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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.

Kaninina Anna Cepeiiena
BUKAAOAYKA Kapedpu icmopii yKpaincokoi ma 3apy0iscHOi My3uKu
Xapxiecbkoeo nayioHanbHo20 yHIGEpCUmMemy MUCmeymae
imeni LI1. Komnsapescovkoco (Xapxis, Yxpaina)
e-mail: anet0692@ukr.net
ORCID 0000-0001-6938-4194

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.
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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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