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Maxienko C. ’KaHpoBO-CTHIIbOB1 OCOOJIMBOCTI 1HTEPHPETALIMHOTO MO
YKpaTHChKOI KaMepHO-1HCTPYMEHTAIbHOT MY3UKHU (Ha MpHKiIaal TBOpiB JleBka
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TBOpuUMiA MUCTELILKUN MPOEKT HA 3400yTTS HAYKOBOI'O CTYIEHS JOKTOPA
MHUCTENTBa 3a crnemiaibHicTio 025 «My3uune mucreurBo» — HarioHanbHa
My3uyHa akajaeMis Ykpainu imeni I1. 1. YaiikoBcbkoro, Kuis. 2024.

3MmicT aHOTAMWII.

[Mepuri pecsatmmitrs XXI CTOMITTS B 1CTOpii YKpaiHCHKOI MY3MYHOI
KYJbTYpHU — TEpioA CTHUIICTUYHOTO OHOBJICHHS, BIJ3HAYECHUN MparHEeHHSIM
pe3roMyBaTH 1 30araTUTH JOCATHEHHs MomnepenHix eramiB. [Ipo 1e CBITYHUTH
HapOHXKEHUN MIMCHICTIO OOIIMPHMI Miama3oH 1IeMHO-3MICTOBHUX KOHIICTIII
Ta (popM iX BTUIEHHSA. TBOpYI MOLIYKH YKPAiHCHKOI KOMIIO3UTOPCHKOT HIKOJIH
pPI3HOMaHITHI B CTUJILOBOMY 1 JKaHPOBOMY BiJHOIIEHHSX. Bubip Temu
TBOPYOTO MHCTEIBKOTO TIPOEKTY 3YMOBJICHUH TIEPCIICKTUBHICTIO TBOPYHUX
IpOILIECiB, IO BiMOYBAIOTHCA HHUHI B YKpaiHi, HEOOXIHICTIO y3arajJbHEHHS
3HAYHOTO XYAO0XKHbOTO A0CBiAy XX Ta mepmoro aBaansaTupiuus XXI cTomiTs.
Merta npocnipkeHHS — aHadi3 3pa3KiB Cy4aCHHUX OIYCIB JiI KaMEpPHOIO
OPKECTpPY, BHSBICHHS 3arajJibHUX TEHJCHINN PO3BUTKY Ta BUKOHABCHKOTO
MOTEHIIIAITY.

B po6oTi posrasinyTi TBopu JI. Konoay6a («CiM yKpaiHCBKHX IMICEHbY Ta
«TypoBchki micHi 11 kKaMmepHOTo opkecTpy»), FO. llleBuenka («Mu €!», « Tpu
YKpalHChKUX TICHI JJI CTPYHHOro opkectpy») Ta 3. Anmamn («Concerto
grosso Ne 2y (y1st CKpuUnK# 1 KaMepHOTO opKecTpy), «IlepeauyTTs koxaHHs,
«Micro Mapii», «Pe®aPe®day). YHIKaIbHICTh KOHIEMIIN 1 CTUIIO IIUX TBOPIB

OOyMOBJIEHI OpraHIYHMM CHUHTE30M 3aKOHOMIPHOCTEH PI3HHX CHCTEM



MUCJCHHS - mpodeciitHoi Ta ¢onpkiopHoi. Big mepiioi — cnpsMOBaHICTh Y
CBIT (GUTOCOPCHKUX PO3AYMIB, 0€3MOCEPEAHICTh JIPUYHOTO CAMOBHUPAKEHHS,
Bil JApyroi — rauMOMHHA crenudika HaIlOHATBHO-(DOJBKIOPHOTO THITY
mucieHHs. OcoOJuBe MO€AHAHHI €MoCy ¥ JPHUKH, sKa, Ha0yBarOuM SKOCTEH
IMOOKOTO YCBIJIOMJICHHS BJIACHOI MPUYETHOCTI 0 0araToBIKOBUX TPaIUIlINA
HAapOAHOI  TBOPYOCTI, BHUXOAWTH 33 PAMKH CYTO  OCOOHCTICHOTO
CBITOBIJTIOOpaYKEHHS.

OOpani 11 peanmizaiii TBOPYOTO MHCTEILKOTO MPOEKTY TBOPH
B1IOOpaKalOTh IMIUPOKE 3BEPHEHHS J0 KaMEpHOTO Ty MUcHeHHS. Ll miHis
nomiTHa 3 cepenuHu 60-x - moyatky 70-X pOKIB MHUHYJIOIO CTOJITTS Ta
MOB'sI3aHa 3 TCHJICHINEI0 1HTEJICKTyasi3allli XyJAOXKHIX KOHLEMIIH, 3
MOrMOJICHOI0 YBAarolw JI0 MOPAJbHO-€TUUHHUX MpobsieM. HeoOxiaHICTh
MIOCTAHOBKH 1 BUPIIICHHS UX MPOoOJeM BHUSBUIIA MYApPE BMIHHS XYJOKHHKIB
Oauntu Oaratuii Martepian Il OCMHCJIEHHS B IICUXOJIOTi  OKpeMoi
ocobuctocti. KaMepHICTP € HalXapaKTEpHIIIOK BIJIACTUBICTIO CYyYaCHOIO
TBOPUYOTO MHCIICHHS, MPUPOJHUM PE3yJbTaTOM IMPArHeHHS 10 KOHIIEHTpaIlii
BHUpa3HUX 3aC001B 1 ahOPUCTUIHOCTI HOpM.

HeoOxignicTh BimoOpaxeHHsI HOBOTO KOJia 00pa3iB PO3IIUPIOE Iiana3oH
CTWJIbOBUX TeHAEeHIIM. HailBaxnuBimma 3 HHMX — HAJI3BHYAHO 3pOCIHMA
IHTEJIEKTyalli3M TBOPYMX 3aJyMIB, OPraHIYHICTb CHUHTE3Y PI3HHX I1CTOPHUKO-
IFCHEeTHUYHHUX BUTOKIB Ha OCHOBI BJIACHOI HaIllOHAJIBHOI Tpaduilii. MaTepiagom
OCMMCJICHHS CTalOTh HE JIMIIE IEBHI aCIEKTH HABKOJMIIHBOI JIMCHOCTI, a U
came MUCTEIITBO, HOT0 KaHPH, 1CTOPisl.

3a BCiMa PO3TJISHYTHMH B pOOOTI TBOpaMH CTOITh CBOEPiAHE OadeHHS
CBITY, YITKO BHpPaK€Ha CTWJIHOBA 1HJAMBIAYyaJbHICTh aBTOpa. Brcoka KynbTypa
MICUXOJIOTIYHOTO  aHaji3y, M0 CIOCTEPIraeThCsi B KAMEPHHX TBOpax

YKpPalHCBKUX  KOMIIO3UTOPIB, €  CBOEPILAHUM  IHAMKATOPOM  TJIMOMHU



MIPOHUKHEHHS TBOPYOi CBIIOMOCTI B JYXOBHHUH CBIT JIOJUHU. TakuM YHUHOM,
CIPSIMOBAHICTh JEBO-ECTETUUHUX MOIIYKIB MUTIIIB OCTaHHBOTO
JIBAATAPIYYS € OJHUM 13 TTOKA3HUKIB 3arajbHOr0 PiBHS PO3BUTKY CydacHOI
YKpaTHCHKOI KYyJIbTYpH B ILIIOMY.

Y nepwiomy po3oini pobotu NpuALIIEHO YBary TEOPETUUHUM MUTAHHSIM.
Po3rnsmaeTsest MOHATTS «IHTEpIpETAIlishH B 3aralbHOHAyKOBOMY KOHTEKCTI Ta
B XYJOKHIA TBOPYOCTi, JAETHCS XapaKTEPUCTUKA IHTEpHpeTallii B My3UUHO-
BUKOHABCBHKIN JIsITbHOCTI. TaKOXK pO3/I MPUCBSIYCHHUM MTPoOIeMi BUSHAUCHHS
CTHIIIO, SIK KOMITIO3UTOPCHKOTO, TaK 1 BUKOHABCHKOTO, JKAHPOBUX BHU3HAYEHB
TBOPIB JIJI KAMEPHOTO OPKECTPY, BUABJICHHS TEHACHIIN POOOTH KOMIIO3UTOpa
3 KaMEpHUM CKJIQJJOM OpKECTpy 13 MOXJIMBUM 3aIy4CHHSIM COJIICTIB,
PO3IMIMPEHHIM YAApHOI TPYIH TOLIO.

Tengenmii  kamepHizanii HaOynu  HaWBUpa3HIIMX  TPOSABIB Y
CUM(OHIYHOMY KaHpl, IO 3YMOBJICHO KUIbKOMA KJIIOYOBMMHM UYWHHHKAMH.
Cepen HUX BapTO BiI3HAYUTH BiIPOKEHHS Heokiacunu3my B 50-60-x pokax
MUHYJIOTO  CTOJIITTS, IO CIOHYK&JIO KOMIIO3UTOPIB JI0 PO3LIMPEHHS
TEXHIYHOI'O CHEKTPY Ta €KCIEPUMEHTIB 3 MPUOMaMU, MEPEBIPEHUMH YacoM y
MUHYJIUX MYy3UYHUX €TOXaX.

BaxxnuBuM kepiBHUM (PakTOpoM, IO BIUIMHYB Ha MOSIBY TEHICHIII
KaMepHi3allli y My3HduHOMY MUCTEITBI, cTajio TUnoBe g XX Tta XXI cTOmTTS
IHTeNeKTyallbHe MuciIeHHs. lleit mepiox  Big3HayaBCcS MaTeMaTHIHUM
MiIX0A0M 1 (pOpMaIbHOKO JIOTIKOK, KOMOIHATOPUKOIO, Ta YSIBJICHHSIM TIPO
MY3HUKY SIK cepy IHTEIEKTyaAIbHUX ONEpaIliii.

My3u4HO-BUKOHABCHKE MUCJICHHSI JUPUTEHTA, KU TPAIOE B yMOBaX
KaMepHOT'0 OPKECTpy, 1€ CKJIaJHa CUCTEMa TPAHCISAIIT My3UYHOTO TEKCTY, IO

BKJIIOYAE aHATITUYHY, €MOLINHHY, Ta NMCUX0-(13UuHy CKIaaoBi. JUpUreHT, Ha



OCHOBI BIIaCHOTO BHMKOHABCHKOTO JIOCBiAy Ma€ TOOYyIyBaTH KOHIICTIIIIIO
MY3UYHOTO TBOPY, POTPAMHU 1 IIOBECTH 32 COO0I0» OPKECTPAHTIB.

TakuM YWHOM, MEPHIMI PO3IIJT CTAHOBUTH TEOPETHUYHY OCHOBY JUJIS
MOJAJIBIIOTO JOCTI/DKEHHS 1 € HEoOXiJHMM KOHTEKCTOM JUIsl aHami3y
NPAKTUYHUX AaCMEKTIB MY3MYHO-BUKOHABCHKOI MJISUTBHOCTI Yy HACTYIHOMY
O3l IucepTaItii.

Jlpyeuit po30in pobOTH € aHATITUIHUM, KPIM TOTO, TABEACHO MiICyMOK
CYKYITHOTO XYIOXKHBOTO J0CBiTy BuKOHaHHs TBopiB JI. Komnomy6a, 30kpema
roro mukiiB «CiM yKpaiHChbKUX MiceHb» Ta « TypOBCBHKI MICHI JJI1 KAMEPHOIO
opkectpy». OmnucaHo OCOOJIMBOCTI MIAXOMYy JO BHUKOHAHHS ITUX TBOPIB,
BKJIFOYAIOYM HIOAHCH 1HTEpHpeTalii Ta aganTaiii JJisi Cy4acHoi ayuTopii.

B nepioa popMyBaHHS HalIOHAJBHOT CAMOCTIMHOCTI Y KpaiHu, 0COOIMBO
aKTyaJlbHUM € TMHUTAaHHS JIyXOBHOI Ta 17€0JIOT14HO1 €maHOCTI Hamii. OguH 13
KJIIOYOBUX (DaKTOpIB Yy BHU3HAUYCHHI 3arajbHOHAIlIOHATBHUX I[IHHOCTEH,
COpUAIOYM  IXHBOMY  YTBEp/KeHHIO, € Qompkiaop. Bin mepexun
nepeocmuciienHs B 50-60-x pokax sik sIBUIIE, BITOME SIK «HEO(DOIBKIOPU3IMY, 1
HOro BIIMB MOXHa MOOAYUTH B TBOPYOCTI YKPAiHCHKUX KOMIIO3UTOPIB,
NPEICTaBHUKIB «HOBOi (POJILKJIOPHO XBHWJI», Cepell SAKUX BUIUISIOTHCS
M. Cxopuk, JI. I'paboBcekuii, €. CrankoBuu, JI. uuko, 1. Kapabump Ta
BUJIATHUM CydacHUU ykpaiHcbkuil komno3utop JI. M. Konony®.

Y wmy3uunit tBopyocti JI. Komomyba enemeHTH HEO(DOIBKIOPU3IMY
NPOSBISIOTECS TOJOBHUM YHMHOM SIK IIMTAaTH, a TaKOX Yy BHUIJIAII
TpaHcdopmallii, 13 3aCTOCYBaHHSM CYYaCHUX TEXHIK KOMIIO3UTOPCHKOTO
MHCTEITBA, TaKUX SK AaTOHAJIBHICTh, aJleaTOpHUKa, MOJAJIBHICTh Ta
coHopuctuka. Lleil miaxig copusie BIATBOPEHHIO BHYTPILIHBOI CYTHOCTI
donpkiopy, HOro  «cyOTeKCcTy», HaJalO4d  TBOPYOCTI  BHPA3HOIO

HaI[lOHAIBHOTO KOJIOpUTY. HalioHanbHa mpupoja po3rsSIHYyTHX Y JIpPYyromy



po3ain mukiiB JI. Komomy6a nposiBiseTbes yepes MmCeHHICTh K HaI[lOHAIBHO-
KOHKPETHUU CKJIaJ My3UYHOTO MHCIICHHS 1 KOMIUIEKC BJIACTUBUX 1M MPUHOMIB
PO3BUTKY TEMAaTUYHOTO MaTepiaiy.

B  napyromy po3mim  TakoX €  JOCHDKEHHS — 1HTOHAIIHO-
JIpaMaTyprivHuX Ta BHKOHABCHKO-IHTEPIPETAIIMHUX AacIeKTiB TBOPIB IS
KaMEpHOTO OPKECTPY BHJATHUX YKpaiHChkux kommo3utopiB lO. IlleBuenka,
30kpema kommnosuiis «Mu €!» ta «Tpu ykpaiHCbKHX MICHI JUIsi CTPYHHOTO
opkectpy». Kommo3utopoBi Bpanocs, 0a3yrouuch Ha 3arajibHOBIIOMOMY
MY3UYHOMY Marepiaji, CTBOPUTH YHIKaJbHI TBOPH, HAJLJIEHI CreUU(PIYHUMHU
eJIeMEHTaMu MY3WYHOI MOBH, IO CBiYaTh TMPO SICKPaBO BHUpPaKECHE
1HIUBITyaJIbHO-aBTOPChKE OaueHHS.

Koxen TBip 3. AnMalii Hece pUCH HOBOIO B OCMHUCIIECHHI TpaauliitHOI
XyJI0XHBOI cucTteMu. OOMparour MEBHUU TUI MY3UYHOI JIpamMaTyprii, aBToOp
o0upae MeBHY MOJIENb €CTETUYHOTO BIATBOPEHHS MIMCHOCTI. [HAMBITYyanbHUN
CTHJIb, OyIy4r 3acO00M BHPaXCHHS aBTOPCHKOI OIIHKU MPEIMETa, BUCTYIIAE
KOHKPETHUM CIIOCOOOM peanizaiii o0paHoi JapamaTypriyHoi yCTaHOBKH.
[Totpeba B MakcMMaabHO YyHHOMY, JAETalTI30BAaHOMY BITOOPaKEHHI >KHUBHUX
IPOLIECIB JIFOJCHKOI TCHUXIKM 3yMOBHJIA TOSIBY B YKpaiHI BEJIUKOi TpyIu
OJIHOYACTHHHUX KaMEpHUX TBOPIB MOEMHOI HACKPI3HOI Oyn0BU. binbmiicts 13
HUX TPYHTYEThCS Ha TJIMOOKOMY 1 BCEOIYHOMY JOCHIIKEHHI OJHIET 1716,
OJIHOTO O00pa3y-CTaHy, II0 HaOyBa€ TPHUBAJIOTO BHYTPIIIHBOTO PO3BUTKY
BIIPOJIOBXK LUTICHOI KoMmo3ullii. 3. AnManii, Ha MOIO IYMKY, € MailCTpoM B
[IbOMY HAaIPSMKY.

Takum duHOM, APYTHI PO3Mia POOOTH HE TUIBKKM PO3KPUBAE TIIMOWHY
MY3UYHOTO BUPAXXEHHS Ta IHTEpIIpeTallii B KaAMEpPHI OPKECTPOBINA MY3HIIl, ajie

1 MiJIKPECITIOE YHIKAIbHI CTHIIICTUYHI PUCH T4 BUKOHABCHKI T1IXOIU IO TBOPIB



1O. IlleBuenka, 3. Anmami Ta JI. KomomyOa, memoHcTpyrouu OaraTcTBo 1
PI3HOMAaHITHICTh YKPAiHChKOT MY3HUYHOI CIIaAIINHHU.

Y Bucnoekax tinerbcs mpo Te, mo 3. Anmami, JI. Komoxy6 1
1O. [lleBueHko — BUAATHI MPEACTAaBHUKH YKPAiHCHKOT MY3UYHOI KYJNbTYpHU —
chopMyBalii  yHIKaJIbHUN  CTWJIb, 1[0  0a3yeTbCcsl Ha  TO€IHAHHI
M13HbOPOMAHTHYHUX TpaJuLiH, Cy4acCHOTO HEOKJIaCULIU3MY Ta
Heo(ONTBKIOPU3MY. IXHS TBOPYICTH Bif3HAYAETHCS TIMOOKMM i CaMOOYTHIM
CITIBBIJTHOIIIEHHSM TPAJAMIIIHHUX Ta 1HHOBAIIMHUX 3ac001B BUPA3HOCTI, 110 Ha
pyOexi XX CTOMTTS BIJHOBWJIM MPUPOJHE CIIBICHYBaHHS Ta TapMOHINHY
B3aemMoi0. OcobiuBoCcTi (HOPMOYTBOPEHHSI Ta TapMOHII y TBOpax IuX
KOMITO3UTOPIB BIJKPUBAIOTH HIUPOKI TOPU3OHTU JI MOAAIBIIOTO PO3BUTKY
YKpPalHCbKOI KaMEPHOI MY3UKH.

Kniouogi cnosa: cmuns, scanp, JI. Konooyo, IO. lllesuenxo, 3. Anmaui,
KaMepHO-IHCMPYMEHMANbHA MY3UKa, OUPUSEHMCbKA THMEpnpemayis.

ANNOTATION

Makiyenko S. Genre and Style Features of the Interpretive Field of
Ukrainian Chamber-Instrumental Music (on the Example of Works by Levko
Kolodub, Yurii Shevchenko, Zoltan Almashi) — Qualifying scientific work in
the form of a manuscript.
A creative art project for the degree of Doctor of Arts in the specialty 025
"Musical Art" /026 "Stage Art". — National Music Academy of Ukraine, Kyiv
named after P. I. Tchaikovsky. 2024.

Content of the annotation.

The first decades of the twenty-first century in the history of Ukrainian
musical culture are a period of stylistic renewal marked by the desire to
summarize and enrich the achievements of previous stages. This is evidenced

by the wide range of ideological and substantive concepts and forms of their



realization born of reality. The creative pursuits of the Ukrainian school of
composers are diverse in terms of style and genre. The choice of the topic of
the creative art project is due to the prospects of creative processes taking place
in Ukraine today, the need to summarize the significant artistic experience of
the twentieth and first twenty years of the twenty-first century. The purpose of
the study is to analyze samples of contemporary opuses for chamber orchestra,
to identify general trends in development and performance potential.

The paper examines the works of L. Kolodub (“Seven Ukrainian Songs”
and “Turov Songs for Chamber Orchestra”), Y. Shevchenko (“We Are!”,
“Three Ukrainian Songs for String Orchestra”) and Z. Almashi (“Concerto
grosso No. 2” (for violin and chamber orchestra), “Premonition of Love”,
“City of Mary”, “ReFaReFa”). The uniqueness of the concepts and style of
these works is due to the organic synthesis of the laws of different systems of
thinking - professional and folklore. The first one is characterized by a focus
on the world of philosophical reflections and directness of lyrical expression,
while the second one is characterized by the deep specificity of the national
and folklore type of thinking. A special combination of epic and lyrics, which,
acquiring the qualities of a deep awareness of one's own involvement in the
centuries-old traditions of folk art, goes beyond a purely personal worldview.

The works chosen for the realization of the creative art project reflect a
wide appeal to the chamber type of thinking. This line has been noticeable
since the mid-60s - early 70s of the last century and is associated with the
tendency to intellectualize artistic concepts, with in-depth attention to moral
and ethical problems. The need to raise and solve these problems revealed the
artists' wise ability to see a rich material for comprehension in the psychology

of an individual. Chamber is the most characteristic feature of contemporary



creative thinking, a natural result of the desire to concentrate expressive means
and aphoristic forms.

The need to reflect a new range of images expands the range of style
trends. The most important of these is the extremely increased intellectualism
of creative ideas, the organic synthesis of various historical and genetic origins
based on one's own national tradition. Not only certain aspects of the
surrounding reality, but also art itself, its genres, and history become the
material of comprehension.

All the works considered in this work are based on a peculiar vision of
the world, a clearly expressed stylistic individuality of the author. The high
culture of psychological analysis observed in the chamber works of Ukrainian
composers is a kind of indicator of the depth of penetration of the creative
consciousness into the spiritual world of man. Thus, the orientation of the
effective and aesthetic searches of the artists of the last twenty years is one of
the indicators of the general level of development of contemporary Ukrainian
culture in general.

The first chapter of the paper focuses on theoretical issues. The concept
of “interpretation” is considered in the general scientific context and in artistic
creativity, and the interpretation in music performance is characterized. The
section is also devoted to the problem of defining the style, both composer's
and performer's, genre definitions of works for chamber orchestra, identifying
trends in the composer's work with the chamber orchestra with the possible
involvement of soloists, expansion of the percussion group, etc.

The tendencies of chambering have become most pronounced in the
symphonic genre, due to several key factors. Among them, it is worth noting

the revival of neoclassicism in the 50s and 60s of the last century, which



prompted composers to expand the technical spectrum and experiment with
techniques that had been tested by time in past musical eras.

An important guiding factor that influenced the emergence of the
chamber music trend was the intellectual thinking typical of the twentieth and
twenty-first centuries. This period was characterized by a mathematical
approach and formal logic, combinatorics, and the idea of music as a sphere of
intellectual operations.

The musical and performing thinking of a conductor working in a
chamber orchestra is a complex system of broadcasting a musical text,
including analytical, emotional, and psycho-physical components. The
conductor, on the basis of his or her own performance experience, has to build
a concept of the musical work, program and “lead” the orchestra players.

Thus, the first chapter constitutes the theoretical basis for further research and
Is the necessary context for analyzing the practical aspects of music
performance in the next chapter of the thesis.

The second chapter of the work is analytical, and also summarizes the
cumulative artistic experience of performing L. Kolodub's works, in particular
his cycles “Seven Ukrainian Songs” and “Turov Songs for Chamber
Orchestra”. The peculiarities of the approach to performing these works,
including the nuances of interpretation and adaptation for a modern audience,
are described.

In the period of formation of Ukraine's national independence, the issue
of spiritual and ideological unity of the nation is particularly relevant. Folklore
is one of the key factors in defining national values and contributing to their
establishment. It underwent a rethinking in the 50s and 60s as a phenomenon
known as ‘“neofolklorism,” and its influence can be seen in the works of

Ukrainian composers, representatives of the “new folklore wave,” among



whom are M. Skoryk, L. Grabovsky, E. Stankovych, L. Dychko, I. Karabits,
and the outstanding contemporary Ukrainian composer L. Kolodub.

In Kolodub's music, elements of neo-folklorism are manifested mainly

as quotations, as well as in the form of transformation, using modern
techniques of composing, such as atonality, aleatoric, modality, and sonority.
This approach contributes to the reproduction of the inner essence of folklore,
its “subtext,” giving the work an expressive national flavor. The national nature
of L. Kolodub's cycles considered in the second section is manifested through
songfulness as a nationally specific composition of musical thinking and a set
of techniques for developing thematic material inherent in it.
The second section also includes a study of the intonational, dramatic, and
performance-interpretive aspects of works for chamber orchestra by prominent
Ukrainian composer Yuriy Shevchenko, including the composition “We Are!”
and “Three Ukrainian Songs for String Orchestra.” Based on well-known
musical material, the composer managed to create unigue works endowed with
specific elements of musical language that testify to a pronounced individual
author's vision.

Each work of Z. Almashi bears the features of a new understanding of
the traditional artistic system. Choosing a certain type of musical drama, the
author chooses a certain model of aesthetic reproduction of reality. An
individual style, being a means of expressing the author's assessment of the
subject, is a specific way of realizing the chosen dramaturgical setting. The
need for the most sensitive, detailed reflection of the living processes of the
human psyche has led to the emergence in Ukraine of a large group of one-part
chamber works with a poetic through structure. Most of them are based on a

deep and comprehensive study of one idea, one image-state, which acquires a



long internal development during the whole composition. Z. Almashi, in my
opinion, is a master in this field.

Thus, the second section of the work not only reveals the depth of

musical expression and interpretation in chamber orchestral music, but also
emphasizes the unique stylistic features and performance approaches to the
works of Y. Shevchenko, Z. Almashi and L. Kolodub, demonstrating the
richness and diversity of the Ukrainian musical heritage.
The Conclusions state that Z. Almashi, L. Kolodub, and Y. Shevchenko,
prominent representatives of Ukrainian musical culture, formed a unique style
based on a combination of late romantic traditions, modern neoclassicism, and
neo-folklorism. Their work is characterized by a deep and distinctive
correlation of traditional and innovative means of expression, which at the turn
of the twentieth century restored natural coexistence and harmonious
interaction. The peculiarities of form and harmony in the works of these
composers open up wide horizons for the further development of Ukrainian
chamber music.

Key words: style, genre, L. Kolodub, Y. Shevchenko, Z. Almashi,

chamber instrumental music, conductor’s interpretation.
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THOOPMAIIA PO AIIPOBALIIO PE3YJIBTATIB
JOCJII>KEHHSA

KBanigikariiiny HaykoBy mpaiio OOTOBOPEHO Ha 3aciaHHAX Kadeap
OTIEPHOTO CIIBY Ta 1CTOPIi YKpaiHChKO1 My3ukH Ta (donbkiopuctuku HMAY
imeni I1. 1. YaiikoBcrkoro.

Martepianu 1OCIiKEHHS BUKJIAICHO B JIOMOBIAX HA MIKHAPOJHUX Ta 9
BCEYKPaATHChKUX HAYKOBO-TIPAKTUYHUX KOH(PEPEHIIISIX:

1. XXV MonoaikHa HayKOBO-TBOpUYa OHJIAWH-KOH(epeHIis «/[Hi
Hayku» (26-27 tpasus). Oneca, 2022 p.

2. MiuixHapoiHa HayKoOBO-TBopua KoHbepeHIlss «Tpancgopmayisn
My3uyHoi oceimu i kynomypu: Tpaouyis i cyyacnicme. /lo 110-pivua Odecvkoi
KoHcepsamopii. Ilpuceauyemvbcsa nam’sami 6UOAMHUX HAYKOBYIE | MY3UKAHMIB
Vrpainu, na nowarny meopuoeo ynigepcanizsmy O.B. Kozapenxa» (5-8 TpaBHs).
Oneca, 2023 p.

3. MixxHapo/1Ha HayKOBO-TBOpUa KoH(pepeHiist «3axio — Cxio: kyivmypa
i mucmeymeo. [lo 20-piuua kagedpu meopemuunoi ma NPUKIAOHOL

kynomyponocii OHMA imeni A.B. Heoxwcoanosoi» (29 BepecHs — 1 >KOBTH:).

Oneca, 2023 p.

KoHnuepr-npe3eHTariiss MUCTEIILKOTO TPOEKTY Ha 3J00yTTS OCBITHHO-
TBOPUYOI'O CTYIEHs JOoKTopa muctenTBa BinOyBcst 20 yepBHs 2024 poky Ha
creHl XMeJIbHUIbKOI 00J1acHO1 (iapMOHii, i CIIEHIYHOI0 Ha3BOIO «My3uka
He3maMHUX». Y #oro mporpami mposydanu TBopu JI. Komomy6a («Cim
YKpaiHChKHUX mMiceHb» Ta «TypOBCBKI MICHI Ui KaMEPHOTO OpKecTpy»), FO.
[llepuenka («Mu €!», «baTapceki MiCHI» JUIsI CKPUIIKM Ta CTPYHHOTO

opkecTpy, «TpH yKpaiHCbKUX MICHI JIJIi CTPYHHOTO OpKecTpy») Ta 3. Aymarii



(«Micto Mapii»), M. Cxopuk «Icnancekuit TaHok». [lomynsipuzartist TBOpHOCTI
YKpaiHCBKUX KOMIIO3UTOPIB Ta MOJIOJUX YKPaiHCHKUX BUKOHABIIB € OJHUM i3
KJIIOYOBMX HaNpPAMKIB AisuIbHOCTI aupurenta C. MakieHka, 110 IPOCTEXKYEThCS

B YHMCJICHHUX KOHOCPTHUX IIpOI'paMax.



