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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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1t is, for example, the same name substitution of the main tone of the first part of the B-Flat
Major on the do-it-yourself minor in the third part, which symbolically transfer the sound into
“sharp”, that is, psychologically ‘“overestimated” detection — and simultaneously inclining the
“inverted” use of the cyclization of parts of the whole, not as Beethoven, ‘‘from mild to light”, but if it
were in the opposite direction. These features of the style and thematic and compositional orientation
are determine the creative figure of V. Barvinskyi, on the one hand, as “moderate neo-romanticism
with the preponderance of lyricism”, and on the other hand, as a “moderate” symbolist, parallel to
E. Elgar, M. Mettern, and others. And all this with obvious reliance on Ukrainian folklore in his
generalized non-quotation view, as is observed in K. Debussy and his contemporaries.

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

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

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

Jlo BUBYEHHS aBTOpChKOro cTwito Bacwis bapBiHCBKOro, TBOPH SIKOTO TICAPO JKUBIIATH
penepTyap BUKOHABLIB, HAYKOBLI 3BEpPTAJIMCA HEOTHOPA30BO. AJie Majlo XTO TOBOPUB PO PHCU HOTrO
3B’A3KY 3 My3UUHUM MOJEPHOM, SKUH aKTUBHO PO3BUBABCSA B €BPOIEHCHKOMY My3MYHOMY IPOCTOPI.
Came Takuil paKypc TBOPUOCTI MHUTIIS ITOJIAHO B TOCTIDKEHH1, HA MPHUKIIaAi cOHaTH Pe-6eMois Maxop.

doprenianni TBopu B. bapBiHchKOrO, 30Kpema ioro ¢opremianHi CoHaTH, cTaBalu
MPEeIMETOM BHUBYCHHS MY3MKO3HABIIIB. 3BEpTAIOUUCH J0 MYy3W4HOro CTHIO B. bapBiHChKOro, BOHM
BKa3yBalld Ha  TPAJUIIOHANICTCHKI  3acamu  Horo  TBopuocTi. 3okpema  B. Kosmos [9],
H. Kamkagamosa [7], JI. KusiHoBchbka [8] cTaBWIM TBOPYICTH aBTOpa MOPSI 3 POMAaHTHKAMH, a
C. IMapnummH [10] Bu3Hayana TBopuy nocrath B. BapBiHCHKOTO K “TIOMipKOBaHOTO HEOPOMAHTHKA 3
MepeBaXaHHSAM JIpHYHOCTI”. Sk BiJOMO, TpPaJWIIOHANI3M BH3HAYa€ HASBHICTh POMAHTHYHHX-
peaNicCTHIHUX 3ac00iB BUPKEHHS. AJle TAJIAHOBHUTI MUTIII-TPAANIIIOHATICTH HE MOTJIM HE pearyBaTH
Ha ifei "yacy, o BHOCWIO Y 3aro3udeHi Big XIX cTopiuus 3aco0u akTyalibHI CTHIBOBI 03HaKH XX CT.
3rajziaHi pucH BiITOMOHY Ha “MOKIHUK Yacy’ 3HaXOJMMO, HAIlpHKIal, 3a podototo O. MapkoBoi [5], y
TBOpUoCTi TpaguuioHaiicra K. JlaHbkeBHua, Big3HAu€HOrO BHUPA3HUMH JIHISIMH BEPUCTCHKOTO
cupsimyBaHHs. [lomiOHI pricM MHCIEHHS OpPraHiYHO BXOAWIM y 3aco0M IHIMMX TPAAMIIIOHANICTIB
(L. inmerri, Jx.-K. Menotri, C. bap6ep Ta iH.) y nepiriii mojgoBuHi XX cTopiyds, 60 MOIEpHICTChbKA
reHe3a HampsMy BepH3MYy, IO CKJIABCS B Ipyrid momoBmHI XIX cT., 3a0X0odyBaysa MOEITHAHHS 3
MPUMITHBICTCBKAMHY, HEOKIACHYHUMH IITPUXAMH, IO W HAJaBalO TBOpPaM BKa3aHUX aBTOPIB
KOHTAaKTHICTb 13 O3HaKaMH BIT'YKy Ha “IyX 4acy”, “IMOKJIMK 4acy” MHUHYJIOTO CTOITTS.

Merta cTarTi — BUABUTH Ta OXapaKTepPU3yBaTH CTHUJIbOBI IepeBard, JOTHYHI O MOAEPHY Y
TBOpUOCTi B. BapBiHCchKOT0, HA MpHKIaAi coHaTH Pe-0emonb maxop.

Bacwie bBapBiHCHKHE € CHAJKOEMIIEM CaJlOHHOTO TIPUHIAIY TPH, BPAXOBYIOUH, IO
CTaHOBIICHHS #oro miaHi3Mmy 3pificHmiocs B komii 3aHsaTh 3 K. Mikymi, yunem @. lllomena; ue
BIJIMIOBIAANIO TSDKIHHSIM JI0 CAJIOHHOCTI Yy CUMBOIICTIB KiHIs XIX — moyarky XX cT. (AuB. po3poOKu
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3. Jliccn 100 MPOTOCHMBOJNIICTCHKHX mo3uIliii y TBopuocti ®. Illomena [12, c. 342-348)).
VY nocratsax K. [e6rocci, O. Ckpsabina, K. [IlumMaHOBCHKOTrO Ta iHIMUX MOCTYIIOBO CKOHIIGHTPYBABCS
TIOCITITIOBHO-CUMBOICTUYHMI MeTon MucieHHs [11, c¢. 970]. 1 3 muM HampsMoM TOB’s3YIOTh
TBOPYICTh 0araThOX 1HIIMX KOMIO3UTOPIB, TakuX, sk I'. dope, b. Baptok, C. Paxmaninos, P. Tpayc,
I'. Manep, M. ne ®@ainbs, C. [Ipokod’es, M. PaBens Ta iH. [6, c. 307-332]. ¥ Mexax CUMBOJII3MY, 110
KyJIbTHBYBaB THIIOJOTIYHO-eMOJIEMAaTHYHI IMOCHJIAHHS, 3HAaXOAMMO HEOKJIACHYHI IOEAHAHHS
CTHJILOBUX THIIOJIOTI MHUHYIIUX €MOX 1 aKTyaJbHO-MOJIEPHICTUYHHUX CMHCIiB-3ac00iB. Came TOMy B
Conarax (Conatunax) M. Pasens, O. Ckpsoina, C. I[Ipokod’eBa 0OueBHIHI MOJCPHICTHYHI O3HAKH
BUPaKCHHSI.

Sxmo posrsimaty crienudiky MOAAHHS THUIOJOTIT MiaHICTUYHOI COHaTH y 100y MOJAEpHY
XX cropiuusi, TO 1e Yy3aranbHeHo y MoHorpadii /. AnapocoBoi: “BuaiieHHS CHMBOJI3MY SK
BHUPIMIAILHOTO MEXaHi3My HOBAIIMHOCTI Y CTHJIBOBHX TepeBarax XX cropiuds W 0coOiuBO y
(dopTenmiaHHii TEXHIII CHUPAETLCSA, 30KpeMa, Ha KOHIEMIIi Cy4acHOro CTwio y mpaisx P. Peri,
C. CkpebkoBa, siki BOadanu iHTepiopuzanito ctuimo HoBiTHBOI icTOpii B My3ulli — 3a TBOPUICTIO
K. Hdebrocci i pannboro 1. CtpaBiHCHKOTO, IO MiATPUMYETHCS AAHUMU TBOpYOi Oiorpadii kopudein
My3ukn XX cropiuus, B Tomy uyuchi — O. Ckpsbina, A. lllen6epra, b. Baptoka, C. IIpokodnesa,
O. MecciaHa Ta iH., 5IKi BHEBHEHO BBa)XAIOThCS 3aUMHATENAMHU TeHepalbHUX JiHiH XX—XXI cromiTh
Ta JKUTTEBO-TBOPUMH HUIAX SKUX BiI3HAYCHUH, SIK TEPIIOCTAITHUH, 3BEPHEHHH 0 CHMBOJICTCHKO-
TOCTIMITPECIOHICTCHKOTO CTHIIBOBOTO KoMmItiekcy” [1, c. 118].

B ykpaiHCBKOMY MHCTEUBKOMY IPOCTOPI CBOIIOLIS XKaHPY HE IMOCTYIATIacs BISTHHSIM CIIOXH.
Po3BuTOK coHaTh 0Ga3yBaBCsl Ha 3aCBOEHHI METOAIB (POPMOTBOPEHHS, KIACHYHOTO 1 POMAaHTHYHOIO,
a/pke caMe BOHHU BiJI3HAYalld akaJeMiuHy (yHJallil0 BKa3aHOI TUHOJNOTI] 1 MICTHIM BUXOJIM Ha
IiCEHHHH TeMaTHU3M TBOPIB YKPaiHCHKHUX aBTOPIB, aje 3 SBHOIO AANTAI€I0 IUX PUC MO0 “TOKIUKY
yacy”, 3aCBITYCHOr0 “napaaurMoro GopremanHoro cuMBomi3mMy” XX CTOMNITTS.

Amnanizytoun ¢doprenianny ConaTy ykpaincekoro Mutii, B. Ko3moB koHcraryBaB came
POMAHTHYHI PHCH XaHPY, BiJI3epPKAIIOI0UH MONEHIBChKY craamuny iforo Bunrens K. Mikysi. 1 ne
MPaBUIBHO 1 CHPABEIUIMBO, XO04Ya CAMOCTIHHICTH XYHOXKHBOTO MHCIICHHS YKpPAlHCBKOTO MaicTpa
po3ropTaia BHpPa3HICTh HOTO MY3WKH W JO CHMBOJICTCHKO-MOJEPHICTCHKOrO “TOKIMKY dacy”. I e
MIPOCTEKYETHCSL y Tpolleci aHalizy B IpeKpacHOMy HopoOKy Bacmms Bapincekoro, a came y
¢doprenianHiit conati Pe-6emons Maxop [9].

VYike mepmri TakTH 3BYYaHHS HA3BAHOTO TBOPY BBOIATH HAac y (GakTypy “BUTPHMAHOTO
TOJIOCOBEICHHS  JIOBIZICHCHKOI ITallilichbKoi cOHaTH, W0 HIOW ecinepmpogye MOUAPTIBCHKI
3aranpHOCTHIBOBI pucu @. Illonmena i K. Mikyni, ki iM HOpuTamMaHHi, ane Taki Hpoimaniticoki
(hakTypHI BU3HAYCHHS Yy 3raJlaHiX aBTOPIB HE MPOSBIAIOTHCSI. MaHepa, B skiil miucaB B. bapBiHchkuid,
3arajJoM OpHWTiHaJbHA, Bif3HAUYCHAa BHpPa3HOI ()OPMOIO, IIO CBOTO POXY MNPEACTAaBISE SCHICTH 1
3aBepIICHICT TYMKH MaiicTpa. TBOPUOIO PHCOI0 METOAY KOMITO3HTOPa € HPHHIMIIOBE BHPAKCHHS
HalliOHATFHOTO (PONBKIOPY, a TAaKOXK psI CINEeMEHTIB, SKi NpUTaMaHHI Mi3HbOPOMAHTHIHOMY
MIPOCHMBOJIICTCBKOMY CTHIIIO BUKJIALy.

OnHOIMEHHa 3aMiHa OCHOBHOI TOHAJILHOCTI TMepmiol YyacTuHU Pe-0emMoiib Maxxop Ha J0-Ii€3
MIHOp y TpeTiil 4YacTHHI cumeoniuHo TEPEeBOANTH 3BYUYaHHS y “‘mie€3He”, TOOTO MCHXOJIOTIYHO
“3aBuIlieHe” BUSBJICHHS — W OJTHOYACHO POOWTH HaXWJ J0 ‘“nepegepHymozo” ejicueanHs TWKII3aIii
YacTUH MIJIOT0, HE IMO-OCTXOBEHCHKH, “BiJi ThbMH JIO CBITHA”, a HIOM y MPOTHICKHOMY HAmpsami
(i1 omHOwacHO BiATBOpIOE HKHUI mToBopoT Jlg-maxopunoi Conmatn KV 331 B.-A. Momapra 3i
3HaMeHUTUM “TypeubkuM pOHI0” B OJXHOMMEHHOMY MIiHOpi, TOOTO B Jisl MIHOp — JO pedi, sK 1y
Mouapra, nepimia yactuHa ine y putmi cumiiand). Lli 0coOaMBOCTI CTHIIBOBOI 1 TeMaTHYHO-
KOMITO3HIIIfHO CrpsMOBaHOCTi, K 3a3Haumna C. [laBmumuH, BH3HAYAIOTE TBOPYY MOCTAThH
B. BapBincekoro, 3 01HOTO 0OKY, SIK “TIOMIpKOBaHOTO HEOPOMAaHTHKA 3 IIEPEBarolo JipHIHOCTI”, a 3
JIPyroro — sk “noMipkoBaHOro” cuMmBoisicta, ananoriuno 3 E. Enrapom, M. Metnepom Tta iH. [10,
c. 80-82]. I Bce me 3 SBHMMHU 3BEpTAaHHIMH HAa YKPATHCHKUI (OJBKIOP y HOro y3arallbHEHOMY
MO3alUTaTHOMY MOJIaHHi, SIK 11e ToMiTHO y K. Jlebrocci Ta oro cy4acHHKIB.

Conara B. bapBiHchkoro 3aiiMae ocoOiHMBe Miclle y HOro TBOpYOCTi. B Hill BHpa3HO
MIPOTIISIAI0THCS. PHCH METOJTY, SIKi YaCTKOBO MU BXKe OKpecliiy. L{e — omoBiiabHUMA, JTipHUKO-STIIYHAN
THII BUKJIQJCHHS Y PO3TOPHYTIH TPHYACTHHHOCTI, B SKill SIBHO IIPHXOBYETHCS OPKECTPOBICTH
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¢opremianHoro momaHHA ¢akTtypu. IIpo BmIMB HapogHOi My3MKH Ha (DOIBKIOPHY OCHOBY
TEMaTHYHOTO MaTepialy CBiT4aTh CBOOONA BUKOPUCTAHHS JAaJOBUX IHTOHAIM Ta NPUHLIUIHA iX
pPO3BUTKY. 3Ha4yHI MaciuTabuW, TSOKIHHS IO HAcH4YeHOl (akTypu, 3acTocyBaHHSA (yru y ¢iHai,
MOHOTEMAaTHYHICTh MOOYJ0BU 3aCBiAUYIOTh JOTHYHICTH JO poMaHTW4HUX Tpamuuii CoHatu. OnmHak
TaKOXX € HEOKJIACHM4YHI CHMBOJIICTCHKI TOpKaHHsS (“‘cTepTicTh” 0Opa3HO-TEMaTHYHUX KOHTPACTIB,
O3HAKH CTapOBUHHOI coHaTH da chiesa, eKJIEKTHKA CTHIILOBUX ITUTAT B TEMATHU3MI Ta CTPYKTYPI).

Bacuns bapBiHchkuit BUOpaB 0COONMBUIA IUISIX, TTOEIHABIIN HA OCHOBI OITHOTO TEMaTUYHOTO
MaTepialy JBi Pi3HI KOHCTPYKTHBHI KOHIEMIii — COHATHHH LMWK 1 (GopMy TeMH 3 BapiallisiMH.
MacirabHuil UKTIYHUE TBip HANMCAHWN HIOW y PI3HOTEMITOBHX-Pi3HOXKAHPOBUX TPHOX YACTHHAX,
IO BMIIIAIOTH O3HAKH YOTUPUYACTUHHOCTI:

— mepa yactuHa — Allegro moderato 6/8, Pe-6emons Maxxop;

— npyra — Andante sostenuto 6/4 — Allegro scherzando 3/8, ®a maxxop/Coib-6eMob Maxop;

— tpets — Andante sostenuto 4/4, no-zie3 MiHOp.

Sk GaurMo, pyra 4acTHHA YiTKO PO3ILICHA 32 TOHAJBHUMU 1 TEMIIOBO-)KaHPOBUMH O3HAKAMHU
Ha 5Bi — Andante 1 Ckepyo. Tpers X yknamaerbcs B CTPYKTypy Temu 3 eapiayismu 1 @yey.
B pesynbraTi MaeMo fenio Ha 3pa3oK IS THYACTUHHOI KOHCTPYKIii, CMiBBITHOCHOI i3 CTApOBHHHOIO
COHATOI-CIOITOIO.

VY mepuriif 9acTHHI COHATH MPOCTEXY€EMO KaHPOBY OCHOBY CHITIIIIaHU B PUTMO-(aKTypi, TOmi
SIK “‘ckapiaTTieBcbka” (akTypHa 0OMEXEHICTh Hajae TBOPOBI MojiOHOro konoputy “Kaszok crapoi
6a6yci” C. [Ipokod’eBa, B AKMX i3 3aMUIYBaHHAM 1 €CTETH3MOM IOJaHI “TiHI JOpPOrOro Cepiro
MUHYJIOTO”, 3aCBiIUyI04M YyTJIMBICTH aBTOpa N0 Toro, mo . [erens kBamidikyBaB K “IyX CBOTO
yacy” [3]. B romoBHiit naptii o4eBHHI MOIIAPTIAHCHKO-IITYOEPTIBCHKI PUCH Y BUKJIAICHH] KaHPOBOTO
TEMAaTU3My — 1 1eld “BTOPUHHHIA" KJIaCUYHO-POMAHTHYHHIA CTHJIHOBUI MOKA3HHWK CIiBBIJHOCHUH 13
“M’sikuM”  cUMBOICTCEKEM  KomIuiekcoMm [ [TamepeBcbkoro, M. MeTHepa Ta IHIIMX BU3HAYHHUX
aBTOPiB MoyaTKy XX CTOpivysl.

[TiceHHO-XaHPOBUII XapakTep MPOCTEXYEMO y MOOIYHIN MapTii, 3 GakTypHUMHU MOKa3HUKaMU
JIPUYHOTO AYeTy BEPXHBOTO Ta CepeaHbOro rojociB. CTpuMaHa TUHaMiKa NpPHBEPTAE yBary: BOHA
HiOM “BUPIBHIOE” €KCIIO3UILINHI CKIanoBi Allegro moderato. Buxian po3poOku Nokasye “Bapiallito Ha
eKcro3uIlito”. BapiariiiHi 3MiHE 0a30BaHI Ha JUHAMIYHIA eKcrpecii, KyJbMIHAIiiHI MOMEHTH
BIIMIYEHO aKOpJaMH, JAMHAMIYHUMH 3aco0aMu TpeJcTaBlicHHH e(eKT BiJylaleHHs, 3HUKHCHHS,
MiATPUMAHUH KOJOPUTHUMH TOHAIEHIMH 3iCTaBICHHSIMU, IO CTBOPIOE 300paXkaIbHUi, CHM(POHIYHU
32 CBOEIO TE€HE30I0 MPUIOM, OIMPOKO BXKMBAaHMHA y POMAaHTU3MI, aje He UyKUH IMIpecioHi3My Wi
CUMBOJTI3MY.

KotopuT ekcro3umiiHocTi y po3po0Ili Harajaye paHHLOCOHATHI 4 OifmepMaepiBchbki pucu. Tyt
HasiBHE JPOOJICHHs, BapiaHTHE MOJaHHs (pa3 TeMH, CEKBCHIIIIOBAaHHS, BUKOPHCTAHHS JIQJI0TOHATBHOT
KOJIOPUCTHKH (ci-OeMoib MiHOp, Pe-6emons maxop, 1o miHop, JIst maxkop, Mi-0eMo1b Maxop, T0-Ti€3
MiHop, ®a Maxkop). Takuii THIT pO3BUTKY MEJIOAIHHOTO “OCHIBYBaHHS OCHOBHOTO TOHAIBHOTO s/Ipa, a
He (DYHKLIOHAJBHOTO MPOTUCTOSHHA OCTaHHBOMY, Haragye po3pobku Conar @. IllyGepra, a Takox
“HeobinepMaepiBCchbki” ckiaoBi cydacHUkiB K. JleGrocci.

Oco0OnmmBO BHpPA3HOIO € pempH3a, B AKiH HeMa MPEIUKT-BCTYNy, a Marepial eKCHO3HIil
BIIHOBJIFOETHCS 3 BIJMOBIAHUM JI0 €KCMO3HUIIMHOCTI TOHAJHFHUM IUIAHOM, YHM ‘‘CTHUPAETHCS TPaHb
pO3poOKu-penpu3d. baunMo NOBEpHEHHsI TEMaTU3My “Ha Kpyrd CBOi”, IO BiINOBiJae He JiHIHHIN
icTOpUYHIA KOHUeNIii yacy, a Horo pemiriiiHo-midosioriuHoMy BUMipoBi. ['oloBHa mapTis Hemo
CKOpOYECHa, MPOBONUTHCS JIMIIE MOYATKOBA BOCBMHTAKTOBA MNOOymoBa. 3aTe y KIiHII penpusd
3’SBISIETHCSI IOTIOBHEHHSI, B OCHOBY SIKOT'O MOKJIAICHO TEMY BCTYITY.

ImmpecioHicTHYHAN e(eKT 3HUKaHHSI-PO3UNHEHHS, TMOMITHI 9YacTi HEBENHKI 3aTHXaHHS Ha
JIOMIHAHTOBHX TapMOHISX, TOAl K coda MoBepTae HAC JIO MOYATKOBOTO TEMITy W JHHAMIKH — BCE IIe
MPUIOMHU “ByallFOBaHHS COHATHOCTI”, KOTpi 3HaX0AWMO y TBOpi B. BapBiHCBEKOTO, IMOYATOK SKOTO
Maemo y OinepmaepiBchkux npuHmmnax tBopis @. [lybepra, ®. [lloneHa Ta iHmUX, TOAI SK BOHHU X
CTIIOBHAa BiIPO/KEHI HEOPOMAHTHUKAMH, IMIPECiOHICTaMH-CUMBOIICTAMH, MPOTO-HEOKIACHIIUCTAMH
ki XIX — movatky XX CTOTITb.

Jlpyra gacTHHA 3acilyTOBY€ Ha OCOOJHMBY yBary, BOHA CKJIQNAETHCS 3 JIBOX PO3IUIIB, IO
ACOIIIOIOTHCS 3 BapiaHTHO-CIOITHUMH TOO0YJI0BaMHU 0apOKOBOI COHATH. Y TEMaTUYHOMY BiJHOIICHHI
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BKa3aHi PO3JIJM CIOPIJHEHI, TOAl SK KOHTPACT TOKa3aHWi Ha OCHOBI TOHAJIBHUX, TEMIIOBHUX 1
(baKTypHO-KaHPOBHX 3iCTaBIICHb. TakMM YHHOM BKa3yeMO Ha NPHHIUIIOBE 00 ’€JHAHHS JBOX,
MOBUTHHOTO 1 MIBHJIKOTO PO3JAUIB, — Yy JyCi PEHECAaHCHOI IMEpPIIOCOHATH SIK IHCTPYMEHTaJIbHOTO
BUKJIaJICHHSI apii Ta IHCTPYMEHTaJIbHO-MOTOPHOI Bapiallii Ha Hei k.

Mepumit posgin II yactunu CoHatu € 3MICTOBHUM “TIPOAOBKEHHSIM™ JpUYHUX 00Opa3iB
Allegro moderato, Takox BiH BiJl3HAYEHUI TPUIACTHHHOI MOOYm0BOK0. HacmiBHICTH OCHOBHOI TeMH
BHpPAXCHAa y MEJIO/ii MIMPOKOTO AWXaHHS, a OararorosiocHui (pakTypHUH BHKIAM, MpIAIHBHIA,
CTIOTJIANATBHOTO XapaKkTepy, BUAAE aHAJOTii O Kanyon OApOKOBHX coHAT. TakWil TeMaTHYHUH
Marepian Mmo-HOBOMY MOJAHUI Y OPyromy, IIBUAKOMY PO3IiNi, SIKUi HaOyBae HOBOTO 3BYYaHHS 3a
JIOTIOMOTOF0 3MiHU po3Mipy Ta 3MiHU Temmy-xaHpy (Allegro scherzando). BusiBneHne Takoxx ToHaNbHE
BapilOBaHHs y MiAKIIOYEHHI OJJHOTOHAILHO-0JHOTEPIIOBUX BiIHOIICHb.

HesBuuHa 171 poMaHTHKIB OymoBa (iHany. BoHa NMpoxoauTh y BUIIAAI BUIBHUX Bapialliil 3
Oyroro (ane HarpamsieMo Ha aHaiorii jgo crpyktyp C. ®panka i M. Bebepa). Taki ctpykrypu
nemoHcTpyBasin CoHaTH 0apoKo, B OKPEMHUX BHUXO/aX 3HaXOAMMO L€ y BiIeHChbKUX KiacukiB (CoHaTH
Ne7 WM.Taiinma, Ne12 Ta Ne30 y JI. BerxoBena). ®iman Conatm B. BapsiHcbkoro Bpaxae
MacIITaOHICTIO 1 TPUBANICTIO 3ByYaHHA. TyT ynepiue NposiBISETHCS MIHOPHUI JaloBUH HaXWil, TIPU
ToMy, 0 Tema Bapiaumii TicHO TOB’S3aHa 3 KOHTYpOM NO4aTKoOBOi TeMu Allegro 1 yactunm.
MiHopauii ToHyc @iHaNy BHBOAWTH Ha JIAQJOBY HOPMATHUBHICTH CTapOBUHHOTO IICPKOBHOTO
TIMHOCITIBY.

VY camiii Temi Bapiamiii 3akmaneHa ijes NPOTpecyrOvOoro po3MIMpeHHsS, a y Bapiamisx
CIOCTEPIraeTbcsl POLIMPEHH (OPMHU-CTPYKTYpH. 3aBEpILICHHS B OJHOMMEHHOMY Maxkopi [o-0ie3
BKa3ye Ha MPHHOM CTapOBUHHOI LIEPKOBHOI MY3HKH y KaJaHCYBaHHI 3 “MIKKapIifiCHKOI TepIli€rn”,
TOOTO B OAHOIMEHHOMY Makopi. OcCoOONIHMBO BiI3HAYAEMO MOCTYIIHEBE VKPYNHEHHS CTPYKTYPHHX
eneMeHTiB y Bapiamisix, y neransx ¢haktypu, 3poCTaHHI JHHAMIKH.

3akiroyHa Bapiamlis SK YOTHpHroigocHa ®yra crae BaroMuM 3aBepiieHHsM Bciei CoHartm.
XapakTepHUIl PUTMIYHMIA 1 MENOJUYHUA MAaJIOHOK TEMH HapOIKYeThCS BXKE y Iepexoli Bif
noBuUTbHOI V Bapiamii g0 excrno3umii @yru. Cam xapaktep BHKJIAIy TEMATUYHOTO MaTepially Haraiye
THUIOBI HpUOMH poMaHTHYHOI MomioHil: MyONIOBaHHS MENOAIl B OKTaBYy, €KCIPECHUBHI PANTOBI
301IBIICHHS KUJTBKOCTI 3BYKIB y akopjax. [IOMITHAME MOCTalOTh KOMIIOHEHTH TOMO(OHIT y penpusi
(byru, e MeJomis TeMH IyOITIOEThCS aKOPJIaMH, CTBOPIOIOYHM BPaXCHHS HACHUYCHOTO OPKECTPOBOTO
3By4YaHHs. AJle BKa3zaHi aKOpJIOBI “JaHLIOTH’ SBHO cHpowyloms GakTypy 0 IBOIIAPOBOTO,
IBOXTOJIOCHOTO BHKJAICHHS, sKe mepeBaxkae y ¢aktypi Conatm bapBiHChKOro, Haramgyro4u
“BUTPUMAaHE rOJIOCOBEJCHHS ITANIHCHKOI TOBiAEHCHKOI COHATH.

[lincymoBytoun anani3 Conaru B. bapBiHChKOro, BapTO 3a3HAYUTH Te€, IO MUTEIb
KOMITOHYBaB TBip, yKe OyIydH BHCOKONPOQECITHNM My3UKaHTOM, i IIe I03HAYaI0Cs Ha BITIYTTSIX 10
“noxymKiB” cBo€l enoxu. OCTaHHI MPOTJISIIAIOTHECS B aHATI30BaHIi KOMIIO3HIIIT Y BUTJISII BiBEPTOTO
CTIMpaHHSA, B yci HE00apoKo, Ha CTApOBUHHY yepK0GH) COHATY B KOMIIO3UIIHHOMY piIlIeHH] IHKITY i 3
(hakTyporo sumpumanozo 2on0cosedenHs (YHUKHEHHS (OpTEIiaHHOT OPKECTPalbHOCTI) BIPOJOBK
MacitabHoi kommosuilii. Takox naHe “CTUpaHHA TpaHEW YacTHH 1 PO3JUIB IMMO3HAYAETHCS HA
3BElICHHI JI0 BIJICTOPOHEHO-MOHOJIOTIYHOTO, T103a()OJBKIOPHOTO BHKIAQJCHHS TEeMaTHU3My 3
BUKOPHCTAHHIM y TUHAMIIII IIEPKOBHOTO €(peKTy BUTOJIOIICHHSI.

Taki CTHIBOBI PUCH CBITYaTh MPO TOETHAHHS POMaHTUYHO-TPAIUIIOHAIICTCHKOI MANiTPH
B. bapBiHCBKOTrO, HasIBHICT fAKO1 IIJIKOM NPaBHIBHO KOHCTaTyBaJld BiZJOMi BITUM3HSHI ¥ 3apyOixHi
MY3WKO3HAaBIIi, 13 3ac00aMH MOJIEPHY MUHYJIOTO CTOJITTSI, BUsiBIeHUMH B aHanizi CoHaru Pe-6emoib
MaXxop, IO AaHaJoTiyHe 3 TMO3UIISMU JAESIKUX TPAJUIiOHATICTIB, a TakKoX ‘TOMIpKOBaHUX
HEOKJIACHIIHCTIB.
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Bajientuna BenikoBa

MY3NYHE BUKOHAHHA SAK BUAB TBOPYOI'O IIOTEHLIAJTY MAﬁQTEPHOCTI
BUKOHABIA (1O 130-JITTA 3 JHA HAPOAKEHHS 'EHPIXA HEUT'AY3A)

Y cmammi Oocniodxceno po3eumox my3uuHO-8UKOHABCLKO20 Mucmeymea XX cmonimms 8
KOHMeKCmi  3a2albH020  KYIbMYPHO-NPOCSIMHUYbKO20 pyXy 6 Kpaini. Oxapakmepu3o8ano
CMAHOBNIEHHSI MY3UYHO20 BUKOHAHHS, WO 8i000padicac cneyuiuni pucu KOMNO3umopcoKoi meopuocmi
ma 8UKOHABCHK020 Mmucmeymea. OKpecieHo YMosu QOopMy8aHHs meopyoi 060apoeHocmi 8i00M020
MY3UKAHMA-8UKOHABYA ma My3uxanma-nedaeoea I enpixa I'ycmasosuua Hetieaysa. Buceimneni oesxi
nedazoeiumi NPUHYUNU MUMYsl, o CPHOPMYSanucs 8 poKu 1020 nedaeo2iunoi disnvrocmi y BH3.

Kniouoei cnosa: mysuune euxoumanns, eukiaday, I.1. Hetleay3, my3uxanm-nedazoe,
BUKOHABCLKA MAICIEPHICb.

Banentnna beankoBa

MY3bIKAJIBHOE HCIIOJIHEHUE KAK ITPOABJIEHUE TBOPYECKOI'O
INOTEHHHUAJIA MACTEPCTBA UCITIOJTHUTEJIS
(K 130-JIETHUIO CO JHA POXXAEHUS TEHPUXA HEUT'AY3A)

B cmamve uccneoosano pazeumue My3viKAIbHO-UCNOTHUMENBLCKO20 UCKYCCMBA Nepuoodd
XX cmonemus 6 Kommekcme 00wje2o KynbmypHO-npOCEEMUMensbcko2o OBUNCEHUs 6 CMPAHe.
Oxapakmepu306ano  CMAHOBNIEHUE  MY3bIKANbHO20 — UCHOJHEHUs,  Komopoe  omobpadcaem
cneyuguuecKkue uepmsvl KOMNOIUMOPCKO20 UCKYCCMBA U UCNOTHUMENLCKO20 Macmepcemea. Ouepuensl
VCI08UA  (POPMUPOBAHUS  MBOPUECKOU  00APEHHOCMU  U3BECTNHO20 MY3bIKAHMA-UCHOIHUMEN U
mysvikauma-neoazoea Ienpuxa I'ycmasosuua Heiieayza. Oceewjenvt Hekomopwvie nedazocuyeckue
NPUHYUNDBL XYOOIICHUKA, KOMOpble CHOPMUPOBATUCL 8 200bl €20 Neddzo0euyecKoll 0esimeabHoCmu 8a
BY3.

Kniouesvle cnoea: mysvikanvhoe ucnonnenue, npenooasamenn, 1. I. Hetieays3, my3zvlkanm-
neoazoe, UCNOIHUMENLCKOE MACMEPCMEO0.

Valentina Belikova
MUSICAL PERFORMANCE AS A MANIFESTATION

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

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

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