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Oxkcana Jlonank

OOPMYBAHHS HAYKOBO-AHAJITUYHUX ITAPAMETPIB
BUBYEHHS TBOPUYUOCTI APTEMA BEJEJIA
KPI3b ITIPU3MY MY3UKO3HABYO-TEKCTOJOI'TYHUX JOCILIXKXEHD
JIPYT'OI NOJIOBUHHU XIX — CEPEJIAUHU XX CTOJITTA

Cmammsi  8uUC8imIIOE  OCHOGHI  acnekmu  (OpMYy8aHHs CMUIbLOGUX MA  ICHOPUKO-
MUCEYMBO3HABYUX NAPAMEMPIE UEHEHHA MBOPYOT CRAOWUHU YKPATHCOK020 KOMno3umopa Apmema
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JIyk anosuua Bedensi (Bedenbcbko2o) nid Kymom 30py MY3UKO3HABYO-MEKCMONO2IYHUX OOCNIOdICEH
opyeoi nonosunu XIX — cepeounu XX cm. Buknadewi y cmammi MipKy8aHHA apeyMeHmMOB8AHO
NIOMBEPOACYIOMbCSL OeMATbHUM AHANIZ0M SIMYUSHAHOL | 3apybincHOT 6edenesnaguol icmopioepagii 6
OKPeCNIeHUX XPOHOTIO2IUHUX MENHCAX.

Kntouoei cnoea: meopua cnadowuna A. Bedens, Haykoo-my3uxosnasyuii - amanis,
agmoepaiuni meopu, pedaxkyitini KOpeKmusu, KOMRO3UYIUHA T1eKCUKA, XOPO8e 8UKOHABCMEO.
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Oxkcana JloHauk

OOPMHUPOBAHUE HAYUYHO-AHAJIMTUYECKHUX TAPAMETPOB
MN3YYEHUSA TBOPYECTBA APTEMUSI BEJAEJISA
CKBO3b IIPU3MY MY3bIKOBEJTUECKO-TEKCTOJOTMYECKUX UCCJIEIOBAHUM
BTOPOM MMOJTOBUHBI XIX — CPEJIUHBI XX CTOJIETHS

Cmamuvsa  oceewjaem OCHOBHblE dACNEKMbl (QOPMUPOBAHUS  CIMUNEBLIX U UCHOPUKO-
UCKYCCMBOBEOUECKUX NAPAMEMPO8 HAYYHO-MY3bIKOGEOYECKO20 AHANU3A MBOPYECKO20 HACeOus.
VKPAuHcKoeo  Komnosumopa emopoii  nonogunvt XVIII 6. Apmemus Jlyxvauwosuua Beodens
(Bedenvckoeo) ¢ mouku 3peHuss My3blK08eOYeCKO-MEeKCMOI02UYECKUX UCCIe008aHUll  8MOpOll
nonogunvl XIX — cpeounvt XX cm. H3noocennvie 6 cmamve paccyicoeHusi apeyMeHmuposano
noOMEepHCOaromcs 0emanibHbIM AHATU3OM OMEYeCMBEeHHOU U 3apy0excHoll ucmopuozpaguu 8
XPOHONOSUYECKUX DAMKAX, OYEPYEHHbIX 6 Hauane nyOauKayuu.

Kntouegvie cnosa: meopuecxoe nacnedue A. Bedens, mayyHo-my3viKO3HAGYeCKuUlli aHanu3,
asmoepaguyeckue npouzgeoenus, pedaKyuonHblie KOPPEeKmugsl, KOMNOUYUOHHAS IEKCUKAd, XOPOBoe
UCHOTIHUMENbCMGO.

Igor Tylyk
Oksana Dondyk

THE FORMATION OF SCIENTIFIC AND ANALYTICAL PARAMETERS
OF THE STUDY OF ARTEM VEDEL’S CREATIVITY THROUGH THE PRISM
OF MUSICOLOGY AND TEXTUAL RESEARCH FROM THE SECOND HALF
OF THE NINETEENTH CENTURY TILL THE MIDDLE OF THE TWENTIETH CENTURY

This article is aimed at illuminating the aspects of the formation of textual, stylistic, historical
and art studying parameters of scientific and musical analysis of the Ukrainian composer of the
second half of the eighteenth century Artem Vedel’s creative heritage (Vedelsky). Considering at the
specifics of the chosen analytical foreshortening, the chronological coordinates of the study are
circumscribed within the frames from the second half of the nineteenth century till the mid-60’s of the
twentieth century. They include the information from the original publications, which are devoted to
A. Vedel’s life and work, to the appearance of the first thorough work , which is connected with the
research of the artist’s artistic phenomenon.

The initial thesis of the article is the statement of such fact, that the first studying attempts of
the Vedel-related problems were distinguished by the noticeable fragmentary and superficiality.
Obviously, it was caused by the fact that contemporaries’ memories, which were taken as the basis of
the first publications about A. Vedel, were mainly fixed after the most of the artist’s friends’ death. As
a result, it led to the existence of the numerous factual contradictions. The similar situation is also
observed in the studying of the artist’s heritage. The active public interest to A. Vedel’s creative work
caused the spontaneous spreading of the numerous hand-written variants of the same composer’s
works and appearing of the various regency editions and adapted versions, which were often
incondite. At the same time, there aren’t enough facts associated with A. Vedel’s creative activity. It
always made considerable difficulties in the field of periodization and identification of the works of
different times, as well as their classification in terms of chronological and biographical aspects. So,
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due to the existence of the considerable quantity of the works and music publications at the beginning
of the twentieth century, the publishers and researches of the artist’s creative work faced the acute
problem of establishing the authenticity of the disseminated compositions with the originals. The
decision of the problem was initially contributed by a sporadic and, shortly after, a systematic appeal
of the scientists of the late of the nineteenth century to the analysis of the artist’s autographic works,
which personify the authentic complex of individual figurative, stylistic, compositional and technical
parameters. The clarification of these parameters creates the preconditions for the stylistic
identification of contradictory non-autographic works and the clarification of the aspects of the
different creative stages ratio.

The conducted analysis in the article convinces in such fact, that the analytical approaches of
different editors and researches assure the presence of a polar opposite accentuation of the world-
view, compositional and lexical specificity of A. Vedel’s creativity, resulting from the personal
position of a certain author as to the “Ukrainian” question. This is especially pertained to the
historiographic and musicological works of the nineteenth century and the first half of the twentieth
century, in particular the studies of V. Askochenskiy, V. Metalov, V. Stasov, P. Turchaninov,
N. Feinedeisen, V. Kudrick and others. Such studies deliberately depicted the real circumstances of
A. Vedel’s life and creativity in “retouched” form according to a particular author’s subjective views
and convictions.

The estimations stated in this article are reasonably confirmed by a detailed analysis of the
national and foreign Vedel-related historiography in the chronological limits circumscribed at the
beginning of the publications.

Keywords: A. Vedel’s creative heritage, scientific and musicological analysis, autographic
works, editorial corrections, composition vocabulary, choral performance.

HesBaxkaroun Ha Te, M0 MHCTEUBKHH (eHOMEH A. Benmens BIPOIOBX OCTAHHBOTO Yacy €
00’eKTOM 0araTboX pi3HOACTIEKTHUX HAYKOBUX JMJOCHIIKEHb, YHMAJIO AaCMEKTiB, IOB’S3aHHUX 3i
crerudikoro (HopMyBaHHS HAYKOBO-aHATITHYHHX I1apaMeTpiB BHUBUEHHS TBOPYOCTI KOMIIO3HTOPA,
noTpeOyIOTh JOAATKOBOTO BHCBITJIEHHS. Y IIbOMY KOHTEKCTI TEPCHEKTHBHUM  BUIA€THCS
3aCTOCYBaHHS IIOINYKOBO-aHATITUYHOTO pakKypcy, CHpPSMOBAHOIO Ha OCSTHEHHS MHCTEIBKOT
cnammuHN A. Bemenst kpi3b puU3My MY3WKO3HABUO-TEKCTOJIOTIYHUX JOCTIIKECHb JPYToi MOJOBUHH
XIX — cepenunn XX cT., IO COPHsIE€ BUCBITIICHHIO KOHIENITYABHUX 3acall IEPBUHHOT BeeIe3HABUOL
MapagurMu 3 ycima i MO3UTHBHIMH, a TAKOX CY0’ €KTUBHO-HETATUBHUMH PHCAMHU.

I3 ypaxyBaHHSAM IPYHTOBHHUX IIOCTIJKEHb, 3[iHICHEHHX YNPOIOBX OCTaHHIX POKiB, 30KpeMa
mpans T. ycapuyk [5], JI. Kopwiit [7], A.KyraceBumua [10], €. MaxuoBus [11], € migcraBu
CTBEpKYBaTH, II0 CYYacHUH CTaH BeleJIE3HABYMX JOCIIIKEHb CSATHYB TMPUHIMIIOBO HOBOTO PIiBHS
ycBigomnenns ¢peHomeHa A. Beaens. KoHkpeTHUM BioOpa)XeHHSIM I[LOTO € JAETaTbHUM aHai3, STKUH
3rajiaHi HayKOBIII 3JIHCHWIN B iCTOpUKO-0iorpadiuHii, My3UKO3HaBUil Ta TEKCTOJIOTIUHIH IIIOMKHAX;
30KpeMa, apXiBHO-ICTOpUYHI 3HaXigku €. MaxXHOBLS, peNpe3eHTOBaHI y BKa3aHI{ Mpalli, 3HaYHOIO
MIPOIO PO3IIAPIOIOTE TOPH30HTH, TIOB’sI3aHi 3 MI3HIM IEePioJ0M JKUTTS 1 TBOPYOCTI kKommo3uTtopa. Lleit
aCIieKT € OJHMM i3 HalHCyNepewIMBINIMX INHTaHb Oiorpadii MHTHA, ampke BIH CTOCYETHCS
(hakTONOTIYHMX TPOTHPIY, SKI CBOro Hacy OyIM 3aKiajeHi Ha TOYaTKOBOMY €Tarli BHCBITICHHS
Benene3HaBuoi mpobnemartuku [2; 3; 13; 17]. Haromicte y nmocmimkennsx T. ycapuyk [5] i
A. KyraceBuua [10] 3xificHEeHO TPYHTOBHHMI MY3MKO3HAaBUHMI Ta TEKCTOJOTIYHHHA aHamli3 TBOPYOCTI
A. Bepens 3 mosumii 3’sACyBaHHS aBTCHTHYHHX MY3HYHO-JICKCUYHHUX BIACTHBOCTCH, MPUTaAMaHHHX
IHMBIyaIbHOMY MUCTEIBKOMY CBITOOAYEHHIO KOMIIO3UTOPA, BUSBICHHIO MHTOMHX pHC, SKi
BiZIpI3HAIOTE HOTO MY3WYHY JIEKCHKY BiJ KOMIIO3UTOpiB-cydacHHKiB. CaMe Iel acHeKT IeTalbHO
pucBiTtoe A. KyraceBuu y mucepramii “CTwiboBa JuQepeHIianis JTyXOBHO-MY3WYHHUX CITaJIIAH
Crenana /JlerrsproBa it Aprema Benensi: mutanHsi aBTOPCTBa TBOPIB cymnepewmBoi atpuoyii” [10],
MPUAUISIOYN  OCOOJIMBY yBary KOMITAPaTHUBHOMY CTHIJIbOBOMY aHaJi30Bl aBTOTpadiuHMX Ta
HeaBTorpadivHux TBOpiB A. Bexens (mopiBHsiHO 31 ctumictukoro C. Jlertsapbosa). HaifHoBimor i
BOJIHOYAC HAWTPYHTOBHIIIOK MPAIC0 Cy4acHOCTI, MPUCBAYCHOI TBOpUocTi A. Benens, € Bugana 1o
250-pivus Bix qHS HapoILKeHHS KoMmnosuTopa MoHorpadis T. 'ycapuyk “Aptemiit Benens. [Toctats y
KOHTeKCTi enox’ [5]. Y Hill y3araibHeHO yce, mo Oylio 3A1MCHEHO Y TUIOMIMHI JOCIIDKEHHS Pi3HUX
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ACIIeKTIB BeJeNIe3HaBUOI MPOOJIEMATHKH; 30KpeMa, BXKIJIMBUM € Te, IO JOCHIJHHIS B OKPEMHUX
po3ainax moHorpadii KOHCTaTye 3aJeKHICTh EBOIIOIIWHUX €TaliB BUBYCHHS TBOPYOI CIAJIIMHA
A.Begenss Big 00 €KTUBHHX CYCHUIBHO-icTOpWYHHMX oOctaBuH. CamMe B I[bOMY KOHTEKCTI
MPOCTEXKYIOThCS Mapaeni 3 IpoOIeMaTHKOIO, MOKIAJAESHO0 B OCHOBY AaHOI MyOuiKalii sk Takoi, 1o
30Ccepe/PKeHa Ha BHCBITJICHHI IIOYATKOBOTO 1 CEPENHBOTO €Taly BUBYCHHS TBOPYOi CIAIIIMHU
A. Bemens Ta ocobnmuBocTe# BHIAHHS HOTO TBOPIB.

Mera cTaTTi — OXapaKTepH3yBaTH acleKTH, OB’ s13aHi 3 (HOPMyBaHHIM HAYKOBO-aHAJTITHIHIX
napamMeTpiB BUBYCHHs TBop4Yoi cnammuHu A. Bemens (Bepenbcbkoro) (1767-1808), kpisb npusmy
MY3HMKO3HaBYO-TEKCTOJIOTIUHUX kepen apyroi nonoBuHu XIX — cepemuan XX cr. JlocsrHeHHs
BKa3aHOI MeTH mependadac DOTPUMAHHS XPOHOJOTIYHUX MEX IOCIHIIKCHHS, OKPECICHHX YaCOBUM
MPOMDKKOM BiJ] Hailmepmux myOmikamiid, MPUCBIYCHUX JKUTTIO 1 TBOPUOCTI KOMITO3HTOPA, a TaKOK
JIPYKYBaHHIO HOT0 TBOPIB — JI0 BUXOJIY Mepioi rpyHTOBHOT npari (MoHorpadii I. ConeBuibkoro) [15],
CTIPSIMOBaHOI Ha KOMIUICKCHHUN aHai3 ocoOucTocTi A. Benens Ta Horo TBOpYOi CriaIuHH.

Sk Bimomo, TpuBamumii yac TBopua cmaammHa A. Bemens Oyma mix cyBopor 3a00pOHOIO,
CaHKIIOHOBAaHOI IAPCBKMM yKa3oM immepatopa [laBma I, a 3rogom ympomoBx Maibke BCBHOrO
XIX ct. — odimitinnmu nocraHoBamu CasitienHoro Cunony Pocilickkoi npaBociaBHOT 1iepkBu [4; 5].
Jlume 3aBasiku ctapaHHsaM nepiux Oiorpadis mutus (B. Ackodencwkoro, I1. TypuaHiHoBa), a BigTaKk
MOIBWKHUIIBKIA TIJIBHOCTI Takux BHaTHHX ocobucrocrei, gk O. Kommns, I1. Kosunpknid,
B. IMerpymeBcbkuii, I. Cikopcbkuii, Oylio BiTHOBIIEHO 3racalouuii iHTEpeC TPOMAIICHKOCTI 10 KUTTS 1
TBOPYOCTI MHTIIA.

Sk 3acBiguye aHani3 pi3HUX ICTOPUKO-0iorpaiyHUX Ta MUCTELITBO3HABYMX Jxepen [2; 4; 5-7;
11; 13; 14; 15; 17], 3anikaBieHicTb 0coOOUCTICHUM 1 TBopuuM (peHoMeHOM A. Benens chopmyBanacs
pajie Ha €CTETHYHOMY Ta CYCHIJIBHO-TIOOYTOBOMY IPYHTI, a HE Ha Ipo(eciiHO-HAyKOBHX 3acajax.
Toxx HEe OWBHO, IO MepIli CIpPoOH IOCTIIPKCHHS BeIeJe3HABYOI MPOOIIEMATHKH BiI3HAYAIHCS
BITYYTHOI (PparMEHTAPHICTIO, TIOBEPXOBO i HE 3aBXKIU JOCTaTHHO apryMEHTOBAaHO BHCBITIIIOIOUH
MUTaHHS, [I0B’A3aHi 13 )KUTTAM 1 TBOPUICTIO KOMIIO3UTOPA.

[Toka30BUMH B IIbOMY KOHTEKCTI € CIIOTaI¥l YYHIB KOMIIO3UTOPA, B KOTPHX YK€ BU3HAYAIHHO
JOMiHy€ CYCHUTBHO-IOOYTOBHH, XyIOKHBO-TyONIIMCTUYHMI MiAXix M0 BHKJIALy Martepialy 3
BHpPA3HOIO TCHACHINEIO IO OIMHCOBOCTI Ta CIOTIANbHOCTI. OUYeBHIOHO, [Ie TIOB’S3aHO 3 THM, IO
Oiorpadu-mocnigauku cepearan XIX cT. cTaBuiaM co0i 3a METy He CTUIBKH MpoBaIuTH TpodeciitHo-
TEOPETUYHUN aHalli3 XUTTA 1 TBOpYOCTi A. Bemens, CKiabKM TpPUBEPHYTH YBary J0 OCOOMCTOCTI
MUTIISl TIMPOKHUX KiJT TPOMAJICHKOCTI, TIEPEIOBCIM IHTETITeHIlii, 1aTh 3arajibHe YSBJICHHS PO OKpeMi
sICKpaBi pUCH HOTO 1HIUBITyaIbHOCTI.

I3 ornsay Ha 1€ CHMITOMATHYHO, IO BIPOJOBXK Maike CTONITTS OLIBIIICT BITUYM3HSHHUX 1
3aKOPJIOHHUX JTOCII/KEHb, IPUCBSIYCHUX BUCBITIICHHIO KHTTS 1 TBOPYOCTI Bemens cnmpanacs TUTbKU
Ha JaHi, HaBe/eHi y crioraaax yuns A. Benens — [1. Typuaninosa [17], MaTepianu SKiX HEOHOPA30BO
MepeipyKOBYBaB y Pi3HUX BapiaHTax mepmmid Oiorpad kommnosutopa, BukIanad KniBcbkoi TyxoBHOL
akageMii B. AckoueHcbkuii [2]. Lle MEUMOBOMNI CHPHSIO MOIIUPEHHIO K B TPOMAJCHKOMY, TaK 1 y
HayKoBoMYy cepenoBuil XIX — nepimoi mooBHHA XX CT. HEJJOCTATHRO 00’ €KTHBHUX MOTIISIIB MO0
ocobuctocti A. Bemens Ta #oro MUCTENBKOI CHAANIMHU, CYTTEBO MEPEIIKOKAIOUN (HOPMYBAHHIO
MOJITUYHO HE3aaHTaKOBAHOI, HAayKOBO OOIPYHTOBAHOI KOHIEMIIi TBOPUOro (eHOMEeHa MHUTIS.
[liBTOpacTONMTHIA Tepiofl MOCHIIKEHHS BEICTMIBCHKOI MPOOJIEMATHKH BIII3EPKATIOE 3arajbHy
TEHJIEHIIIIO IO MOCTYIIOBOTO OYMIIEHHS peanbHoro o0pasy A. Benens Big cy0’eKTUBHUX aHAITHYHHUX
HalllapyBaHb, MOB’SI3aHUX 13 CYCHUIBHO-TIOJITUYHOI0 KOH IOHKTYPOIO PI3HHUX ICTOPHYHUX TEPiOiB, 3
MO3HIIT SKAX HAarpoMa/pKeHHH 00’ €KTUBHHUHA (DaKTONOTIYHMIA MachuB HEOIHOPAa30BO 3a3HABAB
BUKPHBIICHD 1| KOPEKIIil, BIAMOBIJHUX aKTyaJbHHUM ‘‘3aluTaM 4Yacy’'.

'V 38’s13Ky 3 UMM, IPMHUKMIIOBO BAXKJIMBO BPaXOBYBAaTH HAsABHICTb Pi3HOT aKUEHTYaLil B IIOIVIIaX HAYKOBLIB OO
JOMIHYIOUHX, Ha IXHIO JYMKY, CBITOIISITHUX Ta MHCTELIbKUX TEHJEHIIN y TBopuocTi Benens (3anexHo Bif MO3ULIT IEBHOTO
aBTOpa CTOCOBHO TaK 3BAHOrO “YKPAlHCHKOTO” MUTAaHHS Ta CIEKTpa OONI0YMX, MEPEeBaKHO MOJMITHYHUX, a I[MOYaCTH
NICUXOJIOTIUHUX TpoOieM, MOB’s3aHMX a00 3 MposBaMH BEJIMKOPOCIHCHKOI HaIiOHANI-LIOBIHICTHYHOI 3BEPXHOCTI
(“iMmepcbkuii cuapom”), abo Xk HaBIAKU — 3 03HAKAMU MPHULIEIUIIOBAHOIO CTOMITTAMHU YKpaiHi 3 60ky Pociiicbkoi, a 3ronqom
i paITHCBKOT iMIIepii KOMIUIEKCY HalliOHAIBHOI ““MaJIOPOCIHCHKOi” MEHIIIOBapTOCTI.
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[Tpubim3HO Taka X CHUTYyaIlisl MPOCTEKYETbCS W CTOCOBHO BHBUYCHHS TBOPYOI CIIAIIIUHA
muTtisl. OOManb (akTiB, MOB’SI3aHUX 13 TBOPHUOIO AISUTBHICTIO A. Bezens, HEraTHBHO IMO3HAYMIIACS HA
BCIX PIBHSAX JOCIIJKCHHs, CTBOPHBIIM 3HAYHI TPYIHOII B ranysi nepiojusamii Ta imeHTHGIKAIIT
TBOPIB PI3HMX HaciB, a TaKOX iXHbOI KiIacuikauii 3 MOIJISIIY XPOHOJIOTiYHOro Ta OiorpadivyHOro
ACIIEKTiB.

3a HagBHOCTI 3HAYHOI KUIBKOCTI pPYKONHMCHHX HeaBTOrpadiyHMX BapiaHTIB TBOpIB
KOMITO3UTOpa, a 3 movyarky XX CT. 1 HOTHHX MyOJiKamiid, mepex BUIABISMH 1 JOCITIIHUKAMUA
TBOPYOCTI MHUTI TIOCTaja ToOCTpa MpoOieMa BCTAHOBIEHHS ABTEHTHYHOCTI ITONIMPIOBAHHX
KOMITO3UIiH 11010 OPUTIHATIIB.

OpnovacHe (yHKIIIOHYBaHHS Pi3HUX Bepciili TBopiB A. Bezens BHOCHIO YMMaly IUTYyTaHUHY,
sKa CYNPOBOPKYBAJIaCs 3HAYHOK KUIBKICTIO TMOMHJIOK, a Oa)kaHHS BBECTH Y LIEPKOBHY CIyXOy
yIo0NIeH] (parMeHTH BEJCTIBCHKUX KOHIICPTIB Y BHUKOHAHHI TOPIBHSHO CIa0KUX 3a CKIAJOM i
TEXHIKOI XOPiB MPU3BOJIIIO 0 HEBUITPABJIAHUK PEIAKIIi, BAHUKHEHHS PI3HOMAaHITHUX aJIalTOBAaHUX
Bepciil.

HacmimkoM 1poro craBajo 3HAa4YHE CIOTBOPEHHS OPHTIHANBHHUX ABTOPCHKHX XYIOXKHIX
3ayMiB, HI0 BHPAXKAJIOCh Y CBIiJJOMOMY TEPEKOHCTPYIOBaHHI MY3HYHOTO 3MicTy Ta (QopMu 3
BUJIYYCHHSIM OKPEMHUX €JIEMEHTIB KOMIIO3UIIMHOro BHKIany, abo >X HaBMakKu — JOJaBaHHAM
CTITICTHYHO HEJOCKOHAJMX (PParMeHTIB, IO MOPYIIYIOTh IUTICHICTh BEIENIBCHKOI ApaMaTypridHol
apxiTekToHikd. lle HeMHHYYe NPH3BOAWIO 1O pyHHYBaHHS aBTCHTHYHHX JIaJOrapMOHIYHHX,
(haxTypHO-TeMOPOBUX Ta IHIINX iHIWBIAYaJbHO-CTHIIHOBUX HapaMeTpiB, IPUTAMAHHHUX XYIOXKHBOMY
cBiToOauenHio A. Bexpens. 3rajgani TeHAeHIil ocoObaMBO BHpa3HO okpecnwauca 3 1902 poky, konu
PO3IOYABCs CIIOHTAHHMM, a 3ro0M OLIBII-MEHII CHCTEMAaTUYHHUI ApYK OaraTbox TBOpiB A. Bemers.
AKTHBHA TyOJIiKaIlis TBOPYOI CHIQJANIMHNA KOMIIO3UTOPA CIIPOBOKYBAJIa HATralbHy MOTpeOy BCEOIYHOTO
penaryBaHHS, BCTaHOBJCHHS aBTCHTUYHOCTI aBTOPCBKOTO TEKCTy, OINHKHA 30BCIM HEBIIOMHX
BEJICIIBCHKUX TBOPIB, YOTO, Ha Kajlb, y OUTBIIOCTI TOPEBONIOMINHUX BUIAHb HEMA.

Y KOHTEKCTI 3a3HAUEHOro IMOKA30BUM € Te, M0 pEeIakliiHi MpaBKU Hepiako Oyiu
Cy0’€KTHBHO-CIIOHTAHHUMH, TPyOO TOPYIIYIOYM OpHTiHAIBHI 3acagdl BEAETIBCBKOTO CTHUIIO 1
KOHKPETHOTO XYIOXXHBOK 3aayMmy. lle oOyMOBIIEHO THM, IIO OUTBLIICTE TOTOYACHHUX PENAKTOPIB
HEIOCTaTHHO YCBINOMIIIOBANM TIMTOMI PHUCH TBOPYOi OCOOMCTOCTI MHUTIS, 3B’S30K HOTO
KOMITO3UIIIMHOTO MUCIIEHHS 3 YKPAiHCHKOI KyJIbTyporo'.

OxpiM 3a3HaueHuX (PaKTOPiB YMMAJIO peAakUifHUX 3MiH y paHHIX IyOuikauisx TBopiB Benens
OyJ0 3yMOBJIeHO, a 1HOMI ¥ Oe3rnocepeNHbO IHCIIPOBAHO CYTO TpParMaTHYHUMH TOTpedaMu
napaisuIbHOTO LEPKOBHO-KIIPOCHOTO U aHCaMOIeBO-XOPOBOTO BHKOHABCTBA, fKE, Ha BIIAMiHY Bif
BHCOKOTIPO(ECIHHOTO PiBHS OKPEMHX BEIHKHX [IEPKOBHHUX Ta MOHACTUPCHKHUX XOPIB, SK, HAITPHUKIA,
Kueso-Ileuepcokoi  JlaBpn, Codificbkoro cobopy, CBsiTo-MuxaimiBcskoro  30I0TOBEPXOTO
MOHACTHPS, TATEKO HE 3aBKIH BiI3HAYAIIOCS] HAISKHUM TEXHIYHIM BHITKOIOM.

[MimnamroByroYn CBOi BHOAHHS 10 aKTyalbHHUX 3aIUTIB ITOBCSKICHHOI IIEPKOBHOI MPAKTHKH,
BHJABII CBIIOMO CIPOLIyBaJld MY3WYHMH BHKIAJ BEIENiBCBKUX TBOPIB, 110, Ha Kajlb, HEMHUHYyYE
MIPU3BOJIJIO IO iICTOTHOTO CIIOTBOPCHHS IIEPBUHHOTO aBTOPCHKOTO KOHIIEMTY.

BpaxoByroun po3risHYTI HETaTWBHI MOMEHTH NEPBHHHOTO, Ha3BEMO HOro ‘“‘CTHUXIHHO-
MparMaTUvHOTro”, eTaly IOIMyJIpH3alii BeIeNiBCbKOI TBOPYOCTi, HE MOKHA MPOMHUHYTH YBarow i
OYCBHAHI TIO3UTHBHI aCIeKTH IILOTO IEpiofdy, MOB’s3aHI 3 aKTWBHUM BXOIDKEHHSM (YBEICHHSIM) y
LIEPKOBHY 1 MUCTEIbKY MPAKTUKY 3HAYHOI YaCTKHU TBOPYOTO AOPOOKY KOMITO3UTOpa. Y 3B’SA3KY 3 LIUM
JIOCTaTHBO JIMINE BiJ3HAYUTH ToW (akT, mo, sk 3a3Haydae T.'ycapuyk [4, c.32-33], 3 1902 no
1917 poky 6yJ10 BUAPYKOBAaHO GiNBIIICT BiIOMUX Ha CHOrOHI TBOPiB A. Bemens’.

I'IIle B 1898 poui Onexcangp Kowmmip npaiiowodn pereHToM xopy KHiBCbKOT JyXOBHOI akajeMmii, BKa3yBaB Ha
HaxaOCTBO 1 HEBIMIACTBO, KOTpe ‘... [Ja€ TPaBO MACSIKMM pEreHtaM pOOWTH TEHICHIHHI NPaBKA B TBOpax CaMoOro
Benens” [4, c. 32-33].

2 Cepen BHAABIIB BEJENIBCBKAX TBOPIB ToYaTKy XX CT. BapTo, HacaMmrepes, Ha3BaTH BUIABHHUITBO
I1. CeniepcroBa—O. Benuens (BuaaBuudi 3uaku [1. K. ta O. B.) 3 1902 p.; BugaBHuuTBO XypHany “My3sika u nenue” (M.—
I1.) 31904 p. ; BumaBHUITBO TOBapHucTBa “HOTHO-KHMKHOE 1E10” B T0oJaTKaxX 10 KypHaIy “X0poBoe M pereHTCKOE JIeNo”.
3rozoM 10 BuaaHHs TBopiB A. Benens aktuBHO ponyumnacs apykaphs Onekcanapo-Hescbkoi Jlapu (Bunasens I1. Kupees
1912-1917 pp.).
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VYTiM, SIK yke 3a3HaYCHO, 3HAUYHA YaCTUHA TOTOYACHUX IyOJiKaIlii (32 BUHATKOM BHIAHb ITiJ(
penakuiero B. IlerpymeBchkoro ta M. JlicinuHa), Ha >Xanb, CYTTEBO TMOPYIIYE KOMITO3UI[IHHY
ABTEHTHKY TBOPYMX 3aayMiB A. Benens. 3 orisiny Ha me BapTo HarajaTH, IO aBTOrpadigyHy OCHOBY
CHAJIIMHN KOMIIO3UTOpA CTaHOBJIATH TBOPH, MAPTHTYpPH SKUX 30eperimcs OO0 HAmoro 4Yacy B
OpUTiHaI.

Ili TBOpM € YHIKaJIBbHUM ETAJOHOM, IO YOCOOTIOE CHCTEMY iHIMBITyaJbHHX O0Opa3zHO-
CTHJIFOBUX Ta KOMIIO3WIIIMHO-TEXHIYHUX TMapaMeTpiB, KOTPlI CYKYIHO XapaKTepU3YIOTh CIEUQIKy
XYIOKHBOTO MHCJEHHS Komro3uropa. Came HasSBHICTH aBTCHTHYHHX PYKOIHCHO-HOTOTpagpiqHUX
3pa3kiB TBOpuoi cmammuHA A. Bemens yMOXIHBIIOE MOJIaCIEKTHHH KOMIIAPATHBHUI aHai3,
CIPSIMOBAaHUN Ha CTHIICTHYHY iJeHTH(IKaIil0 HeaBTorpadiyHUX TBOPIB 1 TBOPIB CyHEepewIUBOI
aTpubyuii. BogHouac, 3aBasku 30epexeHiil B aBTorpadi mepBicHii Hymepamii i mariHaimii, a Takox
OpUTIHANBHIN BeNENBChbKiA rpadoiiorii, CTae MOXKJIMBAM IPOCTSKHUTH XapakTepHI PHCH, IO
BH3HAYAIOTh ABTCHTHYHHUH KOMIUIEKC TBOPYOI IHAMBITYaNTbHOCTI MHTISI, 1, BOJIHOYAC, 3’SCyBaTH
crieruQiky eBOIIOII] HOro MUCTEI[LKOTO CBITOOAUEHHS.

PosrmsayTi npobnemu kinacudikaiii TBopuocti A. Beaens, TOMHOXKEH] Ha )KaHPOBO-CTUIHOBY
0araTOMaHITHICTh BEJENIBCHKOTO XYJOXHBOTO MHCICHHS, 3YMOBJIIOIOTh CKJIAIHICTh iACHTU(IKAIIT
TBOPYOro (peHOMEeHa KOMIO3UTOpa. Y 3B’A3KYy 3 LHUM CHiJ, OOEpPEeKHO CTaBUTHCA JO0 OKPEMHX
TEHJICHIIIMHUX BHCHOBKIB, KOTpI BIPOJOBX TPHBAJIOrO 4Yacy BH3HAYalll CTaBJICHHS 0arathbox
JIOCIIAHUKIB MUHYJOTO, 30KpeMa B. Ackouencekoro [2], B. Merammosa [13], B. Cracosa [16],
I1. Typuaninosa [17], H. ®@inaeiizena [18] Ta iHIMX, 70 KOMITO3UIIITHO-CTHIILOBUX 3aca]l My3UIHOTO
tananTy MuTLS. Lle 0co0a1BO cTocyeThes icTopiorpadivHuX Ta My3UKO3HaBUMX Mpaips XIX — nepuoi
1oyioBUHU XX CT., B SIKUX pealibHi 0OCTaBUHHM XKUTTSI 1 TBOpUOCTi A. Benens 3ManboByBalid y CBiJIOMO
“BiIpeTymoBaHOMY” BHIVISAI, BIANIOBITHOMY CyO’€KTHBHUM IIOTJISAAAaM 1 NEPEKOHAHHSIM IICBHOTO
aBTOpA.

[TpUHIMITIOBO BaXKJIMBUM KPOKOM Ha NUISAXY IOJIOJIAHHS 3ralaHoi HeraTUBHOI TEHJICHIIIT cTaia
3MiCTOBHA, HAYKOBO OOTPYHTOBaHa JAOMOBiAb BUKIagaya KuiBcbkoi MyXoBHOI ceMiHapii Ta pereHrta
xopy KwuiBcbkoi nyxoBnoi akanmemii B. [lerpymescbkoro “O JUYHOCTH M LHEPKOBHO-MY3BIKAIEHOM
TBOopuecTBe A. Benens” [14], 3auntana Ha omgHOMy i3 3acimanp ‘“‘ToBapuctBa imeHi Hectopa
Jlitonmenn” B TpaBHi 1901 poky. Came B Hill ymepine OyJI0 OKpECICHO 3arajlbHUH CHEKTp MUTaHb,
KOTpi OXOIUTIOIOTH pi3HI AaCHEeKTH BENENIBCHKOI MpOOJIEMAaTHKH, a TaKoX MpOaHaTi30BaHO
HaWBa)\JIUBIIIl YNHHUKHU, KOTP1 MOTJIM BILTMHYTH Ha (DOPMYBaHHS i PO3BUTOK OCOOMCTOCTI MUTIISI Ta
fioro tBopuocti'. Ha upomy x 3acimanni mpodecop Kuicskoro ymisepcurery CB. Bomoammupa,
BUJATHUI Jlikap-ricuxiatp I. CikopchKuil OIUIMBCS CIIOCTEPSIKEHHIMU 11010 My3uku A. Benens ta ii
MICUXOJIOTIYHOTO BIUIMBY Ha ciyxadiB. CumBoiigHO, mio BHCTyn I. CIKOPCBKOTO 1TFOCTpPYBaB
BHUKOHAHHS KOHIEPTiB A. Benens xop KuiBchkoi myxoBnoi akazemii mix xepiBHuIITBOM O. Komrmms.
I xoua matepianu momosini I. Cikopckkoro goci He 3HalAEHO, caM (akT TaKOrO TICHOTO €IHAHHS
Teopii 1 MPaKTHKA Y IUIOIIMHI My3HYHO-IICHXOJIOTITHOTO JOCIIKEHHS € CHMIITOMATHYHAM.

3romoM, Ha XBHJI MOMITHOI aKTHBi3alii rpoOMajCbKOr0O iHTEpecy A0 TBOpYOCTI A. Benesns,
IHCITIPOBAaHOTO TIEPITUMHU Iy OITiKAIIIMU TBOPIB MUTIIA, TIEpe]] TOCIITHUKAMH [TOCTalla TOCTpa moTpeda
JIOKJIIATHOTO BHCBITIIGHHS TocTari A. Bezens He nuiie sSK OKpeMOro OpWIIHAIBHOTO SBHUINA, a,
mepenyciM, y 3B’s3KaX KOMIIO3UTOPa 3 HOr0 KYJIBTYPHHM CEPEIOBHINEM Ta KOHKPETHUM iCTOPHYHUM
MOMEHTOM.

Le 3aBmaHHA, 10 MEBHOI MipH, peati3yBaB BUITyCKHUK KHIBCHKOI TyXOBHOI akaiemii, 3room
BUJATHUH yKPaiHCHKUN KOMIIO3UTOp i Mysuko3Hasenb 11. O. Kosunpkuii. IpynToBHa dimocodcbko-
0OrocioBchbKa OCBiTa, 3HAHHS MPOQPECIHHOrO MY3UYHOTO MHUCTENTBA, (POJBKIIOPY i HAPOAHOTO MOOYTY
Jajy JIOCTITHUKOBI 3MOTY MpPAaBAWBO BIATBOPUTH aTMOC(epy TOro akaJeMidHOTO CepeloBHINa, B
SKOMy (OpMyBaJICS 3acaldl BEHNENIBCHKOI OCOOWMCTOCTI Ta KpPHCTANi3yBaIMCS 3acaid HOro
KOMITO3UTOPCHKOT TBOPYOCTI.

'Y 3B’s13Ky 3 MM 4MMaoOro 3HaveHHs HaOyBae Toil dakt, wo B. [leTpymeBchkuid, sk kepiBHUK X0py KuiBchkoi
IyXoBHOI akazeMii, 6yB 1o0pe 00i3HaHuii 3 OaratbMa TBopaMu A. Beneis i mocTiliHO LiKaBUBCS BCUILIKAMY apXiBHUMH Ta
HoTOrpadiYHUMHK MaTepiajlaMy, TaK Y1 1HAKIIIE OB’ I3aHMMH 3 ITOCTATTIO KOMIIO3UTOPA 1 HOro My3WYHOIO CIIaALIMHOKO.
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3okpema, 3BepTae Ha cebe yBary nmymka I1. Ko3umpkoro miogo JOMIHYHOYOTO HMUTOMO
YKpalHCBKOTO (DONBKIOPHOrO Havana B TBopax A. Bemens, sKy aBTOp MiAKPINMUB MOCHIAHHAM Ha
ananoriyanii orysan O. Kommist, BUCIOBIEHUE y po3MoBi 3 gociinHukoMm: “Menonis Benens — 3a
voro (Kommis) — cHocTepekeHHAMH HE € IUIKOBUTOIO BIIACHICTIO TBOPYOTO TE€His IIbOTO
KOMITO3UTOpPa, 1I KOPIHHS JIC)KUTHh IIKOIIE, BOHO MPWIArae IO KOPIHHS HapOTHOI MiCHETBOPUYOCTI
yKpaiHIiB. 3iCTaBICHHS YKpaiHCBKOI HAapOIHOI IIiCHI, YKpPaiHCBKHX JYyXOBHHX KAaHTIB 3 MEIOMI€I0
Benens BusBnsie Haa3BUYalHy TOMIOHICTE Y OymOBI MeJOii, 30ir okpeMux ix enemMeHTiB. PizHuIs
MiXK HAMH € TUTbKH pe3yJIbTaTOM TEOPETHKO-MY3MUYHOI KynbTypu” [6, ¢. 87]. Y paasHCBKUi mepion,
oco0mmBo 3 kiHng 20-x g0 cepenunu 60-x pokiB XX crT., iHTepec 10 TBopdocTi A. Benenst 3HauHO
cnaB. [looguHOKi X poOOTH, IO BWHMNULIM 3 JAPYKY B Ykpaini y 20-Ti poku, 30KpeMa Hapucu
M. I'pinuenka “Ictopis ykpaiHcbkoi my3uku” [3], nuiie MOODKHO 3avinanyd NMUTaHHS, MOB’s3aHi 3i
CyTHICHOIO crenndikor TBopuocTi A. Benens, ¢pakTHYHO TepenoBigarouu B JICIIO BUIO3MIHCHOMY
BHTJISAZl XpeCTOMATIIHI (DaKTH i BACHOBKH, IO 1X 3pOOWIIH B CBIi Yac 1HIII TOCIITHUKH.

YMOBHO iX MOXXHa PO3MOIIMTH Ha JBI OCHOBHI KaTeropil. Jlo mepuioi HanexxaThb mpari
YKpalHChKUX JOCHiTHUKIB, 30kpema M. I'pinuenka [3], B. Kynpuka [9] Ta iH., sKi, Bcymepeu
OUeBHIHUM (aKTaM, a 1HOAI 1 B pyCli YCTalGHHX Yy POCIHCHKIM JOPEBONIOWIMHIN KpUTHII
cTepeoTumniB, BOavanu y TBOpuocTi Bemens abo “itamizoBani mapadpasu” Ha ykpaiHCBKI MeJOAii
(M. I'pingenko [3]), abo >k HEIOCKOHAIWH, “IOMOPOCIHUI” YKpaiHCHKHIA BapiaHT TBOPYOCTI
J. BopTHsiHCBKOTO, eHepriiiHa mocTarh sikoro aBrop (B. Kympuk) cBimomo mporucTaBuB “crnaOkii i
KBOJIii” ocobuctocti A. Benens [9]. He MicTssum HOBUX NMPUHIMIIOBUX BiIKPUTTIB Y I[ApWHI ICTOPHKO-
OiorpadiyHoro abo My3UYHO-TEOpETHYHOrO aHamizy, Hapucu B.Kynpuka (“Ormsan icropii
YKpaiHChKOi LIEPKOBHOI My3UKH’) [9] NpomOBXKWIM TEHAEHLII0 10 BHABJICHHSA KYJIbTYPHHUX
B3a€MO3B’SI3KIB MIXK TBOpUIiCcTIO A. Benens Ta JOBKOJMIIHIM KyJIBTYPHO-MUCTCIIBKAM CEPEIOBHIIIEM.
[Ipu upomy, Briagae y Bidi HaaTO Ccy0’ekTHBHE cTaBieHHs B. Kyapuka no oxpeMux iHAWBIiTyaTbHHX
puc ocobucrocti A. Bemems, siki, BOUeBHIs HE IMIIOHYIOUHM HOTO OCOOMCTHM CMakaM, OTPHMAalN
0e3micTaBHO Pi3Ky i HeraTuBHY OUIHKY [9, c. 57]. Jo iHmmoi KaTeropii ciia BiAHECTH JOCHTIIKEHHS
aBTOpIB YKpaiHChKOi miacriopu, BujaTHi npenctaBHUKU skoi O. Kommup [8], T1. Manenko [12], a
srogoMm i 1. ConeBunbKkuii [15], HaromoCHiIN Ha OpraHiuHii YKOPIHEHOCTI BEAENIBCHKOI TBOPYOCTi B
TOBIIY YKPaiHCHKOI aBTEHTUYHOI KYJIBTYPH, BIUIUB SIKOi Ha CTWNB i XyHZOKHE MUCIeHHS A. Benens e,
Ha IXHIO TyMKY, BU3HAYaJIbHUM.

[Monpu BigmaneHicTh Big MaTepuKoBOI YKpaiHHM, IO 1HOAI 3YMOBIIOBAIO JCIIO
rineprpodoBaHy NATPIOTUYHY aKIEHTYyaIlil0 B TPOIECI aHalli3y 1 BHKIAJy HAyKOBOTO MaTepiamy,
mpaili 3rajaHux JOCHIAHWUKIB CYTTEBO PO3MIMPHIN TOPU3OHTU ICTOpPHKO-OlorpadiyHux Ta
MY3WKO3HABUMX IIOINYKiB, 3HAYHOIO MIpPOI0 OKPECIHBIIN IAHOPaMy KyJIbTypHO-iICTOPHYHHX Ta
MHCTEIIBKHAX TIPOIIECiB, KOTPi 3yMOBHWJIM BHHHWKHEHHS 1 PO3BHTOK BEAETIBCHKOrO TajlaHTy. llpomy
HeaOWsIK CIpHsia i30JIbOBaHICTh AIACIIOPHOTO CEpPEAOBUINA Biff PYCOLEHTPUYHHUX BIUIMBIB, KOTpI
MOCTIHHO MEPEeIKOKaIH BICBITIICHHIO HAI[IOHAJIBHOI IpoOieMaTHKY B YKpaiHi. [lo Toro % BimHOCHA
OCiOHiCcTh 3apyOiXKHOI yKpaiHCBbKOI TpoManu, i MeBHA 3aXMIICHICTh Bil arpecCUBHUX iIE€OJIOTIHHUX
3a3iXaHb PalISHCBHKOI AaTCiCTHYHO-PYCU(PIKATOPCHKOI JOKTPHHU Jajia 3MOTY 30€perTH YHMayio
apxXiBHUX Ta JOKYMEHTANBHHX MarepialiB, sKi CTamly y IpuUrofi 0araTboM 3apyOiKHHM Ta
BITYM3HIHUM ICTOPHKAaM 1 My3WKO3HAaBIIM. lle mocrac 0COONMBO BaKIMBHM, 3BAKAIOUM Ha Ty
o0CTaBHWHY, IO 3 OISOy Ha HECHPUATINBI YMOBH, sKi ckiaiwcsi B YPCP y wacm BoifoBHHYOTO
aTei3aMy, MOCIIDKEHHS BeIee3HaB40i poOIeMaTUKH, SIK, 3PEIITO0 1 OyIb-IKOi 1HIIOI, KoTpa Oomai
OIIOCEPEIKOBAHO CTOCYBAJIaCh YKPaiHCHKOTO IIEPKOBHOTO MHCTEITBA, HAJOBrO NPUIUHIIH Wi
BiTHOBWIHU TUTbKH B 60—70-x pokax XX CTONITTS.

[lizcymoByl0UH BHKJIAACHI y CTaTTi MIpKyBaHHS, OKPECIHMO PsJI BaXXIMBHX BHCHOBKIB.
[ToyaTKOBHI eTam pPO3BUTKY BENENIC3HABCTBA IPYHTYBABCS, 3AEOIIBIIOT0, Ha CTHXIMHOMY BHSABI
IPOMAJICBKOTO iHTEpecy 1o ocobucrocti A. Bemerns Ta itoro TBopyocrti. e mo3naunnocs Ha xapakTtepi
MepIIuX MyOTiKaiil, MPUCBSICHIX BHCBITICHHIO )KATTEBOTO i TBOPYOT'O MUISIXY KOMITO3UTOPA, B SIKHX
MIPEBAJIOE TUIETAHTCHKO-MYOMIIUCTAYHUNA MiAXiA JO BUSBICHHS MUTOMHUX PHC TBOPYOro (peHOMEHa
MUTIIS, IO MPOCTEXKYETHCS B HEIOCTATHHO TIIMOOKOMY aHami3l OKpeMHX ()aKkTiB Ta IOBEPXOBOMY
oOIpyHTYBaHHI BUOYIyBaHWX Ha iX OCHOBI TilmoTe3. BiJpaBHUM IMyHKTOM HayKOBOTO JOCIIKCHHS
JKUTTSL 1 TBOpPUYOCTI KOMMoO3WTOpa ciix BBaxatu jgonosine I Cikopcekoro #  myOmikamii
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B. ITerpymescrkoro Ta I1. Ko3umpkoro, B Skux ynepuie 0ymno 31ificHEHO clipoOy BHSABUTH XapaKTepHi
03HAKHU BEJIENIBCHKOI TBOPUOT OCOOMCTOTCTI 3 ypaXxyBaHHSIM OpUTIHAIBHOI Ciel(iKA TaJaHTy MUTIIS
Ta 00 €KTUBHUX OOCTaBMH #Oro QopMyBaHHS. XapaKTEpHOIO O3HAKOW, IO BU3HAYae mepedir
€BOJIIOLII TpOLECY IOCTIHKEHHS BEICTIBCbKOI MPOOJEMATUKH, € TEHACHLIs, CIpsAMOBaHa Ha
MOCTIIOBHE  MOJOJAHHA  ICTOPUKO-OlorpadiuHMX, MY3MKO3HABYMX Ta  MHUCTELTBO3HABYMX
(haKTOJIOTIYHHX CYNICPEUHOCTEH ITOYaTKOBOTO IIEpioy BUBUCHHS 00’€KTa 1 MpeAMeTa JOCIiKECHHS,
KOTpa B IIEPCHEKTHBI mependadac “OYMMICHHS  TBOPUYOro ()CHOMEHAa MHTI Bill 3aaHTa)KOBAaHO-
Cy0’€KTUBHHX OIIIHOK, SIKI HEPIJIKO TPAIUIAIOTLCS B JITEPATYPI.
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Tersana Yadan

PUCHU CTUJIIO BACWJISA BAPBIHCBKOI'O
HA ITPUKJIAI COHATH PE-BEMOJIb MAXKOP

Y emammi docniosxceno cmunvosi nepesazu meopuocmi Bacuna bapsincwvkoeo, saxi ceiouams
npo  8AMCIUBE 3HAYEHHA MY3UUHOI CRAOWUHU KOMNO3UMOPA 8 E6PONEiCbKOMY MUCMEeYbKOMY
npocmopi. Posensnyma gopmenianna Conama Pe-6emons madicop, 6 sakiii asmop noxkazye
yymausicms 00 “nokaukie” ceoei enoxu. Oxapaxmepuz08aHo pucu 36 a3Ky 3 My3UUHUM MOOEPHOM Y
8UNA0I GUKOPUCMAHHS 3aC00I8 | GUPAHUX KOMNOHEHMIE HEOKIACUYUIMY, IMAPECIOHIZMY-CUMBONIZMY,
AKI NOEOHANUCD i3 POMAHMUYHO-MPAOUYIOHATICINCHKOI0 NANIMPOIO UCOKO0D0APOBAHO20 MY3UKAHMA.

Knwouogi cnosa: cumseonizm, pomanmusm, cmuis 8 My3uyi, Conama.

Tarpana Yaban

YEPTbI CTIJISI BACWINS BAPBUHCKOI'O
HA ITIPUMEPE COHATBI PE-BEMOJIb MAKOP

B cmamwee uccnedosanvl cmunesvie npeonoumenus meopyecmea Bacunusi Bapeunckoeo,
KOmopble YKa3bl8aiom Ha 8AJCHOE 3HAUEHUE MY3bIKANbHO20 HACEeOUs KOMNO3UMOPA 8 eBPONEeLiCKOM
xyoooicecmeenHom npocmpancmee. Paccmompena opmenuannas Conama Pe-bemons madicop, 6
KOMOpoil asmop noxaszviéaem yyscmeumenbHocms Kk “npuzvieam’ ceoeti snoxu. Oxapakmepuzosamsvi
uepmol C653U C MY3bIKAILHLIM MOOEPHOM 8 6Ude UCHONb308aAHUsl CPEOCME U GblPA3UMETbHBIX
KOMNOHEHMO8 — HeOKIACCUYU3MA, — UMNPECCUOHUBMA-CUMBONU3MA, — KOMOpble  00beOUHUNUCL — C
POMAHMUYECKU-MPAOUYUOHATUCCKOU NATUMPOT 8bICOKOOOAPEHHO20 MY3bIKAHMA.

Kntouegvie cnosea: cumgonusm, poManmusm, Cmuib 8 My3viKe, COHAMA.

Tetyana Chaban

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

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

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

From the first tacts of the sound of this work lead us into the texture of “sustained voice” of
the before Viennese Italian sonatas. In general, the manner in which the author writes is original,
marked by a rather expressive form, which in its kind represents the clarity and completeness of the
thought of the master. The creative feature of the composer method is the essential reference to
national folklore, as well as a number of elements inherent in the late romantic and pro symbolic style
of performance.
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