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1V Yeprawuncoki yumanms

‘CUJIA — BEKTOPHA BEJTMUHUHA’

Ilepexne cioBo

UepKallMHCBKI YMTAHHS, IO BXXE BUETBEPTE IPE3EHTYIOTh
y XapKiBChKOMY HaIlOHATHHOMY YHIBEPCHTETI MHUCTEITB iMeHi
LII. KomisipeBChbKOTO aKkTyasbHI HAyKOBi JMOCIHIPKEHHS MY3HKH W
Tearpy, IIbOr0 POKy BIepie BiaOymucs 6e3 ydacti Mapunu Yep-
kamuHoi-1'yoapenko. 29 gepBas 2024 poky BOHa MilUIa 3 JKHATTS.
Jlo ocTaHHBO{ XBHJIMHU MU 3 HEIO PalWiIUCh, Y3TOMXKYBAJIHU IJIaHU,
06rOBOPIOBAIN MEPCHEKTUBH. 11 JIF06OB /10 KHUTTS HaJMXaa it mpo-
JOBXXY€ HAaJMXaTH HAC Ha HOBI 3BEPILICHHS, SIKI B yMOBaX BOEHHOTO
CTaHy 4acTo 31al0Thcs HepeaJbHUMH. OIHHM 13 OCTaHHIX HPOEK-
TiB, iHiNioBaHMX MapuHoto PomaniBHOIO 1m0 90-pivus 3 AHA Ha-
pomxkeHHs ii wonoika Biramis ['ybapenka, BUIaTHOTO yKpaiHCHKOTO
KOMIIO3UTOPA, cTana nocraHoBka OMEPHOIO CTYIIEI0 YHIBEPCUTETY
IBOX Horo moHoonep “Jluctu xoxaHHs” 1 “CaMOTHICTB”, yrepiie
00’€JTHAHUX B OIHY BUCTABY.

3 1985 poxy Mapuna Yepkamuna ta Biramniii ['ybaperko meni-
kanu B Kuesi. Ane HapomkeHi B XapKoBi, BOHU HE BTPavalii 3B’ 3Ky
aHi 31 cBoer Alma Mater — HamM yHIBEpCUTETOM, aHi 3 MICTOM
CBOTO TUTHUHCTBA Ta MonofocTi. [l aux XapkiB 3aBxan OyB “Mic-
LEeM CHJIK, HacaMIlepell — CHJIM MUCTELTBA, SIKa aKyMyJII0BaJlacs B
MOTYXXHHAX MY3HUYHO-TE€AaTPaIbHUX TPAOULIfAX LIBOTO MicTa W AMHA-
MIYHO cripsiMoByBasiacsi B Maii0ytHe. Tomy UeTBepti UepkammHChKi
YUTAHHS, IPUCBSYEH] nam simi BUAATHOT YKPaiHChKOT My3UKO3HABH-
i Ta i 6atbka — Pomana Yepkammnaa — akTopa KypOaciBCHKOTO
Tearpy “bepesinp”, 3acHOBHMKa XapKiBCHKOI IIIKOIU CIEHIYHOTO
MOBJICHHSI, IPOUIIUTA Tif racioM: “Cuia mucmeymea: My3uuti, me-
ampanvHi ma mucmeymeosnasyi apmuxyaayii”’. Marepianu 1boro
HayKOBOTO (popyMy BBIHIILIN 0 IIPOIIOHOBAHOI HAYKOBOI 301pKH.

[loeananus npoOieMaTUKH My3UYHOTO M TeaTpaJbHOr0 MHUCTE-
[ITBA HA CIIJILHUX TUCKYCIMHUX TUTaTGOpMax, B3aEMOIisl HAYKOBHX
TIOIITYKiB Ta MPAKTHYHOTO JIOCBiAY — cIierudivHa 03HaKa I[bOTO Ha-
ykoBoro ¢opymy. Came Takuii popmar UurtaHb, 3apONOHOBAHUN
Mapunoro PomaniBHOIO, OyB ymepiie anpoOOBaHMH LIBOTO POKY.

— 13—



Cuna mucmeymea: My3uyHi, meampaibHi ma MUCMeymeosHasyi apmuK)iAyii

3p0o3yMisio, 0 TOCBI IIIICHOTO OCMUCIICHHS CIIAAIUHI MapuHu
Yepkammnoi-I'ybapeHko 11ie nonepeny, ajie 3aJaHi Helo TeHepaibHi
BEKTOPH CYyYacHOTO MHUCTEUTBO3HABCTBA ONMPHSBICHI HUHI AOCHUTH
BUPA3HO.
3araipHOBIIOMO, 10 y (i3HLi “criia — BEKTOpHA BENWYHMHA”, 1
O3HAYa€THCS BOHA HE JIMIIE KUJIbKICHO, aje W HampsaMoM aii. [oBo-
PSIUHM TIPO CHITY MUCTELTBA, MU TAKOXK YCBIIOMITIOEMO 11 HAIPSIMHU SIK
MeTadopuune noHATTA. CydyacHi BEKTOPH €K3UCTEHILIT XydOKHBOI
CBIZIOMOCTI BU3HAYMIIU CTPYKTYpY 301pKH, 1€ 3a3Ha4YeHi i Ti “pecyp-
CH CHIIN”, SIKI Ma€ Cy4acHe YKpaiHChKe Ta CBITOBE MHUCTELTBO.
Hamania I'osopyxina
pexkmop XapKiecbko2o HAYIOHANbHO20 YHIGEPCUMEmY MUCTNEeYmE
imeni I.11. Komasapescokozo, 3acayacenutl Oissu mucmeyms Yxpainu,

npogecop, KaHOUdam MuUcmeymeo3HAECmad,
ORCid 0000-0003-3100-9035

“FORCE IS A VECTOR QUANTITY"

FOREWORD

The Cherkashynki Readings, an annual event that showcases cur-
rent academic research in music and theater at Kharkiv 1. P. Kot-
lyarevsky National University of Arts, took place for the fourth time
this year. However, for the first time, they were held without Maryna
Cherkashyna-Hubarenko. She passed away on June 29, 2024. Until
her final moments, we consulted with her, coordinated plans, and
discussed prospects. Her love for life inspired and continues to in-
spire us to achieve what often seems impossible under martial law.
One of Marina Romanivna’s last projects, initiated to mark the 90th
anniversary of her husband, Vitaly Hubarenko, a renowned Ukrai-
nian composer, was the staging by the University’s Opera Studio of
two of his mono-operas, Love Letters and Loneliness, united for the
first time into a single production.

1V Yeprawuncoki yumanms

Since 1985, Maryna Cherkashyna and Vitaly Hubarenko had lived
in Kyiv. However, being born in Kharkiv, they maintained strong
ties both with their A/ma Mater — our university — and with the
city of their childhood and youth. For them, Kharkiv was always a
“place of strength”, particularly the strength of art, which had been
concentrated in the city’s powerful musical and theatrical traditions
and dynamically directed toward the future.

Thus, the Fourth Cherkashynski Readings, dedicated to the memory
of the distinguished Ukrainian musicologist and her father, Roman
Cherkashyn — a renowned actor of Les Kurbas’s Berezil theater
and founder of the Kharkiv School of Stage Speech — were held
under the motto: “The Power of Art: Musical, Theatrical, and Art-
Historical Articulations”. The proceedings of this scholarly forum
are presented in the current collection.

The combination of issues in music and theater arts on shared dis-
cussion platforms, along with the interaction of academic research
and practical experience, is a hallmark of this forum. This specific
format for the Readings, proposed by Maryna Romanivna, was im-
plemented for the first time this year. While a comprehensive under-
standing of Maryna Cherkashyna-Hubarenko’s legacy is still ahead
of us, the major vectors she set for contemporary art studies are
already clearly defined.

It is well known that in physics, “force is a vector quantity”,
characterized not only by magnitude but also by direction. When
speaking of the power of art, we similarly recognize its directions
as a metaphorical concept. The current vectors of artistic conscious-
ness have shaped the structure of this collection, highlighting the
“resources of strength” inherent in contemporary Ukrainian and
global art.,

Natalia Govorukhina

Rector of Kharkiv I. P. Kotlyarevsky National University of Arts
Honored Art Worker of Ukraine, PhD in Art Studies, Full Professor,

Corresponding Member of the National Ukrainian
Higher Education Academy
ORCID iD: 0000-0003-3100-9035
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Bexrop wrsixy
Yeprammua-I'y6apenko Mapuna (1938-2024). In memoriam

Camoitnenko Onekcanopa
O0OKMOp MUCMEYMBO3HABCMEA, NPOghecop,
npopeKmop 3 HAyKoB8oi pobomu
OHMA imeni A. B. Hesicoanosoi
ORCID iD: 0000-0002-2071-9587

PO “OIEPHUM CBIT” I XPOHOTOITN )KUTTEBOI'O
HJIAXY OCOBUCTOCTI
Poszym 3a npupoodoro xoue 6ymu giunum. (@oma AkeincovKuii)
Benuxi oOywi ne posnadaromuvcs pazom 3 minom. (Tayum)

Knwuoei cnosa: xponomon, xponomon 3ycmpiyi, onepruii cgim,
JHCUMMEBUL WIIAX 0COOUCMOCMI, YAC, NAMAMb, YIHHICHA C8I00-
Micmb, onepHi XpOHOMONU, ONePHA eMOYIOHON02IA, “‘@HYMPIUIHIL
2010C”", AHCUMMEGT XPOHOMONU, MPAHCHIHIMHA MHONCUHA.

Beryn. Ha nymky X. bopxeca, BUHauaabHUMU (PEHOMECHAMHU
JIFOZICBKOT'O iICHYBaHHsI, TIOPOJIPKYBAaHUMHU ITi3HABAJIBHUM JIOCBIJIOM,
€ yac, naM’aTh i 0e3cMepTsi, KOTPi HAHOUIbIIE BiAMOBIAAIOTh JIFOJI-
CbKil MOTpedi BIAKPHBATH IIUTICHICTH OyTTS, 3yMOBIIOIOTH YHi-
Bepcalli3aliio MOHATH CBITY Ta KUTTEBOTO HUISXY MO0 KUTTEBOT
peanbHOCTI 1 IIHHICHOT CBiZOMOCTI JiIFoAuHU. CHUMYJIBTaHHICTD 1
MOCHIIOBHICTh (IIPOTSDKHICTB) BUCTYNAIOTh OCHOBOIOJIOXKHUMH
XapaKTEePUCTUKAMU Yacy JJIs JTFOJUHU.

“CBIT TI04aB CBO€ ICHYBaHHSI pa30M 3 4acoM, i 3 TOI IOpHU yce y
CBITI BiJI0YBa€ThCS MOCITIAOBHO. .. Yac MociiI0OBHUH, TOMY 1110, 110~
KUHYBIIIM BIiYHE, [IParHe JI0 HbOTO MOBEPHYTHUCS. L1es Mai0yTHbO-
O BifITIOBiae HaIoMy OakaHHIO TIOBEpHYTHC 10 Hauama...”.

3a bopxecom, mpobnema OezcMepTsi 3aiiMae PyropsiiHe Mic-
1e, ajie caMe BOHa BH3HA4Ya€ BaXKJIMBICTh YMOBHUX (YSBIIOBAHUX)
MPOCTOPOBUX MMOKA3HUKIB YACY SIK “UyJIECHOI YACTKH CBITOBOT'O Ili-
JI0r0”, M0 Y3arajbHIOIOTHCS KaTEropi€lo XpOHOTOITY, T03BOJISIOTH

! X. Bopxec. lymatoun Brojoc. YH-T benbrpano, 1978. C. 103-104.
— 16 —
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crenu(iKyBaTu CTOCYHKH JIFOJICBKOI OCOOMCTOCTI 3 MIUCHICTIO —
SIK peaIbHOI0, JKUTTEBOIO, TAK 1 XYI0KHBOIO, 30KpeMa MY3UYHOIO.

OnHuM 3 HaWBaXXJIUBIMIMX TOCTA€ XPOHOTOM 3yCTPiui, 3 KO-
r0 BCE PO3MOYMHAETHCS 1 B peajbHOMY, 1 B ONIEPHOMY YMOBHOMY
CBITI JMroauHM. SIK JONEHOCHI 3ycTpivi, IO BIUIMBalOTH Ha (op-
MYBaHHSI Cy4acHOi YKpaiHChKOI MY3WKO3HAaBUOi HAyKH, € Ii3HaH-
HS JKMTTTEBUX LUISIXiB Ta TyMaHITapHUX KOHLENUi MapuHu
PomaniBun Yepkamunnoi-I'ybapenko ta Haranii BnagucnaBiBHM
Bens-CaBUIBKOT, Y UMIX TpaLIX KaTerOPU3YIOTHCS SBUIIA ONep-
HOT'O CBITY — HTTEBOT'O LUISAXY OCOOMCTOCTI.

1. “Onepuuii cBiT” — “KUTTEBUH HLISAX” 0COOMCTOCTI BHU-
CTYNAIOTh ABOMA KOHIENTYaJIbHUMH MeTadopamMu; nepiia 3 HUX
Mae My3MKO3HaBY€E MOXOAKEHHS Ta MPU3HAYCHHS; Ipyra iHae Bix cy-
yacHoi mcuxonorii ocoouctocTi. [Ipu BCiil cBOEPiITHOCTI LMX Kare-
ropiii Mi>kK HUIMH BUSBIISIETHCS HE MPOCTO JEsKa B3a€EMO3AJICKHICTB,
a HeOOX1THUW TIPUHIIUTIOBUH METOIUYHHI 3B’I30K, KU, 30KpeMa,
MOSICHIOETBCS THM, L0 ONEpHAa TBOPYICTH — Iie. HAalleBHE, HA01Ib-
hie J3epKajio, y sSike MO)Ke MOIMBUTHCS JIIOJChKA CIIBHOTA, TPUYO-
My — 1100 mobauntu cede He Julle 330BHI, a i 3cepeIuHu, TOOTO
JI3epKaio, 1110 Ma€ BJIACHE 1 Ty’Ke BaKINBE “3aA3epKaiis’. 30KpeMa,
OIepHUi CBiT, 32 normsiioM 0. Uekana, e “Cait, KOTpHii cripaBi €

...”, TOOTO Mae yci 03HaKH MOTYKHOI peasibHOT AIHCHOCTI?; ajie BOAHO-

Yac 1e ¥ yMOBHUH npocmip XyIoxHbOI Aii (ofii), 110 iCHye Ha OCHO-
Bi crielu(iYHUX KAHPOBUX HACTAHOB ONIEPHOI MMOSTHKH Ta JI03BOJISIE
BIATBOPIOBATH “‘MIOACHKHM CBIT” Ha OakaHuX (mependauyBaHUX)
LIHHICHO-CMUCJIOBUX 3acajiaX; ONEPHUI CBIT yKa3ye Ha 3/IaTHICTh
MY3UYHO-TE€aTPAIBHOI'0 MUCTEITBA CTBOPIOBATHU IMapaJielibHy YMOB-
HY XY/IOKHIO PEasIbHICTh, 110 HA0yBa€ 3HAUCHHS CIPABXKHBOI CMUC-
JIOBOI peasbHOCTi, TOOTO MPOAYKY€E OCOOTUBHI “LiHHICHUHN CBIT”.
JKuTTeBUit MIISIX 0COOMCTOCTI — MOHSTTS 30BCIM 1HIIIOrO IO-
XOJKEHHS, 1[0 HAaBiTh 3aJIUIIAE BPAXECHHS JE0 (popMabHO-pU-
TOPUYHOI'0; aJiec BOHO MICTUTh Y c00l BaXKJIMBHUI XPOHOTON ILISIXY,
30CepeIKEHUN HA TUHAMIYHIN IICUXOJIOTIYHIA CYTHOCTI JTHOICHKOT
ex3ucTernil. JKUTTeBU NUIAX — HAaNO1IbII MICTKE HOHATTS 3 THX,

2 0. Yekan. OnepHuii Tearp B iHppacTpyKTypi My3udHOTO XHTTs. JIbBiB: Bunasaureo YKV, 2024. 236 c.
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10 BUKOPHCTOBYIOTHCS B CyUYacHii MCUX0JI0Tii 0COOMCTOCTI, MO€e-
Hy€e y co0l OLIHKH XUTTEBOTO LUKIY 1HAWBIY, 4acy KUTTS i OH-
torenesy. “JlrognHa — 1e cyinbHUN pyX, TOTaJlbHA EBOJIOLIS ...
KUTTEBUM LUISIX — L€ YCBIIOMIJICHUH, MEPEKUTUH, CTPYKTYpO-
BaHUH 4ac XKUTTS, SKUA MOCTIHHO MEPEOCMUCTIOETHCS; 3aBIASKH
TOJIOBHIH )KUTTEBIN OPO3i, AKYy MH JOJAEMO, MU CTAEMO 3PLITUMH
0COOUCTOCTSIMU UM HE BCTHUTA€MO HUMH CTaTH ...; ...IIependadae
YHCJICHHI BapiaHTH B MeXax OfHiel 6iorpadii™.

2. Y My3HMKO3HaBUYOMY OOIl'y MOHSTTS KUTTEBOTO HUIAXY IO-
TUOMIOEThCS 1 HaOyBae HOBHX JU(EpPEHIIaJIbHUX PUC, T03BOJS-
I0YM 1HaKIIe MOIMIAHYTH 1 Ha MpHpoAy ocoducTocTi. ZKuTTeBHIi
s, 3a H. CaBuipkoro, — ocHoBa 17151 pOpMyBaHHSI KPUTEPIiB
nepioaun3anii; npeamer Oiorpadiku B HEPO3PHBHIN €JHOCTI 3 UiT-
KO BHOY/IOBaHOI TOCHIJOBHICTIO €TalliB TBOPYOi €BOJIOLIL; Mpo-
Hec KUTTECXOKEHHSI MHTIS,, IO MAa€ CBOi, MPUTaMaHHI HOMY
napamMeTpu: CTpaTerilo, TPUBAJIICTh, MO/AI€BY HACHUYEHICTb. binbmr
KOHKPETH30BaHO II¢: JiaXpOHHUI BEKTOp €BONIOLIi BiTalIbHOTO i
TBOPYOTr0 MOTEHLIaTy; PO3TOPHYTa B Yaci MOJEIb )KUTTS y KOHTEK-
CTi KOHKPETHOTO 1CTOPUYHOrO MEpiody; COLiajibHO AeTepMiHOBa-
HUH Ipolec akTyasizalii o0cOOMCTICHOTO NOTEHIialy; Cy0 €eKTHBHA
oprasizaiisi )KUTTE3AIHCHEHHS Bijl MPOJIOTY JIO CIIOTY; MOAIl 30-
BHIIIHBOTO CBITY Kpi3b NpU3My iHAMBInyansHOl nouit. Yac ocum-
ms AK )KUTTEBUH LUKI € MAKOPEHHSM OYyTT€BOi TpaekTopii, ii
CTaJIoro KoJI0O0iry He3BOPOTHIN BIKOBIM LMUKIIYHOCTI; 306HiuMill
TJIaH )KUTTEBOTO LIUKITY BiIOOPaKy€e MOHSTTS MAKPOUACy.

Ha my3uko3HaBye po3yMiHHSI XPOHOTOMNY (4aCOMPOCTOPOBOT
€THOCTi CIPUUHATTS 1 TBOPYOTO OCMUCIICHHSI, XYA0KHBOTO MpoLie-
Cy Ta MPEIMETHOCTI XyA0KHBOI ()OPMHU) BIUIMBAE HAYKOBA MOCTHUKA
M. baxrina, 3a aKot0 “... SKUMH O He OyJIH 11l CMUCIH, II00 YBIHTH
B Hall JIOCBiJl, BOHW MOBHUHHI MPUHHATH SIKECh YaCO-IIPOCTOPOBE
BUPaKEHHS, TOOTO MPUHHSTH 3HAKOBY (OpPMY, YyTHY i BUAUMY
HaMH... XPOHOTON BH3HAYA€E XYIOXKHIO E€IHICThH JIITEPATypPHOrO
TBOpY WIOAO HOro peanbHOi AilicHocTi. ToMy XpoHOoTON y TBOpI 3a-
3 T. Turapenko. JKUTTeBHIA CBIT 0COOHCTOCTI: Y MeXkax i 3a Mexkamu Oynexnocri. Kuis, 2002. C. 74, 77.

Casunbka H. BikoBi aclieKTH KOMIIO3UTOPCHKOT JKUTTETBOPYOCTI: JIHC. ... I-pa MHCTELTBO3HABCTBA;
crern. 17.00.03 — my3suune mucrenrso. Kuis, 2010. C. 155-157.
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BXK/IM BKJIIOYA€ MIHHICHUN MOMEHT, SKUW MOXXe OyTH BUIIICHUM
3 LJIOTO XYA0KHBOT'O XPOHOTOIY JIMILE B a0CTPAKTHOMY aHalli3i.
AOcCTpakTHE MHCJICHHS MOe, 3BUYaifHO, MUCIHMTH 4ac 1 IpocCTip
B 1X OKPEMOCTi i BiIBOJIKATHUCS BiJi IX €MOIIHHO-IIIHHICHOTO MO-
MEHTY. AJie )XHMBE XYJA0XKHE ... HIYOTO HE MOLISE 1 Hi BiJ 4OTO HE
BiJIBOJTIKa€ThCs. BOHO CXOIUIIOE XPOHOTON y BCil HOTO MiJIICHOCTI
Ta MOBHOTI. MHUCTEUTBO Ta JIiTepaTypa MPOHU3aHI XPOHOTOMIYHU-
MU LIHHOCTSIMH Pi3HUX CTYTIEHIB Ta 00csTiB. KoxkeH MOTHB, KOXKeH
MOMEHT XYA0KHBOT'O TBOPY, L0 BUIISIETHCS, € TAKOKO LIHHICTIO ™.

3. XpoHoronu 3ycTpiui, masxy (aoporu) — HaiOinbm Oe3-
MOCEPEIHBO BTIIIOIOTH IIMH Yacy, 3yMOBIIIOIOT, SIK €Mi()eHOMEHH,
XPOHOTOIH MOPOra, KPU3U Ta )KUTTEBOTO MEPETIOMY, Y MUCTELTBI
3aBKIM 3HAXOASATh METaQOPUYHI T4 CHMBOJIYHI IMIUTIIIUTHI BTi-
JIeHHs.. XPOHOTONH B JKHUTTI € CIIOCOOOM yTpHUMATH 4Yac, ympea-
METHHUTH 1 BTUIMTH 4Yac; XPOHOTONU y MHUCTEITBI MpPU3HAYCHI
MEPEeTBOPIOBATH 1Ii yTPUMYBaHHS 4acy Ha LIHHICHI MOMEHTH JIOJI-
CbKOrOo OyTTs, 10 31aTHI HAOyBaTH MHOXHHHOCTI, CTaBaTH CIO-
co0oM oOuHnCIIeHHS Tepediry — pyxy >KHTTS, CTBOPIOBATU €(EKT
TpaHC(iHITO — BOJHOYAC BiAKPUBATH XPOHOMORIUHI nidcmagu
mpancginimnoi Muodcunu oymmas.

B omepHomy TBOpi yci XpOHOTONM MPOXOASTH Kpi3b 0OcOOHMC-
TiCTh, & BIIMIHHICTb 1 €IHICTh Yacy (4aciB) BU3HAYAETHCS HOJICIO
MIPOBITHUX MEPCOHAXKIB, Yepe3 K1 peanizyeTbes Aisl, 3A1HCHIOETHCS
ctokeT. Onepa — HaOIIBII JIIOAMHO3HABYHUI XKaHP®, IO BOJIOAIE
yCi€I0 KOHKPETUKOIO MPEICTaBICHHS JIOIUHH Y il Ta nepeKuBaH-
Hi, BOAHOYAC 3 TPAHUYHHUM Yy3arajJbHEHHSIM iICTOPUYHOTO (MeTaic-
TOPUYHOTO) TUIY JIIOAMHH SIK ICTOTH, sIKa ‘“‘lam’siTae, po3yMie Ta
mobutek’ (M. baxTin).

XpoHoToll y My3ulll (y My3UYHOMY TBOpi) MOCTa€ K BUBE-
JEHHSI 10 PIBHS CMHCIIOBOI SIKOCTi YacOIpPOCTOPOBUX BiJHOCHUH,
MeBHOT 3ByKOOprasizamii; edext 3ycTpiui 3ByKOBOi MaTepii My3u-
KM 3 YacOIPOCTOPOBUM YCBIIOMJICHHSM, MHCJICHHSIM, CMUCIIaMHU

5 .

Baxtur M. ®opMbI BpeMeHH U XPOHOTOIA B poMare. O4epKH 110 HCTOPHIECKOi modTHKe // Bompocst
nuTepatypsl u dctetuku. M.: Xya. it 1975. C. 234-407.

OnepHa TBOPYICTh Ja€ BCi YSBICHHS PO AIHCHICTD i JitomuHy “rermmu pykamu” (1. Py6ina), 3i
CHIBYYTTSIM Ta MiATPHMKOIO.
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aBTopa; (OPMYBAaHHSI CEMAaHTUYHHMX 1HBAPiaHTIB — SIK CTOCOBHO
KOMITO3MIIITHOTO L1JIOTO, TaK 1 MOI0 OKPEMHX E€TariB 4acolpoCcTo-
POBOrO CTaHOBJIEHHS. Y KUTTEBOMY BUMIipi XpPOHOTOMIYHMN MiJ-
Xig BUsBISE ciocoOu (OpMYBaHHS MEBHOI OCOOMCTICHOI MOJedi,
TICHXOJIOTTYHO-TiSTTbHICHOTO TUITY JIFOAUHHU.

4. HaounicTe 1 Bizyamizauwisi (HaciaiIOK CHHTETHYHOI MPHPOAU
OIIEPHOI'0 00pa3y) ONEPHUX XPOHOTOIIB MPOTUCTOITh KOTHITUBHIN
MPUXOBAHOCTI 1 MUCIICHHEBIN crienuikalii >KUTTEBUX XPOHOTOIIB
(SIK XpOHOTOIIIB JKUTTEBOrO NUISIXY). CriJIbHE Mi>K HUMH — HaMaraH-
Hsl pealTi3yBaTH yTOMIYHI 171e1, MparHeHHs 10 “3A1iCHEHHS HEMOXKIIU-
Boro”. [loTaiine y cBimomocTi cTae (pakTHUHO-IIHCHUM B ONEPHOMY
TEKCTI; OMEPHI XPOHOTOITM 3aCBOIOIOTHCS, CBOEPITHO “‘TIOJABOIOIOTH-
cst”’ 'y JTIOACBKOMY JKHUTTi; )KUTTEBI XPOHOTONH (XPOHOTOMNH KUTTEBO-
IO [UISXY) BTUTIOIOTHCS Ta MOABOIOIOTHCS ONIEPHUM YHHOM. . .

OmnepHi XpOHOTONH MOKHA KATEropizyBaTH sIK TaKi:

AYUIEBHOTO Jaay — “TIOpsAAKY” Iyl Ta “eMOLiifHOTO IyXy’
(3a M. lllenepom): ocBiqueHHsT — 3i3HaHHsI (30KpeMa y KOXaHHI);
repoiyHOro BUMHKY — MiJHECEHHS; IIJIIXETHOrO THIBY — 00ypeH-
HsI; PO3CTaBaHHSI, MPOIIAHHS.

PyXy — nii, monii, CIoKeTy, Bil MUHYJIOTO 10 HACTYITHOTO,
MailOyTHBOTO; SIK €AHAHHS — 3YCTPIYHOro, 3 e(eKTaMu MOBep-
HEHHsI, HUKJi3alii; K ysSIBHO-MOJEIIOI0YOro, IUBIHATOPHOIO; SIK
BiJI0Opa’keHOr0 MPUPOITHOr0. 300pakalibHO-“KUBOIUCHOTO”; Bij-
TBOpPEHHS 30BHILITHBOI AMHAMIKH OYTTS, Pi3HUX “30BHIIIHIX CHIT”,
SK TMMO3UTHBHUX, TaK 1 HETAaTUBHHUX.

0c00uCTOl 10J1i — MenialbHUH, O MOEJHYE BHYTPILIHBOIICH-
XOJIOTTYHMN Ta 30BHILTHHONOAIEBUH MJIAHU ONIEPHOTO YacOMpPOCTO-
Py, 30kpema (aTanbHUN TparediiHUN XpOHOTOII.

Jns omepHHX XPOHOTOMIB OCOOJMBO Ba)KJIUBUMHU (KOHCTH-
TYTUBHUMH) € TEPCOHOJIOTIYHI XapaKTEPHUCTHKH, 30KpeMa Ta-
Ki, IO CYNpOBOJKYIOTh KOHLEIMIII0 ONEPHOi M0Ji; B3a€MOIis
y3arajJbHEHUX THUII30BaHUX Ta IHIWBIAYyaJbHUX KOHKPETHU30-
BaHUX IMOKA3HHMKIB y CI0cO0ax iCHyBaHHS MEpPCOHa)ka — Omep-
HOTO reposi; GeHOMEH “BHYTPIIIHBOTO rojocy”, 1 sIK CMUCIOBHH
NPUXOBAHMN MJaH [ii, 1 K MpsiMe 3ByYaHHsI TOJIOCY MEepPCOHaXa,

B
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My3WYHE BHCJIOBJCHHS', yCi BUIU Ta CMOCOOW MOBTOPHOCTI, pe-

MIHICIICHTHOCTI, BiJ CLIEHIYHO-BUIOBUIITHUX CUTYaTUBHUX JI0 MY-

3MYHO-TEMAaTUYHUX, IHTOHALIHO-MOBJICHHEBHUX, SIKi CIIPUSIOTH

e(eKkTy pO3IMKHEHOI BiIbHOI IUKJIIYHOCTI, HAHOUIbIIIE HA MUISAXY

LiTiCHOT CUMQOHIYHOT ApaMaTyprii OnmepHOro TBOPY, 103BOJSIOThH

BHSBIISITH SIK CIICITUGDIYHO XYA0XKHIM, XPOHOTON MTOBEPHEHHSI.
7KuTTeBi XpOHOTONN MO3NLIOHYIOTHCS AK:

MoYaToK — “HavyaJja”, “BikoBi nmpoJieroMenu”, IOHICTh, paH-
Hil Iepioj] TBOPUYOCTI, YUHIBCTBO — 3aCBO€HHS MONEPEAHBOTO J10-
cBify (omopa Ha mam’Tb, Ha MUHYJIE, TPAAHIIIO0 TOLIO);

CTAHOBJIEHHSI Ta JOCATHEHHSI HOBUX PiBHIB, pyOexiB, 3MyK-
HiHHS, 3pUTICTB Ta “pO3KBIT” (“BiK akme”);

HenependavyBaHUi “Hi3HiN Bik” — Ak 3aBepIIaJIbHA 1002;
SIK CIIOHTaHHI a00 CBiJIOMi MiJICYMKH; SIK HOBI 1HCAWTH; K KpHU3a
ta crnaj romo. CaMe Ha IbOMY €Tari sK nepeaoadeHHs 0akaHoro /
HebaxaHOro MailOyTHHOTO BUHUKAE XPOHOMON 0COOUCHOT ycum-
meeoi 0ol — y3aralpHIOIYa ceMaHTHYHA Mozaenb (“‘cueHapiii”)
SKUTTEBOTO ILISAXY.

XpOHOTOI OCOOUCTOI KUTTEBOI JIOJI MICTUTh y COOl IHTEHIIi-
OHAJI CIIOTaJy-TIOBEPHEHHS, TaKOX Mependadae apredakTHe ITij-
TBEPKEHHS MPOHICHOr0 IIJIAXY, Yacy )KUTTS IK MaKpodacy.

[epionuzariis KUTTEBOTO ILIAXY, 3anpononoBana H. CaBuiib-
KO0, Ha0yBa€ YHIBEPCAJIBHOTO 3HAUYCHHS, MOXKE CIPUUMATHUCS K
XPOHOTONIYHUHN 1HBapiaHT, U0 Ma€ Pi3HI CHOCOOH XYIOKHBOTO
BTUJICHHS, ajeé TakoXk mependavae d KOMIO3ULIHHUI iHBapiaHT,
a caMe — PO3IOJIJ XY/I0OKHBOTO YacOIPOCTOPY JiHIHHO Ta Bep-
THUKaJIbHO, APAMaTypriyHO Ta IIHHICHO, MOXKE CTaTH KIJIFOUEM JI0
“OmepHOro 4acompocTopy’.

Binomo, o K. FOHr Bu3HauaB ocobucti BHyTpilIHI rojocu sk “3acturinx 6oris”, “6e30c0608i
CHIIH it eHeprii Benmye3Horo MacmTaby”, IO € HOCISIMH KyJIBTYPH, TyXOBHHX LIHHOCTEH, TIepeIaloThCst
BiJI TOKOJIHHSI 10 OKOJIIHHS, 32 BCI YacH JIFOJCHKOT icTopil. “BHyTpiiiHiii roioc”, ocobimso B
MY3HIli, JOCUTB TICHO TOB'SI3aHUM 3 IPOBITHUMH €MOLISIMHU # 3aBXKAN “03BYUeHHN” — SKIIO HE
CITiBOM, TO TOJIOCOM OpKecTpy. TaKMM YHHOM, BHHUKAE Ta 0COOIMBA IICUXOJIOTIYHA PEabHICTh, SKa
HE YIIPEIMETHIOETHCS Ta HE CTA€ HAOYHOIO Y 3BUYAEBOMY JKUTTI. A 30BHILIHIH 3B'SI30K 3 10JICHO
MpOsBISIETHCS Olnbiiie y opmi ii mepcoHaxa K MpoieroMeHa 10 iHTyiTHBHO-IIOYYTTEBOTO aKTY; TAKOK
HE BUKJTIOYAETHCSI MOKIIMBICTD Y TIEBHUX BUITAJIKaX MAapalIeIbHOTO PO3BUTKY 30BHILIHIX i BHYTPILIHIX
3aco0iB BUpakeHH iz1ei Ta 00pasy o B oriepHoMy TekcTi (1uB.: Yenb Csionail. daranbHa Tema

B OIIEPHOMY MI/ICTCL[TBiZ XyﬂO)KHBO-CCTeTI/I‘[Hi Ta MySI/I‘IHO-BI/IKOHaBCBKi nmapamMeTpu: auc. ... 1-pa
dinocodii. Oneca, 2024. C. 99-101).
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5. CuHTeTHYHA TPUPOAA OMEPHOrO XPOHOTOMY (3 AEKIIBKOX
TOYOK 30pY) CHpHSE€ YTOUHEHHIO (YHAOUYHEHHIO-IPOMOBIISIHHIO)
MY3UYHO-CEMaHTUYHHUX YCTaJeHb, TOMY CIPHIE BUOKPEMIECHHIO
ONEPHUX OCOOMCTICHUX XPOHOTOMIB caMe K MY3HYHO-CEMaHTHY-
HUX, MY3UYHO-L[iHHICHUX. [luKiiuHa MOCTIHHICTH KPUTEPIIB PyXY
JI0 MUHYJIOTO — Yy TENEepilTHbOMY — JI0 MalOyTHBOT'O Ma€ MPOTO-
THUIIH, TAKOXK CIYTYE MPELEACHTOM Il a30BOCTI KOMITO3HLIHHOTO
BUKJIAAY, QYHKIIOHATIBHOTO PO3MOMINY CTPYKTYPHUX YACTHH MY-
3MYHOI (CHHTETUYHOI XyJOKHBO1) (OPMHU Ha: EKCIO3ULII0 — PO3-
BUTOK — TIOBEPHEHHs (BMi3HAHHS), PENPU3HICTh — (iHAIBHICTB,
IO CIIPUMMAETHCS K BTUJICHHSI SIBUL HAPOJKECHH sI-CTAHOBJICHHS;
PO3BHUTKY-3MiHH; CAMOPO3BUTKY-CaMOaKTyalizauii i TOCATHEHHS;
pO3CTaBaHHS Ta MOBEPHEHHS / TIEPEXOY.

TpaexTopii 0COOUCTICHOT 0, Y TOMY YHCHI K J0JI1 OMEepHOI
MePCOHAXKHOT 0OCOOMCTOCTI, MependavatoTh:

XPOHOTON TENEPIlIHBOTO SK MEPEKUBAHHS Ta MPOMOBIISHHS,
PO3MOBIIb, HAPATUB, IPSME MOBJICHHS, CAMOBHUSIBJICHHSL...;

XPOHOTON MUHYJIOTO SIK HAKOIMMYEHHS 1 30epe:KeHHSI-BTiJICHHS,
BTpara i 3a0yBaHHs (OHOBJICHHS);

XPOHOTON MaiOyTHBOrO SIK OYIKYBAaHHS Ta BIAKPUTICTB, TAKOX
OCTaTOYHICTbh — (DIHAJBHICT i, ajie i MPUIyCTHMa HEBU3HAUCHICTb,
10 CyTNePEYUTh a0COFOTHOCTI 3/11IMICHEHOTO JKUTTEBOT'O IIUISIXY.

VYTiM micis 3aBepIIeHHs 1 ONepHUH TBIp, 1 JIIOJCHKE KUTTS I1e-
PETBOPIOIOTHCS HA “a0COMIOTHUH TEKCT, Y IKOMY ISl BUIIaIKOBOC-
Ti GinplIe HeMae micsa™s.

Hacainkamu ninHicHOI mepeTBOPIOI0Y0I B3a€MOiI ONepHUX
Ta JKUTTEBUX XPOHOTOMIB € TaKi.

* OnepHU# CBIT MOCTA€E SIK LiJTiCHE MY3HMYHO-CLEHIYHE BTiJICH-
HsI BHYTPILIHBOTO CBITY JIIOAMHK; (pOpMyeThCs 0a30Ba €THKO-ECTe-
TU4YHa QYHKLIS “ONEepHUX BPaXXCHL Ta ONEPHUX IMOYYTTiB.

* CnenudiyHa omepHa EMOIIOHOJOTIs JI03BOJISIE IMEHYBaTH
MIPOBIJIHI SKICHI TICUXOJIOT14HI CTaHU JTFOJIMHH.

* AKTaHTHa MOJENb OINEPU 1 THIIOJIOTIS ONEPHUX TEPCOHAXIB
CHPUSIOTH BUOKPEMJICHHIO 00pa3y OINEpHOro reposi AK B3ipLeBoi

8 X. Bopxec. ymaroun Brosoc. Y-t benbrpano, 1979. C. 15.
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JIOBEPIICHOT 0COOUCTOCTI.

* OmnepHa CIOKETOJIOrisl (PYHKLIOHYE SIK MUCTEIbKa CIIEKTPO-
rpaMa JIOJCHKMX MiKOCOOMCTICHUX BiJHOIIEHb — Y TOKpPAaIeHO-
MY, BAOCKOHAJICHOMY Ta HaJ4YaCOBOMY BHIJISIAL /BUMII.

* CTBOpIOETHCS yHIKaJlbHAa ONEpHAa ‘TePCOHAKHa OCOOUCTICTH’
SIK OKPEMHH XyJI0’KHbO-ECTETHYHUH Ta My3UYHHH ()eHOMEH.

* OcoOHUCTICHI XpPOHOTOIH, 1110 BUSIBIISIFOTHCS B OTIEPHiil TBOpUOC-
Ti — y JpaMaTypriuHux TPAeKTOPISX ONEPHOro TEKCTY, — HaOyBarOTh
3HAYEHHS MHOKMHH “BXOJIiB” JI0 APUHU CMUCITY, EMOIiTHO-IIiHHIC-
HOT'O BiZI3HAUECHHS JKUTTS (aJKe “YCITISIKUE BCTYII 10 OpaMu CMHCITIB
BiOyBaeThCs HLIIe Yepe3 Opamu XpoHOTOIIB”, 3a M. baxtinum).

BucHoBkH. XpoHOTONM — Iig BIXM NaM’sTi Ta “npocTopy yacy’.
“OmnepHuii CBIT” NEPETBOPIOE BiTHOIICHHS JIFOACHKOI 0COOMCTOCTI 3
9YacoOM Ha TaKi LIHHICHI MOMEHTH (OCEPEKH) JIFOICHKOro OyTTS, 10
3naTtHi HaOyBaTu sikocTel TpaHcgiHiTHOI (HecKiHUeHHOI, Oe3Mex-
HOI, TaKoi, 0 3HAXOOUTHCS 32 MEKaMHU KiHIEBOIO, HE MiJAa€ThCs
0CTaTOYHOMY MiJpaxyBaHHIO...) MHOKHMHH, KOJIM OKpeMa MOoIis —
OKpeMi 3/1iHCHeHHS, YaCOBl PyXH — JOPIBHIOIOTH JKHUTTIO B I1JIOMY,
Ha3aBXJI CTalOTh YACTHHOIO JIIOACHKOro Tiepe0yBaHH B 4aci, TOOTO
csraroTh BiuHOCTI. Iness MHOXKHMH, YaCTUHM SIKMX HE MEHIIE I11JIOro,
nependayae ysSBICHHS MPO Yac sIK PO MHOXKHHU TMOCIiOBHOCTEH,
YacoBi psi/in, KOJKEH 3 SIKUX IIparHe HecKiHueHHocTi. Brache we i Oyiio
TOJIOBHOIO “‘OTEPHOI0 i1e€t0”, Bix MoHTeBepi 10 Mecciana — JnoTsT-
HYTH JIIOACBKUI Yac — JIIOJICbKE MIEPEKUBAHHS Yacy, ySABICHHS PO
yac — J10 BiuHOCTI, OCKiNbKY i/1est Bi9HOCTI € “HalpeKpacHiIIow 3
yCIX i/1eif, CTBOPEHHX JIIOAMHO . Yac MOXkKe BUCTYIaTH PyXJIHBUM
o0pazom Biunocri, yac — 1ie i € “map Biunocti” (Bix BiunocTi).
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ABOUT THE “OPERATIC WORLD” AND CHRONOTOPES
OF THE “LIFE PATH” OF THE PERSONALITY

“Reason by nature wants to be eternal” (Thomas Aquinas)

“Great souls do not disintegrate with the body” (Tacitus)

Keywords: chronotope, chronotope of meeting, opera world,
life path of an individual, time, memory, value consciousness, op-
era chronotopes, operatic emotionology, “inner voice”, life chrono-
topes, transfinite set.

Introduction. According to H. Borges, the core phenomena
of human existence — time, memory, and immortality — arise
from cognitive experience and closely align with humanity’s need
to comprehend the unity of being. These phenomena underpin the
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universalization of concepts such as the world and the life journey,
grounding them in the realities of existence and the value-based
consciousness of individuals. For humans, time is fundamentally
characterized by its dual nature: simultaneity and continuity (or
extension).“The world began its existence together with time, and
since then everything in the world happens sequentially <...>. Time
is sequential because, having left the eternal, it seeks to return to
it. The idea of the future corresponds to our desire to return to the
Beginning...” [2, Pp. 103-104.].

According to Borges, the issue of immortality occupies a sec-
ondary role, yet it is this very concept that underscores the signifi-
cance of the conditional (imaginary) spatial markers of time as a
“miraculous part of the world whole”. These markers, encapsulated
by the category of chronotope, enable us to clarify the relationship
between the human personality and reality — both in real life and
in artistic realms, particularly music.

One of the most significant chronotopes is the meeting, from
which everything begins, both in the real world and in the operatic,
conditional world of the individual. Fateful meetings that shape the
development of modern Ukrainian musicological thought include
the life journeys and humanitarian ideas of Maryna Romanivna
Cherkashyna-Hubarenko and Natalia Vladyslavivna Shvets-Savyts-
ka, whose works are key to this categorization.

1. “Opera world” and “life path” of the individual are two con-
ceptual metaphors. The first has its roots in musicology, while the
second originates in modern psychology. Despite the distinctiveness
of these categories, there exists not just an interdependence between
them, but a crucial methodological connection. This is particularly
evident in the fact that opera, as a form of creative expression, serves
as one of the most comprehensive mirrors in which human society
can observe itself — not only from the outside, but also from within.
It is a mirror with its own important “behind the looking glass”. In
particular, the opera world, according to Yu. Chekan, is “The world
that really is...”, that is, it has all the signs of a powerful real real-
ity [3]; but, at the same time, it is also a conditional space of artistic
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action (event), which exists on the basis of specific genre guidelines
of operatic poetics and allows reproducing the “human world” on
the desired (predicted) value-semantic principles; the operatic world
indicates the ability of musical and theatrical art to create a paral-
lel conditional artistic reality, which acquires the meaning of a true
semantic reality, that is, produces a special “value world”.

The life path of a personality is a concept of a completely different
origin, which even leaves the weight of something formal and rhetor-
ical; but it contains an important chronotope of the path, focused on
the dynamic psychological essence of human existence. The life path
is the most capacious concept of those used in modern personality
psychology, combining assessments of the life cycle of an individual,
the time of life and ontogenesis. “A person is a continuous movement,
a total evolution...”; “Life path is a conscious, experienced, struc-
tured time of life, which is constantly being rethought; thanks to the
main life path that we overcome, we become mature individuals or
do not have time to become them <...>; <...> provides for numerous
options within the framework of one biography”[6, p. 74, 77].

2. In musicological discourse, the concept of the life path is
deepened and takes on new, distinct characteristics, offering a fresh
perspective on the nature of personality. According to N. Savitska-
ya, the life path serves as the foundation for forming criteria for pe-
riodization; it is the subject of biography in inseparable unity with a
clearly structured sequence of stages in the creative evolution of the
individual. It represents the artist’s ascent through life, marked by
its own inherent parameters: strategy, duration, and the richness of
events. More specifically, it encompasses: the diachronic evolution
of vital and creative potential; a life model shaped over time within
a specific historical context; a socially determined process of actu-
alizing personal potential; the subjective organization of life from
prologue to epilogue; and the events of the external world filtered
through the lens of individual fate [5, Pp. 155-157]. A lifetime, as
a life cycle, is the subordination of the existential trajectory to the
stable, cyclical progression of irreversible age-related stages. The
external aspect of the life cycle reflects the concept of macrotime.

— 26—
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The musicological understanding of the chronotope — con-
ceived as the spatiotemporal unity of perception and creative
comprehension, the artistic process, and the objectivity of artistic
form — is influenced by M. Bakhtin’s scientific poetics. According
to Bakhtin, “Whatever these meanings may be, in order to enter our
experience, they must take on some spatiotemporal expression, that
is, take on a symbolic form, audible and visible to us... The chro-
notope determines the artistic unity of a literary work in relation to
its real-world reality. Therefore, the chronotope in a work always
carries a value moment, which can only be isolated through abstract
analysis. Abstract thinking may consider time and space separately,
detaching them from their emotional and value dimensions. Howev-
er, living art ... does not divide anything or distract from anything. It
grasps the chronotope in all its integrity and fullness. Art and litera-
ture are permeated with chronotopic values of varying degrees and
volumes. Every motif, every moment in a work of art that stands out,
embodies such a value” [1, Pp. 234—407].

3. The chronotopes of the meeting and the path (or road)
most directly embody the flow of time, shaping how epiphenom-
ena — such as chronotopes of the threshold, crisis, and life’s turn-
ing points — are metaphorically and symbolically expressed in art.
Chronotopes in life serve as a way to hold and objectify time, while
chronotopes in art are designed to transform these moments of time
into significant episodes of human existence. These moments can
acquire a sense of multiplicity, becoming a way to calculate the
course — the movement of life — and creating the effect of trans-
finito. At the same time, they open up the chronotopic foundations
of the transfinite multiplicity of being.

In an operatic work, all chronotopes pass through the personal-
ity, and the difference and unity of time (times) is determined by the
fate of the leading characters, through whom the action is realized,
the plot is carried out. Opera is the most anthropological genre',
which possesses all the specifics of the representation of a person

10 Operatic creativity provides all ideas about reality and man with “warm hands” (D. Rubin), with
compassion and support.
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in action and experience, at the same time as a limit generalization
of the historical (metahistorical) type of a person, as a being who
“remembers, understands and loves” (M. Bakhtin).

The chronotope in music (in a musical work) appears as a deri-
vation to the level of semantic quality of time-space relations, a
certain sound organization; the effect of the meeting of the sound
matter of music with the time-space awareness, thinking, meanings
of the author; the formation of semantic invariants — both in rela-
tion to the compositional whole and in relation to individual stages
of time-space formation. In the life dimension, the chronotopic
approach reveals the ways of forming a certain personal model, a
psychological-activity type of a person.

4. The clarity and visualization (a consequence of the synthetic
nature of the operatic image) of operatic chronotopes — opposes
the cognitive concealment and mental specification of life chrono-
topes (as chronotopes of the life path). What is common between
them is the attempt to realize utopian ideas, the desire to “realize
the impossible”. What is hidden in consciousness becomes actually
real in the operatic text; operatic chronotopes are assimilated, in a
way “doubled” in human life; life chronotopes (chronotopes of the
life path) are embodied and doubled in an operatic manner...

Operatic chronotopes can be categorized as:

of mental order — “order” of the soul and “emotional spirit” (ac-
cording to M. Scheler): declaration — confession (in particular in love);
heroic deed-elevation; noble anger-indignation; parting, farewell.

movement — action, event, plot, from the past to the next, the
future; as a unity — counter, with effects of return, cyclization; as
imaginative-modeling, divinatory; as reflected natural. Imaginary-
“picturesque”; reproduction of the external dynamics of being, vari-
ous “external forces”, both positive and negative.

personal fate — medial, combining the internal-psychological
and external event plans of the operatic time-space, in particular the
fatal tragic chronotope.

For operatic chronotopes, personological characteristics are espe-
cially important (constitutive), in particular those that accompany the
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concept of operatic fate; the interaction of generalized typified and indi-
vidual concretized indicators in the ways of existence of the character —
operatic hero; the phenomenon of the “inner voice”, both as a semantic

hidden plan of action, and as a direct sounding of the character’s voice,
musical expression''; all types and methods of repetition, reminiscence,
from stage-spectacle situational to musical-thematic, intonation-speech,
which contribute to the effect of open free cyclicity, most of all on the

path of a holistic symphonic dramaturgy of an opera work, allow us to

reveal, as a specifically artistic, the chronotope of return.

Life chronotopes are positioned as:

beginning — “beginnings”, age “prolegomena”, youth, early
period of creativity, apprenticeship — assimilation of previous ex-
perience (reliance on memory, on the past, tradition, etc.).

formation and achievement of new levels, boundaries, matura-
tion, maturity and “flowering” (“age of acme”).

unpredictable “late age” — as the final era; as spontaneous or
conscious summaries; as new insights; as crisis and decline, etc. It is
at this stage, as a prediction of the desired / undesirable future, that
the chronotope of personal life destiny arises — a generalizing
semantic model (“scenario”) of the life path.

The chronotope of personal life destiny contains the intentional-
ity of memory-return, and also implies an artifactual confirmation
of the path traveled, the time of life as macrotime.

The periodization of the life path, proposed by N. Savitskaya,
acquires universal significance, can be perceived as a chronotopic
invariant, which has various ways of artistic embodiment, but also
implies a compositional invariant, namely, the distribution of artis-
tic time-space, linearly and vertically, dramaturgically and in terms
of values, can become the key to the ,,operatic time-space”.

2 e

4t is known that K. Jung defined personal inner voices as “frozen gods”, “impersonal forces and
energies of enormous scale”, are carriers of culture, spiritual values, are transmitted from generation to
generation, throughout all times of human history. The “inner voice”, especially in music, is quite closely
connected with the leading emotions and is always “voiced” — if not by singing, then by the voice of the
orchestra. Thus, a special psychological reality arises that is not objectified and does not become visible
in ordinary life. And the external connection with fate is manifested more in the form of the character's
action, as a prolegomenon to an intuitive-sensual act; The possibility of parallel development of external
and internal means of expressing the idea and image of fate in an opera text is also not excluded in certain
cases [more on this 6, Pp. 99-101].
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5. The synthetic nature of the opera chronotope (from several
points of view) contributes to the clarification (visualization-pronun-
ciation) of musical-semantic settings, therefore it contributes to the
isolation of opera personal chronotopes precisely as musical-semantic,
musical-value. The cyclical constancy of the criteria of movement to
the past — in the present — to the future has prototypes and also
serves as a precedent for the phasing of the compositional presentation,
the functional division of the structural parts of the musical (synthetic
artistic) form into: exposition — development — return (recognition),
reprise — finality, which is perceived as the embodiment of the phe-
nomena of birth-formation; development-change; self-development-
self-actualization and achievement; separation and return / transition.

Trajectories of personal destiny, including the fate of an operatic
character, include:

Chronotope of the present as experience and utterance, story,
narrative, direct speech, self-expression...

Chronotope of the past as accumulation and preservation-em-
bodiment, loss and forgetting (renewal)

Chronotope of the future as expectation and openness, also fi-
nality — finality of action, but also permissible uncertainty, which
contradicts the absoluteness of the completed life path.

However, after completion, both the operatic work and human
life turn into an “absolute text in which there is no longer any place
for chance” [2, p. 15].

The consequences of the value-transforming interaction of
operatic and life chronotopes are the following:

* The operatic world appears as a holistic musical and stage em-
bodiment of the inner world of a person; the basic ethical and aes-
thetic function of “operatic impressions” and operatic feelings is
formed.

* Specific operatic emotionology allows us to name the leading
qualitative psychological states of a person.

* The actant model of opera and the typology of opera characters
contribute to the isolation of the image of the opera hero as an exem-
plary perfect personality.
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* Operatic plotology functions as an artistic spectrogram of hu-
man interpersonal relationships — in an improved, perfected and
timeless form/dimension.

A unique operatic “personality” is created as a separate artistic,
aesthetic and musical phenomenon.

* Personal chronotopes that appear in operatic creativity — in the
dramaturgical trajectories of the opera text— acquire the meaning of a
set of “entrances” to the realm of meaning, emotional and value-based
celebration of life (after all, “any entry to the gate of meanings occurs
only through the gates of chronotopes”, according to M. Bakhtin).

Conclusions. Chronotopes serve as landmarks of memory and
as the “space of time.” In the realm of opera, the human relationship
with time is transformed into profound, invaluable moments — cen-
ters of existence — that take on the qualities of the infinite. These
moments become part of a transfinite set, where individual events
or temporal movements are as significant as life itself, forever woven
into human presence in time and thus touching Eternity. The con-
cept of sets, where individual parts are as vast as the whole, reflects
an understanding of time as a series of sequences, each striving to-
ward infinity. This idea lies at the heart of opera, from Monteverdi to
Messiaen: to stretch human time — our experience and perception
of it — toward Eternity. As noted, “the idea of Eternity is the most
beautiful of all ideas created by man” [2, p. 90]. Time, in this context,
becomes a moving image of Eternity—a “gift of Eternity”, bestowed
upon human experience to bridge the finite and the infinite.
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®EHOMEH OCOBUCTOCTI
MAPUHU POMAHIBHU YEPKAIIIUHOI-I'YBAPEHKO

Knrouosi cnosa: ykpaircoke my3uKo3Ha8Cmeo, heHoMenono2is
ocobucmocmi, 00CAIOAHCEHHS ICMOPIl MY3UKU, HAYKo8Ull 6Hecok Ma-
punu Yeprawunoi-I'ybapenko, poounua cnadwuna Yeprxawunux

3asiBieHa TemMa y mepiuii ii yacTuHi nepenaycim, 6e3yMOBHO, Ha-
JISKUTH 10 (PEHOMEHOJIOTTYHOTO TUCKYPCY CTOCOBHO OCOOMCTOCTI
BUJATHOI MY3MKO3HABHIIi, JOKTOPKH MHCTEITBO3HABCTBA, Mpode-
copku Mapunu PomaniBan Yepkammuoi ['yGapenko (1938-1924).
VYTiM el AUCKYypC HIOM JUCKYTY€E 3 MOAAJBIINM MOCHJIAHHSAM Ha
TICXOJIOTIYHY KaTEropiro “0cOOMCTOCTI”, ika CBOIMU 3araJIbHUMH
pucamu (0COOMCTICTh — CaMOAOCTATHIN 1HJAMBIN) CIIEPEUAETHCS 3
napameTpaMu (peHOMEHa: y CTBOpEHiH Kkomi3ii “eHOMEH — oco-
OUCTICTE” “0cOOUCTICTE KePYETHCA MapaMeTpaMHu “AOCTaTHOCTI”, a
“penoMen” — HaBIaKM, MparHe J0 iX NOAOJaHHS i HepeBEePIICHHS.

OnHaye OCHOBHUU iH(popMaTuBHUH Tsirap Oepe Ha cebe Ipy-
ra yactuHa TemMu. TyT MH TOTpamiseMo B iHGopMamiifHUi mop-
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Taj, Jie 3ycTpiyaemMo 0e3iv iHINUX (EeHOMEHIB — OCOOHCTICHHX,
MUCTEUBKUX, KyJIbTYPHHUX, SIKi BXKE JaBHO MEPECTYMHIIN MEXY ic-
TOPUYHOCTI 3aBISKH CBOEMY aOCOJIOTHOMY 3HaueHHIo. Lle — po-
JIMHA BUJATHUX TearpainbHux nisdiB lOmnii [aBpunipaun ®omiHol
(1897-1997) i Pomana Onekciiiouua Yepkamuna (1906—1993) —
BUJATHUX YKPaiHCBKUX aKTOpiB 1 pedopMaTopiB TeaTpanabHOrO
MHCTELTBA. IX TBOpYi NOPTPETH € HeBiAALIbHI Bia TeaTpy “Bepe-
3U1b”, SIKUH OyB CTBOpPEHHH Ha MEpPETHHI JEKiNBKOX MHUCTEIBKUX
erox, MapagurM i TeHJACHUINH. 3aBAsIKU CIIJIKYBaHHIO 3 MapuHOIO
PomaniBHOIO MaeMo 0e3iiu JeTanei, 3a SIKUMH KPHUETHCS “IX -
SIBOJ” — 3 €HTY31a3MOM MHCTEITBO3HABIS, SIKHUH YCBIIOMIIIOE iX
LiHHICTh, BOHa 00OXHIOBaia (i ciyxayi Takox) JOBT1 PO3MOBifIi
po o0y ToBI icTOpii XapkiBcbkoi poarau YepkammHux-OoMiHuX,
HaJJAX04¥ 3HAYEHHS KOXKHIN HallMeHIII# aeTatl.

Tox MM 3 BaMU HE TiNBKH HOTPAILIIEMO B rajepero BU3HA-
YHUX OCOOMCTOCTEH, Nl¢ IEeHTPOM Hamoi yBaru nepeOyBae BH-
JatHa noctaTh Mapunu PomaHiBHU, ane BOJHOYAaC — Yy MYHKT
TypOyJEHTHOCTI 1i POAMHHOTO OTOYEHHS U iICTOPUYHUX OOCTABHH,
ocobucTicHa peaiizawis y sSKUX caMa 1o co0i moTpedyBana dheHo-
MeHaJIbHUX sikocTell. OnpysxeHus Mapunu PomaniBau 3 Bitaniem
CepriiioBuuem ['ybapenkom (1934-2000) — BuaaTHuM, MO CyTi —
HAHOITBIINM ONEPHUM KOMIIO3UTOPOM YKpaiHH, MiAHSIIO TJIAHKY
CKJIQJIHOCT1 LbOTO 3aBJaHHS Ha PEKOpPIHY BUCOTy. Ane MapuHa
PomaniBHa, 0€3CyMHIBHO, TiIHO BHKOHaJIa CBOIO MICiIO IPYKUHU
(a mi3HilIE — YAOBH) KOMIIO3UTOPA 1 MaTepi KOMIO3UTOPKH i I0-
etecu Ipunu ['ybapenko, Hanawuu HOBe AMXaHHS iXHIM TBOpaM y
YHUCICHHUX MHCTEIBKUX MPOEKTax 1 BuAaHHAX. Ilpu mpomy, mo-
npu nepectoporu Biranis CeprifioBudya Ha moyaTKy iXHBOTO IIO-
JOPY’KHBOTO KHUTTS, BOHA JOCATNA PIBHS MEPIIOr0 MY3HKO3HABIS
VYkpainu, 3aBigyBauku kadeapu HanionanpHol My3n4HoOi akaaemii,
rojoBu KwuiBcbkoro BaruepiBcbkoro ToBapucTBa. Mu 0e3 mepe-
OinpiieHHs Ha3uBaemMo MapuHy PomaHiBHY HaiOinbIIMM Onepos-
HaBUEeM YKpaiHH, a TakoXk HAayKOBUM KEPIBHUKOM HaWO1JIbIIOL
KIIBKOCT1 YKpaiHCBKUX JUCEpTaliil Ha 3700y TTS piBHA KaHIUJaTa
1 IOKTOpa MUCTELTBO3HABCTBA.
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He nuBHO, 110 0 CBOrO OCHOBHOTO IPU3HAYEHHS — MeNaro-
ra i 3aBigyBauku kadeapu ictopii Myzuku — Mapuna PomaniBHa
MiX0AMIa HE TiJBKU SIK JOKTOP MHCTEITBO3HABCTBA 1 mpodecop
(i TUTYNW B3arai, 37aBaJioch, HE MaJH JJIsl Hel KOIHOTO 3HAYCH-
Hs1 1 3aMOBUYBAJIUCB), aJie SIK (PEHOMEHOJIOTHHS, SIKA, BiAKPUBAIOYH
(eHOMEHaIbHI PUCH Y CBOIX BHXOBAHIIIB, BUXOBYBaJa TIOKOJIIHHS
MEKEHOI PerioHaJIbHOT TEMATHKH, SIKUW caMe 1 OyB MO TOBXOM IS
cTBOopeHHs B HamionaneHiil My3uuHiil akagemii Ykpaiau xadenpu
“CBITOBOI” My3uku 3amicTh ‘“3aximHoeBpomneiicbkoi”. Mapuna
PomaniBHa 3acHyBana i gana KUTTS 0araTbOM PerioHaJIbLHUM Ma-
paaurmMaM yKpaiHCBKOTO MHCTELTBO3HABCTBAa — TpeIbKoi, Opa-
3UIIBCHKOT, MOPTYTaNbehKOi Ta iH. I1ig i1 HaykoBUM KepiBHHUIITBOM
po3mupuIack TeMaTHKa JOCHTIIKEHb 3aX1IHO-€BPONEHCHKOI MYy3H-
KH, 30KpeMa OIIEPHOr0 MUCTELITBA.

OcobucTte JOCHiKEHHsI onepHOro MucrtentBa Mapunu Po-
MaHIBHU TaKox Oylo (heHOMEHaJNbHUM, KpiM 1HIIOTO — 3aBISKH
i1 cnocoOy >KMUTTA 1 majnkii 1r000Bi 10 MaHpiBOK. be3nocepenns
0coOuCTa MPHUCYTHICTH Ha ONEPHUX CHEKTaKsAX balpoHTChKUX
¢dectuBanis, Gpecrusainis onep Poccini y [le3apo, npem’ep [lapu3s-
Koi omepu Oynu cepel 1HILOro MPUKIAAOM JIJIs BUXOBAHLIB, a He-
PLAKO — MOXKIJIMBICTIO AJI HUX MOJOPOKYBAaTH 3 HACTABHULICIO HE
JMILE Y BIpTyaJbHOMY, alie 1 B peaibHOMY reorpadiqaHoMy IpocTo-
pi. Lli mogoposki yacoMm HaOyBalu MiCIOHEPCBKOTO XapakTepy, Bil-
KpUBAIOUH 3apyOiKHIN ayuTopil yKpaiHCbKe MY3HUHE MUCTEUTBO.

I Bcrogu eHoMeHanbHi 3HaHHS Ta 1ocBig Mapunu PomaHiBHI
CKepOBYBaHu ii Ha PO3KPHUTTS 31i0HOCTEH 1i BUXOBaHIIIB, MEPEKO-
HaHHS X Y HEOCSHKHUX MOXKIUBOCTSX MY3UYHUX JOCTIIKEHb TaK
camo, AK 1 B HEOOXiTHOCTi HOCATHEHHS YiTKHX, apr'yMEHTOBAaHUX
pe3ynbratiB. JJMBHUM YHHOM y TOIIYKaX BIACHUX OCOOMCTICHHX
¢enomeniB yuni Mapuau PomaHiBHM 30BCiM He BiaguyBajiH ce-
0e KOHKypeHTaMH B mpodeciiiniii cdepi — SKiCTb, 3aCBOEHA Bij
BUJIATHOI TIEJArOrWHI, sKa YCBiJOMIOBasia cebe 1 JificHO Oyia
HETIepeBEePIICHO Y cBOIH napuHi. [loka30B0, HACKIIBKY JIETKO Ja-
Bajiocsi Mapuni PomaHiBHI 3aBigyBaHHs Kadeapor — 31aBajioch,
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BOHO OyJI0 A1 Hel HACTiNbKK 0e3mpo0IeMHUM, 10 MOTJIO O cTaTh
MPHUKIAIOM ISl KOHQUIIKTOJIOT1] CTOCOBHO PO3B’SI3aHHSI BUPOOHU-
YUX TUTAaHb 3 YHUKHEHHS KOH(IIKTHOTO 3arOCTPEHHS.

YynoBUM MPOAOBKEHHIM POAUHHU YepKallMHUX € POIUHA OHY-
ka Mapunu PomaniBun — Pomana boxka, sSIkoro BoHa 3a pOnUH-
HUX 0OCTaBMH BUXOBYBala K cuHA. i M00OB i MiKIyBaHHSA MPO
onyka — JleBka, sikomy Mapuna PomaniBHa akTHyHO 3aMiHUIa
MarTip, BiAKpuBae i1 eHOMEeHaIbHi SKOCTI BUXOBATEJIBKH Ta € TIPU-
KJIaJlaM{ TOBHOI caMOBiaaavi i ocoOucToi camonoxeptBu. Tox i
B pOAMHHHMX cTOocyHKax Mapuna PomaniBna Yepkamuna-I'yOa-
PEHKO Tak caMo sBJisia co0ot0 peHoMeH — QeHoMeH 60poTHOu
3 oOcTtaBuHaMU 1 Oe3MipHOI JTI00O0BI, OCKIIBKM (PEHOMEHAIBHICTB,
SIK TIITBEPIIKYE 11 )KUTTS 1 AISATBHICTB, OyIu 11 0COOUCTOI PUCOIO,
CHOCOOOM JKUTTS 1 )KUTTEBOIO MO3ULIETO.

Iryna Riabchun
Borys Grinchenko Kyiv Metropolitan University
PhD in Art Studies, Associate Professor
the Department of Music Art and Choreography
e-mail: ukrcarillo@ukr.net
ORCID iD: 0000-000-8070-7847

THE PHENOMENON OF THE PERSONALITY OF
MARYNA ROMANIVNA CHERKASHYNA-HUBARENKO

Keywords: Ukrainian musicology, phenomenology of person-
ality, music history research, Marina Cherkashyna-Hubarenko’s
scholarly contribution, Cherkashyn family legacy.

The subject of this discussion belongs to the realm of phenom-
enological discourse, centered on the remarkable figure of Maryna
Romanivna Cherkashyna-Hubarenko (1938—1924) — an eminent
musicologist, Doctor of Art History, and Professor. However, explor-
ing this topic inevitably intersects with the psychological category of
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“personality.”” While personality, in its broad sense, refers to a self-
sufficient individual, this notion seems to contrast with the param-
eters of the phenomenon we are addressing. In the dynamic interplay
of “phenomenon vs. personality,” personality gravitates toward self-
sufficiency, while phenomenon seeks to transcend these boundaries.

The story truly unfolds when we delve into her family back-
ground. Maryna Romanivna was born into a legacy of extraordinary
theatrical figures: Yulia Gavrylivna Fomina (1897-1997) and Ro-
man Oleksiyovych Cherkashyn (1906—1993). These influential in-
dividuals were integral to the Berezil Theater, a cultural institution
at the crossroads of artistic epochs, paradigms, and trends. Through
her own accounts, we gain vivid insights into the turbulence of her
family’s environment and the historical forces that shaped their lives.

Maryna Romanivna embraced her dual role with grace and
dedication — as the wife (and later widow) of composer Vitaly Ser-
hiyovych Hubarenko (1934-2000) and the mother of poet and play-
wright Iryna Hubarenko. She ensured their artistic legacies thrived
through various creative projects and publications. Despite her hus-
band’s early cautions about pursuing her own career, Maryna Ro-
manivna rose to become Ukraine’s foremost musicologist. She led
the department at the National Music Academy, chaired the Kyiv
Wagner Society, and mentored an unparalleled number of doctoral
and candidate-level dissertations in the field of art history.

Her scholarly contributions went far beyond conventional
boundaries. She championed an expansive vision of musicology by
establishing the “World Music” department at the National Acad-
emy, replacing the narrower focus on “Western European” music.
Maryna Romanivna pioneered the exploration of regional art histo-
ries, including Greek, Brazilian, and Portuguese traditions, enrich-
ing Ukrainian scholarship with fresh paradigms.

Her passion for opera was unparalleled, fueled by a love for travel
and direct engagement with performances. She attended the Bayreuth
Festivals, Rossini Opera Festivals in Pesaro, and premieres at the Par-
is Opera, often accompanied by her students. These journeys were
more than academic — they became transformative experiences,
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opening doors for her protégés to engage with global musical tradi-
tions firsthand. Through her guidance, she instilled in them a deep
respect for rigorous research and clear, evidence-based conclusions.

Her administrative role as department head was equally re-
markable. She managed it with such ease and professionalism that
her approach could serve as a model for conflict resolution and har-
monious collaboration in academic environments.

The legacy of the Cherkashyn family continues through her
grandson, Roman Bozhko, whom she raised as her own son under
unique family circumstances. Her devotion to her great-grandson,
Levko, for whom she became a maternal figure, exemplifies her un-
wavering capacity for love, mentorship, and self-sacrifice. In every
aspect of her life — scholarly, professional, and familial — Maryna
Romanivna Cherkashyna-Hubarenko embodied the essence of a
phenomenon. Her life was a testament to resilience, boundless love,
and an unrelenting commitment to her craft, her family, and her
students. Her phenomenality wasn’t merely a characteristic but a
way of life and a guiding principle.

Apau Ipuna
O00KMOp MUCMeymeo3HABCMEa, npogecop,

3ae6idysau kagedpu icmopii yKpaincokoi ma 3apy0iscHoi My3uxu
Xapxiecvro2o HayioHATLHOO YHIGEpCUMemy MUCMeymae
imeni I. I1. Komnsapescokoco
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ORCID iD: 0000-0003-2089-9570
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Cuna mucmeymea: My3uyHi, meampaibHi ma MUCMeymeosHasyi apmuK)iAyii

HaykoBuii nopobox Mapunu Yepkamunoi-I'yoapenko (1938—
2024) csrae TppOX COTEHb IyOJiKalii, sIKi JOHNOBHIOIOTHCS YHC-
JICHHUMHU KYpHATICTChKUMH gonucamu'?. 3 moyarky 1960-x pokis
i1 moctaTh cTae Bce OiIbII MOMITHOIO Y TIOJII BITYM3HSHOT MY3UYHOL
HayKH{, HaOyBalOuu OCTAaHHIMH JECATUIITTSIMHU BUKJIIOUHOI BIUIUBO-
BocTi. CipoOyeMo oxapaKkTepu3yBaTu JOCHIiIHI CTpaTerii, siKi CKepo-
BYBaJIM HAYKOBY JiSUTBHOCTH BUAATHOTO YKPATHCHKOTO MY3HKOJIOTa.

VYBaroo 10 KOHKPETMKHM HAyKoBi po3Biikum Mapunu Yepka-
MMHOI-I y0apeHKo THIONOTiYHO BIHMCYIOTHCS B JOCHIIHI cTparerii
case-study. O0’€KT BUBYEHHS CIIOCTEPIraBCs 1 LIJTICHO OCMUCIIO-
BaBCs HEIO Ha MEPETHHI ABOX PaKypCiB: iCTOPUYHOIO i PeHOMEHO-
norignoro. Haite Tozi, Koy WOLIOCS PO CYyYacHICTh, MUCTELIbKA
MPaKTHKa CbOTOACHHS PO3IIIsiAanacs siK MO/ist MPUIACIIHBOT icTOPil
MY3HUKH / TeaTpy / KyJbTypH / JIIOACTBA 1 SIK penpe3eHTalisl aKTy-
aJBHOTO / YHIKAJIBHOIO JIOCBiJy MEPEBa)KHO CLEHIYHOTO BiAKPHUT-
Ts1 / IPOUNTAHHS / BAKOHAHHS / OCSITHEHHSI / CTBOPEHHSI Xy I0)KHBOT'O
TeKCTy (omepu / npamu / Jiteparypu). Bxin y My3udHo-icTOpUYHE
MUHYJIE BIIKPUBABCS Yepe3 CIOCTEPEKEHH I KOHKPETHOI TPAKTHKH,
110 YCBiJOMITIOBAJIacs B TIEBHUX iCTOPUKO-KYJIBTYPHHUX TOPH30HTAX
1 HaOyBaJia 0cOOIHMBOI “TIEPCOHAKHOT KOH(ITYparlii”, o yTBOPIOBa-
Jacsl CKJIAJHOIO B3a€MOIEI0 TIHOBUX 0ci0 (pealbHUX — B ICTOPH-
KO-0lorpadivHOMY KOHTEHT1 a00 BUTaJaHUX — B apTU(PIKOBAHOMY).

Leii cBoepianmii “OiIHOKYIApHUHA~ HpeiiM My3UKO3HABYOTO J0-
CJIJKEHHSI HAJTalITOBYBABCsl y TAKMX OMIisX:

* “onepa 6 icmopii’”’, e onepa MocTae sk eKCTPEMaIbHUI “Keic”, 1110
MPOSIBJISIE MPUXOBaHI CEHCH, XapaKTepHi HACTPOI Ta BIOIOOAHHS
ernoxu, 3abe3neyye JOCTYI A0 MTMOMHHUX MPOLIAPKIB JHOICHKOT
eK3UCTeHLI] Ta 11 yCBiJOMIJICHHS Ha KO)KHOMY iCTOPHYHOMY €Tarli;
Kpi3b MPU3MY ONIEpH PeIbEQHO MPOCTYNAIOTh CBITOMIISIHI 3MiHH
1 )KaHPOBO-CTHJILOBI “MOAYIALII” y CYMIKHUX BHAaX MUCTELTBA
(mitepaTypi, moesii, TeaTpi, KiHeMarorpadi), BHOKPEMIIOIOTHCS
iXHi CHiNBHI PUCH AJIA MOJAJIBIINX y3arajJbHEHb; ONlepHE MHCTe-
LTBO B IIUPOKOMY ICTOPUYHOMY KOHTEKCT YCBITOMIIFOETHCS SIK
BaYXJIMBUH CUMIITOM KYJIBTYPH, IO JiarHOCTye i1 cTaH;

12 JuB.: Crincoxk ny6umikariin M.P. Uepkamunnoi-I'ybapenko / Yepkamuna-I'ybapenko, M. (2015)
OnepHuii TeaTp y MIHINBOMY 9acompocTopi. XapKiB: AKra.
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* “icmopis 6 onepi” — nns M. Uepkamnnoi-I'ybapenko mpiopu-
TETHA MapajurMa ONepHOi MOSTHKH, “ICTOpHYHA orepa” — Me-
Ta)XaHp OMEPHOT0 MUCTELTBA, JOCHIJKEHHS SIKOTO PO3KPHIIO
MEXaHi3MH MEPETBOPCHHS CEOXKETHUX CTPYKTYP y KaHPOBI'?;

* icmopis onepu, 3a Bepciero M. Uepkammnoi-I'ydoapeHko, ckia-
nmanacst sk “3axigHuii kaHoH”, Big K. MoHTeBepai 70 moyaTky
XX cromittsa. KOHTYypH ONEpHOro MpOIECy yTOYHIOBAIHCS
1 KoperyBajucs B Mipy HaIXOMKCHHS HOBUX EMITIpUYHHUX Ja-
HUX (BIAKpUTTS onepu bapoko, onepri maprinanii @. Illybepra,
P. lllymana, onepni anTonorii J[>x. Poccini, /{x. Bepni, P. Barue-
pa, panuKalbHi peXHCEePChKi eKCIEPUMEHTH Ha ONEPHIN CIIeH,
TBOpuicTh B. ['ybapenka Toro);

* onepui icmopii BUHUKAIIA BHACIIJIOK “MOJBOBUX JIOCIIJKEHB
MY3UYHO-CIIEHIYHOI, Y TOMY YHCHi (PECTUBAIBHOI MPaKTUKH
€pornu. CTBOpeHi Mijl Bpa)kKeHHSIMHU BiJ ONIEPHUX MaHJpiB, re-
orpadist sSIKHX po3MHKpIOBaiacs 3 KOOKHIUM POKOM, LI OMOBIii Jie-
TaJbHO (iKCYBaIH 3alMCaHl HiOM y IOJCHHHUK SICKPaBl CTOPIHKH
onepnoi icmopii. He pa3 malicTepHO Tepeka3aHi B aKaJeMiuHO-
My 1 HeakaJIeMiYHOMY CEpeJOBHUIIAaX, BOHU HE MPOCTO CKJaja-
JIM CUPOBUHY JIJISl TEOPETUYHUX y3arajibHEHb Cy4acHOI OMepHOI
MOCTUKH, 8 IEPETBOPIOBAIIUCS Ha CAMOAOCTATHI ICTOPUYHI JIXKe-
peuna, 30arauyBaiii MOPTPETHY TaJIepero OMEPHUX MUTIIB, yTOU-
HIOIOUHM TPAaEKTOPi0 omepHoro mpouecy. Lli HIOM pospizHeHi
TEKCTH, 3i0paHi B 0HOMY BHAaHHI" 1 JOMOBHEHI ICTOPUYHUMH
“30HraMu’” — “BiACTyHaMu”’, 10 HarayBajl OKPEeMi MPOIapKH
MY3UYHOTO MHHYJIOTO, Tpaauiii, GpparmMenTu Oiorpadiii, Tenep
3MAI0THCS PO3ALNAMU OJHOTO poMmaHy (0€3yMOBHO, aBTOOiOrpa-
¢iuHOr0) PO NMIOANHY Ta i1 onepHe “301NbLICHHS .

Amnpobartis gocmigaux crpateriii M. Uepkarmmnoi-I'ybapeHnko

BiI0yBasiacs y KpU30BUii Yac “BTPaYCHUX 1JIFO31H”, KOJIHM Ha XBHIII

“ceMIOTHYHOTO MOBOPOTY” JOMiHYBaJO CKENTHYHE CTAaBJICHHS K

JI0 TIOJIO’KEHb ICTOPUYHOT HAayKH 3arajoM, Tak i A0 aKTyaJbHOCTI

3 Yepramuna, M.(1986). Uctopuueckas onepa smnoxu Pomantusma. Kuis: My3uuna Ykpaina.

14 Yepraumna, M. (1998). Icropist onepu. 3axigna €spona. XVII -XIX cromiTrs: HaB4aabHUI M0CIGHIK
(y cniBaBropersi 3 I. Kykoub, 1. IBaHoBoro). Kuis: 3anosir.
15 Yepkammua-I'ybapenko, M. (2015). Onepruii Teatp y MiHIMBOMY 9acompocTopi. XapkiB: AKra.
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XYAOKHBOTO (peHOMeHa orepu. My3WYHO-ICTOPUYHI TEKCTH Ti€l
nopu OyJIM CIIOBHEHI cepen iHIIOro cnpod “BuUmpaBmaHHs” icTO-
PUYHOTO HapaTHBY Ta ONEpHOi yMoBHOCcTi. Ha Biaminy Bix mporo,
nocmigkenass Mapunu Yepkamnnoi-I'ybapenko, mo 3aiiicHioBa-
JUCA B EMILEHTPI OHOBJICHOI TYMaHITApUCTUKH, Oynu mo30aBieHi
anoJOreTUYHUX KOHOTAllli, OCKIIIBKM aBTOPKa HE BTpaydajia BIICB-
HEHOCT1 B IOPEYHOCTI iCHYBaHHS ONEPHOTO TeaTpy, y TOMY YHCIi
YKpaiHCBHKOT0 (0 4Oro JOKJajzajia BIAcHI 3yCHIUIS SIK KPUTHK Ta
nioperuct). [Ipomosxytoun cdokxycoBani Ha onepi MacimTabHi ic-
TOPUYHI PO3BiJIKH, BOHA IJIeKaa “iIr03i10” icCHyBaHHS HACTYITHOC-
Ti B 6araTOBUMIpHO YCBiIOMJICHOMY XYI0KHBOMY MPOLIECI.

VY noetununiit 36ipui 2016 poky BMilLIEHHH CHIOBiAaIbEHUN TEKCT
Mapunu Yepkamunoi-I'ybapeHko mig Ha3Bow: “Asmonopmpem 6
aypi neempavenux no3il’”'®, oqHa 3 AKUX — “Oavumu ceim y 6ciil
tioeo kpaci”. Taka 0a30Ba )XHTTEBA HACTAHOBA JIOCIIHUIN Oyia
peanizoBaHa B aKTi TBOPEHHs 3arajibHUX YSBJIEHb PO “ONEpHUIN
BCECBIT”, HOr0 3aKOHU Ta PO3BUTOK.

Iryna Drach
Kharkiv 1. P. Kotlyarevsky National University of Arts
Doctor in Art Studies, Professor, Head at the Department
of Ukrainian and Foreign Music History
e-mail: drach.irina2016@gmail.com
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HISTORY & OPERA “IN THE AURA OF UNLOST
ILLUSIONS”: M. CHERKASHYNA-HUBARENKO’S
RESEARCH STRATEGIES

Key words: musical theater, opera studios, self-portrait, case-study.
The scholarly legacy of Maryna Cherkashyna-Hubarenko
(1938-2024) includes over 300 publications, complemented by a

16 Yepxkammua-T'ybapenko, M. (2006). TpeBorn Bo3pacta u BpemeHn. Xapkis: Akra. C. 189.
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wealth of journalistic essays. Emerging in the 1960s as a promi-

nent figure in Ukrainian musicology, her influence has only grown,

shaping the field in profound ways over recent decades. This analy-
sis aims to highlight the research strategies that defined her aca-
demic approach.

Cherkashyna-Hubarenko’s work typifies a case-study approach
to musicological research. Her investigations combined two key per-
spectives — historical and phenomenological — to create a multi-
dimensional understanding of her subjects. Even when addressing
contemporary artistic practices, she treated them as both current
phenomena and precursors to future historical narratives. This “bin-
ocular” method shaped her musicological framework in the following
ways:

* Opera in History: Cherkashyna-Hubarenko viewed opera as
a profound cultural “case” that unveiled the hidden meanings,
moods, and values of an era. It served as a lens for tracing
changes in worldviews and identifying genre-style shifts across
art forms, allowing for broader generalizations about cultural
evolution.

* History in Opera: For her, opera’s poetics prioritized historical
narratives, with “historical opera” emerging as a metagenre.
She analyzed how historical plot structures were transformed
into operatic genres, illuminating their mechanisms and evolu-
tion.

* Opera History: She conceptualized opera history as aligned
with the “Western canon”, from Monteverdi to early 20th-
century innovations. This narrative was continually refined as
new discoveries emerged — such as Baroque opera, Schubert
and Schumann’s marginal works, Rossini’s and Verdi’s contri-
butions, Wagner’s innovations, and radical experiments on the
modern opera stage. The inclusion of Ukrainian opera, particu-
larly the works of Vitaliy Hubarenko, added a unique perspec-
tive to this canon.

* Opera Stories: Drawing on “field studies” of live music and
stage practices, including festivals and tours, Cherkashyna-
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Hubarenko captured vivid snapshots of opera history. These
accounts, skillfully conveyed in both academic and non-aca-
demic settings, became the foundation for theoretical explora-
tions, historical documentation, and enriched portraits of opera
artists.

The validation of Maryna Cherkashyna-Hubarenko’s research
strategies occurred during a period marked by the “crisis of lost
illusions.” This era, shaped by the “semiotic turn,” was character-
ized by skepticism toward historical scholarship and opera as an art
form. Many musical-historical texts of the time were preoccupied
with attempts to “justify” historical narratives and operatic conven-
tions. In contrast, Cherkashyna-Hubarenko’s work stood apart, free
from such apologetic undertones. She retained unwavering confi-
dence in the relevance and vitality of opera theater — including the
Ukrainian tradition, to which she actively contributed as a critic
and librettist.

Through her expansive historical research on opera, Cherkashy-
na-Hubarenko nurtured the “illusion” of continuity within the com-
plex and multifaceted artistic process. Her belief in this continuity
reflected a deeply rooted conviction in the enduring value of oper-
atic art.

This perspective found poetic expression in her 2016 work Self-
Portrait in the Aura of Unlost Illusions. In this text, one of her
core guiding principles — “seeing the world in all its beauty” —
shines through. This fundamental outlook shaped her life’s work,
inspiring her to construct a holistic vision of the “opera universe”,
its laws, and its evolution. By embracing beauty and continuity,
Cherkashyna-Hubarenko not only chronicled the history of opera
but also affirmed its ongoing significance in the cultural and artis-
tic landscape.
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IMPOBJIEMHA CTATTS MAPUHU YEPKAIIIMHOI
“HEPEAJII30OBAHI MOKJIUBOCTI” (1963).
OCOBJMUBOCTI METOJOJIOI'TI

Knrwouoei cnosa: Xaprisecokuti meamp myzuunoi komedii, Mapu-
Ha Yepkawiuna, mMemooono2iss meamposHagcmea, pexcucypa, ¢a-
X08a ni02omoeKa aKmopa My3uiHo20 meampy.

L{poro poky cBo€ 95-piuusi CBATKYE MEPIINI IepKaBHUH yKpa-
THCBKHIA TeaTp My3u4HOi Komenii B Xapkosi. OfHa 3 nepumx my-
Omikamii Mapunn YepkammnHoi-I'ybapeHko (3a BHAaHOIO HEIO
y 2013 poui Gibmiorpadieto — m’sta) [3] Oyna npucBsiueHa came
1[bOMY TeaTpoBi. | Oysia BOHA HE MIETETHO KOMILIEMEHTAPHO), SIK
MOKHA OyJI0 OYiKYyBaTH BiJl ABaILSTHII ITUPIYHOT MY3HKO3HABHII],
a paIioHaJIbHO KOHCTPYKTHBHOIO.

VY npeci noyarky 1960-X pokiB HAWMOMIMPEHIITUMH KaHPAMU
TEKCTIB MPO TeaTp OyJM PeLeH3is, oIy CE30HY, HAPUC MPO MPO-
BigHOrO MuTISL. JKaHp 1HTEpB'I0, yKe TOMYJISIPHUN Bif J00M Tie-
peOy0BHU, TOJI MPIOPUTETHUM HE OyB. HeromaBHsI BUITYCKHHUIIS
koHcepBatopii M. Uepkamua oOpaja skaHp MpoOJieMHOT CTaTTi,
AKUU Tiependavyae rIMOOKe 3HAHHS JOCHIKYBAaHOTO TpeaMeTa.
OdeBHIHO, 10 B TeaTpi MY3UYHOI KOME/Ii My3MKO3HABHIIS OyBa-
Jla 9acTo 1 Maja BIacHY MO3UIIII0 100 Horo HisnbHOoCTI. [Tnnryun
mpo Teatp, M. UepkaininHa BHOKPEMJIIOBAJIA PI3HOMAHITHI aCIIEKTH
aHali3y HOro MpakTUKH: TeaTpajbHa €CTETHKA, TeaTpajibHUN Me-
HEJDKMEHT, aHaJIi3 1 KpUTHKA BUCTAB, TeaTpalibHa apXiTeKTypa.

MiXIUCIUTITIHAPHUN aCTIEKT JOCIIKCHHS, SIKUM IPUKMETHA
51 paHHs MyOJiKaiisi MaliOyTHHOT TOKTOPKH MUCTELTBO3HABCTBA,
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NOB’13aHMUM 3 1i BUXOBaHHSAM OaTbKaMM, Oepe3iNblsiMU, BUAATHU-
MU Jisi9aMi YKpaiHCBKOTO ApamMaTuyHoro tearpy Pomanom Yepka-
MIMHUM (BoAHOYAC mie i ¢pyHmaTopom kKadeapu CleHiYHOI MOBH Y
XapkiBCbKOMY TeaTpaibHOMY iHCTUTYTI) Ta FOniero dominoro. To-
My B IpoOnemMHi cTarti M. YepkamnHa Hanucaia He JUILe Mpo Te,
10 MycuJIo O y mepuly 4epry LiKaBUTH MY3UKO3HaBULIO (perep-
Tyap, HOro My3W4Ha SIKICTh i PIBEHb BUKOHAHHS TE€ATPOM), a MPO
npoOJieMH CTHIIIO BUCTAB TeaTpy, PEXKHUCYPY, 3B’SI30K MUCTECLIBKHX
po0JieM 3 IHEPIIHHICTIO TeaTpalibHOT OCBITH.

BiguyBarouu icTOpMYHICTH MOMEHTY, KOJM BOHA MHCajka IO
crarTio (came 1963 poxy XapkiBCbKi TeaTpaJbHUH IHCTUTYT Ta
KOHCepBaTopis Oynu nmoenHaHi B XapKiBCbKUH IHCTUTYT MHCTELTB
imeni 1. I1. Kotnspescbkoro), M. Uepkammna po3mnouaja aHami3
NpoOJIEeMHOr0 CTAHOBHIIIA TeaTpy My3KOMeaii came 3 moba)kaHHs,
mo Oyne, BpelITi, 3MiHEHO CUTYyalio, y sKiii “Oarato pokiB iue
MOBa PO CTBOpEHHS Ha 0a3i KOHcepBaTOpii Ta TeaTpajbHOTO iH-
CTUTYTY (QaxKyIbTeTy My3u4uHOi KoMenii” [2].

[TpukMeTHO, 1110 MY3UKO3HABHIISI MUCIIHIIA KEPIBHUKOM MY3HY-
HOT'O TeaTpy He IUPHUTEeHTa, a peskucepa (0e3yMOBHUHN BIUTMB 3HAHOT
IUIS1 Hel 3MallKy MpakTUKH XapkiBcbkoro teatpy imeni T. I Illes-
4yeHka). “BincyTHICTh B TeaTpi MPOTATOM PNy POKIB TOJOBHOTO
peKHcepa HEraTUBHO MO3HA4YaeThesi Ha Horo poboti. Komekruso-
Bi IOTPIOCH KepiBHUK, SIKUW OPraHi3oBYBaB 1 HApaBisiB OM Bech
TBOPYMIA MpOLIEC, — BU3HAYaNa OCHOBHY MpOOJIEMY TeaTpy MHC-
TENTBO3HABUL. — A MOKH TAaKOTO KEPiBHHKA HeMa, TeaTp Olyiblie
00i1Isie, HIXK JIa€; HABITh B HOTO IOCATHEHHSX BiI4yBa€ThCS TICBHUI
€JICMEHT BUIIaIKOBOCTI” [2].

[owarok 1960-x pokiB OyB AJisl MepIIOi YKpaiHCHKOT My3KOMe-
nii mepiogom crany. Y nucronazai 1959 poky BiaBupyBanu B mpeci
nyOmikanii — roBineitni (1o 30-pivust) BIIaHyBaHHSI MEPLIOTPOXi/-
1iB. A Bke BIiTKY 1960 poKy HaclliIKOM racTpoyieli XapKiBChKOTO
TeaTpy B KueBi cTana kopekTHa 3a TOHOM, aje (GaKTUIHO PO3TPOM-
Ha migBaibHa ctaTTs FO. Manumesa B razeti “PaasiHcbka KynbTy-
pa” [1]. Y Hill oryisigay 30cepeuBCs Ha MpoOIeMi “Ha3aJHUIBOTO”
penepTyapy TeaTpy, Ha 3ayBarax LIOJ0 HU3bKOi KYJIBTYpPH CHiBY
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BOKAJICTIB, @ TAKOX HEPIBHOCTI aKTOPCHKOI I'PH, 3 OTPiXaMu CMaKy.
0. ManuieB mpoTHCTaBUB XapKiBCbKY MY3KOMEAII0 pecmyOii-
KaHCBKIl 3a PiIKICHUM MPOTATOM OCTaHHIX NECATHJIITH 3BEpHEH-
HSM J0 TBOPIB Cy4acHUX YKPaiHCbKHX KOMIIO3UTOPIB.

Ha3sBy crarti M. Yepkamunoi — “HepeamnizoBani MoXnIuBOC-
Ti” — MOXKHA 3pO3YyMITH K aOCONIOTHE BiguyTTs Heto 1960-x sk
yacy 3MiH. Tak, 1e JeCATUIITTS CTajo MepeJaMHHM ISl JIEeTiTH-
Mi3allii B CHCTEeMi BHIOi OCBITH pecryOuiku JsuibkapiB (y 1962
BUITYCTHUB LiJbOBUH HaOip nsnbkapiB KuiBCbKuil nepkaBHMIA 1H-
CTUTYT TeaTpy, KiHo 1 TenebaueHHs iM. . Kapnenko-Kaporo, a B
1968 HabpaB Kypc mpu TeaTpi B XapKoBi Billempe3uaeHT YHiIMa B
CPCP Bikrop Adanacbes). Tozi x BigOyBCsl €IMHUN BHITYCK aK-
TOpiB Tearpy My3komenii B OnecbkoMy TeaTpasbHO-XYI0KHBOMY
YUMIWI, iHiOiHOBaHMN Oe33amepedyHuM JiIepOM PEKUCYpPH B
xaHpi My3komenii Marsiem OmepoBcbkuM. bopuc PsOikin y Kuis-
CBKOMY TeaTpi OnepeTH BUPILIUB KaJpOBY MpOoOIeMYy BiAKPUTTAM
[IpH HBOMY CTY[i1, HABYATH B SIKii MPOJOBXKIIIN 1 32 HACTYTHUX TO-
JIOBPEKiB. XapKiBCbKHUI TeaTp My3HUHOI KOMEil Tiepa, aKui ou
B3sB Ha ce0Oe oprasizaiiiiHi TpyAHOIi HOBOTO (aKyIbTETy, HE MaB.
Ha 1o npsiMo Bka3yBasia My3uKko3HaBuLs: “CTBOPEHHS HOBOTO (ha-
KYJIBTETY HE MOB’I3aHe 3 IKUMUCh OCOOTMBUMH OpraHi3aliiHUMHU
Ta QinancoBuMu TpyaHomamu. [loTpiOHa Tinbku Oinblia 3aiHTEp-
€COBAHICTh Ta EHEPIiHHICTh TUX, BiJl KOTO 1€ 3aJIe)KUTh [2].

M. YepkaimnHa BUOKpEMUIIA 1 TTOPiBHAJIA ABA THITH PEXHUCYPU
(e rope axTopcbkoi Onekcanapa [BamyTuya 4 HOro MOJIOAMX KO-
ner €srena Xononosa Ta Koctssuruna Paiinanoa i ¢haxoBoro pe-
xucepa Icaaka PamoMuchKoro), TidIoBIIM BHCHOBKY, IO SIKICHO
BOHH MaJIO YUM Pi3HATHCS.

He omunyna yBaroto M. UepkammHa i Takuil acliekT aHalizy
poOOTH TBOPYOTrO KOJNEKTHUBY, sIK eKoHOMiuHHMH. ChOTOmHI came
s cTaTTs € JkepenoM (aktaxy (mpo te, mo B 1963 poui teatp
My3KOMeAil mpaiioBaB 0e3 goTamii i “Ha HOro paxyHKy 3a MHHY-
JIUU ce30H — 57 TUCSY KapOOBaHIIIB HAIIIAHOBOrO goxony” [2]).
Hageneni M. YepkammnHoto (akTu Ta BIacHI OLiHKH YHAOYHIO-
I0Th IPUKMETHY CYNEPEeUHICTh, 5IKa CTOCYEThCS CMaKy 1 HOMUTY
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Ha BHCTaBM LOTO XKaHPY B INIs,Ia4iB: y TeaTpi HeMa TBOPYOroO Ji-
nepa, kBandiikalisi akTOpPiB Ta COJICTIB € HEJOCTaTHHOIO, perep-
Tyap CTaHJapTHHI, MpoTe XapKiBCcbKa MY3KOMEZis, 10 3aiimana
HaiOl1bIe TeaTpanbHe mpuMimeHHs y micTi (2 500 micup), Skoch
naBaia coOi pajgy 3 HMM i HaBiThb CYTTEBO 3apo0iisjia BUCTaBaMU
noHaJ; HopMmy. BogHoudac i3 M HeBennka ctarTs M. UepkamumHoi
3allIIMIIA JAJIS HAC BAXKJIMBY iHQOpMALil0 PO Te, 0 MPOTATOM
KUIBKOX AECATUIITh KePiBHULTBO TeaTpy Hapikaio Ha HelmpHIaT-
HICTB AJI1 MY3KOMEIi1 KOMMIIHBOTO MPUMILLEHHS IIUPKY 3 IIOTaHOI0
AKYCTHKOIO 1 KJIOMOTANIOCA MpO BUAUICHHS TE€aTpy 1HIIOTO MpUMi-
HIeHHS1, 30KpeMa, cycigaboro BK “XapuoBuk”.

VY nopaneiii Bke MOHAA IIICTASCATUPIUHIN icTOpii HBOrO Tea-
TPaNbHOTO KOJIEKTUBY 30eperiucs Bci 3a3HadeHi M. UepkammHoro
npoOseMH, SKi COPUYUHSIIN 1 TPOIOBKYIOTh CIPHYMHSATH NepMa-
HEHTHI TBOPYI KPU3U LIBOTO TeaTpy: aKTOPCbKa peXHCypa, HEelo-
cTatHiii (00 ogHOOIYHKI) piBEHb IATOTOBKH BOKAJIICTIB Ta aKTOPiB
ISl pOOOTH B CHHTETHYHOMY BH I T€ATPY ONEPETH, MIO3UKITY, POK-
oIepu, penepTyapHa 0OMEXEHICTh Ta apXaidyHiCTb i HaBiTh Mpooie-
MM 13 IPUMIiIIEHHSIM.

CITMCOK BUKOPUCTAHUX JI’KEPEJI
1. Manumes, 0. (1960, 25 cepnns). BigsepTa po3mosa. Padsiu-
CbKa KYIbmypa.
2. Yepkammuna, M. (1963, 8 cepnus). HepeanizoBani Moxiiu-
BOCTI. Padsincvka kynemypa.
3. Uepkamuna-['ybapenko, M. (2013). Onepruiti meamp 6 npo-
cmpancmee MeHawe20cs mupa. AxTa.
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This year marks the 95th anniversary of Ukraine’s first state
musical comedy theatre, founded in Kharkiv. One of the earliest
academic papers by Maryna Cherkashyna-Hubarenko — her fifth,
according to the bibliography she published in 2013 [2] — was dedi-
cated to this theatre. Surprisingly, it was not a reverent tribute, as
one might expect from a young 25-year-old musicologist, but a well-
reasoned and impactful analysis.

In the early 1960s, theatre writing was largely confined to re-
views, seasonal overviews, and essays on leading artists. The in-
terview genre, which gained popularity during the Perestroika era,
was not yet widely used. As a recent conservatory graduate, Cher-
kashyna chose to write a topical paper — a format that demanded
a deep understanding of the subject. Her engagement with the The-
atre of Musical Comedy was evident, as was her strong, indepen-
dent perspective on its work. Her approach aligned closely with key
objectives of theatre studies, including theatre aesthetics, manage-
ment, performance analysis, criticism, and theatre architecture.

The interdisciplinary nature of this early publication — remark-
able for someone who would later become a Doctor of Arts — can
be attributed to Cherkashyna’s upbringing. She was raised in a the-
atrical family: her parents, Roman Cherkashyn and Yuliia Fomina,
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were prominent members of the Berezil theatre movement. Her fa-
ther was also the founder of the Department of Dramatic Speech at
the Kharkiv Theatre Institute. As a result, her paper extended be-
yond what might typically concern a musicologist — such as reper-
toire, musical quality, and performance level — to address broader
issues of theatrical style, stage direction, and the deep-rooted chal-
lenges in theatre education.

Sensing the historical significance of the moment when she
wrote this paper — 1963, the year Kharkiv Theatre Institute and
the Conservatory merged to form the Ivan Kotliarevsky Institute of
Arts — M. R. Cherkashyna opened her analysis of the Theatre of
Musical Comedy’s challenges with a call for long-awaited change.
She expressed hope that the long-discussed plan to establish a mu-
sical comedy faculty at the Conservatory and Theatre Institute [1]
would finally come to fruition.

Notably, Cherkashyna viewed the musical theatre’s key artis-
tic figure as the director, rather than the conductor — an influence
undoubtedly shaped by her familiarity with the Taras Shevchenko
Theatre in Kharkiv, which she had known since childhood. She
identified the lack of a chief director as the theatre’s main issue:
“The absence of a chief director for several years has negatively im-
pacted the theatre’s work. The company needs a leader to organize
and guide the entire creative process. Without such leadership, the
theatre promises more than it delivers; even its successes contain an
element of chance” [1].

The early 1960s marked a period of decline for Ukraine’s first
Theatre of Musical Comedy. By November 1959, the press had fall-
en silent after publishing jubilee articles celebrating the theatre’s
30th anniversary — tributes to its pioneering years. However, in
the summer of 1960, following the Kharkiv company’s tour in Kyiv,
a damning yet measured review by Y. Malyshev appeared in the
cultural weekly Radianska Kultura (Soviet Culture) [3]. Malyshev’s
critique exposed major weaknesses: the outdated repertoire, poor
vocal technique among the singers, and acting inconsistencies, with
issues in both taste and style. He also highlighted a stark contrast
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between Kharkiv’s Musical Comedy Theatre and its Kyiv counter-
part, particularly in their engagement with modern Ukrainian com-
posers, whose works had been largely absent from Kharkiv’s stage
for decades.

The title of M. Cherkashyna’s paper, “Untapped Opportunities”,
reflects her strong sense of the 1960s as a time of transformation.
This decade marked a turning point in the recognition of puppeteers
within the republic’s higher education system. In 1962, the Ivan
Karpenko-Kary State Institute of Theatre, Cinema, and Television
in Kyiv graduated its first dedicated group of puppeteers, and in
1968, Viktor Afanasiev, vice-president of UNIMA-USSR, enrolled
a first-year group at Kharkiv Puppet Theatre. Meanwhile, the only
specialized training program for musical comedy actors was held at
Odesa Theatre and Art School, spearheaded by Matvii Osherovsky,
the leading director in the genre. At Kyiv Operetta Theatre, Bo-
rys Riabikin addressed staffing challenges by establishing an actor
studio, which continued under subsequent chief directors. However,
Kharkiv Theatre of Musical Comedy lacked a leader willing to take
on the organizational challenges of founding a new faculty. Cher-
kashyna pointed this out directly: “The creation of a new faculty is
not connected with any special organizational or financial difficul-
ties. All that is needed is greater interest and energy from those on
whom it depends” [1].

Cherkashyna also identified and compared two types of direct-
ing: the acting-based approach of Oleksandr Ivashutych and his
younger colleagues Ievgen Kholodov and Kostiantyn Raidanov, and
the professional directorial work of Isaak Radomyssky. She conclud-
ed that, in qualitative terms, there was little difference between them.

Another crucial aspect of her analysis was the economic situ-
ation of the theatre. Today, her paper serves as a key source of
historical data, revealing that in 1963, the Theatre of Musical Com-
edy operated without subsidies and even generated 57,000 rubles
in extra-planned income for the previous season. The figures and
observations in Cherkashyna’s paper highlight a fundamental con-
tradiction between the artistic quality and the public demand for
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this genre. The theatre had no creative leader, its actors and soloists
lacked proper training, and its repertoire was largely commercial.
Yet, despite these challenges, Kharkiv Theatre of Musical Comedy,
which had the city’s largest auditorium with 2,500 seats, somehow
managed to sustain itself and even exceed financial expectations.

At the same time, Cherkashyna’s short but insightful paper pre-
served an important detail: for decades, the theatre’s management
had complained about the inadequacy of its former circus build-
ing, particularly its poor acoustics, which were ill-suited for musical
comedy. They had repeatedly petitioned for relocation, specifically
requesting the neighboring Workers’ Club “Kharchovyk™ (Food-
Industry Worker) as a more suitable venue.

In the more than sixty years that have passed since M. Cher-
kashyna’s analysis, all the issues she identified — issues that have
triggered and sustained ongoing creative crises at this theatre —
have remained unchanged. These include the dominance of an
acting-based approach to directing, the insufficient and one-sided
training of vocalists and actors for the demands of a synthetic the-
atre that encompasses operetta, musicals, and rock opera, a limited
and outdated repertoire, and ongoing problems with theatre facili-
ties.
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MY3UYHO-ITPOCBITHULBKA AIAJBHICTD
MAPUHU POMAHIBHU YEPKAIIIMHOI-I'YBAPEHKO
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VYcim, xTo 3HaB Mapuny PomaHiBHY 1 MaB 3MOT'y CHiJIKYBaTHCS
3 HEI0 OCOOMCTO, Jy’Ke MOLIACTHIIO B KUTTI. He Timbku TOMYy, 1110
Lle BUJATHUN YKPATHCBbKUNM MY3UKO3HABELb, TAJIAHOBUTHI IEAATOT,
MY3WYHHH KPUTHUK, TIOPETUCT 1 TeaTpajbHUM Jis4y. A HacaMIiepen
TOMY, LIO Lie OyJia Jy’Ke CBiT/a Ta sickpaBa TBOpYa OCOOUCTICTb, sIKa
Maja IIUPOKUN KpyTo3ip, KpeaTHBHE MHUCICHHS 1 BHCOKY HyXO-
BHICTh. 3aBJISIKM CBOIM MpPaIeltoOHOCTI 1 3aKOXaHOCTI B MY3UYHE
MuctenTBo Mapuna PomaHiBHa mocsirina y cBOeEMY >KUTTI HalBU-
moro piBas npodecionanizmy. Ilpo e cBiuuTh HaBITH Hepepaxy-
BaHHS BCiX 1i 3100yTKiB. JIOKTOp MHCTEUTBO3HABCTBA, MPOPecop
HanionansHoi my3uuHoi akanemii Ykpainu imeni II. 1. Yaiikos-
CBKOT0, akaieMik HarioHanbHOT akaaemMii MUCTENTB YKpaiHu, YieH
HanionanbHoi criiki KOMIIO3UTOPiB YKpainu, uieH HanionaasHol
CHIJIKM TeaTpalbHUX Nig4iB YKpaiHu, 3aciTyKEHUH 1519 MUCTELTB
VYkpainu, 3acHOBHUIS 1 ronoBa KuiBchkoro BaruepiBchkoro To-
BapHCTBa, jJaypeaT mpemii imeni M. B. Jlucenka i npemii Hamio-
HaJBHOI CIIJIKM TeaTpalibHUX Nis4iB YKpainu. 3acnyru MapuHu
PomaHiBHU y ramy3i TeaTpo3HaBCTBA 1 TeaTpaibHOI KPUTHUKH Bill-
3HaueHi 30710TO0 Menaunio AkazaeMii MuUCTEeTB YKpaiHu Ta ople-
HoM KHAruHi Oneru II crynens.

Cama Mapuna PomaniBHa Hikoau He r00MIa TaKUX O(iLiHHUX
npeacTasieHb. He3Bakaroun Ha CBOi BUCOKI BUEHi 3BaHHS, HAYKO-
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Bi CTyTEHi i HAaropoay, y CIJIKYBaHHI 3 yciMa CBOIMH KOJEraMH
1 CTyZA€HTaMH BOHA 3aBXIH 3aJIMLIANACH TyKe IIUPOI0, TPOCTOIO,
BIJIKPUTOIO 1 IOOPO3UUINBOIO JIFOAUHOK. MEHI TakoX MOIIACTHIIO
ocoOucTO crinikyBaTucs 3 MapuHoro PomaHiBHOIO Tij 4ac MOro
nepeOyBaHHsI B JOKTOpaHTypi HamionanbHoi My3uuHOi akajgemii
Vkpainu imeni [1. 1. YaiikoBcekoro. S qyske BAsiYHA J0JI 32 TE, IO
npotsirom 20102013 pokiB Mana 3MOr'y KOHCYJIBTYBaTUCh y Mapu-
HU PoMaHiBHHU, paiuTHCS 3 HEIO 3 TPUBOAY CBOET HAYKOBOI POOOTH.
KoskHa 3ycTpiu i3 Heto Oyia A1 MeHe Ty>Ke BasKJIUBOIO 1 3HAKOBOIO
nojiero. Ajpke 1i 3ayBakeHb, IIPOIO3HUININ Ta el BUCTAYao Ha
KijbKa MicsIliB poooTu. Mapuna PomaHniBHa Mania HaJ3BUYAHHIMA
TajaHT 0auuTH Ofpa3y CyTh MPOOJIEeMH 1 Bpaskaja CBOEI HayKo-
BOIO 1HTYiHi€ero. Ha Bcix eTanax poOOTH BOHa MiATpHUMYBasa MEHE,
CIpsSIMOBYBajla MOI MOIIYKH, 3arn0iioBaia y BUBYCHHS MaTepia-
Ty, MiAHIMaJia Ha HOBU HAYKOBHUH piBeHb 1 HAAMXaja Ha MOAaJIbIIi
nociimkenss. Came Tak BOHA CTaBHJIACS /10 BCiX CBOIX CTY/AEHTIB,
acrmipaHTiB 1 TOKTOPAHTIB.

3BuuaiiHo, 1 HaB4Yasach y Mapuau PomaHiBHY HE TiIbKH B TIPO-
1eci HayKOBUX KOHCYJIBTAllli, ajie i miJ yac i1 BUCTYMiB Ha HayKO-
BUX KOH(EPEHWIsAX 1 TBOPYUX MPOEKTAaX. AJKe, KPIM HaCHYCHOL
HAYKOBOI Ta negaroriyHoi podboru, Mapuna PomaniBaa mpoBoamiia
BEJIMYE3HY MY3UYHO-IIPOCBITHUIIBKY AiSUTBHICTB, MOCTIHHO BUCTY-
naroun Ha 3acizaHHsx KuiBcbkoro BarnepiBcbkoro ToBapuCTBa,
peani3yrouu LiKaBi MPOEKTH 1 BIALITOBYIOYM TBOPYI 3YCTpiui 3
neJaroraMu i CTyJeHTaMu B PI3HUX MHCTELBKHX HAaBYAJIBHUX 3a-
KJIagax Ykpainu. MeHi nomacTuiao noOyBaTH Ha ABaIUATH TaKHX
HAYKOBHX 1 TBOpUMX 3axonax Mapunu PomaniBHH, sKi 5 3amucana
Ha Bigeo. lllicTHaquATh UX BiJeo3amuciB Oynu 3MiIACHEH] MPOTSI-
rom 2010-2012 pokiB i wotupu — y 2008, 2017 1 2018 pokax.

Cepen Moix BiJieo3anuciB € Tpu BUCTynu Mapunu PomaniBHM
Ha HaykoBHX KoH(pepeHuisnx y Kuesi (2008, 2011 pp.), 1Ba BUCTYTH
Ha npe3eHTauisx kaur (2011, 2017 pp.), I’sITh BUCTYIIB Ha 3aci/iaH-
Hsx BarnepiBcbkoro toBapuctBa y KuiBcbkomy OyIMHKY BUCHHX
(2010, 2011, 2012 pp.), w’aTh TBOpUHUX 3ycTpiueii y Kuesi, Xapkosi i
Cywmax (2011, 2012 pp.), Tpx BUCTYIIX Ha TBOPUUX 3aXOAAX, IPHUCBS-
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yeHux roBiiessMm Mapunu PomaniBau B Kuesi (2008, 2012, 2018 pp.),
BUCTYIl Ha TBOpYOMY MPOeKTi “Ykpaina-I'peuis”, sxkuii BoHa op-
ra”izyBaia i mpoBena y paMmkax MixkHaponHoro ¢ecrusainio “My-
3u4Hi pem’epu ce3oHy” (2012 p.), a TAKOX BiJeo3anuc mpem epHoi
noctaHoBkH onepu Bitainist ['ybapenka “Mononoru JxynbeTtn”,
sika BigOynacs B onepHii ctyaii HamionanbsHoi My3u4Hoi akaaemii
Vkpainn imeni I1. 1. YaiikoBcekoro (2011 p.). Sk Oesnocepenniit
ciIyxad LMX BUCTYIIB XOUy BHUCIOBHTH CBOI Bpa)kKeHHS BiJ BiABiA-
yBaHHS 3a3HAYEHUX TBOPUUX 3aXOIB.

Hacammnepen Bpaxkae konocansHa pobota Mapunu PomaniBHK
SIK 3aCHOBHHMII i TonioBu KuiBchkoro BaruepiBcbKoro ToBapHcTBa.
Axe mopoky Mapuna PomaniBHa BiamToByBasta OJM3bKO IECSITH
Oeci-KOHIEpTiB a00 MPOCITYXOBYBaHHS (ilbMiB-omep, a MpOTs-
TOM JBaJIsiITH BOCBMH POKiB iCHYBaHHS LIbOI'O TOBAPHUCTBA TAKHX
3aXO[[iB HAJIIYYEThCS BiKE OJMM3BKO JIBOXCOT BiciMuecsTu. Ha mux
oyKe LiKaBUX Oecimax-KOHIeEpTax, AKi Onuckyde Bena Mapuna
PomaniBHa, ciryxadi He JHIIe AOTy4anuch A0 My3uku P. Baruepa,
aje i MaJiu 3MOTy O3HaHOMHUTHCS 13 Cy4aCHUMH TEHJAEHIIISIMU CBi-
TOBOTO TEaTPAJBLHOIO 1 MY3HUYHOI'O KUTTSI, IOCIYXaTH B KHUBOMY
BUKOHAHHI HE TUIBKH OIEPHY, aje il KaMepHO-IHCTPYMEHTANBHY 1
BOKaJbHY MY3UKY 3apyOiKHUX Ta YKpaiHCHKMX KOMIIO3UTOPIB Bix
bapoko 1o croroneHHs.

Ha 3acigannsx BarnepiBcekoro toBapuctBa Mapuna Poma-
HiBHA CTBOPMJIA CIIPABXKHIO TBOPUY aTMocdepy. [i pisHOMaHiTHI 3a
TEMaTHUKOI0 Oeciiu-KOHIEPTH Majl He TiIbKH MY3WYHO-TIPOCBIT-
HULBKY MICiI0, ae i OyJ1 TapHOIO MIKOJIOO AJIS MOJIOJUX BUKOHAB-
LiB i My3MKO3HABLIB, TBOPYUM YyCIiXaM SKMX BOHA 3aBXAH ILUPO
panina. Cepen Hux Oynu cryaeHTH HanionansHoi My3uuHoi akaje-
mii imeHi [1. I. YaiikoBcbkoro, KuiBcbkoi MyHIIIUTIATBHOT akaaemii
My3uku imeni P. M. ['miepa i KuiBcbkoro nepkaBHOTO My3HMYHOTO
minero imeni M. B. Jlucenka, naypearu Beeykpaincbkux i MixkHa-
pomaHHX KOHKYpCiB. Tpeba Oyino 6auuTH, 3 KOO HEMiApOOHOIO pa-
micTio i ropaictio Mapuna PomMaHiBHa MOBitoMIIsiIa cayxadam mpo
TE, MO “3a6805KU CMUNEHOIATLHOMY (DOHOY, AKUIL 3aN0YAMKYEAE Y
XIX cmonimmi cam KoMRO3UMOp, KOJHCHUU PIK MU MAEMO MOICIU-
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gicmb GIONPABIAMU 080X MOLOOUX MALAHOSUMUX MYZUKAHMIE | me-
ampanvrux Oisayie y baipoiim na Baenepiscokuii hecmusany” [1].
Crix 3a3HauMTH, 1IO 32 MEPioj] iICHYBaHHS TOBApPUCTBA TaKUX Iac-
JIUBYUKIB HAJIIYYETHCS BXKE IMOHAJT COpOKa!

Kpim BarnepiBcekoro toBapuctBa, Mapuna PomaniBHa Bia-
HITOBYBaJla 0araTo TBOPUYMX 3yCTpiueH 3 memaroramMu i cTyAeHTa-
MU PI3HHX HaBUAJbHUX 3aKJIaJiB. Y MEHE 30€periucs BiJico3anucu
HIECTH TaKUX 3aXOMiB: JBi 3ycTpiui y CyMCbKOMY MEIarorivyHoMy
yHiBepcuteTi iMeHi A. C. Makapenka (2011 p.), nBi — y Xapkis-
CbKOMY HalliOHaJbHOMY yHiBepcuteTi muctenTB iM. I. I1. KoTms-
peBcbkoro (2011, 2012 pp.), 3ycTpiu y KuiBcbkoMy HamioHansHOMY
YHIBEpCUTETI TeaTpy, KiHo i1 Tenebayenns imeHi I. K. Kapnenka-Ka-
poro (2012 p.) Ta B KuiBcbkiit quTsuiii akagemii muctents (2012 p.).
Ha nmx my»xe mikaBuX i 3MiCTOBHUX TBOpYHX 3axonax Mapuna Po-
MaHiBHa pO3IOBiJana He TiJIbKK MPO MY3UKY 1 Tearp, aje W Iiju-
Jacs 31 cllyxadaM# CBOITMH PO3AyMaMH PO KHUTTS 1 JIFOJCHKI 011
KOMTIO3UTOPIB. AJKe, Ha Ti IYMKY, ‘“MY3UKO3HABCMBO K 2YMAHI-
mapua Hayka — ye Hacamnepeo awdurosnascmeo” [1]. Binmosin-
HO, 3aBJJaHHsI MY3UKO3HABIS BOHA 0aumiia B TOMY, 1100 HE TUIBKH
BIJMOBICTH Ha MUTaHHS, SKUMH 3ac00aMH CTBOPEHUH TOW 4M iH-
HIM MY3UYHUH TBIip, a TOJIOBHE — XTO HOTro Hamucas, y SIKMX 00-
CTaBHHAX, AKi JYMKH Ta eMOLii HaIUXHYJIU KOMIIO3UTOPA.

Crix BIA3HAYUTH CHOPaBXKHIH JEKTOPCHKUM TanaHT MapuHu
PomaniBHu. Bona 3aBxau BpaxoByBaJia 0COOIMBOCTI ayAUTOPIi Ta
BMijla TPUMAaTH CIIyXadiB y MOCTiHHIA yBa3zi. paMaTypriro Kox-
HOI cBO€i Oecim BoHa BHOYJOBYBasia TAKMM YWHOM, 1100 3aiHTpH-
ryBatu abo 3al[iKaBUTH CIyXadiB YUMOCH OJU3bKHUM i 3HAHOMUM.
Mapuna PomaHniBHa po3moBifana ay*e apTHCTUYHO, EMOLiHHO, 3a-
XOILTIOK0YE 1 3 MOYYTTSIM TyMOpy. Y i1 po3noBigsfx Oynu MpUCYTHI i
JPUYHI, 1 IpaMaTU4HI eMi30/1H, i B TOH JKe Yac TOJ1, KOJIX BOHA Bi/l-
YyyBaJia, II0 CIyXadi Jemo BTOMIJINCH, BOHA MOTJIa EPEKII0YUTH
yBary i3 cepio3HUX PO3AyMiB Ha OLNBII JIETKi 1 HABITH KapTiBIUBI
Temu. Mapuna PomaHiBHa crisikyBasacs 3i ciyXxadaMu LIUPO, BiJl-
BEPTO, AK 3 JaBHIMM Jpy3saMH. [i MOBa, sika JiuIach, Have TicHs, Oy-
Jla MPOCTOIO 1 BOAHOYAC Jy’Ke 00pa3HOIO Ta MOSTHYHOI0. 31aBaiocs,
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mo MapuHa PomaHiBHa MOTJIa TOBOPUTH FOAMHAMH, a cIyXadi Tro-
TOBi OyJIM TOMMHAMH i1 cyXaTH. 3BUYaiHO, HE KOXKHUI HAyKOBEIb
BOJIOJIi€ TAKMM J1apOM PO3MOBICTH PO MY3HUKY )KHBOIO, TOCTYITHOIO
Ta 00pa3HOI0 MOBOIO. MOXKIINBO, came OaraTopiuHe CIiJIKyBaHHS 3
ayAUTOPIEIO CTYAEHTIB 1 TI0OMTENIB My3UKH HaAUXaJo 11 Ha TaKUi
MPOCTHUH 1 JOBIPIAMBHUH TOH.

V nekropcekiit MaiicreprocTi Mapunu PomaniBHM siCKpaBoO BU-
SIBUJTUCH 11 apTHCTUYHI Ta PEKUCEPCHKi 31IOHOCTI, sIKi, 0€3yMOBHO,
Oynu ycmajgkoBaHi Bif i1 6aThKiB. AJKe BOHA Hapoauiach y ciM’i
TaJlaHOBUTHX aKTOPIiB, SIKi HABYAJINUCH Y KUIBCBKOMY MYy3UYHO-Ipa-
MaTHYHOMY 1HCTUTYTI iMeHi M. B. JIuceHka i nmpaitoBaiu y 3HaMe-
HUTOMY yKpaiHchkoMy Teatpi “Bepesiny”. [i 6aTbko — Uepkamun
Poman OnmnexciiioBuu (1906—1993) — OyB BimoMuM TeaTpalbHUM
PEKUCEPOM, aKTOPOM 1 MEAAroroM, 3aciay>KeHUM apTUCTOM YKpai-
HU, TpodecopoM, KU BUKIanaB y XapKiBCbKOMY IHCTHTYTI MHUC-
TEUTB 1 MPaNioBaB y XapKiBCbKOMY YKPaiHCbKOMY ApaMaTHUYHOMY
teatpi imeHi T. I. [lleBuenka. Maru — ®omina KOmnis [aBpuniHa
(1907-1997) — Ttakox mpaiioBajia akKTPUCOIO Y TOMY K TeaTpi i
OyJia opra”izaTopoM Ta XpaHUTEIBKOIO TEaTPaIbHOIO MY3€IO.

Mapuna PomaniBHa numanacsi cBoOiMH OaTbKamH, yXKe JIIO-
Ouna ix i yacto posnosigana npo HuX. Ha omHOMY 31 CBOIX TBOpUMX
BEUYOPIB BOHA CKa3alla Taki cioBa: “Mewi y oicummi HeluMOBIipHO No-
wacmuno. <..> Kpawux 6amovkie s 63acani codi we ysensw. I nHa-
camneped He MOMY, W0 60HU OYIU NOBSA3AHI 3 MUCTEYMBOM <..>
A momy, wo 6oHu OyIU nOMpsAcaroui 100U, NOPAOHL, YUCTI, YEeCH.
1 Hixonu ne eucmasnsanu cebe Ak AKicb sHamenumocmi. Bonu o6ynu
moou dyace ckpomni” [1]. Came takoro Oyna i Mapuna PomaniBHa.
Barbku Oynu 17151 Hel PUKIIaI0M TTO3UTUBHOTO i YECHOT'O CTaBJICH-
Hs 10 JKATT 1 J10 JIIOJIEH.

BaraTo mMucTenpKHX MPOEKTIB 1 TBOpUMX 3ycTpider Mapuna
PomaniBHa mpHCBSYyBasia TAKOXK TBOPUOCTI CBOIX HAMOIMIKUMX
piAHMX, K1 IepeIYacHo MIlLIH i3 )KUTTA. AJKe, KpiM CMEpTi CBOiX
0arbkiB, ili JOBeNOCS MailKe OJHOYACHO MEPEKUTH e JBI TSDK-
ki Brpatu. Y 2000 poni momep ii KOXaHUH YOJIOBIK — BUAATHUH
yKpaiHcbkuii kommo3utop Biramiii CepriiioBuu ['ybapenko, a y
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2004 poui Mapuna PomaniBHa BTpaTuia mie i CBOIO €IUHY JOHB-
Ky Ipuny ['yGapeHKko — Tex TaJaHOBUTY KOMIO3UTOPKY, IIOETECY,
MUCBMEHHUIIIO 1 TeaTpasbHOTO Aisfva. Sk nro0nsva KiHKa 1 MaTip,
Mapuna PomaniBHa BiguyBana BEIMKY BiJNOBiJaJbHICTH 3a 30e-
pEeKEHHS CBITIO1 maM’sITi CBOiX pigHUX. ToMy BOHA IPUCBSYYBaJa
iM cBof Bipii, BUAaBaia iXHi HOTHI pyKOIUCH, JIiITEpaTypHi TBOPH,
CTaTTi i MEMyapH, CIIpHsiiIa BAKOHAHHIO IXHIX MY3HUYHHUX OIYCiB. Y
IbOMY BOHa Oaunia CeHC CBOro KUTTA. Ha omHOMY 3 TBOpYHX Be-
qyopiB Mapuna PomaniBHa mpounTana cBiif Bipil mig Ha3Bow “AB-
TOMOPTPET”, y AKOMY TOSICHUJIA L€ TaK:

.. Kacowlll ocmasul 0coowlll Ceoll Cieo,

U nepeo numu depoicy st omeem,

Mne saodicno nonams, pazobpams, coXpanume,

Bcé mo, umo ycnenu onu couunumeo,

Bce nomnvie cmpouxu, cmpanuyku, 1ucmol,

Ymoobwt u30a8UnUCHL O HEMOMBL.

JKuevle u mMépmevie — 6ce Mbl OOHO,

s ecex Hac pacnaxnymo 6 geuHocmuv 0okHO” [2, c. 95].

Ha cBoix TBopumx Beuopax i 3ycrpiuax MapuHa PomaniBHa
4acTO YMTaja CBOI BJIACHI Bipiii. 3a i1 3i3HaHHSM, 11i 3][I0HOCTI pO3-
KPWJIMCH Y Hei SIKOCh PaIToBO 1 HecroaiBaHo 1uist Hel camoi. [lepmri
Bipmi Mapuna PomaniBHa Hamucana HanepenoaHi cBoro 60-piuno-
ro 1oBiziero y 1998 poui, a mpoTAroM HaCTYITHOI'O AECATHUIITTS yKe
Oynu BUAaHi TpH 11 noeTuuHi 36ipku. Yci Bipii Mapunu PomaniBau
BpaKaloTh HacaMIlepel] CBOEI0 JIOASHICTIO, IIUPICTIO, BiJBEPTiC-
T10, (hiocodchkor0 MYIPICTIO 1 TOHKUM MOYYTTSIM rymopy. Komu s
BIIEpIIIe O3HaOMUIIAcA 3 TaJaHOBHUTOIO moe3iero Mapunu Pomanis-
HHU, 1 OyJa qyke BpakeHa. Ajpke B poOOTI MU 3HAIH i1 SIK 3aBXKIH
3i0paHy, BOIEBHEHY B cO0i, MPaIlbOBUTY, BAMOTIUBY, ONTUMICTHYHO
HACTPOEHY JIIOJMHY, Y SKOI Bce MPOAYMaHO, J00Ope CIJIaHOBaHO i
BYacHO 3pobieHo. He3paxkatoun Ha Te, 10 1 ZOBENOCS MEPEKUTH
ny’ke 6arato rops, BOHa HIKOJIH Hi Ha IO HE CKap)KUIach i He BIa-
nana y Biguaid. Bona My»HBO Hecna cBili XpecT, 6arato mparioBa-
7a i Tak 6araTo BCbOTO BCTHUTIIA 3pOOUTH 3a cBOE KUTTs! Jlume y
BipIIax Mo-CHOpaBKHbOMY PO3KpHBaiachk ii qyla, OroTIOBaINCh Ti
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eMollii Ta IepeKUBaHHS, K1 3a3BUUall MPUXOBaHi Bif rozei. Came
TOMY KOXXHHH PSIOK 3a4ina€e HAWTOHII CTPYHH JIOJICHKOT Ayl Ta
BIITYKY€THCS TIMOOKO B cepli i po3yMi. Sk Myzipa i cuiibHa IYXOM
*KiHka, Mapuna PomaniBHa O6auniia i cipuiimana >KUTTS B yCbOMY
Horo po3MmaiTTi, TOHKO BifdyBajia HOro pizHOOAapBHICTH, HEeMepe-
OadyBaHICTb 1 LIBUAKOIUIMHHICTE. ToMy Yy i Bipiiax € Bce — i Jipu-
Ka, 1 pinocodcbki po3nymu, i TyMop, i, 3BUUaiiHO, JTI000B.

BucnoBok. Ha ocHOBi aHani3y HasBHUX BiJe03aIllMCiB MOKHA
CTBEP)KYBATH, IO Y CBOTH MY3WYHO-IPOCBITHUIBKIN MisUIBHOCTI
Mapuna PomaniBna Yepkammna-I'ybapenko BusiBuiia cede He Tiflb-
KM sIK BUCOKONpodeciiHuil Ta epyJOBaHUN MY3HKO3HABELb, ajie i
SIK HaJ3BUYaHO TaJaHOBHTA, BUCOKOAYXOBHA 1 TBOpYA JIIOAMHA,
sika OyJia 3aKoXaHa B MY3HUKY, JIFOOMIIA )KUTTS, CBOIX PIAHMX, KOJIETr
1 Apy3iB, sika Mana OaraTWii TyXOBHMH BHYTPIILHIN CBIT, 4yJ0BE
MOYYTTS TYMOPY 1 Jy’Ke CHIIbHY TIO3UTUBHY €HEPreTHKY, KOO 3a-
psiaKaia BCix HaBKOJIO cede.

BmianoBytoun nmam’ste Mapunu PomaHiBHHM, MU MOBHHHI J10-
CIIIKyBaTH BCi MaTepialii, Kl MPOJIMBAIOTh CBITIO Ha XHUTTS 1
TBOpUicTh Wi€ei BuAaTHOi yKpaiHCbKOI My3uko3HaBuui. Ha moro
OyMKY, cepen 0araThbox iHIIMX JKepell BiJleo3amucH ii BUCTYIMIB
Ha HAayKOBUX 1 TBOPYMX 3aX0Jax SIBJISIOTH COOOI0 BENMUYE3HY LiH-
HICTB, aJl)Ke y HUX 30epekeHo kKuBe cioBo Mapunu PomaniBawy, ii
po3ayMH 1 TBOpHUI i1ei, sKUMU BOHA Jaiyiniacs 3i ciyxadamu. Came
TOMY B MOJAJIBIIOMY Ba)KJIMBO PO3IIU(PYBATH TEKCTH i1 BUCTYTIB,
BMIIIEHI y Bijie03amnucax, peTeabHO X JOCTiAUTH, OMyOIiKyBaTH i
3pOoOUTH JOCTYTHUMH AJIS INHPOKOTO KOJia HAYKOBIIIB 1 IIOOUTENIB
MY3UKH, 110 COPUATHME KPaIoMy PO3yMiHHIO TBOPUOi 0COOMCTOC-
Ti i€l uypoBoi Jlroguan i My3ukaHTa.

CIIMCOK BUKOPUCTAHUX JI’KEPEJI
1. TBopuwmii Beuip AOKTOpa MUCTELITBO3HABCTBA, Mpodecopa Ha-
LiOHAJBHOI My3U4HOI akazeMii Ykpainu imeni 1. 1. YaiikoBceKkoro
Mapunu Pomanisan Yepkamunoi-I'ybapenko Ha 3aciganni Barne-
piBcekoro ToBapucTBa. Kuis, 3an bynunky Buenux HAH Vkpainu,
25 yepBHs 2011 poky [Bineozamuc] URL: http:/www.youtube.com/
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This thesis highlights the musical and educational contributions
of the distinguished Ukrainian musicologist, gifted educator, music
critic, librettist, and theater figure, Maryna Romanivna Cherkashy-
na-Hubarenko. Through her dedication and passion for music, she
achieved the highest level of professional excellence, as evidenced
by her numerous accomplishments. Cherkashyna-Hubarenko held a
Doctorate in Art History, served as a professor at the National Acad-
emy of Music of Ukraine, named after P. I. Tchaikovsky, and was
an academician of the National Academy of Arts of Ukraine. She
was also a member of the National Union of Composers of Ukraine
and the National Union of Theater Artists of Ukraine, an Honored
Artist of Ukraine, the founder and head of the Kyiv Wagner Society,
and a laureate of the M. V. Lysenko Award and the National Union
of Theater Actors of Ukraine Award. Her contributions to theater
studies and criticism were recognized with the Gold Medal of the
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Academy of Arts of Ukraine and the Order of Princess Olga, 3rd
degree.

In addition to her rigorous scientific and pedagogical work,
Cherkashyna-Hubarenko was deeply involved in musical and edu-
cational activities. She regularly participated in meetings of the Kyiv
Wagner Society, initiated exciting projects, and organized creative
encounters with teachers and students at various artistic institutions
across Ukraine. The author of this thesis attended twenty of Cher-
kashyna-Hubarenko’s scientific and creative events, documenting
them on video. Sixteen of these videos were recorded between 2010
and 2012, with an additional four filmed in 2008, 2017, and 2018.

This thesis includes personal reflections from the author’s di-
rect interactions with Maryna Romanivna, as well as insights into
the content of her speeches captured in the videos. The author em-
phasizes Cherkashyna-Hubarenko’s exceptional lecturing talent,
noting her ability to engage audiences by tailoring her presenta-
tions to their unique characteristics. She spoke with sincerity and
warmth, as though addressing old friends, and her language was
both accessible and richly imaginative. Her lectures were structured
to intrigue and captivate, often drawing on familiar ideas to spark
interest. Cherkashina-Gubarenko’s delivery was artistic, emotion-
ally charged, and infused with humor, keeping her listeners fully
engaged throughout.

Maryna Romanivna’s lecturing skills were a clear reflection of
her artistic and directorial talents, qualities she inherited from her
parents. Born into a family of accomplished actors, she was deeply
influenced by their work and legacy. Her father, Roman Oleksiy-
ovych Cherkashyn (1906—1993), was a renowned theater director,
actor, and educator, an Honored Artist of Ukraine. He taught at the
Kharkiv Institute of Arts and worked with the Taras Shevchenko
Ukrainian Drama Theater in Kharkiv. Her mother, Fomina Yulia
Havrylivna (1907-1997), was also an actress at the same theater and
served as the organizer and curator of the theater museum. Maryna
Romanivna was immensely proud of her parents, loved them dearly,
and often spoke of them with great affection.
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She also dedicated many of her artistic projects and creative
meetings to the memory of close family members who passed away
too soon, including her beloved husband, the renowned Ukrainian
composer Vitalii Hubarenko (1934-2000), and her daughter Iryna
Vitaliivna Hubarenko (1959-2004), a composer, poet, writer, and
theater performer. As a devoted wife and mother, Maryna Roma-
nivna felt a deep responsibility to preserve their legacy. She hon-
ored them by publishing their music manuscripts, literary works,
and memoirs, as well as promoting the performance of their musical
compositions. At her recitals and public events, she often recited
her own poems, which were admired for their humanity, sincerity,
philosophical depth, and subtle sense of humor.

In conclusion, Maryna Romanivna Cherkashyna-Hubarenko’s
work in musicology and education not only showcased her expertise
as a highly skilled and knowledgeable scholar, but also revealed her
as an extraordinarily talented and deeply spiritual individual. She
was a person full of love for music, life, her family, colleagues, and
friends, with a rich inner world, a keen sense of humor, and an in-
fectious positive energy that uplifted everyone around her.

The author of these theses emphasizes the significance of ex-
ploring all available materials that illuminate the life and work of
this outstanding Ukrainian musicologist. Among the many valu-
able sources, video recordings of Maryna Romanivna’s speeches at
scientific and creative events hold particular importance. These re-
cordings preserve her spoken words, insights, and the creative ideas
she shared with her audiences. Therefore, it is crucial to transcribe
and analyze the texts of her speeches in these videos, thoroughly
research them, and publish them for access by a broader community
of scholars and music enthusiasts. Such efforts will help deepen our
understanding of the creative personality and artistic vision of this
remarkable individual and musician.
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31 CIIOTAAIB ITPO POBOTY HAJI KHUI'OIO POMAHA
YEPKAIIIMHA TA I0JIf ®OMIHOI “MH — BEPE3LJIBIII”
(XAPKIB: AKTA, 2008)

Knrwouoei cnosa: Mapuna Yeprawuna-1'yoapenxo, Poman Yep-
xkawun, FOnis @omina, memyapu, bepesinvyi.

2007 poxy Mapuna YepkaminHa akTUBHO CITIJIKyBaliacs 3 Te-
arpo3HaBuieio ['aHHOW BecenoBchkoro, BHCTynaoun oQiiiHuM
OIOHEHTOM i1 JJOKTOpChKOI nucepTaiiii. Toxi Mapuna PomaHiBHa 1
3anurtana [aHny [BaHiBHY, Y4 HE Ma€ BOHA Ha MPUKMETI KOTOCh 13
KOJIET, XTO MIT OU B3ATHCS 3a OINPAIIOBAHHS “‘JIereHIapHuX’ y Tea-
TPO3HABYMX KOJax crorajiip “Mu — Oepesiyibli”. UepkaiinHa mo-
TiM JKapTyBala, 1o BecenoBcbka “nogapysaia” iif CBOro cTyieHTa.

MeHi — ueTBepTOKypCcHUKY “TeaTpo3HaBCTBA” — MOIIACTHIIO
OTPUMATH JIJISI KOMIT FOTEpPHOr0 HAOOpy He JIUIIE Ti YaCTHHU CIIora-
IiB, sIK1 CBOTO Yacy OyJu nepepyKoBaHi Ha IpyKapChbKiil MalnHI,
aje ¥ 4acTKOBO pykomucHi ¢pparmentu. Jani Mapuna PomanisHa
3aMporoHyBaJja CIOJIYUYUTH MyOJIiKaIil0 CBOro 0aThKka 3 TEKCTaMHU
Mmarepi, a & — JONOBHUTH 1 MEpeIPyKOM KOPOTKHX CIOTaJiB I10-
JIPYXOKSI TIPO BUJATHHUX ““Oepe3ibliB”. A MOTIM MMOCTANO MUTAHHS
aJIeKBaTHOTO HAayKOBOTO KOMEHTapsi, MPHMITOK, MOKaXX4HKa, JO0-
JIaTKiB — poOOTH, sika TpuBasa mnoHas pik. Okpema mojska — Ha-
YKOBUM pelieH3eHTaM 30ipKH, sIKi 6arato B 4OMy MPOBAIMIA MEHE
Ha LUISIXY YHOPSIAKYBaHHS KHUTH, — mnpodecopam ['anHi Bece-
7oBChbKil Ta PocTucnaBy [Tvinmuyky (HWHI OKIHHOMY), a TaKOXK
aBTOPIIl BUINYKAHOI IEpeIMOBH KaHIWUJATY MHCTEITBO3HABCTBA
Haramnii €pmakosiii.

Ha mouatky Xo4eThcs 3rajjaTH JCmio 3 iCTOpii MOSBYU CIOTajIiB
Pomana Yepkamuna — 3i ciiB Mapuau PoMaHiBHE OpIEHTOBHO Y
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kiHmi 1980-x pokiB: “baThko CBOT MEMyapH HAIKMCAB JAYKE IBUJIKO,

“Ha migiiomi” — OyKBaJIbHO 3a Kijibka MicsiiB. [l{orpasna, 1ie crano-
Cs1 TOJIi, KOJIM BiH IPOMILIOB 3HAYHHH IUTSIX B OCMUCIICHH] (peHOMeHa
Jlecs Kypb6aca: ysxe Hamucas 0araTto OKpeMuXx cTaTei mpo pexxucepa,
YuMaJo Mnpallb, MPUCBIYEHHX ‘bepe3osnto”, mpopeleH3yBaB, Ha TON
Yac yke BHHIIIa MOCKOBCBhKa 30ipka Jlabincekoro-Tantoka-KopHi-
enko-Kysskinoi npo Kyp6Oaca. Bnacne, Haranis Kyzsakina i Oyna
iHiniaTopoMm mosiBu croraaiB Pomana Yepkamuna... Kuury mano
BUJIABaTH BUJABHUIITBO “MHUCTEITBO”, TOK 0aThKO HAIC/IaB TYAH
pyxonuc i 100 cBitnun, nigibpanux y Myseei Tearpy llleBuenka,
10 BXKE Ha TOH 4ac icHyBaB. AJie pyKONHC Y BUJIABHUITBI OyB 3a-
ryOneHuit, a OoTO HEBIJOMO KyAM 3HUKIIH. 3BUYAIHO, J1JIsl OaTbKa
e CTajio yAapoM, aJiKe BiH OyB YK€ HEMOJIOIUH 1 3aHOBO BiJHOBH-
THU 11 MeMmyapu Oysio HenpocTo. YacTuHy croraais, 6e3mocepenHbo
noB’s13any 3 KypOacom, 31 3HaUHUM CKOPOUYCHHSIM Ta KOMEHTaPSIMH
Muxkonu JlaGiHcbKoT0 HaapyKyBaB KypHas “CyuacHicTs’. Tox 1
KypHaJbHA BEPCis TPOXH eMOLIHHO migTpuMaia 0aTbka. YacTuHy
PYKOIHCY S BCTUTIJIA MEPEAPYKYyBaTH Ha MAIIMHI 332 HOTO >KUT-
T4, BiH IIe BUUUTAB 1 OyB Iy’>ke 3aJ0BOJICHHIA. A OCTaHHS YacTHHA,
MOB’sI3aHa 3 POKAMH BiifHU 1 IOBOEHHOO NisUTbHICTIO Tearpy, icHye
nuiue B pykonuci. Poman OnekciiioBuy XOTiB JOpOOUTH LieH po3ai,
ajpke oMy 37aBasiocs, L0 BiH HAalMCAaHWH JIemo (parMeHTapHO,
ane Bxe He Bctur” [1, c. 48—49].

Jonam nuie, mo, KpiM pyKONucCy, SIKHi 30€piraeThCst y mpH-
BaTHOMY apxiBi UepkamnHux-I'yoapeHkiB, Komisi MEMyapiB TaKoxK
30epiraeTbes B My3sei ictopii XapKiBChKOrO Jep>KaBHOI'O akase-
MmiuHoro Apamatuanoro tearpy imeni T. I IlleBuenka. dparmMeHTH
CHOTajiB IPYKyBaJIUCs B ra3erax, 4acolucax Ta HayKOBUX BHUJaH-
HSX [2-5], 1esKOI0 MipoIo TEKCTY PYKOIHCY BiAMOBIJAIOTH 1 CTATTi
P. Yepkammuna y 30ipaukax crnoraais mpo Jlecs Kypbaca, onnak y
MOBHOMY 00cs31 “Mu — Oepe3inbiii” OyJio Bepiie omy0iKoBaHO
y 2008 porii [6].

YpaxoBytoun oOMeKeHHH 00CAT TEKCTY 1 BOQHOYAC HIMPOKY Bi-
nomicTb MemyapiB P. YUepkammHa, 103B0J10 001 TOPKHYTHCS JIULIE
X MEHII AOCIiIKEHUX acleKTiB. 30KpeMa, OKpeMe Miclie B TeKCTi
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JereHpapuii 6epesinenps NPUCBIYYE MAJOBIIOMHUM SBHINAM Ta I10-
CTaTsIM, SIK, CKaKiMO, . Kynin, B. lomapancekuii, H. Bamienko un
IO. Hikirin.

Ipo U. Kynina Ta kepoBaumii HuM y 1925-1927 pp. “Tearp
yuTus” (OpraHizoBaHUM MpH ApamaruyHoMy (akymnbsreTi My3ud-
HO-IpaMaTUYHOTO iHCTUTYTY imMeHi M. B. Jlucenka) Bimomo Han-
10 Mano. Kpim P. Uepkamuua ta FO. ®ominoi, 1. Kynina sragye
y cBoix Memyapax aktpuca 3. I[lirymoBuu: “Y Toil yac [MarOThCs
Ha yBasi 1925-1926 pp. — B. C.] npu inctutyTi im. Jlucenka OyB
opranizoBanuii Teatp uutis. Kepysas Hum Kynin (im’s, mo 6atb-
KOBI He mam’siTaro), 3a npodecieto mikap. Onekcanap CremanoBuy
[Kypb6ac — B. C.] 3anpocuB Kynina 10 Hac y KOJIEKTHB 1 TOIPOCUB
PO3MOBICTH MPO CBOIO CHCTEMY MOCTAHOBKH rojocy. KojaekTus i3
BEIMKUM iHTepecoM ciyxaB Kynina. Ycio ncuxoizudyHy CTpyk-
Typy JIOAWHY BiH OiMUB Ha ciM cdep. [..] Y cBoili poboTi 3a miero
CHCTEMOIO BiH 3MYIIYBaB CBOiX Y4YHIB 30CE€pEIKyBaTHCS Ha LIUX
cthepax, i TEKCTH, SKi BiH BUMOBIISIB, HIOUTO cami COOOK 3a0apB-
JIOBaJIMCSA B Ti eMollii, o Oynu nputamManHi uum chepam. [...] Yne-
HaMm pexksiaboparopii Kypbac naB 3aBmaHHsS BIOPSIKYBaTH BECh
Lei MaTepiai, Ipu4oMy He B 000B’I3KOBOMY MOPSIIKY, a [THM], XTO
MaTuMe OakaHHsl, MOBO3HUTHCS 3 M€ POOOTOr0. | MiticHO, MOTPIOHO
OyJio moBo3uTHcs. S 1 Lie KifbKa JI0ACH, He maM sITalo BXKe XTO, 3
BEJTMKUM 3aB3STTSAM B3SJIUCS 3a MEPETBOPEHHS LOTO Jy’Ke IIiKa-
BOTO JIJIs1 Hac MaTepiany. [...| OOpa3HoO 1e BUTIISAIAI0 TaK — aKTop,
OCBOTBIIN H YCBiIOMHBIIY LIUISIXOM 11101 HU3KH BIIPaB CBii MCHXO0-
¢i3nuHMii anapat, HATUCKAIOYH, SIK Ha KJIaBilll posiyisi, Ha OyIb-KY

“cepy”’, oTpuMyBaB Tramy 3a0apBICHUX EMOIISIMU PE30HATOPIB,
migHiMaB abo oIyckaB Ha OyAb-SKHIl pericTp cBiil roocoBwmii amna-
pat” [7, c. 13].

OmHokypcuuk P. Uepkammuna, pexxucep M. CraHicnaBCbKHIA,
KOJIMIIHIH yyacHUK “TeaTpy uMTLs”’, TAKOK HABOAUTH IIIKaBi aKTh
Giorpagii 1. Kynina y cBoix croramax: ... KoJIuch BiH 6yB y4acHH-
koM “T"'abiMu” — BiIoMOi B CBili Yac €BPEHCHKOI TeaTpasibHOI CTY i1 B
Mocksi. 3aiimascst Kynin nocranoBkoto ronocy 3 O. [loneBuipkoro
Ta IHIIUMH yCIaBICHUMH ApaMaTHYHUMHU akTopamu’” [8, c. 4].



Cuna mucmeymea: My3uyHi, meampaibHi ma MUCMeymeosHasyi apmuK)iAyii

VY Bepecni 1969 poxky, nepedysatoun B Oneci, pexucep M. Cra-
HICIIAaBCBKUU BiIHOBUB opartopito “JleHin” “y ToMy 3By4aHHi #
BUTJISII, SIK LS pi4 BUKOHYBajach y CEpelrHI ABAILUATHX POKiB
CTyZEHTChKOI0 MaiicTepHero “Tearp untus” npu KuiBcbkomy my-
3UYHO-IpaMaTUIHOMY iHCTHTYTI iM. M. B. JIucenka”. Jlo3Bodto co-
01 IpPOLUTYBAaTH YPUBOK TEKCTY OpaTOpii, IKMH MOXE CTAaHOBUTH
LIHHICTB JUJIS IOCJIIIHUKIB TEaTpy:

“Jlonoon! Hapuxc! bepnin!

— Hy, sk sam nodobaemuvcst Jlenin?

— baume, ax éam ckazamu? Jlroouna sk 1100una.

— 300senymuii?

— Ak i eci.

— Posmognae?

— Teowc ax i eci.

— Hiaxoi cencayii nemace y Jlenina.

— Tax, diticro, Hisikoi cencayii Hemae i He Oyno y Jlenina.

—  Mumnynoeo pazy mu snaviuwiu y Lllsetiyapii 6yourok, oe sicus JIeniH...

— byounox?

— Oenanynu KiMHamy, po3moGIsIU 3 20Cnodapem-yobomapem!

— Yobomapem?!

— [ niuoco ne3suualiHO20 He 3HAUULIU.

— Hiaxicenvkoi cencayii?

— Hy, piwyue niaxicenvkoi cencayii!

— Kimnama, oe sicug Jlenin: cmin, cmineysy, midicko. Jlenin 3 opyoicu-
Horo. Cudie Ha cmiivbyi, Yumas, NUCas; OPYICUHA Bapuia 00i0 HA RPUMYCL...

— Hdpyorcuna — na npumyci!..

— Iuxonu 0o Hux dexmo npuxoous. Tooi 6onu cudinu i muxo pos-
MOBIAIU. A THKOIU 60HU MedC KYOUCH TULTU, d NOTIM 3HO8 NPUXOOUTU.

— [ ece?

— Bcel..” [8,c. 1].

VY Tekeri “Mu — Oepesinbui” P. YepkammH 3raaye mie oqHy wi-
kaBy nocrate — H. Bamenko, a came — 1i Hetunosuii onuc Jle-
cst Kyp6aca. Ockinbky MeH1 BAAJIOCS BIALITYKAaTH CHOTAAH aKTPHUCH,
JIO3BOJIEO cOOI TONATH MOBHY LUTATY: “IcHye 6azamo nopmpemis,
gomo Kypdaca, sixi 3naroms yci niroou meampy, ane s 6auy 1o2o no-
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cgoemy. Bucoxa, cmpynka (ane ne nanpyaicena, He 3 mux, Wo apuiuH
NPOKOSMHY8) ROCAMb, CUBULL Uy0 i Ni0 2yCMUMU YOPHUMU WUPOKU-
MU Oposam, BUSHYMUMU, MO KPUNA — GeTUYe3HT 3eleHy8ami oui —
cipi oui 6 yoprux eycmux isix. Oui wWupoxko IOKpumi, maidice Kpyaii,
HEMO8 Y COKOIA YU THULO20 XUNCO20 NINAXA — dle HCOOHOT Xumpoi ic-
KOpKU 6 HUXx He oyno. Oui HiOu 3a0ueieHi Kyoucw 6 danedinb. Odauuy-
us 3 KPYNHUMU PUCAMU, 8UPA3HE, CNOKIlHe, CKopiule 1aciOHe, HidC
cyeope (came naziowe, a He aackase). LlLjocv y 6ciil tioco nocmami
0y10 HesrosuUMe, Hecxodice Hi Ha Koeo. He 6yoenne. Koau s 00 Hboeo
0odomy nputiuiia i nobauuna 1o2o enepuie, 6iH 6y8 y 00OMAUHbOMY
0yarce CKPOMHOMY 60PAHMI, 8 KIMHAMHUX NAHMOYAAX — ale Hi0eo
06Y0eHH020, 0OMAUHBLO2O 8 HbOMY He Oyno. Bin enuboro epasue mene
we mooi. A oopasy 6iouyna — ye 10OUHA, He CXO0NHCA HA THUUX, 0~
ouna eenuxozo macwmady. Lo ye 6yno? Beruuasicms — natimenue!
Bumonuenicmo? Ane mym Hibu € npucmax 4020cb MAHIPHOZ0, Y65~
€Ul IFI0OUHY, 3 OIOUM, MOHKUM OOTUHYAM, MOHKUMU PUCAMU, UOCH
mpoxu Hiou dcinouonodione. Kypbac Oye wupoxonieuuil, pucu mas
myorcui. Apucmoxpamusm? Brudicue, ane He 306cim gipHo. Besnepe-
YHO, BIH HANEHCA8 00 MAK 36AHUX apucmoKpamie 0yxy. Aze i ye He
ece. Besnepeuna wnaxemuicms, apmucmusm y KOJICHOMY GUUHKY, 8
KodICHOMY pyci. Bci oo ocecmu i pyxu 6yau naacmuuni, Kpacuel,
3aKiHueHi — I, 20108He, — abcoomuo opeaniuni. Hi mini nozepcmaa.
Om garce npo Koeo modcna 6yio ckazamu crogamu 1opvrozo “Kpa-
casey uenogex”. 3 ciuns 1930 poxy s owcuna 3 Kypoacom 6 oonomy
OdoMi [ He pas cnocmepieanda, siK 6iH ioe 00 micma. Ko weuoKkorw i
Ha 0uso ae2koto byna tioeo xooa! Yomyco modi 6 moitl ys6i 6uHUKAB
obpasz kopabns, sakuil nauee Ha simpunax. Iliaw tioeo, matidice po3-
cmeOHymuil, Mase Ha 6impy, Kaneuox mpoxu scyHymuii Hazao...” [9].

AxTtpuca ta noapyra H. Bamenxko JI. /laHunbsuyk cTBEpIXKYyeE:
xoua P. YUepkamuH akTuBHO JuctyBaBcs 3 H. Bamenko, pykonucy
cnorafiB Harani FOpiiBHu BiH Mir i He OaunTH. AJKe, KOJIH MPH
ocobuctiit 3yctpiui 3 Pomanom OnekciiioBuyuem JI. JlaHmipuyk 3a-
nuTalna, Y4 9yB BiH PO MeMyapH cBO€i kosieru, P. UepkanimH suiiie
HETICBHO Bi/INOBIB, 1110 H. BarieHnko cipas/ii nmucasia crioraju, OHaK,
JIe 3apa3 3HaXOAATHCS Il TEKCTH, BiH He 310TaayeThes. [louyBimm x
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Big JI. anunpuyk, mo pykonuc MmemyapiB H. Bamenko 30epiraets-
cs B Hel, Poman OnekciiioBrny MoBHB: “Ternep s MOXY CIIOKiifHO TO-
meptu’ [10]. Tox 3a siskumu Matepianamu P. Uepkammd nuTye ciosa
H. Bamenko, 3’1cyBatu He Baajocs. MOXIUBO, TaKUH OPTPETHUH
omnuc Jlecs Kypbaca na npoxanns Pomana OnekciiioBuya akTpuca
HaBeJla B AKOMYCh 31 CBOiX JIMCTIB, sIKi He 30epernucs Hi B ocoduc-
toMy apxiBi M. UepkamnHoi-I'ybapenko, Hi B My3ei TeaTpaibHOTO,
MY3UYHOI'O Ta KiHoMucteurBa Ykpainu. Ilpore y ¢onmax ocran-
HBOTO € I[iKaBUI JOKyMeHT — JucT 31 JIbBOBa, natoBanuii 1989
pokom, 1o P. Uepkammna Big pexxucepa A. BypikaHcbkoro, e ze-
TaJBHO ONHKcaHi nepunerii 3 pykonucom H. Bamenko [11, c. 1-2].

Hywmato, ictopist 3 “Pykonucaumu 3ommramu” H. Bamenko i
Te, o Komis cnorafiB M. CraniciaBcbkoro “Anbma matep” 30epi-
raeTbesi B pOAMHHOMY apxiBi Yepkammaux-I'ybapeHKiB, CBIZUUTH
HE JIMIIe Mpo iX TOBApHUCBKi 3B’SI3KHM, aje W MpO LiHHICTh B 04Yax
Pomana OnekciiioBuua crioraJiB cBOiX KoJser. 3ayBaxy, IO B apXi-
Bi Uepkamnnux-I'yoapeHkiB MiCTHTBCS 1ie 6arato iHIIUX HIHHUX
PYKOIHMCHUX MaTepiaiB, IesiKi 3 AKX POAMHA BUPIIIHIIA IEpeAaTH
10 My3ero TeaTpanbHOr0, My3MYHOTO Ta KIHOMUCTELTBAa YKpaiHH.
I, 3BicHO, IbOMY 1€ BapTO OyJie MPUCBSITHUTH HE OJHE HAYKOBE J10-
CIIJKEHHS.
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ON THE HISTORY OF WORKING ON THE BOOK:
ROMAN CHERKASHYN AND YULIA FOMINA’S WE ARE
BEREZILIANS (KHARKIV: AKTA, 2008)

Keywords: Creative and scholarly legacy of Maryna Cher-
kashyna, contemporary research in historical theater studies.

Preparation of the Publication.The origins of R. Cherkashyn’s
memoir We Are Berezilians, including earlier excerpts published in
periodicals and partially referenced in his other works. The book
highlights both legendary Berezil figures and lesser-known person-
alities and movements, such as Y. Kunin and his Reader’s Theater.
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Other manuscripts from the Cherkashyn family archive, in-
cluding Mykola Stanislavsky’s Alma Mater, add further historical
context. Cherkashyn valued his colleagues’ memoirs, particularly
Natalia Vashchenko’s Handwritten Notebooks.

The editorial process involved refining R. Cherkashyn’s text
and structuring the book, with careful selection of appendices to
enhance its relevance. Additionally, Y. Fomina’s manuscript Spring
Noise played a key role — its origins, previous fragmentary publica-
tions, and integration with other memoirs were carefully considered
to ensure coherence.

Contributors and Reception. The book’s foreword and reviews,
along with M. Cherkashyna-Hubarenko’s role as a driving force be-
hind its publication at Akta Publishing House.Maryna Cherkashy-
na’s reflections on the book, as shared in an interview
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TPAJUIITI XAPKIBCBKOI KOMIIO3UTOPCBHKOI
IKOJIM Y POAUMHHOMY KOJII CIM’I
YEPKAIIMHUX-T'YBAPEHKO

Knwuoei cnosa: Xapriscoxa xomnosumopcoka wixona, M. Yep-
xawuna, B. I'vbapenxo, C. Boeamupbos, mpaouyii.

OcsirHEeHHS TBOPYOi AiSUTBHOCTI MPEICTABHUKIB POAMHHOTO KO-
na cim’i Yepkammuaux-I'ybapeHkiB, y sKill crocTepira€rbcs mpo-
(eciiiHe 3pocTaHHsI HA OCHOBI 1X MPUHAJEKHOCTI A0 XapKiBCHKOI
KOMITO3UTOPCHKOI LIKOJIM, HAJA€ IMITYJIBC JIJI51 IBOTO JOCHIIKEHHSL.
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Sk BiZJOMO, 32 CTBOPEHHSIM TBOPUYMX LIKiJI, HAIPSIMIB MUCTELITBA,
XYAOKHIX TBOPIB CTOATH KOHKPETHI IEPCOHAJII1, IIJ0 3MOIIIH 30eper-
TH, PO3BUHYTH 1 TPUMHOKHUTH JOCITHEHHS CBOIX monepeanukis. To-
My 4epe3 aHaji3 OiorpadiuyHux aeTtanei, NOBsI3aHUX 3 TIEPETHHAMHU
MiX yuHeM Ta neznaroroM (y ¢okyci wieHiB cim’i Uepkamuaux-1'y-
0apeHKiB), BaKJIUBUM CTa€ BHUSBICHHS TBOPUO-1HTEIEKTYaJIbHOTO
JIOCBIJTY, SIKMI BIJIKPUBA€E MIIMOMHHUH CBIT XyJI0KHBO-ECTETHYHOTO
3MICTy IisIBHOCTI (@00 ceMaHTHYHOro 3MicTy ix TBopiB) Biramis
I'ybapenko, Mapunu Yepkamnnoi ta Ipunu I'ybapenko, KoTpi mpo-
JOBXKHJIM TPaanLii XapKiBCbKOi KOMIO3UTOPCHKOI IIKOJIH.

BusHauatoun moegHaHHsS JNIOJEH PI3HUX MOKOMIHB y “KOMIIO-
3UTOPCHKY IIKOMY”’, MM MaeMO Ha yBa3i BIOPSIKOBaHI MixK cO00I0
TBOPYI 3B’$I3KM OCOOMCTOCTEH, AKi (OPMYIOTH MEBHY LITICHICTD i
30epiraloTh OCHOBHI TBOpPYI HANpPSMHU Yy CBOIM MOJANBLIIN Iisib-
HOCTI i OJTHOYACHO aKTyaJli3yl0Th CBOI IHANBITyallbHi 0COOIHBOCTI.

XapkiBcbKa KOMIIO3UTOpchbka mkona 3a 100 pokiB cBoro ic-
HYBaHHS MIPOMIILJIA TPUBAJIUN MEPIo PO3BUTKY 1 Hamiuye Oe3miy
SICKpaBUX OCOOMCTOCTEH, TBOPYICTIO SKMX BOHA MpPEICTaBIICHA.
IX mop’s3ye cHajKOEMHOCTI TIOKOiHb, 3B’5130K MUHYJIOTO i CHOTO-
JEeHHSI, TpaauLii Ta HOBAaTOPCTBO. AHANI3yIOuW BHJAATHI MOCTATi
ponuan Yepkammuux-I'yOapeHKiB, 3HaAXOAMMO TICHUH 3B’SI30K 3
BUJATHUM KoMmo3utopoM C. boraTupboBUM Ta 3 KyJIBTYPHOIO ay-
poto micta Xapkosa.

Ha nouatky XX c1. XapkiB, Malouu cTaTyc CTOJNHII, OyB OI-
HUM 3 TIPOBITHUX PETiOHIB KpaiHH B Tally3i My3HYHOT'O MUCTELTBA.
Le OyB ocepenoK 3poLeHHs TaTaHOBUTUX KOMIIO3UTOPiB, BAKOHAB-
LiB, CIiBaKiB, My3UYHHX CITIJIOK 1 TYPTiB, My3UYHOTO HOBaTOPCTBA.
e — mepion CTaHOBIEHHSI TEOPETHUKO-KOMIIO3UTOPCHKOI IIKOJIH,
3pOCTaHHS PIBHS MY3HUYHOIO MpogecioHani3My, YTBEpPIKCHHS ca-
MOOYTHOCTI HalliOHAJILHOTO yKpaiHcbkoro muctentsa. Cysip’s xap-
KIBCBKMX MHTIIB BUSIBUJIH CBili MOTYTHIH TalaHT 1 TPOMaJSTHCHKY
MO3HIIII0 B POKH YKpaiHCHKOT0 BigpomKeHHs, HaJjanu MOTy THBOT'O
IMIyNIbCY JJISE TIOAAJBIIOTO PO3BUTKY KYJIBTYPH, XYHOXKHIX IO-
LIYKiB Ta ekcriepuMeHTiB. L{i TeHaeHmii B pi3Hi nepiogx MUHYIIOTO
CTOJITTS MOB’SI3aHi 3 KOMIIO3UTOPCHKOIO Ta BUKJIAMALBKOIO MislIb-
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HICTIO BIJOMHX KOMIIO3UTOPIB, meaaroriB Tta Haykosuis: I. Crati-
Ha, C. Boratupsosa, JI. Kiebanosa, B. 3onotyxina, B. ['ybapeHka,
I. TromeneBoi, M. Yepkammnoi, I. I'ybapenko Ta in. disiabpHICTH
IUX MPEICTABHHUKIB CTBOPUJIA YMOBH [JISl PO3BUTKY MY3HUYHOTO
JKUTTSI XapKoBa B paMKaXx TEOPETUKO-KOMIIO3UTOPCHKOT LIKOJIH, 3a-
caoBanoi C. boratuproBuM. TBOPYICTH XapKiBCBKUX KOMIIO3UTOPIB
npoTAroM XX CTOINITTS CTAHOBUTH LIy €MOXYy B PO3BUTKY HaLlio-
HAJIBHOI KyJIBTYpU YKpaiHH.

3a mepioa cBOro iCHyBaHHS XapKiBCbKa KOMIIO3UTOPCHKA MIKO-
Jla MpoWIIa JOCUTh CKJIaJHUH Ta HEPIBHOMIPHUHN LUISX, II0 OYIIO
TICHO MOB’3aHO 3 MOJITHYHO-EKOHOMIYHHM Ta COLIOKYJIBTYPHHUM
CTaHOBUIIEM B KpaiHi. He3Bakatoun Ha 11e, MpeACTaBHUKH KOMIIO3HU-
TOPCHKOI KO XapKoBa XapaKTepU3yIOThCA BUCOKUM Mpodeciona-
J13MOM, TICHUM 3B’I3KOM 3 TPAAHLISIMHU, a IXHI TBOPH Bl API3HIIOTHCS
JKAaHPOBUM PI3HOMAHITTSAM, TTMOOKUM 3MICTOM TEM Ta 00pa3iB.

VY 1917 poui B XapKoBi CTBOPEHO MY3UYHO-IpaMaTUYHHUH 1HCTHU-
TYT (SIKMI Mi3HILIEe CTaB KOHCEPBATOPi€lo, a 3apa3 1e XapKiBChbKUN
HalioHasbHUH yHiBepcuTeT MucTenTB imeHi I. I1. KotnsipeBchko-
ro). Came B 1eil yac Oynu 3aKjazeHi OCHOBH XapKiBChKOi TEOPETH-
KO-KOMIIO3UTOPCHKOI IIKOJIH, JIiiIepoM sikoi ctaB CemeH CeMEHOBUY
BoratupboB. SIk KOMIO3UTOpP, TEOPETHK Ta BUKJIAJay, BiH BUXOBaB
iy MIesAy MOCTHiAOBHUKIB — BUAATHUX YKPaiHCBKUX KOMIIO-
3uTopiB Ta mexaroriB. Cepen ioro Bimomux yuHiB Oymu A. Ilro-
rapenko, 0. Meiityc, . Knebanos (memaror B. ['ybapenka B
XapkiBcbKkoMy 1HCTUTYTI MucteutB), B. bopucos, b. Sposun-
cekuii, M. Konsina, O. XKyk (megaror B. 'ybapenka B XapkiBcbKOMY
My3uuHoMmy yumnuiii), M. Tim, 1. [lyHaeBcbkuii, JI. BepOoBchkuid,
I. Cnioco6iH, B. Haxa0iH, I'. TromeHneBa (negaror M. UepkamuHoi B
XapKiBCbKOMY IHCTUTYTI MUCTELTB) Ta 0arato iHIIUX.

3acHoBana C. BoraTupboBHMM KOMIO3UTOPCHKA LIKOJIa BUPi3HSI-
Jacsi BACOKMM Mpo(decioHani3sMoM, akTyalbHICTIO TEM Ta CIOXKETIB,
TOCTPHUM BiIUYTTSAM CYy4aCHOCTI, JOTPUMAHHIM KpaIIUX TPaaHIIii
CBITOBOI KJIACHYHOT MY3HYHOI KyJIbTYPH Ta MParHeHHsIM JIONOBHU-
TH ¥ OCY4aCHUTH HOBHMH KOMIIO3UTOPCHKHMH HampsiMamH, TaKu-
MU sIK 1oAekadoHis Ta cepiliHa TexHika [1].

1V Yeprawuncoki yumanms

CxemaTruuyHe 300pa)KCHHS HAOYHO BHSBJISE B3a€EMO3B’SI3KH
npeicTaBHUKIB ponunu ['ybapeHko-UepkamnHUX 3 TOTISAY Crai-
KOEMHOCTI MTOKOJIiHb TEJIaroriB XapKiBChKOI MY3HKO3HABUO-KOMIIO-

Cxema 1. Cmocynxu 6 poouni I'ybapenxis-Yeprawiunux

C. borarupboB BiI3HAUYMUBCS TIAUOOKHUM IHTEPECOM IO MY3H-
KO3HABYHUX JOCIIKEHb, Y YOMY MOKEMO 3HAWTHU 3B’I30K 3 BHUXO-
BaHHSM B HOT0 KJIaci TaKoi cepio3HOI My3UKO3HABHII, K [anmmHa

ITicns Bix'i3my Cemena boratuproBa KepiBHHUITBO (haKyJIbTe-
TOM BiJ CBOTO HaCTaBHHKA MEPEUHSIN NBOE Horo yuHiB: [. Trome-
HeEBa o4ouia kKadeapy ictopii mysukn, a M. Tim— xadenpy Teopii
my3uku. ['annna OnexcaHapiBHA PO3TOPHYJIA LT THY BUKIAAAIBKY
Ta HayKoBYy po6oTy. II mocmigHuIEKi iHTepecH caranu Bix HapuCiB
po kommo3utopiB (M. Komsima, C. boratupros, I1. HalilkoBCbK )
JI0 TUTAaHb TIEPETUHIB MIJK MY3HUKOIO, JIITEPATYPOIO Ta MOE3i€r0 (Ha
npuksani TBopyocti M. l'orons ta I1. Tuunnm) abo Mik My3UKOIO
Ta )KMBOMHCOM (Ha TIpHuKJaAi TBopuocTi . Pemina).

Pi3Hi acieKTH BUBYCHHS KJIACHYHOI MY3UYHOI CITaAIIIIMHU, 0CO-
OJIMBO OTIEPHOTO JKaHPY, B3a€EMO/Iii MY3HKH 3 IHIIUMHU Pi3HOBHIAMH
MUCTEIITBA — YC€ 11€ TeMaTHKa HayKoBUX mpallb [. TromeHeBOI.

VYuenunero 'anuan TroMeHEBOI Ta MPOMOBKYBaYeM TpPaTUIIIN
My3uko3HaBuoi JiHii mkomu C. boratuproBa Oyina Mapuna Poma-
HiBHa YUepkammHa, sska TpuiHsIIA ecTadeTy 3 PyK CBOTO BUUTEIS
Ta 3rOJIOM TaKOXK 3aBilyBaJa Ii€ro K Kadeaporo.

M. Yepkammuna, 3ragyroun HaB4aHHA y 1. TromeHeBoi, 3ayBa-
xKye: «[Ipuainsgroun auMasno yBaru y BJIACHUX JICKITISIX TEOPETHU-
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HUM IpobeMaM My3HU4HOI MOBH Ta CTHIIIO, [ anuHa OnekcaHapiBHA
paszoM 3 TUM TpakTyBaja iCTOpil0 MY3HMKH SIK AUCHUILTIHY 3araib-
HOryMaHiTapHoro nukiy. | y BmacHux poOorax, i y pobotax ii
YUHIB pO3pOOIsIUCS MUTAHHS B3a€MOAIl MY3MKHU 3 1HIIMMH MHC-
TEHBKUMU Taly3s MU — JIITEPaTypolo, MOEe3i€l0, KUBOMUCOM.<...>
MeHi BOHa 3allpoNOHyBaJja Ile Ha YeTBEPTOMY Kypcl KOHCEpBaTO-
pii HanucaTu poboTy Ha Temy “llleBueHko 1 mMy3uka”, sika crana
MOE€IO TIEPILIOI0 CEePHO3HOI0 MyOmiKalielo Ha CTOPiHKAaX XypHaILy
“My3bIKanbHas *Ku3Hb » [2, c. 10].

IpynrosHi npaui Mapuau PoMaHiBHY OXOIUTIOKOTH Pi3Hi acriek-
TH, aJie ONEepHO-TeaTpajbHe MUCTETBO 3aXOMMUIIO YBary Ta CTalo
CIPABOIO KUTTSI, 3HAMIIIIO My3UKO3HaBYE BiJOOpaKeHHs B HAYKO-
BO-JIOCIII THUIIBKIH CIIpaBi.

Croroani Mapuny PomaniBHy UepkammnHy 3HAIOTh SK MY3HU-
KO3HABIIsl, My3UYHOTO KpUTHKA, TeJarora, JiOpeTucra, JOKTOpa
MHUCTELTBO3HABCTBa, Mpodecopa, akaaemika HamionanapHOl axa-
nemii MucTenTB YKpaiHu, 3acHOBHHKa i rojoBy KuiBcekoro Bar-
HepiBChKOro ToBapHcTBa. Sk mpodecop kadeapu icTopii My3uku
HMAY im. I1. I. HaiixoBcekoro, Mapuna PomaniBHa BUXOBaJ1a HU3-
KY MY3HMKO3HAaBIIiB, 5IKi T'HO MPOAOBKYIOTH CIIpaBy CBOTO BUUTE-
nst. I1i 11 kepiBHULITBOM HAIKMCAHO Ta 3aXUIIECHO BEIUKY KiJbKICTh
JOKTOPCBKUX 1 KAHAUAATCBKUX JUCEPTAaIliil.

XapaKkTepHOI0 PHCOI0 TPEACTABHUKIB KoM borarupbosa
cTana IupoKa OaraTorpaHHicTb TBOPYOI AisUIBHOCTI B LIAPHUHI MY-
3MYHOT'O MHUCTELTBA.

Tpaauuii nmpodeciiiHuX 3acal XapKiBCBKOI KOMITIO3UTOPCHKOL
HIKoiH, 3acHoBanoi C. boratuproBUM, 3HAHIIIN CBOE MPOAOBKEH-
Hs B AismpHOCTI KoMmo3utopiB O. XKyxka ta [I. Knebanosa (BuuTe-
niB Biranis ['ybapenko), my3ukosznasuni I. TiomeHneBoi (enarora
Mapunu PomaniBau YepkamunHoi-I'ybapeHko) Ta Kommo3utopa
B. 3onotyxina (Buntens Ipunu ['yGapenko).

[IpencraBHukun XapkiBchkoi kommosuTopebkoi mkonu C. bo-
raTupbOBa MOENHYBAIM Pi3HI BHIM TBOPYOCTI Ha PiBHI KOMIIO-
3UTOPCHKOI Ta TMEAaroriyHoi HisSBHOCTI, a TaKoX MPOBOIUIIU
HayKOBO-MY3HKO3HaBUY poOOTY.
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Ha ¢opmyBaHHS KOMIIO3UTOPCHKOTO CTHJIIO BILTUBAIOTH Pi3HI
(dakTopu, ajye OJHUM 3 HAMBAKIIUBIIIUX € 3HAHHS Ta JOCBIJI CIiJ-
KyBaHHS 31 CBOIMH IejaroraMu. [1eThCst He TiJbKU MPO BUKOHAHHS
y4HEM MOTOYHHUX 3aBAaHb, a HacaMmepel Mpo MY3HUHi MOTISAN
(cromu BiTHOCMMO XYIOXKHIM CMak, METOOW Ta MPHUHOMH HHUCHMAa,
CTaBJICHHS 10 TIEBHUX KaHPOBUX HANPSMIB 1 TEMaTUKH TBOPIB), SIKi
MPUILIETITIOITHCS B Pe3yJbTaTi TBOPYOro CIIJIKYBaHHS y4HS Ta Iie-
Jarora.

VY cepenuni 30-X pokiB pO3MOYAB CBOK 0araTOpiYHy Iearoriv-
Hy IisnpHICTh y XMY Onexcanap A6pamosud JXKyK — KOMIIO3HTOD,
JUPUTEHT 1 BUKJaAa4. BUIYCKHHUK 1CTOPHKO-TEOpEeTHYHOro (ha-
KyJbTeTy XapKiBcbkoi KoHcepBaToOpii o kiacy komnosunii M. Ti-
na (mocmimopuuk mkonu C. boraruphoBa), micis 3aKiHYCHHS
HABYaHHS BHKJIaJaB OHOYACHO B KOHCEPBATOPIi Ta B My3UYHOMY
yunnumi. [Tig kepiBauureom O. A. XKyka B pi3Hi pOKH HaBUaIHCS
B. 4. lonropuwuit, B. C. I'ybapenko ta B. C. bibik.

Came B kimac O. A. XKyka norpanus monoauii B. ['ybapenko.
Onexcannp AbpamoBud JXKyK, sIK yUWTeNb-HACTaBHUK, 3yMiB BHU-
SIBUTH 1 PO3BUHYTH TaJIAHT IOHAKA JI0 KOMIIO3HUIIi1, 3aKJIACTH MiLIHY
TEOpeTHYHY 0a3y, CHCTEMaTH3yBaTH PO3PI3HEHI NpPaKTHYHI Ha-
BUYKH, MPHUILETUTH JII0OOOB 10 TBOPUOCTI y ranysi mMamux (opm,
BUSIBUTH PHUCH TBOPYOI iHAMBIAYyadbHOCTi. Takox BiH 3aKJIaB y MO-
JIOZIOTO KOMITO3UTOPA JI000B Ta [OBAry A0 HAIllOHAJIBHOI KYJIBTYPH,
3yMiB MPUBYMUTH O CUCTEMATHYHOI Mpalli, yBaXXHOTO CTaBJICHHS
JI0 poboTH, 0COOHMCTOT OpraHizoBaHocTi [4, ¢. 126].

SlckpaBUM TPUKIAIOM MPOJOBKECHHS TPaAMLIi KOMIIO3UTOP-
cpKoi mkonu boratupboBa € TBopuicTh Jmutpa Knebanosa. Jmu-
Tpo JIbBOBHY “‘CTaB TaJJaHOBUTUM BHXOBaTEJIeM HOBOI'O TIOKOJIHHS
KOMITO3UTOPIB, HALIJICHUX HA OHOBJICHHS! CTHJIHOBOI MAJITPU MY-
3MYHOI MOBH yKpaiHcbkoi my3uku” [3, c. 161]. Iloctats [l. Kie-
0aHOBa 3irpana BaXIHBY PoJib y (opMyBaHHI TBOPYOTrO HLISAXY
Birtanis ['ybapenka Ta Ipunu ['yGapenko (yuens /. Knebanosa —
B. 3onoTyxiH, y sikoro IpuHa HaB4anach B iHCTHUTYTi MUCTELTB).

Hnst ykpaincekoi kynasrypu [, KineGaHoB cTaB 3Ha4HOIO TOCTAT-
TIO, SIKa CIIPUsLIIa PO3BUTKY XapKiBChKOi KOMITO3HUTOPCHKOI IIKOJIN
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HE TiJIbKY 3aBISKH CBOIM TBOPUUM JOCATHEHHSIM, a i 3aBJSKH CBO-
iif BukmaganbKiid gismpHOCTI. YuHsiMu mutpa Kiebanosa Oynu
B. I'y6apenko, B. [Itymkin, b. flposuncekuii, B. 3omoTyxin (nena-
ror Ipunu ['ybapenko), B. bioix, M. Kapmincekuii, b. ByeBcbkunii —
OITBIIICTD 3 SIKUX HAJEKAJA 0 MOKOMIHHS “IICTICCATHUKIB”. 1X
NO€AHYBAB MOCTIHHUN TBOPYUH MOLTYK, Oa’kaHHS BiJIbHO BHCIJIOB-
JIOBaTH CBOIO JAYMKY, CIIMPAaOuMCh Ha JOCBiA Ta Tpanuuii 3axo-
Iy, — T0-HOBOMY YCBiJOMIJIIOBATH HalliOHAJIbHE, Ay TEHTHYHE.

Biraniii 'ybapenko, 3 ycrixoMm 3aKiHUMBLIM MY3UYHE YUUIIHILE,
BCTYNHB A0 XapKiBCbKOI KOHcepBaTopii B kiac mpodecopa Imu-
Tpa KnebanoBa (Bunyckuuka kiacy C. boratupbsosa). ¥ fioro kia-
cl KoMIo3MLii BelMKa yBara IMpUIiIsiIacs CydacHidl yKpaiHChKil
MY3HIi, 8 TAKOXK BiAKPHUBAIHCS CKapOHULI YKPaiHChKOI HAPOAHOL
TBOpuOCTi. CaMe 3 MPOHMKHEHHS B HAPOAHY TBOPUICTH 1 movanacs
HOBa TBOpYa po0OTa, MEPIINM 3aBJaHHSIM MOJIOOTO CTYAEHTa Oy-
710 3poOuUTH 00pOOKH HAPOJHUX MICEHb AJIsS TOJI0Cy Ta (hopTemiaHo.
L1s poboTa m03BONMIA MOJOIOMY KOMIIO3UTOPY Oijiblle MPOHUK-
HYTH B IHTOHALIMHY Ta TapMOHIMHY CTPYKTYpy HaliOHaJIbHOTO
Mmenocy. Bitaniii 1yske HaloNeraIuBO MPaIioBaB 3 THM MaTepiaioM i
JIOCUTH IIBUKO 310paB cBOi 0OPOOKH B JICKiTbKA 30IIUTIB.

VY nepiox naByanus B knaci Jl. Knebanosa Bitaniit I'ybapenko
MPOJIOBXKY€E MPALIOBaTH B Pi3HUX KaHpaxX. PO3BHBa0YM HampsiMH
CBO€T TBOPUYOCTI, 3aKjajeHl B My3UYHOMY YUHMJIMLI Hif KepiBHU-
urBoM O. JXKyka, HONOBHIOE BOKaJIbHUMN JKaHP PAJIOM POMAHCIB Ha
Bipmi O. brioka, M. JlepMoHTOBa, 1. IcakoBchKoro; XOpoBUl — IHU-
kJioM xopiB a capella Ha Bipmi C. €ceHiHa; IHCTPYMEHTaJIbHUN —
KoHLepToM AJIsi CKPUIIKH 3 OPKECTPOM. A TaKOX 3’BIISIOTHCS HOBI
HaNpsSMUA MY3UYHOI TBOPYOCTi: BOKaJIbHO-CUM(OHIYHUI (KaHTaTa
“Pycv” nast Xxopy, COMICTIB Ta cUM(OHIYHOTrO OpKecTpy Ha Bipmr 1.
Hikitina) Ta cumdoniunuii (pancozis “3akapnarcbki HacmiBu 11
cumponiuHoro opkectpy Ta “Cumdoniera” 1js CTpyHHOTO OpKe-
cTpy). Came 3 0CTaHHBOT'O TBOPY 1 IOYMHAETHCS BITIK OMYCiB KOM-
nosutopa. Ilicns 3akinueHHst XapKiBCbKOTO IHCTUTYTY MUCTELTB Y
knaci Jl. JI. Knebanosa B. C. I'ybapeHKo mpOTSAroM KiJbKOX POKiB
Be/IC KJIaC KOMIIO3HIIIT B YUUJIUIILI.
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Oco6ucticts C. borarnpboBa sik KOMIIO3UTOpa-liepa BITMHYIIa
Ha HOro y4HiB-TIOCIiJOBHHKIB, SIKi IEPEHHSIIN BiJ HHOrO KOMIIO3HU-
TOPCHKI MPUIOMH Ta TEXHIKY MHChMa, COLIIOKYIBTYPHY MOTHBALIIIO
CTOCOBHO JI0 POJIi KOMIIO3UTOPa T4 MY3MKO3HABLSI B CYCIiJIBHOMY
JKUTT1, IparHeHHs 10 Mi3HAaHHS, BIIKPUTICTB 10 HOBOTO.

Jnst mpencTaBHUKIB XapKiBCbKOI KOMIIO3UTOPCHKO-TEOPETHY-
HOI IIKOJIW XapaKTEpHi: AMCUUIUIIHOBAHICTH 1 OPraHi3oBaHICTH Y
po0oTi; omopa Ha yKpaiHCbKHI (ONBKIOpP, IO € BiAOOpaKeHHIM
Ta YCBIIOMJICHHSIM HAlllOHAJIbHOI KYJIBTYPH; )KaHPOBE Pi3HOMAaHIT-
TS TBOPYOCTI; 3BEpPHEHHS 10 HIMPOKOTO KOJia TEM HAyKOBHX PO3Bi-
JIOK; TIOIIYKH 1HAMBIAYaIbHOCTI — BUKOPUCTAHHS HOBUX 3ac00iB
BUPA3HOCTI, TpaHchopmarlisi Ta cuHTe3 GOpM, pearizamis HOBHX
NpUtOMiB Ta POpPMYBaHHS 0COOMCTICHOI MY3HUHOI MOBH; TIOTST 10
PI3HOMAaHITTA TeM Ta 00pa3iB; onopa Ha TpaJaulii Ta MOUIYK HOBO-
r'0; HACJIiAyBaHHS TPAaIULil; MOTIT A0 BCEOIYHOTO PO3BUTKY, IKUI
MPUBOAMB [0 MapayeiabHOi BUKIAAABKOI, My3UKO3HABYOI Ta KOM-
MTO3UTOPCHKOT JisITBHOCTI.
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This study explores the creative contributions of the Cher-
kashyn-Hubarenko family, whose professional growth is deeply
rooted in the traditions of the Kharkiv School of Composition. Ar-
tistic schools, movements, and significant works are shaped by indi-
viduals who preserve, develop, and expand upon the achievements
of their predecessors. By examining the biographical intersections
of students and teachers within this family, we can uncover the cre-
ative and intellectual legacy that defines the artistic and aesthetic
essence of Vitaliy Hubarenko, Maryna Cherkashyna, and Iryna Hu-
barenko — composers who carried forward the traditions of the
Kharkiv school.

A “composer’s school” is formed through structured creative
connections among individuals who sustain and evolve key artistic
directions while maintaining their unique characteristics. Over its
100-year history, the Kharkiv School of Composition has nurtured
numerous prominent figures, bound by generational continuity and
the interplay of tradition and innovation. A close connection exists
between the Cherkashyn-Hubarenko family and the distinguished
composer S. Bogatyryov, as well as with the broader cultural land-
scape of Kharkiv.

In the early 20th century, Kharkiv, then the capital, was a lead-
ing center of musical art in Ukraine. It fostered a dynamic commu-

1V Yeprawuncoki yumanms

nity of composers, performers, vocalists, musical ensembles, and
innovative thinkers. This period saw the formation of a theoretical
and compositional school, the advancement of musical professional-
ism, and the affirmation of Ukraine’s national artistic identity. The
artistic renaissance of Kharkiv’s musicians not only showcased their
talent and civic engagement but also laid the groundwork for future
cultural development, artistic exploration, and experimentation.

Throughout different periods of the 20th century, the city’s com-
positional and pedagogical landscape was shaped by significant fig-
ures such as L. Slatin, S. Bogatyryov, D. Klebanov, V. Zolotukhin,
V. Hubarenko, G. Tyumeneva, M. Cherkashyna, and I. Hubarenko.
Their collective efforts fostered the growth of Kharkiv’s musi-
cal life within the framework of the theoretical and compositional
school founded by S. Bogatyryov. The work of Kharkiv’s compos-
ers throughout the 20th century represents an important era in the
development of Ukraine’s national culture.

During its existence, the Kharkiv School of Composition has ex-
perienced a complex and uneven development, influenced by politi-
cal, economic, and socio-cultural changes in Ukraine. Despite these
challenges, its representatives have consistently demonstrated high
professionalism, strong ties to tradition, and a commitment to genre
diversity, profound thematic content, and rich imagery in their works.

In 1917, the Music and Drama Institute was founded in Kharkiv.
This institution, which later became a conservatory and is now the
Kharkiv I. P. Kotlyarevsky National University of Arts, laid the
foundation for the Kharkiv Theoretical and Compositional School.
The school’s leader, Semen Semenovich Bogatyryov, was a com-
poser, theorist, and teacher who mentored a generation of outstand-
ing Ukrainian composers and educators. Among his most notable
students were A. Shtogarenko, Y. Meitus, D. Klebanov (who later
taught V. Hubarenko at the Kharkiv Institute of Arts), V. Borisov,
B. Yarovinsky, M. Kolyada, O. Zhuk (teacher of V. Hubarenko at
the Kharkiv Music School), M. Tits, I. Dunaevsky, L. Verbovsky,
I. Sposobin, V Nakhabin, and G. Tyumeneva (teacher of M. Cher-
kashyna at the Kharkiv Institute of Arts), among many others.
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The school founded by S. Bogatyryov was distinguished by its
high level of professionalism, relevance of themes and plots, sensi-
tivity to contemporary issues, and adherence to the finest traditions
of world classical music. At the same time, it embraced innovative
compositional techniques, including dodecaphony and serialism [3].

A schematic representation illustrates the relationships between
members of the Hubarenko-Cherkashyn family within the frame-
work of the Kharkiv musicological and compositional school, high-
lighting the continuity of generations and the lineage of teachers
descending from S. Bogatyryov.

Scheme 1. Relatioships in Hubarenko-Cherkashyn family

S. Bogatyryov was deeply engaged in musicological research,
as evidenced by his mentorship of prominent musicologist Galina
Tyumeneva, who later influenced M. Cherkashyna. After Bogatyry-
ov’s departure, two of his students assumed leadership roles at the
faculty: G. Tyumeneva became the head of the Department of Music
History, while M. Tits led the Department of Music Theory. Galina
Oleksandrivna fostered a rich academic and pedagogical environ-
ment, with research spanning composer studies (M. Kolyada, S. Bo-
gatyryov, P. Tchaikovsky) and interdisciplinary analyses of music’s
connections to literature, poetry, and painting, exemplified in her
work on M. Gogol, P. Tychyna, and I. Repin.

A student and successor of G. Tyumeneva, Maryna Cherkashy-
na continued the musicological traditions of Bogatyryov’s school
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and later became the head of the same department. Reflecting on
her studies, she noted: “While dedicating much attention in her lec-
tures to the theoretical aspects of musical language and style, Ga-
lina Tyumeneva also treated music history as an integral part of the
humanities. Both in her own works and in the works of her students,
the study of music’s interaction with other arts — literature, poetry,
painting—was central. It was she who, in my fourth year at the con-
servatory, encouraged me to write on ‘Shevchenko and Music,” a
work that became my first serious publication in Musical Life.”

Cherkashyna’s scholarship covers various aspects of musicol-
ogy, but opera and theater became her lifelong passion, forming
the core of her research. Today, she is recognized as a musicolo-
gist, critic, teacher, librettist, Doctor of Art History, professor, and
academician of the National Academy of Arts of Ukraine. As the
founder and chair of the Kyiv Wagner Society and a professor at
the P. I. Tchaikovsky National Music Academy, she has mentored
numerous musicologists who continue her work. Under her super-
vision, many doctoral and candidate dissertations have been suc-
cessfully completed, further advancing the legacy of the Kharkiv
School of Composition.

A schematic representation illustrates the relationships between
members of the Hubarenko-Cherkashyn family within the frame-
work of the Kharkiv musicological and compositional school, high-
lighting the continuity of generations and the lineage of teachers
descending from S. Bogatyryov.

A defining characteristic of the Bogatyrev school was the broad
versatility of its representatives in the field of musical arts.

The professional traditions established by S. Bohatyryov in
the Kharkiv composer school were carried forward by composers
0. Zhuk and D. Klebanov (mentors of Vitaliy Hubarenko), musicol-
ogist G. Tyumeneva (teacher of Marina Cherkashina-Hubarenko),
and composer V. Zolotukhin (teacher of Iryna Hubarenko).

Members of the Kharkiv S. Bohatyryov compositional school
integrated various forms of creative activity, balancing composition,
pedagogy, and musicological research.
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While many factors shape a composer’s style, one of the most
significant is the knowledge and experience gained through interac-
tion with their teachers. This influence extends beyond fulfilling ac-
ademic assignments—it encompasses artistic taste, compositional
techniques, attitudes toward different genres, and thematic prefer-
ences. These elements are instilled through the creative exchange
between mentor and student.

In the mid-1930s, composer, conductor, and educator Oleksandr
Zhuk embarked on a long teaching career at the Kharkiv State Musi-
cal University. A graduate of the Historical and Theoretical Faculty
of the Kharkiv Conservatory, where he studied composition under
M. Tits (a disciple of S. Bogatyryov), Zhuk taught simultaneously at
the conservatory and the music school. Over the years, he mentored
notable students such as V. Podgorny, V. Hubarenko, and V. Bibik.

It was in O. Zhuk’s class that the young V. Gubarenko found
himself. As a mentor, Oleksandr Abramovich Zhuk recognized and
nurtured his student’s compositional talent, provided a solid theoret-
ical foundation, refined his practical skills, and fostered a deep ap-
preciation for creativity, particularly in small musical forms. He also
instilled in him a love and respect for national culture, a disciplined
approach to work, and strong personal organization [4, p. 126].

A striking example of the Bogatyryov school’s legacy is the work
of Dmytro Klebanov. Dmytro Lvovich “became a gifted mentor to a
new generation of composers, guiding them toward expanding the
stylistic palette of Ukrainian music” [2, p. 161]. His influence was
instrumental in shaping the artistic journeys of Vitaliy Hubarenko
and Iryna Hubarenko. Notably, D. Klebanov’s student V. Zolotukh-
in later became Iryna’s mentor at the Institute of Arts.

Dmytro Klebanov was a key figure in Ukrainian culture, con-
tributing to the development of the Kharkiv school of composition
not only through his creative achievements but also through his
work as an educator. His students included V. Hubarenko, V. Ptush-
kin, B. Yarovynsky, V. Zolotukhin (mentor to Iryna Hubarenko),
V. Bibik, M. Karminsky, and B. Buevsky — many of whom be-
longed to the “Sixties” generation. They were united by a constant
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pursuit of artistic exploration, a desire for creative freedom, and
a reinterpretation of national identity through the lens of Western
traditions.

After successfully completing music school, Vitaliy Gubaren-
ko enrolled at the Kharkiv Conservatory in the composition class
of Professor Dmytro Klebanov, a former student of S. Bogatyrev.
Klebanov’s curriculum emphasized contemporary Ukrainian music
while also introducing students to the rich heritage of Ukrainian
folk art. His teaching approach encouraged students to immerse
themselves in folk traditions, and one of Hubarenko’s first assign-
ments was to create vocal and piano arrangements of folk songs.
This task deepened his understanding of Ukrainian melodic and
harmonic structures, and he worked diligently, compiling several
notebooks of arrangements.

While studying under Klebanov, Gubarenko continued to ex-
plore various musical genres. Building upon the foundation laid
during his time at music school with O. Zhuk, he expanded his vocal
repertoire with a series of romances based on the poetry of O. Blok,
M. Lermontov, and L. Isakovsky. In the choral genre, he composed a
cycle of a cappella pieces set to the poetry of S. Yesenin. His instru-
mental works included a Violin Concerto, while new creative di-
rections emerged in vocal-symphonic and symphonic music. These
included the cantata Rus (for choir, soloists, and symphony orches-
tra, based on a poem by 1. Nikitin), the orchestral rhapsody 7rans-
carpathian Hymns, and Symphonietta for string orchestra — the
latter marking the official beginning of his catalog of compositions.

After graduating from the Kharkiv Institute of Arts under Kle-
banov’s mentorship, Hubarenko spent several years teaching com-
position at the music school.

As a leading composer, S. Bogatyrev had a profound influence
on his students and followers. They adopted his compositional tech-
niques, approaches to writing, and socio-cultural perspective on the
role of a composer and musicologist in society. His mentorship also
instilled in them a passion for knowledge and an openness to new
ideas.

— 81 —
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The Kharkiv compositional and theoretical school is distin-
guished by several key traits: discipline and organization in creative
work; a deep connection to Ukrainian folklore as a reflection and
expression of national culture; diversity in genres; engagement with
a broad range of scholarly topics; a pursuit of individuality through
new expressive techniques, transformation and synthesis of forms,
and the development of a personal musical language; an attraction
to thematic and artistic variety; a balance between tradition and in-
novation; a respectful imitation of past traditions; and a commit-
ment to comprehensive artistic growth, which often led to parallel
careers in teaching, musicology, and composition.
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KOHLIEPTUHO BITAJIISI T'YBAPEHKA:
AHAJITUYHUI ETIO],

Kniouogi cnoesa: scanp konyepmuHo, yKpaincbka my3uka, 000a
wicmoecsmHuymed, Heokaacuyuzm, meopuicmes Bimanis I'yoapenka.
KoHLepTHHO 1151 CTPYHHOTO OpKeCTpy, IyXOBHX iHCTpyMEH-
TiB 1 hopTemiano omyc 5 Oyno Hanmucane 29-piyHUM KOMIIO3UTOPOM
y 1963 poui. Bunyckauk XapkiBchbKoi KOHCepBaTopii Bxke Toai OyB
ynenoM Crinku komnosutopiB YPCP i mocuts yenimHo 1edoTyBas
Ha (irapMOHIHHUX crieHax XapkoBa, Kuesa, Mocksu, JIeHiHrpasa.
Horo opkecTpoBi TBopu 3Byuamu mia opynoto Harama Paximina, €B-
rena /lymenka, [TaBna llemeTtosa, Irops bnaxxkoBa. Ane roBoputu
po HOro MIMPOKe BU3HAHHS 11e OyI10 3apaHo. AJKe KOMIIO3UTOP JIK-
11e MOYMHAB MpodeciiiHy Kap’epy i nepeOyBaB y MOLIYKY CBOET MOBH,
OpUTIHAIILHUX CEOXKETIB Ha IUISAXY 10 MUCTEIBKOI 11eHTHU]IKAITI].
Konueptuno pazom 3 Konneprom-nmoemoro mjist BioJgoHUYEM 3
opkecTpoMm (op. 6) BinkpuBae HOBY cdepy TBopuocTi Bitamis I'y-
OapeHka, 110 B MOJANbLUIOMY Oyia MpeacTaBiieHa HU3KOIO TBOPIB,
SIK1 IO-PI3HOMY Pealli3yloTh 1/1ef0 KOHLEPTHOCTI. SIKy MOJeNnb KOH-
LEPTHOCTI BUITPOOOBYE MOJIOAMH KOMIIO3UTOP yrepiue?
Konueptuno (3 itain. concertino — “maneHbKHI KOHIEPT ) —
e TBIip JJIs1 COJIICTa B CYNPOBOJI OPKECTPY, IO BiAPIZHAETHCS Bix
KOHILIEPTY MEHIIMMH MacIITa0aMH, KOPOTIIMMH YaCTUHAMHM ITUKITY
a00 3acTOCYBaHHSIM HEBEJIHMKOIO 3a CKJIAaJOM OpKEeCTpy, Hampu-
KJIaJ], CTPYHHOT0. [HKOJIM B KOHIEPTHUHO MOXe OyTH BiACyTHS map-
Tist onHoro coiicra. Came w10, Ipyry, 34e011bIIOr0 OAHOUYACTHHHY,
KaHpPOBY Bepcito obupae B. ['ybapeHko, CTBOPIOIOYH OpPKECTPOBY
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naptutypy Konnepruso. ¥ ii cknani ¢ueiita, rodoi, knapHert, ¢a-
r'OT, BaJITOpHA, TpyOa, 2 TpPOMOOHU, TUTaBPH, A3BIHOUKH, (opTermi-
aHo, MepUIi Ta APYTri CKPHUIIKH, aJbTH, BIOJIOHYENI Ta KOHTpadacu.
3a 1i€r0 03HAKOKO TBIp YaCTKOBO HAOJIMIKAETHCS JI0 )KAHPY CUMQO-
HIETH, 7€ KOKEH IHCTPYMEHT 3 AYXOBOI [Py BUCTYyIAE solo. Ane
TeMOpOBa CEMaHTHKa B LIbOMY TBOpi BiApPi3HAETHCS BiJl 3BUYHUX
KaHOHIB OPKECTPOBKH. ['pyna CTpyHHUX BHUCTYIA€E SIK ““MOHOMIT”,
IO BUKJIIOYA€ Oyab-sSKWH 1HAMBIiNyasi3oBaHUH rosoc. J{yxoBi iH-
CTPYMEHTH ¥ (opTenmiaHo, HaBMNaKu, IPalOTh “KOXKEH 3a cebe”, Ha-
Mararo4uch NOCTaBUTH ITiJ] CYMHIB ‘“KOJCKTHUBHHH iMIIEpaTUB’.

My3uunuii  “croxer” KoHIEpTHHO po3ropTaeThcst IHHA-
MIYHO, TIOYMHAETBCSA 31 CTBEPAHHMX aKOpHiB futti y Jlo maxopi.
Bukyiag temu ronoBHOI maprii (@) pilIydoro XapaxkTepy CTpYyH-
HO-CMHYKOBOIO TPYIIOI0 BHUKJIMKAE PEaKLil0 OMOHEHTIB (MiIHUX,
JIepeB’ssHO-1YX0BUX 1HCTpyMeHIiB Ta ¢opremiano). Koxen 3 HuX
MIPECTAaBICHUH K OKpeMUil “NepcoHax’, 0 HAJAIITOBAHUI Ha
pYHHYBaHHS HEMIOXMTHOI (HacaMIiepe ] TOHAJIbHOI) MO3ULil CTPYH-
Hux. Tema b (I1I1) 3aaBinse JIs-OGemonb Maxkop 1 Ma€e rPOTECKOBUH,
CKepLo3HUi XapakTep. Bona gopydena QopremniaHo, sike HeHaue
“Ipa’KHUTHL’ TOJNOBHMX YYAaCHHKIB TOCTPOro AMcmyTy. Moro miz-
TPUMY€E aKLEHTOBaHa TeMa BAJTOPHHU (TeMa ¢), 10 3aBepuUIye TO-
BTOPEHY JIBiYi €KCIO3ULII0 COHATHOTO Allegro.

VY po3pobui Archi BiAXoAsATh Ha APYTHi [IJ1aH, y TOW 4ac K KO-
JKeH 3 IXHIX “OIMOHEHTIB” HAMara€ThCsl BUCIOBUTHUCS. 3 SIBISETHCS
1 rmy3nuBa perutika ro6os (d), i npsMoniHIHHUN BHCITIB KJIapHETa
(e), 1 cxBUIIbOBaHI BUTYKH Queiitn i knapreta (f), i mpoxaibHa iH-
ToHalis rodos (g), i ckpomHa tema Tpyou (h), i ickpucTuil cmiu
¢arota (i), i 3aknuuHa KoMaHaa QopremniaHo (j). Yci “cHiakyoTh-
cs”’ Ha MiBUILEHUX ToHAX. CUTYyallis cTae BCe OUIBII HATIPYKEHOIO.
[HTOHAWIT MpoTEeCcTy AOBOASTH 3BYyYaHHsS [0 MEpIIol KyJabMiHAmii.
Cymnepeuky 3ynussie “Buxig’ nutasp (jl), sKi mpsmMo IeKIapyroTh
HU3XiIHUM TpUTOH. Hactae “Hima cuena” (pausa longa).

[Nopanpina penpusa penpe3eHTye cuTyamio kommnpomicy. Terep
“nepcoHaki” He 3MararoThCs 3a MEePILICTh MiXkK COO0I0, a HAMArarTh-
sl yTBOPHUTH CIiJIbHUI 3ByKOBHH cO103. [lounHatouun 3 penpu3Horo
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BUKJIAZy T'OJOBHOI MapTii, a TAKOXK y MOJANBLUIOMY TEMaTHYHOMY
PO3BHUTKY CHOCTEPIraeThecsi 00’€IHAHHS CTPYHHHUX 3 JEpEB’THUMHU
nyxoBumu. [lo6iuna Tema b nopydeHa B penpu3si CTPYHHUM, IO 3Mi-
HIO€E 1i XapakTep Ha OiIbLI “NOSUIBHUE (38 paxyHOK TPaHCIO3UIIT
TEMaTUYHOTO MaTepialy B OCHOBHY TOHAJIbHICTB). Ta 3arposa pos-
Opary He MUHYNa. bararo3HayHa maysa cIoBillae Mpo reHepalbHy
KyJIbMIHAIli}0, 3 SKOi MOYMHAEThCs koma. Temm Allegro, sikuit 10
UBOro OyB HEMOPYIIHUM, MPHUILBUIIIYETHCS, OPKECTPOBE fufti Ha-
Oonmkae Hac 10 PiHATBHUX YPOUHUCTUX aKOPIiB.

[Ipem’epa Konuepruno BinOynacs 14 ciunst 1964 poky B Xap-
koBi (gupurent I. I'ycmaHn), a yepe3 pik 22 CiuHs TBip MOJOIOTO
XapKiB'sIHMHA NMPO3By4aB y BcecorosHoMy OyAMHKY KOMIIO3UTOPIB
i opyznoro B. lynaposoi. Yemix 3acBiguye myOiikamisi IapTUTYpU
B 1968 porti. [IpoTe B apxiBi KOMIIO3UTOPA TAKOXK 30€PIiraeThcs aB-
TOPCBHKUH Nepekaza ais 1BoxX (opreniano. Ha Hanry nymKy, Takuit
BapiaHT Mae€ Ciy>k00Be 3HAaUYEHHs K Marepial sl perneTHILiiHHO-
ro ImpoIlecy, aJke MOHOTEMOpOBa NaiTpa He epeiae BCbOro TOro
pi3HOOApB’st TeMOPIB, sike MOKHA OyJI0 O MOYYTH B OPUTIHATEHOMY
BapianTi. OpkecTpoBka KOHLIEPTHHO cTae BaKJIMBUM KOMEHTapeM
JI0 MY3HYHOTO “CIOKeTy”. JleMOHCTpaTuBHUM BUTIIsIAAE 1 BUOIp “Oi-
7101” ToHaNbHOCTI. Jlo MakOp — COHSIYHA MiHECEHa TOHAJIBHICTh
roJI0BHOI MapTii — m00pe 3iCTaBiIsIETHCS 3 MOOIYHOIO, KA HaMKCa-
Ha B OLIBII MaTOBOMY, HACHYEHOMY 1 Teruiomy JIs-0emMonb Maxkopi.
VYTiM TOHaJIbHA TIEBHICTh MY3WYHOTO BUKJIAAy IIBUAKO BTPAYAETh-
cs1, aJPKe PO3BUTOK MPOXOIUTH 1 Uepe3 psijl iHIIMX TOHATBHOCTEH —
®a maxop, Mi-6emons Maxkop, Mi maxkop, Conb Maxop, pe MiHOp,
Mi-6eMoJb MiHOP, Mi MiHOP, Ci-6eMoJb Maxkop, ci-0eMob MiHOD. Y
KonuepTtuno Biraniii ['ybapenko BunpoOyBaB cebe sk My3UKaHT-
JpaMaTypr, KU mparse A0 TeaTpalizauii OpKecTpOBOro 3By4YaH-
Hs. Came KoHnepTrHO Briepiue po3Kpuiio HOro TBOpUMiA MOTEHLIa
SIK MalicTpa “My3MYHHX Mi3aHCIIeH” 1 BIyYHHUX XapaKTEePUCTHK, 10
BIIOBHI IIPOSIBUTHCS B HOTO omnepax Ta Oanerax.

Ha 3aBepmienns xoyemo nomaru, mo Konueptuno Birtamis
['ybapenka € HecnpaBemJIMBO 3a0yTUM TBOPOM. AJKE€ B HBOMY
KOMITO3UTOpP 3MIil' BIAJO HEepenaTH AYyX CBOEI €MOXH i JIOHECTH
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YCBIJIOMJICHHSI TOT'O, 1[0 CEHC XXHUTTS HE MOXe MPOCTO 30iratucs 3
OyIlb-5IKOIO 17ICOJIOTTYHOIO JOTMOI0, HOro HaOyTTs nmoTpelye aHai-
TUYHUX 3yCHJIb, HATIPY>KECHHS Ta aKTUBHOT .
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CONCERTINO BY VITALIY HUBARENKO:
ANALYTICAL ESSAY

Keywords: concertino genre, Ukrainian music, the 1960s, neo-
classicism, the oeuvre of Vitaly Hubarenko.

Concertino for string orchestra, wind instruments and pia-
no opus 5 was written by the 29-year-old composer in 1963. The
graduate of the Kharkiv Conservatory was already a member of
the Union of Composers of the Ukrainian SSR and quite success-
fully debuted on the philharmonic stages of Kharkiv, Kyiv, Moscow,
and Leningrad. His orchestral works were played by Natan Rakhlin,
Yevhen Dushchenko, Pavel Shemetov, and Igor Blazhkov. But it was
still too early to talk about his wide recognition. Vitaliy Hubarenko
was just starting his professional career and was in search of his
language, original plots on the way to artistic identification.

Concertino and Concerto-poem for cello and orchestra (op. 6)
opens a new sphere of creativity of Vitaly Hubarenko, which was
later represented by a number of works that implement the idea of
concertality in different ways. What model of concertality does a
young composer try for the first time?

Concertino (from the Italian concertino — “small concerto”)
is a piece for a soloist accompanied by an orchestra, which differs
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from a concerto in smaller scale, shorter movements of the cycle or
the use of a small orchestra, for example, a string orchestra. Some-
times a concertino may be missing the part of one soloist. This
genre version is chosen by V. Hubarenko. The orchestral score of
Concertino consists of flute, oboe, clarinet, bassoon, horn, trumpet,
2 trombones, timpani, bells, piano, first and second violins, violas,
cellos and double basses. The timbral semantics in this piece dif-
fers from the usual canons of orchestration. The group of strings
acts as a “monolith” that excludes any individualized voice. Wind
instruments and piano play “each for himself”, trying to destroy the
“collective imperative”.

Concertino premiered on January 14, 1964 in Kharkiv (conduc-
tor I. Guzman), and a year later, on January 22, the work of the
young Kharkiv native was performed at the All-Union House of
Composers under the baton of V. Dudarova. Success is evidenced
by the publication of the score in 1968. However, the composer’s
archive also contains the author’s translation for two pianos. In my
opinion, this version is useful as material for the rehearsal process,
because the monotone palette does not convey all the variety of tim-
bres that could be heard in the original version. The orchestration of
the Concertino becomes an important commentary on the musical

“plot”. The choice of “white” tonality also looks demonstrative. C
major — the sunny upbeat key of the main part — contrasts well
with the secondary, which is written in a more matte, rich and warm
A flat major. At the Concertino, Vitaliy Gubarenko tested himself as
a musician-dramatist who strives for the theatricalization of orches-
tral sound. It was Concertino that first revealed his creative potential
as a master of “musical mise-en-sceéne”, which will be fully mani-
fested in his operas and ballets.

In conclusion, I would like to add that Vitaly Hubarenko’s Con-
certino is an unjustly forgotten work. After all, here the composer
was able to successfully convey the spirit of his era and convey the
awareness that the meaning of life cannot simply coincide with any
ideological dogma, its acquisition requires analytical efforts, ten-
sion and active action.
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Omnepa sIK CHHTETHYHUHN KaHpP BUKOPUCTOBYE Pi3Hi MeniiiHi Ka-
HaJI JIJIs1 IOHECEHHsI MUCTEIbKO iH(opMaltii. Y mponoHoBaHi# 110-
NOBiJIi yBary c()OKyCOBaHO Ha BOX: Bi3yaJbHOMY Ta ayialbHOMY.

Ha pi3Hux etamax po3BUTKY XaHPY iXHE CITiBBIAHOILCHHS Iie-
pendavano pi3Hi KoHGIrypauii, 3yMOBIEHI JOMiHyBaHHSM OIHOT'O
qu gpyroro. Lle MokHa OSICHUTH KiJTIbKOMa (pakTOpaMH:

no-nepiue, Gazor/cTaaiclo eBOIIONil TOro BUAY MUCTELTBA, Ha
SAKUH CIIMpAaEThCs 1€ Melia, ajkKe KOKHE 3 HUX “Mae CBO LUKIIN
PO3BHTKY, 110 B OAMH 1 TOH e iICTOPUYHUHN MEpiol MpeacTaBiIeHi
pisHOCTamianpHuMu mporiecamu’ [1, c. 23]. Hanpuknana, moyarko-
BUH eTan MY3HKH aHTPONOLEHTPUYHOTO THUITy Ta CTalis 3piiocTi
MOCTpPeHecaHCHUX BizyanbHUX MucTenTB y X VII cT. abo x mosia
HaI[lOHAJIBHUX OINEPHUX WIKiJ Ta iHAMBIAYaJbHHX CLEHOrpadiy-
HuX pimens y XIX ct.;

Ho-Zpyre, 3aMUTaMi 3aMOBHHKIB Ta PELUIIE€HTIB (Bi pempe-
3eHTAaTUBHOI LIEPEMOHIANILHOCTI mepmux dramma per musica 10
TeJOHICTUYHOI PO3Ba)KaJBHOCTI OmNepH-seria; Big 300pakaibHOI
iocTpaTuBHOCTI onepu bapoko 1o HalioHaJbHOI BU3HAUYEHOCTI
orepu Pomantusmy);

no-TpeTe, GiI3MIHUMHU NapaMeTpaMu 1 TEXHIYHUMHU 0cOoOIHMBOC-
TAMHU NPUMILIEHB, Ji¢ BiAOyBaluCh BUCTABU. 30KpeMa, KIIOUOBUM
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(akTOpoM TYT BHCTYyMA€E 301IbLICHHS PO3MIpIiB: BiJ KaMEpHHUX I1a-
nanoBux 3amiB (Sala delle Commedie nanany IlitTi y ®aopenuii) —
yepe3 mepui 3aranpHomoctymnHi teatpu (Teatro San Cassiano
opatiB Tpon y Bererii) — 10 MOHyMEHTaJIbHUX TE€aTpPiB pOMaH-
TUYHOI 100w, sik-To Omnepa ['apube B [Tapmxi, BigeHnceka onepa un
Barnepiscekuii Teatp y baiipoiiti) [3, c. 171-172].

Bonnowac 00’ekTHBHE, 3yMOBJICHE 3a3HAaYEHUMHU MPUYMHAMU
JOMiHYBaHHS OHOTO Me/ia BPiBHOBa)KyBaJoCs i1HHOBALiIMH JIPY-
roro, mo0 3a0e3neYnTH caMy MOKJIUBICTh MiKCyO €KTHOT KOMYyHi-
Karii [4, c. 116—125].

Li iHHOBaIIi1 MOB’sI3aHi 3 JII€}0 KOHKPETHUX CYO’€KTIB (IIEPCOH
Ta aKTOPiB) 1 MOKYTh MaTH MO3aTEKCTOBY (IEPEBa)KHO Bi3yasibHi)
a00 X BHYTPIIIHBOTEKCTOBY (IEPEBaKHO ayiaibHi) IPUPOLY.

VY nomoBiAi po3rASHYTO KOHKPETHI Keiicu iHHOBamid 000X
tumiB y nepiog XVII-XIX cr.: (cucTema KapeTok Ta >KepAuH
Topenni, 3Mina macmTabiB gexopauiii bib’ena, TearpanbHuii 0i-
HokJb DoxneHaepa; cTaHOBJIEHHS cTUIO bel canto Ta ponb cmi-
BaKiB-KacTpaTiB, 3MiHH OPKECTPOBOi (PaKTypH Ta poJli OPKECTPY
y TBOPUOCTI iTaniichbkux KoMno3utopis Kinms X VIII — nmouarky
XIX cr., B onepax Bepai ta [lyuuini) [2, c. 149-155, 163-169,
176-179].
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Opera combines various media and components to convey ar-
tistic expression. This report focuses specifically on two: the visual
and aural elements.

Throughout opera’s history, the relationship between these two
components has evolved, taking on different configurations depend-
ing on whether the visual or aural aspect was dominant. These shifts
can be attributed to several factors:

e The stage of artistic development in the underlying media (e.g.,
the early anthropocentric focus of music and the advanced visual
arts of the post-Renaissance era in the 17th century, or the rise of
national opera schools and distinct scenography in the 19th century).

e Audience and cultural demands (e.g., the ceremonial focus of
early dramma per musica versus the entertainment-driven nature
of opera seria, or the elaborate visual storytelling of Baroque opera
compared to the nationalistic authenticity of Romantic opera).

e Technical constraints and innovations in performance venues,
particularly the increasing size of spaces (from palace halls and mid-
sized public theaters to the grand opera houses of the 19th century).

Despite the dominance of one medium or art form during spe-
cific periods, innovations in the other medium often balanced the
relationship. These innovations, driven by key figures in opera, in-
cluded both textual (primarily auditory) and non-textual (primarily
visual) contributions.

The report examines specific examples of such innovations
from the 17th to the 19th centuries, including:
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e Visual advancements like Torelli’s carriage-and-pole stage
system, Bibiena’s expansive scenic designs, and Voigtlinder’s the-
atrical binoculars.

e Aural innovations like the development of the be/ canto sing-
ing style, the prominence of castrato singers, changes in orchestral
textures by late 18th- and early 19th-century Italian composers, and
the evolving role of the orchestra in the works of Verdi and Puccini.
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Mawiunepis.

13 cepnus 1876 poky mepumuii baiipoiitcbkuii ¢pecTuBanb Bi-
KpuBcs “3omotom Peliny”. P. Barnep npu 3aiiicCHeHHI TOCTaHOBKH
HamaraBcsl BTUIMTH iJiel, SIKi IpOroJomyBaB y myOaiUCTHIII More-
penHix pokiB. KoMmo3uTop BoJiB OTpUMaTH yHIKaJIbHE Bi3yajbHE
BUpIILIEHHS, AK€ HE MaJlo OyTH TOTOXHHUM IEBHiH icTopu4Hiil pe-
aJBHOCTI, a TIOBHHHO OYJIO mepegaBaTH aTMOc(epy 1mo3adyacoBOro
Midy. lnes monsrana B AeicTopu3auii HiIMEIBKOTO T€POIYHOTO €ro-
Cy 1 IepeTBOPEHHI HOTro Ha 103a4acOBY JIpamy.

KommnosuTopy He Baanocs 3a1y4uTH XyJO)KHHUKIB-IEKOPaTOPiB
lanca Maxkapra (Hans Makart, 1840-1884) Ta Apnonbaa brokui-
Ha (Arnold Bocklin, 1827-1901), sxux o0’equyBanu 3 P. Baraepom
CHiJIbHI MUCTELbKI MEPEKOHAHHS 1 TOBAPHCHKI CTOCYHKH. 3r0I0M

—9] —
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BiH JOPYUYHB 1110 POOOTY aKajaeMiuHOMYy meiizaxucty Hoszedpy Tod-
many (Josef Hoffmann, 1831-1904) 3 Bigus. Marepianis, mpucBsiye-
HUX TOMaHIBCbKOMY BHpIilIEHHIO ciieHorpadii TeTpasorii, 1ocuTh
MaJso. BaxJIMBUM y IbOMY IJIaH1 € Ipals HIMEIIBKOTO TOCTiTHIKA
OcBanbaa ['eopra bayepa (Oswald Georg Bauer), sika 103BoJsi€ mo-
Ka3aTH CTOCYHKH cueHorpada Ta KOMIo3uTopa B xoli podot [1].

ABTOp yKa3ye Ha akKTHBHICTb BTpyuaHHs P. Baraepa y mporec
HapOKEHHs KUBOMKUCHOTO 00pa3y BHCTaBH, HATOJOLIYE HA BaK-
JIMBOCTI JJIsi KOMIIO3UTOpa BiJNOBITHOCTI Bi3yaJbHOTO E€IEMEHTY
Horo 3aayMmy, akIeHTY€e Ha iCHyBaHHI pO301KHOCTEH MIiX Mouat-
KOBHMH BarHepiBCbKUMHU HaMipaMU i OCTATOYHHM PE3yJBETaToM,
ajke KuBonucHUI ctunpb M. Todmana, mo TAXiB 10 Tpaauiiii To-
rOYaCHOTO Mel3aKHOT0 )KUBOIIUCY, HE BIAMOBIAaB crierudiri Migo-
JIOTTYHOTO CIOKETY, CIIEHIYHHI 00pa3 sIKOro KOMIIO3UTOP 0ayuB SIK
1o3a4acoBe Ta yHiBepcalbHe cepeloBHUIle 0e3 MPUB’I3KH 0 KOH-
KPETHOT'O iCTOPUYHOTO MIEPiofy.

V sxoBTHI 1874 poky P. Barnep npuiimae pimeHHs nepepBaTu
nofansmy criBnpamo 3 W. TopMaHOM, OMHAK HE BiIMOBIAETHCA
BiJl BUKOHAHUX HHUM €CKi3iB. 32 IUMH €CKi3aMH CIIeHIYHE 0(OpM-
JICHHS BUTOTOBJIIOTH B1IOMi TOT'0 Yacy cueHorpadu — oparu Makc
(Heinrich Maximilian Briickner, 1836—1919) Ta I'otxonbn bprokue-
pu (Gotthold Briickner, 1844—-1892) i3 micta KoOypr. Lis cniiBmpars
nepepociia y TpuBai apTUCTHYHI CTOCYHKH, 3 1882 no 1911 poky
Bci OalipoiTChKi nexopauii BupoOusuiuchk y bprokuepis. XKonnoro
¢doto OGaiipoiiTcekoi cuenorpadii 1876 poky He 30eperiocs, mpote
ICHYIOTB Matepianu oo noctanoBku “Ilepcus nibemynra” 1896
POKY, fKa B 3arajJbHUX pUCax MOBTOPIOBajia MEPIIMK CLEHIYHUHN
BapiaHT [5; 7]. Pobota BprokHepiB rpyHTyBajacs Ha po3poOili je-
KopatiitHoro npoekty M. FodMana, Tak caMo Mijl MAITBHIM HATIS-
JIOM KOMTIO3UTOpa. ATenbe BplokHepiB CTano HOCIEM “TPUHLUIIIB
BarHepiBcpKoro oopmieHHs” He TibkH y baiipoiiti, ane i cepen
iHmwmx TearpiB HiMeyunHu Ta 3aKophoHy, A€ BiaOyBajucs MOCTa-
HOBKH TBOPiB KOMIIO3UTOPA.

Hns po3podku koctiomiB P. Baruep 17 rpyans 1874 poky
3BepHYBCsI 0 OepniHchkoro xyaokHuka Kapma Emins [lennepa
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(Carl Emil Doepler, 1824-1905), sikuii 3100yB MHUCTEIBKY OCBITY
y Hpesneni ta Mionxeni, y 1860—1870 pokax mpauoBaB y TeaTpi
Baiimapy ta Buknamae xuBomnuc. K. Jleriep po3poOuB cepito 3
IU'ITHCOT KOCTIOMIB, siKa 3a3Hania 3 00ky P. BarHepa kpuTuunmx
3ayBakeHb, alke, 9K i aekopanii M. TopmaHa, BoHM OpieHTyBa-
JMcs HAa KOHKpeTHul ictopuunuii yac. K. Jlennep 3ocepeausces Ha
BIJITIOBITHOCTI /IO apXCOJIOTTYHIX MATEePialliB, YUM KOMIIO3UTOP HE
OyB 3aJJOBOJICHHH, OJHAK CTHIIb BUKOPHCTAHUX KOCTIOMIB 3aKJIaB
Tpaauuiro “baiipolitceroro Harypamizmy” [11, c. 459-496].

VYTim yci BoHu Oynu BukopucTaHi Ha dectuBaini 1876 poky [8].
Komnosutop XoTiB, 00 XyJOKHHUK BUHAHIIOB TIEBHY “KYJIBTYp-
HYy enoxy”, BiAMiHHY BifJ ikoHorpadii mipy npo HibGenyHris, sxa
naHyBaJja B )KMBOIKUCI TOro yacy i Oyja BIpoBa)KeHa HIMELIbKIM
xuonucueM Ilerepom Kopreniycom (Peter Cornelius, 1783—-1867).
Bin BunaB nukin 3o06paxkens “Ilicui mpo Hibemynris” y 1817 poui,
i fioro imrocTpauii BINIMHYJIM Ha HACTYIHI TMOKOJIHHS XYJOXKHH-
KiB.

Atmocdepy Ta HMOETHYHHMHA 00pa3 TepMaHChKOro Midy, sKi
HEOoOXigHO OyNo BTIIUTH HA CIEHI, Yy TOMY YHUCIi 4Yepe3 BUKOPHUC-
TaHHS MalIMHEPii, He BAABaJOCs MOBHICTIO peanidyBaTtu B o(opM-
nenni Buctas. Jocnmignuk tearpy Baruepa IlI. Kapueri, omgun i3
3aCHOBHUKIB bBalpolTChKOro MiKHAPOAHOTO LEHTPY MHUCTELTB
(Bayreuth International Arts Centre), Binpi3Hsi€ BarHEpiBCbKE Tsi-
JKIHHS 70 “CIIEHIYHOT0 peallizMy’’, 1o MaJio BitoOpakaTu momii y ix
MaKCHUMaJIbHIN JKUTTENOAIOHOCTI, BiJi MPUTAMAaHHOTO MapU3bKUM
TeaTpaMm IMparHeHHs 10 “‘cleHiuHoi apxeosorii” [6, c. 40], ToOTO
BIITBOPEHHS CyTO TeaTpaJbHUX YMOBHOCTEH 4Yacy, A0 SKOTO Ha-
Jie’xaB BUOpaHHIA TBIp.

1100 BinTBOPHUTH HA CIICHI JiesiKi (paHTACTUYHI CHTYAIlii i BJIac-
THBI Miy BUXOIH 32 MEXI1 KUTTEMOAIOHOCTI, BUMArajiocs 3aIyyeH-
HS HEOOXiTHMX TeXHIYHHX efeMeHTiB. Cepea HuX MPHUCTOCYBaHb,
siki Oynu BcTaHoBiieH1 y DecTmminbxaysi, Oyna 3HauyHa 4acTKa
YHIKaJIbHUX AJIsS CBOT'O Yacy HOBOBBeeHb. OHAK Yy JOCIIIKSHHX
BarHEepiBCHKOTO TE€aTPy AOCUTH Majio YBard MPHALISETHCS POOOTi
MammHepii Ta i po3poonuky K. bpanary (Carl Brandt, 1828—1881).
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Tak, mparis Himenbkoro jnociigauka K.-®. baymana (Carl-Friedrich
Baumann), mo rpyHTyeThCS Ha apXiBHUX JOCTIIKEHHSIX Ta MPH-
cBsiueHa MamnHepii decTmminbxay3y, 41 He €JUHE AOCIiKEHHS,
ne npexacrtasieHa noctatb K. bpannara Ta ineTscst mpo 3HaYeHHs
creHiuHoi MammHepii Ha nepiux GectuBainsix [2]. Ak 3a3Havae aB-
TOp, OlbLI paHHI MyOiKauii, y SKUX aHadi3yBamacs 151 CTOPOHA
MpOoLECy CTBOPEHHSI CLIEHIYHOT0 0()OPMIICHHS1, HE TIEPEBH1aBaATTUCS
Ta Hapasi Maiike He JJOCTYIIHI.

CrBoproBaHi cueHiuHi epekTH 1 iX BHpa)kaJbHe 3HAYCHHS
OCTaHHIM YacoM CTajJH IMPEeIMETOM PO3BIJOK, SIKi COUPAIOTHCS
Ha TOHATTS MEIiHHOCTI mux 3aco0iB. Cepen Takux AOCIIIKEHb
cimig 3rajatu pobotu Himenbkoi gociiguuni ['yamymu Kpoiinep
(Gundula Kreuzer), sika BUKOPUCTOBYE TEOPiI0 ONTHYHHX Menia
Opinpixa Kitnepa (Friedrich Kittler). [TomrroBxom amst ii nocumi-
mxeHb ctana ctartss @. Kirtnepa “Ilogux cBity: mpo meniarex-
HoJjoriro Barnepa”. Y Hill cTBepIKyBasiocs, O “My3H4YHa ApamMa
Baruepa € nepmum 3aco60M MacoBoi iHdopMarlii B cy4acHOMY po-
3yMiHHI”, TOOTO 3pa3KoM BUPOOJICHHS MEXaHi3MiB yMOBHOI ‘“TpaH-
cistii” TBopy AUt risnadis [9, c. 215].

VYBara . Kpoiinep npuzinena “rexnosnorii” 3 morisay Ha ii
NPaKTUYHY 3HAYMMICTh y CIEHIYHIM peamizamii Jysi CTBOPEHHS
BIpTYyaJbHOI peasibHOCTI, SIKa 3aXOMHUTh MYyOJiKy. AJIKE METOIO
OyIb-sIKMX CIEHIYHHUX TeXHoJori# ans P. Barnepa Oyno nocuneHHs
TeaTpalbHOI 1110311, HagaHHs (PaHTACTUYHUM 1 MICTUYHUM MOJisIM
Mi(y MaKCHMMaJIbHOTO BiJUYTTs peajbHOCTI, BKIIOYHO 3 aTMOc]e-
poro 1iii, 3MiHaMu e()eKTiB aHAJIOTIYHO JI0 THX, K1 BiIOYBatOThCS B
npupoxHomy cepenosuili [10, c. 95-96].

Lli nparHennst P. Baruepa “pemnpesenrtauii ineanbHOro aib-
TEPHATUBHOT'O CBITY, B IKOMY BCI €JI€MEHTH CLEHIYHOI PealbHOCTI
(oOpa3, pyx, My3uKa) MOETHYIOTHCS TaK 0€3A0raHHO, 10 BUHUKAE
BpPa)KEHHS APYToi MPUPOAH...” BUBOASATHCS 13 3arajbHUX TEHCH-
il po3BUTKY €Bponelicbkoro teatpy B cepenuni XVIII cromiTts,
aje CTaloTh caMe HOro JOCATHEHHSIMH, YPaXOBYIOUH KOMILIEKCHE
3acTOCyBaHHS 1UX npuHOumiB [4, ¢. 73]. [lapagokcanbsHo, aje BU-
MOTH, SIKi MaB KOMITO3UTOP OO0 TEXHOJOTH OCBITJICHHS CIIEHHU 1
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CTBOpPEHHS criene()eKTiB, CTalu MOXJIMBUMHU OApaA3y IMicis HOro
CMEpTi Ha OCHOBI BUKOPHCTAHHS €NEKTPUUYHUX MTPHIIAIIB.

Himenpkuii nociigHuK Ta BarHepo3Hasenpb Yo bepmbax (Udo
Bermbach) Tak oxapakTepusyBaB CHTyalilo, Yy SKill ONWHHIUCST
IIsAanbka Ta MY3WYHO-KpUTHYHA croinpHoTa: “Tlepma 3yctpiu i3
TeaTpaibHOI0 TOMI€I0, sKa Oylla HACTIIBKY HEOPAMHAPHOIO, IO BH-
KJIMKaJla Y KpUTHUKIB IEBHY PO3ryOseHicTh. B 3BiTax, siki Oysu Hamuca-
Hi Ta oIy OJTiKOBaHi micis 3aKiH4eHHs (PeCTUBAIIO, MOJKHA 3HAMTH BCE:
sIK Oe33acTepekHe, 3aX0IUICHE CXBAJICHHS, TaK 1 paJuKaIbHO HEraTHB-
HE BIJIKWJIaHHS, 1, 3BICHO, HEBIIEBHEHICTh Y BIIACHOMY CYJDKEHHI, JIs
SIKOTO ByKe He Oynu MpUAaTHUMHE 3BUYHI KpUTepii otiHku” [3, ¢. 370].

TakuM YMHOM, IOCTAaHOBKA TeTpaJorii Ta ii Bi3yasibHa CKIal0-
Ba, MOMPH MEBHI HEBIAMOBIIHOCTI 3 MONEPEAHIMU HaMipaMu aBTO-
pa, cTajga CTHJIICTUYHO BU3HAYAIBHOIO UISl MOJANBIIUX BTiJICHb
“Ilepcus” Ha ¢ecTHBami y mepion KepiBHUITBa (ecTUBaIEM IpY-
JKUHU KOMIIO3UTOpa Ta Horo cuHa 3irgpiza, a TakoX 3yMOBHJIA 3a-
rajgbHy MOJIelb BTiJIeHHs 1o3a baiipoiiTom.
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THE FIRST PRODUCTION OF
“THE RING OF THE NIBELUNG”:
A PILOT PROJECT OF TRADITION
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On August 13, 1876, the first Bayreuth Festival opened with
“The Rhine Gold”. R. Wagner tried to embody own ideas he had
proclaimed in his publicity of previous years. The composer wanted
to get a unique visual solution, which was not to be identical to a
certain historical reality, but to convey the atmosphere of a timeless
myth. The idea was to dehistoricize the German heroic epic and
transform it into a timeless drama.
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He tried to attract as decorators the artists — Hans Makart
(Hans Makart, 1840—1884) and Arnold Bocklin (1827-1901), who
shared common artistic beliefs and friendships with R. Wagner.
Later, he entrusted this work to the academic landscape painter Jo-
sef Hoffmann (1831-1904) from Vienna. There are not many materi-
als devoted to Hoffmann’s solution of the scenography of Tetralogy.
In this regard, the work of the German researcher Oswald Georg
Bauer, it presents us to the relationship between the scenographer
and the composer during the work [1].

The author marks the active intervention of R. Wagner in the
process of creating the image of the performances, emphasizes the
importance for the composer of the correspondence of the visual el-
ement to his idea, and shows the existence of discrepancies between
Wagner’s initial intentions and the final result. The pictorial style of
J. Hoffmann, which gravitated to the traditions of landscape paint-
ing in the 19™ century, did not correspond to the specificity of the
mythological plot, that stage image had been seen by the composer
as a timeless and universal environment without reference to a spe-
cific historical period.

In October 1874, R. Wagner decided to break off the collabo-
ration with J. Hoffmann, but did not abandon the sketches he had
made. Based on these sketches, the design was created by the fa-
mous of that time brothers Max (Heinrich Maximilian Briickner,
1836 — 1919) and Gotthold Briickner (1844—1892) from Coburg. This
collaboration developed into a long artistic cooperation. From 1882
to 1911 all the Bayreuth scenery was created by the Briickners.

There are not any photos of the Bayreuth scenography of 1876
that have survived, but presents materials on the 1896 production
of “The Ring of the Nibelung”, that repeated the first stage ver-
sion in general [5; 7]. The Briickners’ scenery was based on a set
designed by J. Hoffmann, also under the close supervision of the
composer. From this time the Briickners’ studio became the bearer
of the “principles of Wagnerian design” not only in Bayreuth, but
also among other theaters in Germany and abroad where the com-
poser’s works were staged.
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For the development of costume design R. Wagner turned to the
artist Carl Emil Doepler (1824—1905) from Berlin on December 17,
1874. Doepler had art education in Dresden and Munich, worked at
the Weimar Theater in 1860—1870. Doepler designed a series of five
hundred costumes, all of them were criticized by R. Wagner be-
cause like J. Hoffmann’s scenery were focused on a certain histori-
cal time. Doepler worked on the correspondence to archaeological
materials and the composer was not satisfied with this. Despite the
style of the costumes that laid the founding tradition of “Bayreuth
naturalism” [11, c. 459—496].

All of them were used at the 1876 year festival. [8] The composer
wanted the artist to invent in work a “cultural era”, different from
the iconography of the Nibelung myth that dominated at the time
painting and was founded by the German painter Peter Cornelius
(1783-1867) who published the cycle of images “Nibelungen” in
1817. His illustrations influenced subsequent generations of artists.

The atmosphere and poetic image of the Germanic myth, which
had to be embodied on stage, including the use of machinery, could
not be fully realized in the held performances. Wagnerian researcher
P. Carnegie and one of the founders of the “Bayreuth International
Arts Centre” distinguishes Wagner’s tendency towards “stage real-
ism”, supposed to reflect life events in correspond, from the desire
for “stage archaeology” in Parisian theaters [0, p. 40], — the repro-
duction of purely theatrical conventions of the time selected work
belonged.

In order to recreate fantastic situations on stage and the depar-
tures out of the lifelikeness inherent in myth, it was needed using
technical elements. Among these devices being installed in the Fest-
spielhaus, much was unique for this time. However, in studies of
Wagnerian theater only a little attention was paid to the work of the
machinery developer Carl Brandt (1828—1881). The book of the Ger-
man researcher Carl-Friedrich Baumann based on archival research
and dedicated to the machinery of the Festspielhaus, is perhaps the
only study that presents the figure of C. Brandt and discusses the
importance of stage machinery at the first festivals [2]. As the au-
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thor notes, earlier publications that analyzed this aspect of the cre-
ating stage design process have not been reprinted and are almost
inaccessible now.

The stage effects and their meaning for the performances only
recently have become the subject of research that is based on the
concept of mediality of these means. Among such studies is worth
mentioning the work of the German researcher Gundula Kreuzer.
She uses the theory of optical media by Friedrich Kittler and impe-
tus for her research was F. Kittler’s article “The Breath of the World:
On Wagner’s Media Technology”. It stated that “Wagner’s musical
drama is the first mass media in the modern sense”, that is a model
for developing mechanisms for the conditional “broadcasting” of a
work to the audience [9, p. 215].

G. Kreutzer’s focuses on “technology” from the point of view
of their practical significance in stage implementation for creating a
virtual reality that will captivate the audience. The goal of any stage
technologies for R. Wagner was to enhance the theatrical illusion, to
give the fantastic and mystical events of the maximum sense of real-
ity, making the atmosphere of action similar to occur in the natural
environment [10, pp. 95-96].

These hankering of R. Wagner for “representation of an ideal
alternative world where all elements of stage reality (image, move-
ment, music) are combined so flawlessly that the impression of
second nature arises...” are derived from the general trends of Eu-
ropean theater since the middle of the 18th century. R. Wagner’s
achievements lay into the comprehensive application of these prin-
ciples [4, p. 73]. Paradoxically, the requirements that the composer
had for stage lighting technologies and the creation of special effects
became possible immediately after his death and based on the use
of electrical devices.

The German researcher Udo Bermbach succinctly described
the situation in which the audience and music-critical community
found themselves: “The first encounter with a theatrical event that
was so extraordinary that it caused a certain confusion among crit-
ics. In the reports that were written and published after the festival,
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one can find everything: both unconditional, enthusiastic approv-
al and radically negative rejection. And, of course, uncertainty in
one’s own judgment for which the usual criteria of evaluation were
no longer suitable” [3, p. 370].

Thus, the staging of the Tetralogy and its visual component de-
spite certain discrepancies with the author’s previous intentions be-
came stylistically defining for subsequent incarnations of "The Ring’
at the festival for the period when the composer’s wife and his son
Siegfried were in charge. It also determined the general model of
incarnation outside Bayreuth for close years.
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Anppiii XKongak noOpe BimOMHIA SIK TeaTpaJbHUN pexHCED,
TBOpYa Kap’epa sikoro posnodainacs B 1989 poui BucraBoro “Mo-
MEHT”, CTBOPEHOI0 3a HoBesaMM B. BunHnuenka. Benumkwmii cyc-
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iHcpkuM apamatuuHuM TeatpoM iM. T. I. IlleBuenka mpoTsirom
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2002-2005 pokiB (“T'amner. Cuu”, “Onun nenp IBana JleHuco-
Bruua”, “Micsup xoxanHs”, “Tonbnoni. Beneris”. “Pomeo 1 Jxy-
neeTTa. Oparment”). Yke B Ti poku chopMyBancs HOro OCHOBHI
PEKHCEPChKI MPUHIMIMN Ta MOISAIM Ha TeaTpalibHy €CTeTHKY. |
caMe BOHH, SIK BUJA€THCS, BUSBUIN CBOIO aKTYaJBbHICTB MiJ 4ac
crpoOM po3royaTH Kapepy omnepHoro pexkucepa B 2012 porri iHc-
uenyBanHsM onepu I1. 1. YalikoBcbkoro “€preniit Onerin” y Mu-
xaitniBcbkoMy Teatpi Cankt-IleTepOypra. Kpim 1miporo crnekrakiiio,
Amnnpiit XKongak 10 CbOroHi MOCTaBUB IIE IIICTh ONIEPHUX BUCTAB:
“€preniit Onerin” I1. 1. YaiikoBcrkoro (CaBonminna, 2013), “Llap
Kannasa” A. Uemuincekoro (AuTBepnen ta ['ent, 2016), “lonanta”
I1. I. YaiikoBcbkoro (Cankt-IletepOypr, 2018), “Jlto60BHUI Hamiil”
I. Moninerri, (IToznank, 2018), “Yapisauns™ I1. 1. YaitkoBcbkoro
(JLion, 2019), “®inenio” JI. Ban berxoena (Amcrepnam, 2024).

3ocepenuMo yBary Ha iHCIICHYBaHHI OIEpH BiJICHCHKOTO Kia-
cHKa, peanizoBaHoMy B uepBHI 2024 poky y lomnmanpacekiid Ha-
LioHAJBHIM omepi 3a yuacTio cuenorpada [laniens JKonmmaka i
nupurenta Anzapeca Opocko-Ectpanu. ['onoBHi poni BHKOHAIN
XKaxnin Barnep (Jleonopa), Epik Katnep (®nopecrtan) Ta Hikonac
Bpaynuni (don [lizappo).

[lepeanpem’epHuil aHOHC Li€i BUCTaBH MY3MYHHUIH KpUTHK Pi-
yapn bpeT6i Ha3BaB Tak — bopomwvba 3a capmoniio: Dioenio bem-
xosena 6 lonnanocekiu Hayionanvrii onepi [Bratby, 2024]. Ha
IYMKY KpPHUTHKA, « “@Didenio” — 1ie HE IO 1HIIIE, K orepa, SKa BU-
XOIUTh 3a Mexi cBoel enoxu. JKongak, sik i @pencic ®opa Konmo-
Ja, BBaXae, MO CyTh OyIb-IKOI BEIUKOI ApaMU MOKHA 3BECTH JI0
OJTHOTO CJIoBa. Y IbOMY BUMAJKY LI CIOBO — ['apMOHisl, sIK y TIpsi-
MOMY, TaK 1 B mlepeHOCHOMY 3Ha4yeHHi» [Tam camo]. P. Bper6i gami
TIOCHIIA€ThCSA HA JyMKy ApamaTypra miei sucrasu Jlioka Mocrena:
«nsa XKonmaka “@idenio” — ue icTOpisl BiJHOBJICHHS TapMOHIi B
TOM YW iHIIUH crmoci0: cpoba BTEKTH BiJ 37UX CHJI, SIKI BEIYTh
HAC JI0 po36paTy... MneThes mpo MOXKIMBICTh 06°€ IHATHCS — i TTPO
HEMOXXIIUBICTB 00’enHaTHC» [TaM camo]. Cam pexxucep cBOi Hami-
pH IPOKOMEHTYBAB AY>Ke JJAKOHIYHO: “S] BUPILIUB HE PO3MOBiAaTH
icTopito. 3aBXKAM LiKaBO POOUTH KPOK y TOMY, LIO, MO CYTi, € Ha-
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PaTHBHOIO (POPMOIO — 3aMiCTh TOTO, OO MPOCTO BUKOPHCTOBYBa-
TH €KCIIPECIOHICTCHKUH MiAX1/, 3unTaHui 3 mapTuTypu berxoBena”
[Tam camo]. Crmig Bii3HAYUTH, IO MICIs MPEM’EPU 3’SIBUIIACS Pe-
nensisi kputukuHi EneoHopu Hailit — “Xaoc y minzeMHOMY CBi-
Ti: Angpiii XKonnak xepye @idenio B l'onnanaceKiii HalioHaNbHIN
omepi” [Knight, 2024], y sixiii aBTOpKa B po3madi Ta po3aparyBaHHi
BHUCIIOBITIOE CBOE HEPO3YMiHHS TOT0, IO BiI0YyBAJIOCs Ha CIIEHi, 1 HE
3HAXOAUTh JIOTIYHOT'O TMOSICHEHHS TUM Bi3yalbHUM 00Opa3aM-cHM-
BOJIaM, SIKi pEMPE3EHTYE pexKHcep.

Sk BusiBnsieTncs, He yume E. Haiit, a #i G6arato iHIUX KpH-
TUKIB MPHUITYCKAIOTHCS B OLIHKAaX TaKHX BHCTAaB METOAOJOTIYHOT
MOMUJIKY 3 OTJISY Ha IX XyJOKHBO-ECTETHUHY CIPSIMOBAaHICTh —
HIYKAaOTh PallioOHaJBHY JIOTiKY TaMm, Je il pakTHIHO Hemae. Ake
peXHCepChKO-CLeHOrpadiyHa MpaKTHKa Cy4YacHOr'o TeaTpy, sKa
4acTO I'PYHTYETHCS Ha 3acajax MOCTMOAEPHICTCHKOI 1 Maccroppea-
JICTHYHOI €CTeTUKH, Nepeadadae 3aHypeHHs MyOiKH B MJIOMUHY
MiJICB1IOMOTO CHPUUHSATTS XyJOKHBOTO TEKCTY. SIK BHCIOBHBCS
OIIMH 3 MepeciYHNX KOMEHTATOpiB caMe L€l BUCTABH, “‘HIYOTO HE
3po3yMmio, ane ayxe mikaBo” [OperaVision, 2024].

OTxe, BAAIOYUCH 10 1HCLIEHYBAaHHS OINEpU 3 BiJBEPTHM IOJIi-
TUYHUM TiaTrekcToM, A. JXKongak cipoOyBaB 3aco0amMu pexXHUCypH,
cueHorpadii 1 HaBiTh BepOaIbHOI MOBH MaKCHMaJbHO yHiBepcalli-
3yBaTH {1 3MICT, CyTTEBO BiAXOASYH BiJl mepBicHOro 3aaymy berxo-
BEHa, ajic HAMararouuch OyTH CYTOJIOCHUM JpaMaTH4HIH Hampysi,
3aKJIaJieHi y mapTUTypi, X04a i 3 IEBHOIO KOPEKIII€0: TUPUTEHT B
OCTaHHIO OETXOBEHCHKY BEpCito OBEpHYB YBepTiopy Ne 3, 3pobuB
JesIKi KyTIOpH 1 10[aB y MepuIoMYy akTi Temy 3 2-1 uactunu “Tpayp-
Hu# Mapir’” 3 cumdoHnii Ne 3 “T'epoiuna” berxoBeHa.

Anle SIKIIO AJIA MEepeBa)KHOI OUTBIIOCTI PEKUCEPCHKUX MPOUH-
TaHb L€l ONepu XapakTepHa peajizalis nmpuramanHoi s ber-
XOBEHa iJie1 pyxy BiJl TeMpsiBU A0 CBiTNa 3 (piHATBPHUM pajiCHUM
HapOJHUM €JHAHHSIM, TO BHcTaBa JKoigaka IpOMOHYE SIBHO “‘Iia-
nekTuuHe” pimeHHs. Ha nmporuBary mysuii, “mMaxopy Bi3yaJbHO-
ro” mMu He cioctepiraemo. Konu Pokko 1 [lon [lizappo minHiMaoTh
MacHBHY 3aJi3HYy 3aBicy i ®nopecTan 3 JIeOHOPOIO OMUHSIOTHCS Ha
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CcB00OI1, TO BUSBJIAECTHCS, 110 “BUILHHI™ CBIT HE BUIIISAIAE 3aHAITO
npuBabnuBuM. A y (iHaIBHOMY €Mi3041 BUKOHABII, SIKi BHUILHKY-
BaJIKCs HA aBaHCIIEHI, CIIIBAIOTH HA TJI1 TEMHOI 3aBICH.

Otxe, XKongak BiIKUAA€E 1/ICI0 €UHOTO MPABUIBLHOTO XYJI0¥K-
HBOT'O PIllICHHS, JICKJIAPYIOUU MAaKCUMaJIbHY CBOOOY IIPOYUTAHHS
tekcty. Kpim Toro, BiH jonae mie i cBiii, BepOalbHUU, — K pe-
3yJbTaT, MAEMO BMOHTOBaHI CIICHH, YaCTO SIK BiJICOKJIIMH 3 IMPO-
30BUMH J[iaJlOTaMU aHTJIIHCHKOIO MOBOI, aBTOPOM SIKUX € cam
pexucep. HaBenemo six mpukiaau aekiiabka gparmentis. Bucrasa
MOYMHAETHCS 31 BCTaBHOTO emizony. Jleonopa Buctynae Ha Kocmiu-
Hill KOH(EepeHLii 3 10MOBi IO, TPOrOJIOIYIOUHN TaKi CIOBa!

— V¥V Hamux 1a0boparopisix MU BUSBUIIM, IO B IEH MOMEHT Y
KOCMOCI BiI0yBa€eThCS MIOCH HeOe3neune. Mu BUMIPSIIH, 1110 €Hep-
Tisl YOpPHOI Jipy ie B HANPSIMKY Halloi ranakTuku. Hama ranaktu-
Ka 3HaXOAMTHCS Mepesl Cepiio3HOI0 3arpo3or0. ['apMoHis B KocMoci
i 3arpo3010. MU cToiMO mepe] 3arajJbHIM KPaXOM.

— A sk Bu nymaere, 1o came Oye?

— Mu e He 3HaeMO. AJie MU TTOBIZIOMHMO BaM SIKOMOTa IIBU/LIIE.

A ocs perutiku 3 gianory Jlona Ilizappo i ®nopecrana: “Te, mio
BiIOYyBA€THCA TYT, TAKOXK BiJOyBaeThcs B KocMoci. Harre sxutTst —
nm3epkaiio Kocmocy. 666... TyT 1101cbK0T MOBH OlJIbIIIE HE icHYE. Bu
MTOBHHHI 320y TH JTIOACEKY MOBY. TyT MU roOBOpUMO Juie.. udpa-
mu” [OperaVision, 2024].

€ BCI MiICTaBU COPUIMATH I[i TEKCTH K PE3YJIBTAT OMOCEPE/I-
KOBaHOTO BIUIMBY pexxucepcbkoi ecreTuku Kenna Paccenna, 30kpe-
Ma, Horo iHcuenyBaHHs onepu “Medictodens’ A. boiito y 1986
poui B onepHomy Tearpi [enyi 3 ano3isiMu Ha QiIbM-aHTHYTOIII O
Opiua Jlanra “MeTponomic”.

3arasioMm Bi3yaJibHi aJr03ii Ii€] BUCTABU MarOTh JOBOJII MIUPO-
KM aiama3’oH: Bl KOCMIYHHX Ta 3€MHHMX Ien3axis, “caniB Ene-
My” 70 Cy4YacHUX SIIIOHCBKHX aHiMe 0a HaBiTh BiJCOIHCTAJALIN
SITOHCBKOT'O METPO... To0To Mu Gaunmo Qororpadii 3 KocMocy,
300pakeHHs JIiCy 3 KOJIOAs3eM, 300pakeHHs1 EneMy 3 kiacuyHUX
JKUBOITUCHUX TOJIOTEH, “TiTar4i” eJNEKTPOINOI3au B TOKIMCHKIH
migzeMii... TyT 1 MyJspKi YOpHUX Ta OLIMX KPHJI, BETUKUX 1 MaJIUX
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3Miif, Macka BoBka Tomo. XapakTepHUMH € i Bi3yanbHi METaMop-
¢o3u. PanToM y AesKUX epcoHaxiB (SK HapUKIaa, y Mapceninu)
3’SIBJISIIOTHCS] KOMIUTLS Ta TOCTPi BYILKA, IO MEPETBOPIOE 1X HA Mi-
(omnorizoBani o0pasu.

Pexxncep BUOYIOBYE pO3rOpHYTY CHUCTEMY IiHOBUX Oci0, dac-
THHA SKUX He mependauyeHa TekctoM berxosena. Hepigko 3ampo-
BaJUKYIOThCS NBiitHUKH. [|BiliHMIS 3’sBisieThes B JleoHopH, a B
neBHU MOMeHT POkko cTae mMakcumalbHO cxoxuM Ha [lizappo,
SIKWH, Y CBOIO Uepry, 30BHi Haragye moxenbepa Kapna Jlarepdens-
na... He Burnspae BunagkoBuM i te, mo drnopectan 3arpuMoBaHuit
TakK, 110 HaraJaye camoro pekucepa B MOJIOAL POKH...

Sx BupmaeThes, yBeneHi JKomgakoM TOAAaTKOBI MEPCOHaXi Io-
KJIMKaHi Bi3yalli3yBaTH CIIpaBXHi MparHeHHs nepconaxis. Hanpu-
KJaz, y ciieni Mapceninu i JKoKiHO B mepiomMy akTi ix yocoOI00Th
Vasuuit @nopectan i [lpuctpacna xinka. Y npomy emizoni Mapce-
JiHa criBae: “J[iBUMHI JieBe JJO3BOJICHO 313HATHUCS Y TOMY, YOT'O BO-
Ha xoue” [OperaVision, 2024]. I TyT 3’IBJISIETHCS YOJIOBIK-MaHEKEH
3 MEXaHIYHO YIMOBIIPHEHUMHU pyXaMmH, sIKoro MapceniHa BUKOpHC-
TOBYE sIK CBOEPIHUH TPEeHYBaJIbHUH cTaHOK... [[poTe Hepigko nux
JOIaHUX TEPCOHAXKIB BUKOPUCTOBYIOTH SIK CBOEPIAHI Bi3yaJbHO-
CMHCJIOBI KOHTPAIYHKTH A0 OCHOBHHUX T'€POiB.

JloBoJIi aKTUBHO BUKOPHUCTOBYIOTHCS A3epKaa Ta nepcHi. 3ep-
KaJla pi3Hi — BiJ MaJleHbKOTro B pyui JIeoHOpH 10 BETHKOro, BMOH-
TOBAHOTO B CTiHY KiMHaTH. Maii’e BC1 BOHU € PyXJIMBUMH, Yepe3
SIKi MOYKHA TIPOWTH Y 3a3€pKaJljIs i MOBEPHYTHUCS Ha3al. Y BUCTaBi
MIePEXO/H B iHIIII CBITH, B 1HILI BUMIPH Bi10yBaIOThCS HE JIULIE Yepe3
J3epKana, a i yepe3 MOAOJaHHs 3alli3HUX 3aBiC, HEBUAMMHUX CKJIISI-
HUX TIEPErNoH TOLIO... MUMOBOJI 3ralyeThCsl Ipyra 4aCTHHA KiHO-
tpuiiorii XK. Kokro — croppeanictuuna kinodantasis “Opdeir”, y
kil y kimHaty Opdes i3 13epkaia IpuxoauTh TAEMHUYA TPHHLIECA.
Le cama CmepTh, a A3epKajo € THM MOPTAJIOM, SKUM BOHA BXOAHUTH
y CBIT Jofielt 1 e 3 Hporo. Y Buctasi JKongaka yepes A3epKaiio y
nepioMy akti mpuxoauts Hou Ili33apo y kimHaty ®nopecrana...

BaxnuBuMm cueHorpagiuHUM €JIeMEHTOM € Tpu BEJIHMKHUX
nepcHi. [Ipo ix ceHc imeThest y BcTaBHOMY Aiano3i mix Ilizappo i
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®nopecranom: “Ochb TyT Tpu Kabmyuku. [lepmuii nepcTeHb — 1e
MOYAaTOK HAIIOTo KUTTA. Jpyruii mepcTeHb — Ie cepeauHa MaH-
JIpiBKHU TBOTO KUTTS. TpeTiil mepcTeHb — 1€ KiHelb TBOT'O YKHUTTHL...
TBoe koxaHHSs, TBOsI JIeoHOpa, TBOE JKUTTSI: TH MOBUHEH MPO BCE 3a-
OyTu. SIK TiNBKY Mpoiaen yepes 1i NepcHi, TH HIKOJIW He 3MOXKEIT
MOBEPHYTHUCS IO CBOT'O KOJIHIIHBOTO KUTTS [OperaVision, 2024].

ATnie IeHTpaIbHUM Bi3yaJbHUM 00pa30M € BOTOHb Y Pi3HHX CBOIX
MpOsIBaX: UM TO 3reHEPOBaHUH 3amanbHruKoro [1i3appo abo KyOKom
1 cBiUKOIO B pyKax JleoHOpH, UM TOH, 110 MUTOTHTH y TIraHTCHKiH
CJIEKTPUYHIN NTaMIIi, YM SIK MEPEXTiHHs JaJeKHX 3ipOK. 3peIToro,
SK MpaBHUJIO, pYHHIBHY CBOIO CyTHICTH BiH BHSBIISIE 3@ iHILIaTHBU
Hona ITi3appo, sSKuii 3 JErKICTIO MiANantoe Oyb-110 HABKOJIO...

TyT 3ragyerscs MeTadoprka BOTHIO 1 B CIOpPEasliCTHYHOMY KH-
BOITHCI, 1 TOCTMOZICPHICTCHKOMY KiHeMaTorpadi, HarmpukJia, popoda
“YKupaga y Borni” CanbBamopa [Hani, anokanintTuyaa “OcTaHHS JFO-
nuHa” Mapkoca ['iHo3u a6o HecamoBuTa “T'oTnka” Kenna Paccernna.

Tpeba Big3HAUMTH, IO Maiike Bce y nmpoctopi BucTasu JKonga-
Ka miagaeThes Tpancopmaiii, ane Bi3yaabHO MaiikKe HEe 3MiHIOETh-
cs nuure Jleonopa. BoHa HaBiTh He MEPEBASATAETHCS y YOJIOBIUMN
KOCTIOM, 110 MepeadaueHo TeKCTOM HapTUTYPH...

BaxauBUM KOMMO3MLIHHO-ApAaMaTypriyHUM MPUHOMOM  IIi-
€1 BUCTaBH € U Te, 10 JOBOJI YacTO MEepCOHaxi nepeOyBaroTh Ha
CIICHI 1 HaBITh B3a€MOJIIOTH HE 32 OETXOBEHCHKUM CIICHApieEM, a 3a
3aJlyMOM IOCTaHOBHHUKIB. ToOTO Oyab-sika JIHIHHICTH TYT CBiIOMO
PYUHYEThCAL.

OT1xe, 3 00epEeKHICTIO MOJKHA TOBOPUTH PO TeE, IO PEXKHUCEp-
cbki momyku AHpis JKongaka B ONepHOMY TeaTpi MalOTh MEBHI
O3HaKH “peKUCEPCHKOr0 TeaTpy” 1 “TeaTpy XyAoKHUKA . Y TBOp-
YOMY apCeHajli MUTLS TAKOXK CIHOCTEPIraloThCS €JIEMEHTH MOCTH-
KU aBaHTapJUCTChKOro TeaTpy (okpema, “rearpy kapTuH’ Poxe
Bitpaka), “tearpy abcypny” (tearpy Anwsdpena XKappi), “Tearpy
JKOPCTOKOCTI” (AHTOHEH ApTO). A BHKOPHUCTaHHS y Bi3yasbHil
00pa3HOCTI CIOppEaNiCTUYHOI JISKCHKH, MPUHOMIB BimeoapTy M
TEXHIKH 1HCTaJSALIi AO3BOJISE CIPUMMATH MOT0 ONEPHI BUCTABH B
KOHTEKCTI €CTETHKH MacCloppeanizMy.
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Andriy Zholdak is well known as a theater director, whose cre-
ative career began in 1989 with the play “Moment”, created based
on the short stories of V. Vynnychenko. His directorial quests dur-
ing his artistic direction of the Kharkiv Academic Ukrainian Drama
Theater named after T. G. Shevchenko during 2002—2005 (“Hamlet.
Dreams”, “One Day of Ivan Denisovich”, “Month of Love”, “Goldo-
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ni. Venice”. “Romeo and Juliet. Fragment”). Already in those years,
his basic directorial principles and views on theatrical aesthetics
were formed. And it was they, it seems, that showed their relevance
during his attempt to start his career as an opera director in 2012
with the staging of P. 1. Tchaikovsky’s opera “Eugene Onegin” at
the Mikhailovsky Theater in St. Petersburg. In addition to this per-
formance, Andriy Zholdak has staged six more opera performances
to date: “Eugene Onegin” by P. I. Tchaikovsky (Savonlinna, 2013),
“Der Konig Kandaules” by A. Zemlinsky (Antwerpen and Ghent,
2016), “Iolanta” by P. I. Tchaikovsky (St. Petersburg, 2018), “L’Elixir
of Love” by G. Donizetti (Poznan, 2018), “The Enchantress” by
P. I. Tchaikovsky (Lyon, 2019), “Fidelio” by L. van Beethoven (Am-
sterdam, 2024).

Let’s focus on the staging of the Viennese classic’s opera, real-
ized in June 2024 at the Dutch National Opera with the participation
of scenographer Daniel Zholdak and conductor Andrés Orozco-Es-
trada. The main roles were performed by Jacqueline Wagner (Le-
onora), Eric Cutler (Florestan) and Nicholas Brownlee (Don Pizarro).
The pre-premiere announcement of this performance was called by
music critic Richard Bratby as: Struggle for Harmony: Beethoven’s
Fidelio at the Dutch National Opera [Bratby, 2024]. According to the
critic, “Fidelio” is nothing more than an opera that goes beyond the
boundaries of its era. Zholdak, like Francis Ford Coppola, believes
that the essence of any great drama can be reduced to one word. In
this case, this word is “Harmony”, both literally and figuratively”
[Bratby, 2024]. R. Bratby further cites the play’s playwright, Luc
Josten: “For Zholdak, Fidelio is a story of restoring harmony in one
way or another: an attempt to escape from the evil forces that lead
us to discord... It’s about the possibility of unity — and the impos-
sibility of unity” [Bratby, 2024]. The director himself commented
on his intentions very succinctly: “I decided not to tell a story. It’s
always interesting to take a step in what is essentially a narrative
form — instead of just using an expressionist approach read from
a Beethoven score” [Bratby, 2024]. It should be noted that after the
premiere, a review by critic Eleanor Knight appeared — “Chaos
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in the Underworld: Andriy Zholdak conducts Fidelio at the Dutch
National Opera” [Knight, 2024], in which the author, in despair and
irritation, expresses her lack of understanding of what was happen-
ing on stage and finds no logical explanation for the visual images-
symbols that the director represents.

It seems that not only E. Knight, but also many other critics
make a methodological error in their assessments of such perfor-
mances, given their artistic and aesthetic orientation — they look
for rational logic where there is practically none. After all, the di-
recting and scenographic practice of modern theater, which is often
based on the principles of postmodern and mass-surrealist aesthet-
ics, involves immersing the audience in the plane of subconscious
perception of the artistic text. As one of the ordinary commentators
of this particular performance put it, “nothing is clear, but very in-
teresting” [OperaVision, 2024]. So, resorting to staging an opera
with an overt political overtones, A. Zholdak tried to universalize
its content as much as possible through direction, scenography, and
even verbal language, significantly departing from Beethoven’s
original idea, but trying to be in harmony with the dramatic tension
inherent in the score, albeit with some corrections: the conductor
returned Overture No. 3 to Beethoven’s latest version, made some
cuts, and added the theme from the 2nd movement of the “Funeral
March” from Beethoven’s “Eroic” Third Symphony in the first act.

But if the vast majority of directorial readings of this opera are
characterized by the implementation of Beethoven’s idea of move-
ment from darkness to light with a final joyful national unity, then
Zholdak’s performance offers a clearly “dialectical” solution. In
contrast to the music, we do not observe the “major visual”. When
Rocco and Don Pizarro raise the massive Iron Curtain and Flores-
tan and Leonora find themselves at liberty, it turns out that the “free”
world does not look too attractive. And in the final episode, the per-
formers lined up on the proscenium sing against the background of
a dark curtain.

So it turns out that Zholdak rejects the idea of a single correct
artistic solution, declaring maximum freedom of reading the text.

— 108 —

1V Yeprawuncoki yumanms

Moreover, he also adds his own, verbal one — as a result, we have
mounted scenes, often as video clips with prose dialogues in Eng-
lish, the author of which is the director himself. I will give a few
fragments as examples. The play begins with an interlude. Leonora
gives a speech at the Space Conference, saying the following:

— In our laboratories we have discovered that something dan-
gerous is happening in space at this moment. We have measured
that the energy of the black hole is heading towards our galaxy. Our
galaxy is facing a serious threat. Harmony in space is under threat.
We are facing a total collapse.

— And what do you think will happen?

— We don’t know yet. But we will let you know as soon as pos-
sible [OperaVision, 2024].

And here are the lines from the dialogue between Don Pizarro
and Florestan: “What is happening here is also happening in space.
Our life is a mirror of the Cosmos. 666... Human language no longer
exists here. You must forget human language. Here we speak only...
in numbers” [OperaVision, 2024].

There is every reason to perceive these texts as the result of
the indirect influence of Kenna Russell’s directorial aesthetics, in
particular, his staging of the opera “Mephistopheles” by A. Boito
in 1986 at the Genoa Opera House with allusions to Fritz Lang’s
dystopian film “Metropolis”. In general, the visual allusions of this
performance have a fairly wide range: from cosmic and earthly
landscapes, “Gardens of Eden” to modern Japanese anime and even
video installations of the Japanese subway... That is, we see photo-
graphs from space, images of a forest with a well, images of Eden
from classical paintings, “flying” electric trains in the Tokyo sub-
way... Here and there are also dummies of black and white wings,
large and small snakes, a Wolf mask, etc. Visual metamorphoses are
also characteristic. Suddenly, some characters (such as Marceline)
have hooves and pointed ears, which turns them into mythologized
images.

The director builds an extensive system of characters, some of
whom are not provided for in Beethoven’s text. Doubles are often
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introduced. Leonora has a double, and at a certain point Rocco
becomes as similar as possible to Pizarro, who, in turn, resembles
fashion designer Karl Lagerfeld... It does not seem accidental that
Florestan is made up in such a way that he resembles the director
himself in his youth...

It seems that the additional characters introduced by Zholdak
are designed to visualize the characters’ true aspirations. For ex-
ample, in the scene between Marceline and Joquin in the first act,
they are personified by the Imaginary Florestan and the Passion-
ate Woman. In this episode, Marceline sings: “A girl is barely al-
lowed to confess what she wants” [OperaVision, 2024]. And here
appears a male mannequin with mechanically slowed movements,
which Marceline uses as a kind of training machine... However, of-
ten these added characters are used as a kind of visual-semantic
counterpoint to the main characters.

Mirrors and rings are used quite actively. Mirrors are differ-
ent - from the small one in Leonora’s hand to the large one mounted
in the wall of the room. Almost all of them are movable, through
which you can go through the looking glass and return back. In the
play, transitions to other worlds, to other dimensions occur not only
through mirrors, but also through overcoming iron curtains, invis-
ible glass barriers, etc... One involuntarily recalls the second part of
J. Cocteau’s film trilogy — the surrealist film fantasy “Orpheus”, in
which a mysterious princess comes to Orpheus’ room from a mir-
ror. This is Death itself, and the mirror is the portal through which
she enters and leaves the world of people. In Zholdak’s play, Don
Pizzaro comes to Florestan’s room through a mirror in the first act...

An important scenographic element is the Three Large Rings.
Their meaning is discussed in the interstitial dialogue between
Pizarro and Florestan: “Here are three rings. The first ring is the
beginning of our life. The second ring is the middle of your life’s
journey. The third ring is the end of your life... Your love, your Le-
onora, your life: you must forget everything. Once you have passed
through these rings, you will never be able to return to your old life”
[OperaVision, 2024].
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But the central visual image is fire in its various manifestations:
whether generated by Pizarro’s lighter or by the cup and candle in
Leonora’s hands, or flickering in a giant electric lamp, or like the
twinkling of distant stars. After all, as a rule, he reveals his destruc-
tive essence at the initiative of Don Pizarro, who easily sets fire to
anything around him...

Here we recall the metaphor of fire in both surrealist painting
and postmodernist cinema, for example, the prophetic “Giraffe on
Fire” by Salvador Dali, the apocalyptic “The Last Man” by Marcos
Ginoza, or the frantic “Gothic” by Ken Russell.

It should be noted that almost everything in the space of
Zholdak’s performance is transformed, but only Leonora re-
mains visually almost unchanged. She does not even change in-
to a man’s suit, which is provided for by the text of the score...
An important compositional and dramaturgical technique of this
performance is that quite often the characters are on stage and
even interact not according to Beethoven’s script, but according to
the directors’ plan. That is, any linearity is deliberately destroyed
here.

So, with a certain degree of caution, we can say that Andriy
Zholdak’s directorial searches in the opera house have certain fea-
tures of a “director’s theater” and an “artist’s theater”. In the artist’s
creative arsenal, elements of the poetics of avant-garde theater (in
particular, Roger Vitrac’s “theater of pictures”), “theater of the ab-
surd” (Alfred Jarry’s theater), “theater of cruelty” (Antonin Artaud)
are also observed. And the use of surrealist vocabulary, video art
techniques, and installation techniques in visual imagery allows us
to perceive his opera performances in the context of the aesthetics
of mass-surrealism.
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NNPEM’EPA OITEPU “APMIJIA” AHTOHIHA JIBOP/KAKA:
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KoxHa My3u4yHO-TeaTpaibHa MPEM’epa € JOPOTOLiHHUM CBS-
TOM JIJIs1 TOCTAHOBHUKIB, JUISI CIyXadiB 1 MIsja4iB — HEOAMIHHUM
OYiKYBaHHSM 3yCTpidi 3 BIJOMUM 1 HEBIJOMUM, Y NOAAJIBIIOMY —
BUHUKHEHHSM pedeKciid MO0 BiJANOBIIHOCTI OYiKyBaHb 1 HO-
BU3HHM, BiNOBiTHOCTEH 1 cropnpusiB. MaOyTh, TOMY i BHHHUKJA
Tema jonosiai 3 nutanusamu: “llo cnpuse “moBepHeHHIO Ha3an’,
a came 1e i € peduekciero (Big nar. reflexio), mo BKJIIOYaE METOL
caMoOaHaJi3y i Jonomarae BCTAHOBHTH 3HAYCHHS 1 BiTHANTH MexXi
B KPUTHIII, YCBiJOMIIEHHI A0CBiAY”? | BUSBIISIETHCS, LIIO BiIMOBi b
i mpocTa, 1 CKJlaJHa OJZHOYAacHO. PedeKkCHMBHICTH mepul 3a Bce
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MOB’sI3aHa 3 ICTOPIEI0 TBOPY, MICHEM HOro HalMCaHHS, MOMisIMHU
B JTIOpeTO, IXHIM 3B’SI3KOM 3 aBTOPOM 1 BUKOHABIISIMH. TakKuUM Bij-
KPUTTSAM CTaiu npem’epHi nokasu (2024, Ilpara) kamepHUX omnep
Biktopa Ynemana i mibpetucra Ilitepa Kina “Po3butnii rneunk”
(pix Hanucauus 1942) ta “Imnepatop Atnantuau, ado Bimmosa
Bix cMmepTi” (pik Hanmucanus 1944) y motomy 2023 poky Ha cueHi
Hanionanshnoro tearpy MopaBchko-Cuite3bkoi omepu. Kamephi
onepu B. Ynpmana Oynu HamucaHi B KOHLEHTpalidHOMY Tabopi.
Ane 00uBi ONIepy CIIOBHEHI TYMOpY i caTUpH, TOOTO KUTTS 1 BipH
aBTOPIB. 3BHYAITHO, eMOIlii, SIKi BUKJIMKAIOTH 1[I ONEpPHU, MEPII 32
BCE € peuIeKCciero Ha a0CyPHICTh MICIIS 1 3MiCTY, HEMOXKJIIUBICTIO
OCSATHYTH Tparefilo aBTOpiB. BUSABIsA€THCS, IO B TAKUX yMOBax
JIIOAM 3/1aTHI TBOPUTH, a TIOAI1 ONep 3 PO3KPUTTSIM IICUXOJIOTIT JT10-
JIUHU € To3adacoBUMU. AGo iHmra mpem’epa B [lItyTrapri (TpaBeHb
2024) onepu Kypra Baiing i bepronsra bpexrta “3miT 1 maninas
Micta Maxaroni”’, sxa Oyjna Bmepme mnoctasieHa y 1930 pori.
Anoriuni monii 3 BiAA3epKaJeHHSAM CYCHIIBHUX NMPOOJeM Kpi3b
o0pasu, 6inbaIe cxoxki Ha MioIoOriyHi, TAKOK € MOCTIHHUM Mpea-
MeTOM pediexciii 3 TUTaHHSIMH PO nependadyBaHiCTh aBTOPaMu
BiuHOI TemH, 1i mo3auyacoBoi 31m000aeHHOCTI. Lle cTocyeThes 1 3a-
c00iB My3WYHOI BUPA3HOCTI, SIK1 3aIMIIAIOTHCS aKTyaIbHUMU 115
Cy4YacHUX CIyXadyiB.

VY 3B’M3KY i3 UM 3ranyeTbest mpem’epa onepu AHToHiHA J[Bo-
pxaka “Apmina” (tpaBeHsb 2023, Ilpara, mepma npem’epHa BHCTa-
Ba 1903). Kommo3utop MpisiB Ipo BHXiJ HOr0 omepHOi TBOPYOCTi
Ha MiDKHaponHui piBeHsb. llIBuame ToMmy ioro i 3amikaBuia 3a-
XOILTIOI0Ya IpaMa iHO3eMHOI JamMachbKoi MpUHIIECH ApMiau, dacu
[lepmoro XxpecToBOro MOXoAYy i3 3ITKHEHHSM JIMLAPIB-XPUCTHUSH 3
MycCyJIbMaHaMH, 3HAaYHOIO Mipoio Mi(i3oBaHa Bepcisl emivHol moe-
MU itanificekoro noeta TopkBato Tacco “BuzBonenns €pycanumy”
(1581).

VY ueit wac A. JIBopKak eKCIEPUMEHTYBAB 31 CTHJIEM OMEPHOI
komnosuuii P. Baraepa i omepa “Apmiza” craia KyJbMiHaLi€lO
KOMIIO3UTOPCHKHX cpo0. Xo4ya He MOkeMO 3a0yBaTH PO Te, 10
My3HKa omepH Oyia HaTXHEHa i1 nmepeOyBaHHSIM KOMIIO3UTOpA B
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Awmepuni. st Hammx pediexciii BaXJIMBOIO cTalla JIEHTMOTHB-
Ha CHCTEeMa B Omepi, 30KpeMa JEHTMOTHBH CHUMBOJIB. OCKIJIbKH
CydYacHi IOCTAaHOBHUKH, HE3Ba)KalOUM HA TE, 1[0 KOMIIO3UTOP BU-
KOpUCTaB aTMOc(epHi MEJIOAMKO-TapMOHIYHI MO€JHAHHS Ta iH-
CTPYMEHTOBKY, 3aKLEHTYBaJIH yBary came Ha cHUMBOJiLi. Tomy
OYiKYBaHHS BiJ mpem’epu OyJIH BiJMOBIIHI: KJIACHKO-POMaHTHYHI
o0pa3u, HEWMOBIpHI CLEHIUYHI KapTHHH HIOM CIOHYKajid MOCTa-
HOBHUKIB 10 BUIIYKaHOCTI ¥ 0COOIMBOI MiAKPECIEHOCTI MPOTH-
JISKHUX TaObopiB. AJie )X NMOCTAHOBHHMKHU PO3KPHIIM BCi Aii Kpi3b
CICHIYHUI MiHIMai3M, OCy4YaCHEHHUH BUTJISI BUKOHABIIIB 31 IIIe-
JPO OMIOBHEHOIO MPOCTYBATOI0 CUMBOIIKOI0. TOOTO KOMIO3HTOD
HaJIIMB CUMBOJIM JIGHTMOTHBAaMH, SIKI HAAUXHYJIH Cy4aCHUKIB
Ha cleHiYHe O(OpPMJIICHHS 1 3arajlbHy ApaMaTypriuny noOyIoBy.
3 omHOro OOKY, IIe BUKJWKAJNO 3AUBYBaHHS y NyOxiku, 3 Apyro-
ro, SIK II¢ He JUBHO, 1HOJI 3aBOPOXKYBaJIo, 1HOJI 3arIHOII0BAJIO B
MY3HYHE AIHCTBO, HE BIABOJIIKAOYH BiJ] ay1aIbHOTO CIIPUIHATTS,
a 1HKOJIM 3aBaXkayo ApaMaTypriuniil aii. Xoya i 3aJUIIMBCS 3HAK
MUTAHHS: Ka3Ka sl JOPOCIHX 3 eJIeMEHTaMHi KOMIT IOTEpHOI TPH
JJIs1 BCIX YW BCE K TAaKH ONEpHa BHCTaBa 3a 3aKOHAMH MY3HYHO-
TeaTpayibHOI aii?

Hanpuknan, mycynsMaHchbKa mpuHIeca Apmiaa i aunap-xpec-
ToHOcelb PiHamba0, icTOpist ABOX KYJNBTYp 1 MPOTHUPIUYS, IO Ha-
JUXHYJIH KOMIIO3UTOPA 10 €K30TUKH 1 CXiJTHOrO aHTypaxKy OiJiblie,
HiX CTO POKiB TOMY, Y CYYaCHHUX IMOCTAHOBHUKIB BiJIJ3€PKATHINCS
y CHMBOJIiLI, MaridyHUX CLUEHaxX 3 APaKOHOM, CIOrajaMH Mpo ra-
3eJb — HarajyBaHHI PO OakaHHs ApMiIu OyTH Ti€0 ra3eiio,
aKy nopaHuB Pinanbno. Ckener apakoHa, CUMBOJ 374, BTLTIOBaB
o0pa3 uapiBHHKa [cMeHa, 10 1HOAI 3’ABISETHCS B CLIEHApii K Ipu-
BU 200 TiHb. Moro nossa BUKJIMKajA Pi3HI eMoIlii, BKJIFOUaOYU
30MBYBaHHS, BECEJOM], [0 3aBakaJlo MepeJaTH IpaMaTH4YHy Ha-
npyry. Y cydacHii OCTaHOBIII IesiKa CHMBOJIIKA HE 3aBXKIH 3PO3Y-
Mijia, X04a € IpOBICHULICI0 MalOyTHIX moniil. BiacHe, sik Ka3KOBHH
a00 Mi(oNOTiUHUHN CIOKET, KOJIM Ha TOYaTKy CTHUKAELICS 3 OQHUM
1apoM, a MOTIM PO3yMi€ll yclo 0araTomapoBiCTh — CIOXKETHY,
3MICTOBY, TOCTAHOBOYHY [3].
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[likaBo, moO BUKOHaBelb poji junaps PiHanpno, 4YechbKuii
omepHuil cmiBak Anem bpicueiiH BBaxae omepy “Apmiga”’ Haii-
KpamuMm onepHUM TBopoM JIBopxkaka: “MeHi BakKKO MOBIPUTH,
HACKUJIBKU BOHa Oyna 3HexTyBaHa. Sl 6ayy B HbOMY Mapalieib J0
“Ilapcidans” Barnepa: XpUCTHSHCBKI TULAPI TPOTU S3UIHHUIIBKO-
ro yapiBHHKa, BillbMa, 3auapoBaHuii cax... Ponb Pinanpno Barue-
piBchKka 3a cBOIM po3MaxoM. BoHa 3akiHuyeThbCs y diHanbHIN Ail,
ne s Maro 17-ctopinkoBuit MoHouor (!) 3 api€ro, IKUiA, Ha BIAMIiHY
BiJI IHIIIMX BUCTaB, HE BUKPECICHUH Yy MOCTAaHOBIII HaiioHanpHOTO
tearpy” [1].

BukoHaBellb 3BEpHYB yBary Ha 1103a4acoBiCTh BUCTaBH Ipxi
l'epxxmana y HauionansHomy teatpi B [lpasi, HUBiIABHUMH KOC-
TIOMaMH 3MIHWIIHA 1 3MicTOBI akuenTH. Moro PiHansmo B 1iii mo-
CTaHOBLI € HATBHUM JIilepoM, Oe3 3arporpaMoBaHUX HACHIIKIB 3a
cBoi aii. Moro CTOCYHKH 3 OaThkoM Borymipom ckiajHi i Henepea-
OauyBani. BigcyTHicTh pomanTHuHOI cueHn Apwmiau i PiHambrno
TaKOX BiJIPI3HSIE 1[I0 MOCTAHOBKY BiJl TPAAUIIMHUX. A CHMBOJIiKa
HaOyBa€ TOMIHYIOUMX O3HaK Ans Aii [1].

BaraTo B YoMy neperykyroThes 1i OaueHHs 1 3 JyMKaMH JUpU-
reata PoOepra [ xinapa, sskuii BIEBHEHUH y BUHSITKOBOCT1 OIepH
A. JIBopkaka “Apmina”. KpiMm Toro, BiH MiATBEpIKY€e EKCIEpPH-
MEHTH KOMIIO3UTOpPa 3 €CTETHKOI Barnepa, miJKpeciiodu, 110
MapTUTypa oNepH “‘Hece MEeBHI eJIeMEHTH MY3HYHO-APaMaTHYHOTO
MucieHHs1 Baruepa. 3a BuHsATKOM apii ApMmian “3a cTpyHKOIO ra-
3eM110”, Ue (aKTUYHO OAMH IJIaBHUH MY3UYHUH MOTIK, KUK py-
Xae CIOKET ymepeq, sk 11e poouts Barnep. Hanpuknan, po3noruit
cniB Pinanbno 6nu3bkuii ioro TpicTaHy came TOMY, IO L€ BKE HE
MPOCTO apisi, a BHYTPIiLIHIH MoHOJIOT repost [2].

Tox Hami peduekcii o0 cyyacHoi npem’epu onepu “Apmina’
i IKPECIIOI0TH i1 M03a4acoBy aKTyaslbHICTh, OCOOIMBO TeMaTHKa
onepu. oo i1 My3uuHO-CLEHIYHOTO BTiJICHHS, TO TYT Haml ped-
neKcii TocuTh cKkiaaHi. JBopxak-cMMQOHICT HaMaraBcs 3HAWTH
nidpero. JIibpeTo nmoera fApocnaBa Bpxiipkoro, HaTXHEHE €MOCOM
TopkBato Tacco “BusBonenuii €pycanum”, He OyJo ieanbHUM i
MicTuio 6arato mpobieM. Tibku yepe3 KinbKa poKiB MicIIs IPOIIo-

B
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3uwii 1idpetucta J{Bopkax Taku H0OaYHB y IBOMY CLEHAPIi CyMill
¢anTasii i1 peasbHOCTI, enocy Ta Ka3kW. bisbin jerkomy copuid-
HSTTIO MY3UYHUX CKJIaJIHOLIIB CIPUSIN 3HAX1AKHU creHorpadicta,
OCBITJIIOBaYa, KOCTIOMEPA, TOIo. [locTiliHe KOTMBaHHS MiXK TaeM-
HUIICIO 1 CUMBOJI3MOM, SIK Ha CIICHI, TaK 1 B MYy3HIli, aKTUBI3yBa-
70 yBary. ToMy xoueMo 3aKiHUUTH CIOBaMH BiJOMOTIO MY3UYHOTO
kputuka Ileapo [x. Jlanenis Peit mpo mpem’epy omepu “Apmina’
K HEMPOCTHUH TBIip, 3 TAMOOKOI0 MY3HKOIO, “IIpaBla, 1[0 BOHA HE
“3aXOILTIOE”, alie IOCTATHS BaXKJIMBA, BOHA 3aCIyTOBYE Ha Te, 00
i1 mobaunB Oyab-IKUH TIOOUTEND JTIPUIHOTO KaHpy. Lls mocTanos-
Ka — iJeanbHul BUMaaoK” [4].

)
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Every musical and theatrical premiere is a cherished occasion for
directors, while for audiences, it is an eagerly anticipated encounter
with both the familiar and the unknown. Later, it becomes a moment
of reflection — comparing expectations with reality, recognizing pat-
terns, and embracing surprises. Perhaps this is why the theme of this
report emerged, raising questions such as: What defines the notion
of “returning”? Is this not the essence of reflection (from the Latin
reflexio) — a process of self-examination that helps establish mean-
ing, set critical boundaries, and deepen awareness of experience?

The answer, it turns out, is both simple and complex. Reflexiv-
ity is, first and foremost, tied to a work’s history — its origins, the
circumstances of its creation, the events within its libretto, and its
connection to the author and performers. A striking example of this
was the recent premiere performances (Prague, 2024) of Viktor Ull-
mann’s chamber operas, The Broken Jug (1942) and The Emperor
of Atlantis, or The Refusal of Death (1944), staged at the Moravian-
Silesian Opera in February 2023.

Viktor Ullmann composed these operas while imprisoned in a
concentration camp. Despite the grim reality of his surroundings,
both works are infused with humor and satire, reflecting his resil-
ience and unwavering spirit. Naturally, the emotions they evoke
stem from the stark contrast between the absurdity of their setting
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and the incomprehensible tragedy of their creators. And yet, these
operas reveal something timeless — the enduring ability of the hu-
man spirit to create, as well as an exploration of human psychology
that remains profoundly relevant.

Another notable premiere took place in Stuttgart (May 2024)
with a new production of Kurt Weill and Bertolt Brecht’s The Rise
and Fall of the City of Mahagonny, first staged in 1930.

These performances prompt reflection on the predictability of
artists addressing timeless themes — and the continued resonance
of their messages. The same applies to musical expression, which
remains compelling for contemporary audiences. In this context,
the Prague premiere (May 2023) of Antonin Dvotak’s opera Ar-
mida (first performed in 1903) is particularly noteworthy. Dvotak
aspired to bring his operatic work to an international stage. He was
likely drawn to the opera’s dramatic narrative — the tale of the for-
eign princess Armida, set during the First Crusade, where Christian
knights clash with Muslims. Inspired by Torquato Tasso’s 1581 epic
poem Jerusalem Delivered, the opera blends myth, history, and ro-
mance into a grand musical vision.

At the time, Antonin Dvotak was experimenting with Richard
Wagner’s operatic style, and Armida became the culmination of his
efforts. However, it is important to note that the opera’s music was
also influenced by the composer’s time in America. The leitmotif
system, particularly the symbolic leitmotifs, played a significant
role in our reflections. Despite Dvorak’s use of atmospheric melod-
ic-harmonic combinations and rich orchestration, modern directors
chose to emphasize symbolism in their staging.

Expectations for the premiere were high: classical Romantic im-
agery and stunning stage designs seemed to call for refined interpre-
tations, with a strong contrast between opposing factions. However,
the directors took a different approach, presenting the narrative
through stage minimalism, modernized performer aesthetics, and
an abundance of simple yet powerful symbolism. In other words,
Dvotak infused his work with leitmotifs that not only enriched the
opera’s musical structure but also inspired contemporary interpre-
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tations in stage design and dramatic construction. This approach
elicited mixed reactions — at times surprising the audience, at times
drawing them into the musical experience without visual distrac-
tions, and at other times disrupting the dramatic flow. A lingering
question remained: Was this an adult fairy tale with elements of a
video game, or an opera performance adhering to the principles of
musical and theatrical storytelling?

For example, the story of the Muslim princess Armida and the
crusader knight Rinaldo — a tale of two cultures and their inherent
conflicts, which inspired Dvotak’s fascination with exoticism over
a century ago — was reimagined by modern directors through lay-
ers of symbolism. Magical scenes featured a dragon and recurring
imagery of a gazelle — Armida’s symbolic desire to become the
very gazelle that Rinaldo once wounded. The skeletal remains of the
dragon, representing evil and embodying the sorcerer Ismene, occa-
sionally appeared as a ghostly vision or shadow. Its presence sparked
mixed emotions — surprise, amusement — sometimes undermin-
ing the dramatic tension. In this modern production, some symbolic
elements remained ambiguous, though they foreshadowed key mo-
ments. Much like in fairy tales or mythology, the narrative unfolded
in layers: at first appearing simple, only to reveal deeper complexi-
ties in plot, meaning, and staging as the performance progressed.

Interestingly, Czech opera singer Ales Briscein, who portrays the
knight Rinaldo, considers Armida to be Dvorak’s greatest opera: “I find
it hard to believe how much it was rejected. I see a parallel to Wagner’s
Parsifal: Christian knights facing a pagan sorcerer, a witch, an enchant-
ed garden... The role of Rinaldo has a Wagnerian scope. In the final act,
1 have a 17-page monologue (!) with an aria, which, unlike in other pro-
ductions, has not been cut in the National Theatre’s staging” [2].

Briscein also highlighted the timeless nature of Jifi Hefman’s
production at the National Theatre in Prague, which shifts the
opera’s thematic focus through the use of contemporary civilian
costumes. His portrayal of Rinaldo presents him as a naive leader,
unaware of the consequences of his actions. The complex and un-
predictable relationship between Rinaldo and his father, Bohumir,
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further distinguishes this production. Notably, the absence of a ro-
mantic scene between Armida and Rinaldo sets it apart from tra-
ditional interpretations, while symbolism becomes the dominant
force in the storytelling [2].

These perspectives align with the views of conductor Robert
Jindra, who is convinced of Armida’s exceptional nature. He also af-
firms Dvotak’s experimentation with Wagnerian aesthetics, empha-
sizing that the opera’s score “carries certain elements of Wagner’s
musical and dramatic thinking. With the exception of Armida’s aria
‘Behind the Slender Gazelle’, the music flows continuously, driving
the plot forward in a Wagnerian manner. For example, Rinaldo’s
extended vocal passages resemble those of Tristan, as they go be-
yond mere arias and become deeply introspective monologues” [3].

Reflecting on the modern premiere of Armida, we recognize its
enduring relevance, particularly in its themes. However, its musical
and theatrical realization remains a subject of debate. As a sym-
phonist, Dvorak struggled to find a suitable libretto. Poet Jaroslav
Vrchlicky’s adaptation of Torquato Tasso’s Jerusalem Delivered
was far from ideal, presenting numerous structural challenges. Only
years after initially rejecting the libretto did Dvoték perceive in it a
compelling blend of fantasy and reality, epic grandeur and fairy-tale
elements. The opera’s musical complexities became more accessible
through the contributions of the set designer, lighting designer, and
costume designer, whose creative solutions enhanced the interplay
of mystery and symbolism, captivating the audience.

I would like to conclude with the words of renowned music crit-
ic Pedro J. Lapefia Rey, who described Armida as a profound and
complex work: “True, it does not ‘sweep you away,” but it is impor-
tant enough to deserve attention. Any lover of opera should see this
production — it is an ideal case” [4].
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MY3UYHI NPOEKIIT HAIIIOHAJIBHUX KYJbTYPHUX
KO/IB B OIEPI B. KHPEMKA “JIICOBA IICHS”

Kniouoei cnosa: Bimaniii Kupetixo, ‘Jlicoeéa nicna”, netimmomus,
iHmepnpemayis, HApOOHONICEHHA MBOPUICIb, POTLKIOPHA MPAOUYIAL.
OpHi€ro 3 XapakTepHUX PUC PO3BUTKY YKPAiHCHKOI KOMIIO3HUTOP-
CBHKOT TBOPUOCTI B MY3U4HIN KyIbTypi XX CTOITTS CTAJI0 3BEPHEHHS
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JI0 HaLioHaJTbHUX (HOTBKIOPHUX Tpaauuii. Onepa Biranis Kupeiika
“JlicoBa micus” (1957) € sickpaBUM NPHUKIAIOM IBOTO, OCKUIBKHU il
3MICT TMTMOOKO TIOB’SI3aHMN 3 HApOAHWUMH JKEepelamH. 3alliKaBiie-
HICTh MOJIOJIOI'0 KOMIIO3UTOpa Apamoro-deepieto Jleci YkpaiHnku He
Oyna BunaakoBoto. Y 15 pokis, npamroroun B KobensibkoMy Ipama-
TUYHOMY TeaTpi, MaliOyTHii KOMIIO3UTOP Mai)Ke Haram sITh BUBUNB
My3HKy 10 BucTaB “CBaraHHs Ha l'onuapiBui” # “Ilpo mo Tupca
menectina”’ K. Crenenka, “Haranka Ilonraska” ta “PizgBgana Hiu”
M. Jlucenka. Takoxx BiH apaHKyBaB YKpaiHChKi HapOJHI MiCHI ISt
npamu M. KponuBau1bKoro “Jlaii cepiio BosIto — 3aBe/ie B HEBOJIIO .

TakuM 4nHOM, iIHTEpEC 10 IpaMaTUIHUX TBOPIB KIJIACHUKIB yKpa-
THCBKOI JIiTepaTypu MPOSIBUBCS LIE B IOHOCTI Ta CYTTEBO BILUIUHYB
Ha (GOpMYBaHHs O0PA3HUX 1 KAHPOBHX OPIEHTHPIB Y MUCTECLIBKHX
COpsIMyBaHHSAX MaiOyTHbOro kommosutopa. OmgHak HaifdacrTimie
KOMITO3UTOP 3BEpPTaBCsl O TBOPUYOCTI yKpaiHcekoi moetecu Jleci
VYkpainku: BiJ paHHiX pomaHciB i onmepu ‘“JlicoBa micHs” 1o Oa-
aery “Opris” (1977) Ta OCTaHHBOTO MacIITaOHOTO TBOPY — OIle-
pu-npamu “bospuns’ (2008). BapTo 3a3HaunTH, 110 HE3a0yTHS Ta
BEJIMYHA M0Ee3is 1 ApaMaTypris moerecu cTaja MarHiTOM ISl Ta-
JAHOBUTHX MHTILIB OCTaHHBOTO cTONITTA. Cepen BHAATHUX IpU-
kianiB — oOaner “Jlicoa micHs” (1936) M. CkopyiibCchbKoro, 0aneT
“Kaminnunii rocnogap” (1968) B. 'ybapenka, 6anet “J{ocBiTHi BorHi”
(1967) JI. Anuko, a Takox O6aneru “JlicoBa micua” (1961) I'. 2Kykos-
cpkoro Ta “MaBka” (1964) C. TypkeBuu-JlykissHOBHY.

Omnepa “JlicoBa micHs” B. Kupelika, 3a cioBamMu JOCITIAHUIT
B. AHTOHIOK, CTana “eTalmHUM TBOPOM™ Jis KOMIIO3UTOPCHKOTO
TBOpuoro cranoieHus [1, c. 80]. O. daBugosa BBaxae: “<...>Orme-
pa Biranis Kupelika — mepiue B IbOMY JKaHpi YCIIIIHE BTIICHHS
“JlicoBoi micHi” Jleci Ykpainku. L{s poOoTta nana unMaso mi3HaBajb-
HOI'0 y CaMOMY pIllIeHHI cnenu(iyHUX CIEHIYHUX BIIACTUBOCTCH
npamu-deepii. OcoOnMBO ctifl migKpecTuTH $iI0cOPCHKY CYTHICTh
1 MOETUYHY CUMBOJIIKY MEPLIOKEpeNia, PO3KPUTH HOro eMOLIHHUH,
BHYTPIIIHIA HACTPil, OKPECIUTH MY3UYHY OOpPA3HICTh Ha OCHOBI
JOCSITHEHB JKaHpy 1 0araTux (OIBKIOPHHUX acolliamii, sk TOeTHY-
HUX, TaK 1 MiCEHHO-My3uuHUX <...>” [2, c¢. 40—41]. [ilicHo, ciioBa
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JIOCTITHUI 3HAXONIATh CBOE MiATBEp/keHHs 1 B qymii A. Kotis-
peBcbKOro: “<...> BHCOKa iJJeHHICTh aBTOPCHKOI KOHLIEMIIi], CrpaB-
JKHSl HApOIOHICTh MY3HMKH, HACHYEHOI MEJNOIisSIMU Ta 1HTOHALSIMU
YKPaATHCBKUX MiceHb <...>” [3] i € TOJOBHOIO NIEPEBAro0 OMEPH.

BukopucTanHs KOMIIO3UTOPOM HapOIHUX HACIIBIB BiAKpHUBAE
IIUPOKI MOXKJIUBOCTI JUIsl JOCHIJKEHHSI B3aeMOJii (OJIBKIOPHOT
TpaauuUii 3 KOMIIO3UTOPCHKUM MHCJICHHSAM, iHTepIperauii Hamio-
HaJbHHUX KYJIbTYPHHX KOMIB.

B. AmnroHniok 3azHavae: “<...>Omepa ‘JlicoBa micHA~ BHSIB-
nse cnenn@iky KOMIO3UTOPCHKOT CTUIICTUKH (HEO(DOIBKIOPU3M).
SlckpaBo-HaliOHATIbHA KOJIIOPUCTHKA OMEPU 3aKOpiHEHAa Y PHTMO-
iHTOHAaMLIiHE PO3MAITTs KaHPOBOI yKpaiHCBhKOI miceHHOCTi. JlaBHi
MesoAii, mo ix y3sna Jlecs Ykpainka y aBTeHTHUHIN HEIOTOPKaHOC-
Ti 10 CBOET ApaMu, — MHUTOMO yKpaiHceki<...>” [1, c. 109] Tpu i3
LIiCTHAALATH MENOAiH, 3anmponoHoBanux Jlecero Ykpainkoro, Oynu
3amo3uueHi B. Kupeiikom i cknany, 3a B. AHTOHIOK, “iHTOHALIWHY
CKapOHHMLIIO TOJIOBHUX MEPCOHAXIB, HAAAaIN BOKAJIbHIHN JiHII TBOPY
MEJIOAIMHOCTI, THYYKOCTi, iHJWBIAYyandbHOI CTHJIICTHYHOI Xapak-
TepHOCTI”. Y mpoueci po3ropTaHHsl IpaMaTyprii KOMIIO3HTOp Tie-
peTBOpIOE 1 TpU (PONBKIIOPHI Nepiuopkepena (HacmiBu: “I ye ceno,
i mo ceno”, “Oil noidy s, ma i 0o Jloodapa”, “Poznunucs 600u Ha
yomupu Opoou”) Ha OCHOBHI JISHTMOTUBH “‘koxanus” ma “‘coniaku’”.
B omepax, ocHOBaHMX Ha MidosoriuHuX Ta (GOIBKIOPHUX CIOKE-
Tax, JICATMOTHBH CTAlOTh BOXKJIMBUM 1HCTPYMEHTOM JUIsl Iepeaadi
HE TUTBKHM 1HAMBIAYyaJbHUX XapaKTEPUCTHK IepoiB, ajie # BTiJeH-
HS TIMOMHHUX HAIIOHAJILHUX apXCTHINB 1 CUMBOIIIB. Y JOCIIJIKY-
BaHii omepi 1e BUSBISAETHCSA Y 3BEPHEHHI MUTLSI 10 (OIBKIOPHHUX
BUTOKIB. [[ppKMETHO, 1110 BCi TPH MICHI € KaJeHAapHO-00psII0BUMHU
(BecHstHKM). OHAK, HE3BAXKAIOUX Ha 110 CIIJIbHY O3HAKY, TEMaTHKa
KOKHOI 3 MICEHb BiAPI3HAETHCS, 0 CTBOPIOE “MiKPOCIOKET’ Ha PiB-
Hi TppOX BUOpaHux 3paskiB. Tak, cioxeT micHi “I ue ceno, i To ceno”
(B momatky Jleci Ykpainku — menofist Ne 1) onoBizae nmpo 3akoxany
IBYUHY, SIKIH “‘6ecenenHbko mam, oe ii cepdenbko’. Yueple 1s MeJo-
Jlist 3’SIBIISIETHCS B OTIEPi i1 Yac MpOOyIKeHHs MaBKH BiJl 3MMOBOTO
CHY, & 3T'O/IOM IIEPETBOPIOETHCS HA JIEHTMOTHB “Koxanusa”. “Otl noioy
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5, ma i 00 Jlrobaps” (Menonist Ne 7) HaJIeKUTh 10 BECHSIHUX irop Ta
TaHIIB, 1 KOMIIO3UTOP BUKOPHCTOBYE i1y ClIEHAaX, 0 CHMBOIII3YIOTh
MIACIMBUX 3aKoxaHuX. [li3HiIIe s TeMa 3JIMBAETHCS 3 MEJOIIEI0
Ne 1. “Poznunucst 600u Ha vomupu 6poou” (Menomis Ne 8) po3mnosi-
Jla€ PO TpariyHy icTOpito KOXaHHS IiBYMHU. Y ApamaTyprii onepu
MEJIO/Iisl IEPETBOPIOETHCS Ha IEUTMOTHUB “coninky” Jlykama.

3a3HauyuMo, IO I 3pa3Kd MICTIAThCA B JOAATKax JI0 JpaMu-
(eepii, ynopsakoBaHuX caMor moeTecoro.” BapTto Haromocutw,
0 HacIiBy, 3anpornoHoBaHi Jlecero YkpaiHkoro, HaJlaHi 0e3 CIiB.
Hamu Oyno BimHaiieHo moBHWi BapiaHT micHi (i3 BepOadbHHM
TekcToM) y 36ipri “Hapomui memofii 3 romocy Jleci Ykpainku'™®
K. KBitkn. Came B 1IbOMY BHJIQaHHI BAAJOCS BUSIBUTH O3HAUCHUH
KaHp MiceHb (BeCHSHKHM). ToX MEBHUM BIIKPUTTSAM sl HAC CTa-
Jla HeBUNAJIKOBICTh Bioopy Jlecero YkpaiHkoro came X MeIomin
(x0u 1 6€3 MOETUYHOTO TEKCTY), Y AKUX 30€piraeThes iXHs )KaHPOBa
NpHUpOJA K KaJIeHAapHO-00PSI0BUX IiCEHb.

Kpim HOTHOTO Matepiany, Jleca Ykpainka 3ayBaxmia: “<...>
yci i Menojiii HaJIeXKuTh rpath solo, 03 OpKeCTPOBOTO CYIIPOBOIY
i 0e3 MITYYHOro apaHXyBaHHs... K TO 3BHYaiiHe OyBae mpu rpi
ClmbChKHX MY3HK <...>”. [HTepnpeTtanis B. Kupeiika yactkoBo cii-
JIy€ IUM PEKOMEHJIALiSIM, aJ[)Ke KOMIIO3UTOP MPH BBEJCHHI JIEHTMO-
TUBY CONLJIKY BUKOPUCTOBYE MiHIMaJIbHUN OPKECTPOBHUI CYNPOBI,
OJIHAK JICHTMOTHB KOXaHHsSI BILTITAETHCS B OPKECTPOBY (akTypy
TBOpY, MIJCHUIIIOIOUN eMOLIHY cKkianoBy. Llel nedTMOTHB € iHTO-
HAI[IITHOIO OMOPOIO ISl BOKAJIbHUX mapTii MaBku Ta Jlykama (pe-
YUTAaTUB Ta apio3o MaBku 3 | xii Ta peuntarus i apis Jlykama 3 111
IiT), a TAaKOX ApamMaTypriqvHo BaXKJIMBUX CLECH JIIPUYHOI JIiHiT OlepH.

[Migcymyemo. 1. B omnepi “JlicoBa micus” B. Kupeiiko nemon-
CTpye IrMMOOKe PO3yMiHHSI HAPOIHOIICEHHOT Tpaauilii Ta MalCTepHO
ajanTye ii B My3UUHY IpaMaTyprito onepu. Tpu BECHIHKH, HaBeCH]
B JIOZIaTKax JI0 IpaMu-Qeepii, CTain He JTHIIe HKePEeJIOM HaTXHEHHS,
a 1 OCHOBOIO JUIsI (HOPMYBaHHS TOJOBHUX MY3UYHUX JICHTMOTHBIB.
7 Jlonarok (HapoHi BOIMHCHKI Menoii, siki JIecst Yipaitnka Bubpana o “Jlicosoi micui”. URL: https://

www.l-ukrainka.name/uk/Dramas/LisovaPisnja/Addendum.html (nara 3Bepuens 2.06.2014)

18 P . . . .
“Haponni micHi, 3amicaHi 3 ronocy Jleci Yikpainkn” Knmumentom Kaitkoro. URL: https:/www.1-

ukrainka.name/uk/Folklore/Kvitka.html (nara 3Beprenns 28.10.2019)
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2. Kommo3uTtop 306epir aBTeHTUYHI iHTOHALINHI Ta J1aJ0B1 0CO-
OJIMBOCTI BECHSIHOK, BUOpaHux Jlecero YkpaiHKOrO, i AKPECITIOYH
iXHil HaI[lOHAJIBHUN XapakTep, i BOIHOYAC IHTErPyBaB ix B akaje-
MIYHHH MY3UYHHI KOHTEKCT.

3.V cTpykTypi ApaMaTyprii onepu LHEHTpaNbHy POJib BiIirpae
Ha[lOHAJIBHUN CBITOTIISIAHUN apXeTHIl, 3aKJIaJeHnid y O6araromapo-
BOMY CMMBOJi3Mi. BiH 3HaxonuTh BinoOpaxkeHHs B 00pa3i Maskw,
IO CHMBOJI3Y€ YKpPaiHCBKY OyIIy i TapMOHIIO 3 MPUPOJIOIO, a Ta-
KOX Y CHMBOJTIII JIiCY SIK CAKPaJbHOTO IPOCTOPY.

[ompu cBorO 3HAUHY €CTETHYHY L[iHHICTh, TPUBAJIHMH Yac orepa
B. Kupeiika “JlicoBa micHs” Oyna He 3arpeOyBaHoro. Lleit daxT i
BUKJIMKAB JOCHiJHUIBKUH iHTEpec A0 TBOPY B Hall 4ac, 0coOIu-
Bo koiu B XXI cromitti “JlicoBa micHs” MOCTYMOBO MOBEPTAETHCS
Ha cueHy. [liATBepIKEHHAM LBOTO CIYTYye HAaiHOBIIIA TOCTAHOB-
ka 2023 poky B bymanemTi (Yropuuna, pexxucepka — O. Kop-
MaHboI), Ta noctaHoBka 2024 poky B Kuesi, (onepHa cTynis npu
HMAY, pexucepka H. Ilapxomenko).

Otxe, onepa “JlicoBa micus” B. Kupelika € npuknamzoMm mai-
CTEpHOI KOMIO3UTOPCHKOI 1HTEprpeTamii yKpaiHChKoi HapOAHOIII-
CEHHOI TpaAMLii, 0 PO3KPUBAE HE JIULIE iHIUBIAyalbHUI BUMIp
MY3WYHOI TBOPYOCTI, @ i KOJEKTUBHUM, CIIUPAIOYNCH HA apXETUITU
€THIYHOI KyJNbTypH Ta 30arauytoyi reHeTUYHY Mam siTh.
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One of the distinctive features of Ukrainian compositional art
in the 20th-century musical culture was its reliance on national
folklore traditions. Vitalii Kyreiko’s opera The Forest Song (1957)
serves as a vivid example of this approach, deeply rooted in folk
origins. The young composer’s interest in Lesia Ukrainka’s drama-
fairy tale was no coincidence. At the age of 15, while working at the
Kobeliaky Drama Theater, Kyreiko memorized nearly every note of
the music for performances such as “4 Matchmaking at Honchariv-
ka” and “What the Wind Rustled About” by K. Stetsenko, as well as
“Natalka Poltavka” and “The Christmas Night” by M. Lysenko. He
also arranged Ukrainian folk songs for Mykhailo Kropyvnytsky’s
drama “Give the Heart Freedom, It Will Lead You Into Captivity”.

Thus, his youthful interest in the dramatic works of Ukrainian
literary classics profoundly influenced the composer’s artistic vision
and genre preferences. Notably, Kyreiko frequently turned to Le-
sia Ukrainka’s works, from early romances and “The Forest Song”
opera to the ballet “The Orgy” (1977) and his final major work, the
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opera-drama “Boiarynia” (2008). Ukrainka’s magnificent poetry
and dramaturgy have long inspired talented artists, as evidenced
by landmark works such as M. Skorulsky’s ballet “The Forest Song”
(1936), V. Hubarenko’s ballet “The Stone Host” (1968), L. Dychko’s
ballet “The First Lights of Dawn” (1967), and others, including
H. Zhukovskyi’s “The Forest Song” (1961) and S. Turkevych-Luki-
anovych’s “Mavka” (1964).

Kyreiko’s The Forest Song was considered a “milestone work”
in the composer’s creative evolution, as noted by researcher V. An-
toniuk [1, p. 80]. According to O. Davydova, “Vitalii Kyreiko’s opera
became the first successful operatic adaptation of Lesia Ukrainka’s
The Forest Song in this genre. This work revealed much about ad-
dressing the specific scenic qualities of the fairy drama, particularly
its philosophical depth and poetic symbolism, which Kyreiko trans-
lated into emotional resonance and musical imagery built upon
both genre achievements and rich folk associations” [2, pp. 40—41].

Indeed, this sentiment aligns with A. Kotlyarevsky’s observa-
tion: “...the high ideological concept of the author’s vision, genuine
folk spirit of the music imbued with Ukrainian melodies and intona-
tions...” [3], which is the opera’s principal merit.

Kyreiko’s use of folk melodies opens up a broad scope for ex-
ploring the interplay of folklore traditions with compositional think-
ing, reflecting the national cultural codes. According to V Antoniuk,
The Forest Song exemplifies Kyreiko’s neo-folkloristic style, with
its vivid national coloration rooted in the rhythmic and intonational
diversity of Ukrainian folk songs. The melodies chosen by Lesia
Ukrainka — presented in her appendix to drama — became leit-
motifs in Kyreiko’s opera. These three songs (“And this village, and
that village”, “Oh, I will go to Liubar” and “Waters spilled over four
fords”) underpin the opera’s primary leitmotifs: “love” and “flute”.
Leitmotifs in operas based on mythological or folklore plots are in-
strumental in expressing not only the characters’ individual traits
but also deep national archetypes and symbols.

Kyreiko transformed these songs, originally spring songs (vesn-
ianky) from the appendix of Ukrainka’s work, into symbolic musical
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elements. Each song, with its unique theme, creates a “micro-plot”.
For instance, the melody “And this village, and that village” (Melo-
dy No. I in Ukrainka’s appendix) portrays a girl in love, becoming
the leitmotif of “love” as Mavka awakens from her winter slumber.
“Oh, I will go to Liubar” (Melody No. 7) reflects joy and dance, used
in scenes symbolizing happy lovers, while “Waters spilled over four
fords” (Melody No. 8) narrates tragic love, evolving into the leitmo-
tif of Lukash’s “flute”.

These melodies were meticulously selected by Lesia Ukrain-
ka and remain unaltered in Kyreiko’s opera. Additional context
is provided by K. Kvitka’s collection Folk Melodies from Lesia
Ukrainka’s Voice, which classifies these melodies as spring songs.
Ukrainka emphasized their solo performance without orchestral ac-
companiment, a principle partially upheld by Kyreiko. While the
flute leitmotif remains minimally accompanied, the “love” leitmo-
tif is intertwined with the orchestral texture, enhancing the work’s
emotional impact.

In summary:

* In The Forest Song, Vitalii Kyreiko skillfully adapts folk song
traditions into the opera’s musical dramaturgy, using three spring
songs as the foundation for the main leitmotifs.

* The composer retains the authentic intonational and modal fea-
tures of the chosen folk melodies, emphasizing their national iden-
tity while integrating them into an academic musical framework.

* The dramaturgy is enriched by a national worldview arche-
type, embodied in the layered symbolism of Mavka (representing
the Ukrainian soul and harmony with nature) and the forest (a sa-
cred space).

Despite its aesthetic value, Kyreiko’s The Forest Song remained
underappreciated for a long time. However, its resurgence on stage
in the 21st century, such as productions in Budapest (2023, directed
by O. Kormanyos) and Kyiv (2024, directed by N. Parkhomenko),
highlights its enduring relevance.

Thus, The Forest Song exemplifies a masterful compositional
interpretation of Ukrainian folk song traditions, revealing both in-
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dividual creativity and collective cultural memory rooted in ethnic
archetypes.
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3AJIBIBYP3bKHU I ®ECTHUBAJIb 2024

Knrouosi cnosa: 3anvybypsvkuil hecmusans, “Munocepos Tu-
ma” B. A. Moyapma, “loiom” M. Batinbepea, cmpyHHuti keapmem

[ » . .
1oene”, munyne y 03epani cy4acHocmi.

Konu 3rapyem npo 3ansuOypr, 3aBXAM Bil4yBaell HIYUM HE
3aTbMapeHy pajicTb. BoHa BUHMKae Bi HOro 4yJOBUX KpaeBUIiB
i3 majanoM Ta mapkoM MipaOenb, Bennyuio Qopreni XoeH3aab-
uOypr, OyIuHKOM, A€ HapoauBcs B. MonapT, MOCTOM 3aKOXaHUX 3
Pi3HOOAPBHUMH HABICHUMH 3aMKaMH — BiJ BEJIMYE3HUX J0 MiHi-
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aTIOPHUX, MPOTYJISHKOBUMH TEIUJIOXOAAMH, SIKI HAIIPUKiHLI BHUKO-
HYIOTh “Typ Banbcy” 1 mysuky . IlITpayca, Hapemri, By3bKuME
MPOXOAAMHM Ha KIITAJT apKaja ado macaxy, e B 3aTHILKY PO3MilLy-
10TbCs Kade, KpaMHUYKH 3 IOBETIPHUMH IPUKpacamMu ado SITMHKO-
BUMHU irpalikaMy py4HOi poOOTH HEMMOBIPHOI KpacH, cepel SIKUX
OCOOJIMBO BPaXKaKOTh PI3HOMAaHITHI A3BiHOYKH. J[MBHO, ane uei
Ka3KOBUH CBIT HiXTO He XoBae a0 Pi3aBa ta HoBoro poky, HaBma-
KH, 1 BJIITKY BiH 3a4apoBye TeOe CBOIM CAHBOM, a TOHKHI J3BiH Bij
JIETKOTO PYXY IMOBITPsI HE3MIHHO MiJiiMae HacTpiil. MaOyTh, TOMy
3anpu0ypr BBaXarOTh OAHUM 13 MOMYJISAPHUX TYPHUCTUYHUX MICT
€Bponu. Ane sl IPUXUIBHUKIB MUCTELTBAa — L “‘(DecTUBATIbHA
MEKKa”, Jie KOYKHOTO POKY BiZOyBalOThCS HE3a0yTHI MOAIl B My3ny-
HOMY #l TeaTpajbHOMY KHTTI i3 IIUPOKOIO MAHOPAMOIO TBOPIB, aB-
TOPCHKUX Ta BUKOHABCHKUX IMEH, IHTEPIPETaTOPCHKUX KOHIETILIIH.

3anpu0yp3bKuil ecTuBalb MepecTynuB Mexy cBoro 100-mit-
HbOro I0BiNero y 2020-my, xoua My3uuHi cBsiTa y micti Monapra
pas Bix pa3y mposoauiucs 3 1877 poky. HoBoro nuxanss ta pe-
TyJspHOCTI oMy Hanmanu mepm 3a Bce ifei I. ¢on l'opmancra-
ns, P. llTtpayca, M. Peitnxapara, mintpumani Pymonsdom Peri,
A. Ponnepom, ©. llanpkom. SIKII0 % HOAMBHUTHCS Ha mpodecii nux
KJIIOYOBUX TOCTaT€ — MHUCBbMEHHUK, MOET 1 ApaMaTypr, KOMIIO-
3UTOp, PEKUCED, MY3UKO3HABEIb Ta MiaHICT, IEKOPaTop, JUPEKTOP
Binencekoi onepu, — TO CTa€ 3p03yMIUIMM OOpaHWH HUMH LUISIX
nonyJsipu3amii JOCATHEHb CBITOBOI KyJibTypu. HaramyBaHHs Bi-
JOMUX ICTOPUYHUX (PAKTIB CIIpSIMOBaHE Ha MiAKPECICHHS MOTYX-
HOCTI 1HTENEeKTyalbHO-XyJOXKHIX CHJI, IO COPUSIIA POPMYBaHHIO
3arajbHOI KOHLEMIIl BOr0 MY3HYHO-TEaTpajbHOro (opymy Ta
HOro 3aTBEPIPKEHHIO Y 3aX1JHOEBPONEHCHKIHM KYIBTYPi.

[Iporpama poro poxy 3a TpaJULI€I0 OXOIUIIOBalla TBOPH, Pi3-
Hi 33 TEMAaTHKOIO Ta BHJAaMU MHCTELTBA, KaHPAMHU Ta EIOXaMH.
O0’eMHUI Ta 3MICTOBHUH OYKJIET, SIKHH, O pedi, OE3KOIITOBHO
3a37aeriib HAJCHJIAI0Th THM, XTO X04a O OIHOrO pa3y BiABiIaB
(decTuBanb, a00 TPONOHYIOTh Y BIACHICTh O€3MOCEepeHbO Mepes

29 <6

BUCTaBOIO YM KOHLEPTOM, MicTUTh 4 pyOpuku: “Omnepa”, “/Ipama”,

x99

“Konuept” 1 “FOHI Ta KOXXHUK” 3 Pi3HOKAHPOBHUMH 3aX0JaMH IJISI
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toHanTBa. OTKe, OMEpHUI pernepTyap CKIagand sK BiJoMi, Tak i
MaJIOBiIOMi MYy3WYHO-TeaTpaibHi KOMIIO3MII{, 1110 AaBaJi0 3MOTY
peanizyBaTu aBTOPCHKI i7iel y cleHiYHOMY a00 KOHIEpTHOMY Bapi-
anTax. Cepen BHCTaB NpUBEpTaIN yBary ABi onepu B. A. Momap-
ta — “/lon Kyan” (1787) Ta “Munocepas Tuta” (1791), “I'paBeun”’
(1915-1917 / 1927-28) C. Ilpokod’eBa, “Kasku ['odmana” (1877—
1880) XK. Oddendaxa ta “Iaior” (1986/87) M. BaiinOepra. Lli Ho-
Bi 1HCIEHIBKM JONOBHIOBAJHMCS KOHLEPTHHM BHUKOHAHHSIM OIEp
“Tamnet” (611. 1860—1863 / 1867) A. Toma, “B’sazenn’ (1944—-1948)
JI. Jannamikkonu, “Koma” (oct. pen. 2015-2018) I. ®. Xaaca, “po3-
MOBHOI ’ecH 3 My3ukorw” “Kanpuuio” (1940—1941) P. IlItpayca Ta
“mys3uunoro teatpy” “baxanns” (1999-2001) b. ®yppepa. I skmo
30BHI Take PO3MAITTs CIpUHAMAaNOcs NparHeHHIM AupeKuii gectu-
BaJII0 MTPOIEMOHCTPYBATH HEOCSKHI MOKJIMBOCTI MY3UYHOI KYJIb-
TYypPHU CHOTOJICHHSI, TO iJieliHe MIATPYHTS BUOOpPY caMe LUX TBOPiB
Oyno poskputo B llepenmosi no Oykiety. “IlnuH Mix paem i me-
KJIOM, — YHTA€EMO, — OKPECIIOIOTh BUTBOPH (PeCTUBAIBHOTO JIiTa
2024 poky; BOHU pO3IMOBIal0Th PO CTUXIWHY Kpacy HAAMIpHOCTI,
TaK caMo 5K 1 PO MPUXOBaHi B HiH “‘AeMoHI4HI” 6e30aH1, Mpo Oe3-
MEXHY CaMOTHICTh — 1 3amaMopowsinBy 0e300%kHYy cBOOOmY” [2,
c. 2]. Take 3BepHEHHsI 10 MyOJiKH HAJAIITOBYBaJIO HA PyX yHepen
Ta Ha3aJ, 1o KOJIy Ta CIlipai, HOBTOPIOBAHICTh Tpareniid, KaTakii3-
MiB Ta JIIOACHKOI HEMPHOOPKAHOCTI MpHUCTpacTed, M0 3HANIIIN
BIIOUTTS Y TBOPYHMX MEPEAUYTTAX, HE3BAKAIOUN HA PO30CEPEIKe-
HICTh aBTOPCHKUX iJIeil B iCTOpUKO-TeorpadigyHOMY IPOCTOPI.

JIBi orniepw, siKi MOIIACTHIIO TOOAYUTH HA 3aIbI0y p3bKOMY (ec-
tuBa 2024 poky, po3/iJeHi Maike TBOMa CTOJITTSIMU, ajie 00U ABI
CTaJM OCTaHHIMHU TBOPaMH KOMIIO3UTOPIB y IIbOMY >KaHpi; 00MIBi
3arocTpIOIOTh MPOOJIEMH, SIKI XBUIIIOIOTH JIIOACTBO MPOTATOM ic-
TOpii HOro iCHYBaHHS: KOXaHHS Ta 3paja, >KOPCTOKICTh 1 KaliCTh,
MPOTUCTOSHHS Ta MOUTYK rapMOHii, ciiBuyTTs i cTpaxkaanss. [Ipo-
Te SIKIIO OJlHA 3 HUX OyJia Bipasy MmpeacTaBiieHa Ha ONEPHii CLeH,
TO APYyTa ONMHKIIACS HIKOMY HE MOTPIOHOI0 Y KpaiHi, Y sIKY MUTEIb
MOTPANMB y YaCH JIUXOJIITh, 1 MoOaumIa CBITIO paMIHy 3a il Me:kaMu
gyepe3 17 pokiB miciist HOro cMepTi.
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“Munocepnsa Tuta” B. A. Monapra Hapoaunocs HIOUTO 3 BOJi
npuMxiauBoi PopTynu micis BigMoBu A. Canbepi Bi nmpomno3umii
immpecapio Ilpaspkoro cranosoro teatpy . I'Bapnaconi namuca-
TH omepy 3 Haroau kopoHanii Jleononwsaa I koponem boremii. He-
JOCTaTHICTH yacy 3yMmoBuia BuOip miopero II. Meracrasio, sike
BBakasocs onHuM 3 Haiinonysspraimux y X VI cronirri. 3a cBig-
yennsmu Jlesina Tpeddinrepa, 3 1734 poky BOHO Oyj0 BUKOPHC-
TaHO B “cepito3Hii” omepi 50 pasiB [5, c. 16]. [IpoTe HampuxiHmi
CTOJITTS omepa-cepisi BTpaTHIIa CBOi O3ULIi, cipuiimMaacs cxema-
THU30BaHOIO i TOMY BUHILIA 3 yXUTKY. Lo 5k cpusio 3BepHEHHIO
110 1boro TekcTy B. A. Mouapra? He Tinbku rocTpi Komi3ii cloxery,
CKJIaJIHI B3a€MOBIIHOCHHHU MiX I'€pOsIMH, CIIOKOHBIYHA MpoOiema
BUOOpPY MiX IpY>KOOI0 Ta KOXaHHSIM, BIAJAHICTIO 1 3pajoro, JBO-
iCcTiCTh JIOACHKOI HATYPH, SKi 3HAWIUIM OaraTOrpaHHE BTiJICHHS
B MY3UI KOMIIO3UTOpa. BupimankHUM cTaB MOTHB ‘‘MHIIOCEp-
I, O BIATIOBIAB CyTi MaiOyTHBOI mosii. ToMy pekoHCTpyKIlist
opurinansHoro Tekery K. Marosiaoi — ckopodeHHsI 10 JBOX [IiH,
yBEIEHHSI aHCaMOJICBHX Ta PO3IIMPEHHS XOPOBHUX CIIeH — 37100y~
Jla BUCOKY OL[IHKY aBCTPifChKOro MalcTpa, 3akapOoBaHy y BUpasi
“vera opera” (“crupaBxHs onepa”) [5, c. 16].

Kanazncekuii onepHuit i rearpanbHuii peskucep Pooept Kapcen,
SAKUU 311HCHUB MOCTaHOBKY ‘“Mmunocepas Tuta” B. A. Mouapra
Ha 3anpi0yp3bKOMY (pecTuBali LBOTO POKY, CTHPAE KOPAOHU MiXkK
MUHYIUM 1 cborogeHHsM. CydacHi KOCTIOMH, KaOiHET mpem’ep-
MiHICTpa Ta 3ajia mapjaMeHTy 3 mpanopamu Itamii Ta €Bpocorosy,
3aBOPYIICHHS Ha BYJIUISX, LITYPM JEpXKaBHOI yCTaHOBU — yce
COPUSIIO BIQUYTTIO MOAiH “TyT i1 3apa3”. He yHukae pexucep i
MOXJIMBOCTI 3HATTS Ta0y 3 MOTUBY MPHCTPACHOTO, 0€3PO3CYIHOTO
OIHOCTATEBOr0 KOXaHHs, a HEe TUILKU MIK YOJIOBIKOM 1 JKIHKOIO. Y
korock nosiBa Yeuinii baproni y poni 3pannuka CecTo, SIKHii ONu-
HSIETHCSI TIEpe]] CKJIAaJHOI0 AMIIEMOI0 — BiAJAHICTIO OOOB’I3KY Ta
M000B’10, IO 3aThMAPIOE PO3YM, — MOTJIa BUKJIUKATH HEPO3YMiH-
Hsl, OAHAK peXKHCep HE BiABEPTAETHCS Bif icHyI0ounX peaniid. Tomy
napaJieii, ssKi BHHUKalTh, HE BiJ[3HAYCHI BUOIPKOBICTIO, HABIIAKH,
BiJA3EPKAIOIOTH AIMCHICTD Y MOBHOTI 11 MpOsBiB.
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VY cBoix pozgymax mpo ocTaHHil omepHuil menesp B. A. Mo-
uapra npamarypr . Tpedodinrep 3ayBaxye, mo iWoro riauOuH-
HUW CMUCI NOJISITae B MUTAaHHI CIIPaBEIJIMBOCTI BIaIM B CUTYalil
“IHTpHT, HACHJIBCTBA 1 Tepopy’, HE3BAXKAIOUHM HA MIEPEMOry B Hii
“clementia”. Take po3yMiHHS [103a4aCOBUX MPOOIEM MOPOIKYE B
aBTOpa HU3KY MUTaHb, KOKHE 3 AKX 0e3M0ocepeaHbO aIpecOBaHO
CBiJJOMOCTI cy4acHHUKIB. “Uu MOKe JTI0ACTBO MaHyBaTH HaJ HEJIO-
JSHICTIO? — 3BEPTAETHCS O YnMTaya aBTOp. — UM KOKHY MPOBU-
HY MOXKHa mpobauntu? Yu MOKHA MPUMUPHUTH PO3YM JepKaBU
i moacTBa?” [5, c. 16]. 1 BneBHEHO BiAmoBiaae, po3mn(pPOBYIOUH
BIacHe OaueHHs1 BUCOKOro madocy miei my3uku: “Jlyx mouapris-
cpkoro TuTa CKOHLEHTPOBAHWH Yy PO3YMIiHHI TOTO, IO “NOSIIb-
HICTh MiIJaHUX’ JO IXHIX MOJITHYHHX JIiIepiB HE IOBHHHA OyTH
“momoM cTpaxy”, a Mae 0asyBarucs Ha 11000Bi” [Tam camo].

SAxmo onepa B. A. Mouapra Bukinkae 6e3mnocepeHi BiAryKu
B COL[IaJIbHO-NOMITUYHUX Ta MOPAJIBHO-TICUXOJIOTTYHUX MpodsieMax
Hamoro vacy, To “Imior” M. BaitnOepra, HanucaHuii 3a poMaHOM
®. JlocTo€BCHKOTO, CIIOHYKAB Apamarypra Ta Kputuka Kpicriana
JloHmana Ha MONIYK MOSICHEHHS! IPYHTOBHUX 3acaj 3BEpPHEHHS €B-
PEs-KOMITO3UTOpa A0 TBOPY MHUCbMEHHHKA-aHTUCEMITa, ‘‘HaTXHEH-
HuKa o0pa3zy BiuHoi Pocii” [3, c. 29]. V3arampHIOIOUH pPO3MOBH 3
pexucepoM-nocTaHoBHUKOM KmmmTodom BaprikoBcbkuM, BiH
BHUOYJIOBY€E CBOE €ce€ B JIyCl ICTOPHYHUX XPOHIK a00 (pistocopchrux
MakcuM. BimuyTTs “nepepBaHOoro 3B’SI3Ky 4aciB” yepe3 mepeMu-
KaHHS 3 OJHOTO IUIaHy PO3AYMIB [0 iHIIOTO, Pi3HiI 00’€KTH yBaru
HEOYiKyBaHO 3MiHIOETHCSI CBOEPIAHOIO TAHOPAMOIO, Jie Tepoi poMa-
HY, IXHI XapaKkTepH, 107151, B3aEMOBITHOCUHU TIOCTAIOTh Y A3epKali
TEMHOT'0, HACHJIBHULIBKOTO, ABOJHMKOIO Ta XBOPOTO CBITY KpaiHH,
Jie 3HEXTYBaHi JIIOJCHKI IIpaBa Ta JIOASIHICTh. J{oCHiTHUK aKIIeHTYE:
“JIMBOBMXKHI aHAJIOT11 3 TUM, IO BiI0yBa€eThes 3 24 motoro 2022 po-
Ky, a TOUHilIe, 3 MOMEHTY oKkymnauii yactunu Jlonbacy ta Kpumy y
2014 poui”. I mpomosxkye: “SxOu reHint Jl0cTOEBCHKOTO HE MOCTABHB
cebe Ha city0y HallloHaJIi3MYy, POCISIHH, MOXKJIMBO, HE CTaJId O BH-
HYBaTISIMU BCHOT'O TOTO, 1110 BOHU YNHWIH IPOTITOM X X CTOJITTS
1 mo mMu 6a4uMo cporoaHi B Ykpaini” [3, c. 29]. Tak yu notpiOHO
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CHOTOJIHI 3BEpPTATHCS IO CHAAIIMHU MHCbMEHHUKA, YHI MOTJISIAN
HOyTh BCyleped MOPaJbHUM Ta JyXOBHUM LIHHOCTSIM MPOTPECHB-
HOT'O JIFOJICTBA, UM HE TIOMHJIUBCS KOMIIO3UTOP y CBOEMY BHOOpI?
KoxeH mae 3HaiiTH BiacHY BiJIOBiJb HA Il MUTaHHS 1 CAMOCTIiHi-
HO BusHauuTHcs. [Ipore K. JloHman He XOBa€ThCS 32 PUTOPHKOIO
Ta CKJAIHICTIO pilleHHs, 00 BBaXkae 3a HEOOXiAHE YUTATH POMAHU
@. JIocTOEBCHKOTO, SIKI PO3MOBIIAIOTH “TIPO TITHMOWHU JTHOICHKOI CBi-
nmoMocTi. Ane <...> 3 YCBIJJOMJICHHSIM TOTO, KUM BiH €, 3 YCBIiJIOM-
JICHHSIM HOT0 CTaBJICHHS 10 POCiiichKoi Biaau. <...> JIoCTOEBCHKUI
MOKa3ye HaMm, Ha SIKy HEHaBUCTh 3/1aTHI 1roau. KBanToBmii ctpudox
Ha1oi GpanTasii, MOKIMBOCTEH TIOACHKOT CHITN ysaBH. €a1Ha popMma
00pOTHOM 3 HEHABUCTIO — MUCTELTBO, IuBiIi3alis” [3, c. 30].

[lonbebkuii  pekucep, BU3HAHUN MUTENb Ta IHTEIEKTyal
K. BapnikoBcbkui KepyBaBCsi MpH BTINEHHI OMEpHOI KOHIEMIii
rmuOoKuM TparizMoM My3uku M. BaiinGepra, 6araTcTBoMm 3aco0iB
300pakeHHSI XapaKTepiB, NCHUXOJOTIYHOI TOYHICTIO B PO3KPHUT-
Ti TOHKHX HIOAHCIB B3a€MOBiJHOCHH repoiB. Omepa, sk i poMaH,
Maibke 1mo30aBiieHa 30BHIIIHBOTO PO3TOPTaHHS MOAIH, Tiel “mpy-
JKUHU, 3aBASKH SIKid JpaMaTyprisi HaOyBae cBO€1 TWHAMIYHOCTI.
Kommnosutop, MalicTepHO BUKOPHCTOBYIOYH MOXKJIMBOCTI OPKECTPY
Ta “pO3MOBHOr0” CTHJIIO y BOKAJBHHUX MApTisiX, JOCATAE BEIHYE3-
HOI HAIIPyTH 1032 3aJy4YeHHSM MPHIOMIB I'POTECKY, HE TIOCHIIIOO-
9 rpajyc eMoLill BiABEPTO EKCIPECIOHICTCHKOIO CTUIICTHKOIO, 1
151 CTPUMAaHICTh BHCJIOBIIIOBAHHS CTBOPIOE aTMOC(epy OUiKyBaH-
HSl YOrOCh HEMHHYYOTO, IPUPEYeHOCT] emnatii KHA3s MHUIKiHa.
[onpaBuBmM cBoe ncuxiuHe 370poB’s y LIBeitnapii, BiH mpuixas
3 He3aiimanuMm cepueM 1o IlerepOypra, ane onuHUBCS y MICTi, Ae
NaHyITh TAEMHULI, HACHIIBCTBO, HIaJICHa JIIO0OB 10 T'poIIeH, e
MOHIBEYEH1 AYILIi Ta 3raHbOJIEHA YECTh CTAJId HOPMOIO KUTTS. 3i-
TKHEHHS 31 3JI0M Ta AYLIEBHI CTPa)XAaHHS 3HOB 3aHYPIOIOTH HOTO
B TEMpSBY EMiNENTUYHMX HamaiiB, a cTpamHa cMepTh Hactacii
[MunumiBHE NOBEPTAE 10 3aKPUTOI JTiKapHi 7151 1y HIEBHOXBOPUX —
JKUTTSI OCTATOYHO 3aMKHYJIO /11 HBOT'O CBOE KOJIO.

VY Takiil peanbHOCTI ‘“‘dmcTa JFOOOB” repos po30MBa€eThCs 00
CTiIHYy HEpO3yMiHHS, TOMY L0 “OaxkaTu BpATyBaTH’ 1 ‘“3poOUTH
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IOCh JIJIs OPATYHKY — pedi He B3aeMo3aMiHHI. KopiHHS OO
(eHOMEHA Ta IParHeHHS KHS35 BUTATTH 3 TEMPSIBU YCTaJICHUX BiJl-
HocuH came Hacraciro [TununiBay bapamkoBy 3ammdpoBaHi nuce-
MEHHUKOM Y 1XHIX iMeHax. AHTJIINHChKUI My3uKO3HaBenb [leBin
deHHIAT HABOAUTH TOHKHI aHaJll3 OMAaHJIMBOCTI s 3aX1IHAX Y-
TauiB SIK TUTYJy T€pOs, TaK 1 HOro mpi3BUChKa — 17110T, sIKE OJIMKIe
3a 3HaYEHHSM JI0 TPELbKOTO OPUTIHATY 1 ‘€ YUMOCh CEPEAHIM MiXK
CXOOI0 Ha XpHUCTa MOCTATTIO 1 CBATHM JIyPHEM: HEBUHHUH, SIKUN
MOBEpHYBcs 3 iHIoro cBity” [1, c. 45]. IM’1 KHI351, TPOIOBXKYE A0-
craigHuk, JleB, a mpi3BUIE aCOMIIEThCA 3 “MHUIICHSIM”. 3a HOro
JYMKOIO, e “CBITYUTH PO Ayalli3M MY>KHOCTI Ta ciabkocTi. Tak
camo Hacracis moxe OyTu HaTsikoM Ha “AHacracic’, TOOTO “BO-
CKpeciHHs”, a KOpiHb y npi3Buii bapamkosa o3nauae “sarus” [Tam
camo|. SIk Ou He MOSACHIOBAIHM HATYPH KIIOYOBHX QIryp Ta MOTUBU
iXHIX BUMHKIB, CyTh KOJIi31i B KOHTEKCTI CbOTOJICHHS CBITYUTH MPO
Te, 110 30eperT AyHIeBHY Ta AYXOBHY YHCTOTY HEMOXKJIMBO 1032
peaNbHUM KUTTAM, HOro BUMOTaMu 1 BUpoOyBaHHSIMU. IMOBipHO,
MparHeHHs JOHECTH JI0 CIyXadiB Taki BaXKJIMBI B i YaCH MOpaJib-
HO-€TUYHI aKCIOMH 3rypTyBajo iHTEpHAL[iOHAJIbHY KOMaHIy Of-
HOAYMIIIB, SIKi CBOIM HATXHEHHUM MHCTELTBOM Ta MailCTEPHICTIO
roBOpATH “HI” arpecii B YkpaiHi, 5)KOPCTOKOCT1, HEHABUCTI Ta BiliHI
B PI3HHX KYTOYKaX CBITY, IPOTHCTOSTH CBOOOJOI0 BUOOPY TUKTa-
Typi Ta nuuemipcTBy. Tomy “Imior” M. BaiinOepra ctaB nogi€ro y
¢dectuBanbHUX 3axonax 2024 poky, 31aMaB NEPENOHH MiX 1TF030D-
HUM Ta peajbHUM KUTTAM, 00 ¢inocodcbka cenTenis — “Kpa-
ca BpATYE CBIT” — He 3amummiacs Metadoporo, sika BTpaThiIa CeHC.

3naBaiock, 0 B TAKOMY HACHYEHOMY KOHIENTYaJIbHOMY IO
OTMIEPHUX BUCTAB KOHLEPT KAMEPHOT MY3HKH CTaHe JIUIIE OCTPiBLEM
JIOBIPYOro CHiJIKYBaHHS, CIIOBiAaJbHOTO OOMiHY TyMKaMu. A BTiM,
npencTasicHa (paHIy3pKuM KBapTeToM “lOeHe” mporpama BiiOH-
BaJia 3arajbHy KOHIEILi0 (hecTHBaIII0 3aco0aMu HeBepOali30BaHO1
“abcomoTHOl My3uKu”. Tpu CTPYHHUX KBapTETH, sIKi MPO3BY YA Yy
TOM BeUip, OKPECITHIIN PYyX [0 YaCOBil Cripalli, BUKJIMKAIOYH “KBaH-
TOBHI cTpHOOK” TIOUYTTIB Ta ysBieHb MyOniku. OnuH 3 OCTaHHIX,
tak 3BaHuX “llpyccekux kBapretis” D-dur KV 575 (1789) B. A. Mo-
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HapTa OCSSIHUM CBITOM, PaicTIO BiJ] CHIJIBHOTO MY3HKYBaHHS, BHU-
Pa30BOI0 KaHTHJICHOIO, KapTiBIUBICTIO 1 )KUTTECTBEPAKYBATBHOIO
eHepriero. | e He3BaXkalouM Ha po3dapyBaHHS, IKE OUiKyBaJo KOM-
noszuTtopa B Kopousst @pinpixa Binsrensma 1, kou ioro criogiBaHHs
Ha HOBi 3aMOBJICHHSI Ta 3apO0ITOK HE CIpaBAMIUCA (IO MpoOsIeMH
“rmaga ta ocobucricts’). Tobiac Ildnerep HaBOAUTH YPUBOK 3 IO-
BigoMIIeHHS! MUTL BIIiTKY 1790 poky: “Tenep s 3MyILIeHHH THCATH
CBOI KBapTETH — 1[I0 HYJHY pOoOOTY — 3a Mi3epHY IJIaTy, POCTO
00 OTPUMATH T'POIIIi B MOiX oOcTaBuHaX” (IUT. 3a: [4, ¢. 7]). YTiMm
CHJIa TeHis B HbOMY B3sJia TOpy HaJ OyJeHHUMH MpoOIeMaMu 3BHU-
YaifHOI JIIOMWHU, 3aBISKH YOMY, 3a CIIOBaMU MY3HMKO3HAaBIIs, BJlac-
He “Kpaca 1 cMak MOBHMHHI BUKJIMKAaTH HACOJOAY 1 3aXOIUICHHS HE
TIJIBKHU Y JTIOOUTENS, ane i y raunbokoro 3HaBus” [Tam camo]. Buko-
HaHWH micist Takol Oe3xMapHoi My3uku TpeTili CTpyHHHI KBapTeT
(1983) A. IlIniTKe Mpo3BYYaB Ha KIITANT CUM(OHI{, HACTINBKY BiH
OyB CHIOBHEHMH ApaMaTHYHOI HAIPyTH, HECTIOAIBAaHMX KOHTPACTIB,
MacmTabHOTO PO3rOpTaHHs MY3W4YHHX moAii. Tpu Horo yactuHw,
00’eiHaH] IPUHOMOM atfacca, 3 YUCICHHUMH LUTAaTaMH Ta 3HAKO-
BUMH MOHOTPaMaMH, 00pa3oM TaHIIO CMEPTi i Xaocy, BUAABAIUCS
BIJUTYHHSIM Tpareiiil cydacHoro cBity. KynbMiHaniero Bedopa cTaB
octaHHill kBapteT D-dur D 887 (1826) @. lllyGepra. BincyTHicTb y
HBOMY 3arOCTPEHOr0 KOH(MIIKTY, BiJBEPTUX 3ITKHEHb MPOTHIICHK-
HUX 00pa3Hux cdep, nadocy 60poTHOM crpuiiMaiacs aHTUIIOAOM
makatHoi MoBH My3uku A. IllHiTke, a mOCTaTh MUTLS-POMAHTH-
Kka — Alter ego xomnosutopa XX ctomirtts. [IpoTe 3a 1i€to noBib-
HICTIO TIOCTYIIOBO HAaKOMHMYyBajacs CXBHJIBOBAHICTb, O€3lI0HHA
rIMOWHA TIeyasi, HEBHMMOBJICHOI TPUBOTH, TEHIITHOI HIXKHOCTI,
CHOrafiB MpoO KOJHIIHE, IO MOCUJIIOBAJIO Clajaxu JpaMaTH3MY,
NM030aBUBIIY HaBiTh (iHAJN TPaIWLiHHO TaHIIOBAJIbHO-PAIiCHOIO
xapaktepy. IlocriiiHa Tpa Maxopy-MiHOpY, 3MiHa JUHAMIKH Ta Xa-
pakTepy pyXy HaraayBajH PO MiHJIUBICTb JIOACHKOTO Oy TTSI.
KoskHoro nHs, 6mk4ye 10 HOUi, HaJ 3anbLOyproM JIOTYyBasa
rpo3a 3i cTpalleHHUM T'YPKOTiHHSM, OJMCKaBKaMHU 4epe3 yce He-
00, Maii>ke IITOPMOBUMHU 31UBaMu. [Iprpoaa HEMOB BiATyKyBaacs
Ha PO3PHBH PAKET, SIKi B [Iel yac pyHHyBalIH YKpaiHCBKi MicTa Ta
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HECIIM CMEPTh MUPHHUM J0AsIM. MicTo Monapra cropiJHIOBajIocs
3 IparHeHHAM (EecTHUBAN0 JOHECTH JIIOASM HEPO3PUBHY €IHICTH
KYJIBTYPHUX Ta JyXOBHUX LIHHOCTEH SIK 3alOpyKy 30epeKeHHS
JIOASTHOCT1 M YCBiZJOMJIEHOT CBOOOIH.
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When you think of Salzburg, you always feel an unclouded
joy. It arises from its magnificent views with the Mirabell Palace
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and Park, the grandeur of the Hohensalzburg Fortress, the house
where W. A. Mozart was born, the Lovers’ Bridge with its colour-
ful padlocks — from huge to miniature ones, pleasure boats, which
at the end perform a “waltz tour” to the music of J. Strauss, final-
ly, through narrow passages like arcades or passages, where cafes,
shops with jewellery or Christmas tree handmade decorations of
incredible beauty are located in a cosy atmosphere, among which
various bells are especially striking. Surprisingly, no one hides this
fairy-tale world until Christmas and New Year, on the contrary, in
summer it also enchants you with its radiance, and the delicate ring-
ing from the light movement of the air invariably lifts your mood.
Perhaps that is why Salzburg is considered one of the popular tourist
cities in Europe. But for art lovers, it is a “festival mecca”, where
unforgettable events in musical and theatrical life take place every
year with a wide panorama of compositions, author and performing
names, and interpretative concepts.

The Salzburg Festival crossed the threshold of its 100th anni-
versary in 2020, although music festivals in the city of Mozart have
been held from time to time since 1877. New breath and regular-
ity were given to it, first of all, by the ideas of G. von Hofmannst-
hal, R. Strauss, M. Reinhardt, supported by Rudolf Reti, A. Roller,
F. Schalk. If we look at the professions of these key figures — a
writer, poet and dramatist, composer, director, musicologist and
pianist, set designer, director of the Vienna Opera — the path they
have chosen to popularize the achievements of the world culture
becomes clear. Reminding of well-known historical facts is aimed
at emphasizing the power of the intellectual and artistic forces that
contributed to the formation of the general concept of this music and
theatre forum and its establishment in Western European culture.

This year’s program, by tradition, included compositions of vari-
ous themes and types of art, genres and eras. The voluminous and in-
formative booklet, which, by the way, is sent free of charge in advance
to those who have visited the festival at least once, or is offered for
ownership immediately before the performance or concert, contains 4
sections: “Opera”, “Drama”, “Concert” and “Young & Everyone” with
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various genre events for youth. Thus, the opera repertoire consisted
of both well-known and little-known musical and theatrical composi-
tions, which made it possible to realize the author’s ideas in stage or
concert versions. Among the performances, two operas by W. A. Mo-
zart— Don Giovanni (1787) and La clemenza di Tito (1791), The Gam-
bler (1915-1917 / 1927-28) by S. Prokofiev, Les Contes d’Hoffimann
(1877-1880) by J. Offenbach, and The Idiot (1986/87) by M. Wein-
berg drew attention. These new productions were complemented by
concert performances of the operas Hamlet (app. 1860—1863 / 1867)
by A. Thomas, 1l prigioniero (1944—1948) by L. Dallapiccola, Koma
(last ed. 2015-2018) by G. F. Haas, the “conversational play with mu-
sic” Capriccio (1940-1941) by R. Strauss, and the “musical theatre”
Begehren (1999-2001) by B. Furrer. And if outwardly such diversity
was perceived as the desire of the festival management to demonstrate
the immense possibilities of today’s musical culture, then the ideo-
logical basis for the choice of these compositions was revealed in the
Preface to the booklet. “The flow between heaven and hell”, we read,
“is outlined by the compositions of the festival summer of 2024; they
tell about the natural beauty of excess, as well as about the ‘demonic’
abysses hidden in it, about boundless loneliness — and dizzying god-
less freedom” [2, p. 2]. Such an appeal to the audience set the mood for
movement forward and backward, in a circle and a spiral, the repeti-
tion of tragedies, cataclysms and human unbridled passions, which
were reflected in creative premonitions, despite the dispersion of the
author’s ideas in historical and geographical space.

The two operas which it was lucky enough to see at the 2024
Salzburg Festival are separated by almost two centuries, but both
became the last compositions of the composers in this genre; both
exacerbate the problems that have troubled humanity throughout
the history of its existence: love and betrayal, cruelty and empathy,
confrontation and the search for harmony, compassion and suffer-
ing. However, if one of them was immediately presented on the op-
era stage, the second turned out to be unnecessary in the country
where the artist found himself in times of trouble, and saw the light
of the stage outside its borders 17 years after his death.

— 139 —



Cuna mucmeymea: My3uyHi, meampaibHi ma MUCMeymeosHasyi apmuK)iAyii

La clemenza di Tito by W. A. Mozart seemingly came into being
by the will of capricious Fortune after A. Salieri refused the offer
of the impresario of the Estates Theatre in Prague D. Guardasoni
to write an opera on the occasion of the coronation of Leopold II
as King of Bohemia. The lack of time determined the choice of
the libretto by P. Metastasio, which was considered one of the most
popular in the 18th century. According to David Treffinger, since
1734 it had been used in “serious” opera 50 times [5, p. 16]. However,
by the end of the century, opera seria had lost its position, was per-
ceived as schematic and therefore fell out of use. What contributed
to W. A. Mozart’s appeal to this text? Not only the sharp plot con-
flicts, the complex relationships between the characters, the eternal
problem of choosing between friendship and love, loyalty and be-
trayal, the duality of human nature, which found a multifaceted em-
bodiment in the composer’s music. The motif of “mercy” became
decisive, and it corresponded to the essence of the upcoming event.
Therefore, the reconstruction of the original text by C. Mazzola —
reduction to two acts, introduction of ensemble and expansion of
choral scenes — received high praise from the Austrian master, cap-
tured in the expression “vera opera” (“true opera”) [5, p. 16].

Canadian opera and theatre director Robert Carsen, who staged
W. A. Mozart’s La clemenza di Tito at the Salzburg Festival this
year, blurs the boundaries between the past and the present. Mod-
ern costumes, the Prime Minister’s office and the parliament hall
with the flags of Italy and the European Union, riots in the streets,
the storming of a government institution — all contributed to the
feeling of events “here and now”. The director does not avoid the
possibility of lifting the taboo from the motif of passionate, reckless
same-sex love, and not only between a man and a woman. For some,
the appearance of Cecilia Bartoli in the role of the traitor Sesto, who
finds himself faced with a difficult dilemma — devotion to duty and
love that clouds the mind — could cause misunderstanding, but the
director does not turn away from the existing realities. Therefore,
the emerging parallels are not marked by selectivity, on the contrary,
they reflect reality in the fullness of its manifestations.
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In his reflections on the last opera masterpiece by W. A. Mozart,
the dramatist D. Treffinger notes that its deep meaning lies in the
question of the justice of government in a situation of “intrigue, vio-
lence and terror”, despite the victory of “clementia” in it. Such an
understanding of timeless problems gives rise to a number of ques-
tions in the author, each of which is directly addressed to the minds
of contemporaries. “Can humanity rule over inhumanity? — the
author addresses the reader. — Can every fault be forgiven? Can the
mind of the state and humanity be reconciled?” [5, p. 16]. And he
confidently answers, deciphering his own vision of the high pathos
of this music: “The spirit of Mozart’s Tito is concentrated in the
understanding that the ‘loyalty of subjects’ to their political leaders
should not be ‘the fruit of fear’, but should be based on love” [ibid].

If W. A. Mozart’s opera evokes direct responses in the socio-
political and moral-psychological problems of our time, then
M. Weinberg’s The Idiot, written based on the novel by F. Dosto-
evsky, prompted the dramatist and critic Christian Longchamp to
search for an explanation of the fundamental principles of the Jew-
ish composer’s appeal to the composition of an anti-Semitic writer,

“the inspirer of the image of eternal Russia” [3, p. 29]. Summarizing
conversations with the director-producer Krzysztof Warlikowski, he
builds his essay in the spirit of historical chronicles or philosophi-
cal maxims. The feeling of “interrupted connection of times” due
to switching from one plane of reflection to another, different ob-
jects of attention are unexpectedly replaced by a kind of panorama,
where the heroes of the novel, their characters, fate, and relation-
ships appear in the mirror of the dark, violent, two-faced, and sick
world of a country where human rights and humanity are neglected.
The researcher emphasizes: “Amazing analogies with what has been
happening since February 24, 2022, or rather, since the occupation
of part of Donbas and Crimea in 2014”. And he continues: “If the
genius of Dostoevsky had not put himself at the service of national-
ism, the Russians might not have become the culprits of everything
they did during the 20th century and what we see today in Ukraine”
[3, p- 29]. So is it necessary today to turn to the legacy of a writer
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whose views go against the moral and spiritual values of progressive
humanity, or was the composer mistaken in his choice? Everyone
must find their own answer to these questions and decide for them-
selves. However, C. Longchamp does not hide behind the rhetoric
and complexity of the decision, because he considers it necessary to
read F. Dostoevsky’s novels, which tell “about the depths of human
consciousness. But <...> with an awareness of who he is, with an
awareness of his attitude towards the Russian authorities. <...> Dos-
toevsky shows us what hatred people are capable of. A quantum leap
in our imagination, in the possibilities of human imagination. The
only form of struggle against hatred is art, civilization” [3, p. 30].
The Polish director, recognized artist and intellectual K. War-
likowski was guided in the embodiment of the opera concept by the
deep tragedy of M. Weinberg’s music, the richness of the means of
character depiction, the psychological accuracy in revealing the sub-
tle nuances of the heroes’ relationships. The opera, like the novel, is
almost devoid of the external unfolding of events, that “spring”, ow-
ing to which dramaturgy acquires its dynamism. The composer, skil-
fully using the possibilities of the orchestra and the “conversational”
style in the vocal parts, achieves enormous tension without resorting
to the techniques of the grotesque, without increasing the degree
of emotions with a frankly expressionist style, and this restraint of
expression creates an atmosphere of expectation of something inevi-
table, the doom of Prince Myshkin’s empathy. Having recovered his
mental health in Switzerland, he arrived with a pure heart in St. Pe-
tersburg, but found himself in a city where secrets, violence, a mad
love of money reign, where mutilated souls and disgraced honour
had become the norm of life. Encounters with evil and mental suf-
fering plunge him once again into the darkness of epileptic seizures,
and the terrible death of Nastasya Filippovna returns him to a closed
hospital for the mentally ill — life has finally closed its circle for him.
In such a reality, the hero’s “pure love” is shattered against a wall
of misunderstanding, because “wishing to save” and “doing some-
thing to save” are not interchangeable. The roots of this phenomenon
and the prince’s desire to pull Nastasya Filippovna Barashkova out of

— 142 —

1V Yeprawuncoki yumanms

the darkness of established relationships are encrypted by the writer
in their names. The English musicologist David Fanning provides a
subtle analysis of the deceptiveness for Western readers of both the
hero’s title and his nickname — the idiot, which is closer in meaning
to the Greek original and “is something between a Christ-like figure
and a holy fool: an innocent who has returned from another world” [1,
p. 45]. The prince’s name, the researcher continues, is Lev, and the
surname is associated with “mouse”. In his opinion, this “testifies to
the dualism of courage and weakness. Similarly, Nastasya may be
an allusion to ‘Anastasis’, that is, ‘resurrection’, and the root in the
surname Barashkova means ‘lamb’” [ibid]. No matter how one ex-
plains the natures of the key figures and the motives of their actions,
the essence of the collision in the context of the present day indicates
that it is impossible to maintain mental and spiritual purity outside
of real life, its demands and trials. Probably, the desire to convey to
the listeners moral and ethical axioms so important in these times
united an international team of like-minded people who, with their
inspired art and skill, say “no” to aggression in Ukraine, to cruelty,
hatred and war in different corners of the world, and oppose dicta-
torship and hypocrisy with freedom of choice. Therefore, The Idiot
by M. Weinberg became an event in the 2024 festival events, having
broken down the barriers between illusory and real life so that the
philosophical maxim — “Beauty will save the world” — would not
remain a metaphor that has lost its meaning.

It seemed that in such a rich conceptual field of opera perfor-
mances, a chamber music concert would become only an island of
trusting communication, a confessional exchange of thoughts. How-
ever, the program presented by the French Quatuor Ebéne reflected
the general concept of the festival by means of non-verbalized “ab-
solute music”. The three string quartets that performed that evening
outlined the movement along the time spiral, causing a “quantum
leap” of the audience’s feelings and perceptions. One of the last, so-
called “Prussian Quartets” D-dur KV 575 (1789) by W. A. Mozart
was illuminated by the light, the joy of making music together, ex-
pressive cantilena, humour and life-affirming energy. And this de-
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spite the disappointment that awaited the composer during his visit
to King Friedrich Wilhelm II, when his hopes for new orders and
earnings did not come true (to the problem of “power and personal-
ity””). Tobias Pfleger quotes an excerpt from the artist’s message in
the summer of 1790: “Now I am forced to write my quartets: this
boring work: for a meagre fee, just to get money in my circumstanc-
es” (quoted in: [4, p. 7]). However, the power of genius in him pre-
vailed over the everyday problems of an ordinary person, owing to
which, according to the musicologist, “beauty and taste should cause
pleasure and admiration not only in the amateur, but also in the pro-
found connoisseur” [ibid]. Performed after such cloudless music,
A. Schnittke’s Third String Quartet (1983) sounded like a symphony,
so full of dramatic tension, unexpected contrasts, and a large-scale
development of musical events. Its three movements, united by the
attacca technique, with numerous quotes and iconic monograms, the
image of the dance of death and chaos seemed to echo the tragedies
of the modern world. The culmination of the evening was the last
quartet D-dur D 887 (1826) by F. Schubert. The absence of a sharp
conflict, frank clashes of opposing figurative spheres, and the pathos
of struggle in it was perceived as the antithesis of the poster lan-
guage of A. Schnittke’s music, and the figure of the romantic artist
was perceived as the Alter ego of the 20th-century composer. How-
ever, behind this slowness, excitement gradually accumulated, the
bottomless depth of sadness, unspeakable anxiety, fragile tender-
ness, memories of the past, which intensified the outbursts of drama,
deprived even the finale of its traditionally dance-joyful character.
The constant play of major-minor, the change in dynamics and na-
ture of movement reminded of the variability of human existence.

Every day, closer to night, a thunderstorm raged over Salzburg
with a terrible roar, lightning across the entire sky, almost stormy
downpours. Nature seemed to respond to the explosions of missiles
that were destroying Ukrainian cities and killing civilians at that
time. The city of Mozart was related to the festival’s desire to con-
vey to people the indissoluble unity of cultural and spiritual values
as a guarantee of preserving humanity and conscious freedom.
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3 14 mo 22 nucromama 2024 poxy y Kwuesi mpoiimos dectu-
BaTh OapokoBoi my3uku (Kyiv Baroque Fest), sskuit Bk1togaB pis-
HOMaHITHI popMaTH: KOHIICPTH, JIEKIIii, Oeciau, TUCKYCii B Mex)ax
(hopyMy, MIPUCBSIICHOTO paHHIN My3HII, TOmO. 3BydYanma My3uKa
TpencTaBHUKIB GapokoBoi emoxu A. Bisamsai, 1. C. baxa, ®. Ky-
nepena, JK.-®. PaMo Ta iHIIUX KOMITO3UTOPIB, sIka BUKOHYBaJIacs
Ha CTapOBHHHHUX iHCTpyMeHTax. OOpamjeHHSM TOfii CTaad BH-
CTYIIH 31pOK PaHHBOI MY3WKH: BIIKpUB (DeCTHUBAIL KOHIEPT KJIa-
BecuHicTa JKanma Pommo, a 3aBepmmB — BHCTYH KOHTpPaTEHOpPA
Amnpnpeaca lomns.

s MeHe OyI10 9eCTIO OTYUHUTHCS JI0 I[HOTO CBSATa 0apOKOBOTO
MHCTENTBA. Y MeXkax ecTUBaIIO i 3 Harogu 260-TiTTs MiCIsI cMep-
Ti MUTIIS OyI10 TIpoBeneHo Jekilito “YKan-Dirinm Pamo: mabipuHTH
TBOPYOTO MNUIAXY”, A€ WIIOCS TPO YHIKAJIBbHY TBOPUY OCOOMC-
TICTBh, SIKa 3yMiJia YCITIIITHO MOETHATH ¥ CBOEMY KHUTTI Pi3HI THITH
IISUTBHOCTI. AKTyamizarlis TeM, TOB’SI3aHUX 3 PO3YMIHHSIM BEKTO-
PiB PO3BUTKY TBOPYOi OCOOMCTOCTI, MICIIS 1 pOJIi B IIBOMY ITPOIIECi
COIIIOKYJIFTYPHOTO KOHTEKCTY ¥ iZIeHHIX HACTAHOB NEBHOI EMOXH
MiAMITOBXHYJIA IO TOTO, MO0 3aMHUCIUTHCH HE JIUIIE Haj mpoodIre-
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MaMH TBOPYOrO CHaJKy, a ¥ 3arajoM HaJl iCTOPHKO-COLiaJbHUM
KOHTEKCTOM, Oiorpa)iyHMMH MMOBOPOTAMH Ta OCOOUCTICHUMH ac-
nexTamu kuTteTBopuocti XKana-dinina Pamo.

Takoro Ty po3BiJKH € aKTyaJlbHHMH B KOHTEKCTI HOBITHIX
JOCIIIKEeHb YKPaiHCHKOT0 My3WKO3HABCTBa (MAaEMO Ha yBa3i po0o-
i O. Komennu “YHiBepcaiabHa TBOpYA OCOOUCTICTH B YKPaiHCHKiN
Mys3uuHiil KyneTypi” [1] 1 H. CaBunbkoi “XpoHoc KOMIO3UTOPCHKOT
KUTTETBOPUOCTI” [2]), Y AKUX BHKJIaAEHO creuu(iky po3yMiHHS
BEKTOPIB PO3BUTKY TBOPYOI OCOOMCTOCTI, Micusl i poJii B LBOMY
MpoLeci COLIOKYIBTYPHOTO KOHTEKCTY Ta i1ISHHMX HACTAHOB IEB-
HOI €OXHU.

[onpu ynikanpHicTh Tananty JKan-Qiminn Pamo OyB mronu-
HOIO CBOTO 4Yacy 1 MpeIcTaBHUKOM emnoxu [IpocBiTHHUTBa, imean
SIKOT — PI3HOCTOPOHHS OCOOUCTICTh. Y J[00y po3yMy HaJ[3BHYAHO
[TOKa30BUM OYJIO T€, 0 OJUH 3 MPOBIAHUX KOMIIO3UTOPiB DpaHirii
TakoK OyB OIHUM 3 HalKpamux aHaJTITHKIB Ta METOAMCTIB y IO-
SICHEHH] 3aKOHI1B MY3MYHOI MPAaKTUKH. THUIT TEOPETUYHUX PO3BIJOK,
ytimtoBanux XK.-®. Pamo, KopucTyBaBCs BEIMKMM aBTOPUTETOM
cepell Horo 1HTENEeKTYallbHO HAJIAITOBAHUX CYYaCHHKIB, SIKI ITiJI-
KPECIIOBAJIN 1/1€10 LIHHOCTI JIFOJUHU Ta i1 PO3BUTKY, BIpUIIH B CUITY
3HaHb Ta PO3yMY.

VYcim Bigomoro € nepma npans JXK.-D. Pamo “Tpaxrar npo rap-
MOHI0, 3BelleHy A0 i1 mpuponuux npuHuumis” (1722), 3 MOMEHTY
myOutikanii sskoi MUTEIb CTaB BigomMuM He nuiie y Dpaniii, a i
3a i1 MexaMH SIK HalOCBIYEHIIINI My3UKaHT cBOro vacy. Haykosi
nocsiraeHHs JK.-D. Pamo i JOHMHI € OCHOBOIO Cy4acHOT HayKH Mpo
rapMoHito. Y mi3Himux pobotax (moumHarouu 3 “HoBoi cucremu
TeopeTH4HOi My3uKu”, 1726), ni3HaBUIMCH MPO AKyCTHYHI JOCIi-
mxenHs JK. Cosepa npo rapmoHiuHi 3BykH, JK.-®. Pamo nodauuts
TaMm OJHMCKyYe MiITBEPIKEHHS CBOET TEOPii, 110 JaCTh MOYaTOK My-
oumikanii gomarkoBoro Tpaktary “IloxomxkenHs rapmonii” (1937).
BinnmpaBHMM TYHKTOM CBOIX AOCHiJKE€Hb KOMIIO3UTOpP BHOpaB
aKycTHYHUH peHoMeH (00epTOHOBHI! 3BYKOPSIZ), @ TAKOXK CITUPABCS
Ha rapMOHI4YHI 00EPTOHH, SIKi MO>KHA BUSIBUTH B Tijax, IO 3ByYaTh
(corps sonores).
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AxTuBHIcTh JK.-®. Pamo B TeopeTnuHiii cepi TpuBaia npoTs-
T'OM yChOTO JKHMTTS, a B Mi3HIN mepiox HaBiTh nocuiuiacs. Hanpu-
knafd, 3 1750 poky, ToOTO 4epe3 M'SITHAAUATH POKiB MicCIsl BUXOAY
OCTaHHBOT'O TPAKTATy, BXKE Y JOCUTH MOBAKHOMY Billi MUTEIlb BHU-
JIaB JIEK1JIbKa JIECATKIB IMpallb, CEPe]l IKUX € K HEeBEIUKI CTaTTi,
TaK 1 IpyHTOBHI BUJaHHS, HAIPUKIa, “Jloka3 mpuHLIKITY TapMOHii”
(1750), “Konexc npakruunoi mysuku” (1760) Tomo. [TosiBa nux po-
0iT OyJa CIpOBOKOBAaHA BILNINBOM HOBUX E€CTETHYHHUX NMEPEKOHAHB
¢paHy3pkoi myONiky, diajJoraMyd Ta AMCKYCISIMH 3 E€HLUKJIOIe-
nuctamu, 3okpema XK.-K. Pycco, 1. diapo i XK. m’Anambepom.

Bpaskae Takox i HelimoBipHa BKitoueHicTh JK.-®. Pamo y corio-
KYJBTYPHUH TPOCTIp CBOTO Yacy, aJKe BiH HaMaraBcsi CTBOPHTH
co0i pemyTaliio sk My3UKaHTa, TaK i ¢inocoda, IparHyyu miaHe-
CTH TEOPiI0 MY3HKH J0 PiBHS NPECTHUXKY, IKUI HalaBaBCs HayKaM.
Kommnosutop nmocunasesi Ha KOHUENNi] BUJATHUAX 1 HONYJISPHUX Y
nepuriit monoBuni XVIII cTonitta HaykoBux Teopii dimocodis i
MaTeMaTHKiB, Takux sk JKozed Cosep, Icaak HwroToH, Pene /[le-
KapT, 0 OyJ0 YaCTHHOIO CTpaTerii 3 momyaspu3anii Horo poOiT y
HayKOBOMY CBITi.

[Mpamioroun HaJ TEOPETUYHUMH TpPaKTaTaAMH a)X JO0 OCTaHHIX
nHiB, napanenbHo JXK.-D. Pamo iHTEeHCHBHO 3aiiMaBCsi KOMIO3UTOP-
CHKOKO TBOPUYICTIO. 3a CJIOBAaMHU JOCIITHUKIB, MUTEIb HIKOJIU HE
OyB HACTUIBKM BIEPTHM TEOPETHKOM, 100 HEXTYBaTH BJIACHOIO
IHTYITHBHOIO MY3HYHICTIO. Y CBOiX TBOpax KOMIO3UTOP MOCTIHHO
MOCHJIABCS Ha “pO3CyA Byxa”, HI00 YCYHYTH pO30i’KHOCTI y BUKJIa-
Jax Teopii, HaBiTh SKIIO LE O3Haydajo ii mepepoOKy abo BiIMOBY
BiJl MIEBHUX apryMEHTIB.

Bynyun teopetukom i komnoszutopom, JKan-®@ininn Pamo maB
YHIKallbHy MOJIHUBICTb MOEIHYBaTH B KYyJIbTYPHOMY IUCKYypCi
pi3HI THUOU AiSNIBHOCTI, ajie 3aBASKM LIbOMY MaB aMOiBaJeHTHY
OLIIHKY cydyacHHKiB. CrodaTKy BiH crpuiiMaBcsi sIK pedopmarop
OKPEMHUX CKJIQZOBHX OIEpu (HOBE TPAaKTyBaHHS OPKECTPOBOI Map-
Tii, HE3BUYHICTH TAPMOHIi TOILO) 1 TeHIl KPEaTUBHOTO MigXOy 10
HamKMCcaHHs ONEPHOTo TBOPY (MaeMoO Ha yBa3i MOSBY BEJIHMKOI Kilb-
KOCT1 MIKCTOBHX JKaHpiB y TBOPYOCTi KOMIIO3UTOPA), OJHAK Y Mi3-
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Hill mepiol JKUTTETBOPUOCTI MUTLISI TpeAcTaBHUKH [IpocBiTHHIITBA
(3oxpema, XKan-XKak Pycco) mianaBaam KOMIO3UTOPCHKi 1 TBOpUI
nepexkonanHs XK.-®. Pamo nomkynpHii kpuTnni. Hezaxaroun Ha
1€, 3arau0IeHICT MUTLS Y BHYTPIILHIN CBIT, iIHTEHCH]iKaLisl HOro
1HTEJIEKTYaIbHOT'O KUTTS, 0€3 AKOro Oyso O HEMOKJIMBE HANHUCaH-
HS TEOPETHYHUX Ipallb, CTAIH MapKepaMu HOro JII0AChKoi ocoduc-
TOCTi, OyTTSAM siKOi € Oe3nepepBHE TBOpeHHs cebe camoi. [liaxin,
CyTOJIOCHUH cydacHOMY KoHIenty self-maid man, 103BoUB KOM-
MO3UTOPY BiAHAWTH JOCKOHATI (OPMH penmpe3eHTalii BIACHHX
i7eli: mapajienbHO 3 TpakTaTaMM 3’SBISIIMCS MY3H4YHI TBOPH, SIKi
BrimtoBanu Te3y XKana-®inina Pamo npo Te, mo “cpaBkHs My3u-
Ka — IIe MOBa cepIs’.

Mys3uka XKana-®ininna Pamo, 3aragku Horo 0coOMCTOCTI, BTiM,
stk 1 iHmmX kommno3utopiB X VII-XVIII ctoxite, cranu npenMeToM
yBaru nporopiunoro Kyiv Baroque Fest — ¢ectuainto, sikuii yxe
BApYyTe MPOBOIATH y MEPioJ] MOBHOMACIITAOHOTO BTOPrHEHHs. 3a-
noBHeHi 3a1u PinapMoHii, myOika Ha MEPEAKOHUEPTHUX JISKLIsIX
Ta IUCKyciiHOMY QopyMi, sold out Ha KOHIEPTH 3aMPOILICHUX 3a-
PYOI’KHMX BHKOHABIIIB 3aCBIIYMIIM CTiiKe 3amiKaBiIeHHs ITyOJIiKH
0apOKOBMM MHCTEHTBOM. THM MHUCTELTBOM, SIKE, MOMPH YacOBY
JUCTaHLIO, Ja€ OMopy 1 Halilo, 3MILHIOE HAIly CHIIY i BUTPHUBA-
JicTh y 60poThOi 32 MpaBo i MOXKIUBICTH JKUTH B TOMY CBITi, 1€
0Ee3yMOBHHMH € LIHHICTH JIIOJCHKOTO XHUTTS 1 TPaKTyBaHHS pO3y-
MY SIK CBITJIA.
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Kyiv Baroque Fest was held from November 14 to 22, 2024 in
Kyiv. It included various formats: concerts, lectures, conversations,
discussions within the forum dedicated to early music, etc. The fes-
tival featured music by baroque composers such as Antonio Vivaldi,
Johann Sebastian Bach, Frangois Couperin, Jean-Philippe Rameau
and other composers, performed on ancient instruments. The event
was framed by the concerts of early music performers: the festival
opened with a concert by harpsichordist Jean Rondeau, and ended
with a performance by countertenor Andreas Scholl.

It was an honor for me to join this celebration of baroque art. As
part of the festival and on the memorable date of the 260th anniver-
sary of the artist’s death, was held the lecture “Jean-Philippe Ra-
meau: labyrinths of the creative life”. This composer was a unique
creative personality, who managed successfully combine differ-
ent types of activities in his life. The updating of topics related to
the understanding of the vectors of the development of a creative
personality, the place and role in this process of the socio-cultural
context and the ideological guidelines of a certain era prompted us
to think not only about the problems of creative heritage, but also
about the historical and social context, biographical turns in general
and personal aspects of Jean-Philippe Rameau’s creativity.

This type of research is relevant in the context of the latest
researches in Ukrainian musicology such as by O. Komenda [1],
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N. Savytska [2], which describe the specifics of understanding vec-
tors of creative personality development, the place and role in this
process of the socio-cultural context and ideological guidelines.

Jean-Philippe Rameau was a representative figure of the Age
of Enlightenment, whose ideal is a versatile personality. In the Age
of Reason, it was extremely revealing that one of France’s leading
composers was also one of the best analysts and methodologists in
explaining the laws of musical practice. The type of theoretical ex-
ploration embodied by Rameau enjoyed great authority among his
intellectually inclined contemporaries, who emphasized the idea
of the value of man and his development, believed in the power of
knowledge and reason.

Everyone knows the first Rameau’s work “Traité de I’harmonie
reduite a ses principes naturels” (1722), since the publication of
which the artist became known not only in France, but also abroad
as the most educated musician of his time. Rameau’s scientific
achievements is the basis of the modern science of harmony. In later
works (starting with the “Nouveau systéme de musique théorique”,
1726), having learned about the acoustic research of Joseph Sauveur
on harmonic sounds, Rameau saw there a confirmation of his theory,
which will lead to the publication of an additional treatise, “Généra-
tion harmonique, ou Traité de musique théorique et pratique” (1937).
The composer chose an acoustic phenomenon (overtone scale) as
the starting point of his research, and also relied on harmonic over-
tones that can be found in sounding bodies (corps sonores).

The Rameau’s activity in the theoretical field continued through-
out his life, and in the later period even intensified. For example,
since 1750, about fifteen years after the publication of the last trea-
tise, already at a rather respectable age, the artist published several
dozen works, among which there are “Démonstration du principe
de ’harmonie” (1750), “Code de musique pratique, ou Méthodes
pour apprendre la musique ...” (1760), etc. The appearance of these
works was provoked by the influence of new aesthetic beliefs of
the French public, dialogues and discussions with encyclopedists, in
particular Rousseau, Diderot and d’Alembert.
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Rameau’s inclusion in the socio-cultural space of his time was
incredible. He tried to create a reputation for himself as both a mu-
sician and a philosopher, striving to raise the theory of music to
the level of prestige that was given to the sciences. The composer
referred to the concepts of outstanding and popular scientific theo
ries of philosophers and mathematicians in the first half of the 18th
century, such as Sauveur, Newton, Descartes, which was part of the
strategy to popularize his works in the scientific world. Working
on theoretical treatises until the last days, in parallel Rameau was
intensively engaged in composing. According to the researchers, the
artist was never so stubborn a theorist as to neglect his own intuitive
musicality. In his works, the composer constantly referred to the

“bon gout” to eliminate differences in the exposition of the theory.

As a theoretician and composer, Jean-Philippe Rameau had a
unique opportunity to combine different types of activity in the cul-
tural discourse, but due to this he had an ambivalent assessment of
his contemporaries. Initially, he was perceived as a reformer of indi-
vidual components of the opera and a genius of a creative approach
to writing an opera work, however, in the late period of the artist’s
career, representatives of the Enlightenment subjected the composi-
tional and creative beliefs of Rameau preschool criticism. Despite this,
the artist’s immersion in the inner world, the intensification of his in-
tellectual life, without which the writing of theoretical works would
be impossible, became markers of his human personality, whose be-
ing is the continuous creation of oneself. The approach, consistent
with the modern concept of self-maid man, allowed the composer to
find perfect forms of representation of his own ideas: in parallel with
treatises, musical works appeared that embodied Jean-Philippe Ra-
meau’s thesis that “true music is the language of the heart”.

The music of Jean-Philippe Rameau, the mysteries of his per-
sonality, however, like other composers of the 17th-18th centuries,
became the focus of this year’s Kyiv Baroque Fest — the festival,
which is being held for the second time in the period of a full-scale
invasion. Filled halls of the Philharmonic, audience at pre-concert
lectures and discussion forum, sold out concerts of invited foreign
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performers testified to the public’s persistent interest in baroque art.
That art, which, despite the temporal distance, gives support and
hope, strengthens our strength and endurance in the struggle for the
right and opportunity to live in a world where the value of human
life and the interpretation of Reason as light are unconditional.
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[lepeOyBanHs y BiliHI K KpU3i CIIOHYKAa€ A0 MOUIYKY IIISXiB
MOJI0NIaHHs 3ryOHUX HACHIJKIB, BUTICHCHHS TPaBMU, CIPHUYHHE-
Hoi BiiiHOMO. Cepel YMCICHHUX Mpalpb Ha II0 TEMY, sIKi 3allOBHU-
J¥ KHIDKKOBI TOJIMLI OCTAaHHIMU TPhOMa POKaMH, 3BEPHEMOCH 10
po3nymiB Iropst Koznoscbkoro (1954-2023) — ByeHoro-pemiries-
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HaBIIsl, MUCIIUTEI S, BUKJIa1a4a, IMCbMEHHUKA; JTIOAWHH, 10 Tepe-
JKUJIa POCICHKHM MOJIOH, TPUHUKEHHS 1 TOpTypH. . Ko3noBepkuii
BUOKPEMIIIOE Pi3HI THIM I1HTENEKTY B JIOAMHM: pallioHAJbHUH,
SK3UCTCHIIITHUH, eMOIIHHUHN, COIialIbHUM, TINECHUN, TBOPYUHN
[3, c. 23-24]. OcobnuBy yBary aBTOp NpUIIJISAE €K3UCTCHLIHHOMY,
AKUHU cXUIIsie 10 GOPMYITIOBAaHHS CEHCOBHX BiJINOBIICH HA MUTAHHS
“HaBimo?”, GopMyBaHHS CEHCOBOI BiAMOBIJaTBHOCTI i, BiIITOBITHO,
CKEpPOBYE JIIOJUHY B MalOyTHE, a HE B MUHYJIE (KO HTH 3a MUTaH-
HAM “3a m0?”"). Benuke 3HaueHHsI, HA TyMKY aBTOpa, Ma€ TBOpYa
poOoTa i3 AOCBIJIOM TpaBMH, 3a IO BiATIOBIJa€ TBOPYUH IHTEICKT,
KU KOpoTKO BU3HayaeThes . KoznmoBebkum Takum unHOM: “Kpe-
aTUBHHUM piBeHb camopeaiizalii Ta cycmiJbHUX 3MiH. KynbsrypHa
(MucTenbKa) camopeaisalisi — TeaTp, TaHLl, JiTepaTypa, BUBUYCH-
HSI MOB, IHIIUX KyJnbTyp” [3, c. 24].

[Ipo BaxNMBICTH KyNBTYpH 1 MECTETBA B CUTYallii KPU3H SIK
HOCIIB KUTTE€JAMHUX IIHHOCTEH PO3MIPKOBYIOTH KYJBTYPOJIOTH,
MHUCTELTBO3HABL, comionory, ncuxonord. Lls Te3a He morpebye
JIOIATKOBUX apryMEHTIiB, BOHa € 0€3yMOBHO aKTyaJbHOIO IJIS pe-
nurmieHTiB. 1llo cTocyeTbess MUTIIB, TO OTPeOy€e yTOYHEHHS 1 J10-
noBHeHHs1. CripaBa B TOMY, 11O BiliHA SIK KpU3a BIUIMBA€E HAa TBOPUY
NPONyKTUBHICTE Kommo3uTopiB. 3rizno 3 K. J. Borowiecki Ta J.
O’Hagan, 11e nuTaHHs € JIOBOJII CKJIATHUM, aJKe BiifHa Ma€ HEIliHil-
HUU BIUIMB, SIKMH JOCTIIUTH i 00YMCIUTH IOBOII CKIaaHo. TyT, Ha
JIyMKY aBTOPIB, CIIiJ] ypaxoByBaTH TaKi MOKa3HUKH, IK TUI BIHHU
(oboponHa / 3arapOHUIIBKA; TPOMAASIHChKA, MI>KHApPOIHA, MiKKOH-
TUHEHTAJbHA, KOJIOHIAIbHA; BUTPaHa / MporpaHa Ta iH.); Bik KOMIIO-
3uTopa (HalOIbLI Bpa3MUBUMH € KOMIIO3UTOPH COPOKa POKiB, TOM1
SIK IBaJIATU-TPUIIATHPIUHI 1 CTApII ATACCATA MEHIIIOK MipOO
pearyioTh Ha BiiiHYy, y CTapIiUX MOPOAYKTHUBHICTh HAaBiTh IIiJBHU-
LIYETHCS); YUCIEHHI CYMyTHI OOCTaBHHHW (3MEHILEHHS 3aMOBJICHB,
oOMexeHHs! (pyHKLUIOHYBaHHS KOHUEPTHUX IHCTUTYLIH, y Wijo-
My — MarepianbHi TpyaHowi Tomo) [9; 10]. 3 ornsay Ha Te, o B
HAyKOBIH JIiTepaTypl HapabOBaHi MEBHI IHCTPYMEHTH JOCIIiIKEH-
HSl KOMITIO3UTOPCHKOI MPOIYKTUBHOCTI, BBAKAEMO, IO 1X JOLIIBHO
OyJie 3acTOCyBaTH y BUBUCHHI TBOPYOCTI XapKiBCBKUX KOMIIO3UTO-
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piB i yac BiitHK. Tinbku micns ii 3aBepieHHs. 3apa3 — o0epexKHi
CTIOCTEPEKeHH S, HAKPECICHH ST OKPEMUX TEH/ICHIIIH 3 KOHCTATALIEI0
TOro ()aKTy, 10 iIHTEHCUBHICTh KOMIO3UTOPCHKOI TYMKH BiJ| [10YaT-
Ky MOBHOMAcCIITaOHOT pOCiiCbKO-YKPaiHCHKOT BIHHU HE 3HU3UIIACK.

Hamararounce BUOKpEMUTH TIEBHI TEHJEHLIi Yy TBOPYOCTI Xap-
KIBCBKHX KOMIIO3UTOPIB, HATOJIOCHMO B MEPIIy Yepry Ha aKTyali-
3awii iHTepecy A0 yKpaiHChKOro (hOJIBKIIOPY Yepe3 LUUTyBaHHS abo
BIITBOPEHHSI XapaKTEPHUX OCOOIMBOCTEH (HONBKIOPHUX MENOAIH,
nanis, puTMiB. Sk mpaBuio, HUTAaTH a00 TeMU B AYCi HAPOIHUX Ii-
CEHb TPAaKTYIOTHCS CHMBOJIIYHO, KOMIIO3UTOPH B HHUX 3aKJIaJAIOTh
notyxHy enepreTuky. Y TBopi O. llleTrHchkoro “Lacrimosa” (2022)
JUTst TOO0sI, BAITOPHHU, IBOX TPOMOOHIB, CKPUITKHM M OpraHa THXOIO
CMUCIIOBOI0 KYJIEMIHAINIE€I0 € MEJOMisl, Y SKili KOMIIO3UTOP BiATBO-
PIO€ MPUKMETHI PUCH HAPOAHOTO YKPaiHCHKOTO MENOCy. ABTEHTHYHI
yKpaiHCBKi MenoAii, 310paHi 11e i yac CTyJeHTCHKHUX (POIBKIOPHUX
excriequuiid, Bukopuctani O. LletnHcbkuM y “YoTupbox yKpail-
cpkuX HacmiBax” mis doptemiano (2022) 1 “I’sTu ykpaiHChKUX Ha-
criBax” muis Biyenu (2022—2023). Kommio3utop po3BuBae ix 3acodamu
BJIACHOTO MUCHMa, YMIILLyIOUH B KOHTEKCT CBOET My3UYHOI MOBH.

“CiM ciB Ipo KOIOMHHKY” s cKpunku couto (2022) /1. Maino-
r0 € IPUKIaJOM KOMIIO3UTOPCHKOT'O BiITBOPEHHS (OJIBKIOPHOTO
JKaHPy B PI3HUX iMOCTACSX, IO T03BOJIsIE BUOYAyBaTH MacIITAOHUH
LUKJI 31 CKJIAIHOI MY3W4YHOIO Hapauieto. CUMBOJIIYHUM BHSBIIS-
€TBCSI 1 caM )KaHp, i HOro iHTepIpeTalis B KOHTEKCTi €BaHTeNbCHKOI
icTopii. bararomapoBicTh CMHCIIB, 3aKIaJeHa KOMIO3UTOPOM, 3y-
MOBHUJIAa MOXKJIUBICTH 1HIIOT TEMOpPOBOI peattizalii — po3ropTaHHs
YOTUPHOX YACTHH B OPKECTPOBY MAPTUTYPY B aBTOPCHKil peAaKiii
(“Yotupm cnoBa mpo KOJOMHUIKY ISl CMMQPOHIYHOTO OpKecTpy”,
2023) [auB. 6]. DoNBKIOPHI MOTHUBH 3BYYaTh i B MAaCIITAOHUX OpKe-
ctpoBux TBopax /. Mamoro — yBepTiopi “3emis npeakis” (apyra
penakuist 2024 poky) Ta Cumonii (2024).

Tsip “To He BiTep Bi€” 1. ['aiinenka na cnosa B. Coctopu ans mi-
mranoro xopy (2023), 3a ciioBaMu caMOro KOMIIO3UTOpa, CIIOBHEHU I
aJro3iii Ha yKpaiHCBKi MOBCTAHCHKI MICHI, BiAOBIAHO, aKTyali3ye
Mi3HIIUH map yKpaiHCbKOTO (QOIBKIOPY.
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bnun3bkoro 10 HapogHOi My3ukH € “KonnckoBa” 115 rojocy Ta
iHCTpyMeHTanpHOro ancamoOnio (2022) B. boraruproBa. Kommnosu-
TOp He LUTYye (OIBKIOPHUN MaTepiall, a BiATBOPIOE 00pa3 TUXO1
MY3UKH K OCepAs JIIoOOBI 1 3aTUIIKY, MPUCBAYYIOUH TBIp HIiTIM,
KOTPI CTPa)XAat0Th BiJl )KaXJIMBOTO I'yPKOTY BiHH.

IMoTy>KHOIO JiHIEIO TBOPYOCTI KOMIIO3UTOPIB XapKoBa € Ta, Ky
MOKHa Ha3BaTH “iCTOPHYHOIO™: 1€ (hikcallisl iCTOPHYHUX MOAIH, 1H-
Tepec JI0 ICTOPUIHOTO MUHYJIOTO 1 CbOTO/IeHHS. JIesiki TBOPU MICTSATH
CBOEPIJHI MapKepy NPUHANEKHOCTI caMe A0 POLy BOEHHHX: MpO-
rpamMHy Ha3By (“Boenne Tpio” mis ckpunku, Tpyou 1 opremiaHo
(2022) O. IlleTuncrkoro), Ha3By-cuMBoi (“De Profundis” aust deit-
TH, r000s1, CKpUIIKH, BiosoHveni i 6asna (2023) ta “Lacrimosa” O.
leTHHCHKOTO), BIACUIIKY 1 aJt03ii Ha POCIMCHKO-YKpaiHChKY BilHY
B TekcTi (“Tenon” mis rojocy, xopy Ta yaapHux (2024) 1. T'aiinen-
Ka), 3BYKOB1 CHMBOJIH BiifHHM (iMiTallisl CATHAJIiB IOBITPSHOI TPUBOTH
MiJHUMH 1yXOBUMH iHCTpyMeHTamH B “Lacrimosa” O. llleTnHcbKO-
Tr0), XapaKTepHi JApaMaTH4Hi 1 repoiuHi o0pasu, MO BTITIOIOTHCS Y
BianoBigHOMY Tumi TemMarusmy (Cumdonis . Majioro), MOTUTOBHI
obpasu (“Monuta” mst gopreniano (2022) K. Ilanadosoi) Toro.
CrpaBni, nesiki 3 IUX MapKkepiB MoTpeOyIOTh 3HaHHSI KOHTEKCTY Ta
icTOpii HamUcaHHSI TBOPY, TAEMHHUX IIUQPIB, SKI MOXKYTh HaJaTH
TiJIBKM KOMIIO3UTOPH, IPOTE MAIOUM iX, MOKHA 3 MIEBHICTIO TBEPAHU-
TH IIPO iICHYBaHHS BEJIMKOI IPYIN TaK 3BAHUX BOEHHUX TBOPIiB — 32
4acoM CTBOpPEHHS, 3a AYXOM, 3a 00pazaMu, 3a TeMatukoro. Jlo iei
IPyIH HaJIeXaTh 1 MUCTELbKI pediekcii Ha TeMy pociiicbko-yKpaiH-
CBHKOI BIHHU — CBO€EpIAHI My3UYHi CIIOB1JIi, OAKPOBEHHS, PO3MHUCIIH.
Brache ¢inocodcbkuii BUMip MPUCYTHIN, HATIEBHO, Y KOXKHOMY Cep-
HO3HOMY TBOpI, HATMCAHOMY MiJ Yac BiiHU. OnHaK MOBa ize came
po pedICKCUBHUI TUT BUCIOBIIOBAHHS. Pi3HOIO MipOIO 1 B pi3HHIA
cnoci0 BiH peanizyerbes y “Lacrimosa” O. llleruncpkoro, “MonuT-
Bi” K. Ilanauoroi, KBinTeTi “Binrominu” nus QueiiT, kiapHeTa,
CKpHUIIKH, BiojoHueni Ta ¢opreniaHo (2024) ta Conati Ay anbra
cono (2024) B. boraruproBa, Lamento-Bapianisix 1js ¢gopremniano
(2022) Ta [Nacakanii “OcTaHHs MiCHS SHroa” JJISI KAMEPHOTO OpKe-
cTpy / abo aBox Qopreniano (apyra peaakuis — 2023) . Mazoro.
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IHTepec 10 icTopuuHOI CHaAIMHY H ICTOPUYHOI Mam’sITi SIK He-
00X1THUX CKJIaJHUKIB KYJIBTYPHOI Ta HAlliOHAIBHOI 1IEHTHYHOCTI
BUSBIISIETHCS B IUIOUIMHI PEJAKTOPCHKOI AiSIBHOCTI W OpKecTpy-
BaJIbHOT TBOPYOCTI XapKiBCHKUX KOMIO3MTOPIiB. lIpoTsrom iita
2024 poky O. llletnHchKUi 3AiIHCHUB pelaryBaHHs 1 MiTOTOBKY
J0 BUKOHaHHs mapTuTypu i1 mapTiit Ilepmoi cumdonii “Ilam’sari
myueHukiB badbunoro fApy” . Knebanosa. Cum¢onist mpo3Byyana
y BHKOHaHHI HarioHanbHOTrO 3aciy’KeHoro akaaemiuHoro cumdo-
HIYHOTO OpKeCTpy YKpaiHu MiJ KepiBHULITBOM HAPOJHOTO apTHCTa
VYkpainu B. Cipenka B Kuesi 29 Bepecus 2024 poxy B Hamionans-
Hill pinapmonii Ykpainu [2; 7].

IlixaBuM nocBijiom ctana pobora B. boraruproBa Ham op-
kectpyBanuaMm “Iliaripsa” M. BepOunpkoro, ska mepepocia y
CIPaBXHIH KOMIIO3UTOPCHKO-AOCITITHUIBKUN MPOEKT. 28 KBITHS
2024 poky y JIbBIBCHKOMY OpPraHHOMY 3aji B paMmKax cTparerii
Ukrainian Live BizOynack mpem’epa OHOBJICHOTO OPKECTPYBaHHS
criBorpu “Iliaripaan”, Ha 10 BiATYKHYJINCS BiIOMi MYy3UKO3HABII
1 komnozuTtopH [3; 4; 8], a opkecTpyBaJbHUK M1 10MB MiACYMKH CBO-
€1 po0OoTH y mOCHiTHUIBKIN cTarTTi [1].

Jye HecrofiBaHOIO BHSIBHJIACS II€ OAHA JIiHis y TBOPUYOCTI
XapKiBCBKMX KOMIIO3MTOpIB, SIka BUKIMKA€E acomiamii i3 TBopuyic-
TIO POMAHTHKIB, — II€ CBOEpiAHA “BTe4a BiJ peajbHOCTI” uepes
3BEpHEHHS JI0 “HE3BUYHOIO 1 Ccrielu(iqHOr0”, sike HiOW BUBOIUTH
KOMITO3UTOPCBKY JIYMKY 32 MEXi JKaxJIMBOTO ChbOrofieHHs. Tak,
MpOrpaMHUMH pooOpa3amMu AJIE YOTHPHOX dYacTuUH “/liaToHiu-
HUX eTiofiB” s ¢opreniano (2024) JI. Manoro cramnu reorpa-
¢iuni MmicueBocTi Ha pi3HMX IutaHeTax CoHsyHOI cuctemu: Mope
Cnokoro Ha Micsui, T'opa Onimn Ha Mapci, 3emnst Adpozitu Ha
Benepi, boposuu Ilanteon na Mepkypii. Bei Bonn 00’enHaHi yHi-
KaJIbHICTIO, BEIMYHICTIO il aHTHYHUMH KOHOTAIlisIMU B Ha3Bax. Ha
MpOrpaMHUH 3aJyM BIAMOBIIHUM YHMHOM pearye My3HKa: eTIONH,
HE3BAKAIOUM Ha KAHPOBY Ha3BY, 030aBJIeHI 30BHIIIHBOI OJIUCKY-
401 BIPTYO3HOCTI.

Xapkis xkuBe i xutuMe. Moro ;KuTTS 3aKapOGOBYETHCS B Xy I0K-
HIX TEKCTaX, sIKl € TEKCTAMHU CBIUYEHHS 1 TaM ATi...
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War as a crisis compels individuals to seek ways to overcome its
harmful effects and process the trauma it causes. Among the many
works on this subject that have filled bookshelves over the past three
years, the thoughts of Thor Kozlovsky (1954-2023) — a religious
scholar, thinker, teacher, writer, and survivor of Russian captivity,
humiliation, and torture — stand out. Kozlovsky identifies various
forms of human intelligence: rational, existential, emotional, social,
bodily, and creative [7, p. 23-24]. He places particular emphasis
on existential intelligence, which helps formulate meaningful an-
swers to the question “why?” and fosters a sense of responsibility
oriented toward the future, as opposed to dwelling on the past (as-
sociated with the question “for what?”). Kozlovsky highlights the
importance of creative engagement with trauma, rooted in what he
defines as creative intelligence. He describes this as “the creative
level of self-realization and social change. Cultural (artistic) self-
realization — through theater, dance, literature, language learning,
and exploring other cultures” [7, p. 24].

Cultural experts, art critics, sociologists, and psychologists all
acknowledge the vital role of culture and art in times of crisis as
bearers of life-affirming values. This idea resonates strongly with
audiences today and requires little additional justification. For art-
ists, however, it warrants further exploration. War, as a crisis, inevi-
tably affects the creative productivity of composers.

K. J. Borowiecki and J. O’Hagan argue that the impact of war
on artistic productivity is non-linear and complex, making it chal-
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lenging to study and quantify. They suggest several key factors to
consider: the type of war (e.g., defensive vs. aggressive; civil, inter-
national, colonial; won vs. lost), the age of the composer (with those
in their forties being the most vulnerable, while those in their twen-
ties, thirties, or over fifty show varied reactions, including increased
productivity among older individuals), and accompanying circum-
stances such as reduced commissions, limited concert activity, and
general material hardships [2; 3].

Given that methodologies for studying composer productivity
during crises are already established in the academic literature, ap-
plying these tools to analyze the work of Kharkiv composers dur-
ing the war would be particularly valuable — albeit after the war’s
conclusion. For now, observations and preliminary insights suggest
that the intensity of creative thought among composers has not di-
minished since the start of the full-scale Russian-Ukrainian war.

In examining trends in the work of Kharkiv composers, one no-
table tendency is the renewed interest in Ukrainian folklore. This
is expressed through the quoting or reimagining of distinctive fea-
tures of folk melodies, modes, and rhythms. Such quotations or folk-
inspired themes are typically imbued with deep symbolic meaning
and powerful energy by the composers.

For example, in O. Shchetynsky’s Lacrimosa (2022) for oboe,
French horn, two trombones, violin, and organ, the melody reaches
a subtle yet poignant culmination, reflecting the unique qualities
of Ukrainian folk melos. Similarly, Shchetynsky incorporates au-
thentic Ukrainian melodies, collected during his student folklore
expeditions, into Four Ukrainian Chants for piano (2022) and Five
Ukrainian Chants for viola (2022-2023). These melodies are rein-
terpreted and expanded through the composer’s distinctive musical
language, seamlessly integrating them into his contemporary idiom.

Another compelling example is D. Malyi’s Seven Words About the
Kolomiyka for solo violin (2022), which explores the folklore genre in
various guises. This allows for the construction of a large-scale cycle
with a complex musical narrative. Both the genre itself and its rein-
terpretation within the context of the Gospel story carry deep sym-
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bolic significance. The layered meanings embedded by the composer
led to a timbral expansion in the orchestral adaptation, Four Words
About a Kolomiyka for Symphony Orchestra (2023) [see §].

Folk motifs also resonate in Malyi’s large-scale orchestral
works, including the overture Land of the Ancestors (second revi-
sion, 2024) and his Symphony (2024). These works further under-
score the enduring influence of Ukrainian folklore in the creative
output of Kharkiv’s composers.

I. Haydenko’s The Wind Does Not Blow (2023) for mixed choir,
set to the words of V. Saussure, is steeped in allusions to Ukrainian
insurgent songs, evoking the later layers of Ukrainian folklore, as
noted by the composer.

Similarly rooted in folk traditions is V. Bogatyrev’s Lullaby
(2022) for voice and instrumental ensemble. While the work does
not directly quote folklore, it captures the essence of quiet music as a
symbol of love and comfort. Dedicated to children enduring the dev-
astating sounds of war, the piece poignantly reflects their suffering.

Another significant thread in the work of Kharkiv composers
is a focus on historical themes — capturing historical events and
exploring both the past and the present. Many compositions exhibit
unique markers of the military genre. These include programmatic
titles like O. Shchetynsky’s Military Trio for violin, trumpet, and
piano (2022); symbolic names such as De Profundis for flute, oboe,
violin, cello, and accordion (2023) and Lacrimosa (2022) by the
same composer; textual references to the Russian-Ukrainian war, as
in I. Haydenko’s Helon for voice, choir, and percussion (2024); and
sonic representations of war, such as brass instruments imitating air
raid sirens in Shchetynsky’s Lacrimosa. These works often embody
dramatic and heroic imagery through thematic content, as seen in
D. Malyi’s Symphony, or include prayerful motifs, as in K. Pala-
chova’s Prayer for piano (2022).

Many of these markers require knowledge of the context and
history behind the works, as they often include hidden ciphers that
only the composers themselves can decode. However, armed with
this insight, one can confidently identify a substantial body of “war
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works” distinguished by their time of creation, spirit, imagery, and
subject matter. These compositions include profound artistic reflec-
tions on the Russian-Ukrainian war, offering musical confessions,
revelations, and meditations.

The philosophical dimension runs through nearly every serious
work created during the war, yet its reflexive nature is particularly
prominent in specific pieces. Examples include Shchetynsky’s Lac-
rimosa, Palachova’s Prayers, Bogatyrev’s Quintet for flute, clarinet,
violin, cello, and piano (2024) and Sonata for Solo Viola (2024), as
well as Malyi’s Lamento Variations for piano (2022) and Passaca-
glia: The Last Song of an Angel for chamber orchestra or two pianos
(second revision, 2023).

The interest in historical heritage and memory, as essential ele-
ments of cultural and national identity, is clearly reflected in the
editorial and orchestral work of Kharkiv composers. During the
summer of 2024, O. Shchetynsky edited and prepared the score and
parts for D. Klebanov’s First Symphony In Memory of the Martyrs
of Babyn Yar. This significant work was performed by the National
Honored Academic Symphony Orchestra of Ukraine, conducted by
People’s Artist of Ukraine V. Sirenko, at the National Philharmonic
of Ukraine in Kyiv on September 29, 2024 [4; 9].

A particularly noteworthy endeavor was V. Bogatyrev’s orches-
tration of M. Verbytsky’s Pidhyriany, which evolved into a genuine
composer-research project. The premiere of this renewed orchestra-
tion took place on April 28, 2024, at the Lviv Organ Hall as part of
the Ukrainian Live initiative. The performance received significant
attention from prominent musicologists and composers [5; 7; 10],
and Bogatyrev later documented his findings and creative process
in a research article [1].

Another intriguing trend in the work of Kharkiv composers, rem-
iniscent of Romantic traditions, is an “escape from reality”” achieved
through an appeal to the unusual and the specific. This approach
offers a departure from the harshness of the present by exploring
otherworldly themes. For instance, D. Malyi’s Diatonic Etudes for
piano (2024) take inspiration from geographical landmarks on vari-
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ous planets of the Solar System: the Sea of Tranquility on the Moon,
Mount Olympus on Mars, the Land of Aphrodite on Venus, and the
Furrows of the Pantheon on Mercury. These titles, imbued with a
sense of grandeur, uniqueness, and ancient connotations, guide the
music. True to their programmatic foundation, the etudes eschew
superficial virtuosity in favor of profound and evocative expression.

Kharkiv lives and will continue to thrive. Its essence endures in
artistic texts — texts of testimony, memory, and resilience.
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BYJIMUHA MY3UKA I ®PAHIY3bKHI IIIAHCOH SIK PE-
MNPESEHTAIISI CUMBOJITYHOI'O ITAPUKY
(HA ITPUKJUTA AT ITICHI FO. 2KUPO “III I HEBOM ITAPUXKY”)

Knrouoegi crnosa: ¢hparnyyzvkuti Wiancow, 8YIUYHA MY3UKA; CUM-
soniunutl 0bpas Ilapuoicy; akopoeon; eanbc-miosen.

OpaHIy3pKUH MIaHCOH — OCOONMBHN KYIBTYPHHH (PEHOMEH,
AKUH KOHLEHTpYyeE ysiBIeHHs npo [lapmx sk micTo Mpiid 1 cromi-
BaHb, JIe HAPOIKYIOThCS icTopil KoxaHHs. CriB IaHCOHBE a0 3Ha-
HioMa Meofis Koro micHi, sika 3BYYUTh Oyab-zie, 3AaTHI MariyHo
MepeHecTH cllyxada B ysiBHil mpocTip cumBomniunoro [lapuxy, 3a-
MPOLIYIOYH JI0 MPOTYJISHKHU BYJIULSMH [[LOT'O MiCTa 3aKOXaHUX.

MoTuBHu (ppaHIy3bKOr0 MAHCOHY HE3MIHHO BKJIIOYAIOTh Y pe-
nepTyap BYJIMYHI My3UKaHTH BCbOTO CBITY. Sk mpaBuio, ix BUKO-
HY€ COJIBHO akopaeoHicT. Cepea YMCICHHUX 3Pa3KiB MOMYJISIPHOL
MY3UKH OOHMpaloTh MEPEBaXHO BallbCU-MIO3ETH ab0 iHCTpPyMeEH-
TallbHI TepeKJIaJeHHs] (paHLy3bKUX MiceHb cepearHu XX CTO-
nitts. [lowyBmm takoro tumy sound, mronuHa “ine Ha romoc”
[Tapuxy.
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BynnuHe My3MKyBaHHS € MapKepoM MY3WYHOr0 XapKoBa.
Bucoka koHLEHTpalis My3MKaHTCHKOI CIiJIBHOTH, HasBHICTh Me-
TPONOJNITEHY, MapKiB Ta MJIOLI CTBOPIOIOTH Y “TIPOCTOpi MOTOKiB”
npuBalIMBe cepeoBULIe IS ByJUYHOr0 My3ukaHTa. HezanexHo
BiJl yMiHb Ta HaBHUYOK, KOKEH 3a Oa)KaHHSIM Ma€ 3MOTY BUUTH IO
JIoNel 4K TO B MapK, YU TO B METPO, HaBiTh CTAaTH MiJ “rpamyc-
HUKOM™ Oinst BXoAy 10 craHuii “lcropmunuii My3ei” 1 MaTH ycmix
cepell CBO€T CTUXIMHO 3rypTOBaHOl ayIuTOpii.

3YNUHUTH 1 IPUBEPHYTH yBary MepexokKuX 3IaTHUH BiATBOpe-
HUH y 3Haliomux Menomisax oopas [laprxy, sikomy noOpe macye By-
auyHa atMocdepa MUpHOro XapkoBa HaBKOIO OapiB Ta kabape i3
JKUBHUM 3BYYaHHSIM MY3UKH. [lepecBimunTrCS B IBOMY MU MOXXEMO,
KOJI 4Y€MO, 30KpeMa, Y BUKOHAHHI BYJIMYHUX MY3HKaHTIB BaJbCO-
By Menoziito “Sous le ciel de Paris” (“Ilix ne6om [Mapmxky”, 1951). He
MO’KHA HE BITI3HATH LIEH MOTHB, SIKUI OJpa3y MEpeHOCHTH clyxada y
MpiliiuBy arMocdepy. HaBpsin uum ciryxadi MOXKyYTh 3rajaru, o 1e
ITiCHSI 3 OHOMMEHHOT0 KiHO(ibMY pexucepa JKronbeHa J[1oBiB’e, Ha-
nucaHa TpuausTupiuHIMH FO0epom XKupo ta noetom JKakom [Ipe-
»akoM. LIst kiHocTpiuka noka3ye onuH AeHb “mia nHebom [apmxy”, ne
MEePETLTITAI0ThCS BETUKI Ta MaJii TIOIT B )KUTTI 6arathox Jrofaei.” V
CJIOBAX IMiCHI WIETHCS PO MEPECIYHUX MEIIKAHIIIB MicTa, SKUX HE0O
00’eTHY€E CBOIM CKJICMIHHSAM, TYT 3rajiaHi CTApOBHHHI ByJIULI i MOC-
TH, a piuka CeHa Hece cBOi BOIH, HIOM po3noBigaroun icropii; [Taprk
JKUBE Y PUTMI BECENOi My3HKH, JI€ JIFOAN KOXaIOTh 1 3HAXOISATh MIACTS.
Ha expaHi micHs BUKOHYETBCS] Ha MICBbKil BYJIHIII OIS MOCTY SIK OKpe-
Ma CLieHa BiIMOYMHKY MPOCTUX JIIONIeH y IpyskHil arMocdepi (BoHU
BJIAIIITYBAJIM MMKHIK — HEBUMYIIICHE 3aCTLLIs Ha 3eMJi) [8].

Sk 1 6araro miceHb 3 KiHOQIIBMIB TOT0 Yacy, Bajibce “Ilix Hebom
[apuxy” TpOIOBKHUB CBOE ICHYBaHHS 11032 EKPaHHUM IIPOCTOPOM,
TpaHCIIOIUX CUMBOIIYHI ysaBieHHs npo [lapuxk. Huni Bxxe He npu-

19 . . - .. .
“<L> ElL[Ha CTapa JXIHKa, MapHO UMK ACHb IITyKarO49H, YUM oun HaroxyBaTH CBOIX T'OJIOTHHUX KOTIB,

SIKi HamaJaM Ha Hel, OTPUMY€ HeCTO/liBaHy Haropoy Bijl MaTepi, sika 3aBSIKH iif 3HAHIILIa BBEYEPi CBOIO
MaJIeHbKY JIOHEUKY, sIKa 3ary0Omiacs 3 caMoro paHky. MoJiozia AiB4MHa, SKa Mpi€ PO CIPaBXHE KOXaHHS,
BIZIMOBIISIETBCSI BiJI OJAPYTH IUTHHCTBA, 100 MOTPATINTH TTiJl HIK CKy/IbITOpa-caaucTa. OCTaHHBOTO
3aCTPEIINB TMONINEHCHKHH, SIKUIi BUITAKOBO TIOPAHUB POOITHHKA, SIKUIi TOBEPTABCS TOAOMY ITiCIIs
YCIIIIHOTO pe3yibTary cTpaiiky. [TocTpaxaanoro BpsTyBaH 3aBISKH TIEPIiil onepariii Ha BiJKpUTOMY
cepii, sIKy 3p0OHB MOJIOAMI Xipypr, sIKHil IOHO IIPOBaNMB iHTEpHATYPY... <...>” [6].

— 165 —



Cuna mucmeymea: My3uyHi, meampaibHi ma MUCMeymeosHasyi apmuK)iAyii

raayroThcs aHi croxkeT (ibMY, aHi ciloBa micHi. [i Ha3Ba He acoi-
IO€TBCS 13 PEIyTaLli€I0 MICTa 3 THCSYOIITHBOIO ICTOPI€I0, 00’ €KTOM
MaJOMHHITBA TYPUCTIB BCHOTO CBITY. Menofis TyT y3aralbHIOE
paaicTs OyTTs, BECHSHUN HACTPIN 1 MOYYTTS B3a€MHOCTI B KOXaHHi.

[Ticnst Buxony ¢inbMy 3’siBUHCS HOBI 3anmucu JKionbeT I'pexo
(1951), Enir ITiag (1954), sxi copusiiv TOMKUPEHHIO IICHI Ta BXO-
JDKEHHIO 11 y “3aii3HMii penepTyap” IIAHCOHBE. 3aBIASKH HOBUM
yMoBaM (DyHKLIOHYBaHHS 3rajka npo ¢iasM Ta ioro noxii po3uu-
HWJIMCS B 4aci, MICHS moyaia CIpUAMAaTHCS SIK OKpEMHI Ta caMo-
ctiitnuii TBip. [losiBa 3anucy Isa MonTana (1964) Gisblie Hix yepes
JecATh POKIB Micis BUXoAy (iabMy 3aCBiJuy€ HOBHI CTaTYC IMiCHI,
sKa MIePEeTBOPIOETHCS Ha “‘evergreen” — “BIYHO3EJICHUH™ XiT, 11O €
3aB)KJU aKTYaJbHUM Ta HE3MIHHO “CBIXKUM” 1715 ciyxadiB [1].

Toxi x, y 1960-x pokax, micHSI MOYMHAE TOMIKUPIOBATHCS Tepe-
Hamu CPCP, konu 3pa3ku 3axiHOro KiHematorpady craiu Hepij-
KUMH B Mpokati. JIipuuHuii CIoKeT 1 MENOAWYHHHA CTUIIb OApasy
3amaB y cepls JIoJeH, 1o 3yMoBHIIO i monymnsipHicTb. Kpim Toro,
($paHLy3bKH MIAaHCOH Y 00y BIAMWTH 3a3BydaB B edipi pamio i
TeneOaYeHHs, acOIIIOI0YUCh 13 TUM MICTOM, Jie O y Ti 4acu XOTiB
noOyBaTH KOXKEH.

Bynuyni My3ukaHTH onpa3y MigiOpanu MeNofilo 1 Hodaiu
BUKOHYBAaTH ii B pi3HOMaHITHHX 00poOkax. Buxinx wmiei micHi “Ha
BYJUIIO” B IHCTPYMEHTAJIBHOMY aKOPACOHHOMY BHUKOHAHHI B ya-
cH icHyBaHHS “3ami3Hoi 3aBicu” Mix CPCP i1 3axomom nerainizyBas
croci0 “iHIIOro KUTTA”, € MOXKJIMBA IIMPICTh, HEBUMYIIEHICTH 1
cB0OOAa MOYYTTIB. 3a HagBHOCTI 000X BapiaHTIB i3 CIOBOM 1 0e3
cioBa (MJaTiBKM Oyl B MPOKaTi, HOTM MOKHa Oyno migiopatu
a00 KyNUTH) HAaHOIIbII JOCTYITHUM BUSBUBCS 1HCTPYMEHTAJIBHUI
aKOpACOHHUH BapiaHT. Tak JJIs HAINIOrO MEPECIYHOTO CIiBBITUM3-
HUKa BiJl TBOPY 3aJIMLIMIIACS TITBKH MEJOMIs.

[lepeBipka vyacom BHSBUIA, IO MEJOJIHHICTE MY3UKH HIOH
po3unHUIa B cOO1 MOETHYHUN TEKCT, yTiM J00pe BIi3HaBaHUI 00-
pa3 cumBodiuHoro Ilapmxky 36epirca. Komnosuuilina OynoBa micHi
JI03BOJIsLIAa ICHYBAaTH IHCTPYMEHTaNBHIN Bepcii AK IiNIKOM camo-
JOCTaTHIH, ajKe Maya CKJIAIHy TPUYACTUHHY PENpPHU3HY CTPYKTY-
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py 31 Bcryniom (8 T. — ABA). TemaruuHi HOBTOpU JalOTh 3MOT'Y
BHKOHABCHKOMY BapilOBaHHIO Ta QakTypHil immpoBizawii. Banbco-
BUI METPOPUTM HaJa€ 3By4aHHIO POMaHTHYHUX KoHOTaUid. Iap-
MOHIYHHMH IJIaH AOCTaTHBO NPOCTHH: MOBHHMH (PYHKIIOHATBbHUI
3BOPOT T'OJIOBHOT TEMH TEPILOr0 PO3ALTY HOEAHYETHCS 3 AOTOMIX-
HUM y KOHTpacTHil TeMi. [louaTkoBuii MiHOpHHI J1a]l 3MiHIOETHCS
Ha OJIHOWMEHHHMI Ma)XOp CEpEeAHBOTO PO3JALTY 3 BIAXWICHHSMHU Y
napa’esbHi TOHAJIBHOCTI i rapMoHiuHi cTyneHi (IV,,,,), 110 BUKIN-
Kae eQeKT “cBITIOTIHI". [y criodydeHHs TeM 3aCTOCOBYIOTHCS PO-
3IMKHYTI TUIIU OOYAOB 13 3ylIMHKaMH Ha JOMiHAHTOBIH rapMOHii
nepes MoYaTkoM HOBOTO po3niny. [IpocToTa rapmMoHi4HOrO po3rop-
TaHHS POOUTH 110 MICHIO JIETKOIO JIsl CIyXaHHs HaBiTh TP YaCTUX
noBTopax. MenoaiifHUi MaJIOHOK PO3rOPTAETHCS SIK XBUIJICNOAI0-
Ha JiHis, aJpke TITBKA TaK MOXHa TIOKa3aTH Kpacy Pi3HUX CTOPiH
rojocy cmiBaka. IlocTymoBuii raMomomiOHUN pyX 3MiHIOETHCS
CTpHOKaMH Ha BEIUKY CENTUMY 3 PO3B’I3aHHAM y cekcTy. HaBiTh
KOPOTKOYACHI 3aTPUMKH Ha OIHIM HOTI 3rol0OM KOMIICHCYIOTBHCS
AKTUBHUM T1AHOMOM Ta 3yNMHKOIO HAa ONOPHOMY TOHI.

SIK mpaBuUII0, CHOrOHI MiCHS 3ByYHTH y MOOYTI Ha IBOX JIOKALi-
SIX: Ha TUIOLI1 Y BUKOHAHH1 BYJTMYHOI'O aKOPJICOHICTa 1 ... Ha aKaJieM-
KOHLIEPTI, I AITH HAMararoThCsl BAKOHATH BUBYEHI HOTH OOpPOOKH
3 pi3HUM CTYIIEHEM PO3YMiHHS, aje 3 BeJIUKUM 3a70BoeHHsIM. Ha-
MIEBHO, Y MeJaroriyHui pernepTyap L MiCHs MOTpanuia IBUALIE 32
BCE HE 3 Mellia, a caMe 3 BYJIHII SIK “T’eca cy4acHOro pernepryapy’.

VY BUKOHAHHI Ha BYIHWLI MiCHS MaKCUMaJbHO HaOIMKAETHCS
JI0 CBOT'O aBTEHTHYHOTO (Y CEHCI KIHOCIOKETY) BiATBOPEHHSI, aJ[)Ke
BYJIMILS MiCTa BiJ caMOro novarky Oyna ii apeasoMm moOyTyBaHHS,
He(OPMATBHICTD 1 “OJIM3BKICTH JI0 TPOCTUX MICTSH 3aKJIa aIucs
B KOHIICTILI0O TBOPY. ByJIMYHMN aKOpAEOHICT “MIO3ETHOrO” CHpsi-
MyBaHHA? HIOM ineHTH(DIKYye cebe 3 “THIONOriYHHM IIAHCOHBE”,
MY3UKaHTOM, IO Ma€ CBill “3ali3Hui penepryap’, 3aBASIKU IKOMY

20 . . . .
l'[pw BH60p] penepryapy U BYJIIHII JAJIEKO HE KOXKEH aKOPACOHICT FOTOBUHU IPEACTABIIATH CBOIO

MaifcTepHicTb yepe3 (paHIly3bKHii Balbc-MI03eT. L{e moTpelye X0poIoi TeXHIYHOI MiIrOTOBKU Ta
PO3YMiHHS €CTETHKH XaHpy. Y Mepiosl CBOET MPAKTHKU ByTHYHOTO MY3HKyBaHHs B XapKOBi MU IOMidain
MaJio JIFoieH, sIki Opaim Xoda 6 JeKibKa BaIbCiB-MIO3€TiB. 3Bi/ICH BUILIMBAE, IO XOPOIINH My3HKaHT 3
TAaKHM penepTyapoM NpUpedeHHil Ha ONyIAPHICTh i yHIKAIBHICTh B 04ax IMyOIiKn.
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BUOpaHa HUM JIOKALlisl ISl My3UKYBaHHS MPOTATOM KiJTbKOX MHT-
TEBOCTEH MEPETBOPIOETHCS HA MAPU3bKY BYJIHIIO OONIH3Y Oapy-Ka-
Oape, 3 SIKOTO JTUHYTb PaAiCHi FOJIOCH, HABKOJIO TAXHE BUITIYKOIO, /1€
BCE OBIsIHE JTYXOM MOJIOJIOCTI i r000Bi. Le#t 00pa3 3akpirmitoeTbes
1 32 CaMUM MY3UKaHTOM, TOOTO JIIOAM, TOMIYar0uu HOro 3HOBY (Y
pasi peryaspHOTO BiABiAYyBaHHS JIOKaLii My3UKaHTOM), Ofipasy IMo-
puHaTh B arMochepy cumBomiyHoro Ilaprxky. Cnin 3ayBakuTH,
110 HaBiTh MPH OOMEKEHOMY B CTHJILOBOMY CEHCI penepTyapHOMY
pecypci 1ield My3UKaHT MaTUMe YCIiX B ayauTopii. Amke myOmika
cnpuiiMaTuMe HOro TBOPYICTH SIK IOCh IHTUMHE Ta ocoducte. Kpim
TOTO, BIATYK Ha MY3HUKY OyJe OLIbIINM, SKIIO MY3HKaHT TpaTHMe
cojo, 06e3 TpaIuUiHHOTO A MIO3ETy CKJaay (aKOpAeoH, ritapa,
KoHTpabac, yaaphi). ['paroun 110 My3uKy MUPO, “Bia mepoi oco-
O1”, My3UKaHT YCTaHOBIIIO€ EMOIITHUH 3B’5130K 31 CBOEIO Iy OJIiKOFO:
MIO3€T JIYHA€E BiJl cepisi 4O Ceplisl, 3aJIMIIAI0YU MO3UTHBHUM CIIiJT Y
nam’siTi. Jlroguna, sika Hikonu He Oyna B [laprki, He yyna My3HKH,
IO TaM JIyHa€, IPH MiHIMAJIbHHUX YSBJICHHSX MPO 1€ MICTO 3 JIer-
KICTIO 3aHYPIOETBCS B aTMocdepy “CBsTa, AKe 3aBXKAU 3 TOOOI0”,
Ta IPOXKUBAE MUTH CBOI'O Oy/ICHHOTO iCHYBaHHS HEHa4ye B 1HILIOMY
BuUMipi. OcoOMMBOro 3Ha4YeHHs NMPU LHOMY HaOyBae CHOHTaHHHH
XapakTep BYJWYHOTO MY3UKYBaHHs, sSIKe HECMOAIBaHO 3a0apBIlloe
BITUYTTA Tepexoxux abo cymom, abo panicTio, abo HOCTaJBTiElO,
30araqyroyu Mo3aiky eMoOLil 3a JOCUTh KOPOTKHUH MPOMikKOK dacy.

Cepen cyyacHHMX HayKOBLIB-COILIOJIOTiB MOOYTye AyMKa, IO
KyJNbTypa BYJIMYHOIO MY3UKYBaHHS € BUAO3MIHEHHM THIIOM JKe-
OpanTBa. Aje SIKIIO MY3MKaHT, CTBOPIOIOYM HaxxuBo soundtrack
MICTa, Iapy€e CBOIM cllyXadaM “MHTTEBOCTI IIacTs’” 1 JOCBiJ “iHIIO-
ro KHUTTA”, TO YU CIIPABEAJIUBE LI CY)KEHHS?
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STREET MUSIC AND FRENCH CHANSON
AS A REPRESENTATION OF SYMBOLIC PARIS
(BASED ON THE SONG “UNDER THE SKY OF PARIS”
BY J. GIRAUD)

Key words: French chanson; street music; symbolic image of
Paris; accordion; waltz musette.

French chanson is a special cultural phenomenon that imple-
ments the idea of Paris as a city of dreams and hopes, where love
stories are born. The singing of a chanson or the familiar melody of
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its song, which can be heard anywhere, can magically transport the
listener to the symbolic and imaginary space of Paris, inviting lov-
ers to walk the streets of this city.

The motifs of French chanson are invariably included in the rep-
ertoire of street musicians around the world. As a rule, they are per-
formed as solo by an accordionist. Among the numerous examples
of popular music, they mostly choose waltz musette or instrumental
arrangements of French songs from the mid-20th century. A person

“follows the voice” of Paris, when hearing this type of sound.

Street music is a marker of musical Kharkiv. The high concentration
of the music community, the presence of the subway, parks and squares
create an attractive environment for street musicians in the “space of
flows”. Regardless of their skills, everyone has the opportunity to reach
out to people either in the park or in the subway, even perform under
the “thermometer” at the entrance to the Historical Museum station,
and be successful among their spontaneously united audience.

The image of Paris reproduced in familiar melodies can stop
and attract the attention of passers-by, and it fits well with the street
atmosphere of peaceful Kharkiv around bars and cabarets with
live music. We can see this when we hear, in particular, the waltz
melody “Sous le ciel de Paris” (“Under the Sky of Paris”, 1951)
performed by street musicians. One cannot help but recognize this
motif, which immediately transports the listener into a dreamy at-
mosphere. It is unlikely that listeners will remember that this is a
song from the film of the same name directed by Julien Duvivier
and written by 30-year-old Hubert Giraud and poet Jacques Drejak.
This film shows one day “under the sky of Paris”, where big and
small events in the lives of many people intertwine. The lyrics of
the song are about ordinary citizens of the city who are united by
the sky, mentioning the ancient streets and bridges, and the Seine
River flows as if telling stories; Paris lives in the rhythm of cheer-
ful music, where people love and find happiness. On the screen, the
song is performed on a city street near a bridge as a separate scene
showing ordinary people relaxing in a friendly atmosphere (they are
having a picnic, a casual feast on the ground) [8].
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Like many songs from films of that time, the waltz “Under the
Sky of Paris” continued to exist beyond the screen space, conveying
symbolic ideas about Paris. Today, neither the plot of the film nor
the lyrics of the song is remembered. Its title is not associated with
city’s thousand-year history and reputation, a pilgrimage destination
for tourists all over the world. The melody here summarizes the joy
of existence, the spring mood and the feeling of reciprocity in love.

After the film’s release, new recordings by Juliette Gréco (1951)
and Edith Piaf (1954) helped to distribute the song and make it
part of the chansonniére’s “golden repertoire”. Thanks to the new
cultural conditions of functioning, the memory of the film and its
events dissolved in time, and the song began to be perceived as a
separate and independent work. The appearance of Yves Montand’s
1964 recording more than ten years after the film’s release shows the
new status of the song, which turns into an “evergreen” classic that
remains timeless and fresh for listeners [3].

At the same time, in the 1960s, the song began to spread across
the USSR, when Western films started appearing in cinemas. The
lyrical plot and melodic style immediately went deep into people’s
souls, which led to its popularity. In addition, French chansons were
played on radio and television during the Thaw, being associated
with the city which everyone wanted to visit at that time.

Street musicians immediately picked up the melody and began
to perform it in various arrangements. The release of this song “in
the streets” in an instrumental accordion performance during era of
the Iron Curtain between the USSR and the West legalised the im-
age of a ‘different life’ where sincerity, ease and freedom of feelings
were possible. Both the lyrical and instrumental accordion versions
(records were available for rent, sheet music could be picked up or
bought), was the most accessible. As a result, for our ordinary com-
patriot, only the melody of the work was preserved.

The test of time revealed that the melodiousness of the music
seemed to have dissolved the poetic text, but the well-known image
of symbolic Paris was preserved. The compositional structure of the
song allowed the instrumental version to exist as a completely self-
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sufficient one, as it had a complex three-part reprise structure with
an introduction (8 bars — ABA). Thematic repetitions provide an
opportunity for performance variation and textural improvisation.
The waltz metronome gives the sound romantic connotations. The
harmonic plan is quite simple: a full functional reversal of the main
theme of the first section is combined with a subsidiary one in the
contrasting theme. The initial minor mode is replaced by the epony-
mous major mode of the middle section with deviations into parallel
keys and harmonic scales (rised fourth), which creates a “light-shad-
ow” effect. To connect the themes, open-ended types of constructions
are used with stops on the dominant harmony before the beginning
of a new section. The simplicity of the harmonic development makes
this song easy to listen to even with frequent repetitions. The melodic
pattern unfolds like a wave-like line, because only in this way can the
beauty of different sides of the singer’s voice be shown. The gradual
gamma-like movement is replaced by jumps to a large septet with a
sextet resolution. Even short delays on one note are later compen-
sated for by an active rise and stop on the reference tone.

Nowadays the song is usually encountered in everyday life in
two locations: on the square performed by a street accordionist and
... at an academic concert, where children try to perform the learned
notes of the arrangement with varying degrees of understanding,
but with great pleasure. Probably, this song most likely entered the
pedagogical repertoire not from the media, but from the street as a
“piece of the modern repertoire”.

When performed on the street, the song comes as close as pos-
sible to its authentic (in the sense of the film plot) reproduction,
because the city street was its habitat from the very beginning, in-
formality and “closeness to ordinary townspeople” were built into
the concept of the work. The street accordionist of the “musette”
direction seems to identify himself with the “typological chanson-
nier”, a musician who has his own “iron repertoire”, thanks to which
the location he has chosen for music performance turns into a Pari-
sian Street near a bar-cabaret for a few moments, from which joyful
voices pour, the smell of pastries spreads around, where everything
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is permeated with the spirit of youth and love. This image is also
fixed for the musician himself, that is, people, noticing him again
(in the case of a regular visit to the location by the musician), im-
mediately plunge into the atmosphere of symbolic Paris. It should
be noted that even with a limited repertoire resource in the stylistic
sense, this musician will be successful with the audience. After all,
the public will perceive his work as something intimate and per-
sonal. Moreover, the response to the music will be greater if the
musician plays solo, without the traditional musette line-up (accor-
dion, guitar, double bass, drums). Playing this music sincerely, “in
the first person,” the musician establishes an emotional connection
with his audience: the musette sounds from heart to heart, leaving a
positive mark in memory. A person who has never been to Paris, has
not heard the music that sounds there, with minimal ideas about this
city, easily immerses himself in the atmosphere of “the holiday that
is always with you,” and lives a moment of his everyday existence
as if in another dimension. Of particular importance in this is the
spontaneous nature of street music, which unexpectedly colors the
feelings of passers-by with either sadness, joy, or nostalgia, enrich-
ing the mosaic of emotions in a fairly short period of time.

There is an opinion among modern sociologists, that the culture
of street music is a modified type of beggarism. But if a musician,
by creating a live soundtrack for the city, gives his listeners “mo-
ments of happiness” and the experience of “another life”, then is this
judgment fair?
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MY3UUYHE MUCTEITBO YKPATHU B YMOBAX
KVYJBTYPHOI'O TEHOLIUAY.
SBEPEI'TU IJEHTUYHICTD TYT I 3APA3

Knrouosi cnosa: xymomypruil eenoyud, Yxpaina, ioenmuynicmo,
HAYIOHAIbHI OYXOBHI YIHHOCI, HACIYNHICMb KOMNO3UMOPCOKUX WKL,

ChorofHi 3aKkiIMKH Mpo 30epekeHHs HaliOHAJIBHOI 11EeHTHY-
HOCTI MOCTIHHO YHAIOTh Y PI3HOBEKTOPHHUX (PaXOBHUX CITIIBHOTAX,
AK Ha PiBHI KpaiHu, TaK 1 Ha MDKHApOJHUX 3axo1ax. YoMy K Hemae
JOCTaTHIX IHCTPYMEHTIB BIUIMBY, YiTKOT'O MEXaHI3MY 3aXHCTy AJIs
ykpainnis? Ilomryk BiAmoBized Ha 1e HENPOCTE MUTAHHS MPOIO-
HY€ETBCS Ballliil yBasi.
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Kunrou no BupimenHs miei nmpoGiemu, 3 ogHOTO OOKYy, Hale-
JKUTB IOPUCTaM, AKi BiICTOIOIOTH iIHTEPECH JAepKaBu. AJie 3 APYyTO-
ro 00Ky — BiH y pykax MUTIIB. Lle 3yMOBJIeHO HH3KOIO (haKTOPIB.
Kpaina-okynant 0’c¢ mpsIMEMH BIyYaHHSAMH MO apXiTEKTYPHHX
nam’sTKaX, BUBO3UTH KYJbTYPHI IIIHHOCTI 3 OKYIOBaHUX TEPHUTO-
piii, BAKOPHCTOBYE TOJIITUKY 3aJIsIKyBaHHS LIMBIIBHOTO HACEJIEHHS,
110 CIPUYMHMIIO BU13]] MaliyKe IT’SITH MiJIbIHOHIB yKpaiHLiB (‘“‘cTaHOM
Ha KiHeup ciuHs 2024 poky 3a KOpJOHOM 4Yepe3 BiiiHy mnepeOyBae
4,9 muH ykpainnis”) [1]. Yei mi mporecu BiiNoBiJal0Th CyTHICHOMY
SIBUILY KYJIBTYPHOTO T€HOLIUTY.

3Bepremocs 1o aymku Emisu HoBak, sika Brmepiie aana BU3HA-
YeHHS! KYJbTYPHOMY T'€HOLUIY SIK “‘CUCTEMaTHYHOMY 3HUILEHHIO
TpaaUIiH, IIHHOCTEH, MOBH Ta 1HIIMX EJIEMEHTIB, Kl BiPi3HAIOTH
oaHy rpyny moxeit Bix inmoi” [2]. Lle BusHaueHHs Oa3yeThes Ha
koHuenii opucta Pagana Jlemkina, 3aBASIKH 3yCHILISIM SIKOTO Te-
HouuA OyB BU3HAHUH MI>KHAPOAHHUM MPABOM SIK 3JI0YMH MPOTH JIO-
nsiHocTi. HeoOXiqHO 3ayBasKuTH, IO SIBUILIE KYJIETYPHOTO T€HOLIU LY
1II¢ He Ma€ MOBHOIIIHHUX MPAaBOBUX HACTIIKIB. OIHAK MO/i1 CBITOBOT
icTopii mpoTsirom XX CT. 1 10 CbOTOJIHI CBiT4aTh MPO HEOOXITHICTh
PO3LIMPEHHS Ta TOMIOBHEHHS BU3HAYCHHS TEHOLUAY SIK TAKOTO.

l'onoBHa MeTa arpecopa He3MiHHA — MepepBaTH HaLlIOHATIBHO-
KYJBTYPHY CHAAKOBICTb, AOCATTH 3HAYHUX aCHUMUIALIHHHUX 3MiH
B YKpalHCBKOMY Hapoji, MiAMIHMBIIN HALliOHAJBHY 1ICHTUYHICTD
17ICOJIOTIYHOI0 CITKOIO OKyMaHTa. | moku TpuBae BiliHa, Lel mpo-
LieC TPUBATHMeE SIK Ha OKYTIOBAHHX TEPUTOPISAX, TaK 1 BCIOAU, KyIU
JEeTATH BOPOXi pakeTH. BiiiHa mpuBYae CycHiabCTBO 10 AEryMaHi-
3amii, TOPOIKYIOUH CTPax i HEeHABUCTbh, CTBOPIOE “3aBicy’ A IPO-
BEICHHS T€HOLUY.

Hapa3si nuniomarnyHuii kopryc YKpaiHu pa3oMm 31 ClaiguuMu
OpraHamu peTesbHO 30MpaloTh Ta HaJAal0Th MIKHAPOAHIH CITiIBHO-
Ti JOKA3M 3JI0YMHHMX il KpaiHU-OKyNaHTa Ha TepUTOpii YKpainu
B KOHTEKCTi BUNHEHHSI KYJIBTYPHOT'O T€HOLUY HAIIOTO €THOCY.

TBopr MHUCTELUTBAa € HEBiJ'€MHOI0 YaCTHHOIO KYJIBTYpPHOTO
HagOaHHS Hapoxy, HOro CaMOYCBiIOMJICHHS. AJle caMe My3WYHe
MHUCTEUTBO Ma€ YHIKaJdbHY BIACTHBICTH IWHAMIYHOCTI, Maiixke
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MariyHoro TO€JHAHHS MHUHYJOrO Ta Cy4YacHOCTi. bpuTaHCHKUi
npodecop my3uku Maiikn CriTiep, SSIKHi YuMaso nuiie npo ¢ino-
coito 1 ICUXOMNOTiI0 MY3HUKH, AIMIIOB TaKOi IYMKH: ‘“3aMiCTh TOTO,
o6 BimoOpakaTH KyJIbTypy, My3uka ii Bukonye” [3]. Lle nae 3mo-
Iy pyWHYBaTH 3JI04MHHI 3aJyMH OKYTaHTa, HABITh KPi3b ACCATKH
i coTHi pokiB. CporogHi MaeMo (axoBOIO CIIJIBHOTOIO “TPUMATH
CTpii” s 30epeKeHHs JYXOBHHX I[IHHOCTEH HaIlii.

Hexinbka mnpuknanis. HalycnimiHimoo KyJnbTypHO-AMILIO-
MaTHYHOIO Mici€l0 YKpaiHU Hapasi BBaKA€ThCs TaCTPOIBHUN TYp
VYkpaincekoi pecnyOnikaHcbkoi kamenu mif opyzaoro O. Kommis
kpainamu €Bponu Ta CIIIA. Busnanus aiiicHo OyJio CBITOBUM i
OJIMCKYYUM, OJTHAK IOJAJIbIIA JIOJIS 1 TBOPYUIM JOPOOOK OYiIbHU-
Ka ¥ KOJEeKTHBY OyJM eMIirpaHTCHbKUMH. SICKpaBUM NPHUKJIAIOM
“3BydaHHs” yKpalHCBKMX AYXOBHUX LIHHOCTEH, IO 3aIOJIOHHIIO
IHTEPHET-MPOCTIp Micis MoAil Tpariunoro motoro 2022 poky, cTa-
Jla BIy4Ha iHTeprpeTalisi cTpiienpkoi micHi “Of, y J1y3i uepBoHa
kanuHa...” A. XnusHiokoM. [Ipuunnoro ii “BipycHOro” mourmpeH-
HSI MEpEXel0 cTajia 4acolpoCTOpoBa apka, SIKy BIAJOCS CTBOPH-
TH CIIiBaKy 3a JOMOMOT'O0 HalliOHAJIBHOI mam’aTi. ToOTo ykpaiHiti
BiJUYJIH B LIOMY BUKOHAaHHI HE3JTaMHUU AyX CIPOTHBY OIHLIB 3
lanuyuau maiixke cromitts Tomy. | 11e mano 3mMory Hamii 10 MHT-
TEBOT'O JOOCMUCICHHS ileHTHYHOCTI. Llell mpuknaa aeMoHCTpye
3aJICXKHICTh CMHCIHIB BiJI CEPEIOBUIIA 1 dKUTTEBOTO JOCBIY HOCITB
JIyXOBHUX IIHHOCTEH. BupimaabHUM cTaB “T0JIOC” €THOCY.

Topkarounch TeMH HaLliOHAJIBHOI 1AEHTUYHOCTI Kpi3b MPH3MY
MY3UYHHX apTeakTiB (y LbOMY BUMAJAKY — KaMEPHO-BOKAJIbHHUX
TBOpiB), He MOkHa OMHHYTH Tiepiox 20-30-x pp. XX ct. Hanzu-
4YallHO KOPOTKMH, aje JUBOBHXKHO sickpaBuil. Yac, Axuil mnoumapy-
BaB HaM BUXIiJ “yKpaiHCBKOCTI” Ha30BHI. Lle cTocyeThes BCix chep
MHUCTEUTBA. Y BOKaJbHIM TUIONIMHI HAMSCKpaBIIIMMHU MPEACTAB-
Hukamu ctanu B. bapeincekuii, C. JlronkeBuy, b. JIsTommHachkuii,
JI. PeByupkuii. OOpoOKM HAPOJHUX MiCEHb, KOJISIKH, COJIOCIHIBU
CIOBHEHI CHPaBXHIX MMHOMHHHUX CEHCIB YKpPaiHCHKOTO Hapoxy. Y
HaNTEeMHIII Yacu BOHM CIHMPAIOTHCS Ha JIPUYHICTh, HEW3aKHICTB,
TpaAMLiiHI 175 yKpaiHiiB cumBoau Marepi, Bipu, Boni, [Tpupoan.
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3a3Ha4MMO, 10 CHOTOJIHI, TTiCIs Makike 80-TH pOKiB 30BHINIHIX
BTpYUYaHb 3 OOKY PaasiHCBKOTO PEXXHMY Ta POCIHCHKOI HamiBIpH-
XOBAHOI aCHMIJIALIIHOT MOMITHKH IOAO KYJIBTYpPU Ta JTYXOBHHUX
LIHHOCTEW yKpaiHLiB, MU 3HOBY OMHMHIJIHCS B TOYIl IEPEOCMUC-
neHHs cBoel ineHTudikamii sk Hauis. Cy4acHi KOMIIO3UTOPH Ta BU-
KOHAaBIIl BUKOPHCTOBYIOTH caMe Ti 00pa3u, 10 Jal0Th CIyXaueBi
3MOTY BiT4yTH JAOTHYHICTBH 10 CBOrO KOpiHHs. CIIyIIHO 3a3Ha4uB
3onran AnManri, yKpaiHCbKHI KOMITO3UTOP, BIOJIOHYEIIICT, Jlaype-
at npemii imeni JIeBa PeByubkoro (2003): “3aranpHa TEHICHILIS
B aKaJIeMiuHii My3ulll (cb0200HI, npum. aem.) CIpSMOBaHa Ha Te,
o0 CTUpaTH BiAMIHHOCTI Mi’K MY3MKOIO KOMIIO3UTOPIB PI3HHX
KpaiH, MOBa ¥iie PO yHiBepcai3alilo My3HKH... aje MeHi 1e He
nofo0aeTbes, BBAXKalo, AKIIO TH YKPaiHCHKHI KOMIO3UTOpP, TO B
TBOTH TBOPYOCTI MaroTh OyTH yKpaiHChKi “cripaBu’. | B Moiit My3u-
i ix 6araro” [4].

KommosuTop cTBOpUB JeKijgbka TBOPIB 3a 4ac MOBHOMACII-
TaOHOT'O BTOPTHEHHS, y SIKMX Ha MEpIIUd MJIaH BUXOASTH IMOYYT-
TS YKpaiHIiB IOAO TParidyHUX CTOPIHOK HAIIOI HOBITHBOI icTOpii
(rima-pexBieMm “Micto Mapii”, Cumdonis Ne 3 “IlepemoxHa”, y
Mpoleci HamMCaHHs, aje BKe MPe3eHTOBaHa IJsi1ayaM ornepa-kaba-
pe “TT'LL. ITogopox y uaci”).

3BepTalOUKCh 10 TOJIOBHOI TyMKH IPE3EHTOBAHOI JOMOBIAI —
3HAWICHHS TUISIXiB 30€pEKECHHS HAI[IOHAJIBHOI 1ICHTUYHOCTI 3a
YKOpIHEHHS YKPaiHCBKUX AYXOBHUX L[IHHOCTEH — MOXHa cgop-
MYJIIOBAaTH TaKi MPUHIUIIH, CIPSIMOBaHI Ha KOHCOJIAALII0 KOMIIO-
3UTOPCHKOTO Ta BUKOHABCHKOT'O IOCBIly MUTLIB YKpaiHH:

1) BUKOpUCTAaHHA PerioHaNbHUX (POIBKIOPHUX HEPIIOIHKEPEI;

2) BEKTOp HACTYITHOCT] KOMIIO3UTOPCHKUX T4 BAKOHABCHKUX IIK1JI;

3) TSOKIHHS 10 METaTEeKCTy CHOPiTHEHUX MHUCTEITB;

4) ampoOaiisi yepe3 MOIIMPEHHS Y (PaxOBUX CIIJIBHOTaX Ta
MHUCTEUBKUX 3aX0/1aX.

TakuM 4MHOM, HalliOHAJIbHA 1JEHTUYHICTh MA€ KYMYJISITHBHHH
eeKT, SIKUH 3aJeKUTh BiJ KUJIBKOCTI MOXJIHMBHX PiBHIB KOMYHi-
Kamii 3 iCTOpHYHOIO MaM’ATTIO. | camMe My3W4HEe MUCTELTBO € Ti€l0
BICCIO, III0O MOKE Ha PiBHI AYXOBHHMX LIHHOCTEH 3MIHIOBaTH MEH-
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TaJIbHICTh Hallii BXKe CbOTOJIHI, CTBOPIOBATH CEHCH €JTHOCTI 1 METH,
MIJICKATH HAJII0 B CEPIISX YKPATHIIIB Ta HaJaBaTH po3paay B TEMHI
yacu. JlitepaTypa, My3uka i Tearp — 1€ TOW KyJIbTYPHUH (PPOHT,
SIKA TOBOPHUTH JIO CBITOBOI CIIJIBHOTH CIIUIBHOK) MHUCTEIHKOO
yKpaiHcbkoro MoBoto. Xait 3BYUUTD Ykpaina citom!
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Today, calls to preserve national identity resonate across various
professional communities, both within Ukraine and on internation-
al stages. Yet, why are there still no effective tools of influence or a
clear mechanism to protect Ukrainians? This challenging question
demands our attention.

On one hand, solving this issue lies in the hands of lawyers who
defend the interests of the state. On the other, it is also the responsi-
bility of artists. This is due to several factors: the occupying forces
target architectural monuments, remove cultural artifacts from oc-
cupied territories, and intimidate civilians, leading to the displace-
ment of nearly five million Ukrainians (“as of the end of January
2024, 4.9 million Ukrainians are abroad because of the war”) [4].
These actions are emblematic of cultural genocide.

Consider the perspective of Eliza Novak, who first defined cul-
tural genocide as “the systematic destruction of traditions, values,
language, and other elements that distinguish one group of people
from another” [2]. This idea builds on the work of lawyer Raphael
Lemkin, whose efforts led to the recognition of genocide as a crime
against humanity under international law. However, cultural geno-
cide has yet to be fully addressed in legal terms. The events of the
20th century and those unfolding today highlight the urgent need to
expand and clarify the definition of genocide.

The aggressor’s primary goal remains unchanged: to disrupt
Ukraine’s national and cultural heritage and impose significant
assimilation, replacing Ukrainian identity with the occupier’s
ideological framework. As long as the war persists, this process
will continue—in the occupied territories and wherever missiles
strike. Tragically, war normalizes dehumanization, breeding fear
and hatred while masking acts of genocide behind a “curtain” of
conflict.

Meanwhile, Ukraine’s diplomatic corps, alongside investiga-
tive authorities, is meticulously gathering evidence of the occupy-
ing country’s crimes. These efforts aim to present the international
community with undeniable proof of cultural genocide against the
Ukrainian people.
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Works of art are an integral part of a people’s cultural heritage
and self-awareness. However, music has a unique dynamism, an al-
most magical ability to blend the past and the present. British music
professor Michael Spitzer, known for his work on the philosophy
and psychology of music, concluded, “Instead of reflecting culture,
music performs it” [3, p. 96]. This gives music the power to under-
mine the occupying forces’ criminal intentions, even after decades
or centuries. Today, as a professional community, we must “hold the
line” in preserving the nation’s spiritual values.

A few examples: one of Ukraine’s most successful cultural and
diplomatic achievements is the tour of the Ukrainian Republican
Chapel, led by O. Koshyts, through Europe and the United States.
The recognition was global and remarkable, but the fate of the direc-
tor and choir after that was marked by emigration. Another powerful
example of the “sound” of Ukrainian spiritual values that resonated
online after the tragic events of February 2022 is A. Khlyvniuk’s
interpretation of the Riflemen’s song, “Oh, in the meadow is a red
viburnum...” Its viral spread was due to the emotional connection it
created through national memory, enabling Ukrainians to feel the
unwavering spirit of resistance from the fighters of Galicia almost
a century later. This allowed the nation to instantly reevaluate its
identity. It shows how meanings are shaped by the environment and
experiences of those who carry cultural values, and how the “voice’
of the ethnic group becomes decisive.

When discussing national identity through the lens of musical
artifacts, particularly chamber vocal works, we cannot overlook the
1920s and 1930s. This period marked a time when our “Ukrainian-
ness” was allowed to emerge across all art forms. In the vocal realm,
notable figures like V. Barvinsky, S. Liudkevych, B. Liatoshynsky,
and L. Revutsky contributed with arrangements of folk songs, carols,
and solos, infused with the deep meanings of the Ukrainian people. In
the darkest times, their works relied on lyricism, landscapes, and tra-
ditional Ukrainian symbols like Mother, Faith, Freedom, and Nature.

It’s worth noting that after almost 80 years of external interfer-
ence from the Soviet regime and Russia’s semi-covert assimila-

B
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tionist policies toward Ukrainian culture and spiritual values, we
find ourselves once again reassessing our national identity. Today,
contemporary composers and performers are using imagery that
helps listeners reconnect with their roots. As Ukrainian composer
and cellist Zoltan Almashi, winner of the Lev Revutsky Prize in
2003, aptly noted, “The general tendency in academic music today
is to erase the differences between composers from different coun-
tries, aiming to universalize music... but I don’t like it. I think if
you are a Ukrainian composer, your work should have Ukrainian
‘things,” and there are many of them in my music” [1].

During the full-scale invasion, Almashi has created several
works that express the feelings of Ukrainians toward the tragic
events of our recent history, including the anthem-requiem City
of Mary, Symphony No. 3 “Victory,” and the opera-cabaret TGSh.
Time Travel, which is still in progress but has already been pre-
sented to audiences.

Referring to the main idea of this report — finding ways to
preserve national identity by grounding it in Ukrainian spiritual
values — the following principles can be outlined to strengthen
the compositional and performing practices of Ukrainian artists:

1. Drawing from regional folklore sources;

2. Continuing the traditions of Ukrainian composing and per-
forming schools;

3. Engaging with the broader context of related arts;

4. Testing these ideas through dissemination within profes-
sional communities and at artistic events.

In this way, national identity has a cumulative effect, shaped
by the number of communication channels with historical mem-
ory. Music, as an art form, serves as a central axis that can trans-
form a nation’s mentality, helping to define values of unity and
purpose, nurture hope in the hearts of Ukrainians, and provide
solace in dark times. Literature, music, and theater together form
a cultural front that speaks to the global community in a shared
artistic Ukrainian language. Let Ukraine’s voice resonate around
the world!
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[MomiTuyHUN TeaTp sIK IIJIICHA 1/1€0JIOT1HHO-MHUCTELbKA CHC-
tema copmyBascs B 1920-Ti poku. ['oloBHUMH HOTO HacTaHO-
BaMH €:

*“OCyuacHeHHs” KJIACMYHOI JpamaTyprii, 1o nepeadadyae pa-
JUKallbHY 1HTEPIPETAIil0 YacOBO BiJIJJAJICHOTO JITEPaTypPHOTO
MaTepially 3 ypaxyBaHHSIM HarajibHHX COLIaJbHO-TIOJITHYHUX
npooem;

 peasizalliss MPUHIMIY JOKYMEHTAJIBHOCTI, KOJU OCHOBOKO
BEepOAJIBHOTO TEKCTY BUCTaBU € PEaJbHO ICHYIOYHH JIOKYMEHT,
CBIJTYCHHSI Cy4YacHMKIB, (pakTH, 3amo3uyeHi i3 3ac00iB MacoBoi iH-
¢dopmarii;
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* 3aCTOCYBaHHS MOHTaXy K KOMIO3HIiHHOTO MPUHOMY;

* BUKOPHUCTAaHHS MJIaKaTHUX 332 CBOIM XapakTepoM 3aco0iB
CIICHIYHOT BUPA3HOCTI.

Ha mexi XX—XXI cTONiTh Y KOHTEKCTi PO3MOBCIOJI)KEHH 5T
i1efl mocTApaMaTHYHOrO TeaTpy TeaTp MOJITUYHUHI 3a3Hae
neBHUX TpaHcpopmaniii. [Ipu Tomy cmocrepiraroTbcs Npo-
[ecH aKTHBHOTO BUKOPHUCTAaHHS HOTO MPUHOMIiB, HAaIpUKIa,
y My3uuHomy TeaTpi. CydacHa mocTaHOBYa MpaKTHUKa CBiA-
YUTh NMpo ePEeKTUBHY peasizaliio NPpUHLUHUNY “OCydacHEHHS
B Ipoleci iHTepupeTanii 4acoBo BiJJaleHOr0 ONEPHOr0 Ma-
Tepiany — KJIACHYHOI CHAJIMHU MY3HYHOTO MUCTEITBA.

CyuvacHuil ykpaiHCbKUH TeaTp, mepeOyBalouu B €KCTpe-
MaJbHUX yYMOBaX BE€JEHHS BOEHHHMX il 1 BUKOHYIOUHM aK-
TyalbHy AJs HALIOTO ChOTOACHHS MeMOpialbHy (QYyHKIIO,
3BEPTAETHCA 10 HaralbHHUX MPOOJIEM KUTTS 4epe3 JOKyMEeH-
TaJlbHUM MaTepian. Y Takuii crnoci0 31HCHIOETHCS HE TiJIbKHU
MHCTEIbKe OCMHUCIEeHHS (PaKTiB “TparivHOTO MOBCSIKICHHS,
ajle ¥ yCTaHOBIIOIOTHCS NPHUHIIMIIOBO HOBI KOMYHikamii 3
rasgadaMu, siKi 3a CBOIM XapaKTepOM € ICUXOTepamneBTUY-
HHUMH.

OpHOUYacHO CHOCTEpiraeThCs NPONYKTHUBHA peaizamlis
NPUHIUIIB MOJITHYHOTO TeaTpy B MpoIeci iHTepnpeTauii To-
ro ApaMaTypriuHoro marepiaiy, 110 3a3BHYail Ha3UBAETHCS
“KJIacuUKOI0 €Bpomeichkoro aBanrapay’. Came mpo 1e mepe-
KOHJIMBO CBIAYUTH BUCTaBa J[epKaBHOTO MOJIOAI’KHOTO TeaTpy
JlutBu (Valstybinis jaunimo teatras, M. BinbHI0oC) “Y0610 map”
(“Ubas Caras”) — npem’epa ce3ony 2023-2024 pokis.

CBoepiHOIO JiTEepaTypHOIO “TOYKOK BimJIiky”’ cue-
HiYHOTO TBOpPY € meca Anbdpena XKappi “Y010, kopons’ —
KoMmenis-dapc, 3a BU3HAUYEHHAM caMOTro aBTopa. 1i mpem’epy
1896 poxy 3a “ckaHganbHOI0” peakuiclo NyOmiKW TpamuLii-
HO MOPIBHIOIOTH 3 IPEM’€POI0 pOMaHTHUUYHOI ApamMu BikTopa
I'oro “Epnani” 1830 poxy. Y m’eci A. Xappi gocaigxyernes
npupona THpaHii, a repoi-Macku yocoOn0Th y co0i Halixa-
paKTepHilmi PpUCH AUKTATOPIB 1 IXHIX MOMJIIYHHUKIB.
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Pexwucep BuctaBu ['inTapac Baphac pazom i3 gpamaryprom
Ciritacom [lapynbckicom mepiuoro 4epror MoAuQiKyTh 4aCOBO
BifijalleHUl apamMaTypriyHui Marepial 3 ypaxyBaHHSM peaiiil
couiaJabHO-MONITUYHOI cuTyamnii kpaiHu-arpecopku. Tox Kopoib
MEPETBOPIOETHCS HA Lapsi, a B TOJIOBHOMY I'epOi BraaymThCs pH-
CH Cy4YacHOTO POCiicbKOTO JUKTaTtopa (aktop Bitayrac Anyxic).
Ha nymky C. [lapynbckica, y BUCTaBi BiATBOPIOETHCS “icTOpist
THpaHa, TOYHILIE, EePETBOPEHHS 3BUYAHHOTO HHU30BOI'O YMHOB-
HUKa Ha TUpaHa. [cTopis MOTBOPHOCTI, OAaHANBHOCTI, BTiNIEHHS
3ma” [2]. 3 ypaxyBaHHSIM A00pe BIi3HABaHUX pealliil >KUTTS Ta
KOHKpeTHHX (akTiB i3 kap’epu monitmunux xgisuis [laiiBa Lla-
OaceBiueHe BBakae BUCTaBY [lepKaBHOTO MOJIOAI)KHOTO TeaTpy
MHCTELBKUM aHai30M “aHatomii myTiHizmy” [1].

Hdpamatypr i pexucep AEKJIapyIOTh CBOIO MPUYETHICTH J0
TpaauLii BJacHE MOJXITUYHOTO TeaTpy, a CaMe — MOJIBCHKOT'O CTY-
nenTcekoro Teatpy 1930-x pokis “Lonku BineHncwekoi” (“Szopka
wilenska”). Onnouacuo I. BapHac ypaxoBye BIacHUI pexucep-
ChKUU JIOCBIJ e paJsTHCHKOT “iepeOypoBuoi” noou. Toni, B poku
0opoThOU 3a He3anexkHicTh JINTBU, HaralbHI MOMITHYHI MpobIIe-
MU OyJM akTyali3oBaHi HUM y cueHiuHid Bepcii “[lomiTnunoi
wonku”. I. BapHac BBaxkae, 1110 B HAll Yac — 4Yac JOJICHOCHOI'O
MIPOTUCTOSHHS JIBOX IIUBLII3AIIHHUX CUCTEM — OCOOJIIMBOTO CO-
LiaJIHOTO 3HA4YeHHs Ha0yBae came MONITHYHUH Teatp [2].

Tox y BuctaBi “VY010 nap” repossMu € HUHIIIHI TOJTITUKH €B-
pornu ta CLIA. BoHu nerko BHi3HAIOTBHCS B JISLIbKAX, OOTHYUS
SIKMX CTBOPEHi 3 JOTPUMAaHHIM MOPTPETHOT CXOKOCTI (XYAOKHUK
Onis Ckyparosa). JIsmbku “5xuByTH” y 1madi, Mo 3a CBOEI KOH-
CTPYKLI€I0 Haraaye MONKY — perioHajbHy BEepCilo yKpaiHChKO-
ro Bepremy. A. XKappi HamonsiraB Ha TOMY, IO HOrO TOJOBHHUI
repoi € mapoji€ro Ha aHTH4HOTO aps Exina, a ioro npyxxuna —
Kapukatrypolo Ha neai MakOer. Llel iHTepTeKcTyalbHUI MOTUB
y Bucrtasi [. Bapnaca 30epiraerbcs: MIEKCHipiBCbKi BiABMHU i3
Tpareaii “Max0eT” mepeTBOPIOIOTHCA Ha TiraHTCHKUX CYBEHIp-
HHAX MaTPbOLIOK, SIKi MPOPOKYIOTh MOAANBINY AOII0 TOJIOBHOMY
reporo.
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[lpuHOMN NIAKaTHOCTI, 3aMO3WYEHHUH 3 apceHaly MoJi-
TUYHOTO TeaTpy, peani3yeThCcsl B CleHOrpadidyHOMY BHpIlICHHI
BuctaBu (cueHorpa¢ I'intapac Makapssiutoc). TyT BUKOPHCTOBY-
I0TBCSl KYJIBTYPHO-3HAKOBi, JIETKO BITi3HABaHI MIsauaMy peaii
KpaiHU-arpecopku: MOCKOBCbKHM Kpemiib, OaseTHi mauku, irpam-
KOBI TaHKH, KOPOOKH TEJEBI30PiB, 1[0 € CBOEPIIHUMHU PYyHNOPAMH
npornaraty.

OnHuM 13 MECTEIBKUX PECYpPCiB MOJITHYHOIO TeaTpy € MPUH-
LUI MOHTaXXHOCTIi, €()eKTHBHE BUKOPUCTAHHSI IKOTO BU3HAYAE TEM-
MOPUTM BEJICHHS CLEHIYHOI OMOBiJI W yMOXJIHUBIIIOE JHHAMIUHY
3MiHY MicCIs TIOJiH.

OTxe, y NEBHUW ICTOPUYHUH TEpiof] 1 3a MEBHUX COLIAJIBHUX
YMOB JOCUTH MPOAYKTUBHUM JJIsl Te€aTpajbHOTO MHCTELTBA CTA€
3BEPHEHHS /10 XYAOKHBOTO apCeHally YacOBO BiAJAJICHUX CHUCTEM.
Hanpuknaz, 1o pecypcy noJiTHYHOTO Tearpy. 3apas came BiH 0e3-
MOCEPEIHBO MPALIOE 3 peatisiMU Ta MePCOHaKaMU HAILIOTO KHUTTS,
OINIEPaTUBHO pearye Ha akTyallbHI mpoOneMu cboroieHHs. OmHo-
YacHO BiH PO3LIMPIOE CBili MOBJIGHHEBHUH MOTEHIIAJ, MPOAOBKYIO-
9H TPaauLii HAPOJIHOTO MUCTELTBA T4 BUKOPUCTOBYIOUN HAaJOAHHS
€BPOIEHCHKOTO aBaHTapAYy.

CIIMCOK BUKOPUCTAHUX JIXKEPEJI:
1. Sabasevigien¢, Daiva. Putinizmo anatomija. 7 meno dienos.
2024. N2 (1494). P. 6.
2. Ubas Caras. info@jaunimoteatras.lt. URL: https://jaunimote-
atras.It/spektakliai/ubas-caras-2/
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ARTISTIC RESOURCES OF POLITICAL THEATRE
AND THEIR USE IN MODERN STAGE PRACTICE

Keywords: documentary, montage, ‘“‘modernization”, poster-
like, political theatre.

Political theatre emerged in the 1920s as a cohesive ideological
and artistic system. Its core principles include:

* modernization of classical dramaturgy: This involves radical-
ly reinterpreting historical literary works to address pressing socio-
political issues;

e documentary approach: Performances are grounded in real
documents, contemporary testimonies, and factual material from
mass media;

e montage: The use of montage as a compositional technique
shapes the narrative structure;

e poster-like expressiveness: Bold, impactful scenic methods
enhance the theatrical experience.

By the late 20th and early 21st centuries, political theatre began
evolving under the influence of postdramatic theatre. Its techniques,
such as modernization, have found new life in other genres, includ-
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ing musical theatre. Contemporary productions often reinterpret
classical operatic works through the lens of modern socio-political
contexts, effectively bridging past and present.

In Ukraine, political theatre has taken on profound significance
amidst ongoing military conflict. It addresses urgent contemporary
issues by employing documentary material, blending artistic ex-
pression with a memorial function. This approach not only inter-
prets the “tragic realities” of everyday life but also establishes new,
psychotherapeutic forms of audience engagement.

Political theatre principles have been effectively applied to
reinterpretations of dramaturgical works often labeled as the

“classics of the European avant-garde”. A notable example is the
performance Ubas Caras by the State Youth Theatre of Lithuania
(Valstybinis Jaunimo Teatras, Vilnius), which premiered in the
2023 — 2024 season.

The production draws its literary foundation from Alfred Jar-
ry’s Ubu, the King, a work the author himself described as a come-
dy-farce. First staged in 1896, the play’s provocative debut, marked
by a “scandalous” audience reaction, has often been likened to the
premiere of Victor Hugo’s romantic drama Hernani in 1830. Jarry’s
play examines the essence of tyranny, with its mask-like characters
embodying the defining traits of dictators and their enablers.

In this adaptation, director Gintaras Varnas and playwright Si-
gitas Parulskis reframe Jarry’s historical material in the context of
contemporary socio-political realities. The titular king is reimag-
ined as a tsar, with the protagonist exhibiting traits reminiscent of
the current Russian dictator, portrayed by actor Vytautas Anuzis.
As Parulskis explains, the performance tells “the story of a tyrant,
or more precisely, the transformation of an ordinary low-ranking of-
ficial into a tyrant—a narrative of ugliness, banality, and the mani-
festation of evil” [2].

Drawing on well-known contemporary events and specific as-
pects of political figures’ careers, theatre critic Daiva Sabasevi¢iené
describes the performance as an artistic dissection of the “anatomy
of Putinism.” [1].
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The playwright and director openly align themselves with the
tradition of political theatre, particularly drawing inspiration from
the Polish student theatre of the 1930s, Szopka Wilenska (Vilnius
Crib). At the same time, Gintaras Varnas taps into his directorial
experience from the Soviet perestroika era. During Lithuania’s
struggle for independence, he addressed pressing political issues
in his stage adaptation of Political Crib. Varnas believes that in
today’s world—marked by a decisive clash between two civiliza-
tional systems—political theatre holds a uniquely important social
role [2].

In Ubas Caras, contemporary European and American politi-
cians are depicted as puppets with faces rendered in strikingly ac-
curate portrait-like detail by artist Yulia Skuratova. These puppets
inhabit a cabinet designed to resemble a crib—a regional take on
the Ukrainian vertep. Jarry originally described his protagonist as a
parody of the ancient King Oedipus, with his wife as a caricature of
Lady Macbeth. This intertextual motif is preserved in Varnas’s ad-
aptation, where the witches from Shakespeare’s Macbeth are trans-
formed into oversized matryoshka dolls, ominously forecasting the
protagonist’s fate.

The production also employs the “poster-like” expressiveness
central to political theatre. This approach is reflected in Gintaras
Makaravicius’s scenography, which features culturally significant
and instantly recognizable symbols of the aggressor nation: the
Moscow Kremlin, ballet tutus, toy tanks, and televisions that dou-
ble as propaganda megaphones.

Another hallmark of political theatre—the principle of mon-
tage—is a key artistic tool in the performance. It drives the tempo
and rhythm of the narrative, facilitating seamless and dynamic
shifts between different locations and events on stage.

At specific historical moments and under particular social con-
ditions, theatrical art often finds it highly effective to draw on the
creative tools of earlier systems—such as the techniques of political
theatre. This form of theatre engages directly with contemporary
realities and figures, responding swiftly to the pressing issues of the
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moment. Simultaneously, it broadens its expressive range by build-
ing on folk art traditions and incorporating the innovations of the
European avant-garde.
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atras.It/spektakliai/ubas-caras-2/
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OCOBJIUBOCTI POBOTH HA I BUCTABOIO “HOME”
TA ii IOKA3 HA ®ECTHUBAJII FLIPT

Knrwowuosi cnoea: ooxymenmanvnuii meamp, 6itHa, Ykpaina,
OiM, KYIbMYpHA OUNIOMAmis

[NowaTok moBHOMacIITaOHOrO BTOprHeHHs Pocii B Ykpainy mo-
CTaBUB INEpe/l YKpAaiHCBKUMHM MUTLSIMH HOBI BHKJIMKH 1 BOJHOYAc
BIZIKPUB HOBI MOXJIMBOCTI. [IuTaHHs mpucyTHOCTI 1 poii YKpaiHu
B €BPONEHCHKOMY KYJIBTYPHOMY KOHTEKCTi 3arOCTPHIIOCS, MiATBEp-
JMBILIH BKJIUBICTB KyJIBTYPHOI AUTUIOMATI 1 3HAYEHHSI KYJIBTYPH SIK
M’SKOI CHJIH. YKpaiHChKE MUCTEITBO CTAJI0 IPOCTOPOM OCMHCIICHHSI
Bil{HM 1 BOZIHOYAC IHCTPYMEHTOM JJOHECEHHSI YKPaiHCHbKMX HApaTHUBIiB
710 MDXKHApOIHOI ayAnTOpii. SIKII0 paHile yyacTb yKpaiHCbKHUX MUT-
LB Y €BPONEHCHKUX (PECTUBAIISAX, BUCTABAX 1 KyJBTYPHHUX MPOEKTAX
Oylla Hacamriepes MOXIJIMBICTIO JUIsl OOMiHY JIOCBIJIOM Ta i/esiMHu,
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YCTaHOBJICHHSI HOBUX 3HaOMCTB, TO CHOTO/IHI BOHa HaOyja HOBOT'O
3MicTy. Lle Bike He nuie TBOpUMH Jialior, a i MOTYKHUK IHCTPYMEHT
MpEACTaBICHHS YKpaiHH K JepKaBH, sika OOpEeThCs HE JIMIIE 3a Te-
pHUTOpialIbHY LiJTICHICT, a i 32 CBOIO KYJIBTYPHY 1J€HTHYHICTb.

OnHHUM 3 TaKMX MPUKIAiB cTaB mokas Buctasu “HOME” Bin
Maiictepsi 55 Ha Mi>kHapogHOMY TeaTpanbHoMy (ectuBaini FLIPT
y ®apa-in-Cabina (Itamis). Llporopiu Maiictepus 55 BTpere mo-
CHiIb OTpUMAaJja 3ampoUIeHHs Ha el (ecTuBalb, OpraHi3oBaHUN
Teatro Potlach — ogHuM 13 MpoBigHUX He3aJeXHUX TeaTpis Itamii,
y crmiBmpaui 3 pexucepoM €pxkenio bap0a, mpsiMuM yuHeMm BUAAT-
HOTO MOJILCHKOTO pexucepa €xena [pOTOBCHKOro Ta 3aCHOBHUKOM
lkonu TearpanbHOi AHTPONOIOTII.

XKypnanicrka Onena ToncTokopa y cBOiH peLieH3ii Ha BUCTaBy
TOBOPUTH MPO yHIKAJIBHICTH (ecTHBaNIO: ““ManeHbKe CepeHbOBIU-
He micTeuko mig Pumom dapa-iH-Cabina. ManboBHHYA MicLIEBICTh
3 marop6aMu Ta OJTMBKOBUMHU rasiMu. B HbOMY mpoknuBae GIU3bKO
13 tucsau memkadnis. Ha3sa MicTa moxonuTh Big MicieBoro “fara”,
o o3Hayvae “cim’a” abo “kxian”. Came TyTy 1976 poui rpymnoro ak-
TOpiB 1 TeaTpaJbHUX MUTLIB, SIKi MParHyJId CTBOPUTH iHHOBALlil-
HUH npoctip, Oyio 3anouatkoBano Teatro Potlach. Bin cras oqHuM
3 IPOBIJTHUX CEPell He3aJIeHUX TeaTpiB Itamii. A KoxHOro Jiita, 24
POKH MOCTI1JIb, KOJIEKTUB 3alpoLIy€e Ha MIXKHAPOAHHN TeaTpabHUI
(decTuBanb, KOTPUHA BKIIOYA€ BUCTABU, MalCTEep-KIacu, CEMiHapU
Ta 3yCTpivi 3 apTHUCTaMu ycboro city” [1].

FLIPT-2024 o6’ennaB 20 TeatpiB i3 12 kpain, Bkiatouaroun Hi-
meuunny, [lonemry, Icmaniro, bpasumiro, CIIA, Snonito ta Ykpa-
{HY, CTBOPIOIOYM IPOCTIp AJISI MIKKYJIBTYpHOTO miajiory. Buctyn
YKpalHCbKOI KOMaH/AM SICKpPaBO MPOJEMOHCTPYBaB, SIK MHCTELTBO
MOXKE aKTyali3yBaTW MUTAHHS BIWHU, COPHUITH MiKHApOIHIHN mmiJ-
TpUMII Ta GOPMYBaTH HOBE CHPUUHATTS YKPAiHCHKOI KYJIBTYypU y
CHiIBHOMY €BPOIEHCHKOMY KYJIBTYPHOMY IPOCTOPI.

Bing MaiictepHni 55 y ¢ecTrBaii B3sUIM y4acTh TPOE MPEACTABHHU-
kiB: Poman CanoBcbkuid, KEpiBHUK IPYTIH, 8 TAKOK BUITYCKHHKH YeT-
BepToro Habopy Jlenuc denopenko ta Bnanucnasa Biosuenko. Tomi
MU TIOYaJId AyMaTH HaJ THUM, 10 XOYeMO T0Ka3aTH Ha (ecTuBai, i
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3pO3yMiJIM, IO AJISE CTBOPEHHS MOBHOIIIHHOI BUCTAaBU Ba)KIIUBO 3a-
JYYUTH OlIbILE YYaCHHUKIB, 0COOIMBO MAIOUU TaKy MOKJIHBICTB BiJl
opranizaropis. BonHouac Mu BiuyBaiu, HaCKiIbKH LIHHUM 1 TpaHC-
(hopmyrounM MOxe OyTH JOCBiJ, SIKHiA LIl (ecTuBalib AacTb. Mu
YCBIIOMJTIOBAIIH, SIK1 3HAHHS 1 HATXHEHHS BiH MOYKE IIPUHECTH, KOO
MOXKJIUBICTIO BiH MOKE€ CTaTH, OCOOJIMBO JJISl TUX, XTO )KUBE B YKpa-
iHi Ta nepeOyBae B MOCTIHHOMY CTPECi, aJKe Lie He JIUIIE XOPOLIHH
TeaTpaJIbHUH JOCBiJ, ajie il MOKJIMBICTD BiATHOBUTHUCS, TPOXH MOXKH-
TH Oe3 moBiTpsiHUX TpUBOI. A e (ectuBans FLIPT OyB uynoBoro
HArofor0 3yCTPITHCS 3 TUMH, 3 KUM He OayrIIuCs J1Ba 3 MOJOBUHOIO
poku yepe3 BiliHy. ToMy MU BHPIIIMIIM 3alTPOCUTH 10 HAILOI KOMaH-
U 1 HaIMX Jpy3iB, 100 MEpeXHUTH 1eH Ba)KIMBUK TOCBIA Pa30OM.
Tak Bunuk Qopmar “Marictepnst 55 i n1py3i”, 00’€JHABLIN HE JIHILE
npodecioHais, a i OIM3bKUX JIOACH, SKi MOAUIAIOTH HAIlll LIHHOC-
Ti 1 mpucTpactb. [lpu BindOpi yuyacHUKIB MM HaMarajucs CTBOPUTH
Oananc Mix ctyaeHTamu Ta BumyckaukamMu XHYM imeni LIT. Kot-
JISIPEBCHKOT0, aKTOPaMH JApaMaTHYHOIrO TeaTpy W Tearpy aHimaii,
JIOIBMH, SIKi 3apa3 )KMBYTb B YKpaiHi i fKi yepe3 BiliHy ONMWHUIH-
sl 32 KOpIOHOM. BiiblIicTh yYacHUKIB HAIIOi KOMaHId HIiKOJIU He
MPaLIOBAIM Pa3oM, 1 esKi HaBiTh He Oyl 3HalioMi Mik co00t0, TO-
My HaM MOTPiOHO OyJIO HE JIMIIE CTBOPUTH BUCTaBY, ajie i chopmy-
BaTH KoMaHAy. BaxxnuBo Oyno copmyBatu OararouiapoBy Ipyiny,
00’eTHABIIM YYaCHHUKIB PI3HOTO BiKY, KypcCiB Ta JOCBIIIB y €AMHY
koMaHay. Lle HaM Bmamocsi, ajke mpoTAToM (PEecTHUBAIIO MU KHIH 1
CMajiv B OAHIN KiMHAaTi, MPOBOSYM BECh Yac Pa3oM 1 epeKnBalOun
Oararo noxiii. Tox 10 HAaC y KOMaHIy IpuegHaIUCh akTOpkH Codist
Onimenko, [lapis borman, Anacracis [masyHoBa, Anna Komiioga,
Mapis Mensenesa, €srenis [lonosa ta potorpadka [nna Xaac.
VYyacte Maiictepni 55 y ¢dectuBani FLIPT crana Benmkum
EKCIIEpPUMEHTOM He JIMIIE yepe3 Mmifdip KOMaHAM, ajie i 3aBAsiKu
yHiKanpHOMY (QopMaTy poOOTH HajJ BHCTaBOK. MU CTBOpUIIHN HE
MPOCTO BUCTaBy CHEUiallbHO MiJ (ecTUBalb — MH CTBOPWIHM il
npsmMo Ha ¢ectuBaini. Lleit minxig OyB 3yMOBICHHN THUM, IO BCi
YYaCHUKH 3apa3 JKMBYTh Yy PI3HHUX MicTax 1 KpaiHax: B YkpaiHi,
Honemi, Himeuunni, CnoBauuuHi, bonrapii Ta Kanazgi. Mu posro-
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Yaiu peneTulii y Zoom: oOroBOprOBalIM TEMY, TITUIHCS iJCIMH,
PO3pOOISIM CTPYKTYpPY MaiOyTHBOI BUCTABH, CIIOYATKYy HMPOIOHY-
I0YH BEJIHMKY KiJIBKICTB 11eH Ta pillieHb, a MOTiM 3A1HCHIOI0YH IXHIH
BinOip. KoxkxHOoMy akTopy Ta akTopiui OyJjo 3amporOHOBAHO HaIlu-
CaTH TEKCT Ha BUOIp — MPO MPEAMET 3 AOMY, SKHH y35B i3 c00010
YM 3aJIMIINB, Y4 CBiH CIOraj 3 IUTHHCTBA. Y pe3yNbTaTi y BUCTaBY
YBIHIIIN BiCIM YHIKaJbHUX 1CTOPiH, SIKI aKTOPU PO3MOBiJaNH aH-
TIIIACHKOI0 MOBOIO 31 CLIEHH.

Onena ToncTokopa y cBoill peueH3ii 3a3Hayae, 110 BUCTaBa “10-
CIiIKYe NCUXO(QI3NYHUM CTaH JIOACH, SKi BTpaTHIIM JOMIBKY 4e-
pes3 Biliny. B ii nenTpi — peduexcii monogux moaei Big 18-tu 1o
23-X pOKiB IOJO BiliHW, BTPATH PIAHUX JIOACH Ta PiIHUX MiCIb.
Jech naBHO i 1ajieko B MOHIBEUYEHOMY XapKoBi OyB TBiH iM, TBOS
KiMHaTa, Jie TH 3pOCTaB, YMUTAB KHIMKKH, MpisB... TH MaB poauRY,
JIpy3iB, OyB IIACIUBUM 1 Big4yBaB ceOe y Oe3meli. 3apa3 ke 3aiu-
LIWJIMCH TUJIBKY HEBU3HAYCHICTh, HEBIICBHEHICTD, )KUTTS HA Tay3i. ..
IcTopii MoJonKX akTOpiB — BOHU AY’Ke IIEMJIUMBI i MOBEPTAIOThH
HAacC JI0 HaC KOJIHUIIHIX — 1macauBux’ [1].

Imes BUCTaBM BUHMKIIA 3 HALIMX YMOB — PO3/IIICHOCTI MO CBITY,
KUTTSA B PI3HUX KpaiHax i KOHTEKCTaX, OTPUMAaHHS CBOIX YHIKallb-
HUX A0cBiiB. BomHoyac Hac 00’€JHyBaIM CIUIBHI I[IHHOCTI, IHTEP-
€C OJIHE JI0 OJHOTO, IPArHEeHHs JI0 €AHOCTI, CIBTBOPYOCTI i 0OMiHY.
MHoro 0yno 3amponoHOBaHO TEMY AOMY SK BiANpaBHY TOUKY Yy Ha-
LIMX TBOPUHUX MOLIyKax. Pe3ynbratoM HuX MOMIYKiB cTana JOKyMeH-
tanpHa BucTaBa “HOME” — MucTenpke A0CIIKEHHS, TIPUCBSIYCHE
TOMY, IIIO TaKe JiM, 10 HOro BU3HAYAE 1 K 3MiHIOETHCS HAILIE CIIPHIi-
HATTS IOMY 3 4aCOM Ta B YMOBax pO3JyKH i Biiinu. Lle Buctasa npo
VYkpaiHy, Ipo Halle MUHYJE, TEEepillHe i MalOyTHE, PO JIIOACH,
SIKi yepe3 BiifiHy OyJM BUMYIIEHI 3aIMIIUTH CBill JAiM 1 CBOE KUTTS,
PO3IYUYUTHCS 3 PIJHUMH 1 APY3SIMH, PO JIOACH, SIKi 3aTHIIMINCDH
B YKpaiHi, Ipo Halli CTpaxu, Mpo Halli Hajil, po Hall OiJib 1 HalIe
macts. st oqaux [liMm — 11e OaThKiBIIMHA, MICIIE, /I TH HAPOAUBCS
1 BUpic, TBOSI KpaiHa, TBOE MiCTO, TBOsI ByNUIIS 1 TBild OyauHOK. [lis
iHmmx J{iM — 11e Miciie, e TH )KUBEII 3apa3 1 CePeOBUIIIE, B TKOMY
TH nepeOyBaent. J[1s korock [[iM BU3HAYa€ThCS 3B’13KaMU 3 JIOIb-
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Mu — JliM Tam, Jie TBOI piJiHi, AJIsE KOroch J{iM — Iie Miciie crioraiis i
IIaCITUBOTrO 0e3TypOOTHOTO IUTUHCTBA, JIJIsl KOroch [liM — 1ie mictie,
SIKE BOHHM CTBOPHJIM caMi. MU BCi MO-Pi3HOMY PO3yMIEMO, IIO TaKe
Jim, ane ns Beix Hac J{iM — 1ie MicIie CHIIH, MiCIie, 16 MH MOXKEMO
OyTH caMuMu cOOOI0 1 e HaC TPUUMAIOTh TAKUMHU, IKIMH MU €.

PoGoTa Ha/ TOKyMEHTAJIBHOK BUCTABOK) CTaJa JIOTIYHUM TIPO-
JOBXXEHHSIM MOT'O HaBYaHHS Ha MaricTpaTypi i MaricTepchKoi, Ha-
MHACAHOI HAa TEMY OCOOJMBOCTEH PO3BUTKY JOKYMEHTAJBHOTO i
MOCTAOKYMEHTAJIBHOTO TeaTpy, 3axuiueHoi B ciuni 2024 poky. Jo-
JTATKOBHM JIOCBIJ S OTPUMaB HABECHI, MPOWIIOBIIN HAaBYAHHS B
[Ikomi TOKyMEHTAJIBHOTO TeaTpy pexucepa Anapis Masi.

I[Nepia 3ycTpiy BCiX yUYaCHHKIB 1 IEpIIi peNeTHIil HaKUBO BiJl-
Oyuucs Bke Ha camoMy (ecTuBali. [ xoya mpem’epa HaIIOi BUCTABH
OyJia 3alJIaHOBaHA HA OJIUH 13 OCTAHHIX JIHIB (DeCTHBAIIO, MU MaJIH
BCHOT'O THIKJICHb JUJIS MiTOTOBKY BUCTaBU. KOXXHOTO IHS MU 30U-
pajucs Ha PereTUii 1 mpaIroBaii HaJl BUCTABOK B YMOBaX oOMe-
JKEHOTO Yacy — y MepepBax MiK MalCTep-Kj1acaMH Ta BUCTaBaMU
IHIIMX TeaTpiB, OLIBIIY YaCTUHY Yacy MU perneTupyBajiu Oe3 cie-
HIYHOT0 MalJJaHuYMKa — TOTYBaJIH MiCHI y CBOTH KiMHATi Ta BHOY1
peneTupyBaiy Ha BYJIWYHIN crieHi. [lonpu Te, 10 mij 4ac HaIImX
3yCTpidueil OHJIAH MK PO3POOUIIN CTPYKTYPY BHCTABHU, BTLITIOIOYH
CBil 3aJlyM Ha MPAKTHIIi, BiJl YOrOCh MU BiJIMOBJISUTUCS, & IIOCh JIO-
JlaBaJii HATOMICTh. JInIIle 3a IeHb 70 MpeM’epy MU BIEPIIIe OTpUMA-
JIM MO>KJTUBICTB MPOBECTH HIUHY PENETHIIIIO HA CIEHI, a TeHepabHa
pEeNeTHILis 31 CBITJIOM IIPOKIILIA BXKE B JICHb CAMOi BUCTaBH.

PoGoTa B TakuX eKCTpEeMaIBHUX YMOBaX BUMaraja CTPECOCTii-
KOCTI1, eMmarii, BMiHHsI KOMYHIKYBaTH, [PaI[lOBaTH B KOMaH/Ii, 1Hi-
IaTUBHOCTI 1 JIiIepcTBa. 3PEIITOr, BUCTABA CTajla MOXKIIMBOIO CaMe
3aBJISIKU pOOOTI BCi€T KOMaHIU — 3aBJSIKY IOJCHHIH Ipaili, akTop-
CBKUM IPUHOCAM, i ITPUMIII 1 B3a€MOIOTIOMO31 KOXKHOT'O YYaCHHKA.
SIK KepiBHHMK TpyIu, KpiM poOOTH Haja BUCTaBOO, HA (ecTuBaii 5
TaKOX 3aiiMaBCs aMiHICTPATUBHUMU MUTAHHSIMHU, KOHTAKTYIOUH 3
OpraHizaTopam# II0JI0 BCiX OpraHi3alliiiHuX MUTaHb.

[potsarom decTrBato Hallla kKOMaH 1a 6arato Yacy mpoBesa pa3om
1 OTpUMaJja yHIKaJIbHUN KONEKTUBHUIN TOCBIJ, IO CIIPUSLIO 30JIHKEH-
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HIO 1, 3pemToro, noOy1oBi KoMaHu. Mu Opaii ydacTh y BeJHUe3Hil
KUTBKOCTI MaiicTep-KJiaciB Ta 1abopaTopiii — TPUAECHHUH 1HTEHCUB 3
KOMeJii lenb-apTe Bijl BUKJIanaya itaaiiicbkol akajemii 1paMaTuaHO-
ro mucteutBa Nico Pepe Knaynio ne Mormio, nabopatopii Tpanuiiii-
HOTO SIMTOHCHKOT'O TaHIII0 KaMirara-Mai BiJ| sITOHCHKOT epdopMepKu
Kein Momimypa, ma6oparopii caiiT-cnemmpix mepdopMaHcy Bix pe-
Kucepa, kepiBHHKa iTamiiicekoro Teatro Potlach ITino i Byayo, a Ta-
KOX MaiicTep-knacax €sxenio bapou. Takox na gpectuBani FLIPT mu
MOIMBHJINCH BEJIMUE3HY KUIBKICTh BUCTaB — PI3HOTO 3MICTY 1 (hopm,
PI3HUX CTHIIIB 1 HANIPSMIB TeaTpy, a I B3AJIH y4acTh y BETUUE3HOMY
JBOJICHHOMY caiT-crierudik nepgopmanci “Hesunumi micta’.

Ha ¢ecruBani My mocTiiHO BiAYyBaJiM TOCTHHHICTH 1 Mij-
TPUMKY YKpaiHH, OfHAK 3ITKHYJHCS 3 PI3HHLECIO B KYJIBTYpPHHUX
KOHTEKCTaxX Ta BILUIMBOM POCIHCBHKOI KyibTypu. Ilin gac meperms-
Iy po6ouoi Bepcii BuctaBu “HocTanbris” Bij iTaliiicbKOT aKTOPKU
MPO3BYYaB pociiicbkuil pomaHc 19 cromirts. Hama komanna Biape-
aryBalia Ha 1e, BUHIIOBIIH 13 3au. [li3Hime akTopka migiimia 1o
Hac, 00 MOsSCHUTH BUOIp LBOTO POMAHCY 1 BHOAUYUTHUCH 3a HEIO-
PO3YMiHHS, BUCITYXaBIIM HATOMICTh HAIly MO3HULII0, IO B YMOBaxX
BiHM POCIMCBKY KYJIBTYPY HE MOKHA TOJIEPYBAaTH.

s cutyanis npuBena OO0 pillIeHHS JOAATH Yy BHCTaBy Oijiblie
MOJITHYHUX aKIIEHTIB, IO B CBOIH pelLieH3ii Ha BHCTaBy Bia3Hauu-
na Onena Tonctokopa: “MoHONOrK akTOpiB Ha CIEHI MiATpUMY-
I0TBCSl AUCKPETHUMH (PI3MUHUMHU PyXaMd 1 BUPa3HHUMH KECTAMHU,
KaJpaMH BOEHHOI XpOHiKH. ‘“Pocist Xoue 3HUILNUTH YKpaiHCHbKUH Ha-
pox, yKpaiHCbKY MOBY, KYJIBTYPY 1 3aMiHUTH iX ~PyCCKUM MUPOM”.
Pociiicpka KynpTypa Hece iMIEpChKY MpoIaraniy, NpUKPUBAIOYU
CBOI 3JI0YMHU BEJIMKOI 1 TAEMHUYOIO POCIMCHKOI0 AYIIEIO”, — IIi
¢pasu, mponucaHi Ha eKpaHi, Micis KaapiB 3pyHHOBAHUX YKpaiH-
CBKUX MICT 3By4arh HiOU BUpPOK™ [1].

[Ticnst BuctaBu Mu Briepuie B ictopii gectuBamo FLIPT 36u-
panu MmoKepTBYyBaHHS Ha MIATPUMKY XapKiBChKOI BOJOHTEPCHKOT
opranizamii. J{is bOro MU NpHUBE3NH i3 COOOI0 JTHUCTIBKH 3 HOTO-
rpadisiMu yKpaiHCBKUX MICT, HAIIUX OyJMHKIB 1 IaM ITHUX MiCLb,
siki oOMiHIOBanu Ha mokepTBu. OnHa 3 akTOpok, AHacracis [na-
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3yHOBA, IPUHECIA KYJIOH 3 YKPaiHCBbKHM YOPHO3EMOM, KM Mmicis
BUCTaBH Ipuadana Ta caMa italilicbka akTopka. B inteps’io Ome-
Hi ToncTokopili BoHa pO3MOBiJa MPO Te, MO JJIs Hel 3eMIia — L
CBSIIIEHHUI CUMBOJI, TUM O1JblIe, YKpaiHChKa 3eMJIsl, 3a SIKY 3apa3
MPOJIMBAETHCS KPOB, 1 IO Ticis Hamoro nepopMaHcy BOHA Bif-
qyJa, 1[0 X04e MaTH YaCTUHKY YKpaiHu BoMa [2].

Peaxuis Ha Hamy BUCTaBy Oyna myske emouiifHoro. OpraHiza-
TOpH (EeCTUBAIIO, YUYACHUKH 1 IIIsI1aui BUCIIOBIIOBAJINA CBOE 3aXO0-
mieHHs Ta miarpumky. IliHo ai Bynyo, pexucep Teatro Potlach i
nupektop ¢ectusanto FLIPT, 3ayBaxkus, mo ne Oyna “myxe mpo-
¢eciitna i emoriitHa po6oTa” i 1110 BUCTaBa 3BEPTAETHCS 10 “TIPO-
CTHX 3pO3yMIJINX peuell”, AKuX yKpaiHIi 3apa3 mo30aBiieHi yepes
BiliHy. BiH Takox 1oaaB, o “Mu 31 CBOro 00Ky OyAeMo MiATpUMY-
BaTHU I lonomMaratu yKpaiHCbKUM MUTLSIM [2].

Kein Ammmypa, akropka i nepdopmepka 3 Snonii, Big3HaumIa my-
PICTB 1 BIIBEPTICTB aKTOPIB 1 CKa3aJa, U0 “MicIisi BUCTABH 5 AyMaro PO
CBOIX YKPaiHCBKHX JPY3iB, PO JIOACH, 1110 3apa3 B Ykpaini. Lli akropu
HaraJlajii MEHi CMIJIMBUX OUTHMX TTAIIOK, 1 I poO0Ta 3aJIUIIUTHCS B
MoeMy cepti”. [ clioBa i IKpecIor0Th, K NIMO0KO BUCTABa TOPKHYJIa-
cs IMIs1Aa41B 1 BUKJIMKAJIA BiATYK Ha PiBHI OCOOMCTHX eMoMii [2].

[Haniens SueBnd, Xy10KHil KepiBHHUK [TOJIbCHKOT0 TeaTpy Brama,
migKpecnus: “YkpaiHChKa KyJbTypa 3apa3 epeknBae peHecauc. |[...]
Kpaina moBuHHa OynyBaTH BIAcHY 1A€HTHYHICTB, 1 51 BBaXKaro, IO,
OKpiM BICBKOBUX JIiii, HAHBaXJIUBIIIIE, 110 3apa3 Tpeba 3po0uTH, 11e
30eperTu yKpaiHCbKy KyJIbTypy — 3a Oynb-sKy LiHYy. [...] 3aBraHHS
MUTILIB CHOTOJHI — OyayBaTH IJCHTUYHICTh €BPOINECHCHKUX KYJIb-
TYp 1 BOOZHOYAC MIATPUMYBATH YKpaiHChKe MUCTEUTBO  [2].

Ile OyB nmiiicHO yHIKaJIbHHI Ta HETIOBTOPHHU JIOCBIJl, & TAKOX
BEJIMKA YeCTh 1 BiJIMOBIIaJIbHICT, — FOBOPUTH NPO YKpaiHy 3i CcIie-
HU, PO3MOBIIaTH icTOpii Mpo Hall iM i HamuX aoael. Gectusab
FLIPT craB nnardopmoro ajis oOMiHYy HE TUJIBKH TeaTpajbHUM
JOCBiZIOM, ajie i AJiS PO3BUTKY MIKHAPOAHOI COJMAapHOCTI yepes
MUCTEeUTBO. Sk TouHo BigzHauae Onena ToncTokopa, “MajieHbKE
cepeaHboBiuHe MicTeuko 1 Pumom dapa-in-Cabina crao miciem,
Jie yKpalHChKI MUTILI OTpUMAaH ~TPaBO TONOCY” Ha Ba)KJIUBOMY
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¢dopymi” [1]. Came TOMY B CHOTOJHIIIIHIX YMOBax BIfHU MOKa3HU-
KOM YCHIIIHOi BHCTaBH BapTO BBa)KaTW HE JIHILE TTUOWMHY AOCHi-
JUKEHHS TEMU Ta XyA0XKHiH crocib i1 BTiJIEHH, a i pe30HaHC, SIKUH
y BUTJISAII 300py MOKEPTBYBaHb, TaK 1 3MiHU B PO3YMiHHI KyJIbTYp-
HUX KOHTEKCTIB. Lle BiKpruBa€e HOBI MOXKIUBOCTI JIJIs1 TiaJIoTy 1 Tij-
TPUMKH YKPaiHCBbKOI KYJIBTYypH B MI’>KHAPOAHOMY IPOCTOPI.

CIIMCOK BUKOPUCTAHUX JIXKEPEJI:

1. Toncrokopa O. IIM-HOME-CASA: ykpaiHcbka BHCTaBa Ha
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FEATURES OF WORKING ON THE PLAY “HOME” AND
ITS PRESENTATION AT THE FLIPT FESTIVAL

Keywords: documentary theater, war, Ukraine, home, cultural diplomacy.

The play “HOME,” performed by Maysternya 55 at the FLIPT
festival in Italy, represents a profound exploration of identity, be-
longing, and resilience in the face of war. Developed collaboratively
by a diverse group of Ukrainian artists living in different countries,
the play embodies the challenges and opportunities of creating art
during a time of national crisis. Using documentary theater as its
primary medium, the production draws upon personal narratives
of young Ukrainians who have experienced displacement, loss, and
the search for a sense of home amidst ongoing conflict.
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The creative process of “HOME” was highly experimental, in-
volving online rehearsals and in-person work at the festival under
tight time constraints. Despite these challenges, the team crafted
a compelling narrative that intertwines individual stories with
broader reflections on Ukrainian cultural identity and the impact of
war. The play employs minimalist staging, physical movement, and
multimedia elements to emphasize its themes, supported by evoca-
tive visuals and monologues in English to engage an international
audience.

More than just a theatrical performance, “HOME” serves as an
instrument of cultural diplomacy, bringing Ukrainian stories to the
global stage. Its presentation at FLIPT not only highlighted the cre-
ativity and resilience of Ukrainian artists but also fostered interna-
tional dialogue about the war and its human cost. The performance
resonated deeply with audiences and organizers, demonstrating the
power of art to build solidarity and challenge cultural misconcep-
tions during times of crisis.
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sacayscenuil 0isiy mucmeymae Yxpainu, 3asidysay xageopu
MY3UYHO-CYCHIYHO20 MUCEYNBA (PAaKyIbmeny My3uiHo2o
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PEBI3ISI TEPMIHOJIOTTI CHEHIYHOI METOJIOJIOT' TT
AKTOPCBKOI IIIJITOTOBKA

Knwuoei cnoea: enepeis, epasimayis, noposcrneua, npocmip,
Jlecv Kypbac, memoodonoeis, mepmiHon02is, 3aKoHu, akmop, nep-
Gopmep, meamp, Mmucmeymeo, OUHAMIKA, OeOYKYisi.
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Te3u mponoHyIOTh TOTAJIbHY PEBi3il0 TeaTpajbHOI TEPMiHOJIO-
Tii B KOHTEKCTI Cy4acHOTIO PO3BUTKY CIIEHIYHOI METOIOJIOTii, CTBO-
penoi Jlecem Kypbacom, Ta pagukaibHy 3MiHY QyHIaMEHTaIbHOTO
BepOanbHOTO 1HCTPYMEHTApil0 MiATOTOBKH aKTOpa TeaTpy 1 KiHO B
OCBITHIH mporpami AKTOpPCbKE MUCTEUTBO JPaMaTHYHOTO TeaTpy i
KiHO crneriaibHocTi ClileHIYHE MUCTELTBO.

MikpokocMoc — JTIOAMHA — aKTOP.

MakpokocMOC — CLEHIYHH MTPOCTIp.

CueHna — 1ie KOHTHHYYM IIPOCTOPY B Yaci.

BucraBa — 1e po3KpHTTS AifiCHOCTI B Yaci 1 mpocTopi.

Yac — 11e € puTM, METp, TEMII. YCBIJOMJIEHHS 4acy — L€ €
YCBIIOMJIEHHS iOoro puTMy. Yac — 1€ € 4eTBepTHI BUMIp MPOCTO-
py. IcuyBatu B yaci — 11e AJ11 HAC — MIHSTHUCH.

Kocmoc — noegHaHHS MiKpPOKOCMOCY Ta MaKpOKOCMOCY.

BcecBiT — HaanpuponHuii piBeHb CIPHHHSATTSL.

CoHsiuHa cucTeMa — JKEPENIO eHeprii akTopa.

3rycTku eHeprii — KOHMIIKTH ¥ IMITYJIbCH.

Marepist — Tino akTopa.

CuJja — npukiajeHa Hampyra akTopa.

MpocTip i yac — TpUBUMIPHHMIA 1 YETBEPTHIA BUMID.

PutM — 11€ Te, 1110 03HAYAE PI3HICTH HATOJIOIIEHOCTI KOCMIYHOT
€JIHOCTI.

TpuBaHHS — MEPCOHAXK Y PUTMi, CTBOPEHOMY YSBOIO aKTOPA.

KonTunyym — cyuinpHe CIEHIYHE CEepeloBHIIE, AC TPUBAE
aKTop.

MexaHnika — KOHCTPYIOBaHHS POJIi.

Craruka — yMOBHU piBHOBaru HEpyXOMHUX aKTOPCBKUX Til —
naysa.

JAunamika — onepyBaHHsI aKTOPOM BJIACHOIO Macolo, CUJIOIO,
IMITYJIbCOM, MOMEHTOM IMITYJIbCY, €HEPTIEIO.

Kineruuna eneprisi -— yactuna eHeprii Qi3u4HOi CUCTEMH aK-
TOpa, AKYy BiH Ma€ 3aBISKH PyXY.

HoTenuiiina enepris — dactuHa eHeprii ¢giznyHOI cucreMu
aKTOpa, 110 BUHUKAE 3aBISKU B3a€MOJIT MK TiJJaMU aKTOpIB, SKi
CKJIAJIAlOTh CHUCTEMY BUCTAaBH, Ta i3 30BHINIHIMH, BIJIHOCHO Ili€l
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CHCTEMHU, TiJIaMH, i 3yMOBJICHa PO3TAIIYBaHHSAM TijJ y POCTOPi

Inepuin — sBume 30epeXeHHsT MIBUIKOCTI PyXy akTopa 3a
BiJICYTHOCTI 30BHIILIHIX CHIL

Maca — ocHoBHa (i3WYHA BETMYMHA aKTOPA, KA BBAXKAETh-
csl OfHI€I0 3 QyHAAMEHTAIBHUX XapaKTEePUCTHK TiJia, 0 BU3HAYAE
iHepLiliHi, eHepreTUyHi Ta rpaBiTaliliHi BIACTHBOCTI BiJl Makpo-
CKOTIYHHUX 00’€KTIB 10 aTOMIB 1 €JIEMEHTAPHUX YaCTHHOK TiJa.

IIpuckopenHsi, NpUIIBUALIEHHS] — BEKTOpHA (i3UUHA BEJIU-
YMHA TiJla aKTOpa, MOXiJHa IIBUAKOCTI 32 4acOM; 3a BEIUYMHOIO
JIOPIBHIOE 3MiHI IIBUKOCTI TiJIa 32 OMUHHUIIIO Yacy.

TpuBuMipHicTH — MOpoXHEYA CLHEHIYHOTO IPOCTOPY.

YerBepTHii BUMIp — yac.

PeasituBizm — dinocodcbkuii, METOAOIOTTUHUN TPUHLUII, IO
MiJKPECIIOE PUMAT BiJTHOCHOCTI MK 00’€KTaMH (I€PCOHAXKAMH)
Ta mporecaMu (CI0KeTaMH) BUCTABH, IT1JKPECIIOI0YH THMYACOBICTh
ix cyOcTaHIiaIbHUX BIaCTUBOCTEH, SIKUH MONATae y MeTadiznaHii
YMOBHOCTI 3MICTY Ti3HaHHS.

HNpuuunnicts. OquH 3 BUAIB 3B’13KiB peuei 1 ABULI € 3B’130K

“reHeTUYHHI’, TOOTO BiH BH3Ha4Yae came (PakT MOPOIKEHHS SIKO-
roce siBUINA, mpouecy. [IpuYMHHICTD, TaKOX MNPHUYUHHO-HACII[-
KOBHI 3B’130K, MPHYMHOBICTb, MPUYMHOBO-HACIIKOBUN 3B’SI30K,
Kay3aJIbHICTh — 3B’130K MiX TOfi€l0 A ¥ iHmIOW nojieio b, sika
HEOoOXiJJHO HAcTa€ 3a MEePIIOI0 UM BUTIKA€E 3 Hel a00 KoM iCHyBaH-
HsI KOXKHOT 3 HUX 3yMOBJICHE (CIIPUYMHEHE) 1HILOIO.

InBoJIOList — peayKuis 4Yu BTpaTa B XOA1 €BONIOLII OKpeMHUX
oprauiB, ix OyJqoBU Ta QyHKILIH; “3BOPOTHHI PO3BUTOK” OpraHis,
TKaHWH, KJIITHH; aTpodis OpraHiB NpH NaTOIOTi Y CTapiHHI.

EBoaromniss — npupoHe SBUIIEC 3MiHU HONYJSINN, BUJIIB, BH-
IIMX TaKCOHiB, OiolleHO03iB, duiop i dayH, reHiB i 03HaK y Yaci B X0-
i icTopii 3emi.

Jeaykuisi — mpouec BUBEICHHS BUCHOBKY, 110 TapaHTOBaHO
CIiIye, SKIIO BHUXIiJIHI MPUITYIIEHHS ICTHHHI, TO BUCHOBOK Ha IX
MiJCTaBi € YUHHUM (OPaBUIBHICTE). BUCHOBOK MOBHHEH Oa3yBaTH-
csl TUIBKM Ha OCHOBI MOMEPEJHBO HaBEICHUX JOKa3iB Ta HE MOBU-
HEeH MICTHTH HOBOI iH(opMaLii mpo IpeaMeT, M0 JOCHiIKYEThCS.
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HenykruBnuii (anri. deductive, Him. deduktiv) — ocHoBaHuii Ha
JNENyKIii; AeAyKTUBHUN METOIl — II€ CHOCIO JOCIiKeHHS, MPU
SIKOMY OKpeMi TIOJIOKEHHsI JIOTIYHO BHBOASTBCS 13 3arajbHHUX MO-
JIOXKEHbB (AKCI0OM, ITOCTYJIATIB, 3aKOHIB).

Inaykuiss — e nporec CypKeHHs, KOTPHd J0CsITae BUCHOBKY,
110 MPY HasIBHOMY CTaHi 3HaHb € HAIICBHO iICTUHHUH, ajie He rapaH-
Ty€ Horo. IHIyKTUBHUI BHCHOBOK MOXeE OyTH CIIPOCTOBaHUH abo
y3araJbHEHHH 32 HasIBHOCTI TOJaTKOBUX (DaKTiB.

PeatizmM — 11e HaHOIIBIIT AaHTUMHUCTEIILKUN BHPA3 HAIIIOTO Yacy.

3akoHu

3akoH omaanauBocti. MiHiMyM 3aco0iB — MakCUMyM Bpa-
JKeHHS, BIUIMBY Ha TJsJa4yiB y TeaTpaJbHOMY MHUCTEUTBI Aie Oe3-
3actepeskHo. He MokHa 3acMmiuyBaTH poOOTy 3aiiBUMH pyXaMu,
Tpeba BinOMpaTH JiuiIe KoHYe HeoOXiaHe, BUpa3He, 3a0yBaTu Mpo
CBOI BJaCHI, IHANBIIyabHI PyXH.

3akoH cipuiiMmanHs cBiTy. CKIala€ThCs 3 TPHOX TAKUX O1IBII
€JIEMEHTapHUX MpoIeciB: 1) CnpuitHATTS — TOOTO Te, 110 MOYYTO,
mo0avyeHo abo Biq4yTO (HIOXOM, TOTHKOM, CMaKOM); 2) YCBIJJOMJICH-
Hsl, Bp2)KCHHS Ta OLlIHKA CBOT'O CTABJICHHS IO TOJI; 3) HaJEKHI
peaxiii 1ii — BYNHKOM Ta CJIIOBOM.

3akoH nocJaigoBHocTi Ail. Ha creHi akTop NOBUHEH poOUTH
BCE YiTKO, MOCIiJOBHO, TOCTYITHO sl CIpHMMaHHs risigava. [eTh
pedekTopHicTh 1 xaoTuuHicTh! KoKHMIT pyX Ha CIIeHI Mae CBii
MAaJIIOHOK, CBOi 3HAKH 3yNMHOK: KOMH, KpPamkKu, TUpe Towo. Sk Bu-
HATOK, OyBarOTh 1 panToBi peakiiii, ajie Ha ClIeHi BOHU 000B’13KOBO
TICUXOJIOTTYHO HACHYEH1, CBIIOMO 3pOOJICHI aKTOPOM.

3akon mMorTuBaimii. Yce, o poOUTH aKTOp Ha CIICHI, Mae Oy-
TU JOUIJFHUM, BUIIPABJAAHUM JIOTIKOK MOBEIIHKH Jii0BOI ocoOw,
BMOTHUBOBaHUM HE JIMIIE MICUXOJIOTIYHO, ane i izionoriuno. XKo-
JeH PyX, *KECT, BUMHOK aKTOpa He MOBUHEH OyTH BUIAJKOBHM, a
MaTH CBOIO NpUYUHY. Tpeba HAaBUMTHCS BUSBIATH Li NPUYUHU.
HaiiBaxxue po3kpuTu pyx OyMKHU Ha cueHi. Lle Bepmnna maiictep-
HOCTI ICUXOTEXHIKH aKTOPA.

3akoH mepcmeKTHBH Jiil. 3aKOH apXiTEeKTOHIKM CLEHIYHOTO
TBOPY YH TO MIMOAPaMHU, Y1 MOHOJIOTY, UM HaBiTh 1inoi pori. CyTh
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Horo mossirae B yMiHHI 3aKOHOMIpHO pO3TallyBaTH Marepian 3a
3aKOHOM PO3BUTKY MOUYTTS, Ail, IyMKH, BUBHAUUTH yJapHi MicCIIs
pouti a60 MoHoJory (iKTH), CBiJOMO BUKOPUCTOBYBATH 3aCO0U BU-
pasHocrti. JloriyHa criBmiANOPsIKOBaHICTh CLIEHIYHOTO TBOPY.

3akoH puTMiYHOCTI. YCBiZOMIIEHHS aKTOPOM O€3MepepBHOCTI
nii. B purmi Hemae Bakyymy. BpaxkeHnns Big poGoTu akTOpa Mo-
JKe OyTH CHJIBHIIINM 1 c1a0iimm, ajie 000B’13KOBO O€3MepepBHUM.
Le nocsraeTbcsi pUTMIYHICTIO BUKOHAHHA. Y PUTMI HEMA€E MOPOK-
Heul, Iay3a — TeX PUTMidHA J10JIsl, BEIMYMHA. PUTM moBeniHKH
reposi — Lie He MPOCTO LIBUAKICTH, 1€ IHTEHCUBHICTD Jil Ta mepe-
JKUBaHb aKTOpa, HOro BHYTPIIIHE eMOLiHE HaNpy>KeHHS, Y SKO-
My BiH MPOXUBAE CLUEHIUHI Moail. MalroHOK poJii TOBUHEH MaTH
PUTMIUHY JiHiIO, “‘mepenuBaTHcs’ 3 BUpa3y y BUpas, K IpoLec
TBOPYOCTI, @ HE CKJIAZaTHUCSI MEXaHIYHO 3 HA0Opy aKTOPCHKHX PU-
HOMIB.

3akoH koHTpacTHOCTI. OJUH 3 OCHOBHUX 3aKOHIB KOMITO3HUIIi1.
KonTpactu — 11¢ HeoOXi/1Ha yMOBa ISl TOTO, MO0 TIIsi1a4y N00aunB
300pakeHHs B “00Cs131”"; BMIHHS HIATPUMYBAaTH IWHAMIYHICTD Jil
3a paxyHOK TOKa3y SIBUIII, XapaKTepiB, BUNHKIB y MOCTIHHOMY pO3-
BUTKY, 3MiHaX, MIPOTUCTaBICHH] iHIIMM. Ha CIieHi HapOoIKyIOThCS
1 IIIOTH Pi3HI BUJIM KOHTPACTIB: XapaKTepiB, CTaHiB, MOJIOKEHb, a
TaKOX KOHTPACTH, NOB’s3aHi 3 11eiMU (KOHTPACTH 111ei, mpobiem,
MOTHBIB), KOHTPAcTH B MOOY/OBi CIOKETY (KOHTPACTH B TEMIIOPHT-
Mi mofieBoro psiay) romo. KoxHe siBuiie, xapakrep, BYNHOK Tpeda
MOKa3yBaTH B PO3BUTKOBI, 3MiHi, a I1e 3HAYUTh — y 00OpOoTHOI Mpo-
TUJICKHOCTEH — KOHTPACTIB CHIIU i caboCTi, ThMH i CBiTIA, TOPS
W pajoNliB, BUCOTH 1 TTMOMHHU — BUSBISETHCS JTUHAMIYHICTD Jii.
[ToTpiOHO HABYUTHCS KOMIIOHYBAaTH CBOIO pOOOTY 3a KOHTPacTaMH,
3a IPOTUCTABIICHHSIM.

3akon Tpancdopmauii. Marepian TBOpUOCTI — TiJIO aKTOpA.
3a AOMOMOT 010 aKTOPCHKOI TEXHIKH MPOBOAUTH MPAKTUYHUHN HUISIX
JI0 aKTOPCBKOTO MEPEBTINICHHS, TiA0MpPaTH 00pa3Hi aKTOPChKi Mpu-
CTOCyBaHHS, MeTa)OpuUHE pillIeHHS! BUCTAaBH, sIKE O BUKIUKAJIO Y
TIIsijiadya acolliaiii, BilmoBiAHi 3agymam pexucepa. Hamatu aktop-
CbKOMY TiJly BUpa3Hi 0OpucH Ta JiHii, BATPEHYBaTH KOKEH M3 Ta
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HEPB, HABYUTHCS BOJIOJITH HUMH 0 TIOBHOI IOBEPIICHOCTI, 3HAUTH
BCi PI3HOBH/IU 1103 T4 PYyXiB, 3SMYCHTH CBOE T1JI0O OYyTH BHPA3HIIINM,
3pO3YMUIIIINM AJIs JTIOACBKOTO CJIOBa, MEPeAaTu 3a JOMOMOTOIO Ti-
na Bce OOKECTBEHHE Ta AEMOHCBKE, BCE, 10 iICHY€E B TIPUPOIL.

3akoH BUpa3HOCTi. YMITH BiZOMpaTH BUpPa3Hi, MPOHUKINBI
JKECTH, BUKOPUCTOBYIOUH iX y mepesadi cueHiuHoro oopasy. Koxen
KECT, pyX, MIMIYHHH BHpa3 oO0IWYYsl aKTopa MOTPIOHO HABUHTH-
cs1 poOUTH BHPA3HO, AEMOHCTPATUBHO, HIXkK 11e OyBa€ y JKHUTTI, 1100
THCSYA TIAaviB y 3aii 1e modavria. AKTOp MOBUHEH BMITH 3a-
¢ikcyBatu 3poOsieHe. 3rifHO 3 3aKOHOM BHPa3HOCTI, 100 TUCAYA
MPHUCYTHIX y TeaTpi Morja MoOaYuTH KECT, PyX aKTopa, Horo mi-
MIYHHH BUpa3, Tpeba HAaBUNTHUCS POOUTH X BUpPA3HO, TOOTO OibII
i IKpEeCJIeHO, HiK TO OyBa€ B )KUTTI, BMITH BiAOMpaTH MPOMOBHCTI,
BUPa3Hi )KECTH 1 KOPHUCTYBATUCI HUMHU.

3akon ¢ikcanii. CnouaTky ocBoroeThcs (pikcalis 30BHIITHBOT
aii (ue mporec 3akpimieHHs, 3ocepemkenns). [lorim ¢ikcanii BHY-
TpilHBO1 Aii (mpouec MHUCIEHHS) LUISIXOM 3HAXOMKEHHS 3HAaKY,
BIJIMIOBITHOTO HOTO 3MICTY.
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This thesis calls for a comprehensive revision of theatrical ter-
minology to align with the contemporary evolution of stage method-
ology pioneered by Les Kurbas. It suggests a transformative update
to the foundational vocabulary used in training theater and film
actors, particularly in the Acting in Dramatic Theater and Film
educational program under the Stage Art specialty.

Core Concepts:

Microcosm — The actor, a human being.

Macrocosm — The stage space.

Cosmos — The fusion of the microcosm and macrocosm.

Universe — A transcendent level of perception.

Solar System — The actor’s source of energy.

Energy Clumps — Conflicts or impulses driving action.

Matter — The actor’s physical body.

Force — The tension the actor applies.

Space and Time — The three spatial dimensions plus the
fourth: time.

Duration — The character’s presence shaped by the actor’s
rhythmic imagination.

Continuum — The seamless stage environment where the actor
exists.

Mechanics of Acting:

Mechanics — Constructing the role.

Statics — Stillness, equilibrium, and the pause.

Dynamics — Managing mass, force, momentum, and energy.

Kinetic Energy — Movement-derived energy within the ac-
tor’s physical system.

Potential Energy — Energy arising from interactions between
actors or with external forces, shaped by their spatial relationships.

Inertia — The actor’s capacity to maintain motion when no
external forces act.

Mass — The actor’s fundamental physical attribute, impacting
their energy, inertia, and gravitational presence.

Acceleration — How the actor’s movement changes over time,
reflecting shifts in intensity or direction.
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Philosophical and Methodological Layers:
Three-Dimensionality — The emptiness of the stage space.
Fourth Dimension — Time as an integral element.

Relativism — The interplay of characters and processes, em-
phasizing temporality and contextual fluidity.

Causality — The chain of cause and effect that drives the nar-
rative.

Involution — The regression or transformation of characters or
systems, reflecting decay, atrophy, or reverse evolution.

Evolution is a natural phenomenon of changes in populations,
species, higher taxa, biocenoses, flora and fauna, genes and traits
over time during the history of the Earth.

Deduction— the process of drawing a conclusion that is guaran-
teed to follow if the initial assumptions are true, then the conclusion
based on them is valid (correctness). The conclusion must be based
exclusively on previously presented evidence and must not contain
new information about the subject under study. Deductive (English
deductive, German deduktiv) — based on deduction; the deductive
method is a method of research in which individual provisions are
logically deduced from general provisions (axioms, postulates, laws).

Induction is a process of judgment that reaches a conclusion
that, given the current state of knowledge, is certainly true, but does
not guarantee it. An inductive conclusion can be refuted or general-
ized in the presence of additional facts.

The Laws of Acting:

The Law of Thrift. Minimum means — maximum impact. In
theatrical art, this principle must be applied unconditionally. The
actor should avoid unnecessary movements and select only the
absolutely essential, expressive actions. Forget about personal, in-
dividual gestures that don’t serve the scene.

The Law of Perception of the World
This law consists of three basic processes:

Perception: What is seen, heard, or felt (via smell, touch, taste).

Awareness: The assessment and understanding of one’s rela-
tionship to the events unfolding.
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Action: The appropriate reaction, expressed through deed and word.

The Law of Sequence of Actions. On stage, the actor must per-
form each action clearly, in sequence, and in a way that’s accessible to
the audience’s perception. No room for reflexive, chaotic movements!
Each stage action has its pattern, its rhythm—signaled by pauses,
punctuation, and pacing. Sudden reactions can occur, but they must
be psychologically grounded and consciously executed by the actor.

The Law of Motivation. Every action an actor performs on
stage must be appropriate and justified by the character’s logic and
motivations, both psychologically and physiologically. No move-
ment, gesture, or action should be random; each should have a clear
reason behind it. Learning to identify and articulate these reasons
is essential. The most challenging and advanced skill for an actor is
revealing the inner movement of thought on stage—this represents
the pinnacle of psychotechnical mastery.

The Law of Perspective of Actions. This law addresses the ar-
chitectonics of a stage performance — whether it’s a mime, a mono-
logue, or a full role. Its core idea is the actor’s ability to arrange the
material logically, following the development of feeling, action, and
thought. The actor must identify the striking moments in a role or
monologue (key emotional beats) and consciously employ expres-
sive techniques. The actions on stage should be logically subordi-
nated to create a coherent and powerful performance.

The Law of Rhythm. The actor must be aware of the continu-
ous flow of action. Rhythm in performance is never empty; even
a pause carries rhythmic significance. The actor’s performance
should always feel connected and dynamic. The thythm of the char-
acter’s behavior is more than just speed — it reflects the intensity
of the actor’s actions, emotions, and inner tension. The role should
evolve in a rhythmic arc, with expressions flowing naturally from
one to the next, as part of the creative process, rather than appearing
as a mechanical sequence of acting techniques.

The Law of Contrast. Contrast is a fundamental law of compo-
sition. It is essential for creating a vivid, three-dimensional image
on stage. Through contrasts, the actor can maintain the dynamism
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of the performance, showing phenomena, characters, and actions
in constant development, change, and opposition. Various types of
contrasts operate on stage — such as contrasts between characters,
states, positions, and ideas. Contrasts in tempo and rhythm can also
emerge as the plot unfolds. Each character, event, or action must
be shown in development, shaped by the struggle of opposites —
strength and weakness, light and darkness, joy and grief, high and
low. The actor must learn to structure their performance using these
contrasts to create tension and dynamism.

The Law of Transformation. The actor’s body is the primary
tool of creativity. Through acting techniques, the actor embarks on
a journey of transformation, selecting figurative devices and meta-
phorical solutions that align with the director’s vision. This trans-
formation involves giving the body expressive lines and contours,
training every muscle and nerve to achieve mastery over them. The
goal is to make the body more expressive, clearer, and capable of
conveying the full spectrum of human experience — divine and de-
monic alike — through physicality. The actor must learn to translate
abstract concepts and emotions into bodily expressions that reso-
nate with the audience.

The Law of Expressiveness. The actor must be capable of se-
lecting gestures and movements that are not only expressive but also
impactful. Every gesture, movement, and facial expression should
be amplified from how it might naturally occur in life, ensuring that
it reaches a thousand people in the audience. The actor must learn to
emphasize actions, making them clear and readable to everyone in
the theater. This law emphasizes the need for an actor to select and
use gestures that communicate effectively and powerfully, beyond
everyday life, so that each expression becomes an eloquent part of
the stage image.

The Law of Fixation. The actor first masters the fixation of
external action, which involves concentrating and solidifying physi-
cal movements. Once this is achieved, the actor then focuses on the
fixation of internal action — capturing the internal thought process.
This internal action is represented externally through signs and ges-
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tures, allowing the actor to embody their character’s mental state
with clarity and purpose. The process of fixation ensures that both
physical and mental actions are integrated and intentional, creating
a coherent performance.

Anniuee Onexkcanop
cmapuwiutl 6uUK1A0ay Kagheopu meamposHascmed
Xapxiecbkoeo HayioHaIbHO2O YHIGEPCUMEmY MUCTNEYNE
imeni LI1. Komnapescwvroeo
ORCID iD: 0000-0003-4096-4229

TPAKTYBAHHSI TEPMIHIB “BAJTAHC ®OPMHU TA
3MICTY” ABO “IUCBAJIAHC ®OPMH TA 3MICTY”
MPU KPUTUYHINA OLIHII JPAMATUYHOIO
CHEKTAKJIIO: AHAJII3 I KPUTEPI{

Knrwouosi cnosa: ¢opma i 3micm, Opamamuuna sucmasd, OUc-
bananc opmu i 3micmy, 8i3yanbHA KOHYENYis i CMUCTIO8E HANOGHE-
HH3l, CYeHoepaisi.

Y npoyeci kpumuunux oyiHox opamamuuHux eucmas pooiamo-
€5l BUCHOBKU, WO PedCUcepam caio npuodiisamu ocoonugy yeazy 83a-
EMOOIT 080X KIIOHOBUX eleMeHmie — hopmu ma 3mMicmy CYeHiyHol
2na0a4a.

Berym.

Bananc ¢opmu Ta 3MicTy gonomarae BUCIOBUTH Ha CIIEHI IIIU-
OMHY PEXHCEPCHKOr0o 3aayMy BUCTaBH. TpakTyBaHHS TEPMiHIB
“popma Ta 3MicT’ BigoOpakae HEOOXIOHICTH PO3IJSALY TOTO, SIK
¢dopma 1 3MicT B3a€MONIIOTH Y BUCTAaBI, 1 MPOMOHYE TOCTiIKYBaTH
METOAM 1 KpUTEpii, AKUMU MOKHA OLIHUTH iX TapMOHIIO UM JUC-
rapMOoHil0. SIKII0 HEXTYBaTH Pi3HHUILIECIO MK BHYTPIILHIM 3MiCTOM
1 BIJIMOBIHOK WOMY 30BHINIHBOK (DOPMOKO CIIEHIYHOI Jii, TO MH
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Mo0avyMMo BUCTABH, IPEM €PHU AKUX HE JalyTh BIAMOBiAI Ha Oe3miy
MUTaHb, 10 BUHUKAIOTH 3 MIPUBOAY HANOBHEHHS (opMu BinIoOBi-
HUM 3MICTOM. 3BEpTAEMO yBary Ha cepiiozHy nmpobiemy, sika cTae
HOPMOIO Cy4YacHOI [MOCTaHOBOYHOI MpakTuku. HoBe mokomiHHS pe-
JKUCEpiB YOMYCh HE HaJla€ HaJeKHOI yBaru BiJlMOBITHOCTI GpopMu
Ta 3MICTY, YaCTO MPUHOCSYH 3MICT Y JKEPTBY OpUTiHANBHIN (HOpMi.

IlosicHeHHs AKTYaJIBHOCTI.

BHyTpimHi# CBIT CEHIYHOTO MepcoHa)xa — HOoro eMolii, 1yM-
KH, TIOCJIiTOBHICTh MOTHBaNii BHYTpilIHIX KOHGIKTIB. Lle Te, mo
pyxae AisiMH MEpCOHa)ka, TPAHCIIOE HOro eMOLidHUI BIATYK Ha
noxii, sixi BigOyBatoThcs. Hanpukian, crpax, mo00B, MpUITyLIeH-
HS, Mpisi — L€ Bce BHYTPIILIHI MPOSBH CLEHIYHOTO XUTTSA. OnHaK
CBOTO/IHI peXucepH 3a0yBarOTh PO T€, IO TIASAaY HE MOXKE MPSIMO
“OaunTH” JYMKH Ta HOYYTTS CLHEHIYHUX repoiB. IXHil BHYTpimHiii
CBIT PO3KPUBAETHCS Yepe3 30BHILIHI MPOSIBU — IKECTH, MIACTUKY,
MiMiKy, iHTOHaii. 30BHIIIHI YUHHUKHN CTBOPIOIOTH KOHTEKCT i I0-
CHJIIOIOTH BIUIHMB, CIIPSIMOBYIOUH TMOTJISIZ 10 TIUOMIOTO pO3yMiHHS
MICUXO0JIOT1] MOTHBOBaHMX MEPCOHAXIB. AKTYalbHICTh MPOOIEMHU
MoJisirae B MOPYLIEHHI BHYTPIIIHBOTO OajlaHcy, TOMY CIIiJl Harazaa-
TH, O (hopMa — 1€ JINILIE IHCTPYMEHT, IKHii 1oTIoMarae risiaadeBi
“npountatu’ 3MmicT. Konn ¢opma mpurHidye 3MicT, OCHOBHA yBa-
ra 3MilIy€eTbCS Ha 30BHIIIHIM BUIJISA, CTUIb UM SICKpaBy CLEHiY-
HY “KapTHHKY”, TOA1 IK OCHOBHUI CEHC IpaMH BUSIBISETHCS MEHII
3HAYyLIMM 1 HaBiTh CIOTBOpPeHMM. Ha npamaTH4Hii cleHi Take
SIBHILIE TOPOIKYE CEPHO3HY MpoOiemMy depes Te, [0 HaIMipHa yBa-
ra copsAMOBaHa /0 TEXHIYHUX aCMEeKTiB Bi3yalbHOI €CTETHKH, BiJl-
CyBalO4M Ha JPYTUU IUIaH 171ei, eMOIlii, collialibHi KOMEHTapi, SKi
BHCTaBa Ma€ JOHECTH O IIIsi1aya.

Mera.

CKOHLIEHTPYBAaTH yBary Ha Ba)KJIMBOCTI FapMOHIHHOTO 3B’SI3KY
M1 Bi3yaJIbHOIO €CTETHKOIO Ta CMUCJIOBUM HallOBHEHHSIM BHCTABH.

BusHaueHHs1 LeHTpaibHOI MpOOJEeMH BIAMOBIAMI0 HAa MHTAH-
HS — JI0 YOI'0 IPU3BOAUTD TIepeBakaHHs (OPMH HaJ 3MiCTOM?

[IpuHLUT cOTYYeHUX CyIuH — Yya0Ba MeTadopa A iaeanb-
HOro Oaiancy Mix (hOpMOFO Ta 3MicTOM. Y Takiil B3aeMoil o0uaBa
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€JIEMEHTU BPIBHOBAXXYIOTh OIMH OJHOTO, 30epiraloyu rapMoHilo:
ceHc pobuth GopMy 00’€MHOIO, BUBOJUTH il HA PIBEHb CUMBOJIIY-
HOTO TiATEKCTY, a Gopma Hagae 3MiCTy CTPYKTYPHOI BUPa3HOCTI.
Skimo omHa i3 MUX “CyIUH” TEPENOBHIOETHCS, JPYyTa CTpaxKIae,
110 1 MOpYyLIye LiJiCHICTh TBOPY. B ineani opma Ta 3mMicT B3aEMHO
30aradyroTh OAMH OJHOTO, CTBOPIOIOYH BHCTaBY, y sIKii (opma mo-
CHJIIOE 3MICT, a i NIMOMHA PO3KPUBAETHCS Yepe3 CUMBOJIYHI KOAH
creHiuHoi hopmu.

Oruisi1 OCHOBHMX Te3.

1. bananc ¢opmu ma 3micmy Ak Kpumepiii ouinku mea-
mpanvHoi eucmagu.

B 0co0nMBHX MOCTAaHOBOYHHX MPHHOMAaxX MOXKHA PO3IISAATH
aKkTopa K OPMOYTBOPIOBAIbHY JOMIHAHTY ApaMaTHYHOI BUCTABH,
0COOJIMBO SIKIO WAETHCS MPO TaKUM TeaTpalibHUH CTHIICTUYHUN
npuiioM, K OioMexaHika. ¥ LbOMY HampsMi MiATOTOBKAa Ta YCBi-
JIOMJICHE BOJIOZIHHSI TPEHOBAHHUM TiJIOM J03BOJISIE AKTOPOBI CTaTH
OCHOBHUM HOCi€M 30BHIIIHBOI AieBoi ¢opmu. biomexanika ¢oky-
CYETBCS Ha PYCi Ta kKeCTi sIK OCHOBHHUX €JIeMEHTaxX BUPAa3HOCTI, Ae
KOKHA [T aKTOpa HE MPOCTO MiANOPSAKOBaHA 30BHILTHHOMY e(eK-
Ty, aJie TAM00KO MOB’s13aHa 3 MPOCTOPOBOIO MOOYIOBOIO Mi3aHCIEH.
CamMe B TaKMX BHCTaBax JpaMaTHYHHUN aKTOp CTa€ OPMOTBOPUUM
dparmenTom. Moro pyxu cTaroTh LEHTPaIbHUMHE €lIEMEHTaMH 30-
BHILIHBOT ()OPMH, a MO3H 1 KECTHU BU3HAYAIOTh PUTM, AHHAMIKY Ta
CTHJIb CIEHIYHOrO icHyBaHHS. TiJIbKM yHiKaJbHa OCOOJIHUBICTH aK-
TOpa, SIKMW BOJIOJIE€ BUpa3HUMU (Di3UIHUMHU AisIMH, MOKE CTBOPUTH
OCHOBY JUJIsl OPraHiYHOTO KOHTAKTy 3 Bi3yaJbHUMU Ta 3BYKOBUMH
eJIeMEeHTaMU XYJIOKHBOTO OopMIeHHs BHcTaBU. Konu k mcuxo-
JIOT1YHO OOTPYHTOBaHMH MEPCOHAXK OMUHSIETHCS B aBaHTapAHUX Jie-
KOpawisx, KOHQIIKT MiK HOro BHYTPILIHIM 3MICTOM Ta CLEHIYHOIO
¢dopmorto cTae PaKTUIHO HEMHUHYYUM.

1. Ananiz 6i3yanvnoi 0ominanmu

Ha cyuacHiii cueni xynoxxse odopmieHHs (cueHorpadisi, Koc-
TEOMH, CBITJIOBE PIIIICHHS) CTAa€ MPOBIIHUM €JIEMEHTOM CLEHIYHOT
nii. 31e0iabpIIoro el THI aBaHTapIHUX JCKOPAalliid, IePEHECCHUX
3 0COOJMMBOCTEH 1HILIOrO ICTOPUYHOTO BiAPI3KY 4Yacy, sSK MPaBHIIO,
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XapaKTepHU3yeEThCsl a0CTPAKTHICTIO, CHMBOJII3MOM Ta BiJIXOIOM BiJ
TpaauLiiHOI peanicTUYHOCTI. ABaHTapIHO-KOHCTPYKTHBHI elle-
MEHTH CIIEHW MOXYTh PyHHYBaTH 3BUYHI JJIS TNIA1a4iB acouiamii,
CTBOPIOBATH MPOTHUPIUYSl MiXK CKJIaJHUM MNCHXOJOTTYHHM CTaHOM
MePCOHaXka Ta 30BHI HECTAHAAPTHOIO KApTHHOIO CHEHIYHOTO Mpo-
cropy. [Ipuunan koHQIIKTY Mik (HOPMOIO Ta 3MICTOM (SIKILO BiH HE
JIOBE/ICHUH PEKUCEPOM SIK CUEHIYHUH MPHUIIOM) BUHHKAIOTh Yepes
HEBIAMOBIAHICTh HABKOJIWIIHHOTO CEPEAOBHILNA 30BHIIIHBOMY Ta
BHYTPIIIHBOMY BHUTJISIAY TEpcOHaka. Y Takid “cuctemi IiHHOC-
Tei” HeoOXiIHI yMOBH, IO yCyBalOTh AucOanaHc Mix (GopMoro
ta 3mictoM. Lle BaxkiamBO mis Toro, mo6 Gopma He MpUTHIUYBa-
J1a XyJIO’KHBOT'O 33lyMy BUCTaBH. Y KOMEHisiX, JpaMax, Tparemisx
€MOLIIIHNUI CTaH MCUXOJIOIIYHO MOTHMBOBAHOI JIMOBOI 0cOOM Mae
OynyBaTucs Ha OinblI MIMOOKOMY aHali3i ApaMaTHYHUX MOJIH, a
HE Ha MiAMiHI iX 30BHIIIHIMH MPUCTOCYBAHHSIMHU.

1. IIpuyunu oominyeanusn 6i3yanbvHoi cKa1ado6oi

MoxuBI IPUYMHU TIOB’$I3aH1 3 IHTEHCUBHUM PO3BUTKOM TEX-
Hojorii 3D, miABUILEHUM iHTEPECOM /0 Bi3yalbHHX €KCIEpUMEH-
TiB, IPAarHEHHSM TeaTPiB YPI3HOMAaHITHUTH CUEHIYHHUI MPOCTIp 3a
JONIOMOTOI0 JIEKOPaTUBHO-YKHUTKOBOI'O MHUCTELTBA Ta KIHOpETpaH-
cisiii. CydacHi CHEHIYHI pillieHHs 4acTO HaragyroTh SCKpaBi, MO-
MITH1 0hOpMIIEHHS, SIKi TPUBEPTAIOTH YBary CBOEIO €CTETHKOIO, sIKa
3aBXKIH HE MOB’sI3aHa 3 JpaMaTyprivHuM 3ayMoM. TyT MOKHa IIpo-
BECTH Tapajielb 3 BITpUHAMH JOPOrHMX Mara3uHiB, siki Oiiblie no6a-
10T TIPO 30BHIIIHE MPEACTABICHHS TOBapy, HI’XK PO HOTO SIKICTh.

Ilowyk npuuun nHegionogionocmi: Konu popma ne nog’azana
3i 3micmom

OnHi€ro 3 TPUYUH TAKOTO SIBUIIA € PO3PUB MiX Bi3yalbHOIO
KOHIICTIIIEI0 Ta 3MICTOBHOIO 0a3010. XyJOKHHKH-CLIEHOTpadu B
TOHHUTBI 32 HOBH3HOIO MOXKYTb YIYCKaTH KJIIOYOBI i7ie TeKCTY, 1110
MPU3BOAMTH 10 BIAPUBY BiJ ApaMaTypriyHOro KOHTEKCTY i COTBO-
peHHs 3anymy apamatypra. CiueHiuHo eekTHe ohopMIIeHHS 011b-
LIOCTi BUCTAB HE MIATPUMYE UM PaIUKAJIBHO CYyNIepPEeYUTh OCHOBHIH
el aBTOpa MecH Ta pexkHcepcbKOMY 3aayMy. Taka cynepeuHicTh
MPHU3BOAUTH 1O (OPMAIBHOIO CIPHUHHATTS KIIOUOBUX MOMEHTIB
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BUCTaBH, a cHeHorpadis, NOKJIWKaHA MOCHIIOBATH IpaMaTHUYHY
110, IEPETBOPIOE CLIEHY Ha €KCIO3ULIWHUN MPOCTIP AJIsl TBOPUYHX
EKCIIEPUMEHTIB XYA0KHUKA.

IMopanHs OCHOBHHUX aCHeEKTiB.

Pesynprar nepeBakanHsi eekTHOI cueHorpadii Haa pexucep-
CbKMMU MTOCTAHOBOUYHUMH MPUHOMAMH MPOSIBISETHCA Y 3MiLIEHHI
AKIEHTIB BUCTABH 3 MNIMOMHHOTO 3MICTYy Ha Bi3yaslbHi €IeMEHTH. Y
TaKMX BHIAJKax yBara ()OKYCYETbCS B OCHOBHOMY Ha BHOBHIL-
HOCTI ¥ 30BHIIIHIN Kpaci oOpMIICHHS, HI)K Ha ApamMaTyprivaoMy
Ta peXKUCEPCHKOMY OINPALIOBaHHI J0JIb IEPCOHAXKIB, EpEIIeTiHH1
CIO’KETHUX JIIHIH, IHTPHUT Ta CMUCIIIB.

Lle npu3BoaUTH A0 TOrO, LIO:

* eMOLiliHEe 3aJy4eHHS ayJquTOpii 3HHMIKYETHCS, OCKIJIBKU akK-
HEHTH 3MIIYIOTHCS 3 PO3KPUTTS XapakTepiB Ta KOHQIIKTIB Ha Bi-
3yasbHi eQeKTH;

* Bi3yallbHa HACHYEHICTh CIIEHU 3aTbMapIO€ CMHCIIOBI aKIIEHTH,
1 MIsi1a4 ¥1e 3 BUCTaBH, 3alaM SITaBIIU IIBUIIIEC 30BHIIIHIA aHTY-
pax, HiXK CyTh TOTO, IO BiAOYyBaIOCs;

* BHCTABa 3allaM TOBYETHCS JIUIIE AEKOPATUBHUMH €JeMEHTa-
MU, L0 MepeJatoTh MOBEPXHEBY ICTOPIIO MPO MIOCHh HE JTyKE BaK-
JIMBE, BiJl HOTO 3aJIMIIAETHCS BPAXKEHHS “TIOPOKHBOI hopmMu™;

* HE BiJIOYBAEThCS COPUUHATTS CICHIUHOL Jii SK LIJIICHOTO BU-
[JISAly TeaTpalbHOrO MUCTELTBA.

incymkoBi BUCHOBKM.

EdexTHa cueHorpadiss Moxe MOCHIIOBATH JApaMaTHYHUN
CTPyM Ta BIUIMB Ha TJsAada, ajie sIKIIO0 BOHA 3aThMaplo€ 3MicT
BUCTAaBH, 1 MPU3BOAMTH 10 AucOanaHcy, ne GpopMa IOMiHYe Hax
CYTTIO. YCHillIHA BUCTaBa Ma€ 3HAXOAUTH 30JI0TY CEpeIuHy, Jie Bi-
3yajbHa CTOPOHA MiITPUMYE Ta MOCHIIOE TTUOOKUN 3MICT TBOPY.
BupoBumna cuenorpadisi Moke MPUBEPTATH yBary i BHKIMKATH
eMOLIITHUH BIATYK, aje TAMO0Ke 3HAUCHHS BUCTaBH 3aJIMIIAE€THCS
OCHOBOIO HOTO JJOBIOCTPOKOBOTO CHIIPHUHHSATTS. BucraBa, sika Bpa-
)Kae JIUILIE 30BHI, NIBUJIKO BTPATUTh aKTYaJlbHICTh, TONI K CMHC-
JIOBE HAIOBHEHHS 3/1aTHE 3aJIMLIUTH TUOLINI CIiA y CBIJOMOCTI
riasgada. Y AesKuX MOCTAaHOBOYHUX METO/AAX (HampuKJad, B aBaH-
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rapAHUX BHCTaBax) Bi3yaJibHi 00pa3u MOXYTh MaTH IPIOPUTETHE
3HA4YEHHS, TOAl SIK Y JpaMaTHYHHUX BUCTaBaX Ba)KJIHWBiIIa MINOOKa
i71es Ta eMOIliliHEe HABaHTaXKEHHS. Y Mpoiieci poOOTH HaJl BUCTABOO
CYTTEBUM acleKTOM € B3a€MOJIisl MK PEKUCEPOM Ta CLEHOTrpadoM.
IneanpHO, KOMM cueHorpadiyHi pillEHHS HE JIMILIE CTBOPIOIOTH
eeKTHUH Bi3yaJIbHUH PsiL, a i BiIMOBINAIOTh KOHLENLiT pesKucepa,
JOTIOMaratoy po3KPUTH CMUCIOBI TTHOMHY Tecu. Egpexmua cye-
Hocpaghia ne no6uHHA KOHKYpY8amu 3 21UOOKUM 3MICHOM, 60HA
MA€ cmamu iIHCMPYMEHMOM 11020 POZKPUMNIA.

Oleksandr Annichev
Kharkiv I.P. Kotlyarevsky National University of Arts
Senior Lecturer
the Department of Theatre Studies
ORCID iD: 0000-0003-4096-4229

INTERPRETATION OF THE TERMS “BALANCE
OF FORM AND CONTENT” OR “IMBALANCE OF FORM
AND CONTENT” IN THE CRITICAL EVALUATION
OF A DRAMATIC PERFORMANCE:
ANALYSIS AND CRITERIA

Keywords: form and content, dramatic performance, imbalance of
form and content, visual concept and semantic content, scenography.

In the process of critical evaluations of dramatic performances,
it will be concluded that directors should pay special attention to
the interaction of two key elements - form and content of the stage
action. These terms define not only the artistic structure, but also
its impact on the audience.

Introduction.

The balance of form and content helps to express the depth of
a director’s intention on stage. Interpreting the terms reflects the
need to consider how form and content interact in a performance

— 213 —



Cuna mucmeymea: My3uyHi, meampaibHi ma MUCMeymeosHasyi apmuK)iAyii

and suggests exploring methods and criteria by which to assess their
harmony or disharmony. If we neglect the difference between the
internal content and the corresponding external form of stage ac-
tion, we will see performances whose premieres will not answer the
many questions that arise about filling the form with the appropriate
content. I would like to draw your attention to a serious problem
that, unfortunately, is becoming the norm in contemporary staging
practice. For some reason, the new generation of directors does not
pay due attention to the correspondence between form and content,
often sacrificing content to the originality of form.

Explanation of relevance.

The inner world of stage characters is their emotions, thoughts,
and the sequence of motivation for internal conflicts. This is what
drives the character’s actions, transmits his emotional response to
the events that are happening. For example, fear, love, assumptions,
dreams — these are all internal manifestations of their stage life.
Unfortunately, directors today forget that the audience cannot di-
rectly ‘see’ the thoughts and feelings of stage characters. Their inner
world is revealed through external manifestations — gestures, plas-
ticity, facial expressions, intonations. External factors create a con-
text and enhance the electromagnetic effect, directing the viewer to
a deeper understanding of the psychology of motivated characters.
The urgency of the problem lies in the violation of the internal bal-
ance, so it should be recalled that: form is only a tool that helps the
viewer to ‘read’ the content. When the form suppresses the content,
the focus shifts only to the appearance, style or vivid stage ‘picture’,
while the main meaning of the drama becomes less significant, and
even distorted. On the dramatic stage, this phenomenon poses a se-
rious problem because excessive attention is paid to the technical
aspects of visual aesthetics, pushing into the background the ideas,
emotions, and social commentary that the performance was sup-
posed to convey to the audience.

Objective.

To focus attention on the importance of a harmonious rela-
tionship between visual aesthetics and the semantic content of a
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performance. To identify the central problem by answering the
question — what does the predominance of form over content lead
to? The principle of communicating vessels is an excellent metaphor
for the perfect balance between form and content. In such an inter-
action, both elements balance each other out, maintaining harmony:
the content saturates the form with a deep sense of meaning, and the
form gives the content structure and expressiveness. If one of these
vessels’ overflows, the other suffers, which disrupts the integrity of
the work. Ideally, form and content mutually enrich each other, cre-
ating a performance in which the form enhances the content and its
depth is revealed through the symbolic fragments of the stage form.

Overview of the main theses.

1. The balance of form and content as a criterion for evaluat-
ing a dramatic performance

In special staging techniques, the actor can be considered as a
formative dominant of a dramatic performance, especially when it
comes to theatrical stylistic techniques such as biomechanics. In
this direction, training and conscious control of the trained body
allows the actor to become the main carrier of the external effec-
tive form. Biomechanics focuses on movement and gesture as the
main elements of expressiveness, where each actor’s action is not
just subordinated to the external effect, but is deeply connected to
the spatial construction of mise-en-scene. It is in such performances
that the dramatic actor becomes a formative fragment. His move-
ments become the central elements of the external form, and his
postures and gestures determine the rhythm, dynamics and style
of the stage existence. Only a unique feature of the actor, who has
expressive physical actions, can create the basis for organic contact
with the visual and sound elements of the artistic design of the per-
formance. When a psychologically grounded character finds him-
self in an avant-garde setting, the conflict between his inner content
and the stage form becomes almost unbridgeable.

1. Analysing the visual dominant

On the contemporary stage, the artistic design (scenography,
costumes, lighting) becomes the leading element of the stage action.

3
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For the most part, this is a type of avant-garde scenery transferred
from the peculiarities of another historical period, usually charac-
terised by abstraction, symbolism and a departure from traditional
realism. Avant-garde structural elements of the stage can destroy
the associations that are familiar to the audience, create a contradic-
tion between the complex psychological state of the character and
the seemingly non-standard picture of the stage space. The reasons
for the conflict between form and content (if it is not known by the
director as a stage technique) arise from the discrepancy between
the environment and the character’s appearance and internal appear-
ance. In such a ‘value system’, conditions are needed that eliminate
the imbalance between form and content. This is important so that
the form does not suppress the artistic intent of the performance. In
comedies, dramas, and tragedies, the emotional state of a psycho-
logically motivated protagonist should be based on a deeper analysis
of dramatic events, rather than replacing them with external devices.
1. Reasons for the dominance of the visual component
Possible reasons include the intensive development of 3D tech-
nologies, increased interest in visual experiments, and the theatres’
desire to diversify the stage space by using film retransmission and
decorative and applied arts. Contemporary stage solutions often re-
semble bright, eye-catching designs that attract attention with their
aesthetics, which are always linked to the dramatic intent. Here we
can draw a parallel with the windows of expensive stores that care
more about the external presentation of goods than about their quality.
1. Finding the reasons for the mismatch: when the form is not
related to the content
One of the reasons for this phenomenon is the gap between the
visual concept and the content base. In the pursuit of novelty, scenic
designers may miss the key ideas of the text, which leads to a detach-
ment from the dramatic context and distortion of the playwright’s
intent. The stage design of most performances is spectacular, which
does not support or radically contradicts the main idea of the play-
wright and the director’s intention. This contradiction leads to a for-
mal perception of the key moments of the play, and the scenography,

— 216 —

1V Yeprawuncoki yumanms

designed to enhance the dramatic action, turns the stage into an ex-
hibition space for creative experiments by a non-theatrical artist.

Presentation of the main aspects.

The result of the predominance of spectacular scenography over
directorial staging techniques is manifested in the shift of the play’s
emphasis from the deeper meaning to visual elements. In such cases,
attention is focused mainly on the spectacle and external beauty of
the design, rather than on the dramatic and directorial elaboration
of the characters’ fates, the interweaving of plot lines of intrigue
and meaning.

This leads to the following:

e The emotional involvement of the audience decreases, as the
emphasis shifts from characterisation and conflict to visual effects;

* The visual saturation of the scene overshadows the semantic
accents, and the viewer leaves remembering the external surround-
ings rather than the essence of what is happening;

* The performance is remembered only by decorative elements
that convey a superficial story, leaving the impression of an ‘empty
form’;

* There is no perception of the stage action as an integral form
of theatre art.

Final conclusions.

Scenography can enhance the dramatic effect and impact on the
audience, but if it overshadows the content of the performance, it
leads to an imbalance where form dominates over substance. A suc-
cessful performance should find a happy medium where the visuals
support and enhance the deeper meaning of the work. Spectacular
scenography can attract attention and evoke an emotional response,
but the deeper meaning of the performance remains the basis for its
long-term perception. A performance that impresses only externally
will quickly lose its relevance, while the semantic content can leave
a deeper mark on the viewer’s mind. In some genres (for example, in
avant-garde theatre productions), visuals may be of primary impor-
tance, while in dramatic works, a deep idea and emotional impact
are more important. In the process of working on a staging, an im-
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portant aspect is the interaction between the director and the set de-
signer. It is ideal when scenic solutions not only create a spectacular
visual range, but also correspond to the director’s concept, helping
to reveal the semantic depths of the play. Spectacular scenography
should not compete with the deep meaning; it should become a tool
for its disclosure. Scenography and the meaning of a play are two
complementary aspects of theatre, and the real success of a perfor-
mance lies in their harmonious combination.
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TPAHC®OPMAIIIHA TEOPIS JEBIJIA JIBIOIHA SIK
MY3UUYHO-AHAJITUYHA PEAJII3AIISI HEOIIO3UTH-
BICTCHKHUX IJIEM JIFOJABITA BITTEHIITAWMHA

Kniouogi cnoga: neonozumugizm, nisHiuHOAMePUKAHCLKE MeO-
pemuune my3uko3naecmeo, Joosie Bimrenwmaiin, mpancghopma-
yitina meopis /legioa Jlvioina, mpancgopmayitine 6iOHOUIEHHSL.

Cdepa cydacHOi MY3MYHO-TEOPETHYHOI AHANITUKH JEMOH-
CTpY€E HOBITHI MiXOJH, 10 JO3BOJISAIOTH BUBUATH MY3UYHHUI MarTe-
pian y pizHOMaHITHHX acriekTax. OKpeMy ranysb IpeACTaBIsAIOTh
CydYacHI MareMaTHyHi METOAM aHalli3y 3ByKOBUCOTHUX CTPYKTYD
y MiBHIYHOAMEPUKAHCHKiH Teopii My3uku. Cneundika miei Jokanb-
HOi MY3HYHO-TEOPETHUYHOI rayry3i moTpedye NOCHiIKEeHHs 0a3ucy,
Ha SKOMY BOHa yTBOpHuacs, a came — (inocodcebkoi Teuii Heo-
MO3UTHBI3MY (O1JIBII BiZOMOT y CBITi SIK “NOT1YHUN TO3UTUBIZM”).

SBue vHeonozutusizmy (1920—-1930-Ti pp.) € LEHTpaTLHUM AJIS €B-
poIeichbKol Ta miBHIYHOAMEpUKaHChKOI (inocodii XX cromitTsa. Muc-
JIUTENT LIHOTO HapsIMy MPOCYBajId HAYKOBE Mi3HAHHS i 00 €KTHBHUN
miaxizn, BOayaroud METOON NPUPOAHMYNX HAyK, 30KpeMa (i3uKu i Ma-
TEeMaTHKH, 32 JIOLIJIbHI y BUBUEHHI JIFOIICHKOTO CYCIiIbCTBA.

Heono3uTuBicTChbKUIl pyX acoLilOIOTh Hacammepen i3 Hisiib-
HicTIO “BiI€HCHKOTO KOJIa” — CIIJIBHOTH MUCIHTEIIB MiJ[ KepiB-
HuutBoM Mopina [lnika, yuns Makca [lnanka ta inTeprnperaropa
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Teopii BimHocHOCTI AnbOepta Einmreiitna. Ha 30opax BineHcbko-
ro Koja BeJlMKa yBara mpupinsuiacs posrisiay “Jloriko-dinocod-
cbkoro Tpaktary” (1921)* Jlroasira BiTreHinraiina, mpuCBIYEHOTO
JIOTIYHOMY aHali3y MOBH Ta 3ac00aM CHMBOJIYHOIO BHPA)KEHHS
B Hill miticHocTi??. JTroasir BiTrenmiraiin, 6e3cyMHIBHO, BU3HAYHA
noctath y ¢inocodii XX cromitts, X04 He OyB MPSIMUM MPEACTAB-
HUKOM HEOTO3UTHUBI3MY, OJHAK caMe HOro oKpemi ifei BIUTMHYIH
Ha (popMyBaHHS OCHOBHUX YCTAHOBOK HAIIPSIMY.

lonoBHa imess paHHBOrO AOCHiJKeHHS BirreHmraiiHa, mpu-
XHWJIBHO CIIPUHHSTA HEOMO3UTHBICTAMH, MOJSATAE Y CTPYKTYPHOMY
OaveHHi CBITY i HOr0 CKJIaJ0BHX, 1110 MiANOPSIAKOBYIOTHCS MaTeMa-
TU4HiA Jorini. KirouoBumu rpamaTuuHumMu opuHuusMu ““Tpak-
TaTy” BiTreHmraiina, mo BifoOpa)aroTh i€papXiuHy OpraHi3auiro
CBITY, BUCTYIAIOTh €JIeMEHTapHI (aTOMapHi) 1 CKiIaaHi (MOJIEKyIsIp-
Hi) mpomo3uuii (ToOTo BUCIOBNIOBaHHA). BoHU peanizyloTs y MOBi
cHCTeMHE OayeHHs B3a€MOBIIHOLIEHb MPOCTHX O0’€KTIB 1 (hakxTiB,
MOETHAHHS SIKUX BiJIOYBA€ThCS 3a JOMOMOTOK JIOTTYHUX 3B’SI3KiB.
OTxe, BHYTpIIIHE JIOTTYHE BiHOUICHHS MOTPIOHO cHpuUiMAaTH SIK
BiJTHOILICHHSI MiX CTPYKTypaMu, abo ¢opmanbHe BigHomeHHs. Ca-
Me I1e IOHSITTS Tpa€ MPOBiAHY POJIb y Teopii paHHBOTO BiTremraiina.

MipKkyBaHHS HEOMO3UTHBICTIB 3HAXOAMIIN BiIT'YK HAYKOBIIB Yy
MY3UYHO-TEOPETUYHiH ranysi npotsarom XX — nouatky XXI cro-
7iTh. LleHTpoMm i3 mpoayKyBaHHS Cy4acHUX MY3HYHO-aHATITHYHUX
KOHIIEMI[i¥, 0a30BaHUX HAa HEOMO3UTHBI3MI, MOKHA BBa)KaTH IIiB-
HIYHOAMEPHKAHChKE TEOPETUYHE MY3UKO3HABCTBO.

HaBenemo aeski y3arajibHIOOUI MO3UILIT HEOIO3UTUBICTCHKOTO
MUCIICHHSI, 0 OYyJIH BiAJI3epKajeHi y MiBHIYHOAMEPUKAHCHKIN MY-
3uuHii Teopii. Lle:

- HayKOBHUH, CTPOrO perjaMeHTOBaHUH y CBOIX 3acajax 1 mpore-
Jypax MmiaxiJ (HanpHKIaj, eHKepiaHChKa pelyKIisi Ta Bepudikaris);
- BiAXiZ Big oOpa3HUX 1 €CTETUYHO-LIHHICHUX TIIyMaueHb MY-

3UYHUX TBOPIB, IO NEBHOI0 MIPOI0 MEPETyKYeThCs 13 HEONMO3UTHU-

BICTCHKUM 3arCpCUCHHAM MeTa(i)i?:I/I‘IHI/IX IICCBJOBHCIIOBIIOBAHb,
21 B ocHoOBI ociipkenHs BiTreHmiraitna Jiexars i€ JoriqHoro aHaily, BUKIaieHi B “3acanax
maremaruku” B. Paccena i A. Baiitxena.

Cawm M. IInik BBaxkaB “Tpakrar”, iHcnipoBauuii npawsimu ®Opere i Paccerna, un He HaiiOinbT
TIO0KOK0 pobOTOIO B icTopii HOBOT (inocodii [11].
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- IPUHOUN KOHBEHIIOHANI3MY, IO Peali3yeThbcsl B TEHICHLI]
J0 “aBTOHOMI3alii” KOMIIO3UTOPCHKUX MOB. L{s TeHAeH1is po3yMmi-
€TBCSI SIK MOYKJIMBICTD BiJIbHO BUCYBaTH akciomu (“freedom to posit
axioms”)® [13, c. 130];

- BUNPALIOBAaHHS METOAIB aHami3y (popMyBaHHS KOMITO3HUIIiii-
HUX TEOPiH, 30KpeMa KOHLEMIil BUCOTHOIO Kjacy W aTOHaJIbHOI
Teopii B poboTax kommnozutopa M. be66iTTa i Teopetuka A. Popra
Ta IXHIX MMOCJIiIOBHUKIB);

- JIOT1YHA OCHOBAa MOBH, 13 BIACTHBHMH il pucamMu adcTpak-
LiOHI3MY, TeopeTu3auii i ¢opmanizMy. Y LbOMY IJaHi CIYIIHO
HaBecTH no3uuiro ['aHcnika it LllenOepra, 3riHO 3 SIKOI0 My3HKa —
yrcta hopma it 00’€KTHBHA CTPYKTYpa, a 1i Jorika abcomoTHO He-
pedenmuiiina [13, c. 131];

- CTaBJICHHS /10 MOBH SIK HE3aJIC)KHOTO 00’€KTa IOCIHiJKEHHS
(BiIBeICHHSI MY3WYHIN MOBI Jie[ib HE IEHTPAJIBHOTO MICIIsI B KOM-
no3uuii, onuc ii eeMeHTiB Ta BHYTPILIHIX 3B’I3KiB).

CTOCOBHO OCTaHHBOI MO3MLIT Ba)KJIMBO HATOJOCHTH Ha pealli-
3amii B My3HYHO-TEOPETUUHOMY MIAXOAl KII0Y08020 3A60AHHSA JIO-
eika — “‘susnawamu pegepenyito 00’ €kmis, a He GUHAXOOUMU HOBI
06’exmu’”. IIpo 1e 3aBAaHHs, CIUPAIOYHCH Ha JIOTTYHY Teopito Ope-
re, 3a3Havae My3u4dHui Teopetuk Jxerimc Jlesic [4, c. 512]. I came
e 3aBJaHHs BUIAETHCS MPSMUM HAcHiIyBaHHSIM Te3u BiTrenum-
Tal{Ha PO CYTHICHY, OpPraHi3yiouy pojb JOTTUHUX 3B’SI3KiB.

Cxoxi TeHJAeHIil MPOCHiJKOBYIOThCS Yy TpaHCPOpMaLiiHil
MOKHa OyJ10 O PO3LIHUTH SK HACIHIIOK BILUTUBY (PiI0COPCHKOro po-
3yMiHHSI BHYTPIiLIHIX JIOTTYHHUX BiJHOILICHb.

[lepmoBiakpuBad HOBOro Tpanchopmauiitnoro miaxoxy esin
JIvtoin € 3acHOoBHMKOM AMepukaHcbkoro ToBapuctBa Teopii My-
3UKH, mpodecopoM ['apBapACBKOrO yHIBEPCHUTETY, MaTeMaTHKOM,
KOMIIO3UTOPOM i TeopeTukom. Horo crarts 1982 poky “®opmas-
Ha Teopis y3arajdbHEHUX TOHAJTBHUX (PyHKLINH cCHpusiia MosBi pi3-
HOMaHITHUX TEOPETUYHMX JOCTIAKEHb 13 MAaTeMaTHYHUM (TE€Opis

23 s . .
Bucnosmopanns E. Kpenexa, npormrosane K. Jlamsxay3om y my6mnikanii “BinMoBa Bix MatepianbHOro
mucnenns” (36ipka “IllenGepr i HoBa My3uka: Hapucu Kapia Jlansxaysa”) [3, c. 276].
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rpyln) Ta TeOMETPHUYHUM YXHWJIaMH. 30KpeMa, BOHA IOCIY KHIIa
CBOEPIIHMM TIOIITOBXOM JI0 3all0YaTKYBaHHS HEOPIMaHiBCHKOTO
MPOEKTY Ta HAMPSIMY aKOPIOBOI reOMETPii.

MeTa IOMOBiI — 30CEpEAUTHUCS HA O3BYYCHIH 1J1ei JIOTTYHUX
BiTHOIIEHb 1 MPOCTEKUTH, Y IKUH CIOCIO BOHA BTiJIeHA y TpaHC-
¢dopmaniitniii Teopii [eina JIptoina.
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Contemporary music theory embraces innovative analytical ap-
proaches that explore musical material from multiple perspectives.
One distinct area within this field is the use of mathematical methods
to analyze pitch structures, particularly in North American music
theory. Given the specificity of this theoretical tradition, it is essen-
tial to examine its philosophical foundations — most notably, the in-
fluence of neopositivism (widely recognized as “logical positivism”).

Emerging in the 1920s and 1930s, neopositivism was a domi-
nant force in 20th-century European and North American philoso-
phy. Advocates of this movement emphasized scientific knowledge
and objectivity, arguing that methods from the natural sciences —
especially physics and mathematics — were well-suited for study-
ing human society.

The neo-positivist movement is closely linked to the Vienna
Circle, a group of thinkers led by Moritz Schlick, a student of Max
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Planck and an interpreter of Albert Einstein’s theory of relativity. The
Vienna Circle devoted significant attention to Ludwig Wittgenstein’s
Tractatus Logico-Philosophicus (1921), which explored the logical
analysis of language and the symbolic representation of reality.

The central idea of Wittgenstein’s early work, which was well-re-
ceived by the neo-positivists, is a structural vision of the world, where
its components are governed by mathematical logic. In Tractatus
Logico-Philosophicus, Wittgenstein introduces elementary (atomic)
and complex (molecular) propositions as fundamental grammatical
units that reflect the hierarchical organization of reality. Through
logical connections, these propositions systematically represent the
relationships between simple objects and facts within language.

The influence of neopositivist thought extended into music the-
ory throughout the 20th and early 21st centuries. North American
musicology, in particular, became a hub for developing analytical
frameworks rooted in neopositivist principles. A key characteris-
tic of this philosophical movement — one that significantly shaped
music theory—is its treatment of language as an independent object
of study. This perspective positioned musical language as central to
composition, focusing on the description of its elements and inter-
nal structures.

In this context, an essential principle emerges in music-theoret-
ical discourse: the logician’s task is “to determine the reference of
objects, not to invent new ones”. Music theorist James Davis high-
lights this idea, drawing from Frege’s logical theory [1, p. 512]. This
principle closely mirrors Wittgenstein’s assertion regarding the or-
ganizing role of logical connections.

Similar tendencies can be observed in David Lewin’s transfor-
mational music-analytical theory. Certain aspects of his approach
suggest a direct influence of philosophical conceptions concerning
internal logical relationships.

This study aims to examine the role of logical relations within
music theory and trace how they manifest in David Lewin’s trans-
formational approach.
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BACK-KATAJIOT AJIbBOMY “MENDELSSOHN. GEISTLI-
CHE CHORWERKE?” (2022): PEKOHCTPYKIIISI JOCBIAY
YKJAJAHHS AYJIOAHTOJIOT'Ti

Knrouosi crosa: back-kamanoe, 0yxosni xopoei meopu @. Men-
oenvcona, Kamepnuii xop IlImymeapma, ayoioanmonoeis.

OsHaifoMJIeHHSI 3 MY3UYHUMH KaTajloraMH B KOHTEKCTi pi3-
HUX MY3UYHHX HaIlpsMiB 3acBiAuye TOH (akT, o Oyab-SIKUH MY-
3MYHUHN KaTaJor — 1€ KOJEKIisl My3UYHHUX TBOPIB, IO HAJIEKHUTh
MIEBHOMY aBTOpY a00 IpyIli aBTOPiB Ta BIOPSIKOBaHA 3a IEBHUMHU
KpUTEPisIMH (XPOHOJIOTiA, KaHpH Towo). Tepmin “back-xaramor”
yKa3ye Ha 3B’SI30K 13 TBOPUMMHU MPOEKTAMH, Y¥KE peanai3oBaHUMU
B MUHYJIOMY. SIK CKJIaioBa HayKOBOI PO3BiIKH 3BEpHEHHS 10 back-
KaraJjory Moxke OyTH TMOB’si3aHe 3 JOCIIIKEHHSIM MPOAYKTY TBOP-
YOCTi, IKMH € BU3HAYHUM JJII TBOPUYOTO LUISXY MEBHOTO MHUTIS
a00 KOJIEKTHBY Ta aKyMYJIIO€ HAaHBaXXJIMBIILi JOCSTHEHHS TIEBHOTO
eTamy po3BUTKY. BuOynoByBaHHs1 back-xaTanory o3Ha4ae peKoH-
CTPYKIIIO JOCBiAy MHHYJOrO, KM Tak 4YM iHAKIlIe BIUIMHYB Ha
MpeaMeT JOCIiIKSHHSL.

MeTa HaIIOl PO3BiAKM — CHCTEMAaTH3yBaTH JOCBiJ BUKOHAH-
Hs XOpoBoi My3uku Menzaenscona Kamepuum xopom LlryTtrapra
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nig opynoro Opinepa bepriyca mnsxom ykiananus back-karanory
no penizy “Mendelssohn. Geistliche chorwerke” (“MennenbcoH.
JlyxoBHi XOpoBi TBOpU”).

Buxaan ocHoBHoro 3micty. 3aranbsna quckorpadis Kamepnoro
xopy Wrytrapra (Kammerchor Stuttgart) € Han3BMYAHHO BETUKOIO
1 BKJIto4ae 0113bKko 70 KOMMakT-TUcKiB. Bucoky sikicTh 3anuciB Oy-
JI0 BiJ3HAUYEHO NMPECTHKHUMH BUHATOPOAAMH, CEpel AKUX MpeMis
Enicona (Himepnanau, 1990) i “3onortuit kamepron” (Opaniis) [2].

Xop 0OyB 3acHoBanwmii y 1968 p. ®pinepom bepniycom — nupu-
TeHT MIPOJIOBXKYE KEPYBATH KOJIEKTUBOM JI0 CbOTO/IHI, BKe Oifibie 55
pokiB. To#t paxT, mo Kamepnuii xop LlTtyTrapra “BimoOpakae muc-
TelbKe OaueHHs OJIHIET 0COOM [IMPUTEHTA|”, BHOKPEMIIIOE HOT0 Ce-
pen iHmux kamepHux xopiB Himeuunnu [2]. [ToyatkoBo penepTyap
X0py OyB 30Cepe/KeHUI Ha MY3HIIl ¢ cappella, iepeBaxHO 100U po-
mantu3My (1968—1974 pp.). Hactynnuii etan nos’si3aHuii 3 po3mu-
PEHHSIM MeX pernepTyapy 10 6apoko Ta XX cr. [1, c. 31]. BceciTHs
permyTalisi XOpoBOro KOJEKTUBY Oyia MiITBEpAKEHa racTposiMU
no €pori, Amepuii ta A3ii. 3ane;xHo Bix 00paHoi mporpaMu, Ko-
JICKTHB BUCTYIA€ Y PI3HUX KOHDITYypawLisiX: BiJl BOKaJIbHOIO aHCaMO-
mo (16 cmiBakiB) 10 MaciTabHOro Xopy (80 criBakiB) [2].

Anboom “Mendelssohn. Geistliche chorwerke” OyB Bunanuii 8
munHs 2022 p. YHIKaIbHICT allbOOMY HOJISTA€E B TOMY, IO A0 HbO-
ro BBiliIa (paKTUYHO BCS peniriiiHa xopoa My3uka ®©. MeHzaenb-
cona-bapTonbai: yci opatopii, MOTETH, ICaJIMU, XOpaJibHi KaHTATH,
KaHTaTa-cuM@oHisa “Lobgesang”, a TakoX TBOPH IHIIUX >KaHPIB.
HeBenuka KilbKiCTh XOPOBHX KOMIIO3MIIIH, SKi 3aJUIIMIUCS “TIO-
3a MeXaMu~ anbOOMY, CKIIaJae€Thesl IEPEBaKHO 3 IOHALIBKUX POOIT
®. MenzenbcoHa, HaMMCAaHUX HUM Y Billi 12—13 pokiB mix kepis-
uunreoM K. Ienbrepa 3 HaBuanpHuMu missmu* [4, ¢. 8]. 3aranbHa
TPHUBAIICTh pei3y cTaHoBUTH 14 rox 35 xB 34 c. [2].

O3HaifoMIIeHHS! 3 TIONEpEeNHIMHU IHUCKaMH, BUAAHUMHU Kamep-
HuM xopom lIryTtrapra, mamno 3mory BUOyayBaTH Takuii back-
KaTtajor (IuB. Tabi. 1) Ta BAOKPEMHUTH B HbOMY JBI JiHiT pO3BUTKY.
Ilepiia, ocHOBHA, CKJIAQAA€THCS 3 BUITYCKIB XOPOBUX KOMITO3HIIIH

24 Jlo ckiajy penisy He yBiiuum kommosuuii 1821-1822 pp., okpecieni pocuigaukom IT'erpo 3anmnana
(Pietro Zappala) six 13 Psalmmotetten [4, c. 3].
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®. MeH/ienbCcOHA, SKI OXOIUTIOIOTH OUIBITY YaCTHHY TBOPIB, IO
yBiIIIM 10 migcyMKoBoro pemisy 2022 p. Apyra minis — ue Bu-
KOHAHHS MOTeTiB Ta oparopiii 1. C. baxa, xopiB 3 opatopii “Mecis”
I. ®. I'enaens i TBOPiB KOMIIO3UTOPIB OapPOKO, OB’I3aHUX i3 3aiy-
4yeHHsM micHecniBiB M. JlroTepa, TOOTO i3 BTIJIEHHSIM IPOTECTAHT-
ChKOI Tpaaumii B My3uui [2]. Takum yuHOM, ApyTa JIiHis TAKOXK Mae
0e3mocepeHI0 MPUUETHICTD O 3arIUOJICHHS BUKOHABLIB y X0OpO-
Buii ctunb ®. MeHJenbCcoHa, OCKIIBKH KOMIIO3UTOP BBa)XKA€THCS
HACTYMHHUKOM 0apoKoBHX Tpaiauiil [7, c. 199] Ta npuXUIBLHUKOM
MPOTECTAaHTCHKOTO BipocnoBiganus [7, ¢. 9]. Back-karanor Ha04HO
UTIOCTPY€E, LI0 BUIYCKY BCEOXOIUTIOIOYOrO IiJACYyMKOBOTO peli3y
nepeayBaB MiArOTOBYMH Mepiof, o TpuBaB 46 pOKiB.
Taomuus 1

MennenbcoH. JIyXOBHI XOpOBI TBOpH 2022
Mennenscon: Te Deum 2021
Mennenscon: ITicHI I CITiBY HA CBIXKOMY ITOBITP1 2017
ITicui JIrorepa 2016
lenyenn: Mecis — Xopu 2016
bax: Benukous oparopisi; Opatopist Bo3HeciHHs 2015
MeH1enbCOH: AKTyajlbHA MY3HKa 2014
Mennennscon: Oparopii 2013
MenieapcoH: AHTIrOHA 2010
Memnaenscon: Exin y Kononni 2010
Mengennscon: Herr Gott, dich loben wir 2008
Mennenscon: cuMmbonisg-kanrara Lobgesang 2008
Menaenscod: Marnigikar 2008
Menzenncon: Paulus 2007
Memnnennscon: Hebe deine Augen auf 2006
Memngenbcon: Verleih uns Frieden 1999
MennenscoH: Wie der Hirsch schreit 1997
bax: Moretu BWV 225-229 1990
Menpenscon: Christus 1987
Memnnenscon: Pizassuaa kanrara “Vom Himmel Hoch” / Te Deum / Ave 1985
Maris Stella

MenaenscoHn: HiMenbka XopoBa My3HKa IIEPIOAY POMAHTH3MY 1983
Menpenbcon: Hora Est 1983
Menenbcon: YoTupu AyXOBHI KAHTATH 1981
MeH1eIbCOH: IICAJIMH Ta XOPaJIbHI MOTETH 1976

BucnoBkn. Omxe, ansbom  “Mendelssohn.  Geistliche
chorwerke” (2022) € miCyMKOBUM MPOEKTOM INOJO YKJaJaHHS
ayaioanTonorii 1yxoBHOi xopoBoi My3uku ®. Menaenscona Ka-
MepHuM xopoM lIryTtrapra mix kepisauurBom ®. bepniyca. Llei
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aab00M € aHTOJIOTTYHUM, OCKIJIBKHM 10 HBOTO YBIHIIIN (HaKTHYHO
BCl JLYXOBHI XOPOBi TBOpPH KOMIIO3UTOpa. Pe3ynbraT, oTpumani
BHACIIiIOK BHOYAOBYBaHHS back-karanory, € MiATBEpIKCHHSIM
TOTO, II0 BUIYCK PEeJIi3y BUMaras Jy>Ke€ TPUBAJIOr0 MiArOTOBYOTO
nepioAy Ta, KpiM 3BepHEHHS 10 JyXOBHUX XOpoBUX TBOpiB ®. MeH-
JIeNIbCOHA, BKIIIOYaB TAKOK BUKOHAHHS TBOPIB 1HIIWX MUTLIB, SKi
CHpaBUJIM BU3HAYHUI BIUIMB Ha XOPOBUI CTHIJIb KoMIo3uTopa. Ha
ChOTO/IHI BUIIE3a3HAYCHUH abOOM 3aTHILAETHCA €AMHUM [TIOBHUM
310paHHsM AyX0BHOI X0poBoi My3uku @. MeHaenbcoHa.
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A music catalogue is a collection of works by a specific com-
poser or group of composers, organized according to certain cri-
teria (e.g., chronology, genre). The term back catalog refers to the
relationship between a significant project and previous works. Com-
piling a back catalog involves reconstructing past experiences that
have influenced the subject of study.

This research aims to systematize the performance history of
F. Mendelssohn-Bartholdy’s choral music by Kammerchor Stutt-
gart, conducted by Frieder Bernius, through the creation of a back
catalog for the album Mendelssohn. Geistliche Chorwerke (Men-
delssohn: Sacred Choral Works). Kammerchor Stuttgart’s discog-
raphy includes approximately 70 CDs. Founded in 1968 by Frieder
Bernius, the choir has been under his direction for over 55 years.
Released in 2022, Mendelssohn. Geistliche Chorwerke features
nearly all of Mendelssohn-Bartholdy’s sacred choral composi-
tions [2].

The creation of a back catalogue allowed us to identify two main
developmental trajectories. The primary trajectory consists of re-
cordings of F. Mendelssohn’s choral compositions, encompassing
most of the pieces included in the final 2022 release. The second-
ary trajectory includes performances of motets and oratorios by
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J. S. Bach, choruses from G. F. Handel’s oratorio Messiah, and works
by Baroque composers associated with M. Luther’s hymns. Given
Mendelssohn’s deep connection to Baroque musical traditions [7,
p. 199] and his commitment to Lutheranism [7, p. 9], this second
trajectory played a crucial role in shaping the performers’ stylistic
immersion in Mendelssohn’s choral music. The back catalog reveals
that the release of this comprehensive collection was preceded by a
46-year preparatory phase.

Research Results and Conclusions. The album Mendelssohn.
Geistliche Chorwerke (2022) represents the culmination of Kam-
merchor Stuttgart’s long-term effort, under the direction of Frieder
Bernius, to compile an audio anthology of Mendelssohn’s sacred
choral music. The back catalogue confirms that this final release
was the result of an extensive preparatory period, which, in addition
to Mendelssohn’s choral works, involved performances of Baroque
choral music by composers such as J. S. Bach and G. F. Handel. To
date, this album remains the only complete collection of Mendels-
sohn’s sacred choral compositions.
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Havimononmuil cun Noranna Cebactbsina baxa — Morann
Kpicrian (1735-1782), sixuii 3poOduB OnuCKy4y Kap’epy 3a MeXaMH
Himeuunnu, — He OyB 0o0JacKaHU yBarow JOCTITHUKIB. 3 TUIH-
HOM Yacy CKJIaJIHO apr'yMEHTOBAHO MOSCHUTH el GpenomeH. [Ipote
CIpoOyeEMO 3pOOUTH JICSAKi PUITYLIICHHS.

B Amnrnii, ne Horann Kpicrian npoxus 20 ocTaHHIX pOKiB
CBOT'O )HTTSI, BiH OyB OIHUM 3 0araThb0X iHO3€MHHUX MUTLIB, TBOP-
YicTh SIKMX HE MOB’A3yBajiacsd i3 CyTO HalliOHAJIBHOIO TPaTULIELO.
Tymannuii Anp0ioH oxoue “po3KpHBaB 00IMHU~ 1HO3EMHUM MY3H-
KaHTaM, 0o micns cmepTi ['enpi [lepcenna B 1695 poui anriiicbkii
My3uIi GpakyBajo BIACHHX SCKpaBUX TanmanTiB. Moramu Kpicri-
aH 3700yB MPHKUTTEBY MOMYJISIPHICT, 1ie epedyBatoun B [Tanii;
i1 ykpiruieHHIO cripusuIH mopopoxi €Bpomnoro. 3a cioBamu C. Poy,
BiH CTaB IHTEPHALIOHAJBHOIO (PIryporo, OCKiIbKH Horo cuMdoHii,
KOHLIEPTH Ta ONepu OyJM BiOMi “y TaKMX BiIJal€HUX MICISX, SIK
Hy6nin 1 Pura, Crokronem i Heanons <...> XopgeH iHmui uiieH
ponuHu baxiB, — poOOUTH BUCHOBOK JOCIIJTHUK, — HE MIT TIO-
XBAJUTHUCS TAKOIO CJIABOIO 3a KUTTS [6, c. 23]. YueHuit HaBOJUTH
uikaBy iH(opMamio npo TBopui crocynku Horamma Kpicriana 3
[Mapwmxem, siki BiH migTpuMyBaB 10 cBoei cmepTi. Sk nume C. Poy,
“B OBTHI 1763 p. ilomy Hamanu “Privilége générale”, sika naBana
npaBo MyoOJiKyBaTu My3uKy B [lapuxki, He mOOOIOIOUMCH TipaTCTBA.
Bin oTpumag i 3a Ba MiCsIIIi 10 TOTO, K OICPKaB €KBiBaJICHTHHM
“KOpOJiBCHKUHN TpuBinei” B Aurmii” [6, c. 25]. PesynsraTom mpo-
JyKTUBHOTO CIIJKYBaHHA i3 (paHIy3bKUMH MY3WKaHTaMHU CTa-
JI0 Tepile BUJAHHS HAHKpaIlWX KJIaBIPHUX COHAT KOMIO3UTOpa y
1773/74 poui. Y JlonnoHi BoHO BHitio npubnusno 1779 poky. He-
3Ba)KalOUM Ha Take BU3HAHHS, BiH, OJHAK, HE MiTI 3MaraTtucs 3i CTaB-
JICHHSIM aHTJIiHCBKOTO cycminbcTBa 10 ['eopra ®pinpixa I'enaens,
3 iIM’IM SIKOTO TOB’13yBaBCsl PO3BUTOK OIEPHOIO JKaHPY Ta IUIiIHA
TiATBHICTh KOMIIO3UTOPA HA MY3WYHHUX TepeHax 1iei kpainu. Tomy
3roIoM, TIOTIPH yCi TBOPYi NEpUIIeTii, HOro ctajau CipuiMarH siK aH-
riidceKoro kommno3suropa. Haragaemo, mo I @. ['ennens npuitHsas
nignancTBo BennkoOpuraHii, MpoXUB TaM OJIBIIY YacTHHY CBO-
r0 )KUTTS Ta YAOCTOEHHMH 4ecTi OyTu moxoBanuM y “KyTouky mo-
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etiB” BectMincTepchkoro abarcTsa. Ha upomy i cnaBa HMoranna
Kpicriana BusiBuiacs “BeNMYMHOIO HETIOCTIHHOIO”. 3a CBIAUCHHIM
P. JI. Mapmanna, #ioro “3ipKy 3aTbMapioBaB MpPUXiJ HOBUX TalaH-
TiB y MicT0”. MaroTbCcsl Ha yBa3i ONMEpHUN KOMIO3UTOP AHTOHIO
Cakkini (1730—1786) i xnaBiuauii Bipryos Morann Camyens Illpe-
tep (1755-1788) [5, c. 182]. CraHoBwUILEe KOTUITHLOTO “‘der Liebling
der Engléinder”, sx ioro naspas Morann Hixonayc ®opkens, mo-
XUTHYJIOCS Yepe3 HeBJaje iHBECTYBaHHS Ta MaxiHallil eKOHOMKH,
yHAacIi0K 4oro “BiH 37100yB BeJIH4e3Hi OOpru Ha CyMy IPUOIN3HO
4000 ¢ynTiB crepainris” [Tam camo], xoua nei (akT, 3a cioBamu
onHoro 3 mepmux Giorpagis M. K. baxa — M. IlIBapua, — uus
npaus Oyia onpuinrogHeHoo B 1901 potti, “31a€ThCsI, HANEKUTH J10
nerenpapuux’ [7, c. 420]. Sk Ou Tam He Oyno, HaBeneHi P. JI. Map-
LIAJIJIOM apryMEeHTH MiAKPIIUIIOIOTh BaXKJIMBE 3ayBa)KeHHS MY3H-
Ko3HaBHs: “Jlo MOMeHTy cMepTi nomana Moranna Kpicriana baxa
B My3u4dHoMy *UTTi Jlon0Ha Oyia B 3aHenaai MpoTAroM OJIU3BKO
cemu pokiB” [5, c. 182]. Skmo BukpecauTH ix 3 20, mpoBeOeHUX
B aHMMIIMCBKIA cTONMWLI, TO TpiyM( Ta BH3HAHHS WOTO TalaHTY
CHPUKHMAIOTHCS IIBUAKO 3raciolo 3ipKOIo.

Jlns Hiveuunnu Horanu Kpictian 6y onHuM i3 061apoBaHux
CHHIB MOT'YTHBOTO 0aTbKa, 4us criafmuHa Oiabm Hix 13 1000 TBOpiB
HaJuXxaja My3UKO3HABLIB Ha iX yJOCKOHaJIeHe Ta BCeOIYHEe J0CITi-
JmxeHHs. [Toka3zoBo, 110 nepinii HeBeMUKUi “IopTpeT” My3HKaHTa
3’SIBUBCSI JIMILE B APYTiid mosoBuHI XIX CTONITTA cepen pisHOMAcCII-
TaOHUX HAYKOBUX PO3BiJIOK y MOHOTrpadii, IpUCBSYEHIN KUTTIO 1
TBOpUYOCTi Horo OpatiB. He Oynemo 3abyBaTH i mpo Te, 0 HaiMo-
JOALIMNH yItoONeHUH CHH, SIKUH, 32 3ayBaXEHH MU ACIKUX AOCIi]I-
HUKIB, Mir GyTH OHyKOM Bke Hemononoro Moranna CebacThsua,
MOPYLINB POAMHHY TPAAMIIiI0, TOKHHYB OaThKiBLUIMHY, 10 TOTO X
MPUUHSB KaTOJULBKY Bipy. 3 Oy Ha TOW (axT, IO IPOTATOM
XVII-XVII cToniTe npeacTaBHUKY BeIUKOI My3u4HOI ciM’1 baxiB
BiJlirpaBaJii MPOBIJHY POIb Y KyJlbTypi Oaratbox mict TropiHrii,
MOCTYNOBO PO3MIMPIOIOYM CBil BIUIMB Ha TEPUTOPIIO IHIIUX Tep-
LIOT'CTB, KHS3IBCTB 1 rpad)cTB, Take BiACTYMHUITBO HE MOIJIO OyTH
npuitHATO B pinHiil Kpaini ani cyuacuukamu Horamna Kpicriana,
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aHi HACTYITHOIO TeHEePaLli€l0 THX, XTO 3aiMaBCsl BABUCHHSIM J10PO0-
Ky #oro 06aTbka Ta OpariB, SIKi TPOJOBKUIN NPOQPeciiiHu pOaUH-
auil nsx. Morann Ce6GacTbsan 06iliMaB HAMBUI [T TOrO qacy
MY3U4HI ocaan — npuaBopHoro aupurenta (Keren) ta myHinu-
NaJbHOTO MY3MYHOro AupeKkTopa (JIsimuir); fioro crapmuii cun
Binsreasm ®pineman (1710-1784), Bizomuii me 3a iM’sim “Tanib-
cekuit bax”, — nupekuiro my3uku B ['anne, Kapn ®inin Emanyens
(1714-1788), sixoro Ha3uBaroTh “bepnincekum / ['amOypreskum ba-
XOM”, — BiaNoBinHy nocany B ['amOyp3i, ixHill [BOIOpiAHMIA OpaT
TobGiac @piapix (1695—-1768) OyB KaHTOPOM 1 AUPEKTOPOM MY3UKH
B Yaemrenri 3 1721 poky [12, ctn. 1274]. Kpim Toro, meski 3raj-
xu Moranna Kpictiana npo “BUXOBHI MeToan” GaThka, CHPHIiHS-
Ti SIK aHEKJOT, UIIOCTPYIOTH 1HIY IpUpOAY ioro Hatypu. bynyun
1€ FOHAKOM TIiJ KPHJIOM Ta OMiKOIO 3HAHOTO KaHTOpa, BiH OIHOTO
pasy, AyMarouu, o Horo 6aTbKO COUTH, IIOCH (haHTa3yBaB 3a Kila-
BipoM i 3ymuHuBCs Ha “cexctkBapT”. CTapuii Morauu migxomuscs
3 J’KKa, 3aJi0UB HOMY Jisinaca i po3B’si3aB “TIpOBUCIE” CHOIYYCH-
Hs [11, c. 161]. 3a cnocTepexeHHIMH (PaHIy3bKOTO TOCTiAHHKA,
e Maiike OIMHUYHUE npukian crnoraaiB Kpicriana mpo 3aHATTS
B 0aTbKiBcbKOMY aomi. ChOrofHi, Ha ICTOPHYHIN BiACTaHi, cTae
3pO3YMIJIOI0 PI3HUIISI MUCICHHS JBOX MY3HKAHTIB, SKUX PO3IiJsi-
7o miB cromiTTs. [ns baxa-cTapioro, HemepeBepIIeHOro MalicTpa
noionii, ynmopsAKOBaHICTh 1 3aBEpPIICHICTh MY3HYHOI AYMKH
Oy He3amepeyHuM 3aKOHOM. MoyKHA NPUITYCTHTH, o s Mo-
TaHHA-MOJIOJIIOTO0 MY3HKa HapOIKyBaJach y MpPOLECi BUIBHOIO
MYy3UKYBaHHS, ¢ KOXXEH HACTYIHHH KPOK MIT HAITOBXHYTH Ha
HEOuiKyBaHUH pe3ynbraT. JloCTaTHBO MEperiasiHyTH CIHCOK HOro
MaiiOyTHIX KaMepHO-iHCTPyMEHTaJbHUX TBOPIB, MI00 TepeKoHa-
TUCSI B IbOMY: YHCJIEHHICTh COHAT ISl OAHOTO Ta JBOX KJaBipiB
(bopTemniano), KIaBipy Ta CKPUIIKH, BioJIK Ja TaM0a, Tpio, KBapTEeTH
JUISL KJaBipy, KBapTeTH 3a y4acTiO (IEHT, KBIHTETH, CEKCTET AJIs
JIyXOBHX, CTPYHHHX 1 KJaBipy TOLIO CBiA4aTh HE TiJBKW MPO Ta-
JAHOBHUTICTh MY3HMKaHTa, ajie i OakaHHS peajli3yBaTH BiacHi inel
B PI3HUX XaHPOBHX 1 TeMOpOBHX yMoBax. KpacHOMOBHHMM MaoOKa-
30M TparsenHs Moramsa Kpicriana 10 iHmoro mposBy BiacHHX
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TBOPYMX YSBJIEHb CIYI'ye HOro HendaiuBe CTaBJICHHS OO HOBOI
mocajay Apyroro oprasicta B MilaHCBKOMY co0Oopi, Ky BiH 00i-
iHsB y yepBHi 1760 poky. P. JI. Mapmiann HaBOAUTH YPUBOK 3 JIMCTA
rpada Jlirtu no naape Maprini (7 kBitHs 1762 p.), y sikoMy TOH
CKapyKUThCSl Ha JOBrOTPUBAINY BiACYTHICTH CBOro mpotexe: “Bce
K BiH OyB OM HEpPO3yMHHUM BiIMOBUTHCS BiJ MOcaau, gka 3a0e3-
neuaye iiomy 800 nip Ha pik... Tomy gopeuHo, mo6 BiH okaszas cede
MpanboBUTHM, a HE isIB TakK, 00 0coba, sika peKOMEHAyBaJia Horo
Ha LI MPU3HAYeHH s, MOMIKOAYBaa, o 11 BUnHuIA. JIFoau TyT mo-
YUHAIOTh CKaP)KUTHCS, 0COOJIMBO BUIIE JYXOBEHCTBO [5, ¢. 177].
He MeHII BaroMuM, Ha Hally AyMKy, CTaB i Toi daxt, mo Ho-
ranH KpicTtiaH, cyn1s4u 3 OKpeMHX BiZJOMOCTEM, Oy B JIFOAMHOIO HOBOT
¢dopmariii, sika BiguyBasia ce0¢ CHHOM HE TUJIBKH BEJIMKOTO KaHTO-
pa, ane i go6u [IpocsiTHUITBA 3 {1 BITBHOAYMCTBOM, KPUTHKOIO
ycTaJeHuX 3BUYaiB Ta Mopadi. | ioro Big4yTTs KUTTS, TOBEIiHKA
JIIOIMHY, HE TIOB’I3aHO01 KaiilaHaMH 3arajlbHOMPUIHATOrO €THKETY,
POMaHTHYHI IPUTONH (peanbHi M HadaHTa30BaHi HallaJKaMH) J1a-
BaJIM MIPUBIJ J151 CTPUMAHOT'O CTaBJICHHS 10 HHOTO Ta Pi3HOTO POIY
HiceHITHUIb. Hampukmnan, Sk aBaHTIOPHHN pOMaH CHpPUHMAETHCS
icTopist mpo Horo Bix'izg mo Iramii. Y. C. Teppi HaBoguTh JiTepa-
TypHi “ex3epcucu’ Enizu [Tonbko®, sxa B 1860 poui ony6mikyBana
Hapuc y “Himenpkiii Mmy3uuniii razeti”’. Y upbomy Kpictian nmocras
repoeM y Iyci XOpoOpUX Ta BHHAXiIJIMBUX MEpcoHaxiB “Tpbox
My1ikeTepiB” Anekcannapa Jlroma-crapmoro. ABTOpKa po3noBigae
PO 3aXOIJICHHS KOMIIO3UTOpa MPUMaJoHHOI0 bepriinckkoi onepu
Bbenenerroro Eminiero Mosisreni. BoHa HeBAOB31 BUiilILIa 3aMIXK 1
3 4OJIOBiKOM 30mpanacs a0 Itamii. Ane HecropiBaHo momep IXHil
BisHuns. Tox, He raroun yacy, Bipuuii muuap Morann Kpicrian 3a-
TPUMYBaBCs Ta BiJBi3 MoyoAux 10 Minany. 3aBAsiku LbOMY BiH
caM ONMHMHUBCH Ha iTamiicekiit 3emii [9, c. 11]. Y. C. Teppi Ha3uBae
OTIOBIJJTaHHS TUCHMEHHUII ‘‘HelepeBEepIICHUM 32 CMIJIMBICTIO BUHA-
% Elise Polko (1823—1899) — HiMellbka TMCBMEHHHILS, My3HYHOIO OCBITOIO SIKOT B IMTHHCTBI
omnikyBascs ®. MeHnenbcoH-bapToib i, yI0CKOHAI0BaIa CBOI0 MaHCTEPHICTh CrTiBa4uky B ITaproki i
kepiBHULITBOM Manyeis I'apcist. JKuTTeBi 00CTaBHHH HE JO3BOIMIIH POIOBKUTH BUKOHABCHKY Kap’€py.
BoxHouac ycrminHo 3aiiManacs J1iTepaTypHOIO TisUIbHICTIO, Pe3YIbTaTOM SIKOi CTAJIH YHCICHH] POMaHH,

OIIOBI/IaHHS, AHTONIOTT Ta HAPUCH NPO XapaKTepH 3i CBITy My3uKH, 30kpema XK.-b. JTromi, itamiiicekol
onepHoi criiBauku Paycrinu bopnoni, K ®@. Adens, B. A. Mouapra Ta iu. [2; 4].
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xigmuBocti” [Tam camo]. YTiMm ynro0nuBicT MOJIOJOT0 MYy3HKaHTa,
HeOakaHHSA 0OMeXXyBaTH ce0e B TaJaHTHUX CTOCYHKaX CHPUYHHS-
JIM YUMaJIo JopikaHb 3 00Ky odiuiiiaux oci6. 3okpema, I. Teptaep,
CIHMPAIOYUCh Ha 3aJOKYMEHTOBAaHI CBIAYEHHS, IOB1IOMJISIE, 110 TaJI-
Ki mouyTTs j0 TaHmiBHUII KonomOu bekkapi, siki BUHUKIIU i 4ac
MOCTaHOBKH Horo onepu “Anekcanap B [uaii” y Heanomni, notsaruy-
71 3a c000I0 JOTaHy AEeP’KaBHOTO YMHOBHHUKA. AJie e He TpuOopKa-
JI0 HEBraMOBHOT'O IOHAKa, SIKUW HE TPUXOBYBAB CBOT'O 3aMHUITYBaHHS
“KpULSIMU~ My3UYHOTrO TeaTpy. o TOro >k JeMOHCTpYBaB CBill xa-
pakTep Ta mpaBo Ha BuIbHUE BUOip. Tak, micis 3ayBaskeHHsI ceKpe-
Taps TeaTpy Npo HEMPUIYCTUMICTD BiJIBITyBaTH JIOKY CITiBaYOK BiH,
3a CIOBaMU JIOCIHIiJTHUKA, “He 3’IBHMBCS 3a KJaBiaTyporo Ha HACTYII-
Hill BHCTaBI, IMOCIABIIY 3aMiCTh ceOe 3aminy” [3, c. 155]. 3mycuio
1. K. Baxa mmiKopuTHCs IpaBUIaM TeaTpy TilbKH TpeTe odimiiine
HaraJyBaHHS Ipo Te, mo “Voro BennuicTh HeoqHOPA30BO Biaa-
BaB HaKa3, HaBiTh O(iliepaM KOpOIiBCbKOi rBapAii, 3a00pOHsI04YH TM
¢nipTyBaTH 3a TaITYHKaMHu 3 OyIb-SKOIO 3 )KIHOK 31 CKJIaly TpyIu
mig yac Buctymy” (ouT. 3a: [3, c. 155]).

Mumogodi 3ragyeTbest AuTyan @pancya [IpeBo, ppaHIy3pKuit
MICHMEHHHK, SIKHil yBIlIIOB B icTopito iy im’aM abara Ipeso. Mo-
ro OEHTEe)XHa HAaTypa, 3aXOIICHICTh KOXaHHSM, BTUICHHS Y TBOpax
HOBOT'O CIIPHHHSTTS JIFOJCHKOTO CBITY, TBOPYI IPOEKTH YCKIIAAHIO-
Balld HOMY JKHUTTSI 1 MOPOAKYBAJIHM TaKy KyIly 4yTOK, IO BiZOKpe-
MUTH PEaIbHICTH 1 BUTAJKY CTaJIO 3 4acoM 115 Giorpadis ckiiagHo.
Worann KpicTian npoKuB CBOi POKH 3 BIACHMMH IIPHTOJAMH, He-
PiAKO HE 3aMHUCIIOIOYHCH HaJl CBOIM CTAHOBHILEM Y CYCHiJIBCTBI
Ta HE BiIAMOBJISIOYHCH BiJl CIIOKYCH IIBUKOIJTMHHHUX 3aXOIJICHb,
IpUTaMaHHOi MoJo#OCTi. Moro moBeniHka Kmjaama BUKJIHK YCTa-
JIeHIH Mopai Ta NPUHHATHM HOPMaM E€THKETY, II0 Mependadiio
OOreMHICTh SIK OCOOIMBHUM CITOCIO KUTTSI, a €JIETAHTHICTL 1 BUTOH-
YeHICTh, 5Ki, Ha AymKy P. JI. Mapmasia, BigOounuca y mopTperi
nensns T. TetincOopo [5, c. 185], — nmenamsm. Hacmigkom Takoi
CBOOOAM Ta HU3KHM HEMOPO3yMiHb CTaNH “TiporanuHu’ B Giorpadii
Voranna Kpicriana, sxi i 10Ci 3a/1MIIAIOTHCA BiAKPUTHMHU HTaH-
HSIMU IS 0araThboX JOCIIIHHUKIB.
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Konu 3amuciioenicst mpo J0I0 craJliiHe KOMIIO3UTOpa, TO Ha
JYMKy CIlajia€ MiCTM4YHA pojb My3uuHOi ictopii. XKutts Horanma
Kpictiana mpumano Ha mepiox CBOEPIIHOTO CTHIJILOBOIO Oe3dacc,
KOJIM 0apoKo BXKE 3racalio, JOCSTHYBIIN CBOiX BHUCOT, & KJIACHLIU3M
JWIIE HApOIKyBaBcs. BiH € aBTOPOM UYMCIEHHHMX TBOPIB Yy PI3HUX
JKaHpax, Mepll 32 BCe THX OPKECTPOBUX Ta IHCTPYMEHTAJIBHHX, SIKi
3aliMyTh BaKJIMBI MiCIsl B i€papxiyHiii cHCTeMi BiJJIEHCBKOTO Kila-
CHLIM3MY, TOMY OINHMHHUBCS B CHTYyalil MOCTIHHOTO MOPIBHSHHA 3
JIOCSITHEHHSIMH MOr0 HErJacHUX ONoHeHTiB. 3okpema, Ixeitn P. Cri-
BEHC BiJ3HAUa€ CTaBJICHHS 10 MY3HKH KOMIIO3UTOpa SK HE BiJ3Ha-
ueHoi XyH0XKHBOI0 rmubuHow. Ilinkpecmoroun s M. K. baxa
Ha B. A. MorapTta, SKOro BiH HaBYaB MPOTATOM IT'SITU MICSIIIB*® i
yac Horo nepeOyBaHHs 3 0aTbkoM y JIOHIOHI, BUCHA KOHCTATYE, IO
my3uka “JlonmoHcekoro baxa” BiJIpi3HSIETBCS Bijf TOrO, IO CTBO-
pHB aBCTpIHCHKIN TeHill Ta “He MiIJA€ThCs TAKUM K€ aHAJITHYHUM
nutanHsaM” [8, c. 295]. Berynaroun B yMOBHHUE Hianor i3 My3HKO3-
HaBHLIEIO, MTIAKPECITUMO, 10 TBOPU MoJoaioro baxa He moBHHHI Bij-
MOBiIaTH TUM KPUTEPIAM, SIKi pO3pOOISUINCS 3 ypaXyBaHHSAM 1HIINX
MY3HYHHX 3aKOHOMipHOCTeil. Moro My3uka BimsepkamoBana aeski
0COOJIMBOCT] CBITOCIPHHUHSATTSI MEBHOTO 4Yacy Ta HOTro XyJOKHBO-
€CTeTUYHI yNOM00aHHs, TOMY 1 OIIIHFOBATUCS TIOBHHHA, BiJTIOBIIHO
JI0 TIO3MLIH CIiBICHYBaHHS Pi3HOCTUJILOBUX LIapiB 0araTOBUMIipHOT
KyJnbTypu. st po3yMiHHSI IWHAMIYHUX 3CYBIB Y €BPONEHCHKIN My-
3uni y apyrid nonoBuHi XVIII cTomiTTsI JOCTaTHBRO 3BEPHYTHUCS JIO
nepiux cumdoHiit Amaneyca, o0 ocArHy TH IPOHASHUN HUM ILUTSIX
J0 OCTaHHIX, BU3HAHWX B3ipueBMMHU omyciB. JlominpHO 3ragaTtu Ta-
KOX, 110 iM’st MonapTa He OB’ I3y€ThCs 0e3M0CePEHBO 3 TAIAHTHUM
CTHJIEM, X0Ya B paHHIX TBOPAxX HOro pHCH JOBOJI BIAUYTHI, TOMI K
Worann KpicTian BBaKaeThCA OIHMM 3 ACKPABUX HOTO TIPeICTABHH-
KiB y My3UYHOMY CBITi TOro yacy. Bizomo, 1110 rajJanTHHI CTHIIB, 200
POKOKO, MPOTHCTaBUB BYEHIM My3HIll 0apoOKO MPOCTOTY, BUTOHYE-
HICTb, BITYYTTS HACOJIOAH, TOOTO refoHI3M. He3Bakaroun Ha Te, 10
Lel CTUIb Y MUCTEUTBI OyB MpUTaMaHHUM TIEpUI 32 Bce (hpaHITy3b-
Kiif KyneTypi noyatky ta cepeaunu X VIII cTomiTTs, XapakTepHOIO

26 Lleit cTpok HaBOZHTB y cBOiii MoHorpadii I. TeprHep [3, c. 209].
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O3HAKOIO SIKOi CTaJH “rajaHTHi cBiTa” AHTyaHa BarTo, BiH OTpuMaB
PO3IOBCIOKEHHS B 6araThox Kpainax €sporu. Moro npuBaGmuBicTs
nns Moranna Kpicriana mincumropanacs 3p’a3kamu 3 Ilapikem, To-
BapuiyBaHHsM 3 Tomacom [eitncOopo (1727-1788), mopTpeTH 1 nei-
321 SIKOTO BiJJ3Ha4Y€HI MOCTUYHICTIO, M’SKICTIO KOJIbOPIB, TPAIli€l0
JiHINA, YMHUPOTBOPEHHSIM. BaskuBy ponb BiAirpaBaso i CTaHOBHIIE
ocobucToro BuuTeNs Koposesu LapaoTTu, CTBOPEHHST MYy3HKH, SKa
0 BiaNoBigasia YSBJICHHSM IIPO Kpacy, BTLIIOBAJa JIPUYHI HACTPOI,
HaJIAIITOBYBaja Ha 0e3TypOOTHE COPUHHATTS KHUTTS. OIHOYACHO B
AHTI{ icCHYBany mpaBuia JUIsl y9aCHUKIB OallbHUX TaHIIB: 30KpeMa,
JIaMU, sIK1 TAHLIOBAJIM MEHYET, MyCHJIM BASITaTH JICKOPOBaHi CYKHI, a
YOJIOBIKM — OyTH y TIepy1li Ta TaK 3BaHOMY “‘(ppaHIly3bKOMY KOCTIOMi”
(“habit a la frangaise”; 3 xabo Ha cOpoYKaxX, MEPSIKUBOM HA MaHIKe-
Tax, BUIIMBKOIO Ha Kam30J1i un xuieti) [10, ¢. 33-34]. Lls mona Bu3Ha-
yasna oiiMHUI TPUABOPHUMA CTHUIIb “TaJaHTHOTO CTOMITTS Ta Oyna
3aranpHOBH3HAHO0. Take oTOueHHs He 3aBamuio Moranny Kpicriany
Baxy 3poOuTu BiacHUI BHECOK y PO3BHUTOK MY3HYHOTO MHUCTELITBA
Ta KyJBTYpH, sIKi OyJnH IUTITHO PO3BMHEHI HACTYIHOIO I'€HEPALIE0
MUTLIB. JloCTaTHRO Ha3BaTH 3aTBEPIKEHHS (OPTEIMiaHO Yy KOMIIO3H-
TOPCBHKil Ta BUKOHABCBHKIH MPAKTHUII; BAHECEHHS Ha MEePIy MO3HUIIII0
i, THM caMHM, MiJKpeclieHHs1 poiboBoi (QyHKUii KiaBipy (popremia-
HO) Y Ha3Bax CKJIaJy COHAT 31 CKPUIIKOIO (K HE HarajaTH Mpo BiJro-
BifHI coHaru JI. Ban beTxoBeHa); CTBOPEHHSI, 3a CIIOCTEPEKEHHIMH
H. Kamkanamosoi, “criBydoro Allegro”, ¢opMyBaHHS y TEPIIAX
YacTHHAX KJABIPHUX KOHLEPTIB “‘KJIacH4HOI (OpMH”, SIKY yCHaukKy-
BaB B. A. Mouapr [1, c. 184—-185]; HaperuTi, pi3HOMaHiTHY KOHLIEPTHY,
NEearoriyny Ta MPOCBITHULBKY AiSUTBHICTB. BimpomkeHHs iMeHi Ta
criaqmuan HMoranna Kpicriana baxa y comiokymsTypHOMy IpocTopi
CBHOTOZICHHS € MiATBEPAKEHHSIM BH3HAHHS HOTO TaJaHTy 1 BArOMOro
BHECKY B PO3BHTOK 3aXiJHOEBPONEHCHKOTO My3UYHOTO MUCTELITBA.
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Johann Christian Bach, the youngest son of Johann Sebastian
Bach (1735-1782), enjoyed a brilliant career beyond Germany and
has attracted considerable scholarly interest. The reasons for this
phenomenon are not entirely clear, but we can venture a few as-
sumptions.

In England, where Johann Christian spent the last 20 years
of his life, he was one of many foreign artists whose work wasn’t
tied to a strictly national tradition. England, eager to embrace for-
eign musicians, had seen its own musical innovation wane after
the death of Henry Purcell in 1695. Johann Christian’s fame had
already been established during his time in Italy, and his travels
across Europe only solidified his reputation. According to S. Roe,
he became an international figure, as his symphonies, concertos
and operas were known “in places as far apart as Dublin and Riga,
Stockholm and Naples <...>. No other member of the Bach family,”
the researcher concludes, “could boast of such renown in his own
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lifetime” [6, p. 23]. The scholar provides interesting information
about Johann Christian’s creative relations with Paris, which he
maintained until his death. As S. Roe writes, “in October 1763
he was granted the ‘Privilege générale’, entitling him to publish
music in Paris without fear of piracy. He received it two months
before being granted the equivalent ‘Royal Privilege’ in England”
[6, p. 25]. The result of fruitful communication with French musi-
cians was the first edition of the composer’s best keyboard sona-
tas in 1773/74. It was published in London around 1779. Despite
this recognition, he nevertheless could not compete with the atti-
tude of English society to George Frederick Handel, whose name
was associated with the development of the opera genre and the
composer’s efficient work in the musical sphere of this country.
Therefore, later, despite all twists and turns in his creative career,
he was regarded as an English composer. It should be recalled
that Handel became a British citizen, lived most of his life there
and was honoured to be buried in the Poets’ Corner of West-
minster Abbey. Against this backdrop, Johann Christian’s fame
turned out to be a “fickle thing”. According to R. L. Marshall, his
“star was being eclipsed by the arrival of new talents in the city”.
This refers to the opera composer Antonio Sacchini (1730-1786)
and the keyboard virtuoso Johann Samuel Schréter (1755—1788)
[5, p. 182]. The fortune of the former “der Liebling der Engldin-
der”, as Johann Nikolaus Forkel called him, was shaken by unsuc-
cessful investments and the fraud of a housekeeper, as a result of
which “he had acquired enormous debts — amounting to some
£4,000” [ibid], although this fact, according to one of the first bi-
ographers of J. C. Bach, M. Schwartz, whose work was published
in 1901, “seems to be legendary” [7, p. 420]. Be that as it may, the
arguments given by R. L. Marshall support an important remark
of the musicologist: “By the time of his death, John Christian
Bach’s esteem in London’s musical life had been on the wane for
some seven years” [5, p. 182]. If we cross them out of the 20 years
spent in the English capital, the triumph and recognition of his
talent are perceived as a quickly fading star.
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In Germany, Johann Christian Bach was viewed as one of the
talented sons of a towering father, whose vast legacy of over 1,000
works inspired advanced and comprehensive musicological stud-
ies. Notably, it wasn’t until the second half of the nineteenth cen-
tury that the first modest “portrait” of Johann Christian appeared,
tucked within broader scholarly works focused on the lives and
careers of his brothers. It’s worth remembering that Johann
Christian, often regarded as his father’s favorite and, as some re-
searchers suggest, akin to a grandson in Johann Sebastian’s later
years, broke with family tradition in significant ways. He left his
homeland, abandoned Lutheranism to convert to Catholicism, and
charted a path distinctly his own. This break from tradition would
have been particularly striking given that, during the seventeenth
and eighteenth centuries, the Bach family dominated the cultural
life of numerous towns in Thuringia, gradually extending their in-
fluence to neighboring duchies, principalities, and counties. Such
a departure—both geographic and religious—was unlikely to be
well-received by Johann Sebastian’s contemporaries or by later
generations who studied and revered the legacy of his father and
brothers, who remained firmly rooted in the family’s professional
and cultural traditions. Johann Sebastian held the highest musi-
cal positions of his time: court conductor (Kothen) and munici-
pal music director (Leipzig); his eldest son Wilhelm Friedemann
(1710-1784), also known as the “Halle” Bach, was the director
of music in Halle, and Carl Philipp Emanuel (1714—1788), who is
called the “Berlin/Hamburg” Bach, — held the corresponding po-
sition in Hamburg, their cousin Tobias Friedrich (1695-1768) was
cantor and director of music in Udestedt from 1721 [12, Sp. 1274].
In addition, some of Johann Christian’s references to his father’s

“educational methods”, taken as an anecdote, illustrate a different
nature of his nature. As a young man under the wing and tute-
lage of a famous cantor, he once, thinking his father was asleep,
fantasised at the keyboard and stopped at the second inversion of
a chord. Old Johann jumped out of bed, slapped him and untied
the “sagging” connection [11, p. 161]. According to the French
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researcher, this is one of the few recorded instances of Johann
Christian recalling his early lessons at home. From a historical
perspective, the contrast between the musical thinking of father
and son — separated by half a century — becomes strikingly ap-
parent. For Johann Sebastian, the unrivaled master of polyphony,
musical thought was governed by strict order and completeness, an
unshakable law. By contrast, for Johann Christian, music seemed
to emerge through the spontaneity of free improvisation, where
each step could lead to an unforeseen outcome. This creative free-
dom is evident in the diversity of his chamber and instrumental
works. A glance at his catalog reveals an impressive variety: nu-
merous sonatas for one or two keyboards (piano), keyboard with
violin or viola da gamba, trios, keyboard quartets, quartets with
flutes, quintets, and even a sextet combining winds, strings, and
keyboard. These pieces reflect not only Johann Christian’s tal-
ent but also his drive to explore and express his ideas across dif-
ferent genres and instrumental combinations. A telling example
of his independent creative spirit—and perhaps his disregard for
conventional expectations — was his casual attitude toward his
role as second organist at Milan Cathedral, a position he accept-
ed in June 1760. This detachment underscores his preference for
personal artistic exploration over adherence to traditional duties.
R. L. Marshall quotes an excerpt from Count Litta’s letter to Pa-
dre Martini (7 April 1762), in which he complains about the long
absence of his protégé: “Yet he would be unwise to forfeit a posi-
tion that pays him 800 lire a year... It therefore behoves him to
show himself industrious, rather than acting in such a way that
the person who recommended him for this appointment regrets
having done so. People here are beginning to complain, especially
the high clergy” [5, p. 177].

Equally significant, in our view, is the notion that Johann
Christian, based on certain accounts, embodied the spirit of a
new era. He was not only the son of the great cantor but also a
child of the Enlightenment, shaped by its ideals of free think-
ing and its critique of established customs and morals. His ap-
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proach to life, marked by a refusal to be constrained by rigid
etiquette, and his rumored romantic escapades — whether real
or embellished by later generations — fueled a reserved and,
at times, dismissive attitude toward him. This perception was
further amplified by stories that framed his departure for Italy
as a daring, almost romantic adventure, rather than a calculated
career move. Such tales, whether grounded in fact or shaped
by myth, highlight the tension between Johann Christian’s pro-
gressive worldview and the more traditional expectations of his
contemporaries. C. S. Terry cites the literary “sketches” of Elise
Polko?” who published an essay in Die deutsche Musikzeitung
in 1860. In it, Christian was portrayed as a hero in the spirit of
the brave and inventive characters of Alexandre Dumas pére’s
The Three Musketeers. The author tells about the composer’s
fascination with the prima donna of the Berlin Opera, Bene-
detta Emilia Molteni. She soon got married and was going to
Italy with her husband. But their coachman suddenly died. So,
without wasting any time, the faithful knight Johann Christian
put on his make-up and took the newlyweds to Milan. Thanks
to this, he found himself on Italian soil [9, p. 121]. C. S. Terry
calls the writer’s story “unsurpassed for audacious invention”
[ibid]. The young Johann Christian Bach’s romantic entangle-
ments and unwillingness to restrain himself in gallant affairs
earned him considerable criticism from officials. H. Gértner,
citing documented evidence, recounts that during the produc-
tion of his opera Alessandro nell’Indie in Naples, his passionate
feelings for the dancer Colomba Beccari resulted in a reprimand
from a government official. However, these warnings did little
to deter the spirited young musician, who openly admired the
“priestesses” of musical theatre and demonstrated a strong sense
of individuality and personal freedom. Thus, after the theatre
27 Elise Polko (1823—1899) was a German writer whose childhood musical education was taken care

of by F. Mendelssohn-Bartholdy, and who improved her skills as a singer in Paris under the guidance

of Manuel Garcia. Life circumstances did not allow her to continue her performing career. At the same
time, she was successfully engaged in literary activity, which resulted in numerous novels, short stories,

anthologies and essays about characters from the world of music, in particular J.-B. Lully, Italian opera
singer Faustina Bordoni, K. F. Abel, W. A. Mozart, etc. [1; 4].
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secretary’s remark about the inadmissibility of visiting the sing-
ers’ box, he, according to the researcher, “reacted by failing to
take his place at the keyboard at the next performance, sending
a substitute instead” [2, p. 155]. It was only the third official
reminder that “His Majesty had repeatedly given an order, even
to the officers of the royal guard, forbidding them to flirt back-
stage with any female cast members during the performance”
that made J. C. Bach comply with theatre regulations (cited in
[3, p. 155]).

It is hard not to draw parallels with Antoine Frangois Prévost,
the French writer better known as Abbé Prévost. His restless spir-
it, love affairs, and the embodiment of a new vision of humanity
in his works made his life both remarkable and challenging, giv-
ing rise to so many rumors that distinguishing fact from fiction
has long been a struggle for biographers. Similarly, Johann Chris-
tian Bach lived a life filled with adventures, often disregarding
his societal position and succumbing to the fleeting passions of
youth. His behavior defied conventional morality and the norms
of etiquette, embracing a bohemian lifestyle characterized by
refinement and sophistication—qualities that, as R. L. Marshall
suggests, are reflected in T. Gainsborough’s portrait of him as a
dandy [5, p. 185]. This sense of freedom and disregard for conven-
tion, coupled with various misunderstandings, has left significant
“gaps” in Johann Christian’s biography. These unresolved ques-
tions continue to intrigue researchers, adding an air of mystery to
his life and legacy.

Reflecting on the fate of Johann Christian Bach’s legacy, one
cannot ignore the seemingly mystical influence of musical history.
His life unfolded during a period of stylistic transition—a “time-
lessness” of sorts—when the grandeur of the Baroque was fading,
and the clarity of Classicism was just beginning to emerge. In
this intermediary phase, Johann Christian composed extensively
across various genres, particularly orchestral and instrumental
works, many of which would later hold significant places in the
hierarchical framework of Viennese Classicism. However, this
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positioning also placed him in constant, often implicit, compari-
son with the towering achievements of others. Jane R. Stevens,
for instance, has remarked on perceptions of his music as lacking
the artistic depth that characterized some of his contemporaries.
This critique reflects not only the evolving expectations of the
time but also the challenges faced by a composer navigating a
stylistic crossroads, striving to define his own voice amid the
shifting tides of musical history. Emphasising J. C. Bach’s influ-
ence on W. A. Mozart, whom he taught for five months?® during
his stay with his father in London, the scholar states that the mu-
sic of the “London Bach” differs from that created by the Aus-
trian genius and “does not yield its strengths to the same sort of
analytic questions” [8, p. 295]. Engaging in a notional dialogue
with the musicologist, it is important to stress that Johann Chris-
tian Bach’s works should not be judged by criteria developed for
music based on entirely different principles. His compositions re-
flect the worldview and artistic preferences of his time, and they
should be evaluated in the context of the coexistence of various
stylistic layers within a multidimensional cultural landscape. To
grasp the dynamic shifts in European music during the second
half of the eighteenth century, one only needs to examine Mo-
zart’s earliest symphonies to appreciate the evolution leading to
his later, universally acclaimed masterpieces. It is noteworthy
that while Mozart’s name is not directly linked with the gallant
style, elements of it are evident in his early works. Johann Chris-
tian Bach, however, is recognized as one of the style’s most prom-
inent representatives in the musical world of his era. The gallant
style, or rococo, stood in deliberate contrast to the intellectual
rigor of Baroque music, embracing simplicity, elegance, and he-
donistic pleasure. Although primarily associated with French
culture in the early to mid-eighteenth century, as exemplified by
Antoine Watteau’s fétes galantes, it found resonance across Eu-
rope. For Johann Christian, its allure was amplified by his con-
nections to Paris and his friendship with Thomas Gainsborough

23 This term is used by H. Gértner in his monograph [2, p. 209].
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(1727-1788). Gainsborough’s portraits and landscapes, imbued
with poetry, soft colors, graceful lines, and serenity, echoed the
aesthetic ideals of the gallant style, which resonated deeply with
the younger Bach’s artistic sensibilities. Johann Christian Bach’s
role as Queen Charlotte’s personal music teacher significantly in-
fluenced his creative output, encouraging him to compose works
that reflected ideals of beauty, lyrical expression, and a light-
hearted approach to life. This era of refinement extended beyond
music, with even the rules of ballroom dance reflecting the aes-
thetic ideals of the time. For example, ladies dancing the minuet
were required to wear ornate dresses, while gentlemen adhered
to the formal “habit a la frangaise”, complete with wigs, jabots,
lace cuffs, and embroidered vests [10, pp. 33—34]. This fashion de-
fined the court style of the “gallant age” and became universally
recognized.

Amid this elegant environment, Johann Christian Bach made
lasting contributions to the evolution of music and culture, lay-
ing groundwork that benefitted subsequent generations of artists.
His innovations included advancing the piano’s prominence in
both composition and performance, elevating it above the vio-
lin in sonata titles — a practice later mirrored by Beethoven. He
also played a key role in shaping the “singing Allegro” and in
defining the “classical form” of first movements in harpsichord
concertos, developments that Mozart would inherit and refine [3,
pp. 184-185]. Beyond composition, Johann Christian was active
in concerts, pedagogy, and musical education, further cement-
ing his influence. The modern revival of his name and legacy in
today’s socio-cultural sphere attests to the enduring recognition
of his talent and his pivotal contributions to Western European
musical art.
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Knwuoei cnosa: /ocakomo Ilyyuini, onepa-6anno “Binnicu”,
banem, xopeoepagiuna inmepnpemayis mysuxu Joic. Ilyuuini.

B ysBi Oinpmocti J>xkakomo IlyudiHi acomitoeThes Juiie 3
oneporo. | HaBps YM € HEOOXIIHICTh Y MePerisl 1€l akCioMu:
KOMIIO3UTOp HE 3aJIMIINB Ticis cebe OaleTHUX TBOPIB, MOBHICTIO
peasizyBaBIlIM CBiil 1ap y MeXaX BOKaJIbHOI'O MUCTEITBA. TUM Ya-
COM IpH HaWOIMIKIOMY 3aHYpPEHHI B TEMY BiJIKPUBAETHCS MOXKIIH-
BICTh PO3BUTKY JIOCIiTHUIIBKOTO iHTEpECYy B ACKIIBKOX HAMPSMAX:
CTaBJICHHsSI CaMOr'0 KOMIIO3UTOpa JI0 OajeTy; HasBHICTh XOpEo-
rpadivyHUX emi30AiB y HOro onepax; BUKOPUCTAHHS OPUTIHATBHOT
My3uk [lyduini B 6aneTHUX moctaHoBkax xopeorpadi X X—XXI
CTOJIITh; BKJIFOUEHHSI KOT0 ONEpHOI My3uKH B OajeTHI TBOpH iH-
IIUX KOMIIO3UTOPIB (Hanpukiazi, 6aner M. Ckopuka “IloBepHeHHs
Barrepdusit”).

Sk 3a3HaveHO BUIE, OaJleT SIK CaMOJOCTAaTHIA My3WYHO-Tea-
TpaJbHUH KaHP HE OyB BiIOOPaKEHHH Y TBOPUOCTI KOMIIO3UTOPA,
Tak caMo SIK HEMa€ i pO3rOPHYTUX XopeorpadiuHuX CLEH y HOro
orepax: BBEJACHHS XOPEOrpadiuHOro €JIEMEHTY 3aJIMIIAEThCS B
KOMIIETEHIIIT pekucepa-NoCTaHOBHUKA, OCKIJIBKU TaHIIOBAJIbHHH
€JIEMEHT BHUCTYIIA€ HE SIK CAMOJOCTATHIM, a sIK 3aci0 J01aTKOBOT
JIOKAJIBHO-KOJIOPUCTHYHOI XapaKTEPUCTUKH, II0 MOCUITIOE 3arallb-
HUM eeKT CLEeHIYHOI Ail.

€IUHUM JIOCBIZIOM CBIJIOMOTO 3alpOBAJ[KEHHS KOMITO3UTO-
poM OaJeTHHX €Mi30liB B OMEPHY MapTHTYpPy MOKHa BBaXKaTH
tioro omnepy “Bimicu” (1883). [epma cripoba 25-pidyHOrO KOMIIO-
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3UTOpa-TMOYaTKIBISl B ONEPHOMY >KaHpi — BOHa Oyjia cTBOpeHa
JUISl KOHKYPCY OIHOAKTHHUX OIEp, OTOJIOIIEHOTO BHAaBHHUIITBOM
E. Connonp0 — 3a3Hana yciixy He B KOHKYPCHOMY 3MaraHHi, a B
cleHiuHOMY BTineHHi. Ii 6nuckyua npem’epa B Tearpi Teatro Dal
Verme (1883) Binkpuia “Bimricam” muisix 10 CIEHU OaraThox ira-
THCBKUX TEaTPiB.

[Ticns mpeM’epu oniepy B HOBOMY, PO3LIMPEHOMY / TOTIOBHEHO-
My BapianTi B Jla Ckana Bimomuii HoTHUHN Buaasens [x. Pikopmi
Bucoko ouinuB TBip [lyuuini: “L{st onepa Mosozoro KoMmno3uTopa
3 JIykku, sika 3HOBY JOCSTJa BEJIHMKOI'O YCHiXy B Takili BEMUKid
3aii, sk Hama Jla Ckana <...> mepekoHasia MeHe, 10 MH HE IOMU-
JIMJIACS, OLIIHIOIOYH i1 <...> fK IIOCh He3BHYaliHe... Ham 31aeThes,
o [lyuuini mae mock Oinbiie, <...> MaOyTh, HAUIIHHIIINHT 3 Aa-
piB, y mourykax sikoro 6araro <...> TeHiiB IpauiolTh 1 TParHyTh.
s noporouinHa sikicts y Hamoro Ilyudini monsrae B Tomy, o0
MatH ijei B ronosi <...>, Bouu (igei — C.A.) abo €, abo ixX Hemae,
i IX He MOXHa HaOyTH LUISIXOM BHUBYEHHS <...> KOHTPAILyHKTY,
rapMoHii <...> Ta JOBrMX TOAMH MOTOBUJIIJICHHS HAJl TUMH 1€pO-
rimi¢gaMu, CIOBHEHUMH HayKH U OTpPYyTH, siki € Barnepom. Hexaii
[lyuuini mam’sitTae, Mo BiH iTamieup <...> i HE COPOMHUTHCS JIOBEC-
TH 1€, I03BOJIMBIIYU CBOIN IIOMIOUIN YsIBI 3BIIBHUTHCS BiJ yCiX
KaiilaHiB; BiH 3100y/1e claBy 3 LbOTO, 1 Lie Oyae iTamiiicbka ciapa!”
[muT. 32 2, c. 24].

Crpasnai, y “Le Villi” moBHOIO Mipoio BUSIBUBCS Oe3MepeuHUi
menoniinuid gap Jix. Ily4dini, 34aTHICTE A0 PO3rOpPTaHHS THYY-
KOI BOKaJbHOI Ipamaryprii, BiZ4yTTsS OPHPOOU ApPamMaTUYHOTO,
MpeKpacHe BOJOAIHHS JEHTMOTUBHUMU MPUHOMaMHU, HABHYKAMH
opkecTpoBoro nucbMa. TooTo ctuib 3pinoro Ilyuuini (3 fioro xa-
PaKkTEepHOIO I1HTOHALINHICTIO, 1HAWBIAYaJlbHICTIO TapMOHIHHOTO
MUCbMa) MPEACTABICHUH TYT MOBHOIO Mipoto. [Ix. Pikopai cmpa-
BEJIMBO MiJKPECIIIOE iTAIMChKy NPUPOLY 001apOBAHOCTI MOJIO-
JIOT0 aBTOPA, MOB’S3YI0YH 3 HUM MallOyTHIO CJIaBy HalllOHAJIBHOTO
mucTenTBa. OnHAK y TOU K€ yac CrpaBelJIuBO CKa3aTH, IO CIIPaB-
xHi# itamiens k. [Tyuuini nepeOyBaB miJ BIIIMBOM (paHIly3bKO1
TeaTpaJibHOI TpaanLii.
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[lin yac HaBuaHHsA y MinaHceKii koHcepBaTopii y 1880—
1883 pokax BiH MOPHHYB y CBIT (ppaHILy3bKOi ONEpH, SIKUH OA-
pasy mpuBEpHYB HOro yBary, 1o HigTBEpAXKYEThCs Oiorpadamu.
Criupalo4yuch Ha JUCTU MOJOAOTO KOMIIO3UTOPA, BOHU HABOJATH
BIAryKM i 3ayBakeHHs lly4ydiHi Ha omepu Ta KOHLEPTH, SIKi BiH
BiaBigyBas. [Ipo “Kapmen” XK. bize B Teatro Dal Verme y rpyani
1880 poxy BiH 3a3Hauae, IO e — “‘npekpacHa onepa”. CTOCOBHO
“Minbiion” A. Toma B Teatro Manzoni i “Cnokytn” C. ®@panka
B La Scala — “meHi Oyno nocuth HynHO”. Y Iiel 4ac cMak Ji0
¢panny3pkoi onepu Ta “opera-ballo”, sk Hazusanu B Itanii ¢ppan-
ny3bky grand opéra, OyB 3HaUYHO MOIIMPEHUH, PO IO CBIAYUTH
i peneptyap Jla Ckana mix 1880 i 1883 pokamm, ne cTaBUIH-
cs “@ayct” Ul. I'yno, “I'yrenorn” [Ix. Meiliepbepa, “Kuniska”
@. T'anesi Ta “Ipomiana” XK. Maccue [nuB. 2]. Tomy, maOyTh, He-
BunankoBo i “Le Villi” nanucani B xaupi onepu-6anno. Ha Bin-
MiHY BiJl iHIIUX ITaMiHCBKUX 3pa3KiB y LbOMY kaHpi — “Aigu”
Jx. Bepai, “Axoxonan” A. Ilonk’enni, — omnepa Jx. Ilyuyuini
oy’Ke KaMepHa sK 3a MacmTabamu (1Bl KapTUHH Oynu mepepo-
OJsieHi y ABi aii), Tak i 3a croxketoM. OqHaK TOH (akT, MO caMum
KOMIIO3UTOpOM OyB nependadeHuit OaneTHuil pparMeHT y BUIIIS-
Il pO3TOPHYTOI CLEHM IIadamry B ApyTid Aii, BuoKpemitoe “Le
Villi” 3 uucna iHIIUX TBOpiB KOoMIo3uTopa. TeaTpanbHuil QpaH-
LY3bKUH CHiA ICKPaBO MPOYUTYETHCS 1 B Ha3Bi, sika oIpasy Bil-
cujae Hac 10 ciaBeTHoro Oamery Apana ‘“XKizenp’, mpem’epa
SIKOT'O BijI0yJiacs 3a COPOK POKiB Jio TOTO. | 11e He 30BHIIIHIHN 30ir
oO0ctaBun: ®eprninanno donrana, nidperuct Ilyduini, Hagux-
HyBcs omnoBigaHHAM “‘Les Willis” ¢hpaHIy3bKOTO THUCbMEHHHKA
Anbponca Kappa (1852), sike mpencraBiisie BapiaHT nepepoOKH
6anernoro niopero T. ['othe 1841 poxy. Kpim 1Box dpaniy3skux
aBTOPIB-MONEPEAHUKIB, siki He Oynu 3ragani ®. ®oHTaHOMW0, CIig
Bif3HauuTH ponb [. T'eiine, sskuil mepmnM yBiB 1ei MOMMUPEHUH
¢donbkiopHHUIA croxkeT nmpo Binmic abo Binn y eBponeiiceky miTe-
patypy (mpaus “Ilpo Himewunny”, 1834). He3zBaxkaroun Ha nes-
Ky PI3HHIIO B JETAJSX, APXCTUIIOBOIO y BCiX IUX TBOpPAx MOCTA€
JpaMaTH4Ha J0JIsl TOJIOBHOI I'epoiHi, sIka MepeTBOPIOETHCS Mics
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nepeayacHoi cMepti Ha Biuricy. IlpekpacHi, ane Oe3xamicHi ny-
XU JKIHOYOI CTaTi, BULTICK OyJu BiAMIYCHI 3HAKOM HEMEPEPBHO-
ro TaHIIO, IKUH BOHW BUKOPUCTOBYBAJIH SIK 3aCi0 ISl pO3MPaBH
HaJ| YOJIOBIKaMU, TAHIIOIOYH: CTpauyBajH 1X, 3aTaHLLOBYIOUH JIO
cmepti. O0pa3 npekpacHoi HapeueHoi y OiT0CHIXKHIH BiHUaJIBbHIT
CYKHI, 3 BIHKOM Ha I'0JIOBI, 31 CXpelIeHUMH, 5K mnepen [IpuyacTsim,
pPyKaMH — TaKui BUTJISIA Majid BiJUTICH, Ha SIKMX TEPETBOPIOBA-
JIUCSI MOJIOAL JliBYaTa, 10 3aJIMIIaM 11 KUTTS 10 Becimns uepes
3pany cBOro koxanoro. [loenHaHHs B n1yxax HEOECHOTO BUTIISIY
3 rpalIMBICTIO 1 BOAHOYAC KOPCTOKICTIO CIIOBHIOBAJIO LieH o0pa3
MariqyHol0 MpruBaOIUBICTIO, HAIAl0YM OCOOIUBOTO CTABJICHHS 1O
HBOTO SIK Y (DOJIBKJIOPHIiH, TaK 1 KyJAbTYpHIH, a caMe — TeaTpab-
Hill Tpaguuii. [linTBepIKeHHIM 4oro Moxke OyTH HaJ3BUYAHA
nonyJsipHicTs Oanety A. AjaHa B poMaHTHUHY 100y B €Bpori,
Ta BUHSATKOBE MiCIle IbOTO TBOPY B OajieTHOMY pemnepryapi XX—
XXI cronite y 6e3miui iHTepHIpeTaLii.

OnuH 1 TOH e CIOKET PO 3paJKeHy CEISHChKY iBUMHY, SKa,
HE BUTPHUMABILHU PO3JIYKH 1 3pagy KOXaHOT'O, BMUpAE 1 CTa€ BiJLIi-
COI0, OTPUMYE pi3HE MpoyuTaHHs B OaneTi Ta onepi. [lopiBHAHHS
00pa3iB ronoBHUX repoinb — JKizeni Ta AHHM — MPEACTaBICHO
B ctarTi Onenu KauanoBoi, etuHOMY “BiJKpUTOMY” AJIS IIUPOKO-
ro 3arajiy JOCIHiIXEeHHI BITUYM3HSIHOTO aBTOpa 3a 1€t Temoro [1].
Tomy xoTinocst 6 3BepHYTH yBary Ha po30iKHOCTI B pimeHHi }i-
HaJy KO)KHHM 3 aBTOpiB, IO BKa3ye Ha Pi3HULIO 1X CBITOIISIAHUX
YCTaHOBOK YHACJIiIOK IPUHAJIEKHOCTI 10 Pi3HUX MEPiOJiB pOMaH-
TYHOTrO XIX CTONITTSA SIK y CTUIICTUYHOMY, TaK 1 B €CTETUYHOMY
HanoBHeHHI. Tak, y npyrii aii Oanety AnaHa, sIKy Ha3UBalOTh aK-
TOM BiJLIiC, IEpe s AaYaMy PO3irpyeThesl CIIPaBKHsI Apama Jo-
00Bi Ta xepToBHOCTI. JKi3eb — HOBa BiJITica — TaHLIOE Pa30M 3i
CBOiM KOXaHMM-3PaJHUKOM AJLOEpPTOM, ajie poOUTH BCE MOXKIIMBE,
o6 30epertu KoMy KUTTS, 3aKPUBAIOYH HOTr0 COOOIO BiJl THIBY
[NoBenutensku Bimmic. [lepen cumoro miei crpaBXHbOI TO00BI Ya-
pu 37na BiACTYNawTh, a ANb0epT, 3aJUIIAI0YUCh )KUBUM, MTEPEKU-
Ba€ CIPaBXHE KasATTs. BiH BukymieHui minoro xutts XKizeni, 1i
XKepToBHOI NM0O0Bi. Tak HecrmoaiBaHO B yMOBax OalleTHOI ApaMu-

— 252 —

1V Yepkawuncoki uumanms

(eHTe31 peanizyeThcs XpUCTUSHCHKA iest CIOKYTH, KOJIU MU BCi
CTaeMO CBIJIKaMHU, K “‘cusia 30iticHioemocs 6 Hemoui” (2 Kop. 12:9).
Konu cnaOkuii, HaiBHUI, 0OMaHyTHH, 3paJKCHUI Trepoil I[IHO
BIIACHOT JKEPTBH BU3BOJISIE BCIX BiJ JOJIEHOCHOI KapH.

Jbx. Ilyudini, sik mpeacTaBHUK ocTaHHBOI TpeTuHu XIX cro-
JITTS, KOJIM HAaiBHICTH PAaHHHOPOMAHTHYHOTO MHUCTELTBA CTaja
criorajiaMyu MUHYJIOTO, BUPILIY€E PO3B’SI3KY CUTYalii B 1yci BEpHCT-
CBKOi €CTeTHKH. AHHA, EPETBOPUBIINCH MICIsl CMEPTi Ha BiJLIi-
Cy, pa3oM 3 iHImKMMH nyxamu no36asisie Pooepro xxutts. [lomcty
repoiHi peasi3oBaHO: BHHYBaTelb IOKAapaHWW, CHPaBEIJIMBICTDH
BiJIHOBIIEHa, TPiyM(yBaHHS 37UX IYXiB, [0 BUKJIHMKAE acoliamii
3 ¢inanom MouapriBcekoro “/lon XKyaHna”. ldes nomcmu, K mpo-
BinHay 2 nii “Le Villi”, Bu3Ha4yae i 00pa3HO-3MiCTOBE HAIIOBHEHHS
po3ropuyToi OanetHoi cuenu “La Tregenda” — 370T0 CKeplo B
JIyCl TUSIBOJILCHKOI TapaHTeu [3]. Y My3ulli IIbOT0 OPKECTPOBOTO
¢parmenty uyTHO Biaryku “Banenypriesoi noui” I1l. I'yno, dina-
ny “@anrtactuunoi cumdonii” I. Bepmiosa, ckepuo 3 My3UKH 10
“Cony B nitHiO HiY” ®. Menzenbcona. Jlo itaniiicbkoi OaneTHOL
TpaauIii ane’aro0Th 1 00pa3y My4Y4iHiEBCHKHUX BiJUTiC, HATAAYIOUN
npo ¢ypiii y mocTaHOBKax BHIATHOro OaneTrmelictepa-pedopma-
topa ['acnapo Anmxonini (6anet “/lon XKyan” K. B. I'mioka).

3naBanocs 0, Kpaca i BOKaJbHa IJACTUYHICTH ONEPHOI MY3H-
ku JIk. Ilywdini mpusHaueHi isi xopeorpadidHoi iHTeprpeTa-
uii. OgHaK KiNbKiCTh OaleTHUX MOCTAaHOBOK 13 BHKOPHCTAHHSIM
¢parMeHTiB OpUTiHAIBHOT MapTUTypu TBOPiB JIk. Ilyuuini Bkpait
Mana. Bpanocs 3naiitu indopmauiro nuie npo Tpu 3pasku. Lle
Oanern: “Magam barrepdunsaii” y BukoHaHHI Tpynu [3painb-
cekuii 6aner (Onepa B Tenb-ABiBi, 2014); “Puccini” y mocTaHoB-
ui XKynwena Jlectens (2014) [5]; “Omaggio a Puccini” / “/lanuna
[Tyuuini” y moctanoBui itamniiins Mapio Tanbiione mis GaneTHoi
tpynu HMorranec6ypra (2024) [4]. Y uomy nonsrae npu4mHa Takoi
00epeKHOCTI Cy4yacHUX OajeTMeHCTepiB y 3BEpHEHHI 10 MY3HKHU
[lyuuini? BucnoBumMo aymKy, IO BOKalbHa MYy3UKa SIK Marepiaj
151 xopeorpadiuHoi iHTepnpeTranii — IOCUTH HEMPOCTHH Bapi-
aHT, OCKUJIbKM HasiBHICTH BepOajJbHOIO KOMIIOHEHTa mepenbadae
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MEBHY KOHKPETHICTh 3MICTY, TOAI K Cy4acHUH OaJieT HaMaraeTh-
csl, HaBMAKW, 1mo30aButucs Bia Hei. Buxomom moxe OyTu jwuiie
CTBOPEHHS TaKoOl i7ealbHOI CHUCTEMHU BiJHOIIEHb MYy3WYHO-BEp-
0aJIbHOTO 1 XOpeorpadivHOro MIAcTiB, KOJIH KOXKEH 13 HUX BHCTY-
Ma€ He CTIIBKY MPSMOIO LTIOCTPAIIIEIO 0 TONEPEIHBOT0, CKITbKH
BUKOHYE POJIb APAaMaTyprii Ipyroro IiaHy, B3a€MOJIFOYH B ape-
ani intepMmenianpHOCTi. Bupasna cuna mysuxu JIx. [Tyuuini na-
CTUIBKM BEJWKa, IO 1HOMI HE 3alluilae Xopeorpady TBOPYOro
MPOCTOPY AJIsl pO3pOOKU BJIIACHOT OpHUTiHAIBHOI KOHIIeTIii. OqHaK
JIOCBIJ] 3BEpHEHHS Cy4YacHUX OaJieTMEHCTEpiB JO OMepHOi KaH-
THJICHA KOMITO3UTOpPA BKa3y€ HA MOCTIWHUHI MONIYK HUMU HOBUX
JDKEpEJT TIaCTUYHOTO HATXHEHHs. JIOCHiKeHHS [INX MaTepiaiiB
CTAHOBUTH 1HTEPEC HE TINBKH 3 MOTJISTY XOPEOJIorii, aje i My3u-
KO3HaBCTBA, HA/IAI0YM HOBHI1 BUMIp, 3/1aBajiocs O, TaBHO BUBYCHIH
temi onep JIx. [lyuuini.
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In the imagination of most people, Giacomo Puccini is associ-
ated exclusively with the opera genre. And there is hardly any need
to revise this axiom, because the composer did not leave us any
ballet works, having fully realized his gift in the field of vocal art.
Meanwhile, with a closer examination of the topic, the possibility
of developing research interest in several directions opens up: the
composer’s own attitude to ballet; the presence of choreographic
episodes in his operas; the use of Puccini’s original music in ballet
performances by choreographers of the 20th—21st centuries; the use
of his opera music in ballet works by other composers (for example,
M. Skoryk’s ballet “The Return of the Butterfly”).

As already mentioned, ballet as a self-sufficient musical and the-
atrical genre was not realized in the composer’s work, just as there
are no elaborate choreographic scenes in his operas. The use of the
choreographic element remains within the competence of the direc-
tor, since the dance element acts not as a self-sufficient one, but as a
means of additional local-coloristic characteristics, which enhances
the overall effect of the stage action.

The only experience of the composer consciously introducing
ballet episodes into an opera score can be considered his opera “The
Willis” (1883). This first attempt by the 25-year-old composer (a be-
ginner in the opera genre) was created for a one-act opera competi-
tion announced by the publishing house of E. Sonzogno, and was
successful not in the competition, but in the stage version. Its bril-
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liant premiere at the Teatro Dal Verme (1883) opened the way for
“The Willis” to the stage of many Italian theaters.

After the premiere of the opera in a new expanded version at La
Scala, the famous music publisher Ricordi highly praised Puccini’s
work: “This opera of the young composer from Lucca, which has
once more achieved great success in an auditorium as large as our La
Scala <...> has persuaded me that we were not wrong in judging it
unreservedly to be quite out of the ordinary... Puccini, it seems to us,
has something more, and this something is perhaps the most precious
of gifts, in the search for which many a misunderstood genius toils
and strives <...>. This precious quality, in our Puccini, is that of hav-
ing ideas in his head: <...> these one either has or one hasn’t, nor can
they be acquired by studying and restudying the dots, counterpoint,
<...> and sweating for long hours over those hieroglyphs full of sci-
ence and poison that are Wagnerian scores... Let Puccini remember
that he is Italian; he should remember it and not be ashamed of it,
prove it by letting his fertile imagination run free of every shackle;
he will gain glory from it, and it will be Italian glory!” [1, p. 24].

Indeed, in “The Willis” composer’s undoubted melodic gift, the
ability to deploy flexible vocal dramaturgy, a sense of drama, an
excellent command of leitmotif techniques, and orchestral writing
skills were fully revealed. We can say that the mature Puccini’s
style with his characteristic intonation, individual harmonic writ-
ing is fully represented here. Ricordi rightly emphasizes the Italian
nature of the young author’s talent, associating with him the future
glory of national art. However, at the same time, it is fair to note that
the true Italian G. Puccini was under the influence of the French
theatrical tradition.

While studying at the Milan Conservatory in 18801883, he
became fascinated by French opera, which immediately attracted
his attention, as confirmed by biographers. The young composer’s
letters show Puccini’s reviews and remarks about the operas and
concerts he attended. About G. Bizet’s “Carmen” at the Teatro Dal
Verme in December 1880, he notes that it is a “beautiful opera”. Re-
garding A. Thomas “Mignon” at the Teatro Manzoni and S. Franck’s
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“Rédemption” at La Scala — “1 was quite bored”. At this time, the

taste for French opera and “opera - ballo”, as French grand opéra
was called in Italy, was quite widespread, as evidenced by the rep-
ertoire of La Scala between 1880 and 1883, which staged Ch. Gou-
nod’s “Faust”, G. Meyerbeer’s “Les Huguenots”, F. Halévy’s “La
Juive”, and J. Massenet’s “Hérodiade” [1].

Therefore, it is probably no coincidence that “The Willis” is writ-
ten in the genre of opera - ballo. Unlike other Italian examples in this
genre (“Aida” by G. Verdi, “La Gioconda” by A. Ponchielli), G. Puc-
cini’s opera is quite chamber both in scale (two scenes were reworked
into two acts) and in plot. However, the fact that the composer him-
self had foreseen a ballet fragment in the form of an expanded scene
of the Sabbath in the second act distinguishes “The Willis” from
other works of the composer. The theatrical French trace is clearly
read in the title, which immediately refers us to the famous ballet
by A. Adam “Giselle”, the premiere of which took place forty years
earlier. And this is not an external coincidence. Ferdinando Fontana,
Puccini’s librettist, was inspired by the story “Les Willis” (1852)
by the French writer Alphonse Carr (1852), which is an adaptation
variant of the ballet libretto (1841) by T. Gautier. In addition to the
two French predecessors who were not mentioned by F. Fontana, the
role of H. Heine should be noted, who was the first to introduce this
widespread folklore plot about Willis, or Will into European litera-
ture (the work “On Germany” / “De ’Allemagne”, 1834). Despite
some differences in details, the archetypal in all these works is the
dramatic fate of the main character, who turns into a Willis after an
untimely death. The image of a beautiful Bride in a snow-white wed-
ding dress, with a wreath on her head, with her hands crossed as be-
fore Communion — this was the appearance of the willis, in which
young girls were transformed. These girls left the world before the
Wedding because of the betrayal of their beloved. The combination
of a heavenly appearance in the spirits with playfulness and, at the
same time, cruelty filled this image with magical attractiveness, giv-
ing it a special relationship both in folklore and cultural, namely
theatrical tradition. Confirmation of this can be the extraordinary
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popularity of the ballet by A. Adan in the Romantic era in Europe,
and the exceptional position of this work in the ballet repertoire of
the 20""-21* centuries in a multitude of interpretations.

The plot is about a betrayed peasant girl who, unable to bear
the separation and betrayal of her lover, dies and becomes a wil-
ly. The same plot receives different readings in ballet and opera. A
comparison of the images of the main characters — Giselle and
Anna — is presented in the article by Elena Kachanova, the only
“open” to the general public study of a domestic author on this topic
[2]. Therefore, we would like to draw attention to the differences in
the solution of the finale by each of the authors, which indicates the
difference in their worldviews, as a result of belonging to different
periods of the romantic 19th century, both in stylistic and aesthetic
content. So, in the second act of the ballet Adan, which is called
the act of the willis, a real drama of love and sacrifice is played
out before the audience. Giselle — the new willis — dances with
her lover-traitor Albert. But she does everything possible to save
Albert’s life, covering him with herself from the wrath of the Lady
of the willis. Before the power of this true love, the spells of Evil
retreat, and Albert, remaining alive, experiences true repentance.
He is redeemed at the price of Giselle’s life, her sacrificial love. So
unexpectedly in the conditions of a ballet drama-fantasy, the Chris-
tian idea of redemption is realized, when we all become witnesses
of how “strength is made perfect in weakness” [2 Corinthians 12:9].
When a weak, naive, deceived, betrayed hero, at the cost of his own
sacrifice, frees everyone from fateful punishment.

G. Puccini, as a representative of the last third of the 19th cen-
tury, when the naivety of early romantic art became memories of the
past, resolves the situation in the spirit of veristic aesthetics. Anna,
having turned into a willis after death, together with other spirits de-
prives Roberto of life. The heroine’s revenge is realized: the culprit
is punished. Justice is restored. The treatment of evil spirits evokes
associations with the finale of Mozart’s “Don Giovanni”. The idea
of revenge, as the leading one in the second act of “The Willis”, also
determines the figurative and meaningful content of the expanded
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ballet scene “La Tregenda” (an evil scherzo like a devilish tarantella)
[3]. The music of this orchestral fragment echoes of Ch. Gounod’s
“Walpurgis Night”, the Finale of H. Berlioz’s “Symphonie fantas-
tique”, the Scherzo from the music to F. Mendelssohn’s “A Midsum-
mer Night’s Dream”. The images of Puccini’s willises also appeal to
the Italian ballet tradition, recalling the furies in the productions of
the outstanding ballet master-reformer Gasparo Angiolini (the bal-
let “Don Giovanni” by C. W. Gluck).

It would seem that the beauty and vocal plasticity of G. Puc-
cini’s opera music are doomed to receive choreographic interpreta-
tion. However, the number of ballet productions using fragments of
the original score by G. Puccini’s works is extremely small. Infor-
mation was found only about three examples. These are the ballets:
“Madame Butterfly” performed by the Israel Ballet (Tel Aviv Op-
era, 2014); “Puccini” staged by Julien Lestel (2014) [5]; “Omaggio a
Puccini” staged by the Italian Mario Gaglione for the Johannesburg
Ballet (2024) [4]. What is the reason for such caution of modern bal-
let masters in addressing Puccini’s music? We would like to express
the opinion that vocal music as a material for choreographic inter-
pretation is a rather difficult option, since the presence of a verbal
component implies a considerable specificity of content, while mod-
ern ballet, on the contrary, tries to get rid of it. The only way out can
be the creation of such an ideal system of relations between the mu-
sical-verbal and choreographic layers, when each of them acts not
so much as a direct illustration of the previous one, but rather plays
the role of secondary dramaturgy, interacting in the area of interme-
diality. The expressive power of G. Puccini’s music is so great that
sometimes it does not leave the choreographer any creative space
to develop his own original concept. However, the experience of
modern ballet masters turning to the composer’s operatic cantilena
indicates their constant search for new sources of plastic inspiration.
The study of these materials is of interest not only from the point of
view of choreology, but also from the point of view of musicology,
providing a new dimension to the seemingly long-studied theme of
G. Puccini’s operas.
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PEMIKCAIIA Y J3EPKAJII ZKAHPOBUX ITOITYKIB
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MPAHCKpUnyis, pemikcayis, 0ianoe, My3uyHe MUCmMeymeo, YbrodiCH.

CrpiMKHil PO3BUTOK HHM(POBHX TEXHOJIOTiH, KOTpi 3a0e3-
NeYyI0Th HOBHM piBEHb KOMYHIKalii, y TOMYy 4HCII H XyIOX-
HbOI, CTBOPHUB MiAIPYHTS Ta HajAaB iMOyJbcy A0 (HOpMyBaHHS
pemikcaliifHOT KyJIbTYpHOI mapaaurMu. TeHaeHIii riodanizarii,
KoMmepiianizauii, yHipikamii, iHpopMaumiiiHOi JOCTYMHOCTI, IO
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BHU3HAYAIOTh CYCHIJbHE KUTTS CHOTOJACHHS, BiAA3EPKATIOIOTHCS Y
cdepi MUCTeNTBA Yepe3 MeXaHi3MHU JAiayory. 3MiHa abo KOpeKIlis
3araJIbHONPUHHSATHUX, a OTXKE, MOCTYNOBO JOMIHYIOUHX CBITO-
TJISIAHUX OPIEHTHUPIB, MiAXOIUTIOIYH “‘HalallTyBaHHSA IrpPOBOTO
eneMeHTy KyneTypu (3a . Teiisunroro [4]), BUBOAATh Ha colio-
cueHy (KOpeclnoHIyI0YH 3 MOHATIHHUM anapaToM COLIOHIKH) pe-
MiKcallito, o0 TOCTAE HE JIHILE SIK NapaJurma KyJabTypH, alle i K
XYJOXHIH TPUHLMI i BiAMOBiAHA TeXHiKa. Y (oKyci peMikcamii
OTMUHSETHCS i/Ies] CTBOPEHHSI HOBOI XYJ0XHBOI IIJIICHOCTI uepes
BIIKpUTE YW MPHUXOBAaHE 3BEPHEHHS 10 BXKE ICHYIOUOro marepia-
1y (TBOpY) Ha 3acajax KOMOIHATOPHOT'O aBTOPCHKOTO MHUCIJICHHSI.
AJKe po3MaiTTs 1 MIHIHMBICTh aKTyaJdbHHX 3BYKOBHX €TaJIOHIB
CBOTOJICHHS MiJUITOBXYE /10 aKTHBHOTO MOLIYKY 3aTpeOyBaHUX
came 3apa3 3BYKOBUX 00pa3iB [3, c. 269]. OHoBieHHS, sike BiaOy-
BAa€TbCS TaKMM YHMHOM, HailyacTiie cIpsMOBAaHE HAa OCy4acHEH-
HS Ta aJanTaliio BKe ICHYIOYOTO XYIO0KHbO-IHTENEKTYalbHOI'O
npoaykry. CaMe 1i HaCTaHOBU BiAOMBAIOTHCS B 3aIIPONOHOBAHIN
Ha3Bi, e npedikc “pe-’ BKazye Ha MOBTOPHICTH, MOBEPHEHHS [0
paHilie 3HaHOTO, IEPEOCMHUCIICHHS; OCHOBA “‘-MiKC-"" IiIKPECIIOE
rOJIOBYBaHHsI MPUHOMY 3MilllyBaHHsI, CHHTE3YBaHHS, MOIIYKY HO-
BHUX KOMOiHALii BIZOMHUX €JIEMEHTIB; cydikc “-ami(s)” mo3Hadae
BiJIMOBIAHY MPOLECYaNBHICTS [9, c. 66].

HaifisickpaBiie nmpuHUOUI peMikcalii B Cy4acCHOMY MHUCTELTBI
MPOSIBIISIETHCS, IMOBIPHO, B ONIEPHOMY KaHPi, OCKIJIBKH OIHIEIO 3
ocobnuBOCTeR onepH, sk 3a3Hayae M. YepkamuHa, “<..> € OqHO-

t3

MY3HYHOI TBOPYOCTI, 1 IK KOMIIOHEHTa T€aTPaJbHOI MOCTAHOBKH
[1, c. 15]. Came TeaTpanbHO-Bi3yasibHa CKJIaJ0Ba ONEPHOTO Iiid-
CTBa yocOO0Jt0€ Oe3MeXHEe TBOpYE IMOJIE ISl BTIJICHHS NPUHITUITY
pemikcarii, T03BOJSIOUN JOCATATH HOBUX XYAOXKHIX e(ekTiB 0e3
BTPyYaHHS B MY3UYHY MapTUTYpy. | Lle 3aKOHOMIpHO, ajke “B
aJerOPUYHOMY, Ka3KOBOMY, Mi(hoJIOTiYHOMY, BUJOBHIIHO-KapHa-
BAJIBHOMY TeaTpi, A0 €CTETUKH SKOTO TSKIE OIMEepHE MUCTEITBO,
CEpEeIOBHILIE HEPIJIKO KUBE CAMOCTIIHO 1 BTPY4YaEeThCs B MOI1, pea-
Ji3ytoun ceOe Ha 3pa30K OKpeMux nepconaxis” [1, c. 16].
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HenoonnHOKi 3pa3ku MEpeHECeHHsI CIOKETHUX ONEPHHUX KOJIi-
311 y HOBI “3ampONOHOBAaHI OOCTAaBUHU CHOTOJCHHS JO3BOJISIOTH
TOBOPUTH NPO MEBHY CHOPMOBaAHY KyIbTypHY TEHJCHLIIO, /¢ B
cUCTeMi XynoXKHiX a3epkan “S — [Hmmii” onuHSAIOTBCS ecTeTHY-
HO-€TUYHI HACTAHOBU PI3HUX KYyIbTYpHHUX enox. llpmuomy umm
OinpIlIa YacoBa AMCTAHIIS PO3A1ISE KOMYHIKaTUBHOTO pElUITiEHTA
(ampecara) i TBopus-aBTOpa (aIpecaHTa), TAM CHIIBHIIIUN e(peKT
BIUITMBY MOke OyTH mocsrHeHui. Tak, cBOEpiTHUMH MapKepamu
pemikcanii cnpuiMaroThCs BiAPOIKEHHS 1 PO3KBIT KOHTPAaTEHOPO-
BOTO CIIBY Ta akTyaji3awis i TpiyM¢anbHe “TIOBEpHEHHS Ha CIe-
HYy”’ 0apOKOBOI ONIepH, sIKa OMUHAETHCS B HEHTPi TBOPYMX MOLIYKiB
MOCTAaHOBHUKIB, y TOMY YHUCIIi SIK 6araTOBUMIpHUI MECEIK.

3 nMX MO3ULiH cepel TUIOBUX IHCTPYMEHTIB 13 apceHany pe-
MiKcallil SK TEXHIKHM MOKHA HAa3BaTU:

— 3BEpHEHHS J0 Cy4YacHUX KOCTIOMIiB, IO 30IMKYIOTH Omep-
HUX MEPCOHAXIB 13 3BUYaHUMH JTIOJbMH, SIK1 )KUBYTH MOPSIA i3 Ha-
MU TYT 1 3apas;

— YBEIEHHsI BiANOBIJHUX AEKOpaliil, KOTpi HE JIMIIE CTBOPIO-
I0Th aJII03110 IPUCYTHOCTI HOBOTO 4acOMpPOCTOpPY, ajie i HajIalTo-
BYIOTb BiJINIOBIAHY MATPHUII0 COPUUHATTS. Y pOJIi MPHUKJIAAiB, IO
1TIOCTPYIOTh PI3HOBEKTOPHICTh PEXKHUCEPCHKHUX pillleHb, HABEAEMO
MiHIMi3aliro AeKopauii, mokas oicHOTo Au3aiiHy, BiITBOPEHHS Ha
CIIEHI CYy4YacHOT'0 CKeMT-NapKy YW PO3KiLIHUX alapTaMeHTiB roTe-
JII0 TPeMiyMKJIacy TOILO;

— HapewTi, aKIEeHTYBaHHS XapaKTEepHHUX JAeTajeld, KOTpi
HE JIMIIE JOMOBHIOIOTH KapTHHY MPHCYTHOCTI ChOTOAEHHS (Ha
KIITAJIT BEJIOCUIENY, MJISIIKK BiCKi, 0(hiCHOI manmku-peecTparopa,
KOMIT'FOTEPHOI TEXHIKH, MOOLITEHUX Tesie(OHIB TOIIIO), ajie i BHKO-
HYIOTb POJIb MIEBHUX XYAOKHIX CHMBOIIIB.

Buxonsuu 3a Mexi Tearpy, Aiajor i3 0apoKOBOIO ONEPO0 3Ha-
XOOUTH HOBI ()OPMH TBOPUOI KOMYHIKaIlil, cepes IKUX CTBOPEHHS
BiJICOKJIINIB ONEpHUX HOMEpIB (apiii, myeTiB Ta iH.). [lokazoBoro B
BOMY IUIaHI € TBOPYICTH BiIOMOI'O Cy4aCHOTO MOJBCHKOTO KOHTP-
are”opa Slky6a Opmincekoro (Jakub Jozef Orlinski). Bineosepcis
apii “Pena Tiranna” 3 omepu I. ®. ['ennens “Amadigi di Gaula” 3
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anpOomy “Facce d’amore” (“O0nnyust KOXaHHS’) IOCTAE SICKPABOIO
iTrocTpaniero npuHOuny pemikcanii. OkpemMuidl pparMeHT OnepHO-
ro AiicTBa, 3aHYPEHHH B 1HIINK KOHTEKCT, CHPUHMAETHCS SIK CaMO-
CTIMHHI Ta CaMOAOCTATHIN XyJI0XHIN BUTBIp [5]. 3anumiarouucs y
MeXax akaJIeMiyHOI CTHUIILOBO-BHUBIPEHOI MY3MYHOI Tpagulii, BU-
KOHaBelb NMO-1HIIOMY MPE3eHTYE apito. laes eqHOCTi yaconpocTopy
noaaeThes Ha moyaTky. CriBak SIK TOJIOBHUN Ie€pOil OTOTOKHIOETh-
cs1, 3 OIHOTO OOKY, 31 cTaryeto [laBuna podotn Mikenanaxeno (mo-
Ka30Bo, WO iM’s1 J{aBu 3 iBpUTY MEpeKIafaeThes K “KOXaHUil”, 1
LIe BiJIJI3EPKAIIIOE 3MICT apii, CEOXKET KIIIIY 1 Ha3By BUXIJTHOTO aJib-
OoMy); 3 Apyroro OOKY, 3i 3BHUAHHOI0 3aKOXAHOIO JFOJMHO0, SKa
mi3Haja 1 MPUCTPacTh, i 3paay. PeamicTHUHICTD )KUTTEBUX CLEH Te-
MEPILTHBOTO Yacy 3a TEXHIKOI MOHTaXKy MOEJHYETHCS 3 TOBEPHEH-
HSM JO CTaTMYHOro o0pasy craryi-reposi, o chiBae, Oepydn Ha
cebe poJib crocTepiraya, onosifgaya, NpoBUALS. bararomapoBicTh
CMHCJIOBUX PIBHIB HiAKPIILTIOETHCS POTOPHYTOIO CHMBOJTI3aLIEI0
(m3epkaino, HiXkK, KPOB, TYHEJIb-KOPHIOP, CXOAU BHU3, BOAA, Ky0, OKO,
CBITJIO, BisiJIO, KOJIO, MacKa, KOJIbOpU — O, YOPHHIA, YSPBOHUI
TOILO), IO TTOCUJIIOE TTMONHY, MarHETU3M Ta Marilo i€l My3UKH.

XKanp Bigeoksimy 103BOJSE HEMOB 3TOPHYTH OIEpPHE MHUCTE-
LITBO 3a MPUHIIUIIOM “BEJIMKE Y MaJIOMy™ Ha KIITAJIT TOTO, SIK Kpa-
17151 BOAM BigOuBae winuii okead. Take 3ropTaHHS € MOKJIUBUM
3aBISKH TICHOMY 3B’SI3Ky orepu 3 midom. 3okpema, A. MiziToBa
3a3Hauvae: “CdopmoBaHa B TiCHIN B3aeMoJIii 3 Mi)OJIOTITYHUMU, Jie-
TeHJIaPHUMU CIOKETaMH, IIHpILE — 3 JITepaTypolo, ornepa yepes
HUX 3aCBOIOBasIa Mi(ONOTiYHY TpaJuLilo, B pe3yJbTaTi 4oro crana
3aTHOI0 Mi()OJIOTi3yBaTH CIOKETH, THIIH T'€POiB, CUTYyaTUBHI IO-
JIOKEHHSI 3aBASKH BapiaTUBHIM MOBTOPIOBAHOCTI B 1HILIOMY COL-
aJBHOMY CEpEeNOBHIII Ta JOJaBAaHHIO HOBOTO CMHCIIOBOTO IHapy”
[7, c. 324]. Came MihosiOriYHE MUCIICHHS JIO3BOJISIE PEIUIIEHTAM
Mo0aYnTH (BIAUYTH H OCMUCINTH) KOHTEKCTYallbHI 3B’I3KH Ta pO3-
mudpyBaTu 3aKJIaaeHi CEHCH Ta MiATEKCTH.

Pemikcamiitni momyku, siKi 3A1HCHIOIOTBCS CYYacCHHMH BHU-
KOHABLISIMH, € OLIBLI AEMOHCTPAaTUBHUMH, OCKIJIBKH OPi€HTOBaHi
Ha mBuaKy feedback-Bzaemoniro 3 myOmikoro. Bomnouac mokHa
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TOBOPUTH PO OiNbII PaHHE “NMPOPOCTaHHS’ peMiKCaliifHOI TeH-
JeHLIi caMe 3 KOMIIO3UTOPChKUX MpakTukK. HalinomiTHiie ne npu
3icTaBJICHHI ONEPHUX TBOPIB, HAMCAHUX Y PI3HI YacH Ha OAHAKO-
BUI ClOXeT. BayxmuBuUM 3 BUOpAHUX TIO3UIIIH BOAYAETHCS HE CT1NIb-
KM OPUTiHAJIBHICTh MY3UYHOTO BTiJICHHS, 1110 BUCTYIIAE LiHHICHIM
KPUTEPIEM NI OCMHCIICHHS 1HIWBIAyaJlbHOTO CTHJIIO Ta aBTOP-
CHKMX TIOIIYKIB y KOHTEKCTi OMEPHOT0 KaHpPy, CKUIbKH poOoTa
KOMITO3UTOPA 3 JIIOPETO, SIKE YNOAIOHIOETHCS CBOEPIAHIHM KaHBI, IO
TPUMAE XyI0KHBO-4aCOBY CUCTEMY KoopArHaT. Ha minTBepaxeHHs
[BOT0 TE3HUCY HABEIEMO SIK IPUKJIIaT OHY 3 Bepcili onepHoi MaHOH,
iCTOpHYHI MeTaMOpP(O3U BTINIEHHS SIKOi PO3KPHBAIOTHCS B JIOCTi-
mkeHH1 A. MizitoBoi. Ha mymky HaykoBuii, B onepi X. B. Xenue
“BbynpBap camoTHOCTi” (1950/51) “<..> meBHa moeTu3auis MO B
noBicTi abara IIpeBo obepTaeTbest icTopiero 3 OyabBapHOi XpOHi-
ku” [7, c. 336], ae 3aixkmkuil ABip, 30KpemMa, NepeTBOPIOETHCS Ha
BOK3aJl BEJIMKOTO MiCTa, II0 Opa3y NepecyBae CIOKETHI MOAil Ha
OCYYaCHEHI BUXIJIHI TIO3HIIII.

[Hakn MexaHi3MH peMiKkcallii B KOropTi My3UYHUX >KaHPiB PO3-
KpUBA€E TPAHCKPHUIILs, sIKA TOCTA€ HAMOLIBII BiAKPUTOIO ISl 3MiH
(hopMoI0 3aBISKHM HASIBHOCTI CIIBHOI KITIOUOBOI 3acall — TBOPYO1
aganTtauii. Kpim Toro, izes MikinyBaHHS, sSika BiIOMBa€ CyTHICTb
npolecy pemikcalii, € MPUTaMaHHOIO 1 LAPHUHI TPAHCKPUILIi, /e
MO-Pi3HOMY BTUTIOETHCS iaJior CBOT0-uyskoro. CBOEpiAHUMH Map-
KepaMH peMikcalii MocTalTh enaTakHICTh, HAMIp Bpa3uTH 1 J0-
CTYMHICTb CIPUHHSTTSI.

Cepen uMCIEHHUX TNPOSBIB peMikcalii 3BepHEMO yBary Ha
MmacmtaOyBaHHs 1 ¢brokH. MacmTaOyBaHHS peani3yeTbcs 1 Ha
Bi3yaJIbHO-TIPAKTUYHOMY, 1 Ha 11eHHO-XyJOKHbOMY piBHAX. [lpu-
KJIAZIOM TIEPLIOr0 MOKE CIYTyBaTH BUKOHAaHHS 15-Ma miaHicTamu
Ha BocbMU posursix (Gyeonggi Arts Center) y Tpanckpunuii Eun-
Soo Kim tpetboi uactunu Rondo alla Turca Conaru st gpopreri-
ano A-dur KV 331 B. A. Mouapra [10]. TBopuwuii gianor 3 BUCOKOIO
KJIACHKOIO BUOYIOBY€ETBHCS 32 KaHOHAMU irpoBoi Jioriku. BogHouac
BUKOHABChKa TinepOomizalisi cCupuiiMaeTbesl K ajeropuyHe Bilo-
OpakeHHs1 r1o0ai3aiiHUX CBITOBUX mpoueciB. Ha ineitHo-xynox-
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HBOMY piBHI MaciuTaOyBaHHSI MPOSBIAETHCS depe3 30iTbILCHHS
eMOIITHO-BUPaXaIbHOI aMILUTITYAH MiX €CTEeTHYHUMH KOpes-
TaMHU Ha KIUTaJIT HU3BKOIO — BHCOKOTO, MUHYJIOTO — TeTepill-
HBOTO, TPOCTOr0 — CKJIaJJHOTO, aMaTOPCHKOr0 — mpodeciiHoro
Towo. SIcKkpaBoO 1MIOCTpali€l0 BUCTyNae BUKOHAHHS TPAHCKPHUII-
uii Bigomoi micHi “Mypka” mianictom Timypom Cepreens (Timur
Sergeyenia) i opkectpoMm “Slovak Sinfonietta” min kepiBHUIITBOM
Mimu Kana (Misha Katz) [8]. ®blokH IpyHTY€ETBCS HA CTUIIBOBO-
My B3aeMo30aradeHHi, (POKyCyrOUd TBOpUY yBary i ¢aHTaszito Ha
MIKIIyBaHHI JaJIeKUX CTHIIIB, KaHpiB, MpuiomiB Tomo. HaBexemo
3pa3ok (uaMeHKO-(bIOKH (32 BU3HAUeHHsM B. MenbHUK) — ajib-
6om “Bach por Flamenco” Mipiam Menaec na matepiani “/loGpe
temneposanoro knasipy” I. C. baxa [2, c. 169-170; 6].

VY 1bOMYy KOHTEKCTI B pyciIi peMiKkcaliiHUX >KaHPOBHUX MOLTYKiB
CpuiMaEThbes ¥ penepTryapHe OHOBIICHHS, IO BigOyBaeThcs, 30-
Kpema, y BITYM3HIHUX PiTapMOHIYHKUX opraHizauisix. Cuparoyuch
Ha JIOCBiJl XapKiBCbKMX MUTIIIB, MO’)KHA BU3HAYUTH JIBa [IPIOPUTET-
Hi Hanpsamu. [lepmnii cipssMoBaHUH 3a JiHIE€IO 1HCTPYMEHTAIbHO-
T0 OHOBJICHHS (aJanTailii, eKCTPanosIii), e OlLIbII TpaauIliiiHe
pemikcyBaHHs a’la apamxyBaHHs. [liATBEpIKEHHSM CIIyT'y€ BU-
KOHaHHS CUM(OHIYHMM OPKECTPOM XITiB MON-MY3HKH abo0 Bimo-
MUX CayHITpeKiB A0 KiHOo(DiapMiB. OpKecTpoBa NaliTpa BCTyHae y
CBOEPIAHMI Jialior i3 MepeBa)XHO eJIEKTPOHHO-IU(POBUM 3ByUaH-
HSM IPOTOTHUITY, yTBOPIOIOYH IO CYT1 HOBUH €CTETUYHHHA TPOLYKT.
Hdpyruii HanpsiM IPyHTYETHCS Ha 1€i MUCTEUBKOIO CHHTE3Y, IO
SKOTO JIOJy4aloThCsl HOBI XyIOXHI 3100yTKH choroaeHHs. Hasse-
Mo intepnpertanito Cxid OPERA (mupurent Opiit J{suenko) cro-
irn “Kapnasan tBapun” K. Cen-CaHca 3 MPOEKLIEI0 HA BEIUKOMY
eKpaHi CHHXPOHHOI micoyHoi aniMauii HaxkuBo ('annna JKepixosa)
Ta KOHTEKCTYalbHO-CYYaCHUMHU IOCTHYHUMH emirpadamu (Ap-
Men KanosiH), 10 OpraHiyHoO BIHCYIOThCA y ‘300JI0TiuHy (paHTa-
31ifHICTE’, IepeadaueHy KOMIIO3UTOPOM. AOO KOHLIEPTHHH BapiaHT
03BYUYCHHSI TBOPIB UM OKPEMHUX (PparMeHTiB KJIACHKO-POMaHTUYHO-
ro (TpaguuUiiiHOrO) pernepTyapy i Bi3yami3amito uepes MomyasapHi
MynbTdiIEMU. Bunukae edext “cumponiyHoro tanepy”’, sik y “Hi-
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MOMY”’ KiHO, IPOTE BOAHOYAC Y XYAOKHIN Iiajor BCTYMAIOTh OpH-
riHajpHa Ta HOBOCTBOPEHA JIiHIT My3UYHOT0 cynpoBoxay. Lle Hemos
MOJIEIIOE PO3ILIETIICHHS YaCOBOTO KOHTUHYYMY, JI¢ IapajeibHo ic-
HYI0Ui PeaJIbHOCTI MEPEXPEILYIOThCS Y TBOPUii 3ycTpidi (MUMOBO-
J1i 3ragyroThes JiTeparypHi TBopu Piuapna baxa).

TakuM 4YWHOM, BHAOBHILIHICTH, SKa 32 YMOB OJMCKaBHYHOI'O
PO3MOBCIO/KEHHS iH(OpMalii cTae MOTYTHIM IMITyJbCOM XYJOX-
HiX MOLIYKiB CHOTOJCHHS, CTUMYJIIOE CTPIMKE PO3TOPTaHHSI PEMiK-
caliitHol KyJIbTYpHOI MapagurMH.
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The rapid evolution of digital technologies, which have unlocked
new levels of communication and artistic expression, has fueled the
rise of a remix culture paradigm. In an era shaped by globalization,
commercialization, homogenization, and unprecedented access to
information, these societal dynamics find expression in art through
mechanisms of dialogue and reinterpretation. The reshaping of
dominant worldview orientations — rooted in the “play element”
of culture, as described by Johan Huizinga [2] — propels remix-
ing into the social and cultural sphere, aligning with the conceptual
framework of socionics. Remixing emerges not only as a cultural
paradigm but also as an artistic principle and technique.

At its core, remixing focuses on creating new artistic wholes
through a deliberate engagement with existing materials, guided
by the principles of combinatorial and creative thinking. The ev-
er-changing landscape of contemporary sonic standards drives the
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pursuit of soundscapes that resonate with present-day sensibilities
[1, p. 269]. This approach often seeks to modernize and recontex-
tualize pre-existing artistic and intellectual works. The concept is
captured in the term “remixing”, where the prefix “re-” signifies
repetition, revisitation, and reinterpretation; the root “mix” high-
lights blending, synthesis, and the search for new combinations of
familiar elements; and the suffix “-ing” emphasizes the ongoing, dy-
namic nature of this process [9, p. 66].

The principle of remixing finds one of its most striking applica-
tions in contemporary opera. As M. Cherkashyna points out, op-
era uniquely operates within two distinct frameworks: as a musical
genre and as an element of theatrical production [3, p. 15]. This dual
nature provides a fertile ground for applying remixing techniques,
particularly in the theatrical and visual dimensions of opera, where
creative reinterpretations can achieve novel artistic effects without
altering the musical score. This aligns naturally with opera’s in-
herent affinity for allegorical, mythical, and carnival-like spectacle,
where the environment often assumes an active role, functioning as
an independent character within the narrative [3, p. 16].

The frequent reimagining of operatic plots within contemporary
contexts reflects a cultural shift where the aesthetic and ethical values
of different historical epochs converge. This interplay is vividly ex-
pressed within the artistic “mirrors” of “Self and Other”. The greater
the temporal distance between the audience (as communicative recip-
ients) and the composer (as creator), the more profound the potential
for reinterpretation and impact. A notable example is the resurgence
of countertenor singing and the renewed prominence of Baroque
opera on modern stages — hallmarks of the remixing phenomenon.
Baroque opera, in particular, has become a focal point for directors,
offering a rich platform for multidimensional creative expression.

From this perspective, several hallmark techniques of remixing
as an artistic method in opera can be identified:

» modernized costumes that bridge the gap between operatic
characters and the contemporary audience, making them relatable
as people of today;
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 contemporary stage designs that reimagine the temporal and
spatial setting of the narrative, shaping how the audience perceives
the opera. Examples include minimalist staging, office interiors,
skate parks, or luxurious modern hotel suites;

* attention to characteristic details that evoke contemporary life
while serving as symbolic elements within the production. These
might include objects such as bicycles, whiskey bottles, office bind-
ers, computers, or mobile phones, which simultaneously anchor the
narrative in modernity and add layers of artistic meaning.

These tools exemplify how remixing transforms opera into a
living art form that continuously evolves while maintaining its his-
torical roots.

Beyond the traditional theater, Baroque opera engages in new
forms of creative dialogue, such as music videos that reinterpret
operatic pieces (arias, duets, etc.) in a modern context. A prime
example is the work of acclaimed Polish countertenor Jakub Jozef
Orlinski. His video for the aria Pena Tiranna from Handel’s opera
Amadigi di Gaula (featured on the album Facce d’amore or Faces
of Love) exemplifies the remixing principle. In this adaptation, a
single opera segment is recontextualized and transformed into an
autonomous, self-contained work of art [4].

While remaining faithful to the stylistic rigor of classical mu-
sic, Orlinski breathes fresh life into the aria through a dynamic vi-
sual narrative. The video establishes a unity of space and time: the
singer, as the central figure, embodies dual identities. He evokes
Michelangelo’s statue of David (a symbol of the “beloved,” resonat-
ing with the aria’s theme, the album’s title, and the narrative) while
simultaneously portraying an ordinary modern lover grappling
with passion and betrayal. Realistic scenes of contemporary life are
seamlessly interwoven with the static image of the statue-like hero,
who serves as observer, narrator, and guide.

The video’s richness lies in its multilayered symbolism, with
elements such as mirrors, knives, blood, tunnels, staircases, water,
cubes, eyes, light, fans, circles, masks, and the recurring use of col-
ors like white, black, and red. These symbols amplify the emotional
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and conceptual depth of the music, enhancing its magnetism and
evocative power.

The music video format condenses the operatic experience into
a distilled form, adhering to the principle of “the large within the
small,” akin to how a drop of water mirrors an entire ocean. This
compression is possible due to opera’s intrinsic connection to myth.
As A. Mizitova notes, “Having emerged through close interaction
with mythological and legendary plots, and more broadly with liter-
ature, opera internalized the mythological tradition. This allowed it
to mythologize its narratives, archetypal characters, and situational
frameworks through variable repetition in different social contexts,
enriching them with new semantic layers” [7, p. 324].

This mythological mode of thinking enables modern audiences
to perceive and interpret layers of meaning, unlocking subtext and
contextual connections that resonate across time.

The remixing explorations undertaken by contemporary per-
formers are often more demonstrative, as they aim for rapid feed-
back interactions with the audience. At the same time, it is possible
to trace the earlier “germination” of remixing tendencies in com-
positional practices. This is most evident when comparing oper-
atic works from different eras based on the same storyline. From
this perspective, what stands out is not so much the originality of
the musical embodiment — although this serves as a key criterion
for evaluating individual styles and compositional innovation in
opera — but rather the composer’s treatment of the libretto. The
libretto functions as a kind of framework that sustains the artistic
and temporal system of coordinates. To support this argument, we
can refer to one version of the operatic Manon, whose historical
transformations are examined in A. Mizitova’s research. Accord-
ing to the musicologist, in Hans Werner Henze’s opera Boulevard
Solitude (1950/51) “<...> some poetization of events in the story
by Abbé Prévost here turns into a story from the tabloid chronicle”
[7, p. 336], with the inn, for instance, transformed into a bustling
urban train station, instantly shifting the storyline to a modern
context.
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Transcription offers different remixing mechanisms within mu-
sical genres, presenting itself as a highly adaptable form due to its
shared foundation: creative adaptation. Moreover, the idea of mixing,
which underpins the remixing process, is inherent to transcription,
where the dialogue between the Own and the Borrowed unfolds in
various ways. Markers of remixing in this context include audacity,
the intent to captivate, and ease of perception.

Among the many manifestations of remixing, two significant
approaches stand out: scaling and fusion.

 Scaling operates on both a visual-practical and an ideologi-
cal-artistic level. An example of the former is a performance by 15
pianists on eight grand pianos (Gyeonggi Arts Center), interpreting
the third movement of Rondo alla Turca from Mozart’s Piano So-
nata in A Major, KV 331, in a transcription by Eun-Soo Kim [10].
This creative dialogue with classical masterpieces follows the logic
of playfulness, while the exaggerated scale of the performance can
be seen as an allegorical reflection of globalizing processes. On an
ideological-artistic level, scaling manifests through the heightened
emotional and expressive amplitude between aesthetic correlates
such as high and low, past and present, simple and complex, ama-
teur and professional. A vivid example is the performance of the
famous song Murka in a transcription by pianist Timur Sergeyenia
and the Slovak Sinfonietta orchestra conducted by Misha Katz [§].

* Fusion focuses on stylistic enrichment, centering creativity
and imagination on mixing distant styles, genres, and techniques. A
striking example is the flamenco-fusion album Bach por Flamenco
by Miriam Méndez, based on The Well-Tempered Clavier by J. S.
Bach [5, p. 169-170; 6].

In this context, the genre-based remixing explorations extend to
repertoire updates in domestic philharmonic organizations. Draw-
ing on the experience of Kharkiv artists, two primary directions can
be identified:

1. Instrumental updates (adaptations and extrapolations):
This involves traditional remixing in the style of arrangements,
such as performing pop hits or iconic film soundtracks with a sym-
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phony orchestra. The orchestral palette engages in dialogue with the
predominantly electronic sound of the originals, creating a funda-
mentally new aesthetic product.

2. Artistic synthesis: This incorporates contemporary artistic
innovations. For instance, the interpretation by Cxid OPERA (con-
ductor Yuriy Dyachenko) of Camille Saint-Saéns’s suite The Car-
nival of the Animals with a live projection of synchronized sand
animation (by Halyna Zherikhova) on a large screen, accompanied
by contextually modern poetic epigraphs (by Armen Kaloyan) that
seamlessly blend into the “zoological fantasy” envisioned by the
composer. Another example includes performing classical-romantic
repertoire with visual accompaniment from popular cartoons, pro-
ducing a “symphonic tapeur” (as a resident pianist) effect reminis-
cent of silent cinema. Here, original and newly created musical lines
engage in an artistic dialogue, simulating a temporal continuum
split where parallel realities intersect in a creative encounter (evok-
ing the literary works of Richard Bach).

Thus, the focus on spectacle — amplified by the rapid dissem-
ination of information — becomes a powerful driver of contem-
porary artistic exploration, fueling the dynamic expansion of the
remixing cultural paradigm.
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My31KO3HABCTBO Jiefiali akTUBHILIe BiIKpUBae s cebe paHi-
nre irHoposaHi cepu KiHOMY3UKH 1 KiHOMIO3uKIy. CyTTeEBI 3py-
HIEHHs B LbOMY HanpsiMi koncraTye @pank Jleman (Frank Lehman),
SKHil BiJI3HAUa€ aKTUBHE PO3rOPTaHHS “Ba)KKol apTuiepii”?, To0-
TO MY3HKO3HABYOr0 amapary A0 aHali3y KiHOMY3HKH, Ha CTOpiH-
Kax yKiajgeHoi HUM 30ipKH [2], a TaKOX KOPUCTYETHCS TEPMIHOM
KiHOoMYy3uKo3HaBCTBO (film musicology), okpeciroroun 0coOIUBY
rajysb JOCHIIKeHb, siKa 3apoAuiacs Hanpukinoi §0-x — y 90-x
pokax XX cTomTTs. 3MicT “AHanizy KiHOMy3ukH. BuB4yarouu nap-
TuTypy”, BUAanoi y 2024 poui [2], oXomiaroe OCTiIKeHHs 1 Jel-
TMOTHBHOI CTPYKTYpPH, 1 TEMaTHYHHX TpaHcopMalii, i aclieKTiB
rapMoHii — crnenu(iyHuX aKOpJOBUX IOCIHIJIOBHOCTEH, MOCTTO-
HaJIBHOI Teopii 1 cepiamizmy, a TAKO)K METPUYHUX, TeMOPOBUX Ta
IHIIMX MY3HYHUX NapaMeTpPiB CAyHITPEKiB KiHOCTPIUOK.

Pazom i3 THM KiHOMIO3UKI, SIKMH mepeOyBae Ha MepexpecTi
JOCHIIKEHb MY3WYHOTO TeaTpy, My3U4HOI iHTeprpeTamii i KiHo-
3HABCTBA, KIHOPEIKUCYPH 1 IpamMaTyprii, Bce Lie 3aJIMIIa€ThCs Hal-
MEHII PO3BiAaHOI0 TEPUTOPIIO B MY3UKO3HABUMX ACMIEKTaX.

[TigTBepmxenHs upomy 3Haxogumo y K. @minn (Caryl Flinn,
2016), sika KOHCTaTye, 1110, HE3BAXKAIOYM “HA JOBTUH MEpENiK Mu-
TaHb, TOTHYHUX €KPAaHHOTO MIO3MKIY, JOBOJI MaJlo JOCITiAHHKIB
B3SUIHCS 32 CITPaBy BUBUCHHS POJIi MiceHb 1 My3uKkH B HUX [3, p. 238].
Bpax My3uK03HAaBYOTO MiAXOAy IIOCTPYE 1 OHE 3 HaiiMacTaOHi-
HIMX JOCIIIKEHb, MPUCBSIYEHUX KiIHOMIO3UKITY — “BectcailicbKiit
ictopii” (P. Baiic, JI)x. Po00inc, 1961), — sike Hanexuth EpHecto
AceBeno-Mynsocy (2013), mpodecopy dakynbreTy KiHO3HaBCTBa
1 MUCTELTBa PyXOMHUX 300paxxeHb yHiBepcuteTy Komopamo [1]. ¥V
Horo mpani aHaii3 “3BykoBux’ (aural) acrexTiB KiHO(IIbMY CKOH-
HEHTPOBAHMUM JIMIIE B OJHOMY PO3[iii, MOPSAJ 13 OMOBIAJIO, TEX-
HIYHUMH 1 Bi3yalbHUMH acnekTamu (rnaBa 3), y TOH 4ac SK iHII
MPHUCBSYCHI TPoLiecy pOOOTH HaJ KiIHOCTpiuKoo (rnaa 1), neransm
HalKMcaHHs CIEHapilo, BUOOPY aKTOpiB Ta 3MOMKH (raBa 2), Io-
cricTopii “BecTcaiticbkoi icTopii”, BKIIOYAIOUYH PO3MOBCIOKCHHS
» @. JleMaH HaBOAUTH BHpa3 “Baykka apTHIIEPIs I MOCTPLIIB 110 TopodIsx” 3 MaHi(ecTy

“CtBOproroun My3uKy 10 Kinodimemis” T. Anopro ta X. Eficiepa sk iIFOCTpalifo iX HEroToBHOCTI 10
aHaJi3y KiHOMY3HKH i IPOTHCTABIIAE CydacHOMY CTaHy pedeil y wii cdepi [2].
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CTPIYKH U BIATYKH Ha Hel (po3nia 4), i HaBiTh PO3KPUTTIO TPOOIIe-
MU IYepTO-pPUKAHCHKOI 1IGHTUYHOCTI B CTpivLi (r1aBa 5).

IcHyroua My3uKko3HaBYa “Hilra”, 0€3yMOBHO, III€ HE € JOCTATHIM
MIPUBOIOM JJ151 3BEPHEHHS 10 KIHOMIO3HKITY, 1 BA>KJIUBIIIE TUTAHHS,
sIKe CTOITh Mepe] My3UKO3HABLEM, [Ie — YU MOYKHA BBa)KaTH Lel
JKaHp AOCTATHHO LIKaBUM MaTepianoM IJist aHami3y?

HocnimxenHs Mio3ukiny XX CTONITTS AalOTh CEPUO3HMNA MPH-
BiJl JUIsl CYMHIBiB. Po3risigatoun, o Tpanuiocs 3 MIO3UKJIOM MiCIIst
TOTO, SIK BiH “NPOHIIOB Kpi3b nBepi ekpany”’, Tomac [max (Thomas
Hischak) mepeBakHO MOXOAHMTH MECUMICTUYHUX BUCHOBKIB. BiH
BBaykae, 0 FOJUTIBYICBKUI MIO3HKII IEPEKUB 30J10TY 100y B 60-Ti
poku XX CTONITTS, Iicis 4oro BinOyBcs Horo 3anenan. Y kinoi 70-x
POKIB “ABepi eKpaHy BiJKPHBAINCSI MEHII 4acToO i iHAHCOBI BTpa-
TH OyJIM HACTIJIBKU 3HAYHUMH, IO “OyJI0 MOKIaaeHo HeoiliiHUH
MoOpaTopiii Ha HOB1 eKpaHHi Bepcii ClieHiYHMX Moy, a 10 90-X pokiB

“ekpaHHi ABepi Oynau Bke BipTyanbHO 3auuHeHi” [5, p. 175]. Ilpuso-
JiB ISl TAKOTO TIECHMI3MY OyJI0 YUNMalo, aJke MIO3UKII IEPEKUBAB
3Ha4Hi MOAU]iKalii B mporeci KiHoaaanTamii, i AesKi 3 HUX MOXYTh
PO3LIHIOBATUCS CHOTO/IHI SIK AOBOJI BapBapchki. Cepen HUX — CKo-
pPOYEHHSI MApTUTYpPU BIOJOBUHY (FOJUTIBYACHKI (himbmu Oyiu 3a
MacitabaMu Maiike BIBIYI MEHITMMHU 32 TeaTPaJbHUI MIO3UKI), 13
3aMiHOIO IIICEHHUX “‘TIepJIMH” Ha “BUCHAKJIMBI CLEHH 3 0€3TTy31UM
ctoxxetoM” [5, p. 3], mpUCTOCYBaHHS MICeHb N0 3MIOHOCTEH KiHO-
31pOK, a TaKOXK 3aMiHa XOPOILIUX MiCeHb Ha mocepeaHi [5, p. 18], e
TOBOPSIYM BXKE MPO “mifgospine” il “obaunuse” craBiueHHs [ onmiBy-
Iy 70 TiceHb y KiHo(iiabpMi B inomy [5, p. 2].

Vrim npans T. INiojaka 3aBepuryeThest TPOOIUCKOM ONTUMI3MY,
amke y 2002 poui ctyaiero Mipamakc Oyno BHUITyIIEHO KiHOBEp-
cito MIo3uKITy “Umkaro”, ska crajia IpeaAMETOM IIUPOKOi JUCKYCIi
1 1aja TPUBIJ CIIOMIBATHCS HA IMOYATOK HOBOI €PH TOJUIIBYACEKOTO
MIO3uKay [3, p. 175].

Posnouas “Yukaro” HOBy epy uM Hi, ogHak XXI cTOMITTS Bke
MOAApyBAJIO TIIsAAueBi psiJ MEPIUH, CTBOPEHUX BUJATHUMH KiHO-
pexucepamu. Cepen Hux — “IIpusug onepn” xxoens Llymaxepa
(2004) 3a mro3uxiom E. JI. Be60epa, “Csini Toga” Tima beprona
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(2007) 3a ognoitmennuMm tBopoM C. Connxaiima, “Bectcaiincpka
ictopis” Criena CninGepra (2021) 3a JI. Bepucraiitnom. Cporon-
Hi )k My3n4Ha crigbHOTa CIIIA cBATKYyE mpem’epy KiHOMIO3HUKILY
“Wicked™® Jlxxona M. Uy (ykpaiHcekuii peniz — 21 nucromnaza
2024 poky, npem’epa B CIIIA — 22 nucronana 2024 poky) 3a of-
HoMMeHHMM Mio3ukioM CriBena [lIBapma 2003 poky, sikuii mociB
nepury CXOAMHKY B MepeniKy HaikacoBimmx Mio3ukiiB XXI cro-
JITTS, 1 ApYyTY — B NEpeNiKy HalKacoBIIIMX MIO3UKJIIB yCiX 4YaciB,
noctynuBiuck auine “Kopomto Jlesy” E. J[>xona i BunepenuBuiu
“IlpuBuga Onepu” E. JI. Be6Oepa.’! ABTOp My3UKH i MOCTUYHUX
tekcTiB CriBen LlIBapu posrisigaeTbest K OIWH 13 HAHBIIMBOBI-
mIMX “HENporoJoNIeHUX peBoroIioHepiB” bpoaseto [4, p. 156].

VY OinbIIOCTI HOBITHIX KIHOMIO3MKIIIB CIIOCTEPIraeThes 00e-
PEKHE CTaBJIEHHS IO OPHUTiHAJIBHOI TeaTpanbHOI MApTUTYpPH, 1
JILE 32 YYacTIO aBTOPIB CAMOr0 MIO3MKJIY B MY3MYHOMY TEKCTi
MOXYTbh BiOyBaTHCs CYTT€Bi 3MiHU. Lle cyKUTb BaroMum apry-
MEHTOM Ha KOPHCTH TOro, 10 XXI CTONITTS MPUHOCUTH HOBI IO-
3UTHBHI 3MiHH B TiJIXO/li IO CTBOPCHHS KIHOMIO3HKJIIB. SICKpaBUM
NPHUKIaI0M MOXke nociaykutu podota C. Connxaiima i3 C. Crin-
Oeprom Haj “BecTcaifICBKOIO iCTOpPi€I0”, SIKa 1IIOCTPYE MOBAry siK
JI0 OpHTiHAJBHOI MAPTUTYPH, TAaK 1 O MOMEPEAHbOI KiHOaaamTa-
uii 1961 poxy (pexwucep P. Baiic, J[>x. Po066inc). Pa3om i3 Tum y
Hili OyJ0 3aMiHEHO MY3UKY (iHaly MOPIBHSHO 3 OPHUTiHAJIBHUM
MY3UYHHM TEKCTOM (3aMiCTh THTYNBHOI “Somewhere” nmpo3Byuan
marepian I po3niny Cuenu Ha OajKoHi), 10 CYTTEBO 3MIHHIIO HOT'O
koH1emnito. Y crpiumi “Ceini Tonn” Tima BepToHa BUKITIOYEHO BCi
XOpOBI CIIEHH, a IOYaTKOBHI BaMn (OCTHMHATHa (opMmyina BCTyITy)
“bamagu Cpini Tomma” mepeTBOPIOETHCS HAa HACKPI3HY TeMY-JiCH-
TMOTHB, 5IKa 3’€/IHY€E BCIO MY3HUHY TKAHUHY KiHOCTPIYKH.

Jlesiki 3 mpHUKIIaZiB LTIOCTPYIOTH, IO 3aMIiCTh CKOPOYECHHS My3HY-
HOI MApTUTYPH, L0 NIEPEBAKHO BiA0YBaIoCs B KIHOMIO3HKII XX CTO-
JITTs, BOHA po3poctaerbes. Tak, Jxon M. Uy B3araii mnepeTBoproe

0 . . - . - o
B yxpaincbkoMy npokari — “Yapopiiika”, y camiii ctpiuni Enbdaby HasuBaroTh “1mxor0” (HaiOuIbIn
OIM3BKHIN €KBiBaJICHT aHITIOMOBHOTO wicked).

31 . . . . . -
IHc[)opmaum TIOCTIMHO OHOBIJIFOETBHCSA, OCKUIBKH 11 MIO3UKIIA HAYTh Ha BpO]Z[BCl II0CE30HY, OTHAK
niepIia Tpiifka Bike TPUBAINH Yac 3aIHIIA€ThCS He3MiHHOKO [6].
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mio3uk “Wicked” Ha Bi cTpiukn®2, siKi 32 MacITabamMu MOXYTh TTpe-
TEHJyBaTH Ha JIBa OKPEMUX MIO3UKJIH (Mleplla YacTUHA TPUBAE 2 TO-
JuHU 40 XBUIIKH, TOBHA TeaTpajibHa IBOAKTHA Bepcisi — 2 roguHu 24
XBWIMHK®). BiqmoBiiHO 10 11bOro 30arauyeThcsi My3u4Ha MapTHTypa
C. lBapua 3a paxyHOK aHAepcKOpHHTiB / underscore (poHOBa My3u-
Ka JUIsl PO3MOBHHUX JIiaJIOTiB Ha Marepiaii MONnepeHiX CIIeH), peMiHiC-
LEHLIH KIIOYOBHX TEM Ta YIIIJIbHEHOrO BUKOPUCTaHHS JIEHTMOTHBIB,
MY3UYHHX BCTABOK yYCEpPEIMHI CIIEH TEMaTH3MYy 1HIITMX HOMEPIB, “Tipe-
npu3” abo mependaueHs Marepiaiy, SIKUil 3By4aTUMe JIUIIE B IpyTii
aii (apyriit crpiuni Jxona M. Uy), a TakoK BKITIOUEHHS TOAATKOBUX
amo3iil 1o My3uku KiHodineMy ‘“Uynosuit YapiBauk O3”, 3HATOrO
Metro-Goldwyn Mayer y 1939 poui (komriosutop I. Apren, aganTaris
I'. Crorxapra), i HOBOrO HOMepa, HaIMCAHOTO AJIs CTIELiaIbHO 3arpo-
LICHUX Y KIHOMIO3MKJI 3IpOK — TEpPIIMX BUKOHABHUIIb TEATPaTbHUX
pouteii Enbgadu (Inina Menszens) i [aninan (Kpictin YeHoer).

VYce me migTBEpIKYE, IO CyYaCHHUH TOJUTIBYJACHKUN MIO3UKII
CTBOPIOETHCS 13 TIOBArol0 10 OpPUTiHAIBHOI APTUTYPH 1 BOZHOYAC HE
€ Ty0mnem TeaTpanbHOI Bepcii, a OT)Ke, CTAHOBUTH HE MEHIIHNH iHTep-
€C 3 MOTJISIAy MY3MKO3HABUOI'O aHai3y, aHi’K HOro OpHUriHal, i Bap-
TUH 3aCTOCyBaHHs “Baxkkoi apTuiepii”. Lle 3yMoBiIeHO HE TiIbKU
PI3HHILIEIO B CIIOCO01 penpe3eHTalii My3H4HOr0 3MICTY Yepes3 iHIIUH
Menia, SIKH| aKkTyalli3ye HOBI BUpaKalbHi 3ac00H 1 BiJKpUBa€e HOBI
3MICTH ¥ MIATEKCTH B TBOPI, aJi€ i B TOMY, IO My3UYHUH KOMIIOHEHT
MOe 30araqyBaTHcs, yCKIIaJHIOBATHCS, 110 H 1TIOCTPYIOTh OCTaHH1
3pa3KH [IbOT0 EKPaHHOTO KaHpy, 30kpema “Wicked” >xona M. Uy.
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Musicology is actively discovering previously ignored areas of
film music and film musicals. Significant developments in this direc-
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tion are noted by Frank Lehman, who spots the active deployment
of “heavy artillery”, i.e. the musicological apparatus for the analy-
sis of film music, on the pages of his collection [2], and also uses
the term film musicology, outlining a special branch of research that
originated in the late 80s and 90s of the twentieth century. Content
of “Film Music Analysis. Studying the Score”, published in 2024
[2], covers the study of leitmotif structure, thematic transformations,
and aspects of harmony — specific chord sequences, post-tonal
theory and serialism, as well as metric, timbre, and other musical
parameters of movie soundtracks.

At the same time, the film musical, being is at the intersection
of studies of musical theater, musical interpretation and film studies,
film directing and dramaturgy, still remains the least explored terri-
tory in musicological aspects.

This is confirmed by C. Flynn (2016), who states that despite “the
long list of issues related to screen musicals, relatively few research-
ers have tackled the role played by their songs and their music” [3,
p- 238]. The lack of a musicological approach is also illustrated by
one of the largest studies devoted to film musicals — “West Side
Story” by R. Wise, J. Robbins in 1961, which belongs to Ernesto
Acevedo-Muioz (2013), professor of the Department of Film Studies
and Moving Image Arts at the University of Colorado [1]. In his work,
the analysis of the “aural” aspects of the film is concentrated in only
one chapter, along with the narrative, technical and visual aspects
(Chapter 3), while others are devoted to the process of working on the
film (Chapter 1), the details of the script writing, casting and filming
(Chapter 2), the “post history” of “West Side Story”, including the
distribution of the film and its reviews (Chapter 4), and even the dis-
closure of the problem of Puerto Rican identity in the film (Chapter 5).

The existing musicological “niche” is certainly not yet a suf-
ficient reason to turn to the film musical, and the more important
question facing the musicologist is whether this genre can be con-
sidered interesting enough as a material for analysis?

34 F. Lehman cites the expression “heavy artillery for shooting sparrows” from the manifesto “Creating

Music for Films” by T. Adorno and H. Eisler as an illustration of their ,,profound prematurity” in the
analysis of film music and contrasts it with the current state of the research in this field [2].
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Studies of the twentieth-century musical give serious reason
for doubt. Considering what happened to the musical after it “went
through the screen door”, Thomas Hischak mostly comes to pessi-
mistic conclusions. He believes that the Hollywood musical experi-
enced the Golden age in the 1960s, after which its decline occurred.
In the late 1970s, “the screen door opened less often”, and the fi-
nancial losses were so significant that “an unofficial moratorium on
doing any more screen versions of stage shows”, and by the 1990s

“the screen door was virtually locked” [5, p. 175]. There were many
reasons for such pessimism, as the musical underwent significant
modifications in the process of film adaptation, some of which can
be regarded today as quite barbaric. Among them were the halving
of the score (Hollywood films were almost half the size of stage
musicals), the replacement of song “pearls” with “tiresome scenes to
the ridiculous storyline” [5, p. 3], the adaptation of songs to the “par-
ticular talents” of movie stars, and the replacement of good songs
with mediocre ones [5, p. 18], not to mention Hollywood’s “suspi-
cious” and “wary” attitude towards songs in films in general [5, p. 2].

However, T. Hischak’s work ends with a glimmer of optimism,
because in 2002 Miramax released a film version of the musical
“Chicago”, which became the subject of widespread discussion and
gave reason to hope for the beginning of a new era of Hollywood
musicals [5, p. 175].

Whether “Chicago” started a new era or not, the 21st century
has already presented the viewer with a number of gems created
by outstanding film directors. Among them are Joel Schumacher’s
“Phantom of the Opera”*® (2004) based on the musical by E. L. Web-
ber, Tim Burton’s “Sweeney Todd” (2007) based on the eponymous
work by S. Sondheim, Steven Spielberg’s “West Side Story” (2021)
after L. Bernstein’s musical. Today, the US musical community
is celebrating the premiere of the film musical “Wicked” by Jon
M. Chu (Ukrainian release — November 21, 2024; the US pre-
miere — November 22, 2024) based on the 2003 musical by Stephen
Schwartz, which took first place in the list of the highest-grossing

% The information is constantly updated as these musicals run on Broadway each season, but the top
three remain unchanged for a long time [6].
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musicals of the 21st century, and second in the list of the highest-
grossing musicals of all time, second only to E. John’s “The Lion
King” and one step ahead of E. L. Webber’s “The Phantom of the
Opera”. The author of the music and poetic texts, Stephen Schwartz,
is considered to be the most influential “unheralded revolutionary”
of Broadway [4, p. 156].

In most recent film musicals, there is a cautious attitude towards
the original theatrical score, and only with the participation of the
authors of the musical itself can significant changes be made to the
musical text. This serves as a significant argument in favor of the
fact that the 21st century brings new positive changes in the ap-
proach to the creation of film musicals. A vivid example is the work
of S. Sondheim with S. Spielberg on the film adaptation of “West
Side Story”, which illustrates the respect for both the original score
and the previous film adaptation of 1961. At the same time, the mu-
sic of the finale was replaced in comparison with the theatrical score
(instead of the title “Somewhere” the material of the first part of the
Balcony Scene was heard), which significantly changed its concept.
In the film “Sweeney Todd” by Tim Burton, all choral scenes are
excluded, and the initial vamp (ostinato formula of the introduction)
to “The Ballad of Sweeney Todd” turns into a continuous theme-
leitmotif, which connects the entire musical fabric of the film.

Some of the examples illustrate that instead of reducing the musi-
cal score, which mainly happened in the 20th century film musicals,
it grows. Thus, Jon M. Chu basically turns the musical “Wicked” in-
to two films*, which in terms of scale can claim to be two separate
musicals (Part I lasts 2 hours 40 minutes, the full theatrical two-act
version — 2 hours 24 minutes®’). Accordingly, Schwartz’s musical
score is enriched by underscoring (background music for spoken
dialogues based on the material of previous scenes), reminiscences
of key themes and the condensed use of leitmotifs, musical inser-
tions within scenes of the themes of other numbers, “preprises” or
prefiguration of material that will only be heard in the second act

36 The premiere of the second part of the film musical "Wicked" is scheduled for November 2025.

37 Timeline of the 2008 theatrical performance with Annaleigh Ashford (Galinda / Glinda) and Stephanie
J. Block (Elphaba).
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(Jon M. Chu’s second film), as well as the inclusion of additional al-
lusions (references) from the “The Wonderful Wizard of Oz”, filmed
by Metro-Goldwyn Mayer in 1939 (composer H. Arlen, adaptation
by H. Stothart), and a new number written for the stars specially
invited to the film musical — the first theatrical performers of the
roles of Elphaba (Idina Menzel) and Galinda (Kristin Chenoweth).
All this confirms that the modern Hollywood musical is created
with respect for the original score and at the same time is not a dupli-
cate of the theatrical version, therefore it is no less interesting from
the point of view of musicological analysis than its original, and is
worth using “heavy artillery”. This is due not only to the difference in
the way of representing musical content through a different medium,
which actualizes new expressive means and opens up new meanings
and subtexts in the work, but also to the fact that the musical com-
ponent can be enriched and complicated, as illustrated by the latest
examples of this screen genre, in particular, “Wicked” by Jon M. Chu.

Jucuuka Onexcanop
doxkmop ¢hinocoii, cmapuiuil 6uKIAOAY
Kageopa icmopii yKpaincokoi ma 3apyoisicHOl My3uKu
Xapxiecvkoeo HAYioHaAIbHO2O0 YHIGepCUmemy MUCmeyms iMeHi
1 II. Komaspegcvroeo, ORCID 0000-0002-2083-5553
email oleksandr.lysychka@num.kh.ua

OPATOPIS E. EJITAPA “COH I'EPOHTIA” AAK “EJITAPIB-
CbKUI IMMAPCI®AJIB”: TIAPAJIEJI TA ITPOTUJIEXKHOCTI

Knrouosi cnosa: Eosapo Eneap, opamopis, I'epoumiil, énausu
P. Baenepa.

Hns Ensapna Enrapa, Hapomxkenoro 1857 poky, mexa 19-20
CTOpPIYb CTaJla MOMEHTOM KapAuHalbHUX 3MiH. Opartopis “Con Ie-
poHTia” mobaunia cBIiT Maiixke ofpasy micis Bapiauiid “Enirma”. Lli
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TBOPH BiJIKpMBAlOTh HOBHU €Tall 1 y BiJNOBIAHHUX >KaHPOBUX ce-
pax (Bapiamuii mpocTO 3a0YaTKOBYIOTh i1), i B TBOPYOMY CTAHOBJICH-
Hi E. Enrapa, i HaBiTh B 0111 OpUTAaHCHKOT MY3HKHU HA €BPONEHCHKIH
apeni. [Ipo cTymniHb BU3HAHHS 1 KOMIIO3UTOPA, 1 AHTJIIACHKOI MY3H-
KM B LiyioMy micias yemixy “Cry ['epoHTisi” cBim4aTh NIMPOKO Bigo-
Mi ciosa P. Illtpayca npo E. Enrapa sik mpo nepiioro aHrmiiceKoro
MPOrpecHuBicTa — CIIOBA, CKA3aHi HUM MICIs IPYToro, Haa3BU4aiiHO
BJIAJIOr0 BUKOHAHHs opartopii B J[rocenbnopdi (Kennedy, 1968: 100).

B nocnmigHunbkii mitepartypi Ta MOMyJsIpHUX pecypcax BCTa-
HoBuJacsa Tpaauuis HazuBatu “CoH ['epoHTis” CBOEpiIHUM enra-
piBcekumM BinoutTsiM “Ilapcidans” P. Baruepa (Meadows, 2008;
Adams, 2005), i B3arayii TBOPYOro METOAY HIMEIBKOI'O KOMIIO3H-
Topa. | Ha e € gocuth 00’eKTHBHI MiAcTaBU. [lOCHTH CyTTEBUM €
BIJIX1JT BI/I TPAJIULIIHOTO XaHPY, B KOHTEKCTI SKOTO Ii TBOPH PO3-
nsigarThes — amxe P Barnep naspaB “Tlapcidans” “ypounctoro
cueHiuHow mictepiero” (“Biihnenweihfestspiel”), a E. Enrap, xoua i
MOTOAMBCS HAa BU3HAYECHHA “‘OpaTopis’” B MporpaMax Ta iHIIMX Ma-
Tepiasiax, He BKa3ye bOT0 CJI0Ba HA TUTYNbHIN cTopinni — /1. Mak-
Bi mosicHIoE 116 HEOa)kaHHSIM KOMIIO3UTOpPA CTBOPIOBATH HAAMIpY
YPOUUCTHH TOH, aJ)ke caM BiH HAaroJoUIyBaB, 1[0 TOJIOBHA JiloBa
ocoba, ['eponTiii, “Taka X JIOAMHA, IK MU — HE CBSIILEHHUK, a TPill-
HuK” (2007: 1224). Pazom 3 Tum, [epoHTili — HE IPOCTO JIFOUHA, 1Ie
y3araJbHeHHH 00pa3 BCbOro JIOICTBA, TOOTO, YHiBEpcamisl.

Ille onHUM BTiJICHHSIM “‘BarHepiBCHKOr0” B IIbOMY TBODI € 3a-
CTOCyBaHHS JIEHTMOTHUBIB. Bike y posropuyTiit “IIpentonii” nyna-
I0Th MOTHBH, 1110 3T0J0OM OyIyTh 3’IBISTUCS MPOTATOM 000X aKTiB
oparopii — A. [xerrep Hagae iM Ha3BH, Ha KTanT “CymKeHHs,
“Crpaxy”, “Monuteu”, “Cry”, “Miserere”, “Bimuait” tomo. Ha-
3BH IIMX MOTHUBIB HE JOBUIbHI — BOHM 3alPONOHOBAHI BUXOASYU
3 TEKCTY, SIKMW CYMpPOBOIKYeE iX. B poni 1eHTMOTHBY MOXYTH BU-
CTyHaTH 1 OKpeMi TapMOHIYHI MOCIiJOBHOCTI, ()AKTUYHO YTBOPIO-
104H JIEHT-rapMOHito. Takox ciiJl BKa3aTH Ha BUKJIIOYHO CKJIAJIHY,
XPOMAaTU30BaHy FapMOHiIO, IO Ty>Ke PiJIKO 3HAXOAUTHCS B MEBHIN
BU3HAYEHIN TOHAJIBHOCTI MPOTITOM Xoua O Jelio TPUBAJOro ya-
Cy — 32 BUKJIIOUEHHSIM TeM-TiMHiB (“Praise to The Holiest”), ane ue
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Ma€ 0COOJIMBE 3HAYCHHS JUISl 3MAJTIOBAaHHS aHTEJILCHKOTO CITIBY Ha
cnaBy BceBumnboro. Okpemi napanesi BAHHKAIOTh 1 Ha piBHI KOH-
KPETHUX TapMOHIYHHX €JIEMEHTIB — aKOP[, 110 3BYYUTh Ha CIOBaxX
“B Toiii aronii” B mapTii ' epoHTis, MOBTOPIOE “TPiCTaHIBCHKUI
AKOpJl B OpPUTiHAIBHIH 3ByKOBUCOTHIN TOCIIiIOBHOCTI.

Ha BaxnuBiCTh Ta CaMOLIHHICTH OPKECTPOBOI MapTii BKazye
Beryn, 1m0 He numie MicTUTB JISUTTEMHU OpaTopii, ane 1 emi3oau, mo
3roZIOM HE MOBTOPIOIOTHCS (MMOTYKHA KyJIbMiHALis HA TeMi “MonuT-
BW”’). 3arajom, caM KOMIIO3UTOP BiJl3HAUaB 3aJE€KHICTh CIIEHIYHOT
MY3UKH BiJl CHM(OHIYHOT — ajie B IKOCTi CHM(OHIYHOTO TBOPY BiH
HazuBae akT 3 onepu P. Barnepa, mo gae MOXJINBICTh YCBIAOMUTH
€JIHICTB YSBIICHb PO CLEHIYHY 1 CHM(pOHIYHY MY3HKY Yy CBiJJOMOC-
Ti E. Enrapa, a Takox BUSIBUTH BIUIMB HIMEI[BKOT'O KOMIIO3UTOPA
Ha o0uaBi mposiaHi cepu TBopuocti E. Enrapa: “Il akt “Tpicra-
Ha Ta [301b11” MOXKHA PO3IIISIHYTH SIK Jy’K€ PO3MIMPEHY YaCTHHY
cuMmonii” (muT. 3a: McVeagh, 1194). /I. MakBi minkpecnroe i ic-
TOPUYHY POJIb OpaTopii, BKa3yl04H, 10 Lie NepIINi BUMAJO0K TOTO,
110 OPKECTPOBA MapTisl MigiHMaEThCs JO PiBHS MApTHEPA 3 TOJIOCOM
(2007: 1303) — ane cama CyThb KOMIIO3UTOPCHKOI opraHizauii (akTty-
pH 1 He nepeadayae iHIIOTO.

3 touku 30py ¢opmoTBOpeHHs, “CoH ['epoHTiss” BUKOPHUCTO-
BY€ MPUHLHUI HETIEPEPBHOTO NIEpETiKaHHS €Mi30/1iB ONMH B IHIIUH.
MoskHa BUOKPEMHTH COJIbHI BUCIIOBIIIOBaHHS, XOPH, A1aJIOTH — aJie
BOHU TIO€HAHI MK 0000, HE PO3/1TICHI HOMEPHOK CTPYKTYPOIO.
€nuHa nepepBa BMIllEHA MIXK JIBOMa YaCTHHAMH OpaTopii — ajxe
[lepmra yacTuHA CTOCYETHCS 3aBEPIUCHHS 36MHOTO XHUTTS (A1HOB1
ocobu — I'epoHTiHi, TeHOp Ta CBslILEHHUK, Oac), a pyra — moTou-
Oiunoro (3amicte I'eponTist mo3Haueno “‘/lyma”, 3’sBISIOThCS AH-
r'eJl, MeTo-conpano ta AHren AroHii, 6ac).

Takum umnHOM, Enrap 3ampomoHyBaB cBoe OadeHHs oparopii: i3
CIOKETOM, IIIO0 CTOCYETHCSI KOJKHOIO, BHUKJIIOYHO PO3BUHEHOIO OpKe-
CTPOBOIO (DaKTypOIO, JIEHTMOTHBHOIO CHUCTEMOIO Ta BarHEPiBCHKOO
noOy10BOr0 Menozii Ta rapMoHii. Kommosutop BiaTBoproe Takox i Eng-
lishness, B KOHTpacTi Mi caMOTHICTIO [ @pOHTIS Ta yPOUHCTHM CllaB-
JiHHSAM bora — Tox 1151 opaTopis Oe3nepevHo aHIITICHKa 32 Ty XOM.
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For Edward Elgar, born in 1857, turn of XX century became
a moment of radical changes. Oratorio ‘The Dream of Gerontius’
saw the light of day almost immediately after ‘Enigma’ variations.
Not only do those works introduce a new stage in respective genre
spheres and in Elgar’s artistic growth, but they also influence the
existence of British music on European map. The degree of acclaim
both of the composer and of the British music in particular can be
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seen in widely known words said by R. Strauss, who hailed Elgar as
a first English progressivist after second, triumphant performance
of the oratorio in Dusseldorf.

In the scholarly literature a practice has established to call ‘The
Dream of Gerontius’ an Elgarian response to Wagner’s ‘Parsifal’
(Meadows, 2008; Adams, 2005) and generally speaking, of Ger-
man composer’s creative method. It is apparent that both composers
departed from a tradition of genre, since Wagner called ‘Parsifal’
‘Biihnenweihfestspiel’; and while Elgar agreed to call ‘The Dream of
Gerontius’ an oratorio in programmes and other materials, he does
not use this word on a title page. D. McVeagh explains it with the
author reluctance to create overtly solemn tone, since he stressed
himself that the protagonist, Gerontius was ‘a man like us and not a
priest or a saint, but a sinner’ (2007: 1224). So, Gerontius is not only
a human, but a generalization, universal image.

Another way in which ‘Wagnerian’ is embodied in the work
is usage of leit-motives. In a developed ‘Introduction’ the motives
sound that later will reoccur during the oratorio’s two Acts. A. Jaeg-
ger gives them names, such as ‘Judgement’, ‘Fear’, ‘Prayer’, ‘Dream’,
‘Miserere’, ‘Despair’ etc. Those names are not random, but they are
supposed from the text accompanying them. Even harmonic pro-
gressions can be leit-motives, thus being leit-harmonies. We should
also mention exquisite chromatic harmony that does not stay in a
certain key for a long time, with the exception of hymn-like themes
(‘Praise to The Holiest’), but this has a special illustrative meaning,.
Separate parallels can be seen in certain harmonical devices, as the
chord appearing on the words ‘In Thine Agony’ in Gerontius’ part
repeats Tristan-chord in original pitch.

Orchestral part is of no less importance as the Introduction
contains not only leit-motives but also episodes that will not be re-
peated (powerful climax on ‘Prayer’ theme). The composer himself
noted that stage music is dependent of symphonic, but he illustrates
it on the example of Wagner’s opera act, which allows to compre-
hend the influence of Wagner’s music on Elgar: ‘the second act of
Tristan may be viewed in this light as a symphonic movement very
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much extended’. D. McVeagh points out a historical role pf the ora-
torio, noting that ‘the score is the first in English choral music to
raise the orchestra from accompaniment to equal expressive partner
with the voices’, but the composer’s textural principles suggest that
and only that.

From the structural standpoint, ‘The Dream of Gerontius’ us-
es principle of episodes merging one into another. It is possible to
distinguish solos, choirs, dialogues, but they are all connected, not
separated by the number structure. The only pause is placed be-
tween the two Acts, for the First part shows mundane life (Ger-
ontius, tenor and Priest, bass), while the Second one shows the
afterlife (‘Soul’ instead of Gerontius, Angel, mezzo-soprano, Angel
of Agony, Bass).

Thus, Elgar suggested his own vision of the oratorio: with a
plot that is relevant for everybody, exquisite orchestral texture, leit-
motive system and Wagnerian composition of melodies and harmo-
nies. The composer recreates ‘Englishness’ as well, in the contrast
between Gerontius’ solitude and triumphant praise to the God, thus
making this oratorio undoubtedly British in spirit.
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OnHuM i3 MapkepiB TBOPYOCTI CYyYaCHOTO iTaIiiCHKOT0 KOMIIO-
sutopa CanbBarope llappino (Salvatore Sciarrino, 1947) € ii Myb-
TUKYJIBTYPHICTb. KOMITO3UTOp 3 OHAKOBHM IHTEPECOM MPALIOE 3
AHTUYHUMU Mi)aMH, aMEPUKAHCHKUMHU IICEHHUMH MLUISTEPAMH
Ta 1HJ0He31iCchKUM ramenanoM. Cepejl IHIIOro, y HOro J0poOKy €
HHU3Ka TBOPIB, MOB’SI3aHUX 13 SMOHCHKOIO TemaTukoro. Llle Bij roHOC-
Ti yBary MHTIISl IPUBEPTAIOTh TEKCTH BUIATHOTO IMOETY MEPioay
Eno Mayyo bacvo (1644—1694), sxuii cborofH1 BUBHAHU K aBTOP
HaNJJOCKOHAIIIINX 3pa3KiB MOCTHYHOTO KaHPY XaKKy.

Brepiie CanbBarope Lllappino 3BepTaeThest 10 OJUCKABUYHUX
MiHiaTiop Manyo bacbko y 1967 poui y m’sITHXBUIUHHIN KOMITO3U-
uii “Aka aka” muist conpaHo Ta JBaHAIATH IHCTPYMEHTIB. PiBHO 3a
COpok pokiB, y 2007 poiii, KOMIIO3UTOP MOBEPTAETHCS JIO TEKCTIB
Mariyo backo, aje Tenep Bxe y hopMaTi MaciTaOHOTO BOKaJIbHO-
aHCcaMOJICBOTO ITUKITY.

Binomuii nepenycim cBoiMu onepHuMu TBopamu, CanbBaTope
[lappiHo, KpiM TOTO, € aBTOPOM OJIM3BKO JBOX JCCSATKIB KOHIEPT-
HUX BOKaJIbHUX TBOPIB. [lepeBaskHa O1IBIIICTD 3 HUX HAMMKUCAH] JJIsI
COJIFOIOYOI'0 TOJIOCY Ta IHCTPYMEHTIB, alie¢ € Cepell HUX 1 JACKijb-
Ka KOMIIO3HMII# Il BOKAJIBHOTO aHcaMOnio a cappella. Bnepine
KOMIIO3UTOP 3BEpHYBCs J10 Takoro (opmary y 1994 pori, y TBO-
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pi “Lalibi della parola” (“Anibi cioBa”) njsi YOTHPHOX T'OJOCIB a
cappella, nanncaHOMy Ha YOTHPH TEKCTH pi3HUX emnoX. [Ipem’epa
TBOpY BiaOynacs y MexaxX KOHIEPTY 3HAMEHUTOr0 OpUTAaHCHKO-
ro kBaptety Hilliard Ensemble, Temoto sikoro Oynu Majapurainu.
Konuenuis 7aHoi KOHLEPTHOI MpOrpaMu MoJsArajia B pernpe3eHTa-
1ii pi3HUX acleKTiB MaApHUrajbHOI TpaaMiii, 30KpeMa, B3aeMOAil
MY3UKH Ta cioBa. Xoua y oMy Bunaaky CanbBarope Lllappino
YHUKAE TEPMiHY ‘Madpuean” A KaHPOBOTO BU3HAYECHHSI CBOET
kommosuiiii, y 2007 poui y Horo mopoOky 3’sBisitoTbes JlBaHau-
uath Magpuranis (12 Madrigali) s 4OTHPBOX YOJIOBIYHX 1 TPHOX
a00 YOTHPHOX JKIHOYMX TONOCIB (MapTii ajgpra Ta MeLo-CONpaHo
MOYKE BUKOHYBATH OJIHA CITiBAYKa).

Husa ceoro nukny Hlappino o6paB miicth xaiiky Manyo baceo,
SIKi caM TIepeKJIaB 1TamiichKO0, 30epirmy TaKuM YHHOM CEMaHTHKY
MaJIpurainy siK “micHi piJHOIO MOBOIO” (BTiM, OPUTIHAJIBHY PUTMIUHY
CTPYKTYPY XallKy KOMIIO3UTOD He 30epirae). Y BiAMOBIAHOCTI 0 Tpa-
UL XaiKy, TeMaTHKa Moe3iil o0epTaeTbesi HaBKOIo 00pasiB Mmpu-
ponu: Mops, OCTPOBIB, COHIISI, XBUJIb, CKEJIb, IUKAJ Ta )KaBOPOHKIB.
TToka30Bo, 1110 32 CBOIMHU TaK 3BaHUMH ‘CE30HHMMHM CJIOBAMH’~ Maike
BCi 00paHi KOMIIO3UTOPOM I0€3i1 HaJIeKaTh JIITHBOI TPy MOe3iil i
JIMILE OlHa — JI0 OCIHHBOI (L0 IIJIKOM Macye AaTi mpeM’epu mappi-
HIBCBKOT'O TBOPY, IO Bijtoynacs y cepriai 2008 poky y 3anbri0yps3i).

VY TekcTax KOKHOro 00paHOro XalKy Tak 4M TaK IPUCYTHIH ay-
JiadbHUMN, 3ByKOBUH KOMIIOHEHT. YacoM BiH BHpa)keHU mpsmMo (y
¢pazax “OypuaHHs XBHIB , “PUTM BiTpY”, “aypa A3BOHIB” UM “‘CIiB
JKABOPOHKA”), a 4aCOM IIOCTA€ B YSIBI PEUUIIEHTIB acOLiaTUBHO:
MU MOKEMO JIETKO YSIBUTH, 3 SIKUM 3BYKOM PO30MBAETHCS A3EPKAIIO
MOPSI UM SIK 3HOBY K TaKd MOpE — aJie Terep Mope IHKag — po3-
JUBAETHCS CKEIISIMH.

Jlakoniuna my3uuna moBa CanbBarope Illappino kopenroe 3
€CTETHKOIO XalKy. Y PO3ropHyTOMY KOMEHTapi A0 TBOPY KOMIIO3H-
TOp apTUKYJIOE OCHOBHI €IEMEHTH BJIACHOTO BOKaJIBHOTO CTHIIIO:
MepPeoCMHUCIICHa HUM TEXHiKa messa di voce, sKka BUMAarae mocTy-
MOBOr'0 MOCUJICHHS BUTPHUMAHOTO 3BYKY i3 HaCTYNMHHUM HOTO mo-
cnabieHHsIM a0o0 31 MIBUIKOI HU3X1JHOI apabecKoro, Ta TaK 3BaHi
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scivolamenti microtonali, MiKpOTOHOBI 30iru ab0 CKOB3aHHsI, SKi
CTBOPIOIOTH BpPa)KEHHSI HETEMIIEPOBAHOTO MOBIICHHSI.

MacmraOHicTs popmu TUKITY (OIU3BKO COpPOKa IT'SITH XBUIUH
3BYYaHHSI) IOCATAETHCS CEpeJl IHILIOT0 TUM, L0 KOJKHE 3 IECTH Xak-
Ky BUKOPUCTaHE JIBi4i. Y pe3ynbTaTi MOCTAalOTh IIICTh MOB’I3aHUX
nap, siki, BTiM, pO3TalllOBaHi HE pa3oM, a 3rpyloBaHi y ABi cepii 3
HIECTH YaCTHH KOXKHA, JIe TIEPIIOMY MaIpuTaly BiAOBi1ae CbOMUH,
JIpyroMy — BOCBMHH, etc. Jlpyra yacTrHa UKy MOB’sI3aHa 3 Tep-
IO YaCTUHOK KOMITIO3UTOPCHKOK peMapKoro a specchio infedele,
T0OTO “y HEBipHOMY A3epKaii” abo “y HempaBIMBOMY J3epKaui’.
[NoniOHwmii mpuiioM HaJA3BUYANWHO NAJCKUU BiJl TEMAaTUYHOI “m3ep-
KaJIbHOT penpu3u” YW YOTrOoCh MOAIOHOTO: MO-TepIle, CTPYKTYPHO
Jpyra cepisi MaJpuraiiB € He J3epKalbHUM BiZOOpakeHHSIM TIep-
1o, a i JIHIHHUM TOBTOPEHHSIM; OKpEMi IIapH MaJIpUrajliB € CKO-
pite cipo6aMu po3MOBICTH OAHY 1 Ty camy iCTOPilo 3a JOMOMOTOI0
PI3HUX, YaCOM aCUMETPUYHHX 3ac00iB BUpa3HOCTI. [[eBHOIO Mipoto
iX MOXKHa PO3TIISAJATH K CEpilo AMCKPETHUX Bapialiild, BTIM, TYT
HEMa€ TeMU SIK LEHTPaJBbHOI TOYKH BIAJIIKY, TOX i€papxiuHo oOu-
JIBa MaJIpUTajii y KOXKHIH 3 ap € piBHOLIHHUMH.

Hes3Bakaroum Ha OJHO3HAYHE >KAHPOBE BHU3HAUCHHS LIUKIY,
CanpBarope LllappiHO JOCHTH BIJIBHO MOTPAKTOBYE TYT TPaIHIil
KaHpy Magpurary. OKpiM oueBUAHOT 30BHIITHBOT PUCH BOKAJIBLHOTO
aHcambOIto a cappella, e iepenyciMm BUTOHUCHUN 3B’SI30K MY3U4-
HOT'O 3BYKY 31 CIIOBOM, SIKHH y KOHTEKCTI IIappiHiBCbKOI €CTETUKH

“HoBoi ekonorii 3Byky” (K. Kapparenni) HaOyBae BupaxkeHoi Tinec-

HocTi. “Konu ronoc noBipsieThest THILI, AJS HBOTO 3aJHINAIOTHCS
nuie TyOu, poT i cnuHa”, — TakK y nepeaMoBi 1o [IBaHaaustu ma-
npuraiiB Ulappino mo3Hayae akTyajibHi JJs HBOTO 1HCTPYMEHTH
BUPA3HOCTI JIFOACHKOTO TOJIOCY.

Y 30ipui ece 3 Teopii xaliKy AMOHChKHIA ToeT Ta TeopeTHk Ceki Ocy-
ra 3a3Havae: “Y TOW MOMEHT, KOJIM Hallla PO3yMOBa JisUTbHICTH Maid-
K€ 3IMBAETHCS 3 HECBIIOMUM CTaHOM, TOOTO 3B’SI30K MiXk CY0’€KTOM i
00’€KTOM 3a0yBa€THCs, MM MOYKEMO MEPEKUTH HAHeCTeTHUHIIINI MO-
MeHT. Lle Te, 1110 MaroTh Ha yBas3i, KOJIM TOBOPSITh, L0 JIOJMHA TPOHHU-
Kae B ceple CTBOPEHHX peueld i cTae €IMHOI0 3 TpUpoaoto . BoueBu b,
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MOBa PO ECTETHKY TOoe3ii XaliKy, ane 11i ¢l10Ba NacyloTh i 10 Omucy
BruMBY My3ukH CanbBarope LllappiHo Ha 1i petumienTiB. PosropHyTi
y TOHAJ] COPOKaXBHJIMHHOMY HOTOLI 3BYYaHHS, IIICTh KOPOTKHX Bi-
pwiB Manyo backo y mappiniBcbkux J[BaHaaustu maapuranax He-
BiZIBOPOTHO IPUKOBYIOTH JI0 ce0e yBary ciyxaya.
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12 MADRIGALI BY SALVATORE SCIARRINO:
MATSUO BASHO’S HAIKU IN “THE UNFAITHFUL MIRROR”

Keywords: contemporary music, works for vocal ensemble, Sal-
vatore Sciarrino’s work, madrigal, Japanese poetry, haiku by Mat-
suo Basho.

One of the markers of the work of contemporary Italian com-
poser Salvatore Sciarrino (b. 1947) is its multicultural nature. The
composer works with equal interest on ancient myths, American

— 291 —



Cuna mucmeymea: My3uyHi, meampaibHi ma MUCMeymeosHasyi apmuK)iAyii

song hits, and Indonesian gamelan. Among his works, there are sev-
eral compositions connected to Japanese themes. From his youth,
Sciarrino was drawn to the texts of the great Edo-period poet Mat-
suo Basho (1644—-1694), who is now recognized as the author of the
most refined examples of the haiku poetic genre.

Salvatore Sciarrino first turned to Matsuo Bashd’s fleeting min-
iatures in 1967 with the five-minute composition Aka aka for so-
prano and twelve instruments. Exactly forty years later, in 2007, the
composer returned to Bashd’s texts, this time in the format of a
large-scale vocal-ensemble cycle.

Best known for his operatic works, Sciarrino has also composed
around twenty concert vocal pieces. The vast majority of these are
written for a solo voice with instruments, but some are for a cappella
vocal ensembles. His first venture into this format was in 1994 with
L'alibi della parola (The Alibi of the Word) for four voices a cappella,
based on texts from different historical periods. The premiere took
place as part of a concert by the famous British Hilliard Ensemble,
which was dedicated to madrigals. The concert’s concept was to
represent different aspects of the madrigal tradition, particularly the
interaction between music and text. While Sciarrino avoided using
the term madrigal to define this composition, in 2007 he composed
Twelve Madrigals (12 Madrigali) for four male voices and three or
four female voices (the alto and the mezzo-soprano parts can be
performed by the same singer).

For his cycle, Sciarrino selected six haiku by Matsuo Basho,
which he translated into Italian himself, thereby preserving the
madrigal’s traditional essence as a “song in the native language”
(however, he did not retain the original rthythmic structure of haiku).
Following haiku traditions, the poetry revolves around images of na-
ture: the sea, islands, sun, waves, rocks, cicadas, and larks. Notably,
almost all of the selected poems belong to the summer haiku, except
for one autumnal poem — appropriately matching the premiere date
of Sciarrino’s work, which took place in August 2008 in Salzburg.

Each haiku in the text contains a sonic component. Sometimes it
is explicitly mentioned (e.g., “the grumbling of waves”, “the rhythm
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of the wind”, “the aura of bells”, or “the song of the lark”). Other
times, it is suggested through association: we can easily imagine
the sound of a mirror-like sea breaking or the sea of cicadas flowing
over the rocks.

Sciarrino’s concise musical language aligns with the aesthetic
of haiku. In an extended commentary on the work, the composer
articulates key elements of his vocal style: his reimagined messa di
voce technique, which requires gradual intensification of a sustained
note, followed by a softening or a rapid descending arabesque, as
well as scivolamenti microtonali — microtonal glides or slides that
create the impression of non-tempered speech.

The large-scale form of the cycle (approximately 45 minutes of
performance time) is achieved, among other things, by using each
of the six haiku twice. As a result, six interconnected pairs emerge,
though they are not placed consecutively but grouped into two se-
ries of six movements each. The first madrigal corresponds to the
seventh, the second to the eighth, and so on. The second part of the
cycle is linked to the first through the composer’s remark a spec-
chio infedele (in an unfaithful mirror or in a distorted mirror). This
approach is quite different from a mirror reprise or anything struc-
turally symmetrical: first, the second series of madrigals is not a mir-
rored reflection of the first but a linear repetition. Individual pairs of
madrigals attempt to tell the same story using different, sometimes
asymmetrical means of expression. They can be seen as a series of
discrete variations, but since there is no central thematic reference
point, both madrigals in each pair remain equal in importance.

Despite the explicit madrigal designation, Sciarrino takes a rath-
er free approach to the traditions of the genre. Besides the obvious
a cappella vocal ensemble format, the most striking feature is the
sophisticated interplay between musical sound and text, which in
the context of Sciarrino’s “new ecology of sound” (as theorized by
C. Carratelli) acquires a distinct corporeality. “When the voice sur-
renders to silence, all that remains are the lips, the mouth, and saliva,”
Sciarrino writes in the preface to Twelve Madrigals, emphasizing
the fundamental elements of human vocal expressivity in his work.
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In a collection of essays on haiku theory, the Japanese poet and
theorist Seiki Osuga writes: “At the moment when our mental activ-
ity almost merges with an unconscious state — when the connec-
tion between subject and object is forgotten — we can experience
the most aesthetic moment. This is what people mean when they
say that one penetrates the heart of created things and becomes one
with nature.”

These words, though referring to haiku poetry, also aptly de-
scribe the impact of Sciarrino’s music on its listeners. Spread across
a continuous 45-minute sonic flow, Matsuo Basho’s six brief poems
in Sciarrino’s Twelve Madrigals inevitably command the listener’s
attention.
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IPMOJION CTE®AHA TJIOBYACTOI'O
SIK “HECBOE€YACHUMN” PYKOITUC

Knrouosi crosa: 6ococnyxcoosuii cnis, Ipmonoil, pyxonuc, Xap-
xie, Cmegan I noouacmuil.

VY Bingini pykonuciB XapKiBChKOi JiepKaBHOT HAyKOBO1 0i0io-
TeKH 30epiraeThcs HOTONIHIMHMM [pMOITOi, 1110 OYB CKIajieHUH Ha
noyatky XIX cromitrs. [lo Bimomoro Karanory FOpist SIcuHOBCHKO-
ro [5] el pykonucHUi TeKCT yBiHIoB mix HomepoM 1070. Bin mae
posmip 4, 300+300 apky1IiB, HAMCAHWN CKOPOITMCOM, HOTAIIisl —
KpyIJia iTaniiichka HOTa MepeBaKHO B ajJbTOBOMY Kirroui. [lepma
YacTHHA MICTUTH micHecniBu OKToiXy 1—4-ro rinacis, esKki He3MiH-
Hi micHecniBu Bceeniunoro OiHHs, BUOpaHi micHecniBu Benukoro
nocty. JIpyra yactuHa MicTUTB 3pa3ku 5—8-ro rinaciB OKToixy, mic-
HecriBu JIiTyprii, mogo0HU, AEKijIbKa MiCHECHIBIB JBYHAICCATUX
cBsT. Ha mepiioMy JucTi O3HAYAETHCS IeHb T0YATKy HAIMCAHHS:
23 ciunst 1802 poky. Tpoxu panimie Bka3yeThes im’s Credana [11o6-
4acToro, YUEK pyKoro 1 OyB HamucaHuit [pMornoi.

oMy apkymry, 10 mo3HayeHui HomepoM ‘17, mepenyioTh Je-
KiJIbKa HEHYMEpOBaHHX JIMCTIB, Jie po3TanioBaHa A30yKa CITiBy HOT
3a aJIFTOBUM KJIFOYEM, a TAKOXK JUIAAKTHYHA HaCTaHOBA ‘JlyXOBHBII
yenorbkE’, 1BIUl OTHAKOBA, aJie 3 pisHUMU AaTamu. [lepen A30ykoro B
HACTaHOBI BKa3aHWH TpaBeHb 1812 poky, a micis A30yku — 1804 pik.

Cran 30epexeHHs1 [pMOIIOr0 Ty’ke TapHHiA, CIIOYaTKy i Jaii B
JISSIKMX MICISAX € CJIIJIM TIEPEeropTaHHs CTOPIHOK. Xoya IIKipsHA
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OIpaBa PyKOIMHKCY i Hece Ha COOl BIIOMTOK JBOX CTOJNITh. Takuit
CTaH MaM’TKH MOX€E CBIAYHUTHU PO T€, IO IIi HOTH OyJIU B YKUTKY
noBoJi HenoBro. [lpuunHO0 FOro MOKe OyTH NOMIMPEHHS, TIOYH-
Hatouu 3 1772 poky, npykoBaHux [pmonoiB, a Takox 3a00poHa Lep-
KOBHOTO CITiBY MO PyKOITMCHUX KHUTAX, AKYy BIpoBaanB CHHOI Bij
1816 poky. ToO6TO B icTopuyHOMY acmekTi 1ei [pmoioii Burisgae
JICII0 HECBOEYACHUM. AJie THM O1LJIBIII IIKABUM € TIOITYK BiJIMOBIIl
Ha MUTaHHs: XTO Takui Credan [moduacTuii i HaBIIIO BiH y35B Ha
ceOe BUKOHAHHS TaKol BETMYE3HOI i KOMITKOI poOoTH?

OCHOBHUMHU OcepeAKamMH, Je Moria 0 3pocTaTu TBOpUYa 0CoOHC-
TICTh yKJIa#ada, Oy OCBITHI 3aKJaau, Y TOMY YMCHi XapKiBCbKUN
KOJIeTiyM, BiKpUTHH y 1726 pori SIK sl HEPKOBHOTO, TaK i JJIst
cBiTchKoro HaBuaHHs. [locTymoBo BiH HaOyBaB xapakTepy CyToO Iy-
XOBHOT'O HaBYAJIBHOTO 3aKjaly i 3roJ0M NEPEeTBOPUBCS Ha ceMiHa-
pito. Takoxx y XapkoBi icHyBano ['0oBHe Ka3eHHE y4HIIUIIE, IO
BUHUKJIO 3 “TipnOaBoYHMX KyaciB”y 1768 pomi (micis 3acHyBaHHS
Vuisepcutety B 1805 pomti*® pedopmoane B rimuasiro). Y 1773 porri
npu Yuunuii Oyiu BiAKPUTI KJIacH BOKAJIBHOI Ta IHCTPYMEHTAJb-
HOI MY3UKHU. BumyckHukoMm ['0I0BHOrO Ka3eHHOrO yYMIIUINA Il
XVIII cropiuus 6y Credan [moGuacTuii. Bin HaBuaBcs 3a nepxas-
HUH KOIIT, IIBU/LIE 32 BCE, K 1 OUIBIIICTh YUHIB TOI'O 4acy, )KHUB Y
TYPTOXHUTKY B JIOBOJI CKJIagHUX yMoBax. CtedaH MaB TEHOPOBHM
TeMOp roJjocy i HaB4YaBCsl BOKAJIbHIN Ta IHCTPYMEHTAJIbHIN My3ULi
y “BiIoMOro yKpaiHchbkoro kommosutopa Makcuma IIpoxopoBuua
Kanuesuua” [5, 255)]. MokHa IPUITYCTHUTH, IO B XOpi YUHIIUIIA BiH
cmiBaB pa3om 3 B. I. SIpocnaBcekum ta C. M. KoBanenkom. [leprmii
3 HUX HaBUYaBCsl Y BOKAJIBHOMY KJiaci Ta ciBaB y xopi 3 1788 mo 1794
POKYy, Koiu BTpaTuB roiuoc [2, 31-32, 50]. (Xo4a B onyOiikoBaHUX
cnoranax B. 1. fIpocnaBceroro Hemae 3ranok npo C. ['moGuactoro,
MpOTE Le He 03HaYa€, U0 IX HeMa€e B HOro PyKOITMCHUX CIOrajiax).

VY 1800 poui C. I'moGuacTtuii y>xe OyB HOMIYHUKOM BHKJIajaua
BoKasnbHOro kiacy l. CuicapeBcekoro [4, 21]. 3 1804 poky BiH 10-
MOMaraB YYUTENI0 Y BOKaJbHOMY KJIaci po3ydyBaTu apii (HOBH

38 Va3 npo 3acHyBaHHS XapKiBCbKOTO yHiBepcuTety Oyio miamucano 24 ciuns (3 sirororo) 1803 poky, a
BiIKpHUTTS BinOymocs 17 (29) ciuns 1805 poky.
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CBITCBbKMI HanpsM HaBuaHHA). Knac OyB 3akputuii y 1806 pomi Pa-
J0I0 YHIBEPCUTETY 3 IPUYUHH MEpeBaru y MpUiMaHHI Ha Ka3eH-
HUH KOWIT riMHAa3ii y4HiB OisblIe 32 TOJIOCOBUMH JAaHUMU, HIXK 32
CXMJIBHICTIO 0O OCHOBHUX HayK, sIKi TyT BuKiaganu [4, 97-98].

ImoBipHoO, Bxke micias nporo Credan [mobuyactuii OyB mpusHa-
YeHUH PEreHTOM X0py B cobop M. OxTupka. 3a CBiJUEHHSM MpPO-
Toiepess Mukonas JlameHnkoBa, XOp CKJIa1aBcs 3 TPUALSITH CIIiBaKiB
1 OyB y miAMOpsiAKYBaHHI €MapxiaJbHOTO apxiepes — BiJ Horo pi-
LICHHS 3aJIe)KaJio IPU3HAYEHHS Ta 3BIIbHEHHS KOKHOTO YUaCHHKA.
Yrpumanus xopy obxoamsocsi cobopy B 2000 xapOoBaHIIB acur-
HamismH [5, 255].

Sk MOMIYHMK y4yuTens My3ukH i sik pereHT Credan I'mobuac-
TUW MaB HABYaTH JiTel Ta IOHAKIB HOTHOro cmiBy. Lliit MeTi i1 ciy-
*KUTh A30yKa Ta micHecIiBM BCi€i KHUTH. | 1e mepIn 3a Bce MOxke
BBa)KaTHCS MOTUBOM YKJaJaHHs [pMorioro.

[lo-apyre, 3a menocoM micHecHiBu IpMororo 3arajgom Oinbiie
HAOMMKAIOThCS A0 KUEBO-TIEYEPCHKOTO PO3CIIBY, HIK A0 MiBHIY-
HOI TpaauLii, 0 TpaHCcIoBajacs B IpyKOBaHUX [pMonosx. A mpo
po3noBcokeHHs B XapKoBi Ha moyatky XIX cropiuus came KuiB-
CBKOTO po3cmiBy cBinuuTh baramniii [1, 871].

[o-Tpete, 15 mpaust, 6e3yMOBHO, Maja XapakTep acKeTHYHOI
MPaKTUKH, 3 €JIEMEHTaMU MCHXOJIOTIYHOI, Mali)Ke apTTepaneBTHy-
Hoi (ikcauii ocoducToro nTyxoBHOro imeany cmiBy. Habnusurucs
JI0 YCBiJIOMJICHHS CIIPABKHBOT METH ‘““HECBOEYACHOTO” YKJIaJaHHS
Ipmonoro nomomarae nepenns HactanoBa Credana. [lopiBHsSHHS
OBox ii Bepciii HaBOAWTH Ha AYMKY Npo HeaBTorpadidHe moxo-
JoKeHHsI Haanucy 1812 poky.

“JlyXOBHBIH 4eTI0BbKB

NmenHo ko ObI TakoM, moit Mpmoroit

Ja yaajeHb OyzeTs oT Tebe Beeraa Iy Xb 3J0H

Tloit, ro¥i 1 UPMOCHI,

Bcerna noii uxs B HaJJIeKallK Yackl.

Ciu cpsitieHHbIe TyX0BHBIE IThcHM counHMITD CBsAThIN loanHs JlaMackuHb
Onsb npaBocnaBHbld Lepkse Ectb Ceatblii ChIHb,
Hotnyto ciro Kuury Hanmcan [mo64acteiit Credans,
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He nuist cnaBel cBoei, HO B Onarombiie koe TpeOyets LiepkoBs u Xpamb
1804 rona, HeCTh KOHLIA XPUCTIAHCKAro poza.
AMUHB".

Tox Credan [moGuacTuii mucaB HOTHY KHUTY HE JJIsl CBO€T clia-
B, a A “Onarombmis”, sike moTpibHO LlepkBi SK CHITBHOTI BipY-
I04MX Jrofer 1 XpaMmy sk HeOy Ha 3eMJli, e MaroTh JIYHAaTH CITiBH.
Came Taxi 1yXOBHI IPaKTHUKU — PYKOMHKCY, TTICHECIIBY, OpraHizarii
Yacy KO>KHO1 100U B 60rocity»K00BOMY BUMIpi, pO3yMiHHS JPEBHOCTI
CBSIILIEHHUX ITICEHb — JOMOMAaraiH i 0MOMaraloTh JIOAMHI, Malike
HE3aJISKHO BiJl 30BHIIIHIX BIIMBIB, 1yXOBHO HATIOBHUTH CBOE Oy TTSI.
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THE IRMOLOY OF STEFAN HLOBCHASTY
AS AN “UNTIMELY” MANUSCRIPT

Key words: liturgical singing, irmoloy, manuscript, Kharkiv,
Hlobchasty Stefan.

The Kharkiv State Scientific Library houses a handwritten note-
linear Irmoloy from the early 19th century, composed by Stefan
Hlobchasty. The manuscript appears to have been used for a short
period, possibly due to the availability of printed irmoloys and the
prohibition of church singing from handwritten books. Stefan Hlob-
chasty was a graduate of the Main State School in Kharkiv and
studied vocal and instrumental music under Maksym Kantsevych.
Later he became an assistant teacher and precentor of the choir at
the cathedral in Okhtyrka. The purpose of compiling the Irmoloy
was to teach children and young people how to sing, as evident from
the alphabet and chants included in the book. The melodies in the
Irmoloy are closer to the Kyivan Cave chant tradition rather than the
northern tradition found in printed Irmoloys. Stefan’s preface sug-
gests that he wrote the music book not for personal glory, but for the
spiritual growth and goodness of the Church community. The com-
pilation of the Irmoloy served as an ascetic and spiritually fulfilling
practice, helping individuals connect with their spiritual selves.
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MY3HUYHA ITPOITATAHJIA B YKPATHCBKIN ITPECI 1]
YAC HAITUCTCHKOI OKYITAIITi(1941-1944)

Knrwouosi cnosa: Mysuka i nponazanoa, my3uune sHcummsi nio
yac GitiHU, HAYUCMCbKA OKYNAyis, YKpainceka npeca, My3uuHi pe-
yeH3ii.

JocaimkeHHs mpolieciB, 0 BigOyBanucs mig yac pyroi cBi-
TOBOI BIfHHM, BHOKPEMIIIOIOTh HH3KY OKPEMHUX TeM, SIKi moTpely-
10Th 0co0NMBoi yBaru. OfHI€I0 3 HUX € POJIb Mpomaranau y chepi
MYy3UKH. Y IIbOMY KOHTEKCTi CHTYyalisi B YKpaiHi 3a 4aciB HallUCT-
CBKOT'0 PeIKUMY He OyJia BUHATKOM. KpiM TOro, 1110 1i BIUIMB MOKHA
CIIOCTEpITaTH SIK Yy MOOyTOBOMY, TaK 1 y BiliChKOBOMY KOHTEKCTI, HE
BapTo 3a0yBaTH, 10 HA MOMEHT OKYyINallil iCHyBaJlo TPU TaK 3BaHi
OCHOBHI TUIKM KYJIBTYPHOI IpoTNaranjyu: rnepiia, nos’s3aHa 3 mpo-
naraHior0 OOpIIiB 3a HE3aJIeKHICTh YKpaiHu, Jpyra, sika mpei-
CTaBJIsUIA PAJISTHCBKUHN pexXuM (poO0Ta mapTU3aHiB HA OKYIIOBaHIN
TEPHUTOPIi, a TAKOXK BIJKPHUTA MpOIAarania no BcboMy Tuiy PasnsH-
cekoro Coro3y), 1 HaIIMCTChKA Mporarax/ia (1K Ha TEPUTOPIl OKYIIO-
BaHOi YKpaiHu, Tak i B camiii HimeuuwnHi).

Sk cTBepIKYE MY3UKO3HABUIS Anecpem Daysep, ponarania
y Jlpyriii cBiTOBiH BiliHI Oyla YHIKaJIbHOIO 3aBJISIKM BUKOPUCTAH-
HIO HalCy4acHIIIMX Ha TOM Yac TEXHOJOrid — paiaio ta KiHo [I,
c.10]. [Ipore B bOMY AOCHTI)KEHHI yBara 3ocepepkeHa Ha poOoTi
TPeThOl CKJIaJI0BOI — MpecH Ta JpykoBaHnux 3MI (memaprameHT
IV?*), 3 0cOOMMBHM aKIIEHTOM Ha pOOOTI HAIUCTCHKOT MPOMaraH I
B My3uuHill cdepi. Baxxnusum dakTom y poii mpecH € Te, 10 BO-

39}1enap'ramem, a6o Bigain IV y RMVP (Reichsministerium fiir Volksaufklarung und Propagation)
BiJINOBI/IaB 32 HAIliOHANBHY Ta iHO3EMHY IIPECy; XKYPHAIIICTHKY; apXiBH IPECH Ta CIly)kO0H HOBHH [2, c. 31].
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Ha 3aJIMIIaIacsl OCHOBHUM JiKepesioM iH(opmallii, OCKIJIbKH MaJia
HaAHOIIBIIY KiJTBKICTh YMTAYiB, HABITH Oijblle, HIXK paaiociiyxadis,
a OTXe, TEOPETUYHO MOTJIa BIUIMBATH Ha OiIbIIY KiJTBKICTh JTIOACH.
TeopeTuuHO TOMY, 1110, 32 CIIOBAMU ICTOPUKHHI Yivpike Bexenwv, He-
MOKJIUBO OYyJIO KOHTPOJIIOBATH, 110 CaMe 4uTaroTh jroau [11, c.10,
12]. Xoua Mmaiike BCi mamepoBi BUAAHHS MICTHJIM PO3ALI, MpH-
CBSYCHUH KyIbTYpHHM MoAisiM. [IoBHOIIHHE NOCHTiIKeHHs Tpecu
oKymauiiHoi 1o6u posnouainocst B Ykpaini aume y 2000-x pokax,
3’SIBUJIMCSI OKpEMi CTaTTi Ha TeMy MY3HUYHOI mpomnaraHiu, siki ¢o-
KYCYIOTbCS Ha IpYKOBaHHX BHJAHHSIX B OKPEMHUX MICTax, a HE MO
BCili okymoBaHiil Teputopii [14, c.146]. 3a nesxkuMu AOCIiIKEH-
HSMH, HA MOMEHT OKYyMalii icHyBajo Oin3bKo 47 yKpaiHOMOBHHX
1 Onm3pKo 12 HIMEIbKOMOBHMX BHaHb [5, ¢. 203]. OcTanHi 31e-
OinpIIoro Oynu MPHUCBSYEHI CONJATaM 1 TaK 3BAaHUM (oabKcoolue,
ane i Ti, ¥ 1HII 3aJIMIIAIUCS 1]l CYBOPOIO IIEH3YpOor0. 3p03yMmilo,
TOYHA KiJBKICTh BHJAaHb HA CHOTOJHI 3aJIMIIAETHCS HEMiATBEepAKE-
Hoto. Lle mociiKeHHs 30cepelKYEThCSl Ha TAKMX BUJAHHIX YKpa-
THCBKOIO MOBOMO: “JIbBiBCBKI BicTi” (1941—44), “Hamii nui” (JIbBiB)
(1941-43), “T'onoc Bonuni” (1941-43), “VYkpaincekuii ronoc” (Ipo-
ckypiB) (1941-43), “Kpakiscrki Bicti” (1940—45), “JIHinponeTpoB-
ceka razera’ (1941-43), “Tonoc IlontaBmmuan” (1941-43), “Hosa
VYkpaina” (XapkiB) (1942—43) “Binnuneki Bicti” (1941-43), “3o-
noToHickKi BicTi” (1942-43), “Hose 3anopixoks’™ (1941-43), “Hose
ykpaincbke cinoBo” (KuiB) (1941-43), “Onecbka razeta” (1941-44),
“Jloneupkwuii BicHUK” (1941-43), “Mapiynonbsceka razera” (1941-43),
“Bin0Oynosa” (KoctsntuniBka) (1942—43) ta in. Cepen HiMELBKHX
Buganb npoanaiizoBano “‘Deutsche Ukraine-Zeitung” (1942—44),
“Deutsche Bug-Zeitung” (1942—43), “Ukraine Post” (1942—43),
“Soldaten Zeitung der Ukraine” (1941-43).

Maibke y BCiX LMX BUJAHHSIX OMyOJiKOBaHI MY3HWYHI CTaTTi
MOYKHA PO3IITUTH 32 TAKUMU XapaKTCPUCTHKAMH:

— CTaTTi IPO BEIUY HIMEIBKOT MY3HYHOI KYJIBTYPH;

— myOmikauii, mpucBsYeHi YKpaiHChKid My3H4HiH icTopii, 3 mo-
LIYKOM Mapasiesiell Mi>k YKpaiHChKOIO Ta HIMEIIBKOIO KYJIbTYpamu;

— aHOHCHU MaiOyTHIX KOHLEPTIB Ta BUCTYIIIB;
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— peleH3ii Ha MUHYJII KOHIIEPTH (3 0COOIUBUM aKIICHTOM Ha Hi-
MEIbKHX BUKOHABIIIB);

— cTarTi, oNyONiKOBaHi 3 aHTHCEMITCHKOIO METOIO;

— MY3HMYHI IpOrpaMH ONEPHUX TeaTPiB, PiIapMOHiii Ta pauio.

VY 1941-1943 pokax ykpaiHCbKi razeTu peryisipHo myOiikyBa-
JM CTaTTi MPO BUJATHHUX HIMELBKHX KOMIO3UTOpiB, 30Kkpema Mo-
napra, berxosena, Barnepa, bpamca Ta bpyknepa, nesiki 3 sSIKHX
MaJiu IeBHUM 3B’130K 3 YKPATHOIO, 1K, HAIIPUKJIA, HIMEI[bKHI KOM-
nosutop IBan KHopp, sikuii mpoBiB TyT cBoe AuTHHCTBO [13, c. 3].
Yacro nyOmikyBaucs MOPiBHAIBHI CTATTI, Y AKUX aBTOPH IIyKaJu
napa’jesni MK KyJIbTypaMH, K y BUNaaKy 3 Mukomnoto Jlucenkom
Ta oro HaBYaHHAM y Jleinu3bKiii KoHcepBaTopii. MoxxiuBo, ca-
Me ToMy y 1942 pomi, konu OinbLIICTh YKPaiHCBKUX MY3HKaHTIB
BUCTYMAJM 32 MPOBEACHHS YPOUHCTUX KOHIEPTIB, MPUCBIYCHHUX
CTOPIYYIO BiJ IHS HapomkeHHs JluceHka, 1i BUCTYNHU He OynH 3a-
OOpoHeHi 1 BCIISKO BUCBITIIOBaINCS B 0illiliHIN mpeci, aake Horo
NocTaTh He cynepeunia odiuiiiHiil nponaranmi [7, c.1].

OnHa 3 HaWNOMYJSIPHIIIMX HiMEBKOMOBHHUX TazeT ‘“‘Deutsche
Ukraine Zeitung”, mo BuaaBamnacs B JIylibKy, 4acTo MiCTHIIa HOBUHH
npo noaii B HiMeuunHi Ta OKyOBaHMX HALIUCTaMU KpaiHax, TOMI sIK
iHpopmanis npo noxii B Ykpaini Oysia KOpOTKOI0, 34€01IBIIOTO CTO-
cyBaJjacsl MpU3HAYCHHs HIMEIIbKIX MY3MKaHTIB Ha MOCaau B yKpaiH-
CBKHX TeaTpax Ta KoHcepBaTopisix [3]. BaxkiMBo Takok 3a3HaYMTH,
IO CTaTTI MPO HIMEUBKUX KOMIIO3UTOPIB, AKi Oyiau TaKMMHU TOIMY-
JSIPHUMH B YKPaiHOMOBHUX BUAAHHSX, (aKTHUHO Oy/IM BiACYTHI Ha
CTOpIHKaX HIMEUIBKHX Ta3€eT, IO CBIAYMTH MPO 30BCIM Pi3HY POJb
Mponarany AJis pi3HUX BEPCTB HacEIEeHHs. SIKIO 7151 OKYTIOBaHUX
TEpUTOPii OyJI0 BayKIMBO MOCTIHHO MiATPUMYBATH ‘BHCOKHUHN PiBEHb
HIMELBKOI KyJIbTypH”, TO JUIs HIMELIBKHUX COJAATIB iH(popmallis, 1o
nozaBanacs, mMaja Oibllie pPO3BaKaJbHUH Ta 3acCMOKIMIMBHN Xa-
paxtep. Kpim Toro, odiniiina mponarania HajaBaia IPOCBITHULIBKI
CTaTTi PO KOHLIEPTHI MIPOrpaMu Ta HIMEIBKUX KOMITO3UTOPIB.

INounnaroun 3 1941 poky, crarti, mpucestueni goai Momaprta abo
Horo 1oBiselo, MyOIiKyBaJlInCs TOCUTh aKTHBHO, TOAI SIK CTAaTTi PO
Barnepa ta bpamca 3yctpivanucs pigme [12, apk. 3]. Onnak, nouu-
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Hatoud 3 1942 poky, BEKTOp 3MiHIOETHCS, KIIBKICTh CTaTel, IPUCBS-
YeHHX M, a TAKOXK JKHUTTIO 1 TBOpUOCTi beTxoBena, pizko 3pocrae, 1 1i
MOKa3HUKH 30epiranucs 1o cepenunu 1943 poky [9, apk. 4; 10, apk. 4].

[IpoTe 3BepHEHHS [0 OMUCY KYJIBTYpPH CIiJ BBaXaTH ‘‘Ciporo”
MpOMaralor, TOIi SIK MPOSB ‘““dOpPHOI” TpoMNaraHay BTUTIOBaBCS Y
CTaTTsX, SKi MaJi BiIBEPTO aHTUCEMITChKH XapakTep. Ha mymKy ic-
topuka FOpis JleBuenka, Taki cTarTi Oyny BUKJIIOYHO IPUMYCOBHMU
3 OOKy HAIMCTCBKOTO PEeXHMY, 00 came MmyOJIiKallisi TAKUX TEKCTiB,
SIKI BIZIBEPTO 3HEBAXKAJIHU JIFOJICH €BPEUCHKOTO MOXOKEHHS Ta OlJib-
LIOBHKIB, JTO3BOJISUIA JESIKUM YKpPalHCHKHM Ta3eTaM MpPOJOBKYBAaTH
CBOIO POOOTY, a MOAEKYIH i MyOmiKyBaTH TEKCTH, SIKi Maiu Oiblie
BiZTHOLIEHHS 10 YKpaiHChKOI TEeMAaTHKH, HiXK JI0 TpOIaraHid HalucT-
cbkoi imeomnorii [6, c. 208]. Tak 3Banuil “OanaHc” npykoBaHOI MpO-
OyKLii He 3aBKH CIIPallbOBYBaB, HU3Ka BUIAaHb, CTBOPEHHX Y Mepioa
MiX IBOMA peXXUMaMH (3 J1ita 10 KiHis 1941 poky), IpUIHHUINA CBOE
icHyBaHHs y 1942 poii, OCKiTbKH HAIUCTCHKI BTN MpONaraHau
BBAKaJIM iXHIO POOOTY HIKiATUBOIO 1 TAKOO, IO CHPHSUIIA 3MillHEH-
HIO 171e1 He3aJeXHOCTI YKpaiHChbKOro Hapody. 3a3BUYail CcTaTTi aH-
THUCEMITCHKOI TEMAaTHKH CTOCYBAJHCS POOOTH €BPEiB y MY3HUHUX
IIKOJIaX, OCOOIMBO SIKIIO0 BOHM 3aiiMaJIi MEBHI OCaAH 10 BIHH, a00
3aCy/P)KeHHsI MUTLIB, SIKi HE BiJIIOBIJaJIM HALIUCTCHKUM CTaHJapTaM.

He meHm BaxnuBuM € TO# (akT, 1m0 yKpaiHOMOBHI BHIAHHS
HE MOLIMPIOBAIN IIKUPOKO iH(OPMALIiIO PO AiSTBHICTH HIMELIBKHX
BilICBKOBHX OPKECTPIiB, TOJ1 K y HIMELIbKO-yKpaiHChKil ra3eTi mpo
poOOTY MiNITApHUX OPKECTPIB MOBIIOMIISIOCS JOCUTh MIUPOKO [4,
c. 3]. Yrim Bunaaku po30ikHOCTEH y mozpaHiil iHdopmamii nuie
i ACHITIOIOTH IYMKY IPO T€, 1110 My3HYHa MPOIarania yMOBHO pO3-
Jijs1a Mo3MILil OKYMaHTIB Ta OKYIIOBaHUX. SICKpaBUM MPHUKIAIOM
€ IMPOKe BUCBITIEHHs mpem’epu onepu berxosena “dimenio” B
[onTasi, eAMHOT TOCTAHOBKY I1i€l onepu mij 4yac okynarii. Came
TOJi, KOJIM yKPaiHOMOBHI BHUJaHHS OMHCYBaJIH KPOIITKY poOOTYy
HIMEIBKOTO pekrcepa Ta My3UKaHTiB, TO HIMEIILKOMOBHI MiCTHUITN
HEBEJIMKY 3TaJKy Mpo BHCTaBY, ajie HE MOBI1IOMIISIIN Hi iM’ pexu-
cepa, Hi iHIKX MoAPOoOULb, THM CAMUM B ACSKUX BHIAJIKaX JEMOH-
CTPYIOUU HE BXKJIUBICTh LI€T TOMAIT IJIsT HIMIIIB.
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Sxmo pemakiuii Maiike MOBHICTIO HaJieXXalld HIMELBKOMY KO-
MaHAYBaHHIO, TO JI0 HAIMCAHHS CTaTeH, KO WILTOCS Mpo myoJTi-
KaIlito B HIMEI[bKOMOBHIH mpeci, 37e01IbII0ro 3a1y4aliucs MicIeBi
KOPECIIOHIEHTH 200 HiIMELbK1 )KYypHaIiCTH.

Cepen ykpaiHCbKUX aBTOpiB cTaTTi nucanu bopuc Kynpuk, Ba-
ciiib bapsincekuii Ta Bomogumup Oronesens. OnHak OibIIICTh
nmyOJiKaliid BiIOMUX aBTOPiB — Iie peueH3ii. Marepianu, siki Oy-
JY TIOB’SI3aH1 3 BIIKPUTOIO MPOMAraHAol0, 4acTo APYKyBajucs 3
iHimaxaMu ado AUBHUMHM migmucamu Ha kiradat “Coimar Bimm
Mumniar” [8, c. 4]. Sk Hacminok, 6araTo aBTOpiB CYTO IpomaraH-
JUCTCHKUX CTATEeH 3aJIMIIAINCs MaiKe HeB1IOMUMHU.

BinpmicTs HIMEUBKHX BUAAHb, IO MyOJiKyBald CTAaTTi MPO
YKpalHCbKe KYJBTYPHE >KUTTS, NPUIHUHUIN BUXIA TiCHs JUMHS
1943 poky, ane ykpaiHOMOBHI BHJAHHS MPOAOBKYBAJIH CBOIO PO-
00Ty 3 My3HYHOI IIpONaran v MaixKe J0 KiHI[s OKyTaIlil B )KOBTHI
1944 poky.
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Research into World War II reveals several key themes that re-
quire special attention, one of which is the role of propaganda in
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music. Ukraine, under Nazi rule, was no exception. Propaganda in-
fluenced both civilian and military life, and during the occupation, it
operated through three main ideological channels: the promotion of
Ukrainian independence fighters, Soviet propaganda (spread by par-
tisans in occupied territories and openly across the Soviet rear), and
Nazi propaganda (both within occupied Ukraine and in Germany).

As musicologist Annegret Fauser argues, propaganda during
World War II was distinct due to the use of cutting-edge technolo-
gies such as radio and film [1, p.10]. However, this study focuses
on the third key medium — print media (Department 1V), specifi-
cally Nazi propaganda in the realm of music. Newspapers played
a crucial role, as they remained the primary source of information
with a readership exceeding that of radio audiences. This gave them
the potential to influence a broader audience — at least in theory.
However, as historian Ulrike Weckel points out, it was impossible
to fully control what people actually read [11, pp. 10, 12].

Nevertheless, nearly all print publications included a section on
cultural events.

A comprehensive study of the press during the Nazi occupa-
tion began in Ukraine only in the 2000s. While some articles have
explored music propaganda, they primarily focus on specific cit-
ies rather than the entire occupied territory [14, p.146]. According
to research, there were approximately 47 Ukrainian-language and
12 German-language publications during the occupation [5, p.203].
The latter were mainly intended for soldiers and so-called Volks-
deutsche, but both were strictly censored. The exact number of pub-
lications remains uncertain.

This study examines Ukrainian-language newspapers, includ-
ing Lvivski Visti (1941-44), Nashi Dni (Lviv) (1941-43), Holos Voly-
ni (1941-43), Ukrainskyi Holos (Proskuriv) (1941-43), Krakivski
Visti (1940-45), Dnipropetrovska Gazeta (1941-43), Holos Pol-
tavshchyny (1941-43), Nova Ukraina (Kharkiv) (1942—43), Vinnyts-
ki Visti (1941-43), Zolotoniski Visti (1942—43), Nove Zaporizhzhia
(1941-43), Nove Ukrainske Slovo (Kyiv) (1941-43), Odeska Gaze-
ta (1941-44), Donetskyi Vestnik (1941-43), Mariupolska Gazeta
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(1941-43), Vidbudova (Kostiantynivka) (1942—43), and others. The
German-language publications analyzed include Deutsche Ukrai-
ne-Zeitung (1942—44), Deutsche Bug-Zeitung (1942-43), Ukraine
Post (1942—43), and Soldaten Zeitung der Ukraine (1941—43).

Music-related articles in these publications generally fall into
the following categories:

* Articles praising the superiority of German musical culture.

* Publications on Ukrainian musical history, often drawing par-
allels between Ukrainian and German traditions.

* Announcements of upcoming concerts and performances.

* Reviews of past concerts, with particular emphasis on German
performers.

* Articles promoting anti-Semitic narratives.

* Music programs from opera houses, philharmonics, and radio
broadcasts.

Between 1941 and 1943, Ukrainian newspapers regularly pub-
lished articles about prominent German composers, including Mo-
zart, Beethoven, Wagner, Brahms, and Bruckner. Some of them had
connections to Ukraine — for instance, the German composer [van
Knorr, who spent his childhood there [13, p.3]. Comparative articles
were also common, drawing cultural parallels, such as Mykola Ly-
senko’s studies at the Leipzig Conservatory. This may explain why,
in 1942, when most Ukrainian musicians supported holding com-
memorative concerts for Lysenko’s centenary, these performances
were not banned. Instead, they received significant coverage in the
official press, as Lysenko’s legacy did not contradict Nazi propa-
ganda [7, p.1].

One of the most widely read German-language newspapers,
Deutsche Ukraine Zeitung, published in Lutsk, frequently featured
news about events in Germany and other Nazi-occupied countries.
However, its coverage of Ukraine was minimal, mostly limited to
announcements about German musicians being appointed to posi-
tions in local theaters and conservatories [3].

Notably, while Ukrainian-language newspapers frequently
published articles on German composers, such content was almost
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entirely absent from German-language publications. This suggests
that propaganda served different purposes for different audiences.
In occupied territories, the focus was on reinforcing the high stan-
dard of German culture, whereas for German soldiers, news was
primarily entertaining and reassuring. Additionally, official propa-
ganda included educational articles on concert programs and Ger-
man composers.

Among the most common themes were texts glorifying German
composers and musical heritage. From 1941 onward, articles about
Mozart—especially his life story and anniversaries — were widely
published, while pieces on Wagner and Brahms appeared less fre-
quently [12, p.3]. However, in 1942, the trend shifted. The number
of articles on Wagner, Brahms, and Beethoven increased sharply,
maintaining prominence until mid-1943 [9, p.4; 10, p.4].

However, the focus on cultural topics can be classified as grey
propaganda, whereas black propaganda was evident in openly an-
ti-Semitic articles. According to historian Yurii Levchenko, it was
precisely the publication of such texts — vilifying Jews and Bolshe-
viks — that allowed some Ukrainian newspapers to continue operat-
ing. At times, this even gave them the opportunity to publish content
more relevant to Ukrainian interests than to Nazi ideology [6, p. 208].

The so-called balance in printed materials was not always main-
tained. Several publications founded during the interregnum (from
summer to late 1941) were shut down by 1942, as Nazi propagan-
da authorities deemed their content harmful for fostering ideas of
Ukrainian independence. Anti-Semitic articles often targeted Jew-
ish musicians, particularly those who had held positions in music
schools before the war, or condemned artists who failed to meet
Nazi cultural standards.

Equally significant is the fact that Ukrainian-language newspa-
pers did not widely report on the activities of German military or-
chestras. In contrast, German-Ukrainian publications covered them
extensively [4, p. 3]. Such discrepancies in coverage reinforce the
idea that musical propaganda was strategically tailored to different
audiences — one narrative for the occupiers and another for the
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occupied. A striking example is the extensive coverage of the pre-
miere of Beethoven’s opera Fidelio in Poltava, the only production
of this opera during the occupation. While Ukrainian newspapers
praised the meticulous work of the German director and musicians,
German-language publications mentioned the performance only
briefly, omitting the director’s name and other details — indicating
its relative insignificance for the Germans.

Although editorial offices were largely controlled by the Ger-
man command, local correspondents or German journalists were
typically responsible for writing articles, especially in German-lan-
guage publications.

Among Ukrainian authors, articles by Borys Kudryk, Vasyl
Barvinsky and Wolodymyr Ogolevets are worth mentioning. How-
ever, most of the publications by well-known authors are reviews.
Material that was more connected to open propaganda was often
printed with initials or strange signatures such as “Soldier Willi
Schilling” [8, p. 4]. As a result, many authors of purely propaganda
articles remained largely unknown.

Most German publications related to Ukrainian cultural life
ceased publication after July 1943, but Ukrainian-language publica-
tions continued their work on musical propaganda almost until the
end of the occupation in October 1944.
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NEPIIA CUM®OHIS . KIEBAHOBA: 1O0CBIJ PEKOH-
CTPYKIIII KOMIIO3UTOPCBHKOI'O 3AJTYMY

Knrouosi cnosa: /[mumpo Knebanos, cumgponia Ne 1, babun Ap,
pYyKonuc, pedakyis, opKecmpy6ants, €8peticoKull honbKIop, yKpa-
IHCOLKULL (PONLKIOP, MY3UYHA YUMamd.

[Tin xinens TpaBHs 2024 p. 10 MeHe 3BEPHYJIUCS 3 TPOXaHHAM
neperasHyTd HOoTHI martepianu [lepmoi cumdonii [. Knebanosa
(1907—-1987) i miarotyBaTtu ix J0 BUKOHaHHs B Kueri B KiHIII Be-
pecHst Toro k poky. Ha Toii yac TBip y»e MaB JIeKiJibKka BUKOHAHb,
TOMY s He nepeadayaB BEIMKUX MPOOJEM y BIOPSAKYBaHHI HOT.
Onnak micis IX peTeNnbHOro Meperisiay CTajlo 3pO3yMiJio, 0 Bce
Ha0araro CKJaJHillle, a 3arJMOJICHHS B ICTOPiIO TBOPY JIMIIE TMij-
TBEPIUJIO el BUCHOBOK.

Cumonis Oyna 3aBepuieHa 1945 p. Bona He mae mporpamHoi
Ha3BH, JIUIIIE HATTUC Ha OOKJIaANHII: “‘aM’aTi My4eHUKiB babunoro
Spy npuceauyto”. [lepme BukoHanHs BigOyiocs 28 kBiTHS 1947 p.
B KoHLEPTI CuMdoHiuHOTO OpKecTpy XapKiBchkoi (himapMoHii, 1u-
purent JMuTtpo 3no6iHchkuii (y mporpami 3BydaB Takox [lepmuit
ckpunkoBuii kouuept Kiebanosa, comict Anoibd Jlemmuepknii)*.

0 R
3a3HaueHa B ACSIKHX IyOniKalisx iHma gara — 1946 p. — O4EeBH/IHO, € TOMHIIKOBOIO.
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[Ipo uro moxito 3ragye 4acomuc “3arajJbHOCOIO3HOTO piBHA~ “Co-
BeTcKas My3blka” y No 5 3a 1947 p. [5, c. 112], momarouu naty
npem’epu i ckiaj BukoHaBiiB. Ha Toii wac B CCCP Bxe TpuBa-
JIM 1€0JIOTI4HI KaMIaHii MpOTH JiTepaTopiB, AiA4iB TeaTpy 1 KiHO.
HeBioB3i iXHs XBHIISI IOKOTHIIACS i IO My3UKH: Ha Tioyatky 1948
p. po3noyanacs 60poTh0a 3 Tak 3BaHUM (HOpMaTi3MOM, CKEpOBaHa
MPOTH THX COBETCHKMX KOMIIO3UTOPIB, L0 KOPHCTYBAJHUCS Cydac-
HOIO, SIK Ha TOW NepioA, My3UYHOI0 MOBOIO a00 OyJIu CXWIIBHI O
“ckmagHoro” muceMa. Ilepma cumgonis Knebanosa Burisigana sk
3pa3KoBU “PopManicTUUHHIA TBIp, OTKE, 3aIJIaHOBAH1 MOJAbII
11 BUKOHAHHS B IHIIMX MICTaX CTAJId HEMOXJIMBI. Y JOMHOBIAI HA
[epmomy Bcecoro3HOMY 3’13111 COBETCBKHMX KOMMO3UTOPiB (19-25
kBiTHS 1948 p.) Anapiit Lrtorapenko nopikae KnebaHoBy 3a “He-
nogosiaHi popMaicCTUYHI TOMUIIKK’, HaBOAAYM mpukiaang — llep-
ury cuM@oHiro, “B SKil HEBipHO BinoOpaxkeHa Tparenis badbunoro
Spy” [4, c. 65].

Yr1im y 1948 p. nns KnebanoBa Bce 00MEXKMIIOCS JIUIIE IUMHU
nokopamu. BiH BucTymasB i3 po3nororo AonoBiaaw Ha Tomy x llep-
1IoMy 3’1311 KOMIIO3UTOPiB — PO3Ka3yBaB Mo 3400y TKH XapKiB’siH,
3aK/IMKaB 3BEPTATH Ha HUX Oinbme ysaru [4, c. 272-275]*. Voro
HaBiTh 00paiy (PaKTUYHO MPU3HAYMIIN) OYITBHUKOM XapKiBChKOT
opranizauii CHijKu 3aMicTh YCYHEHOTO MONEPEeIHBOr0 O4iIbHUKA-
“bopmanicra” Banentuna bopucosa®. HeBno3i — y 1949-my —
CTaNo 3po3yMisNo, AN 4oro Oyno 3poOjeHo Ie MpU3HAYCHHS.
Po3nouanacs xammaHnisi 60poThOM 3 “KOCMOIIONIITU3MOM”, IO Ma-
Ja BiBEPTO AaHTUCEMITChbKe crupsiMyBaHHs. Temep, xonu Kieba-
HOB MaB HE JIMIIE aBTOPUTET BiIOMOT0 i YCHIIIHOTO YKPaiHCHKOT'O
KOMIIO3UTOPa, a i odiliiiHy mocady, HOro po3BiHYyBaHHS BHUIJIS-
naso Habararo edextHime. Y Kuesi i XapkoBi BinOynucs BETHKi
300pu Crinku KoMo3uTopiB Ykpainu, ae Knebanosa 3Hsiu 3 mo-
ca/IM TOJIOBU IpaBiiHHs XapKiBcbKoi opranizamii i 3acyauiau Horo
MY3HUKY, 3HAHIIOBILIHU Y Hif 0JHOYACHO “OyprKya3HUH HallioHATI3M”
41

IpumiTHO, 10 Ha HBOMY 3’1371 “opmarnicTam” HaaBaIK CIOBO JIHIIE /IS BU3HAHHS BIACHUX
TOMWJIOK 1 KasiTTs.

42 AV -~ . .
“KoHTpoBepCiitHiCTB” 1i€l 3aMiHH, OUEBHIHO, MAJIO KOTO TOAI IikaBmIa, apke [, KnebaHoB mpaiioBas y
s

3HAYHO “‘DOpMaiCTHUHINII™ CTHITIICTHIL, HiX LIIJTKOM ITOMipKOBaHMiA (Ha Toi Yac) conpeanict B. Bopucos.
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1 “xocmomnoiitusm™. T'ooBHUM “pedoBuM noka3om” mpotu Kie-
OanoBa Oyna sikpa3 Horo cumdonis. O4eBHIHO, NMOAIl THX POKiB
CTaJH AJI1 KOMIIO3UTOpa HACTIIBKHM TPaBMAaTHYHUM JIOCBIZIOM, IO
BiH 10 KiHIISI )KUTTSI HE JO3BOJISIB BUKOHAHHS LHOTO TBOpY. [licis
Horo cMepTi aBTOPCHKUH pyKOMHUC OMMHUBCS B MOCKBI, KyIu Tiepe-
ixaB cuH Kommno3uTtopa fOpiii. B Ykpaini B 6i0mioTeni XapkiBcbkoi
¢inii Crijakyu KOMIO3UTOPIB 3aJIMIIMIIACS KOIIisl, 3p00JIeHa HeBilo-
MUM IIepenucyBadeM, O4eBUIHO, Al BUKOHaHHs cuM(oHii B Kuesi
HepxaBHUM cUM(OHIYHUM OpKeCTpOM YKpaiHW MiJl KepyBaHHSIM
Irops baaxkoBa y 1990 p. Lls x xomiss BUKOPUCTOBYBaJacs i mix
Yyac HaCTYTHOTO BUKOHAaHHS ciM(OHIT B XapKOBI CHJIAaMHU OPKECTPY
XHVYM nix opynoro laniko [ManTamkana.

Came 1151 Komisi TapTUTYPH (Ha3BiMo 1i “komie0-1990”) onuHu-
MOMITHB, IO KOIIisl PSICHIE€ TTOMHJIKAMH MaJio He Ha KOXHil cTOpiH-
ui. Jleski 3 HUX — HaNpHUKJaa, IPONyIleHi 3HaKH anpTeparii abo
HEMpPaBUJIbHI HOTH — MOXHa OyJi0 OM BUIIPAaBUTH 32 aHAJIOTIEIO 3
IHIIMMHM TapTisiMU, 10 yOIIoBaiy MEBHY JiHil0. B iHIIMX BUMA-
KaX — KOJIH OpKecTpoBe qyOnroBanHs OyJio BiAcyTHE abo Hiocs
PO MPOMYyLIeHi AWHAMIYHI UM apTUKYJISILIIHI MO3HAYKH — pena-
ryBaHHS BUMaraio 0 peKOHCTPYKIIii. PykomnucHi opkecTpoBi napTii,
BUTOTOBJICH] 3a KOMi€0-1990 3 4acTKOBUM BUKOPHCTAHHSIM CTapHX
MapTiid, 3a SKUMH Tpajid IpeM’epy, Oyau B )KaxJIMBOMY CTaHi, 3a
HUMU HaBpsA 9YM MOXKHa Oyyno O BUKOHYBAaTH TBIp CHOTOIHI, a TO-
JIOBHE — BOHM MICTHJIM BCl MOMHJIKH KoOImii-1990 i HOBI, sIK1 HEO-
JIMiHHO MOCTAIOTh IPU PYYHOMY MEPENUCYBaHHI HOT 1 HOTPeOyIOTh
peTtenbHOro BUmpasieHHs. CTajo 3pO3yMiJIo, IO HEOOXigHO Y
BKpail CTUCIHI TEPMiHU — MPOTITOM TPHOX JITHIX MicsLiB — BiJl-
penaryBatu IOBOJIi OOCSKHY HapTUTYpy AJISA BEIUYE3HOTO OpKe-
crpy (komisi-1990 HamiuyBana 360 CTOPIHOK) i MiATOTYBaTH BCi
HOTHI MaTepiain 3aHOBO.

Ha macrs, Bxe Ha moyatky mita B 0i0mioreni XapKiBChKOTO
YHIBEpPCUTETY MHCTELTB BUIAJAKOBO 3HAWIUIM LI ONHY, CTApilly

43 . .. . .
Cawme i 3BHHYBa4YCHHs BUCYHYB Ha 300pax KHIBChKHIA My3HKo3HaBelb Banepian JJosxkenko (1905—
1995), BoueBH Ib, HE PO3YyMIIOYH 3HAYCHHS [IUX HPOTHICKHHX 332 CMUCIIOM MOHATH (JuB. [2]).
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pykonucHy komito cuMmdonii. Hazpimo ii “xomisi-1946”. Bona Bu-
SIBUJIacs HA0araTo TOYHIIIO, HiX Komisf-1990, i Oyna mepesipeHa
aBTOPOM — TIPO LI KPAaCHOMOBHO CBIIUWJIM CIiAH KOPEKTYpH. A
11e TPOXH Mi3Hille 51 oTpuMaB Bif oHyKiB J]. KneGanoBa ¢oTokomito
ABTOPCHKOTO OpHUTiHANY NapTUTypu. TakuM YHWHOM, BXKe Y Ipyrii
nojoBuHi uepBHsi 2024 p. B MOEMY PO3MOPSAKEHH] OyJI0 TOCTaTHBO
JOCTOBIPHMX JIXKEPeI IJIsl AKICHOT MiATOTOBKY HOT JJIs1 BUKOHAHHSI.

Amnani3 gk (oTokorii pykonucy, Tak i komii-1946 nokasas, 1o
KOMITO3UTOP MPOAOBKYBAB MPaLIOBATH HAJ MAPTUTYPOIO MiJl Yac
peneruuii 1947 p., a MOXKIUBO, 1 micis mpeM’epu. O0uIBa Kepena
MICTSTh YMMAJIO TMOMPABOK, 3pOOJICHUX OJIIBLSIMH 1 YOPHUIIOM Pi3-
HOTO KOJIbOPY. 3MiHM 1 JOMOBHEHHSI MEPEBaKHO CTOCYBAJIUCS Op-
KECTPYBaHHS ¥ apTUKYISIIHHUX MWTPUXiB. 3a HUMH NOMPaBKaMH
BUJTHO, SIK KOMIIO3UTOP BJOCKOHAJIOBAB Ti UM T1 OPKECTPOBI AeTai,
pOOUB THCTPYMEHTYBaHHS 37€OINBIIOT0 JETIIUM i BHPA3HIIINM,
3HIMaB HEMOTPiOHI NyOIIOBaHHS, aje 4acoM YUIUIbHIOBAaB (akTy-
pY, MiAKpECIOYH MPOBiHY JiHi0. Ha mpoMy *k eTami cyTTEBO
3pOCII0 BUKOPUCTAHHS MOJIi JUHAMIKH — OZHOYACHE 3aCTOCYBaHHS
PI3HUX IMHAMIYHMX MO3HAYOK y PiI3HUX IHCTPYMEHTIB, IO B IiJI0-
My IpUTaMaHHe [IboMY TBOpOBi. L{ikaBo, 1110 monpaBku, 3po0JeHi B
pykonucy i B komii-1946, xoua if He cynepeyarb OJHi1 OHUM, BCE K
HeineHTraHi. OTXe, Yy ASIKUX BUNAIKaX MEHI JJOBOJUIIOCS POOUTH
BUOIp Ha KOPUCTH OAHOTO 3 JKeped. YnMano CTOPIHOK SIK PyKOIH-
Cy, TaK i korii-1946 He 30BCiM CX0Ki Ha 3BUYHUH JJ151 HAC YNCTOBHK,
00, KpiM 3aKpeciieHb 1 JOMUCOK, MICTATh CKOPOYEHHS, OiJIbIle MpH-
TaMaHH1 YepHeTIi (0COOIMBO B TOMY, IO CTOCYETHCS OPKECTPOBUX
nyOiroBaHb ad0 MW MOBTOPax TaKTiB i ABOTAKTiB). Bci wi ckopo-
YEHHS HAJIEXKaJI0 PO3KPUTH.

SlcHa piy, 51 BpaxyBaB MepeBakHy OUBIIICTH ABTOPCHKUX MO pa-
BOK. YTiM, pO3MIPKOBYIOUH HaJ| KiJIbKOMa KyMIopaMHu y (iHai, 1o
ix 3ampononyBaB OyB aBTOp, 5 1IHIIOB BUCHOBKY, IIO Ii KYITIOPH T10-
CTaJIi HEe BHACIIJOK MONEpPeIHIX KOMIIO3UTOPCHKUX MPOPaxyHKiB y
noOy0Bi (hopmu, a yepes Te, o (iHaJ TBOPY, MOIIOHO 10 OETXOBEH-
cbkoro ¢inany [lep’stoi cumdonii (3 axum y KinebaHoa 3Haxoaumo
BaXJINBI 1, 1032 CYMHIBOM, YCBIZOMJICHI CMHUCIIOBI H CTPYKTYypHi
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Meperykn), CTaBUTh Nepel BUKOHABISIMHM CKIIAIHE 3aBJAHHS: Iie-
penatu IUTICHICTh 1 QopMasibHy JOBEpIIEHICTh TaM, JIe BiJCYTHi
TUNoBi cuM@oHiuHi Gopmu. Sk Bimomo, neski po3ainu ¢inamy 6er-
XOBEHCBKOI JIeB’SITOT BiATBOPIOIOTH 1HCTPYMEHTAIBHUMH 3aC00aMu
ySBHY KBa3iCIOXKETHY CLEHY. 3BiACH iXHS CTpOKaTicTh 1 HIOMTO He-
3aBEPILUCHITH, @ KOMIIO3UI[II{HA POJIb LUX PO3ALIIB CTAE 3pO3yMiJIOIO,
JIUILE KOJH MPO3BYUUTH ycsi cuMoHis. [llock moxidue € 1y dinani
KiniebanoBoro tBopy. MOXJIMBO, Mepili BUKOHABII HE 30BCIM BIIO-
paJtncst 3i cripaB/i CKJIaJIHUM 3aBIaHHSM — HE BTPATHTU MOCEPEN
CTPOKATOr0 MHOXMHHOTO TeMaTU3My BiZUyTTsI CUM(OHIUHOI Lijic-
HOCTi. 32 TaKUX YMOB KOMIIO3HUTOP MiI' 3aCyMHIBaTHCS, Y1 He OyB
BiH y (hiHaui 3aHaqHO OaraTocaiBHUM. L{UM 1 MOKHA MOSICHUTH HOTO
cnpoOy aemo ckopotuty ¢inan. Ha Moo 1yMKy, HBOTO HE Ciij po-
OutH, 00 iHAKIIEe BTPA4YalOTHCSl BEJIbMH BHUPA3Hi, CMUCIOBO i KOM-
MO3ULIHHO BayknuBi po3ninu. Bukonanus Cumdonii y 2024 p. mig
opyznoto Bononumupa Cipenka 10Beno, IO LiTICHOCTI MOXKHa J0-
CSTHYTH CYyTO BUKOHAaBCHKMMH 3aC00aMH, HE BAAIOUHCH JI0 KYTIIOP.
Ile opniero mpobnemoro ctana norpeda yHidikamii mTpUxiB y
MOYaTKOBiH TeMi ApYyroi YacTHUHH, 10 HaJaJli He pa3 MOBTOPIOETHCS
MOTYXHUM 0araTOOKTaBHUM YHICOHOM CTPYHHHX 1 TyxoBux. Oue-
BUJHO, HIIJIOCS PO MOEIHAHHS apTHKYJSALIHHOI 4iTKOCTI piBHHX
BICIMOK TeMH 13 BUpa3HUM (pa3yBaHHSIM. 3apagd LBOTO KOMIIO-
3UTOp BKa3ye pi3Hi IITPUXHU B OAHOYACCI — EHepriiine détaché y
CTpyHHUX 1 legato y nyxoBux*. V 11iif e Temi He B yCiX mapTiax
MPOCTaBJICHI aKUEHTH (y TOMY YHCHi Ha CIa0KUX JOJSX), 0 Ma-
I0Th TYT BEJMKE BHPA30BE 3HAYEHHS — MPOMaJbOBYIOTh OKpEMY
“pUTMIYHY JiHIIO”, SIKa CYyTTEBO yPi3HOMAHITHIOE OCTUHATHHUH pyX
BiciMkamu. Penetuiii nepes BukoHanusm 2024 p. mokasamu, 1o B
LbOMY BUTAAKY ies “BEPTHKAIBHOTO IITPUXOBOTO i aKLEHTHOTO
PI3HOMAHITTA” peasibHO HE MpPAaLIo€, a JHILIE 3MEHIIYE YIiTKICTh 1
SCKpaBiCTh 3ByYaHHs, IO MpUTaMaHHi Ui Temi. Tomy mMu pazom

44 . . . .
MO)I(J'”/IBO, TYT, SIK 1 B ICAKHX THIIUX MICIIAX TBOPY, ajlacsd B3HAKHU CTapa TpaJaulllsa Y)KUBaHHSA

JIT, 1[0 MaJIM He CTUIBKM IITPUXOBE 3HAYEHHS, CKIIbKH CyTO (ypasyBaibHe, a pasa, sicHa pid, Mora
BHKOHYBATHCA I yciMa “HOH-JIETAaTHUMH ITPHXaMH Bi/ITIOBITHO JI0 XapakTepy My3uKH. Peanbruii
KiHIIeBHiT BUOip a00 PO3MOiN MTPHUXiB HAJIEKANIO 3pOONTH BUKOHABIEBI. Sk Bizomo, y XX cropiddi
3100yna niepeBary iHIa MpakTHKa, KOJIX JIira Mo3Hayae came ITPHX.
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3 IUPUTEHTOM BUPIIINIHU yHI(IKYBaTH B Hill K IITPUXH, TaK 1 aK-
LEHTH, 11100 HEe 3MEHIIUTH BUPA3HICTh BiAMOBIIHUX PO3IiTIiB.
[epma cumdonis 1. Knebanora — TBip 3a 6ararbMa 03HaKaMu
yHiKanbHH 1715 yKpaiHchKoi My3uku. Moro mepii ciayxadi momi-
TUJU €BpEHChbKe JKepeno Temarusmy. IIpo me roBopuiu ii rope-
kpuTuku cumponii y 1948-49 pp., ue Bigmivanocs i B myOmikamisax
OCTaHHIX AecsaTupidy. X0d SK JUBHO, ajie JO0CI Maike HIXTO HE I0-
MITHUB YKpaiHCHKUX (OIBKIOPHUX JKEpes TBOPY: MpO Le 3raay-
10Tb e Onena 3inpkeBud [3] Ta Irop biaxkkos, octanHil — y
MAaIIMHOMHUCHIHM aHOTanii 1o KoHuepty 1990 p. — mepmoro mics
COpOKaTpHpiuHOi mepepBH BUKOHaHHS TBOpY [l]. OmgHak ykpain-
CBbKi JIKepena TeMaTU3My CUMQOHII HiJIKOM OYEeBHIHI IJIs1 KOXKHO-
ro, XTO 3HailoMuil 3 yKpaiHChbKUM (honbkiopoM. Jlociigaukam mie
HaJICKUTH 3’ICYBaTH, SIKi came €BPEHChbKi i yKpalHChbKi HapomHi i
JiTypriitai Menonii Haguxanu kommosutopa®. OmHaK BKe ChbOTOA-
Hi HeMae CyMHIBY, IO Mepel HaMU PiAKICHUHN JUisl HAmoi My3u-
KM 3pa30K OpraHiyHOro NO€AHAHHS 1 TICHOTO MeperIeTeHHs! IBOX
(ONBKIOPHUX CTUXIH, MEPEOCMHUCICHUX Ha IPYHTI €BPOMEHCHKOT
cuMmdoniuHoi Tpagunii. Ha ocHOBI mboro MokHa CTBEpIKYBAaTH,
mo Ilepma cumdonis Knebanosa ne nume nepenae tparexito ba-
Ounoro flpy, a i BUXOAUTH HA PiBEHb BUCOKOT'O y3arajlbHEHHS —
BTLJIIO€ TyXOBHY BEJINY €BPEHUCHKOTO i yKpPaiHCHKOTO HapOIiB.
[Hma BakmuBa puca TBOPY, TaK CaMO YHIKadbHa JJIsl HAIIOl
KyJIbTypU, — 1€ HaCHYEHICTh NPSMUMHU a00 MPHUXOBAHUMH IH-
TaTaMH 3 KJIACHYHOI MYy3HKH — miepeaycim 3 berxoena, bpykne-
pa, Manepa. KneGaHoB BUOYIOBY€E po3rajyKeHy CUCTEMY LUTaT,
KOKHA 3 IKUX BUKOHY€E CBOIO POJIb Y MOHYMEHTAIbHIM CMUCIIOBIH
KOHCTPYKILIi. Y 1pOMYy BiH OyB NEpLIONPOXiALEeM 1 BHIEPEIUB
PO3BHTOK MY3MYHOI'O MHCTELTBA Ha JEKiJIbKa JECATHIIITh, aJkKe
cHUcTeMHa po0oTa i3 3amo3MYeHUM MaTepianoMm, SIK 1 TeXHiKa Ko-
naxxy — ue Haxoanus aBanrapay 1960-x pp. (JI. bepio, M. Karens,
A. Hlnitke, K. llTokray3zeH). ¥ mogaibliux IOCIIKCHHSIX Bap-

45 . . . « . .

Henoumyri sragku B. Jloxenka npo Hi6nTo BuKkoprcTaHi KiebaHoBHM “pHTyainbHi 00psay JaBHBOT
TManecturn” [2], sicHa piy, He MOXKHA PO3IIISIATH CEPHO3HO. AJKE MU HE 3HAEMO, SIK 3Bydalia €Bpelchka
My3HKa J[Ba TUCAYOMITTS ToMy. ITiceHHMH, epeBakHO KBaipaTHOI OynoBn Tematn3M CuMQoHii BoueBnIb
Mae Habararo Ii3HiIe MOXOKEHHS.
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TO 1I€HTU(]IKYBaTH UUTATH, 1O iX yxuB KiebGaHoB, 1 cipolyBatu
MOSICHUTH 1XHIM cMucia, 0a3ylodrch nepeayciM Ha My3ulli TBOPY i
TOMY KYJIBTYPHOMY i ICTOPHYHOMY KOHTEKCTI, y SIKOMY BiH [TOCTaB.
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In late May 2024, I was invited to revise the sheet music for
Dmytro Klebanov’s First Symphony and prepare it for a perfor-
mance in Kyiv at the end of September. Since the work had already

— 317 —



Cuna mucmeymea: My3uyHi, meampaibHi ma MUCMeymeosHasyi apmuK)iAyii

been performed multiple times, I initially expected only minor ad-
justments to the score and orchestral parts. However, a thorough
review quickly revealed a far more complex task, and my research
into the symphony’s history only reinforced this realization.
Completed in 1945, the symphony bears no programmatic title—
only a dedication on the cover: “To the memory of the martyrs of
Babyn Yar.” The premiere took place on April 28, 1947, in a concert
by the Kharkiv Philharmonic Symphony Orchestra, conducted by
Dmytro Zlobinsky. The program also featured Klebanov’s First Vio-
lin Concerto, performed by soloist Adolf Leshchynsky*®. This event
was documented in the all-Union magazine Sovietskaya Muzyka
(Issue 5, 1947) [5, p. 112], which provided the premiere date and con-
cert program. By that time, ideological campaigns against writers,
theater, and film artists were already underway in the USSR. Soon,
these purges extended to music: in early 1948, the fight against
so-called formalism erupted, targeting Soviet composers who em-
braced contemporary musical language or favored complex writing.
Klebanov’s First Symphony was deemed a prime example of
formalism, making further performances in other cities impossible.
At the First All-Union Congress of Soviet Composers (April 19-25,
1948), Andriy Shtoharenko criticized Klebanov for his “unconquer-
able formalist mistakes”, specifically citing the First Symphony as
an improper reflection of the tragedy of Babyn Yar [2, p. 65].
However, in 1948, the criticism of Klebanov did not escalate be-
yond these reproaches. At the same congress, he delivered an exten-
sive report on the achievements of Kharkiv composers, urging greater
recognition of their work [2, p. 272-275]". He was even elected —
though in reality, appointed — as head of the Kharkiv branch of the
Composers’ Union, replacing his predecessor, the “formalist” Valen-
tyn Borysov, who had been dismissed. By 1949, the reason behind this
appointment became clear. A new campaign against “‘cosmopolitan-
ism” had begun — one that was overtly anti-Semitic.With Klebanov

46 The other date, 1946, mentioned in some publications, is obviously erroneous.

47 It is noteworthy that at this congress, the “formalists” were given the floor only to admit their
mistakes and repent.
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now holding both the prestige of a successful Ukrainian composer
and an official leadership position, his denunciation carried greater
impact. Large meetings of the Union of Composers of Ukraine were
held in Kyiv and Kharkiv, where he was stripped of his chairman-
ship and his music was condemned, accused of harboring both “bour-
geois nationalism” and “cosmopolitanism.”®. The primary “evidence
of guilt” against Klebanov was his symphony. It seems the events of
those years were so traumatic for him that he never allowed the work
to be performed again during his lifetime. After his death, the original
manuscript ended up in Moscow, where the composer’s son, Yury,
had moved. In Ukraine, a copy—made by an unknown copyist, likely
for a 1990 performance in Kyiv by the State Symphony Orchestra of
Ukraine under Thor Blazhkov — remains in the library of the Kharkiv
branch of the Composers’ Union. This same copy was later used for
another performance in Kharkiv by the Kharkiv National University
of Arts Orchestra, conducted by Shaliko Paltajan.

It was this copy of the score — let’s call it the /990 copy — that |
encountered in May 2024. As I examined it, I quickly noticed errors
on nearly every page. Some, such as missing accidentals or incor-
rect notes, could be corrected by comparing them to other instru-
mental lines that duplicated the passage. However, in cases where
there was no orchestral doubling or where dynamic and articulation
markings were missing, editing required reconstruction.

The handwritten orchestral parts, derived from the 7990 copy
with partial use of the original materials from the premiere, were in
extremely poor condition — virtually unusable for a modern perfor-
mance. More importantly, they contained all the errors of the 7990
copy along with new ones that inevitably arose during manual prepara-
tion. It became clear that I would have to edit the substantial score for a
large orchestra (the 1990 copy spanned 360 pages) and prepare all per-
formance materials from scratch — within just three summer months.

Fortunately, at the beginning of the summer, another, older
manuscript copy of the symphony was accidentally discovered in

48 These were the accusations made at the meeting by the Kyiv musicologist Valerian Dovzhenko (1905-
1995), who apparently did not understand the meaning of these opposite concepts (see [4]).
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the library of the Kharkiv University of Arts. We will refer to it as
the 7946 copy. This version proved far more accurate than the 7990
copy and bore signs of the composer’s own proofreading — visible
corrections in his handwriting attested to this. A little later, I also
received a photocopy of the original manuscript from Klebanov’s
grandchildren. By mid-June 2024, I had gathered enough reliable
sources to reconstruct the score and orchestral parts.

Analysis of both the original manuscript and the 7946 copy re-
vealed that Klebanov had continued refining the score during re-
hearsals in 1947 and possibly even after the premiere. Both sources
contained numerous corrections made in different colors of pencil
and ink. Most of these revisions affected orchestration and articula-
tion. They showed how the composer fine-tuned orchestral details,
making the instrumentation generally lighter and more expressive,
eliminating redundant doublings, and occasionally thickening tex-
tures to highlight the main melodic line.

A notable feature of these revisions was an increased use of
polydynamics — simultaneous dynamic markings for different in-
struments — an approach characteristic of this symphony. Interest-
ingly, while the corrections in the manuscript and the 7946 copy
did not contradict each other, they were not identical, forcing me
to make editorial decisions about which version to follow. Addi-
tionally, many pages of both sources did not resemble conventional
fair copies. Alongside crossings-out and additions, they contained
abbreviations more typical of drafts — especially in sections with
orchestral doublings or repeated measures and phrases. All these
abbreviations had to be expanded in the final edition.

Of course, | incorporated the vast majority of the composer’s
corrections. However, when reconsidering a few cuts he had sug-
gested in the finale, I concluded that these were not the result of
compositional miscalculations in structural form. Rather, they
stemmed from the inherent challenges of shaping a finale that,
like Beethoven’s Ninth Symphony — with which Klebanov’s work
shares significant and undoubtedly deliberate semantic and struc-
tural resonances — demands performers to convey a sense of unity
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and formal coherence in the absence of conventional symphonic
structures.

It is well known that certain sections of Beethoven’s Ninth finale
simulate an imagined quasi-dramatic scene using purely instrumen-
tal means. This results in a certain unpredictability and seeming
fragmentation, yet their compositional function becomes clear only
when the symphony is experienced as a whole. A similar phenom-
enon occurs in the finale of Klebanov’s symphony. It is possible that
the original performers struggled with the formidable challenge of
maintaining symphonic cohesion amid its diverse thematic material.
In such circumstances, Klebanov may have begun to doubt whether
the finale was too expansive, leading him to consider shortening it.

In my view, however, these cuts should not be implemented, as
they remove sections that are both expressively powerful and cru-
cial to the work’s semantic and structural integrity. The 2024 per-
formance under the baton of Volodymyr Sirenko demonstrated that
a sense of cohesion can be achieved through interpretation alone,
without the need for cuts.

Another issue I addressed was the unification of articulation in
the opening theme of the second movement, which is stated multiple
times in a forceful multi-octave unison between strings and winds.
Klebanov was clearly concerned with balancing the clarity of the
theme’s even eighth notes with expressive phrasing. To achieve this,
he indicated different articulation styles simultaneously — an en-
ergetic détaché for the strings and legato for the winds®. In the
same theme, not all parts include accents — particularly on weak
beats—yet these accents hold great expressive significance. They
create a distinct #hythmic line that enriches the otherwise steady
eighth-note ostinato. However, rehearsals for the 2024 performance
revealed that Klebanov’s approach of “vertical stroke and accent
variety” did not fully achieve the intended effect; instead, it reduced

49 Perhaps here, as in some other sections in the work, the old tradition of using slurs that had not

so much a stroke meaning as a purely phrasal one was evident, and the phrase could, of course, be
performed with all the “non-legato” strokes according to the nature of the music. The actual final choice
or distribution of strokes was up to the performer. It is well known that in the twentieth century another
practice prevailed, when the slur denotes the stroke itself.
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the clarity and brightness that define this theme. As a result, the
conductor and I decided to standardize both articulation and accents
in this section to preserve the theme’s expressive power.

Dmytro Klebanov’s First Symphony is unique in many ways
within Ukrainian music. Its earliest listeners immediately recog-
nized Jewish influences in its themes. The symphony’s critics in
1948—49 also pointed this out, and recent publications have acknowl-
edged it as well. Strikingly, however, almost no one has highlighted
its Ukrainian folk origins — only Olena Zinkevych [5] and Thor
Blazhkov have done so, the latter in a typewritten program note for
the 1990 concert, which marked the symphony’s first performance
after a 43-year hiatus [1]. Yet, to anyone familiar with Ukrainian
folklore, these sources are unmistakable.

Further research is needed to determine the specific Jewish
and Ukrainian folk and liturgical melodies that inspired Klebanov.
However, one thing is already clear: the symphony represents a rare
and deeply integrated fusion of these two folk traditions, reinter-
preted through the lens of the European symphonic tradition. On
this basis, we can assert that Klebanov’s First Symphony does more
than depict the tragedy of Babyn Yar — it elevates it to a profound
level of universality, embodying the spiritual grandeur of both the
Jewish and Ukrainian peoples.

Another remarkable feature of the work — also unparalleled
in Ukrainian music — is its extensive use of direct and hidden
quotations from classical composers, particularly L. Beethoven,
A. Bruckner, and G. Mahler. Klebanov constructs a vast network
of quotations, each serving a distinct role in the symphony’s monu-
mental semantic framework. In this regard, he was a pioneer, antici-
pating by several decades a key development in modern music: the
systematic use of borrowed material and collage techniques, later
embraced by avant-garde composers of the 1960s such as L. Berio,
M. Kagel, A. Schnittke, and K. Stockhausen. Future research should
seek to identify the specific quotations used in the symphony and
interpret their significance in relation to both the music itself and
the broader cultural and historical context in which it was composed.
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Kputnyna peneHsisi, HanucaHa Ha TeaTpajbHY MOCTaHOBKY, €
OIHIEIO 3 BAXKJIMBUX (OPM KUTTSI BUCTABH. Y pereH3ii (ikcyeTbes
Oarato (akToMOriyHOro MaTepialy BUCTaBH (XTO Ha CIEHi i 1110 Bif-
OyBa€eThCsl Ha CIIEH1) Ta 3aHOTOBYIOTHCS eMoLii, peduiekcii myOmikwy,
OLIIHOYHI CYyJI’KCHHSI pellcH3eHTa. TaKkoK y peleH3ii HasBHI CKOpO-
MUHYII AeTai, HACTPOi, BisTHHS MO TOTO iICTOPUYHOTO MOMEHTY,
y SIKOMY BHCTaBa CTBOPIOBAJacsi Ta BUKOHYBasacs. 3arajoM OAMH
3 Hebaratbox 30epeKeHNX AOKYMEHTIB Micisl 3HUKHEHHS BUCTABU
31 ClIeHH — IIe peleH3is. YTIM He Ha3Bell KPUTHYHI poOOTH CYyTO
JOKYMEHTOM, a0CTPaKTHUM CIPHUHATTSM TBOPYOTO aKTy, TOMY IO
B peLeH3ii 3aBKIu € peduieKcis, € “ONTHKa peleH3eHTa-CyYacHUKa .
Takox “KpUTHYHI ZOKYMEHTH MalOTh BJIACHY XYAOXKHIO LIHHICTb.
Peunensii I'exktopa bepmios3a € He TinbKU (axoBUMH aHATITHYHUMH
JOCIIKEHHSIMH oTlep HOro CydacHUKIB (“po3rpoMHa” peleHsis Ha
oriepy Jx. Poccini “Binveenvm Tenny”) abo monepeqHUKiB (OTUCKY-
4a periensis Ha BuctaBy X. B. ['moka “Ihicenis 6 Taspuoi”), a i 3pa3-
KaMH “My3MYHOI eceiCTHKHN KoMIo3uTopa. PazoM 3 BiATBOpEHHSIM
arMocdepu, “nyxy”’ iCTOPUYHOrO MOMEHTY, 4epe3 sICKpaBe aBTOP-
CBKe CJIOBO BHILIECKY€ThCSl CHIIbHA eMolis Bepiiosa. Horo crarTi e
KOMIUTIMEHTapHI 1 “He JTI0OICTCHKI”, MIBHUIIIE 1€ CYMiIll TTOJIEMiKH i
aHeKI0TiB. be3kiHeuHi MPUTOJOMIIINBI 3BUHYBaYCHHS Ha aJipecy
Cy4acHOi MyONiKH MEePeruIiTaloThesl 3 TOCTPUMH OIIIHKaMH aBTOPIB 1
camux BucTaB. Moro my6ninucTika Haramye, 1o Xopollia Ky pHaJIic-
THKa B YCi YacH Ha JIEB’STHOCTO MPOLCHTIB CKJIaJaeThCs 13 3yXBaJoc-
Ti, OYHTY 1 IPOTECTY. A SKIIO MPOLEHT 3MEHIIYETHCS A0 M ATAECATH
1 HUKYe, TO MOYKHA CKa3aTH PO YTOAHUIITBO i “HOpHY mponaraniy’”.

be3 cymHIBY, mOpsx 3 KPUTHYHOI AYMKOIO CKpi3b MOpYyY
ine mpomaranzaa. [Iponaranaa B 3arajJbHOMY PO3YMiHHI (Bif Jar.
propago — “momupioro’), ik GopMa KOMYHIKaLil 3 ay AUTOPIETO, SIK
PO3MOBCIOMKEHHS “c8imoasdy, meopii, meepodicents, paxkmis, ap-
2YMEeHmIs, YymoK ma iHwux gioomocmen Oisi 6NaUSY HA CYCHIIbHY
OYMKY HA KOPUCMb NEGHOT CRIbHOI Cnpasu wu epomadcvkoi nozuyii’”
[6], 3aBxau mopsa 3 kpuTukoto. banaHe y ix migepcTBi Moxke 3Mi-
HIOBATHCA 1, BIIMOBIHO, CXUJIATH TEPE3U B TOW YU 1HINUM OiK, BU-

9% ¢

3HAYaTH BIATIHKY “cipoi mponaranan”, “4opHOi mponaranay’’ Ta iH.
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JlinepcTBO KPUTHUKU YW TPONAraHjH 3MIHIOBAIOCS Pi3HUM
YMHOM B iCTOpUYHHX 1 reorpadiunux koopauHarax. B CPCP ne-
3aJIOKHUX MeJia 30BCiM HE ICHYBajo, BCE IMiJNOPSIKOBYBAJIO-
¢Sl KOMYHICTHYHIN mapTii i cucremi. 3a paasHCBKUX 4YaciB Biaaa
TpUMala IiJ KOBIHaKOM MHCTENTBO, a “‘HOpHa Mpomaranjaa’ Mpo-
ugitana. Kommosutop i mysuko3naBeus Onekciii Boiitenko, me-
perisaoy MiIPYYHUKHA 3 TEOpil MY3HKH PaJsSHCHKHX 4aciB,
IIMIIOB BHUCHOBKIB, 110 HAasBHI B HUX 1A€OJOriYHI BIAXHJIECHHS 1
BILJIMBH 3alleMEHTOBaHi JI0 TEMEPIiIIHBOr0 Yacy B My3U4HiH OCBITi.
Uepes NMOBCAKICHHE BUKOPUCTAHHS TaAKUX MIAPYYHUKIB y HaBYAITb-
HOMY TIIPOIIEC, BIIMOBITHO, 30epiraeThcst HA3BUUYANHE IOBTOJIITTS
1 )KMBYYICTb 17I€OJIOTIYHMX HapaTuBiB. HoBa cyyacHa HaBYaibHO-
METOAMYHA JIITepaTypa ycHajKyBajia 3acTapijli 3aKOHCEpBOBaHi
PaJSHCHKI METOIUKH Ta “11e0yIoriuHi miaTekcTu”. Y crarti “I 3Ho-
8y npo cmape suno 6 Hosux mixax’ O. Boiltenko Hanucas: “Il]o
MU MAEMO 3pOOUMU 3 HAWUM MUHYIUM, WOD 8OHO He NePeKpUBalo
WAAXY 00 HAUL020 MALIOYMHB020? — 0Cb 0OHE 3 HALATLHUX NUMAHD,
sIKe 0COOIUBO 20CMPO NOCMAE 8 CYUACHIU MY3UUHIL 0CGIMI, 30KpeMd
8 11 My3uuHo-meopemuyHii yaputi, a we mouniule — € OOMuUYHUM
00 npobem aKkmyanvHoi HagUaIbHO-MemoouuHoi rimepamypu’.[1]
binbie Tpunusatu pokis, ik CPCP He icHYe, a 10 CbOTO/IH1 iICHYIOTb
(aHTOMHI BILTUBU.

VY 1972 poui Oyna npuiinara noctanoBa LIK KITPC “Iipo nime-
pamypHo-xyoodcuto kpumuky”. [S] Y 1l TUpeKTHUBI mapTiiiHa HO-
MEHKJIaTypa Ipomnucana “mapoii JoCTymy” THM aBTOpaM, XTO XO4e
3aiiMaTHCs KPUTUIHOIO TiSIBHICTIO. “Tinbku HayKoseyb, 030poeHUll
MAPKCUCMCHKO-ICHIHCOKUM GYEHHAM NPO NAPMItIHICMb, (0eUHiCmb,
MEHOEHYIUHICMb, HAPOOHICMb MUCMEYMBAd COYIALICMUYHO20 ped-
JH3MY, MOJICE CKA3AMU C8OE Wupe i apeyMenmogamne closo npo 00-
CMOIHCMBO MBOPI6 PAOAHCLKUX KOMNO3UMOPIB, NPAYI0 6UKOHABYIE,
X BHECOK Y XYOO0IUCHIO KYIbMYPY PAOSIHCbK020 HApoOy.[6]

Mucrenpka KpUTHKA BiJITOMI OMUHUIIACS i 111e OLIBIIE IIiJIb-
HUM KOBIIAKOM i Ha0yJia BUPA3HOTO 17€0JIOTTYHOTO CIIPSIMYBaHHSL.
“Yopna mponaraHaa”, Ik TOJOBHHM iHCTPYMEHT JAepKaBHOI MOJITH-
KU, aKTHBHO TPOCyBaja JBa TrOJIOBHI HApaTHBH: BEIWY i OaraTo-
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HalloHaJIbHY €IHIcTh. KpuTH4yHi poOOTH 3aMOJOHUIIH 3aIeBHEHHS
y IPUXUIBHOCTI JI0 PeajliCTHYHOT0 TPAKTYBaHHs 00pa3y, 3arajibHi
MipKyBaHHs, “AepkaBHi Mipu”, mramnu odiniiHoi igeonorii, Tak
3BaHi TEMHHKH. JlyKe Malio IPOHMKAIO Yepe3 “pamKy’’ iHIUBIdY-
aJBHOTO YU CBOEPIAHOTO.>”

ABTODH, SIKi HE TPOXOAMIIN KPi3b “ieonoriuny pamky”, Oynn
no30asieHi npaBa myOnikyBatucs. CHopMOBaHUN TaKUM YHHOM
MyJI aBTOPIB, 10 AKOTO MOTPAIUISUIA HE BCi, MaB BIAKPUTHH JOCTYT
y mexaia. @axiBLUiB-KPUTHKIB MOXKHa Oyi10 O MOPIBHATH 3 y4YacHU-
KaM¥ KOMIT'FOTEPHHUX irop, ¢ BOHU MaJIH JIB1 OIIIi] TeHMILICI0: “Bijl
TPETHOro JIULA", TOOTO CIIOCTEPIraTh BiACTOPOHEHO 1 MaTH BJIACHE
0COOMCTE CYPKCHHSI, ajie He MaTH TOJIOCY, Ta ““BiJ| MEPIIOTO JIUIIS”
3aHYPHUTHCS Y MPOLIEC T'PH 3 IEP’KABHOIO MPOMAraHI0to i BUOYJ0BY-
BaTH BJIACHY MO3HUIIIO TI0 XOAY “PyXy LBOTO NOTATY .

[TaBno Ilokanbepkuit (1917-1983), xapkiBchbKuUl My3HKO3HA-
BEIb, MY3UYHHUI KPUTHUK, iIM’SI IKOTO YACTO 3’SIBJISUIOCS B Melia y
70—80-Ti poku, BHOpaB 11 ceOe KOOPAMHAIIIIO il OuMMa T'PaBIIs.
Yu MokHa oro BBakatu KOH(OPMICTOM Ta “mpucTOCyBaHLeM”?
Kputnuni poOoTu cBiguaThb NpO HaMaraHHs aBTOpa MOCTIHHO
OanmaHCcyBaTH Ha I'paHi KPUTHKM Ta OQIiLiHHOI 11€0J0riuyHOI mpo-
narangu. ABTopuTeT mpodecioHana Ta MenidHui imimk IlaBna
Bonogumuposuua Illokanbcbkoro MilHO 3arpyHTOBaHHM Ha HOTO
(pPOHTOBOMY MHUHYJIOMY, BiH CIIYKHB B apMii mig yac J{pyroi cBiro-
BOi BiliHM TpoTsroMm 1939-1943 pokiB. B aBTOpChKUX MHUCHMOBHX
poborax I1. IllokanbChbKOro, a TaKOX Y HOTO JIGKTOPCBHKIN Iisliib-
HOCTI BigOMBaeThbCA sicKpaBa myOJiuHa ocoba. Sk “meniiiHa mep-
coHa”, BiH, Ha BiAMiHY Bij Oaratbox Koier, OyB 3JaTHUN CIIPUTHO
KepyBaTH MPOLECOM 3a CBOIMHU NpaBmiiaMu. HegapeMHO B Ti poKH
xonunu uyyTkH, mo crarti [1. [llokankchkoro HIXTO B Meia HE MiT
penaryBary 4 IIeH3ypyBaTH.

Kputnuna aismenicts [1. IllokanschKoro TicHO MoeIHYBaacs
3 oro pobOTOI0 BHUKJIAJaya y 3aKjagax My3U4YHOI OCBITH, MEpPII
3a Bce B XapkoBi. [laBno Bonogumuposuu Illokanbcbkuii 6yB Ba-

0 Ha kinerp 70-x pokiB cHTyaIlis 3 JepKaBHOIO IIPOIAraHi0k0 MOCTYIIOBO 3MiHIOBAIAacs, CHCTEMa i

IIeH3ypa clIablam, a Iporaran/a Brpariia eekTHBHiCTh. Bona Oyna Ginbir cxoxka Ha IpaBuiIa Ipu y
TiJIaBKH Ta OPOJKYBAJIa ipOHik0.
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pAroM Ha TepeHax XapKiBCbKOTO My3UKO3HAaBCTBA. BiH 3’sIBUBCS Ha
kadenpi ictopii My3uku XapKiBCbKOi Aep)kaBHOI KOHcepBaTopii,
sIKa MOTIM cTajla IHCTUTYTOM MHCTEUTB, y 1957 poui, Koiu Homy
oyno 40 pokis. Kadenpa Ha Toli yac Bke 3aiimana MpoBijHI MO3H-
il B HABYAJLHOMY 3aKJaJl 1 IEPeBaXKHO CKJIaanacs 3 “micreBux’
BHKJIaJauiB Ta HayKOBIiB. lllokanbChKUI BXKE MaB 3a IJICYMMa Be-
NUYe3HUH NocBin, HaOyTHil B IHIIMX perioHax (HaBuaHHA B Mo-
CKBI, BUKJIQZaHHS y My3uuyHOMY yunnuili y @pynze — Kupruszis).
[TaBno BonmogumupoBUY 3Mir “BmmcaTucs Ha Kadeapi” 3aBIsSKU
CBOTH JIErKil BlIadi y cHijaKkyBaHHI 3 Oyab-kuM. Kojern ninysanu
MOro BMIHHS BECTH HeaKaJeMIuHl HaBYaJIbHI JUCHHUILIIHU 3 JIEK-
TOPCBHKOI MPaKTHKK a00 ceMiHapy 3 My3uuHOi KpUTHKU. CTyAeHTH
3 HUM JPYXKWJIY, a BiH BBaXKaB iX CBOIMHM KOJEraMu i ITiJJKOpIO-
BaB HEOpPAMHAPHICTIO i smigepctBoM.” VY moxakacti Onexcanapu
CaMoliinieHKo, JOKTOpa MHUCTEITBO3HABCTBA, MPOPEKTOpa 3 Ha-
ykoBoi poboTu Onechkoi HalliOHATBHOI MY3UYHOI akajeMil iMeHi
A. B. Hexx1aHOBO{ 3 BUJATHUM HAYKOBLEM 1 My3UYHUM KPUTHKOM
Mapunor Yepkamnnor-I'ybapeHko € crorafy mpo CTyISHTChKI
poku Mapunu PomaniBHM B XapKiBCbKOMY 1HCTUTYTi MHUCTELTB,
konu tam Bukianas I1. B. lllokanbcekuil: “xoua moim naykogum
kepienuxom oyaa Tiomenesa I'anuna Onexcanopiena, negpopmans-
Hum moim euumenem 6ye Illasno [loxanscoxuii”. [4] Jyxe noka-
30BOI0 icTopi€eto Oyno ii 3HaliomcTBO 3 LlloKambChbKUM, KyMUPOM
OJHOKYPCHUKIB, CTYI€HTIB-My3UKO3HaBLiB. “A 0y1a we Ha opyeo-
my kypci, 1 6in ([Llokanbcokutl) opyscus 3 moimu konecamu. 1 6in
ckazag: “Oi, Yeprawuna, ma ye dxe maxka cipa MuwKd, momy o
5 6yna ioMiHHUYer, s 000pe suunacs, s ce sukoHysaua. I xoau s
nouyna npo cebe, wjo A cipa muwixa, s codi ckazaid, wo s HiKoIU
8 olcummi He 6y0y Cipol MUWKOIO, I 5 MAKU 3YMILA NOOPYIHCUMU-
cs 3 [lasnom Bonooumuposuuem. Bin meni 0yoce bazamo 0as. Bin
AKpa3 0ys IHOUHON HEOPOUHAPHOK | mepnimu He Mie 8i0OMIHHU-
Ki6, MaKux cipux MUwox, npaguivHux. Jloous maxux, ny Ak ou,
CKJIAOHUX cmyOeHmie i 3a8cou ix bpas (00 cebde 6 Kaac), 3a62cou

51 . . . . . . .
V iforo cren. kiaci HaBYANKCS BiJOMi YKpaiHChKi My3HKO3HABIli, KAHIUAATH MHCTCLTBO3HABCTBA
Ipuna IBanoBa, Aninst Misitoa, JTroqmua MiponiHikosa.
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3 Humu cninxysaecs” [4]. J1oOpy komynikaito I1. Illokanbcekuii
MiATPUMYBaB HE TINBKHU 31 CTY/JIGHTAMH, a TaKOX 3 KOJETaMH B
CTONUISX, y PEAaKLisX Ta3eT, )KyPHAIB, Y JIEKTOPCHKUX YCTaHO-
Bax. “[Ipomseom ycboeo sicummsi 6iH NiOMPUMYBAB HCEABL OPYICHI
i npogpeciiini Konmaxmu i3 MOCKOBCbKUMU KOJle2amu (30Kkpema i3
gidomum mysuunum kpumuxom Jlianow Ieninor). Bin mas 3 nep-
wux pyK ingopmayito npo easxicauei mucmeywvki nodii, 6ye “ceoim”
Y CIOAUYHUX MY3UYHO-MeampaibHux Kyayapax”, — KOMEHTYE B
crarTi Ipuna Jlpau.[2] [TaBno BomomuMupoBHyY UMM KOHTaKTa-
MU BMIJIO KOPHUCTYBABCS i B TOH 4ac, KOJH OIyOJiKyBaTH CBOIO
CTaTTIO B Mejia Jijis 6araTbox OyJIO 3aBJAaHHSIM i3 31POYKOFO, JIJIS
HbOro — Hi. Bin myOiikyBaBcs B MicCIIeBi XapKiBCbKil mpeci, y
KHIBCBKUX JKyPHalbHUX 1 ra3eTHUX BUIAHHSIX 1 B MOCKOBCBHKIiH
nepioguii. ToMy 10 KpUTHYHA, MYOIIIIUCTUYHA AISUIBHICTD JUIS
HBOTO OyJa 3aBKJU B MPIOPUTETI, BiH JIOOUB L0 pOOOTY MOPSI
3 BUKJIAJAIBKOIO 1 JIEKTOPCHKOIO poOOoTOI0. BumyckHuii Kiacy
I1. B. lllokanscekoro A. MisitoBa Ta I. IBaHOBa OxapakTepusyBa-
JU CBOTO BUHTENS: ‘T0108HOI0 CNPABOIO CB020 JHCUMMIL 868AIICAG
npOCEIMHUYMBO — OV8 0OHUM 3 HAUOLIbW NONYIAAPHUX IeKMOpI6
Xaprosa. Biopisnsagcs xcueoio, 0eMOKPAmMuyHO MAHeporo CNiIKy-
8aHHSL 3 AYOUMOPIETO, 3 AKOIO pecYNAPHO 3ycmpiuagcs 6 Llenmpany-
HOMY JleKmopii, y Qinapmonii, nio yac 2acmpoibHux Hoi300K no
Yrpaini” [3].

B apxiBi kadenpu ictopii ykpaiHChKOiI Ta 3apyOi’KHOI MY3HKH
XHVYM imeni 1. I1. KotasipeBcbkoro 30eperiucs IeKijibka cTaTei,
Hanucanux Ulokanscekum y Kuprusii, Ta 23 myOmikanii xapkis-
ceroro nepioay ([omarox 1). Jleski i3 mux crareld, MOXKJIUBO, Ha-
MYCaHi Ha 3aMOBJICHHSI, aJIe TAKUi OyB KOMIIPOMIC y Ti 4acu: Tpeda
Oyyio Oparu 3aMoBJIeHHs, TpeOa Oyno mucaru. HaitOinbin sickpaBo
Horo iM’s B Ipeci mpo3Bydaso y 3B513Ky 3 XapKiBCbKUM Hal[iOHAJb-
HUM TeaTpoM onepH Ta Oanety imeni M. B. Jlucenka uepes cepito
peleHs3iii i TBOPUUX MOPTPETIB, OMyOIiKOBaHUX y MICIEBil, pecmy-
OJIiKaHCHKIN Ta BCECOIO3HIH mpeci.

Brepiie XapkiBcbka omepa 3ragyetses B myOminuctuui Ilo-
KaJIbChKkoro y 1968 porii. Bin HamucaB cTaTTIO-NIOPTPET MPOBITHO-
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ro coiicta XapKiBChKOTro OnepHOro tearpy €BreHa UepBoHroka >
“’Kamoda TBopuocTi” B razeti “Kyasmypa i acumms” [§], hoto 1.
MoskHa IpUITyCTUTH, IO IPUBOAOM A0 HANUCAHHS Marepiany Oy-
JI0 HaropoJKEeHHs CriBaka 3BaHHAM HapoxnHoro aptucta CPCP y
1967 poui. ABTopy nojo0ajacst BiacHa myOuiKalis, mpo e CBij-
YUTH KUIBKICTB i1 eK3eMILIsAPiB, 30€pexKeHNX B apXiBi, ix cim. CtHc-
7a 3a GopMoI0 CTaTTs 3 AYXKE HEBHUPA3HUM CTAaHAAPTHUM (POTO
TOJIOBHOTO Teposi, Maiike SIK Ha AOIILI HOMIAHU TOTO Yacy, He I0-
CTYHaeThCsl MyOTIMUCTUYHUM POOOTaM MepuIoi KOropTH My3U4-
HUX KpuTUKiB. CTuip myOuikamii BiAYyBa€eTbcs B KOMIIOHYBaHHI,
y TIHOHHI 1 YiTKOCTI AYMKH. Marepian cbOroiHi 3By4UTh HUBHO,
xoua myonikauiro [1. [llokanbceKoro Bce % TaKd MOKHA MOPiBHSATH
13 cydacHUMH Mefia. Bona MoBOM HamucaHa 3a 5Ky pHaJiCTCBKUMHU
cragaapramu BBC (3BicHO, He BciMa): TOUHICTh, HEYIEPEAKEHICTh,
TOBOPHUTH 3 JIIOABMU OHIEI0 MOBOIO.

Ha3py crarti “XKago6a TBOpUOCTI” aBTOp KJIaCHYHUM MpU-
HoMoM 00irpaB B OCTaHHBOMY peueHHi. [louyMHAaeThCS TEKCT i3
3aB’I3KU Crokety. “Mu cuoumo y xnaci ... Cuoumo i cnocmepiea-
€MO, AK mepniAde i HacMiluHO Npayroe 3i Cmyoenmamu KoHyepm-
meticmep Haodis Kpamapenxo. ®@pasza, inmonayis, pumm. Pumm,
inmonayis, ¢paza. “Yopua poboma mucmeymesa’. Ane 6e3 uei...”.
[8] Unurau onmpa3y BKIIOUAETHCA B PUTM TEKCTy. KOpoTki mymbCy-
104l peueHHs 1 oOipBaHa OaraTokpanka HAaOpPUKIHII 3aHYpUIH B
TeMy, MPEICTaBUIM KOHIEpTMeHcTepa-napTHepa B KJjaci BOKaly
i eMOLiHO 3adiKcyBalu MPUHOMH BOKaJIbHOI METOAUKHU. Y TOJIO-
BHIl 4aCTHHI CTATTi PO3MOBINAETHCA PO poni €Brena YepBoHIOKa
B XapKiBCbKOMY Tearpi. Po3ain Hanmucanuii y BUTIIALI BipTyajdbHOI
PO3MOBH 31 CITiBaKOM. ABTOpP BUKOPUCTOBY€E MUTAaHHS: “‘CKinbKu dic
posell BUKOHAS8 6iH HA ONepHill cyeHi: copok? nsmoecsm? AHrocw
He Oyno uacy niopaxosysamu ix. Bce maxe pizne, 2iona noousy
eanepes xapaxmepig!”; “Yu mpannsnucs nesoaui? besnepeuno.”;
“UAruii 0opas binvue 3a inwi e0ascs apmucmosi? Bin i cam He 3mie

52 €pren IBanoBrY YeppoHtok (1924-1982) — ykpaincekuii onepHuii criBak-6ac. 3 1956 p.
3aciyxenuii apruct YPCP, 3 1958 p. naponuuii apruct YPCP, 3 1967 p. naponnuit apruct CPCP.
Haguascs B kiaci IBana ITatopskuacbkoro B KuiBebkiit koncepsaropii. ¥1952-1977 pp. npamioBas y
XATOBi; 3 1974 p. — npodecop XapKiBCHKOT0 iHCTHTYTY MHUCTEIITB.
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ou ckaszamu... A wo sic make poboma Hao odopazom?. Y 6i0nosiov
€seen lsanosuy sHu3ye naevuma mavoice 3 noousom’” [8]. Maiicrep-
Ho Bosofie [1aBno Illokanbchbkuit MpUHOMOM “@HOHIMHOTO JIXKEPE-
na”. “Kaocyms — i oueguoHo He Oe3 niocmasu, wo npocnisamu 6
KOHYepmi KilbKa pOMAHCI8 NO-CNPABICHLOMY — Me came, Wo npo-
arcumu Kiavka ocummig” abo “Insadaui mobasme Yepeonioka 6a-
eamo 3a wo”. [8] TakoX MOCTIHHO aBTOP BHKOPUCTOBYE MPUKOM
npeseHTalii ‘4 ocy moronoe xopoas @inina 3 “Jlon Kaproca” Bep-
0i”. [8] dani aBTOp MPHIITUB yBary rojiocy CriBaka, MUCTELTBY
MEPEeBTIJICHHS, KAMEPHOMY pernepTyapy. TidbKu OCTaHHIH pO3Zin
MOXKHa Ha3BaTH YMOBHO KJIacHuHUM Oiorpadiuaum, like a novel.

Brnacny nosumito mono BukoHaBcTBa B Muctentsi I1. Lllokans-
CbKUH 03BYYMB y JIBOX Te€3aX: ‘Aodawce 3HaXiOKU U GIOKpUmMms aKmo-
Pa eMuparoms pa3om 3 HUM, AKWO He NOOINUULCA HUMU 3 MOL0O0I0™;
“A om ma eucnascnuea enympiwmna poboma, koiu obpas GUHOULY-
e€mbest — 0nsl Hel' ¢lig we He 3Hatioeno. 1 mu, cayxauyi, HIKoau i HiY020
He OI3HAEMOCs npo Hei, 60 neped Hamu 3a8x4cOU MiNbKU 3aKiHYeHUl
xyooocrii pesyromam” [8]. s “HEOOXiTHUX MApTIHHUX PEBEPaH-
cie” I1. B. lllokanbChKUii 3aJIUITUB OJJUH a03a1l HATPUKIHII TEKCTY.

MaiicTepHicTh CTaTTi CKOMIIOHOBaHa 13 TPbOX CKJIaJIOBHX:
CJIOBECHA JIETKICTh, EMIATisi O CBOTO I'epos Ta CBOEpPiIHA Ipa 3
ipoHieto, sika HIOM €, a HIOM Hemae (y TpaAuuii KPUTHYHHUX OITYy-
ciB PoGepra lllymana). CTarTst BUPI3HAETHCS CBOIM “HemapaaHuM’”
CTHUJIEM, BiJICYTHICTIO KOMILTIMEHTAPHOCTI 1 madocy (Cyasiau 3 mo-
kacty M. P. Yepkamunoi-I'yo6apenxo, nadoc i llokanbcekuit — T0O
B3araji Oynu peui HecyMicHi). BoHa 3’1Bunacs Toai, Koiu 31 ciiB
nupektopa Teatpy B. MonaxoBa, “€seen Uepsonrox 6 motui uac 6y6
maxkum nopmpemonm Ha snamenax” [7].

Ho 50-piuus teatpy B 1975 poui penakiis razeru “Coyiazic-
muuna Xapxiewuna™ onyOniKyBana BEIMKUI MaTepiald Ha MOBHUN
pO3BOpOT Ta3eTHOI cTopiHKU. Cepel aBTOPIB HOBUICHHUX CTa-
Tell — JUpeKTop onepHoro tearpy B. MoHaxoB, TONOBHUH pexu-
cep B. Jlykamos, ronoBuuii pupurent A. KanmaOyxiH, 3aBimyBau
niteparypnoro yacturoro O. Yenanos i [Tapno Hlokanscekuit. s
1oBijieliHOi cTaTTi “TBOpUicTs Bpa:kaiouoi cuimn” [lasio Bononu-
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MUPOBUY 00paB xaHp icTopuuHOro pes’to [9], ¢poro 2. Bin 3adik-
CyBaB BaKJIMBI JIaTH, Ha3BH BHCTaB, MPI3BHILA 1 CTATYC BaXKJIMBUX
JUIsL TeaTpy NEpPCOH, PO3CTaBHB YiTKi aKUEHTH. 24 xgimus 1925
Paonaprom Yrpainceroi paosucoroi pecnyoniku nputinie nocmano-
8y NPO CMBOPeHHsl YKpaiHcbKkoi onepu 6 Xapkogi. Lletl denv nokiag
nouamox icmopii padanHcvko2o onepro2o meampy wa Yrpaini”. [9]
ABTOp 3yNUHHUBCA Ha nepuinx npem’epax tearpy: “‘Copouuncokuii
apmapox”, “Kasku npo yapsa Carmana” 1 “Kuase leop”. Jlani npen-
CTaBMB MEPEJiK yUYACHHUKIB MEPIIOi MOCTIHHOI XapKiBChKOI ONepHOT
Tpynu y cknani: nupurentis O. bpona, JI. IllTeitnGepra, pexxucepis
M. boronrobosa i B. Mansisi, xynoxkauka A. Iletpunpkoro i co-
mictiB M. JlurBunenko-BonbremyT, 1. [laropxxuncekoro, M. Jlon-
us, B. I'yxxoBoro, O. Konoxy6a, mizHime npuiiaun M. Peiizen ta
1. KoznoBewkuit. “Ilpomscom psody ce30Hie y CHeKMaKsixX XapKie sH
opanu ywacms JI. Cobinos, A. Heacoanosa, IO. Kinapenxo-/a-
mancoxuti”. [9] I1. 1llokanbchkuii BBaXka€ HAWOUIBII YCITIIIHUMH
BUCTaBaMM XapKiBCBKOI OMEPH caMe Ti, SKI OTPUMAIH CXBaJCHHS
y Mocksi: “Bopuc T'odyrnos” M. Mycoprcekoro y penakiii Benu-
koro teatpy CPCP, sixuii oTpumaB nepkaBHY npemito y 1952-my,
“Komynicm” JI. KnebanoBa 1 “Cnapmax” A. XauaTypsiHa, 3irpani
y Kpemmuiscekomy teatpi B MockBi. Takoxk AOCATHEHHSAM TeaTpy
BiH BB2)KA€ MOCTAHOBKU TBOPIB XapKiBCHKUX KOMIIO3UTOPIB, OIE-
pu ‘Jletimenanm [lImiom” b. Sposunckkoro, “Ilasxka Kopuacin”
H. FOxHoBcbkoi, “Byrosunyi” M. Kapmincekoro, 6anet “/Jon Kyan”
B. I'y6apenka. 1. lllokanbcbkuii OKpeMO 3yMHUHSETHCS HA MPOBiJ-
HUX COJIICTax onepHOro Teatpy B 70-Ti pOKH 1 mo3Havae iX HalKpari
pomi: €sren YepBoHtok y /{ow [lackyane”, Citnana KonmuBaHoBa B
“Kapmen croimi”, Slpocnas IBanoB y “Yapooiiyi”, Jlronmuna Cepri-
€HKO B “Monoditl eeapdii” Ta “O0un Kpok 00 KOXaHHS .

ABTOp 3raaye mpo OOMiHHI TacTpoii COJNICTIB Tearpy. «I py-
BUHCHKI MUMYL 00NOMO2IU 30TUCHUMU NOCMAHOBK) 0OHIEL 3 nepauH
epy3uncwkoi oneproi kaacuku — “Jaici”». [9] Penensito Ha 1110 orie-
py [laBno Bonogumuposuu criouaTky HamucaB 1uisi razetu “‘Coyi-
anicmuuna Xapkiswuna” 'y rpynaai 1972 poky nin Hazsoro «“/laici”
Ha xapkiBcebkKii cueni”, [10] a B ciuni 1973 poky BiH po3MIUPUTH
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TEKCT CTaTTi JUIsl KypHany “Mysuxa” 3 Ha3Boio “Ha mpem’epi
“Jlaici”» [11], poro 3.

Yomy Lokanbchkuid B3sBCS MUCATH PELCH3II0 Ha BUCTaBY
“Jlaici”? Onepy cTaBWIM SK TOAi0 Ha BU3HAUHY TOJIITUYHY Jary.
1972 pix — 55-piuus XKoBTHEBOI peBomtonii i S0-piudsi CTBOPEHHS
CPCP. “Bucmasa npucesuena 6cenapoOHomy cesimy’’, — MUACAB BiH,
1, MOKJIMBO, 11¢ OyJia MPUYMHA HAITMCAHHS CTATTi, TOOTO 3aMOBJICH-
Hs penakuii. OqHOYAaCHO onepy peKoMeHayBalu Ha Bcecorosnwuit
OTJISAJl MY3HUYHUX TEaTpiB, aHOHCOBAHHH 10 Takoi naTH, ae Opayin
y4acTh CHEKTaKkji Ha TBOPH PajJsHCBKMX KOMIIO3MTOPiB. 3i cTO-
poun YPCP xoHKypcHHMH TBOpaMHU TOJIi BU3HAUUIU ‘Abecaiom
i Emepi” 3. Naniamsini, “Pomeo i [ocyrvemmy” C. Ilpoxod’eBa
(KuiB), “Cmeopenns ceimy” A. IletpoBa (JIbBiB), “Cmedickoro epo-
my” A. Kapa-Kapaesa (Oneca) i “/Jaici” 3. INamiamsini (Xapkis).
MoxuBo, IS JIOOIFOBaHHSI caMe XapKiBChKOi BHCTaBH ITiJI 4ac
koHKypcy Hanucas 1. Hlokanscekuii cBoi crarti. o peui, Haici”
oTpuMaa JUIIJIOM JApyTroro ctymnens™. Y 1972 pori y criBIomoBi i
E. H. fIBopcrkoro Ha Hapaji-ceMiHapi Ipo MiJCYMKH PoOOTH Tea-
TpiB pecnyomiku 10 50-piuuss CPCP xapkiBcbKiii HOCTaHOBIII orie-
pu “/laici” mpuainaeHo yBary, y A0NoBiAl Oyiu BUKOPUCTaHI TE3H 3
penensiii [llokanbcbkoro maiixe gociisao [12].

[Mpem’epa onepu 3. [NamiamBini B Xapkosi BijOynacst 3 TUCTO-
naga 1972 poky. Bubip “/laici” sik KOHKYpCHOTO TBOpPY AJIS Xap-
KiBCbKO1 onepHoi Tpynu OyB Baanum. Ha cueni XATOBy ycminrHo
BUKOHYBaJIacsi IOBT1 POKH iHIIA T'Py3UHCBKA onepa — ‘Abecanom
i Emepi” 3. Ilanmiamsini. XapkiBcbka ornepa malla Ha TOH yac cTa-
Ji KOHTaKTH 3 OMEepHUM TearpoM y TOimici i AeKinbka CHiIbHUX
npoekTiB. KepiBHUIITBO TeaTpy OyJio 0BoJIi parMatuyHe Ta 0e3
3aXMapHUX amOillii, BUOpABIIN TIOCTAHOBKY ‘/[aici” Ha KOHKYpC.
VY mpem’epHili adimi, sIKy Tenep ONPHJIIOAHIIA Ha HOBOMY CaiTi
BipryansHoro myseto XHATOB/Cxin Omnepa [13], ykazaHno cknan
MOCTAHOBHUKIB 1 BUKOHABIIB. Jlupurent €. JlymeHko, pexucep
I. Yepuuuxo, xopmeiictep €. KonomnnboBa, xynoxHuk JI. bpat-

53 . .. . . .
TIpo mpo xapkiBebky ““Iaici” Takox € crarts JI. Kypakina “I'pani apyx6u. Onepa [laici 3a yuacTio
rpy3HHCBKHX MUTILIB” y “Bedipapomy XapkoBi”, anie omy0rikoBaHa 3Ha4HO Mmi3Hime y 1974 pori.
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YEHKO, “TaHIli B moctaHoBli” P. Mauainze. B a¢imi anoHcoBaHui
MOTPIAHUH CKJIaJ BUKOHABLIB roIoBHUX poieit. Y peuensii [1. [1lo-
KaJIbCBKUU po3riisigae moABiiiHMH ckian: Manxa3 — A. JlyOiHiH,
O. lllynsik; Kiazo — M. Masoiino, f1. IBanos; Mapo — A. Pesinosa,
JI. Hypkan; Hano — H. Cypyxkuna; [{lanrana — O. MoHacTupHUH,
A. KoBtys; Tito — €. XKapuxos, B. TeBemes.

ABTOp Ha mouaTKy cTaTTi (ikcye cueHiuHy arMocdepy sk
“Oenxem apd, norym’sina enepeis, oow ickop”[10]. IlpeM’epi nepe-
JyBaja CyMIliHHa poOoTa 3 HaliOHAJbHUMH JIKEpelnaMu y CIiBII-
paui 3 rpy3MHCBKUMH eTHorpadamu. PeneHseHT 3ayBakye, IO
XapKiBCcbKa MOCTAHOBKA ‘““HE MPETEeHIy€e Ha HOoBe mpounTaHHs” [11].
okanbcpKuid y MpUTaMaHHOMY HOMY ipOHIYHOMY CTHIIL, 3 Oe3mo-
CEPEIHbOIO 3IMBOBAHICTIO HATUCAB: ‘] mi, X1Mo npuxooums 6 meamp
3 HeUMOBNIEHUM 3ANUMAHHAM. A K MYM GIOHOCHO ‘‘CRPABICHLOT
Tpysii?” — giduytoms Odesxe posuapysanwns. Hayionanvuuil kono-
pum, 36Udaiino, 30epediceHo, aie 20106HaA Y6az2a NOCMAHOBHUKIE 30-
cepediceHa Ha 3a2albHON00COKUX eMoyisax i Konguikmax” [11].

Jauni Bin okpecnus cyTo mpodeciiini TpyaHomti i€l onepu. Js
BHUKOHABI[IB 1I¢ “OBOJIO/IIHHS IHTOHAI[IHHO-PUTMIYHOIO MTPUPOIOID
TPY3UHCBKOT MY3UKH, a JAJIsI IOCTAaHOBHHKIB 116 — “‘BiATBOPEHHS
rmubunn ayxy Hapoanoro”. [11] Jocratabo witko Hlokanbcekuit
BUBOJIUTH TOJOBHY (iNIOCOPCHKY >KUTTECTBEPAHY 1ACI0 ONEpH:
“lle — npupooa, eiuna, npexpacha, batioysca. ObIpeanocs Yuecs
JHcUmmsi, 3pyUHOBAHO WACMSA, XIMOCH 3ACYOACEHUU 00 BIUHOI MYKU.
Ta exice cxooums conye nosoeo ous’” [11].

lonoBHa KynbMmiHaLifiHa cueHa orepu “TioxoBaHHs Manxasa”
omucaHa B peneHsii 3 ycima mogpobuusimu. HaBiTe MoHa ysBH-
U (GaKTHYHY Mi3aHcUeHy. “Ha poseopuymii 6ypyi 6uHocsmos miio
Manxasa, nozady — puoaroua Mapo. JKanobna npoyecis pobumo
mpaduyitne “‘cropbomue KoI0” i NOBLILHO 3HUKAE Y Ni8Y KYaicy. A
npasopyu y moil dce ac 2pynylomvcsi 60iHU nio 3HAMEHOM 1 3a-
CMU2aOmMy y 3a2pO3IUBUX N03aX: OIU3LKO 80poe. 30asanocs o, mym
HEeNno2amo NOEOHANUCH 00UOGI I0eliHi NTHII — POMAHMUYHO-MPA2iy-
Ha i eepoiko-nampiomuyna. I ece sc makomy CYeHivHOMY SUpIULIeH-
HIO 00 KiHys He ipuul: Axacy mpagapemuna niakamuicms. Yu ne
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sapmo 0y10 6 nodymamu npo iHwul ginan. He maxuii “nobosuit”,
moHwut, modice, Oinbut ymosnuti?” [11] — 3aBeplirye cBOi po3ayMu
aBTOpP PUTOPUYHUM ITUTAHHSIM.

OKpeMo pereH3eHT OXapaKTepu3yBaB pOOOTY XYAOKHHUKA 1
3YNMUHUBCS Ha HENOJIKax BizyalbHOro odopMmieHHs. “Axwo eenu-
yesHull, cysopo Hasucawdul acad xpamy (I kapmuna opyeoi 0ii)
3aMUAE ACKPABE BPAIICEHHS YPOUUCMOL 6eaudagocmi (mym, oue-
BUOHO, CKORIOBAHO OOHY 3 NAMSIMOK CMAPOGUHHOL PY3UHCLKOL
apximexmypu), mo 6 iMWUX CYEHAX XYOOICHUKY OpaKye cmaxy u
Gpanmaszii” [11].

VY peuensii mpuineHo yBary BCIM CKJaJOBHM OIEPHOI BHU-
CTaBU: PEKUCEPCHKOI, MUPHUTCHTCHKOI, penakiliiHol (Kymropu i
apaH)XyBaHHs), XOpOBoi, 0OayieTHOi, CBiTIOBOi mapTtutypu. bessa-
MEPEYHUM YCITiXOM TOCTAaHOBKH PEICH3CHT BBa)Ka€ HaA3BHYANHO
rapHi OaneTHi HomepH (“BupoBHINHI") Xopeorpada 3 ['py3ii P. Ma-
yainze. Aupurenta €. JlyleHnka BiH XapaKTepU3ye K BICBHEHOTO
1 YBaXHOTO, XO4a CBapUTh BHKOHABIIIB yJApHOI I'PYMHU OPKECTPY.
o xopy B onepi y [1.1l1lokanbchkoro Tex € cBoi 3anuTaHHs. [lif-
KPECJIMBIIH, IO XOP 3BYYUTH “KOMIAKTHO Ta IHTOHALIKHHO TOYHO”,
BiH OZJHOYACHO BKa3y€ Ha HOrO CTATMYHICTH 1 PUTMIYHY CJIA0KIiCTh:
“wonpasoa, iH0OI 8iH HAOMO HePYXOMULL DO HAOMIDY MemYULTUGUL,
a yacom eudbusaemocs 3 pummy” [11].

Tpetuny peueHsii 3aiiMaloTh XapaKTEPUCTUKH TOJOBHUX IEp-
conaxiB omepu. [1. IllokanbChbKuUii B CTaTTi HE MPOMYCTUB KOJ-
HOro BUWKOHaBLSL. “Obpaszu “/laici” (Hezsadicarouu HA CIONCEMHY
HeCKIAOHICmy) NCuxonoziuno 6acamosuauni. Llenmpanvnoro no-
cmammio (Mabymo, 3a805Ku 4y008omy eukonanHio M. Manoiina)
susguecs myscriu 6oin Kiazo” [11]. Kputuk Bia3Ha4uB miepeBaru
000X BHKOHABIIIB napTii Manxasa. “Axwo /{yoinin Oirbw epasicae
6 enizooax, max ou mogumu, ‘“‘Kamepnozo niany”, mo LLlynax yixa-
siwutl, eMoyitino “axmueniwuil” 6 ancamonax, wo pyxaioms 0ito”
[11]. JI. Qypkan y poni Mapo oTpumaina roctpe KpUTHYHE CIOBO
Bin lllokanbcekoro. “Ha ocans, 6 6bacamvox micysx ceoci napmii
cnigauyi 00800umMbCsi Popcysamu GepxXHi HOMU (8 YbOMY GUHHA
He quwle apmucmia, a i opxecmpogka onepu). He ece capazo y
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JI Lypran 3 ouxyicro” [11]. H. Cypxwuniii y poni HaHo pernieH3eHT
3pOOMB KOMIUTIMEHT. “30aemucs, sickpase Hipuko-opamamuine o0o-
0apoBaHHA CNIBAUKU 6XO0UMb Y KOHDAIKM 3 mieio poinio, wo il
3aNPONOHOBAHO — 00pPA30M MOMOPHOI cinbcokoi ceaxu. Cyeniune
BUPIWEeHHS POJli HE BUKIUKAE 3anepeuenb, dle Xominiocs O Oinbul
BUMONHYUEH020 80KANbHO20 Manionka yiei napmii” [11]. €. Kapuko-
Ba B poui Tito Illokanbchkuii Ha3BaB “KOMeMiHUM 00mapyBaH-
HaMm”. “Ha ocanv auwe xomeditine” ma 36uune “‘amniya-wiacka’
[11]. CxBanbHI KOMeHTapi B peuensii orpumanu O. MOHACTUPHUH,
A. KoBTyH, A. Pesinoaa.

O1iHOYHI CY/KCHHSI aBTOpa-KPUTHKA CKIIAJAIOTHCS B KAPTHHY
HE ayXe “napaany” i I0BUICHHY, SIK IJIs1 3aMOBHOI CTaTTi. 3 TEKCTY
pereHsii MoHa 3pOOMTH BHCHOBKH, LIO ONEpHA MOCTAHOBKA Mae
3HAYHI BaJU: CTPaXKJa€ Ha CTATUYHICTh, “KOHIIEPTHUMU I03aMu’,
JypPHUM TOHOM HITYYHOTO IeperpaBaHHs, HempodeciiHUM BHKO-
HaHHSIM I'Py3UHCHKOI pUTMIKH — TOJIOBHOT'O 3aC00y BUPA3HOCTI B
TPY3UHCHKIHM My3H1li. 30BCIM HECIOIiIBAHUMH BUAAIOTHCSI BUCHOBKHU
CTaTTi, Ie aBTOp 3aJa€ pUTOpuyHe nuTaHHs. “‘Yu cmamne “/laici”
nodieto ¢ bioepaghii meampy — supiwums uac” [11]. Ilicns romo-
CHUX MPEM EPHUX TOKa3iB BUCTaBa, sk numie lllokanbcbkuii, “po3-
CHMAETHCS 1 € BEIMKE MUTAHHA 10O i1 JOBTOJITTS B penepTyapi
teaTpy. [IpyurHM Takoro cTaHOBHIIA aBTOp BOAdae B “3arajibHUX
xBopoOax onepHoi Tpynu” [11]. “Hemae edunozo pisnozo ancamonio
conicmis. He na nanesicnomy pieni éoxanvha Kyiemypa. Y 6azamvox
cnieaxie Hemeepoa IHMOHAYIs, HAGIMb 00CEIOUEHUM GUKOHABYAM
Opaxye cnpasicHboi akmopcvkoi maiicmeprocmi. Yacmo Ha cyeui
NAHYIOMb ONEPHI WMamnu, cmanoapmuutl Haoip nos-scecmig” [11].

Penensii [1. [llokanbcbkoro mopsif 3 adimiamMmu, ecKizaMu JICKO-
pauiii, ¢porto- i BizeomarepiasaMu MOKIWUBO PO3MIISIATH K MaTe-
piasibHy Mam’aTKy XapKiBCBKOT'O ONIEPHOTO TeaTpy.

VY Hux BiioOpa’keHO CTaH MY3WYHOI KPHUTHKH TOTO yacy. lne-
OJIOT1YHUH THCK 3MYLIyBaB aBTOpa 70 €30MoBoi MoBH, i Lllokab-
CBbKOMY BJaBaJIOCS YHHKATH IIEH3ypPHUX HOPMAaTHUBIB 3aBISKU
1pOHii, pUTOPUYHUM 3alTUTAHHM 1 HefoMoBKaM. barato 1o BiH Mir
€001 T03BOJUTH MPSIMUM TEKCTOM Yepe3 aBTOPUTET 1 IOCBil y Meia.
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MalicTepHICTh BOJOAIHHA MyOIIIUCTHYHIMH >KaHPaMH 1 OCTii-
He OaJlaHCyBaHHsI 3 Iponaranjo no3soisuu [lany Bomogumupo-
BUYY BiZJTHOCHY OOMEKEHY CBOOOY BUCJIOBIIOBAHHSI, SIKY BiH LIIHUB.
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Hoaarok 1

Ilepenik nyonixayii Illokanscokozo I1. B., axi 30epicaiombca
¢ apxiei nasuanvHoi nadopamopii icmopii yKpaincekoi ma 3apy-
oixncnoi myzuxu XHYM imeni 1. Il. Komnapeecvkozo, y Xxponono-
2IUHOMY NOPAOKY:

e Moroni my3ukantu. Mucmeymso. 1958. Ne 5. C. 32.

e XubHna nymka. Jlenincovra smina. 1958.14 mort.

e Sk po3ymitu i ciayxatu My3uky. Coyiaricmuuna Xapxisuju-
Ha. 1959. 1 kBIT.

e KoMIo3uTopH 3BITYIOTh: IPO OIVISIA TBOPIB XapKiBCHKHX
KOMITO3UTOPIB. Mysvikanvras scusnv, 1964. Ne 9. C. 4.

o ['umH xu3Hu. Komcomonvcxas npasoa. 1965. 10 cepm.

e Moga IrojchKoro cepiist. 3asodcwvra npagda. 1967. 11 mror.

e BiqMiHHICTh MY3WKH BiJi IHIIUX BUJIB MHCTELTBA. 3d600-
cbka npasoa. 1967. 18 nroT.

e V TBOpuill 1abopaTopii. 3aeodcvka npasoa. 1967. 11 depes.

o [licusip. Kynomypa i sicummsi. 1967. 29 x0BT.

o Yorupu noepxu My3uku. Coyianicmuuna Xapkisuuna. 1968. 27 moT.

e Xanoba tBopyocTi. Kynbrypa i xutts. 1968. 4 numn.

o Jlns mobureneit Mmy3biku. Kpacnoe snams. 1968. 17 nurm.

o Jlo cepaens gopora. Kyaemypa i srcumms. 1969. 13m10T.

o Kamumnn Cen-Canc. Myswvikanvras srcusns. 1969. Ne 13. C. 15—-17.

e Hoge 3naiiomctBo. Coyianicmuuna Xapxiewuna. 1970. 14 cepr.

e Amacionata — 70. Mysuxa. 1971. Ne 2. C. 2.

e My3bIka, KoTOpas He cTapeet. Kpacnoe 3namsa. 1971. 20 nroT.

e “Jlaici” Ha xapkiBcbKill cueHi. Coyianicmuuna Xapxiguuua.
1972. 27 rpya.

e Ha npem’epi “/laici” (XATOB). Myszuxa. 1973. Ne 1. C. 6-7.

e TBopueckue aspeca xapbkoBuaH. KpacHoe 3nams. 1973. 13 nucrorn.

e 70 netue kommno3utopa ®. ®. bornanosa. Cogsemckasn my3vika.
1974. Ne 9. C. 151.

o CrieKTaKIIb-CKa3Ka, ClIeKTaKIb-urpa. Kpacroe snamsa. 1975. 14 cia.

e PiBeHb 3pinocti Mmutis. Beuipuii Xapkis. 1975. 9 rpyn.

e TBopuicTs Bpaxkaroyoi cunu. FOBineiiHa ctarts g0 50-pivus
xapkiBcebkoi onepu. Coyianicmuuna Xapriswuna. 1975. 23 rpyn. C. 4.
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THE ART OF CRITICISM AND PROPAGANDA
(Based on the Works of Pavlo Shokalsky,
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“To criticize, one must understand,
and to understand, one must feel”.”
Hector Berlioz
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Critical reviews of opera performances play a key role in docu-
menting and shaping the perception of theatrical life. A review cap-
tures both the factual details of a production — who performs and
what unfolds on stage — and the audience’s emotional response,
reflections, and the critic’s evaluative judgments. It also preserves
fleeting impressions of the historical moment in which the perfor-
mance was created and staged. In many cases, a review remains one
of the few surviving records after a production has left the stage.

However, criticism is never purely documentary or detached.
Every review carries the imprint of the critic’s perspective — what
could be called the “optics of a contemporary observer”. Beyond
their analytical and historical value, critical writings often possess
artistic significance in their own right. Consider Hector Berlioz’s
reviews: they are not just technical analyses of operas by his con-
temporaries (such as his scathing critique of Rossini’s William Tell)
or predecessors (like his masterful review of Gluck’s Iphigenia in
Tauris). They are also literary works — musical essays that evoke
the spirit of their time. Berlioz’s passion spills into his vivid prose,
blending sharp polemics with anecdotal storytelling. His articles
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are neither flattering nor promotional; rather, they are fearless cri-
tiques that challenge conventions. His relentless attacks on the ar-
tistic complacency of his era, along with his bold assessments of
composers and performances, serve as a reminder that great criti-
cism has always been driven by audacity, rebellion, and dissent. If
these qualities diminish, giving way to appeasement, criticism risks
slipping into the realm of “black propaganda.”

Criticism and propaganda have always coexisted. In a broad
sense, propaganda (from the Latin propdgo, meaning “to spread”)
functions as a form of communication aimed at shaping public per-
ception — whether through facts, arguments, rumors, or ideological
messaging [7]. The balance between criticism and propaganda is
fluid, shifting over time and influencing how narratives are framed.
Depending on this balance, the shades of influence range from subtle

“gray propaganda” to more overt “black propaganda” and beyond.

The dominance of either criticism or propaganda has varied
across different historical and geographical contexts. In the USSR,
independent media did not exist at all — everything was subor-
dinated to the Communist Party and its ideological system. The
government maintained strict control over the arts, fostering an en-
vironment where “black propaganda” thrived.

Composer and musicologist Oleksii Voitenko, in his analysis of
Soviet-era music theory textbooks, concluded that ideological dis-
tortions embedded in these materials have persisted in music edu-
cation to this day. The remarkable longevity of these narratives is
sustained through the continued daily use of such textbooks in the
learning process. Even modern educational literature has inherited
outdated Soviet methodologies and ideological undertones. In his
article And Again About Old Wine in New Bottles, Voitenko posed
a critical question: “What should we do with our past so that it
does not obstruct our future?” He emphasized that this remains one
of the most urgent issues in contemporary music education, par-
ticularly in the field of music theory, where outdated pedagogical
approaches still dominate [12]. More than thirty years after the col-
lapse of the USSR, its ideological echoes remain.
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In 1972, the Central Committee of the Communist Party of the
Soviet Union (CPSU) issued a resolution “On Literary and Artistic
Criticism” [6]. This directive effectively established ideological “ac-
cess codes” for those wishing to engage in criticism. According to
the party’s decree, “Only a scholar armed with the Marxist-Leninist
doctrine of party loyalty, ideology, artistic tendency, and the folk
character of socialist realism can offer a sincere and well-reasoned
assessment of the works of Soviet composers, the performances of
musicians, and their contribution to the artistic culture of the Soviet
people” [6].

From that point on, art criticism fell under even stricter cen-
sorship and took on an explicitly ideological function. “Black pro-
paganda” became a primary instrument of state policy, reinforcing
two key narratives: the greatness of Soviet culture and the unity
of the multinational Soviet people. Critical discourse was saturated
with declarations of loyalty to a “realistic interpretation of artis-
tic imagery,” general ideological platitudes, state-sanctioned myths,
official rhetoric, and pre-approved talking points (so-called temniks).
Individual perspectives and independent thought were systemati-
cally suppressed™.

Authors who did not conform to the “ideological framework”
were effectively silenced, denied the right to publish. This selective
process created an exclusive circle of critics with unrestricted ac-
cess to the media, shaping a controlled discourse. These specialized
critics functioned much like characters in a video game, with two
modes of engagement: a “third-person” perspective — observing
from a distance, forming personal judgments but remaining un-
heard; or a “first-person” perspective — actively participating in
the game of state propaganda, adapting their stance as the ideologi-
cal narrative evolved.

Pavlo Shokalsky (1917-1983), a Kharkiv-based musicologist
and critic frequently published in the 1970s and 1980s, chose to
navigate this system as an active player. But does this make him a
> By the end of the 70s, the situation with state propaganda was gradually changing, the system

and censorship were weakening, and propaganda lost its effectiveness. It looked more like a game of
giveaways and generated irony.
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conformist or an opportunist? His critical writings reveal a continu-
ous balancing act between independent critique and adherence to
official ideological rhetoric.

Shokalsky’s professional authority and public image were large-
ly rooted in his wartime service — he fought in World War II from
1939 to 1943. His original writings and lectures showcased a char-
ismatic public figure, one who, unlike many of his contemporaries,
knew how to play the system to his advantage. It is no surprise that,
at the time, rumors circulated that no editor or censor dared to alter
his articles.

Shokalsky’s critical work was deeply intertwined with his role
as an educator in Kharkiv’s music institutions. He was a pioneering
figure in Kharkiv musicology — a “Viking” in his field. His journey
at the Department of Music History at the Kharkiv State Conserva-
tory (later the Institute of Arts) began in 1957 when he was 40 years
old. By then, the department had already established itself as a lead-
ing force within the institution, primarily staffed by local scholars
and educators.

Shokalsky, however, brought a wealth of experience from be-
yond Kharkiv — his studies in Moscow and teaching at a music
school in Frunze, Kyrgyzstan. His adaptability and natural cha-
risma allowed him to seamlessly integrate into the department.
Colleagues valued his ability to teach beyond traditional academic
subjects, leading courses on lecturing techniques and seminars in
music criticism. Students saw him as more than a professor — he
treated them as colleagues, winning them over with his extraordi-
nary leadership and dynamic personality®.

In a podcast by Oleksandra Samoilenko, Doctor of Arts and Vice-
Rector for Research at the A. Nezhdanova Odesa National Music
Academy, prominent scholar and music critic Maryna Cherkashyna-
Gubarenko recalls her student years at the Kharkiv Institute of Arts
when Pavlo Shokalsky taught there: “Although my supervisor was
Halyna Tyumenieva, my informal teacher was Pavlo Shokalsky” [5].

55 Well-known Ukrainian musicologists, PhD in Art Studies Iryna Ivanova, Adila Mizitova, and
Liudmyla Miroshnikova studied in his specialty class.
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Her introduction to Shokalsky, an idol among her fellow musicology
students, was quite telling. “/ was in my second year when he (Sho-
kalsky) was friends with my colleagues. And he said: ‘Oh, Cherkashy-
na, you're such a gray mouse,” because I was an excellent student — |
studied well, did everything right. When I heard that, I told myself
1 would never be a gray mouse again. And I managed to become
friends with Pavio Volodymyrovych. He taught me so much. He was
an extraordinary person. He couldn’t stand perfect students — those
gray mice, the ones who always followed the rules. He loved the dif-
ficult ones, the rebels, and he always took them under his wing, al-
ways engaged with them” [5]. Shokalsky’s ability to connect extended
beyond students—he maintained strong relationships with colleagues
in major cities, with editors of newspapers and magazines, and within
lecture circuits. “Throughout his life, he maintained lively friendships
and professional contacts with his Moscow colleagues, including the
renowned music critic Liana Henina. He had first-hand knowledge of
key artistic events and was ‘one of their own’ in the capital’s music
and theater circles,” writes Iryna Drach [2]. Shokalsky skillfully lev-
eraged these connections at a time when getting an article published
was a nearly impossible feat for many — but not for him. He was a
regular contributor to the Kharkiv press, Kyiv magazines and news-
papers, and Moscow periodicals. His passion for critical journalism
always took precedence alongside teaching and lecturing. His former
students, A. Mizitova and I. Ivanova, described him as follows: “He
saw enlightenment as his life’s mission — he was one of the most
sought-after lecturers in Kharkiv. His style was engaging and demo-
cratic, and he was a familiar presence in the Central Lecture Hall,
the Philharmonic, and on tours across Ukraine” [3].

The archives of the Department of History of Ukrainian and
Foreign Music at the Kotliarevsky National University of Arts have
preserved several articles written by Shokalsky during his time in
Kyrgyzstan, along with 23 publications from his Kharkiv period.
Some of these articles may have been commissioned, but in those
days, compromise was inevitable — one had to accept assignments
and produce work.
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Shokalsky’s name appeared most frequently in the press in
connection with the Mykola Lysenko Kharkiv National Opera and
Ballet Theater. His series of reviews and creative portraits were
published in local, republican, and all-Union periodicals.

His first mention of the Kharkiv Opera in print dates back to
1968, when he wrote a portrait article on the theater’s leading soloist,
Yevhen Chervoniuk, titled “Thirst for Creativity” in the newspa-
per Culture and Life [10, photo 1]. It is likely that the reason for this
piece was Chervoniuk’s recent recognition as a People’s Artist of
the USSR in 1967. Shokalsky was evidently proud of this publica-
tion — seven copies of the article have been preserved in the archive.

Though brief and accompanied by a rather unremarkable,
standard portrait of Chervoniuk—reminiscent of the era’s “honor
boards” — the article holds its own among the works of the lead-
ing music critics of the time. Its structured composition, depth, and
clarity of thought stand out. While the writing may feel somewhat
dated today, Shokalsky’s approach still bears similarities to modern
media standards. In many ways, it aligns with the principles of BBC
journalism (though not entirely): accuracy, impartiality, and a con-
versational tone that connects with the reader.

The title of the article, “Thirst for Creativity”, is a classic ex-
ample of wordplay, tying into the final line of the piece. The text
immediately draws the reader in with a compelling scene: “We are
sitting in the classroom... Watching as concertmaster Nadiia Kra-
marenko patiently and persistently works with the students. Phrase,
intonation, rhythm. Rhythm, intonation, phrase. ‘The black work
of art.” But without it...” [10]. This opening sets the rhythm of the
narrative with short, pulsating sentences and an unfinished ellipsis,
immersing the reader in the atmosphere of vocal training while in-
troducing a key figure — Kramarenko, the concertmaster. The core
of the article focuses on Yevhen Chervoniuk’s roles at the Kharkiv
Opera, structured as a virtual conversation with the singer. The au-
thor employs a dynamic Q&A format: “How many roles has he
performed on the opera stage—forty? Fifty? I never had the time
to count. Each one is so different, an astonishing gallery of charac-
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ters!” “Did he ever have failures? Undoubtedly”. “Which role suit-
ed him best? Even he couldn’t say... And what does it mean to truly
embody a role? In response, Yevhen Ivanovych merely shrugs in
bewilderment” [10]. Shokalsky skillfully employs the “anonymous
source” technique: “It is said, and not without reason, that singing
a few romances in concert is like living multiple lives.” “The audi-
ence loves Chervoniuk for many reasons.” [11]. He also masterfully
uses the “presentation” technique, seamlessly introducing key mo-
ments in Chervoniuk’s repertoire: “Here is King Philip’s monologue
from Verdi’s Don Carlos...” [10]. From there, the article delves into
an analysis of Chervoniuk’s voice, his transformative artistry, and
his work in chamber music. Only in the final section does the piece
take on the more conventional structure of a biography — though
still with the flair of a novel.

P. Shokalsky voiced his own position on performance in art in
two theses: “After all, an actor’s findings and discoveries die with
him if you don’t share them with young people”; “But that exhaust-
ing inner work, when an image is being born, there are no words
for it yet. And we, the audience, will never know anything about it,
because we always see only the finished artistic result” [10]. For the
“necessary party curtsies” Shokalsky left one paragraph at the end
of the text. There were three components to the article’s skill: verbal
ease, empathy for the subject, and a kind of play with irony that is
both present and absent (in the tradition of Robert Schumann’s criti-
cal opuses). The article is distinguished by its “off-the-cuff” style,
lack of complimentariness and pathos (judging by M. R. Cher-
kashyna-Hubarenko’s podcast, pathos and Shokalsky were incom-
patible things). It appeared when, according to the theater director
V. Monakhov, “Yevhen Chervonyuk was such a portrait on the ban-
ners at that time” [1].

On the occasion of the theater’s 50th anniversary in 1975, the ed-
itorial board of the newspaper Socialist Kharkivshchyna published
a large, full-page article. Among the authors of the anniversary ar-
ticles were the director of the opera house, V. Monakhov, the chief
director, V. Lukashov, the chief conductor, A. Kalabukhin, the head
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of the literary department, O. Chepalov, and Pavlo Shokalsky. For
the anniversary article “Creativity of Impressive Power”, Pavlo
Volodymyrovych chose the genre of historical review [11, photo 2].

He recorded important dates, titles of performances, names and
status of key figures in the theater, and placed clear accents. “On
April 24, 1925, the Council of People’s Commissars of the Ukrainian
Soviet Republic adopted a resolution on the creation of a Ukrainian
opera in Kharkiv. This day marked the beginning of the history of
the Soviet opera theater in Ukraine” [11]. The author focused on
the first premieres of the theater: Sorochinsky Fair, The Tale of Tsar
Saltan, and Prince Igor. Then he presented a list of the members of
the first permanent Kharkiv opera company, including conductors
O. Bron and L. Steinberg, directors M. Boholyubov and V. Manziy,
artist A. Petrytskyi, and soloists M. Lytvynenko-Volhemut, I. Pa-
torzhynskyi, M. Donets, V. Guzhovyi, and O. Kolodub, later joined
by M. Reisen and I. Kozlovskyi. “For a number of seasons, L. So-
binov, A. Nezhdanova, and Y. Kiparenko-Damansky took part in
the performances of Kharkiv” [11].

P. Shokalsky considers the most successful performances of the
Kharkiv Opera to be those that were approved in Moscow: M. Mus-
sorgsky’s “Boris Godunov”, staged by the Bolshoi Theater of the
USSR, which received a state award in 1952, D. Klebanov’s “The
Communist” and A. Khachaturian’s “Spartacus”, performed at the
Kremlin Theater in Moscow. Among the theater’s achievements,
he considers productions of works by Kharkiv composers, such as
B. Yarovynskyi’s opera “Lieutenant Schmidt”, N. Yukhnovska’s
‘Pavka Korchagin”, M. Karminskyi’s “Bukovynians”, and V. Huba-
renko’s ballet “Don Giovanni”. P. Shokalsky specifically focuses on
the leading soloists of the opera house in the 70s and identifies their
best roles: Yevhen Chervonyuk in Don Pasquale, Svitlana Kolyva-
nova in Carmen Suite, Yaroslav Ivanov in The Enchantress, Lyud-
myla Sergienko in The Young Guard and One Step to Love.

The author recalls an exchange tour of the theater’s soloists.
“Georgian artists helped to stage one of the pearls of Georgian op-
era classics, ‘Daisy’” [11]. Pavlo Volodymyrovych first wrote a re-

¢
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view of this opera for the newspaper Socialist Kharkivshchyna in
December 1972 under the title “Daisy on the Kharkiv Stage” [§],
and in January 1973, he expanded the text of the article for the mag-
azine Music under the title “At the Premiere of Daisy” [9, photo 3].

Why did Shokalsky decide to write a review of Daisy? The op-
era was staged as an event on a significant political date. 1972 was
the 55th anniversary of the October Revolution and the 50th anni-
versary of the creation of the USSR. “The performance is dedicated
to the national holiday”, he wrote, and perhaps this was the reason
for writing the article, that is, the editorial order. At the same time,
the opera was recommended for the All-Union Review of Musi-
cal Theaters, announced for this date, which included performances
of works by Soviet composers. On the part of the Ukrainian SSR,
the competition works were Abesalom and Ether by Z. Paliashvili,
Romeo and Juliet by S. Prokofiev (Kyiv), Creation of the World by
A. Petrov (Lviv), By the Path of Thunder by A. Kara-Karaev (Ode-
sa), and Daisy by Z. Paliashvili (Kharkiv).

Perhaps P. Shokalsky wrote his articles during the competition
to lobby for the Kharkiv play. By the way, Daisy received a second-
degree diploma. In 1972, E. N. Yavorsky’s co-authored report at a
seminar on the results of the work of the republic’s theaters on the
occasion of the 50th anniversary of the USSR paid attention to the
Kharkiv production of Daisy, and the report used theses from Sho-
kalsky’s reviews almost verbatim [4].

The premiere of Paliashvili’s opera Daisy took place in Kharkiv
on November 3, 1972. Choosing Daisy as the Kharkiv Opera’s com-
petition entry proved to be a strategic decision. Another Georgian
opera, Abesalom and Eteri by Z. Paliashvili, had already enjoyed a
long and successful run at KhATOB. At the time, the Kharkiv Op-
era maintained close ties with the Tbilisi Opera House and had col-
laborated on several joint projects. The theater’s management took a
pragmatic approach, opting for a well-calculated choice rather than
an overly ambitious one.

The premiere poster, now available on the new KhNATOB/
Skhid Opera Virtual Museum website [4], lists the production
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team: conductor E. Dushchenko, director 1. Chernychko, choir-
master E. Konoplyova, designer L. Bratchenko, and choreographer
R. Machaidze. The poster also announces a triple cast for the main
roles. In his review, P. Shokalsky focuses on two of them: Mal-
khaz — A. Dubinin, O. Shulyak; Kiazo — M. Manoylo, Y. Ivanov;
Maro — A. Rezilova, L. Tsurkan; Nano — N. Surzhyna; Tsanga-
la— O. Monastyrnyi, A. Kovtun; Tito — E. Zharykov, V. Teveshev.
At the start of the article, the author sets the stage with vivid
imagery, describing the atmosphere as “a feast of colors, fiery en-
ergy, a rain of sparks” [8]. The premiere was preceded by meticu-
lous research into national traditions, carried out in collaboration
with Georgian ethnographers. However, the reviewer notes that the
Kharkiv production “does not claim to be a new interpretation” [9].
In his signature ironic style, Shokalsky expresses open skepticism:
“And those who come to the theater with the unspoken question—
what about the ‘real Georgia’? — may feel a slight disappointment.
The national flavor is, of course, preserved, but the directors have
placed their focus on universal emotions and conflicts” [9].
The opera’s climactic scene, Malkhaz’s burial, is described in
striking detail, allowing the reader to visualize the mise-en-scéne.
“The body of Malkhaz is carried out on an open burka, with a sob-
bing Maro following behind. The mourning procession forms a
traditional ‘mourning circle’ before slowly disappearing into the
left wing. Meanwhile, on the right, soldiers gather under a ban-
ner, frozen in a tense, defensive stance — the enemy is near. On
the surface, the two ideological lines — the romantic-tragic and
the heroic-patriotic — seem well integrated. And yet, this staging
doesn't feel entirely convincing, it comes across as a kind of for-
mulaic poster. Wouldn't it be worth considering a different ending?
Something less direct, more nuanced, perhaps more symbolic?” [9].
Shokalsky leaves his critique open-ended, concluding with a rhe-
torical question that lingers in the reader’s mind.
The reviewer also provides a separate assessment of the artist’s
work, particularly critiquing the weaknesses in the visual design.
“While the massive, starkly overhanging facade of the temple (Act 11,
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Scene 2) leaves a striking impression of solemn grandeur — clearly
inspired by a monument of ancient Georgian architecture — in other
scenes, the artist lacks both stylistic cohesion and imagination” [9Y].

The review examines every aspect of the opera’s staging: direc-
tion, conducting, editorial decisions (bills and arrangements), choral
work, ballet, and lighting. Shokalsky considers the ballet sequences,
choreographed by Georgian artist R. Machaidze, to be an undeni-
able highlight, describing them as “spectacular”. He portrays con-
ductor E. Dushchenko as confident and attentive but does not hold
back criticism of the orchestra’s percussion section.

The chorus also comes under scrutiny. While he acknowledges
that it sounds “compact and intonationally precise”, he simultane-
ously critiques its lack of dynamism and occasional rhythmic in-
consistencies: “At times, it is either too static or overly frantic, and
sometimes it loses its rhythm” [9].

A third of the review is dedicated to analyzing the main charac-
ters in the opera, with Shokalsky ensuring that no performer goes
unmentioned. “Despite the simplicity of the plot, the characters in
Daisy are psychologically meaningful. The central figure — per-
haps thanks to M. Manoilo’s outstanding performance — is the cou-
rageous warrior Kiazo” [9].

Shokalsky highlights the strengths of both Malkhaz performers.

“If Dubinin is more compelling in the intimate, chamber-like scenes,
Shulyak stands out in the ensembles, where his emotional intensity
helps drive the action” [9]. However, his critique of L. Tsurkan as
Maro is sharp: “Unfortunately, in many parts of her role, the singer
struggles with the upper register — not entirely her fault, as the
orchestration also contributes to the issue. Additionally, her diction
is problematic” [9].

In contrast, he praises N. Surzhynia as Nano: “It seems her
bright lyrical-dramatic talent clashes with the role of a sprightly vil-
lage matchmaker. The staging of her character raises no objections,
but one wishes for a more refined vocal interpretation” [9]. Mean-
while, E. Zharykov’s performance as Tito is acknowledged, though
with reservations: “4 comedic talent, undoubtedly. But only a co-
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medic one, confined to the usual role-mask” [9]. O. Monastyrnyi,
A. Kovtun, and A. Rezilova receive positive mentions in the review.

Shokalsky’s judgments paint a picture far from the celebratory
tone expected in a commissioned piece. His review suggests that the
production suffers from noticeable flaws: static staging, “concert-like
postures”, an artificial theatricality, and an unpolished execution of
Georgian thythms — the core expressive element of Georgian music.
“Whether Daisy will become a milestone in the theater’s history re-
mains to be seen” [9]. He notes that after an initial run of high-profile
performances, the production begins to “fall apart”, raising doubts
about its longevity in the theater’s repertoire. The cause, he argues,
lies in the “general ailments of the opera company” [9]: “There is no
cohesive, evenly matched ensemble of soloists. Vocal culture is lacking.
Many singers struggle with unstable intonation, and even seasoned
performers fall short in true acting ability. Too often, the stage is domi-
nated by operatic clichés — predictable postures and gestures” [9].

Shokalsky’s reviews, alongside posters, set designs, photo-
graphs, and video recordings, serve as a historical record of the
Kharkiv Opera House. They capture the state of music criticism at
the time, shaped by ideological constraints. Under political pressure,
Shokalsky employed Aesopian language — irony, rhetorical ques-
tions, and strategic omissions — to navigate censorship. His reputa-
tion and experience in the media allowed him to say more than most,
albeit within limits. Mastering the art of journalistic subtlety while
balancing the demands of propaganda, he managed to carve out a
space for genuine critique — something he valued deeply.
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Huwkesuu Cepeii
sacayxcenutl apmucm Yrpainu,
ooyenm, npoghecop xaghedpu cneyiarbHo2o hopmeniano
Xapkiscbko20 HAYIOHANLHO20 YHIGEPCUMEMY MUCTHEYME
imeni I. I1. Komasipescbko2o

Y HIOITEHAS¢
1.
[Tapmx, uepBens 1995.
Konnepru 3irpa-

HO, TOJAPYHKH Tpuada-
HOo. OrnsHyTi MoOHMAapTD,
€nucericeki  monst, Cire,
JlyBp, HaOepexni CeHu,
Bepcaunsb i take inmre. [Tic-
JIsI3aBTpa Jieuy J0/0MY, a B
[omnena e He moOyBas.
Hi, tak He mige. bytn
B [lapmxi i He 3aBiTaTH
no [lonena — ue jomyx-
HYTHCh KamitanpHo. lle
03HaYa€ BTPATHTH IIIAHC
JIOTOPKHYTHCh JI0 HEBUIHU-
MOTO JUJISl OKa i HEUYTHOI'O
IUTSL ByXa 3B’SI3KYy MK HO-
ro 9acoM — 1 MOIM Yacom,
MiX HOro MY3HKOIO (3Ha-
HOMOIO MEHi, IMOBIPHO, I1Ie
JI0 HApOJKCHHS, aJKe Mii
0aTbKO MOJIIOOIISIB rpaTH JJisi ceOe BaJibCH, MPEOAIl 1 TMOBLIbHI
etionu lllomnena, a Mos MaMa Maiike 3aBK/I1 OyJia opsJl 3 HUM) — 1
ayporo [Tapmwxka XIX cTomiTTs, sika 0TOYyBasa aBTopa 1 sika, 3rigHo
3 MOIMU OYiKYBaHHSIMH, HAWKpaIle 30eperiacs caMe TaM, Ha [[BHUH-
%6 ABTOpH30BaHNMI yKPATHCHKHMIA IEPEKIIal TEKCTY, IO BIiepie OyB omy6TikoBaHuil y 30ipii

PaxmaHniHOBChKOTO decTrBamo: C. PaxmaninoB Ta KynbTypa Vkpainn. (C. PaxmaHiHOB: Ha 371aMi
cromite). Bum. XIV. Xapkis. ®OIT Hocans B.A., 2017. C. 123-128.
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tapi [lep-JIsmes, ocTaHHbOMY MPUTYJKY MaHpiBHUKA. [HIII Micis
Hioro mpoxxuBaHHs B [lapuxki, Ha sIKi s Opi€eHTYBaBCs MPHU MPOKJIa-
JaHHI MapIIpyTiB CBOr0 3HAKOMCTBA 31 “CTOJIMLEIO CBITY”, SIK Ha Me-
He, He 30eperiiu aHi cMaky, aHi apomaTty XIX cTodiTTS — HAaTOMICTh
MEHe 3yCTpiyasii BCIOANUCYIIA peKaMa i IPUBITHUH 3anax OeH3UHY.
VYce, 3aBTpa iiay no llomneHa.
2.

3aBTpa NpuiILIo.

Panok.

XMapHO, MPOXOJIOJHO, BITPSHO.

Jlo6pe, 1110 HTH HEAATIEYKO — XBHJIUH IBaLATH Bl OyIMHKY, [
s MEIIKaB. XBWIMH 3a JBaHAALUATH MPABOPYY MO XOAY 3’SIBIISETHCS
JoBxene3Huit myp usunTaps [lep-Jlses i, HapewTi, TOJTOBHUH BXiJ.

3ax0mKy.

I3 mepconanmy — HIKOTiCIHBKO Ha BiJCTaHI HaWOMMXKYMX CTa
METpiB y Bcix HampsimMkax. [Inan tepuropii kynutu Hi B koro. Bin-
BiyBauiB Maiike HeMae, OroJa He MOCHpusIa. 3anmuTaB (AaHTIiH-
CBKOI0) B OnlHOTO, Apyroro: “Sx mpoiitu no Illonena?”. Bigmosini
onnaxoBi: “Je ne parle pas d’Anglaise, monsieur, pardon”. (“S e
PO3MOBIISIIO aHTIIIHCBKOIO, MEChE, BHOauTe”).

LBunTap Bennuesnuit. CToro, a Kyau WTH — XTo3HA. Bkasis-
HUKH €, ajie Ha HUX JIMLIe iMeHa, KBaApaTH, ajei, a K A0 HUX Ii-
WTH — HE3PO3YyMLIIO.

Hapemti uepes miB roguHH 3’IBISETHCS CIY)KHUTENb, 3aIHUTYIO
B HBOTO (aHrmiHcbKO010): “Sk mpoiiTu o llonena?”. Biamosink 3HOB
Ta cama: “Je ne parle pas d’Anglaise, monsieur, pardon”. OTyT Bxe 5
OCKa)KEHIB, HAIIPYKUB MO30K, III00 3raJIaTh YBECh CBili Mi3epHHUIi 3a-
nac paHIly3bKoi 1 MIOBTOPHUB 3allUTaHHSI, IPHOIN3HO (PPaHILYy3bKOIO.
Ha mio ciy>kutensb BiAMOBIB IIOCH HA KIITANT: “A, Hy Tak OU oapasy
1t 3anuTanu, mecke (HiouTO “Illonen” GppaHIly3bKOI0 3ByYHUTD HE TaK,
SK aHTJIIIChKOI0!) — pyluaiiTe IpaBopyy, MOTIM JiBOpYY, oOaYuTe
TaOJIMYKY, Jic 1 3HalieTe BiANOBI b Ha Barie 3anuTanHs”.

Uny.

Y11y HeMBU KO, PO3IMBIIAIOCH HABKOIIO if HOCTYIOBO OYNHAIO
IUSTHITH BiJI PO3KOIIIi, IKa MEHE OTOYYE, BiJI MUIITHOTH 3€JIeHi, BiJI
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OaraTcTBa MOHYMEHTAJIbHUX POIMHHUX CKIEIMIB, BiJ apXiTeKTyp-
Hoi paHTa3ii aBTOPIB, sAKi 1X MOOY Ty BaJIH, Bl BEIMYE3HOI KiTBKOCT1
MapMypy Haiipi3HOMaHITHIIIMX BiITiHKIB Ta iX MO€AHAHb. YSBIISAIO,
CKIUJIBKH BCE 11€ KOIITYBaJo!

Wy it muByrock: sx cronu notpanus Ilonen? ITpumyctumo, Bin
(3rigHo 3 FO.KpemiiboBrM), BUCIOBUB OaxkaHHS OyTH NOXOBAaHUM Ca-
Me Ha [lep-Jlsames. Ane HaBiTh ypaxoByIouu Te, o B cepeanni XIX
cTomiTTs 1e Oyna nanexka okonuns [lapuka, — Tynu HaBps I YU 3MO-
IJla IOTPAIUTH JIOAUHA CEPEAHbOro J0CTaTKy, a LlloneH 3a cBoiMu
(iHaHCaMHM aX HisIK HE TOTATYBAB A0 MEPECIYHOTO PiBHS NPUOYTKiB
¢bpanIy3pkux Oypxya Tiel enoxu. Xiba MpUITyCTUTH, IO BCS Mate-
pilanbHa miATpUMKa Oylla HaJaHa LIaHyBaJIbHUKAMHU HOTO TaJlaHTY,
HacaMIiepesl — WIOTAaHIIAMU. AJle MEHi 31a€Thes, 1 IbOro O HE BU-
craumniio, sikOu lonen ne OyB ¢paHIy30M 1O OATHKOBIM JIiHi.

3Haxomxy Tabnuuky. JiicHo, mIsAX yKa3zaHHuil.

JoTpumMytocsi BKa3iBOK, CIycKarocs W MiJHIMalOCh BUTHHAMU
CTEKOK. POMMHHUX CKJIEMiB MEHIIAE, Ta i 3eJeHb piAmac: pailoH He
TaKWii OaraTHii, SIK HONEepeHi.

VYHOBUTBHIO KPOKH, HAY€O0TO MPUHIIOB. 3yNHHAIOCH, 03UPAIOCh
HaBceOid 1 TPOXU OCTOPOHB NoMivaro Gapenbed Ta 3HaHoMUN TPODiIIB.
3.

Cigaro Ha CXOIMHKY, MOPSA 13 TaM SITHUKOM POOOTH CKYJIBIITO-
pa Ortocta Knezansxke (qonosika Conamx Canp): cXujeHa HaJ po3-
OUTOIO JPOIO JiBYMHA, 1110 OMJIAKY€E KOMIIO3UTOPA.

Cumxky, uxaro, MOBUY.

Buxonuts, 1o 1ie came TyT, Ha IbOMY MiCIIi CTO COPOK ILICTh PO-
KiB TOMY 3aBepIlUjach TpaypHa LIEPEMOHIsl, sIKa ovaacs B HEHTPi
[Mapuxa, y nepksi Mapii Maraanenu i ctaja HOAI€I0 1715l KyJIbTyp-
HOI eJiTH MicTa. 3a CBIIYEHHSM OYCBUIIIB, TPAAUIIT TAKUX IEpe-
MOHI{ OynM JOTPUMaHi B MOBHOMY 00Cs31, y LIEPKBI IPO3BYYalH i
TpeTs YacThHA coHatH ci Oemonb MiHOp lllonena (B opkecTpoBIli),
i “PexBiem” Momnapta, 1 n8i npemntoaii [llonena (c-moll u h-moll),
BUKOHaHI Ha oprai. [1oTiM, TaKoX CIiAYIOYHN TpaauLii, KyIbTypHa
enita posiiIuiacs y CBOiX CIpaBax, 3ajJUIIMBIINCE y UeHTpi [la-
prwxka. Ha Ilep-Jlsime3 kopTex cynpoBOAKYBajld HAHOIIbII peBHi
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HIaHyBaJlbHUKNW ApPTHUCTa, piHa cecTpa, HAWBIpHIiII Apy3i ¥ He-
YHCIICHHI TPEACTABHUKH MOJIBCHKOI iacTiopH.

A Temep Ha LbOMY X MICIIi CHXKY .

HaBkpyru — Hikoro. lllomnen, 5 i He6o.

BiguyTTs TpoxXu AMBHI, MIKO KayKyYH.

VYce, 1o 51 3 quTHHCTBA yuTaB 1 4yB npo lllonena — i B menia, i
BiJl My3HKaHTIB, 5IKi MEHE OTOYYBaJId, — CPOPMYBAJIO YiTKE pO3y-
MiHHS, o [1lonen — “He B IbOTO CBITY” 1 110 BiH B 04aX yCiX, XTO
nucas mpo Hboro (Kpim XKopk Canp, 3BiCHO), )KHB Y sIKiHCh 1HIIIH,

“BUCOKIN” peasbHOCTI 31 cBOiM posiieM “Pleyel”, a s >xuBy B iHIIIH
peanbHOCTI, 3HAYHO Mpo3aidHimii, i3 MoiM posineM “EcTonis™.

Aune 3apa3 s 6auy Ha BiacHi oui Te, mo O6auyuB llloneH, amxe BiH
HameBHe — 1 He pa3 — BiaBiayBas [lep-Jlsmes. Lli maropou moBko-
Jla — BOHH X OyJIM TaKUMH ¥ CTO COPOK HIICTh POKiB ToMy. Bonn
crioctepiranu toxi 3a [llonenom, 3apa3 cocrepiraroTb 3a MHOIO — i
B HETIOPYIIHIM THIII IUBHI BIIYYTTS HiACHIIOIOTHCS YCBIIOMIICHHIM
TOrO, IO ¥ BiH “homo sapiens”, i st “homo sapiens”, i M1 B IIbOMY OJI-
HaKOBI, HaUe i HEMAae IMX CTa COPOKa LIECTH MUHYJIHMX POKIB, 1 5 HO-
My MOAYMKH Kaxy: “Skuii )kanb, nane @penepiky, mio Bu 3B’s13a1uch
13 M crepBoM XKopik CaHp, sika Crio4aTKy CBOIO KpuxiTky Conanxk
BUIIXaJa B CEJIo reTh 3 Oueil, a moTiM 3 Bac crana kpos mutu!”.

Cumky 3 miB roguad. CrnovyaTky B TOJNOBI 3aBUXpHJIACh Ci Mi-
HOpHA COHATA, MOTIB CIUIMB 13 maM’sITi (hparmenT crnioraaiB ComaHx
Canpg: “Hlonen! JIMBOBMKHHUI YOJIOBIK, caMOOYTHIH 1 4yaecHUH
I'eHil, HIXKHICTh, CAMOBIJIJIaHICTh, BUCOKE MOuyTTs TigHocTi! [pe-
YyJIOBI MaHEpH, I'PEUHICTh, BECENWM, JIeJb IPOHIYHUN HACTPIiH;
He3MipHa BENIHMKOAYUIHICTD... BC1 BUAM BEIUKOLYIIHOCTI: PO3yMY,
cepls, TaJanty, ramanus. S pocna min 3Byku ¢opremniano Hlonena,
1 4apiBHICTH Oro O0KECTBEHHOI MY3HMKH 30eperiach y MOl aymri
cepes TaKMX PiAKICHUX TEIJIUX CHOTagiB MOro IUTHHCTBA...”.

Bitep Bmyx. [lotenmino.

MeHi yac.

Bcraro, dortorpadyro cnouarky cam mam’sTHHK. lloTiM mo-
JIyMaB, 10 He 3aiiBe Oyno 0 i cebe mopsn 3 HUM 3adikcyBaTH.
ny mrykaru koro-He6yns. IlomacTtuio, 30BciM TOpsam 3ycTpiB
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napy: BiH Ta BoHa. IlompocuB MeHe coTorpadysaru mopsij i3
naM’siTHUKOM. Binmosine npuemna: “Oh, yes, of course!” (“O, Tak,
3Br4aitHo!”). [locninkyBanuch (BOHH, SIK BUSIBUIOCH, aHTIIALT —
30BCIM iHIIA crpasa, HiX “Je ne parle pas d’Anglaise, monsieur,
pardon™), mimifinum mo nmam’stHuka. lllykaemo paxypc. 3Ha-
vmm. Knan, kiai.

CrpaBy 3po06JieHo!

[Ipomatock i3 aHTMIHIAMH: PO3KIAHIOEMOCS 13 B3AEMHUMH I10-
CMilIKaMH.

[loBepTaroch TUM CaMHM ILUISIXOM: 3HOBY JIOBXeJie3Ha CTiHa
[ep-Jlsmies, 3HOBY MiCTO, JIFOJIH, aBTiBKH.

Cyy4acHiCTb.

Ane niBka Bke 3adikcyBana mene nopsif i3 Lonenom.

[loBepHyBUIMCH JOAOMY, HaApYKyBaB (oTorpadii, moxasas je-
KOMY 3 JIpy3iB. A TIOTiM 3aX0BaB y IIYXJISIAY ¥ AyKe 3piaKa JO HUX
MOBEPTABCH.

HemrogaBHo HaTpanmuB Ha HUX MaiiKe BHIAIKOBO. SIKOCH Tak
Buiinuio. [loTiM, CIOHTAHHO, CHAJI0 HA JYMKY HalHCaTH PO Te, SIK
BHUHHKJIA OCh 1151 poTorpadisi.

Voila!

Serhiy Yushkevich
Kharkiv 1. P. Kotlyarevsky National University of Arts
Honored Artist of Ukraine,
associate professor, professor
the Department of Special Piano

AT CHOPIN’S
1.
Paris, June 1995
The concerts have been played, the gifts bought. I’ve wandered
through Montmartre, strolled down the Champs-Elysées, visited ile
de la Cité, explored the Louvre, walked along the Seine, and seen
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Versailles and many other iconic spots. In just two days, I’ll be fly-
ing home, but there’s one place I still haven’t been: Chopin’s.

No, that won’t do. To be in Paris and not visit Chopin would
be an unforgivable oversight. It would mean missing the chance to
experience the subtle, almost invisible connection between his time
and mine, between his music (which I’ve likely known since before
I was born, as my father often played Chopin’s waltzes, preludes,
and slow études, with my mother close by) and the very essence of
19th-century Paris. I expected to find that essence most profoundly
preserved at Pére Lachaise Cemetery, the final resting place of this
wandering soul. The other places Chopin lived, along the paths I’'d
planned to explore to get to know the “capital of the world,” seemed
to have lost the flavor and spirit of the 19th century. Instead, I was
greeted by an endless stream of advertisements and the all-too-fa-
miliar scent of petrol.

That’s it — tomorrow, I'm going to Chopin’s.

2.

Tomorrow has arrived.

Morning.

It’s cloudy, cool and windy.

Thankfully, it’s not a long walk — about twenty minutes from
where [ was staying. Around the twelfth minute a long wall of Pére
Lachaise Cemetery appears on the right, and finally, the main en-
trance comes into view.

I enter.

There is no staff in sight within a hundred meters in any direc-
tion. No one to buy the map from. Almost no visitors, the weather
is hardly welcoming. I asked (in English) one person, then another:
how to find Chopin’s grave — the answer is the same: “Je ne parle
pas anglais, monsieur, pardon” (“I don’t speak English, sir, sorry”).

The cemetery is vast. I am standing, unsure of where to go.
There are signposts, but they only list names, squares, and alleys,
how to reach there remains unclear.

Finally, after half an hour, I spot a minister and ask him (in Eng-
lish): how to find Chopin’s grave — and once again, the response is
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the same: “Je ne parle pas anglais, monsieur, pardon”. At this point, I
got frustrated, racked my brain to recall something from my meagre
French vocabulary, and repeated the question, in my best approxima-
tion of French. The minister replied with something like: “Oh, you
should’ve asked like that right away, sir (as if “Chopin” sounds that
different in French from in English!) — you should turn right, then
left — and you will see the table that will answer your question”.

I walk.

I take my time, looking around, and gradually start to be amased
by the surrounding splendour: the lush greenery, the abundance of
monumental family crypts, the architectural creativity of their de-
signers, and the sheer amount of marble in various shades and com-
binations. I can only imagine the fortune it must have cost!

I walk, pondering: how did Chopin end up here? Let’s say he
(according to Y. Kremlev) expressed a wish to be buried at Pére La-
chaise. But even considering that in the mid-19th century this was
the outskirts of Paris, the chances of someone with moderate income
affording a burial here would have been slim. Chopin’s finances cer-
tainly did not match the average level of the French bourgeoisie of
that era. The only plausible explanation is that his admirers, particu-
larly the Scots, provided the necessary financial support. Even then,
it seems unlikely that this alone would have sufficed if Chopin had
not also been French on his father’s side.

I find the table. Indeed, the route is marked here.

I follow the directions, descending and ascending along the
winding paths. I see fewer family crypts now, and the greenery is
sparser: this area is not as affluent as the one I passed earlier.

I slow down, it looks like I’ve arrived. I stop, look around, and
slightly to the side I see a bas-relief and a familiar profile.

3.

I sit on the step, next to the monument of Auguste Clésinger
(husband of Solange Dudevant): a girl bent over a shattered lyre,
mourning the composer.

I sit, breathe, remain silent.

So, this is the place. One hundred and forty-six years ago, the
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funeral ceremony, which began in the heart of Paris at the Church
of St. Mary Magdalene and became a significant event for the city’s
cultural elite, concluded right here. According to witnesses, the tra-
ditions of such ceremonies were fulfilled to the fullest: in the church,
they played the third movement of Chopin’s Sonata in B-flat minor
(in orchestral arrangement), Mozart’s Requiem, and two of Chopin’s
preludes (in C minor and B minor), performed on the organ. After-
ward, following tradition, the cultural elite dispersed back to their
own affairs, remaining in the city centre. Only the most devoted
admirers of the Artist, along with his sister, closest friends, and a
handful of representatives from the Polish diaspora, accompanied
the cortege to Pere Lachaise.

And now, at this very spot, there is me.

Nobody else around. Chopin, me, and the sky.

It feels a bit strange, to say the least.

Everything I’ve read heard about Chopin since my childhood —
from mass media to the musicians around me — has shaped a clear
understanding: Chopin was “not of this world.” In the eyes of all
who wrote about him (except George Sand, obviously), he inhab-
ited a different, “higher” reality with his Pleyel grand piano, while I
dwell in another, far more prosaic one, with my Estonia grand piano.

But now, what I see with my own eyes is what Chopin himself
must have seen — he surely visited Pére Lachaise at least a few
times. These hills around me — they were just the same 146 years
ago. Back then, they observed Chopin himself, and now they are
observing me. In the unbroken silence, this strange feeling grows
stronger with the realization that both he and I are “homo sapi-
ens,” making us alike, as if these 146 years had never passed. In
my thoughts, I say to him: “What a pity, Pan Frédéric, that you got
entangled with that damned wretch George Sand, who first sent her
poor daughter Solange off to the countryside to get her out of the
way, and then began draining the life out of you!”

I sit for half an hour. First, the B minor Sonata swirls in my
mind. Then, a passage from Solange Sand’s recollections surfaces:

“Chopin! An extraordinary man, a unique and wonderful genius,
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tenderness, selflessness, with a profound sense of honour! Impec-
cable manners, courtesy, a cheerful and slightly ironic disposition;
boundless generosity... all kinds of generosity: of mind, heart, tal-
ent, and wallet. I grew up to the sounds of Chopin’s piano, and the
charm of his divine music has remained in my soul among the rare
warm memories of my childhood...”.

The wind has died down. It’s warmer now.

Time to go.

I stand up and take a photo of the monument. Then it strikes
me—why not take one with me in it? [ need someone to help. Lucky
me—just ahead, I spot a couple, a man and a woman. I ask if they’d
mind taking my picture. Their response is warm: “Oh, yes, of
course!”

We start chatting (they turn out to be English — quite the con-
trast to the usual “Je ne parle pas anglais, monsieur, pardon!”). We
walk to the monument, search for the right angle. Found it. Click,
click. Done!

We part with smiles.

Retracing my steps, I pass the long wall of Pére Lachaise again,
returning to the city, to people, to cars.

Back to modern life.

But the film has already preserved the moment: me, next to Cho-
pin.

Once home, I printed the photos and shared them with a few
close friends. After that, I stored them away in a cupboard and rare-
ly revisited them.

Not long ago, I stumbled upon them by chance. Just like that.
And then, just as spontaneously, came the thought to write about
how that photo came to be.

“We cannot foresee how our words will echo through the ages...”

Voila!

Translated by Anhelina Mamona
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BIBJIIOT PAOTYHU I IMTOKAKUYNK POMAHA YEPKA-
HINHA:
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Knwuoei cnosa: Poman Yeprawun, FOnia @omina, Jleco Kyp-
bac, Bepe3zinb, ykpaincekuti meamp, oxcepervha 6asa, Oxicepeivb-
HUIl NOCIOHUK, apxie, cmammi, HA8YAAbHA abopamopis icmopii
meampy, b6ibniomexa.

Im’s Pomana YepkamnHa B MHCTELIBKHX TeaTpaIbHUX KOJIaX
3aBJK]IM BITi3HABAHE, aJ[)Ke Mai’Ke KOYKEH BUITYCKHUK T€aTPaJIbHOTO
(dakyapTeTy ab0 MPOCTO TOU, XTO I[IKABUTHCS PO3BUTKOM YKpaiH-
CBHKOTO 1 CII0O0KaHCHKOTO TeaTpalibHOrO MHUCTEITBA BiJl AMEpUKH
1o ABctpaiii, Big Mocksu 10 OpenOypra, Big JIbBoBa 10 Xapkosa,
rnuboko o0i3HaHMi 3 mocraTio Pomana Onekciiiouua YepkamnHa
Ta eroxXH, y Ky *KUB 3aCHOBHHK NPEKPacHOi OaraToBeKTOPHOI Te-
aTpaibHO-My3uuHOi quHacTii Yepkammuux-Oominux-I'ydapeHkis,
BUJIATHOTO aKTOpa, pekucepa, Meaarora, aBTopa peKUCEePChKUX
eKCILTIKAIl ¥, YUTEeKHUX 1 pajionporpaM, MiAPyYHHUKIB 31 ClEHIU-
HOI MOBH Ta KYJIETYpH MOBJICHHSI, aBTOpa CTaTeil TeaTpalbHOro i
MUCTELBKOTO ClipAMyBaHHs. Tak BIy4HO HOTO pa3oM 3 APY>KUHOIO
ornmcalia y CBOil nmepeaMoBi 10 BuganHs “‘Mu bepesinbiui” Haranis
€pmakoBa: “YKpaiHChKiI IHTEIITEHTH, MUTIII — BOHH BCIM CBOIM
JKUTTSM JIOBEJIU CIIPOMOXKHICTb, TIOIPH Pi3HI MEPEIIKoan, 0€3 ycTa-
Hy OOpOHMTH BJIACHI 1j1€aJiy, 110, CIIOJIBArOCS, H HaJajli BUKJINKA-
TUMYTh [IIAHOOJIMBE CTABJICHHS JI0 HUX, XTO iX 3HaB. ...YCiX, XTO I11¢
nmo3Haiiomuthes 3 HuMu™ [1, c. 10] .

Hamra HeBenuka po3Bijika — Iie, HAHIMOBIpHIIIE, TIIBKU TO-
YaTOK BEJIMKOTO MUISAXY B JOOMpaHHI, CHCTEeMaTU3yBaHHI Ta IiJro-
TOBJICHHI MaTepiany a0 OidmiorpadiuyHoro nmokaxkunka. Ha mpomy
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LUISIXY MOXKYTh 3YCTPITUCS 0araTo HOBUX CIO’KETHUX, JOJICHOCHHUX
MOBOPOTIB 4H JIOAEH, SIKi, IMOBIPHO, A0Iy4arbes A0 (iKCyBaHHS
JUKepeNbHOT 0a3u TBOPYOCTI MUTIIS, 11O €, HA HAIly AYMKY, HalTo-
JIOBHIIINM Y 30€peKeHHI iCTOPUYHOI Ta KyJIbTYPHOI mam’siTi. AJKe
MMCbMOBA iCTOPIsl, MUCBMOBUI HapaTHB 3apa3, SIK HIKOJH, CTa€
BaYKJIMBHUM JJIsl PO3BUTKY HAILIOTO MaiOy THHOTO.

Otxe, mu OyZIeMo rOBOPUTH MpPO AOOHMpaHHS JKepeiabHOi Oa-
3, SIKY [IJIAHYEMO BBECTHU B ICTOPHYHUIN, HAYKOBO-IOCIi THUL[BKUH,
OCBITHIH mporiec.

o nac HanuxHyJ0 mouyatu Aoduparu marepianu? [Iposene-
HUHN KPYIIU# cTis “3anoBHIOEMO 011l IIIAMH HAIIoi icTopii”, AKui
OyB inimifioBanuil kadeaporo ictopii ykpaiHChKOi Ta 3apyOikHOI
MY3UKH. A 1Ie PO3yMiHHS TOro, IO came TYT i1 3apa3 MocTae 3a-
BIaHHS 30MpaHHs Ta 30epekeHHs PO3PI3ZHEHHX JXKEpell yHIKaIbHOT
yKpaiHCbKOi icTOpii Ta mepeBeeHH s i1 B KaTeropito mam’siTi.

3po3yMmisio, 10 HAUXHYB HAC Ha IIF0 TpaIfko i MacimTad ocoouc-
tocTi Pomana Yepkarmaa, MUTIIS, aKTOPa, JTFOJJMHNA BUCOKHX MOpaJIb-
HUX 1 JyXOBHHUX OPIEHTHPIB, SIKUH OJHMH 3 He0AaraThoX HE 3paANB CBOTO
Buwurens, Jleca KypOaca, ioro BueHHs, jiTepaTypHi Ta MHCTELBKI
norsiau. CaMe TYT Tpeba rOBOPUTH MPO MOHSTTS MIKKYJIBTYPHOTO
migepcta (Cross-cultural leadership) ocobucrocri P. UepkainHa, sike
OyJ0, Ha TIepLIMI TOMISA, TPUXOBAHO, ajle caMe B HOro MocTaTi BEJo
3a co00I0 OaraTo MOKOJiHb, SIKE BEE, CIIPSIMOBYE 1 3apas3.

Biryuno noprpeTHO 3ManboBye nocrars Pomana Yepkammna H.
€pmakoBa y Tiii caMill BCTYTHIH cTaTTi 10 BugaHHs “Mu bepesinb-
ui”: “Poman Uepkamud OyB JIOIWHOIO JHLAPChKoi “noponau”. Ha-
BiTh 30BHI — BHCOKHH, XyIOPJISIBUH, SICHOOKUH, BiH MiT OyTH JIyKe
OpraHidYHUM Yy CTapOBUHHHUX OOHOBHX 00JaIyHKax, X04a 3MOJIOLY
pajie CKUIABCs Ha MOeTa-JIipuKa Y1 IOHOT'0 HayKOBIISI-BUHAX1IHU-
ka. [lopTpeTn naBHiX 4aciB MaJIOIOTh 00pa3 MpiiiHUKA, IHTEJIEKTY-
aja, ajie BOQHOYAC JIIOAMHH KPULIEBOI BOJII 1 TBEPAMX MEPEKOHaHb. |
CJiI BU3HATH, LIO Ui MOPTPETH BUSBUIIKCS MPAaBAHUBUMH Ta Xapak-
tepuctuuaumMu’ [1, c. 10].

A me 3ragyBanu noctaTh P. UepkammHa MOKOMIHHS HamIuX
YUHTENIB 3 TeaTpanbHOro (PakyJabTeTy: OBISTHUM 3rajJKaMy Ta OIo-
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BIJIaHHSIMH JISK1JIBKOX TIONIEPEHIX MMOKOJiHb, 00pa3 JIIOJUHU B 1H-
TETITeHTHOMY OepeTi Ta OKyJIsipax-IeHCHE, 3 TPOCTHHKOIO B PyKax,
3 MEJIOAIHHUM TeMOPOM TOJIOCY, IKUH MaB BIaCHUU BIATIHOK. Yuu-
TeNb, HACTABHHUK, SKUH 3aBXIU AYXKE MMOBAKHO W 00epexHo, ajie
BOJHOYAC 1 Ay»Ke BUMOTJIMBO CTaBUBCSA A0 KOKHOTO cTyAeHTa. Mu-
Telb, MO KPi3b POKH 1 JIUXONITTS, BAIPOOOBYBAHHS CTPALIHUMHU
penpecisiMu 1 Qi3MUYHUM 3HULICHHSM, BIHY # eBakyamliro pa3om
31 CBO€0 JApyxkuHOI0 FOmiero @oMiHOK 3MIr MPOHECTH BiJIaHICTh
BUOpaHniil ciipasi. [lonpyx:ks, MOKHa CKa3aTH, BAKOHAJIO JKUTTEBE
CIIyXiHHSI OllHE OJHOMY ¥ BUOpaHiil crpaBi XHUTTS — TeaTpalb-
HOMY MHCTELTBY, CBOeEMYy Bumntenesi Ta oxomieHoMy OaraTbma Jie-
rernamu teatpy “‘bepesinn’.

OTxe, TOBOPSIUM MPO JKEpENbHY 0a3y, po3nopouieny no Oara-
THOX apxiBax, My3esX i 0i00TeKax, MOXKEMO BUJIILJIUTU JCKiIbKa
OCHOBHUX MICIIb 11 3HAXOMKEHHSI i ONTPALIOBAHHSL.

[epma, i, HalliMOBIpHIlIe, OAHA 3 HAWBU3HAYHIIIUX, SKIIO
TOBOPUTH NPO MHCTEIbKI IHCTUTYLii, — M€ BIAaCHUH apXiB po-
nuHu Yepkammuaux-1'ybapeHkiB, akuil OyB nepenaHuii MapuHOO
PomaniBHolo Yepkamnnoro-I'ybapenko B My3seii TeaTpasibHOTO,
MY3UYHOT0 Ta KIHOMHCTENTBa YKpaiHu i onucaHuii Ipunoro Me-
JICIKIHOIO, 3aCTYMHULEIO TUPEKTOPa 3 HAYKOBOT pOOOTH.

Hdpyrum mxepenoM, 3 SIKOTO MOYKHA OTPUMATH BaKIIUBY JIKe-
penbHy iHO(pMalito, ctae inTepHeT-noprai “OpenKurbas” (https:/
openkurbas.org/), ne BucTaBineHHH Ta oun(ppoBaHUI BUIIE3TATy-
BaHUH apXiB.

Tperte 6a3oBe mxepeno — my3eit XJIAYT imeni T. IlleBuenka,
y sIKOMY 30epiraeTbcs Baroma 4acTHHa apXiBHHX JKepen. Y cTar-
Ti “CriopigHenuii 3 6epesnem i ’bepesosiem™ B razeri “Dominanta”
Big 27 G6epesns 2010 poky AekaHKa TeaTpalbHOTO QakynsTeTy SHa
[Naprona numre: “IlparHenHs 30epertu sl HaIAAKiB IaM’ATh PO
CBOIO HE3a0yTHIO MOJIOZICTh, IPO CBOT'O BUMUTEJISL, IIPO THUX, XTO OYyB
3 HUMHU TOpyd, crnonykajo Pomana OnekciiioBuua i KOmiro ['aBpu-
niBHY iHimioBatu y 1972 poui ctBopeHHs My3eto “bepesons’™ mpu
XapKiBCbKOMY aKaJIeMiYHOMY YKpaiHCbKOMY ApaMaTHYHOMY TeaTpi
imeni T. I IlleBuenka. 3i0OpaHi mo KpuXTax yHiKaJbHI MaTepianu i
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JOKYMEHTH CTaJI OCHOBOIO 0araTh0X HayKOBHX PO3BiJIOK. A 3HaHHS,
IOYMKH, BIITYKH, CIIOraay, KOHCYIbTalil, siki HanaBaB Poman Onek-
cifioBrY, OyJIM HEOIIHEHHUMH JIJISI 0araTboX JOCTITHUKIB TBOPUYOCTI
Kyp0aca, #ioro akTopchKoi 1 pexucepchKoi mkonu” [2, c. 2].

Hactynuum Micnewm, ne 30epiraroTbcs HEOOXigHI HaM MaTepi-
anu, € HaBuanpHaa nabopatopis ictopii Tearpy XHYM imeni L. I1.
KotnsipeBcbkoro. TyT MokHa 3HaliTH apXiBHi cTarTi camoro Poma-
Ha YepkaminHa, 30KpeMa UKJI aBTOPCBKUX MOPTPeTiB “Maiictpu
PaasiHCBKOTO MHCTENTBa”’, MPHUCBIYEHUX YKPAiHCBKUM aKTOpam
Codii Denopuesiii (1947 p.), IBany Map’suenky (1947 p.), ne Poman
YepkalinH BUCTYIIaB aBTOPOM, PEIAKTOPOM Ta KOHCYJIBTaHTOM BU-
JIaHb. € TYT TAKOXX aBTOPCHKi CTATTi i croraau “ABTOpChKa 3asBKa”,
“ITpremMHBIe PK3aMEHBI B TeaTPAJIbHBIN HHCTUTYT , “Mou yuuTtens”,
OaraTo pi3HOMaHITHUX HapHCiB 1 cioraaiB mpo Pomana Yepkarmmna,
HanMcaHuX HOTro APY>KUHOIO, YUHSIMH, JOUYKOIO Ta HaBITh OHYKOIO.
MicTsTbes B tabopatopii i apxisai 3anucu “[loesii [TaBna Tuunau”
y BukoHaHHi Pomana Yepkammna, nukn “JIekuiii 3 KyasTypu MOB-
JeHHs, 700ipKa CBITJIMH, MPOrpaM HayKOBO-TBOPUMX KOH(]EpeH-
uiii YepkammmHCbKUX YU TaHb (mounHatouu 3 2005 poky), Marepiainuy,
MIPHUCBSYCHI KOHKYpCY YnTLiB iMeHi Pomana UepkamnHa. Sk nuie
B cTarTi “TearpasibHa ocBiTa y XapKoBi: BiJ ApaMaTHYHOI IIKOJIU
JI0 HallioHaJIbHOTO YHiBepcuTeTy” ['anmna boryHoBa, y “1993 p. ka-
denpy cieniuHoi MOBM 6yJI0 BiHOBJIEHO. I1 OUOTHB BUIYCKHUK iH-
CTUTYTY, yueHb Pomana UepkaninHza, 3aciy>KeHUI apTUCT YKpAIHU
IOpiii Lleiiko. ['onoBHy cBOO MeTy BiH BOauaB y MiATpUMaHHi Tpa-
OuLil, 3anoyatkoBanux PomaHom YepkammHUM, — TICHY CHiBT-
BOPYICTh y BUXOBaHHI MailOyTHiX akTOpiB 3 iHIIMMHU Kadeapamu
Ta METOIMYHE OCMHUCIICHHSI HaBYaJIbHOTO mporecy. Came Toxi Bu-
HUKAa€ HOBA TPaauLis: B OepesHi, 3 THS HAPOIKEHHS OCHOBOIIOJIOX-
HuKa kadeapu cueHiunoi MoBu Pomana YepkammHa — HaBUUTENS
BYUTENIB — MPOBOAUTH “UepKallMHCHKI YUTaHHS, SIKI 3 4acOM
nepepocnu y Beeykpaincekuii KoHKypc uuTniB iMeni P. Uepkamu-
Ha. CpOrofHi KOHKYPC OPraHi3OBYETBHCS CIIJIIBHUMHU 3YCHIUISIMHU
XHVYM Ta XapkiBcbKoro Mixko01acHOro BigaiaeHHs HarionanbHoi
CHIJNKH TeaTpalbHUX AisidiB Ykpainu” [3, c. 131].
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Tpeba sragatu Takox rojoHui apxie XHYM, ne 36epiraerbes
ocobucta crnpaBa Pomana Yepkammna (B ounppoBaHomy dopmari
i1 MmoxxHa mo6ayuTu 1 B HJIIT).

VY 6iomioreni XHYM imeni L. I1. KotnsipeBcbkoro 30epiratorbes
yHiKanbpHi migpyyHuku Pomana OnekciiioBuya 3 KyJbTypH MOBJICH-
Hs: “Xynoxse yntanus” (1955 p.), “PoboTa untust Hax XyJOKHIM
cimoBom” (1958 p.), “Xynoxkne cioBo Ha cieHi” (1989 p.), a Takox
HapuC Ipo aKkTopa ykpaincekoro tearpy Jleontis [ly6osuka (1947
p.), HM3Ka epeKkiaaiB 3 pisHUX MoB. Kpim Toro, ciiij 3raiaTi KHUTY
crorafiB 1oHbkH Mapunu Yepkammnoi-I'y0apenko “Mu bepesinb-
ui” Ta 30ipKy yHIKaJbHOI aBTOPCBHKOI Moe3ii i mpo3u onyku Poma-
Ha Yepkammuna Ipunn I'yGapenko “Ilostmueckne menutanuu’”. Y
6iomioreni Ta HJT e Takox mpumipHuku “Manoi eHuukioneaii”
XapKiBCHKOTO HAI[iOHAJIBHOT'O YHiBepcuTeTy MucTeuTs imeni L. 1.
Kotsupescbkoro go 100-pivus XHYM imeni L. I1. KotnsipeBcbkoro
3a pepakuieto Ipunn [pau ta Jlapucu PycakoBoi (BcTymHa cTaTTs
lanuaun botyHoBO1), e micnst onucy nepconanii Pomana Yepkamu-
Ha BMIILIEHO CITUCOK JITEPaTypPHHUX 1 KPUTUYHUX MPaLlb MUTI, 1O
Haniuye 36—40 mo3uIii.

HactynHum HiHHEM JKEpesioM, sIKe BMILIYE apXiBHY JIKepelb-
Hy 0a3y, € BIacHi JOMAIIHi apXiBH YUYHIB 1 TPUXUIBHUKIB TBOPYOCT1
Pomana Yepkamuna. Tak, 70 Hac y pyKu HOTPAIUB apXiB 3 BEITUKOIO
kapTtoTekoto ctareil FOmnii @ominoi Ta Pomana Yepkamuna, skuit
30epiraBcs B Hatanii bonaapeBoi, onHiel 3 yCHiIIHUX BUITYCKHHIb
Ta B MOAAJBIIOMY IENArOorMHb Kadenpu TeaTpo3HABCTBa (POKH
BUKJIaJIaHHsl Ha TearpanbHoMy (axynsreti 1981-2005), sika Oyna
npUYeTHaA 10 TBopuoro komna cim’i Pomana Yepkammna. Lo 6i6i-
orpadiuny cnaamuHy Pomana Yepkammna MO>KHa pO3MOAUIATH Ha
21 mo3unito, BAOKPEMHBIIH TaKi MiATpymnu: BaacHi ctarti FOmii do-
MmiHOi Ta Pomana Yepkammna B razetax Toro yacy “KpacHoe 3Hams”,

“Couianictnyna XapkiBmuHa; ctarti P. UepkammHa nmpo akTopiB
yKpalHCBKOTO TeaTpy, Hacamiiepes teatpy “bepesiny’; crarti, mpu-
cBsiueHi pexucepy Jlecto Kypbacy, po3BUTKY yKpaiHCBKOTO Tearpy,
30Kpema i Teatpy “bepesisp’, oriisi CE30HIB, TaCTPOIIi, PEIeH311 Ha
CTOJIMYHI BUCTaBH, 0coOucTa KapToTeka Pomana Yepkamuna.

— 364 —

1V Yeprawuncoki yumanms

V cBoiit HaykoBill ctaTTi “/lo icTOpil BUBYEHHS KHUTTS 1 TBOP-
yocTi Jlecs Kypbaca ykpaiHchkoro TeaTpo3HaBuoro Haykowo’ Ha-
tajiss bongapeBa mume: “Im’s Pomana Yepkammna 3aciyroBye
BISYHICTB y THX, XTO MOB’sI3aB cBOI podeciiiHi iHTepecu 3 BUBYEH-
HAM XHUTTS 1 TBopuocTi Jlecs KypOaca B KOHTEKCTI HalliOHATBHOI
Ta €BIPONEHCHKOI MUCTELbKOI KYJIbTYPH IEepLIOi NOJOBUHU XX CT.
Enicronspuuii apxiB YepkammuHa 30epir, MOKIUBO, JHILIE 4aCTHU-
HY aJpecoBaHOr0 MEepesiKy HOro aBTOPIB, siKi mucaiu mpo Jlecs
Kypbaca: Mukona Jlabuncekuii, Harans Kysskina, FOpiit bo6om-
ko, Harans €pmakoBa, Banentuna 3abonorna, IOpiii lleBenbos.
Baratopiune cmyxinHs Pomana YepkamuHa-mociuigHUKa B iM’s
npasau npo Jleca Kyp6aca Oyno posuineno gocninnuuero Harai-
eto Kyssikinoro sk siBuie BUHATKOBE. “Bu, — mucana Bona, 3Bepra-
1ounch 10 Pomana Uepkammna, — eanHa JI0uHa, sika 3Haia Jlecs
Kyp0aca i 3 sikoro MoxxHa B3araJji Ha 1[I0 TeMy ToBoputu’” [4, c. 273].

I mompu Bci OypeBii Ta BUIPOOOBYBaHHS, 3 AIKUMH MU CTHKA€-
MOCS B CyYaCHOMY >KUTTI, XOT110Cs O 3aBEPIIUTH TE3U LUTATOIO Ca-
Moro Pomana YepkaiinHa, sika 3ByYUTh KUTTECTBEPIHO KPi3b BiKH:
“BBakaro CBO€ XUTTS IacauBuM. Jlons nopapyBaja MeHi Oiblie,
HiX MokHa OyJio cioxiBaTucs. Illacts Moe B TOMYy, IO S CyYacHHUK
BEJIMKOI J0OM, 110 MEHe 3ampocuB Ha poboTy B “bepesins’ Jlech
Kypbac. Bastunuii Tomy, 1o Oyio, BASYHUI ToMy, o € [5].
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BIBLIOGRAPHICAL INDEX OF ROMAN CHERKASHYN:
COLLECTION AND PROCESSING OF MATERIALS

Keywords: Roman Cherkashyn, Yulia Fomina, Les Kurbas, Ber-
ezil, Ukrainian theatre, source base, source guide, archive, articles,
theatre history training laboratory, library.

Roman Cherkashyn is a name that resonates in theatre circles.
Whether you’re a graduate of a theatre school or someone with
an interest in the evolution of Ukrainian and Slobozhansky the-
atre—from America to Australia, Moscow to Orenburg, and Lviv
to Kharkiv—mentioning Roman Oleksiyovych Cherkashyn evokes
recognition and respect. He founded a remarkable, multi-faceted
theatre and music dynasty: the Cherkashyns, Fomins, and Guba-
renko families.

As an outstanding actor, director, educator, and author, Cher-
kashyn contributed extensively to the theatre world. He crafted di-
rectorial interpretations, radio programmes, and textbooks on stage
speech and vocal culture, and authored numerous articles on theatre
and art.

This small research is likely just the beginning of a longer jour-
ney in compiling, organizing, and preparing materials for a biblio-
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graphic index. Along the way, we may uncover new stories, twists
of fate, or individuals who will help document the source material of
Cherkashyn’s work. In our view, this is vital for preserving histori-
cal and cultural memory.

OcBiTHBO-BUKOHABCHKMII pecypc

bee3 Mapuna
KaHouoam MucmeymeosHascmad, npogecop,
npogecop kagpedpu 3a2a1bHo20 Ma cneyianizo8anoco Gopmeniano
Xapkiecvbkoeo HAYIOHANILHO2O YHIGEpCUmMemy MUCmeyme
imeni 1. Il. Komasapescvrozo.
ORCID iD: 0000-0001-8176-849X.
e-mail: 10bevzmarina@i.ua

BUJATHI IIOCTATI KA®E/IPU 3ATAJIBHOI'O
TA CIIEHIAJII3OBAHOI'O ®OPTEIIIAHO
XHYM IMEHI L. I1. KOTJISAPEBCBKOI'O: HATAJITA
CMOVJISATA, OIEHA THATOBCBKA. CJIOBO ITPO KOJIET

Kniouosi cnosa: XHYM imeni I I1. Komuspescvkoeo, kaghedpa
3a2anbHo20 ma cneyianizoearozo ¢opmeniano, Hamanis Cmonsea,
Onena ['mamoscoka.

VY nomoBiai B KaHpi TBOPUOr'O MOPTPETY MPE3EHTYETHCS Iie-
JaroriyHa, BUKOHABCbKA Ta HAyKOBa MisJIbHICTH KopudeiB kKade-
JpU 3arajlbHOTO Ta cremianizoBaHoro ¢opreniano XHYM imeni
L. IT. Kotnsiperceroro Hartanii Cmomnsru ta Onenn ['HaTOBCHKOI.

MewmopianbHa copsMoBaHicTh [V MixkHapogHux YepkainH-
CBKMX YNTaHb, IPUCBIYEHUX BUAATHUM YKPaTHCBKUM MUTISAM Po-
Many Yepkammny ta Mapuni Yepkamuniii ['ydapenko, 3ymMoBuIa
BHOIp TeMH JIOTOBIi. Y jKaHPi TBOPUYOTO MOPTPETY 3MMIHCHEHO CIIPO-
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Oy BUCBITJICHHS TIeJIJarOr'1YHOT, HAyKOBOI, BUKOHABCHKOI JisSJIHOCTI
Haranii BikropiBau Cmonsiru Ta Onenn bopucisuu ['HaToBChKOT —
SICKpaBUX TBOPYMUX OCOOMCTOCTEH, CIIpaBKHIX KopudeiB Kaeapu
3arajpbHOTO Ta CIeNiali3oBaHOro (opTemiaHo, SIKi MPUCBATHIN
CBOE€ JKUTTA LUIIXETHIH cripasi popMyBaHHS 1iTiCHOT TBOPUOi 0CO-
OMCTOCTI OCBIUEHOT0, ()aXOBO CIIPOMOXKHOTO MY3HUKAHTA.

Kadenpa 3arampHoro Ta creriamizoBaHoro ¢opremiano —

“cepueBuHHa” (32 Bay4HUM BucCioBoM O. KoHOHOBOI) ckiagoBa B
cucteMi paxoBoi Mmy3nuHoi ocBiTH Y XHYM imeni L. I1. Kotnsapes-
CBKOT0. BaknuBicTh “000B’13KOBOI0 (hOPTEIMiaHO” PO3YyMijIH IIe Ha
MOYaTKy CTAaHOBJICHHS My3U4YHOI ocBiTH B XapkoBi y XIX cTomiTTi.
s aucuurutina Oyna cepen 00OB’I3KOBHX ‘“XYHOXKHIX MpeaMeTiB”
cTBopenux y 1871 poui My3n4yHHX KiaciB, 0 3roIOM MEPETBOPHU-
much y Mysuune yumnuie, a B 1917 poui — y Koncepsaropiro. Bu-
JIaTHI XapKiBCbKi My3uKaHTH — Adica ['onpainrep ta Banentun
Tennos, Mapis 3axapuenko, EBrenist JleonteeBa, Onexkcanapa XKy-
paBiIbOBA Ta iH. — CTBOPHJIM MO3UTUBHUN IMIJIK BTy 3arajJbHO-
ro ¢opreniaHo, a 3 1960 poky — kadenpu 3araibHOro GoprerniaHo,
3a0e3MeYniIn CTajuil BUCOKUH (paxOoBU PiBEeHb BHUKJIAJaHHS JHC-
OUILTIHK. Y JOBIAKOBHX Ta roBineiHuXx BugaHHsgx XHYM imeni 1.
1. KotnsipeBcbkoro B iCTOPUYHIN MEPCHEKTUBI BUCBITICHO TBOP-
4y AiSUIBHICTE Kadeapu (Bianxiny). MeTta gomnoBigi — “OXKUBUTH
JOBiKOBY iH(popManiro npo MaiicTpiB, TBopUa IisJIBHICTD SKHX
3a0e3neynia BUCOKHI PiBeHb Ta O0e3MepepBHICTh PO3BUTKY XapKiB-
CBKOT IIKOJIM aKaJeMi4HOT0 My3HYHOTO MUCTELITBA.

Cmonsza Hamanis Bixmopiena (1937-2009). Bumyckuuis
KJacy kopuges xapkiBcbkoi opreniannoi mkonu M. C. Xa3aHoB-
cpkoro. 3 1966 poky a0 ocTaHHIX IHIB XUTTA (42 poku) — mpa-
I0Bajia Ha Kadeapi 3arajJbHOro Ta CreLiaii3oBaHoro GoprermniaHo,
MpOHIILIa NIISX BiJ BUKJIaga4a 10 mpodecopa kadeapu. bimabm Hixk
400 BunyckuukiB XHYM 30epiratoTe BASYHY MamM’sTh MpO Ha-
BYaHHA B ii kyaci. BieBHeHe, apTUCTHYHE BUKOHAHHS CTYACHTaMH
H. B. Cmonsiru Haiipi3HOMaHITHIIIMX TBOPIB — BiJ KJIACHYHUX JI0
CYyYaCHMX — JEMOHCTPYBaJO MEeNaroriyHy “THy4KiCTh BHUKJajaa-
ya. Came noeaHaHHsa (QyHAaMEHTaJIbHUX 3HAHb IIOAO YCTaJEHUX
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aKaJIeMIYHUX TPaJIULii BAKOHAHHS 3 BEJIMKOIO I1KABICTIO JI0 HOBUX
TEHACHUIH Yy My3UYHOMY MHUCTELTBI, IParHEHHSIM iX OCSTHEHHS
pa3oM 3i CTYJEHTOM — XapaKTepHa O3HaKa MeJarorivHoro “rnovep-
ky” H. B. Cmonsaru. “Opniero 3 HallBaXXJIMBIIIKMX IiJIeH KypCy 3a-
rajbpHOTO (POpPTEMiaHo € HAOMMKEHHS BUKIAAaHHS A0 TUX 3aBJAaHb,
AKi MOCTaHyTh MEpea My3UKaHTaMH B 1X MoganblIiil caMOCTiHHIN
MPaKTHYHIN AisnpHOCTI” [2, ¢. 147]. Y mpakTHili OCBITHBOTO MPOIIe-
cy B knaci H. B. Cmonsiru — ¢opMyBaHHSI HABHYOK CITiBTBOPUYOCTI,
BMIHHS OCSTHYTH LIJIICHICTH TBOPY, @ HE TiNBKH “CBIl psAoOK” y
MapTUTYPi, OBOJIOAIHHS IpuiioMaMu Au(EpeHLIHOBAHOTO 1HTOHY-
BaHHS; Oeciay moa0 cOpMOBaHUX YSBICHb PO MY3UUHY CTHIIIC-
TUKY 4acy a00 KOHKPETHOTO KOMIIO3UTOPA, PO3BHTOK MY3HUYHOTO
1HTEJIEKTY TOLIO. BU3HAYHUMU MOAISIMU KOHIIEPTHOTO KUTTS Ka-
¢denpu crano BUKOHaHHs cTylneHTamu kiacy H. B. Cmonsaru 24
npemtoniit K. Jle6rocci, “Ludus Tonalis” I1. Xingemirta, TeMaTu4Hi
koHuepTH 3 TBopiB P. lllymana, @. [lynenka.

VY koni HaykoBuX iHTepeciB Haranii BiktopiBHu — Qoprermi-
aHHa ocBiTa Ta BUKOHaBCcTBO B YKpaini X VIII — nmouatky XX cro-
niTe. JlokmamHO BOHA BMBYama Takoxk ictopito kadeapu. Came
H. B. CMmon31 HaleXUTh aBTOPCTBO MOHOTpaiuHUX HAPUCIB PO
kadeapy 3araJpHOro Ta CreniajlizoBaHoro gopreniaHo y HU3LI A0-
BIIKOBHX Ta roBUIeiiHNX Buganb XHYM. B ii naykoBomy nopo0-
Ky — Oinbure 30 crarelf, MPUCBSIYEHUX aKTyaJbHUM Ipoliemam
(opTeniaHHOl eJaroriku Ta BAKOHABCTBA.

70—80-1i poxku XX CTONITTS BiA3HAUEHI BUCOKOK BUKOHAB-
cekoro aktuBHicTIO H. B. Cmonsaru. Cepen TBOpiB, BUKOHAHUX Mia-
HICTKOIO B COJBHHMX KOHIEPTHUX Mporpamax, 15 Bapiamiii 3 gyroro
JI. berxoBena, Benuka conara Nel P. [llymana, @anrasis ga-miHop
@. Illonena, yncnenni omycu O. Ckps6ina, C. [Ipokod’ea, @. Jlicra,
K. Jebrocci. Bona Takox Oysia MOCTiIHOIO YYaCHHUIICIO KOHIIEPTiB
kadenpu. Hanpukinmi 1990-x pokiB cknaBest GopreniaHHU ayeT
H. Cmonsara — M. be3. Y TBopuoMy A0poOKy IyeTy — YOTHPH
KOHIIEPTHI MPOrpaMu, y SKUX OyJIM BUKOHAHI pi3HOMaHITHI 3a jKaH-
POBUMHU 1 CTUIBOBUMH O3HaKamu TBopu. KoHuepT-nekuiro “TBop-
YiCTh XapKiBCHKHX KOMIIO3UTOPIB B KOHTEKCTI PO3BUTKY MY3UYHOI
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KynbeTypu Ykpainn” (ektop Onena KoHoHOBa) B Ham yac MOKHA
Oyno 6 Ha3BaTH MUCTEIBKUM MPOEKTOM. [Iporpamy 3 meBHUMHU J10-
MOBHEHHSIMH, 3MiHAMH HEOJHOPA30BO BUKOHYBAJIH y MPOBIIHHUX
KOHLIEPTHHX 3ajlaX XapKoBa, ii ckiaganu TBopu B 3omoTyxiHa, B.
[Manepu, M. Kapmincekoro, B. Bopucosa, B. [Itymkina, I. Kosa-
4a. Y ABOX KOHIEpPTax MpoekTy “Beuip popreniannux nyeris” Oy-
70 BuKkoHaHo ¢optemianni ancamb6mi K. /leGrocci, @. Ilynenka, M.
KnemenTi, MoHOrpadiyHa nmporpama Oyna mpucBsiueHa BUKOHAHHIO
aHcamOneBux TBOpiB /. llocTakoBuya. Came nboMy AyeTy Bimo-
MU XapKiBCbKUI KOMIO3UTOp B. 3010TyXiH HOpyUYnB mpem’epHE
BUKOHaHHsI aHcamO0jeBoi (opTemiaHHOi CIOITH “AMEpPHUKAaHCHKHI
ansbom” Ha KuiBMy3uk®ecri.

3aBISKU CIIBTBOPYOCTi, TPHBAJIOMY CIIJIBHOMY BHKOHAaH-
HI0O MY3WYHHX TBOpIB aBTOp JOMNOBiZi MOXXE BHU3HAUUTH AESAKi
0cOOMMBOCTI BUKOHABChbkoro “mouepky” H. B. Cmonsru. Ii rpa
Bipi3HsIACS BEIMKOIO KYJIBTYPOIO iIHTOHYBaHHSI, @ TBOpYa 0COOMC-
TICTh — BUBAXXEHUM, JICII0 Pal[iOHAJIBHUM IT1IXOAO0M A0 HOTHOTO
TEKCTY, IParHeHHSIM [0 CKPYMyJbO3HOTO BUKOHAHHS aBTOPCHKUX
BUMOT Y TTO€JHAHHI 3 TOJICPAHTHICTIO 10 1HIIO IYMKH Ta CIiJTBHIM
MOUTYKOM KOMIIPOMICY Y BUKOHABCHKii KOHIIEMIIiT TBOPIB.

I'namoecvka Onena bopuciena (1949-2007) — sckpasa
0cOoOHUCTICTh, YynOBa IMiaHICTKA, TAaJaHOBUTUH KOMIIO3UTOp. Bu-
nyckHuLA 1o kinacy kommnosuuii Jl. JI. Knebanoa, o xiacy dopte-
miano — [ JI. T'eapdrara. ABTOp SICKpaBUX, 3MICTOBHUX TBOPIB Y
XKaHpax CMM(OHIYHOI, KAMEPHO-IHCTPYMEHTANIBHOT 1 (hopTeniaHHOT
MY3UKH (3arajibHa KiIbKiCTh, 3T11HO 3 fanumu JloBinanuka HCKY, —
86), cepen SIKUX COHATH AJIA CKPHUIKH, QOpTeniaHo, BiOJOHYEN,
KJIapHeTa, KOHLEPTH IUisl popTemniaHo, CKPUIIKH, BIOJIOHYEN, YuC-
JICHHI iHCTpyMeHTaJbHiI Ta QopTrenianHi TBopH. Yce mpodeciiine
xuTTst Onenn BopuciBau OesnocepenHbo Oyno MOB’A3aHe 3 YHi-
BEPCUTETOM MHCTELTB, caMe Ha Kadeapi 3arajJbHOro Ta cremiai-
30BaHOro QopremniaHo, Ha sKili BoHa mpairoBana 3 1974 poky no
OCTaHHIX JHIB KUTTS, HAOyB COPaBXKHBOIO PO3KBITY ii mexgaroriy-
Hul TanadTt. [lenaroriuna pisutbHicTh OsieHU ["HATOBCHKOT BIAPI3HS-
nacst 0COOIMBHUM 3MiCTOBHUM HAIOBHEHHSIM. SIK KOMIIO3UTOD, SIKil
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po3ymie BHYTpIiIIHI, TTUOMHHI MPOLECH TBOPEHHs My3HuKH, OneHa
BopuciBaa nparnyna HaBUUTH CTYACHTIB BUSBISATH, OAUnUTH, PO3Y-
MITH (is10c0dito, EHEPreTHKY TBOPY, CXeMaTHYHO [TO3HAYEHY B HOT0
TeKCTi. Buctynu ii cTyeHTiB BiAPI3HAIUCS TNIMOOKUM PO3YMiHHAM
o0pa3Hoi cdepu TBOPIB, MPOQECiOHATBHUM OIPAIIOBAHHSIM HOT-
HOTO TEKCTY, EMOLIHHUM ‘‘BKJIIOUYEHHSIM” Y BUKOHABCHKUHU IMPOIIEC,
pa3oM 3 TUM — YiTKIM yCBIJJOMJIEHHSIM CTYAEHTOM IIiJl 4aC BHKO-
HaHHS KaHPOBOI MPUHAIEKHOCTI TBOPY, HOTO CTUITICTUYHHUX O3HAK,
BIYYHHUM BUKOPHUCTAHHSM JOPEUYHUX 3aCO0IB BUKOHABCHKOI BUPA3-
HOCTI, BIATOBIIHOT apTUKYIIALIT Tomo. CoCTepekeHHS 32 TBOPUUM
nporecoM B kiaci ¢opreniano O. b. ['HaTOBCBHKOT Oys0 4yq0BOIO
LIKOJIOKO JJIsl MOJIOUX KOJIET 1 MPUKJIAZIOM sl HACJTi Ty BAHHSL.

KoHuepTHi BHCTYyNHM MiaHICTKH Bpaxkaiu (inocodidHicTio,
0araTOBUMIPHICTIO BHKOHAaHHS. TBOpW KIACHYHOTO penepryapy
“kpi3b mpu3My”’ 1i KOMIO3UTOPCHKOTO IMPOYUTAHHS HATIOBHIOBA-
JUCh EHEPri€l0 CHiBTBOPYOCTIi, akTyaumizamii 3micTiB. Onena ['Ha-
TOBCbKa OJMCKydYe BHKOHYBaja BIIACHI TBOPM — Yy ii TBOpUOMY
JOpoOKy Oinbil Hik 50 omyciB 1js GopTemniaHo, TBOPH CydacHUX
KoMIo3uTOpiB. Hu3ka KOHUEPTIB 3 KaMepHUX Ta (opTemiaHHHX
TBOPiB KOMIIO3UTOPKH OyJia MiArOTOBIIEHA, 30KpeMa, BUKJIaAauaMu
Hamoi kadenpu. Mu — i Konerun — maciusi Oyau NEPLUIMMH J0-
TOPKHYTHUCH J10 YapiBHOTO cBiTy My3uku Onenu I'natoBcekoi. Tak
3a y4acTIO BHKJIaJgauiB KadeapH 3arajabHOrO Ta CIHeLiali30BaHOro
¢dopTeniano BiaOyiHcs M'sITh aBTOPCHKMX KOHIEPTiB MalcTpuHi,
MU BUKOHYBaJH 1i TBOpH, 30KpeMa, Ha “KuisMy3ik®ecri”, y Crin-
LI KOMIIO3UTOPIB YKpaiHu, MPOBIAHUX KOHLEPTHUX 3ajlaX XapKoBa
Ta iHmux mict Ykpainu. [locriiino tBopu O. b. 'HaTtoBcbKoi 3BY-
YaJld B KOHIepTax Kadenpu. Y IONOBii HaBeleHI KOHKPETHI MpH-
KJIaJ¥ KOHIIEPTHUX IPOrpaM Ta BIATYKH Ha HUX.

Onena bopuciBua ['HaTOBChKA 3aBXAM 3 BEIHKOI BASYHICTIO
0COOMCTOCTI Ta MUTILS, 3 BEJIMKOIO BiJMOBIJATbHICTIO CTaBUIACS
JI0 CBOE€T MeAaroriyHoi JisbHOCTI, 10, y CBOIO 4Yepry, BigoOpasu-
JIOCh Ha KOMIIO3UTOPCHKil TBopuocTi. Hetlo cTBopeHa mina HU3Ka
PI3HOXKaHPOBUX IT’EC PI3HOTO CTYIIEHS CKJIAIHOCTI, 5K, 3a i1 mia-
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HaMu, MaJu ckiactu 3rogoM “Llkony rpu Ha dhopreniano” OneHu
I'natoBcekoi. Hapasi Bunani: I[lomidoniuna croita amst gpopremniano
B YOTHPHOX YACTHHAX, MaJleHbKa Mpentoais Ta ¢yrera, iHBeHII],
YakoHa, ABi mpenrofii Ta gyru. Bennvesnnii macus uynoBoi ¢op-
TeniaHHOI, KAMEPHOI MY3MKH KOMIIO3UTOPKH 3aJIUIIMBCI B PYKO-
nucax, B 0COOMCTUX apXiBaX BUKOHABLIIB.

HaykoBi Ta meToanuHi po3poOku Onenn ['HaTOBCHKOI Takox
Oynu mpHUcBsYeHi mMpolieMaM yJOCKOHAJICHHS OCBITHBOTO MTPOLIECY,
HaOIIbII THIIOBUM, Ha i1 TyMKY, mpoOieMaM OCSATHEHHS CTY/AEH-
TaMu 0€3MEXHOTO CBITY (opTeniaHHOI My3UKH. SIK MpUKIaa y A0-
MOBiJIi PO3MIISANAETHCS 11 CTATTS, MPUCBAYEHA TPOOIEMaM BUBYCHHSI
noidonii B Kypci 3arajpHOTO Ta CrieniaxizoBaHoro GopTemniaHo.

Bucnoexu: H. B. Cmonsra ta O. B. ['maToBcbka — 11111 CBITH,
Jy’Ke pi3Hi 3a “3By4aHHsIM”, IPOSBAMU CBOTO MEIAroriyHoOro Aapy,
YHIKallbHi, SICKpaBi Ta MEPEKOHJINBI B CBOEMY NparHeHHi 30araru-
TH CTYACHTIB 3HAaHHSIMHU, HEOOX1THUMHU B MOJANBIIIH npodeciiHii
nisnpHOCTI. Pi3HI 3a TeMmepaMeHTOM, HIISXaMH OCSATHEHHS TJId-
ounnoro 3micty my3uku (H. B. Cmonsara — ananituk, O. b. ['Ha-
TOBCbKa — TBOpELb, IKUH PO3YMIB CTHUXiIO TBOPYOTO MPOLECY),
BOHH JIOCATAJIM, KOKECH CBOIM LUISXOM, Ty)K€ MEPEKOHJIMBUX pe-
3yJBTaTiB y MeJaroridHiii, BAKOHABCHKiN, HAYKOBIH AiSIBHOCTI i
3aJIMLIIMJIMCH CIIPaBXHIM MPHKJIAI0M CIIYXKiHHS MY3HIIi, BUOpaHii
crpasi, YHiBepcuTeTy. 30epeKeHHsI Ta aKTyali3alis Kpaluux Tpa-
JUIiH Ta JOCSTHEHb BUJATHUX BUKJIAIa4iB KaeIpu B peatisix Cho-
TOIGHHSI — OCOOKCTE 3aBJaHH JIOMOBI1aua Ta BKIMBHUI HAMIPSIM
JiATBHOCTI Kadeapu 3arajabHOro Ta CIeNiali30BaHOro GopTeniaHo
XHVYM imeni L. I1. KotnsipeBcbkoro Ha muisixy il BAOCKOHaJIEHHS
Ta PO3BUTKY.
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This report, presented in the genre of a “creative portrait,” ex-
plores the pedagogical, performing, and scholarly contributions of
Natalia Smolyaga and Olena Hnatovska — esteemed figures of the
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General and Specialized Piano Department at Kharkiv 1. P. Kot-
lyarevsky National University of Arts (KNUA).

The memorial focus of the IV International Cherkashyn Read-
ings, dedicated to the renowned Ukrainian artists Roman Cher-
kashyn and Maryna Cherkashyna Hubarenko, shaped the choice of
this topic. In this “creative portrait,” the report aims to highlight the
teaching, research, and artistic achievements of Natalia Viktorivna
Smolyaga and Olena Borysivna Hnatovska—exceptional musicians
and true masters of their craft—who have dedicated their lives to
shaping well-rounded, highly skilled professional musicians.

As O. Kononova aptly noted, the General and Specialized Piano
Department serves as the “core” of professional music education at
KNUA. The significance of “compulsory piano” was recognized as
early as the 19th century, during the formation of professional music
education in Kharkiv. It was among the essential “artistic subjects”
taught at the Music Classes established in 1871, which later evolved
into the Music School and, in 1917, the Conservatory.

Prominent Kharkiv musicians — Alisa Goldinger, Valentyn
Teplov, Maria Zakharchenko, Yevheniia Leontieva, Oleksandra
Zhuravleva, and others — helped build the reputation of the General
Piano Department, later renamed the Department of General Piano
in 1960, maintaining a consistently high professional standard in
piano instruction. Historical publications and anniversary editions
of KNUA have documented the department’s artistic contributions
over time.

The goal of this report is to bring renewed attention to the legacy
of these Masters, whose work has played a crucial role in preserving
the high standards and continuous evolution of the Kharkiv School
of Academic Music.

Nataliia Smoliaga (1937-2009) was a graduate of the distin-
guished Kharkiv piano school, studying under M. S. Khazanovsky.
She dedicated 42 years (from 1966 until her final days) to the Gen-
eral and Specialized Piano Department at KNUA, rising from in-
structor to professor. More than 400 graduates of KNUA cherish the
memory of studying in her class.
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Her students’ confident and expressive performances, span-
ning a diverse repertoire from classical to contemporary, reflected
Smoliaga’s pedagogical adaptability. A defining trait of her teach-
ing was the fusion of deep academic tradition with an open-minded
approach to new musical trends — an eagerness to explore them
alongside her students. She believed that “one of the most important
goals of the general piano course is to align teaching with the real-
world challenges musicians will face in their professional careers”
(3, p. 147].

Her classroom was a space of artistic collaboration, empha-
sizing the ability to perceive a composition as a whole rather than
merely playing an individual part. She nurtured skills in nuanced
interpretation, encouraged discussions on historical perspectives of
musical styles and composers, and fostered the development of mu-
sical intelligence.

Among the department’s most memorable concert events were
performances by Smoliaga’s students, including all 24 Preludes by
C. Debussy, Ludus Tonalis by P. Hindemith, and thematic recitals
featuring works by R. Schumann and F. Poulenc.

Nataliia Viktorivna’s research focuses on piano education and
performance in Ukraine from the 18th to the early 20th century. She
has also conducted an in-depth study of the department’s history.
N. Smoliaga is the author of monographic essays on the general and
specialized piano department, published in various reference and
anniversary editions of KNUA. She has written over 30 articles on
key issues in piano pedagogy and performance.

The 1970s and 1980s marked a period of intense performance
activity for N. Smoliaga. Her solo concert programs featured works
such as Beethoven’s 15 Variations with Fugue, Schumann’s Grand
Sonata No. 1, Chopin’s Fantasia in F Minor, as well as numerous
compositions by Scriabin, Prokofiev, Liszt, and Debussy. She was
also a frequent participant in department concerts.

In the late 1990s, she formed a piano duo with M. Bevz. Their
artistic legacy includes four concert programs showcasing a wide
range of genres and styles. One notable project was the concert-lec-
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ture The Works of Kharkiv Composers in the Context of Ukraine’s
Musical Culture Development, presented by Olena Kononova. This
program, with various adaptations, was performed multiple times in
Kharkiv’s leading concert halls and featured works by V. Zolotukhin,
V. Patsera, M. Karminsky, V. Borisov, V. Ptushkin, and I. Kovach.

As part of the Evening of Piano Duets project, the duo per-
formed ensemble works by Debussy, Poulenc, and Clementi, along
with a monographic program dedicated to Shostakovich’s ensemble
compositions. Their collaboration also earned the trust of renowned
Kharkiv composer V. Zolotukhin, who chose them to premiere his
ensemble piano suite American Album at the Kyiv Music Fest.

Through collaboration and long-term joint performances, the
author of this report has identified distinct features of N. V. Smoli-
aga’s artistic “handwriting”. Her piano playing manner was marked
by a refined sense of intonation, while her creative personality was
characterized by a balanced, somewhat analytical approach to the
musical text. She meticulously adhered to the composer’s inten-
tions while remaining open to differing interpretations, engaging in
thoughtful dialogue to find a shared vision for performance.

Olena Hnatovska (1949-2007) was a remarkable figure — a
brilliant pianist, a gifted composer, and a vibrant artistic personal-
ity. She studied composition under D. Klebanov and piano under
G. Helfgat, becoming the author of profound and expressive works
across symphonic, chamber-instrumental, and piano genres. Ac-
cording to the NSCU Handbook, her catalog includes 86 composi-
tions, including sonatas for violin, piano, cello, and clarinet, as well
as concertos and numerous instrumental and piano pieces.

Olena’s entire professional career was closely tied to the Univer-
sity of Arts, where she worked at the general and specialized piano
department from 1974 until her final days. It was there that her ped-
agogical talent truly flourished. Her teaching was distinguished by
its depth and insight — rooted in her deep understanding of music’s
inner workings as a composer. She guided students in uncovering
the philosophy and energy embedded within a musical text, going
beyond the notes to reveal its essence.
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Her students’ performances stood out for their profound grasp
of a work’s imagery, meticulous interpretation of the musical text,
and emotional engagement in the performance process. At the same
time, they demonstrated a keen awareness of genre, stylistic nu-
ances, and precise use of expressive techniques, articulation, and
performance dynamics. Observing O. Hnatovska’s teaching was an
invaluable experience for young colleagues, serving as both an in-
spiration and a model to follow.

Olena Hnatovska’s concert performances captivated audiences
with their depth and multidimensional artistry. Her interpretations
of classical repertoire, viewed through the lens of her own composi-
tional perspective, radiated a spirit of co-creation and brought new
meaning to the works. She also performed her own compositions
with brilliance — her creative output includes more than 50 piano
pieces, as well as works by contemporary composers.

A number of concerts dedicated to her chamber and piano works
were organized, with strong support from our department’s faculty.
As her colleagues, we were honored to be among the first to experi-
ence the enchanting world of Olena Hnatovska’s music. Five com-
poser’s concerts featuring her works were held with the participation
of General and Specialized Piano Department faculty, with perfor-
mances at the Kyiv Music Fest, the Union of Composers of Ukraine,
and leading concert halls in Kharkiv and other cities across Ukraine.
Her works became a regular part of the department’s concert pro-
grams. This report provides specific examples of concert programs
and critical reception.

Olena Hnatovska always spoke with deep gratitude about her
teachers, recognizing their profound influence on her development
as both a person and an artist. She carried that same sense of re-
sponsibility into her own teaching, which was reflected in her com-
positions. She created a range of works in different genres and levels
of difficulty, envisioning them as part of what she called the Olena
Hnatovska School of Piano Playing. Some of these pieces have been
published, including her Polyphonic Suite for Piano (four move-
ments), a short Prelude and Fugue, Intentions, a Chaconne, and two
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additional preludes with a fugue. However, a vast collection of her
remarkable piano and chamber music remains in manuscript form,
preserved in performers’ personal archives.

Her scholarly and methodological work also focused on enhanc-
ing the educational process and addressing common challenges stu-
dents face in navigating the vast world of piano music. For instance,
this report discusses her article on the challenges of studying po-
lyphony within the general and specialized piano curriculum.

Conclusions. Nataliia Smoliaga and Olena Hnatovska were dis-
tinct artistic worlds, each with a unique “sound” and approach to teach-
ing — both remarkable, vibrant, and deeply committed to equipping
students with the knowledge essential for their professional growth.
Though different in temperament and in their ways of uncovering
the deeper meanings of music — Smoliaga as an analytical thinker,
Hnatovska as a creator who embraced the spontaneity of the creative
process—they each achieved outstanding results in pedagogy, perfor-
mance, and research. Their dedication to music and to the University
remains an enduring example of artistic and academic devotion.

Carrying forward and adapting the rich traditions and achieve-
ments of these exceptional educators in today’s context is both a
personal commitment of the speaker and a key priority for the Gen-
eral and Specialized Piano Department at KNUA as it continues to
evolve and progress.
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BUKOHABCBHKI TPUHIIUTIN YKPATHCHKOI'O IIAHICTA
I HEAQATOI'A BIKTOPA CUPATCBKOI'O

Knirouosi crosa: B. Cupsmcokuil, 6UKOHABCHKUL CMULb, (hpas3a,
Gaxmypa, 36K, memMnopumm.

BikTop Cupsatcbkuii — BijoMa 0COOHCTICTB Y opTeniaHHOMY
MHCTENTBi Apyroi nmonoBuan XX cropiuus. Moro miamicThuma ni-
SUTBHICTh — TMPHUKJIa] NOEAHAHHS TaJaHTy, HATXHEHHOCTI 1 caMo-
BiJaHol mpai, 6e3nepepBHUX MOLIYKIB Ta PO3AYMiB, TOMY HOTO
BUKOHABCbKa JisNIBHICTh 3aCIYTOBYE pETEeNbHOrO BHBUCHHS. Lle
IiaHICT, MeJaror, KOMIO3UTOP 1 BYCHUM HAWBHINOTO piBHs. TBOp-
ye 06nuuus B. CupsaTcekoro Bpaxae MUPOTOIO Ta OararorpaHHic-
TIO: BUKOHABeIlb, YHE iM’sl J0Ope BiloMe B YKpaiHi, a TakKox 3a i
Me)XaMU; My3UKaHT, IKHil BUXOBAB JICKiIbKa MOKONIIHb BU3HAYHHX
MiaHICTIB Ta MPOTATOM Maiike 35 pokiB mpaiioBaB y XapKiBCbKO-
My HalioHaJbHOMY yHiBepcuTeTi Mucteuts imeHi I. I1. Kotnsapes-
ChKOTO Ha Kadeapi crerianbHoro ¢popTeniaHo.
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3 mepmx 3ByKiB rpa B. CupsTChKOTO PUKOBYE 0 cede yBary.
3Byk B. CUPSITCHKOTO — COKOBUTHUM, M’IKUM, “TENIUN”, HAlIOBHE-
HUH, ciBy4ynil. BiH onHakoBo O61aropogHuii i B moTy)HOMY ff, 1 B
HIXKHOMY, 3aBXKIH “03By4eHOMY”’ 1 4y THOMY p.

Vei cnemianicTd OJHOCTAWHO BlA3HAYAIHN SIKECH 0COOJIMBE CTaB-
nenHs B. CupsTChKOTro 70 IHCTpyMEHTa, HOro piAKiCHE BMIHHS 3a
JIOTIOMOT'0I0 (hOPTEMiaHO BECTH KUBY PO3MOBY 3 JTIOIBMHU.

o 6 BiH He poOuB Ha (opTemiaHo, BiH 3aBKIU MiKIyBaBCs
po xopoiue 3ByyaHHs. [[ppaomy 10 NOHATTS XOPOLIOTo 3By YaHHS
Yy HBOTO BXOJMJIA 1 BiJMOBIHICTh IIbOTO 3BYyYaHHS 3MICTy TBODY,
10 BUKOHYBaBCs. 3ByK — 3aci0, a He caMOLliJIb, HAWKPALINil 3BYK
TOM, SIKMW HAaWO1IbII TOBHO BUPAXKAE 3aJaHUI 3MICT.

YMOBHO MOXHA PO3PI3HUTH ABi TEHACHIIT B HOTO CTaBJICHHI J10
3BYKOBOTO KOJIOpHUTY. Lle — mparseHHst 10 MOBHOTO, M’SKOT0, CITi-
BYYOT0 3ByKY, IParHeHHs ‘‘cliBaTH Ha (OpTENiaHo” Ta MParHeHHS
JI0 MAKCUMaJIbHOTO PI3HOMAHITTS 3ByKOBUX OapB.

[loryxne, ane m’sake fortissimo B “KapTuHkax 3 BHUCTaBKH”
M. Mycoprcekoro; akBapenbHO-IIPO30pi 0apBH LTyMaHiBCHKHX
MiHiaTIOp, panToBi QandapHi BUryku “cBsiTkoBoro” ETromy-kap-
TUHU Mi-0eMoibs Maxkop C. PaxmaniHOBa, HAWTOHIII JTiHIT PiIBHOTO
pianissimo B HokTiopHaxX . [lloneHa, sickpasi “HepBOBI” 37I€TH pa-
BeNTiBChKOro “HivHoro racmapa” — Takuii iama3oH 3ByKOBOi maJi-
TpH miaHicTa. bapBuCTiCTh AMHAMIYHOT 1 TEeMOPOBOT HIOAHCHPOBKH
B. CupsTchKoro He0JHOPa30BO BiJ3HAUaIacs MyOIiKOIO.

AJle MOUIYKW 3BYKOBUX OapB, pi3HOMAaHITHHX TEeMOpajbHHX
edextiB He € st B. Cupsatcekoro camouiuio. BoHn ciyryroTh
O1/IbII TTIOBHOMY Ta SICKPaBOMY PO3KPUTTIO XYAOKHBOTO 00pasy,
ix BHOIp 3aJeKUTH BiA XapakTepy, GOpMH Ta CTHIIO TBOPY, LIO
BUKOHYEThCs. bypHe fortissimo Ta jenp uyTHe pianissimo Horo
¢dopTeniano, 31aTHICTH OCOOTUBUMH 3ac00aMU, TOJIOBHUM YHHOM
HE3BMYalHUM 3aCTOCYBaHHSM Melaii, BUA0OYBaTH 3 POSUIS CBOE-
piaHi Ta AMBOBMKHI OapBU — yce 1le BUKOPUCTOBYBAJIOCS JJIs ITiJI-
KpecyieHHS Tiel a0o 1HII0T My3UYHOT TYMKH.

Came y cdepi piano miaHICTy BIAETHCS MEpelaTH Halpi3HOMA-
HITHIII HACTPOI: 30CepemKeHy 3alyMIHBicTh mryoepriBebkoi Ce-
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peHaau, My>kHIO ckopOoTy Largo i3 conaru JI. berxosena op. 10 Ne
3, cBiTnuil 6e3mMexHuil cnokiid conb-maxkopHoi Ilpenronii C. Pax-
MaHiHOBa. [Homi B. Cupsrcekuii cBiioMO 0OMeEXye AMHAMIYHY
IIKaJTy 3By4aHHs. loro BUKOHAHHS IPH LIOMY 30BCiM HE BTpayae
BUPAa3HOCTI. SIckpaBille NposBIAETHCS IHTOHAIIITHA MAHCTEPHICTD
miaHicTa, HOro BMiHHSI TOHKO TU(EPEHLII0BATH 3ByYHICTh Y HEBE-
JUKHUX TUHAMIYHHAX MEXKaXx.

Konu B. Cupsitchkuii BukoHyBaB “Hiunwuii racrap”, To Ha ecTpa-
I HiIOW 3’IBJISBCSI HOBUH 1HCTPYMEHT, SIKUH TOBOPUB HEBITI3HAHHUM
rojocoMm. He3Baxkarouu Ha Te, 1110 Y BUKOHAHHI 30BCIM 3HHMKIIH U~
HaMiuHi BIATIHKH, K1 epeBUIyBanu mezzo forte, BUIIyKaHy CrO-
fry cnyxanu, 3aTamyBaBLIM noaux. Jlotenna cruinizanis OyaeHHHX
IHTOHAILi}, “3aBomHA” MEXaHIUHICTh PUTMIB, CKJISIHA XPYIKiCTbh
3By4aHb, — yce L NIePeAaBaocs 31 CHPaBXHbOIO TOCKOHATICTIO.

[Ipu TakoMy po3yMiHHI BUKOHaBChKOro mucteursa B. Cupsr-
CBKUH TOJIOBHUM 3aCO00M MY3WYHOI BHPA3HOCTI BBa)kaB 1HTOHA-
uito. [lo3a BUKOHABCHKMM 1HTOHYBAaHHSIM ISl HBOTO HE iCHYBAJIO
CHpaBJi LiHHOTO Ta 3HAYHOT'O BiJITBOPEHHS aBTOPCHKOTO 3aMHCIHY.
Ha #ioro mornsia, nuie iHTOHYBaHHS pO3KPHUBA€E OKPEMi “‘IyIIeBHI
BiITIHKH ", OKpPEMi PUCOYKH HAIIUX MEPEKUBaHb, BOHO JOMIOMArae
“BUMOBUTH” Ti “clloBa”, K1 CKJIAZAIOTh “MOBY MY3UKH Ta SIKi He-
00X1/1HO MEBHUM YMHOM OyAyBaTH i TaKk caMoO NMEBHUM YHUHOM BH-
MOBIISITH.

BaxxnuBoto B inTepnperauisx B. Cupstcekoro Oymna mpodiema
TeMNoBOi €qHOCTI. Bu3zHauenHs ocHoBHOro Temny B. Cupsrceruit
BiTHOCHB 0 YMCJIa HalBa)kuuX 3aBJAaHb, sIKi CTOSATH Mepes BUKO-
HaBueM. [IpoTe, He BBa)xkaroun HEOOXiTHUM HUPPOBE OOUUCICHHS
TEMITy, BiH 3aBXKIM PaTyBaB 3a BCTAHOBJIGHHS OCHOBHOI J0Ni py-
Xy, TOOTO 3a BUSIBIICHHSI METPUYHOT OJMHHII PyXy — YETBEPTHOI,
BOCBMOI 1 T.JI., — SIKa B)KE HE TIOBUHHA JITUTUCS Ha OiIbII APIOHI
OJMHMUIII 1 SIKa HACAMKiHellb BU3HAYA€E IIBUAKICTD PYXY.

YcTaHOBIIEHHS! OCHOBHOT PUTMIYHOI OAMHHULI PyXYy I03BOJHIIO
B. CupsiTcbkoMy BilUyTH JKHMBY “pUTMIUHY IyJIbCallil0”’, BU3ZHAYH-
TH TOH ““HampsIMOK pyxy”, SIKMi HIOM TIPOHHU3YE COOOI0 BECh BHKO-
HyBaHUH TBIp.
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Ha ectpani mepen myoOmikoro B. CupsTchkuii BBa)kaB Heo0O-
XiTHUM TpaTH Tak caMo BiIBEPTO 1 MPOCTO, SIK y cebe Baoma. Bin
3aBKJH MParHyB A0 TOro, mod OyTH “yABOX 3 MY3UKOIO” 1 B TOH
Ke yac — “Ommxkue 1o nyoniku”. [IpumycnTi myOuiky moaoouTu
Te, o Oyno HoMy HalAOpOKYe, YCTAHOBUTHU 3 HEIO HAWTICHIMINN
KOHTAKT, 3aJIMIIAI0YHUCh BIPHUM caMOMy coO0i, IOHECTH IO CiIyXa-
4iB HalOJIbII OTAEMHE 3 MOJIOAMX POKiB OyJO HOTO 3amoBiTHUM
Oa’kaHHSIM.

Barato yBaru mpuapaBaB B. CupSATCHKHII TEMIOPUTMY BHKO-
HaHHS. Bubip Temny BiH BBa)kaB OAHHMM 3 HaBa)KJIMBIIINX BUKO-
HaBCbKHUX 3aB/aHb, OCKUIBKH TOH BiZoOpakye HaHCYTTEBILI pUCH
XYIOKHBOTO 00pa3y My3u4yHoro tBopy. Uum sxe kepyBascs B. Cu-
pATchkUil ipu BUOOpi Temmny? Ilepmr 3a Bce BHYTPIIIHIM 3MICTOM
MY3HUKH.

VYce cBoe xuTTs B. CUpATCHKUI HEBIMHHO MPaLllOBaB HaJ| CBO-
iM BMKOHAaBCBKHUM CTHJIEM, HE MPHUIHHSIOUN YAOCKOHAIIOBATHCS,
HE NPUMIUHAIOYY BUuTHCS. Hi Ha XBHIIMHY HE TPUIIMHSAB 3HAXOIH-
TH HOBI 3aCO0M BUPA3HOCTI, MOJICPHi3yBaTH 1 3MiHIOBaTHU cTapi. Bin
neperpaB — sIKIIO HEe B KOHIEpTax, TO y cebe BIoMa — Maiixe
BCIO OpTEMiaHHy JiTepaTypy y BCbOMY 1i CTHIICTUYHOMY Pi3HO-
MaHiTTi. Bukonanus B. CupsTcbKoro Biapi3Hsiia BiJ I'pH iIHIIUX Ti-
aHICTIB, 0€3MEPEUHO, NPUPOOHICb BUKOHAHHS. ABTOPCBHKI HAMIipH
Oynu 11t Hboro 3akoHoM. ['pa Biktopa Cupsitcbkoro Oyia cTUIbHA.
BukonyBane “oxuBaio” miJg HOro pykamu 3a JOMIOMOTOIO 3a1yMYy,
o OyB OCHOBaHMM Ha 3A1MCHEHHI BUOpaHHUX Ta JOCTYIHHUX HOMY
MOKJIMBOCTEH: BOHO CTaBaso A3epkajiom Horo aymi. B. Cupsr-
CbKMH Hauye BOWpaB y ceOe My3W4Hi 00Opasu TOro, M0 BUKOHYBa-
JIOCh, 3KUBABCSI 3 HUMH, aJie pOOUB 1€ HE CTUIBKH aKTUBHO, BJIaIHO
i JKOPIOIOUHN c00i UysKe, CKIJTbKU MaCUBHO, HIOM PO3YMHSIOUH CBOE
1 B 1bOMY UYKOMY.
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PERFORMANCE PRINCIPLES OF UKRAINITAN PIANIST
AND A TEACHER VICTOR SYRYATSKY

Keywords: V. Syriatsky, performance style, phrase, texture,
sound, tempo-rhythm.

Viktor Syriatsky is a celebrated figure in the world of piano art-
istry, particularly in the second half of the 20th century. His ca-
reer serves as a shining example of the harmonious blend of talent,
inspiration, and tireless dedication, coupled with an ongoing quest
for innovation and depth of thought. His work as a pianist, teacher,
composer, and scholar places him among the highest ranks of musi-
cians, and his multifaceted contributions merit close examination.

Syriatsky’s artistic identity is remarkable for its breadth and
versatility. He is a performer whose name is recognized both in
Ukraine and internationally, a musician who shaped generations of
accomplished pianists, and a dedicated educator who spent nearly
35 years at the Department of Special Piano at the Kharkiv 1. P. Kot-
lyarevsky National University of Arts.

From the very first notes, Syriatsky’s playing captivates listen-
ers. His tone is rich, warm, and resonant, characterized by a sing-
ing quality that remains consistent across dynamic ranges — from
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commanding, noble fortissimos to delicate, crystal-clear pianis-
simos. Experts unanimously praised his unique connection to the
piano, describing his rare ability to communicate profoundly with
audiences through the instrument.

For Syriatsky, achieving a beautiful sound was always para-
mount, but it was never an end in itself. For him, the ideal sound
was one that best conveyed the essence and emotional depth of the
music. His approach to tone color can be viewed through two key
tendencies: his pursuit of a full, lyrical, and singing sound, and his
exploration of a wide spectrum of tonal hues.

This mastery is evident in his performances: the commanding
yet tender fortissimos in Mussorgsky’s Pictures at an Exhibition,
the watercolor-like transparency of Schumann’s miniatures, the
sudden, trumpet-like bursts in Rachmaninoff’s Etude-Tableaux in
E-flat Major, the exquisite pianissimos of Chopin’s nocturnes, and
the vivid, dramatic surges in Ravel’s Gaspard de la Nuit. Such is
the breadth of Syriatsky’s tonal palette, consistently celebrated by
audiences and critics alike for its vibrancy and nuance.

For Viktor Syriatsky, the exploration of tonal colors and timbral
effects was never an end in itself. These elements served as tools to
bring out the artistic essence of a piece, with their selection careful-
ly tailored to the character, form, and style of the work. His mastery
of dynamic extremes — from thunderous fortissimos to barely au-
dible pianissimos — and his ability to produce extraordinary tonal
effects, often achieved through innovative pedal techniques, were
always employed to underscore a musical idea or thought.

Syriatsky’s piano performances conveyed an extraordinary
range of emotions: the introspective contemplation of Schubert’s
Serenade, the courageous sorrow of the Largo from Beethoven’s So-
nata Op. 10 No. 3, and the serene expansiveness of Rachmaninoff’s
Prelude in G Major. At times, he deliberately restrained the dynam-
ic range, creating performances that, despite their limited volume,
were no less expressive. Within these narrow dynamic boundaries,
his subtle control of tone and masterful sense of intonation shone
through, revealing nuances of sonority that captivated his audiences.
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When performing Ravel’s Gaspard de la Nuit, it was as if Syri-
atsky conjured an entirely new instrument, transforming its voice
into something unrecognizable yet mesmerizing. In his interpreta-
tion, dynamic levels above mezzo-forte seemed to vanish, yet the
audience listened with rapt attention. The performance was marked
by wittily stylized everyday intonations, mechanical, clockwork-
like thythms, and the brittle fragility of glass-like tones—all ex-
ecuted with remarkable precision.

For Syriatsky, the essence of musical interpretation lay in into-
nation. He believed that without expressive intonation, no perfor-
mance could truly capture the composer’s intent. To him, intonation
was the key to unlocking the “soulful nuances” of a piece and artic-
ulating the “words” that form the language of music. These musical
“words” required careful construction and deliberate expression to
communicate meaningfully.

A central focus of Syriatsky’s interpretations was the concept of
tempo unity. He viewed determining the primary tempo as one of the
most challenging tasks for a performer. However, rather than adher-
ing to a rigid numerical calculation of tempo, he emphasized iden-
tifying the fundamental pulse—whether a quarter note, eighth note,
or another metric unit—that served as the indivisible foundation of
movement. This pulse ultimately dictated the flow and character of
the music, providing a cohesive structure for his interpretations.

By establishing the fundamental rhythmic unit of a piece, Viktor
Syriatsky was able to perceive a living “rhythmic pulse” and uncover the
“direction of movement” that flowed through the entirety of the music.

Syriatsky believed that performing on stage should feel as natu-
ral and unpretentious as playing at home. His goal was to remain
“one with the music” while also drawing closer to the audience. He
wanted to share what he held dearest, to forge a genuine connection
with listeners, and to communicate the most intimate aspects of the
music—all without compromising his authenticity. This deep desire
to connect with his audience had been a driving force since his youth.

The tempo and rhythm of a performance were of paramount
importance to Syriatsky. He saw the selection of tempo as one of the
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most critical challenges for a performer because it shaped the very
essence of a piece’s artistic image. His guiding principle in choosing
tempo was always the inner meaning of the music itself.

Throughout his life, Syriatsky dedicated himself tirelessly to
refining his performance style. He never ceased improving, ex-
perimenting, and learning. Whether in concerts or at home, he im-
mersed himself in the vast piano repertoire, exploring its stylistic
richness in all its diversity.

Syriatsky’s playing stood out for its naturalness. To him, the
composer’s intentions were sacred, and his interpretations adhered
faithfully to them. His performances were stylish and imbued with
authenticity, bringing each work vividly to life. The music became a
reflection of his soul, shaped by the realization of his unique artistic
vision and the possibilities available to him.

Syriatsky had a remarkable ability to internalize the musi-
cal imagery of a piece. Rather than imposing his own personality
onto the music, he seemed to dissolve into it, blending seamlessly
with its essence. His approach was not one of domination but of
surrender, allowing the music to speak through him in its purest
form.-

Ilewkosa Beponika
doxkmop ¢hinocoii, doyenm xaghedpu icmopii My3uxu
Kuiscokoi myniyunanvroi axademii mysuxu imeni P.M. I'iepa
e-mail: veronika_peshova@ukr.net
ORCID iD: /0000-0001-7875-2489

3HAYEHHS [TPUIOMY IMITPOBI3AIIII
I 9AC BUCTYITY JJEKTOPA-MY3UKO3HABI A

Knwuoei cnosa: nexmop-my3uxosnageysv, imnposizayis, opa-
MOopcyKe MUCMEYma0, NPoMO8d, SUCTHYH, AYOUMOPISL.

— 386 —

1V Yeprawuncoki yumanms

[Iponiec miAroTOBKM MPOMOBH JEKTOPa-MY3MKO3HABISI — II€
0araTOKOMIIOHEHTHE 3aBJAHHS, SIKE BHUMAara€ TIMOMHHOTO 3aHy-
PEHHS 10 BaXKJIMBHUX aclleKTiB MY3MYHUX CTyIil Ta HaOyTTs He-
00X1THUX KOMYHIKal[ilHUX HaBUYOK. BaxJIMBUM KOMIIOHEHTOM y
LOMY IPOIIECI € OPATOPChKA IMITPOBi3allisl.

e B wacu JlaBHboi ['pewii oparopceka iMmpoBizanis Bigirpa-
BaJia Ay>Ke€ BaXJIMBY POJIb y TIOJITUYHOMY Ta TPOMAJCEKOMY KHUTTI.
I'pexn moknamany BENTWKHX 3YyCHUJIb AN MOCTIHHOTO BJOCKOHA-
JIEHHsSI MUCTELTBA BUCTYMIB 1 AebariB. 3azHaunmo, mo B Adinax
LIOPIYHO MPOBOAMIIUCS 3MaraHHs 3 OpaTOPCHKOTO MHUCTELTBA, ¢
YYaCHUKH MaJH MPOAEMOHCTPYBAaTH CBOIO BIPABHICTH 1 TalaHT y
BUTOJIOIIEHH] EMOLITHIX Ta MEPEKOHJINBUX TPOMOB. Taki BUCTYy !
gyacTo Oynu iMITPOBI30BaHUMH, 1II0 BUMAraJio BiJ OpaTopiB HE JIHIIE
MIMOOKUX 3HAHB 1 JIOTIYHOTO MUCIICHHSI, aJie W NIBUJKOCTI peaKirii
Ta eMOLIHOr0 BIUIMBY Ha ayAHTOPIIO.

VY mpaktukymi “OCHOBM KpaCHOMOBCTBA: MaTepiajd Ais ca-
MOCTIHHOI pOOOTH CTYJCHTIB® 3a3HaueHo, IO “IMIIpOBi3alis —
e MPOMOBa, LI0 BUTOJOIIYEThCA O€3 MOmepeqHbOi IMiATOTOBKH,
IPYHTYETbCS Ha TPUPOAHOMY Aapi cCloBa i, 4aCTKOBO, €pyAHIil
Ta KyJIbTYpi MPOMOBLSL. 3AaTHICTH A0 IMIPOBi3alii CBIAYUTH PO
00apoBaHIiCTh Ta HAMBHUILWK PIBEHb PO3BUTKY OPATOPCHKHUX 37i-
onocteit” [4, c¢. 102]. OTxe, TOCKOHAJE BOJIOJIIHHS MaiCTEPHICTIO
iMmpoBizauii moTpedye peTenbHoi, PyHIaMEeHTaIbHOI MiATOTOBKH
JIEKTOpa B Pi3HHUX acIeKTax.

IMmpoBi3atis qs IEKTOpa-My3HKO3HABIS BiJirpae KIHOYOBY
poJb, 3a0e3Meuyoun CIOHTaHHICTh 1 MPUPOAHICTh BUCTYMIB. Bo-
Ha JI03BOJISIE BECTH Jiajior 3 ayJUTOpI€I0, aAanTyBaTHUCS 0 3MiH
y cHTyalii Ta pearyBaTH Ha 3allUTaHHs YW KOMEHTapi, [0 3HA4YHO
301sbIIYE e(DeKTUBHICTh KOMYHIKAIII1.

Kpim Toro, migkpecaumo, mo iMmpoBi3auis JormoMarae pos-
BHBAaTH TBOpYE MHUCIEHHS Ta MiJBHINIYBAaTH BIEBHEHICTH JEKTO-
pa. BMiHHS IIBUAKO pearyBaTH Ha HemepenOdadyBaHi 00CTaBUHU
J03BOJISIE YHUKHYTH HE3pYUYHHUX May3 Ta 30eperTd AMHaMiKy BU-
ctymy. JlekTopu-My3uKO3HaBI, SIKi OMaHyBajJd HABUYKH IMIIPO-
Bi3alii, 34aTHI MepeTBOPIOBATH BUIIAJKOBI MOMEHTH Ha yHIKaIbHI
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HIeIeBPH Ta 3pOOHUTH BIACHI BUCTYNH CTUIBHUMH U KOJIOPUTHH-
MHU.

Jns BHIEBHEHOCTI Y BIAaCHUX IMIPOBI3alliiHUX 3II0HOCTAX
HEeOoOXiHO BceOiuHO BOJIOAITH iH(POpMALIEI0 MPO TEMY BHUCTYIY,
a/pKe “TOJIOBHHUM KJIOYEM A0 PO3yMiHHS OyAb 4Oro € KOHTEKCT...”
[1, c. 227], a “KOHTEKCTyaJbHI 3HAHHS O3HAYAIOTh YCBIJIOMIICHHS
IUTICHOT KAPTUHU TOB’13aHUX MiK co0or0 netaneit” [1, c. 231].

BaknuBo 3aKneHTyBaTH Ha TOMy (DakTi, IO iMITpOBi3aLis SIK
YacTHHA OPaTOPCHKOi MPOMOBH Ma€ TEBHHUH aJITOPUTM IiITOTOBKH,
ajpke, 3a BUCI0BOM B. ['toro, iMIipoBizartisi — “He 110 iHIIIE, SIK ParTo-
BE 1 IOBIIbHE BIAKPHUTTS pe3epBYyapy, IKUH HA3UBAETHCS MO3KOM, ajie
noTpiOHO, o6 1eil pezepByap OyB MOBHUIA, BiJ] MOBHOTU TyMKH 3a-
JexuTh 6aratctBo MoBieHHs. [1o cyTi, Te, mo Bu imnposisyere, 31a-
€THCSI HOBUM JJIS CITyXadyiB, ajie € cTapuM aisi Bac; roBoputs noope
TOM, XTO MOUTHPIOE PO3YMH I[LJIOTO JTHS, TUXKHS, MIiCSIIsI, a 1HOJI 1 Ii-
JIOrO CBOTO KUTTA Y MOBJICHHI, IKE TPUBAE TOANHY  [IIMT. 3a: 7, . 21].

{06 BpaBHO IMIIPOBI3yBaTH Ha ayAUTOPil0, HEOOXiTHO 3a3/a-
JIeTigb JOCKOHAJIO OMAaHyBaTH 1HILI JOMOMIKHI HABUYKH JIEKTOpa:
OUXaHHS, XECTUKYJALi0 (PUTMIYHY, eMOLilHY, BKa3iBHY, 00pa-
30TBOpYY, CUMBOJIIUHY), MIMIUHY MPOEKIII0, Bi3yalbHUI KOHTAKT,
TEXHOJIOT1UHE OCHAIIEHHs. TaKiM YHHOM, pecypc JeKTopa Oye 30-
CEepPEIKEHO MOBHICTIO Ha IMITPOBI3alliHHOMY KOMIIOHEHT1 BUCTYILY.

IMmpoBi3anisi € 3aBeplIaJbHUM €TaroM IiATOTOBKH A0 MpO-
TOJIOILICHHS] TPOMOBH, ajie IMPOLeC ONMaHyBaHHS HEIO0 TPUBAJUH Ta
BMMAra€ KOMIIETEHTHOCTI B MMCTCITBO3HABYIM, IMCHXOJIOTIYHIH,
TEXHOJIOT1UHIA Ta iHmHMX cdepax. [Iponmonyemo Taki mpakTHuHi
Nopau AJisl ONlaHyBaHHS OpaTOPCHKOI iMITPOBi3amii:

1. IIpakTUKyBaTH pO3B’sI3yBaHHS JIOTIYHUX 3aBJaHb a00 ToJo-
BOJIOMOK JIJIsl OTPUMAaHHSI HABUYOK HIBHJIKOTO MUCIICHHSI Ta peary-
BaHHS Ha HEe3aIlJIAHOBaHI CUTYalIlil.

2. BuBuaTu peakuii Tija, TEXHIKM BIUIUBY Ta CIIOCOOM M-
TPUMKH YBaru ayiuTopii, 100 miATpUMYBaTH MOTiK CBOET MOBH.

3. Bparu yuacTb y JUCKYCisiX, BUCTYIIaX Ha 3ax0/ax abo MmpoBo-
JIUTH Ipe3eHTalii, o6 Ha0yTH MPaKTUYHOTO JOCBiy 1 HABUYMTHCS
MPALOBATH 31 CTPECOM.
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4. BuuTHca WIBUAKO aHami3yBaTH OOCTAaBUHU i ajanTyBaTH
CBOIO MOBY JIO IOTOYHOT'O KOHTEKCTY, BUKOPUCTOBYIOUYH JAOLITbHUAN
TOH Ta CTUJIb BUCTYILY.

5. BukopucToByBaTHu BIpaBH 3i CIIOBAaMH 200 CUTYAIisIMHU IJ151 Tpe-
HyBaHH: HABUUOK IMIIPOBi3aLlii Ta pO3BUTKY KpPEaTHBHOTO MUCIICHHSI.

Hnst nexTopa-My3UKO3HABLS Ba)KJIMBO OyTH TOTOBUM JO IH-
TaHb PiI3HOT'O CHEKTpa BiA ayauTopii. JKIIo B mpoleci BUCTYyIy BHU-
HUKAaTUMYTh HECMOAiBaHI KOMeHTapi abo ciyxadi BHSBISATUMYTb
iHTepec 0 MEBHUX TEM, JIEKTOP MOXKEe YHUKHYTH 3a3/ajieriapb mij-
TOTOBJICHOTO MaTepiany 1 3armMOUTHCS B acleKTH, IO LiKaBIAThH
YYaCHHKIB MPOIIECY.

Jlnst MakcMManbHOI TOTOBHOCTI JIO TOAIOHOTO CIIEHAPIIO ITij
Yyac BHCTYNy BHOKPEMHMO TPH BHJIM OPaTOPCHKOI iMIIpOBi3alii,
SIKI HEOOX1ZHO OMaHyBaTH JIEKTOPY-MY3UKO3HABIIO: iHTEPaKTHBHA,
CTOpITENIHT 1 BUKOpPHCTaHHs MeTadop Ta aHaJorii. [HTepakTus-
Ha iMIpoBi3alisg sBisie cobo GopMy TBOPUOI B3aeMofil, y sKii
YYaCHUKHU CIJIBHO CTBOPIOIOTH 3MICT MPOMOBH B PEaIbHOMY 4aci,
OJJHAK yBara akLEHTYETHCS HA CIIOHTAHHOCTI 1 B3a€MOii 3 ayUTO-
pieto. OTxe, KIOYOBUM MOMEHTOM € BIAKPHUTE CIJIKYBaHHS MiX
yciMa y4acHUKaMHU, IO CIPHUSE CTBOPCHHIO 3BUYKH CIIyXaTH i Oy-
TH 3aJTyYCHUMH B TIPOLIEC.

IMmopoBi3anis B CTHIII CTOpITENIHTY Niependayae CTBOPEHHS Ta
pO3MOBiAb icTOpi Ge3 3a3majerigp MiATOTOBJIEHOTO Marepialy.
et miaxig BUMarae Bif JIEKTOpa HABHYOK IIBUIKOT'O MHCIEHHS,
KpeaTHUBHOCTI 1 BMiHHSI B3a€MOJISTH 3 ayAUTOpi€r0. JIekTop moBu-
HEeH OyTH TOTOBUH 3MIHIOBaTH HAIPSIM ICTOPII 3aJI€KHO Bif peakiil
ClIyxadyiB, IX MUTaHb Ta KOMEHTApiB, a TAKOXX MaTH 3JaTHICTh ‘‘34H-
TyBaHHA ayAHTOPIi.

CTBOpEHHSI HOBUX CIOKETiB, MIEPCOHAXKIB Ta MO y peasnbHO-
My 4aci nepeabayae BUCOKHI piBeHb KpeaTHBHOCTI. OpaTop Moxe
BUKOPHCTOBYBAaTH BUMAJKOBI i€l Ta acowiamii, o6 30aradyBaTu
PO3MOBiAb. Baxn1Bo 3a3HAaUNTH, 110 HE3BAXKAIOUH HA T€, 1110 1CTOPis
CTBOPIOETHCS IMIIPOBi3alliiiHO, BOHA MOBHHHA MAaTH IEBHY CTPYK-
Typy — IOYaTOK, PO3BUTOK 1 3aBepLIeHHs, 100 OyTH 3p03yMijor0
Ta He3a0yTHHOIO. [1ig yac iMIpoBi3aii-cTOpiTeNiHTY HEOOX1IHO HE
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JIMILIE TOBOPUTH, a i yMiTH ciryxaTh. Lle qomomarae BpaxoByBaTH pe-
akuii ayauropii Ta OyayBaTH iCTOPIiO BiAMOBIAHO 10 IXHiX IHTEpECiB.

ImnpoBi3aniss 3 BUKOpHCTaHHSAM MeTadop Ta aHaJoOriili HeoO-
XiJiHa JJ1s TOro, 00 3po0uTH CKIaaHi ifei Oinbin qocTynHuMu. Le
J0rioMara€e po3puBaTH MeX1 TPaAULIHHOTO COPUUHATTS Ta BiAKPHU-
Ba€ HOBI TOPU30HTH pO3yMiHHS. MeTadopH J03BONSIOTH CTBOPUTH
sacKkpaBi 00pas3m, sIKi JIETKO CIpUHMAaroThCs ayauTopiero. Hampu-
knag, ¢ppasy ‘“KUTTEBI BUMPOOyBaHHSI MOXHA 3aMIHUTH Ha Me-
Ta)OPUYHUN BUCIIB ‘““KUTTEBI IITOPMH, IO BTUIUTH CKJIaTHOCTI
XKUTTS Oinbl Ha0ouHO. MeTadopu MOKYTh JOIOMOTI'TH BCTAHOBUTH
3B’SI130K 3 OCOOMCTHUM JIOCBIJIOM CIIyXadiB, aJl’Keé BUKOPUCTAHHS 3Ha-
HOMOT'0 KOHTEKCTY JIOTIOMarae ay IuTopii po3ciaduTHCs Ta OpraHiy-
HO CIIpUiMaTH IPOMOBY JeKTOpa. IMIpoBi3anis BUMarae 31aTHOCT1
JI0 CIIOHTAHHOCTI, & OTKe, BUKOPUCTAaHHsI HECTIOAiBaHUX MeTadop
CIpUSATHME aKTHBI3aLil yBaru ayIuTopii, yTpuMytoud ii B Hampys3i.

AHaJorii 1ornoMararmTh MOSCHIOBATH CKJIAIHI KOHIEMNLIi 3 BU-
KOPUCTaHHAM OiNbII MPOCTHX Ta 3HAHOMHUX MOHSTH. Hampukian,
MOXHa TOPIBHITH POOOTY KOMaHAM 3 OPKECTPOM, A€ KOXKEH MY-
3MKaHT TPa€ CBOIO MapTii0, OAHAK TapMOHis CTBOPIOETHCS JIUIIE
CHIIBHUMU 3yCHUIITSMH.

OpurinanpHi MeTadopu Ta aHaJIOTii 34aTHI 3pOOUTH POMOBY
JIEKTOpa-My3UKO3HABIsl OibIl He3a0yTHBOIO, ajie BaXKJIMBO IiJl-
KpPEeCIUTU JOLIBHICTh IXHBOTO BHKOpHUCTaHHS. HammipHe BuKO-
pHUCTaHHS 3a3HAUYE€HUX MPUHOMIB MOXKE MPHU3BECTH 0 TUTYTaHUHU
a0o0 HaBITH BiABEPHYTH yBary ayauTopii Big ocHOBHOI TeMu. Tomy
BapTO MPaKTUKYBATUCS 1 BAOCKOHAJIIOBATH L0 HABUYKY, 3HAXOMS-
4y GaaHCc MiK OOPa3HICTIO 1 SICHICTIO.

OTxe, iMIIpoBi3allis sIK MUCTETBO TBOPUYOTO CAMOBHPAKEHHS
B peajbHOMY Yaci poOMThH TBOpYI MPOLECH BIAKPUTHMH, B3aEMO-
TIIOYMMH Ta HaJUXalOUUMH, KOJIM ayAuTOpis 31 ClyxayamH CTae
MOBHOL[IHHUM yYaCHUKOM TOAIH Mijg yac BHCTYNY JIEKTOpa-My3H-
ko3HaBusl. [Tk yac Takoro iMmpoBi3aliifHOTO Hiajiory ayaUTOpis
BUCTYTIa€ HE MPOCTO SIK CIIOCTEpiray, a CHiBaBTOp, 3aly4eHUH 10
CIOHTaHHUX MeTamMopdo3. | et B3aeMo3B’ 130K HAIOBHIOE MTPOCTIp,
poOuisiun 0T0 KUBUM, MTYJIBCYIOUHUM Ta OaraTO3HAYHUM.
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The process of preparing a speech for a musicology lecturer is
a multi-component task that requires a deep dive into important as-
pects of music studies and the acquisition of necessary communi-
cation skills. An important component in this process is oratorical
improvisation.

Even in ancient Greece, oratorical improvisation played a very
important role in political and public life. The Greeks made great
efforts to constantly improve the art of speaking and debating. It
should be noted that in Athens, oratory competitions were held an-
nually, where participants had to demonstrate their skill and talent in
delivering emotional and persuasive speeches. Such speeches were
often improvised, which required speakers not only deep knowl-
edge and logical thinking, but also speed of reaction and emotional
impact on the audience.

The workshop “Fundamentals of Rhetoric: Materials for Stu-
dents’ Independent Work™ states that “improvisation is a speech de-
livered without prior preparation, based on the natural gift of words
and, in part, the erudition and culture of the speaker. The ability
to improvise indicates a giftedness and the highest level of devel-
opment of oratory skills” [4, p. 102]. Thus, perfect mastery of im-
provisation skills requires careful, fundamental preparation of the
lecturer in various aspects.

Improvisation plays a key role for a musicologist lecturer, ensur-
ing spontaneity and naturalness of performances. It allows for dia-
logue with the audience, adapting to changes in the situation, and
responding to questions or comments, which significantly increases
the effectiveness of communication.

In addition, we emphasize that improvisation helps develop cre-
ative thinking and increase the confidence of the lecturer. The abil-
ity to quickly react to unforeseen circumstances allows you to avoid
awkward pauses and maintain the dynamics of the performance.
Lecturers-musicologists who have the skills of improvisation are
able to turn random moments into unique masterpieces and make
their own performances stylish and colorful.

To be confident in your own improvisational abilities, you need
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to have comprehensive information about the topic of the perfor-
mance, because “the main key to understanding anything is the con-
text...” [1, p. 227], and “contextual knowledge means understanding
the holistic picture of interconnected details™ [1, p. 231].

It is important to emphasize the fact that improvisation, as part
of oratory, has a certain preparation algorithm, because according
to V. Hugo, “Improvisation is nothing more than the sudden and
arbitrary opening of a reservoir called the brain, but it is necessary
that this reservoir be full, the richness of speech depends on the
fullness of thought. In essence, what you improvise seems new to
the listeners, but is old to you; the one who spreads the thoughts of
a whole day, a week, a month, and sometimes even his whole life in
a speech that lasts an hour” [quoted in: 7, p. 21].

In order to skillfully improvise for the audience, it is necessary
to master other auxiliary skills of the lecturer in advance: breath-
ing, gestures (rhythmic, emotional, pointing, pictorial, symbolic),
mimicry, visual contact, and technological equipment. Thus, the
lecturer’s resource will be focused entirely on the improvisational
component of the speech.

Improvisation is the final stage of preparation for a speech, but
the process of mastering it is long and requires competence in artis-
tic, psychological, technological, and other areas. We offer the fol-
lowing practical tips for mastering public speaking improvisation:

1. Practicing solving logic problems or puzzles to develop the
skill of quick thinking and responding to unplanned situations.

2. Studying body reactions, influence techniques, and ways to
maintain the audience’s attention to maintain the flow of your speech.

3. Participate in discussions, speak at events, or give presenta-
tions to gain practical experience and learn how to deal with stress.

4. Learn to quickly analyze circumstances and adapt your language
to the current context, using the appropriate tone and style of speech.

5. Use exercises with words or situations to train improvisation
skills and develop creative thinking.

It is important for a musicologist to be prepared for a wide range
of questions from the audience. If unexpected comments arise dur-
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ing the presentation or the audience shows interest in certain topics,
the lecturer can avoid pre-prepared material and delve into aspects
that interest the participants.

In order to be maximally prepared for such a scenario during
a performance, we will single out three types of oratorical impro-
visation that a musicologist lecturer needs to master: interactive,
storytelling, and the use of metaphors and analogies. Interactive
improvisation is a form of creative interaction in which participants
jointly create the content of the speech in real time, but the focus
is on spontaneity and interaction with the audience. Therefore, the
key point is open communication between all participants, which
contributes to creating a habit of listening and being involved in the
process.

Improvisation in storytelling involves creating and telling sto-
ries without pre-prepared material. This approach requires the
speaker to be quick-thinking, creative, and able to interact with the
audience. The speaker must be willing to change the direction of the
story based on the audience’s reactions, questions, and comments,
and must have the ability to “read” the audience.

Creating new plots, characters, and events in real time involves
a high level of creativity. The speaker can use random ideas and
associations to enrich the narrative. It is important to note that de-
spite the fact that the story is created improvisationally, it must have
a certain structure — a beginning, development and ending — in
order to be understandable and memorable. During improvisation-
storytelling, it is necessary not only to speak, but also to be able to
listen. This helps to take into account the reactions of the audience
and build the story according to their interests.

Improvisation using metaphors and analogies is necessary to
make complex ideas more accessible. This helps to break the bound-
aries of traditional perception and opens up new horizons of under-
standing. Metaphors allow you to create vivid images that are easily
perceived by the audience. For example, the phrase “life’s trials”
can be replaced with the metaphorical expression “life’s storms”,
which will embody the complexities of life more clearly. Metaphors
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can help connect with the listeners’ personal experiences, as using
a familiar context helps the audience relax and organically perceive
the speaker’s speech. Improvisation requires the ability to be spon-
taneous, so using unexpected metaphors will help activate the audi-
ence’s attention, keeping them engaged.

Analogies help explain complex concepts using simpler, more
familiar terms. For example, you can compare teamwork to an or-
chestra, where each musician plays their own part, but harmony is
only created through their joint efforts.

Original metaphors and analogies can make a musicologist’s
speech more memorable, but it is important to emphasize the ap-
propriateness of their use. Excessive use of these techniques can
lead to confusion or even distract the audience from the main topic.
Therefore, it is worth practicing and improving this skill, finding a
balance between imagery and clarity.

Thus, improvisation, as the art of creative self-expression in
real time, makes creative processes open, interactive and inspir-
ing, when the audience becomes a full participant in the events dur-
ing the performance of the lecturer-musicologist with the listeners.
During such an improvisational dialogue, the audience acts not just
as an observer, but as a co-author, involved in spontaneous meta-
morphoses. And this relationship fills the space, making it alive,
pulsating and meaningful.
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YKpaincoki yumbanu, mepminocucmema, naibyamyu.

[{umbanu HanexaTb 10 TUIY YAapHUX IHCTPYMEHTIB, MOAIOHO
110 MapuMOu, kcuinogoHa, BibpadoHa, Ha AKX I'PAIOTh HATHYKaMU
a00 MOJIOTOYKAaMU (aHTJIOMOBHI eKBiBaJleHTH — mallets, hammers,
sticks). HaromicTb ykpaincekuii uumoainict T. Bapan y 1999 poui
HAToJIIr HA TOMY, 1100 Ha3BaTH 1HCTPYMEHT, 3a JOMOMOTO0 SIKO-
ro TPalTh HAa IUMOaNax, BUKIOYHO “najiblsatkamu’ / hand-held
hammers (paltsiatky) [1, c. 50 — 51]. Bin aprymMeHTyBaB 1ie THM,
o TepMiH “BiIOMBae OCOOJMBOCTI 3HAPSAAMAS, SIKUM Cy4YacHHM
KOHLEPTYIOUUH HuMOaiicT rpae Ha nuMobanax”, i “CyTb OCHOBHHX
NPHUIOMIB TEXHIKM TpU Ha nuMOanax”, a TaKoXK 3B’I3KOM CJIOBa
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“manbuATKU’” “3 TUM iCTOPUKO-ETHOTpaiuHUM perioHoM YKpaiHu,
Jie IuMOaiiu HaOyJIu HalOIbIIOro momupeHHs” [2, ¢. 88]. 3 mporo
Nepiofly B Cy4yaCHOMY LUMOAJIO3HABCTBI NMEPEBAKHO BIKHUBAETHCS
came 1eH TepMiH.

Mu nporoHnyeMo 1ie pa3 MiJHATH TUTaHHS HI0JI0 BOT'O TOHST-
TS 1 IpOaHaNi3yBaTH, Y1 € HEOOXIAHICTh y TaKil TEpMiHOJMOTTUHIN
“MOHOMNOT”.

AHanizyloun HasBHI eTHOTrpagiuHi pO3BIAKH, MOXKEMO IIO-
0a4nTH BXXMBAaHHS PI3HUX OMHMCaHb MPHUJIAAiB, SKUMHU T'PalOTh Ha
uumbanax. Tak, pyHaaTop yKpaiHCbKOi KOMIIO3UTOPCHKOI IIKOJIH 1
¢donpxaopuct M. Jlucenko (1894) BxxuBae TepMiHH “NepeB’siHI MO-
JIOTOYKH” UM “KOJIOTYIIKH B KOHTEKCTI ICTOPUYHHUX PO3BiIOK PO
uumbanu B €Bpormi X VI cronirra [3, c. 51]. Lono yxpaincekoi Ha-
POIHOI Tpa Ui BiH BiA3HAYAE, 110 MUMOATICT KJ1aJe uMOatu “Ha
KOJIIHA 1 MOJIOTOYKaMU BUOMBaE 1o ctpyHax” [3, c. 52]. lo onucan-
HS JOCHIIHUK JoJa€ 300pakeHHs, Ha SKOMY MU 0a4iMMO JBa OJlHAa-
KOBHX 32 JIOBXXHHOIO MOJIOTOUKH (0€3 0OMOTYBaHHsI, ACPEB’STHUX),
3po0ieHuX 13 CYyUiIBHOTO AepeBa, 0 MAlOTh BUIMKY JUIsl TAJIbLiB
Ta HE MalOTh 3a0KpYIJIEHHS Ha ToiiBwi [3, c. 52]. YV cBoio yepry,
cyuacHi ykpaiHcbki mumOanu M. JluceHko ommcye sik “mjaecKyBa-
TUU UK, TpanenieBuaHoi popmu” [3, c. 52]. Im BracTuBe “HaBrie-
peMiHHE pO3TallyBaHHS CTPyH OyHTIB”, sike “3po0JjieHe AJsS TOro,
00 3pyyYHiIie rpaT, 0’104l MOJIOTOYKAMHU I10 BepXxax OyHTIB Ois
koOmok™ [3, c. 52]. OTxe, “MOIOTOYKK” Ta “KOJOTYIIKHA BHKO-
pucTtoBy0Thcs M. JIuceHKOM sIK B3a€MO3aMiHHI TEpMiHH, O3 Ju-
¢depenuianii npenMera, SKUM rpae quMOaicT.

Ha Biaminy Big M. Jlucenka, 'HaT X0oTKeBUY BUKOPHUCTO-
BY€ TepMiH “majuuku’ AJs BCiX BHAIB nuMOaniB (yci perioHu
VYkpainu, 3apyOikHi €eKBiBaJCHTH), KPIM I’y YIbCHKOTO PEriOHY.
LumO6anyu BU3HAYAIOTHCS K “JOIIKA 31 CTpPyHAMH, HATATHEHUMHU
3a CHCTEMOIO MOJI0HO 10 CHCTEMH YOTUPUKYTHOTO (OpTemiaHo;
0’10Th M0 HUX MaJTUYKaMH i 1€ Ja€ TOJIOCHHH MeTajeBUU TOH”
[6, c. 227]. Ha quTsiuux (BIacHOPYY CKOHCTPYHOBaHUX 3 ouepe-
Ty) numbanax “<...> 0’I0Th MaJTMYKaMH, OUEPETHHKH I'PAlOTH’
[6, c. 237].
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Posrasinaroun rynynbsceKy Tpanuunito, I XoTkeBud BKasye Ha
Te, MO My3uKaHT (uMObaicT)’’ “0’c manblUsATKAMU, IEPKYUN 1X
MIXK nepmuM i Apyrum naiasisamu’ [6, c. 237]. [lo Tux 300paxen-
HAX, sKi npononye I. X0oTKeBHY, MU MOKEMO CKa3aTH, IO KOH-
CTPYKUIS “NaldbUATOK” BiApi3HAETHCA BiJ nanuyok. “Tlanbusatku”
3a0KpYTJIEHI Ha KIHLSX, Y TOH Yac sIK JJIs1 Cy4acHUX KOHIIEPTHHUX
uuM6baniB cuctemu lllyHna BUKOPUCTOBYIOTHCS PiBHI MAJIHYKH.

VY 1966 poui 3’sBisteThes niepia B Ykpaini “Llkona rpu Ha yxpa-
fHcpkUX MMOanax” Onexcanapa HezoBubareka. Bin kopuctyeTsest
TEPMIHOM “MOJIOTOYKH, YKa3yIOUH, IO iX MOTPiOHO TpHUMaTH BKa-
3IBHHM 1 CepPEIHIM MaJbISIMU, JIJIs SKUX 3pOOJICHO CIelialibHI BU-
pizu [5, c. 9].

VY 1976 poui, micns 3axuCTy KaHIuaarcbkoi nucepraiiii, O.
HezoBubarpko myOIlliKye CBOIO APYry METOAMYHY IMpamio —
“Ykpaincbki numbanu”, y sikiii omucaHo OYOBY, MOXOIKCHHS
IHCTpYMEHTa ¥ BHCBITICHO aKTyaJbHY MY3HYHO-BUKOHABCHKY
npaktuky [4, c. 2]. Ha Biaminy Bing “lkonun” 1966 poxy, y wii
poOOTi BiH BIIBHO KOPUCTYETHCS TpbOMa TepMiHaMH — 1 “ma-
IUYKK”, 1 “HalbIATKH”, 1 “MOJOTOYKH — SIK B3a€MO3aMIHHUMHU.
Tak, posrnsgatoun OynoBy iHcTpymeHTa, O. He3oBuOGaTpko 3a-
3Havae: “[lannuku (ManbUsATKH), SKUMH 0’I0TH [0 CTpyHaX, BUTO-
TOBJISIIOTHCS 3 KJeHa, oepe3un” [4, c. 19]. I mami: “3Byk nuumbanis
BiJl yaapy IepeB’sHHX NajblsATOK 0e3 OOIMBKM Pi3KHH, A3BiH-
KUl i cunpauil” [4, ¢. 19].

CyuacHi 3apyOi>kHi KOMIIO3UTOPHU Ta BUKOHABLI LIIOCTPYIOTh
cominapHicTh 13 etHorpadicramu XIX—-XX cTONITH y BHKOpHUC-
TaHHI PI3HMX Ha3B AN MpHUJaAy, SKUM T'PalOTh Ha numoOanax:
mallets / (KASTHKH, MOJIOTKH), hammers (MOJOTKH), sticks / (ma-
JUYKH), TPO IO CBiYaTh TBOPH CyYaCHHX KOMIIO3UTOpiB. JK.
BeoOcrep, [x. Ilepeiipa ta I1. MaxaliiuKk BUKOPUCTOBYIOTH TeP-
MiH mallets / monotku. [{lumbanict Hikonac Tonne xapakrepusye
THUNH CTAaHJAPTHUX HUMOAIBHUX MOJOTOUYKIB, BAKOPUCTOBYIOUH
TepMiH hammers (31 WKIPIHOIO Ta BOBHSHOIO OOMOTKOIO), 1 HE
CTAaHJAPTHUX, TIO3HAYaI04M X TepMmiHoM sticks. Tepmin mallets

57
XOTKeBHY Ha3WBa€ BUKOHABISI Ha nuMOanax “rmmbamuctum” [6, c. 237].
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BiH BXKMBAa€ IJIs1 ONUCAHHA TEXHIKH I'PH YOTHPMa MOJOTOYKAMHU
/ four mallet percussion technique 13 3a0KpYTICHUMH TOJIIBKAMU
(round-headed mallets) [7].

OTxe, MH MOXEMO 3pOOUTH BHCHOBKH, [0 OLIBIIICTh AOCHTIA-
HUKIB, BAKOHABIIB 1 KOMIIO3UTOPIB, y TOMY YHUCIIi Cy4acHUX, BKHU-
BAIOTh LIJTNH psiJi TEPMiHiB AJIsI TO3HAYCHH S TPUIIAAY, SIKUM I'PalOTh
Ha MUMOayiax, SK CUHOHIMIYHI (MOJIOTKH, KOJIOTYIIKH, ManYKH,
mallets, hammers, sticks), 10 CTaBUTH MiJ] CyMHIB HEOOX1JIHICTh
TEepMiHOJIOTTYHOI ‘‘MOHomomii”. Breprie “nmaibusiTKu” BHOKpPEM-
motoTees I XoTkeBUYEM sIK iHCTPYMEHT IJIsl TPU BHUKIIIOYHO Ha
TyIYJIbCbKUX IUMOamax, ki BiAPI3HIIOTHCS 3a CTPYKTYPOIO BiA
Cy4YacHOro KoHLepTHOro iHctpymenta. Hatomicte T. Bapan mpo-
[IOHY€ PO3MOBCIOAUTU TEPMiH “HaNbISITKU’ Ha BCl PI3HOBHIH
YKpalHCBKUX LUMOaJIiB, HE3aJIeKHO BiJ iX KOHCTPYKIII 1 BAKOHAB-
cbKOl crenudiku. Y cydyacHOMY 3apyOikKHOMY ITMMOa03HABCTBI
B3aralli He iCHye eKBiBaJieHTa TePMiHY “‘TanbUsATKu / paltsiatky,
a OT)Ke, BIH HE MOXe po3risnaTvcs sk yHiBepcanbHuil. 1l{omo
BapiaHTa ioro nepeknany — hand-held hammers (OyxBanbHO —
“pydHi MOJOTOYKHK ), TO el TEPMiH BUSABISETHCS TABTOIOTTYHUM,
OCK1JIbKM MOJIOTOUKH JJIsl IHIIMX yaapHuX (KpiMm ¢opremniaHo) Tex
TPUMAIOTh pyKaMu. €OuHe, AL 4OTO TEPMiH “MaJbISATKH 3pyU-
HUH, — 17151 qudepenuianii npuiioMiB TpH B paMKax pO3IIUPEHOTO
IMUMOaIBHOTO apceHaly, Je, KpiM “pilHOro” mpuiagy, 3aCTOCOBY-
I0THCSl TAJIMYKH BiJl IHIIMX iHCTPYMEHTIB (I3BIHOYKHU, TPUKYTHUK,
MapuOMa, STHBIIIHB).
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The cimbalom is a type of percussion instrument, similar to the
marimba, xylophone, and vibraphone, played with sticks or ham-
mers (English equivalents — mallets, hammers, sticks). Instead,
in 1999, the Ukrainian cimbalom player T. Baran insisted to call
the instrument used to play the cimbalom exclusively “paltsiatky”
/ hand-held hammers [1, p. 50-51]. He argued that the term ‘“re-
flects the peculiarities of the instrument used by a modern con-
cert cimbalom to play the cimbalom” and “the essence of the basic
techniques of cimbalom playing”, as well as the connection of the
word “paltsiatky” “with the historical and ethnographic region of
Ukraine where cimbalom are most widespread” [2, p. 88]. Since
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then, this term has been predominantly used in modern cimbalom
studies.

We suggest raising the issue again and analyzing whether there
is a need for such a terminological “monopoly”.

Analyzing the existing ethnographic studies, we can see the use
of different descriptions of the instruments used to play the cim-
balom. For example, the founder of the Ukrainian school of com-
position and folklorist M. Lysenko (1894) uses the terms “wooden
hammers” or “beaters” in the context of historical research on
cimbalom in Europe in the sixteenth century [4, p. 51]. As for the
Ukrainian folk tradition, he notes that the cimbalom puts the cimba-
lom “on his knees and hits the strings with hammers” [4, p. 52]. To
the description, the researcher adds an image in which we see two
hammers of the same length (without wrapping, wooden), made of
solid wood, with a recess for the fingers and no rounding on the
head [4, p. 52]. In turn, M. Lysenko describes modern Ukrainian
cimbalom as “a flattened box, trapezoidal in shape” [4, p. 52]. They
are characterized by an “alternating arrangement of the strings of
the bunts”, which “is made to make it easier to play by hammers the
tops of the bunts near the mares” [4, p. 52]. Thus, “hammers” and

“mallets” are used by M. Lysenko interchangeably, without differen-
tiating the object played by the cimbalom.

Unlike M. Lysenko, the famous Kharkiv researcher Hnat Khot-
kevych®® uses the term “stick” for all types of the cimbalom (all re-
gions of Ukraine, foreign equivalents), except for the Hutsul region.
The cimbalom is defined as “a board with strings stretched in a sys-
tem similar to that of a four-part piano; they are struck with sticks
and produce a loud metallic tone” [3, p. 227]. On children’s cimba-
lom (handmade from reeds), “<...> they beat with sticks, reeds play”
(3, p. 237].

Considering the Hutsul tradition, H. Hotkevych points out that a
musician (cimbalom)* “beats with paltsiatky, holding them between

38 Hnat Martynovych Khotkevych (1877-1938) was an art critic, writer, literary critic, bandura player,
composer, historian, ethnographer and teacher.

» Hotkevich calls a cymbalist a “cymbalysty” [6, p. 237].
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the first and second fingers” [3, p. 237]. From the images offered by
H. Hotkevych, we can tell that the design of the “paltsiatky” differs
from the sticks. The “paltsiatky” are rounded at the ends, while for
modern concert cimbalom of the Schunda system, straight sticks
are used.

In 1966, Oleksandr Nezovybatko founded the first Ukrainian
School of Ukrainian Cimbalom. He uses the term “hammers”, indi-
cating that they should be held with the index and middle fingers, for
which special cutouts are made [6, p. 9].

In 1976, after defending his PhD thesis, O. Nezovybatko pub-
lished his second methodological work, Ukrainian Cimbalom,
which describes the construction, origin of the instrument, and
music performance practice [5, p. 2]. Unlike his 1966 School, in
this work he freely uses the three terms — “sticks”, “paltsiatky”,
and “hammers” — interchangeably. Thus, considering the struc-
ture of the instrument, O. Nezovybatko notes: “The sticks (palt-
siatky) used to strike the strings are made of maple and birch”
[5, p. 19]. And further: “The sound of the cimbalom from the im-
pact of wooden paltsiatky without plating is sharp, sonorous, and
strong” [5, p. 19].

Contemporary foreign composers and performers illustrate
solidarity with nineteenth — and twentieth-century ethnogra-
phers by using different names for the instrument used to play
the cimbalom: “mallets”, “hammers”, “sticks”, as evidenced by
the works of contemporary composers. J. Webster, J. Pereira, and
P. Mahajdik use the term “mallets”. The cimbalom player Nicholas
Tolle characterizes the types of standard cimbalom hammers us-
ing the term hammers (with leather and wool wrapping) and non-
standard hammers using the term sticks. He uses the term mallets
to describe the four mallet / percussion technique with (rounded
headed mallets) [7].

Thus, we can conclude that most researchers, performers, and
composers, including contemporary ones, use a number of terms
for the instrument used to play the cimbalom as synonymous (ham-
mers, mallets, sticks), which calls into question the need for a termi-
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nological “monopoly”. For the first time, H. Hotkevych singled out

“paltsiatky” as an instrument for playing exclusively Hutsul cimba-
lom, which differ from the structure of a modern concert instrument.
Instead, T. Baran proposes to extend the term “paltsiatky” to all
varieties of Ukrainian cimbalom, regardless of their design and per-
formance specifics. In modern foreign cimbalom studies, there is no
equivalent to the term paltsiatky, therefore it cannot be considered
universal. In its turn, the translation “hand-held hammers” is tau-
tological, since hammers for other percussion instruments (except
piano) are also held by hand. The only use for which the term “palt-
siatky” is convenient is to differentiate playing techniques within
the extended cimbalom arsenal, where, in addition to the “native”
instrument, sticks from other instruments (bells, triangle, maribma,
yanqin) are used.
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CTAHOBJIEHHS I'I'TAPHOI'O PEIIEPTYAPY:
TEHJIEHIIII XIX — IMEPIIOI IIOJIOBUHU XX CTOJIITTS

Knwuogi cnoga: cimapnuii penepmyap, cmanoe1eHHs K1ACUY-
HOI eimapu, 2imapne 8UKOHABCMEBO.

XX cTOmTTs BiAirpae HaJaBaXKJIMBY POJIb Y CTAHOBJICHHI KJia-
CHYHOI TiTapu SK MpogeciiiHOro iHCTPpyMeHTy i (opMyBaHHI Cy-
YyacHOro periepryapy. Llel mepion BBaKa€eThcsi PO3KBITOM TiTapHOTO
MUCTEITBA, YOMY CIPUSJIO PO3LUIMPEHHSI BAKOHABCHKOI JIiSITBHOCTI
HOBOI mJesnu NpoQeciiHuX TITapUCTIB Ta PO3MOBCIOIKCHHS pe-
nepryapy 3a mexi Icnanii. Taka curyaris, 3 oqHOro OOKY, MOXe
po3TIIsIIaTHCs SIK YHIKaIbHA, a 3 JPyroro — sk 3akoHomipHa. Lle
OyJno mependayeHo THM KPU3HCHUM CTaHOM, y SIKOMY IepeOyBaio
riTapHe BUKOHABCTBO B cepeauHi XIX cTomitTa. 3ynuHUMOCS Jie-
TaJIbHIIIEC Ha OCHOBHUX eTarax (hopMyBaHHsI TiITAPHOTO perepTyapy.

Ipotsirom XV-XVII cronitTe icTopu4Ha €BOJIOLNis iHCTPY-
MEHTY (BiJ JIFOTHI 0 OapOKOBOi TiTapu) mo3Haymiacs i Ha HOro
KOHCTPYKIII B LiJIOMY, i Ha penepTyapHidl momiTHIl 30Kkpema. Y
PO3BHUTKY TiTQpHOI'O MHUCTELTBA 3HAYHHM BBAXKAEThCS IMEPiof i3
XVII go nepmioi nojoBuan XIX cTOMITTS, KO penepryap s
THCh. ['iTapa 3a MOMyJSPHICTIO 3aBXKJM JEIIO MPOrpaBajia TaKUM
IHCTpyMEHTaM, sIK OpTeriaHo Ta CKPUIIKA, [0 3HAYHO BILTUHYJIIO
i Ha opmyBaHHs 1i mpodeciitHoro peneptyapy. [IpuueTHUME 10
[IbOTO CTaJIM TaKi BUKOHABI[I-KOMITO3UTOPH, sK: icnanii — ®. Cop
(1778-1839) Ta A. Aryano (1784—1849); itamiiini — M. Jxynmiani
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(1781-1829), @. Kapynni (1779-1841) ta M. Kapxkacci (1792-1853).
CdhopmoBaHi HUIMH TBOPH 1 3apa3 Cly)KaTh 3HAUHUM HiATPYyHTIM
JUTSL TUAAKTUYHOL pOOOTH 31 CTyIEHTaMH, a TAKOK BXOASITH O KOH-
LEPTHUX MpOrpaM NpoeciiHuX BUKOHABLIIB.

[Ipouec GpopmyBaHHS KIACHYHOTO pernepTyapy OyJo MponoBxKe-
HO y nepiuiii TpetuHi XIX cromitTs y TBopuocti M. Jlxymmiani (1781—
1829), M. Kapkacci (1729-1853) ta ®. Kapynuni (1770—-1841). OcHoBy
3aIlPOIIOHOBAHOTO HUMH JOPOOKY CKJIaJany TUIOBI )KaHPH TOTO Ya-
cy: ¢anTaszii, yseptiopu, ettonu Ta “llkonu rpu na ritapi”. [pumi-
JICHHS yBard TEXHIYHOMY acleKTy PO3BUTKY TiTapucTa HacamIepesn
MOB’$13aHO 13 TPOQECIiTHUM BOJIOAIHHSAM 1HCTPYMEHTOM KOMIIO3UTO-
pamu, 10 HaJAaBaJIo 3MOTY PO3BHUBATH TEXHIKY JIiBOI Ta MPaBoi pyKH
BUKOHABLIS, BIpTYO3HICTh I'pH. CITii 3B€pHYTH yBary i Ha akTHBHE 3a-
no3uyeHHst (parmeHTiB 3 Bimomux onep k. Poccini®, mo oxpasy
MiABUIIYBAJIO CTATYC IHCTPYMEHTY Yy cepi KOHIEPTHOI MPaKTUKH.
Pozmmmpennst 06pa3HOro CIpuiHATTS, TEMAaTUKH TITApPHHUX OITYCIB 32
PaxyHOK TPaHCKPHIILIIH OMEPHOTr0 MaTepiaiy, BiIKPUTTS HOBUX MPHU-
HoMiB, 4oro moTpedyBasia MpakTHKa COIBHOTO Ta BIpTYO3HOTO BOJIO-
JiHHS IHCTPYMEHTOM, HE 3alepedyBasio ONopy Ha THIIOBI TEXHIYHI
1a0JIOHHU-CXEMH Ta BUKOPUCTaHHS BXKE ICHYIOUUX (OpM.

VY cepenuni XIX CTONITTS BHKOHABChKA 3alliKaBICHICTH JO iH-
CTPYMEHTY 3a3Ha€ KpHu3u. Y TEpILy Yepry Iie MOB’SI3aHO 31 CraJoM I0-
MyJSPHOCTI HCTpyMeHTY B €Bporti. CTpiIMKHIA PO3BUTOK CYCITLIBLCTBA,
a TAaKOXK PO3KBIT (POPTEMiaHHOTO Ta KAMEPHO-IHCTPYMEHTAJILHOIO Ha-
MPSIMiB BUTICHSIE TiTapy 3 “KOHLEPTHOI roHUTBH . LIbOoMy cripusiB 1 TOM
(aKT, 110 IHCTPYMEHT, SIKUI aKTUBHO BUKOPUCTOBYBABCS MY3HUKaHTa-
MU-TIPaKTUKaMH TOT'O Yacy, He MaB pecypciB J1JIsl OlaHyBaHHS HOBOT'O
pernepTyapy, 3aJHILIaI0UHCh 332 CBOEIO KOHCTPYKIIEIO Y MUHYJIOMY —
XVIII cronirti. HoBa KOHCTpYKIIist KTacu4HOI ritapu Toppeca MoKy 1ie
HE BCTHIJIA 3HANUTH CBOE MICIIE B ICIAHCHKOMY TiTAPHOMY CYCITiLJIbCTBI.
[Ipote iHCTpyMEHT NPOJIOBKYBaB PO3BUBATHCH 3aBISKH My3HKaHTaM,
60 J10 OTO CIHCKY BXOAATH: IICTh TBOPIB JUIs ritapu cono M. JDkymmiani mix Ha3Boto “Pocciniana” —

Nel Op. 119 (1820), Ne2 Op. 120 (1821), Ne3 Op. 121 (1821), Ne4 Op. 122 (1824), Ne5 Op. 123 (1824),
Ne6 Op. 124 (1828), ne 6ynum 3axistHi MoTHBH 3 Bigomux omnep Jx. Poccini (“Oremno”, “Apmina”,

“Tlonemromka”, “Copoka-kpaziiika”, “Cesinbchkuii mnpynsHuk”, “Cemipamina”); M. Kapkacci —
@anTasis Ha TeMy 3 onepu “Binbrensm Temts” Op.36 (1830); ®. Kapymni — ®anTasis 3 BapiawisMu Ha

Temu 3 onepu JIk. Poccini “Copoxa-3nopiiika” (1827).
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110 3MOIJIM 30eperTH TpaIullii BUKOHaBCTBA Ta BOIHOUYAcC 30aradyBa-
JH penepTyap He TUIBKU OpUTiHAJBHUMH TBOpPAaMH, a W Tepekiaia-
104U JJIs TiTapu TBOPU CYYaCHUX KOMIIO3UTOPIB TOro mepiony. Tomy,
MiICYMOBYIOUH, 3a3HauuMO, 0 XIX CTOMITTA BiI3HAYEHO MOSBOIO
BEJIMKOI KIIBKOCTI OITYCiB JIJIsl TiTapH, TPUBAJIUM €TarioM “00poTom”
riTapy 3a THTYJ KOHLUEPTHOTO 1HCTPYMEHTY, YIOCKOHAJICHHSAM HOro
TEeMOPOBO-TEXHIYHUX XapaKTEPHCTHK 1 BHACTIJOK LBOIO — TMEBHOO
Monudikali€ero camMoi Mofelli BIpTyO3HOrO BHKOHABCTBA y i cepi.
OmHMM 3 MepIIX KOMIIO3UTOPIB-TITAPUCTIB, IO BIATYKHYBCS HA 3a-
MUTH Yacy Ta peaizyBaB iX y cBOil TBOpUOCTi, cTaB icnaHeus dpan-
mucko Tappera (1852—1909). Bin npocnaBuBcst HATUCAHHSM MEPIINX
omnycis, npucesyeHnx Anapecy Cerosii (1893—1987) — BukoHaBIIIO-
JIereH1i, SIKUil BUBIB riTapy Ha PiBeHb KOHLEPTHOTO IHCTPYMEHTY.

IMocTynoBo akageMidyHWil pemepTyap sl TiTapd, HOpSI 3
®. Tapperoro, Ho4ay CTBOPIOBATH BUIATHI iCIAHCHKI KOMITIO3UTOPH
nepuroi nojoBuHU XX c1.: M. JIpoOet (1878—1938) — “Bapiaii a
temy Copa”, “Cxepuo-Baibc”’, “Masypka”, Bapianii Ha temy “@o-
nii”; E. Ilyxonb (1886—1980) — m’sTuToMHa mikona “PanionansHuii
MmeTox rpu Ha ritapi” (1932-1933), konueptHi etroau, “KyOuHCbKi
cnoraau”, “CeBuibs”, “Tpu icnancekux tanmi’; [I. ®@oprea (1878—
1953) — “Eneris Tappe3i”, “Iloetuuni etroqu”, “Pi3aBsHi ka3ku”,

“Manpuran”, “Illkona rpu Ha ritapi” y ABOX yacTHHax. TakuM 4u-

HOM, Yy nepuriif monoBrHi XX CTOMITTS ritapa NOCTyHOBO Ha0yBae
CTaTyCy CONbHO20 KOHYEPMHO20 THCMpYMEeHmy, 3aBIsSKN aKTUBHIN
BUKOHABCBKi# AistmbHOCTI A. Ceroii Ta KOMIIO3UTOPCHKOTO “Bij-
ryKy”’ Ha TBOpYi 3aBJaHHS MY3HKaHTA.

Bpaskeni MaiicTepHicTIO BUIaTHOr0 BUKOHaBIS A. Cerosii, KOMIO-
3UTOPHU MOYMHAIIM CTBOPIOBATH BCE OLIIBILIE OIMYCIB, 3aBSKU YOMY TO-
Yajia 3pocTaT 1 HOBa IUiesi/ia BIpTYO3HMX BUKOHABLIB. TakuM 4HHOM,
PiBEHB TiTapu K MPOQECcifHOro My3U4YHOTO 1HCTPYMEHTY HE TITBKH
30epiraBcs, a 1 miBUIYBaBcs. HeBi'eMHOIO CKIIQJI0BOIO TiTAPHOTO
periepryapy OyJ0 BTUICHHS y MY3HIli TIEPII 3a BCE ICIAHCHKOTO KOJIO-
PHTY Yepes3 XapaKTepHY PUTMIKY, CTHIIICTHYHUX IIPHHOMIB (pJIaMEHKO,
TaHIIOBAIBHUX JKaHPIB Pi3HUX perioHiB — dannanro (AHgamycis),
Xotu (Aparonis). Came B mepion MepIioi MOJOBUHU XX CTONITTS
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KOMIIO3UTOPH TMPArHyidd CKJagaTHd Bce OUIbIIEe TiTapHUX KOMIIO3U-
LI} 13 BTUICHHSIM HaIliOHAJIBHOI crieniidiku. Y 1iboMy BijoOpaxanacs
3arajibHa TEHJEHLSl CBITOBOIO MY3MYHOTO MHUCTELTBA, y SKOMY MO-
PsiI 13 IOCHJICHHSAM PyXy B OiK OHOBJIEHHSI My3HYHOI CHCTEMH Yepe3
PO3BUTOK aBaHTapIHUX TEXHIK aKTUBI3yBaJIHCA 1 Jii, CIPsIMOBaHI Ha
30eperKeHHsI HalllOHAIBHOT ay TEeHTHYHOI KYJIBTYPH, a caMe — 3pa3KiB
MY3UYHO-TIOETUIHOTO (POIIBKIIOPY, 1K1 CTPIMKO Ta O€3CITiTHO 3HUKATN
3 My3uuHoi Mani €Bponu®. Hag CTBOpEHHSIM riTapHOTO penepryapy
HAI[IOHAJBHOI CIIpsIMOBAHOCTI rpaitoBainu M. ne ®anbst (1876—1949),
X. Typina (1882—1949); ®. Mopeno-Toppoba (1891-1982); X. Ponpiro
(1901-1999). 3aBnsikM HASIBHOCTI POMAHTHYHOI TPa Ui Ta BTLICHHIO
ICIIAaHCBHKOTO MEJIOCY TBOPHU IIMX KOMITO3UTOPIB AJISl TITApH CKJIAAaIH
3HaYHY YacTHHY penepryapy A. Cerosii.

[ocTynoBo riTapHe BUKOHABCTBO BUXOAWTH 3a Mexi Icmawii. o
LBOTO IMPOLIECY OMYYalOThCS 1 KOMIIO3UTOPH HEICIIAHCHKOTO TOXO-
qoxerHs. [lepmmu 3 Hux cranmu M. Tonce (1882-1948) ta E. Bimna-
Jlo6oc (1887—1959) — npencTaBHUKH TaTHHOAMEPUKAHCHKOT MY3HYHOI
Tpaauuii. Lle € minkom mpupoaHBO, OCKIABKM MeKCHKa SK KOJOHis
Icnanii go 1810-x pokiB Oynia BUKJIIOYHO ICIAHOMOBHHM PETiOHOM.
Bpaszunist mae Ginbiue 38’1318 3 [loptyramnieto, ane [lopryranis ta Icna-
Hisl — CyciiH1 KpaiHH, IO BiA3HA4YEeHI CHIJIbHICTIO MY3HYHHX BUTOKIB.

Buxonsum 3a paMKu CyTO iCIIaHCBKOTO PEriOHAJBHOTO SBHIIA,
riTapHa My3HuKa 30araqyeThCs HOBOIO MY3HUHOIO CTHITICTHUKOIO 1 TeX-
HiKaM¥ BUKOHABCTBA. 3aBIISIKU KOHIIEPTHI# AisutbHOCTI A. Ceroii il
OyJI0 BBEICHO JI0 3arajbHOEBPONEHCHKOIO MPOCTOPY, IO CIPHSLIO
MOAAJBIIOMY MOCHJICHHIO 1HTEpeCy JI0 IbOr0 IHCTPYMEHTY 3 OOKY
koM1o3uTopiB. Cepes MUTLIB, sIKi criBrpanoBaiu 3 Cerosi€to, Kpim
BuUIlIeHa3BaHuX, Oynu: “Mapio KactensayoBo-Tenecko (1895—1968)
1 Anbppeno Kazenna (1883-1947) 3 Iranii, XKak [6ep (1890-1962),
I'ycras Camaszeit (1865—-1935), Jlapiyc Miiio (1892—1974) i Annbep
Pyccens (1869-1937) 3 ®dpanuii, Kapnoc Ilenpens (1890-1935) 3
Aprentunn, Onexcanap Tancman (1897-1986) 3 Iombuii, Cupin

61 Ii mporiecn MOxHA GyII0 CIIOCTEPIraTH B Pi3HUX €BPONEHCHKNX KpaiHax. Sk mpaBuio, BOHH Oyan
TI0B’513aHi 3 JisUIBHICTIO TPYITH €HTY3iacTiB — KOMIIO3UTOPIB, y4eHHX, My3nKo3HaBILiB. Y bpuTanii ne
6yB komnosuTop P. Boan-Binbsamc, B Itanii — JI. @. Manin’epo, B Yropumai Ta Pymynii — b. baproxk,
3. Konai, B Icnanii — @. ITexpeis.
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Xynoba i Ixon Jlyapre(1919-2004) 3 Anrmii, Pemxunaney Cmit
(1917-2003) 3 Bpuranii” [1, c. 36]. Jlonamo o nporo crnucky bemry
Baprok (1881-1945), Panbda Boan- Binbsimca (1872—1958), ApHoib-
na lllenbepra (1874—1951), Uapnb3a Aii3a (1874—1954).

[poTsirom XX cTOMITTS 3’BASIOTHCS BUAATHI Qirypu rirap-
HOT'0 MUCTEIITBA, Ki peai3oByBaIUCs HE TiIbKH K BUKOHABIII, a
i ax xommo3utopu. Lli dhakTu n1oBOIATH BaKIUBICTH XX CTOJIT-
T4 y (hopMyBaHHI HOBOT'O, Cy4acCHOTO penepryapy, BinoOpaxaroun
CKJIaJIHI MMPOLIECH B3aEMOIii KOMIIO3UTOPCHKO-TBOPYOI Ta BUKOHAB-
CHKO-KOHUEPTHOI IPAKTHK.

CIIMCOK BUKOPUCTAHUX JIXKEPEJI
1. Camiit, B. (2021). Bnimue TBopuocti Cerosii Ha ritapHe Bu-
KOHABCTBO XX CTOJNITTSA. AKMYANbHI NUMAHHA 2YMAHIMAPHUX HA-
v/ Iporobuupkuii Aep>kaBHUN MEAarorivHui yHIBEPCUTET iMEHi
IBana ®panka, 35(5), 36.
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FORMATION OF THE GUITAR REPERTOIRE:
TRENDS FROM THE 19TH TO THE FIRST HALF
OF THE 20TH CENTURY

Keywords: guitar repertoire, classical guitar development,
guitar performance.

The 20th century was pivotal in establishing the classical guitar
as a professional instrument and shaping its modern repertoire. This
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period is often regarded as the golden age of guitar music, driven
by a new generation of professional guitarists and the expansion of
the repertoire beyond Spain. On one hand, this development was
unique; on the other, it was a natural outcome of the crisis that gui-
tar performance faced in the mid-19th century.

To better understand the formation of the guitar repertoire, we
must examine its key stages. Between the 15th and 17th centuries,
the instrument evolved from the Iute to the Baroque guitar, influ-
encing both its construction and repertoire. The period from the
18th century to the mid-19th century was particularly significant, as
the guitar’s repertoire and technical possibilities expanded.

Despite its growing appeal, the guitar remained less popular
than instruments like the piano and violin, which impacted the de-
velopment of its professional repertoire. Key performer-composers
who contributed to this evolution included Spanish musicians Fer-
nando Sor (1778-1839) and Dionisio Aguado (1784—1849), as well
as Italian composers Mauro Giuliani (1781-1829), Ferdinando Ca-
rulli (1779-1841), and Matteo Carcassi (1792—1853). Their works
continue to serve as a foundation for guitar pedagogy and remain a
staple in the concert programs of professional performers.

The development of the classical guitar repertoire continued in
the first third of the 19th century through the works of Mauro Gi-
uliani (1781-1829), Matteo Carcassi (1792—1853), and Ferdinando
Carulli (1770-1841). Their compositions were rooted in the preva-
lent genres of the time, including fantasies, overtures, études, and
instructional works such as Schools of Guitar Playing. A strong em-
phasis on technical refinement stemmed from their deep mastery
of the instrument, allowing them to advance left- and right-hand
techniques and elevate the guitar’s virtuosity.

A notable trend during this period was the adaptation of excerpts

from Gioachino Rossini’s operas®, which significantly enhanced

62 This list includes: six works for solo guitar by M. Giuliani entitled “Rossiniana” — No. 1 Op. 119
(1820), No. 2 Op. 120 (1821), No. 3 Op. 121 (1821), No. 4 Op. 122 (1824), No. 5 Op. 123 (1824),
No. 6 Op. 124 (1828), which used motifs from famous operas by G. Rossini (“Othello”, “Armida”,

“Cinderella”, “La gazza ladra”, “The Barber of Seville”, “Semiramide”); M. Carcassi — Fantasy on a

theme from the opera “William Tell” Op. 36 (1830); F. Carulli — Fantasy with variations on themes from
G. Rossini’s opera “La gazza ladra” (1827).
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the guitar’s status in concert performance. While transcriptions of
operatic material expanded the instrument’s expressive range and
thematic variety, they also introduced new techniques suited for
solo and virtuosic playing. However, this evolution did not abandon
traditional technical patterns and established musical forms.

By the mid-19th century, the guitar faced a decline in popular-
ity across Europe. The rapid social and cultural changes, along with
the rise of the piano and chamber music, pushed the guitar out of
mainstream concert life. Additionally, the instrument itself lagged
behind in design, remaining largely unchanged since the 18th cen-
tury. The revolutionary redesign of the classical guitar by Antonio
Torres had yet to gain widespread recognition, even within Spain’s
guitar community.

Despite these challenges, the instrument continued to evolve,
thanks to musicians who preserved performance traditions while
expanding the repertoire with both original works and transcrip-
tions of contemporary compositions. The 19th century thus became
a pivotal era, marked by a surge in guitar compositions, the instru-
ment’s struggle for recognition as a concert instrument, improve-
ments in its timbre and technical capabilities, and, ultimately, a
transformation in the concept of virtuoso guitar performance.

One of the first composer-guitarists to respond to these new ar-
tistic demands was Francisco Tarrega (1852—-1909). His works laid
the foundation for the modern classical guitar tradition and inspired
Andrés Segovia (1893—1987), the legendary guitarist who ultimately
established the instrument as a fixture in concert halls worldwide.

Gradually, alongside Francisco Tarrega, prominent Spanish
composers of the early 20th century began shaping the academic gui-
tar repertoire. Among them were Miguel Llobet (1878—1938), who
composed Variations on a Theme of Sor, Scherzo-Waltz, Mazurka,
and Variations on a Theme of “Folia”; Emilio Pujol (1886—1980),
known for his five-volume instructional work Rational Method of
Playing the Guitar (1932-1933), as well as Concert Etudes, Cuban
Memories, Seville, and Three Spanish Dances; and Daniel Fortea
(1878-1953), who contributed FElegy, Poetic Etudes, Christmas
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Tales, Madrigal, and his two-part School of Playing the Guitar.

By the first half of the 20th century, the guitar had gradually
established itself as a solo concert instrument, largely due to Andrés
Segovia’s active performance career and the compositional response
to his artistic vision. Inspired by Segovia’s virtuosity, composers
created an increasing number of works, fostering a new generation
of skilled guitarists and further elevating the instrument’s profes-
sional status.

A defining characteristic of this period was the strong Spanish
influence in the guitar repertoire. Composers incorporated rhyth-
mic patterns and stylistic elements of flamenco, along with dance
forms from various regions, such as the Fandango (Andalusia) and
Jota (Aragon). This focus on national identity reflected a broader
trend in global music: while avant-garde movements sought to revo-
lutionize musical language, there was also a growing effort to pre-
serve national folk traditions, which were rapidly disappearing from
Europe’s cultural landscape®.

Several composers played a crucial role in developing a distinct-
ly Spanish guitar repertoire, including Manuel de Falla (1876—-1949),
Joaquin Turina (1882-1949), Federico Moreno-Torroba (1891-1982),
and Joaquin Rodrigo (1901-1999). Their works, deeply rooted in
the Romantic tradition and Spanish melodic idioms, became central
to Segovia’s concert programs and significantly shaped the modern
guitar canon.

Over time, guitar music expanded beyond Spain’s borders, at-
tracting composers from other cultural backgrounds. Among the
first to contribute were Manuel Ponce (1882—1948) and Heitor Villa-
Lobos (1887-1959), both representatives of the Latin American mu-
sical tradition, whose works further enriched the guitar’s evolving
repertoire.

Expanding beyond its purely Spanish origins, guitar music be-
came enriched with new musical styles and performance techniques.

63 These processes could be observed in various European countries. As a rule, they were associated
with the activities of a group of enthusiasts — composers, scientists, musicologists. In Britain, this was
the composer R. Vaughan-Williams, in Italy — D. F. Malipiero, in Hungary and Romania — B. Bartok, Z.
Kodaly, in Spain — F. Pedrell.
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Through Andrés Segovia’s concert activities, the guitar entered the
pan-European musical landscape, further increasing composers’ in-
terest in the instrument.

Among those who collaborated with Segovia — beyond the pre-
viously mentioned composer — were Mario Castelnuovo-Tedesco
(1895-1968) and Alfredo Casella (1883—1947) from Italy; Jacques
Ibert (1890—1962), Gustave Samazeuilh (1865-1935), Darius Mil-
haud (1892-1974), and Albert Roussel (1869—1937) from France;
Carlos Pedrell (1890-1935) from Argentina; Alexandre Tansman
(1897-1986) from Poland; Cyril Scott (1879-1970) and John Du-
arte (1919-2004) from England; and Reginald Smith Brindle (1917—
2003) from Britain [1, p. 36]. To this list, we can also add Béla
Bartok (1881-1945), Ralph Vaughan Williams (1872—-1958), Arnold
Schoenberg (1874—1951), and Charles Ives (1874—1954).

The 20th century saw the emergence of outstanding guitarists
who were not only virtuoso performers but also significant compos-
ers. Their contributions highlight the century’s crucial role in shap-
ing a modern repertoire that reflects the intricate interplay between
compositional creativity and performance practice.

REFERENCES
1. Salii, V. The influence of A. Segovia’s creativity on the gui-
tar performance of the XX century. Humanities science current is-

sues: Drohobych Ivan Franko State Pedagogical University, Issue
35, Volume 5, 2021. Pp. 34—41. [in Ukrainian].
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CYUYACHI MY3UYHI KOHKYPCHU SIK BUKJIUK KJIA-
CHYHINA CUCTEMI MUCTEIIBKOI OCBITH?

Knrwouosi cnosa: mysuuni Konkypcu, mucmeybka oceima, mpu-
802iCHICMb uKoHaHHs1, eénaus 3MI, emoyitina cmitikicms, npoge-
citine 3pocmanis, eCmpaona ma aKkademivna mMy3uKd.

CydacHi TeH/eHIiT iIHTEHCHBHOTO PO3BUTKY 1H(OPMAIIiifHOTO
CyCHIbCTBA BENYTh O 1HHOBAIIHUX pedopM y pi3HUX cdepax
JIIOZICBKOI NisibHOCTI. BoHM BIUIMBarOThH i Ha cepy MHCTEIBKOT
OCBITH, SIKa CTOJITTSIMHU BHOYZOBYBalla BJIACHY CTpPATETiI0, OCHO-
BaHy Ha TPAHCJALII 3arajbHOIOICKKUX LIHHOCTEH. | choromHi B
MOJIOJII)KHOMY KOJIi My3HYHE MHUCTEITBO 3/]aTHE BUKOHYBATH CBOIO
TpajnLiiHO BaXJIHBY QPYyHKIIF0 — (OPMYBaHHS CBITOTIISIIY Yepes
PO3BHTOK “‘€MOIITHOTO I1HTENEeKTY”, MPONOHYIOUYH eTallOHHI MY-
3WYHI 3pa3Ky, BIUTMBAIOYW HAa cMaki. My3HUuHa OCBiTa 3a Cy4acHHX
TEHJICHI[IH 3MIHIOE OCHOBHI IMOJIOXKCHHS, BUPAKEHI y 3MicTi, (op-
Mi Ta IHIIHUX 3ac00ax, sIKi BU3HAYAIOTh KOHKYPEHTOCIPOMOXKHICTh
MalOyTHIX (axiBiiB. s BUSHAYCHHS TEHICHINT MO0 (QYHKIT
MY3UYHOTO MHCTEITBA BBa)KAEMO JIOLIJIEHUM PO3YMIHHS MPOTrpe-
CHUBHHUX Ta PErPECHBHMX MPOIECIB y CydacHIl My3WUHIiH OCBITI B
KOHTEKCTI (iI0cOPCHKOrO OCMUCIECHHSI, a came — uepe3 30epe-
KeHHs cepu ecmemuunozo SIK BaXJIHMBOTO 1HCTPYMEHTY ¢op-
MYyBaHHS CBITOIJIAYy ocoOucTocTi. OMHUM 31 MUISAXIB B3a€MOIIi
MacoBOi Ta aKaJeMiuHOi KyJIbTYPH 3aJUINAIOTHCS TEJIEBI3ilHI KOH-
KYPCH €CTPaJIHOTO BUKOHABCTBA.

B yMoBax po3BUTKY iH(OpMAIIIHOTO CYCITiIbCTBA AYXKE Baro-
MHUM YMHHHKOM KOHIIEPTHO-PO3BaXKallbHOI 1HJYCTpil cTaja BITi3HA-
BaHicTh. TOMy OUIBIIICTh TPUBIAIEHIX KOHKYPCIB SIK aKaJIeMIqHOTO,
TaK 1 €CTPaJHOrO CIIPSIMYBAHHS, ICTOPIS AKMX [10YAJIACS ACCATHIIITTS
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TOMY, yce Oliblue TpaHc(hOPMYIOThCS ChOTOIHI B MEIiHI IPOEKTH, 3
iX 0OOB’SI3KOBUM BHCBITJIICHHSIM Ha TEJIEBI3IMHUX KaHAJaX, y COIME-
pexax, Ha iHTepHeT-Tardopmax. Hapasi Mucrenpka momisi, KoTpa
HE TPaHCIIOEThCs yepe3 Oynb-skuil 3 pecypciB 3MI, matume meH-
Iy Bary i 3HAYMMICTh SIK JJIS1 Mac, Tak 1 AJisi cCaMUX KOHKYPCaHTIB.
Cnopr’ssHcbkuit 6azap, YopHoMopebki irpu, COpOUMHCBKUH SPMapoK,
T'onoc Kpainu ta €BpobaueHHst — 111 pecTuBali, Oy Ta KOHKYPCH,
KOTPi 3aBXKAM CTBOPIOBAIHM HAMOUIBIINI PE30HAHC Yy CYCIIIBCTBI i
B cepi ecTpagHOrO0 BOKAJIHHOIO BUKOHABCTBA Ta BBAXKAJIUCS YK
BOXIUBUMH y (popMyBaHHI MaliOy THBOTO CTAaTyCy MOJIOZIOTO CITiBaKa.

BrizHaBaHICTh BaXKJIMBa HE TIIBKHU JUIsl KOHKYPCIB, ane i I
caMHUX YYacCHHKIiB. 3p0o3yMiluM € Oa’kaHHS OLBIIOCTI €CTpagHuX
Ta JKAa30BHX BOKAJIICTIB MOTPAUTH Ha TaKi MPOEEKTH, siK [ onoc
g €BpoOaueHHs, OCKIIBKU L€ Ja€ MEeBHUN IMIYJbC A MOJAIb-
IIOr0 PO3BUTKY IXHBOI CONBHOI Kap’epu, MOpsiA i3 HEWMOBIpHHM
JIOCBiZIOM, KOTPHH CTaHE KOPUCHUM y PO3BUTKY iX MpOQeciiHuX i
TBOPYHX 3A10HOCTEH.

Crinparoyuch Ha BIACHUHN TOCBiJl y4acTi y 3aX0/li TAKOTO MacIl-
Taby, MOKEMO y3arajJbHUTH Ti MpoOIeMH, 3 SKUMH CTHKAETHCS
OyIb-sIKN{ BUKOHABEIb, HE3Ba)Kal0UH Ha PiBEHb HOTO MiATrOTOBKH.

3BHYAiHO, KOHKYPCH — L€ BEJIMKUU CTpec AJisi MEHTaJbHO-
ro 30pPOB’sl, OCKUJIbKM KOHKYPCAaHT HPOTSATOM YChOI'O 3MaraHHs
nepeOyBae MiJl THCKOM, 1[0 BUMarae MaKCUMaJbHHX KOHIEHTpa-
uii yBaru Ta abctparyBaHHs, 30epeKeHHs cTa0lIbHOCTI BJIaCHOTO
MICHXOJIOTTYHOTO cTaHy. 30yAHHKIB AyKe Oarato:

1. MacmrabHicTh moaii Ta BUCOKa BIANOBIJAJILHICTH HABITH B
yMOBax TPaHCIALil Ha ofHYy Kpainy. (Y MUHYIOMY poLi TpaHCIs-
uis Oyna onpa3sy Ha 1Bi Kpainu — [lonbiry Ta Ykpainy);

2. Benuka KOHKYpeHIIisl cepes Y4acHUKIB, KOKEH 3 SIKHX BIIEB-
HEHMI Y BUKJIIOYHOCT1 CBOTO TaJaHTY 1 [IPpaBi Ha MIEPEMOTY;

3. Indopmaniiini BiitHi. [HQopmaniiinuii ¢poH 3aBkau, a cbo-
TO/IHI 0COOIMBO — OJIMH 13 BaXKJIMBHX, SIKIIO HE TOJIOBHUX 1HCTPY-
MEHTIB (pOpMyBaHHS B Cy4aCHOMY CYCHIJIBCTBI IIAOJIOHIB OLIHKH
Ta eMIaTii A0 SIBUIL, 3JaTHUX BIUIMBATH HaBiTh HA IPOQeciiiHy mo-
3MIIII0 KOHKYPCHOT0 )Kypi. OfHIE0 i3 BiIIIpalibOBaHUX TEXHOJIOT1H
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€ TIPOBOKALlisl Yepe3 MOMUPEHHS JSSIKUMU yYaCHUKaMU HeTpaBan-
Bo1 iH(opMalii — MIIITOK — Ha aJipecy KOHKYPEHTIB 3apaju BILIU-
BY Ha IXHIiil MEHTaJbHHUI CTaH IiJl 4ac BUCTYIIiB.

4. Ilcuxocomaruka. B ymoBax BeJIMKOro ncuxoaoriyHoro ta ¢i-
3UYHOTO HABaHTAKEHHsI MOKe BiIOyBaTHcs 301l iIMyHHOI cucTeMH,
10 TIOTaHO BIIJIMBAE HA BOKAJIBbHI AaHiI KOHKYpPCaHTa, HAaBITh 3arpo-
KYIOUU HOMY “‘CX0JJOM 3 KOHKYPCHOI AMCTAHIIi1".

Ane came 4yepe3 Taky KiJIbKiCTh ()aKTOpiB — L€ 1 30Ha MIBH]I-
KOTO MEHTAJIbHOTO POCTY, 1 BUKapOOBYBaHHS CTIHKOCTI A0 Pi3HHUX
00CTaBHH, 30BHIIIHBOTO MOPSIKY, HEIiJIBIAJIHUX OCOOUCTICHOMY
BIJIMBY y4acHHKa. J[i€BOIO B IbOMY BHIAAKy € TEeXHiKa Timep-
¢dokyca (MeTon 3 MPaKTUYHOI MCHUXOJOrii), mo nepeadadae KOH-
LEHTPALil0 HAa HAaWBaKJIMBIIIMX MOMEHTAaX, SKi BXOASTH Y 30HY
0COOUCTICHOTO KOHTPOJIIO BUKOHABIIS, IPH HeHTpamizauii ¢pokyca
3 iHmMX mofii. TakoXk NI€BOIO € TeXHiKa TO3UTHBHOIO HAJAIlTy-
BaHHS, e e(eKTUBHUHN MiAXiJ IJs YIPaBIIHHSI eMOLISIMH MEPen
MyOIiYHUMU BUCTYTNaMU, CIPSIMOBAHUMH Ha TpaHc(opMaliio He-
TraTHBHOTO €MOLIIHOr0 CTaHy B MO3UTUBHUI. OCHOBHHUI aITrOpUTM
BKJIIOYAE KijbKa eTamiB. CriouaTKy HEOOXiZHO YCBIIOMHUTH BIIACHI
eMo1lii, SIKi BAHUKAIOTh Iepell BUCTYIIOM, 30KpeMa CTpax, TPUBOXK-
HICTh 200 mepexuBaHHS. BaxkinBo He nuie igeHTHdiKyBaTH Li
eMolii, a i OIHUTH TXHIO 1HTEHCUBHICTD 3a AeCITHOAIBHOIO IIKa-
n010. HacTynmHUM KpOKOM € 3BEpHEHHS [0 MONEPEAHBOr0 JOCBiAY,
y SIKOMY BHHHMKAJIH MPOTUJICKHI €MOIIii, TaKi sIK yIeBHEHICTb, CIIO-
kil abo pamicTs. BaxxauBo 3ragatu ymMoBH, IO CIPUSIN (OpMY-
BaHHIO IILOTO MO3UTHUBHOI'O CTaHy, a TaKOX [ii, SKi Joromarain
niaTpuMyBatu ioro. [licns uporo BinOyBaeThCs rIHOOKE 3aHyPEH-
HS B CTaH, aCOLIIMOBAHMUH 13 MO3UTUBHUMU €MOLISIMH, IIJISIXOM BiJI-
TBOpPEHHS eTaliell X crnoraaiB. Ha ipoMy eTami pekoMeHAy€eTbCs
OLIIHUTH MO3UTHUBHI eMoLil 3a TIEI0 K IIKAJI0I0, BU3HAYAIOYN IXHIO
CHJIy Ta 3HAauyLIicTh. 3aKIIOUYHUN eTanm mnependavyae 3aMmilIieHHs
HETaTUBHUX €MOLIN MO3UTHBHUMH. L[ TpaHcdopmanis cTBoproe
COPUATIMBHUHA eMOLiHUI (OH, SIKUH T03BOJISIE BUHTH Ha CLEHY 3
OHOBIICHMM, TAPMOHIITHIM CTaHOM, IO CIPHUsIE MaKCUMaJIbHIN pea-
Ji3arii MOTeHIiay ITiJl Yac BUCTYITY.
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[TinbuBarouu miACyMKH, 3a3HAYUMO, 110 B Cy4YacHii cuTyarii
HIBUJIKOT 3MIHM “KapTHHH CBITY” MacIITaOHI MeOialpOEKTH Ha
KIITAJT HALIOHAJIBHHUX TENEeBi3iHHUX eCcTpaJHO-BOKAJIbHHUX 3Ma-
raHb CTalOTh BUNPOOYBAaHHSM HE TiJIbKU PiBHS mpodeciiinoi mia-
TOTOBKM BHMKOHABLIB, ajleé i MapKepoM NpodeciiiHol MUCTELBKOT
OCBITH B IIiJIOMY, ii CIPOMOXKHOCT1 BiANOBIAaTH HAa TaKWi KOMep-
WIMHUH “BUKJIUK’ 4acy.

Kiacuuna cuctema ocBiTH y cdepi My3UKH i BOKally Tpalu-
uiiHO 3abe3mevye MilHY TEXHIYHY OCHOBY, SiIKa CIyrye (QyHIa-
MEHTOM JJIs MOJAIbIIOro mpodeciiHoro po3BUTKy. Bona dpopmye
BOKaJbHI HAaBUYKH, SIKi € 0a30BUMHU Ml OYAb-SIKOTO >KaHPY BH-
KoHaHHs. [IpoTe onHUM i3 CyTTEBHX HEOOJIKIB Cy4yacHOI meaaro-
ri4HOl MPAKTHKU € HEAOCTATHS yBara 0 poOOTH 3 MEHTaJIbHHM
cTaHoM BUKoHaBL4. [lcuxonoriyHa miAroToBKa, 3MaTHICTH CIIpaB-
JATHUCS 31 CTPECOM Ta aJanTyBaTUCS 10 HemependadyyBaHUX obcTa-
BUH 3aJUINAIOThCS Ha nepudepii OCBITHIX mporpam, MomnpH iXHIO
KPUTHYHY BaXKJIMBICTh y peajbHUX YMOBaxX BUCTYIIB, OCOOIHBO
KOHKYPCHOTO (hopmary.

Ha xoHkypcax BinOyBaeThCsl iHTEHCHUBHUI mpodeciiinuii i MeH-
TaJbHUI PO3BUTOK YYaCHHUKIB, OCKUIBKK rpadik MiATOTOBKU 0 BH-
CTYIIIB € HaA3BUYalHO mibHUM. Edipu 3HIMarOThCS MOCIIiNb, a yac
Ha MiArOTOBKY 00MEXEHHI: MK 3aIIMCOM MEPIIOro i Apyroro edipiB
3a3BUYall TPOXOAUTH OJIM3bKO ISITH JHIB, @ MiXK APYTUM 1 TPETIM —
YOTHPH JHI. Y Liel nepiol MOXKIIMBI 3HAYHI 3MiHU B penepTyapi: Bij
3aMiHM OKpeMoi mapTii ab0 YaCTUHHM IiCHI A0 MOBHOI 3aMiHM KOMIIO-
3unii. Taki yMOBH BUMararoTh 30€peKeHHsI XOJOIHOTO pO3yMY, BH-
COKOTO PiBHSI JalITUBHOCTI 1 IBUJIKOI PEeaKIlii Ha HOBI OOCTaBUHHU.

Kpim Toro, 3HauHOIO Miporo MpodeciiHuil BUKIUK MOJIATAE Yy
BUKOHAHHI CKJIQJHHUX 32 TEXHIYHMMH XapaKTEPHUCTUKAMU ITiCEHb.
VY psal BUNIAAKIB MICHI, 1[0 BUKOHYIOTHCS, MOXKYTh HE BIJIIOBiga-
TH 3BUYHOMY Jiama3oHy BHKOHaBLs. Hampukian, y KOHKypci Mo-
KYTb BUKOPHUCTOBYBaTHCS KOMIIO3MIIi{, HAIMCaHi AJIsI BUKOHABLIIB
MPOTHUIICKHOI CTaTi, 10 BUMArae BiJl y4acCHUKA ONaHyBaHHS HOBHX
BOKaJIbHUX TexHiK. Lle 103BosIsie BUKOHYBATH MiCHI Y BUCOKOMY pe-
rictpi 6e3 BTpaTi TeMOpaIbHOI HACMYEHOCTI 1 IKOCT1 3ByYaHHSI, 10
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€ BXJIMBUM MOKAa3HUKOM MpodeciiiHoi MaiicTepHOCTI BOKAJIICTA.

CouianbHa TyMKa BiJirpae BaXJIUBY poiib y GopMyBaHHI BIi3-
HABaHOCTI apTHUCTa, OCOOJIMBO Cepesl eCTpaJHUX BOKAIIICTiB. BoHa
€ KJIIOYOBUM (pakTOpoM y CTBOpeHHi ayauTopii, pan-6a3u Ta 3a-
TaJbHOTO 1MIJI)KYy BHKOHABIISl. YYacTh Yy MacIITaOHHUX KOHKypcax
ABTOMATHYHO MPUBEPTAE 3HAYHY yBary J10 apTUCTa, U0 MoTpedye
BiJl HHOT'O BMIHHS aJalTyBaTUCs 10 HOBUX YMOB ITyOJII4HOCTI.

OnHuM 13 HacHiOKIB Takoi yBaru € piske 301IbIICHHS ayIu-
TOpIi: 3pocTae KUIBKICTh MiJMUCHUKIB, MOCUIIOETHCS B3aEMOJIS 3
IIIAa4aMy Ta 3SIBJSIOTHCS HOBI COLliaibHI KOHTakTU. BomHowac
pa3oM i3 MO3UTHBHOIO yBarol 3HAYHO 3POCTAE OOCIT KPUTHKH Ta
HEraTUBHUX KOMeHTapiB. Hanmpukmnan, TeneBi3iiiHi KOHKYpCH, Taki
sk “T'onoc”, HajalTh yYacCHUKaM BHCOKY MEZiiHY BIi3HaBaHICTb,
aje BOIHOYAC MiJBULIYIOTh PU3UK 3ITKHEHHS 3 HETaTMBHUMH pe-
aKIlissMu aynuTopii. BincyTHICTh MIATOTOBKU J0 TaKMX BUKIUKIB
MOXE CIIPUYMHHUTH €MOLIHY Halpy>KeHICTb 1 CTpec.

KpuTuka B coianbHUX Mepekax, sika € HeBil’€MHOIO YaCTHHOIO
cydacHol myOiiuHOCTI, MOTpedye crenianbHoi MiATOTOBKH. 3aiu-
LIeHHS BIAKPUTHX KOMEHTapiB Ha miardopmax, Takux sik YouTube,
Ja€ 3MOTy OyIb-sIKOMY KOPHCTYBauy BUCIOBUTH CBOIO TyMKY, sIKa
MOXe OyTH K MMO3UTHBHOIO, TaK 1 HETaTHBHOIO. HeroToBHIiCTH ap-
THCTAa JI0 TaKOTO CIUJIKYBaHHS MOXE CHPUYMHUTH €MOLIlHE BH-
CHa)KeHHSI, 0COONMBO SIKIIO € Oa’kaHHs aKTHUBHO BiJIOBiJaTH Ha
HETraTUBHI KOMEHTapi.

st mojonaHHsT LBOTO BUKJIHMKY BaXKJIMBUM € YCBiIOMIJICHHS
MPUPOIH coUiaNbHOI KpUTUKH. PoboTa 3 mcuxonorom abo iHIIUM
(axiBuem A03BOJIsIE TIAUOIIE 3pO3YMITH TICUXOJIOTIYHI MOTHBH, SIKi
CHOHYKAIOTh JIIO/ICH 3aJMIIaTh HEeraTHBHI KOMEHTapi, 1 HABYUTH-
s a/IeKBaTHO pearyBaTH Ha HUX. Taki IpaKTHKHU AOMOMAaraloTh He
nuiie 30epiraTi eMoLiliHy piBHOBary, aje i eeKTHBHIIIe mparo-
BaTH 3 ayauTopi€to, GopMyloun KOHCTPYKTUBHUH 1 mpodeciiHuit
MiAX14 10 COPUHHATTS KPUTHKH.

TakuM YMHOM, y4acTh y KOHKypcax 3alOBHIOE MPOTAIHMHH
KJIACUYHOI OCBITH, CIPHSIIOYM BIOCKOHAJICHHIO aAalTUBHUX 3[i-
OHOCTEH, IBUKOMY OCBOEHHIO HOBUX TEXHIK 1 PO3MIMPEHHIO TPO-
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¢eciitHoro BokanpHOro apceHany. OgHaK BUpILIEHHs MpoOIeMHU
HEJIOCTAaTHBOI MCUXOJIOTTUHOI MIATOTOBKM Y BHKJIAJaHHI 3ajHIla-
€THCS aKTyaJbHUM 3aBIAHHSIM ISl Cy4acHOI MeAarorikH.

Hidaiat Sieidov
Kharkiv 1. P. Kotlyarevsky National University of Arts
postgraduate student (PhD)
The Department of Ukrainian and Foreign Music History
email: geedmusicspace@gmail.com

MODERN MUSIC COMPETITIONS AS A CHALLENGE
TO THE CLASSICAL SYSTEM OF ARTISTIC EDUCATION

Key words: music competitions, artistic education, performance
anxiety, media influence, emotional resilience, Professional growth,
pop and academic music.

The rapid development of the information society has driven
innovative reforms across various fields, including artistic educa-
tion. For centuries, this field has been built on the transmission of
universal human values. Today, music remains a powerful force in
shaping young people’s worldviews, fostering “emotional intelli-
gence”, offering exemplary musical works, and influencing cultural
tastes. However, modern trends are reshaping the core principles of
music education — its content, structure, and methods — ultimately
redefining the competitiveness of future professionals.

To understand the evolving role of music, it is essential to ex-
amine both progressive and regressive processes in contemporary
music education through a philosophical lens, particularly in pre-
serving aesthetics as a key tool in shaping individual worldviews.
One of the main points of interaction between popular and academ-
ic music culture remains televised singing competitions.

In today’s information-driven society, recognition has become
a crucial factor in the concert and entertainment industry. As a
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result, many long-established competitions — whether academic
or pop-focused — are increasingly evolving into large-scale me-
dia projects, with mandatory coverage on television, social media,
and online platforms. An artistic event that lacks media exposure
now holds less significance for both the public and the participants.
Competitions and festivals such as Slavic Bazaar, Black Sea Games,
Sorochyn Fair, The Voice of the Country, and Eurovision generate
widespread public interest and play a decisive role in shaping the
careers of aspiring singers.

Recognition is crucial not only for competitions but also for the
participants themselves. It’s no surprise that most pop and jazz vo-
calists aspire to take part in projects like The Voice or Eurovision,
as these platforms provide a significant boost to their solo careers
while offering invaluable experiences that enhance their profession-
al and creative growth.

Drawing from personal experience in events of this scale, it’s
possible to identify the key challenges that performers face, regard-
less of their level of preparation:

e Mental strain and pressure. Competitions are a major psy-
chological challenge, requiring contestants to maintain intense fo-
cus, emotional resilience, and composure under constant stress.

» High stakes and responsibility. Even when an event is broad-
cast in a single country, the scale and pressure are immense. Last
year’s competition, for example, was televised in both Poland and
Ukraine simultaneously.

¢ Fierce competition. Every participant believes in their unique
talent and their rightful claim to victory, creating a highly competi-
tive environment.

 Informational warfare. In today’s digital landscape, infor-
mation plays a decisive role in shaping public perception and even
influencing jury decisions. A common tactic used by some contes-
tants is spreading false rumors to destabilize their rivals mentally.

* Psychosomatic effects. Extreme psychological and physical
stress can weaken the immune system, potentially affecting vocal
performance or even forcing a participant to withdraw.
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Despite these challenges, such competitions serve as an intense
training ground for mental resilience and adaptability. Effective
coping strategies include:

* Hyperfocus, a psychological technique that helps performers
concentrate solely on elements within their control, blocking out
external distractions.

* Positive mental adjustment, a mindset-shifting approach that
transforms pre-performance anxiety into a constructive, confident
emotional state.

By mastering these techniques, participants can navigate high-
pressure environments more effectively, turning obstacles into op-
portunities for growth.

The process of positive mental adjustment follows a structured
approach with several key stages. First, performers must acknowl-
edge their emotions before going on stage — whether it’s fear, anxi-
ety, or nervousness. It’s not enough just to recognize these feelings;
they should also assess their intensity on a ten-point scale.

Next, performers recall past experiences that triggered opposite
emotions, such as confidence, calmness, or joy. It’s important to
reflect on the conditions that fostered these positive states and the
actions that helped sustain them.

Once this foundation is set, the performer fully immerses them-
selves in those positive memories, focusing on sensory details that
reinforce the desired emotional state. At this stage, it’s helpful to
rate the intensity of these positive emotions on the same scale to
gauge their impact.

The final step is replacing negative emotions with positive ones,
effectively shifting the performer’s mindset. This transformation
creates an optimal emotional state, allowing them to take the stage
with confidence and composure.
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OCOBJIMBOCTI IHTEPIIPETAIIII HA BAJITOPHI B OP-
KECTPOBIN MY3HUIII

Knrwuoei cnosa: eanmopna, opkecmpoga My3uka, animopHose
BUKOHABCMBO, [HMepnpemayis, OYXo8i IHCMPYMeHmu, iHCmpyMeH-
MAanbHa My3UKd.

BuBueHHS Ta yCBIJIOMJICHHSI MUCTEI[bKOI CYTHOCTI BaJITOPHO-
BOT0 BUKOHABCTBA HA CyYaCHOMY €Talli rnepegdoavae 3BepHEeHHs 10
HEJIOCTaTHBO JOCTIPKEHUX aCIeKTIB 1[bOTO BUAY IHCTPYMEHTAJIb-
HOT KynbTypr. OTHHM i3 TaKUX € MPpo0JieMa HaTypaJIbHOI Ta XpoMa-
TUYHOT BaJITOPHH, @ TAKOK BHBUCHHSI 3aKOHOMIPHOCTEH €BOJIONIT
BaJITOPHOBOI'O MUCTEIITBA, 3MiHH B SIKOMY BiJIOyBalOTHCSI B TICHOMY
B32€MO3B’I3KY 3 PO3BHUTKOM KOHCTPYKIIii IHCTpYMEHTa Ta HOTo Op-
raHOJIOTTUHUX XapakTepucTHK. Lle miKpecatoe BaXIUBICTh 1 aKTY-
aJBHICTh BUOPAHOT TEMH.

HaykoBo-nienaroriuda JisJIbHICTh BITUM3HSHUX BHKJIAJa4iB-
nyxoBukiB i HaykoBliB X X—XXI cr. (B. AHTOHOB, B. Anarcekui,
B. bornanos, B. Bnosuuenko, I1. Bosk, I1. Kpyns, B. Kaumapuuk,
B. INoceamniok, ®. KpnxaHiBCbKHil Ta 1H.) 3HAYHO BILTUHYJIA HA PO3-
BUTOK JIOCIIIJ[PKEHb PI3HUX ACIEKTIB TeOopil i MPaKTHKHU I'PU HA Y-
XOBHUX IHCTPYMEHTAX, 3BayKarouu Ha iX crenuiky.

BuBYeHHsI mepuioKepes CBiTYUTh, IO B HAYKOBOMY JOCITi-
mxenHi [1. Kpynst TeopeTnaHo aHamizyeTbest mpodiieMa BHHUKHEH-
Hs1 IyXOBOT'O 1HCTPYMEHTAPII0 B HAI[IOHAIBHIA MY3HUYHIH KyIbTYpi
VYkpainu [4]. HaykoBi gocsrHenns B. BormaHoBa BiKpuJid HOBI
NEPCIIEKTHBH B PO3BHTKY MY3WKO3HABYOI JYMKH IOAO JYXOBOTO
MucTenTBa Ykpainu. Came HOMy HaJeKWTh MEPUINN CHCTEMaTH-
30BaHUU BHKJAJ ICTOPUYHHUX TEHJCHIIH BITYM3HSHOTO JyXOBOI'O
mucrenrsa [2]. [lpuseprators yBary mocimimkeHHs B. ITocBanroka,
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AKi BIepIIe BUCBITIIOIOTH BUKOHABCTBO Ha TPyOi B YKpaiHi, aHa-
Ji3yI0Th BUKOHABCBKiI OCOOJIMBOCTI BIIOMUX MY3HKaHTIB 1 AOCITi-
JUKYIOTH TBOPUYY CIIAAKOEMHICTh KMIBCHKOT IKOIM BUKOHABCTBA Ha
TpyOi [6]. Po3BuTKY 3apyOi’kHMX JyXOBUX ILIKiJ, 30KpeMa TpoMOo-
HOBOT'O BUKOHABCTBA, Ta iX BIUIUBY Ha CTAHOBJIEHHS YKPaiHCHKOT'O
MUCTEITBa IpucBsueHi podboTu . MapueHtoka [5]. Baxnusumu s
HAILIOr0 JOCHIJKeHHS € HaykoBi mpaui €. UypikoBa, y SKUX po3-
POOIISIFOTHCS TEOPETHKO-IPAKTUYHI OCHOBH BUKOHABCHKOI TEXHIKH
y BaJITOPHOBOMY MHCTELTBi. ABTOp HAarojiomye Ha He0OXiIHOCTI
MiBUILEHHS PIBHS BHKOHABCHKOI MaiCTEPHOCTI BaJTOPHICTIB 3
ypaxyBaHHSIM CyYaCHHX KyJbTYPHO-ICTOPHUHUX BUMOT [7].

Merta nmy6mikanii — JocHiAUTH OCOONMBOCTI 3By4aHHs HaTy-
panbHOI Ta XpOMaTHYHOI BaJTOPH B OpKecTpoBiit Mmy3uui XIX cro-
JITTSL

3 nepmoi nonoBuHU XIX CTOMITTS po3novaBcs MpoLec PO3BHU-
TKY Ta BIOCKOHAJICHHS MIJHHUX AYXOBHX IHCTPYMEHTIB OPKECTpY,
30KpeMa BaJTOPH, L0 MPUBEIO OO MOCTYMOBOIrO 301bIIEHHS X
KUJIBKOCT1 B OpKecTpoBoMy ckiazi. Lleil mepion Takok o3HaMeHY-
BaBCSl BXXJIMBHUMHM SKICHUMH 3MiHAMH: HaTypajibHi 1HCTPYMEHTH
KJIACHYHOI €MOXU MOCTYIOBO 3aMillyBaJIMCs XPOMaTUYHUMH, SIKi,
Ha BIIMiHY BiJl CBOIX MONEPEIHUKIB, HE JIMILE PO3LUIMPIOBATH [ia-
Na30H 3BYYaHHsI, ajie i HaJaBaJd HOBI MOXKJIMBOCTI JIJIs1 BUPA3HOC-
Ti. Ilpote neit mepexin He BinOyBaBcs MIBHAKO Ta O€3MEPELIKOAHO.
XpoMaTuyHi 1HCTPYMEHTH CTajd MOBHONPABHUMH YYaCHUKAMU
OpPKECTPY TINBKU TOJI, KOJU IXHi PO3LMIUPEHI MOMXIUBOCTI BiJIO-
BiJIM IMTUOIIMM BHMOTraM MY3WYHOro MucieHHs. Lle 3Haiimo Bi-
JOOpaXeHHS B CTUITICTHYHUX OCOOJIIMBOCTSIX BaJTOPHOBUX MapTii
cepennan XIX CTOMTTA, KOMU AN HaTypaldbHUX 1HCTPYMEHTIB
BUKOPUCTOBYBAJIM XPOMATHU3M, a JIJIsl XPOMAaTUYHUX — KBa3iHATY-
panbHi eneMeHTH [2].

Tox eBoutoLisl BAJITOPHH, SIK 1 IHIIMX iHCTPYMEHTIB, TOJIATAE
B TIEpeXOAl BiJl OfHi€el ycTaneHoi HopMu 10 iHmoi. [Ipore mpouec
iHTerpanii XpoMaTUHYHOI BaJTOPHU B OPKECTP HE OyB MPOCTHUM 3a-
MILIEHHSIM CTaporo iHCTPYMEHTa HOBHM, yJOCKoHajeHuM. Llei
nepexiJ MOKHA OXapaKTepU3yBaTH SIK Jyalli3M, KOJIM OJHOYAaCHO

— 422 —

1V Yepkawuncoki uumanms

iCHyBaJu JBi mapajelibHi HOPMH: OfIHA TpajaMLiiiHa (HAaTypajbHi
IHCTPYMEHTH), III0 YCIaJKOBaHa 3 MOMNEPEAHIX enox, 1 apyra (Xpo-
MaTH4HI IHCTPYMEHTH), 1110 TUIbKH MoyrHana ¢popmysarucs. Kpim
TOTr0, BXKJIMBOIO XapaKTEPHCTUKOIO I[bOTO MEPEXigHOro etamy Oy-
J1a HOro TPUBAIICTb.

BuByaroun mpo0OnemMy IyXOBOTO COJIO B €BPONEHCHKIN akane-
MivHI#i My3uni XX — noyarky XXI cromits, B. 'pomuenko npormo-
HYy€ KOMIUIEKCHUH MiAXiJ A0 aHalli3y JyXOBOTO COJIO, MOEAHYIOUH
KOMITO3UTOPCHKHI Ta BUKOHABCHKHI acleKTH, IO € XapaKTepHUM
JUTSL My3UYHOT TpakTUKH X X cTOMITTs. OCKIJIBKH My3UKaHT-1HTEP-
MPEeTaTop, CTBOPIOIOUN OPUTiHAIbHI BUKOHABCHKI KOHIEMNLIi, cTae
(aKTUYHUM CHIBTBOPLEM MY3WYHOrO TBOpY. BomHowac xommosu-
TOPH YaCTO OPIEHTYIOTHCS HAa OCOOIMBOCTI BUKOHAHHS KOHKPETHUX
MY3UKaHTIB, IO BEJE 70 B3a€MO3B’I3KY MiK KOMIIO3UTOPCBKUM 1
BUKOHABCBKMM IpolLecamMu. BpaxoByroun XyaoKHbO-IHTEpHpeTa-
LIMHI M1 IXOH J0 JYXOBUX KOMITIO3HIIiH, 3aCO0H 1 TPUIOMU T'PU JI0-
MMOBHIOIOTHCS. HOBUMH BHKOHABCHKMMU TeXHiKaMu [3].

OnHuM 3 TOJIOBHUX 3aBAaHb MY3WYHOI iHTeprperauii € cTBO-
PEHHSI OPUTIHAIBLHOTO XYA0KHBOTO BUKOHAHHSI MY3HYHOT'0 00pas3y.
VY 1boMy KOHTEKCTI KOMIUIEKC TEXHIK 1 IPUHOMIB I'PH € BaXKJIHBOIO
CKJIa/IOBOI0 BHKOHABCBKOI MaWCTEPHOCTI MY3MKaHTa-IHCTPYMEH-
TajicTa, OCKiIbKM BiH (opmye Oa3y ans peasnizamii My3H4HO-BU-
KOHABCBKOT'O TMPOIIECY, UI0 OPi€HTOBAaHWUH Ha Mepenady 3BYKOBOTO
eKBIBaJICHTY XyJIOKHBOro 00pa3y TBopy. Kpim Toro, cucremarusa-
List MPUHOMIB Cy4yacHOTO MHCTELTBA TPH Ha BaJITOPHI mependavae
BpaxyBaHHs crneun(iku iHCTPyMEHTaIbHO-BUKOHABCHKMX OCOOIH-
BOCTEH Ta XapakTepy 3BYKOBOT'O pe3yJIbTary.

BucnoBku. BantopHoBe MHUCTEUTBO, K 1 caMm I1HCTPYMEHT,
MPOHIIIO TPUBAJIUN EBOJIOMIMHMI IIIAX, SKUH XapaKTepHusy-
BaBCs PI3HOMaHITHUMHU (OPMaMU IHCTPYMEHTAJIBHOI MPAKTHKH,
YHIKaJIbHOIO CTUJIICTHKOI0 Ta €CTeTHKOI BHKOHaHHA. Buxopuc-
TaHHS BaJTOPHM B MY3WYHIH NPaKTHLI PI3HUX €MOX 3aKpillHiIo
i MO3MIII0 SIK OIHOTO 3 OCHOBHMX OPKECTPOBUX Ta COJILHUX iH-
ctpymenTiB. lepion 3 apyroi noixosunu X VIII cromiTTs 10 nmepuoi
nojoBuHU XIX CTOMITTS CTaB €TaroM PO3KBITY BIpTYO3HOI I'pH Ha
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HaTypaibHii BanTopHi. Came B 1eil yac 3’aBuUiacs IJjesa BUIAT-
HUX BHKOHABIIIB, YW TisTIBHICTH CIIPHIA MOAAJIBIIOMY PO3BUTKY
BaJITOPHOBOT'O MHUCTELTBA.

VYsBIEHHS PO BUCOKY BHKOHABCHKY MAHCTEpPHICTh LUX MY3H-
KaHTiB MOJKHa c()OPMYBAaTH, 30KpeMa, Yepe3 TBOPH, HAIHCaAH] JJIsI
HUX, IXHI BJIACHI KOMIO3HIIII Ta crioraau cy4acHukiB. XIX ctomit-
Ts OyJIO OJTHUM 3 HAHOUIBII TUTITHUX 1 BOJIHOYAC BUPIIIAIBHUX TIe-
pioaiB 1Sl pO3BUTKY BalTOPHH, ajke caMe Toli ¢opmyBanacs ii
POJIb B OPKECTPOBil MapTUTYpi. 301bIIEHHS KiIBKOCTI BalTOPHO-
BUX TapTidl Ta IHIIMX MiTHUX IHCTPYMEHTIB Y TBOpax KOMIO3UTO-
PiB IILOTO Yacy CyIpOBOAXKYBAJIOCH 3HAYHUMH SKICHUMH 3MiHAMHU.
HarypanbHi MigHI IHCTPYMEHTH KJIACHYHOI €TOXHU MOCTYIIOBO II0-
YaJid 3aMiHIOBaTHCS XPOMAaTUYHUMH, SIKi, KpiM OLIBLIOTO Aiama3o-
HY 3BYKiB, BiIKpMBaJi HOBi BHpa30Bi MoxxiauBocti. Lleit mpouec,
pazoM i3 yJOCKOHAJIEHHSM IHCTPYMEHTIB, TPUBAB MIPOTSATOM yChOT'O
CTONITTS. XpOMAaTHUYHI IHCTPYMEHTH 3MOTJIM CTaTW NMOBHOIPABHU-
MU YJIeHaMH OPKECTPY TiIBKHU TOJ1, KOJU IXHi MOKIMBOCTI MTOYaTH
BiJNOBiJaTH TIMOOKUM IPUHIUIIAM MY3UYHOT0 MHUCIeHH. OqHaK
uei nepexiz OyB MOCTYHNOBUM, IO MOXXHA MOOAYUTH Yepe3 CTHIBO-
Bi 0COOMMBOCTI MapTiil BanTopH y naptutypax XIX cTomiTTs.

Kommekc iHCTpyMEHTaJIbHO-BUKOHABCBKUX MPUHOMIB € Of-
HIEI0 3 KJIIOYOBHUX CKJAJOBHX BHMKOHABCHKOI 1HTEpIpeTaumiiHol
TEeXHIKM MY3HKaHTa-IHCTPYMEHTAJICTa, OCKiNbKH BiH (opmye
OCHOBY XYAOXXHIX 3ac00iB JJIsl 3A1HICHEHHSI My3UYHOI 1HTepIpeTa-
uii. [lepciekTHBHI HAIPsIMU B paMKax Li€l TEMH MOXKYTb MOJISATaTH
B aHaJi31 cnenniky BUKOPUCTAHHS BaJTOPHOBOTO penepryapy B
CyYacHif MpaKTHIIi.
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PECULIARITIES OF FRENCH HORN INTERPRETATION
IN ORCHESTRAL MUSIC
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The study of French horn performance in the modern era re-
quires an exploration of less-examined aspects of this instrumental
tradition. One such aspect is the relationship between the natural
and chromatic horn, as well as the evolution of horn playing, which
has closely followed advancements in the instrument’s design and
structural characteristics. This highlights the significance and rel-
evance of the chosen topic.
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The research and pedagogical contributions of Ukrainian wind
instrument educators and scholars in the 20th—21st centuries — in-
cluding V. Antonov, V. Apatsky, V. Bohdanov, V. Vdovychenko,
P. Vovk, P. Krul, V. Kachmarchyk, V. Posvaliuk, and F. Kryzha-
nivskyi — have played a crucial role in shaping the study of wind
instrument performance, considering its unique technical and artis-
tic aspects.

An analysis of primary sources reveals that P. Krul has provid-
ed a theoretical perspective on the origins of brass instruments in
Ukrainian musical culture [S]. V. Bohdanov’s research has opened
new avenues in the study of Ukrainian wind music, offering the first
systematic account of its historical development [2]. V. Posvaliuk
was the first to comprehensively examine trumpet performance in
Ukraine, analyzing the techniques of prominent musicians and the
creative legacy of the Kyiv trumpet school [7]. H. Martseniuk has
explored the development of foreign wind instrument schools, par-
ticularly in trumpet performance, and their influence on Ukrainian
musical traditions [6]. The works of Y. Churikov, which focus on
both the theoretical and practical foundations of horn performance,
are particularly relevant to this study. Churikov emphasizes the
need for advancing French horn performance standards in line with
contemporary cultural and historical demands [3].

The aim of this study is to examine the distinct sonic charac-
teristics of natural and chromatic horns in 19th-century orchestral
music.

Starting in the first half of the 19th century, the development
and refinement of orchestral brass instruments, particularly the
horn, accelerated, leading to a gradual increase in their presence
within the orchestra. This period also saw significant qualitative
changes: the natural horns of the classical era were gradually re-
placed by chromatic ones. Unlike their predecessors, chromatic
horns not only expanded the instrument’s range but also introduced
new expressive possibilities. However, this transition was neither
quick nor seamless. Chromatic horns became fully integrated into
the orchestra only when their enhanced capabilities aligned with the
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evolving demands of musical expression. This shift was reflected in
the stylistic characteristics of mid-19th-century horn parts, where
chromaticism was adapted for natural horns, while quasi-natural
elements were incorporated into chromatic ones [1].

Thus, the evolution of the horn, like that of other instruments,
was not merely a linear progression but rather a transition from one
established norm to another. The integration of the chromatic horn
into the orchestra was not simply a matter of replacing an old instru-
ment with a more advanced one. Instead, it was marked by a dual-
ity in which two parallel norms coexisted: the traditional (natural
horns), inherited from previous eras, and the emerging (chromatic
horns), still in the process of being fully adopted. Furthermore, a
key characteristic of this transitional phase was its prolonged dura-
tion.

In his study of wind instrument solos in European academic
music of the 20th and early 21st centuries, V. Hromchenko takes a
comprehensive approach, analyzing brass solos through both com-
positional and performance aspects — an approach characteristic
of 20th-century musical practice. The performer, by shaping an
original interpretative concept, effectively becomes a co-creator of
the musical work. At the same time, composers often tailor their
compositions to the distinctive playing styles of specific musicians,
creating a dynamic relationship between composition and perfor-
mance. Considering artistic and interpretative approaches to wind
compositions, playing techniques continue to evolve, incorporating
new performance methods [4].

A central objective of musical interpretation is to create a unique
artistic realization of a musical image. In this context, the set of
playing techniques and methods serves as a crucial element of an
instrumentalist’s mastery, forming the foundation for performance
practice aimed at conveying the sonic equivalent of an artistic idea.
Moreover, systematizing contemporary horn performance tech-
niques requires an understanding of the instrument’s unique techni-
cal and expressive characteristics, as well as the nature of its sound
production.
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Conclusions. The evolution of horn performance, much like
the instrument itself, has spanned a long and transformative jour-
ney, shaped by diverse instrumental practices, distinctive stylistic
approaches, and evolving performance aesthetics. Throughout dif-
ferent musical eras, the horn has solidified its place as both a key or-
chestral instrument and a prominent solo voice. The period from the
late 18th to the early 19th century marked the peak of virtuoso natu-
ral horn playing, with a generation of exceptional performers whose
artistry propelled the development of horn technique and repertoire.

Insights into the mastery of these musicians can be gained
through the works composed for them, their own compositions, and
contemporary accounts of their performances. The 19th century
was a particularly pivotal era for the French horn, as its role with-
in the orchestral score became more firmly established. Alongside
an increase in the number of horn parts and brass instruments in
orchestral works, significant qualitative advancements took place.
Classical-era natural horns were gradually replaced by chromatic
horns, which not only expanded the instrument’s range but also in-
troduced new expressive possibilities. This transition, driven by con-
tinuous improvements in instrument design, unfolded throughout the
century. Chromatic horns became fully integrated into the orchestra
only when their technical advancements aligned with the evolving
principles of musical expression. However, this shift was gradual, as
reflected in the stylistic characteristics of 19th-century horn parts.

The mastery of instrumental techniques remains a fundamental
component of a musician’s interpretative skill, providing the foun-
dation for artistic expression in performance. Future research in this
field could focus on analyzing the role of the French horn repertoire
in contemporary performance practice.
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Knrwuosi cnosa: cyeniunuil pax, oceima, 0yonsic, gaxosicmo
meampanibHOi KpUMuKu.

VY mexax [V MixuapogHoro HaykoBoro cummnosiymy ‘“Yepka-
IIMHCBKI YuTaHHsA~ OyJo 3amodaTKoBaHO HOBY pyOpuky “/liamor
MUTHOSA 1 mucTtenTBo3HaBHs  (iness Mapunu Yepkammnoi-I'yOa-
PEHKO). Y4acHUKaMH MEPILIOTro Iiajiory cTald akTop Tearpy, KiHO
Ta AyONsIKy, 3aciuyKeHUH apThcT Ykpainu BsuecnaB inain ta
3aBiyBau Kadeapu TeaTpo3HABCTBA, KaHAMJIAT MHUCTELTBO3HAB-
ctBa, noueHt Omis Illykina. Meroro niajory Oyao mporoBOpUTH
NUTaHHS TEaTpO3HABLSI MUTLIO (CTAPTOBHN MaKeT y CLEHIYHOMY
(axy, ouinka 3100yToi YHIBEpCHUTETCHKOI OCBITH Ha BiJCTaHI 4acy,
aKToOpchKa crenudika ayOonsKy 1HO3eMHHUX (iabMiB, MO3HMIIOHY-
BaHHS JOBOEHHOT'O PENEPTYyapHOro CaJKy B Cy4acHOMY TeaTpi Ta
iH.). Kpim Toro, npakTuk Tearpy i KiHO 03By4YHB Ha00JIiJie 3BOPOTHE
NUTaHHS — MO0 (aXxOBUX KPUTEPIiiB OLIHIOBAHHS MHCTELTBO3-
HaBISIMU BHCTaBU a00 POOOTH OKPEMOT0 aKTOpa.
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As part of the IV International Academic Symposium “Cher-
kashynski Readings,” a new tradition was introduced, inspired by
Marina Cherkashyna-Hubarenko: the “Dialogue between an Artist
and an Art Critic” section. The first dialogue featured Viacheslav
Hindin—an accomplished stage, screen, and dubbing actor, Hon-
ored Artist of Ukraine—and Associate Professor Yulia Shchukina,
a theater scholar and head of the Department of Theatre Studies.

The discussion delved into topics such as the foundational skills
required for a career in acting, reflections on university training
over time, the unique challenges of dubbing foreign films, and the
relevance of pre-war repertoire in contemporary theater. Hindin,
representing the practitioner’s perspective, also posed a critical
question to his counterpart: what professional criteria do art critics
use to evaluate performances and individual actors?
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