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AHOTAIIS

Axyoos T. A. Cepriit bopTkeBHY Ta HOr0 CKpPUIIKOBA TBOPYICTH: JIXKEPENO3-
HaBYMM 1 >KaHPOBO-CTWJILOBUHM acmekTn. — KBamidikamiiiHa HaykoBa Mpailsl Ha
paBax pyKOIHCY.

JlucepTailist Ha 3100yTTsI HAYKOBOTO CTYIICHS IOKTOpa ¢ijocodii 3a crerria-
apHICTIO 025 «My3uyHe MuctenTBo». — HamioHnanbHa My3udHa akajaemis YKpai-
Hu imeHi [1. 1. YalikoBcbkoro, MiHICTEpCTBO KyJIbTypU Ta 1H()OPMALIHHOT MOMTITH-
ku Ykpainu, Kuis, 2021.

AKTyaJbHicTb. OJHIEIO 3 TPOBITHUX TEHICHIIA CYy4aCHOTO MY3WKO3HABCT-
Ba € OMaHyBaHHS THX SBUII MUCTEITBA MUHYJIOTO, SIKI TPUBAJIMK Yac CKIIAJalld TaK
3BaHy mnepudepito. Pe3ynbTaToM € BIIPOKEHHS 1HTEPECY 0 TBOPYOI CHAIIUHU
HU3KH MaJIOBIJJOMHX KOMIIO3UTOPIB, cepen skux 1 xapkiB’siuuH Cepriit Enyapno-
B4 boprkeBny (1877-1952). Ilicns TpuBanoro nepiogy 3a0yTTs — IPyroi moJo-
BUHU XX CTOJITTA — OCOOJMBO BAXKIMBUM BUJAETHCS JKEPEIIO3ZHABUMM aCIEKT,
KU JT03BOJISIE HE TUTBKH JIOMOBHUTH HOBOIO 1H(OpMAIlI€I0 KApTUHY TBOPYOT Jisi-
JBHOCTI MHTIIS, a ¥ Bepu(iKyBaTH 3HAYHUHN MJIACT CYNEPEUWIMBUX CBIAYEHD, IO
HEMHUHYYE BUHUKA€E HA MIOYATKOBOMY eTarml (popMyBaHHS TBOPUOIO MOPTPETY KOM-
MO3UTOpa Yepe3 HecTauy abo 0OMEXEHICTh JOCTYIY /10 (aKTOJOrYHOro Martepia-
ny. Ckpunkosi TBopu C. bopTkeBryda 10C1 3aIHIIAIACS «O171010 IUIIMOIO» B MY3H-
KO3HABCTBI, X04Ya caM (PakT ICHyBaHHSA TaKUX KpyHMHUX (POpPM sIK KOHLEPT, COHATa
Ta JIpUYHE IHTEPMEIO ISl CKPUIIKH 3 OPKECTPOM HE JO3BOJIAIOTh HEXTYBATH LIUM
ACTIEKTOM KOMIIO3UTOPCHKOI CHAAIIMHU, & CKPUIKOBUI KOHIEPT Op. 22, Hamwuca-
Hull y Xapkosi Mixk 1915-1918 pokamu, B3araji € OHUM 3 MEPIINUX 3Pa3KiB KaAHPY
B ICTOPIil YKPAaiHCHKOT MY3UKH.

HaykoBa HoBM3Ha. Y aucepralili: po3KpUTO HOBI Ta Bepu(]PiKOBaHO BiTOMIi
pawnimie aeraini 6iorpadii KOMIIO3UTOPA, a TAKOK BIAHOBIICHO POJOBI bopTKeBHUY1B
1 ['epakiiToBux (CiM’st IPY>KUHHU MUTIIS); 3aPONIOHOBAHO HOBHM MiJX1d 0 TEpio-
Ju3allii #oro TBOPYOCTI; 3INCHEHO IPYHTOBHHUM aHAMI3 YCIX BIIOMUX CKPUITKOBUX
kommosuiiiii C. bopTkeBnya, HalaHO MOKIIMBI BapiaHTH iX 1IHTEpPIPETallii Ta BUSB-
JIEHO OCOOJMBOCTI TPAaKTYBaHHS MUTIIEM KJIACHYHUX (DOPM; BU3HAYECHO MICIIC MY-
3UYHOTO TepEeKIIaay B TBOPUOCTI KOMITO3UTOPA; BIHANHACHO Ta BBEJICHO /10 HAYKO-
BOro o0iry iHgopMaliio 3 HU3KH MEPBUHHUX JIKepe (apXIBHUX JOKYMEHTIB 1 me-
P1OJIMKH, JIUCTIB, TOLIO).

BcranoBneHno, 1o Bcymeped OaratorpaHHOCTI TBOPYOi  OCOOMCTOCTI
C. bopTkeBuua (sikuii OyB KOHLEPTYIOUHUM M1aHICTOM, AKOMIIAHIATOPOM, KaMEpHUM
aHcaMOJIICTOM, JAMPUTEHTOM, IMEJArorom, JITepaTypHUM MEpeKiiaiayeM, aBTOPOM
MPO30BUX Ta MOETUYHUX TEKCTIB), MEPEBaXKHA OUTBUIICTh JAOCHIIKEHb 30CEPEIKY-
€THCS HA OMpAITIOBaHHI HoTo (hopTemiaHHUX KOMITO3UIIiH. | nuime 3pinka cnoctepi-
raroThCsAd CHOpOOM TOPYIIUTH THUTAaHHS #oro HamioHanbHOT (A. Komruensik-
Hanonbcbka, €. JleBkynuu) Ta  crmwiboBoi  imeHtudikamii  (I'. Kapacs,
H. KamkamamoBa,  Jxk. Jbkoncon), BukoHaBchkoi  mismibHOCTI  (E. [ayms,
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€. JIeBkynuu), a TAKOX 3aJTy4YUTH 10 MYy3UKO3HABYOTO MPOCTOPY HOro cuM@OHIYH1
(I. JTicoBa, JI. bense) ta BokanbHi (1. Kamyrina, JI. Bectens) TBOpH.

BuKOpHCTaHHS HOBMX MatepianiB! 3 ykpaiHCBKMX, HIMELLKHX, aBCTPIHCHKHX,
HIJICpJIaH/ICbKUX, 1CTTAHCHKUX, aMEPUKAHCHKHX, CEPOCHKHUX Ta Opa3uIbChKUX apXiBiB,
JIaJIo 3MOTY 3°sICYBaTH, 1110 POJIMHA MUTIIS JOCSTIAa 3HAYHUX 3BEPIICHb Y MIAIPUEM-
HUIbKIH, TPOMAJICBKIN Ta KyJ'IBTypHO-MI/ICTeHBKII/I rajgy3sax. 30KkpeMa 0aTbKO KOMIIO-
3UTOPA, E. bopTkeBru OyB 3aCHOBHHKOM 1 BIIACHHUKOM CIHMPTOBOTO Ta CKJSHOTO 3a-
BOJIIB, KUTBKOX OYJMHKIB Ta TOPrOBOrO J0My B XapkoBi. Bin OyB oOpanuii crapiim-
HOIO MicrieBoro biaropogHoro 3i0paHHS, TJIACHHM 3€MCBKOTO 310paHHS, OLUTbIIe
25 poKiB Ha TPOMAJICBKUX 3acafax BUKOHYBaB (DYHKIIIi uieHa KOMICIi 3 MPU30BY HO-
BOOpAHIIIB, a TAKOXK CHPHUSAB MPOCBITHULBKIN TISUIBHOCTI, BIIKpUBIIK Y 1898 pori Ha
CBOEMY MIJIITPUEMCTBI 010T10TEKY-UUTATIBHIO Ta BJIAIITOBYIOUHM Ha 3aBOJIaX EKCKypCii
JUTSL IIKOJISIpiB. MaTu kommo3uTopa Oyia MOYEeCHOK WICHKHMHEIO MICIICBOrO BiJIfIi-
JeHHs IMmeparopchkoro pociiicbkoro Mmy3uyHoro toBapuctsa (IPMT), crana cmiB3a-
CHOBHHUIICIO MEPIIOi B MICTI My3u4HO1 mikosu npu IPMT, Bxoauna 10 ckiamy Komi-
Tery ToBapuCTBa OMIKM HAJ HYXICHHUMH YYHSIMH XapKiBCBKOTO MY3HUYHOTO y4H-
JIMIIA, 1HO/1 BUCTYIIaJia sIK ITiaHICTKa, OyjIa MEIEHATKOIO TOIIIO. Ii Opar, IS11bKO KOM-
nosuropa, y 1890 poui BigKpuB ouH 3 nepimx y XapKoBi TeaTpis?,

byno inentudikoBano ocody Titku FOmii, mpo Ky KOMIIO3UTOp 3raayBaB y
cBoix «Croragax», — BOHA BHUsBHJIAcS cecTporo Oateka, 0. JI. BoprkeBuu (? —
12.08.1903). Anami3 cynepewmBoi iHdopMarllii mpo pik HAPOIKEHHS APYKUHU
Kommo3uTopa (3a pizHUMH JokyMeHTamMu Bix 1881-ro mo 1888 poky), pasom i3
MPUTATHCHHSIM HEIIOJABHO BiHAWIEHUX CBIUEHb IMIOJO ii BHUITYCKY 3 BOCHMOTO
kiacy rimHasii B 1897 pori, namu 3MOry OCTaTOYHO BiAKMHYTH BapiaHTh 1883—
1888 pokiB Ta HaTOMICTh BUCYHYTH Tinore3u moa0 1880-ro abo nasite 1879 p.H.
€. I'epakiitoBoi-bopTkeBUY.

['azeTHi orojomieHHs ¥ apxiBHI MaTepianu KoHcepBaTopii KmiHaBopTt-
[[TapBenka qoBonATh, 110 C. BopTkeBUY mpaitoBaB TaM 3aIpoiieHuM npodhecopom
npotsrom 1906-1910 pp, a B 1910/1911 naBuansHOMY poili OyB IITATHUM BHKJIa-
JadeM, MpUYoMy MOJIOBUHA HOro y4HIB moxoamin 3 Pociiicbkoi immnepii. BuBueHHs
JUCTIB Kommo3uTopa A0 I'. Ban [lageHa cmpocToBye Bepcito, 10 MHTII IMO3HAKO-
MUJIUCS y BUILEHA3BaHIM KOHcepBaTopii — cxoxke, 1mo came C. bopTtkeBuy nomno-
MaraB HiJIepJaHJACbKOMY MIaHICTy TaM MpAalEeBIAIITYBAaTUCh. 3aBISKH apXiBHUM
MaTtepianaMm, Tako)K, JETalli30BaHO KapTHHY TaCTPOJbHUX BHUCTYIIB MHUTISI — B
Himeuunni, Yexii, ABctpii, Hinepnannax, Icnanii, Pociiicekiit imnepii, Ha banka-
Hax Toulo. BusiBneHo, mo 3HayHy posib y (OpPMYBaHHI TBOPYUX OPIEHTUPIB
C. bopTkeBuua Bijairpaau TpaJuilii TOMalIHbOTO MY3UKYBaHHS B MOTO pOJUWHI, a
TaKOX TBOPYICTh BUJATHUX MUTIIIB 3pUIOTO Ta Mi3HLOTO poManTuzmy — @. JlicTta,
P. Baruepa, A.PyGinmreiina, II. Yaiikoscskoro, E.Ipira, C. Taneesa,
O. Ckps6ina, C. PaxmaninoBa, A. Hikima toro.

! Yactuny wmatepianip mns mociimkenHs m06’s3Ho HagaHo M. IenGypi-Bammanowm,
B. Kankmanom Ta Y. Imiokoro.
2 TeaTp YIIMHCBKOTO, 3r0JI0M TlepeiiMeHoBaHuil y Manuii Teatp.
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OmnpaipoBaHi MaTepiaiy Aajyd 3MOTy YTOUHUTH ¥ JTOMTOBHUTH MEPENiK TBO-
piB C. bopTkeBuua, 3’siCyBaTH POKU CTBOPEHHS 0araThOX KOMIIO3HUIIIN, CKJIACTH
PEECTp aBTOPCHKHUX TPAHCKPUIMIIN Ta apaHX yBaHb, 110 BKa3ye Ha aKTUBHUU 1HTeE-
pec MUTIIS SIK 10 My3UYHOT'O MEepeKIIay BIaCHUX, TaK 1 TBOPIB 1HIIMX KOMIIO3UTO-
piB. YTOUHEHE NaTyBaHHS Y CBOIO UEPry 3yMOBMJIO OHOBJICHHS 3arajibHOMPHUITHS-
TO1 mepioAun3aIlii Horo TBOPYOCTI. 3 OISy HAa KOMIUIEKC YMHHUKIB: COL10KYJIb-
TYpHHUH (BIUIMB KyJIbTYPHHX OCOOJMBOCTEH MICIEBOCTI, /i€ MPOKMBAB MHTELb
NEeBHUM yac: TepuTopis YKpainu, a Takox Pocig, Himeuunna, ABcTpisi); icTOopu-
KO-TOJIITUYHUN (BaXKIUBI, «IIEPEIOMHI» MOAIT B iCTOpIi JIFOACTBA, IO TTO3HAYH-
JIMCSI Ha TBOPYOCTI KOMITO3UTOpPA: JIB1 CBITOBI BiifHH, PEBOIOLS Ta TPOMAJISTHCHKA
BiiiHa B PociiicbKil iMmepii); ICUXOJOTIYHUMN (BpaxyBaHHsS CTaJiii PO3BUTKY
OCOOHMCTOCTI); My3HM4YHa MOBa Ta TUHaAMIKa *XaHPOBUX 1HTepeciB (JoMi-
HYBaHHS TBOPIB Uil (hOpTEMiaHO Ha MEPIIOMY €Tari PaHHBOTO Mepioay, KaMmepHO-
IHCTPYMEHTAJILHOT My3UKH Ha JAPYyroMy €Tarl paHHbOI'O Ta MEPUIOMY €Talll cepe-
HBOTO Mepioy, CUM(MOHIYHUHN MK aKTUBHOCTI Ha TPETHOMY €Tarll CEpeHBOTO Ie-
ploay, 3alllKaBJICHICTh Y BOKaJbHIM Ta 1HCTPYMEHTAJIbHINA MiHIATIOpl HANPUKIHII
TBOPYOTO LUISIXY) — TBOPUY CHAAIIMHY MaiicTpa OyJI0 po3AUIEHO HAa TPU MEPIOIu:

1. Panniii mepiog (1904-1922), mo noainserscs Ha [lepmuii 6epriHCHKHIA
(1904-1913) i XapkiBcbko-kpuMcbkuit (1914—1922) etamnmy.

2. Cepenniii epion (1922—-1942), mo noxainserscs Ha [lepimii aBcTpiiich-
kuii (1922-1929), Ipyruii Gepnincekuit (1929-1933) ta [pyruii aBcTpiichbKwii
(1934-1942) eramnm.

3. Tizwiit nepiox (1943-1952).

JlocnmipkeHHsT apXiBHUX JTOKYMEHTIB J1ajJ0 3MOTY BIJIHOBUTH OCOOJIMBOCTI
KOMITO3UIIIHOTO PIllIEHHsI 0araTb0X BTPAYEHUX TBOPIB Ta IXHIO CTHIIICTHKY. 30K-
pema, ci-MiHOpHUHM dopTeniaHHui KOHIEepT op. 1 TsxiB 10 hopMH, 3amporoHOBa-
Hoi @. Jlicrom, Ha omnepy «Akpobatu» op. 50 3HAYHUM YWHOM BIUIMHYJIA TBOP-
YiCTh BEPHCTIB, a Jo-MiHOpHE Tpio op. 38 BUSBHIOCS MEPIIO0 CIpOOOI0 peaiza-
1111 aBBTOPOM YOTHPUYACTUHHOTO COHATHO-CUM(DOHIYHOTO ITUKITY.

HesBaxaroun Ha MOPIBHAHO HEBENMKY KUIBKICTh CKPHUITKOBUX KOMITO3UINHN y
TBOpYil crammuHi C. bopTkeBrUYa, BiH CIIPOMITCSl MPOJIEMOHCTPYBATH IIUPOKY Pi3-
HOMAHITHICTb: KOHLEPT Ta IHTEPMELIO Il CKPUIIKU 3 OPKECTPOM, COHATA JJISl CKPHII-
K4 1 (hopTeniaHo, HU3Ka PI3HOIUIAHOBUX MiHIaTiop. 11oka30Bo, 1110 MosiBa IUX TBOPIB
YaCcTO-TYCTO KOPENIOE 3 aKTUBI3aI€0 TBOpUOi criBmpali 31 ckpunaisiMu @. CmiTom
(konmepr i1 conara) i . llmimom (m’ecu op. 48a i op. 63). YTouHeHi micue Ta yac
CTBOPEHHSI KOMITIO3UTOPOM CKPHUITKOBOTO KOHLEPTY op. 22 (XapkiB, Mix 1915-M Ta
1918 pokom) 10BOAsATE — TBIp OYB UM HE MEPIIMM 3Pa3KOM KaHPY B ICTOPIT yKpaiH-
ChbKOi My3uKH, 1o BurepeauB kommo3ullii B. Kocenka (1919) 1 O. Psa6osa (1921).
Hezabapom micisa emirpartii C. boptkesnua no €sponu (1922) meii koHmepT Oyio
MPE3eHTOBaHO Ha po3cyn myosiku y Ilpasi, bepmini, ["aasi Ta, iimoBipHO, y BigHi.
OnHak, He3BaKal0YM HA MO3UTUBHI BIATYKH y MPECi, HA MyOiKaIlit0 HOT BUABHUIIT-
BoM D. Rahter, monpu e, 1o 3rogom BiOysmcs nmpem’epu TBOpY B bpaswmii (1927)
ta CILA (1932), koHIEpT BCe K HE 3aKpIMUBCS B pernepTryapl TOrOYaCHUX BUKOHAB-
1[iB — MPUKJIAIU MOr0 BUKOHAHHS CKOPIIlIe MOYKHA HA3BaTH MOOIMHOKHMH.



5

KonuepTt op. 22 € HOCieEM KaHPOBOI MOJIEJ «BEIUKOro» abo cuMoHi-
30BaHOI0 KOHIEPTY, MPO W0, 30KpEMa, CBIAYMTH MOTPIAHUN CKIaJ BEIUKOIO
CUM(OHIYHOTO OPKECTPY 3 aHTIIMCHKUM PIXKKOM, Oac-KJIapHETOM, KOHTpadaroroMm
1 apdoro. TBIp HacHUEHUN HACKPI3ZHUM TEMAaTU3MOM, THUIIOBHM JIJII MacIITaOHUX
MY3WYHUX MOJIOTEH 100K pOMaHTU3MY: MIEPEOCMUCIICHA TOJI0BHA TeMa 3’ IBISETHCS
y (¢iHam, croiy4Ha — y Apyriid 4acTHHI, MOOIYHA Ta 3aBepIIaibHa — B IHTPOIYK-
il 10 TPeThOI YaCTHUHH, & TeMa 3 PO3POOKH MOCTAE MPOTATOM YChOTO IUKITY. TpH-
YaCTUHHA KOMITO3HIIis, Jeno MoauGiKoBaHa HAsSBHICTIO IHTPOAYKIIil niepen dina-
JIOM, 3arajioM IUIKOM TpaJMIliifHa, Tak caMo SK popmMa KOKHOT 3 YaCTHMH — COHAT-
HE aJierpo, TPUYacTUHHA pEnpHU3Ha Ta COHATHE ajJerpo 3 €mi30[0M 3aMiCTh PO3PO-
Oku BiAMOBIAHO. TOHANBHUM IUJIaH MEHII THUIIOBHI: OCHOBHIA TOHAJIBHOCTI
pe MIHOD 1 pe MakOpHOMY (hiHATy MIPOTUCTABIICHO JIPYTY YACTHUHY Y BIIJAAJICHOMY
¢da MiHOpI Ta pe-0eMOJIb MaKOPHY IHTPOAYKIIIIO.

CemMaHTHYHA KOHIENIisl TBOPY MOXe OyTH MPOUIIOCTPOBAHA BIOMUM
BUCJIOBOM «KpI13b TEPHU JI0 31POK»: IMPOCIHIIKOBYETHCS E€BOJIIOLIS MY3UYHOI'O Ma-
Tepianxy BiJ ApaMaTU3My IMEPIIOi YaCTUHU, Yepe3 TparizM Apyroi A0 TpiymdaabHO-
ro Mapmry ¢didany. BTiM npucyTHI i TpaaMIIHO JIPUYHI 32 XapaKTepoM MoO1YH1
napTii, 1 KOJIOPUCTUYHUN «KA3KOBUI» TEMATHU3M, 1110 €KCIIOHYETHCS B 3aBEpIIaib-
H1i mapTii. He3BuuHe, X0o4a il He YHIKaJIbHE, IBUILE — BBEJAEHHS HOBOI TEMU B PO-
3po01i nepuioi yactTuHU. He3Baxkaroun Ha BaXJIMBY POJIb MApTii OPKECTPY, COJICT
Ma€ HaroJy poO3KpPUTH BECh CBiM BIpTYO3HUM MOTEHITIa] MACaXKHOI Ta MoJi(OoHIYHOI
TEeXHIKH, TMOABIMHUX HOT, akopAiB Touio. [loka3oBo, 110 y mepiiid 4acTUHI, sKa
MICTUTh MACIITa0OHUN PO3POOKOBUI PO3ILT 3 JBOMA XBWJISIMU PO3BUTKY Marepia-
Jy, MUTELb YITKO AOTPUMYETHCS KIACHULIMCTUYHOTO PO3NOALTY (PyHKIIH y dhopmi:
EKCIIO3UIIIHOT Ta po3poOKkoBoi. BogHouac y ¢iHami, e 3aMiCTh pO3JIITY pO3pOOKHU
pPO3MIIIIEHO KOHTPACTHHUM €130/, pO3pOOKOBHUIl Martepiajd PO30CEepe/KEHUN TI0
BCIM YaCTHHI i PO3MINIY€EThCS O0€3MOCepeTHBO MICHs €KCIIOHYBAHHS TOTO UM 1HIIIO-
ro tematusMmy. LlikaBo, 110 y CKpHUMKOBINA cOHATI op. 26, HaMKCaHii 3a KUTbKa po-
KIB MicJs KOHIEPTY (He mi3Hime ciuyHg 1923 poky), came Takuil TPUHITUI «PO30 -
cepeJKeHOT po3poOKH» cTae NOMIHYIOUMM. Biaxia Bij KaHOHIYHOTO KOMIIO-
3UIIITHOTO MAXOAY CIYTYE LTIOCTPAIIEI0 €BOJIOIIT TBOPUOCTI MUTIIS Bl pAaHHBOTO
JI0 CEPEIHBOTO TIEPioy.

ConaTta op. 26 Mmana 3Ha4HO OUIBIIY MOMYJSPHICTh CEPENl CKPUIAIIIB
nepiioi MoJIOBUHU XX CTONITTS, aHDK KOHLEPT: BOoHa Oyna B pernepryapi
®. Cmita, C. Ilikmraiinepa, b. CepeOpenika, W. Hoitga, JI. Boca, 1. IlImina,
M. ®epkenb, 3. Mamieka, S. EMuepa, B. ®ap6epoBa, B. bockoBceku, A. ®ima ta
JI. Jlarynu. B ubomy TBOpi Tak camo, gk y koHuepti, C. bopTkeBuu 36epirae Tumno-
BY TPUYACTHHHY CTPYKTYpY COHAaTHOTO IIMKJIY. Y CHIBBIJHOIIEHHI MapTiil 30epe-
JKEHO MIJKPECIECHUN MapuTeT MOYEPrOBOTO MPOBEICHHS TEMATUYHOTO MaTtepiaity
ckpuniku Ta popreniano. HasgBHICTh y cOHATI HACKPI3HUX TeM, cdepa 3aCTOCyBaH-
HS SKUX HE OOMEXeHa paMKaM{ YacCTHUHH, a TaKOXX MPUCYTHICTh BH3HAYAIHHHUX
1HTOHALIHHO-00pa3HUX MOYAaTKOBUX KOMIUIEKCIB, IO CIYTyIOTh MaTepiajioMm ams
NoJaibIIoro (OpMyBaHHS TeMaTHU3My (TOOTO 3aCTOCYBaHHS MOHOTEMAaTUYHOTO
MNPUHIMIY), [1al0Th 3MOTY TOBOPUTH MPO MOHOJOTIYHY KOHUEMNIII0 XKaHPy — SK
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poseutok inen @. [lly6epra, ®@. Menaenscona ta, ocodnupo, . Jlicra. JleTann-
HUW aHai3 TBOPY BIAKPHUBAE HOBATOPCTBO MUTLS y cdepl My3udHoi GopMHU Ta
KoMmro3uilii. He3Bakarounm Ha 30BHINIHIO KaHOHIYHICTh TPUYACTUHHOTO IHKIY,
CTPYKTypa COHATH BIJ3HAYA€THCS BHYTPIINIHHOIO 0araromiapoBiCTIO: HasBHUN
CyOLUKII MEPINOI-APYroi YacTHHY, NpOTHCTaBIeHHH (iHaly; KOMIIO3MIIHE YTBO-
PEHHSI «BCTYIl — COHATHE aJerpo — KOJa» B MEPIii YaCTHHI, SIK aHaJOT COHATHOT
dbopMH BHUIIIOTO MOPSAKY, IO BUOKPEMITFOETHCSI BHACIIOK PO3POOKOBOCTI BUKJIA-
Iy MY3WYHOTO Marepiaixy coHaTHoro anerpo. IlepeocmuciioroTees GyHKIIT mig-
po3niniB ¢popmu: I'Tl meprioi yacTuHr Mae po3poOKOBUIT XapaKTep BHUKIALy, KOAA
BUCTYTIa€ HOCIEM perpu3Hoi QyHkIii. Y ¢inani neperasuyto ponb CII, sika 3a-
micthb ['TI Ta [I1 BucTymnae 3B’A3K010 MK IBOMa KOHTPACTHUMH TEMaMH MOOIYHOI,
a inToHariHa criopigHenicts ['TI, CII 1 311 yTBOpIOIOTH POHIONOIOHY CTPYKTYPY
excrnosuiii Ta penpusu: A (I'T1) — B (I1I1;) — A; (CIT) — C (I1I1z) — Az (3I0).

Hpamartypris qukiay ta 00pa3Hoi cepu COHATH JT03BOJISE OKPECITUTH MOXK-
JIMBI POMaHTHKO-T€POiUHy Ta aBToOI10rpadiuHy ceMaHTUUYHI1 171e1 TBopy. [lepia
Mae aHanorii i3 yBeptiopoto «Ermont» JI. berxoBena (ymoBHO: uepe3 60poTh0y Ta
cMEPTh 110 Tpiymdy i/1ei 3arajJbHOIIIOACHKOTO macTs). Jpyra — MeBHOIO Mipoio
ameNroe 10 OOCTaBUH KUTTEBOTO MUIAXY MUTI, 110 MalM MiCIe 10 HalmuCaHHS
coHaTH (30KpeMa Tyra 3a OLTBII MACIIMBUM JIOBOEHHHM >KHTTSAM, EMIirpaiis, repe-
31 10 ABCTpii SIK HOBa Ha1A).

Jlipuune i1HTepmeno «lIpoOynxenns Becuu 1 Ilana» op. 44
BHUCTYIA€ SCKpPaBUM TMPUKIAIOM po3BUTKY C. BopTkeBWYeM iHINIOI THITOBOI IJIs
POMaHTU3MY TE€HJEHL1i — MPOrpaMHOCTI B My3ulll. CTpyKTypHa OCHOBA TBOPY —
coHaTHa popma, 3HAUHO NIEPEOCMUCIIEHA Ta BUJIO3MIHEHA 3 METOI0 OLIbII ePeKTH-
BHOT'O BIJITBOPEHHS aBTOPCHKOI 1/€e1, o Oyna onucaHa B MpOTrpamili OJHOTO 3
KOHIIEPTIB, /e BAKOHYBAJIOCS 1HTEPMEIIO: 31CTaBICHHS MPIATUBO-IipuyHOi BecHu-
CKPUIIKH 3 TIIOHICIHCHKUM TaHIIEM yOCcOo0JIeHOTo BasiTopHOtO [lana.

CxpunkoBi miHiaTopu C. bopTkeBuua (SK OpHUTiHaIbHI, TaK 1 apaHXKy-
BaHHs) JIEMOHCTPYIOTh TSDKIHHSI aBTOpa JI0 TPaauIlii CAJIOHHOTO MY3UKYBAaHHS Ta
Oimepmaepy, Tpo IO CBIIYATh TUIIOBI Ha3BW TBOpIiB — «KommckoBay, «JIucTok 3
anpoomy», «Po3mym» Tomo. KoMmosuiiline pimeHHs 1M’ eC BIIHOCHO MPOCTE: CKJIa-
JHa J1BO- abo TpuuyacTuHHA (opma. [lapTig cosicta opieHTOBaHA CKOpIIE HA PO3K-
PUTTSA MEIONYHUX Ta TeMOpaIbHUX BIACTHBOCTEH 1HCTPYMEHTY, aHIX Ha JIEMOHC-
TpALIil0 BIpTYO3HOCTI (32 BUHATKOM KUIbKOX emi3o/iB «Icmanii» op. 63 Ne 4).

Kniwwuosi cnoea: tBOpuicTh Ceprisi bopTkeBu4a, CKpUIKOBUN KOHIIEPT,
CKPHIIKOBA COHATA, CI0iTa, CKPUIIKOBE BUKOHABCTBO, My3UYHUI TepeKIIa, TPAHCK-
PHIILIS, apaH)KyBaHHS, JHKEPEIO3HABCTBO.

! ITo mizkpecaeHo apKOBUM MPHIHOMOM — BUKOPUCTAHHAM iI€HTHYHOTO My3HYHOTO Ma-
Teplaly BCTYIY JI0 MEPIIOT YaCTUHU Ta KO APYrol YacTUHU (31 3MIHOKO TOHAJIBLHOCTI).
y BCTyIy yr



SUMMARY

Yakubov T. A. Sergei Bortkiewicz and his violin music: Sergei Bortkiewicz
and his violin music: sources, genres and style studies. — Qualifying scientific
work on the rights of the manuscript.

The dissertation for the degree of Doctor of Philosophy in the specialty
025 «Musical art». — Ukrainian National P. Tchaikovsky Academy of Music,
Ministry of Culture and Information Policy of Ukraine, Kyiv, 2021.

Relevance. One of the leading trends in modern musicology is the implica-
tion of the art areas, which for a long time formed the so-called periphery. The re-
sult is a revival of interest in the creative heritage of a number of less-known com-
posers, including Sergei Bortkiewicz (1877-1952) from Kharkiv. After a long pe-
riod of oblivion — the 2" half of the XX century — the source study aspect is es-
pecially important. It allows both to supplement the picture of the artist’s creative
activity with new facts, and to verify a significant part of contradictory information
that inevitably arises at the initial stage of the reconstruction of the composer’s bi-
ography due to lack or limited access to factual material. S. Bortkiewicz’s violin
works remained a “blank spot” in music studies, although the very existence of
such large compositions as the concerto, sonata and lyrical intermezzo for violin
and orchestra do not allow to neglect this aspect of the composer’s heritage. In
fact, the Violin concerto op. 22, written in Kharkiv between 1915-1918, is one of
the first examples of the genre in the history of Ukrainian music.

Scientific novelty. The dissertation reveals new and verifies previously known
details of the composer’s biography, as well as restores the ancestry of the Bortkie-
wiczs and Geraklitovs (the family of the artist’s wife); it proposes a new approach to
the periodization of his music; it carries out a thorough analysis of all known violin
compositions by S. Bortkiewicz, reveals possible ways of interpretation of these
works and the peculiarities of the artist’s treatment of classical forms; the place of the
music translation (arrangements and transcriptions) in the composer’s heritage is de-
termined; information from a number of primary sources (archival documents and
periodicals, letters, etc.) was discovered and introduced into scientific space.

It was established that despite the versatility of the creative personality of
S. Bortkiewicz (who was a concert pianist, accompanist, chamber musician, con-
ductor, teacher, as well as an interpreter and author of prose and poetic texts), the
vast majority of research focuses on the study of his piano compositions. Only oc-
casionally occurred attempts to raise the question of his national (A. Koscielak-
Nadolska, Y. Levkulych) and stylistic identification (H. Karas, N. Kashkadamova,
J. Johnson), his performing activities (E. Paul, Y. Levkulych). Also rare were ef-
forts to introduce his symphonic (l.Lisova, L. Belaiev), vocal (l. Kalugina,
L. Vestel) works to the musicological universe.
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The use of new materials! from Ukrainian, German, Austrian, Dutch, Span-
ish, American, Serbian and Brazilian archives, revealed that the artist’s family had
attained significant achievements in the business, social and cultural scope of ac-
tivity. The composer's father, Eduard Bortkiewicz, was the founder and owner of a
distillery, glass factory, several houses, and a trading house in Kharkiv. Besides, he
was elected chairman of the local Noble assembly, became a member of the Zem-
stvo assembly, and for more than 25 years on a voluntary basis served as a member
of the commission for conscription. He also promoted educational activities: in
1898 his company opened a library/reading-room, while factories of Bortkiewicz
conducted tours for schoolchildren. The composer’s mother was an honorary
member of the local branch of the Imperial Russian Music Society, became a co-
founder of the first in the city music school of IRMS, participated the committee of
the Society for the Care of Needy Pupils of the Kharkiv Music College. Sometimes
she performed as a pianist, was a Maecenas, etc. Her brother, the composer’s un-
cle, opened in 1890 one of the first theaters in Kharkiv?.

The person of Aunt Julia, mentioned by the composer in his “Recollections”,
was also identified — she turned out to be the sister of his father, Julia (Yulia)
Ludvigivna Bortkiewicz (? — 12.08.1903). The analysis of the contradictory indi-
cations of the year of birth of the composer's wife (according to various documents
from 1881 to 1888), with the involvement of recently discovered evidence about
her graduation from the eight-year high school in 1897, allowed to reject complete-
ly the versions of 1883-1888, and even to hypothesize about 1880 or 1879 birth
year of E. Geraklitova-Bortkiewicz.

Newspaper advertisements and archival materials of the Klindworth-
Scharwenka Conservatory (Berlin) prove that S. Bortkiewicz worked there as a
visiting professor during 1906-1910, whereas in the 1910/1911 academic year he
was a full-time teacher, half of whose students came from the Russian Empire. Re-
vision of the composer’s letters to H. van Dalen refutes the version that the two
artists met at the above-mentioned conservatory: it seems that it was Bortkiewicz
who helped the Dutch pianist with employment in Berlin. Archival materials also
allowed to detail the picture of the composer’s touring performances in Germany,
the Czech Republic, Austria, the Netherlands, Spain, the Russian Empire, the Bal-
kans, etc.. It was shown that significant role in the formation of S. Bortkiewicz’s
artistic landmarks was played by the traditions of home music performances in his
family, as well as the work of prominent artists of high and late Romanticism:
F. Liszt, R.Wagner, A. Rubinstein, P. Tchaikovsky, E. Grieg, S. Taneyev,
A. Scriabin, S. Rachmaninoff, A. Nikisch and others.

The processed documents allowed to particularize and supplement the list of
works by S. Bortkiewicz, to specify the year of creation of many compositions, to
form a list of author’s transcriptions and arrangements, which indicates the active

1 Many of them were kindly provided for this research by M. Henbury-Ballan,
W. Kalkman and Ch. Ishioka.
2 Ushinsky Theater, later renamed as the Maly (Small) Theater.
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interest of the artist in the music translation both of his own works and music of
other composers. The revised dating led to the renewal of the commonly accepted
periodization of his music. A set of factors: socio-cultural environment (the
influence of cultural features of the country where the artist lived for a certain pe-
riod of time: the territory of Ukraine, Russia, Germany, Austria); historical and
political events (important cases, “turning points” in the history of mankind
that influenced the composer: the two World Wars, the revolution and the Civil
War in the Russian Empire); psychological (taking into account the phases of
personality development); musical language and dynamics of genre in-
terests (dominance of piano works in the first phase of the early period; chamber
and instrumental music in the second phase of the early and first phase of the mid-
dle period, symphonic peak of activity in the second phase of the middle period,
interest in vocal and instrumental miniatures at the end of the life) — became the
basis for the division of the master's creative heritage into three periods:

1. The early period (1904-1922), which is divided into the First Berlin
(1904-1913) and Kharkiv-Crimean (1914-1922) phases.

2. The middle period (1922-1942), which is divided into the First Austrian
(1922-1929), the Second Berlin (1929-1933) and the Second Austrian (1934
1942) phases.

3. Late period (1943-1952).

The study of archival documents allowed to restore the specifics of the com-
poser’s idea of many lost works and their style. In particular, the B minor Piano
Concerto op. 1 tended to the form proposed by F. Liszt, the works of verists had a
significant impact on the opera “Acrobats” op. 50, and the C minor Trio op. 38
turned out to be the author’s first attempt to create a four-movements sonata cycle.

Despite the relatively small number of violin compositions in the creative
heritage of S. Bortkiewicz, he managed to demonstrate considerable diversity: a
concerto and an intermezzo for violin and orchestra, a sonata for violin and piano,
a set of various miniatures. It is significant that the appearance of these works often
correlates with the intensification of creative collaboration with violinists Frank
Smit (concerto and sonata) and Jaro Schmied (pieces op. 48a and op. 63). The
specified place and time of creation of the Violin concerto op. 22 of S. Bortkiewicz
— Kharkiv, between 1915 and 1918 — prove that the work was possibly the first
example of the genre in the history of Ukrainian music, which preceded the com-
positions of V. Kosenko (1919) and O. Ryabov (1921). Shortly after the author's
emigration to Europe (1922), S. Bortkiewicz's Concerto op. 22 was performed in
Prague, Berlin, the Hague, and probably in Vienna. However, despite the positive
reviews in the press, the publication of the score by D. Rahter, and the premiere of
the work in Brazil (1927) and in the United States (1932), the concerto was not fas-
ten in the repertoire of contemporary violinists — the cases of its performance
were rather solitary.

The Concerto op. 22 is a representative of the genre model of a “big” or
symphonized concerto using a large symphony orchestra (triple instrumentation)
with an English horn, bass clarinet, double bassoon and harp. Typically for large-
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scale Romantic music, the work has many themes highlighted throughout the cycle:
the rethought main theme of the first mvt appears in the finale; the transition theme
— in the second mvt; the first mvt’s themes of the second subject and codetta return
in the introduction to the third mvt; the theme from the development section emerg-
es throughout the whole cycle. The three-movement composition, slightly modified
by the presence of an introduction before the finale, is generally quite traditional, as
is the form of each of the parts — sonata-allegro, complex ternary and sonata-
allegro with an episode instead of development. The tonal plan of the cycle is less
typical: the home key of the D minor and the D major in the finale mvt contrasting
with the second mvt in the distant F minor and D-flat major introduction.

The semantic concept can be represented by the expression “Through
the thorns to the stars”: the evolution of the musical material from the drama of the
first mvt, through the tragedy of the second to the triumphant march of the finale.
However, there are traditionally lyrical second subjects, and colorful “fairy-tale”
themes, e.g. in the first mvt’s codetta. An unusual, though not unique, phenomenon
Is the introduction of a new theme in the development of the first mvt. Despite the
far-reaching role of the orchestra, the soloist has the opportunity to reveal all his
virtuoso potential of passage and polyphonic technique, double stops, chords, etc.
It is significant that in the first part, which contains a wide development section
with two waves of the material evolvement, the composer clearly adheres to the
classicist assignment of functions in the form — expositional and developmental
— while in the third (where instead of the development section there is a con-
trasting episode) the developmental music material is diffused throughout the
whole movement, immediately after the exposure of a particular theme. Remarka-
bly, in the Violin sonata op. 26, written a few years after the Concerto — finished
not later than in January 1923 — precisely this principle of the “diffused de-
velopment” becomes dominant. The re-think of the canonical compositional ap-
proach serves as an illustration of the evolution of the artist’s music from the early
to the middle period.

The Sonata op. 26 was much more popular, than the concert, among vio-
linists of the first half of the 20" century: it was in the repertoire of F. Smit,
S. Piksteiner, B. Serebrenik, J. Deutsch, D.Vos, J.Schmied, M. Vorckel,
Z. Mashek, J. Emner, W. Farberow, W. Boskovsky, A. Fietz and L. Laguna. Simi-
lar to the Concerto op. 22, Bortkiewicz in his op. 26 retains the typical three-
movement structure of the sonata cycle. The composer emphasized parity in the
balance of instrumental parts using the constant alternate presentation of the the-
matic material by violin and piano turn by turn. The significant initiative intonation
patterns, which serve for the further formation of themes (i.e. an implication of the
monothematic principle), as well as using the cross-cutting thematic development,
allows to speak about the monologue concept of the genre inherited from
F. Mendelssohn and, especially, F. Liszt. A detailed analysis of the work reveals
the artist’s innovation in the musical form and composition. Despite the external
canonicity of the three-movement cycle, the structure of the sonata is remarkably
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stratified: there is a subcycle of the 1-2" mvts?, opposite to the finale; composi-
tional formation “introduction — sonata allegro — coda” in the first mvt as an ana-
logue of the sonata form of the highest level, which stands out due to the develop-
mental manner of the musical material of the sonata allegro. The functions of the
form sections are also rethought: the first subject has a developmental style, the
coda acts as a carrier of the recapitulation function. In the 39 mvt, Bortkiewicz re-
viewed the role of the transition, which instead of joining the first (P) and second
(S) subject groups was used as a bridge between the two contrasting themes (B, C)
of the second subject area. The similarity of the finale’s prime theme (A) with the
transition (A;) and codetta (A;) forms the structure close to the form of rondo:
A (P) —B (S1)) — A1 (T) — C (S2) — Az (Codetta).

The dramaturgy of the cycle and the character patterns of the sonata allow to
outline possible romantic-heroic and autobiographical semantic ideas of the
work. The first corresponds with Beethoven’s “Egmont” overture (as a general
guide: through struggle and death to the triumph of the idea of universal happi-
ness). The second somehow appeals to the circumstances of the composer’s life
before the creation of the sonata — longing for a happier pre-war life, emigration,
moving to Austria (a new hope).

Lyrical intermezzo “Awakening of Spring and Faun” op.44 is
a remarkable example of the Bortkiewicz’s development of another typical trend
for Romanticism — program music. The structural basis of the work is a sonata
form, noticeably rethought and modified to better convey the author’s idea, de-
scribed in the program of one of the concerts, where the intermezzo was per-
formed: contrast of the dreamy-lyrical violin (Spring) with the Dionysian dance
inspired by the Faun, personified by the horn.

Short violin pieces by S. Bortkiewicz — both original and arranged from pi-
ano pieces — show the author’s adherence to the tradition of salon music and
Biedermeier, which is emphasized by the typical names, as “Lullaby”, “Album-
leaf”, “Meditation”, etc.. The compositional solution of the pieces is relatively
simple: a complex binary or ternary form. The soloist’s part is focused on reveal-
ing the melodic and timbre properties of the instrument, rather than its virtuosity
— except for a few episodes of “Spain”, op. 63 Ne 4.

Key words: Sergei Bortkiewicz music, violin concerto, violin sonata, suite,
violin performance, musical translation, transcription, arrangement, source studies.
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