AHOTAIIA
Kicrok H. II. OO0pa3HOo-CHMBOJXIYHI TONOCH CKPHIIKOBOI TBOPYOCTI
KOMIIO3MTOPiB-NPeACTABHUKIB  mkoau  bopuca  JlarommHcbKoOro. —

Kgramidikariiina HaykoBa Ipalls Ha MMpaBax PyKOIHUCY.

HaykoBe o0OIpyHTYBaHHSI TBOPYOIO MHUCTEUBKOTO MPOEKTY Ha 3400YyTTS
OCBITHBO-TBOPYOIO CTYyIEHS JOKTOpa MUCTELTBA 3a crerianbHIcTio 025 «My3uune
MUCTENTBOY» (Tany3b 3HaHb 02 «KynbTypa 1 MUCTEITBOY). — JIbBIBChKa HalllOHAJbHA

My3uuHa akajaemis imeHi M. B. Jlucenka, JIbBiB, 2025.

VY mpaui AochikKeHo oOpa3HO-CUMBOIIIUHI TOMOCH y CKPHUIIKOBIA MY3HIII
YKpPaTHCBKUX  KOMIO3UTOPIB-NIPEACTaBHUKIB  mKkoiau b,  JlsTommHChKOTO,
Oe3nocepenHbo, y camoro aBtopa, JI. ['paborcrkoro, 1. Kapabuis, €. CrankoBuya,

B. CunbBecTposa ta JI. J{nuko.

OCHOBY TIPOEKTY CKJIQJa€ MY3WYHO-CTUJIICTUYHMI Ta BUKOHABCHKHMH aHAaIIi3
CKPHITKOBUX TBOPIB 3a3HAYCHUX aBTOPIB HA MpPEIMET HAsBHOCTI B HUX OOpa3HO-
CUMBOJIIYHUX TOMOCIB. [liIKOM 3aKOHOMIpHO, IO TEPIIOYEProBO B POOOTI
3MICHEHO JeTalbHEe OKPECICHHS YyCiX ICHYIOUMX TPakTyBaHb CaMOTrO TEpPMiHY
«TOTOC» Ta TPOCIIJIKOBAHO B ICTOPUYHO-XPOHOJIOTIUHIN ekcno3uiii. Hamami y
po3Biami Oyno oOpaHO I’SATh HaWXapaKTEPHIMHUX 3 HUX Ta, BUKOPHCTOBYIOUHU
CTHJIICTUYHO-MY3HKO3HABYHI aHAIi3 — BUSBJICHO Y CKPUITKOBHX TBOpPaX 3a3HAYCHHUX

YKpaiHChKHUX KOMIIO3UTOPIB.

3BakalouM Ha 3MIMCHCHWH CTWIICTHYHUN aHam3 (He 0e3 ¢imocodchkoro
aCTEeKTy), BUBYEHHS Ta P030ip KOKHOTO TBOPY MICTUTH 1 BUKOHABCHKY aHAIITHKY.
[IpoBeneHHs TaKOTO KOMIUIEKCHOTO JTOCIIKEHHS JJO3BOJIUTh B MIEPCIIEKTUBI Kparile
YCBIJOMJTIOBATH  1IEHHO-XYNOXKHIN Ta 00pa3HO-CUMBOJIYHUN 3MICT TBODY,

THTEPIPETALIIO SIKOTO Oy/1e 31HCHIOBATH CKPHITAIb-BUKOHABEIIb.

Cepen oOpaHuX JjIs1 TBOPUOTO JAOCIHIHKCHHS CKPUITKOBUX KOMIIO3UIIIH, a 1€ —
Conara b. JIstommucekoro, Conara juisi ckpunku cojo JI. I'paboBcrkoro, «Jlipuyni

cuenn» I. Kapabums, «Ykpaincbka moema» Ta «JloTuk anrena» €. CraHkoBHYa,



«ITactropani» B. CunbBectpoBa 1 «BecHankuy» JI. J{nuko nuiie HeBeIMKa 4yacTHHA
€KCIIOHOBaHA B JOCTYITHUX Bl/I€0-3aMKucax Ta HOTax, U0 JO3BOJISE HE 3aBXKAN TOUHO
BTUIIOBATH aBTOPCHKUU 3ayM. 3[1MCHEHHS BUCBITIEHHS LIMX TBOPIB B KOHTEKCTI
KaMEpHO-IHCTPYMEHTAJbHOI ~ CHAAIIMHM  BUIIE  3a3HAUYEHUX  YKPaiHCBKHUX
KOMIIO3UTOPIB 3 pakypcy oOpa3HOT CHUMBOJIKA TOCEPEIHULITBOM TOTOCIB —
3aIOBHUTH MPOTAIMHY Yy XyA0KHIM 1HTeprpeTallii CKpUIKOBO1 CHaAIIUMHNA Cy4YaCHUX

BITYU3HSIHUX MUTIIIB.

Came TOMy, BHCBITJIICHA B TBOPYO-MHUCTEIIBKOMY MPOEKTI MpoOieMaThkKa —
dbopMye aKTyaJbHICTH Ta HEOOXIAHICTH B EBOJIOIII CY4aCHOTO CKPUITKOBOTO

BUKOHABCTBA 3 TOUYKH 30py HOBOTO PaKypcy.

OTxe, MeTOKW TMPOEKTY € JOCHIHKCHHS HAsSBHOCTI 0Opa3HO-CUMBOJIIYHUX
TOMOCIB Ta iX JOCTEMEHHE OOIPYHTYBaHHS a TaKoXX, BUKOHABCHKUM aHai3
CKPUIIKOBUX TBOPIB YKpaiHCHKUX KOMIO3UTOPiB XX n00u. BinmoinmHo 10 mMeTu

po06OTH BU3HAYCHI OCHOBHI 3aBJaHHS:

* OKpECIUTH TMOHSATTS TOMOCY BiJl HaMpaHIUX MHOro MPOTOTUMIB [0

(1)OpMy.HIOBaHH}I KOHKPETHOTI'O TCpMiHy, a TaKOXK, aHAJIOI'OBUX IIOHATH,

* BHCBITIMTH HAWTHUIOBIIII 3pa3Kd CKPHUIIKOBOI CHAIIIUHUA KOMIIO3UTOPIB-
nociigoBHUKIB b. JIATOMIMHCHKOTO Ha MpeaMeT NPUHAICKHOCTI 10 OOpas3Ho-

CHUMBOJITYHOTO 3MICTY;

. BUSIBUTH IHAUBIIyaJdbHEe  TPAKTyBaHHS CKPUIIKOBHX  TBOPIB
b. Jlaromuucekum, JI. I'pabGoBcekum, 1. Kapabumem, €. CrankoBudem,

B. CunsBecTpoBuM Ta JI. Jlndko 3 mo3uilii 00pa3HO-CUMBOJIIYHUX TOTOCIB;

* 3MIACHUTU KOMIUIEKCHUN MY3MYHO-CTHIJIICTHYHUN Ta BUKOHABCHKUU aHAII3
oOpaHUX CKPHUIKOBHX TBOPIB 3 TOYKH 30PY IMO3UIIIOHYBAaHHS B HUX OMHOTO a0o

KUTBKOX Pi3HOBH/IIB TOTIOCIB;

* PO3MISIHYTH I1HTEpPHpETaliiHy CHenu(iKy KOXXKHOTO CKPUIKOBOTO TBOPY 3

TOYKH 30py TEXHIYHO-BUKOHABCHKOI Ta 00Pa3HO-CUMBOJIIYHOI,



* 3IIACHUTH BIJEO Ta ay[l0 3aluC PIAKO BUKOHYBAaHMX Ta MAaJjOBIIOMHUX
ckpunkoBux TBopiB JI. IpabGocebkoro, 1. Kapabums, €. CraHkoBuua,

B. CunbBecTposa ta JI. J{nuko.

3a1s TBOPYOrO E€KCHOHYBaHHS 1HIMBIIYaJbHOI aBTOPCHKOI KOHIIEMIi Oyo
oOpaHO Kpalllli TPUKIAIA CKPUIKOBOI CHAAIIMHU 3 TBOPUYOCTI KOMITO3UTOPIB-

nmocaigoBHUKIB Koau b. JIaromumacrkoro XX mo0u.

Came 3aBAsSIKM OOpaHMM KOMIIO3UIISIM OKPECIEHOTO ICTOPUYHO-MHUCTELBKOTO
nepioAy BiAKpUIaCh MOXIMBICTh OOIPYHTYBaHHS HasBHOCTI 00pa3HO-CUMBOJIIUHUX
TOMOCIB Y TBOpax [Jsi CKPUIIKM YKpaiHCBKUX KOMMO3UTOpiB. KomruiekcHo,
€KCIIOHYBAaHHS ~ BJACHOI ~ KOHIENIli  0O0pa3HO-CUMBOJIYHUX  TONOCIB Yy
NpOaHai30BaHUX TBOpPAX CTaHE MHCTEIBKUM CTUMYJIOM O PO3LIUPEHHS
YKPaTHCHKOTO CKPHUIIKOBOTO pPEmNepTyapy Ta HOro «BUXOMY 3 TIHID» W MOMyNspu3allii

HE JIMIIE y Hac, a i 3a MekaMu YKpaiHu.

CTpykTypa po0OTH CKJIAJAETHCA 3 BCTYITY, TPhOX PO3AUIIB 3 MiTPO3ALIaMHU,

CIIUCKY BUKOPUCTAHUX JIZKCPCIT Ta IlOIlaTKiB.

[lepmuit po3min MPUCBSYCHHUN TMOHITTIO «TOMOCY» Ta aHANI3y CKPHITKOBOI
Conaru b. Jlarommucekoro. Cama CTpykTypa po3auly MOoOyJqoBaHa JOBOII
OpraHivyHO, aJKe, MEePIITUH MIAMYHKT TOBHICTIO IPUCBIYEHO [IbOMY Ta aHAJIOTTYHUM
MOHATTSM, 30KpeMa, TIYMAa4UThCS TEPMiH «HOMOC», «adeKr», «3BYKOBUM
KUBOITUC», «MY3HYHO-PUTOPUYHI (Irypw», «MiMe3ic», pI3HOMaHITHI BUIU
«musicay, «TeMaTu4yH1 KaTeropii», «eIeMEeHTapHI 3HAKW» - Y TPAKTyBaHHI TUMU YU
IHITUMH JOCTITHUKAMHU. 30KpeMa, PO3IVIsAIal0ThCs BIIMIHHI Ta THUIIOBI O3HAYCHHS,
OKPECJICHHS 3 1X MPAaKTHYHUM 3aCTOCYBaHHSM B PUTOPHIll, MOETHUIl, MY3HIIl Ta

IHIIIUX MUCTEIITBAX.

Jlyxe BaXJIMBOIO 1HPOPMAITIEIO TTOCTAE TOH (DAKT, 10 B TOCITIKEHHI BIAETHCS
MPOCIIKYBaTH MEBHY «YEPBOHY JIIHIIO» HAPOMKEHHS, (OPMYyBaHHS Ta MPAKTUKU
BUKOPHCTAHHS TOTOCIB B ICTOPUYHO-XPOHOJIOTIUHIA TEPCTIEKTUBI. 30KpeMa,

JociiikeHa iH(opMmallist mpo pakypc noOyTyBaHHS B MEPiOA aHTUYHOCTI, HaJaml —
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B CepennpoBiudi, B epio BiagpomkeHHs, My3UYHOr0 KJIACULIU3MY, POMAHTU3MY 1
cydacHOCTI. B 1iioMy, BapTo mijIcCyMyBaTH, 110 CAMBOJIIYHE HABAHTAKEHHS KOXKHOTO
OKpPEMOTO TOIOCY, HE3BXAIOUM HA THUCSYOJIITHIO ICTOPII0 — HE 3MIHUJIOCH, a
3MIHHMM TIOCTaJl0 Jiuie Horo ¢GOpMyJIIOBaHHS, MOXJIMBO, B OUIbLIIA Mipi
yTOUHEHHs. Jo mpukiany, sSIKIO B MUHYJIl MUCTEIbKI €MOXU BUIUISIUCH TOIMOC
TparizMy abo CymMy — TO CbOTOIHI BOHH Yy>K€ MOAUIBHI Ha OUTBII JeTalbHi CHMBOJIIYHI
CKJIaJ0B1. 30KpeMa, B KOHTEKCTI I[bOT'O MUCTELLKOTO MPOEKTY OyI0 BUAUIEHO I’ ATh
KOHKPETHHX TOMOCIB 3aJJii O0Opa3HO-CHUMBOJIYHOI XapaKTEPUCTHKU TEBHUX
CMUCJIOBHX €JIEMEHTIB CKPUIIKOBUX MY3MYHUX TBOPIB YKPAiHCHKUX KOMIO3UTOPIB
XX 1o0u: TONOC «adcmpaKmHuux CymHocmeil», TOIoC «20710cié npupoou», TOroc
«anezopuyHOo20 Hcanpy», TONOC «MEOUMAMUBHOZ0 HACONPOCHMOPY» Ta TOIOC

«AKMUBHO20 0IAN02y 3 MUHYIUM.

Hpyruii niapo3aun noOyioBaHO SK CHUHTE30BAHUM €JIEMEHT MK NEpPIIUM, Jie
pPO3IIISAAIOTBCS  TOMOJIOTIYHI TMOHSTTA, Ta TPETIM — Oe3nocepeAHiM o0pa3Ho-
CUMBOJIIYHUM Ta BUKOHaBChKMM aHaiizomM Conaru b. JIgTOmMHCBKOTO: TYT
30CepeHKeHO TYMKH PI3HUX MY3UKO3HABIIIB, 110 CTOCYIOThCS CHAAIIMHA MUTIIS Ha
npeaMer i TOTMYHOCTI A0 MY3WYHOrO CHMBOINI3MY. 30kpema, 1uTyeTbes CoHata
O. Kozapenka Ta BKa3yeTbCS Ha amenslii JbBIBCHKOTO MHUTIS 10 TBOPY
pPO3IVISAIAaHOTO  aBTOpA;  AHANIBYIOTBCA  HAyKOBI  PO3BIIKM  PI3HOMaHITHHUX
MY3WKO3HABIIIB, B TIOJIi 30py KOTPHX TBOPH MUTISA (IrypyroTh B CHMBOJIYHOMY
pycni. Hanmpukian, npo HasSBHICTP CHMBOJII3MY Yy TBOpaxX MHUTIS BKa3ylOTh

JI. Cipenxo, JI. XKaneiiko, O. Kozapenko, M. HoBakoBud Ta iHIIli aBTOPH.

Onmni 3 Hux, sk [. CaBuyk, GOpMyNIIO€ MOHATTS «CEMAHTUYHOI alto3ii»;
M. Korniist — TepMmiHM «Tema-o0pas3y», «TeMa-XapaKTepUCTHUKA», «TEeMa-Te3a»,
J1. Kaneiko — «TeMu-MacKku», «TeMa-CUMBOM», B. JlparaHuyk — «JIE€WTMOTHBHA
cumBoiikay, JI. Ilstenko — «rymHa cumBomika» (3amtauka) O. Ko3apenko BOadae
«MY3UYHO-PUTOPHYHI (irypu», «MaH3HAKOBI» CcuUMBOIHM, €. XapueHKo —
«aHarpammy, a O. [lizcyxa BU3HaYae HasIBHICTD MONICTHIICTAKHI. BiamoBiaHO, yci I

HAyKOBIIl CXWJISIOTBCA 10 CIUIBHOT TYMKH, IIIO CBOEPIHI, OpUTiHATIBHI, HETUIIOBI



CUMBOJIIYHI €JIEMEHTH MPOHU3YIOTh YCIO TBOPYICTH KOMIIO3UTOPA, 1 CKPUIIKOBY B

TOMY K YHCIIL.

VY 3zaknrou”HOMy, TpeThboMy Miapo3Auti Ilepmioro po3auty JOCHIIKYEThCS
ckpunkoBa Conara op. 19 b. JIATOMMHCBHKOrO HE JUIIE 3 THUIOBOI MO3MIIIT
MOJIEpHI3MY 4YM aBaHrapIuM3My, a B CHUMBOJIYHOMY AacleKTi, Ha MpeaMer
BUKOPUCTAHHS KOMIIO3UTOPOM (CBIJJOME YH HECBiJIOME) O00pa3HO-CUMBOJIIUHHUX
TorociB. /[yxe Ba>KJIMBUM acleKTOM B 1[I YaCTHHI MPOEKTY MOCTAE 1 31HCHEHHS
BUKOHABCHKOTO aHadi3y 13 3a3HAUCHHSIM OCHOBHUX TEXHIYHHUX Ta XYIOXKHIX
TPYAHOILIB, SKI MOXYTh BHHUKATH Yy CKpHUNaJlsd B KOHTEKCTI IHTepIpeTali.
HeoOxinHo 3a3HauuMTH, 00 TakuMid aHajiai3 B YKPaiHCBKOMY MY3UMKO3HABCTBI

3MIIHCHEHO BIEPIIIE, a/KE I0CI HAYKOBIIl HE 3BEPTAJIUCH JIO IILOTO TBOPY.

Jpyruii po3nil HAyKOBOTO TMPOEKTY MOOYIOBaHO 3 MarepialiB aHali3zy
CKPUIIKOBUX TBOpPIB OIHUX 3 HaiBimoMmimux y4HiB b. JlgtommHcekoro —
JI. I'pa6oBcbkoro Ta 1. Kapabunig. 3okpema, y neprioMy Higpo3aiii TPOBOIUTHCS
ananiz Counaru nnsi ckpunku cono JI. I'paboBcbkoro. IlepBuHHO, 3a3HavaeThCs
cnenudika TO3UI[IOHYBaHHS >KaHpPY, a Jaidl — NPOBOAMTHCS CEMaHTUYHUI Ta
BUKOHABCHKMM  aHami3 TBOpY. 3 ONIALy Ha TIOCTaThb  KOMIIO3UTOPA,
MaJIOIOCIIKYBAaHOTO B YKPaiHCHBKOMY MY3UKO3HABCTBI, OyiIH 311MCHEH]1 anessiii 10
PI3HOMAHITHUX IHTEPB’I0, JAaHUX MHTIEM. 3 TaKHX JDKEpesl OTpUMaHa JTyxKe
BAXKJIMBA, XO04 1 JIaKOHIYHA iH(GopMaIris mpo ¢GakT MPUHAICKHOCTI MUTISI HE 0
MY3WYHOTO aBaHTapIu3My, a, sIK BiH ce0e Ha3uBa€: «IOMIPKOBAHUN MOJEPHICT-
IEHTPHUCTY - 31 CI1B caMoro MUTIl. Taka iH(popMallis «IIPOTUBAE CBITIIO» Ha Oe3miy
3anmuTaHb, MO (GOpPMye HOro TBOPYICTH 1 IOJA€E HOBE IOJE IS JTOCTIIKCHB

Cy4aCHNMHU MY3HKO3HABIAMMU.

[Tepm 3a Bce, BapTo 3a3HaunTH, 0 CoHaTa BMIIIy€e B c00i CHHTE3 TOMOCIB, a
caMe TOTOC «aJIETOPUYHOTO KAHPY», «aOCTPAKTHUX CYTHOCTEH» Ta «aKTUBHOTO
mianory 3 MUHYAUMY. [{ITKoM 3aKOHOMIpHHM TIOCTa€e TOM Oe33amnepedHuii GakT, mo
y KOMIO3UIIIi MPEeBaTOe MEPIINNA 3 Ha3BaHUX TOMOCIB, amke, CoHata IEeMOHCTPYE

SICKpaBi anesisiiii 1o MapIly, CepeHaiu, CKEPIIO, JIPUYHOT IPOTSKHOI MICHI, XOpaLy



Ta Karpucy, 3BICHO y TPAKTyBaHHI B paMKaxX Cy4aCHO1 MOJAEPHICTUYHUX TEHACHIIIH.
BaxxnuBuM nocTae 1 T0il QaxT, 1110 B KOHTEKCTI TOCHIKEHHS 0YyJI0 BUSIBICHO allt031i
no Kanpucis H. Ilaranini, Hacamnepes, y HacaiAyBaHH1 (pakTypu, TEMIOPUTMIKH,
XapakTepy BUKOHAHHS, 110 1 OyJ0 3a3HAYEHO B aHaNi31 B SIKOCTI MOPIBHSHHS T

enemeHTtamu TBopy JI. I'paGoBchKOrO.

Hpyruii niapo3aun noOynoBaHO Ha CTHIIICTHYHO MOJIIPHOMY aHAJIITUYHOMY
Marepiaiai — IOoCHiKeHHI kKamepHoro TBopy «JlipuuHni cuenu» [. Kapabuis. [ukin
MIO0CTa€e BOAHOYAC 1 3pa3koM TBOPY JUIS COJIICTa Ta CYMPOBOAY 1 SIK TYETHUH 3pa3ok
JBOX PIBHONPABHUX MIDK COOOI IHCTPYMEHTIB, Ha YOMYy I HaroJomieHo Yy
nocmikenHi. [loctare 1. Kapabumst oTpumana akTHBHIIIE BHUCBITICHHS B
MY3WKO3HAaBUYOMY CHaJKy, aHDK #Horo koiern — JI. IpaboBcekoro, mpore,
JOOCTDKYBAaHUN UK «JlipHdHiI CIIEHW» HE OTPUMAaB JKOAHOTO BHCBITIICHHS B
My3u4Hiii mitepatypi. [lompu wmeit Qakr, kommo3uiis (Qirypye TBOPYOIO
miargopMoro i JOCTIKeHHs i 00pa3Ho-cuMBoJiuHOTO 3MmicTy. [leprn 3a Bce,
BapTO 3ayBa)XUTH OPUTIHAIBHICTH ITIAXOMY KOMIIO3UTOpAa 10 BTUICHHS ifei,
BIJIIITOBXYIOYUCH BiJl OCHOBHUX NPHUHIMIIB CTHJIICTUKM aBaHTrapausMy. [lpore,
OCHOBHHI aKIIEHT B IMPOEKTI POOUTHCA caM€ Ha CHMBOJIYHMUNA acHeKkT: y TBOpI
BUSIBJIICHO HE JIUIIIC HAsIBHICTh JJBOX OCHOBHHMX TOIOCIB, a M IXHI! HECTIBPO3MIpHHUIA
cunte3. IlepemyciM, TOmoC  «adcmpaKmuux CymHOcCHiell»  BCEOCSIKHO
npeacTaBieHuid B OCHOBHIM TeMmi Ilepmioi wacThHM, y TOH dYac SK TOIOC
«anezopuyHOo2o Hcanpy» 3HaXOIUTHCS, HIOU B 1OTO KOHTEKCTI 1 Biirpae (QpyHKIIIO
CKJIaJIOBOTO €JIeMEeHTy. BapTo BKkazaTtu Ha MPUCYTHICTh Y TBOP1 BIICUIIAHB J0 KaHPY
CKEpIO, CEepeAHBOBIYHOTO XOpaiy, ¢Gyru Ta CKOpOOTHOI TMiCHI-TUIady, aje
TPaKTyBaHHS LUX 3pa3KiB «MuHymoro» y I. Kapaburs pasioue BiApi3HAETHCS Bif
O6auenns JI. I'paboBcbkoro. B 1mpoMy 1 monsira€ OCHOBHHHM aKIIEHT MPOEKTY B
Jlpyromy po3iji: BUSBICHH] OPUTIHAIBHAX, IHANBITYyaIbHUX aBTOPCHKUX Oa4eHB B
TPaKTyBaHHI OOPa3HO-CHMBOJIYHOTO 3MICTYy TOMIOHUX CTPYKTYPHO-MY3UIHHUX

CKIIaJOBHUX ITOCCPCIHHUIITBOM TOIOCIB.



Tpers, macmrTabHa YacTUHA TBOPYO-MHUCTELBKOTO IPOEKTY MPUCBAYEHA
CKPUIIKOBI ~ TBOPYOCTI IHIIMX TPbOX CYYaCHUX KOMIIO3UTOPIB, YYHIB
b. JIatommHcbkoro, a came, €. CrankoBuuy, B. CunbectpoBy Ta JI. Jluuko.
[lepmuit migpo3Ai1 MICTUTh MAcCIITaOHUM aHaI3 JBOX CKPUITKOBUX KOMITO3UI[IN
€. CraHkoBuyYa, MOMNEPEIHHO 3 AHAJI30M HAsBHOI MY3MKO3HABUOI JITEpATypu MPO
KOMIIO3UTOpa. «YKpalHChKa TO€Ma» SCKpaBO MpeAcTaBise  crenudiyHi
IHAUBINYaIbHO-CTUIICTUYHI pucH €. CTaHKOBUYA, a caMe: NTUOOKHM 17IeHHUM 3MICT,
TSOKIHHS 710 HAlIOBHEHHS 00pa3iB MEBHOK CHUMBOJIIYHOKO KOHIIEMIIIEID, PO3KPUTTS

dim1ocodchbkux TpoOIeM Ta OPKECTPOBUM MUCIICHHSIM.

Y upomMy TBOpI MHTEIb BHUKOPHCTOBYE HaAHOUIbLIy mamiTpy 0Opa3HoO-
CUMBOJIIYHUX TOTOCIB, @ CaMe: «AOCMPAKmMHUX CYMHOCHEN», «aA1e20pUdHO20
HCAHPY», <« MEOUMAMUGHO20 UACONPOCMOPY» Ta «AKMUBHO20 0ianozy 3
munynumy». OCHOBHUH 0OOpa3HO-CUMBOJIYHUN 3ayM TBOPY: EKCIOHYBAHHS
onBIUHOI mpaBau Tpo mnepemory JloOpa Hag 350M, 3BICHO, MOCEPETHUIITBOM

BUKOPHUCTAHHA MY3UYHUX TOITOCIB.

«Angel's Touch» («Jomuk anzonax».) adbo ONUHAAIATA KaMepHA CUMMOHIS
€. CrankoBruua MICTUTh nepeBakarounit TOTIOC «MeoumamueHo2o
yaconpocmopy», Jie¢ TOIOBHUI Tepol HE N0 KIHIS PO3yMI€ YChOTO JKaxy, IIO
BiIOYBa€THCS HABKOJIO, alie Ma€ BEJIMKY Haf1to, 1o JoOpy Ta CBiTiy — 6e3nepeydHo,

JKUTHU B IUX YMOBAX CbOI'OACHH.

31 cnagmman B. CunsBectpoBa Oyno oOpaHO AyXKe MOKa30BUM TBIp —
«Pastoralen» mms ckpunku Ta Qopremiano 3 9 wminiatiop. Ilepmoueproso
3a3HAYAIOTHCS CIUIBHI PUCH B KOMITO3UTOPChKOMY MuUceHH1 b. JIsTomuHcbkoro Ta
B. CunbBecTpoBa: KOMIIO3HWIIl, CTPYKTypHO-IHTOHAIIMHMUX  KOMIIOHEHTAX,
MOHOTEMaTUYHUX TMPUHIINAINAX, UTYyBaHHI, aBromurarax. Y b. JlarommHChKOTO
TpaHcopMaTuBHa poOOTa TMojsiraja y 3HAXOMKEHHI KOJOPUCTUKHU 3BYyYaHHS,
Oarartiii TeMOpasbHIN Ta TAPMOHIYHIN MAJITP1, HAIIAPYBaHHI TUTACTIB TIOMIPUTMIKH,
IMUPOKIA AWMHAMIYHIM mKam. Yci mi emeMeHTH B. CHIbBECTPOB IMPOIOBKYE

nepepoOssiTU Kpi3h CBOE OadyeHHsA: y HbOro (POpMyeThcsi OAraroriacToBICTh 3



BY3bKOIO LIKAJIOIO JIETIKaTHOT AMHAMIKH, BAHUKAIOTh YacTi 3aTpUMaHHs, IPOCTOPOBI
3BYYaHHs, TEMOpPaJIbHI XapaKTEPUCTUKHU IHCTPYMEHTIB — 3HAYHO PO3LIMPIOIOTHCA,
HATSKAIOUd HAa COHOPUCTUYHI TMOIIYKU. B miuioMy y LMKl MepeBakae TOMOC
«AKMUGHO20 0ian02y 3 MUHYAUMY, 3TITHO NONEPETHBO OKPECIEHOIO aBTOPOM
3BepHeHHs 10 «llacTtopansHoi» cum@oHii BineHChbKoOro kinacuka, JI. berxoBeHa,

IMpOTE, TOIIOC «KMEeOUmamueHoz0 yaconpocmopy», TYT TaKOX OTpHUMaB CBO€ MiCHC.

3akmoyHui miapo3ain TpeTboro po3auTy AEMOHCTPYE 0OPa3HO-TOTONOT TUHU T
aHaji3 IUKIY JJs CKpUnku Ta ¢opremiaHo — «Becusuku» JI. Jluuko. Sk He
napajoKCalibHO, IO TBOPYICTP MHCTKHHI 3HAHAa IO BCHOMY CBITY 3aBISKH il
(b oNbKIOpHOMY 3a0apBIEHHIO Ta TIHOOKOMY 3MICTY, a Cy4aCHUX JOCIIKEHb PO
caMy KOMIIO3UTOPKY € JyXe oOMaib. YK€ 3 Ha3BU MIAPO3AUTy (POpMYyeThCs MEBHE
YSBICHHS TIPO CTHJIICTUYHY, (POPMOTBOPYY Ta 00Pa3HO-XYI0KHIO POOOTY aBTOPKH,
BUKOPHUCTAHY B IIUKJIi: MITHECEHHS apXaidHUX IJIACTIB YKPATHCHKOTO (POIBKIOPY 110
npodeciitHOro My3M4HOTO PiBHS MOCEPEIHUIITBOM BUKOPHUCTAHHS TOIIOCY «TOJIOCIB

IPUPOITU».

VY pesynbrari JOCHiIKeHHS BHSBICHO, IO YCi KOMITO3UTOPHU-TIOCITITOBHUKH
TBOpUOCTi b. JISTOMMHCHKOTO, KOTPp1 OUIbIIIE UM MEHIIE Yacy MPOBEIU B iMocTaci
HOT0 yYHIB — BUKOPHCTOBYIOTh y CBOIX CKPHIIKOBHX TBOpaxX 0Opa3HO-CUMBOIIYHI
TorocH. L{iJTkoM 3aKOHOMIPHO, 1110 KOXKEH 3 MUTIIIB €KCIIOHYE PI3HOBHUIM OKPECICHOT
CUMBOJIIKH YK€ 1HIUBITyallbHO, T4, HABITh, IHTUMHO, TIOCIIKSHHS TOHKOII[IB YOTO

1 CTaBUJIOCH 32 METY Y TBOPUYO-MHUCTEILKOMY MPOEKT.

Ki11040Bi cj10Ba: CKpUIMKOBA MY3HKa, YKPATHChKI KOMIIO3UTOPHU, XX CTONITT,

TOIIOC, JKaHp, CTHIIICTHKA, 00pa3, CUMBOJIIKA, IHTEpPIPETAaLIis,



ANNOTATION

Kisyuk N. P. Figurative-symbolic topoi of the violin creativity of
composers-representatives of the Boris Lyatoshynsky school. - Qualification

scientific work in manuscript form.

Scientific justification of the creative artistic project for obtaining the
educational-artistic degree of Doctor of Arts in the specialty 025 "Musical Art" (field
of knowledge 02 "Culture and Art"). - Lviv National Music Academy named after
M. V. Lysenko, Lviv, 2025.

The work explores the figurative-symbolic topos in the violin music of
Ukrainian composers representing the B. Lyatoshynsky school, specifically the

works of L. Hrabevsky, I. Karabyts, E. Stankovych, V. Sylvestrov, and L. Dychko.

The basis of the project consists of a musical-stylistic and performance analysis
of the violin compositions of these authors in terms of the presence of figurative-
symbolic topos. It is quite logical that the work first provides a detailed outline of
all existing interpretations of the term 'topos' and traces it in a historical-
chronological exposition. Subsequently, five of the most characteristic ones were
chosen, and through stylistically musicological analysis, they were identified in the

violin works of the mentioned Ukrainian composers.

Considering the stylistic analysis carried out (not without a philosophical
aspect), the study and examination of each work includes performative analysis.
Conducting such a comprehensive study will allow for a better understanding of the
ideological-artistic and figurative-symbolic content of the work in the future, the
interpretation of which will be carried out by the performing violinist. Among the
selected violin compositions for creative research, which include B. Lyatoshynsky's
Sonata, L. Hrabskiy's Sonata for solo violin, I. Karabyts's "Lyric Scenes", E.
Stankovych's "Ukrainian Poem" and "Touch of an Angel", V. Sylvestrov's
"Pastorals", and L. Dychko's "Spring Songs", only a small portion is exhibited in

accessible video recordings and scores, which does not always allow for an accurate
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embodiment of the author's intent. Highlighting these works in the context of the
chamber-instrumental legacy of the aforementioned Ukrainian composers from the
perspective of figurative symbolism through topos will fill the gap in the artistic

interpretation of the violin legacy of contemporary domestic artists.

This is why the issues highlighted in the creative-artistic project form the
relevance and necessity for the evolution of contemporary violin performance from

a new perspective.

Therefore, the goal of the project is to investigate the presence of figurative-
symbolic toposes and their authentic justification, as well as to perform an analysis
of violin works by Ukrainian composers of the 20th century. According to the goal

of the project, the main tasks have been defined:

e to outline the concept of topos from its earliest prototypes to the
formulation of a specific term, as well as related analogical concepts;

e to highlight the most typical examples of the violin legacy of the
composers who followed B. Liatoshynsky in terms of their belonging to
the figurative-symbolic content;

e to reveal the individual interpretation of violin works by
B. Liatoshynsky, L. Hrabovskyi, [. Karabyts, Ye. Stankovych,
V. Sylvestrov, and L. Dychko from the standpoint of figurative-symbolic
toposes;

e conduct a comprehensive musical-stylistic and performance analysis of
selected violin works in terms of positioning one or several varieties of
topos within them;

e cxamine the interpretative specificity of each violin work from the
perspective of technical performance and imagery-symbolism;

e make video and audio recordings of rarely performed and lesser-known
violin works by L. Hrabovsky, 1. Karabyts, Y. Stankovych, V. Sylvestrov,
and L. Dychko.
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In order to creatively showcase the individual author's concept, the best
examples of violin heritage from the works of composers adhering to the

B. Lyatoshynsky school of the 20th century were chosen.

It is precisely through the selected compositions of this historically and
artistically defined period that the possibility of justifying the presence of figurative-
symbolic topos in the works for violin by Ukrainian composers was revealed. In a
comprehensive way, the exhibition of one's own concept of figurative-symbolic
topos in the analyzed works will serve as an artistic stimulus to expand the Ukrainian
violin repertoire and its 'emergence from the shadows' and popularization not only

within our country but also beyond the borders of Ukraine.

The structure of the work consists of an introduction, three sections with

subsections, a list of references, and appendices.

The first section is dedicated to the concept of "topos" and the analysis of B.
Lyatoshynsky's violin sonata. The structure of this section is quite organic, as the
first subsection is entirely dedicated to this and similar concepts, specifically

"nn

interpreting the terms "nomos," "affect," "sound painting," "musical-rhetorical
figures," "mimesis," various types of "musica," "thematic categories," and
"elementary signs" according to different scholars. In particular, the differences and
typical definitions are examined, outlining their practical application in rhetoric,

poetics, music, and other arts.

An important piece of information is the fact that the study manages to trace a
certain "red line" in the birth, formation, and practice of the use of topoi in a
historical and chronological perspective. In particular, the information investigated
relates to the context of their existence during antiquity, followed by the Middle
Ages, the Renaissance, musical classicism, romanticism, and modernity. Overall, it
is worth summarizing that the symbolic weight of each individual topos, despite its
millennia-long history, has not changed; only its formulation has changed, possibly

in a more refined way. For example, while in past artistic epochs the topos of tragedy
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or sorrow was highlighted, today they are already subdivided into more detailed
symbolic components. In particular, within the context of this artistic project, five
specific topoi were identified for the figurative-symbolic characterization of certain
semantic elements of violin music by Ukrainian composers of the 20th century:
Topos of "abstract entities", topos of "voices of nature", topos of "allegorical
genre", topos of "meditative spacetime", and topos of "active dialogue with the

past".

The second subsection is constructed as a synthesized element between the
first, which discusses topological concepts, and the third — the direct image-symbolic
and performative analysis of B. Liatoshynskyi's Sonata: here, the thoughts of various
musicologists regarding the artist's legacy in relation to its connection to musical
symbolism are concentrated. In particular, the Sonata of O. Kozarenko is cited and
reference is made to the appeals of the Lviv artist to the work of the author in
question; scientific studies of various musicologists are analyzed, within the focus
of which the works of the artist are featured in a symbolic context. For example, the
presence of symbolism in the artist's works is indicated by L. Sirenko, D. Zhaleyko,

0. Kozarenko, M. Novakovy¢, and other authors.

Some of them, like I. Savchuk, formulate the concept of "semantic allusion";
M. Kopytsia — the terms "theme-image", "theme-characteristic", "theme-thesis"; D.
Zhaleyko — "theme-masks", "theme-symbol"; V. Draganichuk — "leitmotif
symbolism"; L. Pyatenko — "thought symbolism" (lament); O. Ko Zenko sees
"musical-rhetorical figures", "pan-signs" symbols; E. Kharchenko — "anagrams";
and O. Pidsukha identifies the presence of polystylistics. Accordingly, all these
scholars tend to share the common view that unique, original, atypical symbolic

elements permeate the entire creative work of the composer, including the violin.

In the concluding third subsection of the First chapter, the violin Sonata op. 19
by B. Lyatoshinsky is studied not only from a typical modernist or avant-garde
perspective, but also in a symbolic aspect, focusing on the composer's use (conscious

or unconscious) of figurative-symbolic topoi. A very important aspect in this part of
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the project is the implementation of a performance analysis that indicates the main
technical and artistic difficulties that may arise for the violinist in the context of
interpretation. It should be noted that such an analysis has been conducted for the
first time in Ukrainian musicology, as researchers have not previously addressed this

work.

The second chapter of the scientific project is constructed from materials
analyzing the violin works of some of the most famous students of B. Lyatoshynsky
- L. Grabovsky and 1. Karabyts. In particular, the first subsection analyzes the Sonata
for solo violin by L. Grabovsky. Initially, the specificity of genre positioning is
noted, followed by a semantic and performative analysis of the work. Given the
composer's figure, who is under-researched in Ukrainian musicology, appeals were
made to various interviews given by the artist. Such sources provide very important,
albeit concise, information regarding the fact that the artist does not belong to
musical avant-gardism, but, as he describes himself: "a moderate modernist-centrist"
- according to the artist's own words. This information "sheds light" on numerous
questions that shape his creativity and offers a new field for research by

contemporary musicologists.

First of all, it is worth noting that the Sonata contains a synthesis of topoi,

nn

namely the topos of the "allegorical genre," "abstract entities," and "active dialogue
with the past." It is quite natural that the first of these topoi prevails in the
composition, as the Sonata demonstrates vivid allusions to marches, serenades,
scherzos, lyrical long songs, chorales, and caprices, of course, interpreted within the
framework of contemporary modernist trends. An important fact is that in the context
of the research, allusions to Paganini's Caprices were discovered, primarily in the

imitation of texture, tempo-rhythm, and character of performance, which was noted

in the analysis as a comparison to elements of L. Hraborovsky's work.

The second section is built on stylistically polar analytical material — the study
of the chamber work "Lyric Scenes" by I. Karabyts. The cycle appears

simultaneously as a sample work for soloist and accompaniment, as well as a duet
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example of two equal instruments, which is emphasized in the study. The figure of
I. Karabyts has received more active attention in musicological heritage than his
colleague — L. Hrabovskyi; however, the examined cycle "Lyric Scenes" has not
received any exposure in musical literature. Despite this fact, the composition serves
as a creative platform for exploring its figurative-symbolic content. First of all, it is
worth noting the originality of the composer’s approach to embodying the idea,
based on the main principles of avant-garde stylistics. However, the primary focus
of the project is precisely on the symbolic aspect: the work reveals not only the
presence of two main topos, but also their disproportionate synthesis. Firstly, the
topos of 'abstract entities' is comprehensively represented in the main theme of the
First Part, whereas the topos of 'allegorical genre' seems to be in its context and plays
the role of a component element. It is worth noting the presence of references in the
work to the genre of scherzo, medieval chorale, fugue, and lament song, but the
interpretation of these samples of the 'past' in I. Karabyts' works strikingly differs
from L. Hrabovskyi's vision. This is where the main emphasis of the project in the
Second Chapter lies: in the discovery of original, individual authorial visions in the
interpretation of the figurative-symbolic content of such structurally-musical

components through the mediation of topos.

The third, large-scale part of the creative and artistic project is dedicated to the
violin works of three other contemporary composers, students of B. Lyatoshynsky,
namely, Ye. Stankovych, V. Sylvestrov, and L. Dychko. The first subsection contains
a comprehensive analysis of two violin compositions by Ye. Stankovych, preceded
by an analysis of the available musicological literature about the composer.
"Ukrainian Poem" vividly represents the specific individual stylistic features of Ye.
Stankovych, namely: profound ideological content, a tendency to fill images with a
certain symbolic concept, the exploration of philosophical problems, and orchestral
thinking.

In this work, the artist employs the broadest palette of figurative-symbolic
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topos, namely: "abstract entities", "allegorical genre", "meditative time-space" and
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"active dialogue with the past". The main figurative-symbolic idea of the work is the
exhibition of the eternal truth about the victory of Good over Evil, certainly through
the mediation of musical topos. "Angel's Touch" or the eleventh chamber symphony
by Ye. Stankovych contains the prevailing topos of "meditative time-space", where
the main character does not fully comprehend the horror occurring around him, but
holds a great hope that Good and Light will undoubtedly survive in the present

conditions.

A very notable work was chosen from V. Sylvestrov's legacy - "Pastoralen" for
violin and piano with 9 miniatures. First of all, the common traits in the composer’s
thinking of B. Lyatoshynsky and V. Sylvestrov are highlighted: composition,
structural-intonational components, monothematic principles, quoting, and auto-
quotations. In B. Lyatoshynskyi's transformative work, the focus was on finding the
coloristic sound, the rich timbre and harmonic palette, layering of polyrhythmic

textures, and a wide dynamic range.

All these elements are being reshaped by V. Sylvestrov through his vision: he
develops multilayered textures with a narrow scale of delicate dynamics, frequent
pauses arise, spatial sounds, and the timbral characteristics of instruments are
significantly expanded, hinting at sonorous explorations. Overall, the cycle is
dominated by the topos of 'active dialogue with the past', according to the author's
previously outlined reference to the 'Pastoral' Symphony of the Viennese classic, L.

Beethoven; however, the topos of 'meditative spacetime' also finds its place here.

The concluding section of the Third Chapter demonstrates an imagistic-
topological analysis of the cycle for violin and piano — "Spring Songs" by L. Dyc¢ko.
It is paradoxical that the artist's works are known worldwide for their folkloric
coloring and deep meaning, while there is a lack of contemporary research
concerning the composer herself. Already from the title of the section, a certain
understanding is formed about the stylistic, form-creating, and imagistic-artistic

work of the author used in the cycle: the elevation of archaic layers of Ukrainian
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folklore to a professional musical level through the use of the topos of "voices of

nature."

As a result of the research, it was found that all composers-followers of B.
Lyatoshynsky's work, who spent more or less time in the role of his students, use
figurative-symbolic topoi in their violin works. It is quite natural that each artist
expresses the varieties of the outlined symbolism very individually, and even

intimately, the exploration of which was the goal of the creative-art project.

Key words: violin music, Ukrainian composers, 20th century, topos, genre,

stylistics, image, symbolism, interpretation.
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Anpodauisi MmarepiajaiB 10CTiIKeHHsA: 32 TEMOI0 TBOPYOr0 MUCTELLKOI0

NPOEKTY NPOBEICHO TaKi OCHOBHI 3aX0/H:

Konnept Nel B KOHTEKCTI HAyKOBOTO JOCTIIKeHHS: «O0Opa3HO-CUMBOJIIYHI TONOCH
CKPHUIIKOBOI TBOPYOCTi KOMIIO3MTOPIB-NPEIACTABHUKIB mKkoau bopuca

JIATOLIMHCHKOI0»

IIporpama:

Jleonin I'paGoBcbkuit Conara aiis ckpunku cojo op.8, C — dur
IBan KapaOuup «JlipuuHi crieHn» JJ1s1 CKpUIIKU Ta (opTerniaHo

Buxonasui: Hazapiit Kictok — ckpumnka, 3acimykeHUM Iisi4 MHUCTEUTB YKpaiHHu,

noteHt Ilerpo JloBrans — poprermniaHo.
Manuii 3an1 JIHMA M. M. B. Jlucenka. 16. 05. 2024

URL: https://youtu.be/-gz1wak7ul.4?si=CxS10Prmi5QdVfcx

Kontept Ne2 B KOHTEKCTI HAyKOBOTO JOCTIIKeHHS: «O0pa3HO-CUMBOJIIYHI TOMOCH
CKPHMIIKOBOI TBOPYOCTi KOMIIO3UTOPiB-NIpeCTABHUKIB mKoJAu bopuca

JIATOIIMHCBKOT0»

[Iporpama:

Jlecst Tuuko «Becusauku» op. 12

€pren CrankoBnu «Angel's Touch» (moTuk starona...)
€Bren CTaHKOBHY « YKpaiHChbKa OEMay

Banentun CunbBectpoB «Pastorals» 9 movements attacca

BuxonaBmi: Hazapiit Kictok — ckpumka, 3aciayeHUW misi4 MHUCTENTB YKpaiHw,

noment [lerpo JloBrans — gopremniano.

JIHMA M. M. B. JIucenka konueptHuii 3a1 imeHi B. bapsiacekoro 03.04.2025 p.


https://youtu.be/-gz1wak7uL4?si=CxS1oPrmi5QdVfcx
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URL: https://www.youtube.com/watch?v=nRLEGWIJQ55E

Cnucok nyoJtikanii 3a TeMOI TBOPYOr0o MUCTEUBLKOro npoekry. Crarri 'y
BuaaHHAX 3aTBepaxkeHux MOH Ykpainu sik paxosi B ramaysi

«MHCTEITBO3HABCTBOY:

1. Kiciok H. II. B3AEMOJII MOLIAPTIBCHKOI CTUJIICTUKU TA
OBPA3HO-CMMBOJITYHUX TOIIOCIB HA TIPUKJIAAI «POST SCRIPTUM»
B. CUJIbBECTPOBA. Hayxosuti 30ipnux AxmyanvHi numaHuus 2yMAaHimapHux
HAYK: MINC8Y3I6CbKULl 30IpDHUK HAYKOBUX Npayb MOIO0O0UX 84eHUx /[pocobuybkozo
O0epaicagno2o nedazociuHoeo yHigepcumemy imeni leana ®@pamnxa: HUMANITIES
SCIENCE CURRENT ISSUES. poro6uy, 2025. Tom 2 Bumyck 84 ct. 53-59.

2. Kicrtok H. II. Kommo3uTopchbki «mependaueHHs», BTUIEHI B 0Opa3HO-
cuMBoOJIIYHOMY 3MicTi «Jlipuunux cuen» IBana Kapabuis. Haykoeuii ocypran
«Mucmeymeo3znasui sanuckuy HayionanvHoi akademisi KepiBHUX Kaopie Kyabmypu i

mucmeyms. Kui, 2024. Tom 24, N°2, cT. 16-24.

3. Kictok H. II. MVY3UKO3HABUYI [IIEPEOPICHTUPU: JIEOHIA
I'PABOBCBHKHI B AMITIVA IIOMIPKOBAHOI'O MOJEPHICTA. Mamepianu

1V Mixcuapoonoi nayxoso-npaxmuunoi kongepenyii «I paanv naykuy. BiaHuis,

2025. N° 49 c1.1275-1277.

4. Kictok H. II. Tomoc «romociB mpuponu» B TpakTyBaHHi €. CTaHkoBMYa Ha
npuKiIani «YKpaiHChKOT TOeMU» ISl CKpUIIKH 3 opkecTpoM. [V Miscnapoona

Mon00idicHa Haykogo-meopya kongepenyis imeni C. Ilagruwun. JIsBiB, 7-10 KBITHS

2025p.
3apyo0ixkHa myOsikaumisi:

1. Kictox H. II. ACUMUIATHUBHI TIIPOHECHU TOIIOCIB 3
®IIIOCODCHKOI'O ACIIEKTY B YKPATHO-MY3UYHUWN. 36ipnux nayxosux
npayb  «SCIENTIA» 3a mamepianamu V Midxcnapoonoi Haykoso-meopemudHoi
kongepenyii «Modern vision of implementing innovations in scientific studies»

(14.02.2025, m. Mapcenb, @paniry3bka Pecniyomika). Ct. 292-293.


https://www.youtube.com/watch?v=nRLEGWJQ55E

