€ CBiT/IA 3rajka Mpo OKOJIULI PiAHOT
MicueBocTi. Ha mpoTuBary nepuiomy, #0ro OCHOBOIO cTae Iepe-
Ba)kHa AiaToHika. BokanbHa Ta popTeniaHHa mapTii OMMHAIOTHCS
B KOHTPAIlyHKTHYHOMY CIiBBiJHOIICHHI 3aBAsSKHU SICKpPaBO BUpa-
JKeH1H MeJIoNMWYHIN JiHil y mapTii mpaBoi pyKH, iIHTOHALIHHICTh
sikoi OJM3bKa YKpalHChKil HApOAHIH MicHi. 3a JOMOMOTOO I[FOTO
CTBOPIOETHCS 00pa3 XaAaHol 3raJKu-Mpii Ipo miaciuBe MUHYIIE.

Tperiii po3ain nepenae HaiOiNpII Tpariuni, IpUrHiUYEHi MO-
9yTTs, IOB’A3aHi 3 IOBEPHEHHIM AyMKaMH B peasbHicTh. CeMaH-
THKAa MOETUYHOI CTPO(H BiIOMBAETHCS Yepe3 CIIOBIIBLHEHH S TEMITY,
HU3BKUH pericTp, BiAMiHY KJIIOUOBHX 3HaKiB, 3HAUHY XpoMaTH3a-
uiro. Y HeBeNUKiH iHTeptoii mpeacTaBIeHI HU3X1AHII Xpoma-
THU30BaHUH PyX CHiB3BYYUSIMH, 110 HaraJaye 0apoOKOBY PUTOPUUHY
¢irypy catabasis. [IpoHuknnBa, eMOLiHHO HacHYeHa MeEJIOAMKA
BOKaJIbHOI MapTii JOMOBHIOETHCS MPOTITHYTHMH CHiB3BYYUsIMHU
B HU3BKOMY DETICTpi, IO 3MIHIOIOTHCA €JIEMEHTaMHU HHU3X1IHHUX
3BopoTiB 3 inTepmronii. [Ipote Takuii ¢inan He BinMOBiAaB 3Mic-
TOBHO-EKCIIPECUBHOMY TTTMOMHHOMY 3MIiCTy BOKaJbHOI'O MOHOJIO-
ry, akuid b. JIarommnacekuii po3mmudpysas y Ha3si — “HaiiBure
macTsa”’. Tomy nng miATBEpAKEHHS ONTUMICTHUYHUX IOYYTTIB,
BipH B Kpalle KOMIO3UTOP MOBHICTIO MOBTOPIOE MEPIIHUHA PO3IiN-
ctpody, YTBOPIOIOUH B TakHii crocid penpusy pomancy. Hezpaxa-
I0YM Ha IPUIOM Maii’ke TOYHOTO IIOBTOPY, My3HKa CIPUIMAEThCS
SIK BUCHOBOK-EIIJIOT, CTBEPA’KEHHS T'OJOBHOI AYMKH — JKaru J0
MEPEeMOTH Ta €IHaHHs 3 BiTunsHoto.
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TakuM 4uHOM, 1l HEBENMKUN KaMEepPHO-BOKaJIbHUU TBIp 3
MUHYJIOTO JIOJIA€ BiCIMJIECAT POKiB 1 HaJ[3BHYAaHO aKTYallbHO 3BY-
YUTh Y CHOTOCHHI, IEPEJAIOu MOUYTTS MUJIBHOHIB YKpaiHIIiB.

Anna Kalinina
Lecturer at the Department of History of Ukrainian and Foreign
Music, 1. P. Kotlyarevsky Kharkiv National University of Arts
e-mail: anet0692@ukr.net
ORCID 0000-0001-6938-41944

VOICE FROM THE PAST TO THE PRESENT:
“THE HIGHEST HAPPINESS”
BY B. LYATOSHYNSKYI & V. SOSYURA

Key words: chamber and vocal music; principles of correla-
tion between poetic and musical metrorhythms.

As practice shows, fragile soul of the artist is most sensi-
tive to fateful shifts, the fluctuations of which find an outlet in his
work. The history of music knows a lot of examples of works by
outstanding composers, which became a response to great upheav-
als in personal life or society. One of these opuses is the romance

“The Highest Happiness” by Borys Lyatoshynskyi, based on a po-
em by Volodymyr Sosyura. It became a peculiar monument of the
terrible events of the Second World War, reflecting the inner state
of both authors, their thoughts and aspirations — boundless faith in
victory and love for their native land.

The poem was written in the tragic days of 1941, when the
front line reached Ukraine, so it reflects the thoughts of a person
who is experiencing the troubled times of martial law. Such a
meaningful content of poetry turned out to be extremely close to
B. Lyatoshinskyi. In 1942, the composer was evacuated outside his
native country. In the same year, a romance based on a poem by
V. Sosyura appears, acquiring a great personal resonance for the
author-interpreter. When embodying a poetic original source, the
composer does not simply translate its figurative content into the
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musical world, but expresses his own position, thoughts and expe-
riences. From here, a small but reasoned textual change becomes
clear. B. Lyatoshynsky changes the toponym “Bashkyria” (the po-
et’s residence at the time) that appears in the third stanza to the ex-
pression “and longing”, intensifying the bitterness of what he said.
In general, the artist’s musical expression sounds like an
excited monologue with lofty-heroic features. It is not for nothing
that the vocalist’s part is based on a recitative-declamatory type
of intonation, capable of reflecting a quick change of mood, em-
bodying deep philosophical thoughts. The romance imitates the
contrasting comparison of different emotional states and thoughts
given by the poet. Suffice it to say that its three stanzas define
the three main diverse sections of the romance. The meaningful
part of the first of them is the desire to meet the native Mother-
land after a great victory. An expressive “tonality” is set by the
instrumental introduction. Its purposeful movement is expressed
thanks to the crescendo principle, declared not only in dynamics,
but also in register movement covering a large range. The rapid
triplets in the left hand part seem to reproduce the strong waves
of the stormy sea crashing on the rocky shore. Dissonant chord
harmonies and dotted rhythm play a big role in the right-hand part.
The contrast is perceived by the sound of the vocal mel-
ody, which, accompanied by a prolonged chord on p, evokes
associations with an operatic arioso, embodying the thoughts of
the hero. The major triads — F, D, which appear against the back-
ground of the main tonality of es-moll on the key words “come”,

“joyful”, “victorious” acquire special significance. Such distant

juxtapositions with active chromatization become a kind of re-
flection of the dissonance of the real present and the dreamy
future. The second chapter has a different character — it is a
bright reference to the surroundings of the native area. In con-
trast to the first one, its basis is predominantly diatonic. The
vocal and piano parts find themselves in a contrapuntal relation-
ship thanks to the pronounced melodic line in the right-hand
part, the intonation of which is close to a Ukrainian folk song.
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With the help of this, the image of a desired memory-dream of
a happy past is created.

The third chapter conveys the most tragic, depressed feelings
associated with the return of thoughts to reality. The semantics of the
poetic stanza is reflected due to the slowing down of the tempo, low
register, the difference of key signs, significant chromatization. A
small interlude presents a descending chromatic movement with con-
sonances, reminiscent of the baroque rhetorical figure catabasis. The
penetrating, emotionally saturated melody of the vocal part is com-
plemented by extended low-register harmonies, which are replaced
by elements of descending turns from the interlude. However, such
a finale did not correspond to the meaningful and expressive deep
meaning of the vocal monologue, which B. Lyatoshynsky deciphered
in the title — “The highest happiness”. Therefore, to confirm optimis-
tic feelings, faith in the best, the composer completely repeats the
first section-stanza, thus forming a reprise of the romance. Despite
the reception of an almost exact repetition, the music is perceived as
a conclusion-epilogue, an affirmation of the main idea — the thirst for
victory and unity with the Motherland. Thus, this small chamber-vo-
cal piece from the past overcomes eighty years and sounds extremely
relevant today, conveying the feelings of millions of Ukrainians.

Mamona Anzenina I'ennadiiena
acnipanmra kagpeopu icmopii yKpaincokoi ma 3apyOincHoi My3uKu
Xapkiscbko2o HAYIOHANILHO20 YHIGEPCUMEMY MUCTHEYME
imeni I I1. Komnsapescwvroeo (Xapkie, YVkpaina)
e-mail: angelinal27mamona(@gmail.com
ORCID 0000-0002-1495-6738

KAPOJIb IITUMAHOBCBhKH:
IMAJJOMHHUIITBO Y KPAIHY CXOIY
(MOLIYKH CeHCiB B YMOBaxX BOEHHOI0 4AacCYy)

Kuarwouosi cnoBa: Kaporw [llumanoscoxuii, Pabinopanam
Tacop, Yomupu nicni na cnosa P. Tazopa op.41, opienmanizm.
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Yotupu micHi Ha cinoBa P. Taropa op. 41 Oynu cTBOpeHi
K. lllmmanoBcekuM y 1918 poui, y dac, sskuii 10CTiJHUKH Ha3UBa-
FOTh OJTHUM 3 HaWCKJIAIHIIINX TEPiO/IiB Y )KUTTI KOMIIO3UTOPA, 10
MOB’SI3aHO SIK 13 KPU30I0 MOLIYKiB MOAANbIIUX TBOPYMX LUISAXIB,
TakK i 3 MOJIITHKO-COLiaIbLHUMU YMOBaMH, 30kpema Ilepioro cBito-
BOIO BIfHOIO Ta IPOMaIsTHCHKOIO BiliHOIO 1917-1918 pokis. Y Tomy
x 1918 poui HacTynmauM micist YoTUPHOX MiCEHb OMYCOM KOMIIO-
sutop Hanucas “IlicHi maneHoro myen3una” Ha Bipuri f. [Bamike-
BHYA.

OOuaBa UKW MPEACTABISIOTH OpIEHTAJbHY JiHIIO B Ka-
MEPHO-BOKaJIbHIH TBOPYOCTI KOMIIO3UTOPA, aje BOAHOYAC BiH BU-
SIBJISIE B HUX Pi3HI MiIXOAH JIO0 BiITBOPSHHS OPi€EHTAILHUX 00pa3iB.
Axmo y “IlicHsax mianeHoro Mmyen3uHa” MOXHa CIoCTepiraT “Tpa-
JULIAHI” 111 3aX1THOEBPONEHCHKOT My3UYHOT KYJIBTYPH MY3HUHI
€JIEMEHTH, 1[0 CTBOPIOIOTH HEOOXiJHII EK30THYHHH KOJIOPHT, TO B
Yoruprox micHsAX Ha Bipui P. Taropa mopiOHa ek30THUHICTH (ak-
THYHO BiJICYTHS.

JocniTHuKY BKa3yIOTh, 0 CTUJIICTHKA IBOTO LUKy Oiiblie
MOB’5I3aHa 3 WOT0 JOIMIIPECIOHICTHYUM TepiojoM. B OCHOBI IOTO
OITyCy — TPH BipIi OEHraibCchKoro mucbMeHHuKa P. Taropa i3 30ip-
k1 “CaniBHUK” y mepekiaai HiMerpkoro MoBoto . Edenbeprepa;
Bipmr Ned7 Oyno “po30MTO” HABMid 1 BUKOPUCTAHO, BiANOBIAHO, Yy
JpyTiil 1 TpeTiil micHAX. K10 po3rasmaTH ApamMaTyprilo LUKy B
nadi BUOOpY BipILIOBOI JIIpHKH, TO MOXHa Oynio 0 mepeadauyuTu
MIEBHUH CIOXKET, IKUH YMOBHO PyXa€Thes Bif OaskaHHsI KOXaHHS JI0
Kpaxy cHofiBaHb i 0e3HaJiHHOCTI. Y My3UYHOMY BTiJIeHHI BipIIiB
P. Taropa K. IllnmanoBCcEKHif TIEpII 32 Bce TparHe SKOMOra rHy 4Ki-
1ie Ta BUpasHille BiATBOPUTHU MCUXOJIOTIYHI CTaHH JIIPHYHOI Irepo-
{HI, yHUKAIOUHX IIA0JIOHHOCTI, KA, 30KpeMa, MOrjia O MPOSBUTHUCS
1 B 3aCTOCYBaHHI YMOBHOT'O OpI€HTaJIBbHOTO KOJNOpPHUTY. Tak, KOM-
MO3UTOP MO-1HIIOMY 3IiIHCHIOE “TIaIOMHULTBO B Kpainy Cxony”, i
3aMicTb 3a0yTTsl y MpiHIMBHUX Ta BaOJIUYNX €K30THYHUX 3BOPOTAX
BiH 3HaX0AMTH y moe3ii P. Taropa MOXXIUBICTH OCMUCIIUTH BasKIUBI
JUTs ceOe MUTaHHS eK3UCTEHLIAJIBHOTO XapaKTepy.
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KAROL SZYMANOWSKI:
A PILGRIMAGE TO THE COUNTRY OF THE EAST
(the search for meaning in wartime conditions)

Key words: Karol Szymanowski, Rabindranath Tagore, Four
songs to the words of R. Tagore op.41, orientalism.

Four songs to the words of R. Tagore op.41 were created by
K. Szymanowski in 1918, at a time that researchers call one of the
most difficult periods in the life of the composer, which is connected
both with the crisis of the search for further creative paths and political
and social conditions, including the First World War and the civil war
of 1917-1918. In the same 1918, the next opus after the Four Songs was

“Songs of an Infatuated Muezzin” based on a poem by J. Iwaszkiewicz.

Both cycles represent an oriental line in the composer’s
chamber-vocal works, but at the same time, Szymanowski reveals
in them different approaches to the reproduction of oriental images.
If in “Songs of an Infatuated Muezzin” you can observe musical ele-
ments that are “traditional” for Western European musical culture
in creating the exotic color, then in Four Songs on R. Tagore’s poem
such exoticism is practically absent.

Researchers indicate that the style of this cycle is more related
to his pre-impressionist period. This opus is based on three poems
by the Bengali writer R. Tagore from the collection “The Gardener”
translated into German by H. Effenberger; verse Ne47 was “broken”
in half and used, respectively, in the second and third songs. If we
consider the dramaturgy of the cycle in terms of the choice of verse
lyrics, it would be possible to predict a certain plot, which conven-
tionally moves from the desire for love to the collapse of all hopes.
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In the musical embodiment of R. Tagore’s poems, K. Szy-
manowski first of all strives to reproduce the psychological states
of the lyrical heroine as flexibly and expressively as possible, avoid-
ing formulaicity, which, among other things, could have been mani-
fested in the use of conventional oriental color. Thus, the composer
makes a “pilgrimage to the land of the East” in a different way, and
instead of forgetting himself in dreamy and enticing exotic phrases,
he finds in R. Tagore’s poetry an opportunity to think about existen-
tial issues that are important to him.

Ceoneywkuii IOpiii
cmyoenm XapKiecvko2o HAYIOHAIbHO20 YHIgepCUumemy
mucmeymsa imeni 1LILKomnspescvrozo (Xapxis, Yrpaina)
e-mail muzkadet@gmail.com
ORCID 0000-0001-5384-8986

“CBSITE CIMEMCTBO TAKTOBCbKHNX”
Y MY3UYHOMY JAHAITA®TI XAPKOBA
(3 ponaiB myzero “Obepern My3u4yHoi XapKiBIIuHN")

KuarwouoBi cnoBa: myzuunuii aanowagpm Xapkroea, myseu
“Obepezu my3uunoi Xapriswunu, pooura Ilakmoscvkux, 6ionoHue-
nicmxa FOnis @edopiena Ilaxkmoecvka, nianicm Jleonio @edoposuy
Takmoscovkuil.

My3uunuii TasgmagT MicTa SK CHeuupiYHUN KyJIbTypHHN
MPOCTIp, IO OXOIUIIOE BCi ICTOPHYHO AOCTYIHI (OpMH MY3HYHOI
MPaKTUKH, GOPMYIOTH y TOM 4YM 1HIIKMH cnocid BCi HOro MelIKaHIIi.
[pote nuie nesiki 3 HUX — CTAIOTh CIPABXKHIM YOCOOJICHHSM geniis
locimicta. TakuM € 1J11 My3U9IHOTO XapKoBa CiMeicTBO [1akTOBCEKHUX,
JEKiJIbKa TTOKOJIiHb SIKOTO (SIK MY3MKaHTIB, TaK 1 30BCIM BiAJaJleHUX
BiJl My3uKH (paxiBIiB) CIPUSAIN PO3BUTKY MY3HYHOTO KUTTS MICTa.

XapKkiBCbKUH 3aralibHOOOCTYHHUH My3eH “O0epern My3u4dHOI
Xapxkisurnan” imeHi FOpis LlepOinina mae y cBoiii KonekIii ekcroHa-
TH, IO MOB’513aHi 13 Maiike ycima wieHaMu ciMeiicTBa [1akTOBCHKHX.
Hapasi y XapkoBi poXHBalOTh JBOE MPAaBHYKIB MEPLIOTO 3 “XapKiB-
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cekux’’ [TakToBchkux. MoBa e mpo Biononuenictky Haramiro [Tan-
KiHY, IPOBIIHOTO apTHCTa OPKECTPY XapKiBCHKOTO HAI[IOHAJIBHOTO
akaJeMiuyHOro TeaTpy onepu Ta 6anety iMmeni M.B.JIucenko ta FOpis
IBanoBuua Ilankina — BigoMoro crerjaiicra 3 regeasnorii. Came M
BHUCIIOBIIIOI0 CBOK) BJISIYHICTH 3a HaJlaHI Marepiaiu Jis JOMOBii,
AKUX HEMOXKJIMBO 3HAHTH y BIAKPUTOMY AOCTYIIi.

JlocTeMeHHO BiJJOMO, MEPIIUM 3 BiTOMUX HaM [1aKTOBCHKUX
y XapkoBi ocenuBcsi @enip €roposuu [lakToBchkuii. Bin Hapo-
nuBes y 1859 poui y Kazawi, fe i 3m100yB yHIBEpCUTETCHKY OCBITY. 3
1882 10 1906 poky BiH o4ointoBaB benropoacbkuii yHiBEpCHTET, M10-
TiM Hepei3auTh 10 XapKoBa, KyJd 3 POAMHOIO LIe 32 I SITHAALATH —
CIMHAJIATH POKIB JI0 I[LOTO BiH MEPIOUYHO MIPUI3UB.

VY Xapkosi @enip [lakToBchKHil IpalioBaB Ha MOcali JUPEK-
topa Jlpyroi Peanpnoi vonosiuoi I'iMHa3ii i JOCHTH TICHO TOBapu-
mryBaB i3 Ilerpom IBanoBuuem KpaBnoBum — mikapem-xipyprom,
MY3UYHO-TPOMAJICBKUM JisiueM. Bimomi (hakTtu ix MeleHaTcTBa Ha
KOpHCTh Biikputux y 1871 poui Imnero CnaTiHuM My3UYHHUX KJIACiB.

[Npukpacoro My3eiiHOI Konekuii € Bumymennid y 1893 pomi y
XapkoBi 6e3pynopHuii rpaMooH poOOTH MaHy()aKTypH aKLIOHEPHO-
T'O TOBapHCTBa “AMyp”, IKHii HajexxaB ponuHi [lakToBchkuX. 3a CBia-
YEHHSMU HOT0 HAIIAJKIB, BiH OyB KymuieHud me y 1893 (1894) pori.

YV XapkoBi poauHa [lakTOBCBKMX MiATpUMYyBaja aBHI
JOpYXKHI CTOCYHKH 3 HamaakamMu JIocTOeBChKOro — Opara BeTUKOro
NUCbMEHHHKA. Tak CKIIanocs, 1o ix moMemKanHs OyIu CyCiZHIMH.
VY donpax Mysero € opurinan GoTOKapTKH OHYYaTOl MJIEMiHHUII
®enopa Muxaitnosuua JloctoeBcbkoro TeTsiHu i3 mignucom “Ces-
momy cemeticmgy Ilakmoscxkux om Tanu /locmoesckoii. 1914 200”.
[T 6par — Takox Denip MuxaiioBuy — OyB XpelIeHUM 6AaTHKOM
Ta MepIIUM BUUTeNeM My3uku ciuHa ®enopa €roposuua — Jleonina
[MakToBchkoro, Jlouka — FOnis ®enopisna [lakToBchka HapoauIacs
23 6epesns 1901 poky y micti Kazans, ane 3akiHumia riMHa3io
ke y Xapkosi y 1917 poui. I1 nepimum Buurenem 3 piononyeni 6y
€Bceit benoycos, 1o 3aifHsAB mepie Micue Ha KOHKYpPCi BioJoHYe-
mictiB y Mocksi y 1911 poui, a KOHIEpTMEHCTPOM y HBOTO Mpalo-
BaB crapunii Opar KOnii — Jleonin ®enoposuy. [licns orpumanHs
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BUIIOI OCBITH y XapkoBi (XapkiBchka KOHCEpBAaToOpis BiAKpHia
CBOI ABepi nepiuM cryaeHTaM came y 1917 poi), FOmis denopipaa
CTaja BUKJIAJaTH MY3UKY y Majalnax AUTSY0i TBOPYOCTi, a 3 BiA-
KpUTTAM XapKiBCBKOI CIIEIiai30BaHOI MY3UYHOI IIKOJIHU IMpalko-
BaJia JIUIIE Y IIbOMY 3aKjai.

®enip €ropoBuu [1akTOBCKUIT BUXOBAB CBOIX AITEH SIK JBOX
BUCOKONPOdEeCiHHUX MY3WKaHTIB, TBOpYa IisIIBHICTH SKHX PO3-
ropTanacsi came y XapKoBi.

Benuxka npyx6a nop’s3ysaina lOmnito ®enopisay IlakToBCEKY
i3 Paicoro IcaeBnoro Kpicrti, mo Oyna nepuior0 BUKOHaBHULIEIO PO
Karepunu y omepi /I. [llocrakoBuua “Jleni Makber MueHChEKOTO
yizny” (1934, Jleninrpaacekuii Manwuii onepHuii tearp). JloHbka
Paicu IcaeBHu, AHHa 3aceupbka, 3rofOM CTaja yYEHHUICIO KJacy
IOnii ®enopiBuu IlaktoBekkoi. I3 FOmieto denopiBroro IlakToB-
CBKOIO IpyXHbO croinkyBanucs M. Olictpax, M. Poctponosuy,
C. KaymeBuupkuii, I. Ko3omymnoB Ta iHmi BUIaTHI My3WKaHTH i3
CBITOBUM iM’sIM. Jl0o HUX TPSMYyBajii BIOCKOHAJIIOBATH CBOE BHKO-
PO “30J0TUN” MEeNAroriyHui cKiia XapKiBChKOI NECATUPIUKY, JIe
nopyd i3 FOmnieto denopiBHOIO Ha BUKJIAJAbKid HUBI MpaIlOBau
TaKi BUAATHI My3HKaHTH Ta nefarory, sk Perina ['oposuis, Hoemi
lonwninrep, benna I0xT, Agonsd Jlemmncekuii, Adpam Koznosi-
uep, Bonogumup Komapenxo.

3a cBoto nexgaroriuny kap’epy FOmnist ®@enopisna [lakToBcbka
BUITYCTHJIA L1y IUIESAY TaTaHOBUTHX Ta BiIOMUX MpodecioHamis.
e — Onena MuxatiniBaa lllenkaHoBieBa, sika cTaja CTYACHTKO
MockoBcbKoi kKoHcepBaTopii y kiaci CesitocnaBa KHymeBupkoro,
a HUHI € npodecopoM XapKiBCHKOrO HaliOHAJIBHOTO yHiBEpCUTE-
Ty muctents iMeHi LIT.KoTnspescekoro, Mapk BapiaBcekuid, 1m1o
emirpyBaB fo llIBeiinapii Ta cTaB BU3HAUHUM IMEAArOroM Ta BUKO-
HaBUeM, Muxaiino Xowminep, mo cras cryneHToM Cepris Kayme-
BULIBKOTO Ta 0araro iHIINX.

Bixxe 3ramanuii Opar Onii ®enopoBHu — mianict JleoHin
[NakToBchkuit 3700yB y XapkoBi nmomyinspHicte. Haponuscs Jle-
onin ®Penoposuy y 1886 poui y Kazani, ne 3akinunB KazaHcbke
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peanbHe YOJIOBIYE YUUITHUIIE i3 30JI0TO0 Menaunto. Jlani BiH oOpaB
co0i momto mysukanTta. Y 1907 poui 3 Bia3zHakoro 3akiHunB CaHKT-
[eTepOyp3bKy KOHCEPBATOPIIO SK MiaHICT Ta MY3WKO3HABEllb, 1
OyB pO3MOiNEeHNH Ha IOcaay KOHIIEpTMeNcTepa y Kilac BioJoHYeNi
€Bces benoycosa. 3a poquHHUME niepeka3amu, y [letepOyp3i [lak-
TOBCBHKHMI aKOMIIaHyBaB BHIATHIl BUKOHABHUIII POMAHCIB apTHCTI
orepetu AHacTacii Bsuibiesii.

VY 1912 poui Jleonin [TakToBCchKUE nepeixkae 10 XapKoBa
Ta BCTyMae A0 XapKiBCHKOI'O yHIBEpPCUTETY Ha IOpUIUYHMIA (a-
KynbTeT. Ilicns 3akiH4eHHS — MOYMHAE TacTPOIIOBATH MIiCTaMH 3
JIEKLiSIMU TIPO MY3HKY SIK MY3HKO3HaBellb Ta mianict. Came 14 [i-
SANBHICTH MPHUBENIa HOr0 JO CTBOPEHHSI aBTOPCHKOI pajionepenadi.
Sk Bimomo, pamgioMoBiIeHHS y XapKoBi Oepe cBiii moyatok 16 muc-
tonaga 1924 poky, i came XapKiBCbKe palio CTaJlo HepIIUM B YKpa-
ini. [lepenaya, siky 3amovyatrkyBas Ta mpoBoaus Jleonin ®enopoBud
[TakToBcbkmii, Mana Ha3By “Panmiorearp”. Ili3Hime, Ha XapKiBChKO-
My TeneOaueHHi, BiIOMUN PagsHCHKUN MY3HKO3HABEIb Ta iCTOpi-
orpad HOpiii lllepOinin B3sB 1 Ha3BU CBOET Tenenepeaadi Ha3By
kaury cnorais Jleonina [TakroBcekoro “Ilpo My3uKy, My3UKaHTIiB
Ta HE TiNBbKU.

Jleonin IlakToBCchbkui LiHyBaB ApykOy 3 BUJATHHUM IiaHicC-
ToM BceBeonogom BonoaummupoBnuem Tomiminum, SKUM micis
Hpyroi CeitoBoi Biitau BukianaB kiac GopremniaHo y XapKiBCbKil
JecAaTHUpiulli, a 3rofoM 3aiiMaB mocaay 3aBinyBada Kadeapu creri-
anpHOro Qopremniano y KuiBcbkiil koHcepBartopii. Bigomuit dakt
nmuctyBanHs [laktoBchkoro ta Tominmina, B skomy Jleonin deno-
POBHY BUCIIOBIIIOE 3aXOIUIEHHS CTylIeHTaMu kiacy Tominina — Bo-
nopumupoM CemniBOXiHUM (epeMOXIEM yKpalHCHKOTO KOHKYpPCY
nianictiB) Ta bopucom 3apankinuMm. He menmn TicHoto Oyna apyx-
6a Jleoniga IlakToBcbkOro i3 KOpHUdEsIMH MY3HYHO-TEOPETUUHOL
mkonu XapkoBa — Muxaitnom Tiuem, Imutpom Knebanosum, Ce-
MeHOM boraTupboBuM.

Ha sraaky npo ceGe, cBoe TBOpUe Ta mpodeciiiHe KUTTsI, CBO-
ix apysiB Ta ponuny Jleonix ®enoposuyu [lakTOBCHKHIT 3aMUIINB
PYKOIHC CBOIX MeMyapiB, 110 OyJu BUAaHI 0OMEXEHHM HaKJIaJ0M
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y XapkoBi Ta MaroTh Ha3By: “Jleonin [lakToBchkuii: 3amucku cra-
poro akkommaniatopa” (2016 p.).

OT1xe, ciMelicTBO I1aKTOBCBKUX CHPHUSIIO PO3BHTKY MY3HU-
HOro XUTTS XapkoBa. Amxke 6e3 ¢piHancyBanHs Denopom [lakTos-
CBKUM MY3WYHHX KJIaciB, 6e3 panioedipis Jleonina [lakToBchKoro,
6e3 Bucokomnpodeciiitnux BunyckHukiB HOmii ®enopiBau [lakTos-
cpKOi XapKiB My3WYHHI MOMITHO 30i1HiB Ou. baraTto 3 eTamiB xuT-
TS 1boro “CBgToro ciMeiicTBa” e 3aIHIIAIOTHCS HEBIIOMHUMH 1
4YeKaroTh Ha MOJANbIII MOIIYKH.

VYci mokazaHi y maHif IOMOBiAI apXiBHI Marepiain MOXXKHA
HaXKMBO MMOOAYUTH Ta MOCIyXaTh y XapKiBCbKOMY 3araJlbHOAOCTY-
HOoMY My3ei “Obeperu my3nyHoi XapkiBmman” imeHi IOpis lep-
OiniHa.

Yurii Sedletskyi
student of I.P. Kotlyarevskyi Kharkiv National University of Arts
e-mail muzkadet@gmail.com
ORCID 0000-0001-5384-8986

“THE HOLY FAMILY OF THE PAKTOVSKYS”
IN THE MUSICAL LANDSCAPE OF KHARKIV
(from the funds of the Museum
“Amulets of Musical Kharkiv Region”)

Keywords: musical landscape of Kharkiv; museum “Amulets
of musical Kharkiv region, the Paktovsky family; cellist Yuliya Fe-
dorivna Paktovska; pianist Leonid Fedorovych Paktovskyi.

The musical landscape of the city as a specific cultural space,
covering all historically available forms of musical practice, is
shaped in one way or another by all its residents. However, only a
few of them become the real personification of the genius loci of
the city. Such is the Paktovsky family for musical Kharkiv, several
generations of which (both musicians and specialists completely
distant from music) contributed to the development of the city’s
musical life.
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The Kharkiv public museum “Treasures of Musical Kharkiv
named after Yury Shcherbinin has in its collection exhibits relat-
ed to almost all members of the Paktovsky family. Currently, two
great-grandsons of the first of the “Kharkov” Paktovsky’s live in
Kharkiv. We are talking about the cellist Natalia Palkina, the lead-
ing artist of the orchestra of the Kharkiv National Academic Theater
of Opera and Ballet named after M.V. Lysenko, and Yuri Palkin, a
well-known specialist in genealogy. It is to them that I express my
gratitude for the provided materials for the report, which cannot be
found in the public domain.

It is known for certain that Fedor Paktovsky was the first of the
Paktovskys known to us to settle in Kharkiv. He was born in 1859 in
Kazan, where he received a university education. From 1882 to 1906, he
headed the Belgorod University, then moved to Kharkiv where he and
his family had periodically come fifteen to seventeen years before.

In Kharkiv, Fedor Paktovskyi worked as the director of the Sec-
ond Real Men’s Gymnasium and was quite close friends with Petro
Kravtsov, a surgeon, musician and public figure. The facts of their pa-
tronage in favor of music classes opened in 1871 by Ilya Slatin are known.

The adornment of the museum collection is the hornless gramo-
phone produced in Kharkiv in 1893 by the manufacture of the joint-stock
company “Amur”, which belonged to the Paktovsky family. According
to the testimony of his descendants, it was bought back in 1893 (1894).

In Kharkiv, the Paktovsky family maintained long-standing
friendly relations with the descendants of Dostoevsky, the great
writer’s brother. It just so happened that their apartments in Kazan
were next to each other. The Museum’s holdings contain the original
photo card of Fedor Dostoevsky’s great-niece Tetiana with the sig-
nature “To the Holy Family of Paktovskys from Tanya Dostoevsky.
1914”. Her brother — also Fedor — was the godfather and the first
music teacher of the son of Fyodor Yehorovich — Leonid Paktovskyi.
Daughter — Yuliya Paktovskyi was born on March 23, 1901 in the
city of Kazan, but graduated from the gymnasium in Kharkiv in
1917. Her first cello teacher was Yevsey Belousov, who took first
place at the cellist competition in Moscow in 1911, and Yulia’s older
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brother, Leonid, was his accompanist. After receiving a higher edu-
cation in Kharkiv (the Kharkiv Conservatory opened its doors to its
first students in 1917), Yuliya began teaching music in the palaces of
children’s creativity, and with the opening of the Kharkiv Special-
ized Music School, she worked only in this institution.

Fedor Paktovsky raised his children as two highly profession-
al musicians, whose creative activity unfolded precisely in Kharkiv.

A great friendship connected Yulia Paktovska with Raisa Kris-
ti, who was the first performer of the role of Katerina in D. Shostako-
vich’s opera “Lady Macbeth of Mtsensky District” (1934, Leningrad
Small Opera Theater). Raisa [sayevna’s daughter, Anna Zasetska, lat-
er became a student in the class of Yulia Fedorivna Paktovska. D. Ois-
trakh, M. Rostropovich, S. Knushevytskyi, G. Kozolupov and other
outstanding musicians with a world name had a friendly conversation
with Yulia Paktovska. The students of her class went to them to im-
prove their performing arts. It is also impossible not to mention the

“golden” teaching staff of the Kharkiv Decade, where such outstand-

ing musicians and teachers as Regina Horovyts, Noemi Goldinger,
Bella Yucht, Adolf Leshchynskyi, Abram Kozlovicher, Volodymyr
Komarenko worked alongside Yulia Fedorivna in the teaching field.

During her teaching career, Yulia Paktovska produced
a whole galaxy of talented and famous professionals. It is Olena
Shchelkanovtseva, who became a student of the Moscow Conserva-
tory in the class of Svyatoslav Knushevytskyi, and is currently a
professor at Kharkiv National University of Arts, a student of Ser-
hiy Knushevytskyi and many others.

The already mentioned brother of Yulia Paktovska, the pianist
Leonid Paktovsky, gained popularity in Kharkiv. Leonid was born
in 1886 in Kazan, where he graduated from the Kazan Real Men’s
School with a gold medal. Then he chose the fate of a musician. In
1907, he graduated with honors from the St. Petersburg Conservato-
ry as a pianist and musicologist, and was assigned to the position of
concertmaster in Yevsey Belousov’s cello class. According to family
tradition, in St. Petersburg, Paktovsky accompanied the outstanding
performer of romances, the operetta artist Anastasia Vyaltseva.
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In 1912, Leonid Paktovskyi moved to Kharkiv and entered
Kharkiv University at the Faculty of Law. After graduation, he be-
gan to tour cities with lectures on music as a musicologist and pia-
nist. It was this activity that led him to create his own radio show.
As you know, radio broadcasting in Kharkiv began on November 16,
1924, and it was Kharkiv Radio that became the first in Ukraine. The
program, which was initiated and conducted by Leonid Paktovskyi,
was called “Radio Theater”. Later, on Kharkiv Television, the fa-
mous Soviet musicologist and historiographer Yuriy Shcherbinin
took the name of Leonid Paktovsky’s memoirs “About Music, Musi-
cians and Not Only” as the title of his TV show.

Leonid Paktovsky valued his friendship with the outstanding
pianist Vseveolod Topilin, who after the Second World War headed
the Special Piano Department at the Kyiv Conservatory. A well-
known fact is the correspondence between Paktovsky and Topilin,
in which Leonid expresses his admiration for students of Topilin’s
class — Volodymyr Selivokhin (winner of the Ukrainian pianist
competition) and Boris Zarankin. Leonid Paktovsky’s friendship
was 1o less close with the luminaries of the Kharkiv music-theoret-
ical school — Mykhailo Tyts, Dmytro Klebanov, Semen Bogatyrev.

In memory of himself, his creative and professional life, his
friends and family, Leonid Paktovsky left a manuscript of his mem-
oirs, which were published in a limited edition in Kharkiv and are
entitled: “Leonid Paktovsky: Notes of an old accompanist” (2016).

So, the Paktovsky family contributed to the development of
the musical life of Kharkiv. After all, without Fedor Paktovsky’s
funding of music classes, without Leonid Paktovsky’s radio broad-
casts, without the highly professional graduates of Yulia Paktovsky,
musical Kharkiv would be significantly poorer. Many of the stages
of the life of this “Holy Family” still remain unknown and await
further research.

All the archival materials shown in this report can be seen
and heard live in the Kharkiv public museum “Treasures of Musical
Kharkiv” named after Yury Shcherbinin.

— 134 —

1l Yepxawuncoki yumanns

HOAEMIKOX I11

epoac Mapuna Onexciiena
3a6i0y8auxa HA8YAIbLHOI 1abopamopii
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Kimo4oBi ciaoBa: mucmeymso sAK yuacmux GiuHu, nepco-
Hanbhe npomucmoanus azpecii A. bBapuwescokozo, B. Cunveecmpo-
6a, €. Cmanxosuua, 1. Pasymetixo, O. be3zbopoovko; Gustav Mahler
Symphony 2 Resurrection Pomeo Kacmenyyui; mucmeyvkuti npomo-
KOOEKC.

24 mrotoro 2022 poKy yKpaiHCbKE MHCTELTBO 3MiHHJIOCS
Hazapxau. OnaHyBaBIIM cTpax i mogonaBmu (pycTpauiro, yci Ti,
XTO Mpauroe y chepi MUCTENTBA, AyKe IBUIKO CTAJIN 0 pOOOTH.
MucTeuTBo HacIpaBli CTaJI0 aKTUBHUM y4aCHUKOM 11i€i BiliHu Po-
cii mpotu YKpaiHu.

[TicHio “O#i y ny3i yepBoHa KajuHa..” abo Tpeku “baiipak-
Tap” 4M mpo Te, K “Jl>xoncoHtok bopuc Tanku rpus, sik 6apdapuc”
MPOAOBKUTH B YKpaiHi KOXKHHMHA. Yci cliBaiu, MOBTOPIOBAJIU, PO-
Ounu cBoi kaBepu. MHCTEIBKI TBOPU CTaBajld TONOBUMH, 00 BiIy-
YHUIIM B JIIOACHKI €MOLiiT cTpaxy, po3ry0biaeHocTi, Haii.

MuTii craBanu “rojocaMHu CyCHiJIbCTBa”, SIKE NEPEKUBA-
70 i TOCi MpOKUBa€e HANOIIBIN PYHHIBHI YacH CBOTO XUTTA. Bin-
peduiekcyBaTu Ha BiffHY y cBOiX TBOpUMX poOOTax, CIPOEKTYBATH,
OCMHUCIIHTH 1 HaBiTh CTPYKTYpPYBaTH HaIly peajibHICTb, A€ MOPSX
3 OOMOBUMH IiSIMHM, CMEPTSMHU 1 CTPaKJAHHSIMHU BCE OAHO BHUPYE
JKUTTS 1, HAPEIITi, JICTaTH CBif MOTY>XHUU TOJIOC Ta BIACHOPYY
cTBOopUTH “Micue cunu”, sike BubOoproe Pocito, ctano morpedoro
i aKTOM NEepPCOHAJBHOI'O MPOTHUCTOSHHSA ISl JisS4YiB MHUCTEUTBA.
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Bnyuno nanucas Tapac Tomons, mizep rypry “AnTtutina”: “Hame
3aB/IaHHS — TOBOPUTH .

XyIoKHUKH MYyONiKYIOTh CBOi TBOPH B COLIMEpEXax, po3-
MILIYIOTh BiJIeO BUCTYIIiB, IPEM €PH TBOPIB i MUTTEBO OTPUMYIOTh
BiJl THCSY KOPUCTYBadiB BIATYKH. 3BYKHM MY3HUKH 1 300pa’keHHS,
BUXOILJICH] 31 CTPIYKM HOBHH, CTaIOTh CIIOCOOOM MPHOOPKATH Bilac-
Hi CTpax# Ta CyM’ITTS €MOLIill i yMOK.

V Bi3yaJbHOMY MHCTELTBI CTBOPIOIOTHCS MYpaliy, IJIaKaTy,
KapTHHH, Oarato oTtopenopraxis Tomo. Lle HIONTO KOH IOHKTYpHE
MUCTELTBO B peaisiX TOTaJbHOI BIfHM MIBUJIKO HaOupae obepTiB i
CIPUIIMA€ETHCS TiJIBKH 3 TO3UTHUBHUMH KOHOTaLisiMH. Y KueBi BUHUK
OPOEKT “MuUCTEenTBO BilicbKOBOrO cTaHy. ApxiB”, Jie IOCTIHHO CIo-
CTepirarTh, 30epiraloTh i CUCTEMAaTU3YIOTh 3a KaJeHIapHUM MPHUH-
UIIOM POOOTH XYIOXHHKIB, Ki pearyioTh Ha BifHY MHCTELITBOM.
CTBOpHBIIY IIOAEHHUK 3 KApTUH MHTLIB, SKi MalOTh AaTH MyOIi-
Kalii B colMepexax, KypaTopH HMPOEKTY MPE3eHTYIOTh IIi TBOPH
Ha YUCIEHHUX MHUCTELUBKHUX aKIifgX Ha 3aXUCT YKpaiHH. AKBapelb
xypoxHuni Kinder Album “Ykpaina YuHUTH CynpOTUB’, KApTHHA
HOmii Jlorauosoi “Nobody will come” (04.03.22), xaptunu Hanuiu
Moguana i rpagika [aau Jlesi “Hiune untanus HoBun” (09.03.22) —
1€ SICKpaBi MPUKJIIAAM MUTTEBOTO pearyBaHHs XyJ0KHUKA.

Inmumit mpoext Never Again Gallery 3pobnenuii sx anmar-
TyBaHHsA 21 iHpopmaniliHoro mocrepa Benukobpuranii Ta CHIA
1939—-1945 pokiB. XyJOKHUKH Ta iTIOCTPATOPH MOAINHINCS OHOB-
JICHHMH TJIaKaTaMu Mpo BiiiHY B YKpaini. Jlianor 3 yacom BinOyBa-
€THCA AK TIOBEPHEHHSI B ICTOPit0 MUHYJIOI BiliHH, ae IlyTiH 3aMicTh
ltnepa. A6o npukiag Onekcu MaHHA, YKpaiHCBKOTO XYIOXKHH-
Ka, eceicTa, apT-Kyparopa, apT-IupeKkTopa, LIrocTparopa, oiorepa.
e mo Bitinu HapoauBcs Horo npoekT “Komekc”. 3apa3 BiH ckiana-
eTbed 3 460 rpadiunux nuctiB. Yotupu yactunu “Kopekcy” — 1e
YOTUPHU KJIACHYHI CBITOBI CIOKETH, Ha AKUX OYAYEThCS BCS CBITOBA
KynbTypa 3a kiacudikaiieto bopxeca, — “IloBepuenns”, “Ilomryk”,

“O6nora ¢opreni”, “CamoryoctBo bora”. 3 mouatky BiitHu Onekca
Mann npogosxuB “Komekc” i fioro 5-ta yactuna “BiitHa 1 aHTH-
BilfHa” — I CBOEPIAHUN IIOACHHUK BiiiHM Pocii mpotu Ykpainwu,
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HOBI CTOPIHKHM SIKOTO MOXKHa 3HalTH B conMepexax. Tam € byua
it IpmiHp — pyka 3 4epBOHUM MaHIKIOpOM, YOTHUPH Tija Ha J0po3i,
XKIHKa B KOJIOAA3i, TaM € i Biunauus... U yBeCh LieH KOMIKC kKaxy
3p00IeHO B YOPHO-01710-4€PBOHUX KOJIbOpax.

MuTenb KOMEHTYBaB CBOIO poOOTY Tak: ““...s1 300paxyto 3Mi-
HEHY BilfHOIO CBiIOMICTH i AilicHicTh. Lleli mpoekT aBTOGiOTpadiu-
HUH, Yepe3 MOIO BIIACHY aBTOOiorpadiro TaM € OCMUCIIEHHSI BChOTO,
0 MEHE 0TOYYeE, TYpOye 1 Ipo 110 s peduiekcyro” [7, c.4] .

Ane GaraTo XTO 3 MUTLIB NepelyacHO MiLUIN 3 )KUTTA BHa-
CIIOK Wi€l BIHHM 1 MM BXX€ HE 3HAEMO, IO 115 JIOAWHA MOTJIA Y-
MaTH i xoTina 3pooutu. Ilomepna komnoszuropka ['anna ['aBpuneus
ceplie He BUTpUMaIIo THUCKY. [1imoB y 3acBiTi kommo3uTop Bonoxu-
mup [ITymikin, ToMy 10 He 0yJI0 MOKIMBOCTI BYACHO HAaIaTH HOMY
MEIUYHY JOTIOMOTY.

Po3noBiap mpo cebe, mpo cBiif TpaBMaTHYHHUN JOCBiA, MPO
HEHABUCTH 1 MParHeHHs A0 MepeMOryu 0araThoX YKPaiHCBKHUX MY-
3MKaHTIB T4 KOMIIO3UTOPIB 3HAXOAMMO B iHTEPB’I0 y MyOIiKaLisix,
y colMepexax, y “Bigeoctpimax”.

AHTOHIU bapunieBcbkuii — BiIOMUH MiaHICT — CTaB OAHUM 3
y4acHUKiB poekTy “Bouquet Kyiv Stage in Oxford” BiiTky 1poro
poky. B inTepr’to po3nogis: “Ilicns moyatky BiifHH rpa Ha iHCTPY-
MEHTi ISl MeHe BTpaTuia ceHc. JJo My3WKH MOBEpHYBCS BHIAJ-
KoBO. Xoawiu B 0i0nioTeKy, i Tam Oysio Ha pUHKY MiaHiHO, 1 5 TaK
1HKONM TpaB IJisl BOJIOHTEPIB, Ans cebe... Hamararocs pobutu Te,
o Moxy” [1].

Banentuny CunbBecTpoBy BHIOBHHJIOCA B IBOMY poLi 85.
Kpyrmniii naTi koMmo3uTopa MPUCBATUIN YHUCIEHHI KOHLEPTHI 3a-
X0Iu AK B YKpaiHi, Tak i B iHMx kpainax €Bponu. B omHomy 3i
CTPIMIB MiCIIA aBTOPCHKOI'O KOHIIEPTY BiH CKa3aB, IO Oiblle He
Mpi€ Ipo TBOpUE, JHILE PO MOJITHYHE. “S] B3araii Bke BTOMUBCS
JKUTH B CBITI, JIe TaKe KOIThCA.... He moBUHHO Oy TH *K0IHOT0 nadocy.
VY Ham yac My3HKa MOBHHHA NIEPEXOAUTH B PEKUM THILI, B PEKUM
MOJIUTBH 1 SIKOTOCH MUPHOTO JIHA. My3uKa MMOBHHHA MOKa3yBaTH,
sKa TEHIITHA Halla [MBiai3amisa 3 wicro 11 cuinoro. Y Hall aHi 3Ha-
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YEeHHS MaJoro 301bIIYEThCS, TOMY IO BelWY LMBiIi3auii cnupa-
€ThCS Ha MaJte. SIKIo Mae mpaBauBe, TO 1 s Benud npaBausa’ [2].

Ipo npaBauBicTh 1 MoTpedy roBopuTH ckazaB €Bren CTaHKoO-
Bu4. “T'oBOpuB onuH (K O e Horo Ha3BaTH KYJNBTYPHO), 10 HEMa
TaKol KpaiHU. A BHUSBIISETHCS, BOHA HE TibKU €, BOHA — OfIHA 3 Haii-
Oaratmmx y cBiti! Lle ykpaiHcbka KynbsTypa, Lie TpaauLii HapoaHi, 110
MaroTh TUCSYONITHIO icTopito. KynsTypHa cniagmuHa — 1e Te, 4oro He
MaJia i Bke Hikonu He Oyae martu Pocis. A YkpaiHa — ofiHa 3 HaiijaB-
HIIIMX LWBLITI3aLiH, 1 IPO 11 TOBOPUTH (POIBKIIOP, SIKUM S JOBI'HH Yac
3aiimaBcs ... He Tinbku s, a i 6arato Moix KoJer Hamucaiy TBOPH 32
neid yac.  3apa3 mpauroro HaJ BEIMKHM TBOPOM IJISL XOpY 3 OpKe-
cTpoM 3 pobouoto Ha3Boro “[Icanmu Bitinn’ Ha Bipii Lllepuenka, Jlinu
Kocrenko... S He nymaro, 110 y Hac Oyze 6arato KOH'toHKTYpH” [3, ¢. 3].

Orter be30opoapKO BCi I1i MiCsAIli BiifHM aKTHBHO BUCTYTIA€ B
HalllOHAJIBHUX MUCTeUbKUX mpoekTax y [lompmi, JluTei, ABctpii,
BenukoOpuranii sk miaHicT i Kommo3uTop. B iHTepB’io BiH 3ayBa-
JKUB, 1110 ““HaM JTy’Ke BaXKJIMBO 30epiraT JIAsHICTh 1 706po. Mu Te-
nep LIOHSI CTUKAEMOCS 3 HEIPUXOBAaHUM BIAKPUTUM 37I0M. Benbmu
BaXKKO, IUBIISTYUCH 3JIy B 00114us, 30epiratu B codi 1o6po” [4, . 4].

Kommnosuropu Inns Pasymeiiko i Poman I'puropis BenyTtsb
AKTHBHY KOMYHIKAIiI0 B COLIMEpeXax. 3BiATH BOHU PO3MOBIAAIOTH
npo BuctaBu “YopHoOunbpaop¢” y aBcTpilickkomy Binni, y Din-
nsuaiil; “KomuckoBy st Mapiynons” na Ars Electronica Festival
i mpo HoBy npem’epy B Kuesi “Genesis. Opera of Memory B my3ei
XanenkiB”. Ha cBoiii cropinmi Inns Pasymeiiko nanucas: «Bigay-
Baro BiJ'i31 0araThox JIOJCH, My3UKaHTIB, MUCTEI[TBO3HABIIIB, aK-
TOpiB, XyAOKHUKIB 3 Ykpainn/Kuesa B npoMy poui HaclpaBi sK
CepHO3HY TPaBMY 1 BaKyyM AJI YKPaiHCHKOTO MUCTENTBA, a 30BCIM
HE SIK “BIKHO MOXJIUBOCTEH B €Bpomy”™» [5].

VYkpainceka onepHa 3ipka Jlrogmuna MoHacTupcbka 3apas
npanroe 3a KOHTpakToM y Metropolitan Opera, BUKOHY€e mapTii
Annu Hetpebko micns ii BiacToponenHs. Lle ime omgHa pruca Kyib-
TYpHOI eKkcnaHcii cyuyacHuX yKpaiHCbKuX MUTLiB. CriBauka Biguy-
Bae, 1110 YKPaiHChKi BUKOHABIII 1 aBTOPH ““TPaHCIIIOIOTH cCaMOOy THi
YHIKaJIbHUH MecemK”.
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VYci abo OUIBIIICTH MUTIIIB 3a7y4eHI B TUHAMIYHUHN PyX 3pOC-
TaHHS 1 BIAKPUTTA YKPaiHCHKOI KYJIBTYPH, IKUH CIIOCTEpiraBcs 1ie
JI0 BiifHH, a 3apa3, sIK He MapaJoKCalIbHO, L4 BiiiHa 1ajia BUOYyXOBUH
BUKHJI TBOPUOI €HEPrii.

Biitna 00HyI0€ BCSKY IITYYHICT. MUCTENTBO B YKpaiHi BUOY-
JIOBYE 3apa3 JIOBKoJIa ce0e IICHXOJIOTIYHY MOZIENb LIHHICHOTO CTABJICH-
Ha 10 droneil. Came 3apa3 yce Tak ImparLloe, Mo ““...Ma€ 3HAUCHHS TOM
KYJIBTYPHHUH TPOCTIP 13 COTEHb THUCAY LIMPUX MHUCTELBKUX BY3JIHKIB,
SIKMH MPUTOTYE TII0 A7 3araJibHOHALIOHAJIBHOTO BisepyHKa...” [6, . 5].

€Bporneiicbki MUTLI OauaThb y CBOEMY J3€pKasi Hally BH-
3BOJIBHY BiliHy. SIckpaBuii mpukiag — He rpadiri Ta€MHHYOTO
Bbenkci B Kuesi, 1 boponsiaui, # Ipneni. XyZoXHUK 31 CBITOBUM
IM’sIM, sIKe IPUXOBYE, aHOHIMHO MPUOYB B YKpaiHy i 3poOUB ciM
MYypalliB, a MOTIM YK€ MiITBEPAUB CBOE aBTOPCTBO Yepe3 colmMepe-
xi. Ha pyinax crtin OyniBens 300paxeHi OanepuHa, AiTH, sIKi Tpa-
0ThCs, riMHacTKa, [13PK.

VYpakalouuM TBOPOM €BPOMEHCHKOr0 MHUCTEUTBAa 3 TyMa-
HICTUYHHM 3aKJIUKOM 1O MHpY craja mpem’epa Gustav Mahler
Symphony 2 Resurrection, sika Bu3Hadena sik Opera stage live, Ha
3akputti Festival de Aix-en-Provence (Opanitis) y umHi pexuce-
pa Pomeo Kacrexyuui (Itamis). o 3ipkoBoro ckiiaay BUKOHaBCHKOI
komaHau 3anpocuin aupurenta Esa Pekka Salonen (Dinnsuzis),
comictok Golda Schultz (IliBnenHoadpukanceka pecnyOmika) i
Marianne Crebassa (@panitis).

JilicTBo BinOynocs Ha MOKUHYTOMY CTaJiOHi, HPUKpaIIEHO-
My rpaditi. 40-meTpoBa cueHa 3amoBHeHa 3emieto. [o cueHi rynse
Iy’Ke KpacuBuii 0111 KiHb. [0 KOHS BUXOAHUTH AiBYMHA 1 TOBOPUTH
mo TenedoHy, panTOM BOHA HATHKAETHCS Ha JIIOACBKY PYKY, sKa
cTupyath i3 3emiui. OpkecTp moYMHa€e rpatu cUMQOHilo, sika iae 1
roguny 40 xBuinH. Maiike Bech 4ac CLEHY MOCTYIIOBO 3aIlOBHIO-
I0TB JIIOU B O1IMX KOCTIOMaXx (Ti, IO MPOBOJSATE EKCTyMalilo TiJ),
SIKi METOJIMYHO BiJIKONYIOTh TiJia JKIHOK, YOJIOBIKIB, JiTEH, KiIacu-
¢iKyIOTh 1 KIAAYTh y OiJli MaKeTH, 3arpyKaroTh y MalllMHU Ta BUIK-
JUKaloTh. B ocTaHHIN 4acTHHI, KOJH CIIeHa CTa€ MOPOXKHS, BCTyIae
xop, comictu. Ha 3emuto e mom. Po3kornku riraHTChKOi MacoBoi
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MOTHJIN aCOLIIOIOTHCA 3 pealbHUMU MOAISIMUA CHOTOJCHHS Y 3Bijlb-
HEHMX Bij okymnamii oOmacTsx Ykpainu. Bisyansai oOpasu TBOpY
Pomeo Kacteny4uui BoueBuIb MOB’A3aHi 3 MOAISIMH B HaIllild KpaiHi.

3MiHa KUTTS KOXKHOTO B YKpaiHi, TOCBiJl TOPsI 1 TPUBOT, CHO-
CTepiraHHs axiB BiHHH, MOPaJbHOTrO i (Pi3MYHOrO MaIiHHS Ta
i JHECEHHI JTIOMHY, IEPEOCMUCIICHHS 3HAKOBHX pedeid 1 heHome-
HiB — yce 1€ 3yMOBHJIO JOTPHUMAaHHS HEOTOJIOLICHUX MPaBHUII CePest
MUTIIB, Ha KIITAJIT MPOTOKOAEKCY.

Uepes rosocd yKpaiHCBKMX MUTLIB TPaHCIIOIOTHCS IIi Ha-
paTuBH: MO-TepIle, HUHINIHI MOMEHT MOXXHA BUKOPHCTATH IS
peduiekcii 3apa3, mo-apyre, BiliHa — e Haroja MOBEpHYTHCS Ha3al
i 3po3yMitHu icTopito. Takok yCBiIOMITFOETHCS BILJIUB JIFOJICHKOT Mi-
SUTBHOCTI, JIe KOKeH POOUTH Te, 110 BMi€ HalKpale, i TOJOBHE, 110
yKpaiHChbKa KyJbTypa OCTaTOYHO BUXOAUTH 3 TiHI POCIHCHKOI i Ha-
OyBae CBOIX BUHSTKOBUX PHC.
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ANTI-WAR. EXPANSION OF ART

Key words: art as a participant in war; personal opposi-
tion to aggression of A. Baryshevskyi, V. Sylvestrov, E. Stankovych,
1. Razumeiko, O. Bezborodko; Gustav Mahler Symphony 2 Resur-
rection Romeo Castellucci, artistic protocodex.

On February 24, 2022, Ukrainian art changed forever. All
those working in the field of art got over the fear and frustration and
very quickly got to work. Art actually became an active participant
in this war between Russia and Ukraine.

Which of the Ukrainians is now unable to continue the phrase
“O1i u luzi chervona kalyna..”, who hasn’t heard the track “Bayraktar”,
or how “Johnsoniuk Boris gnawed tanks like a barberry”. Everyone
sang, repeated, made their cover versions. The works of art hit upon
human pain or hope and immediately became top hits.

Artists became the “voices of society”, which experienced and
is still experiencing the most destructive times of its life. Reflecting on
the war in their creative works has become an act of personal opposi-
tion to Russian aggression for each of the artists. Taras Topolya, the
leader of the band “Antitila” aptly wrote — “Our task is to speak.”

Artists publish their works on social networks, post videos of per-
formances, premieres of works, where they instantly become part of the
collective. These images and sounds of music from the news feed become
a way to face their own emotions and tame fears for thousands of users.
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A large number of murals, posters, paintings, photo series,
etc. are actively emerging in the visual arts. Yes, it is called oppor-
tunistic art, but it is nothing wrong in the realities of total war

The project “The Art of Military Status. Archive” appeared
in Kyiv. There is a constant curatorial observation of artists, who
respond to the war with art, and each work has a date of publication
on social networks. Watercolor by artist Kinder Album “Ukraine
resists”, Yulia Logachova’s painting “Nobody will come” 03.4.22.
Paintings by Danyla Movchan and graphic by Inna Levy “Night
reading of news” 03.9.22.

Another Never Again Gallery project was made as an adapta-
tion of 21 UK and US informational posters from 1939-45. Artists
and illustrators shared updated posters about the war in Ukraine. The
dialogue takes place over time as a return to the history of the last war,
where Putin is instead of Hitler. Or an example of Oleksa Mann, a
Ukrainian artist, essayist, art curator, art director, illustrator, blogger.
His “Codex” project was born even before the war. It consists of 460
graphic sheets now. The four parts of the “Codex” are the classic four
world plots on which the entire world culture is built, and which were
once classified by Borges. “Return”, “Search”, “Siege of the fortress”,

“Suicide of God”. Since the beginning of the war, Oleksa Mann has
continued the “Codex” and its 5th part “War and Anti-War” is a kind
of diary of Russia’s war against Ukraine. Its new pages can be found
on social networks. There is Bucha and Irpin — a hand with a red
manicure, four bodies on the road, a woman in a well, there is Vinny-
tsia... and all this horror comic is made in black, white and red colors.

The artist commented on his work as follows: “..I depict the
consciousness and reality changed by the war. This project is autobi-
ographical, through my own autobiography there is an understanding
of everything that surrounds me, worries me and I reflect on.” [7 p.4]

Many of the artists died prematurely as a result of this war,
unfortunately. We no longer know what this person could have
thought and wanted to do. The composer Hanna Havrylets died at
the beginning of the war, because she could not go down to the
bomb shelter and her heart could not withstand the pressure. Com-
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poser Volodymyr Ptushkin died because it was not possible to pro-
vide him with medical care in time.

There are stories about themselves, about own traumatic ex-
perience, about the hatred and desire for victory of many Ukrainian
musicians and composers in interviews in publications, in social
networks, in “video streams”.

Antonii Baryshevskyi, a famous pianist, became one of the par-
ticipants of the “Bouquet Kyiv Stage in Oxford” project this summer.
He said in an interview: “Playing an instrument lost its meaning for
me after the beginning of the war. [ returned to music by accident. We
went to the library and there was a piano on the market, and I some-
times played for volunteers, for myself... I try to do what I can” [1].

Valentin Sylvestrov turned 85 this year. Numerous concert
events were dedicated to the composer’s birthday both in Ukraine
and in European countries. In one of the streams after the author’s
concert, he said that he no longer dreams of creativity, only of politics.
“I’'m already tired of living in a world where such things happen....
There shouldn’t be any pathos. Music should go into the mode of
silence, into the mode of prayer, and some kind of peaceful day in
our time. Music should show how fragile our civilization is with its
power. The importance of the small is increasing nowadays because
the greatness of civilization rests on the small. If the small is true,
then this greatness is also true” [2].

Evhen Stankovych said about truthfulness and the need to
speak. “One said (how would you call it culturally) — there is no
such a country. And it turns out that it is not only there, it is one of
the richest in the world! There is a thousand-year history of Ukrain-
ian culture, folk traditions. Cultural heritage is something that Rus-
sia didn’t have and will never have. And Ukraine is one of the oldest
civilizations, and folklore, which I have been working on for a long
time, speaks about it... Not only I, but also many of my colleagues
wrote works during that time. I am currently working on a large
work for choir and orchestra with the working title “War Psalms”
based on poems by Shevchenko and Lina Kostenko...I don’t think
there will be much conjuncture” [3, p.3].
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Oleh Bezborodko has been actively performing in national art
projects in Poland, Lithuania, Austria, Great Britain as a pianist and
as a composer all these months of the war. He suggested in an inter-
view, that “it is very important to preserve humanity and goodness for
us. We are confronted with undisguised open evil every day now. It is
very difficult, looking evil in the face, to keep good in oneself” [4, p.4].

Composers Illia Razumeiko and Roman Hryhoriv actively
communicate in social networks. There they talk about the perfor-
mances of “Chernobyldorf” in Austria, Finland; “Lullaby for Mari-
upol” at the Ars Electronica Festival and the new premiere in Kyiv,

“Genesis. Opera of Memory in the Khanenko Museum”. On his
page, Illia Razemeiko wrote: “I feel the departure of many people,
musicians, art critics, actors, artists from Ukraine/Kiev this year, in
fact. It’s a serious trauma and a vacuum for Ukrainian art, and not
at all as a “window of opportunity to Europe” [5].

Ukrainian opera star Liudmyla Monastyrska received a con-
tract in Metropolitan Opera, performing the parts of Anna Netrebko
after her suspension. This is another feature of the cultural expan-
sion of modern Ukrainian artists. The singer feels that Ukrainian
performers and authors “broadcast an original, unique message.”

All or most of the artists involved in the dynamic movement
of growth and discovery of Ukrainian culture, which was observed
even before the war, and now, paradoxically, this war gave an explo-
sive release of creative energy.

War nullifies all artificiality. Art in Ukraine is currently build-
ing around itself a psychological model of values-based attitude to-
wards people. Right now, everything works so that...”what matters is
the cultural space of hundreds of thousands of sincere artistic knots,
which will prepare the background for a national pattern...” [6, p.5].

European artists see our liberation war in their mirror. A striking
example is the graffiti of the mysterious Banksy in Kyiv, Borodianka
and Irpen. An artist with a world name, but hiding it, arrived anony-
mously in Ukraine and made 7 murals, and then already confirmed his
authorship through social networks. A ballerina, playing children, a
gymnast, PZRK are depicted on the ruins of the walls of the buildings
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An impressive work of European art with a humanistic appeal
for peace was the premiere of Gustav Mahler Symphony 2 Resur-
rection, marked as Opera stage live, at the closing of the Festival de
Aix-en-Provence (France) in July by director Romeo Castellucci (It-
aly). Conductor Esa Pekka Salonen (Finland), soloists Golda Schultz
(South African Republic) and Marianne Crebassa (France) were in-
vited to join the starry performance team. The action took place on
an abandoned stadium decorated with graffiti. The 40-meter stage is
filled with earth. A very beautiful white horse is walking on the stage.
A girl goes out to the horse and talks on the phone, suddenly she
stumbles upon a human hand sticking out of the ground. The orches-
tra begins to play the symphony, which lasts 1 hour and 40 minutes.
Almost all the time, the stage is gradually filled by people in white
suits (those who exhume bodies), who methodically dig up the bod-
ies of women, men, and children, classify them and put them in white
bags, load them into cars and leave. In the last movement, when the
stage is empty, the choir and soloists enter. It is raining on the ground.
The excavation of a giant mass grave is associated with real events
today in the liberated areas of Ukraine. The visual images of Romeo
Castellucci’s work are obviously related to the events in our country.

The change in everyone’s life in Ukraine, the experience of
grief and anxiety, the observation of the horrors of war, the moral and
physical fall and rise of man, the reinterpretation of iconic things and
phenomena led to undeclared rules among artists, like a protocodex.

These narratives are broadcast through the voices of Ukrain-
ian artists: firstly, the present moment can be used for reflection now,
secondly, the war is an opportunity to go back and understand his-
tory. The impact of human activity is also realized, where every-
one does what they do best. And the most important thing is that
Ukrainian culture finally emerges from the shadow of Russian cul-
ture and acquires its own unique features.
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TpaBMaTuuHUW NMOCBiA BifiHUW, sikuii Bij 24 mrotoro 2022
POKY CTaB HEBiIBOPOTHOIO PEANIBHICTIO JIJISl BCHOTO YKPaiHCHKOTO
CYCHINbCTBA, BUKJIMKAB MUTTEBY PEAKIil0 MUCTEIBKOI CHiTBHOTH.
Byxe 7 KBITHsI LBOTO X POKY y JIbBIBCBKOMY OpraHHOMY 3aJji Bil-
Oynacst mpem’epa rpa[H]g-onepu “MuUcTeNTBO BIHH — MPOEKTY
¢dopmauii “Nova Opera”, peaizoBaHOMY B CIIBIpalli 3 KOMIIO3UTO-
pom Cepriem Binkoro Ta ancamOnem cyyacnoi my3uku “Sed Contra
Ensemble”. OpurinanbHe >kaHPOBE BU3HAYEHHS BUCTABU MOETHYE
aHp Benukoi ¢paHy3bkoi omepu (Grand opéra) Ta Ha3By peak-
THUBHOI CUCTEMH 3anmoBoro BorHto bM-21 “I'pax”. Jlibpeto rpa[H]
n-onepH “MucrtenTBo BiiiHK” (aBTOp Mupocnas Jlatok) moOynosa-
HO 332 MOTHMBaMHU OJHOMMEHHOTO TPAaKTaTy KUTalChKOTO MHUCIUTE-
a5t Cynb-L3u. TekcT ni0pero ckiagaroTh ahOpU3MU KUTAHCEKOTO
cTparera (nepekyan ykpaincekoro Cepris Jlecusika, 2015 pik, Bu-
nmasHunTBO CTaporo Jlesa), moetnuni psaku Mupocnasa Jlatoka ta
“KMBI TOIOCH” — PEIIiKK 3 TeJeQOHHMX PO3MOB OKYIaHTIB, Mepe-
XOIUIEHUX CIENCTYKOaMH Ta ONPUIIONHEHNX YKPAaiHCBKUMHU XKYP-
HaJiCTaMu.

“Croxket” Tpa[H|a-onepu MmoOyJOBaHO HABKOJO ITSITU HOH-
nepcoHi(hikoBaHUX TEPCOHAXKIB, XKIHKM Ta YOTUPHOX YOJOBIKIB,
3aMKHEHHX Yy JJAKOHIYHOMY MpocTopi cueHu (pexucep bornan Ilo-
AimyK). LleHTpoM CleHIYHOTO MPOCTOpy € JIepeB’sHa JIaBa, CHMBOI
HECKIHYEHHOT'0 OYiKyBaHHS, KM BiIKpHBAae MOPTajl OJHOYACHO
JI0 TPHOX CBATHHB BOEHHOTO 4acy — OOMOOCXOBHINA, BOK3aly Ta
xpamy. Jlns BOKanpHUX MapTili XapakTepHUM € BUKOPHUCTaHHS BO-
KaJIBHOI IMITPOBi3alii Ta pO3UINPEHUX TEXHIK CHiBY (TOPJIOBUA CIIiB,
LIETIT, KPUK TOLIO). 3BYKOBE TOJIOTHO OnepH (IHCTPYyMEHTAJIbHUI
cknaxa: QueiTa, KIapHET, BIOJIOHYENb, NEPKYyCis, ¢popTemiano, op-
raH) MOKHa PO3JAIIMTH Ha AEKiNbKa IJacTiB, cepel SKUX BHUIIMs-
I0TBCSL TIOJISIPHI ayniaibHi 0Opasu: 3BYKH HEOE3MEKH SK CHMBOJ
BiliHM (Hayiexi HeineHTH(]iKoBaHI CBUCTH ¥ ILiepexu, iMiTamis 3a-
BHMBaHHS CUPEH) Ta KaTapCUYHE 3BYUYaHHs OpraHy sk CUMBOJ BipH
B IIEPEMOT'Y.
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GRAIN]D OPERA THE ART OF WAR:
AN ATTEMPT OF REFLECTION OR A
MUSICAL DOCUMENTARY?

Key words: Modern Music, Opera Genre, Grafn]d Opera
The Art Of War, Nova Opera Foundation, Composer Serhii Vilka,
Sed Contra Ensemble.

The traumatic war experience which became an unescapable
reality for the entire Ukrainian society since the 24" of February,
2022 caused an immediate reaction of the artistic community. Al-
ready on the 7™ of April, 2022, the premiere of the Gra[n]d Opera
The Art of War was held in the Lviv Organ Hall. It was a project of the
Nova Opera formation, implemented in cooperation with the com-
poser Serhii Vilka and a contemporary music ensemble Sed Contra
Ensemble. The original genre definition of the performance com-
bines the name of the Grand opéra genre and the name of the BM-21
Grad multiple launch rocket system. The Grand[n]d Opera The
Art of War libretto by Myroslav Laiuk is based on the same name
military treatise by the Chinese philosopher and strategist Sun Tzu.
The libretto text consists of Sun Tzu aphorisms (Ukrainian transla-
tion by Serhii Lesnyak, 2015, Old Lion Publishing House), poetry
by Myroslav Laiuk and ”live voices”, the lines from the occupiers’
telephone conversations, intercepted by special services and made
public by Ukrainian journalists.

The “plot” of the Gra[n]d Opera is built around five non-per-
sonified characters, a woman and four men, locked in the laconic
stage space (director Bohdan Polishchuk). The stage space is rid-
dled with a heavy wooden bench, a symbol of endless waiting and a
portal to three wartime shrines — the bomb shelter, the train station
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and the church. The vocal parts are characterized by the use of vo-
cal improvisation and advanced singing techniques (throat singing,
whispering, shouting, etc.). The opera soundscape (the instrumenta-
tion includes a flute, a clarinet, a cello, a percussion, a piano and an
organ) can be divided into several layers, among which polar audio
images stand out: the sounds of danger as a symbol of war (distant
unidentified whistles and screeches, imitation of howling sirens)
and the cathartic sound of the organ as a symbol of faith in victory.

Ianaciox Banepiii IOpiiioeuy
OO0KMOp MUCTEYMBO3HABCMEA, NPOpecop
Kuiscbroeo nayionanvHozo yrieepcumemy Kyiomypu i Mucmeyms
(Kuis, Yxpaina)
e-mail: panval59@gmail.com
ORCID 0000-0002-2307-6185
Bacuepicue €ezenia
Graiciunas School of Management, Jlumea
(Kaynac, Jlumea)

“KAYHAC 2022”: OCOBJIUBOCTI MUCTELIBKOI'O
MPOCTOPY KYJBTYPHOI CTOJIMIII €BPOIA

KarouoBi cioBa: “xkynemypra cmonuys €sponu”, npozpa-
ma “Kaynac 2022,

2022 poky Kaynac, onne 3 HaiOinpmmx Mict cydacHoi Jlu-
ToBchbKoi PecmyOuiku, pazoM 3 1BoMa iHIIUMHU MicTamu JIrokceM-
Oypra ta Cepbii cTaB “KynbTypHOI cronuuero €sponu”. Takuit
cTaTyc mpu3HayaeTbes €BponericbkuM Coro3oM, MO Hepeadayae
JOCSITHEHHS ACKIJIBKOX MiJIeit, a came:

* 30JMKEHHS TPOMaJIsiH Pi3HUX KpaiH Ha OCHOBI CHiBIIpami y
cdepi KynbTypH;

* eKOHOMIYHE 3pocTaHHs KpaiH-wieHiB Coro3y;

* PO3BHTOK MOJIITUYHOI chepr KOXKHOI 3 KpaiH;

* aKTHUBI3allis MUCTELBKOr0 KUTTS! KOHKPETHOTO aIMiHiCcTpa-
THUBHO-T€OrpagiyHOTO JIOKYCY.
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[Ipu TomMy peanizytoThcs eBHi 0a30Bi MPUHIUIIH, IO YMOX-
JIUBIIIOIOTH JOCATHEHHS OCTaBICHUX IiJIeH, a came:

* MPUHIUI JAEMOKpaTH3MY, KU mependadae aKkTHUBi3allilo
KYJBTYPHOI JisSTTBHOCTI KOXKHOT JIFOJUHY, 3aIy4eHHS 11 10 MPOayK-
THUBHOI TBOPUOI CITiBIpAalli;

* MPUHIUI Pi3HOTANTY3€BOCTi, IO CHPUSE B3a€EMOMIl Pi3HUX
MHUCTELTB y KOHKPETHOMY COLIIOKYJIETYpPHOMY ITPOCTOPI;

* MPUHIUN CHiBIpalLi, Koiu nporpama “KynpTypHa cTonuus
€Bponu” peanizyeTbcs B YMOBaX OpPraHiuHOI B3a€MOJii BCIX COIli-
aJbHUX 1HCTUTYTIB MEBHOI KpaiHU.

Kynerypuuit mpocrip Kaynaca — “rumuacoBoi cromumi”
Jluteu (1920—1930-Ti poku) — € 3a CBOIMU MOKa3HUKAMH YHiKaJlb-
HUM 1 CIIPOMOXKHUM JI0 BTiJICHHSI HaWPI3ZHOMAHITHIIIUX MHCTEIb-
KHX MpoeKTiB. [1po 11e mepekoHInBo CBiIYaTh KidbKiCHI IIOKA3HUKH
nependauennx 3axoxis: 40 pectusanis, 50 mpemM’epHUX BUCTaB, MO-
Haj 250 KOHIEPTIB.

Amnani3 nporpamu “Kaynac 2022” 103Bosisi€e BAOKPEMUTH B
Hill 1B IPiOpPUTETHI HACTAHOBH:

* MaKCUMaJlbHe BUKOPUCTAaHHS KyJIBTYPHOTO T4 MUCTEIILKOTO
pecypcy MicTa, peaiizaiiis 10 IIbOr0 4acy HOro Hepeanxi30BaHOTroO
r'yMaHITapHOTO TOTEeHIiay;

* aKTHUBI3allig KyJIbTYpHOro XUTTA KayHaca 3a paxyHOK iH-
BECTYBaHHS ““MIHAPOIHOTO MUCTEIBKOTO TPOAYKTY .

Came mpo nel OanaHc “BITUYM3HAHOrO” Ta “IMIOPTHOrO”
CBiT4aTh BIAMOBIHI MO, 10 BigOyBatoThes npoTsirom 2022 po-
Ky. 3okpema, 1jsi JIMTBU CHpaBXKHBOI ICTOPUKO-KYJIBTYPHOIO
noxieto crtana BuctaBka “‘KaynHac — BimpHrioc: 3pymuTtu ropu”,
MiArOTOBIIEHa MY3€eM cydacHoro mucrenTtBa “MO” (BinbHroc) i
MicbkuM My3eeM KayHnaca. Cama npamaryprist BACTaBKH 3 TBOPIB
00pa30TBOPYOro MHUCTELTBA BiITBOPIOE ApaMaTypriro “KyJabTyp-
HUX CTOCYHKIB” NIBOX CTOJHIb — “THMYAcoBOi” Ta “iCTOPHYHOI”.
[IpencraBneHi Xya0xHi 00’€KTH, CTBOPEHI TPOTAroM XX — moyvar-
Ky XXI cromite mutusimu Kaynaca ta BinbHIOCa, cBiguaTh mpo
3arajbHy HalllOHAJBHY 1IEHTUYHICTH 1 OAHOYACHO MPO perioHalb-
HY i ecTeTHUYHY iHAMBIAYaJbHICTh KOXKHOTO 3 aBTOpiB. [Ipn Tomy
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oprasizauiiiHy KyJnbTypy, dKa 3a0e3neuyeTbcs NPOAYKTHBHOIO 1/1e-
€10 ICTOPUYHOTO PYXYy.

Onniero 3 HeopauHapHUX Tonil mporpamu “Kaynac 20227
cTaja mpem’epHa mocraHoBka omepu k. Bepai “HaOykko”, 3miii-
CHEHa TBOPUYUM KOJIeKTHBOM KayHachbKoro nepkKaBHOTO MY3HYHO-
ro Tearpy (My3MuHHil KepiBHUK i nupurent — Horac Suymnesiuroc,
pexucep-noctaHoBHUK — Kactytic C. fkmrac). 3ayBaxxumo, 1o
npeM’epa BUCTaBU BiOynacs B CHMBOJIIYHOMY MicIli — “IeB’SITOMY
¢bopTi”, ne po3ropranucs Tpariudi nmoxii yaciB Apyroi cBiToBoi Bi-
iHu. Y Takuil cnocid “pumyBanucs” 4yacoBO BigJasieHi “CrOKeTH”
ICTOPUYHOI 10711 €BPEHCHKOT0 HAPOAY.

Csili ueproBuii ce3oH KayHacbkuii HamioHanbHUH IOpama-
TUYHHUM TeaTp BiIKpWB BUCTaBOIO “/lopiaHa” 3a aBTOPCHKOIO KOH-
LIENIIEI0 BCECBITHBO BimoMoro Mutls PoOepra Bincona, sikwmii
OJHOYACHO TpalloBaB HaJ CIEKTAKJIEM y POJi pexucepa, CLEHO-
rpada Ta XynoKHUKa 10 cBiTay. Lle cipaBkHe “CeHiYHE BUIIOBU-
mie”, ie IPUMXJIMBO MOe€AHaINC MOTHBY poMaHy Ockapa Bainbna
Ta QaxkTH KUTTA i TBopuocTi PpeHncica belikona, noBeno TBOpUy
Ta BUPOOHUYY CIPOMOXKHICTH OAHOTO 3 MPOBIAHKUX TeaTpiB JInTBu
IIOI0 BTUICHHS MOCTAHOBKHU OYIb-sIKOI MUCTEIBKOI 1 TEXHOJIOTIY-
HO{ CKJIaIHOCTI.

Bucokum rpagycom cormianbHO-NOTITHYHOI HAIIPYTH BiJ3HA-
YaeThCs “IMIIOPTOBAHUU” KyINbTYPHHH NPOAYKT, NependadeHuit
nporpamoto “Kaynac 2022”. Came mpo Le cBif4aTh BUCTaBKHU-pe-
Tpocnekuii Mapuru AGpamosuu, Bimbsama Kentpimka ta Hoko
Ono. YHIKaJIbHOIO 32 CBOIM NMPHHLMIIOM OpraHi3amii BHSBHJIACS
excrrosumis “I3 miteMu” Jxkenni Karan, ne moxii mexi 1930—-1940-x
POKIB acCOIIIOITHCA i3 I[OTOYACHOIO BIHOIO B YKpaiHi. Y Takwuii
crnoci® MECTENTBO CBOIMH 3ac00aMH YHAOUHIOE BECh MacIuTad Tpa-
refii, CBiJIKOM SIKOi CTaJIu HAPOJIU CBITY.

Omxe, mporpama “Kaynac 2022” cnpusie BHUpILIEHHIO HE
TUIBKH BJIaCHE KYJNBTYPHO-MHUCTELBKHX 3aBAaHb, a W aKTyalizye
HarallbHi COLiaIbHO-KYNBTYPHI Tpo0i1eMu.
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EUROPEAN CULTURAL CAPITAL
AND ITS CULTURAL FEATURES

Key words: “cultural capital of Europe”, “Kaunas 2022” program.

Kaunas, one of the biggest cities of contemporary Lithuania,
together with 2 other European cities of Luxemburg and Serbia, be-
came “European Cultural Capitals 2022”. This status is awarded by
the European Union and is based on responding to several targets,
specifically:

* Bringing citizens of different countries together by collabo-
rating in various cultural areas; — Economic development of the EU
countries;

* Development of political environment of each country;

* Activation of arts in specific administrative and geographi-
cal regions.

Implementation of basic principles is a natural outcome in the
process of reaching the set targets:

» Democratic principle which encourages cultural activities of
each individual and involves him (her) into a creative and produc-
tive cooperation;

* Principle of different branches which enables cooperation of
various arts in a specific socio-cultural environment;

* Principle of cooperation where the “European Cultural Capi-
tal” program is implemented by organic cooperation of all social
institutions of the country.
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In its performance, cultural space of Kaunas — “temporary
capital” of Lithuania (1920-1930) — proved to be unique and capable
to implement the most complex artistic projects. The quantitative
indicators illustrate the planned events: 40 festivals, 50 premieres of
performances and more than 250 concerts.

The analysis of “Kaunas 2022” program distinguishes 2 pri-
orities:

* optimal use of cultural and artistic resource of the city and
maximum realization of its humanitarian potential which had not
been fully discovered until present times;

* activating cultural life of Kaunas due to importing of “for-
eign artistic production”. This balance of “domestic” and “imported”
is a living proof of the ongoing cultural events during 2022.

Thus, the exhibition “Kaunas — Vilnius: move the mountains”,
organized by “MO” (Vilnius) Museum of Contemporary Arts and
Kaunas City Museum, has turned out to be a unique historic and
cultural event. The dramaturgy of the exposition formed from
works of applied art recreates a dramatic “cultural relationship” of
two capitals — “a temporary” and “a historic” one. The works cre-
ated by artists of Kaunas and Vilnius from the beginning of the 20th
and 21st centuries is a proof of national identity on the one hand, yet
regional and esthetic individuality of each author, on the other hand.

It is worth mentioning the harmony of the concept of the
whole exposition as well as the high organizational culture which
reveals the idea of historic development of the Lithuanian nation.

One of the extraordinary events of the program “Kaunas
2022 has become the premier of Dz. Verdi opera ,, Nabucco* staged
by Kaunas State Musical Theatre (conductor and musical director —
Jonas Janulevicius, director Kestutis Stasys Jakstas). It is important
to note that the premier was staged at a symbolic site — “Ninth Fort”
where the tragic events of the World War II took place. This way the
historic “scenario” of the Jews’ fate was in “rhythm” with the place.

Kaunas National Drama Theatre started its annual season
with a performance “Dorian” based on the authentic concept of the
world famous artist Robert Wilson. He performed as a director, sce-
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nographer and the lights director. This was an astonishing “stage
spectacle” where the motifs of Oscar Wilde’s novel mysteriously
merged with Francis Bacon’s works and facts of life. This also has
proved the artistic and production maturity of one of the leading
theatres of contemporary Lithuania as regards staging this particu-
larly complex artistic and technical performance.

“Kaunas 2022” program is distinguished by high degree of so-
cio-political tension of the “imported” cultural production, namely the
exhibitions—retrospections of Marina Abramovic, William Kentridge
and Yoko Ono. Unique by its organization appeared to be an exposi-
tion by Jenny Kagan “From the Dark” where the events of 1930-1940
are associated with the present events of the war in Ukraine. This
way and by the means of art a full scale of tragedy becomes evident,
witnessed and even involved by the nations of the world.

Thus, implementation of the program “Kaunas 2022 enables
reaching its cultural and artistic objectives and also sheds light on
the existing socio-political problems.

IIpokonosuu Temsana IOpiiena
KaHOUOamKa Mucmeymeo3Ha8cmed, 00OYeHmKa
Kagheopu icmopii, meopii My3uKu ma MemoouKu My3usHo20
6UX06aHHS PIBHEHCHKO20 0epICcasHOc0 SyMAHIMAPHO20 YHIBEPCUMEMY
(Pisne, Ykpaina)
e-mail: pro.max@i.ua
ORCID 0000-0002-9375-9635

IOBLJIEV MUKOJIM JIMCEHKA:
KOHTPAITYHKT MUCTELILKOI'O ®POHTY

Kurwu4oBi ciioBa: rosineii, icmopuuna nam’amo, MUcmeybKuil
pporm, KynbmypHuil npocmip.

Lporopiunuii roBinelt Muxonu BitanifioBuua Jlucenka BBili-
Jie B iCTOPiI0 HAaLlIOHATBHOI KyJIbTYPH KOHTPAIMYHKTHYHOIO JiHIE0
B T€POIYHOMY CIIPOTHMBI 3aXMCHUKIB YKpaiHU POCIHCBHKIN BiiCHKO-
Bili arpecii. llupokoMacmiTaOHUK Hamaj MiJCTYITHOTO BOpOra
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24 motoro 2022 poky MiJHSB HAIIMX CHiBBITYU3HUKIB CIIIEHUMHU
3YCHJIUISIMU YMHHUTH TiIHY BiJcid npoTuBHUKY. O60opoHy Ykpainu
Ta 3aXMCT HalliOHAJbHUX 1HTEPECiB JepKaBU TPUMAIOTh BIHCHKOBI 1
MHTIIi, TIOJIITUKHU ¥ OCBITSHH... Y KOXXHOTO CBOS 30p09, SIKa B yMO-
Bax Cy4acHOI BiifHM BKpail Ba)KJIBa AJIs IEPEMOTH.

Sx mieBUil iHCTPYMEHT KOHCOMiAalii YKpaiHCBKOIO CycC-
MiJIBCTBA T2 MIXKHAPOIHOI CHIIBHOTH CIiJl PO3MIIsAAaTH LBbOTOPIYHE
Big3Ha4YeHHs 3HaAMEHHHX AaT. 3okpema, 180-piuust Mukonu Bira-
nifioBuya JlMceHka cTajo MOIITOBXOM HE TiJBKH 0 BIIAHYBaHHS
BEJIMKOT0 MY3HMKaHTa 1 MarpioTa, ane i A0 akTyalizauii oro imei
1 TBOPYMX JOCSTHEHb Y KOHTEKCTI IpaMaTHYHOTro choroneHHs. [lo-
cTath Kopudes yKpaiHChKOT KOMIIO3UTOPCHKOI LIKONH MpPUBEPHYJIa
10 cebe yBary MUTIIB 1 HAyKOBLIB, K1 BIAKPUIN CyYaCHUM IIOKO-
JIHHSM HOBI I'paHi Oro TaJaHTy i aKTUBHOI TPOMaISTHCHKOT MTO3HII.

Muxkona Jlucenko nayske nobpe po3yMiBcs Ha 3JI0YHUHHIHN po-
CIACHKO-IMITEPCHKIH MOJITHUIII, SIKa, aBXKEK, HE 3MIHUIIACS 1 JOTETIED.
VY nucti no Oneru @panko murtens nucas: “SIkOM BU 3HANH, L0
pole 1eHsypa 3 yKpaiHCBKOIO MPOAYKLIEI0, TO aK THAKO 3raayBa-
TH... Ha ykpaiHCBKOMY CHi3HaHHIO JiTEpaTypHOMY, I1YXOBHOMY,
XYAOKHbO-apTUCTUYHOMY IIEH3YPHI YHHOBHHMKH BiJIKpHJIM CIIELi-
aJbHE TIoNIe “‘CrlaceHusl 0TeuecTBa” ISl YMHIB, CyOCHIIB, OpACHIB
1 Oe3anensuiiHO YMHSTD, SIKi 3MOXKYTb, KPUBAH, YTUCKH...” (JINCT
Bix 30.111.1887) [7, c. 171-172]. 3BicHO, Mukona BiramiiioBuu He
MACHBHO CHOCTEPIraB 3a BCIISKMMH MPOSBAMHU POCIHCHKOTO IMOHE-
BOJICHHSI, & BCE CBOE CBIIOME KHUTTS 3ac00aMU MHUCTEL[TBA MYXHBO
YHHMB OMip LAapCHKOMY CBaBIILIIO, 30epiratoun cBoe piaHe. Bid cras
JUIS HACTYITHUX TIOKOJIIHb TTPHKJIQJI0M CTIMKOCTI, BUHAX1IJIUBOCTI,
BiIBaXXHOCT1 B OOpOTHOI 3a mpaBo YKpaiHU OyTH BiNBHOIO 1 KyJb-
TYPHO PO3BUHEHOIO AEPIKABOIO B €BPONEHCHKOMY CITiBTOBapHCTBI.

MacmTtad UBOTOpIYHHX KYJIBTYPHO-MUCTELIBKUX —iHILIaTHB,
npucBsiueHNx toBijero M.B. Jlucenka, 3acBiTYMB BeTMUE3HUH aBTOPH-
TET MUTIL B KOHCTPYIOBaHHI HalliOHAIBHOI icTopryHoi mam’siti. [lepe-
JyCIM CITi/l BIAMITUTH MOTYXHI aKLii, 1o BigOymucs y Mictax YKpaiHu
HaBecHi 2022 poky. Biiina He 3aBajuia apTHCTaM i OCBiTsSHaMm 22 Gepes-
H# 3 po3MaxoM BimzHauutu 180-i1 nens HapomxkeHHs: Mukonu Jlncenka.
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Hanpuknan, y JIbBOBI Ansi MpoBEAEHHS YpPOUUCTOCTEH OyIo
00paHo IEHTp MicTa MmpocTo HebOa. BUKOHAaHHS TBOPIB KOMIIO3UTO-
pa MpOBiIHUMH JIBBIBCBKUMH apTucTamH (mianicTu Okcana Parmita i
Mupocnas lparan, cniBauka Haramis J{uTiok 1 wonosiumii xop JIbBiB-
CbKOi (hinapMoHii) 3Moriia oYy TH MaKCHMaJbHa KiNBKICTh CITyXadiB
[12]. [IpoTsirom TH>KHS My3uKaHTH JIBBIBCBbKOI HalllOHANBHOI (inap-
MOHI{ B Pi3HUX KYJBTYPHHX JIOKALiSIX MiCTa OpPraHizoByBaJd KOHIEP-
TH 1 MalicTep-KJI1acH, NOMyIApU3yIoun TBopuicTs Mukonu JluceHka.

Harowmicts HanionanbHa onepa YkpaiHu Ha CBOil CTOpiHII
YouTube-kanany 3aiiicHuna 22 Oepe3Hs OpAMY TPaHCIALII0 KOH-
uepty-mapagony TBopiB M. JluceHka y BUKOHAHHI apTUCTIB Tea-
Tpy [1]. 3a 3amymom opraHizaTopiB nepen nokasom onepu “Haranka
[TontaBka” (pexucep-MOCTAaHOBHUK — HAPOAHHUN apTUCT YKpaiHH
A.A. CosoB’siHeHKO) Oyli0 pe3eHTOBaHO AOOIPKY apXiBHHX Bije-
03amKCciB HaWKpallMX BHKOHABCHKUX BEPCi HAaHHOMYJSPHIIINX
BOKaJIBHUX OMYCiB KoMmo3utopa. LllonpaBaa, ckopuctanucs Mox-
JUBICTIO MEPErisHYTH NPSIMHUHA edip JTUIIe MiBTHCAYI TJsIadiB.
IIMOBipHO, B yMOBAaX BOEHHOTO CTaHy Iy6Iika moTpebye Gimpm
CBIKHX 1 HeTpadapeTHHX pillleHb.

3okpema, moHan 10 Tucsu mepernaniB HaOpaB BiJCOPOIHK
BUKOHaHHA “MonuTBu 3a Ykpainy” Mukonu JluceHnka, 3anucanuii
y 3ami kaMepHOI Ta opraHHoi My3uku PiBHeHCBHKOI (hinmapmoHii 3a
YYacTIO apTHCTIB KOHIIEPTHOI yCTAHOBU Ta MY3HKAHTIB 3 PI3HHUX KYy-
TOYKiB YKpaiHu, AKi yepe3 BOEHHi Jii 3My1IeHi Oyiu eBaKyroBaTUCS
JI0 00JIaCHOTO LICHTPY Ha 3axoAi Kpainu [6]. [I[poHUKIKBO 1 BENTUYHO
JOyXOBHHH TiMH YKpaiHU BUKOHAB 3BEACHHUH XOp y CYNPOBOAI CHM-
(OHIUHOTrO OpKecTpy MiJ OPYHOI0 3acCiIy>KEHOrO [isda MHCTELTB
VYkpainu Onekcanapa Tapacenka (xopmelictep HanioHansHoi onepn).

INokazoBo, 110 xopoBwii TBip “boxxe Benukuid, eauHui’” Mukom
Jlucenka nHa Bipm Onekcanapa KOHUCBKOTO CTaB CHMBOJIOM €IHAHHS
MUCTELBKUX CHJI 1 BUPaKEHHSIM MaTpiOTHYHUX MOYYTTiB. Bin moyart-
Ky BiliHH i JOTeNep BiH JIyHA€ B Pi3HUX BUKOHABCHKHX 1HTEPIPETALisIX
Ta opMaTax: y KOHIEPTHHX 3a/aX 1 TeaTpax, HeHTPAIbHUX MICHKUX
TUIONIAX 1 IIEPKBAX, BIMCHKOBUX YaCTHHAX 1 OCBITHIX 3akiagax. Corri-
aJbHI MepeXi MepMaHEHTHO TMOTOBHIOIOThCS MpodeciiHuMu i ama-
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TOPCBKMMHU 3HOMKaMHU BHKOHaHHS “MonutBu”. BapTo Big3HauuTH,
10 10 JHS HApOMKEeHHS (QyHIaTopa yKpaiHCBKOI KOMIO3HUTOPCHKOL
LIKOJTU B IHTEPHET-MIPOCTOPI MPE3CHTOBAHO BiACOPOIMK MACIITaOHOI
mucTenbkoi akuii 2017 poky, opraHizoBaHoi XapKiBCbKUM HaIlOHAIb-
HUM yHiBepcuTeToM iM. B. Kapasina, xkomu BUKOHaHHS IyXOBHO-
ro TriMHy YKpaiHu 3i0pano peKkopAHy KiJIbKICTb CHiBaKiB — OJH3BKO
3000 yuacHukiB (nupurent Anapiit Cuporenko) [10].

BaxnuBo, 10 ronoc yKpaiHCbKUX BUKOHABLIB HE OMWHOKHIA.
“MonutBy 3a Ykpainy” JluceHka 3acmiBaji B Pi3HUX KyTOUKax
MJIaHETH, OpraHi3yBaBIlU TpaHAio3Hy (remmos-akiito 2022 poky.
Tak, nepea mouaTkoM BucTasu TBip M. JIucenka BUKOHaIH apTHCTH
Hyto-Hopkcekoi Metropolitan Opera [5]. Mysukantu BilicbkoBo-
noBiTpstHux cuyl CHIA Tako migTpUMand MHCTEbKY iHiLiaTH-
By [3]. ¥V Tanninui “MoautBy 3a Ykpainy” BukoHaB EcToHChKHI
HaIlIOHAJIBHUI Y0JIOBIuniA Xop [2], a B JIOHOHI OHUM 3 TPOBITHUX
aHTicbkX KaMepHuX xopiB Londinium Oyino BumyIieHO HOBHUI
3anuc [8]. Jlynas TBip y [onsmi i Kanazai, Himeuuuni it ABcpanii.
o Toro x cydacHi TeXHOJOT11 JO3BOMSIOTH CTBOPUTH OPUTiHANBHI
BIpTYyaJibHI Bepcii BUKOHAHHS TBOPY YKPaiHCBKOTO KOMIIO3MTOPA,
sIKi 00’€ IHYIOTH CITiBaKiB 3 Pi3HUX KpaiH i koHTuHeHTiB [4]. Tox
CBITOBA CIJIBHOTA 3 MEPUINX JHIB BiHU 4yepe3 3By4aHHs “Monut-
BU 3a YkpaiHy” Mukonu JluceHka 3akinKae rpoMajaChKiCTh JA0-
JYYUTHUCS OO pyXy OOpOTHOM 3a MUp, MATPUMYIOUH YKpPaiHLIB y
3aXHUCTi CBOET Jiep)KaBU Ta JEMOKPATUYHHUX LIHHOCTEH.

BezymoBHo, xopoBuii TBip Mukonu JInceHka BUHILIOB Ha EpLIAT
IUIaH MHCTENBKOro ¢ponty. Crenudika BOKaJIBHOrO Oararoroaoccs
Ta i/1eliHe HATIOBHEHHS TEKCTY NependavyBaHO BUKIMKAIN KOJIOCANb-
HUI pe30HaHC y cydacHOMY couiymi. BTiM, MM He oOMexuiIach Tpi-
ymbalibHa X0a MY3UKH LILOrOpiYHOro roBinspa. Teopu M. Jlucenka
YBIHIIIA IO KOHIIEPTHUX MPOrpaM MPOBiTHUX KOJIIEKTUBIB YKpaiHU Ta
3apyOixoks. 3okpama, ynepiue “Pozmyky” Jlncenka 1o cBoro KOHIEpT-
HOTo penepryapy nonaB BigeHcbkuii cuMQoHIYHHUI OPKECTP.

OnHak BITUYM3HSAHI KOJIEKTHUBH 38 POKH JACP)KABHOI HE3aJIekK-
HOCTI HEJOCTaTHBbO AOKJIAJalH 3YCHJIb IJis MOMyJspu3amii Hari-
OHaJIbHOT MY3WYHOI KJlacuku. ToMy Temep, B yMOBax BiHiCBKOBOI

— 157 —



Mucmeymeso i mumyi 6 uacu Kpu3z ma kamacmpog

arpecii, TOBOIUTHCS HAJONIYXXKyBaTH BCe, IO HE 3pOOHIIN paHille.
IOBineiHi KOHLEPTHI TpOrpamMu A03BOJISIOTH X04a O 4acTKOBO 3a-
MOBHUTH MHUCTELBKI Hillli BITYM3HIHOTO KYJIBTYPHOTO IPOCTOPY. Y
BOMY acIeKTi CNiJ 3raJiaTd BHCTYN Y HalllOHAJIBHIN ¢inapMoHii
VYKpaiHu 3 JTMCEHKIBCHhKOIO MmporpaMoro HarioHanbsHOro akagemiy-
HOTO AYXOBOTO OpKecTpy YKpainu (aupureHT — Mukona JluceHko,
MpanpaBHYK 1 Te3Ka BUAATHOTO KOMIIO3UTOPa) [9].

BapTo Bim3HAuUMTH, 10 Ba)KIMBOIO CKJIAJOBOIO yPOUUCTOC-
Tel Ha decTh JluceHka cTajna ix OnarojiiiHa mMera. Y KOHIEPTHI
MporpamMu yBillIIa MpakTHKa 300py KOIITiB Ha MOTpedu apmii abo
OUBITBHUX. Tak camMo CBOi TOHOpapH apTHCTH HANpPaBISIOTH IJIS
¢iHaHCOBOrO 3a0€3MEYCHHS IEPIIOYEPTOBUX 3aBllaHb BOEHHOI 200
couianbHoi chepu. Toxx TBopuicTs Mukonu JIrceHka ycmimHo KOH-
BEPTYEThCA y 30pOr0 YM OpOHIO, JOHAT YU TYMaHITapHy JAOTIOMOTY.

CkopucTaBIINCH IOBIIEHHOIO 1aTO0, TBOPYa MOJIOAb TaKOX
po3ropHyia cBoto JdiHito oboponu Bitumsuum. Hampuknan, Cry-
JIEHTCbKE HaykoBe TOBapucTBO IHcTuTyTy Mucrenrs PAIY no
IHs Hapo/pkeHHs JluceHKa Ha CBOiM KOPHMOpAaTWUBHINH CTOpPiHLI y
Facebook peaiizyBano HaykoBo-TBOpuuil mpoekT “Hebo Han Ykpa-
inoro: MBJI 180 na Bapti” [11]. [IpoekT crapTyBaB 22 Oepe3Hs i 3a
JIBa MiCsIll HAKOIMYUB Pi3HOKAaHPOBUI MPOAYKT, CTBOPEHUH 310-
OyBauaMH OCBITH y CIiBIpalLi 3 HaCTaBHUKaMHU. Mefia-KOHTEHT Ha-
TIOBHUBCS YUTAHHSM BipIIiB-IPUCBAT JIMCEHKY 1 BUKOHAHHSIM HOTO
TBOpIB, BiACOEKCKYpCisIMU Ta mpe3eHTauissMu. KoxHa poborta, sk
HaroJIOUTYBaJId YUYACHUKH MPOEKTY, MPOCAKHYTA BIAIYTTAM 1 po3y-
MiHHSIM BaJIMBOI MicCii: MOMyIspU3yBaTH HAL[IOHAIBHUH MHUCTEIb-
KU MOTeHIIIaI, 100 BiICTOATH CBOOOIY Ta IITICHICTh YKpaTHHU.

[octare M. JluceHka yoCOONIOE HE3JIAMHICTh YKPATHCHKOTO
IyXY 1 OCIiZOBHUM pyX Y po30yA0Bi HaLliOHAJIBHOTO KYJIETYPHO-MHC-
TEBKOro MPOCTOpPY SK MIAIPYHTS IepkaBHOI He3asexkHocTi. Cydac-
HE CYCIUIBCTBO, BIIAAIOUH [IaHY KOMIIO3UTOPY, IEMOHCTPYE TYXOBHY
OJM3BKICTh 3 HUM Ha HHBI TBOPYOT'O i IPOMaISHCBKOTO CITY KiHHSL.
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This year’s anniversary of Mykola Lysenko will go down in
the history of national culture as a contrapuntal line of the heroic re-
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sistance of the defenders of Ukraine to Russian military aggression.
A large-scale attack by an insidious enemy on February 24, 2022,
raised our compatriots to make a joint effort to fight back against
the enemy. The defense of Ukraine and protection of the national
interests of the state are held by soldiers and artists, politicians and
educators... Everyone has their own weapons, which in the condi-
tions of modern war are extremely important for victory.

This year’s commemoration of Lysenko anniversary should
be considered as an effective tool for the consolidation of Ukrainian
society and the international community. Thus, the 180th anniver-
sary of Mykola Vitaliyovych Lysenko became an impetus not only
to honor the great musician and patriot, but also to update his ideas
and creative achievements in the context of the dramatic present
situation. The figure of the luminary of the Ukrainian composition
school attracted the attention of artists and scientists, who “polished
new facets” of his talent and active civic position and presented
them to the modern generation.

Mykola Lysenko understood very well the criminal Russian-
imperial policy, which, of course, has not changed even now. In
a letter to Olga Franko (dated 30.II1, 1887), the artist wrote about
censorship oppression and official persecution [7, p. 171-172]. Of
course, Mykola Vitaliyovych did not passively observe all kinds
of manifestations of Russian enslavement, but throughout his con-
scious life he courageously resisted the tsar’s arbitrariness through
art, preserving the native culture. For future generations he became
an example of stability, ingenuity and courage in the struggle for the
right of Ukraine to be a free and culturally developed state in the
European community.

The scale of this year’s cultural and artistic initiatives dedi-
cated to the anniversary of M.V. Lysenko, testified to his enormous
authority in the national historical memory. In that regard we should
mention the powerful events that took place in multiple Ukrainian
cities in the spring of 2022. The war did not prevent artists and edu-
cators from grandly celebrating Mykola Lysenko’s 180th birthday
on March 22.
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For example, in Lviv, the open air city center was chosen
for the celebrations. The performance of the composer’s works by
leading Lviv artists (pianists Oksana Rapita and Myroslav Dragan,
singer Natalia Dytyuk and the men’s choir of the Lviv Philharmon-
ic) was heard by the maximum number of listeners [12]. During
the week, musicians of the Lviv National Philharmonic organized
concerts and master classes at various cultural locations of the city,
popularizing Mykola Lysenko’s works.

At the same time, on March 22nd, the National Opera of
Ukraine broadcast a live concert-marathon of M. Lysenko’s works
performed by different artists on its YouTube channel [1]. According
to the organizers’ plan, before the performance of “Natalka Poltavka”
opera (stage director — People’s Artist of Ukraine A.A. Solovyanen-
ko), a selection of the archival video recordings showing the best
performing versions of the composer’s most popular vocal opus was
presented. However, only half a thousand viewers took advantage
of the opportunity to watch the live broadcast. Possibly, in the state
of martial law, the public needs fresher and non-standard solutions.

For example, the video of Mykola Lysenko “Prayers for Ukraine’
performed and recorded in the Hall of Chamber and Organ Music of
the Rivne Philharmonic by artists from different parts of Ukraine who,
due to military operations, were forced to evacuate to Rivne, received
more than 10 thousand views [6]. Soulfully and majestically, the spir-
itual anthem of Ukraine was performed by a combined choir accom-
panied by a symphony orchestra under the direction of Honored Artist
of Ukraine Oleksandr Tarasenko (choirmaster of the National Opera).

It is significant that Mykola Lysenko’s choral work “God is
great, one and only” based on a poem by Oleksandr Konyskyi be-
came a symbol of the unity of artistic forces and an expression of
patriotic feelings. From the beginning of the war until now, it’s been
performed in various interpretations and formats-concert halls and
theaters, central city squares and churches, military units and edu-
cational institutions. Social networks are permanently replenished
with professional and amateur filming of the “Prayer”. It is worth
noting that on the occasion of the birthday of the founder of the

B
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Ukrainian School of Composers, a video clip of a large-scale artistic
event in 2017, organized by the Kharkiv National University named
after V. Karazin, when the performance of the spiritual anthem of
Ukraine gathered a record number of singers — about 3,000 partici-
pants (conductor Andriy Syrotenko) [10].

It is important that the voice of Ukrainian performers is not
alone. Lysenko’s “Prayer for Ukraine” was sung in different parts of
the planet, turning into a grandiose flash mob action in 2022. For ex-
ample, the New York Metropolitan Opera artists performed M. Ly-
senko’s piece at the beginning of their performance [5], Musicians of
the US Air Force also supported the artistic initiative [3]. In Tallinn,

“Prayer for Ukraine” was performed by the Estonian National Male
Choir [2], and in London, one of the leading English chamber choirs,
Londinium, released a new recording [8]. The piece was heard in
Poland and Canada, Germany and Australia. In addition, modern
technologies make it possible to create unique virtual versions of the
piece’s performance, which unite singers from different countries
and continents [4]. Therefore, from the first days of the war, the world
community through the performance of Mykola Lysenko’s “Prayer
for Ukraine” calls on the public to join the fight for peace supporting
Ukrainians in the defense of their state and democratic values.

Undoubtedly, Mykola Lysenko’s choral work came to the fore-
front of the artistic front. The specificity of the vocal polyphony and
the ideological content of the text predictably caused a colossal reso-
nance in modern society. However, the triumphal procession of the
music of this year’s jubilee was not limited to this. M. Lysenko’s works
were included in the concert programs of leading musical groups in
Ukraine and abroad. For example, the Vienna Symphony Orchestra
added Lysenko’s “Separation” to its concert repertoire for the first time.

Unfortunately, during the years of state independence, do-
mestic art groups did not make enough efforts to popularize nation-
al musical classics. Therefore, now, in the conditions of the military
aggression, we have to make up for everything that was not done be-
fore. Jubilee concert programs make it possible to at least partially
fill the artistic niches of the domestic cultural space. In this aspect,
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we should mention the performance at the National Philharmonic of
Ukraine with the Lysenko program of the National Academic Wind
Orchestra of Ukraine (conductor — Mykola Lysenko, great-great-
grandson and namesake of the famous composer) [9].

It is worth noting, that an important component of the Lysenko’s
celebration was its charitable purpose. Concerts were followed by col-
lecting monetary donations to support the army and civilians. Artists
also donated the proceeds to finance priority tasks in the military or so-
cial sphere. Therefore, Mykola Lysenko’s creativity is successfully con-
verted into weapons and armor, also donations and humanitarian aid.

In dedication to his birthday, creative youth also deployed
their line of defense of the Motherland. For example, the Student
Scientific Society of the Institute of Arts of RDSU implemented
the scientific and creative project “Sky over Ukraine: MVL 180 on
guard” on its Facebook page for Lysenko’s birthday [11] . The pro-
ject started on March 22 and in two months it accumulated a multi-
genre product created by students in cooperation with their mentors.
Media content was filled with readings of Lysenko’s dedication po-
ems and performances of his works, video tours and presentations.

The figure of M. Lysenko personifies the indestructibility of
the Ukrainian spirit and the consistent process of the national cul-
tural and artistic space development as a basis for state independ-
ence. Modern society, paying tribute to the composer, demonstrates
a spiritual closeness to him as an artist and a civic servant.
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Sk BimoMoO, 10 KOHCEPBATOpid yCchOro CBITY IIOPOKY BCTY-
MAKTh TUCAYI MIaHICTIB, SKi, HATICBHO, MPIIOTh CTATH TAKUMHU BH-
KOHaBLSIMH, YHi iME€Ha CTOSTh BEITUKUMH JiTepamMu Oijis yeioniB
HalBIAOMIIIKX 3BYKO3aMHUCYIOUMX CTYIiHd, COIicTaMu, IO TPaloTh
y CYIpOBOZi BCECBITHBO BiIOMHUX OPKECTPiB, My3UKaHTaMU, SKi
30aTHI “TpuMatd B pykax” moHax 20 KOHIEPTHUX MPOrpaM ycix
cTuiiB — Bix bapoko 10 choronenns. M apxex, My3ukaHTH 6adath
ceOe B 3aIIOBHEHOMY CllyXadyaMH KOHLEPTHOMY 3aii. My3uuHi HO-
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BUHH, JXypHajH, KiHemaTorpad 31e0iabIIoro mpe3eHTyoTh HaMm
MUTLS, SIKAH € YCHIIHNAM, Y KOTO KOHIIEPTH 3aBEPIIYIOTHCS OTLIEC-
KaMH i BUrykamu “0ic”. Yomy 3k 3i cTa BiJICOTKIB MiaHICTiB, AKi Oa-
JKAIOTh OyTH MOYYTUMU, MH 0a4MMO JIUIIE JABA BiJICOTKU CONICTIB,
SIK1 IOCATAIOTh Y CBOiN Kap’epi TaAKUX BHCOT?

Jns “mpodaniB” € ToToBa BIIMOBIAL — II€ 3aJICKUTh BiJl
cTyneHsa obnapyBanHs. Hemae cymMHiBY, 10 My3UYHUH TaJaHT BH-
pillye qoiro My3HKaHTa, ajle MOKJIMBICTH HOro peaiizamii B cyc-
MiJBCTBI MOB’sI3aHa 3 HU3KOK0 BUIIPOOYBaHb, PO SIKi HE MPUHHATO
3rafyBaTy Ha TISHLUEBUX CTOPiHKaX 4aCOIIUCIB.

VY KOXXHOro BHUKOHABISA B MeEpiof] Horo mpodeciiiHoro cra-
HOBJICHHSI BiJOYBAIOTHCS MCUXOJIOT4YHI 1 Pi3MYHI IpOLecH, PO AKi
3HA€ TUILKU BIH, HOr0 Meaaror 1 HaliOam»Kye KOoJIo JIIoaeH, — e 00-
poTe0a 3 “HeBIaYaMu’, 3pUBaMH, TipKUH JOCBiA, MpouecH, sKi 3a-
JUINAIOTHCS B 1AM sITi HIOM TpaBMa, 10 Mepeciaye BASHb 1 BHOYI.

[epmwmii, HaiiBigOMIIINK TpaBMaTHYHUN AOCBIA — XBHIIIO-
BaHHS i HEPBYBAaHHs Ha CLIEHI, SIKE 3aHYPIOE BHKOHABIISI B HOBY,
CHOYaTKy HEBiAOMY, PEaNbHICTh, IKa JOKOPIHHO BiAPi3HAETHCSA Bil
HOro MOBCAKAECHHOTO KUTTS, — e peajibHICTh, Jie ceple 0’eTbes 3
HEHMOBIPHOIO IIBUAKICTIO, @ PyKH HE MOXKYTh 3HalTH c00l MicIIs.
Hactynna mpoGnema, yepe3 Ky MpPOXOAUTH KOXKEH MiaHIiCT, € 3a-
OyBaHHSI MY3UYHOTO TEKCTY Ha CIIeHi — L1e BiIUyTTsl, KOJIH HiOM Bce
3HHKAE Mepe]] 04nMa, TyMKHU ITyTaloThes 1 HIOM HATUKAIOThCS Ha
MpipBY BiJICYTHOCTI OYAb-SKOTO JIOTIYHOTO 3B’513KY Y BUKOHABCHKO-
My Ipoleci, o BigOyBaeThes TYT 1 3apa3. Y Kjiaci maHict rpae, siK
HOMY 37a€ThCs, KOKHY HOTY BIIEBHEHO, Ha CIIEH1 ) HOBa peajbHICTh
KpaJe Bce i 1HOA1 He 3alHIlIae Maiike HiY0ro 3 HalpaboBaHOTO.

[cHytoTh miaHicTH, SAKi NPUHAHATN TaKWi TIpKUNA AOCBiA, HE
3aJIMIININA KOHUEPTHY AiSIBHICTD Yepe3 3BUYail TpaTH HamaMm siTh
1 IPOCTO BIOKPHJIM MIOMITP PO, MOCTaBUIM HOTH: MY3HKa BiJ
LBOTO0 HE TMOCTpa)KJana, a TOJIOBHE, HEe 3aryOMBCs BUKOHABEIb.
Came Takuii JOCBiZ Mae€, HAIPUKIAJ, YCECBITHBO BiIomMuil ¢paH-
ny3pkuil mianict Onekcangp Tapo (Alexandre Tharaud). [Ipo ue
BiH 3razye y cBoiil aBTobiorpadiuniii kuusi “IlokaxiTe Bami pyku”
(“Montrez-moi vos mains”).
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VYTiM NpUIYCTHMO, IO BHKOHABEIb MPOMIIOB 4epe3 CTpech
OCBITHBOT'O TPOILIECY, KOHKYPCHUX TEperoHiB. BiH BUXOAWTH y 3ai i
0aunTh Take: BiACYTHICTH CIIyXadiB, mpodeciiiHoi ayauTopii, Maiixe
TIOPOXKHIN 3a11 3 MyOJiKOIO, sIKa MPUHIILIA HE TIOCTYXaTH, a MOJISTHYTH,
MyOTiKOIO, SIKa IPOCTO CMUTH MiJl YaC BUKOHAHHS, UM 3aJI, y SIKOMY XO-
JIOZIHO, TEMHO, IIyMHO. JI0 TOro K — pOsiTb, SIKMIA JABHO BKE CBOE Bii-
rpas... Lle crae HOBUM BUKJIMKOM 151 IPO(eCiitHOr0 BUKOHABLIS, SIKU
HaueOTO MPOMIIIOB 1 MPUIHSAB MONepeHi cTpecH. Y BUTpUMAE Taki BU-
poOyBaHHS MOJIOAHH MiaHiCT i 3Moxke HWth Aaii? Tak, Onexkcanap Tapo
BUTpUMaB. ¥ Hioro Giorpadii 3raxyeTrces i Ipo Taki HAMIBIOPOXKHI 341U,
Jie T/ 9ac KOHLEPTY BUMHKANOCA CBITJIO (Yepe3 Tope3BicHI B YKpaiHi
“BisIJIOBI BiAKIIIOUEHHS ), IPO MYOJIiKY, sIKa HE 34aTHA 30CEPEANTHCS Ha
MY3HUII], SIKY JKaxaloTh OUIETH B Ty YaCTUHY 3aJIH, JI¢ He BUIHO PYK Iia-
HicTa, 00 *x BoHA( IMy0JIiKa) HIYOr0 HE MOOAYUTE.

Cnoragamu mpo Taki BUMPOOYBaHHsI CLEHOI0, MPOodeciHHUMH,
(bI3UYHUMY, TICUXOJIOTTYHUMH, (DiIHAHCOBUMH YHHHHKAMH HE TIPUIHS-
TO JUINTHCS 13 IIUPOKHUM 3arajioM, IpoTe BOHU € HEOOXiIHOIO CTami-
€10 CTAaHOBJICHHS TaJlaHTY, sIKa 3arapTOBYeE IMIaHICTa, siKa, MaOyTh, €
TJIATOIO 32 MOKJIMBICTH HECTH BJIACHE MUCTELTBO, IEpEBipsie JTI000B
JI0 TOTO, 1110 TH POOUIIL, 1 BUOIp 3aBXK/IH € 1 3aJTUIIAETHCS 32 KOXKHIM.,
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A MUSICIAN’S FIRST STEPS ON STAGE
AS A TRAUMATIC EXPERIENCE
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As you know, thousands of pianists enter the conservatory every
year which probably dream of becoming performers whose names will
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be in capital letters near the labels of the most famous recording firms,
soloists playing the players Accompanied by world-famous orchestras,
musicians who are able to “hold in hands” more than twenty concert
programs of all styles — from Baroque to the present. And musicians, of
course, see themselves in the concert hall packed with listeners. Musical
news, magazines, cinema mostly present to us an artist who is success-
ful with the concerts ended up with applause and “encore” exclamations.

Why from a hundred percent of pianists who want to be heard, we
see only two percent of soloists who reach such heights in their career?

For laymen, there is a ready answer — it depends on the de-
gree of giftedness. There is no doubt that musical talent decides the
fate of a musician, but the possibility of its realization in society is
connected with a series of tests, which are not usually mentioned on
the glossy pages of magazines.

Every performer undergoes psychological and physical pro-
cesses in the period of their professional formation, which are known
only to them, their teacher and the closest circle of people — this is the
struggle with “failures”, breakdowns, bitter experiences, processes
that remain in the memory like injuries, that haunt day and night.

The first, most well-known traumatic experience is excitement
and nervousness on stage, which plunges the performer into a new,
initially unknown reality that is fundamentally different from the
everyday life — a reality where the heart beats at an incredible speed,
and the hands cannot find their place. The next problem that every
pianist goes through is forgetting the musical text on stage — it is a
feeling when everything seems to disappear before the eyes, thoughts
are confused and as if they stumble into an abyss of absence of any
logical connection in the performance process that is happening here
and now. In the classroom, the pianist plays, as he thinks, every note
with confidence, but on the stage, the new reality steals everything
and sometimes leaves almost nothing of what they have learned.

There are pianists who accepted such a bitter experience, did
not give up the concert activity because of the habit of playing by
heart and simply opened the music stand to the piano, set the notes: the
music did not suffer from this, and most importantly, the performer
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was not lost. This is the experience of, for example, the world-famous
French pianist Alexandre Tharaud. He mentions this in his autobio-
graphical book “Show your hands” (“Montrez-moi vos mains”).

However, let’s assume that the performer, who has gone
through the stresses of the educational process, competitive races,
enters the hall and sees the following — the absence of listeners, pro-
fessional audience, an almost empty hall with the audience that came
not to listen, but to watch, the audience that simply sleeps during the
performance, or a hall where it is cold, dark, noisy. In addition, the
grand piano, which has long played its part... This becomes a new
challenge for a professional performer who seems to have passed
and accepted the previous stresses. Will the young pianist withstand
such tests and be able to move on? Yes, Alexandre Tharaud survived.
His biography also mentions such half-empty halls, where the lights
went out during the concert (due to the notorious “rolling blackouts”
in Ukraine), about the audience that is unable to concentrate on the
music, who are horrified by tickets to a part of the hall where the
hands of the pianist cannot be seen, because they won’t see anything.

Memories of such challenges on the stage, professional, phys-
ical, psychological, financial factors are not usually shared with the
general public, but they are a necessary step in the talent develop-
ment, which makes the pianist tough, which is, perhaps, a payment
for the opportunity to communicate one’s own art, tests love for
what what you do, and the choice is always up to everyone.

TI'puzop’esa loanna
BUKNIAOAYKA MY3UUHO-NEOPETNUYHUX OUCYUNITIH
Yepracwvxoi JJLIM imeni Banenmuna Tanaxa (Yepracu, Yrpaina)
ORCID — 0000-0002-3749-7060

JIOJMHA MOJO0JIAE BYb-SIKE 4K,
SIKILIO PO3YMIE HABIIIO

Kurwu4oBi cioBa: myzuuno-meampanvna kyriemypa Yxkpainu,
Yepracvkuti 001aCHUT AKA0eMIYHUL YKPATHCOKUT MY3UYHO-OpaAMA-
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muunuii meamp imeni T. I [lleguenxa; cyuacna eucmaga-konyepm,
YKpaincoKuii meamp y 4acu Kpusu, Mucmeymeo onopy.

VY xum3i Biktopa ®pankna “JlroguHa y momykax cency” €
TBEPIUKEHHS, SIKE BaXXKO 3alepeduTH, — ‘Jloduna nodonae 6y0b-
sKe AK, AKWO po3ymic Haegiwo”. Yrepile KHUTa BUUIIIA APYKOM
Oinpire Hixk 70 pokiB TOMYy, aje BUKJIAACHI TaM AYMKH H JOCi He
BTPAaTUIIU CBO€I aKTyaJIbHOCTI, JOOMaralo4y HOBUM IMOKOJIIHHSM
JIOJIATH KOKHOTO pa3y HOBI ‘“4x”, TOOTO Ti MpoOJIEMH, 1110 CTABUTH
JKUTTS Ha MEKY iICHYBaHHSL.

3a ocTaHHE AECATHPIYYS TBOPYHMH KOJEKTUB YepKachKOro
00JIACHOTO aKaJEeMIYHOTO YKPaiHCBKOTO MY3HYHO-IPaMaTHYHOTO
teatpy imeHi T. I llleB4yeHka HEOTHOPA30BO OMUHSIBCS B KPH30BUX
CUTYAIIisX, KOJIU MUTAHHS ‘5K dai npayrosamu?” BKpall 3arocTpro-
Bajiocsi. CriovyaTky crayiacs Mmoxesxa, NoTiM —KapaHTHH, Terep — Bi-
fiHa. BTiM y Oynp-siknx oOCTaBMHAaX JOMOMArajio YCBiJIOMJICHHS
CEHCYy TeaTpajbHOrO OyTTs, MAJIS YOTO CIPSMOBYIOTHCS 3yCHILISA.
Te came “nasiwo” Ang AISIBHOCTI TeaTpy 3aBKIU akTyalbHO. Ti,
XTO 3 Apyroi nonoBuHu XIX CTOMITTS 3am04aTKyBaB My3HYHO-Te-
aTpajibHe MHUCTETBO Ha UepKallnHi, BBa)KaJd CBOIM 3aBJaHHSIM
BUKJIMKATH iHTEepec MyOliKu 10 TeaTpanbHOro MucrenTsa. ['pyma
BUXOBAHIIB TPETHOI MalCTepHi MHCTelpKoro ob0’ennanHs “be-
pes3inp’ Ta yactuHa mpodeciinux aktopiB [pyroro KuiBckkoro
NEPEeCYBHOTO0 POOITHUYO-KOITOCITHOTO TEaTpy — 3aCHOBHUKU HU-
HIIIHBOTO YepKacbKoro Tearpy, 1o Bee CBil Biaik Big 1932 poky,
Oaumn TeaTp SK IPOMNOBIAHUKA CYCHUTBHUX 17IeH Ta HiHHOCTEH. 3a
Maiike CTOJIITHIO iCTOpilo TeaTp, MepeKUBILN HE OAHY CYMHY IO-
Jlit0, sika O MOTrJia CTaTH OCTAHHBOIO JUIS JIOJIi KOJCKTUBY, 3i0paB
Cy3ip’sd TaJaHOBHTHX OCOOMCTOCTEH, siKi 30araTuid KyJIbTypHE
JKUTTS MicTa, 3yMiJin cHOpMYBaTH XYAOKHIH CMaK y CIpPaBXKHIX
NOI[IHOBYBauiB MHUCTELTBAa Ta MPUBHUTHU JIOOOB TisiAadaM 1O Ha-
HioHanbHOI ApaMaTyprii. Baxko nmepeouinutu ponb YepkacbKoro
TeaTpy B PO3BUTKY MY3HUYHO-TEaTPaIbHOTO MUCTENTBA KpaiHH.

Maroun cnaBHy Tpajaulilo, TEMEpilIHE XyJOXKHE KepiBHU-
[TBO Tearpy 3MOIJI0O MOTHUBYBAaTH KOJIEKTUB Ha CTBOPCHHS iHIH-
BiyallbHUX TBOPYUX MPOEKTiB, aKTHUBI3yBaBIIN CEepeA iHIIOrO i
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KOHLIEPTHY IisJIbHICTh. 32 OCTaHHIN piK aKTOPH TPyHH HEOIHOpa-
30BO BJIAIITOBYBAJM ONaroiiiiHi TeaTpanbHi AIMCTBa, KOHLEPTHI
nporpamu. Hanpuknaz, 3a ydactio Jlyrancekoro teatpy Oyio mo-
CTaBJICHO “TparikoMmexito cyyacHocTi” “Xrto f?”, moeTnuHy BHCTa-
By “OcbMauka... BinpHuii”, Mro3uki s gireid “KoTuk, miBHUK i
JTUCcHYKa’, TAKOX MiATOTOBIEHO KOHLIEPTHY mporpamy “MOCTHN”,
conpHy nporpamy Cepris booposa “HUTKI”.

17 wepBus 2022 poky B apT-ykputti “PIONEER” BinOyBcs
TBOpuuMi Beuip aktopa Onexcanapa HoBauenka, sikuii, HAZUXHY B-
much KHUroo Biktopa @pankia, miarotysas nporpamy 3 11-tu
BIacHUX miceHpb mix Haszowo “CEHC”. Tyt #imutocs He mpo xa-
XIiTTS BiiiHH, a PO TE€ iICHYBaHHS, [0 SIKOTO BCi MParHyTh MOBEP-
HyTHUCs. Bipmii Ta micHi po3noBigaroTh PO MepeMOry KUTTS Haj
CMEpTIO, PO JIO0OB Ta CaMOTHICTh, PO PaNiCTh 1 BTOMY, IpO
BHYTpIIIHIO 0OpOTHOY i3 CBOIMHU BajgaMH, IPO TBOPYHMM MOLIYK
ta BTpaTu. CniB mix ritapy Onekcanapa HoBadenka y cynmpoBo-
i aHcaMONl0 MY3MKaHTiB (IBi ritapu, Queiita, BioJOHYeNb Ta
nepkycis) mig opyaoro aupureHta Onenu benkinoi, axa pobuna
apaH)XyBaHHS, IEPEKOHYBaB Cilyxada, [0 3aJ0BOJICHHs, MaiiHO
Ta I'POLIi He BHOCATH CEHC y JKUTTSI, HE BPATYIOTD BiJl BOPOXKHEU,
a HaJUXaTUME JKUTH JIMII 0COOMCTE MOKJIMKAHHSA, MICif, Ky KO-
JKeH 13 Hac Hece y CBOEMY XUTTI, 1 boxka Onaronats. CroskeTHUI
KOHTPAIYHKT 0 MY3HMYHO-TIOETUYHOI KOMIO3HIIi YTBOPIOIOTH
Tpu aktopu: Makcum PuxeBon (Iloet), Katepuna OmnelinikoBa
(Mysza), Ilerpo I'omy6uenko (Tinp). Y mpomy X ckiani, aje i3
CKOpPOYEHOIO MPOTrpaMoi0 BOHM HEOAHOPAa30BO MPOBOAUIMN Oiaro-
THI KOHIEPTH.

OTXe, y HUHIIIHIX pealifax TeaTp BOAaYae CEHC CBOIO iCHY-
BaHHs B Oe3mocepeHROMY 3BepHEHHI 10 myomiku. “IIpsma moa”
BUKOHABIIIB JIO3BOJISIE TIOAATH BaXKKi TOMIT )KUTTS KpaiHU TakK, 100
Ts1a4d 3p03yMiB iCTHHY, JOHECTH MECEIX CHOTOJCHHS, BiJKPUTH
HUIAX 7151 BUPILIEHHS Mpo0ieM, BPEITi-pellT, PO3BaXKUTH MyOi-
KY, CXBUJIIOBATH 1i, MOJapyBaTH NO3UTUBHI eMo1ii, 11100 30araTuTu
1 YKpPIUTH KOXKHOTO, XTO yBiiiZie 0 TeaTpalbHOl 3aIH.
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THOSE WHO HAVE A ‘WHY’ TO LIVE,
CAN BEAR WITH ALMOST ANY ‘HOW’
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In Viktor E. Frankl’s book “Man’s Search For Meaning” there
is a statement that is difficult to deny — “Those who have a ‘why’ to
live, can bear with almost any ‘how’”. The book was first published
more than seventy years ago, but the thoughts expressed in it still
haven’t lost their relevance, helping the new generations to bear all
new “hows”,  mean the problems that put life on the edge of existence.

Over the past decade, the creative team of the Cherkasy Re-
gional Academic Ukrainian Music and Drama Theater named after
T.H. Shevchenko repeatedly found itself in crisis situations, when the
question “how to continue working?”” was extremely aggravated. First
there was the fire, then the quarantine, now — the war. However, in any
circumstances, the awareness of the meaning of theatrical existing
helped them, and their efforts were directed at that. The same “why”
is always relevant for theater activity. Those who initiated musical and
theatrical art in Cherkasy region from the second half of the 19" cen-
tury considered it their task to arouse the public’s interest in theatrical
art. A group of pupils of the third workshop of the Berezil art associa-
tion and some of the professional actors from the Second Kyiv Mobile
Workers’ and Collective Farm Theater — the founders of the current
Cherkasy Theater, which dates back to 1932, — saw the theater as a
preacher of social ideas and values. Over its nearly century-long his-
tory, the theater, having experienced more than one sad event, which
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could be the last for the staff’s fate, gathered a constellation of talented
personalities who enriched the city cultural life, shaping the artistic
taste of true art connoisseurs and instilling the love of the audience for
national drama. It is difficult to overestimate the role of the Cherkasy
Theater in the development of music and theater art in our country.

Having a glorious tradition, the current artistic manage-

ment of the theater was able to motivate the team to create indi-
vidual creative projects, intensifying also concert activities. Over
the past year, the actors of the troupe have repeatedly organized
charitable theatrical events and concert programs. For example,
with the participation of the Luhansk Theater, there were staged a
“contemporary tragicomedy” “Who Am 1?7, a poetic performance
“Osmachka... Free”, a children’s musical “The Cat, the Cock and
the Fox™; a concert program “BRIDGES” and Serhii Bobrov’s solo
program “THREADS” were also prepared.

On June 17, 2022, the PIONEER art shelter hosted a crea-
tive evening of Oleksandr Novachenko. Being inspired by Viktor
Frankl’s book the actor prepared his own program of eleven songs
called “SENSE”. It was not about the horrors of war, but about the
existence that everyone wanted to return to. Poems and songs were
about the victory of life over death, about love and loneliness, joy
and fatigue, about the internal struggle with one’s defects, about
creative search and losses. Oleksandr Novachenko’s singing to the
guitar was accompanied by an ensemble of musicians (2 guitars,
a flute, a cello and percussion) conducted by Olena Belkina, who
made the arrangements. It convinced the listener that pleasure,
property and money wouldn’t bring meaning to life, would not save
from enmity. But only a personal vocation, a mission that each of
us carries in our life and the God’s grace would inspire us to live.
The plot counterpoint to the musical and poetic composition was
formed by three actors: Maxim Ryzhevol (Poet), Kateryna Oley-
nikova (Muse), Petro Golubchenko (Shadow). They repeatedly held
charity concerts with the same actors, but the program was shorter.

So, in the current realities, theater sees the meaning of its
existence in direct appeal to the public. The “direct speech” of the
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performers allows presenting difficult events in the country’s life
in such a way that the audience understands the truth, conveys the
message of the present, opens the way to solving problems, on the
whole, entertains the audience, excites them, gives positive emo-
tions to enrich and strengthen everyone who enters a theater hall.

bozamupvos Bonooumup Onexcanoposuu
sUKIA0aY Kaghedpu KOMROZUYIL ma THCMPYMEHMY8aHHS
Xapxiecbkoeo nayioHanbHo20 yHigepcumemy Mucmeymas
imeni I I1. Komnsapescwvroeo (Xapkie, YVkpaina)
e-mail izzbva@gmail.com
ORCID 0000-0001-6946-0636

KOHUEPTHO-TPOCBITHUIBKA JISAJIBHICTD
AHCAMBJIIO B YMOBAX BIVHH
(Ha mpuKJIaAi cTpyHHOro Tpio “Semplice”)

KurouoBi ci10Ba: konyepmmua OisivHicmy, KOAEKMUS, AHCAMOb.

BaxaHHs BUKOHYBaTH DPI3HOMaHITHI 3a KaHPOM 1 CTHJIEM
TBOPU Pa30M € MEPIIONPHYNHOI0 00’€JHAHHS MY3HKAHTIB y KO-
nexTuB. [lpu po3rnsni >kaHpiB akaJeMiuHOI MY3HKH HEMOXKIUBO
ITHOpYBaTH YMHHHK BIUTMBY 1HCTPYMEHTAJIBHUX CKJIaJiB Ha iX Te-
He3y. Hampuxkian, sxanp ¢opTeniaHHOrO Tpio OCTaTOYHO KPHCTa-
Ji3yBaBCs B €MOXY KJIACHIU3MY, O TOT'O MPOMHIIOBIIN €BONIOLIIO
B Pi3HOMaHITHUX ckinagax. OcKinbku aHcamOJeBa My3HUKa IMOBHOIO
MIpOI0 pealli3ye OfHY 3 HaWBaXIMBIIMX (QYHKIIH My3UKH — KO-
MYHIKaTUBHY, BiJl B3a€MOJii BHKOHAaBLIB YycepenuHi KOJIEKTUBY
(BHYTPILIHS KOMYHIKaLlis) 3aJIE)KUTH CTYHiHb PO3KPUTTS 3aAyMY 1
JOHECEHHs Horo 70 ciiyxadiB. [HTeprpeTalis B KOMyHiKaTUBHOMY
Mpoleci 3aJeKUTh BiJl TAKUX YMHHUKIB: COLIAJIBbHUM, ICUXOJOTIY-
HuH, ¢izionoriunuii. Ilepueniii KO)XHOTO y4yacHHKa BHOCSTH Bill-
MIHHOCTI B TPaKTyBaHHSI HOTHOT'O TEKCTY. SIKII0 Ha3BaHi YHHHUKHU
CTOCYIOThCS JIMIIIE 1HUBIIA, TO JIATH 3TOU OO 1HTEPIIPETAIlil-
HUX aCMeKTiB MPOCTille, HiXK Y BUMAAKY, KOJH BCTYNAIOTh Y CUITY
coliajbHI YUHHUKHU — 3aralbHOCOLIaNIbHI 3CYBH.

— 173 —



Mucmeymeso i mumyi 6 uacu Kpu3z ma kamacmpog

Jnisa yKpaiHCBKOIO CyCIHiJIbCTBa B OCTaHHE NECATHIITTS Ta-
KHMH 3araJIbHOCOIIaIbHUMU 3CyBaMu CTanu noii PeBomtortii rifn-
HOCTI, TiOpuIHOI POCIfChKO-yKpaiHChbKOl BiitHM Ha CXxopi i, BpemTi,
noBHoMaciuTabHoi BiitHM Pocii mpotu Ykpainu, posnouaroi 24 miro-
toro 2022 poky. MuUTIIi BiIIIOBIJaJI Ha MIEPIIi AB1 MOAIT O-Pi3HOMY:
BiJl 3HAXOMKEHHA 3ac00iB IXHBOI peasiCTUYHOI mepeaadi A0 Bigdy-
KEHOTO ITHOpPYBaHHS TOTO, IO BiAOyBa€ThCA 3 KOHLEHTPALIEIO HA
Cy0’€KTHBHHUX Ta iHAMBIIyaJbHUX Hauanax. Ajie MOBHOMacIuTaOHa
BiliHa cTajia 3arajJbHUM IOpPEeM yChOrO YKPaiHCHKOTO Hapody: He ic-
Hye ciM’1, sika 6 He mocTpaxkaana Bix i1 HacmiakiB. s ykpaiHCEKOTO
MUCTETBA BOEHHI MOAil, KpiM HETaTUBHUX ACHEKTiB, MU TaKOXK
MO3UTUBHUN BIUIMB (HACKIJIbKM BiliHA B3araji Mo)ke HeCTH Oomaii
II0Ch TIO3UTUBHE). Y CYCIILCTBA (i B HAC, 1 32 KOPIOHOM) BUPIC IT0-
MIUT Ha Bce MIUTOMO YKPaiHCBbKe: MOBY, TPaJULIHHY KyJIBTYpY, HAPO-
He Ta akajeMidyHe MHUCTenTBO. ToMy 3apa3 cy4acHHM KOJEKTHBaM,
K1 BUKOHYIOTh Pi3HOMAaHITHY YKpaiHCBbKY MY3HKY, JIerIie peaizy-
BaTH 33JyMH IIOJ0 KOHLEPTHHUX MporpaM. BogHouac BiifHa ckoBye
HOpMaJsibHe (PyHKIIOHYBaHHS KpaiHu, TOMY KOHLEPTHI YCTaHOBH Ta
oprasizauii 3My1IeHi ad0 MPU3YIHUHUTH CBOIO aKTHBHY JisUTBHICTB,
abo nepedopmaryBaTHCs A afanTaLii 10 CbOrOACHHSI.

Uum Oinplia oOpraHizailis, THM CKJAJHIINI MeXaHi3MH ii
¢yHkuionyBaHHs. B ymMoBax BiliHM NOAiIOHI MEXaHI3MU YHEMOX-
JUBJIIOIOTH ONIEpaTUBHE BUKOPUCTaHHS BCiX TXHIX eleMeHTiB. Llum
MOSICHIOIOTHCSI OCHOBHI TEHAEHLIT Yy cdepi KOHUEPTHOI JisIBbHOCTI
OCTaHHIX MICSIiB: 3aCTOCYBaHHS Majux abo cepenHix 3a po3Mi-
pamMu MOOINBHUX IHCTPYMEHTAJIBHUX CKJIaiB, ‘‘3aKpUTICTH’ KOH-
HEPTHUX 3aXOIiB 3 OOMEKEHOI KIBKICTIO ClyXadiB, OMopa Ha
OHJIAH-MepexXy. AKaJleMiuHe My3UKyBaHHS B [bOMY BUIAAKY 3a-
3Ha€ HaWOLIBIIMX TpaHchopMaliil yepes CBOI MPUPONY: KHUBE BU-
KOHaHHS MU TIIsI1auax € Maike He OCHOBHOIO ()OPMOIO iCHYBaHHS
BUKOHAaBCHKOI'0 MHCTENTBa. JMHaMiKy IIMX 3MiH 3allpONOHOBAHO
PO3IIISIHYTH Ha MPHUKJIali CTpyHHOTO Tpio “Semplice”.

Leii xapkiBcbKUi KoNeKTHB OyB KBiHTeTOM. Ha MOMEHT mto-
toro 2022 poky ckjian BUKOHaBLiB OyB Takum: Bomomumup bora-
TUPbOB — XYIOXHIH KEepIBHUK, apaHXyBaJbHUK, riTapuct; TeTsHa
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BoraruproBa — nompuctka; Kapuna Komomoens — ckpunanska; Co-
Hs Koran — anpructka; lnns Bopaados — Biononuenict. JlogaTkoBo
JUTsL TIPOBEICHHS KOHLEPTHHX IMPOrpaM 3alpollyBajiil JIEKTOPKY
Ioniny Kopmoscbky. KoHnenitisi koyiekTuBy Taka: “‘BrukoHaHHsS Ma-
JIOBiIOMUX TBOPIB y He3BMYHOMY 3ByudaHHi”. [i peanizanuis 3a6e3me-
yyBajacs, Mo-nepiue, CaMuM TeMOpaIbHUM HOETHAHHAM HapOAHUX
LIMIKOBHUX iHCTPYMEHTIB (IOMpH, TiTapH) i3 KITACHYHUM CMHYKOBUM
TPio (CKpHUIIKa, allbT, BIOJIOHYENb) i3 BapiaTUBHICTIO iX 3aCTOCYBaH-
HSI; TIO-ApYTe, MOCTIHHUM IMOIIYKOM Ta apaH)KyBaHHSIM MOXIUBHX
TBOPIB IJIsl IIbOTO CKJIaay; TMO-TPETE, BIAMIHHICTIO y mpodeciii-
Hill MiATOTOBII YYaCHUKIB (Ba aMaTOpH, CTYJEHTH 1 BUITYCKHUKH
My3nuHux 3BO), mo, 3 ogHOro OOKY, YCKIagHIOE perneTHLiHHUI
MpoIiec, ajie, 3 Apyroro, Hala€ MPOCTIp ISl EKCIIEPUMEHTIB uepe3
BiJICYTHICTh yCTaJ€HNX BUKOHABCHKHUX MICHXOJIOTTYHUX MMATEPHIB.

HazBa konexkTuBy 3akpinmiacs BUIAJKOBO: MEped MEPIINM
KOHLEPTOM YYaCHHKH HE MOIJIM IIHTH 3rOI, OCKIJIbKM Ha TOH
MOMEHT KOHILeNist Oyna chopMoBaHa He N0 KiHIA. 3apagu >KapTy
posrasiaanacs Bepceis “Ilpocto kBinteT”. B. borarupsosum 0Oyo 3a-
MIPOTMIOHOBAHO BUKOPHCTATH LI HA3BY IS MEPLIOr0 KOHLEPTY, aje
nepekiacTy ii itamilicekoro — “Semplice quintet”. Ilicns Bry4yHOrO
adopu3My IOAPYTH KOJIEKTHBY, BoKallicTku A. bonaapenko: “IIpocto
MY3HKaHTH, 1[0 IPOCTO 30MParOThCS 1 TParoTh MPOCTY, a iHOMI — He
Iy’Ke MPOCTY MY3HUKY, TOMY IO AJISl HUX L€ MPOCTO HEOOXimHO”, —
KU OyJ0 MOBTOPEHO Ha CaMOMY KOHLEPTi, Ha3By BUPILIEHO OyI0
3aJIMILIUTH, 10 OCTaTOYHO c(hOPMYBaJIO KOHLETLIIO KOJICKTHBY.

KpiM mepeniueHux BUIIE MO3UTHUBHUX aCIEKTIB, Bi3HAYH-
MO, IO IHCTPYMEHTAJIbHUH cKilag OyB MOOUIBHHUM Y MepecyBaHHI
1 He 3ayexaB Big amaparypu. Lle BiIKpuBajIo MHUPOKi MOXKIUBOCTI
npu opraHizauii koHUepTiB. JlokawisiMu 1Sl BUCTYIY CTaBaJld HE
TiJIBKY CTaHJApTHI KOHIEPTHI 3a1u (Ha KIITAIT (isapMoHii), a e
i ycTaHOBH, JJIs1 TOTO MEHII IpU3HAueHi: My3ei, ranepei, HaByaib-
Hi 3aknanu. KoHuepTHHI peniepTyap MICTHB TBOPH Bia 6apoko 10
cyuacHocti. [IpoTe TsKiHHS 10 yKpaiHCBKOI Tpaduiii He OyIo, Xo-
Yya yKpalHChKi aBTOpH B Iporpamax npucyTHi. Lle mosicHioBanocs
O1JIBIIOI0 aKaJIEeMIUYHOIO CIPSIMOBAHICTIO KOJIEKTHBY.
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Bix tpaBHs 2022 poKy KOJEKTHUB 3MiHHB CBill CKJIa] 1 KOHLETI-
uito. KBiHTET nepeTBopuBCs Ha TPio, OcKiibkH yepes BoeHHi 1ii K. Ko-
nomoens 1 C. Koran Oynu BUMYIIEHI 3aUIINTH ancaMmOib. Ha xButi
NaTpPiOTUYHOTO MiAHOMY BUpIlIEHO OYyJ0 3BEpHYTHCS A0 TpamuLii
YKpaiHCBKOTO TPOICTOro My3uKyBaHHs. Lle MOB’s13aHO He CTiNbKHU 3
KUTBKICTIO BUKOHABIIB, CKIJIbKH 3 (DYHKLISIMH, SIKi BUKOHYBaB MO~
OHMI1 KOJIEKTHB: 3a0€3MeUeHHsT My3UYHOT'0 KHUTTS CYCIJILCTBA, 3aTy-
YeHHsI oro 10 KyJIBTYPH, IPONAaryBaHHs TPaAULiHO YKpaiHCHKOTO.

[ HOBOTO CKMamy MigOMPaEeTheA iHIIA Iporpama, sika Crupa-
€THCS Ha YKPATHCHKY HAPOIHY (TIEPEeBayKHO BOKAJIBHY), OMYJISPHY Ta
KIJIACHYHY MY3HKY, X0Ua JI0 TPOrpaMu BKITIOUAIOTHCSI i TBOPH €BPOIIeH-
chKHX aBTOpiB. Cepesr KOMIO3UTOpIB 10 Teperniky Bxonsts U. C. bax,
B. A. Mouaprt, E. Cari, 1. lllamo, . Crenouii, M. BepOunbkuii,
B. Bepmenuy, B. IBactok Tomo. Taka mporpama npe3eHTye yKpaiHChKe
MY3WYHE MUCTELITBO SIK CKJIaJ0BY YaCTHHY 3arajbHOEBPOIEHCHKOTO.

PazoM i3 mporpamoro 3MIHKOETHCS 1 30BHIIIHUN BHIJIIAT
YYacHUKIB: BiOyBaeTbCs mepexif BiJ CyBOPO aKaJeMiuHHU 4oOp-
HUX KOCTIOMIB JJO aBTEHTUYHUX BUIIMBAHOK 1 CYKOHb Y TTOE€JHAHHI
13 cCy4acHUMU JDKMHCAMU U KefgaMu. Ajte, IONpY BCi 3MiHH, Ha3BY
KOJIEKTUBY BHpIIIEHO 3aJUIINTH, 00 BOHA MPOJOBXKYBaJa BigoOpa-
JKaTH HOro OCHOBHY KOHLIETIIiIO.

IacTpymenTanbHuii cknan Tpio “Semplice” — mompa, ritapa, Bi-
OJIOHYENTb — Ma€ CBOI HeAOMIKK. J[0 HUX HajeXaTh: BiACYTHICTH ‘3BY-
KOBOro oOpa3y” aHcamOIIO B Iisinada, JAesdki oOMexeHHS y BHOOpi
periepTyapy, noTpeda y BUCOKIi 371aroKeHOCTI BUKOHABIIIB, HEOOXi/T-
HICTB CLIEH KaMEpHOI CIIPSAMOBAHOCTI Yepe3 HEBENUKY T'YUHICTb. AJe
B YMOBAaX POCIHCBKO-YKPaiHCHKOI BifHH HENOMIKHA TaKOrO KOJEKTUBY
CTalOTh TepeBaraMu. 1pH CTPYHHHX IHCTPYMEHTH BHCOKOTO, CEepes-
HBOTO Ta HU3bKOT'O PETICTPY 13 Pi3HOIO MPHPOIIOI0 3ByKOBUI00YBaHHS
3a0e3MeuyI0Th OUTBIIICTE MY3UYHHUX TOTPEO 1 CIIOHYKAIOTH JI0 eKcIIe-
puMeHTiB. Tpoe BUKOHABLIB 3 MPOQECIIHOI0 OCBITOIO IIBHUALIE PO3Y-
YYIOTh PEnepTyap i BUOYJIOBYIOTh IHTEPIPETAILit0. 3aBISKH JISTKOCTI B
TPaHCIOPTYBaHHI IHCTPYMEHTIB 1 HEBEJIMKIH KiIIBKOCTI YYaCHUKIB (TpU
MY3UKaHTH 1 BeAy4a) KOJIEKTHB MOOIIBHO NePECyBAETHCS PI3HOMAHIT-
HUMH KOHLIEPTHUMH MaiiJaHYMKaMH, BAKOPUCTOBYIOUH OCOOMCTHIH Ta
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rpomMaacekuii TpancnopT. KpiM 1poro, He noTpedye 3HAYHOTO MPOCTO-
Py PO3MIILIEHHS, a IPU JIOTPUMAaHHI YMOB Oe3NeKH HaiOiIbII Po3Mo-
BCEOIPKEHHMH JIOKALIiSIMHU JJ151 KOHLIEPTIB € HEBEJTUK] MPUMIIICHHSI.

OTtxe, y cepnni 2022 poky ancambnp “Semplice” y cknani
B. BoratuproBa (ritapa), T. BoratuproBoi (mompa), I. bopnadosa (Bi-
onoHuens) Ta 1. BopnadoBoi (Begyua-nexkTop) mpsMye y Typ MicTaMu
[IpaBoOepexnoi Ykpainu. [yst konueptiB Oyio oOpaHo My3ei, rae-
pei, apT-cxoBHUIIIA, HEBENNKI KOHIEPTHI Maii IaHYMKH Ta 32711 ACB ITH
micT: KponuBauubkoro, Binnumi, XmenpsHUIBKOro, TepHOmoms,
JIrBoBa, IBaHo-®DpankiBcbka, Komomwui, Kam’suis-Iloginbcekoro,
Onexcanapii. Taka reorpadist HOSCHIOETHCS MPOXOAKEHHAM LIUMHU
MICTaMH BEJIMKHX aBTOMOOUTBHUX Tpac, 0 3a0e3Meynino UIBHIKE
nepecyBaHHsI MiXk HUMH ocobucTumM aBTo. PiHaHCcOBe 3a0e3neyeH-
HS TYpY JIrajo Ha CaMHMX YYacHHUKIB aHCaMOJI0, 3 YACTKOBHM IIO-
MOBHEHHIM BiJl KACH KOHIIEPTIB (YaCTHHA 310paHMX KOLITIB HIl1a Ha
najpHe, YacTuHa 30upanacs nis nepenaui 3CY).

3arnaHoBaHUX KOHLIEPTIB OyJ0 10 — 1o oqHOMY Ha KOKHE MICTO,
3a BUHSATKOM ABOX y JIbBOBI, — SIKi XpOHOJIOTTYHO OOMEKYBAJIHCS IBO-
Ma TIDKHSIMH TlepeOyBaHHS B 10po3i. AJie BXKe IiJ] 4ac Typy B ASSIKHX
MiCTaxX HaJIXOAWJIH 3alIPOLIEHH;I HA TIOBTOPHE BUKOHAHHS KOHIIEPTHOI
nporpamu. 3okpema, y mictax Konomus ta Binauis Gyino 3irpaHo mo
IBa KoHuepTH, y KponuBHuupkomy — Tpu. KoHuepTHa mporpama Ba-
piroBaja 3aJe)HO BiJ MiCLs MPOBEACHHS: Y MUCTELBKIX yCTaHOBaX
OIopa Ha akaJIeMiYHUH penepTyap, y 3araJlbHOrpOMaJIChKUX — Ha Ha-
ponHuii Ta ectpaanuil. Kpim BnacHe My3u4HOi YacTHHH, TS24 Ma-
JIM 3MOT'Y 3aTTHOUTHCS B ICTOPUYHUI KOHTEKCT, TOB’I3aHUM 3 TBOPOM,
SIKMH 320€3MeuyBaBcsl CIOBECHOIO YaCTUHOIO JISKTOpa. Y TakKuil cIo-
ci0 peanizoByBaBCs MPOCBITHUIIBKUIN aCTIEKT AisTTBHOCTI KOJIEKTHBY.

3arajoM Typ TpHBaB MPOTATOM YCHOTO CEpHHs: Bix 4 110
29 uymcna. OcTaHHIM MyHKTOM NpHU3HaYeHHs Oyno oOpaHO MICTO
XapkiB, OCKIJIBKM B CaKpajJbHOMY CEHCI BOHO CHPUUMAETHCA SIK
MiCIle HapOI>KEHHS KOJIEKTUBY. Y HbOMY IPOBEICHO JBI KOHLEPT-
HUX IIPOrpaMu B MOBHOMY 00cs3i, 6e3 BapitoBaHHSI.

[linbuBaroun miAcyMKH, 3a3Ha4UMO, 110 Tpio “Semplice” i
HOro KOHIEPTHO-IPOCBITHULIBKA [isNIBHICTh XapaKTepU3YIOTh
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TEHACHLIi ChOTOAEHHOI YKPaiHCBKOi KOHLEPTHOI IisUIBHOCTI B
yMmoBax BiitHu. Cepen HUX CIiJ IepepaxyBaTu HasBHICTh pi3HOMa-
HITHOI IIPOrpaMu 3 OMOPOI0 Ha YKPaiHCBKY MY3HKY, perepTyapHy
1 TPaHCIOPTHY MOOIBHICTh KOJNEKTHUBY, MiHIMAJIBHICTh BUMOT Ta
(iHAHCOBHUX BUTPAT, JOCTYIHICTH 10 PO3MNOBCIOIKEHHS.

Volodymyr Bohatyrov
Lecturer at the Department of Composition and Instrumentation,
1. P. Kotlyarevsky Kharkiv National University of Arts
e-mail izzbva@gmail.com
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CONCERT-EDUCATIONAL ACTIVITY
OF AN ENSEMBLE IN WAR
(the case of string trio “Semplice”)

Key words: concert activity, collective, ensemble

A desire to perform music different in style or genre is the basic
reason for musicians to join into an ensemble. If we look at genres of
academic music it is obvious that one cannot ignore the influence of
different ensemble types on the genesis of these genres. For instance,
the genre of piano trio was shaped during the Classical era after it
had changed its composition. Since ensemble music fully implements
the main function of music, a communicative one, the interaction of
musicians inside the ensemble (inner communication) influences the
degree to which the idea of a work can be represented and conveyed
to listeners. Interpretation in the communicative process depends on
three main factors: social, psychological, physiological. Individual
perception of the score makes its interpretation different. If these fac-
tors influence only one musician, it is much easier to have an agreed
interpretation than in the case when social changes go into effect.

There have been numerous general social shifts in Ukrainian so-
ciety in recent years, such as Revolution of Dignity, hybrid Russian war
in the East of Ukraine, full-scale Russian invasion of 24" February 2022.
The artists had different responses to the first two: some found the way to
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portray them realistically, while others ignored the events concentrating

on their inner world, individuality. But the full-scale war became a collec-
tive tragedy of Ukrainian people as there is not a single family in Ukraine

which has not suffered from its consequences. Apart from obvious nega-
tive aspects for Ukrainian arts, these events had a positive impact as well

(to a degree that war can bring anything positive). Both in Ukraine and

abroad the has been an increased demand in everything Ukrainian: lan-
guage, traditional culture, folk and academic arts. But at the same time

the war hurdles normal functioning of the art, therefore concert halls are

forced either to stop their work or to adapt to a new reality.

The bigger organization, the more difficult are the mechanisms
of its functioning. This explains the most general tendencies in the
sphere of concert life during the last months, such as: usage of relative-
ly small ensembles, which are flexible in their essence; invitation-only
concerts for a limited audience; strong reliance on internet technologies.

Academic music has undergone serious changes due to its na-
ture: live performance in front of the audience is almost the main
form of the performing art. Dynamics of these changes can be
traced on the example of string trio “Semplice”.

This Kharkiv ensemble used to be a quintet. In February 2022
it consisted of Volodymyr Bohatyrov, creative director, arranger,
guitar; Tetiana Bohatyrova, domra; Karina Kolomoyets, violin;
Sonya Kogan, viola; Illia Bordachov, cello. Additionally, Polina
Kordovska was employed to present the concert programme. The
idea behind the ensemble is “Performance of little-known works in
an unusual manner”. It was possible due to the timbral joining of
plucked instruments such as guitar and domra with a classical string
trio (violin, viola, cello); the constant search of new works and crea-
tion of different arrangements; differences in professional education
of the musicians (two amateurs, students and graduates of higher
music education establishments, which, on the one hand, compli-
cates the rehearsal process and gives space for experiments because
of the absence of pre-defined performance psychological patterns.

The name of the ensemble was coined accidentally as even
before the first concert it had not been established yet. As a joke,
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someone suggested the name “Simply quintet” (“Prosto quintet”).
V. Bohatyrov suggested translating it into Italian. After a singer
A. Bondarenko, a friend of the ensemble, had said the following
words: “They are simply musicians who just come together and play
simple and sometimes not simple music, because they need it badly”
(which were repeated at the concert), the musicians decided to keep
the name and that contributed to making up the whole concept of the
ensemble.

In addition to positive aspects listed above, the members of
the ensemble were quite mobile and did not dependent on sound
equipment. This opened new possibilities for organizing concerts.
The venues where the ensemble performed included both quite
expected ones (philharmonic) as well as the establishments which
were not designed for playing music: museums, galleries, educa-
tional establishments. The repertoire included works from the Ba-
roque era to modernity. At the same time, the Ukrainian repertoire
was only sporadically included, without being in the spotlight.

In May 2022 the ensemble changed both its structure and
conception. The quintet became a trio since the war forced K. Ko-
lomoyets and S. Kogan to leave Ukraine. Driven by the patriotic
sentiment, the musicians decided to turn to the Ukrainian tradition
of a three-performer-ensemble. This was done not only because the
number of performers decreased, but also because such ensembles
performed important functions: to provide the society with music,
bring culture to it, popularize Ukrainian art.

The new ensemble chose a different repertoire which included
Ukrainian folk (chiefly vocal), popular and classical music, although the
works by European composers were also included. Among the compos-
ers whose works were performed are J. S. Bach, W. A. Mozart, E. Satie,
L. Shamo, Ya. Stepovyi, M. Verbytskyi, V. Vermenych, V. Ivasiuk etc.
This program represents Ukrainian music as part of the European one.

The appearance of the musicians changes along with the rep-
ertoire, so: from formal suits they moved to authentic shirts paired
with jeans and sneakers. But despite this, they decided not to change
the name since it still reflected the main idea of the ensemble.
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From the instrumental standpoint “Semplice” (domra, guitar,
cello) has its drawbacks. They include lack of the “sound image” of
the ensemble, some limitations of the repertoire choice, need of the
performers to be well coordinated, inability to perform at large con-
cert halls due to lack of sound force. But the Russian invasion turned
these flaws into advantages. Three string instruments with different
nature of the sound, of high, middle and low register cover most musi-
cal needs and call for experiments. Three professionally trained musi-
cians can learn new works faster as well as create their interpretation.
Since there are only three musicians and a concert presenter, and the
instruments are quite easy to transport, the ensemble can move from
one concert venue to another, using private and public transport. In
addition, it does not need a lot of space to be seated, which is an
extremely important thing given that usually concerts take place in
relatively small locations due to safety concerns.

As aresult, in August 2022 “Semplice” (V. Bohatyrov, guitar,
T. Bohatyrova, domra, 1. Bordachov, cello and 1. Bordachova, pre-
senter and lecturer) went on tour around cities of the Right-Bank
Ukraine. The concerts took place in museums, galleries, art-shelters
and small concert venues of nine cities: Kropyvnytsky, Vinnytsa,
Khmelnytsky, Ternopil, Lviv, Ivano-Frankivsk, Kolomyia, Kamy-
anets-Podilsky, Oleksandriya. This choice was influenced by the
location of these cities on large motorways, as it was convenient to
move between them in a private car. The tour was financed by the
members of the ensemble themselves, as well as partial coverage
from the concerts (a part of the money raised was used to cover fuel
costs, a part was donated to AFU).

The tour was planned to include 10 concerts, one in each city
and two in Lviv, in two weeks. But as the tour started, changes were
made since in some cities there were requests to play again. In Kolo-
myia and Vinnytsa there were two concerts, in Kropyvnytskyi there
were three of them. The program of the concerts was flexible and
depended on the place of the concert as in artistic establishments
the ensemble focused on the academic repertoire, while in public
places folk and popular music prevailed. Apart from music, the au-
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dience could go deep in the historical context of the works thanks to
the lecturer. Here the ensemble performed its educational function.

The tour lasted for the whole August; from 4" till 29", The final
destination was Kharkiv as in sacral sense it is a birthplace of the ensem-
ble. They gave two concerts in Kharkiv without changes in the program.

We can conclude that trio “Semplice” and its concert-edu-
cational activity characterises tendencies of the current Ukrainian
concert performance during the war. These include diverse pro-
gramme focused on Ukrainian music, flexibility of repertoire and
logistics, reduction of requirements and financial expenses to mini-
mum, openness to online distribution and promotion.
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CIIEHU®IKA IOEAHAHHSA PYXY, MY3UKNH,
IUVIACTHUKMU JISUIBKH 31 CJIOBOM AKTOPOM
TEATPY JAJbOK

KurouoBi cioBa: akmop-nanvkap, incmpymenm-naneka, “uy-
00 odicusnenns’”, cneyughixa Mo, NAACMUKA JANbKY, PUMM PYXY.

Uwu noTpibOHi mij yac BiifHU SKiCh MUCTEIIBKI aKIlii, oii, Ta i
B3araji — 4u noTpioHo BuuTH i BuntHCcs MuctenTBy? TAK! Bo xoH-
LepTH, TeaTpasibHi BUCTABU TOIIO 3aCBiIYYIOTh, IO MU €, 3aCBiJ-
4yr0Th Hame OyTTs. Lle Ham MUcTenbKkuid cripoTuB, omip. Le Ham
MUCTELUBKHI HACTYT, BiH JEMOHCTPYE OyXOBHE 3[0POB’SI Ta CHILY
Hamii. be3 kynerypu Hemae Hamii. Kynerypa — 11e meMeHT, KU
TpuMae Hauiro. Kynsrypa 00’eqHye Hac, 03BOJISIE€ MPOTUCTOATH SIK
BUINIPOOYBaHHSM BiffHH, Tak 1 BUIIPOOYBaHHAM MOpajli Ta €IHOC-
Ti cycmisnberBa. ChOrofHi Tpeda rOBOPUTH MPO MiAHATTS MIIAHKU
KyJnbTypHOro mponykty. Tomy Tpeba BigOupaTH izmei, cipoMoxHi
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3poOUTH MPOAYKT, IKUH Oylle IOKa3aHo B Pi3HUX MicTax YKpaiHW,
10 MOKe OyTH eKCIIOPTOBaHUM Oyb-I€ y CBITI.

TearpanpHa MIKOJIAa TIOBUHHA OCHACTHTU AKTOPA BiAIOBIIHU-
MU 3HAHHSMH 1 BMIHHAMH. JIUCIIUTUTIHA CIIEHIYHOI MOBH IOJIATAE Y
TpPEeHYBaHHi TOJIOCOBOTO anapary, poOoTi HaJ yIOCKOHAJIEHHSIM JHK-
1ii Ta apTUKYJSALI], PO3BUTKY MPaBUIBHOTO JuXaHHs. L{poro migxom
JOCTaTHBO ISl apTHUCTIB ApaMaTuyHoro Teatpy. CTOCOBHO X mi-
TOTOBKH JISITBKOBO/IB 3a3HAUMMO, IO 3aBIaHHS, SKi CTOATH Mepex
HUMHU, Habararo ckiaHinn. Crerudika MUCTEITBA TEATPY JISITHOK Y
TOMY, IO aKTOP-TISUIBKAp Ma€ BXKE TOTOBHM IHCTPYMEHT — JISLTBKY. Y
MIPOIIECi pENeTULlill BiIOyBAEThCS “UyJI0 OKUBIICHHS : 3HAXOMATHCS
MJIaCTHYHI MOKJIMBOCTI JISUTBKM Ta ii BIacHuil, TpaHcdopmoBaHuit
ronoc. ICTOTHOIO BIIMIHHICTIO CLIEHMOBH B TeaTpi JISUIbOK € HeoO-
XIJHICTD 3MHUTTS MOBH aKTOpa i3 30BHIIIHIM 00pa3oM JISIBKOBOTO
MEpPCOHaXka, Tak 3BaHe “TIOTPAIUITHHSA B JIANBKY, MacKy . Lle onna 3
HaBa)KJIMBIIIMX CKJIAZAOBUX MOBHO-TOJOCOBOI mMpodeciiHoi Maii-
CTEPHOCTI aKTOpa-IsbKaps. AKTOp 3 JISUIBKOIO (PaKTHYHO HIKOJIU
HE TOBOPUTH “cBOiM rojocom”. 1106 opraHiuyHO iCHYBaTH B JISIbLI,
nependavaeThes ToI0coBa TpaHc(opMallis — KOJKHa JISJIbKa BUMarae
0c00IMBOr0, iHANBIAyaIbHOTO, MPUTAMAHHOTO TUIBKH il 3a0apBieH-
Hs1. 3BYKOBa MajiTpa BUCTAaBU B JISJIBKOBOMY TE€aTpi Ma€ psif CIICLHU-
¢biuyHMX BiIMiHHOCTEH, SIKi He MOXKHa irHopyBaTH. IIpu miarorosii
apTUCTIB JISTBKOBOTO Tearpy HEOOXiAHO MPUIINATH yBary He Tilb-
KM 3BHYAITHIH CIICHIYHIM MOBI, aJie 1 TAKOMY BaXKJIUBOMY JUJIS I[bOT'O
YKaHPY MUCTEUTBY 3ByKoiMiTawii. Tpeba mam’aTaTu Ipo MOKIIHBICTh
03ByUYyBaHHS B Of[HI¥ BHCTaBi JIEKUILKOX MEPCOHAKIB, 1[0 TOBOPUTH
po 3aTpe0yBaHiCTh HABMYOK MOBHO-TOJIOCOBOI TpaHCc(opMalii.

[pyre BaxxnuBe 3aBIaHHS JIAJIbKAps — TOMOT'THCS 371aroKe-
HOi poOOTH MOBHOTO amapary i pyXy pyK, sKi KepyIOTb JISJIBKOIO.
Bo cnoBo nmpoxonuTe yepe3 pyKy i KokHa (paza JArae Ha TOH YU
IHIIMH PYX JSUIBKH — LE CEKPET aKTOPChKOI MailCTepHOCTI JIsIbKa-
ps. O3ByUyIOUH JISIBKY, AKY BEE CaM, aKTOP MPOXOJUTH BECh LIAX
BUPOILIYBaHHS poii-o0pasa, 3 yciMa KOMIOHEHTaMH, BKIIOYAIOUU
nJacTU4He 1 MoBHe “‘oxuBieHHs . Tpeba 3HaTH XOAY Ta OCHOBHUI
PUTM PYXY JISJIBKH, IEPEBIPUTH TIEPEKOHJIUBICTH IPOMOBIISIHHS 32
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JSIBKY TEKCTY, TOOTO po3poOMTH TEeMOpOBY Ta IHTOHALiHY CTO-
pony poni. OTHUM 3 TOJOBHUX MPOQECIHHUX AOCATHEHD JISIbKaps
€ BMIHHSI OpPraHiuYHO MOETHYBATH PyXH, KECTU JISIIBKU 3 TOJIOCOM,
cioBoM. [ToTpiOHO 1IyKaTH BUpa3Hy, pi3HOMaHITHY MJIaCTUKY Ta He
BapToO LTIOCTPYBATH TEKCT kecTaMHu. [lepcoHaxi BUCTaBH, He3BaXKa-
I0YH Ha ACKPaBY iHAUBIAYaJbHICTh, HOBHHHI “PO3MOBIATH” OJHIEIO
MOBOIO PYXiB, “KUTH” y €IMHOMY pUTMi. JIsnbka — 00pa3 y3araib-
HEHHI, MOBa JISJIBKH Y BHCTaBi Mae psii 0cOONMMBOCTEH, MOTpedye
Y3TO/PKEHHS TEKCTY Poii 3 pismuHOI0 noBeaiHKow. Tpeda moeHaT
MOBY Ta IJIACTUKY JISIIBKU ¥ 00’€THATH 1X € AMHUM PUTMOM.

My3uKka € HEeBiJ €MHOIO YacTWHOIO BUcTaBH. Lle ogmH 3 Mo-
T'YTHIX 3ac00iB eMOLiifHOr0 BIUIUBY. Jle, SIK He B TeaTpi JSUIbOK, TaK
TOCTPO MiJKpecieHa eMOoLiiiHa BUPa3HiCThb PYXY, SIKY TIIbKH My3HKa
MOXke TocuiuTh. Ha Hilf TpuMaeThCcs CMHCIIOBE HaBaHTa)KeHHs. My-
3WKa BUCTYTIAE SIK aKOMIIAHEMEHT TaHLsIM, CIiBY Jisu1boK. Komwm nep-
COHa)K BUKOHYE BOKaJIbHI MapTii, TO CIIiJ] 3BEpHYTH yBary, 10 BOHU
MOBHHHI OyTH B XapaKTepi MepCcOHaXy, MaTH iHAWBIAyalbHi, MpUTa-
MaHHi came HOMY BUCOTY, TEMOp, MaHEPy MOBH, TUKLIi0, TEMII, PUTM.

[Ipouec QopMmyBaHHS aKTOpa-IsJIbKapsi KOMILJIEKCHUU.
EdexTuBHicTE MOBHOTO HaBUaHHS MalOyTHIX MaicTpiB Tearpy
JATBOK 0arato B 4YOMY 3aJI€KUTh Bill €AMHOI BHYTPIIIHBOI CHps-
MOBaHOCTI METOAMKH BHUKJIaJaHHs aKTOPCHKOI MalCTEpHOCTI 1 cie-
HIYHOI MOBU. MU MOBHHHI JTOMOMOITH B 06a30BOMY — “pO3MOBI 3a
JAABKY”, CIUPAIOYUCh IPU LBOMY Ha crenudiKy NcuXo(pizHIHOro
ICHYBaHHSI aKTOPa-JIsIIbKapsl sIK Ha OCHOBY MpodeciiiHoi miAroToB-
ku. [lopsan 3 BigoMUMH Ta ampoOOBaHUMH METOJaMH HaBYAHHS
CIIEHMOBH JIpaMaTUYHOTO aKTOpa HeoOXiAHO po3po0naATH i BBOAU-
TH TOJATKOBI METOIM JUISl aKTOPCHKHX KJIACiB TeaTpy JSIbOK.

MertononoriuHa CyTh BHXOBaHHs JISJIBKapiB 3po3yMiia —
OpraHiyHe iCHyBaHHS B pOMi-00pa3i MOXXJIMBO JIMIIE B CHHTE3I
MJIACTUYHOTO 1 MOBHOrO MamtoHKa poii. Ilpu npomy mnactuka,
TEMIOPUTM BH3HAYAIOTh crieudiky MoBu. Came MeTo. LiJiCHOTO
OCBOEHHSI POJIi B Cy4acHii TeaTpajbHill KO € 0COOIMBO BaXKIIU-
BUM. TOX 3aHATTSA 31 CHEHIYHOI MOBHM MOBMHHI YCBIJZOMIIIOBATHUCS
SK TPOLIEC OBOJIONIHHA MaiiCTEpPHICTIO aKTOpa-sibKapsi!
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Are any art actions or events necessary during the war and
indeed is it necessary to teach and learn art? Yes! Because concerts,
theater performances, etc. testify that we exist. This is our artistic
resistance. This is our artistic attack; it demonstrates the spiritual
health and strength of the nation. There is no nation without culture.
Culture is the cement that holds a nation together. Culture unites us,
allows us to withstand both the test of war and the test of morality
and the unity of society. Today we need to talk about raising the
bar of the cultural product. Therefore, it is necessary to select ideas
capable of making a product that will be shown in different cities of
Ukraine and that can be exported anywhere in the world.

The theater school should equip the actor with relevant knowl-
edge and skills. The discipline of stage speech presupposes training
the vocal apparatus, working on improving diction and articulation,
and developing proper breathing. This is quite enough for drama ac-
tors. As for the training of puppeteers, the tasks they face are much
more difficult. The specificity of puppet art is that the puppeteer has
a ready-made instrument — a puppet. In the process of rehearsals,
a “miracle of animation” takes place: the plastic possibilities of the
puppet and its own transformed voice are found. A significant dif-
ference of the stage speech in the puppet theater is the need to merge
the actor’s language with the appearance of the puppet character, the
so-called “getting into the puppet, the mask.” This is one of the most
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important components of the speech and voice professional mastery
of a puppeteer. The actor with the puppet almost never speaks “in
his/her own voice”. In order to organically exist in the puppet, a vo-
cal transformation is assumed — the puppet requires a special, indi-
vidual, unique coloring only for this puppet. The sound palette of the
performance in a puppet theater has a number of specific differences
that cannot be ignored. It is necessary to pay attention not only to
the usual stage speech, but also to the art of sound imitation, which
is so important for this genre of art. It is necessary to remember the
possibility of voicing several characters in one performance, which
indicates the demand for speech-voice transformation skills.

The 2nd important task of the puppeteer is to achieve coordi-
nated work of the speech apparatus and the movement of the hands
controlling the puppet since the word passes through the hand and
each phrase falls on one or another movement of the puppet — this is
the secret of the puppeteer’s acting skills. Voicing the puppet, which
he controls themselves, the actor goes through the entire path of devel-
oping a role — an image with all components, including plastic and lin-
guistic “revival”. It is necessary to find the pace and the main rhythm
of the puppet’s movement, to check the persuasiveness of pronouncing
the text for the puppet, that is, to develop a timbre and the intonation
side of the role. One of the main professional achievements of a pup-
peteer is the ability to organically combine movements and gestures
of a puppet with voice and words. It is necessary to look for expres-
sive, diverse plasticity and not to illustrate the text with gestures. The
characters of the play, despite their bright individuality, must “speak”
in the same language of movements, “live” in a single rhythm. The
image of the puppet is generalized, the language of the puppet in the
performance has a number of peculiarities, it needs to match the text
of the role with physical behavior. It is necessary to combine the lan-
guage and plasticity of the puppet and unite them with a single rhythm.

Music is an integral part of the performance. One of the power-
ful levers of the emotional influence. Where, if not in the puppet theater,
the emotional expressiveness of movement is so acutely emphasized,
which only can be enhanced only by music. It carries a meaningful
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load. Music acts as an accompaniment to dancing and singing pup-
pets. When a character performs vocal parts, it should be noted that
they should be in the nature of the character, have individual pitch,
timbre, manner of speech, diction, tempo, rthythm inherent to it.

The process of forming a puppeteer actor is complex. The ef-
fectiveness of the language training of future masters of the puppet
theater largely depends on the single internal focus of the methodol-
ogy of teaching acting skills and stage speech. We must help in the
basic “talking for the puppet”, relying on the specifics of the psycho-
physical existence of the actor — the puppeteer, as the basis of profes-
sional training. Along with the well-known and proven methods of
teaching stage speech of a dramatic actor, it is necessary to develop
and introduce additional methods for puppet theater acting classes.

The methodological essence of the education of puppeteers is
clear — organic existence in a role — an image is possible only in the
synthesis of the plastic and linguistic pattern of the role. At the same
time, plasticity and tempo determine the specificity of the language.
It is the method of holistic development of a role in a modern theater
school that is particularly important.

Classes in stage speech should be understood as a process of
mastering the skills of an actor — a puppeteer!

Tonaka I'ennaoin Ilemposuu
KaHouoam MucmeymeosHascmed, 00yeHm xageopu HapoOHUux
incmpymenmie Ykpainu Xapxiecokoeo HayioHanbHO20
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COIILJIKA —- CYYACHA YKPATHCBKA 3BPOS

KarwouoBi cjoBa: yxpaincekuti My3uyHuti iHcmpymeHmapitl,
CONiNKa, KOHYEPMHEeCONiIKO8e GUKOHABCHBO, CONLIKOGUL Maticmep.
[IuTanHs HaLiOHAJIBHOTO MY3WYHOTO 1HCTPYMEHTapilo 3a-
BX/IM € HaWBAXKIIMBIIIMMH, a B TENEpillHii Yyac — ocobnmBo. YKpa-
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THIAM HaNeXUTh MOTY)KHUH apceHall MY3WYHHX I1HCTPYMEHTIB,
3HAYHUMH € X apea i chepa BUKOPUCTAHHA B KOHIIEPTHIN MPAaKTHLI
Ta My3uKyBaHHi. [Ipore yHiKanbHi KOHCTPYKTHBHI, TeMOpOBO-(o-
HIYH1 MOXKJIMBOCTI i MOTEHIIAT Cy4acHO! YKpaiHChKOT XpOMaTHUIHOL
COMINKH 1Ie He HaOyJIM HaJIeXKHOTO BUKOPUCTAHHS B HaBYAJILHOMY
CEPE/IOBHINI — BiJl 3araJlbHOOCBITHIX Ta CIICI[iaIbBHUX HAaBYAIBLHUX
MY3UYHHUX 3aKJIaiB IO BULIIB My3HYHOTO CIIPSIMYBaHHS, X0 ycCi Te-
PEeayMOBH LIOTO MUCTEIBKOTO SIBHUILA HAasIBHI B Cy9aCHOMY COLIIYMi.
VY TeopeTHuHHX, ICTOPUYHUX Ta METOOUYHMX Hpausx M. Xad,
b. Spemxa, M. Kopuuncekoro, b. Kopunncskoi-fckeny, I. Kapacs,
P. JIgepis, A. Ma3zypa, C. MakcuMiB Ta iHIIMX OCMHUCIICHO Psi/I BaXKJIU-
BHUX ITUTaHb (YHKIIOHYBaHHS COMUJIKOBOrO MUCTELITBA YKpaiHU Ta Ii-
acriopy. BaxnuBuii BHECOK Y CTaHOBIIEHHS KOHLIEPTHOTO COIMIJIKOBOTO
BHUKOHABCTBa HajexuTh Bacumio [onantoky (1940-1991) — et Bunat-
HUH “BUKOHaBELb HA IHCTPYMEHTAX COITLIKOBOI I'PYIIH PENIPE3eHTYBaB
TpaaMLiiiHy, TpaBIUBO GOIBKIOPHY MaHepy Ha cueHax Ykpainu, Ka-
Hagu, SAnonii, ®pannii Ta iHmmMx kpain” [1]. 3Ha4Hi HanpaLOBaHHS 3
TEXHOJIOT11 BUTOTOBJICHHS COIIJIOK, CTabii3alii CTpOro iHCTPyMEHTIB
3I1MCHEHO B JJA0OPATOpIsiX CyYaCHUX YKpaiHCBKMX MaicTpiB €Brena
InapionoBa (KwuiB), Onera Kypinnoro (Ilonrtasa), Spocnasa Jlomaka
(Homuna), Bacuis Hariproro (bina Llepksa) Ta 6araTbox iHIIHX.
[IpoTe st mmpokoro 3arany B YKpaiHi comisika i goTemnep
MOB’s13aHa 3 TEXHIYHO HEJOCKOHAJIHMM MACTYLIUM IIECTHOTBIPHUM
JIiaTOHIYHUM 1HCTPYMEHTOM, IIPO KU MHUCaB y MUHYJIOMY CTOJIT-
Ti me M. JIuceHko, yka3youn, 0 COMIKY, AKa 3aTHHAE 3BUYaliHi
noOyTOBI ITiCHI 1 TaHIIi, 10 TPOIiCTOI My3UKH HE OEpyTh, IEBHO Yepe3
il Heryunuii ToH. [IpoTe, Ha BigMiHYy pocilicbKol “cBipeni”, siKa ic-
HY€ JIMIIE B paMKaX eTHOrpagiuHOro Ta CKOMOPOILIOT'O CEPEAOBHILA,
yKpaiHChbKa COMiJKa — MOBHOLIHHUH YHiBEpCcaJbHHUI KOHLEPTHUN
IHCTPYMEHT 3 Jiama30HOM OJIM3bKO 2,5 OKTaB, KM BUKOHYE SIK
0apoKOBy, MOMYISIPHY MY3HKY, TaK 1 My3UKy HApOZHOTO CTHIIIO. Y
HaBYAJIbHOMY CEPENOBHILI Ta KOHLUEPTHIM MPakTHLi YKpaiHU Lie
BaXKJIMBa TeMOPOBa CKJIaz0Ba aHCcaMOIiB, OPKECTpiB, Kamen OaHay-
PHCTIB, 5IKi €EKTHBHO BUKOPHUCTOBYIOTH IHCTPYMEHT SIK €Mi30414-
HO, TaK 1 B OCHOBHOMY CBO€MY ckjani. Hampukiaz, y KoJi TBOpumux
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nomrykiB HamioHadbHOTO OpKECTPY HApOJHHMX iHCTPYMEHTIB Mix
kepiBHUIITBOM B. ['y1iana cominka HEOMiHHO B IEHTPi YBaru: TyT 3
aHcaMOJieM COIiJIKapiB MPONOBXKYIOTh TpaAuLii jerengapHoro le-
oprist Arpatinu 3HaHu# BipTyo3 Bonogumup OBuapurH, BUJATHUN
MUTENb COMiIKOoBOro mmuctentBa Onekcanap KypaBuak, 3 opke-
CTPOM CHIiBIPALIOE 1 BIIOMUIA cOicT-BipTyo3 Makcum bepexHIok.
3a JIOKycOM IMOMIMPEHHS Ta YCTaJICHUMH AaIlIiKaTypHHUMHU
NPUHLOUIIAMH XPOMAaTUYHY COMUIKY KOHCTpykuii Amwutpa ®nopo-
Buya [lemenuyka (1942-2010) mo>kHa BBaXkaT (paKTUYHO Cy4aCHUM
YKPaiHCBKUM 1HCTPYMEHTOM €BPOIEHCHKOT0 TUITY, L0 IEPEKOHIUBO
JOBENICHO B IUcepTauiiHOMy AociimkeHHi boxenun KopumHcbkoi-
SAckesuu (JIpBiB, 2017). 30kpeMa, JOCTi THHUIISI TOCHIIAETHCS HA TBEP-
JmoxeHHs B, fpemko, 1o Ha3Ba “cominka’ € 3arajJbHOYKpPaiHCHKOIO,
TOl SIK B MDKHApPOAHIN CTPYKTypHil kiacudikauii ['opabocTens—
3akca BiIIOBiIa€ 3araIbHOEBPOIICHCHKIN Ha3Bi “daeiita” [2, ¢. 10].

OcobnuBa posb y PO3BUTKY COIMIJIKOBOTO MHCTELTBa Halle-
*uUTh JIbBOBY, aJke came TYT 3all04aTKyBaB BHILIBCBKY OCBITY Ha
IHCTpyMeHTI, copmyBaB JIbBIBCBKY mIKONy mpodeciiiHoro comi-
KOBOT'O BUKOHABCTBA, 3aCHYBaB IepLInii B YKpaini nmpodeciiHuit
aHcaMOnb cominkapiB “yaanic” npodecop JIHMA im. M. B. Jlu-
cenka MupocnaB Tutosuu Kopumncekmii (1941-2021). CroronHi
Tpaauuii BUKOHABCBHKOI IIKOJIM IMPOAOBKYE BioMa KOHLEPTaHT-
Ka, aBTOPUTETHA 1HTEpHpeTaTopka 0apOKOBOI MY3HMKH, KEPIBHHK
ancamOito JIbBiBChKOI HalioHan bHOI (pimapmoHnii iM. M. Ckopuka
“Virtuoso quartett Dudalis” ta xnacy cominku JIHMA im. M. B. JIu-
cenka boxxena KopunHcbka-SIckeBuu.

IcTopruHO OCEepeaKOM HApOAHO-IHCTPYMEHTAIBHOTO BU-
KOHaBCTBA Ta aBaHTapIOM aHCaMOJIeBOi IpH 3aBXIu OyB XapkiB.
BaxnuBe 3HaueHHs B MOIIMPEHHI, IpOMarani i CTBOPEHHI COmiJ-
KOBOT'O penepTyapy HanexxuTh KOpito AIKHEBY, Y JOpOOKY MUTIIS
MIPUBEPTAE YBary 3By4aHHs COIIJIKU B HAPOJHO-IHCTPYMEHTAIBHUX
aHcaMOJIsIX, OpKecTpax, aBTOpY HaJieKaTh YMCICHHI OpUTiHaJIbHI
OITyCH Ta apaHXXyBaHHS 3a y4acTio comiyku. L{iHHui BKmag y pos-
BUTOK Ta TOMYJISIPU3aLlil0 IHCTPYMEHTa B AUTIYOMY HABYAJIEHOMY
cepeloBUIIl ChoroiHi 3aikicHIoe Taicis [1labaHoBa, 3acHOBaHMIT HEtO
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3pa3KoBUI aHCaMOJIb HAPOOHUX iHCTpYMEHTIB “BecHsHouka” mpu
CroboxaHcbkii mkoni MuctenTs nmoHaa 30 pokiB peasizye TBOpuUi
MPOEKTH, BUCTYIIAE€ HA KOHLIEPTaX, (PECTUBAIIAX, KOHKYpCax TOILO.

BararorpanHoio Ta MIiAHOIO HisSIBHICTIO BHPI3HAETHCS AO-
pob6ok Onera Kypinnoro 3 [lonaTaBu — BUKIagaya o KJIacy COMilIKA
B MY3UYHOMY YUWJIMILNI Ta MY3UYHiH LIKOJTi, BUKOHABISl, KOMIIO-
3UTOpa, apaHKyBaJbHHUKA, MaiicTpa, KM OaraTo i ycmiliHo ekc-
MIEPUMEHTYE 3 BUTOTOBJICHHS CBUCTKOBHX Ta O€3CBUCTKOBHUX (hIIeUT
HApOJHOTO THUITy. 3HaYHA KiNbKIiCTH OIyciB aBTOpa HaOyJdW aKTy-
ajizamii B HaBYAJbHOMY TPOIEC] BijJ IIKUIBHOTO IO BHINIBCHKOTO
piBHS, a BUXOBaHII MUTLS PagylOTh CBOIMH IlepeMoramMu Ha Ipe-
CTH)KHMX MDKHApOJHUX KOHKYpPCaX.

Ha nouatky nep’stHOCTHX pokiB XX CTONITTS ONaHyBaHHS
OCHOB I'pY Ha comiyiui Oyno BBegeHo 1 B KuiBcebkill gepikaBHiN KOH-
cepBaTopii Ha Kadeapi HAPOIHUX IHCTPYMEHTIB ISl CTYACHTIB y
paMKax HaBuaJbHOro Kypcy “/lupuryBaHHS”, 110 Majo 3HAYHHUU
BIUIMB Ha (OpMyBaHHS MUCICHHS BHKOHABILS-iHCTPYyMEHTaliC-
Ta, (GOPMYBAJIO LIHHICHI IPIOPUTETH Ta YCBINOMJICHHS 3HAYECHHS
CIaJKy MY3U4HOI KyJIBTYpU YKPAIHCBKOTO HApOAY.

Icnye psa myOmikanii, METOAMYHOI, JOBIAKOBOI JIiTepaTypH,
Je oOrpyHTOBaHO, IO ONAaHYyBaHHS TP Ha COMLNILI € HECKJIAAHUM,
OCKIUJTBKM TPOLEC 3BYKOYTBOPEHHSI Yepe3 CBUCTKOBHH MPHCTPil
poOUTh i1 MOCTYMHOIO ISl TUTSAYOrO0 BUKOHABCTBA, & TAKOXK Eek-
TUBHHUM 3acoboM peadinitanii. [I[pore Ha mpakTuii B cepeqoBHILi
MIK1TBHUITBA IHCTPYMEHT NMOMPEHU I HEAOCTaTHHO aKTHBHO, JIUIIIE
okpemi perionu (JIpBiBchka, IBano-®paHKiBchbKa 0051acTi), OKpeMi
IIKOJIM Ta BUKJIaJa4i BBOASATH IHCTPYMEHT IO BUBUEHHS B 3arajibHO-
OCBITHIX, My3UYHHX Ta MUCTEIbKUX AUTAYMX 3aKjaagax. Y LbOMY
aCTEKTi1 Ba)KJIMBO 3raJiaTU OAHY 3 aKIlid, 10 Bij0Oynacs B TipChKO-
my ceini Ctpinku CamOipcbkoro pariony Ha JIpBiBIIuHI, A€ 16 ciuHs
2022 poKy BCTaHOBWJIM PEKOpA YKpaiHU: BUKOHAIH Konsaky “Hosa
panicTh cTasa” Ha COMiNIKaxX. Y BUKOHAHHI B3I y4aCTh OJHOYACHO
406 cominkapiB (HaHMONOILIi /i BUKOHABHII 9 POKiB, HalicTapIIOMy —
75). Cominku 3By4aJld Ha BIIKPUTOMY MPOCTOPI, IO CTAJIO PEKOP-
JIOM 3 HaiMacoBIiIIOl TPH HA [LOMY MY3HYHOMY iHCTPYMEHTI.
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3By4HTH YKPaiHCBbKa COMJIKA ChOTOJHI 1 B pyKax HaIIUX BOi-
HiB y OKOTax Ha )POHTI, OCKIJIBKY SIK B IOPTATUBHOCTI 1 MOTY>KHOCTI,
TaK 1 B KOJIOPUTI TUXOTO HI’KHOTO 3BYYaHHS PIBHUX COOl IHCTPYMEHT
He Mae. AmtikaTypa, TeMOp Ta KOHCTPYKTOPCBKi OCOOJIMBOCTI cydac-
HOI XpOMaTHYHOI yKPaiHCHKOI COMJIKYA YMOKJIUBITIOIOTh BUKOHAHHS
CTapOBHHHOTO perepTyapy, €THIYHOI MY3HUKH, BUSABISIOTH 3aTpely-
BaHicTh B ecTpafHiii cdepi. LLlomo ocTanHBOT 3a3HAUNMO, IO YKPaiH-
ceki ryptt ONUKA (BukopuctanHs consnoi coninikn) Ta KALUSH
ORCHESTRA (ancam6mneBuii COMNKOBUN MIKCT) 3pOOMIM COMiJI-
KOBE 3BYYaHHS TEMOPOBHM ‘‘Bli3HaBaHILIEM', BHPA3HUKOM ‘yKpa-
THCBKOCTI” y CBITI 1 1l JIMILIE TIOYaTOK TIOBEPHEHHSI IHCTPyMEHTa Ha
CBOIO OpOITY. YIIPOBaXKEHH I 000B’13KOBOT0 BUBYCHHSI a3iB COMIJIKO-
BOI I'pHY B 3arajbHOOCBITHIN MIKOJi MOYKE BUTIPABUTH B MAliOy THEOMY
1 CTaBJICHHA /10 1HCTPYMEHTa, CTBOPUTH IiJABAJMHU sl CTApPTy Ha-
LiOHAJIBHOI POrpaMu 3 BiAPOMKEHHS TPaIULIHHOIO YKpaiHCHKOTO
MUCTELTBA, aJke TPy Ha OJokdeldTax NaBHO W yCHIIIHO MPaKTHU-
KyIOTh y Monofmux knacax y Cep6ii, bpuranii, SIlnonii Ta iHmmx
KpaiHax, a TAKOX YK€ 1 B OKpeMHX MPOrPECUBHUX IIKOIaX YKpaiHu.

Comnisnka six 30posi — SIKIO BOHA € B KOKHIHM YKpaiHCBKiid oceni, y
KOXKHIH pOAMHI — y TMEBHUI Yac 000B’I3KOBO “BUCTPENHTEH’, TOOTO 3a-
3BYYHTb, 1 MicIIsl BOHa 3aliMae HabaraTo MeHILe, Hixk opTeniaHo, riTapa
4y rapMoHika. CrpaBy HaliOHAJTBHOTO 3HAYEHHS HE MOXKHA TepeKia-
JIaTU Ha OKPEMUX OCOOMCTOCTEH, MUTIIIB 1 POOUTH I1e IXHIM 3aBIaHHSIM
Ta ixHiM iHTepecom. [lomiTuka “meHmoBapTicHocTi”, “HemoCxomy” Ta
“neno3axony” B yKpaiHCHKiil KylbTypi HOBUHHA OyTH 3MiHEHa, a HaIlio-
HaJIbHE MHUCTELTBO Ta HOro peHOMEHH, 30KpeMa COITiIKa, — MaloTh Ha-
OyTH HaJIeXKHOT'O MICLIS Ta 3HAYEHHS, 10 OTpeOye peatizawii Ha piBHI
CYCHIJIBCTBA Ta JePyKaBH, a TAKOXK Y4acTi KOXKHOTO 3 Hac.
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SOPILKA — A MODERN UKRAINIAN WEAPON
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The issue of national musical instruments is always, and espe-
cially at the present time, extremely important. The Ukrainians pos-
sess a huge arsenal of music instruments, their spreading and scope
of usage in concert practice and music playing is considerable. Nev-
ertheless, unique constructive, timbre-phonic capabilities and poten-
tial of modern Ukrainian chromatic sopilka has not been applied in
teaching yet, from comprehensive and special musical institutions for
children to higher educational musical establishments, though there
are all conditions for this phenomenon of art in the modern society.

A number of important issues concerning functioning of sop-
ilka art of Ukraine and diaspora are covered in theoretical, historical
and methodological works of M. Hai, B. Yaremko, M. Korchynsky,
B. Korchynska-Yaskevych, H. Karas, R. Dverii, Ya. Mazur, S. Mak-
symiv and others. An important contribution in the development of
sopilka concert performance is made by Vasyl Popadiuk (1940-1991).
Great achievements in technology of sopilka production and sta-
bilization of the instruments pitch are made in the laboratories of
modern Ukrainian masters such as Yevhen Ilarionov (Kyiv), Oleg
Kurinniy (Poltava), Yaroslav Loshak (Dolyna) and others.

Unlike Russian “svirel”, which is limited by frames of pure
ethnographic and skomorokh environment, Ukrainian sopilka is a
full-fledged general-purpose concert instrument which performs
baroque music, pop-music as well as academic folk music. Sop-
ilka is an everpresent participant of professional folk orchestras of
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Ukraine. Thus, sopilka is surely in the focus of attention within crea-
tive searches of the National folk orchestra conducted by V. Hutsalo.
Today, a well-known virtuoso Volodymyr Ovcharyn carries on leg-
endary Georhiy Ahratina’s tradition in this band with an ensemble of
sopilka players which includes a famous master of sopilka art Olex-
ander Zhuravchyk and a virtuoso Maxim Berezhniuk.

According to the area of spreading and formed principles
of fingering, Ukrainian chromatic sopilka of Dmytro Frolovych
Demenchuk's construction, in fact, can be considered to be a mod-
ern instrument of European type, and it was convincingly proved in
Bozhena Korchynska's dissertation study (Lviv, 2017). In particular,
the researcher refers to B.Yaremko's affirmation that sopilka's name
is generally Ukrainian, on the other hand, in Hornbostel-Zaks's in-
ternational classification it has generally European name flute.

In this aspect, Lviv is of particular importance among Ukrain-
ian high educational establishments, as this is the very place where
higher education in sopilka playing started, and this is due to Myro-
slav Tytovych Korchynsky's (1941-2021) efforts, the founder of Lviv
school of professional sopilka playing, founder of the first Ukrain-
ian professional ensemble of sopilka performers “Dudalis”, profes-
sor of M. V. Lysenko LNMA. Bozhena Korchynska-Yaskevych is a
follower of his powerful performance school, she is a famous concert
performer, a well-known representative of baroque music, director
of the ensemble of M. Skoryk Lviv National Philharmonic Society

“Virtuoso quartett Dudalis”, professor of M. V. Lysenko LNMA.

A significant role in spreading, popularization and creation of
sopilka repertoire belongs to Yuriy Alzhnev (Kharkiv). Tayisia Sha-
banova has been working for 30 years with folk instruments ensemble

“Vesnyanochka” under Slobozhanska school of arts, the children's band
carries out numerous creative projects with sopilka in Kharkiv region.

However, only some regions, schools and teachers introduce
this instrument in comprehensive, children's music and art education-
al institutions. In this aspect it is very important to mention the event,
which took place in a mountain village Strilky of Sambirsky district
in Lviv region, where on January 16, 2022 a record of Ukraine was
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established: 406 sopilka players simultaneously performed a Christ-
mas carol “Nova Radist Stala” (“A New Joy Has Been Revealed”).

Today Ukrainian sopilka is heard from our warriors in trenches of
the front, as the instrument has no match in portability and powerfulness
as well as in colouring of quiet gentle sounding. Ukrainian pop-music
groups ONUKA (usage of sopilka solo) and KALUSH ORCHESTRA
(ensemble sopilka mix) have made sopilka sounding recognizable by
timbre, which represent Ukrainianness in the world and this is only the
beginning of the instrument's returning to its sphere of influence.

REFERENCES:

1. Yaremko B. . Sopilkova muzyka hutsuliv [Hutsul pipe mu-
sic] : monohrafiia. Lviv: Spolom, 2014. P. 10.
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MHPOEKT “MY3UKA MOJIOANX XAPKIBCBKHUX
KOMITO3UTOPIB Y JIbBOBI”: IIJISIX Y MAWMBYTHE

KurwouoBi cioBa: xonyepm, npoekm, xapKiecbka KOMHO3U-
MOPCbKa WKOA, KOMRO3UMOP, BUKOHABEYD.

VYCBiIOMJIEHHSI TOTO, IO MU TEPEeXUBAEMO HaiimacmTao-
HIIIMHA TeOMONiTHYHUN po3yoM y €Bpomni 3 yaciB [pyroi cBiToBoi
BifHU 1 110 B CUTYyalii CTPAIIHOTO 3CYBY TEKTOHIUYHUX IUIHUT MH
MYCHMO 32 IIOCh YXOIHUTHCS, MIITHO TPUMATHCh 1 AISITH pa3oM yCy-
neped oOcTaBUHAM, IPUXOAUTDH 3HAYHO Mi3HIIIE BiJ MOYATKY KaTa-
ctpodu. Lle — memio BiacTOpOHEHUH MOTISAA, HAMAraHHs B3SITH IiJl
KOHTPOJIb, SKIIO HE MOA0JIATH, CUTYAIIil0, 1 JKUTH Aaji. A CodaTKy —
CYULUTBHUM KaX JIOIWHY, sIKa TOTpanuia y BUPid, 3yMUHUATH SKUN
BOHA HE B CHJIAX, BITYYyBalOYH ce0e KPUXITHOIO i JaMkoro. [lymaro,
i3 24 mrotoro 2022 poky 6araTo XTo NepeKHUB NOAIOHI BIAUYTTSI.
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KoHuepT i3 TBOpiB MOMOAMX XapKiBCBKUX KOMIIO3UTOPIB,
skui BimOyBes 9 mucromana 2022 poky y JIbBiBChbKiil opraHHii
3ai, — MoJis, sKa, CIOMiBAaOCh, TOJACTh HAM, BUKJIaJadyaM i CTy-
JeHTaM Kadeapu kommnosuuii Ta iHcTpymenTyBaHHs XHYM imeni
L. I1. KoTnsipeBCbKOT0, CHUJI )KUTH, TBOPUTH, [IPALIOBATH.

Inest koHUEpTY 3apoauiack i Oyia BUIIEKaHa y TBOpYiil criB-
JIpY>KHOCTI BHKJIajada Kaenpu 3arajbHOro Ta CHeLiali30BaHOro
¢opreniano, acnipantku [loninu Kopmoscerskoi i acipanTta yHiBep-
CHTETY, a Ha ChOTOJIHI TAKOX 1 BHKJIaga4ya Kapeapu KOMIIO3MLIi Ta
iHCTpyMeHTyBaHHS Bomogumupa BoratmproBa. Imes 3apoamnack
HaBecHi (Yac KPUTUYHOTO MOy Ha CHUTYyalilo, Koiu OyB Mmomo-
JaHUW TEepBICHUHM mapaiid AyMKH 1 Iii Ta 3’IBUJIOCS MparHEHHS
poOUTH Te, IO TH YMI€EL, — TPUMATH CBil PPOHT), JOBTO OOTOBOPIO-
Bajiach, y TOMY 4YHCHi i 3 aBTOpoM LuX psakiB. [lonina nepeOysana
y JIpBoBi, Bomogumup — y Xapkosi, s — mig [lonrasoto. bymno Bupi-
LIEHO 310paTh KaMepHO-IHCTPYMEHTaJIbHI TBOPH BHKJIaJadiB HALIOT
Kadenpu i HalIKMX CTYNEHTIB, SIKi MaJja MepelaTd BUKOHABIISM MaHi
[Nonina. CouianbHUMHU MEpeXaMU PO3iCIaHO 3aKIMK O CIiBIpari
BUKOHABIISIM. 3i0paHo HOTU. YacTHHY TBOPiB BUKOHABIII, K KaXYyTh,
po3ibpasu (MU JOMOBHIIUCH, 10 YKOAHHUX MTPUMYCIB 10 HUX HE 3aCTO-
COBYEMO — MY3HKaHTU OOMPAIOTh TUTBKHU Ti1 TBOPH, sIK1 IM IO BIOIO-
own). I ... I Bce. Hanpukinui BecHu peamnizanis ifei 3arajibMyBaiach
yepes cyTo OyZIeHHI CIIPaBH — CECiI0 1 3aKiHYEeHHS HAaBYaJIbHOTO POKY.

Bocenu Ilonina i Bonogumup moBepHynHcs OO BTiUICHHS
cBoro npoekTy. [loyanu maiixke 3 HyJIs1: JOBI'MX IIEPEMOBHH 13 BUKO-
HaBIIMU (3HaiiIeHI BECHOIO MY3WKAaHTU MEPEBaXXHO PO3’IXaluCh),
MOUTYKY JIOKaIii AJI1 MPOBEACHHS (aKaaeMis My3uKHU? GinapMoHis?
My3WYHa JIeCSITHpiuKa? opranHa 3ana?), BuOy10ByBaHHS IIPOrPaMH,
oprasizauii 3ByKo3amnucy, perneTHIiil Tomo.

HamonernueicTs IIaHOBHUX MOJIOJMX KOJIET, iXHsI Bipa B T€, IO
Bce Oyjie peani3oBaHO, Bpaxkand. | BOHM BKOTpe JOBeH 0arato pasin
nepeBipeHy JKUTTSAM JaBHIO MYAPICTh: HIISX IPOWE TOH, XTO He.

Konnept BinOyBaBcs 13 yCmixoM, i3 HATXHEHHSAM. YChOro 0yio
BukoHaHO 11 TBopiB: crynentis L. Jleaaw, /1. Jlazapera, A. Pynenko,
€. Bonommnoi, 1. Cauenka, O. IlIBupkynosa i M. CupoTroka, acrii-
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pantku X. FOpko i mononux BuknagadiB K. Ilanzadooi, B. boraru-
proBa i 1. Manoro. [Iporpama mMicTuiia TBOpH AJisl iIHCTPYMEHTIB COJIO
(knmapHeTa, popTeniaHo) Ta iIHCTpYMEHTaNIbHI aHCaMOIIi (TyeTH 1 Tpio).
Bukonasui — my3ukanTu 3i JIeBoBa, Kuea, Uepnisuis, Xapkoaa.

KoH1ept craB 3Ha4HOIO MOIEI0 B )KUTTI Hamoi kadeapu i yHi-
BEPCHUTETY, HAKPECIIMBLIN CTeXKEUKY HaAii B MaiiOyTHe. [losicHro, oMy
e He MPOCTO BUCOKI clioBa. KoHIEpTH, y SKUX 3By4aTh TBOPU KOM-
MO3UTOPIB, HATIMCAHI TYT 1 3apa3, YKpail BaKIuBO mpoBoauTH. CTy-
JICHTaM, Ta i KOMIIO3UTOpaM i3 OCBiIOM, TpeOa UyTH CBOIO MY3HKY B
JKUBOMY BHKOHAHHI, CIIiBIPALIOBaTH i3 BUKOHABISIMH (1€ HEOL[IHEH-
HU ipodeciiHmi JOCBIA, IKHi CIIPUSIE 3pOCTaHHIO KOMIIO3UTOPCHKOL
MaiCTepHOCTi). 3a Yac KapaHTHHHUX OOMEKEHb 1 BICIM MICAIIB Bi-
WHM Halll CTYICHTH He MOTJIM B IOBHOMY 00CS131 IOyYUTHCS IO KOH-
ueptHoi npakThkyu. Konnept y JIbBOBI 1aB Hamito Ha 11 HOBEpHEHHSI.
[o-npyre, BiH CTaB BArOMHM CJIOBOM XapKiBCHKOI KOMIO3HTOPCHKOL
IIKOJIH 1, SIK BUSIBUJIOCH, CJIOBOM, SIKE BUKJIMKAJIO CHOPaBKHIH iHTepec
y ciyxadiB i1 ¢axiBuiB. TBOpH XapKiBCbKHX KOMIIO3UTOPIB Pi3HUX MO-
KOJIiHb XOUYTh YYyTH, 1, HA MO€E TIEPEKOHAHHSI, He TilbKK y JIbBOBL. Ham
€ YMM MUILIATUCh, € 10 MPE3EHTYBATH. |, HapemTi, Taki KOHLEPTH BH-
KOHYIOTh BaKJIMBY COLajbHY MICiI0 B 4acH Kpu3 1 KaTtacTpod: 1e Te,
3a 110 MOJKHA TPUMATHUCh Y CTPALIHOMY BHUpI, B KA MU TOTPAIIH.
Tpumartuck, TpUMaTH CBii (PPOHT, )KUTH 1 TBOPHUTH.

Hanna Savchenko
Ph.D, Associate Professor, Professor, Acting Head
at the Department of Composition and Instrumentation,
1. P. Kotlyarevsky Kharkiv National University of Arts
e-mail lanna2@ukr.net
ORCID ID: 0000-0002-9845-0450

PROJECT “MUSIC OF YOUNG KHARKIV COMPOSERS
IN LVIV”: THE WAY TO THE FUTURE

Key words: concert, project, Kharkiv composition school,
composer, performer.
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We come to understand that we have been living through the
largest geopolitical crisis in Europe since World War II and that in
this situation of drastic shift of tectonic plates we must grasp some-
thing, hold onto it firmly and operate together after the catastrophe
itself happens. This is a somewhat distanced view, an attempt to take
control, if not to overcome, over a situation and to keep on living. But
first comes absolute terror of a man who has been caught in a swirl
which he is unable to stop as he feels fragile and infinitesimal. I think
it is safe to say many people have felt this way since 24" of February.

The concert, featuring the works of young Kharkiv compos-
ers, took place on 9" of November 2022; it is an event that will
give us, students and teachers of the department of composition and
instrumentation of Kharkiv [.P.Kotlyarevsky National University of
Arts the strength to live, create and work.

The idea of the concert was born and nurtured in creative
duo of Polina Kordovska, a lecturer of general piano department,
Ph. D. student, and Volodymyr Bohatyrov, a Ph. D. student who
is nowadays also a lecturer of the department of composition and
instrumentation. This idea was born in the spring (a time of critical
examination of a situation when the initial paralysis was shaken
off and we understood what our desire was, to do what we could,
to hold our own frontline), and it was thoroughly discussed with
the author of these lines. Polina was in Lviv, Volodymyr was in
Kharkiv while I was near Poltava. We decided to gather chamber
works of students and teachers of our department, which were then
to be given to the performers by Polina. The call for the performers
was distributed via social media. We gathered the scores. Some of
the performers began the work on their pieces (as we had agreed
that they would play only the works they wanted to, without any
kind of obligations). And... that was it. In the end of the spring the
realization of the idea came to halt due to such mundane things as
exam session and ending of the academic year.

Polina and Volodymyr got back to their work on the project in
the autumn. They had to start from the beginning: to have long discus-
sions with the performers (since most of those who had initially agreed
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were unavailable), to find a location (would it be Lviv National Musical
Academy? Philharmonic hall? Special music school? Organ hall?), to
structure the programme, to organize rehearsals and recording etc.

My young colleagues amazed me with their persistency and
faith that everything would be done. And they proved wise words:
viam supervadet vadens.

The concert was successful and inspiring. There were eleven
works played: by students I. Levada, D. Lazarev. A. Rudenko, E. Vo-
loshyna, I. Savchenko. O. Shvyrkunov, M. Syrotuk, by Ph. D. student
Kh. Yurko and by young teachers of the department, K. Palachova,
V. Bohatyrov and D. Malyi. The concert included works for piano
solo and clarinet solo as well as chamber ensembles (duets and trios).
The performers were from Lviv, Kyiv, Chernivtsi and Kharkiv.

This concert became a significant event for our Department
and whole University, providing us with a glimpse of hope for the
future. I shall explain why these are not just empty words. The con-
certs which include the works recently written by young composers
are very tricky to organize. Both young composers and more expe-
rienced ones need to hear their music in live performance, to inter-
act with the performers (as this is invaluable professional experience
contributing to compositional mastership). In the times of quarantine
restrictions and in eight months of full-scale war our students were
not able to join concert activity. This concert in Lviv gave us hope for
its upcoming return. Secondly, it became a weighty word of Kharkiv
composition school and this word caused significant interest of listen-
ers and specialists. People want to hear the works by Kharkiv com-
posers of different generations, and not only in Lviv. We have what
to be proud of, we have what to present. And, finally, concerts like
these perform social functions in the times of crises and catastrophes:
this is something we can hold onto in this horrible storm we are in
now. It gives us ability to keep on going, to hold our frontline, to live
and to create.
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YKPATHCBKE ICTOPUYHE MY3UKO3HABCTBO —
HAYKA ITPO MAWMBYTHE

Komu HacTane neHb, 3aKiHYUTHCS BiliHA. ..
C. Bakapuyx. Obitimu
Kuawu4oBi caoBa: ykpaincvxe icmopuune My3uxo3Hasécmeo,
HAyKa npo manuOymue, nepexiona 006a, mpaivHuil peHecauc, me-
MoOU NPOSHO3YBAHHS, 2INOMEMUYHUL MEMOO.
“Konu Hacmane Oenb, 3aKiHuumscs 6itiHa...” — 111 PSAKY 3 BiJ0-
MOI ITiCHI MePETBOPHIIMCS Ha Tacyio Cy4acHOT YKPaTHCHKOT KYJIBTYPH.
[ornsan y MailOyTHE, akTyalli3oBaHHW B YKPaiHCBKOMY iCTO-
pPUYHOMY MY3MKO3HABCTBI KiHIIs mepiol uBepTi XX cTomiTTs, Komu
HeOaveHi OTPSICIHHSL, 10 BUTIAJIN Ha JIOJIO HAIIOT KPaiHH, CKOJTHXHY-
JIF BECh CBIT, HE MOKE HE MaTH O3HaK rpopoiTea. [lormsa y MaiiOyTHE,
TIOB’SI3aHUH 13 TPETIETHUM O4iKYBaHHSIM MUPY, HAJIIEIO 1 BIPOIO Y Tiepe-
Mory CBiTJIa, CTHKAETHCS CHOTOIHI 13 MPI€l0, TIOITYKOM BHIIIUX CHM-
BOJIIYHUX TPOCBITHHLILKUX CEHCIB Y CHOBUIIHHSX ‘‘KOJEKTUBHOI'O
HECBIJIOMOT0”’, IPOsIBaX 3aKOHY “‘OymepaHra’, psATiBHUX siBHIIaX bo-
K0T BOJTI, 1110 BiZIOYBalOTHCS HUHI Ha CIIEHI “TeaTpy BOEHHUX MOMIii”.
Ane ne Tinbku boxkectBenHe OIKpOBEHHS W amoKaJliNTHY-
HI BUIIHHS TIpo niepeMory CBiTiia HaJl TEMPSIBOO, 110 Bi0yAeThCS
micliT HEYyBaHUX BHIPOOYBaHb, MOCTAE CHOTOIHI JKEPEIOM PO3-
pOOKHM KOHLIENIIii MaiOyTHBOTO YKpPAiHCHKOTO ICTOPUYHOTO MY-
3MKO3HABCTBA. li KpHMCTaJi3allis € HEMHUCIUMOIO 6e3 ypaxyBaHHs
IIOICHHUX HOBHH 3 POHTY — PO JOCKOHAJIC BOJIOAIHHSA OCHOBAMH
BOEHHOI'0 MHUCTELTBA, CUIIY IyXY, 3BUTSDKHY BOJIIO JI0 MIEPEMOTH,
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BUIII IPOSIBU MUJIOCEPAS, BMijle BUKOPUCTaHHS CyMH TEXHOJIOT1H
y 3aCTOCyBaHHI HOBITHBOI 30p0i, BIacTUBI HamUM BoiHaM CBiTJa;
MePEeMOKHOT AMHAMIKH Y 3MIHIOBaHHI KOPIOHIB BeJeHHs O0MOBHX
Iifl y BIACTOIOBaHHI HAIIMX 3€MeJb, y BiOOpa)KeHHI Ha HOBITHIX
TeONONMITUYHUX Manax ets. Jlo CTBOpEHHs KOHIIEMLii yKpaiHCEKOTO
ICTOPUYHOTO MY3MKO3HABCTBA MaiOyTHBOTO CIiA 3aJy4UTH CHC-
TeMy iMaHEHTHO BJIACTHMBHX HoMy 3acai. MueThcs mpo aHamiTH3M
MUCIICHHS, Jap HAyKOBOI'O TependadeHHs, 0a3yBaHHs BHCHOBKIB
Ha CyKYIHOCTI ICTOpMYHHX aHAJIOT1H 1 3aKOHOMIpHOCTEH.

[NoOynoBa koHIENIIT MUCTEITBA Malil0y THHOTO Ha OCHOBI 3a-
Jy4eHHS MEPEOCMHUCIEHOI0 NOCBiy MUHYJIOrO — THUIOBA IS ic-
Topii i ¢imocodii muctenTBa cutyaris. Came TaKUM YHHOM OyIia
CTBOpEHA Teopisl “MHCTETBa Mail0yTHHOr0” (TOOTO POMAaHTHU3MY)
¢inocopamu HeHcbKoOi IIKONMK, Oa30BaHa HA “TIOINANI Y MHHYIE”
(dparment 3 Bipma Hikonayca Jlenay). Cyyacna mo0a, mo notpe-
Oye MPOPOLBKOTO MOMIISIY B MallOyTHE, TAKOK MA€E 30CEPEIUTHUCS
Ha CIOTJIAIaHHI MHHYJIOTO — IIEPEYCBIIOMIICHOTO 1 IEPEOLiHEHOTO
(posp akcionorii, BUSHHs PO KOTPY B YKPAiHCHKOMY MY3HWKO3HAB-
cTBi po3pobiene A. A. Mi3iToBoI0).

CyuacHa enoxa B icTopii YKpaiHu SK kpu306a Ma€ O3HaKH
nepexionoi: ecxaToNloTiuHi ySBIEHHS Mpo “KiHellb CBIiTY” B3a€EMO-
IIiI0Th 13 MPOPOLTBAaMU MPO TMOMOJaHHSI ATOKaIincucy; 60poTeda
MiX CTapuM IMOPSAKOM 1 HOBOIO CHCTEMOIO CBITOYCTPOIO — OIHA
3 BU3HAYHUX 1i BracTuBocTei. O3HaKM mepexijgHoi mobu crocte-
piraroTbcs i B yKpaiHCbKOMY MY3MKO3HABCTBi: TYT BiIOyBalOTHCS
CIpaBXHi HayKoBi Oarajii MIOJ0 TOro, IO caMe 3 MUHYJIOTO Mae
MPaBO 3aJUIIUTUCS B MUCTEUTBI 1 Hayli MailOyTHBOTO, a M0 Mae
OyTH MmoKapaHo BiYHUM 3a0yTTsIM y Bozax Jletu.

Kineup nepmoi uBepti XXI cronitTs siK nepexiona dobda xa-
pakTepu3yeThCsl NEpPETUHAHHSM 3acajl My3UKO3HABCTBa MUHYJIOTO
1 TIepenyyTTsIM MY3UKOJIOrii MaiiOyTHbOro. BaknnuBoro 03HaKoOIO
nepexiHoi 100K € HasABHICTH MPooOpa3iB My3WKO3HABCTBA Maii-
OyTHLOTO B HaJApax KPM30BOi JOOHW. IX BiA4yTTS i BiATBOpEHHS B
MY3UKO3HaBYiH CBIIOMOCTi ChOTOIEHHS ]a€ 3MOTY HAaOJIU3UTHCS 1O
IUTICHOT KOHIIETIIT My3HKOJIOTii Maii0y THROTO.
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THUMoNOriuHOI0 03HAKOK MepexigHoi 1o0M cTae HaJgaHHA
MPUHLHITY 1CTOPU3MY yHIBEPCAaJIBHOTO 3HAYEHHS: 1M03a HOro MOX-
JINBOCTSMH BHPOOUTH KOHIIETI[IFO HAIlIOHAJIBHOI MY3HKOJIOTIi Maii-
OyTHBOTO € “MICi€l0 HE3A1IICHEHHOO .

IcTopusm Mae OyTH MOMIMPEHWM Ha BCIO CTPYKTYPY YKpa-
THCBKOTO MY3HMKO3HaBCTBA (ICTOPMYHOr0, TEOPETHYHOTO, BUKO-
HABCBKOT'0) 3 METOI0 BHUPOOJIEHHS! €IWHOI cTparerii MaiOyTHbBOI
HayKH npo My3uky. OTxke, y CTBOpEHHI KapTHHU CBITY, 110 Ma€ Oy-
TH 3aKapOOBaHOIO B YKPaiHCEKOMY MY3HKO3HABCTBI MalilOyTHHOTO,
0coONMBE 3HAYCHHS HAJECKUTH icmopuzmy. 3aBISIKU HEOCSKHOC-
Ti MOTeHHiany i1 pe3yJbTaTUBHOCTI Aii Lboro ¢imococbko-Ha-
YKOBOTO HPUHLUIY YMOXKIUBIIOETHCSA MEPEOLiHKa MUHYJIOTO SIK
MIEPEIYMOBH  6UOYOY8AHHS NPOOOPA3Y, NAPAOUeMU YKPAIHCbKO20
MY3UKO3HABCEA MAOYymMHb020. AJle HAHAKTYaIBHIIIOW CHEPOro
MaHyBaHHS MPUHIHUITY iCTOPU3MY Ma€ 3aJHIIUTHUCS ICTOPisl MYy3H-
KU — SIK HE TUIBKW aHAJIITHYHA, aje | 171e0oriyHa HayKa.

BucxiTHOO MO3UITIERO IO/IO TOMISAY B MalOy THE B CUCTEMI iCTO-
PUYHOrO My3HKO3HABCTBA € TIepeMora YKpaiHu B ocTaHHil OuTsi CiTia
1 TEMPSIBY, BiAHOBJIEHHS TEPUTOPIATBHOI €JHOCTI 1 BCTAHOBJICHHSI MUDY.

baszoBanwuii Ha 3HaHHI po nepemory CBiTia, mornan y mai-
OyTHE YKpalHCHKOTO MY3WKO3HABCTBA I'PYHTYETHCS Ha METOJOJIOT Y-
HUX 3aca/laX BUBYCHHS KYJIBTYpOTBOPUOTO Mporecy. Sk 00’eKTHBHA
BJIACTUBICTH CYyYacHOI'O iCTOpU3MY, HOTISIA y MailOyTHE yMOXKITUB-
JIOETBHCS 3aBASKU 3aCTOCYBAHHIO MEmOOi8 MPOSHO3VEAHHS IS
PO3pOOKHM HayKoBOi TimoTe3n moao (opMyBaHHS KOHLEMIIi Harli-
OHAJIBHOTO MY3MYHOTO MHUCTELTBA 1 CTpaTerii po3BUTKY MY3HUYHOI
Hayku MaiOyTHbOro. Cepenl METONIB MPOrHO3YBaHHS K HAHAKTY-
aNBHINI A7 MY3UYHOI HAyKH MEPeXiJHOi J0OM BHOKPEMHMO eKC-
mpanoaayiio (TpaHCTIOPTYBaHHS TEHICHIIN, BIACTUBUX MUHYJIOMY
1 cyyacHOMY, CTaHaM MY3HYHOI HayKH, Ha MailOyTHE 3 ypaxyBaHHIM
MOKJIMBUX BIUIMBIB MOJMITUYHUX (aKTOPIB 1 XyIOKHIX apTE(PaKTiB)
Ta ModenioganHs (KOHCTPYIOBaHHS MOl My3HKO3HaBCTBa MalOyT-
HBOI'O Ha OCHOBI MOINEPEAHHOr0 BUBYEHHS XapaKTEepHUX iil cydac-
HUX TPOLECIB 1 BIacTUBOCTEH). MeTox MporHo3yBaHHs epeadadae
CTBOPEHHSI MOZIENi MY3MKO3HABCTBA MallOyTHBHOTO SIK YMOTJISITHOTO
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o0’exta. TyT MaroTh OyTH BU3HAUCHMMH MeTa 1 IUIAXH i1 peamizauii,
3MICTOBI 1 CTPYKTYPHI BJIaCTUBOCTI, BIaCTUBE ili MpoOJIIEMHE KOJIO.
HaykoBa KoHueniisi yKpaiHCbKOr0 MY3HKO3HaBCTBAa MailOyTHBOT'O
Ma€ MICTUTH MEPEOLiHKY MUHYJIOIO i OL[iHKY CYy4YacHOTO CTaHy, Yy
AKOMY IepeOyBa€ HayKa, cTparerii i HepCeKTUBH PO3BUTKY, BUPO-
OJIeHi Ha OCHOBI 3aCTOCYBaHHS METO/IB HAyKOBOT'O IIPOTHO3YBAHHS
Ta riMnoTeTUYHOrO METOy. PaiioHaniaM Moieni, sika po3po0IseThes,
3YMOBIIIOE€ PIBEHb BIACTHUBHUX il iIMOBIPHOCTI 1 BIpOTiJHOCTI.

Hama emoxa moxe OyTH TIIyMaueHOIO SK CIIOBHEHA ONTHUMI3MY
no0a TpariyHoro peHecaHcy, ajxe i 3MIiCT BU3HAYa€ HE po3yapyBaHHS,
a Bipa B mepeMory. Lle — izeanbHuMiA iCTOpHYHKI Yac Uil CTBOPEHHS
MOJIeNi YKpaiHCBKOTO MY3MKO3HABCTBa MailOyTHBOro. PartioHanbHO
noOyioBaHa MOJENb YKPaiHCBKOIO MY3MKO3HAaBCTBA JPYIroi 4BEpTi
XXI cToniTTsl MOBMHHA MaTH PEHECAHCHUL 3MICT, CTIOBHEHHUI OIITHUMI3-
My LI0A0 MaiOyTHBOI KyIbTypH YKpaiHH, BigpomxeHHs Jlep:kasy, ic-
TOPUYHO BIACTHBUX 1l KOPAOHIB, po3kBiTY MoBH, MucrenTsa, Hayku.

CTBOpeHHS HOBITHBOI KOHIIETILIT icTOpii My3UKH nependavae
MOAONIAaHHS Marii “iMIepchKUX LIHHOCTEH y MY3WYHIH IUBimi3a-
ii. 3a3Haunmo, iMnepchki amoOinii B YkpaiHi € JoBOJI MIITHUMU:
Hallla cy4acHa KyJbTypa IHOCTa€ CHAAKOEMHUIEI0 KYJIBTYPHOTO
CHaJKy TPhOX iMIepiii — ABCTpPO-YTOpChKoOi, pOCiiichbKoi, “‘COBET-
cbKoi”. Haco-mpocTOpOBE NEPEXPECTs MOCHITIOE BILTUB IMIIEPCHKUX
Tpaaulii, HaOyBarOYH Milli “TIOTPOEHOTO 3J1a”,

HudepenuiiioBane cTaBieHHS 10 3400yTKiB MUHYJIOTO Ma€e
HaOyTH METONOJIOTIYHOI 3acalud BXE B YKPaiHCBKOMY MY3HKO-
HaBCTBI nepexignoi 1oou. BaxnueuMm € 3aBIaHHs MOBEPHEHHS 10
YKpaTHCBKOI XyJOKHBOT KYJIBTYPH THX ii 3100yTKiB i THX i1 reHiis,
mo Oynu MpUBJIAacHEHI, CHAIUTIOKEH1, CKPUBIXKEH], “po3m’aTi” BO-
pOrOM, TIOCTaBJIEHI Ha CIYKO0Y “‘dyXii” KyJabTypi 1 Big4yXeHi BiJ
KynbTypu pigHoi. OTxe, “OMTBa 3a MUHYJE” — MEPEAYMOBa CTBO-
PEHHS MOzl YKpaiHChKOro My3WKO3HaBCTBa MallOyTHBOTO i, Oe3-
nepevHo, “ONTBH 3a MailOyTHE”.

CTBOpeHHSI MozeNi YKpaiHCBKOTO MY3WKO3HaBCTBAa MaiOyT-
HBOT'0 Iepen0avae pO3BUTOK He TINBKY (QYHIaMEHTaNbHOI HAYKH, ajie
1 yIOCKOHANIeHHs OCBITHBOTO TIpoliecy. BakinBa ckiiazoBa mporecy
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(opMyBaHHs MOZeNi YKPaiHCBKOTO MY3HUKO3HABCTBA MaliOyTHBOTO —
OCBITHIH Iporec, mo B atMocdepi peopMH BUILOI OCBITH B KpaiHi
MOCTA€ K BUPAKEHHS BCi€l CYKYITHOCTI MPOSIBIB KPH30BOI JOOU.

CTBOpeHHSI KapTHHH YKpaiHCHKOTO MY3WKO3HAaBCTBAa Maid-
OyTHBOTO OTpPedy€e PO3POOKH NUISIXiB iHTErpallii 10 €BPONEHCHKO-
T'0 KOHTEKCTY, YTBOPEHHS €MHOTO KYJIBTYPHOTO IIPOCTODY.

CroporHo3oBaHa KapmuHa c8imy YKPAiHCbKO20 MY3UKO3HAB-
cmea MaiibymHvb020 3a yMOB i1 0a3yBaHHS HA HAyKOBOMY Mepea-
0adyeHHI SK O3Hall HOBITHHOTO ICTOPUYHOTO MHCIICHHS, aHami3i
MUHYJIUX TOCATHEHD 1 MOMUJIOK, OOTPyHTOBAaHOMY MPOTHO3yBaHHI
LUISIX1B IOAOJIAHHS KPU3H, popMyBaHHI 3MiCTy HAyKH PO MY3UKY
Ha OCHOBI TMOTETHYHOTO METOJY HEe Ma€ 03HAK HayKoBOi (paHTac-
THKH, IOCTAIOUH SIK peanis Future.
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“When the day comes, the war will finish...” — the lines from
this song became a motto of modern Ukrainian culture and an epi-
graph of this essay.

A look into the future, actualized in history of Ukrainian mu-
sic at the end of the first quarter of the XXI century, when unprece-
dented shock, which our country had experienced, shaked the whole
world, cannot but have the traces of prophecy. A look into the future,
connected with longing for peace, hope and faith in the victory of
the Light, faces today the dream, searching for symbolic prophetic
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understanding of the dreams of “the collective unconscious”, “boo-
merang” law displays, saving phenomena of the God's will, that is
happening on the stage of “the theater of war” now.

But not only the Divine Revelation and apocalyptic apparitions
about victory of Light over darkness, which will happen after un-
heard-of ordeals, become today a source of future history of Ukrain-
ian music conception development. Its crystallization is impossible
without taking into account everyday news from the front — about
perfect skills in fight art fundamentals, strength of mind, strong will
to win, highest display of mercy, skillful application of technologies
in usage of modern arms that is peculiar to our warriors of the Light;
without winning dynamics in changing margins at military opera-
tions, in defending our land, in their reflection on new geopolitical
maps etc. While creating a conception of history of Ukrainian music
one should apply the system of principles immanently peculiar to it,
that is analytical thinking, the gift of scientific foreseeing, conclu-
sions based on integrity of historical analogues and regularities.

Creation of future art conception which is based on reconsid-
eration of the experience of the past is a typical situation for history
and philosophy of art. This is a way the theory of “the art of the future”
(that is romanticism) was made up by philosophers of Jena school, and
this theory was based on the “look into the past” (an extract from
Nikolaus Lenau's poem). An age of today which requires prophetical
look into the future, should also focus on contemplation of the past —
reconsidered and reappraised (the role of axiology teaching of which is
developed in the history of Ukrainian musicology by A.A. Mizitova).

Contemporary period in the history of Ukraine is character-
ized by crisis, and has the signs of a transitional one: eschatological
understanding of “the end of the world” interacts with prophecies
about overcoming Apocalypse; one of its remarkable features is a
struggle between old and new systems of the world. There are also
signs of transitional period in Ukrainian musicology: one can ob-
serve here real scientific battles concerning the question what past
things should remain in the art and the science of the future exactly,
and what should be punished by sinking in oblivion.
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The end of the first quarter of the XXI century as a transi-
tional period is characterized by intersection of principles of mu-
sicology of the past and presentiment of musicology of the future.
Prototypes of music history of the future during the age of crisis is
an important feature of the transitional period. Feeling and repro-
ducing these prototypes in musicological mind of today gives a pos-
sibility to receive integral conception of musicology of the future.

Making the principle of historicism universally important is
typological feature of the transitional period: it is “a mission impos-
sible” to create the conception of national history of music of the
future without it.

Historicism should cover the whole structure of Ukrainian
musicology (historical, theoretical, performing) in order to produce a
single strategy of future science about music. So, historicism is espe-
cially important in world picture creation and it should be fixed in the
history of Ukrainian music of the future. Unlimited potential and ef-
ficiency of this philosophically scientific principle makes reconsidera-
tion of the past, as a precondition for prototype creation, a paradigm
of Ukrainian musicology of the future possible. However, it is history
of music as not only analytical but also ideological science, that should
remain the most actual sphere of historicism principal existence.

The victory of Ukraine in the last battle of the Light and dark-
ness, restoration of the unity of its territory and bringing peace is initial
point as to looking into the future in the system of historical musicology.

The look into the future of the history of Ukrainian mu-
sic based on the knowledge about the victory of the Light relies on
methodological principles of studying the culture building process.
The look into the future as an objective feature of modern histori-
cism is possible due to the usage of the method of prognostication in
order to work out scientific hypotheses about making a conception
of national music art and strategy of future music science develop-
ment. Extrapolation (transportation of tendencies, characteristic for
past and future states of music science, to the future, taking into ac-
count possible influence of political factors and artistic artifacts) and
modeling (construction of future musicology model on the basis of
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prior studying of modern processes and features characteristic to it)
are among most acting methods of prognostication of the music sci-
ence of transitional period. The method of prognostication provides
the creation of a model of musicology of the future as a speculative
object. It means that purpose and ways of carrying it out, its content
and structural characteristics, question circle peculiar to it, should
be determined. Scientific conception of the history of Ukrainian
music of the future should include reconsideration of the past and
estimation of its modern state, strategies and perspectives of devel-
opment made on the basis of usage of methods of scientific prognos-
tication and a hypothetical method. The rationalism of the model
being worked out influences the level of probability peculiar to it.

Our epoch can be interpreted as an epoch of tragic Renais-
sance filled with optimism as its content is conditioned not by dis-
appointment but by faith in victory. It is an ideal historical time for
creation of the model of the history of Ukrainian music of the future.
Rationally constructed model of the history of Ukrainian music of
the second quarter of the XXI century should have a Renaissance
content filled with optimism as to the future of Ukrainian musicol-
ogy, revival of the State, its historical borders, flourishing of the
Language, the Art, the Science.

Creation of a new conception of the history of music includes
reduction of the magic of “imperial values” in musical civilization. It
should be noted that Ukraine has quite strong imperial ambitions: our
modern culture has inherited the cultural heritage of three empires —
Austro-Hungarian, Russian, “Soviet”. Time-space crossing increases
the influence of imperial traditions, gaining the power of “triple evil”.

Differential attitude to the achievements of the past should ac-
quire methodological principles exactly in the history of Ukrainian
music of the transitional period. Returning of the gains of Ukrainian
art culture and the geniuses who were appropriated, denigrated, down-
trodden, “crucified” by the enemy, forced to serve to a “strange” culture
and deprived of the native culture — is especially important. So, “the
battle for the past” is a prerequisite to creation of the model of Ukrain-
ian musicology of the future, and, surely, to the “battle for the future”.
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Creation of the model of history of Ukrainian music includes
not only development of the fundamental science, but also improve-
ment of educational process. Educational process, which appears
in the atmosphere of reform of higher education in the country, ap-
pears as representation of all characteristics of crisis period, and
it is an important component of the process of creation of future
Ukrainian musicology model.

Making an image of the history of Ukrainian music of the
future requires working out the ways of integration to the European
context, creation of a single cultural system.

A predicted image of the world of Ukrainian musicology of
the future is based on scientific prognostication as a feature of new
historical thinking; analysis of achievements and mistakes of the
past; prognostication of ways of crisis overcoming; formation of the
content of the science about music based on the hypothetic method
does not have signs of science fiction and appears as a Futurum
realia.
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