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UKRAINIAN INSTRUMENTAL AND ENSEMBLE
PERFORMANCE FROM THE BAROQUE TO THE BEGINNING
OF THE 20TH CENTURY IN THE HISTORICAL AND CULTURAL
DISCOURSE
VYKPATHCBHKE IHCTPYMEHTAJIbHO-AHCAMBJIEBE
BUKOHABCTBO BIJI BAPOKO 10 ITOYATKY XX CTOJIITTA B
ICTOPUKO-KYJBTYPHOMY JUCKYPCI

A great surge of general and scientific interest in Ukrainian culture,
which began in the period of independence and was supported by the world
community during the years of Russian military aggression in Ukraine,
contributed to a new understanding, interpretation and assessment of the
national musical art and its importance in the' world cultural space. The circle
of problems that concern scientists and all- people who care about Ukrainian
music is very wide - it is the question of history, the driving processes and
events that inspired the creativity of composers, performers, musicians, the
revival of forgotten names, the establishment of unknown facts, the discovery
of lost works; these are also theoretical issues of the visual and substantive
component of musical creativity; and the development of individual branches
of the country's musical art, each of which has its own specifics and is
inextricably linked with all others, etc. The author of the article paid attention
to the development of instrumental, primarily string and bow ensemble
performance, because it was in this area that the formation and
professionalization of Ukrainian instrumentalism took place.

Until modern times, due to established national traditions, vocal and
choral art prevailed in the musical culture of Ukraine. Only in the second half
- at the end of the 17th century, due to the acquisition of a secular character
by the culture of that era, the introduction of instrumental forms of music-
making took place. Both in Europe and in Ukraine, secularization processes
were associated with socio-economic and political changes, primarily with
the Reformation movement in the 16th and 17th centuries. During this period,
secular ideology separated from the church ideology, which had prevailed for
a long time, and secular culture gained independence. The result of these
processes was a significant spread of instrumental art in the Western
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European musical space. Compared to the fact that in European countries the
church and aristocratic circles were interested in the development of
instrumental music, among the Slavs, the leading place in the formation of
instrumentalism belonged to the art of folk music, which turned out to be the
main factor in the development of chamber-instrumental ensemble art in
Ukraine as well.

Given the historical superiority of vocal and choral genres in the
musical art of Ukrainians, instrumental and ensemble music gained
professional status in the country much later than in Europe. In most studies,
the second half of the 18th century is considered the period of her professional
formation in Ukraine.

Favorable conditions for mastering the instrumental art were created
at this time in the amateur circles of the Ukrainian nobility, the Cossack elite
and the nascent intelligentsia. The chamber-instrumental field best suited the
conditions and possibilities of amateur music making. It served as the basis
for the formation of a system of home musical education that existed in
Ukraine even in the second half of the 19th century. Designed for the
possibilities of amateurs in the conditions of home music-making, chamber-
ensemble creativity did not have a certain artistic goal and acquired an
applied character.

Historiography

Chamber-instrumental ~ensemble art of Ukraine was studied in
numerous works of domestic musicologists from historical, theoretical,
aesthetic-cultural and other angles. Thus, the corresponding sections of the
fundamental six-volume "History of Ukrainian Music" (published by the M.
T. Rylskyi Institute of Art History, Folklore and Ethnology) are devoted to
its development?), some author's works and manuals 3, separate articles and

! Kopuiit JI. Ictopis ykpaincekoi mysuku : Iigpyunnk. Kunis-Xapkis-Hero-Hopk:
Buzn-so M. I1. Komp, 1998. Y. 2. [Ip. mon. XVIII ct. 387 c.; 2. Crenanenko M. b.
doprenraHHOE UCKYCCTBO YKpauHBI B IOJIBICEHKOBCKHN mepuof : kaua. auc. Kuis,
1989. 147 c. Ta in.
2 Ha cworomui IM®E imeni M.T. PuibcbKoro 3AilicHUB 7-TOMHE TNEpeBHIAHHS
«lcropii ykpaiHchKkoi My3ukmu». Ha skainp, i MaTepia IpakKTUYHO HEJOCTYITHI JUIs
KOPHCTYBaHHS IIUPOKOMY 3araiy.
3 1. Apxumosnu JI., [llpeep-Trauenko A., Illlepdep T., Kapoinesa T. My3bikanbHas
KyneTypa Ykpamasl. M.: Toc. my3. m3a., 1961. 215 c. 2. Kopuiii JI. Ictopis
ykpaincekoi mysukn : Iligpyunuk. B 3-x u. Kuis-Xapkis-H’ro-Mopk : Bun-Bo
M. II. Koms. Y. 1. 1996. 314 c.; Y. 2. 1998. 387 c.; Y. 3. 2001. 480 c. 3. Ilpeep-
Txagenxko O. f. Icropist ykpaincekoi Mmy3nku. B 2-x 4. Knis: My3u4na Ykpaina. Y. 1.
1980. 198 c.; U. 2. 1980. 238 c.
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intelligence.* The monographs of O. Zavyalova, M. Zagaykevych, L.
Kiyanovska, V. Posvalyuk, M. Hay, and V. Shchepakin contain a basic
description of the chamber-ensemble culture of that time> ta in.

Thus, in the first volume of the "History of Ukrainian Music" in the
section "Instrumental Music" (authors Stepanenko M.B., Filts B.M.) an
analysis of the chamber and instrumental work of D. Bortnyansky (piano
quintet and concert symphony) is presented®) and 1. Lyzoguba (Sonata for
cello and piano). But, taking into account the encyclopedic focus of the work,
consideration of these works is somewhat cursory.

In the second volume, in the section "Chamber-instrumental music"
(by 1. Ya. Zinkiv), the chamber-instrumental work of M. Lysenko (string

4 1. BopoBuk U. YkpamHCKHiI KaMepHO-MHCTPYMEHTAIBHBIH aHcamOmb. Kuis :
Lentpmysundopm, 1996. C. 40-47, 60-61, 73-100. 2. luxa H. O. Kamepno-
IHCTpYMEHTaNbHUH aHcaMOIb B Ykpaini. TBopuicTs i BukonascTBo (1960-1980 pp.)
/ quxa Hina OpecriBHa: ABToped. auc... kaua. muct-Ba: 17.00.03. IMOE im. M.T.
Punscekoro HAH Vkpainn. — K., 2001. — 19 c. 3.3a’anoBa O. K. I'enesuc
aHcaMOJIeBHX KaHPIB B KAMEPHO-IHCTPyMEHTATBHOMY MUCTEITBI YKpainu. Teoper.
MIUTAHHS KYJIBTYpPH, OCBITH Ta BUXOBaHHS : 30. HayK: Ipans / 3ar. pex. €sryx M. b,
yiI. Muxaiimaenko O. B. Kuis : KHJIY, HMAY, 2006. Bum. 30. C. 260-270.
4. KpaBuenko A. YkpalHCBKI TpajuIii KaME€pHO-BHCTPYMEHTAIFHOTO MHCTEITBA:
JMHaMiKa ictopudHOro po3BuTKY (octanns Tpetuna X VI — XIX ct.). Kyremypni ma
mucmeywki cmyoii XXI cmonimms: HAYKO8O-npakmuune NApmHepcmeo: Mar-Iu
MikHap. cuMnosiymy (6 uepsus 2019 p.). Hau. akan. kep. kaapis KyibT. i muct. Kuis:
HAKKKiM, 2019. C. 193-195. 5. JlutBuHenko A. [HCTpyMeHTalbHE BHKOHABCTBO
[MonraBmmun apyroi moi. XIX — mouatky XX cr. MHCTeUTBO3HABYI AaCIEKTH
cnaBictuky : 30. Hayk. mpans. / Bimm. pex. I. M. FOnxin. Kuis, 2002. C. 81-89.
6. Crenanenko M. b. doprenuaHHoe HUCKYCCTBO YKpauHbl B JIOJBICEHKOBCKHM
niepuon (kaun. auce.). Kuis, 1989. 147 c.
5 1.3ap’suoBa O.K. Biononuens y kamepHo-ancamOueBiil KyiabTypi Ykpainu :
Momnorpadis. Kuis : IM®OE imeni M. T. Punbcexkoro HAH Vkpaiuu, 2009. 256 c.
2. 3araiikeBrnd M. My3uune xuttst 3axigHol Ykpaiuu apyroi nmomosunu XIX ct. /
Biamn. pea. M. Topaiituyk. Kuis : AHY PCP, 1960. 191 c. 3. Kusinoscbka JI. CtuiiboBa
eBOJTIOLST ranuibkoi My3udHoi KynbTypu XIX-XX cr. : Monorpadis. TepHomisib:
CMIT “Acton”, 2000. 339 c. 4. IlocBamok B. Icropis BukoHaBcTBa Ha TpyOi B
Vkpaini : monorpagis. Kui : KHYKiM, 2006. 368 c. 5. Xait M. My3unuHo-
IHCTpyMEHTaJIbHA KyJIbTypa yKpaiHuiB ((oabkiopHa Tpaaumis) : moHorpadis. HAH
Vxpaian. IMOE im. M. T. Punbscbkoro; HamionaneHa My3uuHa akajgeMiss YKpaiHu
imeni [1. 1. HaiikoBcbkoro. Kuis : JIporo6uy, 2007. 538 c. 6. lllenakin B.M. My3uuna
kynbTypa Cxony i IliBaus Ykpainu apyroi momouan XIX — mouarky XX CTOMNITH:
€BpOIEHChKI BUMipH : MoHorpadis. Xapkis : @OII [Tanos A.M., 2017. 479 c.
¢ Icropis ykpaincbkoi mysuku. B 6 T. / Pen. koa. M. M. Topaiituyk, B. B. Kysuk, JL.
O. IMapxomenko. Kuis : HaykoBa mymka, 1989. T. 1: Bix HaligaBHIIMX YaciB 10
cepenunu XIX cr. C. 307-308.
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Quartet and Trio) was characterized in the same way’ and 1. Rachinsky (two
piano trios and string quartets.® The focus on the development of the national
foundations of ensemble music is very significant. In particular, the analysis
of M. Lysenko's work comes to the conclusion that "the composer
consciously sought to create original, nationally defined, deeply folk samples
of chamber ensemble literature based on the assimilation of the achievements
of Western European music".’

In the reprint of the second volume of the "History of Ukrainian
Music" (the author of the section on chamber and instrumental music A.
Kalenichenko) a broader approach is used in the disclosure of the material, in
particular in the characteristics of the work of two outstanding violinists of
the late 18th and early 19th centuries, H. Rachynskyi and I. Khandoshkin.
Along with the peculiarities of the use of musical genres and forms in the
work of these artists, performing techniques are analyzed in detail. Compared
to the previous edition, this volume provides a more thorough analysis of the
string quartet and trio of M. Lysenko, whose chamber-instrumental work,
dating from the late 1860s to the 1870s, is recognized as the pinnacle of
"formation of the national style in chamber-ensemble genres".!?

Along with a characteristic overview of the development of art of
certain periods, a separate section is dedicated to the chamber-ensemble work
of the artists of the Western <Ukrainian region S. Vorobkevych, E.
Mandychevskyi, Y. Ruckgaber, D. Sichynskyi, and others.

The introduction to ‘the work of now little-known artists (T.
Bezugliy, T. Shpakovsky), composers not of Ukrainian origin (H. Hesse de
Calve, M. Zavadsky, K. Lipinsky, V.-Ya. Tomashek) or performers (H.
Danylevskyi, A. Storozhenko). In the opinion of the author of the article, a
review of the work of a bright representative of Kyiv's musical culture of the
mid-19th century, M. Yasinsky-Doroshenko, an organizer of the city's
musical life, an author and performer of chamber-ensemble works, one of the
first music critics of Ukraine, would add some weight to the presented
materials.

7 Icropis ykpaincekoi mysuku. B 6 1. / AH VPCP. luc-1 Muct-Ba, QOJIbK. Ta €THOTP.
iMm. M. T. Punbcekoro // Peakon.: M. M. Topaiituyk (rosioea) Ta in. Kuis : Haykosa
nymka, 1989. T. 2. C. 295-296.
8 Tam camo. C. 302-303.
® Tam camo. C. 296.
10 TeTopis ykpaincebkoi mysuku. B 6 1. / HAH Ykpainu. Inc-T Mucr-Ba, Qoibk. Ta
etorp. iMm. M. T. Punscekoro // Pen. xom.: I A. Cxpunnuuk (romosa), A. II.
Kanennuenko (3act. roin.) ta inmn. / Pen. xon. romy: B. B. Kysuk (Biam. pexn.), A. L.
Aszapoga (Biam. cekp.). Kuis : IM®E im.. M. T. Punbeceroro HAHY, 2009. T. 2. XIX
CTONITTS. 2-¢ BHJL.: iepepoout., gom. C 376.
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Pointing to the rapid evolution of domestic instrumental music in the
second half of the 19th century, the authors note that "the professional genres
of the chamber-instrumental ensemble developed in European music were
not comprehensively reflected in Ukrainian music", explaining this by "the
specifics of the national and cultural development of the nation".'!

In the third volume of "History of Ukrainian Music" in the analysis
of chamber-instrumental music of the late 19th and early 20th centuries
(authors of the section O. H. Kostyuk, A. P. Kalenichenko)!? the main
attention is paid to the genres of piano trio and string quartet. But the violin
and cello sonatas of F. Yakymenko and L. Lisovsky, created at the beginning
of the 20th century, are not mentioned. In the last three volumes, the
development of the musical culture of Ukraine in the 20th century is covered,
which chronologically goes beyond the scope of this investigation.

The presentation of the material in the textbook "History of
Ukrainian Music" by L. Korniy, intended for students of higher musical
educational institutions, in general somewhat echoes its presentation in the
"History of Ukrainian Music" by the authors' collective. The author defined
her main task as "the study of the peculiarities-of the musical-historical
process with the identification of the specifics of each historical period".!?

The principle of historicism in the’ presentation of the material
involves the study of musical creativity in interaction with other artistic
phenomena. This approach allows us-to more fully reveal the national
foundations of Ukrainian music, which at each stage had their own specifics.

In the first volume, L. Korniy notes that the development of
instrumentalism in Ukraine since the 17th century was carried out thanks to
the activities of brotherhoods, music workshops, "Cossack" music, where in
some cases (for example, the repertoire of "Italian" bands) playing by notes
was used. An important role in this process was played by the spread of
musical instruments in amateur and student leisure and musical
accompaniment in nativity and music-dramatic performances. Instrumental
performance reached a professional level thanks to the establishment of
private instrumental bands, the opening of music classes in educational
institutions, and the creation of musical societies.

' Tam camo. C. 432.
12 Icropis ykpaincekoi mysuku. B 6 1. / AH YPCP. IM®E iM. M. T. Puibcbkoro /
Penkon.: M. M. Topaiituyk (romosa), C. M. T'puma, M. II. 3araiikesmu, A. IT.
Kanennuenko Tta in. / Penkon. tomy: M. I1. 3araiikeBuu (Binm. pen.) ta iH. KuiB :
Haykoa nymxa, 1990. T. 3. Kinenp XIX — mouarok XX cr. C. 235- 273.
13 Kopuiii JI. Ictopist ykpaincskoi mysuku : [linpyunuk. B 3-x 4. Kuis-Xapkis-H’ to-
Mopx : Bug-so M. I1. Kouw. Y. 1. 1996. C. 5.

8



As a conclusion, it can be stated that the formation of traditions of
ensemble playing, the introduction of notation of musical texts, the
introduction of musical education testify to a significant level of
professionalization of instrumental music in Ukraine by the 18th century. It
was in collective music-making that certain techniques and means of
ensemble performance were worked out, textural exposition was developed,
which were later refined in professional compositional work. All of the above
allows us to state the identification of professional features in the domestic
chamber-ensemble art at the stage of genesis .!*

The second part of the manual is devoted to the life and works of
outstanding Ukrainian artists M. Berezovsky, D. Bortnyanskyi, A. Vedel.
Information about the creation of D. Bortnyanskyi's Quintet and Concert
Symphony and the musical analysis of these works are important for
evaluating the Ukrainian instrumental and ensemble culture of the end of the
18th century!®, which testify that the creativity of Ukrainian composers
reached the European level at that time.

In the third part, attention is paid:to the musical and stylistic
evolution of romanticism in Ukrainian music of the 19th century. From these
positions, the musical and figurative content of I. Lyzoguba's sonata was
analyzed. M. Lysenko's chamber-ensemble work is recognized as the
pinnacle of the development of instrumental art of the specified period in
Ukraine. Despite the lack of a detailed analysis of his string trios and quartets,
it is noted that they have acquired an organic embodiment of "the assimilation
of Western European music of classical and early romantic styles", as well as
"an appeal to Ukrainian folk melos".'

In the context of this article, we should also mention the textbook
"History of Ukrainian Musical Culture" by L. Kornii and B. Syuta!”, issued
for the 100th anniversary of the National Music Academy of Ukraine named
after P. I. Tchaikovsky. Here, the history of Ukrainian musical culture from
its origins to the present is presented for the first time in historical and general
cultural contexts. Of course, the considerable amount of material and the
breadth of the author's approach did not contribute to a detailed consideration

14 3ap’sioBa O. K. Tenesuc ancamOueBuX JKaHPIB B KAMEPHO-IHCTPYMEHTAILHOMY
MUCTENTBI YKpaiuu. Teopemuuni numanns Kyiemypu, oceimu ma euxosanus: 30.
Hayk. rnpaus. Kuis : KHJIY, HMAY, 2006. Bum. 30. C. 267.
15 Kopuiii JI. IcTopis ykpaincbkoi mysuku : ITigpyunuk. B 3-x u. Kuis-Xapkis-H’1o-
HMopx : Bug-o M. T1. Ko. U. 2. Jlpyra nonosuna X VIII ct. 1998. C. 290-295.
16 Tam camo. C. 439.
17 Kopwiii JI. I1., Crota B. O. IcTopis ykpaiHChbKoi My3HUYHOT KyabTypH : Iligpyunuxk /
1o 100- piyus Ham. mys. akan. Ykpainu imeni I1. 1. YaiikoBecbkoro. Kuis : HMAY
imeni I1. I. YaiikoBcekoro, 2011. 736 c.
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of each particular type of art and the peculiarities of their development in
Ukraine. Therefore, instrumental-ensemble performance received a cursory
description, in the mentioned work, a separate section is not devoted to it.

From the explorations of other authors, the works devoted to the
formation of musical education and instrumental performance, which in the
18th and 19th centuries were often carried out in Ukraine by foreigners, in
particular by representatives of German and Czech musical cultures (R.
Rosenberg'®, R. Sulim'®, B. Suta?®, V. Shchepakin?' etc.). The development
of ensemble culture in Ukraine is fragmentarily covered in the articles and
works of some other authors.??

Of course, it is difficult to make a complete picture of the
development of domestic ensemble art from separate, scattered materials.

Materials on the regional originality and stylistic features of the
development of musical art in various cultural centers of the country include
the works of Y. Silberma O. Zinkevich, L. Kiyanovska, O. Kononova, M.
Kuzmin, S. Lyudkevich, L. and T. Mazep, Y. Myklashevsky, P. Sokalsky, M.
Cherepanin, and others.?

18 Posenbepr P. BHeCOK HIMEILKUX MY3UKaHTIB Y. KyIbTypHe *uTTst Onecn y XIX —
Ha mouatky XX CT. VkpaincoKko-nimeybKi My3uuni 36 s13Ku MUHYI020 i CbO20OEHHS :
36. cr. Kuis : Llentpmy3singopm, 1998. C. 253-258.
19 Cynmim P.A. M. Jlucenko i ®.IlIonen B KOHTEKCTI YKPaiHCHKO-MOILCHKUX
KyJbTYPHUX 3B’s13KiB. ABTOped. auc. . Kaua. mucrenrBo3nascrsa 17.00.03. Kuis :
HMAY imeni I1.1. YaiikoBcekoro, 1999. 20 c.
20 Crora b. BiumMBu HiMELBKOi XapaKTEPHOCTI B My3U4HIl TBOPYOCTI YKpaiHCHKHMX
xommozuTopiB XIX — XX cr. Vipaiucoko-niveysxi myzuuni 36 ’si3Ku Munynozo i
cvoeodenns : 36. cr. Kuis : Llenrpmysindopm, 1998. C. 43-50.
2l enakiz B. M. Yecbki My3MKaHTH-IHCTPYMEHTANICTH B My3UYHOMY SKUTTI
Xapxosa XIX cr. Kyremypa Vkpainu : 36. Hayk. np. Xapkis : XJIAK, 2000. Bum. 7:
Mucrtenrso3nascto. C. 90-99.
22 1. Tnagxux A. B. J[xepena BUHHKHEHHsS! iHCTPYMEHTAIbHOI My3UKH B YKpaiHi.
Kynomypa Yrpainu. Mucmeymeosnascmeo. @inocogia : 36. Hayk. npaup / Xapk.
JepK. akax. KynbTypu; Bigm. pen. M. B. [Istuenko. Xapkis: XAK, 2006. Bum. 17.
C. 201-209. 2. Kononosa O. B. My3nuna kynsTypa Xapkosa kinusg X VIII — moyarky
XX cr. XapkiB: OcnoBa, 2004. 176 c. 3. Jlokomenko I'. My3u4Ho-TeaTpaibHa
kynbTypa CymmyeM @ Matepiamm Juii ypoKy Ha JOIOMOTY BYHUTEISIM MY3HKH,
miteparypu, ictopii Ta in. Cymu : COIYB, 1992. 60 c. 4. Jlomxos IO. I. I'ene3a ta
CTaHOBJICHHS TUPUTEHTCHKOTO BUKOHABCTBAa B YKpaiHi : Monorpadis. XapkiB :
XAAK, 2007. 220 c. 5. Orkugay B. CraHOBIEHHS OpKECTPOBOIO BHKOHABCTBA B
VYkpaiHi (B KOHTEKCTi pO3BUTKY HAIllOHAJIBHOT XyI0KHBOI KyIbTypH) : Jluc ... kaHm.
muct-Ba. XJ{IK. Xapkis, 1997. 165 c.
23 3inb6epman [0. Kuiscbke Myszuune yuniume. Hapuc nisubrocti 1868-1924 poku
: Monorpadis. Kuis, 2012. 365 ¢ .; .3unbkeBnu E. KoHuepT u mapk Ha KpyTosipe.
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In the context of the topic of this article, the most interesting of them
are the critical and journalistic materials of P. Sokalskyi and S. Lyudkevich.
These outstanding cultural figures were directly organizers and participants
of musical life in the areas. Their critical notes, which highlight the concert
life and provide a description of the musical culture of Lviv (S. Lyudkevich)
and Odesa (P. Sokalskyi), contain valuable information about the
development of ensemble art in these cities and create a feeling of
involvement in those events.

The books of O. Zinkevich and M. Kuzmin depict the development
of musical culture in the 19th century in Kyiv, and those of O. Kononova and
J. Myklashevskyi - in Kharkiv. Along with the general characteristics of
Kyiv's musical culture, M. Kuzmin's book contains materials on the life and
work of the city's most significant musical figures. In the studies of L.
Kiyanovska, L. and T. Mazep, M. Cherepanin, attention is focused on the
national specificity of the musical and cultural heritage of the Western
Ukrainian region of Galicia. In addition, the development of instrumental and
ensemble culture in the mentioned centers is reflected in the materials of
publications on the jubilee dates of the creation of conservatories and other
musical education institutions, some local studies, various reference books,
etc.

Quartets, one of the most popular genres of ensemble music of the
19th century, are mentioned in-many works. These are mostly interesting
facts about the spread of quartet music-making, amateur and professional
groups, their performers, quartet repertoire, concert forms and functioning of
quartet art in Ukraine. Important information about the quartet performance

Kuis: [lyx i mitepa, 2003. 316 c. KusnoBceka JI. Tanmmpka My3udHa KynabpTypa
XIX - XX cr. : HaBu. noci6uuk. Yepnisni: Kauru XXI, 2007. 424 c.
Kononosa O. B. [lesiki TeHaeHmii My3H4HOT0 KUTTS XapkoBa Ha mopyoixoki XIX-
XX cr. Kynemypa Vxpainu : 36. nayk. np. XapkiB : XJIAK, 2002. Bum. 9:
MucrenrBo3nasctBo. C. 172-182.
Ky3bmin M. 3a0yTi cropinku my3ndHoro xutTs Kuesa. Kuis : My3. Ykpaina, 1972.
226 c.
Jlronkesnu C. JlocmipkeHHs, CTaTTi, peneHsii, Buctynu. B 2-x 1. / Ymop., pex., BCT.
ct. i mpum. 3. HItynnep. JIsBiB: Auocsit. T. 1. 1999. 496 c.; T. 2. 2000. 816 c.
Mazena JI., Mazena T. lllnsax no mysuunoi akanemii y JIpBoBi. ¥ 2-x 1. JIBBIiB :
Cronom, 2003. T. 1 : Bix 106u mickkux My3ukanTis 70 Koncepsaropii (mou. XV cr.
— 10 1939 p.). 288 c.
Muknamescoknii M. M. My3snuna i TeatpanbHa KyabTypa Xapkosa kinrms XVIIT -
nepoi nonoBuan XIX cr. Kuis : Haykosa nymka. 1967. 160 c.
Coxanbebkuii [1. Bubpani cratti Ta penensii. Kuis : My3uuna Ykpaina, 1977. 176 c.
Yepernanua M. B. My3nuna kynerypa [Nammuauan (apyra nos. XIX — nepma nomr. XX
cT.) : Monorpadis. Kuis : Bexa, 1997. 324 c.
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can be extracted from historical periodicals. In particular, this is information
about instrumental and ensemble music-making, presented in the magazine
"Kyivska starovyna", published in Ukraine in the 19th century. Turning to
them helps to recreate the atmosphere of the era, to clarify the forms of
ensemble music making, the repertoire preferences of the time, to provide a
proper assessment of the contemporary performance and composer's
creativity, etc.

Almost until the end of the 19th century, the dependence of
instrumental art and composer's creativity on the level of development of
string performance remained in European musical practice, which was
determined by the process of formation of instrumental specificity and
performance schools. However, the definitions of the terms "instrumental
art", ‘"performance" ("performing art"), '"instrumental specificity",
"performance instrumental (string and bow) school", etc., which are used as
generally accepted, have not been given due attention by musicologists. The
introduction of these concepts into scientific circulation makes it necessary
to determine their certain universal interpretation. Thus, the author of this
research proposes to understand the concept of "instrumental art" as the most
comprehensive, which includes the history of the creation of instruments,
their organology, the formation of instrumental specificity, the development
of performance, the formation of the repertoire and, in part, the composer's
creativity. The content of the term "performance" includes concert activity,
the development of instrument playing technology and concert performance
traditions, and the instrumental school in general.

"Instrumental specifics'" are peculiar features of each instrument and
certain techniques of performing technique that affect the character of sound
production and the timbral quality of the sound of the instrument.
"Technique" is a system of skills, a level of mastery and implementation of
the gameplay. It is primary in relation to "performance technology", which
involves the use of technology in certain conditions, and as a concept is
understood more broadly. The technique that meets the requirements of
classical art is formalized into the classical technology of the game; romantic
technology is formed in romanticism; concert virtuoso (solo) performance
uses the technology of concert (solo) playing; in ensemble creativity —
technology of ensemble playing, etc.

The concept of "instrumental school" in a broad sense denotes an
independently formed artistic and performing direction, a cultural tradition
based on certain features of performing practice, thanks to which there is a
generalization and imitation of performing experience (even without
developing a theoretical platform). In a narrow sense, it is a method of
learning to play an instrument, when practical experience gets a certain
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generalization and systematization in various "methods", "schools",
"instructions".

The phenomenon of the school manifests itself through the creativity
of individual performers, pedagogical activity, concert and educational
practice of its representatives and is realized in national performing traditions,
determining the peculiarities of the formation of the repertoire. This was the
essence of the local schools that were formed in Europe in the 17th and 18th
centuries - Bologna, Roman, Neapolitan, Venetian, Paris, Mannheim, etc.
Thanks to this, the development of instrumental pedagogy took place,
primarily violin, led by outstanding representatives (J.B. Viotti, A. Corelli, P.
Nardini, J. Tartini, etc.) and musical dynasties (Bach, Dupor, Mozart,
Stamytsiv, etc.).

In the European instrumental schools of the 19th century, the
manifestation of national characteristics based on the artistic traditions of a
certain culture (Czech, French, German, etc.) was reflected. The development
of performance technology was always determined by the stylistic
requirements of the time and was directly manifested in the specific features
of the repertoire. Moreover, in the classical and romantic periods, the
development and type of performance technique directly determined the
composer's style. Clarifying the evolution of playing technology, methods of
mastering bowed instruments and:the principles of forming an ensemble
texture helps to understand the process of development of instrumental
writing.

The study of the problem is complicated by the fact that there are no
theoretical sources of the 16th and 17th centuries regarding the mastery of
playing bowed instruments. To a certain extent, the level of performance
practice and pedagogy, instrumental techniques and means of expression can
be realized by studying the specifics of musical presentation and texture of
works. Thus, the analysis of special educational and methodological,
pedagogical and concert literature will contribute to the reproduction of the
model of the historical development of instrumental technology and
pedagogy. In addition to the technical level of performance and
compositional creativity, this approach also reflects the general aesthetic
guidelines and stylistic trends of the musical creativity of the period being
studied.

National peculiarities of instrumental art in Ukraine

In the process of professionalization of Ukrainian instrumental art,
as in other branches of musical creativity, three stages of professional growth
were observed: from playing "for yourself', "for the soul", through
handicrafts, as a form of improvement, to reaching the professional level with
further differentiation of specialties according to specificity, compared to the
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principle of professional universalization (syncretism of compositional and
performing creativity), which existed in Ukrainian instrumental and
ensemble performance almost until the end of the 19th century.

In addition to the above-mentioned musical activity of instrumental
collectives in fraternities, guild organizations, student orchestras, etc., further
professional development of instrumental ensemble culture took place during
the period of strengthening of the Ukrainian nobility and Cossack elders in
the second half of the 17th and 18th centuries. The growing popularity of
instrumentalism in Ukrainian lands at that time was due to the spread of salon
and amateur performance. Domestic tycoons introduced musical and
theatrical entertainment in their estates in a Western European manner: they
maintained artistic troupes and instrumental bands, purchased harpsichords
and clavichords for home music, taught children to play musical instruments,
and learned themselves. For greater efficiency, and often for prestige, foreign
teachers were "discharged". Thus, the Czechs, Germans, French, and Poles
promoted European classical art and raised the level of instrumental
performance in Ukraine. The work of foreign musicians and the use of
European instruments is an undoubted indicator of the professionalization of
instrumental culture.

The use of Western European instruments played a decisive role in
the professionalization of instrumental art. At the same time, the traditions of
classical art, introduced in manor music-making, were organically combined
with the techniques of folk practice: a significant part of the works consisted
of improvisations and variations on the material of favorite folk melodies.
The uniqueness of the domestic bow school was expressed in the synthesis of
classical structures with national melos and techniques of folk instrumental
music making.

Such phenomena presented folklorism of the romantic type, which
was determined by the peculiarities of the development of the Eastern Slavic
peoples,” in the cultural self-expression of which the factor of national
awakening played a fundamental role. After all, the Slavic peoples did not
know their own statehood, and for these reasons, the development of the
individual principle was accompanied by a feeling of an increasingly active
involvement of a person in the national collective.

Taking this into account, the culture of the Slavic national revival
acquired its own characteristics of interpretation of the picture of the world.
The ideas of folklorism and romantic populism became leading in the Slavic

2 IlepenyciMm BinCyTHICTIO PeHecancy K enoXu y CJIOB SIHCHKUX KyJIbTYpax, a TAKOXK
THM, IO CTaHOBJEHHs ocobucrocti HoBOro wacy y cioB’siH NpHIIago Ha OCTaHHI
necstuitta X VIII cromirrs.
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area of personality. Ultimately, they determined the role of the national
component in the development of Ukrainian musical culture, including in
instrumental art, because the traditions of domestic string and bow
performance were formed on the basis of centuries-old practice of folk and
amateur music making.

The introduction of folkloric principles gave the "academic" art a
fresh sound, vivid thematics, diversified dance rhythms, which generally
strengthened the role of the national in the composer's creativity. Folk
melodika significantly influenced the style of domestic instrumental art of the
end of the 18th - the first half of the 19th century. This was expressed in the
wide singing of the instrumental cantilena, the sincerity of the emotional
expression. Instrumental re-intonation of folk melos was organically
embodied in the genre of folk song treatment with variations, original
interpretations of cyclic forms of sonata and concerto.

The national features of Ukrainian instrumentalism were also
manifested in the unique timbral coloring. The predominance of stringed
bowed and plucked instruments in folk music influenced the formation of the
timbral standard of the Ukrainian ensemble of "three musicians". These
features of the instrumental sound later became "symbolic" in the work of
professional composers. So, the genres of Cossack and household music laid
the foundation for the national features of Ukrainian instrumentalism.

Improvisational folk manner manifested itself in various forms of
professional art. One of the early works of this type was a piece for violin and
bass to the tune of the Ukrainian tank "Dergunets". The repetitiveness of the
bass part without changes with a varied melody is a characteristic principle
of folk variation. Due to the lack of digital markings, it is assumed that it was
performed not with keyboards, but with bowed instruments (with a cello or
double bass), since this was more in line with the folk performance traditions
of playing the violin. Some works of professional composers (for example,
variations for violin and bass of I. Khandoshkin) became such examples of
the application of folk song couplets and thematics built on the principles of
variational development in professional music.

At the same time, the folklorization of instrumentalism led to a
certain limitation of dramatic development and the instrumental texture of
works. Thus, a clear division by functions is characteristic of the instrumental
exposition and performance definition of the role of the instruments in the
ensemble of "three musics" common in folk music making in Ukraine. Upon
detailed analysis, it turns out that in almost all cases it is essentially a solo
performance by the violinist, when he "leads the melody" with the support of
other instrumentalists. Usually, "other instruments" - bassolo or cymbals -
played the role of accompaniment, that is, if we are talking about stringed
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instruments, then playing them did not go beyond the bass accompaniment.
Such a functional purpose of classical instruments also defined their specific
performing roles. Providing appropriate role settings to each of the tools
significantly limited and slowed down the development of their technology.?

The functional limitation of stringed instruments in ensemble music
was reflected in the prevailing mandatory exposition of the texture of
ensemble works. This was automatically transferred even to the keyboard:
the type of instrumental texture of the string ensemble (solo violin with bass
accompaniment) "immigrated" almost unchanged to the piano literature.
Because of this, the texture of the early piano pieces was similar to that seen
in violin pieces with bass: the melody in the right hand (upper voice), the
accompaniment in the left hand (lower voice).

The influences of folk musical creativity affected the originality and
national color of domestic string performance. However, starting from the
18th century, the requirements and needs of the court-aristocratic culture
played a fundamental role in its development. The cultural demand of the
upper circles of the era was oriented towards Western European standards,
and the types and forms introduced in Europe-were the models for art
connoisseurs. For their reproduction, foreign singers and musicians were
invited on tour and for permanent work from abroad. The policy of "import"
of performers and forms of music production led to the sending of a large
number of Italian, German, French, Czech, and Polish musicians to the
country. However, even at that time, national art did not lose its national
"face". From now on, on the contrary, domestic culture and the tastes of the
general public had a direct influence on the creativity of foreign artists. Thus,
in some instrumental works of foreign authors who lived on the territory of
the empire, there was a tangible echo of the Ukrainian folk song. Violinists
K. Lipinskii, A. Kontskyi, later - A. Vietan, H. Veniavskyi, cellists - B.
Romberg, F. Servet, etc. worked on Ukrainian melodies in their work.

Formation of instrumental art in Ukraine

Instruments of the violin family appeared in Ukraine in the 15th and
16th centuries. The use of violins and violas, as well as in Europe, was
characterized by certain differences in the Ukrainian territory. First of all, in
ensemble music-making, the use of stringed instruments was subject to a
certain hierarchy. The main thematic load was assigned to violins or flutes,

25 3ap’anosa O. K. BiooHu€e/IbHE BUKOHABCTBO B YKPAiHCHKOMY 1HCTPYMEHTAILHOMY
muctentsi X VIII — nepmoi nonosunu XIX ct. Cmyoii mucmeymeosnasui : 36. HayK.
ct. Kuie : IM®E imeni M. T. Punbcbkoro HAH Ykpainu, 2008. Yucio 4 (24). Teatp.
Mysuxka. Kino. C. 9.
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from harmonics, cymbals, lyre, kobza (bandura) were more often used,
bassolis and various percussion performed the accompanying function.

Interesting observations about some of them are given in the work
of H. Hotkevich. The researcher noted that the bassol appeared "probably a
little later than the violin, and was a rarer instrument", although "this
instrument did not undergo special changes when it moved to Ukraine: its
shape and size remained the same."?°

The number of strings on the bassolo was not always equal to four
as on the violin, mostly there were three, it was played both arco (bowed) and
pizzicato (plucked). Some bassolos were adapted only for playing with a
pinch: a screw was screwed through the neck, which touched the top deck
and "buzzed", creating quite a "sonorous" effect.

A peculiar phenomenon in Ukraine was the existence of iron
basoles. According to H. Hotkevich, a connoisseur of Ukrainian folk
instruments, metal (tin) bassols were distinguished by a certain
"multifunctionality”". This was explained by practical purposes related both
to climatic conditions (rain, snow or hail) and to the danger, which depended
on the "degrees" of the "susceptible" audience or the performer himself
during wedding apogees, when "no Stradivarius is fit for of hand-to-hand
combat... and a sheet metal basol is famously provided for that".?’

With the appearance of the violin in folklore, the process of
separating instrumental music-into an independent branch intensified.
Playing the violin was characterized by unusual for folk instruments mobility,
high tessitura and fifth tuning. All this made it possible to reproduce a
developed, easy technique of the game that was unheard of among the people.
An important role in the development of instrumental technique was played
by the fifth order. In contrast to viola-type instruments with quarto-tertiary
tuning, in which the range of sounds on the string is narrowed to 2 or 3, which
excludes the use of the 4th, and often the 3rd fingers, the fifth tuning of the
violin expanded the range of sounds of each string, requiring the use of all
four fingers The use of a larger number of playing fingers, in turn,
significantly affected the development of the technique of the left hand.

One of the main factors in the development of instrumental music in
Ukraine was the introduction into it of the principles and techniques of folk
music-making rooted and tested by centuries of practice. Thus, the traditions
of folk instrumental improvisation were closely connected with song
accompaniment (where stringed and bowed instruments were mainly used in
artistic life). This type of musical practice required from the accompanist,

26 Xorkeuu . My3uuni iHCTpyMeHTH yKpaiHChbKoro siro1y. Xapkis, 2002. C. 34.
27 Tam camo.
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firstly, a good command of the instrument, and secondly, the ability to select
a melody in all keys.

This explains the use of complex tonalities with many key signs in
the unstable domestic bow art. Traditions of free use of tonalities can be
observed in the work of I. Lyzogub. In particular, in the middle section of
Part IT of his Sonata for Cello and Piano, a key with five flats — b-moll, which
is difficult for string players, is introduced?® (although compared to F.
Chopin's piano sonata, created in the same key, the work of the Ukrainian
composer appeared more than ten years earlier).

When improvising and playing in keys with many signs, scordatura
was often used, common in both folk and professional bowing. The essence
of this technique is to disrupt the normal tuning by retuning one or more
strings to play higher or lower notes in order to extend the range of the
instrument. The adoption of scordatura contributed to the production of such
sounds that were not usually possible on stringed instruments. The non-
normative arrangement of violins and violas, thanks to the use of convenient
first positions, greatly facilitated playing in complex keys.

The color palette of expressive means -of stringed and bowed
instruments was widely used. The violin performance of that era (including
the professional one) is characterized by a frequent change of arco i pizzicato,
the use of flagolets, techniques of onomatopoeia, sounding con sordino, etc.
The use of these expressive means is also connected with the traditions of
folk music. The introduction of these coloristic effects preceded their
development in European music of the 19th century, in particular in the work
of N. Paganini. Frequent changes of arco and pizzicato, flagolet sound
production are also observed in the cello part of I. Lyzoguba's Sonata. So, it
is obvious that their use was common for bow art of the late 18th and early
19th centuries.?’

Evolution of ensemble music making and composer creativity

Until the beginning of the 19th century, a certain universalism in
performance and teaching prevailed in domestic string and bow art: each
string player usually played several string instruments. A vivid example of
this is the work of two outstanding artists of the turn of the 18th and 19th
centuries - I. O. Khandoshkin (descendant of Ukrainians) and G. A.
Rachynskyi (son of A. Rachynskyi - regent at the courts of the Ukrainian

28 3ap’anosa O. K. BiosoHyens y KaMepHo-aHCaMOJeBili KyabTypi Ykpainu :
Mounorpadis. Kuis : IM®E imeni M. T. Punscekoro HAH Vkpainu, 2009. C. 74-75.
2 3ap’anosa O. K. BionoHu€e/IbHE BUKOHABCTBO B YKPAiHCHKOMY IHCTPYMEHTAILHOMY
muctenTsi X VIII — nepmoi nonosunu XIX ct. Cmyoii mucmeymeosnasui : 36. HayK.
ct. Kuie : IM®E imeni M. T. Punbcekoro HAH Ykpainu, 2008. Yucio 4 (24). Teatp.
Mysuxka. Kino. C. 10.
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nobility in the 18th century). These musicians were at the same time brilliant
violinists, violists, and guitarists, mastered playing some folk instruments,
and were also the authors of numerous works for these instruments.

Such all-encompassing musical practice generally did not contribute
to the necessary differentiation of instruments by specificity, so all string-
bow instruments were almost identified with each other, which even applied
to their names. Thus, in contemporary posters or newspaper ads, the cello was
often called a violin (e.g., the announcement of a concert by the Lyzogub
brothers %), sometimes there were clarifications - "bass violin" or "violin
bass" (from O. Riegelman's descriptions of Ukrainian life in the 18th
century). Such a generalized name caused ambiguity in the content of concert
announcements such as: "A foreign cellist serving at the court of Wittenberg
will play a concert of concertantes on two violins (???)".3! It is likely that one
of the violins was a cello.

The situation in the educational process was similar: in the second
half of the 18th and the first half of the 19th centuries, teachers of
instrumental music both in Ukraine and in Europe, regardless of instrumental
specificity, were usually violinists. Therefore, it is not surprising to see the
announcements of guild masters or music-teachers who offered services for
violin, cello and viola lessons. For example, the gymnasium teacher I. Kon
in Kharkiv (20s of the 19th century) undertook to teach solo playing "on the
violin or cello, or clarinet, or flute".??

In this regard, it is entirely possible to assume that I. Lyzogub
studied the cello with the violinist H. Rachynskyi.

Along with the above-mentioned traditions of folk music, the
development of instrumentalism in Ukraine was also facilitated by the spread
of canto singing. The distribution of voices in cants served as a model for the
formation of an ensemble instrumental texture. In addition, the skills of
ensemble playing were worked out thanks to instrumental accompaniment in
theatrical genres, in particular, in the folk play "Nursery". Such
accompaniment usually involved an ensemble such as a "triple music" or a
small orchestra with instruments of different pitches, which also affected the
texture distribution of the instrumental parts.

The participation of student instrumental groups of educational
institutions in various celebrations, student gatherings, festive events, etc.

30 Tuns6ypr JI. C. McTopus BUOJIOHYENILHOrO HCKYCCTBa. B 4-X ku. M.: Mysrus, 1957.
Kn. 2. C. 164.
31 ur. 3a : 3aB’snosa O.K. BionoHuens y kaMmepHo-aHcaMOJIeBil Ky IbTypi Ykpainu
: Monorpadis. Kuis : IM®E imeni M. T. Punscekoro HAH VYkpainu, 2009. C. 77.
32 Muknameschkuit M. M. My3uusa i TearpaibHa Ky/isTypa Xapkosa Kinms X VIII -
nepioi nongounu XIX cr. Kuis : Haykosa nymka. 1967. C. 107.
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required a certain mastery of musical instruments. Such a practice required
quite a lot of professional training, therefore, playing musical instruments
began to be taught in some fraternal and parish schools, and at the end of the
18th century, instrumental classes were opened in the Kyiv-Mohyla Academy
and the Kharkiv Collegium.

In the second half of the 18th century, the development of
instrumental art in Ukraine was directly influenced by the expansion of ties
with Western European culture. However, the objective-historical reasons for
the low demand for instrumental art were also purely professional - an
insufficiently established and strong performing school. This state of
domestic instrumental performance in the specified period was determined
by its development in general in an amateur environment.

Domestic music lovers focused on the samples and forms of
European art, which at that time were reproduced mainly in ensemble forms
that best suited the conditions and possibilities of amateur music making. It
was the practice of home music-making in landlord estates and circles of the
urban intelligentsia that contributed to the evolution of ensemble genres, and
it was in its womb that the formation of instrumental art in Ukraine took
place. Home amateur music-making became-the background for the
formation of national performing traditions, the foundations of professional
domestic instrumentalism, the system of home musical education, which
lasted even in the second half of the 19th-century. The popularity and spread
of instrumental-ensemble performance influenced the introduction of music
lessons in educational institutions of various levels, in particular in private
boarding houses. An extremely attractive factor of ensemble music-making
was the variety of genres and performers, thanks to the possibility of
variation, such instrumental ensembles had limitless timbral and acoustic
qualities.

Household and amateur culture was the place of realization of the
first works of professional music. Arrangements of popular folk songs and
dances - the basis of home music making and learning - belonged to the
examples of estate instrumental art. Well-known melodies and
accompaniment, not particularly complex or fastidious, were chosen "by ear".
With the complexity of musical forms, favorite motifs began to be developed
according to the principle of "wreaths" or variations. Later, solo and ensemble
sonatas, suites, nocturnes, preludes, small duets, trios, and quartets became
the most suitable genres of instrumental music.

The greatest development at the classical stage of domestic
instrumental music was achieved by the genre of variations - a primitive
cyclic form associated with the practice of improvisation, which best suited
the public's tastes and was very popular at the beginning of the 19th century.
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From the beginning, simpler textured variations were developed than those
built according to the principle of contrast. Variations were created for such
common instruments in Ukraine as violin, guitar, piano, flute. The most
popular among amateurs were the variations of J. Vitvytskyi, O. Lyzogub, H.
Rachynskyi, etc., where the national foundations of the professional
composer's work of the pre-romantic era were vividly revealed. Thus, in his
violin variations on Ukrainian songs, H. Rachynskyi, along with the
principles of folk form-making, also used folk performance techniques:
pizzicato, glissando, playing near a stand or with a bow cane, sound imitation.

Arrangements and variations of folk melodies or domestic romance
were popular in home music making during the 18th and the first half of the
19th century. A certain number of adaptations of Ukrainian folk songs and
dances were printed in a number of magazines and almanacs in the imperial
capitals. Such instrumental pieces resembled samples of household music:
their textural presentation was not yet calculated for certain specific
instruments, each instrumental part could be performed on any instrument,
even sung. However, the vast majority of them were characterized by refined
taste and sincerity of feelings.

Since the 19th century, classical forms (sonatas, variations) have
been actively mastered in Ukrainian’ instrumental and ensemble music.
Various types of instrumental (mostly piano, violin, flute) and ensemble
textures were practiced in them. Such works were also intended for amateur
performance, as they did not differ in technical complexity and did not belong
to the concert-virtuoso style. However, their characteristic combination of
national melody with pan-European classical forms later became the basis for
their synthesis in the professional work of Ukrainian artists.3

By the beginning of the 19th century, European music already had
unsurpassed examples of the classical chamber sonata, trio, quartet, etc. for
piano, string, brass and mixed ensembles left by J. Haydn, V. A. Mozart, L.
van Beethoven and others. At the end of the 18th century, it was precisely
these genres that domestic artists began to work on. The pinnacle of the
development of chamber-instrumental ensemble music of the specified
period in Ukraine was the work of outstanding composers M. Berezovsky
(1745-1777), D. Bortnyanskyi (1751-1825) and the lesser-known I. Lyzogub
(1787-1867). Summarizing the significance of the instrumental heritage of
M. Berezovskyi and D. Bortnyanskyi, the researcher of Ukrainian music L.
Korniy noted that their work demonstrated "a wonderful assimilation by

3 3ap’snoBa O. K. T'enesuc ancambiIeBUX KaHPIB B KAMEPHO-IHCTPYMEHTAILHOMY
MHCTEUTBI YKpaiuu. Teopemuuni numanns Kynemypu, oceimu ma euxoganus: 30.
Hayk. npaub. Kuis : KHIIY, HMAY, 2006. Bur. 30. C. 268.
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Ukrainian composers of the common European compositional technique of
instrumental music of the new style".3*

The Quintet in C-dur No. 2 (1787) and the Concert Symphony in B-
dur (1790) have been preserved from the ensemble works of the well-known
luminary of Ukrainian chamber-instrumental music D. Bortnyanskyi. Both
works are distinguished by the perfection of ensemble writing and
pronounced Western European stylistics. They remained in the concert
repertoire for a long time, and have not lost their popularity even today. The
instrumental composition of the quintet is based on a classical piano quartet
(piano, violin, viola da gamba and cello) with a harp. The concert symphony
was written for a more unexpected ensemble of instruments: two violins,
viola da gamba, cello, harp, bassoon and piano. The concert symphony genre
was intermediate between a concert and a symphony and was very common
in the times of V. A. Mozart and D. Bortnyanskyi. The unstable genre system
is also evidenced by the set of instruments in the symphony, which under no
circumstances can be called an orchestra.

The presence of D. Bortnyanskyi's chamber ensemble of performers
in the Concert Symphony of D. Bortnyansky and the corresponding nature of
the work, regardless of the concert nature and exposition, where solo episodes
alternate with orchestral ones (a texture type developed by the composer in
35 choral concerts), indicate that it belongs to chamber-instrumental music.*®
At the same time, the elements of Ukrainian folk dance music, used by D.
Bortnyanskyi in the Concert Symphony, are organically incorporated into
Western European classical forms. This was probably the reason for the fact
that "in his native Muscovite region, despite his great fame and authority
during his lifetime and despite the official recommendation of his spiritual
works for church services, Bortnyanskyi never became too popular ... His
inclination towards "Kiev chanting”, his m" what lyricism and "sweet"
Ukrainian melody was there, obviously not to their taste; those very signs that
make us Ukrainians".¢

Sonata for violin and harpsichord by M. Berezovsky and Sonata for
cello and piano by I. Lyzogub became interesting samples of the chamber
genre. M. Berezovsky's violin sonata is the first in the history of domestic
instrumental and ensemble art and the only instrumental work of the

3% Kopaiii JI. Icropis ykpaincbkol Mysuku : Iigpyunux. Kuis-Xapkis-Hero-Hopk:
Bun-so M. II. Ko, 1998. U. 2. [Ipyra nonosuna X VIII ct. C. 157.

35 3ap’snoBa O. K. T'enesuc aHcambIeBUX KaHPIB B KAMEPHO-IHCTPYMEHTAILHOMY
MUCTeUTBI YKpaiuu. Teopemuyni numanus Kyabmypu, oceimu ma euxosamus: 30.
Hayk. npaub. Kuis : KHJIY, HMAY, 2006. Bum. 30. C. 269.

36 roaxesuu C. Jlocnmipkenns, crarTi, penensii, Buctynu. B 2-x T. / Ynop., pen., BCT.
ct. i mpum. 3. HItynnep. JIsBiB: usoceit. T. 1. 1999. C. 8.
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composer known today. Like most of the artist's other compositions, the
Sonata for Violin and Piano was created in European traditions. Practically
until the end of the 20th century, the work was not known to the general
public, and only in the 1980s was it "rediscovered" for performers and
listeners thanks to persistent searches by the well-known Kyiv musicologist,
pianist and composer M. Stepanenko.

Sonata for cello and piano by I. Lyzoguba (early 1820s) is the only
work of the Ukrainian composer of this genre in the 19th century. Information
about the work and its author is very scarce. The Sonata was probably written
under the influence and with the participation of A. Hudovich, an excellent
cellist, brother of the composer's wife. The work is dedicated to him, the
creation of the Sonata by order is less likely. For a long time, the Sonata was
not known to the general public. She gained sustained popularity as a
performer after it was published, performed and recorded on a record in Kyiv
in 1980 by M. Stepanenko together with V. Chervov. Others, known by the
names of works by I. Lyzogub, have not survived.

In terms of style, I. Lyzoguba's Sonata is an example of romantic
music. The song-romantic basis of the subject matter, the piano texture of the
accompaniment, and the continuous line-of development indicate that this
work belongs to a different era than the compositions of D. Bortnyanskyi and
M. Berezovskyi. However, like <D. Bortnyanskyi, 1. Lyzogub used folk
intonations in some topics. Thus, characteristic Ukrainian elements are
noticeable in the dance turns of the III part, which, as indicated above, later
became the basis of professional compositional creativity.?’

From the 1830s to the end of the 19th century, the development of
ensemble culture in Ukraine took place within the framework of performing
arts. Chamber-ensemble genres, as before, were the basis of folk, household-
amateur and home music-making and concert practice of virtuosos who
toured in Ukraine (pianists F. Liszt, S. Thalberg, violinists K. Lipinsky,
Kontsky brothers, cellists B. Romberg , F. Servet, etc.). The development of
ensemble performance in the middle of the century was carried out thanks to
the activities of local amateur musicians, whose work was often marked by a
high professional level and artistic taste.

Among the few chamber-instrumental works of this period that have
survived are M.V. Lysenko's string quartet and trio, created in 1869. Having
not gained widespread popularity in their time, they are still considered

37 3ap’snosa O.K. Biononuens y kamepHo-ancambiieBiii KyibTypi Ykpainu

Momnorpadis. Kuis : IM®E imeni M. T. Punscskoro HAH Ykpaiuu, 2009.
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student assignments in composition.?® Other instrumental works of the
composer by nature and textural presentation belong to the concert-
instrumental genres, which are not the subject of this work.
Instrumental education and performance in Ukraine
in the 19th century

Until the middle of the 19th century, the main form of musical
education was private tuition. Domestic musicians - professionals and
amateurs - received education, as a rule, from home or guest teachers or in
private boarding houses. In particular, you can learn more about musical
education in Podilla, which was "acquired mainly in private boarding schools
for girls and boys", from the research of N. Mozgalova and O. Cherkashina.’
Various aspects of musical upbringing and education, including learning to
play various instruments, are revealed in the works of O. Mykhailichenko,
K. Shamayeva*! etc.

Many wealthy families from Ukraine sent their children to study
abroad and in imperial capitals. The fate of the Lyzogub brothers, natives of
the Chernihiv Cossack family, Ilya Ivanovich (1787-1867) and Oleksandr
Ivanovich (1790-1839), was no exception to the rule. Both brothers studied
at the Moscow university noble boarding school (gymnasium), where music
was one of the subjects. Ilya Ivanovych studied with Gavryla Andriyovych
Rachynskyi, a famous violinist, guitarist and composer. It is worth
mentioning that his father Andrii Andriyovych was a composer and
bandmaster in the chapels of Bishop Lviv and Count K. G. Rozumovsky.

Oleksandr Ivanovich, a talented pianist and singer, is considered the
initiator of romanticism in Ukrainian piano music. Ilya Ivanovich was a
multifaceted person who played stringed instruments (violin, cello) and piano
well, sang beautifully, and in addition to music, was engaged in painting,
architecture, and hydraulics. The researchers cite the facts of Ilya and

3% Kopwmiit JI. Icropis ykpaimcekoi Mysukm : Ilizpyummk. Kuis-Hero-Hopk:

Bupasuuirso M. I1. Ko, 2001. Y. 3. XIX cromitrs. C. 439.
39 Mosranmsoa H., Yepkammna O. IlepenymoBu  (opMyBaHHS  My3M4HOTO
npodecionanizmy Ha [lonuwni. Kyremypui ma mucmeyvki cmyoii XXI cmonimmsi:
HAYKOBO-NpaKmu4ne napmuepcmeo: MarT-Id MiXKHap. cuMmmosiymy (6 uepsus 2019
p.)- Ham. akan. xep. kaapiB xynbT. 1 Mmuct. Kuis: HAKKKiM, 2019. C. 216-217.
40 Muxaitnnuenko O. B. My3u4HO-eCTETUIHE BUXOBAaHHs JiTel Ta Mool B YKpaini
(mpyra nonosuna XIX — mouatok XX ct.): MoHnorpadig. Kuis : BunaBHnumii nenrp
KIJTY, 2000. 340 c.
41 [lamaesa K. 1. My3uuna ocsira B Vpaini y nepuiiii nonosuni XIX cr.: Hagu. noc.
Kwuis : I3MH, 1996. 112 c.
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Oleksandr's joint music-making during their studies at the gymnasium.*? It is
obvious that they continued to maintain a creative relationship.

After graduation, both brothers took an active part in the Patriotic
War of 1812. For some time after his retirement in 1821, Ilya Ivanovich was
abroad, where his cello sonata was printed in Dresden in the 1820s - the first
domestic example of the genre of the Romantic era. The cello work was
certainly not created without the participation of Andriy Ivanovich Hudovich,
a talented cellist, the brother of Yelyzaveta Ivanovna, the wife of I. Lyzogub,
who also had considerable musical talent. Presumably, communication with
the cellist and his musical talent pushed I. Lyzogub to create a cello sonata
dedicated to Andriy Ivanovych. The cello sonata is one of the few works of
I. Lyzogub that has survived to our time, since most of his manuscripts,
according to historians, perished in the fire of the estate in 1883.%

By the middle of the 19th century, instrumental art in Ukraine
became an integral part of education and upbringing. However, his
development as a whole remained within the limits of amateur music-making,
in the conditions of which it was practically impossible to achieve proper
professional perfection. Instrumental culture was in this state until the
abolition of serfdom (1861). Emancipationcaused the collapse of the existing
system of private musical and theatrical practice and education, which led to
the retraining of specialists, a decrease in the number of instrumentalists, and
changes in performance practice.

The abolition of serfdom and the associated destruction of the
system of estate music-making and private chapels in the second half of the
19th century influenced the need for professional organization of musical life.
Professionalization took place through the creation of musical (concert)
societies and the opening of special musical institutions under them. The last
third of the 19th century marks the final formation of the Ukrainian
instrumental school.

In the last third of the 19th century, the process of the spread of
ensemble art was connected with the intensification of the concert and
educational activities of the IRMT (Imperial Russian Musical Society). The
establishment of a national instrumental school at this time was facilitated by
the opening of special musical institutions in Kyiv, Zhytomyr, Odesa,
Poltava, Sumy, Kharkiv, etc. However, the genres of instrumental ensemble
music were not sufficiently developed in the professional work of composers.
But at this time, musical education reached the appropriate level, which

42 Tam camo. C. 94.
4 Crenanenko M. B. ®@oprenuanHoe UCKyCCTBO YKpPAauUHbI B JIOJIBICEHKOBCKUM
nepuon (kauz. auce.). Kuis, 1989. C. 130.
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influenced the formation of a circle of professional instrumentalists. The rise
of the performance level, in turn, stimulated the composer's creativity: in the
specified period, there was an increase in interest in chamber music.

However, it took a certain amount of time to strengthen the school
of composers, therefore, Ukrainian instrumental and ensemble creativity
reached a suitable level of development only at the beginning of the 20th
century. Therefore, noting the rapid evolution of domestic instrumental-
ensemble music in the second half of the 19th century, it is noted that at the
same time "the professional genres of chamber-instrumental ensemble
developed in European music were not comprehensively reflected in
Ukrainian music, which is explained by the specifics of the nation's national
and cultural development".*

Since the end of the 19th century, there are no chamber-instrumental
ensemble pieces that would have lasting popularity. So, the low rating of M.
Lysenko's string trio and quartet was noted above. Others had no real artistic
value either. Thus, according to O. Zinkevich, the quartets of R. Pfenig (in
the style of Mozart) and the piano quintet of K. Biichner were characterized
by compositional imperfection and imitation.*> The string quartets of F.
Blumenfeld op. 26 (1898) and V. Zolotaryov No:-1 (1899), these composers
lived in Ukraine at that time.*°

Lost works can be added to this.list. The composer's work of I.
Lyzogub, destroyed during the fire of the estate in the 1870s, was mentioned
above. M. Kolachevsky's trio and string quartet created in the 1880s and
1890s have not yet been found. The fate of two piano trios and two string
quartets of I. Rachinsky (end of the 19th - beginning of the 20th century) is
unknown. The piano quintet written in the 1890s by V. Sokalskyi and others
has not survived. The listed few instrumental and ensemble works testify to
the rather episodic appeal of artists to ensemble music at this time.

Elaboration of other genres of instrumental-ensemble music
observed since the 1890s: "Scherzo Minuet" (1894) for string quartet by L.
Lisovsky, "Little Suite" (in the same decade) for cello and piano by O.

# Tcropist ykpaincskoi mysuku. B 6 1. / HAH Ykpainu. [ac-T Mucr-Ba, Qosbk. Ta
erHorp. iMm. M. T. Punbcekoro // Pen. wom.: I'. A. Ckpunuuk (romosa), A. II.
Kanenuuenko (3act. roin.) ta innr. / Pen. xon. romy: B. B. Ky3uk (Biam. pex.), A. L.
Aszapoga (Biarm. cekp.). Kuis : IM®E im.. M. T. Punbcsroro HAHY, 2009. T. 2. XIX
CTOMITTS. 2-¢ BHA.: epepolur., gom. C
4 3unpkesuy E. Konuept u napk Ha kpyrospe. Kuis: J{yx i sitepa, 2003. C. 74, 85.
46 Icropis ykpaincekoi myzuku. B 6 1. / AH YPCP. IM®E iM. M. T. Puibcbkoro /
Penkon.: M. M. Topaiituyk (romosa), C. M. T'puma, M. II. 3araiikesuu, A. II.
Kanennuenko Ta in. / Peaxon. tomy: M. II. 3araiikeBnu (Bimm. pex.) Ta in. Kui :
Hayxosa nymka, 1990. T. 3. Kinenp XIX — nogarox XX cr. C. 254.
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Nemerovsky, etc. , testifies to the growing interest in ensemble music.
Increasing composer attention to chamber-instrumental ensemble genres
contributes to the formation of the domestic concert repertoire, which in the
first decades of the 20th century was enriched with unparalleled examples of
chamber-ensemble works by V. Barvinskyi, S. Lyudkevich, B.
Lyatoshynskyi, M. Roslavets, F. Yakymenko, and others.

Therefore, the analysis of the development of domestic instrumental
art and ensemble genres of the XVII-XIX centuries. reaches the conclusion
that the considered period is the initial stage of their formation and covers the
composer's creativity of the late classical and romantic era (the end of the
18th century - D. Bortnyanskyi, M. Berezovskyi, the 20s of the 19th century
- I. Lyzogub, the end of the 1860s - M. Lysenko). Already at the stage of its
formation, domestic chamber-ensemble music had characteristic properties
that later determined the specifics of the next professional stage of
development: on the one hand, it is based on the traditions of folk and
household music-making, and on the other, it is influenced by Western
European art, reproduced on the national soil.

A brief overview of the stage of formation of Ukrainian chamber-
ensemble music reveals a certain integrity of this process, which was
determined by a) functioning within'the limits of household and amateur
culture; b) the obligatory type of ensemble works of both the classical and
romantic periods; c) the dependence of compositional practice on the level of
performing technology.

Horbolis Larysa

Doctor of philological sciences, professor
Department of Musicology and Cultural Studies
Sumy State Pedagogical University

named after A.S. Makarenko

Ukraine, Sumy.

PRESENTATION OF MUSIC IN THE WORKS OF UKRAINIAN
WRITERS OF THE LATE 19TH AND EARLY 20TH CENTURIES
MPE3EHTALIA MY3UKH Y TBOPAX YKPATHCBKHX
IMNCBMEHHUMKIB KIHII XIX — [TIOYATKY XX CTOJIITTSA

Today, studies on the problems of synthesis and interaction of arts
have become widespread, an intermedial code is actively offered to
understand the issues, architecture, artistic means, narrative strategies,
images of a literary work, etc. Works of this direction are caused, first of all,
by the need to reread Ukrainian classics, as well as the appearance in the
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modern literary process of works with a pronounced inter-artistic component,
in particular musical, which in the modern globalized world require a deep
interpretation.

Music in the literary texts of Ukrainian writers is realized at different
levels of creation of the artistic world: the authors experiment with time,
space, genre, narration, composition, with the hero, etc. Work on such artistic
samples requires hermeneutic penetration, thoughtful understanding, which
is impossible without the involvement of the corpus of methodologies,
experience and efforts of the interpreter-literary scholar, because "the
connection between the types of art has the character of not an external
connection, but an internal, organic interpenetration".*’

Today, Ukrainian literary studies actively practices innovative
research methods, interdisciplinary and interdisciplinary principles of
modern scientific text analysis, emphasizing the multifaceted interaction of a
literary work with various types of art. Cultural-historical, biographical
methods, principles of receptive aesthetics, and the technique of "slow
reading" are actively used, because the researcher of a literary text with a
musical component should direct his work to "in-depth understanding of
synthetic processes in an artistic work".*

Current issues of literature and music in scientific discourse

Inter-art contacts have a long history. The ancient sages Plato and
Lucian noted the unity of poetry, dance and music. Subsequently, Aristotle
compared the types of art, emphasizing in "Poetics" the closeness and
differences of the arts at the aesthetic and artistic level. The question of the
interaction and interrelationships of literature with other arts became more
active in the era of Enlightenment and Romanticism. Notable theoretical
works in the understanding of important inter-art issues were "Laokoon, or
on the limits of painting and poetry" (1766) by H. E. Lessing and "Critical
reflections on poetry and painting" by S. B. Dubaud, the key theses of which
are about temporal and spatial art positively influenced the further study of
the specifics of various types of art. In this period, scientists were perhaps
most fascinated by the interrelationships and interaction of poetry and music.
For example, J. Brown was interested in the problems of proximity,
separation and combination of poetry and music, the role of rhythm in music,
choreography and poetry.

47 Pucak O. «Haiinepme — mysuka y CioBi» : npoGieMH CHHTE3y MHUCTELTB B

yKpaiHchKii mitepaTypi Kinis XIX — mouarky XX cr. Jlymek : Bexa, 1999. C. 60.

* Pucak O. «Haiinepuwe — mysuka y CioBi» : npoGieMu CUHTE3y MUCTELTB B

yKpaiHchKii sitepatypi kit XIX — nogarky XX cr1. JIymek : Bexa, 1999. C. 18.
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When in the second half of the 19th century literary comparativistics
became systematic, discussions about multifaceted and multifaceted contacts
of literature with music, choreography, and painting do not disappear, but on
the contrary, they are revived, deepened and expanded. In the Ukrainian
theoretical thought of this time, 1. Franko's treatise "From the Secrets of
Poetic Creativity" became noticeable, where, along with chapters on the law
of association of ideas and poetic creativity, poetic fantasy, the role of
meanings in poetic creativity, etc., there are also chapters devoted to poetry
and music, poetry and painting. The author emphasized that the specifics of
each type of art should be considered from the point of view of suggesting a
specific sensual image to the recipient.

To understand the deep connections between literature and music,
the opinions of I. Franko expressed in the chapter "Poetry and Music" are
fundamentally important: "When music appeals to our hearing..., poetry
touches all our senses in its own ways. When music hits mainly on our mood,
can cause merriment, cheerfulness, sadness, longing, depression, therefore,
mostly plays, so to speak, on the lower registers of our mental instrument,
where the conscious borders on the unconscious, then poetry is mainly
disturbed in the upper registers, where feeling borders on reflection, with
thought and abstraction and more than'once noticeably passes into the domain
of purely intellectual work".%

The researcher delves-into the origins of art: "Poetry in general
originally... was singing, recitation, storytelling, playing... From the same
source arose and developed on the same basis... music"*, i.e. "the beginning
of both was common", ‘concludes I. Franko. The author of the treatise notes
the antiquity of the rhythm of poetry and music: "For ancient people, poetry
and music went hand in hand for a long time, poetry was a song, passed from
mouth to mouth not only in a certain rhythmicity, but also in a certain musical
form inseparable from the rhythm".5!

This thesis of 1. Franko and modern researcher D. Nalyvaiko
expands: "At the earliest stages of development, verbal art was most closely
connected with the rhythmic-musical element and to a large extent
subordinated to it. At the time of the disintegration of the original syncretism,
it remained included in the ritual or ceremonial action and was subordinated
to their rhythmic and musical organization, accordingly the suggestive and

4 ®dpanko 1. I3 cexperis moeTnunoi TBopyocti. Teopw : y 50 1. Kuis : Haykosa nymka,
1981. T. 31. C. 86.
30 ®panko 1. I3 cexperis noernunoi Teopyocti. Teopu : y 50 7. Kuis : Haykosa nxymka,
1981. T.31. C. 85.
ST ®panxo . I3 cexperis noernunoi Teopuocti. Teopu : y 50 1. Kuis : Haykosa nymka,
1981. T. 31. C. 86.
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evocative potential of the word, its ability to directly act on emotions, to cause
the necessary emotional and mental states, acquired greater importance.>?

Later, poetry moved away from music in connection with the
production of tones and melodies by musical instruments. These theses are
the key to understanding, for example, the musical underpinnings of the
poetry of Oleksandr Oles, P. Tychyna, the rhythmicity of Mark
Cheremshina's prose. In the texts of the Pokut prose writer, we are dealing
with the musicalization of the work (V. Wolf), when "connection" means that
"music as a medium is not materially presented, instead, there is a reference
to it within the limits of the literary medium".>?

I. Franko notes that "poetry from ancient times knew how to use the
musical effects that language itself gives".>* The melody stated, for example,
in the short stories of Mark Cheremshina, was first strengthened by Ukrainian
folklore, coordinated by the author's mentality and the specifics of modernist
writing (lyricism as a sign of the literature of the beginning of the 20th
century). I. Frank's theses about the "musical effects of the language itself"
are one of the fundamentals for the study of sound symbolism in today's
relevant studies on the connections between literature and music.

In the second half of the 20th century the works of K. Weiss
"Symbiosis of Arts", D. Divey "Art as Experience", H. Green "Art and the
Art of Criticism", etc. became noticeable in the field of comparative studies.
During this period, studios studying the connections and mutual influences
of literature and music became popular. In the 70-90s of the XX century. the
works of U. Weisstein, V. Wolf; L. Elstrom, R. Ingarden, M. Kagan, I.
Raevski and others played an important role.

K. S. Brown, A. Geer, G. V. Gruber, A. Gamey, S. P. Sher and others
devoted their studios to the theoretical aspects of the block of questions
"literature - music". Researchers note the variety of connections between
literature and music, which relate to three distinct main areas: music and
literature, literature in music, and music in literature®, separate verbal music,
musical structures and technique, verbal music. The paradigmatic and
syntagmatic levels of the text are discussed in the works of A. Gir.

52 Hanusaiiko JI. Jliteparypa B CHCTEMi MHCTEUTB SK Tajy3b IOPIBHSAILHOIO
niteparyposnascTsa. CioBo i Yac. 2003. Ne 6. C. 9.
33 Mauenka C. MeTaMUCTENTBO : CIOBHUK JOCBilly TEPMiHOTBOPEHHS Ha MEXi
mitepartypu it Mmy3uku. JIbBiB : Anpiopi, 2017. C. 60.
34 ®panxo 1. I3 cexperis noernanoi Teopuocti. Teopu : y 50 1. Kuis : Haykosa nxymxa,
1981. T.31. C. 96.
35 Ius.: Manenka C. MeTaMUCTENTBO: CJIOBHUK JOCBIY TEPMIHOTBOPEHHS HA MEXKi
niteparypu i My3ukH. JIeBiB: Anpiopi, 2017. C. 25-26.

30



Interest in this scientific problem in modern Ukrainian literary
studies is confirmed by the following works: "Score of a novel" (Lviv, 2014)
by S. Matsenko, in which the author extensively highlighted the process of
interaction between literature and music using material from German culture;
"Metamistetstvo: a dictionary of the experience of term creation at the border
of literature and music" (Lviv, 2017) by S. Matsenko, where a definition of a
number of concepts covering the plane of contact between literature and
music is proposed; the collection of works "Musical Texture of Literary Text:
Intermedia Studies" (Lviv, 2017), which examines the textual
implementation of music in fiction, outlines the multifaceted dialogue
between the literary word and music, the result of which are original musical-
literary phenomena. It is also worth highlighting the works of literary critics
on the "jazz theme", which presents a study of the inter-art dialogue between
jazz art and fiction: a collection of intermedia studies "Literary-jazz
improvisations" (Lviv, 2019), research by M. Yankova ¢ etc. The activity of
Ukrainian scientists is primarily explained by the fact that the aesthetics of
jazz became a relevant strategy for the creation of artistic texts by Yu. Gudzia,
I. Luchuk, G. Kostenko.”’

It is worth paying attention to the corpus of articles in scientific
publications of the beginning of the 21st century. T. Shevchuk's article
discusses the methodological foundations of studying the relationship
between literature and music.>® Various aspects of "musicality" are explored

5 slukoa M. Bio3 Ta [pKas sk inTepMeniaibHa crpareris pomany «He-mu»
10. Tynzs. Haykoeuii sictux Mukonaiecokozo nay yn-my imeni B.O.Cyxomnuncorozo.
@inonoeiuni nayku (nimepamyposnascmeo) : 30. Hayk. mp. / 3a pea. O.C.dDinaroBoi.
2016. Ne 1. Mukonais : MHY imeni B. O. CyxomnuHucbkoro, 2016. C. 306-310.
57 Mus.: T'ynze 10. Bapukanu na Xpecri. [Toema. He-mu. Knura Buminb i me3HeHs.
Icuxis. Kaura mactsa. Tepnomine : xypa, 2009. 248 c.; Jlyayk . Jliteparypuuit
mka3. Tepnomine : borman, 2011. 336 c.; Kocrenko I'. Llypku-rinku. J{xa3oBi
iMnpoBizauii Ta onosiganus. Kuis : Camit-knura, 2017. 160 c. Tormo.
38 1lleBuyk T. Mysuunuii kon tBopuocti I'puropist Ckoopou. Cioso i Yac. 2011.
Ne 5. C.24-35.
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in Lesya Ukrainka's work *°, B. Lepkoy , M. Yatskiva®!, I. Senchenko®, G.
Chubaya %.

The impressionistic style of M. Kotsyubynskyi's prose and the music
of the French composer C. Debussy is discussed in the article by L.
Demyanenko®, the intertextuality of the musical symbol in the figurative
structure of the novels of I. Franko, O. Kobylyanska, M. Yatskov is
investigated by N. Naumenko .%

T. Bovsunivska notes about the influence of music on the genre
specificity of the work, analyzing the ekphrasis novel "Kiki van Beethoven"
by E. E. Schmitt, to which a CD with Beethoven's music is attached, which
involves simultaneously reading the novel and listening to specific works of

3 TopGomic JI. Mysuuna ocuoBa onosigauns Jleci Vkpainku —«Hapg

Mopem». Jlimepamypu ceiny: noemuka, menmansbHicmy i oyxosnicmy. 2020. Bum. 14.
C. 180-190; Ilykina I. Bipur Jleci Ykpainku «B myts! (Ha motus Illymana)» — TBip
Bigomuii i He3Hanuid. CroBo i Hac. 2010. Ne 6. C. 61-69; Illykina I. My3uuHi Tepminu
B TeKCTi nmoetnuHoro uukny Jleci Ykpainku «Cim ctpyn». Crnogo i Yac. 2009. Ne 4.
C. 12-20.
%0 Pucak O. «Haiinepme — mysuka y CIOBi»: 1IpOOJIEMH CHHTE3y MHUCTELTB B
yKpaiHCBKil miteparypi kinmg XIX — mogarky XX cr. JIymek : Bexa, 1999. 402 c.;
Trauyk M. MonepHicTchKkuiil TucKypce Jipuku Ta HoBen bornana Jlenkoro. TepHorinb
: THITY, 2005. 128 c.; Jlymax H. JliteparypHo-my3uuHe OyTTssi o00Opasy
Masenu. Tepuomine : Kapr-6mank, 2007. 200 c.; 161. JlanoBuk 3., JlanoBuk b.
«Hoxkriopn» Borgana Jlenmkoro B KyJbTYypHO-ICTOPHUYHOMY KOHTEKCTI PO3BHUTKY
skanpy. HaykoBi 3amucku TepHOMIBCHKOTO HAI[IOHAIBHOTO — IEAaroriyHoro
yHiBepcutetry iMeni Bomoaumupa T'Hatioka. Cepist: Jliteparypo3naBctBo. Bur. 36.
Tepuomnins : THITY imeni Bonogumupa I'natroka, 2012. C. 3-13.
ol Menpauk O. MonepHictcpkuit  (eHomMeH Muxaiina SlukoBa : KaHOH Ta
inTepnperanis: MoHorpadis. Kuis : HaykoBa mymka, 2011. 295 c.; Memsank O.
CumMBox ap(hu B aHTPOIIOJIOTIUHIN Mpoekuii (Ha MaTepiani mpo3n Muxaitia Slikosa).
Anmpononozisi nimepamypu : komynixayis, mosa. Tinecnicmo / yxiu. 1. Tlamyma.
Studia methodoligica. Bum. 25. Tepuomins : Pen-sua. Biguin THITY im. B. I'Hatioka,
2008. C. 145-152.
02 Poropa H. Poab 3BykoBHX €(eKTiB Ta CEHCOPU3MIB Yy TBOPEHHI aBTOPCBHKOI
ceitomonermi (3a tBopuicTio I. Cenuenka). Bicuux Jlyeancekoeo nayionanbnozo
yuisepcumemy imeni Tapaca [lesuenxa. 2011. Ne 19. C. 36-40.
6 3aropomuiok O. Mysuuni moesii ['puropis YUy6as. Bicnux Ilpuxapnamcekozo
yuigepcumemy. Dinonoeia. 2014-2015. Bum. 42-43. IBano-®pankiscek : Micto HB,
2015. C. 253-256.
4 Ilem’sinenxo JI. IMnpecionism y Mysuui i agitepatypi (Muxaiino Koro6uucekuii i
Kunon eGrocci). Croso i Yac. 2011. Ne 1. C. 78-84.
9 Haymenko H. IHTepTekCTyalbHICTh My3MYHOIO CHMBOJY B 0OpasHiii cTpyKTypi
Tekcry (B HoBenax I. @panka, O. Kobusaneskoi, M. Sikosa). Croso i Hac. 2002. Ne
11. C. 20-25.

32



the composer, thus purposefully orienting readers to the inter-art "portal",
modifying the genre platform of the work. "With this superimposition of text
and music, the semantic structure of the novel develops in a dual way and
represents the indivisible unity of music and text," T. Bovsunivska notes.®
And he adds: "From this initial setup, all further action, location of characters,
collisions and even figures of speech emerge. There are many novels written
under the influence of or with the use of music, but a musical ekphrasis novel
does not simply use music and the fate of a great musician, it merges the
dissonances and leitmotifs of music and human destiny, and when the artistic
complex of ideas is removed, the entire structure is lost".%’

Literary works with accompanying music are an interesting lecture
for the recipient, a well-thought-out "formula" of cooperation between the
author and the reader. The writer, screenwriter and composer K. Safon creates
musical compositions related to the plots of his literary works. "It became
part of the creative process and something similar to soundtracks for movies,
when this or that music is written for different scenes, events or characters.
Most often, music helped me find a solution in those cases when there were
difficulties with the story and I didn't know how to act... When I started
working on books, I tried to use not only the classic themes and genres of
world literature, but also all that experience in the art of storytelling, which
we acquired during the 20th century, and a significant part of it belongs to
audiovisual culture, to the world of cinema, television, advertising and
journalism," the writer explains.®®

In the modern, scientific discourse, the works (of linguists,
musicologists, art historians, etc.) with a distinct interdisciplinary segment are
popular; it is the result of analytical processing of system knowledge from various
fields of knowledge.*

% Boscynisebka T. XKanposi moaudikarii cyuacnoro pomany. Xapkis : [lica mwiroc,
2015. C. 331.

7 Boscynisenka T. YKanposi moaudikanii cyyacnoro pomany. Xapkis : Jlica mioc,
2015. C. 331.

%8 Cadon K. «Lpunrap 3a6yTux kuuxok». Jliteparypna Ykpaina. 2019. 23 Gepesns.
C. 14.

¢ Jlus.: Braha I. Die sprachliche Biographie von Kazymyr Malevi¢. «Dialog der
Sprachen — Dialog der Kulturen. Die Ukraine aus globaler Sichty. IX Internationalen
virtuellen Konferenz der Ukrainistik 2018 / Herausgegeben von Olena Novikova und
Ulrich Schweier. Miinchen : Readbox Unipress — Open Publishing LMU, 2019. S. 32-
44; beuenxo T., ['omy0 I. Ctumictuka cydacHoi ykpaincbkoi MoBu. doHika. 2-re BHL.,
nom. Cymu : BBIT «Mpisi», 2015. 324 c.; Kopomok H. [Tomym’siHe croso 1lleByenka B
My3uIi. X0opoBa TBOPYICTb YKPAiHCHKMX Kommo3uTopiB. KuiB : Bumasuumrso iM. Onenn
Teniry, 1995. 199 c.; T'amyzescbka O. Opatopist «3akiHaHHs BorHIo» [Bana Kapabwrt Ha
Bipmi boprca Omiiianka: midomnorema Ta i Brinenus. Haykosuil sicnux Hayionanohoi
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Researchers note the partly key role of literature in the artistic
production of images. "Taking the cultural concept "eternal image" (Faust,
Hamlet, Don Juan) as an example, we can find the following pattern: its
primary appearance in artistic creation is in literature or in synthetic genres
closely related to the word, for example, in drama, and only then
interpretation occurs exclusively through musical means... A cultural concept
is objectified in an artistic form with the help of localization in the word, and
then, demanding a different expression, it is deobjectified, defocused with the
help of musical sound, which assumes semantic multiplicity", - concludes
musicologist V. Marik.”

Another vivid example is O. Dovzhenko's story "The Enchanted
Finger", the first pages of which, as Ya. Stetsko emphasizes, "sound
irresistibly joyful, full of crystal laughter and the deepest sadness of the music
of the genius Mozart.i".”' The author claims that the beginning of the story is
filled with music from the 1st part of the 21st piano concerto in C major by
V.-A. Mozart; the Ukrainian writer's work also has a tangible connection with
V. Barvinskyi's melodic music saturated with national motives - with the
music of his piano "Sextet" or "Ukrainian Rhapsody"; with R. Schuman's
music rich in contrasts, changes of plans and moods (with his piano cycles
"Carnival", "Butterflies"); the researcher draws a parallel with the ancient
psalm - the confession "My Life".”” As we can see, Ya. Stetsko successfully
worked with the text, which, according to M. Heidegger, possesses the energy
of attraction. The process of "coupling" of the recipient, the text and the

my3uunoi akademii' Ykpainu iveni I1.1. Hatikoscoroeo. Bum. 36. Knura 1 : Ykpainceka Ta
CBITOBa My3W4HA KYJIETypa: CyJacHHI MOIIA : 30. HAyK. TIpallb / PeaKTop-yIopsiTHAK M.
J1. Korms. Kuis, 2005. C. 229-237; Jleonenko 5. Cropinkamu criiBnpani Jlecst Kypbaca ta
[Mumima Kosuiwskoro. Haykosuii sicnux Hayionaneroi mysuunoi akademii' Yxpainu iveni I1.
I Yaiikoscwroeo. Bur. 36. Kuwra 1 : YipaiHcbka Ta CBiTOBa My3H4HA KyJIbTypa: CydacHUN
noriy : 30. Hayk. mpaik / penakrop-yrnopsiaauk M. J1. Kormmist. Kuis, 2005. C. 157-166
TOLIO.
70 Mapuk B. SIBulie KOHIENTY B HALIOHAILHOMY XyI0KHBOMY MUCIeHHI. HaykoBuii
BicHuk HamionansHoi My3ndHoi akagemii Ykpainu imeni I1. 1. YaiikoBcbkoro. Bu.
85 : JlyxoBHa KyJbTypa YKpalHU: TPaJMIii Ta Cyd4acHICTh: 30. HAYKOBUX crarei /
penakrop-ynopsaauk M. M. Ckopuk. C. 72.
71 Crenpko S1. My3HKaJIbHICTh YKpaiHCHKOT Ta (hpaHIly3bKOi PO3H APYroi MONOBUHM
XX cromitts (Ha Matepiani TBopiB O. [loBxkenka, M. Binrpanoscskoro, A. bocko).
Cnoeo i Yac.2017. Ne 2. C. 25.
72 Creupko 1. My3uKaJIbHICTh YKPaiHCHKOT Ta (hpaHIly3bKO0i IPO3U JAPYroi MOJOBUHU
XX cromitrsa (Ha marepiani TBopiB O. [loBxenka, M. Binrpanoscekoro, A. bocko).
Cnoso i Hac. 2017. Ne 2. C. 20-31.
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author, according to M. Zubrytska, depends on the "intensity of aesthetic
satisfaction or aesthetic pleasure".”

The study of the multifaceted contacts of literature and music in the
modern scientific discourse is not exhausted by the completed review of
works. The raised issues require a systematic study.

Music in the prose of Ukrainian writers of the late 19th

and early 20th centuries: aspects of artistic realization

Modern researchers, turning to the coverage of the "musical" theme
in the prose of Ukrainian writers of the late 19th and early 20th centuries,
raise the issue of the role of music as a means of modeling artistic reality and
character creation, an element of the architecture of a work, etc. Literary
experts consider the combination of different types of art to be a vivid
manifestation of modernist discourse. It is valid to think that the modernists,
first of all the symbolists, placed on music "the important function of
revealing the secret content of existence, the content of human culture, calling
for the external sound reality to hear the original design of existence, which
is given only in sound form".7*

The hero's logically and historically determined immersion in the
original musical culture of his ancestors is'one of the arguments that allows
us to consider the music-making of a literary character of the late 19th and
early 20th centuries. in the context of the moral paradigm of the people.
Music helps the heroes to build a certain scale of values, which determines
the culture of life. Therefore, the style-creating role of the musical instrument
in the life of the characters, the functioning of music as one of the factors in
the formation and disclosure of the hero's mental world, is interesting.

The culture of the Ukrainian people reflects life experience,
preserves a complex of emotional and figurative ideas, experiences, norms of
human existence, is "supported" by many attributes of spiritual culture,
among which musical instruments play an important role - trembita, flute,
violin, which connect heroes with the past, ancestors, sacred In the mountain
watercolor "Trembita" H. Khotkevich notes: "This is an ancient gift of the
past mountain people to their descendants, this is the only blessing of
generations. This trembit was played in these mountains a thousand years
ago. And in the same way then, the same mountains stood, and the pale

73 3y6punpka M. Homo legens: uuTanHs sk coUioKyabTypHuil (enomen. JIbBiB :
Jlitomuce, 2004. C. 83.
74 Yajikischka B. SIBUIIE MUCTELLKOIO CHHTE3Y SIK BUSIB MOJIEPHICTCHKOTO AUCKYPCY.
VYkpaiHCBKHIT MOAEPHI3M 31 CTONITHBOI BiACTaHi. AxkmyanvHi npobremu cydacHol
¢hinonoeii. Jlimepamyposnasecmeo : 30. HayK. paib PIBHEHCHKOTO JCPK. TyMaHIT. YH-
ty. PiBne : PAAITY, 2001. C. 49.
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Cheremosh below made the same noise and anger".”> A generalized picture
of cosmic harmony emerges from the above lines.

Music making in the analyzed prose is considered as a manifestation
of creative potential that corresponds to the mental instructions of the hero,
and an important component of traditional religious practice, which plays a
significant role in the design of spiritual existence, because music is inherited
from ancestors and actualized in the subconscious of descendants. Therefore,
the pipe that sounds for a temple holiday in Mark Cheremshina's short story
"The First Arrows" or the violin that sounds to accompany the performance
of'a carol in V. Stefanyk's short story "The Letter" cannot be interpreted only
as a relevant artistic detail or an ethnographic artifact; this is evidence of the
deep connection between the spiritual world of the heroes and the culture of
the ancestors, based on the inner need of a person to join the ancestral
possessions, to connect spiritually with the ancestors. Therefore, the process
of making music contains signs of the sacred, unique and special.

The raised question of the synthesis of the music-making potential
of the heroes of prose works reveals an important problem of the organic
emergence of folk music on the basis of ancient traditions and religious
culture. The prose of Ukrainian writers conveys various aspects of music
making as a subconscious desire for beauty; a complex process aimed at
satisfying internal needs, regulated by the spiritual traditions of the people;
mastering the communicative "language" of movements, gestures, poses,
colors, sounds, inherited, according to A. Makarov 7°, from animals and
ancient ancestors.

The need for a hero of Ukrainian prose of the late 19th and early
20th centuries. expressing one's feelings with the trembita is connected to the
essence of this musical instrument. In the logical, ancestral connection of the
character with the tool, the logic of the thing and the inner desire of the hero
to harmoniously merge with the environment are revealed. The stylistic
sound complexes of the shepherd-hunting music, "sung" by the trembita, are
not even modally formed yet, note the researchers of the Hutsul region,
"related to the imitation of the sound world of the surrounding nature".”’

Composing acoustic works, the characters of H. Khotkevich, O.
Kobylyanska, and M. Kotsyubynskyi, like their distant pagan ancestors,
strive to understand the world and themselves in it as a whole. For example,
music connects Ivan ("Shadows of Forgotten Ancestors" by M.

5 Xorkesua I'. TBopu : y 2 1. Kuis : lninpo, 1966. T. 2. C. 337.
76 Makapos A. IT’stb etronis. Iligceinomicts i Mucrenrso : Hapucu 3 ncuxosorii
tBOpuocTi. Kui : Pansgucekuit nucemennuk, 1990. C. 196.
77 Tyuynbumnaa. [cropuko-etnorpadiune nociimkenns / I1. 1. Apcennu, M. L. bazak,
3. E. Bonraposnu Ta in. Kui : Haykosa nymka, 1987. C. 344.
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Kotsyubynskyi) with the primordial world. Macrocosm and microcosm, man
and the world, ancient and present harmoniously coexist in the work. And the
assumption of scientists that "all nature seems to Ivan, like an ancient pagan,
full of living and mysterious power" is correct.”® Fusion with the natural
environment is one of the aspects important for clarifying the essence of the
human ideal in the prose of Ukrainian writers of the late 19th and early 20th
centuries.

The will of heroes in music has a primitive genealogy; these are,
over time, transformed urges from primordial existence, which confirm the
characters' desire for harmony, perfection, goodness - they are often lacking
in the human environment. The ideal of a person is built on these
psychological foundations. The innate ability of the heroes of the analyzed
works to study nature is based on love for it. And, thus, music-making by
Ivan ("Shadows of Forgotten Ancestors" by M. Kotsyubynskyi), Marusyak
("Stone Soul" by H. Khotkevich) or grandfatherly acoustic luxury ("Sons" by
V. Stefanyk) should be interpreted as an attempt to return to primitiveness,
and music , a non-verbalized verbal composition merging with the voice of
nature as the living space of their souls.

Yu. Kuznetsov and P. Orlyk, researchers of M. Kotsyubynskyi's
work, note: "He (Kotsyubynskyi. - L.G-) had to look into the soul of a person,
to understand what this soul lives by and what it hopes for".”

Ivan's communication ("Shadows of Forgotten Ancestors") with the
environment, established thanks to music, helps the artist to emphasize the uniqueness of
Hutsul's nature, his innate cultural and religious competence and psychological readiness
to immerse himself in the world of nature and music already at the beginning of the story.

The rthythm-forming structures reproduced by Ivan are in tune with the breath
of nature, generated by it. The ability to understand and perceive the voice of the
environment complements the artistic interpretation of the ideal of man in Ukrainian prose
of the late 19th and early 20th centuries. And it is not by chance that in order to convey the
complex emotional experiences of a literary hero, artists personify nature, giving music
(the voice of an instrument) an important, sometimes key role, it significantly complements
the character’s characterization. Let's recall, for example, the grandfather's conversation
with the lark ("Sons" by V. Stefanyk); the alarming noise of a poplar tree ("Vistka" by T.
Bordulyak); mountain watercolors by H. Hotkevich, in which you can hear the "soul of
the river", "the soul of the village"; the symbolic nostalgic minor voice of the trembita at
the beginning of O. Kobylyanska's story "On Sunday early, the potion was dug" with a

8 Kysnenos 10., Opmuxk I1. Cninamu ¢ei Mopranun. Kuis: Pagsuceka mkona, 1990.
C. 131.
7 Kysueuos 0., Opnux I1. Crizamu dei Mopranu. Kuis : Pagsuceka mkona, 1990.
C. 129.
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compositional and meaningful conclusion at the end of the work; a masterful, touching
depiction of Marusiak's dying game on the flute from H. Khotkevich's "Stone Soul": "...like
the distant whisper of a river bathed in moonlight, like the complaint of a frightened sufferer
trembling under the window, like the cooing of a dove over past happiness, the sounds
sang and rushed ... The cry shook the crowd. The women shouted..." 8

The voice of nature echoes in the souls of Marusyak and listeners.
The music of the pipe is complemented by human crying, the words and
experiences of the meeting participants are rhythmic.

Similar in terms of content and emotional content is the scene of
Kateryna's funeral from the above-mentioned story by H. Khotkevich, when
"terrible male wails, and bells, and incessant painful and longing trembling,
and women's recitations, and funeral chants of priests, and the noise of the
stream... - all this created an unusual, unique picture of sounds".?!

The sad voice of trembling deeply disturbs the souls of people. The
mood of similar fragments from the works of Ukrainian writers of the late
19th and early 20th centuries. allows to distinguish the signs of meditative
and associative prose and contributes to a more complete understanding of
the state of mind, to clarify the character's moral beliefs.

The ethnocultural tradition of communication with a musical
instrument becomes the basis for self-expression of the hero. Music creation
in "Shadows of Forgotten Ancestors" by M. Kotsyubynskyi and "Stone Soul"
by H. Khotkevich is improvised, based-on something given and chosen by
the musician as a reference point. For Ivan and Marusyak, nature, religious
beliefs, and a secret connection with their ancestors are such a given, because,
let's say, "not Marusyak the opryshok sometimes played - then everyone who
composed a Hutsul song played with him...".%?

The hero and the plotter are one. A clearly expressed magical
connection of the pipe with the cult of ancestors, the belief that "there was a
soul in that flower"®?, Marusyak's willingness to sacrifice his mistress for the
sake of a pipe seems to turn the instrument into a fetish and deepen the study
of the concept of the hero of Ukrainian literature of the late 19th and early
20th centuries. For the hero, the world begins with the floyar, it opens up
space for him, helps him learn about life, with her, as evidenced by the end
of the story, Hutsul and completes his life.

The images of primitive mythology evoke in Ivan from "Shadows
of Forgotten Ancestors" by M. Kotsyubynskyi a desire to create music, to

80 Xorkesnu I'. Teopu : y 2 1. KuiB : Jlninpo, 1966. T. 2. C. 294,
81 Tam camo. C. 26.
82 Xorkesuu I'. Teopu : y 2 1. Kuis : Jlninpo, 1966. T. 2. C. 81.
8 Tam camo.
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capture the unusual, momentary, imaginary, ancient. The immersion of the
hero in the archaic culture led to the unfolding of Ivan's creative searches, the
understanding of his nature. Ivan's memory and consciousness are nourished
by pagan beliefs: even as a child, he "knew that the world was dominated by
an evil force, that an aridnik (evil spirit) rules everything and that the forests
are full of foresters...". 3

The inseparability of the hero from the cultural heritage of his
ancestors is manifested in his experiences, way of thinking, and actions.
Sounds heard in nature evoke auditory and object pictures in Ivan's
imagination. The sound structures are combined in a figurative-visual series,
awakening the imagination in which Hutsul finds a continuation of its
essence. "Emotionality... lies at the basis of every art, every creativity. It is
up to us to return it to its original, creative, and not destructive meaning,"
says E. Onatsky®>.

In the rhythm of music making, the emotional and the meaningful
are combined. The images of pagan culture created by Ivan's imagination are
filled with their original meaning (the aridnik!is the personification of evil).
The Hutsul's associative, object-sensual thinking, characteristic even of its
ancestors during the primeval times, gives rise to music. Ivan "borrows"
chords from the harmonious music of nature. Telling about the hero's music
making and creating the image of a mythical creature, already in the
introduction, M. Kotsyubynskyi initiates the resolution of the problem of
good and evil.

From the chaos of sounds, the hero singles out a thematic formation
close to his essence. This'is how a natural, logical connection with the original
sources is established, and the system of ancient knowledge is updated. For a
Ukrainian with his emotional temperament, artistry (as is known, researchers
D. Chyzhevskyi, V. Lypinskyi, Yu. Lypa, G. Vashchenko, etc. emphasize
their decisiveness in the historical character-building process) is a familiar
way of communicating with the world, a source pleasures Ukrainian artistry,
manifested in the culture of work and leisure, plays an important role in
communication with people and the environment. Literary experts Yu.
Kuznetsov and P. Orlyk emphasize this fact, analyzing "Shadows of
Forgotten Ancestors" by M. Kotsyubynskyi: "Both human work and human

song - everything breathes primitive wild nature".%

8 Kouro6uncekuii M. Teopu: y 7 1. Kuis : Haykosa gymxa, 1973 —1975.T. 3. C. 179.
85 Vkpaincbka ayma: 36. Hayk. npaib / Bian. pen. B. Xpamosa. Kuis : @enike, 1992.
C. 38.
86 Kysuneuos 0., Opnux I1. Cigamu dei Mopranu. Kuis : Pagsncska mkosa, 1990.
C. 133.
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The creativity of Ivan and Marichka (the girl composes songs, and
together with her "forests and hayfields sing... streams ring and the sun
sings"%7) the author perceives the environment as an equal given, affirming
the idea of the unity of man and the world (as noted by critics®®), the ideal for
him is a creative person who knows how to see beauty in the familiar, close,
everyday.

In the midst of nature, Ivan from "Shadows of Forgotten Ancestors"
by M. Kotsyubynskyi, Marusiak from "Stone Soul" by H. Hotkevich feel at
home and therefore create, realize themselves. Nature is not indifferent to
them, it is the candle of their experiences. The wide and open natural space
does not oppress the Hutsuls, but on the contrary, it promotes the unfolding
of their emotions and experiences. Each of the characters becomes an active
center of space, the parameters of which are determined by the feelings of the
characters and music, sound. Where there is no music, the world is different,
people are different. Thus, in the works of M. Kotsyubynskyi, H. Khotkevich,
new facets of the ideal of a person - a talented individual, creator of the
Ukrainian cultural environment - are revealed. The nature of music-making,
based on primitive principles, artistically determines the strategy of renewing
the world. The music created under the influence of ancient beliefs sets the
hero on benevolence, it "imperceptibly creates a new dimension in the visible
space in which it reverberates".%’

The characters of M. Kotsyubynskyi and H. Khotkevich live in this
dimension, full of desires and dreams to see a beautiful and harmonious
world.

Ivan in "Shadows of Forgotten Ancestors" experiences a space at a
deep level, where everything is real, genuine, genuine; he is able to see in it
the original beauty and with the help of a musical instrument convey the
music heard in nature. Visual and auditory impressions, feelings of the hero
M. Kotsyubynskyi completely belong to a certain corner of nature. The work
contains the hero's relationship with the world in such a way that the character
feels cozy and comfortable in it. Natural space and ancient beliefs become a
source of creative inspiration for the hero.

The character's sphere of freedom in everyday life is limited,
therefore music making is a type of his philosophizing, a way of searching
for an ideal, the urgent need for which the Hutsul heroes feel. It is not by
chance that Ivan Paliychuk and Marusiak turn to nature - a center of

87 Kourobuncekuii M. Teopu: y 7 1. Kuis : Haykoa aymka, 1973 —1975.T. 3. C. 189.
8 Kysneuos 0., Opmux I1. Citizamu ¢ei Mopranu. Kuis : Pagsnceka mkosna, 1990.
C. 134.
8Mepano-Tlonti M. ®enomenonoris cnpuiinsarrs. Kuis : Ykpaincekuit enrp
IyxoBHOI KyibTypu, 2001. C. 257.
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primordial harmony that renews life forces, inspires creativity, and helps to
assert oneself. The natural environment becomes optimal for the heroes,
supports their life activities, encourages them to search for beauty, goodness,
happiness, peace, mutual understanding. From this point of view, the image
of Marusyak from "Stone Soul" by H. Hotkevich is debatable. Characterized
by deep meaning and explosive emotionality is the scene when the young
man charms Marusya by playing the flute. His music-making does not match
the reputation of a man before whom the whole village trembles. Marusiak
appears before a woman as the embodiment of beauty, tenderness, strength,
and health. He consciously, of his own free will "complements" the landscape
with his creativity. Marusiak's unique expression of emotions and feelings
through music during the meeting with Marusia and before the execution
reveals aspects of his character that were not noticed and hidden for the
general public of fellow villagers. Only a poetic, talented person can create a
solemn universe, captivate with the beauty of his creativity. This is how the
artist tries to avoid unequivocal categoricalness in the characterization of
Marusiak.

The pipe becomes a means of expressing the spiritual and emotional
world of the Hutsuls. Harmonious-idyllic-.communication with nature with
the help of floyar ensures the union of the perfect with the rhythms of their
souls. Music creation, M. Kotsyubynskyi and H. Khotkevich testify, makes
it possible for heroes to return to-themselves, to join the national heritage -
traditions. This is the originality and originality of the reflection of the
creative anthropodevelopment of space through the realization of primitive
cultural drives, which emphasizes the national identity of a person who
knows the environment.

A common feature of the heroes of the analyzed works is their
activity, approved by the corpus of religious norms of the people. The search
for the unusual among the usual, internal reflections and their improvised
expression in music, which is an indicator of the character's attitude to life, is
the first evidence of activity. This search requires physical and mental effort,
but it is justified. Collaboration with a musical instrument becomes a need
for the heroes, a way to realize their creative potential, aestheticize everyday
life. The creative potential of Marusiak and Ivan is fully revealed in the
music-making scene, which is saturated with a sense of joy, satisfaction, and
admiration. This is how the hero's vitalist philosophy is formed with clearly
defined stoic and hedonistic instructions in the spirit of the values promoted
by folk morality.
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"She (a modern Ukrainian person. - L.G.) was born from the urge to
create her own new world from her own sources and her own forces".*

The prototype of such a person can be found in the works of M.
Kotsyubynskyi, H. Hotkevich, and O. Kobylyanska. The "own sources" of
their heroes are immersed in the primitive culture, controlled by the morality
of the people and fueled by the desire to free themselves from the burden and
troubles of everyday life (we emphasize, not from work, but from social
problems, injustice, etc.; not to be indifferent to them, but not to become their
slave , rise above them); music, instruments, primitive traditions and innate
abilities help them realize their desires. Thus, with the help of music, the
characters independently shape the style of their lives, aestheticize work and
rest, enjoy memories in difficult moments.

A Ukrainian - a worker and an artist in one person - is happy and
calm in the soul from work and music. This conclusion allows us to
immediately enrich the understanding of the culture of the hero's life.
Mykhailo from O. Kobylyanska's story "Land" could not get used to the life
of a soldier, "he ran after the sopivka and won on it. Sad, drawn-out
melodies... attracted familiar images to his troubled soul. It seemed to him
that he was again in his fields, sitting again on the trough in the stable with
his oxen, whose eyes were turned on him.®"!

Making music in a familiar environment (on the ground, near
livestock, etc.) brings stability to his life;and in extreme conditions it evokes
nostalgia. For the shepherd, farmer and musician Mykhailo, the elements of
harmony in the material world are the land and cattle, and in the spiritual
world - the pipe and nature. And the removal of at least one component brings
chaos, self-doubt and the future. Work on earth becomes for him creativity, a
source of pleasure. Ukrainian artistry, emotionality and lyricism are
complemented by the master's instinct, which, as already emphasized, is
decisive for the hero of Ukrainian prose. On the other hand, Sava "did not
know how to play the dulcimer, nor did he like that pitiful wail. It hurt him"*?,
did not respect land and labor. This is another proof in favor of the structuring
role of music in the story, a step on the way to understanding the complex
world of the characters.

In the context of the problems raised above, the images of Peter and
Mykolka from T. Bordulyak's story "Interrupted Strike" and Larka from
Stepan Vasylchenko's story "At the Gentlemen's" are also indicative. The life

% IlInemkesny M. 3ary6nena ykpaincbka moauna. Kuis : MIT «®enike», 1992. C. 21.
91 Kobunsuceka O. Teopu: y 5 1. Kuis: JlepkaBHe BMIABHULTBO XyIO0KHBO
mitepatypu, 1962 1963. T. 2. C. 106.
92 Kobwmsuceka O. Teopu: y 5 1. Kuis: JlepkaBHe BUIABHULTBO XyIOKHBOI
miteparypu, 1962 1963. T. 2. C. 34.
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of the mentioned heroes without land, their own home loses its meaning, and
their music is, according to the apt expression of the literary critic Mykola
Yevshan, "nothing but primarily a complaint about the lack, a lament over
the enslavement and slavery of the potential forces hidden in it; and then a
reaction, a desire for a different life, the construction of an ideal".%?

This is how creativity concretizes Ukrainians' ideas about the ideal,
well-being, and establishes moral priorities.

In the functional purpose of the trembita, we trace the efforts of the
Hutsuls to get closer to their ancestors, the sacred world, we note the respect
of folk traditions by the heroes, which is masterfully reflected, for example,
by H. Khotkevich in the watercolor "Trembita". The son's trumpeting notifies
his fellow villagers of his father's death. The sounds of trembita have an
informational  (notification of death), philosophical (comments,
considerations, reflections), emotional-sensual (sympathy, regret) content,
their sources are rooted in the religious morality of the people, the culture of
ancestors. Involved in the text, they strengthen the psychologism of the
works, give the prose an ideological sophistication, as in O. Kobylyanska's
story "On Sunday, the potion was dug-early", where with the help of
trembling, especially at the beginning of the work, the movement from the
outer space, defined by the sound of the instrument, to the inner one is traced
the world of Andronati, who is worried about the fate of his grandson. This
movement is associated with anxiety and sadness of the heroes; trembling is
full of deep philosophical meaning, accumulated primitive folk knowledge
and ethical beliefs of ancestors, that is why it points the way to the heart of a
person, opens the complex world of his experiences.

Kindness, humanism, patience, which are the characters of the
works of Ukrainian writers of the late 19th and early 20th centuries. draw
from nature, determine the foundations of the culture of their life activities.
The humane is reinforced by the spiritual, music, and work. The characters
of Ukrainian literature of the late 19th and early 20th centuries, like their
ancestors, are attached to nature, so they consider it their right to "extract"
goodness and harmony from the environment by creating music. Showing
activity in music, in particular trembitan (according to the requirements of
traditional folk morality and ethics, one should notify the mountains and their
inhabitants that the life path of the Hutsul worker has come to an end), the
heroes protect ancient cultural heritage from destruction - the basis of a full-
fledged life. Wise Hutsuls, brought up on the basis of religious morality, do

93 €pian Mukona. Kpuruka. Jliteparyposuasctso. Ecreruxa / ynop. H. lllymuro.
Kwuis : Ocuosu, 1998. C. 20.
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not want to be destroyers, do not agree to live in a world of artificial "values",
and their appeal to musical instruments convinces of this.

A pipe is a multifunctional detail in Mark Cheremshina's short story
"Carby". With the help of this musical instrument, the main character, Petryk,
receives information about his grandfather, grandmother, and their home.
This thing is not a toy, it is a telling characteristic that proves the boy's
involvement in traditions; The turban is the ornament of life that helps the
hero to get used to the ethnic and cultural aesthetic space, to establish contact
with the family, representatives of the older generation, to adjust to the
situation. She had to set the rhythm of the hero's life. In addition, this musical
instrument also performs a psychotherapeutic function: it frees Petryk from
fear, tension, anxiety, stress, and missing his parents. In the complex
characterization of the inner world of the hero, music plays an important role.

The musical score of the novel is highlighted by a remarkable
intermedial segment - grandfather's playing of the hutsulka on the pipe, when
visiting people came to the house. In this scene, the image of the pipe quite
openly conveys the music, because it is about a specific musical text -
hutsulka - a cheerful, lively, extremely rhythmic-melody performed on the
pipe. The music remains "behind the scenes" of the literary text, which is
explained, firstly, by the modernist orientation of the work, which is
characterized by minimal involvement. of descriptions, explanations,
commentaries, etc., secondly, by the self-sufficiency of the name of the
musical text-melody, and thirdly, by the individual style of the writer . This
technique (without a detailed description of the melody) is used by Marko
Cheremshina in other parts of the novel (for example, the grandfather's
singing in the first part without indicating the text of the song).

Music in Petryk's life creates a powerful emotional context, a
positive mood. It is thanks to music that the boy receives information about
the world, people, the history of the region, work, life's troubles, etc. Marko
Cheremshina diversifies the musical components of the piece: the grandfather
tells the hajduka to go dancing. The music in the literary text is represented
by the sounds of the hajduk dance and is expressed by the boy's movements:
"At the word of his grandfather, the boy timidly went to his sides, jumped up
and squatted down, slapped the ground with his hands".**

These choreographic movements are known to be key in the Hayduk
folk dance. The boy's movements are complemented by the adults' rhythmic
shouts of approval: "Hey-hop, hopacha." The skill of the dancer's movements
and the balanced rhythm are also evidenced by the grandfather's face, which

% Yepemiuna Mapko. Teopu : y 2 1. Kuis : Haykosa nymxa, 1974. T. 1. C. 33.
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"lit up" with pleasure, and the reaction of those present: "The women sang
along in long, cool voices, and the uncles trampled their feet".”

As we can see, the rhythm becomes more pronounced, the tone
becomes stronger: women's singing is added to the sounds of a songbird, a
boy's dance - this is how a rather complex music and dance composition
accompanied by singing is spontaneously created. The natural musical
abilities of the Hutsuls help to aestheticize the space of their stay (temporary
or permanent). Therefore, the protagonist's musical contact with the
environment, the grandfather-grandmother's home, where he got to and
where he has already mastered, is diversified, because, as was said, dance and
song are added to grandfather's pipe playing.

The main character of "Karbiv" is in a dynamic interrelationship of
music-dance-song: the singing of the women is replaced by the singing of the
grandfather, because when the dancer "danced his, the grandfather made such
a pitiful noise that all the guests lowered their heads like birds... and the
grandmother sighed deeply... ».%°

The text of the song is not given in the short story (as well as the
description of the music extracted from the pipe, which was already discussed
above), but the telling reaction of those present ("all the guests lowered their
heads... and the woman sighed deeply...") testify to the sad minor key of the
song. In the work, the informative function of the song is emphasized: the
child gets to know the world with its anxieties, evil, restlessness, grief, and
troubles. This longing grandfather's song, firstly, is consonant with the
introduction of the novella, which has the same dominant mood, and
secondly, it is emotionally close to the following exposition, which will talk
about hard times, about Hutsulia, who "goes over to the old men"; and when
the conversation about the grandfather's son-in-law and daughter began,
"Petryk was seized by a tug of his heart" that the boy almost burst into tears.

The mournful tone of the work is complemented by the following
lines: "Petryk has seen funerals in the village more than once, heard loud
mournful cries".”’

Thus, the first part of the novel, with the help of the grandfather's
mournful song, the child's cry, and the memory of the funeral and
lamentation, is intonationally and ideologically consistent with the
introduction-beginning and the mention of karba, which will be discussed in
more detail later. A fragment from the words "It was as if the storm broke..."

% Tam camo. C. 34.

% Tam camo.
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to the words "I did not get over the pain, the wounds did not heal"*®
rhythmically consonant with the beginning of the beginning and has all the
above-mentioned "indicators" of thythm (comparison, words with smallness
suffixes, repetitions, etc.). Thus, the inner musical canvas of the work is not
interrupted, and the ideological and thematic paradigm of the work continues
to generate with the help of music; in this way, the proportionality of the work
is also observed.

The death of his grandfather, studying in the city change the life of
the main character - signs of disharmony appear. The time of the pipe has
passed with childhood, and Marko Cheremshina carves the musical vertical
of the novel with the help of a polka — not described verbally, but supported
by the rhythm of repetition.”

The acoustics of this fragment are enhanced by the memory of a
childhood friend, Kalyna Nestoriyeva, who once sang songs with Petryk. In
songs, as is known, the Ukrainian people artistically recreated the events,
experiences, and moods of people; this is a "poetic story" (V. Shukhevich)
about the life of the Hutsuls, the past of the region. Due to the unique modal
structure, as well as the absence of internally syllabic overtones, they are
characterized by a lively pace of performance. The scales of the major
inclination, the repetition of phrases formed a peculiar energy of the songs.
Therefore, it seems, with the help of music from the past, the author tries to
maintain the positive mood of the novel.

In the short story "Karby", the author's dialogue with folklore
unfolds mainly in the rhythmic plane, the melody of the Ukrainian folk song
is added to the natural melody of the native language, and the sounds
extracted by the heroes from musical instruments are added to them. The
playing of the flute, song, dances (hajduk, polka), the sound of the trembita,
the sounds of bells are actively, diversely and exquisitely declared in the
novel in a modernist way, creating a kind of vertical that outlines the musical
parameters of the work, emphasizes the mood and ideological orientation of
the novel, characterizes the main and secondary characters heroes With the
help of music, the protagonist perceives and learns the world, reacts to
problems, expresses feelings. The pipe, for example, takes part in the
formation of an idyllic chronotope (childhood), informs, maintains its
balance.

The music in M. Yatskiv's miniature "A Child's Breast in a Violin"
performs a mood, informative, characterizing, psychotherapeutic function.
Conventionally, M. Yatskiv's work is built on three conceptually important

98 Tam camo. C. 35.
99 Tam camo. C. 36.
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binomials: violinist/violin + woman/dance + child/crying. One of the key
coordinators of the event in the work is a musician who tuned "the violin, in
which the quiet cry of a child was awakened".!®

This is how the signal-communicative function of the violin is fixed
- the mediator between the music and the violinist, who performs the role of
a psychologist. The violinist carefully and cautiously first catches, and then
applies the sound to a certain standard, chooses the most appropriate for the
situation. He is a musical interpreter of what is happening in the house, a
conductor of events in the work.

As a foreshadowing, the zoika-replicas of the violin are associated
with the restlessness or anxiety of the woman ("the sorry violins hugged...
with mother's thought"!?") and influence the construction of a sketch of the
characters' relationships. So thoughtfully, not hastily, carefully, the violinist
prepares a strong musical composition, such textured material, which, in his
opinion, should reflect the emotional atmosphere of men and correspond to
the inner state of women. The violinist captures visual and auditory structures
with music, imagines and somewhat predicts the unfolding of events. He tries
to create good music and conscientiously-makes sure that the cries of the
violin disappear and harmony comes in the house, in the soul of the woman
and everyone present. He adjusts the instrument to the tune without falsehood
- only in this way, according to his conviction, a woman can trust the music.

The violinist is actively (with the help of the violin, which creates
music) involved in the emotional atmosphere that prevails in the house,
determines the intonation ,and semantic order of events. His creative energy
and consciousness are projected onto the space of the house - the violinist
works on a given theme: spatial, interior, emotional, psychological, plot
"indicators" dictate the theme of the musical composition to the violinist. The
registers of the violinist's soul - a creative person with a subtle mental
organization - feel restlessness, despair, anxiety, satisfaction and joy at the
same time. As you can see, these are different states, and therefore, the task
of the violinist is to reconcile them. The violinist feels what music should be
in terms of tempo, mood, and energy. His music is an organic component of
the composition of the situation unfolding in the home. Music has its own
strength and timbre characteristics: it builds up first quietly and intermittently
(because, as was said, the violinist was repairing and testing the instrument),
then it gained strength, later the noise of the forest, the howl of the wind, and

100 sTnkie M. My3a na uopromy kowi. Kuis : Tuinpo, 1989. C. 185.
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then the chants and stomping of men were added to the sounds of the music
legs And over all this "the violin ruled".!?

It is important to emphasize that the musical registers of the violin
are tonally consonant with the cry of the child, who is also in the house and
"calls his mother softly at first, and then louder".!” Such emphasis not only
shifts attention to another important hero of the work - the child, but also
records important changes in the external and internal (experiential)
processes of the heroes (and first of all the mother).

But perhaps most of the music that has already been adjusted and
harmonized by the violinist is directed at a woman. The genre specificity and
modernist orientation of the work did not provide for a detailed description
of the heroine's choice situation (her hesitations, doubts, concretization of
thoughts, etc.). The drama of her soul remains "behind the scenes". Watching
the men dance, "the mother rested her head on her hand and smiled as if she
were crying"!%, and then she was led to the dance: "One of the strangers took
her to the band..." and she, importantly, went to the dance of her own free
will.

First, we state the inner loneliness of a woman among those present.
Staying in one's thoughts, contemplating first the situation, and then the
dance, perceiving music is a kind of platform for delving into oneself,
forming a decision about a choice, etc. That is, the basis, the driver of the
woman's choice became the aesthetics of dance, the harmony of music and
movements. It was the beauty that was lacking in everyday life that filled the
incompleteness of the heroine's existence. The aesthetics of music, dance,
body movements express the philosophy of world perception of the heroine,
who longs for beauty, knows how to recognize it and be in it. The
biomechanics of the dance, the peculiarities of body work, the lines of the
dancers' movements were harmonious. Researcher of Ukrainian
choreography L. Rohovyk emphasizes: "The dance space has an internal
integrity: the movements of an individual dancer are interconnected with the
body position of each member of the group in the process of dance
interaction".'%

Such movements in harmony, in a logical interweaving, in fact,
attracted the woman, had a positive effect on her, intuitively called her to
dance: "Shaggy heads, tight faces and wide silver sleeves flashed before her
eyes..., merged with singing and stomping into one big wheel, it was
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spinning... and above that miracle (my italics - L.G.) a violin reigned
supreme". '

The unsurpassed harmony of music and dance is a miracle. The
maelstrom of the men's dance certainly captivated the mother, she
contemplated the passion, felt the energy of the movements, the rhythmic
stomping of her feet and smiled. A collective unconscious, innate desire for
beauty and a sense of rhythm worked in the woman's decision to go dancing.

During the involvement of a woman in the dance, the circle opened
for a moment, but the rhythm was not lost, the pattern of the dance did not
change, the interest in the dance did not disappear, because a new participant
appeared - a woman who is internally ready for emotional and aesthetic
participation in the dance composition. Her behavior and mental state are
regulated by music, figures and dance rhythm. With her movements, she
maintains the pace of the dance, that is, it can be said that the heroine has
sufficient dancing experience, which helped her to catch the pulse of the
dance and for a moment to become different, that is, to discover the facets of
her individuality, to get pleasure, to feel the fullness of life. A woman's
consciousness, mind and body know the dance movements in which men
realize themselves. That is, she saw something familiar, meaningful - and
went to dance. Observance of the set tempo occurs not only due to the
preservation of the rhythm, structure and movement characteristics of the
dance (after all, "the main thing in dance is movement" '°7), and first of all
thanks to the interest of all' dance participants (especially women). It is
appropriate to talk about the logic of dance behavior of dance participants.

The given tempo of the dance is maintained; the dance shawl, the
"miracle" where the mother falls, cause fear in the child. The inertia of
moving bodies helps maintain the pace.

A woman's dance is an internal need, an existential therapy aimed at
expressing the essence and meaning of life, at self-preservation. The need for
self-assertion, as is known, is characteristic of the heroes of Ukrainian
literature of the beginning of the 20th century. But what is significant is that
the heroine of the miniature by M. Yatskiva uses her body to normalize
relations with the world, because "to dance means to carry out a constant
transformation. The appearance of a dance model in consciousness leads to
certain changes in it".!%

Body-oriented therapy, music, obviously, is absolutely necessary for
a heroine tired of life to renew internal reserves, optimize life potential, to
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improve the quality of her life and raise a child. So, this is a heroine with a
high culture of responsibility for her life and the life of her offspring. This is
an extremely wise and moderate woman-mother (note that in the miniature
the author calls her only mother - and this is fundamental), who understands
the situation as much as possible and knows how not to lose herself in it; able
to use dance for self-understanding and self-preservation. She needs dance to
direct her experience to the future, to make sure of her importance and
necessity in this world.

The image of the child expressed in the novel also specifies the
musical texture of the work: the violinist creates music that merges with the
noise of the forest and the howling of the wind, the men amplify this music
with their energy, the mother interprets it in dance, and the child tries to
correct it, emphasizing the main thing. The violinist, mother, and child form
a clear horizontal, dense vocal axis, which testifies to the actualization of the
voice as an action in the internal structures of each hero.

From the beginning of the 20th century, when a hero with a complex
psychoworld was presented in Ukrainian literature, the arsenal of artistic
tools and techniques was renewed, the ideas -of leading scientists -
psychologists, philosophers, sociologists, cultural scientists, etc. , visual,
plot-creating, genre and other levels. "From the Secrets of Poetic Creativity"
by I. Franko clearly expresses the possibilities of interpreting complex
literary texts at all levels (external, subtextual, intratextual). Let's say the
rhythm-melodic foundations in M. Kotsyubynskyi's short story "Intermezzo",
teaching the protagonist to the rhythm of nature unfolds and diversifies the
concept of the hero, directs its(interpretation in the appropriate direction: the
rhythm of nature - the rhythm of the work - the rhythm of the character, the
artistic paradigm of loneliness, the self-sufficiency of the protagonist. "The
wind fills my ears with pieces of sounds, a hoarse noise. He is so hot, so
impatient that the silver-haired oats boil from him... Just a singing harp lay at
his feet and hums on all the strings. I stand and listen. My ears are full of that
strange clamor of the field, that rustling of silk, that ceaseless, like flowing
water, overflowing grain..."!%, - this is how the protagonist of "Intermezzo"
by M. Kotsyubynskyi reacts to ambient music. As you can see, the writer
turns fragments of the novel into music, contrasting the city with nature,
enhancing the therapeutic function of nature with the help of harmony of
sounds, emphasizing the vulnerability of the hero's soul, who knows how to
hear the wind, the field, the voice of ears of corn.

199 KouroGuncrkuit M. Teopu: y 7 1. Kuig : Haykosa nymka, 1973 — 1975. T. 2.
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50



In Lesya Ukrainka's story "Over the sea", music is artistically
declared in many ways: musical terms, fragments of songs (chants),
orchestra, and also with the help of stylistic means of expression; music takes
an active part in the construction of episodes, the characteristics of the
characters, the unfolding of the events of the work, the reflection of the
moods, experiences, emotional states of the characters, internally structures
the work, diversifies the stylistic texture of the story, participates in the
panoramic depiction of the image of the sea. As you know, music at different
levels of aesthetic mastery is presented in Lesya Ukrainka's cycle "Seven
Strings", dramas "Forest Song", "Orgy", novella "Voice Strings", etc. Lesya
Ukrainka's active appeal to music in the story "Over the Sea" testifies to the
need to optimize the poetic possibilities of prose, update and modernize the
genre of the story. As evidenced by the numerous letters of Lesya Ukrainka,
contemplating and deeply feeling nature, perceiving and experiencing the
sounds and colors of the sea, she acquires a different (than thanks to the Volyn
forests) experience of working on herself, knows how to hear herself, her sick
body in a special way. The natural rhythm of the sea has a positive effect on
the writer. The descriptions of the sea in Lesya Ukrainka's story are moody
and in an impressionistic manner consistent with the work for orchestra "Sea"
(in three parts) by K. Debussy, written'in 1905.

In Ukrainian literature of the late 19th and early 20th centuries. a
separate group consists of artistic texts (for example, poetry in prose by V.
Stefanyk, Dniprova Chaika,  Mark Cheremshina, etc.), the musicality of
which is realized with the help of the trinity of the semantics of words;
rhythm; phonics, that is, the sound of the work, the selection of certain
phonemes, their frequency and sequence.

Folklore, which actively influenced the work of Mark Cheremshina,
formed the culture of the prose writer's thought, built the tonal structure of
his works, which was expressed in the rhyme of the word, a clear
correspondence between the verbal and musical-rhythmic construction of the
lines. The novelist deeply felt the original music of the Ukrainian word, the
ancient thythm of Ukrainian songs, possessed the ability to sense the slightest
deviations and failures in the rhythm. The rhythm of Mark Cheremshina's
prose is a kind of "text" within the text, the axis that holds the emotional body;
it is a way to artistically interpret the world, convey its beauty, energy and
uniqueness. Rhythm is the key to understanding the aesthetics and poetics of
Mark Cheremshina's works, it has semantic clarity and artistic value, as it
takes on important information.

Rhythm and melody in the works of Mark Cheremshina artistically
relays musical culture, ancient knowledge handed down to the writer by his
ancestors. The novelist was closely connected with previous experience, with
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the collective unconscious, in the scope of which there was also knowledge
about rhythm. Reliving the ancient experience, perception and understanding
of the rhythm by the author throughout his conscious life formed an
experience-in-itself, which subsequently influenced the strategy of creating
an artistic text, determined its originality and uniqueness, combining the past
and the present. With the help of rhythm, the writer represented the world.
The realization of this experience took place, that "second "I" that has its own
separate consciousness and memory, its own judgment, its own feeling, its
own choice, worked...".!10

The rhythm that Marko Cheremshina mastered in his works contains
ancient (from orders, rites, magical rituals, etc.) knowledge about harmony and
perfection. It was this kind of knowledge that formed the rhythm-melodic sub-
basis of Marko Cheremshina's works about the First World War: during the
devastation and grief, Marko Cheremshina appealed to the true, truthful, life-
giving rhythm and melody of folklore, the musical culture of our people, to
rhythm as a primitive aesthetic category, "which originated in the tribal period of
formation and is connected with the desire of our prehistoric ancestors to make
the first attempts at the initial ordering of a foreign and incomprehensible
reality".!!!

The rhythm in the prose writing of the Ukrainian writer is not only a
factor of the expressiveness of the artistic text, but also a demonstrative "fact" of
lyricization (as evidenced, for example, by colorful descriptions of nature), as
well as expressive psychologically saturated segments of the works. The rhythm
organically combined with the high culture of the writer's artistic thinking.

The rhythm of Mark Cheremshina's works carries a charge of energy
aimed at asserting the victory of life over death. In the multi-level contacts of the
writer with the Ukrainian folklore tradition, a kind of law of effective
transformation of energy is activated: assimilating folklore as one of the forms of
energy, the author transforms it into other, qualitatively different forms, in which
other, specific, most relevant features of the author's text are formed. Marko
Cheremshina had long-standing deep connections with the Ukrainian folklore
tradition, customary rites, etc. The spiritual depth and energy of folklore
supported the rhythmic-acoustic plane of Mark Cheremshina's works, which is
fixed in syntactic constructions, repetitions of sounds, sound combinations and
lines (or their parts). The writer's works are a vivid illustration of the opinions of
linguists about psycho-phonemes, possession of sounds with a non-linguistic
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emotional and evaluative independent meaning, etc. Permanent epithets,
metaphorical constructions, symbols that make up the basis of folklore style are
important factors in the formation of the rhythm and melodic parameters of Mark
Cheremshina's prose.

Votings, which since ancient times encode the magic of words in their
content and form and are genetically connected with orders, with primitive
formulas-wishes that are "intended to mentally restore family unity"!'?, in the
prose of Mark Cheremshina, they perform an important function of strengthening
the rthythm, which, along with images, compositional features, etc., expressed the
mood, conveyed the main idea of the work - the idea of harmony in the world, of
the joy of existence on earth. So, the rhythm in Mark Cheremshina's prose is an
effective means of organizing artistic reality, the "coordinator” of the idea of the
work. With the help of recitation formulas, lamentations, the writer took upon
himself the responsibility to calm Ukrainians, sought to "resolve the existential
crisis that arose as a result of the loss"!'3, to find balance for the world, to
introduce the heroes (and recipients) into the rhythm of peaceful life, into the
natural rhythm, to ease the mental state, to identify moral alternatives for
Ukrainians. That is, the rhythm is an expression of the author's position.

Repetitions in the prose of Mark Cheremshina (the novella "May their
path be lost!") not only contribute to the understanding of the author's complex
thinking system, but also create a unique rhythmic pattern, perform semantic and
aesthetic functions. Here it is appropriate to note the stylistic gradations of
recitatives in the Ukrainian song epic, when the repetition of musical material
creates the effect of monotony, concentration on a certain psychological state.
The thrice-repeated rhythm of "May their path be lost!"!4, which has undisguised
signs of a curse, captures the key idea, the highest point of Hutsul emotional
experiences. This repetition, presented at the end of the work, maintains the
rhythmic integrity of the short story. The rhythm of this repetition, like, say, a
poetic form, for example, an order, strengthens the effect of influence and
persuasiveness. " A poetic word, like a sharp arrow, hits its target".!'>

And, undoubtedly, understanding this, Marko Cheremshina brings it to
the final part of the novel.
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Repeat three times "Is it true that the house has a headache?"!'® in the
final part of Mark Cheremshina's novel "Marichka's head hurts" forms such a
rhythmic platform that helps the hero to come to his senses, as if to go back and
try to rethink, try to immerse himself in the essence of what he has done and,
perhaps, come to his senses, because in a short time he had to be in various
emotional states state: "I jumped, hey scalded, and hid under the bed..."; "such
pity and shame crept up on me that now I would beat myself on a wine apple"; "I
leave the house and feel ashamed..." So, the rhythm in this short story plays the
role of a psycho-stabilizer for the main character, who must concentrate his
energy at a difficult moment for him, because "the world will fall on him".'"”

The morphological plane of Mark Cheremshina's prose is also
interesting from the point of view of rhythm. The verbs deserve special attention:
"The violins squealed, the landlords howled, and the landlords threw their voices
at the prince's feet..."!'8; "The moon kept him (heaven - L.G.) awake at night, ...
burned his ribs, blackened his face"!!?. The rhythm of verbs, which is fixed in
accents, carries information about progressive action, balanced movement,
creation, as well as about active changes, dynamics of a process or phenomenon.
Mark Cheremshina's rhythm also serves as a textual strategy.

Verb rhymes actively rhythm Mark Cheremshina's prose. The heroine
of "Zvedenitsy", emphasizes R. Pykhmanets, "saturates her language with verbal
forms clearly perceptible from a phonic pointof view, trying to give them magical
properties.".!?* Verbal rhymes, the researcher is convinced, have an additional
incantatory function. And in the above lines from Mark Cheremshina's short story
"For a young stepmother..." verb rhymes seem to express the rhythmic and
melodic structure of the work, outline the tendency to build the mood of prose
writing.

An important stylistic figure in the works of Mark Cheremshina is a
tautology: "peace is peaceful", "it will be sent", "roared with a roar", "we were
surprised by a miracle, we were amazed by a miracle", "they will freeze with ice",
etc. This is not only a way of organizing the text, but also a means of expressing
meaning, because in this way Marko Cheremshina emphasizes what is said,
conveys difficult, sometimes not without contradictions moments or
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circumstances; and due to the intonation of these fragments, the emotionality of
the work is enhanced.

R. Pykhmanets rightly remarks about the artistic features of Mark
Cheremshina's prose: "Rhythmic structures in wartime and postwar works have
significantly increased." And this is explained not only by the fact that the author
"turned to the creative imitation of carol melodies"'?!, as, for example, in the
works "Carol", "Kolyadnikam nauki", "Tuga", and not least because the
arrhythmia and cacophony of war do not coincide with the rhythms of peaceful
life. And therefore, it was necessary to strengthen the external (through the form)
and internal (through the content) manifestations of the rhythm of life in the
works on the military theme: "Nearby the cannons are thundering, but the
landlords and landlords ... are snoring on the turnips, which smile at them with
periwinkle leaves. It is clear that the battle is approaching...".!??

The active rank of peasants is dictated by a philosophy developed over
the centuries: to cultivate the land in time, to give it its due. To dig potatoes is to
preserve and increase harmony with the world, not to get lost in the maelstrom of
war, to be close to the earth, not to lose the power of the family. Hutsul logic and
wisdom are expressed in such arguments. The work of farmers and housewives
should be accompanied by royal songs'?3, however, their work is "accompanied"
by the thunder of guns. Having started the work with a description of the work
on the cotton fields, Marko Cheremshina purposefully brings to the fore the idea
of harmony of Ukrainians in relations with the world in this way.

Mark Cheremshina's. works are also rhythmized by the use of gay
chorus exclamations. As you'know, the change of the exclamation "oh" to "hey"
in rifle songs is "a small, but characteristic detail: there is a transition from
intimately pensive to cheerful and youthful".!?*

In the tonal structure of Mark Cheremshina's novels, where gay
exclamations are found, the major and vocative also dominate. The sound
emotion immediately complements the rhythmic characteristics of the writer's
works: "Swaying the bounds of the mountains, a gay oak cradle in a wreath"!>;
"Dawn washes them with dew, honey sleeps them"!?° etc. Gay is in a strong
position, in expressive connections with each unit of the phrase, which gives the
latter rthythmic completeness. The exclamation gay does not block a part of the
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sentence and does not delimit it, but logically connects the phrase, acting as a
kind of fast crossing.

The spiritual depth of Mark Cheremshina's works is encoded in rthythm.
Together with form-content factors, Marko Cheremshina manifests his position,
main idea, important conceptual ideas with the help of a rhythm formed on the
basis of Ukrainian folklore, ordered by the way of life of the peasants, which
reveals the life-affirming world-receptive instructions of the heroes of his prose,
affirms the idea of humanism, the victory of good, work and common sense over
war and destruction. Rhythm in the works of Mark Cheremshina performs
aesthetic and emotional-evaluative functions. It is thanks to the rhythm that the
writer's works are characterized by uniqueness and originality. With his prose,
the writer emphasized that rhythm marks literature, gives modernist works a
distinctive national color.

Studies using an interdisciplinary approach to texts with an intermedial
component are becoming more active in the modern scientific discourse. The
study of multi-level contacts between literature and music is designed to reveal
the artistic features of the texts, their correspondence to the stylistic trends of the
day. The musical paradigm of the prose of Ukrainian writers of the late 19th and
early 20th centuries. it is artistically realized at the visual, architectural, rhythmic,
melodic, story-creating, problem-thematic and other levels of text organization.
The works chosen for analysis testify to the organic unity of the musical
component with modernist trends in the development of Ukrainian literature.

Music appears as a means.of characterizing the heroes of the works,
expressing their individual traits. With the help of music, Ivan ("Shadows of
Forgotten Ancestors" by M. Kotsyubynskyi), Marusiak ("Stone Soul" by H.
Hotkevich), Larko ("In the Lords" by Stepan Vasylchenko), Mykolka, Petro
("Interrupted Strike" by T. Bordulyak), Petryk ("Carbs" by Mark Cheremshina)
immerse themselves in macrospace, comprehend the harmony of the universe,
the dialectic of the coexistence of good and evil. Music for them is a way of
emotional and creative "unfolding" of the soul, it is their own, which stands guard
over their identity, educates heroes to be humane, merciful, and kind. The voice
of Marusiakova's pipe ("Stone soul" by H. Khotkevich) is convincing in this,
which enchanted everyone who came to the Hutsul execution.

Involved in the artistic prose of M. Kotsyubynskyi, H. Hotkevich, O.
Kobylyanska, Mark Cheremshina, and others. a pipe, a violin, a trembita are not
only decorative elements used by writers to reproduce the ethnic flavor of the
work, but original images in which the moral and aesthetic primitives of the
spiritual culture of the characters were combined. The meaning of the images of
musical instruments is to express the character of a person who believes in nature
and God, respects and preserves traditions. Music is closely intertwined with
religious culture, it is a form of expression of moral and ethical beliefs, religious
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consciousness, realization of the spiritual potential of heroes, it reproduces
emotional experiences, intellectual thinking, ideas about the ideal.

The study of music making and connections with a musical
instrument significantly complements the concept of the hero of Ukrainian
prose, testifies to the artistry and originality of the character, opens new facets
of the complex system "hero - sacred world". The music connects the
characters to the ancestors; creating or perceiving the harmony of sounds, the
heroes get to know the environment, evaluate their own capabilities and
realize the desire to do good; they outline and contain the Ukrainian cultural
space, where moral norms and rules of conduct must be observed. The
connections between the prose heroes of Lesya Ukrainka, Mark
Cheremshina, and M. Kotsyubynskyi with nature, the writers' appeal to
Ukrainian folklore traditions form the rhythmic and melodic foundations of
literary texts, and lyricize the works.

Issues of multifaceted contacts of artistic works of Ukrainian writers
of the end of the 19th and beginning of the 20th centuries are raised. with
music are not limited to the mentioned texts and in the future can be projected
onto drama, poetry, in particular the works of Lesya Ukrainka, Oleksandr
Oles, P. Tychyna and others. The selected vector of interpretation of the
literary text should be applied to the treatment of various genre works of
modern Ukrainian writers.

Enska Olena

Candidate of Art (Ph. D), Associate Professor

Department of Musicology and Cultural Studies

Sumy State Pedagogical University named after A.S. Makarenko.
Ukraine, Sumy.

THE STAGE LIFE OF CHARLES GOUNO OPERAS
AND THE VOCAL AND PERFORMING ARTS OF FRANCE IN
THE 19TH CENTURY
CHEHIYHE KUTTSA OHEP IHTAPJISA I'YHO I BOKAJIBHO-
BUKOHABCBKE MUCTEIITBO ®PAHIIII XIX CTOJIITTS

A creative genius, a singer of sublime love, the most popular and
talented of modern composers, a bright light of modern art - this is how his
contemporaries spoke of Charles Gounod, many of whom recognized that the
author of the immortal “Faust” took a leading position in French music.
Having created one of the most popular operas in the world and entered the
history of world musical culture as the founder of the lyric opera genre,
Charles Gounod (1818-1893) had a significant influence on the young
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composers of France in the second half of the 19th century and largely
determined the path of further development of the national opera theater.

Considering the work of S. Gounod as a whole, it can be divided into
three periods: early (pre-opera), central (opera, 1850—1880) and late, devoted
mainly to the composition of sacred music. In turn, the central one has its
own stages: the first (1850 - 1858) preceded the creation of Faust; the second
(1859 — 1865) — from “Faust” to “Mireille” and “Romeo and Juliet”; the third
- from 1866 to 1880. Each of these stages is equally fruitful and is
distinguished by genre and thematic diversity.

Charles Gounod turned to opera when he was already a mature
master. Among the works he had written by this time were the cantatas “Mary
Stuart and Riccio” (1837), “Fernand” (1839), Symphonic Scherzo (1837),
piano quintet (1841), sacred music, piano pieces, songs and romances. Ch.
Gounod's first stage experience was “Sappho” (1850, post. 1851), which he
began creating at the age of thirty-two. By this time, G. Verdi had already
written 16 operas, and his “Rigoletto” was staged in the same year as
“Sappho”. At the time of the production of the first opera by the French
composer, R. Wagner was the author of The Flying Dutchman, Tannhéuser,
and Lohengrin.

The reason for writing the first opera was the meeting of Charles
Gounod in 1849 with Pauline Viardot (1821-1910). The singer not only had
a unique voice, but also high erudition in the field of theater and literature,
and was known as a composer, pianist and vocal teacher. Possessing a
brilliant vocal style, she was an excellent performer of the roles of Cinderella,
Rosina, Norma, and Lucia. Her greatest popularity was brought to her by the
role of Fides in J. Meyerbeer's The Prophet (1848), which was staged with
great success in 1849 on the stage of the Bolshoi Opera.

At one of the social receptions in 1849, P. Viardot heard C. Gounod
singing his romance. Having met the composer, the singer invited him to
write an opera in which she could perform the main role. She took upon
herself all organizational issues related to finding a librettist and staging the
future opera. Thanks to her patronage, the famous playwright Emile Ogier
(1820-1889) agreed to write the libretto, and the director of the Bolshoi
Opera, Nestor Rocplan, having secured a one hundred percent guarantee of
the success that Viardot predicted, decided to stage the future work on his
stage.

The plot about the ancient Greek poetess, which Gounod chose, was
well known in France. In 1822, the opera “Sappho” was written by A. Reich
(1776-1836), in 1840 by G. Paccini (1796—-1867). The latter was quite
popular, and many, when Gounod’s work appeared, unwittingly compared
both works. In addition, in 1850, when the composer was working on Sappho,
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the Parisian public became acquainted with the one-act drama of the same
name by F. Boyer. It is possible that the Parisians were also aware of the
drama “Sappho” (1818) by F. Grillparzer (1791-1872).

Gounod's appeal to the ancient Greek plot corresponded to one of
the features of the development of French artistic culture in the second half
of the 19th century. At the turn of the 40s and 50s, a wave of interest in
ancient themes began to rise. The tragedies of Sophocles and Euripides, as
well as the French classics (P. Corneille and C. Racine), are being revived in
the dramatic theaters of Paris.

It was with this repertoire that the rise of E. Rachel (1821-1853) as
a tragic actress was connected, whom G. Flaubert called “the daughter of the
purest ray of Greek poetry, which made the voice of ancient times heard”.'?’

The wave of fascination with antiquity, which increased noticeably
in the last third of the century, also affected the art of music. C. Gounod, after
“Sappho,” wrote music for F. Ponsard’s tragedy “Ulysses,” and 6 years later,
the mythological opera “Philemon and Baucis.” V. Masse created the opera
“Galatea” (1852), and G. Berlioz created the duology “The Trojans”, the
second part of which was staged on the stage of the Lyric Theater in 1861. J.
Offenbach uses ancient subjects for his-operettas. In the 70s, Gounod's
"Polyeucte”" and C. Saint-Saens' symphonic poems "Phaeton" (1873) and
"The Youth of Hercules" (1877) appeared. Later, J. Massenet wrote the
operas “Thais” (based on the novel by A. France, 1894) and “Rome” (based
on the novel by A. Parodi, 1912); E. Reye composed the opera Salammbd
(1890) based on Flaubert's plot.

Gounod's desire to write an opera based on an ancient Greek plot
coincided with the creative interests of his librettist. As is known, Emile
Ogier, along with F. Ponsard (1814—1867), was a representative of the school
of “common sense” - a direction that defended academic art. In an effort to
resist the extremes of romantic aesthetics, supporters of academicism wrote
most of their plays in the spirit of classical tragedies. Despite sharp criticism
from progressive writers, the works of these playwrights were performed
with great success in many theaters in Paris. Among them are “Ulysses” and
“Lucretia” by F. Ponsard, “Hemlock” by E. Ogier. Charles Gounod, who
always had a desire for classical clarity and logic, by coincidence began the
path of an opera composer in collaboration with these playwrights.

The premiere of Sappho took place on April 16, 1851 on the stage
of the Bolshoi Opera. As expected, the role of Sappho was performed by
Pauline Viardot, Faona by L. Gaymard, and Alcaea by Marie de Lisle. The
work was warmly received by both the public and critics. Its success was
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facilitated not only by the famous names of the librettist and the leading
actress, but also by the talent of the composer himself, who began to be talked
about long before the premiere of the opera. Pauline Viardot, in whose house
Gounod worked on Sapho during the summer of 1850, in a letter to M. Yu.
Vielgorsky, called Gounod a great composer, not yet known, but destined for
a great future. For J. Sand, who met Gounod in the house of P. Viardot and
who here for the first time heard a new work performed by the author, the
author of “Sappho” became the new Mozart, the first composer of the
century, a musical genius who would open a new era, and his first opera was
assessed by the writer as a masterpiece, the great, the only, the most beautiful
thing that can be. Music critics generally appreciated the new composition.
One of the warmest reviews belonged to G. Berlioz. Gounod later recalled:
“Berlioz wrote a review about Sappho - without a doubt one of the highest
and most flattering assessments that I have had the honor and happiness of
receiving in my entire career as a composer”.'?

Despite its initial success, the opera quickly disappeared from the
stage. This was largely due to the fact that P. Viardot was able to take part in
only seven performances, after which her contract with the theater ended. In
connection with her performance of the role of Sappho, newspapers of that
time wrote that Pauline Viardot is one of the most accomplished performers,
whom the whole world recognizes as a great opera actress. Music critics, in
connection with the performance of the role of Sappho, noted the singer’s
amazing talent and believed that his study would require many volumes of
“musical and dramatic aesthetics.”

After P. Viardot, the role of the main character of the opera was
transferred to the singer Mason, whose level of performance, according to
critics, was much lower. Experience showed that “Sappho” in its original
edition could not exist without the performer for whom it was created. After
three performances, the work disappeared from the Bolshoi Opera's
repertoire. Another reason for the short-lived stage life of Sappho were the
shortcomings of the libretto, as pointed out by some critics and even Viardot
herself. The amendments that I. S. Turgenev made to the text of the opera
could not correct the situation (during the period Gounod was working on the
opera, the writer visited the singer and actively participated in the discussion
of the music being created). T. Gautier, known not only as a writer, but also
as a music critic and librettist, made critical remarks in the article “Premiere
of Sappho”: “For unknown reasons, E. Ogier did not leave room for ballet in
his poem. This omission is considered unforgivable for the Greek plot".!?

128 Gounod Ch. Mémoires d'un artiste. 2018. P. 96-97.
129 Hillermacher P.Charles Gounod. Paris, 1906. P. 35.
60



Some time later, for a production in Covent Garden, Gounod
completed the ballet music and the expanded Gliser aria, which currently
remain unknown, since the score of these numbers was lost.

The revival of Sappho on the stage of the Bolshoi Opera took place
in 1858 in a new two-act version. This time the composer excluded the part
of Alcaeus. The performing cast also changed: A. Renard sang Faon, Marie
de Lisle was given the part of Pitea (instead of the part of Alcaeus), the role
of the main character was entrusted to her student, Desiree Artaud (1835—
1907), no less talented than P. Viardot. Her vocal skills, like the singing of
her famous predecessor, evoked rave reviews. Already during rehearsals,
Gounod foresaw the success of the new talent.

In 1884, the fourth edition of “Sappho” was made - a production was
being prepared at the Bolshoi Opera with the participation of the new rising
“star” Gabriella Krauss (1842—1906). The composer significantly expanded
the original version of the score, making the opera a four-act opera. Thanks
to Krauss' participation in the play, the stage life of Charles Gounod's first
opera was continued.

Gounod's career as an opera composer, thanks not only to his talent,
but also to his performing skills and the patronage of Pauline Viardot, began
successfully. He was one of the few who, without yet having the prestige of
an opera composer, made his debut on the stage of the main theater in Paris
and whose talent was immediately recognized. It is significant that on the day
of the premiere of Sappho,.the young composer received an order from F.
Ponsard for music for his tragedy Ulysses. The proposal of the famous author
of "Lucretia" was accepted. A few months later, the tragedy was a success at
the Comédie Francaise (the play ran for forty performances). Gounod's music
was highly praised by critics, including G. Berlioz. For a long time, choral
numbers were considered the best not only in the composer’s work, but also
among everything that was created in this genre.

In 1852, Gounod fulfilled another order from the Comédie
Frangaise, writing music for the comedy by J.-B. Moliére's "The Bourgeois
in the Nobility", which was also a great success. Another evidence of
Gounod’s recognition as an opera composer was the order of the Bolshoi
Opera for a five-act work. This was “The Bloodied Nun” with a libretto by
Eugene Scribe and Germain Delavigne (1790-1868), brother of the famous
French playwright Casimir Delavigne (1793—-1843), author of “The Sicilian
Vespers” . During 1852—1853, work was underway on a new composition.
The libretto of “The Bloodied Nun” was based on the Gothic novel by the
English writer M. G. Lewis “The Monk,” known to French readers from a
translation published in France (1799). In 1835, on the stage of the Porte-
Saint-Martin theater, a play by A. Bourgeot and J. Meillon called “The
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Bloodied Nun” was performed, not without success, in which the same
historical events were reproduced. This play, in turn, became the literary
source for S. Camarano’s libretto for G. Donizetti’s opera “Maria di Rudenz”
(1837).

At first, the libretto for “The Bloodied Nun” was intended for G.
Verdi. In September 1848, when the composer canceled his contract with the
Opera, according to which he was supposed to write music for the libretto of
Scribe and Delavigne. This proposal was later also abandoned by F. Halévy
and A. Grisar. Only four years later, when Gounod signed a contract with N.
Rokplan, the libretto came to him. After the success of Sappho, the director
of the Bolshoi Opera was confident that Gounod would cope with the task. In
connection with the proposed productions of operas by F. Halévy, J.
Meyerbeer and D. Ober, the future opera was planned to be staged no earlier
than the 1856-1857 season, but the plans of the theater administration soon
changed: “The Eternal Jew” by F. Halévy, “Louise Miller” by J. Verdi with
a French translation of the libretto and L. Niedermeyer’s “Fronde” could not
stay on stage, as a result of which already in September 1853 Gounod had the
opportunity to begin rehearsals for the still unfinished opera. Its premiere
took place on October 18, 1854.

Most critics considered the opera~a failure, blaming both the
librettists and the composer himself. -The author of one of the first
monographs about C. Gounod, P. Hillemacher, wrote: “The Bloody Nun!..
This name is enough to predict the gloomy and fantastic course of the plot in
which the events of the crusade unfold, preached by Pierre I'Hermite, an era
that does not add no interest, no color to the drama, as weak as it is
implausible. Nothing of Gounod's style remained in his failed work".!3°

F. J. Fetis assessed the opera more objectively and, along with the
shortcomings that he saw in the gradual depletion of musical inventiveness,
starting from the second half of the third act, the critic noted the extraordinary
beauty of some numbers. The author of the opera himself did not consider his
work a creative failure. In his memoirs, he wrote that the opera was a success
and brought in large fees. Gounod explained its rapid disappearance from the
posters (it was performed 11 times) by a change in the direction of the Opera:
the place of N. Rokplan was taken by the former director of the Opera-
Comique F. Cronje, who said that he would not tolerate this on the stage of
his theater.

In 1856, Gounod's creative life was marked by two important events.
At this time, the composer met with Jules Barbier (1822—1901) and Michel
Carré (1819-1872). The result of the meeting was the decision to write the
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opera “Faust” based on them. This was the beginning of a creative
collaboration that lasted for twenty years. In the future, Barbier and Carré
would collaborate with other composers (J. Meyerbeer, A. Thomas, C. Saint-
Saéns, V. Masse, J. Offenbach), but their union with Gounod would become
the most fruitful. In the same year, the composer, thanks to his librettists, met
the director of the Lyric Theater Leo Carvalho (1825-1897), who agreed to
stage Gounod's future opera.

The Lyric Theater was founded by A. Adam in 1847 under the name
National Opera. It received its second, well-known name in 1852. The
building was located far from the Grand Opera and Opera-Comique in
residential working-class neighborhoods. Therefore, unlike the main theaters
of Paris, the Lyric Theater did not have a permanent audience. From 1856 to
1868, the position of director was held by Leo Carvalho. Before starting his
career as an administrator from 1847 to 1855, he performed on the stage of
the Opera-Comique, but without much success, playing only minor roles.
Together with him, Caroline Miolan, who became his wife in 1853,
performed on the same stage.

From 1868 to 1871, the Lyric Theater was headed by J. Padelou. The
enterprise belonged to the category of state-owned enterprises and received a
government subsidy, the size of which, however, in comparison with the
subsidies to leading theaters was very modest. If the Grand Opera received
800 thousand francs a year, then the Lyric Theater received only 300
thousand. The funds allocated by the state were barely enough to pay the
singers. Due to the difficult financial situation, Carvalho was often forced to
enter into deals with composers who were not particularly talented, but had
the opportunity to pay for the production of their opera. To a certain extent,
this was detrimental to promising composers: productions of their operas
were postponed indefinitely (such, for example, was the fate of “The Beauty
of Perth” by J. Bizet), but such a policy allowed the theater to stay afloat.
Regardless of this, the theater played an extremely important role in the
cultural life of France.

The peculiarity of the location, the qualitative composition of its
audience, relative material independence from the state, as well as the
progressive views of Carvalho - all this contributed to the fact that the theater
soon after its opening became the most democratic. If the Grand Opera,
Opera-Comique, and Italian Opera strictly followed established traditions in
the choice of repertoire, then the Lyric Theater was not constrained by such
boundaries. Comedies and dramas, operas by modern authors and classical
composers, popular works and those not yet known to anyone were staged
here. This theater performed ‘“Richard the Lionheart” by A. Grétry,
“Orpheus” by C. Gluck in a new edition by G. Berlioz, operas by V. Mozart,
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“Fidelio” by L. Beethoven, “Somnambulist” by V. Bellini, “Rienzi” and “
Lohengrin" by R. Wagner, "The Trojans in Carthage" by G. Berlioz,
"Macbeth" by G. Verdi, first performed in French (the initiator of the
translation was Leo Carvalho), "Freischiitz" by K. Weber, which, after failure
at the Grand Opera in 1841 for a long time it was not staged on Parisian opera
stages; It was only in 1860 that it was resumed at the Lyric Theatre.

Another valuable aspect of Carvalho’s enterprise was that its stage
was accessible to any composer, including beginners. While it was extremely
difficult to get into the leading theaters - this required the patronage of an
influential person and one hundred percent guarantees for the success of the
performance - then the Lyric opened its doors to everyone. The Parisian
premieres of such operas as “Queen Topaz” (1856) and “Fairy Carabosse”
(1859) by V. Masse, “Master Wolfram” (1854) and “The Statue” (1861) by
E. Reye, and “The Silver Bell” (1877) C. Saint-Saens. Many of Charles
Gounod’s operas were performed here for the first time, including the
recognized best “Faust”, “Mireille”, “Romeo and Juliet”. From this stage
began the ascent of the opera composer J. Bizet: his “The Pearl Fishers”
(1863) and “The Beauty of Perth” (1867) were staged at the Lyric Theater.

By coincidence, Gounod’s first work performed at the Carvalho
Theater was not “Faust,” on which the authors worked with great inspiration,
but the three-act opera “The Reluctant Doctor,” written based on the plot of
Molicre’s comedy with a libretto by J. Barbier and M. Carré. As you know,
the work that had begun on “Faust” was stopped at the insistence of Carvalho
in connection with the upcoming grandiose production of the melodrama of
the same name at the Port-Saint-Martin theater, which was nearby and
competed. Leo Carvalho decided not to take risks and, as compensation,
suggested that Gounod write an opera based on any of Moliére’s plots.

The order was not random. Already at the end of the forties, many
Parisian theaters began to resume the classical repertoire. Plays by
playwrights of the 17th-18th centuries were now staged not only on the stage
of the Comédie Francaise, which carefully preserved the traditions of the past,
but also on the stage of “boulevard” theaters. Along with the dramas of V.
Hugo, P. Merimee, A. Musset, comedies, melodramas and vaudevilles of E.
Scribe, A. Dumas, E.-M. Labiche, as well as the works of representatives of
the school of “common sense”, the plays of P. Corneille, J. Racine, A.-R.
were increasingly performed. Lesage, the comedies of J.-B. sounded in a new
way. Moli¢re and C. Beaumarchais, who were contrasted with the modern
ones, who, according to J. de Nerval, had lost their laughter of bygone times,
their frankness, clear lines of characters, who had lost their satirical courage
and Gallic spirit.
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The premiere of “The Reluctant Doctor” took place on January 15,
1858, on the day of celebration of the 236th anniversary of Moliere’s birth.
Having turned to the genre of comic opera for the first time, Gounod created,
according to his contemporaries, a real masterpiece. The press reacted quite
favorably to the new composition. Critics wrote about the Gallic wit of the
opera's author, about the skillfully conveyed manner of the old masters, and
about the sophistication of the score. According to C. Saint-Saéns, “during a
short intermission, Gounod seemed to have picked up Mozart’s pen”.'3!

A columnist for the Brussels newspaper Le Minstrel, Deschamps
wrote: “The score is so rich in details that Gounod so deftly added to the
comedy “The Reluctant Doctor” that it attracted lovers of pleasant music who
pay tribute to the musician’s talent. To be precise, I must state that the public
has not yet fully appreciated such a delicate work, it is a matter of time”.!32

Bizet, who considered himself a student of Gounod, called the opera
the most charming example of what has been done in the comic genre since
Grétry, including Grisard. In his work, the composer successfully combined
the characteristic features of Italian opera buffa and the traditions of the
French school, modern language with-the features of Lully's style.
Immediately after the premiere, the opera won the sympathy of the public and
was performed about a hundred times in a row. Somewhat later, “The
Reluctant Doctor” entered the repertoire of the Opera-Comique, where it was
staged for more than thirty years.

During the period. of successful performances of Gounod's new
comic opera, the melodrama "Faust" in Port-Saint-Martin failed, and the
composer, having received Carvalho's consent, was able to resume work on
the embodiment of his long-standing plan. Gounod had been interested in
Goethe's Faust for many years. The first thought about creating an opera
based on this plot appeared during the young scholarship student’s stay in
Rome (1840). Here Gounod first read the famous poem in the French
translation by Gerard de Nerval. On the pages of the book, notes were made
regarding the future work. Even then, under the impression of night walks in
Capri, the composer had the idea of creating “Walpurgis Night”. Later, while
working in Paris at the Church of Foreign Missions (1843—-1848), Gounod
painted fragments of the scene of Marguerite in the temple. All of the
composer's further creative work, his early operas, including the unfinished
Ivan the Terrible, was a preparatory stage for the creation of Faust.

The opera premiered on March 19, 1859 at the Lyric Theater.
Initially, Guardi rehearsed the part of Faust, but two weeks before the
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premiere the singer lost his voice; he had to be replaced by Joseph Barbeau.
performer of the roles of Robert in “Robert the Devil” by Meyerbeer, Fra
Diavolo, George Brown in “The White Lady” by Boieldieu. D.-B. worked on
the role of Margarita. Ugald. Already during the first rehearsals, the singer
showed her talent, especially in the scenes in the temple and prison, but
circumstances changed dramatically: K. Miolan-Carvalho heard the part of
Margarita during rehearsals, Gounod’s music made such a strong impression
that she began to demand that Leo Carvalho give her this role. The director
did not have enough strength to resist his wife’s insistence and ultimately he
was forced to give in, despite a certain risk. There was an exchange of roles
between the singers: the role of Margarita went to Miolan, and D.-B. Ugald,
as compensation, received the role of the fairy Carabosse from the opera of
the same name by V. Masse, the premiere of which was being prepared at the
Lyric Theater (it was this role that Miolan-Carvalho rehearsed).

Having performed the role of Margarita, Miolan-Carvalho
experienced a real triumph. For the singer it was a kind of double debut:
firstly, starting with Faust, she became a regular performer of Gounod’s
operas, which were staged at the L. Carvalho Theater, and secondly, she
performed in a new role for herself. Before Faust; the singer was known as a
performer of comedic roles. Her excellent performance as Queen Topazin V.
Masse's opera of the same name, which was staged shortly before Faust in
the same theater, made her name especially famous and popular. However,
Margarita's party discovered new talents for Miolan-Carvalho. About her
performance, Gounod wrote in a letter to J. Bizet: “Madame Carvalho has
delightful discoveries: an aria ‘with pearls, many parts of the quartet, her big
duet with Guardi in the garden, a song at the spinning wheel in the third act,
etc. ... She perfectly plays the scene at the church, which is one of the best
places; she has great poses and movements here; she is charming in the eight
bars she sings in the first act, when Faust first meets her”.!

The role of Mephistopheles was played by Balanke. According to
Gounod, his acting, appearance and voice were perfect for the performance
of this fantastic and diabolical personality.

At the very first performance, the auditorium was divided into two
groups - staunch supporters of the new opera and opponents, who, without
waiting for the end of the performance, predicted the “boring music” to soon
be forgotten. From the auditorium, the controversy quickly moved to the
pages of the press. Gounod's work left no one indifferent. A variety of aspects
were vigorously discussed: the legitimacy of the lyrical interpretation of the
philosophical plot, the dramaturgy of the opera, the quality of the libretto, the
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orchestration... Despite the heated debates and the further constant reshaping
of the music by the directors in order to please the public, Faust continued its
triumphal march across Europe, occupying a leading position in repertoire of
many European theaters. Confirmation of the final victory of the opera was
the fact of its production in 1869 on the stage of the Grand Opera, for which
Gounod, as you know, completed the ballet music and a number of arias. By
tradition, this theater did not stage operas that were originally intended for
other stages. Faust and later Romeo and Juliet were among the rare
exceptions.

Having completed work on the lyrical opera, Gounod again turned
to the comedy genre. In 1859, the composer wrote a comic opera in three acts,
Philemon and Baucis, based on a fairy tale by La Fontaine. At first the work
was intended for Baden-Baden. In the small town, which was a pan-European
resort, a theater operated during the summer seasons, the director of which
was Eduard Benaze, known in musical circles as the customer and director of
Berlioz's opera Beatrice and Benedict. It was from him that in January 1859,
when rehearsals for Faust were underway, Gounod received an order for an
opera for a French troupe performing on the stage of the Baden theater. By
the summer of the same year, Philemon-and Baucis, with a libretto by J.
Barbier and M. Carré, was completely ready for production. However, its
premiere did not take place in Baden-Baden, as expected, but at the Lyric
Theater on February 18, 1860. Benaze was forced to transfer the score to any
of the Parisian theaters. By agreement with the author, the manuscript was
offered to L. Carvalho, who willingly agreed to stage the new opera in the
hope that, like Faust, it would generate good box office receipts. Benaze's
step, unexpected at first glance, was explained by the current political
situation - the unfolding of hostilities between Italy and the Austro-German
Empire and the entry of France into the war on the side of Italy. The
aggravation of political relations between France and Germany, as reported
by the press of the time, was the reason why "Gounod's score was tactfully
returned to its own territory in order to avoid deliberate failure".'3*

The production of Philemon and Baucis on the stage of the Lyric
Theater did not create any particular difficulties for Carvalho. Chamber in its
cast (4 actors) and small in scale, the opera did not require large expenses. In
addition, the musical embodiment of La Fontaine’s tale fit well into the
picture of the musical and theatrical life of Paris: in June 1859, the first long
series of performances of J. Offenbach’s “Orpheus in Hell” in Bouffe-
Parisienne ended; in the fall of the same year, Carvalho staged “Orpheus” by
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K. Gluck in the edition of G. Berlioz; The Opera-Comique staged “Galatea”
by V. Masse, which in some respects anticipated “Philemon and Baucis.”

Despite the fact that Gounod’s opera was written on a well-known
plot, and the part of Baucis was performed by Miolan-Carvalho, it went
almost unnoticed against the backdrop of the ongoing triumphant
performances of Faust. The opera was performed at the Lyric Theater only
four times, without arousing the delight of the public. Her level was
considered much lower than her predecessor. They wrote about the libretto
that it was devoid of any dramatic interest, but about the music itself they
spoke only as pleasant. J. Bizet, one of the few who was immediately able to
appreciate the new work. In connection with the cold attitude towards the
opera on the part of the public, he wrote with disappointment: “It is not
surprising that this wonderful tale of Ovid, so well retold or recreated by our
La Fontaine, does not provide sufficiently entertaining intrigue for our jaded
public; there is no action in it".!%

Success came to the opera only a decade and a half later. In 1876,
Gounod offered Philemon and Baucis to the Opera-Comique theater (its
director at that time was L. Carvalho). In the new-two-act version, the opera
ran for 188 performances. In 1880 it was staged in Russia on the stage of the
Imperial Opera at Emanuel's benefit performance, and in 1884 by the Italian
troupe of St. Petersburg.

As compensation for Philemon and Baucis, Gounod received a
second order from E. Benaze, and on August 3, 1860, the premiere of the
composer’s new opera entitled “The Dove” took place at the Baden-Baden
Theater. Its libretto, written by J. Barbier and M. Carré, as in the previous
opera, was based on one of J. Lafontaine’s fairy tales “The Falcon” (the writer
borrowed its plot from Boccaccio). Designed for the level of the Baden
public, both operas had much in common: genre, style, number of characters
and even the number of performances. The lineup of performers was also half
the same - Balanque and Miolan-Carvalho still sang here. At this time, the
singer was in Baden-Baden: in April 1860, due to the theater’s large debt after
the production of L. Beethoven’s Fidelio, which required huge expenses, and
the premiere of Philemon and Baucis did not pay for itself, L. Carvalho
resigned from his position , giving way to Charles Reti. Immediately after
this, Miolan-Carvalho entered into contracts with foreign theaters, including
the Baden one.

“The Dove,” like its predecessor, was received calmly — the public
did not show much enthusiasm for it. Music columnist for the Le Figaro
newspaper Bénédicte Jovin wrote: “It is just a trinket in the form of a piece
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of music, but an exquisite trinket”.!3¢ This is the Comedian, but it was
performed quite rarely.

It was only at the beginning of the twentieth century that Gounod's
three comic operas, which had been eclipsed by Faust in their fame, were
rediscovered. In 1922-1924 they were successfully performed in Monte
Carlo as part of S. P. Diaghilev’s “Russian Seasons”. The musical
arrangement of the spoken dialogues was performed by E. Satie (“The
Reluctant Doctor”) and F. Poulenc (“The Dove”). 1. Stravinsky, who,
together with Diaghilev, chose operas for production, wrote that first-class
works, which official theaters archived as outdated and uninteresting for the
general public, gave him great pleasure, especially Cimarosa’s “The Secret
Marriage”, the charming “Dove”, a small masterpiece “The Reluctant
Doctor” and “Philemon and Baucis”. The composer recalled about the latter:
“Listening to this opera, I succumbed to the charm of that highly original
aroma with which Gounod’s music is saturated”.!*’

In August 1860, immediately after the premiere of “The Dove,”
Gounod began to think about the idea of a new opera, turning to the biblical
story of the wise King Solomon and the Sabaean queen. The material for the
libretto by Barbier and Carré was the fairytale “Nights of Ramadan” by J. de
Nerval, which was part of the “Journey to the East” cycle. On February 28,
1862, “The Queen of Sheba,” a work of enormous scale (5 acts), written in
the tradition of “grand” opera, was performed on the stage of the Grand
Opera.

After the production of “Fidelio” with the participation of P.
Viardot, the Lyric Theater was still experiencing great financial difficulties
and was unable to stage Gounod’s new opera, which, according to
preliminary estimates, required considerable expenses. In this regard, the
composer offered his composition to the Grand Opera Theater. Rehearsals
continued throughout 1861 with long breaks (during this period, R. Wagner’s
“Tannhduser” was staged here, which, as we know, failed). When starting to
work on the opera, its authors set themselves the goal of making the work
spectacular. This explained a large number of stage effects and innovations.
Later, E. Hanslick described one of these scenes in his article: “In the second
act, a huge flaming furnace appears: the queen wants to be present at the
smelting of the metal. A whole sea of boiling lava pours onto the stage,
leaving only a small piece of the proscenium, which serves as a refuge for the
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performers. The stove flies into the air with a terrible explosion, and its fiery
contents spill across the stage, threatening an actual fire”.!38

This scene was filmed in Paris for safety reasons. Despite the
abundance of such bright scenes in the opera, the work, with the exception of
some numbers, was perceived by the public as boring and was not successful.
It did not find support among critics, who heard the influence of Wagner in
the music. This was, from their point of view, unacceptable for a French
composer. The work lasted only 15 performances, after which it did not
appear on posters for a long time.

If in Paris, imbued with the anti-Wagner spirit, the opera did not find
its fans, then in Brussels, where it was performed in a four-act version in
February 1863, it was a complete success. Numerous Brussels newspapers
then wrote about the warm reception of the performance. In 1900, the
Chateau Deaux theater, which later became the opera-Populair, debuted with
a repetition of “The Queen of Sheba,” but the unsuccessful production
strengthened the negative opinion that had been created about this opera. For
more than half a century it was crossed out of the repertoire lists. and only in
1962 did the Capitol theater in Toulouse resume her stage life.

After The Queen of Sheba, Gounod was simultaneously thinking
about the plans for two operas: Mignon and Mireille. Goethe's Mignon was
offered to him by the director of the Opera-Comique, E. Perrin. Gounod
agreed to this plot on one condition: the main role should be played by K.
Miolan-Carvalho. However, during this period, the fulfillment of the
condition was unlikely: in the fall of 1862, L. Carvalho returned to the Lyric
Theater. This meant that his wife could no longer participate in productions
of other theaters, thus creating competition for the Lyric. Gounod refused the
offer and opted for Mireille. E. Perrin's order was fulfilled a few years later
by Ambroise Thomas.

The opera “Mireille” was an important milestone not only in the
operatic work of Charles Gounod, but also in the history of the French opera
theater. It was written based on the plot of the poem of the same name by the
Provengal poet Frédéric Mistral with a libretto by J. Barbier and M. Carré.
The poet's name was well known in France. His work, written in Provengal
for the first time in many years and then translated into French, was perceived
as the beginning of the cultural revival of Provence. The poem, in which the
life of Provengal peasants, their customs and holidays is reproduced to the
smallest detail and which is filled with fantastic images of pagan beliefs and
legends in an original interweaving with Christian motifs, was called by
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contemporaries an encyclopedia of folk legends. Having chosen this literary
and poetic source, C. Gounod left Paris for a while in order to deeply study
the culture of the southern province. Getting acquainted with the history of
Provence, the life of the Provencals and their customs, listening to the
intonation structure of their music, observing pictures of pristine nature, the
composer spent the spring of 1863 in the vicinity of Arles - the village of
Saint-Rémy. He traveled to Avignon and Nimes, as well as to the Church of
Santa Maria, where the action of the poem took place. In Mayana, where
Mistral lived, the composer met with the poet and discussed with him the idea
of the opera. At Gounod's request, the author of the poem provided him with
the collections of Provencal folk songs available at that time. Some of them
were used in the opera.

The premiere of “Mireille” took place on March 19, 1864 on the
stage of the Lyric Theater. As in Gounod's previous operas staged on this
stage, the leading role was played by C. Miolan-Carvalho. Despite her
participation in the play, the first performance could not be called successful.
Neither the public nor music critics were able to appreciate the new work.
His stage fate, as in the case of Faust, turned out to be quite difficult. The
opera was repeatedly remade by both the author and directors of various
theaters. Many scenes were canceled and then reinstated; Even the ending
changed - to please the public, who did not want to accept the death of the
main character, the tragic ending was transformed into an optimistic one.

Already in the process of creating music, Gounod felt pressure from
others: Miolan-Carvalho demanded a brilliant style from the composer. Not
paying attention to this, the composer, who was far from Paris, continued to
implement his plan. However, after the completion of the opera, during the
rehearsals that had begun, he was still forced to make a number of changes
related not only to the persistent requests of the main performer (Mireille’s
virtuosic exit aria “The Blue-Winged Swallow” appeared as a concession to
her), but also to the demands of the directors. Young C. Saint-Saéns, who was
present at the premiere of the opera, an enthusiastic admirer of Gounod’s
talent, later recalled: “The work appeared before the public cut down and
distorted. Due to the banknotes and the singer’s uncertainty, the scene in Cros
was not a success, and the outcome of the evening was doubtful. Since then,
the work, which was difficult to recognize, has never been successful. They
cut it, changed the ending, then canceled it, then restored the fantastic scene.
I have never again experienced such a bitter feeling from the distortion of a

work that I liked so much the first time I listened to it.”.!%°
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In July of the same year, the opera was performed in a three-act
version on the stage of Covent Garden. In December, Mireille was revived at
the Lyric Theater in the author's second edition (the last three acts were
combined into one). The success of the opera came only during the period of
its productions at the Opera-Comique, in the repertoire of which it was
included starting in 1874. At first, Mireille was performed in four acts (with
a tragic ending), and since 1889 - in a three-act version. In 1901, the five-act
version was restored, with the exception of some numbers, the score of which
was lost. In its popularity, Mireille sometimes surpassed such operas as
Carmen, Manon, Mignon and Lakme. It was staged with great success on the
stage of the Opera-Comique until the theater closed in 1972.

The metamorphoses that took place in opera were explained by a
number of reasons. One of them was the limited capabilities of theatres, in
particular the Lyric. The director of the theater himself admitted that it was
impossible to implement some of the author's plans, according to whom, due
to the weak material base of his enterprise, the lack of developed machinery,
and the necessary scenery, he was forced quite often to make significant
changes when staging opera performances. 40

In particular, this concerned “Faust” and “Mireille”. Many critics
considered the weak staging of the fantastic scene to be one of the
shortcomings of Mireille. The magazine "Revue musicale" reported that the
third act, which shows the picture of the raging Rhone, the procession of the
dead and ghosts, the magic boat going under the water with Urrias, failed due
to poor staging. We find a vivid description of this scene in one of the letters
of I. S. Turgenev, who was present at the premiere: “It resembles a child’s
game: fat Urrias stands still for a good half hour and laments - a small
procession is visible, which consists of naked cardboard women with some
lights on the head; They, swaying, slide along the Rhone, other women - now
real - with whitened cheeks, either appear or disappear behind the scenes.
Then the carrier arrives, disguised as Charon, and Mr. Urrias disappears with
him. In short, a complete failure".'*!

The authors of many reviews, including Turgenev, believed that this
scene, which, in their opinion, slows down the development of the drama,
must be excluded in order to save the work, which was replete with beautiful
melodies, especially in the first two acts. Obviously, this criticism forced the
composer to return to his work and make a new edition that would meet the
requirements of the majority. Contrary to professional critics, who treated the
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opera rather coldly and called it a “sugar idyll,” the public received the opera
warmly, as evidenced by numerous notes published in newspapers of that
time. While the directors were reshaping Mireille, C. Gounod found a new
plot. In May 1864, Barbier offered him Schiller's Fiesco Conspiracy.

The composer set to work. Considering the criticism of the last
opera, he warned his librettist against his previous mistakes - delaying the
dramatic action.

At the same time as Barbier, Charles Gounod proposed collaboration
to E. Legouwe (1807-1903). The playwright hoped to co-author with Barbier
an opera libretto based on Corneille’s “The Cid.” Having received Barbier's
refusal, Legouvé asked the composer to create music for his drama The Two
Queens of France. Soon the order was completed. The play was supposed to
be staged at the Carvalho Theater, but for political reasons the drama with
Gounod's music could not be shown on time. Its premiere took place only
eight years later in 1872 at the Vantador Theater. The further fate of “Fiesco”
remained unknown.

At the end of 1864, Gounod had new ideas. He was attracted by two
subjects - Moliere's mythological comedy "Amphitryon" and Shakespeare's
tragedy "Romeo and Juliet". It was assumed that the libretto based on Moliere
would be written by E. Legouwe. However, Gounod, completely absorbed in
Shakespeare's tragedy, soon abandoned this idea. When starting work on the
opera Romeo and Juliet, the composer, as in the period of creating Mireille,
left Paris and settled in the Provencgal town of Saint-Raphael. In 1865, the
opera was completed (the authors of the libretto were still J. Barbier and M.
Carré). Once again, the score could not completely satisfy L. Carvalho, and
he demanded some changes. Gounod was forced to yield.

The premiere of the opera with the participation of K. Miolan-
Carvalho took place at the Lyric Theater on April 27, 1867. So, like “Faust”,
“Romeo and Juliet” provided worthy competition to the works of other
composers: on March 11, “Don Carlos” by G. Verdi was staged at the Grand
Opera; “Hamlet” by A. Tom was rehearsed here; On April 12, J. Offenbach’s
“The Grand Duchess of Gerolstein” was performed at the Variety Theater. In
the same year, J. Massenet made his operatic debut: his comic opera “Great
Grandmother” was performed on the stage of the Opera-Comique. At the end
of the year, “The Beauty of Perth” by J. Bizet was finally staged at the Lyric
Theater.

Like most of Gounod's works, Romeo and Juliet did not escape
criticism. If G. Lavoie called opera the pinnacle of Gounod’s dramatic career,
then A. Blas de Bury, a critic of the influential French magazine “Revue des
Deux Mondes”, in the article “Shakespeare and his musical interpreters”
reported that in opera there is nothing “for the heart, not for the senses, but

73



only from time to time elegant delicacies for the mind. There is a complete
lack of dramatic action, truthfulness, color, and originality in the depiction of
characters”.'#?

The author of the article did not forget to reproach the composer for
Wagnerism for the lack of melody and excessive clutter of details and
accessories. I. Turgenev gave a far from flattering review of the opera: “I am
completely disappointed. With the exception of the duet and a few passages
in the fifth act, everything seemed empty, contrived to me - at the same time
vulgar and pretentious, helpless, uneven, without a single character, in a
word, insignificant!'43

Contrary to negative assessments, Romeo and Juliet was a great
success and soon became the composer’s second opera, which was
recognized throughout Europe. It was performed 90 times at the Lyric
Theater in the 1867—1868 season; in July 1867, the opera was performed in
Covent Garden, at the end of the year - in the main theaters in Germany and
Belgium, and later in Italy and Russia. The success of Romeo and Juliet
cemented Gounod's reputation as France's leading composer. Thus, in 1870,
in connection with the opening of the opera house in Cairo, Paris
recommended to the Cairo government three candidates for writing the
premiere opera - G. Verdi, R. Wagner and C.Gounod. As you know, Verdi
received the order.

In 1869, at the request of E. Perrin, director of the Bolshoi Opera,
the composer gave him the scores of Faust and Romeo and Juliet. They began
staging the first opera immediately, but there was no certainty about the
second. In this regard, Charles Gounod turned to the administration of the
Opera-Comique and obtained its consent to stage Romeo and Juliet in the
period 1869—-1871. E. Perrin, not agreeing with the loss of a work beneficial
for the theater, demanded that the composer reconsider his decision regarding
the production of Romeo and Juliet. Having received Gounod’s refusal to
violate the existing agreement with the Opera-Comique, Perrin independently
negotiated with Du Locle, the director of the second theater, as a result of
which the score was returned to the Grand Opera. It was decided to stage the
opera in the 1870-1871 season. In addition, Perrin promised Gounod to stage
Polyeucte, the clavier of which was completely completed by the end of 1869.
These plans were not destined to come true. With the outbreak of the Franco-

142 Blaze De Bury H. Shakespeare et ses Musiciens. Roméo et Juliette de Gounod au
Théatre Lyrique // Revue des Deux Mondes Mai 1867.
https://www.revuedesdeuxmondes.fi/article-revue/romeo-et-juliette-de-m-charles-
gounod-au-theatre-lyrique/
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Prussian War, all theaters in Paris were closed (they resumed their activities
after the events of the Paris Commune). With the establishment of the Third
Republic, Perrin resigned as director of the opera, and the question of staging
Romeo and Juliet again remained open. Without losing hope of staging the
opera on the stage of the leading theater in Paris, Gounod again turned to the
director of the Opera-Comique Du Locle (at that time the composer was with
his family in England), but received a forced refusal: parallel negotiations
with Miolan-Carvalho, without whose participation Gounod could not agreed
to the production ended in failure. For the same reason, in October 1871,
Alanzier, the new director of the Grand Opera, was unable to stage the opera.
It was only in January 1873 that the Opera-Comique realized Gounod's dream
by staging Romeo and Juliet with the participation of Miolan-Carvalho. Until
1888, the opera was performed 289 times on the stage of this theater. In the
same year, the score was transferred to the opera, according to the traditions
of which the composer, as in the case of Faust, completed the ballet scenes.
The role of Juliet was now performed by the legendary Adeline Patti.

Some time after the creation of Romeo and Juliet, Gounod began to
hatch the idea of the opera Francesca da Rimini. The appeal to Dante was
closely connected with the events that took place in Gounod's personal life.
During the premiere of Romeo and- Juliet, the composer met the sculptor
Duchess of Castiglion Colonna;> who was known in Paris under the
pseudonym Marcello. Her talent'and charm aroused the respect of many
prominent representatives of the artistic and literary circles of France. For
some time, the sculptor and the composer had a close friendship. It was
Castiglione Colonna who initiated the creation of an opera based on a plot
from Dante. Work on the work proceeded quickly and with great inspiration.
The work was almost completed when Gounod's unexpected and painful
break in relations with Marcello in the spring of 1867 forced the composer to
first destroy the happy ending, in which Francesca and Paolo meet Beatrice
in Paradise, and replace it with Dante's, and in May 1868 to permanently
postpone the work in side. After this, Gounod directed his creative efforts to
create a new edition of Faust for the Grand Opera and to complete Polyeuctus.

The concept of the opera, the plot of which was based on P.
Corneille's tragedy "Polyeucte"”, as well as the first drafts date back to 1863 -
the period when "Mireille" was completed. Work on "Polyevct" continued
for several years. In 1869, the score of the opera was ready, and in 1870,
when Gounod was in London, its orchestration was completed. (The authors
of the libretto were still J. Barbier and M. Carré.) The opera premiered only
on October 7, 1878 on the stage of the Bolshoi Opera. It was not possible to
stage “Polyeuctus” immediately after finishing work on it - the events of the
Franco-Prussian War forced the composer to leave France and settle in
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England for a while. Upon returning to Paris in 1874, the production was
hindered by a scandalous story connected with the name of the English singer
Georgina Weldon, with whom Gounod, while in London, maintained friendly
relations. After the composer’s departure to his homeland and the breakdown
of his relationship with the singer, the manuscript of “Polyeuctas” remained
with J. Weldon. Claiming to be Paulina, she refused to return the score to the
author, declaring it and a number of other works her property. The notes were
returned to Gounod through court several years later. In total, the trial lasted
15 years and ended only thanks to the intervention of Queen Victoria.

The tragedy "Polyeuctus" was well known in France, as it was part
of the repertoire of dramatic theaters. In addition, in 1840, G. Donizetti’s
opera “Martyrs” was staged with great success in France (in the second
edition, made specifically for Paris); The plot basis for it was a play by a
French playwright. For many years this opera remained one of the most
popular. “Polyeucte” by C. Gounod, created thirty years later, had a different
fate: despite the success of the premiere (newspapers of that time reported on
the splendor staging and impeccable performance of the role of Paulina by
Gabriella Krauss), the opera fell into the category oflittle popular works. She
was presented 29 times, after which she no longer appeared on posters. Like
many of Gounod's works, "Polyeucte" caused opposing reviews from critics.
Some of them believed that the opera was in no way inferior to Faust and
even surpassed it in dramatic power and completeness of ensembles; others
criticized her for her feigned seriousness, abundance of prayers and choirs,
and called her monotonous and lacking interest in life. The composer himself
considered “Polyeuctus” his best work, since in it, as he believed, Christian
ideas were most clearly expressed. In one of his interviews given to an
American journalist, Gounod said: “According to my deep conviction, only
in religious feelings and ideas is the art of music able to find sublime and
noble forms for itself... In all my operas you can trace this consistent religious
line. Examples: the scene in the church in Faust, Polyeuctus - an entirely
spiritual opera”.'#

Gounod's new work, which was created under the Second Empire
and presented during the Third Republic, also caused a resonance in political
circles. Supporters of Bonapartism called the opera majestic, the opposite
side sarcastically asserted that “Polyeuctus, the great saint created by
Corneille, suffered martyrdom under Donizetti and was buried by
Gounod”.'®

144 B.B. Hekpouor. Ilerep6yprekas razera. 1893. 9 okr. Ne 277.
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One of the music observers of that time explained such a squabble
of opinions by the fact that it was during this period that the spirit of
clericalism and monarchism, which hindered the spread of republican ideas,
were terrible for France. In all likelihood, the political situation in the country
nevertheless played a certain role in the fate of the opera.

During his stay in London, Gounod once again turned to the work
of J.-B. Moliere, deciding to write an opera based on the prose text of his
comedy “Georges Dandin”. The composer set himself the goal of showing
the advantage of prose over poetic text. He shared his thoughts on this matter
in one of his articles: “Prose does not contradict the use of musical rhythm.
Rhyme is not needed for the overall impression. Prose has enormous
advantages, it eliminates uniformity and monotony, each syllable can have
its own measure, its own weight, rigor in expressing the truth and fidelity to
language... Prose will lead to the creation of more concert and symphonic
forms, the orchestra will be brighter”.!46

For French musical theater of the second half of the 19th century,
this idea was relevant. The search for new means of expression, thanks to
which it would be possible to accurately, like literature, convey the meaning
of what is happening and reveal the inner world of the hero, led to the use of
a prose libretto. A representative of’ the naturalistic school, A. Bruno,
developing the idea expressed earlier by his compatriot and defending the
new movement, later argued that there is nothing more natural and beautiful
than the combination of literature and music, that only prose can bring the
composer freedom of phrase, freedom of inspiration, freedom of art, freedom
forms, complete, luxurious and final freedom.

When creating a new work, Gounod counted on the Opera-Comique.
In the winter of 1874, Georges Dandin was offered to Camille Du Locle
(instead of Mireille, which the theater director was going to stage after the
premiere of Romeo and Juliet). The administrator's decision was positive.
Two months later, when Gounod had orchestrated most of the numbers of the
new opera, the composer was informed that Du Locle had changed his mind
about the revival of Mireille. This meant that the theater administration
refused to stage Georges Dandin. In a letter addressed to the director of the
Opera-Comique, Gounod expressed his regret and in a caustic form declared
mourning for the opera, placing all the blame on the theater.'4’

The work remained unfinished, and yet it played a role in the
development of French opera. A. Bruno and C. Debussy followed the path

146 S, Beecsernoe 0603penue. HoBoe npounssenenue I'yHO M €ro uieu o My3bIKe //
CII6 Begomocth. 1875. 22 okr. Ne 283.
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outlined by Charles Gounod, creating operas based on prose texts 15 years
later. In May 1876, C. Du Locle was removed from his post due to the
bankruptcy of the theater. Despite the fact that the Opera-Comique staged
operas that were successful - among them were Romeo and Juliet, Philemon
and Baucis, Carmen - Du Locle was unable to cope with financial difficulties.
His successor was Carvalho. Hoping to regain the success of past years, in
the early autumn of 1876 he turned to Gounod with a proposal to write an
opera for the theater. The composer created the five-act work based on the
popular novel “Saint-Mars” by Alfred de Vigny in the 1930s (different
sources indicate different periods - from three weeks to two months). The
first rehearsals began in January, and on March 5, 1877, the premiere of
Saint-Mars took place on the stage of the Opera-Comique. For the first time
in many years, Charles Gounod replaced his regular librettists. In 1872, M.
Carré died, and further relations with J. Barbier became increasingly strained.
The composer offered cooperation to the famous librettists of the late
twentieth century P. Poirson and L. Galle (the latter of whom is known as the
author of the librettos of operas by Bizet, Massenet, and Saint-Saéns).

The premiere of the opera was successful, but later the work
experienced very moderate success. Even in the second four-act version,
Saint-Mars could not win the favor of the ‘public not only at the Opera-
Comique, but also at the La Scala theater, where the opera was staged in
January 1878. Music critics assessed Gounod's new work differently. On the
one hand, the shortcomings of the opera were noted: genre uncertainty, lack
of vivid individual characteristics of the characters, lack of drama, lack of
bold novelty of techniques. On the other hand, they talked about such
advantages of the new composition as poetic beauty, inspiration; popularity
and a long stage life were predicted for him. One of the music observers
wrote: “In the music of Saint-Mars, everything is arranged with the greatest
grace and elegance; the harmonies are certainly beautiful; the instrumentation
is subtle and masterful... Probably, “Saint-Mars” on our stage will be an
addition to “Mireille” and “Romeo and Juliet”.'*8

During the summer of 1877, Gounod, while creating the second
edition of Saint-Mars, simultaneously worked with Galle and Poirson on a
new work. The five-act opera, the plot of which was based on the well-known
story of Abelard and Heloise, was called “Maitre Pierre” (in the press of the
19th century its second name is mentioned “Heloise and Abelard.”)
Discussing about his composition with E. Hanslick - the conversation took
place in 1878 year, the composer reported that “the opera will not be an

148 Tayep K. I1. Teatp u my3sika. «Cen-Map» T'yno. [lepsoe npexcrasienue //
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ordinary continuation of a love duet, it is rather a personification, the
embodiment of philosophical and religious ideas”.'#

In the summer of 1878, when Gounod orchestrated almost half of
the opera, the director of the Bolshoi Opera, A. Alanzier, who did not approve
of the composer’s new plan, offered him another libretto by A. d’Ennery and
J. Brezil - “Tribute to Zamora,” originally intended for G. Verdi. Gounod,
having accepted the offer, postponed “Maitre Pierre” for an indefinite period
of time (only some time later, the composer arranged the musical material of
the unfinished opera into the “Dramatic Suite for four parts”).

“Tribute to Zamora” was the last opera of Charles Gounod. Turning
to the events of the Spanish-Arab War (9th century), the authors focused on
personal drama. Work on the opera turned out to be lengthy: it was completed
in 1880. This was largely due to the low quality of the libretto, the authors of
which did not have sufficient professional experience. Gounod was forced to
demand that the librettists make significant changes to the text during the
creation of the music.

The opera premiered on April 1, 1881 on the stage of the Bolshoi
Opera. The main role, as in Polyeucte, was performed by Gabriella Krauss.
Its enormous success ensured that the opera ran for 50 performances. Despite
the wide popularity of the music for a long time, music critics greeted
Gounod's new composition coolly: According to many of them, the composer
not only did not say anything new, but returned to the old number structure,
and in style resembled the operas of Verdi and Donizetti.

After the completion of his last opera, Charles Gounod stopped
working in this genre, devoting his further creative activity to the creation of
sacred music. However, from time to time he returned to old works, making
new editions. Thus, in 1884, the composer convinced the administration of
the Opera to stage “Sappho” on the stage of this theater in a new, significantly
expanded version, made especially for G. Krauss, who was to perform the
main role. In 1888, “Romeo and Juliet” was performed on the same stage
with added ballet numbers, and in 1889 “Mireille” was staged at the Opera-
Comique.

Despite the voices of critics heard from different sides, accusing
Gounod of either Wagnerism or excessive academicism, despite the
reshaping of his operas by the directors, which caused certain damage to the
works, the fate of the opera composer was extremely successful. Let us recall
that G. Berlioz never saw his “Trojans” in full (during the composer’s lifetime
only the second part of the duology was staged); J. Bizet sought the

199 [Tur. no: Huebner S. Les operas de Charles Gounod. Paris : ACTES SUD, 1994
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production of “The Beauty of Perth” for a long time, and real recognition
came to him only after his death; C. Saint-Saéns could not stage the opera
“Samson and Delilah,” which is recognized as his best work, in Paris, and its
premiere took place in Germany. If Ch. Gounod's contemporaries
encountered great obstacles on their way, his creative destiny took a different
turn. He made his debut at the Grand Opera, his talent was recognized
immediately. His operas were repeatedly staged not only by theaters in Paris,
but throughout Europe. In France, Gounod was considered the first figure in
the art of opera. The composer's works were staged during his lifetime and
gained wide popularity. Opera performers contributed greatly to this. With
their talent and inspired performance, they dissolved the conventions of the
operatic genre, creating vivid images on stage and bringing aesthetic pleasure
to the audience. It is impossible to overestimate the outstanding role of
Pauline Viardot, thanks to whom Gounod launched his career as an opera
composer and who provided the conditions for his debut. Thanks to the
singers with whom fate brought Charles Gounod together, his operas had a
long stage life, and the composer had the good fortune to witness his own
triumph throughout his life.
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The paper is devoted to the analysis of the state cultural policy in the
context of development of socio-cultural space. Scientific research is based
on understanding of the basic values, the place and role of culture in the
modern world, its true significance for the state, which claims the title of
civilized, and therefore understanding of culture as a priority of the state
policy. Therefore, the aim of the paper is the generalization of the Ukrainian
experience of state cultural policy and identification of the significant
achievements in this area. Methodology. The methodology of science of
interdisciplinary level is applied in the research. The integration of
interdisciplinary knowledge and the unification of disparate characteristics
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into the system allowed to obtain the new scientific knowledge in part of
cultural policy characteristics on different sides and of view of the Ukrainian
cultural policy in its entirety. The paper analyzes the main milestones of the
Ukrainian cultural policy formation from independence to the present. The
main achievements and imperfection of the state cultural policy in the
political, cultural, institutional and financial aspects are summarized.

Results. It is concluded that despite the failure of systemic cultural
reforms in the past, a number of important changes have taken place in the
cultural policy of Ukraine. The state cultural policy acquires signs of integrity
and system. An organic entry into the context of the European system of
values with the preservation and development of the own cultural heritage
takes place. Value / originality. Analysis and systematization of the reformist
projects and institutional decisions of the cultural policy of Ukraine in 1990-
2023 can be used as the theoretical addition to research of the field of state
cultural policy of Ukraine. Practical implications. From our point of view, the
practical implications of the cultural policy research will help to get closer to
understanding the reasons of the many reforms failures, to find the new
effective practical solutions and to develop-optimal approaches for the future
state cultural policy of Ukraine.

“The authority of a strong state is determined not only by its military
and political influence on the world arena, but also by the possessed cultural
potential” [5]. Today, culture should be considered as one of the powerful
drivers of the state social and economic development. “Cultural policy cannot
and should not be a “residual sphere” of the state policy, as its potential can
contribute to many tasks” [13, 217]. We cannot disagree with the view of S.
Zdioruk, published in the analytical study “Cultural policy of Ukraine: the
national model in the European context”, that “modern, inherent in European
society understanding of cultural functions, its role in public life goes far
beyond vision as a sphere of pure art, aesthetic and spiritual pursuits,
preservation and nurturing of folk traditions”, although these branches, of
course, do not lose their significance”.'>

The need of cultural policy research as an independent branch of
theoretical knowledge has become relevant in the recent years due to the
necessity of the search of new effective practical solutions in this area.

The research degree. The state cultural policy is defined as a set of
principles and norms that are guided by the state for the preservation,
development and dissemination of the culture. Cultural policy is understood

150 31iopyk, C., quteunenko O. KynbTypHa nonituka Y KpaiHu: HalioOHaIbHA MOJIENb
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as a purposeful activity in the field of culture and a sphere of social activity
related to the state, its administration, power, i.e. that part of political activity
(politics) which concerns the cultural sphere.

The need to study cultural policy as an independent field of
theoretical knowledge has been actualized in recent years in connection
with the demand and the need to find new effective practical solutions in
this sphere.

Now, in the conditions of Ukraine's resistance to Russian
aggression, culture is becoming one of the pillars of the country's national
security, the very invasion of the Russian Federation into Ukraine became the
catalyst for an unprecedented reassessment of worldview orientations in
public consciousness.

Various aspects of the cultural policy’s formative factors have been
studied by both foreign researchers (C. Landry, S. Mandy, E. Toffler, etc.)
and Ukrainian scholars (V. Andrushchenko, Y. Bohutskyi, T. Wozniak, O.
Grytsenko, L. Huberskyi, S. Zdioruk, I. Kostyria, M. Mykhalchenko, M.
Khudolii, etc.). However, the cultural policy of Ukraine has not been the
subject of a special study of Ukrainian philosophers; culturologists, political
scientists, economists, and legislators. Therefore, the purpose of scientific
research is to generalize the Ukrainian experience of cultural policy and
identify significant achievements in this_sphere, which, from our point of
view, will be addition for the theoretical basis in this area and will help to
understand the causes of many reforms failures and will contribute to optimal
approaches to future state cultural policy.

The methods of interdisciplinary methodology have been applied in
order to achieve the goal. As interdisciplinarity shows what is inaccessible
within a single science with its specific, narrowly oriented object, subject and
research methods. Additionally, the modern science is in transformational
processes.

Interdisciplinarity is not only a simple borrowing of methods, tools
from other sciences (disciplines), but also the integration of the last at the
level of construction of interdisciplinary objects, subjects, processing of
which allows to obtain new scientific knowledge. It also allows to get an
explanation, a new reading, if not all, then most of economic, political and
cultural processes and phenomena, to reveal previously unnoticed patterns.

To analyze and summarize the state cultural policy experience we
have applied the methods of the empirical level, namely inductive
generalization. The formation of the empirical basis of the theory requires the
theoretical interpretation of the basic empirical dependencies and facts, the
further development of the original scientific abstractions. Theoretical
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activity organizes the empirical one, predicts and draws new facts into the
circle of research.

The theoretical knowledge reflects the object at the level of its
internal connections, patterns of formation, development and existence. At
the theoretical level, cognition generalizes empirical data, establishes the
significance and practical value of certain research methods, reveals the true
relationship between empirical data and existing theories, formulates new
generalizations and conclusions within theories that previously existed. It
reproduces the phenomena or processes mechanism, which provides an
opportunity to explain the established facts, as was done in this research.

The basis on the interaction and unity of the empirical and
theoretical, the availability of forward and backward linkages between them
allowed to explore the cultural policy as an integrated system.

2. The review of the reform projects and practical measures in
the field of cultural policy of the first decades of independent Ukraine

At the time of gaining state independence, the Ukrainian culture
was, in fact, postcolonial in nature: “the cultural space was still dominated by
the public spheres of the former metropolis with their non-Ukrainian content
and identities, and many citizens of the newly formed state had a nominal
Ukrainian identity, preserving Soviet.or Russian identity”.!>!

Such situation was considered by the political and cultural elite as
a serious problem that had to be solved by means of state policy. There were
also other problems in the transition period in the Ukrainian culture due to
the fact that “most of then existing cultural and media centers were formed in
a state-planned economy and could not cope with a market economy,
especially during an economic crisis and hyperinflation™.!52

So, the matter of the sphere of culture and state humanitarian policy
reforming became obvious. However, for almost twenty-five years, there has
been only a declaration of the state cultural policy course change. The
guidelines and goals that were set by the “reformers” for themselves and for
culture were not entirely effective for a number of reasons.

The researcher O. Grytsenko in his monographic study “Cultural
Space and National Culture: Theoretical Understanding and Practical
Formation™ highlights among such reasons “the focus on ready-made recipes
for solving the problems that were often uncritically borrowed from the

51 Tpuuenko, O. KynbTypuuii mpoctip i HalliOHaIbHa KyJbTypa: TEOPETHYHE
OCMHUCJICHHSI Ta TpakTHuHe (opmyBaHHS: MoHorpadis [ncmumym Kynsmyponoeit

HAM Vxpainu URL: https://icr.org.ua/wp-
content/uploads/2020/06/Book 2019 Grytsenko Kulturny prostir i nacionalna cu
Itura.pdf
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Soviet past or from the experience of “real” European countries, <...>
worldview contradictions between the bearers of different ideas about the
nation, national culture and identity, different value systems and ideological
guidelines <...>.!33

It is needless to mention that there are different interpretations of the
concepts of “national cultural space” and “national cultural product”.
Moreover, there were also a number of economic and administrative
problems. Utilities, numerous state institutions and cultural enterprises, as
well as hundreds of thousands of their employees, could no longer be
maintained in a planned economy as before. The format of their activities has
lost its ideological justification and economic basis. It is also worth to
mention the unequal competition of the national cultural product with the
globalized world market, which after the declaration of independence of
Ukraine gained free access to our mass consumer.

However, despite the difficulties and contradictions, the process of
Ukrainian cultural space formation has been taken place. It was a complex
and painful process of implementing state policy in the field of culture, which
marked several conditional stages.

The first stage of the cultural policy ofindependent Ukraine took
place in the conditions of the planned economy dismantling, privatization
process in the various cultural branches (film production, book publishing,
etc.) in combination with hyperinflation and a sharp decline in the purchasing
power of the population. In addition, there was a real prospect” (for many, it
was the threat) of its returning to the periphery of Western or Russian cultural
space” [3]. On the other hand, the introduction of “Ukrainian-oriented” state
policy was hindered by the now (mostly) privatized cultural industries of
Russia, which took on the role of the cultural mediator between the world and
the former Soviet republics.

Music, movies, literature, etc. existed mainly in the Russian
translation or duplication. Russified influence acquired a market (and
political!) format. “Accordingly, at the beginning of the 21st century, the
Ukrainian culture has not gained the ability to effectively fulfill its role in
social development, has not become a decisive force in the national identity
formation of the majority of citizens, nor in building of the creative potential
of society. It has not even become a leader in meeting the cultural needs of
the population of Ukraine”.!>4

The first legislative act of independent Ukraine in the sphere of
culture was the “Fundamentals of Ukrainian Legislation on Culture”, adopted
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in February 1992. However, most of the principles proclaimed in the law
were declarative and post-Soviet in nature. The problem or task of the cultural
space reforming was not proclaimed in this legislative act. The main attention
was paid to the development of cultural ties with the Ukrainian diaspora.
Unfortunately, almost none of the promised, except of the establishment of
several cultural centers at the embassies of Ukraine, with minimum funding
and opportunities, were implemented. The declared provisions were not
supported by legal actions during the next few years. The state policy on the
Ukrainian culture development was mostly inertial.

In 1997, a Resolution was issued approving the “Conceptual
directions of the executive bodies’ activity on the development of culture”. It
was important to state the need of the cultural sphere comprehensive
reforming. Patriotic rhetoric is rising; however, the document shows a
tendency of reducing of the government specific commitments.

“Strictly speaking, at least some of these regulations can be
considered as reformist, as they were aimed to regulate the various cultural
institutions activities in the new market economy and to ensure the continued
existence of numerous mini-public spheres formed around theaters, houses of
culture and libraries in Soviet times. “Revenues from paid services have not
become a significant source of income for cultural institutions — they continue
to depend on state or local budgets®.'>

The next stage of cultural policy is linked with the cultural reform
project. In March 2005, the Verkhovna Rada of Ukraine adopted the Law of
Ukraine “On the Concept of State Policy in the Field of Culture for 2005-
20077.1%, It was adopted in a second attempt (the first was stopped by veto
of the President Leonid Kuchma). The project was declared to be serious,
however, the principles of state policy declared in the Law contained only
general principles of “transparency and publicity”, ‘“democracy”,
“deideologization and tolerance”, “system and efficiency”, “innovation”, in
which, in fact, there is no cultural specificity.

Attempts to update the state cultural policy and to provide more
favorable conditions for the national culture development were intensified
after the “Orange Revolution”. The first strategic document of the new
government in the field of cultural policy is the Decree of President
Yushchenko Ne. 1647 dated November 24, 2005 “On the priority tasks of
enrichment and development of culture and spirituality of Ukrainian society”.
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It was established the National Council of Culture and Spirituality under the
President of Ukraine with the aim of developing a “national action program
for the enrichment and development of culture and spirituality of Ukrainian
society”. The aim of the document was to change the priorities in the state
cultural policy. In fact, “Roadmap for the Program of Enrichment and
Development of Culture and Spirituality of Ukrainian Society” was proposed.
But the document was never approved, as Viktor Yanukovych had different
vision of public policy in the field of culture after the 2006 re-election.

General approaches to state support of culture have not changed
significantly. However, this does not mean that during those years there was
no development of national culture. During 2010-2013 years the cultural
multi-vector was returned. The Law of Ukraine “On Culture”!'>” was finally
adopted in 2010 and entered into force on January 1, 2011. The main legal
acts of the Law demonstrated both positive changes and a number of threats
to the Ukrainian culture. The Law has contributed to the legal interpretation
of concepts such as the national cultural space and its integrity. The law
recognized the lack of unity of the cultural space of Ukraine. The matter of
ensuring the protection of cultural values and cultural heritage objects that
are the property of Ukraine and are located in other countries was also raised.

This period of time was marked by several essential features. On the
one hand, this is the last peak before the rapid fall of Yanukovych. On the
other hand, the team had certain ambitions, including the desire to reform
cultural policy in Ukraine. The Art Arsenal (Kyiv), “Isolation” (Donetsk) was
opened, the Rinat Akhmetov Foundation launched the country’s first and
only grant program of cultural support — “Culture for the Eastern
Partnership”, PinchukArtCentre and a network of small cultural
organizations were created. The cultural critic K. Botanova accurately noted
in her paper “Not crossing this line was a matter of honor and the players on
both sides despised and did not notice each other”.'

In addition to these positive decisions, the autho-rities were
“systematically” solving the language problems in Ukraine by adopting the
law “On the Principles of State Language Policy”, which strengthened the
position of the Russian language in Ukraine’s cultural space. In this sense,
the Maidan, which undoubtedly divides not only the last decade but also the
entire history of Ukraine since 1991 into two unequal parts, was a great
revolution in people’s attitudes toward their state and, accordingly, a

157 3akon Yxpainu «IIpo KynsTypy» Bimomocti Bepxosnoi Pamu Ykpainu (BBP).

2011. Ne 24. c1.168. URL: https://zakon.rada.gov.ua/laws/show/2778-17#Text

158 Boranopa, K. (2019) KyiasTypHa NONITHKA OCTaHHBOI JEKauu: SK SKATH 3
TMOCTIIHO BinkpuTHM BikHOM MoxxymBocTeid URL: https://lb.ua/culture/2019/12/23/445
542 kulturna_politika_ostannoi.html
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revolution in cultural policy. The Maidan as an action and as a symbolic
gesture of citizens regaining control over their own state lifted the taboo on
the concept of state power, governance, politics.'>’

In 2014, the new people were involved to the public administration,
making it more open, negotiable and simply human. Also the opportunities
were opened for the whole layer of activists and NGOs for more directly and
transparently influence and advocate for cultural policy changing. It turned
out that the experience of the non-governmental sector in previous years,
networking, self-organization, international cooperation — this was also the
creation of cultural policies, effective steps to support, protect, develop
various forms of cultural activities. Since 2014, this experience has been
implemented in various attempts to create long-term cultural strategies, the
most important of which were the Assembly of Cultural Figures and the
Culture 2025 initiative.

Thus, starting from 1991, the Ministry of Culture of Ukraine, as the
central body of executive power, underwent a number of reorganizations Fig. 1.1:

Fig. 1.1. Historical reorganization of the Ministry of Culture and
Information Policy

The main institutions of state regulation of cultural policy in Ukraine
include the Verkhovna Rada, the Cabinet of Ministers, and the central body
of executive power in the field of culture since March 2020 is the Ministry of
Culture and Information Policy (MKIP). This Ministry "ensures the
formation and implementation of state policy in the fields of culture, state
language policy, popularization of Ukraine in the world, state foreign
language, information sovereignty of Ukraine (in terms of powers to manage

159 Tam camo.
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the integral property complex of the Ukrainian National Information Agency
"Ukrinform") and information security, and also ensures the formation and
implementation of state policy in the fields of cinematography, restoration
and preservation of national memory, international relations, religion and
protection of the rights of national minorities in Ukraine, arts, protection of
cultural heritage, museum affairs, export, import and return of cultural values,
the ICIP is the main a body in the system of central executive bodies that
ensures the formation and implementation of state policy in the field of
television and radio broadcasting, information and publishing, in the field of
tourism and resorts (except for the implementation of state supervision
(control) in the field of tourism and resorts)".

As we can see, the complex path of restructuring the work of the
Ministry was the result of conducting a global functional audit of three (and
then two) ministries, as well as the separation of policy-making functions that
remained in the ministry and policy implementation, which are carried out by
other central executive authorities.

There are at least three important points in unsuccessful history of
cultural strategizing. First, it is the experience of consensus-seeking and
advocacy in the public cultural sector. A standard democratic practice to
negotiate and put pressure on the government was not easy for the Ukrainian
cultural sector. However, the constant public activity since 2014 has made it
possible to introduce transparent tender procedures, expert councils to make
key decisions and allocate budget funds, and to create new institutions (the
list can and should be continued).

Secondly, the concepts of “strategy”, “cultural policies”, “long-term
planning”, “public-private partnership”, “open access” and many others have
not only become an integral part of the vocabulary of all state institutions (we
still remember that even five years before it was beyond imaginary), but also
began to be applied.

At the same time, after Euromaidan, the criticism of the state’s
cultural policy was intensified. In the spring of 2014, with the efforts of public
“agents of change” and the new “revolutionary” leadership of the Ministry of
Culture, with the support of the EU Eastern Partnership, the development of
a “new cultural strategy” of Ukraine was began. The significant result of the
two years of “negotiations, discussions, quarrels and accusations of
incompetence, unwillingness to dialogue, and even nationalism”!%® was the

10 'punenko, O. KynbTypHuii 1IpocTip i HallioHaIbHa KyJIbTypa: TEOPETHYHE
OCMHCIICHHS Ta NpakTHYHe (QOpMyBaHHSI: MOHOTpadis [ncmumym Kyaomyponozii
HAM Yxpainu URL: https://icr.org.ua/wp-
content/uploads/2020/06/Book 2019 Grytsenko Kulturny prostir i nacionalna cu
Itura.pdf

88



strategy of cultural development formation, which was finally adopted on
February 1, 2016. Ne. 119-r “On Approval of the Long-Term Strategy of the
Development of Ukrainian Culture — Reform Strategy” ' — (these and other
normative documents in the sphere of culture in Ukraine until 2017 are
provided in Table 1).
Table 1. Legislative regulation of cultural policy in 1990-2017: basic laws
and reform projects

“Fundamentals of Ukrainian legislation on culture” 1992
“Basic provisions of the Concept of the state cultural 1994
policy of Ukraine”

“On measures to mark the 100th anniversary of the 1994
birth of O. Dovzhenko”

“State program of the national book publishing and the 1995

press development for the period up to 2000”

Resolution “Conceptual directions of the executive 1997
bodies activity concerning the culture development”

Resolution “On restructuring in the field of cinema” 1997
Law of Ukraine “On Cinematography” 1998
“On measures to reform the cultural sector” (“On 1997

Cinematography” and “On the cultural heritage
protection”, “On minimum social standards for public
libraries”, “On the contractual form of employment
contract with managers and creative staff of state
theaters and concert and entertainment institutions”,
“On approval of the list of paid services that may be
provided by cultural and artistic institutions based on
state and communal property” and “On structural
adjustment in the field of cinematography”

“On approval of the Regulations on state support of 1998
national films in the production system”

“On the Main Directions of the National 2000
Cinematography Development for the Period up to
2005~

161 TIpo cxBaneHHst JJOBrOCTPOKOBOI cTparerii po3BUTKY yKPaiHCBKOI KyJIbTYpU —
crparerii  pedopm Bimx 1 mororo 2016 p. Ne 119-p. URL:
https://zakon.rada.gov.ua/laws/show/119-2016-%D1%80#Text
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“On approval of the National Program of the National 2002
Film Industry Development for 2003—-2007”

“On the state support of book publishing in Ukraine” 2003
Law of Ukraine “On the Concept of State Policy in the 2005
Field of Culture for 2005-2007”

“On the priority tasks of enrichment and development 2005
of culture and spirituality of Ukrainian society”

Program of the enrichment and development of culture 2007
and spirituality of Ukrainian society “(Road Map

Draft)

“On Amendments to the Law of Ukraine “On 2010
Cinematography”

Law of Ukraine “On Culture” 2011
“On Approval of the Long-Term Strategy of the 2016
Ukrainian Culture Development - Reform Strategy”

Law of Ukraine “On Amendments to Certain Laws of 2016
Ukraine on Improving of the Public Administration

System in the Publishing Sphere”

“On the establishment of the Ukrainian Book Institute” 2017
Law of Ukraine “On the - Ukrainian Cultural 2017
Foundation”

“Order on the establishment of the state institution 2017

“Ukrainian Institute”

The program was launched in November 2017 of cultural mobility
under the name "Cultural bridges", aimed at the development of Ukrainian
cultural sector, establishment effective connections between artists, cultural
operators and institutions. The program, which lasted until July 2020, carried
out by the British Council in Ukraine in partnership with EUNIC — Network
of nationals cultural institutes of the EU.!2
Despite the mostly declarative and internally contradictory nature
and weak connection with the real situation of the cultural sphere in Ukraine,
it cannot be denied that some of the priorities identified in this document have
brought real changes in the cultural space of Ukraine.

162 Culture Bridges Available at: http://culturebridges.eu/about program
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3. The main achievements of the cultural policy formation at the
present stage

The next important stage of cultural policy in our country was the
period of 2015-2019. Priority for the authorities was “the state support
providing for the national cultural product” and “the integrated information
and cultural space formation”. The decision to reform the budget system and
finance cultural expenditures was also important. The formation of the state
institution — Ukrainian Cultural Fund — with considerable funding affected
the interests of some figures in the field of culture. The most noticeable was
the conflict between supporters of different approaches to the status,
functions and sources of funding of the new institution. The main tasks of the
“Ukrainian Cultural Fund” were “to promote the implementation of state
policy in the fields of culture and arts, the development of modern cultural,
artistic activities and competitive on the world market domestic (national)
cultural product; expert selection, financing and monitoring of projects,
implementation of which is provided with the support of the Ukrainian
Cultural Fund.'63

The support of the national cultural industries as a key direction of
the public cultural policy reforming has been actively strengthened. Among
the important innovations were the creation of the Institute of Ukrainian
Book, the Ukrainian Institute and so on. Significant changes have also taken
place in the system of the Ukrainian cinema state support. Today, not only all
key state institutions have strategies.

To the important changes and achievements during last four years
belong: decentralization; the law on the competitive appointment of the
cultural institutions heads; the creation of the new cultural institutions
mentioned above, the grants introduction for the non-governmental sector
from the state budget; the attempts to create transparent procedures and
decision-making mechanisms (for example, for the Ukrainian pavilion at the
Venice Biennale), the numerous expert councils organization, this is, in fact,
a participatory model. “The choice of the national cultural policy model
should be based not only on the attractiveness of a foreign experience, but
primarily on the own social, political and cultural traditions, the state of the
economy, culture in general and its individual spheres, international

challenges facing the country”.!*

163 3akon Vkpainu «IIpo Ykpainchkuii KynsTyphuit gona» (Bizomocti BepxoBHoi
Pagu (BBP). 2017. Ne 19. ¢1.238 URL: https://zakon.rada.gov.ua/laws/show/1976-
19#Text
164 3niopyk, C., uteunenko O. KynbTypHa nonituka Y KpaiHu: HaliOHaIbHA MOJIENb
y €BporeiicbKkoMy KOHTEKCTI1 : aHaJIT. JI01I. HIC/].
URL: https://niss.gov.ua/sites/default/files/2013-02/Kultura_Zdioruk-bebld.pd
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Significant changes in cultural policy are also evidenced by changes
in the financing of culture. If five or ten years ago there was a problem of
inadequate financial support of the cultural sector and there was a gap
between the so-called official culture, which is financed from the budget, and
one that is focused on the current needs of cultural activities. Thus, culture
was on the periphery of the state interests, and although there were a number
of laws and regulations that were designed to regulate the issues of cultural
development, most of them “did not work”, remaining in fact the
“declarations of intent”.

The positive changes in the field of cultural financing are also
evidenced by the fact that the 2021 state budget has increased the funding for
the Ministry of Culture and Information Policy by 52% compared to 2020.

According to the Minister of Culture O. Tkachenko, this is the fact
of “the clear demonstration of a gradual change in the perception of the
culture role for the state”.!6

According to the approved budget, it is possible to start the
implementation of the planned programs in 2021, in particular, the Great
Restoration project, creation of cultural services-centers, programs for the
folk arts and crafts and reading promotion, systematic development and
promotion of domestic tourism, construction of the National Memorial
Complex of Heroes of the Celestial Hundred — Museum of the Revolution of
Dignity, the Museum of the Holodomor; the Museum of Babyn Yar and the
branch state archive, information security and media literacy programs, etc.

This year it is important to increase the state’s financial support of
the cultural projects, mainly through the Ukrainian Cultural Fund. It is
proposed to increase its funding to 695 million UAH in 2021 — on 73% more
than in the 2020 budget. The cinematography support will be also increased
by 36.5%. In total, the state will spend 621 million UAH to create Ukrainian
cinema in 2021.

From our point of view, finally there are achievement of certain
results. Ukraine confidently follows the path of professional and motivated
advocacy in the field of cultural and creative industries. Innovative business
and creative management models are used. A positive development is the
approval by the Government of the list of economic activities that belong to
the creative industries. Also, the Ukrainian Fund of Startups with a budget of
390 million UAH was recently announced which should increase the
investment attractiveness of Ukraine and stimulate the growth of domestic

165 Mopi, €. (2020).Couiansni mexia URL: https://suspilne. media/88875-u-budzeti-
2021-na-kulturu-vidilili-na-52-bilse-niz-minulogo-roku-tkacenko/
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creative capital. The scheme “producer of national cultural product” — the
world community — is being developed.

A system of powerful institutions with the ability to develop policy
in the field of culture is being built. The documentary base is being formed,
which will allow to define the main priorities of activity clearly. Significant
changes are taking place in the field of financing. It is important to ensure the
coordinated plan realization in accordance with the state strategy of cultural
policy.

During the pandemic, there was an opportunity to rethink possible
miscalculations in the country's cultural sector. Cultural and educational
institutions and projects were among the first to feel quarantine restrictions
due to the COVID-19 pandemic, because they are primarily focused on the
audience and live communication.

The war of 2022 made its adjustments. The culture of war is
fundamentally different from the culture of peace. Events of spring 2022
became a catalyst for many cultural processes. An unprecedented growth of
interest in the history of our country, a mass transition to the Ukrainian
language and a radical change in the attitude towards Ukrainian identity. The
cultural policy of the state in a war situation should be built on the
identification differentiation of cultural products, artists, audiences, cultural
environments and basic cultural -processes (science, art, education, child
rearing).

In connection with, the military events in Ukraine, the main
challenges in the direction of the internal cultural policy of our state are
expedient to note the following:

- rethinking the importance of the role of culture from
secondary to central, showing its role in many other spheres of life and
emphasizing the need to involve issues of culture and creativity in the agenda
of state authorities of various profiles and interested parties, thereby
maximally reducing costs for the cultural sphere at the state and local levels
budgets, while limiting the opportunities of the cultural sphere to attract
donor funding;

- implementation of a long-term vision of the prospects for the
development of culture and creativity of Ukraine, taking into account the
current situation and emphasizing the potential of culture, which plays a role
in the development of the economy, strengthening of identity and
strengthening of social cohesion;

- preparation for European standards of Ukrainian legislation
regarding the cultural sphere;

- weak adaptation and ability of cultural institutions to withstand
the challenges of martial law;
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- damaged or completely destroyed infrastructure of cultural and
educational institutions of the cultural sphere of communities where active
hostilities took place, as a result of which the material and technical support
of cultural and educational institutions of the cultural sphere, necessary for
providing the population with high-quality and accessible cultural services,
was destroyed;

- as aresult of the enemy's aggression against Ukraine, there is a
mass outflow of talented personnel from the cultural and other spheres
abroad;

- rapid changes in the regional population density of Ukraine as a
result of internal migration and migration abroad led to an imbalance in the
supply and demand of cultural products and cultural and educational services;

- limited access of temporarily displaced persons outside of
Ukraine to the cultural product in their native language and insufficient
representation of the Ukrainian cultural product on the world stage.

- approval of the rules of effective management of culture by
determining the principles of forming cultural policy decisions in conditions
of transparency, involvement of all interested parties‘and their cooperation;

- digitization of cultural heritage with the involvement of relevant
capabilities of international organizations;

- defining short-term priorities and main measures for the revival
of the cultural and creative industry and revealing the potential for the
restoration of a cohesive society, proposing specific and necessary reforms in
the field of cultural policy.

Quite interesting and useful are the initiatives of European projects
that offer their help (Saving Ukrainian Cultural Heritage Online (SUCHO), %
Competence Center for the Conservation of Cultural Heritage (4CH)).'¢”

They provide opportunities for the digital preservation of digitized
cultural heritage and the preservation of emergency photographic images of
cultural heritage objects on servers in secure locations in Europe.

One of the state institutions in Ukraine's foreign policy interaction
with the world is the Ukrainian Institute. The Ukrainian Institute is a state
institution that works in the field of cultural diplomacy and belongs to the
sphere of administration of the Ministry of Foreign Affairs!. The main
mission of this institution is to strengthen the international and domestic
subjectivity of Ukraine by means of cultural diplomacy.

166 Saving Ukrainian Cultural Heritage Online (SUCHO) (2022). Available at: http
s://'www.sucho.org
167 The 4CH Project (2022). SUM — Save the Ukrainian Monuments. ZPU — We will
preserve the monuments of Ukraine. Available at: https://www.4ch-project.ecu
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The strategic goals of this institution have become: to improve the
understanding and perception of Ukraine by a foreign audience, to ensure a
certain demand for professional exchanges with Ukraine, to promote
Ukrainian culture, education, science and civil society for international
cooperation. Strengthening of players' opportunities, involvement of Ukraine
in current world cultural processes that expand the sphere of use of the
Ukrainian language in the world.

Another initiative of the Ministry of Culture and Information Policy
Ukraine plans to offer the European Union three areas of support for
Ukrainian culture and mass media: support and protection of objects of
Ukrainian national heritage that were damaged or destroyed by the Russians;
support for Ukrainian artists, because we have no money in the budget for
obvious reasons; support for Ukrainian mass media, because the advertising
market has shrunk a lot: from 70% in online media to 90% in offline media
[9]. This initiative is planned to be implemented together with Poland,
Lithuania, the Czech Republic and Slovakia.

4. Conclusions

The process of formation and implementation of the cultural policy
of independent Ukraine is long and contradictory. The cultural reforms and
events in different years are determined by the political context.

Their aim was to solve the'specific problems (legisla-tive, financial,
institutional means) and to attempt to reform the entire cultural policy, and
even the entire Ukrainian culture as well. Such long-term cultural and
political activities had different consequences: while most attempts to carry
out serious systemic reforms failed, the measures to solve certain problems
finally yielded results, which together with the development of cultural goods
markets and self-organization processes in the cultural and artistic
environment changed the national culture as a system.

The reform projects failures can be explained by the focus of most
reformers on the idealized vision of the culture future, neither on solving of
its real problems, that usually makes public policy inefficient. To the failure
causes we can also include the weak interest of governments and political
elites in the real state cultural policy reforming, mutual misunderstanding,
interest and values conflicts, weak funding, and insufficient legislative
regulation in this area. Most of the declared provisions were not supported by
legal actions. The state policy of the Ukrainian culture development was
mostly inertial.

Despite the low efficiency of systemic cultural reforms, a number of
important changes have been taken place in Ukraine’s cultural policy. Today,
the positive reforms and development strategies have already begun to be
implemented. There are real opportunities for the free development of
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national culture, artist’s creativity freedom, achievement and preservation of
the integrity of the Ukrainian national culture, its integration into the
European and world cultural space. We are witnessing how the state systemic
cultural policy began to be built, resulting in the culture formation that is
capable to function as a part of the world cultural process in the modern
conditions.
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SOCIOCULTURAL AND ARTISTIC LIFE AT THE TURN
OF THE 19TH AND 20TH CENTURIES
COUIOKYJIBTYPHE I MUCTEIBKE KUTTSA
YKPATHCBKHX MICT HA 3JAMI XIX-XX CTOJIITh
3 MOTJIAXY « CTOJUYHOT O» I «IMPOBIHIIMHOT O»

The future of modern society is determined not so much by the
adaptability and ability of capitals to perceive innovations and civilizational
changes, but by the standard of living of regions (provincial centers), their
spiritual potential, and the ability to produce new cultural meanings. The
study of metropolitan and provincial lifestyles is scientifically based for many
reasons. This makes it possible to form a comprehensive picture of the culture
of a certain period, to trace the synchronicity of the phenomena of social life,
it makes it possible to compare historical processes not only on the scale of
the entire country, but also in individual regions, in general, to reveal the
peculiarities of the development of national culture (capital and provincial)
past and present.

For many cities of Ukraine at the turn of the 19th and 20th centuries,
the status of "capital" or "provincial" was decided unambiguously and not in
their favor. With the liquidation of the political autonomy of Ukraine at the
end of the 18th century, most of the Ukrainian lands (Left Bank, Slobidsk,
Right Bank and Southern Ukraine) became part of the Russian Empire,
becoming its economic and cultural province. This definitely affected not
only the social, political, and cultural situation of the Ukrainian territories,
but also established the status of imperial provinces for them. The capital
cities were Moscow and Petersburg, while Kyiv, Kharkiv, Katerynoslav,
Odesa, despite their development and European orientation in many spheres
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of economic and cultural life, were clearly perceived as provincial territories
subordinated to the government of Tsarist Russia.

Being in the systems of different socio-cultural coordinates, the
province and the capital have always offered opposite conditions for the self-
expression and self-realization of their society. The relationship between the
capital and the province was never unambiguous and constantly unfolded on
the border of struggle and cooperation, if not in the form of dialogue, then at
the level of exchange of meanings.'®®

The capital was primarily distinguished by the concentration of
spiritual life in the field of art, science, and philosophy, which attracted
intellectuals, young ambitious and determined people. Escape to the province
was most often accompanied by a search for independence and creative
inspiration "Without the province, I wouldn't have half of the material that I
live by as a writer"!®® — claimed M. Saltykov-Shchedrin. On the other hand,
realizing the close connection between the center and the province, V.
Korolenko wrote: "Life is everywhere... But... there is one feature of
significant difference: what in the capitals is mostly an idea, a formula, an
abstraction - here we see in faces, perceive, feel on ourselves. Therefore,
involuntarily, what in the capital is a struggle of ideas, here becomes a real
struggle of living persons and phenomena...". '7

The atmosphere of special patriarchy has always distinguished the
province from the capital. The feeling of frozen time and open space,
characteristic of the province, was embedded in the metaphorical and
ambiguous concept - "abyss". The picturesque landscape of the Ukrainian
spaces resonated in a_special way, first of all, with the subtle mental
organization of the artist, contributed to self-absorption and inspired
creativity. Modest Mussorgsky, touring the southern cities of Russia in 1878—
1879 together with the soloist of the Imperial Russian Opera, Daria Leonova,
wrote in a letter to his friend V. Stasov: "In the estate of E. P. Myloradovych,
near Poltava, in Gozhul, we were struck by the elegant an artistic landscape,
a luxurious parterre (tapis), pink acacias and a charming landlady...
Fascinated by the person, I noticed a house in which Parasya could be, and

168 Karan M. C. Mocksa — [lerepOypr — nposunims: «JIBynuunocts» Poccuu — ee
UCTOpUYECKas CyAbOa M YHHUKaNbHBIM maHc. Poccutickas nposunyus. Ne 1. 1993.
C.16.
169 ML.E. CanrbikoB-Illeipus B BOCIIOMHMHAHHMSAX ~ COBPEMEHHMKOB. /  PEIl.
C. A. Makammn. Mocksa : XynoxxkcTBenHas nureparypa. T. 1. 1957. C. 265.
170 Koponenko B.I. Com: poxaectsenckuii pacckas; I'pesst / A. C. Tamuckuii:
cOopuuk, nocssinieHHbd namata A. C. Fanuckoro. [Nopekwuii, 1939. C. 34.
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therefore the "Parasya" written in Peterhof was dedicated to the lovely E. P.
Myloradovych". 7!

The feeling of metropolitan and provincial also depended on the
position of the evaluator. From the point of view of the modern average
resident of Moscow, everything outside it is perceived as a province, except
with varying degrees of provinciality. Even Sankt-Petersburg residents called
it "a big city with a regional destiny". What can be said about the Ukrainian
cities on the territory then under the control of the empire?

"The province cannot be a model for us"'’2, — O. Glazunov expressed
himself so unapologetically sharply regarding D. Akhsharumov's innovative
idea of publishing explanatory programs for the concerts of the Poltava
branch of the IRMT. At the same time, Leonid Lisovsky, a graduate of the
St. Petersburg Conservatory, who lived in Poltava in 1899-1090, noted the
considerable social activity of local residents, their interest in any social facts,
which were carefully discussed in almost every home during evening tea. In
his memoirs, the musician wrote: "Regarding this, the people of Poltava had
to <...> "discover America" to us, from the capital..."!”3.

At the beginning of the 19th century, Prince Oleksiy Kurakin,
having just visited Poltava after his appointment to the post of governor-
general of Little Russia, was pleasantly impressed by the high cultural level
of the local nobility. After attending one-of the Poltava balls, O. B. Kurakin
was surprised to note that good taste reigned there, no worse than in both
Russian capitals, that the young ladies are extremely well-mannered, kind and
cheerful, and dance the quadrille, well.'7

According to the researchers, the Ukrainian "province" of that time
lived with its inherent ambivalence: on the one hand, imitating and simply
copying the capital's way of life, and on the other - demonstrating spiritual
independence from the capital, detachment from its political interests and

ruling orders".!”

7V @unoeiizen H. Ouepk nesrensroctu Ilonrasckoro oraeneHus MMnepaTtopekoro
pycckoro mMy3bikanbHoro odmectsa 3a 1899—1915 rr. [lonrasa, 1916. 56 c.
172 Tnasynos A. K. Tlucema, crareu, Bocmomunanus / CocT. M BCTyIL
ct. M. A. I'anunoii. Mocksa : ['oc. my3. uzn., 1958. 549 c.
173 Jlucosckuii JI.  Jlecats ner B I[lomrase (1899-1909). U3 nHeBHUKOB U
BocriomuHanuii: B 10 Bem. — 1990. — Bem. II. // Wucturyr pykonmcu HBY
um. B. Bepnaacekoro. @. 7-39631, 39 c.
174 Tlucema renepan-rydepnaropa kusss A. B. Kypakuna uz Manopoccuu // Tp.
TII'YAK. ITonrara, 1909. Beim. 5. Y. 1. 45 c.
175 Karan M. C. Mockpa-IletepOypr — npoBuHLus: «J[BynuunocTh» Poccuu — ee
UCTOpHUYECKasl Cyab0a M YHHKAIBHBIA maHc. Poccuiickas nposunyus. Ne 1. 1993.
C.16.
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Any cultural impressions that, due to their episodic nature, disturbed
the monotony of provincial life, became special and memorable here. Instead,
significant social events (wars or revolutions) actually dissolved in the
provincial everyday life and had almost no effect on the usual rhythm of life
of the townspeople. According to the recollections of L. Lisovsky, Poltava
was exactly like that, removed from any state and political interests during
the stormy years of 1903-1904: "Although there was a war in the East, people
were dying and suffering, life was going well in Poltava, " pacified", if
necessary, with a Cossack gun or machine guns"!”®

It is worth remembering that at the turn of the 19th and 20th
centuries, the social life of Ukrainian cities was absorbed by the processes of
urbanization. Significant demographic changes occurring in cities at the
expense of immigrants from Ukrainian villages caused numerous negative
consequences - poverty, amorphousness, low structure of the urban
environment, incessant migration'’” The majority of Ukrainians perceived
urbanization as a social evil, the dictates of the city over the countryside,
which brings with it spirituality and social stratification-!"8

Representatives of the nationally oriented intelligentsia of that time
characterized the Ukrainian city as a_completely hostile environment for
Ukrainians. '™

In contrast to the village, which personified the popular, national
principle and devotion to the ideology of farming, life in the city declared
non-Ukrainianness and threatened to erode national identity. At one time, the
urbanization processes at the turn of the 19th and 20th centuries could no
longer be stopped, they only gained momentum under the influence of the
inevitable progress of civilization:!8

At the beginning of the 20th century, modernization processes
covered all spheres of social life in both large and small cities. Against the

176 Tucosckmii JI. Jlecars ner B Ilonrase (1899-1909). W3 aHeBHUKOB U
BocriomuHanuii: B 10-tu Bbim. 1903—1905. Beim. V. // Inctutyt pykonucy HBY ym.
B. Bepnancokoro. @. [-39627. 140 c.
177 Mpenorencoka M.II. Byrrs smoguuu meramoiicy (cowiaibhi, KyJIbTypHi Ta
CK3UCTEHI[IalIbHI BUMIPH): JIUC. .. JI-pa pinocod. Hayk, 09.00.03. CouinbHa piocodis
Ta ¢inocodist icropii. / Ham. akan. mex. Hayk Ykpainu. [Her. Bumioi ocita. Kuis,
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backdrop of industrialization, economic and technical growth, important
transformations took place in the scientific, educational, cultural, and
educational spheres. Periodicals were a kind of "mouthpiece" in covering
important events, tastes and trends of social life.

Periodical business in the Russian Empire was formed under the
influence of historical, economic, geopolitical, socio-cultural factors, along
the lines of journalistic and publishing traditions that were formed throughout
the 19th century. The active development of periodicals at the turn of the 19th
and 20th centuries was due to technical and economic progress, which led to
the expansion of communication links both within the Russian state and
beyond. At this time, the interest of various layers of society in the printed
word is growing significantly, in many, even the most remote cities and towns
of the country, the activities of publishing centers are being established, and
journalistic activity is flourishing.

For example, about 0.8% of all periodicals of the Russian Empire
were published in Poltava Oblast alone during this period. There were 97 of
them in the provincial center itself. Among the most popular: "Poltava
Provincial Newspapers" (1838—1919), "Poltava Vestnik" (1903; 1909; 1913—
1915), "Native Kray" (1905-1919). 1907), "Poltava People's Newspaper
(1905), Poltava Zemskaya Gazeta (1906), Poltava Life" (1907), "Poltava
Voice" (1907-1915), "Poltava Speech" (1911), "Poltava Thought" (1912 ),
"Poltava newspaper announced and summarized" (1912), "Poltava worker"
(1906), "Bell" (1906), "Poltava day" (1913-1916) [13, p. 707]. Starting from
the middle of the 19th century, the events of the social and cultural life of the
Ukrainian provinces also appeared on the pages of the central periodicals
Severnaya pchela (1840), Muscovityanin (1851), Historical Gazette (1851),
and Saint Petersburg Newspapers (1858). , "Russian Musical Newspaper"
(1894-1918), "Rigache Zeitung" (1859), etc.!8!

The nature of the publications of the provincial publications of that
time differed little from the central ones. Well-known domestic researchers
of Ukrainian antiquities (V. Myloradovych, 1. Pavlovsky, L. Padalky, O.
Lisovsky, V. Buchnevich, S. Steblin-Kaminsky) actively published their
scientific investigations in the columns of newspapers and magazines.
Special attention on the pages of local newspapers was paid to provincial
governors, politicians, priests, representatives of famous noble families, who
willingly appeared in the press with private journalism and memoirs about

181 Turpunenko A. I. Mysuuna kynsrypa Ilonrammnu XIX — moudatky XX
CTOJITTA B AaCIEKTaX PEriOHAIbHOIO JPKEPENO3HAaBCTBA © JAUC. ... KaHJ.
mucTenTBo3HascTsa : 17.00.03 Mys. muctenrso / Ham. my3. akan. Ykpaiau im. I1. L.
YaiikoBcbkoro. Kuis, 2006. C.19.

100



their lives. On the pages of provincial magazines and newspapers, along with
well-known public figures and domestic researchers, local historians posted
their intelligence, and anonymous correspondents made their first attempts.
It was in this way that the formation of a regional local word took place, and
the foundations of journalism and art criticism in the province were laid.

In Poltava Oblast, the readership was most interested in excerpts
from the youth diary of H. Galagan 32, memories of the county landowner P.
Bulyubash about the organization of leisure activities of the Poltava nobility:
holding home concerts, performances, playing the piano, singing, dancing.'%*

Events in education were widely covered, studies on the history of
Little Russian demonology, ethnography, folk medicine, and local
historiographic explorations were published. Periodicals not only in the
province became the main platforms for advertising the products and services
of that time. Announcements of concerts, reviews of tour performances,
advertising of cinema, circus and public lectures were printed; posted notes
on commemorating the anniversaries of composers and performers;
performances of local amateurs and solo concerts of artists of various genres
were covered. The periodicals of the turn of the 19th and 20th centuries were
still one of the main sources representing musical opinion on the ground, and
its character testified to the definitely high status of art in the society of that
historical time.

It should be noted that-at the beginning of the 20th century, the
nature of journalism in the Ukrainian province acquired a bright national
color. It was the Ukrainian province that was the first sower of the seeds that
gave rise to the Ukrainian printed word. For example, the publication in
Poltava of the literary and journalistic almanac "Native land" ("Native land",
1905-1916) and the newspaper "Hliborob" ("Zemlerob", Lubny - 1905) in
the Ukrainian language became an eloquent expression of Ukrainian cultural
ideas and national identity in conditions of imperial colonization. Another
important aspect was that the publication of the magazine "Native Land" in
Poltava preceded the publication of the publication "Hromadska Dumka"
("Public Opinion") in Kyiv with a similar purpose. On the pages of the
Poltava almanac, the works of Ukrainian writers were published, the
problems of the Ukrainian school, literature, and Ukrainian theater were
actively discussed, and the fate of existing and newly organized Ukrainian-
language newspapers was discussed. A special place was given to the

182 Yispectus. IMosraBa. O KOHLIEPTE IIPH yYaCTHH MECTHBIX JIOOMTENEH, B KOTOPOM

npunuman yuactue opkectp 1. Tamarana. Ioamasckue zybeprckue 6edomocmil.

Ne 23. 6 urons. 1842.

183 Kuesckas crapuna. 1898. Centsiops. T. 62. C. 197; 1888. Okrsi6ps. T. 23. C. 152.
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coverage of cultural events from all the cities of the region: Kremenchuk,
Luben, Lohvytsia, Hadyacha and others. The celebrations dedicated to T.
Shevchenko, 1. Kotlyarevskyi, M. Gogol, E. Hrebinets, V. Zhukovskyi, as
well as performances by the luminaries of the Ukrainian stage: M. Lysenko,
M. Sadovskyi, M. Kropyvnytskyi, M. Zankovetska, O. Myshugi .'%*

In general, the specificity of newspaper and magazine articles of
Ukrainian provincial publications changed from the second half of the 19th
to the beginning of the 20th century and went from short informative notes
by anonymous correspondents to extensive analytical studies by local local
historians, famous domestic writers, historians, music critics, and public
figures. The published materials had a multi-genre orientation, their thematic
depth and genre diversity testify to the high national, socio-cultural, and
artistic development of Ukrainian provincial centers. Among the array of
publications, we can single out:

— official documents (statutes, reports; journals of meetings of
societies, institutions, organizations; information about events, lists of court
cases);

- notification of the establishment of state, commercial institutions
(general education, art, music schools, classes, courses; educational
organizations);

—notes, essays, journalism of a memoir nature; — scientific materials
from various fields of knowledge (analytical articles, reviews);

— bibliographic lists of literature (educational, artistic, musical);

- posters about the performance of local and touring artists,
performers, teams, troupes;

— announcements from the service sector, public and commercial
advertising. '8

The beginning of the 20th century saw an unprecedented flowering
of artistic creativity: new genres, styles, schools were formed, the number of
art events and exhibitions increased, and new names appeared. During this
period, the state system for training specialists in secondary and higher
education was also consistently strengthened, and private educational
institutions, schools, classes, and courses were founded.

184 Jlureunenko A. I. Mysuuna xyasrypa [onrasumuu XIX — nouarky XX
CTONITTS B AacCNeKTaX pPErioHaNbHOTO JUKEPEeNO3HaBCTBA © JHUC. ... KaHI.
mucrenTBo3HaBcTBa : 17.00.03 My3. muctenrso / Ham. my3. akan. Ykpainu im. I1. L.
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The feeling of constant artistic movement filled the daily life of
capital and provincial cities. The active activity of composers and performers
attracted the attention of the widest circles of society. "Fashion" for music
contributed to the activities of professional music and theater groups, the
emergence of creative unions and incentive awards, and the organization of
various competitions. The service segment of musical culture also developed
actively: sheet music publishing houses and bookstores, factories for the
production and repair of instruments, their suppliers and representative
offices of well-known foreign companies, even tuners of musical instruments
were in great demand in the urban environment.

At the beginning of the 20th century, the number of art institutions,
enterprises, establishments, private educational institutions, and classes that
had a direct or at least some relation to musical culture was counted in the
tens of thousands. Provincial, district and provincial cities were particularly
powerfully affected by this movement, the population of which grew rapidly
and in percentage terms significantly exceeded similar processes taking place
in Moscow and St. Petersburg (see table).

By what
City 1906 1912 percentage
did the
population
increase?
St. approx. approx. 11,10
Petersburg 1,800,000 2,000,000
Moscow approx. approx. 25.00
1,200,000 1,500,000
Kyiv 247 432 460,000 85,91
Kharkiv 174,846 250,000 42.98
Zhytomyr 65,452 110,000 68.06
Poltava 53,060 72,000 35.70
Vinnitsa 28,995 46,000 58,64

Gradually, the provincial centers became cultural centers with a
developed educational and artistic infrastructure, which grew more and more
both quantitatively and qualitatively. Under such conditions, especially in the
provinces, there was a severe lack of resources, with the help of which it
would be possible to provide comprehensive and detailed information about
the development of educational, concert-performing, sheet music-publishing,
and other areas of musical life. The specialized magazines available at that
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time - music, theater, art, concentrated primarily in the capital cities - could
not solve this problem, since they mainly printed reports, reviews, reviews,
scientific intelligence about significant cultural and artistic phenomena,
famous musicians, composers, singers , theater actors, etc. The columns of
such publications practically did not discuss the events of the musical life of
the province, since it was impossible to promptly collect and print
information from thousands of the most remote corners of the country, in
particular, it quickly lost its relevance. The only exception was the "Russkaya
muzykalnaya gazeta" (1894—-1918), on the pages of which systematically
published reviews and reviews of the activities of all branches of the IRMT,
which at that time were actively deployed in various parts of the empire. For
example, in 1899, the "Music in the Province" section of the RMG reported
on the opening of a local branch of the Imperial Russian Musical Society in
Poltava. In the future, the newspaper did not miss any important event from
the musical life of this institution. '8¢

So, at the end of the 19th century, in the imperial information space,
there was a need for versatile information about musical life and culture in
general. Such a source was the "Musical Calendar" by Artur Gabrilovich
(1867-2).1%7

Having combined the functions of a periodical and a reference
publication, the Calendar quite successfully solved the problem of
systematization and publication of statistical data on the activities of various
artistic, educational, creative centers and their leaders that existed at that time
in the imperial province, and also informed about everything that was
happening in contemporary musical and cultural sphere. In the state, with its
vast expanses, lack of normal communication routes, this directory became
the only source of the most diverse data from all areas of artistic life. The
"Musical Calendar" began to be published in St. Petersburg in 1895 (the first
issue) and was published every year, probably until 1915-1916.

Publishing the Calendar was undoubtedly an innovative decision. It
is impressive not only the universality and volume of information presented
in it, but also the composition of the content and its classification. 1)
allocation of significant areas for advertising: in the "Musical Calendar" it
occupies almost a sixth of the entire page; 2) supplementing the book with
auxiliary information: excerpts from laws, rules, instructions, memorable
dates, currency exchange, etc.; 3) The procedure for collecting information:

186 Kopeanos B. Mys3bIKalbHO-TIEAarOrMYecKue yupexaeHus B Poccuu. Pycckas
mysvikanvHas eazema. 1899. Ne 35. C. 797-819. Kopeanos B. IlpenonaBanne My3bIKH
B OOLIECTBEHHBIX YUPSKACHUAX. Pycckaa mysvikanvhaa eazema. 1890, Ne 35. C. 813.
187 MysbikaibHblli Kanenaaps A. [abpuiioBrYa :CIPaBOYHAS M 3AMMCHAS KHUKKA.
CII6. 1809-1915.
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in each issue, a request was printed for everyone who has a relationship with
the music field to send information about themselves and their place of work
to the editorial office, and for those already presented in the calendar - to
inform about changes, if such occurred during the year. In addition, additional
letters were sent with such a request. The calendar became so popular that
after its first editions, A. Gabrilovich received hundreds of letters with
positive reviews. However, there were also critical ones. The only thing that
users criticized was the publication's loss of its "portability". It was not an
easy task for the publisher to keep the Calendar as it was before, in a "pocket"
format, under the conditions of a rapidly growing volume of information. By
reducing the size of the text, eliminating the least popular information among
readers, as well as shortening well-known words, the publisher managed to
keep the calendar of 1897 to only 400 pages. But in the future, their number
steadily increased: for example, in 1900 - 450, in 1909 - 480, and in 1912 -
500 pages, and the format of the book itself was a quarter larger than all
previous ones!

Depending on the content, the Calendar consisted of three or four
main sections. '3

The first section provides information of general purpose, such as: —
advertising; - annual calendar; - a chronological list of state and religious
holidays (the desire to universalize the notebook is evidenced by the fact that,
in addition to Orthodox, Catholic, Lutheran, Jewish, and Muslim holidays are
also provided); - the complete genealogical register of the Russian Imperial
House; - comparative table of Russian and foreign currency exchange rates;
- postal rules for sending and receiving correspondence. Advertising is
valuable from the point of view of the source of information. It testifies not
only to the provision of typical services in the field of music at that time, but
also to which settlements and who was involved in the organization of concert
events (usually these were music stores).

Analyzing the advertising part, we see that even in relatively small
cities of Ukraine there were several such organizers, which directly testifies
to the quite active touring and concert practice in the province at that time.
The second section is actually a diary-notebook. The third section is the main
one, devoted purely to the musical life of the empire and the largest European
cities. The first subsection of this section is an address-calendar, which lists
all musical institutions, institutions, orchestras, concert halls, schools, choirs,

188 JurBunenko A. 1. «My3blkanbHbIH KageHaapb» A. [aGpuiIoBuua K KyJIbTypHE
SIBHLIE 1 WiHHE JpKepeno iHnpopmanii. Cnydil mucmeymesosnasyi : HayK. KypH. Kui :
Iuct. muct. oinbk. Ta etH. HAH Vkpaian im. M. T. Punbcekoro, 2009. Ne 4 (28). C.
124-129.

105



musical and drama societies with personal data about employees of
institutions and teachers of educational institutions, members of creative
teams, and their leaders. An address sheet is also provided for each large city,
which lists the addresses of music institutions and individual figures. The
information in this subsection, as well as in the following ones, is given in
alphabetical order by localities.

These data make it possible to trace the dynamics of the
development of musical life in the territory of Ukraine at that time. If at the
end of the 19th century in the calendar, it was mainly represented by a few
largest cities (Kyiv, Odesa, Kharkiv, Kherson, Mykolaiv), but as of the period
1909-1910, we see about forty cities and towns. In general, during the entire
period of publication of the calendar, it contained information about the
cultural life of more than sixty settlements of Ukraine. Among them:
Bakhmut (Katerinoslav province), Berdychiv, Berdyansk, Bila Tserkva,
Vinnytsia, Voznesensk (Kherson province, now Mykolaiv region), Glukhiv,
Dmytrivka (Kherson province), Dubno, Yevpatoria, Yelysavetgrad (now
Kropyvnytskyi), Yenakieve . , Luhansk, Lutsk, Mariupol, Mghlin (Chernihiv
province, now Bryansk region of the Russian:Federation), Melitopol,
Mykolaiv, Nizhyn, Odesa, Oleksandrivsk (Katerinoslav province),
Oleksandria (Kherson province, now Kirovohrad region), Pavlograd, Poltava
. (now Donetsk), Yalta. Note that the data.in the calendar do not accurately
reflect the actual state of the musical affairs in the empire. This publishing
project was purely commercial, therefore A. Gabrilovich published only
those data that came to his editorial office. In fact, musical life covered a
much wider geography of settlements. Therefore, despite the mentioned
conventionality of the information baggage of the calendars, it is possible to
trace the gradual intensification of the development of musical life behind
them.

In the second subsection, information is provided about musicians
and musical figures (with an indication of the place of work and address of
residence) - accompanists, employees of sheet music stores, musical
instrument factories and workshops, rental agencies, printing houses,
publishers of music literature, even musical instrument tuners. The third
section - "Music in educational institutions" is quite interesting in terms of
content. It contains the largest register of music and singing teachers who
worked in non-musical, but general educational institutions: gymnasiums,
pro-gymnasiums, real, theological and teacher seminaries, institutes, etc. The
calendar provides information on the widest range of musical educators.
education not only from big cities, but also towns and even villages. In the
following subsections - the fourth and fifth - performers of military and
spiritual music are presented, respectively (the name of the military unit,
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choir, institution, the name of the conductor-leader is indicated). In the sixth
subsection, similarly to the previous ones (city, institution or institution,
names of managers, musicians, etc., addresses), information on the musical
life of the largest European cities (Berlin, London, Prague, etc.) is given. At
the end of the second section of the calendar, there is a list of the latest music
releases for the current year. It is in this subdivision that virtually all sheet
music editions of domestic composers in various genres of musical creativity
are recorded.

The last, third section of the calendar is devoted to the normative
base that served the musical and theatrical spheres. In particular, it contained
clarifications about copyright, excerpts from the decrees on the pension
provision of artists, the rules for the payment of fees, the conditions for the
use of musical and dramatic works, the privileges of artists of the imperial
theaters, etc. The section also provides information on current music
competitions and awards, music periodicals of the Russian Empire and many
European countries. Thus, A. Gabrilovich's "Musical Calendar" presents
statistical data on musical activity in all its manifestations. From the first to
the last issue of the diary, you can trace the development of musical culture
in the Russian Empire.

The gradual evolution of the 'calendar itself is also noticeable: from
a small format and volume, it gradually turned into a solid directory, which
presented jubilee scientific articles, the legislative framework on intellectual
property rights, information, about musical institutions, establishments,
enterprises and their employees, teams, publishing houses, mass media,
information about musical works and authors. This calendar helped draw the
attention of the musical public to the ordinary workers of the artistic field,
and not only to its outstanding representatives. It became so popular and
necessary that, over time, other publications also adopted the idea. For
example, in 1907, the magazine "Musical Worker" began to be published
(chief editor and publisher - I. V. Lipaev), dedicated to the life and work of
orchestral musicians, conductors, singers, teachers, publishers. It was offered
as a free supplement its own "Musical Calendar", designated as a "directory
of musical workers", which provided information similar to that placed in A.
Gabrilovich's calendar. A. Gabrilovych's reference book was also of great
value from an artistic point of view. The innovative layout, systematic and
compact placement of information and the encyclopedic nature of its
presentation (at that time the role of encyclopedic materials increased), the
inclusion of analytical intelligence on prominent artists put the calendar,
despite its notebook status, on a par with the leading art periodicals of the
time.
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Presentation of the main research material. Any city is the
epicenter of social existence, where various modes of human relations are
actualized and implemented. Researchers of the phenomenon of urban culture
put the concept of "life" at the center of their philosophical and sociological
considerations. Emile Durkheim considers the city as a complex
heterogeneous system based on social solidarity. Yuriy Lotman compares the
city to a living organism, the constantly changing images of which appear in
various forms of cultural reflection through philosophical and artistic texts.
The researcher considers urban culture as a pulsating system of signs and
things that hide the meanings of human nature. '’

Any city as a certain temporal system is represented in cultural
objects (monumental buildings, temples, monuments, landscape buildings)
and mental images. Living in the city, a person feels its "pulse".

Perceptions of time and space differ significantly in metropolitan
and provincial cities. The oral space of the city, namely the intensity and
saturation of city life with events, the reactions of citizens to them,
discussions, polemics, gossip, anecdotes, rumors, according to the capital or
provincial status of the city, manifest themselves in different ways. In his
memoirs about life in Poltava at the beginning of the 20th century, Leonid
Lisovsky cites an anecdote that local residents willingly told each other: "One
teacher had a lesson at the Institute at 10 0'clock, and at a quarter to 11 - a
lesson in the Cadet Corps at another end of the city, had to go by coach. <..>
And so, it was worth it for this teacher to give a “two” to any pupil in a 10-
hour lesson at the Institute, just as'in an 11-hour lesson in the Cadet Corps,
already knowledgeable and indignant cadets arranged for him a chemical
“obstruction” and hummed in various corners - "What's a deuce for? What is
the deuce for (such and such)?".!%°

The concepts of "center" and "outskirts" are important for the
assessment of urban space. These characteristics have not only topographical,
but also sociocultural significance. In large Ukrainian cities in terms of
number and area, especially Kyiv, Kharkiv, Odesa, socio-cultural geography
fixed the respective roles for city quarters. In small cities, social infrastructure
and urban life always gravitate towards the center.

At the beginning and in the middle of the 19th century, Ukrainian
provincial cities had a similar layout: the main round square, around which

189 JTorman 0. M. Cemunocdepa. KynbTypa u B3pbiB. BHYTpH MBICIISLIMX MHPOB.
Cratbu. UccnenoBanus. 3ametku. Cankr-IletepOypr :«MckycctBo-CIIby», 2002. 768
c.
190 JIucosckmit JI. Jlecats ner B IlonraBe (1899-1909). U3 jnHeBHHKOB U
BocriomuHanuit: B 10BbIm.  1990. Bem. II.//  Tacruryr pykommcy HBY
iM. B. Bepnancekoro. @. 1-39631, 39 c.
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were located administrative buildings (institutions of the nobility and public
gatherings), as well as streets that radiated from the square and divided the
surrounding space of the city into clear proportional quarters. The streets
adjacent to the center housed the city theater, museums, shops, restaurants,
and a cinema. It is obvious that the regularity in the planning of contemporary
urban development projects was actually perceived as a means of
implementing the idea of administrative centralization and unification of
urban development in the imperial state. !

Any city of this period had to have its own special attributes of
urbanism, without which city life was generally considered inferior. The
oldest of such attributes was a park (garden) or boulevard for public walks.
Large cities had several gardens and parks, which usually served as places
for entertainment. At the beginning of the 20th century, parks were equipped
with gazebos, stages, benches, sometimes billiards and bowling alleys,
restaurants and summer theaters. "Bufa", "Aquariums", "Variety" with a
similar repertoire operated in all large provincial centers. If there were two
public gardens for walks in the city, then one of them necessarily acquired a
double-digit reputation. In small towns, the- public garden combined all roles.
Theaters and restaurants were important for the city dweller. Visiting such
institutions helped to overcome everyday monotony and created a feeling of
celebration. It is not for nothing-that columnists of local newspapers and
memoirists most widely covered the repertoire of local theaters. And
restaurants with their menus and the behavior of visitors during meals
inspired the creativity of local columnists, writers, literary critics, and
memoirists. The presence of two or more cinemas in a city was an attribute
of a large city and formed different attitudes towards them in the minds of
residents: one was perceived as central, others as peripheral.

The life rhythm of the city depended in a special way on the presence
or absence of a railway in it. The opening of the railway station became an
extraordinary event in the life of the townspeople. The station often became
a place for public walks, a cinema or a club was set up near it, with its
appearance, the social, economic, and cultural opportunities of the city in
general significantly increased. For example, the construction of a railway
station in Kharkiv near Arkhiereyskaya levada contributed to the emergence
of a whole railway town around it, where gradually, as D.I. Bagaliy notes,
"...the city itself began to feel the pull".!”?
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The commissioning of part of the Moscow-Kyiv-Voronezh railway
Kyiv-Poltava-Lozova (1901-1903) contributed to an unprecedented influx of
foreign and domestic tourists to Poltava, which caused a real artistic boom in
the province''%?

It is impossible to imagine a city at the turn of the 19th and 20th
centuries without various technical innovations - gramophones, arithmetic
meters, printing presses, mimeographs, schapierographs, American scales,
office furniture, sewing, hosiery and embroidery machines, portable kitchen
stoves, washing machines and steam skates, separators, guns - became
products of active advertising and began to play a significant role in the life
and everyday life of residents of both metropolitan and provincial cities. It is
clear that the path to the consumer of a car and gramophone in the capital or
the province was different. It is important to note that, having begun its spread
as a fair no-show before the start of the First World War, technical novelties
became increasingly commonplace. This, in particular, was facilitated by the
affordability of such products. A large number of novelties were produced at
once in different price ranges - more expensive ‘and cheaper versions.
Manufacturers sought to reduce the price of their-products and bypass their
competitors in the fight for the paying consumer, primarily of middle wealth.

The assimilation of novelties by townspeople most often took place
in everyday life: washing machines and steam rinks were used in public
hospitals, in particular, Zemstvo hospitals; automobile flights began to
connect the center of cities with the outskirts or with other settlements, and
car, motorcycle and bicycle races, and even airplane flights increasingly
became an integral fact of urban spectacles. In this sense, the launch of the
first electric tram in Kharkiv in 1906, which in time preceded the appearance
of such an innovation in St. Petersburg (1907), was indicative in this sense.
A special role in the life of a citizen at the turn of the 19th and 20th centuries
was played by fashion, which at that time was mainly European-oriented.
Foreign fashion trends manifested themselves most significantly through the
clothes of townspeople and interior decoration of city dwellers. In order to
attract as many consumers of the fashion industry as possible, advertising
campaigns were systematically conducted in the cities, final or seasonal sales
of goods were held, and various events and contests were announced.
Through fashion, it was also possible to trace status changes in the

Xapokosa", coct. mpo¢. 1. baraneem u J{.I1. Munnepom. XapskoB: Tur. u aurorp.
M. 3unsbepbepr u C-Bbs, 1912. 62 c.
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environment of Ukrainian cities, in particular, the position of women in
society. In this sense, women's refusal to wear a corset was indicative. The
article of clothing, which for a long time restrained the movements and
deformed the body of a woman, began to be perceived as an act of female
enslavement and was rejected by everyday practice at the turn of the 19th and
20th centuries. A new attribute of a woman appeared in the women's
wardrobe - a tailor suit (a jacket and a long skirt), which became the outfit of
a new, dynamic, working woman, allowing a woman to express her public
and social views in this way. In general, Western European influences were
clearly visible in women's fashion at that time, while men's fashion was more
influenced by the state service, clothing was regulated by the place of service
and rank.

The mass production of sewing machines, in particular the improved
version of the Singer sewing machine, made the process of mass sewing of
clothes for the population much easier and faster. The dissemination of
fashion trends in clothing was particularly facilitated by periodicals. Even in
the middle of the 19th century, specialized magazines were completed with
fashionable patterns. According to thesesamples, the majority of the
population, both in cities and in villages, ordered clothes from private tailors.
At the turn of the 19th and 20th centuries, the demand for fashion items grew
significantly, primarily due to the fact that the population of cities increased
and became more diverse. Fashion in cities is gradually ceasing to
demonstrate social affiliation, becoming more universal and in demand. As
we can see, all the factors listed above in the formation and development of
cities at the turn of the 19th and 20th centuries became a reflection of
inevitable changes in accordance with the social demands of the time.

In accordance with the modern challenges of the day, a special type
of urban culture was formed with a characteristic unified style of urban life,
which involved the widest possible strata of the population. National cultural
traditions had an important influence on the culture of Ukrainian cities, which
affected the formation of the Ukrainian national style, in particular in
architecture, painting, photography, decorative and applied arts, everyday life
and interior.

Fashion in furnishing apartments played a special role in urban life.
At the beginning of the 20th century, against the background of general trends
of national elevation in culture, Ukrainian handicrafts also gained special
development. Handicrafts in the national style appear in the subject
environment of urban dwellings. Small but characteristic items of Ukrainian
peasant life, made in the Ukrainian traditional version, gained popularity. It
was they who gave the citizen's home a Ukrainian flavor: chests, bowls, folk
ceramics, Ukrainian embroidered towels and carpets. Such interior items
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performed not only a purely decorative function in the homes of townspeople,
but also had a symbolic meaning. For many townspeople, the purchase of
such trinkets became a kind of demonstration of national belonging, and for
believers it served as a talisman. Portraits of prominent Ukrainian figures
were often decorated with a towel. Portrait or sculptural images of Taras
Shevchenko were the most common, even mandatory, in the homes of
citizens of that time. Folk traditions were widely used in the decoration of
everyday clothes and housing. In this context, the activity of the Ukrainian
artist Amvrosy Zhdakha, the author of the album of urban furniture and
interior in the Ukrainian style, is significant. In the artist's work, there are
about 50 items of 33 pieces of furniture in the Ukrainian traditional version,
placed according to their functional purpose in the corresponding premises.
All interior items are stylized according to certain periods of Ukrainian
history - Old Russian, Cossack, XVII-XVIII centuries (Byzantine style). In
general, the Ukrainian intelligentsia played a major role in spreading the spirit
of Ukrainianism to everyday life in the cities: cultural figures, educational
scientists, employees of zemstvo archives, publishing houses, and teachers in
their daily activities were vivid expressions of the national way of life. It is
worth noting that wearing national clothes at the end of the 19th and the
beginning of the 20th centuries was not an everyday practice in cities. The
embroidered shirt became an expression-of self-conscious Ukrainianness, it
was most often worn together with a-city suit. Along with outstanding
contemporaries of Ukrainian culture (M. Lysenko, I. Franko, B. Grinchenko,
M. Kotsyubynskyi), Vysyvanka was worn especially by those townspeople
who wanted to emphasize their involvement in Ukrainianness. At the same
time, European influences dominated the fashion of townspeople. Most
residents of Ukrainian cities sought to wear clothes of high European quality,
and national Ukrainian clothing increasingly remained an attribute of
holidays.

In non-capital cities, the socio-cultural environment was more
contrasting and stable. Residents of the province more often preferred to be
surrounded by "their circle" and identified either by professional preferences,
education, income level, or by status, origin, or family ties. Such groupings
were obvious for the province, as they happened "in front of everyone." In
small provincial and district cities and towns, even for underground people
the threshold of legality was conditional, they were well known.

At the beginning of the 20th century, photography became
especially popular in the urban environment. In the cities, the number of state
and private educational institutions has increased, the activities of scientific,
public and artistic organizations, whose representatives were active
consumers of photo services, are becoming more active. At the same time,
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for most of the townspeople, taking pictures was not an everyday thing. The
photo salon was visited by whole families most often during holidays or on
the occasion of family celebrations. They prepared carefully for the event,
especially taking care of clothes and appearance. It was possible to invite a
photographer to your home, or to schedule a photo shoot within the
boundaries of a public institution - a school, an institute, behind the scenes of
a theater. Customers of photo services also paid attention to the design of
their photos. Photo portraits were in the greatest demand - individual, group,
family photos of the so-called "cabinet" ("'cabinet-portrait") or "visiting card"
format. They were placed on special passe-parts made in a typographic way,
exclusive versions of which were most often ordered from abroad. A new
phenomenon at the time was the spread of reportage photos in the columns
of local newspapers, which testifies to the emergence of press or so-called
journalistic photography.

The development of this genre was due to the improvement of
technical equipment, which simplified the photographer's work, made it more
mobile and allowed to photograph directly at the scene of events. Almost all
periodicals of that time printed announcements by photographers about the
provision of professional photo services. The demand for photography caused
the appearance of business cards as a separate type of printed art products. At
this time, the postcard is also<gaining considerable popularity. As a
presentable and convenient type-of correspondence, postcards were sent to
relatives and friends on the occasion of a holiday, an important family event,
or as a message from a trip. Usually, original texts, gifts and congratulatory
inscriptions were placed on postcards. It was possible to unmistakably trace
calendar events not only of family and family importance, but also of general
social significance.'**

Representatives of different strata of the urban population, both in
large and small cities, could cross paths and mix only under certain
circumstances. For example, during religious holidays, mass festivities, state
celebrations, during sports events, in the cinema, etc. However, in most cases,
city dwellers did not seek to violate the boundaries of their state privacy. At
the turn of the 19th and 20th centuries, leisure on weekdays became a feature
of city life itself. The emergence of free time after the end of service is a sign
of the social and cultural status of a citizen. And the more different socio-
cultural groups encompassed the city's population, the more diverse its leisure

194 JurBunenko A. I. «Dororpadiunumii gocsin» ITontaBu nodyarky XX CTONITTA i
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40-44.
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activities turned out to be. Cinema occupied a special place in the life of a
citizen. From the moment of its appearance, this type of leisure is oriented
towards a democratic viewer, gradually becoming a mass spectacle.

The first domestic cinemas with a luxurious interior and an elegant
name often resembled the Parisian "cinema houses". Visiting them, as well
as attending theater performances, was a real ritual for a citizen.'?

An exquisite and well-ventilated auditorium, a spacious and elegant
lobby, a winter garden, a wardrobe and a buffet with a high level of comfort
met the demands of the most demanding visitor. At the same time, ticket
prices in such cinemas were quite high. More affordable cinemas were
located on the outskirts of cities, mainly at railway stations-villages. The
films shown there introduced the audience to distant lands, outstanding
events and unattainable celebrities. Gradually, by the beginning of the 20th
century, the cinema ceased to be an attribute exclusively of urban life. In the
1910s, the number of cinemas in the provincial centers of Left Bank Ukraine
began to outnumber theater establishments. !

The circus also became a widespread form of leisure in the
metropolitan and provincial cities of that time.. In terms of content and
organization, this spectacular genre was primarily oriented towards
commercial success. The popularity of circus performances encouraged
entrepreneurs to build stationary establishments in various cities. In many
provincial centers, an extensive network of circus centers caused
considerable competition. In particular, about 16 circuses operated in
Kharkov during the years 1862-1906. A large number of circus
establishments also operated in Poltava, Chernihiv, Kyiv, Odessa, and other
provincial centers of Ukraine. At the beginning of the 20th century, the
repertoire of circus performances was significantly diversified: the
performances of strongmen and boxing duels, "French wrestling
championships" (Poltava, 1909) became fashionable.!*’

In order to withstand the competition and attract the attention of the
audience, opera and drama performances were organized on circus grounds,

95 Vemoropa B. B, «Hoswii  Ilapaaus» : HHCTUTYUMOHAIBLHBIE — ACIIEKTHI
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B. Hogeiimmas ucropust Poccuu. 2016. Beim. 2 (16). C. 222.
196 Xosrypa A. C. CraHOBJIEHHS Ta MOJEPHI3alis COLIAILHOI iHPPACTPYKTYpH
ryoepacpkux mict JliBobepexnoi Yipainu (kinenp XVIII — mouarok XX ct.). [Juc.
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and their prices were democratic. The low cost of tickets was also achieved
due to the construction of premises capable of accommodating a huge
audience. For example, G. Mussuri's circus in Kharkiv accommodated 5,750
spectators, Poltava circus of M. Amchyslavsky - 1,200 people. It is obvious
that the acoustics in such premises did not allow the audience to fully enjoy
the performance of the orchestra and the singing of the actors, the level of
comfort for the audience was also mediocre.'?

Club leisure was a traditional and integral feature of city life at that
time. The city, in which the windows of the noble meeting (the most closed
of the type of societies at that time) shone and the sounds of ballroom music
could be heard, was significantly different from the towns, where everything
plunged into darkness, silence and complete sleep with the onset of dusk. In
the capital cities, daily artistic activities of the most diverse genres were able
to satisfy the requests of the most diverse, including very demanding, public.

The image of a boring, apathetic, cold city was typical for many
Ukrainian even developed provincial centers until the end of the 19th century.
In the magazine "Muzykalny svet" for 1876, we read: "In all of Russia, it
seems, there is not a single provincial city in which some troupe of artists
does not function during the winter season; there are amateur circles, concerts
are arranged; they try to attract visiting tourists in any way and are generally
happy for any public entertainment. We don't have any of that in Poltava. We
have no social life at all <...>""Complete stagnation in everything, lack of
social interests and complete hibernation under the amazing blue sky with its
magical moonlit nights".!%’

In many provincial cities at the turn of the 19th and 20th centuries,
certain types of leisure continued to exist as elitist in the form of art salons,
music clubs, etc., continuing European cultural traditions. The activity of
such institutions directly depended on the growth of the educated
intelligentsia in the urban environment - lawyers, doctors, teachers,
employees of banking and credit institutions, employees of the Zemstvo
administration, and others. Most of them, in addition to their main profession,
also had a thorough art education.

A noticeable phenomenon in the artistic life of Poltava was the
activity of the Union of Chamber Music. As stated in the Charter of the
organization dated February 10, 1910, the association's activities adhered to
the traditions of exclusively chamber performance, focusing its repertoire on

198 Tenmka P. XapbkoB (koppecnionaeHuus). Pycckas mysbikanbnas razera. 1913, Ne
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the best examples of European instrumental and vocal musical classics. The
founders of the organization were the musical community of Poltava:
composer Leonid Lisovsky, musician and teacher Volodymyr Ogolevets
(member of the board and music committee of the union), pianist I.H. Eisler
and others. The composition of the Union was dominated by the Poltava
intelligentsia, pupils and teachers of music institutions, professional pianists
Kateryna and Olena Zaitseva, Antonina Silenchuk, Maria Shymkova, A.
Dushkova-Levitina, singer Vera Drozdova-Dikovska, violinist Yosyp
Goldberg. Famous performers were invited to participate in the concerts, in
particular, the "Russian Battistini" Oskar Kamionskyi.

The scale and significance of this institution is evidenced by the
large number of local and guest musicians, as well as a wide genre spectrum
of repertoire works.2%

Literally from the first years of its work, the Poltava Chamber Union
had about 100 members - a number that exceeded all the expectations of its
founders. Unfortunately, we do not have information about all the
participants, but the repertoire of concerts gives reason to believe that the
performers had refined artistic taste and their professional capabilities were
extremely broad - the musicians could play almost anything.

The organizers and performers tried to keep up with the times, so the
concert programs actively used the music of modern composers: S.
Rachmaninov, A. Rubinstein, M. Ippolitov-Ivanov, P. Tchaikovsky, M.
Rimsky-Korsakov, I. Paderevsky, A. Vyotana The performed musical
repertoire was impressive with.its large number and genre diversity, the
concerts featured works by composers from Russia, Germany, Austria,
France, Poland, Norway, Hungary - that is, practically the entire chamber
repertoire of the era.

During the first season of activity (1910/1911), eight chamber
meetings were held. Sounded out:

— string quartet (Gdur) by O. Grechaninov;

— piano quartet (Asdur) by M. Ippolitov-Ivanov;

— trio by F. Mendelssohn. (dmoll, cmoll), R. Schumann (dmoll), F.
Schubert (Esdur), K. Saint-Saéns (Fdur, emoll), A. Rubinstein (Bdur), P.
Tchaikovsky (amoll), A. Arenskyi (dmoll ), B. Smetany (gmoll), P. Yuona
(amoll), S. Rachmaninov (dmoll);

— violin sonatas by L. van Beethoven (Fdur), E. Grieg (Bdur, Fdur);

200 JTurpunenko A. I. KamMepHe BMKOHABCTBO K UMHHHK KyJILTYPO TBOPEHHs (Ha
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— cello sonata for two pianos by S. Rachmaninov;

— aromance with variations by E. Grieg;

— suite by A. Arenskyi.

The repertoire of the second season (1911/1912) was even richer:

— sonatas for piano and violin by K. Goldmark (Ddur 25), E. Grieg

(Fdur tv. 8, cmoll tv. 45);

— E. Grieg's piano sonata (amoll, Tv. 36);

— trio for piano, clarinet and cello by L. van Beethoven (Ddur

tv. 11);

— piano trios by A. Arenskyi (dmoll Tv. 32), L. van Beethoven (Ddur

Tv.70), J. Brahms (cmoll Tv.101), O. Grechaninov (cmoll Tv.38),
F. Mendelssohn (cmoll Tv.66), S. Rachmaninov (dmoll Tv.9), A. Rubinstein
(Fdur tv. 15);

— string quartet by F. Mendelssohn (Esdur tv. 12);

— piano quartets by J. Brahms (gmoll tv. 25), M. Ippolitov-Ivanov
(Asdur tv. 9), F. Mendelssohn (cmoll tv. 1), V.A. Mozart (gmoll);

- works for piano "Petrarch's Sonnet No. 123", "Le roi de Thule",
fantasy "Rigoletto" by F. Liszt, "Melody" by I. Paderevsky, "Elegy",
"Barcarola", "Waltz" by S. Rachmaninov, Scherzo cismoll F. Chopin,
"Grillen" by R. Schuman;

- works for solo violin - "Romance" and "Serenade" by Ambrosio,
"Reveri" by A. Vyotan, "Zephyr" by Gubay, "La Folia" by A. Corelli,
"Romance" and "Hungarian Dance" by S. Rachmaninov, fantasy "Othello" »
H. Ernst;

- vocal works < "Viegenlied", "Sapphische ode", "Der Schmid" by J.
Brahms, aria from the opera "The Force of Fate", Iago's monologue from the
opera "Othello" by J. Verdi, Yelezar's aria from the opera "The Jewess" by F.
Halevi , the serenade of Don Juan E. Napravnyk, the romances "Kak mne
bolno", "Spring waters", "Here it is good", "You are my field", "Excerpt from
A. Musset" by S. Rachmaninov, Lyubashi's aria from the opera "Sadko", the
song of the Shemakhan Tsaritsa from the opera "The Golden Peacock" by M.
Rimsky-Korsakov, "Pandero", the aria "I am that" from the opera "Demon"
by A. Rubinstein, the aria of Lisa from the opera "Queen of Spades" by P.
Tchaikovsky;

— vocal duet "Rassvet" by P. Tchaikovsky;

— a vocal piece accompanied by a violin — "It was early spring" by
S. Yuferov;
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— vocal piece accompanied by violin, harmonium and piano — "Ave
Maria" (tv. 14) by A. Simon.?!

The high professional level of the Union was also evidenced by the
existence of its own concept, outlined in the charter, concert programs, annual
artistic and financial reports and other documents. The genre diversity of the
repertoire, the large number of professional musicians involved in the concert
actions, the proper level of work organization emphasize the unquestionably
high performance level of the Poltava Chamber Music Union. It became one
of the first institutions in the province that, while preserving the traditions of
home-type chamber gatherings, continued them already at a high professional
level.

The Association of Chamber Music conducted its activities in
accordance with the professional canons of this type of creative activity
(chamberism and elitism) and aimed to preserve and spread the classical
repertoire of the chamber genre. The activity of the society, according to the
tradition of the time, was actively supported by the city community: patrons,
owners of music stores, ordinary city residents. Premises were provided free
of charge for charity concerts, musical instruments were rented on
preferential terms, sheet music was purchased;a buffet was arranged for
spectators and concert participants. Well-known performers were invited to
performances, posters and programs of chamber evenings were published.
Hall of commercial school O.0. Bayera, where concerts were systematically
held, was always completely filled with listeners. The very atmosphere of
chamber gatherings, the specifics of the setting and etiquette during music-
making contributed to relaxed communication and exchange of ideas
between the participants of the musical process. The high level of
arrangement of artistic events was reflected in the annual reports of financial
and artistic work, cash documents, etc. As part of the work of this
organization, the creativity of Ukrainian, in particular, local composers was
purposefully popularized.?”

At the beginning of the 20th century, the club infrastructure of cities
diversified significantly. Along with elite gatherings, cultural and educational
work clubs appeared. In such institutions there was no membership institute,
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they were managed by charities and trusteeships. All these diverse
associations functioned according to the principle of a self-organized
community based on active members: they paid initial and annual
membership fees, their meetings elected boards, heard reports, and made
decisions on the most important issues. The statutes of societies usually
forbade membership to persons with inferior legal status: students, women,
lower ranks, sometimes burghers. The main source of existence of most
associations was membership fees, their amount varied greatly and depended
on the capacity of the society's members. This created the most serious
problem for those associations that sought to expand their composition and
activities. Moreover, the very structure of expenses was restrictive: the
budgets of the clubs were to some extent repeated by the townspeople. Rent,
heating, lighting, and operation of the building (about 60%) required the
largest expenses. Therefore, the opportunity to fully use all the privileges of
the offered city leisure directly depended on the professional employment of
the consumer and his ability to pay.

On the other hand, former peasants who moved to the cities to hire
workers for enterprises, plants and factories did not immediately become
supporters of theaters and museums. Their social needs usually required
simple and inexpensive entertainment aimed at relaxation after hard work.
Usually it was an inexpensive cinema, a circus, an amateur club. Elite
theaters, movie and concert halls-and clubs were not available to them.?%

Conclusions. Determining the status of the city and the way of life
in it from the point of view: of "capital" and "provincial" is a rather difficult
task for a researcher. Despite the availability of a large number of statistical
data, personal and other empirical sources, common and distinctive features
in the life of large and small cities - metropolitan, provincial, county, factory,
industrial, port, transport, resort, university, school, military, official,
merchant, bourgeois, young and old, it is not easy to establish.

The concept of "province" is interpreted by modern culturologists as
the spiritual and moral space of life in non-capital cities (provincial, district),
which primarily indicates comparison with capital culture, and not the
geographical distance of the province from the center. The terms "capital”
and "center" are most often associated with the place where the activities of
the governing bodies and administrative influence are concentrated, which
affects not only the activities of the entire state, but also determines the
peculiarities of the functioning and socio-cultural organization of the
province. Traditionally, the capital was considered a kind of informational
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and cultural field, where the values created throughout the country converged
and concentrated. Compared to the province, the capital was quite mobile,
casily adapting to changes in norms and traditions, styles and tastes. The
province was perceived as a more stable habitat for traditional cultural
models.

Relations between the center and the province in the socio-cultural
space of the imperial state at the turn of the 19th and 20th centuries were
ambiguous. The Ukrainian province was often assigned a passive role in the
perception of progressive impulses from the center, which sometimes
happened with delays and distortions. At the same time, processes took place
in the Ukrainian urban environment that did not repeat the metropolitan
culture. Despite the fact that the Ukrainian province was officially part of the
imperial world, controlled on the ground by local authorities, it sought to
reveal its identity, contributed to the formation of public opinion and
stimulated the development of new views and phenomena. Ukrainian
provincial cities were connected through various channels with other social
and cultural centers, with the surrounding countryside, counties, forming
together a multifunctional socio-cultural space,” represented by both
professional and traditional culture. The proximity of the village sometimes
made the provincial culture conservative -in terms of living conditions,
housing arrangement, infrastructure, etc.

An important feature of the urban way of life at the turn of the 19th
and 20th centuries is the concept of mass and potential accessibility of the
population to the services and benefits of civilization. City dwellers have
been given the opportunity to be involved in a large number of various
cultural services and practices, and a wide selection of various forms of
leisure becomes an indicative criterion of purely urban life. In the cities, mass
entertainment infrastructure was represented by places of rest: city gardens,
public squares, beaches (swimming pools), which become common areas for
spending free time of all residents. Cinema, circus, and clubs are becoming
the most democratic mass leisure genres of citizens. The network of public
entertainment (cinemas, circuses, concert halls), cultural institutions
(people's houses, reading rooms, lecture halls) and sports zones is growing
significantly. Such new types of institutions were targeted at a significant
number of consumers, as well as financial and intellectual availability,
becoming a means of obtaining a stable market profit.

The rapid modernization processes of social, economic, cultural,
educational and artistic life at the turn of the XIX-XX centuries influenced
the development of metropolitan and provincial cities: cultural values were
created, there was a combination and interweaving of innovations and
traditions, which are necessary for progressive movement forward. In

120



Ukrainian cities, especially in the provincial centers, active formation of civil
society and classes took place, local self-government developed, however,
for a long time the close interweaving of elements of the new system with
traditional phenomena remained decisive for these provincial centers. In
addition to the fact that they were administrative-economic and trade-
industrial centers, traditionally provincial provincial cities became centers of
cultural, intellectual and spiritual life of their regions, became an important
means of modernization of society, providing conditions for the spiritual life
of the intelligentsia through various unions, societies, circles, social and
artistic activity. Against the background of the general cultural movement
that swept the country at the end of the 19th and the beginning of the 20th
centuries, the Ukrainian province, in particular its central regions, were often
the first to take the initiative in many spheres of cultural life. European
orientation and progressiveness in views on education, art, as well as the
desire for an original definition of identity produced national models and
forms of culture that were assimilated as immanent at the national level.
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leading accompanist Department of Choreography and Musical Art,
Sumy State Pedagogical university named after A.S. Makarenko
Ukraine, Sumy.

MUSICAL TRAINING OF FUTURE TEACHERS OF
CHOREOGRAPHIC ART IN INSTITUTIONS
OF HIGHER EDUCATION
MY3UYHA MIATOTOBKA MAMBYTHIX BUKJIAIAYIB
XOPEOTPA®IYHOI'O MUCTEILITBA
Y 3AKJIAJIAX BHIIIOT OCBITH

The continuous development of modern education in Ukraine and
the world creates new vectors of pedagogical research on training a highly
qualified specialist who will be capable of professional activity, improving
one's own skills and competitiveness. Modern society needs such specialists
(graduates of higher education institutions) who are professionals in their
field. They must possess high intellectual and creative potential, must quickly
adapt to the era of the latest technologies.

Changes in art education dictate the need to improve the system of
training students in higher education institutions. Therefore, an important
task of higher education is the training of a specialist who has the skills of
professional activity and quickly adapts to society. Taking into account this
factor, there is a need to review and improve the educational and scientific
programs of choreographic specialties in higher education institutions. For
future teachers of choreography, musical training is of great importance,
because the musical component is an integral part of any choreographic
activity.

The problems of choreographic education are the subject of research
by many scientists. In particular, the following researchers worked in the
chosen direction: L. Androschuk, T. Blahova, P. Koval, M. Rozhko, Yu.
Rostovska, Ya. Reva, T. Churpita. The importance of music in choreographic
activity is emphasized by such art critics as P. Bilash, D. Bernadska, V.
Krasovsky, T. Kohan, etc., and choreographers: V. Verkhovints, J. Nover, O.
Martynenko. Scientists consider the peculiarities of the interaction of these
two types of arts and their similar nature.

L. Voloshina, A. Ivanytskyi, Li Zhi, V. Kholopova, and B.
Yavorskyi dealt with issues of the historical interaction of music and dance.
Hypotheses about the importance of the musical component in the training of
future teachers of choreography are highlighted in various scientific studies.
Some scientists emphasize the importance of acquiring tempo-rhythmic skills
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by future specialists (O. Rebrova, Zhang Yu). Others focus on the problems
of musical literacy and its application in the practical activities of future
choreographers (O. Rebrova, O. Mikulinska, L. Markina, Liu Qiangian,
Zhang Xiao). The problem of musical competence of future choreography
teachers is considered in the article by O. Mikulinska, N. Lisovska, and V.
Troschenko.?%

The connection of choreographic and musical arts in the aspect of
the formation of musical competence of certain specialists is the basis of the
scientific research of Yu. Petrova and I. Khmelevska. He Xuefei's thesis is an
important study in the aspect of musical training of future teachers of
choreographers.?*

Many important components can be found in choreographic
pedagogy, most of them are studied by theorists and practitioners of
choreology. This study is focused specifically on the musical training of
future teachers of choreography. If earlier this aspect was given a lot of
attention, then over time the interest in this problem in the training of future
specialists has somewhat decreased. Of course, this is explained by the rapid
development of society, the departure from the classical principles of
choreography (where previously there was-always a concertmaster), mobility
and convenient use of audio equipment; etc. But it is necessary to remember
that choreographers constantly deal with music, so in order to achieve a good
result in their professional activities, they must understand it.

It is worth noting that understanding, let alone teaching something
new, is impossible without acquired knowledge and experience. That is,
without a basic set of musical training, it can be difficult for a person whose
activity is closely related to music to work and teach others. A modern
specialist needs to be able to navigate in the modern diversity of musical
genres, which are constantly changing and have an impact on choreography.

1. The relationship between choreography and musical art

The relationship between choreography and music has been known
to mankind for a long time. Since the beginning of its existence, the unity of
dance and sound has accompanied certain ritual processes in various peoples
of the world. At first, people performed movements to the sounds of
elementary noise and percussion instruments. That is, dance and music were

204 Mikynbebka O., JlicoBebka H., Tpomenko B. My3suuna KOMIIETEHTHICTh
MaiiOyTHIX yuuTenmiB xopeorpadii SK  MHCTELbKO-TenaroriyHa mpobiema.
Ilemaroriuni Hayku: Teopis, icropis, iHHOBawiitHi Texnonorii, 2021, Nel (105). C.
426-433.

205 Xe Croeeil. YI0CKOHaNEHHSs My3MYHOI MATOTOBKM MaHOGYTHBOIO BUMTENS
xopeorpadii B ymoBax BHUIIOI mexarorignoi ocsitu. Juc... xana. nex. Hayk. HITY
imeni M. I1. JIparomanosa. Kuis, 2019
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limited by rhythm. Each dance was created for some common ritual purpose.
With the development of civilization, the purpose of dances and the nature of
their performances changed. Choreographic art changed with the
development of society. In each country, dances had their own purpose and
were accompanied by national music.

The problem of the importance of the interaction of music and
choreography in the process of developing a creative personality is
considered in many pedagogical studies. Some teachers-musicians developed
their own methods of musical and rhythmic education. Swiss teacher E.
Jacques-Dalcroze was one of the first to investigate this issue at the beginning
of the 20th century. In the 20th century, the concept of "plastic intonation"
appeared in the artistic and pedagogical space (the term was introduced by T.
Vendrova), which means reproduction of all musical nuances (strokes,
phrasing, melodicity, ascending and descending movements, etc.) with the
help of plasticity and movements. This phenomenon allows you to "live the
music", that is, embody it with the help of plastic. But plastic intonation is
not the main method of musical training of future choreographers, because it
does not provide meaningful musical knowledge.-It'is advisable to use it as
one of the methods or methods of learning in addition to musical disciplines.
If you apply elements of plastic intonation, for example, when studying
theoretical musical disciplines or playing an instrument, it will contribute to
a better feeling and understanding of music.

The question of the interaction of music with choreography worried
many outstanding ballet masters and teachers in different periods of time.
They presented their findings in'thorough works on the history and theory of
choreographic art (Zh. Noverr, F. Lopukhov, M. Tarasov, K. Vasylenko, L.
Yarmolovich, V. Verhovinets).

Music carries the emotional source of dance, rhythm is the basis for
the character of movements, and changes in the melody convey the plasticity
of dance movements. Dance music has its own separate system of genres. In
historical development, composers quite often used dance melodies in their
compositions. Dance music differs from other genres in its specificity of
images and rhythms. It inspires dance movements with its expressive
rhythmicity and bright energy. Composers who wrote dance works tried to
embody plasticity, facial expressions and gestures in melodies.?%

The expressiveness of the intonation of the language serves as a
support for the music, and the choreography relies on the expressiveness of
the movements of the human body. The similarity of the figurative nature of

206 Conmpuu O. XOPEOT'PA®IS: [TociGHuK 3 0CHOB X0peorpadiyHoro MUCTENTBA Ta
kommo3utii Tanmro. JIseis: Kpaii, 2003. 160 c. + 26 i.
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these arts makes it possible to combine music and dance movement into a
single artistic composition. Music helps to strengthen the expression of dance
plasticity, provides an emotional and rhythmic basis. On the basis of the logic
of musical development, an emotional image is formed, which is embodied
in dance through plasticity. Choreography and music have the same features:
they develop over time; rhythm plays an important role in creating a certain
image of both arts.

In the perspective of consideration of the relationship between music
and dance, it is necessary to indicate the opinion of O. Goldrych, who notes
that: "Music is its content, musical dramaturgy is the basis (soul) of dance.
When creating a dance piece, the ballet master must take into account the
content of the musical piece, its forms, style, character, rhythm, and
emotional state. He must feel not only rhythm and meter, but also catch the
meaning, understand and convey it in movements. Dance should be created
so that it is a plastic expression of music."

Music can be called the meaningful basis of dance, because thanks
to it, the emotional and figurative sphere of the work is fully revealed. Based
on the development of the musical accompaniment, the choreographer can
create a storyline and a climax for the artist's stage design. Choreographic art,
just like music, can touch the depths of the soul. Both types of art allow you
to move into the imaginative world of a certain composition, to experience
emotions together with the performers. Choreography and music in
interaction are able to influence the emotional and sensory sphere of a person.

Scientists indicate the relationship between choreography and
musical art in the author's sources: "since ancient times, music and
choreography have been in the closest relationship, and in modern folk
choreographic practice, musical dramaturgy is one of the most important
form-creating links".2%’

The musical accompaniment must correspond to the choreography
and stage action, only in the interaction of these components can a
professional work of art be created. As a result of the harmonious relationship
of music and choreography, each dance appears as a complete work of art.

The musical fabric and imagery of the music help to emphasize
certain climactic fragments of the choreographic work. And vice versa,
according to certain movement elements, you can use the appropriate means
of musical expressiveness. For example, up or down dance movements can
typically be voiced with an ascending or descending melody, chords, etc.,
respectively; the amplitude of dance movements can be reflected by the width

207 Excpka O. 0., Maxcumenko A. 1., Tkauenko 1.0. KoMmnosuwmis TaHLO Ta

mucrentBo canermeiicrepa. Cymu : @OII [poma C.I1., 2020. 157 c.
125



of the instrument's musical range and dynamics; sharp movements can be
depicted using the "staccato" technique, the contrast of dynamics and jumps
in the melody; the smoothness of plastic movements is well expressed by a
touch of "legato", the absence of dissonances and jumps in the melody, etc.

Choreographic art and musical art have many common features:

- non-verbal forms of existence;

- time course (that is, works unfold and are perceived within a certain
period of time);

- affinity of plastic and musical intonations;

- performance basis (between the creativity and the audience there
is an intermediary - the performer);

- common means of expression (meter, rhythm, character, mode,
genre, etc.);

- similar dynamic and tempo elements of nuance;

- perform the same functions (communicative, artistic-conceptual,
prognostic, communicative, suggestive, aesthetic, hedonistic);

- have a certain dramaturgy that combines dance and music into one
composition.

In more detail, we want to focus attention on common means of
expression for both types of art (musical form, rhythm, meter, tempo).

The structure of a musical work is called a musical form. "It is the
basis of the structure of a choreographic work." The musical form embodies
the general pattern of the dance and helps determine the classification of the
genre.

Rhythm is one of the main components of both arts. It determines
the nature of the choreographic composition and is the main indicator of the
affinity of musical and choreographic arts. A wide palette of dance rhythms
during the performance is emphasized by music that embodies the idea of the
choreography.

The meter together with the rhythm form the basis of the unity of
music and dance, they are also a kind of foundation for the future
composition. Harmoniousness, melodiousness and logical construction of a
choreographic work emerge from the correct setting of the metrorhythm. A
successful combination of meter and rhythm is reflected in the overall tempo
of the work. The better the combination of rhythm and meter, the faster the
tempo can be set. Rhythm, meter and tempo are like three whales in the
harmonious interaction of music and dance, because they form the basis of
any choreographic composition. Only by arranging these three components,
you can work further on the texture of the work, nuances, etc.

Choreography and music together can have different options for
interaction and construction in relation to a musical composition
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(heterophony, subvocal polyphony, counterpoint, etc.). If the movement
coincides with the sound, it is heterophony; if movements with sounds have
coincidences and differences, this phenomenon can be called subvocal
polyphony; if the movements and sounds coincide only in supporting places,
regardless of the melody, such an exposition is a counterpoint.

Analyzing the history of choreographic art, an example can be given
that some famous dancers of the 18th and 18th centuries were also
outstanding musicians. Among them, it is worth mentioning B. Beaujolait, J.
Cordier, J. de Belleville. The most famous among them is Zh.-B. Lully, who
was a composer, conductor, violinist, guitarist and choreographer. The value
of musical knowledge for choreographers has been recognized throughout the
existence of professional arts. Famous ballet masters (G. Angiolini, J.-B.
Lully, J.-J. Nover) once emphasized that every choreographer should be
professionally oriented in the art of music. After all, these two arts have many
common features and are interdependent in the process of realizing a single
idea.

Regarding the current state of the interaction of music and
choreography, L. Voloshina's statement is-correct. "Modern life requires
subordinating choreographic thought to-contemporary requirements. The
rapid change of events, a large amount of information on the one hand, which
is expressed in "fragmentation" -and "collage" in the implementation of
choreographic productions, and on the other hand - a constant search for new
directions of stage expression, a deep psychological analysis of the situation
and personality, makes ‘it possible to successfully update musical
choreographic expressive palette. Therefore, the problem of the organic
combination of music and choreography is relevant even at the current stage
of the development of art" 2%

The staging of a choreographic composition refers to the
subordination of movements to music, metrorhythm, tempo and character.
Only then will the dance performance be complete.

Based on the above-mentioned facts of interaction and relationship
between music and dance, it is worth noting that the achievement of a
successful choreographic performance depends on the musical training of
future choreographers. In order for music and dance to be harmoniously
combined, students must be able to perceive, understand, feel music and have
certain musical and theoretical ideas, on the basis of which they can create
their own performance concept.

208 Bonomuna JI. BzaeMoBIwMB My3uku i xopeorpadii B icTOpPUYHOMY KOHTEKCTI.
Bicuuk JIpBiBchKOTO yHIBepcutety. Cepist : Mucrenrso3nasctso. 2012. Bum. 11. C.
237-243. URL: http:/nbuv.gov.ua/UJIRN/VLNU_Mistec_2012 11 _27.
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1. The current state of the problem of musical training of future
choreographers in institutions of higher education.

The structure of choreographic education is specific and cannot be
built according to general standards, norms and principles characteristic of
other fields of education. Solving the new pedagogical problems faced by the
development of modern training of future teachers of choreography is, of
course, subject to the general trends of education. But they must necessarily
be focused on the specifics of the professional activity of future specialists.

Professional training of future teachers of choreography is a
complex process that consists of many important elements. In particular, an
important condition for qualification is not only students’ mastery of
choreographic skills, but also the formation in them of appropriate
pedagogical teaching skills, understanding of the psychology of the
pedagogical process, compliance of their knowledge with modern
requirements of society, etc. In his dissertation, scientist He Xuefei notes:
"An important component of the training system for choreographer students
in Ukraine is that students after completing their studies should possess a
number of competencies: informational, communicative, methodical, art-
based, organizational, psychological-pedagogical, worldview, artistic-
scenic".?” That is, the future teacher-specialist of choreographic art must
possess a large list of professional competencies at a high level in order to be
competitive among his colleagues.

In the previous chapter, it was indicated that dance and music have
a unity and interrelationship, therefore it is important to outline the current
state of the problem of musical training of future teachers of choreography.
Dance is such a phenomenon that contributes to the disclosure of the spiritual
world of a person. Dance becomes a means of ideological and emotional
development only if the choreographer reaches a certain performance level.
A high level of mastery of choreographic skill depends on the ability to
convey, with the help of plastic and expressive movements, the ideological
and figurative content of a musical piece that was chosen for a dance
composition. Meanwhile, the current level of music-theoretical training of
future teachers of choreography does not always provide future specialists
with the realization of this skill.

209 Xe Croedeii ITpobGiema BIOCKOHAJIEHHS MY3HMYHOI IiJrOTOBKM MaiiGyTHBHOIO
Buntenss  xopeorpagii. Haykosi 3ammcku  TepHOMIBCHKOrO — HAIIOHAIBHOTO
MearoriyHoro yHiBepcureTy imeni Bomommmupa ['HaTioka: 30ipHHK HayKOBUX
npausk. Cepist. [lenarorika. Bum. 3 / M-Bo ocBitn i Haykn Ykpainu, TepHOIIbChKIH
Hall. e yH-T iM. B. I'Hatioka; Tepromnine: 2016, C .208-214.
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Scientists claim (in particular, Yu. Petrova and 1. Khmelevska)?'°,
that this problem appeared as a result of an insufficiently developed
methodical and theoretical basis for the training of future teachers of
choreography in the perspective of music-theoretical training.

Music accompanies future choreography specialists from the
moment of their initial dance education (from dance clubs, dance classes in
secondary schools and secondary schools) to their independent creative
activities. Musical education of students takes place not only in classes of the
musical cycle (basics of playing a musical instrument, basics of music theory,
history of music, etc.), but also in classes of specialized disciplines (classical
dance workshop, theory and technique of folk-stage dance, parterre training,
rhythm, ensemble, etc.). Music-theoretical disciplines play an important role
in solving one of the main tasks of professional choreographic education:
nurturing the musical culture of choreographers, developing the ability to feel
and interpret the artistic and aesthetic content of music in dance movements.

Modern musical performance in general and music in choreographic
art in particular are very diverse in terms of genres, forms, content, styles,
etc. Musical works for choreography can.simultaneously combine several
genres or styles, which makes their perception much more difficult. That is
why a very important aspect of the musical training of future choreographers
is to teach them meaningful perception and understanding of music. In order
to learn to understand music, you need to have a certain set of knowledge.

The harmonious realization of the musical and choreographic idea
depends on the conscious perception of the understanding of the musical
content. It also contributes to a better embodiment of one's own interpretation
of music in a choreographic composition. Scientists note that music in
choreographic art should be perceived not only as musical accompaniment,
but also as an important component of choreography. Music helps
choreographers in the interpretation of musical metrorhythmic figures, the
nature and content of a musical work, its dramaturgy for a complete
spectacular choreographic production. Among the main musical qualities and
skills important in choreographic activity, it is worth highlighting musical
thinking, musical memory, sense of metrorhythm, tempo and character of the
piece. Correct coordination of movements and plasticity in relation to musical
rhythm, character, tempo, etc., depend on these qualities.

210 TTerposa 0., Xmenescbka I. B3aeMo3B 5130k XopeorpaiuHoro Ta My3M4HOIO
MHUCTELTB K YUHHUK (POPMYBAHHS MY3UYHOT KOMIIETEHTHOCTI MailOyTHIX MeIaroriB
xopeorpadiB. Haykosi 3amucku [KipoBorpaacbkoro aepkaBHOTO MEIaroriqyHoro
yHiBepcutery iMeHi Bomonumupa Bunnanuenka). Cep. : Ilemaroriuni Haykn. 2016.
Bum. 143. C. 141-146.
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Scientist T. Medvid, in the process of researching the problems of
the professional content of the competences of future teachers-
choreographers, emphasizes the importance of the formation of musical
competence: "without musical and informational competence, the
professional activity of a choreographer, head of a choreographic team, ballet
dancer, teacher of professional disciplines and a tutor is impossible".?!!

Among the skills of musical and informational competence, T.
Medvid defines "the knowledge of the theory and history of music necessary
for work in a choreographic class, musicality, a sense of metrorhythm, the
ability to work in an ensemble with other dancers and a concertmaster, the
ability to independently search for musical material."

Scientists I. Khmelevska and Yu. Petrova define choreographic
mastery as the ability to "transmit through plastic and expressive movements,
choreographic exercises the artistic and figurative content of a musical piece
chosen for the creation of a dance composition™).?!2

Such researchers as: O. Mikulska, N. Lisovska, V. Troshchenko
emphasize that the level of musical competence of future choreographers
(despite the presence of musical cycle subjects in their education) does not
ensure the full realization of their skills in practice. In the emergence of this
problem, scientists see the insufficiency of methodological and theoretical
developments that would ensure the ability to harmoniously reproduce the
expressiveness of music by means of choreographic performance.?!?

As N. Bystryantseva successfully pointed out, today "The meaning
of music is reduced only to the tempo of the movements, it is a supposed
sound background against which we can see the dance. Therefore, at this
stage, it is relevant to re-examine the theoretical aspects of the importance of

21 Mengins T. AKkTyanbHi po6JIeMHy NiArOTOBKM MailbyTHiX xopeorpadis. Cydacui
cTparerii po3BUTKY xopeorpadiuHoi ocBitu: Marepianu I Beeykpaincbkol HayKoBO-
NpaKTUYHOI KOoH(epeHLii 3 MixkHapoHo y4yactio (Ymaub, 16—17 tpasus 2015 p.).
VYwmanp: ®OIT XKXoptuii O. O., 2015. C. 62-65.
212 Tlerposa 0., Xmenescoka I. B3aemo3s 130k xopeorpadiuHoro ta My3uM4HOro
MUCTELTB K YAHHUK (pOpMyBaHHS My3UYHOT KOMIICTEHTHOCTI MaifOyTHIX Ie/laroris
xopeorpadiB. Haykosi 3ammcku [KipoBOrpalichbKoro Jep:kaBHOTO IEIarorigHOro
yHiBepcuTeTy iMeHi Bonmoguvupa Bunandenka]. Cep. : Ilemaroriuni nayku. 2016.
Bum. 143. C. 141-146.
213 Mikynbebka O., Jlicoebka H., Tpomenko B. MysuuHa KOMIETEHTHICTh
MaiiOyTHIX yuuTeniB Xopeorpadii K MHCTEUbKO-IIEAAroriyHa mpoodiema.
Ienaroriyni Hayku: Teopis, icTopis, iHHOBamiiHI TexHoiorii, 2021, Ne 1 (105).
C. 426-433.
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music in the choreographic art of outstanding teachers-choreographers,
choreographers-directors and rethink this experience in a new way".?!

Although today's choreographers have the vast experience of
outstanding predecessors in use, unfortunately, in modern choreography,
which is rapidly developing, music is quite often relegated to the secondary
plan.

Modern choreographic compositions usually use "independent"
music that is not adapted to the dance. Choreographers are guided by the fact
that "the intonation and dramaturgical nature of such music corresponds to
the expressive possibilities of modern stage choreography. But young
directors do not always think about the content of the music and the fact that
very often this content does not coincide with the content of the dance. This
attitude to music leads to an unsuccessful production that does not stay long
on the stage."

Therefore, the current state of musical training in the perspective of
choreographic education of future specialists requires revision and
correction. Any choreographer in his professional activity constantly
encounters music, because without musica choreographic composition
cannot be staged. If an ordinary dancer just needs to feel music, rhythm and
be able to plastically intonate to a piece of music of any genre, then this will
not be enough for a professional teacher. The future teacher of choreography
must understand musical genres:-in order to choose the right music for the
appropriate dance, because in choreography there are many different genres
to which specific music, corresponds. Also, he should have a developed
aesthetic taste in order to select quality music. It will also be useful for future
teachers to have certain skills in playing a musical instrument, because it will
help to better perceive music and understand the concertmaster. And in order
to acquire the necessary musical skills, students must master certain musical
training, which should include musical-theoretical and musical-practical
disciplines.

1. Music-theoretical and practical disciplines in the process of
professional training of future teachers of choreography in institutions of
higher education.

The educational process at ZVO, which prepares professional
masters of choreography, contains several cycles of disciplines that students
must study. These include general-scientific, psychological-pedagogical,

214 Bucrpsuuesa H.M. 3HaueHHs My3uKy B XopeorpadiaHoMy MUCTELTBI Y ClIaAIuHi
BUAATHUX OaneTmelicTepiB Ta mexparoriB. IlpoOmemu Ta HEpCIEKTHBH PO3BHUTKY
XopeorpaivHOro MHCTENTBA B KOHTEKCTI bBosloHCBKOTO mpouecy/ roi. penax.
UYyba B. B. Xepcon, 2009. C. 81-91.
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artistic, choreographic and music-theoretical cycles. The entire educational
process is built in such a way that the main subjects studied in the
choreographic workshop are interconnected and work in full force to fulfill
the main goal - the training of highly qualified artists-choreographers. Future
specialists must be able to combine professional choreographic skill with
high culture and education.

Musical training plays an important role in this process, because it
ensures the maximum realization of the principles of complexity, integration
of important pedagogical conditions and methods of professional creative
education.

The main task of the musical training of future choreographers is to
educate highly professional teachers and artists who will be able to
understand and express with the help of plastic movements the ideas of
musical and choreographic synthesis. The assimilation of music of a wide
historical and stylistic spectrum is explained by the profile of choreographic
training, which also involves studying the history of dance and other
theoretical disciplines. As you know, music and choreography developed
interdependently from each other, so it is necessary to study choreography
without fail taking into account the art of music.

The structure of the musical training system in choreographic
training institutions is oriented to all<levels and profiles of students'
professional training. The tasks of musical education, which are reflected in
the complex system of musical theory for future choreographers, are an
important component of the professional training of qualified specialists in
the field of choreography.

Learning music of a wide variety of genres and styles is determined
by the profile of special choreographic training. In the process of such
training, future artists develop practical skills and abilities that will be needed
in the full-fledged work of choreographic art, pedagogy, as well as scientific
activity.

Music education, by its very nature, has a certain consistent
hierarchy of training: initial familiarization, assimilation of basic music-
theoretical ~knowledge, acquisition of music-performance  skills,
understanding of the nature of music and dance and their interaction. The
basic principles of music-theoretical education are acquired by future
teachers of choreography in institutions of art education (institutions of
secondary special education and vocational schools).
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Modern researchers (H. Poberezhna and T. Shcherytsia) note that
"music-theoretical training ... constitutes a triad: hear - understand - act. Each
of its elements fulfills its function".?!3

It is worth agreeing with the opinion of scientists, because any
musical-theoretical training is aimed at hearing, understanding and some kind
of action. In choreography, these elements are absolutely necessary. The first
element of this triad is hearing (that is, hearing music) - it is an emotional and
artistic component, it stimulates mental and mental activity to the next
component. Understanding is a component reproduced in the ability to learn
the content, character, genre of music (it is realized thanks to the acquired
knowledge). Action is a key component of this complex, which is aimed at
the effective work of the future choreographer in staging the work, his own
interpretation.

Music-theoretical training is the process of mastering the basic
disciplines of the music-theoretical and practical cycle by future teachers of
choreographic art. On the basis of acquired knowledge and musical skills,
students develop certain musical competencies, which are then implemented
in direct professional choreographic activities: Musical disciplines contribute
to the education of aesthetic taste, influence the development of creative
thinking and the sensory and emotional sphere of students. The disciplines of
the musical cycle contribute to a better perception and interpretation of
musical works in choreography.” The choreographic composition will be
complete when its content and the content of the musical accompaniment
match.

The musical training of future teachers of choreography at the ZVO
of Ukraine is conducted in a complex of professional disciplines, laying the
foundations for the application of the basics of musical art in future
pedagogical activities. According to the curricula, students of the
choreographic faculties of the higher pedagogical educational institutions of
art can study the disciplines of music-theoretical ("History of music",
"Musical literature", "Music literacy", etc.) and practical cycle ("Playing a
musical instrument", "Conducting" , "Rhythm and musical movement", etc.).

In the chosen direction, there is a need to consider educational and
professional training programs for future choreographers in order to improve
their professional competence in the field of music-theoretical training. After
all, musical preparation is one of the important components of the
professional activity of choreographers.

215 Tlo6epexna I'., Ilepuus T. ITpoGiemMn iHTErpoBaHOro BUKJIAAAaHHS MYy3U4HO-
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In order to find out how relevant the music-pedagogical training of
future teachers of choreography is today, normative documents from the
specialty 014 and 024 "Choreography" in the leading higher education
institutions of Ukraine by education levels - bachelor's and master's - were
analyzed.

At the Berdyansk State Pedagogical University, bachelors are
trained in the OPP "Choreography" (specialty 024) and masters of secondary
education (specialty 014 teachers of choreography). From the music-
theoretical cycle, the course "Fundamentals of music theory and playing a
musical instrument” is offered to future choreographers. The purpose of this
discipline: "acquainting students with the main elements of the musical
language, their interrelationships and significance in the musical form,
developing the skills of playing a musical instrument and preparing future
choreographers for creative collaboration with a concertmaster."

The "Southern Ukrainian National Pedagogical University named
after K. D. Ushinsky" is training future choreographers at two levels of higher
education. From the music-theoretical cycle, the educational and scientific
programs include the following disciplines: "History of Music and Theater",
"Fundamentals of Music Theory", "Rhythm and Musical Movement"

Ivan Franko Drohobytskyi State Pedagogical University trains
bachelors and masters in choreography in the specialty 024. Within the
framework of this OPP, students master the following mandatory disciplines
of musical direction: "Playing a musical instrument”, "Fundamentals of
music theory" and, if desired, can’'choose among elective subject "Rhythm
and musical movement".

Future teachers of choreography are being trained at the Faculty of
Arts of Ivan Franko National University of Lviv. From the cycle of musical
disciplines for students, the course "Fundamentals of Music Theory" is
presented. The purpose of this discipline is "acquaintance with the elements
of musical language and its interaction based on metrorhythm, palm tonality
and form: mastery of holistic scientific knowledge about music, in particular,
about the organization of form and means of expressing artistic content in a
musical work; formation of skills of independent theoretical analysis of
musical phenomena of any origin, composition, content; formation of
readiness to use knowledge about musical art in accordance with the needs of
the practice of raising and teaching children."

Lviv State University of Physical Culture also prepares bachelors in
the specialty 024 Choreography. The educational program of this specialty
includes musical training. One of the musical disciplines offered to students
is the "Fundamentals of Music Theory" subject. The task of this discipline is
to acquire theoretical knowledge and practical skills in the basics of music
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theory. Such knowledge will contribute to a better emotional perception of
music, understanding the logic of the main musical phenomena, which can
be implemented in one's own professional activity.

The purpose of the training program for students in the specialty
014.02 Secondary Education (Choreography) of the M. P. Drahomanov
National Pedagogical University in the discipline: "Fundamentals of Music
Theory" is to master the basic principles of music theory. Students of the
Department of Choreography at NPU named after M. P. Drahomanov acquire
the following competencies when studying the discipline "Fundamentals of
Music Theory":

- mastering the skills of auditory perception and associative
thinking;

- the ability for independent cognitive activity, self-organization and
self-development;

- the ability to independently search for musical material on the
Internet, repertoire collections, training manuals;

- the ability to theoretically analyze musical works of various forms,
genres and styles for practical choreographic activity;

- the ability to independently assess the artistic significance of
individual works;

- awareness and practical 'mastery of the musical repertoire for its
use in practical choreographic activities.

It should be noted that all the above skills will be useful for future
teachers of choreography.

Specialists are'trained in the specialty 024 Choreography at the Kyiv
Metropolitan University named after Boris Grinchenko for higher education
degrees - bachelor's and master's. In the process of choreographic education,
future specialists master the subjects of the "History of Arts" cycle, among
which is the discipline "Music in Choreography". In the process of mastering
this subject, students have the opportunity to learn about the role played by
music in choreographic art. It should be noted that at Kyiv Metropolitan
University named after Boris Grinchenko, there is a Vocational College
"Universum", which provides preliminary pre-university training for
choreographic art specialists. College students of the 024 Choreography
specialty undergo musical training by studying such disciplines as: "Musical
literacy", "Musical literature", "Musical instrument". At the college, students
receive more thorough musical training (theoretical and practical) than at the
higher education institution.

Students of the specialty 024 Choreography of V. Stefanyk
Precarpathian National University acquire musical training as a result of
studying the discipline "Music certificate and musical instrument (bayan or
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piano)". The purpose of this course is to provide future specialists with
general knowledge of musical art as a result of the process of mastering
playing a musical instrument.

The musical training of choreographers of any institution of higher
education is considered in the context of a set of basic musical disciplines
that a future choreographer must master. It can be divided into musical-
theoretical and practical. The music-theoretical part includes subjects of
theory and history of music, and the practical part includes courses on
mastering playing an instrument, conducting, etc.

Thanks to the disciplines of the musical cycle, future choreographers
learn the basics of musical literacy, their ability to use musical terms, which
are also necessary in choreography, is formed, they also develop artistic
thinking, develop the ability to perceive and analyze musical works.
Mastering musical literacy for future choreographers is one of the mandatory
tasks of the subjects of the music-theoretical cycle.

As you can see, musical training is different in different ZVO. Some
universities offer only music-theoretical disciplines, while others offer
practical ones. For example, at the Ivan Franko National University of Lviv,
future choreographers must study the subject-"Fundamentals of Music
Theory". And at Borys Grinchenko Kyiv Metropolitan University,
choreographer students, starting from the st year, receive knowledge in the
discipline "Music Diploma". At V.- Stefanyk Prykarpatsky National
University, in the process of mastering playing a musical instrument, students
learn the basics of musical literacy, which contributes to a better
understanding of musical art from the performer's point of view.

So, after analyzing the normative documents of the leading higher
education institutions of Ukraine, we can come to the conclusion that musical
training is not present in all centers of higher education that train future
teachers of choreography. Only those institutions of higher education, where
musical training of future choreography specialists is provided, were
indicated above. The absence of musical cycle disciplines in the specialty 024
Choreography in other higher education institutions of the country indicates
the relevance of the problem of music-theoretical training of choreographers
in modern art education and the underestimation of musical competence for
future choreography specialists. This can be explained by the imperfection of
the methodological and theoretical base of the choreographic training of
future specialists in the aspect of musical disciplines. Although some higher
education institutions provide for the preliminary professional education of
choreographers (for example, Kyiv Metropolitan University named after B.
Grinchenko has a professional college of preliminary education), where
active musical training of choreographer students is carried out.
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It is worth emphasizing that the musical training of future teachers
of choreography at ZVO is very important for their further professional
activity. This is confirmed by the opinion of O. Kovalenko: "The organization
of the educational process in institutions of higher education and institutions
of culture and arts of Ukraine should be aimed at students achieving the level
of mandatory training and creating conditions for in-depth study of
educational material, development of a creative personality, its business
abilities, as well as the formation of musical competence in future
professionals" !¢

After all, choreographers in their professional activities always have
a connection with music (any choreography involves musical
accompaniment), so they must have basic knowledge of musical art.

2. The importance of musical training of choreographers in the
process of their professional activity and ways of its improvement

Musical training affects the education of musicality, emotional
response, clarity of musical and rhythmic ideas. Musical intonation and dance
movements are interdependent and always complement each other. Thus, the
future teacher of choreography (as well as any artist-choreographer) must be
able to perceive music, its imaginative world, understand the composer's
intention, and then embody what -he has learned by means of dance
movements and plastic arts.

Modern scientist 1. Spinul outlined the basic performance and
pedagogical skills necessary- for future teachers of choreography. Among
them, in the context of this research, it is worth highlighting the following: a
creative approach _to conducting choreography classes; artistic
communication with students; independent selection of dance and music
material for classes; correct perception and professional interpretation of
dance movements; analysis of the structure and principles of construction of
choreographic productions; determination by ear of styles, genres and forms
of musical material; analysis, generalization and use in professional activity
of pedagogical experience of artistic and aesthetic education of
schoolchildren; critical evaluation of the results of one's own pedagogical
activity. It is worth emphasizing that part of the skills of future teachers of
choreography depends on the level of his musical training. Such skills as:
competent selection of music, knowledge of musical genres and styles, high
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level of interpretation skills will be useful to future choreographers in their
own professional activities.

The musical training of future choreographic art specialists consists
in their study of the basic base of the disciplines of the music-theoretical cycle
and the assimilation of certain performing musical skills (playing an
instrument). Such training is necessary for future choreographers, first of all,
so that they can understand what genre it is, the tempo, rhythm and nuances
of the work while listening to the musical accompaniment to the dance. This
knowledge is necessary for understanding music as an important component
of a choreographic performance. Future choreographers must be able to
perceive music correctly. After all, if the choreographer understands music,
can feel it, then his movements will look completely harmonious. In order to
create a dance, music is first chosen for it. Every choreographer must
understand music so that the music reflects the idea of the dance, and the
dance corresponds to the musical content. Future choreographers can achieve
this effect only after acquiring certain musical knowledge and skills.

The importance of musical training is also indicated by
choreographic teachers and practitioners. In particular, in the "Methodology
of work with a choreographic team" there is the term "staged skills in
choreography", which is defined as "the ability to construct the drama of a
choreographic work, the ability to professionally orientate in music and
accordingly build one's choreographic drama, to be a director, that is, an
interpreter of a choreographic work ; to have a good dance technique, to be a
good performer (dancer) in order to clearly show dance movements and
combinations, to know the technique of teaching choreography, to have
organizational, perceptive, communicative abilities...".

That is, scientists identify among the mandatory skills of
choreographers — the skill of professional orientation in music, because each
choreographer's own performance skill depends on it. Also, researchers of
choreographic art (in particular, V. Volchukova, N. Bugaets, O. Limanska,
O. Tishchenko) single out musicality as an important component of
choreographic abilities in the complex of choreographic mastery of a
choreographer.?!’

The musical training of future teachers of choreographic art is
usually divided into two blocks: musical-theoretical and musical-practical.
Music-theoretical training of students contributes to a better understanding of
music and the basic principles of constructing musical works. Such
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knowledge will become necessary in the professional activity of
choreographers, for example, when selecting a piece of music for a future
dance performance, etc.

Some scientists point to the universality of the disciplines of the
music-theoretical cycle. According to this statement, musical knowledge and
skills will be needed by future teachers of choreography in the process of
their creative self-realization. Confirmation of this opinion can be found in
the textbook "Methodology of work with a choreographic team", which notes
the importance of future choreographers acquiring "the ability to navigate
professionally in music". Scientists designate this skill as one of the staging
skills in choreography. It can be obtained only after mastering the subjects of
the music-theoretical cycle.

Theoretical (music literacy, music theory) and historical (musical
literature, music history, etc.) disciplines are important among the subjects of
the music-theoretical cycle. For example, O. Yemelyanova insists on the
importance of introducing the "Musical Literature" course into the process of
professional training of future teachers of choreography and points out that
"mastering the basics of choreography, the future choreographer must master
the basics of musical analysis, learn to understand the figurative content and
structure of musical works; to be able to analyze the means of musical
expressiveness; to build their relationship with the logic of the development
of the choreographic language; to be able to understand the stylistic and genre
features of musical works". Based on the opinion of O. Emelyanova, we
emphasize that knowledge of the basics of the history of musical art by
choreographer students is an important element in the professional training
of a future teacher of choreography.

In music-theoretical disciplines (in particular, "History of Music",
"History of Music and Theater", "Musical Literature", etc.), it is possible to
trace the presence of interdisciplinary connections with professional
choreographic courses, such as: "History of Choreographic Art", "Art
choreographer", "Classical dance", etc. That is, as a result of mastering
musical disciplines in a complex with special choreographic ones, the
acquired knowledge will be able to be applied in writing scientific papers
(articles, theses). Also, the interdisciplinary connection of these disciplines
allows implementing the principles of integrated learning, which is relevant
in modern pedagogy.

The student can consolidate the acquired musical and theoretical
knowledge in practice. Therefore, the second block of musical training —
musical and practical — is also important. Mastering this complex of
disciplines involves mastering playing a musical instrument (piano or
accordion), mastering the basics of music theory, musical literacy. As for the
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last two disciplines, the practical component is implemented on the basis of
acquired theoretical knowledge in practical tasks or creative tasks.

Another practical discipline of musical training for future teachers
of choreography is "Conducting". The use of this subject in the process of
training choreographers can be explained by the common nature of
choreographic movements and manual movements of the conductor. V.
Solovyov, in the context of a comparative analysis of the art of choreography
and conducting, writes that: "Expressive and motoric rhythmic setting,
increased emotional and plastic tone are the most characteristic features of
both the manual art of a conductor and the choreographic art of a dancer.
Indeed, expressive movements are the origins of the figurative nature of any
mime-plastic art, including conducting".?!®

Conducting allows choreographer students to better feel the music
(its pulsation, development, climaxes) from the musician's point of view. Just
as in choreography in conducting, plastic movements are selected from life
practice. All movements in both types of activity are subordinated to the
metro rhythm and allow plastic intonation of the musical piece. But in the
process of conducting, the student is more focused on the music, so he
perceives it better and can show the appropriate changes in the melody with
the help of manual technique.

Among the musical skills that future choreographers must possess is
playing a musical instrument. Musical -accompaniment is probably always
used in choreography classes. An important role during rehearsals and classes
with the choreographic team is ‘given to the accompanist. Because the
musician can play any fragment of the piece of music, at any tempo, so that
the dancers can practice their choreographic movements and performances.
Live music will never replace an audio recording, especially during classes
and rehearsals. Because no audio device for playing music will be able to
adapt to the needs of choreographers during rehearsals or classes or even
performances.

In order to improve the musical training of future teachers of
choreography, it is necessary to use special pedagogical conditions in the
educational process. Such conditions are described in He Xuefei's dissertation
research. The scientist singles out the following pedagogical conditions:

- activation of future choreography teachers' artistic perception of
musical works;

- stimulation of motivation to master musical knowledge and skills;
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- taking into account the reliance on students' life, artistic and
musical experience;

- ensuring the integration of musical knowledge.

We will focus on revealing the features of the presented pedagogical
conditions, which will contribute to the effective musical training of future
teachers of choreography, from the point of view of our own experience.

The first condition is "the activation of the artistic perception of
musical works by future teachers of choreography." The main meaning of
perception lies in the ability to perceive integral images of certain phenomena
with their characteristic features. It is important to emphasize that for future
choreographers, the formed perception of music is very important, because
the understanding of music, its style, character, climaxes allow to implement
the choreographic idea into a dance composition as professionally as
possible.

The second pedagogical condition in the musical training of
choreographers is "stimulation of motivation to master musical knowledge
and skills." It is worth agreeing with the scientist He Xuefei, because for the
effective musical training of future choreographers, their interest in learning
(that is, motivation) plays a big role.

Ukrainian teacher V. Yagupov defines the concept of "motive of
educational and cognitive activityas "a student's effort to achieve a certain
level of development in professional activity, which is based on deep, strong
and diverse general scientific and professional knowledge, skills and
abilities".?!?

Educators in music cycle classes may face the problem of lack of
interest of choreographer students in music education. This can be explained
by the fact that students do not have sufficient motivation, they are rarely
interested in other types of arts, except for choreography. It can be assumed
that this trend appeared as a result of underestimation by teachers-
choreographers of the influence of music on the development of the creative
personality of students and on the connection between music and dance. To
improve the motivation of students and the effectiveness of music education,
teachers should use more motives, provide situational factors, use the
synthesis of music with choreography. It is also advisable to use various
teaching methods to stimulate students' interest.

The third pedagogical condition according to He Xuefei is "taking
into account the reliance on students' life, artistic and musical experience."
This pedagogical condition is one of the most effective, because the
connection of educational activities with life situations contributes to the high
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effectiveness of education. When applying this condition, the age and
experience of the students must be taken into account. Each of the student
choreographers has his own individuality and experience. For example, the
same music can evoke different thoughts and ideas of dance moves, etc. in
everyone.

In this context, the opinion of I. Zyazyun is relevant, who claims that
the analysis of positive and negative situations of personal experience enables
the future choreography teacher to determine the values of interaction, which
is ultimately reflected in the determination of the meaning of pedagogical
activity. In the classes of the music-theoretical cycle, it is important to teach
students to be able to independently work on a piece of music, to determine
its main characteristics.

The fourth pedagogical condition is "ensuring the integration of
musical knowledge." For the effectiveness of musical training of future
teachers of choreography, it is worth applying an integrative approach to
education. That is, it is necessary to include interdisciplinary connections
during the teaching of musical disciplines. For example, in the course of
studying the discipline "History of Music", you can simultaneously touch on
some information about choreography that happened at the same time; the
discipline "History of Music and Theater" is'already integrated, so it will be
more interesting for perception. In this context, T. Medvid's opinion
regarding the stimulation of students' independence while mastering subjects
of a theoretical and methodological nature is appropriate. The researcher
notes that during the study of these disciplines, "favorable conditions are
created for the identification jand development of future choreography
teachers' creative abilities, the formation of the ability to cognitive activity,
the ability to argue one's point of view".

If teachers of musical disciplines will use an integrative approach
and explain how musical skills and knowledge will be needed by future
choreographers in their professional activities, then this will also become a
kind of motivation for students.

For the effective implementation of the specified pedagogical
conditions in the process of musical training of future teachers of
choreographic art, it is advisable to use different teaching methods. Modern
pedagogy contains many different groups of methods. In particular, in our
opinion, the following will be the most effective for musical training:
interactive, verbal-visual methods, as well as methods of stimulating
educational activities, methods of making music on musical instruments, and
the case method.

We offer a brief description of each group of specified methods.
Interactive methods - consist in cooperation and mutual learning: teacher -
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student, student - student. That is, during classes, the teacher conducts a
dialogue with students, in which each of the participants can express his
opinion. Using this group of methods allows students to become more
democratic, develops critical thinking, stimulates them to a creative
approach, expressing their own position, etc. This group of methods can be
implemented in such forms of work as presentation, discussion,
brainstorming, role-playing, analysis, group work. Interactive learning
methods involve the use of the following principles: activity, feedback,
experimentation, trust in communication, equality of positions.

Verbal-visual teaching methods involve the use of various visualization
tools. In musical preparation, you can use various schemes, tables, playing an
instrument (own demonstration), sheet music examples, etc. Visualization in
combination with explanations is an effective teaching tool in which students
perceive information better.

In musical training, methods of playing musical instruments will be
effective (these can be elementary musical instruments or real ones). Noise musical
instruments can be used to memorize a certain measure or rhythm that is learned in
class. Also important is the discipline "Playing.a musical instrument", where future
choreographers can directly master the skills-of instrumental performance. In the
process of such activities, students feel music better, begin to understand its
structure and nature.

Methods of stimulating students' educational activities will also be
effective in music classes. Such'a group of methods helps to stimulate the cognitive
activity of students. From this group of methods, it is worth highlighting those that
are most suitable for musical training: the method of educational discussion
(exchange of opinions or between students and the teacher when solving a joint
task), the method of creating interest during the teaching of the material (using
interesting facts from the biography of composers, musicians or historical events),
the method of relying on life experience (a story about musical phenomena, with
reference to life situations for faster assimilation of the material).

The subjects included in the musical cycle contribute to the education of
the musical culture of future specialists. Mastering basic musical skills contributes
to the formation of a subtle understanding of the content of a musical work and its
professional interpretation in choreographic activities.

The musical preparation of the future lectures of choreography can solve
awide range of artistic tasks in the education of professional specialists in the artistic
sphere:

- acquiring the basic theoretical and historical knowledge of musical art;

- formation of the ability to consciously perceive music and its content;

- development of musical memory, musical thinking, musical-auditory
skills, image-associative thinking;
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- formation of a complete picture of the musical nature of dance
movements, which are manifested in the interdependence of musical art and
choreography;

- improvement of creative abilities of future teachers of choreography.

The cycle of musical disciplines occupies a very important place in the
process of professional training of future teachers of choreography. Musical
training helps to enrich the spiritual world, affects the development of one's own
creative abilities, associative and figurative thinking of future specialists, which will
have a positive effect on the realization of their creative ideas. The application of a
complex approach in the music-theoretical training of choreographers will
contribute to the formation of a complex of special knowledge, abilities and skills,
which are necessary for the education of a modern highly qualified and competitive
specialist in his field. In the chosen context, O. Kovalenko's statement is correct:
"Musical training of specialists, in our deep conviction, involves the integration of
all its system-forming elements, and their close interaction in the educational and
creative process of higher education institutions and institutions of culture and arts
of Ukraine should ensure high quality training of choreographers».?

Music is an integral part of choreographic art in various aspects of
its existence. In particular, as one of the components of the creation of a
choreographic work, it contributes to the completion of the emotional and
figurative content of the work. The ability to perceive music in the process of
musical training will contribute to. the improvement of choreographic
performance skills of choreographers. In the pedagogical activity of future
teachers of choreography, musical knowledge and skills can be applied when
selecting musical material for a future choreographic performance.

The conducted analysis of scientific research and consideration of
the work programs of the disciplines of the musical cycle in choreographic
specialties make it possible to assert that there are certain contradictions
between the need for professional choreographic art specialists and the
insufficient level of their musical training. Unfortunately, not all modern
higher education institutions see an important role in the musical training of
future teachers of choreographic art.

Having analyzed a number of educational and scientific programs
and work programs of ZVO, we can state that the level of musical and
theoretical training of future teachers of choreography (despite the presence
of musical cycle subjects in their education) does not ensure the full
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realization of acquired knowledge and skills in practical activities. The
appearance of this problem arose due to the insufficient number of manuals
and methodological and theoretical developments that would ensure the
ability to harmoniously reproduce the expressiveness of music by means of
choreographic performance. We also want to emphasize that the level of
music-theoretical training of future specialists must meet the modern
requirements of education and society. Therefore, a detailed review and work
on updating the work programs of the disciplines of the music-theoretical
cycle in the choreographic training of future teachers of choreographic art
will contribute to solving this problem.

Also, in this context, it is important to work on improving the
effectiveness of the musical training of future teachers of choreography. In
order to improve the effectiveness of the musical training of future teachers
of choreography, it is advisable to use different teaching methods in music
classes (in particular, methods of stimulating students' educational activities;
methods of playing musical instruments; interactive methods; verbal-visual,
etc.). An important factor in improving the process of musical training of
choreographers is the provision of appropriate pedagogical conditions.

Ignatovska Oksana

leading accompanist Department of Choreography and Musical Art
Sumy State Pedagogical University named afterA.S. Makarenko
Ukraine, Sumy.

INCREASING THE LEVEL OF TRAINING OF CHORAL
CONDUCTORS IN TODAY'S CHALLENGES
NIIABUIMEHHA PIBHA INIATI'OTOBKHU XOPOBUX IUPUT'EHTIB
Y BUKJIMKAX CbOTI'OJEHHSA

According to many researchers and practicing musicians, choral
conducting is one of "the most difficult types of musical performance".??!

Unlike other performing musicians, conductors master the basics of
manual technique, managing a "virtual", imaginary choir. Without mastering
the basic conducting techniques, the student is unable to effectively manage
the rehearsal process. Limiting communication with the choir to only verbal
means does not allow to achieve performance unity, especially in terms of
tempo and rhythm. The student must systematically prepare for independent

work with the choir, realize the experience of singing in a team, learning to
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analyze choral works. In addition, it is important to remember that in the
profession of a conductor of a choir or an orchestra, a great place is occupied
by the pedagogical component: it is often necessary not only to convince one
how to sing or play, but also to offer the most effective ways of performing a
creative task.

Quite significant problems faced teachers and students during the
forced transition to distance education. The problem of teaching the
disciplines of the choral cycle of the higher school in the conditions of online
education prompts the teaching staff to search for new forms and methods of
the educational process of choral conducting. The specifics of student-
conductor training is that "conducting" itself is carried out separately from
the "musical instrument" on which the conductor has to play, that is, separated
from the choir. Undoubtedly, those who have chosen a career as a choral
conductor sing in the educational choir from the first year. At the same time,
even when studying offline, in the classroom, students only get the
opportunity to conduct a fragment of the rehearsal with the performing team
on their own later. The remote form of classes completely cancels the conduct
of a high-quality rehearsal of the conductor with the choir team and the
concertmaster, and also makes it impossible for the choristers to respond
directly "live" to the comments of the choir director and the concertmaster's
performance. If, for example, a pianist still has the opportunity to play a
musical instrument, the activities of choral groups during martial law are
suspended.

The training of a choral conductor requires consistency and
continuity of the educational process. Transitions to distance education,
although they bring their own characteristics to the approaches to solving
educational issues, cannot be considered as an excuse for inaction. Distance
education is certainly a period of testing motivations for education. In this
regard, teachers face the task of convincing students that online classes and
the suspension of choral groups are temporary and that one should not waste
time and not strengthen the level of one's own professional training.

Of course, there is a question of rethinking the emphasis in the
method of training a choral conductor of a high professional level. In the
period of distance education, it is necessary to focus the attention of students
on the in-depth study of methodical literature, listening to the performances
of outstanding conductors and the best choirs, which can be easily found on
the Internet.

In line with these considerations, the analysis of choral scores, which
are included in the conducting curriculum, can play not the least role in
raising the level of awareness of the problems of choral performance.
According to a survey conducted among students of higher education at the
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Educational and Scientific Institute of Culture and Arts of the Sumy State
Pedagogical University named after A. S. Makarenko, 80% of respondents
answered that the analysis of choral works contributes to the understanding
of the specifics of choral performance and the successful construction of a
rehearsal plan. An important component of the distance learning process in
the choir is the careful practice of choral parts. Thus, returning to the
classroom form of classes, students will be largely prepared for independent
rehearsals with the choir.

The temporary suspension of choral groups, in particular
educational groups, threatens to decrease the level of performance skills of
singers and conductors. It is necessary to counter such trends with persistent
efforts aimed at strengthening the training of specialists who are able to
quickly join the process of restoration and development of the choral
business, as soon as the necessary conditions for this are met.

Reflecting on the need for the revival and development of Ukrainian
culture, we have to admit that the distance form of education, along with some
advantages, has brought serious problems to.the process of studying choral
disciplines, conducting in particular. According to A. Bondarenko,
"technologies of remote interaction of participants in the educational process,
which are used in distance education, do not allow students to fully acquire
the necessary competencies in areas such as playing a musical instrument and
singing, due to the limited technical capabilities inherent in modern
communication technologies '"communication, among which the
impossibility of tactile contact and, most critically, the delay of the sound and
video signal".??

At the same time, the remote form of classes became the only
possibility of continuing education. Therefore, for the mandatory restoration
of the educational process in general, and for choral disciplines in particular,
teachers and scientists are looking for ways that would allow creating a kind
of creative symbiosis of traditional and remote forms of teaching. Such a
coexistence of online and offline learning should make the most of the useful
opportunities of online education and, at the same time, prepare for the return
of students to the classroom, choral groups to the stage, listeners to the
auditorium.

I. P. Zabolotny and E. V. Karpenko were engaged in improving the
method of teaching choral conducting, which can be used to a certain extent
in the period of distance learning. They emphasize that "the consistent and
purposeful improvement of conducting manual technique, which is required

222 boupmapenko A. I. Jlucrauuiiina ocBiTa My3MKaHTiB-BUKOHABILB: IPOOIEMHU Ta
HnepCeieKTuBu. Imidoic cyuactoeo nedazoza. 2020. Ne 3 (192). C. 72.
147



by the modern method of teaching choral conducting in pedagogical
educational institutions, is impossible without the introduction into the
educational repertoire of certain technical exercises, peculiar etudes, each of
which would be designed to master a specific conducting technique".??

It is noted that the conducting etudes proved to be especially useful
for students who have weak technical training in choral conducting. As
observations have shown, the study of conducting etudes contributes to the
development of manual technique, awareness of certain conducting
techniques. "It is obvious that the modernization of educational activities is
impossible without the use of innovative technologies that will contribute to
the deeper assimilation of knowledge by students, the development of their
creative abilities, especially in the conditions of distance learning".??*

Among the scientists who study the problems of distance art
education, it is worth mentioning such as I. Adamova, V. Belikova, V.
Bezpalko, T. Holovachuk, S. Kramska.

At the same time, one should recognize the rightness of those
teachers who claim that it is obvious that the modernization of educational
activities is impossible without the use of innovative technologies that will
contribute to the deeper assimilation of knowledge by students, the
development of their creative abilities, especially in the conditions of distance
learning. Regarding the conducting profession, during the period of remote
classes, the student is deprived of the opportunity to communicate with the
choir. Therefore, it is considered necessary to carry out an analysis of the
specifics of distance learning, of choral disciplines and to develop
recommendations aimed at improving the educational process. First of all,
the organization of updated study methods for the courses "Choir" and "Choir
Conducting".

Despite the fact that the unlimited Internet offers many video lessons
dedicated to teaching singing or playing musical instruments, the lack of
classroom lessons, direct contact between the teacher and the student brings
significant difficulties to the process of mastering artistic disciplines. Among
choral disciplines, choir and conducting should be recognized as the most
vulnerable. As practice shows, collective music making is practically
impossible at the current stage of development of means of communication.
Mastering conducting skills even in the classroom with a teacher has certain
features of "virtuality", because the student does not immediately get the
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opportunity to work independently with the choir. However, the termination
of classes cannot be a solution. Ukrainian teachers are looking for the most
effective methods that would contribute to the maximum quality use of
distance learning time.

Of particular importance to the student is independent creative work,
in the form of searching, listening and analyzing works of choral music
performed by professional choral groups under the direction of significant
conductors. Intellectual and emotional understanding of the high-quality,
highly professional musical material listened to, as well as an attempt to
conduct to a recording found on Youtube of a choral piece from one's
program, to a greater extent contributes to the process of forming a future
specialist, as well as the educational information that the student receives
directly during the class . It is clear that recording conducting, as a kind of
virtual concert activity, can only serve as a surrogate for conducting a "live"
choir or conducting a choir in a concert hall, because the unique atmosphere
of a performance in a concert hall full of listeners is difficult to replace. But
it is necessary and useful to implement such forms of conducting educational
practice as conducting to a phonogram in the conditions of distance
education. It should be emphasized that the learner must be sure that the
efforts made during the period of remote classes will bring significant results
during the restoration of the full-fledged activity of choral groups. The revival
and development of Ukrainian culture is impossible without raising the
professional level of choral conductors and, accordingly, the skill of singing
groups to a new, higher level.

An individual approach to processing choral parts

As practice shows, the basis of successfully overcoming the
difficulties of the online learning period is an individual approach, which
allows not only to strengthen the motivating motive for learning, but also to
improve the quality of the obtained educational and creative results. It is
known that educational choral ensembles of institutes of culture and arts
consist not only of choirmasters. In addition to choirmasters, academic and
pop singers sing in the choir, as well as future music teachers.

In everyday practice, the individual approach usually means taking
into account the individual characteristics of the student. This applies not only
to his abilities and training, but also to specific character traits. Experience
shows that students naturally have different temperaments and emotional
reactions. Some student choristers are calm and attentive, focused and patient,
while others, on the contrary, are restless, hyperactive, and even prone to
conflicts. At the same time, their basic training ranges from music college to
its complete absence. There are such cases among students who study
academic or pop vocals. At the same time, regardless of the level of
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preparation, these students are members of the choir and, accordingly, must
learn all the parts that are provided for in the choir's work plan. The head of
the team faces the problem of developing methodical approaches to all
categories of students in order to ensure the resumption of active educational
and concert activity of the choir after the return of classes in the auditorium.

Methodical approaches can be highlighted on the example of the
study of the Ukrainian folk song in Mykola Leontovych's arrangement "Oi
svaya zozulenka".

1. The student has training on the basis of a music or music-
pedagogical college. This category of students is able to quickly process the
material and send a high-quality recording of choral parts in a timely manner.
After the resumption of classroom lessons, such students quickly adapt to
group singing and can be a kind of support for less qualified singers. Of
course, choirmasters and vocalists who have experience in learning choral
parts should be positively singled out from this category of students.

The teacher should carefully check the knowledge of choral parts,
paying the main attention to intonation purity, the quality of sound formation,
clarity and articulation clarity in the pronunciation of words. Clarity of
performance is also necessary. The director of the choir must convey to the
students his own vision of the specifics of choral sound and interpretation of
works.

2. The applicant graduated from a children's music school. Such a
student often needs advice from a teacher. In addition to intonation errors,
rhythmic inaccuracies can sometimes occur. Such students should not be
provided with high-quality recordings of parts for learning by ear. It is more
useful to require a recording of solfege with conducting, which will allow the
student to quickly realize mistakes. This category of education seekers needs
advice on the methodology of studying a choral part. It is advisable to divide
this process into several stages. One of them is the solfege of a fragment of
the part. For example, when studying the viola part, the student solfeges, and
then sings with the text the first 7 measures (from the moment the violas
enter).

When the student has mastered this material, it is worth trying to
enter after the soprano. Working out this moment can go two ways. In that
case, if the student owns a musical instrument and has access to the
instrument, it is useful to play the soprano part before the introduction of the
altos, and at the right time start singing the alto part. Of course, singing one
part with the simultaneous performance of others on a musical instrument is
very useful, but as experience shows, not every student can cope with such a
task. In that case, if the student does not have access to a musical instrument,
it is necessary to first sing the soprano part and at the right moment move on
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to the performance of the alto part. A smartphone can provide significant help
to a student in case of installing a tuning fork or the Perfect piano program.
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3. The student has a poor musical literacy and learns parts by ear.
Among vocalists, this category is quite- numerous. The teacher usually asks
the accompanist to record the phonograms of the choral parts on the piano.
For convenience, these phonograms should be broken into fragments - so it
will be easier for the student to remember the material. To some extent, the
technique used in classroom classes is imitated: there choral parts are studied
in fragments. For example, recording the viola part should be done as follows:

The first fragment.
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The second fragment
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The third fragment
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Thus, the concertmaster should record the entire piece. In addition,
an end-to-end recording of the complete batch is also usually required. Here
it is worth noting that at the final stage of studying the parts by ear, you should
sing to the recording of the entire score. It is possible to allow certain
selection of the party that is needed by the representative of one or another
party.

Regarding the introduction of altos after the soprano, it is worth
noting that it is necessary to demand that this introduction be practiced
separately. For this, the accompanist records the beginning of the piece,
including the introduction of the violas. The first steps of learning the part
require playing the viola part separately. At the final stage, the student must
perform his part against the background of the entire score, which is also
recorded by the accompanist in audio format.

4. The student is able to learn the material only by voice. This is a
rather limited category of education seekers, but it should be given specific
attention. Basically, these are first-year students who have no experience of
choral performance and no musical education.

Regarding the creation of samples of parties, in some cases, the
teacher is engaged in this. Most often, the best audio recordings made by
students studying in senior courses are used as samples. It is important to
offer the student recording the study sample to break the batch into fragments.
The teacher can also perform this work by dividing the sound file into parts.
It is necessary to emphasize: each fragment should be sung from five to ten
times. Only after that go to the next fragment. Having mastered two
fragments, you need to sing them together at least five times. If a student
learns a piece by ear, he needs to memorize it completely. It should also be
remembered that even those students who have weak musical training should
look at the notes and follow the melody in the process of learning the part by
ear.
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Formulation of the main professional tasks of training a student-
conductor and creation of effective methods teaching choral conducting
in an online format

Today, the method of studying choral conducting is represented by
the qualitative growth of professional research in this field. However, the new
challenges of online education require a redistribution of the meaning of
traditional methods used in the educational process of choral conducting. The
methods of observation, reproduction, comparison, analysis and
introspection, discussion, gradual complication of tasks in the conditions of
the online format acquire transformation and addition. The teacher must
evaluate the student's conducting by looking at his conducting movements on
the gadget screen. Another option: the student should record a video of his
conducting, after which the teacher should make a list of comments and
wishes. Feedback based on the method of reproduction: the student's
educational duplication of the teacher's conducting movements from the
video recording.

The usual technique, which is dominant in the classroom mode of
conducting classes, acquires complete changes when it is transferred to the
online format. Synchronous coincidence of the conducting of the student and
the accompanist's accompaniment in the "live broadcast" does not occur. The
technical difference in the internet speed of the student, the concertmaster and
the teacher leads to sound "flows", screen "hangs" and simply interruptions
of the broadcast. Therefore, ‘it is necessary to use a recording of the
phonogram of the piano-accompaniment or a recording of the score of a
choral work by the concertmaster for a high-quality course.

Sometimes it is recommended to use a recording of a piece
performed by an orchestra or choir found on YouTube as an accompaniment
for student conducting. But in this case there are nuances related to the
discrepancy between the found record and the student's interpretation. A
positive and educational moment of such conducting to a phonogram from
the Internet is the polishing of the conducting technique in accordance with
the peculiarities of establishing the concept of the phonogram, where agogics,
strokes, tempo, dramaturgy are already clearly recorded. Conducting a choir
to the soundtrack of the accompaniment is one of the professional skills of a
choral conductor, especially this applies to the tempo-rhythmic component of
the specifics of conducting work. The choirmaster's practical and concert
activity does not exclude the performance of the choir to the accompaniment
of a soundtrack.

In the remote format, the image level often does not allow the
teacher to fully analyze the student's work. But it should be emphasized that
it is the video recording of the student that overcomes the technical
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difficulties of online conducting. Experience shows that a student feels a
certain excitement before videotaping his conducting, and he does not get the
high-quality desired result from the first take. However, the further practice
of video recordings of students improves over time and acquires significant
achievements. Student video recordings of homework on conducting choral
works give the teacher an opportunity to assess the student's professional
growth and provide the necessary recommendations for improvement in his
musical specialty. Experience with a camera, as well as creative search in
creating video recordings of one's own conducting, can be a useful acquisition
in remote classes. The so-called "classical" methods of analysis,
introspection, imitation of experience, discussion and, especially, the
reproductive method can be effectively implemented along with the use of
video recordings. The teacher, in addition to commenting on the student's
activities and recommendations, can provide his own videos of his teaching
conducting, demonstrating the performance of the piece, the flexibility and
"obedience" of the hands, mastery of conducting techniques and gestures. Of
course, there may be some time interval between 'the recording and the
teacher's comments. Or between the recording of an-educational video by the
teacher and the improved results of the student's performance. There is no
such time interval in an offline class, but the remote form, where the image
signal level is not always of the proper quality, has its own time pauses.

A cappella choral works can be performed without piano
accompaniment, under the singing of the student himself, without the need
for a phonogram recording. This method is designed to activate the student's
creative imagination as much as possible, improve his vocal and choral skills,
develop his musical ear, deepen his musical memory, and expand his creative
endeavors.

Improvement of rhythmic and tempo sense, it must be said, is also a
positive factor in the practice of conducting to a phonogram. There is a certain
similarity between conducting to a phonogram and the playing of
instrumentalists - musicians under a metronome. That is, the phonogram for
the conductor is the practice of using a kind of metronome for the rhythmic
organization of a choral work. It is often observed that before the phonogram
starts, the student feels uncomfortable. For a confident and successful
conducting introduction of the student to the phonogram, the help of a
concertmaster is needed. To do this, the accompanist should count 1-2
measures in his voice, according to the size and tempo of the piece,
immediately before the beginning of the phonogram of the piece.

Online education should improve the quality of musical theoretical
knowledge of students in choral conducting and support them in the
professional space. In addition to the analysis of educational and methodical
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literature, the student needs to orient himself in the performing activities of
famous conductors and choral groups, whose concert work can be
familiarized with thanks to YouTube videos. Our present provides active
research on conducting a virtual choir, primarily thanks to the rapid
development of new computer programs that require a confident command
of IT technologies. Here, the basics of sound engineering will come in handy,
in order to first learn how to create a so-called "audio choir", which is a
significant relief and a certain priority in the development of sound tracks
compared to combining video files.

The student's creative practice as a choral conductor, with elements
of sound engineering skills, should consist of recording a video of his
conducting a certain piece. And the choir members have to record choral parts
under this conducting. In order to combine these parts into a common sound,
you need to use the computer programs "Audition", "Audacity" or "Sound
Forge". This is a new activity in the training of student conductors, not very
easy, but interesting and contains a portion of an experimental nature.

The fact that distance education can serve to strengthen musical
theoretical knowledge regarding the specifics of choral conducting among
future choral conductors and teachers of musical art requires special attention.
It is appropriate to note that a solid theoretical platform always contributes to
the understanding of the development of the conducting technique of young
specialists.

It is necessary to note the importance of improving the organization
of the student's independent work in the process of learning to read choral
scores. There is an opinion that reading choral scores in online classes seems
like an easy task. But observations indicate that the application of distance
education makes certain corrections in mastering the skills of reading choral
scores.

The main difficulty is the lack of an instrument, more precisely a
piano. Such problems befall students in the form of online lessons. The
process of solfege of choral parts can be recommended to students of higher
education, after which the next stage in the study will be the singing of choral
parts with words. The use of digital technologies enables the student to make
a recording of singing using a smartphone and superimpose the parts on top
of each other, creating a score with the required number of voices.
Unfortunately, as reality shows, not all students possess such creative and
digital skills. This means that most students have to play the parts
individually, one at a time.

The best period for such work is online classes. Because this is the
time for an intellectual and creative exchange of ideas between the student
and the teacher. A well-made recording of parties makes it possible to better
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evaluate the results of the student's work. In the process of offline classes, the
teacher can immediately make comments, point out mistakes, give advice and
emotionally support the student. Whereas during an online class, the energy
of'the intellectual and emotional dialogue between the teacher and the student
partially coincides. Between the student and the teacher in the online learning
space, there is a time interval regarding the expectation of the results of the
assessment of the student's completed work from the teacher. This in a certain
way affects the reduction of emotional connection in creative search in the
lesson.

The second problem is the lack of Internet, partial or complete,
unstable connection, unstable signal. Higher education students who have
these problems need to show willpower and conscientiously complete the
learning tasks, recording their independent work on video, keeping the
records for reporting to the teacher. In case of communication improvement,
you must send your video results to the teacher. If there is a situation when
there is no connection and a piano, then there is an opportunity to study the
parts of the choir using a smartphone, on which a tuning fork or tuner is
installed. During the special time of online classes, you can also use the
method of sketch study of choral scores. Thanks to the application of this
method, the student has the opportunity to-master a greater number of
program works and to spread knowledge of the musical and choral spectrum.

The development of musical-theoretical knowledge and the study of
the choral repertoire, as well as the improvement of the professional skills of
student conductors, is especially facilitated by reading sheet music. It is also
necessary to emphasize the fact that students of higher education find
themselves in different conditions during distance education. Therefore, in
the period of distance education, a personal individual approach should be
sought for each student in order to maximally include him in the program
requirements and knowledge.

It is important to realize that performing choral arrangement tasks
using computer programs enables students of higher education to understand
the need to study this discipline and achieve outstanding creative
achievements. Having mastered the ability to use sheet music programs:
"Finale", "Sibelius", the student can save time on tasks, but also more
critically evaluate the obtained creative result.

With the help of a computer, you can correctly form a score, mark
the ranges of choral parts. A note mistakenly written outside the range of the
part glows red, indicating that it has been misplaced. In sheet music editors,
you can easily copy and rearrange voices according to the appropriate
schemes. There is no need to rewrite the parts every time, it is possible to
listen to the scores. Sheet music programs can qualitatively accelerate
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creative ideas, increase arrangement options, and allow you to multiply
creative experiments. Some students of higher education can themselves
record the voices of the score they have composed on a smartphone and voice
their created arrangement. But this experience is not yet so popular. Computer
sheet music programs increase students' interest in learning to arrange and
encourage creativity and the search for their own musical individuality.

A teacher who teaches the discipline "Arranging" using computer
notation programs should, in addition to the ability to type notes on a
computer, also help the student of higher education download the notation
program, as well as teach the basics of notation. From this, we logically
conclude that the teacher of choral arrangement is an expert in digital music
technologies and computer sheet music programs. Online classes on choral
arrangement can take place in a combined way, i.e. harmonious use of sheet
music computer programs for arrangement and traditional arrangement of
works on paper with the help of a pencil. Digital computer technologies have
the peculiarity of rapidly developing, and in the near future, the ability to
perform choral arrangement tasks with the help of computer sheet music
programs will become commonplace and mandatory.

In the period of remote form-of art education, teachers and
concertmasters are faced with a whole series of tasks related to teaching
choral disciplines. Online classes have added many changes to academic
teaching in the class of choral conducting and have affected the harmonious
work of the classical "trio": teacher, student, concertmaster. Everyone's
activities have undergone significant adjustments. Thus, the effective
presence of a concertmaster in a conducting class is logically due to the many
years of history and practice of teaching choral conducting. The
concertmaster in the choral conducting class is assigned the role of the choir.
He clearly responds to the student's conductor's instructions, helping to
master the energy of the conductor's gesture on the emotional component of
the work, on its metro-rhythmic and tempo structure.

It is the concertmaster who helps the student to feel himself as the
leader of the performance concept of the choral work. The student directly
responds to all the remarks of the teacher, who directs his creative impulse
and thoughts, regarding the dramaturgy of the work, which should be
reflected in the conductor's gesture. Particular attention should be paid to
revealing the student's musical individuality, supporting and justifying his
vision of interpreting a choral work, giving privilege to his initiative in
musical thought, forming his own decision regarding the construction of the
dramaturgy of a choral work. Quoting I. P. Zabolotny, "in order to develop
the artistic thinking of future specialists, the teacher leaves an opportunity for
individual interpretation of musical works, for the acquisition of performing
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qualities that are necessary for the conductor to effectively influence the
choral team, which cause bright emotional experiences in the performers,
enrich their spiritual worldview".

The concertmaster, as an equal participant in the process of creating
a musical idea, reacts professionally and emotionally to the quality and
expressiveness of the conductor's gestures, their logic and conditioning,
which must be in harmony with the character of the piece, dynamics and
general dramaturgy. The concertmaster in the choral conducting class is an
assistant to the student, a guide to his musical energy, his musical ideas and
his interpretation. A student in a conducting class was lucky to find himself
among two professional, experienced musicians: a teacher-conductor and a
concertmaster-pianist. The highly professional advice and comments of the
teacher, the musical reaction of the concertmaster encourage the student to
respond to the musical and intellectual challenges of the teachers and to try
to understand and feel the essence of the choral work and the technical ways
of displaying musical ideas.

In the conditions of distance education, the intensive search for new
forms of the concertmaster's work requires creative solutions from both the
concertmaster, the teacher, and the student. This applies to conducting an
online lesson, interacting with the student, discussing the lesson plan with the
teacher-conductor, recording the soundtrack, analyzing the student
conductor's video response, communicating during the video lesson. And, as
a logical conclusion: new impressions, new pedagogical findings, new
concertmaster emotions, new teaching interpretation ideas. And the most
important thing: the student reveals himself from a completely different side,
becomes more frank in his musical ambitions, reveals his intellectual, sensual
potential only given to him. This, in the opinion of the author, is a great
advantage of online classes: to be at a distance, far territorially, but at the
same time to be very close and frank.

Thus, online classes encourage students of higher education to be
modern, young representatives of a new generation of musicians who move
forward, develop their intellectual potential along with the achievements of
new IT technologies and feel themselves at the center of the dynamics of
digital discoveries of the XXI century. But the classical achievements of
academic training are also the basis of a high-quality ability to conduct a
choral work. The concertmaster should record a phonogram for the student,
which will serve as a foundation for his technical practice of conducting
gestures. In the process of creating his interpretation, the student can already
request the accompanist to record a new phonogram, in relation to his
professional growth. And this cannot but please teachers, because the main
goal of the teacher: to teach the student to think, has its confirmation.
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However, there is a moment in conducting to the phonogram that
causes a lot of criticism, namely: it seems that in conducting to the
phonogram the conductor is not the leader of his musical concept, but only
moves according to the musical interpretation of the accompanist, that is, the
one who recorded the phonogram, moving away from his own
concertmaster's feelings, from the concertmaster's vision and understanding
of a certain work. And the student, conductor's musical vision of the work's
drama becomes secondary. That is, in fact, the leader's conductor's sense of
managing performance disappears. Nevertheless, we admit that the
performance of choral works to a soundtrack is a certain training for the
conductor and the usefulness of this method should not be denied.

In online classes, there are constantly new problems that need to be
overcome. This adds intellectual momentum when solving new challenges.
One of the reasons for misunderstandings in conducting is the
desynchronization of the concertmaster's playing and the student's
conducting online. The reason for this may be a banal difference in signal
reception speed. Therefore, the accompanist, teacher and student find creative
countermeasures to these challenges, namely: the accompanist online plays
the score and it is live music. And the student conducts this performance. And
although, of course, there may be a mismatch in time, the student must still
conduct his part to completion.”This is an excellent training of stage
conductor endurance and a manifestation of the conductor's will, as well as
an indicator of mastery and control of tempo. At the same time, there is a
process of activating the creative desire to manage.

The discussion of the creative interpretation and the search for the
concept of the work takes place in the communication of three emotional
participants: the teacher, the student and the concertmaster. This rather
democratic teaching method of live experimentation, the discussion method
makes it possible to reach a certain consensus on agogy, tempo, and
dynamics. This is proof that, even the lack of clear synchronized sound in
online classes, gives quite a creative impetus to activate students' musical
thinking, to search for new non-standard solutions in musical stylistic sound.
Conducting to the accompanist's playing in an online class can also be
experimental and rhythmically. Due to unsynchronized music making,
unpredictable accentuation can occur in the sound, which gives the
performance of a choral classical work an unexpected impetus to interesting
interpretive solutions.

Such modifications of the musical and creative communication
between the concertmaster and the student of higher education are also
allowed, when the student has to offer his performance interpretation. The
student is recommended to record his conducting on video without piano
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accompaniment, and in turn the accompanist, after reviewing the student's
video, plays the piece according to his conducting. The concertmaster
performs the piece as the student conducts it, in terms of tempo, agogic,
dynamics, touches. In this case, the concertmaster reacts to the student's
conducting gesture in the same way as he usually does in class, offline.

The distance form of learning in the class of choral conducting
brought many creative discoveries to the process of academic music making
and professional communication between the teacher of choral conducting,
the student and the concertmaster. New facets of conducting education are
highlighted, student conducting is improved, and concertmaster skills are
improved. Observing the online form of the organization of classes, one can
note its positive impact on the quality of training of a student of higher
education in choral conducting

Therefore, the remote form of studying choral conducting
complements and develops the traditional methods of learning choral
disciplines. "There is every reason to claim that the didactics of distance
learning is being formed today and there is a need to create partial methods
of distance learning within the subject training of higher school students." Of
course, online classes are not a full-fledged replacement for classical lessons
in a student's classroom with a teacher and a concertmaster, but they make it
possible to improve the theoretical basis of choral conducting, learn choral
parts more thoroughly, master new digital sheet music programs, and make
appropriate choral arrangements.  Video recording of students' own
conducting becomes necessary inthe educational process, thanks to it, the
student and the teacher can carefully analyze the conducting and discuss the
creative results.

In the online lesson, the teacher argues his vision of working on a
choral work and sends his recommendations to the student. The distance form
of education confidently places new emphasis on the study of choral
conducting, and requires intensive study of digital technologies in music.
Remote classes have become an integral part of the educational process,
thanks to which students began to study theoretical material more intensively,
improve the conducting technique of gesture, expand their intellectual
horizons, listen to as much quality music as possible in order to confidently
and successfully lead a choir on concert stages.

Acquisition and development of choral composition
analysis skills

According to the requirements of the existing training programs in
choral conducting, students of higher education are required to systematically
perform control tests related to their professional and pedagogical training.
Such written works become especially relevant in periods of forced transition
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to distance education.

The ability to quickly understand this or that choral work, to outline
a concrete plan for rehearsal work with a choral group is one of the important
professional qualities of a music teacher, since vocal and choral work is one
of the leading components of his practical activity. The ability to clearly and
consistently present one's musical reasoning is an extremely important
feature of the teaching profession. The effective development of these
qualities is facilitated by students' systematic performance of qualitative
analysis of choral scores built according to a clear, well-thought-out plan. The
existing criteria for such an analysis are somewhat vague. Often in
educational practice, students use the same annotation plan throughout the
entire period of study at the university. But if students who have a certain
basic education (a music school or a music-pedagogical college) have certain
skills for analyzing a choral piece, others are unable to flexibly use even the
general provisions of the annotation plan.

In various artistic educational institutions where choral conducting
is taught, there have been their own, traditional requirements for the
performance of control works, which have.a number of common sections of
the analysis:

a) music-theoretical;

b) vocal and choral;

¢) executive.

The specificity of annotations at music and pedagogical faculties lies
in the focus of all educational and educational work on training a specialist
who can convey the emotional content of music to a children's audience,
establish the necessary contact with children and answer questions that
students often have. This, first of all, concerns the story about the composer
and author of the literary text, the history of the writing of the work under
analysis. Experience has suggested the expediency of differentiated
annotation plans, which would take into account the continuity and sequence
of students' learning. Students who consistently and purposefully master
certain theoretical disciplines are constantly replenishing their stock of
knowledge necessary for professional analysis of a choral work. For example,
according to the current curriculum, chronology is studied in II or III
semesters, which makes consideration of chronology problems in the first
student annotations impractical.

In control tasks, it is necessary to ask clear, specific questions that
would require an unequivocal answer. Since the written work must be
performed by the student with maximum independence, it is desirable that he
can answer most of the questions asked without the help of the teacher. This
develops the student's personal initiative, ingenuity in solving educational
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problems. In contrast to control papers in music-theoretical disciplines, the
analysis of a choral work is directly related to music making, practical
learning of musical material. Communication with execution is one of the
important factors of quality preparation of this type of control work.

It should be noted that students of higher education who study choral
conducting are not always fully aware of the importance of analyzing a choral
work. This is one of the reasons why in junior courses it is worth using mainly
the ascertainment method of analysis. Mastering the general basics of
ascertaining analysis of choral scores equips the student with the necessary
skills of conscious knowledge of various complex episodes of a musical
work, which is an important factor in mastering the recommendatory
analytical method.

The plan of the written analysis of the choral piece includes the most
significant issues of a problematic nature. This develops the student's
initiative and ability to think independently, to actively and effectively work
with the relevant methodical and reference literature. The latter applies, first
of all, to foreign terms and special definitions (tessitura, range, etc.).

First-year students are offered a tested list of questions that takes
into account the level of their professional training and involves the use of
the ascertainment analytical method to perform control tests on choral
conducting.

PLAN OF ANALYSIS OF A CHORAL WORK FOR STUDENTS
OF THE FIRST YEAR:

I. GENERAL ANALYSIS:

1. Analysis of the literary text:

a) literary text, national belonging of its author's work;

b) time of text creation;

¢) the main idea, content, educational value of the literary primary
source;

d) the subject of the creative achievements of the author of the
literary text.

2. General musical characteristics:

a) basic information about the author of the music and justification
of the meaning of his work;

b) nationality and time of composition of the musical work.

II. MUSIC THEORETICAL ANALYSIS:

1. Ladotonal plan (basic tonality, presence of deviations and
modulations).

2. Metrorhythm.

3. Melody:

a) smoothness or jumpiness of movement;
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b) range;

¢) definition and justification of climaxes;

d) lado-tonal features of the melody.

4. Harmonic means (consonances, dissonances, unisons).

III. VOCAL-CHORAL ANALYSIS:

1. Type and type of choir.

2. Characteristics of choral parts:

a) range;

b) peculiarities of voice hearing;

¢) tessitura;

d) intonation difficulties.

IV. EXECUTIVE MATTERS:

1. Connection of literary text and music;

2. Definition of means of musical expressiveness:

a) tempo, agogics;

b) dynamics;

¢) difficulties in pronouncing individual words of the text;

d) the nature of sound production.

3. Necessary qualities of conducting gestures and technological
means of their achievement.

4. Summarizing the performed analysis of performance difficulties
in order to clarify the main directions of rehearsal work.

5. Executive plan.

6. Determination, of the level of complexity of the work.

As practice shows, sometimes students have doubts about the
expediency of performing an analysis of a choral work. The teacher should
explain that the activity of a professional musician is closely related to the
theoretical understanding of performing problems. Sometimes it seems to
students that the definition of the type and type of chorus is not essential in
the process of studying the work. But this approach only shows the
inexperience of the future choir director. At the time of formation of the
choral repertoire, the determination of the type and type of choir become
important, a professional choir master must confidently understand such
issues.

In the second year, students' acquisition of analytical skills
significantly intensifies. This is explained by the fact that they thoroughly
master the course of choral studies, their knowledge of harmony, music
history is significantly deepened, they gain some experience of working in a
choral class, etc. In this connection, there is a need to consistently complicate
the tasks that are set before students when they master the analysis of a choral
work. At this stage, it is not enough to state the existing difficulties. You
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should learn to overcome them, relying on accumulated theoretical
knowledge and practical experience. The essence of reasoning when
analyzing choral works is to acquire the skills of selecting methodical
techniques and using them in a clear logical sequence. This refers mainly to
the content of vocal and choral analysis.

The second course of study at the music and pedagogical faculty
should be considered as a kind of transitional period from the ascertainment
to the recommendation stage of preparing detailed choral annotations. The
methodical analysis plan proposed in this work is made taking into account
the knowledge, abilities and skills previously acquired by students.

PLAN OF ANALYSIS OF A CHORAL WORK FOR II YEAR
STUDENTS:

I. GENERAL ANALYSIS:

1. Literary text, its author:

a) the main idea of the work, plot, educational value;

b) creation time;

¢) national ownership of the author's work;

d) the main theme of his work.

2. Music author:

a) time of creation of the work;

b) national ownership of the composer's work;

c) a brief description of the meaning of his work;

d) the place of this work in'the composer's work (if the work is part
of a cycle or a large-scale work - give a concise description and justify the
role of this work).

II. MUSIC THEORETICAL ANALYSIS:

1. Ladotonal plan (basic tonality, presence of deviations and
modulations).

2. Peculiarities of metrorhythm.

3. Features of the development of musical material (gradual or wave-
like movement to climaxes).

4. Composition of writing (monodic, harmonic, homophonic-
harmonic, subvocalic, polyphonic, mixed).

5. Generalizing harmonic analysis (the role of certain harmonic
means in the work).

1II. VOCAL-CHORAL ANALYSIS:

1. Type and type of choir.

2. Characteristics of choral parts:

a) the range of parts and the choir as a whole;

b) voting.

3. Features of the ensemble (depending on the tessitura, presence of
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unisons, divisi, polyphonic presentation, etc.).

4. Peculiarities of the choral system (melodic and harmonic).

IV. EXECUTIVE ANALYSIS:

1. Connection of literary and musical texts;

2. The role of accompaniment (secondary, equivalent, leading).

3. Analysis of means of musical expressiveness:

a) tempo, agogic nuances;

b) dynamics;

c) orthoepia (pronunciation difficulties);

d) the nature of sound production.

4. Necessary qualities of a conductor's gesture and technological
ways of achieving them.

5. Determination of the rehearsal canvas, in relation to the main
difficulties.

6. Executive plan.

7. Determination of the level of complexity of the work.

It should be borne in mind that the role of the ascertainment method
of analysis in junior courses is quite large. During this time, the student needs
to learn to recognize the most difficult and uncomfortable moments in the
works, using his practical skills and skills of working in choral and
conducting classes, as well as the knowledge gained in classes on theoretical
disciplines to overcome performance difficulties. Such written works, which,
of course, are prepared in the I-II courses of study, are a kind of degrees for
the transition to the performance of creative works of a more complex,
recommendatory type, which contain recommendations on how to overcome
difficulties existing in certain places of the work. In the second year, students
make their first independent attempts in this direction.

Of course, during distance learning, it is difficult for a student to rely
on his own experience of singing in a choir. The student receives most of the
information from the Internet and methodological literature. Teacher
explanations are also important. But it is appropriate not just to provide the
student with information, but to ask him problematic questions that stimulate
the acquisition of analytical skills.

Systematization of creative tasks for students
of ITI-IV years

The spread and deepening of music-theoretical and methodical
tasks, the formation of special abilities and skills among students of cultural
and arts institutes in the III-IV courses, allows to complicate the requirements
for writing appropriate annotations for musical works. In connection with
this, there is a need to systematize the tasks of control works on choral
conducting, which are performed by students during this period.
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If in the first year, students mainly state the presence of some
performing difficulties, in the second year they try to give separate
recommendations for overcoming them, in the senior years, the creative
search for practical advice useful for choral performance comes to the fore,
where professional orientation becomes of primary importance course control
papers on choral conducting.

In the senior year, the student is obliged to learn to effectively use
the knowledge obtained in classes on theoretical disciplines:

m harmony (problems of gravity, horizontal and vertical order);

m music history (stylistic features of performance);

m analysis of musical works (laws of development of musical
material, search for partial and main climaxes).

In addition, students use the necessary skills acquired during classes
in the choral class, in voice production, as well as the skills acquired in the
conducting class.

In the process of improving the structure of choral conducting tests
from course to course, the role of the ascertainment method decreases, and
the role of the recommendation method increases. Itis known that, in addition
to clarifying obvious difficulties (chromaticisms, jumps, etc.), there are many
such places in choral works that at first seem simple, but later slow down the
learning process. In such cases, it is advisable to use the methods of personal
experiment and simulation of situations. The essence of the personal
experiment method is that the student independently sings choral parts,
chords and, thus, finds out the difficulties contained in the score. Using the
method of modeling situations, the student tries to imagine the level of
training of the performers for whom this piece is designed. Taking into
account the artistic maturity of performing groups, in particular, educational
groups, the student finds out the main creative obstacles that stand in the way
of high-quality music performance.

Usually, such a preliminary analysis is significantly adjusted in the
process of working with the choir, but it becomes an important point in the
organization of the rehearsal process. In addition to the annotations to choral
works studied in secondary school, the development of the performance plan
of certain complex works included in the educational repertoire for
conducting in senior courses and performed by professional choral groups
should also be recognized as useful. Students, of course, do not immediately
acquire the ability to qualitatively perform control works in choral
conducting, therefore, constant training of students in this direction is
necessary.

It should be noted that the creation of an independent scientifically
based concept of interpretation of a choral work develops the initiative and
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creative thinking of students. The most active development of these qualities
is facilitated by the study of complex and large-scale choral works, which are
not directly intended for study in a secondary school. In addition, it should be
borne in mind that after completing the 4th year of school practice and
studying the methods of working with the school choir, the student, as a rule,
is much more concretely aware of the tasks of conducting and choral
disciplines. It also effectively affects the quality, depth and practical focus of
conducting control works.

It is worth noting that some students in their annotations are too fond
of biographical information about composers and poets. Based on this, it is
necessary to constantly remember that the core of conducting control tests is
vocal and choral analysis. It is advisable to connect biographical details with
the era, problems of performance style. Therefore, students should realize that
the task of the control work on choral conducting is not to teach certain
musicological information, but to create practically significant concepts of
learning and performing a choral piece both in the conducting class and with
choral groups of different ages. In the 3rd year of study, it is advisable to use
such methods of choral composition analysis, which would naturally develop
the main provisions of the conceptual plan, taking into account the new
opportunities of students.

ANALYSIS PLAN OF A.CHORAL WORK FOR STUDENTS OF
HI-IV YEARS

L. GENERAL ANALYSIS:

1. Literary text, its-author:

a) the main idea, plot, educational value of the literary primary
source;

b) time of creation of this text;

¢) national affiliation and the main theme of the author's work;

d) creative direction (classicism, romanticism, expressionism, etc.).

2. Music author:

a) time of creation of the work;

b) national ownership of the composer's work;

¢) creative direction;

d) the meaning of the music author's creativity, the main features of
the style.

II. MUSIC THEORETICAL ANALYSIS:

1. Modal plan (main tonality, presence of deviations and
modulations, tonal features).

2. Peculiarities of metrorhythm.

3. Characteristics of the development of musical material (gradual
or wave-like movement to climaxes).
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4. Composition of writing (monophonic, harmonic, homophonic-
harmonic, subvocal, polyphonic, mixed).

III. VOCAL-CHORAL ANALYSIS:

1. Type and type of choir.

2. Range of choir and choral parts.

3. Features of the ensemble in its various types.

4. Difficulties in achieving good order:

a) harmonic;

b) melodic.

IV. PERFORMANCE ANALYSIS:

1. Connection of literary and musical texts.

2. The role of accompaniment (secondary, equivalent, leading).

3. Analysis of means of musical expressiveness:

a) tempo, agogic nuances;

b) dynamics;

¢) spelling (difficulties and character of text pronunciation);

d) the nature of sound production.

4. The necessary qualities of a conductor's gesture and the
technology of their achievement.

5. Rehearsal plan.

6. The main features of the executive plan.

7. Determining the level of complexity of the work (to which team
it is sent to perform).

The proposed plan of the extended annotation finds in the IV course
(compared to the III) a greater content of theoretical considerations of the
students and practically valuable recommendations for overcoming the
performance difficulties inherent in the score.

In the process of performing the analysis of a choral work by
students of the IV course, it is advisable to apply a comprehensive approach
to solving the problems encountered. It is known that the problem of
intonation in relation to the attraction of different degrees of the scale cannot
be solved only by knowledge of choral studies or harmony. Analysis of
appropriate vocal techniques is also necessary. Every student must remember
that the quality of sound production is the key to overcoming a significant
number of difficulties. The recommended volume of annotations in the III
course is 5-6 standard sheets, IV — from 7-8 pages.

BASIC REQUIREMENTS FOR THE ANALYSIS OF CHORAL
WORKS OF STUDENTS OF THE IV COURSE

Preparing graduate students for future independent work requires
intensive development of creative abilities to master programs in special
disciplines, one of which is choral conducting. If in the previous courses the
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classes in the conducting class and the student's independent work are under
the careful control of the teacher, then in the IV year, as special knowledge,
abilities and skills are accumulated, the student has the opportunity to
independently solve a much wider range of creative tasks.

In this regard, the requirements for writing an analysis of choral
works become particularly important. The recommended method of analysis
of musical material, in the context of these considerations, is dominant. The
students are faced with a specific task - to substantiate the written analysis
concisely, theoretically mature and practically weighty. To achieve this goal
at the final stage of training, there are appropriate favorable conditions,
namely:

m having mastered the necessary arsenal of knowledge, abilities and
skills in music-theoretical and practical disciplines, the student can boldly
and creatively approach the clarification of issues related to the form and
content of the annotation work on choral conducting;

m passing practice in a comprehensive school, analysis of the state
choral program, performance with a choir-laboratory, participation in
traditional conducting competitions - all this necessitates the thoughtful use
of one's own experience in the process of analyzing this or that choral work;

m the graduate's own experience, in turn, makes it possible to more
consciously perceive the professional actions of the leader of the educational
choir and thoroughly analyze the performances of fellow students;

m the statement form of writing annotations, which dominated the
junior courses and occupied a prominent place in the senior ones, and now
can be a kind of barometer in the development of practical advice. The
student has the opportunity not only to professionally maturely analyze the
nature of rehearsal and performance difficulties, but also to include in the
annotation appropriate personal suggestions for getting out of the existing
problematic situation.

The specified requirements for the preparation of diploma
annotations of choral scores are based on the didactic method of gradual
transition from simple to complex. Therefore, at first glance, the annotation
plan presented below is not much different from a similar plan addressed to
third-year students. But the improvement of written works in the fourth year
is carried out in the following two main ways:

a) expansion of the scope of analysis issues under consideration;

b) deepening the content of professional generalizations.

A particularly important issue, which was not previously highlighted
in the plans of the analysis, is the marking in the score of one's own agogy,
dynamics, strokes that were not displayed in the notes, or a graphic
representation of the dynamic structure of phrases, approaches to climaxes
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on a separate line of the score. Elucidation of insignificant but necessary
centers of dynamic gravity, analysis of the interaction of trends in the logical
development of musical material significantly improves the quality and depth
of students' awareness of their own creative ideas, their concreteness.
Building development in music in general is one of the main performing
problems.

CHORAL SCORE ANALYSIS PLAN FOR STUDENTS OF THE
IV COURSE:

I. GENERAL ANALYSIS:

1. Literary text, its author:

a) the main idea, plot, educational value of the literary primary
source;

b) time of creation of the analyzed text;

¢) creative direction, main subject and national focus of the author's
creativity.

2. Music author:

a) features of style (epoch, national, individual);

b) the meaning of the music author's creativity;

c) the place of this work in the composer's work.

II. MUSIC THEORETICAL ANALYSIS:

1. Musical form and the role of individual musical expressive means
in its creation:

a) modal plan (main tonality, presence of deviations and
modulations, modal features);

b) harmony;

¢) peculiarities of metrorhythm,;

d) type of development of dynamics (wave-like or gradual).

2. Texture of the work.

1II. VOCAL-CHORAL ANALYSIS:

1. Type and type of choir.

2. Choir range and tessitura conditions of choral parts.

3. Features of the ensemble in its various types.

4. Problems of composition (harmonic, melodic) and ways to
overcome them.

IV. PERFORMANCE ANALYSIS:

1. Connection of literary and musical texts.

2. The role of accompaniment (secondary, equivalent, leading).

3. The main features of the executive plan, regarding:

a) tempo, agogic changes;

b) dynamics;

c) strokes;
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d) conductor's gesture (from the point of view of the technology of
achieving its required quality);

e) timbre; stylistic features of performance.

4. Problems of diction and spelling.

5. Rehearsal plan.

6. Determination of the level of complexity of the work.

During the approbation of the above plan, which was carried out at
the Educational and Scientific Institute of Culture and Arts of the Sumy State
Pedagogical University named after A.S. Makarenko (2020-2023), reasoned
criteria were formed that the diploma analysis of the choral work must meet.
Such criteria, corresponding to the existing educational program, specify its
requirements for the preparation of written works. At this stage, the following
requirements should be observed:

1. Diploma annotations can be written separately for each work
included in the student's state program, and for several works together with
the application of the appropriate comparative characteristics.

2. The volume of the annotation is from 7-8 to 10-15 printed pages
for each piece (at least 60% of the total volume of the work is devoted to
vocal-choral and performance analysis).

3. Justification in the process of working on choral works of the
student's own reasoning about the peculiarities of the development of musical
material and the definition of climaxes.

These requirements were developed taking into account transitions
to distance education and vice versa. Choir works of various genres, forms
and character oblige the graduate to make certain changes in the structure of
the work in a timely manner. However, thinking about the analysis of choral
works can be an effective guide for the preparation of a high-quality written
work, where the main, most essential issues of this problem would be
considered.

For example, a student analyzes the Ukrainian folk song "Carrying
a Cossack” by M. Leontovich. Of course, there will be no information about
the author of the literary text in this case. As for the authorship of the music,
in such cases, the creativity of the author of the arrangement is considered
along with the genre and content of the song.

During the approbation of this plan and the corresponding criteria,
some characteristic flaws in the annotations were revealed, which should be
pointed out separately. Thus, some students, including certain information
about a composer or poet in the analysis, pay insufficient attention to the
peculiarities of their creative style, the influence of historical conditions and
individuals. Sometimes there are works of too large a volume (more than 30
pages of typewritten text for each work), where the role of theoretical analysis
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is exaggerated. It is desirable that students remember that the work is written
from choral conducting, although it requires a certain synthesis of knowledge
and skills from theoretical subjects.

Not all students confidently identify dynamic climaxes. This is
especially true for smaller centers of gravity. A student's own experience does
not always allow a reasoned conversation about various types of ensembles
and formations. But here, his knowledge of Horology can come to the aid of
a graduate. Not the last role in determining the purpose of writing diploma
annotations is played by improving the presentation of thoughts on paper,
which creates great difficulties for a number of students. It is necessary that
the student motivates the main part of the work independently, relying only
on individual instructions and advice of the teacher. This approach will allow
the student to overcome a kind of "fear of paper" and confidently solve
similar tasks in the future.

Conclusions. Thus, the transition to distance education not only
does not stop the process of studying choral disciplines, but also, on the
contrary, adds new creative impulses to the process of mastering the
profession of a choral conductor and encourages the search for new practices
in educational conducting. The ability to record a-high-quality video of one's
own conducting becomes a necessary type of activity in the online
educational process, thanks to which the-student, teacher and concertmaster
can carefully analyze the student's conducting understanding of the work and
discuss the technical points of conducting, as well as creative results in
relation to the disclosure of the musical image of the work.

In the online lesson, the teacher argues his vision of working on a
choral work and sends the necessary recommendations to the student. A
student of higher education studying choral conducting during online
education must understand that his future professional activity is absolutely
necessary for the development of Ukrainian musical culture, one of the main
elements of which is choral singing. The professional training of student
choirmasters in the periods of distance education allows them to consciously
orient themselves in educational problems and independently determine the
most important factors for the successful disclosure of the colors of a choral
work.

The contingent of students of the institutes of culture and arts
requires due attention to the formation of a motivational motive for learning.
Distance learning is a forced stage of professional training, but this period
cannot be an excuse for inactivity. The student should study methodical
literature, listen to the performances of the leading choirs of Ukraine and the
world. As practice shows, in this way, you can thoroughly prepare for the
return to classroom classes and concert activities of the educational choir.
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In turn, the improvement of conducting technique is impossible
without comprehensive development of both musical abilities and aesthetic
taste of the future choir leader. Performing an analysis of a choral work
deepens the understanding of creative tasks, viewing and listening to concerts
of prominent musicians, conductors and groups, allows the student to
understand the ideas and styles of composers, to prepare for independent
work with the choir. Purposeful efforts to find and study new digital IT
programs and technologies, their effective use in music-pedagogical
activities (especially during the period of remote learning of educational
material), the use of the latest electronic platforms for the transmission of
intellectual educational information is a necessary intensification of the
educational process on classes in choral disciplines and an indicator of the
modern level of response to the challenges of a new historical era, which will
contribute to the improvement of the quality of the training of the new
generation of choral conductors.
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