24 ISSN 2524—0447. Mysuune mucmeymeo i kyasmypa. 2020. Bunyck 30 kuuea 1

3. Dugina T. (1998) Some features of harmonious movement €. Stankovych in “Symphony of Pastorals”
(before feeding about the synthesis of sound technology). Ukrainian music knowledge. K.: NMAU imeni
P.I. Tchaikovsky, V. 28. S. 173-181 [in Ukrainian].

4. Zinkevich E. (2012) About the present, about the past reflects Yevgeny Stankovich in conversations
with Elena Zinkevich. Nizhyn: Publisher PE Lysenko M.M. [in Ukrainian].

5. Kolisnik O. (2017) Movno-stylova self-integrity chamber-instrumental music. Stankovych:
a dissertation on the health of the scientific level of the candidate of the mystical exaltation. Lviv
[in Ukrainian].

6. Kolosovich A. Style of early symphonic works by E. Stankovich: on the application of “Symphony”.
Ukrainian musicology: science-methodical zbirnik NMAU im. P.I. Tchaikovsky. V. 37. URL:
http://musicology.com.ua. [in Ukrainian].

7. Lunina A. (2013) Chamber format of creativity of E. Stankovich: at the “crossroads of picture-
landscape”, “visualization”, at “cinematographic imag” and “new simplicity”. Actual problems of mystical
practice and mystical science. V. 5, P. 141-147 [in Ukrainian].

8. Lunina A. (2013) The paradigm of Yevgeny Stankovich’s style: metamorphoses in the context
of unity (on the example of chamber music). Musical mystery. V. 13. S. 149-160 [in Ukrainian].

9. Sirenko €. (2014) Evgen Stankovic. Concert for violin with orchestra No. 2: special features of the
author’s interpretation of the genre. Visnik NAKKKiM. Ne 3. S. 225-229 [in Ukrainian].

10. Khashchevatska S. (2008) Instrumental knowledge. Vinnitsya: Nova Kniga [in Ukrainian].

UDC 78.01 + 78.03 + 782
DOI https://doi.org/10.31723/2524-0447-2020-30-1-4

Tetiana Oleksandrivha Kaznacheieva
ORCID: 0000-0002-8692-2844
Ph. D. in Arts, Assistant Professor at the Department
of Common and Specialized Piano
Odessa National A. V. Nezhdanova Academy of Music
itaniamusic @gmail.com

THE GENRE FEATURES OF THE POLONAISE
IN POLISH AND UKRAINIAN OPERA OF THE XIX CENTURY

Research objective. The study is aimed at considering and comparing the features of the embodiment of the
genre features of the polonaise in Polish and Ukrainian opera of the XIX century. The different versions of the
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the implementation of this dance genre. Conclusions. Consideration of the stage embodiment of the polonaise
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European countries. Since this dance genre vividly reflects the characteristic differences and special expressive
features, characteristic of the Polish ethnic group, composers use its elements to create a typical, generalized
image. Using familiar, traditional techniques of this dance (tempo, triple meter, rhythmic pattern, type of textured
presentation), composers transform them into musical and dramatic means of the opera performance, which
ultimately form a vivid, characteristic national image. Quite often a synthesis of choral and dance genres is
formed in operas: the orchestra performs the main theme of the polonaise simultaneously with the choir. The
polonaise is a unique genre of Polish dance art, concentrating characteristic mental features; it is a powerful
expressive means of the musical and general drama of the opera; quite often it acquires a meaning of a leit-genre.
The rhythmic originality and emotional fullness of the polonaise genre allow it to preserve its relevance in the
latest examples of the world musical art.
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Kaznauecea Temsana Oaexcandpiena, kanouoam MucmeymeosHascmed, 0OUeHm Kageopu 3aeaibHo20 ma
cneuyianizosaroeo gopmeniano Odecvkoi HayioHarbHOi My3uuHoi akademii imeni A. B. Hexcoanoeoi

Kanposi osnaxu noaonesy e noavcokiii ma ykpaincokiii onepi XIX cmoaimms

Mema pobomu. JlocaioxnceHHs CMpAMOBAHO HA PO32Asi0 MA NOPIGHAHHSA 0COOAUBOCMEl 8MINCHHS JNCAHPOBUX
03HAK NOAOHE3Y 8 NoAbCbKill ma ykpaincokii onepi XIX cmoaimms. Poseasnymo pisui éapianmu noxoodiceH-
HA Ubo2o maruio. Memodoaozia 00cAiONCeHHA CKAadaeEMbCA 3 NOEOHAHHS ICMOPUUHO20, AHAAIMUYHO20 MA
NOPIBHANBHO20 Ni0X00i8, W0 HAOAE MONCAUBICMb POUUPUMU VSABACHHS NPO 3HAYEHHS JCAHPY NOJAOHE3Y 8 PO3-
BUMKY 3aeanbHoi ma my3uuHoi dpamamypeii onepnoeo meopy. Haykoea noeusna noaseae y euceimaeHui ma
3icmaenenHi NPUHUUNIG 8MINeHHS NOAOHe3Y HA NPUKAadi 3paskie noavcbkoi ma ykpaincvkoi onepu XIX cmo-
aimms. Ananiz eminenns noaouesy 6 onepax «lanvka» C. Mourwwia, «Ocada y6no» I1. Cokanvcokoeo ma
«Tapac Byavba» M. Jlucenka 0036045€ okpecaumu cniabHi éapianmu peanizayii yb02o MaHuO8aAbHORO JHCAHPY.
Bucnoexu. Poszensno cueniunoeo eminenns noaouesy 6 onepax XIX cmoaimms 003604s€ 3pobumu 8UCHOBOK NPO
11020 3HAUYWICMb V PO3BUMKY MY3UHHOI KyAbmypu €8ponelicbkux Kpain. OcKirbku noaoHe3 ACKpaso eidobpa-
JHCaA€ XapaKmepHi GiOMIHHOCMI 0COOAUBI eKCNPeCUBHI pucu, AKIi 6Aacmuéi NOAbCbKOMY eMmHOCY, KOMHO3UMO-
PU GUKOPUCMOBYIOMb 11020 eAeMeHmMU 045 CMEOPEeHHs MUN08020, Y3aedabHeH02o 00pa3y. 3eutuni, mpaouyitii
051 manyro nputiomu (memn, mpuooOAbHICMb, PUMMIYHULL PUCYHOK, MUN (PAKMYPHO2O 8UKAADY) KOMNO3UMO-
DpU MpaHcoopmyoms y My3UHO-0pamamypeiyii 3acoou onepHoco CNeKmaxaio, AKi 6 pe3yasmami Qopmyroms
ACKpasuil, Xapakmepuuil HayioHalbhuil oopas. locums 4acmo 6 onepax ymeopHEMbCs CUHME3 XOP0B02o i
MAHYH08ANbHO0 IHCAHPIG: 600HOUAC 3i 36YUAHHAM XOPY OPKeCMmp 8UKOHYE OCHOGHY memy noaoHe3y. Ilonones —
VHIKQAbHULL JICAHDP NOALCOKO2O MAHUIBANbHO20 MUCMEUMEAd, W0 KOHYEHMPYE XapaKmepHi MeHmanvHi pucu, €
NOMYMICHUM BUPA3HUM 3ACc000M MY3U4HOI ma 3aeanvHoi dpamamypeii onepu ma docums yacmo Hadysae 3Ha-
ueHHs Aeumocanpy. Pummiuna nenosmopmnicmo, emoyiiina HanoeHeHiCMb JHCaHpy NOAOHE3Y 00360AAI0Mb UOMY
30epeemu c6010 AKMYANbHICMb Y HOGIMHIX 3DA3KAX C8IMO0B020 MY3UYHO20 MUCHEYmMEa.

Karouosi crosa: nosones, maHyro8aivHuil Jcamp, onepa, Aeumamucamp.

Kaznaueesa Tamvana Aaexcandpoena, kanoudam uckyccmeogeodeHus, OoueHm Kageopvl o00we2o u
cneuuaiu3uposanHoeo gopmenuaro O0ecckoil HAUUOHANLHOU MY3bIKAAbHOU akademuu umeru A. B. Hexcoanosoli

Kanpoevte npuznarxu noaonesa 6 noavckoil u ykpaunckoii onepe XIX 6exa

Ileav pabomut. Hccnedosanue HAnpaeieHo HA paccMOMpeHUe U CPasHeHue 0CO0eHHOCmel 60NAOWeHUs
JCAHPOBLIX NPUBHAKO8 NOAOHE3A 8 NOALCKOU U YKkpaunckou onepe XIX eéexa. Paccmompennl pazauutvle 8apuan-
Mol npoucxoxcoeHus dannoeo manya. Memodoaoeus uccaedosanus cocmoum u3 coeOUHeHUs UCMOPUHecKoeo,
AHAAUMUYECK020 U CPABHUMENbHO20 NO0X0008, NO360ASIOUWUX PACUUPUMb NPeICmasieHue 0 3HAYEHUU HCAHPA
noAoHe3a 6 pazeumuu 00uwel u My3viKaibHOU Opamamypeuu onepHoeo npouseedenus. Hayunas noeusna 3axaro-
Yaemcst 6 0C6eueHUU U CONOCMABACHUU NPUHUUN0E GONAOWCHUS NOAOHe3a HA npumepe 00pa3yoé NoAbCKOU U
ykpaunckou onepvl XIX eexa. Anaauz eonsowenus noaouesa 6 onepax «larvka» C. Moniowko, «Ocada /IyoHo»
11. Cokxonvckoeo u «Tapac Byavoa» H. Jlvicenko nossoasem onpedesums ooujue 8apuaHmol peaiu3ayuu 3mozo
manyesanvoeo icaupa. Boteodvr. Paccmompenue cueHuueckoeo eonnoujeHus noaoxeza 6 onepax XIX eexa
noseonsem coeiams 6bl600 0 €20 3HAYUMOCMU 6 DA3GUMUU MY3bIKAAbHOU KYAbMYpPbl €8PONEUCKUX CMPAH.
Tlockonvky noaoues apko ompasicaem XapaKkmepHoie OMAUYUS U 0COOble IKCAPECCUBHbIE Yepmbl, CEOLICMEECHHbLE
HOABCKOMY SMHOCY, KOMNO3UMOPbL UCNOAB3YIOM €20 dAeMeHMbL 045 CO30aHUsi MUNUYHO20, 0000UeHH020 00pasa.
[Ipumensin npusviunble, MpaouyuoOHHble 04 MAHYA npuemsl (Memn, mpexooabHOCMb, PUMMUYECKUN PUCYHOK,
mun aKkmypHo2o Uznodcerus), KoOMnO3Umopsl MpaHcQopmMupyrom ux 6 My3vlKaibHo-0pamamypeuqeckue cpeo-
CcMea ONepHO20 CNeKMAakKkAs, opmupyrouue 6 umoee ApKULl, XapaKmepHvli HayuoHAAbHbIL 06pa3. Jocmamouto
Yacmo 6 onepax oOpaszyemcs CUHmMe3 X0P08020 U MAHUECBANbHO20 HCAHPOB: 0OHOBDEMEHHO CO 38VHAHUEM X0OpPA
OpKecmp UCNOAHSAEM OCHOBHYH) meMy noaoHe3a. Tloaone3 — YHUKAAbHBLI JCAHP NOABCKO20 MAHUEEANbHO0 UC-
Kyccmea, KOHUeHmMPUpYWU XapaKmepHole MEHMAAbHble Yepmbl, S8A1eMcs MOUWHbIM 8bIpA3UMENbHbIM Cped-
CMEOM MY3bIKAAbHOU U 00well opamamypeuu onepsl, 00CMAMOYHO YACMO NPUOOpemaem 3Havenue Aellmmyicaupa.
Pummuueckas Henosmopumocms, IMOYUOHANLHAS HANOAHEHHOCHYb JICAHPA NOAOHE3ad NO360ASHM eMy coXpa-
HUMb CE0H AKMYAAbHOCMb 6 HOGEUWUX 00pa3Uax MUPOBO2O MY3bIKAAbHO20 UCKYCCMEA.

Karoueevte caosa: noiones, maHyeanbHblll JCAHp, onepa, ACUMMCAHp.

Relevance of the research topic. The polonaise is quite often associated with the cultural and
national dance heritage of Poland. The triumphal flowering of the genre appeared in the XIX cen-
tury, when the monarchs from east to west of Europe opened all their balls with this dance. The
magnificent examples of the polonaise in operas and ballets of this period belong to composers of
various national schools.

Currently many traditions associated with the polonaise are preserved both in Poland and in
other European countries. Every year in Warsaw, a polonaise procession takes place. Warsaw pol-
onaise procession is associated with the anniversary of the restoration of Poland’s independence
and is a permanent solemn event (similar events take place in Lublin, Krakow, on Jasne Blonia
Square in Szczecin and other cities).

In September 2017, during preparation for the 100" anniversary of the restoration of Pol-
ish independence, an open competition for composers was announced at the initiative of the
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Chairman of the Warsaw City Council. Its subject was the writing of solemn “Warsaw Polonaise for
an Independent Poland”, which would contain the best traditions of the genre while maintaining
the convenience of performing choreography elements. The interest in the competition turned out
to be quite intense: 106 works were received from composers from all over Poland and from abroad.
Sent compositions were evaluated by a commission headed by Professor Krzysztof Penderecki. On
June 4, 2018, the results of the competition were announced during a press conference at the Wed-
ding Palace on Castle Square in Warsaw. In August 2018, the Sinfonia Varsovia orchestra conducted
by P. Kapula at the Concert Studio of the Polish Radio named after V. Lutoslavsky in Warsaw
recorded polonaises that won the competition. In September 2018, the first performance of the work
awarded in the competition took place on the stage of the “Grand Theater — National Opera” (Teatr
Wielki — Opera Narodowa) in Warsaw. Its author is Adam Jozef Falenta [6].

Preservation of interest in the polonaise genre can also be noted in Ukraine. In September
2019, a concert dedicated to the 200" birthday of S. Monyushko was held with great success in
Khmelnitsky, conducted on the basis of a grant from the Polish Ministry of Culture and National
Heritage in cooperation with the Institute of Music and Dance. Soloists of the operas of Kiev and
Lviv, the choir and the Khmelnitsky Philharmonic Symphony Orchestra conducted by R. Revak-
ovich performed fragments of the opera “Halka” (in particular, the Polonaise from the first act).

An analysis of research and publications. Consideration of Ukrainian-Polish relations in differ-
ent areas of art is a relevant topic for scientific research.

Conducting of typological analogies between the directions in the works of Polish and Ukrain-
ian composers finds scientific justification in the work of E. Nidetskaya [4]. M. Bratska considers
the anthropological context of Ukrainian folk dance in Polish written language of the XIX century
[1]. The polonaise as a source of Polish dance tradition is analyzed in the studies of R. Cwieka-
Skrzyniarz [5]. The musical and stage embodiment of the polonaise as a part of the ball scene in
the opera “Dubrovsky” by E. Napravnik is presented by I. Efremova [3].

However, the consideration of the characteristic features of the implementation of the pol-
onaise genre in the context of the analysis of its existence in Ukrainian and Polish operas of
the XIX century has not been the subject of musicology research yet, which makes this article
relevant.

The purpose of the study is to consider the principles of the embodiment of the genre features
of the polonaise in Polish and Ukrainian opera of the XIX century.

Statement of the main material. The Polonaise (French: Polonaise, it. la Polacca) is a dance
genre whose name is of French origin and is translated as “Polish”.

There are several opinions regarding the origin of this dance. Based on the choreographic
structure and musical accompaniment of the earliest survived examples of the genre, the following
variants can be identified.

A definition of the polonaise as a public dance procession is generally accepted. Polish peasant
dance, which preceded its appearance, was of a quadruple meter, performed at rural holidays,
which opened with a slow, “foot” (chodzony) dance [2, p. 368].

On the other hand, many researchers believe that the origins of the dance can go back to the
triumphs of the upper classes of society. According to some evidence, this dance was first per-
formed as part of a dance cadence, a peculiar form of a noble parade in front of a newly elected
King of Poland Henry I1I, Duke of Anjou, in 1574 [5, p. 1].

Musical features of the polonaise were formed in the XVIII century. During the time of Johann
Sebastian Bach, the rhythms of the royal dance were firmly connected with the Polish throne,
being a musical symbol of the power of Augustus 111, recognizable part of the Polish style.

In the XVIII and especially in the XIX centuries, as it was already noted, the polonaise was
widely accepted throughout Europe as an indispensable component of an everyday and ballroom
dance culture. Many celebrations were opened with the polonaise, due to the availability of the
performance of its choreographic elements and mass character.

The main genre features of the polonaise are moderate pace, smooth moves and columned
structure of dancing couples, solemnly passing through the hall. Musical meter — initially it was
quadruple; then a triple meter (3/4) was established. The most recognizable musical features of
the dance are such specific peculiarities of a rhythmic pattern as an accent (often fragmentation)
of the first quarter of a measure and a dashed rhythm.

A typical musical form of the polonaise as an instrumental genre of the XIX century is a com-
plex three-part form with a trio. The main part has a more static character; a virtuoso element was
introduced into the trio. The world-famous masterpieces of the instrumental polonaise belong to
M. Oginsky, M. Shimanovskaya, F. Chopin, F. Liszt, G. Wieniawski.
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In the XIX century, significant examples of the polonaise genre appeared as an important com-
ponent of an opera work.

One of the first examples of the opera genre, in which the polonaise becomes an important
part of drama, is an opera “A Life for the Tsar” (1836) by M. Glinka. The polonaise opens an
expressive and eventful ball scene at the beginning of the second act. There is a brass band accom-
panying dances on the stage. The composer forms an initial characterization of the gentry camp of
the Polish king Sigismund III through the use of the characteristic genre features of the polonaise.
Using a traditional three-part complex dance form, M. Glinka combines dance orchestral rhythm
intonations with a choral part. The first phrase (“God of war after battles”) repeats the theme of
an introduction to the polonaise. We shall note that this theme obtains the motive development
in the third act of the opera.

In the main theme of the polonaise, the meter-rhythmic principles characteristic of the genre
is preserved: fragmentation of a strong beat of the measure in orchestral accompaniment, in a
melodic line there is a dashed rhythm and grace notes. A middle section of the form (female
choir) is a contrast of the previous and subsequent parts. It changes the key, texture of presenta-
tion, the nature of the melodic pattern, which, despite the smooth character, still retains the
dance “final” phrases and a dashed rhythm. In the final climax part, the main theme of the pol-
onaise in the orchestra part is accompanied by two choirs (male and female).

M. Glinka makes such methods, as rhythmic pattern and the type of texture presentation,
which are traditional for the polonaise genre, as new musical and dramatic means. An expressive,
generalized, characteristic national image is formed with their help.

In the history of Polish music, the formation of the opera genre is associated with the name of
Stanislav Monyushko. In the opera “Halka” (the first edition — 1848, the second — 1858) based on
the libretto by V. Volsky based on his poem “Halyshka” and a dramatic painting by K. Vuytsitsky
“Goryanka”, the composer recreates vivid national dance images of the Polish people.

The influence of the dance genres on the drama of the opera should be noted. A great dance
form becomes an organic part of the form of the entire opera. Its first episode is the polonaise
following the orchestra overture.

The dance is characterized by a clear classical structure, however, instead of the most typical
three-part polonaise form the composer uses the rondo form.

The orchestral introduction into a dominant key draws attention to the fanfare intonations of
wind instruments that set a solemn tone for the entire section. Individual dance rhythm into-
nations appear gradually, alternating with a thematic melody. The main key of the polonaise —
D-dur - begins to establish itself gradually, prepared by triplets and tremolo in the orchestra part.
In the initial episode of the stage action, as directed by the composer, couples circle around the
front hall of Stolnik’s house, performing the polonaise.

The main theme of the polonaise, set forth in the choir part and supported by the orchestra,
expressively demonstrates dance rhythm intonations. Solo and duet parts (Dzemba, Stolnik) are
also based on the material of the main theme and are constantly accompanied by the character-
istic rhythm formula of the polonaise (eighth, two sixteenth, then four eighths). Setting the main
key, musical synthesis of the orchestra, choir and vocal ensemble, vividly recreates the joyful
atmosphere of the preparation for the wedding action (“Long live a young couple”). In general,
in the context of opera dramaturgy, mostly due to the characteristic genre features of the polo-
naise, an expressive, generalized image of the upper class of Polish society at the beginning of the
XIX century begins to be formed.

The climax section is prepared by an upward orchestra passage, striving for a tonic key and
creating tension in stage action. The excited cues of all the actors in the scene, an imitative prin-
ciple of the development, variant repetitions and dynamic contrasts contribute to the formation
of an expressive musical characteristic of one of the aspects of everyday life of the Polish gentry.

Further, in the orchestra part, the main rhythm formula of the polonaise returns. In the choral
part and among the soloists, it is partially supported, contributing to the creation of a rondo form.
A contrast section of Un poco piu lento is characterized by a greater melody of thematic mate-
rial. Nevertheless, individual dance intonations are preserved and appear in solo and choral parts.
In the final refrain, the polonaise returns to the scene.

It must be emphasized that in the fifth scene of the opera (in Stolnik’s aria) the characteristic
rhythm formula of the polonaise reappears.

Thus, it can be noted that the orchestral introduction, the first scene of the opera is general-
ized by the stabilizing polonaise genre, which is essential in the development of the musical and
general drama of the entire work.
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A vivid, quite diverse embodiment of the “Polish image” is also found in the work of the first
Ukrainian opera composer P. Sokalsky in his opera “The Siege of Dubno” (1878).

The polonaise genre, constantly introduced by the composer since the introduction, going
through the entire opera, acquires the meaning of a leit-genre. The internal structure of the polo-
naise is not quite traditional; the composer offers an original, unique interpretation of this genre.

The dance episode as a whole is characterized by the through development, although it has
internal repetitions. The variability of this construction should be noted. Various polonaise rhythm
formulas are preserved throughout the prologue.

The structure of the main part (C-dur) looks quite original; P. Sokalsky destroys classical dance
squareness, outlining the future inconsistency of drama.

A middle part of the polonaise (As-dur) is distinguished by the nature of the thematic material
(more melodic), another type of dynamics, square structure, and the application of the classical
version of the polonaise rhythm formula. What follows is a tonal but not thematic reprise. There
is a more solid structure. After returning and confirmation of the main C-dur, the reprise con-
tains a number of deviations, marked by the use of the altered chords of the double dominant.
The polonaise code is interesting with a timbre resolution, an original construction according to
the principle of fragmentation.

The composer’s repeated use of the dance rhythm formulas of the polonaise, acquiring the
meaning of a leit-rhythm, is developed in the orchestra part throughout the opera. This is especially
noticeable in the prologue and two scenes of the third act. As a part of the musical characterization
of the heroic-epic image of Taras Bulba, the dance elements anticipate the confrontation.

The method of contrasting two opposite musical images (Polish and Ukrainian) was also
used by N. Lysenko in the opera “Taras Bulba” (1890). By contrasting individual and collective
images, the composer creates the start of a dramatic conflict. The image of the Polish people is
formed due to the musical means typical of Polish dance music.

An interpretation of the dance genres by the composer is interesting enough. The opera does
not use closed, strictly framed dance numbers to characterize the Polish camp. Musical means
typical of Polish dance music were used to create a characteristic national image. These are such
components as the polonaise rhythm formulas, mazurkas, triple meter, short grace notes, dance
“final” turns. The dashed rhythm that characterizes the Polish gentry, in the course of the devel-
opment of the musical drama of the whole opera, acquires the meaning of a leit-rhythm.

Conclusions. Consideration of the stage embodiment of the polonaise in operas of the
XIX century allows us to conclude the significance of this dance genre in the musical culture
of European countries. An analysis of the genre features of the polonaise in the operas “Halka”
by S. Monyushko, “The Siege of Dubno” by P. Sokalsky and “Taras Bulba” by N. Lysenko allows
us to determine general variants for its implementation. Since this dance genre vividly reflects the
characteristic differences and special expressive features, characteristic of the Polish ethnic group,
composers use its elements to create a typical, generalized image.

The polonaise is becoming an important expressive means of the musical and general drama of
the opera, acquiring the features of a leit-genre. Quite often a synthesis of choral and dance genres
is formed in operas: the orchestra performs the main theme of the polonaise simultaneously with
the choir. Using familiar, traditional polonaise techniques (tempo, triple meter, rhythmic pat-
tern, type of textured presentation), composers transform them into musical and dramatic means,
which ultimately form a vivid, characteristic national image.

The polonaise, as a unique symbol of the national Polish dance art, concentrates and helps to
reveal the characteristic mental features of the Polish people, historically formed in the process of
the opera formation. The rhythmic originality and emotional fullness of the polonaise genre allow
it to preserve its relevance in the latest examples of the world musical art.
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IIOETUKA <MYYEHHNITBA CBATOI'O CEBACTbAHA»
K. ZEBIOCCI B PIYUAIIII MICTEPIAJIbHUX ITYKAHb CUMBOJII3MY

Mema pobomu — euseieHHs NOeMUKO-IHMOHAYIUHOI | 0YX08HO-CMUCA080] YHIKarbHOCMI «MyueHuymea
ceamoeo Cebacmouana» K. Jlebrocci 6 pycai micmepiarvHux wiykanv Mucmeumea cumeonizmy. Memodoaoeia
00CAi0MCeHHA MA€E KOMNACKCHUL xapakmep i 6a3yemvcs Ha 00 €OHAHHI 3acad My3UK03HA84020, MUCMEYMBO3-
HAB4020, ICMOPUKO-KYAbMYPOA0IYH020 Ma MIidcOUCYUniinapHoeo docaioncenus. Haykoea woeusna docni-
OJICeHHsI UBHAUEHA 1020 AHANIMUMHUM PAKYPCOM, 30CepedlceHUM Ha chiesionouenHi noemuku «MyueHuymea
ceamoeo Cebacmovsana» 3 0yX08HO-eCMeMUYHUMU HACMAHOBAMU CUMBOAIZMY [ QPAHUY3bKOI KYAbmypu mexci
XIX-XX cmoaimo. Bucnoexu. Pybisc XIX-XX cmonimb y ¢ppanyy3vkitli kKyasbmypi xapakmepusyemocs 04esuo-
HUMU WYKAHHAMU OYX08HOI cymHocmi Oymmsi, 30iliCHHO8AHUMU HA ML PIZHOMAHIMHUX 0YX08HO-(DinocopcbKux
ma cmuavogux cucmem. Ceped 0OCMAaHHIX Cymmeee Micye Hanexncums CUM80AIZMY, NOKA308UMU 03HAKAMU K020
€ MANCIHHA 00 BUULYKAHO20 MemAapopuzmy, CyeeCmueHOCMi, MiCMUYUIMY ma MY3UKAAbHOCMI, CNi68IOHOCHUMU,
30Kpema, 3 peaieitinum ceimocnputinammsam. OOHUM i3 ACKPABUX 3PA3KIE 8I0MEOPEHHS CUMBOAICMCLKOI noemiu -
Ku 6 my3uyi € micmepis «Myuenuymeo ceamoco CebacmosaHa», w0 UHUKAQ HA OCHOBI MBOPHO20 COIO3Y Midc
K. Jlebrocci ma I. 0’ Aunynuyio. Micmepiaavho-cumeonicmebkull 3a0ym yiei eucmasu aneare 0o cumoiosy 0i-
onlliHuX 0xcepen, xpucmusiHCoKoi azioepaii (ncumie cesmoeo Cebacmuvsana), aHmuuHoi mighonoeii (anearoeants
do obpa3zie Anoanona, Adouica, dieu Epieonu), wo 3ymoearoe noaixcanposy npupody meopy, y KoMy 0peaHiuHo
CUHMEe308aHI MeA00eKAaMayisi, maHeyb, chnie, cyeHiuna Ois U IHCMPYMEHMAAbHi enizoou, cKopueosawi 3ady-
mamu dexopauiii i kocmiomie JI. Baxcma, opueinarvHoio xopeoepagicto M. Doxina, opeaHizayiliHum eeHiem
C. Nacinesa i meampanvium mansaumom 1. Pybinwmetin (6uxonaeuys 20106Hoi poni). Opeanika ix €OHaHHsA
00nosHeHa IHMOHAUIIIHOW MO0 Micmepii, wo msaxicie 00 epueopiancbkoi MOHOOIi ma paHHix hopm 6azamo-
eonoccs, eemepoghorii. Y poni npoeioHoeo0 MOMUBY-CUMBOAY BUCMYNAE KGIHMOBA IHMOHAYIA, W0 BUSBASLE NPU-
uemnicmo meopy K. Jlebrocci 00 enubUHHUX OCHO8 €8PONEIICHKOI OYX08HO-MY3Uu4HOi mpaduuii, ii iomeopenHs 6
medxcax cumeonicmcvkoi noemuxu novamxy XX cmoaimms.

Karuosi caoea: cumeonizm, hpaunuyy3vkuil cumeonizm, imnpecionizm, micmepisa, «MyueHuumeo cesamoeo
Cebacmosana» K. Jlebrocci.
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