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@eouna P. K. Yxpaincbka d¢oprenmiaHHa coOHATa MepPLIOi TPeTHHH
XX cTOJITTS Y BUKOHABCLKOMY iHTepnpeTaniiinomy acnekTi. — Kpamidikariiina
HAyKOBa Ipallsd Ha MpaBax PyKOIUCY.

HaykoBe oOrpyHTyBaHHS TBOPUOIO MHCTEIBKOIO MPOEKTY (AUcCepTallis) Ha
3100YTTS OCBITHBO-TBOPYOTO CTYIEHSA JOKTOpa MHUCTELTBA 3a cremiaibHicTio 025
«My3uune muctenTBo» (ranmy3b 3HaHb 02 «KynbTypa 1 MucreurBo»). — JIbBiBChbKa
HalllOHAJbHA My3W4Ha akazaemis iM. M. B. Jlucenka, MiHicTepCTBO KyJIbTypHU Ta
1H(popmartiiiHoi noniTuku Ykpainu, JIeBiB, 2025.

3micTt anoramii. PyiiHiBHI rio0anmi3aifiiiHi COLIOKYJIbTYpHI BHKIMKamMu XXI
CTONITTS 3 1iX 3arpo3or0 yHi(ikamii CBITOBOr0 KyJbTYpPHOIO MPOCTOPY Ta
«PO3MHUBAHHS» HAILIOHATBHOTO CETMEHTY KYyJIbTypH aKTYyadi3ylwTh TeMy JaHOi
aucepraiii. Y yac TEpOpPHCTHYHOI BiliHH, yac omepy i ontumismy (3a b. Ciororo)
JOCIIIJIPKEHHSI Ta BUKOHAHHS KpamuxX apTe(akTiB yKpPaiHChKOI MY3WKH IIOCTa€
METAaBAKJIMBUM  3aBJAHHSIM MY3MYHOI yKpaiHICTUKH. (OcoO0JMBOiI  BaKIMBOCTI
HaOyBarOTh COJbHI (POPMH BHKOHABCTBA, CEpel SKUX ICHTPAIbHE MICIC HAICKHUTh
XaHpy (opTeniaHHOI COHATH, SIKa PENpPE3eHTYE OCOOMCTICTh BUKOHABIIS SIK aBTOpa
IHTEPIPETATUBHOI KOHIICTIIIT, 110 31HCHIOETCS 0e3M0CcepeHIM 3BYYHUM IUISIXOM.

Tomy TemMa TPOMOHOBAHOTO MOCHTIKEHHS BHUAAETHCS CHOTOJIHI  OCOOJIHMBO
aKTyaJbHOI0, OCKUIBKM TIepeadadyae BUKOHABCHKO-IHTEpPIPETALIMHUNA  aHaJl3
dopremiananx coHat JleBa PeByrpkoro, Bacwis bapsincekoro, Biktopa Kocenka ta
bopuca JlarommHcekoro. SICKpaBo €KCIOHYIOYM PI3HOBUAM (OPTEMIaHHUX COHAT
NepIIoi TPeTUHU XX CT., BOHU HAJNEKATh MUCTUSAM PI3HUX CTHJILOBUX OPIEHTHUPIB Ta
NPEJCTaBISIIOTh IUPOKY MaJITPy TEXHIYHUX Ta BUKOHABCHKHUX 3ac00iB. Tum uvacowm,
MONPH JIOBEPIICHY XYI0KHBO-ECTETUYHA CaMOOYTHICTh, 1HTOHALIHO-TEMaTUYHE
0araTcTBO My3MYHOI MOBH, KAPKOJIOMHY BIPTYO3HICTh BUKOHABCHKOI TEXHIKH IIEACBPH

yKpaiHChbKoi (opTemiaHHOT My3WKH JIOTIOKH HE 3alHSJIN JIOCTOMHOTO MICHS SK Y



penepTyapi KOHIEPTYIOUUX IMIAHICTIB, TaK 1 y MENaroriyHiid MpaKkTHUIll, a 3HAYUTh —
3aJIUIIAI0THCS MAJIOBIIOMUMHU JIJIS CITyXallbKOTO 3araiy.

Mera poGoTm — cpopMyBaTH BHKOHABCHKO-1HTEPIPETALINHUN JUCKYpC
BU3HAYHUX (DOPTEMiaHHUX COHAT YKPaiHCHKHX KOMIIO3UTOPIB Mepmioi TpeTuHu XX
CTOJIITTS.

OCHOBHMMMY 3aBJAHHSIMHM POOOTH € HACTYITHI:

- y3arajbHUTH €BOJIOIII0 COHATHOTO XaHpy VY QopTemiaHHiH
TBOPYOCTI YKPATHCHKHUX KOMITO3UTOPIB MEPIIOi TPETHHU X X CTONITTS;

- IpoaHaMi3yBaTH (EHOMEH BHMKOHABCHKOI 1HTepHperauii sK
KOMILJIEKCHE SIBUIIIE;

- JIOCHIAWTH WUIIXU (OPMYyBaHHS BHKOHABCHKUX MOJENEH 11010
*aHpy (opTeniaHHOI COHATH;

- 3IIMCHUTH JKaHPOBO-CTWJILOBUHI aHalli3 OOpaHHMX COHAT Ta
3alpONOHYBATH  BJIACHE BUKOHABChKE PpO3YMIHHS CTHJIBOBUX 3acaj
1HTEepHIpeTanuii;

- OXapaKTepu3yBaTH OCHOBHI  XYyJOKHBO-TEXHIUHI IMPOOJIEMH,
BUPILIEHHSI SIKMUX CHPUATHME CTBOPEHHIO JOBEPLIEHUX IHTEPIpPETALIITHUX
MO/I€JIE COHATHOTO XKaHPY;

- aJanTyBaTH BJIACHE BUKOHABCHKE PO3YMIHHSA CTHJIBOBHX 3acaj
dopreniannux coHat B. bapsincekoro, JI. PeBynbkoro, B. Kocenka Ta b.
JIATOIMHCHKOTO,

O0’€eKT m0CTiIzKeHHsI — yKpaiHChbKa (popTeriaHHa coHaTa Nepioi TpeTuHu XX
CT.

IIpeamer nmoCHiKEHHS — BUKOHABCHKO-1HTEPIPETALIMHIA  AUCKYPC
dbopreniananx coHat  B. bapsincekoro, JI. PeByupkoro, B. Kocenka Ta b.
JIATOIMMHCHKOTO,

MeT010/10Ti4YHY OCHOBY JOCJIi’KEHHSI YTBOPIOE KAaHPOBO-CTUJIHOBHMI aHai3

dbopreniananx conat B. bapsincekoro, JI. PeBymwkoro, B. Kocenka Ta Bb.



JISTOMMHCHKOTO, OCMHUCIEHHS CTPYKTYpPHUX, (aKTypHUX, OO0pa3HO-TEeMATHUYHUX
0cobIMBOCTEM 00paHuX (POPTEMaHHUX OMYCIB; BUKOHABCHKUI aHaNi3 dYepe3 Mpu3My
XYJ0KHbO-TEXHIYHUX ACIMEKTIB BUKOHAHHS, MIATOTOBKY /10 KOHIIEPTHOI'O BUKOHAHHS
oOpaHux (OopTEeMiaHHUX COHAT SIK BU3HAYHUX apTe(]akTiB yKpaiHChKOiI (opTeniaHHOT
MY3UKH.

Metoan JA0CHiIKeHHS BU3HAYAIOTHCA SK JUCKYPCUBHHM — CTOCOBHO
TEOPETUYHUX TMEepeaAyMOB Ta  0a30BOro  HAYKOBO-TIOHSATTEBOIO  MaTepiany;
PETPOCIIEKTUBHUMN 1 CTPYKTYPHO-CUCTEMHUN Y X011 aHAITI3Y JIKEPEIT; XPOHOJIOTTUHUMA,
JUTSI BIICTE€KEHHS €BOJIIOL[IMHUX MTPOLIECIB COHATHOT'O KAHPY Y TBOPUOCTI YKPAiHCHKUX
KOMITO3UTOPIB Ta (POpTeniaHHOMY BUKOHABCTBI; KOMITAPATUBHHUM JJI MOPIBHSHHA
pI3HUX apTe(akTiB COHATHOTO KaHPY Ta IHTEPIPETOJIOTTUHUMA JJIs1 OOTpyHTYBaHHS 1
noOyZ0BY BJIACHOI BUKOHABCHKOI MOZEINI. Y LUIOMY NepeBa)ae MITICHUNA CUCTEMHUM
po3risin peHomeHa (opTemniaHHO-BUKOHABCHKOI TBOPYOCTI SIK CHEIaibHOI chepu
MY3WYHOT IHTEepIIpeTaIlii.

JskepesibHOI 023010 JOCIIIIKEHHS TTOCITYKUJIU TIpalll MPUCBIYCHI:

- YKpaincokiu meopuocmi 0aa @opmeniano: O. Topojenbka,
M. Ipemmiora, JI. Jysipak, 3. Hosenko, JI. Kanescpka, H. Kamkanamosa,
B. Knun, O. Hemunosuu, H. PeBenko, M. PxeBcrka, O. I[Tonomapenko, JI.
CsipinoBcbka, I'. CyBopoBchka, O. @paiit Ta 1H;

- (penomeny ykpaincokoi gpopmeniannoi conamu: C. 3anapoxk, JI.
Kusnosceka, JI. Jlanmyra, H. Ilacrensk, JI. CeipimoBceka, T. Tonkans b.
®inpl TAa 1H.;

- HNOHAMMIO CHMUAA mMA CHMUIICMUYHO20 3MICMY MY3UUHOT
meopuocmi: O. Katpuu, 1. Koxanuk, O. [Toronpka, O. Coxon, C. Tumiko, O.
CamolneHko Ta iH.

- KOHuenuii npoaey HAyioHAbHO20 HAYA1A 8 MY3UUHII MOBI:

JI. Kuanoscvka, O.Kozapenko, €. JleBkymuu, O. Jliryc, I. Jlsmenko, M.

HoBakosuu, M. fpko Ta iH.;



- npoonemam My3uunoi inmepnpemauyii ma BUKOHABCLKOL
peuenuyii. O. bezdboponpko, H. Kamkanamosa, O. Komenaa, B. MockaneHko,
Ma Jlinb., JI. Onapuk, 1. Yepnoa, M. UepHsiBchbKa, Ta 1H.;

Ha mizcraBi onpanboBaHUX JOCTIIKEHb, MaliCTEPKIACIB 1 BIACHOI KOHIIEPTHOT
MPaKTUKU 3alpONOHOBAHO METOJOJIOTII0 1100 BHUKOHABCHKOI 1HTEpIIpeTaIii 1
OOrpyHTOBAHO ii MPOMYKTUBHICTh. L{10 cucTeMy peKOMEHJI0BaHO TaKOX JOMOBHUTH
BIIpaBaMHU HOTW Ta TUXaHHA, K1 JOMOMAararoTh TapMOHI3allli eHeprii Ta CHpUSIOThH
JIOCSITHEHHIO KOHTPOJILOBAHOT'O BUKOHAHHS, KOJIA (hi310JI0Tis, Tcuxo(dizrka, aKyCTHKa
1 ¢p1ocodist TBOPATH CUHEPTETHUYHY €JIUHICTD.

HaykoBa HOBHM3HAa JOCJIi/I>KEHHS TI0JIATAE Y HACTYITHOMY:

CUHTE31 IHTEPIPETOJOTIYHUX Ta MY3UKO3HABUYUX AaCIEKTIB y €IUHY
METOJI0JIOTIYHY CUCTEMY, 10 BpaxoBYye crenu(iKy BUKOHAHHS MY3UKH YKPaiHCHKUX
KOMITO3UTOPIB mepiioi TpetuHu XX cromtrs (30kpema JI. PeBympkoro, B.
bapgincskoro, B. Kocenka, b. JIaTommHChKOr0); 3a1yd4eHO repMEHEBTUYHUN aHaI3
COHAT YKPAiHCHKUX KOMIIO3UTOPIB MEPIIOi TPeTHHH XX CTOMITTA Ta c(HOopMyBaHO
BJIACHUW I1HTEpNpETAlliiHUA TIIaH I JIOCATHEHHS Pe3yJibTaTy BUKOHABCHKOI
IHTepHIpeTanii.

3anponoHOBAaHO /I1€B1 3aCO0U 3 MEPETIKy Cy4aCHUX MiJIXO/IIB JI0 iX MPOYUTAHHS:

JUXaJIbHI BIPABH, HOTY, TOOYI0OBY PUTMIYHOTO POJOBOY J10 TBOPY, TOLIO.

1. CTpykrypa po6oTH Ta 3MicT po3aijiB
Jucepraiiisi CKIaaaeTbes 31 BCTYMY, TPhOX PO3/1IIB, BACHOBKIB Ta CIIUCKY

BHUKOPHUCTAHHUX IKCPCIIL.

Po3aiu . Ykpaincbka gopreniaHHa COHATA SIK CKJIAA0BA dKAHPOBOI CHCTEMH
€BPONEHCHKOI MY3HKH
BuByaroTbcs ICTOpWYHI, €CTETHYHI Ta KAaHPOBI acmekTu (popMyBaHHS
YKpaiHChKOi (OpTEeniaHHOT COHATH Yy €BPOMEUCHKOMY KOHTEKCTI, MPOCTEKYETHCS

€BOJIIOL[ISI COHATHOT'O KaHPY Y TBOPYOCTI YKPATHCHKUX KOMIIO3UTOPIB MEPIIOT TPETUHH



XX CTOMITTS, OKPECTIOIOTHCS HAYKOBO-METOIOIOTTYHI MIIXO0IU IO JOCIIHKEHHS TaHOT
temu. lle nae MOXKIMBICTD MPOCHIIKYBAaTH €TaIHICTh 3apO/KEHHS, PO3BUTKY,
30araueHHs PI3HOBUIIB COHATHOTO JKaHPY 32 CTHJIICTUKOIO, MPHUHIMIIAMA
(GbOpMOTBOPEHHS, IPAMATYPTi€l0, My3HYHOIO MOBOIO. Y TOUYHIOETHCS HU3KA (PAKTOPIB Yy
KOHKPETHHX TBOpPaX COHATHUX XaHPIB PI3HUX MEPIOJiB. YBara 30CepeKyeThCs Ha
EMOIIIHIN BUPA3HOCTI SK CKJIaJIOBI BUKOHABCHKOT pOOOTH, 110 CIIPHUs€ aKTyasi3allii
XYJO’)KHBOTO 3MICTy TBOpPIB, 30KpeMa Y KOHTEKCTI HaIllOHAJIBbHO 3a0apBIEHOI

YKpaiHChKOiI popTermiaHHOT MY3HKH.

Po3xin II. DeHoOMEeH BHUKOHABCHKOIL iHTepnperamii

Hocnixyerbesi (PeHOMEH BHUKOHABCHKOI I1HTEpHpeTanii K KOMIUIEKCHE
SBUIIE Yepe3 MPHU3MYy CTHIII0, 0OpPa3HOTO 3MICTY, 3BYKOTBOPYOCTI, My3UYHOI MOBH,
XYJ0’KHbO-TEXHIYHHUX 3aBJIaHb, IO TIepeadayae aHai3 CTUIIICTUYHUX OCOOJIMBOCTEM,
00pa3Horo 3MiCTy, TeMOPOBOT MAIITPH, PUTMIYHOI OpraHi3aiii Ta TEXHIYHOI peani3anii
dopTreniaHHUX COHAT. AKIIEHT 3p00JieHO Ha OCMHCIICHHI BUKOHABCHKUX CTpaTerii y
CBITJII CY4YaCHMX MY3MKO3HAaBUMX 1 BHUKOHABCBKHMX MiAXoAIB. I[HTepmnperaris
PO3MIISAAETHCA K popMa MUCIIEHHS Y 3BYIIL, 1110 JO3BOJISE IepeAaTH IITMOMHHUMN 3MICT
TBOPY y HOTO ICTOPHKO-KYJIBTYPHOMY KOHTEKCTI. LleHTpasbHUM METOM0JIOTIYHUM
OPIEHTHUPOM JIOCTI/KEHHS € (DEHOMEHOJIOTISI BHKOHABCBKOI 1HTEpHOpeTalli, Mo
pO3rIiA/lac BUKOHAHHS SK TPOIEC CBIJIOMOTO PO3KPUTTS TJIMOWHHUX CMHUCIOBHUX
IJIaCTIB MY3UYHOTO TBOPY uepe3 OararoBUMIPDHUW JOCBI CIIyXaHHS, IaM fTi,
TIIECHOTO PyXy Ta aKyCTHYHOI B3aeMofii i3 mpoctopom. IIporec BHKOHAHHS
dbopTeniaHHNX COHAT — 11€ OJHOYACHE 3ATy4YCHHS 0araTh0oX MapiB maM’siTi: TEKCTOBOI,
MOTOPHOI, EMOIIHHO1, CTUIICTUYHOI, aKyCTHYHO1, apXITEKTypHOi. Y mpolieci Tpy i
mapu CyMIIIYIOThCA B €JIMHE IIlJIe, CTAlOUM MaTepiajioM JJisi HApPOJIKEHHS >KHUBOI,
HEMOBTOPHOI MY3W4YHOI MOBH. BUKOHaBelb Ji€ Ha MEXI MaM’ATi W MOMEHTY, Jie
nam’siTb HE CTPUMY€E CBOOOJY, a CTa€ MIATPYHTSIM ISl TBOPUYOrO MOTOKY. [1oTik — 11€

MPOCTIpP, y SKOMY MUHYJIE (3HAHHS, TOCBIJ, IHTOHAIIIS CTHIIIO) 1 TeTEpilIHe (3By4aHHS



TYT 1 3apa3) CHHXPOHI3YIOThCS B aKTi BUpa3HOi 1ii. OcolnuBa yBara mpHILISETHCS
OCMHUCJICHHIO Yacy Ta JAMHAaMIKH $IK KJIIOYOBHX YWHHHUKIB (OPMOTBOPEHHS, IO
3a0€31euyI0Th BHYTPIIIHIO JApaMaTyprii0 Ta €MOIINHUNA po3BUTOK TBOpY. dpaza Ta
IHTOHAIIITHA CTPYKTYypa PO3TIAIAIOTHCS K CBOEPITHI "MOBHI OAWHUIN", 34aTHI HECTH
CMHUCIIOBI Ta KyJbTypHI KOJM, IO 3YMOBIIIOIOTh TIJIMOMHY BHKOHABCBKOI
iHTepnpertanii.lle BuMarae He nuie TEXHIYHOI JOCKOHAJIOCTI, a W 3MaTHOCTI 10
CllyxaHHs ce0e 1 MpOCTOpy, THYYKOl yBard, BHYTPIIIHBbOI THINI Ta BIIKPUTOCTI
MOMEHTY. [HTerpartiss TpaauIliiHOI TEXHIYHOI IIKOJM 13 CY4aCHUMHM IIIJIXOJaMH J0
1HTepHpeTauli 103BoJisi€ cPOpMyBaTH THYYKY BUKOHABCHKY CTPATEri0, OPIEHTOBAHY Ha
rIMO0KE PO3KPUTTA CTUIIICTUYHOI Ta €MOLIIITHOT OaraTomapoBoCTi TBOPIB. BaxinBoro
CKJIAJ0BOIO  TMO3WINI BUKOHABLA €  YCBIJIOMJICHHS BJIACHOI  pOJl  IIOJAO
KOMITO3UTOPCHKOTO TEKCTY, TIOTJISI] HAa CBOYO JTISUTBHICTD SIK Ha TBOPYICTh, TPAKTYBaHHS
My3WKaHTa-BUKOHABIIS HE JIMIIE SIK BIATBOPIOBaYa BKA3aHUX aBTOPOM BUPAKAIBHUX U
TEXHIYHHUX 3ac00iB, a SK Ha CaAMOIIIHHUN (EeHOMEH, YHME PO3YMIHHS aBTOPCHKOTO
3alyMy HaJliJIeHe MEPEKOHINBOIO HEMTOBTOPHICTIO, YHIKATLHUM TPAKTYBaHHSM. TaKwii
MIIX1A  JTO3BOJISIE  aKTyalli3yBaTH YHIKaJIbHI CTWJIBOBI, >KaHPOBI Ta €CTETHYHI

0COOJMBOCTI YKPATHCHKOI (OpTEMiaHHOT COHATH MEPIIOT TPETUHU XX CTOJITTS.

Po3zgisn III. BukonaBcbka penenuisi y npoekuii Ha (opremiaHHi COHATH
nepiuoi TPETUHH XX CTOJITTS
Jiig  aHamizy KaHPOBO-CTUJILOBOI XapaKTEPUCTUKM Ta BHUKOHABCHKOI
iHTepnperauii ¢opremianHux coHat JI. PeByibkoro, B. bapsincskoro, B. Kocenka, b.
JISATOMMHCHKOTO, 3aTydyaeThCsd TEePMEHEBTUYMN Ta (HEHOMEHOJIOTIYHUA aHai3.
PosrispatoTees 0coOIMBOCTI iX BUKOHABCHKOI pelenii, apamaTyprii Ta (GakTypHOi
opraHizaiii. [HTepnpeTalis y JaHOMYy KOHTEKCTI MOCTa€ K TIUOOKE MPOKUBAHHS
TEKCTY B €HOCTI CIIyXOBOT'O, MOTOPHOTO Ta CMHUCIOBOTO BUMIpiB. {1 po3ymiHHS

BUOOpPY BUKOHABCHKOI CTpATETii JOIIIbHUM CTa€ KOMIIAPATUBHUI METO/I.



[lopiBusiHHS QopTenmianHux coHaT JleBka PeBynbKOro 3 COHaTHUM >KaHPOM
Horo HaWOMMXKYMX CYYaCHHUKIB BIJKpPUBAE OararorpaHHy IHTOHAIlIHY MaIry
yKpaiHcbkoro MojepHy. [lompu Toil (akT, MO0 KOMIO3UTOPU MdiSUIM Y CXOXKHUX
ICTOPUYHUX, COIIIOKYIBTYPHUX KOHTEKCTAX, iX My3HKa — 1€ TPU Pi3H1 CBITH, TPU Pi3Hi
MOJIeJII XPOHOTOMY, 3By4aHHs 1 NICUXOJIOTi. Y MOPIBHSHHI 3 1HIIUMH YKPaiHCHKUMHU
KOMITO3UTOPaMHU 11bOro Tnepioay PeBynbkuii nocijnae yHikanbHe micte. Skmo Kocenko
TSDKI€ IO CIIOHTAaHHOI €MOITIHHOCTI, a bapBIHCHKHIA — 10 KOTHOPUCTUIHOT TUTACTHKH 3
IHTOHAIIMHUM JIIpU3MOM, TO PeBylbKHI BHOYAOBYE CTPYKTYpy yBard He Ha piBHI
e(eKTiB, a Ha pIBHI CTPYKTYpHOTO MpOXUBaHHS 3BYKYy. JI. PeBynpkuil y mnpomy
TPUKYTHUKY — (pirypa piBHOBAru: 4iTKHii, JIOTTYHUMI, TTIMOOKO BIIUYTHHI, ajie HIKOJIH
— He 3aiiBuit. Moro My3uka — sk piBHa piuka, B SKiil BiZI3epKamoeThes He6o. Bachiib
bapBiHcbkuii — 1€ JIpUK, aje HE CEHTUMEHTAJIbHUI, a 1HTENEeKTyaJbHO-
npocBiTiieHnid. My3uuHuid CBIT Horo (opTeniaHHOI COHATH MPO30pUd, MOJAIBHO
HAI[IOHAJIbHUM, OJIHAaK He AeknapaTuBHUM. TyT HeMae TSXKIHHA 10 e(deKTy, mpoTe €
NOCTIiiHA rpa rapMoHii il OapBu. bapBIHCHKMI Tpalo€ 3 IHTOHALIMHUM CHAJKOM
YKpaiHCHKOTO (hOJIBKIOPY SIK 13 MOSTUYHUM MaTepiaioM. OOpa3Huii CBIT HOTO COHATH
— HECHIIIHMM, K HapoJHA MICHA Ha BEYIpHbOMY BITpi. | came TOMy BUKOHaBelb Mae
YyTH B HIMl HE JIMIIE TEKCTypy, a KOHTEKCT. HaaBaximBorw € TemMOpoBa mamiTpa,
TJIaCTHKA, KAaHTUIEHHICTH JIiHIi. BikTop KoceHK0 — KOMITO3UTOP YIIIEBHOTO HAJIMIPY.
Horo (opTemnianni COHATH eMOIIiifHO PO3ipBaHi, HACHUYEH] XBHIIECTIONiOHNM PO3BUTKOM,
CIJICCKaMH, HecTablUIbHUMHU MeTpopuTMaMmu. Lle My3uKa, 1o MmocTiiHHO MIyKa€e omopy,
a TOMy PUTMIYHO HECTIKa, TAPMOHIYHO €KCIIPECUBHA, CTPYKTYPHO IMITyJIbCUBHA. J[J1s
madicta-BUKOHaBIlsT coHath B. Kocenka — 116 3aBXIM BUKIMK €MOIMHOIO
camokoHTpouto. [loTpiOHO OamaHcyBaTw MiK BHpa3HICTIO 1 HaaMipHicTio. CoHaTH
KoceHnka Hadye «ropsATh» 3CepeIUHH, ajle JIETKO MOXYTh «3TOPiTH» Ha CIEHi, SKIIO HEe
BIUyTH IXHIO BHYTPIIIHIO JpaMaTypriio. @dopremnianHi  coHatu bopuca
JIATOIMHCBLKOTO — 11€ JENI0 1HIMUH BUMIP: Tpari3M, ¢igocodis 31aMy 1 TOTYKHOTO

OTopy, MOJIEpHA €KCHPECIOHICTChKA BUPA3HICTh, KOH(IIKT JUCOHAHCIB, TAPMOHIS 1



PUTM BUXOJSTh 32 pAMKHU 3BUYHOTO SIK JIJISL CIIYXY Tak 1 pyku. b. JIarommHChKOTO HE
MO’KHA BUKOHYBAaTH 6e3 HaifBHIIOi eMomiiHoT MoGimizarii. Moro My3nka — crioBHeHa
O0opoTeOHM, Dpimmie coorisgaHHs. lle 1mIKojga MEXEBOro BHKJIWKY IMaHICTUYHIN
MalcTepHOCTI BUKOHaBLsA-iHTepripeTatopa. Conatu JI. PeByupkoro, B. bapsincbkoro,
B. Kocenka, b. JIaTOomMHCHKOTO € TBOpaMH HEMEPECIYHOT MUCTEIIBKOT IIIHHOCTI. BoHN
JAI0Th KOJIOCAJIbHUM MOTHELIaNl JUIsl camopealizallii CTHIBHOIO Ta 1HTEJIEKTYaJbHO
3p1JIOr0 BUKOHABIISI, aJ)K€ CTABIThH TMEpel HUM HE JIHMIIEe MOTOPHO-TEXHIUHI, ane i
CBITOTJISIIHI, CTWJIbOBI, 3BYKOTBOpYI, JApPMATypriiHi 3amuTd 3amnponoHOBaHA
METOJ0JIOTIE  poO0OTHM  HaJx  TeKcTamMu  (popTemiaHHUX  COHAT  JIONIOMOXKE
IHTEpIPEeTaTOpoBl BHOYAYBaTH CBOIO BUKOHABCHKY MOJENb MPOYUTAHb aBTOPCHKOTO
TEKCTY-KOJy, @ TaKOXX OKPECIMTH MUISXH [0 IHHOBALIMHUX 1HTEpPIpETaIliiHUuX
KOHLEMLIA.  3ampoloHOBaHA  METOAOJOrIA,  apPTUKYJIIOIUM  1HTEJIEKTYaJbHY
BUKOHABCHKY 1HTEPHPETAIlI0 Ta HAllIOHAIBHY 1EHTUYHICTh, JA03BOJIIE cHOpMYBaTH
HOBUW TIOTJISL, Ha YKpaiHChKY (opTrenmianHy coHaty XX CTOMITTS. 3alydeHHs
MICUXOJIOTTYHUX, (PLUITOCOPCHKUX 1 My3UKO3HABUMX JUCKYPCIB YMOKIIUBIIIOE TIO-HOBOMY
OCMHUCJIUTH MY3W4YHI TBOPH, SKI JOBOJII YacTO 3aJMIIAIOTHCS HEIOOIIHCHHMMH Ha
MDKHApOJHINA creHi. Takuil miaxi A03BOJISIE POOUTH YKPAiHCHKY MY3UKY O1IbII

KOHKYPEHTOCTIPOMOYKHOIO Ha CBITOBOMY PiBHI.

Knirouosi cnosa: ykpaincobka opTemniaHHa COHATa, ®KaHPOB1 PI3SHOBUIM COHAT,

BUKOHABCBhKA 1HTEpIpeTallisi, eHOMEH BUKOHABChKO1 pelleMnllii, BAKOHABChbKa BEPCIA.

Title: The Ukrainian Piano Sonata of the First Third of the 20th Century in an

Interpretative Perspective

This research project explores the Ukrainian piano sonata of the first third of the
twentieth century as a phenomenon of interpretative depth, artistic identity, and
philosophical resonance. The study is positioned at the intersection of musicology,

performance studies, and interpretative phenomenology. It investigates how the genre



of the sonata—typically associated with European classical tradition—was
transformed by Ukrainian composers into a medium of national expression, structural
experimentation, and emotional intensity. The dissertation is built upon the premise
that musical interpretation is not merely a form of technical reproduction, but a form
of thinking in sound, an embodied and conscious reconstruction of stylistic,

emotional, and structural codes.

The project focuses on the piano sonatas of Mykola Lysenko, Levko Revutsky, Viktor
Kosenko, Vasyl Barvinsky, and Borys Lyatoshynsky—five figures whose works trace
a vivid panorama of Ukrainian musical modernity. Their sonatas are not imitations of
classical form, but original acts of cultural articulation, often navigating between folk
intonations, poetic plasticity, and late-Romantic or early-modern harmonic language.
In these works, the sonata form serves not as a fixed architecture, but as a dynamic
process of inner development—what the research refers to as poetic dramaturgy.
These are works that breathe, that hesitate, that surge—often dissolving formal

boundaries in favor of expressive fluidity.

The aim of the research is to construct an interpretative methodology adequate to the
depth and complexity of these works—one that integrates structural analysis,
historical context, performer’s psychology, and a phenomenological understanding of
musical time. The author proposes a model of performance grounded in concepts such
as temporal breathing, intonational memory, interpretative ethics, and the verticality
of musical consciousness. Through detailed hermeneutic analysis and performance-
based insights, the study seeks to uncover how sonatas by Ukrainian composers of the
1900-1935 period construct their expressive identity, and how performers can engage
with them in a way that honors their stylistic precision, national specificity, and

emotional truth.

Methodological Foundation and Interpretative Orientation



The study employs a multi-layered methodology that combines analytical,
hermeneutic, typological, and interpretative tools. At its core lies the conviction that
performance is not secondary to analysis—it is itself a mode of musical research. The
performer, through the disciplined act of listening, remembering, and recreating,
becomes an epistemic agent: not merely a transmitter of a score, but a co-author of
meaning. This orientation necessitates an expanded framework of analysis, one that

considers:

« the historical context of musical production in early 20th-century Ukraine,
marked by national revival, aesthetic pluralism, and institutional consolidation;

« the stylistic and structural transformations of the sonata form, particularly
its evolution into a poetic, cyclical, or monolithic gesture;

. the intonational and rhythmic inheritance of Ukrainian folk music, which
manifests in asymmetrical phrases, pentatonic tendencies, modal inflections,
and a rhetoric of lyrical expansion;

« and the performer’s internal experience of time, sound, memory, gesture, and

concentration.

The research builds upon the theoretical work of Ukrainian and European scholars in
music analysis, semiotics, and performance philosophy. It draws inspiration from the
interpretative traditions of Heinrich Neuhaus, Gyorgy Sebok, Glenn Gould, Alfred
Cortot, and Mykola Lysenko himself—not in the sense of imitation, but as archetypes
of artistic presence. Their ideas on touch, silence, breath, and musical logic are re-

interpreted in the context of Ukrainian material.
Structurally, the dissertation is divided into three interconnected chapters:

1. Stylistic and Cognitive Foundations of the Ukrainian Sonata, which lays out

the aesthetic, historical, and philosophical premises of the genre;



2. Interpretative Analysis of Sonatas by Levko Revutsky, the central case
study that exemplifies the research model;

3. Comparative Perspectives and Performance Ethics, which situates Revutsky
in a wider cultural field alongside Kosenko, Barvinsky, and Lyatoshynsky, and

reflects on the ethical implications of performance as cultural representation.

This structure reflects the trajectory of the performer’s journey—from historical
awareness, through analytical penetration, toward interpretative responsibility.
Performance becomes a philosophical act: a way of restoring memory, articulating
identity, and shaping a sound-world that is simultaneously faithful to the score and

creatively autonomous.
Stylistic Triangulation: Revutsky, Kosenko, Barvinsky, Lyatoshynsky

A comparative stylistic reading of Ukrainian composers of the first third of the 20th
century reveals three distinct trajectories within the modernist sonata tradition, each
providing a unique interpretative universe for the performer. Levko Revutsky, Viktor
Kosenko, Vasyl Barvinsky, and Borys Lyatoshynsky represent not a unified school

but a constellation of identities—musical, psychological, and philosophical.

Kosenko’s sonatas are saturated with emotional immediacy. Their harmonic language
veers towards late romantic excess, and their phrase architecture pulses with wave-
like instability. His music often burns from within—its gestures are impetuous, its
metrorhythm volatile. For the performer, this requires an emotionally alert posture: to
inhabit the turbulence without succumbing to it. Self-restraint becomes a technique of

survival.

Barvinsky, by contrast, operates in a lyrical and impressionistic mode. His pianism is
transparent, his structures porous, his use of modality understated yet deeply rooted in

folk tradition. The interpretative ideal here is one of timbral refinement and poetic



distance: to let the music unfold like remembered breath. Rubato becomes memory;
pedal becomes air. The performer must hear the silence between the notes as keenly

as the notes themselves.

Lyatoshynsky’s pianistic world stands apart—~he is the voice of rupture and
philosophical dissent. His harmonic syntax is dense, often atonal, and his rhythmic
structures defy metric predictability. His sonatas speak in dissonance, gesture, and
vertical force. They require a performer with psychological endurance and technical
command of modernist gesture: the ability to balance conflict, irony, and tension

within a singular gesture of coherence.

Revutsky’s uniqueness lies in his balance. He is neither impulsive like Kosenko nor
elusive like Barvinsky, nor explosive like Lyatoshynsky. His music constructs
attention. His form breathes, but always with clarity. His phrases are lyric, but never
indulgent. For the performer, Revutsky represents a moral terrain: a space where
sound must be earned through structural honesty, where drama is internalized rather

than displayed.

The dissertation argues that Revutsky’s sonatas act as a philosophical midpoint within
this stylistic triangle. They demand of the pianist not just competence or style but
consciousness. Interpretation here is not decoration but architecture. The performer
must sculpt with silence, articulate with gravity, and breathe not through the lungs but

through the form itself.

Methodology of Interpretation: Memory, Consciousness, and the

Phenomenology of Listening

At the heart of this dissertation lies a performer-centered methodology grounded in
memory, acoustic awareness, temporal intelligence, and philosophical attentiveness.

Rather than treating performance as a secondary process of technical reproduction,



this research repositions the act of playing as an epistemological gesture—a way of

knowing through sound.

The central theoretical construct is what the author terms the vertical of
consciousness—a multi-dimensional awareness through which the performer

simultaneously perceives several layers of musical meaning. These include:

Acoustic awareness (sound as physical vibration and emotional material),
Temporal awareness (form as lived time rather than abstract geometry),
Motor intelligence (gesture and motion as expressions of thought),

Emotional memory (the performer’s internalized affective history),

o~ WD

Structural attention (the real-time organization of phrases into rhetorical

form).

Each sonata is approached not as a fixed text but as a field of interpretative
potentialities, in which the performer’s memory plays a foundational role. Here,
memory is understood not merely as the retention of notes, but as a multi-layered

phenomenon:

. Textual memory: the grasp of formal and harmonic scaffolding;

« Kinaesthetic memory: the body’s knowledge of movement and articulation;

« Stylistic memory: cultural embeddedness and historical listening habits;

. Intonational memory: the capacity to recall and project internal sound models

before they are played.

The act of interpretation, then, becomes an act of synchronization: of aligning
present perception with remembered structure, of fusing intuition with cognition, of

allowing time to breathe without collapsing into repetition or randomness.



The dissertation integrates phenomenological insights (e.g. Husserlian retention and
protention), as well as performance philosophies derived from Alfred Cortot, Glenn
Gould, Wilhelm Furtwingler, and Heinrich Neuhaus. Yet, these are reconfigured
through a Ukrainian cultural framework—one in which national memory, stylistic

modesty, and poetic stillness are central tenets of musical meaning.

The use of yogic breathing, attentional mapping, and rhythmic genealogy is not
anecdotal but methodological. These techniques help the performer enter the work’s
internal climate: to breathe with its phrases, to hear with its silence, to allow the

structure to emerge from within rather than be imposed from without.

In this approach, interpretation becomes neither an expressive addition nor a
theoretical deduction—it becomes a mode of being. A way of listening. A gesture of

trust.
Cultural Ethics and the Future of Ukrainian Piano Performance

The interpretative model proposed in this dissertation culminates in a broader vision:
not only of how to perform Ukrainian piano sonatas of the early 20th century, but why

such performance matters—ethically, culturally, and historically.

These works—by Revutsky, Barvinsky, Kosenko, Lyatoshynsky, and others—are not
simply “national repertoire.” They are repositories of historical consciousness,
emotional resilience, and stylistic hybridity. Their performance in the 21st century is,
therefore, not a nostalgic act, but a cultural intervention—a way to reassert the

presence of Ukrainian artistic identity within global classical music discourse.

Interpretation, in this context, becomes a form of testimony. The pianist does not
merely “represent” the composer’s intention, but witnesses the conditions under

which that music emerged: the linguistic erasures, political repressions, institutional



marginalizations. In this sense, the very act of playing a Ukrainian sonata becomes an

ethical stance—an articulation of continuity against the threat of silence.
The dissertation argues for an interpretative ethics of attentiveness. This includes:

« Deep listening to stylistic nuances and local inflections;
. Avoidance of over-internationalized “readings” that flatten cultural specificity;
« Respect for intonational codes derived from Ukrainian folk modality, linguistic

cadence, and oral musicality.

Within this framework, national style is not a set of motifs or folklore references, but
a form of thought—a unique way of articulating musical time and emotional space.
Ukrainian piano music of the early 20th century is marked by modal lyricism,
structural poetics, inner equilibrium, and the metaphoric use of silence. Its
performance requires interpretative humility, ethical clarity, and the ability to

transform technique into meaning.

The final chapters of the research outline the potential of this repertoire to transform
concert programming, pedagogy, and scholarship. It calls for a renewed inclusion of
Ukrainian piano sonatas in the international curriculum—not as “ethnic supplements”

but as essential chapters of 20th-century modernism.

Ultimately, this dissertation positions performance as a form of cultural agency. It
challenges performers not only to perfect their craft, but to inhabit musical works as
ethical landscapes, and to shape interpretative practices that honor the memory,

complexity, and humanity embedded within each sonata.

CIIUCOK OIIYBJIIKOBAHUX ITPAILb 3A TEMOIO POBOTH
3a TeMor0 auceprTarii 3aiiicHeHo 3 myOJikallii, B sSIKUX OIMyOJIiKOBaHI OCHOBHI

HAYKOB1 pe3yJbTaTH AMCEpTallii, 3-MOMDK HHUX 2 CTaTTi y HAayKOBUX BHJIAHHSX,



3arBepkeHuX MOH VYkpainu (MUCTENTBO3HABCTBO, CHeiabHICTE — 025, KaTteropis
«b»):
1. ®eauna PoctucnaB KoctsntuHoBuu. ®oprenianHa conata Nel Bikropa
Kocenka: BUKOHaBCHKO IHTEpIIpETALIHHUHN aclIeKT / yKpaiHChka My3uka 2025
/ 1 (52) C. 135-142 . Pexum JOCTYILY
http://journals.Inma.lviv.ua/index.php/ukrmuzyka/issue/view/44/22
YK 78.421;78.25 DOI 10.32782/2224-0926-2025-1-52-13

2. PoctucnaB denuna. Jlpyra 1 tpetst oprenianHi coHatu Biktopa Kocenka B
MPOEKIlii Ha BUKOHABCHKY iHTepmpeTtamito / Fine Art and Culture Studies,
Bun. 1, 2025 C. 201-207. Pexnmo IOCTYITY
http://journals.vnu.volyn.ua/index.php/art/issue/view/132/135
VIK 78.421;78.25 DOI https://doi.org/10.32782/facs-2025-1-29

IH®OPMALIS PO ANPOBALIIO PE3VJILTATIB
JOCJLTKEHHS

HaykoBe 0OIpyHTYBaHHS TBOPUOTO MHUCTEIBKOTO TPOEKTY OOTOBOPEHO Ha
3acimanHsIX kadeapu icTopii yKpaiHChKOI MY3HKH Ta MY3UYHOI (DOJBKIOPUCTUKH.
Matepianu qoCIiKEHHS BUKJIAJICHO B IOMOBISX HA HAYKOBO-TBOPYHMX MIKHAPOTHUX
Ta HAyKOBO-TIPAKTHYHIM BCEYKPATHCHKIM KOHPEPEHIIISIX:

1. Poctucna ®enuna popremnianni conatu Bikropa Kocenka B npoexiiii Ha
BUKOHABCHKY iHTepnperartito / 11 MixkHapoaHa MOJIOHI)KHA HAYKOBO-TBOpYA
koH(pepenuis imeHi Credanii [Tapaummn 18-20 6epesns 2024, JIbBiB

2. PoctucnaB ®eauna @oprenianna conara Bacunst bapBincbkoro B peremnirii
niaHicTa-BukoHasls / 1V MixHapoaHa MOJIOJHI)KHA HAYKOBO-TBOpUA

koHpepenitis imeHi Credanii [laBmumma 7-10 kBitas 2025, JIbBiB

Amnpo0auis maTepiaJiB I0CHiIKeHHA: 32 TEMOI TBOPYOIr0 MUCTENbKOT0

MPOEKTY NMPOBEACHO TAKi OCHOBHI 3aX0/1H:


http://journals.lnma.lviv.ua/index.php/ukrmuzyka/issue/view/44/22
http://journals.vnu.volyn.ua/index.php/art/issue/view/132/135

. Konnept «Ykpainceka poprenianna conara mnepiinoi TpeTuHu 20 CTOJITTA.
BukonaBcbko iHTEprIpeTaniitamii norisay Benukuit 3a1 IHMA im.
M.B.JIucenka 20 uepBHs 2024

[Tporpama : Biktop Kocenko — opremianni conatu : Nel 0p.13 No2 op.14 Ne3
0p.15

. Konnept xamepnoi my3uku «bopuc Jiaromuucekuii 130» JIbBiBchKa
HarioHanbpHa ¢inapmonis iM. M. Ckopuka 17 ciuns 2025

[Iporpama : bopuc JISTOMMUHCHKHI - COHATA JIJIsI CKPUIIKH 1 popTermiaHo,
KOHLIEPTHUH €TIOA-poHA0, (hopTemianHo Tpio Nel op.7

. Konuept «Ykpainceka oprenianHa coHaTa nepuoi TpeTuHu 20 CTOMITTS.
BukonaBcheko iHTeprpeTamiitnuii nmorysiy Benukuii 3a1 JIHMA im.
M.B.JIucenka 30 kBiTHsa 2025

[Iporpama : Bacuns bapBincbkuit — conara, JIeBko PeBynbkuii — coHaTHe
anerpo Ne2, bopuc JIaromuucbkuii — conata Nel op.13

. KoHLepT kamepHO-1HCTpYMEHTaIbHOI MY3UKH Yy paMKax 44 Mi>KHapOJAHOTO
dectuBamo «Biptyo3n» :

«Momnoni BipTyo3u kiacukam» JIbBIBChbKa HalllOHaJIbHA (ITAPMOHIS 1M.
M.Cxopuxka 22 tpaBus 2025

[Iporpama : bopuc JIsTommHchkuit — conara-6anana op.18, hopremianHe Tpio
Nel op.7 , MupocnaB Ckopuk coHata AJisg CKpUIKH 1 popreniano Ne2,

dopTeniaHHe TPIO «PEUUTATUBU 1 POHIION»



