AHOTALISA

Baabrina M. O. AmepukaHCbKa omepa aApyroi mojoBuHu XX
CTOJITTS: BiJl €BPONENCHKON0 KAHOHY /10 HAIIOHAJBLHOI CAMOOYTHOCTI. —
KBamidikaiitHa HayKoBa mparis Ha IpaBax PyKOIHUCY.

HaykoBe oOrpyHTyBaHHST Ha 3700yTTS HAyKOBOTO CTYIIEHS JIOKTOpa
¢imocodii 3a cneuianpHicTio 025 «My3uyHe mMucCTenTBO» (Taily3b 3HaHb 02
«Kynprypa 1 muctentBo»). — HarionanbHa My3udyHa akajemis YKpaiHd iMeHi
[1.I. YaiikoBchkoro, MIiHICTEpPCTBO KyJIbTYpU Ta CTPATEriUHUX KOMYHIKAI[ii
VYkpainu, Kuis, 2025.

3micT anoramii. Y cBiTi cydyacHoi onepu Cnomydeni lltatu Amepuku
BiZirparoTh OXHY 3 NPOBimHHX poseil. Merpomoniten-onepa y Hpio-Hopky €
OJTHUM 13 HAWBIUTMBOBININX TEATPiB, SIKUW TUKTYE TPEHIU PO3BUTKY OMEPHOTO
mucTtenTBa. Pazom 13 TMM mpuBeprae q0 cebe yBary MeBHUM MapajoKc: MONpHU
po3BuTok omepHoi iHAycTpii B CIIIA, omepHa TBOpPYICTH aMEPUKAHCHKUX
KOMITO3UTOPIB, 32 BUHSATKOM KITBKOX MOMYJISIPHUX TBOPIB, 3aJUIIAETHCS MaiiKe
HeB1OoMOI0 B €Bpori Ta B Ykpaini. Onepu, HanucaHi B CIIIA, He cTaBisSThCS B
YKpalHChKUX TeaTpax, y HalloMy MY3HKO3HaBCTBI Opakye iHQopmaiii mpo
PO3BUTOK OIEPH SIK KaHPY, BIACYTHI TaKOX CIIOCTEPEHKEHHS 100 CTHIIbOBOI
cnenu(piKu aMepUKaHCHKOI OIEpH.

Hunimae mocnmikeHHs BIEpIIe B YKPaiHCBKOMY MY3WKO3HABCTBI
(boKycyeTbca Ha MPOOJIEMaTUIl aMEPUKAHCHKOI OMEpH, B IIbOMY MOJSArae Horo
HAYKOBa HOBHM3HA. IcTopis pO3BHTKY ONEPHOrO aHpy B Amepwuin
OCMUCIIOETHCS. B HHOMY B TEOPETHYHIN 1 IPakTU4HIN TutonuHi. TeopeTnunuii
MIIX11 peai3y€eThCcsl Yepe3 y3arajibHEHHS B1IOMOCTEH MPO PO3BUTOK OMEPHOTO
xKaHpy B Amepwili, 310paHUX 3 JTOCTYIMHUX HAM AHTIIOMOBHUX MY3WKO3HABYHX
JoKepel — MoHorpadii, cTareit Ta iHmuX pecypciB. [IpakTuuHuiA miaxia nossrae

B OCMUCJIEHHI JIOCBily BUKOHAHHS apiil 3 aMEpUKaHCHKUX OIEp Ta MIO3UKIIIB,



SK1 YBIAIUIM B MPOTpaMy TBOPUOTO NpoeKTy. OCKUIbKH JTOHUHI B YKPATHCHKOMY
MY3UKO3HAaBCTBI ~aMEpPHUKAaHCbKa OMepa CHElIaIbHO HE  po3misaalacs,
IIPOTIOHOBAHE JOCIIKCHHS € aKTyaJbHUM.

MeTa JgO0CJHiKeHHSI: Ha OCHOBI CHCTeMaTH3alli BIJIOMOCTEH 3
MY3HUKO3HABYOI JIITEPATypH Ta y3arajdbHEHHS BUKOHABCHKOTO JOCBIAY CTBOPUTHU
NEeBHY MOJIeJIb PO3BUTKY Ta (YHKI[IOHYBAaHHS OINEPHOTO JKaHPY B

aMEPUKaHCHKIN My3uLl APYroi NOJOBUHU XX CTOJITTS.

HaykoBumM# 3aBIaHHSIMH JTOCITIDKCHHS €:
- Cucremarmsailis BiJOMOCTEH 3 MY3WKO3HABUMX JDKEPEN IIOI0

po3BuTKy onepu B CIIIA;

- HaWOMCTBO 3 MY3UKO3HABUOK JIITEPATYypoOr0, IO JOCIIKYE
CTAHOBJICHHS 1 PO3BUTOK HalllOHAJIbHUX PI3HOBUAIB ONEPHU B Pi3HUX
KpaiHax €Bpomnu (HIMEIBKOTO 3IHTIINIb, AHTIINCHKOI OanmamaHoi

OTIepH, 1ICTIAHCHKOI CapCyeiH TOIIO));

- BUSBJICHHS Ha OCHOBI aHaji3y OKpPEMHX 3pa3KiB ONEPHOi TBOPUOCTI
aMEpPUKAHCHKUX KOMITO3UTOPIB PHUC HAIIOHAIBHOI CaMOOYTHOCTI B

CTHJIICTHIII OTIep;

- ONHUC OKPEMUX TEHJCHIIN B PO3BUTKY aMEPUKAHCHKOI ONEpH APYTroi

MOJIOBUHHU XX CTOJIITTS.

JIBa po3AIM TOCHIKEHHS BIATBOPIOIOTH MOEHAHHS TEOPETUYHOTO Ta
MPAKTUYHOTO MiIXO/IB 10 TPOOJIeMH PO3BUTKY aMEPUKAHCHKO1 OTIEpH.

Y nepmiomy Ppo3aijli CHCTEMaTH30BaHO BIJOMOCTI IIOJAO PO3BUTKY
aMEPUKAHCHKOT omepu. 30KpeMa BHIIJICHO TPU TEPIoau B PO3BUTKY KaHPY:
nepmuii (10 1930 p.) AEMOHCTpY€E NUIAX 3alO3WYEHHS Ta 3aCBOEHHS TPaguIlii
€BPOMENCHKOI OMEpPHOI KJIacuku, Apyrui nepion (mo 1970-x pp.) mo3HaueHuUit

(dbopMyBaHHSM PHUC HaIllOHAJIHLHOI CaMOOYTHOCTI B ONIEPHOMY KaHpi (30Kpema, B



CIO)KETax, JpamMaryprii, 3aco0ax BHUpPa3HOCTI), TpeTii mepiox (mo kiHmsI XX
CTOpiuYsl) TPOJAOBXKY€E (OPMYBaHHS HAIIOHAJIBHOTO CTUJIIO, a TaKOXK
JIEMOHCTPY€E BIIKPUTICTh KAHPY /10 €KCIIEPUMEHTIB B KOMIIO3UTOPCHKIM TeXHIIII
Ta (hopmax Mmpe3eHTallii OepHUX TBOPIB Yy COLIIYMI.

B apyromy po3aii qociipKeHHS TEOPETHUYHI TMOJIOKEHHS TEPIIOro
PO3/Ty TOITHUONIOIOTECS 1 KOHKPETHU3YIOThCS Ha MPUKIAAl aHai3y TPbOX
ONepHUX TBOPIB. IX BUOGIp 3yMOBIEHHMI JBOMA UMHHMKAMU: IO-HepIIe, 0OpaHi
TBOpH J00pe UIIOCTPYIOTh TEHICHINT y (OopMyBaHHI HAIllOHATHHOTO CTHUIIIO,
Mo-JpyTe, BOHU OylMM YacTUHOIO MPOTrpaMu TBOPUOTO MPOEKTY. BinmosimHo 10
KUTBKOCT1 aHaji30BaHUX TBOPIB, APYTUH PO3MALT AOCHIIKEHHS CKIIAJa€Thbes 3
TPbOX aHATITUYHUX HapuciB. [lepmuii 3 HHX BUsBISE cHEIUIKY 1aJIOTy
TpaAuIli ¥ HOBATOPCTBA B yMOBAX aMEPUKAHCHKOI KYJIBTYPHOI JIHCHOCTI
(amamizyerbes omnepa JIx. Menotti). Jlpyruii HapucC MPUCBSYCHUN BUSBICHHIO
poJti poNbKIOPHUX HKepes y hopMyBaHHI HAIlIOHAIBHOTO CTHIIIO: aHAJli3 OTIEpH
«Cro3anna» K. ®noiija migKpecioe pojib  HAPOAHOI MY3HKH  JKUTEJIB
AnamiadiB B My3W4HiIM MOBiI TBOpy. TpeTii Hapuc NPUCBIYCHHUI TMUTAHHIO
(YHKIIOHYBaHHS HOBITHIX KOMIIO3UTOPCHKMX TEXHIK B YMOBax OINEPHOIO
KAHPY, B 3B'A3Ky 3 UUM aHAII3yeThes parment onepu @. [nacca « ExHaTomn.

Pesynbrat  aHamizy J03BONMIIM  CPOPMYBATH KUIbKA BaKIUBUX
CIIOCTEPEKEHb, SKI B MEPCHEKTHBI MOIIM O JOMOMOITH Y HAayKOBIM Bi3ii
CTWIbOBOI AuHamiku omnepHoro skaHpy B CIIA. 3okpema, BHUSBIEHO, IO
HOBAaTOPCTBO B AaMEpPUKAHCHKIM oOmepi Mae MOMIpKOBaHHWHA XapakTep, uepe3
cneru@iKy COIMOKYJIBTYpPHOTO (PYHKITIOHYBaHHS KaHPY, HEOOX1THOIO CKIIAOBO1
SKOI € KOMEpPIIMHMKA ycImiX. AMepHUKaHChbKa oriepa HE MOXKE JI03BOJUTH COOi
paavKaIbHUX HOBALM, OCKUIBKM HAAMIPHUI pajuKaii3M HE CIPUAMAETHCA
IITUPOKUMH BEPCTBAMH TeaTpaibHOI MyOIiku. 3BiJICH YCHIIIHUMH CTAlOTh TaKi
TBOPH, B SAKUX BIJHAWIEHO BAAly MPONOPLII0 TMOEJHAHHS HOBOTO 3
TpanuuiitnuM. HoBe wMae ckopillle 30BHIIIHIM XapakTep, HE CTOCYETHCS

IIMOMHHUX OCHOB CTHIIICTHKH KOMITO3UTOPCBKOI'O BHUCJIOBJIFOBAHHA. Takuii Tun



CIIBBITHOIIIEHHS TPAJAUIIMHOTO 1 HOBATOPCHKOTO JIEMOHCTPYE ONEpHA TBOPUICTh
Jbk. MeHoTTi, 30KpeMa aHali30BaHMM B poOOTI TBIp «/JOMOMOXITH,
J0TOMOXITh, [ToGominku!». Jlpyre crnocTtepeXeHHs CTOCYEThCs crenudiku
po6oTH 3 (GOJBKIOPHUMHU JKEpesiaMHu: B ICTOpii aMepUKaHChKOI orepu. J[Ba
tBOpH, — «CrozanHay. K. @noitma ta «Ilopri ta becc» [Ix. ['epmiBina, —
JE€MOHCTPYIOTh YCIIIX KOMITIO3UTOPCHKOI cTparerii, H0 0a3yeThCsl Ha MO€IHAHHI
€THIYHOTO Ta KJIACMYHOro. TpeTs TeHAEHIS B PO3BUTKY OMNEPU - THYUYKICTb,
BIJIKPUTICTh >KaHPY JO KOMITO3UTOPCHKUX EKCIIEPUMEHTIB. MiHIMami3M cepes
THIIMX KOMITO3UTOPCHKUX TeXHIK XX CTOpIYYs BUPI3HAETHCS 3aKOPIHEHICTIO B
IHTOHAIIIfHE CEePEeNOBHILE TPAAULINHOT MY3UKHA. TakuM YHHOM, MPHHIIMII
MOBTOPY HECKJIaAHUX MOTHBIB, 3aCaJHUYHU JJIsI MIHIMAII3MY, € OPIEHTOBAaHUM
Ha Ciyxalbke CHOPUUHATTA. MIiHIMaAIICTUYHI TBOpH, SK MpaBujo, a00pe
CIIPUMMAIOTHCA Ha CIIyX.

Takum 4MHOM, HOBATOPCTBO OIEPHOTO KaHPY 1 B YMOBaX BUKOPHUCTAHHS
CY4acCHMX KOMIIO3UTOPCHKUX TEXHIK 3aJUIIA€THCS JOCTYMHHUM JI0 CIIPUHHSTTS.
OkpiM My3WYHHUX OCOOJMBOCTEH aMEpPUKAHCHKOI OMEpH HasBHA TaKOXK 1
COLIIOKYJIBTYpHA BIIMIHHICTb: BEJIMKY POJb Y BHU3HAUEHHI HANPSMKY PO3BHUTKY
ONEPHOr0 KAHPy HAJEKUTh TeaTpalbHUM iMIpecapio. IX 3ajauero €
(GopMyBaHHSI COILIIOKYJIBTYPHOI'O 3alUTy Ha pO3BUTOK OMNEPHU, HOCHIJICHHS
3aI[1KaBJIEHOCT] ONEPOI0 B CYyCHUIbCTBI.

KuBa, nuHamiuHa, aMEpUKAaHChKAa OIMepa IIBUAKO pearye Ha TOJITHYHI,
CYCNUIbHI 3MIHM, BOHa aJanTye€ 1 3ajJly4a€ B TOMIPKOBAaHOMY BHUIVISAIL,
CHOPUNHATOMY IJI CIyXallbKOTO 3arajiy, HOBalii TBOPUOTO MPOIECY, TEXHIYHI
HOBMHKH. AMEpPUKaHChKa Ollepa pearye Ha MoJITUYHY, CyCHIbHO-ICTOPUYHY

KOH'IOHKTYpy. Lle no3Boisie xaHpy nepeOyBaTH B LIEHTPl yBaru IyOJIiKH,
320X04y€ KOMIIO3MTOPIB 1O HANHMCaHHS, a TeaTpu A0 TMOCTaHOBOK HOBHUX

OTICPHUX TBOPIB.



KarouoBi cioBa: amMepukaHcbka — omepa, ONEpPHE  BHUKOHABCTBO,
HalllOHAJIbHUW CTWJIb, Jlajor CTWJIIB, €BOJIOLIS KAHPY, aMEpPUKAHCHKE

MY3HKO3HAaBCTBO.

ABSTRACT
Valtina M. O. American Opera of the Second Half of the 20th
Century: From the European Canon to National Identity. — Qualifying
scientific work on manuscript rights. Qualifying research paper for obtaining the
degree of Doctor of Arts in specialty 025 "Musical Art". P. I. Tchaikovsky
National Music Academy of Ukraine. Ministry of Culture and Information

Policy of Ukraine. Kyiv, 2025.

Abstract. In the world of contemporary opera, the United States of
America plays one of the leading roles. The Metropolitan Opera in New York is
among the most influential theaters, setting trends in the development of the
operatic art. At the same time, a certain paradox draws attention: despite the
development of the opera industry in the U.S., operatic works by American
composers — apart from a few popular pieces — remain almost unknown in
Europe and in Ukraine. Operas written in the U.S. are not performed in
Ukrainian theaters; Ukrainian musicology lacks information about the
development of opera as a genre, as well as observations regarding the stylistic
particularities of American opera.

This study, for the first time in Ukrainian musicology, focuses
specifically on the issues of American opera, which constitutes its scholarly
novelty. The history of the development of the opera genre in America is
examined here both theoretically and practically. The theoretical approach is
realized through the generalization of information about the development of
opera in America, collected from available English-language musicological

sources—monographs, articles, and other resources. The practical approach



consists in reflecting on the experience of performing arias from American
operas and musicals, which were included in the program of the creative
project. Since American opera has never before been specifically studied in
Ukrainian musicology, this research is highly relevant.

The aim of the study: based on the systematization of information from
musicological literature and the generalization of performance experience, to
describe a model of the development and functioning of the opera genre in
American music.

The research objectives are:

- to systematize information from musicological sources about the

development of opera in the U.S.;

- to familiarize with musicological literature that studies the formation
and development of national types of opera in various European
countries (German Singspiel, English ballad opera, Spanish zarzuela,

etc.);

- to identify, through analysis of selected examples of operatic works
by American composers, features of national originality in opera

style;

- to describe certain trends in the development of American opera in

the second half of the 20th century.

The two sections of the research combine theoretical and practical
approaches to the problem of the development of American opera.

The first section systematizes information about the development of
American opera. In particular, three stages in the evolution of the genre are
identified: 1) the first (until 1930) demonstrates a path of borrowing and
assimilating the traditions of European opera classics; 2) the second (until the

1970s) is marked by the formation of national originality in the opera genre



(particularly in plots, dramaturgy, and expressive means); 3) the third (until the
end of the 20th century) continues the formation of a national style and also
demonstrates the genre’s openness to experiments in compositional techniques
and in the forms of presenting operatic works to society.

The second section deepens and specifies the theoretical statements of
the first by analysing three operatic works. Their selection was guided by two
factors: first, the chosen works clearly illustrate the trends in the formation of a
national style; second, they were part of the program of the creative project.
Accordingly, the second chapter consists of three analytical essays:

The first reveals the specificity of the dialogue between tradition and
innovation in the American cultural context (analysis of an opera by G.
Menotti).

The second focuses on the role of folk sources in shaping a national
style: the analysis of C. Floyd’s opera Susannah emphasizes the influence of
Appalachian folk music on the work’s musical language.

The third addresses the functioning of modern compositional techniques
in opera, through an analysis of P. Glass’s opera «Akhnaten».

The results of the analysis made it possible to formulate several
important observations that could, in the future, contribute to a scholarly vision
of stylistic dynamics in the U.S. opera genre. In particular:

It was found that innovation in American opera tends to be moderate,
due to the specifics of the sociocultural functioning of the genre, an essential
component of which is commercial success. American opera cannot afford
radical innovations, since excessive radicalism is not accepted by the broader
theatre audience. Therefore, successful works tend to be those in which a
balanced proportion of new and traditional is achieved. The «new» is more
external in character and does not affect the deep foundations of compositional

style. Such a balance of tradition and innovation is demonstrated in the operatic



works of G. Menotti, particularly in the analysed opera «Help, Help, the
Globolinks!»

The second observation concerns the specificity of working with folk
sources: in the history of American opera, works such as C. Floyd’s «Susannah»
and G. Gershwin’s «Porgy and Bess» demonstrate the success of a
compositional strategy based on combining ethnic and classical elements.

The third trend is the flexibility and openness of the genre to
compositional experiments. Minimalism, among other compositional techniques
of the 20th century, stands out due to its rootedness in the intonational
environment of traditional music. Thus, the principle of repeating simple motifs
— fundamental to minimalism — is oriented toward listener perception.
Minimalist works are generally easy to perceive aurally, which makes
innovation in opera, even when employing modern techniques, accessible to
audiences.

In addition to the musical features of American opera, there is also a
sociocultural distinction: theatre impresarios play a significant role in shaping
the direction of the genre’s development. Their task is to form a sociocultural
demand for opera, to strengthen public interest in it.

Dynamic and vibrant, American opera quickly responds to political and
social changes, adapting innovations in the creative process and technical
novelties in a moderate, audience-acceptable way. American opera reacts to
political and socio-historical circumstances, which allows the genre to remain in
the public spotlight, encourages composers to write, and theatres to stage new
operatic works.

Keywords: American opera, operatic performance, national style,

dialogue of styles, evolution of the genre, American musicology.



CIIMCOK MYBJIKAIIIN 3/IOBYBAUYA 3A TEMOIO POBOTH

1. Bansrina, M. O. AmepukaHcpka omnepa uu omnepa B Amepuui? Ormisig
MY3UKO3HABYUX TEKCTIB // AKTyanbHI MUTaHHS TYMaHITApHUX HayK. —
Bum. 88, T. 1. - C. 75-83. - DOI:
https://doi.org/10.24919/2308-4863/88-1-10

2. Banbrina, M. O. TpamuuiitHe Ta HOBaropchke B omepi JIx. K. MenotTi
«JlornomMoxiTh, TOMOMOXITb, [70OOMIHKHU!» // ACHEKTH 1CTOPUYHOIO

My3uko3HaBcTBa. — Bun. XXXIX (39). — C. 176-195. — DOI:
https://doi.org/10.34064/khnum2-39.10

Indopmanist mpo anpodauir pe3yJbTaTiB J0C/IIIKEHHA

KBamidikamiitHy HayKoBy MpaIlo 0OrOBOpPEHO Ha 3acijaHHAX Kadeapu
omnepHoro cmiBy Ta teopii my3uku HMAY im. I1. 1. YaiikoBcbkoro. Marepianu
JOCIIJKEHHSI BUKJIAJEHI B JOMOBIASX HA BCEYKPAIHCBKUX Ta MIXHAPOAHHUX

HAYKOBO-TIPAKTUYHUX KOH(DEPEHIIIAX:

l. Banbrina M.O. JI>ka30Bi Ta KJIaCH4HI pPUCH MENOMli JIS-MIHOP
MupocnaBa Ckopuka: Morsisi] BAKOHABI. MKHapoOIHa HayKOBa KOH(PEPEHITis
«liHHICHI BUMIpH KYJIBTYPHO-MHUCTEIBKOI AisIbHOCTI MupociaBa Ckopukay
(mo 85-piyus Bix aAHs Hapo/pkeHHs)/HanioHanbHa My3uyHa akajaeMis YKpaiHu

im. I1. 1. YaiikoBcbkoro (1-2 uepsus 2023). Kuis: 2023.

2. Bansrina M. O. AMepuxaHcbka omepa 4 orepa B Amepwuiri?
Orsan My3uko3HaBumx TekcTiB. XXIII MixHapogHa HayKOBO-TpaKTUYHA
koH(pepeHiis «Momoni My3uko3HaBI»/KuiBchbka MyHIITUIIATbHA aKaaeMis

My3uku iMeH1 P. M. Tiepa (29-31 Gepesns 2024 poky.). Kuis: 2024.


https://doi.org/10.24919/2308-4863/88-1-10
https://doi.org/10.34064/khnum2-39.10

3. Banbsrina M.O. AmepukaHchka oniepa uu ornepa B Amepuiii? Onisia
MY3HMKO3HAaBYMX TEKCTIB. BceykpaiHChbka HAayKOBO-IPAKTUYHA KOH(EPEHILIis
«HayxkoBi 1 TBOpYl MiajlOTH CHIBIpaIl y KyJbTYpHO-MUCTEIBKOMY IMPOCTOP1
VYkpainn»/HamionanpHa my3uuHa akaaemis Ykpainu im. I1. . YalikoBchKoro

(28-29 tpaBns 2024). Kuis: 2024.

4. Bansrina M.O. Tpaawuiiiine Ta HOBatopchke B omepi JIx. K.
MenotTi «JlomoMoxiTh, MONMOMOXIiTh, [Tobominku!». XXIV MixHaponna
HayKOBO-TIpakTUyHa  KoH(pepeHiis «Momoai  Mysuko3nasui»/KuiBcbka
MyHIIUMNagbHa akajaemis My3uku iMeHi P. M. Tmiepa (28-30 Gepesus 2025

poky.). Kuis: 2025.

5. Bansrina M.O. AarioMoBHUH onepHuUit perepryap XX CTONITTS y
BOKaJIbHIA TMIArOTOBII: pOJIb KOHIIEpTMEWCTEepa B ONAHyBaHHI CTUJIIO Ta
BuMoBH. [V Bceykpaincbka HayKOBO-TIpaKTH4YHA KOH(DepeHIlis. AKTyallbHi
MUTaHHA PO3BUTKY KOHIIEpPTMEWCTEpChKOi mpodecii B yMOBax Cy4yacHOTO
MHUCTEUBKOTO XUTTS YKpaiHu Ta cBiTy/HallonaribHa My3u4yHa akajemis

VYkpainu im. I1. I. YaiikoBebkoro (2-4 kBiths 2025). Kuis: 2025.

Amnpo0anisi TBOPYOro MUCTENLKOI0 MPOEKTY Y BUCTABI, KOHIEPTIi-icnuTi Ta
TBOPYOMY NMPOEKTI HA 3100yTTA OCBITHHO-TBOPYOI0 CTYINEHS JOKTOPA

MHUCTECHTBA

1. Banbrina M.O. Koniepr acnipanTku TBOPUYOi aclipaHTypu Kadeapu
onepHoro cmiBy (02.10.2024 p.; 01.03.2025 p.). Kuis: 2024. Onepna ctymuis
HMAY im. II. 1. YaiikoBcekoro. Ilaptiss Hopinu 3 omepu «[lon Ilackyane»

I'. loHimeTrTi.

[Tepma nmis https://www.youtube.com/watch?v=2Sb82sL4CHO0&t=1636s

Hpyra ta Tpets mis https://www.youtube.com/watch?v=mB{fliqd 9v8&t=2210s



https://www.youtube.com/watch?v=mBfliqd_9v8&t=2210s

2. Banprina M.O. KoHiept acnipaHTKH TBOPYOi acmipaHTypu Kadeapu
onepHoro cmiBy (10.05.2025p.). Kuis: 2024. Onepna ctynis HMAY im. II. L

YaiikoBebkoro. [aprist Bionertu 3 onepu «Tpaiara» k. Bepi.

[Tepira Ta pyra st
https:// www.youtube.com/watch?v=msgv2dMMqgCM&t=309s

Tpers Ta 4yeTBepTa st

https://www.youtube.com/watch?v=vimtljK kf4&t=1604s

3. Banbrina M.O. Koniepr acrnipanTKu TBOPUOi aclipaHTypu Kadeapu
onepHoro cmiBy (28.06.2025p.). Kuis: 2024. Onepna crtymis HMAY im. II. L.

Yaiikocwkoro. [lapris [xunbau 3 onepu «Pironerro» k. Bepai.

[Tepma gis https://www.youtube.com/watch?v=KtTCukSzADk

Hpyra nia https:// www.youtube.com/watch?v=pTmU9XwA4bw

Tpets mis https://www.youtube.com/watch?v=wqTSLFQOaalU

4. Bansrina M.O. TBopuuii MUCTELIBKUN TTPOEKT « AMEPHUKAHChKa orepa
Apyroi MmosoBHHU XX CTOJITTA: BIJl €BPOINEUCHKOIO KaHOHY JO HalllOHAJIbHOI
caMOOyTHOCTI» Ha 37A00YyTTS OCBITHBO-TBOPYOIO CTYIIEHS JIOKTOpAa MHUCTEIITBA.
Hanionansna my3uuna akazaemis Ykpainu iMm. I1. 1. YalikoBcekoro, manuii 3an
iMmeni akagemika O. C. Tumomenka (02.06.2025 p.). Kuis: 2025. IIporpama
MPOEKTY CKJajajgach 3 I'ATH apid, YOTHPHhOX POMAHCIB Ta OJAHIET MICHI 3

MIO3HKITY, @ CaMe:

e Awnzape IlpeBin «f mnparny nmBa» («I want magic») 3 omnepu

«TpamBaii mig HazBoto “bakanns™» («A Streetcar named desire»);

e Kapmaiin ®noiig «lepesa Ha ropi» («The trees on the mountainy)

3 onepu «CycaHHay;


https://www.youtube.com/watch?v=msgv2dMMqCM&t=309s
https://www.youtube.com/watch?v=vImtljK_kf4&t=1604s
https://www.youtube.com/watch?v=KtTCukSzADk
https://www.youtube.com/watch?v=pTmU9XwA4bw
https://www.youtube.com/watch?v=wqTSLF0aalU

Hyrnac Myp «Cpibna apisi» («The silver aria») 3 onepu «banaga

npo kpuxitky Jloy» («The Ballad of Baby Doey);

Aapon Komnen «lIlicas Jlaypi» 3 omepu «Hixna 3emiis»

(«Tenderland»);

Tpu pomancu Camyens bapbepa: «V csiiBi HOUl» («Sure on this
shining night»), «3acuu Ttenep» («Sleep now»), «HoxToph»

(«Nocturney);

Omun pomanc Aapona Komnenna «Cepue, Mu 3a0yaeMo HOro»

(«Heart we will forget himy);
Jxopmx ['eprBin — konuckoBa Kitapu 3 onepu «Ilopri ta becey;

Jleonapn bepucraiin micus Mapii 3 Mro3ukiy «BecTcaiiaceka

1CTOP1SI».

https://youtu.be/gaDY 1peekG4?si=S7xg0Z-r4EPCC-17



