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STYLE MODIFICATIONS OF THREEPIONS RHYTHMOINTONEMA

CraTTst MpUCBsYeHa BUOKPEMJIEHHIO i IpostBaM Tpuiionosoi putMointonemu (TPI) ax okpemoi
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The article is devoted to the isolation and manifestations of the threepionus rhythmointonema
(TRI) as a separate formula of musical thinking in some works of K. Stetsenko and L. Revutsky.
Keywords: K. Stetsenko, L. Revutsky, threepions rhythmointonema, Ukrainian music.

In my thoughts, there are times when memories of how we were taught at the Conserva-
tory in the past twentieth century. Aesthetics — only Marxist-Leninist, all the rest — false.
In studying the phenomena of culture, the main tool is the Leninist theory of reflection,
in the analysis of musical art — Asafiev’s theory of intonation, of course, is socially de-
terministic. In all subjects, up to solfeggio, there was an ideological pressure of “norma-
tive socialist realism”, which managed science and creativity. Although in parallel there
were other theories, such as Bogdan-Igor Antonych, which was spoken in the 1930s: “Art
does not reproduce reality, nor does it transform <...>, but only creates a separate reali-
ty <...>” [underline mine. — V. K.] [1, p. 52]. Another picture of the world is given by so-
phistic knowledge, even an in-depth study of Hegel’s aesthetics. However, such knowledge
for many decades has been closed to us, and the study and operation of them have become
even dangerous. Over time, you realize that such a materialist “toolkit” is not capable of
answering key questions: how to explain the phenomenon of a human-musician (alone of a
ingenious composer) and what is happening in the world of artistic trickery to fixing this
socially determined intonation. And also, what role are played by unconscious phenomens
that influence and shape the subconscious / consciousness of the individual.

From ancient times in music were recorded a number of special rhythm formations,
which hide in their special power capacities and have a profound psychological influence
(in particular, for an aesthetically prepared listener). In rhymed poetry, such similar
formation from the time of the Hellas have received the names: iambic, chorus, anapest,
hexameter, etc. In the musical theoretical science such individual terms are not created
and traditionally rely on the achievements of poetry.

From the whole spectrum of possible rhythm formations for analysis, we isolate the
threepions rhythmicformula — Jo7|J — redefine three the wholes (eights) with an emphasis
on the next quarter note. This rhythmic figure is like a kind of time-organized “frame”,
that “overgrown” with sound vibrations — intonems. Taken together, they become a dis-
tinct rhythmicintonemic that is used by composers to create an author’s intonation (ma-
terially fixed musical signs) !.

The energy of the threepions rhythmicintonemic (TRI) attracted the masters of the
polyphonic era — J. S. Bach, G. F. Handel, the era of classicism — especially bright her em-
bodiment in the famous “theme of fate” from the 1st part of Symphony No 5 by L. Beet-
hoven (dedicated brilliant article “Alienation in Music” by my conservative teacher, pro-
fessor N. Goryukhina [2]). In the work of composers, the dual nature of the TRI appears:
1) stylistic affiliation of TRI; 2) author’s individual interpretation of the TRI (different,
depending on the creative idea).

Let’s consider the existence of TRI in the works of two Ukrainian composers of the
neo-romantic style — Kirill Stetsenko and Lev Revutsky.

In particular, in the romances of K. Stetsenko «3a6yab mene» (“Zabud’ mene” / “Forget
me” in the poems of P. Karmansky and «Haio, samo to6i nurtatu» (“Nashcho, nashcho
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tobi pytaty” / “Why, why should you ask”) in verses O. Olesya. They singled out various
lyric and psychological plans for this grain. Although in both works the meaningful rod
is a love lyric, but its graduation is different: in the first one — the summers and frustra-
tions fell, in the second — the suffering of suffering and the cry of the wounded soul. In
the romance “Forget me”, the introductory intonationally prepares the vocal line of the
soloist. All four motives — TRI. It is logical to expect that after three pions accentuated
strong fraction must be confirmed by all textuals in the full range. However, in the basis
of harmony (bass), the first fate at this rather crucial moment — a pause (eight). And only
the second fate sounds bass support.
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In the romance “Why, why should you ask” singers TRI already eight, grouped by the
principle of “question — answer”. However, here we observe significant invoice and metric
nuances. The first three pions in the upper case (question) do not end with a strong fate —
also pause (eight), only a chord saturated TRI in the lower case ends with a strong fate (sf).

Andante con agitazione
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This same episode, textually strengthened (25-27 bars), marks the culmination of the
romance, where, unlike the introduction, it is written with the full formula?.
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Especially remarkably traceable TRI in the works of L. Revutsky — Prelude fis-moll,
op. 4, «Jlyma 1po Tpbox BitpiB» (“Duma pro tr'okh vitriv” / “The Duma of Three Winds”)
to the words of the young P. Tychyna, the famous “Songs” for the piano. The analysis al-
lows to distinguish a peculiar “musical facsimile” (autograph) of the composer, which is
marked by a number of works by Maestro.

1) Feature of the sound of TRI in Prelude, fis-moll, op. 4 (January 1915) lies in its
tragic image load. This is a symbolic reduced quart — “cross-crucifixion”, whose tension
is amplified by the rhythm-formula [eis-a-a | fis | It is associated with Hamlet’s question,
“To be, or not to be?” (it is worth noting, that at that time the question sounded from the
scene only in Russian: «BbITb nib He 6biTh?» °, which rhythmically matches TRI), achieves
a dynamic dramatic development in the widest register space, and it ends with the author’s
decision of the tragic collision with the “Pikardian” tonic (that is, the major transceiver).
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In the culmination of the Prelude, in essence, for the first time, we see the fixation of

the TRI as a “melismatic figure”, and this translates it into a “style sign” rank, which will
be especially noticeable in the further most revealing works of the artist.
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2) In the “Duma about three winds” (1923) in the introduction, all inter-periodic in-
terludes and the code sounds the original TRI, built on the triplet of the tonic quartsixe-
chord (gis-moll) with the melismatic singing of the second degree [dis-gis-h [ a—gis-al.
It is written in the traditions of banduras game (ukr.: «neperpa»), which corresponds to
the genre nature of the work (the content of the thought — the poetry of the young Pavlo
Tychyna — is amazingly consistent with the current political situation in Ukraine) *.
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3) We find TRI and Symphony No 2 (1927), although not the initial manifestation.
This is due to the fact, that the themes were based on the folklore source (objective reality,
such as cantus firmus). In the second motive of the main theme (freckles, conducting 1st
violin) used TRI with “melismatic” the first sound le-fis—e-dis-fis—al, and while conduc-
ting in the next phrase, this “melismatic grain” is even more colorful (sextole), adds new
colors and strong musical flavor to the folk theme.

feo y 2 | — 4 X
' Y T Py ﬂl‘aql $ o~ [r_a— 1 1y
e »— : S 4
deUfn
Ae
y:3 — —— -
ﬁ; £ ..
P B I Ry 3 ) 2 . o B 8 d - i
' 2 e T D e e e s o s o = = o o e s T == T F:F F
Z — . == 4=
: : ‘E_ﬁ. =i 1'-{”'
- -
\._‘_‘_‘__‘__
P 3 i 3 oy
T T—-—F—q o I
T . e T Poe
] = G g - =
" = s —— - ~ —
As
A I 4
¥ 4 1 1
-~ == 1=
) s
e R = o BN fpr~, rRa
L pir == L e
e+ ] ———— o e e e
B 1 fE I
:\:n 1 | 1 1 1 .: '{ ; _\.:
) -2 ¥ T él &L Ei > Fd- _‘ :.;

_:# -
.

r.

Today it is difficult to establish how it was in the 1st edition of the symphony (notes
are lost), but it is interesting that in the 2nd edition (1947) the original “Lokrio penta-
chord” of the folklore source (as he wrote in 1919 L. Revutsky and as he noted in 1927 at
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his own analysis of the work [3]), it turns out in TRI, and the beginning of “softened” by
the quarter singing (from the 7th grade E-dur 5).
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4) The arranging of the song “You're Listening, My Brother” to the words of Bohdan
Lepky (1 red. — 1926, 2-red. — 1942) composer ends with a piano code, full of sorrowful
mood, connected with thoughts about the tragic death of brother Dmitry. The final tonic
L. Revutsky “illuminates” TRI with the Eolians septa, hat in the descending figure-triol
is combined with the III — medianta |e-a-e—fis|, “shimmering” hint of the tonality of the
parallel major. There is some kind of feeling of enlightened sorrow.
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5) The most insightful TRI as a “musical facsimile” of the composer is heard in his
piano “Songs” (1929, is dedicated to the son), which is recognized as a masterpiece of
Ukrainian chamber music. The miniature begins with the triol figure of the Eolians domi-
nant, which prepares a tonic [d-f-a—g|. In addition, for L. Revutsky’s music it is organic
to use the tonic triangular minority inclination with Eolians septa hidden in the texture.
The chord sounds enriched, but gently, adding to the sounds of some kind of elegant me-
lancholy. This custom palette is also highlighted in bringing up the last tonic chord. Here
we hear the TRI realized as a double triplet (sextole) |a-c-f — d-f-a— g|, where the first is
recorded sextachord Eolians stage, and the second — the Eolians dominant.
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43
Thinking of different figures of TRI, which is found in the key tricks of Levko Revut-
sky’s works, we can conclude that besides the individually chosen combinations — triols,
double triols, the prevalence of folk-tuned intonational spheres, chains of charming paral-
lel quintas and “grumble” of gentle seconds — all of them have a deep psychological load,
clearly outlined the fixation of author’s thoughts and melo-national content. They were
both deeply meaningful and subconsciously revealed by the “musical autograph” of the

prominent Ukrainian Masters.
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' At the present stage, I take for the analysis of the music of the signs-graphic fixation — from
the old polyphonists to post-Romanticism and Neo-Gothicism. Experiments with the articulation
of such a figure in the works of a purely graphic record still await their time.

2 When I familiarization to musicologist and critic Kirill Stetsenko (the grandson of the com-
poser) an interesting interpretation of TRI in romance of his grandfather, he thought and told me:
“And you know, it’s interesting! For Kirill Grigorovich, when he was worried, slightly stammer”.
Perhaps the tempo-rhythmic breathing of the artist thus subconsciously appeared in the music of
romance?

3 L. Revutsky was well aware of Shakespeare’s dramatic works. I would like to remark, that his
uncle Nikolai Storozhenko (1836—1906) — a professor at the Moscow University, was the president
of the All-Russian Shakespeare Society.

* The work is very difficult to perform.

5> For “fastidious gourmets” from music, the superb combination of three regular groups: 1) ge-
neral tone E-dur; 2) the theme began with “dis”, the introductory tone in relation to the main
tonality, which is not quite typical and, as it were, should be dissociated, however 3) the very
same theme sounds in the Lokrio pentachord and begins with its fair setting (“dis-a”). Unique
combination!
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PE3IOME

Kinbka pecatnmith y BiTUYM3HAHIN MY3WKO3HABUYill AYMIIi HEMOAiJbHO MaHyBaja acad’eBcbKa
«Teopist iHToHAaIlii», sTKa HAN6i IbIe BiAIOBi1aIa TeOPii «<HOPMATUBHOTO COIIPEAi3My», 10 KEPYBaB
i HAyKoIO, i TBOPUicTIO. AJIbTepHATUBHI AYMKH BBasKaJuCS i/1€0JIOTIYHO BOPOKUMHU, 30KpeMa, SK y
b.-I. AuTonnya, 1o MHUCTELTBO 3/jaTHE CTBOPIOBATH BJacHy AilicHicTb. IIpore nmaniBHuit 3a paasu-
CbKOi 0OM MaTepiaJlicTHUHUN <«iHCTpyMeHTapiily, SK BUSBHUJIOCS, GYB HECIPOMOKHUM JaTH BiJIIO-
Bi/li Ha KJIIOYOBI MUTAHHS: SIK TOACHUTU BJacHe (eHOMeH JoauHu-My3nuKaHTa (0CiGHO reHiaJbHO-
ro KOMHOSI/ITOpa) i mo BiAGYBa€eTbCA y CBITi XYI0KHBOTO TBOPEeHHS 0 dikcarii oTiei coliaabHo
JleTepMiHOBaHOI iHTOHAIii. A TaKO)XK, SIKy POJib BiJirpaioTh n03dc6idomi s6uwd, MO BILIUBAIOTD i
GopMyI0Th MiACBIIOMICTD / CBiTOMiCTh OCOOGUCTOCTI.

Y nponoHoBaHil po3BiAlli BUOKpEMJIEHO XapaKTepHe PUTMOYTBODEHHS — TPHUIIOHOBA PUTMO-
dopmyna — JJ8|J) — mepemikToBi TpW M0JIi 3 aKIEHTOM Ha HACTYHHINA verBeprTHiil. L[ purmiuna
dirypa — Hi6U cBOEpiAHMIT YaCOBO OPTaHi30BAHWI «KAPKAC», MO «06POCTaE» 3BYKOBUMHU Bibpalris-
MU — iHTOHeMaMH. Y CYKYIIHOCTi BOHH CTAlOTb BMPA3HOI0O PUTMOIHTOHEMOIO i BUKOPHCTOBYIOTHCS
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KOMIIO3UTOPaMK JIJIsl TBOPEHHS aBTOPCHKOi iHTOHamii (MarepianbHO (DiKCOBaHOI HOTHMMM 3HAKa-
mn). Enepreruka tpunionosoi putmointonemu (TPI) npuBaGaoBasa MalCTPiB PisHHX MHCTEIb-
KMX €I0X, y TBOPYOCTi SKMX BUSBUJIA CBOIO AYATiCTHUHY IPUPOAY: 1) CTHIbOBA NPHHAJIEKHICTB;
2) aBTOPCHKO-iHAMBiAyaabHE TAyMadeHHs (3a/1€KHO BiJl TBOPUYOTO 3a1yMy).

Ha ronkpeTHUX 3pa3kax ykpaincbkux kKommosutopiB K. Cremnenka Tta JI. PeBymbkoro nmokasano
oco6smBocti Brijennss TPI. 3okpema, npu anamizi TPI y pomancax K. Crernenka «3abyap MeHe»
Ha cjosa II. Kapmancbkoro ta «Hamo, Haio to6i nutarus Ha Bipiri Osexkcanapa OJiecsi BHOKpeM-
JIIOIOTHCA Pi3HI JIIPUKO-IICUXOJIOTIUHI IIJIAHU I[bOrO 3€PHa, 10 BUABUJIOCA Y CBOEPIJHOMY <«IIPUXOBY-
BaHHi» CUJIBHOI foa1i (O3HA4€eHO 11ay3010 Ha BiCiMKY TepINoi J0JIi TakTy).

Oco6auso penbedno npocreskyerbess TPI y tBopax JI. Pesyrbkoro — Ilpesoai fis-moll, op. 4,
«Jlymi mpo TpboX BiTpiB» Ha cjoBa II. Twumnam, 06pobi cosocniBy «Uyemnn, 6pare Mili» Ha cJoBa
b. Jlenkoro, roJsosHiit Temi Cumdonii Ne 2, snamenutiit «Ilicui» nust dopremiano. Y Ilpemoni
fis-moll, op. 4 (1915 p.) aBrop ymepme BBoauTh TPI B MysuuHy TKaHWHY; HACTYIHWI aHAJTi3 10-
3BOJISIE IPOCTEKUTH i1 TpaHchOpPMAIlifo B «Mei3MaTHIHy (DiTypy», IO, 3PENITOI0, CTAE «CTUIBOBUM
3HAKOM» KOMIIO3UTOPCHKOro nucbMa JI. PeBylbKoro ta cBoepiguuM «MysnanuM axcumine» (aBro-
rpadom) Maiicrpa.
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