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Abstract. A number of discoveries in the field of musical imagery and genre compositional
and linguistically expressive planes of the modern discourse of the twentieth century mark the
work of Borys Liatoshynsky (1895-1968). In this context, a special place in Liatoshynsky’s legacy is
occupied by the genre of piano prelude, which reflects the peculiarities of the composer’s style, the
process of its expressive modernization and, at the same time, demonstrates its apparent
continuity with the traditions of the past and the anticipation of the future. Outlining the author’s
expressive palette in the piano preludes, this article explores the artistic tasks and the employment
of the relevant expressive components during different periods of Liatoshynsky’s life, and examines
aspects of interpretation of these piano works. The aim is to study the role of the genre of the
piano prelude in Borys Liatoshynsky’s creative search and the issues of musical interpretation of
these achievements.

Borys Liatoshynsky sporadically turned to the piano prelude at his career’s early and mature
stages. The Prelude gis-moll (1914), the Mourning Prelude (1920), and the piano cycle Reflections
(1925) reflect the artist’s active search for avant-garde expressive means. In the cycles of piano
preludes created during the war (Op. 38, Op. 38 bis, Op. 44), the composer further enriches late
Romantic stylistic attributes, polyphonizes the musical fabric along with the generous use and
transformation of folklore intonation elements. In these exlorations, the composer comes to the
programmatic nature of the cycle through the use of epigraphs (Three Shevchenko Preludes,
Op. 38). In addition, at the level of the piano cycle, the composer builds a clear and coherent
structure that is in tune with the development of the sonata cycle.

The performance of Borys Liatoshynsky’s preludes is characterized by epic expression,
psychologism, and immersion in the emotional and the sensual. It is essential to show in detail the
intonational, agogic, dynamic, and textural modifications of the musical fabric, which should be
aimed at the architectonic integrity of the work’s construction, where development is achieved in
stages.

The preludes by Borys Liatoshynsky’s (especially those of wartime) have enjoyed a fortunate
fate in terms of performance. This is probably due to this music’s extraordinary emotional and
spiritual intensity. The cycles attract performers with their diverse intonational specificity and
exciting solutions in the field of piano technique. The performing style refers the listener to the
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late Romantic expressiveness, which resonates with the piano opuses of the outstanding
composers of the nineteenth and twentieth centuries. The conceptual complexity of the idea opens
up wide performing opportunities for the embodiment of an individual performane, which is
associated with hypothetical, conditional, and source aspects of the composer’s idea. In
interpreting Liatoshynsky’s prelude cycles, performers are guided by the author’s idea of
symphonizing the piano genre, expanding the boundaries of the instrument’s sound, where large-
scale transformations of the primary core occur through symphonic means. Thus, the main
performing difficulty lies in the embodiment of the idea’s symphonic nature through piano
expressiveness.

Keywords: prelude, piano cycle, the work by Borys Liatoshynsky, symphonism, performance,
interpretation.

Introduction. Borys Liatoshynsky (1895-1968) was a composer whose creative biography is
marked by several discoveries in musical imagery and the genre compositional and linguistically
expressive planes. Almost every work by the composer, regardless of genre and style palette, is
saturated with deeply individual innovations of the artistic expressiveness of the 20™ century dis-
course.

In this context, the genre of the piano prelude occupies a special place in Borys Liatoshyn-
sky’s legacy. This genre reflects the peculiarities of the composer’s style and the process of its ex-
pressive modernization while simultaneously demonstrating its apparent continuity with the tradi-
tions of the past and anticipation of the future.

The relevance of this article lies in outlining the author’s expressive palette in the piano prel-
udes, the artistic tasks, and expressive components during the periods of Liatoshynsky’s life, and
the aspects of interpretation of these piano works.

The Aim of the Paper. The aim of the paper is to study the role of the piano prelude genre
in Borys Liatoshynsky’s creative explorations and explore the issues of musical interpretation of
these achievements.

The objectives are to outline the composer’s achievements in the piano prelude genre ac-
cording to the stages of his life, to trace the development of the genre in the artist’s creative search,
and consider the musical and interpretive aspects of Liatoshynsky’s preludes in the space of
contemporary performance.

Literature Review. The theoretical base of the article and its sources comprise works that
highlight the stages of the artist’s creative formation, aspects of his piano style, actualize the artist’s
explorations of the genre of the piano prelude and the issue of interpreting this genre.

Results and Discussion. Throughout his life, Borys Liatoshynsky’s use of piano genres
allows us to identify three successive stages in forming the composer’s artistic method. First, the
artist actively turned to the piano palette in the 1910s and 1920s; the piano works of the 1940s are
mature; and compositions of the 1950s and 1960s are artistically perfect. Regarding this
periodization of the Ukrainian composer’s creative explorations, Viktor Samokhvalov notes that
the composer’s musical universe as a reflection of the lyrical, psychological, and philosophical
modes of being was built “on the epic and romantic imagery of the first period and the bright
expressiveness of the figurative embodiment of the second period and the generous inspiration of
the Ukrainian melos of the ‘Slavic’ final period of his work” (Samokhvalov, 1977, p. 89).

Borys Liatoshynsky turned to piano composing throughout his life. As his student, friend,
and associate Belza noted, “from an early age, Borys was attracted to piano music. He devoted a lot
of time to studying it. As a student, he was already fluent in reading pieces of varying complexity
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from a sheet. While studying at the Zhytomyr Gymnasium, he wrote many pieces for piano, which,
unfortunately, have not survived. However, it is known that the author performed them in public.
One of the open concerts featured the Quartet for piano, violin, viola, and cello written by the young
man, in which the piano part stood out for its emotional content and rich texture” (Belza, 1972, p. 5).

The works of the 1910s, the early period of the artist’s work, were created in late Romanti-
cism'. All of them, except for the Mourning Prelude, were composed before the artist entered the
composition class of Reinhold Gliére at the Kyiv Conservatory. Later, in the 1920s, the composer
participated in innovative composing processes. In his defining late romantic compositional style,
we can trace the features of expressionism and atonalism, which are distinctly embodied in the
piano cycle Reflections and his chamber and vocal works of this creative period.

The innovativeness of these ideas primarily testifies to Liatoshynsky’s development as a
modernist composer and his artistic style as a sub-romantic one with features of neoclassicism,
expressionism, and symbolism. Among the means that he employs are broken, flighty melodic
lines with expressive instrumental features inspired by recitation, speech expressiveness, and a
predominantly triple and dotted rhythm saturated with dissonant sounds.

Beginning in the late 1920s (the The Golden Crown opera), during the 1930s and 1940s, Lia-
toshynsky actively tested folklore material in various genres of work, from arrangements of folk
songs to piano preludes and large symphonic cycles. In the 1950s, Liatoshynsky’s folklore
experiments with Ukrainian melos transformed into a Slavic theme of creativity using Ukrainian
folklore and sources from Western and Southern Slavs. These explorations crystallized a vital
component of Borys Liatoshynsky’s artistic method, his epic ideas rooted in the nature of the
Slavic epic. Combining the features of romantic and expressionistic principles, the epic component
of the composer’s work becomes the dominant feature of his work’s national and stylistic
discourse.

The outlined components of the author’s vision of creativity, based on the symbiosis of late
romantic, modern, and folklore strands, shaped the appropriate type of expression and technique
of realization of the idea and influenced the symbolic concept of the ideas. Borys Liatoshynsky’s
artistic method is characterized by a unique chordal saturation, which helps the composer achieve
acerbic and dramatic sound, tension, and ecstasy in imagery. The composer’s style “is
characterized by a desire for the saturation of the emotional sphere, dramatization of expression,
sharpness of images, departure from the generally accepted traditional norms in Ukrainian music
of that time, completely new thinking, as well as typification of the principles of the structure of
themes, form, development techniques and the composer’s original sense of the laws of the drama
of the whole” (Hordiychuk, 1969, p. 421).

The composer’s ideas are genuinely philosophical and conceptual, even in minor genres. The
symbolic and semantic epicenter of his early piano works often highlights the hero’s inner world,
his introverted sphere of experience, where attention is focused on the symbolic perception of the
outside world. However, in his mature period, this theme is transformed into a symbolic and tragic
paradox of the hero’s existence and the world, which traumatically affected the fate of his Second
and Third Symphonies with their powerful intellectual musical sound.

! Mazurka No. 1 (January 20, 1910), Waltz No. 1 (February 1910), Mazurka No. 2 (June 1912), Scherzo (July 20,
1912), Mazurka No. 3 (July 1913), Prelude gis-moll (January 24, 1914), Waltz No. 2 (March 1914), Autumn Fantasy for
Piano (October 5, 1914), Mourning Prelude (December 19, 1920).
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Prelude gis-moll (1914). In general, the pieces of the 1910s, particularly the Prelude gis-
moll', concentrate on the features of the composer’s expressiveness that would later become
significant for the composer’s search for large symphonic forms. The thematic characterization is
distinguished by genre specificity, laconicism of expression, and potential for development. The
composer’s innate sense of musical form defines the logic of the dramatic growth of the entire
musical fabric.

The Prelude gis-moll is one of the composer’s first piano works. Composed in two versions —
a draft and its final version — the prelude impresses with its expressive notation (there are many
corrections, detailed notation of tempo and sound, etc.) The final version lacks these components.
Both scores are kept in the Borys Liatoshynsky Memorial Cabinet Museum in Kyiv. “In the work,
the composer uses rhythmic variability, rehearsal chords, and wide-ranging textural virtuoso pas-
sage ornaments, which are characteristic features of the language of the “early” Liatoshynsky,
laying the foundations of the author’s signature style” (Klyn, 1980, p. 175). The use of broken
passages, melodic constructions with pointed rhythmic figures (favorite quintal figures in the
middle voice create a unique characteristic of rhythmic pulsation), and dotted rhythmic formulas
create allusions to the early works of Alexander Scriabin.

It should be added that the use of components of contrasting polyphony (a characteristic
feature of the author’s expressiveness) in this early work can be traced through the use of
polyphonic texture with independently organized, rather expressive sub-voices. This “rhythmic
variability, rehearsal chord (in the construction of the culminating segments of the form), the
expressive value of small pauses, the use of wide-ranging texture virtuoso passage ornaments”
(Klyn, 1975, p. 8) is a characteristic manifestation of the artist’s early stylistic modernization, his
attempt to expand the canons of salon expressiveness and openness to innovative forms of
compositional creativity.

Mourning Prelude. Mourning Prelude was created in December 1920. The key of es-moll
chosen by the composer in the prelude and the programmatic nature of the piece immediately
indicate its tragic context, which refers to mournful compositions, primarily by Frédéric Chopin
(March from Sonata No. 2, Prelude No. 24, and other mournful opuses). This milestone idea,
which emerged between the Conservatory period of the 1910s and the independent period of the
1920s, fully demonstrates the direction of the composer’s search for immersion in the sphere of
modernist expressiveness of the first half of the twentieth century. The importance of this piano
idea for the artist can be traced in the citation of the miniature’s themes in the composer’s later
works and the rhythmic convergence of the themes of some of the composer’s works with this
prelude.

The dramatic development of the Prelude aims to recreate the mood of despair through the
realization of inevitability and death (a type of musical material in a quasi-chorale, where the chor-
dal presentation unfolds according to the principle of la mente) >. The diverse palette of the large
seventh chord in the Prelude creates dissonance aimed at creating tragic imagery. The work ends
on a major septacord in the IV low degree, which further exacerbates the work’s tragic figurative
and semantic content.

The tragic motif of the finitude of existence introduced by the composer would later be thor-
oughly tested in the second and third movements of the Ukrainian Quintet. Liatoshynsky’s use of

! It was created on January 24, 1914. The Memorial Cabinet Museum of Borys Liatoshynsky has a black and white
autograph of this work.

2 This technique was always used by Borys Liatoshynsky to realize the most tragic images.
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the themes of the Mourning Prelude more than 20 years later in other significant works testifies to
the importance of this work for his artistic pursuits.

Reflections (1925). One essential constituent of the piano prelude genre in Liatoshynsky’s
work is his piano cycle Reflections. Seven small programmatic pieces were created in 1925 when
the composer often turned to the poetry of the Symbolists. The composer was so fascinated by the
ideas of the Symbolists that almost all of his piano works of the 1920s are based on the principle of
unfolding musical material from a single symbolic theme, which is endowed with special,
laconically expressed features and a particular intonational structure capable of self-organization
and with significant potential for dramatic development. As in his previous works, Reflections also
shows the influence of Scriabin’s philosophy, depicting an ideal dream image.

They are united by a generalized programmatic content of a specific nature: Maestoso e con
fermezza, Velutato assai, Tempestoso, Disperato e lugubre, Come di lontananza, Ironicamente
misurato assai, Con agitazione. These works reflected Borys Liatoshynsky’s creative ideas, the
world of his thoughts and emotions, his modern worldview.

The cycle is innovative in terms of the composer’s musical and expressive toolkit. According
to Natalia Zaporozhets, the piano cycle Reflections is atonal music, where “there is almost no
melody, and the abstractness of thinking and the complexity of musical language reaches its
apotheosis” (Zaporozhets, 1960, p. 14). As already noted, the use of the thematic material of the
Reflections in the Fourth Symphony, Op. 63, and later in the Pieces for Viola, Op. 65 indicates that
in the parts of this cycle, the composer concentrated on philosophical issues that he would
repeatedly address in the mature and late stages of his life in large-scale symphonic ideas.

The dramatic concept of Reflections is based on the intersection of the artist’s ideas and their
reflections — rethinking, reassessing, and reinterpreting. These reflections convey “as if a sideways
look at the same events, but not directly, but as if from a distance. This leaves an impression of
painful longing for what was desirable but never happened” (Kovalska-Frait, 2009).

The overall structure of the cycle is innovative. As Kharchenko notes, “in terms of
composition, the cycle is based on the sonata form <...> with elements of varied development <...>
pieces No. 1 and No. 2 are the exposition and rising action, No. 3 — No. 6 are the development of
the conflict, the developmental sections, which have two semantic climaxes: Play No. 4, one of the
most tragic moments of the cycle, and No. 5, the most lyrical and psychological moment of the
cycle, the moment of Man’s departure and immersion in super-reality. Finally, piece No. 7 is a
reprise of the entire cycle. The composer builds the development very characteristically for his
style: a wave-like unfolding of themes, movement forward with abrupt stops and new build-ups,
after turning points — a retreat into distant tonal spheres (which are conditional because the tone
itself is conditional)” (Kharchenko, 2006, p. 136). The composer would later use similar approaches
at the macroform level in his Ukrainian Quintet (1942), a monumental chamber music work. Due
to dramatic features and intonational connections, the entire four-movement cycle is structured at
the level of macroform as follows: the first two movements are exposition (the first movement is
the central part, the second movement is the side part), the third movement is development, and
the finale is a reprise. Thus, in both Reflections and the Ukrainian Quintet, the composer operates
with robust processes that testify to the formation of Liatoshynsky as a symphonic composer.

In general, the cycle of Reflections is “a special type of author’s thinking, inherent in the re-
flections of philosophical thought on the unity and contradictions of the World, endowed with
pronounced symphonic features of development, so to speak, a mini-model of Borys Liatoshyn-
sky’s symphonic” (Kharchenko, 2006, p. 142). From the point of view of the dramatic integrity of
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the work, it is worth noting that the cycle crystallizes the basic principles of deploying the semantic
idea, which will become significant for the composer’s symphonic work.

Three Shevchenko Preludes (Op. 38, 1942), Two Preludes (Op. 38 bis, 1942). The piano
cycle Three Shevchenko Preludes (Op. 38, 1942)! is the first piano cycle and the first piano work by
Liatoshynsky to be composed during the war. The Second World War is associated with changes
in the composer’s ideological and creative orientations, which resulted in the artist’s powerful
appeal to the Ukrainian theme and the use of folklore®.

The first Prelude is inspired by contemplative and pantheistic imagery. One can guess the
melody of the Ukrainian folk song “Through the ravine, boys, through the ravine” (“larom, hloptsi,
iarom”) in its melodic contours. An essential principle of the work’s development is the rhythmic
variation of the primary intonational core (quartal intonation). The second Prelude, the tragic
culmination of the cycle, is based on the folk song “Oh, I'll go through the meadow” (“Oi pidu ia
luhom”). For the composer, the harmonic character of the primary theme is essential, which is
realized in this prelude through the use of two fragments of different harmonic characters in the
melodic development. In the final, third Prelude, there are also tangible manifestations of folk
songs, as the composer engages with the folk song “Oh, there is a deep well in the field” (“Oi u poli
krynytsia bezodnia”). For the thematic individuality of the presentation of the musical fabric of the
prelude, the composer introduces a characteristic ostinato figure in the lower register. This
polyphonic unfolding of music unites each of the following themes.

As in the Reflections and the Ukrainian Quintet, the symphonicism of the idea of the
Preludes, Op. 38 can be traced through analogies of its formation at the level of macroform with
sonata development. In general, parallels with the principal and secondary parts can be traced in
the first Prelude due to the elaboration and two exposition constructions. The self-absorbed,
restrained, symbolic, and semantic narrative of the second Prelude compares with the slow parts of
the sonata cycle, so the heroic imagery of the third Prelude is related to the finale.

Two Preludes, Op. 38 bis (1942), also based on Ukrainian melodies, unlike the Three
Shevchenko Preludes, has no authorial program, although these two cycles were created simultane-
ously. According to Klyn, the very bipolarity of the symbolic and thematic formation “is a
comparison between the dramatic and tragic beginning of the first Prelude and the epic and lyrical
one of the second. The dialectical direction of the development of these images leads to their
mutual influence and disclosure of the scale of the aesthetic program” (Klyn, 1980, p. 253). In the
first Prelude, all the components of the author’s expressiveness (themes, harmonic means, texture,
etc.) are actively developing. However, the tonal structure of the prelude is clear and unifying. In
contrast, Liatoshynsky presents the central theme as tonally open in the second Prelude, actively
developing the second Prelude and forming a coherent composition of two pieces.

Five Preludes, Op. 44. The last cycle of preludes in Liatoshynsky’s creative explorations, Five
Preludes, Op. 44, belongs to the war period. Composed in 1942—-1943, almost simultaneously with
the two previous cycles during the crucial period of the Second World War, the cycle is united by a
common conceptual humanistic idea of development, the general embodiment of which will later
occur in the Third Symphony. Rhythmic, melodic, intonational, dynamic, tonal, harmonic, and

! They are found in editions with different titles: Shevchenko Suite, Three Preludes, and Suite.

2 The cycle marked the beginning of a new period of evolution in the composer’s piano and chamber music works,
based on his active use of Ukrainian themes and sources (Second Trio, Op. 41, Ukrainian Quintet, Op. 42, Fourth
String Quartet Op. 43, etc.)
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textural means of the composer’s musical language and their variation are all aimed at thoroughly
developing the five-part composition as an integral organism.

The first two Preludes (No. 1, Lugubre ma non troppo lento, and No. 2, Lento e tranquillo)
echo the imaginative palette of the symphony’s opening movement. The third movement (Allegro
agitato), fleeting and constantly changing, has similarities with the developmental sections of the
Third Symphony. The Fourth Prelude (Andante sostenuto), the tragic center of the cycle, echoes
similar themes of the symphony’s second movement in its imagery. Accordingly, the Fifth Prelude
(Impetuoso), the life-affirming cycle finale (major key, rich phonism, sharpened dotted rhythm,
wide intervals and density of piano texture) echoes the symphony’s finale.

Thus, Borys Liatoshynsky’s Five Preludes for Piano is a musical chronicle of the tragic events
of the mid-twentieth century. At the same time, the symbolic and semantic narratives realized in
the cycle raise the themes of national identification, the diversity of folklore elements, intergenre
interactions, philosophical themes, and the artist’s worldview, which formed the basis of his dra-
matic conflict in the construction of both a separate prelude and the whole cycle of preludes.

Performance of Preludes. The newly discovered layer of piano works by Borys Liatoshynsky
from the 1910s is only just being included in concert programs. These works were first performed
in the fall of 2020 as part of the presentation of the publication Borys Liatoshynsky. Piano Works of
the 1910s performed by pianists Antonii Baryshevsky, Tetiana Homon, and Valeriia Shulha. The
Prelude gis-moll was first conducted before the Ukrainian audience by A. Baryshevsky. His
interpretation of the work is characterized by intonational clarity and textural diversity in the
presentation of the idea, spatial distinctness in the sensations of musical form and its development,
and the exposition of the prelude with intentions to the genre of baroque prelude, where the
change of images and timbre color takes place quickly, ecstatically, and kaleidoscopically.

Regarding the performance of the Mourning Prelude (1920), it should be noted that the
pianist will, first of all, face a unique figurative sense of tragedy and sadness, which is conveyed
through the monotonous rhythm of the funeral march (mars funebru) and the muted timbre
comparisons of piano registers in combination with various types of technique. The performer’s
attention should be focused on the particular symbolic components of Liatoshynsky’s musical
harmonic thinking (intonation in the volume of a diminished quart as a generalized expression of
grief, mournful intonations in the octave compression of the chordal vertical in the melodic line of
the leading voice, descending intonational lexemes in the steps of the minor mode). The
performer’s intonational attention to these components will contribute to their deep inclusion in
the contextual field of the author’s intention. It is also necessary to carefully study the author’s
text, remarks, tempo, and agogic marks, which will contribute to reproducing significant stylistic
features of Liatoshynsky’s musical language.

In the contemporary performance of the Reflections cycle, there are two directions of
interpretation. The first is the realization of the cycle in the current performance trends. Often,
this approach does not make it possible to feel the authentic features of the author’s piano style,
which should be brought into performance practice. However, another direction combines current
performance practices and in-depth research on the music being performed. In this context,
Yevhen Rzhanov is an outstanding Ukrainian pianist and teacher who not only brilliantly
performed the Reflections on stage (recordings of his performance are archived) but also tried to
answer the question about the principles of style, intonation, and form of the Reflections (Rzhanov
& Tkach, 1982). As a brilliant performer of Liatoshynsky’s piano music, he often performed and
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recorded this work. At the same time, he enriched the views of musicologists with interesting
reflections on the performance of the cycle'.

In the Preludes, Op. 38, Op. 38 bis, and Op. 44, one can trace direct connections with the
traditions of late Romantic pianism. However, for the interpretation of these opuses it is essential
to adopt an analytical approach to the realization of the author’s intention, to understake a
polyphonic interpretation of the components of the multifaceted texture of the works, and to
achieve a clear manifestation of formative junctions with the help of dynamics, texture techniques,
and pedaling. The performer should pay special attention to the timbre and dynamic palette in the
stage reconstruction of the composer’s style with a well-thought-out multifaceted drama and im-
maculate expressive elements in depicting the artistic image.

Conclusion. Borys Liatoshynsky sporadically turned to the piano prelude at early and ma-
ture stages of his career. The Prelude gis-moll (1914), the Mourning Prelude (1920), and the piano
cycle Reflections (1925) reflect the artist’s active search for avant-garde expressive means. In the
cycles of piano preludes created during the war (Op. 38, Op. 38 bis, Op. 44), the composer further
enriches late Romantic stylistic attributes, polyphonizes the musical fabric along with the generous
use and transformation of folklore intonation elements. In these explorations, the composer comes
to the programmatic nature of the cycle through the use of epigraphs (Three Shevchenko Preludes,
Op. 38). Further, at the level of the piano cycle, the composer builds a clear and coherent structure
that is in tune with the development of the sonata cycle.

The performance of Liatoshynsky’s preludes is characterized by epic expression,
psychologism, and immersion in the emotional and the sensual. It is essential to show in detail the
intonational, agogic, dynamic, and textural modifications of the musical fabric, which should be
aimed at the architectonic integrity of the work’s construction, where development is achieved in
distinct stages.

The preludes by Borys Liatoshynsky (especially those of wartime) have had a fortunate fate in
terms of performance. This is probably due to this music’s extraordinary emotional and spiritual
intensity. The cycles attract performers with their diverse intonational specificity and exciting
solutions in the field of piano technique. The performing style refers the listener to the late
Romantic expressiveness, which resonates with the piano opuses of the outstanding composers of
the nineteenth and twentieth centuries. The conceptual complexity of the idea opens up wide
performing opportunities for the realization of individual performance, which is associated with
hypothetical, conditional, and source study aspects of the composer’s idea. In interpreting
Liatoshynsky’s prelude cycles, the performers are guided by the author’s idea of symphonizing the
piano genre, expanding the boundaries of the instrument’s sound, where large-scale
transformations of the primary core are achieved by symphonic means.

This factor is crucial for the performance of the preludes. In some performances, attention is
focused on the integrity of the form, the idea of symphonicity, when the cycle is thought of as a
single organism. In others, the focus is on detail, creating a changing image that represents the
emotional component of this music. However, when the performers realize the scale of the idea,
the idea appears holistic and is easily perceived by the audience.

! Born in 1938, Rzhanov was a student of Daniil Yudelevych at the Lysenko Kyiv State Music School since 1949 and
later a student of Yakov Flier at the Moscow Conservatory, where he also completed his postgraduate studies. For
many years he worked at the Kyiv Conservatory (1964—1985). Yevhen Rzhanov repeatedly turned to the works of
Borys Liatoshynsky, as evidenced by numerous recordings of the composer’s works.
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XAHP ®OPTENMIAHHOT NPEAIOAIT
Y TBOPYUX MOLWYKAX BOPUCA AATOLWLMNHCBKOTO:
OCOBAUBOCTI BAKOHABCbHKOTO BTIAEHH9 ABTOPCbKOIO 3AAYMY

Amnoranis. TBopua 6iorpadis Bopuca Astoumucbkoro (1895-1968) nmosHaueHa 11iA0I0 HU3-
KOI0 BIAKpUTTIB 5K Y cdepi My3muHOI OOpasHOCTi, TaK i >KaHPOBO-KOMITO3ULIiIHIiI Ta MOBHO-
BMPaXXaABHIl MMAOIVHAX MOAEPHOTO AUCKYPCY XX CTOAITTA. Y LIbOMY KOHTEKCTi 0COOAVBe Miclie
B CIaAHU B. AsToummHCbKOro nocipae >xaHp QopremniaHHOI MpeAroAii, sIKuit BiaoOpaxae 0cob-
AVIBOCTi CTMAI0 KOMIIO3UTOPA, MPOLeC I0T0 BUPA>KAABHOI MOAEPHi3allil i OAHOYACHO A€MOHCTPY€E
JIOTO OYEBUMAHY CITAAKOEMHICTD 3 TPAAULISIMY MMHYAOTO Ta MEPEAUYYTTsM ManoOyTHboro. Okpec-
A€HHSI aBTOPCHKOI BUPa)KaAbHOI MaAiTpy y GopreniaHHUX MPEAIOAisIX, CPOKYCOBaHMX B HUX XYAO-
JKHIX 3aBAQHb T BUPa)KaAbHUX KOMITOHEHTIB BIATIOBIAHO AO MepioAiB JKUTTETBOPUOCTI ASTOMIMH-
CbKOTO Ta aCMeKTiB iHTeprperTalii 11X popTeniaHHUX TBOPIB CKAAAA€ AKTYaAbHICTb 1iiei crarTi. [i
METOI0 € AOCAIAXKEHHSI POAi >)KaHpPY popTeniaHHOI IpeAtoAil y TBopuux nouykax b. AsTommHcbKo-
ro Ta MUTaHb MY3UYHOI iHTepIpeTaLii 11X 3A00yTKiB.

Ao dopreniaHHOI npearoAii b. AITOMMHCBKII 3BepTaBCs CIIOPAaAMYHO HA paHHbOMY Ta 3pi-
AoMmy etamnax TBopuocTi. ITpu ubomy ITpeatopist coap-pie3 minop (1914), TpaypHa npeatoaist (1920)
nopsip 3 opremniaHHUM LUKAOM «Bipo6paskeHHs» (1925) cBiAYaTh MPO aKTUBHI MOIMIYKY MUTLS Y
30Hi aBaHTapAHOTO BMPa)KAABHOTO TOAS. Y LMKAAX GOpPTENmiaHHMX MPEAIOAiN, CTBOPEHUX Y 4Yac
BiitHM (op. 38, op. 38 bis, op. 44) aBTOp 11 HapaAi 36arayye Mi3HPOPOMAHTUYHY CTUAICTUKY, TOAi-
($OHI3ye My3MYHY TKaHMHY IOPsIA i3 LIEAPVM 3aCTOCYBaHHSM i TpaHchopmaniero GpOABKAOPHUX
IHTOHALIIMTHMX €A€MEeHTIB. Y LjMX MOLIYKaX BiH IPUXOAUTD NPOTrPAMHOCTI Yepe3 BUKOPUCTAHHS eMli-
rpadiB («Tpu llleBueHkiBchKi mpeAtoaii», op. 38). Kpim Toro, Ha piBHi Makpodopmu popremnianHo-
rO LMKAY KOMIIO3UTOp CTBOPIOE YiTKYy i LIiAiCHY IOOYAOBY, CYTOAOCHY 3 PO3BUTKOM COHATHO-
CMQOHIYHOTO IIVKAY.

BukoHaHHIO npeAlopill b. AATOmMHCPKOTO NpuUTaMaHHA eMiYHICTb BMCAOBY, IICMXOAOTi3M,
3arAM0OA€HiCTb B eMOLiTHO-4yTTEBY cdepy. BaxkArBOIO € AeTaAi30BaHICTh MMOKa3y iHTOHALIHUX,
arorivHuX, AMHaAMIYHMX Ta GAKTYPHUX BUAO3MIH MY3UYHOI TKAaHMHY, 110 Ma€ OyTHU CIpsIMOBaHA Ha
apXiTEeKTOHIUHY LIiAiCHICTD TOOYAOBU TBOPY, A€ PO3BUTOK GOPMYETHCS 3i CBOEPIAHUX PO3POOKO-
BMX XBMAD fK €TalliB CTAHOBAEHHSI.

[Tpeatoail B. AATOMMHCHPKOTO, 0COOAMBO TBOPU BOEHHOTO YaCy, MAIOTh LIACAUBY KOHLIEPTHY
AoAm0. LIboMy cripusie Hap3BMYAlHA €eMOLiIHA i AYXOBHA HAaCHa)KeHICTb i€l My3uku. Livkau npu-
BaOAIOIOTb BMKOHABLIiB CBO€I0 PO3MaiTOK iHTOHAL[IHOK Creln@iKow, LiKaBUMU pillleHHSIMU B
yapuHi ¢popTeniaHHOI TexHikM rpu. BUKOHaBCbKa CTMAICTMKA BiACMAA€E cAyXaya AO Mi3HPOPOMaH-
TUYHOI BUPa’KaAbHOCTI, SIKa IePeryKyeTbCs 3 GOpTeNniaHHMMM OIyCaMyU BMAQTHUX KOMIIO3UTOPIB
XIX-XX croaith. KoHLlennTyaAbHa CKAQAHICTD 3aAYMY BiAKpPMBAa€ IIMPOKiI BUKOHABCbKi MOYKAMBOC-
Ti AASL peaaisauii iHAMBiAYaABHOTO BMKOHABCBKOTO BTiA€HHs, 1O TOB’sSi3aHe 3 TilOTETUYHUMU,
YMOBHMMU Ta AXKE€PEAO3HAaBUMMM aCHEKTaMU CTOCOBHO 3aAyMy KOMIO3uTopa. B iHTepmpertauii
LVIKAIB TIpeAtoAinn b. ASITOLIMHCHKOTO BUMKOHABLi BiALITOBXYIOTBCS Bip aBTOPCBHKOI ipei cuMdoHi-
3auil ¢popreniaHHOrO >XaHpy. Came B LIbOMY KPUETbCSI OCHOBHA BUKOHABCbKa CKAAQAHICTbh — BTi-
A€HHsI CUMQOHIYHOCTI 3aAYMY 3acobamu popTeniaHHOT BUPa)KaAbHOCTI.

Karwuosi crosa: peAopis, dopremniaHHMII LIUKA, TBOPUiCTb bopuca ASTOMMHCHKOTO, CUM-
¢$oHi3M, BUKOHABCTBO, iHTEpIpeTallis.
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