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The article attempts to make generalizations about the lines of continuity of the national tradition, the study of
general trends and features of the author’s individuality. Based on the works of Grazyna Bacewicz, Roman Matseevsky,
Peter Perkovsky, Arthur Malyavsky and a number of other Polish musicians, the palette of style trends and
characteristics of the individual author's style inherent in the Polish periodical genre of the small cycle are outlined.
They are united by the commonality of creative installations, which leads from the achievements of Karol Shimanovsky
(his genre priorities, the circle of figurativeness, the synthesis of folklore beginning with modernistic musical
vocabulary and compositional and technical means).

Key words: small cycle, national tradition, stylistic direction, composer technique, folk-ethnic origin.

UDK [78.421;78.21]
SMALL PIANO CYCLE IN THE LEGASY OF THE POLISH COMPOSERS
OF 1920-1950 s (STYLE ASPECT)
Striletska Olga — postgraduate student, M. Lysenko LNMA,
Lviv

The aim of this work is to reveal the palette of styles and features of the individual author's style inherent in the
Polish piano compositions of the aforementioned period in the genre of the short cycle.

Research methodology. 14 main publications on this topic (scientific studies and thematic collections,
encyclopedic articles, interviews with composers, musical publications) were studied.

Results. It was found that particular aphoristic nature, balanced dramatic logic and construction are characteristic
of short cycles of sketches for piano, since the artistic whole is conveyed in two to five parts. Representation of similar
cycles in the Polish piano works of the 1920-1950 s is quite noticeable, which reflects the artistic activity of the next
generation after K. Szymanowski and representatives of the Young Poland. The format of the small cycle is quite
flexible and versatile for various stylistic reference points, which is the reason why Polish composers used it so often
and in so many ways. They are united by the generality of creative paradigms, which stems from the achievements of
Karol Szymanowski (his genre priorities, picturesqueness, the synthesis of folk music with modern music vocabulary,
compositional and technical means). However, despite the fact that there are several common features and principles,
every artist had a distinct individual compositional language and technical means (extended scale, 12-step scale,
dodecaphony, consonance with the non-third structure, clusters, polymetry, ostinado, etc.) and stylistic priorities, which
include neo-folklore, impressionism, neoclassicism, neo-baroque, urbanism, etc.

Novelty. The article includes attempts to generalize about the continuity of the national tradition, observation of
general tendencies and features of author's individuality on the basis of works by Grazyna Bacewicz, Roman
Maciejewski, Piotr Perkowski, Artur Malawski, and a number of other Polish musicians who created works in the genre
of the small cycle for piano.

The practical significance. The use of a similar approach in different genre models can help broaden knowledge
about continuity of the national tradition and about broader and more reliable generalizations of general tendencies and
features of author's identities.

Key words: small cycle for piano, national tradition, stylistic direction, compositional technique, folklore-ethnic origin.
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OcHOBHY yBary 3ocepemkeHo Ha aHami3zi KoHmepriB, HammcaHWX s akopAeoHa-0asHa TMOIBCHKOTO
KOMIIO3HTOpa-aKopeoHicta Bpownicnasa Kazumupa ITmmbunbebkoro. Moro opuriHaibHi, CTBOPeHi i aKopAeOHa-
6asiHa TBOPH, YaCTO BUKOHYIOTHCSI Ha MIPECTIHKHUX MI>KHAPOIHUX KOHKYpPCAax aKOpJ/ICOHHO-OassHHOrO BUKOHABCTBA. [lo
BuBueHHA TBopuocTi b. K. [TmmOmibcpkoro My3muko3HaB4a Hayka TUIBKM TIOYMHAE MIPUCTYTIATH, & aKOP/ICOHHO-0asHHA
MY3HKa 3raJiaHOr0 KOMITO3UTOpa IIe He Oyia MPeAMETOM CIeIialIbHOrO BUBUCHHS

Knrwouoei cnosa: akop/ieoHHO-0assHHAa TBOPYiCTh, KOMIIO3UTOpP, OPHUTIHAIBHUN pernepTyap, TEOPETHIHUN aHaTi3,
Konrnept mist akopzeoHa.
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Hocmanoexa npodnemu. IImimHWE PO3BUTOK aKaJeMIiYHOTO aKOpJEOHHO-OAasHHOrO MHUCTEUTBAa Y
apyriit mom. XX CT. 3HAYHOIO MIpOIO CIPHSIB CTAHOBJIEHHIO B YKpaiHi OpPUTIHAIBHOTO penepryapy.
3’SBIIIETHCS 3HAYHA KUTBKICTh TBOPIB M1 OasiHa, B OCHOBY SIKMX 3aKjaJicHl He Juiie (oabKIOPHI Tpaaullii, a
i OCBi PO3BHUTKY caMe akaJeMi4HUX >KaHpiB. [lapanenbHo 3 BITYM3HSIHOI MY3UKOIO BiIOYBaBCSl PO3BUTOK
KyJIbTYpH aKOpAcoHHO-OassHHOro MucTenTBa [lonbmii, mo Oepe cBiii mouatok i3 20-x pokiB XX ct. Cepen
HAWMOMYJSPHIIMX 3pa3KiB HaliOHATBHUX MY3WYHHX KaHpiB [lompmii — oOepeku i kysB’sku. Tomy B
perepTyapi My3WKaHTIB HEMajo MIHIaTIOp, [0 3aCHOBYBAJMCS Ha HAIIOHAJBLHUX TMOJIBCHKHX JKaHPaX,
POBIOBCIODKEHUX cepell MOJIbChbKUX aKOPJCOHICTIB 1 3amMcaHi Ha TpamIyiaTiBKax Ta B IporpaMax paiio.
PazoMm i3 TuM, I1i )KaHPHU TICHO MEPEIUIITAIUCS TaKOXK 13 MY3MYHUM IMOOyTOM YKpainu 1 €Bponu (BajibCcH,
MOJIbKU, (POKCTPOTH, TAHTO, MONYJISAPHI cayioHHI m’ecu) [4; 156-157]. B KOHTEKCTI I[LOI'0 B3a€EMO3B’SI3KY,
BR)KJIMBHM € PO3IJISA]] IIPOOIEMHU €BOJIONIT OasHHOIO MUCTEIITBA HA PUKIIAAl OTJISIIY TBOPUOCTI, MOJIBCHKOTO
KoMmImo3uTopa apyroi moji. XX cr. bponicnasa Kasumupa [Tmmbuinscekoro. BTiM, 10 BUBYEHHS H0ro TBOPIB
MY3MKO3HABYa HayKa JIMIIE [OYMHAE TPHUCTYNATH, MPOTE€ AaKOpJCOHHO-OassHHA TBOPYICTH 3raJlaHOro
KOMIIO3MTOpa CIIeliaabHO He JociimKyBanacsa. Came 11 npobieMaTnka 00yMOBUIIA Memy U aKmyaibHICMb
TEMH HaIoi poooTH.

Buxopsuu 3 1boro, ii 3a60anHs.

— TpoaHamizyBaTh TONyJsipHi KOHIEpTH Ui akopJeoHa BHIATHOTO TOJLCHKOI'O0 KOMITO3HTOpa
apyroi non. XX c1. b.K. ITmmbunscekoro.

06 ’exmom NOCTIKEHHS € 3arajbHa XapaKTepUCTHKA aKOPJICOHHOI TBOPYOCTI 3raIaHOTO MOJLCHKOTO
KOMITO3UTOpA.

IIpeomemom OCTIJPKEHHS € TeOpeTHUHMH aHali3 KOHIIEpTiB MONbCHKOTr0 KOMITO3UTOPa aKOpJIeoHICcTa
b. K. [TmmOmnbchkoro.

Cman nHaykoeoi npobremamuxy JOCTIIKEHb TIOIBCHKOT MY3UKH JUIsl aKOP/ICOHA-0asiHa BUCBITIIIOETHCS
Yyepe3 3araJlbHUi OrJisiji OCHOBHUX NyOmNikarii. SIkmmo BiTYM3HSHA HayKoBa-fochijHa cdepa B ramysi
0asHHOTO MHUCTENTBA OXOIUTIOE Yy OUIBIIOCTI KOJO TIPOOJIeM, TIIOB’SA3aHUX 13 TEOpi€0 Ta ICTOPIEIO
BITYM3HSHOI'O BUKOHABCTBA, & TAKOXK IEIArorikor, TO IMUTAaHHS BUBYEHHS OPUTIHAIBHOIO peEHepTyapy
b. K. IImmOnIbChKOT0 € aKTyadbHHM 3 TOUYKH 30py IOSCHEHHS 3aKOHOMIPHOCTEH CHPHHHATTS TBOPIB
MY3WYHOTO MUCTEITBA OILCHKUX KOMITO3UTOPIB Apyroi moi. XX CT.

bponicmas Kazumup [TmuOUIBECEKII — OUH 13 THX TONBCHKAX KOMITO3UTOPIB, SKI 3HAYHY YAaCTUHY
CBOEi TBOPYOCTI MPUCBATHIM aKOPIACOHY. MOro mpi3BHINE 3 SIBISETHCS BXKE Y «ITOHEPCHKHID» mepion
TBOPYOCTI JUTSI ITLOTO 1HCTPYMEHTY, TOOTO Ha modaTky 60 pokiB. Pa3oM i3 TEXHIYHUM PO3BUTKOM aKOPIACOHY
KOMIIO3UTOpP PO3IIMPIOE IEpeiKk HOBUX HaliMEHyBaHb COJBHOIO W KaMEpPHOTO perepryapy, a TaKoX
MIeIarori9HO1 Ta KOHIIEPTHOI JTITepaTypH.

Hapomugcs b. K. [Tumbunscekuit 1941 p. y m. Jlonss, ne i naBuaBcs y JIBMIL i orpuMaB mumiomu 3
teopii my3uku (1964 p.) ta xommosumii (1969 p.). HaBuanns mpomoBxyBaB y mokropantypi JBMIII
(BapmaBa) Ta Bumiiii mkoni my3ukn i BukoHaBchkoro muctentsa (Hochschule fur Musik und Darstellende
Kunst) y Bigni. [lo akopieoHy SK KOMIIO3UTOp 3BEpHYBCA IIIe ITiJl Yac HaB4aHHs; came 1963 p. cTBopeHa
kommo3uis «Tpu TBopu A akopAeoHy». Llfo maTy KOMIIO3MTOp BBaKa€ MOYATKOM CBO€i ITiSUIBHOCTI, a
3ralaHy KOMIO3HLIIO — MEPIIUM 3HAYHUM TBOPOM [UISl IIBOTO IHCTPYMEHTY.

Moro TBOpH yI0CTOEHI 6araTboX HArOPOJ i 3By4aTh HA MPECTHKHUX (ECTHBANAX CY4aCHOI MY3HKH,
Takux SK «BapmaBcbka ociaby, «My3udna BecHa» B [loznani, «HoBa my3uka [lomemii y Bporurasi, a Takox
y pisamx kpainax €pomu, A3zii, CHIA, IliBzenHoi Amepuknu. Came b. [ImmOunbcbkoMy HaIEKUThH
ctBopeHHs y 1963 p. nuxiry «Tppox m’ec» 11 akop/ieoHa 3 BUOOPHOIO KiaBiatyporo. Cepern TBOPiB BEMHKOL
dbopmu  — «Domisi», «BecHsaHa coHata», «KiacWmyHWII KOHIEPT» [UIS aKOPIEOHA 3 OPKECTPOM,
«A. B.Conaray, «Hotupu cnoragu npo Jito», «3ycTpiu» A aKOpACOHHOrO OpKecTpy, Bapianii Ha Temu
C. Monromkn  «lIpsinst», Ilonmbchkuii KOHLEPT A/ aKOpIEOoHa 3 OpPKECTpOM Y 3-X yacTHHaxX Ta iH.
Kommno3utop TakoX CTBOPHB BENHKY KiBKICTh PI3HOMaHITHUX aHCaMOJIEBUX TBODIB, HAMUCAHHUX JIJIS
3HaMeHHUTOro BapmiaBchbKoro KBiHTETY akopiaeoHicTiB mix kepiBHMUTBOM B. IlyxHOBchkoro. Cepen HUX —
«Bapiariitna koHmeprHa m’eca», «KoHIepTHe ckepro», «Amrerpo», «Acrepoinm», «MopampHI Ta
BiMomaneHi 1’ ecuy.

B jioro iHmmMX TBOpax aKOPACOHHUH TeMOp MOETHYETbCA 3 PI3HUMH IHCTPYMEHTAMH KaMEpHOI'O
aHcamOmio. B ix umemi «Meramopdo3m» ansi akopeoHa W CTPYHHOro KBapreTy, Tpio st akopieoHa,
CKpUIIKK # Binmoonueni, «Hiuna my3uka» mis akopnaeoHa, ¢iedTu i rirapu, «Tpu KOHIEPTHI 1 ech» s
JIBOX aKOP/EOHIB 1 yIapHHUX, «CKEPIIO I aKOPAEOHa 1 (IeHTH.

B aneatopmunoMy ctuii nucbMa BUAUTAIOTECS 11°ecu «I'pa mist nox» ta «llonsiiiHa rpa», cTBopeHi
UL JBOX AaKOpJIEOHIB. Y IHUX TBOpax IEpeBa)kaloTh CHOIJSAANbHI, CTaTW4HI 00pa3u, BUKIAICHI Y
BUIIIYKaHO-TIPO30piii 3By4HOCTI [8; 252].
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b. K. ITmmOnnschKuii — KOMIO3UTOP SICKPaBoi TBOPUOi akTUBHOCTI. [lopyd i3 Benn4ye3HO0 KUIBbKICTIO
PI3HMX KOMIO3HUIIH I aKOp/ACOHA COJI0, a00 3@ y4acTIO IIbOTO IHCTPYMEHTA, BiH HAallMCaB YMMAJO COJIbHHUX,
KaMepHUX Ta CUMQOHIYHMX TBOpiB. OJHAK 3aNHMIIA€TbCA BIPHHUM aKOPJCOHY 1 L BipHICTh BHUJIMIACH Y
OaratrctBo ¢opm 1 ix 3micty. llpoligenuii HuMM TBOpuMi 1UIAX (MaeThCs Ha YyBa3i CTBOpEHA
b. K. ITimmOuibchkuM JTiTepaTypa s akoplieoHa, mounHaruu Bix 1963 mo 1988 p.) BimoOpakae po3BUTOK
iHCTpyMeHTa i HOro MOXJIHMBOCTEH, a TakoX crnoci®é ix BuKopucTaHHS. Lle crpaBkHS PI3HOCTOPOHHS
TBOPYICTh SIK Y (pOopMabHOMY, TaK 1 CTHIIICTHYHOMY IUIaHi, a TAKOX Yy IJIaHi 3MiCTy # MaiiCTepHOCTI.

3apmsku  b. K. [TmmbunscekomMy  ¢daxoBa JiTepaTypa 30araTuiach TpbOMa KOHIEPTaMH ISt
aKOpJIeOHA, IO BiAPI3HIIOTHCS 3a XapakTepoM, (OpMOI0, BUKOPUCTAHUMH B HUX 3aco0aMH Ta 3MIiCTOM, a
TaKOX PI3HUM CTYIEHEM CKIIQJHOCTI.

Iepmmii 3 Hux, Concerto polacco, cteopenwuit 1973 p. ConbHa mapTist TpU3HAYEHA TS aKOPJCOHA 3
BHUOIPHOIO KJIaBiaTyporo, a B mepeAMoBi A0 BuaaHHs 1975 p. xommnosutop 3a3Havae: «Concerto Polacco s
MUCaB i3 JYMKOIO TIPO MOJIONUX MY3UKaHTIB. SIK y CONBHIN mapTii, Tak i B OpKECTPOBii BpaxOBaHi TEXHIUHI
MOXJIMBOCTI Y4HIB MY3WYHHX IIKUI JAPYroro cryrneHs. ['0lI0BHI TeMaTHYHI MOTHBHU TIOB’sI3aHi 3 MOJIbCHKUM
donbkopom» [7; 68].

Yactuna 1 Allegro scherzando Butpumana y ¢opmi conatHoro aierpo. TeMu KOHTPACTYIOTh MK
co00I0: TiepIna XapaKTepU3YEThCS PIIIYUiCTIO PUTMY 1 PI3KUM apTUKYISIIHHAM PHCYHKOM; JIpyra
MPOCTATAETHCS CITHPOKOIO TyTOl0» KAHTUIIEHHOT METOAIHHOCTI.

Bapro Bim3Hauntn xapakrepHi jius TBopuocTi b. K. TTmmOMIECHKOro XpoMaTuyHi MMepexoan B JTiBii
pyli, sKi Mi3HINIE CTAHOBUTUMYTh BajXUIMBUH eneMeHT oOpoOku Martepiany. [licist opkectpoBoro tutti, B
SKOMY O3HAQYalOThCS TPOBIMHI MOTHBH i€l YACTHHM KOHIEPTY, TOYHMHAETHCS TMapTisi COJICTa,
JEMOHCTPYIOUYM TEMH Yy Jiajio3i 3 OpKECTpOM, OOpOOJSIOYM BITbHO HaBENEHI TYT MOTHBH W TeMH,
KOMIIO3MTOP JOBOAUTH 0 BIPTYO3HOI KaJIEHIIil, KA MOYMHAEThCS y 252 TakTi. TakoK y Hil MOMITHO YUMAJIO
CJIEMEHTIB, XapaKTePHMX JJIs MI3HIIIOT TBOPYOCTI KOMIIO3UTOPA: TTIOBTOPIOIOTHCS MEIOAIMHI ITOCIIOBHOCTI i
PUTMIYHI CTPYKTYPH, BUTBHO TPaKTOBaHi iX MEPEXOAM B Yaci, NOMIHYBaHHS CEKyHIHU, TEPIlii i CENTUMH y
BiHOCWHAX IHTepBaliB, MixoBe tremolando i auHAMiYHA mynbcamis. Lle mo3Bomse comicTy MmoKa3aTH CBOI
BipTyO3HI BMiHHSI.

[Ticns xameHIlii TOYNHAETHCS PEIPHU3a, IO Bele 10 OpaBypHOI KOJIH.

Yacruna IT Tempo rubato, molto espressivo — po3nourHaeThes 3 JTIPUUHOI, TPOCTOI Ta IyKe CIIBYIOT
MeJoii, SKIH Tepeaye BCTYI Ha 5 TakKTiB, HA OCHOBI IBOX 3BYKiB: a-b. TyT XxapakTepHUM € BeAcHHS (Qpa3u
pasoM B 000X kiaBiatypax. Y 30 TakTi BigOyBa€Tbcs 3MiHA TEMITy, OPKECTp IMOYHMHAE «ICTIKATHHIDY
aKOMITAaHEMEHT, SKAW TOTye TOsBY, BIIACHE, TEeMH CIIOYAaTKy y TpaBid, a TOTIM y IiBii pymi mapTii
aKOpZEOoHa.

VY 91 TakTi 3’ABIA€THCS HOBA AyMKa, IO TOYHMHAE (PPArMEHT, ¥ SKOMY KOMITO3UTOP BHKOPHCTOBYE
IMITaIifHy TeXHIKY, BEAydYH IO TEMY B YOTHPHOX Tojlocax: B 000X KiaBiaTypax aKOpJEOHY 1 B OpKecTpi,
MICHS 9OTO TOBEPTAETHCS MENOMAISA 3 Mepmioro emementy dactuam I, ame mporo pasy y g-moll. Uepes
KOPOTKOYacHE IOXKBABJIEHHS, BHACIIIOK O(GOPMIIEHHS MOr0 PyxoM Tpiojied, KOMIIO3UTOP IOBOAUTH PyX
KOMIIO3HIIIi 0O CBOEPITHOI KOAW, HA OCHOBI TOTO X MaTepiaiy, M0 BUKOPUCTOBYBAB Ha TMOYATKY YaCTHHHU.
L yacTrHA HAIIOBHEHA POMAHTHYHUM JIIPA3MOM, M SIKICTIO KOJIHOPIB B TApTii aKOpIEOHA.

Yacruna I1I Presto croBHeHa posmaxy. [i XapakTepusye cTUXiiiHa BipTyO3HICTb, INBHIKHH TEMII i pyX/IHBa
Meronuka. KoMImo3suTop BHKOPHUCTOBYE XPOMAaTH4YHI MEOAINHI MEPEeXOIy, MOTOKH SKUX IEPEpPUBAIOTHCA Ha
JeSKAI 9ac YIpOBaHKEHHSIM Y CEepelHii YacTHHI CIIOKIMHIIIOI, HABITh JIPHYHOI MENOii, Ky TepelaloTh ONH
OJTHOMY aKOpJICOH Ta OopKecTp. Bim 214 TakTy opkecTp ModnHaE, OHAK, TPUTOTYBAHHS /IO BBEACHHS BIpTYyO3HOI
(axkTypu BOCBMUMH HOTaMH IapaJiellbHO 3 aKOpAECOHOM HeE 3aBepLIyeThcsl. Bce Le yBiHUYeThCS CTHXIHHUMH
«IIPOX0JJAMI» MAYKOPHHUX aKOPJIiB, TiIrOTOBJICHUMH BipTYO3HUM (hparMenToM tremolando.

Concerto polacco — TBip y meBHOMY CeHCi YHIiKanbHHA. 3 HOro Haa3BHYailHO KOMYHIKaTHBHOHO
MOBOIO, BHPa3HUM 3BEpHEHHSIM 110 (oibkiopy (4. I BupasHo Haragye xpakos’sik, 4. I — kysB sk, 4. 1l —
o0epek), sKuii aHl Tpoxu He 3acrapiB. HaBmaku, 1ei TBip MOCTIHHO BUKOHYIOTh, HOTO PEKOMEHIYIOTH IO
00OB’SI3KOBOrO0 BUKOHAaHHS Ha KUIBKOX KOHKypCax aKOpJEOHICTiB, 30KpeMa ¢ 3a KOPAOHOM, Ha
MiKHapoaHOMY KOHKypci y M. Kuminrenrtans. Ile cBimuuth mpo e, mo Concerto Polacco mictuts mopyd i3
0E€3CYMHIBHUMH JTUJIAKTHYHHUMH €JIEeMEHTaMH TaKoX iHIN IiHHOCTI. Llel TBip CKOMITOHOBaHWI BHPAa3HO Y
«(hopMaIbHOMY TUTACTI», BiI3HAYA€THCS MPO30POI0 (AKTYPOIO, HE3BaXKAIOUM HAa BMICT 3a3HAUYEHUX Iif] Yac
00roBOpEHHs TepuIol YacTUHH, PI3HOPIIHUX KOMIIOHEHTIB. BOHM BHKOPHCTOBYIOTbCA y BHUMIpi, SKUH
JI03BOJISIE MOJIOZAOMY BHKOHABIIIO 30CEPEAUTUCH HA My3MYHOMY ILIacTi, 0e3 HeoOXinHoCTI OanaHCcyBaHHA HA
MeKi BUKOHABCBKUX MOXKIIMBOCTEH, X04a TBIP BUKOHYETHCS 0X0UE 3PUIMMHU BipTyO3aMH.

Yepes necsatb pokiB (1983 p.) Hamucano «Concertino» mst akopaeona ta 12 iHCTpyMeHTIB ((uieiTH,
KJIapHeTa, KCWiodoHa, A3BIHOYKIB, 4 CKpWIIOK, 2 ajbTiB, 2 BiomoHdYeneil i koHTpabaca). Illo, Hacmparmi
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Moxe OyTH, mokazaB (inan | 3aranpHOMONBCHKOTO KOHKYpCY akopnaeoHicTiB — yuniB JIMII II cr. Ta
MY3WYHMX JIIeiB, ge Monomi ¢iHamictd, BHKoHyroun Concertino, mpoaeMOHCTpyBald HaI3BHYANHO
PI3HOMAHITHUHN MiAXiT A0 1i€] KOMITO3UIII1.

Yactuna [ Allegro ¢popmanbHO Haraaye CTpyKTypy COHATHOTO aJierpo, Xoua iCHYIOYi TYT «CTOCYHKH)
y CTPYKTYpl KOHCTPYKILIi 3a3HAIOTh NAJEKOCSHKHHUX CIPOIIEeHb. KOMMO3WTOpP MpencTaBisic BI TEMH,
PUTMIYHY i MENOJIiiHY, ajie 3aCHOBaHy Ha OCTHHATHO-TIOBTOPIOBaHIN, pUTMIYHO-TAPMOHIHHIIM cXxeMi B TiBiii
pyui. Bigpa3sy x micis iX mosiBM 3BY4UTh COJIbHA KaJICHITs, IS K0T moBepTaroThes Temu | 1 11, mpu yomy
Ipyra — Ha Maly cekyHny Buine. CHHKOMOBaHI, PUTMIYHI MEpeXOoau aKkopJiB BeIyTh 0 KOAHW, IO
BHUKOHYETHCS TEXHIKOIO MiX0oBOro tremolando.

Yacruna 11 Molto rubato (konctpykiisi A-B-A), 3acHoBaHa Ha JIIPUYHHUX, IIMPOKHX, HEBU3HAUCHUX Y
MPHHIUIT TOHAJIBFHO MEIOAIMHUX TeMaX, MPUYOMYy TeMa Bilpi3Ky A KOHTpacTye 3 TEeMOIO Bijapi3ky B 3a
paxyHOK BHKOPUCTAHHSI Pi3HUX BUJIIB apTUKYJISIIII.

Yacruna I Vivo mobyoBana 3 (iryp MICTHAAUATAX HOT, IO MPOXOIATH Y MOCTIHHOMY MeTpi 2/4,
10 KOHTPACTYIOTh y CEpeIHbOMY BiJIPi3KYy Ii€i vacTHU (parMeHToM tremolando Ha 3MiHHUX aKopJax.

Concertino Hanucane sl TPAAUIIIHHOTO aKOPJICOHA 1 3BYKOBOIO TAJIITPOIO HArajye HaiOUIbIl paHHI
kommo3utii b. K. [Tmmobunscekoro. [lepemimenns y rapMoHiuHii GakTypi, JTaHIFOKKH BKIIOYEHb, MUTTEBUX
BIIXWJIEHb Y Tepexofax (YHKI[IOHANBHUX 1 HEralHWX TIOBEPHEHb, «3aTyMaHEHa» IHMH TIepexoiaMu
TOHAJBHICTh € OJIHIEI0 3 0COONMMBOCTEW Iri€i Komro3uiii. J[pyrorwo OCOONHMBICTIO € MOCTiliHa 3MiHHICTh
YepryBaHHsS METPHUYHUX OJIMHHMIIb, IO BiIOYBAETHCS 3a IEBHUM JIOTIYHUM TPHHITUIIOM. BoHa 3’sBiseThCst
TiNBKH B TUX PparmenTax 4. I i I, sixi cimparoTbest Ha pyXJIMBY MEIIOJIUKY 1 JIMIIE B TUX MICIISX, IO MalOTh
pI3HOMaHITHUI 00pa3 apTHKYJISALIHHUX HAllapyBaHb. YHACTIJOK IIOTO CTPYKTypa KOMITO3MINI CTae Iie
JKBaBIIIOK, O KOHTPACTHOIO 1 PYXJIMBOIO.

Tpers 4acTHHA TPOXOAUTH Y TOMY 3K METpPi, pyX TYT CTBOPIOEThCS BHUKOPHUCTAHHSM BIPTYO3HUX
ENIEMEHTIB Y 1X «IIPUPOAHII» PopMi.

JL1st BUKOHAHHSI ITLOTO TBOPY aKOPJICOHICT MTOBUHEH BOJIOIITH OCHOBHIMH HAaBHYKAMH 1 TPAJIUITIHHIM
00’emom yminb. Takumu € TosoBHi inei b. K. [Tmmbunscekoro npu crBopenni Concertino.

Ocranwiit TBip 3 1€l rpynu Hammcanuii y 1986 p. Ile «Concerto Classico», — crioBHeHa JIipHYHOTO
HACTPOIO KOMIIO3HMIIIS s PO eCIiHUX IHCTPYMEHTAIICTIB, 110 CKIaJa€ThCS 3 TPhOX PO3TOPHYTUX YAaCTHH,
TPUBAJIICTIO Maiike 18 XBIIIMH.

Konmuepr mounnaetses 3 kageniii ad libitum, sika rorye mosiBy, Biacue, Allegro. Kimacuunmii xin y
MEJIOMIHHOMY, TapMOHIHHOMY Ta pPUTMIYHOMY pyci nepepuBaerbcs 1micias 114 TakTy KOPOTKUM
HaraJyBaHHSIM TIPO KaAEHIIIIO, MICIA SIKOTO OOpOOJeHWi MaTepiall TeMH MPHBOAUTH A0 KaAeHIli, M0
0a3yeThCsl Ha TUIIOBHX JISi TBOPYOCTI KOMIIO3UTOpAa XPOMATHYHUX XOJaX, MENOMIMHUX, PHUTMIYHHX Ta
aKOpPIOBHX TPYI, PO3AUICHUX Ie3ypHUMH may3amu. Llicist kameHIii e mOBTOpEeHHS MaTepiary 3 MOYaTKy
Allegro; cBoepigHa penpusa, 0 BIpTyO3HO 3aBEPIIYE IF0 YaCTHHY.

Yactuna II Andante sostenuto xapakTepu3yeThCsl BEINYE3HO MPOCTOTOI i CBOEPIAHOIO KPacoro.
OpxecTp BXKe Ha MOYATKY Ii€i JaCTUHU MOKa3ye TEMY, SIKy Bede aKOPACOH KiTbKa pa3iB, «HACHUYEHY» Y
YEproBUX MEpexoJax TapMOHIHHO i ¢irypHO, SK y CTPYKTYpi BIacHOi (aKTypH, TaKk i B OPKECTPOBOMY
TJIaHi.

Uactuna Il — me 10 Bapiallifi, BUKOHAHHS SKUX BUMAra€ 3HAYHUX TEXHIYHMX HABUYOK, a TaKOXK
OpaBypHU#l (hiHaM, KM BUKOHABEIh MOBHHEH MOJOJATH MICIsA WX JECATH MOTIMHAIYUX KOHIIEHTPAIIII0
IIICTHAISITAMHA BapiaHTiB TeMH. TOHaNBHICTH 1 XapakTep, IO IMOCTIHHO 3MIHIOETHCS, HEOOXiTHICTH
BUKOPHCTAaHHS Ha KOPOTKHX Bipi3Kax pIi3HUX BHUIIB BHKOHABCHKOI TEXHIKW, MIHJIUBICTh APTHKYIISMIT,
CTaHOBJIATh MaTepiai, 0 HE € MOPOTrOM i SKAW JIETKO IMOMONATH MEHII JOCBIMYEHWM aKOpICOHICTaM.
LikaBuM# TYT € HACHiJKH TOHAJBHOCTI B OKPEMHX BapiallisiX; TakK, SK i BiTHOCHHU TOHAJIBHOCTI MIiX
OKpPEMHMH YaCTHHAMH KOHIEpTy. O4eBHIHO, 110 KOMITO3UTOp Y Iiii HETUIIOBIH 1, 0€3yMOBHO, HE KJIACHYHIN
cXeMi Bapialliil MmIKpecIuB IOMIHYIOUUH €INeMEHT y BCiii CBOil TBOPYOCTI — XPOMAaTHYHHMH XOIAMH,
MIJKPECITIOIYH TaAKUM CIIocoOoM i1 3HaueHHs y GopMyBaHHI CTPYKTYD, (hOpM i meperuieTinp GpaxTypH.

Concerto Classico, 3aBasku po3yminaio b. K. [TimuOuiscbkuM (POPMOTBOPUKX €IEMEHTIB CITOCOOOM,
II0 Harajye pHUCcH, SIKi aCOLIIOIOTHCS 3 MOHATTAM KJIACHIU3MY, MIJICTYITHO «IIPOLIMTHX) €JIeMEHTaMH 3 HOro
Cy4acHOI KOMITO3UTOPCHKOI MalCTEPHOCTI, € BIHIIEM 3arajJbHOr0 MiIXOIy BOr0 MUCTILS A0 IHPOKOT chepu
SIBUII] HA JIIHIT -TBOpEL[b-BUKOHABELb-CTyXay.

Hackinekn manekuMu montocamu € oOuaBi mukmivai kommosuilii — Katzenmusik ta Spring sonata.
IIpoctip, mo ix po3ainsge, HANOBHEHMH PI3SHOMAHITHICTIO Cy4acHOI KOMITO3HUTOPCHKOI MOBH.
LimtocTpaTuBHICTB, TPOrpaMHICTh, 00pPa3HICTh y TBOpax AJIS AiTeH, po3BUTOK (HOPMH, IO He 3aBXKIU B mapi
13 3aCTOCOBaHMMH BHpa3HUMHU 3aco0aMu, abo, IHIIMMHU CIIOBaMH, aJamnTallis BUpa3HUX 3aco0iB 10 (opmu,
MPUCTOCYBAHHS MOBH BHUCIIOBIIIOBAaHHS 10 MOJMIJIMBOCTEH 1HCTPYMEHTY — 1€ BaXKJIMBI XapaKTEPHUCTHUKU
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tBopuocTi b. K. [Tmmbunbcekoro. Yci i pucH € IpUYMHOIO TOTO, M0 MPU3HAYEHHS! OKPEMHUX KOMITO3HIIN
1Sl KOHKPETHOTO BUKOHABIISL YU IHTEpIIpeTaTopa crae ssciuM [11; 56].

B. K. ITmm6unschKuii HIKOMM He BiCTae Bil TEXHIYHHX 3MiH akopjeoHa. Moro croci6 3acrocyBaHHs
apTUKYJISILi, HAMMCAHHs TaK YacTo MPE3CHTOBAHMX YEPTrOBHX TBOPIB i3 MpO30poi0 (aKTypolo, MiHIHBOIO,
4acTo MiHECEHOI0 AWHAMIKOI0, BAAETHCA PeasizyBaTd MOBHICTIO, OCOOJIMBO y TBOpax, MPH3HAYEHUX IS
npodeciiiHuX BUKOHABIIIB HA IHCTPYMEHTAX BHCOKOT'O KJIACY.

Teopu kommo3uTopiB [lombini MIHO MOCIIAIOTh BUCOKI TO3MII B KOHIIEPTHUX IIporpamax
BHUKOHABIIIB 0araThOX KpaiH CBITY, IO CBiUYUTH NMPO iX BHECOK JI0 CKApOHUIII Cy4acHOrO aKOpACOHHO-
0asiHHOTO perepryapy. 3aBISKA I[BOMY CYTTEBO PO3IIMPIOIOTHCA MIDKHAPOAHI MHCTCIbKI B3a€EMHHH
MOJbCHKUX MY3HWKAHTIB 31 cBOIMH Kojeramu B €Bpomi Ta YkpaiHi Ha piBHI mpoBeneHHs (ecTUBajiB i
KOHKYPCIiB, KOHIIEPTIB BiJTOMUX BUKOHABIIIB 1 KOJIEKTUBIB, OpraHi3allii HayKOBUX KOH(} epeHIiil, MPaKTHYHUX
ceMiHapiB Ta MalcTep-Kiacis.

Y miacyMKy BiJ3HA4YMMO, IO aKOPJICOHHO-OasHHA IKkoyia [lombili pO3KpHIIa HOBI  XYHOXKHI
MOKJIMBOCTI Cy4acCHOTO akKopjicoHa 1 OasHa Ta cropsMyBaja Ied BHJ MHUCTEUTBa y mpodeciiiHe pycio
CBITOBOT'O PO3BHUTKY.

TBopuwnii nopodok b. K. IMumbunscekoro 1963—1988 pokiB — 1ie 1BaAISATh KOMITO3MITIT 7SI aKOpJIeOHa
COJI0, CIMHAJIIATh KAMEPHUX 1 TPH KOHIEPTH. BiH € aBTOPOM YMCIICHHUX HEBEIMKHUX O0POOOK 1 MelaroriyHux
TBOpPIB MIHIATIOPHUX PO3MIpiB, TPU3HAYCHHUX JUIS JiTeH, 0 HABYAIOTHCS TPATH HA aKOPJICOH1. AJie TBOPUICTh
JUISl aKOPJICOHA € JIMIIE OJHUM 13 IUISXIB, SIKUMH PyXa€ThCsh KOMIIO3UTOP y CBOiM TBOpYiH mismibHOCTI. Llei
NUISIX BelE B PI3HUX HampsMax 1 came 3aBJSKA PI3HOCTOPOHHBOMY # YHIBEpPCAILHOMY BHKOPHCTAHHIO
MOXJIMBOCTEH aKopAeoHa. 3HAHHS [WX MOXIHMBOCTEH, MiATpUMaHe BHUKOPHCTAaHHAM pI3HUX CTYIEHIB
CKJIaJIHOCTI, IIMPOKOI0 KOJia MalCTEPHOCTI, a TAKMK YMUIAM OXOIUICHHSM IHMTaHb IOB’SI3aHUX 13 TEXHIKOHO
I'pH Ha [bOMY IHCTPYMEHTI, € MPUYUHOIO TOTO, 1[0 BOHH JOXOJSATH JO MIMPOKOTO KOJIA BUKOHABI[IB — YUYHIB,
CTY/EHTIB Ta IX MMEJaroriB, a TAKOXK CIyXadiB, IS IKUX BOKIMBUH JIKIIIE Xy0XKHIN IIapM HOro KOMIIO3HIIIT.

Teopuicte b. K. [InmOuIbCchKOro XapakTepu3yeTbes CBOEPIMHUM IEPEIUIETEHHSAM MaTepiary, 1o
CKJIaJa€ 3MICT TBOPY 3 (OPMOTBOPUMMH €JIEMEHTaMH. 3 OAHOTO OOKY, IyJbcallisi, OJIMCK, PyX, XpOMaTHKa,
KOHTPACTHICTh, CBOOOMA TpaKTyBaHHS 3BYKOBOi (haKTypH Ta CydacHICTh B ii opraHizaiii, 3 iHIIOro —
KJIacCM4YHe, YacTO Maike MareMaTWyHe O(OpPMIICHHS LUIOr0 TBOPY 3 TEHACHIIEIO O OXOIJICHHS HOro
paMKaMH CIOITH, COHATH, POHIO, Bapiamii. Yce e poOMTh TBOPYICTh KOMITO3UTOpA PIi3HOMAHITHOIO i1
KOMITAaKTHOIO CTHJIICTHYHO. JlOCTaTHRO 3BEPHYTHCS IO ACIKUX OOrOBOPEHUX paHIIe KOMITO3WINH, 1100
CTBEp/DKYBATH, IO Ie diiicHO Tak. lle BakimBa puca, a TOMy W IepeKOHIMBICT, TBopudocti b. K.
[MmmbunbepKoroO.

3 gyacoM MOKHA IMOOAYUTH K 3MIHIOETHCS OOCST 1 MOBa BHUPa3y B KaMepHIii TBOPYOCTI KOMITO3UTOPA.
Lle mposBnsA€THCS B MOIIYKaxX HOBUX MOEJHAHBb IHCTPYMEHTIB, IIOpa3 OUTBII COMBPHOMY iX TpakTyBaHHI y
BHITAJKy K OJHOPITHHX, TaK 1 3MIMIaHUX aHCaMOJIIB.

OTxe, TiACYMOBYIOYM  BHIIE  JOCIHI[PKEHE, y  TBOPYOCTI  TOJBCHKOTO  KOMITO3MTOpA
b. K. IImmOunbscbKoro Mo>kHa BUIUIMTH TaKi O3HAKH:

1. 3pocrae iHTEpEC KOMITO3UTOPA O AKOPJIEOHA K KAMEPHOTO iHCTPYMEHTA 1, K HACIHiJOK I[OT0, Y
MOJTATBIIINX TBOPAX KOMIIO3UTOP MPHUILUISE BCe OUIBII 3HAYHY POIb IIOMY IHCTPYMEHTY.

2. Xod4a KOMIIO3HMTOp 1 3aJIMIIIA€ BUKOHABIISIM TIEBHHUM 0OCAT TBOPYOi CBOOOIM Yy PI3HUX TBOpPAaXx, BiH
nbae Mpo MUIKOBUTY Horo ¢opmy. BiH mocsrae mporo oqHO3HAYHUMH, TOYHUMH KOMEHTApSIMH 10 KOXKHOL
KOMIIO3HIIi{, B IKHX Tependadae TaKy CBOOOIY MisSUTBHOCTI BHKOHABIISAL

3. KowmmosuTop Bce yacrimie Oepe 3a 0OCHOBY OOy T0BH (OPMH Pi3HOMAaHITHI MaTEeMaTHYHO-JIOTIYHI
CHCTEMH MOIIH.

4. b. K. [ImmOunbchkuid  3aNMIIa€  BUKOHABIIO OuTblle CBOOOAM B  HAMpsAMi  XYJOXKHBOTO
3a0apBieHHs. Y OUIBIIOCTI KOMIIO3MLIA OCTaHHBOI'O TIE€piofy BiH Ja€ JIMIIE HPUMITKY CTOCOBHO
JOTPUMAaHHS BUCOTH 3BYKIB BiJIIOBiTHO 10 HOTHOT'O 3aITUCY, 3AJIAIIAI0YM BUKOHABIIIO BHOIp PETICTPIB.
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KOHIEPTHBI JJI51 AKKOPAEOHA-BASIHA ITIOJIbCKOT'O KOMITIO3UTOPA
BTOPOM MMOJIOBUHbI XX BEKA BPOHUCJIABA KASUMHUPA NNIIIUBUJIBCKOI'O
Byana Mapuna BaaguMupoBHA — KaHIUAAT HCKYCCTBOBEICHUS,
JIOLIEHT Kaeapbl My3BbIKIbHON YKPAaMHUCTUKH Ta
HapOIHO-UHCTPYMEHTAIBHOTO UCKyccTBa, | BY 3 «IIpukapmarckuit
HaIMOHAJBRHEIN yHHBepcuTeT nM. B. Ctedanmkay,
r. FIBano-®paHKOBCK

BuuManue cocpenorodeHo Ha aHamm3e KoHIepTOB, HAMCAHBIX IS aKKOPAEOHA-0asHa MOJIBCKOT0 KOMITO3UTOpa-
akkopaeonucta bponmcmaBa Kaszmmmpa ITmmbmneckoro. Ero opurmHanpHBIE, CO3JaHHBIC TSI aKKOpAEOHA-OasHa
MIPOM3BEICHNS], YacTO MWCIONHAIOTCA HA IPECTIKHBIX MEKAYHApOAHBIX KOHKYpCax aKKOPJAECOHHO-OasHHOTO
ucnonautenbeTBa. K m3ydenmro TBopuectBa b. K. [TmmOmmbckoro My3bIKOBeAdecKass cpela TONBKO HAYMHACT
MIPUCTYNATh, & AKKOPACOHHO-0asHHAs My3bIKa 3TOTO KOMITO3UTOPA €IIe He ObUIa IPEMETOM CIIENNATIBHOTO N3yIEHHSI.

Knrouegole cnoga: akkop/iIeOHHO-0assHHOE TBOPYECTBO, KOMIIO3UTOP, OPUTMHAIBHBIN perepTyap, TeOPETHIECKHH
aHanu3, KoHuepT i akkopAeoHa.

THE ORETICAL ANALYSIS OF CONCERTS IS FOR ACCORDION-BAYAN OF THE KNOWN POLISH
COMPOSER OF THE SECOND HALF XX CENTURE BRONISLAV KAZYMYR PSHYBYLSKIY
Bulda Maruna — Candidate of Art Studies, docent of Scientific Institute of Arts
of the State Higher Educational Establishment
«Vasyl Stefanyk Precarpathian National University»,
Ivano-Frankivsk

The study focuses on theoretical analysis of Concerts written by the accordion-bayan known in the whole
world by the Polish composer-accordionist Bronislav Kazymyr Pshybylskiy. His original works, created for accordion-
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bayan, are often performed at prestigious international contests of accordion-bayan performance. By studying the
creativity of B.K.Pshybylsky musicology science only begins to begin, and accordion -bayan music of the mentioned
composer has not yet been the subject of special study.

Key words: accordion-bayan creativity, composer, original repertoire, theoretical analysis, concert for
accordions.

UDC [378.164]
THE ORETICAL ANALYSIS OF CONCERTS IS FOR ACCORDION-BAYAN OF THE KNOWN POLISH
COMPOSER OF THE SECOND HALF XX TO CENTURE BRONISLAV KAZYMYR PSHYBYLSKY
Bulda Maryna — Candidate of Art Studies, docent of Scientific Institute of Arts
of the State Higher Educational Establishment
«Vasyl Stefanyk Precarpathian National University»,
Ivano-Frankivsk

The development of academic accordion-bayan art in the second half of the XX-th century greatly contributed to the
creation of an original repertoire in Ukraine. There is a significant number of original works for the accordion, based not only
on folk traditions, but also on the development experience of the academic genres. Along with domestic music, the
development of the culture of accordion-bayan art of Poland took place, which dates back to the 20's of the twentieth century.
Among the most popular samples of the national musical genres of Poland — laces and cobblestones. Therefore, in the repertoire
of musicians there were many miniatures that were based on the national Polish genres, which were distributed among Polish
accordionists and recorded on gramophiles and radio programs. At the same time, these genres are closely interwoven with the
musical life of Ukraine and Europe (waltzes, polka, foxtrot, tango, popular salon plays). In the context of this relationship, it is
important to consider the problem of the evolution of bayan art on the example of a brief review of creativity, the Polish
composer of the second half of the twentieth century, Bronislav Kazimir Pshebilskiy. However, until the study of his works
musicology science only begins to proceed, but the accordion-Bayan creativity of the aforementioned composer was not
specifically investigated. It is this problem that predetermined the purpose and relevance of the topic of our work.

Based on this, we defined its task:

— to characterize and analyze the popular Concerts for the accordion of the prominent Polish composer of the
second half of the twentieth century. B.K.Pshebylskiy.

The object of the study is a general description of the accordion creativity of the outstanding Polish composer
Bronislaw Kazimir Pshebilskiy.

The subject of the study is a theoretical analysis of the concert by Polish composer accordionist
B. K. Pshybylskiy.

The state of scientific problems concerning the research of Polish music for accordion-bayan is covered through
a general overview and a list of main publications. If the national scientific and research sphere in the field of artistic art
covers, in the majority, the range of problems related to the theory and history of domestic performance, as well as with
pedagogy, then the question of research of the original repertoire B.K.Pshybylskiy is relevant from the point of view of
explaining the regularities perception of works of musical art by Polish composers of the second half of the twentieth
century.

Key words: accordion-bayan creativity, composer, original repertoire, theoretical analysis, concert for
accordions.
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’KIHOYE BAHJIYPHE BAKOHABCTBO B EMITPALIIIHOMY CEPEJOBHLLI ITOJIbLIL:
MHUCTELNTBO3HABYMIA ACTIEKT

bobeuko Oxcana IOpiiena — KaHIuaT MUCTETBO3HABCTBA, JAOLEHT,

JporoOutiskuii nep>kaBHUM MeAaroridyHuii yHiBepcuteT iM. . @panka, M. lporooud
doi.org/10.35619/ucpmk.vi28.68
bobechko@list.ru

BucBiTIIOETECS MUCTEIBKA MisUTBHICTD KIHOK-OaHIYPHUCTOK B eMirparii. JIoCHipKyeThCs iCTOpis CTAHOBICHHS
Ta (pyHKIiOHYBaHHS OaHAYpHOr0 MUCTEeNTBA B [loNbIi. AHANI3YETHCS BIUIUB iCTOPHYHO C(HOPMOBAHMX CTEPEOTHUIIIB Ta
yIIepemKeHb, 1OB’S3aHUX i3 BIACTHUBOIO KOO3apCHKiH KYJIBTYpl CHCTEMOIO LIHHOCTEH, Ha ()OPMYyBaHHS CONBHOTO Ta
aHcam0i1eBOro OaHAYpHOrO BHKOHABCTBA Ha TEPEHAX CYCIAHBOI Jiep)KaBH. PO3IIIAMAETHCS TBOPYO-BHKOHABCHKA 1
OpraHi3amiHHO-TIPOCBITHHUIIPKA MisTIBHICTh TOABIKHUIB OaHAYpH, SKi 3pOOMIM BaroMuii BHECOK y PO3BHTOK Ta
CTAQHOBJICHHS BUKOHABCTBa Ha OaHIypi B eMirpaniiHoMy cepemosui [Tombmi.

Knrouosi cnosa: Yxpaina, Ilomemia, Ilepemumuis, OaHmypa, >KiHKa-OaHAZypUCTKa, OaHIypHE MIUCTEITBO,
aHcamOJb OaHTYypPHCTOK.
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