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Poxxoxk B. 1. XopoBi cuenu B omepi Biragis [I'ybapenka <« 3arubennb eckaapm».
HpoaHamsoBaHo ICTOPHUKO-TE€pOIYHy OIepy KomIo3uTopa «3arubenb eckaIpu», HalUcaHy 3a
ofHoiMeHHO0 apamoto O. KopHiiiyka, 30KpemMa pO3KpUTO XyHOXKHI (YHKUII XOpy Ta XOpOBHX
CIIEH Y BTUICHHI TBOPYOrO 3aayMy, a TaKOX OXapaKTepH30BaHO OCOOIMBOCTI TeaTpabHUX
mocTaHoBOK Iiel onepu y KuiBcrkomy i Onecbkomy Tearpax omepu Ta Oanery. Haromomeno, 1o
«3arubenp eckagpu» B.['ybapeHka cTana BHSBOM HOBHUX TEHJCHIIH Yy PO3BUTKY MY3WYHOTO,
30KpemMa OMepHOro MucTenTa XX CT.

KurouoBi ciaoBa: onepHa TBopuicTh B. ['yOapenka, XopoBi ciieHH B omepi, yKpaiHCbKe
OIlepHE MHUCTEITBO.

Po:xok B. 1. Xopossie cuiennbl B onepe Buramusa I'ybapenko «I'nbennb sckaapsm». [Ipo-
AQHAIIM3UPOBAHO UCTOPUKO-TEPOMYECKYIO Ollepy KoMIo3uTopa «I'nmbenb sckaapbl», HaMCAaHHYIO 110
onHouMEHHOHN apame A. Kopheituyka. PackppITel XynoskecTBeHHBbIE (DYHKIIMH XOpa U POJb XOPO-
BBIX CIIEH B BOIUIOIIEHHH TBOPYECKOI'O 3aMbIC/IA, a TaK)Ke OXapaKTepU30BaHbl OCOOEHHOCTH TeaT-
paJIbHBIX ITOCTAaHOBOK 3TOH omepbl B KnesckoM m OnecckoM Tearpax omnepsl U Oanera. OTMeueHo,
yrto «I'mbenp ackanps» B. ['ybapeHko crana ImposiBIEHHEM HOBBIX TEHJIEHIUMI B pa3BUTUU MY3bI-
KaJIbHOT0, B YaCTHOCTH OIIEPHOT0 UCKyccTBa XX B.

Kirouesrble ciioBa: onepHoe TBopuecTBO B. ['yOapeHKo, XOpOBbIE CIIEHBI B OIl€pE, YKPAuH-
CKO€ OIIEpHOE HCKYCCTBO.

Rozhok V.1. Choral Scenes in the Opera by Vitaliy Hubarenko “Death of
the Squadron”. The article analyzes the historical and heroic opera “Death of the Squadron™, based
on the drama of the same name by O. Korniichuk. It reveals the particular features and role of choir
and choral scenes in implementing the creative design of the composer, and describes the features
of the theatrical productions of this opera in the Kyiv and Odessa Opera and Ballet Theatres. It has
been emphasized that “Death of the Squadron™ by V. Hubarenko was the manifestation of new
trends in music, especially operatic, of the 20th century.
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Rozhok V.1. Choral Scenes in the Opera by Vitaly Hubarenko “Death of
the Squadron”. During the celebration the 80th birthday of V. S. Hubarenko his operatic works
gain special attention, as they are a conspicuous phenomenon in modern Ukrainian music. Particu-
larly worthy of attention is his opera “Zahybel’ eskadry” (1967), which was produced on the stage
of the Kyiv Shevchenko National Opera and Ballet Theatre (conductor — Turchak, director —
E. Pasynkova, visual artist— F. Nirod). The artistic functions of choral scenes in implementing
the composer’s intention are discovered. The opera is based upon the play by A. Korniichuk. Unlike
the playwright, who revealed the relevant for his time ideological essence of confrontation in
the struggle for the future, the composer emphasizes the moral and psychological aspects of
the conflict, posing the inner world of his characters as basis of their personal development. Theo-
pera “Zahybel’ eskadry” by V. Hubarenko is the manifestation of new trends in revealing historical
and heroic themes.

The composer recreated historical events not in a documentary, but a romantic way. In dis-
closing the conflict the choral scenes of various volumes and emotional content are very important,
such as: the dramatic collision of ships of the delegates who have to decide the fate of the fleet; mu-
tiny on the ship in the finale of the second picture; the vow of the white officers; the sharp clash be-
tween the comittees in the third picture; the backstage chorus “Oy, ta ty Kalynushka™ which is sung
at the time of the treacherous murder of Oksana; finally, the uplifting Requiem during the sinking of
the ship in the finale of the opera. Among the six pictures only one quarter does not include choral
scenes.

The libretto (by V. Hubarenko and V. Bychko) dominates over the text of the drama, com-
plete with poetic fragments: the text of the backstage chorus-commentator at the scene of Oksana
and Gaidai from the second picture, in the choir of officers in the third, in the monologue of Stryz-
hen at the beginning of the fourth picture. All this was new in Ukrainian opera. The basis of
the opera vocal style is expressive melodious recitation. The expressive figurative quintessence of
the heroic era and at the same time a symbol of the legendary exploits of the sailors became
the leitmotif of the conflict of the opposing parties embodied in the anxious sound of trumpets. Call



of the fanfare sounds in the choral and solo parts of the opera. The transformation of the fanfare
theme in the most important fragments of the choral passages and solo parts of the protagonists are
a sign that this is a symphonic opera, and serves as the means of detecting heroic and romantic pa-
thos of the musical drama.

V. Hubarenko builds the dramaturgy of the symphonic musical drama on the interaction of
three dramatic plans: 1) large-scale choral scenes, which show a sharp intensification of the conflict,
opposition of the parties; 2) monumental symphonic episodes — pictures of battle, turning points in
the course of events; 3) intense scenes, fights, clashes of irreconcilable positions. Important for
the Ukrainian musical theater in general was an unconventional interpretation of the operatic choral
drama. The composer provides multifaceted functions to the choir: it is not only the main “partici-
pant” in crowd scenes, but it plays an important role as commentator of the dramatic events, expos-
ing the feelings of the characters, becoming the “voice” of the story. The monumental quality of
the image calls for the introduction of an oratorio choir-commentator. Choirs backstage concentrate
a powerful semantic potential, they seem to widen the boundaries of action, reflecting
the “background” events. These features of choir can bee seen in the works of many composers of
that time, but in Ukrainian opera V. Hubarenko first resorted to this dramatic technique.

The exalted epic mood is generated in the vocal-symphonic overture of the opera, “Pisnya
morya” (“Song of the Sea”), which is seen as the voice of history, as a celebration of high romance
of the sailors’ heroism. The choir in “Song of the Sea” appears in the role of the narrator, it ex-
presses the thoughts and the feelings of the author. The composer has provided a sort of timbre, in-
strumental, vocal and choral hue, presenting the “comment” of the choir without lyrics. Initially in
low alto, it gradually expands the scope of sonority by including other female voices of the choir
group. A particular emotional effect is due to the transition from humming to chanting interjections
with a vowel “a”. The composer achieves a higher level of stress, the gradual development of
the image of the heroic courage assigned to the orchestra. A choir-requiem in the finale summarizes
the “voice” of the people. Here, as in the prologue, lyric-less singing is applied, but in a new capaci-
ty: the choir-commentator laments the dead squadron and sounds like a requiem.

Functional semantic separation of thechoir in “Death of the Squadron™ gave it
the opportunity to be a major tool in the original depiction of the characters and all the sailors. In
the climactic moments an invisible choir foreshadows the fate of the characters of the drama. Such
is the symbolic choral scene between the second and third pictures. An expressive monologue — a
female chorus, created in the best traditions of national song — sounds like a prediction of future
conflicts. Originally embodying folk intonations using different modal “coverage” and rhythmic
interruptions the composer achieves subtle psychological nuances and national specificity of
the image. As in the previous “backstage™ choirs, lyric-less singing becomes a means of expressing
the inner state of the collective hero, and this liftle choral plece (42 bars) is treated in a non-
traditional way, as a passing scene with the selection of several “microstates”. Singing in a vowel
“a” is V. Hubarenko’s technique of detectlng the reactlon of the masses to the events that occur.

Particular stress has a dramatic “voice-over” choir of sailors “Oy tat y Kalynushka” in
the scene of Oksana’s death. Genre citations in the structure of the opera (except for
the aforementioned folk song there is a song of the firemen “Shli tri matrosa™ (“Three Sailors
Walked ), a song by Alexander Vertinsky “Tri yunykh pazha” (“Three Young Pages™), a song
“Slushai” (“Listen™), a dance tune “Seven Forty™) gain generalized symbolic meaning of a musical
portrait of society with its various layers. The contrast of comparing different thematic layers is
very effective. Thus, in the fifth picture the background song “Kalynushka” is counterpointed by
the developing melody of the Balts “Slushai” (“Listen”). Important is the role of the choir as a di-
rect participant of the events. In this function it appears in two ways: as an objective narrator and as
the author’s voice that points out the major emotional and psychological accents.

When directors of the play in Kyiv sought to combine the romantic pathos and authenticity
of the events, the Odessa Opera and Ballet Theatre (conductor — H. Provatorov, directed by
B. Ryabkin, visual artists — M. Vinogradov and P. Zlochevskiy) performance was laced with harsh
revolutionary symbolism. In the Kyiv Opera the large-scale choral epic culmination intensified ear-
ly in the musical drama, while its setting in Odessa was based on the intensity of the thorough de-
velopment of the orchestral part. Here the choirs were treated as more static and did not have as
much power as in Kyiv.

The historical and heroic themes are revealed in the popular musical drama by
V. Hubarenko “Mamayi” through the method of an epic “vertical” drama. It also portrayed one of
the most dramatic chapters in the history of Ukraine. The subject of revolutionary events, historical
conflicts and upheavals involving all sectors of society is quite relevant today, when Ukraine is
going through such a difficult challenge. Events related to the fate of the Black Sea Fleet wonder-



fully resonate with the events that took place in the Crimea in the last months of the past and
the beginning of this year. We can say that history has a tendency to repeat itself. The opera “Death
of the Squadron™ by V. Hubarenko in today’s reading and a successful stage interpretation may be a
relevant view on the past conflicts which in their own way reflect the events of today.

Po:xok B. I. XopoBi cuenn B onepi Biraais I'ydbapenka «3arudenns eckaapuw». 3 Haroau
Big3HaueHHs1 80-piuust Bix aHs Hapo keHHs B. C. ['ybapenka po3risiHyTo HOro omnepHy TBOPYICTb
SK HemepeciuyHe SBUINE B CyYacHiM YKpaiHCHKiM My3wuIli. 30Kpema JeTalbHO OXapaKTepHU30BaHO
IOCTAHOBKY #oro omnepu «3arubeins eckanpu» (1967) Ha cueni KHiBCbKOro AepaBHOrO Tearpy
orepu Ta 6anery imeni T.I'. Illepuenka (qupurent C. Typuak, pexucep E. [IacHHKOB i XyJOXKHUK
@. Hipon). BusiBineno xymoxHi (byHKuu XOPOBHX CIIeH Y BTLICHHI TBOPYOTO 3a/[yMy KOMIIO3UTOPA.
Omnepy cTBOpeHO 3a MoTHBaMu ojHoWMeHHOI I’ ecu O. Kopniltuyka. Ha BiaMiHy Bix npamatypra,
SIKMI PO3KPUB aKTyaJbHY JIJIsl CBOTO Yacy iJIeiiHy CYTHICTh MPOTUCTOSHHS y O0poTHOi 3a MaitOyTHIO
JIOJIF0, KOMITO3UTOP HAroJjoIlye Ha MOPAJbHO-IICUXOJIOTIYHUX aCMeKTax KOH(IIKTY, Ha PO3KPHUTTI
BHYTPIIIHBOTO CBITY CBOIX I'epoiB SIK OCHOBH OCOOHMCTICHOTO 3MY>KHIHHS KO>KHOTo 3 HuX. Omepa
«3arubens eckagpu» B.['ybapenka crana BHSBOM HOBUX TEHACHIIH Yy pPO3KPUTTI 1CTOPHKO-
repoIYHOI TEMHU.

Kommosurop BIATBOpHB ICTOPHYHI MOAIL, ane He Y XPOHIKAIbHO-AOKYMCHTAJIBHOMY, a B
MiIHECCHO-POMAHTHIHOMY ILIaHI. Y PO3KPUTTI KOH(IIKTY BaXIMBY POJIb BIIIPAOTh XOPOBI CLICHH
pi3HOro Macuraby Ta eMOLIHHOIO HAIIOBHEHHSI, 30KpEMa: TOCTPO IpaMaTHHe 3ITKHCHHSI JIC/ICraTiB
BiJl KOpabmiB, sIKI MalOTh BUPIIIUTH JIOJIO (1)J10Ty, OyHT Ha Kopabii y ¢iHami Apyroi KapTHHU;
KJIsITBa O1muX odinepis; rocrpa _CyTHyKa MIDK KOMITETHHKAMH y TPETiil KapTHHI; 3aKyIiCHHI XOp
«Of#i, na te1 KanuHymikay, sIKHi 3BYYdTb Y MOMCHT 3pajHHIBKOro BOMBCTBAa OKCaHM; HapeulTi,
MiTHECCHHH PEKBiEM IiJ Yac MOTOILICHHs KopabuiB y ¢inani omepu. Cepel WeCTH KapTHH TLIBKA
0JTHa, YeTBEPTa, HE MICTUTh XOPOBOI CIICHH.

VY ni6pero (aBropu — B. I'yGapenko i B. buuko) mepeBakae TEKCT Apamu, TOTOBHEHUIN
MOCTHYHUMH (pparMeHTaMH: TeKCTAMH 3aKYJIICHOTO XOpy-KoMeHTaTopa y creni Okcann i I'aiinas 3
JpYToi KapTHHH, y X0pi oinepis i3 TPETHOi, y MOHO11031 CTPHIKHS Ha II0YATKy YCTBEPTOI KapTHHHL.
Yce me Oyno Brmepmie B YKpaiHCBKid omepi. OCHOBY BOKaIbHOIO CTHIIO B ONEPi CTAaHOBHUTH
CKCIIPECHBHA MENOJMYHA JAeKIamarlis. BupasHoro oOpasHOIO KBIHTECCHIIEIO TEPOIYHOI emOXH i
BOHOYAC CHUMBOJIOM JICTCHJAPHOIO IOABATY MOPSIKIB €CKaJpy CTajla JeHTTeMa HpOTHCTOSHHS
KOH(JIKTYIOUHX CTODIH, yTiIeHa Y TPUBOKHOMY 3BY4YaHHI daHdapu. 3aKiuk Q)aH(bapH 3BYUUTH Y
XOpOBHX 1 COJBHUX MAapTisSX omepu. Bin HIOM 3rpynoBye HaBKojo cebe LLTICHHI KOMILICKC
IHTOHAI — OpAaTOPCBKUX 3BOPOTIB, CYBOPHX IIyHKTUPHO-MApIIOBHX DHTMIB, CXBHUIBOBAHHX
BUTYKIB, HEYXWUJBHO HACTYNAJIBbHOTO TPIOJBHOTO PYXY, SKHM BiJTBOPEHO PEMCTBYBaHHS, Ty
HATOBITY, 3arajbHEe HApOCTaHHs HanpyxkeHHs. TpaucQopmaiis QandapHoi Temu y HaiOLTBLI
3HAYHUX XOPOBHUX (PparMEHTax i MapTisiX TOJOBHHX FePOiB € 03HAKOO CHM(OHI3MY OIepH i AieBUM
3ac000M BUSIBJICHHS I'€POiKO-POMAaHTHYHOTO Hadocy My3UUHOI IpaMHu.

B. I'yGapenko BHOYIOBYe Ipamarypriro cuM(OHI30BaHOI MY3MYHOI JpaMH Ha B3aeMOJil
TPHOX JIpaMaTypridyHuX IUTaHiB: 1) MacmTabHI XOpOBI CIIEHH, y SIKUX MOKA3aHO pPi3Ke 3arOCTPEHHS
KOH(QIIIKTY, HPOTHCTOSIHHS CTOpiH; 2) MOHYMEHTaJIbHI CHUMQOHIUHI emi30Au — KapTHHU 0010,
y3arajibHIOUi, HOBOpOTHi MOMEHTH B PO3BUTKY MOJii; 3) Hapy>KeHi CIIEHU-TIOEAUHKH, 31TKHEHHS
HETIPUMHUPCHHUX MO3MIlIA. BaxuBOO JUtsi yKpalHCBKOrO MySHYHOIO TeaTpy 3araioM CTano
HEeTpajMliiHe TPaKkTyBaHHs B OmEpl XOpoBOI JApamaryprii. Kommosurop Hazae xopy
GaraTomIaHOBUX (YHKIIN: XOp € HE TUIBKH TOJOBHAM «Y4aCHHKOM)» MAacOBHX CICH, BIH BHKOHYE
BaKJIMBY JpamMarypriuty poiib KOMCHTATOpa MO/, BUPa3HHUKa IOYyTTIB IepOiB, «IOJIOCY» iCTOPI,
MOHYMEHTAIBHICTIO 300paXCHHSI 3yMOBJICHO BBCJICHHS B ONCPY CaMe OpaTopialbHOrO XOpy-
KOMEHTaTopa. XOpH 3a CIEHOI0 KOHLEHTPYIOTh MOTY)KHUH CMHCIIOBHIA NOTEHIliall, BOHU HiOM
po3CyBalOTh MeiKi CLCHIYHOI Ail, BigOuBaroun «Ipyrudl Iuiam» moai. Taxi (byHKuu XOopy
CIIOCTEPIraeMo y TBOPYOCTI OaraTboX KOMIIO3HTOPIB TOTO 4acy, OJHaK B YKpaiHCBKil omepi came
B. I'ybapeHko mepimm yZaBcs JI0 IIbOro JpamMaTypriqyHoro npuiiomy.

ITisecennit enivHIA HACTPIH CTBOPIOETECS BIKE y BOKAILHO-CHM(OHIYHOMY 3a4nHi OnepH,
y «IlicHi Mops», siKa CIIPUAMAETECS SIK TOJIOC ICTOPI, K OCIIBYBaHHS BHCOKOI POMaHTHKH TIOJBUTY
MopsiKiB-4opHOMOpIiB. CTpumaHna 30cepe,£[>i<eH1CTL MENOJII, HAMOJNCINIMBI I[OBEPHEHHS [0
IIOBTOPIOBAHOTO [IOYATKOBOIO TOHY, PO3MIPEHHH pPyX TpPbOX TakTOBUX (pa3s i3 3ymMHKaMH-
ralbMyBaHHSM Ha CIa0KUX JOJISIX aCOLIIOIOTHCS 3 INIECKOTOM XBHIIb, BOJHOYAC BOHH CTBOPIOIOTH
(oH ISl IMMPOKOro eMOLIHHOTO pO3rOpTaHHs JIHIA XOPOBHX MApTiif, ski MOJi(OHIYHO
HAIapOBYIOTHCS. 3OCCPCZ[>K6HO-TpI/IBO)KHe CXOJ/DKCHHsI 0aciB Ha TJi JIPUKO-ENIYHOTO pO3CIHiBY
Xopy HIOM MOBepTae Hamly mam’sith 1o MHHYIuX mofii. Xop y «Ilicui mopsi» mocrae B poni
OIOBi/Iaya, BiH BHUCIIOBIIIOE TYMKH 1 MOYYTTs aBTopa. KoMIO3uUTOp HaslaB XOpy CBOEPITHOTO



TeMOPOBO-IHCTPYMEHTAIILHOTO 1 BOKAIbHO-XOPOBOTO 3a0apBiICHHS, BUPILIYIOUN «KOMEHTap) XOpy
SIK OECTEKCTOBHIA CIiB. JIOpYUMBIIH [APTIO CIOYATKY HU3BKUM allbTaM, BiH TMOCTYIOBO PO3MIKPIOE
cdepy 3BYUHOCTI, JIOJydaroud iHIN MapTii KIHOYOI TPYHH XOpYy. OcobmuBHii eMOUiHHNHA edeKT
JIOCSATAETHCS 3aB/ASKH MEPEXO/TY Bif CIIBY 13 3aKPUTUM POTOM JIO BUT'YKiB PO3CIIIBY Ha FOJIOCHY «a.
Taxk xoMIo3uTOp J0csArae OULIBII BHCOKOTO PiBHS HANpPY>KEHHsI, MOCTYIIOBOTO PO3BUTKY 00pasy,
MY’KHBO T€pOTYHOI KyJIbMiHAIIil, JOPYUEHOI OpKecTpy. XOp-peKBieM y (iHall y3arajJbHIOE «TOJOCH
Hapoxay. TyT, siK 1 y Ipo103i, 3aCTOCOBAHO MPUIIOM OE3TEKCTOBOTO CIIiBY, ajle B HOBIH SIKOCTi: XOp-
KOMCHTATOp OILJIAKye 3am6ny ecKazpy i 3By4HTh K pekBieM. CHM(OHIUHMA PO3BUTOK (iHAIBHOTO
pO3AiTy CHPSMOBAHUH HA MOCTYIIOBE 3racaHHs JPAMATHYHOI eKCIpecil 1 MaTeTUIHUX BUIYKIB, Ha
«OYUIIEHHS» 1 MiJTHECEHHS CKOPOOTH ILISIXOM BiJIHOBJIEHHS IIUTICHOTO MEJIOJIHHOTO PO3CIiBY
IIMPOKOTO JAUXAHHS.

OyHKIIOHATBHO CMHCIOBE PO3IIapyBaHHs Xopy B «3arumbeni eckaipu» Hagano Homy
MOJKJIMBICTh 6yTH TOJIOBHUM 3aC000M y 3MJIIOBaHHI caMOOyTHIX XapaKTepiB repois i BCIX MOPSIKIB.
v KyJIBMlHaI.IlI/IHI/IX MOMEHTaX HEBHIMMHUI XOp HIOW [pOBIIAE JOIO yYacHUKIB npamu. Tak
CHpUAMAETHCS YMOBHO CHMBOJIIYHHM XOPOBHH €Mi30]] MiXk JAPYroio 1 TpeThoro kaptuHamu. Lliero
CBO€PIIHOIO «HA(PaOyTbHOI0» BCTAaBKOIO 3aMIHIOETHCS TPATUIIMHANA CHUMQOHIUYHMHA aHTPaKT.
ExcnpecuBHHMII MOHOJOT — JKIHOUMH XOp-BOKali3, CTBOpEHHH Yy HaWKpamux Tpagulisx
HalllOHAIIBHOI MICEHHOI TBOPYOCTL, — 3BY4HTH SIK Mepe10adcHHs] MaifOyTHIX HAIPYXCHUX KOJI3Ii.
OpuriHalbHO BTUIIOIOYM B IHTOHAL[SX XOPY HAPOJHI IOCHIBKH, 3aCTOCOBYIOYHM DI3HE JanoBe
«BUCBITICHH», e(eKTHI MiArOTOCKM 1 PHTMIUHI Mepedoi, KOMIIO3MTOP JOCATae BHTOHYECHOTO
IICUXOJIOTIYHOTO HIOAHCYBAaHHS 1 HaIllOHAJIBHOI KOHKpeTH3alii obOpa3y. Sk i B momepeaHix
«3aKaJIpOBUX» XopaX, OE3TEeKCTOBUU CIIB CTae 3aco00M BHpaXEHHS BHYTPIIIHBOTO CTaHy
KOJIGKTUBHOTO Teposi, MPUUOMY Il HEBETMKUN XOpOoBHUH (parMeHT (42 TaKTH) TPaKTYEThCS HE
TPaJHULIAHO, a SIK HACKPi3HA CICHA 3 BUILICHHSIM OKPEMUX «MiKpOCTaHiB» CriB Ha roJOCHY «a» —
e y B. I'ybapenka eexTHuil IPUHOM BUSIBICHHS PeaKilil MacH Ha MO, SKi BiIOYBaIOThCS.

«3aKa/ipoBi» XOpU TaKOX PO3KPHBAIOTH BHyTplIHHlI/I CBIT TOJOBHUX repoiB. HaiGinbi
MIOKa30BOIO € JIpyra KapTuHa, y skiil criena Okcanu ¥ ["aiifas, cmoyatky BHpasHO JlipuyHa, HaJaul
JIpaMaTH3y€ThCsI, HepepocTae Yy  KOH(IIKT, 3yMOBIEHHH MPUHLIUIOBUM  HOJITHYHHM
IPOTHCTOSHHSM, TO-CYTi, OJM3bKMX OAMH OJHOMY Jrozei. KommosuTop po3kpusae GopoTeOy
0COOHCTOrO i rPOMASIHCHKOIO HadYasl y CBIZOMOCTI repoiB IIISIXOM KOHTPACTHOTO BiATBOPECHHS
BHYTPIIIHBOTO CTaHy TepOiB 1 30BHIMIHIX MOAIH, sK y Alalo3i [IBOX HEBHIMMHX IepOiB
(40710Bi40T0 — 6apUTOHH 1 KIHOIOTO — MEL[0-COLIPAHO).

Y Temaru3Mi OJHOTOJIOCHHUX XOPOBHX PEIUIK 3Byd4aTh IHTOHALI JCIIO 3MIHEHOI HAPOJHOI
MeJIozii, sIka BUKOHYE B OIEpl pojib TeMH JIOOOBI 1 Hajali aKTHBHO 3BYYHTH B yCi HampyXeHi
MOMEHTH JIPaMH SIK 3aci6 11 neuxonorizanii. Jlianorom ABOX HEBHJIUMHX XOPOBUX TPy Bl,[[TBOpeHO
BHYTPIIIHII CTaH repoiB, BOAHOYAC HA HBOIO KOHTPAIYHKTHYHO «HAKIIAJAEThCsD) 3BHYAiiHA JI1I0Ba
po3moBa. Takuil ke HPHIOM «3aKaJpoBOrO» XOPOBOIO CIHIiBY 3aCTOCOBYE KOMIIO3UTOD 1 B
Ky/IbMiHAIIAHIA KapTHHI, Kolu banriens MOBIZOMISE NP0 Hakas MOTONUTH ecKaipy (TpeTs
KapTuHa). J[paMaTi3M CUTyauil IOCHIIIOETHCS BHY TPIIIHBO HAPYIKCHUM pedpeHOM «3aKaJPOBOr0Y
Xopy: «Tonuth 00#oBI Kopalumi..». Ha Tii JIOMIHAHTOBOTO OPraHHOIO IYHKTY, SKHi TpHBAIO
BUTPUMYETHCSI B HHM3BKUX TOJIOCAX OPKECTPY, 3BydYaTh €KCIIPECHBHO-IpaMaTHuHI peruliku
TEHOPOBOI 1 6acoBOI TPyl XOpy, sSIKI Hajaji 3JMBAIOTHCS Y MOHOJITHY aKOpHOBY BEPTHKAJI. 3a
JOMOMOroto (akTypHUX (IIOCHICHHS. XOPOBOI 3BYYHOCTI 3aB/SIKHM 3BYYaHHIO BCIX MapTiif, CyBOpPO
aKOpJIOBUH BHKJIAN) 1 AMHAMIYHUX (LOCTYIOBE PO3LIMPCHHS CHIIM 3ByKa BiI mf 1o ff) 3acobis
JIOCSATAETHCSI BUCOKE €MOIIiiHE HAlpyKEeHHS.

OcobnuBe JpamMaTypriyHe HaBaHTAXXEHHS Ma€ «3aKaJpoBUi» xop MopskiB «O#l 1a Thl,
Kamunymka» y creni 3aru0eni Oxcanu. JKaHpoBi IIUTAaTH y CTPYKTYpi 0Opa3HUX pillleHb ONepu
(kpiM 3rajaHoi HapoAHOI micHi, € U miceHpka kouerapiB «lllmu Tpu wmarpoca», pomanc
O. Bepruncekoro «Tpu roHHX maxay, micHs «Ciymai», TaHIoBaabHa Menonis «CiM copoky)
HaOyBalOTh Yy3arajJbHEHO CHUMBOJIIYHOTO 3HAYEHHS MY3WYHOTO MOPTPETY COLiyMy 3 HOro pisHUMHU
npomrapkamu. LliTkoM yaajgo 3acTOCOBaHMM MPHHOM KOHTPACTHOTO 3iCTaBICHHS  Pi3HUX
TeMaTHYHUX [AcTiB. Tak, y m'sTiif KapTHHi Ha TJ1i 3By4aHHs MicHI «KanuHyliKa» KOHTPAIyHKTOM
PO3BUBAETHCS MENOAIS TicHI Gantiiiiis «Ciymaity. BaxiuBoro € poib Xopy 1 sIK 6€3[0CepeHbOro
y4acHHKa HOMIA. Y wiif QyHKUOIl BiH [OCTae y ABOX IUIAHAX: sK OO’€KTHBHHUII OMOBiIAY 1 sK
aBTOPCHKHI roJI0c, KU yBUpPa3HIOE OCHOBHI €MOIIfHO-TICUXOJIOT14H1 aKIeHTH.

SIKIO0 TOCTAaHOBHUKHU KUIBCHKOTO CHEKTAKIIO MParHyjIu MOE€JHATH POMAHTUYHO ITi/IHECEHY
NaTEeTUKY 1 XPOHIKaJIbHY JOCTOBIpHICTh MOiH, To B OiechkoMy TeaTpi onepu Ta 6aneTy (IUpUreHT
I'. I[IpoBaropos, pexucep b. PsOkin, xymoxuuku M. Bunorpamos i Il. 3moueBchKkuii) crieKTakib
OyB MpOHHM3AHWI CYBOPOIO PEBOIIOMIMHOIO CHMBONIKOK. Y KHIBCBKIM IOCTaHOBI OMNEpH
MacIiTaOHUMHU XOPOBUMHU KyJbMiHAIisIMA HOCHIIIOBAJIOCS €IivyHe Hadajlo MY3M4YHOI Jpamaryprii,



ToAi SIK i mocraHoBKa B Ozieci crpanacs Ha iHTCHCHBHICTH HACKPI3HOTO PO3BHTKY OPKECTPOBOI
naprii. Tyr Xopu TpakTyBauMcsi OUIBLI CTaTMYHO 1 HE Malld TAKOI IOTYKHOCTI, SIK Y KHSH.
Linicuicts Macu pexxucep uctasy b. PsOikiH miakpeciroBas 3acobamMi pATMI30BaHOI IUIACTHKY i
MAHTOMIMH, JIOMAralo4uch CKYyJIBITYPHOI YiTKOCTI Mi3aHCHEHIYHHX CTpyKTyp. Io6 mocumuri
nojatkosi. Tak, mparHydu <<pryl'[HI/ITI/I» obpa3 BaJ'[TlI/II_IH, b. Ps6ikin nepenas ioro maptito 6acy
(y xuiBCchbKilt TOCTAHOBIII 11 BUKOHYE OapUTOH).

Pi3ni pexucepcepki pimenHst «3arubeni eckaapu» y Kuesi i Ogpeci Oynm moB’si3aHi 3
NOTUOJIEHHSIM TOJIANIBIIOI B3aEMOJIl cydyacHOi omepu 1 Apamu. Ilpuitomu pexucypu cydacHoOi
orepu 30arayyBajiucs JOCSTHEHHSIMH TeaTpy, KiHO, TeJe0adeHHsl, IKHBOITHCY, CKYIIBIITYPH.

IcTopuKo-repoiuHa TeMaTHKa PO3KPHBAETECS Y HApOJHIi MysuuHii npami B.T'ybapenka
«Mawmai» 3aBIIKH IPHAOMY eIIYHOI «KaapOBOD» Apamaryprii. ¥ HBOMY TaKOX BIITBOPEHO OzIHy 3
HaliipaMaTHYHIIINX CTOPIHOK B icTOPIi YKpainu. Tema peBOMOMIHHAX MOAIH, ICTOPHYHUX KOJI3IH i
MOTPSICIHb, Y SIKUX OEpyTh y4acThb ycl IPOLIApKH CYCIILIbCTBA, HE BTpAavae aKTyaJ'[BHOCTl 1 CHOTO/IHI,
Konu VYKpalHa IepexuBac Taki CKiIagHi BunpoOysanHs. Ilonil, moB’ssani i3 xoiero
YopHOMOPCHKOTO (JIOTY, TUBOBHYKHUM YMHOM PE30HYIOTH 13 THM, 1110 B OCTaHHI MICSI[i MMHYJIOTO 1
Ha IOYaTKy IIbOro poky BiaOyBamocs y Kpumy. MoxHa cka3aTH, IO icTOpis Ma€ TEHICHIIIIO
nosToproBarucs. Onepa «3arudens eckaapu» B. ['ybapenka npu cygyacHOMY IpOYMTaHHI Ta BN
CIIEHIYHIM iHTepHpeTallii MoXKe CTaTh aKTyaJIbHHM MOTJSAOM Ha MHHYJE, KOH(IIKTH SKOTO Mo-
CBOEMY BiJIOMBAIOTHCS Y MOJIISIX CHOTOJICHHS.

HecrbeBa Mapuna I3paiiiBaa

HectbeBa M. 1. B cor3i 3 kommosuropom. Ha mpukiazi opraHiyHOro mHpoOYMTaAHHS
NapTUTYpU NocTaHOBHUKaMU onepu-Oanery B. I'yOapenka «Biit» (3a H. I'oronem) B Oznecbkomy
Tearpi omepu Ta Oasety (mupureHt b. Adanackes, pexucep A. I104MKOBCBKUM, XYIOXKHHUK
€. Jlucuxk, Ganermeticrep B. CMupHOB-I'0710BaHOB) PO3IIISSHYTO i OXapaKTepU30BaHO HOBI BUMOTH
J0  IHTEPIpPETaToOpiB MYy3HYHO-CLUCHIYHAX TBOPIB (AMPHICHTIB, PEXHCEDIB, XYIOXHUKIB,
BUKOHABIIIB), SIKI MalOTh OyTH CHOTOJHI, Oijblle Hi’K OyAb-KOJIM, COIO3HUKAMU aBTOPIB, THYYKO
MUCJIUTH, OPIEHTYBATHCS B PI3HUX MY3UYHO-TEATPATBHUX CTUJISIX, YMITH MIPUPOTHO «MOJIYJIFOBATH
3 OJJHOTO B IHINIUH.

Kurouosi ciioBa: iHTeprpeTailiss My3H4HO-CIICHIYHUX TBOPIB, CydacHe OTEpHE MUCTEITBO,
CyYacHe Xy/I0KHE MHUCIICHHSI.

Hectbea M. U. B coro3e ¢ komnosuropom. Ha npuMepe opraHnyHOro npouTeHus napTu-
TYpBl IIOCTaHOBIIMKaMuU orepbl-Oaneta B. ['ybapenko «Buii» (mo H. I'oromo) B Onecckom Teatpe
omepsl u Oanera (mupukép b. Adanacees, pexuccép A. [lounkorckuit, xynoxuuk E. JIbicuk, 6a-
netmeiicrep B. CmupHOB-I'0J10BaHOB) paccMOTPEHBI M OXapaKTEpHU30BaHbl HOBBIE TPeOOBaHUS K
UHTEpIpeTaTopaM MY3bIKaJIbHO-CIIEHUUYECKUX MPOU3BEICHUN (IUPHKEpPaM, pexuccépam, XyHdoxK-
HUKaM, UCIOJHUTENSM), KOTOpbIe JOJDKHBI CTAaTh CEroiHs, Oojiee yeM KOrja-ir0o, COIO3HUKAMU
aBTOPOB, 00Ja/aTh TMOKUM MBIIUICHHEM, OPUEHTHPOBATHCS B PA3HBIX MY3BIKaJIbHO-TEATPATbHBIX
CTHJISIX, YMETh €CTECTBEHHO «MOIYJIMPOBATEH)» U3 OJTHOTO B JAPYTOH.

KioueBble ciioBa: HUHTEpIIpETaAllusd MY3bIKaJIbHO-CIICHUYCCKUX HpOH3BCZ{CHHI>'I, COBpPCMCH-
HOC OIICPHOC UCKYCCTBO, COBPEMCHHOC XYIOKCCTBCHHOC MBIIIJICHUC.

Nestyeva M. L. In Alliance with the Composer. On an example of the director’s reading of
the score of V. Hubarenko’s opera-ballet “Viy” (by N. Gogol) at the Odessa Opera and Ballet Thea-
tre (conductor — Boris Afanasyev, director — A. Pochykovskyy, visual artist — E. Lysyk, choreo-
grapher — Viktor Smirnov-Golovanov), the article characterizes the new requirements for
the interpreters of musical stage works (conductors, directors, artists, performers) that have to be
today, more than ever, allies to the authors, think flexibly, navigate the various musical and theatri-
cal styles naturally, be able to naturally “modulate’ from one style to another.

Keywords: interpretation of musical and stage works, contemporary opera, contemporary
artistic thinking.

Hectbea M. U. B coroze ¢ komnosuropom. Ha npuMepe opraHnyHOro npouTeHus NapTu-
TYpBl IOCTAaHOBIIMKaMU orepbl-Oaneta B. ['ybapenko «Buii» (mo H. I'oromo) B Onecckom Teatpe
omepsl u Oanera (nupuwxkép b. Adanacwen, pexuccép A. IlounkoBckuii, Xynoxuuk E. JIpicuk, 6a-



nerMelicrep B. CMupHOB-I'0J10BaHOB) paccMOTPEHBI U OXapaKT€pU30BaHbl HOBBIE TPEeOOBaHMS K
UHTEPIIPETATOPaM MY3bIKAJIbHO-CLIEHUYECKUX INPOU3BEACHUN (IUPHKEpaAM, pekuccépaM, XylI0xK-
HUKaM, UCIIOJHUTEISAM), KOTOpPbIE JOJDKHBI CTaTh CEro/iHs, Oojiee 4eM Korjaa-iudo, COIO3HHUKAMHU
aBTOPOB, 00J1a1aTh THOKUM MBIIUIEHUEM, OPUEHTUPOBATHCS B PA3HBIX MY3bIKaJIbHO-TEATPAIBHBIX
CTHJISIX, YMETh €CTECTBEHHO «MOJYJIMPOBATh» U3 OJHOTO B APYTOM.

Paborast nag «Buem», B. ['ybapenko Obul BJOXHOBJIEH JIUPU3MOM BEJIMKOIO MHCATENs, OT-
MeueHHbIM B cBO€ BpeMs B. benunckum. O uém Obl HM moBectBoBall 1. ['orosib, o Bcerga Maér
BO3MO’KHOCTh TOJIKOBATEJISIM BBIUTH 3a MpeJIesibl KOHKPETHOTO CIOXkKeTa, YBHJIETh 32 HUM OoJjiee 00-
mue TeHJeHIMu. Takum o0pa3oM, OCOOEHHOCTH BOCTIPUSTHS U TPAKTOBKH MHUPOOIIYIECHUS MUca-
TeJIsi COBPEMEHHBIM KOMIIO3UTOPOM OOYCIIOBHIIM UCTOJKOBAaHUE MOBecTU «Buif» Kak HEKOEro MUK-
pOKOCMa C ero aHTUTe30i n00pa M 37a, MeuThl U peaidbHOcTH. Onnako B. I'ybGapenko, uns 3a
H. l'orosem, u3beraet npsiMoit MOCTAHOBKHU CJIOKHBIX IPo0JieM B CBOEM Ipou3BeieHnu. [losromy B
omnepe-6anere «Buity Xoma bpyT peako pazayMbIBaeT o KapAMHAIBHBIX BOIPOCAX OBITHS, OH MOKa-
3aH B MOTOKE OKpY’KaloIIeH XU3HU. DTO NPUAAET NepekKUBAHUSM U PA3MBIIUICHUSM CBOOOIHOTO
¢unocoda Oonpimit MacTad, BceoOIIM XapaKTep.

B. I'ybapeHko mnpoclaBiIsieT HEUCCIKAEMOE CTPEMIIEHHE YEJIOBEKa pajoBaThbCs KU3HU.
B cnocobax mHIMBUAyalIM3alMyd Macchl OH HMMeEJ NPEeIIIecTBEHHUKOB — oT M. Mycoprckoro u
C. Ilpoxo¢sesa no C. Cnonumckoro. LlenTpanbable nepcoHaku «Bus» B3anMoeHCTBYIOT B orle-
pe-0anere MO NPUHIUITY IPUTATUBAHUA-OTTANKUBaHUs. [lo3Hanue kpacoThl [laHHOUKM OKa3bIBACT-
csl poKOBBIM 11t XOMbI. OJIHAaKO M OH, KaK OJIMIIETBOPEHHE 3/I0POBOTO Haydaja, MOJHOKPOBHBIX
KU3HEHHBIX CHJI, HECET el rubenb. [loquépkuBas MX HECOBMECTUMOCTh, KOMIIO3UTOp oOpa3 Ilan-
HOUYKU pEeUIMII XopeorpaduyeckuMu cpeacTBamMu. Bmecte ¢ Tem, IS BOIUIOIIEHHS OCHOBHOTO
HPABCTBEHHOT'O KOH(IMKTa KOMIIO3UTOP BBIHYX/IEH ObLT Kak Obl cOMu3uTh repoe. C 3Toi 1enbio
o0k ¢unocoda HamenéH yepTaMu CHUMBOJIHYECKOro oOoOmenus, a [lanHoukn-COTHUKUBHBI —
4yeloBeYecKUMH udepraMu. CBepXTpynHas 3ajada, CTOosIIas Mepe]l MOCTaHOBIIMKAMU, — Iepeaarhb
3Ty B3aUMHYIO JIIOOOBb-BPaXKly MEXy I'€pOEM, UCIIOJIHIEMBIM OIIEPHBIM IEBIIOM, U T€POUHEH, BO-
IIonaeMoi OanepruHoi.

OpHako y aBTOPOB NPOMU3BEJIEHUS M CIEKTAKJs YyBCTBYETCS SBHOE CTPEMIIEHUE IPEOJIO-
JEeTh PaMKH JpaMarudeckodl mctopuu o Xome u llaHHOuke M mpuaare MOBECTBOBaHUIO Oosee
00001IEHHBIe YepThl. JIJI1 3TOr0 OHM CJIOBHO HPOILYCKAIOT €ro 4yepe3 (oJIbKIOPHOE CO3HAHUE, IMO-
rpyXatoT B JIOHO HapoJaHOro snoca: SApmapka, Mcnbeitanue co6naznom, [loMruHOBEHME yCOMIIUX,
nyOnupoBaHue (yHKIUE OJZHOTO reposi IpYrUM (Tak Ha3bIBaeMOE «IIMHMYECKOE YMHOXKEHHE» — B
Onunore ToBapull XoMbl, TUT, cTaHOBUTCS 3BOHApEM, OyJITO 3aMeHsIs Ipyra Kak riamaras UCTH-
HBI). B KaxxaoM u3 TpEX akTOB omepbl-Oanera HAJIWIO BCe NMPU3HAKH (DOJIBKIOPHOTO OCO3HAHUS
IIPOUCXOISIIETO.

CrieKTakipb BBI3BIBAET UyBCTBO IIIyOOKOTO YJOBJIETBOPEHHUSI KaK IIPUMEp MOJIHOIIEHHOIO CO-
JIpy’KeCTBa HACTOSAIIUX MacTEPOB pa3HbIX UCKyccTB. KoMIo3uTop U IMOPETTUCTHI CO3AAI OPUTH-
HaJIbHYIO BEPCHIO MPOYTEHUSI U3BECTHOI'O I'OTOJIEBCKOIO CIOXKETA, PEKUCCEP, AUPUKED, OarmeT™el-
CTep U XYAOXKHHK pa3paboTaay KOHLEHIMIO ¥ BOIUIOTHIIM €€ B JKU3Hb C CTETUKO-(puiocodckont
JI0Ka3aTeIbHOCTHIO, IPKOH (haHTa3neH.

Xynoxuuk E. JIBICHK — HE TOJNBKO aBTOP MOATUYECKH OJYXOTBOPEHHOM, MeTadopuyecku
Ooraroif JKUBOIIHMCHU Ha 33JJHUKAX U KOJOPUCTUYECKH Pa3HOOOPA3HBIX KOCTIOMOB, HO U MacTep Mpo-
CTPaHCTBEHHO-KOHCTPYKTUBHBIX pELIeHUH, Oiarojmaps yemy B CHEKTaKie KaKAbI ClIIeHHYeCKHUn
9JIEMEHT paboTaeT Ha UJICI0 WK MOAUEPKUBAET IMOIIMOHAIBHOE COJIEpKAHUE.

B coBpeMeHHBIX olepax, HaChIIIEHHBIX Pa3HBIMU CTUJIEBBIMU MaHEpaMH, 3ByKOOOpa3HBIMU
acCOLMalUsMH, )KaHPOBBIMU PAa3HOBUIHOCTSMH, TpyAHEHIas npoOiemMa, BCTarolas nepes Ux MH-
TEPIPETATOPAMH, B YACTHOCTU MY3BIKAJIbHBIMH, COCTOMT B TOM, YTOOBI OCBOUTH 3TH Pa3HbIE THUIIBI
MBIIIJIEHUS] 1 THTOHUPOBAHUS M OpPraHUYHO JOHECTH JI0 ciyliaTtened. B mepByro odepenp, 3T0 Ka-
caeTcsl JUPUKEPOB, OT KOTOPBIX JEHCTBUTENIBHO TpeOyeTcs YHUBEPCAIU3M, IOCKOIBKY OHM JOJIK-
HBI BBITIOJHSTH CaMble HECXOJHbIE (DYHKIIMU IPU MY3BIKaJIBHOM PYKOBOJICTBE COBPEMEHHOM ore-
poii. b. AdanacreB, My3bIKaJIbHBIN PYKOBOAUTENb U MOCTAaHOBIMK «Bus», TakuMu kadectBamMu 00-
JanaeT B nojgHOM Mepe. OH 3aMmeuaTresbHO BBIBIISIET LIEHHBIE uepThl napTtutypsl B. ['ybapenko,
MOTUEPKUBACT SIpKUE JUHAMHUYECKUE U (paKTypHbIEe KOHTPACTHI MAPTUTYPHI, UyBCTBYET OpPKECTp Kak
KHUBOro coOeceHNKa BOKAJIIbHOM NMapTUH U KaK IUIOTHYIO MaccCy JABIKYIIHMXCS TOJIOCOB B KYJIBMHU-
HAI[MOHHBIX 30HaX.

Pa3HomaHoBbI N0 CTUIMCTHKE MaTepuall TpeOyeT W OT NEBLOB-aKTEPOB YHUBEPCAIBHBIX
XYJO’KECTBEHHBIX KAueCTB, OCBOEHHUS PA3HBIX MaHEp MHTOHMpPOBaHUA. Takoil mMaHepoil Xxopoiio
Biazaeer B. Tapacos, BeicTynuBImMi B posin XoMbl. JlocTHYb TakoW CTENEHU €CTECTBEHHOCTH HH-
TOHMpPOBAHMWS €My BO MHOIOM IloMoryia pabora Haj raBHOM mnaprtueii B «Cembe Tapaca»



J1. KabaneBckoro, moctaBieHHON B TeaTpe He3aa0Jro 10 «Bus» (Aupmxép-nmocTaHOBIMK, KCTATH,
ToT ke b. AdanacneB).

[IprmeuarenbHO, UTO UIMEHHO TeaTp Moa4Yac He TOJIBKO pacKpbIBaeT, yIriayouseT, KOHKPETH-
3UpYeT 3alyMaHHbIe KOMIIO3UTOPOM CUMBOJMYECKUE 0000IIEHHsI, HO BBOJUT HOBBIE SMOLMOHAIb-
HO-CMBICJIOBBIE MOTHUBBI, CO3J1aéT CBOETO poJia MOJIU(POHINUECKOE B3aUMOICHCTBHE BEAYIIUX HUJCH.
Poinb TeaTpa Kak MOJIHOLIEHHOTO COaBTOPa COBPEMEHHBIX OIep MPOSBISETCs elE U B CIydasx, Ko-
rjla IMEHHO NTOCTAaHOBIIUKU CIOCOOCTBYIOT LEJIBHOCTH CIIEKTaKJIs, OCHOBY KOTOPOI'O COCTaBIISET
IPOU3BEJICHUE, COCTOSIIEEe U3 MPOTUBOMOJIOKHBIX MY3bIKAIBHO-IPaMaTypPru4ecKux, CTHUIUCTAYE-
ckux Havai. Kak yxe oTmeuanoch, B «Bue» Takylo OOBEIUHSIONIYIO POJIb MIPaeT MPHOOIIEHHE
paccka3zaHHOM UCTOPUM K IOITUKE HAPOAHOTO 3I10CA.

KoueBble ciioBa: HUHTEpIIpETaAllusd MY3bIKAJIbHO-CIICHUYICCKUX HpOH3BCZ{CHHI>'I, COBpPCMCH-
HOC OIICPHOC UCKYCCTBO, COBPEMCHHOC XYIOXKCCTBCHHOC MBIIIJICHUC.

Nestyeva M. L. In Alliance with the Composer. On an example of the directors’s reading
of the score of V. Hubarenko’s opera-ballet “Viy” (by N. Gogol) at the Odessa Opera and Ballet
Theatre (conductor — Boris Afanasyev, director — A. Pochykovskyy, visual artist — E. Lysyk, cho-
reographer — Viktor Smirnov-Golovanov), the article characterizes the new requirements for
the interpreters of musical stage works (conductors, directors, artists, performers) that have to be
today, more than ever, allies to the authors, think flexibly, navigate the various musical and theatri-
cal styles naturally, be able to naturally “modulate’ from one style to another.

While working on “Viy” V. Hubarenko was inspired by the lyricism of the great writer
N. Gogol, noted in his time V. Belinsky. Whatever Gogol wrote about, he always gave
the interpreters the opportunity to go beyond a particular storyline, to see it in more general trends.
Thus, the peculiarities of perception and interpretation of the writer’s attitude led to this interpreta-
tion of the novella “Viy” by the contemporary composer as a kind of microcosm with its antithesis
of good and evil, dreams and reality. However, V. Hubarenko, while following N. Gogol, avoids
direct posing of complex problems in his work. Therefore, in the opera-ballet “Viy” Khoma Brut
rarely ponders about the cardinal questions of existence — he is shown in the flow of life around
him. This gives the experiences and reflections of the free philosopher a larger scale and universali-
ty.

V. Hubarenko glorifies unquenchable human desire to enjoy life. In the methods of indivi-
dualisation of the masses he had predecessors— from M. Mussorgsky and S. Prokofiev to
S. Slonimsky. The central characters of “Viy” interact in the opera-ballet by the principle of attrac-
tion and repulsion. The recognition of Pannochka’s beauty is fatal for Khoma. However, although
he is the personification of a healthy start, full-blooded vitality, he also brings about her death. Em-
phasizing their incompatibility, the composer realized the image of Pannochka through choreo-
graphic means. However, for the realization of basic moral conflict the composer was forced to
bring the characters together. To this end the image of the philosopher embodies the features of
symbolic generalizations, and Sotnikivna Pannochkas embody the human traits. The incredibly dif-
ficult challenge facing the directors is conveying this mutual love-hatred between the hero, per-
formed by an opera singer, and a heroine, embodied in the ballerina.

However, the authors of the piece and the play felt a clear desire to overcome the frame of
the dramatic story about Khoma and Pannochka and give the narrative more generalized features.
To do this they seem to carry it through folk consciousness, immerse it in the bosom of the folk ep-
ic: a Fair, the Trial of Temptation, Honouring the Dead, duplication of functions of one character by
another (the so-called “epic multiplication™ — in the Epilogue the friend of Khoma, Titus, becomes a
bell ringer, as if replacing his friend as a herald of truth). In each of the three acts of the opera-ballet
there are features that point that the events have been put through a folk prism.

The play is an example of a full-fledged community of real masters of different arts.
The composer and the librettists created an original version of Gogol’s famous story, the director,
the conductor, the choreographer and the visual artist developed a concept and brought it to life
with aesthetic and philosophical precision and vivid imagination.

The artist E. Lysik is not only the creator of the poetically inspired, metaphorically rich
paintings on the backdrops and the colourful variety of costumes, but also a master of space and de-
sign solutions, allowing each element of the production to reinforce an idea or emphasize
the emotional content.

In modern operas, saturated with different stylistic manners, sonic and image associations,
genre varieties, the most difficult problem arising before their interpreters, particularly
the musicians, is to master these different types of thinking and intonation and organically convey
them to the audience. First of all, it concerns the conductors who really require universalism, be-



cause they must carry out the most dissimilar functions in contemporary opera musical direction.
B. Afanasiev, a musical director and the director of “Viy” has those qualities to the full. He brings
out the great valuable traits of the scores by V. Hubarenko, emphasizes vivid dynamic and texture
contrasts of the scores, considers the orchestra his live interlocutor and a dense mass of moving
voices.

Diverse in style, the material requires the performers to have universal artistic qualities and
different manners of intonation. V. Tarasov (Khoma) is fluent in those manners. He achieved his
degree of naturalness of intonation during his work on the main part in “Family of Taras” by Kaba-
levsky, set in the theatre shortly before “Viy” (the conductor there, incidentally, was also
B. Afanasiev).

Interestingly, the theatre not only sometimes opens, deepens, specifies the composer’s con-
ceived symbolic generalizations, but introduces new emotional and meaningful motifs, creates a
kind of polyphonic interaction of the leading ideas. The role of theatre as a full collaborator in con-
temporary operas also manifests itself in cases where the directors are instrumental in preserving
the integrity of the production, which is based on a piece consisting of opposing musical and dra-
matic stylistic ideas. As has been noted previously, in “Viy” such unification is achieved through
tying the story to the poetics of the national epos.

Keywords: interpretation of musical and stage works, contemporary opera, contemporary
artistic thinking.

OctpoyxoBa Haraniss BosiogumupiBaa

OctpoyxoBa H. B. TBopu Biranis I'ybapenka Ha opgechbkiii cueni. PosrmsHyTto 1
mpoaHajizoBaHo Bci moctaHoBkH TBopiB B. C.I'ybGapenka Ha creHi OnecbKoro HalioHaJbHOTO
aKaJeMiqHOTO TeaTpy Omepu Ta OayieTy, 30KkpeMa: onepu «3arudenb eckaapuy, MoHoonepu «Jluctu
KOXaHHsI», onepu-6anety «Biit» 1 6anety «KomyHnicty. OnepHy CaIuHy KOMIIO3UTOpa MOALIEHO
Ha TPH TEPiou, BUSBICHO, [0 HA OJIECHKIN CIIeHi OyJIM MOCTaBJIeHI TBOPH, MOKA30BI JIIST KOXKHOTO
3 IUX MepioJiiB, sIKi 30iraroThCs HE TUTBKH 13 3aralbHUMH OCOOJMBOCTSIMH PO3BUTKY OIMEPHOTO
KaHpPy, BOHH € XapaKTepHUMHU TMPOsIBAMHU YKpaiHCbKOI KyIbTypHOI CBimoMOCTi mepiogy 60—
90-x pokiB XX CTOMITTS.

KurouoBi ciioBa: onepna cnaamuna B. I'ybapenka, ykpaincbka onepa, Onecbkuil onepHuit
TeaTp, CHHTE3 3ac00iB omepH i OaneTy, IpaMaTypriyia pojb OpKecTpy.

Octpoyxosa H. B. IIponsBenennss Buraausa I'ydbapenko Ha oaecckoii cueHe. Paccmor-
PeHbI U MPOAHATM3UPOBAHBI BCe MOCTAHOBKH Mpou3BeaeHuit B. ['ybapenko Ha cnene Onpecckoro
HAIIMOHAJILHOTO aKaJeMHUYecKOoro Tearpa omnepsl u Oaneta: onepa «['mbenb sckaapel», MOHOOIIEpA
«[Tucema 1r06BMY, omepa-Oaner «Buit» u Oamer «Kommynucty. OnepHoe Hacleane KOMIIO3UTOpa
MIOJIEJIEHO Ha TPHU MepHoja. BrIIBIEHO, YTO Ha 0JIecCKO# clieHe OBbUIM MOCTaBJICHBI MPOU3BEICHUS,
MoKa3aTeJIbHbIE KaXI0T0 U3 TPEX MEepHOI0B, COBIAIAIOIINE HE TOJIBKO C OOIMIMMHU OCOOCHHOCTSIMU
Pa3BUTHSI ONIEPHOTO JKaHPA, HO M C XapaKTepHBIMU MPOSBICHUSIMHU YKPAUHCKOTO KYJIbTYPHOTO CO3-
HaHus nepuoaa 60—90-x rogos XX Beka.

KiroueBnie cioBa: onepHoe Hacieauwe B. C.I'ybapenko, ykpamHckas omnepa, Omecckuit
OTIepHBIN TeaTp, CHHTE3 CPEJICTB ONEpHI U OayieTa, ApaMaTyprudeckas pojib OpKecTpa.

Ostroukhova N. V. The works of Vitaliy Hubarenko on the Odessa Stage. In this article
we reviewed and analyzed all the plays by V. Hubarenko performed on the stage of Odessa Nation-
al Academic Theatre of Opera and Ballet: the opera “Death of the Squadron”, the mono-opera
“Love Letters”, the opera-ballet “Viy” and the ballet “Communist”. Usually the opera heritage of
the composer is chronologically divided into three periods. It has been discovered that
the prominent works of each of these periods were performed on the Odessa stage, and correspond
not only to the general features of the development of the opera genre, but also to the characteristic
displays of the Ukrainian culture awareness during the period of 60° — 90° of the 20™ century.

Key words: opera heritage of V. S. Hubarenko, Ukrainian opera, Odessa Opera House, syn-
thesis of opera and ballet means, dramaturgical role of the orchestra.



Ostroukhova N. V. The works of Vitaliy Hubarenko on the Odessa Stage. In this article
we reviewed and analyzed all the four plays by V. Hubarenko on the stage of Odessa National Aca-
demic Theatre of Opera and Ballet.

V. Hubarenko joined the activity of the Odessa Opera House in November 1967 when it
hosted the staging of his heroic romantic opera “Death of the Squadron”. The conductor
G. Provatorov took the first three-act version of the score as the basis. The updated version after
the renewal of machinery made it possible to implement the bold plans of the stage director
B. Ryabikin. The artists M. Vinogradov and P. Zlochevskiy offered bright theatrical scenery.
The smooth sound of the choir (choirmaster D. Zagretsky and B. Kiose) was captivating.
The leading dramaturgic role of the orchestra in “Death of the Squadron” makes one to remember
the ideas of Wagner’s musical theatre.

On August 25, 1978 D. Sipitiner directed the 100™ performance, L. Butenko was leading
the choir, N. Grigor emceed the performance for the 100™ time, where the first performers were tak-
ing part.

The performance has been awarded the 1st Grade Dlploma at the All-Union Contest;
awarded with a prize at the All-Union competition dedicated to the 100" anniversary of the blrthday
of V. 1. Lenin and the 50" anniversary of the creation of the USSR, was performed on tour in Mos-
cow in 1973. Z. Lsak (Oksana) and the staging director B. Ryablkln were awarded with personal
diplomas.

The premier of the mono-opera in 4 parts “Love Letters” with the libretto by V. Hubarenko
based on the novella by A. Barbyus “Tenderness” took place on September 30, 1978 in Odessa (it
was performed in one night with the opera “Aleko” by S. Rakhmaninov).

In the Odessa direction the action was happening in the conditionally-real and real-virtual
world. They were united by the silent character, introduced by the conductor B. Afanasyev and di-
rector S. Gaudasinskiy, to whom the love letters are addressed. The stage artist N. Bevzenko-
Zinkina found a simple solution: the clock became the real symbol of the time that has stopped.
The heroine appeared from behind the hero from the mirror and seemed to co-exist with the hero in
different times and worlds. This scene “foreboded” the appearance of the duet of the extremes —
Khoma and Pannochka in the second act of the opera-ballet “Viy”, where the vocal techniques per-
sonified the world of men, and the choreographic ones — the world of ghosts.

The original rendition of the opera-ballet “Viy” in three acts with the prologue and epilogue
took place (libretto by M. Cherkashina-Hubarenko and L. Mikhailov based on the same-named sto-
ry by N. Gogol) on August 19, 1984 in Odessa. The critics noted the rare unity of the production
group: conductor B. Afanasyev, director A. Pochikovskiy, ballet-master V. Smirnov-Golovanov,
artist E. Lysik, choirmasters L. Butenko, I. Didushok.

The sixth opera by Hubarenko and his first attempt to unite the opera and ballet are among
the special events of art. An absolutely different aesthetic form of the opera was created, some fea-
tures of which were foretold in “Love Letters”. It can be called metaphysical — based on
the transformation between two worlds: conditionally-real and real-virtual.

The performance was constantly sold out, it was recorded and shown on Ukrainian and Be-
lorussian TV, it was nominated for the State Prize of the USSR. A lot of expert reviews and articles
were dedicated to it. In 1987 in Minsk it was performed at the closing of the All-Union Festivity
“Theater and Time” (conductor I. Shavruk), and in 1989 — at the Kremlin Palace of Congresses.

The union of impressionism and baroque in the works of N. Gogol is an amazing phenome-
non in and of itself, and it was transcribed very accurately into Hubarenko’s music and was equally
transparent in the panorama display of the fair on Podol, the duet of Khoma and Pannochka in
the 2" act, in the amazing beauty of the memorial choir in the finale.

On December 1, 1985 the original rendition of the ballet “Communist” (in 2 acts, 7 scenes
with prologue) took place. The ballet was created based on the libretto by V. Smirnov-Golovanov
and M. Cherkashina and the same-named script by E. Gabrilovich (the conductor — I. Shavruk,
the direction and choreography by V. Smirnov-Golovanov, the stage artist— V. Arefyev).
The wonderful work of performers was noted, as well as the brevity of the masterfully orchestrated
score that allows to add the new lexis into the performance directed by laws of the classic ballet.

Usually the opera heritage of the composer is chronologically divided into three periods that
correspond not only to the general features of the development of the opera genre, but also to
the characteristic displays of the Ukrainian culture awareness of the period of the 60°~90° of the 20™
century: the first period — the 60°; the second period — the 70° and the beginning of the 80°; the third
period — the 80°-90°. In that sense it is possible to say that the Odessa Opera House got lucky thrice.
It has been discovered that the prominent works of each of these periods were performed on its
stage.



1967 was the year of “Death of the Squadron™ and is the upper chronological border,
the termination of the first period of the Ukrainian opera practice in the Odessa theatre. It sums up
the prevalence of epic-heroic features as well as the tendency of modernization of history and its
personal reevaluation that were laid down in the works of N. Lysenko, V.Femelidi,
B. Lyatoshinskiy, K. Dankevich, B. Yanovskiy, A. Chishko, N. Arkas...

The premier of “Love Letters” on the Odessa stage represents the main tendency of
the second period of including the works of Ukrainian composers into the repertoire of the theatre.
It is chamberness connected to the search for the scenes that are close to modern reality, in-depth
psychologicalisation of the opera images, the stylistic renewal of musical material. The works by
Yu. Znatokov, A. Krasotov, T. Sidorenko-Malyukova are illustrious for this period; also illustrious
is appealing to the chamber opera of S. Rakhmaninov.

The opera-ballet “Viy” by V. Hubarenko begins the new, third period in the history of
Ukrainian opera on the stage of the Odessa theatre. The characteristic feature of this period is
the search of the musical theatrical genre forms based on the national mythical poetics, i.e. symboli-
cal transformation, historical basis, the return to the mystery grounds of the musical act, that is to its
primary syncretic goal “to create worlds™ and to establish communication between them.

Octpoyxosa H. B. IIponsBenennss Buraausa I'ydbapenko Ha oaecckoii cueHe. Paccmor-
PEHBI U TPOAHAIM3UPOBAHBI BCE YEThIpE IOCTAaHOBKM Npou3BeaeHuil B. I'ybapenko Ha cuene Opnec-
CKOT'0 HaIlMOHAJIBHOI'O aKaJEMUYECKOI0 TeaTpa oIepsl U OaeTa.

B TBOpueckyro Xu3Hb oOJeccKoro omepHoro tearpa B.I'ybapeHko Bomén B HOsIOpe
1967 rona, koraa cocTosijiach MOCTAaHOBKA €r0 T€POUKO-POMAaHTHUECKOH onephl «I ubenb AcKaaphIy.
Hupmxép I'. [IpoBaTOpOB B35T 32 OCHOBY IE€PBBI TPEXAKTHBIM BapuaHT NapTUTypbl. OOHOBIEHHAS
II0CJIe pecTaBpalliy MalIMHEpHUs Jajla BO3MOXHOCTH BOIUIOTHUTBH CMEJIBIE 3aMBICIbI pexuccépa
b. Pabukuna. Slpkoe neKOpallMOHHOE pelIeHHe NpeIOKWIN XyIoKHUKH M. Bunorpanos u
I1. 3noueBckuii. BBIpOBHEHHBIM 3By4aHHEM IIOKOpsUT Xop (xopmeicrepsl [l. 3arpenxuii wu
B. Kuoce). Benymast npamatypruueckas poiib opkectpa B «['mbenu sckaaps» 3aCTaBiIsIET BCIIOMHU-
HaTh UJIEW BarHEPOBCKOI'O MY3bIKAJIbHOTO TEATPA.

25 aBrycra 1978 roma robuneiiasiM 100-m crnexrakiem nuprxkuposai Jl. Cunurtunep, Xo-
poMm pykxoBogui JI. Byrenko, H. I'purop B 100-i1 pa3 Bena criekTakib, B KOTOPOM y4acTBOBAIH IEp-
BBIE UCIIOJIHUTEIH.

Ha BcecoroznoM cMoTpe criekTakib ObLT yaocToeH [umnnoma 1-i crernenn; oTMeueH npemMu-
eii Ha BcecorozHoM koHKypce, mocBamEHHOM 100-metuto co gus poxzaenus B. WM. Jlennna u
50-neturo oopazoanust CCCP, ucnonusics Ha ractpoisix B Mockse B 1873 rony. [lepconanbHbl-
MU JuIuiomMamu otMedeHsl 3. JIpicak (OxcaHa) U pexuccép-nocTaHoBIIMK b. PaOukus.

30 cents10pss 1978 roma B Opecce cocTosulach NPEMBEPA MOHOOIIEPHI B YETBIPEX 4YaCTAX
«ITucepma mo6Bu» ¢ mubperTo B. I'ybapenko nmo HoBemte A. bap6ioca «HexHocTb» (1Iu1a B 0MH
Beuep ¢ onepoit C. PaxmaHuHOBa «AJIEKO»).

JleiicTBe o0JeCCKOM TOCTAaHOBKM IPOUCXOJWIO B YCIOBHO-PEAIBHOM U pEalIbHO-
BUpTyasibHOM Mupe. VX oOwvenuHsn BBeneHHBIH aupmxépoM b. AdanackeBBIM U pekHCCEPOM
C.l'aynacuHCKMM MOJYQIMBBIA INEPCOHAX, KOTOPOMY aIpPECyIOTCS NUChbMa JIOOBH. XyIOKHHUK
H. beB3eHKo-3MHKMHA HaIlIa IPOCTOE PEIIEHUE: Yachl CTAIN PeaIbHbIM CUMBOJIOM OCTaHOBHBIIIE-
rocsi BpeMeHU. ['eporHs MosBIIsUIach 3a CIMHOM Iepost U3 3epKajla U Kak Obl COCYyIeCTBOBAA C Ie-
POEM B pa3HBIX BpeMeHaX U MUpax. JTa CIIeHa «IIpeBelIaiay MMOSBIEHUE Ty Ta IPOTUBOIIOJIOKHO-
cteil — Xombl u [laHHOYKH, BO BTOpOM JeiicTBUU omepbl-Oaneta «Buii», riae BokajgbHbIE MPUEMBI
OJIMIIETBOPSIIM MUD YeJIOBEKa, a Xopeorpapuueckue — MUp IPU3PaKOB.

19 aBrycra 1984 roga B Oznecce cocTossioch NEPBOIPOUTEHNE Onephl-0anera «Buii» B Tpéx
JEHCTBUSX C MpoJioroM U snuioroM (imbperro M. Uepkammuoit-I'y6apenko u JI. Muxaiinosa mo
MoTHBaM ofHouMeHHOH moBectu H. ['orosns). PeneH3eHTHl oTMedanum peakoe €IMHOAYIINE aH-
camOJ1st MocTaHOBIMUKOB: tupmképa b. Adanacwea, pexuccépa A. IlounkoBckoro, 6aneTmelictepa
B. CmupnoBa-I'onoBanoBa, xynoxnuka E. JIeicuka, xopmeiicrepos JI. byrenko, W. Jluaymixka.

[Hecras onepa B. ['yGapenko u ero nepast MombITKa CHHTE3a CPEJCTB ONEephl U OayieTa cTo-
UT B Py OCOOBIX siBIeHMH HcKyccTBa. Co3/laHa MPUHIMINAIBHO HHAS dcTeTHUYecKas (hopma ore-
PBL, HEKOTOPBIe YepThl KOTOpoi ObuTH mpenckazanbl B «llucbMax mo6Bu». E€ MokHO Ha3BaTh Me-
TapU3NIECKON — OCHOBAHHOM Ha MEpeXoie MeX/Iy JBYMsI MUpPaMH: YCIOBHO-PEAIbHBIM U PeabHO-
BUPTYaJIbHBIM.

CrieKkTakipb IMOCTOSIHHO HIEN ¢ aHIUIAroM, ObLI 3allUCaH U TPAHCIUPOBAICS YKPAMHCKUM U
OenopycCKUM TeJeBUJCHUEM, ObLI BBIIBUHYT Ha couckanue [ocynapcrBenHoit npemun CCCP.
Emy ObUIO IOCBSIIIEHO MHOKECTBO aBTOPUTETHBIX pelieH3ui u crareil. B 1987 r. Obu1 mokas3an B



Muncke Ha 3akpbiTun Beecoroznoro dectuBans «Teatp m Bpemsi» (mupmxép U. [llaBpyk), a B
1989 — B Kpemnésckom J[Bopiie cbe3710B.

CoenuHeHne cpeicTB UMIpeccnonn3Ma u 0apokko B TBopuectse H. ['orois, saBienue camo
110 ceOe 3aMeuaTelIbHOE, OUEHb TOYHO NepeaHo B My3bike B. ['ybapeHKo 1 Hanuio cBo€ paBHOIICH-
HOe OTOOpakeHue B naHopame sipmapku Ha [logone, myare Xomsl u [laHHOYKH BO BTOpOM JEHCT-
BUU, YIUBUTEJILHOM IO KpacoTe MOMHUHAIBHOM Xope U (uHae.

1 nexaOpst 1985 rona, cocrosuioch neponpoutenue 6aisera «KomMmmyHHCT» (B ABYX HacTsX,
CeMH KapThHax c¢ mposoroMm). bamer coszman mHa mnmuOpertro B. CmupnoBa-I'onoBaHoBa u
M. YepkammHoii no ogHonMeHHOMY crieHaputo E. 'abpunosuua. {upnxép U. lllaBpyk, noctanos-
ka u xopeorpagus B. CmupHoBa-I'ooBanoBa, xynoxHuK B. ApedneB. OTmeuanacs mpekpacHas
paboTa UCIOJHUTENEH, JAKOHUYHOCTh MAaCTEPCKU OPKECTPOBAHHOM NapTUTYpPBI, KOTOpast AaéT BO3-
MO’KHOCTh BHECTH B CHEKTaKJIb, IOCTABJICHHBIN 110 3aKOHAM KJIACCHYECKOro Oajera, HOBYIO JIEKCH-
KY.

OObIUHO omepHOe Hacleane KOMIIO3UTOpa XPOHOJOTHUYECKH JETSAT Ha TPU MEpuoa, KOoTo-
pBI€ COBIAJIAIOT HE TOJIBKO C OOIIMMHU OCOOCHHOCTSMHU Pa3BUTHSI ONMEPHOTO JKaHPa, HO M XapaKTep-
HBIMH TPOSIBJICHUSIMH YKPAaMHCKOTO KyJIbTypHOTo co3HaHus nepuoaa 60-90 rogos XX Beka: nep-
BbIl nepuon — 60-e ronpr; Bropoit nepuoa — 70-e — Hagano 80-x ronos; Tpetuit nepuon — 80-e —
90-e roxpl. B a3TOM cMBICIIE MOKHO CKa3aTh, 4YTo OeccKOMy ONEpPHOMY TeaTpy HOBE3JIO TPHIKIBL
BrisiBiieHO, 4TO Ha €ro cieHe ObUIM MOCTaBJIEHBI MOKa3aTeIbHbIC MPOU3BEICHHS KaKIO0ro U3 TPEX
IIEPUOIOB.

1967 — ron moctanoBkH «I'mOenn >ckaapbly SIBISETCS BEpXHEH XPOHOJIOTHYECKOH TI'paHH-
I}, 3aBepIIAIOIMM MOMEHTOM IIEPBOTrO NEPHUOJA YKPAaMHCKOM ONEpPHO-TBOPYECKOW NMPAKTUKU B
OpnecckoM Teatpe. OH MOABITOKUBAET IPEBAUPYIOLIUE UKO-TEPOMYECKHUE YEPTHI, @ TaKKe TEH-
JICHIIMIO OCOBPEMEHUBAHMs UCTOPUU U €€ JTMUYHOCTHOU, IepeolieHKe, KOTOpble ObLIM 3aJI0’KEHBI B
npousBenenusx H. JIbicenko, B. ®emennau, b. JIstommuckoro, K. JlanbkeBuua, b. SHOBCKoOTO,
A. Yumko, M. Apkaca...

[Ipembepa «IIucem 100BKH» HA 01€CCKOM ClieHE TpeACTaBIsIeT IVIABHYIO TEHICHIIUIO BTOPO-
IO dTana MCIOJHEHHUS TBOPYECTBA YKPAMHCKUX KOMIIO3UTOPOB B PENepTyape Tearpa. JTO Kamep-
HOCTb, CBS3aHHAsI ¢ NOMCKOM IPHOIMKEHHBIX K COBPEMEHHOH JI€HCTBUTEIILHOCTH CIOKETOB, yI-
JTyOJIEHHOM IICHXOJIOTM3allMM ONEPHBIX O0pa30B, CTUIMCTHYECKOMY OOHOBIIEHUIO MY3BIKAJIbHOIO
Marepuana. [lokasaTenbHBIM [ 3TOrO IEPUOAA SBISIOTCS IIOCTAHOBKH IPOM3BEICHUM
1O. 3narokoBa, A. Kpacotosa, T. Cunopenko-MatokoBoii; MOKa3aTeIbHO U OOpallleHne K Kamep-
HOMY ornepHOMY TBopdecTBy C. PaxmaHuHOBa.

Omnepa-6anet «Buit» B. ['ybapeHko HauMHaeT HOBBIH, TPETUH NEPUOJ UCTOPUN YKPAaUHCKON
OIIEpHI Ha CIIEHE OJIECCKOT0 TeaTpa. XapaKTEpHOI 4epTOi 3TOro Iepuojia BHICTYIIAET TOMCK Ha Ha-
[IUOHATBHOM MH(OIOITHUECKON, TO €CTh CUMBOJIMYECKHU MTPE0Opa30BaHHOM, HCTOPHUECKOW OCHOBE
MY3BIKaJIbHO-TE€ATPAIBHBIX KaHPOBBIX (POPM M CTHIIMCTUYECKHX NMPUEMOB, BO3BpAT K MUCTEPUAITH-
HBIM OCHOBAaM MY3bIKaJIbHOI'O J€HCTBA, TO €CTh K €€ IEPBUYHOMY CHMHKPETHYECKOMY Ha3HAUYEHUIO
«TBOPUTH MUPBD» U HAJIAXKUBATh OOIICHUE MEX/y HUMH.

Bbeaik-3oa0Tapsoa Harauiss AHapiiBHa

Bbenik-3onorapsoBa H. A. Ilepetnnu peaibHOro Ta ippeajbHOro B XOpOBii ApaMaTyprii
onepu Bitaais I'ybapenka «Biit». OxapakTrepr30BaHO MPUHIMIN OpraHizaiii XOpoBOro YMHHHUKA B
omepi-Oanteri B.T'ybapenka «Biii», BHSBICHO NEPETHHH pPEalbHOIO i ippeanLHoro B XOpOBIi
Apamaryprii olepH 3araloM. HaronomeHo III0 XOPOBI CIIEHHM B Ollepi HaOyBalOTh JIEHTMOTHBHOIO
1 CHMBOJIITYHOTO 3HAY€HHS; BHKOHYIOTH (I)yHKI_Ill ’KaHPOBO-TIOOYTOBOTO TPAaKTyBaHHS 1 BTLIECHHA
OIIEPHO-XOPOBOTO CHM(bOHlaMy, (imocodpepkoro ysaranbHeHHs, TeMOPOBOI GapBH-TJid, KOMEHTATOpa
Ji, KaTapcHdHOro (iHamy; CIPHSIOTH TeaTpamisamii OMEpHO-XOpoBOi Jii, mepcoHidikarii obpasy
HE3psU0i CMEpTi.

KiarouoBi cioBa: >kaHp, ONEpHO-XOpPOBa JpamaTyprisi, ONEpPHO-XOPOBUU CcUMQOHI3M,
OIIEpPHO-XOPOBA CIOITa, ApamMaTypriudi GyHKIii Xopy.

Beank-3onotapesa H. A. Ilepeceyennsi peajlbHOT0 U HPPEAJLHOI0 B XOPOBOii ApaMa-
Typruu onepsl Buramus I'y6apenko «Buii». OxapakTepr30BaHbl IPUHIUIIBI OPraHU3ALUN XOPO-
BOT0 KOMIIOHEHTa B onepe-Oanete B. ['ybapenko «Bwuit», BBISIBIEHBI IepeceUeHUs] peabHOrO U Up-
peasbHOro B XOpOBOM JpamMaTypruu onepbl. OTMEUEHO, 4TO XOPOBBIE CLIEHBI B OTlepe MPUOOPETAIOT
JEUTMOTUBHOE M CHMBOJIMYECKHE 3HAUCHHE; BBINOIHSIOT (YHKIIMU >KaHPOBO-OBITOBOTO MCTOJKO-
BaHUS U BOIUIOLIEHMS ONEPHO-XOPOBOro cuMdoHM3Ma, TeMOpOoBOi Kpacku-(poHa, KOMMEHTaTOpa



JelcTBHs, KaTapcuyeckoro (uuana, ¢guiaocopckoro o00OMIEHUS; CIOCOOCTBYIOT TeaTpaln3aliu
OIIEPHO-XOPOBOTO JICHCTBHUS, TEPCOHUPHUKAIIMH 00pa3a He3psiueit CMepTH.

KiroueBble cjioBa: kaHp, ONEPHO-XOPOBasi JpaMaTyprus, OlEepHO-XOpPOBOH cuUM(OHH3M,
OIIEPHO-XOPOBas CIOUTA, ApaMaTyprudeckue QyHKIHMH X0pa.

Belik-Zolotareva N. A. Intersections of the Real and the Unreal in the Choral Drama-
turgy of the Opera “Viy” by Vitaliy Hubarenko. The article characterizes the principles of orga-
nizing the choral factor in the opera-ballet “Viy” by V. Hubarenko, identifies the intersection of
the real and the unreal in the choral dramaturgy of the opera. It is noted that the choral scenes in
the opera gain leitmotif values and symbolic functions, perform the genre-interpretative function,
the choral-theatrical action, therole of the commentator, serve as the symphonic element,
the philosophical generalization, the timbre background, the personification of blind image of death,
and reinforce the catharsis of the finale.

Keywords: genre, opera and choral dramaturgy, opera and choral symphony, opera and
choral suite, dramatic functions of choir.

Belik-Zolotareva N. A. Intersections of the Real and the Unreal in the Choral Drama-
turgy of the Opera “Viy” by Vitaliy Hubarenko. The Ukrainian opera of the last quarter of
the 20th century is characterized by the appearance of such genres as: choral a cappella opera, op-
era-chronicle, opera-oratorio-ballet, opera-phantasmagoria. It favours the development and renova-
tion of the opera-choral creation, emphasizes the choral component in the opera as a whole. Also it
was the time of continuing the future development of the historical-heroic, lyrical-psychological
opera, opera-oratorio, opera-ballet. The genre stability of opera is conditioned by the constancy of
the choral aspect, as it has diversity of drama function. A classic example of unity of tradition and
innovation in the sphere of musical theatre is the opera legacy of V. Hubarenko.

The genre synthesis is observed in the opera-ballet “Viy” which unites everyday-life, comic,
fantastical and philosophical genre aspects. The goal of the study is to elicit the choral action devel-
opment logic in the opera “Viy” by V. Hubarenko with an aim to establish the opposition-unity of
two worlds — the real and the fantastical.

In article reveals the significant dramaturgic role of the choral component at each stage of
the development of the opera action. In particular, one of the main subject ideas — multiple cross-
ings of the real and the surreal, based on unity of the principles of contrast, an opera-choral suite
quality, the method of opera-choral symphonism — is convincingly embodied. V. Hubarenko
presents the main idea of the opera in a choral scene of the prologue which becomes a source of
pleasure of life, an antithesis to the otherworldly. Indeed, the recessional hymn of the seminarians, a
symbol of the era, also will continue to appear in the opera as a whole as one of the leitmotifs.

The scene of the fair becomes a source of interaction of the real and the surreal which will
guide not only the opera and choral development, but also the entire narrative of the opera. Gradual
penetration of the surreal origin, which menaces the life of Khoma and returns him to Pannochka’s
power (8th scene, 3rd picture, 3 act), is associated with growth of choral origin in the scene
“U Bublichnitsy”. The chorus “Da i zabolelo telo burkatskoye” becomes an epic generalization and
the first climax of the 3 act. Intense sound of an all- male group of the chorus, which personifies
the image of the Viy in the culmination of the opera (4™ picture, 3 act), is a symbol of a temporary
victory of the otherworldly, but the opera ends with a reassuring chorus “Oi, na Ivana ta I na Kupa-
la”, the hymn intonations of which glorify life. Thus, the epilogue carries out the function of a ca-
thartic finale. One more dimension of crossing the real and the surreal in the opera and choral dra-
maturgy that indicates the cross-cutting nature of this opposition-unity is carried out. As a result,
there are two opera-choral suites: dispersed, representative of the real world (seminarian choruses,
the Fair, 3rd picture, epilogue) and concentrated, representing the world of the surreal (picture 4).

The principle of theatricality becomes a bright sign of the opera-choral dramaturgy of Huba-
renko’s “Viy”. Its manifestations are various, but the most striking example of its implementation is
the application of the technique called “theatre inside theatre”, presented as the real (the school
drama at the fair), and in the conditionally metaphoric form (reincarnation of the seminarians when
the rector appeared).

The originality of the thematic quality of the choral score of the opera “Viy” is based on
the ability of the composer to create songlike melodies, use the intonations of Slavic folklore, styles
of the choral genres of the 18th century. Strengthening of the conflict in the opera is promoted by
the synthesis of opera and ballet forms, using the techniques of modern screenwriting.



The choral aspect enhances the dramatic nature of the situation, represents stages of devel-
opment of the drama: plot, conflict, outcome, participates in creating the crossings of the surreal and
the real. Choir creates various images: seminarians, traders and buyers at the fair, the audience of
the play about Adam and Eve, girls, people, image of the Viy. V. Hubarenko skillfully leverages
both homogeneous and mixed structures, scenic and non-scenic choruses, choral fuffi to enhance
climax points.

Choral scenes in the opera get: the leitmotif and symbolic functions (recessional hymn of
the seminarians); genre treatment and embodiment of the method of the opera-choral symphonism
(“The Fair”); theatricalization of the opera-choral action (chorus of the seminarians “Dushe moya,
pochto grekhami bogateeshi?”); functions of the school drama, philosophical generalization (“Da 1
zabolelo telo burlatsoye™); background timbre hues, the commentator of the action, personification
of an image of the Viy; final cathartic function (choral epilogue).

Benik-3onorapsoBa H. A. Ilepernnn peaibHOro Ta ippeajbHOro B XOpoOBii ApaMaTyprii
onepu Birania I'ybapenka «Biii». B ykpalHCbKill omepHO-XOpOBili TBOPYOCTI OCTaHHBOI YBEPTI
XX CTONTTS NPOCTEXKYETbCS TSOKIHHS J0 BHYTpUKaHpoBUX TpaHcopmaniii. [losBa Takux
PI3HOBUIIB yKpaiHCHKOI OmepH, SIK XOpoBa omepa a cappella, omepa-xpoHika, omepa-opaTopis-
Oanet, omepa-paHTacMaropis CHOpHUsUIa PO3BUTKY U OHOBJICHHIO OIEPHO-XOPOBOI TBOp‘{OCTi
CBlI[‘lI/IJIa PO HOBY POJIb XOPOBOTO KOMIIOHEHTA B omepi 3aramoM. Boxmodac meii mepiox
TMOB’S3aHMIA 13 TOMEPEIHIM 1 XapaKTePU3YEThCS MOAAIBIINM PO3BUTKOM ICTOPHKO-TEpOIdHOI,
JTIPUKO-TICUXOJIOTIYHOT ONEpH, a TaKOXK OINepu-oparopii, onepu-oanety. KaHpoBOIO BU3HAYEHICTIO
ONEpHOI TBOPYOCTI 3YMOBJIEHO ¥ cCTajle 3HA4YeHHs XOpPOBOTO Hauyaja, I[OB’s3aHe 3
YPpI3HOMaHITHEHHsIM Horo apamaTypriynux QyHKuii. Knacuunuit npukiag moeaHaHHs TpaauIiil i
HOBATOPCTBA y cpepi My3u4HOro Tearpy — omepHa cnapmusa B. C. I'ybapenka.

CuHTe3 >AQHPOBHMX PI3HOBHAIB IPOCTEXYEThCS B omepi-Oameri «Biit» y moenHaHHI
M00yTOBO-KOMIYHHUX, (aHTACTHYHKX 1 (PiTOCOPCHKUX JKAHPOBUX PaKypciB. MerTa CTaTTi — BUSBUTH
JIOTIKY PO3ropTaHHs XOpoBoi il onepu-6anery «Biit» B. I'ybapenka, po3risiHyTH ono3umii-€1HOCTI
JIBOX CBITIB — PealIbHOT0 1 (paHTaCTHIHOTO.

3a3Ha4eHo, 10 XOPOBI CIICHH MAIOTh 3HAYHE ApaMaTypriuHe HaBaHTa)XCHHS Ha KOXXHOMY eTarll
PO3BUTKY OIEpHOI [ii. Y HAX IEPeKOHIIMBO BTLIIOETBCS UM HE TOJOBHA Iesl CIOXKETHOIO i
JPaMaTypriqHoro PO3BUTKY ONEPH — YHCICHHI TEPeTHHH pPealbHOro i ippeaibHOro, sKi
IPYHTYIOTbCS Ha €IHOCTI NPHHIMIIB KOHTPACTY, OMNEPHO-XOPOBOI CIOITHOCTI, METOIY ONEpHO-
XOPOBOTO. CI/IM(bOHlBMy ['os0BHY iz1€t0 XyA0XKHBOI KOHIenUil BCiei onepu B. I’ y6apeH1<o 3aKjajac B
IOYATKOBIH XOpPOBiH creHl. CaMe BOHA CTae BUTOKOM paz[ocn OyTTst, aHTUTE30k0 NOTOHO Y40, [l
CLieH] IPUTaMaHHi SICKPaBe IrPOBE HAYalo, O3HAKH HPHHOMY «rearp y Teatpl», HEBIIMHHA PalicTh
OyTTs 1 TEPEKOHIUBE. BlL[TBopeHHs{ €MOXH 3aBJKU IHTOHALIHHOMY 3MICTy KaHIKYJISIPHOTO TiMHY
OypcakiB, sikuii Haslani HaOyBa€e JEUTMOTUBHOTO 3HAYECHHSI.

3Ha4yeHHsT BOCHMOI CII€HH TPEThOi KapTHHU TpPeThOi Jii y TMpoleci BTIJIEHHS OCHOBHOL
JpaMaTypridHoi JiHil ONepHO-XOPOBOi MAPTUTYPU € HAA3BUYAWHO BAXIIUBUM. AJKE y Mexax Ifiel
CIIeHH Bi10yBa€ThCs OCTYNOBE MPOHUKHEHHS (paTanbHOro, GaHTAaCTHYHOTO Havaja, sIKe 3arpoKye
KHUTTIO XOMH, MoBepratoud Horo min Buaxy Ilannouku. lleit moBopoT nii moB’si3aHuid i3
PO3pOCTaHHSIM XOpPOBOTO Hayaja cueHu «Y byOneiHumi», 1Uis SKOi YHPOJOBXK YCi€l KapTHHH
MpUTAMaHHI TUTBKU COJIBHI emi3ofu. XOopoBe 3aBepineHHs a cappella («Jla w 3aboneno Temo
Oyprnamkoe) B Ayci MiAroJI0OCKOBOI MOJi(OHII CIIiJ] BBaXKaTH €MIUYHUM y3arajlbHEHHSM, HEpIIOI0
KyJbMiHaIi€0 TpeThol Aii. HampykeHe 3By4aHHS 4OJIOBIUOI TPYIHU XOpY, SKa € MepcoHidikaiiero
o6pazy Bis B kynbMiHallii onepu (4eTBepTa KapTuHa TPeThoi Jii), CAMBOJIOM TUMYAcOBOI IEPEMOTH
NOTOMOIYUS, a/IKe 3aBEpIIy€EThCS Omepa KUTTeCTBepAHUM xopoM «Oii, Ha IBana Ta #f Ha Kynanay,
TIMHIYHUMH 1HTOHAIISIMH SIKOTO MPOCIABISETHCS KUTTSI. TakuM 4uHOM, emijior BUKOHY€E byHKITITO
KaTapCUYHOTO (1)1Hany 30iHCHIOETBCS Il OJMH BUMID MEPETHHY PEATbHOro i ippeanpHOrO B
OIIEPHO-XOPOBIii JpamMaTyprii, M0 CBIXYATH PO HACKPI3HWH XapakTep wiel omo3uiii-eqHOCTI. Y
HiJICYMKY BUHHUKAIOTh JIBI ONEPHO-XOPOBI CIOITH: PO30CEPEKEHA, 10 PEIPE3CHTYE pealbHUi CBIT
(xopu OypcakiB, sSipMapoK, TpPeTs KapTHHA, €MUIOr) Ta KOHIEHTPOBaHA, siKa MPEACTaBIISIE€ CBIT
ippealibHOTO (YeTBepTa KapTHUHA).

[IpuHIMN TeaTpajJbHOCTI CTa€ SICKPaBOIO O3HAKOIO OINEPHO-XOPOBOI Jpamaryprii omnepu
«Biit». [IposiBu #ioro pi3HOMaHITHI, ajie Yd HE HANSCKPaBIIIOro BTUIEHHS BiH HaOYB 3aBISIKU
npuiioMy «Tearp y Tearpi», MOJAHOMY SIK y pealbHil (LIKIJIbHA JpaMa Ha spMapkKy), Tak i B
YMOBHO-MeTaOpHUHiii (aKTOpChKe HepeBTiJ‘[eHHH OypcakiB i3 OSIBOIO pekTopa) popmax.

CBOEpIIHICTS TEMAaTH3My XOPOBOI MAPTHTYPH onepu «Biit» monsirae y po3CIiBHAX
MEJIOMISIX IMMPOKOTO TUXaHHs, Y BUKOPUCTAHHI 1HTOHALIN CJIOB’STHCHKOTO (PONBKIIOPY, CTHIII3AMil



xopoBux >xkaHpiB XVIII cromitrs. Ilocunennto KOHq)mKTy B onepl CHpUSIE CHUHTE3 OINEPHUX 1
GaneTHIX (OPM BHCIIOB/IIOBAHHS, BUKOPHCTAHHS IIPUHOMIB CYy4acHOi KiHOApaMarypril.

Xopose Ha4aJIo MOCHITIOE JIPaMaTH3M CHTYyallil, BI/3HAYa€ STAIM PO3BUTKY JAPaMHU: 3aB’sI3KY,
KOHQIIKT, po3B’si3Ky, Oepe ydacTs B 0GOPMICHH] IEPETHHIB IPPEAIbHOTO 1 PeabHOrO. 3a006aMH
XOpy CTBOPIOKOTBCSL 00pasu OypcakiB, TOProBLIB i noxynulB Ha SIPMapKy, IUIA4iB I€CH PO
Anama ta €8y, niBuar, Hapoxy, Bis. B.T'ybapenko MalCTEpHO BUKOPUCTOBYE MOMKIHBOCTI SIK
OJHOPIAHKX, TaK 1 MIMIAHOrO CKJIAiiB, SIK CLCHIYHUX, TaK 1 HECLCHIYHHX XOPIB, 3alPOBAJXKye
XOPOBI futti U1 HTOCUJIEHHS KYJIbMiHAI[IHHIX MOMEHTIB.

XopoBi clLieHH B omepi HabyBalOTh: JIGHTMOTHBHOTO 3HAYCHHs I CHUMBOJIYHOI (YHKIII
(KaHIKY/ISPHAA TiMH OypcaKiB); jKaHPOBO-MOOYTOBOTO TPAaKTYBAHHs i BTUICHHS METOZY ONCPHO-
XopoBoro cumponizmy («SIpmapka»); QyHKIIA MKUIEHOT Apamu, (inocodchKoro ysaraabHEHHS
(«la m 3aboneno Teno Oypramkoey), TeM6p0B01 OapBu-TIa, KOMEHTaTopa Iii, KaTapCUYHOTO
(inamy (XOpOBHiA SMiIIOT); CHPHSIOTH TeaTpai3aLii OIepHO-X0poBOi Aii (xop Oypcakis «Jlyrre Mos,
OYTO rpexamMu Oorareemu?y», nepcoHidikaiii oOpazy He3psuoi cMepTi (CIleHa BiJICHIBYBaHHS
[laHHOYKH y LIEPKBI).

Yenagos Ouiexcanap IBanosua

Yenaaos O. 1. baner «Kaminnmii rocroaap» («I[ou Kyan») Birajuisa I'ydapenka
Ta Horo xopeorpagiyHe BTiJIeHHSI HA pramcucm cueni. [IpoanainizoBaHo MocTaHOBKH OaleTy
B. I'ybapenxa «Jlon JKyaH» Ha yKpaiHCBKIH CIICHI B KOHTEKCTI )KQHPOBUX 1 CTHJIbOBHX BHJIO3MiH
BITYM3HSIHOTO Xopeorpadiynoro wmmcrentBa 1960-1980-x pokiB. 3a3HaueHO, IO TpH pi3Hi
noctaHoBkH «KaMiHHOTO rocmoaaps» Ha clieHaX YKpalHChbKHX TeaTpiB He CYNEpedYHsId OJHA OJHIN
Yy HparHeHHi po3KpuTH xopeorpadiuHumMu 3acobaMu BaxJuBi (iocopchKo-coniaibHi MpolieMu,
sakiafeHi y meci Jleci Vkpainku. PisHMMH TmiIXoJamMu [0 BHKOHAHHS IbOTO 3aBJaHHIL,
IHTEHCHUBHICTIO TBOPYHUX IOUTYKIB 3yMOBJICHO XYy10KHI BIKPUTTSI.

Kuarouosi cioBa: ykpaiHchka xopeorpadiuna kynbprypa XX cT., JiTepatypa i 6anet, «Jlon
Kyan» Jleci Ykpainku, 6anetna my3uka B. I'yGapenka.

Yenagos A. U. baner «Kamennsblii Baacreaun» («/lon Kyan») Burammsa I'ydapenko n
ero xopeorpajguieckoe BOILIONMEHHE HA YKPAHMHCKOIl cueHe. [IpoaHanu3upoBaHbl IOCTaHOBKU
6anera B. ['ybapenko «/lon Kyan» Ha yKpaHCKOH CIleHEe B KOHTEKCTE KaHPOBBIX U CTHJIEBBIX BH-
JIOM3MEHEHUH B yKpamHCKOM Xopeorpapudeckom uckycctBe 1960—1980-x ronos. [lomguépknyTo,
YTO TPH pa3Hble NOCTAaHOBKU «KaMeHHOro BiacTeInHa» Ha CLEHAaX YKPAauHCKHUX TeaTpOB HE IIPOTH-
BOPEUMJIM OJIHA JIPYTOi B CTPEMJIEHUHU PACKPBITH XOpeorpapuuecKuMu CpeicTBaMHU BaXKHbIe (HIIO-
co(cko-coluaIbHble MPodIeMsbl, coaepxkammuecs B nbece Jlecu Ykpaunku. Pa3suble moaxoms! K pe-
IIEHUIO 3TOT0 3a/laHusl, UHTEHCUBHOCTh TBOPUYECKUX ITOMCKOB OOYCIIOBUJIM XYJOKECTBEHHBIE OT-
KPBITHSL.

KiroueBble cjioBa: ykpanHckasi Xxopeorpapuieckas KyibTypa XX CT., IATepaTypa u Oaier,
«on XKyan» Jlecu Ykpaunku, 0anetHast my3bika B. ['ybapenko.

Chepalov O. 1. Ballet “Lord of Stone” (“Don Juan”) by Vitaliy Hubarenko and its
Choreographic Realisation on the Ukrainian Stage. The article analyses the productions of
the ballet by V. Hubarenko “Don Juan” on the Ukrainian stage in the context of genre and stylistic
changes of the Ukrainian choreographic art of the 1960°~1980°. It emphasizes that the three differ-
ent productions of “Lord of Stone” on the stages of Ukrainian theatres did not contradict one anoth-
er in the quest to uncover by choreographic means the important philosophical and social issues
contained in the play by Lesya Ukrainka. Different approaches to this task and the intensity of
the creative searches resulted in artistic discoveries.

Keywords: Ukrainian choreographic culture of the 20th century, literature and ballet, “Don
Juan” by Lesia Ukrainka, ballet music of V. Hubarenko.

Chepalov O. 1. Ballet “Lord of Stone” (“Don Juan”) by Vitaliy Hubarenko and its
Choreographic Realisation on the Ukrainian Stage. Musical and theatrical Shevchenkiana, as
well as the links to the national literature, gave Ukrainian ballet art some outstanding works by val-
ue and perspective of artistic development.

The orientation of composers and choreographers on folkloric sources corresponded to
the main trend of Soviet art that was the ideology of socialist realism, the basic postulate of which
was the “folk character”. Therefore choreographers were restricted in the range of expressive possi-



bilities; their plastic language, based on the academic dance (primarily on pointe-shoes technique),
was imposed by the mandatory use of folklore dance features.

Miscalculations in musical decision and schematics of dramatic construction were present in
many ballets with a contemporary topic. Only a few poetic ballets based on literary classics, espe-
cially the works of Taras Shevchenko (“Lileya™), L. Ukrainka (“Lisova pisnya”), I. Franko (“Ka-
menyari", “Soychine krylo”) Y. Kotsyubinskiy (“Tini zabytyh predkiv’) have remained in
the repertoire or in historical records.

New trends of ballet aesthetics were impressively reflected in musical and dramatic concept
of the new work “Lord of Stone” by V. Hubarenko, which became a landmark in the development
of the psychological drama genre in Ukrainian choreography. In a polemic with the canons of
“dramballet”, where music and dance were considered only secondary means of expression, cho-
reographers were looking for the ways to create musical and choreographic dramaturgy and to de-
velop a complete work of dance.

The interpretation of the ballet “Lord of Stone”, created on the Kyiv scene by A. Shekera in
close collaboration with the composer V. Hubarenko, librettist E. Yavorsky, conductor S. Turchak
and artist E. Lysik in the summer of 1969, was among such large-scale musical and dance perfor-
mances.

Apart from the Kyiv staging, “Lord of Stone” by V. Hubarenko was also staged at
the Kharkiv Lysenko Theatre (1972). The new choreographic version was created by a Bulgarian
choreographer M. Arnaudova. In 1977 she staged this ballet in Ruse (Bulgaria).

The difference between the Kyiv and Kharkiv stagings of “Lord of Stone” was mainly in
the style forms of choreographers, who put the focus on different plastic means of revealing
the content. As a result, the most advantageous feature of the Kharkiv ballet version (by the way, it
was renamed “Don Juan™) was a convincing recreation of figurative dance dramatic lines of the plot
that were logically intended to clear up the main socio-psychological conflict.

The principles of choreographic expression of “Lord of Stone” by A. Shekera were rooted in
the principles of effective dance and in the method of psychological characteristics, developed by
R. Zakharov, L. Lavrovsky, V. Vaynonen in the productions of the ballet drama. This was also con-
firmed by plastic palette of the work which covers, apart from dance episodes, expressive panto-
mime and emotive gestures. Overexpression of the plastic figures also corresponded to the musical
utterance made by V. Hubarenko that contributed to merging the drama components.

Multifaceted, internally rich philosophical image of Don Juan, his symphonic and dancing
musical embodiment in the score of V. Hubarenko determined several of its scenic interpretations.
Along with M. Arnaudova, A. Shekera and K. Niyazov (Ashgabat), the hero created by Lesia
Ukrainka was reprised by Dnipropetrovsk choreographer Z. Kavats. In this interpretation of “Don
Juan” (conductor N. Shpak, artist V. Arefiev) Z. Kavats tried to reveal in the dance the impressively
sharp character conflict outlined in the music, to show by choreographic means a clash between vi-
tality, freedom of spirit and the dark forces of caste pride and the darkness of Catholic superstitions.

7. Kavats was the first person who looked at this ballet with the eyes of a choreographer
who worked in the beginning of the 80°, having synthesized the achievements of dance symphonic
style with the positive experience of dramballet, which were unconditionally discarded by young
directors for the past two decades, who had considered it outdated.

The intense conflict, the internal dynamics and the expression in organic unity with
the sublime romance and rough lyrics celebrated this compact, dramaturgically accurate representa-
tion in which the theme of moral death caused by unrestrained desire for power and the abdication
of one’s own moral principles sounded acutely and passionately. Don Juan transformed and evolved
from an ardent lover and amorist into a man with his own understanding of life who actively resists
social and moral superstitions.

Three different stagings of “Lord of Stone” in different Ukrainian theatres did not contradict
with each other in the most basic feature of the piece, which was the quest to uncover by choreo-
graphic means the important philosophical and social problem, inherent to the play written by Lesya
Ukrainka. A different approach to solving this task, the intensity of creative pursuit due to art disco-
veries, and miscalculations of both stagings, strongly indicated broad horizons, which were revealed
to the choreographer by the topic and the musical basis of the work. Str1v1ng for psychologizing
the ballet did not contradict, but rather contributed to confirming the forms of artistic expression —
symphonic and poetic dance advocated by modern ballet aesthetic.

Changes that have emerged in the approach to expressive forms of ballet were rooted in a
particular evolution of understanding its ideological meaning, as well as in the shift of emphasis
from the artistic description of life and events to revealing the psychological conflicts.



Yenagos A. U. baner «Kamennbiii Bracreaun» («/lon ’Kyan») Buramus I'ybapenko n
ero xopeorpajguyeckoe BOILIOIIEHHE HA YKPaHHCKOH cueHe. My3bIKalbHO-T€aTpajbHas IIIEB-
YEHKHAHa U CBSI3U C HAIIMOHAJIBHOW JIMTEPATypOil Jajin yKpauHCKOMY OaJe€THOMY HCKYCCTBY He-
CKOJIBKO HE3ayPSIIHBIX 110 3HAYEHUIO U NEPCIIEKTUBE XYyI0’)KECTBEHHOTO pa3BUTHsI paboT.

OpueHTanus KOMIO3UTOPOB M OajeTMeHCTepoB Ha (POIBKIOPHBIE HCTOYHUKH OTBEYaja Ma-
TUCTPAJIbHBIM TEHJIEHIUSIM COBETCKOI0 MCKYCCTBA, TO €CTh HJEOJOTUU COLMAIMCTUYECKOrO pea-
JM3Ma, OCHOBHBIM IIOCTYJIATOM KOTOPOIrO ObLIa «HAPOJHOCTH». DTO BBI3BIBAJIO OTPaHUYEHUE JHA-
Ma30Ha BBIPA3UTENILHBIX BO3MOXKHOCTEH OaneTrMeicTepoB, HAaBA3bIBAas UX IJIACTUYECKOMY S3BIKY,
OCHOBAaHHOMY Ha aKaJeMHUYECKOM TaHIIE (B IEPBYIO OYEpE/lb, IIyaHTOBOM TEXHUKE), 00g3aTEIbHOE
UCIOJIb30BaHUE YEPT TAHLEBAIBHOTO (hONIBKIIOpA.

IIpocy€Thl B My3BIKAJIbHOM PEIIEHUU M CXEMaTH3M JApaMaTypruyecKoro MOCTPOeHUs Kaca-
JMCh U MHOTHX OaJIETOB Ha COBPEMEHHYIO TeMy. OcTaluchk B penepryape Win 0JlaroJapHOH UCTO-
PUYUECKON MaMSTH JIUIIb HECKOJBKO MOITUYECKUX OaleTOB Ha OCHOBE JIUTEPATypHOU KIIACCHKH, B
nepByto ouepenb npousBeaenuit T. [lleBuenko («Jlunes»), Jlecu Ykpamnku («JlecHast mecHs»),
N. dpanko («Kamenmmkny, «ColunHo Kpbuioy), 0. Komrobunckoro («TeHU 3a0BITHIX TTPEKOBY).

HoBple BesHus OaleTHOW SCTETUKH BBIPA3UTENBHO OTPAa3WIMCh HAa MY3bIKaJIbHO-
JpaMaTypru4eckoi KOHLENIMU HoBoro mnpousBeneHus «Kamennsni Biactenun» B. ['yOapenko,
KOTOPOE CTaJIO STAHBIM B PA3BUTUU JKaHPa IMCUXOJOTMUECKON JIpaMbl B YKPaUuHCKOM Xopeorpadu-
YeCKOM HCKyccTBe. B monemuke ¢ kaHOHaMu «japamOaneray, B KOTOPOM MY3bIKa M TaHEI| CUuTa-
JIMCh JIMIIB BCTIOMOTATEIbHBIMU CPEJICTBAMU PACKPBITHS CIOJKETa, OalleTMeHCTephl UCKAIN MYTH K
CO3/IaHUIO MY3BIKAJIbHO-XOpeorpaduyeckol apamMaTypria, K pa3BEPTHIBAHUIO MO-HACTOSIIEMY
TaHIEBAJILHOTO JCHCTBHUS.

K takuM macmTaOHBIM MY3BIKaJbHO-TAHIIEBATBHBIM CIIEKTAKIISIM IpUHAJJIeKala U UHTEp-
nperanus Oanera «KameHHBI BiacTeNMH», co3laHHas JeroM 1969 r. Ha KHEBCKOHM clieHe
A. lllexepoii B TeCHOM coapykecTBe ¢ komno3zutopoM B. ['ybapenko, mubpertucrom 3. SBopckum,
nupwxépoM C. TypuakoM u XynoxHukoM E. JIbicukom.

Kpome kueBckoit nocranoBku, «Kamennsrit Biacrenun» B. ['ybapenko mosryuni emé ogHo
CIIEHUYECKOe BoIUIomeHne B XapbkoBckoMm Tearpe umenu H. B. JIsicenko (1972). ABTopcTBO HO-
BO Xopeorpaduyeckoil peakuuu MPOU3BEACHUs MPHUHAIIEKATIO OaneTMmelcTepy OOITrapckoro
npoucxoxaeHuss M. Aprayznosoii. B 1977 r. oHa ocyinecTBuIa IOCTaHOBKY 3TOro Oasiera B I. Pyce
(bosrapus).

Pa3Huna Mexay KMEBCKOM M XapbKOBCKOHM mocraHoBkamu «KameHHOro BiacTeslnHa» 3a-
KJIFOYajiach, IIaBHBIM 00pa3oM, B OTJIMYUH CTUJIEBBIX (OpM OajeTMeHCTepcKoro movepka, nepeHe-
CEHHUH aKIIEHTa Ha HECKOJIBKO JIPYrHe IJIACTUUYECKUE CPEACTBA PACKPBITHS colep)kaHus. B pe3yib-
TaTe HanOoJiee BBHIMIPHIIIHON CTOPOHOM XapbKOBCKOIO BapuaHTa Oajera (KCTaTH, OH IEPEUMEHO-
BaH OblT B «JloH-XyaHay) crano yoeauTensHoe 0Opa3HO-TaHIIEBAIbHOE Bocco3aanmne GpadyIbHbBIX
JIpAMAaTUYECKUX JIMHWM, JIOTMYHO HAIpPABJIEHHBIX HAa PACKPBITHE OCHOBHOTO COIMAJIBHO-
MICUXOJIOTHYECKOT0 KOH(IIUKTA.

[Ipuniunel  o6pa3Ho-xopeorpadguueckoil BbIpazuTenbHOCTH «KaMeHHOro BiacTennHay
A. lllekeppl KOPEHUIINCH B IPUHIUIAX J€HCTBEHHOTO TaHIAa U METOJIE IICUXOJIOTUYECKUX XapaKTe-
PHUCTHK, BbIpaboTaHHbIX P. 3axaposbiv, JI. JlaBpoBckuM, B. BaliHoHeHOM B ITOCTaHOBKAx OaneTHON
JpaMbl. DTO MOATBEPKAAET U IJIACTHYECKAsl NAIUTPa IIPOU3BEIACHUSI, KOTOpasi OXBAThIBAET BMECTE
C Pa3BEPHYTHIMU TAHIEBAIBHBIMU 3IU30/1aMHU BBIPA3UTEIBHYIO TAaHTOMUMY, SMOIIMOHAIBHO OKpa-
IIEHHBIE JKeCThl. [I0OBBINIEHHAs 3KCIpPEcCHs IUIACTHYECKOIO PUCYHKA TaK)Ke OTBEYalla XapakTepy
MY3bIKaJIBHOIO BbICKa3biBaHUs B. ['yOapeHKO, 4TO crocOOCTBOBANIO CIMSHHUIO JpamMaTyprudecKux
KOMIIOHEHTOB.

MHororpaHsblii, BHyTpeHHe Ooratelii gunocodekuit o6paz Jlon Kyana, ero cumponuye-
CKH-TaHIIEBATbHOE MY3BIKAJIbHOE BOIUIOIIeHHE B maptutype B. ['ybapenko oOycrmoBmiio emg He-
CKOJIBKO €€ cueHnueckux uHTepnperanuil. K reporo Jlecm Ykpamnku, kpome M. ApHayloBOH,
A. lekepsr u K. HusizoBa (Amxaba), oOpatuiack JHENponeTpoBckuit 6anermerictep 3. Kasair.

B oroit untepnperammu «Jlon-Kyana» (mupmwxkép H. lllmak, xynoxunuk B. ApedneB)
3. KaBar npitanace packpbITh B JEHCTBEHHOM TaHIIE OCTPBIA KOH(MIMKT BBIPa3UTEIHLHO OYepUeH-
HBIX B MY3BIKE XapaKTepOB Ie€pOoeB, MOKa3aTh XOpeorpaduyecKUMH CpPeICTBaMHU CTOJKHOBEHHE
KHU3HETI0O0UsI, CBOOOBI {yXa ¢ TEMHBIMH CHJIAMU KaCTOBOW FOPABIHU U KaTOJINYECKOTO CYyEBEPHOIO
Mpaxa.

3. KaBary nepBoit mocMmoTpena Ha 3TOT OaneT riazamu xopeorpada Havanga 1980-x ronos,
CHHTE3MPOBAB JOCTHKEHUS TAHIIEBAILHOTO CUM(OHM3Ma C TO3UTUBHBIM OIBITOM JpamOanera, Ko-
TOPBIH 0€30rOBOPOYHO OTOPACKIBAIM MOJIOJIbIE MIOCTAHOBINUKHY JBYX HPOIUIBIX JAECATHIICTHH, CUH-
Tasi €r0 yCTapeBIIUM.



Hamnpsokénnass KOH(QIMKTHOCTh, BHYTPEHHSSI JWHAMUKA W OKCIPECCHs B OPraHUYeCKOM
€/IMHCTBE C BO3BBIIICHHOW POMaHTHKON W B3BOJIHOBAHHOW JMPUKONW OTMEYAIX 3TO KOMIIAKTHOE,
JpaMaTypra4ecku CTpOHOe MpecTaBIeHre, B KOTOPOM OCTPO M CTPAcTHO MPO3Bydasa TeMa rude-
JIM JINYHOCTH YeJIOBeKa OT 0e3yAep:KHOTO JKEJIaHUs BIACTH M OTPEUCHHsSI OT COOCTBEHHBIX MOPAJb-
HBIX TpuHIHIOB. JBomronus Jlon XyaHa mpuBena K TOMy, 4TO U3 MBUIKOTO JTFOOOBHHUKA M MCKATEJISI
JTIOOOBHBIX TPUKITIOYCHUH OH TpaHC(HOPMHUPOBAJICS B YellOBeKa ¢ COOCTBEHHBIM TOHUMAHUEM JKH3-
HU, KOTOPBI aKTUBHO OKa3bIBa€T COMPOTHBIICHUE OOIICYCTAaHOBJICHHBIM COIMAJIBHBIM M MOpallhb-
HBIM CyEBEPUSIM.

Tpu pasubix mocranoBku «KamMeHHOTo BiacTelMHa» Ha CIIEHAX YKPAHMHCKUX TEaTpoB HE
IPOTUBOPEUMIIN APYT IPYTy B OCHOBHOM — CTPEMJICHHH PACKPBITh XOpeorpaguuecKuMH CpeICTBa-
MU BaXXHYIO (pui1ococko-coruaibHyto mpobdiemMy, 3a0keHHyIo B nbece Jlecu Ykpaunku. A pas-
HBIA TIOJIXOJT K PEHICHUIO ATOTO 3aJlaHMsl, HHTEHCUBHOCTh TBOPUECKUX MOUCKOB, KOTOpBIE 00YyCIIO-
BIJIM M XYJ0)KECTBEHHBIC OTKDBITHS, U MPOCUYETHI TPEJICTABICHUHN, yOSAUTENPHO YKa3bIBAlOT Ha
HIMPOKUE TOPU30HTHI, KOTOPHIE PACKPHIBAET Iepe;] OaleTMecTepOM-TBOPIIOM TeMa B My3bIKalIbHAasI
ocHOBa npowusBeneHus. CTpeMileHHe K IICUXOJIOTH3aluU OalleTHOTO TeaTpa He NMPOTUBOPEUMIIO, a
HA000POT, CIIOCOOCTBOBAJIO YTBEPIKJICHHUIO IPOTIAraHIuPyEeMbIX COBPEMEHHOM OaneTHON 3CTeTHKON
(OpM XyI0’)KECTBEHHOTO BHICKA3bIBAHUS — CAM(OHU3MY U TIOATUYECKOH TaHIIEBAILHOCTH.

M3meHeHMsI, KOTOpbIE HAMETWJIMCH B MOJXOJ/I€ K BBIPA3UTEIBHBIM (OpMaM OaJeTHOTO HC-
KyCCTBa, KOPEHUJIMCH B OINIPE/IEIEHHON ABOTIONMY TOHUMAHUS €T0 UJICHHO-CMBICIIOBOI CYIITHOCTH,
NIEPEHECCHNH aKIIeHTa U3 XY/I0KECTBEHHOM ONMHMCATEIbHOCTH JKU3HEHHBIX SIBJICHUI M COOBITHI Ha
PacKpBITHE TICUXOJIOTHYECKIX KOH(IUKTOB.

Ioasucbka I'aanua MukoJsaisHa

Hoasincbka I M. My3uuHe y3arajbHeHHSI KJACHYHOI JIEKCHMKH aKaJaeMiuHoOl
xopeorpadii B Oageri Biramia I@'ybapenka «Komynicr» («OQ00B’s130K, iBipa, ia000B»).
Posrisinyto maptutypy 6anernoro tBopy B. I'yOapenka, 3’scoBaHO il 3HaUSHHS JJIs1 My3UYHOTO TeaTpy
VYxpainu. [IpoananizoBano Oanet «KOMyHICT» Y KOHTEKCTI HOLIYKIB HOBOI My3HYHO- xopeorpaqnqﬁm
JICKCHKHU. YIIeple BHSBICHO KOMIIO3HUIAHO- I[paM3Tpr1‘{H1 ocobimBoCTi Oanery, 3MIHCHEHO OIS
MY3HMKO3HABUMX BIATYKIB 1 MyOJikariiii mpo iHoro TOCTaHOBKY . JloBeneHo, 10 y MOIIyKax HOBOL
xopeorpadivuHoi IEKCHKH KOMITIO3UTOP BHUIIEPEKaB CBii yac.

Kiarouosi cioBa: GanetHa mapTutypa, xopeorpadiuna JeKCcHUKa, MIACTUYHICTD, KaHPOBUN
notyk, TBopuicth B. ['ybapenka, 6anet «KomynicTy.

Hoasnckas I'. H. My3bikajibHOe 0000IIeHHE KJIACCHYECKOH JIEKCHKH aKaJleMHYecKoil
xopeorpaguu B 6asiere Buramus I'ybapenko «Kommynuer» («M modr, u Bepa, U J11000Bb»).
Paccmotpena naptutypa 6anetHoro npousBenaeHus B. ['ybapeHko, BESICHEHO WX 3HAYCHHE NI MY-
3BIKATFHOTO TeaTpa YKpauHsbl. [Ipoanamm3upoBan 6anetr «KoMMyHHCT» B KOHTEKCTE MOMCKOB HO-
BOIl  My3bIKaTbHO-XOpeorpaduueckoit  nexkcuku. BrepBble  BBISIBICHBI  KOMIO3HIIMOHHO-
JpaMaTypruyeckrie 0cCoOEHHOCTH OalieTa, OCYLIECTBIEH 0030p MY3bIKOBEIUYECKUX OT3BIBOB U IIyO-
JWKaUi 0 mocTtaHoBKe Oarnera. J[okazaHo, YTO B MOMCKaX HOBOW xopeorpadpuyueckoil JTeKCHUKH
KOMIIO3UTOP OTEPEIUII CBOE BpEMsI.

KnroueBble cioBa: OajnerHas HapTUTypa, Xopeorpaduyeckas JEKCHKA, IIACTUYHOCTB,
YKaHPOBBIH MoKCK, TBopuecTBO B. I'y6apenko, 6anet «KoMmyHHCT.

Polyanska H. N. Musical Generalization of the Classical Vocabulary in the Academic
Ballet Choreography in Vitaliy Hubarenko’s “Communist” (“Duty, and Belief, and Love”).
This article considers the score of V. Hubarenko’s ballet, finds its importance for the Ukrainian
musical theater. It analyzes the ballet “Communist™ in the context of the search for new musical and
choreographic vocabulary. It identifies for the first time the compositional and dramatic features of
the ballet, gives a retrospective review of musicological publications about the ballet. It has been
proven that in the search for new choreographic vocabulary the composer was ahead of his time.

Keywords: ballet score, choreographic vocabulary, plasticity, genre search, V. Hubarenko’s
work, ballet “Communist”.

Polyanska H. N. Musical Generalization of the Classical Vocabulary in the Academic
Ballet Choreography in Vitaliy Hubarenko’s “Communist”. The article is about the genre quest
in the dance scores of V. Hubarenko. It analyzes the great ballet “Communist” for the first time in
musicology. It should be noted that in the mid-20th century the Ukrainian ballet generally com-



pleted its development. Most ballets by young composers were the only samples in their catalogue.
The heritage of V. Hubarenko enriched Ukrainian music and expanded its range of genre. For thirty
years, the composer created eight ballets in different genres.

The appearance of these works in the context of Ukrainian choreography has become a
bridge between tradition and innovation in national ballet. However, not all ballet scores of
the composer saw the limelight. The difficult path of the composer’s last opuses can be explained
by innovative nature of his scores. At that time they were way ahead of the traditional notions of
ballet music.

In 1985 the stage of the Odessa Opera and Ballet Theatre hosted the ballet called “Commun-
ist”. The basis of the ballet was the script of the popular historical-revolutionary film by
S. Habrylovych and Yu. Rayzmana of the same name (1958), which told the story of rebuilding
the country after the civil war and the moral values of a modern person.

The ability to portray the contemporary events by means of classical dance at the time of
“Communist” was no longer novelty. However, creating an image of a particular modern character
in the large-scale ballet was still extremely difficult.

The new work of V. Hubarenko immediately attracted attention. Skillful libretto, a beautiful
setting and the work of the orchestra under the management of I. Shavruk laid a foundation for suc-
cess, but there was another factor which raised the ballet to the rank of classics: its general aesthetic
and a special quality of the score. The authors believed that in a ballet like this one of the biggest
challenges was to overcome domestic detailing.

A familiar to the public script was turned into a ballet libretto by choreographer V. Smirnov-
Golovanov and musicologist M. Cherkashyna. The ballet was prepared in collaboration with them.
The premiere took place on December 1 and 5, 1985 in Odessa, in March it was shown on Ukrai-
nian television, and in April — in Moscow. The success of the play provoked a lively reaction of
the mass media. The reviews were published not only in local, but also central publications and re-
putable professional journals, with authors such as G.Kon’kova. A.Ivanova, N. Ignatiev,
Yu. Yunhvald-Hylkevych, B. Barsky and B. Bohatyriov. The reviewers noted the correspondence
of the ballet to the mood of the screenplay; general romanticism, symbolic, psychological, clear and
complete musical dramaturgy.

It is significant that the public recognized the dance qualities of score. Other features that are
unusual for ballet music were indicators of innovative qualities of the score and in the next choreo-
graphic works veneered towards symphonization.

The libretto of the ballet briefly reproduced the screenplay. It depicted the life in Russia in
the 20s of the last century: building a power station, sabotage of the enemies, moral victory of
the hero and his death for the happiness of others. There was the idea of a hero who raises
the masses and enriches their existence with meaning.

But all the details could not hide the main thing — it was not about ideology, but about eter-
nal and powerful creativity.

The broad and dark pattern of household drudgery was interwoven with a side line — a story
about the love of the protagonists. While in the libretto it ranked secondary, the lyrical line softened
the main line.

Contrast of the oppositions created tense drama where a double plot resulted in an optimistic
tragedy. But the music of the ballet drove its own self-concept that is different from the libretto.
Music seemed to create its own script, which became more important than the heroics (the author’s
title of the piece is “Duty, faith, and love”). Means of choreography based on music transformed
the love line into the idea of immortality of the heroic man. This concept has found the ability to
exist independent of the theatre stage. The musical material of the ballet was originally composed as
the symphonic poem “In modo romantico” (1989) and later developed into a Chamber Symphony
Ne 4 (1994).

The music in “Communist” raises questions about the meaning of life, symbolically re-
creates the path of the hero. Lack of personal musical characteristics indicates that the hero
represents the era and all the tests are the steps on his way. In this regard “Communist” is essential-
ly a novelty in choreography.

The choreographer felt the special importance of the lyrical lines, but at the time it was a
bold idea. The musical concept remained overshadowed by ideological tradition.

The household details of the screenplay were adapted to the conditions of the choreographic
scene and worked through by the enshrined the music specific genre qualities and means: a strong
lyrical line, cut-through development and broad generalizations. The score of the ballet “Commun-
ist” was created as a musical and theatrical drama: its music reaches a high degree of generality,
close to the essence of academic choreography.



The composer reproduced the acute plot line underlined in the ballet’s libretto. Constant os-
tynant formulas can be considered as the core of the musical rhythmic foundation. In the large con-
structions (scenes) the composer uses reprise which sometimes turns into rondality and squareness.

A new in the genre of ballet theme has generated extremely expressive musical language. It
created the foundation for use in choreography not only of academic, but also modern and post-
modern ballet techniques (free plastics and elements of rhythmic dancing). The type of musical ex-
pression needed a new way of expressing the feelings of the performers.

Music appeals to the primary genres and forms of expression: recitative, dance, march, fan-
fare, chant, and song. They are used generally which makes it possible for future readings, various
interpretations and choreographic visions. The high degree of generalization, the use of classical
polyphonic means and forms, as well as the leading role of metrorythmic components correspond to
the current state of academic choreography.

Hoasncbka I'' M. My3uuHe y3arajbHeHHSI KJACHYHOI JIEKCHMKH aKaJaeMiuHoOl
xopeorpagii B O6ageri Biranis I'ybapenka «Komynict». Inetbcst mpo kaHpoBI HOLIYKH Y
xopeorpadiunux maptutrypax B.I'ybapenka. Ymepine mnpoaHamizoBaHO HOTO BENHKHI Oaner
«Komymnicty. 3a3HavenHo, mo y cepeauHi XX CT. MepioJl CTAHOBJICHHS YKpaiHCHKOTO OamneTy
3arajoOM 3aBEpIIMBCS. BiIbmIicTh GaleTHHX 3BEPHCHB MOJIOAMX KOMIIO3HTOPIB OyIH €XMHEMH
3pa3kaMu y iXHIX n0p061<ax Crnagmmna Birtanis 'ybapenka 30aratuia yKpaiHCBKY MY3HKY i
po3mupuIiIa i1 )KaHpoBUHU Jlana3oH. 3a TPUILSATh POKIB KOMIIO3UTOP CTBOPHB BiciM OalleTiB pi3HUX
KAHPOBUX MOAU(DIKaIIiH.

IlosiBa 1UX TBOPIB y KaHPOBOMY KOHTEKCTi YKPAlHCBKOI Xopeorpadii craia CIOJIyYHOIO
JIAHKOKO MDX TpajHILissMU 1 HOBALsIMU HalioHAIBHOrO Gasnery. OJHAaK He BCi OaleTHI mapTUTypu
KOMIIO3UTOpa MOOAYMIIM CBITJIO paMmH. Bakkuii IUIIX 7O CLEHIYHOI peaiizallii OCTaHHIX OMyCiB
KOMIIO3UTOpa MOXKHA TOSICHUTH 1HHOBAllIMHUMU SIKOCTSIMH #oro maptutyp. CBoOro vacy BOHHU
BUTIEPENIIN TPaIUIliiiHi ysBIeHHS XopeorpadiB Npo OaleTHY MY3HKY.

1985 poky Ha creni OfechbKoro TeaTpy omnepu Ta 6aneTy BizOy/acst BUCTaBa (Il HA3BOKO
«KOMyHlCT» B octoBy bazery Oyiio MOKIAACHO CLEHAPii OXHOAMEHHOrO MOMYIISIPHOTO ICTOPHUKO-
PEBOJIOLIIAHOTO (blnLMy C. I'abpuiosnya — 0. Paiismana (1958), npo uacu BinOynoBu KpaiHH
iCJIs TPOMASTHCHKOI BIfHH, TPO MOPAJIbHI LIHHOCTI HOBOT JIFOJAWHHU.

MoITUBICTh BIITBOPEHHS CY4acHOCTI 3aco0aMu KJIacM4HOi Xopeorpadii Ha MOMEHT MOSIBU
«KomymnicTa» yxe He Oyna HOBUM siBuieM. OHAK CTBOPUTH 00pa3 KOHKPETHOTO CY4acCHOTO Tepost
y BeJIMKOMY OajieTi OyIio Bce Ie HaI3BUYaiiHO BaXKKO.

Hosuii tBip B.I'ybapenka onpasy mpusepHyB 1o cebe ysary. Maiicrepre mibpero,
IpeKpacHa [OCTAHOBKA i poO0Ta OPKECTPY MiJ Opy 1010 L. IlfaBpyka cami 1o coOl 3aKajanu MilHi
MiIBAIMHY 711 YCIIXy, ane OyB e oauH (akTop, KU MifHIC GaneT 10 paHry OaieTHOI KIaCHKH:
11e oro y3arajJbHeHO-eCTeTHUHHUH IJIaH 1 0COOJMBI SIKOCTI MapTUTYpu. ABTOPU BBaXaJH, L0 JJIS
OanmeTy Ha MOAIOHWM CIOXKET HAWrOJOBHIIIA 3 MpoOieM TMoJsrana B IOJOJaHHI no6yTOB01
JeTasi3anii.

3HalifoMuil MHPOKOMY 3araily clieHapiii mepeTBOpuiu Ha OaneTHe JiOpeTo OaeTMmeicTep
B. CmupnoB-I'oi0BaHOB Ta My3uko3HaBenr M. UepkammHa. Y cmiBmpari 3 HUMH 1 TOTyBaBcs
Oaner. [Ipem’epa Bl,[[6y.l'IaC$I 1 ta 5rpynus 1985 poky B Oneci, y Gepesni HacTymHoro Oyia
OKa3aHa 0 YKPaiHChKOMy TeneOaueHHIO, y KBITHI — y MOCKBL. YCIIX CHEKTaKIO BHKIUKAB
KBaBy peakIilo mpecu. Binryku ny6nu<yBaJmc;1 HE TUIBKM Y MICIEBHX, a H IEHTpaJbHUX
BUJIAHHAX, COJiAHUX mpodeciinux xypHamax. CBoe cinoBo ckazaimu I'. KonbkoBa A. IBaHoOBa,
M. IrnatbeBa, 0. FOurBansa-Xunskesuy, B. bapcekuit Ta B. boratupros. Penenzentu Bia3zHauanu
BIMIOBIHICTh ~ HAaCTPOIO  KIHOCIIEHApil0;  POMAHTHYHY  y3arajbHEeHICTh,  CHUMBOJIYHICTb,
MICUXOJIOTI3M, YiTKY 1 I[UTICHY MY3HUHY JpamMaTyprilo.

[loka30BUM € BH3HAHHS MPECOIO TAHIIOBAIBHUX SKOCTeH mapTuTypH. [HII ocoOiamBOCTI,
HE3BUYHI A1 OalleTHOI MY3HKH, OyJlIM 1HJIMKAaTopaMH HOBAaTOPCHKUX SIKOCTEH HapTUTYpU 1 B
HACTYIHUX XopeorpadidyHuX TBOPaX MOTIUOIIOBATINCE Y Hal'[pHMi cuMoHnizarii.

Y nibpero Ganery CTUCIO IepeKasyBaBest KiHocmeHapiil. [imtocst mpo emizox i3 xutTst Pocit
JIBAILATUX POKIB MHHYJIOTO CTOMITTsI: Oy/JIBHUITBO €ICKTPOCTAHIII, caboTax BOpOFlB MOpaJIbHY
nepeMory reposi Ta foro 3arubesnb 3apaay ImacTs iHmMMX. BuHukana ines reposi, sskuii 30yproBaB
Macy 1 HaCH4yBaB i ICHYBAaHHS 3MICTOM. AJie BCI IOAPOOHUII HE MOIIA NPHXOBATU TOJOBHOTO —
1IIT0CSE He TIPO 14€0IIOTiIo, a PO BIYHE 1 MOTYXKHE TBOpYe Hagano. Jlo mupoKoi i TeMHOI mo0yToBOi
KapTUHU Ba)KKOl mparli Oyia BIjieTeHa rnoOiuHa JiHis — po3n0B1,uL PO KOXaHHS TOJIOBHUX T'€pOiB.
[ocinaroun B 51i6peTo Apyropsaue micue, JipuyHa JIHIS oM’ SKIIyBaJa JIHI0 OCHOBHY.

KoHTpacT omo3HLIAHUX CHII yTBOPIOBAB HANIPYXKEHY APAMaTyprito, y sKiii mo/BiiiHa (1)a6yna
poO3B’si3yBaacs SK ONTUMICTMYHA Tpareiis. Alle My3uka OalieTy 3BOJAMJIA CBOIO CaMOCTIHHY



KOHIIEMIO, BiAMiHHY Bia mibpero. Kommosurop HiOH cTBOpIOBaB ii 3a BIACHHM CIIEHApIEM, Y
SIKOMY JIIPHKa CTaBaja BaXJIUBILIONO 3a Iepoiky (aBTOpchbKa Hassa TBOPY — «OG0B’sI30K, i Bipa, i
mo0oB»). 3aco0u xopeorpadii, IPyHTYIOUMCH Ha MY3HYHOMY MaTepiaii, IEPETBOPHIN JIHiO
KOXaHHs Ha ifeto OescMepTs repoidnoi moxuHu. Ll KOHUeENMis BUSBHIA 3IaTHICTh MY3HKH
iCHyBaTH aBTOHOMHO BiJ TeaTpajbHOI CIICHH. My31/1qH1/11/1 MaTepian Oanery crodaTky OyB
CKOMIIOHOBaHUH y cuMdoHiuHy oemy “In modo romantico” (1989), a 3rogom mepeTBOpHBCS Ha
Kamepny cumponiro Ne 4 (1994).

VYV my3uni «KomyHicTa» MOpyImIEHO HHUTAaHHS MPO CEHC JIIOJICBKOTO JKUTTS, CHMBOJIYHO
BIITBOPEHO LUIAX reposi. BincyTHICTh mepcoHaabHOT My3UYHOT XapaKTepUCTUKU BKa3zye Ha Te, IO
repoil yocoOJIoe emoxy, a Bcl BHIMpPOOYBaHHS — eTamud HOTo MUIAXy. Y I[bOMY BiJIHOIIEHHI
«KomyHicT» — IPUHIIMIIOBO HOBE CJIOBO Y Xopeorpadii.

banermeiicrep-mocTaHOBHUK BiT4yBaB OCOOJIMBY Ba)KJIMBICTh JIIPUUHO] JIiHIT, ajle Ha TOH yac
1ie OyI10 CMUTMBOIO 11e€t0. My3ivHa KOHIICTILis 3aJTHIIIAIIACS 3aTbMAPEHOIO 11€0JI0TYHO0 TPAIHILIEO.

IloGyToBa neramisauis KiHOCIeHapito OyJla afanToBaHa 10 yMOB XopeorpapivHol CueHH i
I0JI0/1aHa 3aB/ISIKK 3aKIIJICHAM y MY3HIl CHELU(ITHIM HKAHPOBUM SIKOCTSIM 1 3aC00aM: MOTYXKHOIO
JMIPAYHOIO JIHIEIO, HACKPISHUM PO3BUTKOM I IIMPOKHUMH ysaranbHeHHsMH. Ilaptutypa Gamery
«KomyHicT» CTBOpeHa sK My3HYHO-CUEHIYHA Jpama: il My3Wka csrae BHCOKOTO  CTYICHS
y3arajbHEHOCTI, HaOJIMKEHOTO JI0 3pa3KIiB aKaJeMI4HoI xopeorpadil.

Kowmriosutop BiATBOpHB MiAKpecieHy B JOpero Gamery rocTpoTy po3BUTKY (abymbHOI
minii. [ocTiiiHi ocTHHATHI HOPMYIIH MOXKHA BBAXKATH PUTMIYHUM CTPHXXHEM MY3HYHOI OCHOBH. Y
BEIMKMX TOOyZ0BaxX (CIleHax) KOMIIO3UTOP BUKOPUCTOBYE PENpPHU3HICTh, sKa 1HKOJIH
NEPETBOPIOETHCS HA POHJABHICTD 1 KBaIPATHICTb.

Hoga nns xanpy 6anety Tema mopoJiuia HaJ3BUYaifHO €KCIIPpeCHBHY My3HM4HY MOBY. BoHa
CTBOpHJIA MIJIPYHTS JJIsi BUKOPUCTAHHS B Xopeorpadii 3700yTKiB He TIbKH aKaJeMiuHoro, a i
CY4YacHOTO — MOJIEPHOTO Ta MOCTMOJIEPHOro Oajery (BUIbHOI IJIACTUKU Ta €JIeMEHTIB PUTMIUHUX
TaHliB). TUII My3WYHOTO BHCIIOBY MOTpeOyBaB BUPA3y CTaHIB 1 MOUYTTIB aKTOPiB-BUKOHABIIIB.

My3uka amenioe 10 MEpBUHHHUX KaHPIB Ta (OPM BHCIOBY: PEUYUTATUB, TAHOK, Mapil,
audapa, xopain, micHs. BOHH BHKOPHCTOBYIOTBCS Yy3aralbHEHO, IIO Ja€ MOXJIHMBICTb sl
MaiiOyTHIX [POYATaHb, DI3HHX TPAKTOBOK 1 Xopeorpadiyeux OaueHb. BuCOKMH CTymiHB
y3aranbHeHHsI, BHKOPHCTAHHsS KIaCHYHHX TOTiOHIYHMX 3ac00iB 1 (opM, MpoBiaHA pPOIH
METPOPUTMIUHOI CKIIAI0BOI BiIIOBIIAIOTH Cy4YaCHOMY CTaHY JIEKCUKHU aKa,ueMqum xopeorpadii.

Craciok Citiana OJiekcanapiBHa

Cracwok C. O. «...YUro aBmAKeT COJIHIIE M CBeTHJIa»: ONEPHI HOBeJIU NP0 KOXAHHS.
PosrmsiryTo xamepHi onepu M. Pumcrkoro-Kopcakosa, C. Paxmaninosa i B. ['ybapenka 3 mornsay
iX ’KaHPOBOI MEPIIOOCHOBH — APXETHUITy HOBEJIH, SIKUM BHU3HAYAIOTHCS MPHHLIUIMN JpamMarypriuHoi
IUTICHOCTI ¥ KOHIENTyalbHOI OOIpYHTOBAaHOCTI TBOpiB. Bil3HayeHO MOMEHTH I1HIWBITYyalbHO-
CTHJIBOBOI €BOJIOLII ONEPU-HOBEIN, 30KpeMa y CIIBBIAHECCHHI il JKAHPOBOTO ApXCTHILy, SIK
YHIBEPCAJIIBHO CXEMAaTUYHOro siipa, i3 Mionoremoro, sika CTAHOBUTH BHJO3MIHH apXeTHIy B
KOHTEKCTI 3MICTY, 1[0 XYJ0XKHbO PO3TOPTAETHCS.

KorodoBi cioBa: >xaHpoBHil apxeTwi, Midosorema, omepa-HOBena, JipH4yHAa HOBeEIa,
Jpamarypris.

Cracmok C. O. «...YUTo ABH:KeT COJIHIIE U CBETHJIa»: ONlePHbIe HOBEJLIbI 0 J100BH. Pac-
cMmoTpenbl kamepHble ornepsl H. Pumckoro-Kopcakosa, C. PaxmanunoBa u B. ['ybapenko ¢ Toukn
3peHMsI MX KAHPOBOH MEPBOOCHOBBI — apXeTUIAa HOBEJUIbI, OOBSCHSIOMIETO MPUHIUIBI JpamMaTyp-
TMYECKOU 1EeJIOCTHOCTH M KOHIIETITyalbHOH 000CHOBAaHHOCTH Ipou3BeaeHu. OTMEeYeHbI MOMEHTHI
VHUBUAYAIbHO-CTUIIEBOM ABOJIIOLUN OIEPHI-HOBEIUIBL, OIIPEIEIEHBI B COOTHECEHUH €€ )KaHPOBOIO
apxeTuna, Kak YHUBEPCAJIbHO CXEMATUYHOIO siipa, U MU(OJIOTeMbl, MPeICTaBIISIONIeH BUIOU3ME-
HEHUS apXETUIIa B KOHTEKCTE Xy/10KECTBEHHO Pa3BEPTHIBAEMOIO CMBICIIA.

KaroueBble cjioBa: )KaHPOBBIN apXeTHII, MU]oIoreMa, onepa-HoBeJlIa, TUpHUecKast HOBEJI-
Ja, Ipamaryprus.

Stasyuk S. O. «...YUto aBu:ker cojiHume u cBetuiaa» (“...What Moves the Sun and Lu-
minaries”): Romantic Opera Novellas. Chamber operas by N. Rimsky-Korsakov,
S. Rakhmaninov and V. Hubarenko are examined with regard to their genre origin — the novella
archetype, which rationalizes principles of dramaturgic integrity and conceptual justification of
the works. Aspects of individual stylistic evolution of the opera-novella are determined in correla-



tion with its archetype, as the schematic core and the mythologeme which represents variations of
the archetype in the context of artistically developed meaning.

Keywords: genre archetype, mythologeme, opera-novella, lyrical novella, dramaturgy.

Stasyuk S. O. «...Uro amxer cojHue u ceeruiaa» (“...What Moves the Sun and Lu-
minaries”): Romantic Opera Novellas. Chamber operas by N. Rimsky-Korsakov,
S. Rakhmaninov and V. Hubarenko are examined with regard to their genre origin — the novella
archetype, which rationalizes principles of dramaturgic integrity and conceptual justification of
the works. Aspects of individual stylistic evolution of the opera-novella are determined in correla-
tion with its archetype, as the schematic core and the mythologeme which represents variations of
the archetype in the context of artistically developed meaning.

Genre of literary novella received wide justification by literary scholars. Opera novella is
not as explored in musicology probably due to the uniqueness and originality of its examples. No-
vellas were originally assembled in cycles, unified by a specific content commonality. A similar
principle is the basis of the current research, which presents a series of essays on opera novellas of
different historical periods: “The Noblewoman Vera Sheloga” by N. Rimsky-Korsakov, “Francesca
da Rimini” by S. Rakhmaninov, “Remember Me” and “Letters of Love” by V. Hubarenko.

It is shown that dramaturgic development of N. Rimsky-Korsakov’s “The Noblewoman Ve-
ra Sheloga” conforms to the main principles of novella as a short narrative with an unusual plot
turn, presented through the storyteller with dynamism of the events and excessive emotionality. As-
pects necessary for a novella are present in the plot: an important event (encounter of Vera Sheloga
and Ivan Grozny), a mysterious effect (fatherhood), as well as the novelistic pointe — a tense resolu-
tion (an unexpected move by Nadezhda taking responsibility for her sister’s “sin”

Three scenes of the opera create steps for the action development conc1sely and dynamical-
ly. The vocal part of the lyrical heroine, combining emphasis and expression of recitative-arioso
singing, poses an example of the established opera style of N. Rimsky-Korsakov. The focus on
emotional turmoil of the main heroine leads to dominance of the principle of cut-through develop-
ment, symphonization and psychologism in the opera. The dramaturgical integrity of the one-act
chamber opera “The Noblewoman Vera Sheloga” is ensured by its conciseness and dynamism, re-
liance on dramaturgical principles of a novella, with solidarity of melodic-topical transformations,
which underline psychological suspense of key aspects of the drama, centered on the fate of main
heroine. Thus a path to mono-opera is outlined.

The appearance of an opera on the plot of Dante’s song “Francesca da Rimini” in the body
of work of S. Rakhmaninov was determined by a wave of Russian religious Renaissance, once
again directing attention to the values of truth, good and beauty, appearing in the revelations of
the mystical and the artistic experience.

World without love is hell, world of mutual love is a blessing from above — in such confron-
tation the meaning of Dante’s song is revealed to the composer. Aspiration to peek beyond
the boundary of the visible — the reality — was characteristic for the art of the beginning of 20" cen-
tury. Romantic means of writing and musical symbolism allowed the composer to create a mystical
picture of the Inferno in the Prologue and the Epilogue, as well as the psychological portraits of
the cruel jealous husband Malatesta and the amorous couple.

Francesca’s portrait is pictured in the typical for Dante “new luscious manner”, sublimating
love and the Woman-Madonna. The high register of the vocal part, the plasticity and symbolism of
lines, timbral colors of the orchestra, choice of keys all play prominent roles in her character.
The metaphoric aspect of the musical images of “Francesca da Rimini” showed the capability to
express the mythopoeic meaning of a song-novella by Dante, transforming it into a vocal-
symphonic picture of ontologically eternal confrontation of light and dark, life and death, good and
evil.

The theme of love was one of the main lines in the body of work of Ukrainian composer
V. Hubarenko. Opera “Remember Me” was described as a lyrical novella by the author himself.
The music ushers the content of the opera to the level of wide generalizations — the antithesis of war
and peace, the tragic truths of life and romantic idealization. Images of the world disturbed by war,
but touched by the spring awakening of nature and responding to these metamorphoses of
the human soul are expressed in contrasts of extremely harsh chords, chaos of broken instrumental
lines, and vibrant sounding, joyful spring-like melodies and consonances. The final edition of
the opera is a lyrical novella with elegy-esque qualities and a tripartite structure inherent to that
time: a tragic past, a dramatic present and a future with memories of a bygone miracle of love.

Among the amazing evidences of the great power of love is V. Hubarenko’s opera “Letters
of Love” based on the novel “Tenderness” by A. Barbusse. Created in the framework of Soviet neo-



romanticism of the 1970s, it brought attention to unlimited possibilities of the world of human emo-
tions and feelings. Artistic devices of intuitivism and “philosophy of life”, analysis of the “flow of
consciousness’ are the features characteristic to A. Barbusse’s novella. Similarity with “impression-
ism of feelings”, indicative in poems by A. Skryabin and “Visions Fugitives” by S. Prokofiev, is
also noted. Devices of symbolism, equally characteristic of works of A. Barbusse and A. Skryabin,
are also expressed in the music of V. Hubarenko.

Symbolism of the title “Tenderness” is paramount to the music of the opera. Theme of ten-
derness, outlining the quivering feeling of love of the main heroine, is conceived at the very begin-
ning of the opera and is established with ruefulness of separation, taking the decision of leaving and
the imaginary encounter with nothingness, aspiration to follow the beloved with her love even after
death. This thread, going through the musical fabric of the opera, conveys the features of a sym-
phonic poem. One of the peculiarities of the novelistic rendering of the opera is the ultimate con-
centration on psychological nuancing, importance of every word and every note in the confession of
love, which is balancing on a fine thread of an unusual relationship — through the letters arriving at
a distance in time. In the orchestral preamble of the first monologue the borders of future division of
reality and the “mirror-world” are outlined. In the interlinked “clusters” “sliding” through
the chromatic degrees of harmonies lies an image of a mirror reflection. Two melodic lines of
the orchestra are also dissociable. The effect of bifurcation of the heroine’s personality, who simul-
taneously finds herself in two worlds, is a prominent sign of a novelistic narrative. A world of
otherness lies in the interludes as a “suspended time”, as “chaotic fragments of memories”, a pecu-
liar “shimmer” of unearthly colours.

There is an episode of Sostenuto molto in the last part. Lugabre confession of the heroine
appears with the accompaniment of a funeral procession. In the distinct rhythm of basses there is a
Dies irae allusion, where the intonational similarity of the introduced motif with the tenderness
theme is evident.

The crux of any novella is mystery. It creates the myth of personal life and a common my-
thologeme for all — one of sublime human capability, love. In each of examined opera novellas there
is a reflection of the author’s soul, who told an unusual story and drew a new experience of life and
creativity, took a new step in the development of individual style.

Cracmwok C. O. «...YUTo ABHKET COJIHIIE U CBETH/IA»: ONEPHI HOBeIM MpPo KoxaHHsA. Ha
npukiaai kamepaux omnep M. Pumcekoro-Kopcakosa, C. Paxmaninosa i B. I'ybapenka po3ristHyTo
JKaHP OIEePH-HOBEIH. MOMEHTH 1HIUBIIyalIbHO-CTHIBOBOI €BOJIOLII ONEPHUX HOBEI PO KOXAHHSI
BU3HAYAIOTECS. METOZOM CIIBBIJHECCHHS JKaHPOBOTO apXCTHILy, K YHIBEPCAIBHO CXEMAaTHIHOIO
a1pa, 13 MioJIoreMolo, siKa CTAaHOBUTH BHJIO3MIHM apXETUITy B KOHTEKCTI 3MICTY, IO XYJIOKHBO
PO3ropTAETHCS.

JKaHp niTepaTypHOI HOBE/IHM MHPOKO OOIPYHTOBAHO y MPAIAX TOCTiAHKKIB. Onepa-HoBesa
HE JOCII/UKCHA B MY3MKO3HABCTBI, MOXIMBO 4epe3 OIMHUYHICTH 1 OPUIiHANBHICTH ii 3pasKiB.
Hosenn 36I/IpaJ'II/IC$I B IMKJIM 32 3MICTOBHOI CHUIBHICTIO. [ToAIOHMI NPUHIIAII JICKUTE | B OCHOBI
1€l CcTaTTi, y AKif MpeacTaBIeHO HU3KY HAPHCIB PO ONEPU-HOBENIU PI3HUX ICTOPHYHUX MEPioJIiB:
«bosipunst Bipa lenora» M. Pumcbkoro-KopcakoBa, «®pandecka aa Pimini» C. PaxmaniHOBa,
«[Tam’siTait mene» 1 «Jluctu koxanus» B. ['ybapenka.

[lokazano, mo apamatypriyauii po3Butok onepu M. Pumcskoro-Kopcakosa «bosipuns Bipa
[Ilenora» BiAMOBiIa€ OCHOBHUM MPUHIMIIAM HOBEIM SK KOPOTKOTO OIOBIJaHHS 3 HE3BHYAHUM
3BOPOTOM, TOJAHOTO Yepe3 ocoly OmoBijaya 3 JAWHAMI3MOM TMOMi, sIKi PO3rOpPTAOThCS 3
HiJBUIIEHOI0 EeMOIIHHICTIO. Y CIOXKeTi HasBHI HEOOXiJHI JUIsi HOBEIM MOMEHTHU: BaKJIHMBICTb
Bunajaky (3ycrpiu Bipu lllenoru 3 IBanom ['po3aum) Ta «edekt TaemMau1» (0aTHKIBCTBO), @ TAKOXK
HOBEJIICTUYHA ITyaHTa — FOCTPOTa KiHIEBOI po3B’3KU (HecmoaiBaHuit BUMHOK Hanii, sika B3sjga Ha
cebe «rpix» cecTpm).

VY TphoX clieHax omepu KOPOTKO W JUHAMIYHO CTBOPEHO CTYIEHI pO3BUTKY Aii. BokaapHa
napTist JIpUYHOI TepoiHi, Y SKil MO€THAHO eKCIIPECiio i BUPa3HICTh PeUUTATUBHO-APIO3HOTO CIIIBY,
€ 3pa3KoM JIpaMaTHYHOro omepHoro ctuio M. Pumcekoro-KopcakoBa. KonnenTpariiisi yBaru Ha
TNEPEKUBAHHAX TONOBHOI T'ePOiHI MPHBOJMTE 1O IEPEeBard NPUHIKIIB HACKPISHOIO PO3BHTKY,
cumoHizanii # mcuxonorismy B omepi. LlimcHICTs npamaryprii OJHOAKTHOI KaMepHOI omepu
«bosipunst Bipa Illenoray 3abe3meqyeTsbest CTUCIICTIO # AMHAMIYHICTIO APAMATYPriYHUX IPUHINIIIB
HOBENIM 3 €HICTIO MEJIOJIMKO-TEMaTUYHUX IEepeTBOPEHb, SIKUMH BiJI3HAYAETHCS ICUXOJIOTIYHA
TOCTPOTa «BY3JIOBHX» MOMEHTIB JIpaMH, 30CepeKeHO] Ha 011 roJIoBHOI repoiHi. Tak HamivaeTbes
LUISAX 10 MOHOOIIEPH.

[losiBa onepu Ha croxer micHi JlanTte «®pandecka na Pimini» y tBopyocti C. PaxmaninoBa
Oyna 3yMOBJIEHAa XBWJIEIO pociiicbkoro peniriiinoro Penecancy, sikuif 3HOBY 3BEpHYB yBary Ha



IIHHOCTI iCTHHU, JA00pa ¥ KpacH, 10 BiJIKPUBAIOTHCS B OJIKPOBEHHSX MICTUYHOTO H XyJI0’KHBOTO
nocBigy. CiT 6e3 mo6oBi — Ilexso, cBiT B3aemMHOi JI0OOBI— Osaro Hebec,— y TakoMy
IPOTUCTOSIHHI PO3KPUBAETHCA JUIsI KOMIo3uTOpa 3MicT micHi Jlante. Jlyis MucTentBa mouyaTky
XX cronittst OyJo XapaKTepHE MPArHEHHs 3arisHYTH 33 IPAHb BUAMMOIO, PEAbHOIO. 3acobu
POMaHTHYHOI MaHEPH i MY3HIHOIO CHMBOJI3MY Jallii 3MOT'y KOMIIO3UTOPOBI CTBOpHTH Yy Iponosi
it Eminosi MicTHUHY KapTHHY AJla, a y JABOX KapTHHAaX OIepu — ICHXOJOTiuHI MOpPTpeTd
YKOPCTOKOT'O PEBHUBISI MasarecTu i 3aKkoXaHoi mapu.

Ioprper @partecky, NpeCTaBIeHHH y BIaCTHBOMY JlaHTEe «HOBOMY CIIaIOCTHOMY CTHIII»,
mo mixHocuTh moboB Ta JKinky-Manouny. V ii XapaKTepI/ICTI/ILII BaXIIUBY POJIb BiJirpa€ BUCOKUI
pericTp BOKaJbHOI HapTii, MJIACTHYHICTH 1 CHUMBOJIKa JiHiH, TeMOpoBi OapBH OpKecTpy, BHOIp
TOHAJIBHOCTEH.

Meradopuuna cropoHa My3u4HHX 0OpasiB omepu «®pandecka npa Pimini» moxasana
MOJKJIMBOCTI /IO BHUCIIOBJICHHS Mi(OIOCTHYHOIO 3MICTY IiCHI-HOBeIu J[aHTe, [epeTBOpUBIIH ii y
BOKAJIbHO- CI/IM(bOHl‘lHy KapTUHY OHTOJIOTIYHO BIYHHMX IMPOTHCTOSHBb CBITJIA ¥ MOPOKY, JKUTTS ¥
CMepTi, 371a i 100pa.

Tema xoxaHHs Oyna OJHI€IO 3 TOJOBHHUX Yy TBOPYOCTI CYYacHOro YKpaiHCHKOTO
xomiosutopa B. I'ybapenka. Onepy «Ilam’sitait MeHe» aBTOp Ha3BaB niquHom HOBeNO0. My3uka
BUBOJIUTH 3MICT onepu Ha PiBeHb MIMPOKHX y3arajibHCHb — AHTHTE3W BIHM ¥ MHpY, TpariqHuX
KATTEBUX pealil 1 poMaHTH4HOI ifeamisauii. OOpasu NEpeKpyYeHOro BIMHOIO CBITY, aje
npoGynmeﬁoro BECHSHUAM TEIUIOM, BUPXEHI B KOHTPACTaX Xaocy 3JaMaHUX IHCTPYyMEHTAIbHUX
JIHIH Ta 0-BECHSHOMY paI[ICHI/IX JIYHKUX CHiB3BYYd€sX. OCTaHHS PeJakilisi ONEpH € JIPUIHOIO
HOBEJIOIO 3 BIATIHKOM €JIeTiHHOCTI i3 BJIAcTUBOIO 1I Yacy TPUYACTUHHICTIO: TpariyHe MUHYIE,

JpaMaTH4YHe ChOTOJICHHs ¥ MaifOyTHE 31 CBITIIOO MaM’ATTIO IIPO MEPEKUTE JUBO KOXAHHS.

Cepen IMBOBMXKHMX CBiUEHb IPO BEJIUKY CHIIy JIt0O0BiI — omepa B. ['ybapenka «Jluctu
KOXaHHS», HamucaHa 3a HoBenolo A. bapOroca «Hixuicts». CTBOpeHa B pycii PajIAHCHKOTO
HeopomaHTH3My 1970-X poKiB, BOHAa IpHUBEPHYIA yBary 1o 0e3MEeKHIUX MOXKJIMBOCTEH CBITY
JIOJCBKUX eMOLiH 1 modyTTiB. [IpuiiManHs IHTYITUBI3MY H «(inocodii KUTT», aHAI3 (IOTOKY
CBiZOMOCTI» — pucH HoBenH A. bapOroca. BinsHaueHO MOMIGHICTH 10 «IMIIPECIOHI3MY IOYYTTIBY,
BractuBoMy mnoemaMm O. CkpsiOina, «Mumon€raoctsim» C. Ilpokod’ea. Pucn  cumBolismy,
OJTHAKOBO XapakTepHi 1t TBopuocTi A. bapOroca #t O. CkpsiOiHa, NPOSBISIOTHCS W y MY3HIl
B. I'ybapenka.

CumBonika Ha3Bu «HDKHICTB» € TEpUIOPSIHO BaXIUBOIO H JUIE MY3UKH OIEpH
B. I'ybaperka. Tema HDKHOCTI, SIKOIO XapaKTEPU3YIOThCS OUYTTsE KOXAHHS [ePOTHI, 3aPOJKYEThCSL
Ha TOYATKy ONEpH i MPOXOJMTH CBOE CTAHOBJICHHS B NepeXUBaHHI OOJI PO3JIYKH, yXBaJCHHI
PILICHHS BIAXOLY # YSIBHOI 3ycTpidul 3 HeOYTTSIM, IPArHEHHI CYHPOBOIKYBATH KOXAHOTO CBOEIO
moOoB’10 U micnst cMepti. Ll mpoTsrHeHa yepe3 My3W4YHY TKaHMHY HUTKA HaJa€ oOIepi pHcH
cuMmdoHiyHoi moeMu. OCOOJUBICTIO HOBENICTUYHOIO TPAaKTyBaHHS OINEpH € MaKCUMalbHe
30Cepe/KeHHs Ha ICUXOJIOTIYHOMY HIOAHCYBaHHI, BaXKJIMBOCTI KOKHOTO CJIOBAa ¥ KOXKHOI HOTH Y
CIOBIAI KOXaHHsI, sIke OallaHCye Ha TOHKIA HUTLI HE3BMYANHOrO 3B’S3KY — 4epe3 JIMCTH, IO
NPUXOSTH HA BIACTAHI 4acy. Ye B OPKECTPOBOMY BCTYI IEpPIIOrO MOHOJOTY CHMBOJIYHO
HaMideHi T'paHuIll MaI/I6yTHBOF0 MOJLIY CBITIB PeabHOCTI Ta HEOYTTS. Y 3YCIUICHUX «TPOHAX)
XPOMATHYHAX TapMOHiif — 00pa3 J3epKanbHOro «BifoOpakeHHs». TakoXk pO3MEKOBAHO i JBi
Menon4Hi JiHii opkecTpy. Edext po3aBoeHHs 0cOOHCTOCTI repoiHi, sika BiadyBae cebe 0AHOYACHO
Y ZBOX CBITaX, € BaXIMBOK IPHKMETOI0 HOBEIICTHYHOIO ONOBiMaHHs. B IHTepmOIisSX — CBIT
IHOOYTTS: K «3aCTUTTHM dYac», «IK XaOTW4YHI OOPUBKH CIOTaJliB», BUTAIJIUBE «MEPEXTIHHS»
He3eMHUX OapB.

B ocranniit yactuni emizomy Sostenuto molto. Lugabre 3i3HaHHS TepOiHI 3BYYHUTH HiA
AKOMITaHEMEHT >KaJOOHOT0 X0y. Y UiTKOMY pUTMi OaciB — amo3ist Dies irae, Ipu IbOMY ITOMITHA
iHTOHAIi{Ha OIOHICTh YBEIEHOTO MOTHUBY 3 TEMOIO HIKHOCTI.

CyTb HOBenu — TaeMHHUI. BoHa cTBOproe Mi 0cOOMCTOrO XHUTTS W 3arajibHy Ui BCIX
Midosoremy BHIIO] 31 31aTHOCTEH JIFOXMHY — TIOOUTH. Y KOXKHIH 13 POSIIIHYTUX OLNEPHUX HOBEI —
BIA3BYK Ay 1i aBTOpa, SKHi 10 CBOEMY PO3IOBIB HE3BUYANHY ICTOPIIO Ta OTPUMAB i3 Hel HOBUN
JIOCBIJT )KUTTSI i TBOPUOCTI.

3yeB Cepriii IlaBjoBuY

3yes C. II. «Aabmiiicbka 0anaga» Biraais I'ydapenka: nocBig kinematorpadgiunoro
NMPOYHUTAHHSA omepH. 3/iiicHeHo aHami3 QiTbMy-Onepyu B KOHTEKCTI IHTEPTEKCTYaIbHUX 3B S3KIB 13
JiTepaTypHUM HepIOKEPEIoM Ta Horo ekpanizariero. BusiBieno cnenn¢iky (yHKIIOHYBaHHS
CTPYKTYpHUX €JIEMEHTIB Omepu B KiHeMmarorpapiyHoMy TekcTi. PO3KpHTO cucTeMy JEWTMOTHBIB



omepu, sKi HaOyBalOTh CBOTO €KBIBAJGHTY Y BI3yaJlbHOMY psiai KiHOKapTHHHU. Bu3HaueHO
KOHCTPYKTUBHUH BIUTUB MYy3UYHOI MAPTUTYPHU HA CTBOPIOBaHY (oTorpaMmy (pispmy.

Kuarouogi ciioBa: onepa, 1eWTMOTHB, KiHO, KOJ.

3yes C. II. «Anbnuiickas 0annana» Buraausa I'ybapeHko: onbIT kMHeMaTorpaduue-
CKOro mpouteHus oneppl. OcyIecTBIEH aHaIN3 (UIIbMa-0mephl B KOHTEKCTE HHTEPTEKCTYaIbHBIX
CBsI3el C JIMTepaTypHBIM NEPBOMCTOYHMKOM M €ro sKpaHm3anueil. BrolsiBiena cnenupuka (yHk-
IIMOHUPOBAHMS CTPYKTYPHBIX 3JIEMEHTOB OIlephl B KHHeMarorpaduyeckoM Tekcre. Packpeita cuc-
TeMa JIEHTMOTHUBOB OIIEPhl, KOTOPbIE MPHOOPETAIOT CBOM SKBUBAJICHT B BU3YaJIbHOM psijie KHHOKAp-
TUHBL. OTpeaeseH0 KOHCTPYKTUBHOE BIIMSHUE MY3BIKaTbHOM HMapTUTYpPhl Ha CO3/1aBaeMyio (oTo-
rpamMmy ¢GuibMa.

KiroueBblie ciioBa: onepa, JIeHTMOTHB, KHHO, KO/I.

Zuyev S. P. “Alpine Ballad” by Vitaliy Hubarenko: the Experience of Cinematic Op-
era Interpretation. The article analyses the opera-film in the context of intertextual relations with
the literary source and its adaptation. The specifics of the functions of the structural elements of
the opera in the cinematic text are exposed. The system of the opera leitmotifs is analyzed and their
connection with the visual side of the film is defined. The constructive influence of the musical
score on the cinematography is also defined.

Key words: cinema, opera, leitmotif, code.

Zuyev S. P. “Alpine Ballad” by Vitaliy Hubarenko: the Experience of Cinematic Op-
era Interpretation. A genre of opera-film is one of the most fruitful and at the same time proble-
matic practices of interaction between musical theatre and cinema. The development of filmic lan-
guage crystallized its specific features, which should be considered in the process of transferring
the opera to the screen. Thus, modern screen adaptations actively use expressive facilities of movies
(plans, perspectives, installation), and also the technology of dubbing and replacing the singers in
the frame by drama actors.

In the history of Ukrainian opera music there is its own film experience connected with
the classics of musical theater. However, the opera heritage created by Ukrainian composers in
the second half of the 20th century needs active development on the contemporary theatre scene and
waits for its filmmakers. Especially notable is the fact of the creative association “Telefilm” of tele-
vision of BSSR taking on the opera by V. Hubarenko “Alpine Ballad” in 1987.

The structure of the opera is marked by the author of the libretto M. Cherkashina. It consists
of five acts. There are five episodes in the TV movie in spite of the considerable size of the score.
They are separated from each other by chase scenes, movements in the mountains, which serve as
interludes.

The film crew faced a difficult task of searching for original artistic solutions. On the one
hand, the need to move away from the fixed shooting of the stage performances led to the “exit” to
locations — into the mountains (filmed in the Caucasus). On the other hand, the existence of a full-
fledged cinematic text with performances of dramatic actors S. Lyubshin and N. Rumyantseva iden-
tified an alternative model of a TV film with participation of opera singers. Implementation of such
a model is constrained with the problem of the functioning of an opera singer’s body on stage and
on the screen.

The singers” being in the shot provides a compromise between opera and cinema.
The degree and amplitude of mimic motions are unencumbered by real stage sound production.
They are more subtle and resemble acting. The dubbing in the film-opera is the opposite of
the usual dubbing in feature films (image duplicates recorded soundtrack). The participation of
singers as actors warrants “backlash”, which happens because it does not mimically coincide with
the dramatic actor duplicating the vocals. Plasticity of actors in the film is mainly dictated by
the laws of opera performance: most scenes are sung while standing or sitting. Conventional opera
static is being overcompensated by stark close-ups, which acquire a metaphorical sense. In addition,
the “live” movie bursts into the screen with shots of running dogs and chases.

The word “ballad” in the title of the story is one of the key installations in the literary source
that influenced the subsequent interpretations. V. Bykov strengthens the pathos of the message and
builds a prosaic story to thelevel of poetry. At the same time, the metaphor allows to use
the constructive potential of the ballad genre.

It is known that a ballad in the history of Russian art has played the role of a mirror, which
reflected the art of Europe. V.Bykov planted theidea of uniting and mutually adapting



the representatives of the two cultures. It is associated with the intonations of other national cultures
in the text and was developed through translating the literary source into other languages. Thus,
the musical code stipulated E. Glebov to use the genre of tarantella for building the image of Julia.
There is no a stylisation in this opera, but there is a hint of Italian melos in lyrical themes, and
the accent in Julia’s Russian is preserved. It is of note that Julia learning the Russian language is
coded by plastic ballet and translated quite identically: Ivan teaches Julia to dance his national
dance.

An important characteristic of the genre of musical ballad is the presence of refrain,
the picturesque quality in depicting nature, as well as dynamic jumps. All this is closely linked to
this opera by V. Hubarenko, where there is a system of leitmotifs to depict the mountain landscape
and create a sense of pursuit.

The inner world of the heroes is reflected in the visuals of the film. The mountain landscape
is often portrayed “from the inside”, when Ivan and Julia are in the caves, gorges, tunnels. There is
an effect of a closed-off space, a labyrinth, which correlates with the general reflective film code.

Leitmotifs pierce the orchestral fabric of the opera. They are in a constant motion. There are
obvious leitmotifs of confrontation, chase, mountains, Julia, fog, love, creeks.

The culmination of the love line in the opera is the duet “Our Love”. This is a traditional op-
era number, where the action unfolds rapidly and is free of leitmotifs: for the lovers no one and
nothing else exists. While the movie by B. Stepanov has a scene in an alpine meadow that lasts
twenty minutes and the moment of intimacy is depicted in real time, the TV movie offers a different
solution. The director does not try to eliminate the operatic convention and the slowing-down effect,
but invigorates them. The characters sing, holding their hands, like they are on a stage with their
intended audience. The wide shot intermingles with the moment of intimacy, transferring the viewer
from the real to the transcendental: naked bodies existing outside of space and time.

So, we can make a conclusion about constructive interrelation between opera and cinema.
The authors created a complex intertextual field where the literary source, the libretto and the music
of the opera intersect. The filmic dimension also allowed to disclose the paradigmatic axis of
V. Hubarenko’s work (the reflector principle, symphonization of opera). The visual code of the TV
film embraces the prompts and hints which are laid out in the musical code. The conceptual ideas
realized in the television movie indicate that fruitful cooperation of opera and cinema is possible.

3yes C. II. «Anbnuiickas 0annana» Buraausa I'ybapeHko: onbIT kmHeMaTorpaduue-
CKoro npourenus onepsl. OnHOM U3 HanboJiee MIOJOTBOPHBIX U OJHOBPEMEHHO IpoOIeMaTuy-
HBIX [IPaKTUK B3aUMOJICHCTBHUS MY3BbIKQJIIbHO-TEATPAIBHOTO U SKPAHHOT'O UCKYCCTBA SIBIISIETCS KaHP
¢unbMa-onepsl. B Xoie pa3BUTHS KHHOSI3BIKA BHIKPHCTALTM30BAIUCH €T0 crienu(puyeckue ocoOeH-
HOCTH, KOTOpBIE JIOJDKHBI OBITh YUTEHBI B IIpoIlecce IepeHeceHus onephbl Ha ’kpaH. Tak, B coBpe-
MEHHBIX 3KpaHU3alKIX aKTUBHO HUCIIOJIB3YIOTCS BBIPA3UTENbHBIE CPENCTBA KUHO (IIaHBI, paKypChl,
MOHTaX), a TAK)K€ TEXHOJIOTUs TyOJiska (oHOrpaMMBbI U 3aMEHBI TIEBIIOB B KaJIpe ApaMaTUyeCKUMHU
aKTEépamu.

B uctopun ykpanHCKOW OIEpHON MY3BIKH CYLIECTBYET CBOM OIBIT SKpaHM3AlMM, CBSI3aH-
HBIM ¢ KJIACCUKOW OTEUECTBEHHOI'O MY3BIKAJILHOTO Tearpa. OJHAKO ONEPHOE HACJEINE, CO3/IaHHOE
YKPaHCKMMHU KOMIIO3UTOpPaMH BO BTOPOH IoyioBHHE XX BEKa, HY)KAAETCSI B aKTUBHOM OCBOCHHH
COBPEMEHHOH TeaTpajbHON CLIEHOH U KAET CBOUX KMHOpeXHUccépoB. TeMm Oolsee npumedareabHbIM
spnsieTcs ¢pakT obpamenus B 1987 rony TBopueckoro ooweaunenus «Teixeduabm» TeraeBUICHUS
BCCP x omnepe B. I'ybapenko «Anpnuiickas 6aiagay.

ABtop muOperTo M. Uepkammaa 0003HaumIa CTPyKTypy OIEPHI, COCTOSIIYIO U3 ISATH Kap-
TUH. B TeneduibMe, HECMOTpPs Ha 3HAYUTENIbHBIE KYMIOPHI HApTUTYPHI, TaKXKe MOXHO BBIICIHUTH
ITh 3013010B. OHU OTHENEHBI APYT OT Jpyra CIiEHAMM IIOIOHHU, CKUTaHUS B ropax, JaHHBIX HH-
TEPMEIUNHO U IIACTUYECKH.

[lepen cvémouHO# Tpynmoit TeneduibMa-onepsl BCTala CIOKHAS 3a7aya IMOUCKA OpHUTH-
HAJILHOTO XYJI0’KECTBEHHOro perteHusi. C 0OAHOM CTOPOHBI, HEOOXOIUMOCTh OTOMTH OT (PUKCHPO-
BaHHOH CBHEMKHM CHEHHMYECKOIO CIIEKTAaKJIsl OOyCIIOBHJIA «BBIXOA» Ha HATypy, B TOpHBIA NeH3ax
(caumancs Ha KaBkaze). C n1pyroil CTOpOHBI, CyIIECTBOBAaHUE MOJTHOLIEHHOTO KMHOTEKCTA C UTPOK
npamatudyeckux akTépoB C. JlroOmuua u H. PymsiHnieBo#t ompenenuso aqbTepHATUBHYIO MOJIETh
TeneUIbMa C ydyacTHEM OIEPHBIX MeBLOB. Peanu3anus Takod MoJenu cBs3aHa C MpoOiieMoin
(YHKIIMOHMPOBAHUS TeJla ONIEPHOro TeBIla Ha CLIEHEe U YKpaHe.

[IpeObiBaHMe MEBLIOB B Kajpe Tejeduibma MpeaocTaBiIseT coO0i KOMIPOMUCC MEXTY OIle-
poii u kuHO. ['pagyc n aMIIMTyJa MUMHUYECKUX ABM)KEHUN, HE OTATOLIEHHBIX PEAIbHBIM CIICHHYE-
CKHMM 3BYKOHM3BJICUEHHEM, YMEHBIICHB! U IPUOIMIKEHB] K UTPE JpaMaTudeckux akTépos. [lockonb-
Ky AyOJisix B puiibMe-oriepe sIBJISIETCSl MPOTHBOIIOIOKHOCTBIO TyOuisiKa B OOBIYHOM UTPOBOM KHHO



(u300pakeHre AyOIupyeT 3amucaHHyio (POHOTPaMMY), TO IMEHHO y4acTHe TIEBI[OB B POJIM aKTEPOB
rapaHTUpyeT OTCYTCTBUE «TO(Tay, HEU30€)KHO BOSHHUKAIOIIETO B Pe3yJIbTaTe MUMHUYECKIX HECOB-
najeHuil mpu IyOIMpPOBAaHUM JpaMaTUYeCKUM akTEPOM BOKaJbHOU maptuu. Ilmactuka akTépoB B
¢uIbMe B OCHOBHOM IPOAMKTOBaHA 3aKOHAMU ONEPHOTO CIEKTAKIISL: OOJBIIMHCTBO HOMEPOB MOET-
Csl CTOSI WUIK CHUJIs. Y CIIOBHAS OTIepHasl CTaTHKa IPE0I0IeBAETCs 3aCTHIBIIMMHU KPYITHBIMU TUTaHAMH,
KOTOpBbIe MpHoOpeTaroT Metadopruueckuit cMbici. Kpome Toro, «kuBoe» KHHO BPHIBAETCS HA HKPaH
B Kajpax ¢ Oerymumu cobakamu — n300pakeHueM MOTOHU.

OnHOM M3 KIIFOYEBBIX YCTAaHOBOK JIMTEPATYPHOTO MCTOYHUKA, MOBJIUSBLIMX Ha MOCIEIYIO-
M€ WHTepIpeTaluH, SBJsIeTCs MPUCYTCTBUE B HA3BaHUM TOBECTH clioBa «Oamnanay. B. beikoB kak
Obl ycunuBaeT nagoc MOCIaHUs U BO3BOJIUT MPO3aNUECKUi KaHp MOBECTH B CTENEHb MO33UH. B TO
&Ke BpeMs, 3Ta MeTadopa MO3BOJISIET 3aeCTBOBATh KOHCTPYKTUBHBINA OTEHIIMAT JKaHpa Oaiabl.

N3BecTHO, uTO Oayliajia B HICTOPUHM PYCCKOI'O MCKYCCTBA ChIIpasia pojib 3epKaja, B KOTOPOM
0Tpa3miIoch UCKycCcTBO cTpaH EBpormbl. 3anoxxenHas y B. beikoBa uyes BecTpeun U B3aMMHOW ajian-
TallUM TpeJICTaBUTENIeH JIByX KYJIbTYp, CBS3aHHAs C BOIUIOIIEHHEM B TEKCTE€ WHOHAIMOHAIBHOTO,
MOJIyYHJIa Pa3BUTHE B MEPEBOAAX JIUTEPATYPHOIO UCTOYHUKA HA SI3BIKU JPYTUX HCKYCCTB. Tak, My-
3BIKAJIBHBIA KO/ 00yciIoBMII ucnoib3oBanue E. ['1eGoBbIM jkaHpa TapaHTeIUIbl Uil 0OpPUCOBKH 00-
paza /[xynmuu. B onepe B. I'yGapeHko OTCYTCTBYeT CTUJIM3AIMsL, OJTHAKO €CTh OIOpa Ha UTAJIbsH-
CKUI MeJIOC B JIMPUUYECKUX TeMaX M COXPaHEH aKIEHT IUI0XO0 roBopsieit no-pyccku Jxymuu. [o-
Ka3aTelbHO, YTO cUTyarus: ooyueHus: J[Kynuu pycckomy sI3bIKY IUIACTUYECKHAM KoJIoM Oasera Te-
peBelieHa TokAecTBeHHO: MBaH yunT J[)Kynuio TaHIeBaTh CBOW HAllMOHAJIBHBIN TaHeIl.

BaxHpIMH XapaKTepUCTUKaMU KaHpa MY3bIKaTbHOH Oayuiajisl SBISIOTCS Halu4ue pedpeHa,
KapTUHHOCTh B OOPUCOBKE NMPHUPOJBI, @ TAK)KE CTPEMHUTEIBHOE JBHKEHHE, CKauku. Bcé 310 TecHO
nepekimKaercs ¢ onepoir B. I'yGapeHko, B KOTOpO# MpH MOMOIIU CHCTEMBI JIEGHTMOTHBOB M300pa-
KEH TOPHBIHM Mel3ax u Morous. B oTnuyune ot onep, B KOTOPBIX (pparMEeHTapHO CO3AETCS «TOPHBIN
KOJIOpUTY, B «AnbIuiickoi Oaitaze» cUM(POHUYECKUMHU CPEJICTBAMU CMOJICIIMPOBAHO NMPOCTPAHCT-
BO FOPHOTO JaHamagdTa, KOTOpoe NepecTaéT ObITh TOJIBKO JeKOPaTUBHO-00CTaHOBOUHOU cpeoi. B
«Anpnuiickoit 6amiaze» coszlaHa cucTemMa JISHTMOTHBOB, BBIIOJIHSIIOMUX J1B€ (QYHKIMH: H300pa3H-
TEeJIbHYIO0 U MeTadopuueckyto. B pesynbpTare cucremMa MpOCTPaHCTBEHHBIX KOOPJIUHAT TPAHCIIOHU-
pyeT u3 reorpaduveckoil cepbl B CUMBOJIMUYECKYIO: IOOEr B ropbl yuTaeTcsl Kak Bocxoxaenue,
nepexo ropHoro xpedTa — kak [Ipeononenune. My3bika HachIaeTcsi 0COOBIM IICUXOJIOTM3MOM, KO-
TOPBI COOTHOCUTCS C BHYTPEHHUM COCTOSTHUEM I'€pOEB.

VYcraHoBKa Ha pacKpbITHE BHYTPEHHET0 MHpa IepoeB OTpaKeHAa U B BU3YaJIbHOM psijie Te-
nedunbma. I'opHbI nanamadT yacto u3odpaxaeTcs «U3HYTpu», Koraa MBan u J[xynus okasbiBa-
I0TCSl B TPOTaxX, YIIENIbsX, TOHHESIX. Bo3HUKaeT 3¢ eKT 3aKphITOro MPOCTPaHCTBA, JJAOUPUHTA, KO-
TOPBIN KOPPETUPYET TaKKe ¢ OOLIMM pedIeKCUBHBIM KOJIOM (hUIbMA.

JIeWTMOTUBBI, POHU3BIBAIOLINE OPKECTPOBYIO TKaHb OMNEphl, HAXOAATCS B MOCTOSHHOM
JIBIKeHUU. OHU SIBIISIIOTCS] HE JKECTKO JIETEPMUHUPOBAHHBIMHU 3HaKaMM, a CKOpee aTOMaMHU, KOTO-
pble KOMIIO3UTOP UCHOJB3YET MPH Pa3BEPTHIBAHUKM MY3BIKAIBHOTO MaTepHalia. 3aKpenuTh 32 HUMH
3HAYEHHUE MOXKHO TOJIBKO YCIIOBHO, B IIOCTOSTHHOHM MPOEKIMU M300pa3UTEIBHOTO HA TICUXOJIOTHYe-
ckoe. MOXXHO BBIICIMTH TaKHe JIEHTMOTHBBL: MPOTUBOCTOSHUSI-IOTOHHU, rop, JIKyiauu, TymaHa,
J00BH, pyUbs.

KynbMuHanuoHHo#i Toukoi 1r000BHON JMHUU omepsl siBisieTcss AysT «Hama ¢ To6oit mro-
00Bb». DTO TPaAULIMOHHBIA HOMEp ONEPHOI0 CHEKTAKJIs, OCTAaHABJINBAIOLINHA CTPEMUTEILHO Pa3Bo-
pauuBaroreecs: 1ecTBre U CBOOOIHBINA OT ICHTMOTUBHBIX CBSI3eH: /ISl BIIOOJIEHHBIX HET HUKOTO U
Hudero. B otnmune ot kxuHoduiasma b. CtenanoBa, B KOTOpOM JBaJLATUMHUHYTHAs CIIEHA HA ajlb-
INUHCKOM JIyTy ¥ MOMEHT OJIM30CTH IepoeB JlaHbl B peajbHOM BpEMEHH, TeleuiabM mpearaer
Ipyroe pemenue. Pexuccép He MbITaeTcsl yCTPaHUTh OMEPHYIO YCIOBHOCTH M 3()(PeKT TOpMOKEeHUS
JeHCTBUS, OH UX YCYryOuseT. B3sBIich 3a pyKH, repoH MOIOT, CJIOBHO CO CLEHBI, IPEIoIaraeMo-
MY 3pHUTENI0. DTOT KaJp, B3ITHIA OOIIUM IUIAHOM, YepeayeTcs C KapoM MOMEHTa OJIM30CTH, KOTO-
pBIii IepeHecéH U3 chepbl peaqbHOro B cepy TPaHCICHICHTHOTO: OOHaXKEHHBIE Tella BHE IpO-
CTpaHCTBA U BPEMEHH.

Wtak, MOXKHO clieaTh BBIBOJ O KOHCTPYKTUBHOM B3aUMOJICHCTBUHU ONEphl U KHHO. ABTOpa-
MU TejeduibMa CO3/1aHO CIOXKHOE MHTEPTEKCTyalbHOE IOJie, B KOTOPOM IepeceKaroTcsl JTUuTepa-
TYPHBIH NEPBOMCTOYHUK, JTHUOPETTO M MYy3bIKa ONEphbl. DKpaHHOE HM3MEpPEHHE IO3BOJUIIO TaKXke
PacKphITh MapaJurMaibHyto och TBopuecTBa B. ['ybapenko (mpunHuun pediaekTopHOCTH, CUM(OHU-
3aluu omnepbl). BusyanbHblid ko7 TeraeduibMa BO MHOTOM BOCIPHHHMAET YCTAHOBKH, MOJICKA3KH,
3aJI0’KEHHbIE B KOJie My3bIKaJbHOM. KoHIlenTyanpHbIe HIeH, peai30BaHHbIe B TenepuibMe, yKa-
3BIBAIOT TIOJIOTBOPHBIE HANIPABICHHSI aTbHENIIIEr0 B3aMMOIEHCTBHUS OT€YECTBEHHOTO OIIEPHOTO U
KUHOMCKYCCTBA.



ImensoBa Hatanis OnexkcanapiBHa

ImensoBa H. O. Monoonepa Biranis I'ybapenka «CaMoOTHicTB» — TBOpYHMI C€O0103
KoMmo3uTopa i cmiBaka. OxapakTepu3oBaHo TBopuicTh B. ['yOapenka, sika 1oci 3allMIIaeThbes
HEPO3ra/laHiM KYJIBTYPHHM (heHOMEHOM, ajKe KOMIIO3UTOP y 4YOMYCh BHIICpE/KaB CBiff dac.
Harosomeno, 1o #oro TBOpH HE MiUIIraioTh IPAMOMY 1 JIETKOMy 3aCBOEHHIO MaCOBOIO
CBIZIOMICTIO HE 4epe3 3yMHUCHY CKIAJHICTh MY3MYHOI MOBHM, a BHACIIJOK IX cHerudiuHoro
emoliitHo-¢i10codcpkoro HanmoBHeHHs. B. ['ybapenko y cBoiit KaMepHO-BOKanLHiﬁ TBOPYOCTI, sIKa
TpUBaja TPUILATH POKIB, BIATBOPUB MEBHUM 1Iap KyJIbTYPHUX 3HAUCHB, aKTyaJIbHUX 1 CHOTOJIHI.

KirouoBi cioBa: xamepHO-BOKaJlbHAa TBOPYICTh, MY3W4YHA MOHOJpaMa, TBOPUUU COIO3
KOMIIO3UTOpA 1 CIiBaKa.

Imenésa H. O. Monoonepa Buranus I'ydapenko «OauHo4ecTB0» — TBOpUYECKHH €O-
103 Kommno3uTopa u nmesna. OxapakTepu3oBaHo TBopuecTBO B. I'ybGapenko, 1o cux mop ocraro-
1ieecsl Hepa3raJaHHbIM KyJIbTYpHBIM (PEHOMEHOM, Belb KOMIIO3UTOP BO MHOTOM OIE€pekan CBOE
BpeMs. OTMEYeHO, 4TO €ro MPOU3BEJCHNs He MOoJyIekaT MPSIMOMY U JIETKOMY BOCIIPHITHIO Macco-
BbIM CO3HAHHEM HE Yepe3 YMBIIUICHHYIO YCI0KHEHHOCTh MY3bIKAIBHOTO SI3bIKA, a BCIIEJACTBHE MX
crenu(puUEecKoro 3MoLUOHAIBHO-puUIocopcKoro cogepxkanusd. B. I'ybapeHko B cBoEM kaMepHO-
BOKAJIbHOM TBOPYECTBE B TEUCHHE TPUALATH JIET OTPA3HJI ONpPEAeIEHHBIN MIacT KyJIbTYPHBIX 3Ha-
YEeHUH M CMBICIIOB, aKTYaJIbHBIX M CETO/IHS.

KiaroueBnle cioBa: KaMCpPHO-BOKAJIbLHOC TBOPUYCCTBO, MY3bIKaJIbHAsA MOHOApamMa, TBOpPUC-
CKHH COI03 KOMIIO3UTOpAa U IieBIA.

Shmeleva N. O. Monoopera by Vitaly Hubarenko “Solitude” — Creative Union of
Composer and Singer. The article characterizes the work of V. Hubarenko, which still remains an
enigmatic cultural phenomenon, because the composer was largely ahead of his time. It has been
noted that his works are not subject to direct and easy perception by the general public not because
of the deliberate complexity of the musical language, but because of their specific emotional and
philosophical content. V. Hubarenko in his chamber and vocal works in thirty years has reflected a
certain stratum of cultural values and meanings that are still relevant today.

Keywords: chamber and vocal works, musical monodrama, creative union of composer and
singer.

Shmeleva N. O. Monoopera by Vitaly Hubarenko “Solitude” — Creative Union of
Composer and Singer. Monoopera by V. Hubarenko “Samotnist” (“Solitude”, op. 47) dedicated to
its first performer O. Vostriakov is researched in the context of cooperation of the vocal work and
the composer’s work. The concert versions of the monoopera are described in the performances of
both O. Vostriakov (on the different stages of Ukraine) and Y. Ignatenko. Experience of concord of
the composer and the singer is analysed, possibilities of such creative dialogue open up. One of
the key problems for a composer is the stage fate of his own compositions. It is known that
the artistic personality of a performer for V. Hubarenko was extraordinarily important.
The composer drew in the creative arsenal of O. Vostriakov’s new ideas, approaches, facilities of
vocal expression.

Maryna Cherkashina, the author of the libretto, worked on the monoopera together with
V. Hubarenko. Taking as basis “Letter to a Stranger” by Prosper Merime, the address of a French
writer to a young admirer Jenny Daken, the creators of “Solitude” found the original interpretation
of the cliché “artist and the world”. Aside from the philosophical sense of the literary text, in music
the theme of love went out into the forefront — love as the only force able to lift a man up to the top
of creative self-affirmation.

The development of the character is analyzed. The composer underlines the dynamic nature
of the main leitmotif, his polysemanticy and the ability to represent the difficult process of
the character’s thoughts. Special attention is brought to the deeply confessional episodes of instru-
mental interludes. The inner world of V. Hubarenko’s hero opens up in them in all plenitude, where
he appears disarmingly sincere. All solo piano parts divide the piece at the level of composition.

There are three large completed parts in the opera. The first is turned to the exteriority of life
of the hero, the second division is dedicated to the expression of his internal experiences and to
the exposure of his deep psychological problems. The third part is the result of the hero finding
himself in a new quality: acceptance of love as the only thing that makes sense in life.



The musical plot of the first part is concentrated on the personality of the hero, exposing his
self-portrait. Even as he addresses his interlocutor, all that worries him is his own moods and reac-
tions. The composer uses sound-imitative techniques widely, creating not only a general emotional
atmosphere but also underscoring the key moments in the life of the hero.

The musical action of the second part is concentrated on the most difficult internal conflicts
of the hero. There he experiences constant changing of emotions, expressive vocal declamation,
sudden dramatic encroachments, dynamic derangements, dissonant vertical lines, contrasts.

The vocal part of the soloist differs from the characteristic romantic type of opera expres-
sion, compared with similar recitatives in the fragments of such operas as “Carmen”, “Aida”,
“Troubadour” “Queen of Spades” and other works. It is important to mark that O. Vostriakov pre-
serves the style of the score in his performance: the expressive remarks of V. Hubarenko’s character
are interpreted by the singer meticulously: every intonation is intelligent, all pauses are pronounced.

The dramaturgy of the work is based on opposition: on the one end there is terrible loneli-
ness, on the other — a romantic ideal. The central musical idea of the work is an idea of transforma-
tion of a man’s soul in realizing the necessity to love.

During this research the composer’s methods are analysed. Very high tension in the vocal
expression in a short interval of time is the signature of the composition method of V. Hubarenko.

The composer fixes a stream of intonation changes, and it frequently results in the denial of
initial qualities of the material. This very method predominates in “Solitude”.

In the article the attention is also accented on the major features of V. Hubarenko’s lyrical
poetry: the vocal part is plastic, reflects every semantic turn of the text. The special dynamism inhe-
rent to the lyrical theme of V. Hubarenko is expressed in its high mobility, flexibility and capacity
for instantaneous transformations.

“Solitude” by V. Hubarenko became a signature work in the creative biographies of both
the singer and the author. Dedicating the work to O. Vostriakov, the composer initially correlated
the dramaturgic intention with economic feasibilities, the artistic level and the specific of ear of
the soloist.

In his interpretation Hubarenko’s hero opens up his contradictory emotions in all plenitude.
O. Vostriakov attentively investigates the nature of vocal intonations of V. Hubarenko’s monoopera
and finds consonant to himself meanings in it. First of all, attention is drawn to the expressiveness
of the vocal melodic in the interpretation of the soloist, and also the expressiveness and bright dy-
namic contrasts in the monologue scenes. However, the most valuable is the depth of penetration of
the performer into the psychology of the hero. He creates an impression, that V. Hubarenko pur-
posefully took into account the features of the psychological portrait of the performer and worked
off of them while constructing the musical dramaturgy of his piece. Only O. Vostriakov had
the ability to bring to life the difficult and philosophically generalized conception of the monoopera.

ImensoBa H. O. Monoonepa B.I'ybapenka «CaMoOTHicTB» — TBOpYHH COI03
KoMmo3uTopa i cmiBaka. OxapakTepu3oBaHo TBopuicTh B. ['yOapenka, sika 1qoci 3aiMIIaeThbes
HEPO3ra/laHiM KYJIBTYPHHM (heHOMEHOM, ajKe KOMIIO3UTOP y 4YOMYCh BHIICpE/KaB CBiff dac.
Harosomero, 1o #oro TBOpM He IIUISTaKOTh IPAMOMY 1 JIeTKOMY 3aCBOEHHIO MacCOBOIO
CBIZIOMICTIO HE Yepe3 3yMHCHY CKJIAJHICTh iX My3W4YHOI MOBH, a BHACIINOK IX cHelu]idHOro
eMoLiiiHO-(inocodepkoro HanoBHeHHs. B. I'ybapenko y cBoiil kaMepHO-BOKaIIbHII TBOPYOCT, sKa
TpHBaja TPUALSTE POKIB, BIITBOPUB [EBHHI MIap KyIbTYPHUX 3HAYCHB, AKTYalIbHHUX 1 CBOrOJHI.

Honst TBOpIB 1 Mipa 3alliKaBICHHS HUMH CllyXada— OJHA i3 KIIOYOBHX MPOOIeM UL
komnosutopa. Tak, O.BocrtpsixoB crtaB mast B. ['ybapenka BipHUM CIOJABM)KHHKOM Y CHpaBi
nonynsipuzanii #oro wmy3uku. Ilormsin BukonaBus, ocobmuBo O. BocrpsikoBa, 3aBxaum OyB
HQ/I3BUYAHO BXJIMBUM Uil KOMIO3UTOpa. TpakTyBaHHS BHAATHOTO CIiBaKa HAJIUXHYJIO
B. I'ybapenka cTBOpUTH 1 MPUCBATUTH Homy My3uuHy MoHoapamy «CamotHicTe» (op. 47, 1994),
Ky Oyno BukoHaHO 8 ciuns 1994 p. y koHuepTHOMY BapiaHTi Ha cueHi HamionanbHOi omepu
VYkpainu.

Han monoomneporo 3 B. I'ybapenkom mpamoBania M. Uepkarunaa, aBTOp JiOpeTo 10 Hei.
V3saBmm 3a ocHoBy «Jluctm 1o HesHaiiomku» Ilpocmepa Mepime, aBTopu «CaMOTHOCTI»
OpHTiHAIBHO BUPIMIMIN IpobieMy «Mutenb i ¢BiT». Kpim ¢imocodcebkoro ceHcy, 3akiajaeHoro B
JTiTepaTypHOMY TEKCTi, Ha MEpIIOMY IUIaHI MY3MYHOIO TBOPY IIOCTaE TeMa JFOOOBI, 31aTHOL
HiHECTH JIFOAUHY Ha BEPIIMHY TBOPYOI'O CAMOCTBEPKECHHSL.

HpoaHaJIi30BaHo TpHU pO3I[iJ'[I/I nepumi (1. 3-39) 3BepHeHHH 10 30BHILIHBOTO BHSBY
XKUTTSI Tepos, I/IOFO TMOJIOPOSKEH, BPaKEHD, EMOLIHUX CY/UKCHB IIPO JIOICH TOLIO; APYrHii p03zun
(um. 47-64) moB’s3aHUi 13 BUPAKEHHIM BHyTle.IHlX NEpeXKUBAHb TEPOs 1 BUABJICHHAM HOrO
ITMOMHHUX TICUXOJIOTIYHUX TpoOieM; TpeTih pozain (. 72-91) — me mifCyMOK 1 HpUHHSATTS



MOOOBI SIK €JMHOI CHIIH, sIKa Ma€ CEHC y JKUTTI. llepiunii po3ain TBOPY — HAHOLIBII POSTOPHYTHIA i
CIOKETHO HacuyeHud. Kommosutop BHALISE KUIbKA 3HAYHHX BIX y CTOCYHKax repois,
HiKPECTIOlYM X KOHTPAaCTHUM TeMaTWYHMM MatepiaioMm. lLledt posmin 3aMmkxHeHuMd 1
CaMOJIOCTaTHIN, OCKUIBKA MY3MYHHUH CIOKET TYyT HE BHUXOJHMTH 32 MEXI XapaKTepPUCTHKH 0coOu
camoro — aBTopa, (baKTHqu CTBOpIOIOUM ~ Horo asromoprper. Hasirs 3BEPTAIOYHCh  [I0
CIIBPO3MOBHHIII, Tepoil mam’sirae TUIBKA 1IPO CBOI HACTPOI 1 peakuii. JIpyruil BeIMKH# pO3ILI
OIlepH — SICKPaBUH, CKCIPECUBHHUII 1 HaWOLIbII KOHTpAaCTHWH y TBOpi. MysudHa nis LiIKoM
CKOHIICHTPOBAHA Ha BIATBOPCHHI CKJIQ/IHUX BHYTPIMIHIX KOHGIIKTIB repos. 3BiAcH — pi3Ki 3MiHH
eMOLIIH{, CKCIPECHBHA BOKAIbHA JCKIaMallis, palTOBl ApaMaTH4Hi BTOPrHCHHS, JMHAMIYHI 3pUBH,
JICOHYIOYA BepTUKaib, (akTypHi KoHTpacTd. HaiicuibHima norpeba B JyIICBHOMY PO3yMIHHI i
B3a€MHOCTI BHJIMBAETHCS B JIOKOPH, 3BUHYBAUCHHS, MaiiKe icTepuKky. Ymepiie 3BY4HTh HOBHH
JICATMOTHB, CUMBOJII3yr04H 00pa3 rapMmoHil i 3ailicHeHoi Mpil. OTxke, Apamarypris po3Jily 4iTKo
3YMOBJICHA B33a€MOJIEI0 INPOTWICKHUX HAYal: HAa OJHOMY MOJIOCI— KpUYylld CaMOTHICTb, Ha
IHIIIOMY — POMaHTUYHUH i7eal.

HaromocumMo, 1m0 JOCSTHEHHS BHCOKOTO HANpYXXEHHS BOKAJIBHOTO BHCJIOBIIOBAaHHS 3a
TaKui KOPOTKUH yac — 11e 0coOIrBa 03HaKa KOMIIO3UTOpCchbkoro mucienns B. I'yGapenka. [yun Bin
IYMKH Ta ii mporecyanbHOI MNPHPOJIH, KOMIO3UTOpP (iKCye NOTIK IHTOHAIMHMX 3MiH, a Iie
IPUBOAUTH IO 3allepeueHHs] MOo4YaTKoBOI sSKOcTi Marepiaxy. Came Takuii MeTOJ| IepeBakae B
«CaMOTHOCTI», 0COOJIMBO y LIbOMY PO3LII.

Bimznaunmo, mo Ttema y B.I'yGapenka 3aBkIu Mae MEBHY JApaMmarypriudy (QyHKIIO,
3YMOBJIEHY CMHCIIOBUM KOHTEKCTOM. 3aKpiIlsIeHa 4acoM 1 MiclieM 3By4YaHHsI, BOHA B 1HIIIMX yMOBaXx
MaTUMe B)Ke 1HIle HaBaHTaXXeHHs. Taky BIacTHBICT Ma€ B MOHOOIIEPI FOJIOBHUI, BaJIbCOIOIIOHMIMA
nedT™MoTHB. Moro cMucioBe HaBaHTaXCHHS pi3HOMaHITHE: BIX (iKcallii 30BHIMIHIX HIPOSBIB repost
(mepLimii po3iT) KO BTUICHHS JIPUYHOTO OCBINYCHHS B KOXaHHI Ha KyJIbMiHalli omepu (Tpetiit
po3ain). 3BiACH — LUTICHICTE | TeMaTHYHA €HICTH TBOpY. QIHAI ONEpU BiA3HAYAETHCS TpaypHUM
KosopuToM. 111X BHYTPIIIHBOTO IEPETBOPEHHS Teposi KOMIIO3UTOP PO3KPHUBAE Yy 3iCTaBICHHI HOTO
0CcOOUCTOI JpaMH 1 PEBOMIOLIMHUX TMOTpsCiHb, ski 30ypunu Ilapux. Ta we mons ®panuii, a
06po0yT 1 Oe3neka KOXaHO! XBIIIIOIOTh reposi ToHaa yce. [[poHn3nuBol Uy TIAMBOCTI Ha/lae MY3HIl
MOBEpHEHHS y (iHAII «MOTHUBY Mpii», 1[0 3HAMEHY€E TOJIOBHY 1JI€I0 OINEpH: JKUTTH, Mo30aBieHe
r000Bi, BTpaydae CBiit mepBUHHMIM ceHC. HOKTIOPHOBOIO (hOpTEMiaHHOIO MOCTIIIONIEI0 3aBEPITYETHCS
JTipUYHE OIMOBIIaHHS PO CAMOTHICTb.

«Camortsicte» B. I’ y6apeHKa cTajla 3HAaKOBUM TBOPOM Yy TBOpuiil Oiorpadii sik cmiBaka, Tax i
camoro aBTopa. ITpucasayroun cBiii TBip O. BoCTpsIKOBY, KOMIIO3UTOP CIIOYATKY CIBBIJHOCUB CBIM
ApaMaTypriqvHui  3agyM i3 TeXHIYHMMH MOXIIMBOCTSAMHM, XYyAOXKHIM PIBHEM 1 CHEUU(IKOO
MY3HYHOTO CIIyXy COJICTa.

3a3HaveHo, mo BocTpskoB-BHKOHABEIL IPEKPACHO BiAIyBae 00pa3 y AMHAMILI, BIATBOPIOE
[IOHaMeHTIII rpa,uauu MOYYTTIB 1 CMHCIOBI BIATIHKM My3ukd. Y Horo TpaKTyBaHHl
ry0apeHKIBChKUH Tepoil pO3KpUBAETHCS B YCi MOBHOTI CBOIX cymepewimBHX emoliil. CriBak
BIATBOPIOE BHYTPILIHIA CBIT IepCOHaKa, BUKOPHMCTOBYIOUH BECh JOCTYIHHH HOMY apceHal
TeXHIYHUX 3ac00iB. Maroun OaraTnii CIyXOBHH JOCBiJ, HAOYTHH 30KpeMa Ha CyYacHid MysHi,
O. BocTpsKoB  yBaXkHO JOCIIJUKY€e MPUPOJY BOKAIbHOI iHTOHAIIl MoHoomepu B.T'ybapenka i
BI/IKpHBa€ B Hill criB3BY4Hi 061 cencu. Ilepenycim, 3BepTae Ha cebe yBary BUPasHICTb BOKaNbHO
MENOJUKH B IHTepIpeTalil COJNiCTa, a TAKOXK EKCIPEeCis 1 sCKpaBl IMHAMIYHI KOHTDACTH Y
MOHOJIOTIYHHX CII€HaX.

[IpoTe HaliOLIBII IHHOIO € TIMONHA MPOHUKHEHHS BUKOHABLIA Y TICUXOJIOT1IO CBOTO repos.
VY Macmrabi ychoro TBOpPY AOCSTAETHCS CBO€p1,[[HI/II/I pe3oHaHe MIX CHiBakoM SIK 0co0o0r0 1 #oro
My3u4HEM repoeM. CIiBak Haj3BHYaiHO OPraHI4HUIl y CBOii poti. CTBOPIOETHCS XKUBE BPaXKCHHSL,
mo B.T'ybapeHko minecnpsMoBaHO BPaXOBYBaB IICHXOJOTIYHI OCOOIMBOCTI CBOrO BHKOHABIUI i
BIJUNTOBXYBABCS BiJl HUX, BHOYIOBYHOUM My3W4Hy Apamaryprito uinoro. Came O.Boctpskosy
BUSIBUJIACS TMiJl CWJIy CKIajaHa, OaraToruiaHoBa 1 (dimocodcebku ysaraibHeHa KOHIIETIIisI
MoHooomnepy. Maroun B penepryapi 6arato HEHTPaIbHUX ONEPHUX naprii, crmiBak 3yMiB HO€IHATH
cBOi HaI/IKpaH_Il HampalfoBaHHs 1 CTBOPUTH LIUTICHUH, JpaMaTypriyHo 3aBepIICHHH 1
apryMeHTOBaHHUH My3U4HUI 00pa3 reposl.

KurouoBi ciioBa: xamepHO-BOKaJlbHAa TBOPYICTh, MY3MYHA MOHOJpaMa, TBOPYUU COIO3
KOMIIO3UTOpA 1 CIiBaKa.



Hoaimyk KOnis IBaniBHa

Hoaimyxk 0. I.  «Monomsorn JUxyaberrm» Biraxis I'ydapenka: Big aBTopchKoi
napTATYpH 1o cuedivHoi peamizanii. Ha ocHosi amanisy nibpero, Tpancdopmarii gitepaTypHOro
Marepially B My3HIl, PO3IJISIHYTO OCOOIHMBOCTI MY3WYHOI ApaMaTypril 3 moristy il CHeHIYHOro
NOTeHIialy. AHAIITHYHA POOOTA TPAKTYEThCS SIK OCHOBA I (OPMYBAHHS PEKHCEPCHKOrO
3ayMy, SIKUA IPyHTYE€TbCS Ha BHUBYEHHI Ta aHali3l aBTOPCHKOI HApTUTYpU 1 CHIBBIAHOCHTHCS 3
KOJIOM IPpO0JIeM, aKTyalTbHUX ChOTOJIHI.

Kuarouogi ciioBa: omnepa, xaHp, peKUCEPChKHH 3a/yM, ClIeHa, B3a€MO/Iisl, BUCTaBA.

IHommyxk 0. . «MonoJjiorn /Lxyaserts» Butamus I'ydapeHko: oT aBTopckoii nmap-
THTYPBI 10 cleHH4eckoii peannsanuu. Ha ocHOBe ananu3a smOperTo, TpaHchopMaluy JIuTepa-
TYpHOTO MaTepuajga B My3bIKE, PACCMOTPEHBl OCOOCHHOCTH MY3BIKAIBHON JpamMaTypruu ¢ TOUYKU
3peHus e€ CLHEHUYECKOro MoTeHIMana. AHaluTHueckas paboTa TpakTyeTcss Kak OCHOBa Uit (op-
MHUPOBAHMSI PEKHUCCEPCKOTO 3aMbICiia, KOTOPBIA Oa3upyeTcsl Ha M3yYEHUU U aHAJIN3€ aBTOPCKOU
HapTUTYPHI U COOTHOCHUTCS C KPYTOM ITPOOJIEM, aKTyaJIbHBIX CETOIHS.

KmoueBble ciioBa: oriepa, KaHp, pemuccépcxuﬁ 3aMBICE]I, CIIEHA, B3aUMOJCUCTBUE, CIIEK-
TaKJIb.

Polishchuk Y. I. “Juliet’s Monologues” by Vitaliy Hubarenko: from the Score to
the Stage. The analysis is based on the libretto, the transformation of literary material in music,
the features of the musical drama in terms of its scenic potential. The analytical work is treated as
basis for shaping the directorial design, which is based on the study and the analysis of the scores
and correlates with the issues that are relevant today.

Keywords: Opera, genre, directorial design, scene, interaction, performance.

IHommyxk 0. . «MonoJjiorn /LxyaserTts» Butamusa I'ydapeHko: oT aBTopckoii nap-
THTYPBI 10 cleHH4eckoii peanusanuu. Ha ocHOBe aHanu3a smOperTo, TpaHchopMaluu JIuTepa-
TYpHOTO Marepuaja B MY3bIKE PaCCMOTPEHBI OCOOEHHOCTH MY3bIKAJIbHOW JpaMaTypruul ¢ TOUKH
3peHus e€ CLHEHUYECKOro MoTeHIMana. AHalnuTHueckas paboTa TpakTyeTcs Kak OCHOBa Juisi (op-
MHUPOBAHMSI PEKHUCCEPCKOTO 3aMBbIC/Ia, KOTOPBIA Oa3upyeTcsl Ha M3YYEHUU U aHAINW3€ aBTOPCKOU
HapTUTYPHI U COOTHOCHTCS C KPYTOM ITPOOJIEM, aKTyaJIbHBIX CErOIHS.

TBopuectBo B. ['ybapenko, mepy KOTOporo npuHauIexkuT 13 onepHbIX Mpou3BeeHUH pas-
HBIX JKaHPOB, MCCJIE0BAHO B YKPAaMHCKOM MY3BbIKOBEJIEHUU JIaJIeKO HE B MOJHOM 00béMe. K coxa-
JICHUIO, HE YacTO 0OpallaloTcs K HEil U B COBPEMEHHOM TeaTpaJIbHOW IPAaKTUKE, YTO 00YCIIOBIEHO
CJIOXKHBIMU 0OCTOSITENIBCTBAMH, B KOTOPBIX HAXOJUTCS IOCIIEIHNE NECATUIIETAS YKPAUHCKUN onep-
HBII TeaTp. Bmecte ¢ TeM, GOJIBIIMHCTBO €ro onep UMENHN yIauHylo CLEHUYECKYIo cyap0y, a K He-
KOTOPBIM M3 HHX IIOCTaHOBIIMKU oOOpamiainch HeogHokpaTHo. Kamepnas omepa B. I'ybapenxo
«Monomnoru /[KyiaseTTh» IpU €ro *KU3HU 3Bydasla TOJIbKO B KOHIIEPTHOM UCIIOJHEHUH U HE MOJIY-
YlJla CIIEHWYECKOTO BOIUIOLIEHHS. BO MHOroM 3TO OOBSICHSUIOCH HEOOBIYHOCTBIO €€ >KaHpOBOMU
IIPUPOJIBI.

[enp cTaThby — MpOAHATU3UPOBATH TUOPETTO, 0OPATUTh BHUMAHKUE HA TO, KaK TpaHC(HOPMHU-
pyeTcs uTepaTypHbI MaTepuail B MY3bIKE, pACCMOTPETh 0COOEHHOCTH MY3BIKAIBbHOM JpaMaryp-
T'MH ¢ TOYKH 3peHus €€ CLIEHNYECKOr0 MOTEHIHAIA.

«Monomnoru JI)KyJIbeTThl» CBA3aHbl C OPUTMHAIBHBIM BOIUJIOLIEHUEM BEYHOH TEMBI, YTBEp-
KJIEHHEeM LEHHOCTH YeJIOBeuecKo IoOBH. My3bIKalIbHBI Marepuan HeOOblYeH M HHTEpPEeceH,
IIPEJICTABIISIET OCHOBHBIE KOJUIM3MM Ipou3BeneHus B. Illexcrimpa B HOBOM OCBEIIEHUHU. DTO yiKe
CJIOBHO OBl METAaUCTOPHsA, B KOTOPOH OCTaBIEHBI TOJIBKO JBa IepcoHaxka— marep JlopeHno u
JIxynserra. B muOpetro, coznanaoM M. I'. Uepkammnoii-1'yOapeHKo, KOMIIO3HUIIMS BHICTPOEHA KaK
BOCIIOMHHAHUS U TIEPEOCMBICIIEHHE TaTEPOM JIOpEHII0 MUHYBIIEH Tpareuu.

Ouenb BaxkHasi 0COOEHHOCTh APAMaTypPruueCcKOro MOCTPOCHHUS CIOKETA 3aKIII0YaeTCs B TOM,
4yTro B KamepHoi omepe B.I'yGapenko oTcyTcTByeT riaBHbIM nepconax ucropuu B. Hlexcnmpa —
Pomeo. XKenanue coepeus [xynberty 0e3 Pomeo u mokazaTte MIMEHHO €€ JIFOOOBb OCTAJIOCH TJIaB-
HBIM. DTO CTaJI0 BO3MOKHBIM OJ1arojiaps caMoMy IIEKCIUPOBCKOMY TEKCTy. B mbece Benyias posib
B OTHOIIECHMSX BIIOOJIEHHBIX MPUHAIIEKUAT UMeHHO J[kyiberTe. MHTepecen emé ToT dakr, uto B
OPUTMHAJILHOM IIEKCIIMPOBCKOM TeKcTe roBoputcs He «Pomeo u J[xynperTar, a «JKynberra u eé
Pomeo». ¥V B. lllekcniupa J[ynpeTTa gBisieTcs: BEyLIEH, IBUKYIIEH CUIION CI0O)KETHOTO Pa3BUTHSL.

JlopeH1O BBICTYHAET B POJIM KOMMEHTATOpa COOBITMHM M aKTMBHOIO yYacTHHKA TpareIuu.
Jlst aTOro OBUT B3ST 3aKJIIOUUTENIBHBII MOHOJIOT U3 ISITOrO JAEHCTBUS, a Jalblle KOMIIO3UI[MOHHO



nepes KaXIbIM U3 MOCIEAYIOMNUX BOCIIOMUHAHUH BIIETEHBI MOHOJIOTH J[>KYJILeTThI, CJIOBHO OBl HE
peabHOi reporHH, a JHIIL oOpa3a B BooOpaxeHuu JIopeHI0, KOTOPBI BHOBb IMPO’KUBAET Tparu-
YeCcKyI0 cyAp0y BIIOOIEHHBIX.

Komnozutop 0603Ha4mII kaHp MPOU3BECHUS KaK «JIMpUUYECKHe clieHbl». KoMIo3unnonHoi
OCHOBOH OIlephl CTajla CMEHa KOHTPACTHBIX CIIEH, KOTOpble 00pa3ylOT HECKOJIBKO JpaMaTypruye-
CKUX BOJIH CO BCTYIUIEHHEM M pernpu3oif. [Ipu 3ToM Beck 3aKitounTeIbHBINH MOHOJOT JIopeHIo pas-
JIeNIEH Ha YacTH — KaK KOMMEHTapHil KO BCeM COOBITUSIM, KOTOPbIE IPOUCXOIIIIN ITOCIIEA0BATENBHO.

Takum 00pazom, B TeUeHUE BCEro Pa3BUTHSI CIOXKETa MEPCOHAXHM HAXOJSATCS B OMOCPEJO-
BaHHOM B3auMojieiicTBUU. OHM CYIIECTBYIOT B Pa3HBIX BPEMEHHBIX U3MepeHusX. Beé neficTBue Ho-
CHUT XapakTep «HEepeaJbHOI0 B pealbHOM». DTHM OHO M IPUBIEKAECT, HACTOJIBKO IUPOKUMH MOTYT
OBITH BOBMO>KHOCTH JIJIS1 BOIUIOIIEHUS €T0 Ha CIIEHe.

B mpousBenenun riaBHOW CTaHOBUTCS TeMa HOYHOro TomjeHus JxynpeTThl. OHA mpoxo-
JUT KPacHOW HUTHIO Yepe3 BCE CIIEHbI M TpaHC(HOpMUpYETCs MOJ BIUSHUEM HACHIIEHHON MYy3bI-
KaJIbHO-TeMOpoBO# nanutpsl. Ha ¢one Témaoro remOpa CKpUIIOK BBIZETSETCS XOJIOJHOE 3ByYaHHe
BUOpodoHa — 3HAK TOro, uTo J[XKYy/IbeTTa CyIecTByeT He B PealbHOCTH, a B BooOpaxxeHuu Jlopen-
110. O6pa3 JlopeHI10 moAIepKUBAETCSI B OPKECTPE OpraHoM. ITO Kak Obl €ro MUpP, MUP CBSIIEHHU-
ka. B. ['ybapenko BriepBble JUIst TOJHOTHI 3BY4aHUs BBEN B HAPTUTYPY OpraH.

AHanusupyst Te Tparudeckue coObITusi, JIopeHI0 cloBHO OBl chpammBaeT cels: a ObLT I
WHOU MyTh A7 focTkeHus nenu? [louemy Juist npuMupeHust MOHAI00MIach Takast O0JIbIIast )KepT-
Ba? lloaTBepkaeHNEe TOMY — HHTOHAIUS BOIIPOCa B MY3BIKaJIbHOM MaTepuajie BCTYIICHUs, KOTopast
IPOXOJUT JEUTMOTUBOM uepe3 Bcto onepy. Ho ecim 3agaéres Bonmpoc, 3HAUYUT HY)KHO HCKaTh U OT-
BeT Ha Hero. U oTBeT — 310 MosmTBa Libera me. Takoro Tekcra y B. [llekcniupa HeT. 31ech ObLT
BBE/IEH KAHOHUYECKUH TEKCT JIATHHCKON MOJMTBBI. JIOpEHIIO XOTeN MPUMUPHUTD BpaXky JHOOOBBIO,
a MpUMHPUIT cMepThio. OTCIoAa KOHPIIMKT MPOU3BEIeHUS, KOTOPBIN MPOXOJUT HA BCEX YPOBHIX — U
CIICHUYECKOM, M MY3bIKJIbHO-TEMATUYECKOM, U TeMOPOBO-KOJOPHUCTUYECKOM: KOH(IUKT MEXKITY
JFOO0BBIO M CMEPTHIO.

[locnennue TakThl MPOM3BEJEHUS OUYEHBb CBETJIBIE, XOTS, corjacHo ¢alyie, repou yxe
MEPTBBI, HO IO CIOXKETY OHU BOCKpECIH Kak CUMBOJIbI UCKpeHHel mo0Bu. [loatomy monutsa Jlo-
PEHIIO — 3TO €ro OTBET: TaK JOJDKHO ObUIO MPOU30MTH AJISL TOTO, YTOOBI MMOKOJICHUS 3HAIHM U TOM-
HUJIM O BEJIMKOM Jiape bora yenoBedecTBy — O JHOOBH.

My3bIKalbHBIH SI3BIK ONEPHI TOCTATOYHO ciI0keH. OH onmupaeTcst Ha pacIIUPEHHYIO0 TOHAIb-
HOCTh M 3a0CTPEHHYIO JMCCOHAHCHYIO rapMOHHUIO. JIMIIb B HEKOTOPHIX (pparmMeHTax BO3HUKAIOT
YJIOBUMBIE CIYXOM MEJIOJUYHBIE OCTPOBKU. B BOKaJIBHBIX MapTUSX MPEBATUPYET HHCTPYMEHTAIb-
HBII THIT U3JI0KEHUsI, YTO COOTBETCTBYET CTUIIMCTUKE MY3bIKH XX BeKa.

Harie BpeMst ¢ ero pa3MbITBIM MOPaJbHBIMHU IIEHHOCTSMH, a Yallle MpsIMBIM MX IpeHeope-
YKEHHEM IPUBEJIO K IOTepe CIIOCOOHOCTH XPaHUTh B Ceplle JI0O0Bb, M OHA IepecTalia ObITh CMbIC-
JIOM YeJIOBeUECKOW KM3HU. B 3TOH JXM3HU NpeBaMpyIOT Bpak[a U HEHABUCTh. BeUHOCTH CBOMCT-
BEHHa JI000Bb, @ HEHABUCTh YMHUpPAET BMECTE CO CMepPThI0. M 3T0 MOATOIKHYJIO K PELICHUIO CIIeK-
TaKJIsl: BOCKPECUTh Ha CILIEHE 3Ty UCTOPHIO, KaK BOCKpeImaeT e€ B cBoel mamsitu marep JlopeHro.
Bockpecuts 3Ty Jereny, 4ToObl OHa CHOBA M CHOBA BOJIHOBaJIa cep/ua. YToObl Hallle MOKOJICHHE
MIOHMMAJIO: KOr'Jia JIFOOOBb HACTOJIBKO BENIMKA, YTO HAJ HEH He BJIAacTHA Jake CMepTh, 3Ta JIFOOOBb
BEYHasl Ha BCE BPEMEHa, 9TO JIOCTOSHUE BCETO UEIOBEUECTRA.

Kanp cnekrakist onpenenéH kak ¢punocodpcekas nputya. LlenTpansHeiM 00pa3oMm cTaio Boc-
KpeleHue 3a0bITOro ujeasa Jo0BH, KOTOPBIN ocTalicsl TOJIbKO Ha cTpaHunax tekcra B. Illekcnimpa.
JIr00BH, KOTOPYIO Halle BpeMsi ¢ ero 0e3yXOBHOCTBIO pa30opBailo, Kak HEHY X HYI0 KHUrY. [loaTromy
CIleHOTpaUecKoe pelleHue 3aKI0vajoch B TOM, YTO IMPOCTPAHCTBO CIIEHBI OBUIO YCTJIAHO pa3-
OpocaHHBIMU THIIEPTPOPUPOBAHHBIMU CTPAHUIIAMHU CTAPOIl PBAHOM PYKOIUCH C TAaKUM e PBaHBIM
neperiéroM. [locnennuit Tpanchopmupyercs B ClieHe ckiena B mayTuHy. M3 smm3oza B snu3on
CTpaHUIIBI TTOCTETIEHHO «BBIPACTAIOT B BEPTUKAJb», BOCKpeIash BCIO MCTOPUIO B MAaMATH Iarepa
Jlopenno. Bee nepconaku — 3o repow, comenmme co crpanui kauru B. Hlexcnupa.

Jlis obocTpeHust KOHGIIMKTAa B CHEKTakib OblUla BBeJeHa OanerHas rpynma. OHa Benér
KOHTPCKBO3HOE JIeHCTBHE. DTO «Oe3/IMKas» 4yacTh OOIIecTBa, KOTOpPOe HUKOT/Ia He MEHSUIOCh — HU
Bo BpeMeHa B. Illexcniupa, HU ceifuac. DTU 01 MEPTBBI IYXOBHO, HO MPOJOJIKAIOT CYILIECTBO-
BaTh BO Bce BpeMeHa. Toiima, KoTopasi CHEeIUT HaclaJuThCs KHU3HBIO, CUUTAs, YTO CMEPTh — 3TO
nocyeHss MHCTaHuus. B Oanere paGoTaer Bcero ueTelpe nepcoHaxa. B mpoiiore — 3to Oe3nukas
Tojma. B TeyeHne Bcero CeKTakisi OHU MEPCOHUPHUIMPYIOTCS KaK OTIOJIOCKH MPOIILIOTro, KOTOphIe
npecienytor Jxkyneerty. C ABHKEHHEM CIOXKeTa HEKOTOPbIe U3 HUX IPEeBpalaioTcs B ajuleropuye-
ckue GopMbl, HalIpUMep, MOSIBIISIIOTCS 00pa3bl cMepTu U ymepiero Tubanbta. Macka conpoBox-
JlaeT UX yepe3 BeCh CIIEKTAKIIb — OT BSJION, Oe3nukoi (6e3 uepT Jinia) K KapHaBaJIbHOW U aJlJIerOpH-



yeckoi. VIX neicTBHsI MpOBOLMPYIOT HA NMPEAaTeNbCTBO, U J[KYIbETTE HYXKHO IOCTOSIHHO IPOTH-
BUTKCSI, JIeNlaTh BEIOOP B TOM MJIM MHOM CUTYaIlHH.

C HayayoM CIEKTaKJIsl, C MEPBBIMH yJlapaMH IpoMa, Kak MpopovYecTBO, Ha ATy TOJIY 00py-
MBaeTcs NPOKIsATHE. [locpeICTBOM ClIEHMYECKOH NIIACTUKHU B IOCTPOCHUM MHU3AHCIIEHbI BO3HUKA-
eT acconnanus ¢ kaptuHoi «I'mdens [lomnen». Tonma, BoopykeHHass MEYOM KaK 3HAKOM BPaK[bl,
C IOCJIEIHUMH yAapaMU OPKECTPOBOIO [uffi BO BCTYILUICHMH BOH33€T M€Y B IUIAHIIET aBaHCLEHBL
Meu, kpoMe Bpak[ibl, SBJISIETCS 3HAKOM BBI30Ba, MPEIPEKaeT cMePTh, TpaHCcHOpMUpYsICh B (pruHaie
B Moruity Pomeo, a Taxoke 1o cBoet popMe CUMBOIM3UPYET TUIEPTPOPUPOBAHHBIN KUHXKAT B CIie-
He cMepTH JDKynperTl. EmME 0HO Ha3HaueHWE Meda — OH KpecTOOOpa3HbIM 3HAKOM CYABOBI OT-
CUMTHIBAET B TEUEHHUE CIEKTAKJIS 3MM30/Ibl )KU3HU T'€pPOEB, MEpPEMENIAsICh 110 IPUHILIUITY COJHEYHBIX
4acOB TEHBIO U3 MOHOJIOTa B MOHOJIOT.

Bech cuenorpaguyeckuii 3aMmpicen — 3TO JABM)KEHHE JHCTOB IIEKCHMPOBCKONW HCTOPUHU OT
Pa30pBAHHOCTH K BOCKPELIEHUIO, K BOCCOEIUHEHHIO, KaK CTPEMHUTCS K BOCCOENMHEHUIO ¢ Pomeo
cama J[xynperra. Bes KOHCTpYKIMS B TEUYEHHE CIIEKTAaKJsl IIOCTEIIEHHO IIOJAHMMAETCS, Hcue3as
BBepXy B (hunane. CBeToBast NapTUTYpa Takke paboTaeT Mo MPUHIUITY JIBM)KEHUS OT Mpaka K CBe-
Ty. BBenienue OaneTHON rpynnsl 00YCIOBIEHO TEM, YTO B CAMOM 3aMBICIIE aBTOpA U B MY3bIKaJlb-
HOM MaTepHalle yKe 3aJI05)KCHO HHOCKa3aHHUs. DTO CJIOBHO IOCTIIIOAMS, B3I HA IIPOIIJIOE C TOUKU
3peHus HaCTOSIIETO.

Polishchuk Y. I. “Juliet’s Monologues” by Vitaliy Hubarenko: from the Score to
the Stage. Based on the analysis of the libretto, the transformation of literary material in music
the article defines the features of the musical drama in terms of its scenic potential. The analytical
work is treated as basis for shaping the directorial design, which is based on the study and
the analysis of the scores and correlates with the issues that are relevant today.

The work of V. Hubarenko, who has written 13 operatic works of different genres, has been
studied in Ukrainian musicology not very extensively. Unfortunately, the theatres also do not often
refer to it due to the difficult conditions that Ukrainian Opera has been in during the last decades.
However, most of his operas had a successful theatrical destiny, and some of them were repeatedly
approached by the directors. V. Gubarenko’s chamber opera “Juliet’s Monologues™ during his life-
time was performed only in concert and did not get a full stage production. This is largely explained
by its unusual genre.

“Juliet’s Monologues™ are connected to the original incarnation of the eternal theme,
the value of human love. The musical material is unusual and interesting, and represents the main
conflict of William Shakespeare’s works in a new light. There are only two characters left — Father
Lorenzo and Juliet. In the libretto, written by M. G. Cherkashina-Hubarenko, the composition is
built as a string of memories and Father Lorenzo contemplating the tragedy.

A very important feature of the dramatic plot construction is that in this chamber opera by
V. Gubarenko the main character of the William Shakespeare story — Romeo — is absent. The desire
to save Juliet without Romeo and to show her love was the priority. This was, of course, possible
with the help of the Shakespearean text. In the play the leading role in this relationship of lovers
belongs to Juliet. It is also interesting that the original Shakespearean text says not “Romeo and Ju-
liet”, but “Juliet and her Romeo”. In William Shakespeare’s play Juliet is the leading driving force
behind the plot development.

Lorenzo acts as a commentator and an active participant in the tragedy. His final monologue
from the fifth act served as template, and further in the composition each memory is interwoven
with the monologues of Juliet, as if not thereal heroine, but only the Juliet present in
the imagination of Lorenzo, who relives the tragic fate of the lovers.

The composer defined the genre of the work as “lyrical scenes”. The compositional basis of
the opera became the contrasting scenes that form several dramatic waves with introduction and re-
prise. The entire final monologue of Lorenzo is divided into parts — as comments to all the events
that occurred in succession.

Thus, during the whole development of plot the characters exist in mediated interaction and
in various time dimensions. All the events occur as if they are “the unreal inside the real”. This is
why this piece is exceptional — it holds much potential for implementing it on the stage.

The theme of Juliet’s night longing becomes one of the most prominent. It runs through all
the scenes and transforms under the influence of intense musical timbre palette. With background
violins” warm timbre the cold sound of the vibraphone stands out — it is a sign that Juliet does not
exist in reality, but in the imagination of Lorenzo. The image of Lorenzo is supported in
the orchestra by organ — it represents the world of the priest.



Analyzing the tragic events, Lorenzo seemed to ask himself: Was there another way to ac-
complish the goal? Why did reconciliation demand such a big sacrifice? The questioning intonation
in the music of the introduction, that becomes a leitmotif that goes through the entire opera, is a
confirmation of this. But if a question is asked an answer is required. And the answer is the prayer
“Libera me”. Lorenzo wanted to reconcile hatred through love, but it turned out that he did it
through death. This creates the main conflict of the work, which takes place on all levels —
the conflict between love and death.

The last bars of the work are very bright, although, according to the plot, the characters are
already dead, but in the story they are resurrected as symbols of true love. Therefore Lorenzo’s
prayer is his answer: it had to have happened for the generations to know and remember the great
gift of God to mankind — love.

The opera’s genre can also be defined as a philosophical parable. The central image became
that of resurrecting the forgotten ideal of love — the kind of love that our era had torn apart as an old
book with its lack of spirituality. Therefore the scenographic solution was that the stage area was
strewn with scattered hypertrophied old tattered manuscript pages with the same ragged binding.
Later in the crypt scene they are transformed into a web. From episode to episode the pages gradu-
ally “grow into a vertical”, resurrecting the story in the memory of Father Lorenzo. All
the characters are the heroes who descended from the pages of William Shakespeare’s book.

For intensification of the conflict a ballet group was introduced into the play. It is a “face-
less™ part of society, which has never changed — neither in the time of William Shakespeare, nor
now. These people are spiritually dead, but continue to exist at all times. The crowd that hurries to
enjoy life, believing that death is the last point of arrival. A mask accompanies them throughout
the entire show — from a lethargic, faceless (no facial features) one to a carnival and allegorical one.
Their actions provoke treachery, and Juliet must constantly resist it and make her own choices in
given situations.

In the beginning of the play, with the first clap of thunder, a curse falls onto this crowd like
a prophecy. The scenic plastics in the stage construction create an association with the painting
“The Last Day of Pompeii”. The crowd armed with swords as a sign of hostility with the final blow
of orchestral tutti in the introduction plunges the sword into the stage plate. The sword is also a sign
of death, and is transformed in the finale into Romeo’s grave, and by its shape symbolizes
the hypertrophied dagger in the scene of Juliet’s death.

The scenographic idea is representing this movement of the sheets of Shakespeare’s story
from dissociation to resurrection, to reunion, as Juliet longs to be reunited with Romeo. The whole
construction rises gradually by the end of the performance, disappearing to the very top in
the finale. The lighting also works on the principle of movement from darkness to light.
The introduction of the ballet group is due to the fact that the very conception of the author and
musical material is built around allegory. It is a postlude, a look at the past from the perspective of
the present.

BartoBcbka Osiena MukoJiaiBaa

BaroBchka O. M. HeBinomi cTropinkmn xopoBoi my3uku a cappella Bitania I'ydbapenka.
PosrnsiHyTo xopoBy TBOpuicTh B. I'yOapenka Ha martepiaiii XopoBoro mukiy «Pycckue 3cKu3b»
(cm. C. €ceH1Ha) op. 30 (1978), BusiBreHO (opmu HpPOSBY XaHPOBUX MOAUGIKALINA y CydacHid
XOpoBiil My3uIli « cappella. 3asHadeHo, mo el TBIp € IOKA30BUM HE TUIBKM SK 3pa3oK
IHIMBIIyaJbHOTO CTUJIIO KOMIIO3MTOpPA, a 1 SIK CBIAYEHHS TBOPYMX JOCATHEHb YKpaiHCHKOL
KOMITO3UTOPCHKOI KON y XX CT.

KuarouoBi ciioBa: xopoBa My3uka a cappella, xaHp, CTHIIb, (paKTypa.

Bbarosckas E. H. Hen3BecTHble cTpaHHIbI X0pOBOii My3bIKH a cappella Buranus I'y-
0apenko. PaccMoTpeHo xopoBoe TBopuecTBO B. I'ybapeHko Ha mMarepuaie xopoBoro nukia «Pyc-
ckue scku3bl» (ci1. C. Ecenuna) op. 30 (1978), BeisiBieHB! ()OPMBI IPOSIBICHUS KAHPOBBIX MOTU(H-
Kaluii B COBPEMEHHOM XOpOBOH My3bIke a cappella. OTMe4eHO, YTO TO MPOU3BEJCHUE SIBISETCS
MoKa3aTeJIbHBIM HE TOJBKO Kak oOpasel] WHIAMBUIYATbHOTO CTUJISI KOMIIO3UTOPA, HO U KaK CBUJIE-
TEJIbCTBO TBOPUECKUX JIOCTHKEHUH YKPaMHCKOH KOMIO3UTOPCKOM KOJIBI B XX B.

KaroueBbie ciioBa: XopoBasi My3bIka a cappella, xaHp, CTHIIb, (paKTypa.



Batovska O. M. The Unknown Pages of Choral A Cappella Music by Vitaliy Hubaren-
ko. The article considers the choral works of V. Hubarenko with an analysis of the choral cycle
“Russkiye eskizy” (“Russian Sketches™) (words by S. Yesenin) op.30 (1978), identifies
the manifestations of genre modifications in modern choral a cappella music. It has been noted that
this piece is not only an example of the composer’s personal style, but also serves as evidence of
the creative achievements of the Ukrainian school of composers in the 20th century.

Keywords: choral a cappella music, genre, style, texture.

Batovska O. M. The Unknown Pages of Choral A Cappella Music by Vitaliy Hubaren-
ko. In the work of the prominent composer of the 20th century Vitaliy Sergeyevich Hubarenko
(1934-2000), there are pieces that until now did not get decent attention of both musicologists and
performers — for example, his choral a cappella music, which offers many opportunities for re-
searchers and performers. V. Hubarenko belonged to the genre’s wide range of composers.

The choral music of V. Hubarenko is represented by Cantata “Rus” (I. Nikitin) for two so-
loists, chorus and orchestra and “Feeling of United Family” (P. Tychina) for orchestra, choir and
soloists op. 27 (1977); a cappella choral cycle “Russian Sketches” (S. Esenin) op. 30 (1978); “Canto
Ricordo™ for violin and chamber choir op. 37 (1983); poem for choir a cappella “Love Ukraine”
(V. Sosiury) op. 46 (1992); chorus a cappella “Good Morning” (S. Esenin) op. 50 (1994). Each of
these choral works is marked by high artistic value and represents a significant upgrade in terms of
genre quality and figurative expressive system.

The first performer of the choral works of the composer was the choir of Kharkiv Institute of
Arts under the direction of J. Kulik, which for the first time on November 24, 1977 performed in
the Kharkiv Philharmonic Hall at the Plenum the Cantata “Feeling of United Family” (P. Tychina)
(soloists J. Ivanov, M. Kruzhylov, L. Tomchuk, conductor V. Jordania) and on March 26, 1980 in
the same group performed a series “Russian Sketches” (S. Esenin).

On April 9, 1994 at the Festival “Musical Premieres of the Season” in the Small Hall of
the Kyiv Conservatory premiered the Poem for violin and chamber choir “Canto Ricordo” per-
formed by the chamber choir “Khreschatyk™ (head L. Buhonskaya).

As part of the XI International Festival “Musical Premieres of the Season™ (17-27 May
2001, Kyiv, Ukraine) the Lviv Chamber Choir “Gloria” (conductor V. Syvohyp) performed Cham-
ber Symphony Ne 5 “Canto Ricordo” for violin (O. Rokytynets) and mixed choir a cappella.

One of the unjustly forgotten and unknown pages of choral music by V. Hubarenko is
the a cappella choral cycle “Russian Sketches” (S. Esenin) op. 30 (1978).

The object of the study is a cappella choral music of V. Hubarenko. The subject of the study
is the choral cycle “Russian Sketches” (S. Esenin) by V. Hubarenko. The purpose of the article is to
reveal the genre-style and performance features of the choral cycle “Russian Sketches™ (S. Esenin)
by V. Hubarenko.

The choral cycle “Russian Sketches” by V. Hubarenko in its genre nature is almost unparal-
leled in the Ukrainian choral music. By its very name the cycle “Russian Sketches” proves to be
self-sufficient and complete. Its main theme is the theme of Russia (Motherland for the poet) and
the glorification of the beauty of its folk customs in the light of nature. For textual basis of
the “scetches” the composer uses three verses of S. Esenin’s “Strong is Blizzard”, “Good Morning”,
“Talyanochka™.

The first chorus features bright imagery and “soundwriting” with choral paint of bad winter
weather. The second chorus is the lyrical center. It is a small sketch of nature awakening with
the first rays of the sun. The poetic text is filled with metaphors, including the image of a birch tree,
which represents a shy girl. The third chorus correlates with a folk song, namely by its resemblance
to “chastushka” (masculine “prybaskamy’). This number is the culmination of the “sketches”.

An equally interesting stylistic aspect of V. Hubarenko’s cycle is that each number high-
lights certain features of neo-romanticism (Ne 1-2) and neo-folklorism (Ne 3).

The first number gravitates to the expressive perception of the world, manifested in the use
of a declamatory melody and an instrumental type-specific harmonic complex (key interchanges,
complications of tonic harmonies).

In the second number one of the key ideas is the theme of inspiring beauty that goes into
the category of ideological and semantic — the beauty of movement of thought, of the concept of
work. That is why the number’s melody is a generalized embodiment of the poetic text and psycho-
logical nuances.

In the third number we plunge into the atmosphere of folk humor. The composer draws
the musical picture of the national spirit using the principle of contrast or mounting musical epi-
sodes. The composer processes the folk melody, giving it a modern sound.



Very important for the study of genre is means of musical expression. For example, the first
number “Srtong is Blizzard” demonstrates the features of an impromptu sketch. That is why it is has
a clear rhythmic activity, a vigorous and rich melodic line.

In the second part “Good Morning” the composer introduces features of romance.

The third part, “Talyanochka”, as we have pointed out, addresses the genre of “chastushka”.
As for the composer’s signature features, the most prominent is the unusual group of performers,
because instead dialogical solos and instrumental accompaniment the piece involves a mixed a cap-
pella choir. It serves as the soloist and the accompaniment. The other peculiar stylistic feature of
the work is the use of modes of folk music in synthesis with modern technology.

The genre also influences the musical dramaturgy. The first part has features of
the dramaturgy of sonata-esque allegro; the second part synthesizes drama features of the romance
genre; the last number is a unique competition: the singers sing alternately, creating a dialogue be-
tween a guy and a girl, two choirs of men and women, because the dramaturgy is based on
the principle of dialogue.

Attention is drawn to a fairly wide range of using the choir. This includes the performers (a
mixed a cappella choir) switching parts, depending on the artistic image they are to convey. An
equally important role belongs to the timbres in the choir (a general choir presentation, part compo-
sition, divisi, “pure sounds™) and the correlation methods of the choral parties or groups.

Another characteristic feature of the choral style of V. Hubarenko is differentiated texture.
In this work it is polyphonic, coming from the tradition of Ukrainian folk melodies, and imitative,
following the classical tradition.

The choral cycle “Russian Sketches™ (S. Esenin) by V. Hubarenko is a prime example of
genre and style searches of contemporary composers. It is an interesting and unusual work, waiting
for its future performers and staging.

Baroschka O. M. HeBinomi cTropinkmu xopoBoi my3uku a cappella Bitania I'ydapenka.
Y TBOPYOCTI BU3HAYHOIO KOMIIO3UTOPa XX cr. Biranis Ceprifiouya I'ybapenka (1934 2000) €
TBOpH, sIKI He OTPUMAJIX AOCTOMHOI yBaru sIK MY3UKO3HABLIB, TaK I BAKOHABLIIB. [1eThCst PO #oro
XOpOBY MY3UKY a cappella. B. 'ybapeHko HanexaB J0 4uciIa KOMIO3UTOPIB IUPOKOTO 5KaHPOBOTO
JliarasoHy.

Xoposa Mysuka B.I'ybapenka mpescrapieHa KaHTataMu «Pychy (Bipmi I. Hikitina) s
JIBOX COJIICTIB, XOpy Ta opkectpy 1 «HyTTs eaunoi poaunun» (ciosa [1. Tuumnn) muis opkectpy, Xo-
py Ta comictiB op. 27 (1977); xopoBuM 1uKIOM a cappella «Pycckue sckuzbl» (Bipmi C. €ceH1Ha)
op. 30 (1978); “Canto ricordo™ ist CKpHIIKH 3 KaMepHUM XopoM op. 37 (1983, 1999 poky ueii TBip
Oyyo mepepobsieHO 31 3HAYHUMH 3MiHAMH y MapTii coo ckpunku y II'sTy kamepHy cuM(QOHII0);
IOeMOI0 JuIsl XOpy a cappella «JIxobite Yxpainy» (Bipmi B. Cocropu) op. 46 (1992), xopom
a cappella «[{obpoe yrpoy (ipwi C. €cenina) op. 50 (1994). Koxen i3 Ha3BaHHX XOPOBHX TBOPIB
Ma€ BUCOKY XYIOXKHIO HIHHICT 1 € IIOKa30BUM Y IUIaHi SKICHOTO OHOBJICHHS JKaHPOBOI Ta 0Opa3HO-
BHpPaXXaJIbHOI CUCTEMH.

IlepimM perpe3seHTaHTOM XOPOBHX TIOJIOTEH KOMIIO3HTOPA 0yB xop XapKiBCbKOIO IHCTHTY-
Ty mMucTenTB mig opynoro 0. Kyinka, sikuit ynepure 24 gucrornana 1977 poky BukoHas y 3aii Xap-
KiBcbkoi ¢inapmonii Ha Ilnenymi LK kantaty «YUyrrs emunoi poxunm» (comictu Sl. IBaHOB,
M. Kpyxwios, JI. Tomuyk, qupurent B. XKopnanis), a 26 6epezns 1980 poky y KOHIEpTHil sai
TOU caMHii KOJIEKTUB BUKOHAB UK «Pycckue 3cKu3bIy.

9 kBiTHA 1994 poky Ha @ectuBan «My3uuHi npem’epu ce3oHy» y Manomy 3aii KuiBebkoi
KoHcepBaTopii BinOyacs nmpem’epa [loemu 11t ckpunku ta kamepHoro xopy “Canto ricordo” y Bu-
KOHaHHI KaMepHoro xopy «XpemaTtuk» (kepiBauk JI. byxoncrka). [1ig wac XI Mixknapoanoro dec-
TuBaI0 «My3uuHi npem’epu ce3oHy» (17-27 tpaBust 2001 poky, M. KuiB) npBiBchKHIT KamMepHUI
xop “Gloria” (I[I/IpI/IFeHT B. CuBoxin) BUKOHAB LIe#l ke TBIP 1iJ] HOBOKO Ha3Bow: KamepHa cuMoHis
Ne 5 “Canto Ricordo” mist ckpunku (O. PoxutrHens) Ta MillaHoro xopy a cappella.

Mera crarTi — BUSBHTH JKaHPOBO-CTHJIBOBI 1 BUKOHABCHKI OCOOJMBOCTI XOPOBOIO LMK
a cappella «Pycckne sexusp (ci. C. €cenina) op. 30 (1978), onHoro i3 HeszacyxeHo 3a0yTHX i
HEBIIOMUX TBOplB B. I'y6apenka.

Leii TBIp 3a CBOEIO JKaHPOBOIO NPUPOJIOIO Maiike HE Ma€ aHAIOTB B yKPATHChKIA XOpOBii
My3ulli. Bin € camogocTaTHiM i 3aBepiieHUM. 3a TEKCTOBY OCHOBY «ECKi3iB» KOMIIO3UTOP BUKOPHC-
taB TpH Bipmi C. €cenina: «Pasrymsuiace Beroray, «Jlobpoe yrpo», «TambsiHouka». ['ogoBHaA Tema
uKiIy — Tema Pocii (Bitunsau muis noera) it OCHiByBaHHH KpacH il HapoJHUX 3BHYAIB Kpi3b MIPU3MY
HIPUPOJIH.

[lepimmii Xop BUPI3HAETHCS SPKOIO OOPA3HICTIO 1 300pakalbHICTIO, «3BYKOIMCAHHIMY XO-
POBHUMU KpackaMH 3UMOBOI Henorou. Jpyruii xop € jqipuyHuM neHTpoM. Lle HeBenMka 3amMaiboB-



Ka IpoOyJKeHHS IPUPOAU BiJ] MEPIINX TPOMEHIB COHII. [loetnynuit TekcT cioBHEHUH MeTadop,
30KpeMa 00pa3 6epi3KH, sKa € YOCOOICHHIM COPOM’SI3JMBOI AIBUMHH. Y TPETBOMY XOpi TMPOCTEKY-
€ThCS 3B’ 30K 13 HAPOIHOIO MICHEIO, a caMe 3 YacTyIIKaMH (40JIoBIUMMH «pubackamuy»). Came meit
HOMeEp € KYJTbMIHAIIEIO «eCKi3iBY.

He meHin nikasuii cruipoBuil acnekt uukiay B. ['yGapenka: y KOXHOMY HOMepi aKICHTY-
I0ThCsI NEBHI 03HAKK HeopoMaHTH3My (NeNe 1-2) ta Heodombkiaopusmy (Ne 3). ¥V mepiomy HoMepi
IPOCTEKYETHCS TSKIHHS J10 EKCIPECUBHOTO CIIPHAHATTS CBITY, IO MPOSIBISETHCS y 3aCTOCYBaHHI
MEJOJUKH [IeK/IaMallifHOr0 i IHCTPYMEHTAIBHOIO THIIIB, CHEUU(ITHOTO rapMOHIYHOIO KOMIIICK-
Cy, 30KpemMa IOJLIafoBoCTL. Y Apyromy HOMepi OJHIEIO 13 KIFOYOBHX € TeMa HAaTXHEHHOI KpacH,
sKa TICPEXO/IUTh Y KATEeropiro ieiHo- CMHCIIOBY, Kpacy pyXy JyMKH, CamMOro 3aMHCIY, KOHIIeTIi{
TBOpy. ToMy Menozist BTUIFOE IIOCTHIHUH TEKCT, HOro MCHXOJIOriYHI HIoaHCH. PomaHTiHa 00pas3-
HICTb 30pi€HTOBaHA Ha PUPO/HICTH IHTOHYBAHHSI 1 HACIIBHICTB 3BYYaHHs. Y TPETbOMY HOMEpi Ia-
Hye aTMocdepa HapoJHOro rymopy. PenbedHy My3udHy KapTHHY B HApPOJHOMY JIyci KOMIIO3UTOP
3MaJbOBY€ 3a JOMOMOIOI0 KOHTPACTy a00 MOHTaXy MY3MUHHX €Mi30[iB-KajapiB. MUTelb TBOPUO
nepepoOsie poIBKIOPHY MENOIII0, HA/IAl0UH 11 Cy4acHOTO 3By4YaHHSI.

Jocuth BaxXIMBUME JUIsS JKQHPOBOI HPUPOJM TBOPY € 3acodu My3u4HOi BupasHocti. Tax,
HaIPHUKIaJ, y nepiiomMy HoMepi («Pasryisiiack Bbroray) YBHPA3HEHO ’KQHPOBI O3HAKU CKCIPOMTY
abo eckisy. BiH Bi/j3HAQYa€TbCSL PUTMIYHOKO AaKTHBHICTIO, CHEPIIHOI 1 HACHYCHOK) MEIOAHYHOIO
nigiero. Y npyromy Homepi («Jlo6poe yTpo») KOMIO3UTOP 3aCTOCOBYE MY3UUHHN KOMILJIEKC poMa-
HcoBoi mpupoau. Tpetiit HoMmep («TanbstHOUKa») OMU3BKUI 3a xaHpom A0 dactymku. [llogo ivam-
BIZYaJIbHOTO KOMIIO3HTOPCBKOTO MOYEPKY, BKaKeMO, MO-IepIle, Ha HE3BHYHHMI BHKOHABCHKUM
CKJIaJ] — 3aMICTh COJIBHOTO JiaOriYHOr0 BHUCIIOBIIIOBAHHS B IHCTPYMEHTalIbHOMY CYIPOBOZL 3aly-
4eHO MilIaHWii XOp « cappella. Bin BukoHye QyHKUIT 1 combHOrO cmiBy, 1 cynposoay. [lo-apyre,
CTHIILOBOIO OCOOJIMBICTIO TBOPY € BUKOPHMCTAHHS J1a/[iB HAPOAHOI MY3HKH Y MOE€HAHH] 3 Cy4acHOIO
TeXHIKOIO (BIKMBAHHs aKOPJIB HETEPLIEBOI OyI0BH, J1az0- rapMOquHm KOJIOPUCTUKH).

JKaHp BrMBaE i Ha My3UUHY ApaMaTyprifo. ¥ Iepiiif YacTHHI HasBHI O3HAKH IpamaTyprii co-
HATHOTO allegro, 30kpema TiCHOI TEMAaTHYHOI B3a€MOJIi OCHOBHUX TeM. Y IpPYTiil YaCTHHI IOMITHI
O3HAKH JIpaMaTyprii pOMaHCOBOTO >KaHPY: MOHOOOPA3HICTh Ta MOHOJIpaMaTYPris, y SKiil XymT0KHIN
00pa3 BIATBOPIOETHCS IUIIXOM IICUXOJIOTIYHOT iHTepnpeTanii TeMu. OcTaHHiit HOMEp € CBOEPITHUM
3MaraHHsIM: CIiBaKy CIiBalOTh NMOMEPEMIHHO, CKIIQIAETHCS JIiaor nmapyoka i JiBUMHH, JBOX XOPiB —
YOJIOBIYOTO 1 )KIHOYOTO, TOMY Y JpaMaTyprii JOTpUMaHO MPUHIUIY JTIATOT1YHOCTI K O3HAKH KOH-
[EPTHOCTI.

[IpuBepTae yBary AOCUTH IIUPOKHUH CIIEKTP OIPAIFOBAHHS XOPOBOTO MOJI. Ile crocyerses
BHKOHABCHKOTO CKIIa/ly (Milranuit Xop a cappella) y KOXKHI YacTHHI, 3aJIeXKHO Bl XyLOXHBOIO
obpazy KOMITO3UTOp #0ro Bapitoe. He MeHII BaXIMBY poJib Bifirpae ,uo61p TeMOpOoBUX 6apB Xopy
(3aranLH0 XOpOBHH BUKIIAJ, HEMOBHUH CKIal, divisi, BAKIaL IPyNaMH XOpy, «9HCTI TeMOpH») Ta
NPUAOMH CIIBBIHOIICHHS. XOPOBUX HapTiii abo rpyn (BUKIA/L MENOALl PI3HUMH MapTisiMH Xopy,
IOCTYIIOBE 3aly4CHHS 1 BUIIy4CHHS] XOPOBUX TOJIOCIB, BIOCOOJICHHS XOPOBUX IPYII, 1yOJOBAaHHSL,
30KpeMa y BUTJISII YHICOHY, XOpOBa Me1alb.

XapakTepHOIO 03HAKOIO XopoBoro crumo B.T'ybapenka e nudepenmuiiioBana daxrypa.
VY npomy TBOpi BOHA € HOJ’II(I)OHILIHOIO 30KpeMa Mi/IrOIOCKOBOIO, sIKa IIOXOJUTH BiJ| YKPAaTHCHKOTO
HapOJIHOTO MEJIOCY, Ta IMITalliiHOIO — TOTPUMAHHS KJIACUYHUX TPaIuIliil.

Xoposuit nuki «Pycckue sckuss B. I'ybaperka € MOKa30BUM IOJO JKaHPOBO-CTUIIHOBHX
MOLIYKIB y cy4acHiii My3url. Lleif MUK € HikaBUM 1 HEOPJMHAPHAM TBOPOM, SIKHIi YeKa€e Ha CBOTO
BUKOHABIIS 1 B MaifOyTHROMY Ha0y/ie T'IHOTO CHEHIYHOTO BTiJICHHSI.

Jlynina Anna €BreHiiBHa

Jlynina A. €. Bogoaumup Cipenko: «lImei, BriteHi B omepi, CbOroJHi xyxke
aKTyaJbHi...» (mpo omepy oparopiro Biramias [I'yboapenka <«3rapaiite, Opartigs Mos»).
Po3rnsiHyTO 3BepHEHHSI YKpaiHCBKUX KOMITO3UTOPIB JI0 moeTuyHoi TBopuocTi T. IlleBuenka. ¥V
po3moBi 3 aupureHToM B. CipeHKOM 0OroBOPIOIOTHCS TBOPU YKPATHCHKHX aBTOPIB, SIKi 3BEPTATIHCS
JI0 BIJITBOPEHHsI IIEBYEHKIBCHKOI TMoe3ii, 3 OUIbII JeTalbHUM aHalli30M OIepU-opaTopii
B.I'ybapenka «3ramaiite, Opatis Mosi», sIKa € OIHHMM 13 3pa3KiB aBTOPCHKOIO MY3UYHOI'O
npounTaHHs noemu «I afijamakmy.

Kuro4uoBi ci10Ba: 1meBueHKIBChKA MOE3is], TOSTUYHI TEKCTH, ONEpa-opaTopis, KOMIIO3UIliiiHA
JpaMarypris.



Jlynuna A. E. Bnagumup Cupenko: «Ujaeu, BOIIomEHHbIE B ONepe, CeroJHs O4YeHb
aKTyaJbHbL..» (00 onepe-opaTtopuu Buramus I'ybapenko «3ranaiite, Opatis mos» PaccMoT-
peHO oOpaleHne YKpauHCKUX KOMIIO3UTOPOB K Io3THYecKoMy TBopuecTBy T. IlleBuenko. B pasro-
Bope ¢ auprkepoMm B. CupeHko o0CykIatoTcsi MPOU3BEIEHUST YKPAaHHCKIX aBTOPOB, 0OpalaBIInX-
Csl K BOCIIPOM3BEJICHUIO IIEBUEHKOBCKOM 1033UH, ¢ 00Jiee AETAIbHBIM aHAIM30M OIEPHI-OPATOPUN
B. I'ybapenko «3ranaiite, Opatis MOs», KOTOpasl SBISIETCS OJHUM M3 00pa3I[OB aBTOPCKOTO MY3bI-
KaJIbHOTO MPOYTeHUsI oAMBbI «I aiigamaku»

KiroueBble ci1oBa: IMEBUYCHKOBCKAS 10o33usd, MO3ITUYCCKUC TCKCThI, OIICPA-OpaTOpPHA, KOM-
MMO3UIIMOHHAs ApaMaTyprus.

Lunina A. E. Vladimir Sirenko: “The Ideas Embodied in the Opera are Very Relevant
Today...” (on Opera-Oratorio by Vitali Hubarenko “Remember, My Brethren”).
The relationship between Ukrainian composers and the poetry of T. Shevchenko is a multiaspect
topic for cultural, artistic, musicological discussions and scholarly research. In the article written in
the form of dialogue with conductor V. Sirenko various works of Ukrainian composers who re-
created Shevchenko’s poetry are discussed, with a more prominent focus on the opera-oratorio by
V. Hubarenko “Remember, My Brethren”, one of the examples of the author’s musical perusal of a
poetic text by T. Shevchenko — in this case, the poem “Haydamaky™.

Keywords: Shevchenko’s poetry, poetic texts, opera-oratorio, compositional drama.

Jlamenko Caitiiana Kocraarunisaa

Jlamenxko C. K. I 3n0By npo Ouiexcanapa Ilymkina, Ilerpa YaiikoBcbkoro ta cy4acHuii
pe:xxucepeskuii Teatp. Posrnsnyro crnekrakib «E€Brenid Onerin» y moctanoBii JI. UepHsikoBa
(Bemukuit tearp, 2006), peakuito myOmiku Ha poOoTy Tearpy. Ha mnpukmam oxpemux CcIeH
MPOAHATI30BaHO OCOOJIMBOCTI 3alpPONOHOBAHOI peXUcepchKoi Bepeil. JloBeleHO: TBOpYL pillleHHS
J1. UepHsikoBa 3yMOBIIEHI HparHEHHsSM JOTpUMyBaTucs He OykBH, a ayxy TBopy O. Ilymikina,
[IMOMHHOI JIOTIKM WOTO MHCIEHHS; «EMaTaXHICTh» CIEHIYHOTO BHpIIIEHHS € (QaKkTopoM
30BHIIIHIM, BOJHOYAC BHYTPIMIHBO CHEKTaKIb TICHO TOB’S3aHUM 3 1eIMHU Ta XYyJIOXKHIMH
HoBalisMu moeTa. [lokazaHo, mo Tak cBoro wyacy mpamtoBaB i3 TekctoM O. Ilymkina i
I1. YalikoBChKHiA.

KurouoBi cioBa: cyuyacHuil Tearp, peKHCepchbKa iHTepHpeTalis, Cy4acHi MOCTaHOBKH
onepu «Epreniit Oneriny [1. YallkoBebKOTO.

Jamenko C. K. 1 BHoBb 00 Anexcanane Ilvinkune, Ilerne YaiikoBcKOM H cOBDEMeEH-
HOM DeXKHCcEDCKOM TeaTpe. PaccMoTpeHbl crekrakib «EBremmii OHermH» B IIOCTAaHOBKE
J1. Yepnskosa (bombioit Tearp, 2006), peaxiust OvOIHKE Ha paboTy Tearpa. Ha mpuMepe otmens-
HBIX CIIEH IPOAHAIM3UPOBAHBI OCOOCHHOCTH MPEUIOKEHHOW pekuccépckoid Bepcuu. JlokazaHo:
TBOpUecKkue pemreHus J1. UepHskoBa ObLIM OOVCIIOBIEHBI CTPEMIIEHHEM CJIENOBAThH HE OVKBE., HO
nyxy npousBenenus A. IlyimkuHa, riIvOMHHOM JIOTHKE €r0 MBIIUIEHHS:, «DIATaXKHOCTL» CLIEHHYE-
CKOT'O DEIIEHUS ABIAeTCs (haKTOPOM BHEIIHUM, B TO BDEMS KaK BHYTDEHHE CIIEKTAKJIb TECHO CBA3aH
C HUICSIMH M XVI0KECTBEHHBIMH HOBalUsMHU modTta. [loka3aHo, 4To Tak B CBOE BpeMs padoTal ¢
tekcToM A. Ilymkuna [1. YalikoBckuid.

KiroueBble ci10Ba: COBpEMEHHBIN TeaTp, peXHCCEPCKas HMHTEPIpETaIus, COBPEMEHHbBIE
1ocTaHoBKH onepbl «EBrennii Onerun» 1. YaiikoBckoro.

Lashchenko S. K. On Alexander Pushkin, Peter Tchaikovsky and Modern Directing
Theatre. The article discusses the play “Eugene Onegin”. staged by Dmitry Cherniakov (Bolshoi
Theatre. 2006). and the public reaction to the work of the theatre. Using the example of some scenes
the article analyzes the characteristics of the director’s proposed version. It is proved that Chernia-
kov’s creative solutions were conditioned bv his desire to follow not the letter but the spirit of
A. Pushkin’s works. the deep logic of his thinking: the “outrageous™ staging decisions are external.
while internallv the plav is closelv related to the ideas and artistic innovations of the poet. It is noted
that P. Tchaikovsky worked similarly with A. Pushkin’s texts, striving to achieve the same purpose.

Keywords: contemporary theater, directorial interpretation, modern staging of “Eugene
Onegin” by P. Tchaikovsky.



Lashchenko S. K. On Alexander Pushkin, Peter Tchaikovsky and modern directing
theatre. The purpose of the article is to suggest the hypothesis that allows to understand the pattern
of the directing thought process of D. Cherniakov. The gist of it is this: the director bases his pattern
on the logic of the creative thinking not so much of Tchaikovsky, but of Pushkin. As a result
the play by D. Chernjakov became a Pushkin play, returning the 21-century person not to
the textbook images of Larin, Onegin, Lensky, not to the tragic development of the “love sketch”,
which did not become a novel after all, but to the very wisdom of the great poet who created a
unique encyclopedia of Russian characters.

As you know, there are two versions of conjugating the verbal component, the music and
the performance, of which opera consists (of course, with many intermediate gradations). Most
clearly they appear when we are talking about opera performance which is based on a well-known
literary work. The first option of conjugation is that they match. The pivots of character, image, sit-
uation development in a famous literary work is reinforced in the interpretation of the composer.
Then they receive a further boost in the performance. That pattern creates obvious semantic climax-
es, some “strong energy zones” of the performance. This version of the conjugation is useful pri-
marily because it is predictable. Due to this, the proposed work in its stage interpretation is easy for
the public to understand, and therefore pleasant to witness. The audience of such an opera perfor-
mance, even without hearing it previously, already knows what is coming and when. The music and
the scenic interpretation can either meet their expectations or disappoint them, but never making
the audience question their expectations. However, the last statement can be challenged.
The strength of the emotional expression of music never allows to draw a clear line between a
measure of “right” and “not right”. The danger of that is obvious. The measure of condensing
the “strong energy nodes” of the literary — musical — stage texts depends on the personal taste of
the composer and performers. And when the taste is missing, there is an opposite effect: the “nodes”
become untied and the expression of meanings becomes contradictory.

But there is another option of conjugating the verbal component, the music and
the performance. They relate horizontally, forming new meanings, amplifying, and complementing
each other not in the same segment of the composition known in advance, but in different segments,
dispersed in space, and hence — in time. That’s when the audience begins to wonder. On the one
hand, it receives from the creators of the play what seems to be is expected. On the other, it receives
the feeling of “not there”, “not this way” and “not then”. The expected occurs in a place and mo-
ment when it would seem it should not. And it begins to seem that the usual sense of climax dimi-
nishes or is removed altogether; the favorite characters have disappeared; the minor details come to
the forefront, thus changing the plot of the literary source which ceases to be what it is supposed to
be. That is when the audience bursts with indignation, deceived in their expectations, stands up for
the good name of the classic, indignant about the “voluntarism of ignoramuses”. All of this is fair —
but only if the development goes in the worse direction.

But there is another, better direction. As a result, the horizontal displacements of this ap-
proach to the problem may result in the marvelous “flickers of meanings”, making this type of per-
formance a conglomerate of the expected and the unexpected. The performers, apprehending
the logic of the composer, and the composer — the logic of the poet, create in the same way and by
the same means as their great predecessors, seeing in the real artifacts of past culture an open field
for experimentation. With this artistic decision the audience constantly feels itself as “visionary”, or
as “simpleton”. The feeling is either pleasant or unpleasant accordingly, the audience must be con-
stantly on alert, waiting for some tricks and surprises.

“Eugene Onegin” is an absolute classic. The public was offered the performances, in which
the verbal, the music and the performance reinforced each other, forming a “reliable” performance.
There were excellent, well-known performances, starting with the work of the students of
the Moscow Conservatory (1879) and ending with the famous production by Stanislavsky (1922).

“Eugene Onegin” in the interpretation of Dmitry Cherniakov is a sample of the second way
of treating the literary, the musical and the performance. In this capacity it is a very clear phenome-
non. Maybe even classical, because the director’s logic is also very clear. All of the “inventions”
and “destructions”, of which he had so often been accused, were imaginary, because in his 1nterpre-
tation it appears he has not essentially invented or destroyed anything. He was “just” going
the other way.

D. Cherniakov invented nothing in his interpretation. He “only” continued the momentum
which has been set by A. Pushkin, and walked away from the intention of thought, created by
Tchaikovsky. In D. Cherniakov’s reading of “Eugene Onegin” by Tchaikovsky there is nothing ac-
cidental, unconsidered or lightweight. The staging of D. Cherniakov is a very serious artistic work,
who has deeply and accurately comprehended the logical thinking of Pushkin and Tchaikovsky, and



who tried to use that logic while utilizing the characteristics of a modern worldview: the listener
knows before seeing the play that Tatiana will be rejected, and Onegin — doomed to unfulfilled
longing for the bygone; the listener is able to mentally “finish™ every sentence uttered by young
Lensky and internally mark each beat of the famous dance numbers. The listener already knows
everything about the opera “Eugene Onegin” and is already tired of this knowledge, just as he is
tired of himself. But that is not quite the case, and D. Cherniakov was able to prove it.

TitoBa I'atuna IropiBaa

Tiroa I'. 1. Imarpo CMo/IMY: MOYATOK TBOPYOro LIIAXY. Y HAyKOBUH OOIr yBe/ICHO
Giorpadiuni BizoMocTi npo JAmutpa Cmonmda, 30KpeMa IPOKOMEHTOBAaHO Martepiali, sKi
CTOCYIOTbCSL ~ Tepiogy  Horo HaBuaHHS y  (QyHmartopa  oOmepHO-ApaMaTU4yHOI  CTyil
K. Cranicnascbkoro. OxapaKTepI/ISOBaHO OaraTorpanHe —TBOp4Ye O00HapyBaHHsS —PpEKHCEpa,
BU3HAUYEHO YWHHUKHU (I)OpMyBaHHSI Horo sk MUTIS, TPOAHATI30BaHO MepIli KPOKH (HaxoBOTO
CTaHOBJIEHHS, 30KpeMa iforo nepiry noctaHoBky ornepu « Tpasiata» J[x. Bepai cezony (1945/1946)
Ha CIeHi KHiBCBKOTO Teatpy omnepu Ta Oanety imeni T. I'. IlleBuenka.

KurouoBi ciioBa: pexxucepcbka iHTepIpeTalis, TOCTAaHOBKA, My3UYHA JIpaMaTyprisl.

Turosa I'. . Imurpuii Cmomy: Haya/0 TBopUeckoro mytu. B HayuHblii 000poT BBe-
JeHbl Ouorpaduyeckue naHHbie o JMutpum CMonmde, B YaCTHOCTH MPOKOMMEHTHPOBAHBI MaTe-
puaibl, OTHOCAIIUECS K MEPUOJYy ero OOy4YeHHUs y OCHOBATENsl ONEpPHO-JIpaMaTUYECKON CTyIuu
K. CranucnaBckoro. OxapakTepru30BaHO MHOTOTPAaHHOE TBOPUYECKOE JapoBaHUE pexuccépa, (ak-
TOpHI, TOBIUSBIINE HAa (POPMHUPOBAHUE €r0 KaK XYAO0XKHHUKA, MPOAHATH3UPOBAHBI TMEPBBIC IMATH
mpo(ecCHOHATLHOTO CTAHOBIEHUS, B YAaCTHOCTH €ro IMEepBYIO MOCTaHOBKY omepbl «TpaBuaTa»
Jlx. Bepmu cezona (1945/1946) na chnene Kueckoro tearpa omepbl u Oajiera WMEHH
T. T'. llleBueHkKo.

KuroueBrblie ciioBa: pexuccépckas MHTEpIIpeTalus, MOCTaHOBKA, My3bIKalbHasl JpamaTyp-
THSL.

Titova H. I. Dmytro Smolych: Early Career. The article introduces biographical informa-
tion about D. Smolich, in particular the material relating to the period of his studies with
the founder of the Opera and Drama Studio K. Stanislavsky. It characterizes the creative talent of
the director, the factors forming him as an artist, analyzes the first steps of his professional path,
including his first production of the opera “La Traviata” by G. Verdi in the season (1945/1946) on
the stage of the Kyiv Shevchenko Opera and Ballet Theatre.

Keywords: directorial interpretation, production, musical dramaturgy.

Titova G. I. Dmytro Smolych: Early Career. This year marked the 95th birthday of a ta-
lented and well-known opera director Dmytro Smolych. He presented his first directorial work on
the stage of the Shevchenko National Theatre of Opera and Ballet. He developed his talent under
the watchful eye of his father, Mykola Vasyliovych Smolych, one of the most prominent Soviet
musical directors. Dmytro started his career surrounded by opera luminaries — conductors
S. Stolerman, K. Simionov, Ya. Karasyk, V. Tolba, O.Klymov; artists O. Hvostenko-Hvostov,
V. Dmitriyev, L. Rabinovych, B. Volkov. His productions included such performers as M. Hryshko,
L. Rudenko, M. Bem, Ye. Chavdar, V. Kozeratskyy, P. Bilynnyk, B. Puzin, L. Lobanova. He colla-
borated with the best composers: V. Yorysh, Yu. Meytus, B. Lyatoshinskiy, V. Hubarenko,
O. Bilash. He received an excellent professional education from the incomparable Soviet director
K. Stanislavski — Smolych got into his Opera and Drama Studio just as it started its existence
in 1935. Endowed with an obvious acting talent, he passed the entrance competition. Out of three
thousand applicants only thirty students were chosen, and D. Smolych was one of them. During his
studies he tried to absorb every lesson taught by the best representatives of the theatre scene of that
time: K. Stanislavski, L. Leonidov, I. Moskvin, M. Lilina, M. Kedrov, B. Toporkov, Z. Sokolova.
As a student D. Smolych was perseverant and diligent, and as an actor he put emphasis on vocal
work, diction and body language. He was especially fond of “improving the plastic expression” as
an actor, working on the smoothness and the rhythm of his movements and determining his muscle
power. To perfect his craft he delved into such disciplines as dance, gymnastics, acrobatics, fencing,
rhythm, stage movement, and took them very seriously. This article presents written accounts by
the classmates of D. Smolych, who attended the Opera and Drama Studio at the same time as him.
His thesis was highly praised by the committee, and Shakespear’s “Romeo and Juliet” with his par-



ticipation was included in the repertoire of the Studio. But the young Dmytro became attracted to
directing, especially musical directing. His mentor Mikhail Kedrov strongly supported his student
in this endeavour. His debut production, Puccini’s opera “La Boheme” has been accepted into
the Studio’s repertoire, but the start of World War II sabotaged its run. In evacuation (Ufa, Irkutsk)
the young director was working with his father Mykola Smolych, where he assisted in directing
Verdi’s “La Traviata”, Tchaikovsky’s “Eugene Onegin”, Rossini’s “Barber of Seville”.
The productions featured the actors from the Kyiv and Kharkiv opera houses. D. Smolych got into
writing opera and ballet librettos, theatre plays. This article contains many facts about this side of
the director-playwright’s activities. The play “Our Constellation”, written in 1943, depicts
the heroic struggle of Soviet pilots against the Nazi invaders, and reflects D. Smolych’s desire to
support the morale of the young people fighting the war.

While in evacuation, the Kyiv Opera turns to Ukrainian repertoire and produces new operas:
Lysenko’s “Natalka Poltavka” A. Hulak-Atemovski’s “Cossack Beyond the Danube”, and
D. Smolych gets asked to write a ballet libretto with Ukrainian themes. The libretto for a ballet
“Devil’s Night” was written in 1943, and complemented by V. Yorysh’s music and S. Serheyeyev’s
choreography. It was also a personal victory for Smolych, as the main role of Hannusia was per-
formed by the Honoured Artist of USSR A. Vasilieva, his wife. Antonina Vasilieva was a famous
dancer, and the critics noted her as the most successful performer of female roles in Ukrainian na-
tional ballets. She always strongly supported her husband and was actively involved in his produc-
tions.

After the war the young Dmytro Smolych returned to Kyiv with the Kyiv Opera troupe and
started his career by directing Verdi’s “La Traviata”. The main important task that the director has
set for himself was to create a life-like production that would reveal the composer’s main inten-
tions — the primary idea of the opera, the main characters with their dispositions and actions,
the values of the era. The director resorted to various means of expression. In his concept he refers
to the “active resolution of the play”, which means that the characters reveal their personalities
through action and deeds. The staging was built in complete harmony with the given situations and
the living conditions of the characters.

Today the “active resolution” prevails in modern music drama. While the means of stage de-
sign — scenery, lighting, sound, acoustic innovations — keep on changing, the main presence on
the stage remains that of the actor-singer. Therefore, D. Smolych’s work garners special relevance
and should be used for furthering the development of opera directing.

The director’s work has not been well-studied and researched, although not for lack of ma-
terial — the personal archive of D. Smolych was transferred to the archive of the National Opera
House by Smolych’s daughter, Maria, who now lives in Israel. The archive contains sixty-eight
numbered folders that include written explications of the director, printed documents, memos, let-
ters, personal photographs and so on.

Similar to his father Mykola Smolych, Dmytro Smolych used to make personal accounts
and analyses about his craft. In that same archive there is a folder under the name “On Directing”,
which contains printed materials written by Mykola Smolych with Dmytro’s added notes, and it in-
vites further interest to study the artistic legacy of the Smolych family.

The purpose of this article is to explore the career of Dmytro Smolych, pay special attention
to the formation of his artistic personality and analyze his first production of Verdi’s “La Traviata”,
which became a stepping stone on the long and successful road of the master director D. Smolych.

His creative life was turbulent and rich and is associated with many theatres, but most of
the director’s creative achievements still belong to the Shevchenko National Theatre of Opera and
Ballet, which saw over twenty premieres of his opera productions and where his best productions
still sit in the repertoire and gather a full house to this day.

Titoa I'. I. ImuTpo Cmosiu4: mo4aTrok TBOpYoro muisixy. [[poro poxy BHIIOBHUIIOCH
95 pokiB BII[ JiHSI HAPOJUKCHHSI TalaHOBUTOTIO 1 3HaHOTO omepHoro pexucepa Jmutrpa Cmonuya.
Cgoi mepiri TBopui poOOTH BiH yTiMKMB Ha ciieHi HarmioHanpHOTO TeaTpy omepu Ta OayeTy imMeHi
T.T. llleBuenka. Ilim nuasHMM okoMm Oarbka, Muxonu BacunboBuya CMmojauya, — OZHOTO 3
byHIaTOpiB paAsTHCHKOT MY3UYHOI pekucypu. JIMUTpo OYNHAB CBOIO Kap €py B KOTOpTi Kopudein
oneporo wmwucrenTBa: gupurentd — C.Cronepman, K. Cumeonon, 4. Kapacux, B. Tomnb0a,
O. KnmumoB; xymoxuukud — O. XBocteHko-XBoctoB, B. JImutpieB, JI. PaGinoBuy, b. Bonkos.
V¥V #ioro mnocraHoBkax Opamu ydactb — M. ['pumko, JI. Pynenko, M. bem, €. Yapnap,
B. Kosepaupkuii, II. bumunnuk, _b. Ily3un, JI. Jlo6anosa. JI. Cmonud  coiBmpamioBaB i3
HalikpamumMu komrosutopamu: B. Mopumewm, 0. Meiitycom, b. JIaromuucekum, B. I'ybapenkomM,
O. binamom. Pexucep 3700yB Oimckydy mnpodeciiiHy OCBiTY, HaBUaBCS y MeTpa PaasHCHKOI



pexxucypu K. CtanicnaBchbKoro, moTpanuBIIg 10 Horo OnepHo-ApaMaTU4HOl CTYil y MepIuil pik
BiakpuTTs (1935). Haninenuit sickpaBUM akTOPCHKUM TaJlaHTOM, BiH BUTPUMAaB BCTYITHUI KOHKYPC:
Ha MOJAHUX TPU TUCSYI 3as1B OyJI0 IPUHHSITO TPUALSTH abITypIEHTIB, cepes skux OyB 1 JI. Cmommd.
Y HaBYaHHI BiH HamaraBcsl, sK TyOKa, yBIOpaTH BCl 3HAHHS, sIKi JaBali HaWKpalll [PeJCTaBHUKNA
TOJIIIHBOTO TeaTpajibHOIO aKTOpCchKoro 1 pexucepcbkoro Oomonay: K. CraniciaaBcbkuid,
JL Jleoninos, I Mocksin, M. Jlimua, M. Keznpos, B.Tomopkos, 3.Coxomosa. [I. Cmommy
BUDI3HSIBCS HAIOJICTIIUBICTIO 1 MPAIEMIOO0CTBOM, BEIUKY POJIb, SK aKTOP, HPUALISLB MOCTAaHOBL
rojocy, IUKUII, IUIACTALI, BUPOOISB y COOl IIABHICTS, pI/ITMl‘{HICTB PYXiB, 3JaTHICTh BIIUyTH
eHeprito MyckyniB. o0 nocsrtu pesyibrary, 3 YCi€l0 CEepHO3HICTIO CTaBUBCS J0 TaKHX
JUCITUILTIH, SK TaHIll, TIMHACTHUKa, akpobaTuka, (heXTyBaHHS, pUTMiKa, ClieHiuHui pyX. HaBemeHo
IHMCHMOBI MiATBEPAXKEHHS OMHOKYpcHMKIB J[. CMonmua yaciB HaB4aHHA B OnepHo-IpaMaTH4HiN
ctyaii. Moro aumimoMHy poOoTy BHCOKO oIfiHWiIa Kowmicis, 1 BuctaBa B. Illekcmipa «Pomeo 1
Jbkynberray 3 Horo ydyactio Oyna BKIIOYeHa B penepryap cryail. Ause monoporo J{murpa
HalOlblle BabWiIa pPEXUCYpa, OCOOIMBO My3HYHA. Voro macraamk M. Kenpos  ycimsko
HiATPUMYBaB CBOTO CTYCHTA. Horo ne0roTHa BHucTaBa — ornepa «borema» J[x. [lyudini oTpumana
JI03BLJI HA BXO/KEHHS B perepTyap cTyii, ane noyatok Benukoi BiTun3HsHoi BiliHU 3pyiiHyBaB yci
wiann. B eBakyamnii (Yéa, IpkyTchk) momoamii pexkucep cmiBmpaimoe 3 06arbkoM MUKOIOIO
CMonnuem, acucTye oMy y MocTaHOBKax crektakiiB: « TpaBiara» J[xk. Bepmi, «€Breniit OHerin»
I1. YaitkoBchkoro, «CeBiTbChKUN LUPYIEHEK Jhx. Poccini. YV mocranoBkax OepyTh ydacTb
apTUCTH JIBOX ONEPHUX TeaTpiB — KAIBCHKOTO Ta XapKiBCHKOTO.

J1. Cmounny micaB onepHi Ta GaseTHi J'[16peT0 TeaTpaibHi n’ecn Hageneno ¢axtu npo mei
HampsiM y TBOPYOCTI peKucepa-apamarypra. VY m’eci «Hame cysip’s» (1943), B ocHOBY sIKOi
MOKJIafeHO TeMy TIepoidHOi GOpOTBOM MLUIOTIB i3 HIMEHBKO-(AIIMCTCHKUME  3arapOHUKaMH,
1. CMonu BiATBOPHB MparHeHHs HlI[TpI/IMaTI/I OoitoBUH TyX MOJIOI Y BOJI JI0 IEPEMOTH.

Byzayun B eBakyailii, KHiBCbKUH ONEPHUIA Tearp 3BEPTAETHCS 10 YKPAiHCBKOIO penepryapy,
3/IACHIOIOThC HOBI mocTaHoBKU onep («Haranka ITonmraska» M. Jlucenka, «3amopoxens 3a
Hynaem» A. I'ynaka- ATeMOBCBKOFO) i J[. Cmonuu OTpHMY€ 3aBJaHHS — HalUCaTu nibpero ans
IIOCTAaHOBKH OanieTy yKpaiHchkoi Tematuku. Y 1943 pomi Take yibpero HamucaHe — Iie Oajner
«bicosa Hiuy, aBTOp My3uku — B. Mopum, a xopeorpadiune BrineHHs 3aiicaus C. Ceprees. Lle
Oyna i ocobHeTa nepemora JI. CMonuya, OCKUIBKH TOJIOBHY poJib ['aHHYyC1 BUKOHAala 3aciy’KeHa
aptuctka YPCP A.l. Bacunbesa, #foro apyxuHa. AHToHiHa BacuibeBa, 3HaMeHUTa OasiepuHa —
KPUTUKM BBaXaJdW ii HaAWyCHIIIHIIIO BHKOHABHIICIO JKIHOUMX OOpa3iB B YKpalHCHKHX
HaIllOHANIBbHUX Oajerax — YCUIIKO MiJTpUMyBajla CBOTO YOJIOBIKA, AKTUBHO 3allyyayiach [0
IIOCTAaHOBOK.

[licns BiMiHM Momogmit JI. CMonuy pa3oM 13 TPYIOIO KHIBCBKOTO ONEPHOTO TeaTpy
noBepTaeThest 10 Kuesa i cBOo Kap’epy pexucepa-IocTaHOBHUKA PO3MOYMHAE CIIEKTaKIeM onepH
«Tpasiata» Jhx. Bepai. HajmaBnauus, sike MOCTaBHB Tepeji COOOI0 PEXKHMCEp, — CTBOPHTH JKHBHIA
CIICKTaKIIb, PO3KPUTH 3ayM KoMro3uropa. Lle if ixes, i roJIoBHI repoi 3 XapaKTepaMu Ta BUMHKaMH,
1 HiHHOCTI emoxu. Pesxucep BAA€ThCS 10 Pi3HHX 3ac00iB BHPA3HOCTL. Y CBOilf KOHIeMIIi BiH
3BEPTAETHCS JI0 JII€EBOTO BUPIIIEHHS BUCTABH. Fepo1 PO3KPHBAIOTH CBOI XapaKTepH 4epes Jiio Ta
BUMHKH. MisaHciienn OyayBamich y IIIKOBHTIH rapMOHIi 3alpONOHOBAHAX OOCTABHH 1
MPOKUBAHHS Y HUX T€POiB.

VY cyuacHiit MySI/I‘lHlI/I JpamMaTyprii came Ji€Be CUCHIYHE BUPILICHHS OTPHMYE JOMIHYOi
nosuuii. [Ipy aKTHBHIA 3MiHI TEXHIYHMX 3acO0IB CLEHIYHOro OQOPMICHHS — JeKopallii, CBITIO,
3BYKOBI aKyCTWYHI HOBAIlil, TOJIOBHUM Ha CIEHI 3aJIMIIAIOTHCS aKTOp-CHiBak. ToMy akTyaJabHICTh
BuBYeHHs TBOpYocTi J[. Cmonmnua ©HaOyBae o0coOaMBOi Bark Jjs TMOAAIBIIOTO PO3BUTKY
HaI[lOHAIEHOT ONIEPHOT PEKHUCYPH.

TBopuicTh pexucepa Majo JOCTiPKeHa 1 BHBUEHA, X04a Marepialy Oarato — ocoOMCTHit
apxis JI. Cmonu4a, sikuii nepezana 1o HauionansHoi onepu nouka Mapis Cmonud, BOHa CbOrOJHI
kuBe B I3paim. ApXiB sBise COOOIO IICTIAECAT BIiCIM IPOHYMEPOBAHHX MAIOK: IHCHMOBI
eKCIUTIKalli pexucepa, JPyKOBaHI JIOKYMEHTH, CIIy>KOOBI 3alHMCKH, JMCTH, 0coOHCTI (oTorpadii
TOLIO.

Jmutpo Cmonny, sik i 6atbko Mukona CMonud, poOUB 0coOUCTI 3amucu ¥ aHATITHYHI
BUCHOBKH L1070 Ipodecii. V mpoMy k apXiBi 30epiraeTbes namka g Hassoro «lIpo pexucypy», y
SKIH 316paHo omy0ikoBaHi npaul Muxonu Cmonnya 3 nonucamu Jmutpa. Lleit marepian oco6i1mBo
BaKJIMBUH y HOCII/DKCHHI TBOPYOI cria iy CMOJINYIB.

Merta crarti — gocniautu TBopunit munsix Jmutpa Cmosnnya, ocoOIUBY yBary 3BepHYTH Ha
1epio/l CTAaHOBJIEHHS 1Oro TBOPYOi OCOOMCTOCTI 1 MpoaHasi3yBaTy HOro mepiry MoCTaHOBKY ONEpH
«Tpasiaray JIx. Bepai.



Tsopue xwutrs JImurpa Cmonmya Oyio OypxiuBe i HOB’s3aHe 3 Oararbma TeaTpamu, aje
HaOLIbIIUM € #oro TBOPYHIA nopobok y HamionaneHoMy Teatpi omepu Ta banery iMeHi
T.T'. [llepuenka, pe Oyno 3AICHEHO IOHAX IABAALATH ONCPHHX IHpeMm’ep, 1 Je Haiikpamii ioro
MIOCTAHOBKH 30€pexeHi B penepryapi i HayTh 3 aHIIUIaroM i CbOTOJTHi.





