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«PYKOIIUCHU HE T'OPATD...»

3arajbHOBIZIOMO, 1110 YKPATHChKUIT KOMITO3UTOP-KJIAcUK XX CTO-
nittst JleBko PeBynpkuii € Maiictpom cuM(poHIYHOT My3HKH. [HCTpY-
MEHTaJbHa MPUPO/Ia MUCIICHHS, lapoBaHa [IpoBUIiHHIM, BUPI3HSE
HOro TBOPH y LIAPHUHI My3UYHOTO CBITY, I03HAYUBILH X CAMOOYTHIMH,
BOJIHOYAC HAI[IOHAJILHO BU3HAYCHUMHU, CTHILOBUMHE pricamu. [Ipote
MaJIo XTO 3HAE, 1110 TBOpYiH criaaiumHi JI. PeBynbkoro Bumasia HeWMo-
BipHa JI0J1s1, sIKa He CyAmyIacs A0poOKy KOIHOTO 3 HOTo MOMepeHrKIB
Hi B YKpaiHi, Hi 3 3apyOixoks. CyTb y TOMY, 110 MaiiKe BC1 TBOPY MHTIIS
KpynHoi ¢popMu — ABi cuM@oHii, 1Ba KOHIEpTH st popTeniaHo 3
OpPKECTPOM, CTPYHHHI KBapTET, MOHYMEHTaIbHUI X0p «Ceplie My3H-
K 3arMHYJIH y BOTHI. Jlesiki 3ropiiu B OypxKyHKax y XOJI01HI 3UMH
B OKynoBaHoMy KueBi, iesiki Bij| rorajjaHHs aBiaboMOU y BaroH, 1o
nepeBo3uB Oi0mioreky Pagiokomirery 3 Yu 10 MIOHHO BU3BOJICHOT
BiJl Bopora cronuii Ykpainu. Brpara naptutypu Tperboi cumdonii
Bke B 1951 oHMHI OMTOBUTA TAEMHUIICHO... MaJIo XTO 3 KOMIIO3UTOPIB
Mir OM CIIOKIHHO BUTpUMATH Takuil yaap, ane Jleeky MukonaiioBuuy
JIOBEJIOCS MIEPEKUTH 11 BTPATH Ta 3HANTH CHMIIM W HATXHEHHS, 00
HaOLIBII TFOOMMI HUM TBOPH MOBEPHYTH 0 JKUTTSI.

OcobnuBo Gomouoro Oyna Brpara naptutypu Apyroi cumdonii,
siKa BTUIIOBaNa Ui MaiicTpa BeleTeHChbKH KOCMIYHHUN CeHC OyTTS
i3 KBITY4O-IIPOMEHUCTUM LEHTPOM «YKpaiHa», Jie TICHO Ieperuie-
JIUCSI MEJIOCHI 00pasu pi3HuX il TepeHiB, MOYMHAIOUN BiJ] KOJIUCKH
pony — yciasnenoro Tapacom llleBuenkom cena Ipxkasers. Came Tam
BU3PIBAB TaJaHT Malil0yTHLOTO KOMIIO3UTOPA, TTOBHUBCS 3BYKOBUMH
BpPaKEHHIMH, TypOOTIUBO CKEPOBYBABCS /10 MY3HMYHOI TBOPYOCTI
MyZIpUMHU OaTbKaMu.

J1OBri JECATHIIITTS TOTAJIITAPHOT 00U B ICTOPIT MY3HKH TEMa IPO
«HEenpoJieTapchbKe MOXoKeHHs» JIeBka PeBynibkoro oMuHanacs, a 3a
3raJiky Ipo ioro crapiioro opara JIMurpa — BiJloMOro BUCHOTO-MY3H-
KO3HABIISI — MOYKJIMBO OYJI0 i MOCTpaXkaaTu. AJKe JOBEIocs O nucaru
1TIpO IaBHIO IITSIXETHICTH POLLY, 1 PO «BIIEPTOY» HAI[IOHATIBHE KOPIHHS,
reHeaJIoriYHO TOB’si3aHe i3 CAMHUMH yCIaBICHUMH YKpPaiHCHbKUMH
iMeHamu. Bce cBiumiio, 1o mosiBa Ha iCTOPUYHIN CLIEHI TaKHUX I10-
crareit sk Oparu PeBy1bKi rotyBanacs y psiii 6ararbox MoKoJiHb Ta
JIOCSATIIa CBOEPITHOTO «IACIOHAPHOTO BUOYXY» caMe 3 HapOIKEHHIM
1Mx ocobucrocreit .

[To GarbkiBChKiii JiHIT 3aCHOBHUKOM poy PeBylbKUX BBayKaBcs
3aropoXKelb — CTapIIni BilicbkoBUi ToBapui [Terpo Peryxa (musixet-
CBHKHI Cy(iKC «CHKHID» 3’ IBUBCS Mi3HiIIE) 3 repOoM «Kpusiay, 3 Koy
rerbMmaHna [lerpa Konaresuua-Caraiinaanoro. [Ticist AHIpYCIBCHKOTO
niepemup’s (1667), y uacu Pyinu, Haiaiku 3aoposKiis yTBOPUIIH JIBi
rinku poxry. OnHa ocina Ha [loginmi, mo Bigifuwio [onkmii, Ta croso-
Hi3yBaJacs, OTPUMABIIN BiANOBiIHE (pOHETHUHE 3ByUaHHs — PskeByCh-
ki (JKeBychki). [pyra rinka — JliBoOepexHa — 4aCTKOBO MepenInia y
CBSILIEHHUIIBKUI caH Ta ocina B IpaBiii, NpUIHSBIIY CIYXKiHHS Ha
kadenpi 3HameHuToro CesiTo-TpoillbKOro Xpamy, Jie 3HaXOAHIIACs
4yJ0TBOpHA ikoHa IpkaBenbkoi boromarepi > — CBATHHS 3amopoKKs.
[TpuHaiimMHi 1’ Th MOKOJIHB 1IOTO pony (AHApiH, [puropiii, PomaH,
l'aBpuiio, Mukona) Oyl BipHUMHU JYXOBHUMH «JIHIAPSIMU-3aXHC-
HUKaMH» 4YyJOTBOPHOTO 00pa3y Ta MPHUHIIMIIOBO BiIMOBIISIIACH
yutaru «aHapemy» IBany Mazeni. OctanHboro i3 3raganux Pe-
Bylbkux — Muxony ['aBpuiioBuya (1843—1906) — 3a mogBUKHHUILIBKY
JUsUTBHICTB OYyJI0 BiJi3HA4eHO 3BaHHAM [loToMcTBeHHOrO IMEHHMTOrO
['pomassiHuHA, SKMM JTyKe MUAIIABCS BiH caM, MUIIAIUCH 1 HOTO CHHH
Jmutpo Ta JleBko.

Marip’1o komno3utopa Oyiia Herepecidyaa i MyJpa 0COOUCTICTh,
4yyioBa My3UKaHTKa, 30upadyka micieBoro Qospkiiopy Osekcanapa

! Imena GpartiB PeBylbKIX BHECEHO /10 PEECTPY BHAATHUX IIPEACTABHUKIB Halii. [[uB.:  po-
mogenko JI. [Imutpo i JleBko PeBynpki // 100 HatiBinomitmx ykpainuis. — Kuis, 2002, c. 446-453.

2 Kysuk B. «3amnakana Marip boxa cnpo3amu cBsitumu...» // Sower (CiBau) [USA,
Ukrainian Catholic Eparchy of Stamford]. — 2016. — 24 April. — P. 13-14 (u. 1); 29 May —
P. 13-14 (u. 2).

Hani nus.: Kysux B. «3amnakana Martip boxa ciapo3amu cestumu...» (300-pivus Ipxa-
BEIbKOI 4yy0TBOpHOT ikoHn) // CioBo IIpocitu. —2016. — Ne 43. — 27 sx0BT. — 2 %0BT. (1-a 4.,
c. 8-9); Ne 44, — 3-9 nucromn. (2-a u., c. 8).

“MANUSCRIPTS DON’T BURN...”

It’s well known that the Ukrainian classical composer of the
twentieth century Levko Revutsky is a Master of Symphonic
Music. The instrumental nature of thinking, given by Providence,
distinguishes his works in the field of music, it marks them with
distinctive, at the same time nationally determined, stylistic features.
However, few people know that the creative heritage of L. Revutsky
had an incredible fate, which was not destined for the works of any of
his predecessors in Ukraine or abroad. The point is that almost all the
works of the artist of large form — two Symphonies, two Concertos for
piano and orchestra, a String quartet, a monumental choir «Heart of
Music» — perished in the fire. Some were burned in the stoves during
the cold winters in occupied Kyiv, some were burned by an air bomb
hitting a car carrying the library of the Radio Committee from Ufa to
the capital of Ukraine, which had just been liberated from the enemy.
The loss of the score of the Third Symphony in 1951 is still shrouded
in mystery... Few composers could easily withstand such a blow,
however, Levko Mykolayovych had to go through these losses and
find the strength and inspiration to bring his favorite works back to life.

Especially painful was the loss of the score of the Second Symphony,
which embodied for the Master a huge cosmic meaning of life with a
flourishing-radiant center «Ukraine», where the melodic images of its
various terrains are closely intertwined, starting from the cradle of the
family — the country of Irzhavets, famous for Taras Shevchenko. The
talent of the future composer matured right there, was filled with sound
impressions, wise parents carefully directed to musical creativity.

The theme of Levko Revutsky’s “non-proletarian origin’ has been
avoided for many decades of totalitarian times in the history of music,
it was possible to suffer at the mention of his older brother Dmytro,
a well-known musicologist. Researchers would have to write about
the ancient nobility of the family, and about the «stubborn» national
roots, genealogically associated with the most famous Ukrainian
names. Everything testified that the appearance on the historical stage
of such figures as the Revutsky brothers was prepared in a number of
generations and reached a kind of “passion explosion” with the birth
of these personalities '.

Cossack-zaporozhets, a senior military comrade Petro Revukha
(Roarer; the noble suffix “sky” appeared later) with the coat of arms
«Kryvday [Affront] from the basket of Hetman Petro Konashevych-
Sagaidachny was considered the founder on the paternal line of the
Revutsky family. Descendants of the Cossacks formed two branches of
the family after the Andrusiv Armistice (1667), during the Ruin. One
branch settled in Podillya, which was ceded to Poland, and became
Polonized, receiving the corresponding phonetic sound — Rzhevski
(Zhevuski). The second branch, the Left Bank, was partially ordained
to the priesthood and settled in Irzhavets, receiving a ministry at the
chair of the famous Holy Trinity Church, which housed the miraculous
icon of Our Lady of Irzhavets ? — the shrine of Zaporozhe. At least
five generations of this genus (Andriy, Hryhoriy, Roman, Gavrylo,
Mykola) were faithful spiritual “knights-defenders” of the miraculous
image and refused to read the «anathema» to Ivan Mazepa. Mykola
Gavrylovych (1843-1906) — the last of the mentioned Revutskys —
was awarded the title of Hereditary Famous Citizen for his ascetic
activity, which he himself was very proud of, and his sons Dmytro
and Levko were also proud of.

The composer’s mother was an outstanding and wise person, a
wonderful musician, a collector of local folklore, Oleksandra Dmy-

! The names of the Revutsky brothers are included in the register of prominent represen-
tatives of the nation. See: Gromovenko L. Dmytro and Levko Revutsky // 100 most famous
Ukrainians. — Kyiv, 2002, p. 446-453.

2 Kuzyk V. «Zaplakala Matir Bozha sl'ozamy svyatymy...» [“The Mother of God cried
with holy tears...»] // Sower [USA, Ukrainian Catholic Eparchy of Stamford]. —2016, 24 April
(part 1); 29 May (part 2). Further see: Kuzyk V. «Zaplakala Matir Bozha sl'ozamy svyatymy...»
[“The Mother of God wept with holy tears...”] (300th anniversary of the Irzhavets miraculous
icon) // Slovo Prosvity [Word of Enlightenment]. — 2016, Ne 43, Oct. 27 — 2 Nov.; Ne 44,
November 3-9.



Jmutpisna Kanescbka (1844—1906), o xiHouiit NiHIT 3 yc1aBIeHOTo
pony CropoxenkiB. YuiBepcan . Mazeru 1690 poky migTBep/KyBaB
Ma€eTHOCTI TTOJIKOBHUKA [BaHa CTOposkeHKa Ta HOro ApykUHU Mapii
BorpaniBHY — MOJIOAIIOT JOHBKH reThbMaHa XMeEIbHUIBKOTO — B CElll
Ipxaui Yepririsebko-CiBepcebkoro kparo *. [Toapyxoks I. CTopokeH-
ka Ta M. XMeNbHHIIBKOT pO3pOCIIOCs Y HACTYITHUX CTOJIITTSX OaraTum
MOTOMCTBOM JIOCTOHHHKIB: TOCHOAAPIB 3eMIIi, JEPKaBHUX MYKIB,
YUCHHX, ICTOPUKIB Kparo, MMCbMEHHUKIB, MUTIIIB, a IepelyciM — Ia-
TpioTiB cBO€T Hallii. Takumu ctanu i Opatu PeBylbKi — iX HallaJKu
Yy BOCBMOMY TOKOJIiHHI.

JleBko MukomnaitoBnd PeBynibkuit Hapoauscs 20 J1t0TOro (3a HOBUM
cruiiem) 1889 poky B ponmuHHOMY IprkaBerti, uepes BiCiM POKiB Miciist
Opara [Imutpa (1881-1941). Ha Bux0oBaHHi JiTel BUpa3HO [MO3HAYHB-
csl BIUTUB Marepi, sika JIOTPUMYBalacs MPHHIUITB «TOJICTOBCHKOT»
CHCTEMH KUTTSI, IOMIMPEHOT Y Ti YacH cepeJi IHTEIIreHIIil: YMCToTa
MOMHCITIB, CTPUMAaHICTh 1 caMOOOMEXEHHs Y TIOOYTi aX JI0 aCKETU3MY,
PO3YMHICTb JIi#f i MOCTIHHA lyMKa ITPO BUCOKY TyXOBHICTb (HacIpas/ii,
TaKa KUTTEBA MO3UIIIS Y KOJTi YKpATHChKHX CBSIIICHUKIB chopMyBaacst
3HAYHO paHillie Iij BIUIMBoM BueHHs [laicist BeTMuKkoBChKOT 0, 3 IKUM
OJIMH 3 Ipe/KiB PeByIlibkoro HaBuancs 1ie y [lontaBchbkiii 1yXOBHIN
ceminapii). [TpuHIHIT TAKOTO KPeao — pO3yMHHI MiHIMYM MOTPEO st
ceOe Ta, TOJIOBHE, BUXOBATH 3BUUKY JIAPYBATH JIFO/ISIM 100pO. Y POIIUHI
HaBiTh Haponuiocs cinoBo-moHATTs JOBPO3BUYHICTD — iioro,
SIK CBOEPITHIH OaTHKIBCHKIH 3aIOBIT, MPOHECIN KPi3b BCE KHUTTH 1
Oparu PeBynbki.

[Nepmri 3HaHHS CHMHU OTpUMalH BIoMa. Maru HaBuMIIa IPaMOTi,
3araJIbHUX a3iB 3 HIMEIbKOl Ta (paHIy3bKoi, rpi Ha (opremiaHo,
0aThKO — paxyBaHHI0, TouaTkaM reorpadii, icropii. Jlitu 3poctanu 6e3
PO3KOIIIIB, aJie MaJIi Bce HEOOX1THE ISl CEPHO3HOTO 3aHATTS HAYKaMH,
My3uKyBaHHs. Y caaubi Oysia mpekpacHa 0i0ioTeka, rapHa KOJSKITis
YKPaiHCHKMX MY3UYHUX THCTPYMEHTIB, POSUIb.

Bocenu 1899 poky 10-piunoro Jleka Bigianu 10 [pumyrbkoi rim-
Haszii, Kynu nepesenu 3 YepHiriBcbKoi i crapioro cuHa. [pumyipka
rimuasis* 6yna noope 3HaHa Ha [TonTaBIINHI PEKPACHUMH Te1arora-
MU, TApPHUM MHCTCILKUM piBHEM — MaJia CBiil HEBEIIMUKUI OpKECTp,
TearpaibHIN rypToK. Ha 3aHsTTs 3 My3uku JIEBKO XO/TUB JI0 KEPIBHUUKH
xiHouol rimHasii FO. JIskaB — Haiikpaiiol miaHicTku B MicTi. OHaK
Betyn JImutpa 1o Kuiscbkoro CesaTo-BonoauMUpchKoro yHIBEpCUTETY
o0ymoBuB 1 riepeizn 1903 poky mo Kuesa mososiioro Opara ta nepe-
BEJICHHS HAa HaBYaHHs y ipuBaTHY TiMHa3ito Ne 7 I. Basnbkepa.

Onekcanpy JIMuTpiBHY, sika BOadasa y JlaBka HeaOusike My3HUUHE
o0llapyBaHHs, NIMOOKO TypOyBaIo MUTAHHS My3HYHOT OCBITH MOJIOA-
moro cuHa. Ha ii mpoxanust IMUTpo, SIKHI CITiBaB B YHIBEpCHTET-
chKOMY XOpi i1 opyaoro M. Jlucenka, BiiBiB JIeBka jijist 3HallOMCTBa
3 ycnaeiaeHuM Maectpo. M. Jlucenko OyB TOJI y 3€HITI CJIaBH 1 SIK
KOMTIO3UTOD, 1 SIK IMPHUTEHT, 1 SIK BIPTYO3-TaHICT (10 pedi, TOBOIUBCS
pinnero 6param). To K OYyTH TOpay MUTIIS, & TUM OLIBII HABUATH-
csl y HOTO OyJIO HaJ[3BHYaiHO MPECTHKHUM. BoueBnab, My3uaHHA
TaJaHT IoHaka 3aiikaBuB M. Jlucenka, 60 mpociayxaBiiu ioro rpy,
Mukona BitaniiioBud nopaus 3amnucarucst 10 Bizjomoi y Kuegi mkonu
M. TyTKOBCHKOTO °, 1ie if caM BUKJIaaaB GopTeriaHo.

1904 poxy JleBko mepeHlIioB HaBYATHCS 10 HOBOCTBOPEHOI My-
3u4yHO1 mKonu M. Jlucenka. Tam BiH MO3HaOMUBCS 3 MalOyTHIMH
KOMITO3UTOpaMK i xopoBumu nupurentamu Kupuiaom CrerieHkomM®
ta Onekcanapom Komruem 7, 3ariikaBuBCs IXHBOIO TBOpUicTio. TTo-

3 JTo 1954 poxy Ipxxasens Bxoaus 1o [pmtynskoro paitorny [lontaBeskoi o6macti, HUHI
celno BifiHeceHo /10 [uHsHCBhKOTO paiiony YepHiriBcpKoi oomacTi.

42 sxoBtHs 1997 p. Ha crini [Ipumypkoi riMaasii Gy1o BCTAHOBIEHO MEMOPIiaibHi JOIIKA —
JI. M. PeBynpkomy Ta JI. M. PeByrpkomy.

> TytkoBchkuit Mukona Anosnonosud (1857-1931) — miaHicT, KOMITO3UTOD, MENATOT.
3acHyBaB y 1893 p. y KueBi My3uuHy mikony, piBeHb HABUYAHHS B SKild BiJlIOBIJaB BUMOT'aM
MY3HYHOTO YUMIIHINA.

¢ Crenenka Kupumo I'puropoud (1882-1922) — KOMIIO3UTOpP, XOPOBHIl AUPHUIEHT, CBSI-
mieHuk. Y4yenb M. JIucenka. 3acHoBHUK BeeykpaiHCbkoro My3nuHoro Topapuctsa im. M. Jle-
onroBuua (1921).

7 Kommmtp Onexcauap AutoroBud (1875-1944) — xopoBuit AUPUTEHT, KOMITO3UTOP. YUCHb
ko M. Jlucenka. 1919 p. BuixaB 3a KOpJOH 3 YKpaiHCBKUM HapOJHHM XOpoMm, Bix 1924
xwuB y CIIA.

trivna Kanevska (1844—1906). She is descended on the female line
from the famous Storozhenko family. Mazepa’s Universal of 1690
confirmed the estates of Colonel Ivan Storozhenko and his wife Maria
Bogdanivna, the youngest daughter of Hetman Khmelnytsky, in the
village of Trzhavets in the Chernihiv-Siversky land 3. The spouses of
1. Storozhenko and M. Khmelnytska grew in the following centuries
with rich offspring of worthy personalities: landowners, statesmen,
scientists, historians of the region, writers, artists, and above all —
patriots of their nation. The Revutsky brothers, their descendants in
the eighth generation, also became so.

Levko Mykolayovych Revutsky was born on February 20 (in the
new style) in 1889 in his native Irzhavets, eight years after his brother
Dmytro (1881-1941). The upbringing of children was clearly influ-
enced by the mother, who adhered to the principles of the “Tolstoy”
system of life, common in those days among the intelligentsia: purity
of thought, restraint and self-restraint in everyday life up to asceticism,
reasonableness of actions and a constant thought of high spirituality
(in fact, such a life position among Ukrainian priests was formed much
earlier under the influence of the teachings of Paisiy Velychkovsky,
with whom one of Revutsky’s ancestors studied at the Poltava
Theological Seminary). The principle of such a credo is a reasonable
minimum of needs for themselves and, most importantly, to cultivate
the habit of giving people good. The family even gave birth to the
word-concept DOBROZVYCHNIST' / GOOD HABIT; the Revutsky
brothers carried it throughout their lives as a kind of paternal will.

The sons received their first knowledge at home. Mother taught
literacy, general basics of German and French, playing the piano, father
taught arithmetic, the beginnings of geography, history. The children
grew up without luxuries, but had everything necessary for serious
science, music. The estate had a beautiful library, a good collection
of Ukrainian musical instruments, a grand piano.

In the autumn of 1899, 10-year-old Levko was sent to the Pryluky
Gymnasium, where he and eldest son were transferred from Cherni-
hiv. Pryluky gymnasium * was well known in Poltava region for
excellent teachers, good artistic level — it had its own small orchestra,
theater group. Levko went to music lessons with the headmistress of
the Women’s gymnasium Yu. Lyakav — the best pianist in the city.
However, Dmytro’s admission to St. Volodymyr’s University in Kyiv
led to his younger brother’s move to Kyiv in 1903 and his transfer
to G. Walker’s private gymnasium Ne7. Oleksandra Dmytrivna, who
saw Lavko as a great musical talent, was deeply concerned about
the musical education of her youngest son. At her request, Dmitry,
who sang in the university choir under the direction of M. Lysenko,
took Levko to meet the famous Maestro. M. Lysenko was then at
the zenith of fame and as a composer, and as a conductor, and as
a virtuoso pianist (by the way, he was a relative of the brothers).
It was extremely prestigious to hear the artist’s advice, and even
more so to study with him. Apparently, the young man’s musical
talent interested M. Lysenko, because after listening to his playing,
Mykola Vitaliyovych advised to enroll in the well-known school of
M. Tutkovsky ° in Kyiv, where he also taught piano.

In 1904 Levko went to study at the newly established music school
of M. Lysenko. There he met future composers and choral conductors
Cyrylo Stetsenko ¢ and Alexander Koshyts 7, became interested in
their work. The young pianist played the piano intensively, perfected

3 Until 1954, Irzhavets was a part of Pryluky district of Poltava region, now the village is
referred to Ichnia district of Chernihiv region.

4On October 2, 1997, memorial plaques to LM Revutsky and DM Revutsky were installed
on the wall of the Pryluky Gymnasium.

> Mykola Apollonovych Tutkovsky (1857-1931) — pianist, composer, teacher. He founded
a music school in Kyiv in 1893, the level of education in which met the requirements of the
music school.

¢ Stetsenko Cyrylo Grygorovych (1882-1922) — composer, choral conductor, priest. He
studied with M. Lysenko, founder of the All-Ukrainian Music Society named M. Leontovich
(1921).

7 Koshyts Oleksandr Antonovych (1875-1944) — choral conductor, composer. A student
of M. Lysenko’s school. In 1919 he went abroad with the Ukrainian Folk Choir, from 1924 he
lived in the United States.



CHJICHO 3afiMarouuCh OPTEIiaHO, BJOCKOHAIOIOYH CBOK TEXHIYHY
BIPTYO3HICTh, MOJIOJAMI MIaHICT I HE MepeiMaBcs JYMKOKO PO
KOMITO3HIIiI0, X04a i JMBYBaB yCiX CBOEIO 37[aTHICTIO BUIBHO iIMITPO-
Bi3yBaTH Ha TEMH HAPOJHHX IiCEHb.

OpHak 30BHI CHOKIHHUU IUIMH 4Yacy MepepBaiv CyMHI MOJii
1905-1906 pokiB. JIMUTpy 10 3aKiHYEHHI YHIBEPCHTETY PEKTOpAT,
JIOKOPSIFOUH 32 «XOXJIOMaHCHKIi TIOTJISTHY, HE JIO3BOJIMB MPAIIOBATH B
VYkpaini. Bin 3mymienuit OyB BUixaTv BUKJIaJaTH B IPUBATHIH HIKOJTI
(Domschule) Pesenst (Tamninn). Tpariuno posnouascs i 1906 pik.
V ciuni 3 MOCKBU MPUHIILIA 3BICTKA PO CMEPTh Jisibka — podheco-
pa Muxkonu CropokeHka 8, sikuii 3aBk/u OyB MPUXUILHUM OpaTiB.
23 Oepe3Hs He cTalio 0arhbka — TOJIOBHOTO MOpaJHUKA i Jpyra. A
10 KOBTHSI BTpaTHIM Marip... Maibxke pik naybli 17-THIITHROTO
IOHAKa HEe TOPKAJUCS KJIABIII POSUTIO, HACTIIBKH TOCTPUM OYJI0 Bif-
yyTTS OO0 BTPATH.

Bocenn 1907 JleBko PeBynpkuii moctynus Ha I kype ¢izuko-ma-
TemMaTrnuHOro (hakynbrety KuiBchkoro yHiBepcureTy. Ta HanpuKiHII
1907 nepeiimos Ha ropunugauil. OnHak Opar Jmutpo noitmas JleBka
nucrtamu 3 Pemens, HACTIHHO BUMararouu He MOJIMIIATH TPy, MPO-
JIOBXKYBaTu My3udHy ocBity. 1907 poky roHak nocrynae y KuiBcbke
my3nune yausaiie [IPMT (Imneparopebkoro Pociiicbkoro My3maHOTo
TOBapucTBa) Ha (hopremiaHHui Bigin. CrodaTKy HaBYaBCs y KIaci
C. KoporkeBuya °, a 1911 nepeiiiioB Ha BUIIKA Kypc 10 BiZIOMOTO
nianicta I. Xogoposcbkoro '°. TeopeTu4Hi AMCIHHUIUTIHA BUBYAB Y
BUJIATHOTO TeopeTuka €. Puba .

o6 MUCIMIUTIHYBATH CBOE KHUTTS & TAKOXK «3BITYBaTH» IMepest
cTapimuM OpaTtoM, MOJIOJUH CTYACHT 3aBiB IIOJICHHUK, Y SKOMY
Hamarapcsi (DiKCyBaTH BCl CIIpaBU Ta MEPIOTUYHO JOKOPATH COOi B
«obnoMoBIMHI». BeTaras JleBko paHo. JleHb po3modyrHaB 3 riMHa-
CTHKH, CiJIaB TOJIMHY Ha 2 32 IHCTPYMEHT 1 rpaB €T/, TTOTIM HIIIOB
JI0 yHiBEepcUTeTy, BUBUaTh «PuMchke mpaBoy, «llepkoBHe mpaBoy,
«MiXHapoHE MPaBoy TOIIO, IO 00111 — My3yUHJIIHIIE, yBeUepi — CIIiB
y CTYJICHTCHKOMY YYHIIHIITHOMY XOpi, 00 HIIIOB JI0 OTIEpH YU B KOH-
uept. 25 kBitHs 1911 poky JIeBko 3aHOTYBaB Ha CTOPIHIII MOICHHUKA
suciis [oxronsra Edpaima Jleccinra «CriepeyaiiTech, MOMUISHTEC,
aje, 3apaau bora, MUCTITBY, SIKUI CTaHE JIEBI30M HOTO JKUTTSL.

FOnak Oararto mpairoBaB, TpaB TBOPH SK 3aX1JTHOEBPONECHCHKUX
aBTopiB — berxoBena, Momnapra, Bebepa, lllonena, [llymana, Jlicra,
TaK i pociiicbkux — [inku, banakipera, YalikoBchkoro, PaxmaHiHoBa,
Ckpsi0ina, [T1azyHoBa. besiiu pi3HUX KapKOJIOMHUX CTHOIB APIOHOT
«OicepHOI» TeXHIKM i MaciTabHOI OKTaBHOI. 3aXOMUBCS TEOPETHY-
HUMH JUCIHUILTIHAMH, 0COOJIMBO TapMOHI€r0 Ta omioHiero. Y apXisi
KOMITO3UTOPA 30epircst HOTHUH apkyi 1908 poky, mucaHuii oTiBLEM, 3
PO3B’sI3aHHSAM TAPMOHIYHOT 331241 Ha TeMy YKpaTHChKO1 IicHI «/lymu
moi» Ha Bipiri T. [lleBuenka. /JluBHo, Ta B THX 16 TakTax yxe Bij-
YyBAETHCS CTHIIb MallOyTHHOTO KOMITO3UTOpa. A 0OpaHHS HAPOIHOT
MEJIOIiT 32 OCHOBY 3aBJIaHHS CBITYUTH, 1110 POKU HayKu y M. JIucenka
HE MPOMalHyIu JapeMHO — caMme Led Maiictep npuienus Homy
JH000B JI0 PITHOTO MEJIOCY.

3 mouarky 1911 y xuTTi crynenra PeByiipKoro BiiOyBcs psiji Bax-
nBHX oJIil. [To-niepiire — oro nepeBen Ha BHII KypCcH My3ydrIId-
u1a. [To-npyre — 6par imutpo 3 cim’ero noBepHyBcs 10 Kuera i posmo-
YaB CBOIO IeJIaroriyHy npaio y rimuasii B. Haymenka. [To-tpere — Ha
pi3ABSIHUX KaHiKynax (KiHenb rpynHs 1910 p.) BiH noixas 10 MockBu
«3a KyIbTypHHUMHU BPaKCHHSMH» Ta MO3HAHOMHBCS 3 TEHJITHOIO 1
cepiio3Horo 19-piuHor0 ciryxadkoro bectyxkeBcbkux KypciB Codieto
[Mucaperoro — MIEMiHHHIICIO JPYKUHU Opara, sika cTajia KOXaHHIM

$ Cropoxxerko Muxosa liutiu (1836-1906) — icropuk iteparypu, npopecop MoCKOBCHKOro
yHiBepcuTeTy Ta ronosa Pociticekoro IllekcrmipiBchKkoro ToBapnucTBa, BOJIHOYAC — aBTOP ITPallh
npo T. IlleBuenka Ta 3 ictopii Ykpainu. (Takox Hapoauscs y c. Ipxasers).

9 Koporkesia Cepriit Mocumnosud (1871-1948) — mianict, nexaror. Vuens I Xom10poBChKoro.

10 Xonoposcekuit I'puropiit KoctstaTrHOBHY (cipaBk. Mopos-XomopoBeskmii; 1853—
1927) — BupaTHUii miaHicT, KOMIO3UTOP, neaaror. HaBuascs y Jlednuusbkiii KoHCepBaTopii,
npairoBaB pazoMm 3 O. Jlictom.

! Pu6 €sren AsrycroBud (1859-1924) — KOMIO3HUTOpP, TUPUTEHT, My3UYHHIT TEOPETHK.
ABTOp MiZAPYYHHKIB 3 TEOPIl My3UKH.

his technical virtuosity, but did not yet care about the composition,
although he surprised everyone with his ability to improvise freely
on the themes of folk songs.

However, the seemingly calm course of time was interrupted by
the sad events of 1905—1906. The administration did not allow Dmy-
tro work in Ukraine after graduating from university, reproaching him
for “Khokhloman views” [“Khokhol” / tuft of Hair, is a derogatory
nickname for Ukrainians]. Dmytro was forced to go to teach at a pri-
vate school (Domschule) Revel (Tallinn). The year 1906 also began
tragically. In January, news came from Moscow about the death of
his uncle, Professor Mykola Storozhenko #, who had always been a
supporter of the brothers. On March 23, his father, the chief adviser
and friend, passed away. And on October 10, the brothers lost their
mother... For almost a year, the fingers of a 17-year-old boy did not
touch the piano keys, so acute was the feeling of pain of loss.

In the autumn of 1907 Levko Revutsky entered the first year of
the Faculty of Physics and Mathematics of the University of Kiev.
But at the end of 1907 he switched to law. However, his brother
Dmytro, in letters from Revel, urged Levko continue his musical
education. In 1907 the young man entered the Kyiv Music School of
the IRMS (Imperial Russian Music Society) in the piano department.
He first studied in the class of S. Korotkevich °, and in 1911 went on
to a senior course to the famous pianist G. Khodorkovsky '°. Levko
studied the theoretical disciplines of the eminent theorist Ye. Ryb 1.

The young student started a diary to discipline his life and to
“report” to his older brother, where he tried to record all the cases
and periodically reproach himself for “laziness”. Levko woke up
early. He started the day with gymnastics, sat for 2 hours at the piano
and played sketches, then went to university, to study “Roman law”,
“Church law”, “International law”, etc.; in the afternoon he went to
music school, in the evening he sang in the student school choir, or
went to the opera or to a concert. On April 25, 1911, Levko wrote
on the page of his diary the statement by Godgold Ephraim Lessing,
which would become the motto of his life “Argue, make mistakes,
but, for God’s sake, think”.

The young man worked a lot, played works by Western Euro-
pean authors — Beethoven, Mozart, Weber, Chopin, Schumann,
Liszt, and Russian — Glinka, Balakirev, Tchaikovsky, Rachmani-
noff, Scriabin, Glazunov. He played many different stunning
sketches of small “beaded” technique and large-scale octave. He
was interested in theoretical disciplines, especially harmony and
polyphony. The composer’s archive contains a sheet of music from
1908, written in pencil, with a task on harmony on the theme of
the Ukrainian song «Dumy moyi» / “My Thoughts” on the poems
of Taras Shevchenko. Surprisingly, in those 16 bars the style of the
future composer is already felt. And his choice of folk melody as
the basis of the task shows that the years of science in M. Lysenko
did not pass in vain — it was this Master who instilled in him a
love for his native melody.

From the beginning of 1911 a number of important events took
place in the life of the Revutsky student. First, he was transferred
to higher courses of music school. Secondly, brother Dmytro and
his family returned to Kyiv and began their pedagogical work at the
V. Naumenko Gymnasium. Third, during the Christmas holidays (late
December 1910), he went to Moscow “for cultural impressions” and
met a fragile and serious 19-year-old student of Bestuzhev courses,
Sofia Pisareva, who was the niece of his brother’s wife, and later

§ Mykola Ilyich Storozhenko (1836-1906) was a literary historian, professor at Moscow
University, and chairman of the Russian Shakespeare Society. At the same time, he was the
author of works on Taras Shevchenko and on the history of Ukraine. (Also born in the village
of Irzhavets).

? Korotkevych Serhiy Yosypovych (1871-1948) — pianist, teacher. Student of
G. Khodorovsky.

10 Khodorovsky Grygory Konstantynovych (real Moroz-Khodorovsky; 1853-1927) — an
outstanding pianist, composer, teacher. He studied at the Leipzig Conservatory, worked with
F. Liszt.

' Ryb Yevhen Augustovych (1859-1924) — composer, conductor, music theorist. Author
of textbooks on music theory.



HOT0 )KHUTTA. A 3HAOMCTBO 3 TIMHa31aJJbHUM y4HeM Opara, MaiioyTHiM
noeroM MakcumoM PusibchkuM moapyBaiio JIeBKoBi BipHOTO ipyTa.

Bocenn 1913 y Kuesi Ha 6a31 My3y4HiIHIa BiIKpHIHCh KOHCEP-
Baropisi — Tpets y TomimHii Pociiicekiit immepii (micist Cankr-Ile-
TepOypry Ta Mocksu). Odgonus ii 3 1914 BUIMYCKHHUK MOCKOBCHKOL
KOHcepBaTopil (KUSIHUH 3a HapokeHHsIM) Peitarosb [iep 2 — yueHb
mkosn I1. HalKOBCHKOTO, TAJIAHOBUTUN KOMITO3UTOP, SIKUM OJIpazy
CTaB JUIs KMIBCHKMX MY3HKAHTIB eTalloHOM Tpodecionanizmy. Horo
nosiea y Kuesi ocrarouHo BruimHyna Ha pimeHHst JI. PeBynpkoro
MPUCBSITUTH ceOC KOMITO3HIIII.

Momnonuit kommozutop HanucaB CoHaty h-moll, op. 1, mo4as or-
parboByBaTu TeMaTu3M [lepioro ¢opremniaHHOTo KOHLEPTY es-moll
(nmpucsstueHoro P. [miepy), 3poOUB eCKi3u CTPYHHOTO KBapTeTy, HAKH-
nas ¢parmenTu [eprroi cumdonii (aururomuoi). [1ig gac pizaBsiHUX
kaHikyniB 1914/1915 crBopuB nuki i3 Tpeox [lpemtomiii op. 4, 1o
CTaJI 3HAKOM TIepeIyTTsS MalOyTHIX TpariyHUX MOJIH, TOB’I3aHUX
3 mouarkoM [lepmioi cBitoBoi BiltHE (1914-1918). ITonpu Bce, TO
OyB TUTITHHUI Yac KOMITO3UTOPCHKOT TBOPUOCTI, IKM BIH caM Ha3BaB
«TIePiOJIOM EBPOIIEi3alii», TOOTO 3aCBOEHHS BCHOTO HOBOTO, 110 OYII0
y TOTOYaCHHUX MY3WUYHHX Tporecax 3axiqHoi €sporu Ta Pocii.

Bocenn 1915 y 3B’s3Ky 3 0COOJIMBOIO BiiCHBKOBOKO CHUTYAI[IEIO
JI. PeBynbKkoMy JOBEJIOCS MOCIIXOM 3/1aTH BHITYCKHI ICIIUTH 1 3a
YHIBEPCHUTET, 1 32 KOHcepBaropito. A Bocern 1916 #oro mpussanu
«BOJIBHOOTIPEIENISIOINMCS TIEpIIOro po3psay Ha Pusbkuit GppoHT.
CaiyxuB nipu apTuiiepii, sk JrofuHa 00i3HaHa 3 MaremaTHkoro. 1o
3aKkiH4YeHHI BiiHU 1918 3 BeNIMKUMU TPyIHOIIAMH JlicTaBcsi YKpaiHu,
IpKkaBis, fe Toxi kuia apyxuHa. Momy 3anpornonysamu B Kuesi
poboTy qupureHTa CiM()OHIYHOTO OPKECTPY, OJIHAK BiH BiJIMOBHUBCS —
Codist uekana Ha quTrHY. 1919 BamTyBaBcs MpaIoBaTh MOOIMKIC
JI0 JIOMIBKH — JIOBOJIOM B [4Hi. 1 YepBHS y OAPY K HAPOJAUBCS CHH
€Brex. A 4epes mapy THXKHIB JI0 MiCTEUKA YBIMIIUIA OiIbIIIOBUIIBKI
BilickKa. [1ij] yac mepeBipky HACETCHHS 3aapeIITyBaJIH «IIOMIIIUKA i
ocdinepay JI. PeBynpkoro. 3acynnnu g0 posctpiny. boxe [TpoBuainas
Ta BTpy4aHHs cTapioro Opara JIMUTpa JIOTIOMOTITH 30eperTH KHUTTSI
JleBkoBi. HaBecHi 1920 BiH HamaraBcs BiamrtyBatucs y [Ipumykax
MOBITOBHM 1HCTPYKTOPOM 3 My3HYHHUX CIIPaB, BIIIKPUTH MY3UYHY IIIKO-
JIy, OJIHAK HOMY SIK «KJIaCOBO HEeOJIaroHa itHOMY» BijiMOoBHIIH. [TimioB
MpaIfoBaT AiJI0BOIOM Ha craniito [Ipunyku [liBneHHOT 3ami3HuUIL.

YrBopenns 1921 Komitery mam’siti M. JIeonToBHMYA (TMicist BOUB-
cTBa Kommo3uropa 23 ciuns 1921 wa [Toaisu), CTBOPUIIO HOBY Mapa-
JIMTMY KYJIBTYPHOTO XKUTTS YKpaiHu . Y 1ijioMy psiii MICT i MiCTE4OK
novany ytBoproBarucs ¢inii BeeykpaiHcbke My3WYHE TOBApPHCTBO
iMm. M. JleontoBrua (Taka odimiiiHa Ha3Ba 00’ eaHaHHs). 1922 Oyna
yTBOpeHa i Ilpwirynpka. [010BHMM 11 MUCTELIBKUM 3arOHOM CTaja
XOpOBa Karesa, OpraHizoBaHa TanaHoBUTUM JupurenToM O. ap6oro.
JI. PeBy1bKHii aKTUBHO BKITFOUHUBCS Y poOOTY Ta 090auB [IpumynpKry
¢iniro. 3anr00Ku akKOMITaHYBaB XOpY, BHCTYIAB SIK COJICT-TIaHiCcT
(uepe3 miBCTOPIUYS 3 MOCMIIIIKOIO 3TayBaB, 10 HOTO OTOJIONTYBAJIH
«Ham posinicm JleBko PeBytibkuiiy).

3naBanocs, MUHYJA JINXa TOJIMHA, TI0YaJI0Csl HOBE TBOPUE JKUTTSI.
Oxpuiienuit Hajiero, JI. PeBynbkuii 3a yotupu poku I[puiyiibkoro
nepiony (1920 —1923) nanucap HarxHEeHHI TBOopH: pomaHcH «IIpoca
MoKoIIeHO» Ha Bipi M. Punscekoro, «/le Ti ciioBay Ha Bipii O. Oue-
cs1, «Ha xpunax COHSIIHKX i1 SICHUX Mpii» Ha BiacHi cioBa, «/Iymy
po TpboX BiTpiBy Ha Bipiii [1. Twaunu, aBi [pentoxiii op. 7. [Tovyas
nucaru My3uky 1o noemu «lllopoky» O. Onecs, 110 3aMHUCITUB SIK
xopoBy omnepy. CriBrparist 3 kanenor O. @apOu Haxama HATXHEHHS
MUTI[IO Ha CTBOpPEHHS MaciuTaOHux xopiB «Ha pikax kpyr Basuiio-

12 Tniep Peitnomnsa Mopitosuda (1875-1956) — KOMITO3UTOp, AUPHUTEHT, MEATOT, My3U4-
HoO-rpomajchkuil misy. 1900 3akiHunB MOCKOBCBKY KOHcepBaropito (Bukianaui 1. Immosmi-
ToB-IBaHOB, C. Tanees, A. Apencbkuii). 1913—-1920 pp. npairoBaB y KuiBcbkiii koHcepBaTopii
(1920 — mupexrop). oro 6arsro Eprcr-Mopin Tiep Gys Bizomum y Kuesi maitctpom miganx
i iepeB’ssHUX IHCTPYMEHTIB, MaB BJIACHY MalCTEPHIO 1 Mara3uH, MOCTa4aB iHCTPYMEHTH 10
KHIBCBKHX OPKECTPIB Ta My3y4MIIHIIA.

13 Kysux B. 3 ictopii yrBopennst Mysuunoro toBapuctsa imesi M. 1. JleontoBuua // Vkpa-
THCHKMI My3uuHHi apxiB. — Kuis, 1999, Bum. 2, c. 4-39.

became the love of his life. Acquaintance with his brother’s high school
student, future poet Maxim Rylsky, gave Levko a faithful friend.

In the autumn of 1913, a conservatory was opened in Kyiv on the
basis of the music school — the third in then Russian Empire (after St.-
Petersburg and Moscow). Reinhold Glier, a graduate of the Moscow
Conservatory (a native of Kiev), headed the institution since 1914 2.
He was a talented composer, a student of the school of P. Tchaikovsky,
who immediately became a standard of professionalism for Kyiv
musicians. His appearance in Kyiv finally influenced L. Revutsky’s
decision to dedicate himself to composition.

The young composer wrote the Sonata in s-moll, op. 1, began to
study the themes of the First Piano Concerto in es-moll (dedicated
to R. Glier), made sketches of a String quartet, sketched fragments
of the First Symphony (diploma). During the Christmas holidays of
1914/1915, he created a cycle of three Preludes op. 4, which became
a sign of anticipation of future tragic events associated with the
beginning of the First World War (1914-1918). Nevertheless, it was a
fruitful time of composer’s work, which he himself called the “period
of Europeanization”, i.e. the assimilation of everything new that was
in the musical processes of Western Europe and Russia at that time.

In autumn of 1915, L. Revutsky had to hastily pass the final exams
for both the university and the conservatory, due to the special military
situation. And in the autumn of 1916 he was called “self-determined”
of the first category on the Riga front. He served in the artillery as a
man familiar with mathematics. After the war in 1918, Revutsky had
great difficulty in reaching Ukraine, Irzhavets, where his wife lived
at the time. He was offered a job as a symphony orchestra conductor
in Kyiv, but he refused — Sofia was expecting a child. In 1919 he got
a job working closer to his home as a clerk in Ichnia. On June 1, the
couple gave birth to a son Eugene. A couple of weeks later, Bolshevik
troops entered the town. During the population check, “landlord and
officer” L. Revutsky was arrested. He was sentenced to execution.
God’s Providence and the intervention of Dmitry’s older brother
helped save Levko’s life. In spring of 1920 he tried to get a job as a
county music instructor in Pryluky, to open a music school, but he
was denied as “class unreliable”. He went to work as a clerk at the
Pryluky station of the Southern Railway.

The formation of the Committee of Memory of M. Leontovych in
1921 (after the assassination of the composer on January 23, 1921 in
Podillya), created a new paradigm of the cultural life of Ukraine ".
In a number of cities and towns began to form branches of the All-
Ukrainian Music Society. named M. Leontovych (this is the official
name of the association). In 1922 the Pryluky branch was formed.
Her main artistic group was a choir, organized by a talented conductor
O. Farba. L. Revutsky was actively involved in the work and headed
the Pryluky branch. He accompanied the choir, performed as a solo
pianist (half a century later he remembered with a smile that he was
announced “Our Royalist Levko Revutsky”).

It seemed that an evil hour had passed, a new creative life had
begun. Encouraged by hope, L. Revutsky wrote inspired works during
the four years of the Pryluky period (1920-1923): romances “Millet
mowed” by M. Rylsky, “Where are those words” lyrics by O. Oles,
“On the wings of sunny and clear dreams” in his own words, “Duma
of three winds” lyrics by P. Tychyna, two Preludes op. 7. He began to
write music for the poem “Every Year” by O. Oles, which he conceived
as a choral opera. Collaboration with O. Farba’s chapel inspired the
artist to create large-scale choirs “On the rivers the circle of Babylon”
based on T. Shevchenko’s lyrics (based on “Psalms of David”), “Heart

12 Glier Reynold Moritsovich (1875-1956) — composer, conductor, teacher, music and
public figure. n 1900 he graduated from the Moscow Conservatory (teachers I. Ippolitov-
Ivanov, S. Taneyev, and A. Arensky). From 1913 to 1920 he worked at the Kyiv Conservatory
(1920 — director). His father, Ernst-Moritz Glier, was a well-known master of brass and
wooden instruments in Kyiv, had his own workshop and shop, and supplied instruments to
Kyiv orchestras and music schools.

13 Kuzyk V. Z istoriyi utvorennya Muzychnoho tovarystva imeni M. D. Leontovycha [From
the history of the formation of the Music Society named after MD Leontovych] // Ukrayins'kyy
muzychnyy arkhiv. — Kyiv, 1999, Vyp. 2, s. 4-39.



Hy» Ha Bipmi T. lleBuenka (3a «[Icanmmamu [laBunoBumuy), «Cepiie
My3UKN» Ha ciioBa M. Boponoro nam’srti M. Jlucenka, «['ykaiire ix»
Ha cioBa M. ®insgHcbkoro. Ta HalOimbIIO BepmrHOWO [Tprimyis-
KOTO TIepioy cTajia KaHTara «XycTtuHay 3a noemoro T. IlleBueHka.
Hust wei JI. PeBynbkuii cBijoMo 00paB «MOCHIICHY YKpaiHi3allito»
MEJIOIMYHOTO TeMaTH3MYy, 0a3ylouHCh Ha TBOPYMX 3acajax CBOTO
nepmoro Buntenst M. Jlucenka. [Ipem’epHe BUKOHAHHSA «XyCTHHN»
IIpunynpkoro kamenoro HaBecHi 1923 (3a posuieM — aBTOp) CTaJo
crpapxkHiM TpiyMpom. JI. PeBynbkuii HapemTi HaBaXKUBCS TOixa-
Tn 10 KueBa Ta mokasaru Tam CBiil JOpoOOK. Y mpeci 3 SBIsSETHCS
noBiiomsieHHs: «B Mysuuniii Kowmicii T-Ba Ha onHOMY 3 11 3acijaHb
Mostonuii komro3utop JleBko PeBynbkuii BUKOHYBaB CBOT HEBHJIaHi
TBOpH: (OpTEN’SHOBI Ta BOKaJIbHI (poMaHcH i xopH). TBOpH Haru-
caHi BMIJIO Ta 3 HATXHEHHSIM. J{esKi XOpOB1 KOMIIO3HIIIT PUAHSITO J10
penepryapy Karenu ,,Jlymka”» ',

Ta peanii >KUTTSI BHOCSTh CBOT KOPEKTHBH B KOMITO3UTOPCHKI
riand. HoBa peBostoliiiiHa Biajia IpkaBiist eKCIporpiroe caqudy ta
BUCEJISIE POJIUHY 3 0aThbKiBChKOT xatu. Y ymnHi 1924 JI. PeBynbkuii
HazaBxku nokujae Ipxxasers. [Ipomaerses i 3 [punykamu.

Po3snounnaerses KuiBebkiii mepiof ®uTTs i TBOpYOCTI MakicTpa.
Moro 3anpocuiu Ha nocajty BUkIaaaua KuiBchkoro My3uaHo-1pama-
TUYHOTO iHCTHTYTY iM. M. JIucenka (Bix sikoro 1933 Bimokpemmunacs
KOHCEPBATOPisl) CMOYATKY MY3UYHO-TEOPETHUYHHUX TUCIUILIIH, a
srogoMm (1928) — komno3zuiii. [Tonas 40 pokis Jleko MukonaioBuy
BiJIIaB TEIaroTiYHii mparii y boMy BuIl, 1o HocuTh imM’s 1. . Haii-
KOBCBHKOTO (HaBITh ITiJ1 Yac BIMHHU, KOJIM HOTO €BaKyOBaJIH /10 TallkeH-
Ty, Y30€KUCTaH), ic HaBYaB MY3HUYHO 00/JapOBaHy MOJIO/Ib TATHCTBAM
KOMITO3UTOPCHKOT TBOPYOCTI Ta MMOITi(OHii.

3a KuiBchkuii nepiof Oylio HamMCaHO HHU3KY SICKPABHX TBOPIB:
BoKasbHI kiU «Ko3atpki micHi», «Coneuko» (1925), «amuipki
micHi» (1927), GopreniaHHi KOMIO3HUIIIT, YUCIIEHHI COTBbHI Ta XOPOBI
00pOoOKH HAPOTHHX JKEpell, IHCTPYMEHTANIbHI OITycH — JUIst popTe-
miaHo, BiojloHYei, ckpuriku, «OJ1a micHi» Ha Bipiii M. Puibcbkoro,
Tpu penakuii onepu «Tapac Byns6a» M. Jlucenka, 10 sxoi 1935
CTBOPHB CUM(OHIUHY YBEPTIOPY, K CBOEPIIHE «My3WYHE MPHHO-
nieHHs» Buunrento.

My3suka MaiicTpa oTpumana NIMPOKHI PE30HAHC y CBITOBO-
My TPOCTOPi. BiTUM3HIHOIO rpoMajChKICTIO HOro nqopoOok Oyno
BiJ[3HaUEHO 3BaHHsAMH HapojHoro apructa CPCP (1944), nokropa
mucTenTBo3HaBcTBa (1941), akanemika Akanemii Hayk YPCP (1957),
naypeara Jlepxasnoi npemii CPCP (1941), lepxaBHoi npemii YPCP
im. T. T [lleBuenka (1966). 80-piunuii roBiNiei MUTIISE 03HAMEHYBaBCS
MPUCBOEHHSIM HOMY HalBUIIIOT TOTOYACHOT HATOPOJIH B KPaiHi — 3BaHHS
I'epost Comianictuynoi [1parti Ta BpyueHHS 30J10TOT 31pKH.

OpnHak, TO ONMMCAHO 30BHIIIHII 01K KAPTUHU «IIACITUBOTO PaJisH-
ChKOTO XHUTTs». Hacnipasni, OyBanu nepioan, KOJIM MUTEIb HAIOBTO
3aMOBKaB Ta, 1100 HE JIOKYYalli JIOKOPaMH, «BIIPOOIISBCS» YAMOCH
HE3HAYHWM, NIEPEBaKHO MACOBUMH TICHSMH, HEe ONMU3BKHUMH HOTO
TBOPUYil PUPO/Ii, 10 SIKUX TOTOYACHI 1JIC0JIOTH 320X04UyBaIIH (2 CKOp-
1re — 3000B’A3yBalii) BCiX KOMIO3UTOPiB. BoueBu b, JI. PeByrbkuii
MIT' HATXHEHHO TBOPUTH Yy CHPHUSTIMBIA TBOpUii armMocdepi — mpu
HiATPUMII ApPYy3iB, OJU3BKUX, OCOOJIMBO CBOTO CTapuioro oOpara
Jmutpa MuxonaiioBuda. [ Tomy cBiqueHHsIM € «30pstHi» 1920-1930-
Ti POKH — 100a TaK 3BaHOTO YKpaiHCBKOTO BiIpo/keHHs movarky
XX cromitTst. OiHAK MOJIITHKA CTATIHCHKUX PENpecii, 1o 3adpaia
OaraTbox 1oro Jpy3iB, TpariuHa 3arubenb Opara ', mocriitHuiil map-
TiIHHHIA KOHTPOJIb HaJl TBOPYHM IIPOIIECOM, HECIIPABEIMBA KPUTHKA,
OCTpaKi3M MPHU3BEIH JI0 TOTO, IO Y TTOBOEHHUHN TIEPi0/l KOMITO3UTOP
CBIJIOMO BiJIIMIIIOB BiJl HAIIMCAHHS «IIOTPIOHOT PaisTHCHKIM JTFOTUHI»
MY3HKH Ta BUPIIIMB MOBHICTIO NPUCBATHTH ceGe menarorimi. Moro
BIJIX1JT BiJl KoMIo3ullii micyis 1956 poky He CTaB 03HAKOK TBOPYOI

14 Mysuka — 1923, Ne 2, ¢. 23.

15 1. PeByupKkuii OyB youTHit 3acaanumM «TikBigaropomy i3 cuctemu KJIb 29 rpyans 1941 B
okynoBaHoMy KueBi, sikuii BACHUI HE 3MiT TIOKMHYTH ITiCIIs OOMIMPHOTO iHCYbTY. JleTanbHime
nuB.: Kysux B. [Imutpo PeByupkuii. PenpecoBanuii mocmeptro. Lle pa3 npo «midoTBOpUicTb»
pansHebKuX ictopukis // Cioso Ipocsitu. — 2006, 4. 15, 13—19 kBiT.

of Music” based on lyrics by M. Vorony in memory of M. Lysenko,
“Shout them” on lyrics by M. Filiansky. However, the greatest peak
of the Pryluky period was the cantata «Khustyna» / “Headscarf” based
on a poem by Taras Shevchenko. For it, L. Revutsky consciously
chose the “enhanced Ukrainization” of melodic themes, based on
the creative principles of his first teacher M. Lysenko. The premiere
performance of «Khustyna» by the Pryluky Chapel in the spring of
1923 (on the piano — the author) was a real triumph. L. Revutsky
finally decided to go to Kyiv and show his work there. A message
appears in the press: “At one of its meetings, the young composer
Levko Revutsky performed his unpublished works in the Music
Commission of the Society: piano and vocal (romances and choirs).
The works are written skillfully and with inspiration. Some choral
compositions are included in the repertoire of the Dumka choir” '.

But the realities of life make their adjustments to the composer’s
plans. The new revolutionary government of Irzhavets expropriates
the estate and evicts the family from the parents’ house. In July 1924,
L. Revutsky left Irzhavets forever. He also says goodbye forever to
Pryluky.

The Kyiv period of the Master’s life and work began. He was
invited to teach at the Kyiv Music and Drama Institute named M. Ly-
senko (from which the conservatory separated in 1933) first music
and theoretical disciplines, and later (1928) — composition. Levko
devoted more than 40 years to pedagogical work at this university
named PI Tchaikovsky (even during the war, when he was evacuated
to Tashkent, Uzbekistan), where he taught musically gifted youth the
mysteries of composition and polyphony.

During the Kiev period a number of bright works were written:
“Cossack songs”, “Sun” (1925), “Galician songs” (1927), piano
compositions, numerous solo and choral arrangements of folk
sources, instrumental opuses — for piano, cello, violin, “Ode to a
song” on the poems of M. Rylsky, three editions of the opera “Taras
Bulba” by M. Lysenko, to which in 1935 he created a symphonic
overture, as a kind of “musical offering” to the Master.

The composer’s music has received a wide resonance in the
world. His works were awarded the titles of People’s Artist of the
USSR (1944), Doctor of Arts (1941), Academician of the Academy
of Sciences of the USSR (1957), Laureate of the USSR State Prize
(1941), the USSR State Prize named TG Shevchenko (1966). The
80th anniversary of the artist was marked by the awarding of the
highest award in the country at that time — the title of Hero of Socialist
Labor and the awarding of the Golden Star.

However, the external side of the picture of “happy Soviet life”
is described. In fact, there were times when the artist was silent for a
long time and, in order not to be bothered by reproaches, was “worked
out” by something insignificant, mostly mass songs, not close to
his creative nature, to which the ideologues of the time encouraged
(rather obliged) all composers. Obviously, L. Revutsky could create
with inspiration in a favorable creative atmosphere — with the support
of friends, relatives, especially his older brother Dmytry. And this is
evidenced by the “star” 1920—1930s — the era of the so-called Ukrainian
Renaissance of the early twentieth century. However, the policy of
Stalinist repression, which took many of his friends, the tragic death
of his brother !5, constant party control over the creative process,
unjust criticism, ostracism led to the fact that in the postwar period the
composer deliberately moved away from writing “necessary Soviet
man” music and decided to devote himself entirely to pedagogy. His
departure from composition after 1956 was not a sign of the artist’s
creative crisis, it was a deeply meaningful decision of a free man who
could not create with a yoke around his neck.

14 Music — 1923, Ne 2, p. 23.

15 D. Revutsky was killed by an exiled “liquidator” from the KGB system on December 29,
1941 in occupied Kyiv, which the scientist was unable to leave after an extensive stroke. For
more details, see: Kuzyk V. Dmytro Revuts'kyy. Represovanyy posmertno. Shche raz pro «mi-
fotvorchist'» radyans’kykh istorykiv [Dmytro Revutsky. Repressed posthumously. Once again
about the “myth-making” of Soviet historians] // Slovo Prosvity. — 2006, m. 15, 13—19 kvit.



KPH3H MUTIIS, TO OYJ10 TNTHOOKO OCMHUCIICHE PillIeHHsI BUTLHOT JIFO/IMHHY,
sIKa HE MOTJIa TBOPHTH 3 SIPMOM Ha IITHI.

B ocransi 1Hi cBoro 88-piunoro kutts (omep 30 6epesns 1977 y
Kuegi) JI. PeBynibkuid, sik Bci My/pi JIFOIM CTapOTO TapTy, OYaB rOTyBa-
THUCS JI0 BIIACHOTO BIIXO/TY: YIIOPSIKYBaB 0i0Mi0TeKY, apXiB PyKOITUCIB,
PO3KJIaB JI0 MAaIoK JIUCTH, TOKyMEHTH, (otorpadii. [Togymku e pas
MPHUCKIMJIMBO MTpOaHallizyBaB CBiil TOpoOOK, 3aHOTYBaB, IO HOMY
nopori oouaBi cumdoHii, 3 popreniaHHUX TBOPIB — HE COPOMHO 32
[penton Des-dur, op. 4 ta «IlicHton, op. 17. 13 xopoBux 00p0o0OK HIOU
Baani «Ha knagouni» ta npyra pekpyrcbka «Oi TH, 30pe BEUipHSISD».
3 00po06OK /11t TOSIOCY J100pe BUHNLTH «SIK MU mpuiiiiia kapray (3
«[anuupkux miceHby), icropudni «Of CKHHEMOCH Ta 110 Talspy» U
«Ofi He criaB 51 HiUKy». Hebararo. [ nocuts camokpuruano. Hiou Bce
3aBepmuB. Ta mpu 3rajili Mpo My3UKY Ta JIOJI0 napTutypu Jpyroi
cuMQOHIi 3HOBY 3aIl[EMLJIO CepIIe. ..

In the last days of his 88-year-old life (he died on March 30, 1977 in
Kyiv), L. Revutsky, like all wise men of old age, began to prepare for
his own departure: he arranged the library, the archive of manuscripts,
arranged letters, documents, and photographs in folders. The composer
mentally once again meticulously analyzed his work, noting that he
loved both symphonies, from piano works —not ashamed of the Prelude
in Des-dur, op. 4 and “Song”, op. 17. From choral arrangements as if
successful «Na kladochtsi» / “On a bridge” and the second recruiting
«QOy ty, zore vechirnyaya» / “Oh you, evening dawn”. Among the
arrangements for voice, «Yak my pryyshla karta» / “How We Came the
Card” (from “Galician Songs”), historical «Oy skynemos' ta po talya-
ru» / “Oh, let’s get off the taller” and «Oy ne spav ya nichkuy / “Oh, |
didn’t sleep at night” came out well. Somewhat. And quite self-critical.
Everything seemed to be over. But pinched heart again at the mention
of the music and the fate of the score of the Second Symphony...

3BicTKa, 1110 MOIYM’ sl 3HUIIIIO pyKorucH naptutyp i [leprioi, i
Hpyroi cumdoHii 1uist MUTIS Oyio cripaBkHIM ynapoM. Cranocs 1e
i yac moxexi B npuminieHHi KuiBcbkoi ¢inapMoHii HanmpuKiHII
1920-tux pokiB. « YKkpaiHChKa My3UYHA SHIMKIIOE IS TIOBIIOMIISIE,
110 TICPIIIOBUKOHAHHS IIUX TBOPIB BiIOYIOCS ITij1 0aTyTOIO BUIATHOTO
TorouacHoro qupurenta B. bepasena !°. 3po3ymisto, Taka BTpara Jiist
KOMIIO3UTOpa Oyna Jtyxe 0oiro4oro. BiH, mompu po3mad, BUPILIHB
MTOHOBHTH TBOPH, 3[1€0LIBIIOTO TIO MaM’SITi PEKOHCTPYIOIOYH HOTHUH
tekct. [lepioro posnouanacs podora Hajx HoTamu Jpyroi cumoHii,
SIK OUTBII «CBIXKOD» 3@ 4aCOM HAITUCaHHsI, a, HMOBIPHO, 1 OUJIBIII JIFO-
OMMOT 3a My3HKOIO.

B icropii cBiToBo1 My3nuHO1 KyabTypr Cumdonist Ne 2 J1. PeBy1bko-
0 BU3HAHA SIK KpaIMid TBip yKpaiHchbkol cuMmdoHiuHOT My3uku [lepiroi
nooBuHU XX ctomiTTs. Ojpasy Mmiciisi CTBOPSHHSI BOHA BUKOHYBAJIACST
He TiTbkH cuMmdoHiyHuMHE opkecTpamu Kuesa, Xapkosa, Onecu, Uep-
HITOBa Ta i raymipKoro JIbBoBa (10 TOII TEPUTOPIATBHO HE BXOIUB
1o konuinHboi YPCP), ane # 3a kopaonom — [losnbiia, Jlutsa, JlaTsis,
Himeuunna, CIIIA, Kanana Ta iH. 3BiIyCrOIM HAJAXOIWIN CXBaJbHI
petiensii, je 0COOIMBO MiIKPECITIOBATUCS HAPOUYI BUSCKPABICHUIH
HaI[lOHAJILHUI KOJIOPUT TEMaTU3My Ta BUCOKa MpodeciiiHa MancTep-
HICTh KOMIIO3UTOPCHKOTO TIHChMa MOJIOZIOTO YKPATHCHKOTO aBTOpa.

[TosiBi HOBOTO CHM(OHIYHOTO TBOPY B CKapOHHMIII YKpaiHCHKOI
MY3HKH 0€3M0CepeIHBO CIPHSIIO «COIlialbHE 3aMOBIICHHS» — OTOJIO-

16 115t inpopmarrist moTpebye momaTkoBoi mepeBipku. uB.: Baxpameesa P., Jlyeancoka K.
HauionaneHa dinapmonist Ykpainu / Ykpaincbka My3ndHa eHuukonenis, T. 4. — Kuis, 2016,
c. 111-126.
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I'pyma mistais

YKpaiHChKOI My3UYHOI KyJIbTYPH
(1929, Kuie):

cmosams: Hectop I'oponoBeHko,
Muxaitno BepukiBchKuii,
Muxkoina PangsieBcbkuii, AHTIH
Pynuunekuit, [Tnnnn Ko3unbkui,
JleBko PeBy1nbkuii;

cuoams: Mapist Cokin (apyxuHa
A. PymHHUIIBKOTO),

JIro6xa Konecca, Mapist MypasiioBa

The Group of figures
of Ukrainian musical culture
(1929, Kyiv):

standing: Nestor Horodovenko,
Mykhailo Verykivsky, Mykola
Radziyevsky, Antin Rudnytsky,
Pylyp Kozytsky, Levko Revutsky;
sitting: Maria Sokil

(wife of A. Rudnytsky),

Liubka Kolessa,

Maria Muraviyova

For the artist, the news that the flames destroyed manuscripts of
musical scores of both the First and Second Symphonies was a real
blow. It happened during a fire in the premises of the Kyiv Philhar-
monic in the late 1920s. “Ukrainian Music Encyclopedia” reports
that the first performance of these works took place under the baton
of the outstanding conductor of that time V. Berdyaev '°. Of course,
such a loss was very painful for the composer. Despite his despair,
he decided to renew the works, mostly to reconstruct the musical
text from memory. The first work began on the notes of the Second
Symphony, as more “fresh” at the time of writing, and probably more
beloved in music.

In the history of world musical culture Symphony Ne 2 L. Revutsky
is recognized as the best work of Ukrainian symphonic music of the
first half of the twentieth century. Immediately after its creation, it
was performed not only by symphony orchestras of Kyiv, Kharkiv,
Odessa, Chernihiv and Galician Lviv (which was then not part of the
former USSR), but also abroad — Poland, Lithuania, Latvia, Germa-
ny, USA, Canada, etc. Approving reviews came from everywhere,
emphasizing the surprisingly bright national color of the subject
matter and the high professionalism of the young Ukrainian author’s
compositional writing.

The appearance of a new symphonic work in the treasury of
Ukrainian music was directly facilitated by the “social order” —

16 This information needs further verification. See: Vakhrameeva R., Luhanska K.
Natsional'na filarmoniya Ukrayiny [National Philharmonic of Ukraine] // Ukrayins'ka muzychna
entsyklopediya, t. 4. — Kyiv, 2016, s. 111-126.



HIeHHs HanpuKiHi 1926 poky My3uuHuM ToBapuCcTBOM iM. M. Jle-
oHTOBMYA BeeykpalHChKOTo My3U4HOTO KOHKYpCy /10 10-X poKOBHH
JKoBTHs (Takumu Oyim peadii i7IeoIOTiYHO CIIPSIMOBAHOTO PO3BUTKY
TOTOYACHOT KyJIBTYpH). 32 BUMOTaMH KOHKYPCY TBOPH HaJICHIIAITUCS
g racnamu. J{7st skypi BUKOHYBaJIM MY3UKY Ha POsiIi, CMM(OHIYHI
napTUTypu OyNu TMpeAcTaBlcHi y nepekiaaenHi Ha 4 pyku. [lep-
moro npemieto BigzHaumm Cumdoniro mig raciom «byayiimo» Ta
®anrazito (yBepTiopy) Ha 4 yKpaiHCBKI TeMu i raciioM «HoBomy
YKpalHCHbKOMY MHUCTENTBY TOTpiOHA cuM@oHiuHA My3HKa». Komu
K PO3KPHIIU KOHBEPTH 3 MPI3BUILAMH aBTOPIB, TO 3’CYBAIOCH, IO
nepemoxiii JI. PeBypkuii, sikuit 00paB BeIbMHU JTAKOHIYHHN JIEBi3,
Ta fioro TanaHoButuii coroapui b. JIstormmHckkuii 7. TooTo, 3 1M0-
JIAHUX JI0 KOHKYPCHOTO 3MaraHHs TBOpiB CUMQOHIs, K [UKIIYHHNA
JKaHp, OyJa JIMIIe ojIHa.

ApxiBHI Marepiaiu cBimyarh, 1o HoBud TBip JI. PeByupkuit
OTpaIbOBYBaB JJOBTO, OTOJIOIIECHHS KOHKYPCY JHIIE MPUCKOPHIIO
fioro 3asepiienns. Ille nanpukinmi «Knonoranus» JI. PeByibkoro
(Bepecenn 1923), y cnucky TBOpiB Mojoamoro Opara e 3rajika
po «cUMQOHIYHI €CKI3H ISl BEJIMKOTO OpKecTpy E-moll» (TyT siBHA
MIOMUJIKA, aJIXKe JIiTepa ,,E” Bellnka — Tak o3Ha4arTh Makop. — B. K.).
Curyaris 3’sicoBajacsi, KOJIH 31 CTOPIHOK k. «My3uka» 3a 1924 p.,
No 1-3 (c. 51) B3Haemo, mo JI. PeBynpkuii Ma€ y CBOEMY TOPOOKY
«Ecki3u s cumdoniuHoro opkectpy: a) c-moll; b) E-dur». 3a tum, y
pykomnci aBrodiorpadii komrnosuropa 1925 y moganoMy CriucKy TBO-
piB untaemo: «l. Ecki3 e-moll; II. Ecki3 E-dur— 1915 p. (He 3akinu. )».
ToOTO, OCMHCIIEHHSI TEMaTHYHOTO MaTepiaiy, 3arajibHOi KOHIETIii
MaciTaGHOTo TBOPY MOXKHA BiHecTH ax 10 1915 poky. MmogipHo,
came 11i Ecki3u nmocnyryBainu 6a30BUM MarepiajioM JUIsl HAITMCAHHS
nmaptutypu '8.Cumponist JI. Peyriskoro — Ne 2, E-dur — ctana eTanium
SIBUIIIEM; B Hill [IIACJIMBO MOETHAIUCS /IBA 3a3HAUCHUX aBTOPOM KpHJIa
TBOPUYOCTI: «yKpalHi3allis» Ta «eBporieizariis». CUMQOHIIO 3 4acoM BU-
3HAJIM SK NepUIuii HanioHaaBHMIi TBip y boMy xaHpi (M. Bsumik).
Mysuka ii HacKpi3HO POCSIKHYTa HAPOIHO-TTICEHHUMH JKEPETaMH,
JI0 SIKMX aBTOP CTaBHUTHCS 3 BEIUUE3HUM IIETETOM, HE MOPYIIYIOUYH
Ta HEe TPaHCPOPMYIOUH KOJTHOTO 3BYKY (OJBKIOPHOTO apTedakTy,
TOOTO SIK JI0 CBOEPITHOTO cantus firmus. BoaHouac, HalioHalbHE
MEJIOMHUCIICHHS TPOHU3YE KOKHUM €JIEMEHT My3U4HOT TKAHUHU — BiJT

CTPYKTYPHHX IETJIMHOKY JI0 TEMOpabHUX 3BYKOCHONy4eHb. CHUM-
(onist Ne 2, MaOyTb, € UM HE HAISICKPABIIINM BIIOUTTSIM YKpaTHCHKOT
MEHTAJILHOCTI B MY3HIIi — 3 0€3MipHOIO 3aKOXaHICTIO Y PiIHY IPUPOJLY,
TPEMTIIUBUM OUiKyBaHHSIM 3/1IHCHEHHST Mpil, TOPIICTIO 3a TepoiuHe
MUHYJIE Ta BipOIO y IAaciIuBe MalOyTTs. Y 1iil «3BYKOBiH KparuinHi
OyTTs» BIIOMBCSI BECh JTyXOBHUH KOCMOC YKPaiHCHKOTO MHTIIS — BiJI
00pa3iB 0aTbKIBCHKOI XaTh B piHOMY IpskaBIli 10 OrpoMy BCHOTO
YKpaTHCBKOTO Kparo a To i mmpiue — Beecsity. [pyry cumdonito
JI. PeBy1ibKkOTO MOKHA CMIJIMBO HAa3BAaTH BEPUIMHHUM SIBUILEM YKpa-
THCBHKOTO JYXOBHOI'O BiAPO/DKEeHHST XX CTOJITTS y [IAPUHI MY3UKH.
CrpykrypHO Apamarypris JIpyra cumdoHis 3ajymaHa sSiK TpH-
YaCTUHHUHN LUK (TaK 3BaHa «(ppaHIly3bka cuMQoHisn»). [010BHOO
TEMOIO MePIIOi YACTUHH CTajla HiXKHA i PUMXJIMBA y CBOiX abpHcax
MEJIOJlisl BECHSIHKHM (4y€MO DPIJIKO BKUBAHHUH JIOKPIMCHKHIA TeTpa-
XOPJ), IKY KOMITO3UTOP 0cO0MCTO 3anucas jiech 1912—1913 poky Bix
O. bounapenka B Ipxasiii. [Ipyra tema — mo6iuna — «Ta He jxajib MEHi
aHi Ha koroy (i3 30ipku K. KBitku) . V noBinbHii nipuuHiii apyriit
YacTHHI, Ji¢ aBTOpP HamaraBcsl BiITBOPUTH BEUOPOBY iJHIIICTHUHY
KapTHHY 0€3MEKHOTO YKPATHCHKOTO CTEIy Ta CTUIICHHUI BiJICTAHHIO
CIIIB JIIBOYOTO TYPTY, 3By4aTh Menoii «OH y 1moti cocHa, I1iJ] COCHOO
kopumay, «Oi Muknuto, MUKUTO, 4M € pluIss Ha KUTO» (i3 30ipKH

17 Mysuka. — 1927, Ne 4, ¢. 35. JIpyry mpemito orpumas B. 3omorapsos 3a 2 yBepTiopu
(HamicnaHi i3 pizHuME TacnaMu); TpeTio — JI. JTlicoBehkuii 3a kantaty «Ciaa YkpaiHi» (TUIbKH
3a My3uKy) Ta }0. Meiityc 3a pomanc «Kutts». 3a3HaueHo, 110 KOHKYPC Ha XOPOBi TBOpH i
POMAHCH HE /IaB JKOJHOTO SICKPABOTO 3pasKa.

18 Kysuk B. JleB MukonaiioBid PeByupkuii. — Kuis, 2011. — C. 43-44.

1 Bei TeMu HApOIHUX MTiCEHB, IM10 3By4arh y Cumbomnii Ne 2, okpim mepmioi (T'omoBHa mapTist
I wactunm), B35TO 13 30ipoK 1BOX BueHUX-(onbKiopucTiB: 1) Keimka K. YkpaiHCbKi HapojHi
menonii: ETHorpadiunmii 30ipuuk. — Kuis, 1922; 2) Pesyysxuii /[. 30m0Ti Kitoui. 30ipHUK
micens. — Kuis, 1926 [1926-1929], 3 Bunycku.
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announcement at the end of 1926 by the Music Society named
M. Leontovych All-Ukrainian music competition dedicated to the
10th anniversary of October (such were the realities of ideologi-
cally oriented development of culture past time). According to the
requirements of the competition, works were sent under slogans.
For the jury music was performed on the piano, symphonic scores
were presented in 4-hand translation. The first prize was awarded
to the Symphony under the slogan «Buduymo» / “Let’s build” and
Fantasy (overture) on four Ukrainian themes under the slogan
“New Ukrainian art needs symphonic music”. When the envelopes
with the authors’ names were opened, it turned out that the winners
were L. Revutsky, who chose a very concise motto, and his talented
comrade B. Lyatoshynsky 7. That is, of the works submitted to the
competition, the Symphony, as a cyclical genre, was only one.

Archival materials show that L. Revutsky worked on the new work
for a long time, the announcement of the competition only hastened
its completion. At the end of D. Revutsky’s “Petition” (September
1923), in the list of works of the younger brother there is a mention
of “symphonic sketches for a large orchestra E-moll” (here is a clear
mistake, because the letter “£* is large — so indicate major. — V. K.).
The situation became clear when from the same pages of magazine
“Music” for 1924, Ne 1-3 (p. 51) we learn that L. Revutsky has in
his work “Sketches for symphony orchestra: a) c-moll; b) E-dur”.
According to that, in the manuscript of the composer’s autobiography
1925 in the given list of works we read: “I. Sketch e-moll; I1. Sketch
E-dur — 1915 (unfinished)”. That is, the comprehension of the
thematic material, the general concept of a large-scale work can
be attributed to 1915. Probably, these Sketches served as the basic
material for writing the score '%.

L. Revutsky’s Symphony Ne 2, E-dur became a stage pheno-
menon; it happily combines the two wings of creativity mentioned by
the author: “Ukrainization” and “Europeanization”. The Symphony
was eventually recognized as the first national work in this genre
(M. Bialik). Its music is permeated with folk-song sources, to
which the author treats with great reverence, without disturbing or
transforming any sound of a folklore artifact, that is, as a kind of
cantus firmus. At the same time, national melody thinking permeates
every element of the musical body — from structural “bricks” to
timbre sound combinations. Symphony Ne 2 is probably the brightest
reflection of the Ukrainian mentality in music — ere we hear immea-
surable love for native nature, trembling anticipation of dreams,
pride in the heroic past and faith in a happy future. In this “sound
drop of existence” the whole spiritual space of the Ukrainian artist
was reflected — from the images of his father’s house in his native
Irzhavets to the majesty of the whole Ukrainian land and even wid-
er — the Universe. L. Revutsky’s Second symphony can be called
the culmination of the Ukrainian spiritual revival of the twentieth
century in the world of music.

The structure of the dramaturgy of the Second Symphony is con-
ceived as a three-part cycle (the so-called “French Symphony”). The
Main theme of the first part was the gentle and capricious melody of
the spring song (we hear the rarely used Locrian tetrachord), which
the composer personally recorded somewhere in 1912—-1913 from
0. Bondarenko to Irzhavets. The second topic — Side — «7a ne zhal'
meni ani na koho» / “But I do not feel sorry for anyone”(from the
collection of K. Kvitka) . The author tried to recreate the evening
idyllic picture of the boundless Ukrainian steppe and the quiet
distance of the singing of the girl group in the slow lyrical second

"Music. — 1927, Ne 4, p. 35. The second prize was awarded to V. Zolotarev for 2 overtures
(sent with different slogans); third — L. Lisovsky for the cantata “Glory to Ukraine” (only for
music) and Y. Meitus for the romance “Life”. It is noted that the competition for choral works
and romances did not give any bright example.

18 Kuzyk V. Lev Mykolayovych Revutsky. — Kyiv, 2011, p. 43-44.

1 All melodies of folk songs that can be heard in Symphony No 2, surrounded by the
first (the Main theme of the first part), are taken from the names of two famous folklorists:
1) Kvitka K. Ukrainian folk melodies: Ethnographic collection. — Kyiv, 1922; 2) Revutsky D.
Golden keys. Collection of songs. — Kyiv, 1926 [1926-1929], 3 issues.



K. Kgitka) ta «ll{o B Kuei Ha punky» (i3 30ipku 1. PeByIbKkoro).
CKepl103HO-TaHIIOBAJIbHHUN (piHATT BUXOPOM BPUBAETHCS OJpazy MO
3aKiHYCHHI JAPYTol YaCTHHH, K KaXXyTh MY3UKaHTH, atacca. Y Horo
TEeMaTH3Mi 4y€eMO JIaBHI 0OPsIIOBI HACIIBH «A MU ITPOCO CISUTH, CIsITHD
ta «[Ipu nommui mak» (i3 30ipku K. KBiTka), 1110 HiOM BUITPOMIHIOIOTh
OJIBIYHY CHEPTETHUKY HAPO.Y.

KommnozuTop BHOpaB 1ikaBe 3a JpaMaTyprieio 3aBepIiieHHs TBO-
py: B koni diHany BiH MPOBOAUTH BCi ToJ0BHI Temu CuMoHii y iX
CTPETHOMY Y KOHTPAITyHKTHYHOMY TIEpETUICTIHHI Ta AMHAMIYHOMY
ykpynHenHi. Leii npuiiom Bukopucrosysainu I. Bepmios, O. Boponin,
1. Yaiikschkuii, M. PuMchkuii-KopcakoB; 4 He HaisICKpaBilIuii
3pa3ok — 3HameHuTHH (inan Cumdonii Ne 9 JI. Berxosena. Dop-
MoTBOpYa aHasoris JI. PeBylibKoro BUsIBIIIACS EMOIIIHO BPa)Kat0uor0
Ta HaNpouyj AOPEUHOI0. «BapTo 3a3HAYUTH TOH MOMEHT, — IHCAB
b. JIsrommuachkni, — mo PeBylibKuii Hi B NepIiii, Hi B TpETill YacTu-
Hax cUMQOHIT He MIIIOB MUISIXOM MEXaHIYHOTO ITPUCTOCYBAHHS YChOTO
cHM(OHIYHOrO PO3BUTKY JI0 COHATHOI cXeMmu. Mayunm 3a noriuamm
PO3BHUTKOM 3MiCTy CBOTO TBOPY, BiH CMUTMBO BiJICTYIIHB BiJl KAHOHIB
W IITaMITliB CTapoi COHATHOI CXEMH, IiJIKOPUB BCIO CBOIO TEXHIUHY
MalCTepHICTh ICKPABOMY, BHPA3HOMY PO3KPHTTIO TOJIOBHOT ifei...» 2.

[peca kinng 1920-1930-x pokis 3acBiguye, mo Cumdonis Ne 2
JI. PeBynibkoro 3Byyasa y 6ararboX CHM()OHIYHHX KOHIEPTax, HEO
BiZIKpMBaIu HOBi (inapMoHiuHi ce3oHu. [i oxoue Gpamu y cBiif pe-
nepryap npoBiaHi qupurentn Kuesa, Xapkosa, Onecu — B. Bepusies,
M. PanzieBchkuii, A. Maprynss, A. Pynauuskuit, U, Beiicen6epr, Mo-
noxuit H. Paxuin, a M. Kaneprreiin (yaens M. Manbka) TupuryBas
Harnam’aTh. Ha 3akputTi JIiTHROTO ce30Hy 1928 poky 1i Ta YBepTiopy
B. JISTOMMHCHKOTO TpaB YHIKAIBHUI 32 CBOEIO BUKOHABCHKOIO MPaK-
THKOIO KUiBChbkUi CuMmpanc (CumdoHiuHuil aHcamOIlb — OpKecTp,
KW BUCTyNaB 0e3 aupurenrta). HuHi BOHA 3BY4HTH y pernepryapi
0araTbOX CBITOBHMX KOJICKTHBIB, XOua, Ha Kajib, B YKpaiHi MOYyEI
HE KOXXHOTO CE30HY.

Bucoka oriHka TBOpY /1aHa i B icTopii ykpaiHChKoT My3uKH. «J{pyra
cumonist PeBynpkoro, — nucas BueHuid M. [opaiiiuyk, — HalIeKHUTh
JI0 KOMIIO3HMIII{, JIe BATOMHI 3aJyM IMPABIUBO i TIIHMOOKO BTLICHO B
SICKpaBy HallioHaJbHY GopMy. HapoqHicTh y MIMPOKOMY pO3yMiHHI,
MaiicTepHe mepeTBOPEHHS (PONBKIOPHUX MEJOAiH, BUCOKUH TpO-
(ecioHani3M Jar0Th MPaBO IMMOCTABUTH IIEH TBIP Y PsII €TAIHUX, SKi
BiJIIrpajiii OCHOBOITIOJIOXKHY POJIb y HAI[IOHAIBHIM MYy3UIli, BU3HAYHIIH
OJIMH 3 TPOBIJTHUX HANPSMIB ii pO3BUTKY» .

OpieHTyro4rch Ha BiJIOMi My3UKO3HaBY1 Ipalli 3 icTopii ykpaiH-
CbKOI MY3HKH, MO’K€ BUHUKHYTH IIPUPOAHUI BUCHOBOK, 1110 HJETHCS
PO OJTHY ¥ Ty K caMy MapTUTYpPy IIOTO BUIATHOTO TBOPY. Hacnpagi,
cuTyallist He Taka rpocta. Ha ceoromni mu maemo tpu (1) i pemakuii. [
TIJIBKU TPETS 3 HUX 3/11HCHIOBANACS 3 0a)KaHHSIM BiTHAMTH HOB1 TEMO-
POBi CHIONTYKH Oe3 3MiHM 3BYKOBHUX JIIHIN Ta aKOPJJOBUX BEPTHKAIICH.

Onpasy miciist OroJIONICHHsI TIEPEMOXKIIIB PaHilll 3raJIaHOTO MYy31Y-
HOTO KOHKYpCy 1927 poky 0yI10 KOHIIEPTHE BUKOHAHHS CUM(D)OHIYHUX
TBOpiB JI. PeBynpkoro ta b. JIsTommachKorO0 criepiry B XapKoBi, TOTiM
y Kuesi. Iepmosukonannst Cumonii Ne 2 BinOynocs mig 6aryToro
BigoMmoro qupureHta Banepiana bepusiesa (y 1927—-1928 poku — ro-
JIOBHMI TupureHT KuiBChbKOro Tearpy omnepu Ta OGaneTy, BOJHOYAC i
¢inapmonii). Hanpukinmi 1928 poxy B KuiBcbkiit inapmoHii cranacst
BEJIMKa OKekKa — 3ropinio monay 30 My3UUHUX IHCTPYMEHTIB 1 HOTHA
0i0mioTeka. Benbmu npurHiueHui Takorw mogieo B. bepuses nas
CBOI OCTaHHI YOTHPH «IPOINATBHI» cHM(OHIYHI KoHIIepTH B Kuesi
(rpamu «Tinsa Ynenumtirens» P. HTpayca it «Illexepazagy» M. Pum-
cpkoro-KopcakoBa) Ta HazaBk/ 14 TIOJIMIITUB HAJTHIIPSHCHKE MICTO (3
1930 poky npamtoBas y Bapmiagi, [Tonbiia).

VY Tili OXKEKi, SIK 3rafyBajocs, 3ropiin 1 pyKOIUCH 000X cuMQpo-
Hilt JI. PeBynpkoro (y JOBOEHHI YacH myOmiKallisi HOTHUX TapTUTYP
B YKpaiHi He MPaKTHUKyBaIacs, 1e 3AiHCHIOBaNIOCs Jiniie B MOCKBI).

2 JIamowunckuii b. J1. PeByukwuii u ero Bropast cumbonust // CoBerckas Mmysbika. — 1935,
Ne 1, c. 24.

2 Topoitiuyk M. Cumbonivna mysuka // Ictopist ykpaincskoi mysuku. — Kuis, 1992, T. 4,
c.242.
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part. The melodies «Oy u poli sosna, pid sosnoyu korchma» / “Oh,
pine grows in the field, under the pine there is a pub”, «Oy Mykyto,
Mykyto, chy ye rillya na zhytoy / “Oh, Mykyto, Mykyto, do you have
afield of rye” (from the collection of K. Kvitka) and «Shcho v Kyyevi
na rynku» / “What’s on the market in Kyiv” (from the collection
of D. Revutsky) sound here. The scherzo-dance finale bursts into
a whirlwind immediately after the end of the second part, as the
musicians say, atacca. In the thematism we hear the ancient ritual
chants «4 my proso siyaly, siyaly» / “We sowed millet, sowed” and
«Pry dolyni mak» / “By the poppy valley” (from the collection of
K. Kvitka), which seem to radiate the eternal energy of the people.

The composer chose an interesting ending to the work: he conducts
all the main themes of the Symphony in their stretch or counterpoint
interweaving and dynamic enlargement. This technique was used
by G. Berlioz, A. Borodin, P. Tchaikovsky, N. Rimsky-Korsakov;
perhaps the brightest example is the famous finale Symphony Ne 9
of L. van Beethoven’s. L. Revutsky’s formative analogy turned out
to be emotionally impressive and surprisingly relevant. B. Lyatoshy-
nsky wrote: “It is worth noting that Revutsky did not follow the path
of mechanically adapting the entire symphonic development to the
sonata scheme in either the first or third parts of the symphony. He
boldly departed from the canons and stamps of the old sonata scheme,
followed the logical development of the content of his work, subdued
all his technical skills to a bright, expressive disclosure of the main
idea...” %

The press of the late 1920s and 1930s testified that L. Revutsky’s
Symphony Ne 2 was played in many symphony concerts, and new
philharmonic seasons opened with it. Leading conductors of Kyiv,
Kharkiv, and Odessa willingly took her into their repertoire —
V. Berdyaev, M. Radzievsky, A. Margulyan, A. Rudnytsky,
J. Weissenberg, the young N. Rakhlin, and M. Kanershtein (student
of N. Malko) conducted by heart. At the closing of the summer season
0f 1928, this Symphony and Overture by B. Lyatoshynsky was played
by the Kyiv Symphans (Symphony ensemble — an orchestra that
performed without a conductor), unique in its performing practice.
Today it is heard in the repertoire of many world bands, although,
unfortunately, you will not hear it in Ukraine every season.

The work is highly praised in the history of Ukrainian music.
Scientist M. Gordiychuk wrote: “Revutsky’s Second symphony
belongs to the compositions where the weighty idea is truthfully and
deeply embodied in a bright national form. Nationality in a broad
sense, skillful transformation of folk melodies, high professionalism
give the right to put this work in a number of stages, which played
a fundamental role in national music, identified one of the leading
directions of its development™ 2!,

The reader may have a natural conclusion when focusing on well-
known musicological works on the history of Ukrainian music, that it
is about the same score of this outstanding work. In fact, the situation
is not so simple. Today we have three (1) Editions. And only the third
of them was carried out with the desire to find new timbre connections
in the already existing sound lines and chord verticals.

Immediately after the announcement of the winners of the previ-
ously mentioned music competition in 1927, there was a concert per-
formance of symphonic works by L. Revutsky and B. Lyatoshynsky,
first in Kharkiv, then in Kyiv. The first performance of Symphony
Ne 2 took place under the baton of the famous conductor Valerian
Berdyaev (in 1927-1928 he was the chief conductor of the Kyiv
Opera and Ballet Theater, as well as the Philharmonic). At the end of
1928, a large fire broke out in the Kyiv Philharmonic — more than 30
musical instruments and a music library burned down. Very depressed
by this event, V. Berdyaev gave his last four «farewell» symphony

2 Lyatoshynsky B. L. Revutskiy i yego Vtoraya simfoniya [L. Revutsky and his Second
Symphony] // Sovetskaya muzyka. — 1935, Ne 1, s. 24.

2 Hordiychuk M. Symfonichna muzyka [Symphonic music] // Istoriya ukrayins’koyi
muzyky. — Kyyiv, 192, T. 4, s. 242.



Jymanocs, mo TBip B HOro MepuiooCHOBI BTpaYeHHU Ha3aBK.IH.
Kommosurop tinbkn 1939/1940 3akiHuMB pecTaBpyBaTd IO Iam’siTi
BTpaueHU TEKCT — Ha 1ie¢ minwio Oiibmie Hix 10 pokis! [{omnpasna,
MaB JIJIsl IOTIOMOT M KiJTbKa OKPEMHUX TapTiid, He IIOBEPHYTHX CBOEYACHO
MY3HWKaHTaMH1 OpKecTpy 1o 0ibmiorekn. PekoHCTpyiioBaHY MapTUTYPY
aBTOp NO3HauMB siK «Pemakitis 2-ra» (yropi pykorucy nocssra C. A. Pe-
By1bKiit). Lleit TBip OyB ymocroenuii Jlepxapnoi npemii 1941 poky
(xonmumHst CTamiHChKa), X04a KOMITO3UTOP KaTerOPUYHO BiIMOBIISIBCS
Bt Haropoau 2. Came mapTutypy 2-1 penaxiiii Haapykosano y [ToBHOMY
3i0panHi TBOpiB y 11-Tn Tomax (Kuis, «My3uuHa Ykpainan, 1981, 1. 2,
My3. penaktop I. Maiitbopona), BoHa 3arajibHO BiJjoMa My3HUKaHTaM i
HalJacTilie 3By4UTh Y CHM(QOHIYHAX KOHIIEPTAX.

OnHak, BUKIIa/ieHa HUHI B [HTepHEeTI My3uKa 1-1 yacTHHU cuMQOHiT
(6e3 3a3HauCHHS BUKOHABIIIB) Bpa3uila HEBIAMOBIIHICTIO 3ByYaHHS
JI0 ycraneHoro Tekcty. [Towanvces nonryku iHmoi naprutypu. Lle He
Oyia TpeTs pelaKilis, ska, 3peIToro, € TUIbKU B PYKOIIHCY Ta Bijoma
JIOCUTh BY3bKOMY KOJIY IOCJIITHHUKIB. 3 I[IHHOI 1H(pOpMAILIi€ J10-
KJIABCS BITOMUH BUCHUI-CHIIUKIIONICANCT 1 TUPUTEHT IBaH-SIpociiaB
lamxarno, sikuii NopaauB «Ionrykaru» B 6iomioreri JIbBiBcbKkoi (inap-
MoHii. Jlymka Oyia CIylIHO¥0, aJiKe € BIJOMOCTI, 1110 Bif 1928 poky
cuMoHI0 BUKOHYBainu Hacammepes y JIbBOBI, a 32 THM Y KUIBKOX
3aximHO€eBpornelchkux kpainax ta CIIIA # Kanani. Jloriune npuiry-
HICHHSI MOTJIO Oy TH €JJMHE: HIMOBIPHO KOMITO3UTOP 3pOOHB PYKOITHCHY
KOIIi}0 TIAPTUTYPH Ta MEePE/aR ii 3a KOPIOH KUMOCH 13 My3UKaHTIB (SIK
Oyio 3 urtext’'om Konuepry F-dur*). TakuMm My3UKaHTOM Mir OyTH
TIIbKY AUpUreHT AHTIH Pynuuiekuii (1902—1975; pogom 3i CxigHol
lMammuaunnm, 3 1938 poky nepeixas qo CIIIA). Bin y 1927-1930 mpa-
IIOBAB IMPUTCHTOM OTIEpHUX TeaTpiB y Xapkosi, 1930—-1932 — Kuesi,
MaB ocoOucTe 3HaloMcTBO 3 JI. PeByIIbKUM (1110 3aCBiTUYIOTH CITLIBHI
doto). VIMOBipHO, came oMy KOMIIO3UTOP BizUIaB APyTHii PUMIipHUK
pykomucy cBoei cuMdoHii, a Bxe 3 A. PymHHIIbKUM BOHA TIOTparmia
3a KOpJIOH.

[Momyk mpuBiB 1o 6i0ioreku JIbBiBChKOI (inapmonii. [Tepina
po3Bijika He Maia ycrixy. OiHaK, 3aB/sIKH HaloJerTUBOCTI naHi Hinu
Jlukoi — nokropa dimocodii Muctenrsa, 1omeHTa JIbBiBChbKOT HaIlio-
HaJIBHOT My3U4HOI akajaeMii im. M. B. Jlucenka, cripaBa 3pyIiniacs.
Bona crenianbHO mMo3HaloOMEIIACS 3 0araTONMITHHOIO XPaHHUTEIb-
Kot Oi0sioreku naHi YiasiHowo CHHKIBCHKOIO, 1| HUMH pa3oM Cepel
CTOCIB HOTHHX apKyIiB OyJ0 BiJHAWJCHO PYKOIWC MApTHTYPH Ta
opkectpoBi naptii Cumonii Ne 2 JI. PeByIIbKOTO 3 MEPEKOHIMBUMHU
O3HaKaMH, 11O II¢ — NePUIO0CHOBA (urtext): a) BUNIKCAH] 1aTH BUKO-
Hauus: 13.111.1928 — Xapkis, [lepxaBHa onepa; 27.1V.1933 — JIbBiB,
cBaTo IBana ®@panka, dimapmonist; 28.V.1933 — tam camo, Benukuii
tearp; 4.111.1934 — Bapmaga, ¢inapmonis; 30.111.1935 — Bapiuiaga,
[Monbebke pagio; b) B ApxiBHUX HayKoBUX (DOHJax [HCTHTYTY MUCTe-
[TBO3HABCTBA, (PONBKIOPUCTHKH Ta eTHONOTIT iM. M. T. Punbchkoro
HAH VYkpainu 30epiraetbcs yHIKaIbHHN JOKYMEHT — aHaJI3 MapTu-
typu Cumdonii Ne 2, B1acHOPY4HO MHCaHUIH KOMIIO3UTOPOM, HMO-
BipHO, 1928 poky: ®. 36, Ox. 36. 524, 6 apk. (apky1ui popmary A-3,
aBTOMAaTHYHA Py4YKa 3 YOPHUM YOPHWIOM). Psiiku citiB mepecumnano
HOTHHMH TIPUKJIaJJaMH, PO3MUCAHO IHCTPyMEHTAapii, Mo3Ha4YeHO BCi
UQpU MPOBEICHHS TEMATH3MY, 3a3HaUCHO My3U4HY (HOpMY KOKHOT
3 YaCTHH TOIIO. AHAJI3 JI03BOJIMB YTOUHUTH JIETA, IO PI3HATH 2-Ty
PEZIaKILilo Bijl MEPHIOOCHOBH: iHIIa MeTpriHa Oynosa (/, ane /,), inmi
(birypaTvBHI KOHTPAITYHKTHYHI JTiHI1 i MT1ATOJIOCKH, 1HIIIA OPKECTPOBKA
KyJbMiHAI1, Koau Tommo . Tox yBakaeMo 3a JOIIIBHE caMe e
KOMITO3UTOPCHKUH TEKCT, HANIMCaHUi 3a mpaBomucoM 1920-x pokis,
MO/IaTH OKPEMO. 371a€ThCSI, TAKOTO BUAHHS CHM(POHIYHUX TAPTUTYD
3 aBTOPCHKUM MY3MKO3HABYMM aHAJI30M JIOHWHI HE JIPYKyBajoCs.

22 us.: Kysux B. JleB MuxonaitoBud PeByupkuii. — Kuis, 2011, c. 60.

2 JTus.: Kysux B. [loBepHeHHs 4epe3 poku (pyKomucy [pyroro KOHIEpTy st poprermiano
3 opkectpom JI. Peynpkoro) // My3suka, 2011, Ne 1-2, ¢. 16-19.

24 Brepiue 0yI1o MMOAHO MHOIO 10 mMyOmikari B 30.: Jle¢ Pegyybkuii. 13 HeomyOmiKoBaHUX
pykomnucis [Ananiz CumpoHnii Ne 2, yepuertka icra 10 M. Koneccu, nonanHs-xapaKTepUCTHKA
T. Komnaniiitgst, M. Tozennyna] / 31 cnaamumau MaiictpiB. Haykosuii Bichuk HMAY / Ynopsiz.
K. lllamacea. — Kuis, 2013, Bum. 101, Ku. 2, ¢. 178-204.
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concerts in Kyiv (played by R. Strauss’s “Till Uhlenspiegel” and
M. Rimsky-Korsakov’s “Scheherazade”) and left the Dnieper city
forever. From 1930 he worked in Warsaw of Poland).

In that fire, as mentioned, the manuscripts of both symphonies by
L. Revutsky also burned down (in pre-war times, the publication of
musical scores was not practiced in Ukraine, it was carried out only
in Moscow). It was thought that the work in its original basis is lost
forever. The composer finished restoring the lost text from memory
until 1939. However, he had several separate parts to help, which
were not returned to the library by the orchestra’s musicians in time.
The author marked the reconstructed score as “Edition 2” (above the
manuscript dedicated to SA Revutska). This work was awarded the
State Prize in 1941 (formerly Stalin), although the composer flatly
refused the award #2. The score of the 2nd edition was published in
the Complete Collection of Works in 11 volumes (Kyiv, Musical
Ukraine, 1981, vol. 2, music editor G. Mayboroda). It is best known
to musicians and is most often heard in symphony concerts.

However, the music of the 1st part of the Symphony (without
specifying the performers) presented on the Internet today struck by
the inconsistency of the sound with the established text. The search
for another score began. This was not the third edition, which, after
all, is only in the manuscript and is known to a fairly small circle
of researchers. Well-known scientist-encyclopedist and conductor
Ivan-Yaroslav Gamkalo contributed valuable information. He
advised to “search” in the library of the Lviv Philharmonic. The
opinion was correct, because there is information that since 1928
the symphony was performed primarily in Lviv, and then in several
Western European countries and the United States and Canada. The
logical assumption could be the only one: the composer probably
made a handwritten copy of the score and gave it abroad to one
of the musicians (as was the case with the urtext of the Concerto
F-dur #). Only conductor Antin Rudnytsky (1902—-1975; he was a
native of Eastern Galicia and moved to the United States in 1938)
could be such amusician. In 1927-1930 he worked as a conductor of
opera houses in Kharkiv, in 1930-1932 in Kyiv, and had a personal
acquaintance with L. Revutsky (as evidenced by joint photos).
Probably, the composer gave him the second copy of the manuscript
of his symphony, and with A. Rudnytsky it went abroad.

The search led to the library of the Lviv Philharmonic. The
first reconnaissance was unsuccessful. However, thanks to the
persistence of Ms. Nina Dyka (Doctor of Philosophy of Art, As-
sociate Professor of Lviv National Academy of Music named MV
Lysenko) things have moved. She got acquainted with Ms. Ulyana
Synkivska, a long-time curator of the library, and together they found
the manuscript of the score and the orchestral parts of L. Revutsky’s
Symphony Ne 2 with piles of sheet music, with convincing signs
that this is the urtext: ) written dates of performance: 13.111.1928 —
Kharkiv, State Opera; April 27, 1933 — Lviv, Ivan Franko Holiday,
Philharmonic; 28.V.1933 — ibid., Bolshoi Theater; 4.111.1934 —
Warsaw, Philharmonic; 30.111.1935 — Warsaw, Polish Radio; b) in
the Archival Scientific Funds of the Institute of Art, Folklore and
Ethnology by MT Rylsky of the National Academy of Sciences of
Ukraine, a unique document is preserved — an analysis of the score
of Symphony Ne 2, written by the composer himself, probably in
1928: F. 36, Storage Unit 524, 6 arc. (A-3 sheets, automatic pen with
black ink). The lines of words are sprinkled with musical examples,
the instruments are painted, all the figures of the thematism are
marked, the musical form of each of the parts is indicated, and so on.
And this analysis allowed to clarify the details that distinguish the
2nd edition from the original: another metric structure (6/4 instead
of 3/4), other figurative counterpoint lines and undertones, another

22 See: Kuzyk V. Lev Mykolayovych Revutsky. - Kyiv, 2011, p. 60.

2 See: Kuzyk V. Povernennya cherez roky (rukopysu Druhoho kontsertu dlya fortepiano
z orkestrom L. Revuts'koho [Return through the years (manuscript of the Second Concerto
for Piano and Orchestra by L. Revutsky)] / Muzyka, 2011, Ne 1-2, s. 16-19.



o x, mificHo: «Pykomncu He TopsiTh. .. » Tenep i3 Maiike CTOIIT-
HBOTO 320yTTS MOXE IOBEPHYTHUCS 110 Hac 3BydaHHss Cumponii Ne 2
JI. PeBy1IbKOTO, SIKE aCTh BIAUYTTS Ti€l €MOXH, 1110 HUHI Ha3UBAIOTh
VYkpaincbkuM BifpokeHHIM XX CTOMITTSA, /I B €IUHOMY JIOTOCI
MepeIUIeNnCs 1 HallioHaJIbHEe KOPIHHS, 1 3araJlbHOCBITOBE My3HUYHE
MUCIICHHSI.

B 0co6i qupekropa JIbBIBChKOT (hiTapMOHii, 3aCIyKEHOTO Jisua
MHUCTENTB YKpainu, Jaypeara npemii iMm. M. JIncenka, KaHIuara MyuC-
TelTBo3HaBCcTBa Bonoaumupa CrBoxina 3HaHIIIM ceprio3He OarkaHHS
JI0 CIIBMpAIll HaJ[ MyOTiKaIli€l0 TapTUTYPH, BEJIbMH 3alliKaBUIIa 3Ha-
X1JIKa HApOJHOTO apThcTa YKpainu, Jaypeara HamionanbsHol npemii
VYkpainu im. Tapaca llleBueHka, BUAaTHOTO YKPaiHCHKOTO TUPUTEHTA
Bonompumupa CipeHka, ayKe Cro/liBatOThCsI IOTPUMATH B PyKax urtext
Cumponii Ne 2 Bigomi qupurentu 1.-51. ['amkano ta 1. FO3t0k, skuii
2002 poky Ha poxaHHs npeacTaBHUKIB KoHrpecy ykpaiHchKoi nia-
CTIOpY JIMPUTYBAB II€H TBIp 38 aBTOPCHKUM PYKOITHCOM.

3anym JlepkaBHOTO HOTHOTO BHIaBHUIITBA «My3udHa YKpaiHay,
OYOJIFOBAHOTO BiIOMUM Komrio3utopoM bormanom Kpupomycrom —
naypeatom mpemiit im. JI. PeBytipkoro, b. JIstommucekoro Ta M. Jlu-
CEHKa, — MOYKE BTUIMTHCS B YHIKQIbHOMY BHJIAHHI, JIe, OKPIM CaAMOTO
HOTHOTO TEKCTY, OyJie IepernoBijana HEHMOBIPHA ICTOPIS «3rOPijIoro
PYKOIHCY» BUAATHOTO YKPAiHCHKOTO KOMITO3UTOpa-KJIaCHKa Ta
OITyOIIiKOBaHO JIETalbHUN MY3WKO3HABUMI aHal3, MUCAHUN PYKOIO
camoro Maiictpa. MOXIIMBO caMe TaKWi «IapyHOK» HUHIIIHBOMY
MOKOJTIHHIO MY3UKaHTIB ITi/ITOTYBaB MUTEIb Ha 3aBEPIIICHHS Bi[3HAKH
cBoro 130-piyus...

P S. ABTOpKa BCTYITHOT CTaTTi BUCJIOBIIOE MIUPY MOASIKY YKpaiH-
CbKOMY KYJIETYpHOMY (DOH/TY 32 MyOITiKaIlito MepIIOOCHOBU BUJIATHOTO
TBOpY YKpainchkoi My3ukn — Cumponito Ne 2 JI. Peyrpkoro. Jlskye
BCIM THM, XTO CIIPHSIB ITOSIBI LIOTO YHIKAIBbHOTO BUiaHHs: HapomHomy
apTucty YKpaiHu, ujeHy-kKopecrnoHaeHty HarionansHoi akagemil
MHUCTENTB Ykpainu, npodecopy IBany-fApocnaBy ['amkany, Hapo-
HOMY apTHCTy YKpaiuu, ynaypeary HamioHanbHoi npemii Ykpainu
im. T. IlleBueHka, TOTOBHOMY JIUPHTCHTY Ta XYJIO’)KHbOMY KEPIBHUKY
HarrionansHOT0 3acy’KeHOTO aKaJeMivHOTO CHM(OHIYHOTO OPKECTPY
VYkpainu, mpodecopy Bonogumupy CipeHky, 3aCiTy>KeHOMY JIisT9y MUC-
TENTB YKpaiHu, KaHIW1aTy MUCTCIITBO3HABCTBA, Jlaypeaty [Ipemii ime-
Hi M. Jlucenka, reaepaiibHOMY AUPEKTOpY JIbBIBCHKOT HAI[IOHAIBLHOT
¢inapmoHnii Bonogumupy Cusoxirty Ta 6i0miorekapii mi€l GpinapMoHii
Vnsui CHHKIBCBKIH, A01ieHTY JIbBIBChKOT MY3WUYHOT akajaemil iMeHi
M. Jlucenka, nokropy dinocodii mucrenrea Hini /Jukiii, Hamagkam
BHJIATHOTO YKPaiHCHKOTO KOMITO3UTOpa-KIIacHKa — paBHYKy Tapacy
PeBynpkomMy Ta fioro marepi ['anHi PeBynbkiii, KOHCYbTaHTY MHuKOI
Kysuky, a Takox BucokonpogeciitiuM koneram 3 «My3udHoi Ykpa-
iHm» — penakropam Jlami Jlsxogiii, Karepuni Cobonesiii i Tapacy
Bakyny, xynoxxauky Bagumy Bepecioky, maypeary mpemiii iMeHi
JI. PeBynpkoro, b. JIstommuacbkoro, M. JIuceHka, BiIOMOMY KOMITO-
3UTOPY Ta JUPEKTOpPY IHOTO BUAaBHUIITBA bormanosi KpuBomycry.
3aB/sIKY X CITUTBHUM 3yCHILISIM 3 TIOTIeTy HapoauBcsi Denike.

Banenmuna KY3UK
0okmopka ¢hinocogii mucmeymsaa,
naypeamxa npemii im. Muxonu Jlucenxka
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orchestration of the climax, and so on ?*. Therefore, we consider it
expedient to submit this compositional text, written according to the
spelling of the 1920s, separately. It seems that such a publication of
symphonic scores with the author’s musicological analysis has not
been published to this day.

Well, really: “Manuscripts don't burn...” Now, from almost a
century of oblivion, the sound of L. Revutsky’s Symphony Ne 2 can
return to us, which will give a feeling of the epoch now called the
Ukrainian revival of the twentieth century, where both national roots
and world musical thinking are intertwined in a single logo.

In the person of the director of the Lviv Philharmonic, Honored
Artist of Ukraine, laureate of the M. Lysenko Prize, Candidate of Art
History Volodymyr Syvokhip found a serious desire to cooperate in
the publication of the score, the discovery was of great interest to the
People’s Artist of Ukraine, laureate of the Taras Shevchenko National
Prize of Ukraine, prominent Ukrainian conductor Volodymyr Sirenko,
famous conductors [.-Ya. Gamkalo and 1. Yuzyuk very much hope to
hold in their hands the urtext of Symphony Ne 2 (the latter in 2002,
at the request of the representatives of the Congress of the Ukrainian
Diaspora, conducted this work based on the author’s manuscript).

The idea of the State Music Publishing House “Musical Ukraine”,
headed by the famous composer Bohdan Kryvopust — laureate of the
Prizes of L. Revutsky, of B. Lyatoshynsky and of M. Lysenko — can
be embodied in a unique edition, where, in addition to the musical
text itself, the incredible history of the “burnt manuscript” of the
outstanding Ukrainian classical composer will be retold and a detailed
musicological analysis written by the Master himself will be published.
Perhaps the artist has prepared such a “gift” to the current generation
of musicians to complete the celebration of his 130th birthday...

P S. The authoress of the introductory article expresses her sincere
gratitude to the Ukrainian Cultural Foundation for publishing the first
foundation of an outstanding work of Ukrainian music — the Sym-
phony Ne 2 by L. Revutsky. She thanks all those who contributed to
the emergence of this unique publication: People’s Artist of Ukraine,
Corresponding Member of the National Academy of Arts of Ukraine,
Professor Ivan-Yaroslav Gamkalo, People’s Artist of Ukraine,
laureate of the National Prize of Ukraine named after T. Shevchenko,
Chief Conductor and Artistic Director of the National Honored
Academic Symphony Orchestra of Ukraine, Professor Volodymyr
Sirenko, Honored Artist of Ukraine, Candidate of Art History,
Laureate of M. Lysenko Prize, Director General of the Lviv National
Philharmonic Volodymyr Syvokhip and librarian of this Philharmonic
Ulyana Synkivska, Associate Professor of the Lviv Music Academy
named M. Lysenko, Doctor of Philosophy of Art Nina Dyka, to the
descendants of the outstanding Ukrainian classical composer — great-
grandson Taras Revutsky and his mother Anna Revutska, consultant
Mykola Kuzyk, as well as highly professional colleagues from
«Musical Ukraine» — editors Lada Lyakhova, Kateryna Soboleva
and Taras Bakun, painter Vadym Veresyuk, Laureate of L. Revutsky,
B. Lyatoshynsky, M. Lysenko Prizes, outstanding composer and
director of this publishing house Bohdan Kryvopust. Thanks to their
joint efforts, Phoenix was born from the ashes.

Dr. Valentina KUZYK
laureate of the M. Lysenko Prize

2 It was first submitted by me for publication in the collection: Lev Revutsky. From
unpublished manuscripts [Symphony analysis Ne 2, draft letter to M. Kolessa, presentation-
characteristics of G. Kompaniets, M. Gozenpud] // Zi spadshchyny maystriv. Naukovyy visnyk
NMAU [From the heritage of masters. Scientific Bulletin of NMAU] / Uporyad. K. Shama-
yeva. — Kyiv, 2013, Issue 101, Book 2, p. 178-204.



JI. PegyuvKuii

(= 1928)
CUM®DOHIS Ne 2, E-dur!
EtHorpadiununii Matep’siii, Ha sKOMY 30y0BaHO CUMQOHIIO:
[ yacTuHa.
Ne 1 — roniBHa (mapTisi) Tema:
Allo moderato , ) - ; 3 )

o) L L | I S—

A G F e e =% T T s T
o & I
Wﬁﬁ#@:ﬁbﬁj—‘—‘ﬁ— e — 2

Mernonito 3anucaB aBrop Ha [lonraBmuHi (c. IpxkaBens, [Tpurynskoi okpyru)?®. 3amuca 3podneno 1912—13 pp. mig yac criBy TakKUM YH-
HOM, 110 i criBak (Onexkcanap bonmapenko) mpo me Hivoro He 3HaB. TekCT micHi Bke JaBHO BTpadeHo. OCKITbKY MPHUTanyo, e OyB OJHH 3
BapisAHTIB PO KPUHMYEHBKY HA YOTHPH 3B01M [1].

[Ipu *) criiBak BXKMBaB 1 HE «a», 1 HE «ais», a IOCh CEPEHE, TOMY B po3po011i OyBae Mana Tepis «fis—a», OyBae il BeuKa — «fis—ais».
[Ipu **) ciBak B KaJICHIIiT BUXOJMB MalKe 3aBKIHN Ha «dis» (10 B Iy’)KKax), B CUM(OHI ) BCIOAM KaJICHIIIFO BUBEICHO HA «e.

Ne 2 — [ToOiyHa TeMa

Meno mosso

Qﬁl‘—l o — I — ]  —— S — I f— — T "
 — I  — — >y  — 7. = > I I —— I f
[ [ -
L | | | | J
a 6 B

Mernonito y3sto 3i 30ipauka K. KBiTkn (o7uH 3 BapiaHTiB micHI «Ta He ’ajko MeHi...»)".
Ne 3 — HeBennuka JONOMiXKHA TeMa BUKJIIOUHO JUTS TIEPEXiTHUX MicIb .

h | | '
o — ' I I — I i : i Lleit maTepiain 3amo3uyeHo 3 1yM, 3iopanux @. Koneccoro.
) # | Y ' Bukopucrano i#oro e B 1BoX Micusix | yacTuHm.

Lle yBech Menoniiiauii marep’sut [ wactunn. [lani quBuck cxemy ¢popmu | yactunu.
I 4. — knacuuna ¢popma conarHoro Allegro.
1. Excriosuuist

a) Toniena nmapris go 1. [3]; 6) xinx 3 1. [3] o 1. [5]; 6) Mo6iuna 3 [5] no [7]; 2) 3akmouna 3 [7] 1o [8.

2. Po3pobxka
311 (8] o .

3. Penpuza
a) Ton.[iBna] map.[tis] 3 1. [19] no 1. 20); 6) [oGiuna mapris 3 1. [20] o 4 T. 1. 22%; 2) 3axmouna 3 4 T. 11. [22) 1o 1. 25/,

Kona

3 10. 23 10 KiHIIs.

1. Excnosuuis. Yes roniBHa maprisi B €KCHO3MLITI Mae TpboxdacTuHHY OynoBy. Ilicis nBoX BeTymHuX TakTiB (3 Qirypaiiero) nepuri
W JpyTi CKPHIIKH YHICOHOM ITOYHMHAIOTH TOJIBHY TeMy Ha OpPraHOBOMY MYHKTI «e». ['apMoHiuHWi (poH y KiapHeTiB Ta ¢arorax. Ab-
TH AaoTh ¢irypanito. 3 1. 1AyTh MEPEXOJ0BI CEKBEHILIT 3 TPOXH 3MIHEHOIO TeMOIO y (iedTH i ro6os. CexBeHLii 3HOBY NPUBOISTH
JI0 TONIBHOT TeMH, 30ibIIEHOI Mo KinbkocTH iHcTpyMeHTiB (1. [2]). T.[akum] 4.[MHOM] yTBOPIOETHCS TPHOX YACTUHHA OY0BA TOTiBHOI
naprtii. Uepe3 noBTopeHHs «diminuendoy» enemeHTy «0» Toi.[iBHOI]| Temu (Ne 1) kiHels Toi.[iBHOI| 1.[apTii| MPUBOAXUTE 70 XOmy II.
«Poco animato». YBech Xin 30yI0BaHO MaiKe Ha OJHOMY €JIeMEHTi «0» TOJIIBHOI TeMH. Horo Bxuto a6o B 3BUY.[alHOMY| BHUIJISII:

[1-it TakT 1. 3] a00 y 3MiHEHOMY: a00 x 00EpHEHOMY ¥ 3MiHEHOMY:
Celli e Bassi 3 ’ p u Violini Celli e Bassi3 p u Viol e Clar;
—— — 1 74 S —— = ] S = ﬁ—g—ﬂ_ﬁ:
= e e P
6" [5-ii . 1. [3]], [2- . 1. [3]]; [1- . . [3]].

! PeBynpkuit JI. Auanisz Temarusmy it popmu Cumonii Ne 2, E-dur (1927, y 2-it penaxii 1940, npucssiaeniit C. A. PeByrpkiil): ApxiBHi HayKoBi (DOHIM [HCTHTYTYy MHUCTEIITBO3HABCTBA,
(onbkiopuctuxu Ta erHonorii im. M. T. Punbcskoro HAH VYkpainu — @. 36, On. 36. 524, 6 apk. Apkymii Benukoro popMary (A—3), mMcaHO aBTOMAaTHYHOKO PYYKOI YOPHUM YOPHUIIOM, 3 000X
OOKIB JIMCTA, JJIsl HOTHUX MPUKJIA/IiB HOTOHOCIII CIeNialnbHO HAKpeCIeHo B pyku. et aprorpad) yHikanbHUN THM, 10 KOMIIO3UTOP OMUCY€ MapTUTypy 1927 p. — TOOTO ypTEKCT, 1110, K BBaXKa-
nocsi, OyB BTpayeHUid Ha3apxk M. Y myOmikaiii 30epexeHo ykpaiHcbkuil mpaBonuc 1920-x Ta aBTOPCHKI MigKpecieHHs 1 mo3Hayku. CrnoxiBaeMocs, OCIiTHUKaM CUM(OHIYHOT MY3HKH 11iKaBO
03HAOMUTHCS 3 aBTOPCHKUM aHaIi30M IHTOHALiHO-Ipamarypridyaoi popmu Cumdonii Ne 2 i 31iHCHUTH OPIBHIBHUN aHAIII3 MapTUTYD il mepIoi, Ipyroi Ta TPEThOT peAaKIiii.

Teit moxymeHT Briepiue 0yio mogano MHO 110 myOmikaitii B 30.: JIeB PeByipkuid. I3 HeomyOnmikoBanux pykonuciB [Anainiz Cumdonii Ne 2, yeprerka nucra 10 M. Konecen, nomanHs-xapak-
tepuctuku I. Kommaniiist, M. Tozennyna] // 31 cnagmunu matictpiB. Haykosuit Bicuuk HMAY / Ynopsn. K. 1llamaesa. — Kuis, 2013, Bun. 101, Ku. 2, c. 178-204.

2 Tenep lunsiachkHit p-u YepHiriBeskoi 0611 — B. K.

3V HamoMy BUIAHHI 1€ II. 20, Meno mosso, Buknan Temu B cis-moll, BIATIOBIAHO TOHATBHOT JIpamMaTyprii COHaTHOTO ayerpo (TepiieBe criBBigHOIIECHHS). — B. K.

4V mamomy BuIaHHi 5-if TakT 11. (8] — B. K.

5 He mosuaueno. Ha sxanb, udpu B pi3HHX peAakilisxX He CHiBIaIal0Th — PO3po0OKa B APYTii pemaxiii A0BIIa i KiTbKICTh TakTiB Oimbiia. [logacMo He 3a3HaYeHi KOMIIO3UTOPOM IU(PH
NapTUTYPH 32 HUHILIHIM BUAaHHAM. — B. K.

° He nosnaueHo. — B. K.
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Jlume y 1-My TakTi 1. [4] BUKOPUCTAHO €IEMEHT «a» roJliB.[HOI| Temu (y macaxi):

Violini e Flauti
Konu 6 iforo e Gys10 3MiHEHO, OyI10 6 Tak: g HE E: z : &d&
| | 1 1 ANV ! I' 1 11 H_
O = e == J 7 -
Clarin. |
3 . |5] ine [ToGiuna. KimapHeT KOHTpAyHKTYROUH IIIe pa3 Moja€e eeM.[eHT| «0» TolliB.[HOi| TeMu: ?Q—g—g—r:%

[o6iuny TeMy nozae ro6oii. Diryparis y ansris. 3a 2 TakTd 10 11. [6] ypuBok 1mo6.[iuHoi] TeMH MepeaaeThes 10 CTPYHOBOI IPYIH, a 3
1. [6] anrmiiichkuil piskok MiZHOCHOIO CEKBEHII€I0 3 MaTep’ sy Ho0iu.[HOI] TeMH, 3 BUKOPUCTAHHAM €IeMEHTIB «a» Mo0.[iuHoi] Temu Ta
esieM.[eHTy | «O»: O & o
P A1

Eﬁfﬂ:ﬁ;ﬁﬁjﬁ:ﬁ MPHUBOIKTH 3a 4 T. 10 1I. |7 10 TOMIMPEHOTO BUKIIATy TOOIYHOI y CKPHUIIOK. Sk GaurmMo
; N | | ii moGiuna maptist Ma€e B CBOTH Oy0BI TPHOXYACTHHHY CHMETPIFO.

ll6” "6"

3 1. [7] mounHaeThCA 3aKIIIOUHA MApTisi HA OpL.[aHHOMY| MYHKTI «cis» (c-bassi e Timpani) Ta Ha TpeMoso y cTpyHOBUX. Matep’si1 3 Ho-

019HOT 3 MXOPHUM yXWIOM. B 4-M TakTi 11. | 7| BUKOPUCTAHO €IIEMEHT «BY» MOOIYHOT TEMH: E
Excrio3uiiis KiH4aeThCsl BEIIMKUM «diminuendoy.

2. Po3pobka
3 1. [8] mepI1oro MoJ0BHHOKO TOTIOMKHOT TeMu Ne 3 mounHaeTbes po3podka «Come primo, ma poco piu mosso». ®arotu it aHTITIHCHKUIA

PIsKOK, IMITYFOUH Mi COOOKO MepIry JacTuHy TeMu Ne 3 (CKOpOYEHMMH HOTaMH), IPUBOJIATH J10 «crescendo» B 4-My TakTi 11. (8],

Fagotto 1
3

3. 3
- R e T I e e W S, G ¢ v ™. T

R

—~3. 3

Fag 11

«Crescendo» ychOro OpKecTpy Ha OpTaH.[HOMY| ITYHKTI «Cis» TPUBOJUTH IO TTOBHOTO MPOBEAiHHS MormoMikHOT TeMu Ne 3 («Tutti» 1 ff).

[Mounnaroun 3 1. [9] mosHicTIO BUcTymae ronisua Tema Ne 1. JlopyueHo i Takum Tpoiikam: [ob. I + Cor. ingl. + fag.], [clarin. I + II + III],
[corni I + II + III] Ta aneTh «div. a 3».

B 6-my Takri 1. [9] BeTynarots ckpunku
3 €JIEMEHTOM «0» TOJIIBHOI TEMH.

SN TN
5 2 epbeg
7 - I I 11 I
ANIY4 : Iyl 1 1
Fag., Celli e Bassi 3

3a I TakT g0 1. 10 Te ¢ imMiTye ckopoueHHMH HOTaMu fepeBo (fl., ob. i clar.):

f E £ ere QE 2 3apa3 ke BIAIOHCH 0 NPOTHIEKHOTO PyXY: %E J ;;
D= — TP
i rrrer ey
3

V 3-My TaKxTi 1. [10] eleMEHT TOJIBHOI TEMU SBISEThCS y KOHTPA0ACiB Ta (haroTa B TAKOMY BUITISIL: g3z

BiH 3apa3 e iMITyeThCs KITApHETOM Ta aHIIL[1HCBKUM | PI?KKOM. y 3 U W ft r

[Ticns mepexomuTh A0 anbTiB Ta harora i ABiUi iMITY€ThCSI CKPUITKAMU:

PRS2 |
7= o I' teofeseiete, oflay,

.
n et .
: . o 7 I — e
B 8-my TakTi 11. 10] sBnserses nonomikna tema Ne 3 y ueit: {2y — -
o

Yepes 2 takru (1. [11]) Bona nosroproeThes B GiiblIoMy cKiafi, a uepes 1 takt (y 3-my TakTi 1. [11]) 3’ sBnserbes enement «6» mo6igHoi
T.[emu] Ne 2 (y roGos # TpyOm): A Trombe + Ob.

e
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B 7-my TaxTi . [11] 3HOBY MOIAAa€ThCsl KOPOTKUHN Macax y (ICHT 3 elIeMEHTY «a» TONiBHOI TEMH:

Fl picc. e FI. 1
efrro el

B u. 12} «Piu tranquillo» xontpabacu i B[10JI0H]|4ei MOBHICTIO MOJAIOTH TOJIIBHY TEMY
il BUTPUMaHY OKTaBYy «Cis—Cis» y BaITOpH. Y 4-My TakTi 1I. (12] eleMeHT «a» IoiL.[iBHOI]
T.[eMu] iMiTy€eTbcs T0O0OEM. B crigyrouoMy TakTi — KJIapHETOM, a (aror KOHTPAIyHKTYE

€JIEMEHTOM «0» TOJI.[IBHOI| TEMHU B IPOTUIIC)KHOMY PYCi:
3

N>
M

il

Clar. : 13| clar. s
A —— ml J ﬁ\ | ﬁ_ﬁﬁ 311. [13] y kimapHeTa ¥ uielT i1y Th macaxi,

30y/10BaHi 3 €JIEMEHTY «a» TOJL.[IBHOI| TEMH.
B xinmi nepmoi yactuHu cuMoHii 3 mux
MacaXkiB CKJIAIa€ThCs TaKOXK 1 kofa. B 3-my
TaKTi 1. 13| mo1i0HO TOMY, 1110 TIEPEJT [IUM PO-
O0uB arot, poOUTH aHTIL[IHCHKHUI | PI2KOK (€IeMEHT «Oy» roj1.[iBHOT] T.[emu]). 3a TakT 110 |14 haroT Ta anbTH MONAIOTH TOMOMIXKHY Temy Ne 3.

«A Tempoy. V-celli «ostinatoy» poonsath Qirypy 3 eaeMeHTy «0» roi.[iBHOI| TeMu, a IepeB’sHi 3 BAJITOPHAMH JIAIOTh aKI[CHTOBaHI
akopnu. Jlani «ostinato» nepexoauTh 10 AJIBTIB 3 B.[10JI0H [4€JIsIMH, ITOTIM JI0 KOHTpAOaciB 3 B.[10JI0H [uensiMu. BpemnTi npueanyeTbes i (harort.

[15]. Y xouTpabaciB 3 B.[i0/10H |uensamu it GparoToM — eeMeHTH ToiL.[iBHOT] Temu («a»). 3a 2 TakTu 10 [16] y BenmukoMy «tutti» sBiseThCS ente-
MEHT «0» T0J1.[IBHOT| TeMU 3 IMITalli€l0;

3
TyT Takuii edexT: ycsa maca nepesa A b m

T
1 Y

Fag. 3 3

W MiJi MOCyBaeThCs Ha HU3, a
IIyTh JIOTOPH ¥ MPOTUIICHKHO.

CKPpUIIKM XpOMAaTUYHUMU CHHKOIIAaMH

[16]. Xin i3 cexBeHmii 3 macaxkamu 3 eJleMeHTIB «a» romis.[Hoi] m.[apTii] (y AepeB’sHuX). CoYaTKy CeKBeHIliliHe 3BeHO 2 TaKTH, a KPOK
HOTro — BeJIMKa TEPIIis, AaJi 3BEHO — OJIUH TAKT, @ KPOK — BEJIMKa CeKyH 1a. L[e cekBeHTHE HApOCTAaHHS MPUBOUTS B 1I. |17] 10 MIITHOT TOOIYHOT
TeMu Ne 2 (30UTBIIIEHUMHU HOTAMH) Y BJITOPH 3 B[i10JIOH|4esiMu Ta anibramMu. CKPUITKY BEAYTh KOHTPAITYHKT, II[0 Ma€ B CBOiH Oy0BI1 JIesKi
€JIEMEHTH MOOIYHOT TEMU, TPOXH 3MIHEHI i 3MEHIIIEHUMH HOoTaMu. B 3-my TakTi 11. (17 3HOBY macai 3 eJIeMEHTY «a» ToJ1.[iBHOi ]| T.[emu]. Po3-
Mip 3/, MinseThes Ha ¢/,. Jlani Ha TOH BUIIE yce OBTOPIOeThes. B 11. (18] y kiapHeTiB TpaniseTbes XpOMaTU30BaHUIM €1IEMEHT «a) TOJL.[iBHOT]
T.[emu]. Jlani Xxogamu 3 eIEMEHTIB «0» TOJIIBHOI T.[ eMU | KOHUAEThCs po3po0ka. L. [19] € kynbMiHAIIHAN TYHKT, 3 SIKOTO TIOYMHAETHCS PEIPHU3a.

3. Penpusza
19]. Fon.[iBHa] T.[eMa] MOBHICTIO i 361IBIIEHUMH HOTAMM HPOBOAUTHCS TPYOAMH, TOGOAMH Ta AHIVIHCHKUM PixkKOM fff:
3 3 [Macaxi y dueiT, knap-
Viol, —3—" HeTa W CKPUIOK MarTh
Flauti M T CBO€ IIOXOJKCHHS 3 eJie-
’J? 3 7 4 — Jl'ﬁ MFHTy«6» TOJIB.[HO | TEMH
o)  — o TIIBKM XPOMAaTH30BaHI i
] -+ i o .
o $ Tr-be | ! | - 1y Th y 3BOPOTHOMY pyCi.
3 RV .
B rapmowniuniii migcrasi
g Tromboni hg 8 hg P
e . O L JIBa HOHAKOPAM HalaloTh
)53 7S 7S
& = — XapakTep aTOHAJIbHOC-
C  Tuba bg L) tu. [oniBHA Tema 11e pa3s

MIOBTOPIOETHCS HAa BEJIHKY
Tepuiro Buie. Jlami aBa
MIEPEXOJIOBUX TAKTH (EIEMEHT «O» TOJI.[iBHOI| T.[€MH ) MPUBOAUTS 10 NOOIUHOI (solo BanTopHn). XiJ, 1110 OyB B €KCIIO3UIII1, BUITyIIIeHO. Pemty
nmoOIYHOT 11.[apTii] a TakoX 1 3aKJIFOUHY MOBTOPEHO Oe3 3MiH. 3a jBa TakTu 10 Koau ckpurika (solo) mogae eneMeHT «a» Toi.[iBHO1] T.[eMH ]
(nBa pasm), notim ixe Koxa. [lacaxi knapH.[eTiB] Ta GreiT 3 eneMeHTy «a» roi.[iBHOi]| T.[emu| Ha (OHI CTPYHOBUX aKOPIiB:

(KsinToumi) s 5 5 .
. E it
%L Cerd
o Clar.

Kinuaetbes centakopgaoM VI crymus E-dur’y (BaITOPHU i TPOMOOHU «con sordiniy).

II yactuna (Adagio)

B ocnosy Il 4. cumdoHnii mokmnazeHo Taki TpH MmicHi:
Ne 1. (3a roniBHy Temy) —

> 3
L }

a

36. K. KBitku (II T.). Tekcr micHi: «O# y mosi cocHa, MiJICOCHOIO KOpYMa...»
Ne 2. (3a mepury nob6iuny) —

"o

a

36. K. Ksitku (II T.). CnoBa micui: «Oif Muknto, MUKHTO, YH € PLILIISL HA JKUTO. ..»
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Ne 3. (3a gpyry mobiuny) —
A  —— =

|

:

\I1 N

TI™

TN

r_'ll

a

36. «3omoti xmroui» J1. PeBynpkoro. Ciosa (Bap.): «I1lo B Kuesi Ha puHKY...»
®opwma II 4. € ogHA 3 cTapoBUHAUX (HOPM POHJIO.

Cxema:

xia xia xia Xia xia At

B TIOIBIITHOMY
MIPOBEIiHHI

No 2. Ne 1. No 1. No 3. No 1. No 2.

3aranpHa cxema Il u., sk 6aunmMo, Ma€e B co0i JOCUTH MPAaBUIIbHY TPHOXYACTHHHY CUMETPIIO.
1-a moGiyna Tema Ne 2. Ha mouarky ckpunkamu Ta ansramu «Tremollo» (B AB1 OKTaBM) MoJaeThCs Taka Qirypka:
Ha ¢oni miporo tpemono ¢aeiira, knapraet Ta Garor (Takox y IBi OKTaBH)

npoBoaATh 1-y mo6.[iuny] T.[emy] Ne 2

Adagio
col g sempre 7 j hf bj %
9 b — o et pb?h?—gf——o— 9 " T — T 4
Y 4 | ra) 1 1 1 y 4N lIr,\ ! 1 Li I i
'\m\j L A N P ;' 1 1 Ml | Lh = ’\f\'\v F = | [ g] 194 =
Z
o Zrp Z * -
1T. A
n =
| ) e __..dg | . | | | P
. . . . o P A ] kel = L 1Z 1 =
3. 7 Ha MPOTSA3i MOCTH TAKTIB 1€ XOMOMOIOHUIT y AV — i‘ N — i' —] l| o —
. . . <D » I b I T
3B’SI30K 3 €JIEMEHTY «a» 1-i moOIYHOT TeMu: e [ [ vm’ [ & =
A
z
H | o
g
Y 4 | 1 1 |
[ & «n YR ] e | 1 1 1 1 L 1
£ e -
Y] . .. , .
Ob. Hwxue dirypka moBTOPIOETHCS Y KITAPHETIB 1 Ha 11. [2] 3B’ A3KOBI TaKTH

MIPUBOJIATH JI0 TOJIIBHOI TeMU (BanTOpHA — s0/0), 00TOPHEHOT XpOMAaTUIHUMHU
X01aM# 0AaCOBOTO KIIapHETY, TBOX (paroTiB Ta TPEMOJIO ajbTiB Ha OPTaHOB.

e | lﬁﬂ T
Z - | 1 1 1 il ] . . . .
s ! = | 72 [omy] myHKTI «C» (B[ioMoH|4eni). ['apMOHist B CyBOPUX Ta TEMHUX TOHAX:
A Cor. solo
>’ 4 I "
y 4 f 1 1
m I ! \:l !

Ha 1. MOYNHAETHCS XiJ OCUTH PO3BHHEHUM.

I
B 2-my TakTi TparmiseTscs enemMeHT «a» 3 1-1 mo6.[o4Hoi| ; b‘; h; = bae = —
: === m e . Vele ; 21

Temu Ne 2
e — F — : i !f - i §— ——
ry) , ‘ £ hl e— = — 3
"" s R
V-celli

3apas3 xe e enem.[eHT]| «a» 3 TomiB.[HOT] Temu Ne 1

Violini

;ﬁ.|.|4:‘_.'_‘547,

SEESES S S -

xjut | 3
[ 18

Jlaui BuIIie Ha MaJTy TEpIlit0 BCE CEKBEHTHO MOBTOPIOEThCS. Ha 11. [4] Xi/1 MPOIOBKYETHCS 3BOPOTAMH, IO B3SITO 11032 MaTEPisiioM TPHOX
3a3Hay.[eHUX | TeM:

Clar. e V-ni
A , A e XiJ1, MOCTYITOBO 3pOCTAr0YH, 32 2 TaKTH 0 9] i jpami, mpu-
5 2 z E 7 ! ! . . ..
H. H ¢ e ﬂ ‘ F BOJIUTH JIO0 €JIEMEHTIB «a» Troi.[1BHOI| T.[eMu] Ne 1
[y I y 1 I B I
Cor. 3 3 3 3 3 3
l)e 3—
NN J [ p=elT]) T
b l: })() 1l l[)() 1l uil
# # #
L&) L8 )
V-l
V-celli ¢

3 [6] ros.[iBHa] Tema Ne 1 ifie moBHicTIO y pOpTE CTPYHOBOI TPYIH (3 CYPMHAMH), MOABOEHOIO IEPER’ IHUMHU Ty XOBUMH (3HAYHHI OpKec-
TpoBuii epexT). CepenHOIO 11yTh TaKOX 1 BAJITOPHU, a MiCIs BEUKOTO «diminuendoy 7] NOYMHAETHCS Xi, MOOYIOBaHUM Ha €IEMEHTI «a»

roi.[iBHOI| T.[emu] Ne 1 (imiTamiiiHO B KpalHiX roiocax):

" Lndpu BUCTABISIEMO BiMOBIAHO HANMIOTO BHAAHHS. — B. K.
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7. F
F TyT TakoX OpKECTPOBUI CEKPET:
BEJIUKE «futti» yciei MiJi i JnepeBa,
yuine 0e3 CKPUIIOK Ta ajIbTiB, Ha «pianissimoy». 3a 2 TakTH JI0 |8 BCTYNMalTh CKPUIIKH 31 CBOIM «tremoloy, a 1ajli BAJITOPHU MOIAI0Th CJIEM.
[enT] «a» 1-i m06.[iuHOi| T.[emu] Ne 2. TpyOa imiTye: tromba
VY 3-my TakTi 1. |8] BUCTYIA€ aHMI. [IHCHKHIA| pIKOK 3 ,)? -
moyaTkoM 2-i mo6iu.[Hoi| Temu Ne 3

_! ﬁ-l i
& ial &

[ 1

PI1¥Yr

=
o

0
3

&
H
cor. ingl. corno

| ' C-bassi e v-celli imiTy10Th pizzicato. [lani Quasi scherzando (*/,) noBHicTIO ife 2-a n00iuHa TeMa
§§ s ﬁ;‘ . * N3 y 100051 (CympoB.[0/1] CTPYHOB.[UX | CHHKOTIAMH):

Quasi scherz.

,
r 1

=
[ 4 2o ML) I I I » e ] — 2,
T T i_ﬁ‘_i_ T T Iyl

pp IT .

V_ i . . . h. . . . . . . B . ) . .
:\-|nlh|§|§qﬁh I :]bg h "bﬁ##ubﬁ Mw#h%
AR ———— I I R S B e
—==—==——E—=—
[Motim Temy nepeiimaroTs (uiedTH, a mi3HIM Ha nepepBaHoMy Kajanci (VI cTym.[iHb]| moHMKY.[eHa]) BCTYNaloTh 3 TEMOIO CKpHUIIKU. B

CYIIPOBOJII Staccato TPIONBHUMHU TepIisiMu T0001 1 BanTopHU. Pemita cTpyroBux «pizzicatoy». Pyx XpoMaTnyHUN Ha HH3.
3 5-To TakTy 1. BaJITOpHA BCTYIA€ 3 MOYATKOB.[MM]| ejieMeHTOM 1o0id.[HOT] Temu Ne 3 Ha «pp» 30UIBIICHUMU HOTAMU:

wh
hall

corno Pa3zoM 3 muM (KOHTpanyHKTHYHO) (pireiTa W CKpUIKH i1yTh MOMNIOHMMH (4O ITOYATKy L€l TEMU
A Y y
P A f I : 3 : .
IT'YpPKaMU TUIBKH 3MEHIIEHUMU H :
7 T —] = : ¢irypka I 3MEHIIIC OTaMH: o o nepeT'BopeHo MPOCTO PP
P —g—g Ha KBIHTOJIO: —T e
—_— ————

5

Bes dirypaiiist Mmae octuHaTHUN Xapakrep. Tema xk BiJl BAITOPHH HONAAE, Jieaali OiIbIl pO3ropTarouuch, 10 TPOMOOHIB 1 Tpy0. Ha 11.
MIITHO 1 CBITJIO 3BYYHTbH IICH €JIEMEHT y TPYO:
Ile HapocTaHHS MPUBOAMTH JI0 KyJIbMIHAIIIHOTO, 3 OOKY JUHAMIKH,

= =
H L 5 £ 3 ?ﬁﬁ; > 1e = > =  TyHKTY, J¢ IOJiBHa Tema npoBoauthes (Y/,) tutti npu ff 3 «dypiozHoox»
ey i ] — ; V‘ﬁ: OpHaMEHTHKOIO B BEPXHIX pericTpax. 3apa3 e BOHA MPOBOTUTHCS
o N7 ! — (cTpyHOBI «con sordini») Ha OLNBII CTAIUX TAPMOHISX (HIOM TO PEUITKH
MUHYJO1 Oypi).
KopoTkum xonukoM 3 enemenToM 1-1 mo06.[iuHOi] Temu Ne 2 y roost: Ob.},5 S ﬁ ~ 1 3 Qirypkamu
CTPYHOBOI I'pynH, 3 ITepma mo6iuna Ne 2 mpoBaguThes Tak, K i —f—b—— ———f' o . Ha  IIOYaTKy
see . . y AV e |

II yactunm cumdonii. Ilepen «Attacca» maemo axopn (ppp) minHoi rpynn  {e§> b I (tremolo ctpy-
HOBHX TaKOX TIPOIOBIKYETHCS), IO PO3B’SI3YETHCA y MiHODHMi Tpu3Byk, © MPOJIOBKEHUN

1o nodatky 11 4. cumdonii. Ha ¢oni akopay i Tpemoro apda poOuTs Qirypariro:

P . Allegro molto quasi presto

# E
-
14

a1
B w
Y
LY
b =
L)
-
| Yy Ty

H | Py o L
g U f P24 P | f Ll
HowPb—% i — B ik
= H :
L =—TE :‘lp ’ |
oo — ha -
"' | |~ [ ] | - J
e | [J [YX 6 ] f | # o I § ) L L e
Z i 120 I A ] | T
v 17 yi - L |~ 1
o e 1
J— —v
r=Y

[Mouarox I1I 4. cumdonii.
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B ocnosi III 4. cuMoHii TOTOBHUM YHHOM B TiCHI:

Allegro molto quasi presto

f) u . = ! . ! . !
o ) ] f 1 1 1 1 f 1 1 f
Y 4 1 - 1 - [o”] % 1 = 1 - 1 - [o] o 1 1 1 ¥
[ fan Y ) ] 1 = al = 1 | el a. i = 1 = - = 1 = i 1 1 1 &
V4 -l ! - ! ! ! - ! & ! et ! ! ! & & &
e - I I L I I - I I ! I - - -
N6||
HaH
) ¥ . . | . . . . | .
o f | f | | | | f | f | f | | | | f f f
2L 1 1 1 1 I ] 1 1 I 1 1 1 1 1 ] — 1 1 1 1 1 4
1 1 d 1 d 1 d [] ’d 1 1 1 PN
g 1= —rfe 5 g = - = |
3] = =)
Memnopmiro y3sto i3 30ipanka Kit. Ksitku. CioBa: «A MU npoco cisuty, cistid...». Lle roniBHa Tema.
Poco moderato. Sostenuto
St e e e e : = = e s |
i
L j

Menopnis Takox i3 30.[ipauka] K. Keitku «[Ipu gonuni Max...». Lle noGiuHa.
OOuBi TeMu (0COOIMBO TEpIlia i mepiia MmoJIOBUHA JAPYIol) IIJIKOM MOAUISIFOTECS Ha TPHOXTAKTH. [[10 0COOIUBICTH CKOPHCTOBAHO TIPU

po3podii. Kpim 3a3HaueHux tem (romiBHOi i mo6iuno1) B I1I 4. mpoxoasaTh JINIIE «eMi30JMUHOY TOJIBHA TeMa MepiIol yacT.[MHU ]| cuMOHil
(Ne 1) Ta nepia no6iuna I u. cumd.[onii] (nepra modiuna Ne 2). Ile cBoeyacHo Oy/ie BiA3HAYCHO.

3aranpna hopma I11 4. cum.[oHii] € poHI0-COHATHA 3 €TTI30JMYHUM MaTep’ sTIOM Ta HIMPOKO IPOBEICHOIO PO3POOKOI0, SIK OauuTHMEM JATi.

1. Excnosums:

['oniBHa mapTisa.  3B'S30K. [To614Ha mapTis. Xin. ["oniBHA mapTis.
______________________ 1
l;OﬂiB. || Xin ”FOJIiB.-I |(0praH l [H06 ||X1IL||H06 ||3aK;-| |3 ernem. \VFOJIiBHa Xin (mo
TemMa (po3p.) TeMa TYHKT HA TeMa TeMa mapTisi po3poOKH Tema PO3pOOKH)
(e-moll) (e-moll) nominan- (G-dur) (G-dur) (G-dur) (e-moll)
Ti
2. Po3poOka:
r r ]
a) Pospobka  Emizox (1 moGiu. Tema 3 Il 4., Ne 2)
(a-moll)
3. Penpu3za
| |
loniBHa || 3B'A30K [To6iuna mapTist Kona
(@moll) P———— - 1r————————————— 1
OpranoBuii  [1oGiy. ||Xi)1|| [To06iu. ||3aKﬂ10qHa eJIeMCHTI/I||3aKJHO‘-ICHH$I
MYHKT Ha TeMa TeMa  MmapTis TOJIiB. rojliBHa TemMa
noMiHaHTi  (E-dur) (E-dur) (E-dur) TeMU I 4. cumdonii
(E-dur)

TakuM YMHOM MM Ma€EMO YMMAJIO BHIAJKIB TPHOXYACTHHHOI CUMETpiitHOT OynoBu (a — b — a). Taki: roniBHa NapTist B €KCIO3HILii, a 1Mo-
OiuHa — B SKCIIO3HMIIIT i perpusi.

[TpuHIin yB’I3KM i COMOCTABIICHHS CTPOIB Ha iHTEpBai Tepiii Masio moMitHHH B | 4. cumonii, 6inbi Tpamsierses B [l wactuni. B Tperiit
YaCTHHI 1ICH MPUHIIII I[IJIKOM BHUSBISEThCS. PO3IIIsTHEMO BCe B IOPSIKOBI OKPEMHUX 4aCTHH My3 (hopMU (iHaITy.

Excno3wuiis.

Tonisna napmis. ToniBHa Tema Mae 12 TakrtiB. YacTo npu NpoBeIcHHI TEMH BOHA pO30MBAaETHCS Ha 2 pIBHUX YacTHHHU (110 6 TakTiB). Yacto
nepri 6 TakTiB JOPYYaAIOThCS OJIHIM OPKeCTPOBIH IpyTii, a APYrUX 6 TakT.[iB] JopydaroThes iHmii rpymi. CrioyaTky Tema ijie y aibTiB, BioJio-
HYEJIB Ta KOHTpabaciB (BaATOPHU — BUTPHMaHa OKTaBa «e») — IPYTi 6 TakTiB eperMaroTh roool Ta Tpyoa (con sordino). B 7-my TaxTi micist
novaToK y (IIEHT Ta KiapHeTa — CTPYHOBI «pizzicato» pi3HOOLKHUMHU TpU3ByKamu (opkecTpoBuit edekT). [IpogoBKeHHs — y CKPHIIOK.
3 2] mounHaeThes Xif (3 eeMeHTaMu po3po0Ku). 3 9-ro TakTy BeTymae rojiBHa T.[ema] | 4. cumdonii. BoHa KOHTpanyHKTHYHO 3B’s13aHa 3

royiBHOO T.[eMoro | 111 u. cumoHii:

1l - 0b. T J jv
4 | | | . | [
= e o
i T j
|IV—le - Cor. ingl. | E’;
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st koMOiHaLis LIe pa3 MOBTOPIOETHCS HA MauTy Tepliito Buiue. [licns TpioniB y aepeB.[ siHUX]| TyXOBUX 3 8-T0 TakTy 1. |4] iAyTh eleMEHTH
roi.[iBHOT] T.[emu] III 4. cumd.[oHii]:

Auw | 11 | |

I 77 I I I
) - —F ) .
3a | takt 710 (5] BeTymae BCTyIMae rofliBHA TeMa y TPbOX KIIAPHETIB.

Bona 3apa3 xe imiTyeThcs praeitamu:

B rapmonii izie conocTaBieHHs TPOX CTPOIB: c-moll,
as-moll, Es-dur, c-moll, as-moll 1 1. 1.

L le

[ |
-
18
—
TH! 16—
-ﬁLm
1
T8
I
T
I
N
|

ANV : 1
o 3 clar

(6] Opran.[nuit] myskT Ha ToHiui (Mo6iuHoi naptii) G-dur, B BepXHiX pericTpax romisua T.[emal.

Poco sostenuto — nobiuna Tema (K1apHeT 3 cynpoB.[ogoM| cTpyHOBHX). Ha 12-my TakTi HeBenuukuid Xix (3 Marep’suty mo0.[i4HOi]
T.[emMu]) IPUBOAUTH HA 7-My TaKTi y 1. |8 10 MOOIYHOT T.[eMU | B 301IbIIICHIH KITBKOCTH IHCTPYMEHTIB (TapMOHIYHUI e(DEKT y BaATOPH).

(9] ITounnaeThes 3aK/II04HA IAPTis HA OPraHHOMY ITYHKTI «G».

3HOBY nounHaeThes XiJ. Enementu romiBHoi 3pa3y B Oacax, MOTIM MepearoThes 10 (IICHT.

Ha [11] Bukopucrano nuine movarkoBy —f— -
¢birypky rou. [iBHOI] TeMu: e e o

e Sttt 1 e

>

o . : - o = ?.‘b‘.l]zf—p—ﬁ—'—p feiea

p 4N (T L I — T T 1 I

| & <o WL \P ! [T o g | 1 Fd 1 104 ! ! ! 5 ' '} !

A2V ! :I le o™ lg P4 1 1 ! 1

oJ 1 1 I T
g Ha many cek-

| L | N
O T T T . T T DF I CTy BHULIC yCC IIO-
7 = ] T 1 PR | 1 1 | r
S0 | 2 e i —— e e ! : BTOPIOETHCS.

-
o @ f

Ha [12) T'oriBHa T.[emMa] IpOBaAUTHCS TaK, K HA TIOYATKY €KCITO3UIIil.
Ha [13] mepexomoBi TakTH, M0 PO3AUIAIOTH €KCIIO3HUIII0 BiJl pO3POOKH.

2. Po3poOka. 14 mounHaeTbes ONATh BUKOPUCTAHHIM IOYATKOBOI (irypku rojiiBHOI TeMu. BoHa mepenaeTbcs 3 HHUKHIX pericTpiB 1o
BepxHiX (corocT.[aBieHHs| f~moll Ta a-moll):

Jdood  d v bl L4yl
[

=Y

=

s > ———pr—
AR AR

Ha 7-my TakTi piBHOODKHUME KBapTaMH iJ1e TIOYaTOK MOOIYHOT TeMH (PETeTHIIIIHI OKTaBH BAJITOPH Ta KOPOTKI aKOPJIU TPOMOOHIB — Op-
KecTp.[oBHii] edexT). 3 7-ro TaKTy 15 MOYMHAETHCS TOIIBHA, SIKA YEPE3 TP TAKTH 3MIHIOEThCS 10014HOI0. KoMOiHAaIis 111e pa3 MOBTOPIOETHCSL.

Ha [16) maemo momtiTOHANBHY CTpeTHY (KaHOHOMO/IOHY) IMiTaIlito0 3 T0OiuHOT TeMu. TeMa mounHaeThCs As-dur’ oM, a uepe3 TaKT IMITYETbCs
A-dur’om:

e =

|
»
|

= I R TR T I

Il

legni e @*’LJ @21 <h>J #A <ﬁ)J(h% L@J @,‘I (hx;l g ﬁg hJ

H
K3 1Y
v

N
\
L

1T 4.

= uy
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T
R
e

Temy Ta iMiTamito JOPy4eHO HABMHUCHE OJHUM JIMILE JEPEB’THUM JTyXOBHM IHCTPYMEHTaM JUIS TOTO, 00 HE 3aXOBYBAaTH XapaKTEPHOI
TOCTPOTH B IIbOMY BUMAJKY. [ apMOHIIO yTBOPIOIOTH OHI 301JIbIIIECHI i 3MeHIIeH] iHTepBain. [Ipy MOBTOPEHHI PUETHYIOTHCS XPOMATHYHI
Tpioni y TpyO (con sordini).

3 2-ro TakTy 1. (17 MoaHo eIeMEHTH MOOIYHOT TEMH CKPHITKAMU i BIOJIOHYEISIMU APYT MPOTH JIpyra B IPOTHICKHOMY (0OEpHEHOMY Y
CKPHIIOK) pyci:

Vopi . B OOCpHCHHI

[} | | [
P-4 - [ 1 1 | 1
Y 4 LL 1 | - =]
| fan) = - A
ANV T [

)

r— 3a 6 TakTiB 1o 18| i mami ife roniBHa T.[ema]. CrioyaTky B 6acax, a MOTiM y BEJTHKOMY
«tutti» (Tpyon, TpoMOOHM) «C-dur».

ot T |
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Ha [19) mounHaeThCst opr.[aHHUH | TyHKT Ha JIOMIHAHTI (€), 10 MPUBOAUTH 110 a-moll’Horo emizony (nepima nmodivna Tema Ne 2 3 Il vactunu
cumdoHii). Bukopucrano eixemeHt «0» roniBaoi Temu I11 vactunu cum.[oHii]

H6Y|
o) | ! | ! . . !
o = ! L ! : : : :
o ——— " —_—(——— —
U I I I I I _i o =
I [ [ I ‘ [
"6"
Ha 11 takri 1. [19] opkecTpoBHii eheKT: BUTpUMaHa OKTaBa y BaJTOPH Ta aJbTiB 13 A 3
. . . | | |
ckpunkamu (tremolo), a TpyOu 3 TpoMOOHAMHU i TYOOIO JarOTh KOPOTKI CHHKOIIOBaHI Z—] o = .
. . . | o W) |
aKopaM «Staccato». 3BepXy — BiAryku no6iunoi Temu (Poco moderato): oF I — !
MOYMHAETBCS a-moll’HUH emi304, e TOBHICTIO IMPOBAaJUTHCS Iepiia MmodiuyHa 5

T.[ema] Ne 2 1 u. cumdonii. BemxyTb Temy Biononyerni. 3BepXy OpHaAMEHTHKA Y KIIapHETa,

ro6os ta ¢reiitu. Bix BionoHueniB Tema nomnajae 10 AepeB’ THUX TyXOBUX, Ha [22) 3’ etHyeThes 31 ckpunkamiu. [lepen 23 koHuaeTbest po3poOka.
3. Penpusa. Yce Tak, sk To Oy/0 B eKcIo3uIlii (MOYMHAIOYM 32 OIMH TaKT j10 [25)), mounnaroun 3 23] TouHO MOBTOPEHO, TIILKU TPAHCIIO-

HOBaHO Ha Maiy Tepiiito yHus. 1o Oyio B c-moll’i ctano B a-moll’i. Ha 24 ananorudnuii opr.[aHHUi | yHKT, Ha 125 moOiyHa Tema B E-dur’i

(Bene BantopHa solo). Ha 27 ananornuno 30y0BaHa 3aKiIi0uHa MapTist (Takox B E-dur’i).

Ha 28 mounnaeTscs kona enementamu roiiBHoi T.[emu]. Ha 29 Temy B E-dur’i nogarots (ff) TpoMOoHH i TyOa. 301IbIIEHUMU HOTAMH
3rop i1y Th (hirypariii, 3po0JeHi 3 MOYaTKOBOTO €JIEMEHTY TOJL.[iBHOI| TeMHU:

; d,4d 4d4d liihgé L E4d Ldgpd L dim
\d‘, = - b - b
= — = = = o
= F 7T FF # 7
Ha 30/ Bctynae roniBHa Tema nepioi yacTuau cuMdoHii (y Tpy0, ro0oiB, ¢arota). Ha 13 Taxri 1. 30] 1o kiHusg cuMoHii BOHA TOJA€THCS

noBHicTIO (fff). LI TeMa KOHTpaIyHKTHYHO 3B’A3aHa 3 eeMeHTaMu roniBHoi Temu 111 yactunm cumd.[onii] (ix BeayTh CKpUIKH i (uelTu
y BepXHix pericTpax) *.

Veni + f1.

44
L e ) =y =y — 1L =y
[ £ an F_ =N il 1 = Ld o = 11 =
\J o ! ! ! Fiad ! ! !
Py = | T [ T | [ T [
Nia tr-be R U
tr-bni g ——————] ] R
8 -8 8 -8 8 —8
‘,': : _H.() [ ® ] H() [ ® ] _H.() [ ® ]
by 2 = = = = ©
tuba — ¢ z g z 4
timp. ©
z

KynpminauiiiHuii myHKT MpUIagae Ha KiHelb CUMOHIi.

8V npyriit pemaxuii Cumdonii Ne 2 neit dinanbHuil «KyIbMiHaNiHEMIA TyHKT» npunanae Ha 1. [74) (Bigmosinae u. (30 11l yacTHHM HAmOT MAPTUTYpPH) i OTPUMAB BIAIY HOBY OPKECTPOBY BEp-
cito — royioBHa TeMa | 4. BeeThest B TpyIii iepeB’ sHUX y T000iB, KJIAPHETIB, (haroTiB i aKTUBHO MOCKUIIIOETHCS B TIEPLIMX 6-M TaKTaX BAJITOPHAMH, SIKHX Jajll «IepeiiMaroTh» TPOMOOHH, a IOTIM
JIOZIAIOThC 11 i TpyOu (y BHCOKOMY perictpi). Bee e pazom cTBOproe eeKT rpaH/io3HOr0 BCEJICHCHKOTO fulti, IO €IHAE MUIBUOHU y CHIJIBHOMY TOpHBI. — B. K.
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L. Revutsky

(= 1928)
SYMPHONY Ne 2, E-dur!
This is the ethnographic material on which the symphony is built:
I-part.
Ne 1 — the Main (Part) Theme:
Allo moderato , ) ; 3 )

The author recorded the melody in Poltava region (village Irzhavets, Pryluky district) 2. The recording was made in 1912—13 while singing
in such a way that the singer (Oleksandr Bondarenko) did not know anything about it. The lyrics have long been lost. As I recall, this was
one of the options for a well with four channels ..

When *) the singer used neither “a” nor “ais”, but something average, herefore in development there is a small third “fis-a”, there is also
a big — “fis-ais”. When **) the singer in the cadence almost always appeared on “dis” (in parentheses), in the Symphony everywhere the
cadence is deduced on “e”

— The Side Theme

Meno mosso

Qﬁl‘—l o — I — ]  — — S — I f— — T "
 — I  — — >y T 7. = > I I —— I f
[ [ -
| | | [ }
a 6 B

The melody is taken from K. Kvitka’s collection (one of the versions of the song «7a ne zhalko meni...» / “I’m not sorry...”) 3,

No 3 — There is a small auxiliary theme here only for transitional places *.

h | | '
e B ————— — e e e e — This material is borrowed from the Dumas collected by
Y] i | A " F. Kolessa. It is used only in two places of the 1st part.

This is all the melodic material of the I Part. Next, see the diagram of the form of the I Part.
I Part — classical form of sonata Allegro.
1. Exposition. @) A Main Part to the number [3]; b) the course of n. [3] to n. [5]; ¢) a Side Part from [5] to [7]; d) a Closing Part from [7]to [8].
2. Development — with n. [8] to n.
3. Reprise. a) A Main Part to the number [19] to n. [20]; ¢) a Side Part from [20] to 4th bar n. 22 *; d) a Closing Part from 4th bar n. [22] to n. [25] .

Code — with n. [23 to the end.

1. Exposition. The whole Main Part of the exhibition has a three-part structure. The first and second violins in unison begin the main theme
on the organ point “e” after two introductory bars (with figuration). Harmonious background is written in clarinets and bassoons. Violas play
figuration. In flute and oboe with n. [1] are transitional sequences with a slightly changed theme. Sequences again lead to the Main Theme,
increased by the number of instruments (n. [2]). Thus a three-part structure of the Main Party is formed. The end of the Main Party leads to

the move of n. [3] “Poco animato” through the repetition of “diminuendo” element “b” of the Main Theme (Ne 1). The whole course is built
on almost one element «by» of the Main Theme. It is used or in the usual form:

or as amended: or inverted and modified:
Celli e Bassi 3 o .
_ ~— =~ 0y Viollmz !..!3_ Celli BBGSW p u Viol e Clar;
E—fe v a— oy e teeai e — tﬁ#‘rﬁw—a‘th e ——
| I |4 | o) d q—‘-' H‘d #i < ~—
"6”
[1st barn. [3]], [Sstb. n. [3]], [2nd b. n. [3]]; [1stb. n. [3]].

! Revutsky L. Analysis of the thematism and form of the Symphony Ne 2, E-dur (1927, in the 2nd edition of 1940, dedicated to SA Revutska): Archival scientific funds of the Institute of Art
History, Folklore and Ethnology. MT Rylsky NAS of Ukraine - F. 36, unit of save 524, 6 arc. Large-format sheets (A-3), written with an automatic pen in black ink, on both sides of the sheet,
for musical examples, the note carrier is specially drawn by hand. This autograph is unique in that the composer describes the score of 1927 — that is, the urtext, which was believed to have been
lost forever. The publication preserves the Ukrainian spelling of the 1920s and the author’s emphasis and marks. We hope that researchers of symphonic music will be interested to get acquainted
with the author’s analysis of the intonation-dramaturgical form of Symphony Ne 2 and to make a comparative analysis of the scores of its first, second and third editions.

This document, preserving the Ukrainian spelling of the 1920s, was first submitted by me for publication in the collection: Lev Revutsky. From unpublished manuscripts [Symphony analysis
Ne 2, draft letter to M. Kolessa, presentation-characteristics of G. Kompaniets, M. Gozenpud] // Zi spadshchyny maystriv. Naukovyy visnyk NMAU [From the heritage of masters. Scientific
Bulletin of NMAU] / Uporyad. K. Shamayeva. — Kyiv, 2013, Issue 101, Book 2, p. 178-204.

2 Now town Ichnia district of Chernihiv region. — V. K.

3 In our edition it is n. [5], Meno mosso, presentation of the theme in cis-noll, according to the tonal dramaturgy of the sonata allegro (third ratio). — ¥ K.

4In our edition it is 5th bar [8]. - V K.

5 Not marked. Unfortunately, the numbers in different editions do not match — the development in the second edition is longer and the number of cycles is greater. We present figures not
specified by the composer in the current edition of the score. — V. K.

¢ Not marked. — V. K.
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Only in the 1st bar n. [4] used the element “a” of the Main Theme (in the passage):

Violini e Flauti 0 # . — d
This would be the case if it had not been changed: ) : R
] I 1 ) 2 LA | =
D) === — = >
Clarin.

The Side Party is coming [5]. The clarinet in the counterpoint once again presents —,\9—5—!—rl|-
the element “b” of the Main Theme: #ﬁ@\%

Oboe provides a Side Theme. The figuration is in violas. For 2 bars to n. [6] excerpt of the Side Theme is transmitted to the string group, and
with n. [6] English horn ascending sequence from the material of the Side Theme, using the elements “a” of the Side Theme and the element “5”:
£ u o this leads to 4 bars to n. [7] to the common statement of a Side Theme in violins. As we can see, the Side

P A — I 1 11 1

ngﬁ:’: Party has a three-part symmetry in its structure.
. I
[ ] 1 |

ll6” "6"

From n. [ 7] begins the Closing Part on the organ point “cis” (c-bassi e Timpani) and on the tremolo in strings. Material from the Side Part

with a major bias. In the 4th bar n. [7] used the element “c” of the Side Theme:
The exhibition ends with a great “diminuendo”. ﬁﬁ
J ==

nn

B

2. Development
Development begins with n. |8] the first half of the Auxiliary Theme Ne 3 “Come primo, ma poco piu mosso”. Bassoons and an English

horn, which imitate the first Part of the Theme Ne 3 (abbreviated notes), lead to “crescendo” in the 4th bar n.
Fagotto 1

——3 3 3 3
raxs

3. 3
- Y = T NS G v ™. T

R e

~3. 3

Fag 11

“Crescendo” of the whole orchestra at the organ point «cis» leads to the full implementation of the Auxiliary Theme Ne 3 (“7utti” and ff).

2 | | 1 | | | — 1 |
f an WL 1 L 1 1 1 1 1 1 | I
A3V L L L 1 L 1 ! 1

L

Starting with n. [9] the Main Theme Ne 1 is completely. She was entrusted with the following threes: [ob. I + Cor. ingl. + fag.],
[clarin. I + II + III], [corni I + II + III] and violas “div. a 3”.

In the 6th bar n. [9] enter the violin with
the element “b” of the Main Theme.

. e . ! . . N /
M #é' e 9 £ ¢ m
= - L= ey
| | | | | | | | ! [

Fag., Celli e Bassi 3

For 1 bar before n. 10l wooden instruments imitate the same with abbreviated notes (fl., ob. and clar.):
3

A E £ e fQE £ e immediately resorting to the opposite movement: %M$
il i TTICLrer v
3

In the 3rd bar n. [10] element of the main theme is the double bass and bassoon as follows:
He is now imitating a clarinet and an English horn.

Then he goes to the violas and bassoon and is twice imitated by violins: o E U W 5 \ir
3

Y, P
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The Auxiliary Theme Ne 3 appears in the 8th bar n. [10 in flute: —

After 2 bars (n. [11)) it is repeated in a larger composition, and after 1 bar (in the 3rd bar n. [11)) there is an element “b” of the Side theme Ne 2
(in the oboe and trumpet) A Trombe + Ob.

e —
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A short passage in the flute from the element “a” of the Main Theme is again found in the 7th bar n. [11:

Fl picc. e FI. 1 ) )
r Double bass and cello fully present the Main Theme under the sustained octave “cis-cis”

o Lo

. = F b’." z £ ephe r ﬁ:: ~ in the horn in n. 12 “Piu tranquillo”. Element “a” of the Main Theme is simulated by the
'\;F, & ‘%, e ==t~ Oboe¢ in the 4th bar n. 12]. The clarinet imitates this in the following bar, and the bassoon has

o a counterpoint to the element “b” of the Main theme in the opposite motion:
3 The clarinet and flute have passages from

Clar. — ‘ 13| clar. 5 p g
o X | N —— — ﬁJ _ﬁ | ﬁ_i n. [13], built from the element “a” of the Main
‘ i = 1 #———— Theme. At the end of the first Part of the
I

it n. Symphony of these passages also consists
of Code. The English horn does similarly to
what the bassoon did before, in the 3rd bar
n. [13] (element “b” of the Main Theme). Bassoons and violas play an auxiliary theme Ne 3 for bars up to [14].
“A Tempo”. V-celli “ostinato” make a figure from the element “b” of the Main Theme, and wooden with horns give accented chords.
Then «ostinato» goes to the violas with cellos, then to the double bass with cellos. And the bassoon joins at last.
[15]. The double bass with cellos and bassoon is played with elements of the Main Theme (“a”). In the big “futti” there is an element “b”

Fag. 3 3

of the Main Theme with imitation for 2 3 bars to [16]: Here is the effect: the
whole mass of wood and copper moves A b m to the bottom, and the violins by
chromatic syncope go up and opposite. e — ' e T ——

[16]. Here is a sequence of passages with =3 z D:l_- ' _:; — passages from the elements “a”
of the Main Part (in wooden). Initially, the F F 3 it a1 sequential link has 2 bars, and its

step is a large third, then the link is one bar, and the step is a large second. This
sequential increase leads to n. [17] to a strong Side theme Ne 2 (enlarged notes) in horn with cellos and violas. Violins have a counterpoint,
which has in its structure some elements of the Side theme, slightly modified and reduced notes. Passages from the element “a” of the main
theme are heard again in the 3rd bar n. [17]. The size changes from 3/2 to 6/4. Then everything is repeated a ton higher. In n. [1§ clarinets have
a chromatized element “a” of the Main Theme. Then the development ends with moves from the elements of “” of the Main theme. N. [19]is
the culmination of which the reprise begins.

3. Reprise
19]. The Main Theme is completely and with enlarged notes performed by trumpets, oboes and English horn fff:

Passages in flutes, clarinets and violins have their origin in the element “b” of the Main Theme, only they are chromatized and go in

3 3 3 3 3 reverse. Two nonachords
Zilol. —3 ( in harmony of the basis
auti ; : :

A v jﬂﬁ; ; ; ; hl LT I ey give cha.racter of athallty.
7= s - = o The Main Theme is once
i 1 1 i — A again repeated by a large

Tr-be 3 third above. Next, two
g Tromboni Fg 8 Fg ‘t‘ra’r,lsitional bar.s (element
)28 - 78 - b” of the Main Theme)
S s - — 22 leads to a Side theme (solo

uba =
b horn). The course that was

in the exhibition has been
released. The rest of the Side Part as well as the Closing Part was repeated without changes. For two bars to Code, the violin (solo) gives the
element “a” of the Main Theme (twice), then comes Code. There are passages of clarinets and flutes from the element “a” of the Main Theme
against the background of string chords:

(KsinToumi) s 5 5 .
. E it
==rmmaris T.
o Clar.

The Code ends with a septachord of the VI degree E-dur (horns and trombones “con sordini’).

II part (Adagio)
The II Part of the Symphony is based on the following three songs:
Ne 1. (For the Main Theme) —
| . L

‘40\4'

"ot

a

Collection of K. Kvitka (II vol.). Lyrics: «Oy u poli sosna, pidsosnoyu korchma...» / “Oh, pine grows in the field, under the pine there is a pub...”
Ne 2. (For the first Side Part) —

L A W | 1 !

s
| L o I U I
"ot

Collection of K. Kvitka (Il vol.). Lyrics: «Oy Mykyto, Mykyto, chy ye rillya na zhyto...» / “Oh, Mykyto, Mykyto, do you have a field of rye..”

| an
ANV
[y
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Ne 3. (For the second side) —

|

i

\I1 N

[ = as

a

Collection of “Golden Keys” by D. Revutsky. Lyrics (var.): «Shcho v Kyyevi na rynku...» / “What’s on the market in Kyiv...”

The form of the Second Part is one of the ancient forms of the rondo.

Scheme:

r_'ll

TI™

TN

Move Move Move Move Move Attacca

Ne 2. Ne 1.

Ne 1.

in double
holding

Ne 3. Ne 1.

The general scheme of the Second Part, as we see, has a fairly correct three-part symmetry.
The 1st Side Theme is Ne 2. At the beginning of the violins and violas “Tremollo” (in two octaves) is served the following figure:
Against this background, the tremolo flute, clarinet and bassoon (also in two

Ne 2.

Adagio octaves) hold the 1st Side Theme Ne 2.
A col & sempre p p
| o o . o
i : P i - 3 h-zl b-;l 2
l\m\j Yy 7 N P ;’ ! ! ! L l ©— ’{ Ll}l : L’il ' il
d ;m g ’\f\'\v v_F = o7 g] 104 =
iT A
From n. [1]7 for six bars there is a gait-like connection A e | | | _
from the element “a” of the 1st Side Theme Z 'F 'F T ! - l| ai = r
’ D——» — o . be i !
z D | | ~ | ! !
Z
4
H | o
"\' Lul 1 |
N ~ D o - n ! | !
DR B
Ob. Below this figure is repeated in clarinets and on n. [2] communication
measures lead to the Main Theme (horn —solo), wrapped in chromatic moves
ZﬁIFBF:F:hH:F i " of the bass clarinet, two bassoons and tremolo violas on organ point “C”
—r— ! = i i (cello). Harmony in harsh and dark tones:

The move begins rather developed on n. [3]. In the 2nd
bar there is an element “a” from the 1st Side Theme Ne 2:

8Ua ————————————— 1
o Y ! e
Q)u ! =

At once there is an element “a” from the Main Theme Ne 1:

Violini
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V-celli

Then everything is repeated sequentially above for a small third. On n. [4] the course continues with appeals, which is taken outside the

material of the three themes:

Clar. e V-ni
o) , [N —
o I i I
e = = ———
D] I y 1 I B T
Cor. 3 3 3 3 3
b= T [] J [ b=elT) [T =
-I' PL S ] % 2 % %i
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V-celli V-ie

The move, gradually increasing, leads to the elements
of “a” of the Main Theme Ne 1 for 2 bars to |5 and beyond.

From [6] the Main Theme Ne 1 goes entirely in the forte of a string group (with mutes), doubled by woodwinds (significant orchestral
effect). Also the horns go in the middle, and after the big “diminuendo” |7] the move begins, built on the element “a” of the Main Theme

Ne 1 (imitations in extreme voices):

7 The numbers are inserted according to our edition. — V. K.
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There is also an orchestral secret:
the great “rurti” of all copper and
wood, only without violins and violas,
sounds like “pianissimo”. For 2 bars to [8] violins with the “fremolo” enter, and then the horns serve the element “a” of the 1st Side Theme
Ne 2. The pipe simulates:

e | N

I—wTe

I—Te| [e—
I—se|
=

) ] o A tromba Ll
The English horn appears with the beginning of the -’ - ™ = m———— -
2nd Side Theme Ne 3 in the 3rd bar n. [8]. Wﬂ: i= bo J =
cor. ingl. Ccorno

o e s e C-bassi and v-celli imitate pizzicato. Next Quasi scherzando (2/4) 2nd Side Theme Ne 3 completely
%ﬁﬁ‘:‘t goes to the oboe (accompanied by string syncope):

Quasi scherz.

PP, | . . .. ] 1T A

g § g

—==—==——E—=—

Then the flute takes over the theme, and later on the interrupted cadence (VI degree is lowered) violins come with a theme. Oboes and
horns play accompanied by staccato triplet thirds. The rest of the strings play “pizzicato”. Chromatic motion goes to the bottom.
From the 5th bar n. [10] the horn enters with the initial element of the Side Theme Ne 3 on “pp” enlarged notes:
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p corno At the same time (counterpoint) flute and violin are similar figures (to the beginning of this
D A — ' i h ly with reduced notes: rted
7 ! ==—=t= theme) only with reduced notes el convertec ) SEa
%;p‘_i_p‘_i > £9 intoa quintol: o
== e———

5
The whole figuration has an ostinato character. The theme ranges from horn to trombones and trumpets, unfolding more
and more. This element sounds strong and light at pipes on n. [12);
This increase leads to the culmination of the dynamics, where the Main

H - ; ; ; ?ﬁﬁ; > g = = = Themeis(4/4)wuitiatff'with “furious” ornamentation in the upper registers.
o520 I I — ; V‘ﬂ: Now it is held [13 (string “con sordini”’) on more stable harmonies (as if the
i o ! — remnants of the last storm).

In short with an element of the 1st Side Theme Ne 2 in the oboe: Ob. 1 _ _ and with string
figures of [15. The first Side Part Ne 2 is performed in the same way as at o | be - ;ﬁ_ e o 2 Pa— the beginning of
the II Part of the Symphony. Before “Attacca” we have a chord (ppp) of ety — ! a copper group

A3V
o

(tremolo strings continues), which is solved in a minor triad, continued un- til the beginning
of the III Part of the Symphony. Against the background of the chord and tremolo harp
makes a figuration:

P . Allegro molto quasi presto
-
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Beginning of the I1I Part of the Symphony.
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a1 p.
At the heart of the III Part of the Symphony are mainly two songs:

Allegro molto quasi presto
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This melody is taken from the collection of K. Kvitka. Words: «4 my proso siyaly, siyaly...» // “And we sowed millet, sowed...”.
This is the Main Theme.

Poco moderato. Sostenuto
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This melody is also from the collection of K. Kvitka «Pry dolyni mak» / “By the poppy valley”. This is a Side Theme.

Both theme (especially the first and first half of the second) are completely divided into three bars. This feature was used in the development.
In addition to these themes (Main and Side) in Il Part are only “sporadically” the Main Theme of the First Part of the Symphony (Ne 1) and
the first Side of the Second Part of the Symphony (first Side Ne 2). This will be noted in a timely manner.

The general form of the Third Part of the Symphony is a rondo-sonata with episodic material and extensive development, as we shall see below.

1. Exposition:

Main Part. Connection Side Part. Move Main Part.
L ———q
[ .P. || Move ||M P.-\ I(organ | |rS. P. || Move ||S P. || Clos. Pj |deve10p. (M P.  Move (to
(e-moll) (deve- (e-moll) point on (G-dur) (G-dur) (G-dur)  element (e-moll) development)
lopment) dominant
2. Development:
r 1r i
a) Development Episode (1 Side theme with II P., Ne 2
(a-moll)
3. Reprise
| |
Main P. || The connection Side Part Code
(@-moll) —————r——————————————————— I~ —————— 1
Organ Side ||Move|| Side || Closing elements || Ending
point on Theme Theme Part Main Main Part
dominant  (E-dur) (E-dur) (E-dur) Theme  Ip. Symphony
(E-dur)

Thus we have many cases of three-part symmetrical structure (a — b — a). Namely: the Main Part is in the exposition, and the Side Part is
in the exposition and reprise.

In the first Part of the Symphony, the principle of linking and juxtaposing systems in the interval of the third is not very noticeable, it
happens more in the second Part. In the third Part, this principle is fully manifested. We will consider everything in the order of the individual

parts of the musical form of the Finale.

1. Exposition.
The Main Part. The Main Theme has 12 bars. Often when conducting a theme, it is divided into 2 equal parts (6 bars). Often the first

6 bars are assigned to one orchestral group, and the second 6 bars are assigned to another group. Initially, the theme goes to violas, cellos
and double basses (horns — sustained octave “e”’) — the second 6 bars take over the oboe and trumpet (con sordino). In the 7th bar after
the beginning of the flute and clarinet — strings play “pizzicato” with various triads (orchestral effect). Continuation — in violins. From [2] the
course begins (with elements of development). From the 9th bar the Main Theme of the first Part of the Symphony enters. It is counterpoint
related to the Main Theme of the third Part of the Symphony:

1l - 0b. T J jv
4 | | | . | [
= e o
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This combination is repeated a small third above. After the triols in wooden wind instruments from the 8th bar n. [4] are elements of the
Main Theme of the third Part of the Symphony:

Auw | 11 | |

I 7z I I I
| ) I y 2
% 7 ﬁ%ﬁi For 1 bar up to [5] enters the Main Theme of the three clarinets. It is
b

immediately simulated by flutes:

Tl ﬂ@,i‘#_%; L ELETD
= = —b; ——- —F — # — The harmony of the three systems is in harmony:

c-moll, as-moll, Es-dur, c-moll, as-moll, etc.

~ I
o 3 clar.

[

(6] The organ point sounds on the tonic (Side Part) of G-dur, in the upper registers we hear the Main Theme.

Poco sostenuto — sounds a Side Theme (clarinet accompanied by strings). On the 12th bar there is a small move (from the material of
the Side Theme), which leads to the 7th bar in n. [8] to a Side Theme in the increased number of instruments (harmonic effect in the horn).

(9] The Closing Part begins at organ point “G”.

The move begins again. Elements of the Main Theme are immediately in the bass, then transferred to the flute.

At [11], only the initial figure of _{)

" I
the Main Theme is used: oy
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At 12] the Main Theme is held as at the beginning of the exposition.
At [13], there are transitional bars that separate the exposure from the development.

2. Development. 14 begins again using the initial figure of the Main Theme. It is passed from lower register to uppercase (comparison of
f~-moll and a-moll):
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The beginning of the Side Theme goes in parallel quarters on the 7th bar (the horn octave rehearsal and short trombone chords — orchestral

effect). From the 7th bar [15] the Main Theme begins, which after three bars is replaced by the Side. The combination is repeated again.
At 16l we have a polytonal stretch (canon-like) imitation of the Side Theme. The theme begins in As-dur, and the beat simulates A-dur:
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The theme and imitation are intentionally entrusted to only wooden wind instruments in order not to retain the characteristic sharpness in
this case. Harmony is formed by some increased and decreased intervals. At repetition chromatic triols at pipes join (con sordini).

From the 2nd bar n. [17] presents the elements of the Side Theme violins and cellos against each other in the opposite (inverted in violins)
motion:

Vomi in reverse

f | | I
y cim— - T P — For 6 bars to [18 and beyond is the Main Theme. It sounds first in the bass,
o T |9 r— and then in the big “tutti” (trumpets, trombones) “C-dur”.

V-1li ﬁF F |
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At 19 begins the organ point on the dominant (e), which leads to an episode in a-moll (first Side Theme Ne 2 from the Second Part of the
Symphony). The element “b” of the main theme of the Third Part of the Symphony is used here
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On the 11th bar n. [19] has an orchestral effect: there is a sustained octave in horn and 3

violas (tremolo), and trumpets with trombones and tuba give short syncopated chords
“staccato”. Above — echoes of a Side Theme (Poco moderato):

begins the episode in a-moll, where the first Side Theme Ne 2 II Part of the 3
Symphony is completely held. The theme is conducted by cellos. On top there are
ornaments of clarinet, oboe and flute. The cello theme goes to the woodwinds, at 22 it is combined with violins. Development ends before [23].
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3. Reprise. Everything is as it was in the exhibition (starting in one bar up to [25]), starting with [23] everything is exactly repeated, only
transposed to a small third down. What was in c-moll became in a-moll. At |24 we have a similar organ point, at [25/ a Side Theme in E-dur
(conducted by horn solo). The Closing Part is similarly built on 27| (also in E-dur).

The Code begins with the Main Theme elements at [28]. Trombones and tuba are served on 29 Theme in E-dur (ff). Enlarged notes from
above are figurations made from the initial element of the Main Theme:

o phidd jhad gdud ydpd dgd i
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At 30 the Main Theme of the First Part of the Symphony (trumpets, oboes, bassoon) enters. It is served in full from 13 bars n. 30 to the end
of the symphony (fff). This theme is counterpoint to the elements of the Main Theme of the Third Part of the Symphony (they are conducted
by violins and flutes in upper registers) 8.
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The Culmination falls at the end of the symphony.

8 In the second edition of Symphony Ne 2 this final culmination falls on n. [74 (this corresponds to n. 130 of Part III of our score) and received a successful new orchestral version — the Main
Theme of the 1st Part is conducted in the group of wooden oboes, clarinets, bassoons and is actively amplified in the first 6 bars by horns, which are then «taken over» by trombones, and then
trumpets are added (in high register). All this together creates the effect of a grand ru¢ti that unites millions in a common rush. — V. K.
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