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YmansboBa-Pynibko Ipuna BonomummupiBaa. KiHoui o0pa3su B yKpaiH-
cbkiil onepi 1920 — mouarky 1930-x pokiB. — KpamidikaliiiiHa HaykoBa mparis
Ha MpaBax PyKOIUCY.

HaykoBe 00rpyHTYBaHHS TBOPUOTO MUCTEILKOTO MPOEKTY Ha 3100yTTs TBOP-
YOro CTYIEHs JIOKTOpa MHUCTEITB 3a cCremianbHIcTIO 025 «My3udHe MHUCTEIITBOY
(ranmy3p 3HaHb 02 «Kynbrypa 1 MucreutrBo»). — HallioHanbHa My3udHa akajaemis
Vkpainu imeni II. I. YalikoBchkoro, MiHICTEpCTBO KyJIbTypu Ta 1HGOpPMAIIHHOT

noyituku Ykpainu. Kuis, 2023.

3MmicT aHOTAMIl

JIBaAIATI pOKM MUHYJIOTO CTOJITTS — JIpaMaTHYHUNA Nepiof B icTopli Ykpa-
iHHU, Yac SICKpaBUX JOCSTHEHb 1 JI0JICHOCHUX BTpaT. BuHukHeHHs YkpaiHChbKOI Ha-
POJIHOI peciyOiKu 1 030aBIEHHS KpaiHU HE3aJIeKHOCT1, BECEJIKOBI CITO/IIBAHHS
M1 9ac po30yI0BM HOBOTO COIIAJIbHOTO YCTPOIO 1 TPOMAJISTHChKA BilfHA Ta TOJIOM,
BEJIMYE3HI 1HIyCTpiaJibHI OyIiBHUIITBA CTOJMITTS 1 )KeOpallbke ICHyBaHHS HaCEJICH-
Hs1, HeOyBaJie KyJIbTYPHO-MUCTELbKE MIJHECEHHS 1 IIOPOKY CHJIbHIIIE MpParHEHHs
JIep>KaBy OOMEKHUTH Ta MAMOPSAKYBATH CBOIM IIUJISIM TBOPYY CBOOOTY MUTIIIB.

XPOHOJOTIYHO 11 POKH € KYJIbMIHALIMHUM €TalloM KYJIBTYPHO-MHUCTELBKOTO
CTaHOBJICHHs Tepiioi TpeTuHu XX cromttd. IligrotoBana mpUCKOPEHUM 1 Hart-
XHEHHUM DPO3BUTKOM YKPAiHCHKOTO JIyXOBHOTO MOTEHINATy y APYTid MOJOBHHI
XIX cTomiTTS, HOBA €M0Xa PO3MOYMHAETHCS Y BUP1 CTUIBOBUX 1 CTUIIICTUYHUX TO-
IIYKIB, CYTOJIOCHUX OCHOBHHUM €BPOIEHCHKUM TEHJEHIISIM, PAarHeHH1 po30y1yBa-
TH BJACHY CHUCTEMY 3aKJaJiB HAI[lOHAIBHOTO MHUCTEITBA 1 KyJIbTypH. Binkputrts
onepHux cramionapuux (y Xapxkosi, Kuesi, Oneci) 1 mepecyBHUX TearpiB, My3uU-
HUX HIK1J, TeXHIKYMiB (YYWJIMIN) 1 BMILIB, 3aCHYBaHHS XOPOBUX KOJIEKTHBIB, 1H-

CTpYMEHTAJIbHUX aHCaMOIIB 1 OpKecTpiB, JlepkaBHOi (iapMoHIi, JISIBHICTh TBOP-



yux ToBapucTtB (ToBapuctBo iM. M. JleoHTOBHYA), MOsiBA MEPIOIAUYHUX BUIAHb,
y SIKHUX BUCBITJIIOIOTHCS CydacH1 MpoOiIeMHu My3UKU 1 My3UYHOI KYJIbTYpH (KypHal
«My3uka») TiATpUMYBald MUTIIB y iX MparHeHHI TBOPUTH Cy4acHE YKpaiHChbKe
MUCTEITBO.

Omnepue MuctenTBo y 1920-X pokax BigudyBasio Opak HAIllOHAJIBLHOIO perep-
tyapy. [locranoBku omnep M. Jlucenka «Yromnena» (Kuis, 1919), «Tapac bBynn6a»
(XapkiB, 1924) Oynu un HE €IUHUMH HA MMOYATOK NECITIITTA YKPATHCHKUMH CITE-
HiyHuMHU TBopaMu. «ldurenis B TaBpumi» K. Crenenka (1922) ta He3akiHUeHa
omepa «Ha pycamunn Benuknenp» M. JleontoBuya (1921), «Pokcomana» [. Ci-
yuHCbKoro (1909) Tak 1 He moOa4yIK CBIT/IA PaMIld Y 111 POKH. 3 BIAKPUTTIM OMep-
HUX TEaTpiB BIIPOJKYETHCA 1HTEPEC KOMIIO3UTOPIB 110 CIieHIYHOTO xaHpy. [lepe-
Bara HaJa€ThCsl TEPOTUHUM CIOJKETaM 3 1CTOPii YKPAiHCHKOTO HApOJy 1 Cy4aCHOIO
crorofieHHs. Cepesl BUMOT, BUCYHYTHX JEPXABOIO JO MHTIIB — TiJKPECICHHS
y TBOpax COIllajdbHOI TEMaTHKH, KJIacOBOi OOPOTHOH, MPOEKIliA TEMU Ta 1/1ei onepu
Ha Cy4YacHI CyCHUIbHO-TIOMITHYHI MPOLECH, pO3IIsA] (HONBKIOPHUX Ta ICTOPUUYHHUX
JUKEepen sIK 3ac001B IporaraHiy Ta MiJTHECEHHs MPOIECy MEePETBOPEHb Y KpaiHi,
3BEPHEHHSI 10 CIOJKETIB 3 PEaJIbHOTO KUTTA 3 aKIIEHTYBaHHSIM BUPOOHUUYHX (IHIYyC-
TpiaJbHUX) MOTUBIB. Tak 3’SBISIOTHCS OTIEPU HA CIOKETH 3 PAASTHCHKOI AIHMCHOCTI:
«Ickpm» 1. Pozentypa (1924), «Bubyx» b. SInoBcwkoro (1927), «Poznom» B. de-
menial (1928), «A6myneBuit monon» O. Yumika (1930). [IpuBepraroTs yBary Kom-
MO3UTOPIB CIOKETH TEPOITYHOTO MUHYJIOTO YKpaiHChbKOro Hapony: «Kapmemrok»
B. Hopuma (1929), «Kapmenox» B. Kocrenka (1930), iforo s «Kapnatu» (1932),
«Jimm nebecHi» M. Bepukisebkoro (1931). I'epoiko-eniuHa apaMatyprisi AyM BTI-
JeHa y omepax «XBechbko AHmuOep» B. 3omoraprosa (1928), «Cawmiitno Kimkay
(«dyma Yopaomopcekay) b. AAnoBcbkoro (1928). BepmmmHHUM AOCSTHEHHAM MY-
3WYHOI JIpaMaTyprii, 3aBISKH SIKOMY YKpPaiHChKE CIIEHIYHE MUCTEITBO ITiIHIMA€Th-
Csl 10 HaWKpAIIKUX CBITOBUX 3pa3KiB I[bOTO XKaHPy Y XX CTOMITTI, cTasa onepa «30-
notuit 00pyw» b. JIstormmuckkoro (1929-1930).

HesBakatoun Ha OIISAOBI Mparli, MPUCBIYEHI MY3UYHO-CIICHIYHUM TBOpPaAM

tux pokiB (JI. ApximoBuu, M. MuxaiinoB, BIANOBIAHI po3Auin B Ictopii ykpaiH-



ChKO1 MY3UKH), OTIepHEe MHUCTENTBO 1920-X pOKIB ChOTOMHI € OJarOJaTHUM T0JIEM
JUTsl JOCHiTHUKIB. PO3BiIKM MPO OKpemi TBOPH HE JAIOTh OCTaTHHOI iH(opmarrii
CTOCOBHO KYJIBTYPHO-1CTOPUYHOTO KOHTEKCTY, CKJIATHOCTI MPOIIECIB CTUIIE- Ta (o-
PMOYTBOPEHHS, SIK1 CYIIPOBOIKYBAJIM HAPOIKEHHS Cy4acHOi yKpaiHChKoi onepu. B
YMOBaX KyJIBTYpHO-MHUCTEIbKOI mapagurMu XXI cTOMTTS TOCTIIKEHHS HIOAHCIB
CTaHOBJICHHSI Ta BHYTPIIIHHOTO BU3PIBAHHS MPUHIUIIIB HAI[IOHAJIbHOTO MY3HUYHOTO
TeaTpy APYroro AECSITUIITTS MUHYJIOTO CTOJITTS MoTpeOye 1HHOBaLlIMHUX HAyKo-
BUX IIJIXO/IIB, MEPETIAy €TUYHUX Ta €CTETUYHHUX JTOMIHAHT COPUUHATTS apTedak-
TIB THX POKIB 3 TOYKHU 30y 1/1€H, aKTyallbHUX y MEXaxX Cy4YaCHUX MOIIYKiB JTyXOB-
HUX 1cTUH. JKiHOY1 00pa3u B YKpaiHCBKUX ONEPAX THX POKIB PO3MVIANAETHCS JIUILIE
noODKHO M OmIs110BO. BUCBITIIEHHS poITi KIHOYOTO MEPCOHAXKY Y ApaMaryprii, y3a-
rajbHEHHS TUIIOBUX PUC FEPOiHb YKPATHCHKUX OIEP, IX MEHTAIbHOI XapaKTEPHOCTI
Ta HIOAHCIB TICUXOJIOTTYHOTO PO3BUTKY MOTPeOy€e OUIbII IPYHTOBHOTO 1 BCEOIYHOTO
BUBYCHHS.

Mema oocnidocennss — BUSABUTH OCOOJMBOCTI BTUIEHHS Ta JpamarypridHi
byHKIiT *KiHOuMX oOpa3iB B onepax «Ha pycamuunn Benmukaens» M. JleonToBHua,
«XBecbko Ananbep» B. 3onorapsoBa Ta «3010Tuil 00pyu» b. JIsTommHChKOTO.

06’exm Oocnioxcennss — onepu «Ha pycamuun Benmukaens» M. JleonToBuU-
ya, «XBecbko AHauOep» B. 3onoraproBa Ta «3onotuit 06pyu» b. JlarommHchKOTO
y KOHTEKCT1 My3uuHOro muctentsa 1920 — nouarky 1930-x pokis.

IIpeomem Oocnidxcenns — xiHoui oopa3u B ornepax «Ha pycamunn Bennk-
nenb» M. JleontoBuua, «XBecbko AnaOep» B. 3010TaproBa Ta «30510THII 00pYyU»
b. JIaTOmmMHCBKOTO.

Memoodonoeis docniodicerHs CIAPAETHCS HA ICTOPUYHUN, KYIBTYPOJIOTIYHUHN
MIIX0AU. Y PO3BIALI 3aCTOCOBaHI METOAU LIUIICHOTO aHaji3y, CEMAaHTUYHUH, TICH-
XOJIOT1YHUH, ApaMaTypriYHUi acTieKTH aHaJITUHYHOTO MeTtony. OCHOBHU Teopii 1HTe-
prpeTariii BUKOPUCTAHO MPHU PO crienn(iKu BUKOHAHHS BOKAJIBHUX MapTii Ta
3’ICyBaHHI OPUT1HAILHOCTI TPAKTYBAHHS KIHOYMX 00pa3iB KOMIIO3UTOPaMHU.

Teopemuuna 6aza 0ocniodiceHHs CIUPAETHCS HA TIparli 3 1CTOPii YKPaiHChKO1

KyJAbTYPH, MY3UUYHOI KYyJIbTYPH, 1CTOPii MHCTELTB, JIITEPAaTypO3HABCTBA; HAYKOBI



PO3BIAKK 3 1CTOpIi yKpaiHChKOI My3uKW mepmroi TpetuHu XX cromitrsa 1 1920-x
POKIB fK ii KynbMiHALI{, JOCTIIKEHHSI YKpPAiHCHKOI OMEpH Ta OMEPHOI TBOPUOCTI
BKa3aHOTO TEPioay; pO3BIIKH, MOHOTpadiyH1 y3araabHEHHS PO KUTTS, TBOPUICTh
y 1920-T1 poku OKpeMux KOMIO3HUTOPiB, 30kpema, M. JleontoBuua, K. Crenenka,
M. Bepukiscwkoro, 1. Kosunibkoro, JI. PeBynpkoro, b. JIstommucskoro, b. SIHoB-
cpkoro, B. 3omoraproBa, B. demenini, B. ﬁopmua; aHaJIITUYHI TIpalll, MPUCBIYEHI
TBOpaM Ta TBOPYUM METOAAM KOMIIO3UTOPIB, CEMAaHTHYHUM, CTUIHOBHM, >KaHPO-
BUM, CTUJIICTUYHHUM acleKTaM po3misiay apTedakTiB; KIaBipy pO3IISIHYTUX OIEep.

Hayxosa nosusna n0CIiIKEHHS TOJSITA€ y TOMY, L0 BIIEPIIIE:

— BUSIBJICHO JAYXOBHI MIATEKCTH y TPaKTyBaHHI 00pa3iB pycaiok B onepi «Ha
pycanmuuH Bemknens» M. JleoHTOBHYA;

— 3’5ICOBAHO 3B’SI30K XPUCTUSHCHKUX O0Opa3HUX KOHOTAILliil 3 mporuecoM op-
MOTBOpEHHS B oriepi M. JleoHToBHuYa;

— pO3KpUTO poiib 00pazy HacTi-mmHKapku y apaMatyprii onepu «XBECHKO
AHnnub6ep» B. 3o10TaproBa;

— OCIIKEHO aKTUBHY JUHaMI3ytody QyHKIIi0 TemaTtusmy HacTi;

— IPOAHaJI30BaHO CEMAaHTHUKY OOpa3HOro CTaHOBIECHHs oOpa3zy MwupociaBu
B onepi «3omotuii 06pyu» M. JIATOMMHCHKOTO;

— PO3KPUTO pHUcH CUMGOHI3MY y CTaHOBJIEHHI, PO3BUTKY TE€MaTU3My TOJIOB-
HOI repoiHi;

— MPEJICTABIICHO BapiaHT IHTEPIPETAallll BOKaJIbHOI mapTii Mupociasu;

— c(OpMYJIbOBAaHO OCHOBHI CKJIQJHOLII TPAKTYBAaHHS LIbOTO 0ArarorpaHHoro
YKIHOYOTO 00pa3sy.

Ilpakmuune 3nauenHss pooomu. Marepianu HayKOBOTO OOIPYHTYBAHHS MO-
XKyTh OyTH BUKOPUCTaHI y HaBYaJIbHHUX Kypcax 3 ICTOpii YKpaiHChbKOi My3UKH, OIep-
HOI PEeXUCYpH, aHaATI3y MY3UYHHUX TBOPIB, y MOJANBIINX JOCIIIHKEHHSAX 3 TEMaTH-
KA POOOTH, a TAKOXK y MPAKTUYHINA pOOOTI BOKAJIICTOK-BUKOHABHIIL — IHTEPIIPETA-
TOPOK KIHOUMX OTEPHUX CIIEHIYHUX 00pa3iB.

Anpobayis mamepianie oocnioxcenHs BinOyBajacsa Ha 3aciTaHHIX Kadempu

OIEPHOTO CITIBY 1 KadeapH icTopii yKpaiHChKOI My3UKH Ta MY3UYHOI (hOJIBKIOPHC-



TUKH, Ha YOTUPHOX MIKHAPOAHHUX HAyKOBHX KOH(epeHLiax. OCHOBHI MOIOKEHHS
KBaJTi(hiKaIiifHOT HAYKOBOI Mpalll BUKJIAIEHO Y IBOX CTATTSIX, OMYOJIKOBAaHHUX y Ha-
YKOBHUX BUIaHHSX, 3aTBepkeHnX MOH VYkpainu sik ¢paxoBi B ranysi «MuctenTso-
3HAaBCTBOY.

VY Ilepwomy po30ini HaykOBOTO OOIPYHTYBaHHS PO3IVITHYTO PO3BUTOK MY3H-
yHoro mucrenrBa 1920-x, HOro OCHOBHI TEHJEHIIi, CIPSIMOBaHI Ha YTBEPIKEHHS
HaIlOHAJILHOI 11€HTUYHOCTI.

Penecanc HarioHanbHOTo My3udHoro mucrenra 1920-x pokiB OyB 00yMOB-
JICHUH 1THTEHCUBHUM PO3TOPTAHHSM TBOPUYMX MPOLECIB y Apyriit monoBuHi XIX —
noyatky XX cToiiTe. M. JINCEHKO — KOMITO3UTOP 1 MIAHICT 3 €BPONENCHKOIO OCBI-
TOI0 — TEPUINM CTa€ HA IUISX aKTUBHOTO 3aJIyYEHHS YKPAiHCbKOI My3UKHU Y €BPO-
NEeNUChKUI KynbTypHHI mpocTip. yxoBHUME nociiioBHUKamMu M. JluceHnka cranu
KOMITO3UTOPH MoJiofioro nokoiiHHs. Y tBopyocti K. Crenenka, M. JleontoBuya,
SI. Crenosoro, . SlinuneBuua, C. JlronkeBuua, . Komeccu O. ta H. Huxankis-
CBKHMX IPOJOBXKY€ETHCSI CTAHOBJIEHHS IPO(ECIiHOT yKpaiHChKOiI MIKOIH. Po3mupro-
€THCS 1 TOMIIMOIIOETHCS OOpa3HUM, 17IEHHUN J1ama30H MYy3HUKHU.

Komnosutopu 1920-x, HaTXHEHH1 OypXJIMBOKO AMHAMIKOIO 3MIH MOBCAKICH-
HOTO JKUTTS, ITyKAIOTh HOBI MAXOU O TBOPUOCTI, CTAIOTh HA IIJISX BUSABY 1HIUBI-
Jyanai3My My3UYHOTO MUCJICHHS.

CraHOBJIEHHIO HalllIOHAJIBHOI OMEepHOi TBOpUOCTI y 1920-X pokax cupusB psij
bakTopis:

— BIAKPUTTS CTAl[lOHAPHUX ONepHUX TeaTpiB y Xapkosi, Kuesi, Opeci, 3a-
CHYBaHHS IEPECYBHUX TPYIL;

— BUXOBaHHS BUCOKOMPO(ECIMHUX apTHUCTIB-CIIBaKiB, IHTCHCUBHUI PO3BU-
TOK BOKAJIbHOI BUKOHABCHKO1 IIIKOJIH;

— BU3HA4YEHHS (PYHKIT OMEpH SK BUXOBHOTO 1 MPOMAraHAMCTCHKOTO JKaHPY
HOBOI COIIAIBHO-TIOJITUYHOI PEAJIbHOCTI 3 MOCHJICHHIM JIEPKABHOTO KOHTPOJIIO

Haxqg 3MICTOM OIICPHUX ITOCTAHOBOK;



— MOJITHKA YKpaiHi3alii, 3aBAsKU fAKii y My3uyHUN TeaTp Oynu 3aiydeHi
CBITOIVISIAHI 171€1, aKTyalibH1 AJIsl YKPAiHChKOi CIIJIBHOTH, YKpaiHChbKa MOBa (JI10pe-
TO), CHOXKETH 3 HalllOHAJIBHOI 1CTOpii, oropa Ha (OJIBKIIOP.

[IpoananizoBano omepHi 3700yTku M. Jlucenka Ta HOro mMOCHiTOBHHUKIB —
M. JleontoBuua, K. Crenenka, S. CrenoBoro, B. Bbapsincwekoro, C. JlrogkeBuya.
[IpocTexxkeHo 0COOIUBOCTI PO3BUTKY KYIbTYPHO-MUCTELBKUX MPOIECIB K YaCTH-
HU HAIlOHAJ-KOMYHICTUYHOI JOKTpuHU PamsHchkoi Ykpainu. OmepHa TBOpUICTH
K B1AOOpa)KeHHS NPOBIIHUX MHCTEIBKMX TOTOYaCHUX TEHJICHINN 30araruiacs
HOBITHIM 3By4YaHHSM, 3aCO0aMU BHPA3HOCTI, CIOKETHHMH OOpa3amMH Ta TeMaMH
ommkunmu 1o peamiit 0yrrsa (K. Crenenko, onepa «Idirenis B TaBpuai», B. Koc-
tenko «Kapmemok», B. Mopum «Cawmiitno Kimka» Ta in.).

Y Jlpyeomy po30ini neraibHO NMPOAHATI30BaHO CEMAHTHUYHI T4 BUKOHABCHKI
O0COOJIMBOCTI >KIHOYMX 00pa3iB B ykpaiHchKii onepi 1920-1930-x pokis.

Cepen pernepTyapHuX TBOPIB ONEPHUX TEATPiB TUX POKIB — KOMIIO3ULII Te-
POIKO-APaMaTUYHOI TEMATUKH, MOB’A3aHO1 3 ICTOPIEI0 YKPAIHCHKOTO HApoAdy, Horo
BU3BOJIBHUMHU PyXaMH 1]l IPOBOJIOM JIET€HAAPHUX 0COOUCTOCTEH.

Pi3HOMIIaHOBI XapaKTEPUCTUKH OTPUMYIOTH JKIHOYI IMEPCOHAXI B Olepax
1920-x pokiB. [pamarusm croraniB Idirenii («Idburenis B TaBpumai») 1 uucrora
nymeBHUX nmopuBiB Tersinu bepceneBoi («Po310M»), Tipu3M 1 TOTOBHICTH 10 00OpoO-
ThOU 3a cBoOOAy Opanku Mapunu («Cawmiitno Kimikay) 1 3BabnuBicTh SBiru
(«Kapmemntok» B. Kocrenka) — eMOIIIHHICTD, IMITYJbCUBHICTh JIBOYUX IEPEBTI-
JIEHb BIJIITPAlOTh BAXJHMBY POJb y po30ylOBl JIpaMaTyprii Onepu, akUEHTYIOTh
cdepy JIPUKHU 1 TOYYTTIB.

B onepi «Ha pycamuun Benuknens» M. JleontoBuua y Benukognto Hiu py-
cajKy HaOyBarOTh JIIOACHKOI MOA00U, MOXKYTh 3HOBY MEPEKUTH PI3HI BIATIHKU KHU-
BUX TMOYYTTIB: CHpary JitoOOBi, HACOJOLY B XKHUTTAM, 0e3TypOOTHICTh TUTSIYOIO
ceitoctipuitHaTTa (pinan I[lepmoro posniny), MyKu ¥ medanmi, Tpari3mM 3e€MHOTO
XKUTTA (CIOBIII PycajloK Ta XOPOBI «CIIBUYBaHHs» MoApyr y pyromy posainmi),
MOJKJTUBICTH JKEPTOBHOTO TIOJIBUTY 3apajyl CHACiHHS KUTTs (HOBa pycaika y Tpe-

ThOMY pO3/ILii). [HTOHaLIHO-TEMaTHYHA €BOJIIOLIST 00pa3y pycanok Bija midoori-



9HOi ()aHTACTUKHU Yepe3 OJIFOJHEHHS 1 3HOBY MOBEPHEHHS J0 MPUPOAHOi daHTac-
TUYHOI cepH MOB’si3aHa 3 MEPETBOPEHHAM J1a10-TapMOHIYHOI c(hepH, CUMBOII3a-
II€I0 TEPCOHAXKIB OIEpH, MY3WYHUX eleMeHTIB. dopma omnepu B ILUIOMY € BiJIO-
OpaXeHHSM TIePEPOKEHHS KIHOUNX TIEPCOHAXKIB.

B onepi «XBecbko Auanbep» B. 3o10TaproBa, MOPIBHSIHO 3 OAHOMMEHHOIO
MO0, PO3IIMPIOETHCS 1 MOITUOIIOETHCA 3HAYEHHSI €IMHOTO >KIHOYOro 00pasy
(Hacti Kabaunwurti). Lleit mepcoHax € ogHAM 3 AUHAMIYHUX YUHHUKIB MY3UIHOTO
craHoBieHHs. CaMe y i1 mapTii BiI0yBalOThCSI OCHOBHI MEPETBOPEHHSI TEMATU3MY
KOHTpacTHUX oOpaszHux cep. [lepcornax Hacti BrumBae Ha )kaHpOBO-1HTOHAIIMHY
TpaHcdopmailito TematTusmy AHanoepa. UyrreBe Havano, sike 3’ sIBIASETHCS 3aBIISIKU
Hacri, oxorumoe Tamky AnHauOepa i NPU3BOAWTH JIO CHOXKETHOIO MEPEBOPOTY
B ONEpi, M0 MIAKPECTIOE 3HAUUMICTh 1 AUHAMIYHY JApaMaTypriuHy (yHKIIIO KIHO-
YOro NepCOHaXY Y KOMITO3ULIli TBOPY.

HalisickpaBilmm 1OCATHEHHSIM YKPaiHCHKOTO My3UYHOIO MUCTELTBA MEPIIOT
TpeTuHU XX CTOJITTA CTajla FepoiKo-1CTOpUYHa apama «3onotuil 0opyu» b. Jlaro-
IIMHCHKOTO. Y TBOp1 00pa3 LEHTPaAIbHOIO XKIHOYOTO MEPCOHAXKY — JIOHBKU 00s-
puna Tyrapa BoBka MupocnaBu — pO3KPUTHII KOMIIO3UTOPOM 3 OCOOJIMBUM HaT-
XHEHHSIM Ta MPUCTPACHICTIO. BiH € OJTHUM 3 OCHOBHUX PYIIIiiB My3UYHOTO CTaHOB-
JeHHs. Y 11 00pa3l y MONICMHUCIOBIM €THOCTI 3JUTO PUCH Mi(OJIOTIUHOI KIHKH-
BO1HA, JIOOJIIUO1 Ta YyHOI AUTHUHHU 3HATHOTO OOSpHHA, MAJKO 3aKOXaHOI POMaH-
TUYHOI HaTypH, CIIPaBXHbO1 MATPIOTKU CBOTo Hapoxy. EBomonist My3uuHoro oopa-
3y JIBUMHHU TOB’s3aHa 31 B3aEMONPOHUKHEHHSM ii Mesocy 3 TeMaTu3MoM Makcu-
Ma, MMiTHECEHHSM TEMHU KOXaHHS 1 HapOPKEHHSIM Ha KyJbMIHAIIll CIIUJIBHOI 1HTOHA-
1i CEeKCTH — 0araro3HayHoOro CHMMBOJY JIyXOBHOTO €JIHAHHS JBOX CITOPITHEHHX
nyul. BinTBopenHst 00pa3y MwupocnaBu Ha CLieHI NOTpeOye BiJ BHKOHABHII HE
TITBKH aKTOPCHKOI MAaMCTEPHOCTI, & 1 CHJIBHOTO, YyTTEBOTO ¥ SICKPABOTO TOJIOCY.
TpyaHoIIl BOKaJbHOT TAPTii TepOiHI OB’ s13aH1 3 EKCIIPECUBHICTIO BUPAKEHHS T10-
YyTTIB, PI3KUMU MIepenaaMu HACTPOIO, PANTOBUMH 3MIHAMHU €MOIIHHUX CTAHIB.

Cepen OCHOBHHMX TEXHIYHHMX O3HAK BOKAJIBHOI MAPTIii TepOiHi €:

— BEJIMKUN 00CAT NmapTii;



— CKJIQJHE €MOIIIHO-TICUXOJIOTIYHO HIOAHCYBaHHS B 3aJICKHOCTI BiJ] CIIEHI-
YHOI CHUTYaIIil;

— IIAPOKI CTPUOKH, y TOMY YHCII 31 3MIHOIO TECUTYpPH IIiJ yac cmiBy legato
(mepma kapTHHA);

— pi3Ka 3MiHa TECUTYPH 3 TIEPEXiAHOI Y BUCOKY 1 HABITAKU;

— JIOBTre¢ TiepeOyBaHHS y BHCOKIA TECUTYpPl 3 TOJIOCHOIO JIMHAMIKOIO CIIIBY,
KyJbMIiHAIIiTHI MOMEHTH (BOChbMa KapTHHA);

— TIepexiJ MK pI3HUMH €MOIIIMHUMH CTaHaMHM (TPETS KapTHHA);

— TeMOpoBe (iTipyBaHHS Ta poOOTa HaJ CUIIOIO TOJIOCY;
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ABSTRACT

Ushanova-Rudko Iryna Volodymyrivna. Female images in the Ukr-
ainian opera of the 1920s and early 1930s. — Qualifying scientific work on the
rights of the manuscript.

Scientific substantiation of the creative art project for obtaining the creative
degree of Doctor of Arts in the specialty 025 "Musical Art" (field of knowledge 02
"Culture and Art"). — Ukrainian National Tchaikovsky Academy of Music. Kyiv,
2023.

Abstract content

The twenties of the last century were a dramatic period in the history of Ukr-
aine, a time of remarkable achievements and fateful losses. The emergence of the
Ukrainian People's Republic and the loss of independence, bright hopes for a new
social order and civil war and famine, huge industrial construction projects of the
century and the beggarly existence of the population, an unprecedented cultural
and artistic upsurge, and the state's desire to limit and subordinate the creative fre-
edom of artists to its goals.

Chronologically, these years are the culmination of the cultural and artistic
formation of the first third of the twentieth century. Prepared by the roots and ins-
pired by the development of Ukrainian spiritual potential in the second half of the
nineteenth century, the new era begins in a whirlwind of stylistic and stylistic sea-
rches, consonant with the main European trends, and the desire to build its own
system of national art and culture institutions. The opening of opera houses (in
Kharkiv, Kyiv, Odesa) and mobile theaters, music schools, technical schools, and
universities, the founding of choirs, instrumental ensembles, and orchestras, the
State Philharmonic, and the activities of creative societies (the M. Leontovych Soc-

iety). M. Leontovych Society), the emergence of periodicals covering con-
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temporary issues of music and musical culture (the magazine "Music") supported
artists in their efforts to create contemporary Ukrainian art.

Opera in the 1920s lacked a national repertoire. The productions of Mykola
Lysenko's operas The Drowned One (Kyiv, 1919) and Taras Bulba (Kharkiv, 1924)
were almost the only Ukrainian stage works at the beginning of the decade.
"K. Stetsenko's Iphigenia in Tauris (1922) and M. Leontovych's unfinished opera
On the Mermaid's Easter (1921), and D. Sichynsky's Rock Solana (1909) never
saw the light of day during these years. With the opening of opera theaters,
composers' interest in the stage genre revived. Preference is given to heroic stories
from the history of the Ukrainian people and the present. Among the requirements
put forward by the state to artists are emphasizing social themes and class struggle
in their works, projecting the theme and idea of the opera on contemporary socio-
political processes, considering folklore and historical sources as a means of pro-
paganda and elevating the process of transformation in the country, and referring to
real-life stories with an emphasis on industrial motifs. This is how operas based on
stories from Soviet reality appeared: "I. Rosenthur's Iskry (1924), B. Yanovsky's
Whbukh (1927), V. Femelidi's Rift (1928), and O. Chyshko's Yablunevyi Pole
(1930). The composers' attention is drawn to the plots of the heroic past of the
Ukrainian people: "Karmelyuk" by V. Yorysh (1929), "Karmelyuk™ by V. Kostenko
(1930), his "Carpathians" (1932), "Heavenly Affairs" by M. Verikivskyi (1931).
The heroic and epic dramaturgy of dumas is embodied in the operas Khvesko And-
yber by V. Zolotaryov (1928) and Samiilo Kishka (Black Sea Duma) by B. Yan-
ovsky (1928). The pinnacle achievement of musical drama, thanks to which Ukr-
ainian stage art rose to the best world examples of this genre in the twentieth cen-
tury, was the opera "The Golden Hoop" by B. Liatoshynskyi (1929-1930).

Despite the review works devoted to the musical and stage works of those
years (L. Arkhimovych, M. Mykhailov, relevant sections in the History of Ukr-
ainian Music), the opera art of the 1920s is a fertile field for researchers today.
Studies of individual works do not provide sufficient information about the cultural

and historical context, the complexity of the processes of style and form formation
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that accompanied the birth of modern Ukrainian opera. In the context of the cul-
tural and artistic paradigm of the twenty-first century, the study of the nuances of
the formation and internal maturation of the principles of the national musical the-
ater of the second decade of the last century requires innovative scientific app-
roaches, a revision of the ethical and aesthetic dominants of the perception of art-
ifacts of those years in terms of ideas relevant to the contemporary search for spi-
ritual truths. Female characters in Ukrainian operas of those years are considered
only in passing and in a review. Coverage of the role of the female character in
drama, generalization of the typical features of the heroines of Ukrainian operas,
their mental character and nuances of psychological development requires a more
thorough and comprehensive study.

The purpose of the study is to identify the peculiarities of the embodiment
and dramaturgical functions of female characters in the operas "On the Mermaid's
Easter" by M. Leontovych, "Hvesko Andyber" by V. Zolotaryov, and "The Golden
Hoop" by B. Liatoshynskyi.

The object of the study is the operas "On the Mermaid's Easter" by
M. Leontovych, "Hvesko Andyber" by V. Zolotaryov and "The Golden Hoop" by
B. Liatoshynsky in the context of musical art of the 1920s and early 1930s.

The subject of the study is female characters in the operas "On the
Mermaid's Day" by M. Leontovych, "Hvesko Andyber" by V. Zolotaryov and "The
Golden Hoop" by B. Liatoshynsky.

The research methodology is based on historical and cultural approaches.
The research uses methods of holistic analysis, semantic, psychological, and dra-
maturgical aspects of the analytical method. The basics of the theory of int-
erpretation are used to consider the specifics of the performance of vocal parts and
to clarify the originality of the interpretation of female characters by composers.

The theoretical basis of the study is based on works on the history of Ukr-
ainian culture, musical culture, art history, literary studies; scientific research on
the history of Ukrainian music of the first third of the twentieth century and the

1920s as its culmination; studies of Ukrainian opera and operatic creativity of the
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period; research, monographic generalizations about the life and work of individual
composers in the 1920s, in particular, M. Leontovych, K. Stetsenko,
M. Verikivskyi, P. Kozytskyi, L. Revutskyi, B. Liatoshynskyi, B. Yanovskyi,
V. Zolotaryov, V. Femelidi, V. Yorysh; analytical works on the works and creative
methods of composers, semantic, stylistic, genre, and stylistic aspects of the art-
ifacts; scores of the operas under consideration.

The scientific novelty of the study is that for the first time:

— spiritual connotations in the interpretation of the images of mermaids in
the opera "On Mermaid Easter" by M. Leontovych are revealed;

—the connection of Christian figurative connotations with the process of
forming in M. Leontovych's opera is clarified;

— the role of the image of Nastya the Zucchini Girl in the drama of the opera
"Hvesko Andyber" by V. Zolotarev is revealed;

— the active dynamizing function of Nastya's thematic is investigated,;

— the semantics of the figurative formation of the image of Myroslava in the
opera "The Golden Hoop" by M. Liatoshynskyi is analyzed;

—the features of symphonicism in the formation and development of the
main character's thematic are revealed;

—a variant of interpretation of Myroslava's vocal part is presented,;

— the main difficulties of interpreting this multifaceted female character are
formulated.

Practical significance of the work. The materials of the scientific sub-
stantiation can be used in training courses on the history of Ukrainian music, opera
directing, analysis of musical works, in further research on the subject of the work,
as well as in the practical work of female vocalists — interpreters of female opera
stage images.

The research materials were tested at the meetings of the Department of
Opera Singing and the Department of History of Ukrainian Music and Folklore
Music, at four international scientific conferences. The main provisions of the qua-

lifying scientific work are set forth in two articles published in scientific journals
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approved by the Ministry of Education and Science of Ukraine as professional in
the field of "Art History".

The first section of the thesis discusses the development of musical art of the
1920s, its main trends aimed at establishing national identity.

The renaissance of the national musical art of the 1920s was due to the int-
ensive development of creative processes in the second half of the nineteenth and
early twentieth centuries. M. Lysenko, a composer and pianist with a European
education, was the first to actively involve Ukrainian music in the European cul-
tural space. M. Lysenko's spiritual followers were composers of the younger gen-
eration. In the works of K. Stetsenko, M. Leontovych, Y. Stepovyi, Y. Yatsynevych,
S. Liudkevych, F. Kolessa, and N. Nyzhankivskyi, the formation of a professional
Ukrainian school continues. The figurative and ideological range of music expands
and deepens.

The composers of the 1920s, inspired by the rapid dynamics of changes in
everyday life, sought new approaches to creativity and embarked on the path of
individualistic musical thinking.

A number of factors contributed to the development of national opera in the
1920s:

— the opening of stationary opera houses in Kharkiv, Kyiv, and Odesa, and
the establishment of traveling troupes;

— education of highly professional singers, intensive development of the
vocal performance school;

— defining the function of opera as an educational and propaganda genre of
the new socio-political reality with increased state control over the content of opera
productions;

—the policy of Ukrainization, thanks to which worldview ideas relevant to
the Ukrainian community, the Ukrainian language (libretto), stories from national
history, and reliance on folklore were introduced into musical theater.

The author analyzes the operatic achievements of M. Lysenko and his fol-
lowers — M. Leontovych, K. Stetsenko, Y. Stepovyi, V. Barvinskyi,
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S. Liudkevych. The features of the development of cultural and artistic processes
as part of the national communist doctrine of Soviet Ukraine are traced. Opera cre-
ativity as a reflection of the leading artistic trends of the time was enriched with the
latest sound, means of expression, plot images and themes closer to the realities of
life (K. Stetsenko, opera "lphigenia in Tauris", V. Kostenko "Karmelyuk",
V. Yorysh "Samiilo Kishka", etc.).

Chapter Two analyzes in detail the semantic and performance features of
female characters in Ukrainian opera of the 1920s and 1930s.

The repertoire of opera theaters of those years included compositions of her-
oic and dramatic themes related to the history of the Ukrainian people and its lib-
eration movements under the pretext of legendary figures.

The female characters in operas of the 1920s are characterized in a variety of
ways. The drama of Iphigenia’'s memories ("lphigenia in Tauris™) and the purity of
Tatiana Berseneva's emotional impulses (“The Rift"), the lyricism and readiness to
fight for freedom of the captive Marina ("Samiilo Kishka™) and the seductiveness
of Jadwiga ("Karmelyuk" by V. Kostenko) — the emotionality and impulsiveness
of the girls' transformations play an important role in the development of the
opera's drama, emphasizing the sphere of lyrics and feelings.

In the opera "On the Mermaid's Easter" by M. Leontovych's opera "On the
Mermaid's Easter" on Easter Night, mermaids acquire human form, can again exp-
erience different shades of living feelings: thirst for love, enjoyment of life, car-
efree childishness of the worldview (the end of the first section), torment and sor-
row, tragedy of many lives (confessions of mermaids and choral "condolences"” of
friends in the second section), the possibility of a sacrificial feat for the sake of
saving life (a new mermaid in the third section). The intonational and thematic
evolution of the image of the mermaid from mythological fantasy through hum-
anization and a return to the natural fantasy sphere is connected with the tra-
nsformation of the harmonic sphere, the symbolization of the opera's characters
and musical elements. The form of the opera as a whole reflects the rebirth of fem-

ale characters.
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In V. Zolotarev's opera Hvesko Andyber, compared to the eponymous duma,
the meaning of a single female character (Nastya Kabachnytsia) expands and dee-
pens. This character is one of the dynamic factors of musical formation. It is in her
part that the main transformations of the themes of contrasting figurative spheres
take place. Nastya's character influences the genre and intonation transformation of
Andyber's themes. The sensual beginning that appears thanks to Nastia embraces
Andibert's Ganja and leads to a plot revolution in the opera, which emphasizes the
importance and dynamic dramaturgical function of the female character in the
composition of the work.

The most striking achievement of Ukrainian musical art of the first third of
the twentieth century was the heroic-historical drama The Golden Arm by
B. Lyatoshynsky. In the work, the image of the central female character, Myr-
oslava, the daughter of the boyar Tuhar Vovk, is revealed by the composer with
special inspiration and passion. It is one of the main drivers of musical formation.
In her image, the features of a mythological warrior woman, a loving and sensitive
child of a noble warrior, a passionately in love romantic nature, and a true patriot
of her people are merged in a multisemantic unity. The evolution of the musical
image of the girl is connected with the interpenetration of her melody with the
themes of Maxim, the elevation of the theme of love and the birth of a common
intonation of the sextet at the culmination — a significant symbol of the spiritual
unity of two soul mates. Reproducing the image of Myroslava on stage requires not
only acting skills, but also a strong, sensual and bright voice. The difficulties of the
vocal part of the character are associated with the expressiveness of the expression
of feelings, sharp mood swings, and sudden changes in emotional states.

The main technical features of the heroine's vocal part include:

— large volume of the part;

—complex emotional and psychological nuance depending on the stage sit-
uation;

—wide jumps, including changes in tessitura during legato singing (first pic-

ture);
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— abrupt change of tessitura from transitional to high and vice versa;

—a long stay in a high tessitura with loud dynamics of singing, climaxes
(picture eight);

— transition between different emotional states (picture three);

— timbre filiation and work on voice power;

— polytone, polyladic combination of voices of texture, the use of contrasting
polyphony in ensembles (trio from the first picture).

Female characters in Ukrainian operas of the 1920s are effective, active
components of the plot. Their dynamism and integrity, willingness to participate in
the formation of a conflict, to influence the course of events are reflected in sig-
nificant thematic transformations, flexible nuance of emotional and psychological
states, and are the leading driving force in the dramaturgy of the works.

The Conclusions summarize the results of the study, in accordance with the
tasks set out in the introduction.

Key words: Ukrainian opera, opera genre, female characters in opera, Borys
Lyatoshynsky, Mykola Leontovych, Vasyl Zolotaryov, Valentyn Kostenko,
The Golden Hoop, On Mermaid's Easter, Khvesko Andyber, Samiilo Kishka, per-

formance style, interpretation, author's intention, artistic integrity.
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