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3inuyenko B. M. VYkpaincbkuii 0aser mao0m He3anexHocri: TeHaeHuil
PO3BHUTKY, ;KaHPOBO-iHTOHaNIiHA cnenudika. — KpamidikaiiiHa HaykoBa Mpaiis Ha
mpaBax PyKOITUCY.

Hucepraniss Ha 3700yTTS HAyKOBOTO CTymeHs JoKTopa (imocodii 3a
cnemianpHicTIO 025 «My3nune wmucrentBo» (ramy3s 3HaHb 02 «Kymbrypa
1 MucTenTBO»). — HarionansHa My3uuHa akajaemis Ykpainu imeni I1. 1. YaiikoBcekoro,
MiHicTepcTBO KyIbTYpH Ta iHPOpMAIIHHOT ONITUKKN YKpainu, Kuis, 2024.

AKTyaJIbHiCTb. bajier sk IiTicHE SBUIE HE MOXHA BBa)KaTH JOCIIIKEHOIO
cheporo kynbTypu. Cepen 00’€KTMBHMX MPUYMH TaKOl CHUTyallll — CIOpaJuYHUAN
XapakTep MOro BHUBUEHHS, CKJIAJHICTh CaMOro xaHpy (HOoro «MDKMHUCTEIBKUN
CUHTETUYHUM CTaryc), BIJCYTHICTb PO3pPOOJECHOI MY3UMKO3HABUOI METOMOJIOTI]
BUBUYEHHS I[LOTO YKaHPY, sika OM BpaxoByBaJia BC1 CKJIAJIOBI SIK caMOi OararoBUMipHOL
OajnieTHOI Marepii, Tak 1 MOCTAHOBOYHOTI'O MIPOIIECY.

XKaup Oanety yacto cTae 00’€KTOM IOCHIKEHHS CYMDKHHX T'yMaHITapHUX
JTUCITUTUIIH: 0alleTO3HABCTBA, TEATPO3HABCTBA, KYJABTYPOJIOTIi. Y TOM caMuii 4ac y mosmi
MY3MKO3HABCTBa OajeT 3aiimae mepudepiiiHy MO3MIliI0, 4acTo nepedyBaroyu B TiHI
IHIIOTO MY3WYHO-TEATPAIIbHOTO JKaHPy — omepu. TuM yacoMm peasnii Cy4acHOTO
YKPaiHChKOTO MHUCTELTBA, 0 MOJISATAIOTh Y MOTYKHIHM 3a1[1KaBJICHOCTI KaHpOM OaneTy
CYy4aCHUX YKPAiHCHKUX KOMIIO3UTOPIB MOpPsA 13 SCKpaBUM BHOYXOM KpeaTUBHOI
OaneTHOi 1HIYCTpii, CIOHYKAIOTh 10 MY3MKO3HABYOTO OCMHCIICHHS IIOB’S3aHUX
13 0aJIeTOM MUCTELLKUX MPOLIECIB.

BaxnuBuM KpokOoM Ha IbOMY IUISAXY € peaiizaifisi HEOOXiTHOTO KOMIUIEKCY
3aXO/1B: KOMIUJIEKCHE BHMBUEHHS (PEHOMEHY 3 YypaxyBaHHSIM yCiX HOro >KaHpOBHUX
CKIafoBuX (y KOOpAMHALIl 3 IHIIMMU TyMaHITapHUMHU HayKaMmH), PO3pOOJICHHS
THUIIOJNIOT11 KaHPY, BUBUCHHS KaHPOBO-IHTOHAIIIWHUX 1 COILIOKYJIBTYPHUX TapaMeTpiB
CY4aCHOTO YKPaiHCBKOTO OajeTy, ajke caMme OaJIeTHUM KaHp — OJIUH 13 TPIOPUTETHUX

y B1100OpakeHH1 pI3HOMAaHITHUX TEHJIEHIINl PO3BUTKY Cy4YaCHOTO MUCTEIITBA.



HaykoBa HOBH3HA IHCEPTALIHOTO AOCTIIKEHHS MOJIATa€ B HAYKOBOMY BHECKY
70 Taly3l MY3MKO3HaBCTBa Ta y BHBYEHHI OasieTHOro xaHpy 3arajioMm. Cepen
KITIOYOBUX (DaKTOpIB HAyKOBOT HOBU3HM POOOTH MOXHA BUIUIMTU Taki: CydacHe
MY3UKO3HABYE OCMUCIICHHS )KaHPy HOBITHBOTO YKPAaTHCHKOTO OalieTy B TCOPETHUHOMY
aCTeKTl; CTBOPEHHS aBTOPCHKOI THUIOJOrIl OaJleTHOrO >KaHpy, W0 POOUTH OIWH
13 IepIIMX KPOKIB Y HAMPsSIM1 MY3HKO3HABYOI CHCTEMATH3allli Ta Kiacudikallii sxkanpys;
nepie B YKpaiHCbKOMY MY3MKO3HAaBCTBI BUBUEHHS OIYCIB YKPAaiHCBKUX OalleTHHX
KOMITO3UTOPIB y TEHEpariiiHii TUIONMHI; 3Ae0UIBIIOT0 TepIie aHaJITHIHE
OCMUCJIEHHS 0aeTIB YKPAiHCHbKUX MUTIIB KP13b IPU3MY COLIIOKYJIBTYPHUX T€HAEHIIN;
IPAaKTUYHE BTIJICHHS PE3YJIbTaTIB JOCIHIIPKEHHS B HaBYAJIbHOMY IIPOLIECi, 30KpeMa
B IIporpami JUCHMIUIIHA «|HHOBalIHI TEXHOJOTIi B MY3WYHIN IISJIBHOCTI» Ha 0a3i
KMAM im. P. M. I'miepa, sixa BrpoBakeHa 10 0CBITHBOTO mporiecy 2023—-2024 H. p.

Pesyabratn  pocaimkenHs. IlpoBegeHe — guceprauiiiHe — AOCTIAKEHHS
yKpaiHChkoro Oanery a00u HeszanexHOCTI J03BOJIMIO OKPECIUTH KYJIBTYpHI,
COIlaJIbHI Ta MOJITHUYHI MOAll, 10 BIUIMHYJIM Ha CTBOPEHHS OaJleTHUX BHCTAB.
CHcTeMaTu30BaHO OCHOBHI COLIOKYJABTYPHI Ta MHCTELbKI TEHAEHIIlI Cy4acHOro
yKpaiHcbkoro Oanery. HaiiBaxnmBimmMMHM cepell HHUX € Taki: OJHOYACHE
GYHKIIIOHYBaHHS TPhOX 3arajbHUX TUMIB Oanery ((HONbKIOPHUN, KIACHUKO-
POMAaHTUYHUN Ta  MOJEpPHUH / eKCIEpUMEHTAJbHUI);  TpOrpecuBHa  poloTa
OasleTMeNCcTepIB 13 MOJIEPHOBOIO XOpeorpadiuyHO JIEKCUKOIO; iSIIBHICTh HOBOI
re’eparii TaHI[IBHUKIB 1 XopeorpadiB-0aneTMeicTepiB; BIICYyTHICTh 3aJI€KHOCTI Bl
odiLIMHUX TeaTpalIbHUX CTPYKTYP; MOCUIICHHS MOMYJISIPHOCTI OaJIeTy cepel IMis1aviB;
TICHa cCHiBIpars OaleTMeicTepiB Ta YKPAiHCHKUX KOMIIO3UTOPIB; MPIOPUTETHE
MOJIOKEHHA ~ Oajery B JKaHpPOBI  CHCTEMI  Cy4YacHOCTI;  PO3LIMPEHHS
IHTEPTEKCTYaJIbHOTO Ta MIXKME1aIbHOTO Mo OajeTy; NpeBalOBaHHs MIACTUYHOCTI
HaJ| JAHCAHTHICTIO K B XopeorpadidyHiii, Tak 1 B My3uW4Hii cdepax; 3aTydeHHs
KOHCTPYKLIM HETpaJuuiiHOrOo TUy Yy cdepi cueHorpadii; NEepeoCMHUCICHHS

KJIACUYHOI CIIaIIMHU; aJjanTallis eIeBpiB KIACHYHOI JITepaTypHu.



Ormsn pi3HUX MHUCTELUTBO3HABYMX TMpallb, 10 MPHUCBSUEHI OaleTHOMY KaHpY,
B aCMEKTI BUSBIICHHS Ta aHAIITHYHOTO OCMHCJICHHS HasBHHMX JeQiHIMiN OaneTy
3yMOBHUB CTBOPEHHSI BJIACHOTO BHU3HAUEHHS, 3 MY3WKO3HABUOi MO3MIli, KaTeropii
«0aner», «CydyaCHHH yKpaiHChKUI OaneT», «TaHIIOBaJIbHA BUCTABaY.

3a My3MKO3HABUOIO KOHIICTIIEID TUCEPTAIIHHOTO TOCIIKEHHS 0aJjieT — 1
MUCTEIBKUN MPOIYKT, SIKWA OTPUMAaB CIICHIYHE BTUICHHS 1 € Pe3ylIbTaToM CIHIBIpalil
KoMIIo3uTopa (6e3mocepeiHs y4acTh y CTBOPEHHI OPHUT1HAJIBHOT MY3UKH JI0 OaleTy
abo ajanTallis CBO€i HasABHOI MY3MKH J0 KOHKPETHOTO Oanery), xopeorpada Ta
cueHorpadga (kocTromorpada, Bijieorpada); Cy4YacHUH YKpaiHCbKHM I
0ajieT — CUHTETUYHHM >XKaHpP HOBITHHOI'O MY3WYHO-TEATPaJbHOTO MUCTELTBA, SIKUN
o0’eqnye  xopeorpadiro, My3uKy (3Byk), cueHorpadio  (KocTroMorpadiro)
1 yHKIIIOHYEe B XpoHOJOTIYHUX Mexax 1990-2020-x pokiB; TaHUIOBAaJbHA
BHCTaBa — TUN OaleTHOI BHCTAaBM, Y SKiil BUKOpHCTaHa HeOajeTHa My3UKa
KOMITO3UTOpPA, HE aJallTOBaHa aBTOPOM JIO ITi€1 BUCTABH.

Penpe3enToBaHo Kputepii, SKI JO3BOJSIOTH AU(PEPEHLIIOBATH YKPaiHCHKUX
KOMITO3UTOPIB 3a TEHEPAaliiHUM acleKTOM, 3 TOMIJIOM Ha CepeaHE 1 MOJIOIIIE
nokoiiHHA. Cepell TOIOBHUX TAaKUX KPUTEPIiB BUIIIEHO: POKM HAPOIXKEHHS, KpaiHy
MPOXUBaHHA (Ha MOMEHT CTAaHOBJIGHHS MWTIISI), BOKJIMBI 1ICTOPUYHI MOJ11, KOHTAKTH
13 3aX1IHUIM MHUCTEUBKUM MPOCTOPOM, OPIEHTALII0 HA PELMITIEHTA, CIIBBIIHOIIECHHS
B 0aJIeTHOMY MPOAYKTI TPATUIIIHHOTO Ta IHHOBAIITHOTO, BAKOPUCTAHHS aKyCTUYHOTO
YU €JeKTPOAKYCTUYHOTO 1HCTPYMEHTAapit0, MpUHANEKHICTh MUTLS 10 HamioHnanbHo1
Criuiky KOMIIO3UTOPIB YKpaiHu.

BaxxauBUM KpOKOM Ha IIISXYy TEOPETUYHOIO OCMMCIICHHS OaJeTHOIrO >KaHpy
CTaJ0 CTBOPEHHSI aBTOPCHKOI THMOJOrii Ha 0a3l TBOPIB YKPaiHCHKUX KOMIIO3UTOPIB
CepelHbOi Ta MOJOAIIOI TeHepaiiid. TumomoriuHuii moain BimOyBCcsS 3a JaBOMA
TOJIOBHUMU KPUTEPISIMU — My3WYHUMH Ta I03aMy3HUYHHUMHU.

JIo My3M4HHMX KpUTEpIiB 3aJy4yeHO TaKi MO3MIIli: TeHe3y MY3WYHOI CKJIa/I0BOi,
3BYKOBY CKJIaJIOBY OajeTHOI BUCTaBU, CTPYKTYPHO-MACIITA0OHUN KpUTEPiH, )KaHPOBY

cnenu@iky, eTHIYHY crieuu(iky My3M4HOTO CKIIaJHUKa Oanery.



Jlo mo3aMy3uYHHMX KPUTEPIiB YBIMILIM: HAsBHICTh @00 BiJICYTHICTH CIOXKETHOT
JIiHI{, OPIEHTOBAHICTh Ha TVISAJAIIbKY BIKOBY KaTeropiro, crerudika MmocTaHOBOYHO-
CIICHIYHOT 1HTEHI1i 6aJeTHOTO TBOPY, TUI Xopeorpadii Ta cuieHorpadii.

OsznaveHi TeHneHIIi ykpaiHChKOTO Oanery mob6m HesanmexxHocTi, a Takox
KpUTEpii aBTOPCHKOI TUIIOJIOTIT JI03BOJIM MpOaHali3yBaTh OajeTHI TBOPH YKPaTHChKHUX
KOMITO3UTOPIB CEPEIHBOTO ¥ MOJOANIOTO TMOKOJIHb Yy JKaHPOBO-IHTOHAIIITHOMY
aCIEKTI.

JloBeneHo, 110 0aneTHi KOMIIO3UTOPY aKTUBHO MPAIIOIOTh HE TUIBKUA B YUCTOMY
JKaHpl Oanery, aje ¥ BUIbHO IHTEPHPETYIOTh MOr0 B HaNpsMi CTBOPEHHS HOBUX
XKaHpoBUX cHuHTE31B. (Cepen TakuxX MoOXKHa BUAUIMTU Oaner-kaHtary «KoOzap»
FO. IlleBuenka, Oaner-iHctansnio «Jlon Xyan 3 Komomui» O. Ko3apenka, Oanet-
danTazito «Buainas Posu» O. Ponina, Ganet-gonbk-mictepito «OOpaHelb COHIIS
O. lllumka, Oaner-nepdopmanc («IlaBana 1 @Dypiant (TpaHc-1ieH-TEH-TaHII)»
C. Sdpyncekoro, «Gaka» M. Hlamurina, «Immboke cayxanus» C. SpyHcbkoro
1C. Binku, «Heimsuchung»  A.Kopcyn, folk-performance  «bonnapiua»
A. KomitikoBoi).

Cy4acHi KOMIIO3UTOPHU CTBOPIOIOTH OIYCH, dAHPOBO-IHTOHAIlIMHA crienudika
SAKUX JIa€ 3MOTY BHM3HAUUTH IXHIO MOJETh K €THIYHy abo >k mo3aetHiuny. Cepen
€THIYHO 3a0apBJiIeHUX OaJeTHUX OIMYCIB, K1 MalOTh BUPA3HY HalllOHAJIbHY clelU(DIKYy,
MokHa BUOKpemuTu Oanetu «Kobzapy 0. llleBuenka, «O6panens conis» O. [umka,
«Tini 3a0ytux npenkiB» I. Hebecnoro, «l'araky» B. IlomsoBoi Tomo. CyuyacHuid
YKpaiHChKUI OasieT BUSBISE ceOe He NUIIe SK KapJuHAJIbHO 1HHOBAIIHUM, ane
1 IEBHOIO MIPOIO TPAAUIIIMHUI JKaHp, 1110 aKTUBHO 30€epirae i BIATBOPIOE HAIIOHAJIbHI
eJeMeHTH. [HTerpamiss B Cy4acHi MOCTAHOBKH (DOJBKIOPHUX MOTHBIB, THIOBHX
TaHIIOBAJILHUX €JIEMEHTIB 1 KOCTIOMIB CBITYUTH MPO CIIPo0y 30epekeHHs YHIKATHHOTO
KyJBTYPHOTO CIIaJIKy HacamIiepes YKpaiHu.

JloBeneHo, 110 PO3BUTKOBI OajeTHOro »aHpy B YKpaiHi CHPUSIOTH Taki
MOKa3HWKHW, SIK TIOSBa HOBOI TeHepali YKpaiHChKUX MHUTIB (KOMIIO3UTOPIB,

xopeorpadiB 1 cueHorpadiB); 3MIHM B COLIOKYJAbTYPHIM NOMITULI YKpaiHH, sKa



CHpsSMOBaHa Ha aKTUBHY 1HTETPAIIiI0 YKPaTHCHKOTO MY3UYHO-TE€ATPAIILHOTO MUCTEIITBA
y CBITOBUM KOHTEKCT.

Busnaueno, mo Oaner noOu Hezane)xHOCTI CTaB BaKIUBUM 1HIAUKATOPOM
icTopuunux mofiii B Ykpaini. Came B kaHpl Oajnery peasii3oBaHi OAHI 3 MEPIINX
MY3UYHO-CIICHIYHUX peQIieKciii BIMCHKOBUX MO B YKpaiHi: BTOPTHEHHSI POCISH
2014 poxy pemnpesentroBane B 6aneti «Jlomi» FO. ['omenbehkoi, 3auUIIEHAS Mapiynoss
nepexuTo y TBopi «Martupol» 1. I'apkymu, a qoss ykpaiHChKHX O1KEHIIIB BUCBITICHA
B Oaneti «Miii 1iM Ha ABOX Horax» B. Pekana.

BusiBieHo MUCTEITbKY 0COOMBICTh CydYaCHUX YKPATHCHKUX MUTIIIB, SIKa IOJISATAE
B IXHbOMY aKTHBHOMY MIXKMEJI1aJIbHOMY Ta IHTEpPTEKCTyaabHOMY MuUcieHHi. [loninoru
OXOIUTIOIOTh PI3HI MHCTELbKI HampsiMU: BiJl KIHOMY3MKH — JO CTHJIIO I1HIIOTO
komro3utopa. Cepell Takux TBOPIB MOXKHA Ha3BaTh OayeT «3a ABoMa 3allisiMi» 3 HOTO
anessIier0 0 OJHOMMEHHOI KIHOCTpIuku pekucepa B. IBanoBa, Ganer «BumaiHHs
Po3u» O. Ponina, sxuil craB napadpazom Ha 6anet «lIpumapa tpossaan» M. @okina;
oanernuii onyc «Hopper» M. lllanurina, y sskoMy KOMIIO3UTOP CTBOPIOE MI>KBHIOBUMN
XyIOXKHIM mepeknan xuBonucHoro crwio E. Tommepa, Oaner «Schnittkey
M. Hlanurina, ne BIATBOPEHI NOIICTHIBLOBI irpu A. IIIHiTKe.

OOTrpyHTOBaHO CHCTEMHI 3MiHM B OaleTHOMY >KaHpl, CHPsSMOBaHI Ha
BUKOPUCTAHHS HOBHMX TEXHIYHUX MOXJIMBOCTEH M pKuTam3anii My3uku. Cepen
OCHOBHHMX TEHJICHIIIM pOOOTH YKPAiHCHKUX KOMITO3UTOPIB y 11l chepi — AOTyUeHHS
€JICKTPOHIKH HE JIUIIE K TeMOPY, aJie 1 IK CaMOCTIMHOIO IHCTPYMEHTAPII0 Y CTBOPEHHI
MY3UYHOTO MMOJ0THA OanieTy. BaxkinBo, 1110 pa3oM 3 TUM MUTII HE BIIMOBJISIFOTHCS Bi]
TPAAUIIIHHUX 3BYKOBUX CTPYKTYp, fKi HAOyBalOTh MEBHOTO TNEpeoCcMHCIICHHS. Tak,
€JICKTPOAKyCTHKa CTa€ BIIEBHEHOI KOOPJMHATOIO MY3WYHOI OpraHizaiii OajeTiB
«Existenza» JI. FOpinoi, «Crina» O. lllmyneiika, Biairpae BaXXJIUBY pOJib y TaKUX
oanerax sk «Odysseus» 1 «Case Carmeny» M. [llanurina, BXOIUTH SK EJIEMEHT
KOHKPETHOI My3uKH 10 O6aneTiB «Bumainnas Po3u» O. Poxaina, «Miii 1iM Ha IBOX HOTax»

B. Pekaia Torio.



Pesynpratu 1ociiKeHHs MiATBEPAKYIOTh MOTEHIIIA] Cy4aCHOTO YKPaiHCHKOTO
OasieTy i PO3BUTKY HAI[lOHAIBHOI KYJIBTYpU Ta PO3LIMPEHHS BIUIMBY Ha CBITOBY
OaseTHy crieHy. 30epeKeHHS 1 PO3BUTOK TPAAMIIIM, TOETHAHHS iX 3 IHHOBAIlIHHUMUA
H1AX0AaMH, TOPS 13 MIUPOKOI0 TAHOPAMOIO KAaHPOBUX MoAUQiKaIlliid, poOnars Oajer
BXJIMBUM  JKaHPOM  YKPAiHCBKOTO  MY3MYHO-CIICHIYHOIO  MHCTEITBa  J100M
HezanexHocTi.

KuarwuoBi cioBa: ykpaiHcbka My3uka, My3uka XXI CTONITTS, My3HuKa 100U
HezanexxHocTi, yKpaiHChKI KOMIIO3UTOPHU, CydacHUM Oaier, TaHelb, 0ajieTHa My3HKa,
IHTEPTEKCTYaIbHICTh, MDKMEIIAIBHICTD, KAaHPOBUH THI, YXaHP, CTUJIb, €THIYHICTD,

reHepallis, COIiOKYJIBTYPHI TEH/ICHII11, IHHOBaIIIiH1 TE€XHOJIOT1].

ABSTRACT

Zinchenko V. Ukrainian Ballet of the Independence Era: Development Trends,
Genre-Intonation Specifics. — Qualification scientific work on the rights of the
manuscript.

The dissertation for the degree of Doctor of Philosophy in the specialty 025
“Musical art” (field of study 02 “Culture and Arts”). — Ukrainian National
P. Tchaikovsky Academy of Music, Ministry of Culture and Information Policy of
Ukraine, Kyiv, 2024.

Relevance. Ballet as a whole phenomenon cannot be considered a researched
sphere of culture. Among the objective reasons for this situation are the sporadic nature
of its study, the complexity of the genre itself (its “inter-artistic” synthetic status), the
lack of a developed musicological methodology for studying this genre that would take
into account all the components of the phenomenon — both the multidimensional ballet
material itself and the staging process .

The genre of ballet often becomes the object of research in related humanitarian
disciplines: ballet, theater and cultural studies. At the same time, in the field of
musicology, ballet occupies a peripheral position, often being in the shadow of another

musical and theatrical genre — opera. Meanwhile, the realities of modern Ukrainian art,



which consist in the powerful interest in the ballet genre of modern Ukrainian
composers, along with the bright explosion of the creative ballet industry, encourage
a musicological understanding of artistic processes related to ballet.

An important step on this path is the implementation of the necessary set
of measures: a comprehensive study of the phenomenon taking into account all its
genre components (in coordination with other humanities), development of genre
typology, study of genre-intonational and sociocultural parameters of modern
Ukrainian ballet. After all, the ballet genre is one of the priorities in reflecting various
trends in the development of modern art.

The scientific novelty of the dissertation research is a contribution to the field
of modern musicology and the study of the ballet genre in general. Among the main
factors of the scientific novelty of the work the first contemporary musicological
understanding of the genre of modern Ukrainian ballet in a theoretical aspect; creation
of the author's typology of the ballet genre, which takes the first step in the direction
of musicological systematization and classification of the genre; the first in Ukrainian
musicology research the works of Ukrainian ballet composers in the generational
aspect; mostly the first analytical research of ballets by Ukrainian artists through the
prism of socio-cultural trends; practical implementation of research results in the
educational process, in particular in the program of the discipline “Innovative
technologies in musical activity” in the Glier Kyiv Municipal Academy of Music,
which was implemented to the educational process in 2023-2024.

Research results. The conducted dissertation research of the Ukrainian ballet of
the Independence Era made it possible to outline the cultural, social and political events
that influenced the creation of ballet performances. The main socio-cultural and artistic
trends of modern Ukrainian ballet are systematized. The most important among them
are: simultaneous functioning of three general types of ballet (folkloric, classical-
romantic and modern); progressive work of choreographers with modern
choreographic vocabulary; activities of a new generation of dancers and

choreographers-ballet masters; lack of dependence on official theater structures;



increasing the popularity of ballet among the audience; close collaboration of ballet
masters and Ukrainian composers; the priority position of ballet in the modern genre
system; expanding the intertextual and intermedial field of ballet; the predominance of
plasticity over danceability in both the choreographic and musical spheres;
involvement of non-traditional constructions in the field of scenography;
reinterpretation of classical heritage; adaptation of masterpieces of classical literature.

The study reveals the versatility of modern Ukrainian ballet, taking into account
not only choreographic aspects, but also the interaction of artistic directions, the
influence of social and cultural trends on creativity and the importance of innovation
in ballet art.

A review of various works of art history devoted to the ballet genre, in the aspect
of identifying and analytically understanding the existing definitions of ballet, led to
the creation of its own definition, from a musicological position, of the categories
“ballet”, “modern Ukrainian ballet”, “dance spectacle”.

According to the musicological concept of the dissertation research, ballet is an
artistic product that has received a stage embodiment and is the result of the
collaboration of a composer (direct participation in creating original music for a ballet
or adaptation of his existing music to a specific ballet), choreographer and
scenographer (costume designer, videographer); modern Ukrainian ballet is a
synthetic genre of the modern music and theater art, which combines choreography,
music (sound), scenography (costume design) and functions within the chronological
limits of the 1990s—2020s; dance spectacle is a type of ballet performance in which
the composer's non-ballet music, not adapted by the author to this performance in any
way, is used.

Presented criteria allow to differentiate Ukrainian composers according to the
generational aspect, with a division into middle and younger generations. Among the
criteria are: year of birth, country of residence (at the time of the artist’s formation),
important historical events, contacts with the Western artistic space, orientation to the

recipient, the ratio of traditional and innovative, use of acoustic or electro-acoustic
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instruments in a ballet products, artist’s membership in the National Union composers
of Ukraine.

An important step on the way to a theoretical understanding of the ballet genre
was the creation of an author's typology based on the works of Ukrainian composers
of the middle and younger generations. The typological division took place according
to two main criteria — musical and non-musical.

The following positions are included in the musical criteria: the genesis of the
musical component, the sound component of the ballet performance, the structural-
scale criterion, the genre specifics, the ethnic specifics of the musical component of the
ballet.

Non-musical criteria included: the presence or absence of a storyline, orientation
to the audience's age category, the specifics of the staging and stage intention of the
ballet work, the types of choreography and scenography.

The identified tendencies of Ukrainian ballet of the Independence Era, as well
as the criteria of the author's typology allowed to analyze the ballet works of Ukrainian
composers of the middle and younger generations in terms of genre and intonation.

It has been proven that ballet composers actively work not only in the pure genre
of ballet, but also freely interpret it in the direction of creating new genre syntheses.
Among them, we can name the ballet-cantata “Kobzar” by Yu. Shevchenko, the ballet-
installation “Don Juan from Kolomyia” by O. Kozarenko, the ballet-fantasy “The
Vision of the Rose” by O. Rodin, the ballet-folk-mystery “Chosen of the Sun” by
O. Shymko, ballet performance (“Gaka” by M. Shalygin, "Heimsuchung"
by A. Korsun etc.).

Modern composers create opuses whose intonation-genre paradigm makes it
possible to define their model as ethnic or non-ethnic. Among the ethnically colored
ballet opuses that have a distinct national specificity the ballets: “Kobzar” by
Yu. Shevchenko, “Chosen of the Sun” by O. Shymko, “Shadows of Forgotten
Ancestors” by 1. Nebesny, “Gagaku” by V. Polyova, etc.
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Modern Ukrainian ballet reveals itself not only as an innovative, but also to some
extent conservative genre that actively uses and reproduces national traditions. The
integration of folkloric motifs, typical dance elements and costumes into modern
productions shows an attempt to preserve the unique cultural heritage, of the first order,
of Ukraine.

It has been proven that the development of the ballet genre in Ukraine is
facilitated by such indicators as: the emergence of a new generation of Ukrainian artists
(composers, choreographers and scenographers); changes in the socio-cultural policy
of Ukraine, which is aimed at the active integration of Ukrainian music and theater art
into the world context.

It was determined that the ballet of the Independence Era became an important
indicator of historical events in Ukraine. In the ballet genre, one of the first musical and
stage representations of wartime events in Ukraine was implemented: the first invasion
of the Russians in 2014 was represented in the ballet “Fates” by Yu. Gomelska, the
destruction of Mariupol was experienced in the work “Mariupol” by 1. Harkusha, and
the fate of Ukrainian refugees was highlighted in the ballet “My Home On Two Feet”
by V. Rekalo.

The artistic feature of modern Ukrainian artists is revealed, which consists in
their active intermedia and intertextual thinking. Polylogues in the intermedial space
cover various artistic directions: from film music to the style of another composer.
Among such works, we can name the ballet “Chasing Two Hares” with its appeal to
the film of the same name directed by V. Ivanov, the ballet “Vision of the Rose”
by O. Rodin, which became a paraphrase of the ballet “The Spirit of the Rose” by
M. Fokin; the ballet “Hopper” by M. Shalygin, in which the composer creates an
interspecies artistic translation of E. Hopper's painting handwriting, the ballet
“Schnittke” by M. Shalygin, which reproduces the polystyle games of A. Schnittke.

Systemic changes in the ballet genre, aimed at using new technical possibilities
of music digitization, are substantiated. Among the main trends in the work of

Ukrainian composers in this field is the inclusion of electronics not only as a timbre,
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but also as an independent instrument in the creation of the musical field of ballet. It is
important that at the same time the artists do not abandon traditional sound structures,
which acquire a certain reinterpretation. So, electroacoustics becomes a sure coordinate
of the musical organization of the ballets “Existenza” by L. Yurina, “The Wall” by
O. Shpudeiko, plays an important role in such ballets as “Odysseus” and “Case
Carmen” by M. Shalygin, is included in the form of elements of specific music in
ballets “Vision of the Rose” by O. Rodin, “My Home On Two Feet” by V. Rekalo, etc.
The results of the study confirm the potential of modern Ukrainian ballet for the
development of national culture and expanding its influence on the world ballet scene.
Preservation and development of traditions, their combination with innovative
approaches, along with a wide panorama of genre modifications, make ballet an
important genre of Ukrainian stage art of the Independence Era.
Keywords: Ukrainian music, music of the 21st century, music of the Independence Era,
Ukrainian composers, modern ballet, dance, ballet music, intertextuality,
intermediality, genre type, genre, style, ethnicity, generation, socio-cultural trends,

innovative technologies.
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