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Pomaney /]. O. My3u4Ha [apaMaTyprisi IUTAYUX ONep YKPAIHCbKHUX
koMno3uTopiB KiHusg XX — XXI croaith. — KBamidikaiiiina HaykoBa mpans Ha
paBax pyKoOIMuCy.

Hucepraiiist Ha 3700yTTs CTymeHs JAoKTopa ¢uiocodii 3a cnemianbHicTIO 025
My3uune wmucrtentBo. — HarionanbHa akajemis KepiBHUX KaapiB KyJIbTYypH 1
MUCTeUTB, MiHICTEepCTBO KyJIbTypu Ta iH(MopmamiiHoi momituku Ykpainu, Kwuis,
2021.

HaykoBe 3aBIaHHAl TOCIIIKEHHS TOJSATAa€ B y3arajibHEHHI BIJOMOCTEH MPO
cnenu@iKy MY3UYHOI JIpamMaTyprii JUTAYUX ONep YKPAiHCBKUX KOMIIO3UTOPIB Ha
OCHOB1 My3uko3HaBuoro anamizy omnep . lllepbakoBa «llactka mnga Binbmu»,
P. Cmomspa «YepBona Illanmoukay, lO. IlleBuenka «Koponw JIpozmobopon». s
PO3YMIHHSI TUIIOBUX PUC MY3MYHOI ApaMaTyprii y Mexxax MpeAcTaBlIeHOl AUcepTaiii
OyJ10 OMaHOBAaHO OMEpPHI TBOPH IJIsl AIT€H BITUU3HSHUX 1 3apYOLKHUX KOMIIO3UTOPIB
Bi XIX CT., 1110 J03BOJIMIIO BUSIBUTH HEPO3PUBHY B3aEMOIII0 CIOXKETHOI OCHOBH 1
MY3UYHOTO O(OpPMIIEHHS MPU BUOOPI MY3UUHO-ApaMaTypriyHoro pimeHHs. Bnepiie
y Jaucepramii 3A1MCHEHO MY3UMKO3HABUMI aHami3 JUTIYUX OIep YKPaiHChKHUX
komno3utopiB I. lllepbakoBa «Ilactka g Bigemu», P.Cwmomsapa «YepBoHa
anmouxkay, FO. leBuenka «Kopoas Apo3nodopony.

BuszHayeHo cTymiHb JOCHIJKEHHS MPOOJEMAaTUKHU JIUTAYOI ONEpU B PI3HUX
acriektax (A. bynanos, A.T'epman, O.€EpmakoB, H. Izyrpadosa, T. Ksipikan3e,
O. Ky3pMmina). Okpemi po3poOKH MpuUCBsiUeH] ictopiorpadii IUTAYOI MY3UKH
(T. Kapumesa, E. Jlonmapinze, O. Moceiiko, €. Copokina, O. CocHOBChKa,
O. TomnakoBa), 30kpema autsdoi omepu (A. AmamsH, C. l'onmybenko, B. I'perop,
Croott Inpuenn, JI. PazmobGapina, X. Camurzame, €. Copokina, JI. CredanoBuuy,
E. Xauarpsin). HaituncenbHima KUIbKICTh MyOJiKamiil sBiasie co000 MYy3UYHO-
KPUTUYHI BIATYKH Ha IIPEM’€pHI BUCTABH ONEPHUX TBOPIB YKPATHCHKUX 1 3apyOLKHUX
KOMIIO3UTOpiB. He3Bakaroum Ha pI3HI HANpsMU JOCHIIKEHb 3 MpOoOIeMaTHKU

OMEpPHOT TBOPUYOCTI JJIsl JiTE€H, IPYHTOBHUX POOIT 3 AUTIYUX ONEP YKPATHCHKHUX



aBTOpIB, TUM OUIBIN, Cy4yaCHUX, HUHI He icHye. lle miakpeciioe akTyalbHICTh TEMHU
TUcepTaliiHoi poOoTH.

VY auceptaiiiiniii po6oti chopMyaboBaHO 0a30Bi MOHSATTS, IO PO3KPUBAIOTH
cnenugiky 3a3Ha4eHoro JociikeHHs. Ha OCHOBI BUBUEHHS TEOPETUYHUX JIKEPEI 3
TeOopii Ta 1CTOPii My3UKH, 1CTOPIi My3UYHOTO TeaTpy, TEOpii xKaHpy, IpoOJIeM OrepHOT
ApaMaryprii, METOJUKH aHali3y OMNEpHUX TBOPIB, ICTOPii JUTAYOI MY3HUKH,
JIOBIZIKOBO1 JIiTEepaTypu, oumsaua onepa (ad00 CUHOHIMIYHO — oIepa sl JITeH) €
PI3HOBUJIOM KJIACUYHOI OMEpH 3 TEMATHUKOIO, MPU3HAYEHOIO JIJISl AUTSIYOrO BIKY, alie
po3paxoBaHOl0 Ha mpodeciiiHe BUKOHAHHS. TakoX, ONEpHI TBOPH MOXKYTh
BUKOHYBATHUCS CHJIAMU aMaToOPiB, BKIIIOUAOUH JiTed. Jlo XapakTepHUX O3HAK AUTIYOL
OomepH BIAHOCHUMO: BIJIMOBIAHUN CIOKET, 110 MICTUTh BUXOBHUN TMOTEHIIIA;
aKTUBHICTH PO3BUTKY MY3UYHO-CLEHIYHOT Ji1; JIJAKOHIUHI Ta CKpaBi 3aCO0M MY3UYHO1
BUPA3HOCTI JJIs1 BTUICHHS 1HAMBIAyaTi3allii My3u4HUX 00pa3iB.

AKTyani30BaHO 1 JJOMIOBHEHO MOHATTS «My3WYHa ApaMaTypris JUTAYO1 OTIepu».
[lin HUM OOTPYHTOBAHO <«JIOT1YHE BTUICHHS B MY3HIIl JUTSYOI OMEPU CYKYMHOCTI
PI3HUX CKJIAJIOBUX: PO3TOPTAHHS CIOKETY, CIEHIYHOI /111, EMOIIMHOTO CTaHy J1MOBUX
0ci0 Ha OCHOB1 MPUIOMIB 31CTABICHHS, KOH(MIIKTY 3 YTBEPIKEHHSM 1/1e1 epemMoru
no0pa Haja 3J0M MY3HYHO-CIEHIYHUMHU 3acobamu. HeBin’eMHUMH CKIIaIOBUMHU
MY3UYHOI JpamaTyprii JUTAYUX ONEp € KOHTPACTHE YEpPryBaHHs aKTIB, KapTHH,
MAacCOBHUX 1 COJBHUX CIEH. JluTsye CIpUIHATTS aKTUBIZY€TbCA MPU BUKOPUCTAHHI Y
TBOpaX P13HOMaHITHUX MY3UYHUX (DOPM, COIBHOTO CIIBY (apiid, apio30, peuyUTaTUBIB
pI3HOTO pOjy), aHCaMOJIIB, XOpiB, @ TaKOX OPKECTPOBUX BCTYIIB Ta IHTEPMEii.
Cepen 3aco0iB My3UYHOI BUPA3HOCTI AUTSIYOT ONIEPH BUOKPEMIICHO: SICHICTh LUIICHOT
CTPYKTYpPH; IIPOCTOTA 1 JIOTiKA PO3BUTKY MY3MYHHMX TE€M 3 iX MOBTOPHICTIO; SICKpaBi
MY3UYH1 XapaKTePUCTUKHU; HECKIIaJIHI MY3UYH1 TOOYA0BH JJisl BTUIEHHS KOHTPACTHUX
oOpas3is.

3 icropiorpadii 1uTA40i onepu OyJI0 BUOKPEMIJICHO pi3HI €Tamnu ii pO3BUTKY.
[TouaTtkoBuii etan (3 kiHig XIX cT. 70 cepeaunn XX CT.) XapaKTEPU3YETHCS MOSBOIO
NEePIIUX TBOPIB 3 MOCTYNOBOIO CHEIU(IKAIIEIO Y CIOKETHO-00pa3HUX, 1HTOHAIIHO-

PUTMIYHUX MOOYI0BAX PI3HUX HAI[IOHAIBHUX HIKUJI 1 KOMIO3UI[IHHO-IpaMaTypridHUX



pimiens. Jlpyromy eramy ICHYBaHHsA AMTS40i omepu (Bin cepeauHu XX CcT. 110
noyatky 1990-x pp.) mpuTaMaHHUN JOCUTH CYNEPEWIMBHHN XapakTep, ajie Homy
HaJEXUTh HAWOUIbIIA KUIBKICTIO AUTS4MX omep. Big mouatky 1990-x pp. XX cT. 1
XXIcT. guTsvya omepa 3HAXOAUTHCA y AKTUBHOMY IMOIIYKY $K TEMaTHUKH, TaK 1
3ac001B My3UYHOT BUPA3HOCTI.

[TincyMmoByrOUHM PO3BUTOK CBITOBOI auTsvoi omepu 3 kiHig XIX mo XXI cr.,
JIOBEJICHO PI3HOIUIAHOBICTh TeM JIOpEeTO: Kas3ku, Oailku, iCTOpuuHi, (haHTACTHUUHI
CIOKETH, MOPCBKI, KOCMIYHI NPUTOIM 3 BIANOBIAHUMHU oOpazamu. Kommosutopu
o0HpaloTh CIOKETU 3 OIVIAYy Ha BIK IUIAAanbkoi ayauTopii. My3uyHa apamarypris
TUTSYUX ONEp TPYHTYETbCS HA HACHIBHUX MEJOJISAX, K1 JIETKO BIATBOPIOIOTHCA ¢
3armam’sITOBYIOThbCsl. JIJisi aKTMBHOCTI PO3BUTKY YITKO PO3MOJAUISIOTHCS KOHTPACTHI
oOpasni cdepu. dopreniaHHUN CYNpPOBIJ MNEPIIMX OMNEPHUX TBOPIB IS JITEH
npu3HayaBcs s nepepadl  mysuyHoi atmocdepu  (O. broxuep «I'puOHuii
nepenosiox»). KpiMm Toro, My3uuHHI CyNnpoBiJ 4acToO MOBHICTIO TyOJIFOBaB BOKaJbHI1
napTii ;oHuX BUKoHaBIIB (B. OprnoB «Jlucuiis 1 BUHOrpaag»).

OOrpyHTOBaHO, WIO TMOCTYNMOBO Yy KOMIIO3UTOPCHKIM MpaKTHIl PI3HUX
HaIlIOHAJIbHUX IIKUT 3’ SBJISIIOTHCS 3pa3Ky ONEPHUX TBOPIB JIA JiTel: AzepOaiimkan
(C. 'amxubexoB «Ickanaep 1 [Tactyx»), ['py3is (L. TaktakimBiial «Y CBITI KBITIBY»),
JlatBia (. Meaunbin «Xiomuuk 3 MisuH4uuk»), Pocis (H. bpsucekuit «Kir, Lan Ta
Bbapan, a6o [Tnytai Kota Backku»), Ykpaina (M. Jlucenko «Ko3za-nepe3a»). Xoua y
nepiii mojaoBuHI XX CT. B TBOPUOCTI KOMIIO3UTOPIB poOOTa y 3a3HAYEHOMY >KaHPI
HE Majla CUCTEMaTHYHOTO XapaKTepy.

JloBesieHo, 10 aKTHBI3allil NPOLECY HAMHUCAHHS IUTSYMX OINEPHUX TBOPIB
BiIOyBaeThcss y Apyriid monmoBuHi XX cT. OmepHi TBOpU BCE YAaCTIlIE CTaBaJU
J0JIaTKOBUM BUXOBHUM YMHHHUKOM. [1OCTYNOBO TpaHCHOPMYETHCS CIOKETHUM 3MICT
ONEpPHUX TBOPIB I JITE€H. 3MICT Ka30K JOMOBHIOETHCS aKTyaJbHUMU MOTHUBAMHU 1
oOpazamu pansHcbkux daciB (B. Bitnmin «Cun nonky», M. KpackoB «llaBnik
Mopo30B»). 3BepHEHHS 10 TEM CY4acHOCTI1, 30KkpeMa pacoBoro rHoOeHHs (B. BiTiin

«XatuHa Jggapka ToMa») 4YM  JITEpaTypHUX JOKEpes POMAHTHUYHOTO HaXWILY



(C. baneBuu «biie BITpUIO CaMOTHE»). 3’ SIBISIOTHCS OMEPU, B SKUX MOETHYIOTHCS
Ka3Ka Ta peaJibH1 MOoii.

3 PO3BUTKOM pajiio Ta TejiebauyeHHs] BUHUKAIOTh HOB1 PI3HOBUAM — pajioornepa
(I'. Knaiin «[Togopox Xpucta-nuTuHU Ha 3emito») Ta Teneomnepa (Jx. MeHoTTi
«Aman ta HiuHi ['ocTi»). BogHouac, KOMIO3UTOPU NMPOAOBKYIOTH UCATH ONEPU IS
JUTSYOr0 BUKOHAHHSA, 30KpeMa, MeBHAa KUIbKICTh TBOPIB HAalMCaHa KOMIO3UTOpaMHU
ykpaincpkoi  miacopu (L. bimorpyn  «YepBona Illamouka», O. 3anechkuit
«IBipkyHuuk», . JlacoBcekuit «B napctsi Oxa», 3. JIucbko «305710Te BeCUUIS» Ta
1H.). 3’ABWIKCS TIPUKIIAIUA TUTAYMUX OMEP Y JBOX PENaKIiaxX — sl mpodeciiiHoro ta
nutsiuoro BukoHaHHs (P. boitko «Craniiis 3aBansiika).

MeTo100TTYHOI0 OCHOBOIO JOCHIKEHHST MY3WYHOI JpaMaTryprii JUTAYMX
ofep YKpaiHCbKUX KOMITO3UTOPIB CTajdd KOHLENTYalbHI MOJIOKEHHS IpamaTyprii
onepuux  TBopiB  (JI. Byrenko, M. pyckin, 1. Kypumsak, I'. Kynemiosa,
I. Comnepruncekuii, lO. Tromin, B. ®epman, FO. llanopin, b. SpycToBckuii) Ta
MeToauka aHamizy onepHux TBopiB (II. KocakoBchkuii, A. Jlazanuina, I. Hanetona,
€. PyuseBchka, C. Craciok, M. Uepkammuna-I'ybapenko). Ha meTo1010r14H1i OCHOBI
LUX Mpanp 31IMCHEHO MY3MKO3HABUMM aHalll3 3 aKIIEeHTOM Ha MY3WYHIN ApamMatryprii
onep s aitew I. [llep6akosa, P. Cmonspa, FO. [lleBuenka Ta HIIUX KOMIIO3UTOPIB.

Crnemudikoro my3uuHoi apamatyprii autsdoi omepu l. IllepbakoBa «IlacTka
st BigbMu» € IHTEeHCUBHUM, KOHIEHTPOBAHUN PO3BUTOK J1i 3 OMOPOIO HA IMHAMIYHI
HACKpPI3HI CLEHHU (B TOMY YHUCI1 1 XOpoBi). buiblicTh 3ac061B My3U4HOI BUPA3HOCTI B
orepi CKepoBaHi1 Ha MIJKPECICHHS TEMaTHYHOI €THOCTI Ta IUTICHOCTI KOMITO3HIIii.
TakuMu HailyacTilie BUCTYNMAIOTh JEHTMOTHBH, MOBTOPHICTh MY3WUYHOTO Marepiany
Ta omopa Ha TUNOBI (QopMU B 3araibHid CTpyKTypi omepu. ['epoi HaxaineHi
SACKpPaBUMH, peIbeHUMH MY3UYHUMHU XapaKTEepUCTUKAMHU, YacTHHA 3 SKUX
BUKOHYIOTh (PYHKI[Ii JEUTTEM, 110 MPOXOJATh AK y BOKAJIbHHX MapTIiX, TaK 1 B
THCTpYMEHTaJIbHOMY CYIpoBoAl. HeBenuki macmitabu, pyxJMBICTh Jii, mapoais Ta
KOMI3M, SICKpaBa, >kKMBa (HOJILKIOpHA MEJNOJMKAa, PO3MOBHI PEUHUTATUBH YACTKOBO

HaOJIMXKaIOTh ONEPY J0 KaHpy onepu-0yad.



Y npamaryprii autsauoi omepu P. Cmomsipa «YepBona Illamouyka» dYiTKO
BUJUISIOTBCS JIBa MPOTHIII0Yl Tabopu mnepcoHaxkiB. [ xommo3uuii omnepu
XapaKTepHa CUMETPUYHA CTPYKTypa. TBip CKIaJa€eThCcs 3 ABOX [, y KOXKHINA MO JBi
kaptuHu. HasiBHiCTH mposory 1 yBepTiopu B autsuiid omnepi P. Cmonsapa «YepBona
[Manmouka» nomomarae Majl€HbKUM TJisgadaM YBIUTH A0 CLEHIYHOI Jii MY3UYHOT
Ka3KH.

B omepi ToyHO BUBIpeHI YacoBi mapaMeTpu MoAildl Ha cueHi. CTpIMKICTB iXx
3MiH, KOHKPETHICTh 00pa3iB, KBABICTh YEPTyBaHHS €I130/11B € CrIelU(PiKOI0 MY3UUHOT
IpamaTyprii 11i€i onepu. Y XapaKTEpUCTHII MEPCOHAXKIB JOMIHYIOTh COJbHI OMEpPHI1
¢dbopmu — Ilepma nicust BoBka, [licusa Jlicopy0a «Hi nipo mo», Ilicua 6adyci Ta iH. 3
aHcam0OyeBux (opM HaifyacTiiie KOMIIO3UTOpP 3aCTOCOBYE NyeTH. IHIni aHcaMOIeBi
dbopmH, Takl sIK, KBIHTET, BUKOPUCTaHl y MiHIManbHIA KiibkocTi. He3Baxkaroun Ha
HOMEpPHY CTPYKTYpY, IIICEHHI HOMEpPU BUIBHO, NPHUPOAHBO MEPEXOAATH Y
pPEUMTATHUBHI, a COJIbHI — B aHCAMOJIEBI, 1110 TAKOX aKTUBI3YE 3arajbHy /10 1 BIUIUBAE
Ha MY3UYHY JpamaTypriio.

Y My3uuHil JpamaTyprii TBOpY BaXJIHMBY pOJb BIIIIPalOTh PO3MOBHI
MOHOJIOTHY Ta J1aJ0TH, OAHAK KUIbKICTh iX HeuuciieHHa. [losBa iX € 3aKOHOMIpHOIO —
KOMITO3UTOP BBOJUTH iX B TI MOMEHTH [Iii, 16 HEOOX1THO MOSICHUTA MOTHBH BUMHKIB
roJOBHUX TepoiB. B 00’eqHaHHI HOMEPHOI CTPYKTYpH B €IuHE LI JONOMarae
PO3BHHEHA CHCTEMa JICHTMOTHBIB, IKUMH HAJUICHI BCl TOJIOBHI MepcoHaxi — BOBK,
Jlicopy6, Uepsona Illanouka, Mama. IX My3uuHi XapaKTepUCTHKM 3 SBISIOTHCS B
YBEPTIOPI1 1 3By4aTh HEOJHOPA30BO MPOTITOM BCi€l BUCTABH, IO MO3UTUBHO BILIUBAE
Ha YTi3HABAHICTh IepoiB.

[Ipu3HayeHHs1 BUCTaBU I AITEH MOJIOAIIOrO BIKY 3YMOBWJIO BaXKJIHMBY POJb
TaHLIOBAIBHUX €Mi30/iB. ApTucTU Oanery € ydJacHUKaMM Aii, SKl MOCHJIIOIOThH
MY3UYH1 XapaKTEePUCTUKH TOJOBHUX JIHOBUX OC10: MTALIKU, SSTUHKH, JTICOBI OAaHAMUTH.
baneTH1 clieHH OpraHiuHO BIUTITAIOTHCS B IO 1 aKTUBI3YIOTh CHPUUHSATTS TBOpPY. B
pOJIi  TAHIIOBAJIbHUX JKAHPIB BUKOPUCTOBYIOTHCS JIOCTYNHI 1 3pO3yMUIl JITAM

TapaHTCJa, BaAJIbC 1 Mapui.



Ha ocnoBi ananizy aqutsuoi onepu P. Cmonsipa «HepBona Illanouyka» noseneHo
XYJOKHbO-BUXOBHUM TMOTEHIIal TBOpY. Bu3HaueHO 0COOJMUBOCTI MY3UYHOI
ApaMatyprii TBOpY, JOWHaMIKy pO3BUTKY [IACTBAa Ta XapakTep KOHQIIKTY.
OOrpyHTOBaHO, W1I0 MY3MYHAa TKAaHMHA OINEpPU € BUIJ3EPKAICHHIM TpaauIlii
€BPOIENUCHKOT ONEpu y MOEHAHHI 3 1HHOBaIisIMU. TakoX, JOBEAEHO aKTYyalbHICTb
croxkeTy JiteparypHoro mnepmomkepena L. Ileppo ans cywdacHoi misiaanbKoi
ayJIuTOpIi.

Mysuuna npamatypris B omepi IOpis IlleBuenka «Koponb po3zmo6opomn»
MPOJIOBXKYE TPaaullii OMIEPHOI JApaMaTyprii 3 pO3BUHEHOI CUCTEMOIO JIEHTMOTHBIB.
binpma wactuna nedTTreM mnoB’si3aHa 3 oOpa3zom [lpo3noOopona, mpoTe iCTOTHE
3HaueHHsA Mae JedTrema Jo00Bl. Crnenudikoro My3WYHOI ApaMaryprii omnepu
1O. IlleBuenka € iHTOHAIIMHI «apKW» — MOBTOPH «HA BIACTaH1», sIK1 OyJIM XapaKTepHi
JUISL IHCTPYMEHTAJIBHOI MY3UKH, 30KpeMa cuMdoHiyHOI. My3nyHa MoBa BiANOBinae
BuMoraM MysudHoro tearpy XXI cr. Iif mpuTamMaHHi sickpaBicTh KOHTpacTiB, OGIUCK
OpPKECTPOBUX TeMOpIB, BIYYHICTh XapaKTEPUCTHK. BcepeanHi TBOpY 3yCTpiHa€EThCA
BUIbHA B3a€EMOJIISI PI3HOXKAHPOBUX EJIEMEHTIB, TaKUX K, My3W4yHa KoMmenis (mpsMi
MY3UYHO-00pa3H1 aHaJor1i), KJIacCuYHa onepeTa (KyIJIETHI ONEPETKOBI CTPYKTYpPH) Ta
MIO3UKJI (TUMOBI MEIOAWYHI 1 pUTMiIYH1 dopmynn). CumMO103 TpaIuLiIMHUX ONEPHUX
dbopm 3 cydacHumH iHTOHaIisMu («Hymacis»), 103BOJSE€ BiI3HAYUTH TEHACHIIIIO
30JMKEHHST OINEpHU 13 CydacHOI0 ecTpanoro. OTxe, 3aBISKH BAAIOMY IOETHAHHIO
HOBaTOopchbkoro 1 TpanuuiHoro, TBip lO. [lleBueHka € MUIKOM JOCTYHHUM JJIs
CHOPUMHSTTS IUTAYOIO ayIUTOPIETO.

BusHayeHo, HOMEpPHY CTPYKTYpY KOKHOI 3 JBOX [Iiif, B SIKMX IE€PEBaKAIOTh
TpaauiiHi omnepHi (opmu (apii, ayeru, xopu 1 T.a.). OOrpyHTOBaHO, IO IS
aKTUBHOI CIICHIYHO1 i1 KOMIIO3UTOP 3aCTOCyBaB IpuiioMu attaca, 00’ €IHYIOUH
OKpeMi HOMEpHU B ULUIICHI CIIEHH, MPOHU3aHI €IMHUM TBOpUMM 3aaymoM. OTxe,
PO3TOPHYTI CLEHH, SIKI MICTATH COJIBHI €Mi301H, aHCaMOJl, XOpH, 1IHCTPYMEHTAJbHI
€mi307 MOENHYIOThCS 3 OKPEMHMH 3aKiHY€HMMU HoMmepaMu (apii, ayetu). Taxuii

MMpUHOUIT BEAC 10 OpFaHi‘IHOCTi C]_ICHiLIHO-MY?)I/I"IHOI‘O PO3BUTKY.



[TigkpimneHo (akTamu, 110 XOPOB1 CHEHU € HEBII €MHOIO CKJIAJ0BOIO ONEPHU
1O. IlleBuenka. Lle cBiqUUTH NpO iX BaXJIMBICTh y PO3BUTKY MY3HYHOI ApaMaryprii.
Xo4a XOpH HE CTalTh 0e3MocepeIHbO YYacHUKaMHu Ali. B onepi Hemae po3ropHyTHX
XOpPOBHUX CIIEH, 3pijiKa 3BydaTh camMocTiiiHi xopu («KapHaBan»). Bci BoHU MOB’si3aH1
13 COJIBHUMH €Mi30JaMHu, NEepPEeBaXHO, CYMPOBOKYIOTh a00 pPO3MOYMHAIOTH YU
3aBEpIIYIOTh COJbHI YU aHCaMOJEeBI CLIEHH. XOpOBI CLIEHU CHPUSIOTH PO3TOPTaHHIO
OCHOBHUX TMOJAIM 1 € OpraHiuyHMM KOMIIOHEHTOM MY3MYHOI JIpamaTyprii, 30Kpema
onepu 0. IlleBueHka.

BusHayeHo akTHBI3yI0Uuy poJib OalieTy, X0o4a BiH JOMOBHIOE U JEKOPATUBHICTh
cueHiyHoi aii. HeuncienHi TaHIIOBaNbHI €Mi3041 BIAIIPalOTh (QYHKIIIO 1HTEpMEii,
BIIPI3HSIOTHCA BUJIOBHUINHICTIO W OapBUCTICTIO, IO BAXJIMBO JJISl JAUTIYOI OTEpPH.
Tanenp € «ieiiTkanpom» Bciel onepu. TaHIIOBabHA PUTMIKA MPOHU3YE MAPTUTYPY
«Kopons Ipoznobopona». PosmimpeHa puTMCEKIliSE B OPKECTPl MOCUIIIOE TUHAMIKY
MYy3UYHO-CLIEHIYHO1 [ii. Hu3ka akTuUBHUX KaHpiB (CBATKOBHI Mapil, ypOUHUCTUN
MOJIOHE3 1 JIIPUYHUN BaJlibC) BIITBOPIOIOTH atMocdepy mnanamiB 1 xatunu Kebpaka.
Cneundika wmy3uuHoi aApamaryprii nutauoi omepu HO. llleBuenka «Kopomb
Hpo31000po1» pO3KPUBAETHCS Yepe3 JOTIUHUM 1 CTHCIO cPOpMOBaHHUHN ClIEHApIi
3TiJIHO JIITEpaTypHOTo JKepena. JIakoHi13M J10peTo T03BOJIUB MY3UYHO BTUIUTH 3MICT
TBODY.

VY auTsuux omnepax cydacHMX YyKpaiHcbkux kommosutopiB (I. lepOaxoB
«ITactka mns Bigemuy, P. Cmomnsip «YUepBona Illanmoukay, HO. lllepuenko «Kopomb
Hpo31060po1») ACKpaBo MPOJAEMOHCTPOBAaHI MPOLECH PO3BUTKY 00pa3HO-3MICTOBHX
JHIA 3icTaBieHHS 1 B3aeMOAli n0o0pa Ta 37a. YCl CKIQJHUKM MY3WYHUX TBOPIB
MIIKOPEH1 PO3KPUTTIO iX iAedHoro 3micty. LlimicHa cuctema 3aco0iB BHUPa3HOCTI
bopMmye KOMIO3UIIIHY 3aBEPUICHICTh, IKa PO3KPUBAE OCHOBHUI KOHQJIIKT TBOPY, a
y BCIX TPbOX Ollepax 3a3HaueHUX KOMIIO3UTOPIB — 1ie Ka3zka. Ka3ii npuraManHuii TUI
KOH(MJIKTHOI JIpamaTyprii 3 MpPOTHUCTaBICHHSM, B3aEMOJIi€I0 Ta OOpPOTHOOIO
MPOTUIIEKHUX TaOOPIB MEPCOHAXKIB UM 00pa3iB.

My3uyHa jApaMatryprii [pOAHAII30BaHUX  JUTAYUX ONEpP  PO3KPHUBAE

BaFaHBHOI[paMaTI/ILIHi 3aKOHH 3 BiI[HOBiI[HI/IMI/I cTallaMM  PO3BUTKY: BaB,SIBKa,



PO3BUTOK, KyJbMiHaIlis, po3B’sizka. Ha mpukmani AUTSYMX Omep BU3HAYEHO, IO
My3UYHa JpaMaTyprisi peali3yeTbCcs Yy XapaKTepUCTUIl MY3WYHUX 0O0pasiB 3a
NPUHIMIIAMU CXO0XKOCT1 Ta KOHTpacTy. (OOOB’S3KOBOIO CKJIaJ0BOI0 MY3HUYHOI'O
Marepialy € MOBTOPHICTb, SKa JONOMarae MaJeHbKOMY TJIAJlayeBl Ta CilyXadeBi
3pO3YMITH JIOT1KY PO3BUTKY CIIEHIYHOI JIii Ta 3arajJbHUI 3MICT TBOPIB.

Jist  auTsuux omep, 30KpeMa YKPaiHChKUX KOMIIO3UTOPIB, XapaKTEepHUH
KOHTPACT, SIK OCHOBA PO3BUTKY iX MYy3W4HOi Apamaryprii. KoHTpacTHe 3icTaBieHHs
o0pa3iB, CIleH, 3aC001B My3MYHO1 BUPA3HOCTI 3a0€3M€UyI0Th TUHAMIUHE PO3TOPTaHHS
(dhopmu Ha BCiX PIBHSX.

OTxe, AOCHIKEHHS MY3MYHOI JpaMaTyprii JUTSYUX ONEep YKPAiHChKUX
KOMIIO3UTOPIB BIJKPUBA€E TEPCIEKTUBU MMOAAIBIIOTO BHUBYEHHS IHIIUX TBOPIB B
acmeKkTl OHOBJIEHHS MY3WYHOI MOBM Ta IHTepIpeTalli BIJOMHUX JITepaTypHHX
CIOXKETIB.

KarwouoBi caoBa: gurdua omepa, My3uyHa JpaMaryprisi, YKpaiHChKi
komno3utopu KiHIsg XX — XXI cromite, I. lllepbako «Ilactka mis Bimbmuny,

P. Cmomnsp «Yeppona Illanoukay, FO. [llepuenko «Kopoab dpo3gobopomy.
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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 1. 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. Izugrafova,
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
composers.

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 (I. 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, I. Shcherbakov “Trap for the Witch”, R. Smolyar “Little
Red Riding Hood”, Yu. Shevchenko “King Drozdoborod”.
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