Omnepa (paHIy3bKOrO TeHis BRanO MOEHaTA B coOi BOKAIbHI Ta [paMaTydHi
TaJIaHTH, 10 poOUTD il BUKOHAHHA IaM ATHUM I IAfadiB. Ma6yTb, caMe B LbOMY
IIPUYMHA TOTO, L0 CYYacHi IIOCTAHOBKY i€l OMMCKYYOl Omepy 3aBX/AN JyXe OdiKyBaHi
y6IiKoko.

C. Iaceka

BUKOHABCBKWU AHAJI3 OBPA3Y [KYJIbETTU
3 OMEPHU LL. T'YHO «POMEO TA IKYJIBETTA»

S. Paseka

PERFORMANCE ANALYSIS OF THE IMAGE
OF JULIET FROM THE OPERA BY CH. GOUNOD “ROMEO AND JULIET”

Omnepa ¢paniyspkoro kommnosutopa laprs Tyno «Pomeo ta [xymbertar, 6e3cym-
HIBHO, € HaJ1ACKPABIIIOI0 CTOPiHKOI (paHIy3bKOI TipUYHOI onepy, y AKiit cyMmHa icTopis
XBWJTIOE Ta pO30YPXYe ceplie, TOMY 110 3adillae Bi4HY TeMy TPariaHo po3buTOro KOXaHHs.

Ha BifMiHy Bifi iHIIMX KOMIIOSUTOPCHKUX Bepciil, y Binomiit omepi III. I'yHo o6pa3
JDKY/IbETTH SIK OfVH 13 LIeHTPaIbHUX NePCOHAXIB Tparefii € 0co6/MMBO HaraTorpaHHIM
Ta HOEJHYE B C006i 0HALBKY 06e3TypOOTHICTD 31 37ATHICTIO O IMMOOKOrO KOXAaHHA Ta
CaMOIIOXEPTBIL.

Xapaxrep repoiHi po3KpUBa€TbCsA Yepe3 PO3BUTOK ii MOYYTTiB: KOMM BOHA 3 HAIBHOI
JUTYMHI IEPETBOPIOETCA HA 3PIMY XKIHKY, KA )KEPTBYE CBOIM XKUTTAM 3apajiii KOXaHHA.

B onepi KOMIIO3MTOP BUKOPUCTOBY€ PisHOMAHITHI BOKaJIbHi 3acO0M [/ 1eTaNTbHOTO
IepefjaHHA eTalOHHOI JKiHOYOI pori, Ii eMOL{HUX 3MiH IPOTATOM DO3BUTKY il
BifoOpakaloun eMOLi{HO HacHueHMiI Ta My3UYHO-BUTOHYEHMt 00pas Bigomoi
IIeKCIIPiBChKOI TepoiHi 3 yciMa J10ro yXOBHIMY TPaHCHOpPMALILAMIL.

ITouyHaK0UM 3 IEPLIOTO aKTY, CyXay 3aHYPIOETbCA B YapiBHMIL, 6e3TypOOTHMIT CBIT
toHoi [XynberTit. BoHa Monopa, )xBaBa Ta HeBMHHA JIiBYMHA, fAKa 1lle He 3Ha€ CIIPaBKHIX
BUIPOOYBAHD XKUTTH.

[Micna sycrpiui 3 Pomeo JbxynberTa KapiuHAIbHO 3MiHIETbCA. BoHa mBuiko
TEPEeKUBAE TIEPeXif Bif 6e3TypOOTHOrO AiBOYOrO XMTTA JO IMMOOKOrO i mmporo
xoxauns. [i gyetn 3 PoMeo Bio6paxaioTh 3pocTarody IPUCTPAcTh Ta BigaHicTb. [xus
mo60B — Iie BCETOIIMHAYE IOy TTH, AKe [KyIbeTTa puiiMae 0e3 BaraHb.

Y Mipy posBUTKY IOfiit TepoiHs MpOsBIIsie HeabUsAKY CUTY BOJI: IIONPY IOHMIL BiK,
BOHA CTa€ Oi/IbLII PILIy40I0 Ta TOTOBOIO MiTH IPOTH BOJI CBOET pofyHu, abu 6yt 3 Pomeo.
CueHa, fie repoiHsA HaBaXYeTbCS BUIMTH 31UIA, W00 yAaBaTM MEpPTBY Ta YHUKHYTHU
HEHABJUCHOTO LUTI0Y, CUMBOTI3YE 1i TOTOBHICTb PUBMKYBATM BCIM 3apajil KOXaHHS Ta
CBOEI cBOOOMIN.

OcranHill aKT omepyu € Ky/IbMiHalL[iifHUM B eMOLifHOMY cTaHi repoini. Jxymberta
Tpo6YKyeThCs B pobHMILi T2 6aunTh MepTBoro Pomeo. i Biguail crae Henepe6opHmM, i
BOHA BUPpILIye IiTH 32 KOXaHuM. lle BUMHOK nifkpecoe rnbuny ii ModyTTiB Ta Tparidny
JIOTII0, SIKA 3yMOBJIEH KOH(IIKTOM MK KOXaHHsM if parampHiMu 06cTaByHaMiL. Mysnka,
1110 CYIPOBOMKYE BiHANBHY CLIEHY, IMI0CTPY€E CyM Ta Belud CaMONOXepTBI [KyIbeTTH.

[IpencraBneHa mopTpeTHa KOHTPACTHICTh TOMIOBHOI TepoiHi reHialbHO PO3KpuTa
komnosuropom III. IyHo B meHTpanbHux apisx Jpkynsertn — mepuioi “Je veux vivre”
(«Y THMSIHUX MpisiX») Ta OCTaHHBOI ‘Amour, ranime mon courage” («JI060B, OBEPHI MOIO

BinBary»).
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[Tepiua apist «Y TbMAHUX MpisAX» — Lje MOMeHT 6e3TypOOTHOI MO/IOLOCTI Ta pafoCTi,
komu JIKynberTa 1ie He 3ycTpina Pomeo q He 3iTKHynacA 3 TpariyHuMMM MORiAMH, AKi
3MIHATD 1i XUTTA. Apist € TIMHOM [0 SKUTTS, IJACTS Ta CBOOONM 11 Tepefae IHALbKe
Ga>KaHHS KUTY Ta HACOMOIPKYBATICS KOXXHOIO MUTTIO. JXKY/IbETTA OCIIBY€E KPACy XKUTTA,
IparHe 3aTMIINTUCA B IIbOMY 6e3Typ6OOTHOMY CTaHi, 6e3 TArapsa 060B’A3KiB Ta TypoOT.
Bona HaiBHa, ii CBITOI/IAJ] He 3aTbMapeHNII Tparefieo.

Apis HamMcaHa y LIBUAKOMY, XBaBOMY TeMili Banbcy (3/4) y Tonanbhicti D-dur,
0 Hajae ilf CBITIOro, GMMCKYYOro HACTPOK Ta KUTTEpaficHocTi. BokambHe coro,
IPMKpAIleHe KONMOPaTyPHUMM IIACaXaMJ, ILIJKPECTIOE JerKiCTb, €leraHTHICTb Ta
IpaiIMBICTh 00pasy; Ta HaCUYeHe TEXHIYHO CKIAIHMMM KOIOpAaTypaMu i IIBUAKUMIU
apIeyKio BYMara€ BUKOHAaBCbKOI BipTYO3HOCTI.

KoHTpacTHO mepmiif 3By4nTh ocTaHHA apia [Kymbertn «/[1060B, TOBEpHN MO0
BifiBary» i3 4eTBepTOI fii, KON repoinsA IPOKMJAETbCA Y CKeNi Ta 3HaxoxuTh Pomeo,
AKMIT BKe BUIMB 0TPyTY. Lle MoMeHT r16oKoi Tparefil, Koy BOHa posyMie, 1110 ixHi fori
3’€jHaHi B CMepTi, a He B JKUTTL.

s apis croBHeHa 6omo Ta Bifyaiwo. [Kyrberta Oinblie He HAlBHA JiBYNMHA, AKA
Mpi€ IIpO XXMTTA, K Y Nepuif apii. Bona nepexxuna KoXaHHA, CTpaXJaHHA Ta CMEpPTb.
Ti 3BEpHEHHs [j0 JTI00BI — Ije MONUTBA, SIKA 3aK/IMKA€E TOBepHYTH il cymm, o6
BO33’€[HATICS 3 POMeo B cMepTi.

Apisa moynHaeTbCA B MOBIILHOMY, METAHXOMITHOMY TeMII, 1[0 MiIKpec/oe Bigdait
repoiHi, 3 MOCTYHOBUM IPUCKOPEHHAM, IO CUMBOJI3YE HAOMIDKEHHS [0 TPAridHOro
pimenns. TonanbHicTh g-moll fopae TeMHOrO, TparidHOro 3abapBleHHA MY3HIL,
CTBOPIOKOYM Bi4yTTA HEBiABOPOTHOCTL. BokanbHO-IpaMaTnyHe COMO, CIOBHEHE
IMPOKUMY ppasamit, Hece B cOO1 CHTbHMIT TyIIeBHMIT 6i/1b, 1110 BUMAra€ Biff BUKOHABMIb
I/IMOOKOr0 eMOLiHOrO 3aHypeHHs. JKynberTa Oiblue He CIiBa€ PO pajicTp, Ii CBIT
pos6uTuit. Boxa rmmboko ycBiToMIIOE CBOIO OMI0 Ta IpuiiMae 1i 3 TipKUM IOy TTAM, 1110
CIIpaBXH Mmo00B 10 PoMeo Temep Moxke iCHyBaTy jile B CMepT.

Tabmmma Nel
Ilepma apia OcraHns apis
Acmext « F o » « . »
Te veux vivre Amour, ranime mon courage
o - Pagictn, 6e3ryp6oTHiCTD, . . .
Emouiitnmit HacTpiit MOTORICTD Posmad, Tpari3m, pimrydicTs
ToHanbHiCTH D-Dur (cBitna, pajicHa) g-moll (reMHa, TpariyHa)
Temn [IBwKMIt, BambCOBMIA Tosinbruit, Apamatiratiit 3

HapOCTaHHAM

JlpamaryyHiii, tmpoxi ¢ppasi,

BoxanbHa Texnika | Jlerki konoparypu, BipTyosHicTb S .
eMOIliifHa HaCMYeHiCTh

OpKecTpoBKa IIposopa, nerka Iycrima, fpamMaTiyHima

CumBormika JKurs, MonogicTs, Haconoga | JIr060B, CMepTh, CAMONIOXKePTBA

Yaaranprioroun ckasate (Tabmuus Ne 1), cTae 3posyMinim, 110 ABi LeHTpasbHi apii
JDKY/IbETTH 1MOCTPYIOTh fBa aGCOMIOTHO PisHi eTamy ii JKUTTS it XapakTepy: OHALbKY
PaiiCTh Ta ONTUMISM Y IepILiit apii, Ta MOOKIT TparisM, 3pimicTb Ta pimry4dicts y dinai,
TOMY IepIlIa apisl — IIPO XUTTH, a OCTAHHA — IPO CMEPTb.
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II. Tyno maiicTepHO BUKOPUCTOBYE MY3UKY J/I PO3KPUTTSA L{bOTO POSBUTKY, IIepe-
XOZIAYM Bifl IETKMX KO/IOPATyp Ta BaIbCOBOTO TeMIY /10 CKIA/JHNX, APaMAaTHYHMX I1aca-
XKIB, 110 MKPeC/TI0Th IIMOMHY HOYYTTIB repoiHi B if OCTaHHI MOMEHTH.

Dai Fenly
OPERA AS A CULTURAL HERITAGE OF CHINA

Haii Genni
OMNEPA 9K KYJIbTYPHA CNAALLUHA KUTAIO

The history of “Chinese opera” is a long and rich journey, spanning over a thousand
years. It represents a unique blend of music, dance, drama, literature, and visual art.
Chinese opera has evolved through numerous historical periods, influenced by cultural,
political, and regional factors. It is one of the oldest forms of dramatic art in the world.

Chinese opera traces its roots to ancient forms of performance that existed as early as
the “Shang” (1600-1046 BC) and “Zhou” (1046-256 BC) dynasties. During these periods,
ceremonial music, dance, and rituals played important roles in religious and courtly life.
Early performance arts were closely tied to shamanistic rituals, harvest festivals, and
worship, with performers often telling stories of deities and mythological figures.

By the “Han Dynasty” (206 BC — 220 AD), performance arts began to develop
further. During this period, popular entertainments such as “baixi” (B, “hundred
entertainments”) emerged. These were grand shows that combined acrobatics, music,
dance, and pantomime. Although not yet formalized opera, these performances laid the
groundwork for the operatic traditions that would develop later.

The Tang Dynasty is often considered a golden age of Chinese culture, and it was
during this period that the first formalized operatic performances emerged. One key figure
was “Emperor Xuanzong” (685-762), who established the “Pear Garden” (FLE, Liyuan) in
the capital city of Changan. This was an imperial academy for training musicians, dancers,
and actors, often considered the birthplace of professional Chinese opera.

Tang Dynasty performances featured elements of music, dance, and storytelling, and
were performed at court for the imperial family. These early performances were relatively
simple in terms of narrative, but the Pear Garden laid the foundation for the artistic skills
and traditions that would later define Chinese opera.

During the “Song Dynasty” (960-1279), Chinese opera began to take a more
structured form. This period saw the rise of “zaju” (&), a type of variety play that
combined comedic sketches, dance, and music. “Zaju” became especially popular in urban
areas and was characterized by its lively performances, often centered around humorous
or satirical themes.

The “Yuan Dynasty” (1271-1368) marked a significant period of development
for Chinese opera. The Yuan era saw the rise of a more formalized form of zaju, which
combined “prose, poetry, and music” into a single performance. The structure of these
plays included a combination of “spoken dialogue” and “singing”, with music playing a
central role in narrating the story. Yuan zaju often had four acts, each accompanied by a
specific melody, and were performed in both court settings and public theaters.

During the “Ming Dynasty” (1368-1644), Chinese opera continued to evolve,
with regional styles becoming more distinct and codified. One of the most significant
developments was the rise of “kunqu” (EZ#), a highly refined and elegant form of
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