AHOTAIIS

Jen Suzoenb. BokajgbHa My3uka irajdiicbkux kommo3utopiB XIX
CTOJITTA y pemepryapi cmiBaka (Ha NpuKJajAi BUOpaHMX ONEpPHHMX apiil Ta
KaMepHHUX TBOPIB s compaHo). — Kpamidikariiina HaykoBa mparisl Ha IpaBax

PYKOTIHCY.

HaykoBe o0OrpyHTyBaHHSI TBOPYOTO MHCTEIBKOTO TMPOEKTY HaA 3HA00YTTS
OCBITHBO-TBOPYOTO CTYTEHS JTIOKTOpPA MUCTEITBA 3a creriaibHicTio 025 «My3udune
MUCTENTBOY» (rany3b 3HaHb 02 «KynpTypa 1 MuctentBoy»). — JIbBiBchbKa HalllOHAIbHA

My3u4uHa akajemis imeHi M. B. Jlucenka, JIbBiB, 2026.

VY pob0TI TOCHIIKEHO MPOIEC PO3BUTKY 1TANIMCHKOI BOKaIbHOI My3uku XIX
CTONITTS Bix 3pinoro bel canto mo BEepHUCTCHKOI €CTETHUKHU, PO3KPUTO OCOOIUBOCTI
(opMyBaHHSI ONEPHOT0 Ta KAMEPHO-BOKAJIBHOT'O pENepTyapy AJIs CONMPaHo, a TAKOXK
BHUCBITJICHO 3HAY€HHA TBOPYOCTI NPOBIAHHUX I1TANIMCBKUX KOMIIO3UTOPIB Y
CTaHOBJICHHI1 €BPOMEHChKOI BOKaJdbHOI Tpaauilii. PoboTa mpe3eHTye KOMILIEKCHE
MY3UKO3HaBYE JOCTI/PKEHHS BHOpPaHOrO ONEPHOTO Ta KaMepHO-BOKAJIBHOIO
penepTyapy B KOHTEKCT1 PO3BUTKY 1TAMMChKOT MY3U4HOI KylbTypH XIX cTOMITTS Ta

MOT0 BIUIMBY Ha Cy4aCHY BUKOHABCHKY MPAKTUKY aKaJEMIYHOTO CIIBY.

3micT anorauii. BokanbHa My3uKa iTamicbkux KoMno3uTopiB XIX cTomiTrs
M0C1/Ia€ BUHSATKOBE MICIIE€ B 1CTOPIi €BPOMNEHCHKOI MY3UYHOI KyJIbTypHu. Came B 11eit
nepiosl BiAOYBAa€TbCS PO3KBIT OMEPHOTO MHUCTENTBA, (OPMYIOThCS TMPOBITHI
NPUHIUIKA BOKAJIHHOTO BHMKOHABCTBA Ta OCTATOYHO YTBEPIKYEThCs Tpamuiis bel
canto, sika BH3HA4YWIa MOJAIBIIMKA PO3BUTOK aAKAJEMIYHOTIO CHIBY B 0ararbox
KpaiHax cBiTy. TBopuicte JIkoakkino Poccini, Binuenmo bBemnini, Taertano
Honinerti, [xy3enne Bepmai, xakomo I[lyudini, IT’erpo Mackansi Ta Pymxepo
JleoHKaBa/IO CTajla BaXJIMBUM €TarlOM €BOJIIOLIT 1TaliICbKOr0 My3UYHOTO TeaTpy,
MOEHABIIN JOCSTHEHHS TOMEPEIHIX eMoX 13 HOBUMHU €CTETHUYHHUMHU TEHICHITISIMU

POMAHTU3MY Ta peaNiCTUYHOI My3UYHOI JPaMH.



[Tonpu 3Ha4HY KUIBKICTH MY3WKO3HABUUX Mpallb, IPUCBIUYECHUX 1TATIACHKIN
omepi XIX cTOmTTA, NUTaHHS B3a€EMO3B’SI3KY MIDK 1CTOPUKO-CTHIBOBUMHU
O0COOJIMBOCTSIMH BOKAQJIBHOI MY3WKHM Ta 11 NPAKTUYHUM BTIJICHHAM Y TBOpYii
TISTBHOCTI CY4acHOTO CIiBaka 3ajJMINA€ThCS aKTyaldbHUM. OcOOJMBOIrO 3HAUYEHHS
HaOyBae BHBUEHHS BHUKOHABCHKHX AaCIEKTIB IHTEpHpeTallii OomnepHUX 1 KaMmepHO-
BOKaJbHUX TBOPIB, OCKUIBKH CaM€ 4Yepe3 BUKOHABCHKY IMPAKTHKY PO3KPUBAETHCS
XYIOXKHIHA 3MICT MY3HMKH, peami3yloThcs mnpuHiunu bel canto ta 3mificHIOETbCS

nepeavya HalllOHAJbHUX 1 CTUJILOBUX TPAIUIIA HACTYITHUM MTOKOJIIHHSM CITIBaKiB.

AKTYaJIbHICTh JIOCHIJKEHHS 3YMOBJIEHa HEOOXIAHICTIO KOMILIEKCHOTO
OCMMUCIICHHS 1TAIIACHKOI BOKaIbHOI My3UKH XIX CTOMITTA SIK ABUILIA, IO MOEAHYE
ICTOPUYHUHN, MY3UKO3HABUYMI 1 BUKOHABCbKUW acnekTh. OcoOnuBoi Barm HaOyBae
BUBUYEHHS TBopYocTi /[xy3enme Bepnai, B omepax sKoro BiAOyJIOCS OHOBJICHHS
MY3U4YHOI JpamaTyprii Ta 3akjaJeHO M[EepeAyMOBH MOJAJIBLIOTO PO3BUTKY
BEPHUCTCHKOI ecTeTUku. He MeHI BaXJIMBUM € JOCITIKEHHS KaMepHO-BOKaJIbHOI
TBOpYOCTi Poccini Ta JloHineTTi, y siKiii 30eperiucs OCHOBHI pHcH itamilickkoro bel
canto, a TakoX aHaJli3 MPOIIECY PEIenIli i€l TPAAUIlii B Cy4aCHOMY KUTAMChKOMY

aKaJIeMiYHOMY BOKaJIbHOMY MHUCTEIITBI.

Tpamguiiss bel canto e oxniel0 3 HaWBaKIMBIIIMX CKJIaJ0BHX CBITOBOI
BOKaJIbHO1 KyJIbTYpU. BoHa cpopMyBana OCHOBHI NPUHLMIK MPOGECIHHOTO CIIBY,
cepel SIKMX 0COOJIMBE MICLIE TOCIIAI0Th Kpaca TeMOpy, MJIAaBHICTh 3BYKOBEICHHS,
JIOCKOHAIICTh KAHTWJIEHU, CBOOOJA TOJOCOYTBOPEHHSI Ta OpraHiuyHE MO€THAHHS
TEXHIYHOI MalCTEPHOCTI 3 XYJ0KHBOIO BUPA3HICTIO. YTIPoaoBxk XIX cTOmITTS 11l
MPUHITUIIN 3HANIUIN SCKpaBe BTUICHHS SIK B OTEPHIM, TaK 1 B KAMEPHO-BOKAJIbHIN
TBOPUYOCTI 1Tamiicbkux KoMmo3utopiB. Y XX-XXI cTomiTTsx BOHM Halymu
MDKHApPOJHOTO TOMIMPEHHS Ta CTald BaXJIMBOIO CKJIAJOBOIO MPOoQeciiiHOol

MITOTOBKH CITIBaKiB y 0ararbox KpaiHax CBITY, 30kpema i y Kurai.

BaxxnuBum acmnekToM Cy4acHOi MY3WYHOI OCBITH € MDKKYJIBTYPHHUH Jiajior

BUKOHABCHKMX TpaauIlii. AKTHBHHM PO3BUTOK aKaJIEeMIYHOTO BOKaJIbHOTO



MucrtenTBa Kutar CcynmpoBOKY€ETHCS 3aCBOEHHSM 1 TBOPYUM IEPEOCMUCIICHHIM
JOCSITHEHDb €BPOIEHUCHKOI BOKAIBHOT IIKOMH. Y IIbOMY KOHTEKCTI OCOOJIMBOTO
3HaYeHHS HaOyBae BUBUCHHS MPOIIECY aJarTallii IpUHIHKIIB iTajiiiicekoro bel canto
70 HaIllOHAJTBHUX OCOOJIMBOCTEH KHTAMCHKOI BOKAIBHOI KYJIBTYPH, IO CIPHSE
PO3IIMPEHHIO CYYaCHUX BUKOHABCHKUX MPAKTUK 1 (POPMYBAHHIO HOBUX XYAOXKHIX

I1IXO/TIB.

OTxe, AOCTIKEHHS BOKAJIBbHOI MY3UKH ITaliichKuxX KoMmmo3uTopiB XIX
CTONITTS y TBOpPYIM TIPaKTUIl CIiBaKa Ma€ HE JHIIE MYy3WKO3HaBYe, a U
0e3nocepelHbO BUKOHABChbKE 3HAu€HHsA. BOHO J1103Bosige 1nbIIe 3po3yMITH
1CTOpHUYH1 3aKOHOMIPHOCTI PO3BUTKY OIEPHOI0 Ta KAMEPHO-BOKAJIbHOI'O MUCTELITBA,
BU3HAYUTU OCOOJIMBOCTI IHTEPIIPETALlll TPOBITHUX 3pa3KiB ITAMINCHEKOTO penepTyapy

Ta MPOCTSKUTH BILUTUB Tpaauilii bel canto Ha cydacHy BokanbHYy KyJIbTYpY.

MeTtor0 A0CHIIKEHHS! € BUSBICHHS 1CTOPUKO-CTUIBOBUX Ta BUKOHABCHKHX
0COOIMBOCTEM BOKAJIbHOI MY3UKH 1TAMMCHKUX KOMIO3UTOPIB XIX CTOMITTS Ha
MpUKJIaAl BUOpAHUX ONEPHUX apiil 1 KaMEpHO-BOKaJbHUX TBOPIB JJI CONPAHO Ta

BHU3HAYEHHS cielu(}iku IXHBOTO BTIJIEHHS B pernepTyapl Cy4acHOTO CITiBaKa.
BianmoBigHO 10 ITOCTABIEHOT METH BU3HAYEHO TaKl OCHOBHI 3aBIAHHA:

® BHCBITJIMTH ICTOPUYHI MEPEIYMOBH PO3BHUTKY ITATIACHKOI OMEpU Ta
OCHOBHI €TaIy ii CTAaHOBJICHHS;

® OXxapakTepu3yBaTH ECTETHYHI Ta CTHUIBOBI OCOOJMBOCTI I1TaHCHKOI
orepu 100U POMaHTHU3MY;

® JIOCIIIJIUTH OCOOJIMBOCTI MY3HUYHOI ApaMaTyprii Ta BOKaJIbHOTO CTHIIIO B
onepax [xy3enne Bepi;

® BHU3HAYUTH PUCH BEPUCTCHKOT ECTETUKM B KOHTEKCTI PO3BUTKY
1TamichbKOTO onepHoro MucrenTBa XIX cTomiTrs;

e poskputu crnenudiky Tpamuiii bel canto B omepniii Ta KamepHo-

BOKAJIbHIM TBOPYOCTI 1TATiHCHKIX KOMITIO3UTOPIB;



® 3IIHCHUTH BUKOHABCHKMUI aHali3 BHUOpAHMX CONpPAHOBUX MapTid Ta
KaMepHO-BOKaJIbHUX TBOPIB;
® TIPOCTSIKHUTH OCOONMBOCTI perentiii Tpaammii bel canto B cywyacHomy

KUTalChKOMY aKaJIeMiYHOMY BOKaJIbHOMY MHCTELITBI.

Jlns peanizaliii aBTOPChKOi KOHIEIIIi 0yJIo 0OpaHO penpe3eHTaTUBHI 3pa3Ku
COIIPAHOBOTO OMEPHOTO Ta KaMEPHO-BOKAJIBHOIO penepryapy iTamiichbKHX
KOMIo3uTOpiB XIX CTOMITTA, 10 JAO3BOJSIOTH MPOCTEKUTH PO3BUTOK 1TANIHCHKOT
BOKaJbHOI TpaAMIli BiJl PaHHBOTO POMAHTH3MY JO 3pUIOTO eTamy TBOPYOCTI

Jlxy3enne Bepai Ta BU3HAYUTH 11 3HaYEHHS ISl Cy4acHOI BUKOHABCHKOT MPAKTUKHU.

Poborta ckitama€eTrses 31 BCTYIY, TPhOX PO3/LIIB 3 MiIPO3/iIaMH, BUCHOBKIB Ta

CIIUCKY BUKOPUCTAHUX J[ZKCPCII.

VY nepuiomMy po3iiiii JOCHIHKY€ETCS PO3BUTOK 1TAIIMCHKOT BOKAJIBLHOT MY3UKH
XIX cTOmTTS B KOHTEKCTI €BOJIIOLIT OMEPHOr0 MHUCTELTBA. BUCBITIEHO 1CTOpUYHI
MEePEeAYMOBH CTAHOBJICHHA 1TAIIMCHKOT onepH Bif ii 3apo/pKeHHs HanpukiHii X VI
CTOMITTA A0 (OpMYyBaHHS MPOBITHUX HallOHATBHUX omnepHuX Tpaaumii XVIII
CTOMITTA. PO3rIsiHyTO BIUIMB POMAHTHYHOI €CTETUKH Ha My3uyHui Teatp XIX
CTOJIITTS, MpOaHajizoBaHO TBopYicTh JlxoakkiHo Poccini, Binuenno bemmini Ta

TaeTano JIOHILETTI SK MPOBiIHKUX MPEICTABHUKIB iTATIHCHKOT POMAaHTUYHOT OIEPH.

VY npyromy po3aini po3ryIsTHYTO MPOILIEC OHOBJEHHS 1TalidChbKOT MY3UYHOT
apamu 'y TBopuocTi Jlxy3enme Bepai Ta mnpeicTaBHUKIB BepU3MY. 30KpeMa,
0COOJIMBY yBary 30CepekeHO Ha omnepax Picoremmo ta ban-mackapao, y sikux
IIPOCTEKYETHCSI OHOBJICHHS TPUHIMUIIB MY3WYHOI JpaMaTyprii, MOTJIHOJICHHS
MICUXOJIOTIYHOT XapaKTePUCTUKU TMEPCOHAXIB Ta PO3BUTOK HOBUX MIAXOMAIB [0
BOKaJIbHOT BUpa3HOCTI. OKpeMo BHCBITJIICHO Tpoiiec (OpMyBaHHS BEPUCTCHKOT
€CTETUKU B 1TATINCHKOMY OIIEPHOMY MUCTEITBI HAa MPUKIIAJI TBOPYOCTI J[akomo
[Tyquini Ta Pymxepo JleonkaBaiio, a TaKOXK BUSHAYEHO MICIIE BEPU3MY B PO3BUTKY

iTaniiicekoi onepu HanpukiHii XIX cTomiTTs.



Tpertiit po3ain npucBIYSHO JOCTIKEHHIO Tpaawuiii bel canto Ta ii BTiieHHIO B
COTIPaHOBOMY perepTyapi italmiicbkux kommo3uTopiB XIX cromitTs. Bucsitieno
OCHOBHI TMPUHIMIK 1TATIMCHKOTO BOKAaJBbHOTO MHUCTELTBA, M0 BU3HAYWIM
dbopmyBaHHs PO eCiitHOT KON aKaJIeMIYHOTO CIIIBY Ta CIPABUJIM 3HAYHUN BILIUB
Ha PO3BHUTOK €BPONEHCHKOI BOKAbHOI KynbTypH. [IpoanamizoBano npunimmnu bel
canto y xamepHO-BOKaibHii TBopYocTi J[>koakkiHo PocciHi, a Takoxx mmki Nuits
d’été a Pausilippe Taetano JIOHILETTI K pENPE3EHTATUBHUM 3pa30K iTamilichKOl
kamepHoi Jyipuku XIX cromitra. OcoOmuMBY yBary MpPUIIIJICHO MUTAHHSIM
BUKOHABCHKOI IHTEpPIPETALlil TBOPIB JIJISl COMPAHO, CIeHH (Il BOKAILHOTO MUChMa,
B3a€MOJII MY3UYHOTO Ta TMOETHYHOTO TEKCTIB. 3aBepIIye pPO3IiT JOCHIIKEHHS
peueniiii Tpaauiii bel canto B cyuacHoMy kuTalChbKOMY aKaJIeMiYHOMY BOKQJIbHOMY
MUCTELTBI, Y MEKaX SIKOI0 MPOCTEXKEHO LUISIXU MOMIUPEHHS 1TalIMChbKOi BOKAIBbHOT

ko B Kutai Ta 0co6mBOCTI ii aganTarii 70 HalllOHaIbHOT KyJIBTYPHOI TPaJUIIii.

KurouoBi ciioBa: itajilicbka orepa, BOKalbHa My3uKa, bel canto, Ixy3ere
Bepni, /xoakkino Poccini, Binuenuno bBemnini, Taerano [omiuerri, [Ikakomo
[Ty4auini, Pymxepo JleonkaBamio, [I’etpo Mackanbi, kaMepHO-BOKaIbHA MY3HUKa,

CONPaHo, KUTalChKe OCIbKAHTO.



ANNOTATION

Deng Yajuan. Vocal Music of Nineteenth-Century Italian Composers in
the Singer’s Repertoire (Based on Selected Operatic Arias and Chamber Works

for Soprano). — Qualification research paper on the rights of manuscript.

Scientific justification of the creative artistic project for obtaining the
educational-artistic degree of Doctor of Arts in the specialty 025 "Musical Art" (field
of knowledge 02 "Culture and Art"). — Lviv National Music Academy named after

M. V. Lysenko, Lviv, 2026.

The study examines the development of nineteenth-century Italian vocal music
from mature bel canto to the aesthetics of verismo, revealing the distinctive features
of the formation of operatic and chamber-vocal repertoire for soprano and
highlighting the significance of the works of leading Italian composers in the
establishment of the European vocal tradition. The dissertation presents a
comprehensive musicological investigation of selected operatic and chamber-vocal
repertoire within the context of the development of nineteenth-century Italian
musical culture and its influence on contemporary academic vocal performance

practice.

Abstract content. VVocal music by nineteenth-century Italian composers
occupies an exceptional place in the history of European musical culture. It was
during this period that opera flourished, the fundamental principles of vocal
performance were established, and the tradition of bel canto was fully consolidated,
shaping the subsequent development of academic singing in many countries around
the world. The works of Gioachino Rossini, Vincenzo Bellini, Gaetano Donizetti,
Giuseppe Verdi, Giacomo Puccini, Pietro Mascagni, and Ruggero Leoncavallo
marked an important stage in the evolution of Italian musical theatre, combining the
achievements of previous eras with the new aesthetic tendencies of Romanticism and

realistic musical drama.



Despite the considerable number of musicological studies devoted to
nineteenth-century Italian opera, the relationship between the historical and stylistic
characteristics of vocal music and their practical realization in the artistic activity of
contemporary singers remains a relevant issue. Particular importance is attached to
the study of performance aspects in the interpretation of operatic and chamber-vocal
works, since it is through performance practice that the artistic content of music is
revealed, the principles of bel canto are realized, and national and stylistic traditions

are transmitted to subsequent generations of singers.

The relevance of the study is determined by the need for a comprehensive
understanding of nineteenth-century Italian vocal music as a phenomenon that
combines historical, musicological, and performance-related dimensions. Special
significance is attached to the study of the works of Giuseppe Verdi, whose operas
introduced important innovations in musical dramaturgy and laid the foundations for
the further development of verismo aesthetics. Equally important is the investigation
of the chamber-vocal works of Rossini and Donizetti, in which the essential features
of Italian bel canto were preserved, as well as the analysis of the reception of this

tradition in contemporary Chinese academic vocal art.

The bel canto tradition is one of the most important components of world vocal
culture. It established the fundamental principles of professional singing, among
which particular importance is attached to beauty of tone, smooth vocal production,
perfection of cantilena, freedom of voice production, and the organic combination of
technical mastery with artistic expressiveness. Throughout the nineteenth century,
these principles found vivid expression in both the operatic and chamber-vocal works
of Italian composers. During the twentieth and twenty-first centuries, they gained
international recognition and became an essential component of the professional

training of singers in many countries around the world, including China.

An important aspect of contemporary music education is the intercultural

dialogue of performance traditions. The active development of academic vocal art in



China has been accompanied by the assimilation and creative reinterpretation of the
achievements of the European vocal school. In this context, particular significance is
attached to the study of the adaptation of Italian bel canto principles to the national
characteristics of Chinese vocal culture, contributing to the expansion of

contemporary performance practices and the formation of new artistic approaches.

Therefore, the study of nineteenth-century Italian vocal music in the singer’s
repertoire possesses not only musicological but also direct performance significance.
It provides a deeper understanding of the historical patterns underlying the
development of operatic and chamber-vocal art, identifies the distinctive features of
interpreting leading examples of the Italian vocal repertoire, and traces the influence

of the bel canto tradition on contemporary vocal culture.

The aim of the study is to identify the historical, stylistic, and performance
characteristics of nineteenth-century Italian vocal music through selected operatic
arias and chamber-vocal works for soprano and to determine the specific features of

their realization in the repertoire of the contemporary singer.
In accordance with the stated aim, the following main tasks were established:

e to examine the historical prerequisites for the development of Italian
opera and the principal stages of its formation;

e to characterize the aesthetic and stylistic features of Italian Romantic
opera;

e to investigate the distinctive features of musical dramaturgy and vocal
style in the operas of Giuseppe Verdi;

e to identify the characteristics of verismo aesthetics within the context of
the development of nineteenth-century Italian opera;

e to reveal the specific features of the bel canto tradition in the operatic
and chamber-vocal works of Italian composers;

¢ to undertake a performance-oriented analysis of selected soprano roles

and chamber-vocal compositions;



e to trace the reception of the bel canto tradition in contemporary Chinese

academic vocal art.

To realize the author’s concept, representative examples of the soprano
operatic and chamber-vocal repertoire of nineteenth-century Italian composers were
selected, making it possible to trace the development of the Italian vocal tradition
from early Romanticism to the mature period of Giuseppe Verdi’s TBopuicTh and to

determine its significance for contemporary vocal performance practice.

The dissertation consists of an introduction, three chapters with subsections,

conclusions, and a bibliography.

The first chapter examines the development of nineteenth-century Italian vocal
music in the context of the evolution of opera. It outlines the historical prerequisites
for the emergence of Italian opera, from its origins at the end of the sixteenth century
to the formation of the leading national operatic traditions of the eighteenth century.
The influence of Romantic aesthetics on nineteenth-century musical theatre is
explored, and the works of Gioachino Rossini, Vincenzo Bellini, and Gaetano

Donizetti are analyzed as representative examples of Italian Romantic opera.

The second chapter focuses on the process of renewal in Italian music drama
through the works of Giuseppe Verdi and the representatives of verismo. Particular
attention is paid to the operas Rigoletto and Un Ballo in Maschera, in which the
transformation of the principles of musical dramaturgy, the deepening of
psychological characterization, and the development of new approaches to vocal
expression can be observed. The chapter also examines the formation of veristic
aesthetics in Italian opera through the works of Giacomo Puccini and Ruggero
Leoncavallo, and determines the place of verismo in the development of Italian opera

at the end of the nineteenth century.

The third chapter is devoted to the study of the bel canto tradition and its
realization in the soprano repertoire of nineteenth-century Italian composers. It

examines the fundamental principles of Italian vocal art that shaped the professional



school of academic singing and exerted a significant influence on the development
of European vocal culture. The principles of bel canto are analyzed in the chamber-
vocal works of Gioachino Rossini, as well as in Gaetano Donizetti’s song cycle Nuits
d’été a Pausilippe, which is presented as a representative example of nineteenth-
century Italian chamber lyricism. Particular attention is paid to issues of performance
interpretation of soprano repertoire, the specific features of vocal writing, and the
interaction between music and poetic text. The chapter concludes with an
examination of the reception of the bel canto tradition in contemporary Chinese
academic vocal art, tracing the dissemination of the Italian vocal school in China and

the adaptation of its principles to the national cultural tradition.

Keywords: Italian opera, vocal music, bel canto, Giuseppe Verdi, Gioachino
Rossini, Vincenzo Bellini, Gaetano Donizetti, Giacomo Puccini, Ruggero

Leoncavallo, Pietro Mascagni, chamber-vocal music, soprano, Chinese bel canto.



Amnpo0auis maTepiajiB 10CTiIKeHHA

3a TeMOI0 TBOPYOr0 MHCTEHHKOI0 NMPOEKTY NPOBEACHO TAKi OCHOBHI
3axoau:

Konuept Ne 1 B KOHTEKCTI HayKOBOTO MOCIiKeHHs «BokajabHa My3uka
iTaniicbkux komno3uropis XIX crojitrs y penepryapi cniBaka (Ha npukJjaui
BHOPAHHUX ONMEPHHX apiii TAa KAMEPHUX TBOPIB JIs1 CONMPAHO))»

[Iporpama:

JIx. Bepmi — ITicenpka Ockapa 3 onepu «ban-mackapany («Saper vorrestey)

JIx. Bepai — Apis JIxinbau 3 onepu «Pironerro» («Tutte le feste al tempioy)

[1. Mackansi — Pomanc Crozens 3 omnepu «pyr ®@pimy» («Son pochi fiori,
povere violey)

P. JleonkaBamo — Ilicas Mro3ertu 3 onepu «borema» («Mimi Pinson la
biondinettax)

JIx. [Tyqaini — [Ipomranns Mimi 3 oniepu «borema («Donne lieta usci al tuoy)

JIx. [Tyauini — Banbe MrozetTn 3 oniepu «boremay («Quando me’n vo'»)

Bukonapmi: Jlen fusroeHs — compaHo, mapTis (opremiaHo — JlaypeaTka
MDKHAPOIHUX KOHKYpciB JIrobomupa [lamryk.

Benuka 3ama imeni Bacwis bapsincekoro JIHMA imeni M. B. JluceHka.
4.06.2025.

URL.: https://www.youtube.com/watch?v=vgX-DNsREv4

Konueptr Ne 2 B KOHTEKCTI HayKOBOTO MOCHIKeHHs «BokajbHa my3uka
itaniiicbkux komno3uTopiB XIX crogitrs y penepryapi cniBaka (Ha npukjiIami
BHOpaHMX ONEPHUX apiil TA KAMEPHHUX TBOPIB VIS CONPAHO)»

IIporpama:

JIx. Poccini — CrapoBunHa apiera («Mi lagnero tacendoy)

JIx. Poccini — 3anporrenns («L’invitoy («Boleroy), rexct K. Iemouti

B. Bennini — Apis EnsBipu 3 onepu «Ilypuranm» («Qui la voce sua soavey)

B. bemnini — Apis Aminu 3 onepu «ComaamOynan(«Ah, non credea mirarti»)

I. Jouiuerri — Kaaruna Jlrouii 3 onepu «JIrouis ai Jlammepmyp»



(«Regnava nel silenzioy)

I. Towninerti — «JIitai Houi B ITosininmne» («Nuit d'été a Pausilippe»):

«bapkapona» («Barcarolay), Tekct JI. TapaHTiHi;

«IIpsma» («La conocchia» («Canzone napoletanay);

«b’s30HCHKA Bexay» («La torre di Biasone» («Ballata»), Tekct JI. TapanTiHi

Buxonasmi: Jlen fAmsroens — compano, mapTis QopTemiaHo — Jaypearka
MDKHApOAHUX KOHKYypciB JIrobomupa [Tamyk.

Benuka 3ama imeni Bacwis bapsincekoro JIHMA imeni M. B. Jlucenka.
22.05.2026.

URL.: https://www.youtube.com/watch?v=ApRyuwnnZ08

Cnucok my0Jtikanii 3a TeMOI0 TBOPYOIr0 MUCTELKOI0 MPoO€EKTy. CTarTi y
BUAaHHAX 3arBepa:kennx MOH VYkpainm s#axk  ¢axoBi B ramaysi
«MucTenTBO3HABCTBO»:

1. XKumxosuu M., Jlen Suzroens. Tpu michi I. Joniuerrti 3 mukiry («Nuit d'été
a Pausilippe») B acnekTi My3HUYHO-TEOPETUYHOTO Ta IHTEPIPETAILIIHOTO aHAII3Y.
Fine Art and Culture Stadies Jlen Sigroens. Bum. 6, 2024, c. 17-25.
https://journals.vnu.volyn.ua/index.php/art/issue/viev/126 (DOI
https://doi.org/10.32782/facs-2024-6-3)

2. len Suzroens. Bubpani michi Taetano J{oninerti 3 mukny «JIiTHi HOYI B
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Onyo0aikoBaHi Te3u KoHdepeHmiii:

1. Jlen Amzroens. Oco0auBOCTI PopMyBaHHS CydaCHOTO KUTAHCHKOTO CITiBaKa
K aKaJIEeMIYHOTO BHUKOHABIISl «EBPOIMEUCHKOrO 3pa3kay Kpi3b MPU3MY HMPUHIUIIB
iTamiiicekoi BokambHOI TKONMM. Mamepianu VIII  Misxcnapoonoi  Haykoso-
npakmuynoi  KoHgepenyii  «Mucmeyvka oceima 8 E€BPONEUCHOKOMY

coyiokynoemypuomy npocmopi XXI cmonimmsay. MykaueBo, MJ1Y, 23-24 kBiTHA

2025.

2. Jlen Suzroens. Jlo muTaHHSA I1HTEpHOpETaIlii ONMEPHUX apidl 1TaTIMChKUX
KOMITO3UTOPIB (Ha mpukiaal apii Jxkunpau B omepi «Pironerro» k. Bepmi)».
Cmammi ma mamepianu MixcHapoOHOi HAYKOBO-NPAKMUYHOI KOHGepeHyii

«Bokanvhe mucmeymeo 6 uaconpocmopi ykpaincokoi Kyrvmypuy. JIbBiB. IHMA

imeni M. B. Jlucenka, 2025. C. 207-211. C. 207-211. DOI: 10.32782/220252702

3. Hen Smstoens. Mysmuna npama JIx. Bepali y cBiTii ToroyacHux
pedopMaTOpChKUX MPOIIECiB oniepHOro Mucrtentsa. Mamepianu XXV misxchapoonoi
HAYKo8O-npakxmuynoi kougepenyii «Monooi mysuxosnasyi», 24-25 xBitas 2026.
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Buctynu Ha koHdepeHIifgX:

1. MixkxHapo/iHa HayKOBO-TIpakTU4YHa KOH(epeH1is «BokalbHe MUCTEUTBO B
4acoMpoCTOPl YKPATHCHKOI KYJIbTYpu». Tema 0onosidi: «Jlo nutanHs iHTEeprpeTanii
OTEpHUX apidl ITANACHKUX KOMIIO3UTOPIB (HA MpuKiIagl apid JKuiapau B omepi

«Pironerto» [Ix. Bepai)». JIbBiB. THMA imeni M. B. Jlucenka, 30 mucronaga 2024.

2. II mucrenpkuii gpopym «Cum6io3 igeit». IV MixHapogHa MoONOIIXKHA
HayKOBO-TBopua koHpepeHiris imeni Credanii [lapnummn. Tema donoesioi: «OnepHa
cnaaHa Jx. [Tyduini 1 Tpaguiiii Bepu3My: BUKOHABChKUI actiekT». JIbBiB. JIbBIB.

JIHMA imeni M. B. Jlucenka,7-10 xBitHsa 2025.

3. VIII MixHapoHa HayKOBO-TIpaKTUYHA KOH(epeHIlis « MucTenpka ocBiTa B

€BPOIEUCHKOMY COLIOKYJIbTYpHOMY mpocTopi XXI cromitrs». Tema 00onogioi:



«OcobmmBocTi (hopMyBaHHS Cy4aCHOTO KHTAMCHKOTO CIHiBaka SK aKaJeMiIdHOTO
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«BukoHaBCchKa AISUIBHICTh KUTAWCHKUX CITIBAYOK (COMPAHO) Y Mpolieci KyJIbTypHOT
IHTerpanii B €BPOINEWCHKY BOKalbHY Tpaauito». JIeBiB. JIHMA imeHi

M. B. Jlucenka, 22-24 xBitHs 2026.



