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PIANO SCHOOL OF ODESSA

TO UKRAINIAN XX CENTURY CULTURE

Kalashnik M., Shevchenko L. Piano school of Odessa to
Ukrainian XX century culture. The purpose of this study isthe
elaboration of materials on stylistic designation of Odessain the
art of Ukraine, taking into account the multinational specificity
and place of the Ukrainian component in urban Russian-language,
with the selection of names of those musiciansinwhich theunique
artistic Odessa’s character is captured. The stylistic comparative
analysis is the basic method of research in connection with the
goal, thereis also aconsiderable the interdisciplinary approach at
fundamental significance of historical and stylistic comprehension
of the conditions of piano art amenit. Summarizing the review of
the Odessa piano contribution to the artistic horizons of the past
and the current centuries, wenotetheregional and cultural certainty
of Odessa. Stands out the historically determined significance for
Odessaof verigtical stylistic and methodol ogical foundationsin the
musical and, increasingly, artistic and ascenter of anew innovative
proavant-garde search at dawn XX century and the keeper of those
intellectual and artistic-practical accumulationsin the functioning
of the corresponding festivals and competitions. Piano creativity
of Odessainitiated of the majestic creative achievements realized
by V. Sapelnikov, S. Richter, E. Gilels.

Keywords: piano art, piano school, pianism, Ukrainian cultural
space, regional and cultural specifics, proavantgarde, festivals,
competitions.

Kanamuank M. II., llleByenxo JI. M. @oprenianHa mKo.JIa
Ogecn B ykpaiHcbkiil kyabTypi XX cropivus. Meroro na-
HOTO JTOCIIKCHHS € ONpAIfOBaHHS MaTepiaiiB 31 CTHIBOBOL
BHOKpeMiIeHocTI Onecn B MHUCTELTBI YKpaiHU 3 ypaxyBaHHAM
OaraToHanioHanbHOT crnenndiku i Micus yKpaiHCBKOTO KOM-
MOHEHTa B MICBKIH POCIfiCEKOMOBHOCTI, 3 BUAIICHHSAM IMEH
THX MYy3HKaHTIB, y SIKHX BTUINBCSI HEIIOBTOPHHI apTHCTHYHMUIH
o6puc Opecu. CTUIIBOBHM KOMITApaTHBHUM aHali3 € 0a30BUM
METOIOM JOCITI/KEHHS y 3B 53Ky 3 IIOCTAaBICHOI METOIO,
CYTTE€BHIl TAKOX MDKAUCLIUILTIHAPHUM MiIXiJ OPH OCHOBHOMY
3HAYEHHI iCTOPHKO-CTHIICTHYHOIO YCBiIOMICHHS YyMOB OyTTS
(hopTreniaHHOro MHUCTENTBA. 3ayBaXKCHO PETiOHANIBHO-KYIIBTYPHY
Bu3Ha4eHicTh Ofecu y CIaiKyBaHHI XyIOXHBO-KYJIBTYypPHOI
JIMHAMIKHU €BPOINEHCHKOT0 piBHsI sik TpeThoi cromuui. Buninserscs
iCTOPHYHO 3yMOBJICHA 3HAYMMICTh 111 OnecH sK LEeHTpa HOBO-
IO HO8AYIlIHO20 npoasanzapoHoeo MOIYKy Ha 30pi XX cT. i
30epirada THX PO3yMOBHX 1 XyZOXKHBO-IPAKTHYHUX HArpoMai-
JKEHb y (YHKIIOHYBaHHI BiIMOBiTHUX (ECTHUBAIIIB I KOHKYPCIB.
DdopreniaHHa TBOPYICTH YCIIAAKyBaJIa BEIINYHI TBOPYI JOCATHEHHS,
3nilicHeni B. CanenpHikoBuM, C. Pixtepowm, E. I'inenscom.
Kurouosi ciioBa: oprenianne MUCTENTBO, popTeniaHHa IIKOIa,
TTiaHICTHKA, YKPATHCHKHIT KYJIBTYPHHUM IIPOCTIP, PeriOHaTBbHO-KYITb-
TypHa crienudika, mpoaBaHrapz, GecTuBaii, KOHKypCH.
Kajaamnux M. II., IlleByenko JI. M. ®oprennaHHas MKOJIa
Opneccobl B ykpanHckoii KyabType XX Beka. llensio manHoro
UCCIIC/IOBAHMS BBICTYNACT M3y4EHHUE MaTePUAIOB IO CTHICBON
BbIieIeHHOCTH OeCCHI B HCKYCCTBE YKPAWHBI C y4ETOM MHOTO-
HAIMOHAIIBHOW CHEeNU(UKN U MeCTa YKPaHHCKOTO KOMIIOHEHTa
B TOPOJICKOM PYCCKOSI3BIYHOCTH, C BBIICTICHHEM HMEH TEX MY3bl-
KaHTOB, B KOTOPBIX BOIIOTHIICS HETTOBTOPUMBIH apTHCTHUECKUI
o6muk Oneccel. CTHIIEBOIT KOMITAPATHBHBIN aHANN3 SBISICTCS
6a30BBIM METOJIOM HCCIICIIOBAHUS B CBSI3M C MOCTABICHHOM Iie-
JIBIO, CYLIECTBEHCH TAK)KE MEKIUCHUIUIMHAPHBIN MOAXON HpH
OCHOBHOM 3HA4Y€HHH HMCTOPHUKO-CTHIMCTHYECKOTO OCO3HAHHUS
ycnoBuil ObiTHs hOpTEnHaHHOTO HCKyccTBa. OTMEYEHa peruo-
HaJIbHO-KYJIBTypHas onpeeraeHHocTh Ofiecchl B HacIe0BaHUN
XYJOXKECTBEHHO-KYIBTYPHOH ANHAMHKH €BPOICHCKOrO YPOBHS
kak Tperbeii cronmisl. Beiensercst ucTopuecky 00y ClIOBICHHAs
3HauMMOCTb utst OIecchl Kak [EHTPa HOBOTO UHHOBAYUOHHO2O

© Kalashnik M., Shevchenko L., 2019

npoasanzapoHo2o TOMCKa Ha 3ape XX Beka M XpaHHUTENs TeX
YMCTBEHHBIX H Xy/[0)K€CTBEHHO-TIPAKTHYECKUX HAKOIUICHHH B
(DYHKIMOHMPOBAHUH COOTBETCTBYIOIINX (hecTUBAIICH M KOHKYp-
coB. QopTennaHHOe TBOPUESCTBO YHACIIEOBAJIO BEIHICCTBEHHBIC
TBOPYECKUE JOCTIDKEHUS, coBepiueHHble B. CamnenbHuKoBUM,
C. Puxrepom, 3. ['unenbcom.

KuoueBble cioBa: doprennaHHoe UCKYCCTBO, (hOpTEHaHHASL
IIKOJIa, MHAHHCTUKA, YKPAHHCKOE KYJIBTYPHOE IIPOCTPAHCTBO,
PErHOHANIBHO-KYJIBTYpHasl clieliudyKa, IpoaBaHrapy, (hecTHBaIH,
KOHKYPCBL

Background. Odessa piano schoal is focused
on indicators of Southern countries, honorable
Odessa’s name “Southern Palmyra” symbolizes
the uniqueness of its position in the cultural
sphere of Ukraine. Initiated by V. Sapelnykov,
Ant. Rubinstein’s protege, formation of which has
developed beyond the activities of Music College
and Odessa Conservatory, its source is obliged, as
mentioned above, to the activity of the representatives
of the IRMS (Imperial Russian Musical Society)
represented by teachers and professors (firstly the
Music College, and eventualy the Conservatory),
namely: D. Klimov, B. Dronseiko-Mironovich,
M. Biber, etc. And in the 1920sthe leading place was
taken by the graduates of the Petersburg Conservatory
in the class of T. Leshetitsky and A. Esipova —
B. Reinbald, M. Starkovaand M. Rybitskaya. These
and other informati on have been repeatedly discussed
in various publications, including the articles of the
collections of the Odessa Conservatory in the 1990s
[9; 10] aswell asin some more later editions of this
music institution up to the present day [1, p. 61-72,
161-167], etc.

Objectives. However, the specific of the re-
gional prominence of the Odessa piano school in its
stylistic manifestation was not specifically mentioned
inthese publications. The purpose of thisstudy isthe
elaboration of materials on stylistic designation of
Odessain the art of Ukraine, taking into account the
multinational specificity and place of the Ukrainian
component in urban Russian-language, withthe selec-
tion of names of those musiciansin which the unique
artistic Odessa’s character is captured. The stylistic
comparative analysisisthe basic method of research
in connection with the goal, there is also a consider-
able the interdisciplinary approach at fundamental
significance of historical and stylistic comprehension
of the conditions of piano art amenities. In general,
all of them have represented the academic line of
“orchestral” pianism, although M. Rybitskaya ap-
proached the symbolist modernism both in terms of
her stature and positions. Her constant performing
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credo was formulated by her proximate student —
V. Kuzikova in works: it’s better to not get enough
than to sort out, thereby specifically “decrease” the
emotional-dynamic scope of performance in the
covenants of art salons. And although K. Dankevich
became the most famous student of Rybitskaya, the
giant and extremely passionate in everyday life, he
aways, in memory of al those who spoke directly
with him, showed softness by playing piano and re-
straint of expression — and for these features of piano
performance we want to call a pianist K. Dankevich
of “Ukrainian J. Ogdon.” The specified features of
chumminess with the symbolical modernist style
of Rybitskaya (creative and friendly relations with
L. Revutskiy and others, underlined by the testi-
mony of B. Yavorskyi, an admirer of O. Skryahin, a
pianist and theoretic who substantiated the basis of
the author’s harmony “Poems of ecstasy”): “A won-
derful pianist M. Rybitskaya is working in Odessa
(it’s about 1920s. — L. Sh.)” [7, p. 47]. We found the
corresponding contactswith the modernist principles
of performing thinking in B. Reingbald; she in the
person of her best student E. Gilels embodied the
laws of “light” game, which objectively were born
by salon art and which, without terminological ac-
cents of the specified style cut, were practically and
creatively realized in the impressive “pearl” of her
outstanding student.

M ethods. The well known student of M. Star-
kova — J. Zak has also demonstrated a certain pro-
pensity for symbolism-impressionism, because he
has explicitly devoted the place in the repertoire of
M. Ravel’s music, while in official artistic circles
this French composer had a reticence. These speci-
fied attractions toward the symbolist pianistic palette
of the French school in Odessa were affected more
consequential; that here has been worked N. Che-
godaeva, a student of A. Skryabin, and the music
of the latter had a particularly clear recognition in
Odessa [12, p. 84]. And precisely to the “Southern
Music Herald” were designed the statements of the
great composer about “overcoming of drama and
tragedy” as the leading artistic idea of the last years
of life and creativity [4, p. 3-5]. In fact Odessa in
the person of the Odessa A udience has accepted un-
conditionally salon Scriabin’s style in philharmonic
exposition, thereby by dispatching the further way
in world recognition through the capital of France,
the homeland of salon art. We remind you that the
symbolist-impressionistic foundations of thinking
were confirmed in the conservative circles of Odessa
by V. Rebikov — and the memory of this manifested
during the war, when in occupied Odessa the New
Year’s play became the “Christmas Tree” of Re-
bikov, which organically and originally combined
the concept of his “psychodrama” and apsychology
children’s opera. This makes it clear that, contrary
to the official support in the Soviet Union of the
Beethovenian-Listian theatrical “royalty” (Odessa
Conservatory in 1920 — the Odessa Music and Drama
Institute named after L. Beethoven), in Odessa was
consistently maintained the line for saving the piano
Scriabin aristocracy, that allowing in 2000s to the
founders of the Gilels Competition and, above all,

the head of the Organizing Committee of the Com-
petition, A. V. Sokol, to declare the emblematic style
sign of the “diamond game”. The specified chamber-
salon measurement pianistic stylisticsisfoundinthe
piano outputs of the festival “Two Days and Two
Nights of New Music”, where the salon “alienated
lyricism” inspired by A. Shenberg takes an honorable
place in the performers’ contributions. The relevance
of the urgency for the artistic life of the city life of
the intersections of Scriabin’s salon and inertia of
F. List-An. Rubinstein is a modest play, written by
Odessa composer from the first issue of V. Mali-
shevsky’s in 1917 “Fairy tale” by K. Korchmarev,
which took exceptionally an honorary place in the
Odesa piano repertoire. Based on certificate by Pro-
fessor Yu. Nekrasov who himself was an unsurpassed
performer of this composition and his contemporary
(composition was not published, but corresponded
and in such “live lists” passed in the 1920s—1930s
from musician to musician), from the windows of
the conservatory sounded “Fairy tale” in the form
of a definite The standard of pianistic perfection and
inspiration. Weremind you that the author, Klimentiy
Korchmarev, a nobleman from Ekatirinoslavl (later
Dnepropetrovsk, now Dnipro), was an admirer of
futuristsin the 1920s, the persecution of which after
1923 caused him to leave Odessa urgently to Turk-
menistan, where he took part in the establishment
of the Turkmen composer school, eventually moved
to Moscow and there he finished his creative career
marked with professional awards. The “Fairy tale”
of Korchmarev were essentially by itstexture, akind
of harmonically “simplified” Scriabinism, but with
the preservation of Scriabin’s “ragged” texture with
“jumping” passages, which in themselves caused the
need to play “on the second keyboard”, i.e. on a high
brush and in atempo rush of musical images-events.
The play is based on a special kind of fabulous “out
of nowhere” solution of the texture unit, which often
assumes a thematic function, especially in music of
the 20th century. It is about the rhythm-figure of the
mazurka, but solved in the size of 4/4 — in parallel
to the waltz of P. Tchaikovsky, which he serves in
a variety of sizes. So immediately something is
declared “unearthly” in sounding — and at the same
time with a clear “grounding” in the applied genre
sphere. The Scriabin’s gene of flight saturates the
variant representations of the basic and melodically
insignificant theme with the energy of sequential as-
pirationsto high register positions, the core of which
is the symbol of ascent to Perfection (the principle
of anabasis in the specified sequential ascents). This
kind of simplification of Scriabin’s ecstasy, but with
the preservation of texture impetuousness and ease
in the development of a symbolically brief topic, is
also found in L. Revutskiy, whose work, through
M. Rybitskaya in the first place, pianistic Odessa
had adirect and principled connection. The outlined
creative position of pianistic elections in the series
composer representations of 1920s—1930s years em-
phasized the dignment on Scriabin, but with acertain
traditionalization of the fragile expressionism of his
harmoniouslanguage. Theforegoing allowsusto dis-
tinguish the Odessa pianistic achievements — in par-



allel to the corresponding gravitational forcesin the
theater. Thisis the Wagnerianism and the modernist
institutions of the Odessa opera scenethat determined
the appropriation of this theater in the 1920s by the
name of A. Lunacharskyi, the People’s Commissar of
Education, who was an ardent admirer of the creative
and cultural ideas of R. Wagner. And in thisvein, the
premiere of both operas by E. Kshenek in the 1920s —
“Jump through the Shadow” and “Johnny Play” — that
inherited the respective performances of Viennaand
St. Petersburg (then Leningrad). The Wagnerian
“trace” in the Odessa opera was so pedological that
the theater was named only in Ukraine, where the
opera “Golden Hoop” by I. Franko was accepted for
production by B. Liatoshinsky in 1937.

Results. From what | have said it follows that,
the principle of exclusivity of style tastes of Odessa
should be compared with Kiev and other cities of
Ukraine, according to regional cultural marks of
traditions and life of South Palmira. Also weremind
that regionalism is a characteristic product of the
palitical life of the world in the last century, which
has developed in opposition to totalitarian systems
and in the implementation of democratic doctrines.
In modern reference publications the following ex-
planations are given: “Regionalism — different forms
of socio-cultural and political self-identification of
territorial communities that manifest themselves in
ideas, sentiments aimed at preserving the identity of
the region or increasing its status in the system of
statesand nations. Palitical regionalism iswidespread
in Europe. Unlike separatism, it does not set the goal
of secession from the country ...” [11]. The above
description emphasi zes the socio-cultural content of
what istermed regionalism, rightly emphasizing the
complexity of national life, which includes polyeth-
nic formations and a special kind of their union in
specific geographical and socio-political conditions.
Regionalism asaphenomenon of European andworld
practice in 20 century organically fit into the context
of the position of “small countries” that were or did
not enter into military-political associations such as
NATO or the socialist camp. In the 21% century, re-
gionalismisadistinctive feature of the artistic life of
various countries of theworld, including painting the
originality of the South and South Palmyra — Odessa
in the aggregate of creative relations of Ukraine. In
the thesis of Liu Ketin, not so long ago wrote in
ONMA named after A. V. Nezhdanova, the phenom-
enon of regionalism, including Odessa in Ukraine,
received a serious theoretical load. The researcher
stated: “Only in Odessa the phenomenon of P. Sokal-
sky, a composer who confidently defended as some-
thing a soil, Ukrainian national dignity —and Russian,
in the unity of their Slavic component could have
been formed” [7, p. 133]. And further: “This indicates
the regional specificity of the figure of P. Sokalskyi
inthe South of Ukraine, which differsfrom thetradi-
tions of interweaving rather Ukrainian and Polish ...
in all-Ukrainian coverage (see M. Zavadsky’s illus-
trated figure, who is recognized as a Ukrainian and
Polish composer ...)” [7, p. 134]. The historical
conditionality of thearchitectureand cultural genesis
of Odessaasawhole by theinheritance of St. Peters-
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burg (the Southern Palmyra, in contrast to the North-
ern Palmyra of the second capital of the Empire)
determined the Russian-speaking of the extremely
multinational composition of Odessaand the special
position of Ukraine in it as a fundamentally non-
conflicting indicator of the cultural content of the city.
In the study of V. Mironov, the phenomenality of a
number of musical and historical figures of Odessa
[8, p. 238-247], including — K. Dankevich, com-
poser, pianist, statesman in the status of the rector of
the conservatory of postwar Odessa. In connection
with the characteristic intersection of Ukrainian and
Russian national ideas in the works of Odessa lumi-
naries, representatives of its cultural world, we give
the observation of E.Markova: “The non-confronta-
tional Ukrainism of Odessa city with the Russian
cultural area, which associate themselves with the
Orthodoxy of Russians, Greeks, Arnauts, Ukrainians,
Bulgarians, Moldovans, etc., in support of the balance
with multiple other confessional-national ly expressed
communities, including the influential Jewish, Ger-
man-Polish Catholic, German-L utheran, etc. A musi-
cal Shevchenkiana is connected with Odessa — P. Nis-
chinskyi (‘Vechornytsi’ to the II action ‘Nazar
Stodoli’) in 1875, veristic potential drama of
Shevchenko defined the first Russian version of the
text... With the Odesa is connected the opera ‘Nazar
Stodolya’, created by K. Dankevich in 1959 in Kiev.
But theKyiv citizen Dankevich becameonly in 1953
and worked until 1969, barely in 16 years, having
been thrown out of active creative life by circum-
stances of personal and political-civil order (died in
1984) ...” [5, p. 114]. The brilliant evidence of re-
gionalization is the historically — ethnically formed
autonomy of the South of Italy, which determined the
development of the classics of opera (the Neapolitan
school, seria culture), and in the second half of the
nineteenth century it displayed an extremely influen-
tial artistic direction of verism, based on dialect lit-
erature. Verism is marked by rich analogies in the
national life of different countries (“Czech verism”
by L. Janacek, the dialect style of N. Leskov, P. Ba
zhov, M. Sholokhov, musical verism of S. Rachmani-
nov, after all, “literature of native places” in China,
that is represented in details in the work of Liu
Bingiang) [6, p. 153—162]. These veristic tendencies,
which were established at the end of the XI1X cen-
tury, were formed at the previous historical stage,
being prepared by previous decades, in general, the
XIX century. This is the redlity of Italian verism,
which ripened from the 1840s. But N. V. Gogol in
Russian literature with his “provincialisms-Ukrain-
isms” in the language of “Evenings at the khutor near
Dikanka” formed an analogy to this direction, espe-
cially as it was here that the influence of “German
provincial literature” laid down by the police was
realized. The latter especially concerns J. Lenz, who
wasfully appreciated only inthelast century. Without
identifying political regionalism and literary verism,
we point out the similarity of these manifestationsin
socio-political and artistic settings, the content of
which was attention to “extra-vertex”” manifestations,
in that it is internally excluded from the leveling
nationwide attitude — to salvage the virtues of the
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“hinterland” and is expressed in the socio-moral
manifestations of the positive of the national being
and inthe preferences of the artistic and imaginative
order in the work. In the generalization of what has
been said, we emphasize the idea that verism has
determined the extremely influential quality of the
art of literature, aswell astheater and music. Verism
as a direction crystallized into a classical content-
structurein the art of Italy, but it obviously has ana-
logs in different countries of Europe and the
world. Inthisrespect, theillustrated school of Czech
verism, represented by L.Janacek and originally
continued by the so-called “Czech avant-garde”,
including A. Khaba and B. Martin. In the thesis of
the above-mentioned Liu Ketin we read: “In the
European music of the twentieth century, a specia
place belongs to France, which has repeatedly dem-
onstrated the self-worthiness of the decisions of the
‘hinterland’ that determined the nation-wide imple-
mentation of nations. The Northwest in the form of
Brittany and the South of France, Provence espe-
cially, preserved the covenants of Byzantium of
Gaul-Britain of the times of the Merovingians and
King Arthur, who unequivocally stood out in the
glow of the French Revolution, during which the
terror of the Convention for along time could not
cope with the tenacity of the ‘heavy Bretons’ gave
rise to the concept of the novel by V. Hugo ‘the 93rd
year’. The traditions of the troubadours and the Al-
bigensian heresy highlighted the peculiarity of the
southern tradition of Francefor alongtime, inwhich,
in the age of romanticism, a specia artistic layer of
‘provencism’ was designated. ...” [7, p. 136] Continu-
ing the thought of the author of the cited study, we
point out the French “Provencal” literature close to
the beliefs, which is reflected in A. Dode’s “Ar-
lesian”, which formed an artistic tandem with J. Bize.
The author of “Carmen’ has musical signs of verism,
in addition to his, which is determined by coopera-
tion with Dode in “Arlesian.” In the specialized
literature, the veristic component in Zurgi’s descrip-
tion is carefully emphasized (Zurga’s story in the
action of “Bizet’s Pearl Founders” Bize). Similarly,
theverbal inclination of J. Massenein theframework
of thelyric operais defined. Verism made a parallel
to critical realism, but dissociated from it by not
accepting the “morality of retribution”, presenting a
clear analogy of naturalism in the artistic environ-
ment. And this latter carried out a significant “break-
through” in the classics of artistic creativity, rein-
forced in modern times, thanks to the methodol ogi-
cal sophistication of introducing into the artistic
whole the parameters of the methodol ogy of natural
science and the scientific approach in general. Verism
was born “provincialism” of the Sicilian cultural
tradition and of the South of Italy as a whole, in
which the linguistic scientific validity of the literary
writing was embodied — the ethnic and linguistic
differences of the population of the named region,
which were perceived by the nineteenth century as
“imperfect” manifestations in relation to the all-
Italian literary aura. And yet, not only these speech-
language retreats; here a new type of heroes was
formed, the position of which did not fit into alterna-

tive divisions of good — evil, progressively — reac-
tionary, etc. classification units based on contrasts
of positive and negative of moral and aesthetic order
in the behavioral-mental manifestations. The speci-
fied type of characters of works of art represented
the quality of relations and mental processes, in
which they clearly perceived their awareness of
moral responsibility for their thoughts and actions,
but not in the criteria of progressively oriented be-
havioral stereotypes of the rationalized “civiliza-
tional” relations. And these last hardly proceeded in
the Antiquity of the born morality of retribution and
what triumphed in the logic of social revolutions:; tit
for tat... The art of the verists and naturalistsin Eu-
rope clearly demonstrated the universal value of
tolerance, indulgence, trust in the moral dynamics
of individuals who are seizing an angry desire, so
indicative of the heroes of the classical art of modern
times. By the way, this logic of the behavior of the
main character of Nazar Stodoli in the play of
T. Shevchenko, which played a significant role in
the creative self-expression of the composersP. Nish-
chinskyi and K. Dankevich, connected with Odessa
and represented Ukrainism in it. There are defined
the rejection of “Eurocentrism” of realistic romantic
themes with their individualism at the end of the XIX
and XX centuries, in the European world, and psy-
chologism and the cult of force of character is
clearly evident in favor of non-European or “mar-
ginal European” plots of images marked with a ritu-
alized or ethnically-constructed typology. Such are
the Sicilian stimuli of the veriest plots, and in the
opera musical refraction one list of the works of
J. Puccini — “Cio-Cio-san”, “Turandot”, “The Girl
from the West” — shows respect for “alien morals”,
removes the exposing pointing differentiations in
them, often combining in one character theindicators
of villainy-sacrifice-redemption. Including in the
operas, pointedly connected with Puccini with the
realism-romanticism of the past era. For example,
in “Tosca” singles out the hero’s unreasonable sac-
rifice for the sake of supporting the well-known
political figure in Italy, Anzhelotti, putting aside their
struggle with the Italian anal ogue of Javer (see char-
acter in “Les Misérables” by V. Hugo) Scarpia. The
purifying content of the sacrifice on the altar of the
Motherland, carried out by young, talented and
completely disordered heroes, conquers with its
spontaneous mental and moral ritualism, not related
to the psychological egocentrism of individual acts
of these same characters. The groundwork of verism
for the twentieth century and Odessa is specially
emphasized. Concerning the first: the cross-cutting
sense of the veristic “way of thinking” for the vocal
performance of the twentieth century does not need
special explanations — the biographies of the most
prominent singers of the last century, where, along
with therepertoire of theworksof G. Verdi, R. Wag-
ner and P. Tchaikovsky, compositions by P. Mas-
cagni, R. Leoncavallo, J. Puccini, etc. For Odessa
vocaliststhey wereand remain asrepertory reference
points — arias from the works of G. Arkas and
K. Dankevich-Composer. Concerning the stylistic
advantages of the compositions of the authors men-



tioned, we refer to the observation of E. Markova:
“The Veristic complex was a special condition for
the success of the Ukrainian theater G. Kropiv-
nitsky — in Moscow and in Russia ... Not the premiere
in Ukraine, but it was in Moscow in 1899 in the
Ukrainian language, production ‘Kateriny’ by N. Ar-
kas was a significant event in the theatrical life of
the capital. And, note, this took place on the wave
of conquering successes of the productions of ‘Ca-
valleria rusticana’ P. Mascagni and according to the
model of this opera-novel ‘Aleko’ written by
S. Rachmaninoff in the 1890s ... Shevchenkiana of
Odessa city and its veristical components form a
special page of artistic history nations, and perspec-
tives of this specificity are determined by the unique
mental face of the named city” [5, p. 113—114]. In
the concept of the presentation of “Odessa Ukraini-
ans” by E. Markova, a description of the meaning of
Shevchenko’s opera by Dankevich was given, which,
with the artist’s living conditions, was final with
respect to the creative path of ahighly talented mu-
sician: “Shevchenko’s opera of Dankevich ‘Nazar
Stodolia’ is formed on the basis of the psychological
and creative foundations of the ‘“Novorossiysk Ukrai-
nians’ of Odessa. Artistic feeling of K. Dankevich
prompted him to make a creative position, which is
extremely indicative for Odessa and is simultane-
ously coordinated with the accepted artistic stan-
dards. We are talking about the verist aspect of the
interpretation of images and composer concepts,
which can be traced in his stage works ... And
Dankevich undoubted talent determined the ability
to hear histime — and within the framework of tra-
ditionalism and official socialist realism he managed
to find stylistic lines that gave a unique character to
freshness” [5, p. 115]. Verist repertoire organically
entered thelife of the Odessa Operaand Ballet The-
ater, having formed the style principles of theleading
singers and the educational repertoire foundations
of the Odessa Conservatory. It’s no secret that the
best role of the People’s Artist of Ukraine, the Che-
valier of Orders of G. Polivanova was the party
Cio-Cio-san from “Madame Butterfly” J. Puccini.
And in the repertoire of the opera studio adopted
with dignity the “Traviata” by G. Verdi (with features
of “protoverism” according to I. Nestiev [3] and the
aforementioned “Madame Butterfly”. And attempts
to criticize this repertoire from the lips of some
zealots of “purity of morality” (“What do the Soviet
youth teach heroines of such operas ...?”") have al-
ways “drowned” in ignoring those claims. We would
like to remind you that the veristically styled com-
plex vividly represented modernism at the end of the
X1IX and early XX centuries, eventually entered the
traditionalist line of directions, remaining among the
latter organically tangent to modernist style lines,
incorporating primitivistic and symbolist-neoclassi-
cal features. Thus, the above-noted Wagnerism (up
to the perception of its echo in the opera B. Ly-
atoshinskogo staged for the first time in Ukraine in
Odessa in 1937), Odessa Opera and after World
War |1 paradigm veristic repertoire, both hereandin
the opera class of the Odessa Conservatory, defined
the regional shades of the city’s style tastes, which
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demonstrated loyalty to the modernist principles of
musical thinking even in the most difficult times of
the triumph of the “theory of conflict-free” and tra-
ditionalist academicism. In parallel tothese positions
in the art of opera pianistic features of pianists
Odessalooked independently and organically, based
on specific instrumental background detection sen-
sitivity to the modern on the basis of Post Scriabin
lines of piano-performing solutions. Specified Direc-
tion of piano creativity supported by professor
E. Vaulin, who introduced in 1960 years the contact
with the European pianistic world and formed to
further years of persistent Chopin piano music the
student of the Odessa Conservatory of People’s Art-
ist L. Martsevich. This stylistic passion — shop-
enizm — organically united with her creative piano
compositions “moderate symbolism” of L. Revutskyi
and consistent symbolist confession of A. Scriabin
(here and in the future used the materials of the col-
lection of articles of the teachers of the Odessa
Music Academy [9; 10]). The collection of piano
works by composers of Odessa, among which are
figured the compositions of U. Molchanova, A. Zo-
lotareva, the first rector of the Odessa V. Mali-
shevskyi Conservatory, its first graduates N. Vilin-
skyi, A. Davidenko, K. Korchmareva, their heirs
S. Orfeeva, K. Dankevich, T. Malyukova-Sidorenko,
A. Krasotova, etc. — it is a worthy embodiment of
the memory of the stages of formation of piano lit-
erature in Odessa and intertwining of the above
mentioned stylistic positions that nourished and
inspire today’s piano lessons and achievements. On
the works of French composers was facing the rep-
ertoire of outstanding pianist of Odessa city, over
time the professor of Moscow and Brussels Conser-
vatory, E. Mogilevsky, for whom the works of
K. Debussy composed the “starting stock” in his
pianistic career. These and other pianistic performing
forces have caused acertain ease in theintroduction
of the festival idea “Two Days and Two Nights of
New Music”, bypassing pianistic academicism,
whose performance was largely fed and nourished
by students of the OdessaNational Music Academy.
Moreover, the composer K. Tepkolenko, who is
presiding over Odessa in this sacred art, is distin-
guished by an outstanding pianistic talent inherited
from the class of Professor L. Ginsburg, astudent of
the aforementioned M. Starkova. Memory of the
emblematics for Odessa — the pianist with a capital
S. Richter, an adherent of the creativity of the “mod-
ernist” of S. Prokofiev, noted the programs of the
E. Gilels competition, in which the compositions of
the author of the “Scythian Suite” took an honorable
place. The salon shine of the Gilels play, name of
whose the pianistic Odessa declared its presence in
theworld piano contest volume, was an authoritative
embodiment of the leading idea of pianistic thinking
of the XX—XXI centuries. In this latter, the idea of
clavier symbolism (in D. Androsova’s terminology)
embodied in the activities of A. Skryabin. And he
concentrated in his piano art and in his work as a
whole an innovation setting that nurtured artistic
horizons and the pedagogical foundations of musical
training.
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Conclusions. Summarizing the review of the
Odessa piano contribution to the artistic horizons of
the past and the current centuries, we note;

« the regional and cultural certainty of Odessa in
inheritance of theartistic and the cultural dynamics
of the European level asthethird capital, as outpost
of the reconquer for the Christian world captured
by Islam the Black sea coast and the Balkans
as a Russian-speaking configured multinational
European community marked by the |eadership of
Russian-Ukrainian contacts in the aground of the
diversity of religious and confessional intertwining;

* the historically determined significance for Odessa
of veristical stylistic and methodological founda-
tionsin the musical and, increasingly, artistic and
intellectual life of the city, the traditionalistic
sounding of which in the present does not remove
the touch of modernity, which organically entered
the creative foundations of the artistic preroga-
tives of the city — the center of a new innovative
proavant-garde search at dawn XX century and the
keeper of thoseintellectual and artistic-practical ac-
cumulationsin the functioning of the corresponding
festivals and competitions;

* piano creativity, performance and pedagogy of
Odessg, initiated by the innovative attitudes of the
musical life of the XIX and early XX centuries, in
the inheritance of the majestic creative achieve-
ments realized by V. Sapelnikov, S. Richter,
E. Gilels, whose figures were personified by renew-
ing principles of art in its openness to experiment,
transformations, i.e. in aworthy embodiment at the
level of the cultural idea of aggregate accumula
tions of social — organizational and state-building
significance.
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