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Pomaney /l. O. My3u4yHa [paMaTyprii JAUTSYHX ONEpP YKPaIHCHBKHX
kommno3utopiB KiHua XX — XXI croaits. — KBamidikamiiina HaykoBa mpais Ha
paBax pyKOIHCY.

Juceprarttist Ha 3100yTTs CTyIeHs JokTopa dutocodii 3a crnemianbHicTIO 025
My3uune wMucrtenTBo. — HarionanpHa akagemiss KEpiBHHX KaJpiB KyJIbTypd 1
MHUCTENTB, MiHICTEpCTBO KyJbTYypu Ta 1H(opmariiiHoi momiTuku Ykpainu, Kwuis,
2021.

HaykoBe 3aBaaHHsi JOCTIKEHHS TOJSATa€ B y3arajJbHEHH1 BIJIOMOCTEH MpPO
crenu@iky My3U4HOI JpaMaTyprii JUTAYUX OINEp YKPAiHCHKUX KOMIIO3UTOPIB Ha
OCHOBI My3uko3HaB4yoro ananizy omnep [. IllepbakoBa «Ilactka mis Bigbmuny,
P. Cmonsipa «YepBona Illanouka», FO. llleBuenka «Koposb Jpozmobopomy». s
PO3YMIHHS TUTIOBUX PUC MY3UYHOI JpamaTyprii y Mexxax MpeACcTaBICHOI AUcepTailii
OyJ0 OIaHOBAHO OMEPHI TBOPH ISl AIT€ BITYM3HSAHHUX 1 3apyO1KHUX KOMIIO3UTOPIB
Bix XIX CT., IO TO3BOJIMIIO BHSIBUTH HEPO3PHBHY B3aEMOJII0 CIOKETHOI OCHOBH 1
My3UYHOTO O(OPMJIEHHS MPU BUOOPI MYy3HUYHO-APAMATYPTiuHOTO pimieHHs. Brepie
y aucepraiii 3A1HCHEHO MY3WKO3HABYMN aHa3 JUTAYUX ONep YKPaiHChKUX
komriozutopiB I. llepbakoBa «Ilactka nmns Bigemu», P. Cwmomsipa «YepBona
[[Tanoukay, 0. [lleBuenka «Koposab [po3godopomy.

BusHnaueHo CTyIiHb IOCHIKEHHS MPOOJEMAaTUKH AUTSIYOI OMEPU B PI3HUX
acriektax (A. bynmanos, A.T'epman, O. Epmaxos, H. Isyrpadona, T.KBsipikanse,
O. Ky3pmina). Okpemi po3poOKM mpUCBsiYEH] icTopiorpadii IUTAYOI MY3UKHU
(T. Kapumesa, E. Jlongapimse, O. Moceiiko, €. Copokina, O. CocHOBCHKa,
O. TomnakoBa), 3okpema autsdoi omepu (A. Amgamsan, C.T'omy6Genko, B. I'perop,
Croii Impuens, JI. PazmobGapina, X. Camurzame, €. Copokina, J[I. CredanoBuy,
E. Xauarpsin). HaituncenbHima KuUIbKICTh TyOmiKariii sBIsie CcO00I0 MY3HYHO-
KPUTUYHI BIJICYKH HA IIPEM’€PHI BUCTABHU ONEPHUX TBOPIB YKPATHCHKUX 1 3apyO1KHHUX
KOMITO3UTOPiB. He3Baxkaroum Ha pi3HI HAMpsSMU JOCHIDKEHb 3 TPOOJIeMaTHKU

OMEpPHO1 TBOPYOCTI IJIsi JITE€W, IPYHTOBHUX POOIT 3 AUTSIYMUX ONEP YKPATHCHKHUX



aBTOpIB, TUM OUIbBIL, Cy4yaCHUX, HUHI HE iCHYeE. Lle miaKpecnioe akTyalbHICTh TEMU
TUcepTamiitHoi poOoTH.

VY nucepraniiiniii poOoTi copMynbOBaHO 0a30BI MOHSTTS, IO PO3KPUBAIOThH
cnenudiky 3a3HAYEHOTO JTOCIiPKeHHA. Ha OCHOBI BUBUEHHSI TEOPETUYHUX JIKEPEN 3
Teopii Ta ICTOPii My3UKH, 1ICTOPIi My3UIHOTO TeaTpy, TEopli KaHpy, IPoOIeM OnepHOT
JpaMatryprii, METOIWKH aHalli3y ONEpPHUX TBOPIB, ICTOPIl JUTSIYO0I MY3HUKH,
TOBIZIKOBO1 JIiTepaTypu, oumsaua onepa (ad0 CHHOHIMIYHO — omepa I JITeH) €
PI3HOBHJIOM KJIACUYHOI OINEpPHU 3 TEMATUKOIO, IPU3HAYCHOIO JISL JUTSAYOTO BIKY, aje
po3paxoBaHOI0 Ha mnpodeciiiHe BUKOHAHHSA. TakoXk, OMEpHI TBOPU MOXKYTh
BUKOHYBATHCSI CHUIAMH aMaTOPiB, BKIFOYAO4H AiTei. [lo XxapakTepHuX O3HAK JUTIIOT
OTEpH BIJHOCHUMO: BIIMOBIAHUN CIOKET, IO MICTUTh BHUXOBHHUM ITOTCHIIIAN,
aKTUBHICTh PO3BUTKY MY3UYHO-CLIEHIUHO] /Iii; JIJAKOHIYHI Ta CKpaBl 3aCO0M MY3U4HOI
BHUPA3HOCTI JUIsl BTUICHHS 1HAMBIAYyali3allii My3udYHUX 00pasiB.

AKTyasi30BaHO 1 JOMOBHEHO MOHATTS «My3WYHA APAMATYPTisl AUTSIUOT OTIEPU».
[lin HUM OOrpYHTOBAHO <JIOT1YHE BTIIEHHS B MY3HIl JUTAYOI ONEPHU CYKYMHOCTI
PI3HUX CKJIAJIOBHX: PO3TOPTAHHS CIOKETY, CIIEHIUHOI /i1, EeMOIIIMHOTO CTaHy JIHOBUX
oci0 Ha OCHOBI MPHUIOMIB 31CTABJICHHS, KOH(MIIKTY 3 YTBEPIKEHHAM 17€1 epeMoru
no0pa Haj 37I0M MY3UYHO-CIICHIYHMMH 3aco0amu. HeBim’eMHUMH CKJIagOBUMHU
MY3WYHOT JpamaTyprii JUTSYUX ONep € KOHTpPAaCTHE YepryBaHHS aKTiB, KapTHH,
MAaCOBHUX 1 COJBHUX CIIeH. J[UTs4ue CIpUAHATTS aKTUBI3y€ThCSI NMIPU BUKOPHUCTAHHI Y
TBOpax Pi3HOMAHITHUX MY3UYHUX (POPM, COIBHOTO CITIBY (apiii, api030, pEYUTATHBIB
pI3HOTO pOJy), aHCcamOJIiB, XOpiB, @ TAaKOXX OPKECTPOBUX BCTYMIB Ta IHTEPMEiil.
Cepen 3ac001B My3U4HOI BUPA3HOCTI AUTSIYOI OMIEPU BUOKPEMIIEHO: SICHICTh IIJIICHOT
CTPYKTYpPH; TIPOCTOTA 1 JIOTIKa PO3BUTKY MY3HMYHHUX TE€M 3 iX MOBTOPHICTIO; SICKpPaBi
MY3WYH1 XapaKTEPUCTUKHU; HECKJIaJHI My3U4H1 OOYAOBH AJi BTIIEHHS KOHTPACTHUX
oOpas3is.

3 icropiorpadii nuTa4oi onepu OyJI0 BHOKPEMJICHO Pi3HI €Tanu ii pO3BUTKY.
[TouaTkoBwuii eramn (3 kiHig XIX cT. 710 cepeaunu XX CT.) XapaKTEPU3YETHCS TTOSBOIO
MEPIIUX TBOPIB 3 MOCTYMOBOIO CHEIU(DIKAINIEI Y CIOKETHO-00pa3HUX, IHTOHAIIHHO-

PUTMIYHUX MOOYI0BAX PI3HUX HALIOHAIBHUX IIKLUI 1 KOMIO3ULIHHO-IpaMaTypriyHuX



pimenb. [lpyromy eramy icHyBaHHS IuTA4oi omepu (Bix cepeauHu XX CT. 10
noyatky 1990-x pp.) mpuTaMaHHHA AOCUTH CYNEPEWIMBHI XapakTep, aje Homy
HaJIe)KUTh HaWOLIbIIa KUIBKICTIO AUTSYMX omep. Bim mouatrky 1990-x pp. XX cT. 1
XXl cr. guTtsvya omepa 3HAXOJUTHCS y AKTUBHOMY IMOIIYKY $IK TEMaTHKH, TaK 1
3ac001B My3UYHOI BUPA3HOCTI.

[TincymMoByrO4HM pO3BUTOK CBITOBOI aAuTsA4oi ornepu 3 kiHng XIX mo XXI cr.,
JIOBEJIEHO PI3HOILJIAHOBICTH TEeM JIIOpETO: Ka3Ku, Oailku, iCTOpUYHI, (paHTacTHUYHI
CIO’)KETH, MOPCBHKi, KOCMIYHI NPHUTOAX 3 BIANOBLAHMMHU oOpazamu. Komrmoszutopu
oOMpaloTh CIOKETU 3 OIVIALY Ha BIK INIAJAUbKoOi ayauTopii. My3sudyHa apamatrypris
JTUTAYUX OINEP IPYHTYETHCS HAa HACHIBHUX MENOJISIX, SIKI JIETKO BIATBOPIOIOTHCS MU
3armam’sITOBYIOThCs. JIJisl aKTUBHOCTI PO3BUTKY HYITKO PO3MOAUISIOTHCS KOHTPACTHI
oOpasHi chepu. DopreniaHHUN CYNpPOBIJ NEPIIMX ONEPHUX TBOPIB I JITEH
npu3HayaBcsd s nepenavi  my3udyHoi atmocdepu  (O. Broxuep  «I'pubHMit
nepenonox»). KpiM Toro, My3uuH#i CyNmpoBiJ 4acToO MOBHICTIO AyOJIIOBaB BOKaJIbHI
napTii oHuX BUKoHaBIIB (B. OpnoB «JIucuiis 1 BUHOTpag»).

OOrpyHTOBAaHO, MIO0 TOCTYNOBO Yy KOMIIO3UTOPCHKIM MPAKTHIl PI3HUX
HaIlIOHAJIBHUX K1 3 SBJISIIOTHCS 3pa3ku OMEPHUX TBOPIB I JiTeil: AzepOaiimkan
(C. 'amxubexoB «Ickannep 1 [lactyx»), ['py3is (L. TakrakimBiiai «Y CBITI KBITIBY»),
JlatBig (A. Menunbin «Xomuuk 3 MizuH4uuk»), Pocis (H. bpsaucekuit «Kirt, Lan ta
bapan, a6o Ilnytni Kora Backku»), Ykpaina (M. Jlucenko «Koza-gepesa»). Xoua y
nepiii mojgoBuHI XX CT. B TBOPYOCTI KOMIO3UTOPIB poOOTa y 3a3HAYCHOMY KaHPI
HE MaJla CHCTEMAaTUYHOTO XapaKTepy.

JloBeieHO, 10 aKTWBI3allisl MPOLECY HAMHUCAHHS AUTSIYMX ONEPHUX TBOPIB
BiIOyBaeThCcsl y Apyriii mosoBuHi XX cT. OmepHi TBOpM BCE YACTIIIE CTaBaIH
JIOJTATKOBUM BUXOBHUM YHHHUKOM. [10CTYmOBO TpaHC(HOPMYETHCS CIOXKETHHUI 3MICT
OTIEpHUX TBOPIB IS JTITE€H. 3MICT Ka30K JOMOBHIOETHCS aKTyaJbHUMH MOTHBAMU 1
obOpazamu paasHcekux dYaciB (B. Bitma «Cun monky», M. KpacboB «IlaBmik
Mopo30B»). 3BepHEHHS 10 TEM Cy4acCHOCTI, 30KkpeMa pacoBoro rHoOeHHs (B. BiTiin

«XatnHa ngnpka Toma») WM JiTepaTypHUX JDKEPENT POMAHTUYHOTO HAXUITY



(C. baneBuu «bimie BITpUIO caMOTHEY). 3 SBISIOTHCS OMEPH, B SIKUX MOETHYIOTHCS
Ka3Ka Ta peayibHi Moii.

3 PO3BUTKOM pajiio Ta TejeOaueHHs] BUHUKAIOTh HOBI PI3HOBUAM — pajioornepa
(I'. Knaiin «[Togopok Xpwucta-mutuHA Ha 3emito») Ta Tteneomepa (Jx. MeHotTi
«Aman ta HiyHi ['ocTi»). BogHouac, KOMIO3UTOPHU MPOJOBKYIOTh MUCATH ONEpU IS
JTUTSYOTO BUKOHAHHS, 30KpeMa, MeBHA KUIbKICTh TBOPIB HAlMCaHAa KOMIIO3UTOPAMU
ykpaincekoi  miactopu (L. bimorpyn  «UepBona  Illamouka», O. 3amechkwii
«BipkyHurk», f. JlacoBcbkuit «B mapcersi Oxay, 3. JIucbko «3070Te BeCULIs» Ta
1H.). 3’ABUJIMCS TIPUKIIAIA TUTSYUX OMEP Y ABOX PEHAKIISIX — JJIsl TpodeciiftHOro Ta
nutsdoro BukoHaHHA (P. boiiko «Craniiis 3aBasiikay).

MeTo0I0TIYHOK0 OCHOBOIO JIOCHIJKEHHSI MY3WYHOI JpaMaTryprii JUTSYUX
Olep YKpPaiHCBbKMX KOMIIO3UTOPIB CTajly KOHLENTYalbHI IMOJIOXKEHHS JIpamaTyprii
onmepuux  TBopiB  (JI. Byrenko, M. Hpyckin, [ Kypwmik, I'. Kynemosna,
I. Comnepruncokuii, lO. Tromn, B. ®epman, FO. llanopin, b. SApycroBckuii) Ta
MeToauka aHanizy omnepHux TBopiB (/. KocakoBcbkuii, A. Jlazanuina, I. Hanerona,
€. PyubeBchka, C. Cractok, M. Uepkammuna-I'ybapenko). Ha meTomonoriutiit ocHOBI
UX Mpalb 301HCHEHO MY3UKO3HABYMI aHall3 3 aK[EHTOM Ha My3W4HIN ApamMatryprii
onep mia aitedt 1. [llepbakosa, P. Cmonspa, FO. [llepuenka Ta iHIIMX KOMITO3UTOPIB.

Cneundikoro My3uyHoi apamartyprii autsdoi omepu l. Illepb6akoBa «Ilactka
Ju1st BiibM1» € 1HTEHCUBHUI, KOHLIEHTPOBAHUH PO3BUTOK i1 3 OMOPOIO HA TUHAMIYHI
HACKPI3HI CLIEHU (B TOMY YHMCJI1 1 XOpoBi). biiblmicTs 3ac001B My3U4HOI BUPA3HOCTI B
omepi CKepOBaHI Ha MIJKPECICHHS TEMATHUYHOI €IHOCTI Ta IIJIICHOCTI KOMITO3MIIII.
Takumu HalgacTilIe BUCTYMAIOTh JEHTMOTUBH, MMOBTOPHICTH MYy3UYHOTO MaTtepiany
Ta Omopa Ha THUMOBI (GOopMHU B 3araibHId CTPyKTypi omepu. ['epoi HanmimeHi
SCKpPaBUMH, pPEIbEGHUMH MY3UYHUMH XapaKTEPUCTHKAMH, YacTHHA 3 SKHUX
BUKOHYIOTh (DYHKITIi JIEUTTEM, IO MPOXOJATHh SK y BOKAJIBHUX MAaPTIsX, TaK 1 B
IHCTpYMEHTAJIbHOMY CympoBoAi. HeBenuki macmTabu, pyXJuBICTh i, Tapojis Ta
KOMI3M, SICKpaBa, >kKMBa (HOJBKIOPHA MEJOJMKA, PO3MOBHI PEUUTATUBH YACTKOBO

HAOMIKAIOTh OTIEPY 10 JKaHPY ornepu-oyd.



VY napamatyprii autauoi omepu P. Cmomspa «YepBona Illamouka» uiTkO
BUJUISIIOTBCS  JIBa NPOTHAII0UI Tabopu mnepcoHaxiB. g KOMMIO3MII omepu
XapaKTepHa CUMETPUYHA CTPYKTypa. TBip CKIAJA€ThCS 3 ABOX JIiM, y KOXKHINA MO JBi
kapTuHu. HasiBHICTH mposiory 1 yBepTiopu B autsuiid omepi P. Cmomnsipa «UepBona
[[Tanouka» pomoMarae MaJeHBKHM TIUIsiAa4aM yBIMUTH JO CIEHIYHOI Jii MY3W4YHOI
Ka3KH.

B omepi ToyHO BHBIpeHI YacoBl MapaMmeTpu mojid Ha ciueHi. CTpIMKICTh iX
3MiH, KOHKPETHICTh 00pa3iB, ’KBaBICTh YEPT'YBaHHS €IMI30/1B € CIEeU(IKOI0 My3UIHOT
JTpaMatyprii 1iei onepu. Y XapaKTEpHUCTHIll MEPCOHAXKIB JTOMIHYIOTh COJbHI OIMEpHI
dbopmu — I[lepma nicua Boska, Ilicus Jlicopy6a «Hi npo mo», Ilicas 6adyci Ta iH. 3
aHcamOyieBux (popm Haiyacriiie KOMIIO3UTOP 3aCTOCOBYE ayeTu. [Hin ancamOieBi
dbopmH, Takl 5K, KBIHTET, BUKOPUCTaHl y MIHIMaibHIA KuibkocTi. He3Baxkaroun Ha
HOMEpPHY CTPYKTYpY, IIICEHHI HOMEpPU BUIBHO, NPHUPOAHBO TEPEXOASATH Y
pEUYUTATHBHI, & COJIbHI — B aHCaMOJIEB1, IO TAKOXK AKTUBI3YE 3arajibHy 110 1 BIUIMBAE
Ha My3UYHY JpamaTypriio.

Y wMy3uuHifi gpamMaTyprii TBOpY BaXJIMBY pOJb BIIITPAIOTh PO3MOBHI
MOHOJIOTHY Ta JI1aJIOT, OJHAK KUIBKICTh iX HeuucieHHa. [losiBa ix € 3aKOHOMIPHOIO —
KOMITIO3UTOP BBOJMTH iX B TI MOMEHTH JIii, e HCOOXITHO MOSICHUTH MOTHBU BUHMHKIB
roJIOBHUX TepoiB. B 00’eqHaHHI HOMEpPHOI CTPYKTYpH B €IIMHE IIlJIe JIOIOMarae
PO3BUHEHA CUCTEMa JICNTMOTHUBIB, IKUMU HaJ1JI€HI BCl TOJIOBHI MepcoHaxi — BoBK,
Jlicopy6, Uepsona Illanouka, Mama. IX My3uuHi XapakTepuCTHKH 3 SBISIOTHCS B
YBEPTIOPI 1 3ByYaTh HEOAHOPA30BO MPOTATOM BCI€l BUCTaBH, 10 MO3UTUBHO BILIMBAE
Ha YMi3HABAHICTh IePOiB.

[Ipu3HaueHHs BUCTaBU JJIA JITEH MOJOJIIOTO BIKYy 3yMOBHUJIO Ba)KJIHBY POJb
TaHIIOBAILHUX €Mi3041B. ApTUCTH OalieTy € ydacHUKaMHu [iii, SKi MOCHJIIOIOThH
MYy3WYH1 XapaKTEPUCTUKHU TOJOBHUX JIAOBUX 0CI0: MTAIKH, SITMHKH, JIICOBI OaHIUTH.
baneTHi clieHM OpraHivyHO BIUTITAIOTHCS B J110 1 aKTUBI3YIOTh CIIPUUHSATTS TBOpPY. B
pOJII  TAaHIIOBAIBHUX >KaHPIB BUKOPHCTOBYIOTHCS JIOCTYNHI 1 3pO3yMUIl JITAM

TapaHTeNa, BaJIbC 1 MapIIl.



Ha ocHoBi anamizy auts4oi onepu P. Cmomnsipa «YUepsona lllanouka» noseaeHo
XYJIOKHbO-BUXOBHUIM TOTEHIian TBOpPY. Bu3HaueHO 0COOIMBOCTI MY3WYHOT
JpaMatyprii TBOpY, JIWHAMIKy PO3BUTKY JiHCTBa Ta XapakTep KOHQIIIKTY.
OOrpyHTOBaHO, IO My3UYHAa TKaHUHA OMNEpPU € BIJA3CPKAICHHAM TpPaIUIii
€BPOIEUCHKOI ONEpH y MO€IHAHHI 3 1HHOBAIISMU. TakoX, JOBEACHO aKTyalbHICTh
crokeTy JjiteparypHoro mnepmomkepena L. Ileppo mns cydacHoi riasganbKoi
ayuTopii.

Mysuuna npamatyprisi B omnepi FOpis IlleBuenka «Koponb po3nobopomn»
MPOJIOBXKYE TPaAMIlli OMEPHOI ApamMaTyprii 3 PO3BUHEHOIO CHCTEMOIO JICUTMOTHUBIB.
binbima yactuHa neiiTreM moB’s3aHa 3 oOpasoMm Jlpo3noboposa, MpoTe 1CTOTHE
3Ha4YCHHS Mae JielTtrema JroOoBl. Crenudikoo My3WYHOI ApamaTyprii omepu
IO. llleBueHKa € IHTOHALIIHI «apKW» — MIOBTOPH «HA BIJACTaH1», K1 OyJIM XapaKTepHI
JUTsl IHCTPYMEHTAIBHOI MY3UKH, 30KkpeMa cuM@oHiIuHOI. My3uuHa MoBa BiAMNOBIA€E
BUMOraM My3u4Horo tearpy XXI cr. Iif mpuTamanHi sickpaBicTh KOHTPACTIB, GIMCK
OpPKECTPOBUX TEeMOpIB, BIYUHICTh XapaKTEPUCTHK. BcepeauHi TBOpY 3yCTpIiHaeThes
BUTbHA B3a€MOJIS PI3HOKAHPOBUX EJIEMEHTIB, TaKUX SIK, My3U4Ha KOMeJis (MpsMi
MY3UYHO-00pa3Hi1 aHaJIorii), KJ1acuyHa ornepeTa (KyIJIeTHI ONEPETKOBI CTPYKTYpH) Ta
MIO3UKJI (TUTIOBI MeJIOAWYHI 1 pUTMidH1 dhopmynn). CumM0O103 TpaIULIMHUX OTIEPHUX
dbopm 3 cydacHuMu iHTOHamisIMU («YUynmacis»), M03BOJSE BIA3HAYMTH TEHACHIIIIO
30JIMDKEHHSI OTEpH 13 CydacHOI0 ecTtpanoro. OTke, 3aBASKH BIAIOMY TMOETHAHHIO
HOBaTtopchbkoro 1 TtpaaumiiHoro, TBip lO. IlleBueHka € IIJIKOM AOCTYITHUM JIS
CIPHHHATTS JUTSIYOIO ayAUTOPIETO.

BuzHnaueHo, HOMEpHY CTPYKTYPY KOXKHOI 3 JBOX i, B SKHX IEPEBAKAIOTH
TpaauiiitHi omepHi ¢dopmu (apii, ayetu, Xopu 1 T. 1.). OOTpyHTOBaHO, IO IS
aKTUBHOI CIIEHIYHO1 i1 KOMIIO3UTOp 3acCTOCyBaB MpuioMmMu attaca, 00’ €qHyrOUYU
OKpeMi HOMEpH B IUIICHI CIICHW, NMPOHW3aHl €IUHUM TBOpUuM 3amymom. OTxe,
PO3TOPHYTI CILIEHU, SIKI MICTSITh COJIBHI €Mi30H, aHCcaMOJI, XOpU, THCTPYMEHTAJbHI
€Mi30[M TMOENHYIOTHCS 3 OKPEMUMH 3aKIHUEHMMU HoMmepaMmu (apii, ayetw). Taxuit

MPUHITUT BEJIE 10 OPTaHIYHOCTI CIIEHIYHO-MY3UYHOTO PO3BUTKY.



[Tigkpimieno ¢axramu, 10 XOPOBI CLIEHU € HEBIJ €MHOIO CKJIAJOBOIO ONEpHU
FO. lleBuenka. Lle cBimuuTh Mpo iX BaXIJIMBICTh y PO3BUTKY MY3MUYHOI JIpamaTyprii.
Xoya XOpHU HE CTaloTh 0e3MocepeHh0 yyacHUKamu Jii. B onepi HeMae po3ropHyTHX
XOpOBUX CIICH, 3piJiKa 3By4aTh camocTiiHl xopu («KapHaBan»). Bci BoHu moB’s13aHi
13 COJIBHUMH €Mi30JjaMHu, NEpPEeBaXHO, CYNPOBOKYIOTh a00 pO3MOYMHAIOTH YU
3aBEPIIYIOTh COJbHI YK aHCcaMOJieBl CIIEHH. XOpOBI CIIEHH CHPUSIIOTH PO3TOPTAHHIO
OCHOBHHX TMOMIN 1 € OpraHiYHMM KOMIIOHEHTOM MY3WYHOI JpamMaTyprii, 30KpeMa
onepu 0. IlleBueHka.

BusnadeHo akTuBI3yr0uy poJib OajieTy, Xxo4a BiH JIONOBHIOE 1 I€KOPATUBHICTh
cueHiyHoi Aii. HeuncneHHi TaHUIOBalbHI €MI30/14 BIAITPalOTh (DYHKIIIO 1HTEPMEIi,
BIJIPI3HSIOTHCS BUJOBUIIHICTIO M OapBUCTICTIO, 10 BAXKIWBO IJISl JUTAYOI ONEPH.
Taneup € «JIedTRKAHPOM» BCI€i oniepu. TaHIIOBaJIbHA PUTMIKA MPOHU3YE TAPTUTYPY
«Kopons [Ipo3no6opona». Po3mmpena puTMcekinisi B OPKECTpl MOCUITIOE JUHAMIKY
MYy3WYHO-CIIEHIYHO1 [1i. Hu3ka akTUBHUX >KaHpIB (CBATKOBHM Mapli, YpOUHUCTUN
MOJIOHE3 1 JIIPUYHUNA BaJibC) BIATBOPIOIOTH atMocdepy nanamiB 1 xatunu KeOpaka.
Cneuudika wmy3uuHoi pApamaryprii gutsauoi omepu HO. llleBuenka «Kopoib
Hpo31000p0o1» PO3KPUBAETHCA Yepe3 JIOTTYHUN 1 CTUCTO CHOPMOBAHUN CLIEHApIi
3T1JIHO JiTepaTypHOro Jpkepena. JIakoHi3M J10peTo T03BOJIUB My3WYHO BTUIUTH 3MICT
TBODY.

VYV nuTAauux omnepax cydacHMX YyKpaiHcbkux kommosutopiB (1. IlepOaxos
«Ilactka ms Binemmy, P. Cmomnsap «YepBona Illamoukay, HO. Illepuenko «Kopoub
Hpo310060poa») siCKpaBO MPOJIEMOHCTPOBAHI MPOLIECH PO3BUTKY 0OpPa3HO-3MICTOBHUX
JIHIA 31CTaBJIEHHS 1 B3aeMOJli 00pa Ta 371a. YCl CKIAJHUKHM MY3UYHUX TBOPIB
MIIKOPEHI PO3KPUTTIO iX iaeiHoro 3micty. llimicHa cuctema 3aco0iB BHPa3HOCTI
bopMye KOMITO3ULIIMHY 3aBEPIIEHICTD, IKa PO3KPUBAE OCHOBHUN KOH(IIKT TBOPY, a
y BCIX TPhOX OTMepax 3a3HAYCHUX KOMITO3UTOPIB — I1e Ka3ka. Kasii npuramManHuii TUM
KOH(DITIKTHOT JpamaTyprii 3 TPOTUCTABICHHSM, B3aEMOJIIEI0 Ta OOpPOTHOOIO
NPOTUIICKHUX Ta0OPIB MEPCOHAXKIB UM 00pa3iB.

My3uyHa JApaMarypris —MpoaHATI30BaHUX JUTSYMX  ONEpP  PO3KPUBAE

3arajibHOJ[paMaTU4yHl 3aKOHM 3 BIAMOBIIHUMM €TamaMd PO3BUTKY: 3aB’s3Ka,



PO3BUTOK, KyJIbMiHallig, po3B’si3ka. Ha mpuknaai IUTAYMX omep BU3HAYEHO, IO
My3UYHa JApaMaTypris peali3yeTbCsl Yy XapakTepUCTUII My3WYHUX oOpa3iB 3a
OPUHIIMIIAMU  CXOXOCTI Ta KOHTpacTy. (OOOB’SI3KOBOIO CKJIAJ0BOIO MY3UYHOIO
MaTepialy € TOBTOPHICTH, sIKa JOMOMAara€ MaJeHbKOMY TJIS/IadeBi Ta CIIyXadeBi
3pO3YMITH JIOTIKY PO3BUTKY CIIEHIYHOI JIii Ta 3araJbHUN 3MICT TBOPIB.

JUist  quTsuux omep, 30KpeMa YKPaiHChKUX KOMIIO3UTOPIB, XapaKTEepPHH
KOHTPACT, SIK OCHOBAa PO3BHUTKY iX My3W4HOi Ipamaryprii. KonTpactHe 3icTaBieHHs
o0pas3iB, cIieH, 3aC00IB My3MYHOI BUPA3HOCTI 3a0€3MeUyI0Th JUHAMIYHE PO3TOPTaHHS
(dbopmMU Ha BCiX PIBHSX.

OTxe, OOCHIKEHHS MY3UYHOI JApaMaryprii AUTSIYUX OINep YKPaiHChKUX
KOMIIO3UTOPIB BIJKPUBAE IEPCHEKTUBU MOJAIBIIOTO BUBYEHHS IHIIUX TBOPIB B
aCmeKTl OHOBJICHHS MY3WYHOI MOBHM Ta IHTEpIHpeTanli BIJOMHUX JITEpaTypHUX
CIOXKETIB.

KawouoBi cioBa: gutsya omepa, My3W4yHa Jpamarypris, YKpaiHCBKI
komno3utopu KiHIE XX — XXI cromite, I. llepbakoB «Ilactka s BigsMumy,

P. Cmomsip «Yeprona [llamoukay, FO. Illepuenko «Kopoib [Ipo3nodopomy.

SUMMARY

Romanets D. O. Musical dramaturgy of children's operas by Ukrainian
composers of the late 20th — 21st centuries. — The Qualifying Scientific Work on the
Rights of the Manuscript.

Thesis for a Doctor of Philosophy Degree: Specialty 025 Music art. — National
Academy of Culture and Arts Management, Ministry of Culture and Information
Policy of Ukraine, Kyiv, 2021.

The scientific objective of the research is to summarize information about the
specifics of musical dramaturgy of children's operas by Ukrainian composers based
on the musicological analysis of the operas by I. Shcherbakov “The Trap for the
Witch”, R. Smolyar “Little Red Riding Hood”, Yu. Shevchenko “King



Drozdoborod”. To understand the typical features of musical dramaturgy, the
presented dissertation mastered opera works for children of Russian and foreign
composers from the 19th century, which made it possible to reveal the inextricable
interaction of the plot basis and musical design when choosing a musical and
dramatic solution. For the first time in the dissertation, a musicological analysis of
children's operas by Ukrainian composers I. Shcherbakov “The Trap for the Witch”,
R. Smolyar “Little Red Riding Hood”, Yu. Shevchenko “King Drozdoborod” was
carried out.

The degree of research of the problematics of children's opera on various
aspects is determined (A.Budanov, A.German, A.Ermakov, N. lzugrafova,
T. Kvirikadze, O. Kuzmina). Separate developments are devoted to the
historiography of children's music (T. Karysheva, E. Londaridze, A. Moseiko,
E. Sorokina, A. Sosnovskaya, A. Tompakova), including children's opera
(A. Adamyan, S. Golubenko, V. Gregor, Xu Yinchen, L. Razdobarina, H. Sadigzade,
E. Sorokina, D. Stefanovich, E. Khachatryan). The largest number of publications are
musical-critical reviews of premiere performances of operas by Ukrainian and
foreign composers. Despite various directions of research on the problems of opera
for children, fundamental works on children's operas by Ukrainian authors, especially
modern ones, do not exist now. This emphasizes the relevance of the topic of the
dissertation work.

In the dissertation work, basic concepts are formulated that reveal the specifics
of this research. Based on the study of theoretical sources on the theory and history of
music, the history of musical theater, genre theory, problems of opera dramaturgy,
methods of analyzing opera works, the history of children's music, reference
literature, children's opera (or synonymously — opera for children) is a kind of
classical opera, with themes designed for children, but designed for professional
performance. Also, operatic works can be performed by an amateur cast, including
children. The characteristic features of children's opera include: the corresponding

thematicism, containing the educational potential; active development of musical and



stage action; laconic and vivid means of musical expression for the individualization
of musical images.

The concept of “musical dramaturgy of a children's opera” has been updated
and supplemented. By it we mean “the logical embodiment in the music of a
children's opera of a set of various components: the deployment of the plot, stage
action, the emotional state of the characters based on comparison techniques, conflict
with the approval of the idea of the victory of good over evil by musical and stage
means. An integral part of the musical dramaturgy of children's operas is the
contrasting alternation of acts, paintings, mass and solo scenes. Children's perception
is activated when using various musical forms, solo singing (arias, ariosos, recitatives
of various kinds), ensembles, choirs, as well as orchestral intros and interludes.
Among the means of musical expressiveness of children's opera, the following are
distinguished: clarity of the integral structure; simplicity and logic of the
development of musical themes and their repetition; bright, simple musical
constructions for the embodiment of contrasting images.

From the historiography of children's opera, various stages of its development
are highlighted. The initial stage (from the end of the 19th century to the middle of
the 20th century) is characterized by the appearance of the first works with a gradual
specification in plot-figurative, intonational and rhythmic constructions of various
national schools and compositional and dramatic solutions. The second stage in the
existence of children's opera is characterized by a very contradictory character, but
with the largest number of children's operas being written (from the middle of the
20th century to the middle of the 1990s). The beginning and end of the 1990s and the
21st century, children's opera is in an active search for both themes and means of
expression.

Summing up the development of world children's opera from the end of the
19th century to the 21st century, the diversity of the libretto's themes is proved: fairy
tales, fables, historical, fantastic plots, sea, space adventures with corresponding
images. Composers choose stories based on the age of the audience. The musical

dramaturgy of children's operas is based on melodies that are easy to reproduce and



remember. For developmental activity, contrasting shaped spheres are clearly
distributed. The piano accompaniment of the first opera pieces for children was
intended to convey the musical atmosphere (A. Buchner “Mushroom Trouble™). In
addition, the musical accompaniment often completely duplicated the vocal parts of
young performers (V. Orlov “Fox and Grapes”).

It is substantiated that gradually in the composing practice of various national
schools there are samples of opera works for children: Azerbaijan (S. Hajibeyov
“Iskander and the Shepherd”), Georgia (Sh. Taktakishvili “In the world of flowers”),
Latvia (J. Medinsh “Boy with a finger”), Russia (N. Bryanskiy “Cat, Goat and Sheep,
or rogue Cat Vaska”), Ukraine (M. Lysenko “Goat-Dereza”). Although in the first
half of the twentieth century. the appearance of this genre in the works of composers
was not systematic.

It is proved that the activation of the process of writing children's opera works
takes place in the second half of the 20th century. Operatic works more and more
often became an additional educational factor. The plot meaning of opera works for
children is gradually being transformed. The content of fairy tales is complemented
by actual motives and images of Soviet times (V. Vitlin “Son of the Regiment”,
M. Krasyov “Pavlik Morozov”). There is traced an appeal to the themes of
modernity, in particular, racial oppression (V. Vitlin “Uncle Tom's hut”) or literary
sources of a romantic bias (S. Banevich “A lonely sail white sail”’). Operas appear
that combine fairy tales and real events.

With the development of radio and television, new varieties have emerged —
the radio opera (G. Kneipp “The Journey of Christ the Child to Earth”) and the
television opera (J. Menotti “Amal and the Night Guests”). At the same time,
composers continued to write operas for children's performance, in particular, a
certain number of works were written by composers of the Ukrainian diaspora
(I. Belogrud “Little Red Riding Hood”, A. Zalessky “Tsvirkunchik”, J. Lasovsky
“In the kingdom of Okh”, S. Lisko “Golden Wedding”, etc.). There are examples of
children's operas in two versions — for professional and children's performance
(R. Boyko “Station Zavalyaika”).



The methodological basis for the study of the musical dramaturgy of children's
operas by Ukrainian composers was the conceptual provisions of the dramaturgy of
opera works (L. Butenko, M. Druskin, I. Kurilyak, G. Kuleshova, 1. Sollertinsky,
Y. Tyulin, V. Ferman, Yu. Shaporin, B. Yarustovsky) and methods of analysis of
opera works (D. Kosakovsky, A. Lazanchina, I. Naletova, E. Ruchevska, S. Stasyuk,
M. Cherkashina-Gubarenko). On the methodological basis of these works, a
musicological analysis was carried out with an emphasis on the musical dramaturgy
of operas for children by I. Shcherbakov, R. Smolyar, Yu. Shevchenko and other
COMpOoSers.

The specificity of the musical dramaturgy of the children's opera by
I. Shcherbakov “The Trap for the Witch” is the intensive, concentrated development
of the action based on dynamic through scenes (including choral ones). Most of the
means of musical expression in opera are aimed at emphasizing the thematic unity
and integrity of the composition. These are most often leitmotifs, repetition of
musical material and reliance on typical forms in the general structure of the opera.
The heroes are endowed with bright, embossed musical characteristics, some of
which serve as leittems, which take place both in vocal parts and in instrumental
accompaniment. Small scales, mobility of action, parody and comedy, bright, lively
folk melodies, colloquial recitations partially bring the opera closer to the opera-buff
genre.

In the dramaturgy of R. Smolyar's children's opera “Little Red Riding Hood”,
two opposing camps of characters are clearly distinguished. The composition of the
opera is characterized by a symmetrical structure. The work consists of two acts, each
with two pictures. The presence of a prologue and an overture in R. Smolyar's
children's opera “Little Red Riding Hood” helps young viewers to get into the
essence of the stage action of a musical fairy tale.

The opera has precisely adjusted the timing of the events on the stage. The
swiftness of their changes, the concreteness of the images, the liveliness of the
alternation of episodes are the specifics of the musical dramaturgy of this opera. The

characterization of the characters is dominated by solo operatic forms — Vovk's



songs, Lumberjack's Song “Nothing”, Grandmother's Song, etc. Of the ensemble
forms, the composer most often uses duets. Other ensemble forms such as the quintet
are used to a minimum. Despite the numerical structure, song numbers freely,
naturally turn into recitative ones, and solo ones — into ensemble ones, which also
activates the general action and influences musical dramaturgy.

In the musical dramaturgy of the work, conversational monologues and
dialogues play an important role, however, the number they are few in number. Their
appearance is natural — the composer introduces them to those moments of the action,
where it is necessary to explain the motives of the actions of the main characters. A
developed system of leitmotifs, which are endowed with all the main characters — the
Wolf, the Lumberjack, Little Red Riding Hood, Mama, helps in uniting the number
structure into a single whole. Their musical characteristics appear in the overture and
sound repeatedly throughout the entire performance, which has a positive effect on
the recognition of the characters.

The purpose of the performance for young children gave rise to the important
role of the dance episodes. Ballet dancers are participants in the action, which
enhance the musical characteristics of the main characters: birds, trees, forest bandits,
goblin. Ballet scenes are organically intertwined with the action and intensify the
perception of the work. Tarantella, waltz and march, accessible and understandable to
children, are used as dance genres.

Based on the analysis of R. Smolyar's children's opera “Little Red Riding
Hood”, the artistic and educational potential of the work has been proved. The
features of the musical dramaturgy of the work, the dynamics of the development of
the action and the nature of the conflict are determined. It is substantiated that the
musical fabric of the opera is a reflection of the traditions of European opera
combined with innovations. Also, the relevance of the plot of the literary primary
source of Ch. Perrault for the modern audience is proved.

Musical dramaturgy in Yuri Shevchenko's opera “King Drozdoborod”
continues the traditions of opera dramaturgy with a developed system of leitmotifs.

Most of the leittem is associated with the image of Blackbeard, but the theme of love



Is essential. A specific feature of the musical dramaturgy of Yu. Shevchenko's opera
is intonational “arches” — repetitions “at a distance”, which were characteristic of
instrumental music, in particular symphonic music. The musical language of the 21st
century meets the requirements of the musical theater. It is characterized by the
brightness of contrasts and the brilliance of orchestral timbres. Within the work, there
Is a free interaction of different genre elements, such as musical comedy (direct
musical-figurative analogies), classical operetta (couplet operetta structures) and
musical (typical melodic and rhythmic formulas). The symbiosis of traditional
operatic forms with modern intonations (“Chudasiya”) allows us to note the tendency
of convergence between opera and modern stage. So, thanks to the successful
combination of the innovative and the traditional, the work of Yu. Shevchenko is
quite accessible for the perception of the children's audience.

It has been determined that traditional operatic forms (arias, duets, choirs, etc.)
prevail in the number structure of each of the two acts. It is substantiated that for
active stage action the composer applied attaca techniques, combining separate
numbers into integral scenes, permeated with a single creative concept. So, expanded
scenes containing solo episodes, ensembles, choirs and instrumental episodes are
combined with separate complete numbers (arias, duets).This principle leads to the
organic nature of musical and stage development.

It is supported by the facts that choral scenes are an integral part of
Yu. Shevchenko's opera. This testifies to their importance in the development of
musical dramaturgy. Although the choirs do not become directly participants in the
action. Expanded choral scenes are formed in the opera, and occasionally
independent choirs are played (Carnival). All of them are associated with solo
episodes, mainly accompany or begin or end solo or ensemble scenes. Choral scenes
contribute to the development of the main events and are an organic component of
musical dramaturgy, in particular, the opera by Yu. Shevchenko.

The activating role of the ballet is determined, although it also complements
the decorativeness of the stage action. A few dance episodes play the function of

interludes, are spectacular and colorful, which is important for children's opera. The



dance is the “leitgenre” of the whole opera. The dance rhythm permeates the score of
King Drozdoborod. Expanded rhythm section in the orchestra enhances the dynamics
of the musical and stage action. A number of active genres (festive march, solemn
polonaise and lyrical waltz) recreate the atmosphere of palaces and beggars' huts. The
specificity of the musical dramaturgy of the children's opera by Yu. Shevchenko
“King Drozdoborod” is revealed through a logical and briefly formed script based on
a literary source. The laconicism of the libretto made it possible to musically embody
the content of the work.

Children's operas by contemporary Ukrainian composers (l. Shcherbakov
“A Trap for a Witch”, R. Smolyar “Little Red Riding Hood”, Yu. Shevchenko
“King Drozdoborod”) clearly demonstrate the development of figurative and
semantic lines of juxtaposition and interaction between good and evil. All
components of musical works are subordinated to the disclosure of their ideological
content. A holistic system of means of expression forms compositional
completeness, which reveals the main conflict of the work, and in all three operas of
these composers, the plot basis is a fairy tale. A type of conflict dramaturgy with
opposition, interaction and struggle of opposing camps of characters or images is
inherent in the fairy tale.

The musical dramaturgy of the analyzed children's operas is subject to general
dramatic laws with the corresponding stages of development: exposure, setting,
development, culmination, denouement. The musical dramaturgy, defined on the
example of children's operas, is realized in the characterization of musical images by
the principles of similarity and contrast. Repetition becomes an obligatory component
in musical material, which helps the young viewer and listener to understand the
development of stage actions and the general meaning of the works.

For children's operas, including Ukrainian composers, contrast is characteristic
as the basis for the development of musical dramaturgy of works. Contrasting
juxtapositions of images, scenes, means of musical expression provide dynamic

development of form at all levels.



Thus, the study of the musical dramaturgy of children's operas by Ukrainian
composers opens up prospects for further study of other works in terms of updating
the musical language and interpreting well-known literary plot.

Key words: children's opera, musical dramaturgy, Ukrainian composers of the
late 20th — 21st centuries, |. Shcherbakov “Trap for the Witch”, R. Smolyar “Little
Red Riding Hood”, Yu. Shevchenko “King Drozdoborod”.
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