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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



