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In this case, we emphasize the creativity of the creator of the work on the "spirit of the times" and the actual ideas-
images that are actualized in the present. Purpose of the work is to follow the original version of the genre of opera of
S. Hulak-Artemovsky "Zaporozheian beyond the Danube" in contrast to the formed concept of "ltalian imitation", which
impoverishes the ideas about richness of the genre-style compositions in S. Hulak-Artemovsky’s work, focused in the
interpretation of female parties of Odarka and Oksana. Methodological basis is the musicological intonational principle, that
is, the verbal and expressive principle of the interpretation of musical instruments, which has deep roots in national music.
We specially emphasize the methods of the style-genre comparative and musical hermeneutics in the traditions of the works
of E.Markova school. Scientific novelty of the work is determined by the originality of the theoretical idea of the principle
genre-style multiplicity of the work of the Ukrainian composer in inscribing its plot and means into the style-thinking
paradigm of the "Sixtiers" of the nineteenth century and the reactivity to it of the "youth wave" of the early 21st century.
Conclusions. S. Hulak-Artemovsky's opera "Zaporozhets za Dunayem" (A Zaporozhian Beyond the Danube") can not be
evaluated as "modeling of "Italian in Algeria" by J. Rossini or other Italian models, since there is really a complex synthesis
of Italian influences and typologies of comic and lyrized-dramatic operas of French and German traditions. The piece of
work of the Ukrainian author is the only one-of-a-kind in Russian and Ukrainian music reaction to the theme of the conflict of
the "fathers and children" of the Sixtiers of the 19th century. The interpretation of the main characters' parties of Karas and
Odarka does not allow the hyperbole of comedicizing and "aging" of the characters, since by that the poetics of national
history and the dramatic tension in the opposition of the Ukrainian Cossacks to the Turkish patronage are removed.
Odarka's party is built with the principle scale of the range and the genre coverage of the expression indicative of the "full”
soprano, whereas the Oksana's party is less diverse and the range of its singing is narrowed, which indicates the setting for
the mezzo- Soprano as "narrowed" in relation to the soprano as such.
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KaodaHyeesa Hamanisa BopucieHa, conicmka Odecbko2o HayioHarbHo20 meampy onepu i banemy, 3006ysay
Odecbkoi HayjioHarnbHOI My3uy4Hoi akademii im. A.B.HexdaHosoi

XiHoui nepcoHaxi onepwu "3anopoxeub 3a flyHaem" C. lN'ynaka-ApTeMiBCbKOro Ta ix gons y noctaHOB-
kax OgecbKkux My3M4YHUX TeaTpiB

AKUEHTYETbCA PeaKTUBHICTb KOMMO3MTOPa Ha "Ayx Yacy" i akTyani3oBaHi B cy4YacHocTi igei-obpasn. Meta — npo-
cniakoByBaHHs opuriHanbHoi Bepcii »aHpy onepu C. N'ynaka-ApTemoBcbkoro "3anopoxeup 3a [lyHaem" y npoTUCTaBneHHi
ycTaneHi KoHuenuii "itaniicbkoro HacnigyBaHHs".. MeToA0NOriYHOK OCHOBOK € MY3MKO3HaBYMMA IHTOHAUINHMIA nigxia,
TO6TO MOBMEHHEBO-BUPA3HUIA MPUHLMN TPaKTYyBaHHA My3W4HUX 3acobiB, WO MatkoTb MNOOKI 3aCHOBKM B HaLLiOHamNbHINn My-
3udi. MNpwn upOMy crneujanbHO BMAINAEMO METOAW CTUINBBO-KAHPOBOIO KOMNAapaTuBY i My3UYHOI repMEHEBTMKM B TPaAMLIAX
wkonn O.MapkoBoi. HaykoBa HOBM3Ha BM3HayeHa OPMIHANBHICTIO TEOPETUYHOI iAel NMPUHLMMOBOI XaHPOBO-CTUMLOBOI
MHOXWHHOCTI TBOPY YKPaiHCbKOro KOMMO3WUTOpa 3a BNUCaHICTIO MOro CHOXKETY Ta 3acobiB y CTUINbOBO-MUCIIMHHEBY Napagur-
My "wecTtupecsaTHukiB" XIX cT. i peakuii Ha Hei "monogikHoi xBuni" noyatky XXI ct. BucHoBku. Onepa C.['ynaka-
ApTemoBcbKoro "3anopoxeub 3a [lyHaem" He Moxe OyTu ouiHeHa sik "mMoaentoBaHHSA" iTanincbKMx 3paskiB, OCKIMbKW B Hill
NPUCYTHIN CKNagHUA CUHTE3 iTanincbkUX BNAMBIB Ta TUMNOMOTiN KOMIYHWX, NipU3oBaHO-ApaMaTn3oBaHuxX onep dpaHLy3bKoi
Ta HiMeupbKOi Tpaaumuin. TBip yKpaiHCbKOro aBTopa € €AMHOI Y CBOEMY POAI B POCINCHKIN | yKPaIHCBKIN My3uLi peakuieto Ha
TemaTuKy KoHdnikTy "6aTtbkiB i Aiten" wectngecatHukie XIX cT. TpakTtoBka napTin ronoBHux repois Kapacsa n Opgapku He
gornyckae rinepbony KoMikyBaHHS Ta "3iCTaptoBaHHA" NEPCOHAXIB, OCKINbKM TUM CaMMM 3HIMAETLCA NMOETUKA HaLioHaNbHOI
icTopii Ta ApamaTnyHa Hanpyra B NMPOTUCTOSHHI YKPaiHCLKOro Ko3auTBa Typeubkomy natpoHaTosi. MNapTtia Opapku Bubyao-
BaHa 3 NPUHUMNOBMM PO3MaxoM Aiana3oHy Ta XaHpOBOro 06Csiry BUpaXKeHHs, MOKa3oBoro Assi "MoBHOro" conpaHo, ToAi sk
naptist OKCaHW MEHLU Pi3HOMaHITHa, Lo BKAa3ye Ha YCTaHOBKY Tpaaumuii MELLO-CONpPaHo K "3ByXeHy" LLOA0 repoiku Bupas-
HOCTi conpaHo.

KnroyoBi cnoBa: My3u4HUn CTUMb, XaHp Y My3uui, napTii conpaHo B onepi, napTii MeLLo-conpaHo B onepi, Bu-
pasHicTb TeMOpy OnepHOro ronocy.

KadaHyeesa Hamanbsi BopucoeHa, conucmka O0ecckoeo HayuoHalbHoO20 meampa onepsb! U banema, couc-
kamesnb Odecckoli HayuoHanbHOU My3blkanbHoU akademuu um. A.B.HexdaHoeou

XeHckne nepcoHaxu onepbl "3anopoxel 3a flyHaem" C. N'ynaka-ApTeMOBCKOro u ux cyab6a B nocra-
HoBKax Oaecckux My3biKanbHbIX TeaTpoB

B paboTe akueHTMpyeTCst peakTMBHOCTb KOMMO3MTOpa Ha "oyX BpeMeHWU" 1 akTyanuampyoLlmnecs B COBPEMEH-
HOCTM upaeun-obpasbl. Llenb paboTbl — npocnexveBaHne opurmHanbHoOW Bepcum xaHpa onepbl C.l'ynaka-ApTeMoBCKOro
"3anopoxey 3a [lyHaeM" B NpOTMBOMOCTaBNEHMN YCTAaHOBUBLLENCHA KOHUENUUN "uTanbsaHckoro nogpaxarHusa". Metogo-
JIOrN4eCcKOM OCHOBOW SABMSETCA MY3bIKOBEAYECKUI MHTOHALMOHHBIN NOAX04, TO €CTb PEYEBO-BbIPA3UTENBHbBIA MPUHLIAM
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TPaKTOBKM My3blKalnbHbIX CPeACTB, UMEILMIA rnMybokme OCHOBaHUS B HaLMOHanbHOW My3bike. [py 3TOM cneuunanbHO
BblOENsSieM B HEM acnekTbl METOOOB CTUIIEBO-XXAHPOBOrO KOMMapaTvMBa M My3blKarbHOW repMEHEeBTUKM B Tpaguumsx
wkonbl E.MapkoBoi. HayyHass HOBU3Ha onpefeneHa OpuUrMHanbHOCTBIO TEOPETUYECKON uaeu NPUHLMNUANbLHONM XaH-
POBO-CTUINEBOW MHOXECTBEHHOCTU NPOM3BEAEHUS YKPAUHCKOrO KOMMNO3MTOopa No BNYCAHHOCTU €ro CloXXeTa M cpeacTB B
CTWUMEBO-MbICIIMTENbBHYIO NapaaurMy "wecTnaecatHnkoB" XIX Beka 1 peakTUBHOCTU Ha Hee "MOMOAEXHOW BOSHbI" Hava-
na XXI ctonetus. BeiBogbl. Onepa C.['ynaka-ApTemoBckoro "3anopoxel 3a [dyHaeMm" He mMoxeT ObiTb OLEeHeHa Kak
"MogenupoBaHue" ntanbsaHckux obpasLoB, NOCKONbKY peanbHO NPUCYTCTBYET CIOXHbIA CUHTE3 UTaNbAHCKUX BINSHWUN 1
TUMNONOMMIN KOMUYECKMX, NTMPU3NPOBAHHBIX-ApamMaTU3NPOBaHHbIX onep paHLy3CcKon 1 Hemeukow Tpaguumin. CoumHeHne
YKPauWHCKOro aBTopa SBMSETCA eAWHCTBEHHOW B CBOEM pOAE B PYCCKOM W YKPAWHCKOWM My3blke peakunen Ha TemaTuky
KOHGNMKTa "oTUOB M aeTen" wecTtnaecsatHnkoB XIX Beka. TpakToBka napTuii rnaBHbixX repoes, Kapacs n Opgapku, He
ponyckaeT rmnepbornbl KOMUKOBaHMA 1 "cocTapuBaHMsa" NepcoHaXer, NOCKOMNbKYy TEM CaMblM CHUMAaeTCS MO3TUKa Hauu-
OHanbHOW UCTOPMU M ApamaTU4ecKoe HanpsXKeHne B NMPOTMBOCTOSHUM YKPAUHCKOrO Ka3avecTBa TypeLKOMy naTpoHary.
Maptua Ogapkn BbICTPOEHA C MPUHLMNMANbHBIM pasMaxoM Auana3oHa 1 KaHpOBOro oxBaTa BblpaXkeHWsl, NokasaTenb-
Horo Ans "nonHoro" conpaHo, Torga kak napTusi OkcaHbl MeHee pa3Hoobpa3Ha, YTO yKasblBaeT Ha YCTAHOBKY Ha Tpaau-
LIMI0 MeLL0-ConpaHo Kak "Cy>KeHHYH0" Mo OTHOLLEHWIO K FepOUKe BbIpa3nTenbHOCTU COMpaHo.

KntoueBble cnoBa: My3blkarnbHbIN CTUMb, XXaHP B My3blke, NapTuM COMpaHo B onepe, NapTum meuuo-conpaHo B
onepe, BbIpa3nTenbHOCTb TEMOpa onepHoro romnoca.

The relevance of the topic under consideration is determined by the inexhaustible interest in the work
of the genius of Ukrainian music — the opera "Zaporozhets za Dunayem" ("A Zaporozhian Beyond the
Danube") by an outstanding singer and composer, a pupil of the great M. Glinka, S. Hulak-Artemovsky. The
comic opera, which responded to the heroic and dramatic pages of the history of the Ukrainian Cossacks,
holds the stages of Ukrainian theatres, the listeners of each next generation find something acceptable and
understandable, based on the truth of the historical vicissitudes of the representatives of the Zaporozhian
Sich. The author of the research as a performer of the role of Odarka in this opera participates in productions
of Odessa opera as well as in the performance of the Ukrainian Drama Theater, which traditionally tries to
reach the operatic scale of its musical performance. In the writings of Ukrainian researchers this work has
repeatedly become the subject of analysis, including the works of A. Kuliyeva, I. Drach, G. Hyrsa, O. Honchar,
and others [7; 4; 3; 2], demonstrating incessant discussions about the meaning and expressive means of the
amazing creation of the Ukrainian Master.

In this case, we emphasize the creativity of the creator of the work on the "spirit of the times" and the
actual ideas-images, actualized in the present, especially with regard to the characterization of female
characters as the subject of the author's research activity. Purpose of the work is to follow the original
version of the genre of the opera S.Hulak-Artemovsky "Zaporozheian beyond the Danube" in contrast to the
formed concept of "ltalian imitation”, which impoverish the ideas about richness of the genre-style
compositions in S. Hulak-Artemovsky’s work, focused in the interpretation of the female parties of Odarka
and Oksana. Accordingly, the main tasks: 1) the identification of multiple typological correlations of the opera
in its reaction to the "conflict of generations" of the 1860s with analogies to the youth ideas of the present;
2) emphasizing the focus in the party of Odarka on expressive means of a heroic character, represented by
Rossini soprano with the resulting interpretations of contemporary production directors.

With the methodological basis there emphasized the musicological intonational principle, that is, the
verbal and expressive principle of the interpretation of musical instruments [1], which has deep roots in
national music, while specially emphasized in it aspects of the methods of the style-genre comparative and
musical hermeneutics in the traditions of the works of the E.Markova school [ 5]. The scientific novelty of the
work is determined by the originality of the theoretical idea of the principle genre-style multiplicity of the work
of the Ukrainian composer in inscribing its plot and means into the style-thinking paradigm of the "Sixtiers" of
the nineteenth century and the reactivity to it of the "youth wave" of the early 21st century. The practical
value of the work is in its demand in the practice of theatrical performance and enriching the training courses
in the history of performing in special music schools of higher and middle level.

The last decades in Ukraine and beyond it there intensified "exposing" efforts to the authors of these
or other brilliant works — as was the case in the position of Y.SZinkevych, who defended the idea of
P. Tchaikovsky's plagiarism in relation to the ideas of A.Rubinshtein's subjects [8, 476]. We can find
something correlated in the speech of I. Drach [4], which defends the idea of the "Ukrainian paraphrase” on
"ltalian in Algiers" by J. Rossini — as applied to "Zaporozhets za Dunayem" ("A Zaporozhian Beyond the
Danube") by S. Hulak-Artemovsky [4]. Whatever the Italian manifestations in this work are — they are logical,
for any creative act is carried out with the support of some ideal model, determined by the selected genre
typology, while the same lItalian touches in the classical genre opera genre for this national school are
organic. However, the main genre marker here is a comic opera with conversational dialogues, that is, a
French or German model of a "small" opera is represented.

In the 1860s, when the Ukrainian opera under consideration was being created, two great creations
appeared in comic genre, but with the dramatic context of comprehension of comic collisions — "The Bartered
Bride" by B. Smetana (1866) and "The Master-Singers of Nuremberg" ("Die Meistersinger von Nirnberg") by
R.Wagner (1867). In the latter of the works mentioned, conversational dialogues, according to the ltalian
model, are replaced by recitative, but the opera of the Czech master reproduces a singspiel — the Slavic
style — the plan for constructing the whole. And this genre-typological choice did not prevent the detection of
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dramatic manifestations, plot-determined by everyday events. However, the allegory of "polka opera" as
containing the sign of the national-Czech declaration included dramatic sections of expression, conditioned
by the cumulative context of Czech national self-assertion after the uprising in Prague in 1848.

S.Hulak-Artemovsky had a real choice of interpreting the comic genre, but with the clearly
emphasized "ltalianisms" in a number of turns of the line of characters of Karas and Odarka to the buffoon
characters, he still chose the version of the whole — in the covenants of the dramatized singspiel of the
German school. It should not be forgotten that the great mentor of the Ukrainian musician, M. Glinka, with
obvious appeals to the Italian operatic experience, nevertheless brought the latter closer to the searches of
the German school, symphonizing the action and creating monothematic structures to cover the vocal
manifestations of the whole opera performance. It was the author of "Ruslan”, whose timbral-registrar
interpretations did not coincide with the everyday notions of youth-senium: the tenors are good old men,
beloved — Ruslan and Liudmyla — bass (baritone, usually performs bass baritone) and soprano, moreover,
Rossini, that is, without forced upper notes and with a strong first octave.

Hulak-Artemovsky was definitely familiar with Italian and German operas, which had brought bass
and strong sopranos on the leading position.

In thesis of A.Ya.Kuliyeva there are extremely significant observations concerning the essence of the
plot and genre refractions of this opera in Soviet productions of the mid-20th century:

"It is known that in 30-s of the 20th century there was realized the edition by V.Yorysha, which
simplifies parts of characters and stage situations. This was due to focus on performance in Moscow in the
days of the first decade of Ukrainian literature and art. The official solemnity of ten-day performance
promoted exacerbation of historical and social background of the work in terms of piety of Stalinist governors
(Peter I, Catherine Il, Selim Pasha ...). So hints at the tragic events in Russia in the 18th century,
participation of Cossacks, which led to the threat of genocide against the Ukrainian Cossacks in every way
'‘were slowed down' and dramaturgically ‘alienated’. This formidable theme of Ukrainian rebellion was
peculiar for creative work of the Sixtiers of the 19th century. And in Soviet Ukraine after a man-made famine
of 1932 — 1933, it was the invoke of the theme of Cossacks that led analogy with the idea of revenge. This
fear of historical parallels can be explained by demonstrative aggravation by the production directors of
humorous components of music and stage action” (italics by N.K.) [7, 73-74].

The adaptation mentioned in the work of S. Hulak-Artemovsky and the theme in it of the Ukrainian
Cossacks in the direction of leveling of the dramatic nature of the parties and moving them towards comedy,
as we see, corresponded to the preferences of the Soviet production directors of the 1930s. And the main
lever of this reinterpretation was the manipulation of tessutura-register indicators of parties of the main
characters. In the work by A.Kuliyeva cited above rightly explained:

"At the same time Yorysh and his supporters reconsidered the parties of Karas and Odarka towards
artificial reduction of the vocals, contrary to their interpretation of the composer. At the same time the party of
Oksana, without tessutura transfer of it to a different altitude, was an incentive to the interpretation of
soprano, as if for emphasis of the heroine's youth in contrast with the comparison made by lower parties of
Odarka and Karas "[7, 74].

This idea of the production directors of the 1930s is extremely popular with contemporary directors,
who are pushing the parties of Oksana and Andriy to the leading position in the opera [2]. However, in
Odesa National Opera and Ballet Theater and this "renewal" of the piece of work of Hulak-Artemovsky
seemed to be restrained: Oksana's solo numbers were raised for a second, and Odarka's, accordingly, were
lowered, transferring her to the "minor party role". Of course, there was a contradiction in the sound of solo
and ensemble numbers, as they were written by the composer, singling out Odarka as a feisty and imperious
Cossack-woman, who took care of the orphaned Oksana and defended her at all stages of the narrative
peripeteia of the opera.

Again, we turn to the generalizations of the researcher, who worked over analytical and cantatory-
practical party of the heroine of the opera by Hulak-Artemovsky:

"Party of Odarka embodies strength and authoritativeness of "Ukrainian Valkyrie", whose energy
caused imagery shaping of the core ensemble opera duet scenas. Odarka is a high full soprano of
composer's idea that meets strength and youth of the heroine, but her voice mobility highlighted by
comparison with the party of Oksana. Romance of the latter "Clear moon ..." is contemplative, prayerful, built
on the same sixth tone as the beginning of a duet No 4 with Odarka's solo part where the character appears
in angry excitement and an orientation in singing to the dancing movement" [7 75].

This conclusion fits perfectly into the analysis materials, starting from the first, entering, act of the
party of this heroine — doing a duet with Karas No 6, in which her solo performances initiate musical
development, and the first replica ("Where do you spring from?") built with the support on sixth tone, brings it
closer to Oksana's sixth lyrical song No. 3 ("Clear moon") — the interval of the sixth symbolizes perfection,
since it is an indicator of the interval of the ladylike structures of the ancient church music (and the modes of
the domestic echoes chant, and the western Gregorian). In this duet in the party of Odarka, the highest note
is indicated by the altitude as? (the highest note in the Oksana's party is shown in No. 3 — this is a?).

The lowest sound of Odarka's party is h in the final hymn "Ukraine, the native shore" — it is the
particular heroine who destined to declare the sacred words of Allegiance to the Motherland. The total
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volume of the party — from as? to h — exceeds the volume of Oksana's party (from a? to d*'), which indicates
that the party of Odarka is intended for a full soprano, while Oksana performs, at Rossini dimension, mezzo-
soprano. The party of Odarka "overlays" the party of Oksana and according to the variety of genre
manifestations: in duet with Karas No. 6 there are introduced genre sections of the masculine heroic activity
of the heroine (the aforementioned beginning of the duet), her "lamentation" statements ("You are hang out
days and nights"), and also the real "soprano bouffe (comedy)" (the final part of the duet), the purity of the
lyric outpouring from Odarka — in No.17 and 25, the first of which is the household confessional lyricism,
whereas in the grand finale, as noted above, the hymn lyrics is presented.

In comparison with the genre scenario of the Odarka's party, Oksana's party is simpler, it, generally,
fits into the everyday-lyrical sphere of expression. It is significant the correlation of the party of Odarka and
Oksana's party in the quintet No. 20, which constitutes the "small finale" of the opera. Odarka's party sounds
higher than Oksana's party, thereby once again emphasizing the priority of the full soprano in the
performance of this heroine — the operatic role of mezzo-soprano in the lyrical party of Oksana.

Dynamism of Odarka's party is significantly increased to the third action, in which the first act in it
(collectively No. 17) and the aforementioned chant in the final — belongs to Odarka. No. 17 "Oh, mother told
me" represents the classics of Ukrainian song and romance lyrics, corresponds to what is usually defined as
"Ukrainian bel canto". This act — a noble cantilena on a descending melodic sequence, based on the penitential
figure catabasis, containing repetitions-operas, creating the effects of a hidden two-voiced symbolizing the
scholar ecclesiastical idea of expression. This smiling repentance of the heroine for the audacity of her young
love can sound convincing only in the mouth of a young woman. If this role in performance on the stage
"become old", then there appears a shade of caricature of the image of Cossack chivalry.

After all, the contour mentioned on catabasis determined the expressive essence of the combat song
symbolizing the glory of the Ukrainian Cossacks — "ZaporozhetszaDunayem" ("A Zaporozhian Beyond the
Danube"), the text of which had a poetic translation into German and was sung all over Europe, and the
great L.Beethoven proposed his adaptation of the famous military anthem. Beethoven earlier than half a
century from M. Glinka, was also adapted by Kamarinskaya, that was also a sign of military prowess of the
Kamarinians, equated to the Cossacks — and in her also the penitential figure catabasis constituted the core
of the exposition. In the final part of the finale of the famous "Moonlight Sonata”, the motive of this melody of
farewell to love is explicitly quoted — for the sake of the feat of Accomplishment. This is the program
underlying reason for this penitent-cathartic composition, which introduces the motif of the musical "forgive"
to G. Guicciardi, which formed the isolated but transient image of the creative ministry of the great Wenz.

There mentioned melodic images of the Cossack anthem "ZaporozhetszaDunayem™ ("A Zaporozhian
Beyond the Danube"), feisty Kamarinskaya, emblematized musically military glory of Russia and
representing its Cossack units, was not completely parodic by Hulak-Artemovsky in the party of Odarka: the
student of M. Glinka was not capable of the blasphemy of irony regarding the glory of Ukraine. Accordingly,
the "Ukrainian Valkyrie" Odarka in her confession song about the young desire to love in spite of domestic
prohibitions defines an expressive meaning that is revealed joyfully and ecstatically in the chants of the final
chorus "There Behind the Silent Behind the Danube", where we again find the penitential figure catabasis:
after all, the idea itself of returning to the Homeland as repentance before the Fatherland for forced apostasy
determined the whole plot turn of this comic and dramatic-psychological opera.

This work, as abovementioned, is built according to the plan of the dramatized singspiel of the post-
Webern type — see the operas of G. Marschner and A. Lortzing. This is especially true for the opera "Tsar
and Carpenter or Two Petra" (1837, which was repeatedly staged in Odessa Opera), which is extremely
popular in Russia (perhaps more than the "Italian in Algiers" by the great J. Rossini), in which the idea of the
character's presentation in two images, deliberately mundane and authenticity of the power of the person
holding it — is clearly seen in the ratio of the comic Karas-Turkishman and Karas- Zaporozhian Cossack,
representing the chivalric elite of the Ukrainian nation.

S. Hulak-Artemovsky decide in the original version of the plot and the characters primarily that he is
the only composer among Russian and Ukrainian, who captured the conflict of the generations of the sixtiers
(see I. Turgenev's novel "Fathers and Sons", 1861). Moreover, in a chronologically outrunning parallel to the
Meistersinger, R. Wagner (1867), which also reflects the drama of fathers and children, the Ukrainian author
singled out a patriotic foreshortening that allows mutual misunderstanding of representatives of different
generations. And in this case, a fundamental antithesis to the same theme in "Don Carlos" by G. Verdi
(1867), in which the father and son (and this same in the drama of F. Schiller) are put in a relationship that
excludes their reconciliation.

This refers to the interpretation of the party of Odarka as a detailed genre and high-intonational
expression, correlated with a complex of means, indicative of the leading parties of large operas. Performing
“reduction” of the handling of this party belittles the heroic meaning of the work written in the comic genre,
but according to the typological transformations that took place in the middle of the nineteenth century,
containing both dramatic and intensely lyrically manifested expressive means. Musical evidence in favor of
the above said is the symphonic unfolding of the finals, among which the finals of the first and third acts are
distinguished by the originality of the genre-timbre saturation. For the duet No. 6, which completes the |
action, is a vocal sonata symphony, in which three contrasting parts are closer to the parts of the
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instrumental cycles in terms of tempo and type of genre interpretation, singled out as essential indicators of
the drama of both large and comic "small" operas far from the end of the 18th century.

The unfolding of the vocal-symphonic decision of the final of the third action is supported by the
dynamics of the presentation of folk-choral scenes, marked by the nature of the lyric canticle (No. 2, 4), with
the corresponding textural-timbre indicators, in Act I, contain dramatic corrections of the comparison of the
Ukrainian-Cossack and Turkish parts in the Il act. The interpretation of folk choral scenes in the final of the
third act, where, Oksana's solo is followed by triumphal canticle-Allegro, which is an enriching manifestation
of the genre-typological specificity of canticle singing, which is noticeable in the Ukrainian tradition in a
predominantly chamber-lyrical manifestation (this is also shown in the | act of the opera).

However, the dramatic energy of the musical action of the opera clearly transforms the adopted genre
settings of the national singing — canticle — expression, bringing the mighty power into the hymnal ecstasy of the
final address to the Motherland ("Behind the quiet behind the Danube"), including passages chanting indicative of
high operatic style (and not widely developed in the solo parts of this work). Thus, the composer with the help of
the musical means of vocal figurativeness accentuated as the highest expressive value — a patriotic impulse, the
individual meaning of which is emphasized by the fusion of the virtuosity of solo and choral sounds.

Summarizing the abovementioned, it should be noted:

- S. Hulak-Artemovsky's opera "Zaporozhets za Dunayem" ("A Zaporozhian Beyond the Danube")
can not be evaluated as "modeling of "Italian in Algeria" by J. Rossini or other Italian models, since there is
really a complex synthesis of Italian influences and typologies of comic, lyrized-dramatic operas of French
and German traditions;

- the piece of work of the Ukrainian author is the only one-of-a- kind in the Russian and Ukrainian
music reaction to the theme of the conflict of the "fathers and children" of the Sixtiers of the 19th century,
defining the original principle of treating the comic genre as a way of focusing attention on the historical
realistic aspects of artistic imprinting of the national idea (comparable to "The Master-Singers of Nuremberg"
by R. Wagner, written years after);

- the interpretation of the main characters' parties of Karas and Odarka does not allow the hyperbole
of comedicizing and "aging" of the characters, since by that the poetics of national history and the dramatic
tension in the opposition of the Ukrainian Cossacks to the Turkish patronage are removed;

- Odarka's party is built with the principle scale of the range (h-as?) and the genre coverage of the
expression indicative of the "full" soprano, whereas the Oksana's party is less diverse and the range of its
singing is narrowed (d'-a?), which indicates the setting for the mezzo- Soprano as "narrowed" in relation to
the soprano as such.
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