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Abstract

This review examines “Times of the Looking-Glass: Borys Liatoshynsky’s Choice” by Iryna
Tukova and Olena Korchova, a study devoted to the of one of the most prominent Ukrainian
composers of the twentieth century. The review discusses the book’s conceptual framework,
structure, source base, and methodological approaches. Particular attention is given to the
representation of Borys Liatoshynsky within the context of Ukrainian musical modernism,
processes of cultural self-identification, the relationship between art and ideology, and the
functioning of musical institutions in the first half of the twentieth century. The review highlights
the integration of biographical, musicological, cultural-historical, and decolonial approaches,
which enables the authors to offer a new interpretation of Ukrainian musical culture as an
autonomous component of the European modernist project. The scholarly value of the book is
emphasized, as well as its contribution to both Ukrainian and international musicology and its
relevance for further rethinking the history of Ukrainian musical modernism and the place of
Ukrainian musical culture within the broader European cultural landscape.
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In  contemporary  Ukrainian  humanities,

particular importance is attached to studies aimed at

Ipura Tyxosa, Onera Kop4osa

reinterpreting the national cultural heritage beyond
Soviet and imperial frameworks of interpretation.
Within this context, Iryna Tukova’s and Olena
Korchova’s book Times of the Looking-Glass: Borys
Liatoshynsky’s Choice [8] emerges not only as a
biographical study of one of the most prominent

Ukrainian composers of the twentieth century but also

the history of Ukrainian modernism. - ch"

The publication of this book resonates with “ St h 3AA3EPKAJ"|H

BHBIP BOPMCA NATOWMHCHKOrO

broader cultural developments of recent years, including B _
the reintegration of Ukrainian musical heritage into both ' ““
national and international scholarly discourse, the E}& , \
growing interest in Ukrainian musical modernism reflected in the works of Olena Korchova [1, 2],

Myroslava Novakovych [7, 6], Olha Lihus [5], and other contemporary musicologists, as well as
in Iryna Tukova’s extensive studies devoted to the life, creative legacy, and archival heritage of
Borys Liatoshynsky [9, 10, 11]. These developments have been accompanied by the republication
and promotion of the creative legacy of leading composers of the first half of the twentieth century
and by increasing scholarly attention to the European dimensions of Ukrainian cultural
development. Against this background, Tukova’s and Korchova’s book acquires particular
significance, as it offers not only a new interpretation of the figure of Borys Liatoshynsky (1895—
1968) but also a broader conception of Ukrainian musical culture of the first half of the twentieth
century as an autonomous and integral component of the European modernist project.

Times of the Looking-Glass: Borys Liatoshynsky’s Choice [8] is an original
interdisciplinary study that combines elements of scholarly biography, historical and cultural
reconstruction, musicological analysis, and reflective essay writing. The book is structured as a
series of interconnected essays in which key issues in the development of Ukrainian musical
culture during the first half of the twentieth century are explored through successive stages of
Liatoshynsky’s life and creative career. Each essay follows a clearly defined internal structure
consisting of three complementary sections — Spoiler, Documentary, and Reflexion. This
compositional principle combines an engaging narrative introduction with documentary-based

reconstruction and subsequent analytical reflection, ensuring a balanced integration of historical
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evidence, musicological interpretation, and broader cultural generalization. One of the book’s
distinctive features is its rejection of the traditional biographical model based on a chronological
presentation of an artist’s life events and creative achievements. Instead, the authors construct a
series of thematic research narratives, each illuminating a particular aspect of the composer’s
professional, artistic, and intellectual formation. As a result, Borys Liatoshynsky appears not as a
static canonical figure or a “classic of Ukrainian music,” but as a living individual engaged in
complex processes of cultural choice, professional self-determination, and creative exploration.

One of the book’s major achievements lies in its combination of an extensive source base
with contemporary approaches in the humanities. The authors draw extensively on archival
documents, correspondence, periodical publications, memoirs, autobiographical writings, and
lesser-known sources, enabling them to reconstruct not only the composer’s biography but also the
intellectual and cultural milieu of his time.

The conceptual core of the book is the notion of choice, foregrounded in its subtitle.
Throughout the volume, this category appears in various forms: the choice of profession, cultural
affiliation, artistic language, creative strategy, and modes of artistic existence under conditions of
political and ideological pressure. Through this lens, the authors consistently reveal both the
personal story of Borys Liatoshynsky and the dramatic history of Ukrainian musical culture in the
first half of the twentieth century.

Another important strength of the book is its ability to connect the microhistorical level of
biographical inquiry with broader cultural and historical generalizations. The story of a single
composer becomes a point of departure for examining wider processes, including the formation of
Ukrainian musical modernism, the functioning of artistic institutions, the relationship between
culture and power, and the mechanisms through which creative individuality could be preserved
under a totalitarian regime.

The choice of publisher is equally noteworthy. The book was published by Laboratoriia, a
Ukrainian publishing house that in recent years has consistently developed a catalogue of
intellectually oriented non-fiction, combining contemporary essays with publications devoted to
history, culture, and the humanities. In this context, Tukova’s and Korchova’s study naturally
complements the publisher’s editorial profile, which is aimed at promoting new perspectives on
Ukrainian cultural experience within a broader European context [4].

The opening essay of Times of the Looking-Glass: Borys Liatoshynsky’s Choice, entitled
The 1910s: Being a Composer, performs a crucial conceptual function, laying not only the
biographical but also the methodological foundations of the entire volume. Rather than following

the conventional model of an artist’s life story based on a chronological account of facts and
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achievements, Iryna Tukova and Olena Korchova offer a multidimensional reconstruction of the
cultural, educational, and socio-political environment in which Liatoshynsky’s artistic identity
took shape.

Particularly noteworthy is the authors’ effort to demythologize the composer’s image. In
contrast to the established portrayal of Liatoshynsky as a canonical “classic” and monumental
figure of Ukrainian music, he emerges here as a living individual, marked by doubts, professional
aspirations, personal experiences, and difficult life choices. One of the essay’s central themes is
his decision between a legal career and a professional commitment to music. The authors
convincingly demonstrate that this choice was neither obvious nor predetermined; rather, it was
shaped by family circumstances, educational opportunities, personal artistic interests, his studies at
the Kyiv Conservatory, and his interactions with representatives of the contemporary musical
community.

A particularly valuable aspect of the essay is its extensive and carefully assembled source
base. Alongside documents from the Kyiv Conservatory and St. Volodymyr University, the
authors make extensive use of Liatoshynsky’s correspondence with his future wife, the singer
Marharyta Tsarevych, as well as memoirs of contemporaries, archival materials, and the
composer’s later autobiographical writings. It is this epistolary legacy that makes it possible to
reconstruct the inner world of the young artist, trace the workings of his creative laboratory, and
follow the formation of his compositional thinking. As a result, the reader gains insight not only
into the outcomes of artistic creation but also into the very process through which these works
came into being.

Another major strength of the essay is its reconstruction of Kyiv’s musical milieu of the
1910s. Particular attention is devoted to the Kyiv Conservatory as a key institution of professional
musical education, as well as to the figure of Reinhold Gliére, whose influence on Liatoshynsky’s
development as a composer is convincingly demonstrated. At the same time, the authors avoid
simplistic narratives of apprenticeship, instead revealing the complex process through which the
young musician entered the European musical sphere via formal education and close interaction
with his teacher.

Particular significance is attached to the concluding section, Reflexion, where the
biographical narrative evolves into a historiographical inquiry. It is here that the authors address
Liatoshynsky’s place within the Ukrainian musical tradition and critically reassess Soviet models
of interpreting musical culture. They draw attention to the mechanisms through which Ukrainian
musical heritage of the nineteenth and early twentieth centuries was marginalized, as well as to the

long-standing dependence of musicological narratives on Russian-centred frameworks of cultural
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history. Consequently, the story of Liatoshynsky’s emergence as a composer acquires a broader
significance, becoming a narrative about the conditions under which modern Ukrainian
professional music was formed.

Overall, the essay The 1910s: Being a Composer exemplifies a successful combination of
documentary reliability, scholarly rigor, and essayistic expressiveness. It not only deepens our
understanding of the early period of Borys Liatoshynsky’s life but also offers a fresh perspective
on the cultural processes that shaped the development of Ukrainian musical art on the eve of the
revolutionary upheavals of the twentieth century.

The second essay in Times of the Looking-Glass: Borys Liatoshynsky’s Choice, entitled
The 1920s: Being a Ukrainian Composer, occupies a distinctive place within the overall structure
of the book. It is here that Iryna Tukova and Olena Korchova most consistently address the
problem of the artist’s cultural and creative self-identification in the context of the emergence of
modern Ukrainian musical culture. Unlike the first essay, which focuses primarily on
Liatoshynsky’s professional formation, this chapter examines the complex process through which
he developed his artistic position, defined his cultural orientations, and came to understand his
place within the Ukrainian artistic landscape of the 1920s.

A major methodological achievement of the essay is its rejection of a simplified
understanding of national identity as a fixed and predetermined characteristic of the artist. The
authors demonstrate that Liatoshynsky’s Ukrainian identity did not exist as an immutable category
but was gradually shaped through professional choices, social networks, cultural interests, artistic
exploration, and his conscious decision to realize himself as a composer within a particular
cultural environment. Especially revealing in this regard is the analysis of the Kyiv period of his
life, during which, despite numerous opportunities for professional advancement in Moscow or
Petrograd, he remained an active participant in the Ukrainian musical process.

An important aspect of the essay is its reconstruction of Liatoshynsky’s everyday life.
Through extensive use of correspondence, archival documents, and memoirs, the authors reveal
not only the composer’s public image but also his daily work as a teacher, performer, editor of his
own compositions, and organizer of musical life. The reader is thus able to perceive Liatoshynsky
as a composer continually refining his craft, closely following contemporary musical
developments, and actively engaged with the broader European cultural context.

One of the essay’s most compelling contributions is its analysis of the formation of
Liatoshynsky’s individual musical language. The authors convincingly demonstrate that his
oeuvre cannot be reduced either to a direct imitation of European modernism or to a traditional

folkloristic model of national art. Particular attention is paid to the ways in which the composer
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engaged with Ukrainian musical material, treating it not as an object of literal quotation but as a
source of gesture, imaginative, and artistic thinking. As the authors observe:

“The Ukrainian song tradition constitutes one of the three musical universals that
shaped Liatoshynsky’s individual style and imparted a distinctive character to nearly
everything he wrote. The second may be described as his reliance on art compositional
traditions (primarily in their Russian-school variant), within which he was educated and
which he absorbed above all through his close association with Gliere. The third was
evidently Western music, both that of the relatively recent Romantic era (Chopin,
Schumann, Wagner) and, especially, the music of his own time” [8, pp. 75-76].

Such an approach offers a fresh perspective on the relationship between modernist
aesthetics and national cultural tradition in Ukrainian music of the first third of the twentieth
century.

An equally significant contribution of the essay is its reconstruction of the musical
environment of the 1920s. The book presents Liatoshynsky as a participant in a broad network of
professional contacts, artistic associations, and cultural interactions that shaped the intellectual
climate of Ukrainian artistic life. As a result, the composer’s biography acquires a broader
historical and cultural dimension, becoming a means of understanding the processes that
underpinned the emergence of Ukrainian musical modernism.

Particular importance is attached to the concluding section, Reflexion, in which the authors
move from biographical reconstruction to theoretical generalization. It is here that one of the
book’s central ideas is articulated most fully: Ukrainian musical culture of the 1920s emerges not
as a peripheral offshoot of European art nor as a derivative of the Soviet cultural project, but as an
autonomous space of artistic inquiry and modernist experimentation. Within this framework,
Liatoshynsky becomes an example of an artist who successfully combined openness to the latest
European artistic trends with a profound awareness of his own cultural identity.

Overall, The 1920s: Being a Ukrainian Composer is one of the most important chapters in
the volume, combining a rich source base, careful biographical analysis, insightful musicological
interpretation, and a compelling cultural-historical perspective. More than any other essay in the
book, it reveals the authors’ understanding of the formation of Ukrainian musical identity in the
modernist era and illuminates Borys Liatoshynsky’s place within the history of twentieth-century
Ukrainian culture.

The third essay, 1928-1930: Being an Opera Composer, is among the most conceptually
rich chapters of the volume. It is here that archival research, musicological analysis, cultural-
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historical reconstruction, decolonial interpretation, and reflection on the mechanisms of historical
memory are brought together most fully and effectively.

One of the essay’s principal strengths lies in its rejection of a narrowly biographical
perspective. Liatoshynsky is presented not merely as the composer of an opera but as an active
participant in a complex artistic process involving collaboration with the librettist, conductors,
stage directors, theatrical institutions, and the broader cultural and political environment.
Consequently, the history of The Golden Hoop (Zolotyi Obruch) acquires a broader significance,
becoming an inquiry into the conditions under which Ukrainian opera developed at a time when
the national cultural project still retained considerable creative potential while simultaneously
facing increasing ideological pressure.

Particularly valuable is the reconstruction of the work on the opera’s libretto. The authors
carefully trace the transformation of Ivan Franko’s novella Zakhar Berkut into a musical-dramatic
work, demonstrating how the change of genre entailed a rethinking of the source text’s characters,
conflicts, and semantic emphases. At the same time, the discussion of the libretto extends beyond
a purely textual analysis, revealing the relationship between the artists’ creative ambitions and the
broader social expectations of the period.

Unlike the first essay, in which musicological discussion remains secondary to
biographical and cultural-historical reconstruction, this chapter places considerably greater
emphasis on the analysis of the musical material itself. A detailed examination of the opera’s
dramatic structure, characterization, orchestration, and musical language makes it possible to
illuminate the work’s artistic conception while also demonstrating the place of The Golden Hoop
within the development of Ukrainian musical modernism. Particularly persuasive is the authors’
argument that Liatoshynsky sought to create a modern national opera grounded not in the
ethnographic reproduction of folklore but in contemporary European artistic models.

Particular attention should also be paid to the extensive body of archival documents,
correspondence, press materials, and theatre criticism incorporated into the study. This rich
documentary foundation enables the authors to reconstruct not only the process of composing the
opera but also the history of its productions in Kyiv, Kharkiv, and Odesa, together with their
reception by contemporary audiences and critics. In this context, they draw on Borys
Liatoshynsky’s own recollection that “the music was enthusiastically received in all three theatres”
[8, p. 162], thereby complementing documentary evidence with the composer’s personal
testimony. Especially valuable is their effort to capture the diversity of critical responses and
evaluations, avoiding reductive conclusions regarding the artistic success or failure of individual

productions.
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Considerable attention is devoted to the concluding section, Reflexion, in which the history
of The Golden Hoop is interpreted as a symptom of broader transformations within Ukrainian
culture at the turn of the 1930s. The authors convincingly demonstrate that the gradual erosion of
artistic pluralism and the consolidation of the normative aesthetics of Socialist Realism had a
profound impact on the subsequent development of Ukrainian opera. Within this context,
Liatoshynsky’s opera emerges not only as a major artistic achievement but also as one of the
symbols of the unrealized possibilities of Ukrainian musical modernism.

Overall, the essay 1928-1930: Being an Opera Composer represents a substantial
contribution to the study of Borys Liatoshynsky’s creative legacy and of Ukrainian musical culture
in the first third of the twentieth century. The combination of a rich documentary foundation,
musicological analysis, cultural-historical reconstruction, and critical engagement with
historiographical narratives makes this chapter one of the most insightful and methodologically
significant parts of the book.

The fourth essay in Times of the Looking-Glass: Borys Liatoshynsky’s Choice, entitled
To Being!, is among the most conceptually significant chapters of the volume. Here, Iryna Tukova
and Olena Korchova move beyond the composer’s individual creative biography to address
broader questions concerning the functioning of Ukrainian musical culture under Soviet
modernity. Whereas the preceding essays focus on Liatoshynsky’s professional development and
the realization of his artistic ambitions, this chapter places at its center the problem of preserving
artistic identity amid the gradual consolidation of a totalitarian cultural model.

One of the essay’s distinctive features is its shift in perspective from the individual artist to
the wider musical community and professional milieu. Considerable attention is devoted to the
activities of the Mykola Leontovych Music Society, the Association for Contemporary Music, the
All-Ukrainian Society of Revolutionary Musicians (VUTORM), and other institutions that shaped
the intellectual and creative climate of Ukrainian musical life during the 1920s. The authors
convincingly demonstrate that the development of Ukrainian music depended not only on the
work of individual composers but also on a complex system of professional associations, artistic
debates, cultural initiatives, and aesthetic programs. In this context, Liatoshynsky’s biography
becomes part of a broader history of a musical community striving to formulate its own model of
modern Ukrainian culture.

One of the essay’s greatest strengths is its reconstruction of the intellectual debates that
shaped the development of Ukrainian musical art during the 1920s and 1930s. Drawing on an
extensive body of archival materials, specialist periodicals, correspondence, and documents

produced by artistic organizations, the authors recreate a complex spectrum of aesthetic positions,
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ideological disagreements, and programmatic orientations. Particularly valuable is their treatment
of music criticism not merely as commentary on artistic phenomena but as an independent
historical source that makes it possible to trace the gradual transformation of the cultural
environment.

The central issue explored in the essay is the relationship between art and ideology. The
authors convincingly show how, over the course of several decades, the space for professional
debate gradually narrowed, while artistic criteria increasingly gave way to political judgments.
Particular attention is devoted to the mechanisms through which accusations of “formalism” were
constructed and transformed into instruments of control over the creative process within Soviet
cultural practice. At the same time, the authors avoid simplistic moral judgments, offering instead
a nuanced analysis of the concrete personal and professional circumstances faced by Liatoshynsky
and his contemporaries.

One of the essay’s most compelling achievements is its ability to move beyond binary
models of interpreting the artist’s position within a totalitarian society. Liatoshynsky emerges
neither as a hero of uncompromising resistance nor as an example of complete accommodation to
the demands of the system. Rather, the study demonstrates the complexity of his artistic and
personal stance, showing how the desire to preserve an independent creative voice coexisted with
the necessity of living and working under conditions of constant political pressure. It is precisely
for this reason that the essay’s central concept — to being! — acquires not only a professional but
also an existential meaning.

Overall, To Being! is one of the key chapters of the book, most fully realizing the authors’
ambition to combine documentary reconstruction, cultural-historical analysis, and philosophical
reflection on the experience of the Ukrainian artist in the totalitarian era. For this reason, the essay
should be regarded as an important contribution not only to the study of Borys Liatoshynsky’s
oeuvre but also to the contemporary rethinking of the history of twentieth-century Ukrainian
musical culture.

An important place within the structure of the book is occupied by the interlude section
Intermezzo: Musical Modernism in Soviet Ukraine. Written by Olena Korchova, this section
serves not only a compositional but also a conceptual function. Positioned between the essays The
1920s: Being a Ukrainian Composer and 1928-1930: Being an Opera Composer, it functions as a
methodological key to the subsequent reading of Liatoshynsky’s creative biography. Whereas the
main essays focus primarily on reconstructing specific events, artistic projects, and life choices,
the Intermezzo moves toward broader cultural-historical generalizations, offering Korchova’s own

interpretation of the place of Ukrainian musical modernism within the history of European culture.
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Of particular interest is the authors’ attempt to reconsider established historiographical
approaches to the musical culture of the first half of the twentieth century. Ukrainian modernism is
presented not as a peripheral branch of Western European developments nor as a mere episode in
Soviet music history, but as an autonomous artistic phenomenon with its own internal logic of
development, stylistic priorities, and constellation of leading representatives. In this context,
special importance is attached to tracing the continuity of modernist tendencies from the work of
Mykola Lysenko to the generation of Borys Liatoshynsky, Levko Revutsky, Viktor Kosenko,
Yakiv Stepovy, and other composers.

At the same time, this section most clearly articulates the book’s decolonial perspective.
The text convincingly demonstrates the need to reconsider Soviet models for interpreting
Ukrainian musical culture, which for decades marginalized or oversimplified the phenomenon of
modernism. As a result, the Intermezzo transcends the role of a supplementary historical excursus
and becomes an independent theoretical essay that outlines the conceptual foundations of the
entire volume. It is here that one of the book’s central arguments is formulated most explicitly. As
the authors observe, “as for knowledge of Ukrainian modernism, it remained in the realm of the
looking glass” [8, p. 134]. This metaphor explains not only the title of the book but also the
necessity of revising established historiographical approaches to Ukrainian musical culture.
Within this framework, Ukrainian musical modernism emerges as an integral component of the
broader European artistic process, while the oeuvre of Borys Liatoshynsky appears as one of the
most vivid manifestations of this tradition.

Special attention should also be given to the system of notes, which significantly enhances
the scholarly value of the book. The authors do not limit themselves to a conventional
bibliographic apparatus; instead, they transform the notes into an important instrument of source
verification and scholarly commentary. These notes contain not only references to published
studies, archival documents, correspondence, memoirs, and periodical materials, but also detailed
explanations concerning the provenance of sources, the history of their introduction into scholarly
circulation, clarifications of dating, questions of attribution, and disputed aspects of the
composer’s biography. Particularly valuable is the extensive use of archival materials from Kyiv
repositories, as well as references to recent studies of Ukrainian musical modernism, which allow
readers to trace the documentary and methodological foundations of the authors’ interpretation. As
a result, the notes perform not merely a reference function but also an independent research
function, attesting to the high scholarly standards of the volume and the authors’ meticulous

engagement with their source material.
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At the same time, several aspects of the study invite further discussion. Most notably, this
concerns the consistent application of a decolonial perspective, which constitutes one of the
book’s principal methodological foundations. While this approach is undoubtedly productive for
rethinking Ukrainian musical history, certain interpretations would benefit from a broader
engagement with the European context of musical modernism in the first half of the twentieth
century. Another potentially debatable issue is the relationship between the national and
supranational dimensions of Liatoshynsky’s oeuvre, since the emphasis on the formation of the
composer’s Ukrainian cultural identity occasionally leaves in the background the complex
network of his connections with wider European artistic processes. Nevertheless, it is precisely the
authors’ openness to contemporary humanistic approaches and their willingness to reassess
established historiographical models that make the book an important contribution to current
scholarly debates.

Overall, Times of the Looking-Glass: Borys Liatoshynsky’s Choice represents a major
contribution to contemporary Ukrainian musicology and cultural studies. Drawing on an extensive
body of archival materials, epistolary sources, documentary evidence, and scholarly research, the
authors offer not only a new interpretation of Borys Liatoshynsky’s creative biography but also an
original conception of the development of Ukrainian musical culture in the first half of the
twentieth century. Particularly important is their treatment of Ukrainian musical modernism as an
autonomous artistic phenomenon that is convincingly situated within a broader European cultural
context.

At the same time, the study transcends the boundaries of a traditional musical biography.
Through the story of Borys Liatoshynsky, the authors explore the complex mechanisms of cultural
choice, professional self-determination, and the preservation of creative individuality amid the
political and ideological transformations of the age. For this reason, the composer emerges not
merely as the subject of a biographical reconstruction but as a means of achieving a deeper
understanding of the Ukrainian cultural experience of the twentieth century. It is in this capacity
that the book derives both its scholarly significance and its relevance to contemporary humanities
research.
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BORIS LYATOSINSKiI ZAMANIN GUZGUSUND®: UKRAYNA MODERNIZMININ
MODONIYYDT KONTEKSTINDD BIOQRAFIYASI
(Kitaba resenziya: I. Tukova, O. Kor¢ova. “Giizgiiarxas1 Zamanlar: Boris Lyatosinskinin Se¢imi”)

KATERINA YUDOVA-ROMANOVA
Sonatsiinashgq iizra falsafa dpktoru, dosent,
Kiyev Milli Madaniyyat va Incasanat Universiteti

Xulasa

Toqdim olunan resenziyada Irina Tukova vo Olena Korcevanin XX osrin gorkemli Ukrayna
bostokart Boris Lyatosinskinin yaradici tarcimeyi-halina hosr olunmus "Giizgliarxasi Zamanlar:
Boris Lyatosinskinin Sec¢imi" kitab1 tohlil edilir. Muoallif nasrin konseptual oasaslari, strukturu,
monbs materiali vo metodoloji yanasmalar1 aragdirir. Gostorilir ki, kitabda Ukrayna musiqi
modernizminin inkisafi, madoni 6zuntdark proseslori, incasanat vo ideologiyanin qarsiligli tasiri
Vo XX asrin birinci yarisinda musiqi institutlariin foaliyysti kontekstindo Boris Lyatosinskinin
irsino xususi digget yetirilir. Kitabin muoalliflori bioqrafik, musiqisiinasliq, madoni-tarixi va
dekolonial yanasmalar1 totbiq edarok, Ukrayna musigi madaniyyatini Avropada corayan edon
modernist prosesinin mustagil bir komponenti kimi togdim edirlor. Resenziyada kitabin elmi
dayeri, musiqistinasligin inkisafina verdiyi tohfo vo Ukrayna musigi madaniyyatinin Umumavropa
modani mokanindaki yerinin anlagilmasi tigiin shomiyyati vurgulanir.

Acar sOzlar: Boris Lyatosinski, Ukrayna musiqi modernizmi, yaradici torcimeyi-hal, madani
6zlnldark, Ukrayna musiqgi madaniyyati, kitab icmali.

BOPHUC JIATOIIUHCKHUM B 3A3EPKAJIBE BPEMEH: KYJIbTYPHASI BHUOTPA®US
YKPAUHCKOI'O MOAEPHU3MA

(Peuensuss na xuury TykoBoit M., Kopuosoit O. “Bpemena 3aszepkanbs: Bribop bopuca
JIstomMHCKOro0™)

KATEPUHA IOJOBA-POMAHOBA
KaHOuoam uckyccmeoseoeHus, 00YyeHm,
Kueeckutl nayuonanbHulll yHUGEpCUMEM KYIbMYpPbl U UCKYCCME

Pesrome

B peuensnn npoananusnpoBaHa kHura Hpunsl TykoBoii m Omnensl KopueBoii «Bpemena
3azepkaibs. Beioop bopuca JISTommMHCKOro», MOCBAIMEHHAsT TBOPYECKOW OMorpaduu OJHOTO U3
HauOoJsee BBIIAIOMIMXCS YKPAaWHCKUX KOMIO3UTOpPOB XX Beka. PaccMOTpeHBl KOHIENTyalbHbIE
OCHOBBI M3/IaHUS, €0 CTPYKTypa, 0a3a HMCTOYHMKOB M MeToJojioruueckue moaxonsl. Ocoboe
BHMMAaHHUE YJEJIEHO OCBEUICHUIO JUYHOCTH bopuca JIATOIMHCKOrO B KOHTEKCTE pa3BUTHUSA
YKPauHCKOTO MY3BIKaJIbHOTO MOJIEPHU3MA, IPOLIECCOB KYJIbTYpPHOW CaMOUICHTU(UKAIIH,
B3aMMOJICHCTBUSL HMCKyCCTBAa M HJEOJIOTMH, a Takke (YyHKIMOHUPOBAHUS MY3bIKAJIBbHBIX
MHCTUTYUMH nepBoil monoBuHBI XX Beka. OTMmMedeHO coueTaHue OHOrpaguueckoro,
MY3BIKOBETYECKOT0, KYJIBTYPHO-UCTOPUUYECKOTO WU JEKOJIOHHAIBHOIO IOAXOJAOB, IMO3BOJSIOIIEE
aBTOpaM  IPEUIOKUTH HOBOE€ BHMJECHHME YKPAMHCKOM  MY3BIKAJIBHOM  KYyJbTYpPHl  Kak
CaMOCTOSITEJIBHOM COCTaBJISIONIEH €BPONEHCKOr0 MOJEPHUCTCKOro mporecca. [loquépkuBarorcs
Hay4Has LEHHOCTb KHUTH, €€ BKJIAJ B Pa3BUTUE YKPAaMHCKOI'O MU MHMPOBOIO MY3BIKOBEICHHS, a
TaKKe €€ aKTyallbHOCTh JUIsl JajJbHEHMIIErO0 OCMBICICHHS MCTOPUU YKPAMHCKOTO MY3BIKaJIbHOIO
MOJIEPHU3MA U MeCTa YKPAauHCKOW MY3BIKaJIbHOH KYyJIbTYpHI B OOIIEEBPONEHCKOM KYyJIbTYpHOM
IIPOCTPAHCTBE.
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Kurouessie cioBa: bopuc JIATOMMHCKUN, YKPAaUHCKUN MY3BIKaJIbHBIM MOACPHHM3M, TBOpYECKas
ouorpadus, KyJIbTypHast caMOMJCHTU(DUKALUS, YKPAUHCKasl My3bIKalbHasl KyJbTypa, peLieH3Us Ha
KHUTY.
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