AHOTANIA

Jlopoxuncekuii Bomonumup bopucosuy. Bokanbna cnagmuba IBana Kapa-
OuIls: My3UYHa MOBa Ta BUKOHABChKa iHTepmpeTallisi. — Kamidikariiiina HaykoBa
mparls Ha MpaBax PyKOIHCY.

HaykoBe 00rpyHTyBaHHSI TBOPHUOI'O MUCTELIBKOTO ITPOEKTY Ha 3100yTTs TBOP-
YOro CTyHEHs JOKTOpa MHUCTENTB 3a crenianbHicTio 025 «My3uuHe MHCTELTBOY
(ramy3p 3HaHb 02 «KynbTypa 1 MuctenTBO»). — HallioHaibHa My3W4Ha akajaemis
Vkpainu imen1 I1. 1. YaiikoBcbkoro, MiHICTEpCTBO KyJIbTYpH Ta CTPATET1YHUX KO-

MyHikalii Ykpainu, Kuis, 2025.

TBopuicte IBana Kapabuiist — ogHe 3 HaiiMacmITaOHIMIMX SBUI Cy4acHOI
YKpaiHChKO1 HAIIIOHAIBHOT MY3UYHOI KyJbTypHU. BoHa OXOIIII0€E OCTaHHI COPOK PO-
KiB XX CTOMITTS — HAJA3BUYAlHO AWMHAMIYHUKA mepioa enoxu. Kommo3uToposi
npUiIIIocss OyTH CBIAKOM 1 IEPEKUBATH 3JI€T KyIbTypH 1 MuctenTsa 1960-x, poku
«3actoro» y 1970-x, migHeceHHs HalloHaIbHOI cBioMOocCTl y 1980-x, cTBOpeHHS 1
CTaHOBJICHHS He3asiexHo1 Ykpainu y 1990-x. He3pakaroun Ha coIiagbHO-TIOMITHY-
Hi, EKOHOMIYH1 3pYyIICHHS, 3MIHU CBITOIVISTHUX TApajurM, MOCTCTUIBLOBY YCEI03-
BOJICHICTbH 1 PO3MAITTs BapiaHTIB OCMHCIEHHS I1MCHOCTI, MUTLIEBI BAANIOCS 30eper-
TH TPUHIMIOBICTH 1 HIUPICTh Y TBOPUOCTI, BIJIMOBIATIBHICTh 32 KOKHUN MPOIHTO-
HOBaHUHN B aBTOPCHKIM MaHepi 3BYK, MPOJOBKUTH LUISX KOHLEMNIIHHOTO BUCOKO-
1I€HOr0 My3WYHOTO MHUCTELTBA, HACIIIYIOUH TPAJULIID CBOIO BEJIHMKOro Bumre-
11 — bopuca JISTomMHCHKOTO.

Benuka 3a o6csrom 1 3HayHa 3a 3MicToM craguiHa [. Kapabus Bkirogae
Maixke Bcl BifioMi >kaHpu 1 ¢opmu. [IparHeHHs 70 MIKBHIOBOTO CHHTE3Y, MOE-
HaHHS Y MEXKaxX My3WYHOI KOMIIO3UIIT PI3HOPIIHUX MUCTEILKUX Hadall, OpUTiHATb-
HUX MPUHITMITIB KOMIO3UIII1 3 TTIMOOKMM OCMHUCIICHHSM HaIllOHAJbHOI TpaJuIlii, 3a-
CTOCYBaHHSI HOBaTOPCHKUX TEXHIYHUX, CTUIHOBUX 1 CTUIIICTUYHUX TOCATHEHDb BU-
3HAYalOTh HEMOBTOPHHUM 1 CBOEPITHUNA KoJopuT my3uku I. Kapabuus. [Ipupogno,

o y 0ararboX TBOpax KOMITO3UTOPA MPHUCYTHIN TOACHKUI rojoc. [lounHarouu Bin



PI3HHUX THUIIIB JE€KJIAMALIIITHOCTI Ta HACHIBHOCTI MPOYUTAHHS TEKCTIB B OpaTopisx,
KaHTaraxX, CUM(OHIYHUX TBOPAX 1 3aKIHUYIOYM MEJIOIIMHUM PO3MAITTSAM BOKAJlb-
HUX UUKIIB Ta MONYISPHUX IMICEHb, MOTIK MPOIHTOHOBAHOIO JIOAMHOI MEIOCY
PO3rOPTAETHCS Y CIIPaBXKHIM 3ByKOIa]l CIIByYHX AYMOK, /1€, KOHIICTIIIIH.

OcsrHeHHsi yepe3 BOKAJIbHICTh, IK OCHOBHY XapakKTEpHY PHUCY IIIOTO PSIy
TBOPIB KOMIIO3UTOPA, 0COOIMBOCTEH Or0 My3UYHOI MOBH, MOKIIMBOCTEH 1HTEpIIpE-
Tamii Ta cenu$iku BUKOHAHHS € HAJ3BUYalHO BAXKJIMBUM JJISI PO3KPUTTS 1 30epe-
KEHHS 171eiHO-1HpOopMaIIHHOrO MiaaHy MY3HKU. JloChi/pKeHHs BOKaJbHOI cHaj-
IIUHA MUTIIS JO3BOJISIE POOUTH BUCHOBKH 1 y3arajlbHEHHS CTOCOBHO HOTO CTHIIIO,
17IEfHO-KOHIENIIHHOTO 3HaY€HHS TBOPUOCTI JIJIsl HAIIOHAIBHOI MY3HKH 3arajioM.

Mera gocaixxeHHss — BceOIUHO MpoOaHali3yBaT BOKaJIbHY cnaaluHy IBa-
Ha Kapabuis B acrekTax My3W4HOI MOBU Ta BUKOHABCHKOI 1HTEpIIpeTallli, BU3Ha-
YUTHU i1 CTUITICTHYHI OCOOJMBOCTI Ta OOTPYHTYBATH IMIJIXOAU 1O BUKOHAHHS BOKa-
JBHUX TBOPIB KOMIIO3UTOPA.

JIns foCSATHEHHS MOCTaBJIEHOT METH HEOOX1THO BUPIIIMTH TaKi 3aBIaHHA:

— IpOaHajIi3yBaTH CTaH HAyKOBOi PO3pOOKH MpoOIeMaTUKU BOKAJIBHOI TBOP-
yocTi I. KapaOuiist y BITYN3HIHOMY MY3MKO3HABCTBI; OKPECIUTU KOJO JKEpEN Ta
MAX0/11B, HEOOXITHUX JJIS 11 BUBUEHHS,

— cucteMaTu3yBatu BokasbHi TBOpH 1. Kapabuis 3a sxanpamu, popmamu ta
XPOHOJIOTIEI0; BUSBUTH KAHPOBO-CTHIILOBE PO3MAITTSI BOKAJIBHOT CIIAIIIIMHA MUTIIS;

— NOCHIAUTH MY3WYHY MOBY BOKaJbHUX TBOPIB KOMIIO3UTOpA: MpoaHalli3yBa-
T 1HTOHALIMHO-MEJIOANYHI OCOOIMBOCTI, TAPMOHIYHY MOBY, PUTMO-METPUYHI Ta
dbopMoTBOpY1 3ac00M, MPUHIUIIK POOOTH 3 MOCTUYHUM TEKCTOM, a TAKOXK BIUIMBHU
HapOAHOIICEHHUX €JIEMEHTIB Ha CTUJIICTUKY LIUX TBOPIB.

— BUSIBUTH JpaMarypridyHi Ta oOpa3HO-eMOIliiiHI 0COOIMBOCTI BOKaJbHUX
tBOpIB I. Kapabuuist; 3’scyBaru, sskuMu 3aco0aMu My3UYHOI BUPA3HOCTI KOMIIO3H-
TOP BTUIIOE 3MICT TOETUYHOTO MEPIIOKEPEa.

— IOCTIUTU crenudiky BUKOHABCHKOI I1HTEpIpeTalii BOKaJIbHUX TBOPIB
I. Kapabunsa: mpoaHaiizyBaTu Mpesik BUMOT JO PiBHsS BOJIOJIHHS 3aco0amu BO-

KaJbHOI TEXHIKU Ta apTUCTU3MY, OCOOIMBOCTI B3a€MOIIi TOJIOCY 3 IHCTPYMEHTAIIb-



HUM CyNpoBOJIOM (popTeniaHo abo OPKECTPOM), a TAKOXK BIAMIHHOCTI y MIATOTOBL1
JI0 BAKOHAHHSI TBOPIB KOMITO3UTOPA PI3HUX MEPi0IiB TBOPUYOCTI.

— pO3pOOUTH HA OCHOBI MPOBEICHOTO aHAJI3y PEKOMEHJaIlil II0A0 1HTEp-
nperarlii BokanbHOI My3uku [. KapaOuiisi, BUOKpEMHUTH Ta y3araJbHUTH BHECOK
KOMITO3UTOPA Y PO3BUTOK YKPATHCHKOTO BOKAJIbHOI'O MUCTEITBA.

O0’exT HocaixxeHHss — BOKaJIbHA TBOpUIiCTh [BaHa KapaOuus sik ckinangosa
YKPaTHCHKOTO MY3UYHOTO MUCTEIITBA IPYTOi MOJOBUHUA XX CTONITTS.

IIpenmer pocaigaeHHss — O0COOIMBOCTI My3UYHOT MOBH BOKaJIbHUX TBOPIB
I. Kapabuus ta cnerudika iXx BUKOHABCHKOI IHTEpIpeTAallii.

MeT010/10TiYHOI0 OCHOBOK POOOTH BHUCTYNAE KOMIUJICKCHUNA MIKIUCIUII-
JIHAPHUM TIAXiJA, 0 MOEAHYE PI3HI HAYKOBI METONIM 1 BPAaXOBYE SIK MY3UKO3HaB-
YU, TaK 1 BUKOHABCHKUN ACMEKTH aHali3y. 3aCTOCOBAHO ICMOPUYHUL Memoo —
JUIsl BUCBITJIICHHSI KYJIBTYPHO-ICTOPUYHOTO KOHTEKCTY TBOpuocTi I. KapaOuus Tta
Te€HEe3W HOro BOKaJbHOTO CTWINO. bioepaghiunuii memod N03BOIUB MPOCTEKUTH
BILJIUB KUTTEBOTO MUISAXY KOMITO3UTOpA (30KpeMa, CIiBIpalli 3 MOETaMH, TAPUTECHT-
CBKOI Ta TPOMAJICHKOI IISUIBHOCTI) Ha (POPMYBaHHS MOTO MHUCTEIBKUX YIOJ00aHb 1
3BEpPHEHHS JI0 TIEBHUX >XKaHPIB. My3uuno-ananimuynuti memoo (CTPyKTypHO-CTH-
JICTUYHUU Ta CTPYKTYPHO-(YHKIIIOHAIBHUHN aHalli3) BUKOPUCTAHO JIJISl IETaIbHOTO
BUBYCHHS HOTHOTO TEKCTY: BHJIJICHHS 1HTOHAIIHHO-MEIOAMYHUX 3BOPOTIB, 0COO-
JMBOCTEH TapMOHIYHOI MOBH, PUTMOMETPUYHHX Ta (OPMOTBOPUYHUX MPHUHITUIIIB,
(dakTypu akOMIaHEMEHTY, BOKAJIBHOT TECUTYPH TOMIO. 3a TOTIOMOTOI0 CeMaHmuy-
H020 ananizy PO3KPUTO 3B’SI30K MY3HKH 31 CIIOBECHUM TEKCTOM, BUSBIECHO CHMBO-
JIKy Ta XyHd0XHI 00pas3u, BTUICHI Y BOKaJbHUX IMKJIAX KOMIIO3UTOpa. [Hmepnpe-
mayitiHuti nioxio TPyHTYEThCS Ha KoHLenIii Bikropa MockaneHka, skl po3riisiiae
MY3WYHUHN TBIpP K TEKCT, a HOr0 BUKOHABCHKE BTUICHHS SK MY3U4YHY 1HTEpHpeTa-
0. Y JOCHIDKEHHI BUKOPUCTAHO OKPECIICHY BUYEHUM crHenudiky My3WYHOI 1H-
TepHpeTarii, SK TBOPUOi AISUTBHOCTI, CIIPSIMOBAHOT HA TIIYMau€HHS MY3UYHOTO BH-
CJIOBITIOBaHHS, M0 OPMYy€E OKpeMy raiay3b MY3MKO3HABCTBA (TEOPIIO 1HTEpHpETa-
uii). I{e TeopeTruHe MiATPYyHTS AOMOMOITIO CUCTEMHO MpOaHai3yBaTu Pi3HI BUKO-

HaBChbKiI migxoam Ao omyciB I. Kapabumsa. Kpim Toro, 3actocoBaHo nopigHsibHUl



Memoo — JUIsl 3ICTABJICHHS IHTEpPIIPETaliii OKPEMHUX TBOPIB BOKAJIbHOI CHAIILIMHU
I. Kapabuiist 31 3100yTKaMu #oro cydacHukiB. st y3araibHEHHS pe3y/IbTaTiB J0CHi-
YKEHHSI BUKOPHCTAHO METOIH MEeOPEemUtH020 Y3a2albHeHHsL | CUCTNEMHO20 Ni0X00Y.

VY mporeci AOCTIIKEHHS 3M1MCHEHO CUCTEMATH3aIllI0 BOKAJILHOTO JIOPOOKY
I. KapaOuiis 3a >kaHpOBO-BHJIOBUMH O3HAaKaMHu. BHOKpeMIIEHO KiJibKa rpyI TBOPIB
KOMITO3UTOPA: KaMepHI BOKaJIbHI IHUKJIN (COJOCHIBU) IS TOJIOCY 3 (hopTemiaHo,
OKpeMmi TICHI Ta POMaHCH, €CTPaJHO-IIICEHHI TBOPH, a TAaKOX BEJIUKI BOKAJIHHO-
cuMpoHIyH1 PopMu (oparopisi, KaHTara, cUM(GOHIYHA [MO0E€Ma, XOPOBUN KOHLEPT).
Hamu npoaHanizoBaHO XapaKTEpHI pUCH MY3UYHOI MOBHU Ta CTHJIbOBI O3HAKU KOX-
HOT 3 BUOKpEMJICHUX I'pyIl. 30KpeMa, BCTAaHOBJIEHO, 1110 KaMepHi cojyoctiBu [. Ka-
paduls BUPI3ZHAIOTHCS BUITYKAHICTIO MEJIOIMYHUX JIIHIM Ta TOHKUM BTIJICHHSIM TIO-
€TUYHOTO CJIOBa, IO Y 3aJyMi BiJIZI3€PKAJICHO BIAMOBITHUMU MY3UYHUMHU 3aco0a-
MU (JIGUTIHTOHAIli, CHMBOJIIYHI MOTHBHM TOIIO), YUM JOCSTAELCS OpraHiuHa €]-
HICTh BOKaJILHOT MapTii 3 GakTyporo GopTeniaHHOTO CYIIPOBOLY.

JIiist BOKaJIbHO-CUM(OHIYHUX TBOPIB (OpaTOpiaibHUX 1 KAHTATHUX) MPUTa-
MaHHAa MOHYMEHTAJbHICTh KOHIIEIIIi1, MacIlITa0HEe PO3rOpTaHHS MY3UYHOI Apama-
Typrii 13 MUPOKUM 3aCTOCYBAHHSIM XOPOBOTrO 0araToroioccsl Ta MPUHIIMIIB CHUM-
dboHiuHOTO pO3BUTKY. Tak, B omepi-oparopii «KuiBChki ppecku» KOMIO3UTOP IO
HOBATOPCHKH, SIK JIJISI CBOTO 4acCy, CHHTE3y€ CJIEMEHTH OmepHu, OajeTy ¥ KaHTaTw,
BO3BeNnnuytoun oOpa3 Kuesa sik myxoBHOro Havdana ykpainctBa. Kanraru «Monut-
Ba Karepunu», «Ypouncra KaHTara», oparopis «3aKIMHAHHS BOTHIO» Ta XOPOBUU
koHLepT «Caja 00XKeCTBEHHHUX MICEHb)» CBIAYATh MPO 3HAYHY YBary MUTIIS /10 BTi-
JeHHs (pinocodcrkoi mpolIeMaTHKK Yepe3 CUMBOJIIYHI 00pa3u 1 Tpaaullli yKpain-
CHKOTO XOPOBOTO MHUChMA. 3arajioM ISl ITUX TBOPIB XapaKTepHE MOETHAHHS HapO/I-
HOITIICCHHUX 1HTOHAIINA 3 Cy9aCHUMHU KOMITO3UIIIMHUMHU TEXHIKaMH, II0 HAJA€ MYy-
3MII1 SICKPABOTO HAI[IOHAIBHOTO KOJIOPUTY M OAHOYACHO HOBATOPCHKOTO 3BYyUYaHHS.

OxpeMy yBary MpuAUICHO €BoJoMil My3udHoi MoBH . Kapaburis, Hamu Bu-
SIBJICHO MOCTYIIOBHI IIepeXi1 BiJl BIIHOCHO TPAAMIIIHHOI OpraHi3aiii paHHIX TBOPIB

a0 30arayeHHs JaaoOBHUM MUCIICHHAM, CJICMCHTaAMHU MOI[&JIBHOCTi Ta I2Ka30BO-CCT-



paJHUMHU TapMOHIYHUMHU PILICHHSIMH y MI3HIIIUMX BOKAJIBHUX LMKJIAX 1 MOIYJsp-
HUX MICHSIX.

AHaJli3 KaMEpHO-BOKAJIbHUX IUKJIIB KOMIIO3UTOPA 3aCBITYUB, 110 KOXKEH 13
HUX BIJ3HAYAETHCS CAMOOYTHIM XYIOXKHIM 33lyMOM 1 TEMaTHYHOIO CIIPSIMOBaHIC-
TIO, OPraHIYHO TOB’SI3aHOI0 3 MOETUYHHMM CBITOM OOpaHMX aBTOpiB. BokanbHui
uuki «Matu» Ha cnoBa b. OmiiiHMKa pO3KpUBa€E TeMY BIYHHMX JKUTTEBUX LIIHHOC-
Teir — oOpa3y Marepi, piHOT 3eMJIi, POJUHHOTO KOPIHHS, i TPYHTYETHCS HA 1HTO-
HAI[iSIX YKpaiHCHKOTO HapOIHOTO MEJOCY, IO HAAA€ MICHIM IIUKIY 0COOIUBOI M-
pOCTI, TEIJIOTH Ta INIMOOKOI eMoLiitHOi Bupa3HocTi. BokaneHuid nukin «IloicTi»
(Ha ciora O. Kyniya) BUPIZHSAETbCS CATUPUUIHOIO CIIPSIMOBAHICTIO Ta TPOTECKOBHU-
MU IHTOHAIISIMH, 32 JOMOMOTOI0 SIKMX KOMIIO3UTOP BTUIIOE€ CYCHIIbHO-KPUTHYHI
TE€MH, PO3KPUBAIOYN 1POHIYHUH, TApOAiitHO-aOPUCTUUHHI OIK CBOTO aBTOPCHKOTO
ctummo. «Ilacteni» (ciora I1. TuunHM) HaBMAaKK HalEXKaTh 10 JIPUKO-IMIIPECIOHIC-
TUYHOTO HAMPSMKY TBOPYOCTI KOMIIO3UTOpA. Y IHMKJII MUTEIh ONEPY€E TOHKUMU
3BYKOBUMHU (papOaMu y 3MaFOBaHHI MOETUYHUX 00pa3iB MPUPOIN, BUKOPUCTOBYE
BUIIYKaHI rapMOHIi, MOMi(OHIYHI 3aCO0M Ta JEUTMOTUBHY CHUMBOJIIKY, IO YMOX-
JUBUJIN TIMOOKY Oarato3HauHy IHTEPIIPETAIll0 MOETUYHOrO Mepiomkepena. Bo-
kanpHUM UK «Ha Oepesi BiuHocTi» (cioBa b. OmifiHuKa) MPOAOBXKYE JHIIO
OCMUCJIEHHSI HALIIOHAJIIBHOI Mam’ STl Ta AYXOBHHX 1€alliB 4epe3 MpU3My NOETHY-
HUX PO3YMIB PO MUHYIIICTh KUTTS 1 6€3CMEPTsI MUCTEIITBA.

Huxn «IT’sTh micens Ha Bipmn PaGinnpanara Taropa» (2000-2001), cTtBope-
HUW HAMPUKIHII KATTEBOTO NULIXY, 03HaMeHyBaB noBepHeHHs 1. Kapabwuist mo ¢i-
nocodcebkoi Jipuku. Bipmii imaificbkoro moera, jgaypeata HoOemiBcbkoi mpemii,
CKJIAJIM JIJIST MUTIIS JKATTENARHE TATPYHTS IS BTUICHHS TTHOOKUX MY3HYHO-TIOE-
TUYHUX PO3AYMIB MPO TUIMHHICTH OyTTA, TyXOBHI MOIITYKW Ta BiuHICTb. Llel muki
MO3HAYEHUN BHYTPIIIHBOIO 30CEPEIKEHICTIO, CTPUMAHOK €MOIIIHHICTIO Ta (io-
cO(CHKOIO 3arTMONICHICTIO, CHHTE30M CX1THOT MYAPOCTi 3 OCOOWCTICHUM CBiTOOA-
YEHHSIM KOMIIO3UTOPA.

OxpeMuii acneKkT JOCHIKEHHS MPUCBAYEHO creuu@ini BUKOHABCHKOI 1H-

tepnperarii TBopiB I. Kapaburis. Ha ocHOBI aHamizy 061JI0BUX Ta YOPHOBUX aBTOP-



CHKHUX PYKOTHCIB, BUJAHUX TBOPIB MUTIL, MPOCTYXOBYBaHHS BUKOHABCHKUX ayIlio
Ta BIJICO 3aIKCIB, & TAKOX MY3WYHO-THTEPIPETAIIMHOTO JOCBIY aBTOpa JOCHTiA-
KEHHS, BU3HAUCHO KIIIOYOBI (PAKTOpH, 110 BIUIMBAIOTh HA YCHIIIHE CLIEHIYHE BTI-
JeHHs1 JopoOKy kommo3uTopa. BokansHi maptii y TBopax . Kapabuis € texuigHO
CKJIaJIHUMHU (LITUPOKUN Jlana3oH, 1HTOHAIIMHI CKaykKH, aHcamOJieBa KOMYHIKAIlis
TOII0), IO TOTPEOYIOTh MPOQECIHHOTO BOJOMIHHSA TEMOPOBUMH W JUHAMIYHUMU
BIJITIHKAMH TOJIOCY JJIsl BTUICHHS 0araToruiaHOBHUX XYIOKHbO-€CTETUYHUX KOHIIETI-
TiB @aBTOPCHKOTO 3ayMY.

Hamu npoaHanizoBaHO BUKOHABCHKO-IHTEpPIPETALIIHI MIAX0AN 0 BTUICHHS
CTHJIICTUYHOI aBTEHTHMYHOCTI 33JyMy BOKAJIBHHMX Ta 1HCTPYMEHTAJIbHUX TBOPIB
I. Kapabuus 3 yBaroro 10 GopMOoTBOpeHHS, (hpasyBaHHs, JUKI(T Ta TEMIOPUTMIY-
HUX pillieHb. BcTaHOBJIEHO, IO TOYHE JOTPUMAaHHS aBTOPCHKOTO TEKCTY € JIMIIE
0a30B0OI0 YMOBOIO. BupimanbHuM 7151 Xy[I0’)KHBOTO MPOYUTAHHS Y TIPOCTOP1 CIEHU
3100yTKiB [. Kapabuiisg € 3maTHICTh BUKOHABIIS BIAUYTH camMy crieln(}iKy KOMIIO3H-
TOPCHKOTO MHUCJIEHHS, IO 0a3y€ThCA Ha PeaIbHOMY, YMOBHO pealbHOMY Ta TiIoTe-
TUYHOMY KOHTEKCT1 CTBOpeHHs Horo omyciB (B. MockaneHko).

HoBu3Ha 3100yTHX pe3yJbTaTiB MOJISITa€ B TOMY, IO BIEPILIE:

— IIPOAHAaJI30BaHO MY3MYHY MOBY 1 MOBJIEHHS BOKaJIbHOI CHAJIUIUHU
1. KapaOwuis;

— JOCIIKEHO 3HAYEHHSI MYy3MYHOT MOBH y MPOIECI CTAHOBJICHHS MY3UYHOI
koH1enii y TBopuocti I. Kapabuiis;

— IPOCIIIAKOBAHO €BOJIIOIII0 03HAYYBAHOTO y MPOIEC CEMIO3UCY Y PI3HI Iie-
ploM TBOPYOCTI KOMIIO3UTOPA;

— BU3HAYEHO 3aJIKHICTh 03HAUYIOUOro (piBEHb MOBH) BiJl O3HaYyBaHOTO (pi-
BEHb 3MICTY) y MY3HI[l MUTIIS;

— YIOPSAKOBAHO TBOPYICTh MUTIIS 32 dKaHPOBUM KPUTEPIEM;

— BUSIBJICHO TBOPYHUH MIJX1J A0 OCMHUCJICHHS My3U4YHOI MOBHU y PaHHIX TBO-
pax KOMIIO3UTOPA;

—3’5COBAaHO B3a€EMO3B 30K PO3TOPHYTHUX JIpaMaTHYHUX KOHUEMUIA 3 BOKa-

JHHOO CHEIU(IKOI0 My3HYHOTO MOBIICHHS Y cUM(DOHIX 1 opatopisax 1970-x;



— IPOAHaJI30BaHO BIUIMB CUHTE3Y T€aTPaJbHOCTI, KOHLIEPTHOCTI, JpamMaTuy-
HOTO Hayajia, MPUHOMIB KIHOpAMaTyprii Ta MPOsSiBU JIIPUYHOTO MEJIOU3MY Y KOH-
epTax i opkecTpy, onepi-oparopii «KuiBcbki ppeckn» y 1980-x;

— OXapaKTepU30BaHO 3arOCTPEHHS 1HIMBiAyani3My, TOCWICHHS (ditocod-
ChbKH 3anMOIeHUX 1HTeHI# y TBopdocTi 1990-x — mouatky 2000-x;

— JOCHII)KEHO OPUTIHAJIBHICTh 1HTOHAIIMHOTO cTaHOBJIeHHA y CoHari ajis
BiosioHyeni 1 gpopremniano Ne 1;

— BUSIBJICHO OCOOJIMBOCTI BOKaJIbHO-CUM(OHIYHO1T KOHIIENIIi moeMu «Vivere
mementoy,

— MPOAHAJI30BaHO B3a€EMOJIII0 BOKAJIBHOTO ¥ 1HCTPYMEHTAJIBHOTO Hayal y
BoKasibHOMY 1K1 «IlacTeni» Ha ciosa I1. Tuunnu;

— OKPECJICHO BUKOHABCHKY CTUJIICTUKY OMEPHO-OpaTOpiaibHUX Ta KaMEpHO-
BOKaJIbHUX TBOpIB I. Kapaburis.

Jlomamo, 110 HaMu BiJHAWIEHO aBTOPCHKUN OUTOBUIl pyKOMHC CUM(OHIYHOT
noemu «Vivere memento» Ha Bipiii . @panka Ta 371liCHEHO KOMIT FOTEepHUN HAO1p
NapTUTYPH, OPKECTPOBHUX MapTid Ta KJaBipy LBOTO TBOPY. Takoxk aBTOP JOCIHiJ-
YKEHHS 3/I1MCHUB KOMIT IOTEPHY BEPCTKY KJaBipiB onepu-opartopii «KuiBcbki ¢pec-
Ki» (ApyTHii Ta 1eB’SITHIl HOMEpH), « YPOUUCTOI KaHTaTH» (IlepIlia YaCTUHA) Ta LH-
kiy «II’sTh micenp Ha Bipuii PabGinapanara Taropa» B OpUTriHaIbHUX aBTOPCHKHUX
TOHAJIBHOCTAX Ta 3IMCHUB MOTO MepekIaa s Oaca.

Marepiaii HaykoBOro OOIpYHTYBaHHA MOXKYTh OyTH BHKOPUCTaHI y HaB-
YaJIbHUX Kypcax 3 ICTOpIi YKpPalHChKOI MY3HMKH, aHaji3y My3HYHUX TBOPIB, y IO-
JAJBIIUX JOCTIHKCHHSAX 3 TEMaTUKU POOOTH, a TAKOXK Y MPAaKTUUIHINA poOOTI CIiiBa-

KIB — IHTEpHPETATOPIB BOKAIBHOI criaauinHu IBana KapaOuuis.

Kniouosi crnosa: 1san Kapabuiis, BokanbHa TBOPYICTh, My3HWYHA MOBA, BUKO-
HABChKa 1HTEpIIpETaIlisi, KaAMEPHO-BOKAIBHHUIA IHKJI, OPATOPIs, OTIepa-oparopisi, KaH-

TaTa, )KaHPOBO-CTUIILOBUI CUHTE3, YKPaiHChKa BOKAJIbHA KYJIBTYpA.



SUMMARY

Dorozhynskyi, Volodymyr Borysovych. The Vocal Legacy of Ivan Karabyts:
Musical Language and Performance Interpretation. — A qualification research
paper presented as a manuscript.

A scholarly justification of a creative artistic project submitted for the award
of the Doctor of Arts degree in the speciality 025 “Musical Art” (field of
knowledge 02 “Culture and Arts”). — Tchaikovsky National Music Academy of
Ukraine, Ministry of Culture and Strategic Communications of Ukraine, Kyiv,

2025.

Ivan Karabyts’s creative legacy represents one of the most significant
phenomena in the contemporary Ukrainian national musical culture. Encompassing
the final four decades of the 20th century, his oeuvre reflects an exceptionally
dynamic historical period. The composer was both a witness to and a participant in
key cultural and political transformations: the cultural renaissance of the 1960s, the
ideological stagnation of the 1970s, the rise of national consciousness in the 1980s,
and the formation of independent Ukraine in the 1990s. Despite profound socio-
political and economic shifts, changes in worldview paradigms, and the stylistic
pluralism of the postmodern era, Karabyts maintained artistic integrity, expressive
sincerity, and a deep ethical commitment to each sound shaped in his personal
idiom, continuing the tradition of ideologically and conceptually rich music upheld
by his great teacher, Borys Lyatoshynsky.

Karabyts’s extensive and conceptually meaningful heritage spans nearly all
recognized musical genres and forms. His pursuit of intermedial synthesis, the
integration of heterogeneous artistic elements within musical compositions, and the
original application of compositional techniques in dialogue with national tradition
and stylistic innovation define the distinctive character of his music.
Unsurprisingly, the human voice features prominently throughout his works —

from various modes of declamation and melodic expressiveness in oratorios,



cantatas, and symphonic compositions to the lyricism of song cycles and popular
songs. This vocal flow unfolds as a sonic cascade of humanly intoned reflections,
ideas, and concepts.

Vocality emerges as a defining trait in many of Karabyts’s compositions,
serving as a key to understanding his musical language, interpretive potential, and
performance specificity. The study of his vocal output enables substantive
conclusions regarding his stylistic idiom and the conceptual relevance of his
oeuvre to the Ukrainian national tradition.

The aim of this research is to undertake a comprehensive analysis of
Karabyts’s vocal music in terms of musical language and performative
interpretation, to determine its stylistic features, and to offer grounded
recommendations for its performance practice.

To achieve this goal, the following objectives are set:

—To analyze the state of scholarly inquiry into Karabyts’s vocal works
within Ukrainian musicology and define the scope of sources and methodologies
applicable to this study;

—To classify Karabyts’s vocal compositions by genre, form, and
chronology, and to identify the genre-stylistic diversity of his vocal legacy;

— To investigate the musical language of Karabyts’s vocal works, including
melodic-intonational features, harmonic structure, rhythm and meter, formal
organization, treatment of poetic text, and the influence of folk song elements on
stylistic formation;

— To 1dentify dramaturgical and expressive-emotional features of Karabyts’s
vocal compositions and explore the means by which musical expressivity conveys
the content of the poetic source;

— To examine performance-specific aspects of interpreting Karabyts’s vocal
works, including technical and artistic requirements, voice-instrument interaction
(with piano or orchestra), and distinctions in interpretative approaches across

different creative periods;



— To develop performance recommendations based on the analytical findings
and to synthesize Karabyts’s contribution to the development of Ukrainian vocal
art.

The object of this study is the vocal output of Ivan Karabyts as a
component of Ukrainian music in the second half of the 20th century.

The subject is the specific features of musical language and performance
interpretation in Karabyts’s vocal compositions.

The methodological framework combines an interdisciplinary approach
integrating musicological and performance-oriented analytical methods. The
historical method is employed to contextualize Karabyts’s oeuvre within the
broader cultural and stylistic landscape. The biographical method traces the
influence of Karabyts’s life experiences, poetic collaborations, conducting and
civic activities on his creative decisions and genre preferences. The music-
analytical approach (including structural-stylistic and structural-functional
analysis) is used for in-depth examination of musical scores: melodic patterns,
harmonic language, rhythmic and formal organization, accompaniment textures,
vocal tessitura, and more. Semantic analysis enables the exploration of the music-
text relationship and the symbolism embedded in his vocal cycles. The interpretive
approach draws on Viktor Moskalenko’s theory of musical interpretation, treating
the musical work as a text and its performance as an act of interpretive realization.
The study also applies comparative methodology to contrast interpretations of
Karabyts’s vocal works with those of his contemporaries. Theoretical
generalization and systems analysis are employed to synthesize the research
findings.

This research includes a systematic classification of Karabyts’s vocal works
by genre. Several groups are identified: chamber vocal cycles (art songs) for voice
and piano, individual songs and romances, works in the popular song idiom, and
large-scale vocal-symphonic forms (oratorio, cantata, symphonic poem, choral
concerto). Each category is analyzed in terms of its musical language and stylistic

characteristics. Chamber art songs are marked by refined melodic lines and



delicate poetic expressiveness, often realized through leitmotifs, symbolic
intonations, and organic interplay between voice and piano texture.

Vocal-symphonic works are characterized by conceptual monumentality and
expansive musical dramaturgy, employing choral polyphony and symphonic
development. In the opera-oratorio Kyiv Frescoes, Karabyts innovatively fuses
opera, ballet, and cantata elements to glorify Kyiv as the spiritual heart of
Ukrainian identity. The cantatas Kateryna’s Prayer and Solemn Cantata, the
oratorio Conjuring of Fire, and the choral concerto Garden of Divine Songs
demonstrate the composer’s philosophical depth and his rootedness in Ukrainian
choral traditions. These works combine folk-song intonations with contemporary
compositional techniques, creating a music that is at once nationally resonant and
sonically modern.

Special attention is devoted to the evolution of Karabyts’s musical language,
revealing a gradual shift from relatively traditional early harmonic organization to
expanded modality and the incorporation of jazz-pop harmonies in later vocal
cycles and popular songs.

Analysis of Karabyts’s chamber vocal cycles reveals the unique artistic
concept and poetic orientation of each work. The cycle Mother (poetry by B.
Oliynyk) expresses enduring human values—motherhood, homeland, ancestral
roots—yvia Ukrainian folk intonations, imbuing the songs with warmth, sincerity,
and emotional depth. The satirical cycle Stories (poetry by O. Kulich) employs
grotesque intonations to realize socially critical themes, revealing the composer’s
ironic and aphoristic stylistic mode. Pastels (poetry by P. Tychyna) reflects a
lyrical-impressionistic aesthetic through refined sound imagery, rich harmonies,
polyphonic techniques, and leitmotivic symbolism, enabling nuanced poetic
interpretation. On the Shore of Eternity (poetry by B. Oliynyk) continues the
thematic line of national memory and spiritual ideals via meditative reflection on
the transience of life and the immortality of art.

The late cycle Five Songs on Poems by Rabindranath Tagore (2000-2001)
marks Karabyts’s return to philosophical lyricism. Drawing on texts by the Nobel



laureate Indian poet, the composer crafts deeply introspective musical-poetic
meditations on the impermanence of life, spiritual quest, and eternity. The cycle is
distinguished by inner concentration, restrained expressiveness, and a synthesis of
Eastern wisdom with Karabyts’s personal worldview.

A distinct aspect of the research concerns the specifics of vocal performance
interpretation. Based on analysis of the composer’s manuscripts (fair and draft
copies), published editions, archival recordings, and the author’s own interpretive
experience, the study identifies key factors essential for successful stage
realization. Karabyts’s vocal parts are technically demanding—featuring wide
ranges, complex intervals, and ensemble coordination—and require mastery of
timbral and dynamic nuance to embody multifaceted artistic ideas.

The research also examines interpretive strategies for achieving stylistic
authenticity in both vocal and instrumental works by Karabyts, paying close
attention to form-building, phrasing, diction, and tempo-rhythmic solutions. While
fidelity to the score is essential, the decisive factor lies in the performer’s ability to
internalize the composer’s mindset, shaped by real, imagined, or hypothetical
creative contexts (as theorized by V. Moskalenko).

The novelty of this research lies in the following key contributions:

— A systematic analysis of the musical language of Karabyts’s vocal works;

— Identification of the role of musical language in shaping his compositional
conception;

— Tracing of semantic evolution in his works across creative periods;

— Clarification of the relationship between musical signifier and signified in
his compositional discourse;

— Genre-based classification of his vocal repertoire;

— Examination of stylistic approaches in early works;

— Exploration of the interrelation between dramatic conception and vocal
language in the symphonies and oratorios of the 1970s;

— Analysis of theatricality, concert dramaturgy, and lyrical melodic impulse

in 1980s works such as Kyiv Frescoes,



— Characterization of the rise of individualism and deep philosophical
intention in works from the 1990s—early 2000s;

— Study of intonational originality in the Sonata for Cello and Piano No. I;

— Analysis of the vocal-symphonic conception in the symphonic poem
Vivere memento;

— Exploration of voice-instrument interaction in the Pastels cycle (poetry by
P. Tychyna);

— Definition of interpretive stylistics in Karabyts’s opera-oratorio and
chamber vocal works.

Additionally, the author discovered Karabyts’s autograph manuscript of the
symphonic poem Vivere memento (on poetry by . Franko) and prepared its full
performance materials (score, orchestral parts, and piano reduction). The
researcher also typeset and prepared performance editions of selections from Kyiv
Frescoes, Solemn Cantata, and Five Songs on Poems by Rabindranath Tagore (in
original keys), including a new transcription for bass voice.

The scholarly materials of this research may be utilized in university
curricula on Ukrainian music history, music analysis, and vocal literature studies,
as well as in practical work by performers engaging with Karabyts’s vocal
heritage.

Keywords: Ivan Karabyts, vocal music, musical language, performance
interpretation, chamber vocal cycle, oratorio, opera-oratorio, cantata, genre-

stylistic synthesis, Ukrainian vocal culture.
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