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SONGS BY WITOLD FRIEMANN SET TO THE POEMS
OF TARAS SHEVCHENKO: POLISH-UKRAINIAN
INSPIRATIONS IN ART

A dialogue of cultures, understood to mean the interaction between different artistic tra-
ditions, may assume various forms. In the case of musical expression it is reflected in both the
assimilation of foreign artistic conventions as well as in the co-writing of works which combine
elements from the cultural heritages of authors of different origins. When the object of analysis is
Polish musical culture in the 19™ and 20™ centuries in the context of its infiltration by various
elements of Ukrainian culture, both these forms of acculturation can be identified in the musical
artifacts of certain Polish composers of the time.
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Problem statement In the field of musical creation, the phenomenon of such interaction is
realized both through the assimilation of foreign artistic conventions and the creation of works that,
as it appear, blend elements of cultural heritage of different origins of authors on national spaces.

The above forms of acculturation are always traced in musical artifacts, especially when the
subject of discussion is the Ukrainian component in the Polish musical culture of the 19™ and 20"
centuries. A vivid embodiment of the Polish-Ukrainian dialogue are Songs for Voice and Piano
Op. 18 and Op. 26 by Witold Friemann, written to poems by Taras Shevchenko during the First
World War (1916-1917).

Analysis of recent research. It should be noted that the question of the influence of certain
artistic examples of the heritage of Ukrainian culture has not yet been fully disclosed. But among
researches the problem of interaction between different cultures in artistic trends should be
distinguished by such scholars as M. Tomaszewski [10], E Nidecka [7], T. Ulewicz [12]. The author
of this research offers to consider the dialogue of cultures of Ukraine and Poland through an
analysis of the forms of embodiment of traits of traditional art. Draws attention to thoughts of T.
Chylinska [1], M. Jakdbiec [3], M. Janion [4], M. Tomaszewski [8; 9].

Main objective of the study is to discover and explore the cultural and biographical aspects
of the appearance of a musical work using the poetry of the Ukrainian poet [A. Mitscha, 6]; to
determine influence of elements of culture heritage of foreign national artists; to consider the
concept of a composer's plan on the example of the set of songs of Witold Friemann to the poems
of Taras Shevchenko [M. Tomaszewski, 11; 12].

Cultural contexts of the dialogue. The ability of Ukrainian culture to “percolate” into the
works of various Polish composers can be explained by a number of elements inherent within it.
These were determined by time, place, and the history of both nations. The 19" century was an age
in which Romanticism reigned supreme in the spiritual culture of Europe. This was an ideological
and artistic movement that promoted the ennoblement of folk culture through its elevation to the
ranks of universal European culture [4, 297-302]. In Polish society at that time the ideas of
Romanticism were intertwined with the ethos of romantic Sarmatism [13, 336-337]. This term
refers to the spiritual culture and customs of the old Polish-Lithuanian Commonwealth, a kingdom

© A. Novak, 2018.
https://doi.org/10.31318/0130-5298.2018.44.0.152719

38 ISSN 0130-5298. YkpaiHCbke My3uMko3HaBcTBO. 2018. Bunyck 44



Art studies

which, for several centuries, was built on the political union of the Polish, Lithuanian, and
Ruthenian nations. The desire of the Polish nobility to cultivate Sarmatic values and customs on
their estates in Volhynia, Podolia, Lithuania, Belarus, and Ukraine was motivated by a desire to
preserve their national identity after Poland had been erased from the map of Europe in 1795. When
we consider the weight of these two ideological tendencies (Romanticism and Sarmatism) and take
into account the effects of the loss of Polish independence, i.e. the forced observance of foreign
laws, the numerous attempts by Poles to regain sovereignty (via national uprisings) which, in turn,
led to involuntary exile, as well as the search for the roots of a national culture and other cultures
that emerged in the former Commonwealth, appear to have been a logical consequence of the
above-mentioned events. Maria Janion, an expert in the field of Polish Romanticism, characterized
this phenomenon with the following words:

“The young Romantics, assured of the power of spirit as a decisive motor of change [were]
certain that empirical violence <...> may and should be resisted for spiritual reasons and using
values which would undoubtedly triumph in the future” [4, 299].

The above interpretation of the factors that shaped the character of literary and musical
works in the 19" century refers not only to the output of Polish poets, writers and composers, but
also to those writers and artists who contributed to Ukrainian national culture, among them Taras
Shevchenko (1814-1861).

One of the most important elements of Ukrainian musical culture that marked its presence in
the music of many Polish composers during the Romantic period was the dumka [10, 13-333]. As a
song with a melancholic-nostalgic mood, expressing regret or a longing for a lost person, place or
environment, it inspired several generations of composers. Appearing as early as in the songs of
Fryderyk Chopin to signify “the genre most suitable for expressing the content and expression <...>
of texts somewhat mournful and melancholic™ [8, 536]. Mieczystaw Tomaszewski, whose words |
have just quoted, treats dumkas as idyllic songs of a non-dance type, “in which <...> folk influences
(Polish and Ukrainian) clash with romantic ones" [9, 102]. It is significant that five of the songs in
this cycle («Dumka», «Witchcrafty, «Spring», «The Messenger», «The Twofold Ending») were
composed by Chopin in Paris to the words of Stefan Witwicki and Bohdan Zaleski, two Polish
emigrés born in Ukraine (Witiwcki born in the Podolia region, Zaleski born in the Kiev
Governorate). In its stylized form as an art-song of folk provenance the dumka also found its way
into the works of the next generation of composers: appearing in lyrical vocal pieces by Stanistaw
Moniuszko (the songs «Cossack», «The Song of Podolia», «Dumka» and others), Zygmunt
Noskowski (solo songs, plano and violin pleces) and Eugeniusz Pankiewicz (the song «Dumkay),
and, at the beginning of the 20™ century, also in songs composed by Witold Friemann.

A biographical note to explain the creation of Song Op. 26. In the works of Witold
Friemann (1889-1977), a composer who remained faithful to the ideas of romantic art throughout
his creative life, the dialogue with Ukrainian culture comes to the fore in the music he composed
during the First World War. Friemann was born and raised in Konin [6], the seat of Konin Powiat
(an administrative unit equivalent to a county), in central Poland, which in his youth was located in
the western part of Tsarist Russia. The composer’s relatives included a number of outstanding
musicians: the violinist and composer Gustaw Friemann and Wtodzimierz Friemann — a professor
of piano in Rostov-on-Don. His mother — Maria née Brodowska — was related to Antoni Brodowski,
"the leading Polish representative of classicism in painting™ [6, 8]. Witold Friemann received his
musical education at the Musical Institute in Warsaw (graduating with a diploma in composition
under Zygmunt Noskowski, and a diploma in the piano under Aleksander Michatowski in 1909)
and the Conservatory of Music in Leipzig (graduating with a diploma in composition under Max
Reger, and a diploma in piano under Joseph Pembauer, Jr. in May 1914). He would spend the
summer months of the school holidays away from the conservatory, mostly at his uncle Jozef
Brodowski’s house in Iwankiwci, on the River Zbruch, which is where he found himself at the
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outbreak of World War | in 1914. This event interrupted the promising career of the young pianist
who, as a subject of the Tsar, was conscripted into the army. He was assigned to a regiment of
Lifeguard sappers in the Caucasus. In 1916 he was discharged from the army due to injury and
exhaustion brought on by illness. He headed for Ploskiréw (today Khmelnytskyi, Ukraine) near
Kamianets-Podilskyi, where he was awaited by his family — his mother and her brother Jozef
Brodowski, and where — as the composer's biographer Adam Mitscha wrote — he “survived seven
sieges and changes of power” [6, 24]. In a later memoir, Friemann recalled the following facts from
that dramatic period of his life:

“Back then, I used to live in Ploskiréw in Russian Podolia. It was a time of great
revolutionary upheaval in the territory of the former tsarist Empire. Ptoskirow would pass from one
side to the other repeatedly. At one time it would be taken over by the Petliura people, then by
Kornilov troops. Then, on several occasions, it was seized by the Bolsheviks. The Ukrainians ruled
over it occasionally <...> Then, finally, the Poles set up camp there for a while longer <...> We
existed in a kind of vegetative state in this apparently peaceful climate: my mother, her brother
Jozef Brodowski and I, practically living day to day, waiting for what an uncertain tomorrow might
bring” [6, 24].

In those dramatic days of “apparent” peace, whenever the situation in a city constantly being
invaded by different military factions allowed, Friemann “escaped” into the world of music. He
would compose. It was in this atmosphere that he created his 4 opuses for voice and piano (Op. 18,
19, 25, and 26) as well as his «Elegy» for viola and piano. The prevalence of vocal music over
instrumental pieces leads us to believe that for the composer himself poetry was as equally an
important means of artistic expression at that moment as sound itself. During his stay in Ploskirow,
i.e. between the end of 1916 and 1918, Friemann found creative impulses in the verses of Kazimierz
Przerwa-Tetmajer, Shevchenko, Wierzbicki, Grocholski, and Kusznierewska. Most of his songs
were set to poems by Przerwa-Tetmajer and Shevchenko (six each)?.

One may inquire as to the motivations behind the choice of these poets. Kazimierz Przerwa-
Tetmajer's appeal is quite easy to explain. As a "classical exponent of neo-Romantic lyricism" [2;
5], and at the same time a "representative of the lyrical poetry of the “Young Poland’ movement”
[2; 5] at the turn of the 20™ century Przerwa-Tetmajer struck a chord with many Polish readers.
Among those who found themselves fascinated by his poetry was Witold Friemann, who remained
so throughout his life. Most of his songs were sets to Przerwa-Tetmajer's words.

And what about his fascination with Shevchenko's poetry? It turned out to be a one-off. In
his later years, the composer did not return to the Ukrainian bard for inspiration. This peculiar
diversion in Friemann’s creative journey is not easy to explain. There is, unfortunately, a lack of
fully documented information on this topic, and the events recalled by the family are quite im-
precise. We can, therefore, presume that the coincidence of several favorable factors must have
occurred, the most important of which was access to the published volumes of the poet's works. In
Ploskirow, a city caught up in the middle of the revolutionary fighting, the only resources that could
be counted on were those to be found in the local library collection. What is known from the
surviving manuscripts is that Friemann decided to use the original (Ukrainian) texts of
Shevchenko’s poems, having translated three of them into Polish himself («Girly, «Little Ladies’
Shoes», «Cuckooy). This allows us to conclude that the private collection of the Brodowski family
most probably included a book of Shevchenko’s poems. Podolia was a region where Ukrainian and
Polish culture developed side by side. The houses of Polish landowners contained the published
works of Polish and Ukrainian literature, both in the original and in translation. Further proof of this

! See: Appendix. Songs by Witold Friemann to poems by Taras Shevchenko.
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are Polish translations of Shevchenko's poems. Let us recall that the first Polish translations of the
poems by the author of «Kobzar» appeared in print in Vilnius in 1860 and 1861. His poetry was
also published in Kiev (1862) and Lviv (1963). An edition of Shevchenko’s Selected Poems
translated by the Ukrainian poet Sydir Tverdokhlib [3, 126], which appeared in 1913 (just before
the outbreak of World War 1) in Lviv, became a major publishing event. The popular reception of
Shevchenko's poetry in enlightened circles in Polish society explains the availability of his poems in
a small town in Podolia that at the time found itself at the heart of revolutionary turmoil.

The artistic motivation behind Friemann’s choice of specific poems by Shevchenko.
Friemann’s selection of poetic texts suggests a number of additional motivating factors. Six poems
by Shevchenko represent two expressive and semantic modes. The first comprises poems of a
nostalgic nature, with a reflexive and philosophical content («Songs of Mine», «A Memoryy,
«Lullaby»), while the second modus refers to the poetics of folk poetry, depicting the world of a
village girl's feelings («Little Ladies’ Shoes», «Girly, «Cuckoo»). The former is an expressive
category defined by the Italian words lyrico - elegiaco, the latter is an expressive category of
rustico - choreico.

Equally significant was the choice of the poem «Songs of Mine» and the placing of the
resulting song with the same title in first position in Opus 26. This verse, following its inclusion in
«Kobzary in 1840, emerged as the manifesto of national Ukrainian literature. lvan Franko wrote of
it: “[it] burst like the source of pure, refreshing water, shining with a hitherto unknown brilliance,
simplicity and poetic grace of expression” [3,53]. Marian Jakdbiec, the author of an academic study
of the Polish edition of Shevchenko's poems published in 1974%, characterized the poem's message
as follows: “It is an honest confession of an artist thrown into a foreign land, a man who felt the
burden of national responsibility deep inside of him” [3, 46].

Friemann’s decision to set this poem to music does not seem to have been an arbitrary one.
It was a reaction to the spiritual values of Shevchenko's poetry that the composer happened to share.
It can thus be fairly safely concluded that «Songs of Mine» was composed as an artistic manifesto
reflecting Friemann’s experiences and impressions that inspired him to turn this very poem into a
musical piece. Modern semiotic theories claim that a musical work can function as a representation
of the author’s “inner” reality. There are many indications that «Songs of Miney carries “traces of
experiences in the field of his emotional life and <...> reflections of the experiences of spiritual life”
[11, 11].

The elegiac character of Songs of Mine was born out of an attempt to adjust musical means
of expression to their poetic equivalents. The scale of D minor, which in the past had been chosen
by composers to convey content from the sphere of metaphysics and the deepest existential expe-
rience, coexists here alongside a triple-meter, Andante ma non troppo tempo and musical narrative
with an expansive expressive arch conveyed by melodic and harmonic devices. The songs: «A Me-
mory» (E minor scale, 3, meter) and «Lullaby» (D minor scale, 3, meter) are kept in a similar mood,
with a preference for minor scales, a steady tempo and a lyrical-nostalgic mood.

A musical response of the sensual type?, however, can be found in the songs «Little Ladies’
Shoesy, «Girl», and «Cuckoo»/«Zazula». These are musical reflections of the reality present in the
second group of Shevchenko’s poems. The sensory response is indicated by the onomatopoeic and
metonymic means used to express through music the reflex of the world embodied in the poem, e.g.

! Taras Shevchenko. Wybor poezji [Selected poems], Wroctaw 1974.
2 This category used to describe non-musical representation was inspired by: Mieczystaw
Tomaszewski [12].
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imitating a cuckoo's voice, dance gestures, etc. These songs can be read as a “representation of
external reality <...> its reflections, reflexes, relics or echoes” [11, 13].

Other aspects of the musical interpretation of the poems. The manner in which Friemann
read and interpreted Shevchenko’s poems through music can also be considered from the
perspective of the stylistic devices applied and existing artistic conventions. The musical language
of these compositions, i.e. major-minor tonality (minor key songs predominate), functional
harmonies using complex chord combinations, textures typical of neo-Romantic songs, musical
syntax built from musical statements forming expressive arches, most of the songs with an ABA;
reprise structure — all of these measures point to the traditions of European vocal lyricism,
especially the German Lied. The composer did not attempt to imitate the specific aura of Ukrainian
folk music. «Songs of Mine» highlights the variety encapsulated by the European art-song,
maintaining the expressive climate of the folk original, whereas in the case of other musical poetics
it was inspired by the artistic means characteristic of European music in the 19™ and early 20"
centuries. The same stylistic categories provide structure to the other songs in Opus 26.

Shevchenko’s poetic works were described by Marian Jakodbiec in the following manner:
“The poet usually refused to shape his works according to folk models. Instead, as Maksym Rylski
pointed out, he would exploit the folk song for the sake his own artistic ideas, <...> compliant
<....> with his own poetic vision” [3, 43-44].

In light of the above statement, we begin to see a convergence between the poet's and
composer's creative outlooks. The cultural filter that both imposed on the form of their artistic
message, defined the nature of the created works. Both the poetry of Taras Shevchenko and the
songs of Witold Friemann expressed a desire to co-create a universal tradition of European culture,
to become part of it, instead of simply offering a testimony to a regional cultural heritage; this goal
was definitely achieved.

Reception of the songs. When the revolutionary fighting began to calm down and World
War I neared its end, Friemann received a visit in Ploskiréw from Piotr Smerecki, an envoy acting
on behalf of the Polish musicologist Professor Adolf Chybinski from Lviv. Friemann was offered
the opportunity to teach a piano concerto class and act as a substitute professor of composition at
the Conservatory of the Polish Musical Society as well as fill a teaching post at the Jan Kazimierz
University [6, 24-25].

The songs Friemann composed in Ploskirow were met with great acclaim by musicians and
audiences alike in Lviv. They were performed by the most prominent singers of the time, one of
whom was Stanistawa Korwin-Szymanowska, Karol Szymanowski’s sister, who repeatedly
declared to audiences that the song «Girl» was the “showpiece” of her repertoire [1, 24-25]. After
World War Il, when the musical themes and ideas of the avant-garde seized the imaginations of
both Polish composers and music critics, the neo-romantic vocal lyrics of Friemann were forgotten.
It was not until the turn of the 21% century that interest in his work was revived, thanks to the vocal
competition “Slavic Vocal Music and Beyond” organized in Katowice.

Source research recently carried out by Ewa Nidecka [7] showed that Witold Friemann's
songs for voice and piano Op. 18 and Op. 26 were most probably the only vocal lyrical poems set to
the words of Taras Shevchenko and written by a Polish composer in the first half of the 20"
century. The story of how they came to be composed reflects the complicated history of Polish and
Ukrainian musical culture as well as the unique coincidences that occasionally shaped the genesis of
individual works by Polish and Ukrainian artists.

Conclusions and results of the research. The revealed factors influence the formation of
the nature of selected musical pieces of Polish composers of the 19" century. The signs of the genre
of the Ukrainian Duma, which, thanks to the analysis, were found in the works of Polish composers
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such as Stanistaw Moniuszko, Zygmunt Noskowski and Eugeniusz Pankiewicz, give grounds to
testify to the influence of Ukrainian melodious in the embodiment of the composer’s plan. The
artistic motivation of choosing and using Taras Shevchenko's poetry in the songs of Witold
Friemann is described in the context of the phenomenon of interpretation and the influence of both
cultures.
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Appendix.
Songs by Witold Friemann to poems by Taras Shevchenko

Op. 18 No. 2 « Dziewczyna» [Girl] 1916

Op. 26 No. 1 «Dumy moje» [Songs of Mine] 1917

Op. 26 No. 2 «Pantofelki» [Little Ladies’ Shoes] 1917

Op. 26 No. 3 «Kotysankay [Lullaby] 1917

Op. 26 No. 4 «Kukutka» / «Zazula» [Cuckoo] 1917

Op. 26 No. 5 «Wspomnienie» [A Memory] 1917
Cmamms naoitiwna 0o pedakyii 2.05.2018 p.
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IIICHI BITONBJIA ®PIMAHHA HA BIPIII TAPACA IIIEBYEHKA: IO
NUTAHHS IIPO MMOJIBCHbKO-YKPATHCHKI IHCITIIPAIIIT B MUCTEIITBI

VY cTarTi pO3TISIHYTO JiaJIoT KYJIBTYP SIK CBOEPIIHUIN B3a€MOBILIMB IMAHEHTHUX PUC TPaaH-
LIHHOrO MHCTENTBa uyepe3 pi3Hi popmu BTieHHS. Mera poOOTH — BUSBUTH Ta JOCHIIUTH KYJb-
TypoTBOp4Yi Ta OiorpadiyHi acleKTH MOSIBU MY3MYHOIO TBOPY 3 BHUKOPHUCTAaHHSM BIpIIIB yKpa-
THCBKOTO MO€Ta; BU3HAYUTU BIUIMB €JIEMEHTIB KYJIbTYpHOI CHAALIMHM IHOHALIOHAJBHUX MMTIIB;
PO3IIISIHYTH KOHLEMIII0 KOMIIO3UTOPCHKOTO 3aJyMy Ha MpPHKIaJi BOKaJIbHOIO LUKIY BiTonbna
@pimana Ha Bipuii Tapaca [lleBuenka. Y cdepi My3udHOT TBOPUOCTI (EHOMEH peani3yeThbes 3a J0-
IIOMOI'00 3aCBO€HHS 1HO3EMHMX XY/I0’KHIX BIUIMBIB 1 U€pe3 CTBOPEHHSI TBOPIB, II0 CBOEIO MOSBOIO
HEHaye CIUITAIOTh €JIEMEHTH KYJbTYpHOI CIAJIIIMHHU PI3HUX 3a MOXO/JKEHHSM aBTOpiB. BkaszaHi
BUIIE (POPMU aKyNIbTypalliil 3aBII€ IPOCTEKYIOTHCS B My3UYHUX apTedakTax, 0coOIMBO KOJIM Mpe-
JIMETOM OOTOBOPEHHS € YKpaiHChKHUN KOMIIOHEHT Y MOJbChbKiM My3uuHiil KynbTypi XIX—-XX cro-
TiTh. 3aAJ JOCATHEHHS METH OYyJIM BHKOPUCTaHI 3araJibHOHAYKOBi MeTOAM TOCIiIKEeHHS (eMi-
puuHuil Ta Teopernunuil) Cepea MONbCHKUX MY3MYHUX apTe(akTiB OyB BiJHaiieHUH TBIp, KUl
Jla€ 3MOTY MPOCIIIKYBaTH BIUIMB YKPaiHCHKOIO JIITEPATYPHOTO KOMIOHEHTY Ha MOSBY OKPE-MOIO
BOKaJIbHOTO LIUKITY.

AKTYaJIBHICTh JAOCJTII’KeHHS TOJIArae B MOLIYKY Ta MOAAJBIIOMY aHajli31 My3UMYHUX TBO-
piB, sIKi O PO3KpUBAIM Ta JETAIBHO BUCBITIIIOBAIM 1€ MUTAHHS Ha MPUKIaAl TBopy Bitonbaa dpi-
MaHa. SIcKpaBUM BTUIEHHSM MOJbChKO-yKpaiHChbKoro nianory € IlicHi msg rojocy Ta ¢opremniaHo
op. 18 i op. 26 Bitonbna @pimana, Hanucadi Ha Bipmi Tapaca IlleBuenka mix yac Ilepioi cBiToBoO1
BiliHU (1916-1918 pp.). Ha mpuximazi mux KaMepHO-BOKAIBHUX MIHIATIOP JOCITIKYIOTHCS KYJbTY-
poTBOpUi Ta OiorpadiyHi acleKTH CTBOPEHHS, XYA0XKHSI MOTHBAIISl 3BEPHEHHS MOJIbCHKOT0 KOMIIO-
3UTOpA JI0 BIPIIIB YKPATHCHKOIO MIOETa, IHTEPIPETYE CTUIIb 1 POPMY Ta 3 MO3UIIIHM CHOrOJEHHS.

BucHoBkM Ta pe3yabTaTH Aocail:keHHs. Bussieni ¢pakropu BIUMBY Ha pOpMyBaHHS Xa-
paKTepy MYy3MYHHX TBOPIB MOJICBKUX KoMIo3uTopiB XIX ctomitrsa. O3HAKM kKaHPY YKpaiHCHKOi
JyMH, 110 3aBJSKU aHaji3y OyiM BiJHAI/IEHI B TBOPax MOJbCHKUX KOMITO3UTOPIB TakuX sk CTaHic-
naBa Momtomiko, 3urmyHT HockoBcbkuit Ta €Breiym [laHkeBud, 1al0Th MiACTaBy 3aCBIUYUTH Ba-
TOMUI1 BIUTUB YKPaiHCHKOTO MEJIOJM3MY Y BTIJICHHI KOMIIO3UTOPCHKOTO 3aaymMy. OXapakTepu3oBaHa
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XYA0KHS MOTHBaIlis BUOOpPY Ta BUKOopUcTaHHs moe3ii Tapaca llleBuenka B micHsax Bitonpaa @pi-
MaHa, B KOHTEKCTi (heHOMEHY B3a€MOIPOHUKHEHHS Ta BILTUBY 000X KYJIbTYP.
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IIECHU BUTOJIBJA @PPUMAHHA HA CTUXU TAPACA IIIEBYUEHKO: K
BOIIPOCY O MMOJIbCKO-YKPAUHCKOM NHCIIMPAIIUU B UCKYCCTBE

B crathe paccMOTpeH nuanor KyiabTyp Kak cBO€OOpa3HOE B3aWMOBIIHMSHHE MMMaHEHTHBIX
4epT TPaJAULIMOHHOIO UCKYCCTBA 4yepe3 pasinyHble popmbl BorutomeHus. Lleab paboThl — BBISIBUTH
U HCCIIE0BaTh KYJIbTypOTBOPUYECKHE U Onorpaduueckre acleKThl NOSIBICHHUS MY3bIKAJIbHOTO MPO-
U3BENICHUS C MCIIOJIb30BAaHUEM CTUXOB YKPAMHCKOIO 1103Ta; ONPEACIUTD BIUSHUE DIEMEHTOB KYJIb-
TYPHOI'O HacCJeaWsl MHOHAMOHAIBHBIX KOMIIO3UTOPOB; PACCMOTPETh KOHLEIINIO KOMIIO3UTOP-
CKOI'0 3aMbICila Ha IPUMEPE BOKAJIBHOTO IMKiIa Buronsna @pumana Ha ctuxu Tapaca llleBuenko.

B cdepe mysbikanbHOro TBOpuUeCTBa (PEHOMEH pean3yeTcs IMOCPEACTBOM BIMTHIBAHMS
MHOHAIMOHAJIBHBIX XYJI0KECTBEHHBIX SIBJICHUN W 4epe3 CO3JaHue IPOU3BEICHMI; CBOUM IOSIBIIE-
HUEM OyITO CIIJIETAIOT 3JEMEHTHl KyJIbTYpPHOI'O HACIEIUsl PA3JIMYHBIX [0 MPOMCXOXKIECHUIO aBTO-
poB. Beleykasansbie pOpMbI aKKyJIbTYpaluy BCeria MpOCIeKUBAIOTCS B My3bIKaJIbHBIX apTedax-
TaxX, 0COOEHHO KOT/Ia TIPEMETOM OOCYKIICHHS SBISETCS YKPAMHCKHIA KOMIIOHEHT B IOJIbCKOH MY-
3bIKabHOM KynbType XIX-XX BekoB. i JOCTHKEHU 11eTM ObLTH MCII0JIb30BaHbl 00IEHAYYHbIe
MeTOoAbl HCCeA0BaHus (AMIUPUYECKUI U TeopeTnyeckuil) Cpelu NOJbCKUX MY3bIKAJIbHBIX apTe-
(akToB OBLIO HalICHO MPOU3BEACHNUE, KOTOPOE MO3BOJISIET MPOCIEAUTh BIUSHUE YKPAUHCKOTO JIH-
TE€pPaTypHOrO KOMIIOHEHTA Ha MOSBJICHUE OTAEIbHOTO BOKAJIILHOIO LIUKIIA.

AKTYaJIbHOCTDH MCCJICI0BAHUSA 3aKIIFOUAETCS B IOMCKE U JAIBHEHUIIEM aHAJIN3€ MY3bIKAJIb-
HBIX MPOU3BEJCHUN, KOTOpbIE OBl pacKpbIBAIM U MOAPOOHO OCBEIIAIM ATOT BONPOC Ha IpUMeEpe
npousBeneHns Buronbna @pumana. SpKuM BOIIIOIEHUEM MTOJIBCKO-YKPAUHCKOTO JHAJIOTA SIBIISET-
cs1 BOKanbHbIM UK IlecHun nis ronoca u ¢oprenuano op. 18 u op 26 Buronpn @pumana, Hanu-
caHHble Ha cTuxu Tapaca llleBueHKo, KOTOPBIN ObUI CO3/1aH KOMIIO3UTOPOM BO BpeMs IlepBoil Mu-
poBoii BoitHbI (1916-1918 rr.). Ha mpumepe 3THX KaMepHO-BOKAJIBHBIX MUHHUATIOP HCCIETYIOTCS
KyJIBTYpOTBOpYECKHE M Ouorpaduueckre acreKThl CO3JAaHUs LUKIA, XyJ0XKECTBEHHas MOTHBAIMSA
oOparlieHHs OJIbCKOTr0 KOMITO3UTOpa K CTUXaM YKPaMHCKOTO 1103Ta, UHTEPIPETUPYET CTUIIb U (OpMY
Y C MO3UIIMN CETOAHSIIIHETO JHS.

BbiBoabI M pe3yJbTaThl HCcIe10BaHUA. BbisiBieHb! (hakTOph! BIUSHUS Ha (hOPMUPOBaHHE
XapakTepa My3bIKAIbHBIX MPOU3BEACHUN MOJBCKUX KOMIO3UTOpoB XIX Beka. Ilpu3Haku xaHpa
YKPAUHCKOW JyMbl, HAWJIEHHBIE B MIPOU3BEACHUIX MOJIBCKUX KoMIo3uTopoB CraHucnaBa MoHmom-
Ko, 3urmyHta HockoBckoro n EBrennyma [lankeBuda, 1ar0T OCHOBaHME MOATBEPAUTH CYIIECTBEH-
HOE€ BJIMSIHME YKPAaMHCKOTO MEJIOAM3Ma B BOIUIOLIEHHMH KOMIIO3UTOPCKOro 3amblcia. OxapakTepu-
30BaHa XyJO0KECTBEHHAs MOTHBAIIMS BbIOOpa M HMCIONb30BaHMs no33un Tapaca llleBueHko B mec-
HsX Butonpaa @pumana, B KOHTEKCTe (heHOMEHA B3aUMOIPOHUKHOBEHHS U BIMSHUS 00€UX KYJIbTYP.

Knioueswie cnosa:. conbHas necHs, My3blka Butonbaa @pumana, ctuxu Tapaca [lleBuenko.
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