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MYKOLA LYSENKO: VIOLIN MUSIC

by Lyubov Kyjanovska and Solomia Soroka

Mykola Lysenko (1842-1912) is considered the father of Ukrainian classical music. He was an
excellent concert pianist who received a first-rate musical education. He studied with a Czech pianist
at his home in Kyiv before attending the Leipzig Conservatoire, where his most prominent teachers
included Ferdinand David, Ignaz Moscheles, Carl Reinecke and Ernst Wenzel. His statue now stands
outside the Opera House in Kyiv, and the music conservatoire of Lviv bears his name. There has
recently been a revival of his music in Ukraine, but outside Ukraine his music is practically unknown.
Lysenko wrote in a late-Romantic style common to many late-nineteenth- and early-twentieth-
century composers, with an important difference: his Ukrainian identity was a vital part of his music.
For example, he had the chance of what would have been a career-milestone performance of his opera
Taras Bulba in Moscow but because of the Ems Ukaz of 1876, which prohibited any publication, stage
performance, lecture, or imported publication in the Ukrainian language,' it would have had to be
performed in Russian instead of the original Ukrainian - and Lysenko refused to countenance the
preparation of a Russian version of the libretto.? Most importantly, he was the first ethnographer of
Ukrainian music, and he used the results of his research to varying degrees throughout all his best works.
Lysenko was born in Hrymky, a village near the Dnipro River between Kyiv and Dnipropetrovsk
on 22 March [10 March OId Style] 1842. His father came from an old aristocratic family, tracing
its lineage back to the Cossacks of the seventeenth century. His mother, a Ukrainian educated in
St Petersburg, never spoke Ukrainian, considered a peasant language at that time, and set a course of
study for her son in French, dancing, etiquette and piano. Lysenko’s cousin Elena Pchlika, a Ukrainian
poetess, later wrote: ‘How could it happen that with such an upbringing Mykola became an ardent
Ukrainian patriot?™
! The Ems Ukaz — so called because it was signed by Tsar Alexander II while he was taking the waters at Bad Ems in
May 1876 — extended an 1863 decree by the Interior Minister, Count (Pyotr) Valuyev banning most secular and religious
publications in Ukrainian, or ‘the little Russian dialect’ as it was slightingly dismissed. Valuyev, indeed, argued that ‘the Ukrainian
language never existed, does not exist and shall never exist.
2'The ban on publications in Ukrainian also means that the original versions of many of his songs are missing their texts, too.
* Soviet Russia replaced the Julian calendar with the Gregorian only in 1918.

* Quoted in Tamara Bulat and Taras Filenko, Svit Mykoly Lysenka: Natsionalna Identychnist, Muzyka i Polytyky Ukrajyny XIX-
pochatku XX Ctolittya, Ukrainian Free Academy of Science in the USA, New York, 2009, p. 14.
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In 1852 Lysenko left his village for boarding schools in Kyiv and then Kharkiv. In 1860 he entered
Kyiv University to study natural sciences. The eastern and central parts of Ukraine at that time were ruled
by the Russian Empire, and everything Ukrainian, including language, literature, culture and music, was
suppressed. The Ukrainian spirit was nonetheless strongly present amongst the university students, and
Lysenko enthusiastically joined the crowd. He belonged to a number of Ukrainian student societies and
sang in the Ukrainian church choir. Ukrainian folk-music became his passion. During his first winter
vacation Lysenko began his life-long ethnographical work: collecting and studying Ukrainian folksongs.

An event of considerable symbolic importance for the rest of Lysenko’s creative life was the funeral
of Ukrainian’s national poet Taras Shevchenko® in 1861, at which Lysenko was a pallbearer. Shevchenko’s
poetry sings of freedom for the oppressed, specifically Ukrainians, and Lysenko began setting many of
these poems to music. Beginning in 1862 he organised an annual memorial concert for the poet, and the
funds raised were used to help the poor. His work Elegy in memory of Shevchenko [6] was written for such
an occasion.

After university, Lysenko obtained a post in the civil service, connected with land-ownership for
former serfs, but in 1867 the demand for such work evaporated and he was out of a job. At this point he
committed himself to music completely, and went to Leipzig to study at the conservatoire. During his first
vacation back in Ukraine, he met the singer Olga O’Connor and married her at her estate. In the autumn of
1874 they went to St Petersburg, where Lysenko studied with Rimsky-Korsakov for two years. The couple
was childless, and Lysenko had a strong desire to have a family. The marriage eventually fell apart, but they
were never divorced. He became involved with a pianist, Olha Lypska, and although they were unable to
marry, they had five children together. Olha died during the birth of their fifth child. After Olha’s death,
Olga legally adopted all of Lysenko’s children, so that they would not be considered illegitimate.

After finishing his course with Rimsky-Korsakov, Lysenko was offered a position of Kapellmeister at a
private opera theatre, with a chance of promotion to the Imperial Theatre. He turned it down and returned
to Kyiv, where he spent the rest of his life, dedicating himself to composing, teaching and promoting the
Ukrainian national cause. He supported the 1905 revolution, which among other things stimulated the
growth of Ukrainian institutions and groups. In 1906 his home was searched by the police, and he was
jailed briefly in 1907 for participating in public demonstrations.

In 1904 Lysenko founded a School of Music and Drama in Kyiv. One of the courses he developed was
an investigation of the music of kobzars, blind travelling minstrels who sang and played the epic Ukrainian

¢ Although best remembered as the Ukrainian national poet, Shevchenko (1814-61) was a polymath: writer, public figure, ethnographer,
folklorist, painter and illustrator.




dumy (the duma had emerged in Ukraine in the sixteenth century). The course was soon cancelled: the
students discovered that the music was much more complex than they had imagined.

Lysenko befriended the most famous of the kobzars, Ostap Veresai. He made a study of the modes and
gestures of Veresai’s music, which was published in 1873. He continued to study the music of other kobzars
and their instruments from various regions of Ukraine. His works were published, but during Soviet times
the aspects differentiating this music from Russian traditional music were censored.

Lysenko died of a heart attack on 6 November [24 October OS] 1912. At his funeral procession in
Kyiv, attended by 100,000 mourners, the planned singing of the popular march from his incidental music
to Ludmila Starytska-Cherniakhivska’s drama Hetman Petro Doroshenko was prevented by the police, for
fear of an uprising.

Lysenko wrote for the violin rarely and sporadically: his entire ceuvre features only a few pieces for the
violin, and some of those are transcriptions of piano works. They are the Fantasy on Two Ukrainian
Themes for violin (or flute) and piano (1872-73), the Elegiac Capriccio (1894), Second Rhapsody on
Ukrainian Themes, ‘Dumka-Shumka’ (1877), Elegy in memory of Taras Shevchenko (19 January 1912),
an arrangement of the Ukrainian folksong The Sun is Setting (1912), A Moment of Despair (1901) for
violin (or cello) and piano (an arrangement of a movement from his Personal Album, Op. 42, for piano),
and a Romance (also an arrangement of a work for piano of the same name) (1885-86). Some violin
transcriptions of his piano repertoire enjoyed considerable popularity among performers, especially the
Second Rhapsody, ‘Dumka-Shumka;, and the Elegy in memory of Shevchenko.

Lysenko wrote two Rhapsodies on Ukrainian Themes for piano, the first, Op. 8, in 1875, and the
second, Op. 18, known as ‘Dumka-Shumka, two years later. Two arrangements of the Second Rhapsody
are still heard today; the first, for violin and piano (e is by Vadym Kyrylovych Stetsenko (1914-84),
the son of one of Lysenko’s students, Kyrylo Stetsenko (1882-1922), thereby establishing a direct line of
inheritance for the musical tradition in which this famous Ukrainian violinist and teacher was brought
up.” The rhapsody consists of two sections, the second following the first attacca. The first section,
‘Dumka’ (‘a thought’), is a slow, improvisational composition in the style of the epic ballade-recitations of
the kobzars. The violin melody is set over strumming piano chords which imitate the kobzar’s instrument,
¢ The second arrangement, which is for violin and orchestra, was made by the contemporary Ukrainian composer Levko Kolodub.

7 Vadym Stetsenko (1914-1984), Ukrainian violinist and composer, author of numerous film scores, graduated from the Kyiv
Conservatory as a student of Davyd Bartye. After completing his graduate studies and defending his dissertation, he taught at the Kyiv

Conservatory (1940-41 and 1959-84) and at the Lviv Conservatory (1946-59). Like his father, he was a composer, but his efforts were
focussed mainly on creating a didactic repertoire for violin, which prominently featured transcriptions.
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the bandura, which is similar to a Greek lyre. Lysenko, who studied the art of the kobzars all his life,
also used their harmonic palette, which includes augmented intervals atypical of Ukrainian folksong.
The name of the second section, ‘Shumka, is not exactly a legitimate word by itself but comes from the
verb shumity, to make noise. The music, which reflects a boisterous celebration, is set in a series of fast
contrasting dances. Before the final dance the first improvisational theme returns briefly, serving as an
arch, and bringing a hint of sadness into the proceedings. Stetsenko cleverly uses harmonics to imitate a
cheery whistle, and pizzicato to suggest clapping. Such effects, which are not possible on the piano, help
to reproduce the picture of festivities portrayed in the music - no wonder that some musicians consider
that this work sounds better played on the violin.

The Elegiac Capriccio was written in 1893-94 and dedicated to Mikhail Sikard, a composer
and violinist born in Odessa.8 It is written in a rich, dark, Romantic style, reminiscent of Tchaikovsky’s
Sérénade mélancolique and is set as a five-part rondo with two virtuosic cadenzas inserted into the body
of the piece.

In his Fantasy on Two Ukrainian Themes for violin or flute [3], Lysenko used two Ukrainian folksongs:
‘Khlopche-molodche’ (‘Brave Cossack’) and ‘Oi Handziu mylostyva’ (‘Gracious Handzia, Handzia being a
girl's name). The piece starts with a slow, virtuosic introduction leading into the first, lyrical theme, which
is cast in two parts and is followed by three variations, each getting faster and more virtuosic. Lysenko thus
prepares the appearance of the second song, a virtuosic and brilliant dance-like melody.

The Romance, Op. 27 [4], is another transcription of a work written for solo piano, in this instance in
1885-86. Its name and brevity notwithstanding, the piece is very dramatic, emphasised by the octaves in
the second half - although Lysenko begins this passage piano.

A Moment of Despair (1901) for violin or cello with piano accompaniment [5 | is an arrangement of
the first movement in Lysenko’s Personal Album, Op. 40, for piano, transcribed by the composer. As with
the Romance, this work is a short Romantic character-piece, its melancholic mood reflected through its
minor mode. The downward turn of the melody at the end of each phrase evokes the feeling of despair
that Lysenko so often expressed.

The Elegy in memory of Shevchenko (1912) [6], another work originally for piano, shows the
interaction of two styles: a Romantic, or rather, a Biedermeier salon manner, common in the intellectual
circles of Lysenko’s era, and a lyrical-sentimental romance the roots of which go back to the start of the

® Sikard (1868-1937) graduated from Kyiv Music College, studied at the Paris Conservatoire under Lambert Massart and later took
lessons from Joachim in Berlin. He taught at the Kyiv Music College, and he, too, transcribed the Second Rhapsody on Ukrainian Themes
for violin, although his version has fallen into obscurity.




nineteenth century. When transposed for the violin, more accent is placed on the second of these two
components.

The brief arrangement of the Ukrainian folksong “The sun is setting’ (1912) [ 7| consists only of a
presentation of the theme and a single variation where the theme is transferred to the piano part. The
words of the song convey a feeling of unanswered love.

The Ukrainian composer Victor Kaminsky (born in 1953), a laureate of the Lysenko Prize (2000), the
Lyudkevych Prize (2004) and the National Shevchenko Prize (2005), began his career in Rivne, in western
Ukraine, and in 1978 moved to Lviv, where he is a professor of composition in the Mykola Lysenko Lviv
State Academy of Music. At a young age he was fascinated with popular song, and now he writes mainly
vocal music, especially choral and liturgical choral music although he also produces instrumental music,
which affords him more possibilities for experimentation. His style is defined by precision and the laconic
character of his use of form, the broad use of ‘neo-’ styles (such as neo-Classical and neo-Baroque), an
organic alloy based on folkloric sources, modern harmonies and timbral effects, anchored in polyphony
and dramatic development.

Kaminsky is a visiting professor of the Arctic University of Norway in Tromse. His music has been
performed in Germany, Norway, Poland, Slovakia and the USA, and his Akathistus to the Virgin Mary is
often played on Radio Vatican.

His most recent works include six instrumental concerti, two symphonies, symphonic poems, a string
quartet, four cantatas, an oratorio, a Liturgy of John Zlatousta, choral compositions, songs, and music for
theatre and film.

In 2014, at the request of the performers on this disc, he wrote Spring Kaleidoscope, a suite for violin
and piano based on ten Lysenko songs. The identity of the authors of the texts — Dniprova Chaika,
Heinrich Heine, Oleksander Konysky, Panteleimon Kulish, Adam Mickiewicz, Taras Shevchenko and
Lesia Ukrainka — has a direct bearing on the music, since Lysenko not only observed the characteristics of
the poetic style of each author, which he beautifully reflected in his music, but also took into consideration
the poets” personal character and their nationality. For example, two romances to texts by the German
Heine, She who was Born from the Waves |8 | and Spring Awoke my Heart |17] Lysenko set to music of a
more Germanic style, with no hint of the Ukrainian folklore typical of much of the rest of his output.
In spite of its shortness, I Rose at Dawn @, to the words of the Ukrainian writer Panteleimon Kulish
(1819-97), consists of three completely different and seemingly unrelated sections — Lysenko often seems
unconcerned with the type of structural unity that other composers strive for in short works, and in
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this piece the effect is made precisely by the non-integration of the different sections. Chaika Dniprova
(1861-1927; her real name was Lyudmila Berezyna) is the author of the words of the next two romances,
I Believe in Beauty |10] and Should Only Roses Bloom [11]. The first of the two is an expression of youthful,
romantic, almost Schumanesque spirit. The turbulence of the theme is enhanced by double-stops added
by Kaminsky. The mood of the second of the two is completely different: written in triplets, the melody
flows smoothly, almost effortlessly. Two songs to poems by another Ukrainian poetess, Lesia Ukrainka
(1871-1913; her real name was Larysa Petrivna Kosach-Kvitka ) — One Sad Spring and Do not Look at
the Moon in Spring|15] - are delicate, intricate, sophisticated and rather melancholic, reflecting the subtle
sophistication of her poetry and her life-long suffering (from tuberculosis of the bone, which eventually
took her young life). The romance My Beloved [13], to words by the Polish poet Adam Mickiewicz
(1798-1855), Lysenko composed in the form of a mazurka. In the song On a Clear Night [14], with words
by another Ukrainian writer, Oleksander Konysky (1836-1900), Lysenko presents the theme in unrelated
keys, which changes the colour of the melody, like different angles of moonlight. On the other hand,
the romance A Mist across the Valley [16], which sets words by Taras Shevchenko, is written in the style
of Ukrainian folksong from the region where Shevchenko was born, Zvenyhorodshchyna, near Kyiv.
Lysenko’s vocal music differs from that which he wrote for instrumental performance. It is as though here
he felt completely free of any burden of western classical tradition: his harmonic palette is much broader;
he uses unconventional and unexpected harmonies, which sometimes clash with the main melody; and
irregular rhythm and changes of meter happen more often than not.

One further transcription Victor Kaminsky made for this CD is the Valse brillante [18], the original of
which was a Grand Valse de Concert for piano, Op. 6, composed in 1875. Unlike other pieces on the CD,
this work has no traces of folklore and was written for the concert stage. Although the transcription works
well as an arrangement for violin and piano, the piano part is still technically difficult and dominates the
violin part.

Lyubov Kyjanovska is Head of the Department of the History of Music at the Mykola Lysenko Lviv State
Academy of Music.




Solomia Soroka was born in Lviv, Ukraine. She earned her master’s degree
and completed her postgraduate studies in the Kiev (Kyiv) Conservatory,
and later served on its staff in the department of chamber music. She also
has a DMA degree from Eastman School of Music. She studied with Hersh
Heifetz, Bohodar Kotorovych, Lyudmyla Zvirko and Charles Castleman.
She made her solo debut at ten, playing the Mendelssohn Violin Concerto
with the Lviv Philharmonic Orchestra. She has appeared at concerts and
festivals in Australia, Canada, China, France, Germany, Italy, New Zealand,
Taiwan and Ukraine. Since her American debut in 1997, she has performed
throughout the United States as well. She is a professor of violin at Goshen
College, Indiana.

She has given the Australian and American premieres of a number of important contemporary
Ukrainian compositions for violin, among them works by Borys Lyatoshynsky, Myroslav Skoryk
and Yevhen Stankovych. Her recitals in Washington DC were part of the Smithsonian Institute
performing-arts series and she received the following review in The Washington Post: ‘Soroka is
a superbly equipped violinist, at ease with the technical challenges of Sarasate or of Jeno Hubay’s
Czardas No. 2, but even more impressive in the gentler moments [...]. Her tone is warm and mellow
on the low strings, brilliant on the high strings, perfectly controlled and expressively used.

Solomia Soroka has toured and recorded extensively with her husband, the American pianist
Arthur Greene. Their recording of four violin sonatas by William Bolcom for Naxos was selected
as recording of the month by Classics Today with the highest ranking for both artistry and sound.
Their recording of violin sonatas by Nikolai Roslavets (again for Naxos) also received international
acclaim. For Toccata Classics they recorded a CD of music by Arthur Hartmann (Tocc 0089),
of which Jonathan Woolf (on MusicWeb International) wrote that ‘the performances are warm,
sympathetic and very well recorded. Solomia Soroka displays elegance and refinement in the Debussy
transcriptions [...] and elsewhere digs in with abandon and force. The ensemble between her and
Arthur Greene, a husband and wife team, is splendid.

For the past six years Soroka has been recording for Toccata Classics, where she has made four
premiere recordings, of music by the American composer Arthur Hartmann, the Ukrainian Myroslav
Skoryk and Mykola Lysenko, and of Leone Sinigaglia and Bernhard Sekles, both of whom suffered
after the Nazi seizure of power.

Her website can be found at www.solomiasoroka.com.
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Arthur Greene was born in New York and grew up in Sheffield, a small
town in Massachusetts. He went to Yale University, and then Juilliard
where he studied with Martin Canin. He now teaches at the University of
Michigan in Ann Arbor, and in the summer divides his time between Lviv
and Dzembronya in Ukraine.

He won first prizes in the William Kapell and Gina Bachauer
International Piano Competitions, and was a top laureate at the Busoni
International Competition. He performed the complete solo piano works of
Brahms in a series of six programmes in Boston, and recorded the complete
études of Skryabin for Supraphon. He has performed the ten sonatas of
Skryabin in many important international venues, including multi-media
presentations with Symbolist artworks. He has made many recordings together with his wife, the
violinist Solomia Soroka, for Naxos and Toccata Classics, the latter in music by Arthur Hartmann
(Tocc 0089) and Myroslav Skoryk (Tocc 0137).

He has performed with the Philadelphia Orchestra, the San Francisco, Utah, and National
Symphonies, the National Symphony of Ukraine, the Czech National Symphony, the Tokyo Symphony,
and many others. He has played recitals in Carnegie Hall, the Kennedy Center, Rachmaninov Hall
in Moscow, Bunka Kaikan in Tokyo, the Sdo Paulo Opera House in Lisbon, Hong Kong City Hall
and concert houses in Shanghai and Beijing. He has toured Japan and Korea many times. He was an
Artistic Ambassador to Serbia, Kosovo and Bosnia for the United States Information Agency.

In 2007 he and his students presented a recital series of the complete solo works of Chopin in
nine concerts; along with the performances they organised a Chopin symposium with presentations
by noted musicologists. His current and former students include prizewinners in international
competitions, and his former students hold important teaching posts throughout the United States.




MWKOJIA JINCEHKO:
MY3UKA 419 CKPUMKWU | ®OPTEMIAHO

Jlto60B KnsiHoBcbka i Conomisi Copoka

Muxona JIncenko (1842-1912) BBaka€Tbcs GATBKOM YKPAiHCBKOI KIacMdIHOI Mysuku. Bin 6yB
IIPeKPacHUM KOHLEPTYIOUMM IiaHiCTOM, AKMil OTPUMAB BiMiHHY My3W4Hy OCBiTy. 3akiHumBIIM
HaByaHHA y Kuesi, JIucenko moctynus 1o KoHceppaTopii B JIAiimuiry, e fioro BUKIagadyaMu 6ynin
Kapn Paiinexe, Irnar, Momenec, EpHer Bennens ta ®epuinant Jasup. B ganuit yac BiglyBaerbest
Biflpo/KeHHs iHTepecy 1o Mysuku JIncenka B YKpaiHi, ajie 1103a ii Me)kamMu TBOPYiCTb KOMIIO3UTOPA
MPaKTNYHO HeBifjoMa.

JIuceHko mucaB B Ti3HBO-DOMAHTMYHOMY CTWI NMPUTAMaHHOMY 6araThboM KOMIIO3UTOPaM
KiHIA 19-Toro-movyarky 20-Toro cTomiTTs. ITpoTe Bask/mBOIO PMCOIO 1[0T0 MY3VKM € JI0T0 yKpaiHChKa
ipenTuunicTs. Hanpuiag, BiH BiAMOBMBCA Bif mocTaHOBKY CBOEIL onepu Tapac Bynvba B Mocksi,
MOCTAHOBKI, 5IKA MOIVIa 6 CTaTy NePeOMHIM MOMEHTOM B J10ro Kap’epi, ToMy, 1o omepa Gyna 6
BMKOHAHA POCI/IChKOIO, a He YKPAiHCHKOI MOBOIO. B opurinamax 6araTbox iforo ImiceHb BifiCyTHil
TEKCT TOMY, 1110 ¥ 1876 poui 6yb-siki my6ikaliii, eKiil, TeaTpaabHi BUCTYIIN YKPAIHCHKOK MOBOIO
6ymu 3aboponeni Emcpkum ykasom.! Ta maitBaxkmusime, € Te, mo JIucenko, 6ymyunm mepimm
erHorpadom ykpaincbkoro QombKIopy, y CBOIX HAMKpAIMX TBOPAX BUKOPUCTOBYBAB Pe3y/IbTATH
B/IACHNMX eTHOIPabivHIX JOCTiKEHb.

JIucenko Hapomuscst B ceni Ipumknu 22 (10)* G6epesus 1842 poky. Vloro 6arbko moxoaus is
CTapOBMHHOTO KO3allbKOTO POMY, AAKMUIi CATaB CBOIM KOpPiHHAM 17-Toro cronmitts. Maru JIucenka,
ykpainka 3 IleTep6yp3pkoio OCBiTOM, HIKO/MM He TOBOPH/IA yKPATHCHKOI MOBOI, TaK AK BBaXKanla
ii MOBOIO CensiH. BracHe ToMy, BOHa HaByajga CuHa (paHIy3bKoi MOBM. BoHa Takox Bumma cuHa
eTHMKeTY, TAaHIiB Ta rpu Ha Qopremiano. Kysuna JIlncenka Onena Ildinka, ykpaiHchka moeteca,
misHime mcana: “SIK ke MOIVTIO CTATHCS, IO IPY TAKOMY BMXOBaHHI MUKO/IA CTaB yKpaiHIieM,
rapsiuyM, CBiJOMUM IIaTPiOTOM-YKpaiHLem? ™
! EMCcbKuii yKa3 — po3nopspkeHHs pociiicbkoro immeparopa Onexcanppa I1 ig 18(30) TpasHs 1876, cipsMoBaHe Ha BUTICHEHHs
YKPAiHCBKOI MOBM 3 Ky/IBTYPHOI chepn i 06MesKeHHs i T06YTOBIM BXKITKOM.

? Papsncbka Pocis nepeiinia 3 FOmianchkoro Ha Iperopianchkuit kanenyap mimie y 1918 porti.

* Tamapa Bynar i Tapac ®inenxo, Csim Muxonu /lucenxa, Hauionanvra Ioenmuynicmo, mysuxa i nonimuxa Yipainu XIX-
nouamxy XX cmonimms, Ykpaincoka Binbna Axanemia Hayk y CILIA, Mavictepnsa Kunru, 2009, ct. 14
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Y 1852 poi JInceHKo 3anuIImMB CBO€E PifiHe CeNo i 0iXaB BUMTHCS O apMCTOKPATUYHOTO TTAaHCIOHY
Tenyena B Kuesi. Y1855 nepeixas 0 XapkoBa, 1106 IPOZOBXNTY HaBYaHHs B XapKiBCbKiit 2-ilt riMHasii,
a micna ii sakinueHHsA--XapkiBcbkoMy YHiBepcuTeti Ha mpupopHundyomy daxynbreri. Y 1860 poui Bin
nepesiBes o KniBcpkoro YuiBepcuTeTy. YKpaiHChKuiT HAPOFHUIIbKIIL OYPINBY CTiHAX YHIBEPCHTETY.
3i ciorapis Onenn ITuinku: “YHiBepcurer KuiBCbKuMiT KUITIB CTYAGHTCHKUMY CXOAKAMIU, IYHAB [TaIKUMI
CTYZLeHTChbKMMYU po3MoBaMut. [...] Ha cxopxax myHamo ykpaiHCbKe C/TOBO; TOBOPHM/IOCH, 1110 B CbOMY Kpai
HapOJi-yKPATHChKMIA, 110 BiH Mae if CBOI IOJIITUYHI IIpaBa, CBOE BiKOBe IIPaBo If Ha BUILY Ky/IbTypy .*

Muxora JI¥ceHKO IOBHICTIO IIOPMHYB Y HOTiK MOJIOAKHOI YKPaiHChKOI AismbHOCTI. Bin 6paB yyacTb
Y KiTbKOX CTYHeHTCbKMX I'ypTKax Ta 3TypTyBaB IepIInil CTyIeHTChKMIT Xop. Byke depes Kinbka MicAlis
BOHM BYCTYIMIY 3 HEPIIMM YKPaiHCBKMM KOHLIEPTOM B IIPOrpaMi SIKOTO 3BydYasy Juile yKpaiHChKi
micHi. ITify yac cBOiX mepIMX 3MMOBUX Bakariiif, JIuceHKo posmoyas mepue B YKpaiHi ¢ombkaopHo-
eTHOrpadiuHe JOCTIKeHHs, sIKe TPUBATUMe [0 KiHIIS JI0T0 KUTTs-- 36ipKa Ta BUBYEHHs YKPaiHChKIX
HAPOJHUX ITiCeHb.

YV 1861 poui Bigbymacs mopis, sika Habyna BEIMKOTO CHMBOJIIYHOTO 3HAYeHHs y SKUTTI JInceHka-
-noxoBanHsA Tapaca IlleBuenka Ha YepHeuiit ropi B Kanesi, ge Jlucenko 6yB OfMH 3 TUX XTO HECIN
nomopuny IlleBuenka fjo micus fioro BiuOro crnounHky. Ilounnaroun 3 1862 poky JInceHko KOXXHOTO
POKY Bifj3Ha4aB POKOBMHN CMepTi IoeTa abo HOBUM TBOPOM ab0 6/1arofiifiHIM KOHLIEPTOM, KOLITH Bif
SKOTO TIepe/laBaB Ha JJOIOMOTY TIOMTUYHIM B A3HAM a60 X Ha CeTAHCHKI IIKOJN.

Ilicns sakinuenHsa yHiBepcurteTy JIMCEHKO OTpUMY€E JAMIIOM KaH[UJATa MPUPOAHMYMX HAyK Ta
B/IALITOBYETHCA Ha II0CAJy MUPOBOTO IIOCEPEHMKA, AKi 3aliMa/MiICA YK/IaJaHHAM 3eMeTbHUX YTof Mk
MOMIlIMKaMy Ta 3BIIBHEHNM Bifj KpinanTsa ce/istHcTBoM. Ta B 1867 pouji motpe6a B Takiit po6oTi Biamana
i JIncenko sanuumscs 6e3 mpati. Lle moCmyXuIo MOMTOBXOM MOBHICTIO BilIaTUCA MY3ULLi, CIIpaBi, SIKY
JIucenko mobuB noHap yce. Bin Bim'Dxmkae Ha Hayky po Jlaimuiry. ITicna 3akiHueHHSA IepIioro Kypcy
BriTKy 1868 poKy JIncenko ofpyKyeTbca 3i criBaukoio Onproio O’Konuop B 1i momicti Ha ITonTaBumHi.
Hapuanna B xoncepsaropii Jlaitnmira JIuceko sakiHdye 3a Ba pOKM 3aMiCTh 3aI/TAHOBAHMX YOTUPbOX.
Bocenn 1874 poky BoHHM pasoM 3 ApyxuHoo inyTs 5o Cankt Iletep6ypry, ge JIncenko gBa poku Gepe
ypoku kommosutii y Pumcbkoro-Kopcakosa. JIMCEHKO 3aBXK/1 MPisiB MaTy 6araro Jirteit, ajie MogpysoKs
6yno 6espitanm. Bignocuuyn Onprn O’Konnop ta Muxomn JIncerka oxomomn. Bin mosepHyBcs mo
Knesa, a Bona sammmmmacs B IleTep6ypsi, xoua BoHM TaK i Hikomy odiniiiHo He posmyumaucs. Bxe
B Kuesi JInucenxo nmosHaioMuscs 3 mianictkoro Onbroio JIMIchKomo, AKa CTama #oro BipHUM ApyroM, i
3 AKOIO BiH, X0Y i He MiI OfIpYy>KUTHCH, POBIB BCE CBOE KUTTA aXK [0 il CMEPTI IIijl Yac IOJIOTiB iXHbOT

* bynar i ®inenko, Ceim Mukonu /lucenxa, cm. 32




waToi guryan. Ilicna emepri O. JInncpkoi Onbra O’KonHop ycuHOBMIa BCixX piTeit JInceHKa, o6y BOHN
He BBOKA/INCS MO3ALUTIOOHUMIL.

ITicna 3akinveHHA cTypiit B IleTepOypsi JIMceHKOBI 3ampOIOHYBaMN IOCAfy KaleabMelicTepa B
TIPUBATHIl OMepi 3 MepCreKTNBOI Mepexofy Ha iMIepaTopChKy ClieHy, Bifl AKoi JIucenko BiMOBUBCS,
mo6u nosepHyTHCh nparoBary o Kuesa. Ille Toxi BiH He 3HaB w0 B cuy yBiige EMcbkuit ykas i
HacTynHi 36 pokiB cBOro >kutTsA JIMCEHKO IpoBefie B IOCTilHiI 6OpOTHOI 3a CBOI TBOPYICTb Ta 3a
TIpONaryBaHHsA yKpaiHCbKOi HallioHanbHOI ifiel. BiH 3aliMaTMMeTbCA KOHIIEPTHOIO, BUK/IAJALIbKOIO Ta
TPOCBITHUIIBKOIO JisAZIbHICTIO 10 KiHIIA CBOIX IHIB.

JIucenko mipTpumaB peBononilo 1905 poky, Tak fAK BBa)KaB, I[0O BOHA CTUMYIIOBAaTMMe PpiCT
YKpaiHCBKMX BUIIMX 3aK/IafiiB, TOBAPMUCTB, Ta CBOOOAM yKpaiHCLKOro coBa B Liinomy. Y 1906 poui B
iforo momi 6yB mpoBefeHnit o6myk, a B 1907 JlnceHka 6y/Io 3aapelITOBAHO i Ha AEAKMIL Yac KMHYTO y
B’A3HUINO 3a Y4YacThb y IEeMOHCTpAIisiX.

VY 1904 poui Muxkona JIuceHKO 3acHyBaB My3WYHO-IpaMaTU4Hy WIKOMy. BiH mMpisaB mo kypcy
HaBYaHHs BKIIOYNTY K063apChKY HAyKY, TAK sIK BIBYAB i 3aXOIUTIOBABCS KOG3apChKMM MucTeriTBoM. Ha
KajIb, HayKa IIPOTPMBaa HEeOBIO, TAK AK BUABIIACA 3aCK/IAJHOIO JIS YYHIB IIKOJIL.

JInucenko mepumM Ha mpodeciiiHOMy piBHI HpoaHanisyBaB JyMyu Ta IIiCHi, O iX BMKOHyBaB
Bigomuit ko63ap Ocran Bepecait, i ony6/IikyBaB Ipaio mpo Mysu4Hi lafu y TBopax Bepecas y 1873
poui. BiH npopoBxyBaB BUBYATH MMUCTELTBO KOO3apiB BCe CBOE XXMTTH, Ta BUKOPUCTOBYB €IEMEHTH
IXHBOI TBOPYOCTI y CBOIX BIaCHMX TBOPaX.

Muxkona Jlucenko momep 6 micromnaza (24 xo0BTHs) 1912 poxy. [Torpourarucs 3i CBoiM KOMIO3UTOPOM
TPUITIIUIN CTO TUCSY yKpaiHuiB. Mukoma CagoBcpkuit mucas: “Takoro moxopony somotoronosuit Kuis
1je Hiko/u He 6a4uB, a MoXe i He o6auntb. Ile 6yB MOXOPOH, sAKMM BCs YKpaiHa BiijaBasa OCTaHHIO
IIaHy CBOEMY C/IaBeTHOMY Ko63apesi”’ Pociiicbka iMmepcbka MOMiliA CynpoBOKyBala IOXOPOH, Ha
BUIAZIOK AKIIO MOYHYThCA 3aBopyureHHsa. Komu opkectp Cagoscbkoro sarpas “Mapin JJopomenka’,
Hancanuii JIucenkom f1o apamu lemvman JJopouienko, momillis He JO3BOMU/IA BUKOHATH /10T IO KiHIIA.

JIucenko mucaB i CKpUNKM PifKo i cropapamyno. IToBHuit cnmcok TBOpiB JIMceHKa BKIIOUaE
3ajieiBe KiZlbKa KOMIIOSUIIiii [/ IIbOTO iHCTPYMEHTY, i TO MiCTUTb, OKpiM OpUTiHa/JbHUX, KiTbKa
nepexTajiB BracHux ¢opreniaHuux omycip: PaHTasia Ha 1Bi yKpaiHCbKi HAPOXHI TeMM /I CKPUIIKI
(abo ¢reitrn) Ta popremniano (1872-1873), Eneriitne kanpudio (1894), ZIpyza Pancodis, “[lymxa-mymka”
(1877), Enezist 0o ons pokosun cmepmi T. Illesuenxa (1912, 19 ciuna), O6pobka ykpaiHCbKOi HapOIHOL
nicui Conye Husenvko (1912), Xeununa posnauy (1901) must ckpunku (abo Biomondeni) 3 ¢popreniaHo

s Bynar i ®inenxo, Ceim Muxonu /Tucenka, ct. 32.
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(TpaHCKpUIIIIiA OFHONIMEHHOTO GOPTEIiaHHOTO TBOPY 3 Ab6oMy 0c061UCH020, OP. 42), Pomarc (1885-86)
Wist CKpUIKM it opreniaHo (TPaHCKPUIILis OZHOMMEHHOro (opTeriaHHOro TBOpY). JesiKi CKpUIKOBi
TPAHCKPUIILI KOPUCTYIOThCSA HeabMAKOK IOMY/IAPHICTIO Cepeli BUKOHABIIiB, 0cobmuBo [pyza Pancodis
“Ilymka-urymka” ta Enezist.

JIuceHko Hamycas fiBi pancopii Ha ykpaiHChKi Temu i dopremniaHo, nepury, op. 8, y 1875 poui, a gpyry,
op. 18 - mBa poxu misuinte. [IBi TpaHckpumnuii Jpyroi pancogii € 7o6pe sHaHI CbOTOAHI: Iepiia, A/sa
cxpunku Ta Qopremniano 3pobneHa Bagumom Crenenkom (1914-84),6 cuHOM ofiHOTO 3 y4HiB JInceHKa,
Kupuna Crenenka (1881-1922). [Ipyruit nepexiaj Ais CKPUIIKK 3 OPKeCTOpM 0yB 3po6enuii JleBkom
Konony6om. Pancodis CKJIA[IAETHCA 3 ABOX YACTUH, fie Tepiua 6e3 3yMMHKM IIABHO HEPEXONUTb B
npyry. Ilepma yactuna “,HyMKa” € TIOBI/IbHOIO 3 €/IeMeHTaMM iMIPOBi3allil KOMIIO3MIIIEI0 HAIMCAHOK0
B CTWII eNiYHMX K0O3apChKuX AyM. MeJIofiisi CKpUIIKY 3BYYUTb ITif CYIIPOBi appe/lKioBaHNX aKOPAiB
dopreniano, 1o HarafywoTb HepenuBu 6aHAypu. JIMCEHKO, AKMII BMBYAB MUCTENTBO K063apiB Bce
CBO€ JKMTTA, BMKODNCTAaB IX TapMOHIUHY MamiTpy, 10 BKIOYa€e 36imblueHi iHTEPBAanM HETUIIOBI
A ykpaincpkoi micui. “Illymka” BigoOpaskae HapojHe Ty/IAHHA, i MOOyHOBaHAa HA HM3L LIBUAKNX
KOHTpacHuMX TaHI[iB. Ilepes moyaTkoM Kopu CyMHMI TIOBiTbHUI MOTUB TIOBEPTAETHCS, CTBOPIOIOYUMN
MYSWUYHY apKy, Ta 06’€[HyI0UN [IBi YaCTMHM KOHLIEIITYaIbHO.

Eneziiine Kanuuuio, op. 32 , Oyno Hammcane y 1893-94 pokax i mpucsayeHe Muxaiinosi
Cixapposi7. Kanpuydio Hammcano B GOpMI I'ATU-YaCTUHHOTO POH/O 3 [BOMA KaJeHIisAMY, i Haragye
Memnanxoniiiny Cepenany YafikoBCbKOro CBOIM POMaHTMYHUM JAPaMaTH3MOM Ta HACUYEHICTIO TEMHUX
KOJIbOPIB.

Y ®anmasii, op. 21, ana cxpumnku abo ety | 3 | JIucenko BUKopycTaB i Hapopui michi: “Xomye-
mormope” Ta “Oit farazio MumocTnBa”. PIHTA31M TOYMHAETHCS MOBUIBHIM APAMATIYHIM BCTYIIOM, IO
HiZBOAUTH [0 MepIiol mipuyHoi micHi. Bona BukageHa y ¢opmi Bapiallif: 3 KO)KHOIO Bapiallieio Tem
TIPUCKOPIOETHCA Ta 3POCTAIOTD TeXHiHi BuMori. Ipuckoprooun Temr, JINCeHKO ToTye NOABY HACTYIIHOT
TeMu, G/IMCKYYOi Ta TAHIIOBA/IBHOI 38 XapPaKTEPOM.

© Bagum Crenerko (1914-84), ykpaiHChKuii CKpUITamb i KOMIIOSUTOP, aBTOP MY3UKM /10 Psjty KiHodinbMis, Bumyckuuk Kuisckoi
KoHcepBaropii, knacy [lasmga Beproe. Bukmagas y Kuiscokiit koncepsaropii (1940-41 i 1959-84). Takox mpariosas y JIbBiBchKOI
KoHcepsaropii (1946-59). fIk i itoro 6arpko, GyB KOMIIO3UTOPOM, a/e B OCHOBHOMY 30CePE/KYBaBCA HA CKPUIIKOBOMY yI60BOMY
pernepTyapi, 30KpemMa Ha TPaHCKPUITLLisX.

7 Muxaitno Cikapp (1868-1937) napomuses B Opieci. 3akinums Kuicbke mysuune yummige. Bunscs B [Tapusbkiiit koHcepsaTopii B
knaci Macapa, a akox 6pas ypoku y Vloaxuma B Bepnini. [Tisnime suknagas B KuiBcokoMy MysuqHOMY YUMTMIL, i TAKOXK 3p06UB
nepexnap [Ipyroi Panconii JIncenka it CKpUIIKM, ajie i0ro TPaHCKPUIIILiS He Majia HOMY/ISIPHOCT Cepej BUKOHABIIIB
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Pomanc [4], op. 27, 1je 1e ofjHA TPAHCKPUIILiA TBOPY, HammcaHoro miA dopremiaHo B 1885-86
poxkax. JI1ceHKo 3aMMImMB B IIbOMY TBOPi JOCUTDb TUIIOBUI MiaHICTUYHUI IIPUITOM-BUK/IaJleHHSA MOl
OKTaBaMI y Ky/JIbMiHallil, AKMIT He TaK JIeTKO BMKOHATY Ha CKPMUIILY, THM Oi/Iblle KOMM OKTaBHMIT ITaca)
TIOYMHAETHCA Ha piano.

Xeununa posuapysamms (1901) I CKpUIKM ab0 BIOJIOHYEI € 3HOBY XX TaKU IepeKIajjoM
nepioi yactuHn Anb6omy Ocobucroro JIucenka op. 40, mna dopremiaHo, AKuMit 3po6uB cam
KOMIIO3UTOP. POMaHTUYHO-MeNAHXOMITHIIT XapaKTep TBOPY BUPAXKAETbCA y m06ynoBi dpas, Menopis
SIKVIX ITHIMA€EThCsI, a MOTIM panToBo “nmagae” B KiHI KOXXHOI ppasn.

Y crunictuni popreniannoi Enezii 00 omst pokosur cmepmi T. Illesuerxa (1912) [6] MepeTHY/IICh ABi
JiHil: POMaHTUYHOTO, a HaBiTh Gi/Iblie 6iePMAEPIBCHKOIO CaTOHHOTO My3MKYBaHH:A Ha (opTemniaHo i Ha
HIIMX IHCTPYMEHTaX, MOIIMPEHOTO B iHTEMIeHTHIX KOMAX IMCEHKOBOI HO6; TPIKO-CEHTUMEHTATbHOI
IiCHi-pOMAHCY, 1110 KOpeHAMI cATae e mouaTky XIX cr. B mepexsafi Ha cKpuiky, 6esmepeuso, 6t
aKIIEHT 3pO0JIEHO Ha IPYTOMY CK/IafjOBOMY efeMeHTi. ITiceHHICTb K OCHOBHMIT YMHHMK 6e3I10cepefHbOl
TPUIHOI eKCIIpecii y TeMOpi CKPUIIKI KOHI[EHTPYETHCA 0COOMMBO MEPEKOHINBO.

KopoTeHbka 06po6ka ykpaiHcbKoi HapoiHoi micHi Bxke coHle Husenpko (1912) |7 | Bko4ae Tinmbku
TeMy Ta OJHY Bapiallilo, Jie TO/IOBHA MeJIOJIisl IePeXOAMTD y MapTiio popTemniano.

Bikrop Kamincbkmit (1953 p.) — KOMIO3UTOpP, 3acmyXeHuit fisy MyuctenTs Ykpainu (1995), maypear
npemii im. M. JIucenka (2000), maypear npemii im. C.J/TrofkeBuda (2004), naypear HauioHanbHol mpemit
Vkpainn im. T. IlleBuenka (2005). B 2009 poui Haropomxkenuii IlodecHoro BifsHakoro “Zastuzony dla
Kultury Polskiej”

Caoro kap’epy mounHas y PiBomy, a 3 1978 p. mpocdecop y JIbBIiBCbKili HalliOHaIbHIM My3IdHil
akajemii im. M.JIncenka.

Kommnosutop y cBiil 4ac 3aXOIIIOBaBCA €CTPAJIHOIO IIiCHEI0, @ 3apas3 NPALloE B KaHPaX BOKA/IbHOI
MY3MKM, 30KpeMa XOPOBOi Ta XOPOBOI TiTyPriYHOi My3UKN.

ITapanensHo Bikrop KamiHcbKuil nparfoe B iHCTpyMeHTa/IbHiil cdepi, sika [03BOMIsE oMy Oinblie
excriepumenTyBary. [Ina inamsigyanpHoro ctumo B. Kamincpkoro nmpuramMaHHa TOYHICTD i TaKOHIYHICTD
¢opmy, MMpOKe BUKOPHUCTAHHS €EMEHTIB HEOCTH/IB — HEOKTACUIN3MY, He06apOKO TOIIO, OPTaHiTHIMIT
CITaB HAI[IOHAJILHOI, Opi€HTOBaHOI Ha (OMBKIOPHI BUTOKM, IHTOHAIl 3 MOJEPHMMM TapMOHIAMM
Ta TeMOpambHUMM edeKTaMu, THKIHHA 10 HonidOHIYHOro NMCbMa, iHTEHCMBHICTH ApaMaTypriyHOro
PO3BUTKY.

KamincbKuit Takox BUKTagae B Apkruunomy yuisepcuteri Hopserii 8 Tpomcbo. VMoro mysuka
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3yuntb B CIIIA, Himewunni, CroBayunsi, Ilonbuyi, Hopserii. Axagicm do Cesamoi Bozopoouyi dacto
TpaHC/IOE pajiio Batikan.

OcHOBHI TBOPU: IICTb IHCTPYMEHTAIbHUX KOHIIEPTIB, ABi cuMoHil, cuMdOoHi4HI moemu, CTpyHHMIT
KBapTeT, YOTUPU KaHTaTH, opatopis, /limypeis loanna 3namoycma, micHi, XopoBi TBOpM, My3uKa 10
TeaTpy Ta KiHo.

Y 2014 Ha npocbby BMKOHABIIiB 11bOr0 AMCKY, BikTop Kamincbkuii, Harcas BecHanuil Kanetidockon,
CIOITY Isi CKpunkum Ta QopreniaHo, MOOyZoBaHY Ha fecsiTu JIMCEHKIBCBKMX BOKAIbHMUX TBOPAX.
Jlo TBOpYy BBifIIM comocmiBu Ha crmoa laitne, ITanteneitmona Kymimra, [Ininposoi Yaitkn, Jleci
Vkpainku, Onekcanppa Konncekoro, Anama Minkesnda ta Tapaca IlleByenka. Ocobucticts aBTOpiB
CIOBa Mae IpAMUIl BIUIMB Ha MY3UKY, TakK AK JIMCeHKO IpM HamMCaHHi conocmiBiB 6paB mip yBary
He TilbKM XapaKTepUCTHKY IOTMYHOTO CTHIO, aae ¥ OCOOMCTICTb CaMOro aBTOPa, i YacTO HaBiTh
jloro HauioHabHiCTh. Hampukiaz, aBa pomancu Ha ciosa laitne, Have ma, w0 3 x6unv 8poounaco
Ta Konu nacmas %ybotmiz maii |I7] JInceHKO HAamMcaB B CTUIIO HiMEIbKOI POMAHTUYHOL MYS3UKHM,
6e3 >KOHNMX iHTOHALl YKPaiHCHKOrO (ONBKIOPY, AKMII TaK 4aCTO MOXKHA 3YCTPITH B 1100 MYSMIIi.
He puBnauuch cTucmicTb poMancy Ydocsima s 6cmas Ha croBa ITanTeneitmona Kymima (1819-97)
JIVCEHKO BK/IKOYMB B HBOTO TPM 3/aBaocsi 6 abCOMOTHO HECIOAIBaHI rapMOHIYHO i 3MICTOBO LIMATKM
Mmysuku. JInceHko, AK 4acTO MOXKHA GAaUMTH Yy FOrO MY3HIl, He CTPEMUTbCA O CTPYKTYPHOI €JHOCTI
3a JJOIIOMOTOK MOHOTEMATH3MY, a HAaBIIAKM, €HAE TBip KoHTpacramm. Yaiika [IHimposa (1861-1927,
cripaBxxHe iM’s1 JTropMuia BepesiHa) € aBTOpOM HacTYIHUX BOX conoctisis A sipyro 6 kpacy |10] i Xi6a
minvku poxcam ysicmu? [11]. ITepumit 3 HUX-- Ile BUAB IOHAIIBKOTO POMAHTUYHOTO €HTY3ia3My, Maribke
IlTymaniBcpKoro fyxy. BypxmmsicTs Menopii mifcumoeTscs ebeKToM MOABIHUX HOT, sAKi Kaminchkumit
IofaB y CBOiil TpaHCKpuILii. Jpyruii, xe abCoMOTHA IPOTUIEXKHICTD HepmomMy. Hamucana B Tpionsx,
MeJIOfiisi pOMaHCy MOBOM IUIMBE HEBIMHHO i ImaBHO. [IBa comocmiBu Ha crmoBa Jleci Ykpaiuknu (1871-
1913) - Cmymmoi nposechu ta He ousucs Ha micaub 8ecHoi0
BJIOBMMMUM Bi4yTTAM CMYTKY; My3uka JInceHka BijoOpakae BMIIYKaHICTb Ta €BPOINCHKICTD moe3il
Jleci Ykpainku Ta ii pisuuHe CTpaXk[aHHA, 1[0 IPU3BEIO A0 paHHLOI cMepTi. Pomanc Munosanka
Ha coBa Mirkesnda (1798-1855) KoMIo3uTop Hanucas y GopMi MasypKu TaKuM YMHOM BKA3yIOuM Ha
HaIiOHa/IbHY NPMHA/IEXHICTD MToeTa. Y pomaHci Ha cnosa Konncbkoro (1836-1900) B scHy iy JIuceHko
Ipe3eHTYE Ty CaMy TeMy Y PiSHIX HECIIPOPIHEHIX TOHATbHOCTSAX, TPAIOYNCh KOTLOPaMI TeMOPY, HeMOB
HACIIYIO4YN MiCSYHe CBIT/IO, IO MIHAETBCA Y PISHUX pakypcax. A conoctiB Tyman, myman 0onunoi0
Ha coBa lleBuerKa, IpeKPacHO IMITye CXiHO-YKpaiHCbKY HAPOJHY MiCHIO, TAPMOHIAMI Iy)Ke TIOfi6Hy
7o TiceHb 3 3BEHMTOPOAIIVHM, [ie HAPOAUBCA ToeT. BoxambHa Mysuka Jlucenka Hemopi6Ha Jo iioro

—[y>XKe HiXHi, BULIIyKaHi, 3 1eab
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incrpymenTanbHOi ciagmyan. Tak HiOU TYT KOMIO3UTOP 3BiNbHSAE Cebe BiJf YCAKMX IIPABIUI Ta 3aCTOPOT
3aXi/fHOI K/TACMYHMX TPaAMIiil: IOro MysyYHa IaliTpa HabaraTo UIMpIIa, BiH BUKOPUCTOBYE HECIIOAiBaHi
rapMOHIYHI CIiBCTaB/ICHH, i PUTMI4HI Ta MeTPUYHI 3MiHM TPAIIAIOTHCA YaCTillle HDK 6y/b KOJN.

OcTaHHA TPAaHCKPWIIIA Ha IBOMY AMCKYy 3pobmena Biktopom Kamimcbkmm--me Benuxuil
KOHUepmHuUil 6ansc (8], op. 6, Harucanmit B 1875 poui. Leit TBip 6yB HammcaHuit Ay BeJMKOI CLieHU y
HalKpalyX BipTyO3HO-POMaHTUYHUX TPAJAMIIiAX.

JTw6os Kusitoscoka € 3askagedpoio icmopii mysuku 6 /Tvsiscokiti Hayionanvnit Mysuuniii Axademii imeHi
Muxonu Jlucenxa.

Ckpunanpbka Conomisi Copoka Hapopmnacs y JIbBoBi, fe 3akiHumma
JIpBiBCBHKY crenianbHy MysudHy mkony imeni Comomii KpyurenbHunbkoi
y knaci Ipuropis Xeitpena. ITpogosxyBama HaBuaHHi y KuiBcbkiit
KOHcepBaropil, a misuime i B acmipanTypi y Borogapa Kortoposuua Ta
JTromvun LIBipko. € maypeaToM KOHKypCiB iM. JIncenxa, IIpokod eBa Ta
3onoroi Oceni. B 2001 saxuctuna foxropar B Icrmencokiit Ilxoni Mysuku
(Eastman School of Music) y Crionmyuennx IlItatax Amepuku y mpodecopa
Yapnpsa Kacrenpmana.

Conomist Copoka fe6roTyBana y Bili gecATu pokiB 3 JIbBIBCbKUM
GbinmapMOHIYHIM OpKeCTPOM 3 KOHI[epTOM MeHpenbcoHa. 3 Toro dacy
HeojiHOpa3oBo Buctynana 3 opkecrpamu CIIA, ABcrpanii Ta Ykpainnm.
Copoxka xonneprysana y CIIA, Kanapi, Ascrpanii, Hosiit 3enmanpii, ®panunii, Himewunni, ITanii,
Yexii, Kurai, Kopei Ta TaiiBani, se 30Kpema BUCTymana 3 IpeM €paMy TBOPiB YKpaiHCHKIX
kommno3uTopis bopuca JIaTommucpkoro, Mupocnasa Ckopuka ta €Eprena CTaHKOBMYA.

Conomia Copoka 3ammcana BiCiM COMbHMX KOMIIAKT JVCKiB /A BifoMyx kommanilt Naxos
i Toccata Classics, cepep, AKUX WICTb € MePIIMMY 3aIMCaMM B CBiTi, i AKki 6ymm BucoOKo ouiHeHi
y TaKMX SHAHMX MYSMYHMX >KypHanax 3axomy, sk Strad, Gramophone, Fanfare Ta immmx. [i
3aNMC 3HAMEHUTOTO AMEePMKAHCHKOTO KOMIO3MUTOpa, Binmbsama bonkoma, ans xommanii Naxos
6yB BM3HAHMII HAJIKPAIIMM [JJMCKOM MiCAILA 32 apTUCTU3M Ta 3BYKOBY sAKicTb. HOBMM MysmuHuMM
BigkpurTAM COpOKM CTaB 3aIiC MYy3NKM 3a0yTOro aMepMKaHCBKOTO KOMIIO3MTOpa ApTypa
Taprmana g Jlonpgoncbkoi kommanii Toccata Classics. Iis wiei x kommnanii ComoMiero 3anmucaHa
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cKpurnkoBa Mysuka Mupocmasa Ckopuka, J/leona Cumneranii Ta beprrapga Cexieca, a 10 BUITYCKY
TOTYETbCA 3aNUC CKPUTIKOBOI My3uky €srena CTaHKoBMYa.

Conomiss Copoka NIpOXXMBA€e 3i CBOIM YO/NOBIKOM, aMepMKAaHCHKMM IIaHICTOM ApTypoM
Ipinom ta cunamn Teopopom i AntoHoM B Crionyuenux llltatax Amepuku. Bona € mpodecopom
ckpunku B [ouleHcbKoMy yHiBepcuTeri, o B wrati [HAjaHa, a TakoX BUKIaAae Ha lllnepHcbkomy
MixHaponHoMy dectuBai B Itanii Ta B kBapTeTHiit nporpami Yapnbssa Kacrenbmana B CIIA.

[Mianict Apryp Ipin Hapopuscs B Hbio ]7[0p1<y i BUPOCTaB B HEBETMKOMY
micreuxy Iledinsg mrrary Maccauycerc. Bin HaBuaBcsi B €1bCBKOMY
yHiBepcureri, B motiM y JIXynbApAchKiit mkomi B kmaci Maprina Kanina.
3apas BiH mpodecop MidiraHCbKOro yHiBepCHTETYy, a JTiTO IPOBOJUTD B
Yxpaini: y JIboBi Ta [Jzem6poni B Kapmarax.

Apryp Ipin € maypeaToM MDKHapOZHVX KOHKypciB Bimbms Karmena,
Jxinm Baxayep Ta Mi>KHapofiHOro KOHKypcy imeHi Bysoni. Bin BukoHan
Bci oprenianni TBopu Bpamca B mectn koHLepTax y bocToHi, Ta 3anucas
Bci ertopm Ckpsibina s ¢ipmu Cynpados. IpiH BucTymas 3 fecsitbMa
COHaTaMI CKpH6iHa B 6araTbox KOHIIEPTHUX 3a/aX CBiTY, BK/II0YaI04M
MYJIbTi-Me[iliHi BUCTYIIN 3 IPE3EHTALIEI0 JKMBOIMCY CUMBOJII3MY, a TAKOX
3pO6MB HeMaso 3alNCiB 31 CBOEW APYXMHOW, cKkpunaabkow Conomieto Copokowo mis Oipmn
Naxos Ta Toccata Classics, cepep akux TBopu Aprypa laprmana (Tocc 0089) Ta cKpUIIKOBi TBOpU
Munpocnasa Cxopruka (Tocc 0137).

Apryp Ipin Bucrynas 3 cumdonidanmn opkecrpamu Pimapensdii, Can Ppanuicko, 0Tu,
Tokio, a TakoX 3 HalliOHa/MbHMMM OpkecTpamu AMepuky, Yexii, Ykpainu ta 6araTbma iHUmMMMU
opkecrpamu. ConbHi KoHueprn IpiHa BigfyBanucs y Takux KOHLiEPTHUX 3anax, sk Kapueri Xon,
nentpi Kemeni, Can Ilayno omepuomy Tearpi B Jlicabomi, Ta iHIMX, BiH TakoX HeFHOPa3OBO
BUCTyNaB 3 Typamu 1o fnowii, Kopei ta Kuraro.

Ipin 6yB mysuunum ambacapgopom CIIIA B Cep6ii, Kocoso Ta BocHii Bifi AMepykaHCbKOI
Tudopmauniitaoi Arenmii.

Y 2007 poui Ipin Ta jioro cryaenTn npesentysamu Bci TBopu IlloneHa y 1eB’sTH KOHIEpTax,
a TaKoXK MifiroTysanu koHgepenuiio llomena 3 y4acTio BioMux MysuKkosHaBLis. Voro cryaentu e

naypeataMi MDKHapOJHIX KOHKPCBI Ta BUK/IAAl0Th B MyIn4IHyX yHiBepcuterax CIIIA, EBporm Ta
Asii.




More MYKOLA LYSENKO on Toccata Classics

Mykola LYSENKO

PIANO MUSIC, VOLUME ONE

FIRST RHAPSODY ON UKRAINIAN NATIONAL THEMES
THREE NOCTURNES

FOUR ESQUISSES

ELEGIE

AND OTHER WORKS

Arthur Greene, piano
FIRST RECORDINGS

visit www.toccataclassics.com
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Explore Unknown Music with the Toccata Discovery Club

Since you're reading this booklet, you're obviously someone who likes to explore music more
widely than the mainstream offerings of most other labels allow. Toccata Classics was set up
explicitly to release recordings of music — from the Renaissance to the present day - that the
microphones have been ignoring. How often have you heard a piece of music you didn’t know
and wondered why it hadn’t been recorded before? Well, Toccata Classics aims to bring this kind
of neglected treasure to the public waiting for the chance to hear it — from the major musical
centres and from less-well-known cultures in northern and eastern Europe, from all the Americas,
and from further afield: basically, if it's good music and it hasn't yet been recorded, Toccata
Classics is exploring it.

To link label and listener directly we run the Toccata Discovery Club, which brings its members
substantial discounts on all Toccata Classics recordings, whether CDs or downloads, and also
on the range of pioneering books on music published by its sister company, Toccata Press.
A modest annual membership fee brings you, free on joining, two CDs, a Toccata Press book or a
number of album downloads (so you are saving from the start) and opens up the entire Toccata
Classics catalogue to you, both new recordings and existing releases as CDs or downloads, as
you prefer. Frequent special offers bring further discounts. If you are interested in joining, please
visit the Toccata Classics website at www.toccataclassics.com and click on the ‘Discovery Club’
tab for more details.
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