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» THREE KOLOMYIKY” BY M. KOLESSA
IN TRANSLATION BY Y. POLIKHRONIDI:
THEORETICAL-PERFORMANCE ANALYSIS

The purpose of this scientific article is considering the most
particularized specifics of the translation for balalaika on the example of
the theoretical-performance analysis ,,Three Kolomiky” by outstanding
Ukrainian composer and conductor M. Kolessa as famous and
amazingly popular instrumental masterpieces into vocational sphere of
the folk professional musicians. The round of methods concerning this
represented investigation are made by combining synthesis and analysis
techniques that help to author of this submitted scientific disquisition to
separate and then to generalize of translating specialized instrumental
features. The scientific novelty in relation to above-mentioned
explorative thematic vector is identifying the most characteristic
peculiarities of the translation for balalaika by professional and well-
known Ukrainian musical educators and performers. Conclusions. In
Ukrainian balalaika music, translation is one of the important
components of the pedagogical and academic-concert life of this
instrument. The translations have helped to elevate the balalaika to a
high academic level, and to accumulate a considerable amount of
luggage of highly artistic musical literature of different genres and
styles. In this section, the bright translation for the Balalaika ,,Three
Kolomyiky” by M. Kolessa, made by renowned teacher, Professor
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Y. Polikhronidi is quite successful, because it demonstrates and,
underline, bright represents all the vocational possibilities of the
academic balalaika on the one hand and does not interfere with the
disclosure of the main figurative content, but rather emphasizes its
unrepeatable, unique national, domestic identity. Underscore, the
professional working in the musical field of decorating and arranging for
balalaika in Ukrainian music is enormously, extremely attractive and
inspires many contemporary composer-performers and modern
educators.

The key words: balalaika, translation, kolomyika, national identity,
genre, music.

Kynina Jlapuna JIMuUTpiBHA, KaHAUWJIAT MMCTELTBO3HABCTBA,
noueHT kadeapu ,Icropis Ta Teopis My3uku® JHIIPOMETPOBCHKOI
akazemii My3uku iM. M. ['niHKu

Onnmenko Ouexkcanap IOpiiloBu4, Marictpant Kadeapu
,HapoaHi  1HCTpyMeHTH  JIHIMpOMETPOBCHKOI  akajeMii MY3UKH
iM. M. I'miaku

»Ipu koaomuiikn” M. Kogecm y mnepexiaanenni €.
IHoJixpoHiai: TeOpEeTUKO-BUKOHABCHKHUU aHAJII3

MeTta cTaTTi noJisirae y BUCBITJIEHI 1IHCTPYMEHTAIBHO1, XYI0KHbO-
JOIIBHOI crienn(iKy SBUIA NEpeKIany Ajisi Oananaiky, Ha MPUKIAI
aHanizy ,,pbOX KOJOMHUWOK” BHUJIATHOTO YKPAiHCHKOTO KOMIIO3UTOPA,
nupurenTa, Bukiagada M. Komeccu. Koo MeToaiB HayKoBOIO
TOCTIJDKEHHS (OPMYEThCA IUIIXOM 00 ’€HaHHA TaKUX HayKOBHUX
MIIXO/IB K aHaI3y Ta CUHTE3Y, SIKl JIOMOMararTh PO3JUIUTH, a TTOTIM
y3arajbHUTHU BIJAOBIIHI, HAMOJIBIII XapaKTepHi1 OCOOIMBOCTI MEpEKIany
Il akajgemivyHoi Oananailiku. HaykoBa HOBM3HA MPOIOHOBAHO1
TOCTIAHUIIBKOI ~ CTAaTTl Todsrae 'y copoOi  BUSBJICHHS TIEBHUX
0COOJIMBOCTEN TepeKIajeHb sl mpodeciitHol Oananailku, CTBOPEHHUX
BUJIATHUMU YKPAiHCHKUMHU TM€aroraMi, a TaKoXX BHUKOHABISIMH.
BucHoBKkH. Y BITUM3HSHIN OanallacuHiii My3WIll TEpeKIafcHHS €
OJHIEI0 3 BAXKIMBUX CKIQJAOBUX TPodeciiiHOTO TMeaaroriyHoro Ta
aKaJIeMIYHOTO  KOHIIEPTHOTO  MOOYTyBaHHS  I[bOTO  BHUHSTKOBO-
CBOEPIAHOTO  CTPYHHO-IIMIKOBOTO  1HCTpymeHTa.  [lepekianeHHs
JOTIOMOTJIM MIiAHATH OajajJlalkKy Ha BHCOKHMM aKaJeMIYHUM PIiBEHb Ta
HAKOTIMYUTU JIOBOJI 3HAYHUN Oarak BHUCOKOXYJO0XXHBOI MY3UYHOI
JiTepaTypy, HaroJOCUMO, PI3HUX >KaHPIB Ta CTUJIB. Y IbOMY CEHCI
nepeknajaeHus s Oanamaiikkm  ,, Tpu  KOJOMHUWKH®  yCIaBIEHOTO
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YKpaiHCBKOTO KOMITO3UTOPA, MeIarora, akTHBHOI'O TPOMaJICLKOTO Jis4a,
JTAPUTCHTA M. Koneccn, XyA05KHbO-BUITYKaHO 311HCHEHH]
TaJJaHOBUTUM BHUKOHaBIIEM, BHKJIagadeM €. [TomxpoHial — Haa3BUYaiiHO
BJAJUN,  XyJOXXHbO-IAOBEPIICHUN  pe3yJabTaT  TBOpYOi  poOOTH.
Buiieo3HaueHe mnepekiajeHHsT JAEMOHCTPYE MaiKe BCl XYyIO0XKHbBO-
BUpaXaJbHI MOXJIMBOCTI Oanajgaiku Ta, BOJIHOYAC, HE 3aBa)kae
BUCBITJICHHIO OCHOBHHUX, MariCTpaJibHO-KJIIOYOBUX MO3HUIIIM 00pa3HOro
3MICTy TBOpIB, MPH IHOMY, HAroJOCHMMO, TOHKO MiAKPECIIOI0YH
HalllOHAJIBHY CaMO1JICHTUYHICTh, BITYM3HSIHY CBOEPIIHICTH OOpPaHOIO
xaHpy. TBopui pobotu y cdepi mnepeknaneHp s Oananaliku B
YKpPaiHCBKIA aKaJeMIyHId MY3HUIll € HaA3BUYallHO aKTyaJIbHUMH Ta
BUHSTKOBO 3aTpeOyBaHUMHM Jisi OaraThOX BITUU3HAHUX BUKOHABIIB 1
II€1aroris.

KiawuoBi ciaoBa: Oananaiika, TMEpeKIaJCHHs, KOJOMMIKA,
YKaHPOBA CaMO1JIEHTUYHICTh, My3HKa.

Kynuna /lapuna /[IMuTpHeBHA, KaHAUWJIAT HCKYCCTBOBEICHUS,
noneHT kadenpsl ,Mcropus u Teopuss My3biku® JIHEmpomeTpoBCKOM
aKaJaeMuu My3bIKd UM. M. [ TuHKH

Onnmenko Auekcanap IOpbeBu4, MaructpanT Kadeapsl
,HapoaHble WHCTPYMEHTHI JIHEMpPOMETPOBCKOM aKaJIE€MUU MY3bIKU
M. M. [ muaKmn

»Ipu  Koaombiikun” M. Kogeccsl B mepesio:KeHHH
E.IloMXpoHUIU: TEOPETUKO-UCIIOJHUTEIbCKUN aHAIN3

Meab craTbu — pacKpbhITUE UHCTPYMEHTAIBHOU, XyH0KECTBEHHO-
ONpaBJAHHOW CNEU(DPUKH SBICHUS MEPEIOKECHUS ISl Oallaiaiiky, Ha
MpUMEpPE aHaiu3a ,,[pbOX KOJOMBIEH  BBIJAIOMIETOCS YKPAMHCKOTO
KOMITIO3UTOpa, auprxepa, npenoaasarens M. Koneccel. Kpyr MmeTtonos
HAyYHOTO HCCchenoBaHus (GOpPMUPYETCS TMOCPEACTBOM OObEIMHEHUS
TaKUX HAYYHBIX IMOJXOJIOB KaK aHAJIW3 W CHUHTE3, KOTOPBIE MOMAararT
pazaenuTh, a najnee o000UUTh onpenesiEHHbIE, Hau0O0Jee XapaKTepHbIE
OCOOCHHOCTH TIEPENIOKEHUSI TPOM3BEACHUM JJIA  aKaJeMHYCCKOU
Oanamaiiku.  HayuyHass  HOBH3HAa  HCCIIEIOBAaTEILCKOM  CTaThU
3aKJIFOYAETCS B TMOMNbBITKE BBISBICHUSA CHEIU(DUKA TMEPEIIOKECHUN s
npodeccuoHaIbHON Oatajaiiky, CO3JaHHBIX BBLIAIOIAMHUCS
YKPAaUHCKUMU II€Jaroramy, a TakXe HWCIOJHUTENsIMU. BbiBoabl. B
OTCUYECTBEHHOU OaialacuHOl MY3BIKE MEPEIOKEHUS SIBJISIIOTCS OJTHOU
U3 BOKHEUIIMX COCTABISIOMIMX MPOPECCUOHATBHOIO MeJarorunyeckoro
U aKaJeMUYECKOr0 KOHIIEPTHOTO OBITOBAHMSI ATOTO HUCKIIOYUTEIHHO-
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CaMOOBITHOTO  CTPYHHO-IIMIKOBOTO HMHCTpyMeHTa. IlepenokeHus
MOMOTJIM TIOHATH OallajaiiKy Ha BBICOKHMN aKaJeMUYECKUM YPOBEHb U
coOpaTh CyIIECTBEHHBIN Oarak BHICOKOXYJA0KECTBEHHON MY3bIKaJIbHOU
JIUTEPATYPBbI, TOAYEPKHEM, PA3HBIX )KAHPOB U CTUJIEH. B 3TOM 3HaUYeHUH
nepenokeHust il Oamamaiku, a WMEeHHO — ,,Tpu KOJOMBIMKH
MPOCJIABJIEHOTO YKPAMHCKOTO KOMIIO3UTOpA, II€Aarora, axKTUBHOTO
oOlecTBeHHOTO Jfearens, aupuxkepa M. Komeccwl, Xya0KeCTBEHHO-
M3BICKAHHO OCYIIECTBJIEHHBIE TaJIAHTIIMBBIM VICTIOJIHUTEIIEM,
npenogaBareneM E. IlomuxpoHumam — aOCOIMIOTHO  YCHEIIHbIM,
XYJI0’KECTBEHHO-COBEPIICHHBIN  pe3yJabTaT  TBOPYECKOW  PabOoTHI.
BrilmeoTMEUeHHOE  TEPENIOKEHUE  JNEMOHCTPUPYET  TMMOYTH  BCE
XYyJ10’)KECTBEHHO-BBIPA3UTEIbHBIE ~ BO3MOXXHOCTH  Oananaiiku W,
OJHOBPEMEHHO, HE YMEHBIIAET PACKPBITHE OCHOBHBIX, MAaruCTPajIbHO-
KJIFOUEBBIX MO3UIIMI 00OpPa3HOr0 COJEp KaHUsI TPOU3BEICHHM, IPU ATOM,
OTMETUM, TOHKO IOJYEPKHMBACT HAIMOHAIBHYK) CaMOUJCHTUYHOCTb,
OTEUECTBEHHOE CBOEOOpa3ue JaHHOTO >KaHpa. TBopueckue paboOTHl B
chepe mepenoKeHUH I Oaalaiki B YKPaWHCKOM aKaJaeMHYeCKOU
MY3bIKE SIBJSFOTCS AaKTYaJbHBIMH U 3aTpeOOBAaHHBIMH Y MHOTHX
OTE€UYECTBEHHBIX UCIIOJHUTEIICH U IPETIOAABATEIICH.

Knrwouesvie cnoea: Oananaiika, TEpeIOKEHUE, KOJOMBINKA,
KAHPOBasg CaMOUJICHTUYHOCTh, MY3bIKa.

Statement of the problem. Today, not only works written for
balalaika but also translations and transcriptions constitute a significant
amount of academic-concert balalaika repertoire. At the time of
becoming Balalaika as an academic and concert instrument from the end
of the 19" and the first half of the 20™ century until today, the repertoire
has been enriched and continues to be supplemented mainly by
translations of works that can be summarized by the concept of ,,world
classics” written for other instruments. Exactly such creative
experiments helped overtime to form the Ukrainian composers (who are
mainly Balalaika performers and educators), their own national balalaika
style, which marked their independent works — concerts, sonatas, suites,
etc.

Relevance of research. The processing, arrangement and
transcription of folk tunes in the composer's practice are ambiguous
concepts, which have historically emerged as ways of diversifying the
performance of a musical work and translating its imaginative content.
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Translation in broad terms is the presentation or processing of a
piece of music creation for interpretation by other performers on
excellent instruments or to perform a complex score in a different
timbre. The translation involves different presentation of the work, but
without changing the main components of the musical language.

The composer (or rather, the co-author-translator) has the difficult
task of reworking the work in such a way that it does not lose its
figurative color or the specificity of its presentation. That is why, in
each of these opuses, the translator relies not only on the musical palette
but also on the features of the instrument or voice from which and for
which translation. Unfortunately, despite the growing popularity of
various kinds of transcriptions both within and outside academic music,
there is no work that would cover the distinctive features of this kind of
work in its entirety. Particularly noticeable is this ,,white spot” within
the study of balalaika music, which is extremely unfair, since the bulk of
the Balalaika repertoire consists of translation. The reason the relevance
of this work, which reveals strong prospects for further study.

Literature review. Balalaika’s creativity has repeatedly become
an occasion for musicological research. Thus, one of the newest works
on the history, theory and performance of Balalaika in Ukraine is the
dissertation by S. Kostohryz ,,Performance in Balalaika of Kharkiv
Region as a Component of Ukrainian Musical Art” [5]. No less
interesting are theses by Ivanova ,,Evolution of the Balalaika sound
Image in its historical development” [4] and by S. Kulibaba ,, The main
tendencies of formation of music of the written tradition for balalaika”
in which summarize the concert-artistic and methodological-pedagogical
experience of performing on Balalaika (including in Ukraine) [6]. The
problem of translation is also being actively developed in music studies.
Among the scientists who have dealt with this issue are I. Dmitruk [2],
S. Ovcharova [7]. They develop common questions about the different
types of translations and modalitics for the operation. However, there is,
no work unfortely, that would address the phenomenon of balalaika
translation.

The purpose of this represented study is realizing a theoretical and
performing analysis of the translations for Balalaika by Y. Polykhronidi
,, Three Kolomyiky” by M. Kolessa.

The object of this research is translation as a specific genre of
musical art. The subject of submitted investigation are the peculiarities
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concerning the translation of the musical text for the balalaika in the
,, Three Kolomyiky” by M. Kolessa-Y. Polykhronidi.

Presenting main material. Among the Ukrainian balalaik
repertoire ,,Three Kolomyiky” by M. Kolessa in translation by Y.
Polykhronidi is in great demand. It is not a coincidence, because Y.
Polykhronidi managed to preserve the emotional charge of Kolomyika
as a special genre of Ukrainian folklore, and on the other — to show a
whole palette of special purely balalaika methods of performance.

Kolomyika is one of the frontier genres of Ukrainian folklore.
Some musicologists attribute it to the category of formative ideas, others
— give Kolomyika the status of genre. Thus, in his monograph A.
Ivanytsky calls the Kolomyika ,,the mobile genre where the text is most
often placed in two lines” [3, 214]. At the same time, the scientist notes
that ,,it is @ monostrophic form that has a stable component-number
structure (4 + 4 + 6) [3, 214]. In his monograph V. Goshovsky reports
that [1, 135], the prototype kolomyika originated in the first millennia
BC. Tracking the movement and modification of the Kolomyika form in
the Eastern and Western Slavs provides valuable material for the study
of ethnic contacts, assimilation and migration in musical cultures. The
theme of the erasers is diverse. They recreate a huge range of feelings:
lyrics, humor, epic pictures, household observations and more. Often,
many-themed collections (about love, sharpshooters, recruits, etc.) are
created, which are composed by the singers themselves and often enter
texts into handwritten singers. Colomic form occurs in almost all Slavs.
It spread throughout the Slavic region from its exclusive concentration —
from Hutsul region. Tracking the movement and modification of the
Kolomyika form in the Eastern and Western Slavs provides valuable
material for the study of ethnic contacts, assimilation and migration in
musical cultures.

The first Kolomyika M. Kolessa from the cycle ,,Three Kolomyik”
begins with a characteristic theme that shows the peculiarities for this
genre: rhythmic (syncopated accents) and melodic turns.

At the heart of the rhythmic pattern of the kolomyika are the
typical dance rhythm formulas eight and two sixteenths combined with
syncope. The melodic line is dominated by the gradual movement of the
sounds of the Hutsul system with its characteristic increased seconds.
The same scenario is unfolding in the party of accompaniment, the
harmony of which arises as a result of the verticalization of the same
Hutsul sound system. The accompaniment function continues as a
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rhythmic support for the main theme — syncopations give it even more
elasticity and sharpness.

The first part consists of three sections. The development of the
first section is based on the principle of variant deployment: the main
motive is subject to minor changes, which are mainly related to the
melodic line. By the way, this scenario of development of the work is a
characteristic feature of dance songs of Western Ukrainian folklore.

The middle part of the first scrub contrasts with the exposure. If in
the first section there is an active-dance image that is supported by the
pace of allegro commodo, on the middle — on the contrary, the more
restrained tempo of meno mosso and not such a saturated texture. From
the point of view of figurative content it can be explained as a
comparison of masculine and feminine principles. The first scrub is
written in the basic tone of g-moll, but has modulation in the middle part
to C-dur. This is not a coincidence, because the special feature of
Hutsul's harmony is the major subdominant. In the chord structure of the
first kolomyika, there is a constant replacement or alteration of the
stages, with the altered stages being solved by an unusual halftone, and
,hung in the air”, or frozen in place or solved in an unusual way (ellipse
variant).

The second washer, the shortest in scale within the cycle. As in
the first, it contains two main images that contrast with each other: the
first is contemplative-bored, the second — active, dance, playful. They
vary constantly, thereby mimicking the dialogue of two individuals who
express very different emotions. The two themes are related: their
similarity is revealed by the unity of the Kolomuika metro-rhythmic cell
(eight and two sixteenths) and the variable size (3/4 - 2/4).

However, the first and second topics of Kolomyika differ
somewhat in terms of function. The first theme is written in double
harmonic minor, the second — in the Hutsul system. The similarity of the
sounds of these frets is obvious (IV+, VII+ and IV+ VI+), but twice the
harmonic minor sounds more sharp, given the presence of two
magnified seconds in it. That is why the first topic in this system is more
intense.

These hands-on features promote the emergence of new chord
colors, alternating in harmony with jazz harmonies. These septa-chords
are built on the IV+ and VII+ steps, and in combination with the
syncopated rhythm, they begin to resemble the elliptical twists of late-
romantic harmony.
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The peculiarities of linear voting, which were in some way
reflected in the work of the Wheel, led to the appearance of other
atypical harmonic sequences — the unnormative decoupling of the dual
dominant in the tonic with the parallelism of voices and the use of
dissonant dominant chains.

The form of the second column has the features of several
formative principles — concentricity, simple three-part with middle-
communication, introduction and conclusion, and a song verse with a
large-scale structure of a couple of periodicities.

The second cycle loop at the syntactic level has the structure of a
couplet form (a couple of intervals), at the compositional level it is a
simple three-part with a mid-ligament, at the dramatic level it is a
concentric form, the main feature of which is the symbol of the circle. It
IS no coincidence that the second washout ends in dominance, which
symbolizes the idea of infinity, openness.

The third scrub contrasts with the previous two. First of all, it is
written in a manner of major inclination and sincerely decorated with
spicy modalism chords that penetrate into the musical text through the
inclusion of popular references of folk origin. It is about reversals with
the Mixolydian septimus, the Lydian quart, which are stratified by a
harmonious major.

In the process of harmonious development, the author draws on
very striking juxtapositions and ellipses (D7 — (F) D7 — (E)). Such a
juxtaposition leads to the middle part, which is set out in a far distant
major in tone. In the same way there is a return to the reprise.

The final scoop is the most expanded in scale and expressive in
character. In form, it is a complex three-part re-form with a contrasting
middle part of an epic character. The contrast is expressed not only by
the middle episode, which changes the tone and tempo of the meno
mosso commodo, but also due to unexpected bursts, syncopated rhythms,
dynamic motifs.

The music of the third kolomyika is perceived freshly and
modernly by the invoicing of the invoice: a considerable number of non-
chord sounds, delays in different voices, which are gradually being
resolved, or are left uncoupled. Due to this, the basic tone functions do
not sound rectilinear, but in a way masked.

Musical language has a ,,modern” impression, which is influenced
by the very successful reception found by Kolessa — ,,winding” of non-
chord sounds, interweaving into the basic tones of the melody of passing
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auxiliary sounds. Non-chord sounds greatly enriched harmony, made it
transparent and light, stripped of simplicity and straightforwardness,
imparted its sophistication, color and multifaceted image.

The composer attaches considerable importance to the code, which
demonstrates the quintessence of the work, as a kind of conclusion of a
cycle that forms a monumental arch.

In the translation of Y. Polychronids, the Balalayka Party imitates
the right-hand piano version of the music with regard to the technical
features and specificity of the Balalaika, while the piano accompaniment
harmoniously paints a melodic line of the solo instrument and a wide
variety of performing roles.

The main interest in the translation of Y. Polychronids is the use
of a wide range of characteristic principles of sound production on
Balalaika, their interpretation for the formation of a special image and
national color.

As a result of a finger strike on a balalaika, an acoustic effect is
created, similar to the sound of non-legato piano sounds. It is a sound
with subsequent dullness. It is this technique that suggests the use of
Polychronidi when playing the fort (for example, in the main theme of
the first kolomyika).

To reproduce longer drawn sounds, the balalaika uses the tremolo
technique applied in the first four strokes of the second wheel. When
tremolo sounds are extended, the sound can be amplified and attenuated,
which is controlled by the intensity of the tremolo, the change of attack
and the carcass.

In the first and third kolomyika they have a number of application
difficulties. In places of use of ornaments (foreshadow, mordent) it is
recommended to resort to playing with stronger fingers (second and
third) because, because of the use of the third and fourth (little finger)
fingers, the sound may be unclear due to the physiological features of
the fourth finger. It is also advisable not to use ,,mordents” on the
sixteenth durations offered by Y. Polychronidi, primarily because of the
inconvenience of performance, which leads to "stumbling” even in
technically advanced performers.

Note the use of techniques that are not specified in the translation
of Y. Polychronides and are understood as a technique of ,,.blow”, for
example in syncopic fragments found in the twelfth cycle of the first
kolomyika, and the like. It would be advisable to use a tremolo reception
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that will continue the sound and emphasize the syncopated rhythm
characteristic of Western Ukrainian music.

At the end of the first section (exposition) of the initial kolomyika,
where the melodic line is being deployed in sixteen durations, it is
proposed to use the double picicato technigue — extraction of sound with
two fingers alternately — thumb and pointing. Such a technique will help
to fulfill the tempo recommendations and will allow to show a rich
palette of shades from ,,p” to a bright climax at ,,f”.

With regard to dynamic and dramatic development — it must be
built in each colomyka separately, and in the cycle as a whole by
comparing the parts with each other. The climax is achieved by
compacting the invoice in the balance between the balalaika and the
piano, changing the register and the intensity of the sound.

Conclusions. Working in the field of decorating and arranging for
balalaika in Ukrainian music is extremely attractive and inspires
composer-performers and educators, as they face a wealth of
opportunities. The sound of balalaika in new timbre combines the
imaginative boundaries of both works of world classics and nationally
recognized works of opus. This raises the problem of finding adequate
means of artistic expression, and most importantly, of technical
techniques that would correspond to the disclosure of figurative
constants of works.

The perspectives of the study of the outlined theme lie in the
complex analysis of various kinds of transcriptions for balalaika solo
and with its participation in the aspect of the problem of adaptation of
different kinds of music to the pedagogical and performing needs within
the cultural mainstream of the present.
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