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Onexcienko Apmem. anposi Moaudikauii B iHCTpyMeHTAIbHO-XOPOBIii
TBOp4YOCTi Jleonapna bepHcraiiHa: ecTreTM4Hi Ta CTWIbBOBI 3acagm. —
Kgamidikamiitna HaykoBa mparis Ha IpaBax PyKOIHUCY.

HayxoBe 0OIpyHTYBaHHS TBOPUYOTO MHCTELBKOIO MPOEKTY Ha 3700yTTA
TBOPYOTO CTYIEHS JOKTOpa MHCTENTB 3a cremanbHicTio 025 «My3uune
MUCTENTBOY» (rany3b 3HaHb 02 «KynbTypa 1 MuctenTBo»). — HarionanpHa My3udHa
akagemis Ykpaiau imeni II. I. YaiikoBcekoro, MiHICTepCTBO KyIbTypu Ta
iH(dopmariiinoi nonituku Ykpainu, Kuis, 2024,

AxkTyadapnictb. OJuH 13 HalBUIATHIMMX My3uyHux Aisuie CHIA —
npodecop, KOMIIO3UTOP-EKCIEPUMEHTATOP y Tally3l SIK MONYJSIPHOIO, TaK 1
aKaJieMIuHOTo MHCTelTBa, JleoHaps bepHcTaliH Mo MpaBy BBaXaeThCs KIIFOUOBOIO
(Iryporo B icTOpil aMEpUKaHCHhKOI MY3H4YHOI KylIbTypu XX cromitts. Komnosutop,
JUPUTEHT, MIAHICT 1 MeAaror €BperchbKO-yKpaiHChKOIO MOXO/KEeHHs, bepHcraiin
HaJIe)KaB [0 XYAOXKHHUKIB 3 SICKPaBO BHUPaXEHOIO TBOPUOK 1HIUBIAYaJbHICTIO:
CTUXIMHMI TeMIIepaMEHT, MparHeHHs OapBHCTOCTI Ta JUHAMIYHOCTI B MY3HII
MOEHYBAIUCS 13 TIHMOMHOI Ta MACIITAOHICTIO CUMMOHIYHOTO MHCICHHS
KOMITIO3UTODA.

Jleonapa bepHCTaiiH IPOKUB CBOE KUTTS y 0iano03i HE JUIIE 3 ayJUTOPIELO,
ane i 13 borom. s «aianoriyHicTh BUIIIOTO TOPSAIKY» AUBHUM YHHOM MPOSIBUIIACS
y IPUPOAHOMY TSKIHHI bepHCTaiiHa Ik My3U4HOIO JipamaTypra A0 TeaTpajibHOCTI.
Muteupb MiAKpECTIOBaB, IO MHOr0 OCHOBHOIO MOTHUBALIEI [JIsI CTBOPEHHS
KOMIO3UII OyJ10 «CHUIKYBaHHSD 1 10 BCl HOTO TBOPU y NMEBHOMY CEHCI MOKHA
BBAXKATH «TeaTpaIbHUMMW» omycamu. HaiOumbln sickpaBo i7esi NEepeTBOPEHHS
JI. BepHcTaitHOM My3WYHOTO TBOPY Ha TeaTpajbHE MIACTBO MPOSBUIIACS B OIyCax,
NPUCBAYEHUX AYXOBHIN mpobnemaruili, — cuMdoHisx «Epemis», «Kanaim» Tta
nukiy «Yudecrepebki ncanmu». LI KOHIENTyallbHO CKIIaJHI TBOPH KOMIIO3UTOpA
CY4YaCHHUKH BITYaWTyIIHO HAMArajaucs BIMCATH Y 3araJIbHONPUNUHATI paMKH, IPOTE

KAHPOBI «EKCIIEpUMEHTH» bepHcTaliHa HEOAMIHHO 3aBOJUIM KPUTHUKIB y TIyXUU



KyT. TOX akTyaJbHICTh OOpaHOI TeMHU JOCIHIPKEHHS 0OYMOBJIEHa HEOOXIJIHICTIO
BU3HAYCHHS  JKAHPOBOi Ta  OOpa3HO-3MICTOBHOI ~ CYTHOCTI  BOKaJbHO-
IHCTPYMEHTAJIbHUX TBOPIB JYXOBHOI NpOOJIEMAaTHKU SIK Y HAyKOBOMY, Tak 1
BUKOHABCHKOMY aCIEKTax.

VY mpencraBieHOMYy OOTpYHTYBaHHI HaroJIONIyEThCS Ha (DyHIaMEHTATILHOMY
3HaYeHHI JUIsI My3WKaHTa  (imoco(ChKO-PENTiMHUX TMOMIAAIB  lyHaizmy.
AKIIEHTY€TbCSL JyMKa Tpo Te, 10 came I TIIMOMHHA BIPOCIOBIJIHA OCHOBA
chopmyBasia crenupiuyHy <«IyXOBHY aypy» Ta TOJIOBHI MpOOJEMHI BEKTOpH
TBOPYOCTI KOMIO3UTOpA. bepHcTaliH cripuiiMaB 1CTOpPII0 CBOTO HApoOAy Ta CBOE
BJIACHE JKUTTA Y HEPO3PUBHIN €qHOCTI. PO3yMiHHS >KHUTTS K CIYXKIHHS, TTOBHE
NIANOPAJIKYBaHHSI OMY BCi€l JIFOJICBHKOI ICTOTH HajnawTh oOpa3y JI. bepHcraiina
YVHIKQJIbHUX PUC 1 pOOJIATH MOTO TBOPUICTh JOCKOHAJIOIO 3arajlKoio ISl PO3yMY,
[0 MUCJIUTh pPalliOHaIbHO.

[Toni6HO 10 cBOiX OAHOBIPIIB bepHcTailH OyB mepexkoHaHW, IO TOAll
TEMEPIITHBOrO Yacy € Oe3MOoCepeHIM HACIIAKOM TOTO, L0 BiI0OYBaJIOCS paHIIIIE.
Bixu €BpeiichbKOi HaI[lOHAJIBHOI 1CTOpIi, SIK TO BETXO3aBITHUW BUX1J 3 €rUNTy,
norpomMu cepeanboBiuHoro Tomeno abo Ttparemist ['omokocTy, crnpuiMarOThCs
KOKHHUM 1y/ICEM SIK TIOJ11 BJIACHOTO XUTTS. [ BUHATKOBA Opi€HTAllis] CBIIOMOCTI
nopojauia Oe3mid crneuudiyHux puc eBpeiichkoi MeHTanbHOCTI JI. bepHcraiina,
JIOTIOMAararoyuy PO3YMHHUTH JIBEPl y CaKpaTIbHUM MPOCTIp CUM(POHIYHUX KOHIICTITIN
KOMIIO3UTOpA.

Ha 06a3i pgokymeHTaibHHX (DaKTiB Ta IIUPOKOTO CHEKTPY MeMyapHOi
JITEpaTypu y poOOTI JOCHIKYIOTHCS KIFOUOBI E€CTETHUYHI 3acagdl TBOPYOCTI
KOMIIO3UTOpa Ta BHUABISAIOTECS MOPAIBHO-ETHYHI MPIOpUTETH bepHCTaiiHa.
30KkpeMa, HaroJIONIYeThCSA, IO MOTpeda JOKOMATHCS /O TIUOOKOTO KOPIHHS
JIIOJICBKOI TICHUXOJIOTIi CIIOHYKaja KOMIIO3UTOpPA O BUBYEHHS PI3HUX PENITTMHUX
MPaKTUK: BIJ 1yJEHCHKUX JO XPUCTUSHCHKUX Ta OyIIUCTCHKHUX. SK HACHIIOK,
My3UKYy Ta i CEHCH MUTEIb PO3IJISAIaB B OPTaHIYHOMY B3a€MO3B’SI3Ky (piocodii,
icTopii, (uUTONOrii, JIHIBICTUKH, €CTETUKH, JIITEPATypu Ta HaBITh MOJITUKH — SK

€IMHY LIUTICHY CUCTEMY.



CnemianeHy yBary B poOOTI MPUIUIEHO OIJISAY KIHOYOBUX OIYCIB
JI. bepHcTraiiHa, NPUCBAYEHUX €BpPEHCHbKIM TeMatuil. I[ligkpecnroeTbes, M0
KOMITO3UTOP 3BEPTABCS JI0 PENITIHHOI MPOOJIEMAaTHKH 3ACOUIBIIOTO MM/ BILTHBOM
TpariyHuX MOJIA cBOro >XUTTA. Tak, cTBopeHui y 1981 pori HOKTIOpH «Xaiim
i (et cojo, MepKycii Ta CTPYHHHUX, OYB HAMCAHWH Ha 3TrajKy Mpo BOUTOTO
B 1973 poui mig vac BiiiHu cyaHOro qHS A€B’ATHAIISATHPIYHOTO 13pailbChKOTO
dbneritucra Hdiina Tanenb6ayma (Yadin Tenenbaum). Tpets cumdonis «Kammimny
(1963) Oyna cTBOpeHa Oe3mocepeaHbO TIichHs BOWBCTBA OJM3BKOTO Jpyra
bepucraitna — mpesunenta J[x. Keanenli. MokHa KOHCTAaTyBaTH, IO KIIOYOBI
KOMITO3UTOPCHKI omycu bepHcTaiiHa cTanu J0JIGHOCHUM BIATYKOM MaicTpa Ha
3MiHM, IO BiAOYBAJIMCS Yy HABKOJMIIHHOMY CBITI, Yy TOMY 4YHCI, Tpareaito
['onokocty, J[lpyry cBiTOBYy BiiiHy, KOH(QIIKT y B’eTHami, mnomupeHHs
KOHTPKYJBTYPHUX TEU1l TOLIO. Y JaHOMY KOHTEKCTI BOKaJIbHO-CUM(OHIYHI TBOPU
bepHcTaiina i 10 ChOTO/IHI CIPUMMAIOTHCS SIK CBOEPITHE «A3E€PKAIO» CBOTO HaCy —
KOHIIEHTPOBAHE BITOOpPaX)EHHS «IyXy» aMEpPUKAHCHKOI KyJIbTYpU cepeauHu XX
CTOJIITTSL.

3HaUHUM TBOPOM, IO MICTUTh €BPEHChKY TeMaTuky, ctana llepia
cumdoHnis kommosuropa — «Epemis» (Jeremiah). Cama Ha3Ba TBOpY BijcHIIAE HAC
10 oOpasy Bequkoro mnpopoka €pemii Ta Tpbox KHUT Craporo 3aBity: Kuuru
npopoka E€pemii, [Tocmanns €pemii ta [lnauy €pemii. BaxinBowo 0coOIUBICTIO
cuMpoHii «Epemis» € Te, N0 BCl TPU YaCTUHU MalOTh MPOrpamMHi Ha3BH:
«IIpopourBo», «OckBepHenHsi» Ta «[lmaw»y. CeMaHTUYHOIO OMIHAHTOO, IIIO
00’eIHy€ BCl TpU YaCTHUHHU, € MOTUB TOKAasSHHS Ta HEBIJICTYMMHOCTI TIOKapaHHs 3a
3HeBipy. My3uuHuil martepian nporpamHoi cuM@oHii «Epemis» IPYHTYeETbCsS Ha
CTWITI3AIlli €BPEMCHKUX TyXOBHUX IMICHECHIBIB. XapakTEPHOK OCOOJIUBICTIO €
HAsIBHICTh 3MIHHUX METpIB, BJIACTHUBUX HECHMETPUYHIN €BpEHCHKIN peuuTarlii.
OcoOnuBICTIO MY3UYHOI MOBU CUMQOHIT € TaK0X JOMIHYBaHHS MIHOpPHOI cdepu
toHanbHOCTEH. [lomiOHe mamoBe 3abapBieHHS YacTo GIrypye B €BPEUCHKIN
JMTYpriiHid my3uni, 1 bepHcTaliH BMUIO KOPUCTYETbCS LKUM, aOW MOCHJIUTH
MOYyTTS Xaocy Ta pyiHyBaHHS. Kommosuiiis «Epemii» HE Ma€ MO3UTHBHOTO
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BUCHOBKY y iHami. [licns pyiHIBHOI pO3B’SI3KM aBTOPChKa PO3MOBIIL HE
3aBEPIIYEThCS — 3aKII0UHI (Ppa3u cuM@oHIl MiABOAUTH cCiiyxada JI0 i€l BIYHOTO
nomyky bora sk emuHoi psTiBHOI cuiam Ha 3emii. [luTaHHS BipH, AYXOBHOI
CTIAKOCTI Ta TJI00aIbHOT KPHU3H, 1110 OXOIKJIA JIOJCTBO y po3nan Jpyroi cBiToBO1
BiliHU, nocTatoTh y [lepmiii cumdonii JI. bepHcraiina y mianerapHoMy mMacitadi.

[ToBHOMacmITAOHUM BUpaKeHHSM TpariyHoi Temu ['omoxocty crama Tpers
cumonis JI. bepucraitna «Kagainy (Kaddish). Konuerniiis TBOpy € Haa3BUYaHHO
CKJIQIHOIO Yepe3 WOTo TeOLEHTpUYHy mpupoay. Bcee, mo BigOyBaeThCcs B My3HII],
rM0OKO YKOpiHeHe y ¢inocodii iyaaizmy. ABTOp Y MOBHUN T'OJIOC TOBOPUTH PO
MOTAa€EMHI, HaBITh «3a00pPOHEHI» 3 TOTJIALY XPHUCTHUSHCHKOTO BIPOCIOBITAHHS
npoOJieMH JIIOACTBA. BiAIITOBXYIOUUCH BiJ TEMHU MOKapaHHS 3a 3arajibHOJIOJICHKI
3JI0YMHH, KOMIIO3UTOP Y CUM(DOHII MOPYIIye Ty HU3KY MpoOsieM, OB’ I3aHUX 13
MNOHATTSAMU YECT1, TIJHOCTI, IpiXa, CYMHIBY — 3pEILUTOI0, CEHCY XUTTA. Baxkko
Ha3BaTU OLIbII MOJIEMIYHMA 32 (OPMOIO Ta 1JI€€I0 TBIP, CTBOPEHUH B €IMOXY
HOBITHBOT 1CTOPII.

Tema Bipu Ta i CHIM CTAa€ TOJOBHUM 3MICTOBHUM UYHWHHHKOM ISl BCIX
YYaCHHUKIB MY3UYHOI JIii, 110 OXOIUTIOE SIK BUKOHABINB, Tak 1 ciyxadiB. Came
y3arajJbHEHICTh XYyJI0XKHbOI 171e1 B cuMdonii «Kaaain yHeMOKIUBIIIOE 0COOUCTE
CaMOBUPAKEHHSI KOMIIO3UTOpPA B My3HUlll — B 00’ €JHAHOMY JyXOBHOMY IMparHeHH1
BCIX BIpYIOUUX 1y/I€iB HEMa€ 1 HE MOXKe OyTH HIYOTO CyTO ocobucToro. bepHcTaitn
HIOM BHCIIOBIIIOETHCSI O/Ipa3y BiJl IMEH1 BCIX — KOMIO3UTOpA XBHJIIOE JOJIS 11101
Hailli. Y poOOoTi HaroyomyeTbes, mo Tpers cumoHis CXOXa Ha CHOBIIb, aje
CHOBIAb TJIOOQNIBHY — HIOM Tiepen JviieM BCeBHIIHBOTO CTOITh IMUIMM HApOJI.
BincyTHICTh y TBOpP1 OCOOMCTOrO «S» KOMIIO3UTOpa CHPABIISIE MPUTOJIOMIILINBE
BpaXeHHs, TUM Oinbie, mo bepHCTaiiHa 3BUHYBauyBaldM sIKpa3 y HaJIMIpHIN
OCOOHUCTICHIM MO3HUIII1, Yepe3 Ky BiH JO3BOJSB COO1 HIOUTO «OJIFO3HIPCHKI» pedl. Y
oMy ceHcli 11es1 cuMonii Jleonapaa bepHcTalina Hemae aHaJIOTIB B 1CTOPII.

VY poboTi Big3HAYAETHCA, MO XYAOXKHIM TEKCT, HamucaHui bepHcTaitHOM
st cuM@onii «Kaainn, HeoJHOPa30BO NEPEPOOISABCS KOMIIO3UTOPOM MPOTITOM

JIOBrOr0 TEpioly 4yacy, HE JAar04d HOMY CIPaBKHBOTO TBOPYOTO 3aJ0BOJICHHS. |
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ToAl bepHCTailH 3BEpHYBCS 13 MPOXAHHSIM JIO CBOTO Jpyra — amMepUKaHCHKOIO
MMCbMEHHHKA, MIXKHApOIHOTO aJiBoKaTa, pagHuka [xona Kennesi ta KOJIUIIHBOTO
B’SI3HA TPbOX HAIUCTChbKuX TabopiB Camyens [lizapa Hamucatu HOBHM TEKCT 110
roro cumdoHii.

OcHoBoro aBTOpCchKOi KoHIeniii Tperroi cum@oHii cTama MOMHHAIbHA
€BpEChKa MOJIMTBA KA (Bi 1yd.-apaMm. W TP — «CBATUNY), SIKY 3@ TPAJAHIIIEIO
1yJiel YnTaloTh Ha 3rajky Ipo OJM3bKOro poAvYa MPOTITOM OAWMHAALSTH MICALIIB
micist Woro cMmepti. BukoHaHHS 1i€i 3amoBifl pO3MIIAJAETHCS SK JaHWHA TOBAaru
MOKIHHOMY OAaTbKOBI. Y CTPYKTYPHOMY BIJHOIIEHHI KaJJill € HEPUMOBAHUM
BIpIIEM, CKJIQJICHUM apaMenChKOI MOBOIO Ta MMOOYJOBaHUN HAa AacOHaHCaX 1
yiTkKOMy putmi. BaxnuBo 3a3Hauntd, 1o Yy TpakryBaHHi JI. bepHcraiina
TPAIUIIMHUN 3MICT MOJUTBH KaJiIl HABITh BIJIJIAJICHO HE Harajaye MOMHHAJIbHI
puTyanu. 3aMiCThb BHPAXEHHS TOpsl €Bpei B ypOUMCTIH, TNIMOOKO OCOOMCTIM Ta
IIPOCBITJIEHIN MaHepl ocniBYI0Th ['ocnoa.

Y cumdonii «Kagmim» JI. bepHcTaiiH BucTymnae sk HOCIM CTap03aBITHOI
JIyXOBHO1 TpaauIli, i SIKOrO AY>KE€ BaXJIUBHUM € MpsaMuil mianor i3 borom. ¥V
poMy cakpaibHoMy CHIJKyBaHHI aBTOp KUAAa€ BUKIUK BceBuimHboMy, OyHTYE
npotu Heoro, noknanae Ha bora BiAMOBIabHICTh 32 HASIBHICTH 3J1a 1 CTPaXKAaHHS
y CBITi, 3a Te, IO JIIOJIMHA CMEPTHA. 3a XYAOXKHIM 3aTyMOM KJIIOYOBY POJb Y
npamatyprii cumownii Bigirpae Crikep (po3MOBHA POJib), SIKOMY JOpyY€HA MicCis
npsaMOTO 3BepHEHHS 10 bory. LleHTpanpbHUM NHTaHHSAM, Kpi3b MPU3MY SKOTO
PO3IIIAIA€THCA My3UYHA JIpaMaTypris Ta KaHPOBO-KOMIO3UIIIHHI HOBaIlii TpeThoi
cuMm@oHii, € npobrnema teoaurei («BunpaaanHs boray): «Jle 6yB bor Big yac
Karactpodpu 1 sik BiH Mir He 3apaguTH CTpaKIaHHAM MIJbHOHIB O€3HEBUHHUX
JTHOAEN?».

Tperss cumdoHiss Mae ckiIaaHy KOMIO3ULIMHY OyaoBy. OCHOBHI Tpu
YaCTHHHU YCKJIAJHEHI J0JIJaBaHHSIM XOPOBOI MOJIUTBHU Ka Il HA 1BPUTI, sIKa 3a3HA€
paauKaIbHOTO MEPEOCMUCICHHS Bil ekcrmo3uilii 1o ¢inany (I vactuna — Invocation
/ Kaddish I; II wactuna — Din-Torah / Kaddish II, III gactuna — Scherzo / Kaddish

I11 / Finale). 3aBepiyerbesi CUMQOHIS CUMBOJIIYHOIO OOIISTHKOO JIoAuHK 1 bora
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«Ctpaxaatu Ta TBOpUTH oauH oxHOro» («Suffer, and recreate each other!»).

BenuunuM y3arajibHeHHs (PYHJIaMEHTAJIbHUX MOPAJIbHO-€TUYHUX 3acaj
TBOpuocTi JI. BepHcTaiina cTaB TpUYACTHHHMNA LUKII JIJIS1 3MILIAHOTO XOpY, CONICTa
Ta opkecTpy «Uwmyectepchki ncaiMu», Skl OyB cTBOpeHud y 1965 poii Ha
3amoBieHHs Y.lacci nmns  xopoBoro  ¢dectuBamio y  UudectepchbKomy
kadenpanpHoMy cobopi (rpadecrBo Caccexc, Amnrmis). TBip, Hanmucanwii i3
BUKOPHUCTAHHSAM TEKCTIB Ha 1BpUTI, OYB 3YCTPIHYTHM ClyXadyaMH Iy>K€ TeIUIo 1
BiJIpa3y * YBIMIIOB /10 penepryapy 0araTb0X XOpOBUX KOJICKTHUBIB.

«YUmuectepcbki mcanmmu» JI. bepHcTaiiHa po3BUBAIOTH TEHICHIUIO 0
OCYYaCHEHHS KaHTaTHO-OpaTOpIalbHOTO JKaHPY. 3aBISKH IE€PEOCMUCICHHIO
NCAaJIMOBOI  TpajMIl KOMIIO3UTOPY BAAJIOCA BIOAOOpa3WTH HAWTOHIN  Ta
HallakTyalpHIII MpoOJeMH CydacHOTO HMOMYy aMEpPUKaHCBKOTO  COLIyMYy.
«Umuectepcbkl  mncanmu»  JI. bepHcTaiiHa  BIIPI3HSIOTBECA — ApaMaTypriyHOIO
IUTICHICTIO Ta IHTOHAIIWHOIO €AHICTIO. My3HUKa MICTUTh CTHUJILOBI ajlio3ii pi3HUX
€loX — TIEPEOCMUCICHUA CEpPEeIHbOBIYHUI OpraHyM Yy BCTYyMi, €JIE€MEHTH
donbkiopy (TaHeup Ha 7/4) y mepiuiid YaCTUHU, TEXHIKY KOHTPAnyHKTY (1HBepcCld
TEMU y TEpIiid YacTHHI, KaHOH Yy JAPYTii), Ot030By XpOMAaTUKY Ta 1yAEHCBHKY
MEJIOJIMKY B JPYrid YacTWHI, POMAHTUYHY KaHTWIEHY (iHaidy, Xopal B KOJIl.
«YUunuecrepebki ncanmu» JI. bepHcTaiiHa, yusg My3WYHAa CTUJIICTHUKA MPEICTABIISE
YHIKaJIbHHUH CIJIaB €JIEMEHTIB MIO3UKITY, JIKa3y, 1aBHbOEBPEMCHKOI CUHArOrajabHOi
MY3UKH Ta 3ac00IB Cy4aCHOI KOMIO3UTOPCHKOI TEXHIKHU, € SICKPAaBUM MPUKIAIOM
aBTOPCHKOTO MIIXOly /10 TPAKTyBaHHS JKaHPY NcaIMa.

VY BHCHOBKax HayKOBOTO OOIPYHTYBaHHS Yy3araJibHIOIOTHCS aHAJTITHYHI
CIIOCTEPEXKEHHS II0A0 NUIAXIB Ta crnocoliB pobotu Jleonapna bephcraitna 13
CTapO3aBITHOIO JYXOBHOIO Tpaauli€lo. 30KpeMma, akKUEHTYIOTbCA HACTYIHI
MOJIOKEHHS:

— cuM@onis Ne 1 «Epewmisi», cumbonis Ne 3 «Kammaimy, «Yudectepchbki
TICAJIMU» € HE JIUIIE HOBATOPCHKMMHU 3a 3MICTOM, aje i caMoOyTHIMHU 3a (HOPMOIO
Ta My3UYHOIO MOBOIO ITUKJIAMU;

— CBSILIEHHA pealbHICTh Y AYXOBHiM TBopuocTi JI. bepHcTaiiHa BTUIOETHCS
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K 3a JIONIOMOTOI0 TPAIUIIAHUX — BU3HAYEHUX CHHATrOTAIbHOIO MPAKTUKOI —
My3UYHUX TPUHAOMIB, Tak 1 3aco0aMu Cy4yacHOI MY3WYHOI MOBH: Y TBOpax
BiIOYBAETHCS CTUITI3AIlISI CTAPO3aBITHUX JTyXOBHUX ITICHECITIBIB, TOETHAHHS P13HUX
CTHJIIB Ta HaMPsIMKiB (POK, JI’Ka3, KaHTP1, TyXOBHUH XOpaJj TOIIIO);

— JIyXOBHUM TBOpaM KOMIIO3UTOpa TMpUTaMaHHa 0araroliapoBiCTh
BUCJIOBJIIOBAHHS: TPH 30€pEKEHHI «BUCOKOTO» IIapy 3MICTY, IO TPAHCIIOE
CBAILEHHI CMUCIH, O CIOBECHOI Ta MY3MYHOI TKaHWHU BKJIIOUAIOTHCS CMUCIOBI
I1apH, siKi CIiBBIHECEH] 31 371000/IECHHUMU MpoOIeMamu;

— 30epirarouu KJIACUYHUN MPUHIIAIT KOHTPACTY K OCHOBHU JPaMaTypriyHOTO
po3ButTKy, JI. bBepHCTailH BUXOAUTH 3a MEXI1 TPAAUIIINHUX >KaHPIB; y BCIX TPHOX
TBOpaxX MOKHa KOHCTaTyBaTH TpaHC(HOpPMAII0 *AaHPOBOro Hayvaja (HanOlibIlIa
TpaHchopmarlis xapakrepHa st cumboHii «Kagmimny).

Takum 4yMHOM, y POOOTI MIATBEPAKYETHCA Te3a MPO Te, MO0 CUM(POHIYHA
TBOpuicTh JI. bepHcTalina mpencrasisie co00r0 camMOOYTHIO, BIIKPUTY >KaHPOBO-
CTWJIbOBY CHCTEMY, B AKI Ha PIBHI 3 aBTOPCHKUM IEPETBOPEHHSIM TPAIUIIHHUX
YKaHPIB CIIOCTEPIraeThCcsd aKTUBHA MOIIYKOBAa poOOTa y HANpPSAMKY 3HAXOJKEHHS
HOBHUX KaHPOBUX (HOPM.

KurwouoBi ciaoBa: iynaizm, cumdoHIYHA KOHIIEMIIS, TeaTpalizallis, Xop,

1cajgoM, JyXOBHA MpoOIeMaTHKa, KaHPOBUM CUHTE3.
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Relevance. One of the most outstanding musical figures of the USA — a

professor, composer-experimenter in the field of both popular and academic art,



Leonard Bernstein is rightfully considered a key figure in the history of American
musical culture of the XX century. Composer, conductor, pianist and teacher of
Jewish-Ukrainian origin, Bernstein belonged to artists with a pronounced creative
individuality: spontaneous temperament, desire for color and dynamism in music
combined with the depth and scale of the composer's symphonic thinking.

L. Bernstein lived his life in dialogue not only with the audience, but also
with God. This "highest-order dialogicity" manifested itself in a strange way in
Bernstein's natural attraction as a musical dramatist to theatricality. The artist
emphasized that his main motivation for creating compositions was
"communication”, and that all his compositions can in a certain sense be
considered "theatrical” opus. L. Bernstein's idea of transforming a musical
composition into a theatrical performance was most vividly manifested in opus
devoted to spiritual issues — the symphonies "Jeremiah", "Kaddish" and the cycle
"Chichester Psalms". Contemporaries desperately tried to fit these conceptually
complex compositions of the author into generally accepted frameworks, but
Bernstein's genre "experiments" inevitably led critics to a dead end. Therefore, the
relevance of the chosen research topic is determined by the need to determine the
genre and image-content essence of vocal-instrumental compositions of spiritual
issues in both scientific and performing aspects.

The presented justification emphasizes the fundamental importance of the
philosophical and religious views of Judaism for the musician. The author
emphasizes the idea that this deep religious basis formed a specific “spiritual aura”
and the main problematic vectors of the composer's work. Bernstein perceived the
history of his people and his own life in an inseparable unity. The understanding of
life as a service, the complete subordination of the whole human being to it give
the image of L. Bernstein unique features and make his work a perfect mystery for
the rational mind.

Like his co-religionists, Bernstein was convinced that the events of the
present are a direct consequence of what happened before. The milestones of

Jewish national history, such as the Old Testament exodus from Egypt, the
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massacres of medieval Toledo, or the tragedy of the Holocaust, are perceived by
every Jew as events of their own life. This exceptional orientation of consciousness
gave rise to many specific features of Bernstein's Jewish mentality, helping to open
the door to the sacred space of the composer's symphonic concepts.

On the basis of documentary evidence and a wide range of memoirs, the
paper explores the key aesthetic principles of the composer's work and reveals
Bernstein's moral and ethical priorities. In particular, it is emphasized that the need
to get to the deep roots of human psychology prompted the composer to study
various religious practices: from Jewish to Christian and Buddhist. As a result, the
artist considered music and its meanings in the organic interconnection of
philosophy, history, philology, linguistics, aesthetics, literature, and even politics —
as a single integral system.

Special attention is paid to a review of Bernstein's key opuses on Jewish
themes. It is emphasized that the composer turned to religious issues mainly under
the influence of the tragic events of his life. For example, the 1981 "Halil",
Nocturne for solo flute with piccolo, alto flute, percussion, harp, and strings, was
written in memory of the nineteen-year-old Israeli flutist Yadin Tenenbaum, who
was killed in 1973 during the Yom Kippur War. The third symphony, “Kaddish”
(1963), was composed immediately after the assassination of Bernstein's close
friend, President John F. Kennedy. It can be stated that Bernstein's key
compositional opuses became the master's fateful response to the changes taking
place in the world around him, including the tragedy of the Holocaust, World War
I1, the conflict in Vietnam, the spread of countercultural movements, etc. In this
context, Bernstein's vocal and symphonic compositions are still perceived as a kind
of “mirror” of his time, a concentrated reflection of the “spirit” of American
culture in the mid-twentieth century.

The composer's first symphony, “Jeremiah”, became a significant
composition containing Jewish themes. The very title of the composition refers to
the image of the great prophet Jeremiah and the three books of the Old Testament:

The Book of Jeremiah, the Epistles of Jeremiah, and Lamentations of Jeremiah. An
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important feature of the symphony “Jeremiah” is that all three parts have program
titles: “Prophecy”, “Profanation” and “Lamentation”. The semantic dominant that
unites all three parts is the motif of repentance and the inevitability of punishment
for unbelief. The musical material of the program symphony “Jeremiah” is based
on the stylization of Jewish spiritual songs. A characteristic feature is the presence
of variable meters inherent in asymmetrical Jewish recitation. The musical
language of the symphony is also characterized by the dominance of the minor
scale. This key coloration often appears in Jewish liturgical music, and Bernstein
skillfully uses it to enhance the sense of chaos and destruction. The composition
“Jeremiah” does not have a positive conclusion in the ending. The author's story
does not end after the destructive denouement — the final phrases of the symphony
bring the listener to the idea of the eternal search for God as the only saving force
on earth. The issues of faith, spiritual stability and the global crisis that engulfed
humanity in the midst of World War Il are raised in Bernstein's First Symphony on
a planetary scale.

Bernstein's Third Symphony “Kaddish” is a full-scale expression of the
tragic theme of the Holocaust. The concept of the composition is extremely
complex due to its theocentric nature. Everything that happens in the music is
deeply rooted in the philosophy of Judaism. The author speaks out loud about the
hidden, even “forbidden” problems of humanity from the point of view of the
Christian faith. Starting from the theme of punishment for universal crimes, the
composer raises a number of problems related to the concepts of honor, dignity,
sin, doubt, and ultimately the meaning of life. It is difficult to name a more
polemical composition in terms of form and idea created in the era of modern
history.

The theme of faith and its power becomes the main meaningful factor for all
participants in the musical action, including both performers and listeners. It is the
generalization of the artistic idea in the “Kaddish” symphony that makes it
impossible for the composer to express himself personally in music — there is not

and cannot be anything purely personal in the united spiritual aspiration of all
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Jewish believers. Bernstein seems to speak on behalf of everyone at once — the
composer is concerned with the fate of the entire nation. The paper emphasizes that
the Third Symphony is like a confession, but a global confession, as if an entire
nation is standing before the Almighty. The absence of the composer's personal “I”
in the composition makes a stunning impression, especially since Bernstein was
accused of being too personal, which is why he allowed himself to do allegedly
“blasphemous” things. In this sense, Leonard Bernstein's idea of a symphony has
no analogues in history.

The work notes that the artistic text written by Bernstein for the “Kaddish”
symphony was repeatedly reworked by the composer over a long period of time,
without bringing him real creative pleasure. And then Bernstein asked his friend,
the American writer, international lawyer, counselor to John F. Kennedy, and
former prisoner of three Nazi camps, Samuel Pisar, to write a new text for his
symphony.

The author's concept for the Third Symphony was based on the Jewish
memorial prayer kaddish (from the Hebrew w»p — “holy”), which Jews
traditionally recite in memory of a close relative within eleven months after their
death. The fulfillment of this commandment is seen as a tribute to the deceased
parent. In structural terms, kaddish is a non-rhyming poem composed in Aramaic
and built on assonances and a clear rhythm. It is important to note that in
Bernstein's interpretation, the traditional content of the kaddish prayer does not
even remotely resemble memorial rituals. Instead of expressing grief, Jews praise
the Lord in a solemn, deeply personal and enlightened manner.

In his symphony “Kaddish,” Bernstein acts as a bearer of the Old Testament
spiritual tradition, for whom direct dialog with God is very important. In this
sacred communication, the author challenges the Almighty, rebels against Him,
and makes God responsible for the existence of evil and suffering in the world, for
the fact that man is mortal. The key role in the symphony's drama is played by the
Speaker (a speaking role), who is entrusted with the mission of directly addressing

God. The central issue through which the musical drama and genre and
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composition innovations of the Third Symphony are viewed is the problem of
theodicy (“justification of God”): “Where was God during the Catastrophe and
how could He not help the suffering of millions of innocent people?”’

The Third Symphony has a complex compositional structure. The main three
parts are complicated by the addition of the Hebrew choral prayer kaddish, which
undergoes a radical reinterpretation from the exposition to the finale (Part | —
Invocation / Kaddish I; Part Il — Din-Torah / Kaddish II, Part Il — Scherzo /
Kaddish 111 / Finale). The symphony ends with the symbolic promise of man and
God to “Suffer, and recreate each other!”

A majestic generalization of the fundamental moral and ethical principles of
Bernstein's work is the three-part cycle for mixed choir, soloist and orchestra
“Chichester Psalms”, which was created in 1965 by order of Walter Hussey for the
Southern Cathedrals Festival in Chichester Cathedral (Sussex, England). The
composition, based on Hebrew texts, was warmly received by the audience and
immediately became part of the repertoire of many choirs.

“Chichester Psalms” by L. Bernstein develops the tendency to modernize the
cantata-oratorio genre. By rethinking the psalmic tradition, the composer managed
to reflect the most subtle and urgent problems of contemporary American society.
"Chichester Psalms" by L. Bernstein is characterized by dramatic integrity and
intonational unity. The music contains style allusions of different eras: a
reinterpreted medieval organ in the introduction, elements of folklore (dance in
7/4) in the first part, counterpoint technique (inversion of the theme in the first
part, canon in the second), blues chromatics and Jewish melody in the second part,
romantic cantilena in the finale, and chorale in the coda. “Chichester Psalms” by
L. Bernstein, whose musical style is a unique fusion of elements of musical, jazz,
ancient Jewish synagogue music and modern compositional techniques, is a vivid
example of the author's approach to the interpretation of the psalm genre.

The conclusions of the scientific substantiation summarize the analytical
observations on the ways and means of Leonard Bernstein's work with the Old

Testament spiritual tradition. In particular, the following provisions are
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emphasized:

— symphony No. 1 “Jeremiah”, symphony No. 3 “Kaddish”, “Chichester
Psalms” are not only innovative in content, but also original in form and musical
language cycles;

— the sacred reality in L. Bernstein's spiritual work is embodied both with the
help of traditional musical techniques defined by synagogue practice and by means
of modern musical language: the compositions include stylization of Old
Testament spiritual hymns, a combination of different styles and trends (rock, jazz,
country, spiritual chorale, etc.)

— the composer's spiritual compositions are characterized by a multilayered
expression: while maintaining a ‘“high” layer of content that conveys sacred
meanings, the verbal and musical fabric includes semantic layers that are
correlated with topical issues;

— preserving the classical principle of contrast as the basis of dramatic
development, L. Bernstein goes beyond the traditional genres; in all three
compositions, one can note the transformation of the genre principle (the greatest
transformation is characteristic of the symphony “Kaddish”).

Thus, the study confirms the thesis that L. Bernstein's symphonic work is an
original, open genre and style system, in which, along with the author's
transformation of traditional genres, there is an active search for new genre forms.

Key words: Judaism, symphonic concept, theatricalization, chorus, psalm,

spiritual issues, genre synthesis.
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THOOPMALIA ITPO AITPOBALIIO PE3YJIBTATIB JOCILKEHHA

HaykoBe oOrpyHTyBaHHSI TBOPYOTO MHCTELBKOIO IPOEKTY OOTOBOPEHO Ha
3acilaHHsIX Kadeapu XOpOBOro AUPUTYBaHHA. Marepianu  JOCHIKEHHS
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