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V Yepkawuncoki uumanus

BCTYII

Hammi 3B’s13kH 13 CBITOM CHOTOJHI, SIK HIKOJIM, MHOXXHHHI Ta
pizHOMaHiTHI. Jlo iX HaACKIAQAHOI TUHAMIYHOI CHCTEMH BKIIIOUCHI
My3HWKa 1 Tearp, sIKi MPOMOHYIOTh CBOi HAOOPH MOXKIIUBOCTEW IS
OpIEHTYBaHHS B HASBHOMY KOMYHIKaIlifHOMY Xaoci. Y Takwii mepi-
OJ1 KPUTHYHOI CKJIaJJTHOCTI, KOJIM MUHYJII CTparerii 04iKyBaHHs Oijib-
1€ He TPAIoI0Th, & ICHYBaHHS 3a JOBTOCTPOKOBHMH IPOTHO3AMH
BHKJIIOYA€THCS, MU HAMaraeMocs BCyTeped eKCTPeMalbHUM YMO-
BaM 30yyBaTu MaiOyTHE, e Oyzie MUp 1 IEPCIIEKTUBU PO3BHUTKY.

CBiif MapuIpyT y HEBiZJOME IPOKIATAEMO, HIOM 32 KOMIIacOM,
TPUMAalO4YM AYyXOBHHUM 3B’M30K i3 Hammmu BumTensimu. Cepen
HUX — BijjaHui “KypOaciBeus’, akTop i pexucep, pyHmaaTop
XapKiBChKOI IIKOJMW CIEeHIYHOro MoBJeHHA Poman YepkamwH
(1906—-1993) Ta iioro mouka Mapuna Yepkamuna-I'ybapeHko
(1938-2024), BunyckHuIg Kadenpu icTopii My3uKH Hamoro YHi-
BEPCHUTETY, 3aCHOBHUIISI YKPATHCHKOT'O OMEPO3HABCTBA, ICTOPHK,
BHKJIa/la4d, BUJATHUH Ji19 MY3UYHOTO Tearpy. SIK )KypHaiicTKa
1 KpUTHK, BOHA 3aJUIIHMJIA YHIKaJbHHUH JITOMHUC TOMIN My3W4-
HOTO 1 TeaTpaibHOTO XUTTS YKpainu. [lo poaqnan YepkammHux
CBOT'0 Yacy YBIHIIIM BHUXOBAaHII XapKiBChKOi KOMITO3UTOPCHKOT
mKoNH: TeHianpHui Bitamii ['ydapenko (1934-2000) ta #ioro go-
YyKa, COpaBXKHS “NIOAMHA TeaTpy’, aBTOPKa MICEHb 1 MY3UKH 10
sucras Ipuna I'y6apenko (1959-2004). Ix TBopunii nopo6ok mo-
TpeOye BUBYEHHS Ta OCMHCIEHHS B HOBHX peaslisix. YTiM CBOIO
CMaJIIIMHY BOHU 3aJUIINIIN HE TIIBKA Ha CTOPIHKAX JOMHUCIB YU
y 3ByKax MapTUTYD, ajie i y CepIsIX yCiX THX, 13 KUM CIIJIKYyBaIHu-
cs1. JlrogsiHicTh, TINOOKA MOPSIHICTD, ETUYHICTD 1 (paXxoBa MPUH-
LMIIOBICTh HEBIJ'€MHI Bl IXHIX IpoQeciMHUX 3100yTKIB, AKI Ha
oMy (GYHIAMEHTI 3pOCTalIH.

Tema mam’sTi — Kiro9oBa 715 YepkamuHChKUX YuTaHb. [Ipo-
T€, YUIAaHOBYIOYH I1aM ATh BHUJIATHUX MUTIIIB, OCMHUCIIOIOYH 3Ha-



My3uka i meamp 6 ymoeax KOMyHIKayiliH020 Xa0cCy Cb0200CHH

YeHHsI 1X IPUCYTHOCTI B MPOCTOPi YKpaiHchbkoi KynbTypH, I ami
YepKkamuHcobKi YumanH, K 1 TONepeHi, BCe K TaKu HaJIAIITO-
BaHi Ha cborofeHHs. Haj3aBnaHHAM LMX MIOPIYHUX HAyKOBUX 3Y-
cTpiueil y XapKiBCbKOMY HalliOHATBHOMY YHIBEPCUTETI MUCTELITB
imeHi [. 1. KoTnsipeBChKOTO € MPOJOBKEHHSI A1aJ0Ty MiX JTOCIiI-
HUKaMU 1 IpaKTUKaMH, KU KyJbTHBYBaBCs B KOl poauHu Yep-
KallMHHX, JIe My3HKa 1 TeaTp iCHyBaJl B HEPO3PUBHUX 3B’sI3Kax,
BiII3EPKAIOIOUNCh Y PI3HOMAHITHUX NPOEKLisAX. YBara ydac-
HUKiB YnTaHb QOKYCY€ETHCS 1 HA 3HAKOBUX I MY3UKHU U Tearpy
MOCTaTsAX MUHYJIOTO Ta ChOTOJCHHS, 1 HA MOMisAX, (akTax, JAOKY-
MEHTaX — YCbOMY TOMY, [II0 HAallOBHIOE KOHKPETHUKOIO aKTyalbHi
KOMEHTapi J10 0e371i4i SBUII MUCTELTBA Ta HOTO iCTOPII.

XynoxHiil mpoiec, Mo MOTparvisie B HAyKOBUH 00’ €KTHUB, Ya-
COM BUSBIISIE TAKUH PiBEHb CKJIAIHOCTI, IO 3a€THCS CXOKUM Ha
Xa0THYHY CyKymHicTh iHdopmanii. YTiM us po3maitictb — BH-
KJIUK Ul TOCHIAHUKIB, SIK1 IIYKAIOTh 1 Mi3HAIOTH 3aKOHOMIPHOCTI
OyTTs, CCHCH Ta KOMYHIKAI[iliHi 3B’SI3KH B I[bOMY JIUHAMIYHOMY
pyci.

Xaoc, sIK CBIJUUTH CyyacHa HayKa, — HE O3HaKa HEJIOCKOHA-
JIOCTi, HE IePeIIKoAa ISl ICHYBaHHs, a yMOBa OyTTs BCiX CKIaJAHUX
cucteM. HaBps uu BapTo MporoHyBaTH HaO1p KEPyIOUUX BaXKeiB,
00 MepeKpUTH MOXKJIMBI PU3UKU IPU PO3TOPTaHHI TaKUX JUHA-
MIYHHX CHUCTeM. AJle IparHeHHs Mi3HATH 3a HemepeadauyBaHUM
¢dacagom OyTTS MOPSIIOK BUILOTO PiBHS 3aBXKIU CIIOHYKA€e A0 IO-
LIYKIB Ta PO3AYMIiB.

CaMe TakOMy YCBiIOMIJICHHIO HAasBHOI'O CTaHy pedeid y My-
3UYHIN Ta TeaTpajbHil MpakTUL 1 MPUCBIYEHO 30ipKy MaTepialiB
[T’stux YepkalIMHCHKMX 4YHTaHb. Y Ha3Bax ii pyOpuk merado-
PUYHO BHKOPHCTAHO MOHSATTS cydacHoi Teopii xaocy. Ilpu Bciit
CTPOKATOCTI T€M L€ JO3BOJMIIO CKJIACTH CBill CIOKET, Y SKOMY
My3HUKa i TeaTp OCMHCIIEHI B JUHAMIUYHUX HeNiHIlHUX nepemeo-
PEeHHsX, SKI BKJIIOYCHI B Mepexcesuil nomik, Je BiOyBarOThCS
PI3HOMaHITHI mpaHncgopmayii, CIpUUNHEH] azenmamu eHmpo-
nii. BriucaHi y Kepyrouuit KOHmyp MUCTCIBKHUX IIKLI, JUHAMIY-
Hi MpOLECH BIAKPHUBAIOTH HOB1 GIKHA MOMCAUBOCHEIL, KDPi3b SKi
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MPOCTYIIAE 3A2A0KO6UIL 6I3€PYHOK MAOYMHbO20. 3aTPOIIOHOBA-
Hi B 30ipLi MaTepiain € peakui€lo Ha MOTOYHY CUTYaLil0 B MUCTe-
LITBO3HABCTBI, 10 TOTPEOYE 3MIH HAYKOBUX RAPAOUZM, HA OCHOBI
SIKUX KOMYHIKallisi BHHHKAaE HEe BHACIIOK peali3oBaHoi cTparerii,
a 4K 11 MoYaToK.

Hamania I'oeopyxina

pexkmop XapKiecvbKo20 HAUiOHAIbHO20 YHIGEPCUMENY MUCMEYME
imeni 1. I1. Komaapeecwvkozo,

3acayicenuil 0iauy mucmeyme Ykpainu, npogpecop,

KaHOuoam mMucmeymeo3Hascmeda

ORCID iD: 0000-0003-3100-9035

FOREWORD

Today, our connections with the world are more numerous
and diverse than ever before. Music and theatre form part of this
highly complex and dynamic system, offering their own sets of
tools for navigating the existing communicative chaos. In a period
of critical complexity — when former strategies of anticipation no
longer function and long-term forecasting becomes impossible —
we attempt, despite extreme conditions, to build a future grounded
in peace and prospects for development.

We chart our course into the unknown as if guided by a
compass, maintaining a spiritual bond with our teachers. Among
them are the devoted follower of Les Kurbas, actor and director,
and founder of the Kharkiv school of stage speech Roman
Cherkashyn (1906—-1993), and his daughter Maryna Hubarenko-
Cherkashyna (1938-2024), a graduate of the Department of Music
History at our University, the founder of Ukrainian opera studies,
a historian, educator, and an outstanding figure in musical theatre.
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As a journalist and critic, she left behind a unique chronicle of the
musical and theatrical life of Ukraine.

The Cherkashyn family circle also came to include
representatives of the Kharkiv school of composition: the brilliant
Vitalii Hubarenko (1934-2000) and his daughter Iryna Hubarenko
(1959-2004), a true “woman of the theatre”, songwriter and
composer for stage productions. Their creative legacy calls for
renewed study and reflection in today’s realities. Yet their heritage
lives not only in critical writings or musical scores, but also in the
hearts of all those with whom they shared their lives. Humanity,
profound integrity, ethical commitment, and professional rigor
are inseparable from their artistic achievements, which grew upon
this very foundation.

The theme of memory is central to the Cherkashyn
Readings. However, while honoring the memory of remarkable
artists and reflecting on the significance of their Presence within
Ukrainian culture, the Fifth Cherkashyn Readings — like those
before them — remain firmly oriented toward the present. The
overarching aim of these annual scholarly meetings at the Kharkiv
I. P. Kotlyarevsky National University of Arts is to continue the
dialogue between researchers and practitioners that was cultivated
within the Cherkashyn family, where music and theatre existed in
an inseparable relationship, reflecting one another across multiple
dimensions.

The focus of the Readings encompasses both iconic figures
of music and theatre, past and present, and events, facts, and
documents — everything that lends specificity to contemporary
interpretations of the many phenomena of art and its history. When
examined through a scholarly lens, the artistic process at times
reveals a degree of complexity that resembles a chaotic accumulation
of information. Yet this diversity constitutes a challenge for
researchers seeking to discern patterns of existence, meanings, and
communicative connections within this dynamic movement.

As contemporary science demonstrates, chaos is not a sign
of imperfection nor an obstacle to existence, but a condition
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inherent to all complex systems. It would hardly be appropriate
to propose a set of control mechanisms to eliminate potential
risks in the unfolding of such dynamic systems. Nevertheless, the
enduring desire to perceive a higher-order structure behind the
unpredictable surface of being continues to inspire inquiry and
reflection.

It is precisely this understanding of the current state
of musical and theatrical practice that underlies the present
collection of materials from the Fifth Cherkashyn Readings. The
section titles employ metaphors drawn from modern chaos theory.
Despite the diversity of topics, this approach has allowed the
volume to develop its own narrative, in which music and theatre
are interpreted through dynamic, non-linear transformations
embedded within a networked flow, shaped by agents of entropy.
Integrated into the guiding framework of artistic schools, these
dynamic processes open new windows of opportunity through
which the enigmatic pattern of the future begins to emerge.

The materials presented in this collection respond to
the current situation in musicology and theatre studies, which
calls for shifts in scholarly paradigms — paradigms in which
communication arises not as the outcome of an implemented
strategy, but as its very point of departure.

Nataliya Govorukhina

The Rector of Kharkiv 1. P. Kotlyrevsky National University of Arts
PhD in Arts Studies, Full Professor,

Honored Art Worker of Ukraine,

Corresponding Member of the National Ukrainian

Higher Education Academy

ORCID iD: 0000-0003-3100-9035
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«TPAHC®OPMAIIII»
«TRANSFORMATIONS»

3ocim Onvea Jleonioiena
O00KMOp MUCMeymeo3Haecmea, npogecop,
npocgecop Kagheopu my3uuHo20 mucmeymasd
Hayionanvhoi akademii kepignux xaopis Kyibmypu i Mucmeyms
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3BYKOBHUI JAHJIIIA®T TPATEJIT «OPECT»
EBPUIIIJA B IOCTAHOBII OXFORD ANCIENT
LANGUAGES SOCIETY

Kniouogi cnosa: meampanvhe mucmeymeo, mMy3uune mucme-
ymeo, oasnvocpeyvkuii meamp, «Opecmy Eepunioa, mysuuna pe-
KOHCMPYKYisi 0asHboepeybkoi mpaezedii, Oxcghopocvie mosapucmeo
0aBHIX MOB.

Oxcdopacbke ToBapuctBo aaBHix MoB (The Oxford Ancient
Languages Society) [2] € CTYOEHTCHKOIO aKaJeMiqHOIO CHiIbHO-
TOI0, TiSTBHICTH SKO1 CIIPSIMOBaHA HA BUBYCHHS AaBHIX MOB 3a J0-
MOMOTOI0 aKTHBHOTO METOJy, SIKHH Tepeadauae MOBHE 3aHYpEH-
Hs B MOBHUH KOHTEKCT. OJHMM i3 HaMIIKaBIIIUX MPOEKTIB TOBA-
PHUCTBa, KU € pe3ylbTaToM CIHIBIpali CTYACHTIB, HAYKOBIiB Ta
MUTIIB, cTajla mocrtaHoBKka Tparenii «Opect» EBpumina MoBoio
OpHUTiHANy 3 PEKOHCTPYKII€I0 My3WYHOI YaCTHUHH, sika BifOymacs
B nucronai 2024 poky. OcKiIbKH MPOEKT 0a3y€eThCs Ha MOTYKHO-
My HayKOBOMY MiATPYHTi, HOMY MpHCBsiU€Ha clieliajbHa CTOpiHKa
Ha CaiTi TOBapUCTBa B OKPEMOMY PO3JIiii, Jie 310paHo BCcio 0a30By
iH(popMallito, MOYMHAIOYHN BiJ OMHCY 0araTOBUMIpHOCTI CMHCIIB
Tpareaii «Opecra» EBpumiga i 3akiH4yOUd MiAXOAaMHU MIONO pe-
KOHCTPYKUIi i1 My3U4HOT CKJIa0BOi.

[TomToBXOM 171 CTBOPEHHS MY3WMKH BHUCTaBU CTalla 37iHi-
caena y 2017 poui npodecopom Apmanom /I’ Anrypom (Armand
D’Angour) pekoHCTpYKIList My3u4HOTro (parmeHty 3 «Opecray
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Espunina [1] Ha ocHoBi psakiB 338—344 antuctpodu xopy, 10
SIKOTO 30epirmacs My3u4Ha HOTalis HaJl TPEIbKUMHU JIiTepaMu, 10
Oynu 3anucani Ha mamipyci npuoauzno 200 poky 10 H. €., SIKUH
HUHI 30epiraeTbcsi B ABCTpiiiCbKiN HalioHaNbHINA Oi0mioTeni y
Bigni. ¥ BucTaBy, My3uKy A0 sKoi cTBOpmIM cTyneHTH Oxcdop-
ny Hixonmac Pomanoc (Nicholas Romanos) ta ber I[lapkep (Beth
Parker), ueli kopoTkuii ¢pparmMeHT OyJn0 BKIIOYEHO, OJHAK BiH HE
CTaB IIGHTPAJIbHUM Yy MY3HUHIiH IpaMaTyprii BUCTaBH, aJpke Horo
3BYYaHHSI TPUBAE JHIIE 2,5 XBUIMHHU, TOAL K YCs My3U4Ha MapTH-
Typa Mae 3arajbHUAN Yac 3By4aHHs, 10 JOPIBHIOE ITiB TOAWHU NPU
3araljibHii JJBOTOJIMHHINA TPUBAIOCTI CIIEKTAKIIIO.

[TocranoBka «Opecta» Xo4a i € CTyIEHTCHKOIO, BOHA € Lij-
KOM CaMOJIOCTaTHIM XYJOXKHIM SIBHIIEM SIK y CIEHIYHOMY, TaK i
MYy3UYHOMY DILLEHHSX, a 11 11e€10 € MakCuMaJlbHEe, HACKIIBKH 1Le
MOJKJIMBO, HAOMMKEHHS 10 atMocdepu adiHCHKUX CBSAT, A€ I Tpa-
reqis Buepuie Oyna moctasiieHa. | xoua Oyno HEMOKIHMBO MOBHiC-
TIO BIITBOPHUTH BCi elleMeHTH BUcTaBu 408 poKy N0 H. €., KOJIU
eBpumiziBcbkoro «Opecta» Oyiio Bhepiue MOKa3aHO Isjadam,
y Hill € 0araro eneMeHTiB, sIKi HAOMMKaIOTh ii 10 aBTEHTUYHOTO
JaBHBOTPELILKOTO TeaTpy: BUCTaBa iijie MOBOIO OpUTiHANY (Iysinad
MOJKE CIiAKYBaTH 3a 3MICTOM Tparelii 3aBAsSK{ aHIIIHCBKOMY Iie-
pexiany, o TPaHCIIOEThCS Ha €KpaHi, a 10 BigeoBepcii 1oaaHo
CYyOTHTpH), aKTOPH TPAIOTh Yy MacKax, a My3uKa MOCiJae BaKJIHBeE
Micle B My3W4HiH npamatryprii. BUKOHaBCbKHMI CKllag My3WKaH-
TiB BIJITOBIJIa€ TPAIUIIISM JTaBHHOTPEIILKOTO TEATPY: XOP i COTICTH
CHIBaIOTh IiJ] CyNpoBij aBiioca (MapTilo aBjioca CTBOPUB Ta BUKO-
HaB Binomuii aBneruct Kamrym Apmctponr (Callum Armstrong)),
a MeJoAil BiAMOBIJAIOTh JaBHBOTPEILKIN JIaOBil CUCTEMI, CTBO-
pIOIOYM yHIKaJbHUH 3BYyKOBHH naHamadT. He moxxHa He moOauu-
TH B MOCTaHOBLI ¥ Moan@ikamii: CIEKTaKiIb BUKOHYBaBCS HE Ha
BIIKpUTOMY MPOCTOPi, a B 3aKPUTOMY NPUMIIICHHI, BUKOHAHHS
KiHouMX napTii (i HaBiTh maptii OpecTta) BiBEIEHO KiHKaM, TOII
K B JIaBHBOTPELBKOMY TeaTpi yci poiii rpaiu 4oioBiku. OnHak
BHCTAaBa BPaXKae CBOEI0 EHEPreTHKOIO 3aBASKH MOCTaHOBLI MOBOIO
opurinaiy, cueHorpadii Ta KocToMaM, 110 OyJIH peTeabHO pO3po-
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OJieHI BIAMOBIHO IO aHTUYHUX JDKEPEs, aBTCHTHYHIH MY3UYHIH
CKIIafoBili. BapTo Bim3HAuuTH, 10 OLIBINICTH, SKIIO HE BCi BU-
KOHaBIli, HE € aKTOpaMu ab0 My3HKaHTaMH, iX OCHOBHHHU (ax —
JlaBHI MOBH, IPOTE 1X BUKOHAHHS € IIJIKOM mpodeciitHuM, xoua i
HE iZeallbHUM Yy BCiX YacThHaxX BHcTaBH. OCOONHMBO Bpakae Jier-
KIiCTb, 3 SIKOI0 BOHH MPOTOJOUIYIOTH MOHOJIOTH Ta BEAyTh Aialio-
I'M Ha CIEHI JaBHHOTPELBKOI0 MOBOIO. YTIM Lie HE UBYE, aKe
O1pIIiCcTh aKTOPiB € uwieHaMu OKC(HOPACHKOTO TOBAPHCTBA AaBHIX
MOB, 1 6araTo 3 HUX HE JIMILE YUTAIOTh 1aBHBOTPELBKOIO, a i PO3-
MOBJIISIIOTH Hero. Haromocumo, 1o jiuine cTyJeHTChKa CHibHOTA,
sKa HEe M€ MPSMOTO BiIHOIIEHHS 0 TeaTPaJbHOTO Ta My3UYHOTO
MUCTENTBa, 3MOIJIa 3BAYKUTHUCS Ha IOCTAHOBKY, SIKa IIPU3HAUYEHa HEe
JUTSL INUPOKOi myOmiku, a st 01kl By3bKoi ayauTopii, Mo Iika-
BUTBCS PI3HUMH XyJOKHIMH eKCliepuMeHTaMu. Jlesiki mopcTKoCTi
B ayJialbHOMY DPsJli HAJAAI0Th CIEKTaKIIO IUPOCTi i MpaBANBOCTI,
aJpKe TOJIOBHE — II€ €HEPreTHKa, sKa TPUMAaeE Iisfada B Hampysi
JI0 KiHIISI BUCTABH.

My3u4uHUi KOMIIOHEHT B OKC(OpAChKii mocraHoBmi «Opec-
Ta» € BarOMHM 1 MOCi/1a€ YBEPTh 3arajibHOTO Yacy BUCTaBH. BoHa
HaJiuye JeB’sTh HEPIBHOMIPHHX 32 00CATOM MY3W4HHX (pparmen-
TiB, OUTBIIICTh 3 SKUX MPHIAJAE HA IPYTy MMOJOBUHY CIIEKTAKIIO.
VYci BoHM € aBTOpCchbKoIo My3ukoro Hikonaca Pomanoca Ta bet Ilap-
Kep, KpiM 3raflaHoro BHUIIE XOpY, PEKOHCTPYHOBaHOIO ApMaHOM
JI’Anrypom Ha ocHoBi namipycy 200 poky mo H. e. Sk 3a3Hauae
Hikonac Pomanoc, yci MoMeHTH Oynu peTenbHO 00rpyHTOBaHi 1 Oa-
3yIOTbCS Ha JKEpeiax, 1o MOXOAATh 3 aHTHYHHUX 4aciB. JleTanbHo
TBOPLSIMU BHCTaBHU OyJI0 PO3MHUCAHO OMMC PEKOHCTPYKLIT epIIOro
Xopy «Ziyo olya, Aemtov {yvog apPoing tibete, un kromeit’» («Tu-
xinre, TUXile, 3aJUIIaiTe TOHKUW CIIIJ BiJl CBOTO YepeBHKa, HE
BHapsiiTe») (psaxu 140-206), ne My3udHe pilieHHs OyJa0 MPOAMK-
TOBaHO CiokeToM: Ejextpa, mepelimatouncs 3a gonto O6para Opec-
Ta, BCTyNae y Aiallor 3 XOpoM, Oyiararodu iX FOBOPUTH SIKOMOTa TH-
xime, o6 foro He po30yauTu. Yei inmi Homepu Hikonac Pomanoc
HE KOMeHTYe. ToMy 3yImMHHMOCS Ha JIBOX 13 HUX, SKI € HAWOIIbII
PO3JIOTUMHU 1 POPMYIOTH 3arajibHUi My3UUHUH TaH AT BUCTABH.

V Yepkawuncoki uumanus

OpHUM 3 HAWJOBIIMX MY3HYHUX HOMEPIB € Xop Ta cono Enek-
tpu («Kotdpyopor stevoypdv, @ Ielaoyio, Ti0eica Aevicdv dvoyo
1 mopnidwvy» («S moumHaro ronocinus, o Ilemacrie, Bcrpomitsito-
4M CBi O1nMid HITOTh Y OKY») (paaku 960—-1012), sixa € peakuieto
Ha Te, U0 BOHA i i Opar mpupeueHi Ha cMmepThb. Llelt gpparment
BKJIIOYa€e cTpody i aHTUCTpOody XOpY, a TaKOK MOHOJOT (MOHO-
nito) Enextpu, y sIKOMy BOHa pO3IOBia€ MpO MPOKIATTS POLY
Atpunais. lle oxHa i3 ApamMaTWYHHMX KyJbMiHaWii TBOpY, ii Tpare-
NiAHICTE 0COOMMBO mijcuioe My3uka. [lonpu Te, mo B m’eci He-
Ma€ >KOAHOTO MO3UTHUBHOTO MEpCOHa)ka, EBpumia He 3ManboBye
repoiB sIK KapuKaTypH, a MOKa3ye BiAMOBIIHO IO MEpUIETiH cro-
JKETY SIK JTFOJIEH, 10 CIIPOMOJKHI He JInIIe Ha 0e3riy3/i BOMBCTBA,
a ¥ mmboxi mepexuBanHsa. BokanbHa napris Enextpu € cxman-
HOIO: BOHA JOCTaTHHO TPUBAJaA 32 YACOM, OXOIUIIOE IIUPOKUH Jia-
[a30H, MeJIoliss Mae Oarato CTpUOKiB, Y TOMY YHCIi Ha TPUTOH,
y Hill € Moxmymsmii, mo Oyln 03HaKoI HOBOI aiHCHKOI MY3HKH,
MpeacTaBHUKOM sikoi OyB EBpumin, mpu nupoMy BoHa € JOCTaTHBO
MOBLJILHOIO 32 TEMIIOM, a ii eMOIliiHICTh TIHO0KO cTpuMaHa. Mo-
HoJyor EnexTpu, KUl 3By4HTD ITiJ CyIIPOBiJ aBjioca, AajJeKuil Big
Cy4YacHHX MY3MYHUX (popM, BiH Onvkumii 10 GonbKiIopy, 30KpemMa
JKaHpy TOJIOCiHb, X04a LS aHaJoTisl TEX € JIOBOJNI Jasiekoro. AB-
TOPHU PEKOHCTPYKLIi HEe MParHy/ix MOBHICTIO BiATBOPUTU MY3UYHY
armoctepy JaBuix AdiH, a nuie HaOMU3UTH 10 HEl, 1, HA Haly
IYMKY, 1Ie BAAJIOCs, aJyke My3U4HE PIIIEHHS XO4a 1 3BY4HTb AJIs
Cy4YacHOTO ByXa JeIl0 OAHOMAaHITHO, Ul TUX 4YaciB Oyno ¢gopmoro
BHUPaKEHHS €MOLill uepe3 My3HKY.

Jpyrum po3J10ruM My3WYHUM HOMEPOM € MOHOJIOT paba-¢pi-
rifiug (psagku 1369—-1502), y axoMy BiH OmoBigae mpo BOMBCTBO
€nenu, ska y cBiif yac crana npuunHO0 TposHchkoi BiiiHuU. Llei
MEPCOHAX € APYTOPSIAHUM, oflHAK EBpunia npuainse iiomy 3HauHy
yBary, aJke BiH € OTOBiIa4yeM OJHOTO 3 KIIFOYOBHUX €ITi30J[iB Tpa-
renii. @pirienps € KOMiYHUM IEPCOHAXKEM, 1 HOT0 Ba)KJIMBa POJb Yy
apamMartyprii ctana HoBauieto EBpunina. Ilapris ¢piridiusg € cknana-
HOIO 32 paXyHOK LIMPOKOTO Jiana3zoHy, CTPUOKIB Yy MeJoAii, Moay-
JISALIM, 3MIHU TEMITiB, arOT1YHUX BiIXWJICHb BiJl OCHOBHOTO TEMITY,
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PO3CIIiBIB, SIKi JOBOJI PiJKO OyBa¥ B JaBHBOTPEILKI My3HIIi, 110
OyJa TicHO MMOB’sI3aHa 3 METPUKOIO Bipllla, OAHAK TAKOXK TPAIUISIIH-
csl, 10 3aCBiAYEHO B JAaBHBOTPELBKHUX TEKCTaxX. BUKOHaHHS poi
¢piriliusg BUMarae i akTopchbkoi MaiicTepHOCTI, ajyKe HOT0 MOHO-
JIOT — II€ PO3JIOTa OIMOBigb CXBUJIHOBAHOI JIIONMHHU, BOHA PSICHIE
JeTalsIMU 1 moTpedye BiMOBIAHOTO BiATBOPEHHS HE JIMIIE B MY-
3WIli, a U B aKTOPCHKid Tpi. Ko MoHonor Enekrpu y My3udHO-
My naHgmadTi BUCTaBH € TPATiYHOIO KYJIbMIiHAII€0, TO MOHOJIOT
¢Gpiridusg — KOMiYHO-APaMaTUYHOIO, 1e KOMIYHHI MEPCOHAX PO3-
nosigae npo Apamarnyui noxii. [Ipu upbomy oOuABI My3u4Hi Bep-
IIMHU € OJNIM3BKUMH LIOI0 BUKOHABCHKOTO CKJIay (CONBHMI CHiB
i CynpoBiA aBioca) Ta J1ag0BOTO PillleHHS.

He mMoxHa TOBOPUTH NIPO MY3UMKY BHCTaBH, OMHUHAIOUM ii 3a-
BepuieHHs. Cy4acHUH clayXad OYiKy€ BiJl MY3UYHOTO CIIEKTaKIIIO
MacIITaOHOTO 3aBEpIICHHS, Y SKOMY MYy3WKa IiJICYMOBYE PO3BH-
TOK Jii, HaBiTh AKIIO BOHA He NepeadaueHa Apamaryprom. ¥ Bu-
ctaBi OKchOpACHKOTO TOBAPUCTBA JaBHIX MOB KiHEIb BUCTAaBH Y
MY3UYHOMY IUIaHI € TAKUM K€ HECIIO/IiBaHUM, sIK 1 po3B’si3ka B EB-
punina. IlosiBa AmonsoHa, sIKHH Mporoyiouye noito 0oriB, — 1e
HE MpocTo ApaMaTypriyauid npuitoMm Deus ex machina, mo gormo-
Marae BUPIIIUTH CIOKETHY KOJi3il0, Ky HEMOXKIMBO PO3B’S3aTH.
Lle cBoro poxy ipoHis nIpaMatypra i Haj cioKeTaMu MiQiB, 1 Hax
Ooramu, eroicTUYHI HaMipH SKUX NPU3BOAATH J0 Tpareldiil Ta ja-
MAaloTh JIOACHKI A0Mi. Y BHCTaBi My3WYHE 3aKJIIOUCHHS € Hal3BH-
YaifHO CKyNHMM: IPOMOBa ATIOJJIOHA € HE CIiBOM, YOTO, MOXKITUBO,
OYiKyBaB IMIsiAa4, a PUTMI30BaHOIO JEKIaMaIi€l0 Y CYNpPOBOJi aB-
Jloca; OCTaHHI YOTHPH PSAKH TEKCTY CIiBa€ HE BECh XOp, a JIUIIe
Horo xopudeii, TaM caMuM poOISTuUM (iHaN He3aBEpLICHUM, Bif-
KPUTHM.

OTtxe, nocranoBka «Opecrta» Epuniga Oxcopackkum To-
BAapHCTBOM JaBHIX MOB € Ba)KJIMBHM BHECKOM Y PEKOHCTPYKLIIO
JaBHBOTpeUbKoi Tparefii y il My3uYHO-ApaMaTHYHOMY BHUMIpi.
Maemo Hafito, I10 3 YaCOM aHTHYHA MY3HKa, Y TOMY YHUCJIi 1aBHBO-
rpelpKa Tpareisi, CTaHyTh YaCTUHOIO MUCTEIBKOTO KUTTS — KOH-
LEPTHOTO I TeaTpajabHOro, SIK HUHI CepeJHhOBIUHA Ta PEHECAHCHA
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My3HKa, BUKOHAHHS SIKUX II[€ CTO POKIB TOMY OYyJI0 €KCKIFO3UBHOIO
MOJII€I0 1 BPaXKaJIo CIyXadiB CBOEI HE3BUYHICTIO.
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The Oxford Ancient Languages Society is a student-based
academic community whose activities are dedicated to the study
of ancient languages through an active method that presupposes
full immersion in the linguistic environment. One of the Society’s
most remarkable projects — emerging from collaboration between
students, scholars, and artists — was the performance of Euripides’
tragedy Orestes in the original language, accompanied by a recon-
struction of its musical component, presented in November 2024.
Owing to its solid scholarly foundation, the project was given a
dedicated section on the Society’s website, where comprehensive
information is gathered, ranging from interpretations of the trag-
edy’s semantic multilayeredness to approaches employed in recon-
structing its musical dimension.
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The impetus for creating the musical component of the per-
formance was the reconstruction of a musical fragment from
Euripides’ Orestes by Armand D’ Angour in 2017, based on lines
338-344 of the chorus’s antistrophe. This fragment survives with
musical notation written above Greek letters on a papyrus dated to
around 200 BC, now preserved in the Austrian National Library in
Vienna. In the Oxford production, for which the musical score was
composed by students Nicholas Romanos and Beth Parker, this
fragment was incorporated; however, it did not occupy a central
position within the musical dramaturgy, since its duration is only
approximately two and a half minutes, whereas the complete musi-
cal material amounts to nearly thirty minutes within a total perfor-
mance length of two hours.

Although the production of Orestes is a student initiative, it
constitutes a fully autonomous artistic phenomenon in both its
scenic and musical solutions. Its guiding idea was to approximate,
as closely as possible, the atmosphere of the Athenian festivals at
which the tragedy was originally performed. While it is impossible
to reconstruct in full all the elements of the 408 BC staging of
Orestes, the Oxford production incorporates several features that
bring it close to the conventions of ancient Greek theatre: perfor-
mance in the original language (with English surtitles projected
during the live production and subtitles added to the recorded
version), the use of masks, and the central role assigned to music
within the dramatic structure. The ensemble of performers corre-
sponds to ancient Greek theatrical tradition in that the chorus and
soloists sing accompanied by the aulos. The aulos part was created
and performed by the renowned aulete Callum Armstrong, and the
melodic material follows ancient Greek modal systems, thus gen-
erating a distinctive soundscape.

Certain inevitable modifications must nevertheless be noted:
the performance takes place in an enclosed space rather than an
open-air theatre; female performers portray female roles and even
the role of Orestes, whereas in antiquity all roles were performed
by men. Despite these departures from historical practice, the pro-
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duction is striking in its intensity, driven by the use of the original
language, scenography and costumes carefully designed in accor-
dance with ancient sources, and the convincing musical compo-
nent. It is particularly noteworthy that most of the performers are
not professional actors or musicians; their primary field of study is
ancient languages. Nonetheless, their performances are persuasive
and often highly accomplished, even if not flawless in every detail.
The ease with which monologues and dialogues are delivered in
ancient Greek is especially impressive, though hardly surprising,
given that many members of the Oxford Ancient Languages Soci-
ety not only read ancient Greek but also actively speak it. It should
be emphasized that only a student community with no direct insti-
tutional affiliation to theatrical or musical professions could under-
take a project addressed not to a mass audience, but to a narrower
circle interested in experimental artistic forms. Certain roughness
in the sonic dimension lends the performance sincerity and cred-
ibility, since it is precisely this energetic immediacy that sustains
the viewer’s attention until the end.

The musical component in the Oxford staging of Orestes is
substantial, occupying approximately one quarter of the total du-
ration of the performance. It consists of nine musical numbers of
varying length, the majority of which occur in the second half of
the play. All of them are original compositions by Nicholas Ro-
manos and Beth Parker, with the exception of the chorus fragment
reconstructed by Armand D’ Angour from the 200 BC papyrus. As
Nicholas Romanos has noted, each compositional decision was
carefully reasoned and grounded in ancient sources. The creators
of the production describe in detail the reconstruction of the first
chorus, «Xlya olya, Aemtov iyvog apPoOAng tibete, pun ktumeit’»
(“Quietly, quietly, set down the light trace of your shoe, make no
noise”, lines 140-206), whose musical conception is dictated by
the dramatic situation: Electra, anxious about Orestes’ condition,
urges the chorus to speak as softly as possible so as not to awaken
him. Romanos does not comment on all other musical numbers;
therefore, particular attention will be paid here to two extended
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sections that shape the overall musical landscape of the perfor-
mance.

One of the longest musical numbers is Electra’s choral-lyri-
cal scene («Kotdpyopor otevayuov, @ Helaoyio, Ti0sico Aevkov
Svuya 010 Topnidmvy — “I begin my lament, O Pelasgia, digging
my white nail into my cheeks”, lines 960-1012), which responds
to the realization that she and her brother are condemned to death.
This section comprises a strophe and antistrophe sung by the cho-
rus, together with Electra’s monody, in which she reflects on the
curse of the House of Atreus. It represents one of the tragedy’s dra-
matic climaxes, whose emotional intensity is significantly height-
ened by the music. Although there are no unequivocally positive
characters in the play, Euripides avoids caricature, presenting his
figures as individuals capable not only of senseless violence but
also of profound emotional experience. Electra’s vocal part is espe-
cially demanding: extended in duration, wide in range, marked by
frequent leaps — including the tritone — and enriched by modu-
lations characteristic of the so-called “new music” of late classi-
cal Athens, of which Euripides was a leading representative. At
the same time, the tempo remains relatively slow, and emotion-
al expression is restrained. Accompanied by the aulos, Electra’s
monody is distant from modern musical idioms and bears a closer
affinity to lament traditions, though even this analogy remains ap-
proximate. The authors of the reconstruction did not seek a literal
recreation of ancient Athenian musical practice but aimed instead
to approximate its expressive logic — an aim that, in our view, was
successfully achieved, even if the resulting soundscape may strike
modern listeners as monotonous.

The second large-scale musical number is the monologue of
the Phrygian slave (lines 1369-1502), who recounts the murder
of Helen — an event that had once precipitated the Trojan War.
Though a secondary character, the Phrygian occupies a crucial po-
sition as the narrator of a pivotal episode. His comic nature consti-
tutes one of Euripides’ dramaturgical innovations. Musically, the
Phrygian’s part is complex: it encompasses a wide range, frequent
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melodic leaps, modulations, changes of tempo, agogic deviations,
and chant-like passages. While ancient Greek music was closely
bound to poetic metre, such expressive flexibility did occur, as tes-
tified by ancient sources. The role also demands considerable act-
ing skill, as the monologue depicts an agitated, loquacious figure
whose extended narrative requires nuanced dramatic embodiment.
If Electra’s monody constitutes the tragic climax of the musical ar-
chitecture, the Phrygian’s scene forms a comic-dramatic climax, in
which a comic figure recounts tragic events. Despite their contrast-
ing affective content, both musical peaks are similar in terms of
performing forces — solo voice with aulos accompaniment — and
modal organization.

No discussion of the musical dimension of the performance
would be complete without addressing its conclusion. Contem-
porary audiences often expect a musically expansive finale that
summarizes the dramatic trajectory, even when such an ending is
not prescribed by the original playwright. In the Oxford produc-
tion, however, the musical ending is as unexpected as Euripides’
dramatic denouement itself. The appearance of Apollo, who an-
nounces the resolution of events, functions not merely as a Deus
ex machina, but as a subtle authorial irony directed at both mytho-
logical narratives and the gods whose self-serving actions produce
human catastrophe. Musically, the ending is strikingly restrained:
Apollo’s speech is delivered not as song but as rhythmic declama-
tion with aulos accompaniment, and the final four lines are sung
only by the coryphaeus rather than by the full chorus, leaving the
conclusion deliberately open and unresolved.

Thus, the performance of Euripides’ Orestes by the Oxford
Ancient Languages Society constitutes a significant contribution to
the reconstruction of ancient Greek tragedy in its musical and dra-
matic dimensions. One may hope that, in time, ancient music — in-
cluding the musical theatre of ancient Greece—will reclaim a place
within contemporary concert and theatrical life, much as medieval
and Renaissance music has done. A century ago, performances of
early music were rare and perceived as strikingly unfamiliar; today
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they form an integral part of artistic practice. A similar future may
yet await the soundscapes of ancient tragedy.
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Y ITOJIOHI MAHOH JIECKO
(I'i 0e Monaccan, Ilonv 0e Cen-Bikmop, Anexcanop Hdioma-cun,
. D.E. Obep, )K. Maccue, /[ic. Ihyuuini)

Knrouoei cnosa: Manon Jlecxo, abam Ilpeso; /I. @. E. Obep,
HKiwonoe Maccue; /orcakomo Tlyyuini;, Ianc Bepuep Xenye; myzuuna
inmepnpemayis 1imepamypHoco 00pasy; e8oaoyis HCiHouo2o 0bpa-
3y, IHMOHAYIUHO-00paA3Ha cucmema, JimepamypHe nepuiooxcepeio
6 onepHomy mucmeymsi, peyenyis croscemy Manon Jlecko.

Ot yxe Maibke TpHCTa POKIB JIIOACTBO HaMaraeThCsl po3raja-
T cekper ManoH Jlecko. [i 30BHiMHICTE HijE TOKIATIHO HE OMUCa-
Ha, 1 MPO BpPOAY TepOiHi BapTO JHUIIE 370TaayBarucs. BogHouac ii
YyTTEBICTh, MPUCTPACTH 1 HIKHICTH 0aratopa3oBo i mepedibIIeHo
JIEKJIapYy€eTHCS: YC1 YOJIOBIYI MEPCOHaXKI B pOMaHI HEMUHYYE 3a4apo-
BYIOTbCA MaHOH 1 mOTparsioTh y i mojoH. CamMe 3a 1i He3HaTHUM
iM’sIM 1 3HAIOTh Terep (paHIy3pKoro nmuchMeHHuKa abara [IpeBo,
monpu 0araTOTOMHHUE TBOPYUU CIAJOK.
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Tak, onHUM 13 HallsICKpaBilIMX 3pa3KiB MCUXOJIOTIYHOTO poMa-
ny XVIII cropiyus crana «lctopis kaBanepa ae ['pie i Manon Jlec-
ko» A. @. IIpeBo, Hanucanuii apropom y 1731 pori.

Kapanep ne I'pie, apucTokpar, 4Me >KATTA 37aMajiocsi yepes
CHJIHE TOYYTTS, IIO PAlTOBO OXOMWJIO HOTo, MpEeACTaBICHUN B
poMaHi BpaziauBuUM i OmaropogauM. OnHaK, TOMPU PETEIbHY «IIPO-
MUCaHICTh» TEpPCOHaXKa, yBary B POMaHi C(OKYyCOBaHO Ha HOTO
koxaHiii — Manon Jlecko. Lle Bursgae 3aKkoHOMIpHUM, OCKUTBKH
BCSl PO3MOBIIL 30CcepeKEHa Ha [0 IOHOT repoiHi — TaK camo, sIK
JYMKH 1 BuMHKH camoro je ['pie. Toxx Mo)KHa TOBOPHUTH TPO Te, 110
00pa3 ToJI0BHOI TepoiHi HAIIPABJIsi€ IHTPUTY KHHUTH 1 BIIMBAE HA PO3-
BHTOK JIOJIi TEPOSL.

O0pa3 MaHOH TpeACTaBISEThCS 3HAYHO PI3HOMAHITHINIMM 1
OararobapBHUM. [loka30Bo, 110 TOJOBHA TepOiHs BUTICHWIA KaBa-
nepa ne I'pie 3 TMTYIBbHOTO apKylia OITBIIOCTI Cy4acHUX Heakaze-
MIYHUX BHIaHb. Y pomani npo ManoH Jlecko aBTOp naB TOHKUH
aHaJi3 *iHovoi ayuri. «BiH orojroe mepea HaMH CIIPaBKHIO, THOO-
KO 3pO3yMIiJy, JIETKOBA)XKHY, JIIOOJISIUY, HEMOCTIHY, HEBIpHY Ta BiJ-
JaHy Aylly KypTH3aHKHU 1 BUNTH HAC PO3YMITH BCi 1HII JKIHOY Ay,
00 BC1 BOHHM Ti€I0 YM 1HIIOIO MipPOIO CXOXKi OZIHA HA OJJHY», — IHIIIE
I'i ne Momaccas [9, c. 355].

IcTopiss yuTambKOTO, JITEPaTYpO3HABYOIO Ta MY3HMYHOTO
CHPUIHATTS pOMaHy — OKPEMHI LiKaBUH CIoKeT. Y pi3Hi nepioan
KPUTHKH BHCJIOBIIOBAIM HAMpi3HOMAHITHIIL, YacTO CylepedsIuBi
CY[DKSHHSI TIPO TOJIOBHY repoiHio'. «He 1oBoanuThCS CyMHIBaTUCS Y
BHOOPI CJIOBa AJISl BU3HAUYEHHS [[LOTO MiJJIOT0 1 Yy0BOTO CTBOPiH-
Hs1», — niucaB [lonb e Cen-BikTop. 3a ioro ciioBamu, sikou MaHoH
Oyia He HACTUIBKM BUHHOIO 1 HE HACTIJIBKM aMOpalibHOIO, TO BOHA
niepecrania Ou OyTH camor0 coOOr0 1 HaBpsJ YA MOTJIA YMHUTHU Ta-
Kuii BIUIMB. «BOHa HaJEKUTh IO TOTO POMY KIHOK — 3aHEmaaux

!'1Ile 1733 poxy, konu pomaH abara IIpeBo OyB 3a60poHEHUil, y IMCTaX J0 CBOIO
npyra, ropucTa i Jitepatopa bye, anBokar i jgitTepatop Matbe Mape 3i3HaBaBcs B
yIepe/keHOMy CTaBJIeHHi 10 00pa3y ManoH Ta ii ictopii: «/liBunHa Oyma 10 Toro
Xopoliia, o Moria 6 BiIHOBUTH B CBITI si3muHHLTBOY. | mami: «IIpoauBiThes
,,MaHoH Jlecko”, a MOTiM KMHBTE 10 BOTHIO; aJie OfUH pa3 ii mpountaru caimy [LuT.
3a: 6, ¢. 237].
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3 IHS HApOIKEHHs, — MHILIE aBTOp, — JIS SIKMX PEIliTKH MOHAc-
TUPIB 1 BIKOHHUIII TapeMiB 31aI0ThCS CIIEialbHO BUHANAEHUMU. Y
Hill HEMa€ HiYOro, KpiM cIabKOCTi 1 AUTAYOCTI, JETKOBAKHOCTI i
qyTTeBOCTI. <...> BoHa #ijie 1 moBepTaeThCs, pO3PUBAETHCA 1 Binda-
€TbCS1; ceplie 30epirae Ui KOXaHIs, a TiJI0 BiAgae nepoMy-JIimiio-
My. <...> BoHa norpiOHa Ham, K JliBa HACOJIO/, 1 BOJHOYAC, SIK JiBa
ckopbotm» [11, c. 308-314]. Came B ubomy 1. Cen-Biktop BOayae
TaeMHUI0 ManoH Jlecko.

Anekcannp [lroMa-cuH, SKUil HalmuMcaB HE MEHII 3HAUYIIHA
HIeieBp, MPUCBAYCHUH MTH000B1 KypTu3aHku («/lama 3 kamemisMu»),
NPUCBATHB MaHOH NPOHUKIMBUE qudipamO y mepeaMoBi 10 BUAAH-
Hs 1875 poky: «Tu — IOHICTB, TH — YYTTEBICTb, TH — >KaJaHHS,
TH — Bifjpaja i BiuyHa crokyca ais 4onoBikiB». [Ipo koxanoro Ma-
HOH J{toMa BIITyKy€TbCs 3 4aCTKOIO ipoHiyHOTO criBuyTTs: «lIllo 3a
HEBHUEPITHE HKEPENIO JKEPTB, CaMOBiIIaHoCTi, BcenporueHHs! Lei
JIUBAaK CTA€ HEBASYHUM CHHOM, BIPOJIOMHHMM JPYTOM, BiH IIaxpaw,
BiH yOuBIs! AJie loMy Bce mpouiaent: Bid koxae. BiH 3pamkye BciM;
MaHoH BiH He 3paJKy€ HIKOJIM; BiH aHi Ha MUTb HE MepecTae TyMa-
Tu nipo Hei» [Lurt. 3a: 6, c. 243].

3naBenb kiHouoi nymi i ne Monaccan, sikuii He MeHIe 3a-
XOIUTIOBABCS LI€I0 YapiBHOIO JKiHKOIO, icaB: «ManoH Jlecko, Hali-
JKIHOYHIIIA 3 YCiX, MPOCTOAYIIHO-TyKaBa, 3paulnBa, Jo0ms4a, 3B0-
pYLLUINBA, JOTenHa, HeOe3neyHa i uapiBHa» [9, c. 281]. A. @. Ilpego,
Ha HOro AyMKY, BIATBOPHUB yce, IO € HAWO1IbII 3aXOIIMBOTO, TIPH-
BaOJIMBOTO 1 HU3BKOTO B JKIHKaX?.

«MaHOH — KiHKa y TOBHOMY PO3yMiHHI CJOBa, caMe Taka,
KO0 3aBKIM Oyrna, € i Oyae jKiHKay, — 3ayBaxye aBTop «Muioro
apyra» [9]. I Bogrowac I'i ne Momnaccan Ha3uBae MaHOH XUTpUM
3BIpOM, 30BCIM MM0O30aBJICHUM 3/IaTHOCTI 1O BUTOHYCHUX IMOYYTTiB:
«lle moBHa cymepeyHOCTEH, CKIajHa, MiHIMBa HATypa, LIUpa, MOo-
pouHa, ane npuBalivBa, 31aTHA Ha HE3PO3YMUIl MOPHMBH, Ha He-
30arHeHHI MOYyTTs, KyYMEIHO PO3BXKJIMBA 1 MPSMOAYIIHA Y CBOIH
3JI0YMHHOCTI 1 BOTHOYAC HA/I3BUYAHHO IPUPOAHA. SIK BiAPI3HAETHCS

2T'i e Monaccan y cBOiX HOBENaX i JIiTepaTypHO-KPMTHYHHUX MpallaX HE pa3 BU-
CJIOBITIOBAB CBO€ CTaBJICHHS 10 iHOK. J{uB.: [3, 4, 9, 10, 11].
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BOHA BiJ| IITYYHUX 3pa3KiB YECHOTH ¥ PO3IYCTH, HACTUIBKH CIIPO-
LICHO BUBEICHUX CEHTHMEHTAJLHUMHU POMaHiCTaMH, sIKi JyMaroTh,
IO 1[I XapaKTepHi THUIH, HE PO3YMIIOUH, SIKOIO 0araToCTOPOHHBOIO 1
MIHJIMBOIO OyBa€ JrofchKa ayiia...» [9, c. 283].

UYepes cTo pokiB micis myomikauii TBopy abata [IpeBo BUXOIUTD
nepura My3udHa iHTeprperanis icropii Manon. Tak, y 1830 poui
Bigomuii Qpanuy3pkuii komnozutop @. 'anesi mume Oaner «Ma-
HOH Jleckoy. 3rofom, uepe3 HIiCTHAISTh POKiB, y 1846 porli cTBO-
PIOIOTBCS OasieT 3 My3UYHHM CcynpoBogoM Binuenno bemtini, a y
1852 poui — Mariacom Tpebinrepom. O0pa3 MaHOH 3’SBISETHCS
1y (opTemniaHHUX, BOKAJIbHUX Ta OPKECTPOBUX JKaHpaX: IIAHCOH
«Manony» Ilons [ispi (1885); m’eca mist dopremiano «JIuct 10
Manon» Epnecra Xumne (1896); mancon «MaHOH, IO CMi€Thb-
csi» Exxena Poci «Manon la rieuse» (Eugene Rosi (1909); my3uka
JUIsL TeaTpajibHO1 BUCTaBU «MaHOH, ralaHTHa AiBYMHA» PeitHanbro
Xana (1923) Too.

AJe HaWBiIOMIIIMMHU MY3WYHO-TEATPAILHUMHU IHTEpIpeTali-
SIMH, THMH, 1[0 KOPHCTYIOTHCS BEIMYE3HOIO MOMYISPHICTIO A0 Ha-
LI0ro yacy, 3ainumarotscst onepu «Manon Jlecko» JI. @. E. OGepa
(1856) na nidpeto E. Ckpiba, onepa «Manon»® XK. Maccue (1884),
onepa «Manon Jlecko» Jlx. Ilyuuini (1893); a 1957 poky Oyna no-
cTaBlieHa orepa HiMeubkoro xommosuropa [.B. Xenue «bBynbBap
CaMOTHOCTI».

[Ipem’epa nepioi onepu /1. @. E. Obepa 3a pomanom IIpeBo
«Manou Jlecko» BinOynacs B Opéra-Comique 23 srotoro 1856 poky.
HesBaxkatoun Ha Te, 1110 B OCHOBI pOMaH KOXaHHS, KOMIIO3UTOP Ta
fioro niopetuct E. Ckpid noTpuMyBaincs CBO€T 3BUYaHOI IPAKTH-
KM B aJianTauii JiTepaTypHOro nepuiopkepena s cuenu. 30epira-
104X IMEHA TOJIOBHUX I'epoiB, LIEHTPaNIbHI MOAIT CIOXKeTy i eeKTHi
MOMEHTH, BOHU BUTLHO aJanTyBalld pOMaH: CKOPOTHJIIH poiib ae I pie
(HeMae >KOIHOTO OKPEMOro HoMepa Ta MPe3eHTaTHBHOI CONbHOI Xa-
PaKTEpPHCTHKH), HIBEIIOBAJIM Pi3HOMaHITHI mpurogun MaHoH 10 of-
Hi€l, OB s13aHO1 3 MapkizoM 1’ EpiHbi, BBeJIM HOBUX MEPCOHAXKIB 3

3V 1894 p. XK. MaccHe muIe NpogoBKeHHs cBO€el «MaHOH» — OJJHOAKTHY OIepy
«Iloptper MaHoH».
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ix BIacHOIO JMOOOBHOIO icTopiero. OfHAK, HE3BAXKAIOYHM HA T€, IO
orepa HaJISKUTh 10 KOMIYHOTO JKaHPY, KOMIIO3UTOP TiIKPECIUB He-
MOXUTHY BiJJIaHICTh Ta Jr000B MaHoH no ne ['pie, ii momyku Ha-
COJIONM Ta 3aJeXKHICTh BiA po3komni. TpariuHe 3aBepIieHHS ONEpH,
AK 1 poMaHy, y sikomy MaHOH CTHKA€TbCS 3 BUTHAHHSIM, PE30HYE 3
IMOMHOI0, OaraTorpaHHicTIO 00pasy, nepeadadae MaiiOyTHI onepHi
iHTepHpeTalii ToJI0BHOI TepoiHi.

B omnepi XK. Macche, npem’epa sxoi BinOynacs B Opéra Comique
19 ciuns 1884 poky, 30eperncsi OCHOBHI CIOXKETHI JiHii JiTeparyp-
HOTO TepLoaKepena, kpiMm ¢inany. HoBumu pucamu HarmoBHEHUH
i 00pa3 ronoBHOI repoini. B onepi XK. Maccue BoHa npeacrasieHa
panure sk nmapusbka cBiTchbKa nama XIX cTodiTTs, HiX JIETKOBaXKHa,
npocronyuHa repoins A. [IpeBo, 31aTHa sk Ha 3pafy, Tak i Ha camo-
TIOXKEPTBY.

K. Macche B «MaHOH» pO3CTaBHB CBOI aKLIEHTH, HAaHBayKJINBi-
IIMMHU B TOMY YHMCIi CTalIX BHIO3MiHEHI 00pa3y 4OIOBIYMX MEpco-
HaXiB 1 6aratorpaHHo po3UBiYeHH 00pa3 roJoBHOI repoini — Ma-
HOH: BiJl HI’>KHO-TIOPHUBYACTOI Ta COPOM’SI3IIMBOI, KOKETIIMBO-MiHIIH-
BOI 1 MpilNKBOi, Yepe3 BIEBHEHO-KOKETIMBY 10 HIKHOI Ta MAJIKO
3akoxaHoi. MaccHe HajaB CBOIM TepoiHi pUC HEBIOBUMOCTI, Oara-
TOJIMKOCTI, MiHJIMBOCTI, HemepeadadyBaHOCTi, cTuxiiHOCTI. Takox
3a3HauuMoO, 110 NoBicTh [IpeBo, sk 1 onepa MaccHe, Ha BiAMiHY BifJ
mreneBpy Ilyddini, BiZpi3HI€THCS PiAKICHOIO PETEIBHICTIO B OMHUCI
MOOYTOBHUX XapaKTEPUCTHUK.

[Ipumitao, mo Jx. Ilyudini, KMl CKOPHCTAETHCS THM JKe
JiTepaTypHUM MEpIIOKEpeoM i Hanuiie cBolo «ManoH Jlecko»
yepe3 necsaTh pokiB micas K. MaccHe, Oyne 4iTKO TOTpUMYBaTH-
cs ¢palOynu pomany. Omepa, sika cTaja MEPLIMM BEJIMKHM YCIiXOM
JIx. [Tyuaini B 1893 pori, po3roBigae icTOpiro MOJOAOT KiHKH, sSKa
PO3pHUBAETHCS MK HIMPUM KOXaHHSAM 10 Ae [pie Ta moTsrom 1o
po3kori, sky npencrasise JXKeponte. k. [lyudini HagiiuB cBOIO
TepOiHIO TPalio3HO-CYMHUMH PUCAMH, SIKi HE 3a3HAIOTh 3HAUYHHUX
3MiH. ABTOp TpakTye CBOIO MaHOH SIK IMHMOOKY, TpariuHy ocoomc-
TiCTh. 3aBISIKH SICKpaBiil 1 npuctpacHiii naptutypi Ilyuuini Braers-
csl mepeaTi eMOLiHY IHTEHCUBHICTD ApaMu, KyJIbMIHALIIEIO SIKOT €
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TpariuHui Qinamn, SKUi migKpeciIroe KPUXKicTs MaHoH 1 11 momyku
cBoOOAM y CBITI, siku# 11 3acymxye. Tox [lyuydini mob6auuB y mosi-
CTi He KJIaCHYHHN (paHIy3bKUH aJIoNbTep, a BIYHYy JpaMy KOXaHHS
Ta npuctpacti. B itanilicbkoro koMno3utopa (GpakTHYHO TOBHICTIO
BiJICYTHS XapaKTeprcThKa (paHIy3bKHX 3BUYAiB €IOXH PEreHTCTBA,
BiUyTTs PPaHIy3bKOTO AYXY, IO HE 1aJI0 3MOT'H IITHOOKO PO3KPUTH
MICUXOJIOTIIO TepOiHi, aje i He MPUMEHIINIO JOCTOTHCTB YBIUHEHOT
Manon. Moro ManoH — Iie PUCTPacTk i Bifuaii, SIK oXxapaKTepH-
3yBaB ii cam komMmno3uTop, a y K. MaccHe — 1e «(dpaHiyxeHka, 3
MyZAPOIO 1 MEHYeTOM» [IIUT. 3a: 8.

B ocmucnenni moncekoi npuponu A. @. Ilpeso i XK. Macc-
HE, a TaKoX CIiBBITYN3HUKH KOMIIO3UTOpa 3 JITEpaTypHOI HUBHU
(A. Troma-cun, I. ne Monaccan), 3 oqHOrO OOKY, IiJKPECIIIOIOTh
BIUIMB BaJl Cy4acHOTO IM CYCIHiJIbCTBA, OCHOBAHOTO Ha MPOJAKHUX,
HU3BKUX MOTHUBAX, 3 JPYroro — JIEMOHCTPYIOTh IIPUPEUYEHICTH ca-
MOBIJIAHOTO TIOYYTTA. Taka MOJSIPHICTh Hadaj, iX o4eBUIHA aMOi-
BaJICHTHICTh TIOPOKYE CBOEPITHY JBOICTICTH CBIIOMOCTI TOJIOBHOT
repoini — o0pa3y, 1aJeKoro Bijl ByJIbrapHoi po30elieHocTi i 6e3cep-
neyrocTi. IMoBipHO, mo TBip A. @. [IpeBo came MM 1 IpUBEpHYB
komnosutopa. [Ipudomy B inToHauiitHOMY moni onepu JK. Maccue
He Bifj3epkaitoe O00poThOy mpucTpacTeld MpsMo, HATOMICTb TiJ-
KPECIIOI0UM 3yMOBJICHICTh MOJAIBIIOT0 PO3BUTKY mofii. Kommosu-
TOP aKLIEHTYBaB POMaHTHYHY CYTHICTh FepoOiHi, 11 )KiHOUy YapiBHICTb,
a B 00pasi repost BUAUTUB KEPTOBHICTh, MPUPEUCHICTh TOYYTTSI.

Omnepa I'. B. Xenue «bynsBap camMoTHOCTI» Ha mibpeto [petn
Baiinp, sixa 3’sBunacst Bke y XX CTONITTI, iKaBa 3 YCiX MOIVIAIIB.
Bona crana BepIMHOIO PaHHBOTO MEPIOLy TBOPUOCTI HIMEIBKOTO
komno3utopa. [Ipem’epa onepu BinOynacst B ['annoBepi 17 mrororo
1952 poky. Croxer pomany abara [IpeBo 3a3HaB 3HaAUHUX 3MIH —
oriepa JIMIIE OMOCePeAKOBaHO Oa3yeTbesi Ha «MaHOH» (QpaHIly3bKO-
TO MMCbMEHHUKA, OCKUTBKHU MPSIMUM HaTXHEHHSIM JUISI KOMIIO3UTOPa
6yna ’eca Bansrepa Mokimma. BinbHo HaTxHeHHHiT icTopielo MaHOH
Jlecko, I. XeHue aito nmepeHOCUTH y MIiCISIBOEHHHN, Cy4yacHUH IS
komnosutopa Ilapmwxk 50-x pokiB. CrokeTHi KapTHHHU BKIIIOYAIOThH
BOK3aJI, Topuile, 0i0Ii0TeKy, HAPKONIPUTOH, KBAPTUPH HYBOPHILIiB-
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MIII[aH 1 HAPUKIHI{I — 30BHIIIHI CTiHU B’s3HUIL. TOOTO MUITi>KaAHC
CTa€ 3aJII3HUICI0, MOHACTUD CTA€ YHIBEPCHUTETCHKOIO 010Mi0TEKOI0,
NPUCTPACTb A0 a3apTHUX ITOp CTAE BAHTAXKIBKOIO 3 HAPKOTHKAMH.

OnHoakTHa JipH4YHa ApaMa OCHOBaHA Ha CEMH KapTHHAaX Ta
MIOEIHYE CIIiB, OPKECTPOBI €Mi30/1, TaHelp 1 mantomimy. I. Xenue
CIHMPAEThCS Ha TpaIulliiHi GopmMu onepu — apii Ta AyeTu, ane BU-
KOPHCTOBY€ CEpiliHy TeXHiKy 3 TOHAJIbHHUMH (pparMeHTamu i mKa-
30BUMH BKparmieHHsiMH. KoHTypu ictopii abara IIpeBo mpucyTHi,
ajie KOHIIETII[isl OHOBJIECHA, J¢ EeHTPaJbHUM IepCOHakeM € He Ma-
HOH, a e I'pie. IcTopis MaHoH naHa HiIOM MYHKTHPOM, a TpariyHa
cMepTb MaHOH, onvcaHa B OpHriHali, BiacyTHS. lepoins B omepi
CTa€ CUMBOJIOM PYHHYBaHHS, SIKE YEKa€ HA THX, XTO JIO3BOJISE JIIO-
00Bi 3aTbMapuTH 300pOBHUii Iy3a. Hanpukinii MaHnoH notparisie y
B’SI3HUIIIO 32 BOMBCTBO KOXaHIS. Y IIEHTPI ONEepH HIMELBKOTO KOM-
MO3UTOpPA IHTEJCKTyaJIbHA JIFOJIMHA, Ky yocoOme obpa3 ae Ipie,
SAKHI 3aKOXYETbCsl, 3a0yBae PO CBOE €CTBO 1 BPEIITI-PEILUT OMHHS-
€THCS B MOJIOHI TIOBHOI CAMOTHOCTI.

Binnosigno, sikmo y IlpeBo mis BinOyBaeThcsi B emoxy Pe-
TeHTCTBA, KOJIM 3BHYAl ()PaHIy3bKOTO CYCHUIBCTBA BiAPI3HSITUCS
KpaitHpoto cBoOOz0r0, To [.B. XeHie momimiae cBoix repoiB B iH-
TeJIEKTyaJIbHE CepelloBHLIE (PPaHIly3bKOTO EK3UCTEHLIATNI3MY, SKHH
pazuKanbHO OCTaBUB Y LEHTP CBOTO CBITOCTIPHUMHATTS CAMOTHICTb
ocobucTocTi, 3aryonenoi B HaroBmi. [lepm 3a Bce y «bynbBapi Ca-
MOTHOCTI» uepes ne [pie, fioro koxanus 1o MaHoH Ta ii mparHeHb
PO3KpUBAETHCS LIEHTPAIbHI TEMH TBOPY — OINOPTYHI3M, MPOJaK-
HICTb, IMHI3M 1 CAMOTHICTb.

[o cyTi *o0aeH KOMIO3UTOP HE 3MIr 30epertu LiJlicHICTh Po-
Mmany abata IlpeBo npu edexTuBHOMY BiATBOpeHHI 1 cueHu. Ko-
JKeH KepyBaBCsl TBOPUOIO CBOOOI010, 11100 BiITBOPUTH CBOIO MaHOH.
[Ipote Moxxemo 3a3Ha4unTH, 10 came JK. MaccHe HaiiOinbIIe HaOmu-
JKYETBCS 10 OPHUTiHATBHOTO ciokeTy IIpeBo Ta BinTBOpeHHs Oarato-
JIMKOTO, HEBIIOBUMO-MiHJIMBOTO 00pa3y rOJIOBHOI repoiHi.

SIK caMOCTiliHI TBOpPM MHCTELTBA, BCI MY3WYHO-TeaTpajibHi
B3ipIli 30epiraroTh CBOE MiCIIE SIK YIHOOJICHI TBOPH OIIEPHOTO Periep-
Tyapy 3aBASKH CBOEMY MY3MYHOMY OJIMCKY, Te€arpaJbHOMY JIOCKY
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Ta HampyXEHHIO IpaMH, a TAKOXK [103a4acOBUM MEpPCOHAXKaM, SKi
LiKaBi TIsiIauaM MPOTATOM CTOJITh. [Ipo 1e CBiIYuTh i BU3HAYHUMA
npoexT «Manon Manon Manon»*, sikuii BinOyBcs 3 1 mo 29 xKoB-
THA 2024 poky B Teatro Regio Torino. ®ectuBany Savoy mifn Ke-
piBHHLTBOM pexucepa ApHo bepHapa mpencraBuB Tpu onepu —
«Manon» Jlecko» 1. ®. E. Obepa, «Manon» XK. Maccue, «MaHoH
Jlecko» JIx. [Tyuuini, HaTxHeHH] moctarTio MaHoH Jlecko, Biomoi
repoini pomany abara IIpeBo. CxiragaeThcst BpaskeHHs, 10 1 Ha ChO-
ronHi ManoH Jlecko HiOM BTUTIO€ B c001 BCi pyIIiiiHI CHIT BCECBITY,
Bci foro moTaiiHi TBOpYi NPYKUHH.
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For nearly three centuries, humanity has sought to unravel
the mystery of Manon Lescaut. Her appearance is never described
in detail; her beauty can only be imagined. At the same time, her
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sensuality, passion, and tenderness are repeatedly and emphatically
asserted: every male character in the novel is irresistibly drawn to
Manon and falls under her spell. It is by her seemingly modest name
that readers today remember the French writer Abbé Prévost, de-
spite the breadth of his literary legacy.

One of the most striking examples of the eighteenth-century
psychological novel is The Story of the Chevalier des Grieux and
Manon Lescaut by Antoine Frangois Prévost, published in 1731.

The Chevalier des Grieux — an aristocrat whose life is de-
stroyed by sudden and all-consuming passion — is portrayed as sen-
sitive and noble. Yet despite the detailed delineation of his character,
the novel’s focus remains on his beloved, Manon Lescaut. This is
entirely natural, since the narrative revolves around the heroine’s
fate just as much as des Grieux’s thoughts and actions revolve
around her. Thus, Manon’s image governs the intrigue of the novel
and determines the course of the protagonist’s destiny.

Manon herself is revealed as a far more complex and multifac-
eted figure. Significantly, in most modern non-academic editions the
heroine has displaced the Chevalier des Grieux from the title page.
In the novel, Prévost offers a subtle psychological analysis of the
feminine soul. As Guy de Maupassant observes: “He lays bare be-
fore us the truly understood soul of a courtesan — frivolous, loving,
fickle, faithless, and devoted — and teaches us to understand the
souls of all women, since all of them, to a certain extent, resemble
one another” [12, p. 355].

The history of the novel’s literary, readerly, and musical recep-
tion constitutes a separate and fascinating narrative. Over time, crit-
ics have expressed widely divergent, often contradictory, views of the
heroine’. “There is no hesitation in the word used to define this base
yet marvelous creature”, wrote Paul de Saint-Victor. According to him,

5 As early as 1733, when Abbé Prévost’s novel was banned, the lawyer and man
of letters Mathieu Marais confessed in a letter to his friend, the jurist and writer
Bouhier, to a biased fascination with Manon and her story: “The girl was so
beautiful that she could have restored paganism to the world.” And further: “Read
Manon Lescaut, and then throw it into the fire; but it must be read once.” [quoted
in: 6, p. 237].
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were Manon less guilty and immoral, she would cease to be herself and
would lose her extraordinary power of attraction. “She belongs to that
class of women—fallen from birth”, he writes, “for whom convent bars
and harem shutters seem specially devised. There is nothing in her but
weakness and childishness, frivolity and sensuality. <...> She comes
and goes, escapes and yields; she keeps her heart for her lover and
gives her body to the first passer-by. <...> She is necessary to us both
as the virgin of pleasure and the virgin of sorrow” [14, pp. 308-314].
In this paradox, Saint-Victor discerned the enigma of Manon Lescaut.

Alexandre Dumas fils — author of another iconic work de-
voted to the love of a courtesan (La Dame aux camélias) — paid
Manon an eloquent tribute in the preface to the 1875 edition of Pré-
vost’s novel: “You are youth, sensuality, desire; you are delight and
the eternal temptation of men.” Speaking of Manon’s lover, Dumas
adopts a tone of ironic compassion: “What an inexhaustible source
of sacrifice, devotion, and forgiveness! This eccentric becomes an
ungrateful son, a treacherous friend, a swindler, a murderer — and
yet all is forgiven him: he loves. He betrays everyone; he never be-
trays Manon; not for a single moment does he cease to think of her”
[quoted in: 7, p. 243].

Guy de Maupassant, another keen connoisseur of the female
soul and no less captivated by Manon, wrote: “Manon Lescaut —
the most feminine of all, ingenuously cunning, deceitful, loving,
touching, witty, dangerous, and charming” [11, p. 281]. In his view,
Abbé Prévost depicted everything most alluring, enticing, and base
in women®.

“Manon is a woman in the fullest sense of the word — such
as woman has always been and always will be,” writes the author
of Bel-Ami [11]. At the same time, Maupassant describes her as “a
cunning beast, utterly incapable of refined feeling”: “She is a be-
ing of contradictions—complex, changeable, sincere, vicious, yet
attractive; capable of inexplicable impulses and unfathomable emo-
tions; comically prudent and candid in her criminality, and at the

®Guy de Maupassant repeatedly expressed his views on women in his short stories
and literary-critical essays. See: [3, 4, 9, 10, 11].
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same time extraordinarily natural. How unlike she is to the artificial
models of virtue and vice so simply drawn by sentimental novel-
ists, who fail to grasp the multiplicity and mutability of the human
soul...” [11, p. 283].

A century after the publication of Prévost’s novel, the first
musical interpretations of Manon’s story appeared. In 1830, the
celebrated French composer Fromental Halévy composed the bal-
let Manon Lescaut. Sixteen years later, in 1846, Vincenzo Bellini
created a ballet with musical accompaniment, followed by another
in 1852 by Matthias Trebinger. Manon’s image also entered piano,
vocal, and orchestral genres: the chanson Manon by Paul d’Ivry
(1885); the piano piece La lettre de Manon by Ernest Gillet (1896);
the chanson Manon la rieuse by Eugene Rosi (1909); and Reynal-
do Hahn’s incidental music for the stage play Manon, fille galante
(1923), among others.

Yet the most enduring and influential musical-theatrical inter-
pretations remain the operas Manon Lescaut by Daniel-Frangois-
Esprit Auber (1856), with a libretto by Eugéne Scribe; Manon’ by
Jules Massenet (1884); and Manon Lescaut by Giacomo Puccini
(1893), as well as the later opera Boulevard Solitude by the German
composer Hans Werner Henze (1957).

Auber’s Manon Lescaut, premiered at the Opéra-Comique on
23 February 1856, is based on Prévost’s novel. Although the plot
revolves around a love story, the composer and librettist Eugéne
Scribe followed their characteristic approach to adapting literary
sources. Retaining the protagonists’ names, the principal plot events,
and its most striking episodes, they freely reshaped the narrative.
Des Grieux’s role was reduced (he has no independent aria or solo
characterization); Manon’s numerous adventures were condensed
into a single episode involving the Marquis d’Hérigny; and new
characters were introduced, complete with their own romantic sub-
plot. Nevertheless, despite belonging formally to the opéra-comique
genre, Auber emphasizes Manon’s sincere love for Des Grieux, her

7In 1894, Jules Massenet composed a sequel to his Manon — the one-act opera Le
Portrait de Manon (The Portrait of Manon).
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pursuit of pleasure, and her dependence on luxury. The tragic con-
clusion — Manon’s exile — echoes the novel’s ending and antici-
pates later operatic interpretations of the heroine.

In Massenet’s Manon, premiered at the Opéra-Comique on
19 January 1884, the principal narrative lines of the literary source
are largely preserved, with the notable exception of the ending.
Massenet endows the heroine with new qualities: she appears less
as Prévost’s naive and carefree girl, capable of both betrayal and
self-sacrifice, and more as a Parisian woman of the nineteenth cen-
tury—elegant, socially astute, and self-aware.

Massenet places his own emphases in the opera, most notably
in the subtly transformed male characters and in the richly nuanced
portrait of Manon herself—tender and impulsive, shy and capricious,
then confident, coquettish, and finally deeply loving and passionate.
He imbues his heroine with elusiveness, multiplicity, changeability,
unpredictability, and spontaneity. Notably, both Prévost’s novel and
Massenet’s opera — unlike Puccini’s — are distinguished by an un-
usual precision in their depiction of everyday detail.

Giacomo Puccini, working from the same literary source,
composed his Manon Lescaut a decade after Massenet. The opera,
which became his first major success in 1893, adheres more closely
to the novel’s plot. Puccini tells the story of a young woman torn
between her sincere love for Des Grieux and her attraction to lux-
ury, personified by Geronte. His Manon is endowed with a gently
melancholic quality that remains largely consistent throughout the
work. Puccini portrays her as a profoundly tragic figure. Through a
passionate and emotionally charged musical language, he intensifies
the drama, culminating in a tragic finale that emphasizes Manon’s
fragility and her yearning for freedom in a world that condemns her.

Thus, Puccini perceived in Prévost’s novella not a classical
French tale of adultery, but an eternal drama of love and passion. In
his interpretation, the customs of the French Regency period and the
specifically “French spirit” are virtually absent — a limitation that
somewhat reduces psychological nuance but in no way diminishes the
artistic power of his immortal Manon. As Puccini himself remarked,
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his Manon is “passion and despair,” whereas Massenet’s heroine is “a
Frenchwoman, powdered and minuet-dancing” [quoted in: 9].

In their understanding of human nature, Abbé Prévost and Jules
Massenet — as well as Prévost’s literary contemporaries, Alexandre
Dumas fils and Guy de Maupassant — emphasize both the corrupt-
ing influence of societal vices rooted in mercenary motives and the
inevitability of self-sacrificing love. This ambivalence generates a
distinctive duality of consciousness in the heroine, distancing her
from simplistic notions of vulgar depravity or heartlessness. It was
likely this quality that so attracted Massenet to Prévost’s work. In the
opera’s intonational sphere, the clash of passions is not overtly dra-
matized; instead, the composer underscores the predestined nature of
events, highlighting Manon’s romantic essence and feminine charm,
while portraying Des Grieux’s love as fated and self-sacrificial.

Hans Werner Henze’s opera Boulevard Solitude, composed in
the mid-twentieth century to a libretto by Grete Weil, stands apart in
every respect. Premiered in Hanover on 17 February 1952, it marks
the culmination of the composer’s early creative period. Although
loosely inspired by Prévost’s novel, the opera is based more directly
on Walter Jockisch’s stage play. The action is transposed to postwar
Paris of the 1950s, with scenes set in a railway station, a garret, a
library, a drug den, the apartments of newly wealthy bourgeois, and
finally the exterior walls of a prison. The stagecoach becomes a train,
the convent a university library, and gambling addiction is replaced
by a truck loaded with narcotics.

This one-act lyrical drama in seven scenes combines vo-
cal numbers, orchestral interludes, dance, and pantomime. Henze
draws on traditional operatic forms — arias and duets — while in-
corporating serial techniques, tonal passages, and jazz inflections.
Although Prévost’s storyline remains recognizable, the conceptual
focus shifts: the central figure is no longer Manon but Des Grieux.
Manon’s narrative appears fragmentary, and her death is omitted.
Instead, she becomes a symbol of the destruction that befalls those
who allow love to eclipse reason. In the final scene, Manon is im-
prisoned for killing her lover. At the heart of Henze’s opera stands
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the intellectual man — Des Grieux — who, having succumbed to
love, loses himself and confronts absolute solitude.

Whereas Prévost situates his story within the morally permis-
sive society of the French Regency, Henze places his characters in
the existentialist intellectual climate of postwar France, where in-
dividual isolation takes center stage. Through Des Grieux, his love
for Manon, and her ambitions, the composer explores themes of op-
portunism, corruption, cynicism, and loneliness.

Ultimately, none of the composers fully preserved the integrity
of Prévost’s novel in its operatic transformation. Each exercised cre-
ative freedom in shaping his own Manon. Nevertheless, Jules Mas-
senet arguably came closest to both the novel’s plot and to recreating
the heroine’s elusive, multifaceted, and ever-changing image.

As independent works of art, all these musical-theatrical in-
terpretations continue to occupy a central place in the operatic rep-
ertoire, sustained by their musical brilliance, dramatic vitality, and
timeless characters. This enduring fascination was reaffirmed by the
project Manon, Manon, Manon®, presented at Teatro Regio Torino
from 1 to 29 October 2024. Within the Savoy Festival, directed by
Arnaud Bernard, three operas — Auber’s Manon Lescaut, Mass-
enet’s Manon, and Puccini’s Manon Lescaut — were staged, all
inspired by Abbé Prévost’s heroine. It seems that even today, Manon
Lescaut continues to embody the driving forces of the universe and
its hidden creative impulses.
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[Min EnBap/iaHChKOIO €MOX0I0 PO3YMIiIOThH IEpiof B icTOpii
Bpurancekoi iMnepii, konu npasus koposs Exasapn VII, 3 1901 no
1910 poxu. Bona npuiinnia Ha 3MiHY yKe TpuBaiiii BikTropiaHchKiit
11001 (tiepiof 3a paBiHHs KopoJieBu Bikropii, 3 1837 o 1901 pokn).
Bigkumaioun Te3y mpo 3yMOBJIEHICTh My3HYHO-ICTOPHYHOTO MPOIIe-
Cy 1 TBOpUOi €BOJIOIIT KOMIIO3UTOPIB BUKIIFOYHO TOJISIMH CYCI1IIb-
HO-TIOJITUYHOTO JKUTTS, HE MOKHA HE BiA3HAYHTH, IO 3aBEPIICHHS
64-piunoro npaeninas Koponesu BikTopii napagokcaabHUM YHHOM
Maibke 30iraeThcsi 3 IMOYaTKOM HOBOTO eramy TBopuocTi Enapia
Enrapa (1857—-1934). Kpim Toro, 1ei erarn, «erar yCrixy», I1o Io-
YaBcsl KUTbKOMa poKkamu pasiie (mpem’eporo Bapiariii «Enirmay B
1899 p. Ta oparopii «Con ['eponTisi» B 1900 p.), € BaXKIUBOIO BIXOHO
He juire s E. Enrapa, a #f i Bciel OpUTaHCHKOT MYy3HKH, aJiXKe
came BiJI IbOTO Yacy Mpo Hel 3arOBOPUIIH «Ha KOHTHHEHT» SIK TIPO
TaKy, 0 € T1HOIO0 yBaru, BAKOHAHb y HaWKpaIluX KOHIEPTHHX 3a-
Jax Ta CXBaJILHUX BITYKIB.

MetahopuuHO KaKydu, KpiM «panToBOro» (aje Hacrpasi
MiIFOTOBJICHOTO TIONEPEHIMI TBOPaMH) YCIIXy JIBOX 3a3HaYeHUX
poOiT, 1ie ofHMM BaaauMm 30irom obcraBuH ais E. Enrapa crano
Te, IO TUIAaHYBaHHSI KOPOHAIlii HOBOTO MOHapXa PO3IOYaIocs BXKe
TOJIi, KOJIW BiH OyB 3HAMEHUTOIO 1 B LIJIOMY BKPail HEMEPECiuyHO0
¢iryporo Mmy3uuHoro xuttst bpuranii. B orpuMaHnHi 3aMOBJIEHHS Ha
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KopoHaiiiliny ofly He OCTaHHIO POJIb BiJirpaB 1€ OJWH BCECBITHHO
BiJJOMUI TBip KOMIIO3UTOPA, a camMe « YPOUHCTHH 1 IepeMOHialbHUI
mapi Nel, Tounime — Tema ¥oro Tpio. Te, 0 ChOTOMHI 3HAOTH
sk «Land of Hope and Glory», nacupasai Oyno Jipu4HO-TIaTpio-
TUYHOIO TEMOIO, HAOMMKEHOO 32 CBOIMH O3HaKaMH 0 TiMHiB-aH-
TemiB. Baxknuso 3a3Haunty, mo E. Exrap Bxxe MaB 10 1bOTo JOCBi
CTBOPEHHS TaKOro poay TeM — abo Tpanchopmauii Tem y rimMH. [o-
cratHbo 3ragatu «Himpona» (9-ty Bapiamito) Ta ¢inan «ExirmMu»
un «Praise to the Holiest in the Sky» 31 «Cny ['eponrisiy. Ane y
BKa3aHUX BHIIAAKax Oyna BiICYTHs MporpaMHa KOHKpeTH3awis i1el
JepKaBHOCTI, MaTPiOTU3MY.

3a YMCIIEHHUMH CBiJUEHHAMH, MaOyTHiIl KOPOJb BHCIIOBHB
nobakaHHs, MO0 came Tpio 3 «YPOUUCTOro 1 IePEeMOHIaIbLHOTO
Mapury» Ne 1 crano ¢inansHuM HOMepoMm Kopownamiitnoi oaw, i
E. Enrap noroauscs Ha 110 IPOIO3HILIiI0, 3BEPHYBIIKCS 10 CJIOBA JI0
Aptypa bencona [Arthur Benson]. Onnak uepe3 BiaTepMiHyBaHHS
KOpOHaii e TBip yrnepiie NpoayHaB y IPUCYTHOCTI KOPOJIS JIIIe
Ha TIepIly PiUYHULIO Horo mpaBiiHHA. YTiM 1 Ofa mokasye HasiB-
HICTh CTIHKMX pHc KoMIo3uTopchbkoro ctuio E. Exrapa, xapakrep-
HUX JJISl «eTamy yCIixXy».

«Koponaniiina ona» op. 44, 1902, ckiagaeTbes 13 MeECTH yac-
TUH. BUKOHaBCBKUI CK1a] — OPKECTP, OKPEMO — BIMCHKOBUH Op-
kectp (military band, kopaeTn, TpyOH i TpPOMOOHH), MillTAaHUH XOP
Ta YETBEPO COJICTIB: COIMpPaHO, KOHTpasibTo, TeHOp Ta Oac. Buko-
pHUCTaHHsSI KOHTPAIBTO € TeX Ayxke XapaktepHum ans E. Enrapa:
B iHmii Omui, «TBopisix my3uku» op. 69, 1912, enuauM comictom
Oyzne came KOHTPAIbTO, K JOPYyYeHO HE MEHII CUMBOJIUHY AJIS
komnosutopa temy: «Himpona» 3 «Enirmu». Bike 3 mepmmx TakTis
Beryny «Crown the King» KOMIO3UTOp HOCSrae TaKoTo 3BYy4YaHHS,
sKe MO)ke OyTH aOCONIOTHO OE3MOMUIIKOBO aTpuOyToBaHe K «Enra-
piBcbke». lle BupaxkaeTbes B cenuivHOMY MOEAHAHHI yPOUHCTO-
TO Ta JIPUYHOTO BHCJIOBIIOBAHHS, y BII3HABAHOMY OPKECTPOBOMY
MUCHbMI, L0 MOEAHYE JIPUYHY TETIOTY CTPYHHHUX 3 TPaHIi03HICTIO
MIJHHUX AYXOBUX Y crnoci0, nputamanuuii Tineku E. Enrapy, y psc-
HOCTI CEKBEHIIH Ta 3aTpuMaHb TOIO. He MeHII «enrapiBCbKuM» €
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MOYaTKOBUH 3BOPOT CTPYHHHX Y Apyrii yactuni, «The Queen», 3
HEMiIrOTOBJICHUM 3aTpUMaHHsAM. TpeTs yacTuHa onu, «Britain, ask
of thyself», 1m0 3akiuKae Hallito OyTH TOTOBOIO JIO MOXJIUBOT BifHH,
MOKa3ye NpUHUMIOBY BiaMinHicTh E. Enrapa Big I. Manepa: Ha Bif-
MiHY Bii CBOIO aBCTPIHCHKOTO Cy4YacHHUKA, BiH HE TPAKTye MapIIo-
BICTb SIK BUSIB 0aHAJILHOTO, HABIAKK — IOEIHYE HOTO 31 CIIOBHEHUM
Ha/lii 3By4aHHSM CKPHUIIOK Ta IMiAHECEHUM 3MiCTOM BipIIiB.

Kyneminaniero Onu € ii mocra yactuna, «Land of Hope and
Glory». Bona 3a3Hajna 4uCIIEHHHX MEepepoOOK, MENTOAUMYHHX, TEMO-
POBHX, CTPYKTYPHHUX, TOHQJIbHUX, — MOPIBHSIHO 3 TEPBHHHOIO
Bepciero. Lle 3ymMoBIeHO 3MiHOIO cTaTycy — 3 TpiO Ha YpOUYHCTHI
i rpappiosHuid @inan. Yrim E. Enrap 36epir ronosui arpuOyTa i
TBOPY, 1 CBOTO CTHJIIO 3arajioM: JIpUYHY YPOUHUCTICTh, HETIOBTOPHE
OpKeCTpOBe 3By4aHHs Ta «stiff upper lip» sx TONOBHY eMOLiiiHY 10~
MiHaHTY.

Oleksandr Lysychka
PhD, Senior Lecturer of the Ukrainian and Foreign Music History
Department at Kharkiv I. P. Kotlyarevsky National University of Arts
email: aleksandrlisichka@icloud.com;
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EDWARD ELGAR’S CORONATION ODE:
ANEW STAGE IN THE COMPOSER’S CREATIVITY
DURING THE EDWARDIAN ERA

Keywords: Edward Elgar; English music; King Edward VII;
coronation; “Coronation Ode”.

The Edwardian era is commonly understood as the pe-
riod in British history marked by the reign of King Edward VII
(1901-1910), which followed the exceptionally long Victorian era
(1837-1901). While the present study does not subscribe to the view
that the development of music history in general — or the evolu-
tion of individual compositional styles — is determined solely by
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political factors, it is nevertheless difficult to overlook the striking
coincidence that the conclusion of Queen Victoria’s sixty-four-year
reign almost paradoxically coincided with the emergence of a new
phase in Edward Elgar’s (1857-1934) creative career.

This phase — often described as Elgar’s “period of success” —
had in fact begun several years earlier, marked by the premieres
of the Enigma Variations (1899) and the oratorio The Dream of
Gerontius (1900). It represented a decisive milestone not only in
Elgar’s personal career but also in the history of British music as a
whole, since it was precisely at this time that British music began to
receive sustained recognition on the European continent, including
performances in major concert halls and serious critical appraisal.

Metaphorically speaking, in addition to the “sudden” (though
in reality carefully prepared by earlier works) success of these two
compositions, another fortuitous coincidence shaped Elgar’s artistic
trajectory: preparations for the coronation of the new monarch be-
gan at a moment when Elgar had already become a central figure in
British musical life. A work of particular importance for the Corona-
tion Ode was the Pomp and Circumstance March No. 1, especially
the theme of its trio. What is now universally known as Land of
Hope and Glory was originally conceived as a lyric-patriotic theme,
closely resembling the style of a national anthem.

It is important to note that Elgar already possessed consider-
able experience in creating themes of this type or in transforming
melodic material into anthem-like statements. One may recall the
Nimrod variation and the Finale of the Enigma Variations, as well
as Praise to the Holiest in the Height from The Dream of Geron-
tius. In those works, however, the patriotic dimension was not ex-
plicitly programmatic.

Numerous sources indicate that the future king personally sug-
gested that Elgar use the trio theme from Pomp and Circumstance
March No. 1 as the finale of the Coronation Ode. Elgar agreed to
this proposal and invited Arthur Christopher Benson to provide the
text. Although the coronation itself had to be postponed due to the
king’s illness, and the work was performed in the monarch’s pres-
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ence only on the first anniversary of the event, this circumstance
does not diminish the symbolic and artistic significance of the com-
position. On the contrary, the Coronation Ode clearly reflects the
stylistic stability and creative maturity characteristic of Elgar’s “pe-
riod of success.”

The Coronation Ode, Op. 44 (1902), consists of six move-
ments and requires a large performing ensemble, including orches-
tra, military band (cornets, trumpets, trombones), mixed chorus,
and four vocal soloists (soprano, contralto, tenor, and bass). The
inclusion of a contralto soloist is itself a characteristic feature of
Elgar’s style: in another significant ode, The Music Makers, Op. 69
(1912), the contralto is the only solo voice, and the score incorpo-
rates one of Elgar’s most iconic themes, Nimrod from the Enigma
Variations.

From the opening bars of the introduction, Crown the King, the
listener encounters a sonority that can unmistakably be described as
“Elgarian.” This quality manifests itself in the distinctive synthesis
of grandeur and lyricism, in orchestral textures that combine the
warmth of the strings with the power of the brass, and in the rich-
ness of harmonic progressions and expressive suspensions. Equally
“Elgarian” is the opening gesture of the second movement,
The Queen, notable for its expressive unprepared suspension.

The third movement, Britain, ask of thyself, which calls upon
the nation to prepare for the possibility of war, reveals an important
distinction between Elgar and his near contemporary Gustav Mahler.
Unlike the Austrian composer, Elgar does not treat the march as a
banal or ironic gesture; instead, he integrates march rhythms with
the hopeful sonority of the strings and elevated poetic imagery.

The culmination of the Coronation Ode occurs in its sixth
movement, the finale, Land of Hope and Glory. In comparison with
its earlier incarnation as the trio of Pomp and Circumstance March
No. 1, the theme undergoes substantial transformation — melodic,
structural, timbral, and tonal — necessitated by its new function as
a grand ceremonial finale. Nonetheless, Elgar preserves the defining
attributes of both the work and his broader compositional idiom:
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a synthesis of lyricism and pathos, a distinctive orchestral sonor-
ity, and the restrained emotional self-control often described by the
phrase “stiff upper lip”, which emerges as the dominant expressive
quality of the composition.

Illemuncokuii Onexcanop Cmenanoeuy
KOMRO3Umop, cmapuiuii 6uKiaoay kagheopu Komnosuyii ma
incmpymenmyeants XapKiecbKko2o HayioHaNbHO20 YHIgepcumenty
mucmeyms im. 1. I1 Komaapescvrozo
e-mail: shchetynsky@gmail.com;

ORCID iD: 0000-0001-9576-1061

MPOJIOT 10 EHEIIM:
CITPOBA JIIAJIOT'Y 3 OIEPHOIO KJIACUKOIO

Knrwuosi cnosa: Eneioa, onepa, M. Jlucenxo, meamp M. Ca-
doscwkoeo, O. Kowuys, 1. Komuapescokuil, Bepeiniii, cmuibo8a mMo-
0enb, CIMUNICMUYHUL CUHINE3.

[Ipem’epa onepu «Eneina» Mukonu Jlucenka 3a ogHOWMEH-
Horo moemoro [. Kornmspescekoro BimOymacs 1910 poxy B Kwuesi
B Tearpi Mukonu CamoBcbkoro. Xoya IOCTAaHOBKa W Mana pe-
30HAHC cepej MyOJiKM, BOHA JOCHTH IIBHJKO 3iMIIIa 31 CIIEHH.
VY 1920-30-x pokax omepy CTaBUIHU B Pi3HUX YKPATHCHKHAX MicTax
CUJIaMH HEBEJIMKUX TeaTpajbHUX aHTpenpus3, a B 1959-my mnpen-
craBuin B KuiBCbKOMy ONEpHOMY TeaTpi 3a y4acTIO NMPOBIIHUX
comictiB /. 'narroka, €. YaBmap, JI. Pynenxo. Onqnak i 111 BucTa-
Ba, TIONPH YCHiX, HEBIOB31 3HUKIA 3 adim. HiduTo B TOMIITHEOMY
K Komynictranoi naptii Ykpainu mo0aqriii B CAaTHPUYHUX eJle-
MEHTaX MOCTAaHOBKM HATSIKU Ha ceOe 1 MOPEeKOMEH1yBaji 3HATH i1
3 perieptyapy. [lepeBiputu mpaBnuBicTh i€l «HEOIIHHOT iICTOPIi»
CHOTOJTHI Ba)KKO, aJKe TOAiIOHI pexoMeHAaamii He QikcyBaiucs Ha
marnepi. Yce MOTJIO TIOYaTHCs 1 3aKiHYUTHUCS Ha BaXKKill po3MOBi 3
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KepiBHUKaMH TeaTpy B KaOiHeTi Bigainy kynsrypu LK, a mio i sk
OyJ0 TaM cKa3aHo 1 4M BigOynacs Taka po3MoBa B3arajii — MU, O4e-
BHJIHO, BJK€ HIKOJIM HE I13HAEMOCE.

Binroni munyno 6arato pokiB, JaBHO 3HSTI 3a00pOHH KOMY-
HICTUYHHX YaciB, aje 115 ornepa JluceHka Tak i He cTaja penepry-
apHoto. Jlume 2025 poky Bnepie micist KHiBCbKOI MOCTaHOBKH BiJl-
OyBcs 11 moka3 Ha cueHi XapkiBcbKoro onepHoro tearpy. [lotpidbHo
3HAWTH TOSICHEHHS, YOMY TBIip KYJIBTOBOTO YKpPaiHCBKOTO aBTOpa
J0Ci MaB TaKy HEUIACIUBY JOJIO.

OnnoliMenna noema KoTnspeBChKOro, MokJIaJeHa B OCHOBY
orepu Jlucenka, € xpecToMaTiHHUM 3pa3KoOM YKpPaiHCBKOi JiiTe-
parypu. Bona He pa3 mpuBepTaia yBary IpaMaTHYHHX TeaTpiB i
JiTepaTypO3HAaBLiB, OT)KE, AKTYaIbHICTh TEMH — 11032 CYMHiBOM.

VY GararoromHoMy 3i0panHi TBOpiB JIucenka HampyKoBaHO
kiaBip «EHeinmy», 1HIII HOTHI MaTepialin 3aJIUIIAIOTHCS B PYKO-
nucax. 5 yBaxxHo o3HalloMuBCs 3 HUMH B HanionansHOMY My3el
Jlucenka B KueBi i AiliIIIOB BUCHOBKY, 10 JIIOPETO ONIEpPHU Ma€e cep-
ii03Hi apamarypriuni it ocoGmuBO NiTepaTypHi Hemomiku. Moro
aBTOPOM MMOMMJIKOBO BBakain CaJOBCHKOTO, HacmpaBli HOro
ykiana Jlrogmuna Crapunbka-YepHsxiBcbKa (AUB. PO L€ CTATTIO
Poxcanu Ckopynbcebkoi [3]). Komizito HaBKoIO aBTOpCTBA JTIOpETO
JOoKJIanHo BucBiTIIOE Mapuna Yepkamnna-I'ybapeHko B CTaTTi
npo omnepy «Eneiza» [4]. BoHa BHCOKO OLIIHIOE IpamMaTypriqHuii
IJIaH JiOpeTo, BUCIIOBIIIOE I[iKaBi MOCTAHOBOYHI MPOMO3UILii, Of-
HaK yTPUMYETBHCS Bifl BJIACHOI OLIHKM JITEpaTypHHUX SKOCTEH
TEKCTY.

[Ipobnemu HaBkono «EHeinn» cTOCYIOTHCS 5K J1IOpETO, TaK i
My3uKkH. JIMceHKO HamucaB JIMIIE KJIaBip onepu, a 1i opkecTpyBaH-
HsI JUIsI TPEM €PHOT'O BUKOHAHHS 3pOOMB KHIBCHKUI KOHTpadacucT
i apamxyBainpHUK borymin Bosdek. 3 KOMIO3UTOPCHKOI MPaKTH-
KM BiJIOMO, HACKIIBKU BEJIMKHUX 1 BAXKJIMBHUX 3MiH 3a3HAa€ MY3HKa
OIlepH Ha eTali OpKECTPyBaHHs, alKe Te, 10 HOMY Mepeaye, He €
MIOBHOL[IHHOIO TPAHCKPHIIIII€I0, a MBU/IIC Haraaye ecKi3 MaiOyT-
HbOro TBOpY. CrpaBXHIN KIaBip, SIKMH 3a MOXJIMBOCTI Tepenae
BCI CYTTEBI JeTaji OPKECTPOBOIO 3BYYaHHS, CTBOPIOETHCS 3a3BU-
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Yaii BXKe MICJIsl TOTO, SIK rOToBa maptutypa. 3 «EHeinoro» uporo
He BiaOyiocs. MoxJIMBO, Yyepes Te, 10 TBip OyB po3paxoBaHUH Ha
noctaHoBKy B Tearpi CagoBchkoro, JIMCEHKO He po3risnaB OopKe-
CTPYBaHHS SIK CaMOCTiIHHUH 3aci0 BHpPa3HOCTI, TOMy W JOpY4YHB
o podoty iHmn# moauni. b. Bosyek Ha Toit yac OyB BimoMum
y KueBi apanxyBaabHUKOM 1 4aCTO BUKOHYBAaB MOIOH1 3aBAaHHS.
Horo opkectpyBanns «EHeinm» — CyTo peMicHuue, Haa3BHYaii-
Ho Oe30apBHe, Oe3 )KOAHOT KpeaTUBHOI ickpu. Bin MexaHiuHO, Haue
nepenucyBay, 3allOBHUB NapTii BCIX iHCTPyMEHTIB, HaBiTh HE Ha-
Mararuuch ypi3HOMaHITHUTH (akTypy i1 30araTuTu OpKeCTPOBH-
MU 3ac00aM¥ CXeMaTHYHUH KJIaBipHUH BUKIaA. Y HOro mapTuTypi
BHUKOPUCTAHO Maii’ke TOBHHUH CKJIaJ] BEIMKOTO CUM(OHIYHOTO Op-
KECTpYy, ajie MepeBakae CyLiJibHE OPKECTPOBE TYTTi, IPa OKPEMHX
rpyn — PIAKICTB, HE KaKY4YH BXKe MPO BUKOPUCTAHHS 1HCTPYMEH-
TiB COJIO YM BXXHMBaHHS 0ojail 3arajbHOBIIOMHX HPUHOMIB Op-
KeCTpOoBOI KOJIOPHCTUKH, 110 ONMcaHi B miapyuHukax. Haranato,
1IeThCsl PO TBip ModaTKy XX CTOpivYs, KOJIH MHCTELUTBO OpKe-
CTPYBaHHS B PI3HUX HAIIOHAJBHHUX IIKOJAX AOCTIO HEUYBAHOTO
po3kBiTy. fIcHa piu, mpobiemy 3 opkecTpyBaHHsIM «EHEinu» po-
3yMinu iHimiatopu ii moctaHoBku B 1959 poui B KuiBcekiii onepi,
TOMY LIbOT'O pasy oIepy MPEACTaBUIIN B HOBIli OPKECTPOBIiH penak-
1ii XapKiBChKOrO0 KOMIIO3MTOpa i menarora Bomogmmupa Haxaoi-
Ha. Y moctanoBui 2025 poky XapKiB’sIHU CKOPUCTAIHCS PElaAKIII€I0
Bopuca JIsTommHChKOr0, 3p00IEHOI0 MaliyKe CTOPIdYsl TOMY, — Y
1927 poui. Bizomo Takox mpo icHyBaHHS 1€ OJHi€] OpPKECTPOBOI
penaxiii, 3pooienoi Peiinronsaom [miepom.

Onnak mpoGnema 3 «EHeinoro» — He nuiIe B OpKeCTPYBaHHI.
[Ticns mepernsigy KaaBipy onepyu B MEHE CKIIANOCs CTilKe BpaKeHHS,
LI0 aBTOPU TEKCTY 1 My3UKH BIATHUCS IO CYTTEBOTO CHPOLICHHS KOH-
uenuii TBopy. CMucioBa OararomapoBicTe moemu KoTasipeBcbkoro
B OMepi 3HHUKIA, NOCTYNMBIINCH MICIIEM HEBHOAITTMBOMY ILIACKOMY
¢apcy. Ak Bigomo, JIucenko He MaB JOCTYIy 10 ONEPHUX TeaTpiB i
MIT MOKJIaJaTHCs JIUIIe Ha 0OMEXeHi My3UYHI MOXKIUBOCTI Tearpy
Ca1oBCBHKOTO, 1110 OYB 10 CYTi HE ONIEPHUM, & My3UYHO-APAMaTHIHHM.
V fioro cknazi mpamroBain JeKiibKa npodeciiiHiX CHiBakiB (Hampu-
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kiag, Onena e — y mopanbIIoMy ONepHa i KaMepHa CITiBavka
il mezaror), aje BCi iHII aKTOpPH, a TAKOXK XOp 1 OpKecTp, IO CKJIa-
JIaBcsl JIMILE 3 MiBTOpa JecsTka (1) My3UKaHTIB, 3HAXOIMIIMCS Ha ama-
TOpchbKoMy piBHi. [Ipo cTaH My3n4HOro BUKOHABCTBA B TeaTpi Kpac-
HOMOBHO CBiiuath criorau Onexcanpa Komuis, sikoro B 1912 pori
Cal0BChKHI 3alIPOCUB Ha MOCay «KarelbMancTpay, To0To, B cydac-
Hilf TepMiHOJIOTI{, TUpUTeHTa 1 KepIBHUKA MYy3UYHOT YACTHHH.

«...opkecTp OyB ManeHbkuid, — 3ranye Kommup, — ckmaze-
HUH 3 CUJI OPYTOPSJHHUX, HE BUCTAYaJI0 Ul 3BYYHOCTH TEBHUX iH-
CTPYMEHTIB (APYIUX roJIOCIB B JIepeBi i Mifi), OPKECTPOBKU Oynn
NPUMITHBHI, cTapi, iHoai 6e3rtysai» [1, c. 312].

Cutyauis 3 XopoM ckjanacst He kpaie. «KoxkHomy Bigomo, —
npoaosxkye Kommip, — SKy BaXHY poib B MOOYTOBHUX HAalIMX
n’ecax, a yepe3 Te i B poii Tearpy, rpas xop. Ha Hpomy sexana mo-
IBiiiHa poOoTa: He TIIBKO CIMiBaTH, a i rpaTH MacoBi CLICHH Ta OKpe-
Mi HEBEJIMUKi, €Mi30ANYHI BUCTYNH. Yepe3 Te B XOp 3amucaHo Oyio
0arato MaJleHBKUX apTHUCTIB, KOPHCHUX ISl ApaMaTHYHOI CIpPaBH,
aje J0 CMiBy MarouyMXx AYKe Jajneke BiaHomeHHs. <...> B Toii xe
XOp TOTAAa M PiXKHI POAUY] Ta KyMHU BUILMX TeaTpaJibHUX MEPCOH,
KOTPI Hi 10 YOTO HisIKOTO BiJHOIICHHS HE Malii B3araii (KpiM yTpH-
MmanHs1). Takum pobom, xop OyB TEIIMM NPUTYIKOM 3 OOKY POIMH-
HOTO 1 MOMUIHHUIIEIO 3 OOKY MYy3UKaJILHOTO» [TaMm camo, c. 313].

Kommup mowaB mpamtoBat B Tearpi CagoBCBKOTO, KOJIH
«Eneina» Oyna moifHo mocraBieHa, 1 MaB HEIO JUPUTYBAaTH Ha 4ep-
ropux nokasax. Ilaprurypa ioro posuapysana. «lllono «Eneigu»
Jlucenka, <...> xou JesiKi yKpaiHIi B CBil yac 1 3aXOILTIOBAINCH
HElo, aje To Oysio OLIbII 3 MaTPIOTHYHUX MOYYBaHb, & HE XyIOXKHIX.
Bo 3 XynosxkHbOrO OOKY BOHA Piy qyXKe i Ay’ke HEBUCOKOTO IaTyHKY:
BCI TIEPCOHAXKI MEPTBIi, X0U 1 CIIBaIOTh, i TAHIFOIOTh, 1 JIAKOTHCH, 1
CepAsTbCs, — B MY3HULI, 3aMIiCTh PyXY 1 XyA0KHbOI LIIKABOCTH, J0-
CaJHuM, CKyuyHul myMm. <...> ['0JIOBHUH K€ KaX — L€ OPKECTPOB-
ka! <...> Tawm Oyno cTiibko kKako(oHii (iMeHHO Kako(hoHiT), 10 HEe
MOXHa ciyxartd. <...> [licis mepmux marepiajJbHHX YCHiXiB LEH
TBIp TepecTaB AaBaTH 300pu 1 yMep THXOI0 CMEpTIO» [TaM camo,
c. 315-316].

V Yepkawuncoki uumanus

Croorangn O. Kommns migTBepaIuwsii MOi CyMHIBH CTOCOBHO
«Eneinn» Jlucenka. 3pemiroro, KOXKHUH KOMIO3UTOP Ma€ MPaBo Ha
TBOpuy HeBnauy. [IpoximHi abo HEeBHami TBOpU € (PaKTHUHO B YCiX
reHiiB cBiTOBOi KynbrTypu. Lli TBopm Bimomi Xiba mo ¢axiBLsM.
lagaro, ue crnpaBedsuBO, apke BUAATHI MUTLI, MAlOYU CHpPaBKHI
TBOPYi JOCSTHEHHS, 3aCIYTOBYIOTh Ha OO’ €KTHBHY OILIHKY IXHBO-
T0 CMajKy i He MOTPeOyIOTh IITYYHOTO MiJHECEHHS Ha I’ €JecTal
reTh YChOT0, IO BUXOIWIIO 3-Mij IXHBOTO mepa. MOXIIMBO, KUTTE-
Bi 0OcTaBuHM JIuceHKa HeraTMBHO BIUIMBAIN Ha HOro poOoTy 4aciB
«Eneinn», amke B uei nepiox maibke 70-piuHUI KOMIIO3UTOP 3apa-
IH 3apo0iTKy MYCHB MaJlo HE IOAHS MO KijbKa TOAWH JaBaTH ypo-
KM, Ta ¥ TPOMAJACHKI CIpaBu i 00OB’SI3KM BiAOMpad YUMAJIO CHIL.
Jlo cTBOpEHHSI My3HKH KOMITO3UTOP MOBEPTABCs Mi3HO BBeuepi abo
BHOUI, BUCHA)KEHHHI1 IGHHOIO Tpatero. Moro onepa BHifILIa HAATO
CTPOKATOI0 — TMOPYY 13 BUPa3HUMHU MEJIOANYHUMH 3ePHAMH B Hild €
YUMaNo HeUTpPaIbHOI, MISIBOI, MPOXiJHOT MY3HKH, HAIUCAHOT BTOM-
JICHUM TIEPOM.

Anami3 «Eneinn» JIucenka 1 11 crieHIYHa [0 HaBEIU MEHE Ha
IYMKY CTBOpPHUTH cBOIO «EHEiny», 3aHOBO Hammcary i My3uKy, 1 TEKCT,
0e33acTepeXKHO BiIMOBIISIOUHCH BiJl CyMHIBHOI SIKOCTi ¢apcy, Bi
YCbOTO MPUMITUBHO-ILIAPOBAPHOTO — TOTO, IO CHOTOJHI BUIIIAAE
Oe3HaziitHo 3acTapinuM. Ha piBHI My3W4YHOT CTHIIICTUKM MEH1 XOTi-
JOCSl CKOPUCTATUCS HE CTUIBKA CyYacHMMH 3aco0aMu BHUPA3HOCTI,
CKIJIBKM THUMH, $IKi OyJIM B PO3MOPSIKeHHI KoMIo3uTopa JIlucenko-
BOi 106w, MIImmocs He mpo 0CyYacHEHHS «CTAporo CTHIOY i He PO
CTHJTI3aliI0 — 00M1Ba MiAX0au Oyny OU B IbOMY BUMAAKY XHOHHUMU
1 moBepXoBUMH. I1est monsrana B ToMy, 1100 3aJUILATHCS B MEkKax
YMOBHOT'O «CTHJIIO €TIOXH» — Mo4Yarky XX cTopiuys, aje MUCIUTH
UM CTHJIEM, Hade CBOIM BJIIACHHMM, BIJIbHO 3MiHIOBATH ioro abo 3a
notpedu BiaxoauTu Big Hhoro. Cepen HOro CKIAAHUKIB S 034y J10-
BOJIi IIMPOKUH CTUIILOBUH CHEKTP, afpke onepy JlnceHka HamucaHo
TOJI1, KOJIM CBITOBA MYy3UKa aKTHBHO 3aCcBOIOBajia Barneposi HoBaii,
i BOIHOUAC 3apO/KyBaNKCs HOBI Teuii, nocrasamu tBopu . Mase-
pa, k. [lyquini, P. Htpayca, K. deGrocci, A. Ckpsibina, mi3HbOTO
H. Pumcebkoro-Kopcaxkosa i panaboro A. Illendepra. BukopuctoBy-
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I0YM CTHJIBOBI MOJENi UUX Ta IHIIMX Jy’Ke PI3HUX KOMIIO3HTOPIB,
B)KJIMBO AOCSTATH CTHIIICTHYHOTO CHUHTE3Y i YHHKATH IMOBEPXOBOI
eKJIeKTUKU. ToMy HAeThCsl He MPO LIJTICHI CTHIBOBI MOJEINI, a PO
iXHI OKpeMi eJIeMeHTH, SIKi MOYKHa BiJIbHO KOMOiHyBaTH a0 3MiHIO-
BaTH.

[Ipo 3amym TBOpUOi «pexoHCTpyKLiD» onepu «Eneina» s omy-
OJ1iKyBaB HEBEIUKY CTATTIO B )KypHali «My3ukay [5]. Jlemo paHime
MEHi TIOIaCTUIIO0 OOrOBOPUTH CBOIO iier0 3 MapuHoto PomaHiBHOIO
Yeprammnoro-I'ybapenko. Po3moBa Bupanacst gyxe 3MiCTOBHOIO,
MU OKPECIMIH JAEKiJbKa ApaMaTypriuHuX XOMiB, SIKi MOJIMIITYBaJIH
1 KOHKpeTH3yBaJu ciokeTHY JiHiro. Toxi )k Mapuna PomaniBna 3a-
MPOMOHYBaa, 00 5 caM CKJIaB TEKCT, 1O 5 3T0J0M i 3pOOHB, BUKO-
pHUCTaBIIN ACKiJIbKa MOYAaTKOBHUX PsAKIB 3 1i6peto Crapuubkoi-Yep-
HsxiBchKoi. Tak 3’sBuacst Mos ciieHiuHa kantata «[Ipomnor no Ene-
i» UTS TPBOX CITIBaKiB, XOPY 1 CHM(OHIYHOTO opKecTpy’. Buiiiios
MO CYTi caMOCTiiiHUH cyuyacHU# TBip, Oe3nocepenHbo 3 JlnceHkom
He 1oB’s3anuil. BuBuenns ioro «Eneinn» i po3gymu Haj i cie-
HIYHOIO ICTOPI€I0 CTaIM AJISl MEHE TBOPYUM IOIITOBXOM, MiAKa3aJIH
(hopMy BTIICHHSI TEMH Ta 110 CTUIIBOBOI I'PU.

«IIponor no Eneinn» mae croxeT: kopaOenb 3 TPOSHISIMH Ha
yomi 3 Eneem motepnae Bix Oypi Ha Mopi. Hanskani TposHui nmpo-
CSTh 3aXHUCTy B OOTiB, y moii BTpy4yaeTbess HenTyH, BTUXOMUPIOE
BITPH, TPOSHII IIACIMBO PATYIOTHCS 1 BHUCAIKYIOThCS Ha Oeper
nobnuzy Kapdarena, ne naproe Hinona. Croxer mei Iyxe aaje-
Kuit Big apcoBocTi, HeOarato B HbOMY i KOMI4HOT0'?, OTXKE, MOs
pobota oapasy nepeinuia B iHIIY XKaHPOBY IuiomuHy. [lpn Hamu-
CaHHI TEKCTY sl OpieHTyBaBcs He nuile Ha KoTisipeBchkoro, a i Ha
Beprinist — sk 3a 3MicTOM, TaK i 3a CTHJIICTHKOIO Bipmia. Y My3umi

°TIpem’epa TBOPY Bifbynacs B KOHLEPTHii Bepcii 22 Gepesns 2012 poky B
XapkiBcbKOMY TeaTpi orepu Ta 6ajeTy y BUKOHaHHI COJICTIB, XOpy Ta OPKeCTpy
Tearpy mig kepyBaHHsM FOpis SIkoBeHKka.
10 TTo peui, moema KoTisipeBCchKOTo JIMIE MOYMHAETHCA SK CMIlIHUM Gypreck,
ajie B HACTYIHHUX i1 po3ainax «cepio3Hi» MOTHBH BiAIrparoTh Jealli OMITHIIIY
POJb, BIAMOBIAHO, TBIp JKaHPOBO MOIYJIHE B OiK MOTYXXHOTO HAalliOHAJIBHOTO
emnocy. IIpo ne nume Biktop Hebopak B mocmimkenni «llepeuntana «Exeina»
[2].

./
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MeHi XOTiJIoCs BiAIMTH Bill YKpaiHCHKOTO CTEPEOTUITY CIIPUHHATTS
«Eneinn» mume sk tpaBecTii. CroxkeT miKa3yBaB, [0 10 MY3UKH
MOXKHa 3akiactu amo3ii Ha «Otemno» Bepai 1 «Jletroyoro ron-
nanaus» Barnepa, mo MOYMHAIOTHCS CLIEHOI0 MOPCBKOi Oypi. My-
3UYHa MOBA TBOPY IPYHTY€ETBCS HA CTUJIBOBIN TPl 38 MPUHIUIIOM:
SIKY MY3HKY MIir' OM HamucaTH YKpaiHCBhKHI KOMIIO3UTOP MOYaTKy
XX CTOMTTS, IKOM BiH MMPaLOBaB y PiUHILi €BPONEHCHKUX CTHIIHO-
BHX MOIIYKiB, po3MisigaB Ou YKpaiHCbKY MY3HKY SIK YaCTHHY CBIiTO-
BO1 KYJIBTYPH, BOJOAIB OM THYYKOIO KOMIO3HTOPCHKOIO TEXHIKOIO,
MaB OM OCTaTHI BUKOHABCHKi pecypcH, He 3ajiekaB OM BijJ cMakiB
myOuikd. .. SIcHa piy, i IPUHIKITN — HE AOTMa, a CKOpille rpa, sKa
Ma€ CTHMYJIIOBATH TBOpUYy (aHTa3ilo0 Cy4yacHOTO aBTopa, IO Tpa-
LIO€ B YMOBaX CTHJIBOBOTO U iIGHHOTrO IUTIOpaizMy i IOCTMOZEp-
Hocti. Cy4acHa 1o6a npyuBYMiIa Hac 10 TOTO, IO CHIiBICHYIOTh Pi3Hi
Teuii, B OCHOBI SIKMX — pi3HEe PO3yMiHHS KylbTypu. Bonu He mpe-
TEH/IYIOTh Ha BCEOXOIMHICTh, a IOTIOBHIOIOTH OHE OJHOT0, pa3oM
CTBOPIOIOUM OaraToMaHiTTs KyJIbTypHOTO npoctopy. CaMe Ha Taky
KyJIBTYpHY MOJEJNb 51 OPi€EHTYyBaBCs, mpawtotoun Haa «lIpomorom 1o
Eneinm».
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The premiere of Mykola Lysenko’s opera Eneida, based on
Ivan Kotlyarevsky’s poem of the same name, took place in 1910 in
Kyiv at the Mykola Sadovsky Theatre. Although the production reso-
nated with the public and attracted considerable attention, it quickly
disappeared from the stage. During the 1920s and 1930s, the opera
was performed by small theatre companies in various Ukrainian cit-
ies, and in 1959 it was staged at the Kyiv Opera with the participation
of leading soloists Dmytro Hnatyuk, Yevheniia Chavdar, and Larysa
Rudenko. Despite its success, this production likewise soon vanished
from the repertoire. According to unofficial accounts, the Central
Committee of the Communist Party of Ukraine allegedly perceived
satirical allusions to itself in the production and recommended its re-
moval. The factual accuracy of this “unwritten history” can hardly be
verified today, as such recommendations were not documented. It is
quite possible that the matter began and ended with a “hard conversa-
tion” between the theatre’s leadership and representatives of the Cen-
tral Committee’s cultural department — but what exactly was said,
or whether such a conversation took place at all, remains unknown.

Many decades have passed since then. The ideological prohibi-
tions of the communist period have long been abolished, yet Lysen-
ko’s opera has never secured a stable place in the repertoire. Only in
2025, for the first time since its Kyiv premiere, was Eneida staged at
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the Kharkiv Opera. This situation prompts the question of why the
work of such an iconic Ukrainian composer has met with such an
unfortunate theatrical fate.

Kotlyarevsky’s poem Eneida, which formed the literary basis
of Lysenko’s opera, is a canonical text of Ukrainian literature. It has
repeatedly drawn the attention of drama theatres and literary schol-
ars alike; therefore, the relevance of this subject requires no further
justification.

The multi-volume collected works of Lysenko include the pi-
ano score of Eneida, while other musical materials survive only in
manuscript form. I examined these sources at the Lysenko National
Museum in Kyiv and arrived at the conclusion that the opera’s li-
bretto suffers from serious dramaturgical — and particularly liter-
ary — shortcomings. Its authorship was long erroneously attributed
to Mykola Sadovsky, whereas in fact it was written by Liudmyla
Starytska-Cherniakhivska, a fact convincingly demonstrated by
Roksana Skorulska [3]. The controversy surrounding the libretto’s
authorship is examined in detail by Maryna Cherkashyna-Hubaren-
ko in her study of the opera Eneida [4]. While she offers a highly
positive evaluation of the dramaturgical conception of the libretto
and proposes interesting staging ideas, she deliberately refrains
from assessing its literary quality.

The problems associated with Eneida concern not only the li-
bretto but also the music. Lysenko composed only the piano score of
the opera; its orchestration for the premiere was carried out by the
Kyiv-based double bassist and arranger Bohumil Vojacek. Practice
demonstrates how profoundly the musical substance of an opera can
change at the orchestration stage, since what precedes it is not a fin-
ished transcription but rather a sketch of a future work. A fully artic-
ulated piano reduction that conveys the essential orchestral thinking
usually appears only after the complete score has been composed.
This was not the case with Eneida. Perhaps because the opera was
intended for performance at the Sadovsky Theatre, Lysenko did not
regard orchestration as an independent expressive dimension and
therefore delegated this task. At the time, Vojacek was a well-known

57—



My3uka i meamp 6 ymoeax KOMyHIKayiliH020 Xa0cCy Cb0200CHH

arranger in Kyiv and frequently undertook such commissions. His
orchestration of Eneida is entirely formal and extremely colorless,
lacking any creative impulse. The instrumental parts are filled in
mechanically, almost as by a copyist, without attempts to diversify
texture or enrich the schematic piano writing through orchestral
means. Although nearly the full complement of a large symphony
orchestra is employed, the score is dominated by continuous orches-
tral rutti; differentiation of instrumental groups is rare, and the use
of solos or established orchestral coloristic techniques described in
contemporary treatises is virtually absent. It is worth recalling that
this was a work of the early twentieth century, a period in which
orchestration in various national schools had already reached un-
precedented levels of sophistication.

It is evident that the creators of the 1959 Kyiv Opera produc-
tion were aware of the orchestration problem; consequently, the
opera was presented in a new orchestral version by the Kharkiv
composer and pedagogue Volodymyr Nakhabin. For the 2025 pro-
duction, the Kharkiv Opera employed yet another orchestration—by
Borys Liatoshynsky, prepared as early as 1927. A further orchestral
version by Reinhold Gliére also exists.

However, the difficulties surrounding Eneida are not limited to
orchestration. After a thorough examination of the libretto, [ was left
with the strong impression that both the librettist and the composer
drastically simplified the conceptual depth of Kotlyarevsky’s poem.
Its multilayered structure was largely lost, replaced by an unpre-
tentious, flat farce. It is well known that Lysenko lacked access to
professional opera theatres and had to adapt his work to the limited
musical resources of the Sadovsky Theatre, which functioned not as
an opera house but as a musical-dramatic theatre. Although several
professionally trained singers were employed there — among them
Olena Petliash, who later became an opera and chamber singer and
teacher — the majority of actors, as well as the choir and orchestra
(which numbered no more than fifteen musicians), were amateurs.

The musical conditions of the theatre are vividly described in
the memoirs of Oleksandr Koshyts, whom Sadovsky invited in 1912
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to serve as kapellmeister — in modern terms, conductor and musi-
cal director. “The orchestra was small,” Koshyts recalls, “composed
of secondary forces, lacking several essential instruments (second
parts in woodwinds and brass) necessary for a full texture, and the
orchestrations were primitive, outdated, and at times nonsensical”
[1, p. 312].

The situation with the choir was no better. “Everyone knows,”
Koshyts continues, “the important role the choir played in our rep-
ertoire and thus in the theatre as a whole. It had a double function:
not only to sing, but also to participate in crowd scenes and minor
episodic roles. As a result, many young performers useful for dra-
matic action but with little relation to singing were enrolled in the
choir. <...> In addition, various relatives and godparents of senior
theatre figures — who had nothing to do with music whatsoever —
were also included. Thus, the choir became a kind of family refuge
and, musically speaking, a dumping ground” [ibid., p. 313].

Koshyts began working at the Sadovsky Theatre shortly after

Eneida had been staged and was expected to conduct subsequent
performances. His disappointment with the score was profound:
“As for Lysenko’s Eneida, <...> although some Ukrainians were
enthusiastic about it at the time, this enthusiasm was driven more
by patriotic sentiment than by artistic value. From an artistic
standpoint, it is a very weak work: the characters are lifeless, even
though they sing, dance, swear, and rage—yet instead of move-
ment and dramatic interest, the music produces only tiresome,
irritating noise. <...> The greatest horror was the orchestration!
<...> There was so much cacophony — yes, cacophony—that it
was unbearable to listen to. <...> After its initial commercial suc-
cess, the work ceased to attract audiences and died quietly” [ibid.,
pp- 315-316].

Koshyts’s testimony corroborated my own doubts regarding
Lysenko’s Eneida. Ultimately, every composer has the right to
creative failure. Insignificant or unsuccessful works are present in
the oeuvres of almost all great figures in world culture, and these
pieces are generally known only to specialists. This seems justi-
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fied, for genuinely outstanding artists, having achieved true cre-
ative accomplishments, do not require every product of their pen
to be artificially elevated. It is possible that Lysenko’s personal
circumstances also negatively affected his work during the period
of Eneida: at nearly seventy years of age, he was compelled to
give lessons for several hours almost daily in order to earn a living,
while extensive public duties consumed much of his energy. He
returned to composition late in the evenings or at night, exhausted.
The opera thus turned out to be internally inconsistent — along-
side expressive melodic passages, it contains extensive stretches
of neutral, uninspired music written, as it were, by a weary hand.

Analysis of Lysenko’s Eneida and its theatrical history led
me to the idea of creating my own Eneida: rewriting both the mu-
sic and the text, rejecting the ridiculous farce and the primitive,
vulgar elements that appear hopelessly outdated today. Stylistical-
ly, my intention was not to employ contemporary compositional
techniques but rather those available to composers of Lysenko’s
era. The task was neither modernization nor stylization—both ap-
proaches would have been superficial. Instead, I sought to remain
within the stylistic framework of the early twentieth century and to
think within that idiom as if it were my own, freely transforming
or departing from it when necessary. This period encompasses a
broad stylistic spectrum: Lysenko’s opera emerged at a time when
Wagnerian innovations were being actively assimilated, while
new aesthetic vectors were appearing in the works of G. Mahler,
G. Puccini, R. Strauss, C. Debussy, A. Scriabin, the late N. Rim-
sky-Korsakov, and the early A. Schoenberg. Drawing on elements
of these diverse stylistic models, the challenge lies in achieving
synthesis rather than superficial eclecticism. What is employed,
therefore, are not entire stylistic systems but individual compo-
nents that may be combined or transformed freely.

I previously outlined the idea of a creative “reconstruction”
of Eneida in a short article published in the journal Muzyka [5].
Around the same time, I had the opportunity to discuss this concept
with Maryna Romanivna Cherkashyna-Hubarenko. Our conversa-
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tion proved extremely fruitful, and we identified several dramaturgi-
cal ideas that clarified and refined the narrative. It was then that she
suggested | write the text myself. I did so, retaining only several
opening lines from Starytska-Cherniakhivska’s libretto. In this way,
my stage cantata Prologue to the Aeneid for three soloists, choir,
and symphony orchestra came into being''. It is an independent con-
temporary work, not directly related to Lysenko. Studying his ‘Ae-
neid’ and reflecting on its stage history became a creative impetus
for me, suggesting the form of the theme’s embodiment and the idea
of stylistic play.

Prologue to the Aeneid has its own narrative: a ship carrying
the Trojans under the leadership of Aeneas is caught in a violent
sea storm. Terrified, the Trojans implore the gods for protection;
Neptune intervenes, calms the winds, and the Trojans are saved,
eventually reaching the shores near Carthage, ruled by Queen Dido.
This plot is far removed from farce and contains little comedy'?,
accordingly, the work immediately assumes a different genre ori-
entation. In writing the text, [ was guided not only by Kotlyarevsky
but also by Virgil, both in terms of narrative substance and verse
style. Musically, I sought to move beyond the entrenched Ukrai-
nian stereotype that perceives the Aeneid solely as travesty. The
subject matter naturally suggested allusions to Verdi’s Otello and
Wagner’s The Flying Dutchman, both of which open with power-
ful storm scenes at sea.

The musical language of the cantata is constructed as a sty-
listic game based on the question: what kind of music might a
Ukrainian composer of the early twentieth century have written
had he worked fully within the mainstream of European stylis-

" The premiere of the work took place in a concert version on 22 March 2012 at
the Kharkiv Opera and Ballet Theatre, performed by soloists, choir and orchestra
of the theatre conducted by Yury Yakovenko.

12 By the way, Kotlyarevsky’s poem only starts out as a funny burlesque, but in
the following chapters, ‘serious’ themes play an increasingly prominent role, and
the work shifts in genre towards a powerful national epos. Viktor Neborak writes
about this in his study ‘The Eneid Revisited’ [2].
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tic development, regarded Ukrainian music as an integral part
of world culture, possessed flexible compositional technique, en-
joyed sufficient performing resources, and been independent of
audience taste? These principles are not dogmatic; rather, they
form a playful framework intended to stimulate the creative
imagination of a contemporary composer working within the
conditions of stylistic and ideological pluralism characteristic of
postmodernity. Modern culture has accustomed us to the coex-
istence of multiple artistic paradigms grounded in diverse con-
cepts of culture. None claims absolute dominance; instead, they
complement one another, together forming a multidimensional
cultural space. It was precisely this model that guided my work
on Prologue to the Aeneid.
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IIOCTATDH CEPKA JIMPAPS B HOBOMY
THOOPMAIIIMHOMY TA HAYKOBOMY JIUCKYPCI

(Aemopcovka npezenmauis Ho8oi kHueu «Ikap 3 bepezie bopucgenay)

Knwouoei cnosa: meopuicmo C. Jlugpaps, b. Hisocuncora ¢ Ku-
€6i, nracmuune euxoeanus y «LLxoni pyxy», «Moroouti meampy JI.
Kypbaca, cenoepna npobremamuxa novamxy XX cm.

IllanoBHI koneru, Most HoBa kHHra «lkap 3 OeperiB bopucde-
Ha» (mpo Cepxa Jludapst) nopeuno Bcturia g0 120-piyus Haoro
3eMJIsIKa, SIKMH HemoaaBHo po3nopsyikeHHsM [Ipesnaenta Ykpainu
B. 3enencrroro BuzHanuii HanionaapHOIO JereH 1010 YKpaiHu.

VY kum3i 400 cropinok, 600 cBiTIUH, 3 HUX 16 CTOPIHOK KOJIO-
pHu30BaHKUX (OTO, IO 3HAYHO MiJCHIIOE e(PEeKT MPUCYTHOCTI B TO-
JiftHOMy mpocTopi. Y 3MicTi kHUTH 42 HapucH, ixHs moOygoBa He
cyto Oiorpagiuna, a HayKoBO-ipoOiaemMaTnyHa. [Ipu npomy aeranb-
HO MPOaHaNi30BaHO OLTBLIICTE MPUHLMIIOBO BAXKIMBHX XOpeorpa-
¢iunux 3100yTKiB C. JIndaps. [lepeamoBy Hamucas Miit Koera o
KHYKiM, npodecop, 3acmyxxeHuii aisa muctentB Ykpainu Pany
BiraniiioBuu Ilokmitapy.

Ha ocHoBi aHami3y HOBITHIX BITYM3HSHUX Ta 3apyODKHHX ITy-
Omikamiii S HaMaraBcsl BiITBOPUTH HEYNEPEIKCHUH Ta OE3KOMITPO-
MICHHMI MOMISIA HA XHUTTS U TBOPYICTH BUAATHOTO Xopeorpada Ta
aptucTta 0ajery yKpaiHCHKOTO MOXOMKEHHS. 30KpeMa, PO3MISHYTO
fioro B3aeMoBigHOCHHU 3 Cepriem [lsrineBum, mo Oyau xapakrep-
Hi U1 TeHAepHUX ocobnmBocTel «Pocilickkoro Oanery», Ta ix-
Hill BIUIMB Ha Mixdip pemepryapy i KacTMHI BHKOHaBLIB. Po3kpu-
TO CHpaBKHE aBTOPCTBO OiIBIIOCTI KHMKOK 3B mianmucom Jludaps,
HOro MpUXOBaHUM XapakTep CIJIKYBaHHS 3 HIMELILKUMH OKyIaHTa-
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MU, a TAKOXX IPUYMHH YCIIABICHHS 3pa3KiB POCIIICHKOIO MUCTELITBA.
3’scoBaHoO, 110 1i (GaKTOPU MK MicCLie y 3B’SI3Ky 3 IPHUHAJICIKHICTIO
Jludapst 10 pociiicbKOro eMirpaHTCHKOTO CEpe0BHILA, Bl 3BUYAIB
1 TpaguLil sSKOro BiH OyB 3aJIe)KHUM. 3anporoHOBaHO HOBI HapaTH-
BU y ¢opmymoBanHi cnagmuau C. Jludaps B eBponeiickkomy Ta
BITYM3HSHOMY OaJIeTHOMY MHCTENTBI, SIKi YTOUHIOIOTb, aJie¢ HE TpH-
MEHIIYIOTh HOTO 3400yTKIB Ta 3HAYEHHS.

OcobnuBuii Haronoc B KHHU31 mpuuiieHo crocyHkam Cepixa
Jludapst 3 poaunoro HixkuHcbkux, 30kpema BamnaBom Ta bpownic-
JaBoIo, sika (pakTHYHO Oyna mepiuum negarorom Jludaps 3 xnacuy-
HOTO TaHI0. KeBChKi CTOPIHKM — OCOOJUBI Y TBOPUOMY JIOPOOKY
b. HixkxuHCbKO1, KOJIM BOHA CIiBIpaloBaia 3 OararbMa yKpaiHChKH-
MU KyJbTYPHHMH OpraHi3alisMd Ta BUJATHUMH MUTHAMHU. Hanpu-
KJiaz, i1 mpuBabIOBago KOO JIIONEH, SIKi TpyIMyBaiucs B MalcTep-
Hi xygoxHuni Onexcanapu Exctep, meHTpl «TpiymMdanbsHOro exc-
MEPUMEHTYBAaHHS», XapaKTepHOro AJs Tiei OypxnuBoi enoxu. Tam
30upanucst xynokHukn Bagum Memnep, Hiccon Hludpin, [asno
UYeninies, siKi 3roJJOM BIUXHYJIM HOBE XHTTS B CIICHOrpadito €Bpo-
MEHCHKOr0 TeaTpaIbHOTO MUCTELITBA.

Hasga ctynii «llIkona pyxy» Oyna no’s3aHa 3 il HaB4aJIbHOIO
MPOrpaMoro Ta BiApi3HsIACS BiJ MPOrpaMH iHIIMX OaJeTHUX LK.
Tyt mparaynu gopmMyBaTH TapMOHIMHOTO Cy4YacHOTO TaHLIBHHKA,
SKHI CTBOPIOE TaHELb, @ HE TUIBKU BIOCKOHAIIOE TIIECHI HABUYKH.
Kpim toro, y crymii y 1919-1920 pp. mpoBoAMIH PYXOBi 3aHATTS
JUISL apTHCTIB IpaMaTHYHOTO MHUCTENTBA Ta OMEPHUX criBakiB. He-
3BaKaIOUM Ha Te, 10 porpama cTyaii Oyna HacuueHa HaBYaJIbHUMHU
npeaMeramu, HixkuHChKa HagaBana MepIoYeproBoro 3Ha4eHHs BU-
KOHAHHIO, 1 BXKE Yepe3 piK CTylis movaja BUCTynaru myoniuno. Jo
penepryapy yBiiium sk HOBI xopeorpadiuni TBopu HiKMHCHKOI,
Tak 1 nmepepoOneni. Lle moka3ye crnopigHeHICTH TBOpYOCTI Oajer-
MEHCTepKH 3 «BUIBHUM TaHLEM», y SKOMY XopeorpadidHa TBOp-
gicTh Oylia MOB’A3aHa 3 PO3BUTKOM HOBUX TAHLIOBAIBHUX TEXHIK.

VY Kuesi HixkWHCBKY OCTaTo4HO MOKMHYJIO0 OakaHHs OyTH Oa-
nepunoto. Y XIX cTomiTTi moHsATTA «OanepuHa» Oyjaa CHMBOJIOM
MICTHYHOI >KiHOYHOCTi. Y CTyAEeHTCBhKi poku bponicnaBa Hamone-
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IJIMBO MpaIoBalla HaJ 3aCBOEHHSM IMOBEIIHKOBHX KOIB 1 TeXHiu-
HUX BHMOT POJIi — CTPUOKIB y TOBITPi, OKPYIICHHSI PYK, TOHKOT
ManbLEeBOi TEXHIKH, IO CTBOPIOBAJIM BPAKEHHsI JIETKOCTi, TpaLii,
Kpacu. Xo4ya B Ol peneTHLiiHIA TIOHHWI BOHA JEKOMY 31aBa-
nacs HesrpabHo, 3aHanTo M’s3ucTo0. CekcyalbHI BIOJOOAHHS
BponicnaBu 3MiHHIUCH MiCHIs HEMIACIUBOTO KOXaHHS Ta HEBIAIOTO
o0y, HixknHCbKa movana po3irydarucs i3 30BHILIHIMUA O3HAKaMHU
)iHoyHOCTi. Ha cBiTnmMHAaX, 3po0ieHuX, KOau il Oysno MpUOIU3HO
21 pik, BOHa BUINIAJA€ CEPHO3HOI0 MOJIOAOIO JKIHKOIO, CXOXKOI0 Ha
XJIOTTYHKA.

s ocobnuBicTh mposiBUIIACS BKe B KHIBCbKI poku. Poszmi-
JMBIIM MPOOJEeMHU CTaTi 1 reHaepy, BoHa TpaHchopMmyBana ixX K y
CBOEMY BHKOHAHHI, TaK 1 B Xopeorpadiunux TBopax. bo cami pyxu
HE BBa)Kalla aHl YOJIOBIYMMHU, aHi KIHOYUMH, TOOTO TAKUMHU, IO HE
HECYTh CTaTeBOTrO 3a0apBicHHS. Y Iil MO3UIII BXKE BiI4yBaEThCS
MalOyTHS 1JIC0JIOTis TAHIFOBAIBLHOTO TIOCTMOJICPHY.

Teopu Hixuncekoi B KueBi BiyibHI Bif KpaiHOLIIB reHIEpHOT
mudepenuianii pyxiB, BIaCTUBUX CaMOMY OalleTHOMY JIEKCHKOHY
1 MOr0 MpaKkTHYHOMY 3aCTOCYBAHHIO B JOPEBOJIOLIHHOMY OaseTi.
Ha 3miny OasepuHi i mpUHIy — KOHCOPTY Maja 3’SIBUTUCSI HOBa
repoiHsi — MOTYTHs, Oe3cTaTeBa. Xouya B IIi POKH PYIIIHHOIO CH-
7010 Xopeorpadiunoi aissbHOCTI HiXkMHCBHKOT Oynu cojo, BOHa Ta-
KO CTaBWJIa TPYNOBI TBOPH, HAPHUKIAA «J{eMOHU», B IKOMY PyXH
I’SITW KIHOK TIOBMHHI OyJI CTBOPHUTH Yy IVIsiada BpaKEHHsI, IO BiH
3HAXOJHUTHCS MEpe]] BEJIUKOIO OTHIHOI0 KOMaXOIo.

Mapxko TepenieHko, yKpaiHCbKUN pekucep 1 KONUIIHINA KepiB-
HUK TPOJIETAapChKOi TeaTpanbHOl CTYAil, 3raayBaB, U0 3aBkaAu OyB
Ha BHCTaBaxX Hi>KMHCBHKOT 1 HAYeOTO 3aXOIUIIOBAaBCS (POPMOIO ii KOM-
no3uuiid. Bin MaB Ha yBa3i YiTKIiCTh JIiHiH 30BHIIIHBOTO MAaJIOHKY,
OPraHi30BaHICTh 1 3JIATOKCHICTh aHCAMOJII0, TEXHIUYHY Ta aKTop-
CBKYy MaicTepHiCTb. Anie HIOMUTO He MOOAYUB Yy IIbOMY >KHUBOI JIIOA-
ChKOI 1HUBIAYaIbHOCTI, TOOTO TepenieHKy 31aBanocs, 0 MHUCTe-
UTBO il aKTOPIB 130JIbOBAHE BiJ| JKUTTSL.

Bigmamo Hanexxne ominui TepemieHka $K HpOJETapChKOrO
KpuTHKa. BiH IJIKOM 1/1€0J0TIYHO PO3MIpPKOBYBaB IPO Te, IO B
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KoMno3unii «JleMoHm» 3MicT HIOUTO HE BiAmoBinae Gpopmi. Ase mo-
0auuB came Te, 10 3ayMalia xopeorpaduHs Ta OJIMCKyde BTiIMIa y
il MIHCHO «OKUBIi», ECTETHYHO HECIOiBaHil, IPOTe HEUMOBIPHO
Bpaxkarodiit kaptuni. CtynenTn odoxHioBanu Hisxkuncbky. Bonu cu-
JIM HOYaMU, CIyXalouu Ipo i CHU Ta BUAIHHS, JOMIAJAIHU 32 HEO
mig yac xBopoOu. IlparroBany 3 Hel0 MOAHS 3 PaHKY A0 Mi3HBOTO
Beuopa.

Binpwicts yuniB Hi>KMHCBKOI MOXOOWIN 13 CEpEeOHBOTO, He-
3aMOXKHOTO Kitacy a0o MpeACTaBIIsUIM TBOpUY iHTemNireHuiro. Jionu
JTUTAIHCS TUM, 110 MaJH, MPisUTM MPO Kpalie MaiOyTHE 1 TBOPUIH
muctenTBo. «llkoma pyxy» crama 3pa3koM Ajsl THX KOJEKTHBIB,
aki Hi>kuHcbKa 1uiekana abo MmiATpUMyBajia IPOTIroM yciei CBOET
kap’epu (6aner Inmu PyOinmreiin, [Tonschkuii 6aner, Hiarapchkuit
NPUKOPIOHHMI Oajner Ta Oarato iHMKX). AJe KOAEH 3 HUX HE Mir
3piBHsATHCS 31 «1lIKOTOI0 pyXy» Y HEMOXWTHIM BiANAHOCTI MHUCTe-
uTBY camoi Hi>KWHCBKO.

Ha BigMmiHy BiJ iHIIMX TeaTpaJbHUX KoyeKTHBiB KueBa, maii-
crepHs HixkuHChKOI Oyna Hacammepesa CIiTbHOTOIO JKIHOK — THX,
XTO ii JTIKyBaB, XTO BUMBCS Y Hel 1 XTO BBaxaB cebe ii mpuioMHUMHU
JOYKaMH. Y KpUTHYHUN MOMEHT, OOpakeHa sIK )KiHKa, 3pajyKeHa He-
BIPHMM YOJIOBIKOM 1 Bpa3iMBa K MUCTKHHS-TIOYaTKiBeub, HikuH-
ChKa IIyKaJsa JI000Bi, BTIXW W MIATPUMKHU B iHIHKX kiHOK. Lllkona
pyxy Oyna MmiciieM OCHOBHOTO Hampy:keHHs cui HiKuHCBKOI, ane
BOHA TaKOXX CHiBIpalfoBajia 3 pexHcepaMy aBaHTapAHOTO Tearpy,
moHainepriue 3 Jlecem Kypoacom.

3n00yBin ocBiTy y BinHi Ta BONOMiIOYM KUJTbKOMAa 1HO3EMHHU-
M MoBamH, KypGac OyB 3acCHOBHUKOM Tpynu «Monoauii Teatpy, 3
SKOI0 CTaBHUB CEPHO3HI I’€CH yKpaiHCHbKOIO MOBOW. BiH Tex pos-
DIaB PyX SIK HEOOXiIHY CKJIaJJOBY CBOTO HOBOTO T€aTpy 1 CHCTEMH
akTopchkoi migroroBku. Tpyma Kypbaca, nepeiimenoBana B Kuis-
CHKUH IpaMaTU4HUI Tearp, racTpoiioBaja B OCHOBHOMY MO yKpa-
fHCBKMX TyOepHisiX Ta HaByajla BUKOHABIB CLEHIYHOMY pPyXy 3a
JIOTIOMOTOI0 CIIaBHO3BiCHOTO apTHcTa Oanety Muxaiina Mopakina.
[Ticna Biaizmy Mopakina 3 Kuesa Kypbac, BoueBuab, 38epHyBCs 11O
JoroMory 10 Hi>xkuHCBKOI.
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AMepuKaHO-yKpaiHChbKa TeaTpO3HABUIIL Ta pekucepka Bipms-
Ha Tkad y cBOiX JEKWiAX 3rajaye mpo 3B s3ku MK HixkuHCBKOIO Ta
Kyp0Oacom, 30kpeMa mpo CTYACHTIB, SIKi HaBYAIUCS B 000X CTYHIsIX.
Banentuna Yuctaxosa, apyxuna JI. KypOaca, Texx mpuragysana
3ycTpiu konekTuBiB Hixkuacbkoi Ta KypOaca min yac peneruuii Bu-
crasu «Lap Eniny.

CxoxicTp MiX TBOpuMMH 3acamgamMu KypbGaca i Hixxuncbkoi
niicHo Benmka. OOMIBa MPOBENHM KijbKa POKIB 32 KOPJOHOM Ta BBa-
xKalu cebe eBpONeHChbKUMU MUTISIMH, OyJTH OB s13aHi 3 MOIIYKOM
HoBauiil. OOuBa BipuiIH B 30aTHICTH PyXy IiepeiaBaTh CEHC 3a MEXK-
amu BepOaIbHOTO CBITY 1 HaJaBaIM BEJIMKOTO 3HAYSHHs aHCaMOITIo,
JOCTIDKYIOUM Pi3HI MOXIMBOCTI HOro HEaMaTOpChbKOTO BUKOPHC-
taHHsa. 3pemroro Kypbac ta HixxkuHcbka mparayian o0pa3oTBopuoi
TearpalbHOCTI, He MmoOyaoBaHOI Ha omoBimaibHOCTI. Kypbac 3a-
BXKIIM BiJIaBaB Hajie’kHe BIUIMBY HiKMHCBHKOI Ha PO3BHTOK TaHIIIO
1 pyXy B YKpaiHi, BOZHOYAC MIKOAYIOUH, 1[0 HIXTO 31 CTYHAEHTIB, BH-
KJIa/1a4iB, apTUCTIB TaK 1 HE 3MIr TIOBHICTIO OCATHYTH ii CIIa IIUHY.

[Ipote Kypbac OyB He eIMHUM peRUCEPOM, 3 TkuM HiskuHChKa
npamoBana B Kuesi. Bxe 3ragysanuii Mapk TepelieHko — OuH i3
pekucepiB Tearpy i KiHo, BUXOBaHUX Y Momnoxomy Tearpi. Konu B
1920 p. BiH «po3siiimoses» 3 KypbacoM, To BiZKpHB BIIACHY €KCIIe-
pPUMEHTaNIbHY TeaTpajibHy CTYHIIO AJS NpoJeTapchbkoi MOJOAl, Ha-
3BaHy JpaMaTHYHUM T'ypTKoM BceykpaiHChKoi IeHTpaibHOI cTymil
(abo ckopoueno — lleHTpocTymi€ero).

Hixuncpka odonmwia xopeorpadiuHy CeKito, sKa Mi3Hille
Oyna mepeiiMeHoBaHa y BceykpaiHChKy AepikaBHY CTyAilo, Terep
BXKE y pOJIi BUILOTO HaBYalbHOTO 3aknany. Came kepoBaHa Oib-
moBuKamMu «LleHTpocTyisi», a He mpuBaTHaA IIKoja HiXHHCBHKOI,
Bigkpuia Jludapro nuisax mgo xopeorpadivnoro mucteutsa. [Ipore
CTaBJICHHSI MUCTKUHI 10 HOBOI Biaau Oyno HeopHO3Ha4HUM. bo, 3
0JHOTO OOKY, KEPIBHULITBO MiATpUMYBaJa il TBOPYI MOYMHAHHS, a 3
JPYroro — Hamaranaocs Aoay4uTd HiKHMHCBKY 10 MUCTELBKOI Oro-
POKparii, 0 3apopKyBajiacs B KOMyHICTUYHOMY cepenoBui. Tak
yn iHakme, HikuHchbka Ha 3axofl HIKOMW HE 3rajyBaia Mpo CBOi
3B’S3KH 3 PaJSTHCBKUMHU YCTaHOBaMHU.
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V xBitHi 1920 poky b. Hixkuncbka orpumainu nucta Big Pomonn,
npyxxkuHu BaryiaBa HixkuHCBKOTO, J1e TTOB1IOMIISUITOCS, 110 11 Opar —
TSDKKUHN TICUXIYHOXBOPHUMA. AJie BOHA 3MOIJIa BUiXaTd 3a KOPIOH He
Bigpasy. YacTkoBo 1e Oys0 MOB’s3aHO 3 THUM, IO iH(GOPMALis, SKY
BOHA OTPHMYBaja Mpo cTaH Opata, Oyia CymepewIMBOO 1 4acTo He-
npaBUIbHOIO. bpoHicnaBa BiguyBasia cebe y Toil yac 3aryOieHoro,
CaMOTHBOIO, XBOPOIO, HIKOMY HE IOTPiOHOIO 1 TBOPUO OE3ILTIAHOIO.

LinkoM 3po3ymisio, 10 BOHA MOOOIOBANACs apemry, 00 Kijib-
1Ie HaBKOJIO Hel 3arsryBajiocs. Xova B b. HixkuHcbkoi Oyino Garato
npuunH BUixatu 3 Kuesa, ane ii ctpumyBano Hacammepes OakaHHs
He BrparuTh «llkomy pyxy». Jlani BoHa 3 MaMOIO Ta AITbMHU BHiXa-
na 1o Bonmnuceka (JIynpka), a moTiM, Bxke TaeMHO, 110 [IpockypoBa
(arHI XMETbHUIBKUI). APTUCTH KOJIMITHBOTO AJIEKCAHAPIHCHKOTO
Tearpy MOTOJAMINCH BUBE3TH Il y CBOEMY BaroHi, a JUPUTCHT MpU-
XOBaB MaTip 1 AiTell y BnacHoMy Kyne. HacTymHoro Hs BCi HapemTi
OTpPHMAaNY TIEpenycTKU Ha mpoi3n a0 Bapmasu. [logopox poauan
HixuHcbKOT Haragye Ty, KOTPY 3A1MCHUB IIe 3 OUIBIIUM PU3UKOM
JUTSL )KATTA ABa poku motomy Cepik Jludap 3 ToBapuiiamu, iKux Bu-
kiukana Hixkunceka 11t podotu B Tpymni srinesa.

Y mexcmi euxopucmano ¢hpacmenmu ecmyny ma po3oiny npo
b. Hisicuncory 3 knueu O. Yenanosa «lxap 3 bepecie bopucgenay.

Oleksandr Chepalov
Professor, Doctor of Art Studies, Merited Figure of Arts of Ukraine,
Head of the Department of Choreographic Art at Kyiv National
University of Culture and Arts.
e-mail: chepalovst@gmail.com; ORCID iD: 0000-0002-2033-357X

THE FIGURE OF SERGE LIFAR IN THE CONTEMPORARY
INFORMATIONAL AND SCHOLARLY DISCOURSE
(Presentation of the new book “Icarus from the Banks of the Borys-
thenes”)

Keywords: Serge Lifar's creative legacy, Bronislava Nijinska
in Kyiv, plastic education and the “School of Movement”; Les Kur-
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bas’ Young Theatre; gender issues in the early twentieth century.

Dear colleagues,

My new book, Icarus from the Banks of the Borysthenes
(dedicated to Serge Lifar), was released in a timely manner to coin-
cide with the 120th anniversary of our compatriot, who was recently
officially recognized as a National Legend of Ukraine by decree of
President Volodymyr Zelensky.

The publication comprises 400 pages and includes approxi-
mately 600 photographs, among them 16 pages of colourized im-
ages, which substantially enhance the sense of immediacy and
presence in relation to the events discussed. The book consists of
42 essays and is structured not as a conventional biography, but as
a scholarly, problem-oriented study. It offers an in-depth analysis
of the majority of Serge Lifar’s fundamentally significant choreo-
graphic achievements. The foreword was written by my colleague
at the Kyiv National University of Culture and Arts, Professor Radu
Vitaliiovych Poklitaru, Merited Figure of Arts of Ukraine.

Drawing on an analysis of the most recent Ukrainian and in-
ternational publications, I sought to present an unbiased and critical
account of the life and work of this outstanding choreographer and
ballet artist of Ukrainian origin. Particular attention is paid to Lifar’s
relationship with Sergei Diaghilev, shaped by the gender dynamics
within the “Russian Ballet” and their influence on repertoire policy
and casting practices. The book also addresses the question of au-
thorship of a number of publications issued under Lifar’s name, ex-
amines his covert contacts with the German occupying authorities,
and analyzes the motivations behind his glorification of Russian art.
These aspects are contextualized through Lifar’s close ties to the
Russian émigré milieu, whose traditions and norms he remained de-
pendent upon.

At the same time, the book introduces new interpretative
frameworks for understanding Lifar’s place within European and
Ukrainian ballet culture, offering a critical reassessment that re-
fines — without diminishing — his artistic achievements and his-
torical significance.
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A special section of the book is devoted to Serge Lifar’s relation-
ship with the Nijinsky family, particularly with Vaslav Nijinsky and
Bronislava Nijinska, who was, in fact, Lifar’s first teacher of classical
dance. The Kyiv period of Nijinska’s career is of particular impor-
tance, as it reveals her close collaboration with numerous Ukrainian
cultural institutions and leading artistic figures of the time. She was,
for instance, associated with the circle that formed around the studio
of artist Alexandra Exter — a site of what contemporaries described
as “triumphant experimentation.” This milieu included Vadym Meller,
Nisson Shifrin, and Pavlo Tchelitchew, artists who later played a cru-
cial role in the renewal of European theatrical scenography.

The very name “School of Movement” reflected the concep-
tual foundations of its educational programme, which differed sub-
stantially from those of traditional ballet schools. The aim was to
cultivate a harmonious modern dancer capable of generating move-
ment creatively, rather than merely mastering physical technique.
Moreover, in 1919-1920 the studio offered movement classes for
dramatic actors and opera singers. Despite the intensity of training,
Nijinska prioritized performance practice, and within a year the stu-
dio began presenting public performances. The repertoire combined
new choreographic works by Nijinska with reworked existing piec-
es, revealing her affinity with “free dance,” in which choreographic
invention was inseparable from the exploration of new movement
techniques.

During her Kyiv years, Nijinska abandoned her ambition to
become a ballerina in the traditional sense. In nineteenth-century
culture, the figure of the ballerina symbolized idealized femininity
imbued with mystique. As a student, Bronislava diligently sought
to internalize the behavioral codes and technical demands of this
role — elevated jumps, rounded arm positions, refined pointe work
conveying lightness, grace, and beauty. Yet in rehearsal photographs
she appeared awkward to some observers, even excessively mus-
cular. After a painful love affair and an unsuccessful marriage, her
sexual preferences shifted, and she gradually distanced herself from
outward expressions of conventional femininity. In photographs
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taken around the age of twenty-one, she appears as a serious young
woman with distinctly androgynous traits.

This tendency crystallized during the Kyiv period. By con-
sciously separating biological sex from gender expression, Nijinska
reconfigured both concepts within her choreographic work. She per-
ceived movement as neither male nor female, stripped of gendered
associations — an approach that in many ways anticipated the aes-
thetic principles of postmodern dance.

Nijinska’s Kyiv works avoided the pronounced gender differ-
entiation characteristic of pre-revolutionary ballet vocabulary and
practice. The traditional pairing of ballerina and male partner was
supplanted by a new heroic figure — powerful, androgynous, and
expressive. While her choreographic activity of this period focused
largely on solo performance, she also created ensemble works, such
as Demons, in which the movements of five women were designed
to evoke the image of a single large, repulsive insect.

Ukrainian director Marko Tereshchenko, formerly the head
of a proletarian theatre studio, recalled attending Nijinska’s perfor-
mances and admiring the compositional clarity of her work. He em-
phasized the precision of external form, the disciplined organization
of the ensemble, and the high level of technical and acting mastery.
At the same time, he expressed reservations regarding what he per-
ceived as a lack of individual human presence, suggesting that the
choreography appeared detached from lived reality.

Tereshchenko’s critique, shaped by his proletarian worldview,
reflected ideological expectations of congruence between form and
socio-political content. Nevertheless, he recognized what Nijinska
had both intended and achieved in this “living,” aesthetically uncon-
ventional, and extraordinarily striking work.

Nijinska was deeply admired by her students. They stayed
awake late into the night listening to her visions and artistic aspira-
tions, cared for her during illness, and rehearsed with her daily from
early morning until late evening. Most students came from middle-
class or impoverished backgrounds or belonged to the creative in-
telligentsia. They shared limited resources, nurtured utopian hopes,
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and created art together. The “School of Movement” became the
prototype for many ensembles Nijinska later formed or supported,
such as Ida Rubinstein’s Ballet, the Polish Ballet, and the Niagara
Frontier Ballet. Yet none matched the School of Movement in its
absolute dedication to her artistic vision.

Unlike other Kyiv theatre groups, Nijinska’s studio functioned
primarily as a women’s community — those who supported her,
learned from her, and regarded themselves as her spiritual daughters.
At a moment of personal crisis, betrayed by her husband and vul-
nerable as an emerging artist, Nijinska sought care, solidarity, and
emotional support primarily among women.

Although the “School of Movement” remained the focal point of
her work, Nijinska also collaborated with avant-garde theatre direc-
tors, most notably Les Kurbas. Educated in Vienna and fluent in sev-
eral languages, Kurbas founded the Young Theatre, staging intellectu-
ally demanding plays in Ukrainian. He viewed movement as a core
component of his theatrical reform and actor-training system. His
troupe — later known as the Kyiv Drama Theatre — toured Ukraini-
an regions and trained actors in stage movement with the assistance of
ballet artist Mikhail Mordkin. After Mordkin’s departure from Kyiv,
it is highly probable that Kurbas sought collaboration with Nijinska.

American-Ukrainian theatre scholar and director Virlana Tkacz
has repeatedly emphasized the links between Nijinska and Kurbas in
her lectures, noting that several students studied simultaneously in
both studios. Valentina Chistyakova, Kurbas’ partner, also recalled
encounters between the two groups during rehearsals of Oedipus Rex.

The creative principles of Kurbas and Nijinska were strikingly
similar. Both had spent formative years abroad, identified as Eu-
ropean artists, and pursued theatrical innovation. Both believed in
the expressive power of movement beyond verbal language, em-
phasized ensemble work, and rejected amateurish approaches. Both
sought a visual theatricality that did not rely on narrative illustration.
Kurbas consistently acknowledged Nijinska’s role in shaping move-
ment culture in Ukraine, while lamenting that her legacy remained
insufficiently understood by contemporaries.
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However, Kurbas was not the only director with whom Nijin-
ska collaborated in Kyiv. Marko Tereshchenko, also trained in the
Young Theatre, founded his own experimental studio for proletarian
youth in 1920 — the All-Ukrainian Central Studio (“Centrostudia”).
Nijinska headed its choreographic department, later reorganized
into the All-Ukrainian State Studio, which eventually evolved into
a higher education institution. It was this Bolshevik-controlled Cen-
trostudia, rather than Nijinska’s private school, that opened the path
of choreographic education for Serge Lifar.

Nijinska’s attitude toward the new Soviet regime was ambiva-
lent. While the authorities supported aspects of her artistic activ-
ity, they simultaneously sought to integrate her into the emerging
bureaucratic system of communist culture. Significantly, Nijinska
never referred to these institutional connections during her later life
in the West.

In April 1920, Bronislava Nijinska received a letter from Ro-
mola Nijinsky informing her of her brother Vaslav’s severe mental
illness. She was unable to leave immediately, partly because infor-
mation about his condition was contradictory and unreliable. At that
moment, Nijinska felt profoundly lost, ill, isolated, and creatively
depleted.

Her fear of arrest grew as political pressure intensified. Al-
though she had numerous reasons to leave Kyiv, her primary con-
cern remained the preservation of the School of Movement. Eventu-
ally, Nijinska fled clandestinely with her family — first to Lutsk and
then to Proskuriv (now Khmelnytskyi). Former artists of the Alexan-
drinsky Theatre smuggled her in their carriage, while a railway con-
ductor hid her mother and children in a separate compartment. The
following day, they finally obtained permission to travel to Warsaw.

This escape closely resembled the journey Serge Lifar would
undertake two years later, under even greater risk, when Nijinska
summoned him and several companions to join Diaghilev’s troupe.

This text incorporates excerpts from the introduction and the
chapter on Bronislava Nijinska from Oleksandr Chepalov’s book

“Icarus from the Banks of the Borysthenes”.
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«O3EPO I YAMKOBCBKUM OCTOPOHb»:
SWAN LAKE AJJEKCAHJ/IPA EKMAHA SIK
IHTEPMEJIIAJIBHUN ®’IOKH

Knwuogi cnosa: cyuacne mucmeymeo, 6anem, cyuacui nep-
GopmamueHi npaxmuxu, iHmepmedianvricmos, @ 10cH, Mmighonoee-
Ma, 8I3yanvHi anto3ii, wisieep K 00 €km Xy0oxcHbol iHmepnpemayii.

<« X0TiB 3p0OUTH OCH rPpaHio3He, JUKE Ta He3BuuaiiHe. Lloch
i3 Bojoro!» — ckazaB xopeorpad Anexcanap EkMaH 1 HaoBHHB ro-
noBHy cueny Oneproro tearpy Ocio 5000 mitpamu Boau. Y A Swan
Lake, #ioro HOBii1 moBHOMETpaXxHii poOOTi, cTBOpeHiit st HopBe3b-
KOT'O HalliOHAJILHOTO OaneTy, 10 TaHLIOPUCTIB Ha CLIEHI TPUEIHYIOTh-
sl aKTopH, conpaHo, My3ukanTy Ta 1000 rymoBux kadedok» [4]. Lla
LUTaTa € OJHIEIO 3 HAUMOLIMPEHIINX 1 CYITPOBOKYE MyOITiKalito Bi-
neosepcii Oanery A Swan Lake Ha pisnux mnargopmax [4, 5, 8].

Anekcannp ExmMan — onuH 3 HaBU3HAHIIIMX CYy4acHHX XOpe-
orpa¢iB, yui BHCTABU BHUPI3HSIIOTHCS BUHAXIAJIMBICTIO, MYy3HKaJlb-
HICTIO 1 TOHKMM T'YMOpPOM. SIK TaHLIBHUK BiH MpalloBaB y TpyHax
Kopomniserkoro 6anery LIBewnii, 6anery KymisOepr ta Ha Momomixk-
Hill cueni Ne 2 Higepnauncekoro tearpy Tanuio (NDT 2), micis
YOro MPUHHAB PilICHHS MOBHICTIO MPHUCBATUTH cebe Xopeorpadii.
[TosiBi A Swan Lake nepenysanu Taki podotu, sk Flockwork (2006),
mibkHaponuui xit Cacti (2010, nominamiss Ha mpemito VSCD
Zwaan Award), Left Right Left Right (2012), Maybe Two (2013) Ta
Definitely Two (2013). Baxnusoro pucoro TBopuoro meroqy Exma-
Ha € Te, 1110 BiH YacTO caM CTBOPIOE MY3HKY Ta pO3po0JIsie cLieHOorpa-
¢biro 17151 BIaCHUX MOCTaHOBOK.

VY wmeniiinomy kontekcti A Swan Lake xapakrepusyeTbes sk
BUCTAaBa, [0 «3aBISKH MY3HIIi IIBEICHKOTO KOMITO3UTOpa Mikaess
Kaprccona ta xocTromam JaHcbkoro Mozenbepa I'enpika Bibckosa
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MIPOTIOHYE CBKUH 1 TOTEMHUHN MOV HA HalBimoMimmi 3 ycix Oa-
netiB YaiikoBchkoro» [4]. Bucrasa 3’siBunacs y 2014 poui # micns
YHCIIEHHUX MOKAa3iB y Pi3HUX KpaiHax OCTAaTOYHO 3aKpimuiacs B pe-
neptyapi Onepnoro Tearpy Hopgerii B Ocio.

T'0710BHOXO NMPUKMETOI0 IIOCTAHOBKU CTaJla BOAA — II MPUCYT-
HICTh Ha CLEHI O3UL[IOHY€EThCA SIK NEHTPAIbHUN CLHEHIYHUN TPIOK.
Bonnouac B inopmauiiiHomy moii HaBkono A Swan Lake ¢ikcy-
I0TBCS [1BI «odiniiH» undpu o0csATy 03epa, B IKOMY PO3rOpTaIOTh-
cs moxii apyroro akty: 5000 ta 6000 miTpis.

Jlxepena, siki BkasytoTb 5000 miTpiB, GOpMYIOTh Tak 3BaHUM
«mepBuHHU PR-map» HaBkomo BucraBu: Norwegian National
Ballet (Oslo) [8], mixkHapoani Ta ¢paHIly3bKi apxiBU TaHLIO
EuroArts (DVD-omuc), Numeridanse [4], onuc BuctaBu Ha Medici.
tv [3], caliT kommo3utopa Mikaens Kapiccona — aBropa My3uku
i cayHnau3aliHepa Oanety [2], a TakoX HU3Ka 1HIIMX OJIM3BKHUX J0
BUpOOHHUITBA pecypciB [5—7]. HatomicTs y Giorpadiunux TekcTax
Ta BTOPUHHHMX OIKCAaX MOYMHAETHCS MOMITHA «MyTalis HU(pH»:
B iHTepB’t0 2016-2018 pokiB 3’sBuseTbest mokazHuk 6000 miTpiB
[1, 9—12]. Takum uMHOM, MAapKETHHTOBI Ta Oiorpadiuni pestome Ex-
MaHa MOYUHAIOTh (DYHKLIOHYBATH B PEKUMI MOCTYMOBOTO «301Jb-
LICHHS» apaMeTpiB.

L maneHbKa eTainb A HaC € MIKPOTIPUKIIa0M TOTO, SIK OHA
il Ta cama MarepiajbHa peasisi (KOHKpETHa KUIBKICTh BOAM) Tepe-
TBOPIOETHCS Ha MJIaBalounil MioIoreMHUH TapaMeTp 3aJeKHO Bi
JKAHPY TEKCTy (TEXHIYHUH OmHC, Mpec-pelti3, My3UYHO-KpUTHYHE
ece 4u HaykoBa cTarTs Touo). CipoOdyeMo 3acTOCyBaTH TOW caMHi
MPUHOUI “TUIaBAIOYOro Mi()OoJOreMHOro mapamerpy’” IO CIOKETY
BHCTaBH, aHTYPaxKy, IPUHLUITY KOMIIO3HILI1 TPOCTOPY Ta MYy3HUKH.

Kommnozumis GaneTy ckiafaeTbesi 3 YBEPTIOPU 1 TPhOX HEMPO-
nopuiiHux aktiB. L{ikaBo, Mo Ha caliTax, sSKi OMPWIFOIHIIIN Bife-
oBepciro Oanery, Horo cTpyKTypa Mo3HaueHa K “mporpaMa’, To0To
3po0JICHO aKIEHT Ha MEePCOHATLHOMY OaueHHI 3MicTy OaneTy, SKui
Haragye CMHUCJIOBY MaIly M IJIACTUYHUMH iCTOPisSIMU BUCTaBH [3]:

VYBepriopa,

Axrt 1 “Jlromu”: Croxert, OpHniTonorisi, JleGeni.
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Akt 2 “Srpas”: Hyer, Ilnsokna Bewipka 1, [lnsokna Bewipka 2,
Oinal.

AKT 3 — 427 pokiB 11O TOMY.

AJe micins meperisiLy Biieo CTae 3p03yMiuINM, IO 1€ TpUOIn3-
Ha cTpykrypa. Tak, pyruii akt mae pemapky «137 pokiB 1o Tomy»,
micnst fioro posminy “Jlyer” ime conbHUE emi3of, a Te, 10 Mae 3a-
TOJIOBOK AKT 3 € CBOEPIAHHUM ‘“MEMOM”, MIKPOMOCTIIOMI€I0, SKa
TpuBae ymme. OTxe, caMy CTPYKTypy OaneTy MOXXHa TPaKTyBaTH
SIK BUIBHUH MIKC CIOITHOTO THITY, ii OCHOBHE MPU3HAUEHHS — 3aIpo-
MOHYBATH IVIsiladyaM sIKoMora Oijblie TUBOBMKHUX, (PaHTACTHYHHX,
qygepHaUbKUi KOHTPACTHUX BHJIOBHII.

[IpoTe HaBiTh y TaKOMY Xa0Ci CIIOCTEPIraeThcs MeBHA JIOTIKa!
nepmii akT npucesdeHo xity I1. YaiikoBcbkoro Ta fioro ¢panam. Po-
3irpy€eThest TeMa IuIsrepy. Y mepuomMy HoMepi eKCIIOHY€EThCs 00pa3
nyOniku — ¢aniB A Swan Lake, y apyromy — aBTopa Ta mpoJioce-
pa, SKi IIyKaroTh XiTOBUH CIOXKET, Yy TPEThOMY — IOJAETHCS ILIac-
TUYHA Bapiauisg Ha HAHOLIBII 3HAKOMUE XIT 13 OaneTy — “TaHelb
MaJICHbKHUX J1e0eiB”, 1 HapeluTi BUHUKAE TPHUIPOLIAPKOBHHA MpPO-
CTip, Y SKOMY € Miclie KJIacuuHOoMy Oanery, non-ganu OepyTb Ha
cebe ponpb KapaebaneTy, 1 Bce 1€ MiJl 3HAKOM HEOHOBOI paMKH, IO
Harajaye mpo CBiT BYJIHIIb METAIOoJICy Ta PEKIaMH.

Jpyruii akT NpUCBSYEHO BIACHE BOII Ta ABOM ii TPaKTyBaH-
HsM: 1) “y CBITI BUIBHOTO TBOPYOTO BUCJIOBIIOBAHHS Ta MpUpoan” i
2) “y cBiTi momynsipHOi KynbTypu” — TOOTO 00pa3zaM BOJHHX aTpak-
1ioHiB Ta rigponapkis. Ilo Boai miaBaroTh, KOB3alOTh, TIEILYThHCS,
KaTaloThCsl, BUTYJIOIOTH aKyll, I1'I0Th LIaMIIaHChKE, TPal0Th y M’s4a,
KOXaIOThCs, 1 BCE 3apa il TOT0, 1100 MOTiM 3HOB OYUCTUTHUCH JOILEM.

MikponocTiionisi y mpocTopi OaneTy BUKOHYE AeKiJibKa QyHK-
1iil: mo-mepiue BOHa BHOYIOBYE 4acOBHH BEKTOP — i3 MHHYJIOTO
B MaiiOyTHe. [lo-gpyre, BoHa aeMoHCTpye (QyTypucTHUHY poOOTY
Mmozenbepa I'enpika BiOckoBa Ta MOCHIIIOE 3aAyM MIKCTY >KaHpPiB
OaneTHOI BUCTaBM Ta AEMOHCTpaLil KoJeKLii poOiT prét-a-porter Ha
MoAiyMi, IO-TpeTe, BOHa 30MBae nadoc nmomnepeaHix miacTU4IHO 3BO-
PYLUTMBHX CLEH KaTapCUCY 1 TOTY€E BUXiA TPYIH apTHCTIB MiJ] OBallii
ISIAAYiB.
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3ayBaxy, 110 NpUHLHUIN pyHHauii madocy depe3 KOHTpacT-
HUHN iTpOBUH CIOKET € KIIFOYOBUM JIJIsl BCHOTO Oanety, mo 3abes-
Mevyy€e po3ropTaHHs ApaMaryprii i Hagae 0coOIMBOI LiNMiCHOCTI
BHCTaBI.

Otxe, y A Swan Lake Anexcanapa Exmana mu crnocrepira-
€MO CHUTYyalilo iHTepMeIialbHOTO (’IOKHY, Y SKOMY KIaCHYHHN
CIOKET 1 ICTOPUYHUI KyIbTypHUH KOJ BiZOMOTO KJIACHYHOrO 0Oa-
JIETHOTO TEKCTY (YHKLIOHYIOTh MEPEBaXXHO SIK TIO0 abdo AMCTaH-
niiiHa amro3is. Ha meprumii minaH BUXOIATH MEialbHI CTpaTerii,
XapakTepHi A7 KiHO, BifeoapTy, KOMIT I0TEpHUX irop, peKiIaMHOT
€CTeTHKH Ta iHCTalsiuiiHoro Tearpy. [locTanoBka mparioe He 3 Oa-
JIETHUM KaHOHOM, a 3 0araroumapoBOIO B3a€MOJIEI0 MEIiaTeKCTiB,
IO Ha CIIEHI CTBOPIOIOTH €()eKT «TiOPUIHOTO MPOCTOPY», A€ PYX,
3BYK, BOJIa, CBITJIO, MOHT@XHI IIepexoau (POpMYIOTh HOBY CLIEHIUHY
peaIbHICTh.

Pa3zoM i3 CIOKETHO-CHMBOJIIYHOIO JIiHI€I0 B OaneTi posropra-
€TBCS CBOSI JIOTiKa KIHOAJIIO31i Ta reiMepChKOro BaliOy (MOBTOPEHHS
CIEH 1 MIKPOCHMBOJIB Ha Pi3HUX PIiBHSX, OAHOCTIPSIMOBAHHN PYX,
MEPEXOAHN 3 PiBHS HA PiBEHB TOLIO).

CTOCOBHO KiHOAJIO3i| CJIiJl 3ayBa)KHTH, 110 B OaseTi ix unma-
JI0 — BiJ] OYEBHIHUX, HAMPHUKIA] TOCUJIAHHS B CLEHI “myery”’ Ha
ciokeT Qinemy [lappena Apanodcebki “Hopauit 1e6iap”, imiTawis
KaJpiB CIOKeTiB 3 Jedenem B pekiaMuux ponukax KLM, BizyanbHa
uutara (poHTaHy yapiBHUKIB MiHicTepcTBa Marii Ta 4akIyHCTBA i3
Iappi [lorTepa — neit mpomapox Bi3yaJbHHUX MTOCHJIAHb JIETKO YH-
TaeTbes 1 BrizHaeThes. [Ipore € 1 GinbII MpuXoBaHi MOCHIAHHS Ha
o0pasu QinpMiB MmIBeACHKOro KiHOpexxucepa Pos AHaepcena, nepe-
naycim anersnii go ¢inemi “CuniB rony0 Ha rinmi, MipKyIOYH TIpo
oyTra”, Ta “Tu, XTO XKUBE”.

Came amro3ii no ¢ineMmiB Post AHzmepceHa BHUCTYyNaroTh, Ha
Milil IOV, KJIFOYEM A0 TOAANBLINX PO3BiIOK ()’ toskH-aboparopii
Anekcannpa Exmana. CninbpHoro naHkoio Mix Poem AHgepceHom
Ta AnexcanapoM EXMaHOM € TBOPYiCTh “‘BEITMKOTO aHTpoIoora” 3
KaMmeporo ABrycra 3aHjepa Ta Horo TeMoro “Irou SK MpeIMeTHUH
CBIT KyJIbTYpH .
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“AVIEW OF THE LAKE, WITH TCHAIKOVSKY
SOMEWHERE ASIDE”: ALEXANDER EKMAN’S
SWAN LAKE AS AN INTERMEDIAL FUSION

Keywords: contemporary art, ballet, contemporary performa-
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musical hit as an object of artistic interpretation.

“I wanted to do something big and wild and different. Some-
thing with water!” — with these words, choreographer Alexander
Ekman filled the Main Stage of the Oslo Opera House with 5,000
litres of water. In A Swan Lake, his new full-length work created for
the Norwegian National Ballet, dancers share the stage with actors,
a soprano, musicians, and 1,000 rubber ducks [4]. This quotation is
among the most frequently reproduced and regularly accompanies
publications of the video version of A Swan Lake across various
platforms [4, 5, 8].
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Alexander Ekman is an internationally recognised choreogra-
pher, renowned for the inventiveness, musical sensitivity, and subtle
humour of his artistic language. As a dancer, he performed with the
Royal Swedish Ballet, the Cullberg Ballet, and the junior company
NDT 2 (Netherlands Dance Theatre), before devoting himself en-
tirely to choreography. Prior to A Swan Lake, Ekman created Flock-
work (2006), the international hit Cacti (2010, nominated for the
VSCD Zwaan Award), Left Right Left Right (2012), Maybe Two
(2013), and Definitely Two (2013). A defining feature of Ekman’s
artistic method is his frequent assumption of multiple creative roles:
he often composes the music and designs the scenography for his
own productions.

Within the media discourse, Swan Lake is presented as a per-
formance that, “thanks to the music of Swedish composer Mikael
Karlsson and the costumes by Danish designer Henrik Vibskov, of-
fers a fresh and witty take on the most famous of all Tchaikovsky’s
ballets” [4]. Premiered in 2014, the production has been performed
extensively worldwide and has become firmly established in the
repertoire of the Norwegian Opera House in Oslo.

Water constitutes the most striking and emblematic feature of
the performance, functioning as its central scenic and semantic ele-
ment. At the same time, the informational field surrounding A Swan
Lake reveals two “official” figures designating the volume of the
onstage lake in which the events of the second act unfold: 5,000 and
6,000 litres.

Sources citing 5,000 litres form the “primary PR layer” of the
production. These include materials issued by the Norwegian Na-
tional Ballet in Oslo [8], international and French dance archives
such as EuroArts (DVD descriptions) and Numeridanse [4], the
performance description on Medici.tv [3], the website of composer
Mikael Karlsson—who also served as the ballet’s sound designer
[2]—as well as several other production-related platforms [5, 6, 7].
By contrast, a noticeable “mutation of the figure” appears in bio-
graphical texts and secondary descriptions: in interviews published
between 2016 and 2018, the volume of water increases to 6,000
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litres [1, 9—12]. In this way, Ekman’s marketing and biographical
profiles across various theatres and companies begin to operate ac-
cording to a logic of quantitative “amplification”.

This seemingly insignificant numerical discrepancy provides a
micro-example of how the same material reality — a specific quan-
tity of water — transforms into a floating mythologeme depending
on the genre of the text in which it appears (technical description,
press release, music-critical review, or academic article). The same
principle of a “floating mythologemic parameter” may be applied to
the analysis of the ballet’s dramaturgy, scenic space, spatial organ-
isation, and musical layer.

The compositional structure of Swan Lake consists of an over-
ture and three markedly disproportionate acts. Notably, platforms
hosting the video version of the performance refer to its structure
as a “programme,” thereby shifting emphasis toward a personalised
conceptual framing that resembles a semantic map of the ballet’s
plastic narratives [3]:

Overture;

Act 1 — “People”: Plot, Ornithology, Swans;

Act 2 — “The Flock”: Duet, Beach Party 1, Beach Party 2,
Finale;

Act 3 — “427 Years Later.”

Viewing the video reveals the approximate and conditional na-
ture of this structure. The second act bears the remark “137 years
later”; following the section entitled “Duet”, a solo episode occurs;
and Act 3 functions more as a meme-like micro-postlude of ex-
tremely brief duration. Consequently, the structure of A Swan Lake
may be interpreted as a free, suite-like configuration whose primary
aim is to immerse the audience in a succession of striking, fantastic,
and deliberately contrasting spectacles.

Nevertheless, even within this apparent chaos, an internal
logic is discernible. The first act concentrates on Tchaikovsky’s
music and its audience, playfully exploring the idea of music as a
pop-cultural reality. In the opening scene, the audience — fans of
Swan Lake — is foregrounded; in the next, the figure of the author-
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producer searching for a “hit” plot appears; subsequently, a cho-
reographic variation on the most recognisable musical “hit” of the
ballet, the Dance of the Little Swans, is presented. This culminates
in the emergence of a three-tiered space accommodating classical
ballet, pop fans who assume the role of ballet performers, and a
neon-framed environment evocative of metropolitan street culture
and advertising aesthetics.

The second act focuses on the phenomenon of water itself and
its dual interpretation: first, as a symbol of free creative expression
and nature; second, within the context of popular culture, as em-
bodied in images of water parks and aquatic entertainment. People
swim, slide, splash, ride, stroll across the water, drink champagne,
play ball, make love—and ultimately seek purification once more
in the rain.

Within the overall dramaturgy of the ballet, the micro-postlude
performs several functions. First, it establishes a temporal vector
that moves from the past toward the future. Second, it foregrounds
the futuristic costume designs by Henrik Vibskov, reinforcing the
hybrid genre of the production, which merges ballet performance
with elements of a prét-a-porter fashion show. Third, it deliberately
undercuts the pathos of the preceding cathartic plastic scenes, pre-
paring the ensemble’s final appearance and the audience’s applause.

A principle of dismantling pathos through playful contrast un-
derlies the ballet as a whole, driving its dramaturgical logic and en-
suring its internal coherence.

Thus, in Swan Lake, Alexander Ekman constructs a situation of
intermedial fusion in which the classical plot and historical cultural
code of Tchaikovsky’s canonical ballet function primarily as back-
ground or distant allusion. Media strategies characteristic of cinema,
video art, computer games, advertising aesthetics, and installation
theatre come to the fore. The production engages less with the ballet
canon itself than with a multilayered interaction of media texts that
generate onstage the effect of a “hybrid space”, where movement,
sound, water, light, and montage-like transitions actively participate
in shaping a new scenic reality.
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Alongside the narrative-symbolic dimension, the ballet devel-
ops its own cinematic logic of allusions and a game-based logic of
perception, articulated through the repetition of scenes and micro-
symbols at different levels, unidirectional motion, and transitions
between spatial and semantic planes.

Cinematic allusions occupy a particularly prominent place
within the performance. These range from explicit references —
such as the allusion in the “duet” scene to Darren Aronofsky’s Black
Swan, the imitation of swan imagery from KLM advertising cam-
paigns, and a visual quotation resembling the Fountain of Magical
Brethren from the Ministry of Magic in Harry Potter — to a layer of
visual references that remains immediately legible and recognisable.
At the same time, the ballet incorporates more concealed references
to the imagery of Swedish filmmaker Roy Andersson, most notably
A Pigeon Sat on a Branch Reflecting on Existence (2014) and You,
the Living (2007).

In my view, it is precisely these allusions to Roy Andersson’s
films that provide a key for further exploration of Alexander Ek-
man’s “fusion laboratory”. A shared conceptual foundation between
Roy Andersson and Alexander Ekman may be traced to the work of
the “great anthropologist with a camera”, August Sander, and to his
vision of human beings as objects situated within the material world
of culture.
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JUCKYPC IIPO MY3UKY Y BUCTABI JIPAMATUYHOI'O
TEATPY B CIIELIAJII3OBAHIN NEPIOAMIII
PAISTHCHKOI YKPATHM 1917-1934 pp.

Kniouosi cnosa: meampanvna nepioouxa paosncvkoi Yxpai-
HU, KOMNO3UMOp meampy, My3uka 8 OpamamuyHiiu eucmasi, yKpa-
iHCcbKUL meamp.

YV nomoBizi Ha MaTepian TeaTpalbHUX 1 JTIITepaTypHO-MHUCTEIh-
KUX TepionnuHuX Buganb Kuesa, Xapkosa, Onecu, [{aimporeTpos-
cbka 1918-1934 pp. po3misgaeTbest Iporiec 30UTBIIEHHS IHTEpECy
JIo TyOImiKariiii, Mo BUCBITIFOBAIM a00 CErMEHTapHO YTOYHIOBAJIH
(GYHKITII0O My3WKH B IpaMaTHIHOMY TeaTpi. AHANI3Ye€ThCS TaKOX
YKaHPOBE 1 CTHIIHOBE PI3HOMAHITTS TEKCTIB.

[IpoBigaMit daxiBens 3 TeMH MY3WKH B Tearpi mpodecopka
Tlanmmua @inpkeBud mudepeHItitoe Taki GyHKIT My3UKH y Ipama-
THYHIN BUCTaBi: 1) «30BHINTHRO-300paKaIbHAY, MO «BUSIBIIETHCS
Yy 3MaJTIOBaHHI KapTHH MPUPOAH, PI3HUX (HAaHTACTUIHUX SBHUID» [9,
c. 587]. 2) «300pakaIbHO-OIHCOBAY, IO BUKOPHUCTOBYETHCS <«JIJIS
CyNpOBOMy CIEHIYHMX 00iB Ta OarampHUX crieH» [9, c. 587]. 3)
OYHKITISA «XapaKTEPUCTUKHN MIHOBUX 0Ci0, MICI ¥ dacy mii, KOH-
KPETHOTO CYCITUTEHOTO CepeoBHIINa TOImo» [9, c. 588]. 4) dyukiis
BiTIOOpaKeHHS «BHYTPIINTHBOTO CBITY JIOAWHIY. 5) DyHKIIIS TOHE-
CEHHS «JI0 TIIsAa4a i/1ei CeHIYHOTO TBOPY <...> BUPAXCHHS HaJ3a-
BIAHHS BUCTaBM» [9, c. 588].

Ho cepenunun 1920-x pp. TearpasiibHa npeca YKpaiHu 3BepTa-
Jacst 10 MATaHb MY3UKH JIUIIIE B KOHTEKCTI OTIISAIB (iTapMOHIHHIX
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nporpam, MOPTPETiB KOMIIO3UTOPIB-KIACUKIB 200 BiATYKiB Ha MOKa-
31 0aNeTHUX, ONEPHUX 1 ONEPETKOBUX BUCTAB, IPOOIEMHUX CTaTel
PO MOJHY B IMICIAPEBOIIOLIIHI POKH MeJIOAEKIaMalliio.

Skuo B MacoBux Ta OynbBapHHX BuaaHHsx 1917-1921 pp. Tek-
CTH B JKaHpax CBITCHKOI XPOHIKH, peleH3il Ha BHCTaBy, IOBUICHHOTO
MOPTPETY PO3BUBAIIM CMAKOBY Ta OLIHOYHY KPHUTHUKY HA BUKOHAHHS
MY3WYHHUX TBOPIB, TO AOCIIIKEHHS TEXHOJIOTIYHOTO aCIIeKTy MY3UKH
JI0 BUCTABH CTaJI0 MOYKIIUBHM 3 TIOSIBOIO (haxoBoi mpecu. Sk 3a3Hauae
B MoHorpadii «Tearpomanis» npodecop Onekcanap KiekoskiH, «...
NOpsA/ 3 KPUTHYHAM JHUCKYPCOM PO3BHBaBcA 1 (haXOBH AUCKYpC —
TEXHOJIOTYHHI a00 aHATITUYHUMA, IPeCTaBICHUH Y TeaTpi <...> mpa-
[IMU JIpaMaTypriB 1 MalcTpiB creHm» [5, ¢. 304]. Ogaum 3 neprmx
Takux NpogeciiiHiX TearpajbHUX KypHaliB ctanu «bapukagu Tea-
Tpy» — opran Mucrtenpkoro o6’ eqHanss «bepesinby». Jlecy Kypobac
nucaB npo ceoro yuns ®. Jlonaruncekoro: «Pexucep «Hosi igyTb»
Oinblie uye, yuM O0aunth. Yye yxoM i M’si3amMu. PUTMHUYHO crieKTakib
KpaliHO nepekonyounii <...> [IperapHo BUKOPHUCTAaHi CITyX0Bi ()OHI»
[7]. Cnix 3a3Hauunty, WO 3aBigyBaueM My3uuHOi yacTuHu B MObi
OyB (axoBuii komnozutop Anaroniii Byupkuil. Y Tomy * BHOaHHI
yuenb JI. KypOaca I'. IrnaroBud nmcaB mpo 3miHy (QyHKIIT My3uKH
y BHUCTaBi: «3 bOTO MOMEHTY BIIMBAIOTHCA CKJIaJCHUMH YacTKaMu i
3aco0H, L0 CTOSITH 11032 AKTOPOM — CBIiTIO, 3ryK. OcTaHHi, uepes Te
10 BUHHKIIM OPraHWYHE caMe B L€ MOMEHT — TeX JIMIIE B Iepe-
TBOpEHHI. 3BiJCH, MPUMIPOM, — 3TYK, 5K (oH <...> Bech opranizm
CHasHUI PUTMOM, SIK OPTaHi3ylOuuM i Ti€EBUM YHHHUKOMY [3].

IMonpu Te, mo B cepenuni 1920-x pp. KOMITO3UTOP BiKE 3a-
3HauaBcsl Ha adilmax SK CHiBIOCTAHOBHUK IpaMaTU4HOI BUCTABH,
BUCBITJICHHSI OTO BHECKY IO KOJEKTUBHOI CIIPaBH JIMILAIOCS He-
JOCTaTHIM. Y CTarTi LOTO MEepiofy Mpo 3aBigyBada My34aCTHHH
Tearpy im. 1. ®panka Hayma [Ipycnina 3a3Havanucsi Horo OCHOBHI
TearpaibHi poOOTH, MPOTE KOIHA 3 HUX He aHajizyBanacs [8]. Ilo-
Ka30BHM € 00CAT yBaru pelieH3eHTa A0 My3HKH Yy BHCTaBi Jlepxre-
arpy ans giteit « Tumomnesa Pynusin: «llikaBa my3uka b. SIHOBchKO-
ro 3 MepexoAaMy BiJ HAIBHUX MUJIOTYYHHUX CUTBCBKHX MEIOIIN 10
BaXKKO1 iHAYCTpiitHOT My3uKu» [1].
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[IpeueneHT SKiCHO iHIIOIO AUCKYPCY MPO (PYHKLIIO MY3H-
KM B TeaTpi cTBopuiia BucTaBa «Jlukrarypa» tearpy «bepesinb»
(1930). Y ronoBHOMY peciyOnikaHChKOMY KypHaui «PansHcbkuit
TeaTp» BHWLUIM Ofpa3y IBI cTaTTi — crygeHTa-ninreicta HOpis
[leBenvoBa Ta ronosu Bumoro mysuunoro komitety Hapkomocy
YPCP, ronosHoro penakrtopa xypHany «My3uka Macam» KOMIIO-
sutopa [Iununa Kosunpkoro. [lepmunii 1aB XxapakTepUCTHKY My-
3uku Onis MeiiTyca K CTOPOHHM CUEHIYHOIO IMOJIJIOTY 3 aKTo-
pamu, K iIHCTPYMEHTY KOPUCHOI JEKOHCTPYKIIi1 HATypaTiCTHUYHOT
m’ecu TearpoM: «Mu Bxe Oauniau (QyHKLII0 MY3HKH — JETCH-
XOJIOT13yBaT BUMHKH IEPCOHAXIB, MiTHOCUTH 1X HA BULIMH IIa-
Oenp — y3aranpHeHHs» [10, c. 66]. dpyruit BuzHauyaB «/lukra-
Typy» JI. Kypbaca sik etanHy po0orty, mo po3mmpuia QyHKIii
My3UKH B ApaMaTuydHii BucTasi. [Iunun Ko3uubkuii nucas, mo
BOHM € Haipi3HOMaHiTHIKMU: «Bixg cyTo HaTypaslicTHYHOTO
ynoaiOHeHHs (wyM Oiry moi3ma) depe3 MepeTBOPEHUH HaTypa-
ni3M (CHiB MiBHSI, MiCHI 1’SIHKH, YUXaHHs), 3ByKOBY allOCTpPaLiio
(My3HKa «3aBOIY»), Yepe3 MY3UKYy-CIOBOCIIB aX 10 My3UKH, L0
Bilirpae poyib CaMOCTIIfHOTO CIIEHIYHOTO YMHHHKA. BigdyBaeThb-
cs, mo kommno3utop (Meiityc, Konsiga) € nume BuKoHaBenpb (X04
1 TanaHoBuTHIA) Bomi pexucepa (Kypbaca), sika BragHO maHye i
HaJ MY3UYHHAM MaTepissioM, CMIJIMBO BUKOPUCTOBYIOUH HOTO ISt
pi3HUX 3aBHaHby [0, c. 67].

Ha okpemy 3raaky 3aciyroBye TpeTili AMCKYpC AOMHCIB PO
MY3HUKY Y BUCTaBl — aMaTOpPChbKHW. Y KOJEKTUBHIH peneHsii kom-
COMOJIBIIIB Ha BUCTaBy «Biii» Tearpy imeni I. ®@panka 3a3Havanocs,
oo «...My3u4He O(OpMIIEHHsSI MesofiiiHe, Xo4ya BOHO i BHM3Haua-
€ThbCS HE YKPATHCHKHUM, @ ONIEPETOUYHUM CTHJIEM 1, 1O TOTO K, HE Ma€
noTpiOHOTO 3B’SI3Ky 3 pyXamH, 3 TAHKOM» [2].

VY nmepuriii monouHi 1930-X pp. HaOyaM MOMIMPEHHS ra3eTH
NPOBIHUX TeaTpiB. IX BUIycKanu XapKiBchkuii «Bepesimby, Ku-
iBcbkmii TeaTp iM. |. dpanka, XapkiBCbKHMi Ta KHIBCHKHI ONEpHi
teatpu. [IpeacraBneHHs HOBHX BHCTaB TE€AaTPiB HA INMAIBTaX IHX
BHJAHb BiAOyBasoCs 3a KIILIE: pPeXHcep, XyI0KHHUK, aKTOp, KOM-
no3urop. Lli nomucu Takok CTOCYIOThCS MpodeciiHOro AUCKYpCY.
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Tak, 30kpema, JImutpo KieGaHOB mpe3eHTYBaB 3alyM My3HYHO-
ro cymnpoBony BucraBu «@Danscrady» (3a xomeniero B. Illexcmipa
«BiHx30pchki BUTIBHULIY) y CHELialbHOMY BHUIIYCKY razeTu Xap-
KiBcbkoro Tearpy PeBomromii mo ractposeii Kuis-ninponeTtpos-
cpke. Kommnosutop aHoHCyBaB MakCHMajbHE PO3TOpTaHHS [Iii Ha
MY3HIi, 1100 YHUKHYTH TPaIuLiifHOT HOMEPHOI CTPYKTYPH MY3HKH
JI0 iCTOPUYHOI BUCTaBU. Haromomrytoun Ha ToMY, 1110 My3UKa 1001
Penecancy uyxa CbOTOAHIIIHBOMY CIIyXaueBi, aBTOP JAEKJIapyBaB:
«...MHU JAyXe Jajeki BiI Toro, moOM CTaTh Ha HUISX MY3€HHOI pe-
KOHCTPYKIIi1 ecTeTHOT opMasibHOT He KpUTHUHOI» [4]. TomoBHIM
3aBJaHHsAM, ke BUKOHYBaB /. Knebanos y nocranosui O. ['pinuua,
Oyna aganTanisi KIaCHKH 10 Cy4acHOCTI: «...Hall IIsga4d MOBUHEH
CIpUiiMaTH Hally MY3UKYy SK TOMIIIHIN cripuiiMaB TOXIIHIO <...>
MopnepHuit OpkecTp MOBUHEH 3By4aTH B ()OpMax 4acTei CIOITH TOTO
gacy» [4].

Juckypc mpo My3UKy B IpaMaTU4HOMY TeaTpi MOCYTHBO PO3-
MOYaJi MPaKTUKH PEKUCYpH Y paxoBoMmy KypHaui «bapukagu Te-
arpy» 1923 poky, Hajaui > BiH TOYMBCS Ha BCiX PIBHIX Menia: BifJ
MPOJICTKYIBTIBCHKUX KOJIGKTUBHUX PEIICH31H 10 Iianory JIiHTBiCTa
1 KOMITIO3UTOPa B TOBCTOMY KPUTHYHOMY JKYpHaIi Ta KOPOTKUX MO-
HOJIOTIB y Ta3eTax OKpeMHx Tearpis. Jlomnmcu, mo MicTsITh iHpopMma-
[il0 PO MY3MKY Yy BHUCTaBi, MOAUIIMCS Ha: OlorpadiuHy AOBiAKY
KOMIIO3UTOPA, PELEH3110-HOTaTKY, KOMIIJIEKCHY PEIeH3110 Ha BHCTa-
BY, IpOOJIEMHY CTaTTIO, JJAKOHIYHY JOMOBigb-aBTOPEMIEKCil0 KOM-
MO3UTOPA LIOO CBOET pOOOTH HAJ BUCTABOIO.
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Drawing on materials from theatrical and literary periodicals
published in Kyiv, Kharkiv, Odesa, and Dnipropetrovsk between
1918 and 1934, the present study examines the emergence and grad-
ual intensification of interest in publications that elucidate—directly
or fragmentarily—the functions of music in dramatic theatre. Par-
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ticular attention is paid to the genre-related and stylistic diversity of
these texts.

A leading specialist in the field of music in theatre, Professor
Halyna Filkevych, distinguishes the following functions of music in
dramatic performance:

1. the “external-descriptive” function, “manifested in the
depiction of natural scenes and various fantastical phenomena”
[3, p. 587];

2. the “descriptive-representational” function, employed “to
accompany stage fights and battle scenes” [3, p. 587];

3. the function of “ecognizedn the dramatis personae, as well
as the place and time of the action and a specific social environment”
[3, p. 588];

4. the function of reflecting “the inner world of an individual”;

5. the function of conveying “to the spectator the idea of the
stage work <...> that is, the expression of the super-objective of the
performance” [3, p. 588].

Until the mid—1920s, the Ukrainian theatrical press addressed
musical issues primarily within reviews of philharmonic pro-
grammes, biographical sketches of composers from the classical
tradition, or critiques of ballet, opera, and operetta productions, as
well as in topical articles devoted to melodic declamation—a phe-
nomenon fashionable in the immediate post-revolutionary years.

Whereas popular and mass-circulation publications of 1917—
1921 were dominated by society columns, performance reviews,
and anniversary portraits that fostered taste and evaluative criti-
cism of musical performances, the emergence of a professional the-
atrical press created the conditions for analysing the technological
aspects of music in dramatic productions. As Professor Oleksandr
Klekovkin observes in his monograph Theatromania, “alongside
critical discourse, a professional—technological or analytical—dis-
course also developed, represented in the theatre by the work of
playwrights and stage practitioners” [6, p. 304]. One of the earli-
est professional theatre journals of this kind was Barykady teatru
(Barricades of the Theatre), the official publication of the artistic
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association Berezil. Writing about his disciple Favst Lopatynskyi,
Les Kurbas noted: “The director of Novi idut (The Newcomers)
hears more than he sees. He hears with his ear and with his muscles.
Rhythmically, the performance is extremely compelling. <...> The
‘aural backgrounds’ are employed superbly” [8]. It should be ecog-
nized that the head of the music department of the Berezil Artistic
Association was the professional composer Anatolii Butskyi. In the
same publication, another disciple of Kurbas, Hnat Ihnatovych, re-
flected on the transformation of the function of music within theat-
rical performance: “From this moment onward, means external to
the actor—light and sound—merged into complex components. The
latter, since the organic element emerged precisely at this point, are
themselves in a state of transformation. Hence, for example, sound
as background <...>. The entire organism is fused by rhythm as an
ecognized and effective factor” [4].

Although by the mid—1920s the composer was already listed
on theatre playbills as a co-author or co-director of a dramatic pro-
duction, critical attention to his contribution to the collective cre-
ative process remained limited. For instance, an article of this pe-
riod devoted to Naum Pruslin, head of the music department of the
Ivan Franko Drama Theatre, merely enumerated his major theatrical
works without offering any analytical commentary [9]. Equally in-
dicative is a brief critical remark on the music for the production
Tymosheva Rudnia at the State Theatre for Youth: “Interesting mu-
sic by Borys Yanovskyi, moving from naive, sweet-sounding rural
melodies to heavy industrial sonorities” [1].

A turning point toward a qualitatively new discourse on the
functions of music in drama theatre was marked by the Berezil The-
atre’s production of Dyktatura (Dictatorship, 1930). Two program-
matic articles appeared in Radianskyi teatr (Soviet Theatre), the
leading republican journal: one by linguistics student Yurii Shev-
eliov (published under the pseudonym H. Shevliov), and the other
by composer Pylyp Kozytskyi, head of the Supreme Music Com-
mittee of the People’s Commissariat of Education of the Ukrainian
SSR and editor-in-chief of the journal Muzyka masam (Music for
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the Masses). Sheveliov interpreted Yulii Meitus’s music as part of
an onstage polylogue with the actors, viewing it as an instrument
of the theatre’s deconstruction of naturalistic dramaturgy: “We
have already seen the function of music—to depsychologise the
actions of the characters, to elevate them to a higher level of ec-
ognizedn” [10, p. 66]. Kozytskyi, in turn, defined Dyktatura as a
landmark production that expanded the range of musical functions
in dramatic performance. He described these functions as extend-
ing “from purely naturalistic imitation (the sound of a moving train),
through transformed naturalism (the crowing of a rooster, drunken
songs, sneezing), acoustic ‘apostrophation’ (the music of the ‘fac-
tory’), through patter, and finally to music proper. One feels that the
composer (Meitus, Koliada) acts merely as the executor — albeit a
talented one — of the director’s (Kurbas’s) will, which powerfully
dominates the musical material and boldly employs it for diverse
purposes” [7, p. 67].

The third type of discourse on music in theatre—the amateur
discourse—also merits attention. A collective review written by
Komsomol members of the Ivan Franko Theatre’s production of Vii
noted that “the musical arrangement is melodious; however, it is de-
fined not by a Ukrainian stylistic idiom but rather by an operetta-like
one, and, moreover, it lacks a necessary connection with movement
and dance” [2].

In the first half of the 1930s, newspapers published by major
theatres became widespread. Such periodicals were issued by the
Berezil Theatre in Kharkiv, the Ivan Franko Drama Theatre in Kyiv,
as well as the opera houses in Kharkiv and Kyiv. Reports on new
productions followed a ecognized format that listed the director, set
designer, principal actors, and composer. At the same time, these
publications also engaged with professional discourse. For example,
in a special issue of the newspaper of the Kharkiv Theatre of the
Revolution, published for its Kyiv—Dnipropetrovsk tour, compos-
er Dmytro Klebanov outlined his concept of musical accompani-
ment for the production Falstaff, based on Shakespeare’s comedy
The Merry Wives of Windsor.

9y __
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Klebanov proclaimed the goal of maximally developing the
dramatic action through music while avoiding the traditional num-
bered structure characteristic of historical plays. Acknowledging
that Renaissance music was alien to contemporary audiences, he
stated: “We are very far from embarking on the path of museum-
like reconstruction of aesthetically pleasing but formal and uncriti-
cal ecognized” [5]. The principal task Klebanov set himself in Olek-
sii Grypych’s production was the adaptation of classical material to
modern perception: “Our audience must perceive our music in the
same way that audiences of that era perceived the music of their
own time <...>. A modern orchestra must sound through the formal
movements of a suite of that historical period” [5].

Practitioners of directing initiated the professional discourse
on music in drama theatre in Barykady teatru as early as 1923. Sub-
sequently, this discourse disseminated across all levels of the me-
dia landscape: from Proletkult collective reviews to theoretical dia-
logues between linguists and composers in major critical journals,
as well as concise articles in theatre newspapers. Publications con-
taining information on music in dramatic productions can be clas-
sified into several categories: composers’ biographical notes; brief
review-notes; comprehensive production reviews; topical analytical
articles; and concise self-reflections by composers on their work for
specific performances.
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My3u4HUH CYTIpOBiA € HEBiJ’ €MHUM €JIEMEHTOM JApaMaTHYHOI
BHCTAaBU: BiH CTBOPIOE MOTPiOHY eMolliiHy atMocdepy, BimoOpakae
ICTOpMYHUI Ta HALlIOHATBHUI KOJIOPHT, TOTJIMOIIOE XapaKTepu Mep-
COHAXIB Ta ITiIKPECITFOE KITFOYOBI MOMEHTH JIil.

Ocob6nuBy pojiib My3uKa Tpajia B iCTOpii €BpPEHCHKOrO Tearpy,
SKUH BiJl MOMEHTY CTBOPEHHS OyB MY3MYHO-IpaMaTHYHUM. 3aCHO-
BHUK Ipodeciiinoro eBpeiicbkoro Tearpy A. [onpadanen nucas He
TIJBKY T’ €CH, aJie ¥ MICHI JIJIsl CBOIX BHCTaB, BMIJIO BAKOPUCTOBYFO-
yH (HOJIBKIOPHI MOTHBH.

[Ticnsa 1917 p. momiTuka KopeHi3amii mpr3Beia 10 CTBOPCHHS B
TOAILIHIN cTonui YKpainu npodeciitHoro eBpeiicbkoro tearpy. Bin
po3nodaB podoty B rpyaHi 1925 p. BucraBoro «llypiM-mmmiey. 3
HUM BXXE CITIBIPALIOBAIN MPOQECiiiHi KOMIIO3UTOPH €BPEHCHKOTO
TTOXO/KCHHS: 3UHOBIN 3arpannynwuii, 3uHOBiH Komnanienp, Onek-
caunp Kpeitn, FOmniit Meiityc, Moiiceit Minbaep, Jles [lynssep, Co-
nomoH Daitatyx, Cemen LU TeitHOepr.

l'onoBHe mKepesno BiTOMOCTEH PO iX TearpaibHy MisUIbHICT —
perieHsii Ha BUCTaBU. AJle BIATYKH KPUTHKIB PO My3UUYHY CKJIaJIOBY
CHEKTAKII0 MaloTh 3[e01IbIIOr0 ONMMCOBHH Ta TMOBEPXOBUI Xapak-
Tep. Jeski BiZOMOCTI MIOA0 My3HYHOTO O(QOpPMIICHHS BHCTaB Mic-
TUTH KHHTa criorafisB aktopa M. Jloesa «Bkpanena myza» [1].

[lepmmm BaaBces 10 aHai3y My3UYHOTO CYIIPOBOY BHCTaB MY-
3uko3HaBenpb SAkiB [londropos. Y crarti «My3uka B ApaMaTHIHOMY
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TeaTpi» BiH MUcaB: «CBPEChKHIA, HABIIAKH, Mai>ke BCI CBOT BUCTaBU
NepEeTBOPUB Ha MY3HWYHI JjpaMH, HaMeHIe — Ha “ApaMmy 3 My3H-
KOI0”’; 10 TOTO X Tpeba Jo1aTy, 0 TYT MU MaiiKe 3aBIIe Ma€EMO BU-
COKOSIKICHY MY3UKy W MY3UKY CaMOCTiiHY, CYLJIbHY, MilIHUX Mai-
CTpiB €BpelichKoi XynokHbo1 My3ukH (Cemen LteiinOepr, MinbHep,
Kpeiin Ta iH.), 1 Ta My3UKa 4acTO-TyCTO MIEPEpOCTAE 3aBIAHHS MYy-
3UYHOT0 O(YOPMIICHHS IPaMaTU4YHOI BUCTABH...» [2, ¢. 30].

Jep>kaBHUi1 €BpeiicbKuii TeaTp BiAKPUBCS y XapKOBi, K 3a3Ha-
YeHO BHIIE, Ha MOYaTKy TpyaHs 1925 p. BucraBoro «llypiM-1umine,
Je B TpaAMLiliHE CBITKOBE AIWCTBO OyNnu BIJIETEHI Cy4acHi MOi-
THuHi MoTUBHU. Pexxucepom OyB E. JloliTep, Mmy3nune odopmieHHs
crBopuwin JI. [TyneBep ta C. LlTeiiGepr, BUKOPUCTOBYIOUH (OIIb-
kiopHi MmotuBH. Cemen LTelinOepr obiiiMaB y TeaTpi mocamy My-
3MYHOTO KepiBHUKA. BiH Hamucas My3uKy a0 BucTaB «[H Open» («Y
BorHi») 3a [lanienem, «Koiimenkepep» («Caxotpyce») 1. @edepa i
H. ®igens 3a motuBamu 1’ecu 5. [opaina, «L{Beit kyHuiaemiex» 3a
A. TonmpadaneHom.

Kpim 11’ec peBomoLifHOro crpsMyBaHHS, 10 penepryapy Tea-
TPY BXOIMIIH JIETKI My3U4HI BUCTaBH, 30kpema «Pozita» A. 7100w,
MY3HKy 10 sxoi Hanmucas FOmniii Meiityc, micuimo0oun Menonpama-
TUYHI MOMEHTH YapiBHUMH MenofisiMu. Bin OyB Takoxk aBTOpoM
MY3UYHOTO 0OpMIICHHS BHCTaBU «3arMyk» A. [mebosa (1927), ne
MY3HKa BUKOHYBasa QYHKIIIF0 BCTABHMX HOMEPIB.

VY 1927 p. nobaunna cBiT icropuuHa apama «llladce L[Bi» 3a
tBopamu FO. XKynaBcekoro ta lllonoma Ama. My3uky 1o BHUcTa-
BU Hamucas kommosutop Onexcanap KpeliH, uyust TBOpUiCTh TiCHO
MOB’s13aHa 3 €BPEHCHKOIO TEMAaTHKOI0. ToMy My3uuHe o(opMIICHHS
I[IJIKOM BIJTIOBIJJAI0 TEMATHIll IT'€CH, JI¢ HILIOCS TPO TOSBY JIKE-
MPOPOKa.

VY 1928 p. 3aBimyBaueM My3uW4HOI YaCTHHM TeaTpy cTae Moii-
ceit Minbuep. Y 1920-1940-x pp. MinsHep cTBOpUB My3HKy 110 50-
TH JApaMaTHYHHX BHUCTaB, 30KpeMa — 10 BHCTaB €BPEHCHKUX Tea-
TpiB Kuesa, Onecu ta Xapkopa. 3 HallOinbpmMM ycrixom MinbHep
odopmITIOBaB BHCTaBU Cy4yacHOI TEMaTHKH, TaKi, sIK « AMEpHKaHEp
retep» («AmepukanceKi 6orm») 3a E. Cinkiepowm, ne My3uka Oyna
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MPOCSKHYTA FOCTPUM JaMKUM PUTMOM Ta 3BYKaMH ypOaHICTUYHOTO
xapakrepy [1, c. 31]. My3uka MinsHepa o apamu «lipm Jlexkept»
A. KymmnipoBa nepenaBaia MopuBHHIA TEMIT €MI0XH, BiIOMBaIa B Me-
JIOAISIX Tepoi3M i1 Tparenito moaii moyarky XX CTOMITTS.

VY 1934 p. Jlep:xaBHuil eBpelcbkuil Tearp nepeixaB g0 Kue-
Ba, ne OyB 3nuThil 3 KuiBcbkuM €BpeiicbkuM TeaTpoM. Y XapKoBi
3anumuBcest ctBopeHuit 1920 p. tearp mamux ¢opm «le3Kkyas», 3
SIKUM aKTUBHO CITIBIIPALIOBaB KOMIIO3UTOP Ta XopMeiictep 3iHOBIN
3arpaHnyHuid. 3 My3MYHO-TEaTPAIbHOTO TOPOOKY 3arpaHuvHOro
HaAHOLIBLI BOANOI0 KPUTUKU BBa)KAIW MY3UKy 10 BUcTaBu «lllyma-
muc» («Cynamidy) 3a A. TonpadaneHom, ge My3uka SCKpaBo UTto-
CTpyBaJa BCe, M0 BiIOyBaJIOCS Ha CIEHI.

Kpim 3arpanuyHoro, i3 nuMm TeaTpoM CHiBIpaLfoBagd W iHII
komno3utopu. Tak, My3uky no BuctaBu «Tes’e-momounuk» Illo-
nom-Agneiixema Hanucas JI. IlyneBep, sikuil y My3uduHomy opopm-
JICHHI 3pO0OMB aKIEHT Ha CHOPIIHEHOCTI 0Jb MPOCTUX YKPAiHIIB
Ta €BPEIB.

Takum unHOM, MU 0aUUMO, IO JiSUTbHICTH KOMIIO3UTOPIB Y €B-
peiicbkuX TeaTpax XapkoBa Maja JBa OCHOBHI HampsiMu: 0OpoOka
BKE BiIOMOi MY3UKH A0 KJIaCHYHUX BHCTaB 3a I’ecamu lombada-
nena, lopaina, ['ipmOeiina i cTBOpeHHsI HOBOI Cy4acHOI My3HKH 10
II’eCc MOTOYHOTO pernepryapy. Mysuka 10 BHCTaB, OCHOBaHa ToOJO-
BHUM YMHOM Ha IHTOHAMLIAX €BPEHCHKOTO (POIBKIOpPY, CTBOpIOBaIA-
Csl B TICHOMY 3B’SI3Ky 31 CIICHIYHOIO JIi€}0, JOMOBHIOKOUH, TiJIKpec-
JIIOIOUH, & 4acTo 1 30aradyiouu 3aJyM ApamaTypra Ta pexxucepa.
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Musical accompaniment is an invisible yet essential compo-
nent of a dramatic performance: it creates the necessary emotional
atmosphere, conveys historical and national color, deepens charac-
ter portrayals, and intensifies key dramatic moments.

Music played a particularly significant role in the history of
Jewish theatre, which from its very inception developed as a mu-
sical-dramatic form. The founder of professional Jewish theatre,
Abraham Goldfaden, composed not only librettos but also songs
for his productions, drawing extensively on Jewish folk motifs.

After 1917, the policy of indigenization led to the establish-
ment of a professional Jewish theatre in what was then the capital
of Ukraine. Its activity began in 1925 with the production Purim
Shpil. By that time, professional composers rooted in the Jewish
musical tradition were already collaborating with the theatre, in-
cluding Zinovy Zagranichny, Zinovy Kompaneets, Alexander Krein,
Yulii Meitus, Moisey Milner, Lev Pulver, Solomon Faintukh, and
Semyon Steinberg.

Information about their theatrical activity has reached us pri-
marily through performance reviews. However, critical commentary
on the musical component of these productions is generally descrip-
tive and superficial in nature. In addition to reviews of musical stag-
ing, valuable insights are found in the memoirs of actor M. Loev,
The Muse Is Stolen [1].

The first scholar to undertake a focused analysis of theatrical
music in Jewish drama was musicologist Yakov Polfiorov (1891—
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1966). In his article Music in the Drama Theatre, he wrote: “The
Jewish people have transformed almost all their stage works into
musical dramas, rather than merely ‘dramas with music’. Moreover,
it should be noted that in recent times we have been receiving high-
quality music — independent, meaningful, and created by major
masters of Jewish art music (Semyon Steinberg, Milner, Krein, and
others), and that this music often grows far beyond the conventional
function of incidental accompaniment in dramatic performances...’
[2, p. 30].

The State Jewish Theatre opened in Kharkiv in the autumn of
1925 with the premiere of Purim Shpil, in which contemporary po-
litical motifs were woven into traditional festive action. The pro-
duction was directed by E. Loiter, with musical design by L. Pulver
and S. Steinberg, and was based on folkloric inspiration. Semyon
Steinberg later served as the theatre’s principal music director.
He composed incidental music for productions such as In Bren
(“At the Fire”) after Daniel, Koymenkerer (“The Chimney Sweep”)
by L. Fefer and N. Fidel, based on a play by Y. Gordin, and 7Tsvei
Kuni-Lemlekh by A. Goldfaden.

Alongside ideologically oriented repertoire, the theatre also
staged lighter musical productions, including Resita by A. Globi,
for which the music was written by Yulii Meitus and characterized
by refined melodicism that enhanced the production’s melodramatic
elements. Meitus also composed the music for Zagmuk by A. Gle-
bov (1927), where music functioned primarily as inserted numbers.

In 1927, the theatre staged the historical drama Shabbetai Tzvi,
based on works by Yu. Zhulavsky and Sholom Asch. The incidental
music was composed by Alexander Krein, whose creative language
was deeply connected with Jewish themes. As a result, the music
closely corresponded to the subject of the drama, which centered on
the appearance of the false messiah.

In 1928, Moisey Milner became head of the theatre’s music
department. Between the 1920s and 1940s, Milner composed music
for approximately fifty dramatic productions and worked extensive-
ly with Jewish theatres in Kyiv, Odesa, and Kharkiv. He achieved

B
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particular success in productions addressing contemporary themes,
such as American Gods by E. Sinclair, where the music incorpo-
rated sharp rhythmic patterns and urban sonorities [1, p. 31]. In his
music for Hirsh Lekert by A. Kushnirov, Milner conveyed the new
tempo of the era, combining heroic and tragic elements characteris-
tic of the early twentieth century.

In 1934, the State Jewish Theatre relocated to Kyiv, merging
with the Kyiv Jewish Theatre. Kharkiv subsequently lost its Jewish
theatre of small forms, Gezkult, with which composer and choir-
master Zinovii Zagranichny had been closely associated. Among
Zagranichny’s theatrical works, critics particularly noted the music
for Goldfaden’s Shulamis, where the musical layer vividly illus-
trated the stage action.

Alongside Zagranichny, other composers also collaborated with
this theatre. Notably, the incidental music for Sholem Aleichem’s
Tevye the Milkman was written by Lev Pulver, who emphasized in
his musical design the diversity of everyday life shared by Ukraini-
ans and Jews.

Thus, the activity of composers in the Jewish theatres of
Kharkiv may be summarized in two principal directions: the adapta-
tion and reworking of existing music for classical productions based
on works by Goldfaden, Gordin, and Hirshbein, and the creation of
new original music for contemporary repertoire. Rooted primarily
in Jewish folk intonations, this music was closely integrated with
stage action, enhancing and often enriching the artistic concepts of
both playwrights and directors.
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[Ipo pobOTY My3MUHHUX IHCTUTYLIN 32 YacH HALUCTCHKOI OKY-
namii icHye psii OKpeMHuX cTaTei, MOB’sI3aHUX 3 MICTaMU 4M peri-
OHaMH YKpaiHH, OIHAK 3arajJbHOr0 oMLY iX AISUTBHOCTI HE Mpo-
BOAWIOCH."? €1MHUMHU MOHOTpadisMH i 10 CHOTOAHI JHIIAIOTHCS
pobotu Banepis ['alinaOypu, a cepen OHOBJIEHHX JOCITIKEHb BHU-
okpemittoeTbes crartsd Oxcann Canatu, OOHAK yci BOHHU IOB’sI3aHi
O1TBIIOI0 MipOIO 3 (PyHIIIOHYBaHHSM JApaMaTHYHHUX TEaTpiB B OKY-
nariiHux ymoBax [6, 14].

HesBaxxkatoun Ha pi3HMil mepelir HaMCTChKOI OKymauii B pe-
rioHax, CHijbHI MY3W4HI MPOLECH CHOCTEPIraloThCsi (GakTUIHO MO
BCiit kpaini.'* Ilo-nepuwe, TpynHOIIl, 3 SKUMH 3ITKHYJIUCS BCI MYy-
3UYHI Ta ONEpHi TeaTpu, MOB’s3aHi 3 pyHHALIIMHU BIHHH: 3HUILE-
Hi TIPHUMIIIEHHS, BiJICYTHICTh JIOCTaTHHOI KINILKOCTI apTHUCTIB Ta

13 Cepen crareii, IpUCBSMEHNX TeMi TeaTpy TIiJ[ 9ac OKYyMaIlii, BAPTO HA3BaTH TaKi.
Hemigko O. O. HismpHicTs MapiynonabChKoro My3HMYHO-IPaMaTHYHOTO Tearpy
im. T. llleBuenka B mepion HiMmenpkoi okynamii (1941-1943 pp.) // Bicuuk Haui-
OHAIBHOI aKajeMil kKepiBHUX KaapiB KynsTypH 1 muctents. 2015. Ne 2. C. 80-85.
[Enextponnmii pecypce]; ITonsxosa 0. 10. Mysnuno-TearpaibHe KHUTTS XapKoBa
mij 4ac HiMelbKo-(ammcTchkol okymamnii (3a Marepianamu JlepkaBHOTO apxiBy
XapkiBcbkoi o6macti) / BicHuk XapKiBChKOTO HaIliOHAIBHOTO YHIBEPCHTETY IMEHI
B. H. Kapasina. Cepis: Icropis Ykpainu. YkpaiHozHaBcTBO: icTopuyHi Ta dinocod-
ceki Hayku. 2013. Ne 1088. Bum. 17. C. 82-91.[Enexrponnuii pecypc]; Andrieieva,
V. ITonraBeekuii Teatp y nepion HimMerpkoi okymarnii 1941-1945 pp. (mxepeno3Has-
ymii acriekT). KuiBcbke My3uko3HasctBo. 2017, Bum. 56, c. 248-260.

4 Haramaemo, mo 3 1941 no 1944 pp. Ykpaina Oyna mojileHa HaUMCTaMH Ha
«yMOBHI» YOTHPH 30HHM: 3aXiJHa YacTHHA yBiiinuia no ['enepanbuoi ['ybepHil, mis-
neHs — 1o TpancHicTpil, HeHTpaibHa YKpaina, a Takok [loaraBcbka o6acTh yTBO-
punu Paiixckomicapiat YkpaiHa, a MpUKOPAOHHI 00JacTi MiAMOPsIKOBYBAINCH BO-
€HHil anminicTpaii [7, c. 168].
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MY3HMKaHTIB B OpKecTpax, MOBHa ab0 4acTKOBa BiJCTYHICTb JEKO-
pauiii Ta OaHanbHA HecTaya HOTHOTO Marepiaiy. [IpoTe OibIIiCTD
MY3UYHHX 3aKJIQIiB [IPOIOBKYBAIN CBOIO pOOOTY 3aBASKH iHIL[iaTH-
Bi camux MUTIIB. YacTKOBO 11€ OyJ0 MOB’s3aHO 13 3a0€3MCUCHHSIM
YMOB 0 iCHYBaHHsI, YaCTKOBO Ul YHUKHEHHsI 10JIi ocTapOaiiTepin
(Ostarbeiter), ockinbku «o(iliiHe» MpaleBIaITYBaHHS, TPUHAN-
MHI 10 1943 poky, AaBano 3axUCT BiJg MPUMYCOBHX BHI3IiB Ha PoO-
6otu o Himeuunnu [7, c. 167]. binbuicts onepHux TearpiB Hama-
rajguch SIKOMOTa HIBHUIIE BiIHOBUTH CBOIO pOOOTY BiKE HAIPUKIHII
1941 poxy, six, Harpukian, JIbBiBcbka un KuiBcbka onepa, nmporte He
3aBXKIM iX (PYHKIIOHYBaHHS TPUBAJIO AOBIUH MEPioJ, yPaxoBYIOUU
aKTHBHICTh OOMOBHX [iif i AMHAMiuHi 3MiHK QpoHTy [13, 15].

Ilo-0pyze, nieBHi 3arajbHi TEHICHLII MPOSABUINCH Yy BUOOPI pe-
MIepTyapiB, B IKOMY OCOOJIMBE MiCIle Ha TIOYATKy OKYTAIIil TOCIB TBIp
C.I'ynaka-ApTeMOBCBHKOTO «3anopodiceus 3a /Jynacmy. Hezpaxarouu
Ha BIJTHOCHO HETaTHBHE CTaBJICHHS JI0 IIbOTO TBOPY B JIOBOEHHI YacH
4yepe3 KapuKaTypHICTh y 300paKeHH1 TOJIOBHUX TepOiB, y MEPLIHI PiK
oKymanii BiH ()akTHYHO cTae MaHi(heCTOM CIPOTHBY YKPaiHCHKOTO Ha-
POy, OAHUM 13 Hebararb0X CHMBOJIB, 110 00’ €IHAB MY3HYHI TeaTpu
1o Bcill kpaiHi. YKpaiHChKHI perepTyap aKTUBHO MOMOBHIOBAB MPO-
rpaMu My3UYHHX TearpiB JIMIIC B TMEpILIl MICsli OKymaiii, Koiu Ha
MICIISIX IIIe He OYJI0 3aKPIIICHO «HOBOT» BIIaJIU. 3 MOSIBOIO HIMEIIBKIX
PEKHCepiB y Tearpax TBOPU YKPaiHCHKHUX aBTOPiB MPAKTUYHO 3HHUKA-
10Th, HATOMICTh y penepTyapH A0Aal0Th ONEePH HIMEIBKUX KOMIIO3H-
TOPIB, 30Kpema «/Iemiouuii zonnandeysy ta «/Ioenzpiny» P. Barnepa,
mo Oynmu MmocTaBiieHi 3a CHPHUSHHS HIMEIBKOTO AWpUreHta Boib-
¢ranra bprokuepa (Wolfgang Briickner) Ha cueni KuiBcbkoi omepu.
Itaniiiceki onepHi BuctaBu — «Aiday i «Tpasiamay» Ix.Bepai un
«Tockay ta «Maoam bamepgnaiiy JIx. [lyudinni Oyau moctasieHi y
JIbBoBI 3a cripusinas @pina Baiinmixa (Fritz Weidlich) Ta [Tonrasi min
kepiBHULTBOM 3irdpina Bomnbdepa (Siegfried Wollfer). [Ipore naii-
OiIb1I BUKOHYBAHOIO Ha BCIX BEJIMKHX CIIeHax, Bix JIbBoBa 10 Xapko-
Ba, Jimianack onepa «Kapmen» XK. bize [9, 11, 12].

OxpeMoI0 TOMYTAPHICTIO KOPUCTYBAJIUCh ONEPETH, LIO0
HaJIe)Kall J0 TaKk 3BaHOI TPYNH «PO3BAXKAIBHOI MY3HKI»
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(Unterhaltungsmusik) [1, 2]. BinpiicTeh i3 UX BUCTaB Oyau J0-
Ope 3HaloOMi MICIIEBUM cllyXadaM LIe J0 OKymamii, 30KpeMa TBOpH
®panya Jezapa, Hozanna Illmpayca 1u Impe Kansmana. Kpim
PO3BaXKalbHOI CTOPOHH, OyJia TaKOX 1 CyTO MpaKTUYHA: 3a BiACYT-
HOCTI HOTHOTO Matepiaily HepiIko My3U4Hi KEpIBHUKH 3BEPTAIUCDH
HaBiTh /10 HACEJICHHS, 13 MPOXaHHSAM HAJaTH JI0 TeaTpy MapTUTYpH,
sIKi 30epiranucek y 0araTbox KHUTENIB BIOMA, TOX ONEPETH BHSBH-
JIUCh OJTHUMU 3 HAMOLIBII PO3MOBCIOKEHUX TBOPIB [10].

ANMiHICTpaTHBHI HaKa3W TAKOXK BiirpaBaly BaXXJIUBY pOJb,
OCKUIBKU OUTBIIICTh MOCTAHOBOK BXe 3 MoYatky 1942 poky mo-
[JIM BiJIBIIyBaTH JIMIIE HIMII Ta 1X COIO3HUKH. YKPAiHCHKHUH TIIs-
a4y abo B3arami He JOMycKaBcs, abo 3MymieHHH OyB MPUXOAUTH
JI0 TeaTpy B iHII JIHi, KOJIU TBOPH IUPHUTYBallM YKpPAiHCBKi, a HE
HIMEIBKU AUPUTEHTH, 30KpeMa MoAiOHe pO3MOPSIKEHHS IS0 Yy
JIbBoBi [8]. He3Baxkaroun Ha pO3MOAiN B YNpaBlliHHI, OiTBIIICTH
MY3HUKaHTIB Oy/IM 3 MiCIIEBOTO HACEJICHHsI, HEPIAKO Cepe]l HUX 3y-
CTpivaroThCs 1 BigoMi iMeHa, 1o npukiany bopuc I'mups un Irop
3eiidepT, 1m0 MpaIoBaIu CoYaTKy B XapKiBChbKid omepi, MOTiM
y IonTtaBcrkomy Ta Kam’sueus-Ilominecekomy tearpax [S]. On-
HaK JIOBOJI 4acTO HIMEUbKi JUPUTEHTH H PEKUCEPH 3BEPTAIHChH
JI0 BHILOTO KEPIBHHUIITBA 3 MPOXAaHHSIM HAJaTH iM 10 TIpeM’€pH A0-
JaTKOBMX BHKOHABIIIB, aJKe MiCHEBUX CHJI He BHcTaudajo. Came
3 Li€l NpUYKMHU OiIBINICTH BUCTaB HEMOXKINBO OyJO pealizyBar,
ypaxoByloun Opak My3uKaHTIB B okpecTpi. [lomiOHuii BUnamok
craBcs B JloHEIbKOMY OIIEpHOMY TeaTpi, Ha TOW MOMEHT OIEepPHUI
teatp CrajiHo, y ssKOMy HOBompHu3HaueHuil pexxucep Toni ['pam-
oeprep (Toni Graschberger) norpedyBaB «npunaiimMui 10 my3u-
KaHTiB» AJIsl TIOTIOBHEHHSI OPKECTpPY 1 MiAroTOBKH BucTaBu «Kap-
men» JK. bize [3, 11].

3aranpHUA OIS POOOTH MY3WYHHX TeaTpiB IiJ Yac HALKCT-
CBKOT OKyHauii JOBOJHTS, 10 My3UYHO-TeaTpajJbHe MUCTEUTBO, He-
3BaYKAIOYM Ha BC1 TPYAHOILI BOEHHOTO 4Yacy W TOTAJBHOTO BILIMBY
OKyHauiiHUX CUJI, He IPUIIMHIIIO CBOET JisTBHOCTI, a HaBMaKH, 10-
3BOJIMJIO OUBIIOCTI apTHCTaM MEPEeXKUTH KaxH OKymauii 1 He BTpa-
TUTH LIIKOBUTO MY3UYHY CIIAJALIHHY.
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A considerable number of separate studies have been devoted
to the functioning of musical institutions in individual cities and
regions of Ukraine during the period of Nazi occupation; however,
a comprehensive overview of their activities has not yet been pro-
duced. Existing scholarship on official theatrical life under occupa-
tion conditions tends to focus predominantly on dramatic theatres,
while musical theatres remain comparatively underrepresented.
Nevertheless, evidence indicates that concert and theatrical musi-
cal activity continued across Ukraine throughout the occupation
period.

First of all, all musical and operatic theatres faced acute chal-
lenges caused by the war. These included the destruction or damage
of theatre buildings, a shortage of performers and orchestral mu-
sicians (often due to mobilization, evacuation, or forced labour as
Ostarbeiters), the complete or partial loss of stage scenery, and a
severe lack of musical scores and archival materials. Such condi-
tions significantly limited production possibilities and affected the
artistic quality of performances.

Secondly, a number of common tendencies can be identified
in repertoire policy. In the initial months of occupation, theatres
often turned to Ukrainian national operatic works, which appeared
relatively acceptable both to local audiences and to the occupying
authorities. Over time, the repertoire expanded to include works by
Western European composers, among them Lohengrin by R. Wag-
ner and Aida and La Traviata by G. Verdi. At the same time, opera
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did not dominate theatrical life exclusively. Operetta, classified by
the Nazi cultural administration as Unterhaltungsmusik (“enter-
tainment music”), enjoyed particular popularity. Works by F. Lehar,
J. Strauss, and 1. Kalman became especially frequent on Ukrainian
stages, as they were considered ideologically neutral and capable of
attracting wide audiences.

In general, the activity of musical theatres during the Nazi
occupation demonstrates that, despite extreme wartime condi-
tions and the pervasive control of the occupying regime, musi-
cal theatre in Ukraine did not cease to exist. On the contrary, it
functioned as a means of professional survival for many artists,
provided a space for limited cultural continuity, and helped to
preserve essential elements of the national musical heritage from
complete destruction.
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Onexcannp bimsiupkuii Ta Ipuna ['yOapeHko — yHiKaIbHUHA
TBOPUYUH aNbSHC, L0 MOETHAB PEKUCEPCHKE M KOMIIO3HTOPCHKE
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MHCJIEHHS. IX 00’€IHyBaj0 BMiHHS MO-HOBOMY IIPOYMTATH I’€CY,
BiIUyTH 11 MPHUXOBaHI MOTEHLiHI MOXJIMBOCTI ¥ BU3HAYUTH CHUC-
TEMy BHpa)KaJIbHUX 3ac00iB, BIaCTUBHX MUCTEUTBY APaMaTHYHOTO
Tearpy. ToOTO BOHM MparHyiiv MepeoCMUCIUTH JITEpaTypHUI TBIip
JUTsL HIOTO BTUIGHHS y SCKpaBii CLEHIYHIN (opMi.

Merta — Ha npHUKJIaAl BU3SHAHUX KPUTHKAMU I TIsAa4aMyl BU-
CTaB BEUIPHBOTO pernepryapy XapKiBCBKOTO Tearpy IUid AiTed Ta
IOHAIITBA JIOBECTH, 110 Ha moyarky 1990-x pokiB TBOpYa criBHpars
pexucepa Onekcanapa binmsupkoro ta xommosutopa Ipunu [yba-
PEHKO BUILIEKaJla YHIKaJIbHY MOJENIb My3HYHO-IPaMAaTUYHOTO CHH-
Te3y y BHCTaBi, KOJM My3HKa cTaia ii TOBHOLIHHUM JApaMaTypriu-
HUM YHHHUKOM.

3acnyxxenuid aptuct Ykpainn Onexcanap bimsupskuit (1937-
2011) — Bimomu#l yKpaiHCBKHUI aKTop 1 pexkucep, Hapoauscs y Kue-
Bi. JlaTy HapO/KEHH BiH HA3MBaB NpU6IH3HO. oro MaTy 3arumyna
mig yac aBiayaapy, IPUKPHUBILK cO00I0 AUTHHY. Maliok JOBro Imo-
HEBIpsBCS MOTSATaMU, A€ 3yCTPiB CONJara, KUK, MPOIAIOYHNCh, MO-
JapyBaB oMy TpoQelHuI akopAeoH. BinToai >KUTTS MeCTUPIYHOTO
CHPOTH TiCHO TMOB’s3aJi0cs 3 My3UKOI0. BimomocTi mpo Garbka BiH
HaMaraBcsl 3HAMTH MPOTIITOM YCbOTO KHTTSL.

VY ciM poKiB NOTpanuB A0 iHTEpHATY, /¢ BUSBUB HE JIUILIE MY-
3u4Hi, a i xopeorpadiuni 3ai0HocTi. [licas 3axinuenns KuiBchko-
ro xopeorpadiyHOro yYwJIMIIa 3pO3yMiB, IO KJIACHYHHH TaHEUb
HE € Horo MOKJIMKaHHAM, 1 PO3MOYaB aKTOPChKY Kap €py Ha CLeHi
VYKropoJCchKOro IpaMarndHoro tearpy. Ha mouarky 1960-x pokiB
OyB 3apaxoBanuii 1o Tpynu Xapkiscbkoro THOI'y sik akrop. MaB a6-
COJIIOTHUH MY3WYHHUH CIyX, BIJIbHO BOJIOAIB yCiMa KJIaBIIIHUMH iH-
crpymentamu. [licns nHaBuanus y Buiomy teaTpanbHOMY yUHITHILI
npu MockoBceKoMy Teatpi iM. €. Baxranrosa B 1976 poni ouonus
XapkiBebkuii THOI. 3a yac #ioro kepiBHHILITBA TeaTpP TOCST BUCOKOTO
TBOPYOTO PiBHSI.

Haiinnignimmii nepion y My3uuHiil icTopii XapKiBCbKOTO Te-
aTpy Ui AiTedl Ta IOHANTBA MOB’sI3aHMH 13 TBopuicTio Ipunm I'y-
Oapenko (1959-2004) — KOMIO3UTOPKH, TEHETHYHO CHOPiTHEHOT
3 MY3MYHOIO CYTHICTIO JpaMaTHYHOTO MHCTelTBa. BuITycKHHUISL
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XIM imeni L. II. KotnsipeBcbKoro, BoHa MPOXOBXKHIIA TeaTpaIbHO-
My3UYHY AMHACTiIO: OyJia OHYKOIO akTopiB-«OepesinbuiB»y Pomana
UYepkammua ta KOnii @omiHO1, JOYKOIO BiOMOTO KoMIo3utopa Bi-
tanisg ['yOapeHka i akagemika, JOKTOpa MUCTELITBO3HABCTBa Mapu-
Hu Yepkammnoi-I'ybapenko. 3a 4BepTh CTONITTS CIYXKIHHS TeaTpy
Ipuna BiTaniiBHa cTBOpMIIa OpUriHAIBHY MY3HKY Ta 3AiHCHUIIA MY-
3u4He 0pOpMIICHHSI OJM3BKO IBOX JECSTKIB BUCTAB.

AkTtyanbHicTh. My3uka 1. 'ybapeHko opraHiuyHo B3aeMoni-
sina 3 pexucepcbkuM 3anxymom O. Binsipkoro, GopMmyroun «Ha-
CKpi3HY JiI0», 0 MiJKpecioBana IpaMaTHuHi KOHQIIKTH i emMo-
UidHUH po3BUTOK mepcoHaxiB. CrHiabHa TBOPYICTH MHTLIB Je-
MOHCTPY€ CHHTETHYHY (PYHKIiI0 MY3HKH B JpaMaTHYHOMY TeaTpi:
BOHA BUCTYTIA€ HOCIEM KaHPOBUX, CAMBOJIYHHUX 1 ICUXOJIOTIYHUX
CMUCIIIB, MOTIMOIIOE CIPUIHSTTA BUCTaBU Ta 3abesmedye il Xy-
JIOXKHIO IUTICHICTB. JIOCBI 1i€l criBIpali 3acBiJ4y€e MOKIUBICTh
CHUHTE3y IpaMaTHYHOTO U MY3MYHOTO TeaTpiB, MIO PO3IIUPIOE
Mexi creHiunoi noetukn Xapkiscbkoro THOI'y Ta ykpaincekoro
TeaTpy 3arajom.

OcHnoBHi noaoxenns. Taunem O. bursupkuit — 1. I'yGapenko
CTaB NPHUKIJIAJOM [IHOOKOI PEKUCEPCHKO-KOMIIO3UTOPCHKOI B3a€EMO-
i1, 0OCHOBaHOI Ha CHJIbHOMY Oa4eHHi JIiTepaTypHOro MepIIoIKepea
i moIyKy cueHiuHoi popMH, 110 PO3KPHUBAE MiATEKCT ApamaTyprii.

* V Bucrasi «Biii» (1992) 3a M. Kponuuunpkum ta M. T'oro-
nem my3uka . I'ybapenko ctBopuia TparigapcoBuii eexrt, opraHiu-
HO MOEIHYIOYH HAPOAHI MEJOAIi 3 aBTOPCHKUMH 1HTOHALISIMH; BOHA
MiAKpecnniIa Hanpy KeHHsI [ii, KOHTPAcT CMIXy # JKaxy, epeTBOpIo-
I0YMCh Ha PYLIIHHY CHITy IpaMaTHYHOTO PO3BHUTKY.

* V «Jlicoiii micui» (1993) 3a Jlecero YkpaiHKOH CTBOPEHO
»aHpoBy (opmy enerii-deepii, e My3uKa NOEAHYE JTIPU3M 1 Yapis-
HICTb, CTAIOUU PIBHOIPABHUM HOCIEM €MOILIIHOTO 3MiCTY, CAMBOJIiB
1 IOGTHKH MIPUPOJIH.

* V «CHi aitaboi Houi» (1993) B. Illekcnipa xomMmo3uTopka
3BEPTAETHCA A0 POMAHCY K JICUTMOTHBY, IO MOEJHYE JTIOOOBHUH,
KOMI4HHUH 1 (paHTacMaropuyHUii MJacTd BUCTaBH, (DOPMYIOUHN €AUHY
IHTOHALIHHY CTUIICTHKY.

— 109 —



My3uka i meamp 6 ymoeax KOMyHIKayiliH020 Xa0cCy Cb0200CHH

* Mysuuna agpamarypris 1. I'yOapeHko He imocTpyBajia CLEHY, a
CTpYKTypyBaJa ii, CTBOPIOIOYH «METOAIHHY HACKPI3HY JiF0» — MOHSTTS,
110 XapaKTepH3Ye il SIK MUTIIS, 31aTHOTO MUCIHUTH MY3UKOIO CLIEHIYHO.

Cunrernuna npupona uctaB O. Bbimsuskoro i 1. 'ybapen-
KO TOJISITA€ y 3JIMTTI CJIOBA, MY3UKU Ta CUeHiyHoi aii. Pexwucep i
KOMIIO3UTOP HE AyOIIOBajk OAWH OAHOTO, @ CTBOPIOBAIM €IMHUH
XyZOKHIN MPOCTIip, e My3HKa BU3HAYaIa PUTM, ICUXOJIOTiI0 TIepCo-
HaXiB 1 )kaHpOBHI OajaHC.

Takwuii piBeHb CHIBIpAIli 3aCBiTYUB MEPEXia B TPAIUIIITHOTO
PO3YMiHHSI MY3UYHOTO O(OPMIICHHS 1O KOHLEMIIi My3U4HOI pexXu-
CypH B ApaMaTHYHOMY TeaTpi. SIKIIo paHilie My3uKka BUKOHYBaja y
BUCTaBax I[OT0 Tearpy ACKOPaTUBHO-EMOLIHHY (QYHKIiI0 — Mif-
CWJIIOBAJIa HACTPIi YM 3MIHIOBaJIa CIICHIYHY atMocdepy, TO y TBOP-
yomy tanaemi O. binsuekoro ta I. I'ybapeHko BoHa cTae piBHOIIpaB-
HUM €JIEMEHTOM PEXKHUCEPCHKOTO 3ayMYy.

V Takwmii crocid BUHMKae HOBa (hopMa B3a€MOJIT, KOJIH KOMITO-
3UTOP MHUCIHUTH PEKHUCEPCHKUMH KaTETOpPisMHU, a PeKUcep — My-
3n4HO. Lle cTBOpro€ LinicHUIT mpoOCTip BUCTaBH, Y SIKOMY 3BYK, CJIO-
BO 1 pyX HiAMOPSAKOBYIOTHCS €EIMHOMY XyAOKHBOMY pUTMY. Came
tomy My3uKy l. ['ybapenko no BucraB O. binsipkoro MoxHa po3-
DIJAaTH He SIK UTIOCTpallilo, a SIK IHTOHAIIMHO-ApamMaTypriuny nap-
TUTYpPY BUCTABH.

BucHoBku.

CrinpHa TBOpuicTh O. binsimpkoro ta . ['ybapeHko € 3pa3kom
TapMOHIMHOI B3a€MOJI] PEKUCEPCHKOTO W KOMITIO3UTOPCHKOTO MHC-
JeHHs. Y KOXKHiH 3 MpoaHali30BaHUX BHCTaB My3HMKa HE JIMIIE ITiJ-
CHJTIOBaJIa eMOLIIHHUI BIUIUB, a i (hopMyBasia qpamMaTypriuny JIori-
Ky BHUCTaBH.

Mysuka [. ['ybapeHko cTBOpHia MPUXOBaHYy «MAPTUTYPY Aii»,
y SIKifl 3MiHa TeM BiAMOBiAaja MOBOPOTaM CIOKETY M ICHXOJOIiy-
HUM CTaHaMm TmepcoHaxiB. Y «Bii» — me OuHaMi4HI KOHTPACTH
MK (OJIBKJIOPHUMH MOTHBaMH i TpariYHMMHU akOpAaMH, IO Mif-
KPECIIOIOTh PyX BiA moOyToBoro mo mictuunoro. Y «JlicoBii mic-
Hi» My3UKa CTaja MPOBIJHUKOM BHYTPIIIHBOTO PUTMY MPUPOIH,
3’€IHYIOUH JIIOICHKE W HAANIPUPOIHE B €ANHOMY MOETUYHOMY MOTO-
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ui. A 'y «CHi niTHBOT HOYi» MEJIOJIisl pPOMaHCy CTBOPHMIIA IHTOHALIHHY
€/IHICTb YCIiX ClIeH, BUOYIOBYIOUM MY3UYHY JIOTIKY, 1110 Bele Isggada
Kpi3b J1I000BHI, (hapcoBi Ta paHTACTHYHI EMi30AH.

Takum umnOoM, my3uka . ['yOapeHko misna He SIK akOMIIaHe-
MEHT, a sIK ApaMaTypriuHuil OpraHi3M, KU BU3HAYa€ TEMIIOPHUTM,
JKAQHPOBI aKLEHTH 1 BHYTPILIHIO CTPYKTYpY BHCTaBH, poOJsIun ii wi-
JIICHOIO Ta PUTMIYHO 371ar0/’KEHOIO.

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

COOPERATION BETWEEN DIRECTOR OLEKSANDR BI-
LYATSKY AND COMPOSER IRYNA HUBARENKO
IN THE CREATION OF THE MUSICAL-DRAMATIC
ATMOSPHERE OF THE KHARKIV THEATRE
FOR YOUNG AUDIENCES

Keywords: Iryna Hubarenko, Oleksandr Bilyatsky, Ukrainian
theatre; Kharkiv Theatre for Children and Youth, music in play.

Oleksandr Bilyatsky and Iryna Hubarenko formed a unique
creative alliance that united directorial and compositional modes of
thinking. They were connected by the ability to reinterpret a dra-
matic text, to sense its latent expressive potential, and to define a
system of artistic means intrinsic to dramatic theatre. In other words,
both artists consistently sought to rethink literary sources in order to
embody them in vivid and dynamically expressive stage forms.

The purpose of this study is to demonstrate—using critically and
publicly acclaimed evening-repertoire productions of the Kharkiv
Theatre for Children and Youth—that in the early 1990s the creative
collaboration between director Oleksandr Bilyatsky and composer
Iryna Hubarenko gave rise to a distinctive model of musical-dramatic
synthesis. In this model, music functioned not as a decorative element
but as a full-fledged dramaturgical factor within the performance.
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Honored Artist of Ukraine Oleksandr Bilyatsky (1937-2011) was
a prominent Ukrainian actor and theatre director, born in Kyiv. His
early biography was shaped by tragedy: his mother died during an air
raid, shielding him with her body. As a child orphaned at the age of six,
he spent a long time traveling on trains, where he once encountered a
soldier who, upon parting, gave him a captured accordion. From that
moment, Bilyatsky’s life became inseparably connected with music.
Throughout his life, he searched for information about his father.

At the age of seven, Bilyatsky was sent to an orphanage, where
he revealed not only musical but also choreographic talent. After
graduating from the Kyiv Choreographic School, he realized that
classical dance was not his true vocation and instead began an act-
ing career at the Uzhhorod Drama Theatre. In the early 1960s, he
joined the Kharkiv Theatre for Young Spectators (TYuZ) as an actor.
Bilyatsky possessed absolute pitch and mastered all keyboard in-
struments. After completing advanced studies at the Higher Theatre
School at the Yevgeny Vakhtangov Theatre in Moscow in 1976, he
became artistic director of the Kharkiv TYuZ, under whose leader-
ship the theatre reached a notably high artistic level.

A graduate of the Kharkiv Institute of Arts, Iryna Hubarenko
(1959-2004) emerged from a distinguished theatrical and musi-
cal lineage. She was the daughter of Berezil Theatre actors Roman
Cherkashin and Yuliia Fomina, the daughter of the renowned Ukrai-
nian composer Vitalii Hubarenko, and a member of the family of
Marina Cherkashyna-Hubarenko, an academician of the National
Academy of Arts of Ukraine. Over a period of nearly twenty-five
years devoted to theatre, Iryna Hubarenko composed original music
and curated musical selections for almost two dozen productions.
Her oeuvre includes numerous romances, among them settings of
William Shakespeare’s sonnets. As a theatre composer, her distinc-
tive quality lay in an intuitive understanding of the genre key of a
production from the very outset. The stylistically diverse music of
Iryna Hubarenko resonated most fully in the productions directed
by Oleksandr Bilyatsky, who attached exceptional importance to the
sonic dimension of stage performance.

— 112 —

V Yepkawuncoki uumanus

Relevance.

Hubarenko’s music interacted organically with Bilyatsky’s
directorial concepts, forming a continuous dramatic trajectory that
emphasized conflict and emotional development. Their joint work
illustrates the synthetic function of music in dramatic theatre: mu-
sic acts as a bearer of genre, symbolic, and psychological mean-
ings, deepening perception and ensuring the artistic integrity of the
production. This creative partnership demonstrates the possibility of
synthesizing dramatic and musical theatre, thereby expanding the
expressive boundaries of the Kharkiv TYuZ and Ukrainian theatre
more broadly.

Main provisions.

The artistic tandem of Oleksandr Bilyatsky and Iryna Hubaren-
ko exemplifies profound interaction between director and composer,
grounded in a shared reading of the literary source and a search for
stage forms capable of revealing dramaturgical subtext.

* In Viy (1992), based on works by M. Kropyvnytsky and
M. Gogol, Hubarenko’s music produced a tragic-farcical effect, or-
ganically combining folk intonations with original musical material.
The score intensified dramatic tension and highlighted the contrast
between laughter and horror, becoming a driving force of the perfor-
mance’s dramatic development.

* In The Forest Song (1993) by Lesia Ukrainka, a genre form
of elegy-féerie was created, in which music blended lyricism and
enchantment, functioning as an equal carrier of emotional content,
symbolism, and the poetics of nature.

* In William Shakespeare’s A Midsummer Night’s Dream
(1993), the composer employed the romance as a leitmotif that uni-
fied romantic, comic, and phantasmagorical layers of the perfor-
mance, shaping a coherent intonational style.

* Hubarenko’s musical dramaturgy did not illustrate stage ac-
tion but structured it, creating what may be described as a “melodic
through-action” — a concept that defines her as a composer who
thought in scenic terms. The synthetic character of Bilyatsky and
Hubarenko’s productions lay in the fusion of word, sound, and
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movement. Rather than duplicating one another, director and com-
poser created a unified artistic space in which music determined
tempo-rhythm, character psychology, and genre equilibrium. This
level of collaboration marked a transition from traditional notions of
musical accompaniment to the concept of musical direction within
dramatic theatre. Whereas music had previously fulfilled primarily
decorative or emotional functions, in this creative partnership it be-
came an integral component of the directorial vision.

Through this interaction, a new model of creative cooperation
emerged, in which the composer thought in directorial categories
and the director thought musically. As a result, a holistic perfor-
mance space was formed, where sound, word, and movement were
subordinated to a unified artistic rhythm. For this reason, Hubaren-
ko’s music in Bilyatsky’s productions should be understood not as
illustration, but as an intonational and dramaturgical score of the
performance.

Conclusions.

The collaboration between Oleksandr Bilyatsky and Iryna
Hubarenko represents a model of harmonious interaction between
directorial and compositional thinking. In each of the productions
analyzed, music not only intensified emotional impact but also
structured the dramaturgical logic of the performance.

Hubarenko’s music created an implicit “score of action,” in
which thematic transformations corresponded to narrative turns
and psychological states of the characters. In Viy, this is expressed
through dynamic contrasts between folkloric elements and tragic so-
norities, marking the shift from the everyday to the mystical. In The
Forest Song, music conveyed the inner rhythm of nature, uniting hu-
man and supernatural worlds within a single poetic flow. In A Mid-
summer Night’s Dream, the romance served as an intonational unifier,
guiding the audience through romantic, farcical, and fantastic scenes.

Thus, Hubarenko’s music functioned not as accompaniment,
but as a dramaturgical organism that defined tempo-rhythm, genre
articulation, and the internal structure of the performance, ensuring
its cohesion and rhythmic integrity.
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TEATP SIK TPOCTIP JEKOJIOHI3AIIII: TPU I'OJIOCH
BIMHU B KHIBCBKOMY HAIIIOHAJIBHOMY
AKAJJEMIYHOMY MOJIOJOMY TEATPI

Kniouosi cnosa: ykpaincokuti meamp, OUCKypc 0eKoloHi3ayii,
Kuiscoxuii nayionanvnuti Monoouti meamp, pociliCbKo-yKpaincovka
BIlIHA, CYUACHA OpaMAmypeis, peicucypa.

Pociiicbko-ykpaincbka BiliHa, 1o TpuBae 3 2014 poky, €
HE JIMIIEC TeONMOJITHYHUM KOH(IIIKTOM, a i HACIIIKOM KiJbKaco-
TPIYHOT KOJIOHIAJIBHOT MOJITUKH POCil 100 YKpaiHnu. Y 1bOMYy
KOHTEKCT1 YKpaiHChbKUH TeaTp HaOyBae HOBOI poyii — cTae mpo-
CTOpOM JEKOJIOHI3alii, OCMHUCIEHHS TpaBMH Ta (HOpPMYBaHHS
imeHTryHOCTI. KilacMk moCTKOJOHIANBbHUX CTYAIl mnpodecopka
€Ba Tommicon cTBepIKye: «JleKoJoHI3alig — IIe PO MOCTYIIO-
BUU PO3BUTOK. Taki pedi He CTAIOThCs 3a HiY. BoHum He € Bin-
3HAYCHUMH SIKUMUCH PO3MEXKYBaIbHUMHU CTOBIAMH, SIKUX JIFOJU
JOCSTalIOTh 1 KaXyTh: “XeHl, MU Terep He MOCTKOJOHIanbHa, a
HOopMasbHa Kpaina”... Tpeba mpocTo WTH A0 i€l miJi i 3 yacom
e crTaeTbes» [1].

L5t mymMKa pe3oHye 3 TeaTpajibHUMHU PAKTHKAMHU, 10 HE TPO-
MOHYIOTh TOTOBHX PillIeHb, & CTBOPIOIOTH MPOCTIP JJIsl OCMHCIICHHS
KOJIOHIaJIbHOTO MHUHYJIOTO, BIfHU Ta KyJbTYpHOI TpaHChopMaIrii.
Came TakuMu €, 30kpema, BuctaBu «Crankepmn», «JlackaBo mpo-
CHUMO J10 TeKJia» Ta «3Bip» KUiBCHKOTO HAIIOHAIBHOTO aKaJeMiu-
HOTO MOJIOZOTO TeaTpy.

Bucrasa «Crankepu» (2015) 3a m’ecoro IlaBma Ap’e «Ha mo-
YaTKy Ta HaNpHKiHI YaciB» cTajia 3HAKOBOIO MOJi€0-Koladoparii-
€10 JIJIs1 KHIBChKUX MOJI0/I0T0 TeaTpy 1 TeaTpy «30JI0Ti BOPOTay.
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VY KOHTEKCTi MoBHOMACIITAaOHOI BiiHM BHCTaBa HaOysia HOBOTO
3ByuanHs. Yepe3 meradopy YopHOOMIIECHKOT 30HM BOHA TOBOPUTD
npo «3a0yTHX» — THX, KOTO JiepKaBa 1 CyCIiIbCTBO 3AJIMILMIN Ha
y36iuui. ['epoi — 06aba Ilpics (I. Bitoceka), ii monpka Cnasa (B.
bi6niB) Ta onyk BoBunk (Bnagucnas [Tucapenko) — KUBYTb y 30Hi,
Ky CYCHiJILCTBO BBaXKa€ MEPTBOKO. IXHE KUTTS — Iie GOpoTHOa 3a
TiIHICTB, MaM’aTh 1 3B 530K 13 3emieto. Ipma BiToBchbka KOMEHTYE:
«30HOI0 BimuyKeHHs € Bcs Kpaina. Lle icTopis, siky YkpaiHa 3amnu-
nrae 3 paHTOMHUMH OOJISIMH, 3 TIOCTKOJIOHIATBHUM CHHIPOMOM [2].
Hasga BucraBu «Crankepmu», 3amponoHoBaHa pesxucepoMm Cracom
’KupkoBuM, cuMBOII3y€E JIOACH, SIKi )KUBYTh HA MEXI CyCIiNbCTBa,
aJie IIyKalTh CEHC Y CBITI, IO 1X BiTKUIAE.

Cuenorpadis HOmii 3aynuunoi, mysuka Oneci Credanuk Ta
Iropst Anronosa, Bigeonpoekuii lmmi Ilemoka cTBOPIOIOTH yMOB-
HUH TIPOCTip, Jie KOKHA JieTalb Ma€e 3HaueHHs. CBITII0 BUKOHYE POJIb
Mapkepa 4yacy, My3uKa — eMOLIIHHOTO KOMEHTapsl, a MyJIbTHMEA1a —
MeTa(OpUIHOrO PO3IUPEHHSI CHEHIYHOT Jii.

['ymop y BHUCTaBi — 4OpHHUIA, «paiOaKTUBHUI, IO MiACHIIIOE
Hanpyry. Lle cMix Kpi3b ci1b03H, CHOCIO TOBOPUTH TPO TPaBMY, Bi-
H{HY, CMEpPTh Yepe3 mapaiokc.

«Crankepu» — Iie BUCTaBa PO TiAHICTb, TaM ATk 1 IpaBo OyTH
nouyTuM. Bona ne nue npo YopHOOMIIBCEKY 30HY, a PO BCIO Kpa-
Hy, sika 1OCi )KHMBE 3 HACJIKAMU iICTOPUYHUX TPABM 1 COLIaIbHOTO
posmany.

Bucraga «JlackaBo mpocumo o niekia» (2019) 3Bepraerses 10
IIA/1a4a TOI0CcOM arpecopa. li 0cHOBOIO cTaja Im’eca Pociiichbkoro
npamarypra Bomogumupa 3yeBa «Mamouku» mpo BiliHy B Yeuwi,
Ky pexucep Annpii binoyc nepenic y konTekctT Biitnun Ha JloHOa-
ci. Taka Tpancdopmanis — He MPOCTO XYAOXKHIH MPUHOM, a MOCT-
KOJIOHIaJIbHa iHTEpHpeTalis TeMH IMIEPCHKOr0 HACHJIbCTBA KPi3b
TpaBMaTW4HUU NocBix Ykpainu. BucraBa nmomae MOHOJIOT arpecopa,
KU HE KAETHCS, HE 3MIHIOETHCS 1 HE 3yMUHSIETHCS.

Tearp TyT He rpae, a pikcye — AOKyMeHTye. Y penensii Ha
BUCTaBY NMUCbMEHHUK, JIiTepaTypHuil Kputuk SApocnas Kapnens xo-
MEHTY€: «MOTOPOIIHO, KON 3aXOJHII Y IISAJAlbKY 3a11y 3 YOPHUM
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aHTypaKkeM, a B LIEHTPI CTOATH 3ali3Hi TpyHH. Bantax 200 — six Ou
3apa3 ix HazBanu. TpyH Oarato, qech i3 AeCATOK, BC1 aKypaTHO CKJIa-
JeHi ogHa Ha onHii» [3]. Konu BiAKpUBatOTHCS KPHUILKU TPYH, 3 HUX
BUXOJSITh «MEPTBI» CONJATH — KMBI TiH1 BIHH, [II0 TOBEPHYJIHCA,
o6 3acBimquutu nepexwurte. Lle Oararoroioccs HIOM TPOMOBIISE:
HaBIiTb Y TEMPSBI JIOAH 3aJHILAIOTHCS YHIKATbHUMH — 31 CBOIMH
cTpaxamu, O0JIeM 1 TparHeHHSIMH.

BucraBa nocnmikye TeMHU: SKOJIOTIYHUX HACTIAKIB BifiHU (00-
pa3 MakiB — CHUMBOJTY 11aM’STi, SIKi IOHAKH B KaMy(QIIsHKI BCTPOMIIS-
I0Th Y 3eMJIIO); MaTepiB BiiiHU sIK MeTadopH JII0OOBI, 1110 TIepeMarae
CMepTh; poJii Melia — IHCTPYMEHTY, 110 Moxe iH(popMmyBaTtu abo

MaHIIyIIOBaTH.
VY mocTaHOBLI 3ByYHTH POCiiiCbKa MOBa, a TakOXX HELEH3Yp-
Ha JIEKCHKA, BUKOPUCTAHO JOKyMEHTaJIbHI Marepiaiu, — yce Ie

CYIIPOBOMXKYETHCS CHHXPOHHUM TIEPEKIIAJIOM YKpaiHChKoro. Lle He
MOCTYTIKA, a XyJAO0XKHE PILLIEHHS: AaTH 3MOTY BOPOT'Y TOBOPUTH, 11100
Horo MoBa cTaJia CBiTYeHHSM 3JI0UHHY.

VY 2020 poui BucraBa «JlackaBo mpocumo 10 nieknay Oyna Bij-
3HaueHa MDKHApOTHHMM Kypi Bceykpaincbkoro ¢ectuBamo-npemii
«I'PA» sax «Halikpaiua BucraBa kamepHoi cuieHu». Lle crano Bu3Ha-
HHSIM i1 XyJJO)KHBOI CHJIM Ta MOPaJIbHOI BiIBaru y MopyLIeHHi cKia-
HUX TEM.

Brnepuie 3niticieHa Ha cueHi kuiBcbkoro ProEnglish Theatre
BHCTaBa «3Bip» 3a onHOWMEHHOIO 11’ ecoro Haranii IrHaTteeBO1 OTpH-
MaJjia HOBE JuXaHHs Ha ciieHi Momogoro tearpy (2025).

lonoBHuii repoit BUCTaBM — J1eMOOLTI30BaHUN BIHCHKOBUI
Jmutpo — moBepTaeTbes 3 GPOHTY 1 HE MPUCTOCYBATUCS 10 LHU-
BIJILHOTO JXKUTTS. SIK 3a3Ha4ae Tearpo3HaBulls Hanis Mukonaifuyk:
«Y HBOTO € JuIle “TpaBMaTWYHHUU JOCBIiA~ BiliHU, OUIb BiJ BOpO-
JKOCTI Tak 3BaHOTO MHPHOTO >KUTTS Ta LK KMYTOK HEPO3yMiH-
Hs1 — cebe, KoxaHoi, couiymy» [4].

Pexxucep [laniin [IpumadoB mepenae neidl po3puB MiX BHY-
TPILLIHIM CBITOM reposi i 30BHIIIHIM CepelOBUIIEM Yepe3 MiHiMaTic-
TUYHY CLEeHOTpadifo: orojeHe CleHiYHe TJ0, CTiJ, CTiNbLI, Billlak 3
KUTbKOMa pe4aMu — yce Lie cTae MeTadoporo JeMiIiTapru30BaHoi,
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ajie He 3BUIbHEHOI peasnbHOCTI. ClieHa — IIe BOJHOYAC 1 JIOMiBKa, 1
nacTka, Ae repoil He 3HaxoauTh cebe. CreHiuyHe opOpPMIICHHS Ha-
TSKa€ Ha EKOJIOTIYHI HACIIAKY BilfHH: 3pyHHOBaHI MicTa, IOpyLIeHA
eKocucTeMa JIoAchkoro OyTTs. BiiiHa, sIK «3Bip», MOKUpAE JIOACH,
NPUPOLY, TUILY, 3B 30K 13 3eMJICIO.

AKTOpH He TPOCTO TParTh, a CBiAYaTh. IXHA rpa — MOMi-
TUYHHUHI KECT, M0 TOBOPUTH MPO 130JIALII0, COIPOTUB, HENPUHHAT-
1. Imutpo (Cepriit Ilamenko) moBoAUThCS SIK 3Bip — HOTO pyxu
nepenatoth TpaBMy. Karsa (ITonina CricapeHko) mociimkye cebe i
Jmutpa. OcobnrBo Bpakae clieHa MOXOPOHY MoOpaTuMa: 3aMiCTh
nadocy — capkasM, CIOTaiy, HEHOpMaTuBHa Jekcuka. Lle Teatp
0e3 repoizaii, o rooputh npasay. Cuena, ne AMuTpo OyKBaJIbHO
JaMaeTbesl, — (i3uUHe BTUICHHS CTPaXIaHHS Yepe3 pyX, IIACTHKY,
MOBYA3HUI KPUK.

Tpu BucraBu — «Crankepu» C. XKupxkoa, «JlackaBo mpocu-
Mo 110 nekna» A.binoyca ta «3Bip» [l. IlpumadoBa — penpeseHTy-
I0Th TPH BUMIPH JIEKOJIOHI3aLIHHOTO JUCKYypCY B MojooMy Tearpi.
«Crankepn» 1 «3Bip» MOPYUIYIOTh TEMH EKOJOTIYHOI KaTacTpodu
Ta MOCTTPABMATUYHOTO JIOCBIJTY, aKIICHTYIOUX Ha 130JIA11ii, OO0 Ta
nouryky cency. Hatomicte BuctaBa «JlackaBo mpocuMo A0 MEKIa»
TOBOPHTH TOJIOCOM arpecopa, BUKPUBAIOUH IMIIEPChKE HACHIIBCTBO.
Le He nianor, a akT CBiAYEHHSI — CLIEHA CTA€ MPOCTOPOM MOPAIIHHO-
O CIIPOTHBY, JI¢ TeaTp TOBOPUTH MPaBAY, HABITH OOIIOUY.
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The Russian—Ukrainian war, ongoing since 2014, is not merely
a geopolitical conflict but also the result of Russia’s long-standing
colonial policy towards Ukraine. Within this context, Ukrainian the-
atre has assumed a new function: it has become a space for decolo-
nisation, the articulation of trauma, and the formation of identity.
Professor Eva Thompson, a leading scholar in postcolonial studies,
emphasizes: “Decolonisation is about gradual development. These
things do not happen overnight. They are not marked by a specific
moment when people say: ‘Now we are a normal country, no longer
postcolonial’. One must work toward this goal, and over time it is
achieved” [1].

This concept resonates with contemporary theatrical practices
that do not propose definitive answers but instead create an environ-
ment for reflecting on colonial experience, war, and cultural trans-
formation. Such productions include Stalkers, Welcome to Hell, and
The Beast, staged at the Kyiv National Academic Young Theatre.

The production Stalkers (2015), based on Pavlo Arie’s play At
the Beginning and at the End of Time, became a landmark col-
laboration between the Young Theatre and the Golden Gate Theatre.
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In the context of the full-scale invasion, the performance ac-
quired new layers of meaning. Through the metaphor of the Chor-
nobyl exclusion zone, it addresses the theme of the “forgotten” —
individuals abandoned by both the state and society. The charac-
ters — Baba Prisia (Irma Vitovska), her daughter Slava (Viktoriia
Bibliv), and her grandson Vovchyk (Vladyslav Pysarenko) — inhab-
it a space declared lifeless, yet fiercely defended as their own. Their
existence becomes a struggle for dignity, memory, and connection
to the land. Actress Irma Vitovska observes: “The entire country is
a zone of alienation. This story is something Ukraine carries with
it — phantom pains, a postcolonial syndrome” [2]. The title Stalk-
ers, proposed by director Stanislav Zhyrkov, signifies individuals
living on the periphery of society, searching for meaning in a reality
that has rejected them.

The scenography by Yuliia Zaulichna, music by Olesia Stefan-
ik and Thor Antonov, and video projections by Illia Peliuk construct
a conditional theatrical space where every element is semantically
charged. Light functions as a marker of time, music as an emotional
commentary, and multimedia imagery as a metaphorical extension
of stage action.

The humour in the play is dark, almost “radioactive,” heighten-
ing tension and producing laughter through tears — a paradoxical
means of articulating trauma, war, and death.

Stalkers is a performance about dignity, memory, and the right
to be heard. It speaks not only about the Chornobyl zone, but about
the entire country living under the weight of unresolved historical
trauma and social rupture.

The production Welcome to Hell (2019) addresses the audi-
ence through the voice of the aggressor. Based on Russian play-
wright Vladimir Zuev’s play Mothers, originally focused on the
war in Chechnya, director Andrii Bilous transposed the text into the
context of the war in Donbas. This shift functions not merely as
an artistic technique, but as a postcolonial re-reading of imperial
violence through Ukrainian experience. The performance presents
the monologue of an aggressor who neither repents nor transforms.
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Here, theatre does not act — it documents. Writer and literary
critic Yaroslav Karpets describes his impression: “It is frightening
when you enter the auditorium with its black décor and iron cof-
fins standing in the centre. Cargo 200 — as they would be called
today. There are many coffins, about a dozen, neatly stacked atop
one another” [3]. When the coffins open, “dead” soldiers emerge —
living shadows of war who return to testify to their experience. This
chorus affirms that even in darkness, people remain distinct, bearing
individual fears, pain, and longing.

The performance engages with themes such as the ecological
aftermath of war (symbolised by poppies — markers of remem-
brance — planted into the earth by soldiers), motherhood as love
that overcomes death, and the media as an instrument capable of
both informing and manipulating.

Russian language, profanity, and documentary material are
employed throughout, accompanied by simultaneous Ukrainian
translation. This is not a concession, but a deliberate artistic choice:
to allow the enemy to speak so that their words themselves become
evidence.

In 2020, Welcome to Hell was awarded Best Chamber Stage
Production by the international jury of the All-Ukrainian GRA Fes-
tival and Awards, acknowledging both its artistic intensity and its
ethical courage.

Originally staged at the ProEnglish Theatre in Kyiv, The Beast,
based on the play by Natalia Ignatieva, received renewed interpreta-
tion on the stage of the Young Theatre in 2025.

The protagonist, demobilised soldier Dmytro, returns from the
front unable to reintegrate into civilian life. Theatre critic Nadiia
Mykolaichuk writes: “He possesses only his traumatic wartime ex-
perience, pain, the hostility of so-called peaceful existence, and a
constellation of misunderstandings — of himself, of his beloved,
and of society” [4].

Director Daniil Prymachov conveys this inner rupture through
minimalist scenography: an empty stage, a table, chairs, and a coat
rack with a few items. This sparse environment becomes a metaphor
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for a demilitarised but not yet liberated reality. The stage functions
simultaneously as home and trap — a space from which the protago-
nist cannot escape. The design also gestures toward the ecological
devastation caused by war: ruined cities and the collapse of human
ecosystems. War, like a beast, devours people, nature, silence, and
rootedness.

The actors do not merely perform — they testify. Their pres-
ence is a political act articulating isolation, resistance, and refusal.
Dmytro (Serhii Pashchenko) moves like a wounded animal, his
physicality embodying trauma. Katia (Polina Snisarenko) attempts
to comprehend both herself and Dmytro. Particularly striking is the
funeral scene: devoid of pathos, it relies on sarcasm, memory, and
profanity. This is theatre without heroisation — theatre that speaks
truth. Dmytro’s breakdown becomes the corporeal manifestation
of suffering through movement, plastic expression, and voiceless
screams.

Taken together, Stalkers (dir. S. Zhyrkov), Welcome to Hell
(dir. A. Bilous), and The Beast (dir. D. Prymachov) articulate three
dimensions of the decolonisation discourse within the Young The-
atre. Stalkers and The Beast foreground ecological catastrophe and
post-traumatic experience, emphasising isolation, pain, and the
search for meaning. In contrast, Welcome to Hell articulates the ag-
gressor’s voice, exposing imperial violence. This is not dialogue, but
testimony — the stage becomes a space of moral resistance where
theatre tells the truth, even when that truth is unbearable.
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3a3Buyail My3W4Hi )aHpH a00 OJIArOINOIYYHO YKUBYTH CTOJIT-
TsIMH 0€3 SIKMXOCh Kpu3, ad0 y CBIH Yac MPUPOJHUM YHHOM BMHUpA-
F0Th, KOJI 3MIHIJIACH €T10Xa 1 MPUHIIUIA HOBI JKaHPH. 3 OTIEPOI0 — HE
tak. Ko Mu unTaemo Te, 110 rOBOPHIIA CYJaCHUKH B KOXKHY €TIOXY,
CKJIQ/IA€THCS BpPAKEHHS, HIOUTO Ieil JKaHp MOCTIMHO XBOpi€ M OCh-
och ToMpe. B yci Biku nmucany mpo cMepTh OTepH 1 110 1€ HIOUTO He-
muayde. Yomy Tak? MalyTh, TOMy, III0 OIlepa Ma€ BPOKEHY Bady:
y CKJIai ii opra”i3My € JBa eIeMEHTH, sIKi OJTUH 3 OJHIM HECYMICHI.
Ilepmnit eneMeHT — TeaTpPadbHiCTh, IPYTUH — KOHUEPTHICTh.
TearpanpHicTh MOTpeOye, 00 CIICHIYHA JIisl HIYMM HE TepeprBaa-
cs, aje criBaky (SIKi B J€sIKi epiofn TOMIHYBaJId B OTIEPHOMY Tea-
Tpi) IparHyau KOXKHY CBOIO apiro MMojaTy 3 HalKpamoi aKkyCTHYHOT
Mo3uIlii, TOOTO BUHUTH BIIEPE] HA aBAHCIICHY, SKOMOTa OJIMX4Ye 10
nyOJTiKH, CTAaTH HABIPOTH JMPUTCHTA 1 3aCIiBaTH apito SK KOHIEPT-
HUI HOMeD, 3ipBaBIIHM oryiecKu. [1i yac BUKOHAHHS TaKUX COIBHUX
HOMEPIB TeaTpasibHa Jisi CTONOPHUTHCSA, CHIIKYBaHHS MK ITapTHEpa-
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MU TIO CLEHI MPHUIUHIETHCS 1 MaeMO KOCTIOMOBAaHMK KOHLEPT 3a-
MICTb OIEPHOTO CIEKTaKII0. Bil Takoi HEMpoOIIeHOi KOHIEPTHOCTI
3aBKIM TOTepIajia TeaTpabHicTh, 00 1 ABa MPUHIMIIN HECYMIiCHI.
VHacnioK HeaJeKBaTHHUX il CHiBaKiB, IUPUTEHTIB, KOMIIO3UTOPIB
(ToOTO MYy3HMKaHTIB, KOTPI TATHYTH KOBIpY Ha cebe) My3u4yHa CKJia-
JI0Ba ONEPHOT0 CHHTE3y MUCTELTB MMOYMHANA Jefali Oijblie mepe-
Ba)KaTH, TOJIi SIK B OTIEPHOMY CHHTE31 Bce Ma€ OyTH BPiBHOBaXEHUM 1
30anancoBanuM. Lle i € BpomxkeHa XxBOpoOa ONEpHOro KaHpy, 1 KOJIu
XBOopoOa 3amylieHa, BAHUKAE Kpu3a. A Kpu3a — TaKHH CTaH, KOJIK
a0o marieHT nompe, adbo JiKap Horo BpATYE. | XTO € TAKUMU «TiKapsi-
Mu»? Humu 3aBxIu BUCTyHaIy OmepHi pedopmaTopu.

[epmra rmuboxa kpusa Tpanuiack y X VIII cromitti, 1 aHTHKpH-
30Bi 3axoau BrpoBakyBanu P. KanenaOimki ta K. B. I'mrok. Bonn
Oy 3MyIIeHi «IepEerHyTH MaJHIIo» i OrOJOCHUTH, IO B ONEpi My-
3MKa — €JIEMEHT JIPYTOpsIIHUHA. A TOJIOBHUM € Apama, SIKy My3uKa
JIUIIE OOCITYTOBYE.

Hpyra Tsbkka kpu3za Oyna B XIX cromitti. 3Hagobunacs pedop-
Mma P. Baraepa, sikuii 3HOBY OrojIOCHB, IO My3HKa 00CIIyTrOBY€ Apa-
My, a jpama — TOJIOBHE B OIepi.

ToOTo0 KpH3HM OMEPHOTO KaHPY IOPa3y HOXOAATH BiJ Ti€l 3K Mpu-
YMHU — po30allaHCyBaHHS KOMIIOHEHTIB ONEPHOTO CHHTE3Y MHC-
TenTB (Ha KOPUCTh MY3HWKH 1 Ha MIKOAY ClOBY). BimnosigHo, aHTH-
KpH30Bi peopmaropcebki inei Ta aii P. Kanenabimki — K. B. ['moka
B npyriii nonoBuni X VIII cromitts i P. Barnepa B cepenuni XIX cto-
JITTS Oy/M CIpsIMOBAaHI Ha BiTHOBJIEHHsI OaJaHCy MiX CIIOBOM Ta My-
3MKOIO IIJISIXOM MiIBUIIEHHSI CTaTyCy OMEpHOro JiopeTo.

Takox y XIX i XX CTONITTAX MparHyiu MOJ0JaTH HOMEPHY
CTPYKTYpY OIEpH i 3aMiHUTH 11 HACKPI3HOIO KOMIIO3MLIE0, 100 i
JIyXy He 3aJUIIWIOCS BiJ 3BUYHHX apii 3 iX HeOakaHOI KOHLIEPT-
HICTIO, pyHHIBHOIO 17151 oniepy. TakuM 4rHOM OyJI0 ITOI0TIaHO APYTY
KPH3Y OIEPHOTO KaHPY.

I ock Hampukinni XX CTOMITTS BUHUK YeProBUH Ba)KKU MO-
MEHT B iCTOpii ONMEpHOTro *aHpy, MOB’sI3aHUH, SIK 3aBXKIH, 3 OCJa-
OJeHHSM poili cjoBa B onepHoMy cuHTe3i. Llporo pasy Oiga mpu-
Hiia, 3BiAKK He yekanu. KomepiiiiHi yMOBU TeaTpanbHOi CpaBH
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MIPU3BEH 10 TaKoi racTpoibHOI MOOITBHOCTI OMEPHUX CHIiBaKiB i
KOJICKTUBIB, 3a SIKOT CTaJl0 BUTIJHUM HE MEPEBUBYATU TEKCT PO
B MepeKiaziax MOBaMHU MyOJiKM BCiX THX KpaiH, e WAyTh ONepHi
BHCTaBH (K poOWJIN paHille), a HATOMICTb CIIBaTH B YCiX KpaiHax
OJIHI€I0 MOBOI0. 32 €MHUI CTaHIAPT y3suld MOBY opurinaiy. [Ipu
LBOMY My3MYHa CKJIaJ0Ba OMEPHOr0 CHHTE3y HE TOCTpaxkiana i
MIPOJIOBXKYE MPALIOBaTH HAa TIOBHY CHITYy, a BepOajbHa CKJIa 0Ba JJIs
1HIIOMOBHOTO CiIyXaua BifKitoueHa abo 3HecuieHa. bo criB He3po-
3yMLJIOK0 MOBOIO CIIPUIMAETHCS HE SIK CHHTE3 MY3HKH 1 mmoe3ii, a (3a
BIIYYHUM BHCIOBOM Makcuma CTpixn) sIK BOKaJIi3 i3 HAaHTOMIMOIO.

Takor0 € mpu4rHa TPETHOT KPU3K OMEPHOTO KAHPY, TOOTO YKO-
Tpe, 4K 1 B ONEepeiHiX Kpu3ax, OanaHc MOpPYLIEHO Ha KOPUCTh MY-
3MKH 1 Ha LIKOJY JiTepaTypHOMY KOMIIOHEHTY. ToMy 3HOB TOTpiOHa
pedopma onepHOi cripaBH, 1100 BiITHOBUTH OalaHC.

Huninns kpuza — Baxkua, Hix nonepeadi. LL{o0 BuBecTn xanp
13 4EproBOro IIyXOTo KyTa, MOTPiOCH HOBUI ONIEpHUN pedopmaTop,
SKHI HacaMIepen — YCBIAOMITIOE TPOOIeMy, TOOTO TUBUTHCS B KO-
piHb 1 6aUNTb, 110 KOPiHb THHE.

[IpoGnemy cnabo BUIHO 3 OOKYy MYy3MKO3HABCTBA (i Ha BinMi-
Hy Bix yaciB ['moka i Barnepa, Buxif i3 Kpu3u CHOTOJHI 3aJICKUTh
HE BiJ KOMIO3UTOPiB). 3 OoKy (inosorii mpobieMy TeX HE BHIHO,
OCKIJIbKH Ofiepa — He B 1l KOMIIETEHII] 1 JIiTepaTopu He MOXYTb BH-
BECTH Onepy 3 Kpu3H. /i1 Hac 04eBUAHO, 110 Y BiJMOBIAb Ha LIEH HO-
BUH CyYacHUH BUKIIMK Ma€ CKa3aTH CBOE KOMIIETEHTHE CJIOBO Ji0Ope-
TOJIOTiS1 — HayKa Mpo BepOaTbHUI KOMIIOHEHT CHHTETHYHOTO TBODY.

3 mo3uuiil ynibperosnorii BUAHO, O (artanbHa KaHPOBOMBYA
MPaKTHKa BUKOHAHHS omep 0e3 eKBIpUTMIYHOTO BOKAJIBHOIO Iepe-
KJany, sika HaOyina moummpeHHs HanpukiHoi XX Ta Ha nmoyarky XXI
CTOJITh, IIKOAUTH CUHTE3y MHUCTENTB 1 OJOKY€ MOMKIUBICTH CHPHIA-
HSTTS OTIEPH SIK CHHTETUYHOTO TBOPY. HaBiTh 1yxe rapHuii onepHuit
CHiB He Jiiifie: He TOPKHEThCS «CTPYH AyLIi», 00 TyAH, e PO3Tallo-
BaHi Ti CTPYHH AyIi, HE MOXKE IPOHUKHYTH >KOHA MOBa, KpiM pin-
HOI. [HO3eMHI MOBHM OCBOIOIOTHCSI JIFOJIMHOIO B 3pLIOMY Billl pailio-
HaJIBHUM LUISIXOM 1 BIUIMB 1HO3€MHOTO TEKCTY 3adinae 371e011b110To
CBIIOMICTb, BepXHill map inTenekty. 11100 yBiliTn B mubun mapw,
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HEOoOXiJJTHO OIepyBaTH MOBOIO, 3aCBOEHOIO B PAHHBOMY TUTHHCTBI i
YKOPIHEHOO B MiJICBiIOMOCTI. Takor SKIiCTHO BOJIOJIE TUTLKU pifHA
MOBa (HIMIII HAa3WBaIOTh i MaTepuHChKOI, Muttersprache). Ilix gac
CIPHUHMHATTS. My3HYHOTO MOBJICHHS BiZIOyBa€ThCsl HEYCBiIOMIIIOBAaHE
3aCBOEHHSI CMUCIY, BHECEHOTO €JIEMEHTaMU MY3HMYHOI MOBH, TaKHi
caMMi MiJCBIJOMHMI MeXaHi3M Ji€ 1 Mif 4ac CIPUUHSATTS TEKCTY Ji-
Opero. BinTak mprHIMIIOBO BaXIMBO, 1100 iHO3eMHI onepu Oyau Ao-
CTYIHI KOXHIH JroauHi ii pinHoto MoBoro. [lommpena TenaeHis —
HEJIOOLIHIOBATH 3HAYCHHS BOKAJIBHUX MEPEeKIIaAiB JI1i0peTo. 3 pisHUX
MipKyBaHb TeaTpajibHi MOCTAHOBHUKH BUKOPUCTOBYIOTH TEKCT OpH-
riHaTy TIONPH Te, 1110 MyOJTika He 3HA€ BiANOBiAHOI MOBH. BuKoHaHHS
OIEPHUX TBOPIB 0€3 BOKAIBLHOTO MEPEKIany MEepeKpeciIioe MOKIH-
BICTh OBHOL[IHHOTO BIUIMBY CHHTETUYHOT'O TBOPY Ha CIIyXadiB.

Yomy 1 Tema opraHiyHa came i YepKallMHChKUX YUTaHb?
st icTopii onepo3HaBcTBa BaXKIIMBO, SIKY MO3UIIIO 3aiiMala o010
TPeThOi KpH3H OmepHoro xaupy akagemik M. P. Uepkammna-Iy6a-
PEHKO, TPOBiIHA YKpaiHChbKa HAyKOBHLS 1 My3WYHO-TeaTpajIbHUN
KpUTUK. Bynyun ognum 3 yunis Mapuau PomaniBHH, 51 4ac Big yacy
MaB 3 Heto 0eciiy, 30KpeMa po CTaH ONEepHOi CIIPaBU, TOMY 3HAIO 11
MO3MLIIO 3 TIEPILUX BYCT 1 PO3YMil0 MPHUYMHM TaKoi MO3HII.

oxo nepmux ABOX KPHU3 OMEPHOTO KAHPY 1 IOAO POl B Wik
ictopii pedopm I'roka i Barnepa — Harini 3 Her0 MO3UIIIT 1 OLIHKH
HE BiJpi3HsIMCA. AJle IOAO0 TPEeThOi KPHU3H, TOOTO LIONO ChOTOM-
HIIIHBOTO CTaHy pedei, Hami mo3uuii CyTTeBO posiduumcs. Mene
JIMBYBAJIO, YOMY BOHA, Oyay4r caMa JiOpeTHCTOM, JTITepaTopoM, TaK
CTHOKIHHO CTaBMIIUCS IO TOTO, IO CIIyXad He PO3yMi€ CIiB, TOOTO 10
«BOKaJIi3y 3 MaHTOMIMOIO» 3aMICTh CHHTE3Y MY3UKHU 1 OCTHYHOTO
CIJIOBA, KOJIM BiIKJIIOYEHUH JiTepaTypHuil map onepu? Bona xa3zana:
«Hivoro ctparmiHoro, 60 ciyxad 3Ha€ 3arajlbHUN 3MICT, € IPOrpam-
Ka, € HaJl CLIEHOIO PyXOMHH PSAJOK 1 HIUOTO iHIIOTO HE Tpebay. Yum
1€ MOYKHA MOSICHUTH? MO€ MOSICHEHHSI Take: cepel] TPhOX TOJOBHUX
€JIEMEHTIB ONEPHOTO CHHTe3y (My3HuKa, JiTepaTypa, TeaTp) MOXKHa
MO-PI3HOMY pa3CTaBISITU MPIOPUTETH, Mailke HIXTO HE 3alepevye,
IO Ha MeplIeMy Miclli My3HKa, a OT JApyre i TpeTe MICIsl AT
KOKEH I0-CBOEMY, OUIBILICTD CTABJIATh HA IPyre MICIE CIIOBO, aje
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it Mapunu PomaHiBHM Ha Apyromy MicTi OyB Teatp (a Moxe, i Ha
niepuioMy). Llum 3yMoBiieHe 1 ii cXBajibHE CTABICHHS JI0 TaK 3BaHOL
«pexkonepu», 00 «pexornepa» — TO € OyHCTBO TeaTpanbHOI CTUXIl
(pexxucepH, 10 MPUHILIA 3 IPaMaTUYHOTO TeaTpy, MOXKYTb JisTH
BCyIleped My3U4Hil MapTUTYpi i TEKCTY JiOpeTo, IJIsi HUX MYy3UKa B
oIepi He Te 110 He TOJIOBHE, a BOHA 1M TUIbKHU 3aBaxkae). bylicTBo Te-
aTpasbHOCTI He Moo He nmpuBabmoBatn Mapuny PomaniBny. Ane
3ayBa)KUMO, 1[0 «PEXOIepay Hae B KOMIUICKTI 31 CHIBOM He3Haio-
MOIO MOBOIO OpuriHaity (00 iHaKIIe CBaBUIbHIN pesKUCEpPChKii (aH-
Ta3ii He po3rynsATHCs). Y PO30DKHOCTI HAIMX MOMNISAIB HA TPETIO
KpH3Y OMEPHOTO KaHPYy BiAI3EPKAIIOIOTHCS JBl Cy4acH] TEHACHIIIT:
BHKOHAHHS MOBOIO OpHTiHaly uM B mepeknazni. HaykoBoro mincra-
BOIO IIMX JBOX TEHICHLIH € TEOpeTUUHE BU3HAHHSI IepeBar, abo ¢o-
HETHKH J1i0peTo, a00 ceMaHTHKHU.

Greg Hansburg
PhD in Art Sturies, Associate Professor
Email: mushistory@ukr.net; ORCID iD: 0000-0001-5257-2033

THE THIRD CRISIS OF THE OPERA GENRE AND
M. CHERKASHYNA-HUBARENKO’S APPROACH

Keywords: opera, opera reform, genre crisis, M. R. Cherkashy-
na-Hubarenko, synthesis of the arts, Regieoper, original-language
performance.

The article addresses the phenomenon of recurrent crises in the
historical development of the opera genre, arising from the inter-
nal contradiction between theatricality and what may be defined as
“concertness.” The author outlines two major reform waves in the
history of opera — those associated with Christoph Willibald Gluck
and Richard Wagner — and situates contemporary operatic practice
within what is defined as a third crisis of the genre.

Unlike earlier reform movements, which sought to restore bal-
ance between music, drama, and stage action, the present crisis is
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rooted in the widespread dominance of performances in the original
language of the libretto. This tendency, now largely unquestioned in
international operatic practice, has led to a weakening of the verbal
and semantic component of opera as an art form. As a result, the
synthesis of the arts that defines opera is disrupted: music and visual
spectacle increasingly prevail over linguistic intelligibility and dra-
maturgical clarity.

The study juxtaposes the author’s position with the views
of the prominent Ukrainian musicologist and academician
M. R. Cherkashyna-Hubarenko, whose theoretical legacy demon-
strates a consistent prioritization of theatricality as the dominant
principle of operatic art. Cherkashyna-Hubarenko actively sup-
ported contemporary staging practices associated with Regieoper,
emphasizing the significance of visual dramaturgy, director’s in-
terpretation, and stage imagery over the semantic transparency of
the verbal text.

This divergence of perspectives reflects a broader method-
ological and aesthetic debate within opera studies: the tension
between phonetic perception and semantic comprehension of the
libretto. On the one hand, the phonetic approach privileges the
musical and acoustic qualities of the sung word, accepting reduced
intelligibility as an inevitable consequence of vocal performance.
On the other hand, the semantic approach insists on the importance
of verbal clarity as a fundamental carrier of dramatic meaning.

The article argues that the current crisis of the opera genre
emerges precisely from this unresolved conflict. While performanc-
es in the original language may reinforce the authenticity of musical
expression, they simultaneously distance opera from its theatrical
function, particularly for audiences unfamiliar with the libretto lan-
guage. In this context, Cherkashyna-Hubarenko’s advocacy of the-
atrical primacy and directorial reinterpretation can be understood as
an attempt to compensate for the erosion of verbal intelligibility by
strengthening visual and dramatic communication.

Thus, the third crisis of opera reveals not only structural ten-
sions within the genre itself, but also deeper disagreements concern-
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ing the hierarchy of expressive components in operatic synthesis.
The discourse surrounding Regieoper, original-language perfor-
mance, and the role of the libretto exposes the shifting cultural
priorities of contemporary opera and underscores the necessity of
rethinking the balance between music, word, and stage action in
modern operatic practice.

3axaposa Onvea Muxaiiniena
mazicmp 3 iHopmayiiinol, 6ioniomeyHol ma apxisHoi cnpagu, Oupekmop
bioniomexu XapKigcbKoeo HAYIOHANILHO20 YHIBEPCUMEm) MUCTeyms
imeni I. I1. Komnsapeecvkozo
e-mail:library@num.kh.ua; ORCID iD: 0000-0003-2691-0048

3BEPEKEHHS BIBJIIOTEUHOI'O ®OHAY:
BUKJIUKH YACY, ABO PYXAEMOCS B MAMBYTHE?

Knrouosi cnosa: 36epesicenns HayioHanbHoOI cnadwunu, oyugp-
DYBAHHS OOKYMEHMI6.

CrporomHi ykpaiHChbKa KyJIbTypHa CHAALIMHA OMUHHUIACS Mif
3arpo3010 3HUIICHHS, KOXKHY XBHJIMHY MH Ma€MO PU3UK BTPaTUTH
LiHHI JOKyMEHTH 3 QoHAIB 6i0mioTek, My3eiB. 30epeKeHHs Halli-
OHAJILHOTO 3700YTKY, PIAKICHMX JOKYMEHTIB € OZHUM 13 Halmpoo-
JEMHIIIUX HaOpsAMiB AisIIBHOCTI 0i0NMiOTEK 1 BCHOTO CYCHiIbCTBA
B uinomy. Ilepen cniBpobiTHrkamu 6i0miorekn XHYM B ymoBax
BOEHHOTO CTaHy CTOITh 3aBJaHHs HE TiNBbKH LIOAO 3a0e3MeueHHs
HaJIEKHOTO 30epeskeHHs (GOHY, PIIKICHUX BUAAaHb, PYKOIHCIB, a i
MIPIOPUTETHUM CTA€ 3aXUCT 1 BPATYBaHHs 0i10J10TEUHUX [IIHHOCTEH.

bioniorexa XHYM € onniero 3 HaiicTapimmux My3n4HUX 0i07i-
orek Ykpainu 3 1887 poKy MmouMHAa€ThCS 3aCHYBaHHS Oi0TIOTEKH.
®onpn 6idmiorekn XHYM 11e yHikanbHe 3i0paHHS PiAKICHUX KiIaBi-
piB omnep, cUM(pOHIYHUX MAPTUTYP, aBTOPCHKUX PYKOIIUCIB HOT Ta
MY3HUKO3HABYMX JIOCIIIKEHb.
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KumxxoBuii ¢ponza 6i0miorekn — e MigpyYHUKH Ta 1HII Ha-
BUaAJIbHI BUJIAaHHS, HAyKoBi MOHOTpadii, aBTOpedeparu auceprarii i
JUCepTallii, SHIIMKJIONEINYHI CIIOBHUKH, J0BIIKOBO-0i0miorpadiuHi
BUJAHHS 3 MY3HUKO3HABCTBA, TEATPAJIbHOIO MUCTELTBA, KIHOMHCTE-
LTBa, KUBOIMHUCY, MOBO3HABCTBA, KYJIBTYpH, MENATOTiKH, MCUXOJO-
rii, icTopii YkpaiHu Tomlo, a TakoK 3i0paHHs KJIaCHYHOI Ta cydac-
HOI XyIOXKHBOI JiTeparypu. My3n4Ha Ta TeaTpajbHa MEpioguKa 3
1885 pokiB, sika BUIaHA HIMEIIBKOI, aHIVIIHICHKOIO Ta IHITUMH MOBa-
MU, YKpaiHChKi mepiognyHi Buganus — 3 1920-x pokis.

@®oHn pinKicHUX BUAaHb, Skuid Hamigye 15901 npumipHHKIB:
HOTH, OpykoBaHi 3 1834 p. i Bugani B Minani, [lapwxi, JlongoHi,
Jlevinuusi, bepnini, Kpakosi, Ilpasi Ta iHmmx Mmictax cBiTy Ta B
Vkpaini — 3 1915 p.; KHUTH pi3HUMHU MOBaMH, sKi € Gibmiorpadiu-
HOIO PIIIKICTIO.

donau 010II0TEKH ITOMOBHIOIOTHCS OCOOMCTUMHU KOJIEKIISIMU
BUJIATHUX XapKIBCHKUX Jis4iB Ta KOMIIO3UTOPIB, 3 HUX MO)KHA BH-
JTHTH KONEKIiI0 BUIATHOrO My3uko3HaBus M. M. MukiamieBchKo-
ro — 11e npubau3Ho 1000 KHUT-CTapoapyYKiB 3 icTopii Ta Teopii My3u-
K1, MUCTELITBO3HABCTBA, JIITEpaTypO3HABCTBA, NEPIOANYHI BUAAHHS;
konekii I1. K. Jlynenka, b. A. Jlrobumosa, JI. I. Caranosa, B. 1llo-
KanbCchKoro, 1. K. KoBaua Ta iHImuMX Aig4iB yKpaiHCHKOI KyJABTYPH.

@onn HeomyONiKOBaHMX HAyKOBHX Ipalb: PYKONHMCH Ha-
YKOBUX JOCTIKeHb BUIATHUX MY3MKO3HABLIB, BUKJIaJaqiB YHi-
BEpCUTETY, AUTUIOMHI poboTtu. Y 2024 poui 10 donay 6ibmioTexu
Oyna mpuifHATa KOJEKLis BHIATHOTO XapKiBCHKOTO KOMIIO3UTOPA
B. M. [Itymkina, a y 2026 poui minanyeMo npueaHaTa 10 GOHIY
xonekuii L. I [Mantamxksna, JI. O. XomnoaeHka, pyKOIMCH TBOPiB
XapKiBChbKMX KoMIto3uTopiB: Kiebanosa /1., biGika B. C., Bopucosa
B. T., Bynarakosa JI.M., XKyka O. A., 3onoryxina B.M., Kpasosa
T. C.,, lItymkina B. M., Tima M. /. Ta iHIINX KOMIIO3UTOPIB).

besnepeuno, 30epeskeHHs icTOpii yHIBEpCHTETY, HAyKOBOi
CHAJIIUHKU JIOCIITHUKIB, MY3HKO3HABIIIB (HAyKOBi, TUIUIOMHI, Ma-
ricrepcbki poOOTH 3 TOYaTKy iCHYBaHHSI YHIBEpCHTETY), TBOPiB
XapKiBCBKUX KOMIIO3UTOPIB Ma€ IyKe BEJHMKE 3HA4YCHHS. Tomy
opraHizailisi 3a0e3MeYeHHs 3aXHCTy 1 30€peKEHHS PIIKICHUX J0-
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KyMEHTIB 3 0i0mioTeuHoro GoHAY cTae CTpaTeriuHUM 3aBIaHHSIM
0i0miotexku. B enoxy nmmudpoBux TexHONOTH HaWOUIBII HATIHHUM
crocoOoM 30epexeHHs JPyKOBaHOI CIaAIIMHK CTae olu(pyBaHHS,
sIKe 3a0e3Medye IOCTYMHICTb, JOBIOBIYHICTh 1 3aXUCT Bin ¢i3nd-
HOTO 3HOUICHHS; TOKYMEHTH OTPUMYIOTh, MOXKHA CKa3aTu, «Apyre
xKUTTs». [lepeObuparoun apxiBu, po3yMiemo, 110, MO-Mepiie, HeoOo-
XiJHE IepeMIllleHHsI JOKYMEHTIB y OUTbI 3axutieHi micigt. [1in pia-
KicHUH (OHI BUILJICHO OKpeMy KiMHATYy, CyXy 1 HOBHICTIO 3aKPHUTY
cTeNakaMH; yCi HaWI[iHHIII TOKYMEHTH, a TaKOK PyKOIHCH Oynn
nepeHeceHi i mepeOyBaroTh i NOCTIHHUM HAITISIIOM Y OibI 3pyd-
HUX, BIANOBIJHUX A0 BUMOT 30epiranHs ymoBax. Jlani mocTaioTh
CKJIaIHIII MUTAaHHS: TeXHIYHE 3a0e3MeueHHs MpoLeciB 30epiraHus,
o pyBaHHs, pe3epBHE KOMitOBaHHs (cepBep abo iHIII cydacHi 3a-
co0M), MUTAaHHsI aBTOPCHKOTO MPaBa, JOCTYIY 10 JOKYMEHTIB TOLIO.
Bupiensst 0ux OUTaHb AaCTh 3MOTY BIIKPHUTH HOBI MOXKIIMBOCTI
SIK JUIs 30€peKeHHS PiIAKICHUX TOKYMEHTIB, TaK 1 JUIsl JOCTYIY A0
HUX Ta MOMyJspHu3anii BITYM3HIHOI CHAIIUHM, IO J03BOJHUTH iH-
TErpyBaru iX y MDKHAPOAHY MY3HUYHY CHIJIBHOTY JUISL TOCIiJHHLb-
KOi, BUKOHABCHKOI MPAKTUKH, 3a0€3MeUUTh MIMPOKE BU3HAHHS 370-
OytkiB. Ilin yac BoeHHOTO cTaHy B YKpaiHi, KOJIH ICHYIOTb PU3UKH
¢i3n4yHOrO 3HMIIEHHS a00 MOIIKOMKECHHS JOKYMEHTIB, a TEeXHIUHI
MOXIJIMBOCTI € OOMEXKEHHWMH, BUHHUKAa€ HarajibHa HoTpeda B 30-
BHIIIHIA MiATpUMII. BaxJIuBUM pecypcoMm cTae IomoMora u Imif-
TpPUMKa MI>KHApOAHUX MapTHEPIB, sSKa JacTh HaM 3MOry 30epiraru
KyJABTYPHY CHAALINHY, 3a0e31euyBaTh il 3aXUCT, CTBOPIOBATH YMO-
BU 1yl oun(pyBaHHS JOKYMEHTIB, CIPHITUME TEXHIYHOMY 3Mill-
HEHHIO Ta 3a0€3MeYUTh MOXKIUBOCTI AJ1s1 HAliIHHOTO TOBrOTPHUBAJIO-
ro 30epexeHHs AokyMeHTiB. Y 2024 poui B 6i0mioTerni XHYM 3a
iHiiatuBu npodecopa laiinensoep3bkoro yHiBepcurety Kpicroda
Onamma  (https://www.ae-info.org/ae/Member/Flamm_Christoph),
MIPOpeKTOpa 3 HayKoBOi poOoTn MapianHu YepHSABCHKOI Ta JHPEK-
Topa 6ibmiorekn XHYM Onpru 3axapoBoi Oyao po3miIsHYTO MH-
TaHHs 30epekeHHsI PYKOIUCIB XapKiBCHKUX KOMIIO3MTOPIB Ta BU-
3HAYEHO IUIIXH iX HaJIE)KHOro 30epiraHHs 1 3axXHUCTy, MOJAIbLIO]
uudpoBi3anii i CTBOPEHHS MOBHOTEKCTOBOI 0a3u sl BUKOPUCTaH-
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HSl JOCHTITHUKAMU Ta BUKOHABISIMU. Y Pe3yibTari JOBIOTPUBAIOL
CHiBMpali UIst peaizalii IPOEKTy CTBOPEHO KOMAaHAY 3 MPOBIIHUX
¢axiBuiB Himeuunnu ta Yipainu. 3aBasku iHiniatusi ToBapucTsa
My3uuHHX Aociimkens (GFM) i mixkHapoaHoi opranizauii RISM
(MixnapoaHoi KaTanorizaliiiHOT cUCTeMH MYy3WYHHUX JKepen) Oi-
OmioTeka oTpHMana TeXHiuHy xomomory Bin LlenTpy nomomoru
mucrentBy Yipainu Ukrainian Art Aid Center (UAAC). Lle no3Bo-
JIUJIO TIoYaTu poboTy Haj peaiizauieto mpoekty. s karamorizamii
BiJIOMPAIOTHCS HAUIIIHHIII MaTepiaiu, 32 HEOOX1THOCTI JOKYMEHTH
PEMOHTYIOTBCS, a B ISSKUX BHUIAJKaX BOHH MOTPEOYIOTh PETENbHi-
KX 3aco0iB BiAHOBIEHHS (Ha jKajb, 3HAYHA YACTHHA JIOKYMEHTIB
notpedye pecraBpallii, ajic Hapa3i BUKOHATH 11i POOOTH HEMOMXIIMBO
4yepe3 HU3KY 00 €KTHBHUX MPHUYHH). Y MOAANBIIOMY CKIAJA€ThCS
CIHCOK JTOKYMEHTIB, 0i0miorpadiuni onucu siIkux OyIyTh MOCTYIO-
BO IepenaBarucs 10 0a3u qanux RISM mns karanorizanii cymicHO 3
HaluMu (axiBUsMU. 3aBIsKU LbOMY 0i0miorpadiyni onucu TBOpiB
XapKiBCbKMX KOMIIO3MTOPIB MONOBHATH MiKHapoAHy 0azy RISM,
IO CIPUATUME TOMYJIsIpH3alii Ta CBITOBOMY BH3HAHHIO TBOPYHMX
3000yTKiB yHiBepcuTeTy. [lepcrekTHBHUMHU HampsiMaMu € CTBOPEH-
HSl TOBHOTEKCTOBUX LU(POBUX KOJEKLiH TBOPIB YKPaTHCHKHX KOM-
no3utopiB XX cromiTts 3 ponay 6idmiorekn XHYM Ta pykonucis
TBOPIB XapKiBCBKUX KOMITO3UTOpiB 3 ¢onay Oibmiorekn XHYM.
CraamHa XapKiBCbKHX KOMIO3UTOPIB 3aBISKH HU(PPOBUM TEXHO-
JIOT1sIM, Cy9aCHUM TEXHIYHUM MOKJIMBOCTSIM, & TAaKOXK, Oe3MepeyuHo,
HeOalay)KoCTi i JONOMO31 HAIIMX MIKHAPOJHHUX KOJIET, CYMIIIHHIH
npaui cniBpoOiTHUKIB 010110TEKH MOCTYIIOBO CTaHE YAaCTHHOIO CBi-
TOBOT HaI[iOHANBHOI KyJIBTYPHOI caAmuHu. [IJis KO)KHOTO 3 Hac y
peastisix CbOTOJICHHSI — L€ ICIIUT He JIMIIEe HAa BUTPUMKY, BHKHBaH-
HSl, @ i Ha 31aTHICTH 3pOOMTH CBill BHECOK Y 3MIL[HEHHS HAIIOTO
HaIllOHAJILHOTO KOPiHHSA Ta MOJAIBLIOT0 PO3BUTKY YHIBEPCUTETY SIK
0CepeiKy OCBITH 1 KYJIBTypH.
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PRESERVATION OF LIBRARY COLLECTIONS:
THE CHALLENGES OF TIME, OR
ARE WE MOVING INTO THE FUTURE?

Keywords: preservation of national heritage, document digi-
tization.

Today, Ukraine’s cultural heritage is under constant threat of
destruction, and every minute carries the risk of losing valuable
documents preserved in library and museum collections. The safe-
guarding of national achievements and rare documentary materials
is one of the most pressing and complex challenges faced by librar-
ies and society at large. Under conditions of martial law, the staff of
the Kharkiv I. P. Kotlyarevsky National University of Arts Library
(KhNUA) are confronted not only with the task of ensuring proper
preservation of collections, rare editions, and manuscripts, but also
with the urgent priority of protecting and rescuing library holdings.

The KhNUA Library is among the oldest music libraries in
Ukraine. The formation of its collections began in 1887. Today, the
library’s holdings constitute a unique collection that includes rare
vocal scores and clavier editions of operas, symphonic scores (some
bearing autographs of distinguished musicians), authorial manu-
scripts, and sheet music published in various countries worldwide.

The book collection is exceptionally diverse, both in terms of
disciplinary scope and functional purpose. It encompasses textbooks
and other educational publications, scholarly monographs, abstracts
of candidate and doctoral dissertations, encyclopedias, reference
and bibliographic sources in musicology, theatre studies, film stud-
ies, visual arts, linguistics, cultural studies, pedagogy, psychology,
Ukrainian history, and related fields, as well as collections of classi-
cal and contemporary fiction.
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The collection of musical and theatrical periodicals includes
publications in German, English, and other languages, while Ukrai-
nian periodicals date back to the 1920s.

Particular attention should be given to the collection of rare
and valuable publications, which comprises 16,278 items and
consists of unique materials drawn from the aforementioned hold-
ings: printed music editions dating from 1834, published in Mi-
lan, Paris, London, Leipzig, Berlin, Krakow, Prague, and other
cities worldwide, as well as in Ukraine from 1915 onward; books
in various languages that represent significant bibliographic rari-
ties; and periodicals dating from 1885. In addition, the Library’s
collections are supplemented by personal archives of prominent
figures of Kharkiv’s cultural life and composers, most notably the
exceptionally valuable collection of the distinguished musicologist
Yosyp Mykhailovych Myklashevskyi, comprising approximately
1,000 early printed books on music history and theory, art history,
literary studies, and periodicals. The Library also holds personal
collections of P. K. Lutsenko, B. A. Liubymova, L. H. Sahalova,
V. Shokalskyi, I. K. Kovach, and other significant representatives
of Ukrainian culture.

Of particular scholarly interest are materials preserved within
the collection of unpublished academic works, including manu-
scripts of research by eminent musicologists and university profes-
sors, as well as diploma and graduate theses by higher-education
students. These include the manuscript History of the Kharkiv
Conservatory (1917-1947) by O. M. Syrotkina, Y. M. Mykla-
shevskyi’s Musical Culture of Kharkiv in the 18th—19th Centuries,
the personal collection of the renowned Ukrainian theatre director
O. S. Barseghyan (acquired in 2021), the personal library of the
distinguished Kharkiv composer V. M. Ptushkin (2024), and forth-
coming acquisitions planned for 2026, including collections associ-
ated with Sh. H. Paltadzhian, L. O. Kholodenko, and manuscript
scores by Kharkiv composers D. Klebanov, V. Bibik, S. Borysova,
V. T. Borysova, L. M. Bulhakova, O. A. Zhuk, V. M. Zolotukhin,
T. S. Kravtsova, V. M. Ptushkin, M. D. Tits, and others.
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Undoubtedly, preserving the history of the University, the
scholarly legacy of researchers and musicologists (including aca-
demic, diploma, and master’s theses dating back to the institution’s
founding), as well as the creative heritage of Kharkiv composers,
is of paramount importance. Consequently, ensuring the protection
and long-term preservation of rare materials has become a strategic
mission of the Library. In the digital age, digitization represents the
most reliable means of safeguarding book and archival heritage, en-
suring accessibility, durability, and protection against physical dete-
rioration; in this sense, documents acquire a “second life.” Archival
assessments have made it clear that the first priority is relocating
materials to more secure storage conditions. A dedicated, climate-
stable space equipped with shelving has been allocated for rare
materials, and the most valuable documents and manuscripts have
been transferred there, where they are kept under constant super-
vision and in compliance with preservation standards. Subsequent
challenges include technical infrastructure for storage, digitization
and backup systems (servers and other modern solutions), copy-
right considerations, and regulated access to materials. Addressing
these issues will open new opportunities both for preserving rare
documents and for expanding access to them, promoting national
heritage, facilitating integration into the international scholarly
and performance community, and enhancing global recognition of
Ukrainian cultural production.

Under conditions of martial law in Ukraine, when physical
damage to documents remains a real threat and technical resources
are limited, external support becomes critically necessary. An es-
sential resource is assistance from international partners, enabling
cultural heritage preservation, strengthening protective measures,
supporting digitization initiatives, reinforcing technical capacities,
and ensuring sustainable long-term storage.

In 2024, at the initiative of Christoph Flamm, Professor
at Heidelberg University; Vice-Rector for Research Marianna
Chernyavska; and KhNUA Library Director Olga Zakharova, the
Library addressed the issue of preserving manuscripts by Kharkiv
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composers and identified strategies for their secure storage, protec-
tion, digitization, and the creation of a full-text database for schol-
arly and performance use. As a result of sustained cooperation, a
team of leading specialists from Germany and Ukraine was formed
to implement this project. With the support of the Gesellschaft fiir
Musikforschung (GfM) and the international organization RISM,
the Library received technical assistance from the Ukrainian Art
Aid Center (UAAC), enabling the project’s launch. The most valu-
able materials have been selected for cataloguing; documents are
repaired where possible, although many require complex restora-
tion work that cannot currently be undertaken for objective rea-
sons. In the next phase, a register of materials will be compiled,
and their bibliographic descriptions will be gradually transferred
to the RISM database in collaboration with our specialists. This
will allow works by Kharkiv composers to enter the international
RISM catalogue, thereby contributing to their wider dissemination
and recognition.

Prospective directions include the creation of full-text digital
collections of twentieth-century Ukrainian composers’ works pre-
served in the KhNUA Library, as well as manuscript collections of
Kharkiv composers. Thanks to digital technologies, contemporary
technical resources, the support of international colleagues, and the
dedicated work of library staff, the heritage of Kharkiv composers
will progressively become an integral part of the world’s cultural
legacy. In today’s realities, this constitutes not only a test of resil-
ience and survival, but also an opportunity to strengthen national
cultural foundations and to further develop the University as a cen-
ter of education and culture.
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TEATP, IIIO TPUMAE HEBO: MUCTEIIBKA CTIMKICTh
«XAPKIBCBKOI'O HEJIEP2KABHOI'O ITPO®ECIMHOI'O
TBOPYOI'O KOJIEKTHUBY OJJHOJYMIIIB
“TEATP JIJISI JIOAEM”» ¥ YAC BIMHU

Kniouogi cnosa: nezanexcnuii meamp; meamp 0coOUCHOZO
NepextCUBanHs; BOCHHUL KOHMeEKCm, nep@opmMamuena noois,; 2y-
MaHiCMUYHULL 8eKMOp MeampanbHoi npakmuku; XapKiecbKuil me-
ampanbHuti npocmip.

XapkiB K KyasTypHUH mpocTip XXI cTONITTS ONWHHUBCA B
CUTyallii TPAaHWYHOTO BUNPOOYBaHHS, KOJIM BiffHa He JUIIE 3pyi-
HyBaJia MaTepialibHy 1H(QpacTpyKTypy MicTa, ajie i TmocTaBmia Mij
CYMHIB caMy MOXKJIMBICTh 0€3MEepEepBHOTO MHCTEIHKOTO TPOILECY.
TearpanbHe )UTTA XapkoBa — ICTOPUYHO Oarare, CTHIIICTHYHO
pi3HOMaHiTHE, IHCTHTYLIHHO po3rajykeHe — B yMOBAax ITOBHO-
MacmTaOHO1 BiliHM 3a3Hajo paaukaibHOl Tpanchopmaii. [Tocriii-
Ha HeOe3reka, pyHHyBaHHs, BUMYIIEHI TIepepBU B poOOTI, Mirparis
MUTIIB 1 TIs1adiB chopMyBaJid HOBY €K3UCTEHIIIMHY CHUTYaIlilo, Y
SKii TeaTp 3HOBY IOCTA€ sIK MPOCTIp HE JIMIIE eCTETHYHOTO Iepe-
JKUBaHHSI, aJie i ICHXOJIOTTYHOT iATPUMKH, KOJIEKTUBHOI peduiekcii
Ta JIyXOBHOI COJiJApPHOCTI.

VYV 11bOMYy KOHTEKCTI 0COOJIMBOI Baru HaOyBae AisUIbHICTH HE-
JICp’KaBHUX TeaTpasibHUX IHII[IaTHB, 3IaTHHUX JI0 IIIBUIKOT afarTallii,
MOOIJTBHOCTI 1 BHYTPIIIHLOI camoopraHizaiii. Came Taki KOJCKTH-
BU YaCTO BUSBJISIFOTHCS HAHOUIBII YyTIMBUMH JIO 3MIH COLIaIbHOT
peabHOCTI, OCKUIBKA HE 0OMEXEHi JKOPCTKHMH aJIMiHICTPpaTHBHH-
MH MOJICJISIMU Ta perepTyapHUMH 3000B’si3aHHAMU. OJHHUM 13 T10-
Ka30BHX MNpPUKIANiB € XapKiBChbKHH HelepKaBHUI TpodeciiHui
TBOPYMU KOJICKTHB OAHOAYMINB «Tearp s JItOfei», MHCTEIbKa
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MpaKTHKa SKOTO Y BOEHHHUH Yac JeMOHCTPY€E YHIKaJIbHE MO€HAHHS
€TUYHOI MO3MIIi1, ICUXOJOTIYHOI TIMOUHHU Ta IOCIHIIOBHOTO I'yMa-
HICTUYHOTO CBITOIJISITY.

«Teatp s nmropeid» Oyno 3acHoBaHO y 2008 pori sIK He3aIex-
HUHM TBOpPUYMIl KONEKTHB, C()OPMOBAHUI BHUITyCKHMKaMHU Ta 3000Y-
Bauamu XapKiBCHKOI JIepkaBHOI akafeMil KyasTypu. Moro ouomnus
pexxucep Anpapiii Jlebenp — ydeHb BUKIIaga4a 3 pesKUcypu XapKis-
CBKOT IepKaBHOI aKaJieMii KyJbTypH, 3aCITy>KeHOTO [isiua MUCTEITB
VYkpainu FOpis Crapuenka. CrinbpHa npodeciiina 1mKkoia, OoTpuMana
B MalCTEpHAX MPOBIAHUX XapKiBCBKUX TEaroriB, 3yMOBWJIA €]-
HIiCTb 0a30BHX aKTOPCHKHX 1 PEKHUCEPCHKUX MPUHIIMIIIB, BOIHOYAC
aKTyaJli3yBaBLIM MParHeHHs 10 albTePHATUBHOI MOJEINi TeaTpalib-
HOTO iCHYyBaHHS — M103a IHCTUTYUIHHUMH pPaMKaMH JepKaBHOTO
penepTyapHOro Tearpy.

[losiBa TeaTpy mpunazae Ha Mepiol aKTUBI3aLil HE3aJEKHOTO
TeaTrpaabHOro pyxXy B YKpaiHi, Koiu AeAaii Oliblie MOIOIUX MHT-
1B NParHy/iIy 3BUIHUTHUCS BiJ aMiHICTPaTHBHOI BEpTHUKaJi Ta ie-
OJIOT1YHOI 1HepLii MOCTPaAIHCHKOI TeaTpabHOI CUCTEMHU. Y IIbOMY
cerci «Teatp mist nmromely OpraHiuHO BIHCYETHCS B 3arajlbHOEBPO-
NEeHChKUH KOHTEKCT PO3BUTKY MallMX CILEH, Ja0opaTopHuX (opm
1 KaMEpHUX TeaTpiB, OPIEHTOBAaHMX Ha Oe3mocepenHill KOHTAKT i3
DI JaYeM.

[TpuHIMIIOBOIO AJIS1 KOJIEKTHBY CTalla BiAMOBA BiJ] HACHiTyBaH-
HSl KOHKPETHOI HalioHanbHOI abo cTuiboBOi Tpaauuii. HatomicTs
Oy1o BUOpaHO LUISX TOCTYNOBOTO (JOPMYBaHHS BIACHOI XyAOKHBOT
1IEHTUYHOCTI, Y LEHTPl SKOI — AYyXOBHA CKJIaJ0Ba TeaTpajbHOTO
aKTy ¥ eTMYHA BiANOBIAATBbHICTH MUTLA NIEpE] TS Aa49EM.

Micito «Tearpy amns moneit» ioro yuacHuku GOpMyITIOIOTh K
«JTiKyBaHHSI JIIOACBKUX Iyu». Lle BU3HaueHHS HE € MeTadoporo y
BY3bKOMY CEHCI, a pajille BKa3ye Ha MUOMHHE PO3YMIHHS TeaTpy SIK
ocobnmuBoi (opmu myxoBHOI mpakTuku. [logiOHui mixxin mepery-
KY€TBCSI 3 aHTPOIMOLIEHTPUYHOIO TPAIHULI€I0 €BPOMEHCHKOTO TeaTpy
XX cromitts, 30KpeMa 3 inessmu Muxaiina Yexosa.

VY mpamsix M. YexoBa Tearp mocrae K mpouec BHYTPIIIHBOT
TpaHcopmalii, y IKOMY aKTop i isiaaq 3aiydeHi 0 CIUIBHOTO Ie-
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PEKUBaHHS, 30aTHOTO BUKJIMKATH KaTapCHUHUI eeKT. Sk 3a3Ha4yae
pekucep 1 TEOPETHK, aKTOP Ma€ «IOEJHATH TLI0, IOYYTTS 1 AyX B
eaune Hepo3niabHe 1ine» (Chekhov, 2002: 52). Came us ifest katap-
cucy, o Oepe CBiil MOYaTOK B aHTUYHIN TeaTpalibHIl €CTETHIll, CTa€e
KITFOYOBOKO JIJIS XY/IOXKHBOI KoHIenii « Tearpy ais nroneit». Bucra-
Ba PO3MVIJAETHCS HE SIK 3aBEPIICHUI MPOAYKT, a sIK MOJis CIiBIpPH-
CYTHOCTI, Jie eMOILIIHHUI TOCBIJ T a4a € HeBiJl'EMHOI YaCTHHOIO
L1TICHOTO MUCTELBKOTO aKTYy.

Hasga Tearpy ¢ikcye Horo eTHUHUI BEKTOp: TeaTp Mpo JIOIH-
Hy, 4epe3 JIOAUHY 1 AJS JIOOUHUA. Y 1bOMY (OPMYITIOBaHHI 3aKiia-
JICHO TIPUHLUIIOBY BiZIMOBY BiJl €CTETHYHOTO €CKaIli3My Ha KOPHCTh
IMOOKOTO TMCUXOJIOTIYHOTO aHali3y Ta YeCHOI PO3MOBH NPO BHY-
TpilIHI KOHQIIIKTH Cy4acHOT JIIOIUHH.

TBopumnii konextuB «Tearpy mma mromei» QopmyeTbes 3a
MPUHOUIIOM TpodeciiiHoi Ta cBiTOMIAAHOI chinbHOCTI. Baxknuu-
MU KPHUTEPISIMU € He JIMIIE aKTOpChKa IIKOJa, ajie i MCUXOJoriyHa
TOTOBHICTH 70 J1a0opaTtopHOi poOOTH, BIAKPUTICTH IO MOIIYKY Ta
JIOBIpa SIK OCHOBA CITUILHOTO TBOPUYOTO MPOIIECY.

Merogonoriuno podora pexxkucepa Aunpis Jlebens 3 akropamu
BHUOYIOBYETHCS Ha 3acaax Aialory-nouyky. Pexxucepcbka mo3uiist
He nepeadavyae TUKTaTypu abo HaB’si3yBaHHS TOTOBHX pimieHb. Ha-
TOMICTh (pOpMa BHCTaBH HAPOKYETHCS y MPOIECi KOJIEKTHBHOTO
3aHypEHHS B 1IeHHO-TEMaTHYHUI MaTepial, mio 30IMKy€e PaKTUKY
LBOTO TBOPYOTO KOJEKTUBY 3 TPAAULIsIMU MICUXOIOTIYHOTO, iIrPOBO-
r'O Ta aHTPOIOJIOTTYHOTO Tearpy.

[loBHOMacmiTabHa BiliHA CYTT€BO BIUIMHYJIa Ha CTPYKTY-
py Tpynu. Ilicns BUMyIIEHOT nay3u B IisSUIBHOCTI Tearp BiIHOBUB
pOOOTY B OHOBIIEHOMY CKJIaAi, 3 aKIEHTOM Ha KaMepHi ¢opMaTH i
MOOUTBHICTh. 3ay4eHHSI MOJIOJNX akTOpok Bipm Muxaiiienko ta
IOnii Onokienko, a Takoxx aktopiB Omnekcist bputkoBa it Pycnana
Copoku mopsiz i3 TOCBIIYEHUMH MUTISIMH — 3aCITy>KEHOIO apTHCT-
ko10 Ykpainu Onbroto JIBoiuE€HKOBOIO, aKTOPKOIO BHILOI KaTEro-
pii Bikropieto binoto, a Takox akropamu CiTianoro CHMOHEHKO,
dininnmom Bacunenkom Ta IBanom MuxansueHkoOM — copmyBaio
HOBY JTMHAMIKy BHYTPIIIHHOTO PO3BUTKY KOJIEKTHBY.
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Penepryapna nonituka «Tearpy mist mioaei» BUOYIOBY€EThCS
3a TPUHLXIIOM BHYTPIIIHBOI aKTyaJIbHOCTI MaTepiany IJisi KOJeK-
TUBY. LleHTpaslbHUMH 3aJTMIIAaI0THCS JIFOACHKI 1CTOPil, MCUXOIOTi4H1
KOH(ITIKTH, COLiabHI Ta EK3UCTEHITIIHI TeMU.

3BepHeHHs 0 m'ecu Mepi 1llisran Love nemoHCTpye iHTEp-
ec Tearpy 10 mpoOiemaruku nedopmalii ysBIeHb Mpo JTI000B y
cydacHoMmy cBiti. KomeniiiHa ¢opma, mo BifCHIAE€ JO €CTETHKU
commedia dell’arte Ta apxetumy nmo00BHOTO TpUKyTHHKa (Komom-
6ina — [I’epo — ApJekiH), MOEJHYETBCS TYT 3 €IEMEHTAMH IICH-
XO0JIOT14HOI Apamu. Lle 103BoIsie BUSIBUTH a0CYpAHICTh CUTYaMil SIK
CHUMIITOM IIHOIIOT AyXOBHOI MOPOXKHEU1 — MiJXiJ, XapaKTEepHUH i
JUTSL IPAKTHK €BPONEHCHKUX KAMEPHHUX TeaTpiB, 1e KoMeais QyHKL-
OHYE SIK IHCTPYMEHT KPUTHYHOI peduiekcii.

[locranoBka The Beauty Queen of Leenane Maptrina Maxk-
Jonaxa («KoposeBa kpacu») crae uist TeaTpy CBOEPIAHUM BHIIPO-
OyBaHHsM mpodeciitnoi 3pinocti. Hpamarypriss Mak-/{onaxa, mo
MOEHY€E YOPHHUH TYMOP 13 JKOPCTKOIO TICHXOJIOTIYHOIO HAIpyroko
CKJIaJJHUX BHYTPILIHbOPOAMHHUX CTOCYHKIB MaTepi i JTOHbKH, BU-
Mara€ BiJl aKTOPiB MaKCUMaJbHOI KOHIIEHTpalii Ta BHYTPIIIHBOI
4yecHOCTi. BakimuBo, 110 TeaTp CBiIOMO BiJIMOBJISIETHCS Bij JIOKa-
mizauii Marepiaiy, 30CepeaKylOunch Ha YHIBEPCAIbHOCTI KOH(IIIK-
TiB — BTeYi BiJl peanbHOCTi, CTpaxy cBOOOIH, CAMOPYHHYBaHHS.

OcobnuBe Micle B pemepTyapi Tearpy IOCiZae BHCTaBa
«SIx T TamM?», CTBOpEHa 38 MOTUBAMH LIOICHHUKOBHUX TEKCTIB AHHU
I'iH — XapKiBCcbKOi aBTOPKH, 4usl MyOJIiYHa TBOPUICTh Y COLiaIbEHUX
Mepeskax Habysa 3HAYHOTO Pe30HAHCY B nepion Biitnu. Ii TexcTn, 1m0
NOEAHYIOTh IHTHMHY 1HTOHALIO 3 KOJIEKTMBHUM JIOCBiIOM, TIOCTa-
I0Th SIK Ba)KJIMBI CBiTYEHHS MOBCSKICHHOTO KUTTSI B YMOBaX BO€H-
Hoi TpaBmu (Gin, 2022-2023).

[Hcuenizauis nux marepianis y «TeaTpi 1 oneil» He Mae Ha
MeTi MyOIIIUCTUYHOTO OCMHCIICHHS BiiiHH. HaBmaku, akieHT nepe-
HECEHO Ha NPUBATHUH BUMIp — iCTOPII0 POJMHH, TOCBiI OIM3BKOC-
Ti Ha BiZIcTaHi, CTaH BHYTPILIHBOT eMirparii.

LenTpanbHUM pPEKUCEPCHKUM TPUHOMOM BHCTaBH € TOmido-
HIYHE BTIJICHHS 00pa3y rOJIOBHOI repOiHi: YOTHPHU aKTPUCH pPerpe-
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3€HTYIOTh OJHY MEPCOHAXKY, Pi3HI BIKOBI CTaHM Ta €K3UCTEHIIHHI
imocraci ii >kutTeBoro noceiny. Taka Oararoroinoca CTpyKTypa 00-
pasy mocrae XyJOKHBOIO MeTa()Opor0 BOEHHOI TpaBMH, sKa HiOU
PO3LIEIIIoE HiMicHICTh ocobucTocTi. [IpoTarom cueniuHoi aii repo-
{HS IPOXOANTH IUIAX BHYTPILIHBOTO 30MpaHHs, MParHy4y BiTHOBHU-
TH BTpadeHy €JIHICTH 13 camMo10 co00I0.

MiHimMaicTUYHA CIICHIYHA MOBa Ta 30CEPE/KEHICTh Ha BHY-
TPIIHIX pedIIeKcisiX MEepeTBOPIOIOTh BUCTABYy HA TeparneBTHYHHUN
MPOCTIp, Y SIKOMY IVIsiiay yIi3Ha€ BIACHUN JTOCBIJ.

[ToniOHI MpakTUKK NTOKYMEHTAJIBHOTO Ta HAaIliBIOKYMEHTAaJIb-
HOTO TeaTrpy MaroTh YMCIICHHI aHAJOTH B €BPONEHCHKOMY KOHTEK-
CTi, Jie 0COOUCTE CBIIYCHHS CTa€ OCHOBOIO JUISI KOJIEKTUBHOI ped-
nekcii TpaBMaTuuHOro AocBiny. Sk 3azHayae Epika ®imep-Jlixre,
nepdopMaTHBHA MOMis TpaHCHOPMYE BCiX ii y4acHHKIB 4epe3 Ho-
CBil CHIBOPUCYTHOCTI, IIO BHXOIUTH 32 MEXI TEKCTOLUEHTPHYHOI
mozeni tearpy (Fischer-Lichte, 2014: 38). ¥V mpomy x Hanpsimi
l'anc-Tic Jleman ToBOpUTH MpPO 3CYB CY4YacHOTO Tearpy Bill IoMi-
HYBaHHS JpaMaTHYHOTO TEKCTY N0 MEPeKMBaHHs MOMil SK Takoi
(Lehmann, 2006).

B ymoBax Biiinu «Tearp st moneit» QyHKIIOHYE SK aBTOHOM-
HUI KyJAbTYpHHUH OpraHi3M, ()iHAaHCOBO 3aJIe)KHUI BHKIIOUYHO Bif
misinaya. Taka MoJenb 3yMOBIIOE OCOONHMBY (OpPMY BiIMOBigalb-
HOCTI i 0€310CepEeIHBOTO JiaJIoTy 3 TPOMAJIOH.

OKpeMuM HarpsiMOM JisUTBHOCTI € po0oTa 3 TUTAYOIO ayIUTO-
pi€ro, M0 pPO3MISAAETHCA K IPOCTIP EMOLIMHOT Oe3MeKH Ta BiJHOB-
nenHs. [lnanu mono HOBUX MOCTaHOBOK, 30KpeMa IHTEepaKTHBHUX 1
MY3UYHHUX BHCTaB, CBI4aTh MPO CTpaTeriyHe MHUCJICHHS Tearpy Ta
Horo opieHTalil0 Ha MICIIBOEHHE MaiOyTHE.

Hocsin «Teatpy s drofeid» MEepeKOHIMBO JAEMOHCTPYE, IO
HE3aJeKHUN TeaTp Yy BOEHHHUM yac 31aTeH He JIMIIE BUKHUBATH, aje
i BUKOHYBaTH KIIOUYOBY TyMaHICTU4HY OQYHKIiI0 — OyTH mpo-
CTOPOM CIIiBIIEPEKUBAHHSI, pedieKcii Ta BHYTPILIHHOTO 3I1ICHHS.
MucrenpKa CTIHKICTh IbOTO KOJIEKTHBY IPYHTYETbCS Ha BHYTpIL-
Hill coMiapHOCTI, YiTKill €THYHIH MO3ULi] Ta MoCcIiA0BHOMY BHOOpi
JIIOIMHU SIK IIEHTPaJIbHOI LIHHOCTI TeaTpabHOTO aKTY.
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Kharkiv, as a cultural space of the twenty-first century, has
found itself subjected to an extreme historical ordeal in which war
has not only devastated the city’s material infrastructure but has
also fundamentally challenged the very possibility of sustaining an
uninterrupted artistic process. The theatrical life of Kharkiv—his-
torically rich, stylistically diverse, and institutionally complex—has
undergone a profound transformation under conditions of full-scale
war. Constant danger, destruction, forced interruptions, and the dis-
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placement of both artists and audiences have shaped a new existen-
tial situation in which theatre once again emerges not merely as a
space of aesthetic experience, but as a site of psychological support,
collective reflection, and spiritual solidarity.

Within this context, the activities of independent theatrical ini-
tiatives — capable of rapid adaptation, mobility, and internal self-
organisation — become particularly significant. Such collectives of-
ten demonstrate heightened sensitivity to social change, as they are
not bound by rigid administrative structures or obligatory repertory
models. A particularly illustrative example is the Kharkiv-based
independent professional creative collective Theatre for People,
whose wartime artistic practice reveals a distinctive synthesis of
ethical responsibility, psychological depth, and a consistently articu-
lated humanistic worldview.

The present article offers a multidimensional reflection on the
phenomenon of Theatre for People, addressing its historical and
cultural foundations, aesthetic orientation, social engagement, and
existential significance. The analysis draws on authorial interviews
with the director and members of the ensemble, a study of repertory
strategies, and a comparative perspective that situates the theatre’s
work within broader European tendencies in contemporary indepen-
dent theatre.

Theatre for People was founded in 2008 as an independent
creative collective formed by graduates and students of the Kharkiv
State Academy of Culture. The theatre was led by director Andrii
Lebed, a student of Yurii Starchenko—Honoured Artist of Ukraine
and professor of directing at the Kharkiv State Academy of Culture.
The shared pedagogical background of the ensemble, shaped by the
workshops of leading Kharkiv theatre educators, ensured unity in
fundamental acting and directing principles while simultaneously
encouraging the search for alternative modes of theatrical existence
outside the institutional framework of the state repertory system.

The emergence of the theatre coincided with a phase of intensi-
fied development within Ukraine’s independent theatre movement,
when a growing number of young artists sought to distance them-
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selves from the administrative hierarchy and ideological inertia in-
herited from the post-Soviet theatrical system. In this sense, Theatre
for People aligns organically with broader European trends toward
small-scale stages, laboratory formats, and chamber theatres orient-
ed toward direct, personal engagement with the spectator.

A defining feature of the collective has been its conscious re-
fusal to align itself with any single national or stylistic tradition.
Instead, the theatre has pursued the gradual formation of its own
artistic identity, centred on the spiritual dimension of the theatrical
act and the ethical responsibility of the artist toward the audience.

Members of Theatre for People articulate their mission as the
“healing of human souls”. This formulation functions not merely as
a metaphor, but as an expression of a deeply rooted understanding
of theatre as a specific form of spiritual practice. Such an approach
resonates with anthropocentric traditions of twentieth-century Euro-
pean theatre, particularly with the ideas of Michael Chekhov.

In Chekhov’s theoretical writings, theatre is conceived as a pro-
cess of inner transformation, in which actor and spectator alike par-
ticipate in an experience capable of producing a cathartic effect. As
Chekhov emphasises, the actor must “unite body, feeling, and spirit
into one indivisible whole” (Chekhov, 2002: 52). This understand-
ing of catharsis — rooted in classical theatrical aesthetics — oc-
cupies a central position in the artistic vision of Theatre for People.
A performance is thus regarded not as a finished product, but as an
event of shared presence, in which the spectator’s emotional experi-
ence becomes an integral component of the artistic whole.

The very name of the theatre articulates its ethical orientation:
theatre about the human being, through the human being, and for
the human being. This formulation implies a principled rejection
of aesthetic escapism in favour of sustained psychological inquiry
and sincere engagement with the inner conflicts of contemporary
individuals.

The creative collective of Theatre for People is formed on the
basis of professional and worldview affinity. Essential criteria in-
clude not only acting training, but also psychological readiness for
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laboratory work, openness to exploration, and mutual trust as the
foundation of a shared creative process.

Methodologically, Andrii Lebed’s work with actors is ground-
ed in principles of dialogical exploration. His directorial approach
avoids authoritarian control or the imposition of predetermined
solutions. Instead, the form of each performance emerges through
collective immersion in conceptual and thematic material, bringing
the ensemble’s practice close to traditions of psychological, playful,
and anthropological theatre.

The full-scale war has significantly reshaped the structure of
the troupe. Following a forced interruption of activity, the theatre
resumed its work with a renewed ensemble, placing particular em-
phasis on chamber formats and mobility. The involvement of young
actresses Vira Mykhailenko and Yuliia Odokiienko, as well as ac-
tors Oleksii Brytkov and Ruslan Soroka, alongside experienced per-
formers — Honoured Artist of Ukraine Olha Dvoichenkova, actress
of the highest professional category Viktoriia Bila, and actors Svit-
lana Symonenko, Filipp Vasylenko, and Ivan Mykhalchenko — has
generated a new internal dynamic within the collective.

The repertory policy of Theatre for People is guided by the
principle of the material’s inner resonance with the ensemble. Hu-
man stories, psychological conflict, and social as well as existential
themes remain central to its artistic agenda.

The theatre’s engagement with Mary Shizgal’s play Love dem-
onstrates a sustained interest in the problem of distorted notions of
love in the contemporary world. The comic form — evoking the
aesthetics of commedia dell’arte and the archetypal love triangle
(Columbina—Pierrot—Arlecchino) — is combined with elements of
psychological drama. This synthesis allows absurd situations to be
interpreted as symptoms of a deeper spiritual emptiness, a strategy
characteristic of European chamber theatre, in which comedy often
functions as an instrument of critical reflection.

The staging of Martin McDonagh’s The Beauty Queen of
Leenane constitutes a significant test of the theatre’s professional
maturity. McDonagh’s dramaturgy, which combines black humour
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with intense psychological tension within complex mother—daugh-
ter relationships, demands exceptional concentration and emotion-
al honesty from the performers. Notably, the theatre deliberately
avoids localising the material, instead foregrounding the universal-
ity of the conflicts portrayed — escape from reality, fear of freedom,
and processes of self-destruction.

A special place in the theatre’s repertory is occupied by the
performance How Are You There?, created on the basis of diary
texts by Kharkiv-based author Anna Gin, whose public writings
on social media gained wide resonance during the war. These texts,
combining an intimate tone with collective experience, function as
significant testimonies of everyday life under conditions of wartime
trauma (Gin, 2022-2023).

The staging of these materials does not pursue a journalistic
representation of war. Rather, the focus shifts to the private dimen-
sion: family history, experiences of emotional closeness across dis-
tance, and the state of inner emigration.

The central directorial device of the performance is the poly-
phonic embodiment of the protagonist. Four actresses represent a
single character, articulating different age stages and existential fac-
ets of her lived experience. This multivoiced structure functions as
an artistic metaphor for wartime trauma, which fragments the in-
tegrity of the self. Over the course of the performance, the heroine
undergoes a process of inner reconstitution, striving to restore a lost
sense of unity.

Minimalist stage language and an intensified focus on inner re-
flection transform the performance into a therapeutic space in which
spectators are able to recognise their own experiences. Comparable
practices can be found in contemporary European theatre, where
personal testimony becomes the foundation for collective reflec-
tion on traumatic experience. As Erika Fischer-Lichte observes, the
performative event transforms all its participants through an experi-
ence of co-presence that transcends text-centred models of theatre
(Fischer-Lichte, 2014: 38). Similarly, Hans-Thies Lehmann identi-
fies a shift in contemporary theatre away from the dominance of dra-
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matic text toward the primacy of the event itself (Lehmann, 2006).

Under wartime conditions, Theatre for People functions as an
autonomous cultural organism, financially sustained exclusively by
its audience. This model implies a heightened form of responsibility
and enables a direct, sustained dialogue with the local community.

An important area of the theatre’s activity involves work with
child audiences, understood as the creation of spaces for emotional
safety and recovery. Plans for new productions, including interac-
tive and musical performances, testify to the theatre’s strategic ori-
entation toward a post-war future.

The experience of Theatre for People convincingly demon-
strates that independent theatre under wartime conditions is capable
not only of survival, but also of fulfilling a crucial humanistic func-
tion by providing a space for empathy, reflection, and inner heal-
ing. The artistic resilience of this collective is grounded in internal
solidarity, a clearly articulated ethical position, and an unwavering
commitment to the human being as the central value of theatrical
practice.
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SIK110 B3STH 70 YBaru CBOEPIMHICTh BUKOHABCHKUX MIKIT Y CY-
YaCHOMY MHCTEITBi, TO HE3alepeyHO0 € MaKCHMaJIbHO MOJKJIHBA
BIIKPUTICTH CBITOBHX 3aKJIaJiB UISI HABYAHHS MOJIOIUX BHUKOHAB-
I1iB, HE3BAKAIOUX HA 1X HAIlIOHAIBHICTH 1 KpaiHy moxomkeHHs. Lle
MIPUBOANUTH JI0 YHIKAJBHOI CHTYyallii, KOJU TaJaHOBUTI My3UKaHTH
BCIX KpaiH IIaHEeTH MOXYTh OTPUMATH MIPEKPACHy OCBITY B HaWIIpe-
CTHKHIIIMX OCBITHIX IIeHTpax. Mool BUKOHABII, KOPUCTYIOUUCH
TaKOI0 HATOJ0¥0, IPAarHyTh MAaKCUMAIHHO 30araTUTH CBil 1HAUBIAY-
AJTBHUN CTHIIb, OTIOCEPEIKOBYIOUM HAMKpaIIl TPaauilii CBITOBUX BH-
KOHaBCHKHX MIKUJI. L{pOMy CHIpUSIOTH YHIKaIbHI YMOBH MY3HYHOTO
nmoOyTy cborofieHHs: HasBHICTH 3MI Ta iHTEpHETY a€e 3MOTy My3H-
KaHTaM MaTH BiJI€03alMCH BUCTYIIIB ITPOBITHUX BUKOHABIIIB CBITY 1
KOPUCTYBAaTHUCA METOAWYHUMH PO3POOKaMHU PI3HOMAHITHHUX HaIlio-
HaJIBHUX, PETIOHAIFHUX Ta 1HAWBITyaJbHIX BUKOHABCHKUX IIKIT. Y
chepi KITaCHIHOTO My3UIHOTO MHUCTEIITBA 1€ TTIOPOIKYE TSHICHITIO
MaKCHUMaJIbHOTO 30JFKEHHS HAIllOHATBbHUX BUKOHABCHKHX IIKLT Ta
(bakTUYHOTO iX TPYIyBaHHS B €IMHY CBITOBY BUKOHABCHKY IIKOITY.

HeratuBHUM YMHHHUKOM TaKOi TEHICHIII] € TIOMITHE CIIPOIICH-
HS TPaJWIlii HAI[IOHATHHUX Ta PETIOHAJHHUX BUKOHABCHKUX IIKiM.
[ro TeHACHINI0 3aKpIILIIOE MTHPOKOMACIITa0HA CHCTEMa MiKHA-
POIHUX KOHKYPCIB, sIKa CHOTOMIHI € OCHOBHOIO B Kap’ €pHOMY TIPO-
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CyBaHHI MOJIOAMX BHMKOHABLIB Ha MDKHapomHOMY piBHi. Hemomik
L€l CUCTEMH TOJISITA€ B TOMY, I1I0 KOHKYPCH MOCTYIIOBO MiAMIHSIOTH
BHKOHABCHKI TpaaMuii yHiBepcaJbHUMHU cTaHaapramu rpu. Llei
MpoIeC CTaHAapTU3allii B CUCTEMI KOHKYPCIB € LIJIKOM MPUPOAHUM
SIBULIEM, OCKUIBKH KOXXKEH KOHKYPC € HiYMM 1HIINM, SIK 3MaraHHsM,
IO 3yMOBITIOE JOBOJI BUCOKHI BiJICOTOK CIIOPTHBHOTO €JIEMEHTY B
MIPOTHOOPCTBI BUKOHABIIIB Mixk c00010. [liMiHA BUKOHABCHKUX Tpa-
JULINA TEXHOJIOTIYHUMH CTaHIApTaMH HE TUTbKU YHiBepcai3ye Tex-
HOJIOT1YHO-1HTEPIIPETATOPChKi BUMOTH CKPHIIKOBOI I'pH, ajie i 3Ha-
YHO 3BYXKYE 00CSAT CKPUITKOBOTO pPerepTyapy, Ha SIKUH OpieHTOBaHa
KOHKypcHa cucteMa. [IpoBimHI My3HKaHTH BCBOTO CBiTY, YCBiJOM-
JIOIOYH 1€, YPI3HOMAaHITHIOIOTh MPOrpaMy Ta €CTETHYHI KpUTepii
JesIKMX KOHKYPCIiB, 110 camo Mo co0i He B 3MO031 3MIHUTH 3arajbHy
CHUTYaIlilO.

LlinkoM mpUpOAHMM € TOH (PaKT, 10 BUIIE3TaJaHi MPOLECH
«CTUpAHHS» KIACHYHMX BHUKOHABCHKHUX TPAHLINA HaI[iOHAIBHUX
LIKIT y mpoueci 1X cTangapTH3alii MOpoaKyIOTh 3BOPOTHY TE€H/ACH-
L0 3arOCTPEHHS] TBOPYHMX 3YCHJIb NPEICTAaBHHUKIB HAL[iOHAIBHUX
LIKUT U1 30€pe)eHHs] caMOOYTHOCTI CBOIX BHKOHAaBCHKMX Tpaju-
il Ta camoiieHTU(iKaIlili KO)KHOT BAKOHABCHKOI IIIKOJIU B CYy4aCHO-
My MY3HYHOMY MHCTEITBI.

3BHYAHO, KJIACHYHE CKPUIIKOBE MHCTEUTBO CHOTOICHHS
MICTHTB y c00i Bci BUILE3raJani TeHJEHLIi. Y cydacHy enoxy CTH-
JICTUYHOTO IUTIOpalli3My Ta MOCTMOACPHY KJIaCHYHE CKPHUIIKOBE
MHUCTELTBO BTPATUIIO CBOE JOMIHALiIO y CBITOBI MYy3H4HIil €CTETH-
ui. SlckpaBa TeMOpoBa PEBOIIOLIS My3UYHOTO MHCTELTBA MOYATKY
XX cTomiTTA Hajajda TeMOpO-pUTMIYHIM iHTOHAWiKWHIN cdepi dop-
MOTBOPYHUX MOTY)KHOCTEH Y My3uLli. Y pe3ynbTari IbOoro Big0ymucs
3HaYHi 3MIHU B My3HUHill ecTeTULi: i1eanu BokanbHoro «belcantoy,
o Oe33anepedHo naHyBaiu y cepi €eBpOoneinchKol iHCTpyMEHTalb-
Hoi my3uku X VII-XIX cToniTe, yrpatuin cBo€ JOMiHyIOUE 3HAYCH-
HSl Ha KOPUCTh TEMOPOBUX KPHUTEPIiB, SIKi MICTATH Y cOO1 HE BOKAJIb-
Hi, a MOBJICHHEBI iHTOHAUilHI miarpyHTs. Lle npusBeno no xapau-
HAJbHUX 3MiH Yy HapagurMi My3HYHO-IHCTPYMEHTaJbHHUX 3ac00iB
BupazHocTi. ChopMmyBaBcs LITUH P KOMIO3UTOPCHKHX TEXHIK,
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OCHOBAaHHUX Ha TEMOPO-PUTMIYHMX 3aC00aX BUPA3HOCTI, 1110 HiBEIIO-
I0Th 200 TIOBHICTIO MPUTHIYYIOTh TPaAULiHHY 3BYKOBHCOTHO-PUT-
MiYHy BUpaszHy cdepy. 3po3yMisio, 0 TaKi €CTeTHYHI 3MiHHU Bif-
KPHJIM HOBUM MPOCTIp AJS €BOMIOLIT MY3HYHOTO 1HCTPYMEHTAPIIO.
TemOpoBa peBomtonisi XX CTOMITTS MpUBeNa A0 MOSBH HOBUX MY-
3UYHHX 1HCTPYMEHTIB — CiMENCTBa €1eKTPOHHO-MY3UYHUX 1HCTPY-
MeHTiB. [losiBa ciMelicTBa eleKTPOHHO-MY3UYHHUX 1HCTPYMEHTIB, 3
iX mpakTU4HO OE3MEKHOI0 TeMOPO-PUTMIYHOIO C(EpOr0 BUPa3HOC-
Ti, 3HAYHO «IIOTICHWJIa» KJACHYHE CKPUIIKOBE 1HCTPyMEHTaJbHE
CIMENCTBO, ISl SIKOTO ecTeTHKa «belcantoy» NOHWHI 3aIHIIAETHCS
npoBiaHO0. CTHIICTUYHUHN IUTIOPaii3M Cy4acHOTO MY3WYHOTO CBi-
Ty Ja€ 3MOTY JIBOM CiMeHCTBaM BIJIbHO CITiBICHYBAaTH, BILUTMBAIOUYH
ofiHe Ha oxHoro. SKmo O He peasii €MOXH CTUINICTHYHOTO ILIIOpa-
Ji3MY, CKpHUIIKOBE CIMEHCTBO MOIvIa O CIIITKAaTH 10715t 3a0yTTs, SIK 1Ie
cranocs i3 cimeiictBoM Bion y X VIII-XIX cromiTTsax.

CyuacHe CBITOBE CKPUITKOBE BUKOHABCTBO MICTUTB y 001 psij
BITHOCHO caMmocTiiHUX cep nmodytyBanna. Kpim cdepu xnacuy-
HOTO BHKOHABCTBA, OYpPXJIMBO PO3BUBAETHCS ICTOPUUHO iH(OpPMO-
BaHE CKPHUIIKOBE BUKOHABCTBO, HEO(OIBKIOPHA BUKOHABCHKA Ce-
pa, AKazoBa CKpHIIKa, CKpUIIKa-MoaepH. KoxkeH HanmpsaM mMae cBoi
METOAMYHI IIKOJIH, OCBITHI LIEHTPH, 110 BUITYCKAIOTh CIIELiaTiCTiB-
ckpunaniB. Ha Biaminy Big iHIUX cdep, M0 JeMOHCTPYIOTh OypX-
JUBY KPEaTUBHICTb, KJIACUYHE CKPHUIIKOBE BHKOHABCTBO IEPEKHU-
Ba€ JCTMPECUBHI CTAHU, OCKINBKM CTaHIApTU3alid Ta yHiikamis
TpaauuUiid BifBOJIiKae OifbIy YacTUHY TaJaHOBHUTHUX CKPHUIMAJIiB
BiJl KIIaCUYHOI MY3HKH. [lenpecis KIaCHYHOTO CKPUIIKOBOTO MHC-
TETBa MOPOANIIA TEHCHIIII0 MaCOBOTO MIEPEX0y HaWTaJIaHOBUTI-
HIMX BUKOHABIIB J10 iHIIKX cep ckpunkoBoi My3uku. «Himiy», mo
3BUIBHWIMCS 3aBJISIKU TaKiil «TBOPYii Mirparii», 3aliMalOTh BUKO-
HaBIi 31 Cxofy, sKi i7ieaTbHO IMiIXOASTh 10 BUKOHAHHS YHi(ikoBa-
HUX KOHKYPCHHX CTaHJapTiB.

TenaeHMis 3MUTTS KIACMYHUX BHUKOHABCHKUX IIKUI Y €JUHUAN
KOHIJIOMEpAT MOPOKY€E JOBOJI BiAUyTHE Oa’kaHHS HAI[lOHAJIBHUX
Ta perioHajJbHMUX LIKUI A0 caMoileHTu(ikalii i perenpHoro 36epe-
KEHHS Oe3iHHUX BUKOHABCHKHUX TPaIULIi KOXKHOI IKOJIH OKPEMO.
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VY pycni mi€ei TeHaeHIIT T KIacHYHO1 YKpaTHCHKOT HalliOHAIb-
HO{ HIKOJIM XapaKTEpHOIO € pobieMa camoigenTudikauii B acnek-
Tax ii icTopii, cboroieHHs: Ta Maii0yTHHOTO.

Binpmia yacTuHa iCTOPMYHOrO PO3BMTKY YKPAiHCHKOI CKpHUII-
KOBOI LIKOJIM MPOXOAMIIA B yMOBaX MaHyBaHHS MOCKOBCHKOI imMIepia-
JTICTHYHOI AeprKaBH, sika (PaKTUYHO MPHUBJIACHWIA Hali 3000y TKH. Lle
TOPKAETHCSI, TTO-TIEPILIe, CHCTEMH JUTIUO0I OCBITH, sKa Oyna 3aayMaHa
Ta BTiieHa y kuTTs [lerpom ConomonoBuueM CromsipcbkuM B Oneci.
L5 yHikaipHa cucTema, sika 0azyBanacsi Ha MepeloBUX 1esIX CIIOMy-
YeHHs KOJEKTHBHOIO Ta IHAMBIAyaJbHOTO HaBYaHHS, MOBHOI iHTe-
rpauii My3U4HOTO Ta 3arajbHOr0 OCBITHIX KypCiB, CTaja MepeoBOI0
y cBiti. Bona Oya B3siTa 3a 0CHOBY IUTs40i pO(eciiiHOi OCBITH 1
Ha3BaHa «PaJTHCHKOIO». YKpaiHChKI 3eMJIi AajlM CBITOBI HemepeBep-
LIEHUX CKpHIaniB-BUKOoHaBLiB — [laBuna Oiictpaxa, bopuca Iomnb-
murreitna, €imszaBety ['inense, bopuca ®immvana, Muxaiina dixreH-
ronbua, Camyina @ypepa, Posy daitn, Mupona Ilonsxkina, Jleonina
Korana Ta iH. Yci BOHHU 3asBJ€HI K MOCKOBCHKI PaJsSIHCbKi CKpHIIa-
7, a iX (aHTaCTUYHO IUIOJOBUTA TBOPYICTh HA3BaHA JOCSTHEHHSIM
MOCKOBCBHKOI CKpHITKOBOI MIKOJIHM. Cy4acHWH CKPUIIKOBUH CBIT JO-
CHUTh BIIEBHEHO IMEPEKOHAHUH y TOMY, IO BCi I[i My3WKaHTH TiIbKU
reorpagiyHO HaJeKaTh 40 YKpaiHH i, sIK BUCHOBOK, 110 YKpaiHChKa
CKPUIIKOBA IIIKOJIAa PaJSTHCHKOIO MEPiofy € YUCTO reorpadiyHuM mo-
HATTIM. Kpruyma 0e3nmy3nmicT Takux yIepeKeHb HE BUKIIMKA€e
YOMYCh TOCTPHX 3BOPOTHHX PEaKLiil y TBOPYOCTI BITUYM3HSHHX Ha-
YKOBIIIB-METOTUCTIB. J{J1s1 HAC CHOTO/IHI OJIHUM 3 HAWBAKJIMBIIINX 3a-
BaHb € IPYHTOBHA, TIOBHOLIIHHA HAYKOBO-METOJMYHA POOOTa, METOIO
SIKOT € 371aM (aNbIIMBHUX YIEPEIKEHb CBITOBOI CKPHUITKOBOT TPOMaan
Ta JI0Ka3 HEMOXUTHOCTI TOTO, IO YKpaiHChKa KJIaCHYHa CKPUIIKOBA
LIKOJIa BiJl CAMOTO IMOYATKy CBOET CIABETHOI 1CTOPIi € HEeBiA €MHOIO
YaCTHHOIO HAIOHAJIBHOI KyJIbTYpu YKpaiHu i Hece B co0i ii camo-
OyTHICTh. OCOOIMBO BXKIMBUM € Te, 1110 TOAI0OHY POOOTY MOTPiOHO
MIPOBOJUTH HA BCIX PIBHSX CKPHUIKOBOI HAYKW — BiJ CYTO iCTOpHY-
HUX JOCJI/PKEHb JI0 CTISI[ialli30BaHUX METOAMYHHUX PO3POOOK.

B ymoBax chorogenHsi, konu YkpaiHa MyXHbO OOpeThCs 3a
He3aJIeKHICTh 1 mepeOyBae B LIEHTP1 yBaru BChOTO CBITY, caMOOyT-
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HICTh yKpaiHChKOi Hawii, icTopii, KyIbTypH aKTHBHO BIUIMBA€ Ha
KyJAbTypHE KHUTTS IHIMX KpaiH. Ha ocoOnuBy yBary 3aciyroBye
My3HKa YKpaiHCBKHX KOMIIO3UTOPIB, siIKa HEce B COO1 TAEMHHMIIIO
YKpalHCBKOTO MEHTAJITeTy, YKpaiHChKOI KyIbTypH, 4YapiBHICTh
1 HETMOBTOpHICTh yKpaiHchkoi Aymri. ChOromHi My3WUHi IIEACB-
PH YKpaiHCBKUX KOMIIO3UTOPIB 3BydYaTh Ha BCIX CIIEHAxX CBITY Ta
BXOJISITh JI0 pernepTyapy HalKpalluxX BUKOHABLIB. 3alliKaBJIEHICTb
YKpaiHCHKOIO MY3UKOIO POCTE 3 KOXKHHUM JIHEM Ta TIOPOXKYE IOTpe-
Oy 3HAXOIKCHHSI 11 MAKCUMAJIBHO aJICKBATHOI IHTEPIPETAIlii.
CBO€EPIAHICTH TBOPYHX CTHJIIB OLIBIIOCTI BITYM3HSIHUX KOMIIO-
3UTOPIB JISKUTH Y MAKCUMaJIbHIN CIIOPIJHEHOCTI 3 6araTiuM Ta pi3Ho-
MaHiTHHX (onbknopoM Ykpainu. Ilpodeciiini ckpunani-BUKOHABII
Jye 100pe po3yMiroTh, 0 aJeKBaTHa BUKOHABCHKA IHTEpIpeTaLis
MY3UYHOTO TBOPY 0a3yeTbCsl HE TIIbKH Ha JOCKOHAJIIOMY 3HaHHI
KOMITO3UTOPCHKOTO CTHJIIO aBTOpa, ajle ¥ Ha BIIBHOMY BOJIOAIHHI
TOHKOIIaMH ()OJBKIIOPHOTO CKPUIIKOBOTO MY3MKYBaHHS — TUM BU-
KOHaBCHKUM KOHMIEKCHIOM, KU 3aKIaJieHHH Yy KOMIIO3UTOPCHKO-
MY meKcmi OITbIIOCTI CKPUIIKOBUX TBOPIB KOMITO3HUTOPIB YKpaiHH.
MeHTalbHO-CITyXOBHI JOCBIJ Ta MPaKTHYHI 1HAUBITyanbHi 3HAHHS
YKpaiHCHKHUX CKPHUIIAJIiB 103BOJISIIOTH IM BTUTIOBAaTH Y 3By4YaHHs CBO-
ro IHCTPYMEHTA 1HKOJIH JIeAb MIOMIiTHi, ajie Harpouysa BaXKJTUBi iHTO-
Hauii pi3HOMaHITHOTO YKPaiHCBKOTO (PONBKIIOPY, [0 MAaKCUMAJILHO
a/ICKBaTHO «OJKUBIISIE» MY3WYHI TBOPU BITUM3HSIHUX KOMIIO3UTOPIB
y ix peanbHOMY 3ByuaHHi. [|Jiss BUKOHABLIB 1HIIMX KpaiH Takuil pi-
BEHb IHTEpHpeTaLlii Ay’Ke YacTo € HeIOCTYMHUM. BukoHaHHs cydac-
HOI MY3UKH KJIACHYHUMH 3aC00aMHU BUPA3HOCTI 301JHIOE 3BYYaHHS
TBOPY, PI3KO 3HIKYIOYM PiBEHb iHTeprperauii My3uku. Tomy 3ari-
KaBJICHICTh METOIMYHUMH PO3pOOKaMH, IPUCBIUECHUMH ITpodiIeMam
YTUJICHHS! IOCTAHOBOYHHMX, AITiKaTypHUX, IITPUXOBUX, TEMOPO-(o-
HIYHUX pealiil (OIBKIOPHOTO KOHTEKCTY Y Mpolieci iHTepperanii
TBOPIB, Y TEKCTI SIKMX LI€H KOHTEKCT 3aKJIaJICHUM, Y CBITi y’Ke BUCO-
ka. lllupoke BuAaHHs Ta PO3MOBCIOMKEHHS Y CBITI METOIUYHUX PO3-
POOOK TaKoOTo PiBHA MOXKE CTATH OTHIEI0 3 HAHBAKIUBIILNX CKIaJ0-
BUX TpOLeCy camoigeHTH(iKalil HaliOHaIbHOI CKPUIIKOBOI LIKOJIH
Vkpainu y OnuspkoMy Mai0yTHboMy. Po30ynoBa moBHOMacmTal-
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HO{ METOJMKH iHTEpIIpeTalii CKPUITKOBOI YKpaTHCHKOI My3UKH € 0e3-
3anepedyHrM (pyHIaMEeHTOM po30yIOBH HALliOHANBHOI CKPHUIIKOBOT
LIKOJM YKpaiHU SK YHIKaJIbHOTO XY/I0’KHBOTO SIBUIIA Y CBITi.

Thor Andriievskyi
PhD in Art Studies, Professor at the Department of Violin at
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UKRAINIAN VIOLIN SCHOOL. SELF-IDENTIFICATION

Keywords: classical violin performance school, Ukrainian vio-
lin school, self-identification.

Given the distinctive nature of performance traditions in con-
temporary music, it is evident that international educational institu-
tions tend to adopt increasingly open policies toward young per-
formers, regardless of nationality or country of origin. This has re-
sulted in a unique situation in which talented musicians from around
the world are able to receive high-level professional training at the
most prestigious educational centers. Taking advantage of these op-
portunities, young performers strive to enrich their individual ar-
tistic identities by drawing on the finest traditions of global perfor-
mance practice. This process is facilitated by the specific conditions
of today’s musical environment: widespread access to media and
the Internet enables musicians to watch video recordings of leading
performers worldwide and to engage with diverse methodological
approaches developed within various national, regional, and indi-
vidual performance traditions. In the field of classical music, these
factors have contributed to a tendency toward the convergence of
national performance traditions and their de facto integration into a
globalized performance paradigm.

A negative consequence of this tendency is the noticeable sim-
plification of national and regional performance traditions. This
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process is reinforced by the large-scale international competition
system, which has become one of the primary mechanisms of pro-
fessional advancement for young performers on the global stage. A
major limitation of this system lies in the gradual replacement of
historically grounded performance traditions by standardized play-
ing norms. Such standardization within the competition framework
is largely inevitable, since any competition functions as a contest
and thus incorporates a pronounced competitive, quasi-sporting di-
mension. The substitution of performance traditions with techno-
logical standards not only universalizes technical and interpretative
requirements in violin playing, but also considerably restricts the
repertoire favored within the competition circuit. Leading musi-
cians worldwide increasingly recognize this problem and attempt
to diversify competition programs and aesthetic criteria, yet these
efforts alone remain insufficient to alter the overall situation.

It is therefore natural that the processes leading to the erosion
of classical national performance traditions through standardization
generate a counter-tendency: an intensification of creative efforts by
representatives of national schools aimed at preserving the original-
ity of their performance traditions and reinforcing the self-identifi-
cation of each school within contemporary musical culture.

Contemporary classical violin art incorporates all of the trends
outlined above. In the modern era of stylistic pluralism and post-
modernism, classical violin performance has lost its former central-
ity within global musical aesthetics. The radical timbral revolution
of the early twentieth century endowed the timbral-rhythmic intona-
tional sphere with formative significance in music. As a result, pro-
found changes occurred in musical aesthetics: the ideals of vocal bel
canto, which had unquestionably dominated European instrumental
music from the seventeenth to the nineteenth centuries, ceded their
leading position to timbral criteria rooted not in vocal, but in speech-
based intonational models. This shift led to fundamental changes
in the paradigm of instrumental musical expression. A wide range
of compositional techniques based on timbral and rhythmic param-
eters emerged, marginalizing or entirely displacing the traditional
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pitch-rhythmic sphere of expression. Such aesthetic transformations
opened new horizons for the evolution of musical instruments. The
timbral revolution of the twentieth century resulted in the emergence
of new musical instruments, most notably the family of electronic
instruments. Possessing virtually unlimited timbral and rhythmic
expressive capacities, electronic instruments have significantly dis-
placed the violin family from its previously dominant position, for
which the aesthetics of bel canto largely remain central. Within the
conditions of stylistic pluralism, both instrumental families now co-
exist freely, exerting mutual influence. Without the realities of sty-
listic pluralism, the violin family might have shared the fate of the
viola da gamba family, which fell into relative obscurity during the
eighteenth and nineteenth centuries.

The contemporary world of violin performance encompasses
several relatively autonomous spheres of practice. Alongside clas-
sical performance, historically informed performance, neo-folk
performance, jazz violin, and modern violin practices are develop-
ing rapidly. Each of these areas possesses its own methodological
schools and educational centers dedicated to training violinists. In
contrast to these dynamically evolving domains, classical violin
performance is currently undergoing a period of stagnation, as pro-
cesses of standardization and unification divert many of the most
talented performers away from classical music. This stagnation has
given rise to a large-scale shift of highly gifted violinists into alter-
native areas of violin performance. The creative niches vacated by
this migration are increasingly occupied by performers from East
Asian educational systems, who are particularly well adapted to the
unified standards of international competitions.

The tendency toward the consolidation of classical perfor-
mance traditions into a single conglomerate, in turn, generates a
pronounced desire among national and regional schools to reaffirm
their identities and to preserve carefully the invaluable performance
traditions specific to each school.

Within this context, the Ukrainian national violin school faces
the urgent problem of self-identification in relation to its past, pres-
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ent, and future.

A significant portion of the historical development of the Ukrai-
nian violin school unfolded under the rule of the Russian imperial
and later Soviet state, which effectively appropriated many of its
achievements. This applies in particular to the system of children’s
professional music education conceived and implemented by Petro
Solomonovych Stoliarsky in Odesa. This unique pedagogical model,
based on advanced principles combining collective and individual
instruction and on the full integration of musical and general educa-
tion, achieved worldwide recognition. It was adopted as the founda-
tion of professional music education for children and subsequently
labeled “Soviet.” Ukrainian lands produced outstanding violinists
and performers—David Oistrakh, Boris Goldstein, Elizaveta Gilels,
Boris Fishman, Mykhailo Fichtenholz, Samuil Furer, Rosa Fain, My-
ron Polyakin, Leonid Kogan, among others. All of these artists are
commonly classified as Moscow Soviet violinists, and their extraor-
dinarily productive careers are attributed to the Moscow violin school.
Consequently, the global violin community often regards these mu-
sicians as merely geographically connected to Ukraine, concluding
that the Ukrainian violin school of the Soviet period represents a
purely geographical phenomenon. The evident inconsistency of such
assumptions, however, has not yet elicited a sufficiently critical re-
sponse within domestic scholarly and methodological discourse. One
of the most pressing tasks today is to undertake comprehensive his-
torical, scientific, and methodological research aimed at challenging
entrenched misconceptions within the international violin community
and demonstrating that the Ukrainian classical violin school has been
an integral component of national culture since the inception of its dis-
tinguished history, embodying its unique artistic identity. It is essen-
tial that such work be conducted across all levels of violin scholarship,
from historical studies to specialized methodological frameworks.

In the present context, as Ukraine defends its independence
and occupies a central place in global attention, the distinctiveness
of Ukrainian national history and culture exerts an active influence
on the cultural life of other countries. The music of Ukrainian com-
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posers deserves particular attention, as it encapsulates the mentality,
cultural memory, and singular expressive character of the Ukrai-
nian people. Today, masterpieces by Ukrainian composers are per-
formed on leading concert stages worldwide and have entered the
repertoires of prominent performers. Interest in Ukrainian music
continues to grow, generating an increasing demand for interpreta-
tive approaches that most adequately reflect its stylistic and cultural
specificity.

The originality of the creative styles of many Ukrainian com-
posers lies in their profound organic connection with the country’s
rich and diverse folklore traditions. Professional violinists clearly
recognize that an adequate performance interpretation depends not
only on deep familiarity with a composer’s individual style, but also
on a nuanced command of folk violin techniques that form the im-
plicit performance context embedded in the musical texts of many
Ukrainian works. The auditory experience, cultural memory, and
practical expertise of Ukrainian violinists enable them to articulate
subtle yet essential folkloric intonations that most convincingly
bring these compositions to life in sound. For performers from other
cultural backgrounds, achieving this level of interpretative depth is
often unattainable. The application of purely classical means of ex-
pression to contemporary or folklore-inflected music frequently im-
poverishes the sonic result and significantly reduces interpretative
richness. This explains the growing international interest in method-
ological studies devoted to issues of staging, fingering, bowing, and
timbral-phonetic realization of folk elements within performance
practice. The wide dissemination of such advanced methodological
frameworks may become a key component of the Ukrainian Nation-
al Violin School’s process of self-identification in the near future.
The development of a comprehensive methodology for interpreting
Ukrainian violin repertoire thus constitutes a fundamental prerequi-
site for establishing the Ukrainian National Violin School as a dis-
tinct and significant phenomenon within global musical culture.
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BILIUB POMAHA UEPKAIIIMHA HA CTAHOBJIEHHS TA
PO3BUTOK KA®EJIPU CIIEHIYHOI MOBH XHYM
IMEHI L. I1. KOTJISIPEBCHKOI'O:

TPAJUIII TA CYYACHE ITPOJOBXEHHS
MOro IKOJIn

Knrouosi cnosa: cyenivna mosa, Poman Uepxawun, xyp-
bacosnascmeo, XapriecoKuil HAYIOHANbHUL YHieepcumem ime-
ui I Il. Komaapegcvrkoeo

CueniuHa MoBa — IIe He JIHMIIE 3aci0 repeiadi TeKCTy, ane i
OCHOBa JIyXOBHOTO 1 TipodeciiiHoro hopmysanns akropa. Came de-
pe3 CIIOBO aKTOp MPOHHUKAE B ITMOMHU aBTOPCHKOTO 3aJyMy ¥ Ha-
POIKYE CLIEHIUHY TpaBy.

Inest cueHiuHOTO CiOBa SIK JyXOBHOT'O YMHHUKA 3HAHNIILIA TITHU-
OOKHMI1 PO3BUTOK y TBOPUOCTI YKPAiHCHKUX MHUTIIB XX CTONITTS.
Jlecy Kypbac, ¢hyHIaTop HOBAaTOPCHKOTO PEXKUCEPCHKOTO yKpaiH-
CBKOTO Tearpy, 3aCHOBHHK «bepe3oiro», po3misaaB cIoBo SIK HOCIs
eHeprii gymku. OIHUM 13 HaWBaXJIUBIIIKX 3aBJlaHh CTBOPEHOT HUM
TBOPYOi Jlaboparopii BiH BBakaB POOOTY aKTOPIB Haa KYJIBTYPOIO
MOBH: «I TYT ;ayKe BaXKIIMBO, 1110 T€ATpP IIOBUHEH OyTH TUM LIEHTPOM,
Jie MyCUTh BUPOOJIATHUCS KHBa MOBA, 3pa3KOBO YMCTa MOBa. Teatp
3aBkIu OyB 1 Oyne KynbTHBaTOpoM MoBH. < > llg cama KymbTypa
MOBH, TOPSII i3 KYJABTYPOIO KECTY, KOTpa € 3arajbHOI0 KYJIBTYp-
HICTIO, — Wi BCi pedi, MOpyY 13 yciM iHIIUM OaraxxeM, SiKHH MaeMo
KyJBTUBYBATH, MYCATh JIATTH B OCHOBY Haroi podotm» [2, c¢. 181].
CrioniBaHHsl 1 HACTAHOBHM BEJIMKOTO MUTIIS 3HAWIIUIM CBOE IPOJIO-
BKEHHsI Y TBOPUill Ta MmeAaroriyfiil JisuIbHOCTI BUAATHUX Oepe3isib-
uiB — Map’sna KpymensHunpkoro, IBana Map’siHeHka, Baen-
truan YuctsakoBoi, Jlanuna AntonoBuua, Jlecs Cepmaioka, Pomana
UYepkamuna Ta iH. Bonn He nuie 30eperii Kyp0OaciBChKi MPUHIIAITA
CIICHIYHOTO MOBJICHHS, & H PO3BUHYIIH iX Ha BJIACHIHM TpaKTHIIi, NO-
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€IHYIOYH BHCOKY MOBHY KYJBTYPY 3 TICHXOJIOT1YHOIO TOYHICTIO U
OpraHivHICTIO CIICHIYHOT Mil.

Cepen MpoBiAHKX MOCTaTel BUKJIAAALBKOTO KOPIycy XapKiB-
CBKOTO HalioHaJlbHOTO yHiBepcuteTy muctents imeHi I. I1. Kotms-
peBcbkoro moctarth Pomana UepkammHa 3aiiMae OfjHE 3 KITIOYOBUX
Micis. loro HaykoBo-Ilearoriunmii aBTOpUTET, METOAMYHI PO3p06-
KM Ta TOCHiJOBHE BiJCTOIOBAHHS BHCOKHX MOpaJIbHHX, 3arajibHO-
JFOJICHKHX, €CTETHYHUX MPUHIIMIIIB 3yMOBUIIM ()OPMYBaHHS L1JIOTO
HanpsiMy B PO3BHUTKY LIKOJHM CLEHIYHOI MOBH.

Csoro nenaroriyny misuibHicTh Poman OnexcilioBrd po3nouan
e B XapKiBCbKOMY MY3HYHO-IpaMaTHYHOMY IHCTUTYTI Ta XapKiB-
CBKOMY TeaTpajbHOMY YUMJIMIIL SK BUKJIaga4d XyA0KHHOTO YHTAHHS.
[Nounnaroun 3 1943 poky, Poman OnekcifioBud mo 1972 pix ovosnro-
BaB Kadeapy CIEHIYHOI MOBH (sKa BHOKPEMHJIACh y CaMOCTIHHY B
1946 pori), a 3 1951 poky noenHyBaB 11i 000B’SI3KK 3 POOOTOIO HA
mocaji 3acTylHUKa AWPEKTOpa 3 HAyKOBOI Ta HaBYAJIBHOI POOOTH.
OnuH 13 OCHOBOINOJIOXKHUKIB KypOaco3HaBCcTBa, YepKallnH y CBOIX
Criorazax MOBOEHHOTO Mepioay 3 TIPKOTOIO 3a3Havae: «... BoceHn
1944 poky BiZHOBUIIKCS 3aHATTS Y XapKiBCHKOMY JIepKaBHOMY Tea-
TpajbHOMY iHCTHTYTI. < > Hi Tearpanbha cucrema Jlecs Kypbaca, Hi
HaBITh HOro iM’sI He 3ragyBajiocsi — roBoputH mpo KypOaca moxxHa
OyJ10 JuIe sk mpo Bopora.» [Mu Oepesinbii, ¢. 191]. Onnak came y
TBOpYiii Taboparopii «bepe3oro» mia MUIBHUM 1 KPUTHYHUM OKOM
Horo odibHUKA (OPMYBAIUCS MEAAroriuHi HABUYKH Ta €CTETUYHI
Briogobanusa Pomana YepkaiinHa, NOYMHAIOUH 3 IEPLIOT 3yCTpiyi Mig
yac nepeniany cnaBeTHUX «[aiimamakiB» HaBecHi 1924 poky. Y cBo-
iX crorajgax MUTELb 3rajiye, sIKe BPaKeHHs CIpaBUiia Ha HBOTO BU-
CTaBa, JIe peKUCEP HECHOAIBAaHO HaaB HOBOTO 3BYYaHHS aBTOPCHKO-
My TOJIOCY, SIKMH BiJTBOPIOBAJIM AECATH AiBYAT y MIMPOKUX CBUTHU-
HaX — «JECATh CIIB MOeTay, «royioc 0omicHOI Ay camoro Tapaca
[TeBuenka» [Mu Oepe3ibiii, c. 19]. MoXeMO MPUITYCTUTH, 110 caMe
TOAI cTanacs 3akoxaHicth Pomana OnekcifioBu4a y CIICHIYHE CIIOBO.
[1ix yac HaBuanusa B KuiBCcbkOMy My3UYHO-JpaMaTHIHOMY 1HCTHTYTI
imeni M. B. Jlucenka (1925-1926 pp.) Benukuii BB Ha Yepka-
LIMHA, 32 HOTO TBEPIKEHHSIM, MaJIM 3aHATTA 3 TOJIOCY, SIKi BUK/IA1aB
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npodecop Mocun Kynin. Po3poGHHK BIacHOi, OpUTiHANBHOI, HeTpa-
JUIIHOT Ha TOM Yac CUCTEMH TOJIOCOBUX MOJYJISIIIIN, IO MOXO/SATh
Bifl 1yI€HCbKHMX HACMiBHUX MOJUTOB, HalOinbury yBary KyHin npu-
JITSIB KOJICKTUBHIN JIekiamaltii: «Xop YHTIiB 3 BACOKUMH TOJI0CaMHU
1 HU3bKUMH, YOJIOBIYMMH 1 KIHOYMMH, BUTOJIOLTYBAaB TEKCTU XYyHTOXK-
HiX KOMIIO3HUIIIH 3TiHO 3 MAPTUTYPOIO, PO3POOICHO0 KEPIBHUKOM. <
>BiH kepyBaB oparopi€lo, Haue CIpaBXHId AUPHUTEHT, 3allaIIOI0un
CBOIM €HTY31a3MOM, 310paHiCTIO, iI€TbHIM Yy TTSIM PUTMY 1 My3UKH
cioBay [Mu Oepesinbui, c. 24-25]. FOuuii Poman Yepkamma yBiid-
HIOB JI0 CKiany ctBopeHoro KyHinuMm cryneHtcekoro «Teatpy umT-
151», 1 B TOJAJIBILIOMY XKHTTI [Iel HarmpsiM CTaB UM HE HAWTOJIOBHIILIUM
Ha ioro TBopuoMy Huisixy (y 1930 poui, Bke nmepeOyBaouu B CKiai
cllaBeTHOI TpynH «bepe3omtoy, BiH 3HOBY MOBEPHYBCS 10 poOOTH Te-
nep yxke B «l'epoiyHoMy TeaTpi UMTIs», BitHOBIeHOMY KyHiHMM, Yy
1942 poui OpaB akTUBHY y4acTb B Oprasizauii yKpaiHCBKOi pamioc-
taHuii B CaparoBi, 3BiiKM B mpsiMoMy eipi Ha OKyIoBaHy YKpaiHy
TpaHcmoBanacs noesist @panka, [lleBueHka Ta iH.; HOTIM OEJHYBaB
poOoTy B Tearpi 3 NeJarorivHO isUIBHICTIO i poOOTO Ha pajio
XapKiBCBKOT'O Ta PecmyOIiKaHCHKOr0 MOBJIEHHs). Bucoko omiHo0un
nenaroriuni 3ni6H0cTi Mocuna Kynina, Kyp6ac 3anporrysas iioro
JUISL 3aHSTh TOJIOCOM TaKoX 1 3 Oepe3inbChKUMHU akTopamu. Humis-
Ha TOTaJiTapHa CHUCTEMa He OMUHYJIa eKCTPaBaraHTHOTO Mpodecopa,
ajze MOKEMO CTBEPDKYBATH, IO B OCBITHIM MpOrpamMi XapKiBChKOT
TearpajbHOI KON MU KOPUCTYEMOCS 1 HOro po3poOKamH.

TananoBuTuil mejaror Ta Maictep CIEHIYHOTO ciioBa, PomaH
UYepKaliH CTBOPHUB BIAacHY LIKOIY (opMyBaHHS aKTOPCHKOTO TOJI0-
cy. Moro MeTon rpyHTyBaBCs Ha IMIMOMHHOMY YCBiTOMIEHHI TOTO,
110 CIIEHIYHE CJIOBO — L€ HE MTPOCTO BUMOBA, aJIe CIIOCi0 MUCIIEHHS
akTopa. | croroani BukiIagadi kadeap CueHiuHOT MOBH KOPUCTYIOTh-
csl 'y CBOIl MeAaroriyHiil MpakTHULli METOAWYHUMH PO3POOKAaMH, BU-
KiIageHuMu YepKalMHUM y HaBYAJIBHUX MOCIOHUKAax 1 MiIpydHU-
Kax: «XylIo)KHe unTaHHs. TexHika Ta Jorika MOBU», «PoboTa unTIs
HaJl XyIOXKHIM CIIOBOM», « XY[JO)KHE CJIOBO Ha CLECHI».

OnHUM 13 HAHOUTBIIMX BUKIIUKIB, 10 TIOCTAIOTh MIEPE]] BUKJIA-
Ja4aMy CIICHIYHOT MOBH XapKiBCbKMX MHUCTELBKHUX BHILIIB CHOTOJI-
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Hi, € BUMYILIEHE TUCTAHLi{HE HaBYaHHS. AJIKE TOJIOBHOIO YMOBOIO
CJIOBECHOT [ii, II0 € OCHOBOIO aKTOPCHKOTO 1HCTPYMEHTAapilo, € Ha-
SIBHICTh DIsigada (ciyxada), Ha sIKOTO L Ais crpsiMoBaHa. Yepka-
mUH HaroJyomysas: «ClI0BO MOTPiOHE aKTOPOBI YIS CIICHIUHOT fil.
CroBecHa fist y BUCTaBi — Iie MEpII 3a BCE B3a€MOJis ApTHEPIB.
[msapadi craloTh HE3PUMHUMHM U TIEPCOHAXKIB OYEBHILSIMH TOTO
JKHUTTS, sIKe PO3TOPTAEThC Ha cueHi» [4, ¢. 75] Ane HaBiTh SKILIO
30CEpeANTHUCH Y HABYAJIbHOMY IPOLIEC TINBKK Ha CIIOBECHIH il He
aKTopa, a unuTLs (poOoTa 3 MIKpO(OHOM, PaIio3anKcH, 03ByUyBaHHS
JITepaTypHUX TBOPIB) — L€ HE A€ 3MOT'H PO3BHHYTH Y CTYICHTIB
eJIACTMYHMH, IIMPOKOTO Jiana3oHy ronoc. AJKe SKIIO 3alrucyBaTu
cBOi poOOTH Tepesl eKpaHOM YCTAaHOBJICHOTO Ha BiZICTaH1 IEKiTbKOX
MeTpiB TenepoHa, BUKOPHUCTAHHS OMIOPHOTO TPYAHOTO 3ByYaHHS BU-
IJIsI1a€ HEOPTraHIYHUM 1 (QasbIIuBUM.

3p0o3yMiJio, IO 3 MJIMHOM 4acy JIesiKi MeAaroTridHi po3pooKu Ta
HanpamoBanHs Pomana YepkammHa cTaloTh HEaKTyaJbHUMHU. AJe
k 1 [lanac CakcaraHChbKUH, MPEICTABHUK TPaIUIiHO-TIOOYTOBOT
LIKOJTM KOpHU(]eiB, CBOro yacy He CIpuiiMaB 3aKOHIB CJIIOBECHOI Mil
HOBAaTOPCHKOI KoK «bepe3onto». A HeoOpaAUHAPHUHN MiAXix 10 po-
6otu 3i coBom npodecopa HMocuna Kynina 3 yacom cTaB He 3a10-
BonbHATH KypOaca. Ta B ykpaiHCbKOMY TearpaibHOMY pyCi BOHH
CTAHOBHJIM HE OIO3UIIINHI TOJIOCH, a Pi3HI eTalu €JUHOI TPaJHILIii.
Bin CakcaraHcbkoro — HOCISI TICHXOJIOTIYHOTO peanizmy, uepe3
Kypbaca — pedopmaropa i TBOpUs aKTOPCHKOi iHTEIEKTyaIbHOT
i 10 TIeIaroriB Mi>XKBOEHHS Ta TIOBOEHHOTO 4acy, Takux sk KyHiH i
YepkalluH, MPOCTEKYETHCS OpPraHiyHa TAIICTD 1 B3a€EMOIIOBara, 1o
3a0e3mneyniia HelmepepBHICTh PO3BUTKY KYJIBTYPH CIICHIYHOTO CIIOBA.

Crorozani Ha kadenpi cueHiuHoi MOBH XapKiBCHKOTO Halio-
HanbHOTO YHiBepcuteTy MuctenTs imeHi I. I1. KomsipeBcpkoro mpo-
JOBXKYIOTH MPAIIOBaTH JOCTOMHI BUKIA[adi, SIKi € MPSIMAMH Y4HS-
MU Ta HOCISIMH YepKAIIMHCHKUX TBOPUO-NEAroridyHUX IPUHIINIIIB.

«/lsaKyto cBiTIIOMY AyXY 1 MITHOMY MYAPICTIO Y BiCTOIOBaHHI
ineaniB rymanizmy, Bunremto Pomany OnexciiioBuuy Yepkammny»
[1, c. 84], — Tak MOYMHAE CBOIO CTATTIO, MPUCBSIUCHY TIaM sITi Cia-
BETHOT'O Oepe3isblisd, CTapllia BUKJIaAauka Kapeapu CLeHIYHOT MOBH
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XHYM iwm. L. I1. KomisipeBcbkoro, akTopka XapKiBChKOTO JIepKaB-
HOro akajaemiuHoro gpamaruuHoro tearpy im. T. I IlleBuenka Ipu-
Ha KoO3ap. [locnigoBHa, Oe3koMIpomicHa OOpuuHS 3a 30epeiKeH-
HSl Tpaauliid KypOaciBCbKOI MIKONM, MaHi IpuHA Tak 3BOPYLUIUBO
1 aHOOJIMBO 3rajy€ CBOTO «HAaBUMTENsl BUMTENiB»: «BiH mepimi,
XTO TI00AYMB y 3yXBaJlili BICIMHAIATHIIITHIN IOHII, 3aXOIUICHIHN Te-
aTpoM, II0Ch TaKe, 3epHa YOro BiH OJMH yMiB Oa4UTH B CTYJCHTaX i
MPOPOIIYBAaTH iX MOTIM Y BCe mojanbiie Xutts. [lo0auus i moBipus,
1 MATPUMAB Ti MAPOCTKH MOTO, BIACHOTO, 1[0 TaM J€Ch HaBiTh MEH1
camili 1Ie MaJio 3pO3yMIJIOr0, a HEe 0OCMIsiB, 3aIllePEUMBIIH HABITH
HaliMEHIlIe MPaBO CTYIACHTA EKCIEPHUMEHTYBATH i MPOoOyBaTH CBii
IUISAX Y MUCTEITBI, SIK poOuia TO, BIacHE, OUIBIIICTh BUKIIAIa4iB
Harmoro Buiry» [1, c. 85-86].

I croromHi, HacHiAYI04YM JOCTOWHUMA MPUKIIA] TOTEPETHUKIB —
Yepkammna Ta iHmux BuxoBaHuis Jlecst KypOaca, nompu BiiiHy, mo-
CTiiiHI HeOe3MeKn Ta MOPaJbHO-IICUXOJIOT YHE BUCHAKECHHS, BUKJIA-
Jla4i HeCyTh Ha co0i BiANOBIAANBHICTE 32 30€pEKEHHS Ta PO3BUTOK
TpaauLild XapKiBChKOi TeaTpanbHOI IIKOJIM. AJDKE Ha JIOJI0 yKpa-
THCBPKMX MUTLIB 3aBKIU BHUIIAQAAIM HE MEHII TSDKKI BHIPOOyBaH-
HSl — CTaJIIHCBKI pernpecii, BiiiHa, CBiIOME 3HHLICHHS YKPaiHCHKOI
KyJIBTYpPH Ta HaLiOHANBHOI iAeHTHYHOCTI. HemoxuTHicTh Hammx
MIOTIEPEHUKIB 1 BIpHICTh MHCTEUBKIH Micii CTamu MiATPYHTAM ISt
MOAAJIBILIOTO PO3BUTKY TeapaibHOI ocBiTH. ToMy cbOroaHi, mpojo-
BKYIOUH iXHIO CIIpaBy, MM He JIMIIE BIIAHOBYEMO TaM’SIThb TOMepe-
JHHKIB, a H CTBEpAXKYEMO HE3HHUIICHHICTh YKpaiHCBKOI TeaTpalib-
HOI HIKOJIH, i1 TyXOBHY CTIMKICTB 1 KYJBTYPHY CIIQAKOBICTh HAaBITh Yy
HaliBaxuwii ictopuuHuil niepion. Came 3aBISKU TAIIOCTI TIOKOJiHb,
MOBa3i /10 BUMTENS Ta BAIYHOCTI 3a MepeaHe MUCTELbKEe OaueHHs
mikoia cueHiyaoi MoBu XHYM iwm. 1. I1. KomisipeBchkoro 30epirae
CBOIO YHIKaJIBHICTh 1 BOAHOYAC JMHAMIYHO PO3BUBAETHCS.

CITMCOK BUKOPUCTAHUX JIZKEPEJI
1. Ko63ap 1. Yuutens sik HOCiH JyXOBHOTO KOy YKpaiHCHKOTO Ha-
pony.( Jo 110-i piununi 3 gusa HapomkeHnHs P. O. YepkamiuHa).
Ham’smi meamposnasys €eeenisi Pycabposa (1955—2013). Bu-
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Stage speech functions not merely as a tool for verbal transmis-
sion, but as a fundamental basis for an actor’s spiritual, artistic, and
professional development. Les Kurbas, the founder of innovative
Ukrainian theatre, attached exceptional importance to actors’ work
on stage speech. His followers — outstanding performers of the
Berezil Theatre — developed the principles of stage action formu-
lated by Kurbas within their own creative and pedagogical practices.

The name of Roman Cherkashin occupies a central place in
the pedagogical history of the Kharkiv I. P. Kotlyarevsky National
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University of Arts. For nearly three decades, from 1943 to 1972,
he headed the Department of Stage Speech and founded his own
school of actor’s voice and speech training. Cherkashin’s meth-
odological works — Artistic Reading: Technique and Logic of
Speech, The Reader’s Work on the Artistic Word, and The Artistic
Word on Stage — remain in active use by the new generation of
teachers, although certain aspects of his approach have inevitably
lost relevance in contemporary theatrical practice. Following the
full-scale military aggression launched by Russia against Ukraine
in 2022, the University was forced to transition to online education,
which has significantly complicated the training of actors and neces-
sitated the search for new pedagogical strategies. Nevertheless, de-
spite wartime conditions, constant danger, and psychological strain,
the current generation of instructors continues to work consistently
to ensure that the School of Stage Speech at the Kharkiv I. P. Kot-
lyarevsky National University of Arts preserves its distinct identity
while also evolving in response to modern artistic and educational
challenges.
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CIHEHIYHA MOBA B YMOBAX KOMYHIKALIMHOI'O
XAOCY: TPEHIHI SIK 3ACI5 BIJIHOBJIEHHS
CMUCJIOBOI TOUYHOCTI

Knwuosi cnosa: cyeniuna mosa; mpeHine; KOMYyHIKAYiUHUL
Xaoc, mexuika MOGILEHHSA, OUKYISA, CMUCTOBA MOYHICMb, AKIOP.

VY uvac iHpopMaliHOrO MEPeHACUYCHHS, aKTUBHOIO TEXHO-
JIOTIYHOTO PO3BUTKY Ta iHTErpaiii iHIIOMOBHUX 3al03UYE€Hb MU
Jle/lai JacTiile BTpauaeMoO OCMHUCJICHICTh MOBJICHHS. Y JIGKCHII
NEePeciuHoOro yKpaiHIsl 3aKpillTIOIOTBCS CTall MITaMIIH, CIOBa-
napasuTH, TEPMiHH, SIKi BKUBAIOTHCS 0€3 PO3yMiHHSI iXHBOTO ic-
TUHHOTO 3HaueHHs. KpiM TOro, crnocrepira€TbCs TEHJICHIIS 0
npUMIiTHBI3alii MiXKOCOOHMCTICHOTO CITIJIKyBaHHsS. 3aMiCTh TIJIH-
OOKHX, OCMHUCJICHUX PO3MOB yCe€ yacTilie BiJ0yBaeThcs OOMiH
noBepxHeBUMHU nudpoBuMH peakuisimu. Taka dopma B3aemomii
Jae JUIIe 1UIr03iI0 KOMYHiKalii, mo30aBieHy 3MiCTOBHOCTI W iH-
TEJEKTYaIbHOTO HAlTOBHEHHSI, 1 TOCTYIOBO 3HUXKYE 3/IaTHICTh JI0
YCBIJIOMJICHOTO, aHAJIITHYHOTO MOBJICHHS. SIK HACIi0K — BTpa-
yaeThbesl IITMOWHA TyMKH i yBara 1o ciosa. Came B bOMY — OJ[HA
3 KJIFOYOBHMX O3HAK KOMYHIKAI[IHHOTO Xa0Cy Cy4acHOCTI: po3MoBa
3aMIHIOETHCS PEAKIII€I0, & MOBIIEHHS — KOPOTKHUM CHUTHAJIOM, SIKE
JIUIIIE IMITY€ CIIpaBKHiN iajor. Y TakoMy CHIJIKYBaHHI BTPa4a€Th-
csl TOJIOBHE — €MOIlliifHa TpaBaa MoBJIeHHs. Iy akTopa K came
BOHA € OCHOBOIO CJIOBECHOT JIil: CJIOBO Mae OyTH HE peakili€ro, a
BHYTPILIHIM PYXOM, SIKHI HAPOJKYETHCS 3 TepekuBanHs. Tam, ne
CcydyacHa JIIOJIMHA YHUKAE TTTMOOKOTO KOHTAKTY, aKTOP HABIAaKH —
HIyKae WOTo, BUNTHCS TOBOPHUTH 1 YyTH MO-crpaBkHbOMY. Came
TOMY TPEHIHT 31 CIICHIYHOI MOBHU ChOTOJIHI MOXE CTaTH HIJISXOM
JIO BIJTHOBJICHHS IIIUPOCTI i YBaXKHOCTI JIO CJIOBA.

KomyHikaniiHuii Xaoc JHIIE IMiAKPECIoe moTpedy BiJHOB-
JIEHHSI KyJIbTypu cioBa. Uepe3 CIeHIYHE MOBJICHHS, 4epe3 Tpe-
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HIHTH, 4epe3 MPaKTUKY YCBIJIOMJICHOTO TOBOPIHHS MH MOXXEMO
YIOCKOHAJIMTH HE JIMIIE JUKIIF0 YU TOJI0C, a i camy SKICTh JIFOJI-
ChKOTO CHIJIKyBaHHs. AJKE caMe MHUCTEITBO CJIOBa, 30Kpema Clie-
HiYHA MOBa, Ma€ MOTEHIiaJl TOBEPHYTH HAC JI0 €MOLIHHOrO pe-
30HaHCY, HAaBYUTH 4yTH cebe i inmux. P. O. UepkamuH 3a3Hauas,
[0 «IIMCEMHE CJIOBO TIABKH TOMl CTA€ Ha CLEHI KUBUM 1 JIHOBHUM,
KOJIA CIIPUHMAETHCS ClIyXadyaMu B 3aj1i HE K I[UTYBaHHS Hanepe/
3a(hiKCOBAHOTO TEKCTY, a SIK CXBHJIbOBaHA, CHOXBUJIMHHA CJIOBECHA
nisi» [3, ¢. 6]. Y cBoto uepry, A. O. [maguinesa ciayuHo miaKpec-
JIO€, 10 «CaMe TeaTp, pajio, TeineOauyeHHs MOBUHHI 30arauyBaTu
i nuTiyBaTH NTYyXOBHI IIHHOCTI PiJJHOT MOBH, BIIPOIUTH TPajH-
[IF0 TPUPOJTHOTO CIIIKYBAaHHS HEIO y MOBCAKACHHOMY KHUTTI» [2,
c. 7]. Lls mymka Hanpsimy Kopesnroe 3 no3uiieto P. O. YUepkamuHa
PO KUBY MPHUPOJY CIIEHIYHOI'O CJIOBA: TaM, Jie¢ 00yTOBa MOBa
BTpauae NIMOWHY W MPUPOJIHICTh, CAME CIIEHIYHA MOBA TIOBEPTAE
JIOMHY JI0 CIIPaBXHBOTO 3ByYaHHS PiAHOTO cioBa. L{e ocobmuBa
(dbopma KoMyHiKallii, y AKiii MOBJICHHSI HEce He JHIle iHpopMaIlilo,
a W eHepriio, MouyTTs, JYMKY.

Kpim BaromocTi BHYTPIiIIHBOTO 3MICTY CJIOBa, HE MEHII BaX-
JIUBOIO € TEXHIKa MOBJICHHS — Ha I[bOMY HaroJIONIyBaB KOpuQei
ykpaincekoro Tearpy I1. K. Cakcarancbkuii: «HiTKicTh BAMOBU —
BXJIMBA Pid: KOJU aKTOP YiTKO BHMOBIISE HA CIICHI, TO Hi OJHE
CJIOBO HE TpOIajae Jis MyOaiku, i MiXkK HUM Ta TJIsgadyaMy HiKo-
JIU HE TPUNUHSAETHCS ONU3bKHUIA KOHTAKT» [2, ¢. 129]. V upomy
x koHTekeTi A. O. I'magumesa miakpecntoe: «Came TUKIIHA Ta
ophoeniyHa HOPMATUBHICTH MalOTh OYyTH Ti€I0 OCHOBOIO, 03 K0T
aKTOp HE Ma€ IMpaBa BUXOAHUTH ChOTOJIHI Ha ClicHY. BoHU moBH-
HHi OyTH MiJICBIIOMUMH, TOBEACHUMH JIO aBTOMATU3MY, IO JIaCTh
3MOTy aKTOPOBIi JyMaTH HE PO BUMOBY, a PO PO3KPUTTS 1 JOHE-
CEHHSI aBTOPChKOT nyMkm» [2, ¢. 7]. 1li BUCIOBIIOBaHHS TIepery-
KYIOTBCS, IMiJIKPECITIOI0YH, [0 TEXHIKa CIEHIYHOT MOBH — II€ HE
JIUIIIe TUTAHHS 3BYKY, a Mepe/IyCciM yMOBa JUIsl BUIBHOTO MUCIICHHS
i ocMHUCJIEHOTO MOBJICHHA. TpeHiHr 3a0e3neuye nel nepexia Bixg
MEXaHIKM BUMOBH JIO CBiJJOMOi MOBHOI{ /i, KOJIM aKTOP, BOJIOIi0-
YU TEXHIKOK, MOXE TIOBHICTIO 30CEPEAUTHCS Ha 3MicTi ciioBa. Ls
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JyMKa 3aJIMIIAETHCS HaI3BUYAHO aKTyaJbHOIO ChOTO/IHI, aKe y
CBIiTi (hparMeHTapHOr0, eMOLIHHO MEPEBAHTAKEHOTO CIIiNIKYBaH-
HSl aKTOPChKa MPaKTHUKa Haragye mpo IiHHICTh SIKICHOTO 3By4YaH-
Hs 1 TouHOCTI 3MicTy. Came Tig yac TPEeHiHTY 31 CIeHIYHOT MOBHU
Bi10yBa€eThCs 1€l 3BOPOTHUI MPOIIEC: TIOJUHA 3HOBY BUMTHCS HE
MIPOCTO TOBOPUTH, a BUCIIOBIIIOBATH; HE JIMIIE 3By4YaTH, a CIIpaB-
Ii KOMYHIKyBaTH. SIKIIO B TEOPETUYHIH MUIONIMHI CIIEHIYHAa MOBa
MOCTAE SIK 3aci0 BIJHOBIEHHS CMUCIOBOI TOUHOCTI, TO Ha MPaKTH-
1l [Ie¥ mpolec peai3yeTbes uepe3 TPeHIHT — MPOCTIp, A€ CIOBO
3HOBY HaOyBae eHeprii, Jii i )KMBOTO 3By4YaHHS.

Sx 3ayBaxxyBaB P. O. UepkamuH, «TpeHyBajJbHI BOPaBH Ma-
I0Th TOABIHHY MeTy: BOHH ()OPMYIOTh HE JIMIIE TEXHIYHI HaBH-
YKH, a i TBOpYY MPHUPONY aKkTopa. 3 OAHOrO OOKY, HAEThCS MPO
MEXaHiuHy poOOTy HaJ apTUKYJSLIHHUM anapaToM, AUXaHHSM,
TOJIOCOYTBOPEHHSM, PE30HATOPAMH — YCIM THM, 110 3a0e3mnevye
YUCTOTY Ta BUPa3HICTh 3By4YaHHs clioBa. 3 IHIIOTO — MpPO Tpe-
HyBaHHS BHYTpIIIHIX MPOLECiB, TAKUX 5K yBara, ysBa, (haHTasis,
30CepeKeHicTh Ha oOpasHoMy mucieHHi» [3, c¢. 203]. Lls mo-
JBIliHICTb BH3HAYa€ CYTHICTb CHEHIYHOIO TPEHIHTY SIK LiTiCHOT
cucteM (hOpMyBaHHS HE JIMIIEC 3BYKOBOi, a I CMUCIIOBOT KYJIBTY-
PHY MOBIICHHSI.

VY KOHTEKCTi KOMYHIKallifHOTO XaocCy, KOJH MOBa 4acTo BTpa-
Yyae eMOLiHHY IMOUHY i TOYHICTh BUPa)KEHHsI, CaMe TaKa JIBOKOM-
MMOHEHTHA NpPUpOAa TPeHIHry HalOyBae OCOOMMBOI aKTyalbHOCTI.
TexHiuHa ckiiagoBa 3a0e3edye 4iTKiCTh, AUKLIHHICTB, opdoeni-
HY HOPMAaTUBHICTh — TOOTO IMOBEPTAE CIOBY HOTO (pi3uyHy hopmy.
BoaHouac TBopya ckiiagoBa TPEHIHTY — 1€ IUISX JO BHYTPILIHbO-
rO MEPeKUBAHHS CIIOBA, 0 BiAHOBJIECHHS HOTrO eMOILIHOT paBIy.
YepKalvH MiIKPECITIOE, O «KIIbKICTh BUTPAYSHOTO Yacy i mpo-
poOsieHuX BIpaB JAJeKO HE 0Apa3zy MEepexOoauThb y SKicTh» [3, c.
203]; #ineThcs PO MOCTYIOBE BUXOBAHHS YCBIIOMIIEHOI MOBHOI
Iii, KOJM aKTOp HABYAETHCS HE MPOCTO BiATBOPIOBATH 3BYK, & MPO-
MOBJISITH HOTO 3 YITKOIO iHTEHLI€I0 Ta CMHCIIOM.

TpeHiHT 31 CLIEHIYHOI MOBHU CTa€, TaKk OM MOBUTH, aHTHUIO-
TOM JI0 TIOBEPXOBOTO CHIIKYBaHHS, IO JOMiHY€E B IIU(DPOBY 100Y.
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SIKmo B mOAeHHIN KOMYHIKalil CJIOBO PeAyKYEThCS OO peaxiii
a00 KOPOTKOTO CUTHaJy, TO Ha CIIeH1 BOHO 3HOBY HaOyBae QyHKIi1
Iii, 37aTHOT MOPOMKYBaTH KOHTAKT i1 pe3oHanc. Came B mpole-
Ci TPEHIHTY BIIHOBIIIOETHCS I[UTICHICTH CIIOBA — HOI0 3BYKOBA,
eHepreTHYHa i CMHCIIOBa PUPOAA.

TpeHiHr 31 CleHIYHOT MOBM — II€ HE JIMIIEe TeXHIYHa poOoTa
HaJ TOJ0COM YU AMKIIEIO, a MPOLIEC MOBEPHEHHS 10 CyTi MOBJICH-
HS K cMucioBoi aii. YUepe3 BOpaBu Ha JUXaHHS, apTHKYIALIIO,
1HTOHALI0, Yepe3 YCBIIOMJIEHY BHMOBY CJIOBa JIIOAWHA BiJHOB-
JO€ 3B 30K MIXK [YMKOIO, IIOYYTTSM 1 3ByKoM. Came B IIbOMY IO~
Jsira€ BiTHOBIIEHHS CMHCIIOBOI TOYHOCTI: CJIOBO Tepectae OyTH
aBTOMaTHYHUM ab0 (opManbHUM, BOHO 3HOBY HaOyBa€ Baru, sic-
HOCTIi, eMOLIHHOT 1OCTOBIPHOCTI.

Y 100y KOMyHIKamiifHOTO XaoCy TPEHIHT 31 CIIEHIYHOI MOBHU
cTae eeKTUBHUM 3acO00M BiHOBJICHHS 3JaTHOCTI MHUCIUTH Ye-
pe3 cIoBO, Bi4yBaTH MIATEKCT i POpPMYBaTH YCBIIOMIIEHY 1HTO-
Halio. 3aBASKH TaKiid IPAKTHIl MOBEPTAETHCS HE JIMILIE TOUYHICTD
CLICHIYHOTO MOBJIEHHS, a i TNIMOMHA JIOACHKOTO CIINKYBaHHS. Y
MmiJCYMKy came Taka (opma poOOTH Haja MOBJICHHSM IOBEpPTAE
CJIOBY HOTO IEPBUHHY CHUILYy — CMHCIIOBY SICHICTb, )KHBE 3By4aHHs
1 30aTHICTH 10 CIIPABKHBOTO CIIIKYBAHHS.
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In the context of information oversaturation, rapid technologi-
cal development, and the intensive penetration of foreign linguistic
borrowings, contemporary society is gradually losing sensitivity to
the meaningful dimension of speech. Everyday Ukrainian language
use is increasingly saturated with clichés, filler expressions, and
terms employed without a clear understanding of their semantic
content. At the same time, a marked tendency toward the simpli-
fication of interpersonal communication can be observed. Instead
of profound, content-oriented dialogue, interaction is increasingly
mediated through superficial digital responses. Such forms of ex-
change generate only an illusion of communication — deprived of
substance and intellectual depth — and gradually erode the abil-
ity to articulate thought consciously and analytically. As a conse-
quence, thinking itself loses depth, and attentiveness to the word
diminishes.

This phenomenon represents one of the defining manifestations
of contemporary communication chaos: dialogue is replaced by re-
action, and speech by a brief signal that merely imitates genuine
interaction. What disappears in this process is the emotional truth
of speech. For the actor, however, emotional truth constitutes the
foundation of verbal action: the word must function not as a reactive
impulse but as an inner movement born of lived experience. While
modern individuals often avoid deep communicative contact, actors,
by contrast, actively seek it, cultivating the ability to speak and lis-
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ten authentically. For this reason, stage speech training today may
serve as a pathway toward restoring sincerity, attentiveness, and re-
sponsibility toward the spoken word.

Communication chaos thus intensifies the need to revive a
culture of articulate speech. Through stage speech training and the
practice of conscious verbal expression, it becomes possible to re-
fine not only diction and voice technique but also the overall quality
of human communication. The art of the word — especially in its
theatrical manifestation—possesses the potential to restore emo-
tional resonance, teaching individuals to listen to themselves and to
others with renewed sensitivity.

R. O. Cherkashyn emphasizes that “the written word becomes
alive and effective on stage only when it is perceived by the audi-
ence not as the recitation of a prepared text but as an emotionally
born, moment-specific verbal action” [3, p. 6]. A. O. Hladyshcheva,
in turn, rightly observes that “theatre, radio, and television must en-
rich and refine the spiritual values of the native language and revive
the tradition of natural everyday communication within it” [2, p. 7].
This assertion directly correlates with Cherkashyn’s understanding
of the living nature of stage speech: where everyday language loses
depth and authenticity, stage speech reintroduces a person to the
genuine sounding of their native language. It is a specific form of
communication in which speech transmits not only information but
also energy, emotion, and thought.

Alongside the primacy of inner content, the technical dimen-
sion of speech remains no less significant — a point strongly articu-
lated by a prominent figure of Ukrainian theatre, P. K. Saksahanskyi:

“Clarity of articulation is essential: when an actor speaks distinctly
on stage, not a single word is lost to the audience, and the immediate
contact between actor and spectator is preserved” [2, p. 129]. In the
same vein, Hladyshcheva adds: “Diction and orthoepic normativity
must constitute the foundation without which an actor has no right
to appear on stage. These skills must reach the level of automatism
so that the actor may focus not on articulation but on revealing and
conveying the author’s idea” [2, p. 7].
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Together, these statements affirm that stage speech technique is
not merely a matter of sound production but a prerequisite for free
and meaningful thinking. Training facilitates the transition from me-
chanical articulation to conscious verbal action, wherein mastery of
technique enables the actor to concentrate fully on semantic inten-
tion. This principle is particularly relevant today, when fragmented
and emotionally overloaded communication obscures the value of
precise sound and semantic clarity. In stage speech training, the re-
verse process unfolds: the individual learns once again not simply
to speak, but to express; not merely to sound, but to communicate.
While in theoretical terms stage speech functions as a means of re-
storing semantic precision, in practice this is realized through train-
ing — a space in which the word reclaims its energy, agency, and
living sound.

As Cherkashyn notes, “training exercises pursue a dual aim:
they develop not only technical proficiency but also the actor’s cre-
ative nature. On the one hand, this involves mechanical work on
the articulatory apparatus, breathing, voice production, and resona-
tors — everything that ensures clarity and expressiveness of sound.
On the other hand, it encompasses the cultivation of internal pro-
cesses such as attention, imagination, fantasy, and concentration on
figurative thinking” [3, p. 203]. This duality defines the essence of
stage speech training as an integral system that forms not only vocal
sound but also the semantic culture of speech.

Within the context of communication chaos — where language
frequently loses emotional depth and precision — this dual nature of
training acquires particular significance. The technical component
restores clarity, diction, and orthoepic normativity, reconstituting
the physical dimension of the word. Simultaneously, the creative
component guides the actor toward an inner experience of speech,
reviving its emotional truth. Cherkashyn stresses that “neither the
amount of time nor the number of exercises automatically trans-
forms into quality” [3, p. 203], pointing to the gradual cultivation
of conscious verbal action, in which the actor learns not merely to
reproduce sound but to speak with intentionality and meaning.
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Stage speech training thus functions as a kind of antidote to the
superficial communication characteristic of the digital age. Whereas
everyday interaction often reduces the word to a reaction or sig-
nal, on stage it regains its capacity as an action that generates con-
tact and resonance. Training restores the integrity of the word—its
sound, energy, and meaning.

Consequently, stage speech training is not limited to techni-
cal work with voice and diction but represents a process of return-
ing to speech as a semantic action. Through exercises in breathing,
articulation, and intonation, and through conscious pronunciation,
the individual reestablishes the connection between thought, emo-
tion, and sound. It is precisely here that semantic precision is reborn:
the word ceases to function automatically or formally and regains
weight, clarity, and emotional authenticity.

In the era of communication chaos, stage speech training
emerges as an effective means of restoring the ability to think
through the word, perceive subtext, and construct intentional into-
nation. Through such practice, not only the precision of stage speech
but also the depth of human communication is renewed. Ultimately,
this form of work with speech restores the primordial power of the
word — semantic clarity, vibrant sound, and the capacity for genu-
ine dialogue.
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VY cyuacHiil TearpaibHiii nefaroriii GeHOMEH BOKaJIbHO-IHTO-
HAI[IIiHOT A1l HaOyBae Bce OLTBIIOT aKTYyaJbHOCTI SIK KOMILICKCHHIMA
ncuxo(i3udHUi MexaHi3M (GopMyBaHHS CIEHIYHOT TTOBEIIHKH aKTO-
pa. [HTOHALIS TepecTae PO3MIAAATUCS Y BY3bKOMY MY3WYHO-BHUKO-
HABCHKOMY BUMIDI i TOCTAE SIK TUHAMIUHA CTPYKTYpa, 1110 00’ €THY€
BOKaJIbHE 3BYYaHHs, TIJICCHY OpTaHiKy, €MOILIHHHMN IMIYJIbC Ta
XYJOXKHIO BOJIKO BUKOHABIISL. Takuil MiAXij 3MIHIOE caMy MPHUPOTY
BOKAJIbHOT poOOTH aKTOpa: 3BYK OUIbIIE HE € JIUIIEC PEe3yJIbTaTOM
TEXHIYHUX HABHYOK, 2 POPMYETHCS SIK MPOSIB BHYTPIIIHBOTO JKUTTS
MIEPCOHAXKA, SIK METOJl CAMOBHMPAXKEHHS 1 CIIOCIO TBOPEHHSI CLICHIY-
Hol npaBau. OcoOIMBO SICKPABO IIei MEXaHi3M peaji3yeThes y (hop-
Mari €Ty 3 MiCHEI0, JIe IHTOHAIS PYHKI[IOHYE SK MEePIIOKEPEIIO
i1, a JTist — sIK Marepiajizaiis BHYTPIIIHBOTO APAaMaTHYHOTO PYXY.

TeopernuHe MIATPYHTS JTOCHIIKEHHST BOKAJIbHO-IHTOHAIIHHOT
nii popmyrots npati 1. bepmizosoi [1], M. Harophoro [3], a Takox
B. Missk i T. LHuraucekoi [2]. [Tonpu po30iKHOCTI Y BUXITHUX JTUC-
[UIUTIHAPHUX TO3UIIAX — BOKaJIbHA IEArorika, akTopchKa Maii-
CTEPHICTh, CUEHIYHHNA PyX — yCi JOCIITHUKH MPOIOHYIOTh B3a€MO-
JTIOITOBHIOBAJILHI KOHIIENTH, K1 JO3BOJISIOTH OCMHUCIIMTH 1HTOHAIIFO
SK yHiBepcalbHUI (DeHOMEH cleHiuHoi B3aemonii. CykymnHuil aHa-
T3 OUX MiJXOMAIB JIa€ 3MOTY BUOYIIyBaTH LIJTICHY MOJENb, Y IIEHTPI
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KO — TOJI0C SIK MCUX0(i3NYHA /s, IO CTPYKTYPY€E XyNOXKHIN Hac,
NPOCTIip Ta ApaMaTypriro poi.

VY mpaui 1. BepnizoBoi neHTpanbHOO € ies «3BUTBHEHOTO TO-
nocy» K. JliHkne#Tep — KOHLENTY, KUK aKIEHTY€e MPUPOIHICTB,
OPTaHIuHICTh 1 CEHCOPHY BiAKPHUTICTH 3ByKOBUA0OyBaHHA. Ha mym-
Ky JOCHIIHHUII, TOJIOC HE MOXe OyTH «BLIBHUMY 11032 TUICCHOO I1i-
JICHICTIO Ta BHYTPIIIHBOIO YYTTEBICTIO BUKOHABIS; HABIIAKH, BiH
Ma€ BUHHMKATH sIK Oe3rmocepeqHsl peakilist Ha eMOLIHHUE iMITysbe. Y
bOMY KOHTEKCTI BOKAJIbHO-IHTOHALIHA Misl TOCTA€ HE SIK TEXHiY-
HUH pe3yibTar, a sk GopMa aKTOPCHKOIO MHUCIIEHHS: 3BYK «Hapo-
JOKYETBCS» HE 3 BOKAJIbHOT CXEMH, a 3 MEePEKUBAHHS, 10 HaOyBae
3ByuyaHHs. Lle 103Bossie TpaKTyBaTH IHTOHALIIO SK IEPBUHHY KJIITH-
HY CIIEHIYHO] Jii — i1 MOYaToK, iMIMyJIbC 1 ABUTYH.

[o3uuis M. HaropHoro [3] po3mmuproe e TpakTyBaHHS, MiJ-
KPECIIOIOUM IpaMarypriuay (QyHKIII0 iHTOHALIT B aKTOPCHKIil Mpak-
tuli. HaykoBenp OBOIUTH, 110 BOKAJbHE BUXOBAHHS aKToOpa Mae
BUXOAMTH 32 MeXi ()OpPMYBaHHSI TEXHIYHOI BIIPABHOCTI, aJKe 1HTO-
Hallisl y CIICHIYHOMY KOHTEKCTI BUKOHYE (YHKIIFO CMHCIOBOTO Opi-
eHTUpa. BoHa cTpyKTypye NMCHXONOTIUHI aKLeHTH, (opMye TeMIo-
PHUTM, BU3HAUa€ XapakTep B3a€MO/il MEPCOHAXIB Ta JIOTIKY iX BHY-
TPINIHIX 3MiH. Y TakoMy Oa4yeHHI BOKaJIBbHO-IHTOHAIIHA Misl CTa€e
CrocoOOM BHUSIBICHHSI MOTHBAlii Ta KOH(IIKTY, MEXaHIi3MOM CTBO-
PEHHSI eMOLIHHO-NIOBEAIHKOBOI AMHAMIKH, siKa 3a0e3Meuye npaBau-
BIiCTh CIICHIYHOTO iCHYBaHHs. [HTOHAIlis HIOM «3aImycKae» ik 3ce-
penuHH, poOUTH ii OOTPYHTOBAHOIO Ta IICHXOJIOTTYHO JOCTOBIPHOIO.

KommuiekcHuii migxig 10 MIACTHYHOTO BHUXOBAaHHS, 3alpoOIIo-
HoBaHuii B. Mizsk i T. Llurancekoro [2], miaxpeciroe HEpo3puBHICTh
ronocy 1 TinecHoi aii. JocmigHuii 3a3Ha4atoTh, M0 CIEHIYHUN pyX
€ MIPOIOBKEHHSIM BHYTPIIIHBOTO IMITYJIBCY, & T1JIO — CEpeIOBHIIEM
HAPOIDKCHHS Jii. Y TakoMy KOHTEKCTI BOKaJbHO-IHTOHAIlIMHA st
HaOyBae MOABIMHOI MPUPOIU: IHTOHAMLIS BigoOpaskae BHYTPILIHIH
CTaH aKkTopa, a IIAaCTHKa Marepianizye ioro B mpoctopi. Lle cBin-
YUTH TPO T€, IO TOJI0C — i€ He JIMIIE 3BYK, aje i ’KecT, i oouasa
BOHHU (OPMYIOTH LIJIICHY XyIOXKHIO CTPYKTYpY. Jlns akTopa 1e o3Ha-
Yae, 1110 BOKAIBHUH 3BYK HE MO)KE iICHYBaTH y BiIpHBI BiJl TiJIeCHOT
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OpraHiku: y MCEHHOMY €TIO/Ii BiH CTa€ PyXOM, SIKHid [IEPETBOPHUBCS
Ha 3BYYaHHS.

006’ eananns migxonis 1. bepmizosoi [1], M. Harophoro [3] Ta
B. Mizsxk 1 T. Hurancekoi [2] mae 3mory BUOyIyBaTH iHTEIpOBaHY
MOJIeTTb BOKaJIbHO-IHTOHALIMHOT Jii SK yHIBEpPCaJIbHOTO MEXaHi3My
AKTOPCHKOTO CaMOBHPaXXKCHHS. Y Takiii MoAesi iHTOHalis Bifirpae
MOJBIMHO 3HAYYILY POJIb: 3 OMHOTO OOKY — BOHA € XyJOKHBO-EMO-
LIAHOK CYOCTaHINE0, MO0 CTBOPIOE 00pa3HHIA MPOCTIP, a 3 IPyro-
ro — IHCTPYMEHTOM CLEHIYHOI OBEAIHKH, SIKUI BILUIMBAE HA PUTM,
JUHAMIKy 1 cTpyKTypy aii. [onoc mocrae He ik aKyCTHYHA BIAcTH-
BiCTh, a SIK (hopMa BHYTPIIIHBOTO PYXY, 3aTHOTO MEPETBOPIOBATH
IICUXOJIOTIYHUHN TIPOIIEC Ha CIICHIYHO BiITBOPIOBAHY JitO.

Came TOMy €TIOA 3 TICHEIO € ONTHMAaJbHOIO TEJaroriyHoIo
(opMoro A5l BUBUCHHS i PO3BUTKY BOKaJIbHO-IHTOHALIWHOI [ii. BiH
CTBOPIOE YMOBH JUISl CHHTE3y 1HTOHALIHHOT BUPa3HOCTi, ApamaTyp-
TiYHOTO MHUCIIEHHS, TiJIECHOI CBOOOAM Ta aKTOPCHKOI iMIpoBi3awiii-
HOCTi. Y MeXax eTIofy 1HTOHALis HE € CaMOAOCTAaTHBOIO BOKAllb-
HOIO TIO/I€F0 — BOHA (DOPMYETHCS K €JIEMEHT IUTICHOT CUCTeMHU:
3aJa€ eMOLIHHMIA MPOCTIp, BU3HAYAE CTAaHH MIEPCOHAXKA, CTPYKTYPYE
MICUXOJIOTIYHY Hampyry Ta CIpsIMOBYE CLeHiuHMH pyX. ETion crae
naboparopi€ro, y SIKili aKTOp MOXe TOCHIAUTH MPUPOAY BIACHOTO
TOJIOCY, BIJIHAWTH 1HAMBIAyalbHUIN IHTOHAI[IHHUI MaJlFOHOK Ta 1H-
TErpyBaTy HOTO B CLIEHIYHY MOBEAIHKY.

OTxe, BOKaJIIbHO-IHTOHALIIHA 1isl TOcTae K (opma iCHyBaH-
HSl aKTOpa B XYIOXKHBOMY IpocTOpi. BoHa € GararokoMImoHEHTHUM
MEXaHI3MOM, SIKHUH MOENHYE 3BYK, TiO, EMOLII0 U JKECT y €IuHe
cueHiune nie. Takuif miaxia A03BOJISIE TOBOPUTH IPO 1HTOHAIIIIO
SIK TIPO TMHAMIiYHYy CyOCTaHIilo, 10 (OPMYE JIOTIKY BHYTPIIIHBOTO
KHUTTS TIEpCOHaka i 3a0e3mneuye XynoXKHIO MEePeKOHINBICTh. Y Ti-
CEHHOMY €THOJII IIe¥ MEXaHi3M JIOCsATae HaHOUIBIIOT TOBHOTH, aJlXkKe
TYT TOJIOC € HE JIUILE My3UYHUM iHCTPYMEHTOM, a MPOSIBOM aKTOp-
CBKOT cCBOOO/IH, TBOPYOi 1HAMBIAYaTBHOCTI 1 ICUXOJIIOTTYHOT TPaBAH.

OTXe, BOKAJILHO-IHTOHAIIHA [ MOXXe OyTH BHU3HAYCHA SIK
OCHOBHHI IHCTPYMEHT aKTOPCHKOTO CaMOBHPa)KEHHS, 3aTHUH T1e-
PETBOPUTH 1HTOHALIITHUHN IMITYJIbC HA CLEHIUYHHUH JKECT, EMOLII0 —
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Ha JJpamMaTyprilo, a 3ByK — Ha XyJOKHIO mofito. Came yepe3 iHTOHa-
LiI0 aKTOP 3HAXOJUTh BIACHUM LUISAX O CLEHIYHOI ICTUHH, a ETIOX
3 MICHEIO CTA€ TIE€I0 MEeAAaroriyHoI0 (OPMOI0, Y AKi HAPOIKYETHCS
HOTro BHYTPIIIHIN TOI0C — K TBOPYHM, TaK 1 JIIOACHKUH.
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In contemporary theatre pedagogy, the concept of vocal-into-
national action is gaining increasing relevance as a complex psy-
chophysical mechanism that shapes an actor’s stage behaviour.
Intonation is no longer understood exclusively within the narrow
framework of musical performance; rather, it emerges as a dynamic
structure that integrates vocal sound, bodily organicity, emotional
impulse, and the performer’s artistic intention. Such an approach
fundamentally transforms the nature of an actor’s vocal practice:
sound ceases to be merely the product of technical proficiency and
instead becomes a manifestation of the character’s inner life, a mode
of self-expression, and a means of attaining stage truth. This mecha-
nism reveals itself with particular clarity in the pedagogical format
of the etude with a song, where intonation functions as the primary
source of action and action itself becomes the embodiment of inner
dramatic movement.

The theoretical foundations for examining vocal—intonational
action are shaped by the works of I. Berlizova [1], M. Nahornyi [3],
and V. Mizyak with T. Tsyhanska [2]. Despite differences in their
disciplinary starting points — vocal pedagogy, acting theory, and
stage movement — these scholars propose complementary concep-
tual frameworks that allow intonation to be understood as a univer-
sal phenomenon of stage interaction. A combined analysis of their
approaches makes it possible to construct an integral model centred
on the voice as a psychophysical action that structures artistic time,
space, and the dramaturgy of the role.

In L. Berlizova’s work, the key concept is K. Linklater’s notion
of the “free voice”, which foregrounds naturalness, organicity, and
sensory openness in sound production. According to Berlizova, the
voice cannot be “free” outside the performer’s bodily integrity and
inner responsiveness; on the contrary, it must arise as a direct reac-
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tion to an emotional impulse. Within this framework, vocal—intona-
tional action is understood not as the outcome of technical mastery,
but as a mode of the actor’s thinking: sound is “born” not from a pre-
established vocal scheme, but from lived experience that acquires
sonic form. This interpretation allows intonation to be regarded as
the primary cell of stage action — its point of origin, impulse, and
motivating force.

M. Nahornyi’s position [3] extends this perspective by ecog-
nized the dramaturgical function of intonation within acting prac-
tice. The scholar argues that vocal training for actors must transcend
the acquisition of technical skills, since in the theatrical context in-
tonation operates as a semantic reference point. It structures psy-
chological accents, shapes tempo—rhythm, defines patterns of inter-
action between characters, and determines the logic of their internal
transformations. From this viewpoint, vocal—intonational action be-
comes a means of revealing motivation and conflict, a mechanism
for generating emotional and behavioural dynamics that ensure the
credibility of stage existence. Intonation thus appears to “launch”
action from within, rendering it justified and psychologically con-
vincing.

The integrated approach to plastic training proposed by V. Mi-
zyak and T. Tsyhanska [2] highlights the inseparable connection be-
tween voice and bodily action. The authors emphasise that stage
movement is a continuation of inner impulse, while the body serves
as the medium through which action takes shape. In this context,
vocal—-intonational action acquires a dual character: intonation re-
flects the actor’s internal state, while physical plasticity ecognized
it in space. This demonstrates that the voice functions not solely as
sound, but also as gesture; together, they form a coherent artistic
structure. For the actor, this implies that vocal sound cannot exist in-
dependently of bodily organicity. Within the framework of the song
etude, voice becomes movement translated into sound.

The synthesis of the approaches advanced by I. Berlizova [1],
M. Nahornyi [3], and V. Mizyak with T. Tsyhanska [2] enables the
construction of an integrated model of vocal-intonational action as
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a universal mechanism of the actor’s self-expression. In this model,
intonation fulfils a dual function: on the one hand, it operates as an
artistic—emotional substance that generates the imaginative space of
the performance; on the other, it serves as an instrument of stage be-
haviour, influencing rhythm, dynamics, and the structural ecognized
of action. The voice is thus perceived not as an acoustic phenome-
non alone, but as a form of inner movement capable of transforming
psychological processes into actions that can be ecogniz on stage.

For this reason, the etude with a song constitutes an optimal
pedagogical format for studying and developing vocal—intonational
action. It creates favourable conditions for the synthesis of intona-
tional expressiveness, dramaturgical thinking, bodily freedom, and
the actor’s improvisational capacity. Within the etude, intonation is
not an autonomous vocal event; rather, it is formed as part of an in-
tegrated system: it delineates the emotional space, defines the char-
acter’s states, structures psychological tension, and directs stage
movement. The etude functions as a laboratory in which the actor
explores the nature of their own voice, discovers an individual into-
national pattern, and integrates it into stage behaviour.

Thus, vocal—-intonational action emerges as a mode of the ac-
tor’s existence within artistic space. It constitutes a multicomponent
mechanism that unites sound, body, emotion, and gesture into a sin-
gle stage whole. This perspective allows intonation to be understood
as a dynamic substance that shapes the logic of the character’s inner
life and ensures artistic persuasiveness. Within the song etude, this
mechanism reaches its fullest ecognized, as the voice functions not
merely as a musical instrument, but as an expression of the actor’s
freedom, creative individuality, and psychological authenticity.

Accordingly, vocal-intonational action may be defined as a
fundamental instrument of the actor’s self-expression, capable of
transforming an intonational impulse into a stage gesture, emotion
into dramaturgy, and sound into an artistic event. It is through into-
nation that the actor discovers their own path to stage truth, while
the etude with a song becomes the pedagogical space in which the
inner voice — both creative and human — comes into being.
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Kuromup noOpe 3HaHW CBOIMH OassHHUMH TpaJulisiMU. 3
1936 poky TyT misuia motyxHa (hadprka 3 BUPOOHHUIITBA PiI3HOMAHIT-
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HUX cepiif OasiHiB Ta rapMOHIK. MiCTO cTano ocepeaKoM CTaHOBIICHHS
1 mpodecionamizanii Binomux B Ykpaini OasHictiB: FOpist BoeBonina,
Amnaronis binommueskoro, Bikropa ['yoanosa, Biktopa Omensuyka,
Boprca Muponuyka Ta iH. BaxkiauBorto mocrarTio OasHHOTO MHCTE-
urBa YKuromupa nepiony apyroi nonosunn XX cronitrs e Ipan Mocu-
noBuY [oprenpkuii — BiIOMUIA TIeAaror-MeTOUCT, BUKIAAa4 10 Kila-
cy 6asHa XXutomupcbkoro myznuHoro yumiuiia imeni B. C. Kocenxka.
Isan Mocunopmu Topmenpkuit Hapomuecs 25 GepesHs
1938 poky B ceni Mopo3siB /lyHaeBelpkoro paiiony XmelbHUIBKOT
oOnacTi. Bin 3akinunB KummziBcbke My3uuHe yuunuine Ta JIbBiB-
CBKY KOHCEpBaropilo 1o kiacy O6asHa Mukonu Pumapenka — 3Ha-
HOTO MeAarora, METONUCTa, aHcamOmicTa, KepiBHUKA YHCICHHUX
OasgHHUX KOJIEKTHBIB JIbBOBA, MOCHIAOBHUKA IKOIM Muxaitina Ooe-
proxtina. Y JIbBiBchKill KoHcepBaTopii IBan I'opneubkuii HaBuaBcs
napajieiabHO Ha JBOX CHELialbHOCTAX: SIK OasHICT 1 TEOPETHK MY3H-
KH Ta HaBiTh, K 3rajy€e, PO3NISIaB MOKIMBICTh CTATH MYy3UKO3HAB-
LeM, POTe 3aBEPLIMTH MOBHUH KypC KOHCEPBAaTOPCHKOT MiATOTOBKU
Ha TEOPETUYHOMY (DaKyIbTeTI My3UKaHTy HE BIIAIOCS Yepe3 3HaYHe
HaBaHTAXEHHsI 110 OasiHy, ke Ha BUIIYCKHOMY iCITUTI OastHHIN Tpi
noTpiOHO Oylno MPUAUIATH 3HAYHY KUTBKICTH 4Yacy (cepen TBOpiB
CBOET1 BHITYCKHOI IporpaMu OasHICT 1 ChOTOIHI MpUTaaye 3amaib-
Hy i BipTyo3Hy «l arinky» aBTopcTBa TOAI 1€ CTyAeHTa JIbBiBCHKOT
koHcepBaropii Mupocnasa Kopunncbkoro). Pazom 3 TumM HaBuaHHS
y JbBIBCBKHX METPiB-TEOPETHKIB CTBOPUIIO MiLHMIA 0a3uc MaiiOyT-
HbOI mpodeciiiHoT MisIbHOCTI BUKIAaa4a OasHa. BaxiuBo 3a3Ha-
YUTH, 0 y OararopiuHiil miiaHii aismbHoCTi 1. Topnenpkoro mpo-
CTEKYIOTBCSI PUCH JIbBIBCHKOI LIKOJMM OassHHOTO BUKOHABCTBA, SIKa
XapaKTepPHU3y€EThCS 3HAUHUM 1HTEJICKTyaJbHUM MOTEHI1aJIoM, yIpo-
Ba/DKEHHSIM TPOTPECUBHUX METO[IB, BUBYEHHSIM 3100YyTKiB BHKO-
HABCHKHX ILIKiJ, CBOEIO ICTOPHYHOIO TADIICTIO i HACTYTHICTIO.
PoGoti B JKutomMupchbkoMy My3MYHOMY YYMJIHMILNI Ha Biaiii
HAPOIHUX iHCTpyMeHTiB IBan MocunoBmy mpucBaTHB 34 POKH CBO-
TO JKUTTS, JECSITh 3 HUX — OUYOJIIOBAB 3a04He BifaineHHs, y 1970-ti
OyB 3aBigyBaueM BiJAily HAPOAHUX IHCTPYMEHTIB. ¥ LIbOMY X Ha-
BYAJBHOMY 3aKiaji mpairoBaia i ioro apyxuna — Csitnana Ha-
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ymiBHa Ponb0ina, miaHicTKa i memaror BeJIMKOro oogapysanns. Ha-
BiTh 3 TUTMHOM JACCATHJIITH i1 LIAHYIOTh YMCJCHHI BHITyCKHUKUA —
ChOTOIHI TpOBinHI Bukiamadi Mmicta JKutomupa i, 3aBAsUYIOUH
c(hopMOBaHOMY y MpoILieCi HABYAHHS BUCOKOMY IMpodecioHamizmy,
0COOIMBO BiA3HAYAIOTH TaKl SKOCTI Ilemarora, siK JIOASHICTH 1 JO-
OpO3UWINBICTh Y BUXOBaHHI 0COOUCTOCTI-My3uKaHTa. OJHAK BOHA
Jy’Ke paHo MilllTa y 3acBiTH, Y Billi 35 poKiB.

Tineku Ha Bimjani yacy Ta 3 HaOyTTSAM MENaroriyHoro J0CBi-
Iy YCBIJIOMITIOETHCSI 3HAUEHHS 1 3MICT ()aXOBOI MiJITOTOBKH Y KJIaCi
IBana Mocunosuua Ioprenpkoro, amke #oro GasHHa MIKOJIA 3HAYHO
BUPI3HAJACA MOMIXK 1HIIMX 00JapOBaHUX IEJaroriB, a TOMY Iy)Ke
Ba)KJIMBO BHCBITIIMTH ii OKpEMi aCIIEeKTH.

VY mxomni 1. ['oprenpkoro icHyBana cTpyHKa, LiJTiCHa METOIUYHA
cucTeMa BUXOBaHH: OastHicTa. BoHa mossirana HacamIiepes B OCMHC-
JICHOMY CTaBJIEHHI IO BCbOTO BUKOHABCHKOTO KOMILIEKCY — Bifl ITpa-
BWJIBHOI TIOCA/IKM 1 TOCTAHOBKH PYK 31 C(HOPMOBaHMUMH HPOLIECYalTb-
HO-IrPOBHMH BiAYYTTSAMH J0 ONaHyBaHHS OaraTorpaHHol ITPUXOBOT
Ta apTUKYJILIHHOT MaITPH, YCiX pi3HOBUIB TyllIe, AeTalbHOro (hpa-
3yBaHHs1, BUBIPEHOI arutikaTypu Tomio. HeoqminHO mingaBanacs aHa-
JITULI JIOTiKa PO3rOpTaHHs My3UYHOTO TBOPY, HOTO CTHIILOBI Ta KaH-
poBi xapakTeprcTUKH. [lenaroriuyni npuHIMIT MUTLS Oy CIPsSIMO-
BaHi MepeayciM Ha BUXOBAHHS aKaJeMiYHOTO MY3WYHOTO MHCICHHS
OasiHicTa 1 PO3BUTOK TEXHIKM TpH 1 OasyBajucs Ha KIIIOUOBHX 3a-
cajax y mepury 4epry (popTeniaHHOTO Ta CKPUITKOBOTO BUKOHABCTBA.
BaxxnuBe 3Ha4eHHS NPUALIIIOCS BUKOHAHHIO TOJi()OHIYHUX TBOPIB,
3okpema nukimiB 3 JITK baxa, 000B’s13k0BO B KJIaci BUBYAJIH COHATH
laiinna i Mouapra, mo cnpusuio (GopMyBaHHIO aKaIeMiqHOTO MHC-
JeHHsT Mooaux OastHicTiB. EdextuBHicTs mpomnonoBanoi oprnens-
KM METOAMKH BUSIBIISLIACS B TOMY, ILIO CTYJCHTaM HaBiTh i3 CIA0KOI0
MiATOTOBKOIO, SIKi HE BOJOIIIOTH BHOOPHOIO CHCTEMOIO, TIPH HaJIeHK-
Hill opraHizauii 3aHSATb BKe 3a J1Ba POKM BIABAJIOCS ONAHYBaTH Ha
BUOOPHOMY OasiHi CKJIa/IHI TBOPH YYHIIMIITHOTO PeriepTyapy.

IBan l'opnenpkuii — noOpe 3HaHui Ha JKUTOMUpLIMHI BUKIIA-
JIa4-METOJMCT, MPOTIATOM JCCATWIITh OasHICTH MijJ WOTO KEepiBHU-
LTBOM ONAHOBYBAJIM B YUHJIMILI Kypc «MeTonuka rpu Ha OasHi». Y
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HaBUaHHI AiTell My3HKaHT OCOOJMBO HAroJoIIyBaB Ha Ba)KJIHBOC-
Ti JOHOTHOTO TEPiOAY, IPH 3 MOKAa3y, PO3BUTKY CIYXy Ta MY3UYHOI
nam’sTi, aKTUBi3alil MOTOpHKH Tomo. Moro BUKIafalbKi NpHHIH-
I T4 HACTAHOBH 3HAHIIUIM aKTUBHE BIPOBAKEHHS y MOYATKOBUX
JIaHKaxX HaBYaHHS, a KOHCIIEKT 3 METOIUKH «Bix [oprenpkoroy aecs-
THJIITTAMH 3aJIMIIABCA IMyTiBHUKOM Yy CBIT OasHHOTO HACTaBHUIITBA
YHMCIEHHUX BUXOBAHIIB MHUTI. MaHepa CIiNKyBaHHS BUKJagada
BUpI3HsUIACS TOJICPAHTHICTIO, 31 CTYICHTaMH BiH PO3MOBIISIB 3aBXK U
M’SIKUM, THXHM, CIIOKITHUM TOHOM, JOOPO3UYINBO, 3 yBAaroko 10 iH-
JMBIlyaJbHOCTI KOskHOTO. BogHouac y npodeciiinux BuMorax OyB
HaroJeriuBUM, 0e3 >xofaHoro naniOparctsa. lupokwuii npodeciii-
HUll kpyro3ip IBana ['oprenpkoro, HOro 3Ha4Ha MUCIICHHEBA [isUTb-
HICTb SIK TEOPETUKA MY3UKH YMOKJIMBIIIOBAIN OCSTHEHHS CTyJCHTa-
MU CKJIaJJHHUX BUKOHABCHKUX 3aBJaHb, 10 MaJIO 3HAYHUHN BIUIUB Ha
¢dopmyBaHHS iX iHTEpecy 10 TpH Ha OasHi.

IBan Mocunosuy TopnenpKuil BONCAB ACKPaBy CTOPIHKY B My-
3uuHe xuTTs Kutomupa apyroi nonosunn XX cronirrs. Horo Bu-
KJIaJalbka Ta METOIMYHA JisUTbHICTh 3HAYHO CIIPHsLIA aKaaeMizarii
0assHHOrO BHKOHABCTBa, (JOPMYBaHHIO KyJIBTYpH OasHHOI I'pH, Bil-
3HaYaIacs akKTUBHUM YNPOBAKEHHSIM HOBAaLiIHHOI I’ ATUTIATBIIEBOT
MO3ULIHHOI TpH, €(PEeKTUBHUM BHKOPUCTAHHSIM yChOTO MOTEHIiamy
BHOOPHOI cUCTeMU OasiHa Ha 3aHATTAX 31 CTYJCHTaMHU.
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IVAN HORLETSKY’S BAYAN SCHOOL IN ZHYTOMYR

Key words: musical art, bayan performance, bayan school,
Zhytomyr, Ivan Horletsky.

Zhytomyr has a long-established tradition of bayan and accor-
dion performance. Since 1936, the city has been home to a major
factory producing various types of bayans and accordions. The pro-
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fessional paths of such renowned bayanists as Anatolii Biloshytskyi,
Yurii Voievodin, Viktor Hubanov, Viktor Omelchuk, Borys Myron-
chuk, and others began here.

Ivan Horletsky, an eminent pedagogue and methodologist, and
a bayan instructor at the Zhytomyr Music College, was a central
figure in the development of bayan performance in Zhytomyr during
the second half of the twentieth century. He was born on 25 March
1938 in the village of Moroziv, Dunaiivtsi District, Khmelnytskyi
Region. He completed his studies at the Chisinau Music College
and the Lviv Conservatory, where he specialized in bayan perfor-
mance under the guidance of Mykola Rymarenko, a representative
of the school of Mykhailo Oberiukhtin. At the Lviv Conservatory,
Ivan Horletskyi pursued two specializations simultaneously—bayan
performance and music theory. His studies with leading Lviv mu-
sicologists provided a solid intellectual foundation for his future
pedagogical career. Horletsky’s long-term professional activity re-
veals distinctive features characteristic of the Lviv bayan school,
including a high level of intellectual engagement, the introduction
of progressive teaching methods, systematic study of performance
traditions, and a strong sense of historical continuity.

Ivan Horletsky worked at the Department of Folk Instruments
of the Zhytomyr Music College for thirty-four years. For a decade,
he served as head of the correspondence department and later as
chair of the folk instruments department. Horletsky’s wife, Svitlana
Naumivna Rolbina, also taught at the College. A highly skilled pia-
nist and pedagogue, she was remembered by students for her hu-
manity, warmth, and individualized approach to musical education.

With the passage of time and the accumulation of substantial
professional experience, it becomes possible to assess the scope
and significance of Ivan Horletsky’s pedagogical legacy. His bayan
school stood out prominently among those of other teachers and
virtuoso performers, making it especially important to examine its
defining characteristics.

Horletsky’s school was distinguished by a comprehensive and
integrated system of bayan training. It was grounded, above all, in
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a carefully structured approach to the entire performance apparatus,
including correct posture, hand positioning, the systematic forma-
tion of technical skills, mastery of articulation, detailed phrasing,
and a coherent fingering system. Particular attention was given to
the logic of musical form, as well as stylistic and genre-specific fea-
tures. Horletsky’s pedagogical strategies were aimed at cultivating
academic musical thinking and developing a refined bayan tech-
nique. Fundamental principles of violin and piano pedagogy were
actively employed, and special emphasis was placed on the interpre-
tation of polyphonic repertoire, notably works by J. S. Bach, as well
as sonatas by J. Haydn and W. A. Mozart.

Ivan Horletsky was widely recognized in the Zhytomyr region
as a distinguished teacher and methodologist. For decades, students
under his supervision completed the course Methods of Bayan Per-
Jformance at the Music College. In working with young children,
he consistently emphasized the importance of the initial stage of
instruction, demonstration through personal example, the develop-
ment of auditory perception and musical memory, and the activation
of fine motor skills. His pedagogical principles were systematically
implemented from the earliest stages of training, and his lecture
notes, published as Horletsky’s Methodology, became an essential
reference for many of his students. His manner of communication
was marked by tact and restraint; he spoke quietly and calmly, main-
taining a friendly and respectful atmosphere while paying close
attention to each student’s individuality. At the same time, he re-
mained firm and consistent in his professional requirements. Hor-
letsky’s broad musical outlook and strong theoretical background
enabled young bayanists to master complex repertoire and fostered
their sustained interest in instrumental performance.

Ivan Horletsky made a substantial contribution to the musical life
of Zhytomyr in the second half of the twentieth century. His pedagogi-
cal and methodological activity played a decisive role in the academiza-
tion of bayan performance, the formation of a high-performance cul-
ture, the introduction of innovations in positional technique, and the
effective use of the expressive potential of the left-hand keyboard.
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Binkpurrs mepimoro aBTOPChKOrO (PeCTHBANIBHOIO CE30HY B
Baiipoiiti 1876 poky CpU4YMHHIO HEMMOBIpHUH a)XioTax, CTAaIO
Tpiymdom aBTOpa, a peaiizallis BHUCTaB CIIpaBWJIa HaJ3BUYAIHE
BPaKCHHS Ha NPUXMJIBHHUKIB TA aHTAroHICTIB, AKi CKJIaJald 4uC-
JICHHY Ta Pi3HOIUIAaHOBY IyOniky. @pasa, HaBeIeHa B OJHOMY 3 TO-
MiB cepii Buganb 10 100-piuHOTO 1OBiNEt0 (hectuBamo — «He mu-
Tail, XTO TyT, MUTaii: Koro HemMae?» [2, ¢. 51], — Moxe ciayryBaTu
emirpadoM 110 3araJpHOTO 3pi3y aymuTopii Ta yBaru 10 HBOTO 3 il
0oky. L{ro MucTepKy MO0, KOIX KOMIIO3UTOP 3all0YaTKOBYE (ec-
TUBAJIb TiJIBKH 3apaJy BUKOHAHHS CTBOPEHOTO HUM YHIKaJIBHOTO B
OTIepHill icTOPil TBOPY, MO-Pi3HOMY CIpUIHSIIH cydacHUKH. [lompu
1le, HaBiTh CHUCTEMHI KPUTHUKH BiJ3HaYalH HETEpeBepIIeHY Ilijie-
cupsiMoBaHicTh P. Barnepa, sxuii Maiike MiB )KHUTTS HIIOB TO METH,
HEe3BaKAIOYHM Ha HEHMOBIpPHI MMEPETIOHN Ta IPUMapHICTh peai3arlii
3ayMy.

Bapro 3a3HaunTH, 1m0 BXE 32 KiJIbKAa POKIB €BpOIEHCHKA Ta
MiBHIYHO-aMepHUKaHChKa Tpeca Majia myOikaiii cToCOBHO MaiOyT-
HBOTO (DECTHBAITIO, BUCBITIIIOBAJIA TIEBHI aCTIEKTH HOTO OpraHizaiii.
Sk npukinan, razera «[moOycy, mo apykysanack y TopoHTO, Bke
1869 poky micTuiia Takuii Matepiai: «Barnep 3akiH4MB TpeTiO Yac-
TUHY cBOixX “HibemyHriB”, onepn TakuX TiraHTCHKUX PO3MIpIiB, 110
1i BUKOHAHHS 3aiiMe KUIbKa Houeil. OqHa ciieHa B Hi BUMarae ax-
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Bapiyma, m00 mepcoHa)ki — pycalkd, MOIVIM IUIaBaTH, CTpUOAaTH
31 CKeJli Ha CKEJII0 Ta MiPHATH B TNIMOWHM, BeCh Yac criBarouny [4].

Cam BuHYBaTelb OyB MEBHUM YMHOM HPUTOJOMILEHHH YCIHi-
XOM, a BXKE€ CydYacHi JIOCJIIIHUKUA Ha OCHOBI JJOKYMEHTAJIbHUX CBiJI-
YeHb HABOSTH Pi3HI Ta JiaMeTpalbHI BIITYKH, sIKi 00’ €IHAHI Jie-
SIKOIO PO3TYOJNIEHICTIO BiA M0OadeHoro, ajke BUCTaBU mepeOyBanu
11032 3BUYHUMHU TeaTpaibHUMU pamkami [1, c. 370]. 3puuaiino, Ha
TOH yac Bxe c(hopMyBaBcs IEBHHUI «OPE0» HABKOJIO KOMIIO3UTOPA,
SIKUM YCUTAKO TATPUMYBABCS HOTO MAaJKUMH NPUXUIBHUKAMH Ta
KOJIOM OJM3BKUX ApPY3iB, 1 XHI BIATYKH MICTHJIM LIJIKOBHUTE 3aXO-
rwieHHs. [lo3uwii Tux, XT0 HE OyB ANOJIOreTOM BarHEPiBCHKUX MPHH-
uumiB, nepeOyBanu B OibIIiH 00’ €KTUBHOCTI, IO JO3BOJISIE CKIIAC-
TH NPUOJIM3HY KapTUHY MHCTEIBKOI ofil i (hopmaTy peamizauii.

Pazom i3 3axomieHHsAM HaOynu MOIIMPEHHs] KPUTHYHI Ta Ha-
BiTh CaTUPUYHI Marepiaiiy, sSKi KeMKyBaJlW HaJ MHCTEIbKOIO CKJIa-
JIOBOIO Ta JIETaJIIMU BUCTaB 1 3BUYallHO — HaJ MOCTATTIO CAMOTO
KoMno3uropa. Jlexopaiiiiine BUpilIeHHs! 0allpONTCHKUX CIIEKTAKIIiB
JUISL CBOTO Yacy Bke Oyno 3acTtapinuM, amke Hanpukinni XIX cto-
JITTA BCE ILIe OPIEHTYBAJIOCh Ha MPAKTUKY OLIBII paHHIX 3pa3KiB i3
MICEBI0-ICTOPUYHOIO JIeTalli3ali€lo, sika MOCTYIIOBO BHUIO3MiHIOBA-
JIach 1 TsKIa y OiK OLIBIIOT0 CUMBOJI3MY Ta YMOBHOCTi. Ocoly
P. Barnepa nopiBHIOBa/IM 3 NMEpPCOHAKaMH HOTO LUKITY, HArOJIOUIy-
BaJIOCS HAa HEOAHO3HAYHUX MOMEHTax Horo 6iorpadii Ta ocoducTux
pucax i xapakTepi.

SIxmo yactuHa MyOIiKM poOuia aKEeHTH Ha 30BHILIHIX JeTa-
JsIX ToAil Ta oOcTaBuHAX peainizauii 3aaymy, mpodeciiiHi My3uKaH-
TH 3BEpTaJIM YBary camMe Ha MUCTELbKY CKIaJOBY Ta ii eJleMeHTH,
XapakTep My3W4HOI MOBHM i OCOOJMBOCTI CLEHIYHOTO BTiJICHHSI.
3BHuuaiiHo, came GalpolTChKa MpeM’ epa MOBHOTO LIUKITY J03BOJIHIIA
OTpPUMATH LITICHE YSBIECHHS Ta IMHOOKI BpakeHHS, a/IKe «HaIliBiIe-
raJibH1» MIOHXEHCHKI BUCTaBH NEPIIMX JBOX YAaCTHH, YTUICHUX SIK
3abaranka kopois basapii Jlronsira Il 'y 1869 («3omoto Peiiny») Ta
1870 («Banbkipis») pokax, HE Majl TOTO po3Maxy H MOBHOI Bif-
MOBIAHOCTI 10 3aaymy. [loOpe BimoMuM € ¢hakT, M0 NOCTAHOBKH
TaKOX OyJIM OHOYAacHO Mo3HavyeHi Gypopom Ta ckanganom: P. Bar-
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HEp HamaraBCsl YCUISKO MEPELIKOAUTH IMOKa3y X BUCTaB, yMO-
BuB [. Pixtepa (Hans Richter) He nupurysaru, a camoMy KOMIIO-
3UTOPY KOPOJIBCHKHM YKa30M 3a00pOHsIOCS OyTH MPHUCYTHIM Ha
pEeneTHIisX, 3p03yMiJio, IO BiH HE BBaKaB MOXKJIMBUM BiJIBiIaTH
1 mpeM’€pu.

[Ipu upomMy KinbkicTs myOiku B baiipoiiTi 3Ha4HO epeBuUILy-
Basa ii KiNBKICTh Ha MPHUIBOPHHUX BHCTaBaX, a 00’ €KTUBHICTbH Bpa-
KEHb HE MaJla KOPUTYBaTHCh 13 AYMKOIO MOHapxa, Xoya KPHTHKa
MIOHXCHCBKHUX BEpCiil Takoxk Maia micre [3].

OnHUM 3 THX, XTO 3aJIMIINB JOCHUThH PO3JIOTT KOMEHTapi M0A0
npem’epu Terpanorii, OyB K. Cen-Canc (Camille Saint-Saéns),
SAKHH 3 MUCTEUbKHX TO3WLIH aHaji3yBaB yTiJICHUH 3aIyM CBOTO
CTapIOro KOJIEeTH, 3 kUM OyB 3Haiiomuil 1ie Bijg 1860-x pokiB Ta
yacy noctanoBku «Tanreizepay» B [lapmwxi. K. Cen-Canc miarpu-
MYBaB BarHEpiBCHKY 1/1€10 CHHTE3y MUCTENTBA, X04a il KpUTHKYBaB
Jiesiki actekTn My3udHoi MoBu komno3zutopa. K. Jleorocci (Claude
Debussy) BUCIOBIIOBaB BIacHi 3ayBakeHHsI K 3 OOKy peaiiza-
i, Tak 1 My3HMKH, BPELIT] MiJCYMOBYIOUH BaXIUBICTh [lepcHs sk
YHIKaJIbHOTO MUCTELBKOTO SBHIIA. [HIII MUTLI 3aUIIMIA Pi3HOTO
pOAY croraay, y TOMY YHCI PO BIUIUB MEPErITHYTHX BUCTaB. [1o-
nioHO 1o Oinbin Bimomux aBTopiB, E. ['pir (Edvard Hagerup Grieg)
HamMcaB [HUKJI TOAOPOXKHIX JUCTIB 3 baiipoiiTa B HOpBE3bKY rasery
«beprencnocren» (Bergensposten). Y HuX BiH 3a3Ha4ya€e MPUCYT-
HICTh Pi3HUX MHUTIIB 3 YCHOTO CBITY, HaJ[3BHYAHy «KOHIIEHTPOBa-
HiCTBY y MicTi Biomux ocoGucrocreii. Moro Bpaxkenns ix TeTpa-
JI0T11 TeK HEOAHO3HAYHI, aJKe MO 3 MO3UTUBHUMU MOMEHTaMHU
BiJJ3HAUEHO I 3aBENMKY OOTSKEHICTh Y MY3HIII Ta Ha CIICHI.

P. Barnep Tako po3yMmiB HEJOCKOHATICTh HU3KH €JIEMEHTIB
MOCTaHOBKHM, MaB HaMip BHECTH 3MiHM JAJS MOKa3y HACTYIHOTO
POKYy, aiie, siK BifgoMo, (hiHaHCOBHM NeilUT HE JO3BOJIHB BTLUIUTH
ueit 3axym. Kozima, sika Oyna maiike cTeHOrpadicToM >KUTTSI CBOTO
YOJIOBiKa, 3a3Haunja B MIOACHHUKY 26 nunHs 1876 poky mpo «...
e rubIie po3ymiHHS HEOCKOHATIOCTI ipe3eHTallii!! BukoHanHs
BiJICTAaBaTHME BiJ] TBOPY HACTUIbKH, HACKLIBKY 1IeH TBip BiAMOBIIa€E
Hamomy gacy!» [5, c. 996].
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The opening of the first authorial festival season in Bayreuth
in 1876 provoked extraordinary public excitement and became a
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personal triumph for Richard Wagner. The realization of the perfor-
mances made a powerful impression both on supporters and adver-
saries of the composer, who together constituted a remarkably large
and heterogeneous audience. The phrase cited in one of the volumes
published for the centenary of the festival — “Don’t ask who is here,
ask who is not here” [2, p. 51] — may serve as an epigraph encap-
sulating the scale of attention focused on this event. The very notion
of a composer founding a festival exclusively for the performance
of his own work was unprecedented in the history of opera, and the
event was received in sharply divergent ways by Wagner’s contem-
poraries. Nevertheless, even systematic critics acknowledged the
composer’s unparalleled determination, noting that he had devoted
nearly half a century to the realization of his vision, overcoming
enormous obstacles and pursuing a project that for a long time ap-
peared purely utopian.

It should be emphasized that several years prior to the open-
ing of the festival, European and North American periodicals were
already publishing reports on the forthcoming Bayreuth project, ad-
dressing various aspects of its organization. Thus, the Toronto news-
paper The Globe published the following notice in 1869: “Wagner
has completed the third part of his Nibelungen, an opera of such gi-
gantic proportions that its performance will take several nights. One
scene requires an aquarium, so that the characters — mermaids —
can swim, leap from rock to rock, and plunge into the depths, all the
while singing” [4].

The composer himself was, to a certain degree, overwhelmed
by the intensity of the response. Contemporary researchers, drawing
on documentary sources, offer differing and even diametrically op-
posed assessments of the event; however, these interpretations are
united by a sense of astonishment at what was witnessed, since the
performances lay far outside the conventional theatrical framework
of the time [1, p. 370].

By that point, a distinct “halo” had already formed around
Wagner, sustained by his devoted admirers and a close circle of al-
lies, whose responses were marked by unreserved enthusiasm. More
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measured and analytical assessments were offered by observers who
did not identify themselves as adherents of Wagnerian aesthetics.
Their accounts make it possible to reconstruct a more balanced pic-
ture of the artistic event and the specific form of its realization.

Alongside admiration, the press also abounded with critical
and satirical reactions, often ridiculing both the artistic execution
and particular details of the productions — and, inevitably, the
figure of the composer himself. The visual design of the Bayreuth
performances was increasingly perceived as outdated: by the late
nineteenth century it still relied on earlier scenic conventions, char-
acterized by pseudo-historical detail, at a time when European stage
practice was gradually moving toward greater symbolism and the-
atrical abstraction. Wagner himself was frequently compared to
the characters of his Ring cycle; critics highlighted controversial
episodes of his biography, as well as aspects of his personality and
temperament.

While part of the audience concentrated on external circum-
stances and organizational aspects of the festival, professional musi-
cians focused primarily on the artistic substance of the enterprise —
the musical language of the works and the principles of their scenic
embodiment. The Bayreuth premiere of the Ring cycle in its entirety
made it possible, for the first time, to perceive the tetralogy as a
unified whole and to assess its cumulative artistic impact. In con-
trast, the “semi-legal” court performances in Munich — presented
as a personal initiative of King Ludwig II of Bavaria in 1869 (Das
Rheingold) and 1870 (Die Walkiire) — lacked both the intended
scale and fidelity to Wagner’s concept. It is well known that these
productions were likewise accompanied by furor and scandal: Wag-
ner attempted by all means to prevent their staging and sought to
dissuade Hans Richter from conducting. By royal decree, the com-
poser himself was barred from attending rehearsals and considered
it impossible to be present at the premieres.

At the same time, the audiences gathered in Bayreuth vastly ex-
ceeded those attending the Munich court performances, and specta-
tors were no longer constrained by the implicit necessity of aligning
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their judgments with the monarch’s preferences, although critical
responses to the Munich productions were also voiced [3].

Among those who left extensive and insightful reflections on
the Bayreuth premiere was Camille Saint-Saéns, who approached
Wagner’s undertaking from an artistic and analytical perspective.
He had been acquainted with Wagner since the 1860s, notably fol-
lowing the Paris production of Tannhduser. While Saint-Saéns
supported Wagner’s conception of the synthesis of the arts, he did
not refrain from criticizing certain aspects of the composer’s mu-
sical language. Claude Debussy likewise recorded his impressions
of both the staging and the music, ultimately acknowledging Der
Ring des Nibelungen as a unique artistic phenomenon of excep-
tional significance. Other artists produced memoirs and testimonies
reflecting on the impact of the revised performances. Among them
was Edvard Grieg, who sent a series of travel letters from Bayreuth
to the Norwegian newspaper Bergensposten. He noted the presence
of artists from all over the world and the extraordinary concentra-
tion of renowned cultural figures in the small town. His evaluation
of the tetralogy was ambivalent: alongside moments of admiration,
he remarked upon the excessive heaviness of both the music and the
stage realization.

Wagner himself was fully aware of the shortcomings inherent in
certain elements of the production and intended to introduce substan-
tial revisions in the following festival season. As is well known, how-
ever, severe financial constraints rendered these plans unrealizable.

Cosima Wagner, who meticulously documented her husband’s
life, recorded in her diary on 26 July 1876: “An even deeper aware-
ness of the imperfection of the presentation!! The performance will
lag behind the work just as much as this work corresponds to our
time!” [5, p. 996].
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CyyacHuil IpamMaTHYHUIA TeaTp 1 TeaTp JSUIbOK HEMHUCTHMI 0e3
3aCTOCYBaHHs LIMPOKOTO CIEKTpa TEXHOJOT1YHHX MpHioMiB. Po3-
BUTOK cleHorpadii, MynbTHMeAiiHUX 3ac00iB 1 TEXHIYHUX Mapame-
TPiB BiATBOPEHHS 3BYKY 3HAYHO PO3IIUPUB MOXIUBOCTI CLEHIYHOT
BUpa3HOCTi. TearpanbHHUl 3BYK NepecTaB CHOpUHMATHCS JIMIIE SIK
CYNpOBiJ, ajpke BiH HaOyBae 34aTHOCTI (OpMyBaTu pUTM, MPOCTIp
1 CEeMaHTHKY [ii.

VY mocraHoBKax, 341 ICHEHHX MiJ] Yac MOBHOMACIITaOHOI pOCiii-
CBKO-YKpaiHCBHKOT BifHHM, CIIOCTEpIrae€ThCsi MEBHUK Aiana3oH MOX-
JMBOCTEW Il BUKOPUCTAHHS TEaTPaJbHOTO 3BYKY: BiJ ()OHOBOTO,
UTIOCTPAaTHUBHOTO IO IHTETPOBAHOTO, APAMaTypriyHOro, 3 TMTHOOKUM
BIUIMBOM Ha XyIAOKHIO CTPYKTYypYy BHCTaBH. SIK 3a3Ha4€HO B CTaTTi
«Expanding Sound Design in Performing Arts», IpoTArOM TpHUBa-
JIOTO Yacy TeaTpajbHHUI 3BYK 3ajMIIABCS MiAMOPSAKOBAHUM HpOLe-
coM, «a subordinate work» [2]. OnHak cy4acHi TEXHOJIOTIT 3MIHIIN
HeH Mmiaxiza, JO03BOJMBIIM 3BYKY CTAaTH YacTHHOIO caMmoi Ipamaryp-
rii, BIUIMBAIOYU HA €CTETUKY 1 CTPYKTYpy BucTaBH. Lleii heHOMEH €
OJIHI€IO 3 KIIIOYOBHX TEHJCHLIN Cy4acHOTO CLEHIYHOrO MHUCTELTBA,
TOX PO3IISIHEMO HOTO Ha MPHUKIIAAaX.

Bucrasa «Beceaka Ha CaariBui» XapkiBCbKOro ajgptep-
HATHBHOTO He3aje:xHoro tearpy «Hadra» Oyna nocrasnena
BoceHu 2023 poky. ABTOPOM JApaMaTypridyHoro TEKCTy, pexuce-
POM 1 €IMHUM BUKOHABLIEM € XYIOXKHIH KEpiBHHUK TeaTpy ApTem
Bycuk.

Tearp «Hadra» He HamexuTh 00 MY3UYHHX TearpiB, HOro
OCHOBY CKJIaJIal0Th BUITYCKHUKH TearpayibHOro dakyinsrery XHYM
imeni [. I1. Kotnapescbkoro. [Ipote TeaTp akTUBHO 3BEPTAETHCS 10
ABTOPCHKOTO MY3WYHOTO pillleHHs, 30KpemMa, y BucTaBax «lllyp»
(pex. A. Bycuk, komm. C. Casenko, 2023), «CYBORG ORGY»
(pex. H. Xwxna, xomn. Nick Acorne, 2024), s sikux npodeciii-
HO THcanacsd My3HKa, ajie BiATBOPIOBAJACh y BUIVISAI (POHOTPaMHU.
Harowmicts y «Becenui Ha CantiBui» Oylo MponeMOHCTPOBAHO iH-
IV TiAXia, ToaiOHui 10 peanizoBaHOro y BUCTaBi «CTpaskIaHHS
Ha [onuapiBui» (pex. A. Bycuk, komn. O. ManaukoBcbka, 2018),
ne Oyno 3aisiHO My3HKaHTIB, sSIKi BAKOHYBaJIM CBOI MapTii Ha>KUBO,

— 194 —

V Yepkawuncoki uumanus

CUJISTYM B JIOXKI Tearpy. Y peneTHLIHOMY MPOLECi pexucep aKTHB-
HO BUKOPHCTOBYE MOHSTTS «CayHATPEK» y CEHC1 My3UYHO-3BYKOBOT
MapTUTYPH BUCTaBH.

3BepTarounch 10 JOpOoOKYy KHUIBCHKOTO JOCiiIHWKa Briamuc-
naBa OMensHYyKa, CHOPMYIIOEMO Take BU3HA4YeHHs TepMiHa: “Ca-
YHIATPEK y CLEHIYHOMY MHUCTELTBI — II¢ MYJbTHUDIBHEBa 3BYKOBa
MapTUTypa, CHHXPOHI30BaHa 3 aKTOPCHKOIO JII€I0, IO BIUTUBAE HA
CMHCJIOBE CIIPUHHSATTS CIOXKETY Ta PEKUCEPCHKUX akmeHTiB” [1].

Kommnozutopom BuctaBu «Becenka na CanTiBui» cTaB xap-
KiBcbkuid My3ukaHT I. KonzaparoB, BukOHaBISIMH — TpodeciiiHi
inctpymentanictu: B. Kounparos, Sl Begaman, C. Casenxo. [lin
Yyac BHUCTaBH MY3UKaHTH NPUCYTHI Y CLHEHIYHOMY MpOCTOpi U B3a-
€MOJIIIOTh 3 aKTOPOM.

My3H4YHO-3BYKOBE pIillIEHHS BUCTaBH BKIJIOYA€ TaKi CKIano-
Bi: Jrcuee myzuune eukonanus (My3uKa pearye Ha TEMIIOPUTM ak-
TOPCBKO1 il Ta (opMye eMOLiiiHI aKIEHTH); Hazamozon0CHicHmb
001020 akmopa (USHTpaJbHUI BUKOHABELb Y BUCTaBi BTIJIOE YO-
TUPBOX PI3HUX MEPCOHAXKIB, KOXKEH i3 SIKUX Ma€ BIAaCHUU TeMOp,
PUTM MOBJICHHS, IHTOHAL[IHHY MaHepy Ta JUHAMIKy romocy. Tax
(dbopMy€eThCst e€PEeKT BHYTPINTHHOTO aHCAMOJIFO, CBOEpITHA MOB-
JICHHEBO-BOKaJIbHA MOJi(OHIsI, Y KM aKTOp BUCTYIIAE SIK «OKUBHUI
THCTPYMEHTY); nid36yuKa cepedosuuja (aKyCTHUHI €IEMEHTH, 110
CTBOPIOIOTH aTMOc(epy MICBKOTO JKUTTS, 3BYK JOLIY, CHTHAJIU Te-
nedony. IxHe BiATBOPEHHS po3MOIiNeHe Mik KiTbKOMA JKepeIaMHu:
YacTUHA 3BYYMTH 13 TIONEPEIHBO 3aMMCcaHol OHOrpaMu, YaCTHHY
BHUKOHYIOTh HQ)KMBO MY3WKaHTH (yIapHi, ritapa), a MeBHI 3ByKH
MPOAYKYE caM aKTop uepe3 MiJI3ByuKy rojocom. Taka Gararomapo-
Ba CTPYKTypa CTBOPIOE €(EKT «3BYKOBOTO CEPEIOBHIIAY», Y SKOMY
JKUBE [is1); nio3eyuka minecnocmi akmopa (ockinbku A. Bycuk
Mpanoe y HanpsMi (i3UYHOTO TeaTpy, BayKJIMBOK YaCTHHOKO Ail
CTa€ 3BYK, SIKUHM HAPOIKYETHCS 3 PyXy Tijla: yaapH, NaJiHHs, TepPTs
tomo. Tino akropa (QyHKIIOHY€E SIK 3BYKOBUH iHCTpyMeHT). llpu
LIbOMY 3BYKOPEKUCEP Y peaJIbHOMY Yaci 3aCTOCOBYE Pi3Hi 3BYKOBi
edekTH: exBajizaliio, pesepoepaniro, 3MiHy BUCOTH TOHY, IO MiJ-
KpECJII0E MUTTEBI NIEPEXON MiXK MEPCOHaKaMHU 1 PO3IMIMPIOE 3BY-
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KOBY majiTpy. TakuM YMHOM, 3BYK BUCTaBH iICHYE SIK CTPYKTypHUI
€JIEMEHT JpaMaryprii.

BucraBa «Immnepist must die» XapkiBcbKkoro aep:;kaBHOIO
aKaJeMiuHOTO0 TeaTpy JsiIbokK iMeHi B. A. AdpanacbeBa Oyna 1o-
crasinena BIiTKy 2025 poky (pex. Oxcana J{miTpieBa, ipam. Okcana
I'punenko). Tearp 3BepHYyBCs 10 criBmpani 3 OiTMEHKepOM, KOMIIO-
sutopom DJ Kultivator, 1110 € iHHOBaIIfHUM PILlICHHSIM YIS [[LOTO
XKaHpy. EnekTpoHHa My3uKa JO3BOJIMJIA CTBOPHUTH BITi3HABaHUN
KYJBTYPHUH KOJ UIsl Cy4acHOI MiJUTITKOBOT aBAUTOPII.

[lig yac moka3iB BHUCTaBU 3BYKOOIEpaTop MpAIIOE B PEKUMI
BapiaTMBHOI MapTUTYPH, Pearyloud Ha aKTOPCHKY Hit0. Maroun Ha-
0ip eMOi€HTOBHX 3BYKiB 1 CEMIUTIB, BiH Iopa3y (GopMmye yHiKalb-
HY 3BYKOBY KOH(}irypairo, 3MiHIOIO4YH TeMOp, PUTM BiAMOBIIHO 10
cueHiyHoi aii. Takuil npuHUMIT CTBOPIOE €(EKT >KUBOI IMITPOBi3a-
1ii, y SIKOMY 3BYyK HapOJKYETbCs «TyT 1 Termep». OcobiuBe micue
y 3BYKOBOMY pillleHHI TOCigae e(eKT «ImiT4», KU BUKOPHUCTOBY-
€THCS AJIs IEPETBOPEHHS TOJI0CIB IepcoHaxiB. Lleit mpuitom Mae sik
KOMiYHe, TaK i JpaMaTu4He 3a0apBiIeHHS: y CIIEHAX 13 BUXOBATEIb-
KOIO TUTSYOr0 TabOpy B OKyNoBaHOMY KpuMy CTBOPIOE IPOTECKHY
JIEMOHI3a11it0 00pa3y a0o K HAaBIAKW — BUCMIIOBaHHS; y CIICHAX 13
IITBMU JI0Ja€ HalBHOT KOMIYHOCTI.

3BYKOBE PILICHHS IPYHTYETHCSI HA TAKUX MPUHLIUIAX: EEKTPO-
HHa eCTETHKA 3ByYaHHsI; CIIIBTBOPUICTh 3BYKOPEKHCEPA, KOMIIO3UTOPA
1 aKTOpiB; BapiaTUBHICTb MAPTUTYPH; 3BYKOPEKHUCED K BUKOHABEL.

InrocTpaTuBHUI MiAXIA 3aJIMIIA€THCA XapaKTEPHUM ISl HU3-
KH TIOCTAaHOBOK XapKiBCHKOTO JIEPKABHOTO aKaJeMiuHOIO Tearpy
imeni I. @. KBitku-OcHOB’sHeHKa. Y LUX BUCTaBaX MY3HKa BHKO-
HY€ POJib Ta W 4acTo JOOMpaeThCs 3 yKe iCHyIouMX (hpparMeHTis,
0e3 yyacti koMmo3utopa. Takuil miaxin He nmepegdadae CTBOPEHHS
LTICHOT 3BYKOBO{ KOHIIETILIT if MOYKE 3yMOBJIIOBATH TPUBIAIBHICTD Y
MY3UYHOMY BHpILICHHI.

[lincymoBytouH, 3ayBa)kuMO, IIIO 3ByKOBa JIpaMarypris y Te-
aTpi MocTae K BayKJIMBa CKJIaJ0Ba Cy4acHOTO CLEHIYHOI'O MHUCTE-
1TBa: BOHA ()OPMY€E CEMAaHTHUKY NOAIN, KEPYE PUTMOM PO3BUTKY CIO-
KETy Ta B3a€MOJI€ 3 IPOCTOPOM 1 TIIOM aKTopa.
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Modern dramatic theatre and puppet theatre are inconceivable
without the extensive use of technological tools. Advances in
scenography, multimedia practices, and the technical parameters
of sound reproduction have significantly expanded the expressive
capacity of the stage. Theatrical sound is no longer perceived merely
as accompaniment: it increasingly functions as a formative element
that structures rhythm, spatial perception, and the semantic field of
stage action.

In productions created during the period of the full-scale Russian—
Ukrainian war, one can observe a wide spectrum of approaches
to theatrical sound—from background and illustrative usage to
integrated dramaturgical sound with a profound impact on the artistic
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structure of the performance. As noted in the study Expanding Sound
Design in Performing Arts, theatrical sound for a long time remained
a secondary element, “a subordinate process” [2]. Contemporary
technologies, however, have transformed this paradigm, enabling
sound to operate as an integral part of dramaturgy itself, shaping both
the aesthetic and structural dimensions of performance. This shift
represents one of the defining tendencies of current performing arts
and may be examined through specific case studies.

The performance Rainbow over Saltivka by the Kharkiv
alternative independent theatre Nafta premiered in the autumn of
2023. The dramaturgical text, direction, and solo performance were
created by the theatre’s artistic director, Artem Vusyk.

Although Theatre Nafta does not belong to the category
of musical theatres — its core ensemble consists of graduates of
the Theatre Faculty of the Kharkiv 1. P. Kotliarevsky National
University of Arts — the company actively engages with original
musical solutions. This approach was previously demonstrated in
productions such as The Rat (dir. A. Vusyk, comp. S. Savenko,
2023) and Cyborg Orgy (dir. N. Khyzhna, comp. Nick Acorne,
2024), where professionally composed music was reproduced via
phonogram. In Rainbow over Saltivka, however, a different model
was adopted, akin to that employed in Sufferings in Honcharivka
(dir. A. Vusyk, comp. O. Malatskovska, 2018), involving live
musicians seated in the theatre box and performing during the
action. Within the rehearsal process, the director actively works
with the concept of the soundtrack as a musical-sonic score of the
performance.

Drawing on the research of Kyiv-based scholar Vladyslav
Omelianchuk, the following definition may be formulated: “In
the performing arts, a soundtrack is a multi-layered sound score
synchronized with the actor’s action, influencing the semantic
perception of the plot and shaping the director’s expressive
emphases” [1].

The composer of Rainbow over Saltivka was Kharkiv-based
musician [. Kondratov, with live performance by professional
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instrumentalists V. Kondratov, Yan Vedaman, and S. Savenko.
During the performance, the musicians remain within the stage
space and engage directly with the actor.

The musical-sonic architecture of the performance
comprises several interconnected components: live musical
performance, in which music responds to the tempo—rhythm of
the actor’s action and articulates emotional accents; polyphony
within a single actor, as the central performer embodies four
distinct characters, each with an individual timbre, speech rhythm,
intonational pattern, and vocal dynamics, thereby producing an
internal ensemble and a form of speech—vocal polyphony where
the actor functions as a “living instrument”; amplification of
the environment through acoustic elements evoking urban life,
rainfall, and phone signals, distributed across pre-recorded
tracks, live instrumental sounds (percussion, guitar), and vocal
amplification generated by the actor himself — this multilayered
construction creates a sonic environment within which the action
unfolds; and amplification of corporeality, since Vusyk’s work
in physical theatre foregrounds sounds produced by bodily
movement — impacts, falls, friction — transforming the actor’s
body into a sound-generating instrument. Simultaneously, real-
time sound processing (equalisation, reverberation, pitch shifting)
underscores instantaneous character transitions and extends
the sonic palette. In this way, sound functions as a structural
component of dramaturgy.

The production Empire Must Die by the Kharkiv State
Academic Puppet Theatre named after V. A. Afanasiev premiered
in the summer of 2025 (dir. Oksana Dmytriieva, dram. Oksana
Hrytsenko). An innovative aspect of this project was the
collaboration with beatmaker and composer DJ Kultivator — an
unusual choice for the puppet theatre genre. Electronic music
enabled the creation of a recognisable cultural code oriented toward
a contemporary teenage audience.

In this production, the sound operator functions within a
variable-score framework, responding dynamically to the actors’
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actions. Drawing on a palette of ambient sounds and samples,
each performance produces a unique sonic configuration, with
timbre and rhythm continually adjusted to the stage action. This
principle generates an effect of live improvisation, in which
sound emerges “here and now”.A distinctive role is played by
pitch manipulation, used to transform the voices of characters.
This technique acquires both comic and dramatic dimensions: in
scenes featuring the camp educator in occupied Crimea, it creates
either grotesque demonisation or ironic ridicule, while in scenes
involving children it introduces an element of naive playfulness.

The sound concept of the production rests on several principles:
electronic sound aesthetics; co-creation among sound designer,
composer, and actors; variability of the score; and the sound designer
functioning as a performing participant.

At the same time, an illustrative approach to sound remains
characteristic of several productions at the Kharkiv State Academic
Theatre named after H. F. Kvitka-Osnovianenko. In such cases,
music primarily serves as background material, often assembled
from pre-existing fragments without the involvement of a composer.
This practice precludes the development of a cohesive sound concept
and may result in conventional or trivial musical solutions.

In conclusion, sound dramaturgy emerges as a crucial
component of contemporary theatrical art: it shapes the semantics of
events, regulates the rhythm of narrative progression, and interacts
dynamically with space and the actor’s body.
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Han3BuuaiiHo MIBUAKHMIA PO3BUTOK HAayKW MPU3BOIUTH JIO TO-
CTIMHUX OHOBJICHB 1 3MiH, L0 BiAJ3€PKATIOIOTHCS B HAYKOBUX TEK-
ctax. HaykoBi TeKCTH MOCTAIOTh KOMYHIKAYIIIHOIO TAHKOI0 MIX JI0-
CIITHUKAaMH, TTOEJHYIOUHM MHHYJE, TEIEpPilIHE Ta MalOyTHE B M-
HIi TUTOIIWHI, Ie MK HUMU HeMmae Mex. Lle mpuBoauTh 710 TOTO, 110
Oy/Ib-sIKa CMHUCIIOBA OJTUHHUIIS ICHYE OOHOUACHO | 8 00HOMY 8UMIDL
3 yciMa CBOIMHM MOINEPEAHIMU W HACTYIIHUMH OHOBJICHHSIMH. YHa-
CJIIJOK LOTO TEPMiHU MOKYTbh 3MiHIOBATH CBOE HAIIOBHEHHS, CBOIO
crierudiky, a 4acoM — 1 CBOE 3HAYCHHSI.

Koxxen HaykoBelb, CHPSIMOBYIOUM CBOE JOCIHIJKCHHS Ha KOH-
KpEeTHHI 00’ €KT 1 CTaBISIUM TIepes] COOO0I0 TIEBHY METY, TaK UM iHAKIIe
nepeOyBae B MeKax OJHi€l KOHIEMII 3 BUOpaHOI METOAOJIOTIENO.
JKuBi i1 HacuueHi BHYTpIIIHI IPOLIECH BCEPEAMHI JOCHIIKCHHS CKe-
POBYIOTH HAaYKOBI[SI BUOUPATH 13 €AMHOTO YaCO-IPOCTOPOBOTO OIS
HayKOBOTO IMi3HAHHS KOHKPETHI TepMiHU Ta ixHi AediHiuii i onepy-
BaTW caMe HUMH TIiJ] 4YaC CTBOPEHHS TEKCTY, 10 3aBKAN € aKTHBHUM 1
BCTYIIA€E B TiaJIOT 3 yCiMa iICHYIOUMMHU Ta U4e He ICHYIOYUMU TEKCTaMU.

[lix yac Takoro Aiajgory He MOXYTb HE BUSIBUTHCH NEBHI Cy-
MEPEeYHOCTI B iHTEpIpeTaLii MOHATh YH SIBUIL, KOJIH B OJHOMY TEK-
cTi BOHM HaOyBalOTh OAHOTO 3HAYCHHS, a MOTPAIUISIOUN B 1HIIMK
KOHTEKCT, 3MIHIOIOTh Horo abo HaOyBaroTh iHmoro. Lle HopmaisHO
JUIs1 )KUBOTO CIIIJIKYBaHHSI, 0COOIMBO BPaxoBYIOUH T€, IO HAYKOBHUI
JUAIOT — I 3aBXKIU HOMIPOHIUHA 83AEMO0In 20710CI8.

Cepen iHIIIOTO, OJTHUM 13 HACIIIJIKIB TaKoi B3aEMOJIii CTA€ YTBO-
PEHHS aHAXpOHi3Mi6 — TOOTO TIOMUJIKOBHX IEPEHECEHbB SIBUILL, TI0-
HSTH, ySBJICHb YU LIHHOCTEH 3 OJJHOTO iCTOPUYHOTO Yacy B IHIIHH.

— 201 —



My3uka i meamp 6 ymoeax KOMyHIKayiliH020 Xa0cCy Cb0200CHH

VY My3uKO3HABCTBI IpoOiieMa aHAXPOHI3MIB € OCOOJIMBO aKTy-
aNbHOIO | YyTIMBOIO: aHali3 Oyab-sKoro apredakTy He Oyne IMoBHO-
HiHHUM 0€3 iCTOpPMYHOTrO 3aHYPEHHS, a KOJIM MijJ Yac IIbOTO 3aHy-
PEHHSI HAIUITOBXHYTHUCh Ha HEMPAaBHJILHUN OPIEHTHP, MOJANIBIINN
HUISIX AOCIHIPKEHHS MOKE IPU3BECTH 10 XMOHUX BUCHOBKIB.

IcHyOTB pi3HI MiAX0IH, IO MAIOTh Ha MET1 BUSIBUTH aHAXPOHI3-
MU i JOTIOMOI'TH HAayKOBLSIM HE 3a0JTyKaTh Ha CBOEMY LUTAXyY. Kapi
Janerays 3aknaB ¢pyHIaMeHTaNbHY (Pi10cOPCHKY OCHOBY Cy4acHOT
ICTOPIT MY3UKH, CHCTEMHO OIUCABIIU MPOOJIEMY «icCHOpuuHoi ouc-
manuii» (Dahlhaus, 1983). Jlixis [oep BBena ysBI€HHS PO TE, IO
0arato MOHSATh MY3HKO3HABCTBA — L€ ICMOPUYHI KOHCMPYKYIT, 2
HE yHiBepcallii, i BUCBIT/IMIA aHAXPOHI3M HE SIK IOMHJIKY, a SIK CHC-
TEMHY BJIAaCTUBICTh My3uuHOTO AucKypcy (Goehr, 1992).

e omuH miAXix 3amponoOHyBaB aMEPUKAHCHKUH MY3HKO3HA-
Benb Pivapn Tapyckin y mectutomuiid npani «The Oxford history
of Western music» («Oxcopacbka ictopisi 3axiTHOI MY3HKH»)
(Taruskin, 2006: 11). Mloro MeToa KOHCTPYIOBAHHS My3HYHO-iCTO-
PUYHOI PETPOCHEKTUBU IPYHTYETHCS HA «eKAEKMUYHIN MHOMNCUH-
Hocmi nioxo00ié 00 cnOCHEPeI’CyBAHUX AGUU{ MA HA 3HAYHOMY
posuwupenni chepu cnocmepencennsny (Taruskin, 2006: 11). Ha-
YKOBEIb aHaNi3ye MY3UKY SIK COLiaJIbHMM KOHCTPYKT 1 TparHe 3a-
3UPHYTH 32 3BHYHI MEXi My3U4YHOTO apTedaxTy (JOCTIIUTH Te, IO
nepeOyBae B IHIIMX MDKIUCUMIUTIHAPHUX BUMIpax) i UM CaMUM
nocarti 00’ ekTuBHOCTI. Takuil MeTOR J03BOJISiE YHUKHYTH Tele-
OJIOT1YHOCTI ¥ peNyKIiOHICTCHKOTO CIIPOIIEHHS Ta BOAHOYAC — BU-
CBITJIMTH OararorpaHHiCTh iICTOPUYHUX TpoLeciB. TapycKiH CTaBUTh
3a co00I0 METy JICKOHCTPYIOBATH iCHYI0UI Mi()M i KpUTUYHO OCMHMC-
JIMTH aHAXPOHI3MHM, TOXK Yy CBOIH mpaii BiH HE JIMILE BUSBIISIE aHAX-
poHi3MHU, a i knacu(ikye X 3a IPUHIUIIOM BUHUKHEHHS.

BonHouac psii HayKOBIIB pO3IIISAAI0TE aHAXPOHI3M K KOpuc-
Hull incmpymenm YNOPSAKYBaHHS 3HaHHS, KaTeropusalii Ta BcTa-
HOBJICHHSI aJIeKBaTHUX 3B’s3KiB. Hampukiaza, HiMEUbKHUH iCTOpUK
Paiinrapt Kosemnek (Geschichtliche, 1997) ananizyBa aHaxpoHi3m
K HEOOXiJHUI eJIeMEeHT ICTOPUYHOTro Mi3HaHHs. BiH Ta fioro komneru
y npaii «OCHOBHI iCTOPHYHI TOHATTSD) 3a3HAYaJIH, 10 HEMOKIINBO
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MUCATH iCTOPit0, HE BUKOPUCTOBYIOUM MOBH Ta MOHSATH CHOTOACHHSI.
ToBopsiun npo «zepxaBy» B CepeHbOBIUYI 200 PO «PEBOIIOLIION»
10 1789 poky, Mu HEMHHYYE BKJIAIa€MO B IIi CJIOBA Cy4YacHi 3Ha4eH-
HS, CTBOPIOIOUM cemacionoziunuii anaxponizm. Moxe BHUIATHCH
mikaBuM, 110 110 KiHisg X VIII cTomiTTs TepMiH «peBOMIOLisN» OyB Tie-
PEBaYKHO aCTPOHOMIYHMM (IIO3HAYaB PyX IO KOJIY, TOBEPHEHHS) 200
K MaB MeTadopHyHe 3HAUCHHS MOBEPHEHHS 10 MOYaTKoBOTO (Kpa-
oro) crany. A Bxe micist @paHIy3bK0i peBOMIOLIT MOHATTS HAOYI0
CBOTO CY4acHOTO 3Ha4eHHs: KepOBaHUM, CIPSMOBAaHHUN yriepe] Ipo-
1iec, 0 HE3BOPOTHO BEJIE JIO SIKICHO HOBOIO MalOyTHBOTO. Takum
YMHOM, Ha OyMKy Kosemneka, 3amicTh TOro, mio0 MOBHICTIO YHUK-
HYTH aHaXpoHI3My, CIiJ HOTO yceidomaeno ananizyeamu, i came
pi3HULA MDK ICTOPUYHHAM Ta Cy4acCHUM 3HAu€HHSM JO3BOJISIE JO-
CJIITHUKY BCTAHOBUTH HEOOXiIHY AMCTAHLIIO 1 3pO3YMITH YHiKalb-
HICTh iICTOPUYHMX MPOLECIB. Y TakOMy BHIAAKYy aHaXpOHI3M CTae
KOPHCHHUM 3aC000M YHOPSIIKYBaHHS, OCKIJIBKH JTO3BOJISIE HE TUIBKU
MpoaHaji3yBaTu caM iCTOPUYHUHN MPOLIEC, a i MPOCIiAKYBaTH 3MiHU
B CBIJIOMOCTI HOTO Cy0’€KTIB.

OTxe, MU yCBIJOMIIIOEMO, L0 aHAXPOHI3MH € IPUPOTHOIO Yac-
THHOIO JKMBOTO HAayKOBOTO THCKypcy. lIpore siky ponb Bifirparoth
AQHAaXpOHI3MHU B TPOLIEC] HAYKOBOI KOMYHIKalLlii — YU MPU3BOIATH
BOHHM JI0 XaoCy, Y CTBOPIOIOTH MOPsA0K? Mu HaBeaeMo JeKilbka
3pa3KiB aHaXpOHI3MIB Ha MPHUKIAIl TiTAPHOTO W AMPUTEHTCHKOTO
MHCTEUTB, SIKi MpoaHanizyeMo U kiacugikyemo 3a KoHuemnuito Pi-
yapna Tapyckina, miciis 4oro cnpoOyeMo BiAMIOBICTH Ha 11€ MUTaHHSI.

[pyHTOBHUI JeTaNbHUI aHAII3 BMIIIEHO B OCHOBHOMY J0CIi-
JoKeHHI. BxakeMO OCHOBHI BUJM THX aHaXPOHI3MIB, sIKi BUCBITIIIO-
FOThCS, Ta IXHIO CTIeUQIKY.

* Ecenyianizayis cmunto: e aHAXPOHI3M IOJIATAE B TOMY,
[0 ICTOPHKM HAaKJIaJaloTh 3a37alierilb BU3HAUEHI, yHIBEpCaJbHI
KaTeropii CTUIIIO Ha iCTOPUYHI SBUIIA, ITHOPYIOUH TXHIO YHIKAIbHY
KOHTEKCTyalbHY MpUpony. TakuM YHMHOM, TBOPYIiCTh MUTIS «ECEH-
Liami3yeThCs» 5K, HAPUKIAA, «POMaHTHYHA» JIMIIE Yepe3 Te, L0
BiH J)KUB B €II0Xy POMAaHTHU3MY, 1 TP bOMY HE HAJIA€THCS 3HAYCHHS
TOMY, IO MOTO TBOPYICTH MOXKE MaTH 30BCIM iHIIY CTHUJIBOBY Ha-
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NpaBJIeHICTh. AHaNi3yI0ul BUHUKHEHHS [IbOTO aHAXPOHI3MY, MH HE
JIMIIE 3HAYHO TIIMOLIE YyCBIJOMIIIOEMO OCOOIMBICTh TBOPYOCTI MEB-
HOT'O KOMIIO3UTOPA, a i BUCBITIIIOEMO criel(iKy PO3BUTKY OKPEMOi
cdepu muctenTBa (y HalIOMY BHIIAJKy — TiTApHOTO) B TMIEBHUM I1e-
piof, BiI3HAYAFOYH BAYKJIMBI BIJIMIHHOCTI BiJl 3araJIbHUX TEHJICHIIIH.

* [3onayia xy0oxcHix nPpaKmuk 6i0 iCmMopu4YHUX YMO8: AHaAX-
POHI3M ToNIsATae B OOMEKEHH1 aHaji3y IeBHOTO SBUIIA IIJISIXOM BiJl-
PHBY BiJ KOHTEKCTY, Y SIKOMY BOHO iCHyBasio. AHaji3 Takoro aHax-
POHI3MY 103BOJIsIE 3pOOUTH BUCHOBKH, 3 OAHOTO OOKY, po crenui-
Ky CaMOro AOCHiKEHHS, a 3 JPYTroro — MpO YHIKaJIbHICTh MEBHUX
SIBUIIL, SIKa JI0 I[LOTO MOTJIa HiBEIIOBATHCH.

o Tepminonoziuna inghnayin: yHACIIZOK TEPCHACUYCHHS Ta
HaJIMIpHOTO PO3LIMPEHHS TEPMiH BTpayae CBOIO LIHHICTb. AHami3y-
104U [IeH aHaXpOHI3M, MU YCBiIOMIIIOEMO 0araro3HauyHiCTh MEBHUX
TIOHSATH 1 TEPMIHIB, @ TAKOK HEOOXiJHICTh PO3KPHUTTS KOHTEKCTY JJIsI
TOYHOTO PO3YMIHHS SIK CYYaCHUMH, TaK 1 MaliOy THIMHU PELHITiEHTAMH.

o Jlemepminicmcokuii apzymeHm: iCTOpis TOAAETHCS SIK JIaH-
IOI TPUYMHHO-HACIIAKOBUX 3B’SI3KiB, Ji¢ HACTYNHHMH eTam «3a-
BYACHO BHU3HAYAETHCS» 1 MEpeBaXkae Morepeanid. AHaIi3youn uei
aHaxXpOHI3M Ha TPUKIAJ] HiBEJIIOBAaHHS 3HAYEHHS JIIOTHI SIK TIOBHO-
IHHOTO CaMOCTIHHOTO 1HCTPYMEHTa B JOCIIIKEHHSX, TPUCBSYE-
HUX BHCBITJIICHHIO iCTOPii PO3BUTKY TiTapH, MH YCBIJOMIIIOEMO KO-
MYHIKaTHUBHHUI XapakTep iCcTopii, A€ pi3Hi eleMEHTH iICHYIOTh HE B
1305111, @ B aKTUBHIN B3aeMoii OfHEe 3 OZHUM, 1 TaKa B3a€MOLIA
MDK MEBHUMH €JIEMEHTaMH Ta SBHIIAMU 3HAXOIUTHCS Ha PI3HUX
PIBHSX, YHACIIZIOK YOTO ICTOPUYHHUI IpoLec MmocTae dararomapo-
BOIO MOITi(hoHIETO.

e Pempocnekmugnuii anaxponizm (presentism). CXWIbHICTb
TIyMAauuTH MUHYJIE 4epe3 MOHATTS, LIHHOCTI i Kareropii cydvac-
HOCTI. AHami3yrouu 1el aHaXpoHi3M, MH MiIKPECIIOEMO Ba)IIH-
BICTh 3pPO3YyMIJIOCTI HayKOBOI MOBH 3aJIXKHO Bil KOHTEKCTY, aJKe
B TICBHUX BUNAJIKaX € HEOOXiIHOI «iCTOPUYHICTHY» TEpMiHA, a B
NEBHUX — HOT0 JOCTYMHICTH 1 YHIBepCcaJlbHICTh, IO 3a0e3meuye
BUCBITJICHHS PI3HUX €TaIliB Ta €JIEMEHTIB iCTOpil SIK YaCTHH OAHOTO
[7100JILHOTO TIPOIIECY.
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» Teneonoziunuit anaxponizm: TICHO TIOB’sI3aHUH 13 JeTepMi-
HICTCBKAM apryMEHTOM — TIOIISIJ] Ha iCTOPIIO SIK HA HEMHUHYYHWH,
[UIECHIPSIMOBAaHUH PyX IO SIKOICh 3a3[aJieTi[b BU3HAUYEHOT METH.
AHaIizyrou BUHHKHEHHS [OTO aHAXPOHI3MY, MU MOXKEMO Kpaiie
YCBIJIOMUTH TIPHPOY NEBHUX SIBUILL, SIKa TIOCTAE HE BHIIAIKOBICTIO,
a pe3yJabTaroM TPHUBAJIOro (OpPMYBaHHS Ha MIATPYHTI MOMEpeTHIX
SIBUIII Ta €TaIiB, X0ua MPSMUI 4aCOBUH 3B’ 30K MK SIBHIIIAMH MOXKE
OyTH BIICYTHIH.

Sk mpuKIIaq HaBeIEeMO OJIMH 3 BUIAJIKIB aHaXPOHI3MIB, HOro
kacudikariro 3a P. TapyckiHuM Ta 3HaUCHHS aHAII3Y.

Murara, 1xe-

Tun anaxponizmy

peio Honcuenns (3a P. Tapycki
[urara: BOPHUICTb TiTa- |Ecehuianizauia cmunio:
«...[Fernando] |pucTiB i KOMITO- [[I€if aHAXPOHI3M TOJIATAE
Sorwas the sutopiB @ep- B TOMY, 1110 ICTOPUKH Ha-
greatest Hanmo Copa Ta  [KITaaioTh 3a37alerilb

guitarist of the
Romantic era.»
(Depuanoo
Cop 6y¢ naii-
GU3BHAUHIWIUM
eimapucmom
\Pomanmuunoi
enoxu)
(Frangois,
2020).

[lurara:
«Cepen aBTOpiB
MY3UKH JJISI PO-
MaHTHYHOI Ti-
rapu — Depu-
Hano Kapysi
(1770-1841),
Depnanno Cop
(1778-1839),
Maypo JIxy-
imiani (1781—
1829)» (T'itapa,
2016)

Maypo Jxymniani
MaCTO BiIHOCATH
1O CTHITIO €TTOXH
Pomantusmy, a
CaMUX KOMITO3H-
TOPiB MapKylOTh
SIK TIpEJICTaBHU-
KiB pOMaHTHU3-
My, TIPOTE 1Ie

HE BiAMmoBigae
IIIHCHOCTI, aKe
TXHSI TBOPYICTh
HAJIeKUTH 10
TpamuIii Kia-
cunusmy. Lle
OB’ SI3aHO 3 THUM,
IO TiTapHa My-
BHKa PO3BUBAJIA-
Cs1 He CHHXPOHHO
i3 3arajJbHUMH
TEHICHIIISIMH, a 3
[ICBHOIO 3aTPUM-
KO0 4epes3 Bif-
CYTHICTb TaKoro
TPUBAJIOTO aKa-
IEMIYHOTO TS~
Xy, SIK B 1HIIAX
IHCTPYMEHTIB

BU3HAUCHI, yHIBepCaJIbHI
Kateropii crumo («Poman-
mu3My, «Kinacunusmy) Ha
iCTOpUYHI SIBHIIA, iTHO-
PYIOUH IXHIO YHIKaJbHY
KOHTEKCTyallbHy PHPOLTY.
Taxum unHOM, TBOpU Copa
it JlxymiaHi «eceHIiamizy-
IOTBCS» SIK «POMAHTHYHI»
UTHIIITE 3a AaTOIO0, a HE 3a
ctrieM. CTHIIBOBI 0CO-
OIMBOCTI TiTapHOT TpaIHIIii
ITHOPYIOTBCSI HA KOPUCTh
3arajgbHOTO, EMOXaIbHOTO

KA.
E&?Oﬂﬂy‘i}l XVOOHCHIX NPAK-
muk 6id icmopuynux
YMO8: ICTOPist My3UKH HE

€ €IMHUM MOHOJIITHUM
MMOTOKOM; Pi3Hi KaHPH Ta
[HCTPYMEHTH PO3BUBAIOTh-
cst mo-pizHoMy. HasuBaroun
Copa it JIxxyniani «pomaH-
THKaMI», aBTOPH 130JI0I0Th
TXHIO crienuQiuHy MpaKTh-
Ky (TiTapHy MY3HUKY) Bix il
peaybHUX, KIACHI[UCTHY-
HHX CTHJIbOBHX Ta €CTETHY-
HHUX YMOB

3HaveHHsI aHAJII3Y

Ww
aBJISIKW aHAJ3y

LIbOTO AHAXPOHI3MY
MOKHA YITKIIIe YCBi-
ITOMHUTH YHIKQJIbHICTb
PO3BUTKY TiTapHOTO
MHUCTELITBA: Y TON
gac, KOJIM B 3arajbHil
icTOpil My3UKH NaHye
POMAaHTH3M, KOMITO3H-
TOPH, 110 MHCANHN JUIS
riTapy, CIIUpaich
Ha CyTO KJIaCH4H
Tpamuiii. YHaCIiIoK
{Oro0 riTapHa My3uKa
riel 100U Maitxke He
KOPEJTIO€E 3 TIOMIHAHT-
HIMH MHCTEI[bKIMHI
MEHICHIIISIMHA E€TIOXU.
Bonnouac Copa i
JDxyniaHi He MOXHaA
0e33acTepexHO Ha-
3BaTH MpEJICTaBHHUKA-
mu enoxu Knacu-
[I13MY, OCKIJIBKH
BOHH BUXOJISTH 32
MEK1 XPOHOJIOTTUHHX
PaMOK IIbOTO CTHITIO.
OTxe, aHai3 3raja-
HOTO aHAXPOHI3MY
Imae 3MOr'y TOYHiIIe
OKpECIUTH crenudi-
Ky i caMOOYTHICTb
PO3BUTKY TiTapHOTO
MHCTEITBA
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Otxe, MOXXHa 3pOOMTH BHCHOBOK, IO AaHaXpOHI3MH €
Hegi0’eEMHUM eNleMenmom HAyKo8oi KoMyHiKayii, a TXHS NPHUCYT-
HICTb JIMIIIE MIJKPECIIOE T€, 10 HAYKOBUI TEKCT € KUBHM 1 aKTHB-
HUM, aJiKe OCTiiiHO nepelyBae B [1iao3i KyJIbTyp Ta eToX.

VYkpaincbkuii mucbMeHHUK Makc Kinpyk y pomani «He o3upaii-
cs 1 moBum» (Kinpyk, 2017: 111) 3ragye po3ain «3amepsna piuka» 3
kuuru bpasita [pina «CTpyKTypa KocMOCY», 1€ aBTOP BUCBITIIOE Yac
1 IPOCTIp SIK «KMOHOJITHY OpHITY JbOIY 13 HAMEPTBO BMOPOKEHUMH
B Hel MOMEHTaMm, JIe «PyX i3 MHUHYJIOTO B MallOyTHE HE pyHHYE MU-
HYJIOTO Ta He (POpMy€ MallOyTHHOT0», OCKIIBKY MUHYJIE, TETIEPILIHE
1 MalilOyTHE iICHYIOTh B OJIHIH IJIONIMHI. ¥ KOHTEKCTI JOCIiIKESHHS
AQHAaXPOHI3MIB ISl TEOPisl MOCTae 0COONMBO LIKABOIO, aPKe aHaXpo-
Hi3MH, SKIIO BOHM HE CTBOPEHI HAaBMHCHO, HANPHKIAA, y pPaMKax
MIEBHOI 1/1€0JIOTi1, € CBIJUEHHSIM TaKOTO HAPAIe1bHO20 ICHY8AHHS
PO3IiICHUX ICTOPUYHOIO IUCTAHIIEI0 TIOHSITH, SIBUIL, YSABJICHB TOLIO.

Tox 3amicTb TOrO, OO HAMaraTucs NOBHICTIO YHUKHYTH aHaX-
POHI3MIB, CITiZ clIpUiMATH X K MOBHOL[IHHY OJMHHIIIO B HAYKOBil
cHCTeMi, a KpUTUYHUM KOMIUIEKCHUI aHajli3 aHaXpOHI3MiB Ta MPHH-
LUITIB IXHPOTO BUHUKHEHHSI MOXKE JOMOMOITH JOCIITHUKaM He T0-
TPaNUTH B Xa0C yMEpeKeHb Ta XMOHUX BHUCHOBKIB 1 BOIHOYAC —
HabaraTo mmoIe i KOHCTPYKTUBHIILE BIOPSIKYBATH YacOIPOCTIp
SK BJIACHOTO JOCIIPKeHHS, TaK 1 Mpolecy SKiCHOI HayKOBOi KOMY-
HiKallii B I[JIOMY.
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ANACHRONISMS IN SCHOLARLY VOCABULARY:
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The exceptionally rapid development of science entails constant
revision and transformation, which are inevitably reflected in schol-
arly texts. Academic writing functions as a communicative link be-
tween researchers, integrating past, present, and future within a single
semantic plane in which clear boundaries between temporal layers
are dissolved. As a result, any semantic unit exists simultaneously
and within the same dimension as all its previous and subsequent
conceptual updates. Consequently, terms may change their content,
specificity, and, in some cases, even their fundamental meaning.

Each scholar, directing research toward a specific object and
pursuing a clearly defined goal, operates within the framework of
a particular conceptual paradigm and methodology. The dynamic
and multilayered internal processes inherent in research guide the
scholar’s selection of terms and definitions from a shared time—
space field of scholarly knowledge. These terms are then employed
in the construction of a text that is intrinsically active and enters into
dialogue with all existing—and not yet existing—texts.
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Within such a dialogue, contradictions in the interpretation of
concepts and phenomena inevitably arise: a concept may acquire
one meaning in a given text, yet transform or shift when placed in
another context. This is a natural feature of living communication,
especially given that scholarly discourse is inherently polyphonic.
One of the consequences of this interaction is the emergence of
anachronisms—that is, erroneous transfers of phenomena, concepts,
ideas, or values from one historical period into another.

In musicology, the problem of anachronism is particularly
acute and sensitive. The analysis of any artistic artefact presuppos-
es historical immersion, and an incorrect temporal reference point
within this process may lead the researcher toward distorted inter-
pretations and false conclusions.

Various methodological approaches have been developed to iden-
tify anachronisms and assist scholars in navigating historical complex-
ity. Carl Dahlhaus laid the philosophical foundations of modern music
historiography by systematically addressing the problem of “historical
distance” (Dahlhaus, 1983). Lydia Goehr, in turn, demonstrated that
many core concepts in musicology are historically contingent con-
structions rather than universals, framing anachronism not merely as
an error but as a systemic property of musical discourse (Goehr, 1992).

A different perspective was proposed by the American musi-
cologist Richard Taruskin in his six-volume The Oxford History of
Western Music (Taruskin, 2006: 11). His approach to constructing a
music-historical retrospective is grounded in an “eclectic multiplic-
ity of perspectives and a significant expansion of the field of obser-
vation.” Taruskin conceptualizes music as a social construct and de-
liberately extends his analysis beyond the boundaries of the musical
artefact, engaging interdisciplinary dimensions in pursuit of greater
analytical objectivity. This methodology allows one to avoid teleo-
logical thinking and reductionist simplifications while foreground-
ing the multifaceted and non-linear nature of historical processes.
Taruskin’s aim is to deconstruct entrenched myths and critically in-
terrogate anachronisms; accordingly, he not only identifies them but
also classifies them according to their modes of emergence.
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At the same time, a number of scholars regard anachronism as a
productive instrument for organizing and structuring knowledge. For ex-
ample, the German historian Reinhart Koselleck (Geschichtliche Grund-
begriffe, 1997) analysed anachronism as an indispensable component of
historical cognition. Together with his colleagues, he argued that writing
history without employing the language and conceptual apparatus of the
present is impossible. When we speak of the “state” in the Middle Ages
or of “revolution” prior to 1789, we inevitably invest these terms with
modern meanings, thereby producing a semasiological anachronism.

It is noteworthy that until the end of the eighteenth century, the
term “revolution” was used primarily in an astronomical sense—de-
noting cyclical motion or return—or metaphorically, as a restoration
of an original (and presumably better) state. Only after the French
Revolution did the term acquire its contemporary meaning: a con-
trolled, forward-oriented process leading irreversibly toward a quali-
tatively new future. According to Koselleck, rather than attempting
to eliminate anachronism altogether, scholars should analyse it con-
sciously. The tension between historical and contemporary meanings
enables the researcher to establish the necessary analytical distance
and to apprehend the specificity of historical phenomena. In this sense,
anachronism becomes an ordering mechanism, allowing not only the
examination of historical processes themselves but also the tracing of
transformations in the consciousness of their historical subjects.

Thus, anachronisms may be understood as a natural component
of living scholarly discourse. This raises a fundamental question:
what role do anachronisms play in scientific communication—do
they generate chaos, or do they contribute to the creation of order?
To address this question, several examples drawn from guitar and
conducting studies will be examined and classified according to
Richard Taruskin’s typology.

A detailed analysis is presented in the main study. Here, we out-
line the principal types of anachronisms identified and their defining
characteristics:

» Essentialization of style. This anachronism arises when
scholars impose predetermined, universal stylistic categories onto
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historical phenomena, disregarding their specific contextual con-
ditions. A creative oeuvre may thus be labelled “Romantic,” for
example, solely because the composer lived during the Romantic
era, without considering that the stylistic orientation of the works
may differ substantially. Analysing the emergence of this anachro-
nism enables a more nuanced understanding of individual artistic
practices and highlights the distinctive features of a particular ar-
tistic domain (in this case, guitar performance) in a given histori-
cal period, often revealing significant divergences from dominant
stylistic trends.

e Isolation of artistic practices firom historical conditions. This
form of anachronism involves analysing a phenomenon in isolation
from the broader historical context in which it functioned. Identify-
ing such cases allows scholars to reflect both on the limitations of
the analytical approach itself and on the uniqueness of phenomena
that may previously have been overlooked.

e Terminological inflation. Through excessive and indiscrimi-
nate use, a term may lose its analytical precision and explanatory
value. Examining this type of anachronism foregrounds the seman-
tic ambiguity of certain concepts and underscores the necessity of
contextual specification for accurate comprehension by both con-
temporary and future recipients.

* Deterministic argument. Here, history is presented as a linear
chain of cause-and-effect relations in which subsequent stages are
assumed to be predetermined and to supersede earlier ones. Analy-
sis of this anachronism—for instance, through the marginalization
of the lute as an autonomous instrument in narratives of guitar his-
tory—reveals the communicative nature of history as a space of in-
teraction among multiple elements operating on different levels. The
historical process thus emerges as a multilayered polyphony rather
than a monolithic progression.

* Retrospective anachronism (presentism). This refers to the
tendency to interpret the past through contemporary concepts, val-
ues, and categories. Its analysis highlights the importance of bal-
ancing the historical specificity of scholarly language with its intel-
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ligibility and accessibility. In some cases, the historical semantics
of a term are indispensable; in others, broader universality ensures
coherence across diverse stages of a global historical process.

e Teleological anachronism. Closely related to determinism,
this involves viewing history as an inevitable, goal-oriented move-
ment toward a predetermined endpoint. Analysing this anachronism
facilitates a deeper understanding of historical phenomena as out-
comes of long-term formation rather than as isolated events, even
when direct temporal continuity is absent.

As an illustrative case, we present a specific example of anach-
ronism, its classification according to R. Taruskin, and the signifi-
cance of its analysis.

Table 1. Example of an anachronism, its classification (after
R. Taruskin), and analytical implications

Parameter Description

“...[Fernando] Sor was the greatest guitar-
ist of the Romantic era.” (Frangois, 2020)
Quotation / “Among the composers of music for the Roman-
Source tic guitar are Ferdinando Carulli (1770-1841),
Fernando Sor (1778-1839), Mauro Giuliani
(1781-1829).” (Guitar, 2016)

The creative output of Fernando Sor and Mauro
Giuliani is frequently classified as belonging to
Romanticism, and the composers themselves
are labelled representatives of the Romantic era.
However, this attribution is inaccurate, as their
Contextual compositional language is grounded primarily
Explanation in Classical stylistic principles. This misclas-
sification stems from the asynchronous devel-
opment of guitar music in relation to general
stylistic trends, caused by the absence of a long-
standing academic tradition comparable to that
of other instruments.
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Parameter Description

Essentialization of style: This anachronism
arises when predetermined, universal sty-
listic categories (“Romanticism”, “Classi-
cism”) are imposed on historical phenomena
without regard for their specific contextual
and stylistic conditions. Sor’s and Giuliani’s
Type of Anach- |works are labelled “Romantic” based solely
ronism (after on chronology rather than musical language.
R. Taruskin)
Isolation of artistic practice from historical
conditions: Guitar music is detached from its
actual stylistic environment and evaluated ac-
cording to dominant narratives of general music
history, thereby obscuring its specific develop-
mental trajectory.

Analysis of this anachronism clarifies the dis-
tinctive logic of guitar history: during a period
when Romanticism dominated mainstream
musical culture, guitar composers continued to
operate largely within Classical aesthetics. As
a result, guitar music of this era correlates only
partially with prevailing stylistic movements.
At the same time, Sor and Giuliani cannot be
unambiguously classified as Classical compos-
ers, since their activity exceeds the chronologi-
cal boundaries of Classicism. Thus, examining
this anachronism enables a more precise articu-
lation of the specificity, autonomy, and origi-
nality of guitar art within the broader historical
process.

Analytical Sig-
nificance

Analysis of this anachronism clarifies the distinctive develop-
ment of guitar art: at a time when Romanticism dominated general
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musical culture, guitar composers continued to rely on Classical sty-
listic models. Consequently, guitar repertoire from this period cor-
relates only weakly with prevailing artistic movements. At the same
time, Sor and Giuliani cannot be unequivocally classified as Clas-
sical composers, as their activity extends beyond the chronologi-
cal boundaries of Classicism. Thus, critical engagement with this
anachronism enables a more precise articulation of the originality
and specificity of guitar history.

In conclusion, anachronisms constitute an integral component
of scholarly communication. Their presence underscores the vitality
of academic texts, which exist in continuous dialogue across cul-
tures and historical epochs.

The Ukrainian writer Maks Kidruk, in his novel Don’t Look
Back and Be Silent (Kidruk, 2017: 111), refers to the chapter “The
Frozen River” from Brian Greene’s The Fabric of the Cosmos,
where time and space are described as “a monolithic block of ice
with moments frozen tightly within it,” in which “movement from
past to future neither destroys the past nor creates the future,” since
all temporal dimensions coexist within the same plane. In the con-
text of studying anachronisms, this metaphor is particularly illumi-
nating: when not ideologically imposed, anachronisms testify to
such parallel coexistence of temporally distant concepts, phenom-
ena, and ideas.

Rather than striving to eliminate anachronisms entirely, they
should be ecognized as full-fledged units within the scholarly sys-
tem. A critical and comprehensive analysis of anachronisms and the
principles of their emergence enables researchers to avoid the chaos
of prejudice and erroneous conclusions, while simultaneously fos-
tering a more rigorous and structured organization of the space—time
of scholarly inquiry and academic communication as a whole.
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«UH BMIETE B )KUTH?» — YPBAHI3OBAHUI
“XA0CMOC” Y ®LJIIBMI O. MYPATOBA

Kniouosi cnosa: inom “Hu emicme u sicumu’ Onexcanopa
Mypamoasa, “Po3zuaxuyma opama’, xapxiecoki noxayii ma npomo-
munu, “noemuune KiHo 8 ypOAHICMUYHOMY GUMIPI”~, Xaocmoc.

Yomy 5 BUPIIIMB MPUBEPHYTH yBary A0 IIbOTO MaJIOB1IOMOTO
¢imemy Onexcanapa MyparoBa, 3uaTOT0O Ha KiHOCTYyii iMeri O. [{o-
BXKeHKa y nanekoMmy 1970 porii 1 sxuil 3aryOuBCs B Cyd9acHOMY KO-
MyHiKaIiiiHomy xaoci? CrpaBa HaBiTh HE B TOMY, IO el (QiTbM
peXnucep BBaKaB OJHMM 3 HAWKpaIIMX Yy CBOEMY TBOPUOMY [0-
pobKky, a Cepriit [lapamkaHoB OXpeCTHB HOTO SIK «MTOSTHYHE KiHO B
ypOaHiCTUYHOMY BHMIpi», @ B TOMY, II0 BiH MIEBHOIO MIpOIO € YHi-
KaJbHUM, 00 TOJIOBHHMH HOTO TIEPCOHAKAMH € MY3UKaHTH HAIIOTO
BHITy — XapKiBCHKOTO JEPKABHOTO 1HCTUTYTY MHCTEUTB (HUHI —
XHVYM im. LII. KotnsipeBchbKOro), a KIFOYOBI CIIEHH OyIH BiA3HSITI
B HOTO HEHTpaJbHOMY Kopmyci. DiIbM MOYMHAETHCS 3 TOTO, IO Y
(dopremiaHHAN KJIac HAMIOI «AJlbMa-MaTep» 3aXOAHUTh Temaror bo-
puc €cunosny (Onexcanap upsiaar). Ha Moro aymKy, y 11b0ro
repcoHaka OyB peallbHU MPOTOTHII, SIKOTO sI 3HaB ocoducTo (I'appi
JlazapeBuu 'enbdrar — y Ti 9acu MOJIOAMHN, TPUBAOIUBHIMA 1 JOTETI-
HUW MYXX4YWHA, TaJJAHOBUTHUH MiaHICT, IKUH KOPUCTYBABCSI ITi/IBUIIIE-
HOIO yBaror CTYIEHTOK). Bin ciayxae rpy cBoei ctymentku Harami
Kopomrok (Ipuna TepeleHko), BUIIAIAE y BIKHO — 1 MU 0a4UMO, SIK
TpamBail xapaktepHoi mst 1960—70-X pp. MozeIi TOBEepTaE 3 BYTHIT
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[Mymxinceka (3apa3z — Bynuus ['puropis CxoBopoan) Ha oty Te-
BesieBa (HuHI — 1uioma KoHncturyiii)...

3aranoMm ke JoKaii GpiTbMy TOCTIHHO HaraayTh HaM, IO Ie-
peBaxkHa OLTBLIICTh MOAINA KIHOCTPIYKH BiIOyBa€eThCs B XapKOBI —
0inst epxnpomMy Ta XapKiBCHbKOTO JIepKaBHOTO YHIBEPCUTETY IMEHi1
O. M. l'opskoro (auai — XHYM imeni B. H. Kapasina), y Capxu-
HoMy Slpy (30Kkpema, y maBinbioHi pyTypucTuaHOi (hopmu, 30y10Ba-
HoMy y 1960 poui Hazg mxepenom), Ha y3Bo3i [laccionapii (3apaz —
KnoukiBepkiit y3Bi3), Bynumi KioukiBebkid, y [lamani poOiTHuka
(anHI — “3anmizHnuHuK”), y XapKiBCbKOMY IIaHeTapii, y wLexax
3aofy “X3CM”, Ha Mol mepea XapKiBCbKUM aepoIriopToM Ta Ha
Horo ILOTHOMY 1O, Ae 37iTae Jitak Ty-124B, skuii Toai BUpoOIsIB-
csl Ha XapKiBChbKOMY aBiauiiHoMy 3aBofi. Ha skanb, Maiike Bei wi J10-
Kallii OUIBIIIOI YU MEHIIIOK MIipOI0 3a3HANM PYyHHYBaHb IIiJl 4ac po-
ciificbko-yKpaiHChbKoI BiliHH, sika goci TpuBae. Lle 3aiiBuii 1oka3 Toro,
mo OararomapoBe ypOaHi30BaHE cepeloBHIIE, sike (OpMyBanoCs
3yCHIISIMU OararboX MOKOJIiHb, MOKe OyTH HMIBUAKO IIEPETBOPEHE Ha
PYiHH 3 IPUMaPHUMH TIEPCIIEKTHBAMH ILIOJI0 HOTO BiTHOBJIEHHS — a
OTIKe, ITiJ] 3arPO30I0 30epEeKEHHS KYJIBTYPHOT IaM AITi...

VsBiTh co0i, sIKUM OyJI0 MO€ 3IMBYBaHHsI, KOJIU s TI0YaB Iepe-
mgaT myOnikanilo KiHokputukuHi Jlapucn Bproxoerpkoi, npu-
CBsiueHy KiHOoTBop4ocTi Onekcanapa MyparoBa, B sKiii aBTOpKa 3a-
3Ha4ae, Mo “Aig uboro GibMy BiOyBaeThbCsl B OCHOBHOMY B Kuesi”
[1, c. 11]. IIpaBoomnoniOHe MOSCHEHHS 1Ml “ONTUYHIN 1UTH0311” g He
3HAMIIOB, aJHKe Halla XapKiBcbKa BisuTiBKa — Jlepsknpom — y miit
KIHOCTPIY1li Bi3yaTi30BaHUH TOBOJII KOHKPETHO 1 B Pi3HUX PaKypcax...
€ TakoX KaJIpu B acporiopTy, e Ha Tparmax, siKi epecyBaloThcs Ha
JOTHOMY MO, BUIHO HAaITMCH BeMUKUMU Jtitepamu — “XAPbKOB”.

BinzHauy 1ie oMH BaXJIMBHUN XapKiBCbKHI BiIOUTOK Y ILOMY
KIHOTEKCTi — II€ y4acTh aKTOPiB XapKiBCHKUX TEaTpiB y emi3oauy-
HUX POJIsiX, 30KpeMa, Bononumupa Mamsipa, Pummu Kipinoi, Mu-
xaiina Kipina, €srena Jlucenka, Onekcisi CeBepuHa.

€ y ¢inpMi nokaii, siKi 6e3mocepeHbO He MOB’s13aHi 3 XapKo-
BOM, ajie BaXKJIMBI JUIsl CIPUHHATTS KIHOTEKCTY B KOHLIENITYaJIbHOMY
riani. Hacammepen 1ie cTocyetbest emizony, e Ha gadi JUpeKTopa
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3aBONly 30MparoThCsl (PAKTUYHO BCi TOJIOBHI MEpcoHaxi Qinpmy. €
BCI IiICTaBH MPHITYCTUTH, IO 1Ie Aa4ya OaTbKka pexxucepa Irops My-
paroBa, po3TamoBaHa Oins craBka y cenuili 3enenuit ['ail (HuHI —
y Mexax cMT Bucokwuii mobnusy XapkoBa), Ky BiH O4aB 00JaIlTo-
ByBaTH B 1951 pori.

[Ipo Hei 3ragye y cBOiX cnorajgax apyra Apy>KHHa MUCbMEH-
nuka Harans bineupka-Myparosa: “Ilpuixanu y 3enenuii ['ait min
XapxoBoM. IlommBuimch — kpaca Haa3BuuaiiHa. CTaBOK, JIMITH,
IyOw, 1Bl 4apiBHI rpyILi-IUYKH YEPBOHIIOTh BEPECHEBUMU OapBaMH.
[larop0 ykputuii KBiTaMu Ta TpaBoko, TyOH 1€ 3eJIeH], a Mij rpyla-
MU — BKe onasie 6opaoBe JucTs... Came TyT, i TPyLIEIO, 3r0J0M
3pOOMIIM CTONHMK 13 JIaBOUYKOIO, MypaTroB Tam mpamioBas... Kparui
cBoi noesii Irop MyparoB nanucas y 3enenomy [ato....” [2, c. 28].

I Tyt He 3aiiBuMm Oyne 3rajary, IO 1T MICLEBICTh CTaja Jad-
HUM CeJIMIIEM IIe Ha movaTky XX cToiiTTsa. Memikana BIITKY TYT
MepeBaKHO XapKiBChbKa IHTENITeHIIs, y TOMY YHCIi XyAoKHs. Manu
B LIbOMY 3aTHIIHOMY cenuini cBoi OynuHouku ['Har XoTkeBHY i
Onecs [onuap.

He menm BaxiuBe 3Ha4eHHsI e Micue Maio i juis Onexkcanapa
MypatoBa (po Lie CBiaYarh BiANOBiAHI CTOPIHKH HOTO “‘Maiike aB-
Tobiorpadiunoro pomany” “PozuaxnyTa Opama”), ajke Ha IIOYaTKy
50-x poKiB BiH TYT NEpPEKUB CBOE IEpLIEC CIIPABKHE KOXaHHS, Ha-
Maralouuch 3akapOyBaTu CBii AyIIEBHUH CTaH y NOCTHUHiH (opmi:

“3acuHa ceno 3a porom...

XTOCh CMI€TBCS TaM, 41 IIa4e,

4y BeZle pOo3MOBH 3 borom.

Bipui s To61 unTaro, i He 4yro Hebe3neKy,

1 pUMOBaHO Oararo Mpo MOBEPHEHHSI JICJIEKH. ..
CuHi BikHa, CUHE He0O0, y KIMHATI THXa BTOMA...
Moxe, Tak BOHO 1 Tpeba?

Moske, cripaBzi IACTS B IIbOMY?

Hamo x Ham 3paanuBa Biaya?

I mpo o 6naratu bora?

Mu ynBox Ha TUXiN Aadi.

3acuHa ceno 3a porom...” [3,c.91].
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OpHUM 3 apryMEHTIB [IO0 MOTO NPHUIYILICHHS € TakoXK (akT
BKItoueHHs1 OnexcanapoM MyparoBuM y cueHapiii ¢inpmy 1me of-
HOTO CBOTO BipIia, sIKuii OyB HamMcaHW{ HUM MICIS BUMYLICHOTO
pO3cTaBaHHs 3 KOXaHOIO AiBYMHOI0 Tepe3olo, 3 sIKOIO BiH MPOBIB He-
3a0yTHI OCiHHI MicsIli Ha Ja4i OaThbKa:

“Cipe BOJIIOCCS CTPIX.
B Hebi TpuBOXKHUHT NITaX.
B Tebe ycra — cMix.
Oui TBOT — XKax.
[TnauyTh yepBoHi qyOH.
JlucTsaM cTiKaroTh Ha HIISX.
Cipo-3eneni ropOu...
CuHi neneKy B oYax. ..
Pinna! bnararo! Criit!
3 Heba cMi€eThCs rpo3a.
Ta 3-mix omymieHux Bii
KOTUTBCS TUXA ClIbo3a” [3, c. 91-92].

Came mi psiiku Oynu TOKJIaAeHI Ha MY3HKY KOMIIO3UTOPOM
Omnerom Kapagaituykom aist nporo ¢iapmy i IX MOXHa CIPUHHATH
AK CBOEPIAHY “emiTadiro KOXaHHIO”, M0 BUSBISETHCS CYTOI0CHOIO
JIpaMaTUYHIM Hampy3i y CTOCYHKax TOJOBHUX KiHorepoiB. OTxke,
AK 1Ie Hepinko OyBae, y 1iH KiHOcTpiuli € 6arato o3Hak aBTOOiO-
rpagiynocTi... [lepBicHuil BapiaHT cueHapito OyB HamucaHui Iro-
pem MyparoBumM, ane HOro CyTTeBO mepepoOuB ioro cun Omnek-
canzap. Ha MmoMeHT TBOpeHHS 1i€i KIHOCTPIYKU CTOCYHKH i3 HOTO
TOAIIIHBOIO ApyxkHHOI Kipoto MypaToBOI0 CYTTEBO YCKIIaIHUIU-
cs1, ciM’s1 mepeOyBasia 3a KpoK /10 po3iyueHHs. [Ipunyckato, mo Te
Maibke “eK3UCTEeHLIOHaJIbHE HENMOPO3yMiHHS MiX IeposiMH (ib-
MY BiJA3€PKaIIOE aKTyaJbHICTh L€l MPOOIEMATUKU JJsl CaMOTO
pexucepa. Apke TeMH CaMOTHOCTI, MOIIYKY CBOTO BIAcHOTO “S”,
KOJIM TH ONMHSENICS y CUTyauii BUOOpY Mik KOH(OPMI3MOM 1 Bif-
CTOIOBAaHHSIM THX IIIHHOCTEH, K1 HE € MOMYJSIPHUMH B IIparMaTHy-
HOMY CEpEIOBHIII, Y SIKOMY Tpa 3a MpaBWJaMH Ta iX CBiJoMe MOpy-
HICHHS] BU3HAYAIOTHCSI HAcCaMIlepe ] yTHIIITapHUM 1IHTEPECOM, — L&
TeMH, SKi 3aBxau OynyTh akTyanbHi ans JlionuHu Micta, a oTxe,
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PEKUCEp HAMaraeThCsl PO3KPUTH L0 CYNEPEWIMBICTh MCUXOJOTIT
Jlronuan Meranodmica. [loka3oBo, 0 OIWH 3 MEPCOHAXIB (inb-
My — CaBedniif, skui Mae “TananT’ BUPILIyBaTH BCi MUTAHHS 11032
Yeproro 1 Mo3a NpaBUIIaMH, OBYAE TOJIOBHOTO T€POsl — TOJIOBHOTO
imkeHepa 3asoay Jmutpa TaHIIopy — TakuMmu CIOBaMH: “3ario-
MHH HapOAHYIO MyAPOCTh — YTO IOCMEeEIIb, TO M NOKHewb . Jis
LBOTO MEePCOHaXa KHUTTS 32 IPUHIMIIOM — MOPAJBHUM € BCE Te,
10 s BBaXKaro AJisi cebe NOUIIbHUM, CTAa€ KOM(POPTHOI HOPMOIO.
Ha nmurtanHs, YoMy TH He PO3NMy4HIICS 31 CBOEIO Apy)uHOK Ta-
Mapolo, 3 KO0 y TeOe MOCTiiHI CBapKH 1 HE OAPYKHIICS 31 CBOEIO
koxaHkoto Jlinoro, 3 sikoto y Tebe Bce 100pe, BiH Biamnosigae: “Tak
TOMY MeHi 3 Helo 1 100pe, 60 BoHa He ApyXHHA MeHi...”. CaMe Mix
CagenieM 1 IMUTpOM BiIOyBa€ThCS LI OJMH IPOMOBUCTHHN J11aJIoT:
“— A 3aranom y Tebe sk? — Buycs, — Jle? — Buycs xutn”.

[ToBeninka ronoBHOI repoini — mianictku Haranii Kopotok,
JiBUMHM 3 TOHKOIO, YyTIIMBOIO IYLIEBHOIO OpPraHi3ali€lo, TEX He
BUIVISIIAE LIJIKOM JIOT1YHOIO. AJKE BOHA, MepeOyBalouu y CTOCYH-
Kax 3 YCHIIIHUM iH)XEHEpOM — JIIOAMHOIO MailKe iZeanbHOIo 3a
cBOIMH (DI3MYHUMH, PO3YMOBHMH i MOPaJIbHUMH SIKOCTSIMH, Bifgae
nepeBary TajaHoBuTOMy miaHicTy Onexkcannpy JoHUeHKY, SIKWi
nparHe moOymyBatu Kap’epy B MOCKBI, aiie, sIK BUSIBUIIOCS, i€
SIK 3BUYaMHUN NPUCTOCYBAaHEUb 3 MPOBIHLII, SKUH HaMaraeTbcs
3apY4YUTHCS MATPUMKOIO BIUIMBOBHUX JIIOAEH Y CTONUII, HEXTYIO-
4K CBO€IO TigHicTI0. CaMe Tak BiH po3yMie “yMmiHHA xuTh”. Taka
MOBEIiHKa YOJIOBiKa BUSBIAETHCS aOCOMIOTHO HEMPUIHATHOO TS
Haranii. Ha ii noxopu Onexcanap xopoTko Bignosigae: “Tu Bce
3incyBana”. OTxe, K BUIUIMBAE 3 (inbMy, mpodecis My3UKaHTa
30BCIM HE TapaHTye BUCOKOI J[yXOBHOCTI 1 HOPSAHOCTI JIIOAUHU. Y
LBOMY CIOKETHOMY MOTHBI HpOTNISIAETHCS JiTepaTypHa airo3is,
aJKe 11 JIBa MIEPCOHAXKI € CBOEPIAHOIO MTPOEKIIER0 1HINOT Tapu mep-
coHaxiB — Okcanu 1 Crenana 3 npamatnyHoi noemu Jleci Ykpa-
KM “bosipuns”.

[Ticns BUMyIIeHOTO TMOBEpHEHHs1 Mo XapkoBa Haramis moun-
Hae MpaloBaTH KoHlepTMeiictepom y [Manani poditauka. I Baxkkuii
MICUXOJIOTIYHUH CTaH aBTOpH (iIbMy HaMararoTbCsi epeiaTh B elli-

— 219 —



My3uka i meamp 6 ymoeax KOMyHIKayiliH020 Xa0cCy Cb0200CHH

301, Ie 3ByYUTh paMaTuyiHa MiCHA-pOMaHC Ha cioBa Onekcanapa
MypatoBa (“Cipe Bonoccsi cTpix. B Hebi TpuBokHuil nrtax’”). He
MEHII CKJIaJHy BHYTpIlIHIO O0poThOy mepexkuBae i JAMuTpo, sSKuit
Bce 11e koxae Harauro i, 3pemroro, HaBaxXyeThes i 3arenedonyBa-
TH ¥ 3alpONOHYBAaTH TOiXaTH 30MpaTh MPOJICKH TaK, HiIOM HIYOTO
3a el yac Mk HUMHU He Tpamwiocs. OTxe, 3HOBY TIOBOAMTH cebe
K 1/IeaJIbHUH MTePCOHAX — BUSIBIISIE OIaropoACcTBO YOIOBIKa, SKHH
3[IaTHUH TPOILATH MOMUIKU KOXaHIH KIiHII.

VY 3B’s3Ky 13 UM € CEHC MOBEPHYTHUCS A0 emi3ony (inbmy, ae
Ha a4l aupexTopa 3aBony bopuca JloHueHKa CBATKYIOTH HOTO JICHB
HapOKEHHsI POuYi 1 3HaloMi, 30KpemMa, MaTH OBLIApa, Horo mep-
m1a i Apyra Apy KWHH, BITYUM HOTO CTApILIOro CHHA, MOJOIIINHA CHH
Onexcanzp, a Takox Jmutpo i Harans. Yci BoHu moBogsTh cede sk
€IMHA TapMOHiliHa poauHa. [ TyT 3HOBY BUHUKAIOTh aBTOOiorpadivHi
aIro3ii, aJke MU 0AYMMO CBOEPITHY MPOEKIIIFO TOTO, 110 BiI0YyBaIOCS
B ciMeiiHuX cTocyHkax MyparoBux: bopuc MyparoB Tex OyB aBiui
OpY’KeHHUH 1 30epiraB MpusI3Hi CTOCYHKH 3 yCiMa CBOIMH POANYAMH.
OTxe, SIK BUIAETHCS, OJHUAM 3 MOCIaHb PiIbMy € 3aKIuK 30epiraru
JIFOISIHICTB 1 ITyKaTH OPO3yMiHHS 3a OyIb-SIKUX KUTTEBUX OOCTABHH.

3peniToro, X049y BiJI3HAYHUTH, [0 My3UKa B IboMY (DiTbMi Bifi-
rpae ayke BaXJIHMBY ApaMaTypriuHy pojb, 4aCOM HaBiTh BaroMimry
3a BepOalbHy CKIIAJ0By — BOHA € HE JIMIIE eMOLIMHUM 1HJUKaTO-
POM TOTO, IO BiZIOYBa€ThCS HA BCIX MIA0JISAX KIHOTEKCTY, a i HOCiEM
KYJBTYPHUX CMUCIIB, SIKi YTBOPIOIOTH MEBHY JIEMTMOTHBHY CHCTE-
my. Kpim my3uxu Onera KapaBaituyka, skuii BIaJo BUKOPHCTOBYE
JKA30BY JIGKCHKY, MiHIMaJICTUYHY TEXHIKY, MOJENIOE CTHIIICTUKY
YKpaiHCBKUX PAIIHCHKUX KOMIIO3UTOPiB 60-X pokiB XX CTOMITTS,
aBTOpU (PiTBMY LIJIIKOM BHIIPABAAHO 3aJyYHJIU 10 HOTO 3BYKOBOTO
npocropy doprenianny mMy3uky Jomeniko Cxapnarti, Moransa Ce-
OactbsiHa baxa it Onekcannpa CkpsiOiHa, siKi € yoCOONEHHM Pi3HUX
CBITOBIIYYTTEBUX 1 CBITONNISHUX TO3HMIIIN, 10 30araTUIIO CMHUCIIO-
BUW KOHTEKCT KIHOOOPa3HOCTI.

[linOuBarouu MiACYMKH, MOXKY MPUITYCTHTH, IO IPUTAMaHHUH
IpOMY (QiIbMY MOPaTbHO-KYJIBTYPHUH PEJSITHUBI3M, MOYACTH 1HTY-
iTMBHe HaMaraHHs HOro aBTOPIB pENpe3eHTYBaTH CBIT ypOaHi3o-
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BaHOTO COLyMY SIK MHOKMHHE, PyXJIMBE, HElNliHiiiHEe cepeloBHIIE,
Jie BCE € BIJHOCHHMM, BUSBWIJIOCS HE3PO3YMUIUM ISl PaAsHCBKOT
misinanpkoi ayautopii 70-x pokiB XX CTOMITTS 1 ApaTiBIUBUM AJIS
KIHOYMHOBHHKIB. AJpKE JIMIIE 3rO0M, MOYACTH 3aBISKH (iroco-
(hamM-nocTMOEpPHICTaM CBIT IIOYaB OCMHCIIOBATHUCS SIK TOTOXKHICTb
Xaocy (BIACYTHOCTI TOPAAKY), OCMOCY (IOTEHLIHHOTO MOPSIIKY)
Ta KOCMOCY (BUIIOTO MOPS/IKY), & CBIT SIK Xa0C — CIPUIMATHCS SIK
MPOCTIp HEOOMEKEHOT KPeaTUBHOCTI, BIAKPUTHN ATl PI3HUX KyIb-
TYpPHUX KOH(Irypamiil i HOTCHUIHHUX CEMaHTUYHUX MOJICIICH.
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“DO YOU KNOW HOW TO LIVE?” — URBANIZED
“CHAOSMOS” IN OLEKSANDR MURATOV’S FILM

Keywords: Oleksandr Muratov, “Do You Know How to Live”;
“The Open Gate”; Kharkiv locations and prototypes; “poetic cinema
in an urban dimension”’; chaosmos.

Why did I choose to focus on this little-known film by Olek-
sandr Muratov, shot at the Oleksandr Dovzhenko Film Studio in
1970 and subsequently lost in today’s communicative chaos? The
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reason lies not only in the fact that the director himself considered
this film among the best works of his career, nor merely in Sergei
Parajanov’s striking definition of it as “poetic cinema in an urban di-
mension.” Rather, the film is unique because its principal characters
are musicians from our own institution—the Kharkiv State Institute
of Arts (now the Kharkiv I. P. Kotlyarevsky National University of
Arts) — and its key scenes were filmed in the central building of this
alma mater.

The film opens with the teacher Borys Yesypovych (played by
Oleksandr Shirvindt) entering a piano classroom of our university.
In my view, this character has a real-life prototype whom I knew
personally — Harry Lazarevych Helfgat. At the time, he was a
young, charismatic, witty man, a gifted pianist who enjoyed height-
ened attention from female students. He listens to his student Na-
talia Koroliuk (Iryna Tereshchenko), gazes out the window — and
the viewer sees a tram of a typical 1960s—1970s model turning from
Pushkinska Street (today Hryhoriia Skovorody Street) onto Tevelev
Square (now Constitution Square).

In general, the film’s locations constantly remind us that
the overwhelming majority of its events unfold in Kharkiv: near
Derzhprom and Kharkiv State University named after M. Gorky
(now V. N. Karazin Kharkiv National University); in Sarzhyn Yar
(notably in the futuristic pavilion built above the spring in 1960);
on the Descent of Passionaria (now Klochkivskyi Descent); on
Klochkivska Street; in the Workers’ Palace (now Zaliznychnyk);
in the Kharkiv Planetarium; in the workshops of the Kharkiv Elec-
tric Mechanical Plant; on the square before Kharkiv Airport and
on its runway, where the Tu-124 aircraft — then produced at the
Kharkiv Aviation Plant — takes off. Tragically, almost all these
locations were damaged or destroyed to varying degrees during
the ongoing Russian-Ukrainian war. This fact further underscores
how a multilayered urban environment, shaped through the efforts
of many generations, can rapidly be reduced to ruins, with only
ghostly prospects for restoration—placing cultural memory itself
under threat.
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My astonishment grew when [ encountered an article by film
critic Larysa Briukhovetska devoted to Muratov’s work, in which
she states that “the action of the film takes place mainly in Kyiv’
(Briukhovetska, 2012: 11). I find no convincing explanation for
this “optical illusion,” as Kharkiv’s unmistakable emblem—Der-
zhprom—is repeatedly visualized in the film from multiple an-
gles. Moreover, scenes at the airport clearly display large-letter
inscriptions reading “KHARKOV” on mobile ramps across the
airfield.

Another crucial Kharkiv imprint in the film is the participation
of actors from Kharkiv theatres in episodic roles — among them
Volodymyr Maliar, Rimma Kirina, Mykhailo Kirin, Yevhen Lysen-
ko, and Oleksii Severyn.

Some locations in the film are not directly tied to Kharkiv, yet
they are conceptually significant. Above all, this concerns the epi-
sode in which nearly all the central characters gather at the country
house of the factory director. There is strong reason to believe that
this setting corresponds to the dacha of the director’s father, writer
Thor Muratov, located near a pond in the village of Zelenyi Hai (now
within the settlement of Vysokyi, near Kharkiv), which he began
developing in 1951.

Muratov’s second wife, writer Natalia Biletska-Muratova, re-
calls this place in her memoirs:

“We arrived in Zelenyi Hai near Kharkiv. The beauty was ex-
traordinary: a pond, linden trees, oaks, two magical wild pear trees
flushed with September colors. The hill was covered with flowers
and grass; the oaks were still green, while under the pear trees bur-
gundy leaves had already fallen... It was here, under the pear tree,
that a table and bench were later made, where Muratov worked...
Thor Muratov wrote his best poems in Zelenyi Hai...” (Muratov L.,
2012: 28)

It is worth recalling that at the beginning of the twentieth cen-
tury this area served as a summer retreat, primarily for the Kharkiv
intelligentsia, including artistic figures. Hnat Khotkevych and Oles
Honchar both had residences in this quiet village.

B
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The place was equally important for Oleksandr Muratov him-
self, as evidenced by relevant passages in his “almost autobiographi-
cal novel” The Open Gate. In the early 1950s, he experienced his
first profound love there and attempted to capture his emotional
state in poetic form:

“The village beyond the bend is falling asleep...
Someone is laughing there, or crying,
or conversing with God.
I read poems to you and hear no danger,
and pray in thyme for the stork to return...
Blue windows, blue sky, quiet fatigue in the room...
Maybe this is how it should be?
Maybe this truly is happiness?
Why is fate so treacherous?
And why must we pray to God?
We are together in the quiet dacha.
The village beyond the bend is falling asleep...”
(Muratov O., 2005: 91).

An additional argument supporting this assumption lies in Mu-
ratov’s inclusion in the film script of another poem written after his
forced separation from Teresa, the young woman with whom he
shared unforgettable autumn months at his father’s dacha:

“Gray hair is a roof.
An anxious bird in the sky.
Your mouth is laughter.
Your eyes are terror.

Red oaks are weeping.
Leaves flow onto the path.
Gray-green hills...
Blue storks in your eyes...

Beloved! I beg you—stop!
A thunderstorm laughs from the sky.
But from beneath lowered lashes
A silent tear falls.”

(Muratov O., 2005: 91-92)
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These lines were set to music by composer Oleh Karavai-
chuk and function in the film as a kind of “epitaph to love”, reso-
nating with the dramatic tension among the central characters. As
is often the case, the film thus reveals numerous autobiographical
traces. Although the original script was written by Thor Muratov,
it was substantially revised by his son Oleksandr. At the time
of the film’s creation, Muratov’s relationship with his then wife,
director Kira Muratova, had become deeply strained, bringing
them close to divorce. It is likely that the near-existential misun-
derstanding between the film’s characters reflects the director’s
own lived experience.

Themes of loneliness, the search for one’s own “I,” and
the dilemma between conformism and fidelity to non-utilitarian
values within a pragmatic environment where both obedience to
rules and their deliberate violation are dictated by expedience—
are themes that remain perennially relevant for the urban indi-
vidual. Muratov seeks to articulate this contradiction in the psy-
chology of the inhabitant of the metropolis. It is telling that one
of the film’s characters, Savelii — who possesses a “talent” for
resolving issues beyond official rules — advises the protagonist,
chief engineer Dmytro Tantsyura, with the maxim: “Remember
folk wisdom: what you dare, you will reap.” For this character,
life governed by the principle “whatever suits me is moral” be-
comes a comfortable norm. Asked why he does not divorce his
wife Tamara — despite constant quarrels — and marry his lov-
er Lida, he replies: “That’s precisely why things are good with
her — because she’s not my wife.” Another revealing exchange
occurs between Savelii and Dmytro: “— And how are things with
you overall? — I’m studying. — Where? — I’'m learning how to
live.”

The behavior of the film’s heroine, pianist Natalia Koro-
liuk — a young woman of refined and sensitive inner organiza-
tion — also appears less than straightforward. Although involved
with a successful engineer, a man seemingly ideal in physical,
intellectual, and moral terms, she chooses instead the gifted pia-
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nist Oleksandr Donchenko. He aspires to build a career in Mos-
cow but ultimately behaves like a provincial technician seeking
patronage from influential figures, sacrificing his dignity. This,
for him, constitutes the “art of living.” Such conduct proves un-
acceptable to Natalia. To her reproaches, Oleksandr merely re-
sponds: “You ruined everything.” The film thus demonstrates
that the profession of musician by no means guarantees spiritual
integrity or ethical refinement. A literary allusion emerges here,
as this pair recalls another famous duo — Oksana and Stepan
from Lesia Ukrainka’s dramatic poem Boyarynia.

After her forced return to Kharkiv, Natalia takes a position
as an accompanist at the Workers’ Palace. Her difficult psycho-
logical state is conveyed in an episode featuring a dramatic song-
romance to Muratov’s aforementioned poem (“Gray hair is a
roof...”). Dmytro, who continues to love Natalia and eventually
dares to call her, proposing that they go pick snowdrops as if
nothing had happened between them, undergoes an equally in-
tense internal struggle. Once again, he emerges as an “ideal” fig-
ure — a man capable of forgiveness and moral generosity.

In this context, it is meaningful to recall the episode set at
the country house of factory director Borys Donchenko, where
relatives and acquaintances celebrate his birthday: his mother,
his first and second wives, the stepfather of his eldest son, his
younger son Oleksandr, as well as Dmytro and Natalia. They
behave as one harmonious family. Autobiographical parallels
again suggest themselves, for Thor Muratov was likewise mar-
ried twice and maintained amicable relations within his extended
family. One of the film’s implicit messages thus appears to be a
call for humanity and mutual understanding under any life cir-
cumstances.

Finally, it must be emphasized that music plays a crucial
dramaturgical role in the film — at times surpassing the verbal
component. It functions not only as an emotional indicator across
various semantic levels but also as a carrier of cultural meanings
that form a system of leitmotifs. Alongside Oleh Karavaichuk’s
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original score — which integrates jazz idioms, minimalist tech-
niques, and stylistic models characteristic of Ukrainian Soviet
composers of the 1960s — the filmmakers judiciously incor-
porated piano music by Domenico Scarlatti, Johann Sebastian
Bach, and Alexander Scriabin. These composers embody distinct
worldviews, enriching the film’s semantic field.

In conclusion, the moral and cultural relativism inherent
in the film, and the authors’ intuitive attempt to present urban
society as a plural, mobile, nonlinear environment — where ev-
erything is relative — proved incomprehensible to much of the
Soviet audience of the 1970s and irritating to film officials. Only
later, partly through the insights of postmodern philosophy, did
the world begin to be understood as an identity of chaos (disor-
der), osmosis (potential order), and cosmos (higher order). In this
perspective, the world as chaos emerges as a space of unlimited
creativity, open to diverse cultural configurations and latent se-
mantic possibilities.
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TPABMOIH®OPMOBAHICTb IK KOMYHIKAIIMHA
CTPATEI'TIA CbOI'OJAEHHSA

Kntouosi cnosa: mpaswoingopmosanicms, mpasmoingopmo-
same Mucmeymaeo, KOMYHIKayilna cmpamezis, emuyna 63aemoois,
KOJIeKMuU8Ha mpasma, pe3uilbEHMHICb, iHMeNeKm.

IToBHOMacmITaOHE BTOPTHEHHS CTBOPHWJIO HOBY PCATBHICTD,
B SIKI CyCHUIBCTBO iICHY€ B YMOBaX ITOCTIHHOI TpaBMHU. Ha 3MiHm
EMOIIIHHUX CTaHIB CyCITJICTBA TIEPIIOI0 pearye chepa MUCTEITBA,
JOoMy BaXKJIMBa TpaBMoiH(hoOMOBaHICTh. [lepr 3a Bce 116 — MiaXinm,
3aCHOBAaHMI Ha PO3YMiHHI TOTO, SIK TpaBMa BIUIMBA€E Ha TOBEIIHKY,
CIIpUHHATTS Ta eMorlii. Ile moBemiHKOBa Ta KOMyHIKaIlifHa cTpare-
Tis, sska GopMy€e ETHIHY KOMYHIKAIliI0 0e3 pHU3UKy MOBTOPHOI TpaB-
Maru3aiii, MeTa SIKOi CTBOPUTH YMOBH, J¢ JIOIMHA TTOYyBAETHCS Y
Oe3rerli, TOIyTOIO 1 BKIIFOYCHOTO.

ITo Take TpaBMOiH(DOPMOBaHE MUCTEIITBO? — MHCTEIITBO, III0
BpPaxOBY€ IICUXOJIOTIYHI HACTIAKY TPaBMHU TSI 0COOHUCTOCTI Ta € iH-
CTPYMEHTOM ITIATPUMKH. B OCHOBI M IXOMY JIGKUTH PO3YMIiHHS, 11O
TpaBMa MOXE BIUIMHYTH Ha €MOIIWHUN, KOTHITHBHUI Ta COIialb-
HUH CTaH JIOAWHU, & MUACTEIbKI TPAKTHKH MOXYTh CIYTYBaTH TPO-
CTOPOM JUUISI CAMOOTIPAITIOBAHHS, peduiekcii Ta BITHOBICHHS.

Haiimxen Oc6opr (Osborn, 2023) Bkazye, mo trauma Informed
MiIX11 HE € METOIOM, a CIIOCOOOM IMOTVITHYTH Ha Te, 10 KOXKHUH 3
Hac BXK€ pOOUTH, 3 TOUKH 30py AOMOMOTH MPH TpaBMax. Lle muTanHs
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00i3HaHOCTI Ta 00epeKHOCTI y BUKOHAHHI peveH, siki KoxkeH (axi-
BeIlb BXKE BMi€ poOOTH.

VY comianbHii Teopii MOHATTS KOJEKTUBHOI TpaBMHU HalyBae
MOIIHMPEHHS y cepennHi XX CT. y 3B’S3Ky 3 MEPEOCMUCIICHHAM 3a-
CaJHUYMX MPUHIHIIB TEOpild comianpHuX 3MiH. [1i1 KoleKTHBHOIO
TPaBMOIO PO3YMIIOTh AECTPYKTHBHI, JUC(YHKIIOHAIbHI HACTIIKA
CoLiaNbHUX TEPETBOPEHb, SIKi CTOCYIOTHCS BEIUKUX TPYH JIIOACH.
@axiBIi KOIEKTHBHY TPaBMY TPAaKTYIOTh SIK TpaBMy 0araTboX, Cy-
KyIHICTh 1HIUBiAyalbHUX TpaBM. Takoxk c(opMylIbOBaHO MOHSAT-
TS KynbTypHOi TpaBMu (/x.Anexcangep Tta Ilorp LllTommka), sxa
BIUIMBAE HA CTPYKTYPY CYCHIbHOI IIEHTUYHOCTI. BHACTIIOK LBOTO
PYHHYETBCS SIKIIO HE BCSI KYABTYpa CHIIBHOTH, TO SIKach ii 4YacTHHA.
KynerypHa TpaBma — pesynbrar icropuyHoi karactpodu. Ha Binmi-
HY BiJ Teopil KOJIEKTUBHOI TPaBMH, KOHLIEMIiS KyJIbTypHOI TPaBMHU
MPALIIOE 3 TPAaBMAaTHUHUM JOCBIIOM TPYIL: caMe IpyIia, a He IHHUBI,
Ma€ BiJUyTH TPaBMY.

TpaBma mopy1ye «ycBiIOMIEHHS 4acy, ceOe 1 CBiTy», TOMy MeTa
TPaBMOIH(QOPMOBAHOTO MHUCTELTBA — JOTOMOTa JIOISIM Y BUPAKEH-
Hi 1 TpaHcdopMarii IXHIX eMOIIii, 110 MOXKE CTaTH MEPIIUM KPOKOM
JI0 TIOJIOJIaHHS TICUXOJIOTTYHHUX HACITIIKIB TPABMATHYHUX IO,

[Icuxomoru Ta AOCHIHUKH MO3HAYAIOTH KIFOUOBI MPUHLIUIIH
TpaBMOiH(OPMOBAHOTO MiAXOAY B MUCTELTBI:

Besneka, minTpumka, mosara: CTBOPEHHS AOBIPIMBOTO CEpe-
OBHIIA, /1€ JIIOOM MOXYTh HOYyBaTHCA KOM(OPTHO, PO3KPHBAIOUN
CBOI eMolii.

Emmarist, ciBUyTTSI Ta pO3yMiHHSI: BiIMOBa Bif OL[IHIOBAaHHS,
aKIEeHT Ha PO3yMiHHI 1 HiATPUMII.

KoHTpons, camoperynsiist Ta aBTOHOMis: y9acCHUKaM HaJaroTh
MOXITUBICTh 0OMPATH, SIK BOHH XOUyTh B3a€MOMIATH 3 MUCTELLKUM
IPOLIECOM.

KonexTrBHE BiIHOBNEHHS: apT-TIPAKTHKW, CIPSIMOBaHI Ha 3aiy-
YeHHsI TPYIH, CIPHUSIOTH CTBOPEHHIO MOYYTTS CHUTBHOCTI T MiATPUMKH.

Hwxde HaBeZeHO JeKibKa MPUKIATIB.

1. Koznoscrkuii (Koznosewkuit, 2024) y kau3i «JIronuna Ha ne-
pexpecti. Pozaymu npo exk3uCTeHUiHMI 1HTENEKT» 3anponoHyBaB
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171e10 MO0IaHHS TPABMH Uepe3 pi3Hi BUAN IHTENEKTY, BKa3aBILH, 10
HaBYMTH JIIOEH MPaLIoOBaTH i3 TIMOOKOIO TPaBMOIO SIK MEPCOHAIb-
HO, TaK 1 KOJEKTUBHO — MPO HAABAXKIUBE 3aBIAHHA CbOTOACHHS.
[IpoioBLIM TIOJNOH 1 TOPTYPH, BiH BUOYAYyBaB TEOPitO Ha BIACHOMY
JOCBilL.

Crparerii Ta piBHI OAOJIAHHS TPAaBMH AJISl IEPETBOPEHHS 11 Ha
JOCBIJ TaKi:

1. PanionanbHuil (KOTHITHBHUH) iHTENeKT. PednexcuBuuii pi-
BEHb yCBiJIOMJICHHs Ta BepOamizauii TpaBMH. PO3BUTOK pamioHaib-
HOTO (KOTHITUBHOTO0) 1HTEJIEKTY — Ii3HAHHS, MipKyBaHHSI, YCBIJOM-
JICHHSI TPaBMH MUHYJIOTO. BakiMBO MpaBWIILHO CTaBUTH MUTAHHS
(TOJIOBHUMU € «XTO 5?7», «40My?» 1 «HaBimo?»). Busig TpaBMu 3a
MEXI Yepe3 MPaKTUKY «BKJIIOYEHOTO criocTepiraday. [Iponec korHi-
TUBHOTO (hOpMYBaHHSI JOCBIy TPaBMH.

2. Ex3ucrenuiitauii inTenekT. Bipa, MopabHi IIIHHOCTI, CEHCU
KUTTA 1 M00oBi. CEeHCOBa BiJIMOBi/Ib HA MUTAHHS «HABIIO?» Dop-
MYBaHHSI CEHCOBOT BiAMIOBIJAJILHOCTI.

3. Emouiiinuii intenekt. Pobora 3 emomisimu, adexramu. Pos-
BUTOK aCepTHBHOCTI i emmarii. EMoniiiHa minicHicTb, cTaOlIBHICTD
cBO# i oToueHHs. EMoriiiHe mepeTBOpeHHs TpaBMH Ha JTOCBII.

4. CouianpHuii iHTENneKT. BuBig TpaBMHu, JOCBiLy TpaBMHU
gyepe3 JOMOMOTY iHIIMM, CYCIIJIBCTBY. ByTn «ydHeM ni€BoOi Ito-
00B1».

5. TBopuwmii inTenext. KpearuBHuii piBeHb camopeanizaiii Ta
CycHinpHHX 3MiH. KynerypHa (MucTenbka) camopeanizaliss — Te-
aTp, TaHLi, JliTeparypa, BUBYCHHS MOB, iHIIUX KyJbTYp. TBopua po-
00Ta 3 TOCBiIOM TPaBMH.

6. TinecHuii intenekt. Pi3uuHUi Ta (i3i0JIOTIYHUN PiBEHB.
BuBig TpaBMu Ha iepudepito 3a Mexi Tina.

OTxe, TOJIOBHA i7esl 1 BayKIMBICTh TPaBMOiH(OPMOBAHOCTI —
3HAUTH NIISIX 3L1IEHHS ¥ MOCTTPaBMAaTUYHOTO 3POCTaHHSI.

VY mpoexti «Bibpanii BinHoBnenns. Opkectp ans peaOinita-
uii» (;koBTeHb, 2025), peanizoBaHnuil y XapKiBCbKOMY BiCBKOBO-
My nuTam cuinaMu kamepHoro cknany Kotlyarevsky orchestra
(mupurent — Cepriii JInxoMaHeHKO), 3a y4acTi MCUXOJOTTYHOI
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ciyx0u (mcuxonor Kcenist €menpb) Ta HAyKOBOTO KOHCYJIBTYBaHHS
aBropa 1e3 (npod. FOmis HikonaeBchka) po3pobiaeHa METOIMUKA,
SKa PETYIIOE MPOBEACHHS MUCTEIILKUX 3aX0/IiB y BIICHKOBHX IIIH-
TaJsIX. 30KpeMa, IICHUXOJIOTiYHa Aisl KOHLEPTiB Iependadana pyx mo
eMOUiNHIN XBUIi, gKa BinoOpaskae MPUPOJHHUIA LUK BiAHOBICHHS:
Binkpurtsa — Karapcuc — Inrerpauis — Crabinizauis. Tak, «Bia-
KPUTTSA» — M’sIKe BMHUKAaHHSI YyTJIIMBOCTI Ta €MOLIMHOIO KOHTaK-
Ty; «KaTapcuc» — Oe3leYHe eMOLiliHe BUBIJILHEHHS Y CyNpPOBOJI
MY3UKHU 1 TpynH; «iHTerpauis» — MOCTYIOBE BHUPIBHIOBaHHS Ta
YKJIaJaHHd BiAYYTTiB; «cTalimizamisyy — TeIuie MOBEPHEHHS [0
cebe, 3aCIOKOEHHS Ta 30MpaHHsl BHYTPIIIHBOI onopH. Pesynbrarn
MoKa3aJy, 1o came Taka moOy/10Ba IpOrpaMu J03BOJWIIA YYaCHHU-
KaM TepeKMBaTH HaBiTh IHTEHCHBHI eMolii 0e3 mepeBaHTaXeHHS,
3 MOXJIMBICTIO 3aBEPIINTH KOHLEPT Yy CTaHi CIIOKOI0, 310paHoCTi i
TeI1a — IO 1 € OCHOBHUM TepaneBTUYHUM epexToM. Lle noBonsTh
i IMTaTH 3 aHKeT: «3a Hamu nepemoray «OHoBieHe XuTTS» / «Ha-
Jisl HA OHOBJICHE KUTTS» «BimuyTTs criokoio» «BinayTTs monpoty i
BIIMOYMHKY» «3rajnanacs pinHa 1o00B» «lIpocumo Oinbine Takux
KOHLIEPTiB».

VY BHUCHOBKY HiAKpECIMMO OYMKY YOMY TpPaBMOiH(pOpMOBa-
HICTh Ma€ CTaTH caMe KOMYHiKalliliHOto crparerier? Ilo-mepre,
BoHa (hopMye HOBWI CTaHIapT eTH4YHOI B3aemonii y cdepi Muc-
TEUTB; MO-ApyTe, 3MEHIIY€E PU3UKU MTOBTOPHOI TpaBMaTH3aLlii; mMo-
Tpete, hopMmye Oe3nevyHe cepefoBUIle Yy CHIbHOTAaX, A€ TpaBMa
CTaja HOPMOIO; 1 B-4eTBEPTE, AO3BOJISIE MUCTEUTBY OyTH HE TiJb-
KM €CTETUYHHM, a i JKUTTEJAaHHUM COL[ialbHUM MeXaHi3MoM. Tak,
OCHOBHA 3ajla4ya CyCIiJIbCTBA — 3POOHUTH 3 TPAaBMHU JOCBif, KUK
Ma€ CTaTH PE3UILEHTHUM. ToMy TpaBMOiH(OpPMOBaHE MUCTEITBO
€ croco0OM rOBOPUTH MPaBIy Tak, 100 BOHA JIiKyBania, a He pyM-
HyBaja. | e crpareris, mo poOUTh KYJIBTYpPY CTIHKOO.
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The full-scale invasion has created a new reality in which the
society exists in conditions of constant trauma. The sphere of art is
the first to react to changes in the emotional states of society, which
is why trauma-informed approach is important. First of all, it is an
approach based on understanding how trauma affects behaviour,
perception and emotions. It is a behavioural and communication
strategy that forms ethical communication without the risk of re-
traumatization, the goal of which is to create conditions where a
person feels safe, heard and included.

What is trauma-informed art? — it is the art that takes into ac-
count the psychological consequences of trauma for the individual
and is a tool for support. The approach is based on the understanding
that trauma can affect the emotional, cognitive and social state of a
person, and artistic practices can serve as a space for self-develop-
ment, reflection and recovery.

Nigel Osborne (Osborne, 2023) points out that the trauma-in-
formed approach is not a method, but a way of looking at what each
of us is already doing, from the perspective of trauma care. It is a
matter of awareness and caution in doing things that every profes-
sional already knows how to do.

In social theory, the concept of collective trauma became
widespread in the middle of the 20th century in connection with
the rethinking of the basic principles of theories of social change.
Collective trauma is understood as the destructive, dysfunctional
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consequences of social transformations that affect large groups of
people. Experts interpret collective trauma as the trauma of many, a
set of individual traumas. The concept of cultural trauma (J. Alexan-
der and Piotr Sztompka) which affects the structure of social identity
has also been formulated,. As a result, if not the entire culture of
the community, then some part of it is destroyed. Cultural trauma
is the result of a historical catastrophe. Unlike the theory of collec-
tive trauma, the concept of cultural trauma works with the traumatic
experience of groups: it is the group, not the individual, that should
experience the trauma.

Trauma disrupts “awareness of time, self, and the world,” so
the goal of trauma-informed art is to help people express and trans-
form their emotions, which can be the first step in overcoming the
psychological consequences of traumatic events.

Psychologists and researchers identify key principles of a trau-
ma-informed approach in art:

Safety, support, respect: creating a trusting environment where
people can feel comfortable revealing their emotions.

Empathy, compassion, and understanding: refusal to judge,
emphasize on understanding and support.

Control, self-regulation, and autonomy: giving participants the
opportunity to choose how they want to interact with the artistic
process.

Collective recovery: art practices aimed at engaging the group
help create a sense of community and support.

Below there are a few examples.

I. Kozlovsky (Kozlovsky, 2024) in his book “A person at the
crossroads. Reflections on existential intelligence” proposed the
idea of overcoming trauma through different types of intelligence,
indicating that teaching people to work with deep trauma both per-
sonally and collectively is an extremely important task of today.
Having gone through captivity and torture, he built a theory based
on his own experience.

Strategies and levels of overcoming trauma to transform it into
experience are as follows:
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1. Rational (cognitive) intelligence. Reflective level of aware-
ness and verbalization of trauma. Development of rational (cogni-
tive) intelligence — cognition, reasoning, awareness of past trauma.
It is important to ask the right questions (the main ones are “who
am 1?7, “why?” and “for what reason?”). Taking trauma beyond the
limits through the practice of the “included observer”. The process
of cognitive formation of the experience of trauma.

2. Existential intelligence. Faith, moral values, meanings of
life and love. A meaningful answer to the question «why?» Forma-
tion of meaningful responsibility.

3. Emotional intelligence. Working with emotions, affects. De-
veloping assertiveness and empathy. Emotional integrity, stability of
oneself and the environment. Emotional transformation of trauma
into experience.

4. Social intelligence. Releasing trauma, trauma experience
through helping others, society. Being a “student of effective love”.

5. Creative intelligence. Creative level of self-realization and
social change. Cultural (artistic) self-realization — theatre, dance,
literature, learning languages, other cultures. Creative work with the
experience of trauma.

6. Bodily intelligence. Physical and physiological level. Re-
leasing trauma to the periphery beyond the body.

Therefore, the main idea and importance of trauma-informed
approach is to find a path to healing and post-traumatic growth.

In the project “Vibrations of recovery. Orchestra for rehabilita-
tion” (October, 2025), implemented in Kharkiv Military Hospital by
the Kotlyarevsky Orchestra chamber ensemble (conductor — Serhiy
Lykhomanenko), with the participation of the psychological service
(psychologist Ksenia Yemets) and scientific consulting of the author
of the theses (Prof. Yulia Nikolaievska), a methodology was devel-
oped that regulates the holding of artistic events in military hospi-
tals. In particular, the psychological effect of the concerts involved
movement along an emotional wave that reflects the natural cycle
of recovery: Discovery — Catharsis — Integration — Stabilization.
Thus, “discovery” is a soft activation of sensitivity and emotional
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contact; “catharsis” is a safe emotional release accompanied by mu-
sic and a group; “integration” is a gradual alignment and arrange-
ment of sensations; “stabilization” is a warm return to oneself, calm-
ing down and gathering internal support. The results showed that
this program structure allowed the participants to experience even
intense emotions without overload, with the opportunity to finish
the concert in a state of calm, collectedness and warmth — which is
the main therapeutic effect. This is also proven by the quotes from
the questionnaires: “Victory is behind us” “Renewed life”/ “Hope
for a renewed life” “Feeling of peace” “Feeling of flight and rest”
“Remembered native love” “We ask for more such concerts”.

In conclusion, we emphasize the idea of why trauma-informed
approach should become a communication strategy? First, it forms
a new standard of ethical interaction in the field of arts; second, it
reduces the risks of re-traumatization; third, it forms a safe envi-
ronment in communities where trauma has become the norm; and
fourth, it allows art to be not only aesthetic, but also a life-giving
social mechanism. Thus, the main task of society is to make trauma
an experience that should become resilient. Therefore, trauma-in-
formed art is a way to tell the truth in a way that heals, not destroys.
And this is a strategy that makes culture resilient.
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CyyacHa TpaexTopist po3BUTKY KynbTypu Homo Modernus ne-
MOHCTpY€ MOCHJICHHS BIUIMBY peMiKcalliiiHOl mapaanrMu, sika me-
pendavae CyTTeBi 3MiHU CIPUMHATTS 1 MUCIIEHHEBOTO OTIPAIIFOBAHHS
HasIBHOTO 1H(QOPMAILIIHOTO MOJISl T2 HAKOMUYEHOTO B ICTOPHYHOMY
3pi3i mociay. Lle mpoaykye HOBI anropuTMu (pyHKI[IOHYBaHHS BCiX
cep TOACHKOTO OYTTS 1 3HAXONUTH BiJJI3CPKAJICHHS B MHCTEIITBI.
Pemikcaniiina mapagurma 3yMOBIIIOE€ OpraHiYHE MO€AHAHHS Ta CUH-
Te3yBaHHs PI3HUX MOJENIed opraHizalii IiJIoro, cepea SKUX cripa-
nenoniOHa, (pakTanbHa, MazienoAiOHa, MOAENb KOHIEHTPUYHUX
Kin romo. KoxkHa 13 IMX Mozeseii TIpUBHOCUTD y XyJOKHIH TpoLiec
CBOI MPUHIMIHN Ta METOJH, CTUMYJIIOIOYH aKTyaJbHi TBOPUi MOLIYKH,
Oe3nepepBHiCTh NpoLecy Mi3HAHHS, OOMIiHY iIeIMHU Ta B3aEMOPO3Y-
MiHHSI y CbOTOYACHIN CHTYallil KOMyHIKaTHBHOI TypOyJIEHTHOCTI.

MoryTHIM TiATPYHTSM AJs1 3AIHCHEHHS TaKOTO XYAOKHBOTO
CHHTE3y BUCTymae ['pa sk ofHa 3 HaHOIIBII BaroMHX 3acaj PO3BU-
TKY KyJBTYPH, 1[0 BOJHOYAC BUPI3HAETHCS HECTAOUIBHICTIO, PYXJIU-
BiCTIO 1 cynepewnBicTio. [Ipo 1e cBiquaTh MHOKHMHHI Teopii Ipw,
HayKOB1 AUCKYCii 00 ii poni B pO3BUTKY KyJIBTypH, Pi3HOMaHITHI
JociigHunbkKi miaxomu. Ilpore came GaratoBUMIpHICTB TpH, 11 Hax-
KyIsTypHHit ctaryc (3a 1. Teiisinroro, «PLAY is older than culture»
[5, c. 1]), mepMaHEHTHICTS 1 BILIMBOBICTh CIIPUSIOTH CIIAJKOEMHOCTI
KOMYHIKaTUBHUX JIAHIIOKKIB, 320€3MeuyIoun 30epeeHHs CTapuXx i
BUOY/IOBYBaHHSI HOBHX JIAHOK JJIsl TOCATHEHHS KIHLIEBOTO PO3yMiH-
HS BUX1IHOTO MECEKy aJpecaroMm.

V xonnenmii M. Teii3inry (10 MillHO BKOpEHHIIACS HA BiTYM3-
HSTHUX MHUCTELTBO3HABYMX TEPEHAX) €JIEMEHTH I'PH MOCTAIOTh <GKH-
BUMI», (POPMYIOUHU TOH UM 1HIIUH KyITbTYPHO-ICTOPUYHUI KOHTEKCT
€IoXH, CTHIIIO, rany3i Tomo. Haragaemo: rpa He Hece MO3UTHUBHOT
YM HEraTHBHOI OLIHKH; HEMaE 10OPOTo Y MOTaHOroO CIPSIMYBaHHS.
Bona 0anancye MiX CEepHO3HICTIO 1 OMaHIMBOIO >KapTiBIUBICTIO.
[IposiBnsieThesl Yepe3 3MarajbHICTh 13 BIYHUM CTHMYJIOM «aroHy»
i MalCTepHICTh, 1O Tependayae JOCSITHEHHS HAWBHIIOTO PiBHS
JIOCKOHAJIOCTI Y BOJIOAIHHI SK NMPaKTHYHUMHU (BIPaBHICTb, BipTYy-
O3HICTh BUKOHAHHS), TaK 1 TEOPETHYHHMH («Tpa PO3yMy») HaBU-
ykamMd. BomHodac rpa BH3HAUA€THCS BIACHUM MPOCTOPOM, YacOM
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1 mpaBWJIaMu, TOOTO yTBOPIOE crienudiuHy cucmemy Koopounam,
CBOEPiIHY OKpeMy «ekocuctemy». Homo Ludens 3Hae i mputimae
3aJaHi YMOBH TPH, JIUIIE B TAKOMY BHIIAAKY I'pa OTPUMYE CBili CEHC,
aypKe 11 pe3ynsraT JOPIiBHIOE CaMOMY MPOLECY K pagiCHOMY mepe-
Mo4YMHKY («a pleasurable, even mirthful, relaxation from the strains
of ordinary life» [5, c. 203]). 3nilicHOrOuM MacIITAOHUN iCTOPUY-
Huit auckype, M. Teif3inra J0X0aUTh BUCHOBKY HpO Te, 10 iCTHHHA
KyJbTYpHa LUBLII3ALIS HE MOXE iCHyBaTH 0e3 MEBHOTO elleMEHTa
IpH, aJKe PO3BUTOK IPYHTYETHCS HAa CaMOOOMEXKEHHi, BOJOAIHHI
norpebamMu 1 BMiHHI CHpSIMOBYBaTH BJIACHI CXWJIBHOCTI Ha JIOCSIT-
HEHHs ocTaToyHOi MeTH. L{uBinizanis BinOyBaeThCs 3a MpaBUIaMH i
3aBXU BUMarae 4yecHol rpu. «HecHa rpa, — 3a . Ieiisinroro, — 1e
HE IO iHIIE, SIK T0OOPOCOBICHICTh, BUpaKE€HA B irPOBUX MOHATTSX.
<...> 106 OyTH 310pOBOIO KYJIETYPOTBOPUOIO CHIIOKO, LIEH IrpOBUI
esleMeHT Mae OyTH YuCTUM. BiH He TTOBMHEH MOJSATaTy B 3aTEMHEH-
Hi YM IPUHIKEHH] CTaHJapTiB, BCTAHOBJIEHUX PO3YMOM, BipOIO YU
ToasHICTION [5, ¢. 211].

PosBuBatoun Teopito M. Teiisinru, ¢paHiy3bkuii comionor
P. Kaitya (Roger Caillois) [4] po3mmproe 6a30Bi irpoBi opmu, 3MeH-
LIYIOUM apeajl BIUIMBY 3MarajbHOCTI SIK CTPHUKHEBOTO KOMIIOHEH-
Ty rpu. o aroHy momyuarotbes anea (alea) — Bumanok (chance);
MiMiKpist (mimicry) — ponboBa rpa, cumymsidis (simulation); Ta
iminke (ilinx) — 3amamopoueHHsl, eMolliiauil crpyc (vertigo). Ce-
pen xapaktepucTuk rpH (play and games) mocnigHUK HaHOIIbIIY
yBaru MpUIUILE ABOM TakuM: l) OCMHUCICHHIO MpAGUa TPH, KOTPi
3MIHIOIOTh 3BUYHUI MOPSIOK peyeid, ycTaleHi 3aKOHU 1 HOPMH, MO-
JielTi TIOBEIIHKY Ta BUMAraroTb HEyXMWJIbHOTO BUKOHAHHS TPaBLsIMH;
2) pO3yMiHHIO POJIi 1 CTyNEHS uzadKu SIK yMOBH JUIS TPU B JialieK-
TUYHOMY TaHIEMi ysIBH i pealbHOCTI.

Ha Bimminy Bix . Teiisinru Ta P. Kaiiya, koTpi Hamaramucs Bu-
3HAUYUTH YHIBEPCAIBHICTh KAaTEropii rpu sIK IHCTPYMEHTY Mi3HAHHS
3aKOHOMIPHOCTI KYJIBTYPHHUX IIPOLECIB Pi3HUX YaciB, TOCIiIKEHHS
b. Carrona-Cwmira (Brian Sutton-Smith, [6]), 3milicHeHe B IINPOKii
naHopaMmi MDKIMCUUIUTIHAPDHUX TEPEeTUHIB, MiAKpecitoe Oararo-
IpaHHICTh, 0araTOBUMIPHICTh MOHSTTS TPH, 11 CXWIIBHICTD 0 ILIac-
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TUYHOI TpaHcdopmanii BracHuxX ¢opMm Ta npuHUMMiB. L[iHHMM TO-
CTa€ aBTOPCHKUI BUCHOBOK CTOCOBHO BHUCOKOI @danmuerocmi rpu
JI0 HOBUX KOHTEKCTIB Ta aKIIEHTYBaHHS yYBaru Ha irpoBOMY MOTEHLIi-
aJi B acleKTi MPOTHUIIT MOXKIIMBIN PUTiAHOCTI JTIOAMHU B CY4aCHOMY
COLIIOKYJBTYPHOMY ITPOCTOPI.

OctanHiil Te3uC MeperyKyeThes i3 Cy4aCHUM JOCIIIKEHHIM
rpu C. Bbpayna (Stuart Brown with Christopher Vaughan [3]), npu-
CBSIYUEHHM OCMMCIICHHIO MPUYUH Ta HACTIIKIB YMOBHOI BTpaTu Cy-
YaCHOIO JIIOAMHOIO BMIHHS I'PaTd sIK HarajJbHOI MOTpeOU i HABUUKH.
CTprKHEBOIO € 111851 npoysimanns uepes zpy, aKa 103BOIISIE JTIOANHI
JOCATaTH IACTS, YCIIiXy, FTApPMOHIi, € 3a[IOPYKOI0 ONTUMI3MY, CIIPHSIE
PO3BHUTKY IHTENEKTY, KPEaTUBHOCTI, CTPECOCTIHKOCTI TOLIO.

[o cyTi, pemikcaniiiHa mapagurMa € pe3yJabTaToM COLIOKYJIb-
TYPHHX 3MiH, PO3IIOYAaTHX CTPIMKHUM 3pPOCTaHHSAM iH(pOpPMALiHNX
Ta NU(POBUX TEXHOJOTIH1. BOHa € BiIMOBIITIO THONCHKOT CB1IOMOCTI
Ha CTBOPEHI Ta NMOIIMPIOBAHI, 30KpEMa Yy CBITOBIH iHTEPHET-MEPEXKi,
MHO>KHHHI TEKCTH 1 KOHTEKCTH, CBOEPIAHUM Oa’kaHHSM MOOYIyBaTH
anvmepnamuene (OHOBIICHE) izpo6ee nosie. Y HbOMY 3MIHIOETHCS HE
nume GopMa XyI0KHBOTO MPOLYKTY, ajle i MeXaHi3M HOro cripuid-
HATTSI (CEeMaHTH3Allisl, CHMBOJIi3allis, PO3KOyBaHHs, IIIHHICHA OIliH-
ka Ta iH.). [Torogumocs 3 nymkoro O. CaMOMIEHKO, sIKa € aKTyallb-
HOIO B LIAPUHI HE JIMIIEe MY3UYHOTO MUCTEITBA, aje if TBOPYOro mpo-
Hecy B HiioMy: «OKuTTs TEKCTY B My3HLi (caM (heHOMEH My3UYHOTO
TEKCTY) CJIiJi MPEACTABISATU SIK B3a€MOOOMIH (irypHO-(hOHOBHUMHU
MIOJIOKEHHSIMH, 10 Bif0YBa€eThCS MiX 3HAYCHHSMHU Ta ‘‘3HAKaAMU’,
B SIKOMY (irypHIicTb 3HaueHb i (JOHOBICTH 3HaKiB 00OepTaeThcs (o-
HOBICTIO TepmHuXx Ta (IrypHOIO SICKPaBICTIO, eMOIeMaTHYHICTIO
npyrux» [2, c. 108—109]. Bunukaroua 3amiHa-mijMiHa i MOPOIKYE
TPy COPUHHSTTS, IHAUBILyadbHY MOAMQIKAIIIO 3aKIageHo] Y TBOPI
3MIiCTOBHOI 0araromapoBOCTi.

He moxxHa He Opartu 10 yBaru i Toii Oe33anepeuHuii GpakTt, 1Mo
CHOTOJHI MIBUAKO 3POCTAE POJb IITYYHOTO iHTENEKTY, SIKUH BIIEB-
HEHO 3aiiMae BJacHE BaromMe Micle CIiBpO3MOBHHMKA-TIOCEPEAHUKA
B cuctemi «JIroguna (51) — [LLI] — Jlromuna (Tu)». Y HuHIMIHIX
yMoBax rodanizauii, tudposizauii Ta neBHii yHigikamii cygacHoro
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CYCHUIBCTBA I€ OTPUMYE 3BOPOTHHUH OiK uepe3 mIadMoHHICTb, iHepT-
HICTh MHCJCHHS, 1HQAHTUIBHICTh CBIIOMOCTI JIOAMHHU SK aBTOpa
CBOTO XHTTS B OyIb-sIKili pOJi — TBOPLS, BUKOHABIIS, PELUITIE€HTA.
VY mux peaiisix MUCTEUTBO MOCTAE BOJIOJAPEM OCOOIMBOIO «3aXH-
LICHOTO» IOJISl TPU. Y TBOPIOIOUM BIACHUH IrpOBHUIl MPOCTIp, BOHO
HaJa€ JIONATKOBI MOXJIMBOCTI, MPOIIOHYE HOBI TBOPYI TEXHIKH Ta
miaxonu, 30epiraroun 32 Homo Modernus npaBo 3aiummTucs Jio-
nuHoo y rpi — Homo Ludens.

Cepen TMOTEHLIMHUX MapKepiB peMiKCAliiHOI MapagurMu
MOYKHA Ha3BaTH TaKi.

1. Iowyk Hoeux 36°a3Kie Midc enemeHmamu Xyoodic-
Hb020 mamepiany AK «NOEOHAHHA HENOEOHYEaH020». My3UIHOIO
1TFOCTpaLi€l0 MOXKE CIIYTyBaTH CTHILOBUI HanpsiM ¢oroxH (fusion),
SIKMH PO3TaTyKy€ThCsl Ha YMMaTy KUTBKICTh PI3HOBHUIIB, L0 MOCTIi-
HO 3pocTae. Takok Ha3BEMO TBOPYI €KCIIEPUMEHTH 3 OHOBJICHHS /
JOTIOBHEHHSI IHCTPYMEHTAIbHO-3BYKOBOI MAJITPH TBOPIB yCTaJIEHOT
Tpanuuii (6apoko, KIaCHUIM3M), 30KpeMa i3 10AaBaHHIM OPUTiHAb-
HUX CIele)eKTiB.

2. Bioosepkanenns cmakoeozo 3pi3y cyuacnocmi B nia-
JEKTHYHIA B3a€MOJIl JBOX BEKTOPiB: (OPMYBaHHS XyHOKHBOTO
CMaKy <> BiANOBiZb Ha MOTpeOU ayauTopii, — KOTpi 4acTo mepe-
OyBalOTh Y IPOTHPIUYi.

3. Peanizayia @ynkuii Komynikamuenozo nocepeoHuka,
IO CTBOPIOE HOBY NPU3MY CHPUHHATTS SK OanaHC KIIIIIOBAaHOTO
Ta OPUTiHAJIBLHOTO (IIEPEOCMHUCIIECHOTO0). ScKpaBuil MpUKIam — Ie
¢dpanmmza «bpimkepToHu» (pi3Hi BapiaHTH My3UYHOTO OQOpPMIICH-
HSl, TIepcOHi()iKOBaHI KOCTIOMH, TaHLIOBAIbHI HOMEpH TOILO). Sk
BIJIOMO, OIIIHOYHI CY/KCHHs 3aJIeKaTh BiJl BUOpaHOi mo3wuilii abo
JIOKYCY KOHTPOIIIO (CIIMPAOYHCh Ha 3acai KPUTUYHOTO MUCIICHHS).
Tak, kiTueBuii 00pa3 cBity, npeacraBneHuil y «bpimkepronax», ox-
pasy BUKIIOYAE iCTOPUYHY BiINOBIJHICTH, OKPECIIOIOUH JIiHIT ysB-
HO{ irpoBOi JIOKaIii, e BIACHE 1 PO3IrpyeThCsl iCTOPis SIK BUTaJaHa
onoBiab. Takuil miaXia 103BOJISE OCMHUCIUTH OaraToOpiBHEBY iHTEp-
TEKCTyaJIbHICTh, BIIEHITH / pO3IU(pPYBaTH BiAMOBITHI XydOXKHI
MpUHOMU, Ha KIITAIT CTHIII3alii, rinepOonu, unTyBaHHs, MeTadopH,
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napoii, anto3ii, KIIOHyBaHHS TOTO YH 1HIIOTO CTUIIIO 32 JIOTIOMOTOIO
T Tomo.

4. Pyiinayia icuyiouux mesxc-KaHoHie i cmeeporycenHs Ho-
eux yinnocmeil uepe3 6ioMogy-3anepeyeHHs, HaBMUCHE 66€0CHHA
YMOBHO-YABHO20 OUCOHAHCY chpuiinammsa. Hanpukian, BUCTyIH
BUKOHABIIIB BUCOKOTO PiBHS BU3HAHHS aKaJeMi4HOI My3MYHOI Tpa-
il y «HEKOHIEPTHOMY» BOpaHHi, MA€ThCSl HAa yBa3i HABMHUCHE
3yXBaJIMH OAT, 0 pOOUTH aKIEHT Ha BiABEPTill CeKCyalbHOCTI a00
HEMOB «IIPU3EMIISIE» CLEHY A0 TMOBCSIKACHHOTO PYTHHHOTO KHTTSI.
BonHouac 3a um npuitoMoM I[iHHICHOT HEB1IMTOBITHOCTI YaCTO CTO-
iTh YyTBOPEHHS 1HAKIIOT IIKAIH LIHHOCTEH SIK HOCiSl IEBHOTO CEHCY,
BiJINIOBITHOTO MeCEIKY (PKIHOYHICTh Y TIOEJHAHHI 3 MaHCTEPHICTIO
AK BIAMOBiAb (PEeMiHICTUYHUM HACTaHOBaM; BUCTYI Ha CLIEHI HE 5K
€JIIEMEHT TeaTpy, a SIK (parMeHT 3BUYaHOIO KHUTTSI — HE HENoBa-
ra 0 BUCOKOTO MHCTEITBA, a MOCTiliHE opraHiyHe nepeOyBaHHS B
HbOMY). AJke morpe0Oa B MEpEeoIliHIll I[IHHOCTEH BHHUKAE TOM, K
3a3Hauae A. Mi3iTOBa, «KOJIM aKTyaJbHHUI MIap KyIbTYpU BHYEPILY-
€THCSY, 1 OXOIUIIOE BOHA BC1 CTOPOHH MY3WYHOTO MHUCJICHHS, Ai04H
pizHocmpsiMoBaHo [1, c. 2].

5. 3eepnenns 00 migonociunoi ceioomocmi uepes cum-
eonizayilo, CMEOPEHHA CYHUACHO20 QAIbMEPHAMUEHO20 KOHMIEK-
chy, anieNlioBaHHS 10 KyJIBTYPHUX apXeTUIIB TOWO. Y IbOMY pycii
TBOPYHX MOIIYKIB HAWOUIBII BIAKPUTUMH BUSBIISIOTHCS CHHTETUYHI
BUJIM MUCTELITBA, & caMe — oriepa i Kinemarorpad, OCKiJIbKA BOHH
BOJIOZIIIOTH HIMPOKUM apCeHaIOM 3ac00iB, IO JOIMYCKAIOTh 3aCTO-
CYBaHHS JOCSTHEHb TEXHOKPATHYHOTO MPOTPECY Ta iX pO3TOpPHYyTE
onaHyBaHHA. Bi3yanbHa ckiagoBa B omepi, HAPHUKIAM, J03BOJISIE
3MIHIOBaTH «3alpONOHOBaHI OOCTaBMHW» TBOPY, HE MOPYLIYIOUH
Oe3nocepenHbo LiNICHICTh HOr0 My3HYHOTO «Tijiay.

6.  Inmepmekcmyanvhuil «cepine» AK XyOorcHIU npu-
fiom dianozy mexkcmie. Y *aHpi TPaHCKPUILI{, HAPUKIA], HOBUH
TBIp € BEpCi€I0 JHIIe NEepIIOHKEPeNa Y «PO3MOBOIO» i3 BCIM PO3-
MaiTTSM iCHYIOYHMX BapiaHTIB «Ha TeMy»? (AJKe HEMOXIUBO Bif-
CTOPOHUTHCS BiJI iICHYFOUOTO 1 IOCTYITHOTO 3ByKOBOTO ITPOCTOPY XY-
JOKHIX J3€pKajl TOTO Y 1HIIOTO TBOPY).
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HoBocTBopene nmgpose irpoBe mosne 00epTa€Tbes AL MHUC-
TENTBA SIK TOTCHUIHUMHU MOKJIMBOCTSIMH, TaK 1 CKJIQJAHUMH Iepe-
nonamu. [lepuri moB’si3aHi i3 MUPOKUM OCTYIIOM, IO 3BOAMTH Y
CTYHIHb «N» 1HTEPTEKCTYaJbHICTh SK JDKEPEIO HATXHEHHS; Mak-
CHUMaJIbHOIO JIOCTYIHICTIO, KOTPa MOPOIKYE MHOXHMHHICTH IIapiB
3MicTy (SIK mepen0avdyBaHUX, TaK i HemependayeHUX) Ta BiAMOBiJ-
HUX TIOXIJHAX MECEIKiB; HEBUUEPITHIUM apCeHaloM pi3HOMaHITHUX
3ac00iB, K 0OMEXKYIOThCS JiuIie (aHTa3i€r0 Ta BiJNOBIHOK TO-
TOBHICTIO / IIITOTOBKOO MHUTIIS.

Bonnouac BiakpuTi nutto3u ingopmarii € HocisiMu HeOe3MeKH,
IO CIPUYMHEHA:

— BIJICYTHICTIO HEOOX1THOTO <GKHBOTO» Jialiory, AMCKYCii, Je-
0ariB;

— MacCKOBICTIO, KOTpa BiOMBa€ KapHABAJIBHICTH SIK BCEIO3BO-
JICHICTh;

— aHOHIMHICTIO, 0€3B1AIOBIAAILHICTIO, TOJIOCIIBHICTIO, Oe310-
Ka30BICTIO Cy[)KEHb;

— IUIIOpPai3MOM JIyMOK, IIIO NEPETBOPIOETHCA HA BiACYTHICTH
aBTOPCTBA;

— HIBEJIFOBAHHSAM CTaTyCHOT MUCIICHHEBOI i€papxii TOIIO.

[okazoBo, 1m0 pemikcaliifHa mapagurMa He MEHIIE BIUTHBAE 1
Ha CTaH yKpaiHChKol Haykd i ocBiTH. Ha choromni HaykoBelb, KpiM
3IIMCHEHHS JTOCIIDKEHHS 1 Horo onpuiroaHeHHs (myOrikarii), Mae
pOOUTH BIIMOBIAHI KPOKH IIOAO MPOCYBAHHS CBOiX MarepianiB B iH-
TEpHETI, CTBOPEHHS BJIaCHOI MepeKi, 300yBaHHsI IHAEKCIB LIUTYBaHHS,
peectpaiiii B pi3HOMaHITHHX 0a3ax Ta 3[IIHCHEHHS BiIMOBIHOI aKTHB-
HOCTI, Be[ICHHS CTOPIHOK Y COIIMeperKax Ta iH. UUM Lie He CX0kKe Ha L1e
OfIHE irpoBe MoJIe 3 YiTKO (200 HewiTKO) mporrucaHumMu npasuiamu? He
JiMIIa cuTyanis HasBHA 1 B HABYaIbHOMY IIPOLIEC, Ha 1110 BKa3y€ AUC-
OayaHc CMIKYBaHHS, Pi3HI MUCIEHHEBI CTparerii, po3okycoBaHa Ma-
TPULSI CIIPUMHSATTSL, HAKIIA iepapXist HIHHOCTEH Tomo. Sk BOaYaeThes,
irpoBi TOJsST BUKJIaJa4qiB 1 3100yBaviB 4acTO PO3MIILYIOTHCS B PI3HUX
crcTeMax KOOPAMHAT, 1[0 POOUTH CIIUIBHY «IPY» HEMOMKIUBOIO.

AJe un xoueMo MH OyTH rpaBisiMu? Un npuiiMaemMo Ta po3ymi-
€MO HOBI MpaBuJjIa TPH, IO MPOTOHYE choroneHHsa? Yu rotosi 1o Ta-
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koi rpu? IlutanHs, sKi HE MArOTh €IMHOI BiMOBI 1. BuHMKae amo3is
70 Bimomoi kiHocaru «Jlxymanmki» («Jumanji»): sSIKIIo rpa po3mno-
qajacs, TO BUMTH 3 Hel HEMOKIMBO — MOYKHA JIUILE JINTH O KiHIIA.
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The contemporary trajectory of the cultural development of
Homo Modernus reveals the growing influence of the remixing
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paradigm, which presupposes significant changes in the perception
and cognitive processing of the existing informational field and the
accumulated historical experience. This paradigm generates new al-
gorithms for the functioning of all spheres of human existence and
finds clear expression in artistic practice. Remixing determines the
organic combination and synthesis of diverse models of organiz-
ing the whole, including spiral, fractal, puzzle-like, concentric, and
other structural principles. Each of these models introduces specific
methods and strategies into the artistic process, stimulating creative
exploration, continuity of knowledge production, exchange of ideas,
and mutual understanding in the current situation of communicative
turbulence.

A powerful foundation for such artistic synthesis is play,
understood as one of the fundamental drivers of cultural devel-
opment, and at the same time marked by instability, mobility,
and internal contradiction. This is confirmed by the abundance
of theories of play, scholarly debates concerning its cultural
role, and diverse methodological approaches to its study. At the
same time, it is precisely the multidimensional nature of play, its
supra-cultural status (as noted by J. Huizinga: “PLAY is older
than culture” [3, p. 1]), its permanence and formative influence,
that ensure the continuity of communicative chains — preserv-
ing existing connections while enabling the construction of new
ones in the pursuit of understanding the original message by the
addressee.

Within Huizinga’s concept, which has become firmly estab-
lished in contemporary art studies, elements of play appear as “liv-
ing” forces that shape various cultural and historical contexts —
epochs, styles, artistic fields, and more. It is important to recall
that play itself does not carry an inherent value judgment; it is
neither intrinsically positive nor negative. It balances between se-
riousness and deceptive jest. Play manifests through competition,
grounded in the stimulus of agon and mastery, which presupposes
the attainment of the highest level of excellence both in practical
competence (skill, virtuosity of execution) and in theoretical ca-
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pacity (“play of the mind”). At the same time, play is defined by
its own space, time, and rules, thereby creating a specific coor-
dinate system—a distinct “ecosystem.” Homo Ludens recognizes
and accepts these conditions; only then does play acquire meaning,
since its outcome is equivalent to the process itself as a form of
joyful respite (“a pleasurable, even mirthful, relaxation from the
strains of ordinary life” [3, p. 203]). Engaging in a broad historical
discourse, Huizinga concludes that true civilization cannot exist
without an element of play, as cultural development is based on
self-restraint, the mastery of desire, and the ability to channel im-
pulses toward a higher goal. Civilization unfolds according to rules
and requires fair play. As Huizinga states, “Fair play is nothing less
than good faith expressed in play terms... To be a sound culture-
creating force this play-element must be pure. It must not consist
in the darkening or debasing of standards set up by reason, faith or
humanity” [3, p. 211].

Developing Huizinga’s theory, the French sociologist Roger
Caillois [2] expands the typology of play by reducing the exclusiv-
ity of competitiveness as its core element. To agon, he adds alea
(chance), mimicry (role-play and simulation), and ilinx (vertigo,
emotional disorientation). Among the defining characteristics of
play and games, Caillois places particular emphasis on two aspects:
first, the acceptance of rules that transform established norms, be-
havioral models, and habitual orders, demanding strict adherence
from participants; second, the role and degree of imagination as a
precondition for play, realized in a dialectical interplay between fan-
tasy and reality.

Unlike Huizinga and Caillois, who sought to articulate the uni-
versality of play as a key to understanding cultural processes across
historical periods, Brian Sutton-Smith’s interdisciplinary research
[6] emphasizes the multifaceted and dynamic nature of play, its ca-
pacity for flexible transformation of forms and principles. Particu-
larly significant is his conclusion regarding play’s high adaptability
to new contexts and its potential to counteract rigidity within con-
temporary socio-cultural space.
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This thesis resonates with contemporary studies by Stuart
Brown and Christopher Vaughan [1], which address the causes and
consequences of the gradual loss, in modern individuals, of the ca-
pacity for play as an essential need and skill. Central to their argu-
ment is the concept of flourishing through play, which enables indi-
viduals to achieve happiness, balance, and success, while fostering
optimism, intellectual development, creativity, stress resilience, and
emotional well-being.

In essence, the remixing paradigm emerges as a response to
socio-cultural transformations driven by the exponential growth
of information and digital technologies. It represents a cognitive
reaction to the proliferation and circulation — particularly via the
global Internet — of countless texts and contexts, reflecting a de-
sire to construct an alternative, renewed playing field. Within this
framework, not only the form of the artistic product changes, but
also the mechanisms of its perception, including semanticization,
symbolization, decoding, and value assessment. We share the view
articulated by O. Samoylenko, relevant not only to musical art but
to creative processes in general: “The life of the text in music (the
very phenomenon of the musical text) should be understood as an
exchange of figure—ground positions between meanings and signs,
in which the figurativeness of meanings and the background nature
of signs are transformed into the background status of the former
and the emblematic prominence of the latter” [5, pp. 108—109]. This
substitution generates a play of perception and an individualized
modification of the work’s inherent semantic multilayeredness.

One cannot ignore the undeniable fact that the role of artifi-
cial intelligence is rapidly expanding, confidently occupying its
own space as an interlocutor-mediator within the system “Human
() — [AI] — Human (You).” Under conditions of globalization,
digitalization, and increasing unification of contemporary society,
this development produces a paradoxical reverse effect, manifest-
ed in template thinking, cognitive inertia, and the infantilization of
consciousness, where the individual — as creator, performer, or re-
cipient — risks losing authorship over their own experience. In this
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context, art emerges as the holder of a special “protected” playing
field. By constructing its own play space, art opens additional oppor-
tunities, proposes new creative strategies, and preserves for Homo
Modernus the right to remain human in play — as Homo Ludens.

Among the potential markers of the remixing paradigm, the
following may be identified:

1.  The search for new connections between elements of
artistic material through the “combination of the incompatible”.
A musical example is fusion, which continues to generate numerous
stylistic branches. Creative experiments involving the renewal or
expansion of instrumental and timbral palettes within established
traditions (Baroque, Classicism), including the introduction of un-
conventional effects, also belong to this category.

2. Thereflection of contemporary taste through a dialectical
interaction between two vectors: the formation of artistic taste and
responsiveness to audience expectations, which frequently come
into tension.

3. The realization of art’s mediating communicative func-
tion, creating a new perceptual prism balancing the clichéd and
the original. A vivid illustration is the Bridgerton franchise, with
its stylized musical arrangements, personalized costumes, and cho-
reographic design. The kitsch aesthetic employed deliberately aban-
dons historical accuracy, framing the narrative as an imagined play
space. This strategy allows for multilayered intertextual decoding
through techniques such as stylization, hyperbole, quotation, meta-
phor, parody, allusion, and even Al-based stylistic replication.

4. The dismantling of established canons and the affirma-
tion of new values through rejection and deliberate perceptual
dissonance. Examples include performances by canonically recog-
nized academic musicians in deliberately provocative, “non-concert”
attire, emphasizing sexuality or everyday casualness. Beneath this
apparent mismatch often lies the construction of an alternative value
hierarchy conveying specific meanings, such as femininity aligned
with mastery or performance understood as organic presence rather
than theatrical display. As A. Mizitova observes, reassessment of
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values becomes inevitable “when a cultural layer is exhausted,” per-
meating all dimensions of musical thinking [4, p. 2].

5. An appeal to mythological consciousness through sym-
bolism, the creation of alternative contemporary contexts, and
references to cultural archetypes. In this respect, synthetic art
forms — especially opera and cinema — prove particularly open,
due to their extensive expressive resources and capacity to integrate
technological progress. The visual dimension of opera, for example,
enables transformation of a work’s “given circumstances” without
undermining the integrity of its musical structure.

6. Intertextual “surfing” as a strategy of dialogical engage-
ment between texts. In transcription genres, this raises the question:
does a new work represent merely a variant of an original source, or
does it constitute a dialogue with the entire constellation of exist-
ing interpretations? Complete detachment from the existing artistic
soundscape is, in practice, impossible.

The emergent digital playing field simultaneously offers un-
precedented opportunities and significant challenges. Opportunities
stem from broad accessibility, which elevates intertextuality as a
boundless source of inspiration; from the multiplication of seman-
tic layers — both predictable and unforeseen; and from an almost
inexhaustible arsenal of expressive means, constrained only by the
creator’s imagination and preparedness.

At the same time, the unrestricted flow of information intro-
duces substantial risks, including:

— the absence of genuine dialogic exchange and debate;

— masking practices that resemble carnival permissiveness;

— anonymity, irresponsibility, and unsupported judgment;

— pluralism that dissolves authorship;

— and the erosion of traditional intellectual hierarchies.

Notably, the remixing paradigm exerts an equivalent influence
on contemporary Ukrainian science and education. Today, in addi-
tion to conducting and publishing research, scholars are expected
to promote their work online, construct professional networks, ac-
cumulate citation metrics, register in multiple databases, and main-
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tain digital presence. Is this not yet another playing field governed
by explicit — or implicit — rules? The situation within education
is no less complex, as evidenced by communicative imbalance, di-
vergent cognitive strategies, fragmented perception, and conflicting
value hierarchies. The playing fields of teachers and students often
operate within different coordinate systems, rendering shared “play”
increasingly difficult.

Yet the question remains: do we wish to become players? Do
we understand and accept the new rules imposed by contemporary
reality? Are we prepared for this game? These questions admit no
singular answer. One is reminded of the well-known Jumanji film
saga: once the game has begun, it is impossible to step outside it —
one can only move forward, toward its conclusion.
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3BYKOBUM JAHJIIIA®T Y ®OKYCI CYUACHHUX
JTOCJIJI)KEHb: KOMIIAPATUBHUM X

Knrouosi cnosa: 3eyxosuil ranowaghm, soundscape, xomnapa-
MUBHULL NIOXIO; MIAHCOUCYUNTTHAPHICTND.

Cdepa cyyacHOTO My3MKO3HABCTBA HEBITMHHO PO3IINPIOETHCS
Ta 30arayyerbcsi HOBUMH HAyKOBHMH PO3BIIKAMH MIKIUCIIMILII-
HApHOTO CIPSIMyBaHHS, MiJXOAaMHU Ta METOIAMH, 3all03WYCHUMHU
3 IHIMX ranxy3eid. eHoMeH 3BYKOBOTO JIaHAMAPTY TaKoK mepedy-
Ba€ Ha MEPETHHI JCKUIbKOX T'yMaHITApHHUX AMCLHMIUTIH 1, BIAMOBIA-
HO, CTAHOBHTH 1HTEPEC HE JIMIIE JUIsi My3UKO3HABIIIB, a ¥ JUIs JTaH/I-
mraTo3HaBIIIB, €KOJIOTiB, 010JI0TIB, (DI3UKIB, IICUXOJIOTIB Ta COIIO-
noriB. B. JIslM€HKO MOSICHIOE: «... BUBUCHHS 3BYKOBUX JIaHAIMA]TIB
NOB’513aHO 3 aKYCTHUKOIO, apXITEKTYPOIO, EKOJIOTIER0, TaHAma(GTHIM
IUTAHYBaHHSM Ta 1H., TOMY HeOOXiJHa B3a€MOJIisl MIX CriewiasicTa-
MU PI3HHX crieniajibHocTei...» (dsuenko, 2011: 185).

VYhepiie TepMiH «3ByKkoBHi Janmamadt» («soundscape»)
B)KUB Ta YBIB y HAyKOBHI 00Ir KaHAJICHKUI O CIIITHUK, KOMIIO3HTOP,
my3ukoor, exkosior Peiimona [lagep (Schafer, 1969) y 60-x pokax
XX cr. Bin BU3Ha4aB 3ByKOBHI JaHAMA(PT 5K «... CYKYIHICTb CO-
HOPHUX 00’ €KTIB, TIOB’SI3aHMX 13 MIEBHUM TIPOCTOPOM 1 MAPKYIOUUX
ICTOTHY BIIMIHHICTh y CIIpHHHATTI NOBKULLD (Tapanara-binpuen-
Ko, 2025: 309).

P. ladep ykasyBaB «...Ha 3HAYCHHS CUILCHKUX, 1HIYCTpi-
QIBHUX Ta EJIEKTPOHHUX yYMOB ()OPMYyBaHHS 3BYKOBUX JaH[mad-
TiB», a Takoxk po3pizHsB «hi-fin- i «lo-fin-nanmmadpTi (Kancbkui,
Kancebka, 2016: 13—14). JlocniqHUK MO3HAYUB TPU TUIIH 3BYKIiB, SKi
BUKOPUCTOBYIOTBCS U XapaKTEPUCTUKU 3BYKOBOTO JaHAIIADTY:
ocnoeni monu (keytones) — (poHOBI 1 4aCcTO CIPUIUMAIOTBCS CITY-
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XayeM HECBIIOMO; 36yK06i cuznanu (soundsignals) — MiCTATbCS
Ha MepeAHbOMY IIJIaHi, CIPHUIMAIOTBCS CBIIOMO; 38YK06i MapKepu
(soundmarks) — yHixanbHi 111 KOHKpeTHOI MicieBocTi (/lsuenxo,
2011: 85; Yump, 2017: 152).

M. Yup (2017) cTaBuTh B OAWH CHHOHIMIYHUHN psiA MOPSA 13
TEPMIHOM «3BYKOBHMH JaHAMA(T» Taki MOHATTA: 36yKoee cepeo-
osuuie, ayoiocghepa, 38yKoee micue icHysanusa, 3eykocgepa, ¢o-
nocghepa. HayxoBunsl micyMOBYe, IO TOAAHI BHIIE BU3HAYCHHS
TPAaKTYIOTBCS «... K LUTICHE ayJiaJbHe MoJje, MO OTOYy€e iHIUBiAa
1 IEBHUM YWHOM IHTEPIPETYETHCS HUM», OCKIIBKU «KOHIICTILIS ay-
niocdepu sSIBHO BKIIOYae cy0’eKTHBHUI KoMIOHEHT (1), a came Te,
SKMM YHHOM HABKOJIMIIHE CEPEIOBHIIE CIIPUUMAETHCS 1 PO3YMI€Th-
Csl OJIHI€IO0 JTFOMUHOI0 a00 criBToBapucTBoM» (Yup, 2017: 151-152).
CxO0XHil CHHOHIMIYHUH psill, TIOB’SI3aHUH 13 BIAMIHHOCTAMH Iepe-
KJIaJly aHDIIHCBKOTO TepMiHa «soundscapey, ipornonye i B. [lsuen-
ko (2011): «axkycmuune cepeoosuuie», «36yKosuii nanouwiaghmy,
«36YKOBUIL NPOCMIPY, (38VK JIAHOUIAPMY», (36YKOGUIL NEU3ANC),
«Ou3zaiin 36yKa ¢ npupoodi». OIHAK caM JTOCIITHUK CXHISETHCS J0
HAMOLIBII Y)KMBAHOTO MOHATTS «3BYKOBHH JaHIIA()T», HATOJIOMIY-
104U TIPH LILOMY, IO «... BAYKJIMBO PO3PI3HATH aKyCTHYHE CEPEAOBH-
1ie B LIJIOMY Ta 3BYKOBHH JaHmmadT SK LiTiCHY onuHHLIO» ([lg-
yeHko, 2011: 85).

3a BusHaueHusm M. Yup, aymiochepa (abo x 38ykosuii n1ano-
wiaghm, SKIMIO PO3IISIATH 1 MOHATTA K CHHOHIMU) — L€ «... CY-
KYTHICTb BCiX HABKOJMIIHIX 3BYKiB, <...> NPUPOJHUX 3BYKiB, Y TOMY
YHCITi TOJIOCIB TBAPHH, 3BYKiB IIOTOAN Ta IHIIUX MPUPOJHUX €IEeMEH-
TiB, ... [a TakoX] 3BYyKiB HaBKOJMIIHBOTO CEPEAOBHILA, CTBOPEHHX
JFOMHOIO, Yepe3 My3UYHY KOMITO3HIIiI0, 3ByKOBUH AM3aiiH, 1HII 3BY-
K1 3BUYAIHOT JIOACHKOI AisSTBHOCTI, BKIFOYAI0YX PO3MOBH, POOOTY i
3ByKH MEXaHIYHOTO TOXO/DKEHHS B PE3y/IbTaTi BUKOPUCTAHHS MPO-
MuUCIIoBUX TexHoorii» (Yup, 2017: 154—155). IloxiOHe TBepKeH-
HSI BUCJIOBITIOE MOJBCHKUI MY3HKAHT 1 KOMIIO3UTOP, aBTOP 3BYKOBHX
iHcTansin M. {umitep (Marcin Dymiter) mono 3ByKOBOTO JIaH]I-
madTy OAHOTO 3 HAaHOLIBLI YHIKAJIBHHUX ACHAPONApKiB €Bponn —
Jlrocnasiupkoro apooperymy K. ITenaepensroro (Topolski, 2020).
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M. Jlumitep 3AifiCHUB aymio3amucd NPUPOAHOTO CEPEIOBH-
mia mapky B Jltocnasine, 3a3HauuB, M0 0COONMBO IIIHHOIO € MOXK-
JIUBICTh BUXOIMUTH 3 IUX 3aIKCIB aKyCTHKY CaMmoro apOooperymy 3
Horo KoMaxaMu, NTaxaMu, TBAPUHAMH YU IIyMOM pociuH. Ocobmu-
BOIO NHILIHICTIO, HA AYMKY AOCHiJHHUKA, BiJ3HAYAIOTHCS «TOJOCH»
CTapux JiepeB Ta 3ByuaHHA Itamilicekoro cany. [Ipore, 3a BmyuyHuM
cnocrepexxeHHssM M. Jlumitepa, HaBiTh aenaponapk K. Ilenaepens-
Koro, 1o 3HaxonuTbes 3a 100 kv Big Kpakosa Ta po3ramoBaHuil y
PO3JIOTiH CUIBCHKIN MiCHEBOCTI, HE MOXE TPETEHAYyBaTH Ha BHHSAT-
KOBY ayZiajibHy 3aMKHEHICTb. 3BykoBHi Janamadt Jlrocnasinproro
apOopeTyMy, KpiM BIIaCHOTO 3By4YaHHS MapKy Ta KOHLEPTHUX BUKO-
HaHb Open air, TBOPUTH HABKOJHUILHIH )KUBUI, HAMOBHEHUH 1HIINMHU
MEIIKaHISIMUA Ta 3BYyKaMH (HAIpHKIaA, TEXHIKH, 110 00poOise Ha-
BrouutHI nojst) poctip (Topolski, 2020).

HapnzBuuaitno miHHUME A71s1 cpepr My3UKO3HABCTBA € JOCHi-
JDKEHHS SIBHLIA 3BYKOBOTO JaHAIA(PTy TPUPOJO3HABISIMH; BUBYCH-
HSl MIIXOJIB Ta METOMOJIOTII, MO MPOMOHYETHCS HAYKOBISIMHU II€T
ranysi, mo6 momaibli pO3BIAKM 3AIMCHIOBATH B HIMPILIOMY, MiX-
JUcUuIuliHapHOMY 1oJii. Toxk BBa)kaeMo 3a TOLIIbHE 3BEpHYTHCS 10
IPYHTOBHHUX Ipallb, MPUCBIYCHUX (PEHOMEHY 3BYKOBOTO JaHImIAQ-
Ty, ykpaincekux reorpadis Kancekux. B. Kancekuii Ta B. Kancbka
CTBEPIXKYIOTh, 110 3BYK O€33alepeyHo BIUIMBAaE Ha (HOPMYBaHHS
naHmmaTy 1 HaBiTh «...y AESKHX BUIAIKaX MOXKe OyTH BHpilLaib-
HUM YUHHUKOM Y (OpMyBaHHI Ta (QyHKIIOHYBaHHI MEBHOTO JIaH]-
madTtHoro xkomiutekcy» (Kancokuii, Kancbka, 2016: 12). Jlocnignu-
KM TIOJ]AI0Th BJIaCHE BU3HAUCHHS IIbOTO TEPMiHA: «38YKOGUIL 1AHO-
wagm (3J1) — ye nanowaghm, 38yKu akozo gpopmyrome “38yKogy
KapmuHy”, 3a AKOI0 MOMCHA 6UHAYUMU (YOpMY, CHIAH, OUHAMIKY
ma iHwi 61AaCcMUBOCHII KOMHOHEHMI@ RPUPOOHO20 Nanouiagpmy i
CHpocHO3YéamU 11020 NOOANLUIUIL 6NJIUE HA JCUBI OP2AHIZMU MA
ix inousidyansruii pozeumoxy» (Kaucekuii, Kanceka, 2016: 15).

HayxoB1i nponoHyoTh BiacHy Kiacu@ikaliro 3ByKOBUX JaH]-
madTiB 3a1€XKHO BiJl KpUTEPiiB MOALTY:

* 34 cmyneHem aHmponozeHHoi mpancgopmayii nanouiaghmy
(ueit kpumepiii i nacmynni cgpopmynvosano asmopom — C. 0.):
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HaTypajbHi, HATYPaJbHO-aHTPOIIOI'€HHI Ta aHTPOIIOTCHHI,

* 30 cHynenem 6NnJiuEy 36YK08020 CePedoGU4a HA CRPUTIHAM-
ms ma hyHKUIOHY8AHHA NHOOUHU: CTIPUITINBI 200 MO3UTUBHI; He-
CHPUSTINBI 200 HEraTUBHI (LLIKiAINBI);

° 3a OIOMUYHOI0 MA NPOCHMOPOBO-AKYCHUYHOI0 0OHOPIOHIC-
mio: 3ByKoBa (hallisi, ypouHuIIe, MiCIIEBICTh;

°* 3@ 38yuaHHAM Y BIONO0GIOHUI uac 0oou (ueir Kpumepii i
nacmynni 3anpononoeano docnionukamu Kancokumu — C. 0.):
HIYHI Ta JIE€HHI;

* 3a OJcepeiom 36yuanna: TEXHOTCHHI 1 HaTypaJibHi;

° 3a 38YKOMOPEHON02IuHOI0 GY008010: 3BYKOBA MOP(HOCKYIb-
nTypa, 3ByKoBa MOp(OCTpyKTypa Ta 3ByKoBa reoctpykrypa (Kan-
cekuii, Kanceka, 2016: 15-16).

BucHoBok.

HagiTh HeBenuKa KiIbKICTh HaBEJCHUX Yy il PO3BiALl HayKo-
BUX TIpallb CBITYHUTH MPO AKTYaJIbHICTh 3alIPOIIOHOBAHOI TEMU B CY-
YaCHOMY HAayKOBOMY JHMCKYPCi, TIepeBary 3acTOCYBaHHS MIKIUCIIH-
TUTIHAPHUX ITiJIXOIB JIO TOCJIIJPKESHHS SIBUIIA 3ByKOBOTO JIAHAIIAPTY
Ta BUBYCHHS MpoOieM Horo kiacudikarii.
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The field of contemporary musicology is undergoing continu-
ous expansion, enriched by interdisciplinary research, new analyti-
cal perspectives, and methodological tools borrowed from adjacent
academic disciplines. The phenomenon of the sound landscape oc-
cupies a liminal position at the intersection of the humanities and
natural sciences and, accordingly, attracts scholarly attention not
only from musicologists but also from landscape theorists, ecolo-
gists, biologists, physicists, psychologists, and sociologists. As
V. Diachenko notes, “the study of sound landscapes is connected
with acoustics, architecture, ecology, landscape planning, and other
fields; therefore, interaction among specialists from different disci-
plines is essential” (Diachenko, 2011: 185).

The term soundscape was introduced into academic discourse
in the 1960s by the Canadian researcher, composer, musicologist,
and environmentalist Raymond Murray Schafer (Schafer, 1969). He
defined a soundscape as “a set of sonorous objects associated with a
particular space and marking a significant distinction in the percep-
tion of the environment” (Tarapata-Bilchenko, 2025: 309).

Schafer emphasized the role of rural, industrial, and elec-
tronic environments in the formation of soundscapes and proposed

— 255 —


mailto:oliinyk.svitlana@num.kh.ua

My3uka i meamp 6 ymoeax KOMyHIKayiliH020 Xa0cCy Cb0200CHH

a distinction between hi-fi and lo-fi soundscapes (Kanskyi et al.,
2016: 13—14). He also identified three types of sounds that struc-
ture a soundscape: keynotes, which form the background and are
often perceived subconsciously; sound signals, which occupy the
foreground and are consciously perceived; and soundmarks, which
are unique to a specific locality and possess symbolic significance
(Diachenko, 2011, p. 85; Chyr, 2017: 152).

M. Chyr (2017) situates the term sound landscape within a
synonymic series that includes sonic environment, audiosphere,
sonic habitat, phonosphere, and sound sphere. The scholar con-
cludes that these concepts may be understood “as a holistic auditory
field that surrounds the individual and is interpreted in a particular
way,” since “the concept of the audiosphere explicitly contains a
subjective component — namely, how the surrounding environment
is perceived and cognitively interpreted by an individual or a com-
munity” (Chyr, 2017: 151-152). A similar range of terms, arising
from different translations of the English word soundscape, is pro-
posed by V. Diachenko (2011): acoustic environment, sound land-
scape, sonic space, sound of the landscape, soundscape painting,
and sound design in nature. Nevertheless, Diachenko prioritizes
the term sound landscape, stressing that “it is important to distin-
guish between the acoustic environment as a whole and the sound
landscape as an integral structural unit” (Diachenko, 2011, p. 85).

According to M. Chyr, the audiosphere (or sound landscape, if
these notions are treated as synonymous) is “the totality of all sur-
rounding sounds, including natural sounds such as animal voices,
meteorological phenomena, and other elements of the natural world,
as well as sounds produced by humans through musical composi-
tion, sound design, and other forms of everyday activity, including
speech, labour, and mechanically generated sounds resulting from
industrial technologies” (Chyr, 2017*: 154-155). A comparable
perspective is articulated by the Polish musician, composer, and
sound installation artist Marcin Dymiter in his reflections on the
soundscape of one of Europe’s most distinctive arboretums — the
Lustawice Arboretum of Krzysztof Penderecki (Topolski, 2020).
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Dymiter conducted extensive audio recordings of the natural
environment of the Lustawice park and emphasized the particular
value of documenting the arboretum’s inherent acoustics, includ-
ing insects, birds, animals, and the sounds of vegetation. According
to the researcher, the “voices” of old trees and the soundscape of
the Italian Garden are especially rich and layered. At the same time,
Dymiter perceptively observes that even Penderecki’s arboretum —
located approximately 100 km from Krakéw in a predominantly
rural area — cannot claim complete auditory isolation. Alongside
the park’s intrinsic sounds and open-air concert performances, the
soundscape of Lustawice is influenced by the surrounding inhabited
environment and its sonic agents, including agricultural machinery
operating in nearby fields (Topolski, 2020).

Research on sound landscapes conducted within the natural sci-
ences is of particular methodological value for musicology, as it fa-
cilitates the integration of interdisciplinary approaches and situates
musicological inquiry within a broader epistemological framework.
In this regard, the substantial works of Ukrainian geographers V. Kan-
skyi and V. Kanska deserve special attention. They argue that sound
exerts a tangible influence on the formation of landscapes and may,
in certain cases, “‘even become a decisive factor in the formation and
functioning of a particular landscape complex” (Kanskyi et al., 2016:
12). The scholars propose the following definition: a sound landscape
is “a landscape whose sounds form a ‘sound picture’ through which
one can determine the form, condition, dynamics, and other proper-
ties of a natural landscape and predict its further impact on living or-
ganisms and their individual development” (Kanskyi et al., 2016: 15).

They also propose a classification of sound landscapes accord-
ing to several criteria:

* degree of anthropogenic transformation of the landscape
(criteria formulated by the author of the present study): natural, nat-
ural-anthropogenic, and anthropogenic;

* degree of influence of the sonic environment on human
perception and functioning: favourable (positive) and unfavour-
able (negative or harmful);
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* biotic and spatial-acoustic homogeneity: sonic facies, tract,
locality;

e time of day (criteria proposed by Kanskyi and Kanska): noc-
turnal and diurnal;

e source of sound: technogenic and natural;

e sound-morphological structure: sonic morphosculpture,
sonic morphostructure, and sonic geostructure (Kanskyi et al., 2016:
15-16).

Conclusion.

Even the limited corpus of scholarly works examined in this
study demonstrates the relevance of the sound landscape phenom-
enon in contemporary academic discourse, the methodological ad-
vantages of interdisciplinary approaches to its investigation, and the
ongoing significance of addressing issues related to its conceptual-
ization and classification.
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CBIT EK30THKHU B ONEPHII TBOPUOCTI ®. JABIJIA

Knrouosi cnosa: @enicocn /lasio, ppanyyszvxa onepa XIX cmo-
JIMms, OPIEHMANIZM, eK30MU3M.

Oemicken JlaBin (1810-1876) — onuH 3 BigoMux (paHITy3b-
KHUX KoMIo3uTopiB XIX cTONITTS, BBaXKA€THCS 3aCHOBHUKOM MY3HU-
HOTO opieHTamizmy. [Iparoroun B pi3HUX kKaHpax (cepen HUX BO-
KallbHi, XOpOBi, IHCTpYMEHTaIIbHI, cMM(OHIYHI, OTIepHi), BiH y Oara-
THOX TBOpaX, HAIMCAHUX B Pi3HI TBOPYI Mepioan, po3KprBaB 00pa3u
€K30THUYHUX, SK iX TOII Ha3MBalM, KpaiH. My3uuHa reorpadis nux
OTIyCiB OXOIUTIOE mUpokui mpoctip — lliBnenny Amepuxy (bpasu-
nist), Cepenzemaomop’st, Cepennto Ta IliBnenny Asziro.

Bapto BigzHaunTH, 1o BrnacTuBmii 6ararboM TBOpaM @. JlaBina
€K30TH3M He OyB YUMOCHh HOBHM — TodnHaro4n 3 KiHig X VII cto-
JITTSI, MUTII 3 TIOCTIHHOO MEPIOAMYHICTIO 3BEpPTAIUCs 10 00pa3iB
Cxomy abo OunbIn BimaneHuX KpaiH. Y 3B’S3Ky i3 IIMM MOXHA 3ra-
nmaru JK.-b. Jlrommi i I Ilepcemna, siki qanu modaTox CIEHIYHOMY
HUIAXY TypelbKUX 1 KuTachkux repcoHaxis; y XVIII cromitri —
MaHyBaHHS CTWIIO IIMHYa3pi, «TypeubKuii» OyMm B ABCTpii, BUKO-
pUCTaHHA a31iChKOT Ta IHIIHCHKOT CIOKETUKH B OTEPHIN TBOPUOCTI
0ararpboX iTaMMCHKUX KOMIIO3UTOPIB. Y mepiriii monoBuHi XIX cro-
JITTA CXiJHY TEMaTHKy B Pi3HHX kaHpax npopomxysainu K. M. Be-
oep, @. lly6epr, P. lllyman, J[x. Poccini, I11. Karens, J[. OGep ta iH.
Bin ex3oTuky, sika yacTo maHyBajla Ha TeaTpalibHil CIeHi, myOmika
3apkau Oyiia B 3aXBaTi, TOXK KOMITO3UTOPH 1 TOCTAHOBHUKH MiATPH-
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MYBaJH L0 arMochepy HOBUMH TBOPaMH i3 BPayKarOUMMH CBOEIO
JUBOBMKHICTIO 200 MICTHYHICTIO CLIEHaMH, JpaMaTHYHUMU CHUTYa-
LiSIMH 13 30BCIM YY’KOT0, 1HaKIIoro KUTTs. He ciin Takox 3a0yBatu
MpO CXiJHI MOTHBH B M0€3i1 Ta JliTeparypi UbOTro Mepioay, 3 SKUMH
My3HMKa Mayia HaWTicHimi KoHTakTH. OTxke, 3amikaBieHicts P. [la-
BiJla CXOJOM Ta MiBACHHOIO €K30THUKOIO, OYMHAIOYH 3 TPUALSTHX
POKiB, 1oOpe BIMCyBaiacs B €BPONEHCHKHIA KyIbTypHHN JTaHIIIA(T.

Mo opieHTanbHOI TeMU KOMIIO3UTOPA MPHUBENM OOCTaBUHH, ILO
CKJIAJIKCSl B HOr0 0COOMCTOMY JKUTTI — TpHBaJia MOIOPOXK 0 CTHIITY.
[Ticna naBuanns B [lapusbkiit koHcepsaropii (1830-1831) maiiOyTHiit
KOMITO3UTOP 5K YJIEH TOBAPHCTBA CEHCIMOHICTIB (3 mouarky 1832 poky)
OyB 3MyLIEHHI pa3oM 3 OQHOAYMILIMHU MTOKUHYTH PpaHIit0 HANPHKiH-
i 1832 poky yepes nmoniTuuHi nepecnigyBanns. 3 Mapcens Micionep-
cbKa rpyna Bupymmia g0 €runry. LLnsx npoxoqus uepe3 Koncrantu-
Hononb, Cmuphy, Addy, Pamny, €pycanum, Anekcanapito, OCTaHHIM
Oy Kaip. Y uepsni 1835 poky JlaBin noBeprayscs y ®panuito.

HesBaxkatoun Ha TpyAHOLi, 3 SKUMH MPONOBIAHUKA HOBOTO
BUCHHSI 3ITKHYJIMCS B IEPEBAKHO MYCYIbMaHCHKiH KpaiHi, MOIOIUi
KOMIIO3UTOP 0Jpa3y OyB 3aXOIUICHHH THM, 1110 Oa4HB 1 4yB HABKOJIO
cebe, — mpuponoro (0COOIUBO MyCTENEel0), KyIbTYPOIO, pPeliriiiHu-
MU TpaguLisMH, MoOyToM. J{OBri criocTepexeHHs CXiTHOTO KHUTTS
JIO3BOJIMIIM HOMY B MICHSIX, IHCTPYMEHTAJIBHUX II'€CaX, KAMEPHHUX
aHcaMOJIsIX CTBOPHUTH 3BYKOBiI oOpasu Cxomy. Lli TBopu mucanucs
K I 9ac caMoi ofopoXi (Hanpukia, 30ipka popTenianHuX 1’ ec
«CxigHi Menofii»), Tak i micist moBepHeHHs y Opaniiro. [Iporsrom
TpuBajux pokiB [aBin He 3anumas Temu Cxomy.

CBoe Bu3HaHHsI 3 00Ky myOmiku Ta kKputukiB . JlaBig orpuman
y 1844 poui micns npem’epu oau-cumdonii «llycrensy», mo BigOy-
nacs 8 rpyaHsi B 3aii koHcepBaropii. Lle cranocs 3aBasku cTBOpe-
HUM y MY3HLI opieHTanbHUM o0Opa3aM. [lo 11boro MOMEHTY BiH SIK
aBTOp OaraTboX KBapTeTiB, CUM(OHii, BOKaJbHUX Ta XOPOBUX TBO-
piB OyB BiOMUIA y TICHHX KOJIaX, ajieé BAKOHAHI B paMKaxX KOHIEPTY
BOKaJbHI TBOpH 1 «IlycTens» nmpuHecnn oMy CIpaBKHIO CIaBy Ta
3HAUHO BIUIMHYJIM Ha TOAANBLIMKA PO3BUTOK (PPaHIy3bKOTO MY3HY-
HOTO OPi€HTAaJi3MY, OCOOIUBO B MYy3WYHO-CLICHIYHHX KaHPaXx.
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Ho omepu JlaBin 3BepHyBcsi smme B 1851 pomi. [lepmioro
fioro cipoOoto Ha TearpaibHii HUBI cTana «[lepauna bpazumiiy —
TPbOXaKTHA KOMIYHa omepa, sIKy 3 ycmixom Oyio mocrasieHo B Jli-
puuHoMy Teatpi. [ani Oynu yotnproxaktHuid «[ epkynanym» (1859,
Grand-Opéra), nBoxaktHa «Jlamma-Pyk» (1862, Opéra-Comique),
TpboxakTHa «[lomonsHka» (1864), peneruuii sikoi npoxoaunu B Jli-
pPUYHOMY Teatpi i sIKy 3a IIeHb 10 TIpeM’€pu OyJ10 3HSITO 3 perepTyapy
(mocranoBka BinOynacs nuie B 1883 poi); octaHHIM TBOpOoM OyB
TphoxakTHUI «Candip», 3a motuBamu B. Illekcmipa (1865, Opéra-
Comique), iioro maptuTypy BTpadeHo. [lepui Tpu omepu mictunu
YUMAaJIO0 €K30THKH, 3yMOBJICHOI CIOKETHUM PO3BUTKOM.

VY «llepnuni bpazunii» (midpero M. ['abpiens i C. Cen-Etbena)
Iist posropraersest cioyarky B Ilopryranii (mepmmii akT), noTiM Ha
Kopalmi cepen okeaHy (OpyrHid akT); y TPETbOMY akTi repoi Ail0Th
Ha JaJleKoMy OCTpOBi, 10 HajexuTth bpasuiii. Ha ocobnuBy yBary
3aCIIyroByIOTh CUM(OHIYHI HOMEpH, Y sikuX [laBif, siK i B monepenHix
TBOpaXx, MPOSIBUB MaliCTEPHICTb 3ByKoNHCIsL. HalisickpaBimoro B 1ibo-
My BiJJHOILLIEHHI € ApaMaThiHa KapTHHA IITOPMY, IMiJ] Yac SKOTro KO-
pabenb, ne nepeOyBaloTh TOJIOBHI repoi (MOpTyraiblli), 3a3HaE IuXa
01151 HEBiOMOTO OCTpOBa (KiHElb APYroro akTy). B anTpaxTi 1o Tpe-
TBOTO aKTy KOMIIO3UTOP OPKECTPOBUMH 3aco0amu Mepeaae yapiBHy
armoc(epy He3aliMaHOro JIicy, HAMOBHEHOTO €K30THYHUMH MITaxaMH.

VY 11bOMY X aKTi FOJIOBHI IEPCOHAXI, SIKi BUCAAMINCS HA OCTPIB,
CTHKAIOTHCS 3 Opa3smiIbCbKUMH TUKYHaMH. Y Hampy:KeHi XOpoBii
cueni, saky [. beprnio3 BBaxkaB ofiHi€I0 3 HalKpalux B OImepi, mepe-
JTAaHO eMOLIifHe MPOTUCTOSIHHS ABOX CTOPiH. KpUTHK 3BepHYB yBary
1 Ha cueHiuHe 0(hOPMIICHHS: €K30THKH, SIK BiH 3a3Ha4aB, 10JaBajH
KOCTIOMH TY3€MI[iB — BOHH BHUHIIIM Ha CIIEHY JIMIIE Y TOB’sI3Kax
Ha CTETHax, 3 JyKaMH Ta MNaJWISIMH, 10 HE MOIJIO HE 3IUBYBAaTH
TOTOYacHYy €BpONenchKy myOomiky [1].

VY «Benukii» onepi «l'epkynanym» (midpeto Jx. Mepi) ©. Hda-
BiJl 3BEPTAETHCS A0 OPIEHTANBHOI TEMAaTUKHU. Y CIOKETi, AKHH mepe-
HOCHUTH TisifaviB y | cTomiTTs Hamoi epu, MpOTHCTAaBISIOTHCS JBi
peNiriiiHi CHJIM — XPUCTUSHCTBO 1 s3MYHULTBO. OCTaHHE mpen-
CTaBISIOTH cXigHa npuHUeca Onimmig (BOHA CIIOKYLIA€ XPUCTUSHH-
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Ha ['ermioca) Ta ii Opar — cxigHuii npuHI, nTpokoHcyn Hikanop (BiH
HamaraeThcs 3aBotoBaru cepue Jlinii, HapedeHoi ['emioca, ane rune
BiJ OnuckaBku). Came i3 SI3MYHULBKUMH TIEPCOHAKaMM OB’ si3aH1
CXiJTHI €K30THKa Ta 0ararcTBO, ICKPABICTh SKUX I/ 4ac IpeM’epu
OLIIHWJIA HE TUTBbKM MyOJiKa, a i kpuTukyu. Hanpuknaz, y nepriomy
aKTi MOKa3aHO MO-CXiJTHOMY PO3KilHuH nanar OniMmitii, y TpeThboMy
akti — l'emioc y Gararomy BOpaHHI mporymoeThes 3 ONIMITIEIO TIO
YyIOBUX CaJax, M0 BUKIUKAJIO acolialito i3 cagamu Cemipamiau.
Bech Tperiii akT — 1e 6ajeTHi CLeHH 1 cTpiMKa BakxaHaiis. B op-
KECTPOBIII BXKJIMBY KOJIOPUCTHYHY (YHKIIIO0 BUKOHYIOTH (IIeHTH i
yAapHa rpyna iHCTPYMEHTIB, PO3MOBCIOMKEHUX Y CX1IHIH My3HIIi —
TapiJIKu, TPUKYTHUK, KPOTaIH, OaKCHKUI TaMOypHH.

Bpasuna misinauis i sickpaBa eK30THYHA KAPTHHA Y YETBEPTOMY
aKTi — i pO3TOPTAETHCS Ha Tl 3eMIIETPyCy ¥ BUBEp:keHHS Besy-
Bil0, Mi/1 Yac SKOTO BCi THHYTh. Y CTBOPEHHI Wi€l ApamMaTudHoi Kap-
THUHH TOJIOBHA POJIb Y MAapTUTYPi 3HOBY BiJBOAUTHCSI OPKECTPY, 1O
3BUYAIHOTO CKJIAAY SIKOTO AOAAHO Mamny (UIeHTy, KOpHET-a-IiCTOH,
odiknein, aphu; rpyny yaapHUX iHCTPYMEHTIB CKJIAJIN BEJIUKUH Oa-
pabaH, nuTtaBpH, Tapiiku. [piM, OIMCKaBKY, MiA3EMHI MOIITOBXH,
TYPKIT BiJ pyiiHyBaHHs OyiBesb i, HapemTi, BUOyX ByJIKaHy — yce
ue [asin BiaTBOpHB y My3uli. KpuTHKH, CydacCHHKH KOMIIO3UTO-
pa, Bu3HaBagu e(peKTUBHE OPKECTPYBAHHS L€l CLIEHH 1 MUCcaIN PO
my3uunuii Tanant dasina. Cepen Hux OyB i I'extop bepmios, sikuit
TAKOX BiJI3HAYMB TOCTAHOBKY 3 ONHMCKYYMMH KOCTIOMaMmH, CTapo-
BUHHOIO 30pO€10, AMBOBIKHUMH JICKOPAIisIMU 1 BUBEPKESHHSIM BYJI-
KaHy y ¢iHanbHii cueHi [2].

VY nacrynniit onepi «Jlamna-Pyx» (mi6pero M. Kappe i 1. Jlroka
3a ogHOMMeHHOI0 oBicTIO T. Mypa) ®. /laBin npomoBkye CBiil pyx
Ha cXiJl — Jis BigOyBaeThes criovaTky noomusy Kammipy (meprmit
akT), a notim y Camapkanai (apyra zist). [onoBHUME ITepcoHaKaMu
€ npunieca Kammipy, nouka imneparopa Benukux Moromnis Jlamna-
Pyk i nap Camapkauny Hypenain.

HammcaBmm mio omepy, KOMIIO3UTOpP 3pOOMB BEJMKHH KpPOK
Yy PO3BHUTKY CXi1IHOi MY3HYHOI JIEKCUKH. OCOOIHMBO 1I€ CTOCYETHCS
cuMmdoniuHX HOMepiB. Hampuknaz, 3 mepumx TakTiB yBEpTIOpH
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BIJI4YBa€ThCS CX1IHUH KOJIOPUT: IHTOHAILIIS BUCXIJTHOI KBIHTH y CO-
JFOIOYOi BaJTOPHH, O0IrpaBaHHS BEPXHHOTO TOHY JOMOMIKHHUMHU
3ByKaMHM, BHKOPHCTAHHsS HU3XiJHOI XPOMaTHKH B KOPOTKHX Iepe-
TYKyBaHHSIX (IeiTH, roboiB Ta KIapHEeTiTa BUTpUMaHa IeAaib y
HW)KHBOMY PETICTpi, CHIOKIHHUMA TeMI — yce 1ie Tepenae armocge-
py HekBarmBoro Cxoy.

B opienransHoMy cTuii HanrcaHo TaHuUi Oasaepok (I akr): y
MEepUIOMY 3 HUX Bi3epyHKOBa, FHyYKa MeJoAis ro00s HacCHYeHa Xpo-
MaTHKOIO Ta IHTOHAILISIMU 3BEJIMUYEHOT CEKyHH, TeMOPH OaKCHKOTO
TaMOypHHa 1 TPUKYTHHKA JOTIOMAaraloTh CTBOPUTH HEOOXiTHHN KO-
JOpUT. Y ApyroMmy TaHLi NepelaHo eKCTaTHYHHUN CTaH TaHI[iBHHIIb.
Sk nucas bepnio3, my3uuHi Temu miei 6anetnoi cuenu B [lapmxki
BBa)KaJIM aBTCHTUYHUMH, TipuBe3eHnMu JlaBimom 31 Cxomy [3].

LikaBoro 3Haxinkoro ®. [laBiga crano cnenudiuHe BHKOpPHUC-
TaHHS B COJIbHUX BOKaJbHUX MAPTisX BIPTYO3HUX €IEMEHTIB — Ia-
CaXIiB 3 PSCHOIO MENi3MaTHKOIO, SIKi MPHU BUKOHAHHI BUKJIHMKAIOTh
acomiamnito 3 iHAIKCHKOI0 TeXHIKOI0 criBy. Lle crocyeThes npyroi apii
Jlannmu-Pyxk, xymieriB Mip3u Ta iX OyeTHHX CLEH. 3 OZHOTO OOKY,
KOMIIO3UTOP TPAAULIIHO Ja€ BUKOHABHUIISIM MOKIIUBICTh PO3KPUTH
MOXIIUBOCTI TOJOCY, 3 JPYroro — YyCKIaJHEHa TeXHiKa BUKOHYE
(GyHKIII0 HAalliOHANBHOT CKJIaJ0BO1, HAraJAyr04l CUCTEMY LIPYTi.

OTxe, MpawLioouy Hall po3nsIHyTUMHE oniepamu, @emicben [la-
BiJl MOCTYIIOBO 3HAMIIOB Ti 3acO0M MYy3MYHOI BHPa3HOCTI, SIKi JO-
3BOJIWJIM HOMY CTBOPUTH HANOBHEHI €K30THUKOIO KAPTHHU JAJIEKUX
KpaiB, pO3KpPUTH 00pa3u CBOIX HE-€BPONEHCHKUX IepoiB, sICKPaBO
nepenatu armocdepy, y SKid po3ropraroThes MOmii, CTaTh aBTo-
poM OaraTboX CTOPiHOK TOHKOI cTmmizauii. Lle Oynu pizHOMaHITHI
TEMOPOBI PECYpCH 3 BUKOPUCTAHHSIM HAI[iIOHAJTbHUX 1HCTPYMEHTIB,
rapMOHiuHi 3ac00HM, TPUHIKITN MOOYAOBH 1 PO3BUTKY MeEINO/ii, crie-
uugiuHe BUKOPUCTAHHS MEJII3MaTUKU, My3HYHE LIUTYBaHHSI.
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Félicien David (1810-1876) occupies a prominent place
among nineteenth-century French composers and is widely regard-
ed as one of the founders of musical Orientalism. Working across
a broad range of genres — including vocal, choral, instrumental,
symphonic, and operatic — he repeatedly turned, at various stages
of his career, to the depiction of lands that were perceived as exotic
in the cultural consciousness of his time. The musical geography of
these works encompasses vast territories: South America (Brazil),
the Mediterranean region, and Central and South Asia.

It should be emphasized that the exoticism characteristic of
many of David’s compositions did not emerge in isolation. Begin-
ning in the late seventeenth century, European artists had repeatedly
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engaged with images of the East and of distant, unfamiliar lands. In
this context, one may recall the introduction of Turkish and Chinese
characters to the operatic stage by J.-B. Lully and H. Purcell, the
flourishing of chinoiserie and the “Turkish vogue” in eighteenth-
century Austria, as well as the use of Asian and Indian subjects in
the operatic production of numerous Italian composers. In the first
half of the nineteenth century, Oriental themes continued to appear
in the works of C. M. Weber, F. Schubert, R. Schumann, G. Rossini,
Ch. Catel, D. Auber, and others, across a variety of genres. Audi-
ences were fascinated by the exotic imagery that frequently domi-
nated theatrical stages, and composers and impresarios actively
cultivated this fascination by presenting works filled with extraor-
dinary, mysterious scenes and dramatic situations depicting alien
and unfamiliar modes of life. Eastern motifs were likewise wide-
spread in the poetry and literature of the period, with which music
maintained particularly close ties. Against this cultural background,
David’s sustained interest in Eastern and Southern exoticism from
the 1830s onward appears entirely organic within the broader Euro-
pean artistic landscape.

David’s turn toward Oriental subject matter was closely con-
nected to circumstances in his personal life — specifically, his pro-
longed journey to Egypt. After studying at the Paris Conservatoire
(1830-1831), the future composer, as a member of the Saint-Simo-
nian movement (early 1832), was compelled, together with his com-
panions, to leave France at the end of 1832 as a result of political
persecution. Departing from Marseille, the group travelled to Egypt,
their route passing through Constantinople, Smyrna, Jaffa, Ramla,
Jerusalem, and Alexandria, before finally reaching Cairo. David re-
turned to France in June 1835.

Despite the considerable hardships experienced by the pro-
ponents of the new doctrine in a predominantly Muslim environ-
ment, the young composer was deeply captivated by everything that
surrounded him — nature (above all, the desert), culture, religious
traditions, and everyday life. Long-term immersion in Eastern reali-
ties enabled him to create vivid sonic representations of the East in
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songs, instrumental pieces, and chamber works. These compositions
were written both during the journey itself (among them the piano
collection Mélodies orientales) and after his return to France. For
many years thereafter, David continued to cultivate Eastern themes
in his music.

David achieved broad recognition from both audiences and
critics in 1844 following the premiere of the ode-symphony Le
Désert, which took place on 8 December in the hall of the Paris
Conservatoire. The success of this work was largely attributable to
the compelling Oriental imagery embodied in its music. Prior to
this event, David had been known primarily within relatively nar-
row circles as the author of numerous quartets, symphonies, and
vocal and choral compositions; however, the concert that featured
Le Désert brought him genuine fame and exerted a significant influ-
ence on the subsequent development of French musical Orientalism,
particularly within the sphere of theatrical music.

David turned to opera relatively late, only in 1851. His first
theatrical work, La perle du Brésil, a three-act opéra-comique, was
successfully staged at the Théatre Lyrique. It was followed by the
four-act grand opera Herculanum (1859), the two-act Lalla-Roukh
(1862, Opéra-Comique), and the three-act La captive (1864), whose
rehearsals took place at the Théatre Lyrique but which was with-
drawn from the repertoire on the eve of its premiere and finally
staged only in 1883. His last operatic work, Le Saphir, after Shake-
speare (1865, Opéra-Comique), has survived only in references, as
the score has been lost. The first three of these operas are marked by
a pronounced exoticism dictated by the development of their respec-
tive plots.

In La perle du Brésil (libretto by M. Gabriel and S. de Saint-
Etienne), the action unfolds first in Portugal (Act I), then aboard
a ship at sea (Act II), and finally on a remote island belonging to
Brazil (Act III). Particular attention should be paid to the symphon-
ic episodes in which David, as in his earlier works, demonstrates
exceptional mastery of musical pictorialism. The most striking ex-
ample is the dramatic storm scene culminating in the shipwreck of
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the Portuguese protagonists near an unknown island (the conclusion
of Act II). In the entr’acte preceding Act III, orchestral means are
employed to evoke the enchanting atmosphere of a virgin forest in-
habited by exotic birds.

In this same act, the protagonists encounter indigenous inhabit-
ants of the island. A tense choral scene — regarded by Hector Ber-
lioz as one of the finest pages of the opera — depicts the emotional
confrontation between the two groups. Berlioz also commented on
the staging itself: the costumes of the indigenous characters signifi-
cantly enhanced the sense of exoticism, as they appeared on stage
wearing only loincloths and carrying bows and clubs — an image
that undoubtedly astonished contemporary European audiences [1].

In the grand opera Herculanum (libretto by J. Méry), David
once again returns to Oriental imagery. Set in the first century CE,
the drama juxtaposes two religious forces: Christianity and pagan-
ism. The latter is embodied by the Eastern princess Olympia, who
seeks to seduce the Christian Hélios, and her brother, the Eastern
prince and proconsul Nicanor, who attempts to win the heart of
Lilia, Hélios’s betrothed, and is ultimately struck dead by lightning.
The Eastern exoticism and splendor associated with the pagan char-
acters were enthusiastically received by both audiences and crit-
ics at the premiere. Act I presents Olympia’s sumptuous Oriental
palace; in Act III, Hélios, magnificently attired, strolls with Olym-
pia through lavish gardens evocative of the legendary Gardens of
Semiramis. The entire third act consists of ballet scenes culminat-
ing in an ecstatic bacchanal. In the orchestration, flutes and a wide
array of percussion instruments traditionally associated with East-
ern color — cymbals, triangle, crotales, and Basque tambourine —
assume a central timbral role.

Audiences were likewise captivated by the vivid exotic tab-
leau of Act IV, in which the action unfolds amid an earthquake and
the eruption of Mount Vesuvius, leading to the destruction of all
the characters. In this climactic scene, the orchestra once again oc-
cupies a pivotal position in the score. To the standard ensemble,
David added piccolo, cornet-a-piston, ophicleide, and harps, while
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the percussion section includes bass drum, timpani, and cymbals.
Musical representations of thunder, lightning, subterranean tremors,
collapsing buildings, and the volcanic eruption are meticulously
crafted. Contemporary critics acknowledged the effectiveness of
this orchestration, often expressing admiration for David’s compo-
sitional skill. Among them was Hector Berlioz, who also praised
the production’s visual elements: brilliant costumes, antique weap-
onry, striking scenic design, and the spectacular volcanic eruption
in the final tableau [2].

In his subsequent opera Lalla-Roukh (libretto by M. Carré and
I. Lucas, based on a novella by T. Moore), David continued his east-
ward trajectory. The action unfolds first in the vicinity of Kashmir
(Act]) and later in Samarkand (Act II). The principal characters are
Lalla-Roukh, princess of Kashmir and daughter of the emperor of
the Great Mughals, and Noureddin, king of Samarkand.

With this opera, the composer took a significant step forward
in developing an Oriental musical lexicon, most notably within the
symphonic numbers. From the opening measures of the overture, an
Eastern coloration is immediately apparent: the ascending perfect
fifth articulated by the solo horn; the ornamentation of the upper
tone by auxiliary notes; the descending chromatic figures exchanged
between flute, oboes, and clarinet; the sustained pedal in the lower
register; and the calm, unhurried tempo — all contribute to the evo-
cation of an Eastern atmosphere.

The bayaderes’ dances in Act I are likewise composed in an
Oriental idiom. In the first dance, a sinuous oboe melody rich in
chromaticism and augmented-second inflections predominates,
while the timbral contribution of the Basque tambourine and tri-
angle reinforces the exotic color. The second dance conveys a state
of ecstatic exaltation. As Berlioz noted, the themes of this ballet
scene were widely regarded in Paris as authentic and were believed
to have been brought back by David from the East [3].

A particularly noteworthy innovation in Lalla-Roukh is Da-
vid’s use of heightened virtuosity in solo vocal writing. Passages
saturated with melismatic ornamentation — especially in Lalla-
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Roukh’s second aria, Mirza’s couplets, and their duet scenes—evoke
associations with Indian vocal practice in performance. On the one
hand, such writing corresponds to established operatic conventions
that allow singers to display technical brilliance; on the — other,
this virtuosity functions as a marker of national color, recalling the
concept of Sruti.

Thus, through his operatic works, Félicien David gradually
developed a complex system of musical means that enabled him
to create richly exotic soundscapes of distant lands, to articulate
the individuality of non-European characters, and to convey with
vividness the atmospheres in which his dramas unfold. His refined
stylizations draw upon diverse timbral resources, including instru-
ments associated with national traditions; distinctive harmonic de-
vices; principles of melodic construction and development; specific
approaches to melismatic writing; and occasional musical quotation.
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[NoniTnyHa catupa — 11e 3aBXKaAM HepiBHA 00poThOa. 3 OAHOTO
OOKy, BCs JiepKaBHa MOTYTHICTb, 3 APYTOro — Kilbka HE030pOEHUX
XynoKHUKIB. Tak BU3HAYMB CyTHiCTH catupu B ece «lIpo cyTHicTh
CMiXy 1 B3araJii mpo KoMiuHe B 00pa3oTBopuoMy MucteuTsi» (1855 p.)
Hapne Bomep. Sk mpaBuiio, KiAbKICTh IUX XyHZOXHHUKIB Oyna 3a-
BKIM HEBENIMKaA. AJle TOCTPOTA, TOUHICTb 1 311000/ICHHICTh 3MYIIIyBaia
KUTITH BiJT JIFOTI BUIII TUTKA BIIAJW Yepe3 Oe3CHIUIS MPOTUCTOITH 1X
cioBy. OcobnuBa ipoHisl, TaK 3BaHUH «TAILCHKUI TYMOD, BBIHIIOB y
npuciis’s. [ocTpuii, BTyuyHHH, TOHKUI Ta Oe3KaiCHUM, K YKOJT pa-
mipH, BiH MOXKE 3HULIMTH 00 €KT BUCMiIOBAHHS JIMIIE OTHUM CJIOBOM.

Hdns ¢panmy3iB catupa € IiCTOPUYHO BKOPIHEHHUM 3aco-
O0OM BHpaKEHHS MPOTECTY, KPUTUKU BJIaIH, LIEPKBH Ta JIIOACHKHX
Baa. Hampuxnan, ®. Bonbrep BHUCMIiIOBaB J0rMaru3M IIEPKBH,
[1. MoHTecK’e KpUTUKYBaB yNepeaKeHHsl (PaHIy3bKOr0 CYCIiJIb-
crBa, I1. Bomapme — nuxaricTh 1 0OMEXEHICTh apUCTOKPATHYHOT
emitd. OnHAaK HE TIJIBKHU B JIITEpaTypi MPOsBIISUIAcsA TOCTPOTa i BU-
TOHYEHICTh (paHIy3bkoro rymopy. OHope lom’e TopkHyBCs (iry-
pu xopoust Jlyi-®@inina I B rpaBropi «I apranTroa», 300pa3uBLIM HOTO
XKaiOHUM BEJIMYE3HUM MOHCTPOM, SIKHIA TOifa€e 3070TO, BiliOpaHe
B OimHOoTH. [Topyu 3 O. Jlom’e maniBHe Mmicuie 3aiimaB JKan [pan-
Bijb. Byayunm TanaHOBUTHM iTHOCTpaTopoM (OKMBHB IEPCOHAXKIB
pomany Jx. Csidra «['ymiBep»), BiH BraBaBcs OO0 OOKEBiIbHUX,
croppeaicThyHux 00pasis, panTracmMaropii Ta aHTporroMopdizmy —
B3aeMOIepeTBOPeHHs JroAei 1 TBapuH. Cepen poOIiT BUPI3HIETHCS
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cepis «Metamopho3u nHs», «CHU» Ta KypHanax «La Caricaturey,
«Le Charivariy.

VYV XX-XXI cr. naniBHe 3Ha4YeHHS B MOLIMPEHHI CaTHUpPH Bimi-
rpatoTh Menia. Lle mepionuuni BuganHs, pafgio, Tenedauenns. Ha-
npuknan, xypuanu «Le Canard enchainéy («Kauka B kaiizanax»),
«Charlie Hebdo», tenenepenava «Le Petit Journaly Ta nanbkoBe
woy «Les Guignols de I’'Info» na xanani Canal +. 3a 1011oMororo
Mapofiil Ha MOJITHKIB Ta MEAiaNepCcoH, CATUPUYHHUX CKETUYiB BOHU
BHCBITJIIOIOTH TOJIOBHI TEMH Cy4yacHOi (paHIly3bKoi caTUpu — aH-
TUKJICPHUKAJi3M, BHYTPIIIHIH Ta 30BHIIIHIN MOMITHKYM, COLiaNbHI
MPOTECTH M KpalHOLI HaliOHAJICTIB Ta paAWKaliB. Yce CKIaiHe
cTae 00’€KTOM BHCMIIOBaHHS 1 MapoIilOBaHHS.

[Iporpama «Par Jupiter !» na Radio France € oqnum 3 Haii-
O1JIBII TIOKA30BUX MalJIaHYHMKIB CATUPHUYHO-I'YMOPUCTHYHOIO pa-
niomoBneHHs. Y Oyani aui Ha yactoti 87.8 kHz o 17.00-18.00 3a
Mapu3bKUM YacOM aBTOPH JAlOTh MONITHUYHI KOMEHTapi, My3W4Hi
napozii, CTBOPIOIOTh IMIpOBI3alii Ta comianbHy caTupy. OgHUM
3 MmouecHUX rocteil Tpaucsanin € ®penepik @pome (Frédéric
Fromet) (17 nunus 1971 p.) — ¢paHmy3pkuil criiBak-ryMOpPHCT,
BIIOMUH MOJEMIYHUMH, CATUPHUYHUMHU MiCHAMHU. TpanuuiiHo
IO 'SITHUIII Ha 3aBEpILCHHS nepenadi B pyoputli «La chanson de
Frédéric Fromet» BiH NPE3eHTYE MICHIO MPO aKTyallbHi CyCHilb-
HO-TIOJITHYHI MoAil cyyacHocTi. Y 2022 poui BiH Hamucas 1B ITic-
Hi, mpucBsiueHi BiliHi Pocii mpotu Ykpainu — «Rase-Poutine !»
(11 6epe3nst 2022 poky), mianKcaBUIN i1 K 3BEpHEHHS 10 yKpaiH-
cekoro Hapony, Ta «L’Ukraine» (25 6epesns 2022 poky), ie Biz 00-
anaus IlyTiHa BKka3aB Ha MYXHICTh YKpaiHCBKOI Hallii Ta HUHI3M
€BPONEUCHKUX KpaiH.

[lepmia micHst — 1e pimryya, pi3ka catupuuHa pedrekcis Ha
OypximBi momii, cnpsiMOBaHa Ha MiATPHUMKY YKpPaiHCHKOTO Hapo-
ny. CrioBa cmiBaloTbcsi HA MOTHB TiCHI BigoMoro rypry Boney M.
«Rasputiny. Y tBopi ®©. ®pome npizBuie ['puropis Pacmyrina Ha-
BMHUCHO PO3AUISIEThCA Ha [1Ba clioBa — Rase-Poutine, 1o nepexia-
naetbest sk «3uuu [lyTinay. Le Tunosuii npuitom ¢paHIy3bKoi ca-
tupu. TyT npucyTHs He nuuie rpa ciiB. Tak camo, sk i PacmyTiH, Bin
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HE COPOMUBCS JKOJHUX 3ac00iB JyIs JOoCsrHeHHsI MeTh. Midooriza-
1ist 00pasy CTBOpEHa 3aB/sIKH CUCTEMHIl, OaraTopiuHiil mponaranmii
Ta chOpPMOBAHOMY «KYJIBETY 0COOUCTOCTI». [IpoTe Yepe3 nmopiBHAHHS
3 PacnyTiHMM MOKa3yeThCs peajbHUi, HEe IITYYHO YTBOPEHUH 00pa3s.
30BHIIIHS CTaTHICTh He 30iraeTbes i3 BHYTPILIHIM HallOBHEHHSM,
CJIOBa HE BIJIJI3ePKAIOIOTH CIPaBXHI MOTUBU. HUIIICTh, IIMHI3M i
BCEOCSDKHE MParHeHHs 10 BIaJy CIOPiTHIOIOTE 00HuaBa 00pa3H.

Ha ¢oni odiniiHUX AUTIIOMAaTHYHHUX 3aKIMKIB 10 MUPY, «IITHU-
00Koi cTypOOBaHOCTI» i MOMIPKOBAHOCTI y BUCIIOBIIIOBAHHSX aBTOP
HE COPOMIISTYMCH 3aKJIMKAE 70 MOBHOTO CUMBOJIIYHOTO Ta (i3UYHO-
ro 3HuieHHss Bonoagumupa Ilytina, #oro pexumy Ta Kpemns sk
CHMBOITY 3JIO4MHHOTO Micus Biaau. Ha 1e BkaszyroTh ciioBa «3HHUIL,
3Hu, 3HUIN [lyTtinay, «3piBHsi i3 3emneto Kpemiby», «3 aBromara,
3 IpoboBHKa», «3 0a3ykoro, 3 KapaOiHOMY, MIAKPECIIIOI0YN 0COOHC-
Te Oa)kaHHsI CUIIOBOTO Ta BiICHKOBOTO BUPILLICHHS TUTAHHS yCyHEH-
Hs [lyTina. Pociiicekuii AuKTaTop 300paKy€eThesl HE SIK TOCTOWHUM
CYNPOTHBHUK, a SIK 00°€KT AJIsl BUCMIIOBaHHSI Ta 3HUILEHHS Pi3HO-
MaHITHUMH TPHHU3IMBUMHU crHioco0amu: «3aiylid HOro cTpora-
HUHOIO» (NOCWJIaHHS Ha TPaIuLiiHy CTpaBy MiBHIYHHX HapOMiB);
«OTtpyi Horo xJsopoxiHOM» (IIpernapar, SIKUi BBa)KaBCsl HEMigTBEp-
JOKEHHM 3aco00M BiJl KopoHaBipycy); «Po3max iforo Haue FOpiit
Maprapun» (uum @. Opome Hampsimy oOpaykae TOpIiCTb Ta CHUM-
BoJ Pocii — IOpis [Narapina, onyckatoun HaayTHii 00pa3 10 40roch
HU3BKOSKICHOTO Ta HECIIPABKHBOTO, MOIOHO JI0 MAPTAPHHY ).

®. ®dpome BHUCIOBIIOE MIATPUMKY YKpaiHi uepe3 MpuUsMy
(paHIy3bKHX TEPCIEKTHB Yy CIOBax «YKpaiHelpb, MogyMail TpOXu
npo PpaHiiro, Npo Halli paXyHKH Ha Ta3 Ta OCH3WHY», MiJKPeCcIo-
104H, IO BilfHA 3a4yenuiia He Jimiie YKpainy, ane i ycro €Bpory, 3a-
B/aBLIM EKOHOMIYHUX TPYAHOLIIB. Y [bOMY MPOSIBISETHCS COMiAap-
HICTb 1 BU3HAHHS BIACHHUX BTpAT. TakoX 1€ BUPAKAETHCS B CIOBAX
«CwuibHille, HiXK PeBONIOLIS Ha Maligani», 3rajytoun Pepomtortito
lgnocti. ®irypa Bonomumupa IlyTtiHa acomiroeTscsi 3 ropesBic-
HUM PacmyTiHUM K CHMBOJIOM HEHABHCTi O BCHOTO JIIOACHKOTO.
®. dpome Mozentoe oro 0opa3 SK MIKiIHUKA, SIKOTO BECh CBIT Ipar-
HE 3HUIIUTH PI3HOMaHITHUMH CIIOCOOaMHU.
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Uepes nBa THXKHI IHTOHAISI 3MIHIOETbCS. Y YT MicHI BiH
3HOBY 3BEPTAETHCSA JI0 1i€1 MOCTATi, BUKOPUCTOBYIOUH iHIII 3aco0u
carupu. BiH 37ilicHIOE TapOAiI0 Ha BHYTPILIHIO MOBY AUKTaTOpa, Ha
myOniuni Buctynu IlyTina. Skmo nepiua micHs — 11e pi3ka eMoLiid-
Ha peakiis, 1o apyra — «L’Ukraine» — TiTy31uBHII MOHOJIOT Bij
0co0M TONOBHOTO BUHYBarLs noxil — Bomomumupa [lytina. s
JOHECeHHs1 (DpaHIy3bKill aymuTopii akTyaJlbHHX CYCHUIBHO-TIONI-
THYHUX Mpodiem @. dpome cTBOpIoE TBIp, Ae Bix odnmuyus [lytina
BHUCIIOBITIOE HOTO HEHABUCTH 10 YKpaiHU, HEXTYBaHHS BCiMa MiKHa-
POAHMUMH MpaBUIIaMHU Ta KOHBEHLIsIMH. BogHouac aBTOp 3acymKye
OarimyxicTh 1 HeOakaHHS Oi3HECY BUXOIUTH 3 POCIHCHKOTO PUHKY,
Horo *ary J1o rpoIieH, 1o BUIIa 32 MOPajbHi MIHHOCTI.

TonoBHMI «repoii» MiCHI B ouyaX MDKHAPOIHOI CHIIHOTH 3a-
BKJIM BB)KABCSl MY>KHIM, MOTYTHIM MIPAaBUTENIEM, «BAKKOIO PYKOIO»,
CBITOBUM JIiIEPOM HAJJIEPXKaBH 3 MOTYKHOIO apMi€l0 1 HECKIHYCH-
HUMH MIPUPOAHUMH pecypcaMu. 3aMicTh emiuHoi, MOMIEe3HOi KOM-
no3uwii, mo morna 0 3adikcysaru ue, ®. dpome CTBOPIOE MPOCTY,
MaJIeHbKY JKapTiBIMBY TOJBKY B MOEIHAHHI 3 MPIMJIMBUM Ballb-
COM, y KYIUIeTHi ¢opmi 3 KoHTpacTHHM emizonoM. [lopiBHsHO 3
MEPUIOIO MiCHEI0, TYT HE MPOCTEKYETHCS 3all03MUEHHS MY3UYHOTO
Marepiaiy, TOMy Lie¢ MOKHa BBa)KaTH OPUTTHAJIBHOI KOMIIO3HLIETO.
VYes ceplio3HICTh, CAMOBIIYYTTS BEIUYHOCTI HIBETIOETHCS BECETIOI0
MY3HKOI0. Y MOJIbII MPOMOBIISIETHCS TOJIOBHA JIiHIsI HE3a0BOJICHHS,
PO3IIOUEHHS Ta HEPO3yMiHHS, YOMY BCe MIIUIO HE Tak. BambcoBa
TeMa xapakTepusye Mpii Ta O6axanns [lyTiHa, ocoOUCTI ManeHbKi
nepeMoru. Takux emi30AiB /1Ba: MEPIINH CTOCYEThCS HEBUIPaBA-
HUX OYIKyBaHb W00 IIBUAKOTO B3STTS CTOJNMLI YKpaiHHM Ta po3-
JpaTyBaHHS yepe3 CTiIHKUil omip Hapoay, Ipyruil — peakuii Ha He-
crioziBaHe 00’ €AHAHHS 3aXiTHOTO CBITY HPOTH HHOTO Ta 3yXBaJlOro
ICHOpYBaHHS 30BHILIHBOTO BIUIUBY. I1yTiH Oa4uTh CBITOBY peakiito
Ha #oro nii, ane He 3BepTae yBaru. JIipuuHi emi30AM CTOCYIOTHCS
fioro ocoOucToi apamu, MOAaHOi B JIETKOBa)KHiM, HaiBHIA (opmi.
@. ®pome 3HELIHIOE MEPEKUBAHHS, CIIPOCTOBYE HOTO HealeKBaTHI
amOilii, BUKJIMKAIOYH CMiX 3aMiCTh CIIBUYTTS Ha CKApT'H TOJIOBHOTO
reposi MicHi.
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VY cnoBax BuUpa)keHa HEBHXOBAHICTh 1 HenmBini3oBaHicTh [ly-
TiHa. 3a MpaBWIaMU (QPaHIy3bKOTO €THUKETY HE MPHUHHSATO TOBOPU-
TH «s1» (fe), HOTO YacTe MOBTOPECHHS BKa3y€ Ha €rOLEHTPUYHICTD i
HaJIMipHY CaMO3aKOXaHICTh MOBIIS. Y (paHIy3bKOMY CYyCIiIbCTBI
LIHYETBCS CKPOMHICTB, 1HTENEKTyanbHa AMCTAHIIIS 1 BMIiHHS 3aiy-
YaTH CiBPO3MOBHHKA JI0 JIiaJIOTy, @ HE JIMIIE BUCJIOBIIOBATH BIACHY
MO3MLI0. Y mepumomMy KyIUleTi MojdbKy Ta Bajbey [lyTiH roBopuTh
«s1» 10 pasiB, 1110 € MPUKIATOM IIOTAHOTO TOHY» 1 MiAKPECIIIOE HOro
«HEEBPOTEHCHKICTBY.

3MeHIIy€eThCS 3MICTOBHUM MacmTad (irypu, cTpax nepesa oo-
pa3oM MOBHICTIO 3HUKAE, POOJISIUM BCi CepiO3Hi, pilllyyi MOBHI BHU-
najau HiYuM Oinblie, HiXK BUKPUKaMHU JpiOHOT qroauHu. OdikyBaHa
MUILIHICT 1 BEJIMYHICTh MY3UKH 3aMIHIOETHCS )KapTiBIUBOIO JIETKO-
BakHICTIO. Lle Mae sk BHYTpiLIHIN, TaK 1 30BHIIIHIN nposiB. OCKiib-
KM TPaHCIIALIS TpeM’ €pH BiOyBaacs B ayaio- Ta Bizeodopmari, Mu
MaeMO 3MOTY TIOIMBUTHCS Ha BUKOHaHHSI. 3a craTyporo ©. @pome €
HEBEJUKUM, XYIOPJISIBUM YOJIOBIKOM, JIETKO 1 HE(OPMaIBbHO OsITHE-
HUM, 3 TiTaporo. YacTkoBo 1ie cnopiaHtoe foro 3 B. [lytinuMm, amxke
BiH MaJIeHBKOTO, HEBHCOKOTO 3pOCTy. AJle BiACYTHICTh KOCTIOMA,
CBOEPIHOT IEPEeMOHIaIbHOCTI, BUIIYKAHOCTI 1 JIOCKY BiJ camoro
MOYaTKy NPUHIKYE cTaTHicTh ¢irypu IlyTtina. @aktnuno @. dpo-
Me moBTopHB izeto ¢inemy Yapni Yarmina «Benukuil qukTaTop»
(1940 p.). Bin 3Mo/1emI0BaB MOTIK CBiJOMOCTI JIFOIMHU, TaK CaMO SIK
Y. Yamrin yepe3 o0pa3 Anenoina ['inkens criapojiroBaB Anonbga
litnepa, 3poOuBIIK Or0 KOMiYHUM, HE3rpaOHUM Ta CMILTHUM.

Sk y mepuiii, Tak i B apyrii nicHi @. @pome He 3anumiae 6e3
yBard (QpaHIy3bKUiH iCTEOMIIIMEHT 3aBASKH 3rajkaM cyTo (paH-
Iy3bKHX IMEH, MepCOoHalii, Kopropauiil y micHsix. Bin po3paxoBye
Ha PO3yMiHHS BHYTPIIIHBOI ayIUTOpii. Yci moaii BUCBITIIOIOTHCS HE
K BHTaJIKa Y aOCTpaKis, a SK IpsMa KPUTHKA MOJITHKYyMY, 0i3-
HECy, KYJIBTYPHUX JisYiB 32 I[MHI3M, JIMIEMIPCTBO Ta SKOHOMIYHI
3B’S13KH, 1110 iICHYIOTH Mapajie’dbHO 3 KOH(IIKTOM.

VY cBiti no0yTye madnoH mpo QpaHily3bKUi MIAHCOH SIK BH-
KJIIOYHO HOCTANbIIUHUH, JTIPUYHUHA, POMAHTHYHHIA THUI IiCEHb,
noB’si3aHux 3 [lapwkem Ta BHyTpilIHIMHU NepexuBaHHAMU. OnHAK
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MOJITUYHA CaTUPUYHA JIiHIS € HeBil €MHOIO YaCTHHOIO aKTyaJbHOT
(bpaHIy3bKOi TiCHI.
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THE FIGURE OF THE DICTATOR DURING THE
RUSSIAN-UKRAINIAN WAR AS REFLECTED IN THE
POLITICAL SATIRE OF FRENCH CHANSON

Keywords: political satire; French chanson, dictator; Ukraine;
Viadimir Putin.

Political satire has always constituted an unequal struggle. On
the one hand stands the full force of the state; on the other, a small
group of unarmed artists. This asymmetry was succinctly defined by
Charles Baudelaire in his essay On the Essence of Laughter and
the Comic in the Visual Arts (1855). As a rule, the number of such
artists has never been large. Yet the precision, sharpness, and topical
relevance of their utterances have repeatedly provoked rage among
the highest echelons of power, revealing the authorities’ inability to
counter words with comparable force. A particular form of irony —
known as “Gallic humour” — has become proverbial. Sharp, subtle,
and ruthless as a rapier thrust, it is capable of destroying its object
with a single verbal strike.

For French culture, satire has long been a historically en-
trenched means of articulating protest, criticism of political author-
ity, the Church, and human vice. Its defining qualities are sharp-
ness, accuracy, and merciless clarity. Voltaire ridiculed religious
dogmatism; Montesquieu exposed social prejudice; Beaumarchais
attacked the arrogance and intellectual narrowness of the aristocrat-
ic elite. The sophistication and severity of French satire, however,
were by no means limited to literature. Honoré Daumier addressed
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the figure of King Louis-Philippe I in his engraving Gargantua,
portraying the monarch as a grotesque, gluttonous giant devouring
wealth extorted from the poor. Alongside Daumier, Jean Grandville
occupied a prominent place in the visual satirical tradition. A gifted
illustrator — renowned for bringing to life the characters of Jona-
than Swift’s Gulliver’s Travels — he made extensive use of surreal
imagery, phantasmagoria, and anthropomorphism, emphasizing
the mutual transformation of humans and animals. His most no-
table works include the series Metamorphoses of the Day, Dreams,
and his contributions to the satirical journals La Caricature and
Le Charivari.

In the twentieth and twenty-first centuries, mass media as-
sumed a dominant role in the dissemination of satire, encompass-
ing print periodicals, radio, and television. Notable examples in-
clude the newspapers Le Canard enchainé and Charlie Hebdo, the
television programme Le Petit Journal, and the puppet satire Les
Guignols de D’Info broadcast on Canal+. Through caricatures of
politicians and media figures, these formats foreground central
themes of contemporary French satire: anticlericalism, domestic
and foreign policy, social protest, and the extremism of nationalist
and radical movements. Complex political realities are systemati-
cally transformed into objects of parody and ridicule.

One of the most prominent platforms for satirical radio broad-
casting in contemporary France is the programme Par Jupiter! on
Radio France. Airing on weekdays from 5 to 6 p.m. (Paris time) on
87.8 kHz, the programme combines political commentary, musical
parody, improvisation, and social satire. Among its regular contrib-
utors is Frédéric Fromet (b. 17 July 1971), a French singer-come-
dian widely known for his provocative satirical songs. Tradition-
ally, each Friday broadcast concludes with the segment La chanson
de Frédéric Fromet, in which the artist presents a song address-
ing current socio-political events. In 2022, Fromet composed two
songs dedicated to Russia’s war against Ukraine: Rase-Poutine!
(11 March 2022), explicitly framed as an appeal in support of the
Ukrainian people, and L’Ukraine (25 March 2022), in which he

276 —

V Yepkawuncoki uumanus

highlights both the courage of the Ukrainian nation and the cyni-
cism of European states from the imagined perspective of Vladimir
Putin.

The first song constitutes a decisive, aggressive satirical re-
sponse to unfolding events and is explicitly oriented towards soli-
darity with Ukraine. Its lyrics are set to the melody of Rasputin
by the popular band Boney M. In Fromet’s adaptation, the sur-
name of Grigory Rasputin is deliberately split into two words —
Rase-Poutine, which translates as “Destroy Putin”. This wordplay
exemplifies a classic strategy of French satire. It is not a mere lin-
guistic joke: like Rasputin, the contemporary dictator is portrayed as
someone who avoids no means in the pursuit of power. The mythol-
ogization of his image, constructed through systematic propaganda
and the cultivation of a personality cult, is dismantled through this
analogy. The comparison reveals a reality in which external appear-
ance contradicts inner substance, and rhetorical declarations mask
cynical motives. Meanness, moral degradation, and an obsessive
thirst for domination unite both figures.

Against the backdrop of official diplomatic calls for peace, re-
straint, and “deep concern”, the song openly advocates the symbol-
ic and physical destruction of Vladimir Putin, his regime, and the
Kremlin as an emblem of criminal authority. This uncompromising
stance is articulated through explicit imperatives: “Destroy, destroy,
destroy Putin”, “Raze the Kremlin to the ground”, and references
to weapons ranging from automatic rifles to bazookas. The dictator
is not presented as a formidable adversary but as a figure of ridi-
cule, subject to humiliation through grotesque imagery: “Choke him
with stroganina” (a traditional dish of northern peoples), “Poison
him with chloroquine” (an unproven drug once promoted during the
COVID-19 pandemic), or “Spread him like Yuri Margarine” — a
pun that reduces the revered symbol of Russian pride, Yuri Gagarin,
to something cheap, artificial, and counterfeit.

Fromet expresses solidarity with Ukraine through a distinctly
French perspective, as in the line: “Ukrainian, think a little about
France, about our gas and petrol bills”, acknowledging that the
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consequences of war extend beyond Ukraine to Europe itself. This
recognition of shared loss reinforces the dimension of collective re-
sponsibility. Solidarity is further articulated through the reference
“Stronger than the revolution on the Maidan”, invoking the Revo-
lution of Dignity. Ultimately, Vladimir Putin’s figure is equated
with Rasputin as a symbol of hatred toward everything humane;
Fromet constructs him as a parasitic presence that the world seeks
to eliminate.

Two weeks later, the satirical strategy shifts. In the second song,
Fromet returns to the same figure using markedly different expres-
sive means. Rather than direct invective, he adopts parody through
the imitation of the dictator’s internal monologue and public rheto-
ric. If the first song is an immediate emotional reaction, L’Ukraine
functions as a mocking confession voiced by the presumed architect
of the catastrophe himself. Through this device, the artist exposes
Putin’s contempt for Ukraine, his disregard for international law,
and simultaneously criticises the indifference of business elites un-
willing to sever ties with Russia, whose financial interests override
ethical considerations.

The “hero” of the song, previously depicted by international
discourse as a powerful, resolute world leader, is here deprived of
epic stature. Instead of a monumental musical language, Fromet
employs a deliberately modest musical form: a simple, humorous
polka combined with a dreamy waltz, structured as couplets with a
contrasting section. Unlike the first song, this composition does not
rely on borrowed musical material and may therefore be considered
entirely original. The polka articulates irritation and incomprehen-
sion in the face of political failure, while the waltz represents the
dictator’s dreams and private fantasies. Two such episodes appear:
the first addresses the unrealized expectation of a swift conquest
of Kyiv and frustration at Ukrainian resistance; the second reflects
the shock of Western unity and the dictator’s ostentatious disregard
for external pressure. Lyrical passages depict a personal drama ren-
dered deliberately naive, thereby nullifying its claim to seriousness
and eliciting laughter rather than empathy.
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The lyrics further expose a lack of civility and self-restraint.
Within the norms of French etiquette, excessive use of the first-per-
son pronoun je is considered a sign of egocentrism and poor man-
ners. French cultural values privilege intellectual distance, modesty,
and dialogical engagement. In the opening verses of the polka and
waltz, Putin utters “I” no fewer than ten times, thereby emphasizing
his narcissism and underlining his perceived “non-European” char-
acter.

As a result, the figure’s symbolic power collapses entirely: fear
dissipates, and what once appeared threatening is reduced to the
absurd complaints of a petty individual. Musical frivolity replaces
anticipated grandeur, reinforcing this process of demystification.
The performative aspect further amplifies this effect. Broadcast in
both audio and video formats, the performance reveals Fromet as
a slight, casually dressed figure with a guitar, devoid of ceremonial
gravity. This visual image implicitly echoes the physical stature of
Putin himself, while the absence of suits, glamour, and official decor
further erodes any sense of authority. In this respect, Fromet’s strat-
egy recalls Charlie Chaplin’s The Great Dictator (1940), in which
Adolf Hitler was parodied through the character of Adenoid
Hynkel — clumsy, ridiculous, and stripped of menace.

In both songs, Fromet also targets the French establishment,
referencing specifically French names, corporations, and public fig-
ures. He relies on the cultural competence of his domestic audience.
The events are presented not as abstraction but as direct criticism
of politicians, business leaders, and cultural actors whose cynicism,
hypocrisy, and economic interests persist alongside an ongoing war.

A widespread stereotype associates French chanson exclusive-
ly with nostalgia, lyrical intimacy, and romantic imagery linked to
Paris. Political satire, however, constitutes an integral and enduring
dimension of contemporary French song culture — a dimension viv-
idly reaffirmed in these works.
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CUCTEMHMA BUMIP BULIKOJIY Y BOJIOJAIHHI
CJIOBOM 1 TVIOM HA ITPUKJIA/Il HABYAHH S
AKTOPIB VY JIbBIBCbKOMY HALHIOHAJIBHOMY
YHIBEPCUTETI IMEHI IBAHA ®PAHKA

Knrouosi cnoea: meamp, mucmeymeo, neoacocika, Cnogo,
Tino, nnacmuka, eonoc, OHMONO2IS, OHIMUKA._

IIuTaHHs CHCTEMHOCTI 1 0€3CUCTEMHOCTI TeaTpabHOI OCBITH 3
Bumkory BonomiHHsA CioBom Ta Timom (CiaoBoM — SK OHTOJOTIY-
HUM CEHCOM 1 CIIOBOM — OHTHYHOIO KOMYHIKaTHBHOIO BiOpaIti€ro
ta TimoM — BiT4yTTSIM HiJicHOCTI ()OPMHU BTUTIOBAHOTO AiiCTBA i
TiJIOM — $IK, BIIacHE, TiJIOM aKT-opa, epdopmepa) y yacH BiiiHH Ta
JIEKOJIOH13aIlii:

InayKTUBHUH Ta NEIyKTUBHUA METONU BUKJIAJAHHS 3 JPYroro
POKY HaBUYaHHS: MEPIINH — MOCTYNOBO YCKJIAJHIOIOYH, TIEPEXOIH-
TH BiJl MAJIMX YPUBKIB 10 OUTBIINX, ajli IO OTIaHyBaHHS aKTamH, a
3rOZIOM ITOCTABOIO I1JI01 (YaCTO €MHOT) BUCTABH; IPYTHIA — OZIpa3y
BBOIWTH B OCBITHI{ TIpoliec miTicHI Marepiamu (I’ ecu, nmepdopma-
THUBHI CHHOTICHCH TOII[0), TUM CaAaMHM TOTJINHAIOYH, TIEPETBOPIOIOYH
1 HACHaXYFOUYH yC1 TBOPYi peCypCH CTY/ICHTA B IPOIIEC] BUIITKOIY;

3acTtocyBaHHS JeTyKTHBHOTO METOY HABYAaHHS Ta HOTO Tepe-
Baru, HeOe3meku Ta axenTy. [Ipukiranyn Takoi HOBITHBOT TIEIarOTiKK
CBITOBOTO T€aTPaJbHOTO MHUCTEITBA Ta X PE3yIBTaTUBHOCTI;

3aranpHAN aHaJi3 BHKOPWUCTAHHS TAaKOTO METOMY BHIIKOIY
CroBa Ta Tina Ha mpuKiIai HaBYAHHS KypCy 3 aKTOPCHKOI MaicTep-
HOCTI KOMaHJIOI0 TeaTpalbHUX NPaKTHUKIB MicTa y criHax JIbBiB-
CHKOTO HaIliIOHAILHOTO YHiBepcuTeTy iMeHi [Bana dpanka 3a mepiof
2014 — 2019 pp.;
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AHani3 po0OTH 31 CTyIEHTaMH NEPIIOr0 CEMECTPY IPyroro
POKy HaBYaHHS HaJ BHUCTaBoOIO 3a m’ecoro Ilanaca Mupnoro «Jlu-
MepiBHay. BBaxiuBi YMHHUKHU: OyTTEBa reHETUYHA Ta CIOKETHA
JOCTYIHICTh 1 3HAHOMICTh YKpaiHCBKOTO MaTepiany 3 IIHOOKHM
CeHCOM Ta BHpa3HUM XYIOKHIM CIIOBOM; MOXKJIMBICTh BIPABISHHS
royiocy (eTHocmiB) 1 Tina (AcKpaBuii eTHOrpadiuHUN MIACTUYHUN
MaJlFOHOK);

VYpoku, HaOyTi BHXOBAHLSIMH JAPYIOro Kypcy Ipyroro ceme-
CTpy IpU CTBOPEHHI mocTaBu 3a 1’ ecoto «Taptiod» Kana-baricta
Mornbepa: BMiHHS JIiTepaTypHO aJanTyBaTd JApaMaTypriio, po3iia-
POBYIOUH TEKCTH YKPaiHCBHKOIO Ta pociiickkoro MoBoto (Taptiod Ta
Horo azenTH pociiCbKOMOBHI) 1 1i€BO aKTyajli3yBaTH ii; OnaHyBaH-
HSl POKOBOT MYy3WYHO{ CTHJIICTUKH Ta TUIACTHKH;

Tperiii Kypc: 3ailicCHEHHS KypcOBOi poOOTH — CIIEKTaKIIO 32
texkctoM TopHToHa Baitnaepa «Hame micTeuko»: aganTyBaHHS 3a-
OKEaHCBKOTO MaTepiaily A0 pealiil 1bBiIBCHKOIO MIXKBOEHHOTO 4Yacy
1 cTHIIO yKpaiHcbkoro «petpo» 1930-x pp.; HaOyTTd HaBUYOK aH-
camO1eBOr0 Ta COIBHOTO KUBOTO cmiBy 1utsirepiB b. Becomoscbkoro
i )KUBHH CYNpOBiJ 3HAHOTO JIBBIBCHKOTO TYpTY «WSZYSTKO»;
MOBEPHEHHS [0 HABUKIB «0e3MpeaMeTHO» il MPOTIroM ychboro
IiiicTBa; OMaHyBaHHS MJIACTUKOIO JKA3-PETPO B 00’ €Mi MIOZUKILY;

HositHi gocBigu, HaOyTi mig yac pobotu Hax nepdopmaTHB-
HUM JilicTBOM «1», CTBOpEHHM 31 CTyIEHTaMH NPOBITHUMHU Maid-
CTpaMH IUIaCTHYHOTO MUCTeUTBa JIbBOBa;

YeTBepTHii Kypc — KypcoBa OakaiaBpcbKa MOCTaHOBKA 3a KO-
Meniero Muxaiina Ctapunbkoro «3a JBoMa 3aillisiMu»: aJanTtaris
TEKCTy IpaMarypra A0 akTyaJbHHX MOJOADKHUX CJICHTOBHX pea-
Jif; omaHyBaHHs BOKAJIBHOI Ta IUIACTHYHOI CTUIICTHUKH «Kabapey;
criBmpans 3i cTyaeHTaMu Kadenpu xopeorpadii;

Hpyruii (Maricrepchbkuil) piBeHb BHUILOI OCBITH: 3AiHICHEHHS
crHeKTakio 3a TpuiepoM [as bepra «SImay: aganTaiist Kopnycy Be-
JMKOI MPO3U 0 3PO3YMLUIOrO i 3MiCTOBHOTO 00’€My BHCTaBH; BXO-
JOKEHHSI B CBOTOAHILIHI CyOKYJIBTYpHI TJIaCTH MOJOAIKHOTO MOOY-
TYBaHHSI;, 3aBEPILUCHHS iHTEIPAJIbHOTO BUILKOIY CEHCOBHOCTI i pe-
MecIa y HiICYMKOBiH KypcoBiii MaricTepchbKiil AUIIOMHIN poOOTi;
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THE SYSTEMIC DIMENSION OF TRAINING IN
MASTERY OF WORD AND BODY: ACTOR EDUCATION
AT IVAN FRANKO NATIONAL UNIVERSITY OF LVIV

Keywords: theatre; art;, pedagogy;, Word; Body, movement,
voice, ontology; ontics.

The issue of systematic versus non-systematic approaches in
theatre education with regard to mastering Word and Body (where
Word is understood both as ontological meaning and as an ontic
communicative vibration, and Body as a sense of integrity in em-
bodied action as well as the actor’s own corporeality), examined in
the context of war and decolonization.

Inductive and deductive teaching methods introduced from
the second year of study: the inductive method proceeds gradually
from small fragments to larger units, then to acts, and ultimately to
the staging of an entire (often single) performance; the deductive
method, by contrast, immediately incorporates complete materials
(plays, performative synopses, etc.) into the educational process,
absorbing, transforming, and activating the student’s full range of
creative resources.

Application of the deductive method: its advantages, risks, and
advocates. Examples of innovative pedagogical practices in con-
temporary global theatre and an assessment of their effectiveness.
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A general analysis of the application of this method in train-
ing Word and Body, based on acting courses conducted by theatre
practitioners at Ivan Franko National University of Lviv between
2014 and 2019.

Case study: second-year students, first semester, staging of Pa-
nas Myrmy’s Lymerivna. Key factors included the existential and
narrative accessibility of Ukrainian material endowed with profound
meaning and expressive artistic language, as well as opportunities
for voice training (ethnic singing) and body training (ethnographi-
cally inspired plastic imagery).

Insights gained during the second semester of the second year
through the staging of Jean-Baptiste Moliere’s Tartuffe: develop-
ment of skills in dramaturgical literary adaptation, the layering of
Ukrainian and Russian texts (with Tartuffe and his followers por-
trayed as Russian-speaking characters), activation of the play’s
contemporary relevance, and mastery of rock musical stylistics and
movement.

Third-year course project: staging of Thornton Wilder’s Our
Town. Adaptation of American material to the realities of interwar
Lviv and the aesthetic of Ukrainian 1930s “retro”; acquisition of en-
semble and solo live singing skills through songs by Bohdan Veso-
lovskyi, performed with the renowned Lviv band WSZYSTKO; a re-
turn to “objectless” action throughout the performance; and mastery
of jazz-retro movement within the musical genre.

Innovative experiences gained through the performative proj-
ect 1, created with students in collaboration with leading masters of
plastic art in Lviv.

Fourth-year bachelor’s production: Mykhailo Starytsky’s com-
edy Chasing Two Hares. Adaptation of the dramatist’s text to the
realities of contemporary youth slang; mastery of cabaret vocal and
movement stylistics; collaboration with students of the Department
of Choreography.

Master’s level project: staging of Guy Bert’s thriller The Pit.
Adaptation of large-scale prose into a coherent and meaningful
stage production; engagement with contemporary subcultural layers
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of youth experience; completion of integrated training in meaning-
making and theatrical craft within the final Master’s diploma per-
formance.

Integral training in the mastery of Word and Body through the
creation of full-scale performances synthesizes and encompasses all
individual traditional forms of theatrical training.
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IMucsmennunst Onbra KoGunsiHCbKa — OziHA 3 KIIFOUOBHX I10-
CTaTeil yKpalHCHKOTO MOICPHI3MY, YMsl Ipo3a BUPI3HIETHCS INIU-
OOKHMM TICHXOJIOTi3MOM, (hiTocodchkoro peduiekCiero Ta yBarok 10
xiHouoi nomi. Jlecst Ykpainka tak nuie npo Hei y crarti «lluca-
Teni-pycuHu Ha bykoBuHi»: «Y cBoix TBopax KoOumsHceka 3ade-
TUTFOE Halipi3HOMaHITHIII TemMu. HalOinpmn BUpoOIeHW HEIO THIT
IHTENITeHTHOT XKIiHKHU... 3pemToro, BIacTiBa cdepa 1ei mucareib-
KM — TIe TIOOUT iHTEeJITeHnni, BOHa HOTO Kpalle 3Ha€ i yepe3 Te,
OTIMCYIOUW HOTO0, OiNbIlle Mae HATOAW PO3MAiTHINIIIE BUSBUTH CBIii
Tanany [2, c. 92].

Teopu Onbru KoOunsHCHKOT (K OKpeMi, Tak i 3a MPUHIIUTIOM
KOJIaXy) HEOJHOPA30BO i1HCLIEHYBAJINCS JUIsI IOCTAHOBKH Ha CLEHI
UYepHiBELPKOIO MY3WYHO-APAaMAaTHYHOTO TeaTpy, KUK Ha3BaHO il
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iMm’aM. Cepexn MOCTaHOBOK BapTO 3rajaTH TaKi BUCTaBH, SIK: «3eM-
1s» (1947 p., pex. B. Bacunbko; 2013 p., pexx. M. ['puanimn); «Y
HenTIo paHo 3t konanay (1955 p., pex. b. bopin; 1984 p., pex.
K. [usorapog; 2003 p., pex. O. Mociituyk); «BoBuuxa» (1963 p,
pex. €. 3onoroa; 2023 p., pex. JI. Ckpunka); TBip «AnocTton yep-
Hi» JBivi 3700yB cueHiuHe XUTTA: («AmocTon vepHi (3aryOmeHi
B vaci)», 2005 p., pex. O. I3ekyHn, «tOmnian Lle3zapeBuu», 2015 p.,
pexx. M. I'punnmmn). Takoxx y penepryapi Tearpy Oyna BucTa-
Ba «Onbra» npo *UTTA 1 TBopuicTh O. KoOMIsSHCBKOI peKucepKu
JI. Ckpuniku (2008) Ta mocranoBka 3a moaeHaukamMu O. KoOuisiH-
cokoi «IlopankoBa mymay» pexxucepa B. BoBkyna (2018).

Cepen noctanoBok 3a O. KobunsiHebkoro B peniepryapi UepHi-
BELIKOTO MY3HUYHO-IpaMaTHYHOro Tearpy € nocraHoska 2011 poky,
IO BiZPI3HSETHCS CBOEIO CHHTETHYHICTIO («[mr03ii BajbCy», pexu-
cepka — JI. Cxpurnka). [IpamaTypriuyHo0 OCHOBOIO BUCTAaBU CTaJIU
nBa TBopH O. KoOWIISIHCBHKOT, 110 TEMaTH4HO MEPeryKyloThCs: JaHU-
Ha ernoci MOJIEpHi3My — TICHXOJIOTiYHa HOBeJa, UI0 HaJeKUTh 10
kpamux TBopiB O. KoOMISHCHKOT PO JKiHOK 3 PI3HUMH KUTTEBUMHU
opientupamu, «MenanxoniiiHuii Basibcy (1898), Ta He MeHII LikaBe
COIIANILHO-TICUXOJIOTIYHE OMOBiaHHs — «3a cutyatismu» (1907).
[locTaHOBKA € MPUKIIAJAOM CyYaCHOTO MEPEOCMHCICHHS KIaCHIHOT
JTEepaTypH B CLIEHIYHOMY ITPOCTOPI.

Pexxucepka JI. Ckpunka migiiimma g0 iHcueHi3amii TBOpY
O. KoOunsHepkoi «3a cuTyalissMu» 3 IPyHTOBHOIO JIKEPETIO3HaB-
yoro 6asoro. Ii HaykoBo-mocHimHMil 3anman Gy crnpsMoBaHMil Ha
OCMHCIICHHSI TeHe3UCy TBOpY. BoHa BcTaHOBHIIA, IO TTOYATKOBUM
IMIYJIBCOM JJIsl HAITUCAHHS OMOBINAHHS CIYTYBaJld BPaXXCHHS Bif
I'pu BUIATHOI akTopku Acti HinbceH, mpoTe cnpaBXHIM MPOTOTH-
[IOM TOJIOBHOI TepoiHi cTana miaHictka Haranka Ilirymsk.

BomHodac mocTaHOBHHUISI HE OMMHYJA YBarolo aBTOPCHKHUM
MiATEKCT, O BKa3ye Ha MIMOOKy aBToOiorpadiuHicts TBOpY «Me-
TaHXoNiHHKUN Baibe». ABToOiorpadiuni MotuBu O. KoOnnsHCbKOT B
HOBeJI miATBepKeHo 11 muctom 1921 poky 1o npodecopa Crenana
Cmainb-CTonbKOro, A€ MUCHMEHHUIS 3i3Hanacs, 110 BKiIaja B Hel
«IIOCJTIIHI JIUTIT CBOET AyIIIi 1 MOJIOAMX illie mouyBaHby» [1, c. 283].
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Pexxncepka Takoxk Aocmiguia HepeanizoBaHUM TBOpUMH 3a-
nym O. KobunsiHehkoi — moBicTh «Valse brillante», mo mana cra-
TH ONITUMICTUYHUM aHTHIIONOM JI0 «Valse melancolique». [Ipo neit
«IpIOOHBKUH KIIEHHOTY, CIIOBHEHHUH «BECEIIOCTI MO€T JIYIIIi», MTUCh-
MeHHUIs nucana Ocury Makosero [1, ¢. 250]. Xoua 1ieit TBip Tak
i He OyB HamMcaHWi, 3HAHHS PO HHOTO, HMOBIPHO, BIUIMHYJIO Ha
PEeKUCEPChKY KOHLENMLilo BUCTaBU. [lompu croxkeTHi TpaHchopma-
uii, JI. Ckpurika 3ymina 30epertu B iHCIEHi3alii aTMOCc(epy HOBENT
Ta iX iIeHHO-XyJOXKHE SAPO, A€ TeMa JYyXOBHOI TiAHOCTI JIOAUHU
MpOo3ByyYaja SCKpPaBo, X04 1 CBOEPiTHO.

Bucraga «lmto3ii Banbcy» crana rmuOOKOr0 CLEHIYHOIO ajarTa-
1i€r0, 1€ BHYTPILIHI MOHOJIOTH Ta IICUXOJIOT1YHI HIOAHCH JIiTeparyp-
HOTO TEKCTY OynH TpaHc(hOPMOBaHi y Bi3yaJbHO-IIIACTHYHI 00pa3u.
Pexxucepcrka KOHLENLIS, SIK 3a3Ha4aiocs y perensiax B. IlerpoBoi
ta H. Hmopryna [3, 1], ciupanacst Ha ¢$inococbKO-CTUIILOBY iH-
TeprpeTaliro aBTopcskoro miarekcty O. KoounsHcepkoi.

VY pexucepcbkomy TpaktyBaHHi JI. CKpHUIIKM aKTHBHO PO3KPH-
BAETHCS PETPOCHIEKTUBHUM MPHIIOM. 3aCTOCYBaHHs BHYTPILIHBOTO
MOHOJIOTY, 1110 Ha0yBaB (popMH 3BepHEHHSI A0 Isiavya, OyJIo MoaaHo
came SIK CIIeHIYHy perpocrekuito. Lleii mpuiioM cTBOpIOBaB eeKT
«Tay3u» B CIO)KETHOMY TEMEPilIHbOMY, 3arTHONIOI0UH TIIs1a4a B MU-
HyJIe TIEPCOHAXIB, 1 MOJaBaBcs AK (parMeHTaPHUMHU BKpaIlICHHS-
MH, TaK 1 IIJIMMHU OJIOKaMH.

[mubrna BHYTPIIHBOTO CBITY MHEPCOHAXIB 1 XapakTepoT-
BOPEHHS JIOCsranacsi yepe3 akTOpChbKy Ipy — TOHKI iHTOHauilHi
MOAYJSLIT, 3HAYYILI CLEHIYH] May3u, a TAKOK Yepe3 CTBOPEHHS Xa-
PaxkTepHOl MIMIKH Ta TUIACTHKH, OCOOJIMBO B Mi3aHCLEHAX, A€ PO3-
KPHBA€TbCA 1HTEHCHBHA B3a€MOAIS MK MapTHepamMH. Y BHCTaBi
rpamu: Okcana Konoseit (Mapra), Mapuna Tumky (Codis), Sdna
Tapanenko, Banentuna I'onoBko (BuxkonaBuii poni ['anam), Xpuc-
tuHa 300pmtokoBa (Aras-Demninitac), Anna MopryHosa (rocrnoau-
HS oMetkanus), I puropiii Pynenko-Kpaecokuii (asapko ['ananm),
aKToOpu B cleHax croraaiB — Bikrop bapanoscekuii, Anapiii Po-
MaHoB, /[lennc Ilomingyk. 3a cioBaMu KPUTHKIB, TParHEHHS 10 MICH-
XOJIOT1YHOI TOCTOBIPHOCTI aKTOPCHKOI I'PH 1HOAI BCTYIANO Yy Bi3y-
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AIBHUH AMCOHAHC 13 MPOCTOPOBUM PillIEHHSIM Ta KocTiIoMaMu. Kpim
TOTO, aKTyali3alis TeMH TeHAEPHOI HEPIBHOCTI B LIl MOCTaHOBL,
Ha KaJlb, OlNTbIIIe BiAMOBiaIa MEAIHHO-IONMYJIIPHOMY TPEHAY, aHIK
AaBTEHTHYHHMM HapaThBaM, 3akiganeHuM y mposi O. KoOumsHcbkoi.
Cuenorpadist (xynokHUK-ocTaHoBHUK Haranis Pynenko-Kpaes-
cbKa) MoOyJoBaHa Ha I'pi CBiTIA 1 TiHI, IO CHMBOJI3Y€E MEXKY MK
peanpHicTIO # inro3i€ro. HagmipHa BisyanbHa HACHYEHICTh NMpU3Be-
Ja 10 «PBaHOT0» 3arajJbHOrO CIPUUHATTS OKPEMHUX Mi3aHCIEH, 110
HETraTHBHO TO3HAYMJIOCh Ha LITICHOCTI aKTOPCHKHX B3a€MOJIN Ta
TaHAeMHOCTi. Xoua AJisi BUCTAaBH, MO IO 3a3HAYajocs y mpecpe-
731, OyJ0 MOIIUTO MOHAJ COTHIO KOCTIOMIB, IXHsI 30BHIIIHS 3MiHa
HE 3aBX/I1 KOpPEeNoBaja i3 BHYyTPIIIHBOIO BUI03MIHOIO (PO3BUTKOM)
nepcoHaxiB. My3uKa JI0 BUCTaBH KUiBCHKOI KOMITO3UTOPKH JIimii
IOpuyk — Bapianii Ha TeMy BaJIbCy — BUKOHaJa (QyHKIIIIO eMOLiH-
HOTO MPOBITHHKA, 3aHYPIOIOYH TIIsifia4ya Y BHYTPILIHIN CBIT repoOiHb.
TakuM yMHOM, TOJIOBHA NMPHBAOIMBICTH «lM03ii Bambcy» — y
HecnofiBaHoMy 00’emHaHHI TekcTiB O. KoOwnsHchkoi. Bucrasa 3a-
HYpIOE IIsAa4a y BHYTPILIHIM CBIT TepoiHb 1 BUNPOOyBaHHS, 110 BU-
nam Ha ixHio jaoiro. Lle myke eMolliiiHa TOCTaHOBKA, siKa JIIHCHO
3amam’siToByeThes. He BunankoBo JI. Ykpainka minkpeciroe: «Haiikpa-
ie 3 onoBiganb O. KoOMIsTHChKO1, HABIsIHUX [IMM HACTPOEM, 11e My3Ud-
HO-IIIACTHYHA ToeMa B mpo3i “Valse mélancholique™ [2, ¢. 93]. Oqnax
CBHOTOJIHI BUCTaBa BKE HE B pPENepTyapi Tearpy, aje 3aciayroBy€e Ha 3a-
KapOyBaHHS B JIITOMHUCI TOCTAHOBOK 32 TBOPUicTIO O. KOOHIIHCHKOT.
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Writer Olha Kobylianska is a key figure of Ukrainian mod-
ernism, whose prose is marked by profound psychological depth,
philosophical reflection, and sustained attention to women’s desti-
nies. Lesia Ukrainka characterizes her work in the article Ruthe-
nian Writers in Bukovyna as follows: “In her writings, Kobylianska
addresses a wide range of themes. Most fully developed by her is
the figure of the intellectual woman... Ultimately, the proper sphere
of this writer is the life of the intelligentsia; she knows it best and,
therefore, in depicting it possesses broader means for revealing her
talent in diverse ways” [2, p. 92].

The works of Olha Kobylianska — both in individual drama-
tizations and in collage-type stage adaptations — have repeatedly
appeared on the stage of the Chernivtsi Music and Drama Theatre,
which bears her name. Notable productions include Earth (1947,
directed by V. Vasylko; 2013, staged by M. Hrynyshyn); On Sunday
Morning She Gathered Herbs (1955, directed by B. Borin; 1984,
by K. Pyvovarov; 2003, by O. Mosiichuk); The She-Wolf (1963, di-
rected by Ye. Zolotova); as well as two interpretations of The Apos-
tle of the Rabble: The Apostle of the Rabble (Lost in Time) (2005,
directed by O. Dzekun) and Yulian Tsesarevych (2015, directed by
M. Hrynyshyn). Also noteworthy are the biographical performance
Olha, devoted to the writer’s life and oeuvre (directed by L. Skryp-
ka, 2008), and Morning Soul (directed by V. Vovkun, 2018), based
on Kobylianska’s diaries.
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The production Hlusions of the Waltz (directed by Liudmyla
Skrypka, 2011) stands out for its synthetic character. The dramatur-
gical foundation of the performance draws upon two thematically
interconnected works by Olha Kobylianska: the hallmark psycho-
logical novella of the modernist era Melancholic Waltz (1898), one
of the author’s most significant texts addressing women’s divergent
life orientations, and the socio-psychological short story By Cir-
cumstances (1907). The production exemplifies a contemporary re-
thinking of classical literature within theatrical space.

Director L. Skrypka approached the dramatization of By Cir-
cumstances through careful source-based research. Her scholarly
inquiry focused on reconstructing the genesis of the novella. She
established that its initial impulse stemmed from impressions left by
performances of the distinguished actress Asta Nielsen; however, the
actual prototype of the protagonist was the pianist Natalka Pihuliak.

At the same time, the director did not ignore authorial indi-
cations pointing to the deeply autobiographical nature of the work.
Kobylianska’s personal involvement in the novella is confirmed by
her 1921 letter to Professor Stepan Smal-Stotsky, in which the writer
admitted that she had invested in the text “the last lilies of my soul
and of my still young feelings” [1, p. 283].

The director also addressed Kobylianska’s unrealized creative
project — the novella Valse brillante, conceived as an optimistic
counterpart to Valse mélancholique. The author described this

“tiny jewel,” filled with “the cheerfulness of my soul,” in a letter
to Osyp Makovey [1, p. 250]. Although the work was never com-
pleted, awareness of this intention appears to have influenced the
director’s conceptual vision. Despite significant plot transforma-
tions, L. Skrypka succeeded in preserving within the stage version
the atmosphere and ideological-artistic core of the literary sources,
particularly the theme of human spiritual dignity, articulated in a
distinctive theatrical form.

The performance Illusions of the Waltz emerged as a profound
stage adaptation in which internal monologues and subtle psycho-
logical nuances of the literary text were translated into visual and
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plastic imagery. According to professional reviews by V. Petrova and
N. Shmorhun [3, 1], the director’s concept was grounded in a philo-
sophical and stylistic reading of Kobylianska’s authorial subtext.

Within L. Skrypka’s directorial interpretation, the retrospec-
tive device is extensively developed. The use of internal monologue,
shaped as a direct address to the audience, functions as a form of
stage retrospection. This technique generates a momentary “pause”
in narrative present time, immersing the viewer in the characters’
past experiences, and appears both in fragmented insertions and in
extended scenic blocks.

The depth of the characters’ inner lives and their psychologi-
cal evolution was conveyed through acting techniques — subtle
intonational shading, meaningful pauses, and expressive facial and
bodily plasticity, particularly within mise-en-scénes emphasizing
intense partner interaction. The cast included Oksana Konovei,
Maryna Tymku, Yana Taranenko, Valentyna Holovko, Khrystyna
Zborliukova, Anna Morhunova, Hryhorii Rudenko-Kraievskyi,
Viktor Baranovskyi, Andrii Romanov, and Denys Polishchuk.
Critics noted that the actors’ pursuit of psychological authentic-
ity occasionally came into visual tension with the spatial design
and costumes. Furthermore, the production’s emphasis on gender
inequality, regrettably, aligned more closely with contemporary
media discourse than with the more nuanced narratives inherent in
Kobylianska’s prose.

The stage design was created by production designer Nataliia
Rudenko-Kraievska. The scenography relied on contrasts of light
and shadow, symbolizing the boundary between reality and illusion.
Excessive visual density resulted in a somewhat fragmented per-
ception of certain mise-en-scénes, which adversely affected the co-
herence of acting interaction and ensemble coordination. Although
press materials indicated that over one hundred costumes were cre-
ated for the production, their external transformations did not al-
ways correspond to the characters’ internal development.

The musical dimension of the production — variations on the
waltz — functions as an emotional guide, drawing the audience
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into the heroines’ inner worlds. The score was composed by Kyiv-
based composer Liliia Yurchuk. It is significant that one of the per-
formance’s literary foundations, Melancholic Waltz, was highly re-
garded by Kobylianska’s contemporaries; in the cited article, Lesia
Ukrainka observes: “The finest of O. Kobylianska’s stories inspired
by this mood is the musical-plastic prose poem Valse mélancho-
liqgue” [2, p. 93].
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[I’eca Bonopumupa Bunanuenka «YopHa [lantepa i binuit
Mengiab» (1911) € KIF0Y0BUM TEKCTOM YKpaiHCHKOI MOJEPHOI Apa-
MH, IO JOCIiIKYE CKIaaHi Gi1ocoPCbKO-TICUXOIOTTUHI TPOOIEMH:
KOH(ITIKT TBOpYOCTi 1 OymeHHOCTi, CBOOOAM 1 BiAMOBITAIBHOCTI,
npucTpacti i MarepuHcTBa. LleHTpanbHuii KOHPIIKT MK XyIOKHH-
koM Kopniem KaneBnuewm, iioro apyxunoro Putoro i koxankoro CHi-
JKUHKOI0O — 16 MeTadopa 3iTKHEHHs ABOX CBITOINISIHUX MoAesel
JKIHOYOT MPUCYTHOCTI B MUCTELTBI 1 KHTTI.

XKinoui obpasu y B. BunHnueHka He mpocTo BifoOpakaroTh
couianbHi pomi, a € MOMHHUMHU MidoloreMaMu Ta KyJIbTYpHHU-
MU MapKepaMH €BOJIIOLII CYCHUIBHUX YSIBICHb MPO KiHKY. ABTOp
KOHCTPYIOE€ iX SIK CKJIQJHY, BHYTPIIIHBO CYNEPEUINBY EHEPreTHUHY
cyOCTaHIi0, 0 MOEAHYE IHCTUHKTUBHI PYyIIii KUTTS, TBOpYE Ha-
4aJio i mpardHeHHs g0 ceodonu. Jocnigauns JI. Mopo3 Big3Hayana
OaratoBuMipHICTh I’ec B. BunHMUYeHKa, 1110 J03BOJISIE KOKHOMY HO-
BOMY IOKOJIIHHIO BiIKpUBAaTH B HUX IIOCh HOBE [2].

Hpamarypris B. Bunnuuenka, Bxmowatoun «Yopuy Ilante-
py i binoro Mexagsens», AeMOHCTpye iHTepeC A0 MHUTaHb PiBHOCTI,
cB00OIM BHOOPY Ta AyXOBHOI emaHcurmallii. JKiHKa mocTae He JuIiie
eMOLiTHOI0 (iryporo, a CaMO0CTaTHHOIO, MUCIISTYOI0 OCOOUCTICTIO,
HOCI€M 1IEHHOTO 3MiCTy, 4epe3 IKUX OCMHCIIOETHCS KpU3a ryMaHi3-
My nmoyatky XX ctonitta. ['epoi, 3a kynsryponorom C. Ymaniewm,
«BpaXeH1 3arajibHOJIIONCHKOI0 HEAYTrOl0 — BHYTPILIHBOIO PO3BOE-
HICTIO, IPAarHyTh 3HANTH TaKui ,,3aK0H”, IKUH OU y3TrOAWB HEY3To/-
JKyBaHe» [5].

CMmucnoBuid IIEHTp T'ecu OyayeTbcsi Ha OiHapHIM omo3umii
JIBOX JKIHOUHX XapaKTepiB, sIKi yOCOOIIOIOTh Pi3Hi XKHUTTEBI (inoco-
¢ii Ta Mozeni xiHowoi goni. OOpa3 Putu no3HaueHuii BHYyTPIiIHIM
KOH(QJIIKTOM MK POAMHHOIO BiIMOBiJANBHICTIO 1 IPAarHEHHSM MHC-
TebKoi cBOOOAM. Y KOHTEKCTI CLEHIYHUX iHTepHpeTaliii TBOPiB
B. Bunnnuenka XX CTOMITTS 1€l MEPCOHAX MMOCTAE OJHUM 3 Haii-
CKJIaJHIIINX 1 TMTUOOKO IMCUXOJIOTTYHMX JKIHOUMX 00pasiB ApaMaryp-
ra. PUTy HepiaKO TpaKTyBajH SIK )KEPTBY MUTIISI-€roicTa, akLEHTYIO-
9H i TpariuHy )KepTOBHICTh 1 MATEPUHCHKUN IHCTHHKT SIK TOJIOBHHUN
pyuriiinuit motu. Y XXI cTOMITTI iHTEpIpeTalist 3MILy€eTbCS 10
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(eMiHICTUYHOTO MPOYUTAHHS 3 EKCIIPECHBHOIO TLIECHOIO IIACTH-
KOI0, 1110 BTiTIOE 11 BHYTPILIHIA PO3pHB.

CHiXXKHMHKA BUKOHYE «00pa3 (aTambHOI KIHKW» — IHTEIEKTY-
aJbHY, aje BOAHOYAC 0e3/1yXOBHY 0CO0Y, 1110 BiICTOIOE MPABO MUTIIS
Ha abCOoNIOTHY BOJIO Bijl ycix 060B’s13KiB. Ii M’ aKIleHTye YUCTOTY
1 CBITJIICTD, alie il «OUTICTE) — 1€ pajine «Oe3IUIiHICThY, M030aB-
neHa BiTamictnyHoi Baru. CHiKUHKA € aHTunogoM Yopwuoi [lanrte-
pH (K MO3UTUB i HeraTus). Ii jerkicTh — 1 Gaifiyke croxuBUE
CHOPUHHATTS CBITY 1 LMHIYHO XMJKallbKe TOJIIOBAHHS Ha >KEPTBY
(binmoro MenBens), a TakoX KOPCTOKA KOHKYPEHLIisl 3 HIHHOCTSIMH
Putu: 0008’10, CiM’ €10, MATEPUHCTBOM.

CueniuHa iHTepIIpeTalist KiHOUnX 00pa3iB BigoOpaskae eBo-
JIOLII0 TeaTpajbHOI MOBH (BiJ MCHXOJOTIYHOTO peaizMy 10 eKc-
MPECiOHICTCHKOT CUMBOJIKH), & TAKOXK 3MiHY CYCITIIbHUX YSBJICHb.

[lepma nocranoBka B 1912 poui B Tearpi «Pycbka Oeciga» y
JIbBoBi Oyna 3nificHena pexxucepom C. YapHenpkum. BukoHasuis
poni Putu K. PyOuakoBa ockoHaio nepenaia «IeMOHIYHICT 11 Ha-
TYpH, IPUCTPACHY JO0O0B /10 YOJOBIKA 1 CHHA», MIAKPECICHY «Ba-
JIUM TPHMOM 1 €JIETaHTHOIO 30BHIILIHICTIO» aKTPUCH, SIK 3aXOIICHO
BiarykyBaBcs KpuTuk 1. TypkeBuu [1].

Baromoro crana BucTaBa KHiBCBKOro «MOJOZOTO Tearpy»
B 1917 poui, ne pexxucepoM i BuxonasleM pomni Kopwis Oys Jlech
Kyp0ac, sikuii micist ygacti B nmepiiii nocranosui C. YapHenpKoro
3HOBY 3irpas poisib KopHist.

Tearp BUOpaB m’ecy uepe3 MpobIeMy «XydOKHUKA W cepea-
osuma». Hemni KoprieHko 3a3Hauana, Mo KpUTHKA BiAMITHIIA CTO-
COBHO rpu akTopok: «Kpacouno mposena cBoto ponb CamiiiieHKo
(ITanTepa). YynecHo mpoiinuia y Hei cueHa B KaB’spHi, il TaHelb,
rpa y kaptu. TyT Ii MOJIOAUH TallaHT PO3rOPHYBCS sSKHAUIIMpPLIE.
[Ipo Omnimmito Ho6poBonbebky (CHIKMHKY) THCaIH, 10 BOHA BU-
SIBHJIA “TIpeKpacHy 1Koy » [3, 46].

VY nucepranii M. Copoku «lurepmperanist TBopiB Bomomm-
Mupa BuHHHYEHKa B yKpaiHChKOMY Tearpi 1 KiHO XX — MoYarKy
XXI cTomiTh» 3HAXOMUMO BiJIOMOCTI TIPO iHII MOCTAHOBKH II’€CH.
30 sxoBTHS 1920 p. Ha cueni Ykpaincbkoro Heszanexsoro tearpy
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y JIbBoBi 3’siBsieThes meca «Hopua IlanTtepa i binuit MeaBinb».
Pexucep BucrtaBu — M. bennans. Pone Putu (Hopnoi [lanTepn)
BukonyBaia K. Kozak-Bipneupka, a Kopuis — M. bennans. Asrop-
Ka BBaxae, mo oopa3 Putu K. Kozak-BipneHnceka Bupimmia yepe3
30BHIILIHIN BusiB arpecuBHocTi YopHoi [lantepu, He HagaBIM HoMy
BHYTPIIIHBOI neperonauBocTi. «KozakoBa B poni Putn 3a3naumnia
cBo€l0 rpoto piskimi pucu Yopuoi [lanrepu. Ta 1o ii rpu Tpeda Oyno
NpUKIacTH ofHe OakaHHs, a came: Oauntu [lanTepy >kuBOIO, 110
CTpaXJa€ JIIOOOBHOIO JKaroro, 10 B CBOiX JIETKHX, CBOOIIHUX py-
Xax € He3B’s3aHa, 1110 YYTTEBOIO HKHICTIO BUTPUMYE HAcTpoi» [3,
105-106].

V¥ 1920-x pokax I’ecy akTUBHO CTaBWJIM, Hallpukiaz, y Tep-
Hormomi, Oneci, 30kpeMa, e B Ykpaincekomy Heszanexxnomy Tearpi
(JIeBiB), pexxucep M. bennans (ponb Putu Buxonysana K. Kosak-
Bipnenpka), lep:xaBHomy apamatuyHomy Tearpi imeHi T. IlleBuen-
ka (TepHominb) — BucTaBa pexucepa Mocuna FOpu, Yipainchkomy
nepkaBHoMy Tearpi (Oneca) — BuctaBa pexucepa Banepis Ba-
CHJIbKA.

Crpo6a nocranoBku B 1933 pomi Oyna nmpunimHeHa yepes cra-
Tyc B. BUHHUUEHKA SIK «BOpOTa HAPOLY».

Hactynnwuii etan cueniunoi ictopii TBopiB B. Bunanuenka —
KiHelp 100m «repedynoBu». Y moctaHoBUi 1990 poky y nbBiB-
ceKkoMy Tearpi iM. M. 3aHbKoBenbKoi pexxucepka Anna badenko
CBOEPIIHO MpouMTaja XiHovi oopasu. Akropka Jlapuca Kaguposa
(Purta) y wiif BUCTaBi mocTana sIKk «HECTAMHa 10 OOXKeBUUISA Martw,
najka KOXaHKa-ApYy>KMHA; BOJAHOYAC BOHA TOHKA, apTHCTUYHA, Ta-
JaHoOBUTa Harypa» [4], uus oOutens — i poauHa, 1 MoHmapHac.
JIro6oB bopoBchka (CHikuHKa) Oyina «JIeII0 €roiCTUYHA, Y4acoM
KOPCTOKa, ajie ecTeTMYHO Oe3foraHHa xiHka» [4], ska BiguyBae
HeloCsOKHICTh chepu XyIoKHHMKA 1 TPUKpUBAE CBiil Ok ipoHIY-
HICTIO.

JKinoui o0Opasu y BuctaBax 3a m’ecoro «Hopua Ilanrepa i bi-
it MenBiap» 1eMOHCTPYIOTh JUHAMIKy iHTepHpeTaunii, o BiJo-
Opaskae 3MiHy KyJIBTYPHUX MapagurM — BiJ TpaauliiHoi «Oeperu-
Hi» 0 Cy4acHOTO OaueHHsI KIHKH K aBTOHOMHOI 0COOHMCTOCTI.
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Volodymyr Vynnychenko’s play The Black Panther and the
White Bear (1911) is a seminal work of Ukrainian modernist drama
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that addresses complex philosophical and psychological tensions —
between creativity and everyday life, freedom and responsibility,
passion and motherhood. The central conflict among the artist Kor-
nii Kanevych, his wife Rita, and his lover Snizhynka functions as a
metaphor for the confrontation of two worldviews and two models
of female existence, both in art and in life.

Female characters in Vynnychenko’s dramaturgy transcend the
framework of social roles and instead embody deep mythological
and cultural markers reflecting the evolution of societal perceptions
of womanhood. The playwright constructs them as complex, inter-
nally contradictory energetic entities that combine instinctive life
forces, creative impulses, and an aspiration toward freedom. Re-
searcher L. Moroz has emphasized the multidimensionality of Vyn-
nychenko’s plays, noting that this quality allows each new genera-
tion to discover new meanings within them [2].

Vynnychenko’s dramaturgy, including The Black Panther and
the White Bear, reveals a sustained engagement with the themes of
equality, freedom of choice, and spiritual emancipation. The female
figure appears not merely as an emotional presence but as an au-
tonomous, reflective personality — a carrier of ideological meaning
through whom the crisis of humanism at the turn of the twentieth
century is articulated. As cultural theorist S. Umanets observes, the
characters are “infected by a universal human illness — inner dual-
ity — and seek a ‘law’ capable of reconciling the irreconcilable” [5].

The semantic core of the play is structured around a binary
opposition between two female characters who embody contrast-
ing life philosophies and models of female destiny. Rita’s image is
defined by an internal conflict between familial responsibility and
the pursuit of artistic freedom. Within twentieth-century stage in-
terpretations of Vynnychenko’s drama, she emerges as one of the
playwright’s most psychologically complex female figures. Rita has
frequently been interpreted as a victim of an egocentric artist, with
an emphasis on her tragic self-sacrifice and maternal instinct as the
dominant forces shaping her character. In the twenty-first century,
however, interpretative approaches have increasingly shifted toward
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feminist readings that accentuate expressive physicality as a mani-
festation of her inner rupture.

Snizhynka, by contrast, embodies the archetype of the femme
fatale — an intellectually refined yet spiritually hollow woman who
defends the artist’s right to absolute freedom from all obligations.
Her name evokes purity and light, yet her “whiteness” signifies
sterility rather than vitality. Snizhynka stands in opposition to the
Black Panther, functioning as her symbolic antithesis in both posi-
tive and negative dimensions. Her lightness represents a detached,
consumerist attitude toward the world, as well as a cynical, preda-
tory pursuit of her “prey” (the White Bear), and a ruthless challenge
to Rita’s values of love, family, and motherhood.

Stage interpretations of these female figures reflect both the
evolution of theatrical language — from psychological realism to
expressionist symbolism — and shifts in broader social perceptions.

The first staging of the play took place in 1912 at the Ruska
Besida Theatre in Lviv, directed by S. Charnetsky. Actress K. Rub-
chakova, who portrayed Rita, vividly conveyed “the demonic nature
of her character, her passionate love for her husband and son,” en-
hanced by “successful makeup and refined appearance,” as enthusi-
astically noted by critic I. Turkevych [1].

A landmark production followed in 1917 at the Kyiv Molodyi
Theatre, directed by and starring Les Kurbas, who had previously
performed the role of Kornii in Charnetsky’s staging. The theatre se-
lected the play because of its focus on “the problem of the artist and
his environment”. Nelli Kornienko records that critics remarked on
the actresses’ performances: “Samiylenko (Panther) performed her
role with striking expressiveness. The café scene, her dance, and the
card game were magnificent — here her young talent revealed itself
fully. Olympia Dobrovolska (Snizhynka) demonstrated an ‘excel-
lent acting school’” [3, p. 46].

In M. Soroka’s dissertation Interpretation of Volodymyr Vyn-
nychenko’s Works in Ukrainian Theatre and Cinema of the 20th —
early 21st Centuries, further information about stage adaptations of
the play is provided. On October 30, 1920, The Black Panther and
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the White Bear was staged at the Ukrainian Independent Theatre in
Lviv, directed by M. Bentsal. Rita (the Black Panther) was portrayed by
K. Kozak-Virletska, while Kornii was played by Bentsal himself. So-
roka notes that Kozak-Virletska emphasized Rita’s external aggressive-
ness at the expense of inner depth: “Kozakova accentuated the sharp
features of the Black Panther. Yet one longed to see a living Panther—
tormented by the passion of love — whose free, graceful movements
would reveal sensual tenderness and emotional truth” [3, pp. 105-106].

During the 1920s, the play was also actively performed in other
Ukrainian cities: at the T. Shevchenko State Drama Theatre in Ter-
nopil, directed by Yosyp Yura, and at the Ukrainian State Theatre in
Odesa, directed by Valerii Vasylenko. An attempt to revive the play
in 1933 was suppressed, as Vynnychenko had by then been declared
an “enemy of the people.”

A new phase in the stage history of Vynnychenko’s works
emerged during the late Perestroika period. In the 1990 production
at the Maria Zankovetska Theatre in Lviv, director Alla Babenko
offered an original interpretation of the female characters. Actress
Larysa Kadyrova (Rita) appeared as “a mother driven to madness,
a passionate wife and lover; yet at the same time a delicate, artis-
tic, and gifted nature” [4], whose world encompassed both domestic
space and Montparnasse. Liubov Borovska (Snizhynka) was por-
trayed as “somewhat selfish, at times cruel, yet aesthetically impec-
cable” [4] — a woman acutely aware of the inaccessibility of the
Artist’s world and concealing her inner pain behind irony.

Female images in stage adaptations of The Black Panther and
the White Bear thus reveal a dynamic interpretative trajectory that
mirrors the transformation of cultural paradigms — from the tra-
ditional conception of woman as the “guardian of the hearth” to a
modern understanding of woman as an autonomous, self-determin-
ing subject.
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JIeHHS UCMABU, 0eKOpayiline MUCIEYMaB0, 8UCMABA, OeKOPayis, Xy-
O0XHCHUK-NOCMAHOBHUK, CYEHO2Pad).

VY pamkax YepKamIMHCPKUX YHTaHb, IPHCBIYCHHUX ITOCTATi
BUJIATHOTO aKToOpa, renxarora it mutns Pomana Yepkammua, BapTo
3BEPHYTHCS 10 OJJHOTO 3 BaXKJIMBHX aCIEKTIB TEaTPaIbHOTO IPOoIie-
cy — creHorpadii. Ake came BizyallbHUI 00pa3 BUCTABU € THM XY-
JIO’KHIM CEpeIOBUIIEM, Y SIKOMY PO3KPHBAETHCS aKTOPChKa MMPUPOJIA,

—299 —



My3uka i meamp 6 ymoeax KOMyHIKayiliH020 Xa0cCy Cb0200CHH

(OpPMYETBCS €CTETHKA EMIOXH, HAPOAKYETHCS T1aJIOT MIXK TS Aa4EM 1
crenoro. Poman Yepkama OyB akTOpOM 1 peskucepoMm, KU Oararo
yBard NpuAIsIB TPOCTOPOBOMY DillIeHHIO 00pa3y BUCTaBU. Y HOro
TearpaJbHUX CIIOMHUHAX-po3ayMax «Mu — Bepesinbii» Takox Ha-
BEJICHO 0araTo HATXHEHHHX IUTAT MPO TBOPYICTH ClIeHOTpadiB (30-
kpema Banuma Mennepa) Ta omuciB CLeHIYHOTO O()OPMIICHHS, IO
CIIyTYIOTh O€3LIHHUM JJKepelnoM iH(popMalii MpH pEeKOHCTPYKUil
BUCTAB.

Posmisigaroun  o3HavueHWi mepion y IOCIHiIKEHHi, BapTo
OKPECJIMTH MEePeyMOBH, SIKi BIUIMBAJIN HA PO3BUTOK MHUTLIB 1 Oynu
BU3HAYAIbHUMH B KYJIBTYPHiM miommHi. Tak, micisi cTamiHChKHX
penpeciii 1 JKOPCTKOTO KOHTPOJIO B PaMKaxX «COLialliCTHYHOTO pe-
ani3my» Hanpukinii 1950-x pokiB B yKpaiHCBKHX TeaTpax MOCTY-
MOBO PO3MOYaBCA MPOLEC OCIA0ICHHS JOrMaTHYHUX OOMEXEeHb 1
MOLIYKY XyAOoKHBOI aBroHoMii. Llell mponec He OyB jerkum, ane
XapkiB SIK BEIMKUH KYJIBTYPHUH OCEPEOK MaB CHIBHY XYyJIOXKHIO
HIKONTY (30KpeMa TeaTrpalibHO-ACKOpaliifiHy MalCTEepPHIO, 3aCHOBaHY
B cepenuni 1920-x pokiB), 1110 3HAYHO MOJIETIIYBAJIO PO3BUTOK i
OMaHyBaHHS HOBUX NPUHOMIB Ta (JOpMyBaHHS aKTyaJbHHUX TEHACH-
L.

Y 1960—70-Ti pp. pansHChKa EH3ypa U i7ICONOTisI 1MIe 3aIuiia-
JMCS CUIBHUMH, ajle XyJAOKHUKH CLIEHH MOPIBHSHO 3 MOMEepeIHIMU
nepiofaMy OTpUMau OilblIe MPOCTOPY AJISi YMOBHOTO, CHMBOJIY-
HOT0, a0CTPaKTHOTO OPOPMIICHHS. Y Cy4aCHUX MUCTELTBO3HABYMX
JMCKypcax BHHUKAE AyMKa, IO 15l TEHJCHLs MOB’A3aHa 3 nepeaa-
Yel0 Tpajulii aBaHrapAy W eKCIepHMEHTaIbHHUX MiJXOAiB BUKJIA-
Ja4aMu, clieHorpadaMu-pakTHKaMH HACTYITHUM MOKOJIHHSM. AJle
MOPIBHSIHO 3 MPEACTaBHUKaMU 00pa30TBOPUOTO MHUCTELTBA CLEHO-
rpadu Oylu 3HAYHO CTPUMAHIIIMMH Y CBOIX MPOsIBaX Yepe3 3ajIHil-
KOBY TIeH3ypy. [Ipo 11e CBiuaTh HAyKOBI PO3BIJIKH 1 TAKUX TEOPETH-
KiB, sik O. KoBanpuyk [1], H. Pynenko-Kpaescbka [2] Ta iHIIHX.

XyNOKHUKHU-TTOCTAHOBHUKKA Ha XapKIBChKIH CIIEHI JisUM B
paMKax 3arajJbHHX XyAOKHIX TeHaeHUii. Came B Leil 4yac cueHo-
rpadu Mmovyany akTUBHO IHTErpyBaTH CBITOBI TeHIEHMIi (0COOIUBO
npuHIMIM «HOBOI cueHorpadii» (New Stagecraft). Onniero 3 TeH-
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JeHLiH po3BUTKY cueHorpadii B Ykpaini cTano nocuieHHs MeTado-
PUYHOCTI I CHMBOJI3MY, 3allepedeHHs] T0OYTOBO-1IIOCTPaTHBHOTO
metony. CueHorpadis TsKiNa 10 y3aralbHEHHS 1 TOCUJICHHS MeTa-
(OpHYHOTO 3MICTY.

[Ipote Bce 11 TUIIAIOTHCS MUTI, SIKI TSDKIIOTH 10 LIKOJU Tpa-
JuLiiHOTO cueHiuHoro odopmieHHs, 30kpema JI. bpardenko, I ba-
Till Ta iHWI, wo Oynu 3HalOMi 3 BEJIHMKOIO clieHOrpadiuHO0 Tpaau-
uiero b. Kocapera, O. XBoctenko-XBocTtoBa, B. Memnepa ta Oynu
IX y4HSMHU.

CuenorpadiuHi pilieHHs TSOKIIOTb 0 BUAO3MIHM BiJ OyKBajb-
HUX, PEaTiCTUYHUX ACKopaliid 10 Ol y3aralbHeHUX GopM, CHM-
BOJIIUHUX €JIEMEHTIB, SIKi HE MPOCTO BiATBOPIOIOTH OOCTAHOBKY, a
CTBOPIOIOTH 00pa3 mpocTopy—aTMocgepu. XyIOKHHUKH 3aCTOCOBY-
I0Th IEKOPATHBHI JeTalli, IPOBOASTH CKCIIEPUMEHTH 3 MaTepiajioM
Ta miactukoro. Came B 1el Nepioa XyIOKHUKH-TIOCTAHOBHUKH BU-
KOPHCTOBYIOTh JUISl €CKi3iB 1 MaKeTiB TEXHIKH, SIKi paHille 3acTOCO-
BYBaJIM JIMIIE XYIOKHUKH AEKOPATUBHOTO MUCTEUTBA. Takoro TexHi-
KO0, HATIPUKIIa, € KapOyBaHHsI (YekaHka). [IpuKiaan Takux eckiziB
3HAaX0JMMO Yy TBOpuoMy A0pooOky B. Kpasug, JI. bparuenka, M. Ky-
JKeJieBa Ta iH. Y 1poMy mepiofi cepen cueHorpadiqHux 3aco0iB i
MIPUHOMIB MOMYJSPHI 3aCTOCYBaHHS HOBHX TEXHOJIOTIH 1 MaTepiaiiB
JUTSL IeKOpaLiil mopsiz 3 TpaJuLiiHUMH TEXHIKaMU i 3acob6amMu CTBO-
PeHHs ecKi3iB Ta IX cueHiuHoi peanizanii. Hanpukian, Bennuesne
MUCaHe TJI0 1 MOPs/I Maiike YMOBHI KOHCTPYKLII.

Takox cuenorpadis aeaani Oiiblie po3MISAA€TbCA HE TUIBKA
SIK IeKOpallii, a SIK pIBHOIPAaBHUN €JIEMEHT PEKUCEPCHKOTO 3ayMy.
CrinbHI TOUIYKH peXucepiB i creHorpadis MpUBOIATH O CTBOPEH-
HSl LUTICHOTO CIIEHIYHOTO 00pazy. Y XapKoBi AisIH XyTOKHHUKH, SIKi
HaMarajaucs «4uTaTh» JpaMaTyprito yepes mnpoctip abo gopmy. Y
Tearpax MicTa 3poCTa€ KUIbKICTh MOCTaHOBOK, /1€ XYAOKHUK CLEHU
MpaLioe B TIiCHIHM 3B’s311 3 pesxucepoM: ohOpMIICHHS MiAKPECITIOE
JpaMaTrypriuii akLEHTH, iHKOJIM TMOCIiJae poib «Treposi» BUCTABH.
Mucrenro3naBeub H. Pynenko-KpaeBcbka B nokambHOMY IOCHi-
JUKeHHI TBopuocTi cuenorpadku T. Mensiap 3raaye, 1Mo TepMiH
«obpa3oTBopya pexucypa» Ha modarky 1970-x pokiB me He OyB
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3ampoBaPKEHUH Ta HayKoBO BHBYEHHH. [IpoTe, mocmimkyroun paH-
Hi pobotn T. MenBiap y XapKiBCbKOMY YKpaiHCHKOMY JApamaTHy-
Homy Tearpi im. T. llleBuenka, H. Pynenko-KpaeBcbka cTBepmKye,
110 BOHH CBiJUaTh MPO BEJHKE 3alliKaBICHHS BUPAXCHHSIM 3MiCTY
CIICHIYHOT Aii, JpaMaTHYHOTO KOHQIIKTY, TeMU BUCTaBU. CTOCOBHO
NPakTUYHUX TPUKIATIB aBTOpKa 3a3Havae: «Y IMepiof aKkTHBHO-
ro JIOCHIPKEHHSI eCTeTUKU “bepe3onto” Ta MUCTEUBKUX MPHHIU-
niB “mertony neperBopeHHs” T. MeaBib CTBOPEHO HU3KY CLEHO-
rpagiunux npoektiB: “Hapyro To0i xxutts” [I. Baneesa, 1974 p.,
“XKusnii Tpyn” JI.Tonctoro 1974 p. (y cniBaBropctsi 3 M. Kyxene-
BuM), “Tpurpormosa onepa” b. bpexra, 1975 p., “CBoeto gopororo
P. I6parimbexoBa”, 1975 p.» [1, c. 54].

[lincymoBytouH, BapTO HAroJIOCUTH, O B 1960-x pokax y xy-
JO)KHBOMY O(OPMIICHHI 1 clieHOrpadiuHOMY TpPaKTyBaHHI 11e HasB-
Ha CTPUMAHICTh, aJI¢ BXKE MOMITHA TEHJICHIiS TOCTYIIOBUX 3MiH BiJI
PEATICTUYHOTO ¥ pemnpe3eHTalifHoro 10 YMOBHOTO. XYIOKHUKH
Tearpy TSOKIIOTH 0 MEHIIOTO PU3HKY, ajle BUMYIICHI BpaXOBYBaTH
Mexi 03BosieHor0. Y 1970-X pokax Bke OUIbII MOMITHI XyHZOXKHI
MOLTYKH, Y CLIEHIYHOMY OQOpMJICHHI HasBHi Oijbla cBobOga CTH-
JICTUYHOI TPH, 3aCTOCYBaHHs Maiixe aOCTpakTHUX GopM, TeHACHIIIT
710 eKCTIIepUMEHTIB i3 mpocTopoM. [Ipote cuenorpadis B Xapkosi y
1960-70-x pp. — 11e OJHOYACHO 3 TUM 1 CTBOPEHHSI BUCTaB 31 30epe-
KEHHSIM TpaJuLii peariCTHYHOTO TeaTpy, Xoua MUTELb-CLIeHOTpad
BKE CHPUIMAETHCA K TBOPELb XYIOKHBOTO 00pasy, a He MPOCTO
«JIEKOpaTopy.

CITUCOK BUKOPUCTAHUX JKEPEJI

1. Kopanpuyk O. XynoxxHuku ykpaincpekoro teatpy 1950-1980 po-
kiB. Hapucu 3 ictopii TearpanbHoro mucrenrsa Ykpainu XX cTo-
nitts/ IH-T mpobneM cydacHOro MHUCTEUTBa AKad. MHUCTEITB
Vkpainu. Kuis: [nTeprexnomnoris, 2006. 1054 c.

2. Pynenko-Kpaescbka H. Cenorpadiuni mxonu Yipainu XX cto-
piuus y popmyBanHi TBopuoro oomuyus Terstan Measine. Yipa-
iHCbKa Kynibmypa: MUHYIIE, CydacHe, HIISIXH PO3BUTKY: HayK. 30.
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Within the framework of the Cherkashyn Readings, dedicated
to the outstanding actor, pedagogue, and artist Roman Cherkashyn,
it seems particularly appropriate to focus attention on one of the
key components of the theatrical process—scenography. It is the
visual image of a performance that constructs the artistic environ-
ment in which the actor’s nature is revealed, the aesthetics of an
era are articulated, and a dialogue between the stage and the audi-
ence is formed. Roman Cherkashyn possessed a refined sensitivity
to stage atmosphere and to the harmony between image and spatial
organization. In his theatrical memoirs and reflections, We Are the
Berezil People, one encounters numerous insightful observations
on the work of scenographers — first and foremost Vadym Meller,
whose name, like that of the playwright Mykola Kulish, is insep-
arable from Les Kurbas’s artistic legacy. This renders the appeal
to scenography especially organic within the context of the Cher-
kashyn Readings.

In addressing this period, it is essential to outline the cultural
preconditions that shaped the formation of artists and proved deci-
sive within the broader artistic landscape. Following the Stalinist
repressions and the rigid control of socialist realism in the 1950s,
Ukrainian theatres gradually began to experience a loosening of
dogmatic constraints and a renewed search for artistic autonomy.
This process was neither rapid nor linear; however, Kharkiv, as a
major cultural centre, possessed a well-established artistic school —

— 303 —



My3uka i meamp 6 ymoeax KOMyHIKayiliH020 Xa0cCy Cb0200CHH

including a theatre-decorative workshop active since the 1920s—
which significantly facilitated the assimilation of new approaches
and the emergence of innovative tendencies.

During the 1960s—1970s, Soviet ideology and censorship re-
mained operative, yet stage artists, in comparison with previous de-
cades, acquired greater latitude to employ conventional, symbolic,
and abstract principles of visual design. Contemporary scholarship
indicates that this evolution was largely enabled by practicing sce-
nographers who also functioned as teachers, transmitting avant-garde
traditions and experimental methodologies to a younger generation.
At the same time, in contrast to representatives of the fine arts, sce-
nographers were compelled to maintain a greater degree of restraint
due to residual censorship — a circumstance confirmed by the re-
search of Olena Kovalchuk [1] and Nataliia Rudenko-Kraievska [2].

Kharkiv stage designers worked within broader artistic currents
that increasingly gravitated toward conventionality and symbolism
in spatial organization. Scenographic solutions gradually shifted
from illustrative realism toward generalized forms and emblematic
elements that did not simply reproduce a setting but constructed an
integrated image of space and atmosphere. Artists actively experi-
mented with materials and plastic expressiveness, incorporating dec-
orative components into stage design. During this period, scenogra-
phers began to adopt techniques traditionally associated with deco-
rative art — such as metal chasing (repoussé). Such approaches are
evident in the sketches of V. Kravets, L. Bratchenko, M. Kuzhelev,
among others. Alongside traditional methods, stage designers ex-
plored new technologies and materials, frequently combining large
painted backdrops with laconic, symbolically charged constructions.

Scenography was increasingly understood not as ornamenta-
tion but as an equal constituent of the director’s concept. Collabora-
tive experimentation between directors and scenographers resulted
in the creation of integrated stage imagery. In Kharkiv, artists sought
to “read” dramatic texts through spatial organization and visual
form. The number of productions characterized by close interac-
tion between director and scenographer grew steadily, with visual
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design beginning to determine dramatic accents and, at times, to
assume the role of an active “participant” in stage action. Art his-
torian N. Rudenko-Kraievska, examining the work of scenographer
Tetiana Medvid, observes that the term “visual directing” had not
yet entered scholarly circulation in the early 1970s. Nevertheless,
her analysis of Medvid’s early productions at the Taras Shevchenko
Kharkiv Ukrainian Drama Theatre demonstrates a conscious effort
to articulate meaning through stage space, dramatic conflict, and the-
matic structure. Among Medvid’s scenographic works of this period
are I Give You Life by D. Valieiev (1974), The Living Corpse by
L. Tolstoy (1974, co-authored with M. Kuzhelev), The Threepenny
Opera by B. Brecht (1975), and In One’s Own Way by R. Ibragim-
bekov (1975) [1, p. 54].

In summary, the scenography of the 1960s may be characterized
by a certain degree of restraint, alongside the emergence of a dis-
cernible movement away from strictly realistic and representational
models toward conventional forms. This decade appears as a period
of cautious adaptation rather than radical experimentation. By the
1970s, however, artistic searches became more pronounced: stage de-
signs displayed greater stylistic freedom, an inclination toward near-
abstract forms, and a heightened interest in spatial composition. At
the same time, Kharkiv scenography of the 1960s—1970s continued
to preserve elements of realistic theatrical tradition, even as the sce-
nographer increasingly asserted their role not merely as a “decorator”,
but as a creator of the performance’s holistic artistic image.
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Po3rsitHeMo  Kifbka 0OCOOMMBOCTEH Npa3bkoro (hecTUBao
«Omnepa—2025» 3a TppOMa OCHOBHMMH IapaMeTpaMH: KyJIbTypHa
[IHHICTb, COIliaJIbHA POJIb, EKOHOMIYHUH BILIUB.

KynbrypHa 1iHHICTE (ecTHBaItO, KU BinOyBaeThcs 3 1993
POKYy, ToJisirae y 30epexeHHi i momyssipu3alii onepHOro MUCTELTBA,
IO CIIPUSIE PO3BHUTKY HAIlOHAJIBHOI KYJIBTYpH W BHKJIMKAE 1HTEp-
ec 710 6apoKoBOi, KJIIACMKO-POMAaHTHYHOI Ta Cy4acHOi Tpaguuii. o
nporpamu «Omnepa—2025» yBiiinuio 27 NpOEKTIB, MPEACTABICHUX
K y Tpaaumiianx teatpax (HamionansHwmii Tearp, /lepkaBHa ore-
pa, CraHoBuii Tearp), Tak 1 Ha HETUIOBUX MaimaHunkax — «La
Fabrikay, «Studio Hrdint», «Na Marjance» Toro.

[lyOmika Mana 3MOTy TOYYTH OPHWTIHAIBHI TBOPH MOIOIUX
KOMIIO3UTOPIB, EKCIIEPUMEHTAJIbHI KOMIO3MIIl, @ TaKOX PEKOH-
CTpyHOBaHi iICTOPUYHI ONEPU — HANPHUKIA[, TEPIIy YEChKY OIepy
«/[patenik» Ta kamepHy Bepcito «lIpomanoi HapeueHo1».

CouianbHa posib (PECTUBAIIO MOJISITAE Y CTBOPEHHI NPOCTOPY
KyJIBTYpPHOTO JaJIOTy: TYT 3yCTPiUalOThCS MHTIII, KPUTHKH, TJIs1a49i
3 pi3Hux perioniB Yexii Ta CnoBa4uynHM, YTBOPIOIOUHM CIIJIBHE Ce-
peIoBUIIIEe TBOPYOCTI i KOMYHIKAIIii.
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ExoHOMIUHUII acrekT TakoK OYeBHIHHM: (ecTUBANb IiJBH-
LIy€ TYpUCTHYHY NMpHUBaONMMBICTH [Iparu, cTUMymiOe pO3BHUTOK Cy-
MDKHHX Cep — TOTEIBHOT0, PECTOPAaHHOTO, TPAHCHOPTHOTO 0i3-
HECYy.

Cepen HaifliKaBIIIMX MOCTAHOBOK — Cy4YacHa IHTepIpeTalis
oparopii «Amam i €say» HMoseda Muciuueka, qis TBOPUICTh HOE-
HYy€ MEJIOOUYHICTh 0apoko Ta MHOMHY AyxoBHHX 3MmicTiB. Ilocra-
noska Jlinau I'eitnoBoi KenpTosoi (pexxucypa) i Mapiku MikanoBoi
(xopeorpadis) moenHaNa BOKANT 1 INIACTHKY, CTBOPUBIIHN HOBHI Apa-
Marypriuyauii Bumip. Jlito mepeneceHo B cyyacHuil cBiT: Axam i €Ba
JKUBYTH 3BUUAHMM MICBKUM JKUTTSIM, KOPHCTYIOTHCS TaKETaMHu,
00J1aIITOBYIOTH MOOYT — iPOHIYHUM KOHTpAcT i3 610/MiHHIM CroXKe-
TOM MiACHJIEHO KocTioMaMu Tomanra Kuntu.

[Hmmii aknent gecruBamo — onepa «Iu AMoc KomeHcbkuii»
cyudacHoro kommnosutopa Sna Ipaceka, 1o noemuye icropudHuii Ma-
Tepia i3 CyuacHOI0 My3H4HOIO MOBOIO. Ii apamaTypris BinTBOpIOE
nofil TpuausATUIITHRO BifHU, YyMY, eMIrpamito, MOpajibHi OLIYKH
no6wu. [Toctare KoMeHCHKOTO CHMBOITIZYE€ 1/1€10 OCBITH SIK HIISAXY 10
MHUpPY — HaA3BU4YaiHO aktyanbHy it XXI cromitrsa. CumBomiuHi
00pa3su, 30kpema (irypa Jikapsi B Maciii i3 A36000M, BiJICHIIAIOTh JI0
icTOpuYHHX napaneneid Mk emigemismu XVII cTomitTs 1 cyyacHu-
MU [IAHIEMISIMU.

®ectuBanp «Onepa—2025» y Ipasi craB 3HaUYyHIOO MOAI€EO,
o0 MO€AHYyBala TPaAMLii Ta CydacHi MUCTELbKI momyku. Kyimb-
TypHa WIHHICTh ()ECTUBANIO BHU3HAYAETHCS 30€pEKEHHSIM Ta OHOB-
JICHHSM OMNEpHOI CHaAIIWHK, BIAKPUTTAM HOBUX TBOPIB i (opma-
tiB. ComianbHa ponb nojsirae y GopMyBaHHI BiIKDUTOTO MIPOCTOPY
KOMYHIKaIlii MK MUTIISIMH, TJIAJa4aMHi Ta PI3HUMH TOKOJIHHSIMU.
ExoHOMiuHUMI edeKT BianoBigae MiABULICHHIO TYPUCTHYHOI IPHBa-
OnMBOCTI MicTa ¥ MiATpUMII KpeaTHBHOI iHAYCTpii. CUMBOMIYHUI
BUMIp (ecTUBANI0 — Y MOEAHAHHI MUHYJIOTO U cy4yacHocTi, Ae Oa-
POKOBa TBOPYICTh 1 HOBITHI IOCTAHOBKH MEPETYKYIOTHCSI B OCMUC-
JICHHI BIYHUX TEM: KUTTS, BipH, OCBITH, JFOISHOCTI.
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Let us examine several defining characteristics of the Prague
Opera—2025 festival through three key parameters: cultural signifi-
cance, social function, and economic impact.

The cultural significance of the festival, held regularly since
1993, lies in its sustained commitment to preserving and promoting
operatic art. It contributes to the development of national culture
while fostering renewed interest in Baroque, Classical-Romantic,
and contemporary traditions. The Opera—2025 program comprised
twenty-seven projects presented both on traditional stages — the
National Theatre, the State Opera, and the Estates Theatre — and
in alternative venues such as La Fabrika, Studio Hrdint, and Na
Marjance.

Audiences were offered a broad stylistic spectrum, ranging
from original works by young composers and experimental produc-
tions to reconstructed historical operas, including the first Czech op-
era The Tinker and a chamber version of The Bartered Bride.

The social function of the festival manifests itself in the cre-
ation of a vibrant space for cultural dialogue, bringing together art-
ists, critics, and audiences from various regions of the Czech Re-
public and Slovakia, and fostering a shared environment of creative
exchange and communication.
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The economic dimension is equally apparent: the festival en-
hances Prague’s cultural tourism profile and stimulates the develop-
ment of related sectors, including hospitality, dining, and transporta-
tion.

Among the most compelling productions was a contemporary
interpretation of Josef MysliveCek’s oratorio Adam and Eve, a work
that combines the melodic refinement of the Baroque era with pro-
found spiritual reflection. Directed by Linda Hejlova Keprtova and
choreographed by Marika Mikanova, the production integrated vo-
cal performance and movement, generating a new dramaturgical
layer. The action was transposed into a modern urban setting, where
Adam and Eve lead everyday lives, use digital devices, and manage
household routines —an ironic juxtaposition with the biblical narra-
tive, further underscored by Tomas Kypta’s costume design.

Another notable highlight was the opera Jan Amos Comenius
by contemporary composer Jan Jirasek, which merges historical
subject matter with a modern musical language. Its dramaturgy re-
constructs the realities of the Thirty Years’ War, plague outbreaks,
exile, and the moral dilemmas of the period. The figure of Comenius
embodies the idea of education as a path toward peace — a concept
of particular relevance in the twenty-first century. Symbolic imag-
ery, especially the recurring motif of a physician wearing a plague
mask, establishes striking parallels between seventeenth-century
epidemics and modern pandemics.

The Opera—2025 Festival in Prague thus emerged as a signifi-
cant cultural event uniting tradition with contemporary artistic in-
quiry. Its cultural significance lies in both preserving and reactivat-
ing the operatic heritage while encouraging new works and formats.
Its social role is realized through the creation of an open commu-
nicative space connecting artists, audiences, and generations. The
economic impact is reflected in increased tourist appeal and support
for the creative industries. Finally, the festival’s symbolic dimension
resides in the dialogue between past and present, where Baroque
aesthetics and innovative productions converge in the reflection on
enduring themes — life, faith, education, and humanity.
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Cepen elleMeHTIB OIEPHOTO TEKCTY, SIKi aKTHBHO BUKOPHCTOBY-
I0Th ¥ KiHO, MOYKHA TIOPSJ] 3 TIOMYJISIPHUMU apisiMu, CIIEHaMH, BITi3-
HaBaHUM PEKBI3UTOM, KOJII3isIMH JIIOPETO ¥ AeTasiMu ciieHorpadii
BHOKPEMHTH TaKOXX BCTYITHI YaCTHHH A0 omep (yBEpTIOpH, 1HTPO-
ITyKIIi1, TpeNrofiil Tommo), GyHKIIOHATEHUH 1 (hOPMOTBOPUUI MTOTEH-
ian SKUX MePeOCMHUCIIOETHCS KIHOPEXKHUCEPaMH y TIPOIEeCi CTBO-
peHHs (iTEMiIB. YpaxXoByIOUH 1IBi OCHOBHI ()OpMHU HiaJioTy KiHO Ta
oriepu — TepeKtan i pedepenItito, — 3ayBaKUMO, IO MaTepiaioM
aHai3y CTaHyTh came (iIbMH-OMEepH Ta KIHOCTPIUKH, SKi 3ajyda-
FOTH ITUTYBAHHS ONEPHOI My3HUKH Ta ajIro3il Ha Bimomi croxkeT. Taki
«TIOCWJIAHHS» aKTHBI3YIOTh 1HTEPTEKCTyallbHI MPOIECH, PO3IIUPIO-
IOTh CMHCJIOBI TOPH30HTH W YPI3HOMaHITHIOIOTh 1HTEpIIpETAaIliiHi
IIXOMN TIPU aHalli3l KIHOTEKCTY, OMHOYACHO ITOTIMOIIOIOYH HaIITi
VSIBIIEHHS TIPO OTIEpPHE MHCTEITBO.

BinrBopenns y ¢dinpmi onepHoi yBepTiopu abo i ¢pparMenty
3a 3arajJbHIMH 3aKOHAMU ITUTYBaHHS aKTyalli3ye TepalibANdHy KOH-
CTPYKIIiIO, i30MOp(}i3M SKOi 3aiydae A0 CMHUCIOYTBOPEHHS IIiJTic-
HUI MYy3WYHO-TeaTpajbHU TBip (MApTUTYpY, JOpeTo, cieHorpa-
¢iro), a Takox mUpokuit KoHTeKCT. Tak, y ¢inmpmi XK.-XK. benekca
«JliBa» (1981) mutyroThcs pparMeHTH yBepTIop 10 onepu «Daycr
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. T'yno (Imtpomykuisi) Ta «Piroxerro» [Ix. Bepai (Ilpenroxis),
YCTaHOBJIIOIOYH TMapanieii A0 BiZoMux omep i ixHporo 3micty. [Ipn
upoMy (aycTiaHChKa TeMa PO3KPUBAETHCS B €K3UCTECHIIMHUX JTUIIe-
Max repoiB ¢impmy (pucu I'epmeca — mokpoBHUTENs 3707iiB, Oora
CHOBUJIHb 1 MPOBITHHKA AYII MOMEPIUX — B 00pa3i ToJIOBHOTO
reposi (inemy JKynns) Ta mpOTHUCTaBIEHHI 300pakeHHS HAA3EMHOT
yactunau [lapmwky #oro minzemui. Bkpanena yects [xunbau kope-
JIIO€ 3 BUKPAJCHHSM Tojiocy npuMagoHHu CHHTIT HUISIXOM Horo He-
CAHKI[IOHOBAHOTO 3aIluCy, 1 came Iei 3JI04YWH CTae MPOBIAHUM CIO-
JKETOYTBOPIOBAILHUM YMHHUKOM KiHOCTpiuku. [Ipu npomy B mone
THTEPTEKCTyaIbHHUX OIEpalLliil MOTpaIJIsie TAKOXK CIIPABKHE iM’sI BU-
koHaBui poni Cunrii (Binbrensminis) ta gaxru ii Giorpadii [1].

VY cutyauii UMTyBaHHSI OTIEPHOI YBEPTIOPH Ha MOYaTKy (iib-
My HiAKPECTIOeThes ii polb «yLIiIbHEHOI mporpamMm». Betyn no
«Tpicrana ta [3onpau» P. Barnepa, mo 3ByuuTh Ha ovyarky ¢GiibMy
JI. Tpiepa «Menanxomnisp» (2011), yHaouHIO€ HaMip pexucepa CTBO-
pUTH KiHeMarorpadiuHUi aHaJIOT ONEPHOI yBEPTIOPH. SIK BIly4HO
nigkpecmoe O. Ceparok, «y mposo3i GiIbMy ... JeMOHCTPYETHCS
BiCOPA, SIKMI MICTHThH Bi3yaJibHI JIEHTMOTHUBH MaiOyTHBOTO Hild-
ctBa» [2, c. 6]. ®yHKHioHanBHO (QparMeHT Haraaye Tpeinep, Mo
3a3BHYail icHye okpemo BiJ (iapMy (Y IbOMY — CX0Ka puca 3 onep-
HOIO YBEPTIOPOIO). 3aydyeHHs aKTyalli30BaHUX B yBEPTIOpi MpHH-
LUIIB TOBTOPIOBAHOCTI i AaHOHCYBaHHS, a TaKOX aOCTPaKTHOCTI
MY3UYHOI MOBH J03BOJIsi€ Tpiepy 3AiHCHUTH IIMPOKE y3araJbHEHHS
Ta MiJHATHA KiIHOMPOJIOT 110 piBHA MeTadopH.

VY dinemi «8 Yo» @. Dennini 300paxye TBOPUY KpU3y KiHOXY-
JOKHUKA, 32Ty4aloud My3HUKY YBEPTIOpH A0 «CeBiNbChKOTO HUPYIIb-
nuka» [Ix. Poccini. CBoepinHa IBOYACTHHHA «CIOITa» 3 parMeHTiB
«IlompoTy BanbKipiii» Ta ronoBHOi TemMu Allegro vivace pocciHieB-
CBKOT YBEpTIOpHU (3ByUHUTb MICIs €Mi300y «3amamMopodyeHHs»; ['Bigo
Tako)k OypMoue Imepuri I’ siTb BOCBMUX YBEPTIOPH Micisl 3ycTpidi 3
KOXaHKOIO) Y3TO[DKYETHCS 3 peani3oBaHUMHU Yy (GiIbMi OMO3HLIIMHU
JIMCHICTD / CHOBUAIHHS, pealibHe / ySIBHE, pexucep / masll, a TAaKOX
3 MOJBIMHOI TOETUKOK TparikoMenil. Bimmaroun nepesary ysep-
TIOpi MepeA, HaNpHKIaA, He MeHII 3HakoBoro KaBatmnoro dirapo,
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pekucep po3kpuBae cBiid 3amyM. CumM@oOHIYHUN BCTYIH, 110, KpiM
«AnbpmaBiBa, a00 MapHa 00epeXHiCTb», BUKOPHCTOBYBABCSI KOMIIO-
3UTOPOM TakoX B omnepax «Aspeiniad B [lanpMupi» Ta «E€nu3asera,
KOpoJsieBa AHIVIIHCHKa», BBOAUTH A0 (PiIbMY TeMy MOBTOPIOBAHOCTI
AK «OO0JII0Yy TOUKY» TBOPUYOi OCOOMCTOCTI.

[aponiitauii kox ¢inemy I1. I'pinees «8 Y2 xinok» (1999),
CIpSIMOBaHMN Ha (eJUTiHIEBCHKHN «8 Y2», OIHOYACHO MepeocMHuc-
JI0€ TONIQYHKIIOHABHY POCCIHIEBCHKY YBEPTIOPY, HE BIAIOUYHCH
J0 6e3nocepeHbOro HUTYBaHHs My3uku. HaroMicTs 00’ekToM ma-
poxiiiHuX omepauiil ctae BepOadbHUN MIap KIHOCTPIUKH, a TAKOXK
iHCTIipOBaHa OMEPHHUM KOJOM JIOTiKa CIOKETOyTBOPEHHS. 30Kpema,
napaneib 10 «CeBiIbCbKOr0 IUPYIbHIKA) BUHUKAE Yepe3 MepcoHa-
XIB (€ maHU ¥ CIy)KHMLI / TOKOiBKH, ymroOneHa koxanka dimina Ha
iM’st [Tanbmupa), a TaKOK CXOXKi CIOXKETHI X0 (3ajHLsHHSI, Hepe-
OfsiTaHHs / pO3IsTaHHs, 3MiHa IMEH, TIAMUCAHHS KOHTPAKTIB).

VY dinemax-onepax BCTyIHa 4YacTHHA HaivacTimie 30epirae
CBOIO METAaTeKCTOBY (YHKIIIO Ta CIYrye MiCLleM CTBOPEHHs Iepe-
Jictopii moziit abo 4acoBOTO i MPOCTOPOBOrO KOHTEKCTY Iii. Takuii
MiAXig peanizoBaHo, HaMpHUKIad, B ekpanizamii «CinbCchKoi 4ecTix»
I1. Mackanbi @. J{3edipemni (1982). DinpM npogoBKye TeaTpaibHy
Tpaaulito HarmoBHeHHs Jiero [Ipemroxii Ta cunmmianu. 300pakeH-
HSl HAMAraeTbesl ACTIKATHO CIiAYyBaTH 3a MY3HKOIO, Y3TODKYIOUH
3arajJbHUN TUIaH CHIMJIIMCHKOTO CENHIIA, IO MOCTYMOBO «IIPOSB-
JSIETBCSD» KPi3h PAHKOBI CYTIHKH, 3 MOBUIBHHUM BUHHKHEHHSIM HO-
HaKoOpAy i3 3aTPUMaHHAM y MEpIIMX JABOX TaKTax MapTUTypH (Ha-
HIapyBaHHS BUTPHUMaHHUX 3BYKiB y Andante sostenuto). Y HacTyn-
HoMy Animando e crescendo assai (1. 12—13) «meiizakHay 4acTUHA
[penronii 3MiHIOETBCS i€BOIO, y sIKill 300paxeHo CaHTYyLIH, L0
ODKUTB.

[HIIe pimeHHs nponoHye y cBOil ekpanizauii «HapiBHoi ¢uieii-
ti» B. Mouapra 1. Beprman. Pexucep Haue moBeprae yBepTiOpi
(dyHKIII0 BCTYIY, il Yac SKoro 30upanacs myosika. He smicT onepu
4yn 00pasu 1 mepcoHaxiB, a came TIsAalbKa 3a1a Ta BUpa3u 00Iud
ClIyXa4iB CTar0Th TOJOBHMMH TE€MaMH BCTYIHOI YaCTHHH CTPIUKH.
[Ipy ubOMy PHUTMIYHUI MOHTa)K, BUKOPHCTOBYIOUH OCOOJMBOCTI

— 312 —

V Yepkawuncoki uumanus

MY3UYHOI TKAaHWHH (AKLEHTH i CUHKOIH, TOBXHHY (pa3), CTBOPIOE
arMocdepy BeCeNoUIiB, T'pH, Ka3KH.

LikaBuii 3pa30k KiHeMaTorpagiuHOro OnpaioBaHHs ONEepHOi
yBepTiopu Hanae crpiuka K. @paxkacci «Aima» (1953). Tpagumiii-
HOMY B YMOBax Tearpy BukoHaHHI0 [Ipemtoaii npu 3aunHeHii 3aBici
MIPOTHUCTABISETHCS. OAaraTomIapoBUi KiHOTEKCT. 3ByYaHHS MY3UKH
CHUHXPOHI3YETBCSL 3 TOJOCOM JHUKTOpa, Ha 300pakKeHHsI MalloHKa
ornepHoro Teatpy (iMoBipHO, mpeM’epa B onepi Kaipy) HakmagaroTs-
cst TuTpu. CTON-KaJp MalllOHKa TeaTpy 3MIHIOETHCS KiHOKaIpOM 3
€TUIIETCHKUM JI030pOM, SIKHE mocmimae 10 Memdica i3 3BiCTKOO
npo BiiHy. KinemarorpadiuHe 3amoBHEHHsI YBEpPTIOPH, y SKOMY
JUKTOP PO3MOBiJa€ MepeiicTOPito MOIii, € CBOTO POLy BiICYTHIM y
ni0pero TuzepoM. JIOMOBHEHHS CTOCYETHCA TAaKOK MY3UKH YBEPTIO-
pH, 110, 30KpeMa, IIOYUHAEThCA 3 BitoMoro TpiymdansHOro Mapury.
OTxe, sIBJICHA B OIEPi AUjIeMa JIto0OBi Ta 000B’ 13Ky 3ar0CTPIOETHCS
aBTOpamMu (iIbMY LUISIXOM YBEIEHHS TUTYJIbHOI My3UUHOI TEMHU.

BerynHi My3u4Hi yacTuHU y ¢inbMax-onepax HE TiLIBKH J10-
MUCYIOTHCS 200 CKOPOUYIOTHCS. [HOII BOHM BUAATISIOTHCS MTOBHICTIO.
VY dinpmi «Payc» b. Hebiepinze 1982 poxy InTponykuito I11. I'yHo
3aMiHEHO KiHeMaTorpa(iyHUM MPOJIOroM PO MOJIOJOTO IIaHyBallb-
nuka daycra, mo Biamykye iHoro Moruiay Ha knagosuii. [lpu npo-
My BCsI Jlisl OIIEPH MOCTa€ K CBOTO poay (uiembek — po3MOBiab
MOTHJIHHKA TIPO KHUTTS i CMEPTh JAOKTOPA.

[lizcymoByrOuHM, MOXKHA BHU3HAYUTH TakKi (YHKLIl BCTYIMHHX
YaCTHH OMep y KiHOTEKCTi: METaTeKCToBa, (GpyHKUis pamu, QyHKIis
MOCTY, 10 BCTAHOBJIIOE 3B 530K 13 CYMIKHUMH Ta MapaJiioBaHUMHU
TekcTaMu. CIUpalouuch HA My3UYHY MapTHTYPY, KIHOMPOJIOT CTa€e
MIPOCTOPOM CTBOPEHHSI IMepeAicTopii Momidd, TBOPYOro mopTpera
KOMIIO3UTOpa, 00pa3iB rooBHUX repoiB. [Ipu oMy My3nka Moxe
BiATBOPIOBATHCS B OPUTiHAJTBHIA OPKECTPOBLI, apaHKyBaHHI a0 B
MOBJICHHEBIH HisuibHOCTI mepconaxa. lopsin i3 30epexeHHsIM aB-
TOPCbKOi ()OPMH MY3UYHOTO BCTYIy AKTUBHO BHUKOPHCTOBYIOTHCS
fioro TpaHcdopmaii: KynipyBaHHs, JOMUCYBaHHS, BUIAJICHHS MY-
3UKH 13 3aMiHOIO KiHemartorpadiuaum emizogoM. OTxe, BCTyIHA
YacTHHA J0 OMNepH SIK crienudiuHuii ®aHp 1 popma € TUM KOHCTPYK-
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TUBHHUM E€JIEMEHTOM, SIKHH PO3KPHUBAE Tepe]] KIHOPEKUCEPOM LIHPO-
Ki MOXJTUBOCTI TIEPEPOOKH B TOMY YHCIII My3UYHOTO MaTepiary 6e3
3BHHYBa4€Hb y 3a3iXaHHI HA aBTOPCHKUH TEKCT.
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Among the components of the operatic text actively employed
by cinema — alongside well-known arias, scenes, iconic props, li-
bretto-based conflicts, and scenographic details — a special place
is occupied by introductory sections of operas (overtures, introduc-
tions, preludes, etc.). In film practice, their functional and form-gen-
erating potential is reinterpreted by directors in accordance with the
logic of the cinematic medium. Considering two principal modes of
dialogue between cinema and opera — translation and reference —
the present analysis focuses on opera films and feature films that in-
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corporate quotations from operatic music and references to canoni-
cal operatic plots. Such references activate intertextual processes,
broaden semantic horizons, and diversify interpretative strategies in
film analysis, while simultaneously contributing to a deeper under-
standing of operatic art itself.

The reproduction of an operatic overture or its fragment within
a film, according to the general principles of musical quotation, in-
troduces a heraldic construction whose isomorphism implicates not
only the integral music-theatrical whole (score, libretto, scenogra-
phy), but also a wider cultural context. Thus, in Jean-Jacques Bei-
neix’s film Diva (1981), fragments of the Introduction to Charles
Gounod’s Faust and the Prelude to Giuseppe Verdi’s Rigoletto are
quoted, establishing semantic parallels with the operas and their nar-
ratives. The Faustian theme unfolds through the existential dilemmas
faced by the film’s characters: traits associated with Hermes — the
patron of thieves, god of dreams and guide of souls — resonate in
the image of the protagonist Jules, while the spatial contrast between
aboveground Paris and its underground world reinforces this sym-
bolism. Gilda’s dishonoured innocence is intertextually correlated
with the theft of diva Cynthia’s voice through its illegal recording, a
crime that becomes the film’s central plot-forming impulse. The in-
tertextual field is further enriched by the real name of the actress por-
traying Cynthia (Wilhelmenia) and elements of her biography [1].

When an operatic overture is placed at the opening of a film,
its function as a “compressed program” is brought to the fore. The
Prelude to Richard Wagner’s Tristan und Isolde, heard at the begin-
ning of Lars von Trier’s Melancholia (2011), explicitly signals the
director’s intention to construct a cinematic analogue of an operatic
overture. As O. Serdiuk aptly observes, “in the film’s prologue ... a
sequence of images is presented that contains visual leitmotifs of the
subsequent action” [2, p. 6]. Functionally, this fragment resembles
a trailer — an element that usually exists independently of the film
itself, a feature it shares with the operatic overture. By employing
principles of repetition and foreshadowing, together with the ab-
stract quality of the musical language embodied in the overture, von
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Trier attains a level of generalization that elevates the cinematic pro-
logue to the status of metaphor.

In Federico Fellini’s 8%, the creative crisis of a filmmaker is
articulated through the use of the overture to Gioachino Rossini’s
11 barbiere di Siviglia. A kind of bipartite “suite” composed of frag-
ments from the “Ride of the Valkyries” and the main Allegro vivace
theme of Rossini’s overture (heard after the episode of dizziness;
Guido also hums the opening five eighth-notes after meeting his
lover) correlates with the film’s oppositions — reality versus dream,
the real versus the imagined, director versus clown — and with the
poetics of tragicomedy. By privileging the overture rather than, for
example, the equally iconic Cavatina of Figaro, Fellini reveals his
conceptual intent. The symphonic introduction, which Rossini him-
self reused in the operas Aureliano in Palmira and Elisabetta, re-
gina d’Inghilterra, introduces into the film the theme of repetition
as a fundamental vulnerability of the creative personality.

The parodic code of Peter Greenaway’s 8% Women (1999),
conceived as a dialogue with Fellini’s 8%, simultaneously rein-
terprets Rossini’s multifunctional overture without direct musical
quotation. Instead, parody is transferred to the verbal layer and the
logic of plot construction shaped by operatic conventions. Notably,
parallels with Il barbiere di Siviglia emerge through the system of
characters (masters and maids; Philip’s mistress bears the name Pal-
myra) as well as through analogous plot mechanisms — courtship,
disguise and undressing, name changes, and contractual agreements.

In opera films, the introductory musical section most often re-
tains its metatextual function, serving as the locus for establishing
the background of events or the spatial-temporal framework of the
action. This approach is exemplified in Franco Zeffirelli’s screen
adaptation of Pietro Mascagni’s Cavalleria rusticana (1982), which
continues the theatrical tradition of filling the Prelude and the Sicili-
ana with scenic action. The imagery seeks to follow the music with
particular sensitivity: the gradual “emergence” of a Sicilian village
from the morning twilight corresponds to the slow unfolding of the
suspended ninth chord in the opening bars of the score (the layering
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of sustained tones in Andante sostenuto). In the subsequent Ani-
mando e crescendo assai (mm. 12—13), the static landscape gives
way to kinetic imagery, depicting Santuzza running.

A contrasting solution is offered in Ingmar Bergman’s adap-
tation of Mozart’s Die Zauberflote, where the director appears to
restore the overture’s original function as a moment during which
the audience assembles. Rather than introducing the plot or charac-
ters, the film focuses on the auditorium itself and on the faces of the
spectators. At the same time, rthythmic montage, synchronized with
musical accents, syncopations, and phrase structures, generates an
atmosphere of playfulness, fantasy, and theatrical joy.

An illuminating example of cinematic engagement with the
operatic overture can be found in Clemente Fracassi’s Aida (1953).
The conventional theatrical performance of the Prelude before a
closed curtain is replaced by a multilayered cinematic construction.
The music is synchronized with a narrator’s voice, while an image
of an opera house drawing (presumably referencing the Cairo pre-
miere) is superimposed with the film credits. This frozen image then
transforms into a dynamic shot of an Egyptian patrol rushing toward
Memphis with news of war. The cinematic “filling” of the overture,
in which the narrator recounts the backstory absent from the libret-
to, functions as a kind of trailer. Moreover, the musical material of
the overture is expanded to include quotations beginning with the
famous Triumphal March, thereby intensifying the opera’s central
dilemma of love versus duty.

Introductory musical sections in opera films are not only ex-
panded or abbreviated; in some cases, they are omitted altogether. In
B. Nebieridze’s Faust (1982), Gounod’s Introduction is replaced by
a cinematic prologue depicting a young admirer of Faust searching
for the doctor’s grave in a cemetery. The subsequent operatic action
unfolds as a retrospective narrative — an extended flashback fram-
ing Faust’s life and death through the gravedigger’s account.

In conclusion, the introductory sections of operas within cin-
ematic texts may be defined by several core functions: metatextual,
framing, and mediating, including the establishment of inter-opera
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references. Drawing upon the musical score, the filmic prologue may
create a backstory, a creative portrait of the composer, or an image of
the central character. The music itself may be presented in its origi-
nal orchestration, in arrangement, or mediated through a character’s
speech activity. Alongside the preservation of the authorial form of
the operatic introduction, its transformation is an active and legiti-
mate practice — through cuts, additions, omission, or substitution
by a cinematic episode. Thus, the operatic introduction, as a specific
genre and structural element, becomes a productive resource that of-
fers filmmakers wide opportunities for reconfiguration of musical ma-
terial without accusations of violating the integrity of the author’s text.
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THOOPMAIIMHI TEXHOJIOI'TI B TEATPAJIBHIN
CITPABI: TPOBJIEMA 3BEPEXXKEHHSI ECTETUUYHUX
KOHIEIIIIA

Kniouogi cnosa: meampanvna cnpasa, nepgpopmamusHi muc-
meymed, HGOPMAYIUHO-KOMYHIKAYIUHI MeXHONO02I, ecmemuyHi
KoHyenyii, hynkyii meampy.

VY cyyacHOoMy mI00aTbHOMY CBITI IMUPOKOT MOMYJSPHOCTI Ha-
OyJIM TeHJICHIIIT MOETHAHHS TeaTPaIbHOIO BUIOBHINA Ta MPOBITHUX
THpOpMaLiHHIX TEXHOIOTIH, a caMe — MYJIBTUMEIIHI TIPOEKTH-BH-
CTaBH, JOCTYII JI0 SIKMX DJISa4 MOKE OTPHMATH 3a JIOTIOMOTOI0 Mepe-
ki1 [HTepHeT. OHNaiH-Tearp nependadac TPAHCISIII0 BUCTAB TEaTPiB
Ha iHTepHeT-TU1aTGopMax Ta B ColialbHUX Mepexax [4, c. 70].

AKTYaJIbHICTh JIOCII/DKCHHSI 3yMOBJICHA BIUTHBOM TDJIOOANb-
HUX BHKJIMKIB Ha MPOIIEC OpraHi3ailii TearpanbHOI CIpaBU, 30Kpe-
Ma — iH(OpMalliHHO-KOMYHIKalliIHHIX TEXHOJIOTi Ta iX BHKOpHC-
TaHHS B IEpPOPMATUBHUX MHUCTEITBAX.

Meta po60TH — JOCIHIAUTH BIUIUB iHGOPMALIHHIX TEXHOJIO-
riii Ha opraHizallilo TeaTpajbHOI CIpPaBH, 30KpeMa — TiITOTOBKY
BUCTAaBH.

00’exT pocaimkenHss — iHQopManiiHO-KOMYHIKamiiHI Tex-
HOJIOTIi B TepOpMaTHBHUX MHCTEITBAX.

Ipenmer nocaizkeHHST — OCHOBHI TEHJCHIIIT Ta mMpoOiieMH,
K1 c(hOpMyBaIIUCS MTiJ] BIUTMBOM 1H(GOPMAIITHUX TEXHOJIOTIH.

Tearp — e yHiKaJbHU cOMiaJIbHO-KYJILTYPHUIl IHCTUTYT,
SIKMH 3HAYHO BiIpPi3HSAETHCA BiJ IHIIMX CeKTOPIB KpeaTHBHHX
inaycTpiii: ne ¢gopma K0JIEKTUBHOI Xyl10:KHbBOI TBOPYOCTi, a Ta-
KO JI7KepeJio po3Bar, jie TBOPYHil npouec 3a3BU4aii BUKOHY€Th-
cs1 HaxxuBo [4, c. 70].

Mannemist COVID-19 Bukinkana KoMyHIKaTUBHUN Ae(inuT, 1
came 3aBISKM Mepexi [HTepHeT, y TOMy YHCIi COIialbHUM Mepe-
JKam, JIFOJIM 3MOTIIM aJarTyBaTUCs [0 HOBUX YMOB, OTPUMAIIH 3MOTY
CIIIJIKYBaTHCS, TIPALOBATH i HaBuaTucs [2, c. 81].

Tearpu mocTarHbO Mi3HO Nepeliun Ha ouudpoByBanHs. Ka-
pantu 2020-2021 pokiB 3HauHO BIUIMHYB Ha KPEaTHBHI 1HAYCTPIl,
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TOMY MOXXJIMBOCTI BeOTpaHCIALIT Hagamu 6araTbOM TearpaM IIaHC
MPOJOBKYBAaTH CBOE iCHYBaHHS.

OmnnaifH-Teatp sBIsi€ COOOI0 OAMH 13 3aCO0IB BHKOPHCTAHHS
IHHOBaLIHUX 1HQOpMaLiiHO-KOMYHIKalliHHUX TEXHOJIOT1H, 1110 1a€
3MOTY 3a/I0BOJILHUTH MOTPEOH ayAUTOPii P Meperisal BUCTaBU B
KOHTEKCTi 3HaUHOTO PO3MIMPEHHS KOPIOHIB TeaTpasibHOi BHCTaBH.
Lle BinOyBa€eThCs 32 JOMIOMOTOIO TPAHCJISILIT TeaTpaibHOI BUCTaBH B
peKuMi peasbHOTO yacy abo npocto B 3anuci [4, c. 70].

Binbiricte BUCTaB UGPPOBOTO TeaTpy MAIOTh 6UCOKUIL PIBEHb
inmepaxmugHocmi, TOMy po3paxoBaHi Ha TOKa3 y PEKUMI pealib-
HOT'O yacy.

Hudposwuii Tearp Hapa3i Oaratuii Ha HOBY TEPMIHOJIOTIIO, sIKa
SBJISIE COOOI0 IIMPOKHUN CIIEKTP BHUKOPUCTAHHS PI3HOMAHITHHX iH-
(hopMaIliitHO-KOMYHIKaI[iHHUX TEXHOJIOTIN IiJ{ Yac MiJATOTOBKH BH-
CTaBH, a caMe: BipTyaJIbHUH TeaTp, HUPPOBHI TeaTp, KOMIT IOTEPHHUN
Tearp, NiMiHAIBHUHA niepdopMaHc, Kibepdopmaris, Kideprearp, mo-
CTOpraHiyHui nepdopmanc, rineprnepdopManc, TereMaTuiHe MHC-
TEITBO, Kibepapama, rinepapama tomro [4, c. 70].

Teamp mac yuikanony npusadnugicmes, momy nepeino
OHNAUH- A00 IHMEPHEM-6UCMABU 8 HCOOHOMY pa3i He Mmodice 3a-
MIHUmMU 00C6i0 8I0IOY6AHHA HCUBOT NOCHAHOBKU.

IIpuHIUIIOBO BHOKPEMIIOETHCS HM(PPOBUIl TeaTp — IOCTa-
HOBKH, CTBOPEHI pa3oM i3 paxiBLUsAMH 3 TEXHOJIOT1i, MPU3HAYCH] IS
KopHcTyBauiB udpoBoro cepenosumia [4, c. 70].

Binmoma mocnmigauus mudposoro tearpy K. Ilanmariannoymi
CTBEPIKYE, 10 H(poBuil Tearp — e GOpMyBaHHS BIIUYTTS CITi-
BICHYBaHHS Ta CIiBIPUCYTHOCTI AJIsl BiAAJIEHOT ayquTOpii B PeKu-
Mi peanbHOMY 4dacy. «[IOHATTS BU3HAUYEHHS «KHUTTEMOIIOHICTE» B
KibeprpocTopi Oe3mocepeHbO MOB’A3aHO 3 MAPTHCUIIATUBHUM Ta
IHTEPaKTUBHUM XapaKTEPOM Mepexi [HTepHeT: OCKITbKU BiJICYTHS
y4acThb INIsiiada B peanbHOMY 4aci, TO, BiAMOBIIHO, MOHATTS CIiBII-
PHUCYTHOCTI cllabKe 1, TAKUM YHHOM, KHUTTEMOAIOHICTh cTae Oe3rmy3-
norox» [4, ¢. 70].

BuknukarTh CyMHIBU JesiKi JIOCHIJKCHHS HAyKOBIIB, 30-
Kpema, JIeXTO 3 IOCIiAHUKIB CTBEPIKYIOTh, IO LU(PPOBHUHA TeaTp
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nependadae BUCOKUN PiBeHb IMEPCHUBHOCTI i TIOBHOTO 3aHYpEHHS
misiaya B TeaTpajibHy [Jit0, BOAHOYAC BiIOMUH (akT, 110 TOBHE 3a-
HYpEeHHs [Jsjiadya y BHUCTaBy MOXKIIMBE JIMIIE IMiJl 4ac >KUBOI IpH-
CYTHOCTI B 3aJIi.

Takox HE NOBEACHO, SKMM YHMHOM LU(POBHUH TeaTp 3abe3rme-
qyye crenuQiuHy 1IHTEpaKTHBHICTh INIAada Ta akropa i K misaad
MOXX€ BITMBATH Ha PO3BUTOK CIOKETHOI JIiHii, 3HAXOASTYUCH 30BCIM
B IHIIIOMY MICIIi.

[ndopmaniiiHo-KOMyHiKaliiiHi TEXHOJOT1 JOKOPIHHO 3MIHHIIH
TenepilHe CycHinbCTBO. BoHM 3aiiMaloTh IEHTpaIbHE MiCIE B KHT-
TEBOMY MPOCTOPI Cy4acHOi JIOOWMHU. [HTEpHET K CKIagHa COLio-
TEXHIYHA CHCTEMa 3IiIICHIOE TIPOLIEC CTBOPEHHS, PO3MOBCIOMKEHHS
Ta 00MiHy iH(popMarmieto, GopMyrour HOBY iH(pOpPMaLiiiHy peab-
HICTH [2, ¢. 82].

Inghopmauiiino-komynikayiiini  mexmnonozii - cmeopwowmeo
HO6I cmMucnosi oopazu, HOpmu, RPAGUIA MA RPUHUUNU, HIOMY
3’a6na0moca HOGL nepeoymosu (QopmysanHs AK 2POMaAOCbKOi
OyMKuU, max i iHOugioyanvHoi ceioomocmi KodscHoi KOHKpemHoi
arounu [2, c. 82].

CyuacHi iH(popManiiHO-KOMYHIKaliiHi TEXHOJOTrii ChOrOgHI
3HAYHO BITUBAIOTH HA MUCJICHHS, 3MiHIOIOUM JOKOPIHHO CBiIOMiCTh
JIOMHU Ta CTBOPIOIOYM HOBY iH(OpMaIiifiHy peaibHICTh 1 Mpo-
ctip [2, c. 81].

VY  posmnopspkeHHi cueHorpada € 0e3nmid  1HCTPYMEHTIB
KoMI'toTepHoi Tpadiku. Y CydacHHX BHCTaBaxX IIMPOKO BUKOPHC-
TOBYIOTBCSI €NIEKTPOHHI JeKopalii 3 MyJIbTUMEAIHHUMH €KpaHaMu,
B1JICONPOEKIIi, CBITIONIOAHI KOCTIOMHU, CBITJIOBI CHEIC(EKTH, Maii-
JAHYMKH 3 JUCTAHIIHHUM yIpaBIiHHIM, KOHCTPYKTHBHI €JIEMEHTH.

YMOBHUI TeaTp BUHUK Ha MPOTUBAry HaTypaJiCTUYHOMY i pe-
amictuuyHoMy Tearpy. Iloctae mpodiiema pyiiHyBaHHsI TeaTpaJjib-
HOi YMOBHOCTI, 1110 BHKJIMKa€ TPYJHOLI, HANPHUKIAMA, MiJ Yac BH-
KOpHCTaHHs MpoeKLii y Bucrasax [1, c. 10].

Ilpupooi mucmeymea meampy npumamanna ymMoGHicmo, a
uugpposuil meamp nepeoac yio yMOGHICHb 306CiM THIUMU 3ACO-
oamu. Omorce, BUHUKAE NUMAHHA: AKA MIpa yMOGHOCMI npuma-
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Mmauna yugposomy meampy? Hu icnye 63azani maxe noHaAmms,
AK «YMOBHICHbY, Y UUPpPOsoMy meampi?

HaiiBayxMBilMM KOMIIOHEHTOM y KOHIICTII[i] yMOBHOTO TE€aTpy
€ MIAAAY, SIKUH 32 TOMOMOTOI0 CBOET TBOPUOT ysIBU MOXKe 0OymyBa-
TH CaMOCTIHHO 3arajibHy KapTHHY BUCTaBU. [ OJIOBHUMH €JI€MEHTa-
MU BUCTaBH € CIICHIYHA JIis, TPUM, KOCTIOMH, Jekoparii. [le — ec-
TETUYHI eJIeMEeHTH BHCTaBH [1, ¢. 12].

ITio uac nepeznady onnaiin-eucmasu maiiyce NOGHICHIO Hi-
8e1I0EMbCA eCMEemUYHUIL 6NIUE Meampy AK HCUB020 MUCEYmad,
nepemeopIouu ucmagy npocmo Ha npooyKm Kinemamozpagii.

Ilocrae mutaHas HcummenodioHocmi: TEaTp Mae€ CBOIO Ta-
€MHUITI0, BUCTaBa Ma€e CBOIO arMocdepy. Yce 1me crae maiixke He-
JOCTYITHUM TIPU TIeperisiii oHnaiH-BuctaBu. Yacto indopmarriiini
TEXHOJIOTIi MePEKPHUBAIOTH BAXKIIUBICTh CIIEHIYHOTO CJIOBA, CIOKETY:
CIICHIYHE CJIOBO CTa€ BTOPUHHHM, JIOTIOMIXKHAM 3ac000M 300paeH-
HSl, @ TearpalibHi Mi3aHCIIEHH NIEPETBOPIOIOTHCS MPOCTO HA OKpeMi
KaJ[py, Mal’Ke MOBHICTIO BTPAYalOuH IPHU [IbOMY €CTCTHYHHI BILIUB
Ha Iysiaga.

Te came cmocyemupca i 6UKOPUCMAHHA RPOEKMOBAHUX 30-
opasicenb y eucmagi, AKi 0eMOHCMPYIOMb 0il0, Kpaoyuu npocmip
ona ghanmasii ensaodaua 1, c. 12].

Tomy npu niozomoeui eucmasu Oydce 6aA}CAUBO OOMPUMY-
eamucsa 30a1aHCO6AHOCMI MEOPUUX i0ell pejcucepa ma CleHo-
zpagha 3 sUKOPUCMAHHAM THGOPMAYITIHUX MEXHO02il, W00 He
nepemeopumu crodcem UCHAgU HA PO3KAOPOBAHY INIOCMPAiio
Micya ma uacy 0ii [1, c. 12].

Ilin wac moenHaHHs HU(POBUX 1 TPAJAMLIKHUX TEXHOJOTIH
MOJKE CITIOCTEpIraTucs MepeBToMa Iiisijiaua Bij HU(POBUX TEXHOJIO-
riii. Bunukae Takox iHIa cepito3Ha nmpodiieMa: akTop cTae «OiI0r0
TIHHIO» B MacIiTadi cydacHux 1udpoBux iHcTpymenTiB. Lludposi
TEXHOJIOTIi BIJIBOJIKAIOTh IVIsladya BiJ CIPaBXHBOI JKUBOI aKTOp-
CBKOT TpH Ta TIIMOOKOTO PO3YMIHHS CIOJKETY, TearpalibHi KOMITOHEH-
TH HIBEJTIOIOTHCS Ha T HUPPOBUX IHCTPYMEHTIB.

Jeaki pesrcucepu-nocmano8HUKU HAMAZAIOMbCA 30601084~
mu yeazy 2na0aua MeoillHicmo ma 6u0O0BUUIHICIIO GUCMAB, GU-
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Kopucmogyouu HaiicyvyacHiui iHgpopmauiiini mexnonozii, nepe-
MEOopIIoYU MAKUM YUHOM UCIAGY HA WOy md 3a0yearouu, uio 6
meampi € 61acHi 3aKkoHu cmeopenHs oopasie [1, c. 15].

JocmipkeHHs MiTBEPAWIN, IO INTYYHUI IHTEJIEKT HE 3/aT-
HUIi CTBOPIOBATH OPUTiHAJBHI BiacHi pedi. BogHouac cyyacHi mud-
POBi TEXHOJOTII i BUKOPUCTAHHS IITYYHOTO IHTENEKTY 3HAYHOIO
MIpOFO 3aJie’KaTh BiJi MPOrpaMHHUX Ta 1HHOBAI[IHHUX MOKITUBOCTEH
1 HABMYOK, SIKMMH HEOOXIJHO BOJIOJITH, TOMY ITOCTA€E III¢ MTUTAHHS
MiZTOTOBKH BIAMOBIAHMUX (axiBiiB [6, c. 106].

Jlesiki TOCTIIHUKY HAroJIOIYIOTh, 10 BUKOPUCTAHHS Cydac-
HUX 1HQOPMAIIHHUX TEXHOJIOTIH MOPOKY€ BUIbHY Ta Cy0’€KTUBHY
THTEpIIpEeTaIilo TBOPIB MUCTEITBA, 1110 CTAJIO MPHYNHOIO PO3MUBAH-
HSl KOPJIOHIB POQeCciiiHOro 1 «IpoaHHOTO», CTABISYH ITiJ] PU3UK
ICTHHHI KpUTEpil XyJ0)KHBOT TBOPYOCTI.

[HII1 HAYKOBLII CTBEPIKYIOTH, IO AKTHBHE BUKOPUCTAHHS 1H-
(hopMaIliifHUX TEXHOJIOTIH MPU3BOIUTH 10 3HUILCHHS CaMOOYTHOCTI
HaI[lOHAJIBHHUX KYJIBTYp [6, c. 106].

[Manye nymka, 10 TEXHOJOTI 3BHHYBa4YyIOTh Y BTOPIHEHHI B
[[ApUHY HEMaTepiajibHOTO, KIHTUMHOTOY», JYXOBHOTO, «CaKpaJlbHO-
ro», TOOTO Y BIJHOCHMHM MIX DIsJa4eM 1 TBOPOM MUCTENTBA, MPH-
THIYYIOYM TBOpYY (haHTa3iro Iisada Ta HiBENIOIOYHM €CTeTHUYHHH
BIUIMB TBOPYOTO MPOAYKTY [3, c. 70].

[pencraBHuKN Kinacu4yHOI Himenbkoi ¢inocodii, Hanpuka,
CTaBISTHCSA 10 IHPOPMAIITHUX TEXHOJIOTIH SK JI0 YOTOCh BOPOXKOTO,
Yy)KOT0 TIPUPOJI KYJIBTYPH 1 MHCTEIITBA.

Hanpuknaza, Xaiim cTBEpIUKYE, 110 TSHIEHIIIT, TOB’s3aHi 3 pO3-
MOBCIODKEHHSIM TEXHOJIOT1H, CTal0Th PYHHIBHOIO CHJIOIO, SIKA 3HU-
nye abo cTUpae «KOHQINEHIIWHICTh 1HANWBIIYAILHOTO PO3YMY).
Tako TOCIITHHUK 3ayBaXKye€, 1110 BILUTUB iHOOPMAI[IHHIX TEXHOJIOTIN
poOuThH MyOJIiKy KEpPOBAaHOK, CTUPAE IHIUBIAYaNbHICTh, MEPETBO-
pIO€ JItoziel Ha «Cipy Macy», HiBETIOKYH MaikKe CIIOMIsIaIbHO-eC-
TEeTHYHY (DYHKIIIIO Ta MCUXIYHY TNIMOWHY PO3YMiHHS TOTO YH 1HIIOTO
TBOPYOTO MPOAYKTY [3, c. 72].

Iammmii mocniguuk b. KibGe BBakae, 110 «TEXHOJIOTIT 4acTo
CTAIOTh 3HAPSUISAM IPOTH MUTIIIBY, 110 € MPUYUHOIO 3MIHH MOJICI
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MOBEJ[IHKU CYCIIbCTBA Ta MPU3BOIUTH JI0 3MEHIIICHHSI CBOOOIH i
[3,c.72].

Hayxoseup H. [TocTman 3a3Havae, mo iHpopMaLiiiHi TeXHOIO-
il BUCTYNAOTh NEBHUMHU MeTadopamMu, 32 JOMOMOTOI0 SKHUX IJIs-
Ja4d crpuiiMae peanbHICTh: Li MeTadopH iHTEepNPeTyIoTh, Kiacudi-
KYIOTb, 301IbIIYIOTh, 3MEHIIYIOTb, YIIOPSIKOBYIOTh, apPTyMEHTYIOTh
HeH CBIT Ans misinaya, TOOTO GaKTUYHO HE 3aJMINAF0YH MicLs IS
CaMOCTIMHOTO TIMOOKOTo aHamizy Ta po3yMmiHHA. Uepes Taki mera-
¢dopu Tisaa4 He OaYUTh HACTIPABIi CBIT TaKUM, SIKUM BiH €: BiH Oa-
YUTH HOr0 TaKUM, SIKUM 3aKOyBaJIu HOTO cuctemH [3, ¢.74].

Ha nymky iHmoro nocnignnka — Yenpiepa, TeXHIYHUE Tpo-
rpec Mae abCOOTHY Baay Hall CyCHiIbCTBOM, IO MOXKE IIPUBECTH
IO OUyTTs Oe3mopaHocTi. [3, ¢. 75].

B ymoBax mo6anizaumii, e Ha mepiie Miclue BUXOAMTH TeX-
HOTCHHUM HampsiM PO3BUTKY CYCHiJIbCTBA, CBIT NMPUPEUYECHUH Ha
BTpaTy HaWBaKIMBILIOTO — YyTTEBOTO, ECTETUYHOTO CHPUHHATTS
CBITY. AI)Ke caMe €CTeTHYHE BUXOBAHHS 3/1aTHE HABYMUTH JIIOTUHY
CIpUIMaTH LEH CBIT 1 TBOPU MUCTELTBA 33 3aKOHAMH ITPEKPACHOTO,
a TaKO)K OpraHi3yBaTH 3a IIMMHU 3aKOHAMH CBOE BJIACHE JKUTTS. 3BU-
YaiiHO, SKIIO MU KaKEMO NP0 MiATPYHTS €CTETUYHOTO BUXOBAHHS,
TO TaKMM MiAIPYHTSIM CTa€ MEBHUH €CTETUYHO-KYIbTYPHUI PiBeHb
PO3BUTKY Jronuuu [35, c. 275].

[onpu mBHAKKI PO3BUTOK iHGOPMALIHUX TEXHOIOTIH, OHA
3 OCHOBHUX (DYHKLIH Tearpy, KpiM eCTeTHYHOi, BUXOBHOI Ta IICUXO-
JIOTIYHO1, — 3MYCHTH TJIsilaua MUCIUTH |5, c. 277].

Tearp sik iHCTUTYT, ()eHOMEH (OpPMY€E LN CIIEKTP eCTeTHY-
HOTO CIIPUHHSATTS CBiTYy, a came: €CTCTUYHUX 3HaHb, €CTETHUYHHX
CY[UKEHb, €CTCTUYHHUX iJealliB, €CTETUYHUX CMaKiB, €CTETHYHHX
NepeXnBaHb, €CTETUYHHUX TOYYTTiB, €CTETHYHOI KYJIBTYPH, TOMY
MOCTAaE MUTAHHA: UM 30aTHI iHPOpMaIiifHi TEXHOIOTIT 3a0e3MeunTH
€CTeTUYHE BUXOBaHHS JIIOAWHH [TOBHOIO MipOIO?

Tearpy Takok NmpuTamMaHHa IICUXOJOTiYHA (PYHKILIA, amxKe €
NpsSMUI 3B’5130K MK MCHXOJIOTIEIO 1 TeaTrpoM, e PO3YMIHHS IICH-
XOJIOTii ayauTopii cTae BKpail Ba)KIMBUM MUTAHHSAM NPH MiATOTOB-
ui BuctaBu. Lle po3ymiHHS 03BOIIsIE pexucepaM 3aco0aMu BHCTaB
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areroBaTH a0 3BepTaTUCs 10 MEBHUX €MOLIMHUX peakuiil rmsaa-
giB [5, c. 278].

TeaTpanbHi pesKUCEPH TaKOK MOXKYTh CTBOPIOBATH 3aXOIUIHBI
«eMoLiiHI crieneeKkTny ado «eMOLIHHI TOHAAIKI», SIKi 3BOPYILY-
I0Th 1 3aXOIUTIOIOTh TisfaviB. Lle no3Bonsie pexucepam aapyBaTh
DIsi1a4amM OlTbIN 3aXOIUIMBHM Ta He3a0yTHIM qocBin [7].

JKuBa BHcTaBa Bifirpae BaXJIMBY pOJb B €CTETUYHOMY CIIPHIA-
HATTI atMocdepu BHCTaBH DIsgadeM, ¢ BaKIMBUMHU € eMOLiiiHe
3a0apBieHHs, eMIaris misiada, MPOCTOPOBE YCBIOMIICHHS, IICHXO-
JIOTisl KOJIbOPY, €JIEMEHTH OJsry abo JeKopaliil: yci Li exeMeHTH
3HAYHO BIUIMBAIOTH HA EMOLIHHMI CTaH IMsAa4iB, BUKJIMKAIOYH I1EB-
Hi peakiii [7].

Tearp 3naTHUMI BUKOHYBaTH Oe3iiu Ba:KJAMBMX (yHKUil, a
came: XyJOXKHE CaMOBHpPaKEHHs, KylbTypHa pediekcis ta 30e-
PEKEHHSI KyJABTYPHOI CHaIlIMHK, pO3BaXkalbHa (YHKIisI, OCBiTa 1
IIPOCBITHHUIITBO, €MOIlilfHE Ta MCUXOJOTIYHE JIOCIIPKEHHS, €KOHO-
MIiYHUH BILTHUB [§].

[locrae mutanHs, uu 3AaTHI iHQOpMaLiliHI TexHOMOTIT 3a0e3-
MEYUTH BCi BHILE3a3HAYCHI €CTETHMYHI KOMIIOHEHTH TeaTpajbHOTO
muctenTa? Uu 3natHi iHPOpMaLiifHO-KOMYHIKaIiifHI IHCTPYMEHTH
3a0e3MeYnTH BUKOHAHHS BCiX (DYHKLIH MOBHOIO Mipo0?

BucnoBku. Otxe, iHpopMmamiiiHi TEXHONOTii MalOTh SIK IO-
3UTUBHHM, TaK 1 HEraTMBHUHN BIUIMB HA OpraHizalilo TeaTrpajbHOI
CIpaBH, 30KpeMa, — MiATOTOBKY BUCTABU. 3 OAHOTO OOKY, TEXHOJIO-
Tii CTaloTh YaCTHHOIO TeaTPaIbHOI BUCTABH, CTBOPIOIOYH MTPU LILOMY
CHPaBKHE IIOY, a 3 IPYroro OOKYy — MOBHICTIO HiBETIOIOTH POJIb KH-
BO1 JIFOAMHY B MUCTELITBI, HE 3aJIMIIAI04H POCTOPY Auist paHTasii Ta
po3aymiB misiaada. JloBeaeHo, mo iHdopmaniliHi TEXHOIOT1 MAOTh
3HAYHUH BIJIUB Ha CBiIOMICTh 1 MUCIICHHS IVIslada Ta CyCIiJIbCTBA B
uisomy, (hopMyIOuH HOBI IPUHIMIIN PO3YMIHHS TBOPYOTO IPOIYKTY,
IO 3HAYHO HiBEIIOE XYI0KHbO-ECTETUYHI MPUHIHIH 1 TPU3BOIUTH
JI0 TIOSIBH TAaKOTO (DEHOMEHA, SIK «MacoBa KyJIbTypay.

OTxe, MUTaHHS TapMOHIMHOTO IMOEAHAHHS TPAaAMLIAHHUX Ta
uudpoBux GopM y TeaTpalbHid crpasi, Je 30epiraeThCsl BaXKIU-
BiCTh KO)KHOTO KOMIIOHEHTa BHCTaBH, 3aJUILAETHCS BKpal BaXKIU-
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In today’s globalized world, the integration of theatrical spec-
tacle with advanced information technologies has become wide-
spread, particularly in the form of multimedia performance projects
that provide audiences with access via the Internet. Online theatre
involves the broadcasting of theatrical performances on digital
platforms and social networks [4, p. 70].

The relevance of this research is determined by the impact of
global challenges on the organization of theatrical practice, particu-
larly in the context of information and communication technologies
and their application in the performing arts.

Purpose of the research is to examine the influence of informa-
tion technologies on the organization of theatrical work, with particular
attention to the process of preparing a performance. Object of the re-
search is information and communication technologies in the perform-
ing arts. Subject of the research comprises the main trends and prob-
lems that have emerged under the influence of information technologies.

Theatre is a unique socio-cultural institution that differs funda-
mentally from other branches of the creative industries: it is a form
of collective artistic collaboration and, simultaneously, a form of
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entertainment in which the creative act unfolds here and now, in real
time and shared space [4, p. 70].

The COVID-19 pandemic generated a profound deficit of com-
munication; however, through the Internet and social networks, so-
ciety was able to adapt to new conditions of communication, work,
and education [2, p. 81].

Theatre institutions began the digitalization of theatrical pro-
cesses relatively late. The lockdowns 0f 2020-2021 had a significant
impact on the creative industries, and the possibilities of webcasting
provided many theatres with a chance to continue their activities.

Online theatre represents one of the innovative uses of infor-
mation and communication technologies, enabling the audience to
engage with performances within an expanded theatrical space. This
is achieved through live streaming or recorded broadcasts of theatri-
cal productions [4, p. 70].

Most digital theatre projects are characterized by a high level
of interactivity and are therefore designed primarily for live presen-
tation.

At present, digital theatre is associated with a broad and evolv-
ing terminology that reflects the diversity of technological applica-
tions in performance production, including concepts such as virtual
theatre, digital theatre, computer theatre, liminal performance, cy-
berformance, cybertheatre, post-organic performance, hyperperfor-
mance, telematic art, cyberdrama, hyperdrama, and others [4, p. 70].

Theatre possesses a unique atmosphere; therefore, watching an
online performance can never fully replace the experience of attend-
ing a live theatrical event.

Digital theatre is fundamentally distinct from traditional stage
productions: it is created in collaboration with technology special-
ists and is designed specifically for users of the digital environment
[4, p. 70].

The prominent researcher of digital theatre K. Papagiannouli
argues that digital theatre aims to create a sense of coexistence and
co-presence for a remote audience in real time. “The concept of de-
fining ‘lifelikeness’ in cyberspace is directly related to the participa-
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tory and interactive nature of the Internet: since there is no real-time
participation of the viewer, the concept of co-presence is weak and,
thus, lifelikeness becomes meaningless” [4, p. 70].

Some scholarly positions raise doubts, particularly claims that
digital theatre ensures a high degree of immersiveness and complete
audience immersion. In reality, complete immersion appears to be
achievable only through physical presence in the theatre space.

It also remains unclear how digital theatre enables genuine in-
teractivity between actor and spectator, or how an audience member
can influence the development of a performance while being physi-
cally removed from the theatrical environment.

Information and communication technologies have profoundly
transformed contemporary society, increasingly claiming a central
place in everyday life. The Internet, as a complex socio-technical
system, facilitates the creation, dissemination, and exchange of in-
formation, thereby generating a new informational reality [2, p. 82].

These technologies produce new semantic images, norms,
rules, and principles, giving rise to new conditions for the formation
of both public opinion and individual consciousness [2, p. 82].

Modern information and communication technologies exert
a powerful influence on human thinking, reshaping consciousness
and constructing a new informational space [2, p. 81].

Today, stage designers have access to an extensive range of
computer graphics tools. Contemporary productions actively em-
ploy electronic scenery, multimedia screens, video projections, LED
costumes, advanced lighting effects, remote-controlled platforms,
and complex structural elements.

Conventional theatre historically emerged as a counterpoint to
naturalistic and realistic theatre. The use of projections introduces
the problem of eroding theatrical convention [1, p. 10].

The art of theatre is inherently conventional, while digital the-
atre conveys this conventionality in fundamentally different ways.
This raises the question: what level of convention operates within
digital theatre, and does the concept of theatrical convention exist in
this context at all?
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A central element of conventional theatre is the spectator, who
employs imaginative engagement to complete the scenic image.
Core aesthetic components of the performance include stage action,
makeup, costumes, and scenery [1, p. 12].

When viewed online, the aesthetic impact of theatre as a liv-
ing art form is almost entirely diminished, transforming the perfor-
mance into a cinematic product.

The issue of lifelikeness arises once again: theatre possesses an
intrinsic sense of mystery and atmosphere, which becomes largely
inaccessible in online viewing. Information technologies often over-
shadow the stage word and narrative structure, relegating speech
to a secondary role and reducing theatrical mise-en-scéne to frag-
mented visual frames with minimal aesthetic resonance.

A similar problem emerges when projections are used on stage:
they demonstrate action while simultaneously depriving the specta-
tor of imaginative space [1, p. 12].

Therefore, in the preparation of a performance, it is crucial to
maintain a balance between the creative ideas of the director and set
designer and the application of information technologies, in order to
avoid transforming the performance into a storyboard-like illustra-
tion of place and time [1, p. 12].

The combination of digital and traditional technologies can re-
sult in digital fatigue for the audience. Another serious concern is
that the actor risks becoming a “pale shadow” amidst sophisticated
digital tools, which distract spectators from live acting and in-depth
narrative comprehension.

Some directors attempt to capture audience attention through
media-driven spectacle, employing advanced technologies at the ex-
pense of theatrical image-making principles inherent to the art form
[1, p. 15].

Research confirms that artificial intelligence is incapable of
generating original artistic content independently. At the same time,
digital technologies and Al applications depend heavily on special-
ized software, innovation, and professional competencies, highlight-
ing the importance of training qualified specialists [6, p. 106].
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Certain scholars emphasize that the use of digital technologies
promotes subjective and free interpretation of artworks, blurring the
boundaries between professional and amateur creativity and under-
mining established artistic criteria.

Others argue that the widespread use of information technolo-
gies threatens the integrity of national cultural identities [6, p. 106].

Some researchers contend that technology intrudes into the intan-
gible, spiritual, and sacred domains of art, suppressing the spectator’s
creative imagination and diminishing aesthetic experience [3, p. 70].

Representatives of classical German philosophy regard infor-
mation technology as alien and even hostile to culture and art.

For example, Heim asserts that technology-related tendencies
constitute a destructive force that erodes the “privacy of the individ-
ual mind,” rendering society manageable, suppressing individuality,
and transforming people into a “gray mass,” while neglecting the
contemplative-aesthetic dimension of artistic perception [3, p. 72].

Similarly, B. Kibbe argues that “technology often becomes a
tool against artists,” reshaping social behavior and reducing free-
dom of action [3, p. 72].

N. Postman observes that information technologies function as
metaphors through which reality is perceived; they interpret, orga-
nize, enlarge, reduce, and frame the world for the viewer, leaving
little room for independent reflection [3, p. 74].

According to Chandler, technological progress exercises near-
total control over society, potentially resulting in a sense of helpless-
ness [3, p. 75].

Under conditions of globalization, where technogenic devel-
opment dominates, there is a risk of losing sensuous and aesthetic
perception of the world. Aesthetic education enables individuals to
perceive reality and art according to the laws of beauty and to orga-
nize life in accordance with these principles, provided a sufficient
level of cultural development exists [5, p. 275].

Despite rapid technological advancement, one of theatre’s fun-
damental functions—alongside its aesthetic, educational, and psy-
chological roles—is to stimulate critical thinking [5, p. 277].
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As an institution, theatre shapes aesthetic knowledge, judg-
ments, ideals, tastes, experiences, feelings, and culture. This raises
a crucial question: can information technologies fully provide aes-
thetic education?

Theatre also fulfills a psychological function, as it relies on
understanding audience psychology to evoke specific emotional re-
sponses during performance preparation [5, p. 278].

Directors can create compelling “emotional effects” or “emo-
tional dynamics” that captivate audiences, enhancing immersion
and memorability [7].

Live performance plays a decisive role in shaping aesthetic
perception through emotional tone, collective empathy, spatial ex-
perience, color psychology, costume, and scenery — all of which
significantly influence audience response [7].

Theatre fulfills a wide range of functions: artistic expression,
cultural reflection and heritage preservation, entertainment, educa-
tion, emotional and psychological exploration, and economic im-
pact [8].

This leads to a fundamental question: are information technol-
ogies capable of realizing all these aesthetic and functional dimen-
sions of theatrical art?

Conclusions. Information technologies exert both positive and
negative influences on the organization of theatrical work, particu-
larly in performance production. On one hand, they contribute to
spectacular forms of presentation; on the other, they risk marginal-
izing human presence in art and limiting imaginative engagement.
Technologies significantly affect perception and consciousness, re-
shaping criteria of artistic value and contributing to the emergence
of mass culture.

Therefore, the issue of harmoniously integrating traditional
and digital forms in theatrical practice remains crucial. Digital tech-
nologies should accompany, not replace, theatrical action, preserv-
ing the psychological and aesthetic integrity of live art.
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MysunuHo-Memopianbauii My3eit Conomii KpymensHHIBKOT Y
JIbBOBI Ma€e 0COOIUBHUI CTaTyC — II€ OJIUH 3 He0ArarboX My3UUHHUX
My3eiB YkpaiHu, 110 30epirae yHiKajlbHY KOJCKI[II0 apTe(aKTiB, sKa
KOMIUIEKCHO BioOpa)kae My3WYHUH 1 KyIbTypHHI KOHTEKCT YKpa-
fan kinng XIX-XX cromniTh Ta ii 3B’A3KH 31 CBITOBUM MY3UYHUM
npoctopoM. OcoOnuBe Miciie B My3eiiHii 30ipiii 3aliMar0Th Marepi-
au, siKi pO3IOBIIAI0OTH PO 1CTOPI0 OTIEPHOTO BUKOHABCTBA.

Mys3eii OyB 3acHoBaHuil y 1989 pori. DyHIATOPKOIO My3€i0
€ Onapka banjpiBcbka — KaMepHa CIIiBayka, IMiaHICTKa, Meaaror
JIpBiBCHKOT KOHCepBaTopii, ruieMinauLs Conomii KpymenbHUIBKOT,
sKa JIoKIaja 6araro 3ycuiib AJisi 30epeKeHHs 1aM’ATi PO apTHCTKY.
Opnapka banngpiBcbka 30eperna apxiBu Kpymensauipkux ta ban-
NIPIBCHKHUX, 310paja crorajy Mpo BUIATHUX MPEICTABHHUKIB CBOET
poauHy, y sikiid Oyno 6arato My3W4YHUX AisidiB. TakvM YWHOM, BiJ
camoro nouarky ¢ponzaosa 36ipka Myseto Conomii KpymenbHAIIBKOT
OymyBanacs Ha My3UYHHX apXiBax.

HaiiGinbiny 1iHHICTE CTaHOBJATH Marepianu npo Cosomiro
KpyuienbHuIpKy, ki CKJIaIar0Th OCOOMCTHH apXiB BHJATHOI CIi-
Bauku. lle — opurinanbHi ¢ororpadii, TOKYMEHTH, €HiCTOJSIpHI
Mmarepiaiu, agiln OnepHUX BUCTAB Ta MPOTpaMH ii KOHIIEPTHUX
BUCTYMIB y 0ararboX KpaiHax CBITY, peleH3ii y MepiofnvyHuX BU-
JIAaHHSX, HOTHI BUJAHHS, OCOOMCTI pedi Ta iH. 3 OIVIsIAy Ha BEIH-
Ki npodeciiini gocsirHenHs KpymenbHUIpKoi, mmpoky reorpadito
BUCTYIIIB Ta 1i aKTHUBHI TBOPYi KOHTAKTH 3 BUJIATHUMH MY3UYHUMH
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JisaaMu, Marepiaju 3 apXiBy CHIBa4KH BHCBITIIOIOTH BaXKIIUBI TO-
Il 1 TEHAEHIIiT CBITOBOTO OMEPHOro MucrenTBa KiHisg XIX — mo-
yatky XX ctonith. ApxiB Conowmii KpymensHuipkoi mnoctiiiHo
MIOTIOBHIOETHCS. Marepiaiiv HalilIud BiJ AOCTITHUKA TBOPUYOCTI
C. Kpymenbaunpkoi Muxaiina ['onoBamienka ta itoro cuna Tapaca
lonoBamienka, BiJ poAWHH 1 Cy4acHUKIB apTUCTKH. YCi Li MpeaMeTH
CKJIaJatoTh OCHOBY (POHI0BOT 30ipKH HAIIOTO MY3€IO.

HinanM HagOaHHAM My3eto B 1994 poui craB yHIKanbHUN ap-
XiB JIbBIBCBKOTO CKpHIIANs Ta KolekiioHepa fpocnasa ['punas. Le
OIMH 3 HAMOINBIIMX MY3UMYHHX apXiBiB cepel THX, sIKi 30epiratoTh-
cst B My3ei. 30ipka . ['punas HapaxoBye maitke 5,5 THC. OMUHULL
30epekeHHs. 3HaYHY YacTUHY 30ipKH CTAHOBIATH IIATIBKKM — TIO-
Haj 2,2 THC. ONUHUIL 30epexeHHs. HalliHHIIIMMY B 11i# KOJEKIIiT €
OpHriHaJIbHI rpaMO(OHHI MJIATiBKY MEPIIoi NONOBHHNA XX CTOMITTS
13 3amKMcaMy BUJIATHUX BUKOHABIIIB. KiIbKICTh HASBHUX Y KOJEKITii
¢bipM 3ByKO3amucy Haa3BHUYaiHO 00’ eMHa — Onn3bko 40 Ha3B. Haii-
Bigominm 3 HuX — “Brunswick”, “Columbia”, “Decca”, “Electrola”,
“Fonotipia”, “Fortuna records”, “Gramophone” (3 KinbkoMa pi3HO-
BugaMu Ta cepieto “His master’s voice”), “Odeon”, “Parlophon”,
“Plyta Pathé¢”, “Polydor”, “Syrena”, “Telefunken”, “Ultraphon”,
“Victor”, “Victrola”, “Vox”, “Muza”, “Supraphon”, “Ultraphon”.

3HauHa KiNbKICTh IPaMILIaTiBOK IPEICTABIISE BOKAIbHI JKaHPH.
BukonaB1siMu € BuaTHi onepHi criiBaku — Marria barricrini, En-
pixo Kapy3o, ®enip Ilansmin, Censma Kypu, Anam [lixyp, Mozed
Mann, Epna 3ak, ®pina I'emnens, Amenis Tamni-Kypui, Bap6apa
Kewmm, JIini Jleman, Ans¢pen Ilikkaep, Pozerra Ilamnanini Ta 6a-
raTo iHIIMX 3iPOK ONEPHHUX CIEH. TaKuM YMHOM, LI 3ByKO3aIHCH B
LTOCTI YTBOPIOIOTH aHTOJIOTIIO CBITOBOIO OIIEPHOTO BHKOHABCTBA
movyarky XX CTOMITTS.

[Ipotsrom 36-piunoi missibHOCTI (OHAM MY3€H0 TMOMOBHIO-
BaJIMCsl HOBUMH LIHHUMH apXiBaMH, SIKi HAIXOIWIH K 3 YKpaiHu,
TaK i 3-3a KopAoHy. 3apa3 30ipka My3ero Conomii KpymensHupKo1
HapaxoBye MOHAJ] 26 THC. My3eHHUX MPEAMETIB 1 MICTHTh PiAKiCHI
0COOHUCTI apXiBH, MOB’A3aHi 3 BUJATHUMHU YKPaiHCbKUMH MY3UYHU-
MU Jisi9aMu, 30KpeMa omepHuMH criBakamu. Kpim Comnomii Kpy-
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nrenbpHUIBKOI, [larponecu mysero, e — apxiBu criBakiB Mogec-
ta MennuHcekoro, Mupocnasa Ckana-Crapuupkoro, Onekcanapa
Hocanesnua, Muxaiina ['oquHCBKOTO, SIKI BHCTYNAJIM Ha ONEPHHUX
creHax Oararbox Kpain €Bponu, IliBniunoi # [liBnennoi Amepuku,
Adpuku.

[Hma Benuwka rpyma apxiBiB pO3KpUBAE TBOpUY IisUIBHICTBH
OTEpHUX CHiBakiB — coiicTiB JIbBiBCbKOTO Tearpy omepu it Oane-
Ty B pi3Hi nepioau ioro aisuibHocTi — Hinm IlleBuenko, Muxaiina
[omins, Onexcanapa Kypanauka-Kapnarcekoro, Bonogumupa Ir-
HareHka, Hinu Tuumncekoi, Onexcanapa BpaGens Ta iH. [lepeBax-
HO Wi Marepiany mepenaBajid POAUYl MHUTLIB MicCIs IXHBOI CMEPTI.
KoskeH 3 apxiBiB Ma€ HeaOMsIKy LIHHICTB, aJl)Ke PO3KPUBAE MEBHUH
enizox abo 1 Hinuii mepiof 3 icTopii pO3BUTKY ONEPHOI0 MUCTELTBA
B 3axingHiil YkpaiHi.

Cepen HalUiHHIIMX apXiBiB My3eWHOI 30ipkH € 0coOUCTHit
apxiB BHIATHOTO YKpaiHChbkoro cmiBaka Monecta MeHIMHCHKOTO,
axuil y 1995 poui npusiz g0 JIbBoBa iioro onyk ['anc MeHIMHCHKHIH
31 [Benii. Monect MeHIMHCHKHIA MaB TOJIOC BEIHKOI Kpacu, MeTa-
JIEBOTO TeMOpY Ta IIMPOKOTO [iana3oHy, a TAKOX YHIKaJbHI apTHC-
THuHI gaHi. HiMmerpka mikona cmiBy HaiOLIbIe BiIMOBigasia HOro
BOKaJIbHUM JIaHUM JPaMaTUYHOIO TEHOPA, TOX YKPATHCHKUI CIiBaK
VBIMIIOB B iCTOPilO ONMEPHOTO MUCTETBA SIK OMH 3 HAHBHIATHILINX
BarHepucTiB. BiH BUKOHYBaB TeHOpPOBI MapTii B ycix onepax Pixapaa
Barsepa, 1110 He BIaBaI0Cs iHIIMM, HABITh BUIAaTHHM cIliBakaM. Kloro
peneptyap OyB Jiy)Ke IIMPOKKUM 1 CKJ1aiaBcsi Oublie Hixk 3 S0 maprii.

MucrentBom Monecta MEHIMHCHKOTO 3aXOIUTIOBAINCS B AB-
ctpii, benbrii, AHii, ane HaKOLIBIIOI ClIaBH Ta HAWBHUIIOI OIliH-
KA CBOT'O MHCTEUBKOTO TalaHTy aocar MoaecT MeHUMHCHKUH Y
Himeuuuni ta IlIBewii. JIpyroro OaTbKiBIIMHOIO ISl CITiBaKa craja
IBemnist. Monect MeHUMHCEKUI OyB yar0ONIeHUM ONEpHUM CITiBa-
KOM ILIBE/ICHKOI KopouiBehkoi ponunu. Kopons Ockap Il Haroponus
Hioro Benmkoro 30710TOK0 MeauIio 32 MUCTELTBO 1 JIiTEpaTypy; HOro
CrHaJKoeEMElb — KOpoJb ['ycTaB V — nIMmapchbKuM XpecToM i ope-
HoM Baszu. V 1905 p. Mogect oapyxuscs i3 mBeakoro Kuepi Jlers.
Hamanku Monecra MeHIMHCHKOTO toTeriep xuByTh y LIBerrii.
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B apxiBi npexacraBneni opurinanbHi (ortorpadii cmiBaka Ta
fioro mapTHepiB Mo cueHi, adimr, TporpaMu KOHIEPTiB, My3U4HA
KpPUTHKA, THUCTyBaHHs. OKpacolo eKCIIO3MLii CTaB 0COOUCTHI pOsLIb
M. MEeHIMHCBKOTO, SIKHH BIITOAI € “y4yaCHUKOM™ YCiX KOHLEPTIB,
AKi BinOyBatoThcst B My3ei. Jlo 11boro apxiBy HaAilIIIM i iHII eKc-
MOHATH BiJi pogrHu M. MeHIIMHCHKOTO B YKpaiHi, SKi pO3MOBIIAI0Th
PO JKUTTS 1 TBOPUICTH MUTLIS.

ApxiB BioMoi JIbBiBChKO1 onepHoi cniBauku Hinu 1lleBueHko
HaAIHIIoOB 10 My3eto Ha moyatky 2000-X poKiB 3aBIsKH KOHTaKTaM
MpaLiBHUKIB My3el0 3 11 JoHbKoI0, Jltonmuioro [lesuenko. Haponu-
nacst Hina [lleBuenxko 1 ciuns 1917 poky B ceni OpixoBi 3amnopi3s-
koi obnacti. Y 1939 poui nepeixana go JIeBoBa. Kap’epa cmiBau-
KM pO3Moyanacs B CKIaJHUN CyCIiIbHO-NIOJITUYHUHN Mepiof, SKUH
OXOIUTIOBaB Mmoyarok J[pyroi cBiToBoi BiliHM 1 mpuxix B [anumunny
pansHCBbKOI Biagy, HIMELBKY OKYIAaLilo, MOBOEHHI POKH aAMiHi-
CTPaTHBHOTO TUCKY 1 pernpeciii. ONMHUBIINCE Y BUXOPi CYCHUIBHO-
MOJITUYHMX KOJi31, BOHA MOBHOIO MipOIO 3a3Haia Ha cobi iXHBOTO
PYHHIBHOTO BIUIUBY.

VY 1940-1950-x pokax JIbBiBCcbKHMII TeaTp omepu Ta OaneTy
MPaLIOBaB Y )KOPCTKHUX paMKax, 0 OyJI0 CIPUYMHEHO PaIsTHCHKOIO
ineonorieto. Pemepryap cyBopo periaMeHTyBalu i MifgaBaiu LieH-
3ypi. Jlo MOCTaHOBOK Ha CIIEHi JOMYCKAINCS JIMIIE Taki ONepHi BU-
CTaBH, MiJ SKI MOXXHA OyJ0 MiABECTH MOJITHYHE MiATPYHTA, 1HOAI
30BciM abcypane. IIpore HaBiTh 3a Takux CKiIaqHUX oOcTaBuH HiHa
[leBuenko 3ymina 30epertu BIaCHUI CTHIIb, HEMOBTOPHE OOMMYUSI.
HenoBTopHicTh ronocy, BpOMKEHUH apTHCTH3M, IIHOMHA CTBOpe-
HUX HE 00pa3iB, 30BHILIHS NPUBAOIUBICTD POOHMIIM CIiBAYKy He-
nepesepuieHoo Ha JIbBiBCbKil cieni y 1940-1960-x pokax.

ApXIB BKITIOYa€ MaTepiajH, siKi po3MOBiAal0Th MPO CHEHIUHY Mi-
spHicTh Hinm LlleBuenko, — dororpadii criBauku B pisHUX POJISX,
JOKYMEHTH, MPOrpaMy KOHLEpPTiB, adimi onepHux BHcTaB JIbBiB-
CBKOTO TeaTpy oIepH i Oanerty, siki craBuiaucs B 1940-1950-x pokax,
BUTHHKH 3 Ta3€T, PYKOITUCH. Y KOMIUIEKCI i MaTepiaju BHCBITIIO-
I0Th CKJIaJHHI 1 HEOIHO3HAYHUH KyITbTYPHO-ICTOPUYHUI KOHTEKCT,
3a yMOB AKOTO JtoBesiocs npaioBati Hini [lleBuenko.
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LikaBoro Oyma poboTa HaykoBHX HpauiBHUKIB My3seto Coio-
Mmii KpymensHunbKoi 3 apXiBOM BUJATHOTO YKPaiHCHKOTO OMIEPHOTO
cniBaka Muxaiina ['onuncekoro. [1am’siTku, TIOB’s13aHi 3 TBOPYOIO
TUSIBHICTIO CHiBaka, HaJilmmm a0 mysero B mepiog 2000-2020
POKIB 3aBASIKM KOHTAaKTaM IPaliBHUKIB My3€l0 3 HOro poIuHoIo, a
TaKOX JIbBIBCHKUM >KypHasicToM IBaHoMm [lepkauem. Lle — opuri-
HaJIbHI CBITJIMHM CIiBaka B Pi3HUX POJIAX 1 B MPUBATHOMY JKHTTI,
0COOMCTI TOKYMEHTH, IPOTpaMH KOHIIEPTIB 3a y4acTio Muxaiina
lonuHCBKOTO, peneHsii Ha HOro BUCTYIH, a TAKOX PYKOIHC HOTO

“Cnoramis”.

Muxaitno I'onnHCBKUH 3MalKy MaB yynoBui rosoc. IIpuBarao
3aiimMaBcd y Bigomoro nenarora Yecnasa 3apem6Ou. BnockonantoBas
BOKaJIbHY MaliCTEpHICTb Mi/l KepiBHULITBOM BioMoro neaarora Emo-
apno lap6ina y Minani (1920-1925). 1925 poky 3 BEJIMKHM yCIIXOM
ne6totyBaB y JIboBi B onepi “Tlasuu’ P. JleonkaBaiio. 3rogom OyB
comictoM omnepHoro 06’eqnanns Mict Topyns, buarom, I'pya3pons,
yCIILIHO BUCTyNaB Ha Bapiiascrkiit 1 bepniHcbkiii crienax.

1926 poxy l'onuHCHKHMI OTpHMaB 3alpOIICHHS HAa BUCTYIHU
B Opneci, Kuesi Ta XapkoBi. ¥ paasHchKiii YKpaiHi BiH IpaioBaB
3 mepepBamMu 4oTHpHU ce3oHu (1926-1930). by mpem’epom cTo-
nrnyHoi XapkiBcbkoi onepu. 3 iHimiaTHBH [0OMMHCHKOTO B XapKoBi
BIlepiIe Oyna MocCTaBlieHa olepa TaluLbKOro KOMIIO3UTOpa AHa-
tonst Baxusnuna “Kynano”. ¥V 1929 poui Muxaitno l'onuHcbkuit
BrcTynaB y Mockgi Ha ciieni Benukoro tearpy CPCP, ne Bnepiie
3a BCIO ICTOPIiI0 LIbOTO TeaTpy chiBaB yKpaiHcbkoro MoBoto (Pana-
Mec — “Aina”). YkpalHCbKOIO MOBOIO BUCTYIHB 1 31 CLEHH OIep-
Horo Tearpy y TOimici (1930). ¥V 1938 poui cniBak BHixXaB y KOH-
ueptHe TypHe 10 CILIA i Kananau, ne i 3aauIumBCs 10 KiHIS CBOTO
JKUTTSL.

Muxaiino ['onuHChKHI MaB yHIKanbHUI Aap OIoBizaya Ta uy-
JIOBY TIaM’SITh, 10 SICKPaBO BUSIBHIIOCS B Horo “Croranax”, siki BiH
HanucaB B OCTaHHI POKH CBOTO KUTTs. be3mocepenHicTs i mupicTh
BUCIIOBIIIOBaHHS, BiJOOpakeHHA MHCTenbkoi atmocepu JIbBoBa,
Minana, Bapmagsu, Onecu, Kuesa, Xapkosa 20—30-x pokiB XX cTo-
JITTS, )KUB1 Ta HEMTOBTOPHI 00pasu JItoneH, 3 SIKUMH CITUIKyBaBCs ap-
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THUCT, IPOITISJAIOTH 3 KOKHOI CTOPIHKHM IUX MeMyapiB. bararo micis
MIPUCBSYCHO TAKOXK CTAHOBICHHIO MpodeciiiHol MalCTepHOCTI cIii-
Baka, METOAMII 1 TEXHILI BOKajabHOro mucrenrsa. Cooraau M. To-
JMHCBKOTO OyJM HAayKOBO ONpalbOBaHi CHiBPOOITHUKAMHU MY3€l0 i
2006 poxy BUHIIIN APYKOM.

Takum ynHOM, (HOHIOBA KOJEKIlisi My3€r0 Mpe3eHTy€E iCTOPIto
PO3BHUTKY OTIEPHOTO MHUCTELTBA K B YKpaiHi, Tak i 3a ii Mexamu.
[Iponec HaaxOMKEHHST MY3HYHHUX apXiBiB y (hoHaun Mysero npozao-
BKYETbCS. B ocTaHHI pOKM MM CHOCTEPIraeMO HOBY TEHJIEHIIIIO:
10 My3ero 3BepTaroThCs BiJIOMI CITiBaKH, sIKi 3 Ti€l 4M 1HIIOI MpH-
YMHU XOUyTh Mepenatd y GoHau cBoi 0coOMCTI apxXiBU. 3BHYAKHO,
L€ CBITYMTH MPO BEIUKY AOBIpYy 10 Hamoro Mys3ero, IpoTe CTaBUTh
Mepesi yCTaHOBOIO Jy)Ke cepilo3Hi mpoOimemu. AJDKe KOKHE HOBE
HAJIXO/DKEHHS 10 My3elo moTpeOye 6araro yacy Ha ONpaimioBaHHs, a
TaKoX 00JIaJIHAHOTO MPUMIIIEHHS U151 30€peKEeHHSI.

3apa3 my3eit Conomii KpymieapHUIBKOT BTiIIOE€ MacIITaOHUHA
MPOEKT 3 ouudpyBaHHs (oHAOBOI 30ipkH. 3a cIpusHHS YKpaiH-
CBKOTO KYJIBTypHOTO (hoHAY Oyi0 cTBOpeHO 1M (poBy miardopmy Ha
OCHOBI IporpaMHoro 3adesnedeHHs 3 BinkputuM kogom Collective
Access 31 3py4HUM Ta QYHKIIOHAIEHUM iHTEpP(EiicoM KOpUCTYyBaya,
MPUCTOCOBaHY Ul PI3HUX MPUCTPOIB Ta 3 THYUYKOIO MOXKIIMBICTIO
ajanrtauii mig morpedu mysero i kopuctyBayiB. Lg miardopma 3a-
Oe3meunTh OararomiapoBy Karajorizamito apTedakTiB, IO J03BO-
JUTH KOPHCTyBayaM JIETKO OPIEHTYBAaTUCS cepel My3eHHHX MaTe-
piaiiB, OCHIIKYBaTH B3a€EMO3B’SI3KH MK 00’ €KTaMH, OTPUMYBaTH
JOCTYI IO BUCOKOSIKICHUX 300pakeHb, ayniodaiiiis i 3D-moznemneil.
'nyuka cucremMa MeTagaHUX rapaHTye 30€peXeHHS iCTOPUYHOTO
KOHTEKCTY H iHTerpamito B Mi>KHapOIHUH HAyKOBHH MpocTip. Myib-
TUMeiiHa MmATpUMKa TIaTGOpMH JacTh 3MOTY TPE3EHTYBATH YHi-
KaJbHI apTe(aKkTu B cydacHOMY (hopmari.

Ha nnardopmi posmimeno 500 HaIiHHIIINX My3eHHUX Mpe-
METIB, Yy TOMY YHMCJIi  Ti, SIKi BUCBITIIOIOTH i1CTOPi0 ONIEPHOTO MHUC-
tenra. OundpyBaHHs OUX YHIKaJIbHUX MaTepiajiB J03BOJHUTH HE
JyIe Kpamie 30epertd ix, a i ynepiue 3p0OUTH TOCTYMHUMH IS
LIMPOKOi TPOMAJICHKOCTI y BIIKPUTOMY OHJIaliH-(hopmari.
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The Solomiya Krushelnytska Musical Memorial Museum in
Lviv occupies a special position among music museums in Ukraine,
as it preserves an exceptional and largely unique collection of ar-
tifacts. The Museum’s holdings comprehensively reflect the musi-
cal and cultural landscape of Ukraine in the late nineteenth and
twentieth centuries, as well as its active interactions with the global
musical environment. A particularly important segment of the col-
lection comprises materials that document the history of opera per-
formance.

The Museum was founded in 1989. Its founder was Odarka
Bandrivska — a chamber singer, pianist, and pedagogue at the Lviv
Conservatory. As the niece of Solomiya Krushelnytska, she devoted
considerable effort to preserving the legacy and memory of the re-
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nowned artist. Odarka Bandrivska safeguarded the archives of the
Krushelnytskyi and Bandrivskyi families and gathered memoirs
concerning prominent members of her family, many of whom were
deeply involved in musical life. From the outset, therefore, the Solo-
miya Krushelnytska Museum’s collections were formed primarily
on the basis of musical archival materials.

Of the greatest value within the Museum’s holdings are ma-
terials related to Solomiya Krushelnytska herself, which consti-
tute the personal archive of the outstanding opera singer. These
include original photographs, official documents, epistolary
sources, opera posters and concert programs from performances
in numerous countries worldwide, critical reviews in periodicals,
printed musical editions, personal belongings, and other artifacts.
Owing to Krushelnytska’s exceptional artistic achievements, the
broad geographical scope of her career, and her active profession-
al interactions with leading musicians of her time, these archival
materials illuminate significant events and stylistic tendencies
in international opera at the turn of the twentieth century. The
personal archive of Solomiya Krushelnytska continues to grow
and be supplemented. Important materials were transferred to the
Museum by Mykhailo Holovashchenko, a prominent researcher
of Krushelnytska’s legacy, and by his son Taras Holovashchenko,
as well as by members of the artist’s family and her contempo-
raries. Together, these items form the core of the Museum’s col-
lection.

A major acquisition for the Museum in 1994 was the unique
archive of Lviv violinist and collector Yaroslav Hrytsai. This ar-
chive represents the largest single musical collection preserved by
the Museum. The Hrytsai collection comprises nearly 5,500 cata-
logued items. A substantial part of this collection consists of sound
recordings, numbering more than 2,200 storage units. Of particular
value are original gramophone records from the first half of the
twentieth century featuring performances by outstanding musicians.
The collection encompasses recordings issued under approximately
forty different record labels.
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Over thirty-six years of activity, the Museum’s holdings have
continued to expand through the acquisition of valuable archival
materials arriving from Ukraine and abroad. At present, the Solo-
miya Krushelnytska Museum houses more than 26,000 museum
items, including rare personal archives associated with prominent
figures in Ukrainian musical culture, especially opera singers. In
addition to materials related to Solomiya Krushelnytska, the Mu-
seum’s patron figure, the collection contains archives of such re-
nowned singers as Modest Mentsynsky, Myroslav Skala-Starytskyi,
Oleksandr Nosalevych, and Mykhailo Holynskyi, whose careers
unfolded on opera stages across Europe, North and South America,
and Africa.

Another substantial group of archival materials documents
the creative activity of opera singers who served as soloists of the
Lviv Opera and Ballet Theatre during different periods of its history.
These include the personal archives of Nina Shevchenko, Mykhai-
lo Popil, Oleksandr Kurdydyk-Karpatskyi, Volodymyr Ihnatenko,
Nina Tychynska, Oleksandr Vrabel, and others. In most cases, these
archives were transferred to the Museum by relatives of the art-
ists after their deaths. Each of these collections is of exceptional
scholarly value, as it sheds light on a distinct episode—or, in some
cases, an entire period — in the development of opera performance
in Western Ukraine.
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KOPU®EI KA®EJIPU 3ATAJIBHOI'O TA
CIIEIIIAJII3OBAHOI'O ®OPTEIIIAHO XHYM IMEHI
I. I1. KOTJIIPEBCHKOI'O: BAJJEHTUHA CTOTIHIMN.
CJIOBO ITPO KOJIETY

Knrouosi cnosa: XHYM imeni 1. I1. Komnsapeescvrozo, kapedpa
3a2a1bHO20 Ma cneyianizoeano2o popmeniano, Banenmuna Cmoeniil.
VY nomoBiai B )KaHPi «TBOPUOTO TOPTPETY» MPE3CHTOBAHO BUKO-
HaBCBKY, IE/IaTOT1YHy Ta HAyKOBO-METOIMYHY AisUTbHICTH BHIATHOTO
BUKJIaJIa4a Kadepu 3araibHOro Ta CrielianxizoBaHoro QopremniaHo
XHVYM imeHi L. I1. KornsipeBebkoro Banentuan Tumodiisau CtorHii.
MewMopianbHa CIPSIMOBaHICTh V MiXHapomHUX YepkaiiuH-
CHKUX YMTaHb, IPUCBSUYCHUX IaM’aTi QyHIaTopa XapKiBChKOI IIKO-
M XyAOKHBOTO 4ynTaHHs Pomana YepkammHa Ta akagemika Aka-
JieMil MUCTEITB YKpaiHH, JOKTOpa MUCTCIITBO3HABCTBA, ITpodecopa
Mapwuni YepkammHoi-I'ydapeHko 3yMoBHIIa BUOIp TEMH AONOBIL. Y
JKaHP1 «TBOPUOTO MOPTPETY» 3iliCHEHO crpoOy BUCBITICHHS Ie/a-
rOTiYHO1, BUKOHABCHKOT Ta HAYKOBO-METOAUYHOI JisuIbHOCTI Basnen-
tuan TumodiiBau Croruiil. Yee npodeciiine, TBopue xuTTsa Banen-
tuau CrorHii Oyno moB’s3ane 3 XHYM imeni . I1. KomnsipeBcbko-
ro, kKadeaporo 3aranpHOro Ta cremnianizoBanoro gopremiano. Came
Ha 1ii Kadeapi CKpaBo NMPOSBUBCS BUKOHABCHKHUIN TaNaHT MIaHICT-
K1, BUKPUCTATI3YBAIUCS TPUHOMHE Ta METOIH TIeIaroriaHoi podoTH,
chopMyBaBcs iHANBITYIBHUH «IIEAarOTIYHUN TOUEPK» MUCTKHHI.
V noBinkoBux Ta roBineinux Buganasgx XHYM imeni I. I1. Kor-
JIIPEBCHKOTO BHUJIATHI TBOPYi jocsrHeHHs Banentunu CTOTHIN BU-
CBITIIIOIOTBCSL JIy’Ke MOODKHO, Y KOHTEKCTI OararorpaHHOl Jisiib-
HOCTI Kadenpu. MeTa JONOBIJII — «OXKHBUTH» CTHCIY JTOBIJIKOBY
iHpOpMAIiI0 PO YHIKAIbHY TBOPUYY OCOOMCTICTH, BHIIATHOTO BH-
KJlaJja4a, TBOpUa Ta MeJlaroriyia AisIbHICTh SKOTO 3a0e3reunia 3a-
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raJbHUN BUCOKUH PiBEHb XapKiBCHKOI IIKOJIH aKaJAeMiqHOTO My3HY-
HOT'O MUCTELITBA OCTaHHBOI TPeTHHU XX — moyarky XXI cTomiTT.
Bunycknuns kiacy kopudes XapkiBcbkoi QopTemiaHHOi
mkonn M. C. Xa3zanoscbkoro, Banentuna TumodiiBaa Croruiit 3
1970 poky no ocranHix nHIiB KHUTTS (51 pik) — mparroBana Ha Kage-
Jpi 3arajJibHOTO Ta crenianizoBanoro ¢gopremniano. binbm wixk 400
BunyckHukiB XHYM imeni 1. I1. KotnsipeBcbkoro 30epirators Basy-
Hy maM’sITh MpO HaBuaHHS B ii kimaci. ATMocdepa criBTBOPYOCT,
n1000Bi 10 GopTeniaHHOrO MUCTEUTBA, AaHCAMOJIEBOTO Ta COIBHOTO
BHUKOHABCTBA, 10 manyBana B kiaci B. T. Croruili, 1i ocoOucTuii
NpUKIIaT «KHTTS y My3uli» (GopMyBanud B CTYIEHTIB MparHEHHs
JI0 CaMOBJIOCKOHAJICHHSI, T1IHOTO CIyKiHHSI 0OpaHiid cripasi. Y 10-
MOBi/Ii HAaBEIEHO MPHKJIAAW MPOrpaM KOHLEPTIB Kiacy BaneHTuHu
CrorHii, 3aificHeHO 1X aHami3 y KOHTEKCTI peasizamii mporpaMHuX
3aBIaHb KypCiB 3arajJbHOrO Ta cremiajiizoBaHoro ¢opremiano. Ilo-
enHaHHs (QyHAaMEHTaJbHUX 3HaHb IIOAO YCTAJCHHX aKaIeMIYHHUX
TpajauIlii BUKOHAHHS 3 BEJUKOIO IIKABICTIO 0 HOBUX TCHJEHINH Y
MY3UYHOMY MHCTELTBI, IParHEHHM X OCSITHEHHS pa3oM 31 CTy/IeH-
TOM — XapaKTepHa O3HaKa MearorivHoro «MO4YepKy» MaHCTPHHI.
HaykoBo-meroauuna misutbHicTh Banentunu Crorniii 6e3mo-
CepelIHbO TOB’si3aHa 3 11 menaroriyHor AisibHicTIO. [lomyk Haii-
e(exTHBHIMX (HOPM Ta METOAIB POOOTH 31 CTyACHTaMH, IJISl IKHX
¢dopreniano — JAOAATKOBUI IHCTPYMEHT, IIUpPE MParHeHHs BUKJIa1a-
Ya CIIpUsATH GOPMYBaHHIO MY3UYHOTO IHTEJIEKTY CBOIX Y4HiB, iX 3a-
ranbHOi (paxoBOi KOMIETEHTHOCTI 3yMOBWIIM TEMAaTHKY IyOmiKarii
B. T. Croruiii. Y 1omnoBijai HaBeAEHO CTUCIMN aHAJI3 METOAUYHUX
PpO3p0o00K MUCTKUHI — «METONNYHI PEKOMEH/IAIIT TI0 YUTAHHIO 3
JHcTa Ta TPaHCIOHYBaHHIO», «lluTaHHs iHTepmperauii 4-py4yHHX
nepexnazniB A GopTeniaHo TBOPiB CUMQOHIUHOT My3UKH», «Bapi-
arii. CXoxicTh Ta BiIMiHHICTEY», «CoHaTHA (popMa SIK KOMIO3HIIiIHA
Mozesb», «PO3BUTOK BUKOHABCHKOI MaliCTEPHOCTI CTYIEHTIB Kade-
JpH 3arajibHOTO Ta CIeliali30BaHoro GopTeniano» Ta HayKOBUX CTa-
Tel, TPUCBIYCHUX MPOOIEMaM OCSITHEHHS! 00pa3HOro 3MiCTy TBOPIB,
B3a€MOJIii My3WYHOTO CTHJIIO Ta XYyIOXXHbO-BUPaXaJIbHHUX 3aCO0iB
BUKOHAHHS, OCOOJIMBOCTSAM TPOYMTAHHS aroriyHUX i AMHAMIYHHX
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BKa3iBOK Ta iH. OcobnuBe Miciie B HaykoBoMy criafky B. T. Ctoruiit
3aiimae (opreniaHHa TBOPYICTh SICKPABOTO XapKiBCHKOTO KOMIIO3H-
topa Onenun ['HatoBchKoi. BoHa € aBTropom MoOHOTrpadivyHOro mocii-
mxenHa «Onena bopuciBaa ['HaToBcbka» B cepii Buganp XHYM
imeni I. I1. Kotnspescbkoro «biorpadis Ta 6idmiorpadis BuIaTHUX
MY3HKaHTIB» Ta HU3KU HAyKOBUX CTaTeH, MPUCBIYCHUX BUCBITICH-
HIO TBOPYOT'O CTHJIIO KOMIIO3UTOPKH, OCATHEHHIO 00pa3HOTo 3MicTy
il TBOpiB, NESKUM acHeKTaM BHUKOHABCBKOI iHTeprpeTalii Tomo. Y
JIOTIOBii BUCBITIIEHO OaraTtopiuHy cHiBIpalro i crmiBTBOpYicTh Ba-
nentrau CtorHiit Ta Onenn I'HaTOBCHKOT, 1110 3HAMIILIA SICKpaBE BTi-
JICHHSI Y BUKOHABCBKIN JISUTBHOCTI sIK 0co0ucTo Banentunu CTorHiH,
TaK 1 BChOTO KOJIEKTUBY KadeIpH 3arajbHOro Ta CIeliaai30BaHoro
¢dopremiano. SIckpaBoro ckiagoBor TBOpYoro kUt XHYM imeni
L. TI. KotsipeBcbkoro Oyna KOHIEpPTHA MiSUIBHICTH (hOpTemniaHHOTO
nyety Banentunu CrorHiit Ta Bikropa JliHenpkoro, CTBOPEHOTO Ha
kagenpi. 3a 16 pokiB akTUBHOI KOHIIEPTHOI TisSUTBHOCTI HUMH OyITn
BUKOHaHI ()aKTMYHO BCi TBOPHU Y >KaHpi (OpTEniaHHOI AyeTHOI My-
3uKH. PerieH3eHTH Big3HaYany NepeKoHINBICTh iHTEpIIpeTalii, yiTke
BIUYTTS CTHJIIO BHKOHYBAaHHX TBOpiB, (iNIrpaHHICTh TEXHIKH BHU-
KOHAHHA. Y JIOTOBi/Ii HABEACHO NPUKIAIN KOHIIEPTHUX MPOrpam Iy-
eTy, «reorpadito» KOHIEPTHOI AisTBHOCTI 1 ()parMeHTH pereHs3ii Ha
Buctynu nyety. B. Crorniit Ta B. JliHeupkuii Oynu nepuimMu BUKO-
HaBISIMUA HU3KU TBOPIB XapKiBCHKUX KOMITO3UTOPIB Y KaHpi popre-
MiaHHOTO JyeTy, 30KpeMa cioith «Bimrynns» 1 «llpemnronii Ta gpyru
Ha remy BACH» B. biGika, «CnoB’ssHCbKOTO Kampidio» Ta «Dyru-
kosax» 1O. lIimenka; [Tepmoi ta Apyroi croitu 1uist 1Box ¢opremniaHo,
Konnepry ans aBox ¢opremniano, Kampiuio mis nBox ¢opremiaHo
O. I'matoBcbkoi. Konueprni nporpamu Banentnnu CtorHiit i3 co-
JICTKOIO XapKiBchbkoi oOnacHoi (inapmonii Banentunoro OpnoBoto,
comicrom XHATOBy Bomnomumupom I'pamieHKOM Tako CTaBaiu
SICKpABUMHU TIOAISIMH MHCTELBKOTO JKUTTS XapKoBa, PELEeH3EHTH
BiMiYaJld BUCOKMI piBEHb KOHLEPTMEHCTEPCHKOI MaicTepHOCTI
MiaHICTKU. Y JIOMOBil HABEIEHO BEJIUKHU pPENepTyapHUN CIUCOK
Banentunn CrorHiii i3 ¢opTeniaHHux Ta aHcamOIEeBUX TBOPIB, 110
3acBiIuye MacTad BUKOHABCHKOI JisITbHOCTI MUCTKHHI.
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BucnoBku. Ilenaroriuna, HaykOBO-METOIWYHA Ta BHUKOHAB-
cbKa AismpHICTE Banentnnu TumodiiBan CTOTHIN — crpaBxHil
TIPMKIAJ CIyKiHHA MYy3HIl, oOpaHiii cripasi, YuiBepcurerty. Ii ca-
MoBigiaHa npaus Oiunblr HiX 50 pokiB mocHine Oyna 3MiCTOBHOIO
CKJIaZIOBOIO TIpoliecy (GopMyBaHHsS TBOPYOi OCOOMCTOCTI My3HKaH-
Ta-npogecionana, TiTHOro MPEeICTaBHUKA XapKiBCHKOI IKOIH aKa-
JeMIYHOTO MY3MYHOTO MHcTelTBa. Ha Hamry qymKy, BoHa 3acilyro-
By€ Ha BU3HAYCHHS, BUBUCHHS, TIOBary Ta HACJiyBaHHS.
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This paper, written in the genre of a creative portrait, presents
the performing, pedagogical, and scholarly-methodological activ-
ity of Valentina Stogniy, an outstanding teacher of the General and
Specialized Piano Department of the Kharkiv I. P. Kotlyarevsky Na-
tional University of Arts.

The memorial orientation of the Fifth International Cherkashyn
Readings —dedicated to the memory of Roman Cherkashyn, founder
of the Kharkiv School of Artistic Declamation, and Professor Ma-
rina Cherkashyna-Hubarenko, academician of the Ukrainian Acad-
emy of Arts and Doctor of Art Studies — determined the choice
of this topic. The genre of the creative portrait is intended to illu-
minate the pedagogical, performing, and scholarly-methodological
dimensions of the work of Valentina Tymofiivna Stogniy. Her entire
professional and creative life was inseparably connected with the
General and Specialized Piano Department of the Kharkiv I. P. Kot-
lyarevsky National University of Arts. It was within this academic
environment that her performing talent fully revealed itself, her ped-
agogical principles and approaches took shape, and her distinctive
pedagogical style was formed.

In reference publications and anniversary editions of the
Kharkiv 1. P. Kotlyarevsky National University of Arts, Valentina
Stogniy’s significant creative achievements are usually mentioned
only briefly, within the broader context of the department’s multi-
faceted activities. The aim of this paper is to “revive” and expand
these concise reference notes by reconstructing the figure of a
unique creative personality — an eminent teacher whose pedagogi-
cal and artistic work contributed decisively to maintaining the high
standards of the Kharkiv school of academic musical art in the late
twentieth and early twenty-first centuries.

A graduate of the class of M. S. Khazanovsky, one of the lead-
ing representatives of the Kharkiv piano school, Valentina Stogniy
worked at the General and Specialized Piano Department from 1970
until the final days of her life — a total of fifty-one years. More than
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four hundred graduates of the Kharkiv I. P. Kotlyarevsky National
University of Arts recall their studies in her class with gratitude and
respect. The atmosphere of co-creation, devotion to piano art, and
the balance between solo and ensemble performance that character-
ized V. T. Stogniy’s teaching, together with her personal example of
“living in music,” fostered in her students a constant aspiration for
self-improvement and professional commitment. The paper presents
examples of concert programmes prepared by Valentina Stogniy’s
class and analyses them in relation to the curricular objectives of
the General and Specialized Piano courses. A defining feature of
her pedagogical style was the synthesis of a thorough grounding in
established academic performance traditions with a sustained inter-
est in contemporary musical processes and a desire to comprehend
them collaboratively with students.

Valentina Stogniy’s scholarly and methodological work was
organically connected with her teaching practice. Her search for the
most effective pedagogical methods for students for whom the piano
functioned as a secondary instrument, as well as her sincere aspira-
tion to contribute to the formation of students’ musical intelligence
and overall professional competence, determined the thematic focus
of her publications. The paper briefly examines her methodological
studies — Methodological Recommendations for Sight-Reading
and Transposition; Issues of Interpretation of Four-Hand Piano
Transcriptions of Symphonic Works; Variations: Similarities and
Differences; Sonata Form as a Compositional Model; Develop-
ment of Students’ Performing Skills at the General and Special-
ized Piano Department — as well as her scholarly articles devoted
to the comprehension of figurative content, the interaction between
musical style and expressive means, and the interpretation of agogic
and dynamic indications.

A special place in Valentina Stogniy’s scholarly legacy is occu-
pied by her studies of the piano music of the distinguished Kharkiv
composer Olena Gnativska. She is the author of the monographic
study Olena Gnativska in the series Biographies and Bibliogra-
phies of Outstanding Musicians published by the Kharkiv I. P. Kot-
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lyarevsky National University of Arts, as well as numerous articles
analysing the composer’s creative style, the figurative content of her
works, and various aspects of performance interpretation. The paper
emphasizes the long-standing collaboration and creative partnership
between Valentina Stogniy and Olena Gnativska, which found vivid
expression both in Stogniy’s own concert practice and in the artistic
life of the General and Specialized Piano Department as a whole.

An important component of the cultural life of the Universi-
ty was the concert activity of the piano duo formed by Valentina
Stogniy and Viktor Linetsky at the department. Over sixteen years of
collaboration, the duo performed virtually the entire corpus of piano-
duet repertoire. Reviewers consistently noted the persuasiveness of
their interpretations, their refined stylistic sensitivity, and the excep-
tional technical precision of their performances. The paper provides
examples of the duo’s concert programmes, outlines the geographi-
cal scope of their performance activities, and cites excerpts from
critical reviews. Stogniy and Linetsky were the first performers of
numerous works by Kharkiv composers in the piano-duet genre, in-
cluding the suites Echoes and Preludes and Fugues on the Theme
of BACH by V. Bibik; Slavic Capriccio and Fugue-Collage by Yu.
Ishchenko; and the First and Second Suites for Two Pianos, Concer-
to for Two Pianos, and Capriccio for Two Pianos by O. Hnatovska.

Valentina Stogniy’s concert programmes with Valentina Or-
lova, soloist of the Kharkiv Regional Philharmonic, and Volodymyr
Hrashchenko, soloist of the Kharkiv National Academic Opera and
Ballet Theatre, also became notable events in the city’s artistic life.
Critics highlighted her exceptionally high level of accompanimen-
tal mastery. The paper offers an extensive overview of Valentina
Stogniy’s piano and ensemble repertoire, clearly demonstrating the
scope and intensity of her performing activity.

Conclusions. The pedagogical, scholarly-methodological, and
performing work of Valentina Tymofiivna Stogniy represents a gen-
uine example of selfless dedication to music, her chosen profession,
and her University. For more than half a century, her work formed
an integral part of the process of shaping the creative identity of
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professional musicians and stands as a worthy embodiment of the
traditions of the Kharkiv school of academic musical art. In our
view, her legacy deserves recognition, systematic study, and lasting
respect.
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BJAJEJIIHA AJIKYT: IN MEMORIAM

Knwuosi cnosa: cnisauxa Braoenina Anxym, euxonagcvko-
nedazoeiyna OisbHiCMb, penepmyap.

2024 poky Oyyo BiJ3HAYEHO CTOPIUYsl BiJ| JTHS HAPOKCHHS Ta-
JIaHOBUTOI KaMepHOI criBaykH, coiicTkr KuiBchkoi aepxkaBHO1 dinap-
MoHii (HuHI — HarmionansHa ¢inapmonis Ykpainu), negarora Kuis-
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ChKOrO My3uuHoro yumnuiia imeHi P. M. I'miepa (auni — KuiBcbka
MyHiIMnaigbpHa akageMmiss My3uku iMeni P. M. Imiepa) it KuiBcbkoi
neprkaBHOi koHcepBaropii imeni 1. 1. YaiikoBcbkoro (HuHi — Hario-
HaJlbHA My3W4Ha akazemist Ykpainu imeHi I1. I. YaiikoBcbkoro) Biane-
niam SnkyT. TBopya i BUKIaganbKa QisUTbHICTD CIIBAYKH 1 AOCI Mepe-
OyBae 1Mo3a HaJIeKHOIO yBaroko nociiaHukis. Ctucia indopmaris npo
MUCTKHHIO 3’ SIBUJIACS B €IEKTPOHHIN eHIMKJIIONEAIT CydacHoi YKpaiHu
nuiie B 6epe3Hi HbOro POKy, IpoTe Ha I0TyO-1uardopmi « YKpaiHChKi
orepHi apTuctu XX CTONITTSD 30epeKeHo 3anucy ii BAKOHaHHS [6].

Brnanenina HaywmiBHa SnkyT (kojopaTypHEe COMNpaHO) Hapo-
munacst 14 rpyaas 1924 poky B micti Cymu B 6aratofiTHii poauHi
Mopcbkoro odinepa. Bona 3 Bigznakoro 3akinumniaa CyMCbKy My3Il-
podmikoy 3a ABOMa crierianbHOCTsIMU: (opTemiano (knac A. Bep-
LIMHCBKOT) Ta Bokaidy (kiac B. Beiipayx). CrniBauka 3aBxau i3 IId-
OOKOI0 BASYHICTIO 3rajlyBajia CBOIX NepIINX My3UYHUX HACTaBHUKIB,
0c00JMBO 3 BoKany: «JIroanHa BUTOHUEHA, IHTENIITeHTHA, CKPOMHA 1
HebaratociiBHa. BoHa BMijia miaTpUMary i 3po3yMiTH CBOIX Y4HiB,
JaTd CIyIIHY Hopangy <...> BMijla pO3BHBATH TaJaHT y4HIB, “‘LLIi-
¢dyBaru” oOnapyBaHH:, MPOTE TOJIOBHUM JUIs Hel 3aBKau Oyna npu-
pona, ectBo. Ypoku Bipu IBaHiBHM HaBuMIN 1OOPY, HABUMIN Biana-
BaTH TEII0 cBO€ET mymri» [§], i came e, 3a CBIAUEHHAMH CYyYaCHUKIB,
BUpi3HsUIO criB Brnageminu SAnkyrt.

HaBuarounce y mysmnpodiukoni, Brnagenina yacto Buctymnana
Ha KOHIEpTax, 3a3Buyail 3 opkectpamu bynnHKy mioHepiB (kepis-
Huk K. 3aenp) i CymMcbKOro apTuiiepiiicbkoro yuuiauima (KepiBHUK
3. OcTpoBchKuii). YUacTh y CKJIaJi OCTAHHBOTO B OIVISIII CaMOJi-
smbHOCTI KHiBChKOTO BiICBKOBOTO OKPYTY BH3Haumia ii mpodeciii-
He MaiiOyTHe: BukoHaHHA poMaHcy O. Ansi6’ea «ComnoBeii» 3 ycima
CKJIQJIHAMU KaJICHIISIMU TIIKOPWIO cTpore xKypi, 1 B. Snkyt Oyno
3ampolneHo Ha HaByaHHS 10 KuiBchKoi KoHcepBaropii. 3rogom mei
TBip, a Takoxk «Comnoseiiko» M. KponuBHUIIBKOTO «cTanu “Oicamu’
11 BUKOHABCBHKOTO penepTyapy» [2, c. 189].

1947 poky cniBauka BCTyIHJIa 10 MPOBIAHOTO My3HYHOTO BHIITY
KpaiH{ Ta moTpamuia 10 kiacy npodecopa . €Brymenka. Sk 3a-
3Hauae B. Anrtontok, Jlomeriii ['ypiiioBru OyB «ITOMITHOIO TOCTAT-

B
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TIO y (OpMyBaHHI 3acaji yKpaiHCbKOi BOKaJlbHOI mkoiam» [1]. Bin
MOHA/ MiB CTOJITTS MPUCBITUB MeAaroriuHid podori B KuiBcbkiit
KOHCepBaropii, 1e MpoTsAroM Maibke 25 poKiB OUOJIOBAaB Kadenpy
COJNBHOTO chiBy. Buknamau omikyBaBcs mpodeciiiHuM CTaHOBJICH-
HSIM MOJIOIUX BOKANICTIB, IPUAUISIIOYH YBary He JHMIIE TEXHIYHUM,
a i XyJO)KHBO-CTUJIBOBUM Ta €MOLIIMHO-TICUXOJOTTYHIM acleKTaM
BUKOHaHHS. «OIHUM 13 HenopyIHUX npuHimmis /. €Brymenka Oy
IHAMBITyaTLHUH TIX1 10 TOJIOCY KOKHOTO YYHS, 30€pEe:KSHHS HOro
MO3UTUBHHUX MPUPOTHHUX BIACTUBOCTEH <...> BHUSBIEHHS BCIX IO-
3UTUBHHX SKOCTEH criBaubkoro rosocy. Lle 3ymoBuiio ogHy 3 mpo-
BIZTHUX SIKOCTEH IIKOJIM IIOTO TIeJjarora — BOKaJIbHY JOBIOBIUHICTb
Hioro BuxoBaHLiB» [4, c. 706], mo nputamanHo i Bragenini Haywmis-
Hi, siKa 10 67 pOKiB aKTUBHO BHCTYyIaja HAa KOHLEPTHIN CIIEHi.

[lig yac naBuanusa Bnanenina flnkyt Opana yyacTs y BUKOHaB-
CBKHX KOHKYpCax; 30KpeMa, JPYrOKypCHHILECIO BOHA TiIHO Tpen-
CTaBWJIa CBIM 3aKiaJi OCBiTH Ha Bcecorw3HOMY OISl BOKANICTIB
CTYACHTIB KoHcepBaTopiit (M. MockBa) 1, Ik OqHa 3 HAHKpaIIKX, BU-
Oopona MpaBo BUCTYNATH Ha 3aKITIOYHOMY KOHLEPTI.

B omnepniii cTyzii koncepsatopii Bnanenini HaymiBHiI momac-
TWJIO CHIBIpALOBAaTH 3 BUAATHUM JupureHToM B. TonbOoro (saxwii
came i MOCHPUSB BIAKPUTTIO ILOTO HABYAJILHOTO MMiipo3iny). [Ipo
MpeKpacHy Haroay BiJ caMOro Mmo4yarky CBOTO TBOPYOIO IIUISIXY Ha-
BYATHCh Y BiZIOMOT0 MaiiCTpa BOHA BJSIYHO 3raayBajia HOTOMY.

[licnsa 3akinueHHs1 KoHCcepBaropii Bnagenina SnkyT crana co-
mictkoro KuiBcwkoi dimapmonii. 1956 poky BoHa B3siia y4acTb y
BcecorozHomy koHKypci BokauticTiB (M. Mocksa), ae 3m00yna I npe-
mito. «Hancknagnuit “Konuept st ronocy 3 opkectpom™ P. [miepa,
3 SIKUM TIepeMorya apTHCTKa, cTaB ii Bi3uTiBKolo. CriBauky BBaka-
T OIHIEI0 3 KpallMX HOro BUKOHABHIL; Ha IOBUICHHOMY Be4opi
KOMIIO3UTOPA, MPUCBIYCHOMY 55-piddio TBOPYOI HisSUIBHOCTI, came
B. fnkyt 3 ycnixom Bukonana Konuepr» [2, c. 189]. 3ragytoun npo
ue, 3. Komnanienp HaromomryBas: «Bennke BpakeHHs Ha ayIuTo-
pilo crpaBHB BHUCTYH COJICTKH YKpaiHCBHKOI IepxaBHOI (imapmo-
Hii Brnageninn Snkyt. be3 mepebinbiueHHss MOKHA CKa3aTH, 110 LE
BUKOHAHHS CTaJI0 MY3MYHOIO mofiero. KpuiraneBo uucTuii roioc
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CHiBa4KH, MPEKpacHe BOJIOAIHHA BipTyo3HHM esnemMeHToM KoHuepry,
SICKpaBHI BEPXHill pericTp, a TOJIOBHE — Bpaskaroye TEIuIo i IOBHE
PO3yMiHHS “IymIi” BUKOHYBAHOTO TBOPY 3aXOIWIN aynuTopito. Bi-
JOMO 0araro BUKOHAHb LILOTO MPEKPACHOTO TBOPY <...> ajie MOXHa
3 BIEBHEHICTIO CKa3aTH, L0 TAKOTO TIIMOOKOTO, 3BOPYIUINBOTO, TIO-
€TUYHOIO BHKOHAHHS HaM Ie He JoBoauiocs uyTu» [3]. Amepu-
KaHCHKHU JIOCITIIHUK YKPaiHCHKOTO MOXOMKeHHsI A. PymHUIIBKUA,
OCMHCITIOIOUH iCTOPIIO0 BITYM3HSIHOTO MY3HYHOTO MUCTELTBA, CIyII-
HO 3apaxoByBaB Brameniny SnkyT no mepenoBHX KamepHUX (KOH-
LEPTOBUX) CITiBaKiB TOro4acHoi Ykpainu [5, c. 278].

[Ipotsirom 1967—-1983 pokiB cniBauka Bukianaia B KuiBcbkomy
MY3UYHOMY Y4miniii, a B 1972—1975 pokax Besna kaMepHUH Kiac y
KuiBchkiit koHcepBaropii. 3a croramamu ii yuHiB, Brnagenina Hay-
MiBHa OyJa MpeKpacHOIO CIiBauKoIO i meaarorom, 1006poro i Myaporo
moauHo. «CiTyXarouH ii CIIiB y 3aIucy, 3raaylo KOXeH ITPUX, KOXK-
He 3ayBaKeHHs, — 3a3Havae Jlrommuna XoMeHKo, — 4yJOBHUi meja-
TOT, CIIOKil{Ha, BPiBHOBa)KeHA, KOJIM BUCIIIBYBaJla BEPXHi HOTH <...>
3aBKIM po3IUMBajack y mocmimmi. /ly>xe rapHo criBanay» [7].

Brnanenina fAnkytr mana muMpokwil penepryap, YCHILIHO ra-
cTpomoBasia YKpaiHoto i BenukuMu MictamMu Coro3y 3 ONepHHUMHU
apisMu, TBOPaMH 3aXiIHOE€BPONEHUCHKOT KAMEPHO-BOKAJIBHOT JTIPUKH
i yKpaiHCHbKMMHU HApOJHUMHU ITICHSIMH, sIK1 IIOC1AaIi 3HaYHE MicIe B
ii koHuepTHUX nepenikax. CriBayka IJIiIHO CHiBIpaloBaja 3 yKpa-
{HCPKUMH KOMIIO3UTOPaMH, OyJia MEepIIOl0 BUKOHABULICIO KAMEPHUX
tBopiB K. [lanpkeBuua, €. Xaproscekoro, 0. Melityca ta iH. 30-
kpema, pomanc «IIpo mo 3agymanace nisunHa» HO. MeliTyc nucas
came Ui i1 ronocy i HaBiTh paJWBCS 31 CHIBAYKOIO IOJO MEBHHX
MOMEHTIB. 3-IIOMIK TUPUTEHTIB MUCTKHHSI OOOKHIOBaJa CIIiBIpa-
moBaru 3 H. Paxminum, npo 1mo HeoqHOpa3oBo 3ralyBala.

Bnanenina Snkyt Oararo 3amucyBanacsi Ha pajio W rpamim-
nariBku. 30kpeMma, 1958 poky BoHa 3amucana Ha TpaMOQOHHI HO-
cil HM3KYy YKpalHCBKMX HapOIHHUX MICEHb y CympoBoAi AHcamOIIo
OanypucTiB YKpaiHChKOTO panio. Takoxk 30eperioch il BAKOHAHHS
TBOpiB M. Jlucenka, M. Ipemmroru, I1. Maiiboponu Ta iHIHX Bi-
TUYU3HSHUX KOMITO3UTOPiB 3 OpkecTpoM YKpaiHCHKOTO paiio.
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Brnanenina HaymiBHa Biniiiia B 3acBity 5 rpyasst 2016 poxy
Ha 93-My poui XHUTTS, 3IMIIMBLIA NPUHCIIHIM ITOKOJIIHHIM I10-
CYTHI My3H4Hi CKapOH.
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VLADILENA YALKUT: IN MEMORIAM
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cal activity, repertoire.

Last year marked the 100th anniversary of the birth of Vla-
dilena Yalkut, a distinguished chamber singer, soloist of the Kyiv
State Philharmonic, and pedagogue at the R. M. Gliére Kyiv Music
College and the P. 1. Tchaikovsky Kyiv State Conservatory. To date,
the singer’s artistic and pedagogical legacy has not been the subject
of comprehensive scholarly study.

Vladilena Naumivna Yalkut (coloratura soprano) was born on
December 14, 1924, in the city of Sumy, into a large family of a na-
val officer. She graduated with honors from the Sumy Professional
Music School in two specializations: piano (class of A. Vershynska)
and solo singing (class of V. Weihrauch). During her studies, Vla-
dilena frequently performed in concerts, including appearances with
the orchestras of the Palace of Pioneers (conducted by K. Zaiets) and
the Sumy Artillery School (conducted by Z. Ostrovskyi). Participa-
tion with the latter ensemble in a review concert of the Kyiv Military
District proved decisive for her professional future: her performance
of Oleksandr Aliabiev’s romance The Nightingale, with its virtuoso
extended cadenzas, impressed the rigorous jury, after which V. Yal-
kut was invited to continue her studies at the Kyiv Conservatory.

In 1947, the singer entered the country’s leading institution of
higher musical education and joined the class of Professor Dmytro
Yevtushenko, an experienced and authoritative pedagogue. He de-
voted more than half a century to teaching at the Kyiv Conservatory
and served as head of the Department of Solo Singing for nearly
twenty-five years. His pedagogical method was distinguished by a
holistic approach to the professional formation of vocalists, with
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equal attention paid to vocal technique, stylistic awareness, artistic
expression, and psychological depth of performance.

After graduating from the Conservatory, V. Yalkut worked as
a soloist at the Kyiv State Philharmonic. In 1956, she participated
in the All-Union Vocal Competition in Moscow, where she was
awarded the Second Prize. One of the most technically demanding
works in her repertoire — Reinhold Gliere’s Concerto for Voice and
Orchestra, which she performed at the competition — became her
hallmark piece. The singer was regarded as one of the concerto’s
finest interpreters. In particular, at the composer’s jubilee concert
celebrating the fifty-fifth anniversary of his creative activity, it was
V. Yalkut who performed the concerto with exceptional success,
captivating the audience with her virtuosity.

From 1967 to 1983, V. Yalkut taught at the Kyiv Music College,
and from 1972 to 1975 she led the chamber singing class at the Kyiv
Conservatory. Her students remember Vladilena Naumivna as an
outstanding singer and an inspiring teacher, as well as a kind, wise,
and deeply humane person.

V. Yalkut possessed a rich and diverse repertoire. She frequent-
ly toured throughout Ukraine and other cities of the Soviet Union,
performing opera arias, Western European chamber vocal works,
and Ukrainian folk songs, which occupied a prominent place in her
concert programs. The singer maintained close creative collabora-
tion with Ukrainian composers and became the first interpreter of
chamber vocal works by Kostiantyn Dankevych, Yevhen Zhar-
kovskyi, Yulii Meitus, and others.

V. Yalkut’s performances were preserved in radio and gram-
ophone recordings. In particular, in 1958 she recorded a series of
Ukrainian folk songs for gramophone release with the Bandurists’
Ensemble of Ukrainian Radio. Archival recordings also preserve
her interpretations of works by Mykola Lysenko, Mykhailo Drem-
liuha, Platon Maiboroda, and other Ukrainian composers, made with
the Ukrainian Radio Symphony Orchestra. Vladilena Yalkut passed
away on December 5, 2016, at the age of ninety-three, leaving be-
hind a valuable musical legacy for future generations.
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«AKOCBH BOHO BYJIE..»: CYTIHKH ITPOEKTHOCTI

Kniouogi cnosa: npoekm y my3uunomy i meampaibHOMY
Mmucmeymsi, oQiyilina Kyibmypa, asmopcmeo NpoeKmy, KOMYHi-
KayiuHuti xaoc, Mumeyb no3a NPOEKMHUM Pe2NaAMEHNOM.

SIxro BUOMpATH 3HAKOBE CIIOBO HAIIIOTO «aKTyaJbHOTO Tele-
PINIHBOTO», TO MEPITy CXOAWHKY Y YaCTOTHOMY PEHTHHTY BXKHBa-
HOCTI 3aiiMe coBo “mpoekT”. Bimome Bix mouaTky XX CTOMITTS,
BOHO YBIHIIJIO B CYCIUIBHUI OOIT i3 MapuHU TEOpii yIpaBIiHHS,
Oymyun 0coOnmmBoI0 (hOPMOIO aaMiHICTPYBAaHHS OYIb-AKOi JTislIb-
Hocti. [linmopsiakoBaHa 3arajlbHUM 3aKOHaM, (AKTUIHO OJTHAKO-
BHM JUISl BCIX MPOEKTIB, I MPaKTUKa IUTAaHYBaHHS, OopraHizarii
Ta KOHTPOJIIO HUHI yCHIITHO 3aCTOCOBYETHCS HE TUIBKU y cdepi
apTOi3Hecy, ane W Bce Oinble MiAMIHSAE\BUTICHSE OIEpaliiHy
JISUTBHICTh IHCTUTYLIN Ha TepeHaxX MY3WYHOTO 1 TeaTpajbHOTO
MucrTenTBa. Ekcriancis MpoeKTHOCTI IEPETBOPIOE MUCTEIIHKUMN, a
9acoM 1 OCBITHIN MPOCTip Ha MYJIBTUIIPOEKTHE CEPEAOBUIIE, JIC
pO3ropTaeThesl TOCTpa KOHKYPEHINiS 3a pecypcd, 3a MyOmivHy
yBary i ronoBHe — 3a [IpucyTHicTh y MaiiOyTHHOMY.

IIpoexTHUN MEHEMKEp SAK areHT MakhOyTHBOTO («KOpIIO-
pPaTUBHMI acTpoJor») BU3HAUYA€, 0 SIKOTO MaiOyTHBOTO BapTo
WTH, BUOMpArOdYM Hamepen METY, NOCATHEHHS $KOi JT03BOJIUTH
CTBOPEHOMY IPOEKTHOIO KOMAaHAOIO «YHIKAJbHOMY TPOAYKTY»
rapaHTOBaHO 3aWHATH MiCIleé B NMPUUACHTHROMY. 3a0e3neuyoun
JTOTPUMaHHS BUPOOHUYOTO aITOPUTMY (TMPOEKTHOTO PETJIAMEHTY,
BTIJIGHOTO Hacamrepen y mudpax), KepiBHUK MPOEKTY 3a3BUYAM
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MPETEHIYE Ha aBTOPCTBO MPOEKTY, ajie HE B CEHCI «IMILTILUTHOT
¢birypu», TOro «JIMCKypCHBHOTO MapKepa», U0 Kiacudikye Tek-
CTH KynbTypH (3a M. @yko), a K «aBTOpa i71ei», siKa peaizyeThcs
B IIPOEKTI, JKepesia oro 3HaueHHs. BiyyHo BuOpane 3aBnaHHS,
e(heKTHBHUI PeKPYyTHHT MHUTLIB Mif 3asBJIEHY 1710 1 BiAMOBiiHA
aKkTuBalig (iHAHCOBUX PECYpPCiB Jla€ OUiKyBaHMMU, BiIOMHUH KiH-
LEBHI PE3yNbTaT, SIKHH OLIHIOETHCS 32 IEPBUHHO JEKJIAPOBAHOIO
i71e€ro 1 3aJaHOI0 Hamepel COLiajJbHOI0 3HAYYI[OCTIO. TOUHICTh
30iry miJICyMKy 3 «aBTOPCBKHUM)» 3alyMOM, SIKHH JEKJIapy€eThCs
B 3asiBUi («6uHWI0 me, w0 i naanyeanuy), yCKIaaHIOE 3MiHH 1
MaHEBpH Yy MPOLECi JOCATHEHHS TPOEKTHOT METH.

3a3Buyail HOpMynu MPOEKTHHUX 3asiBOK MaKCHMaJbHO YHi-
¢ikoBaHi, ckam’siHiNi, Opi€eHTOBaHI Ha NUpiOpUTETH OQiUidHOT
KYJIBTYPH, IPSMi TUPEKTUBHI peKOMEH1alii K0T 3aMacKoBaHi Mix
MeHHCTpiM. 3HaYSHHSI MUCTEIBKOT MPAKTUKHU K TaKOI1 OLIHIOETh-
Csl BINMOBIJHO OO LMX 3araJbHOOTOJOIIEHUX COLIOKYIBTYPHUX
3aIUTIB, Ha K1 MMOKJIMKAaHI JIaTH BIAMOBi b a00 HABITH PO3B’A3aTH
y TOW um iHmM# crnocid mutmi. Tak 3a0e3nedyeTbes ie0yoriv-
HUM KOHTPOJIb 32 MUCTEIHKOKO 1HIIIaTHBOIO.

CporosiHi MUCTEI[bKa MPOEKTHICTh MOCTA€ B MaKCUMAIbHO
PO3IIMPEHUX CEHCax SIK KOJEKTHUBHA Mpals 3 OTOJIOIICHOIO Me-
TOIO i3 BU3HAYEHUM HaIepes pe3yibTaToM, LiHHICTh SKOTO 3a/a-
Ha MIe 10 Horo oTpuMaHHsA. Yce, 10 MPETEHAYE Ha CTaTyC «Io-
Iii» B MHCTEITBI, IMEHYEThCS IPOEKTOMY», IO came MO co0i
BUSIBIISIE O3HAKHM TEPMIiHOJIOTTYHOT AeBaNbBallii 1 «BepTHKATIZYe»
KOHTPOJIb HaJl Oyab-sKOIO AiSUIBHICTIO, 3aJa€ Bi3ii MalOyTHHOTO
i Jomomorae BUOpaHUM apTedakTaM, «ifesmM», iMeHaM KiacTep-
HO MpoWTH QiAbTpU icTOpruHOI mam’saTi. ChOroAHIHIA TpiyMd
«TPOEKTHOCTI», HA MiH MOTNS, Ma€ BC1 O3HAKH CyTiHKOBOCTI (Y
cenci «Ocini CepennpoBiuusy, 3a M. Xeii3inrow), ska mpocry-
nae He 4yepe3 Oe3MeXHE M0Je BKHBAHHS 1 TEPMIHONOTIYHY PO3-
MUTICTB, @ Uepe3 BiABEPTO peiiepChKy KOJOHI3alil0 MaiilOyTHEO-
ro. SIk ¢popma MuCIEHHS, MPOEKTHICTh KOHIENTYaIi3ye CydyacHe
MUCTELBKE KUTTS, HaKJIaJae Ha MHUTLIB i7€0JOriyHi (IpaHTOBI)
3a00B’s13aHHs, AUKTYE MEHHCTPIM, ITrHOPYIOUYM HEBH3HAYEHICTh.
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Tomy Takoro KaracTpodoro CIPUHMAETHCS MOSIBA «IOPHOTO Jebe-
IisD», 0 PYHHYE TMPOEKTHY Bi3if0.

BTtim mosne mo3ipHOi «IIPOEKTHO» aKTUBHOCTI, 3aIlMKJICHO]
Ha 3B’s3Kax i3 BIAJHUMU IHCTUTYLISAMHU, (POHIAMH TOIIO, OTOUYYE
OKeaH 1HIIUX MOXJIMBOCTEH, 110 aKyMYIIOE BCIO CKIIaJAHICTh CBITY
MucTenTBa. Po3ramykeHa TyT Mepeka THYYKHX, HA BUIJISZ Xao-
TUYHUX 3B’S3KiB y BUMipax MPOEKTHOCTI CIPUUMAETHCS SIK 30HA
PH3HKIB, KOMYHIKalifHHHA XaocC, «CTPYKTYpHI 3aBagn», «IIyM
gacy». Ane y il MHOKMHHOCTI Ta 6araTomapoBOCTi IIOCh BUXO-
JIUTH Ha TEPIIUH TUIaH, NI0Ch ThMSIHIE, SIKICh CEHCH ITiICHUITIOIOTh-
csl, SIKICh TIIylIaTbesl, HemepeadauyBaHiCTh HACTIAKIB Ha TepEeHAX
BHITQ/IKOBOCTI JIOJA€ TPABITAIIF0 IEPBUHHOTO IMITYJIbCY-i/1ei.

Jns cydacHOro MUTHS IIBHIAKICTH 1 €()EKTHBHICTH KOMY-
HiKaliil «TyT 1 3apa3» cTae Ba)KJIMBILIOKO 3a 11103110 YBIYHECHHS.
«A MuTISY — aOCONIOTHA JIaHICTh, Ky HE MOTPIOHO 3aXUIIaTH
i TUM Oinplie mpen sBIATH Biajdi. bo € 3 KUM pO3IIIUTH CBOI
JIYMKH, €MOIIii, CBOIO CIIpaBy, siKa HiKaBUThb. byTn camum co0oio,
3MIHIOBATHCS, HE MPUJIAIITOBYIOUNCS A0 MEHHCTpiMy, Hudp me-
persiAiB, IpOCIyXOByBaHb TOLIO — TaKUM ChOTOJHI BOAYAETHCS
HUISIX peajizaii TBOpYOro NOTeHLialy MUTLS. 3aHyPEHHS B Xa0C
MOKJIMBOCTEH BiJKPUBA€E AJI1 HHOTO TOPU3OHTH TpaHcdopmarii,
Ja€ maHC Brajatu B KoHQirypauii BUNAAKIB JUHAMIYHY CTpPYK-
Typy.

[IpoekTHicTh 5K Taka MOTpedye «IIHIHHOI cHCTEMNY,
IpHB’s3aHOT O IEBHOTO XpOHOTOMY. HaToMiCTh KOMYHIKaIiHHUHA
Xao0c i3 BiICYTHICTIO TapaHTiH, TOJIEPAaHTHICTIO 10 HABKOJIHUIIHBOT
HEBM3HAYEHOCTI 3ampolnye 10 cepdinra Ha XBUISIX 4aCOMPOCTO-
POBUX MOTOKIB, CTUMYJIIO€ TIOITYK HOBHX PillleHb, JO3BOJISIE 3Mill-
HIOBAaTH BHYTPILIHIO MIEBHICTH\yIEBHEHICTh, TPUMAIOUH (HOKYC Ha
rOJIOBHOMY — «sIKOCh BOHO BY/IE!»
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“SOMEHOW IT WILL BE...”:
THE TWILIGHT OF PROJECTIVITY

Keywords: project in music and theatre arts, official culture,
project authorship, communication chaos, the artist outside project
regulations.

If one were to select a key word for what is commonly referred
to as “our time”, the term project would undoubtedly rank at the
top in terms of frequency of use. Although familiar since the early
twentieth century, it entered widespread circulation from the field
of management theory as a specific form of organizing and admin-
istering activity. Subject to general laws that are largely uniform
across different domains, this model of planning, organization, and
control is today successfully applied not only in the art business, but
increasingly replaces — or displaces — the everyday operational
practices of institutions in the fields of music and theatre. The ex-
pansion of project-based thinking transforms artistic, and at times
even educational, spaces into multi-project environments, in which
intense competition unfolds for resources, for public attention, and,
most importantly, for presence in the future.

The project manager, acting as an agent of the future — a kind
of “corporate astrologer” — determines which future is deemed
worth pursuing, selecting in advance a goal whose achievement
should guarantee the “unique product” created by the project team
a secured place in what is to come. By ensuring compliance with
the production algorithm and project regulations — primarily ar-
ticulated in quantitative indicators — the project manager usu-
ally claims authorship of the project. This authorship, however,
is asserted not in the sense of an “implicit figure”, that discursive
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marker which, according to Michel Foucault, classifies cultural
texts, but rather as the “author of the idea” implemented within the
project, the putative source of its meaning. A well-formulated task,
effective recruitment of artists in accordance with the declared
idea, and the proper activation of financial resources result in an
anticipated and pre-calculated outcome. This outcome is evalu-
ated against the originally stated concept and its predetermined
social significance. The degree to which the final result coincides
with the “authorial” intention — formulated in the application (“it
turned out exactly as planned”) — significantly restricts the pos-
sibility of change, deviation, or maneuver in the process of achiev-
ing the project goal.

As a rule, project application templates are maximally unified,
standardized to the point of fossilization, and oriented toward the
priorities of official culture, whose direct normative guidelines are
often masked as mainstream tendencies. The value of artistic prac-
tice as such is assessed in accordance with these generally declared
socio-cultural demands, to which artists are expected to respond, or
even to “solve”, in one way or another. In this way, ideological con-
trol over artistic initiative is secured.

Today, artistic projectivity manifests itself in its most extended
form as collective activity with a declared goal and a predetermined
result, the value of which is fixed even before it is achieved. Every-
thing that claims the status of an “event” in art is labeled a “project”,
which in itself testifies to a certain terminological devaluation. At
the same time, this logic “verticalizes” control over any form of
activity, formulates visions of the future, and enables selected ar-
tifacts, “ideas,” and names to pass through the filters of historical
memory in clustered form. The contemporary triumph of project-
based thinking, in my view, displays all the features of a twilight
phase (in the sense of “Herfsttij der Middeleeuwen”, following Jo-
han Huizinga). This twilight manifests itself not so much through
the boundless expansion of the concept or its semantic vagueness,
but through an openly predatory colonization of the future. As a
mode of thinking, projectivity conceptualizes contemporary artistic
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life, imposes ideological (often grant-related) obligations on artists,
dictates the mainstream, and systematically ignores uncertainty.
In this context, the appearance of a “black swan” that disrupts the
project’s vision is perceived as a genuine catastrophe.

The visible field of “project” activity, oriented toward interac-
tion with power structures, foundations, and institutional stakehold-
ers, is surrounded by an ocean of alternative possibilities that accu-
mulate the entire complexity of the artistic world. From the perspec-
tive of project design, this network of flexible, seemingly chaotic
connections is perceived as a zone of risk, communication chaos,

“structural obstacles”, or “noise in time”. Yet within this multiplic-
ity and multilayeredness, some elements come to the foreground
while others recede; certain meanings intensify while others are sup-
pressed. Here, the unpredictability of chance begins to outweigh the
gravitational pull of the initial impulse — the idea itself.

For the contemporary artist, the speed and effectiveness of
communication “here and now” increasingly outweigh the illusion
of symbolic immortality. The “self of the artist” appears as an abso-
lute given that does not require defense, nor presentation to authori-
ties. Sharing one’s thoughts, emotions, and spheres of interest with
others; remaining authentic; allowing oneself to change without
conforming to the mainstream; disregarding metrics of views, lis-
tener counts, or numerical indicators — these practices are increas-
ingly perceived as viable strategies for realizing creative potential.
Immersion in the chaos of possibilities reveals to the artist the ca-
pacity for transformation, as well as the ability to intuitively discern
dynamic structures within shifting configurations of events.

Projectivity as such presupposes a linear system anchored in a
specific chronotope. By contrast, communication chaos — charac-
terized by a lack of guarantees and a tolerance for surrounding un-
certainty — invites one to surf the waves of spatio-temporal flows.
It stimulates the search for new solutions and allows the strengthen-
ing of inner confidence by maintaining focus on what is essential:

“somehow it will be”.
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GAKTOP HETBOPKIHI'Y B JISAJIBHOCTI CYYACHOI'O
MY3UKAHTA

Knrouosi cnosa: nemeopxine y mysuuniti inHoycmpii, koiabo-
payis, ocobucmuil OpeHd My3UKAHmMA, COYiaNbHULl Kaniman my3u-
Kanma.

VY cydyacHHX yMOBax pPO3BUTKY MY3MYHOI iHAYCTPii, sIKi Xapak-
TEPHU3YIOThCS MU(POBI3aIli€ro, II00aNI3aIli€ Ta 3pOCTaHHIM POJTi
coliaJIbHUX Mefia, mpodeciiiHa AisTbHICTE My3UKaHTa BUXOAUTD 32
MEXI CyTO BUKOHABCHKOI a00 KOMIO3UTOPCHKOI MPAKTHKH. 3a Tep-
HIOYEProBe 3HAYCHHS B AISUTBHOCTI MHUTISI CHOTOHI KOHKYPYIOTH
hard skills (npodeciitni 3HanHs) Ta Soft skills (3naTHicTh 10 edek-
TUBHOI KOMYHiKallii, caMonpe3eHTalii Ta oOya0BH CTIHKUX mpode-
CiffHHX 3B’sI3KiB). Y 1IbOMY KOHTEKCTI HETBOPKIHI MOCTAE OJHUM i3
KJIIOYOBHX YMHHHKIB (pOpMyBaHHS yCHIIIHOI Kap’€pHOT TpaekTopii
CY4acHOT'O My3UKaHTa.

Hemeopkinz y my3udHiii cepi MOXXKHA BHU3HAYUTH SIK IIi-
JIeCTIpSIMOBaHUH MpPOIIEC CTBOPEHHS, MiATPUMAHHS Ta PO3BHUTKY
npodeciiiHuX 1 TBOPYMX KOHTAKTIB i3 MPEICTaBHUKAMH MY3HYHOI
CHIUTBHOTH H CYMIKHHX TaTy3eil — BUKOHABISIMU, KOMIIO3UTOPaMH,
NPOJIOCepaMH, MEHEIKEPaMH, 3BYKOPEKHCEPaMH, OpraHizaTopaMu
MOAIMH, KypHATICTaMH, a TaKOXK ayauropiero. bo60i bopr tak nmuie
y kuu3i The Musician’s Handbook (2003): «TBost Mmepexa (Koo
CIIIKyBaHHs) — 1€ TBOS Kap’epa. KoxHi nBepi B My3U4HOMY CBi-
Ti BIIKPUBAE JIONUHAY». 3HAYEHHS! HETBOPKIHTY TOJIATA€E HE JIMIIC B
PO3LIMPEHH] Koja 3HAaHOMCTB. J{JIs1 My3UKaHTiB HETBOPKIHT BHCTY-
Mae TakoXX 1HCTPYMEHTOM COLIaIbHOTO KaliTalny — pecypcy, SKUi
JI03BOJISIE OTPUMYBATH MIATPUMKY, pekoMeHaamii abo indopmariio,
BaXJIMBY U151 TPO(eCiiHOTO PO3BUTKY.
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CyuacHuil My3UYHHH HETBOPKIHT peani3yeTbesi B odiaiiH- Ta
onnaiiH-popmax. TpaguuiiiHi >kuBi Toxii: KOHUEPTH, (ecTHBai,
Maiicrep-kiacu, KoH(epeHLil, MKeM-CEeHIeHH, TBOpYi pe3uacH-
Lii — 3aJMIIAI0THCS BAKIMBUM CEPEIOBHUILEM Ul HAJaro[KeHHs
JIOBrOTPUBAJIUX 1 NOBIpJIMBUX KOHTaKTiB. JKuBa B3aemoist hopmye
MIIHIII ¥ GIbII TpHUBaMi 3B’S3KH MOPIBHIHO 3 OHJIAHH-KOMYHIKa-
Li€10, OCKUTBKU JI03BOJISIE YYaCHUKAM BiAUyBaTH B3a€EMHY €HEPTilO,
cTuib poOotH, xapakrep 1 mpodeciiinicts. Jen Kimmen y kuusi
Networking Strategies for the New Music Business (2005) 3a3Ha-
yae: «OcoOMCTUI KOHTAKT — yce LIe HAUMOTYKHIIUI IHCTPYMEHT
JUIs. CTBOPEHHS TpHUBalIMX NpodeciiHux 3B’ a3KiBy». besmocepenns
B3a€MOJIS CIPHsIE€ TUOIIOMY B3a€EMOPO3YMIHHIO MiXK yYaCHUKAMH 1
CTBOPIOE MIATPYHTS JJ1s1 MOAAJBIINX TBOPYHMX Kosadopauiil. BonHo-
yac udposi aTGopMu Ta coLiaibHI MEpeKi BiAKPUBAIOTH MOX-
JIUBOCTI JUJIsl TNIO0ANbHOI KOMYHIKAIIil, IUCTAHIIIHOT CIiBIpari Ta
camonpeseHTanii. HasBHICTh OHJAMH-BI3UTIBKH CHOTOAHI — 0a30-
BUH MIHIMYM, SIKUI 3HAYHO CHPOILYE TOIIYK OAHOAYMIIB Ta PO3BHU-
TOK TBOpUOi Kap €pH.

Oxkpemy poJib y MEpeKeBill B3a€MOJIT BiIIrparoTh Koadopariii
sK (hopma TBOpYOro Ta mpodeciiitHoro po3BuTKy. CHibHI MPOEKTH
JO3BOJISIIOTH MTOEAHYBATH PECYPCH, POLIMPIOBATH ayJUTOPil0, 0OMi-
HIOBAaTHUCS JIOCBiIOM 1 FeHepyBaTH HOBI XyqoxHi iaei. [Tobamizarmis
PHHKIB BUMarae OHJaWH-TIPHUCYTHOCTI, KOTpa BUBOAMTH MHUTLS Ha
MIKHapOIHHUH PiBEHb.

Pazom i3 mepeBaraMy HETBOPKIHI' Ma€ MOTEHLIWHI PU3KKH, 30-
KpeMa MOBEPXHEBICTh KOHTAKTIB, €MOLIiHE BUTOPaHHs Ta HEETHY-
Hi IPAaKTUKH BUKOPUCTAHHS NpodeciiHuX 3B’s3KiB. YCBIIOMIICHUI
MiAX1A 1O MepekeBoi JisNIbHOCTI, TOTpUMaHHA MPOoQeciiftHO eTUKU
Ta GalaHC MK KOMYHIKaIi€l0 1 TBOPYOIO POOOTOIO AO3BOJISIOTH Mi-
HiMi3yBaTH 1Ii 3arpo3H.

OTxe, HETBOPKIHT Y JisUIBHOCTI Cy4acHOTO MY3UKaHTa € CTpa-
TEriYHUM 1HCTPYMEHTOM MpodeciiiHoi camopearizalii, 1o crpuse
¢dopMyBaHHIO OpeH[y, PO3BUTKY TBOPYMX HABUYOK 1 MiJBUILECHHIO
KOHKYPEHTOCIIPOMO)KHOCTI MUTLISI B YMOBaxX Cy4acHOTro rio0anizo-
BaHOTO KYJBTYPHOTO IPOCTOPY.
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THE NETWORKING FACTOR IN THE PROFESSIONAL
ACTIVITY OF THE CONTEMPORARY MUSICIAN

Keywords: networking in the music industry, collaboration,
musician s personal brand, musician s social capital.

In the contemporary conditions of the music industry, shaped
by digitalization, globalization, and the growing influence of social
media, a musician’s professional activity extends far beyond purely
performing or compositional practice. Today, hard skills (special-
ized professional knowledge and technical competence) coexist—
and often compete — with soft skills, such as effective communica-
tion, self-presentation, and the ability to build and sustain profes-
sional relationships. Within this context, networking emerges as one
of the key factors determining the successful career trajectory of the
contemporary musician.

Networking in the musical sphere may be defined as a pur-
poseful process of establishing, maintaining, and developing profes-
sional and creative connections with representatives of the musical
community and related fields — performers, composers, producers,
managers, sound engineers, event organizers, journalists, as well
as audiences. As Bobby Borg observes in The Musician’s Hand-
book (2003): ““Your network is your career. Every door in the music
world is opened by a person.” The significance of networking thus
extends beyond the simple expansion of one’s circle of contacts;
for musicians, it functions as a form of social capital — a resource
that provides access to professional support, recommendations, and
strategically important information.

Contemporary musical networking is implemented through
both offline and online formats. Traditional live events — concerts,
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festivals, master classes, conferences, jam sessions, and artistic resi-
dencies — continue to play a crucial role in the formation of long-
term, trust-based professional relationships. Face-to-face interac-
tion tends to generate stronger and more sustainable connections
than online communication, as it enables participants to perceive
one another’s creative energy, working methods, personal qualities,
and level of professionalism. As Dan Kimpel notes in Network-
ing Strategies for the New Music Business (2005), “Face-to-face
interaction is still the most powerful tool for building lasting pro-
fessional relationships”. Direct communication facilitates deeper
mutual understanding and lays the groundwork for future creative
collaboration.

At the same time, digital platforms and social networks signifi-
cantly expand opportunities for global communication, remote co-
operation, and professional self-presentation. In the current cultural
environment, the presence of a well-structured online professional
profile represents a minimum standard that substantially facilitates
the search for collaborators and the development of a creative career.
Online networking enables musicians to transcend geographical
boundaries and to participate actively in the international cultural
process.

Collaboration occupies a central position within networking
practices as a form of creative and professional growth. Joint proj-
ects allow musicians to combine resources, broaden their audiences,
exchange experience, and generate new artistic ideas. In the context
of globalized cultural markets, an online presence becomes essen-
tial, as it allows artists to function on an international level and to
integrate into transnational creative networks.

At the same time, networking is not devoid of potential risks,
including the proliferation of superficial contacts, emotional burn-
out, and the unethical exploitation of professional relationships. A
reflective and strategic approach to networking, adherence to pro-
fessional ethics, and a balanced distribution of time between com-
munication and creative work make it possible to minimize these
risks and to maintain the integrity of artistic practice.
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Thus, networking within the professional activity of the con-
temporary musician may be regarded as a strategic instrument of
professional self-realization. It contributes to the formation of a per-
sonal artistic brand, the development of creative and communicative
competencies, and the enhancement of a musician’s competitive-
ness within the contemporary, globalized cultural space.
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IHAPAJIOKCAJIBHICTD 3AAYMY

Knrouosi crosa: inmepmeyo, scanposa mooens, iHmepuodis,
monoonepa, B. [yboapenko, Mikpoyuxi.

Xanp iHTepMeno — 1€ HE NPOCTO MiHiaTIOpa MPOMIXKHO-
ro XapakTepy, a *aHp 31 CBOIMH XapakTepHHMHU pucamu. J{o Horo
cnenn(iYHUX O3HAK HaJeXaTb: Memagopuunicms sSK BUSAB TIO-
eTHYHOI 00pa3HOCTI, IO peaji3y€eThCs uepe3 0araro3HavYHICTh eJle-
MEHTIB My3U4HOI (aKTypH; d6oicmicms, IOB’s13aHa 3 OMHOYACHUM
CHIBICHYBaHHSM NPOTHJIC)KHUX CMHCIOBUX 3HAYCHb; a TaKOXK Hd-
Paooxcanvricmy, siKa BUSBISETHCS Y BUXOII 32 MEXI yCTaleHUX
JKQaHPOBHX 1 CTHJIICTUYHMX HOPM. 3a3HAyeHi PUCH MPOSBISIOTHCS
Ha pi3HUX PIBHIX OpraHizamii TBOpY Ta BU3HAYAIOTh HOTO )KaHPOBY
cnenngiky. OCKIIBKH KaHPOBAa MOAETb PO3YMIETHCS SIK y3aralb-
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HEHHsI, 10 BigoOpakae B3a€MO3B’ 130K SIBUILA 3 TPUHIUIIAMH HOTO
BHYTpIIIHBOI OpraHizaiii, OKpeclieHi XapaKTepUCTHKH (HOPMYIOThH
JKAaHPOBY MOZENb iHTepMeno. BupimanbHy ponb y ¢GopMmyBaHHI
1HTEpMeLO SIK caMOJ0CTaTHBOI kKaHpoBoi oauHuUIi Bigirpas P. ly-
MaH, y QopTeniaHHOMY LMK SKOTO >KaHp BUKPHCTATI3yBaBCs SIK
OKpeMuii TBip.

VY KaHpOBili MaHOpami MiHIiaTIOpH TOpPAL 3 iHTEPMENo ic-
Hye 1 11 ciopigHeHuid pi3HOBUI — inmepniodia. Compared to the
relatively self-contained intermezzo, interludes are known to have
been originally used as short scenes between episodes in theatrical
performances. Let us turn to 20th-century opera to explore the
evolution of this genre.

Monoonepa «JIluctu xkoxanus» op. 19 (1971) B. I'ydapen-
Ka € 3pa3KoM KaMepHoi ormepu. BoHa HammcaHa Ha CIOXKET CHMBO-
micrcbkoi HOBenmu «HiXHICTEY» (QpaHIy3pKOro MMCbMEHHUKA AHpI
Bap0Oroca. Jlpamatyprist TBOpy moOygoBaHa Ha OCHOBI YOTHPBOX
MOHOJIOTiB-JICTiB, HAIMCAHUX KIHKOIO CBOEMY KoxaHomy — Jlyi,
SIKi BIH OTpUMAa€ HACTYMHOTO JHSA, PiK MO TOMY, Yepe3 JBaHAALSAThH
1 ABaJIATh POKIB MiCJsl pO3CTaBaHHS. «JIMCTH KOXaHHS» — 1€ 1H-
THUMHa CIIOBiJIb TOJIOBHOI T€POiHi, sIKa PO3KPHUBAE TIMOOKI TyLIEBHI
nepeKUBaHHS.

Jpamatypris B oriepi moOyJjoBaHa TaKUM YHHOM, 1[0 HePUIUil
Jiucm TOCTa€ SK ApaMaTHYHUN IMIYNIBC, 1€ TePOiHs OMUCYE CBIH
oinb 1 0e3Buxins («Temep yce e Mykoro 3puHaey). JApyeuii i Tpe-
miil 1ucmu KOHTPACTHI 32 XapaKTepoM: BOHU AEMOHCTPYIOTh CIajl
€MOLIITHOT HapyT¥ Ta MICTATH O3HAKW BHYTPIIIHBOTO MPOCBITIEH-
H# («3 KO)KHUM HOBHUM PaHKOM COHIIE CSIE MEHI TaK CHO, 6e3XMapHO
1 Tak pagicHo»). [TouyTTs Bigyaro MOCTYNOBO TPaHC(POPMYIOTHCS B
MEJIaHXONIHHY PeQIISKCIIO M0JI0 MUHYJIOTO, ITPO IO CBiA4aTh CIOBA
repoiHi «3rajatu cupoOyil Mil mepiunii morsia, 30arHem Todi Ty,
1[0 BCE HA CBiTI MUHA€E, MUHAE...». Yemeepmuii 1ucm € HECNOMI-
BaHOIO KyJbMiHAII€I0 OTepH, BiH € apkoto a0 [pyroro: Big moyar-
KOBOTO 3By4YaHHs B JAyci pomaHcy perutika «Miit noporwuii Jlyi, ko-
XaHUH MiH...» TpaHCHOPMYETHCS 10 HAAPUBHOTO Solo BOKaJiCTKH,
110 EPEXOAMTH Miciist Hu3XinHoro glissando y nnad. Onepa «Jluctu
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KOXaHHS» 3aBEPIIYETHCSI TUXOIO «XOIOI0 cMepTi» (Sostenuto molto
lugubre).

Kpim ocHOBHOI CrokeTHOI JIiHi1, € npuxoeana — IiHis cripaB-
JKHIX TIOUYTTIB TepOiHi, IPEACTaBICHA MPboMA IHMEPTIOOIAMU, 1110
MOKHA BHOKPEMHTH B MIKPOLMKJI. TpH 1HTEpIIONii, HE3BaKAIOuH Ha
menauxoniitai Apyruit 1 Tpetiit mucti (MMCTH BUKOHYIOTH (PYHKIIiIO
Iiif), BUpa3HO KOHTPACTYIOTh i3 HUMHU Ta MOCTYIIOBO PO3KPUBAIOTH
BHYTPILIHIO Tpareiro KiHKM. Tak, mepiia iHTepiroist penpe3eHTye
0e3BHXiJb: «<...> MOTOPOILIHE ‘‘Yacy MpOBaJUIs”’, )KUTTS B IKOMY I10-
30aBnene MaiOyTHboro» (Hpad, 2021: 212). [pyra iHTeparonis no-
3HaYeHa TOCTPOIO EKCIPECIEL0, OB’ A3aHOI0 3 OOJIEM yTpaTH KOXaHOo-
T0, TPETSI — CBOEPiIHA MOCTIIIONIS 32 3TYOIEHOIO BEJIMKOIO JII000B 0.

VYei inTepnroaii B onepi KOHLENTYaJbHO MOB’s13aHi 31 BCTYIIOM,
JIe PENpPEe3EeHTOBAHO LIEMJIMBHI 32 XapaKTEPOM JICHMMOMUE Hidic-
Hocmi, O 3a3Hae TpaHCPOpMaIiil MPOTIroM TBOpyY. Tema Mae IBo-
icty mpupony, ajke MoeJHyE OJJHOYACHO B cOO1 pUCH BaJIbCOBOCTI i
JIAMEHTO3HOCTi, OCTaHHs BUPa)KeHa 3aBASKH XPOMAaTHYHOMY ITiBTO-
HOBOMY PyXy B mapTii cTpyHHuX. CriBBiIHOLIEHHS Menofii 1 6aco-
BOTO TOJIOCY XapaKTEPHU3YETHCS MapaJoKCANbHICTIO: CBITIa Ta Mpo-
30pa MeJOoIUYHA JiHig 3BYYHTh Ha TJIi BATPUMAHUX aKop/iB y BiOpo-
¢oHa, moOynoBaHMX HA OCHOBI YUCTHX 1 301bIIEHUX KBapT. TemOp
BiOpodoHa BTUTIOE CEMAaHTHKY MOTOMOIYHOCTI  ippeaniCTUHYHOCTI.
Tak, cBIT/IMIA JEHTMOTHB HIXXHOCTI BOJIHOYAC MIiCTUTh MPUXOBaHI
pHUCH TpareaiifHOCTI, 0 BKa3y€e Ha HOTro ABOICTY IPUPOY.

PosrnstHemo Tpu iHTepiionii onepu «JIucTu KoxaHH» K OKpe-
muit Mikpouukin. Ilpu npomy InTepmionis Ne 1 Hamu BuOpana 6e3
3B’SI3KH, aJKe BOHa Oe3nocepenHbo MoB’si3aHa 3 JpyruM JHCTOM
1 CIIyrye BCTYIIOM JIO HBOTO. 3arajoM iHTEpIIroAii, siK 1 BCs omepa,
noOyaoBaHi 3a MPUHIMIIOM MOHOJPAMATYprii, 30cepeKeHOi Ha 30-
BHIIIIHIX Ta BHYTPILIHIX NEPeKUBAHHAX TOJIOBHOI IepoiHi.

Inrepmioaist Ne 1 mae BapiaHTHO-OCTHHATHY QOpMY Ta OCTAE
aNI03i€10 Ha YKaHp Macakaii, Ha 1110 BKa3y€e HU3XIAHUH OCTHHATHUN
PYX y maptii HWKHBOTO ToJIoCy. Y IIbOMY 3pa3Ky BapiaHTHO-OCTHU-
HaTtHA (opMa MOEAHYE «<...> OCTHHATHICTH SIK CTPYKTYPYIOUHI
NPUHIMII 1 BapiaHTHICTh SK MEPUIONPUYMHY PO3BUTKY (popmu Ta
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Opamaryprii» (Anekcangposa, 2022: 141). Tak, ocTuHaTHa Tema
B HIDKHBOMY TOJIOCI BUSIBIISIE PUXOBAaHMUHN 3B’SI30K 31 BCTYIIOM, 30-
KpeMa y MiJKpecieHHi 301IbIeH0T KBapTH, Ha SKiH 3aBEpUIyETHCS
OacoBa niHis. [I[pUHINT OCTUHATHOCTI MOIIMPIOETHCS 1 HA BEPXHil
rosioc. MeJozisi CTBOPIOE CBOEPiAHE POTUCTABICHHS, PyXalOuUCh
napajeIbHIMHU CeNITUMAaMH 110 EHTapMOHIYHO TOTOKHHX 3ByKax IO-
PIBHSHO 31 BCTYIIOM, OJHAK MEPEIHTOHOBAHMX 32 JOTIOMOTOI0 OemMo-
7B 3aMicTh Aie3iB. Take rapMoHiuHE pilllEHHs MOCHIIIOE BiIUyTTs
TpareniitHocTi. PO3BUTOK iHTEpIIONii 3A1ICHIOETHCS 32 PaXyHOK Ba-
piaHTHOTO MEPeiHTOHYBaHHS B CEPEIHHOMY IOJIOCI, OCHOBAHOMY Ha
XpOMaTHYHOMY pyci. JlnHaMika He BUXOIUTbH 3a MEXI p, TIKPeCIIo-
04 THM CaMHM IOCTYIOBE NMpHUXOBaHe HarHiTanHs. OOpaHa >kaH-
POBICTb 1 32cO0M BUPA3HOCTI B IHTEPIIOAIT MIAKPECIIOIOTH CEMaHTH-
Ky BCi€l onepu — HEMUHYYICTb 1 paTym.

[Iponomxytoun reHepaipHy Temy omnepH, IHTepsromis Ne 2
BUKOHY€ (DYHKILIIO KyJIbMiHAaLii BHOKPEMJIEHOTO HAMH MiKPOLIUKITY.
Homep BimkpHBa€eThbcsi OJHOTOJIOCHOIO TeMOIo, siKy 1. Jpad Bu3Ha-
yae K TeMy 3a0yTTs, y maprii ¢uelitu. 3aBasku mpuiioMy MOBTO-
PY BHOKPEMJIGHOTO MOTHBY TeMa 3a3Ha€ CTPIMKOTO PO3BHUTKY. 3a-
rajioM 1HTEpINIOAis, KpiM BCTYIY, Ma€ PUCH TOKAaTHOCTI, XapakTep
SIKOT ITiJICWJIGHUH KOMITO3UTOPCHKOIO pemapkoro Allegro con fuoco,
appassionato. TemMaTu3M TOKaTHOTO PO3ALTY JEMOHCTPYE BHYTPILI-
Hi BaraHHsl TOJIOBHOI TepOiHi, 11e MPOCIiAKOBY€ETHCSI B HEOTHOKpAT-
HOMY 4YepryBaHHI CHHKOIIOBAaHOTO HU3XiTHOTO pyxy (HampuKian,
g—f-ges—f-g—f) 3 ramononiOHMM BHCXigHUM. Ha T ToKaTHOTO pO3-
BUTKY 3BYYHTH TpaHC(HOPMOBaHA JeHTTeMa HIXKHOCTI. Y Wil iHTep-
monii B. I'ybapeHko Bke He MPUXOBYE TparedidiHOCTI, 3aKIaieHOol
B TEMi: BOHA MPOXOAUTH y 301NbLICHHI, B aKopAoBii (akTypi Ha
OCHOBI YHMCTOI Ta 301IbLICHO] KBAPTH, 8 TAKOK HACHYEHA TIEPEBAKHO
oemMorsimu. 3aBepuryetbest [HTepromist Ne 2 1’ ITHaALSATHKPATHAM
MIPOBEJICHHSAM BapiaHTHO NMEPEiHTOHOBAHOI TOKATHOI TEMH Yy BHUCO-
koMy perictpi. CekyHIOBI 1HTOHAI 3aMIHIOIOTHCS HHU3XITHUMH
CTpUOKaMHu Ha Mally HOHY, a 301JIblIIeHa KBapTa MMOCTYMAEThCs 3MEH-
mieHid kBiHTi. Tpuui MOBTOpeHa 3aBepluanbHa iHTOHALIS as—g Ha ff
3BYYUTb K CUMBOJI HEMUHYYOCTI Tparemii.
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3aBepirye Mikpouuki IHTepsronisi Ne 3 y BapiaHTHO-OCTH-
HaTHiA (opmi, sika TOOyHOBaHA HA MOXIAHOMY TEMaTH3Mi Bij IO-
nepeanboi. Tema, 1o HeogHOPa30BoO 3Bydana y dinami [nTepmromii
Ne 2, crae iHTOHAIIWHOK OCHOBHOO JIJISl JIBOX BEPXHIX TOJIOCIB Y
napTisix appu Ta 4eJIecTd, MPHU LbOMY CONPAHO 3aJHUILAETHCS HA
Til caMili 3BYKOBHCOTHOCTi. B iHTepBan KBapTH BTOPUTH HOMY
aNbTOBUH rojioc, moOylnoBaHWK Ha YepryBaHHI JUCOHAHCIB (301J1b-
HIeHa KBapTa, 3MEHILIEHa KBiHTa, 301bIIeHa cekyHaa). OcTuHarHa
Tema 30epirae cBiif epBiCHUI BUIIIAL MPOTIToM yciei iHTepItomii.
KontpacTye 10 Hei Menofis B HIKHIN MMapi roJiociB — aJbTOBOI
¢iieiiTu Ta BiOJOHYET, 10 € BapiaHTHUM NEPEiHTOHYBaHHIM JICHUT-
TeMH HDKHOCTI 31 Bcrymy. KpymHi TpuBanocti, 6emonbHa cepa
Ta 3MIIICHHS TEMH Ha IiBTOH (Bij] MOYaTKOBOTO TOHY € JI0 es) IiJI-
KPECIIIOIOTh ABOICTICTh, 3aKiaJieHy B TeMi Bil caMoro nmodarky. Ba-
piaHTHUI PO3BUTOK Y HIJKHIX TOjlocax 3AIHCHIOETHCS 32 PaXyHOK
MiHIMaJbHUX KOMITO3UIIMHMX 3MiH 1 IPYHTYETHCS HAa BKE HasBHO-
My TeMaTHYHOMY Marepiaiii, 30kpema, 0ac mogaHuil B iHBepcii Bix
Tony des. [lapagokcanbHOro xapakrepy HaOyBae BHCXiJHA TeMa y
CTPYHHUX HaNpHKiHII IHTEPIIOAI], Hanpyra Kol MPUBOAUTH 110 Pi3-
KOT'O HU3XIHOTO CTPUOKA HA CENTUMY, IEMOHCTPYIOYH THM CaMHUM
HEMHUHYYUH KiHelb.

OTmxe, Tpu iHTEpIonii 3 MoHoonepu «JIuctu koxanus» B. I'y-
OapeHKa JIeMOHCTPYIOTh BHYTPIILIHI epeXKUBaHHs TepOiHi, IKi BOHA
HaMaraJucsl IpUXOBaTH 3a 30BHI MPOCBITICHUM XapaKTepOM CBOIX
JTUCTIB (KpIM OCTaHHBOTO). Y 3B’S3KY i3 IIUM IHTEPIIIOMII MapaioK-
CaJIbHO KOHTPACTYIOTb i3 CIO’KETOM JIUCTIB, CTBOPIOIOYM THM CaMHUM
BHYTPIILIHIO MOJi€BicTh B onepi. [lopsia 3 mapagokcaibHICTIO, IPH-
TaMaHHOIO JKaHpY iHTepMeLo (iHTepiionii — sK HOro pi3HOBHILY),
y IMX 3pa3Kax BUPA3HO MPOSBISIIOTHCSA M 1HIII HOrO pHUCH: 30Kpe-
Ma, MeTad)OpuUHE MEPEeiHTOHYBAaHHS JIEMTTEMH HIKHOCTI; ABOiC-
T€ TPAKTyBaHHS Ha PiBHI CIOXKETY B LIJIOMY 1 OKPEMHUX E€JIEMEHTIB.
TakuM YUHOM, TPH 1HTEPIIONii PO3BHBAIOTH BHYTPIIIHIH CIOKET
orepH, y SIKOMY NMPHUXOBAHO NCUXOJOTTYHUHA KOHQIIKT 1 Tparidny
CeMaHTHKY Bciei onepu. Lle mo3Bossie po3misgatu iX K MUTICHUN
MIKPOLUKII, MOTEHLIHHO 3IaTHUH O CAMOCTIMHOTO KOHIIEPTHOTO
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BHUKOHAHHSI 11032 OTIEPHUM KOHTEKCTOM, 1110 CBITYUTH PO HOBATOP-
CBKUH MiJIX1Jl KOMIIO3UTOPA A0 TPAKTYBaHHS KaHPY 1HTEPIION.
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THREE INTERLUDES FROM THE MONO-OPERA LOVE
LETTERS Op. 19 BY V. HUBARENKO: HIDDEN MEANING
AND CONCEPTUAL PARADOXICALITY
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V. Hubarenko, microcycle.

The intermezzo is not merely a miniature of transitional char-
acter, but a genre endowed with its own distinctive features. Among
these are, first, metaphorical imagery, realized through the semantic
ambiguity of elements within the musical texture; second, duality,
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associated with the simultaneous coexistence of opposing mean-
ings; and third, paradoxicality, manifested in the transgression of
established genre and stylistic norms. These features operate at vari-
ous structural levels of a work and determine the genre’s specific-
ity. Since a genre model may be understood as a generalization that
reflects the interrelation between a phenomenon and the principles
of its internal organization, the characteristics outlined above col-
lectively form the genre model of the intermezzo.

Within the broader panorama of miniature genres, the inter-
mezzo coexists with several related forms, among which the inter-
lude occupies a particular position. Robert Schumann played a deci-
sive role in the formation of the intermezzo as an autonomous genre,
in which it crystallized as an independent musical work within his
piano cycles. By contrast, interludes historically functioned as short
scenes inserted between episodes in theatrical performances. They
are typically characterized by mobility, heightened dynamism, and
abrupt, unpredictable shifts of dramatic focus. In this regard, it is
instructive to turn to twentieth-century opera in order to trace the
evolution of this genre.

The mono-opera Love Letters Op. 19 (1971) by Valentyn Hu-
barenko represents a chamber operatic form based on the symbolist
novella Tenderness by the French writer Henri Barbusse. The dra-
maturgy of the work is founded on four monologue-letters written
by a woman to her beloved Louis, which he receives successively
the following day, one year later, twelve years later, and twenty
years after their separation. Love Letters unfolds as an intimate con-
fession, in which the heroine exposes her deeply personal emotional
experiences.

The dramaturgical structure of the opera is organized so that
the First Letter functions as the primary dramatic impulse: the hero-
ine articulates pain and hopelessness (“Now all this returns to me as
torment”). The Second and Third Letters introduce contrast, reflect-
ing a decrease in emotional intensity and the emergence of inner
enlightenment (“With each new morning the sun shines so brightly,
serenely and joyfully for me”). Despair gradually transforms into
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melancholic retrospection, as articulated in the words: “Try to re-
member my first glance, and you will understand that everything
in the world passes, passes...”. The Fourth Letter constitutes the
unexpected climax of the opera, forming a semantic bridge back to
the first letter: its initially romantic address (“My dear Louis, my be-
loved...”) evolves into a harrowing solo that, following a descend-
ing glissando, dissolves into sobbing. The opera concludes with a
subdued “death march” (Sostenuto molto lugubre).

Alongside the explicit narrative, a latent dramaturgical layer
unfolds — mnamely, the storyline of the heroine’s authentic emo-
tional state. This concealed plot is articulated through three inter-
ludes, which together may be interpreted as a microcycle. Despite
the melancholic colouring of the Second and Third Letters (which
constitute the primary actions), the interludes stand in sharp con-
trast to them and progressively reveal the woman’s inner tragedy.
The First Interlude embodies hopelessness — “the eerie ‘abyss of
time’, a life deprived of a future” (Drach, 2021: 212). The Second
Interlude is marked by acute expressivity associated with the pain of
irrevocable loss, while the Third functions as a postlude to a once-
great but now irretrievable love.

All three interludes are conceptually linked to the Introduction,
which presents a poignant leitmotif of tenderness that undergoes
transformation throughout the opera. This theme possesses a dual
nature, uniting waltz-like characteristics with lamentational features,
the latter expressed through chromatic semitone motion in the string
texture. The relationship between melody and bass is paradoxical: a
light, transparent melodic line unfolds against sustained vibraphone
chords constructed from perfect and augmented fourths. The vibra-
phone timbre carries semantic connotations of otherworldliness and
unreality. Thus, the delicate leitmotif of tenderness simultaneously
conceals tragic implications, revealing its intrinsic duality.

Let us now consider the three interludes of Love Letters as a
unified microcycle. Interlude No. 1 is not examined in isolation, as it
is directly linked to the Second Letter and functions as its introduc-
tion. More broadly, the interludes — like the opera as a whole — are
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constructed according to the principles of monodrama, concentrat-
ing on both the external events and the inner psychological states of
the protagonist.

Interlude No. 1 is organized in a variant-ostinato form that
alludes to the passacaglia genre, as evidenced by the descending
ostinato motion in the lower voice. Here, variant-ostinato form com-
bines “ostinato as a structuring principle and variation as the princi-
pal agent of formal and dramaturgical development” (Aleksandrova,
2022: 141). The bass ostinato reveals a latent connection with the
Introduction, particularly through its emphasis on the augmented
fourth at the conclusion of the line. Ostinato principles extend as
well to the upper voice: the melody proceeds in parallel sevenths
on enharmonically identical pitches, re-notated with flats instead of
sharps, thereby intensifying the tragic colouring. Development oc-
curs through variant re-intonation of the middle voice based on chro-
matic motion. The dynamics remain within the p range, reinforcing
the sense of concealed, inexorable tension. The chosen genre model
and expressive means underscore the opera’s core semantics of in-
evitability and fate.

Interlude No. 2, continuing the overarching dramaturgical tra-
jectory, serves as the climax of the identified microcycle. It opens
with a monophonic theme in the flute, described by 1. Drach as the

“theme of oblivion”. Through motivic repetition, the theme under-
goes rapid intensification. With the exception of its opening, the
interlude bears clear toccata-like features, reinforced by the com-
poser’s instruction Allegro sotto fuoco, appassionato. The toccata
material reflects the heroine’s inner vacillation, conveyed through
the alternation of syncopated descending gestures (e.g., g—f-ges—f—
g—f) and scale-like ascending figures. Against this backdrop, a trans-
formed version of the tenderness leitmotif emerges. In this interlude,
Hubarenko no longer conceals the tragic essence of the theme: it
appears in augmentation, within chordal textures constructed from
perfect and augmented fourths, saturated with flats. Interlude No. 2
culminates in a fifteenfold repetition of the variably re-intonated
toccata theme in the high register. Major seconds are replaced by

— 376 —

V Yepkawuncoki uumanus

descending leaps of a minor ninth, while the augmented fourth
yields to a diminished fifth. The final gesture — as—g, reiterated
three times at ff— resonates as a stark symbol of tragic inevitability.

Interlude No. 3 completes the microcycle in a variant-ostinato
form derived from thematic material of the preceding interlude. The
theme reiterated at the conclusion of Interlude No. 2 becomes the
intonational foundation for the two upper voices (harp and celesta),
while the soprano sustains a single pitch. The alto voice mirrors this
material at the interval of a fourth, constructed from alternating dis-
sonances (augmented fourth, diminished fifth, augmented second).
The ostinato remains invariant throughout the interlude, contrasting
with the melody in the lower pair of voices (alto flute and cello),
which presents a variant re-intonation of the tender leitmotif from
the Introduction. Extended durations, a flat key signature, and a
semitone shift of the theme (from e to es) underscore the theme’s
intrinsic duality from its inception. Variant development in the
lower voices unfolds through minimal compositional modification,
including bass inversion from des. The ascending string gesture at
the close of the interlude acquires a paradoxical character: its accu-
mulated tension resolves into a sudden descending leap of a seventh,
signifying an inescapable end.

Thus, the three interludes selected from Hubarenko’s mono-
opera Love Letters articulate the heroine’s concealed inner experi-
ences — those she attempts to mask behind the outwardly serene
tone of her letters (with the exception of the final one). In this sense,
the interludes paradoxically oppose the epistolary narrative, generat-
ing an internal dramatic layer within the opera. Alongside paradoxi-
cality — an inherent trait of the intermezzo genre (with the interlude
as one of its variants) — other defining features become evident:
metaphorical reinterpretation of the tenderness leitmotif and dual
semantic readings at both macro- and microstructural levels. The
three interludes thus develop the opera’s concealed inner plot, em-
bodying its psychological conflict and tragic semantics. This allows
them to be perceived as a cohesive microcycle, potentially viable for
independent concert performance beyond the operatic context — a
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testament to the composer’s innovative approach to the interlude
genre.
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BUKOHABCBKI TPUMOMMU SIK 3ACOBY BTIJIEHH A
INPOI'PAMHOCTI B HOBITHBOMY HUMBAJIBHOMY
PEITEPTYAPI

Knruosi cnosa: yumbansnuii penepmyap, mysuka XXI cmo-
Timms, yumoanobHe BUKOHABCTNEO, YUMOANOZHABCIEO, HOGIMHI MeH-
Oenyii.

[ounnaroun 3 XXI cromitrs, y nuMOalbHOMY perepryapi
CIIOCTEPIraeThCsl aKTHBHE BIIPOBAKEHHS HOBUX CITOCOOIB i1 3aco-
0iB 3ByKOBHI00yBaHHS Ta BUKOHABCHKUX MpuiioMiB. Hepinko came
BOHHM CTaIOTh KJIIOYOBUMH B PO3KPUTTI IPOTrPaMHOIo 3ayMy Ta BiJl-
TBOPEHHI OCHOBHOTO MY3WYHOTO 00pa3y. HaiimikaBimii 3pa3ku pe-
TepTyapy HapOIKYIOTHCS 3aBISKU TiCHIN CITIBIpAIli KOMIIO3UTOPIB
13 BUKOHABI[SIMU.

Oco0OnmBuil 1HTEpEC i3 IBOTO MOy ChOTOAHI CTAaHOBUTH
nistpHiCTh myety «Lamnthy y cxmani JI. [aprynsia (ckpurka) ta
H. Tonne (uumbaim) [3]. st HUX Oys10 HarmucaHo MUTHI PsIT TBOPIB,
y TOMY YHCJI TaKUMH KoMIto3utopamu, sik M. Emmreiin, E. I'pewm,
. Koymurena, M. Conxina-Ilepn, H. [upi, I. Hlapiatzanen, K. Mi-
girana, b. Posi.

Y «Cyugitti» / «Inflorescence» st CKpUIIKH Ta TUMOAIB
(2023) Mapri Enmureiin cTBoproe o0pa3 KOJNEKIIii KBiTiB, Ki OCTY-
IOBO B’SHYTH 1 ocumarotkes [2]. [Ipuitomu Tta 3acodu (ipeamern)
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JUIS TPU Ha uMOanax MepeaatoTh CTaHu, y SKHX NnepeOyBaloTh KBi-
TH (3HEOApBIICHHS KBITiB, OCUNIAHHS 1 THMSIHIHHS TICJIFOCTOK, BUCH-
xanus cteben). [le — nBa Manenskux rpebinii «Benjaminy comb”
(I wactuna), nuMOANbHI MaNbIsTKa — Y TpaBiil pyli Ta NaTHYKH
Big Manoro Oapabana — y niBid (II), manuuku Bin G6apadana (II1),
cvuuku EBow'® (1V), nuuMOanbHi manbIsTKa 3 M’SIKOI0 00OMOTKOIO
(V), tpanuuiiine pizzicato nirrsamu (VI), manuuka Big Manoro 6apa-
Oana'’ (super ball mallet) (V1I) [2, p. 1-9]. Koxxna 3miHa npeamMera
1 IpUIOMY BTLTIOE Pi3HI CTaAil B’SHEHHS Ta IOMUPAHHSI POCIIHH.

VY tBopi «Ilopir Hamoro TenaitHoro Tina» / «Threshold of
our fragile body» (2023) [lapci Koymiena ocMuciroe pyiiHyBaHHS,
po3naz, po3puB Ta npopuBaHHs [1]. Y cBOO Yepry, «TEHIITHICTB»
(fragility), 3a 1. Koymuiena, BUSBISETbCS Y KPUXKOCTI HAIIOTO Tija,
HECTIHKOCTI 3B’S3KiB Ta YMOBHOCTI B3a€MUH, 1110 BiJIOOPaXKYEThCS
y Bpa3iMBOCTI camoi 1IeHTUYHOCTI H (opmyeTbcs B mpoleci Ha-
mroi B3aemonii 3 inmumu [1]. TIpoTsirom TBOpY BUKOPHCTOBYIOTHCS
TpaJULiiHI TUMOANBHI AJIWYKU 13 HalM SKIIOK OOMOTKOIO (Soft
mallets) (Bctyn, posainmu A, B, C), cMuuku e-bow, manblisTKa i3
HKOPCTKO 00MOTKOIO (po3in H), KaHlensapchka ckpinka (posmin 1).
[ManbusTkamMu BUAOOYBAIOTHCS yAapH, QrIaskoneTH, (Ia)oaeT Mo
mifcTaBLi Ta fremolo, HEPIIKO BOHU MEPETYKYIOTHCS 13 TeqalsiMu
CMUUKIB e-bow. KoxeH npuiioM 1 3MiHa IHCTPYMEHTA aCOIIOETHCS 3
eTanamu po3Majay BIACHOTO «s», SIK IOCTYIOBE MPUUHATTS HEMUHY-
qocTi Tpanchopmarii 0coOUcToCTi.

VY tBOpi «binb» / «SAAR»'® (2024) Hinydap lupi Brinroe B
NpOrpaMHOMY 3alIyMi pi3Hi BUMipH 000 «HEe (i3WYHOro, a TaKo-
ro, 10 IPOHUKAE B TIJIO, MOB YOPHMUIIO, IO PO3TIKAETHCS y BOAI, 1
BiquyBaeThes y cHax» [4]. Came e Oib BUCTYNA€e KaTamai3aTopoM

15 «Benjaminy comb — 11€ CTUILHAN KOMITAKTHUH TPeOiHENb PYyUHOi pobOTH 3
kosekuii «Le Coutumier 1803», cTBOpro€eThes BpyuHy B LLIBeiimapii.

16 KoskHOTo pasy NpH 3raayBaHHi €JIEKTPOHHUX CMMUKIB B TEKCTi 3yCTPi4acThCs
Ppi3HUIA IpaBOIHC, KU OyIT0 30epeKeHO 3 OPUTIHAIBEHOI aBTOPCHKOI TAPTUTYPH.
Y Tamuuxu (super ball mallef) migxonarTs 1y rpu Ha MajaoMy 6apaOaHy, JTUTaB-
pax, ToHrax Ta Maibke Ha OyIb-sSKOMY MEepKyCiIHHOMY iHCTPYMEHTI.

'8 SAAR na dapci o3Havae «Oinby.
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3pOCTaHHS, 3I[IJICHHS Ta [IHOIIOr0 YCBIIOMJICHHS BIACHOI CTIHKOC-
Ti 1 31aTHOCTI A0 TpaHcdopmarlii, a TAKOXK BPa3IUBOCTI 1 KPUXKOCTI
(fragility), sxi cynpoBomKyr0Th e nocin [4]. Koxnill i3 4oTH-
pPBOX YACTHH TBOPY MEpEAy€e Ha3Ba, IO MOB’sS3aHA 3 BIAMOBIIHUM
€TaroM MPOXUBAHHS TpaBMaTHUHOTO nocBiny («Tymannuit — He-
neseHuit»y, «Ctabinpuuii — bomicHuiy, «3uMa — MagiHHI, «0e3-
KUBHUH — TUXUi») [6, pp. 1-5]. HeneBHicTh i TyMaHHICTh BTLTIO-
FOThCSl KOB3aHHSIM HW)KHBOI YaCTHHOIO MAJIHYKU BiJl YIAPHUX IO
CTpyHax 3 oOMOTKOI (use the bottom of a mallet / stick to slide
along the string), npsnaHHsIM CTpyH HirTsiMu (use nails on lower
reg. to scratch the strings)", BapsHHsIM pykaMH Y HWKHbOMY peri-
CTpi O cTpyHax 3 00MoTKOtO (hit lower reg. strings with your hand),
CTYKaHHSIM PYKOIO TIO CTPYHI i3 OJTHOYaCHUM HATHUCKAHHSM Ieai
(rattle your hand on the string with pedal down) [6, pp. 1-2]. Cra-
O1TBHICTB 1 OOICHICTH 3HAXOATD BIIOUTTS y IEPKYCIHHIX ehekTax
(percussion effects)® [6, p. 2]. OkpeMUMH, PO3IICHUMH May3aMH
AKOPJIaMU CTBOPIOETHCS KAPTHHA MAAIHHS 1 KPYKJISIHHS CHITY B3UM-
Ky, & TaKO)K BUHHMKA€E acoliarlis i3 3iTxaHHsaMu. Twuina, 1Mo Bigydy-
Ba€THCS SIK MEPIOJ 1 ACOLIIIOETHCS 3 «OEIKUBHICTION, TPOSIBISIETHCS
4yepe3 MOHOTOHHY PUTMIYHY MYJIbCAILiIO.

Tsip «Pubay» / «Fish» (2024) I'onnas llapiar3anen, 3a ciosa-
MH KOMITO3UTOPKH, BTLTIOE€ 00pa3 puOH, «I0 MiCIsl CMEpTi BUCHXAE
1 IEpETBOPIOETHCS HA IIOCh, CXOXKE Ha OlTy 0aBOBHY, a BXKE MOTIM 3
LOTO Marepialy NpsyTh HUTKH | BUTOTOBJISIOTH JOPOTT TKAHUHH,
10 MarOTh HA3BY caMakiH (samakin)» [5, p. 1]. llumbaunict 3acToco-
BY€ TaKi 3aco0u rpu (mpenmeTn), ik pubonoBHa Jiicka / fish line, na-
JUYKH Bijx Oapabana / string (mallet), xinku / pegs, nenans / pedal®
[5, p. 2]. Cepen npuiiomMiB BUAUISIOTHCS MKPsIOAHHS PUOOIOBHOIO
Y Tpy Hirramu mumoGaicT 3aMiHIOE Ha Tpy MeiaTopoM (plectrum) y niBiit pymi Ta
rpebinuem («Benjaminy comb) y mpasiid.
20 H. Tosute rpae ix 3a IOIIOMOTOIO JIBOX MEJIATOPIB, IO TPUMAE TAPATENBHO i3
UMOaTbHUMU NAJIBIATKAMU.
2! KOMIo3HTOpKa BiIBOAWTE KOKHOMY TTPEIMETY OKpEMY JIiHit0, 0opMIieHy 3a
AHAJIOTI€I0 10 HOTHOTO CTaHy. Yepes HeTpaauuiitHui crioci® HOTyBaHHS MmapTii

UMOaItiB, sKa MOJAETHCS OKPEMO Bijl CKPHUIIKOBOI, KOXKHOMY TPEAMETY HaTAEThCs
BJIaCHA JIiHiA A pikcarii mpuiftomis 1 3ac00iB rpu.
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Jickoro, sike cTBoproe edext glissando, «naninusy (drop), mo Bu-
KOHY€ThCS MAaTUYKOIO BiJ Mayioro OapadaHa, KOTIHHA NaJUYKH Bij
Oapabana o cTpyHax 3 oomotkoto (roll) [5, pp. 4-11]. H. Tonne no-
JIaTKOBO BUKOPHCTOBYE I'Py 3a JOINOMOTOI0 CKPHIIKOBOTO CMHYKa I10
CTpyHax nuMOaniB. 3acTOCOBaHI MPUHOMH SICKPABO BTLIIOIOTH KHT-
TEBUH HIISIX pUOM BiJ MOMEHTY ii BUJIOBY JJO TIOBHOTO BUCHUXAHHS.
MoskHa 3pOoOMTH BHCHOBKH, L0 B HaBEACHUX TBOpax Mpo-
TpaMHHH 3a0yM BTUTIOETHCS 32 JAOTIOMOTOIO PsAy MPHUKAOMIB 1 HOBa-
TOPCHKUX 3aC00iB IpH (MPeIMETIB). IX KOMILIEKC HEPIIKO CITyKHUTh
HE JIMIIE 3BYKOHACHIAYBaHHIO (DI3MYHMX SIBUL (MIAJiHHS TETIOCTOK,
KPY>KJISIHHSL CHITY, OJIMCKY pUOHOI JYCKH MiJ COHLIEM, IMiACHXaHHS
BiJl COHSYHUX MPOMIHIIB, OE3KUBHOCTI), alie 1 BTUICHHIO BIAMOBI-
HUX TICUXOEMOLIHHUX CTaHIB Ta MEpeXuBaHb (TocTporo 000, mo-
CTiliHOTO 00JI0, OE3KUBHOCTI, BTPATH, HETIEBHOCTI, TPUBOTH, CyM-
HiBY, IyILIEBHOTO 3JIaMy, KPUXKOCTi, TESHIITHOCTI), @ TAKOX 1X AWHA-
MiKH, MIEPeXoay 3 OJHOTO CTaHy B 1HIIMH (BHCHXaHHS, 3iB’SITHEHHS,
Tpancgopmarii). Lle 3ymoBntoe morpedy mMOMIOro BUBYEHHS LUX
npuiiomiB. Kpim Toro, 3HauHe Micle y BTUICHHI MPOTPaMHOTO 3a1y-
My TOCiJ]a€ BAKOHABCHKE ITPOUYUTAHHSI, SIKE YaCTO BiPI3HAETHCS Bij
OPHTiHAJIBHOTO TEKCTY 1 30aradye HOro HOBUMH 00EpTOHAMHU.
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Since the beginning of the twenty-first century, the cimbalom
repertoire has been marked by the active introduction of new modes
of sound production and extended performance techniques. These
innovations often become decisive in revealing programmatic con-
cepts and shaping the core musical image. The most artistically
compelling works frequently emerge from close and sustained col-
laboration between composers and performers.

From this perspective, particular interest is currently drawn
to the work of the duo Lamnth, consisting of L. Ghartunyan (vio-
lin) and N. Tolle (cimbalom) [3]. A substantial body of reper-
toire has been composed specifically for this ensemble, including
works by Marti Epstein, E. Graham, Darcy Copeland, M. Sal-
kind-Pearl, Nilufar Shiri, Golnaz Shariatzadeh, K. Minigan, and
B. Roayee.

In Inflorescence for violin and cimbalom (2023), Marti Ep-
stein creates the image of a collection of flowers that gradually
wither and fall apart [2]. The techniques and means (objects) used
to play the cimbalom convey the states in which the flowers exist
(the fading of colors, the falling and dimming of petals, the drying
of stems). Among them are two small «Benjamin» combs* (Part 1),
a cimbalom mallets (paltsiatky) in the right hand and snare drum

22 «The Benjamin» comb is a stylish, compact, handmade comb from the Le
Coutumier 1803 collection, crafted by hand in Switzerland.
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sticks in the left (Part II), drumsticks (Part I1I), EBow bows? (Part
IV), cimbalom mallets with soft wrapping (Part V), traditional piz-
zicato with fingernails (Part VI), and a snare drum stick®* (super ball
mallet) (Part VII) [2, pp. 1-9]. Each change of object and technique
embodies a different stage of the flowers’ withering and dying.

The work Threshold of Our Fragile Body (2023) by Darcy Co-
peland reflects on breaking down, breaking apart, breaking through.
[1]. In turn, «fragility» according to Copeland, is manifested in the
brittleness of our body, the instability of connections, and the con-
ditionality of relationships, which is reflected in the vulnerability
of identity itself, shaped in the process of our interaction with oth-
ers [1]. Throughout the piece, traditional cimbalom mallets with the
softest wrapping (soft mallets) are used (Introduction, sections A, B,
C), e-bow bows, cimbalom mallets with hard wrapping (section H),
and a paper clip (section I). The mallets produce strikes, harmonics,
harmonics on the bridge, and tremolo; these often interact with the
e-bow pedal effects. Each technique and change of implement is as-
sociated with stages of the dissolution of the «self», understood as
the gradual acceptance and inevitability of personal transformation.

In SAAR? (2024), Nilufar Shiri embodies in the programmatic
concept various dimensions of pain «not physical, but one that pen-
etrates the body like ink spreading in water, and is felt in dreamsy.
This very pain becomes a catalyst for growth, healing, and a deeper
awareness of one’s own resilience and capacity for transformation,
as well as the vulnerability and fragility that accompany this experi-
ence [4]. Each of the four movements is preceded by a title corre-
sponding to a stage of experiencing trauma («Foggy — Uncertainy,
«Steady — Painful», «Winter — falling», «lifeless — quiet») [6,
pp. 1-5]. Uncertainty and fogginess are embodied through sliding
along the strings with the bottom part of a wrapped percussion mal-

2 Each time the electronic bows are mentioned in the text, a different spelling
appears, which has been preserved from the original author’s score.

24 Super ball mallets are suitable for playing the snare drum, timpani, gongs, and
almost any percussion instrument.

2> SAAR means «pain» in Farsi.
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let (use the bottom of a mallet / stick to slide along the string)?®,
scratching the strings with nails (use nails on lower reg. to scratch
the strings)?’, striking the lower-register wrapped strings with the
hand (hit lower reg. strings with your hand), and rattling the string
with the hand while the pedal is down (rattle your hand on the string
with pedal down) [6, pp. 1-2]. Stability and pain are expressed by
means of percussion effects® [6, p. 2]. Struck chords in eighth notes
once per bar emphasize the idea of falling and swirling snow in win-
ter as well as emotional pain and disappointment. This creates the
effect of short breaths of air [6, p. 3]. Silence, perceived as a period
and associated with «lifelessness», appears through a monotonous
rhythmic pulsation.

The work Fish (2024) by Golnaz Shariatzadeh, according to
the composer, embodies the image of a fish «which after death dries
out and becomes something resembling white cotton; and from this
material threads are then spun and used to make expensive fabrics
called «samakin» [5, p. 1]. The cimbalom player uses such objects
as a fish line, drumsticks (string mallet), pegs, and pedal [5, p. 2].
Among the techniques are scratching with the fish line leading to
glissando, the «drop» performed with a snare drum stick, and rolling
a drumstick along the wrapped strings (roll) [5, pp. 4-11]. N. Tolle
additionally uses a violin bow on the cimbalom strings. The applied
techniques vividly convey the states of the fish from the moment it
is caught in the ocean to its complete drying.

Conclusions. The analyzed works demonstrate that program-
matic concepts are realized through a broad spectrum of extended
techniques and innovative performance practices, including the use
of non-traditional objects. Their combination serves not only to imi-
tate physical phenomena — the falling of petals, swirling snow, the

6 The cimbalom player replaces playing with the fingernails by using a plectrum
in the left hand and a «Benjamin» comb in the right.

27 N. Tolle plays them using two plectrums, which she holds parallel to the
cimbalom mallets.

28 Since the cimbalom part is written separately from the violin part, it does not follow
a traditional layout. The composer assigns a separate line to each object and technique.
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shimmer of fish scales, drying under sunlight, or lifeless stillness —
but also to embody corresponding psycho-emotional states (acute and
chronic pain, loss, uncertainty, anxiety, doubt, fragility, tenderness)
and the transitions between them (withering, drying, transformation).
This underscores the necessity for in-depth scholarly investigation
of these techniques. Furthermore, performance interpretation—often
extending beyond the prescriptions of the score and enriching it with
new semantic overtones—plays a crucial role in shaping and actual-
izing the programmatic meaning of contemporary cimbalom works.
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IcTuHa, KoMK BOHA MUILETHCS 3 BEJUKOI JITEPH, 3aBKIH He-
30arHeHHa i HeBUMOBHA. JIIOICTBY Branocs ii BiguyTH y BCiil mo-
BHOTI B MOMeHT Omaroi BicTi — Bockpecinns Icyca Xpucra, mpo
JiSTHHS SIKOTO B NIOAAJIBIIOMY IPOTOBiAYBaiu 12 anocTois.

Y My3uLi 10 CHTYAIII0 3MO/IENIOBAB YKPAiHCHKHI KOMIIO3UTOP
Onexkcannp llleTuHChKHM, KM Ha3BaB CBii OJHOYACTUHHHUN OPKe-
cTpoBuii TBip, Hamucanuit y 1989 poui, «'moconanii». Horo asrop
OyB HaropomxkeHuit ['ogoBauM Ta CreuianbHuM npusamu Ha Tpe-
ThOMY Mi>KkHapogHOMY KOHKYypci kommo3utopiB imeHi K. Ceporpko-
ro y [Tonemii. [Tpem’epa TBOpy BinOynacs B 1990 poui Ha hectuBai
«BapaBcbka ociHb», BUKOoHaBIeM OyB banrtilicekuil ¢inapMmoHniv-
HUIi KaMepHU# aHcamOITb i kepiBHULTBOM [1aBna [Tiruronskoro®.

VY mapTuTypi TBOpY MIiCTUTBCS aBTOPCHKUI KOMEHTap, Je Hie
MOBa PO TeMaTHUYHUI Ta nporpaMHuil ceHc Mmy3uku: «Hazpa “I'mo-
comanii” — 3 rpelpkoi 03HAYa€ aap “ToBOpiHHsA MoBamu”. VineTsh-
Csl TIPO XPUCTHSAHCBHKE cBATO [I’sATmpecsaTHHLI, KOiW “‘panToM 3
Heba MmovyBcsl 3ByK, HIOM BiJ CHJIBHOTO BITpY, IO ITOPUBAETHCH. ..
3 SIBIJIUCSL. .. PO3JILJICHI SI3UKH, HIOU SIK BiJl BOTHIO», 1 alTOCTOJIX parl-
TOM 3MOIJIM TOBOPUTH OararbMa MOBaMu ».

VY muceprauii Iloninu Pynp, mpucBsueHili eBoromii CTHIIO
Ounexcanapa IleTHHCHKOTO, HAJAETHCSI CTUCITUHM TEXHOIOTTYHUN KO-
MeHTap 10 «loconaniity. B y3aranbHeHOMY BV TOCTiAHUL
¢ikcye MpUHIUI BUKOPHUCTaHHS aBTOPOM Ja0AeKa(OHHOI TEXHIKH,
SKUI BU3HAYAETHCS SIK HAKOMMUYEHHS 12-THTOHOBOCTI.

Mysuka «l7oconaniiiy MILHO TpUMae yBary ciiyxada MpoOTs-
TOM YCiX YOTHPHAATH XBUJIMH CBOTO 3ByYaHHS. 3 MEPILIHX JKe TaK-
TiB MH MOTPAIUIIEMO y Oe3MepepBHUMN, PYXJIMBUI 3BYKOBHH MOTIK.
TemOpoBuUil CBIT My3HKH € HE3BUYHUM. [HCTpyMEHTANbHUI CKaza
OyB crieniaqpHO MiAiOpaHUii KOMIO3UTOPOM Ta HAJIAIITOBAHMN Ha
izeto uporo omycy. TyT He 30epiraerbcsi TpaauLiiiHa 3ByKOBa MpO-
nopuisi: Ha 11 gyxoBux iHCTpymeHTIiB (2 ¢ueiitu, roboii, 2 kiap-

2 Hespaskarouu Ha Te, LIO 1I€ OJMH 3 PAHHIX OINYCiB KOMIIO3MTOPA, BiH J0CI KUBE
B KOHILIEPTHIA MpakTuii, i, 30kpeMa, OyB BukoHaHuil [liBneHHO-3aximHUM pajio-
opkectpoM Himeuunnu (SWR) min kepiBaunTBom Teomopa Kypentsica 8 kBiTHsS
2022 poxky B Jlinepxamie, lltyTrapr.
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HETH, TEHOPOBHH cakco(oH, parot, TpyOa, 2 BaITOPHHU i TPOMOOH)
npunanae 12 cTpyHHO-CMUYKOBHX (6 CKPHIIOK, 3 anbTH, 2 BiOJOH-
yeni Ta | kouTpabac)®®. OcTaHHs rpyIia, CBOEIO Y€Prok0, He YTBOPIOE
MOHOJITHUH KOMITOHEHT (hakTypu. KoskHa maprisi mepcoHasnizoBaHa,
1 TyOmoBaHHS MIXK 1HCTpyMeHTaMu BincyTHi. Lle cBimuuts mpo Oa-
raTOKOMIIOHEHTHY MOMi(OHII0 B aHATI30BaHOMY TBOPi. «OUyIHIOE»
3BYKOBHH OanaHC i HasSBHICTh BEIMKOI KiNBKOCTI yAapHHUX 1HCTPY-
MEHTIB (4 TUTaBpH, 5 TOM-TOMIB, I3BIHOYKH, J3BOHH, BiIOPOOH) Ta
IHCTPYMEHTIB TaK 3BaHOI II’AToi rpynu — apdu, GopremiaHo, am-
migikoBaHOI TiTapy. 3ByKOBa MajiTpa TBOPY HACHYEHA CIeliajlbHU-
MU crioco0amu 3BYKOBUAOOYBaHHs. Y Hild 3ycTpidatoThes 1 (maxo-
JIETH Y CTPYHHO-CMHYKOBHUX Ta CTPYHHO-LIIMIIKOBUX 1HCTPYMEHTIB, 1
Kkjactepu y dopreniano, i glissango y nutasp, 1 frulato y dneiity,
AKi, 0€3yMOBHO, Haal0Th TUBOBUKHOTO KOJIOPUTY.

VY «I'moconanisix» HeMae O3HAK IHCTPYMEHTAJIBLHOTO Tearpy,
NpoTe B KOKHOTO 1HCTpyMEHTa € cBOsl ponb. Hampuknan, ritapa
CIpUIMaEThCs SIK “1HOOYTTS” apoBOro 3By4yaHHs, BiOpohoH — 5K
«IIPOJOBKEHHS» IpH Ha (opremiano’’. He3Baxkarouu Ha Te, 0 Mix
9ac MPOCITyXOBYBAaHHS MOKE BUHHKHYTH BPa)KEHHS €JHHOI 3BYKO-
BOI MacH, y TBOpI € WiTKuii MeTp — 3/4, a cama mapTuTypa mpo3o-
pa: MiX yciMa MapTisIMH € «IIOBITPsI», IO CBIAYUTH PO MalCTEpHE
Ta HaA3BUYANHO BIpTyO3HE BOJIOAIHHS OPKECTPOBUM MUCHMOM. {0
TOTO K LIe IOCSTAETHCS 1 CYBOPUM JOTPUMAaHHSM HOPM J0fAeKagOH-
HOI TEXHIKH.

3o00paskeHa marpuLs UmocTpye cepito Ta ii 48 Bapiantis. Ilo-
YaTKOBOIO IHTOHAIIIEIO0 € XiJ Ha KBapTy BHU3, 3yCTPIYAIOTHCS TPH
TPHUTOHH, KBIHTa, CEKCTA.

Buknan cepii 3ailicHioe He onuH camocTiiiHui ronoc. Koxken
ii 3ByK mepenaeTbes abo, Kpalle CKa3aTd, BiUTYHIOETHCS Bil IHCTpY-
MEHTa J10 iHcTpyMeHTa. Lle yTBOpIo€ 3arakoBHii, €110 TAEMHUYUHI
HacTpiil. [locTynoBe Hakomu4eHHs! JOAEKa(hOHHOTO Sy TAKUM YH-

30 Cypstam 31 cicKy iHCTPYMEHTIB Ta iX KilbKOCTi, MOJKHA 3pOOUTH BHCHOBOK,
10 Y TBOP1 HAasBHUI POMDKHUI CKJIa]] Mi>K MaJIUM Ta BEJTHKHM CHM(OHIYHUM
OPKECTPOM.

31 Posiib IpoTAroM Beiei “My3MuHOI icTOpil” 3BydnTh Sempre con pedale.
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HOM YTBOPIOE CMHUCJIOBY €JIHICTh, CEHC K0T POPMYETHCS MPOTITOM
nepimx 50-TH CUMBOJIYHUX TaKTiB — MEPIIOro PO3aiay TBopy. lc-
THHA TYT MPOMOBIISIETHCS HEHAYE €TUHOI0 MOBOIO — YCIM JOCTYII-
HOIO Ta 3p03yMiJIOH0.

Ei H2 D4 DS B B G5 C Fisio Bl Fi3
A | ftas 1D |G €z [F |C |Fis H [Es B3
F ¢ B B |Es |A Gs Gis [D |G H [FE
H |[Fis | Ais l [A Es |G D Gis Des |[F I8
Fis Cis | F H . B I A EHI.‘\' s (O G
‘ G H [F B | |Gis Dis [A D [Fis
Es |G_|Cis [Fis ¢ I H [F B D |

Gs Gis ¢ |[Fis H F A B [B i G B
G D [Fis € F H Es B |[§ A Des A
D A [Cis |G € [Fis B F |0 [H Gis DB
B [F [A [E= [Gis [D [Fis [Cis |G |C l H
B B § WO W E ¥ v

Ha nepetuni nepuioro ta Apyroro po3/isiB 3ByUUTh futti, ane
He nuie opkectpose. [lo akopay BXomsTh yci 12 3BykiB cepii, mo
OepyTbcs ofHOYAcHO. Bif i€l Touku cepist moYnHaE 3a3HaBaTH Hep-
myTauiif. Ix yesoro 10. Jeski 3 Hux (mepiua Ta apyra) 3Bydarh e
i y pakoxigHOMy BapiaHTi. IcTHHA HEHaYe MPOMOBISETHCS PI3HUMH
MOBaMHU CBIiTY, X04a CeHC 1l MPOAOBKYy€e OYyTH HE3MIHHUM Ta JOCTYII-
uuM. «XBamite Tocmona, Bei Hapoan, npociapasiite Moro, Bei
JIIOAW» — PsIOK 31 116-r0 nicanMa, siKuii BIaJI0 XapaKTepU3ye po3-
BUTOK y APYTOMY PO3IiJIi.

[lepBuHHMI TOTIK cepii, MO0 OyB 3MOJECIBLOBAHUHI MPOTATOM
mo4yaTkoBUX S50-TH TaKTiB, TYT JEIIO PO3MOPOILIYETHCS: KOKEH il
3BYK TENep He 3aBKIH MEepelacThes Bil TOJI0CY A0 TOJoCcy, He BiJl-
JMYHIOETBCS, a PO3KUAAHUH MO MapTUTYpi OUIbII XaOTHYHO, HABITh
HerependadyBaHo.

[HKONM BUKIIA IEBHOT MEpMYTaliil MPOCIiIKOBYETbCS B MApPTii
JyIIe ofHoro iHcTpymenTa. Hampuknan y maprii kiapHera, BiOpa-
dona um Tpy6u. «XBagiTe Horo rosocom cypmMm» — Ie ouH psi-
JO0K 31 150-To ncanma, sikuii OyKBaibHO BiJOOPaKAETHCS B MY3HIII.

VY neskux QparmMeHTax APYroro po3aily KiJibKa MepMyTallii
HAIIAPOBYIOTHCS O/IHA HA OJIHY: HANPUKJIA[, y TPYIIi IepeB’ sSIHUX Ay~
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XOBHX, CTPYHHHX Ta BiOpadoHa a00 y TpyOu Ta CKpHUIIOK. Y YaCHUKH
HE NEePEKPUKYIOTh OJUH OAHOTO, & JIMIIEe HAMAralThCs JTOHECTH ic-
THUHY KOXKEH CBOEIO MOBOIO.

[Ipotsarom apyroro po3aiay 3arajbHUN pyX MOCTYNOBO NpH-
CKOPIOETBCS, HAONMMKAIOUNCh A0 TeHepalbHOI KyJdbMiHALil — Tpe-
THOTO PO3ALTY. SIKIIO Bech MOMEpeHii PO3BUTOK MaB YiTKO OKpec-
JICHUH METp, YiTKO OKpECJIeHY cepito Ta il BUJ03MIHH, TO B TPETHO-
MY PO3AiJi yac crae (parMeHTOBaHMM, a Cepisi 0CTAaTOYHO PO3IOPO-
HIyeThesi. My MOXKeMO NpociiAKyBaTH 12 3ByKiB XpOMaTu4HOI raMu
B MApTisIX AESKUX 1HCTPYMEHTIB, ajie e BXKe He € JoAeKadOHHUH
psiza, TOOTO Lie BXKE HE € PEYeHHS 13 IEBHUM CEHCOM Ta ICTHHOIO, aje
nuiie Hatsdk Ha Hei. «Bce, mo aumie, Hexail xBajauTh ['ocmogay
(150-ii mcasiom). Bozgarn xBanmy bory MoKyTh HaBiTh Ti, XTO HE
BOJIOZIi€ AapOM CMHCIIOBOTO TOBOPIHHS, & MOXE 3pOOHTH 1ie Oyab-
SKHM YHHOM.

Oppasy K y Meplmx TakTax KyJbMiHallii BCTYIalOTh JIUTaBPH.
Ixue Tpemono pasom i3 k1acTepamu y opremniano, drasxkoneTamu
ta glissando Bij HaHOUTBIII MOXJIMBOTO BEPXHBOTO 3BYKa y CTPYHHO-
CMHYKOBHX SIBHO BKa3ylOTh Ha Te, IO LeH po31ia moOyIoBaHUH 3a
NPUHIMIIAMH aJ€aTOPUKU Ta COHOPHUKH.

Bapro 3a3Haunty, 1o caMe B KyJAbMiHALIl MU MOKEMO MTOYYTH
YiTKE MPOTUCTABICHHS IPyIl IHCTPYMEHTIB. BoHM He criepedaroTbes
MK cO00I0 1 THM Iaye He BOPOTYIOTh, IPOCTO KOXKEH HAMAaraeThCsl
JIOHECTH iICTHHY MTO-CBOEMY, 1 TyT CIIpaBa BXe HE B MOBI, a y crioco0i
3BYKOBHJI00YBaHHSI.

Bpemti-pemt ixHi HaMaraHHsi JOCATAalOTh TOYKH HETIOBOPOTY,
micis siKoi icTHHA (cepisl) BXKe HE MOCTaHe Yy CBOEMY MOYAaTKOBOMY
BUDJISAI, @ JIMIIe B PAKOX1HOMY BapiaHTi, HE3B)KAIOUM Ha MOBEP-
HEHHSI METpa — MOPSAKY.

[Ticst BCcix HaCMUEHUX O/ BiZ0yBa€eThCS CHaJI Ta MOCTYIIOBE
yHoBUIbHEHHS pyXy. OCTaHHIN YeTBEPTUI PO3ALT PO3MOYMHAETHCS
PO3MHUTO, Y HBOTO HEMA€E YiTKOTO MOYaTKy. I pymna cTpyHHO-CMHYKO-
BUX YTBOPIOE €(DeKT BiATYHHS 32 PaxyHOK Iepeaadi OMHOTO i TOro
K 3BYKY BiJl iHCTpyMeHTa 10 iHCcTpyMeHTa. Ha ixupomy QoHi 3By-
YaTh HATSKM Ha Cepilo B MapTiax ¢opremiaHo Ta BidpadoHa.
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Hanpukinni TBopy 3HOBY 3HMKAa€ METp, HEHaue 3BiAzais J10-
HOCSTBCS 3BYKH A3BOHIB Ha ()OHI TeMOpPOBOI MOAYLIKH CTPYHHO-
CMHUYKOBHX, 1110 TPAOTh MOMEPEMIHHO TO arco Ta pizzicato, a B map-
Tii IMTaBP MPOCTIAKOBYETHCS PUTM, SIKUK Haragye mudp 3 a30yku
Mopze. Lle yucno 50 ta cnoo DHEO, mo 3 natunu nepexiana-
eThed K ocnonb. «XBaJIiTh Horo XOpOM IIiJi TAMIIAHU; XBAJITh
ioro Ha cTpyHax i opranax» (150-if ncanom).

OTKe, MPOTATOM YCHOTO TBOPY PO3rOPTAETHCS CBSLICHHA
icTopist — momyK Ta BiaTBOpeHHS boskectBennoi Ictuuu. Onek-
canap lllernncrkuii 3adikcyBaB mporec ii Marepianizamii HUIsIXOM
Hakonmu4eHHs 12-ToHoBoro psay. Jis komMnosuTopa 1e He AojeKa-
(oHHa BripaBa, a K04 A TIIyMadeHHsI JyXOBHOI 17ei.

Kseniia Tulubenko
3rd year Bachelor s student
The Department of Ukrainian and Foreign Music History at
Kharkiv I. P. Kotlyarevsky National University of Arts
e-mail: kseniatulubenko@gmail.com; ORCID iD: 0009-0005-2793-297X

THE EXISTENCE OF TRUTH IN THE DIMENSION
OF ORCHESTRAL WORK

Keywords: Ukrainian music of the twentieth century, the work
of Oleksandr Shchetynsky, Gospel, dodecaphonic writing technique.

Truth, when written with a capital letter, is always incompre-
hensible and ineffable. Humanity was able to experience it in its full-
ness at the moment of the Good News — the Resurrection of Jesus
Christ, whose deeds were later preached by the twelve apostles.

In music, this situation was modeled by the Ukrainian compos-
er Oleksandr Shchetynsky, who titled his one-movement orchestral
piece Glossolalia, written in 1989.

The score contains the composer’s own commentary explain-
ing the thematic meaning of the music: «The title «Glossolaliay —
from Greek — means the gift of speaking in tongues. It refers
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to the Christian feast of Pentecost, when «suddenly a sound like
the blowing of a violent wind came from heaven... and there ap-
peared... divided tongues as of fire, and the apostles suddenly be-
came able to speak many languages.»

The timbral world of the piece is unusual due to the unique in-
strumental ensemble specially chosen by the composer and aligned
with the idea of the opus. It does not follow the traditional sonic
proportion: 11 wind instruments (2 flutes, oboe, 2 clarinets, tenor
saxophone, bassoon, trumpet, two horns, and trombone) are bal-
anced by 12 string instruments (6 violins, 3 violas, 2 cellos, and 1
double bass).

The sonic balance is further «enchanted» by the presence of
a large number of percussion instruments (4 timpani, 5 tom-toms,
glockenspiel, bells, vibraphone) and the instruments of the so-called
«fifth group»: harp, piano, and amplified guitar.

The depicted matrix illustrates the series and its 48 variants.
The series is not presented by a single independent voice. Each of its
pitches is passed on — or better said, echoed — from instrument to
instrument. The gradual accumulation of the twelve-tone row thus
forms a unified Truth, whose meaning is shaped during the first fifty
symbolic bars — the first section of the work.

At the intersection of the first and second sections, a tutti oc-
curs — not only orchestral. The chord contains all twelve pitches of
the series taken simultaneously. From this point on, the series begins
to undergo permutations. There are ten of them.

Throughout the second section, the overall motion gradually
accelerates, approaching the grand climax — the third section. If
all the previous development had a clearly outlined meter, a clearly
outlined series and its transformations, then in the third section time
becomes fragmented, and the series is finally dispersed.

It is worth noting that in the climax we can hear a clear opposi-
tion of instrumental groups.

Eventually, their efforts reach a point of no return, after which
Truth (the series) no longer appears in its original form, but only in
retrograde.
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After all the intense events, there is a decline and gradual slow-
ing of motion. The final, fourth section begins indistinctly, without
a clear starting point. The string group creates an echo effect by
passing the same pitch from instrument to instrument. Against this
background, hints of the series appear in the piano and vibraphone
parts.

Thus, throughout the entire work a sacred story unfolds before
our eyes — the search for and reproduction of divine Truth. The
composer realized this idea by musical means, and once one under-
stands their internal logic, one grasps the purely musical picture of
Glossolalia.

Jegaoa Inna
cmydenm 4 Kypcy 6axanaspamy xageou komnosuyii ma
incmpymenmyeanus XapKiecbkoeo HayloHaIbHO20 YHIgepcumenty
mucmeyms imeni 1. I1. Komaspescbkoeo
e-mail: adavel4002@gmail.com

HNOXOI’KEHHS I BUPAJKAJIBHI 3ACOBH
B METAJI-MY3HUILI

Knrouosi cnosa: pox-myszuxa, metal music, thrash metal, scaup,
enekmpozimapa, bac-zimapa, yO0apHa yCmMaHo8Kd, 2apMoHis, Melo-
OUKa, pummiKa, mepmiHon02is, pug.

B ykpaiHChKOMY MYy3MKO3HABCTBi, y KPHUTHIIl, B iHTEpHET-pe-
cypcax Ta Onmorax Maiike HE 3IIMCHIOETBCS aHalli3 My3HKH POK- i
MeTan-rypriB. HaToMicTh epeBaskaroTh ONKMCH 1103aMy3UYHUX 200
HABKOJIOMY3UYHUX KOMIIOHEHTIB 1XHBOI AHistibHOCTI. OmHak mms
IMOOKOTO PO3YMIHHSI POK- 1 MeTal-My3MKH MOTpiOeH came Ipo-
(ecilinuii My3uuHuil aHai3. be3 bOoro HEMOXKJIMBE YCBiIOMJICHHS
MeXaHi3MiB MUCIICHHS, TPUTAMAaHHOTO [[bOMY BHLy MUCTELTBA.

TumnoBuii ckian pok- i METal-TypTiB cOpMyBaBcs B APYTid
nosoBuHi 1950-X poKiB, KOJIM caMOi POK-MY3HKH 1 TUM Oiiblie Me-
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Tal-My3HKH (DaKTHUHO LIe HE iCHyBaso. Y el yac aKTUBHO PO3BU-
BaBCsI MOTIEPEAHUK POKY i MeTay — pOK-H-poiul. Ha Toif yac romno-
BHA yBara MpuIUIsIacs CoIiCcTaM, a He BCbOMY KOJIEKTUBY, TOMY MH
Jno0pe mam’ATaeMo iMeHa MPOBITHUX BUKOHABIB I[LOTO HAMpPSIMY
Engica Ilpecni, Yaka beppi Ta iHmMX, aje 3rajaTu Ha3BH MEBHUX
KOJICKTHBIB OyJie CKJIaIHIIIe.

Hactynnuii eran po3BUTKY pOK-MY3HUKH MOB’I3aHUH 3 TYPTOM
Beatles. Came 3aBasku ixHili poOoTi yBara movana NPHIIATUCS
BCHOMY KOJIGKTHBY, & HE OKPEMHUM cojiicTaM. THIIOBHUI pO3IIOiN BU-
KOHABCBHKHX poJiel y rypTi — Lie He BuHaxij Beatles, ane ixHs 3a-
CIIyra MOJISITa€ B TOMY, III0 BOHH 3aKPillUIIN HOTO.

Jlo Ha#O1IbLI PO3MOBCIOPKEHOTO CKIIaay POK- a00 MeTal-ryp-
Ty BXOISTb BOKaN (YMCTHH, €KCTpeMajbHUK abo MillaHui), TpH
eleKkTporitapu (Jig-ritrapa, puTM-ritapa, Oac-ritapa) i yaapHa
ycTaHOBKa. Pimmie no ckimaiy 1oAaroThCsl KIaBilllHI 1HCTPYMEHTH,
CKpHIIKa, T'yOHa TapMOHiKa, cakcoQoH Ta iH. [Hoai 3ycTpiuaroThes
T'YpTH, 10 BUKOPUCTOBYIOTh HE BCi TUIIOBI AJIsl pOK- 200 MeTan-ryp-
Ty IHCTPYMEHTH, HallpuKJaa, Moke OyTH BiacyTHs Oac-ritapa (TypT
The Doors) abo HaBIIaKu — BCi TiTapu 3aMiHIOIOTHCS Ha Oac-riTapu
(rypt Freebass).

Xoua rapMOHIUHY pOJib y METaJ-TypTi BUKOHYIOTH YCi TiTapH,
HaiOIbm MoBHO w0 (YHKLiIO mepenae purMm-ritapa. Jlin-ritapa
94acTo AOMOBHIOE UM IyOJIO€ rapMOHIUHY (DYHKLIIO PUTM-TIiTapH,
ajie OCHOBHA i1 posb — MesioguyHa. bac-rirapa, rpaioun nepeaycim
0acoBy JiHIIO (QaKTypH, YaCTKOBO T€X BUKOHY€E TapMOHIYHY DOJIb,
aJje mopsiA i3 MM BoHa Oepe y4acTh B yTBOPEHHI PUTMIYHOI OCHOBH,
OCKiNIbKK OacoBa JiHis B i1 mapTii HaOyBae XxapakTepHOI pUTMi3aii.
Boxain mae pizni ¢yHkuii, 3anexno Bix Horo Buny. Yuctuil Bokan €
MEJIOJMYHOIO CKJIaJJOBOIO METal-MY3UKH, OJHAK SKIIO BUKOPUCTO-
BYETbCS EKCTpPEMalbHUI BOKaJ, BiH Ja€ MEHII YiTKy 3BYKOBHCOT-
HICTb, TOMY MOKE JOJTY4aTHCh 10 PUTMIYHOT OCHOBU. [ 010BHY puUT-
Mi4HYy (YHKIIIO B TYPTi BUKOHYIOTh YAApHi, IPEACTABIICHI YIapHOIO
YCTaHOBKOIO.

TepmiHomnoris B MeTai-My3ulll Mae cBoi ocobnmBocTi. Tak, y
Hill TEPMIH «KaHP» YKUBAETHCS MO-1HILIOMY MOPIBHSHO 3 KJIACHYHOIO
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MY3HYHOIO TEOpi€lo, A0 siKo1 3BUKIM B YKpaiHi. Llg po36ikHicTs HO-
CTajia BHACJiIOK TOTO, IO TOHSTTS MAalOTh Pi3HE MOXOKEHH. YKpa-
{HChKa TEPMIHOJOTISI KJIACHYHOI MY3UKH 3allo3UueHa 371e0i1bIIoro
3 HIMELBKOT, ITalIiHChKOI Ta (ppaHIy3bKOl TEOpii My3HKH, HATOMICTh
yKpaiHChKa POK-TEPMIHOJIOTS MILHO TIOB A3aHa 3 aHIJIOMOBHOIO T€O-
pi€to i mpakTHKo0. TepMiH «OKaHp» y POK- 1 MeTal-My3HL [T03HaYae
PI3HHMIIIO CTHIIIO, 0COOIMBOCTI IHCTPYMEHTAJIbHOI i BOKaJIbHOI TEXHi-
KM, TEMIIOB1, TeMOpPOBi, pUTMi4Hi XapaKTEPUCTUKH, & TAKOK TEMATUKY
TEKCTIiB. A B Tiii My3W4Hil TEPMiHOJIOT1, SIKOIO B HAC KOPUCTYIOTHCS
KJIACUYH1 MY3UKaHTH, )KaHPOBI O3HAUCHHS BKa3yIOTh Ha MOXOIKCH-
HSl MY3HUKH, 0COOMMBOCTI 11 MOOYTyBaHHS i HA BUKOHABCHKHI CKIIa.
[IpakTHYHO BCS POK-TEPMiHONOriS MOOyHOBaHA Ha aHIIIMCHKUX
O3HAUCHHSX, Ha BIAMIHY BiJl KJIACHYHOI TEPMIHOJIOT11, 16 BUKOPUCTO-
BYIOTbCS iTaTifiCbKi 03HaueHHs. Tak, Tiicanao y pokepiB — 1€ claia
(slide), ynap o cTpyHi BHU3 — Lie AayHCTpOK (downstroke), ynap no
CTpYHi Bropy — anctpok (upstroke), ckopaarypa — apon (drope),
rama — ckelin (scale), menonist — nin (lead), bpaza — pud (riff),
aprepKio — cBil (sweep), TakToBa 107151 00 mynbe — Oit (bif) 1 T.1.

Méran sik sxaHp 3apoamBcs Ha movatky 1970-x pokis. bararo
0Cco0IMBOCTE MalOyTHBOTO MeTally c(OpPMYBalUCS B POK-MY3HIII
1960-70-x pokiB, a caMe — XapakTep 3ByYaHHs, TUIIOBA apTHKYJIs-
st My3UKH 1 TeKcTy. Tak caMo B Il POKH CKIIaBCsSI OCHOBHHH c1IOCiO
mpe3eHTalii My3uku nepen myomnikoro. [IpaBunom crana ocobiusa,
94acTo Tearpalli3oBaHa MOBEiHKAa My3UKAHTIB Ha CIeHI 1 crienedex-
TH. Y pOK-TypTax TakoK OyJiu BiANpanboBaHi clocoOU PO3MOBCIO-
JDKEHHSI MY3UKH 4epe3 3ByKo3amuc, BukopuctanHs PR-pecypcis i
MapKETHHIOBUX KOMIIaHiH.

Bararo nocnigHUKIB CXOASTHCS Ha AyMI, IO TaKi pOK-TYPTH,
sk Led Zeppelin i Deep Purple 6ynu nepenredaMu xaHpy MeTal, a
MEepUIMM 3Pa3KOBUM MPEACTABHUKOM BJIaCHE MeTal-HampsMy BBa-
xaetecst rypt Black Sabbath. HaiiGinpiny mnomymspHiCTh >KaHD
orpuMaB y 1980-Ti pOKM 3 MOSIBOIO TaKWX MiJPKaHPiB, SK TpeEIl
(thrash), tnem (glam), ne3 (death) i 6nex (black).

KnrouoBoro 4acTHHOIO TeMaTu3My B METal-My3Hli € pudp —
HEeBeJIMKa 3a PO3MipOM MOBTOpIOBaJIbHA (paza, 10 Ma€ PUTMIiuHi,
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MenoanyHi abo rapMoHiyHi ocoOnuBocTi. CHilbHUMH pucamu Oa-
ratbox puQiB paHHbOI METal-My3UKH € TOHAIBHICTh Mi MiHOp, Tie-
peBayKaHHsI TOHIYHOI TapMOHii, YacTe BHKOPHCTAaHHS PyXy pPiBHHU-
MU BiCIMKaMy MPOTATOM ILIJIOrO TakTy abo KinbKoxX TakTiB. Ha e
PiBHMIA pyX HaKJIaJarOTbCs CHHKONOBAHI aKLUEHTH, L0 CTBOPIOIOTH
XapakTepHi puTMiuHi (irypu, Hanpuknaa: 3+3+2 Bicimku, 2+3+3
BiciMKH, 3+2+3 BICIMKH.

Menoauyna JiHisI MOXKE PO3MagaTucs Ha KOPOTKI MOTUBU —
aK y micHi Paranoid rypty Black Sabath, a6o HaBaxu — 0XOILUTIO-
BaTW €IUHOIO JIiHI€I0 Bech 4-TakToBUU pu, K y micHi Master of
Puppets rypty Metallica.

OyHKIiOHANPHA TapMOHIS HE MpUTAaMaHHa MeTal-MY3HLI.
YacTto yKUBAa€ThCsl CYLIbHUIM TOHIYHMK OpraHHUHM MyHKT Bif MO-
YaTKy A0 KiHLS MicHi. AKOpIuKa MoOyIoBaHa Ha iHTepBajaxX KBiHTH
1 KBapTH (TaK 3BaHi maBep-akopau — power chords). Ponpb Tepuii B
noOyI0Bi TApPMOHIYHOT BEPTUKANI Maii’Ke 3HUKAE.

[lokazoBuMH TiKaHpaMH Cy4acHOI MeTaj-My3HKH €, 30Kpe-
Ma, Tpeit (thrash) i rpyB (groove).Tpeuy npuTaMaHHi Ha IIBUAKI
TEMIH, TEXHIYHO 1 PUTMIYHO CKIaiHi pudu, cnenudiune BUKOpHC-
TaHHS YJapHUX 1 IMHAMIYHO MOCHUJICHE 3ByYaHHS 3 MepeBaKaHHAM
BHMCOKHUX 4acTOT. [pyB — 1€ mIBHUIKI a00 TOMIpHI TEMIIU i CHHKOTIO-
BaHa HETUIIOBA PUTMiKa. [ pyB CIIOHYKA€ CITyXadiB pyXaTucs B pUTMi
MY3HKH, MEPETBOPIOIOYH METAJI-KOHIEPT HAa CHUIBHUNA PHUTYal, 10
SKOTO 3aJIy4aroThbCsl 1 BUKOHABII, 1 myOuika (€1eMeHTH LbOTO pPU-
Tyalxy — L€ MOLI, CJeM, CEepKJ MiT, XenOeHiHr Tomo). Bokan Bu-
KOPUCTOBYE EKCTpEeMasbHI TeXHIKM (growl, scream, po3miericHHS
3BYKY TOILO). XapaKTEpPHOIO OCOONMBICTIO BCi€l METal-My3UKH €
BUKOPHUCTaHHS 1e()OPMOBAHOTO 3BYYaHHS TiTap — MpUHOMY JAHUC-
topiuH (distortion).

Ha cporogni Metan — ofuH 3 HaHPI3HOMAHITHIIMX XKaHPIB.
Icnye Oinprie coTHi HOTO MiaKaHPiB, KOXKEH 3 SIKUX Ma€ CBiil Ko-
JOpUT 1 crienuQiky 3BydaHHs. BIuMB MeTany po3MmoBCIONKY€EThCS
W Ha iHOI CTHJII MY3MKH — Ha POK, NaHK, (aHK, MO, eNeKTpo-
HHY W KJIacH4YHy MY3UKY. THCA4Yl METayi-KOJEKTHUBIB MO BCHOMY
CBITY JIEMOHCTPYIOTh CBOKO TBOPYICTh MiJIbIOHAM JTFOfIcH. AHai3
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LOTO MacHBY TBOPYOCTI € BaXKJIMBUM KPOKOM Ha LUISIXY 10 yCBi-
JOMJICHHSI 0COOMMBOCTEH MHCIIEHHSI My3UKaHTIB IPU CTBOPEHHI
ix micens. Lle mactb po3ymiHHs, YOMY LI My3UKa Ma€ MiTbHOHU
MPUXUIBHHKIB.

1llia Levada
4th year bachelor's student of
the Department of Composition and Instrumentation at
Kharkiv 1. P. Kotliarevskyi National University of Arts
e-mail: adavel4002@gmail.com

THE ORIGINS AND MEANS OF EXPRESSION IN
METAL MUSIC

Keywords: rock music, metal music, thrash metal, genre, elec-
tric guitar, bass guitar, drum kit, harmony, melody, rhythm, termi-
nology, riff.

In Ukrainian musicology, music criticism, online resources,
and blogs, analytical engagement with rock and metal music re-
mains extremely limited. Instead, discussions tend to focus primarily
on extra-musical aspects of bands’ activity. However, professional
musical analysis is essential for a deeper understanding of rock and
metal as artistic phenomena. Without such analysis, it is impossible
to grasp the specific mechanisms of musical thinking inherent in
these genres.

The standard lineup of rock and metal bands took shape in
the second half of the 1950s, a period when neither rock nor met-
al music had yet crystallized as independent genres. At that time,
rock’n’roll — the precursor of both rock and metal — was in active
development. The focus was primarily on solo performers rather
than on ensembles as unified entities. This explains why the names
of leading figures such as Elvis Presley and Chuck Berry are wide-
ly remembered, while the names of specific bands of that period are
often less recognizable.
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The next important stage in the evolution of rock music is as-
sociated with The Beatles. Owing to their artistic practice, the en-
semble itself — rather than a single soloist — became the primary
creative unit. Although the functional distribution of roles within a
band had existed before them, the Beatles played a decisive role in
establishing and stabilizing this model.

The most typical lineup of a rock or metal band consists of vo-
cals (clean, extreme, or mixed), three guitar-based instruments (lead
guitar, thythm guitar, and bass guitar), and drums. Less frequently,
keyboards, violin, harmonica, saxophone, or other instruments may
be incorporated. There are also notable exceptions in which certain
elements of the standard lineup are absent — for example, bands
without bass guitar such as The Doors, or ensembles in which all
guitars are replaced by bass guitars, as in Freebass.

Although all guitars contribute to the harmonic dimension of
metal music, this function is most fully realized by the rhythm gui-
tar. The lead guitar often supplements or doubles this harmonic role,
yet its primary function is melodic. The bass guitar, while outlin-
ing the bass component of the texture, simultaneously contributes to
rhythmic organization, as its lines frequently carry distinct rhythmic
patterns. Vocal functions vary according to vocal type: clean vocals
primarily perform a melodic role, whereas extreme vocal techniques
produce less clearly defined pitch and therefore tend to reinforce
the rhythmic foundation. The primary bearer of rhythmic structure
within the ensemble is the drum Kkit.

Terminology in metal music exhibits distinctive characteris-
tics. Notably, the term “genre” carries a somewhat different mean-
ing compared to its usage in Ukrainian classical music theory. This
divergence stems from differing historical and theoretical traditions.
Ukrainian academic terminology in classical music largely derives
from German, Italian, and French theoretical systems, whereas rock
and metal terminology is deeply rooted in English-language theory
and practice. In rock and metal discourse, “genre” typically denotes
distinctions in stylistic identity, instrumental and vocal technique,
tempo, timbre, rhythmic organization, and, in some cases, recur-
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ring lyrical themes. In classical musicology, by contrast, genre clas-
sification primarily reflects origins, performance context, and en-
semble composition. Nearly all terminology in rock music is based
on English concepts, in contrast to classical music, where Italian
terminology predominates. For example, glissando corresponds to
slide, scordatura to drop, melody to lead, phrase to riff, and arpeg-
gio to sweep.

Metal music emerged as a distinct genre in the early 1970s.
Many of its defining characteristics were already present in rock
music of the 1960s and early 1970s, particularly in terms of timbral
aesthetics, articulation, and expressive delivery of both music and
text. During this period, modes of presenting music to audiences
also took shape. Theatrical stage behavior, visual imagery, and the
use of special effects became integral to performance practice, while
recording technologies, promotional strategies, and marketing cam-
paigns developed into essential components of the genre’s dissemi-
nation.

Many scholars identify bands such as Led Zeppelin and Deep
Purple as direct precursors of metal, while Black Sabbath is wide-
ly regarded as the first fully realized representative of metal music.
The genre reached the height of its popularity in the 1980s, marked
by the emergence of numerous subgenres, including thrash, glam,
death, and black metal.

A central element of musical thematicism in metal is the riff —
a short, repetitive phrase characterized by specific rhythmic, melod-
ic, and harmonic features. Many riffs in early metal share common
traits: the prevalence of E minor, the dominance of tonic harmony,
and the frequent use of continuous eighth-note motion across one or
several measures. Syncopated accents are superimposed onto this
steady pulse, producing characteristic rhythmic groupings such as
3+342, 2+3+3, and 3+2+3 eighth notes.

Melodic construction may either fragment into short motifs —
as in Paranoid by Black Sabbath — or unfold across an entire four-
bar riff in a continuous melodic line, as in Master of Puppets by
Metallica.
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Functional harmonic progression is generally uncharacteristic
of metal music. Instead, sustained tonic pedal points often extend
throughout entire compositions. Harmonic structures are typically
built on perfect fifths and fourths (the so-called power chords), while
the third scale degree largely disappears from the harmonic vertical.

Among the most prominent subgenres of contemporary metal
are thrash and groove metal. Thrash is distinguished by extremely
fast tempos, rhythmically and technically complex riffs, a distinctive
approach to percussion, and heavily amplified sound emphasizing
higher frequencies. Groove metal, by contrast, features moderate to
fast tempos and syncopated, irregular rhythmic patterns designed to
provoke bodily response and collective participation. This participa-
tory aspect manifests in practices such as moshing, slam dancing,
circle pits, and headbanging. Vocal expression relies predominantly
on extreme techniques (growling, screaming, vocal distortion). A
defining feature common to all metal subgenres remains the use of
guitar distortion as a core timbral element.
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