AHOTALISA

Ceaincekuii I1. B. BukoHaBcbKi acneKTH BTIJI€EHHSI IHTOHAaUiiiHOI
Apamaryprii B XxopoBux TBopax Bouaoaumupa 3yOoumubkoro. —
KgBanidikaiiitna HaykoBa mpailsi Ha IpaBax PyKOMUCY.

HaykoBe oOrpyHTyBaHHSI TBOPUYOIO MHUCTEIBKOTO MPOEKTY Ha 3100YyTTS
OCBITHBO-TBOPYOTO CTYIEHS JIOKTOpa MHUCTELTBa 3a chemiaibHicTio 025
«My3uune wmucteuTBo» (ramy3p 3HaHb 02 «KynbTypa 1 MUCTEUTBO»). —
Hamionanbna My3uuna akaaemis Ykpainun iMeni [l I. YalikoBcbkoro,
MiHICTEPCTBO KYyJIBTYpPH Ta CTpATETIUHUX KOMYHIiKalii Ykpainu, Kuis, 2025.

AKTYyaJIbHICTH TeMH AOCJiI:KeHHs. X0opoBa TBOpUICTh B. 3yOuibkoro
Oarata 1 pI3HOMaHITHA 3a >XaHPOBO-CTHJIBOBHUMH, OOpPa3HO-IHTOHAIIMHUMH
napaMmetrpamu. Bee dacTiiie XopoBi TBOPH KOMITIO3UTOPA 3BYUYaTh Y KOHIEPTHUX
3a1ax': BOHM BUPI3HAIOTLCA MENIOJIHHAM 0araTCTBOM aBTOPCHKOTO Ta PETEIHLHO
ni110panoro GoIbKIOPHOTO MY3UYHOTO MaTepiany. ABTOp IOBEIIPHO CHOJIyYae
pi3HOOApBHUN 1HTOHAIIMHUI KOPITYC T€M 1 CTBOPIOE HAIlIOHAJIIBHO XapaKTEpH1
My3W4YHI KapTUHU [UIAXOM 1X [EpPEIHTOHYBaHHS, KOHTPAMyHKTHYHOTO
MIPOBEJICHHS Ta IMHAMIKY BHYTPIIIHHOTO PO3BUTKY.

InToHamiina  gpamatyprisi  XxopoBux  TBopiB  B. 3yOunbkoro €
HalBUPA3HIIIOW CKJIAJ0BOI0 MYy3UYHOI MOBHM KOMIIO3UTOpa, aJK€ BOHA
MPOCOYEHA YKPATHCHKUM HalllOHAJIIbHUM MY3W4YHUM MartepianoM. DopMyBaHHS
IHAUBIAyabHOTO CTWIO B. 3yOHibkoro BigOyBaeTbcsi Ha OCHOBI PUTMO-
IHTOHAIIIMHUX, )KaHPOBUX, TEMOPOBUX, BUKOHABCHKUX HAI[IOHAJIBHUX TPaIUIIii.

AKTyanbHICTh TEMU JOCIIJKEHHS TOJIATa€ B TAKUX aCIEeKTaX:

1. TBopuicTh B. 3yOnIIBKOro Mae BaroMe 3Ha4€HHs y PO3BUTKY Cy4YacCHOI
YKpaiHCBhKOI XOPOBOi MY3MKH Ta 1CTOPIi MY3U4YHOI KYJBTYPH B IIIIOMY, OJHAK
JI0C1 XOpOBa My3HKa Ta, 30KpeMa, TBOPU KPYIHOi (OPMHU HE MAIOTh HAJIEKHOTO
HayKOBOT'O ONPAaIfOBaHHS.

2. BuBueHHss kurTeTBOpUOCTI B. 3yOMIBKOrO JOMOBHIOE  1CTOPIIO
PO3BUTKY YKpAiHCBKOi KYyJbTYpH, 1 MY3UKH 30KpeMa, aJKe€ y pO3MOBaX 3
KOMITO3UTOPOM BIJIKPUBAIOTHCS HE TIJIBKH €CTETHYHI 3acaJyl MOTO TBOPYOCTI Ta
PO3YMIHHS BHECKY YKpaiHCBKOTO MHCTELTBA Yy PO3BUTOK ICTOpIi CBITOBOI
MY3HKHU, a i 0COOJIIMBOCTI PO3BUTKY HAIIOI KYJbTYpPH.

3. XopoBa TBoOpuicTh B.3yOuUIIbKOTO € [3€pKajoM HalllOHAJIbHUX
AKAHPOBO-CTHJILOBUX, IHTOHAIIMHUX Ta BUKOHABCHKUX MapaMeTpiB. 3aIydeH1 J10
aHamizy kantata «Jimy mid, gynapuky» (2020 p.) ta «Konomuiika» (2022 p.)
SCKpaBO UIIOCTPYIOTh €CTETHYHI 3acaad KOMIIO3UTOpa, MpOTe JOCi He
MpeJICTaBICH] B aHATITHYHUX PO3BIJIKAX.

4.Y XOpoBii TBOPYOCTI KOMIO3UTOP HACHIAy€ Tpajuliii, 3aKiaaeHi
M. JIucenkom, K. Creunenkom, JI. PeByupkum, 1. CrenoBum, M. JIeonTOBHUEM:

' Onun 3 ocTaHHIX KOHLEPTIB — BUKOHAHHS TPETHOI penakiii «Konomuiikn» y paMmkax
dectuamo «IIpem’epu cezony» 26 kBiTHs 2025 poky (aupurent [1. CeniHChbKUiA).



BUOIp *KaHpPIB, METOU POOOTH 3 TEMAaTUYHUM MaTepiajioM, BUOIp MOETUUYHUX
TEeKCTIB ToImIO. [IpoTe CTWILOBI OPIEHTUPU KOMIIO3UTOpA CHPSIMOBAHI Ha
OHOBJICHHS MY3UYHOI1 MOBH: HE00apOKOBI, HEOPOMAaHTUYHI,
HEOIMIIPECIOHICTUYHI PHUCH, HEO(DOIBKIOPU3M Ta 3HA4YHA POJb JXKazy Yy
MO€AHAHHI 3 TIMOMHHUM (DOJTBKIIOPHUM MaTepiajioM y 0e3KOHMIIKTHUN CrOCi0
CBIIUaTh MPO KOMIIO3UTOPCHKUNM XHUCT Ta MYAPICTH Yy poOOTI 3 HAPOJHUM
MYy3UYHUM CKapOOM.

5. OcobnuBicTh 1HTOHAUIWHOI pobotn B. 3yOuupbkoro mossrae y
3aJIy4eHHI PI3HOKAHPOBUX Ta PIZHOCTWIBOBUX TE€M 331 MOAAIBIIOrO ix
NEPEIUIETeHHs,, MOTUBHOIO BHUYIEHYBaHHS, 1HKPYCTallii OJHOI TEMH B IHIIY;
3MiHy OOpa3HOTO HACTPOIO TEMH 3aBASKH JIal0-TAPMOHIYHHUM, TEMIIO-
PUTMIYHHUM, TEMOPOBO-(PAKTYpHUM 3MIHAM.

6. BukoHaBcbkuil acmekT XOopoBux TBOpiB B. 3yOuilbKoro HIKOIW HE
JOCIIIKYBaBCsA, ajie MOro 3allydeHHsS CHOPUSTUME KOPEKTHIN I1HTeprpeTarii
XOpPOBHX TBOPIB KOMIIO3UTOPA.

MeTta pociiazkeHHs — BUSBUTH OCOOJIMBOCTI IHTOHALIMHOI ApaMaTyprii B
XopoBuX TBopax Bonogumupa 3yOULIBKOro Ta HAKPECIUTH NUISIXY BUKOHABCHKO1
IHTepIpeTallii KOMIIO3UTOPCHKOTO 3ayMy.

006’exTOM I0CTiIKEHHS € XOpOBa TBOPUICTh Bonoaumupa 3yOuIIbKOTO.

IIpeamMer aocC/iIKeHHS — BHU3HAYEHHS BHKOHABCHKUX IMIAXOMIB 0
BTUICHHS 1HTOHALIMHOI JApaMaryprii y XOpoBUX KOMIO3UIisAX Bomoaumupa
3yOuIbKOro.

HaykoBa HOBH3HA JOCIIKEHHS NIOJIATAE B TOMY, 110 B HBOMY gnepuie

— CHCTEMAaTHU30BaHO MY3HMKO3HAaBYl TMpalll 3 MNUTaHb >XUTTETBOPUYOCTI
B. 3yOunpkoro;

— CTPYKTYpPOBaHO CIIMCOK TBOpiB B. 3yOunpkoro;

— PO3IJIAHYTO JKUTTETBOPYICTH KOMIIO3UTOPA SK IOCTaTh CYy4acHOIO
YKpPaiHCbKOTO MY3MYHOI'O MUCTEUTBA, SIK NpPEIMET HAyKOBOTO OCMHCIIEHHS.
30kpeMa po3MISTHYTO 0COOIUBOCTI (hOPMYBaHHS TBOPUOi OCOOMCTOCTI MUTLSA Y
KOHTEKCTI BIKOBO1 J1IaXpOHIii Ta YHIBEpCAIBHOCTI TBOPUOi OCOOUCTOCTI;

— MpOaHaNi30BaHO BIUIMB TBOPYOi 1HAUBINyalbHOCTI B. 3yOunpkoro Ha
CTUJICYTBOPEHHS;

— OKPECJICHO BUKOHABCHKI ACMIEKTH 1HTOHAIIIMHOI JpamMaTyprii y XOpoBUX
TBOpax B. 3youipkoro;

— MPOCTEKEHO TMOHATTS 1HTOHALINHOI ApamaTyprii sk 3aci0 BTUICHHS
KOMITO3UTOPCHKOT'O 33ayMy Y XOPOBOMY MUCTELTBI Ta 1i 3HaUeHHs y (hOpMyBaHHI1
1HJIMB1AYaJIbHOTO KOMITIO3UTOPCHKOT'O CTUIIIO;

— pO3MJISIHYTO ~ XOpoBY  TBOpYicTh  B. 3yOuupkoro 3 ormsany
JIpamMaTypriyHuX Ta KaHPOBO-CTHIHLOBUX (haKTOPIB;

— npoananizoBaHo «Komomuiiky» Ta kanTaty «liny mii, 1ygapuky »

— Ha ocHOBI a”Ham3y «Komomuiikum» Ta kaHTaTH «/li1y Mid, qynapuky»
OKpPECJIEHO BUKOHABCHKY crielu(iky poOOTH K AUPUTECHTA, TAK 1 XOPUCTIB.



HaOynu momansmoro po3BUTKY TEOPETUYHI 3acaau (hOpMyBaHHS
yHiBepcasizMy TBopuoi ocobuctocti (3a O. KoMeHI1010), TeopeTuuHi 3acaau
BUBYEHHS XUTTETBOpUOCTI B. 3yOuipkoro Ta ii nepioausaiii, BU3SHA4EHHs POl
XOpOBOi CHAIIIMHK y MY3UYHOMY MHUCTEUTBI CydacHOI YKpaiHM Ta 1cTOpii
YKpaiHChKOI MY3WMKHM 3arajoM, aHaJiTU4YHI PO3BIAKA XOPOBOi TBOPUOCTI
KOMITIO3HUTODA.

HaykoBe OOIpyHTYBaHHS MICTHTh BCTYIl, TPH PO3ILJIM, BUCHOBKH. Y
NepuioMy PO3ALTI PO3IISIHYTO MOHSTTA I1HTOHAIINWHOI JpamMaTyprii y JBOX
acriektax. [lepmuii — ii BTIJIEHHS y XOPOBOMY MHUCTENTBI Ha MPUKIAAl TBOPIB
€. CrankoBuua, [ 'aBpuneup, . Anekciiiuyk, B. [ToapoBoi. baratoBumipHicTh
XKAHPOBO-CTWJILOBUX HOBAIllil BHUKJIWKAHA MOUIyKaMH HOBUX (QOpM TBOPUOT
caMoiJieHTh(iKalli, CTUJIHOBUH IUIIOPAIIi3M 1 BOAHOYAC TEHJICHIIIS 10 CUHTE3Yy —
«HOBOI CTHIIBOBOI €1HOCT (1. KoxaHuk), mouryku 3aco0iB OHOBJIEHHS My3HYHOT
MOBH, HOBUX KaHPOBUX Ta BUKOHABCHKUX 1HCTPYMEHTIB C(HOPMYyBau J1aJI0T HE
TUIBKM B ICTOPUYHOMY 3pi3l MHUHYJE-ChOTOACHHS, a W y CHUTYyaIlli «aBTop-
Tpaauuis», y GopMyBaHHI HalllOHAJIBHOTO CTWIIO. OIHUM 13 HaMBaXJIUBIIIAX
IpamMaTypriyHuX JOCATHEHb YKPAaiHCHKOI XOPOBOi TBOPUYOCTI APYroi MOJIOBUHU
XX — mepmoi TpetuHu XXICT. € «00’exkTUBI3allisl aBTOPCHKOTO MEJIOCY-
Temarusmy uepe3 (onpkiop» [OmmdOka! MCTOYHMK CCHUIKM He HAM/IeH.,
c. 57]. Teopu O. KiBu, M. Ckopuka, JI. JInuko, I I'aBpunens, B. IlonboBoi,
. Anexciituyk, €. CrankoBuya, B. 3yOUIIbKOTO MpEACTaBIAIOT, HOBHUM PIBEHb
MUCJICHHSI HAI[IOHAJTBHOI0 MY3MYHOIO MOBOIO, fiIKa 1 (DOPMYETHCS MiJ] BIUTUBOM
HaI[IOHAJbHO 1J€HTHUYHOI IHTOHAL].

Jlpyeuit acnexm BHUBYEHHS I1HTOHAIIMHOI JApaMartyprii — BIUIUB
IHTOHAIIHOI CKJIaJ0BOi Ha (pOpMYyBaHHS 1HJMBIIYaIbHOTO KOMIIO3UTOPCHKOTO
CTWIIIO. SIK BIIOMO, CTUJIb y MY3HUILl Ma€ IHTOHALIWHY MPUPOAY 1 SIK My3HUYHO-
IHTOHAllIHE sBUILlE OOYMOBIIOE 1 Horo Qopmy, 1 Oe3MEepepBHICTH MPOIECY.
@opMyroUM 1HIUBIAYaIbHY CTHUIBLOBY HEMOBTOPHICTH HIISXOM BHKOPUCTAHHS
mpaiHToHalli (IHTOHALITHOT MOJIeN1) — Yepe3 IHTOHYBaHHS — /IO BJIaCHE 1HTOHAIII1
(B. MockaieHko), KOMIIO3UTOPU YTBOPIOIOThH 0€37114 THTOHAIIMHUX Ta dKaHPOBO-
CTUJILOBUX KOMOIHAITIH.

XapakTepHOI PHUCOI0 TBOpUOro mouepky B.3yOuiubkoro € mocriitHe
3BEpHEHHS 10 (OJBKIOPY — YKpPaiHCHKOro, OOJrapChKOro, PyMYHCBHKOTO.
@DOJIBKIIOpHI JIXKepesa KUBIATh 1 30aradyyioTh MOBY KOMIIO3UTOpPA 1 BOJHOYAC
Ha0yBalOTh 30BCIM HOB1 ()OPMH 3BYKOBOI'O BTUIEHHA. XYIO0KHIM TakT, 3 SKUM
KOMIIO3UTOP TMOEAHY€E TPAJUIIIITHI Ta HOBITHI 3aCO0M MY3UYHOI BHPA3HOCTI 3
HalllOHAJIbHUMU 1HTOHAIIIMHUMHM PECypCcamMu, BHUPI3HAIOTH MOr0 TBOPHU cepel
TBOPYOCTI 1HIIUX KOMITIO3UTOPIB.

VY apyromy po3aiii po3rasgaeTses noctath B. 3yOULIBKOro B CydyacHOMY
YKpaiHChKOMY MY3UYHOMY MHCTEITBI Ta HOro KOMIO3UTOPCHKUU CTWIb SK
MpeaMEeT HayKOBOTO OCMUCIICHHS. YBary NpuaiieHo (pEeHOMEHY yHIBepcalli3My
TBOPYOi OCOOMCTOCTI, 10 SIKOTO MOKHA BIAHECTH 1 moctaTh B. 3yOunpkoro —



KOMIIO3UTOPa, KOHIIEPTYIOUOro OasiHiCTa, AUPUTEHTa, Menarora, My3U4YHO-
IPOMAJICHKOTO Jlisiua.

[Toctate B. 3yOunbkoro B Cy4aCHOMY YKpaiHCbKOMY MY3UYHOMY
MHUCTEITBI BU3HAYAETHCA HE TUIBKU €HEPTIMHICTIO y PI3HUX KUTTEBUX (hazax Ta
YHIBEPCAJIBHICTIO TBOPYOi OCOOMCTOCTI, @ W HEMOBTOPHUM aBTOPCHKUM
KOMIO3UTOPCHKUM Mo4YepkoM. Oco0IMBICTh XOpOBOi criaamuau B. 3yOouiipkoro
MOJISiTA€ B PETYJSIPHOCTI 3BEPHEHHSI MPOTITOM YChOTO TBOPUYOTO ILIAXY,
OHOBJICHH1 >KaHPOBO-CTUJILOBUX CTAHAAPTIB, CUMO1031 PI3HOPITHUX CTUIILOBUX
MoOJiesiel Ta BUITYKAHICTIO CTHJIICTUKA MY3UYHOT MOBH.

HacninyBanus HEOPOMAHTUYHHUX, HEOIMIIPECIOHICTUYHUX,
HEO(OIBKIOPHUX CTHJIHLOBUX TEYil, BKIIOYEHHS KA30BUX IMIPOBI3AIIMHUX
€JIE€MEHTIB Ta YHUKHEHHS HOBITHIX KOMIO3UTOPCHKUX TEXHIK Ha KIITaIT
cepianizmy, nojekadoHli, aleaTOPUKU — XapaKTepHa puca 1HIUBIAYaTbHOTO
KOMIO3UTOPChKOro cTiio B. 3youipkoro.

VY TpethoMy miApo3AUTl OKpeclieHO (OpMyBaHHS TBOPUOi OCOOMCTOCTI
KoMmno3utopa. HaiioHanbHO-XapakTepHe OTOYEHHS Ta MY3WYHUU KOHTEKCT
JTUTSAYUX POKIB, BIUTUB BUKJIAJa4uiB MPOTATOM yCIX POKIB HaBYaHHS chOpMYBaIu
KOMIIO3UTOPA 3 HETIOBTOPHUM 1H/IUBIyaJIbHUM CTHUJIEM, XOPOBa TBOPYICTh SIKOTO
€ TIPOSIBOM HaIlIOHAJILHOTO.

Tperiii po3aist  AOCITIKEHHS TPUCBIYEHO MY3UYHOMY aHaIi3y
«Konomuiikn» Ta kantatu «J[imy wmid, naymapuxky». PutMo-iHTOHAaIlIHA
cnenudika Ta 0Opa3HO-€CTETUYHI 3acaJd IUX TBOPIB MPOAHATI30BAHO B
KOHTEKCTI MpUHLUIIB poOoTu B. 3yOuinbkoro 3 (oiabKIOpHUM MaTepiaaoMm.
BukoHaBChKMM acrieKTaMm BTIJIEHHS 3ac001B XOPOBO1 BHPA3HOCTI MPHUCBIYEHO
OKpEeMHI MIAPO3/ILI, 1€ PO3MIIAHYTO CeU(pIKYy My3H4YHOI MOBU KOMIIO3UTOPA, B
K1 TOEHAHI HE TUIbKU Pi3HI 1HTOHALIMHO-XYAO0XKHI 00pa3u, a U rpa pi3HUX
Ipyn XOpy, 3BYKOHACIIAyBaHHs, p13HI BAKOHABCHKI CTHJII, BUKOHABChKI CKJIAU
TOILIO.

VY nporeci aHanizy 3p00JieHO BUCHOBKH, 1110 XOpoB1 TBopu B. 3youiipkoro
MPEACTABIAIOTh CaMOOYTHIN €THOXapakKTepHUM My3UYHHN MaTepian, SKuil
MPECTABIISAE IIHHICTh 5K ISl My3HMKO3HABIIIB, TaK 1 JIJI1 BUKOHABIIB. MeToau
poOOTH KOMIIO3UTOpPa 3 HAIllOHAJIBLHUM I1HTOHAIIMHUM MaTepiajJioM, MOTO
PO3BUTOK Ta BUKOHABCbKE BTUIEHHS CKJIAJal0Th (YHIaMEHT aBTOPCHKOTO
no4yepkKa KOMIO3UTOpa.

IIpakTuuHe 3HAYeHHs1 po00OTH. MaTepiaau HAYKOBOTO OOTpYHTYBaHHS
MOXYTh OYTH BUKOPUCTAHI Y HABUAJIbHUX Kypcax 3 iCTOpii YKpaiHChKOI MY3HUKH,
XOpOBOI JIITEpaTypH, aHAJ13y MY3UYHHUX TBOPIB, Y NOJAJIBIINX JOCIIIKEHHSIX 13
TEMaTUKU pOOOTH, a TAKOXK Yy HPAKTUYHIA poOOTI My3UWKAaHTIB-BUKOHABI[IB —
iHTEeprpeTaTopiB TBOPiB Bonogumupa 3youiiskoro.

KuawuoBi caoBa: meopuicme Bonodumupa 3ydouuvkozo, Xxopoee
Mucmeymeo, iHmonayisa, opamamypeisi, 6UKOHAEGCHIBO.



ABSTRACT

Selinsky P. V. Performing Aspects of the Embodiment of Intonation
Dramaturgy in the Choral Works of Volodymyr Zubytsky — Qualifying
scientific work on the rights of the manuscript.

Scientific substantiation of a creative art project for the degree of Doctor
of Arts in the specialty 025 «Musical Art» (field of knowledge 02 «Culture and
Arty). — Ukrainian National Tchaikovsky Academy of Music, Ministry of Culture
and Straregic Communications of Ukraine, Kyiv, 2025.

Relevance of the research. V. Zubytsky's choral works are rich and
diverse in terms of genre, style, imagery, and intonation. The composer's choral
works are increasingly heard in concert halls®: they are distinguished by the
melodic richness of the author's and carefully selected folk music material. The
author masterfully combines a colorful intonational corpus of themes and creates
nationally characteristic musical pictures through their re-intonation,
contrapuntal conduct, and dynamics of internal development.

The intonational dramaturgy of V. Zubytsky's choral works is the most
expressive component of the composer's musical language, as it is imbued with
Ukrainian national musical material. V. Zubytsky's individual style is formed on
the basis of rhythmic-intonational, genre, timbral, and performance national
traditions.

The relevance of the research topic lies in the following aspects:

1. V. Zubytsky's work is of great importance for the development of
contemporary Ukrainian choral music and the history of musical culture in
general, but choral music, and in particular large-scale works, have not yet been
properly studied.

2. Studying V. Zubytsky's life and work complements the history of
Ukrainian culture, and music in particular, because conversations with the
composer reveal not only the aesthetic foundations of his work and his
understanding of the contribution of Ukrainian art to the development of world
music history, but also the peculiarities of the development of our culture.

3. V. Zubytsky's choral works reflect national genre, style, intonation, and
performance parameters. The cantatas “Dido miy, dudaryku” (2020) and
“Koloomyika” (2022), included in the analysis, vividly illustrate the composer's
aesthetic principles, but have not yet been presented in analytical studies.

4. In his choral works, the composer follows the traditions established by
M. Lysenko, K. Stetsenko, L. Revutsky, Y. Stepov, and M. Leontovych: choice
of genres, methods of working with thematic material, choice of poetic texts, etc.
However, the composer's stylistic guidelines are aimed at renewing the musical

20ne of the most recent concerts was a performance of the third edition of
«Kolomyika» as part of the «Premieres of the Season» festival on April 26, 2025 (conductor
P. Selinsky).



language: neo-baroque, neo-romantic, neo-impressionistic features, neo-
folklorism, and the significant role of jazz in combination with deep folkloric
material in a non-conflicting way testify to the composer's talent and wisdom in
working with the folk music treasure.

5. The peculiarity of V. Zubytsky's intonational work lies in the use of
themes from different genres and styles for their further interweaving, motivic
isolation, and incrustation of one theme into another; changing the figurative
mood of a theme through tonal-harmonic, tempo-rhythmic, and timbre-textural
changes.

6. The performance aspect of V. Zubytsky's choral works has never been
studied, but its inclusion will contribute to the correct interpretation of the
composer's choral works.

The aim of the study is to identify the peculiarities of intonational
dramaturgy in Vladimir Zubitsky's choral works and to outline ways of
performing the composer's intention.

The object of the study is the choral works of Volodymyr Zubytsky.

The subject of the study is to determine the performance approaches to
the embodiment of intonational dramaturgy in the choral compositions of
Volodymyr Zubytsky.

The scientific novelty of the study lies in the fact that it is the first to

— systematize musicological works on the life and work of V. Zubytsky;

— structure a list of V. Zubytsky's works;

— examine the life and work of the composer as a figure of contemporary
Ukrainian musical art and as a subject of scientific reflection. In particular, it
examines the peculiarities of the formation of the artist's creative personality in
the context of age diachrony and the universality of the creative personality;

— analyzes the influence of V. Zubytsky's creative individuality on style
formation,;

— outlines the performance aspects of intonational dramaturgy in
V. Zubytsky's choral works;

— the concept of intonational dramaturgy as a means of embodying the
composer's idea in choral art and its significance in the formation of an individual
compositional style is traced;

— V. Zubytsky's choral works are considered from the point of view of
dramaturgical and genre-style factors;

—analyzed “Koloomyika” and the cantata “My Grandfather, the
Bagpiper”

—based on the analysis of “Koloomyika” and the cantata “My
Grandfather, the Bagpiper,” outlined the performance specifics of the work of
both the conductor and the choir singers.

Further development was made in the theoretical foundations of the
formation of universalism in creative personalities (according to O. Komenda),
the theoretical foundations of studying V. Zubytsky's life's work and its



periodization, determining the role of choral heritage in the musical art of modern
Ukraine and the history of Ukrainian music in general, and analytical studies of
the composer's choral works.

The scientific justification consists of an introduction, three chapters, and
conclusions. The first chapter examines the concept of intonational dramaturgy
in two aspects. The first 1s its embodiment in choral art, using the works of
Y. Stankovich, H. Gavrylets, 1. Aleksiychuk, and V. Polyova as examples. The
multidimensionality of genre and stylistic innovations is caused by the search for
new forms of creative self-identification, stylistic pluralism, and at the same time
a tendency toward synthesis—a “new stylistic unity” (I. Kokhanyk), the search
for means of renewing musical language, new genre and performance instruments
have formed a dialogue not only in the historical context of the past and present,
but also in the situation of “author-tradition” in the formation of a national style.
One of the most important dramaturgical achievements of Ukrainian choral
creativity in the second half of the 20th century and the first third of the 21st
century is “the objectification of the author's melos-thematism through folklore”
[1, p. 57]. The works of O. Kiva, M. Skoryk, L. Dychko, H. Gavrylets, V.
Polyova, 1. Aleksiychuk, E. Stankovich, and V. Zubytsky represent a new level
of thinking in the national musical language, which is formed under the influence
of nationally identical intonation.

The second aspect of studying intonational dramaturgy is the influence of
the intonational component on the formation of an individual compositional style.
As is well known, style in music is intonational in nature and, as a musical-
intonational phenomenon, determines both its form and the continuity of the
process. By forming individual stylistic uniqueness through the use of proto-
intonation (intonation model) — through intonation — to intonation itself
(V. Moskalenko), composers create a multitude of intonational and genre-style
combinations.

A characteristic feature of V. Zubytsky's creative style is his constant
reference to Ukrainian, Bulgarian, and Romanian folklore. Folklore sources
nourish and enrich the composer's language and at the same time take on
completely new forms of sound embodiment. The artistic tact with which the
composer combines traditional and modern means of musical expression with
national intonational resources distinguishes his works from those of other
COMPOSETS.

The second chapter examines the figure of V. Zubytsky in contemporary
Ukrainian musical art and his compositional style as a subject of scientific
analysis. Attention is paid to the phenomenon of universalism in creative
personalities, which includes V. Zubytskyi — composer, concert accordionist,
conductor, teacher, and musical and public figure.

The figure of V. Zubytsky in contemporary Ukrainian musical art is
defined not only by his energy in various phases of life and the universality of his
creative personality, but also by his unique compositional style. The peculiarity



of V. Zubytsky's choral heritage lies in his regularity throughout his creative
career, the renewal of genre and style standards, the symbiosis of diverse stylistic
models, and the sophistication of his musical language.

The imitation of neo-romantic, neo-impressionistic, and neo-folk stylistic
trends, the inclusion of jazz improvisational elements, and the avoidance of the
latest compositional techniques such as serialism, dodecaphony, and aleatoric
music are characteristic features of V. Zubytsky's individual compositional style.

The third section outlines the formation of the composer's creative
personality. The nationally characteristic environment and musical context of his
childhood, as well as the influence of his teachers throughout his years of study,
shaped the composer into an artist with a unique individual style, whose choral
works are a manifestation of the national character.

The third section of the study is devoted to the musical analysis of
Kolomyika and the cantata Didu miy, dudaryku. The rhythmic and intonational
specificity and figurative and aesthetic foundations of these works are analyzed
in the context of V. Zubytsky's principles of working with folklore material. A
separate section is devoted to the performance aspects of choral expressiveness,
where the specifics of the composer's musical language are considered,
combining not only various intonational and artistic images, but also the interplay
of different choir groups, onomatopoeia, different performance styles,
performance compositions, etc.

The analysis concludes that V. Zubytsky's choral works represent original,
ethnically characteristic musical material that is valuable for both musicologists
and performers. The composer's methods of working with national intonational
material, its development, and its performance implementation form the
foundation of the composer's signature style.

Practical significance of the work. The materials of the scientific
justification can be used in educational courses on the history of Ukrainian music,
choral literature, analysis of musical works, in further research on the subject of
the work, as well as in the practical work of musicians-performers — interpreters
of Vladimir Zubytsky's works.

Keywords: the work of Volodymyr Zubytsky, choral art, intonation,
dramaturgy, performance.
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