AHOTANIA
BoponoBa T. «Omnepa J[kaxkomo Ilyuyuini «Tocka»: pexucepcbko-
KOMYHIKATUBHUI KOHIeNT yTiieHHs». — Kpamidikaimiiina HaykoBa mpars Ha
paBax PyKOITUCY.

HaykoBe 0OrpyHTyBaHHSI TBOPYOI'O MHCTELBKOTO MIPOEKTY Ha 3400yTTH
TBOPYOTO CTYyNEHS JIOKTOpa MHUCTEHTB 3a cremiainbHicTio 026 «CreHiuHe
MucTenTBO» (Tanmy3b 3HaHb 02 «KynbTypa 1 MUCTEITBO»). — HallloHanbHa My3uyHa
akageMmia VYkpainu imeni Il I. YaiikoBcbkoro, MIiHICTEPCTBO KyJbTYpH Ta
iH(popmarliitHoi nonituku Ykpainu, Kuis, 2024.

3micT aHoTanii. MeTa gociaigxeHHs] — OOTPYHTYBaTH CYTHICTh BJIACHOTO
pexucepcbkoro BrieHHs onepu [xakomo Ilywuini «Tocka», BpaxoByroouu
IHTepIpeTanii 1HIIUX TTOCTAaHOBHMKIB, CHCTEMaTH3yBaTH iX 3a 1JIEWHO-
MMOCTAHOBHHIIHKOIO CIIPSIMOBAHICTIO, PO3TJIIHYTH KOMYHIKATHBHI O3HAKW OIEpH,
3/1aTHOT BILUTMBATH HA 3pOCTAHHS MOMYJISAPHOCTI PET1I0HATBHOI My3UYHOI KYyIbTYPH,
Ha aKTUBI3aIlII0 CIIJIKYBaHHSM.

O0’exT pocaimxennss — onepa Jx. [Tyuuini «Tockay .

IIpeamer [OCHiIKeHHSI —  PEKUCEPCHKO-KOMYHIKATUBHUI  KOHIIENT
ytinenHs omnepu JIxk. [lyuuini «Tocka» Ha creHi YepHiBenbkoi 00JacHOI
¢bimapMoHii.

OcCHOBHI 3aBIaHHS JOCJTIIKEHHsI: PO3IVITHYTH ornepy «Tockay B KOHTEKCTI
B KOHTEKCTI €BPONEHCHKOI TeaTpalibHOiI KYJIBTYPH IMEpIOAY HAMKMCAHHS TBOPY;
oxapakrepusyBatu orepy «Tocka» B KOHTEKCTI My3u4HOi TBopyocTi J[x. [Tyuyini,
HOTO Xy0’)KHBO-€CTETUYHI TTOTJISN, CBOEPIAHICTD 1HIUBIyaJIbHOTO CTHIIIO;
3MIACHUTH aHalli3 OCHOBHUX CIIEHIYHMX IMOCTAaHOBOK omep «Tocka»; po3KpUTH
OCOOJIMBOCTI PEKUCEPCHKOTO BTUICHHS OTIEPH B yMOBaX (PLIIApMOHINHOT YCTaHOBH;
OOIPYHTYBaTH JOIUIbHICTh PEXXHCEPCHKUX EKCIEPUMEHTYBaHb, CIPSIMOBAHUX Ha
KOMYHIKAITII0 13 TIsAJa4eM; BIATBOPUTH CYTHICTH PEKHUCEPCHKOTO KOHIICTITY
KoMyHiKarlii Ha ciieHi YepHiBerpkoi o0macHoi (imapmMoHii

MeTtox0J10ris1 1OCTIIZKEHHS IPYHTYETHCSA HA MDKAUCIUIUTIHAPHOMY IMIJIXO/I1,
CY4aCHHMX KOHIICTIIisIX BTIJICHHS OMEPH, PO3KPUTUX B KYyJIbTYypOJIOTIYHOMY Ta
MUCTEITBO3HABUOMY TUCKypCaX.

HaykoBa HOBH3HA JOCIIKEHHS TOJISIrae B Tomy, 1o omnepy Jx. [lyduini
«Tockay Briepiiie po3riIHYTO B aCTIEKTI KOMYHIKATUBHOCTI Ta a/IanTallii BUCTaBH J10
COpUMHATTS 11 mNyOJiKOI0O B yMOBaxX CyCHUIbCTBA, TPaBMOBAHOTO BiHOMO;
OXapaKTEpU30BAHO OCOOJIMBOCTI PEKUCEPCHKOTO BTUICHHS OMNEPHU 3YCHUIUIAMHU
apTUCTIB (GiIapMOHIi, sIKa € HETUIIOBOK MHCTEI[LKOIO JIOKAIIIED NI TTOCTAHOBKH
[LOTO KaHpPY.

IIpakTnyHe 3HAYeHHsi podoTH. Matepiasii HAyKOBOTO OOIPYHTYBaHHS
MOXYTh OyTH BUKOPHCTaHI y HABYAJIbHHUX Kypcax 3 1CTOpii CBITOBOi OmEpHOT
MY3UKH, KyJbTYPOJIOTIYHOI JIITEpaTypH, aHail3y ONEpH, PEKUCYPH MY3UUHOIO
TeaTpy Ta y MOJANbIINUX AOCTIIPKEHHIX 3 TEMAaTUKU POOOTH, a TAKOXK Y MPAKTUYHIN
poOOTI peKUcepiB - IHTEPIPETATOPIB ONEPHOTO KAHPY .

VY Po3zaini 1 po3kputo cBiToBy nonyispHicte onepu Jx. [lyuuini «Tockay
BiJl paHHIX 1i MOCTAaHOBOYHUX BepCid 10 Hamwmx AHIB. B ymoBax cywacHoro
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1H(pOpMaIIITHOrO CyCNJIbCTBA 0COOJIMBOI HAYKOBOI 1 MPAKTUYHOI yBaru norpeodye
TeparneBTUYHA B3a€MOJIS MUTLA-IHTEPHPETAaTOpa 3 MOTEHUIHHOK MyOIIKOI0, SKa
IIOJICHHO 3a3HA€ BIUIMBY BOEHHUX TPUTEPIB ChOTOJICHHS. 3’sICOBAHO OCOOIMBOCTI
PEXKUCEPCHKUX TOMYKIB Y PO3KPUTTI TEMU BIMHM Ta KUTTEBOTO BHOODPY
0COOMCTOCTI, OKPECIICHO HOBITHI IMIJIXOAH IO BUPIIICHHS OMEPHUX «IILIATEPiB» Ha
OCHOBI  icTopiorpadiyHOrO,  IHTETPATUBHOTO,  MDKIUCHMIUIIHAPHOTO  Ta
MDKTaJTy3eBOT0 IMIIXO/IIB Ta HAYKOBOTO aHAIII3Yy 3a3HAYCHO1 MPOOIEMaTHKH.

Y Po3zaini 2, aHanmizyrouu iIeHHO-XYI0XHI OCOOIMBOCTI TBOPY, PEKHCEp-
MPAKTUK MOJENIOE 3arajbHE CIPSMYBaHHS TMPOEKTY, PO3KPHUBAE aABTOPCHKE
KOHLENTyaJlbHE OaueHHs Ta IHAUBIAYyAIbHUI CTUIb. OCHOBY PpEXKHUCEPCHKHUX
NOIIYKIB CTAHOBJISITH MIpall TaKUX Iy4Y4IHIIBCBKUX MOHOrpadicTiB sk Mimensb
Kepapni, npodecop My3uKo3HABCTBA Ta ICTOPIi Cy4acHOI MY3UKH B Y HIBEPCUTETI
[TaBia (Itamii), Hixomac bapanrBanat i1 Amnekcanapi BuicoH, ski JoCHiauiu
KOHTEKCT CTBOpeHHs omep [ly4diHi Ta IHIIMX KOMIIO3UTOPIB-BEPUCTIB Ha 3JaMi
XIX-XX  cromite. HaiiOunbm [MIHHUMHM JDKEpeJlaMud Ui BUBUCHHS U
MEPEOCMUCIIEHHSI Yy  TPOIEeCl  PEeXUCEepPChbKOl  1HTEepmpeTarii, B  SIKHUX
OXapaKTepU30BaHO TMOHATTA «ImepBUHHOCT» «Tocku» 1900 poky, amke 3amym
KOMITO3UTOPA MIT 3MIHFOBATHUCS 3aJIEKHO BiJ MICIIS i1 HOBOTO BTUJICHHS, a KIJIbKICTh
3MIH IIiJl 9ac MEePEeNUCyBaHHIX CIICH aBTOPOM Taka, 110 BUSBUTH BIJIMIHHOCTI MiX
OpPHUTIHAJIOM 1 KOMISIMH JIOCUTh CKJIAJTHO. Y PO3AUTT PO3KPUTO JAETali CTBOPCHHS
aibpeto 3a apamoro B. Cappy, a TakoX HarojomeHO Ha TOMY, LIO aBTOp ONEpU
BIAETHCS JI0 PEKUCEPCHKOT IHTEpIpeTallii CBOro TBOPiHHS. ToMy aBTOp I1i€l poOOTH
K PEXKUCEP-TIOCTAHOBHUK MOSICHIOE IPUUKUHY BUOOPY JUIS ii CLEHIYHOTO BTIJIEHHS
Bepcii onepu 1900 poky, HEHMIOJAaBHO MEPEBUIAHOI y BUIABHULTBI «Pikopai» 3
mupokoro a”orartiero [lapkepa.

Y Pozaini 3 gerasbHO MOKa3aHO KOHKPETUKY Mpolecy peatizaiii onepu
«Tocka» JIx. Ilyuyuini Ha cueni YepHiBeupbkoi oOnacHoi ¢imapmonii im. [I.
['Hatioka. BusBisiroun 0cOOIMBOCTI BTIIEHHS OMEPU B YMOBax HETPAJAMIIIHHOT
MUCTEIBKOI JIOKaIlli Ta pe3yabTaTd IbOTO MPOEKTY SK TMPOJOBXKEHHS TOCT-
MPOYKTUBHOTO TMEPIoay B3a€EMO/IIT MK MUTIEM 1 TTyOJiKOI0, aBTOpKa ameitoe 10
Cy4YacCHUX MPaKTHK B YKpaiHi i 3a ii Mexxamu. [ToeTanmHo po3KpUTO NUIIX pekucepa-
MOCTAaHOBHUKA — B1JI 33J[yMY JI0 HOTO BTIJICHHS, 3 TIOCTPYBAHHSIM POOOTH 3 KOKHOIO
13 BUKOHABCHKUX CTPYKTYP YCTaHOBU OKPEMO, OCOOJMBO 3 COJIICTAMH, HA SKUX
MpUMaaae BCS yBara Iuisjada i siki moTpeOyIoTh Bifl aBTOpa MPOEKTY IUTIICHOTO
OadeHHs Mi3aHCIIEH BUCTaBH. BaXIuBO, 10 B PO3/iJIi 0XapaKTePU30BaHO CITUIbHY
po0OTYy pexucepa 1 JUPUTEHTA K CIIBABTOpA IHTEPHIPETAIlii, a TAKOXK MOCTAHOBKHU
MacCOBHUX MI3aHCIIEH.

Y BucHOBKax MIJI0OUTO MIJCYMKH HAyKOBOTO JOCIHIJKEHHS, 30KpeMa
3a3HadeHo: JIxakomo Ilyuuini cTBoproBaB omepy «Tocka» B  pycni
eKCIIEpUMEHTYBaHb HOBOTO pexucepcbkoro tearpy kiHis XIX — mouatky XX
CTOJITh, EKCTPAIOJIOIYN CBOi BEPHUCTCHKI MOIVISIU HA ICTOPUYHUN CIOKET 3
pealbHUMHU TPOTOTHUIIAMH, ajieé 30CEepelUB yBary HE Ha ICTOpU3MI, a Ha
JIpaMaTypriyHux B3aemo3B’sizkax 3 TBopoMm B. Capay. Kommo3sunis omepu
IPYHTYETbCS Ha 171e1 KUTTA ¥ BUIKMBAHHS TOJOBHUX IepOiB B YMOBaX BOEHHHX
MOTPSACIHB, 17€i, CIIB3BYYHOI aBTOPIl JOCIIDKCHHS 1 BTUICHOI B KOHIENTI i
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BJIACHOTO PEXKHUCEPCHKOTO 3aAyMy. 3IIMCHIOIOYN TTOCTAHOBKH OTEPH B KIIACHYHHUX
ONIEPHUX TeaTpax, PEKUCEPH BAABAIUCH O ICTOPHUYHUX aKIEHTIB. Y CydacHUX
BEpCisIX ONepH TMepeBakae eKCIepUMEHTYBaHHS 3 (opmMaMu BUpPaKEHHS
CUHKPETU3MY KaHPY, IParHeHHsI KOMYHIKYBaTH 3 IJIs1a4€M 32 IOTIOMOTOI0 «YKUBHX)
eMOIlild, a HE ICTOPU3MY. 3 PO3BHUTKOM MOJACPHI3MY 1 mocTMmozaepHismMy «Tockay
HalyacTillle 3a3Ha€ IHTEpIpeTamii B CTWI MOHYMeHmanizMy — 3 OaraTum
JIEKOPYBaHHSM, aKIICHTOM Ha MacOBHX Mi3aHCIIEHAX, HA PEKOHCTPYIOBaHHI (acaiiB
BKa3aHUX MICIIb ICTOPUYHUX MO 1 cUMB01i3MY — 3 AKIICHTOM Ha CIOKETHIH aii. TyT
BaYKJTMBO BOJIOMIITH IPUHITMIIOBO 1HAKIITUM 1HCTPYMEHTAPIi€EM, 3aBISKH IKOMY MOXKHA
MaHEBPYBaTH 3a JOMOMOTOI0 BHPA3HUX JI€Talei, a HE 3arajibHOr0 KOHIIEHTY.
Octanns npeM’epa onepu «Tocka» B YkpaiHi BiOynaca B UepHiBelpKiii o0nacH1i
¢imapmonii  iM. JI. [HaTioka, sKa Mae NOTYXHUM TBOpUMil mnorteHuiaid. Poib
pexucepa B IIbOMY IIPOIIECi CTajla BABHAYAJIBHOO, MOT0 1HIIIaTHBA 1 opraHizalliini
3IATHOCTI 3a0e3Meumnsii CUHEPriiiHy poOOTy ycCiX TBOpYHMX JIaHOK. BiH mocrae
MOJIEpaTOpPOM KOMYHIKallli 3 KOJIEKTMBaMHU (UIApMOHIi, 30KpemMa 3 TpboMa
OPKECTPOBUMHU 1 JBOMA XOPOBHMH, a TaKOX 13 3alpoOIICHUMH COJIICTaMHU Ta
MICLIEBUMH aKTOPaMHU-CITIBaKaMU. Y MPOIECi MOCTAHOBKU BUPINIYBAIUCH BaXKIIUBI
KOMYHIKaTUBHI 3aBJaHHSA: BEpOAJIBHO PO3KPUTH CEHC OMEpH 3acobaMu Bijeo-
KOHTEHTY; alleloBaTH J0 HaJ3aBIaHHs, JOHECTH O Tisjadya aBTOPCHKY 17€l0 3a
JIOTIOMOTOI0 3pUMOT0 KOHTEHTY; MParHyTH, 1100 KOCTIOM Teposi pPernpe3eHTyBaB
HOTO XapakTep Ta IyXOBHY 3MiHY BIIMOBITHO /10 PO3BUTKY CIOXKETHOI JIii OTepH;
PO3’SICHUTH KOXHINA XOpOBIM TPyl CyTHICTh MAacOBUX CIICH, aJDKE XOp IMOYacTu
BUKOHY€ (DYHKIIIFO CAaMOCTIIHOI aKTOPCHKOI JIHII B JipaMaTyprii J1iCTBa, a 4acoM
MOCUJTIIOE  AKTOPCHbKI MPOTUCTOSIHHS, TMPOMOTHUBHO MIATOTYBAaTH TIIAJAIBKY
ayJIMTOPII0 LUISIXOM BHUCTYIIB pexkucepa Ha Tb, iHTepB’lOBaHHS, MPOMOLIi Ha
MeaiHux miargopmax y 3MI Ta comiaibHUX MEpex.

JlonaTKu UTFOCTPYIOTh aBTOPCHKHM TMOTJISA HAa Bi3yallbHE BUPAKEHHS KOHQIIIKTY
oTepH, 11 OCHOBHI CIOKETHI JIIHIT Ta IHTEPIIPETAIIIIO0 XapaKTePiB A1HOBHUX OCI0.

Knrouoei cnosa:onepa [Ix. [lyuuini «Tocka, BepucTcbka ornepa, pexucepChbKuii
Teatp, cueHorpadis, pirapMOHIHHUN TPOEKT, ABTOPCHKUH 3aTyM.



ANNOTATION
Voronova T. «Giacomo Puccini’s opera «Tosca»: the director’s and

communicative concept of implementation» — Qualifying scientific work in
the form of a manuscript.

A creative art project for the degree of Doctor of Arts in the specialty 026 "Stage
Art". — National Music Academy of Ukraine, Kyiv named after P. I. Tchaikovsky.
2024.

Content of the annotation.
The content of the abstract. The purpose of the study is to substantiate the essence
of the director's own embodiment of Giacomo Puccini's opera “Tosca”, taking into
account the interpretations of other directors, to systematize them by ideological
and staging orientation, to consider the communicative features of the opera, which
can influence the growth of popularity of regional musical culture, and the
intensification of communication.
The object of the study is Puccini's opera «Toscay.
The subject of the study is the director's and communicative concept of the
embodiment of Puccini's opera Tosca on the stage of the Chernivtsi Regional
Philharmonic.
The main objectives of the study: to consider the opera «Tosca» in the context of the
European theatrical culture of the period of writing the work; to characterize the
opera “Tosca” in the context of Puccini's musical works, his artistic and aesthetic
views, the originality of his individual style; to analyze the main stage productions
of the opera “Tosca”; to reveal the peculiarities of the director's embodiment of the
opera in the conditions of the philharmonic institution; to substantiate the feasibility
of directorial experiments aimed at communicating with the audience; to recreate
the essence of the director's concept of communication on the stage of the Chernivtsi
Regional Philharmonic.

The research methodology is based on an interdisciplinary approach, modern
concepts of opera performance, revealed in cultural and art historical discourses.
The scientific novelty of the study is that Puccini's opera Tosca is first examined in
terms of communicativeness and adaptation of the performance to the public's
perception in a society traumatized by war; the peculiarities of the director's
embodiment of the opera by the Philharmonic artists, which is an atypical artistic
location for staging this genre, are characterized.

Practical significance of the work. The materials of the scientific substantiation
can be used in training courses on the history of world opera music, cultural
literature, opera analysis, musical theater directing and in further research on the
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subject of the work, as well as in the practical work of directors - interpreters of the
opera genre.

Chapter 1 reveals the worldwide popularity of Puccini's opera Tosca from its early
staged versions to the present day. In today's information society, the therapeutic
interaction of an artist-interpreter with a potential audience that is exposed to the
military triggers of the present on a daily basis requires special scientific and
practical attention. The article identifies the peculiarities of directors' searches in
revealing the theme of war and the life choices of the individual, outlines the latest
approaches to addressing opera ‘“hits” based on historiographical, integrative,
interdisciplinary and interdisciplinary approaches and scientific analysis of this
1ssue.

In Chapter 2, analyzing the ideological and artistic features of the work, the
practicing director models the general direction of the project, reveals the author's
conceptual vision and individual style. The basis of the director's research is the work
of such Puccini monographers as Michel Gerardi, Professor of Musicology and
History of Modern Music at the University of Pavia (Italy), Nicholas Barangwanath
and Alexandre Wilson, who have studied the context of the creation of operas by
Puccini and other verist composers at the turn of the XIX-XX centuries. The most
valuable sources for studying and rethinking in the process of director's
interpretation are those that characterize the concept of “originality” of Tosca of
1900, since the composer's idea could change depending on the place of its new
incarnation, and the number of changes during the author's rewrites of scenes is such
that it is difficult to identify differences between the original and copies. The chapter
reveals the details of the creation of the libretto based on the drama by V. Sardu, and
also emphasizes that the author of the opera resorts to a director's interpretation of
his creation. Therefore, the author of this work, as a stage director, explains the
reason for choosing the 1900 version of the opera, recently reissued by the Ricordi
publishing house with Parker's extensive annotation, for its stage realization.
Chapter 3 shows in detail the specifics of the process of realizing Puccini's Tosca
on the stage of the Chernivtsi Regional Philharmonic named after Dmytro Hnatiuk.
Identifying the peculiarities of the opera's realization in an unconventional artistic
location and the results of this project as a continuation of the post-production period
of interaction between the artist and the public, the author appeals to contemporary
practices in Ukraine and abroad. The path of the stage director is revealed step by
step - from the idea to its realization, illustrating the work with each of the
performing structures of the institution separately, especially with soloists, who
receive all the attention of the audience and require a holistic vision of the
performance's mise-en-scene from the project author. It is important that the chapter
describes the joint work of the director and conductor as co-authors of the
interpretation and staging of mass mise-en-scene.

The Conclusions summarize the results of the research, in particular, the following:
Giacomo Puccini created the opera «Tosca» in the line of experiments of the new
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director's theater of the late XIX - early XX centuries, extrapolating his verist views
on the historical plot with real prototypes, but focused not on historicism, but on
dramaturgical relationships with the work of V. Sardou. The opera's composition is
based on the idea of the protagonists' life and survival in the midst of military
upheaval, an idea that is in tune with the author of the study and embodied in the
concept of her own directorial idea. When staging the opera in classical opera
houses, directors used to emphasize historical accents. Modern versions of the opera
are dominated by experimentation with forms of expression of the genre's
syncretism, the desire to communicate with the audience through “live” emotions
rather than historicism. With the development of modernism and postmodernism,
Tosca is most often interpreted in the style of monumentalism - with rich decoration,
emphasis on mass mise-en-scene, reconstruction of the facades of the specified
places of historical events and symbolism - with an emphasis on plot action. Here it
is important to have a fundamentally different toolkit that allows you to maneuver
with expressive details rather than a general concept. The last premiere of Tosca in
Ukraine took place at the Chernivtsi Regional Philharmonic, which has a strong
creative potential. The director's role in this process was decisive; his initiative and
organizational skills ensured the synergistic work of all creative elements. He acts
as a moderator of communication with the Philharmonic's ensembles, including
three orchestras and two choirs, as well as with guest soloists and local actors and
singers. Important communication tasks were solved during the production: to
verbally reveal the meaning of the opera through video content; to appeal to the
supertask, to convey the author's idea to the audience through visual content; to
strive for the character's costume to represent his character and spiritual change in
accordance with the development of the opera's plot to explain to each choral group
the essence of mass scenes, because the chorus partly performs the function of an
independent actor's line in the drama of the action, and sometimes intensifies the
actors' confrontations; to prepare the audience for the production through the
director's TV appearances, interviews, and promotion on media platforms in the
media and social networks.

The appendices illustrate the author's view of the visual expression of the opera's
conflict, its main storylines, and interpretation of the characters.

Key words: Puccini's opera Tosca, verist opera, director's theater, scenography,
philharmonic project, author's idea.



CIIUCOK OITYBJIIKOBAHHUX ITPALIb 3A TEMOIO

1. BoponoBa T. B3aeMomis HaliOHaJIbHOTO Ta MIXHApPOAHOTO JOCBIAY B
IHTErpalifHO-KyJIBTYPOTBOPUMX MpOIecax ChOToJeHHs (Ha mpukiaai onepu J[x.
[Tyauini «Tocka»). AKTyallbHI TUTAHHS TyMaHITapHUX Hayk, 2024, sun. 76, T.1. C.
83-87.

2. BoponoBa T. Onepa JleBka Konogyba «Iloet» sik BEKTOp pekHCEepCHKOl
akTyanizaiii oopasy Kob63aps B peanisix cbOroieHHs. YKpaiHChKe MYy3HUKO3HABCTBO,
Burl. 47 (2021), C. 28-38.

3.Boponoga T. [IpakTuuHe 3HaYEHHS CIIOBECHOI CKJIaJJ0OBOT ONEPH B KOHTEKCTI
PO3BUTKY pexucepcbkoro Ttearpy XX—XXI cromite, Bicauk KwuiBcbkoro

HAI[IOHAJIPHOTO YHIBEPCUTETY KyJIbTYpH Ta MUcTenTB. Cepisti: My3uuHe MUCTEIITBO,

T. 3, Ne 2 (2020).

IHO®OPMALIA ITPO AITPOBALIIO PE3YIBTATIB JOC/IIIKEHHSA

KBamidikamiiiHy HaykoBy Tmpail0 OOTOBOpPEHO Ha 3acigaHHsAX Kadenpu
OTIEPHO1 MATOTOBKY Ta My3n4HOI pexkucypu HMAY imeni I1. 1. YaiikoBcbKoro.
Marepianiid JTOCHIIKEHHS BUKJIAAEHO B JOMOBIASIX HAa MDKHApOJHHMX Ta
BCEYKpaiHCHKHMX HayKOBO-TIPAKTUIHUX KOH(EPEHITisNX:
1. VYuacte y XXIV BceeykpaiHcbkiil MOMOIKHIN HayKOBO- TBOPUIN OHJIAWH-
KoH(pepeHtii «My3nudHe MUCTEITBO Ta HayKa Ha MOYATKy TPETHOTO TUCSIYOMITTS», 8
rpyaasa 2021 p., m. Opeca.
2. VYyacte y MixkHaponHiii HaykoBo-mipakThuHii koH(pepeniii HMAY im. II.
YaiikoBchbKoro «CBITOBHI Ta YKpaTHCHKUN MY3UYHUN TEaTp y KOHTEKCTI Cy4acHOTO
KYJIETYPHOTO TUCKYpCy», 23 mrotoro 2021 p., m. Kuis.
3. VYyacts y MixkHapoiHiii HaykoBo-nipakTuyHii KoHpepenuii HMAY iwm. II. 1.
YaiikoBcbkoro «My3n4yHO-T€aTpaibHE MMCTEUTBO Yy [I00aji30BaHOMY CBITI:

npobiemu 1 nomyku» 23 mororo 2022 p., M. Kuis.
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4, XXVII MomnomikHa HayKOBO-TBOpYA OHJIaH-KoH(epeHtist «/[ui nayxuy» (28-
29 kaitHs). Oneca, 2023 p.
5. Yuacte y MixHapoaHiii koH(]epeHIii KpearuBHUX 1HAYCTpill «XapkiB.
Kynerypa. 3a511300€TOH: BUKIIUKH, MOKIIUBOCTI, IepcreKkTrBay 27-28 uepBHs 2023,
M. XapkiB (Ha 6a31 M. BisibHIOC).
6. VYuyacte y MikHapOIHIM HayKOBO-IPaKTU4HIN KoHepeHii «HamonansHaui
perepTyap y My3WYHHX Tearpax cBiTy. JloCBim MIATPUMKH, TOMYJIsSpHU3allii Ta
npoMouii» 26-28 mrororo, 2024 p.
7. VYyacTs y Beeykpaincbkiii HayKoBO-pakTHuHIi koHpepeHii «Haykosi 1
TBOPYI1 A1aJIOTH CHIBIIpall y KyJIbTypPHO-MUCTELBKOMY ITpocTOpl YKpainu», M.Kuis,
28-29 tpaBusa 2024 p.
8. I BykoBHHCBKa My3UYHa HAYKOBO-IIpakTU4HA KoH(pepeHuis «CydacHi
npoOieMu KOOpJMHAITT Ta KOMYHIKAIl1 My3U9HOI KyJIbTypu bykoBuHM uepes
npu3My aHaizy AisibHOCTI « ToBapucTBa CIIpUSTHHS My3UYHOMY MUCTELITBY Ha
BykoBuHi»: 10 160-piyust 3acHyBanHs ToBapuctBa Ta 135-pivus Big qHA
HapomkeHHs B. bapsincekoro, M. UepHisii, 4-7 BepecHst 2023 poky (B AKOCTI

Kyparopa Ta J0ToB11a4a).

[TocTanoBka onepu Ha 3axuct BigOynacs 1 xoBTHa 2022 poky o 17.00 B 3ami
YepuiBenpkoi oomacHoi dinapmonii iM. JI. ['HaTioka, M. UepHiBIii.



