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The purpose of the work is due to the illumination of little-known pages of the creative biography of D. Hnatyuk, in
particular the period associated with his directorial activity. The methodology of the research is to apply historical, comparative,
art criticism and cultural methods, which enables the analysis of J. Verdi’s opera «Aida» in a new dimension, revealing the
unexplored pages of the creative biography of the artist. Scientific novelty. Applying in the study a considerable part of archival
materials, reviews of periodicals, epistolary heritage, we have the opportunity to fill the gaps of the cultural and artistic space of
Ukraine at the end of the twentieth century, and, focusing on the phenomenon of artist’s creative biography, to reveal its essence
in the context of socio-cultural trends of this period. Conclusions. D. Hnatyuk as a director, made a lot of effort to make the Kyiv
Opera a factor in European musical life, conquered the audience with high artistic and performing culture, bringing the National
Opera of Ukraine to all the higher artistic stages. Due to confident creative steps and decision of D. Hnatyuk, the space of
Ukrainian opera art was recognized not only in the system of European artistic communication, he took a clear position at the
level of world recognition of Ukraine as a creative, competitive, capable artistic state.
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Bonoapuyk Bikmop Onekciitosuu, kanouoam mucmeymeosnagcmasa, ooyenm HMAY imeni I1.1. Yaitikoscvroeo

IocranoBka onepu /Ix. Bepai «Aiga» y pesxkucepceskiii intepnperanii I.M. I'narioka

Merta po6oTn 00yMOBIIEHa BHCBITICHHSM MAaJOBIJOMHX CTOPiHOK TBOpdYOi Oiorpadii /. ['HaTioka, 30kpema mepiony,
IIOB’S3aHOTO 3 HMOT0 PEXHCEPChKOIO JIisUIbHICTIO. MeTomoJIorisi JOCHi/DKEHHsT TOJArae B 3aCTOCYBaHHI 1CTOPHYHOTIO,
MOPIBHSUIBHOTO, MUCTEIITBO3HABYOTO Ta KYJIbTYPOJIOTIYHOTO METO/IIB, IO Ja€ MOXJIMBICTh aHami3y onepu J[x. Bepai «Aima» y
HOBOMY BHMIpi, BIIIKPMBAIOUM MaJONOCITI/PKEHI CTOpiHKM TBOpuoi Oiorpadii murtis. HaykoBa HoBHM3Ha. 3acCTOCOBYIOUH Y
JIOCHI/DKEHH] 3HAuHYy 4YacTMHY apXiBHHX MaTepiajiiB, peleH3id NepioJuyHuX BHJaHb, EHICTOJSPHOI CHAALUIMHU, MU MaeMO
MOXKJIMBICTb 3aIIOBHUTH MPOTAIMHU KYJIbTYPHO-MUCTELKOIO MPOCTOpY YKpainu KiHis XX CTONITTS, i, aKIEHTYIOYH yBary Ha
(enomeni TBopuoi OGiorpadii MUTIS, PO3KPUTH HOTO CYTHICTH B KOHTEKCTI COLIOKYJBTYPHHX TEHJACHIIH JaHOTrO IMepiony.
BucnoBku. /. [HaTIOK sIK pexucep, JOKJIaB 0arato 3yCuiib, 0O KWiBChKa Olepa cTaja YMHHUKOM €BPOIMEHCHKOTO MY3UYHOTO
KHTTA, MIKOPSUIA TIIs1/1adiB BUCOKOIO XYAOXKHICTIO 1 BUKOHABCHKOIO KYJIBTYPOIO, 110 MiAHOCUTh HamioHansHy onepy Ykpainu Ha
BCE BHIII MHCTEIbKi MIa0mi. 3aBASKH BIEBHEHUM TBOPYMM Kpokam i pimenHsMm . [HaTioka, mpocTip yKpaiHCHKOTO OMEPHOTO
MHCTETBa OTPUMAB BU3HAHHS HE TUTHKH Y CUCTEMi €BPOIEHCHKOI MACTENEKOT KOMYHIKaIlii, BiH 3aifHSIB YiTKy MMO3UINIO Ha PiBHI
CBITOBOTO BU3HAHHS Y KpaiHU SK TBOPYOi, KOHKYPETHO-CIIPOMOKHOT MUCTEIBKOT JIep KaBH.

Koaio4oBi c1oBa: BUKOHaBChbKa iHTepHIpeTallis, TBOpYa OCOOUCTICTD, COLIOKYJIBTYPHE CEpPEOBHIIE, IpaMaTypris TBOPY,
peKrcepchKa KOHIEIsI, BAKOHABCHKHH pernepTyap.

Bonoapuyx Bukmop Anexceesuu, kanouoam uckyccmeaoseoenus, ooyenm HMAY umenu I1.1. Yaiikosckoeo

ITocranoBka onepsnl x.Bepau «Auna» B pe:kuccepckoii unrepnperauuu JI.M.I'natioka.

Ilesas padoThl 00YCIIOBIEHA OCBEIICHHEM MAaJIOM3BECTHBIX CTPAaHHIl TBOpUecKow ouorpadum Jl. [HaTiOKa, B 9aCTHOCTH
[IepHoJa, CBSI3aHHOIO C €r0 PEXKUCCEPCKOM AESITENbHOCTHIO. MeToHd0JIorusl HCCIeA0BAHUA 3aKII0YacTCd B IPUMEHEHUU
HUCTOPUYECKOr0, CPABHUTEIBHOIO, UCKYCCTBOBEAUECKOTO U KYJIBTYPOJIOTHYECKOTO METOJO0B, JAET BO3MOKHOCTh aHaJIM3a OLEpbI
JIx. Bepnu «Auzia» B HOBOM M3MEPEHHH, OTKPBIBasi MaJIOM3ydeHHbIE CTPAHUIIBI TBOpUYECKOH Onorpadun xynoxxHuka. Hay4unas
HOBH3HA. [IpuMeHss B McCIeOBAaHUMM 3HAYUTEIBHYI0 YacTh APXUBHBIX MAaTEpUANIOB, PELEH3HM NEpUOJUUECKUX H3AaHUl,
SMUCTOJISIPHOTO HACJIEAMs, Mbl HMMEEM BO3MOKHOCTH BOCIOJIHUTH HPOOEIBl KYJIbTYpHO-XYA0)KECTBEHHOTO IIPOCTPAHCTBA
VYkpaunsl koHna XX Beka, ¥, aKIEHTHPYs] BHUMaHue Ha peHOMEeHe TBOpPUYECKOH Onorpaduu Xy10’KHHKa, paCKpBITh €ro CyIIHOCTh
B KOHTEKCTE COLMOKYJIbTYPHBIX TEHJECHUUI NaHHOTO nepuoaa. BeiBoabl. [I. ['HaTiOk kak pexuccep, IPUIOKUT MHOTO YCUIIHH,
9TOOBI KHEBCKass omepa craja (AaKTOpOM EBPOIEHCKONW MY3BIKQTbHOM JKW3HW, TOAYMHSIA 3pHUTENeH  BBICOKOU
XYJOKECTBEHHOCTBIO M MCIOJHUTEIbCKOM KyJNbTypol, Bo3HOcswed HanuonaneHyro omnepy VYKpauHbl Ha  BBICUIME
XYJIO’)KECTBEHHbIE CTyleHU. biaronaps yBepeHHbIM TBOPYECKHMM IuaraMm U pewmeHusMm Jl. I'HaTioka, MpOCTPaHCTBO YKPaUHCKOTO
OIIEPHOT0 UCKYCCTBA MOIYYHIIO NIPU3HAHUE HE TOJIBKO B CUCTEME €BPOINEHCKON XyI0KECTBEHHOW KOMMYHHUKAIUH, OHO 3aHAJIO
YETKYIO MO3UIMI0 Ha YPOBHE MUPOBOTO MPU3HAHMSA Y KPAaHHBI KaK TBOPYECKOT0, KOHKYPETHO-CIIOCOOHOT0 TOCYJapCTBa.

KiroueBble cjI0Ba: HCIONHUTENBCKAS MHTEPIPETALNS, TBOPUECKAs JTHYHOCTh, COLMOKYIBTYPHAs Cpela, ApamMaTyprus
IIPOU3BEICHUS, peKUCCEePCKas KOHIETLUS, UCIIOTHUTENBHBINA penepTryap.



In the artistic space of Ukraine from the XXth to the beginning of the XXI century, the
figure of the outstanding D.M. Gnatyuk is represented by a bright, dynamic and unique
phenomenon. The communicative model of the master is outlined by a complex and dynamic
structure, the essence of which is formed by the realities of the twentieth century. The
creative biography of the artist generalizes the value-orientation principles of opera
performance, achievements in the direction of the musical theater, pedagogical practice,
public and political activity. Each of them makes it possible to identify the figure of D.
Gnatiuk as a distinctive, intrinsically indescribable person whose vital credo was the
dedicated work of Ukrainian art, the service of pure creative ideas with faith in the bright and
unbreakable future of Ukrainian statehood, independence and identity.

The purpose of the work is due to the illumination of little-known pages of the
creative biography of D. Gnatyuk, in particular the period associated with his directing
activity. Appealing to the problem of staging the opera by J. Verdi "Aida", we have the
opportunity to fill significant gaps in the history of domestic opera performance, to analyze
the trends of its development, dynamics in the coordinates of social needs, demands and
trends.

The methodology of the research is to apply historical, comparative, art criticism and
culturological methods, which allows the analysis of J. Verdi's opera "Aida" in a new
dimension, revealing the unexplored pages of the artist's creative biography.

Scientific novelty. Applying in the study a considerable part of archival materials,
reviews of periodicals, epistolary heritage, we have the opportunity to fill the gaps of the
cultural and artistic space of Ukraine at the end of the twentieth century, and, focusing on the
phenomenon of the artist's creative biography, to reveal his essence in the context of the
sociocultural tendencies of the given period.

Presenting main material. By the time D. Gnatyuk turned to the production of
"Aida", the executive stencils of the opera had already been formed, the tightness of which
was firmly fixed in the directing vocabulary and conductor communication of the domestic
opera space.

"Aida" is an opera, whose production line is crowned with vivid scenic solutions,
powerful decorated mechanisms and luxurious artistic elements. The director's model of
Dmitry Mikhailovich is outlined by covering the main conceptual foundations of the work -

his drama, pathetics, the discovery and putting on the forefront of the inner world of the



hero. The main component of the production remained the main idea of the work - three-
dimensionality, where in the foreground is the general problem of being, the second element
that forms the essential foundations of the drama of the work - is the problem of personality
with its existential categories, and the third, the final component - is the transformation of
social models, their aesthetic identification in the context of the value-orientation concept of
mankind [4]. Individualization and accentuation on the existential manifestations of the
personality, its identity and identification in the context of social and ideological realities of
time is a vector that the director chose for himself and established as a priority during the
work on the production.

The dramatic version expressed by the algorithm: space - earth, eternity - routine,
temple - state, love - civic duty, life - death forms the conceptual foundations of the opera,
which are actual and universal in the practice of theatrical art in general. D. Gnatyuk adheres
to the established director's concept, and, avoiding dramatic reduction, clearly outlines the
confrontation between the two diametrically opposite categories, designed in the conflict of
Radames and priests, Amonasro and Radames, etc. The confrontation as the main concept of
director's interpretation forms and stimulates the dynamics of development, continuity,
projecting thereby the merging of opposites and the formation of a single whole, in which
struggle and conflict are the driving forces that dynamize the drama of the development of
each of the scenes in the play.

Consequently, the contrast of monumental static choral scenes becomes the basis for a
relief projection of the development of images of the main characters of the play. It is against
this background that materialization in the operatic space of such opposites occurs as a
person - power [4]. The director-selected approach stimulates a permanent rethinking of
some elements of the stage design and cultivates the dramatic concept of the opera on the
other stage, where the principle of the semantic organization of the work is transformed and
perceived at the level of symbolization of some moments of the composer's idea. The
confrontation of the individual with the realities of objective reality, D. Gnatyuk considers
not only as an element of dramatic development of the opera, but as a universal category
whose essence is determined by social and subjective factors.

The rethinking of the idea of the work, the departure from the anachronistic models of
production (where there was a clear division of scenes of the work into the main and

secondary ones, those used as backgrounds that graphically fill the stage space), objections



and opposing material goods are the bases that Dmitri Mikhailovich shaped during work on
the directorial score. To put into every phrase, every gesture, every word deep meaning, to
comprehend and logically outline each miscount, to live and feel the internal stress of the
role - those aspects of directing, which D. Gnatyuk regarded as primitive, priority. To bring
to the foreground the coordinates of justice, legal parity and the assertion of the identity of
not only the state and the nation, but the people sought in their production D. Hnatyuk.
Dmitri Mikhailovich, together with the staging group, redefined the drama of the
picture where the social privilege excited meets people to meet Radames and his victorious
army, demonstrating to the captives' examination with his father Aida - Amonasro. D.
Gnatyuk shifts the emphasis of this picture into the coordinates of social domination and
injustice on the level of psychological satisfaction in the plane of illumination of the internal
state of man with his experiences and ideological stamps, which do not change in the context
of violence, but only consolidated and approved. Avoiding the manifestation of state
oppression and the assertion of social inequality, the director fills the graphic space of the
picture with a powerful stage with the participation of the ballet troupe, which projects the
scale, colorfulness and monumentality of the events by professional choreographic
production under the direction of the choreographer-director A. Shekera [7]. As A.Laputin
notes, A.Sheker's choreographic statement represents a ritual ritual, the essence of which is
outlined by an indisputable sacred integrity. The structural aspect of the composition
determines the dramatic conception in the form of a model that glorifies the greatness of the
gods and pharaohs, designing their function in the context of the earthly life of man [2]. The
filigree performance vocabulary of the ballet formed new coordinates of the director's vision
and interpretation of the time-coordinated work of the work, demonstrating to the audience a
bright stage design and a wide directorial outlook D. Gnatyuk. While staging, Dmitry
Mikhailovich works with several performers, who systematically differentiated according to
age categories. From this, the premiere was performed initially by experienced and actor-
tested performers, and then replaced by soloists from the younger group of performers,
which created the effect of the renaissance of consistent classically-sustained traditions. As
wrote in his review |.Karpinos: "Verdi's music can be listened and with his eyes closed.
Thank God, still clean crystal voices have survived, living outside poppier plywood. Aida
performed by Svetlana Dobronravova and Radames with the voice of Alexander Vostryakov

create such a subtle lyrical duet that arose suspicion of their Italian singing roots "[1]. To the



cohort of young soloists involved in the production of the opera were O.Klein (Aida),
A.Romanenko (Radames), T.Pimenova (Amneris). Such a differentiation of soloists allowed
the director to open the drama of the opera in different genre sections, to draw parallels
between the system of semantic organization of musical material in the context of the
performing interpretation of each of the soloists. The director gives great attention to
ensemble performance forms, which require absolute creative parity, plasticity of interaction
with the avoidance of all the speculative factors of each performer.

Singing is an actor identification system that, in the context of actor vocabulary, forms
the aesthetic integrity of opera drama. D. Gnatyuk permanently accentuates the attention of
the actors on vocal technique, because to achieve full artistic conformity of the stage image
Is possible only at the expense of timbral comprehension of the party, internally outlined and
genre-based. Perfect in the context of not only vocal performances, but also from the point of
view of acting practice, the role of Amonasro was performed by R.Mayboroda. Having this
party in his repertoire, D. Gnatyuk found the mechanisms of a scenic decision that
symmetrically placed dramatic levers in the context of the actor's interpretation.
R.Mayboroda not only recreated the composer's model of the hero, he formed the element of
the opera, which constructed its essence, consolidated the attention of the spectator and fully
withstood the style coordinates of the director's plan [3].

The director clearly outlined the coordinates of the executive decision and the Amneris
party, performed by L. Yurchenko. D. Gnatyuk adheres to the classical decisions of this
scenic task, where Amneris is a bright person, proud and unbridled. The childhood sense of
social domination is reflected on the stage by a powerful executive vocabulary, where the
mechanisms of acting are fully in line with the greatness and nobility of the operatic role.
Along with this, another conceptual model of the semantic role of organization passes - the
Image of a woman who is shocked by the fact that she was neglected, disturbed the feeling of
all-property and absolute sorcery. D. Gnatyuk emphasizes the attention of the actress on
other criteria of figurative constancy - on ordinary human experiences, internal values-
orientation aspects, determined by the struggle between revenge and love [2].

The synthetic essence of the operatic genre not only demonstrates the coherence of all
the mechanisms involved in the production of the performance, but requires a uniform
imagery of all the components forming the given genre face value. Thus, the powerful

addition to the premiere was the principle of the stage decision, proposed by Tadeem and



Michael Rindzak. The sense of stylistic coordinates by artists is already felt at the semantic
level. The formed conceptual foundations of scenic design create all the necessary conditions
for the viewer to feel the continuum of archaic layers of culture that produce the ancient
Egyptian artistic canons. "In the scenery is easy to read the ancient Egyptian system: the
magnificent red sun - their god of the RA, worshiped pharaoh, which compositionally
dominates over everything, a rhythmically comparative image of zoomorphous gods, white
golden outfits. All this creates a ritual-solemn background ", - notes O. Luputin [2]. The
complement of the stage design is the proposed costumes O. Lisik, who has not departed
from the director's concept and has kept the format of historical symmetry in the context of
modern design decisions. As Y.Goloshchuk notes, all the costumes created are imbued with
inspiration, the special attitude of the master to the case. For example, both of the costumes
of Pharaoh differ, not typical for the Ukrainian opera scene, with exquisite luxury, and a
subtle stylistic feel of the artist, for example, the manifestation of the individual stylistic
features of the master. A separate paragraph in the renewal of the performance was the choir,
under the direction of L.Veneddikova. Following the director's conception of D. Gnatyuk, in
which the choir was presented as a monolithic structure, the personification of greatness,
power, as an element of the opposition of the common individual, the choirmaster,
symmetrically calculated the dramatic tasks and put the semantic load on the choral texture
itself. In his interpretation, the choir is a collective hero embodying universal scale. Keeping
structural static, he accumulates the idea of movement, consolidating the dynamics of social
confrontation. "The choir is not a background, but rather creates a musical light, sounds,
shading events and heroes" - notes O. Luputin [2]. As O.Sakalo writes, the choral palette is
represented by a colorful dynamic colors, timbral fullness, which gave the choral sounding
of a powerful and logically sound structural organization, without thereby leaving beyond
the boundaries of the dramatic space of the work [4].

Of great significance in the production of the opera was the creative symbiosis of the
director and conductor. "Cosmicism, which is justified by the grandeur and monumental
history of the material, the epic of the musical basis, immortality of eternal themes", - notes
O. Luputin [2]. Such allegorical modifications to the scale of outer space are used by
reviewers in relation to the creative personality of the conductor. To distinguish the function
of the conductor in the production of the performance, especially in its premiere is absolutely

impossible. Only creative parity in the algorithm: conductor-director-choirmaster, in the



context of profound professional competence of each of them gives the opportunity to
represent the performance in the system of stable style coordinates, in the interpretation of
which there is a dynamics and aesthetic identification of time, where the concept of musical
drama and the mechanisms of its stage embodiment are considered in a single semantic and
creative dimension.

V.Kozhukhar retained and retained in the space of interpretive views of the director all
the stylistic coordinates of the composer's letter, J. Verdi, while not violating the principle of
dramatic development of the directorial model. According to I. Pavlov: "Thanks to his solid
hand, experience and musical taste, the dramatic nature of" Aida "was embodied in the
sounds so reliably and precisely that the soloists only had to obey his will. He did not allow
himself to deal with details and unnecessary effects, and acted in the context of Verdi's
guidance: "There is more than a melody than harmony - in fact, music itself ...". The
elegance and refinement of his interpretation of Verdi's score is the strongest impression of
the premiere "[3]. But, despite all the positive points, the evidence is diametrically opposed
and their opponents, which, to some extent, spray the structure of the general opinion about
the premiere. Thus, according to O. Sokalo, the overall assessment of the premiere is quite
positive, as it has withstood the process of preparation and practical scenic implementation in
the context of numerous factors that influenced the course and development of events. But in
the process of analyzing individual elements of genre synthetic essence, many questions
arise. The stylistic coordinates of the orchestral sound are blurred, and to determine the
composer's style, it is difficult to understand the results of the perception of the orchestral
texture. Proposed by conductor interpretation: The softness of sound, elegance, elegance of a
dynamic solution, Belkont's cleavage in conjunction with Belcant's ease of reproduced
sonorities "are those features that are typical of the style of V. Bellini, G. Donitsetti, but not
for the J. D. Verdi style combination, the structural essence of which built on contrasting
comparisons of dynamic gradation, texture concentration, figurative sphere [4]. And such
deviations from the style co-ordinates of composer technique by J. Verdi, stimulated the
depressurization of ensemble harmony between vocalists and orchestra, and the choir.
According to O. Sokalo, the conductor's interpretation has become one of the reasons for
violating drama at the level of the system of images of the work, since in the score "Aides"
relief positioned changes in the ratio of vocal material to the orchestra, where the latter

significantly prevailed in the dynamics of texture saturation, in violation of the principles of



opera orchestra balancing [4]. Many questions arose even to the directorial concept of D.
Gnatyuk. One of the most important criticisms noted by O. Sakalo is that the play completely
ignores the ancient Gepit's rituality, mythological symbolism and figurative stylistics. Such
director's decisions have no logical basis. The director could not withstand the stylistic
criteria formed by the composer and departed from the author's drama theater, outlining,
perhaps, an illustrative version of "Aida". This is not so much a conscious change in the
conceptual foundations of J. Verdi, as a slightly formal approach to the details of stage
drama.

This tendency has been quite clearly manifested in the fact that the drama of the work
Is not elaborated at all levels of stage action. From the reviews it is clear that in the scenes
that reveal the personal conflict of heroes, the plastic nature of the images is not found, there
Is no clearly elaborated detailed elaboration of each of the myszancen.

Avoiding the detailed elaboration of each of the elements of the drama of the work, the
director violated the coordinates of the representation's integrity, where the principle of
motion from one to the general forms a stereotype for constructing a general model of a
work. Such a smoothing of a figurative system under one conceptual position stimulated the
depreciation of aesthetic representation of performers in terms of manifestation of a
subjective factor in the context of directorial interpretation. The actor did not have the
opportunity to show himself as an individual, to reproduce all the signs of a high level of
professional competence and acting skills. The sense of general unification of performers
significantly limited their existential orientation, which gave impetus to the violation of the
dynamics of drama and the development of performance static. As a rule, when the general
principles of the stage mechanism are violated - the movement from the single to the general,
the illumination of the individual elements of the drama of the work, the importance of mass
scenes, the coordinates of monumentality, greatness, and epicity are lost. It is possible to
construct a mision scene contrast only on condition of a sense of a scenic relief, where the
balance of individual, subjective and general, mass is clearly defined. If such a gradation is
absent, then all proposed by the director of dramaturgical space is considered as a general
substance with blurred coordinates and criteria for the development of a figurative sphere.

Contrary to the numerous remarks and the views of theater critics, we note that the
restoration of the opera Aida by J. Verdi at the National Opera and Ballet Theater named

after T. Shevchenko became a significant event.



It is: "A sign of creative maturity, high craftsmanship, artistic perfection of all
components of the opera collective. It is on such works where, so to speak, there is a "super
task", where the true philosophical content is not on the surface, but in the depths where the
musical drama is multicolored - it is on such works and a possible creative rise "- said O.
Luputin [2 ]. Dmitry Mikhailovich as a director, made a lot of effort to make the Kyiv Opera
a factor in European musical life, conquered the audience with high artistic and performing
culture, bringing the National Opera of Ukraine to all the higher artistic stages. Due to
confident creative steps and decision of D.M. Gnatyuk, the space of Ukrainian operatic art
was recognized not only in the system of European artistic communication, but also took a
clear position at the level of world recognition of Ukraine as a creative, competitive, capable

artistic state.
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