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3micT aHoTaWil

XIX cTomiTTs cTaso 30JI0TUM CTOJITTSM SIK JJIS OTNEpH, Tak 1 IJsi popTermniaHo.
Onepni TBOpU Takux Kommno3uTopiB, sk B. Momapr, JIx. Bepai, P. Barumep 1
JIx. Poccini, 3auapoByBasiv Mmy0J1iKy, MPOTE JOCTYI IO KMBUX BUCTYMIB 4acTo OyB
OOMEXEeHHI MICTOM 1 3aMOXHUMH BEPCTBAMHU HACEJICHHs. XYI0KHI MEpEeKIaan X
OTiep CIIYTYBaJl MOCTOM, 1110 TPHHOCUB 3HAMEHHMTI apii, yBEPTIOPH Ta JpaMaTUIHI TEMH
B JIOMIBKH Ta CaJOHH 10 BCii €Bpori Ta 3a i Mexxamu. Y 11boMy dopTenianHi 00poOKu
BUCTYNQJIM CBOEPIIHUM «XYAOXKHIM TMEPEKIaToM», IHTEPIPETYIOYM BOKAJIbHY Ta
OpPKECTPOBY MY3MKY JUIsl COJIBHOTO IHCTpyMeHTa. Taka TpaHcdopmallis BuUMaraia
TIIMOOKOTO PO3YMIHHS HE JIMIIE OPUTIHAIBHOI My3UYHOT CTPYKTYPH Ta 3aJyMy, ajie i
BHPA30BUX MOXJIMBOCTEH (QopremiaHo. AHaII3 IUX TMEpPeKIaJeHb Ja€ I[IHHY
iH(pOopMaIIio PO Te, K KOMIIO3UTOPH Ta IMIAHICTH NEPEeKIIaaaid HI0AHCH BOKaJbHUX
napTiii, OpKecTpPOBUX (PaKTyp Ta ONEPHOI ApamMaTyprii Ha KJIaBiaTypy, 1HOJI 3MIHIOIOUYH
MY3WYHUHN MaTepial, Mmoo nepenatd abo MepeoCMUCITUTH CYTh OPUTIHAIIEHOTO TBOPY.
Le mocmimpKkeHHsT Ma€ BaXKJIMBE 3HAUCHHS, OCKUTBKH PO3TJISIA€ ICTOPUYHI, CTUITICTUYHI
Ta JpaMaTypriuHi AacmleKTH, [O03BOJSIOUM 3PO3YMITH, SK XYAOXKHI TepeKIay,
YTBOPUBIIM HOBHUM >KaHPOBUU IUIACT, CIPHUSIA PO3BUTKY €BPONEHCBHKOI MY3HUYHOI
KyabTypu XIX cTOMITTS, BIUIMHYIU Ha (DOpTENiaHHY TEXHIKY Ta MO-HOBOMY 3aJTy4HJIA
CITyXadiB.

VY nmocnmimKeHHI BHUKOPHUCTOBYEThCS 3amporoHoBaHuil O. JKapkoBUM TOHSATTS
«XYIOXKHIN TepeKazy, MO y3araJbHIOE TaKe IMHPOKE B >KAHPOBOMY BiTHOIICHHI

SABUIIE, SIK MEPETBOPEHHSI UyKOTr0 MY3MYHOIO0 MaTepially Ha HOBIA TBIp, Xoua 1
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BTOPUHHUI 32 CBOEIO CYTTIO. B maHOMY MOCHiPKEHH] MOHATTS «XyIO0XKHIN TepeKiam
BXKUBAETHCS SIK BUBHAYCHHS MPOIYKTY OTO TBOPUOTO MPOIIECY.

3’sCOBaHO 3arajbHi Ta BIIMIHHI )KaHPOBI PUCH TBOPIB, L0 YTBOPIOIOTH KaHPOBY
Ipyny XyJIOXHIX MEepeKsaiB ONepHOi My3UKH — (aHTa31i, Bapialiii Ha ONMEpPHI TEMHU,
napadpas, TpPaHCKPUIIIii, pEMIHICIEHIIIH, apaH)KyBaHb TOIIIO.

[cTopryHMiA OTJIsIT PO3BUTKY MPAKTUKH TPAHCKPUOYBAHHS MY3UYHOTO MaTepiary
Ha/JlaB MOXJIMBOCTI BH3HAYMTH OCHOBHI €Taly IbOTO TPUBAJIOrO IMPOLECY, SKU
po3nounHaBcs 3 nodipoHiyHUX kaHpiB XV—XVI cronite. B Hux dopmysanucsa ta
BIAMPAIbOBYBAIUCS METOAM POOOTH 3 MY3MYHHMHU TeMaMu (MPHUKIAIOM € TBOPH
[Tanectpunn).

Ilepwuii nepioo. Ha mijcraBi 310paHOTr0 My3UYHOTO MaTepiajly BCTAHOBJICHO, 1110
TpaJullisl TepeciiBy 3apoawsiaca B eBpornedcbkil my3uii XVII cromitrs 1 Oyna
NIOB’s13aHa 3 PO3MOBCIOKEHHAM TeXHIKH cantus firmus i mpuHIHITY mapadpa3yBaHHs.

Ha nmouatrky XVIII cTomiTrs B KOMIIO3UTOPCHKIA MPAKTHUI[l TTOYATHU 3’ SBISITHCS
3pa3Kky MEPeKIafeHb IHCTPYMEHTAIBHUX TBOPIB, 10 OYJI0 0OYMOBJIEHO 1HTEHCUBHUM
PO3BUTKOM CBITCbKOi My3uku. Kommosutopu moyanu poOUTH TPaHCKPHUIIIT
IHCTpYMEHTAJLHUX TBOPIB CBOIX KOJer, a0 MepeKIajaTd IS IHIIOTO IHCTPYMEHTY
BracHi omycu. OfHEM 3 Takux kommosutopis 6y . C. Bax, skuii TpaHcKkpuOyBaB
koHueptu A. BiBanpai, A. Mapuemnio, I'. ®@. Tenemana, a TakoX BJIaCHI TBOPH.

[TouaTok dpyeoco nepiony Bu3HaudaeTbes mosiBoro Ha Mexi XVIII-XIX cTomith
nepmmx 3pa3kiB 00poOOK onepHOro marepiany (Ipu IbOMY TPaaMIlis MEepeKIaJacHb
THCTPYMEHTaJIbHOT MY3UKH TPOJIOBXKYBaIa CBiii pO3BUTOK). B po0oTi 3a3HadyeHo, 110
1Iei mporiec IHTEHCUBHO PO3BUBABCS HA TJII PaIUKAIIBHOTO OHOBJIEHHS Y XIX cTomiTTi
OTIepHOTO XKaHpy. HoBa XBUIIs 3alliKaBICHOCTI OMEPOI0 Ta 11 MOMYJSIPHOCTI MOPOUIA
«IpYrui» BUJ MY3UKH.

B npyromy mepioni OoKpeciieHO emanu PO3BUTKY TPaAuIlii TPaHCKpUOYBaHHS
OTIEPHUX TEeM: nepuiuti — 11 €Tal CTAHOBJICHHS HOBHX 1 OHOBIICHHS BXKE ICHYIOUHX
KaHpIB TIOB’SI3aHUH 3 JIEMOHCTPAIIEI0 TEXHIYHUX MOJKIMBOCTCH BHKOHABIIIB;
OCHOBHHMMHM >KaHpaMH CTarOTh (haHTasii i Bapiattii. /[pyeuii eman (3 cepenuan 30-X 1 10

KiHI 70-X pOKIB) MOB’s3aHUN 3 IHTEHCUBHICTIO KOHIIEPTHOI 1 KOMIIO3UTOPCHKOI
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nisibHOCTI @. KanbkOpennepa, @. Jlicra, C. TansOepra Ta IHIIMX MY3UKaHTIB 1 HOBUM,
Oinbuwl  BiNbHUM NIOXO00M 00 IHCMPYMEHMAaNbHO20 emineHHs onepHux ideu. 1le OyB
BUIIMHA 32 CBOIMH pe3ylbTaTaMHU €Tall Yy PO3BHUTKY XaHPIB XYI0KHBOTO TMEPEKIaTy
(BkroyHO 3 BapiauwisiMu,  (aHTaziiMu, — napadpazamu, — TPAHCKPHUIILISIMH,
PEMIHICIIEHIIISIMU TOIIIO).

Tpemiii nepiod — kinenp 70-x pokiB XIX cromirts — XX cronirts. Moro mexi
OOyMOBJIEHI ~ CTUJILOBUMHU 3MIHAMH Yy MY3UYHOMY MHUCTEUTBI  (PO3BUTKOM
MOJIEpHICTUYHUX TEU1i 3 iX HOBOIO (hitocOPi€r0, KapAUHATBHUM OHOBJICHHIM MY3UYHOT
MOBH 1 XKaHPOBOI CUCTEMH).

B nmepmiomy miapo3auii  apyroro pos3auty (2.1.) po3riasHyTO TBOPYICTH
JI. Berxoena, M. 'ymmens, @. I'onTeHa. BcTaHOBIEHO, 110 TOIOBHUMH XaHPAMHU HA
poMy etami Oynu (anTazii Ta Bapiamii. OcTaHHI SK 3aCi0 OHOBJIGHHS TEMAaTHYHOTO
MaTepially akTHBHO BUKOPUCTOBYBAJIHUCH Yy (paHTa314X, YTBOPIOIOUM TOPUIHUM KaHp 1
3Mimany Gpopmy.

B pe3ynbraTi My3uko3HaBuOro aHanizy «lllecmu eapiayiti ha memy oyemy 3
onepu «Menvnuuuxay Jloc. Iaizieinoy (1798) JI. BerxoBeHa Bif3HaueHi CTUIHOBI
0COOJIMBOCTI: 3 OJTHOTO0 OOKY KOMIIO3UTOP BIATBOPUB rajanTHik ctuiib X VIII cromiTr,
1HO/I1 ameTIOI0YH JI0 1TATIHCHKOT0 JJAMEHTO3HOTO CIiBY, BJIACTUBOrO 0apouHiit omepi. 3
HIIIOT'O — SICKPABO MPOSBUB PUCH BIIACHOTO CTUIIIO.

ABanis «Bapiayiii na memy «Apmiou» Imoxay, (0p.57) H.Tymmens nae
MiZICTaBy JUIi BUCHOBKY IMOJO 1X CTHUJIbOBOI KJIIACMYHOCTI (BIAMOBIIHICTH CTPOTHUM
BapialisiM 3 BUKOPUCTAHHSM KBaJpaTHOI CTPYKTYPH Y BHUKJIQAl TEMH, a TaKOXK
rapMOHIYHUX, (aKTypHUX 3ac0o0iB BapitoBaHHs). B geskux Bapiallisix Bi3HAYEHO
TaKOXK YCKJIAIHEHHS TapMOHIYHOI MOBH XpOMAaTH3MaMH, MOABIMHMMH JOMiHAHTaAMU,
3MEHIIICHUMH CETNTaKOpJaMH, yIIUIbHEHHS (QakTypu (3aco0M paHHIX POMAHTHKIB JIJIS
nepeaadi Hanmpy»XeHocTi). B mitoMy, KoxkHa 3 Bapiarliii gegam cTae B TEXHIYHOMY IIIaH1
Aenani CKJIAIHIIIOW, IO CBLAYUTH MO 3a7adyy KOMIIO3UTOpPA CTBOPUTH BIPTYO3HMI
TBIp.

CBoOIO poNib y PO3BUTKY MEpEKiIaaiB OMEPHOTO Marepiady B MEpIIUN Mepion

Binirpas @. I'ionren. Ha Biagminy Big ['ymMerns, npaitorouu 3 ONEpHUMU TEMaMHU, BiH
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MaB Ha M€TI 3p0OUTH 0O0POOKY, NOCTYNHY ISl BAKOHAHHS MY3MKAHTAMH-aMaTOpPaMH,
upcieHHicTh skux y XIX cromitri mBuako 3pocrana. Moro BuGip Matepiany
BHU3HAYaBCsl MOMYJSPHICTIO onepu abo OKpeMux il HOMEpIB, a 3a CKJIAJHICTIO HOro
nepeKsaau BIANOBIIANIM 3anuTaM aMatopiB. OIHUM 3 TaKuX NEepeKiaaiB € «Bapiayii na
memy «Moiices 6 €ecunmi» [[ic. Poccini», e B IKOCTI TEMATHYHOTO MaTepialy B3ATO
TeMy JIipuyHOTO Ayery AHainu 1 AmeHodica 3 mepmoro akty. He3Baxarouu Ha
IpPOCTOTY TEMM Bapiailiii, 1eW mnepekyana, sk 1 Oarato iHIMMX TBOPIB [rOHTEHa,
JEMOHCTPYE BHTOHYEHY KOMIIO3UTOPCHKY TEXHIKY Y TMOAAIBIIOMY PO3BUTKY
Marepiany.

B nigpo3aini 2.2. posrnsiHyto nopo6ok ®. KanbkOpennepa. Binznaueno iioro
BEJIMKMII BHECOK B PO3BHTOK JKaHPIB XYMOXKHBOIO TMEPEKIATy ONEPHUX TEM.
AKIIEHTYETBCS yBara Ha TEXHIUHIM CKJIAJHOCTI WOTO TBOPIB, IO OyJ0 0OYMOBIICHO
METOI0 KOMIIO3UTOP-BIpTyo03a. AJie B paKypci JTOCHIIKEHHS OLIBII BaXKIMBUM € HOTO
BHECOK B PO3BUTOK aHPOBOi CUCTEMH — HamUcaHHS napadpas 1 peMiHICIeHI[IH, Kl
PO3KPUBAIOTh HOBUH MIAX1Jl KOMIIO3UTOPA A0 0OPOOKU OMEPHUX TeM. 3BEPTAIOUHCH /10
onepu, KanpkOpeHep BUKOPUCTOBYE KiJIbKa ii TeM 1 BUOYIOBYE OKpEeMY JpaMaTypriuHy
JHII0, HaJIAl0YM TaKUM YMHOM CBOEMY TBOPY IUTICHUN XapakTep. B sikocTi mpukiaxy
TAKOro  IHTEPIPETAIlIfHOr0 TMIAX0ay TMpoaHalizoBaHO «buuckyuy ganmasirno
«Peminicyenyii 3a oneporo «l6ioo i JKinespa» @. I'anesin (1838). Opmiero 3
JIpamMaTypriyHuX 0COOJUBOCTEH i€l haHTa31i € MPUHIIUAI [TOEMHOCTI.

[HIIMM TpHKTIaI0M, B IKOMY BUOYIOBYETHCS BJIACHA JIpaMaTypridyHa JiiHisg (ane
BOHA HE CYNEPEUUTh OTMIEPHOMY OpUTiHANY) € « Panmasia Ha memy onepu . Bepoi
«Tpasiamany, op. 78. C. Tanbbepra (1862). 3anumarounch BipHUM c001, KOMIIO3UTOP
Bapilo€ OMEpHI TE€MHU, BUKOPUCTOBYIOUM CBIil TEXHIYHUN apceHal, B TOMY YHCII
(TEXHIKY TPHOX PYK».

B nuceprariii TakoX KOPOTKO OXapaKTEPHU30BAHO TBOPUY MISUIBHICTH TBOPUY
A.TeH3eabTa 1 B SAKOCTI TPHUKIAAY WOro IHTEpHpEeTaIii OMEPHOTrO MaTepiary
npoaHanizoBaHo Kouyepmrui eapiayii, na memy «Koau s nokuoaio Hopmanoioy op. 11,
(1840) 3 omepu «PobepT-musBon» k. MeiiepOepa, ki BUKIAICHO 3 MPUTAMaHHUM

KOMIIO3UTOPOB1 BEJIIMYHUM PO3MAXOM 1 HAJIEKHUTh [0 YUCIA HAUOJIMCKYYIIMX 1
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yyJ0oBUX OpaBypHUX TBOpIB. BigzHaueHo, mo B 1ux «Bapiamigx» A. ['enzenst
3QJIMIIMBCSA B paMKax (opTeniaHHOi BUPA3HOCTI HIMEIBKOI IIKOJIM, Ha BIAMIHY BIJ
Jlicta (uepryBaHHs KaJCHLIHHUX BIPTYO3HUX 1 TYTTIMHUX €MMI30[1B 3 YIIUIbHEHHIM
dakTypn).

Sk sAckpaBoro MaiicTpa XyJOKHIX HEpeKiIaAiB B JUCEPTallii MpPeACTaBICHO
II1.-B. Aabkana (1813-1888). ¥V poOoTi HamaeTbes cTHchaa iH(oOpMarIlis mpo Horo
TBOPYY ASUIBHICTB 1 MpoaHaiizoBaHo «Danmasito Ha momueu onepu «on Kyany»,
op. 26.

3a3HaueHo, M0 ANbKaH MalCTEPHO KOPUCTYEThCS MOTHBaMU 3 «JloH KyaHay,
PO3BHBAIOUH iX Yepe3 Ceplilo Bapiallil, Kl MOCTYNOBO YCKIATHAIOTHCA 1 3By4aTh BCE
OUTBII €MOIIIHO; BUKOPUCTAHHS TapMOHIT Ta 3MIHU TOHAJIbHOCTEH CIYTye He JIUIIE JIJIst
NpUKpPAILIaHHS MEJIO1H, ane i A BimoOpaXkeHHs JpaMaTUuYHUX KOIi31i onepu.

[TinkpecneHo, mo AbKaH BHUKOPHUCTOBYE IMUPOKUN CIEKTp (opTeniaHHuX
npuiioMiB, 1100 IMITYBaTH TEMOPH IMMOBHOT'O ONEPHOT0 opkecTpy. Kommosurop nepenae
pI3HI HAacTpOi Ta 3MaJIbOBYE CIIEHH 3 OINEpPH, BUKOPUCTOBYIOUM MAacCIITaOHI IMacaxi,
IIBUIKI apIeKio Ta BEJHUKl aKOpJOB1 PO3LIH, MO0 MepenaTH BIIUYTTS AiaJiory Ta
PO3BUTKY CIOKETy. Takuil KOMIO3UTOPCHKUN MIAX1 JEMOHCTPYE HOBATOPCHKE
BUKOPUCTAHHS AJIbKaHOM (DOPTEMiaHo K 3acO0y OIMOBiIi.

A. ®ymaramni  (1828-1856) mnpeacraBieHo B AucepTamii K aBTOpA
Tpanckpunmii KaBatuau «Casta Divay Hopmu 3 onmnoiimennoi omepu B. bemmini
(1850). BimzHaueHO BeIWKY pI3HOMAHITHICTh TEXHIYHUX IMPUHOMIB, BHTOHYCHOIO
OPHAMEHTHKOIO Ta MIUPOKUM BUKOPUCTAHHSM Jliana3oHy GopTeriaHo.

Sk He3BuyaitHM pukinan GanTaszii npeacTaBieHo «Benuky danTazito Ha TemMy
Pobepma MeiiepGepay, op.106 (1855), npucssiueny JIicTy 1 HanMcaHy AJis JiBO1 PYKH.

[Mapadpasu 1 tpanckpummii @D.Jlicta Ha oOmepHI TEMHU PO3TISIHYTO 5K
Hal3HauYHIMNI 3a cBo€ro TnbuHoro nepeknanu ([lapadpas na remu «Ainn» k. Bepni,
ITapadpa3 wa Temm «Kumisku» @. ['ameBi, Peminicueniiii 3a omeporo «JIrouis i
Jlammepmyp» I'. Jowmimerti Ta immi). [ligkpecieHo rapMoOHIYHE MOEIHAHHA B IUX
TBOpax (pimocodCchKOro OCMHCICHHS XYHOKHIX 00pa3iB y KOHIIEPTHOMY CTHIII, IIO

JI03BOJIsI€ BBAXKATH JIICTIBCHKI MEpeKIaAl HAUBUIIIMM IIPOSIBOM TBOPYOi MaiCTEPHOCTI.
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Oxkpecneno TBOpuy nisinbHICTh . bromosa, K. Taysira, M. MoikoBcbskoro,
®. By30Hi, K IPOJOBXKYBAYIB TPAIULII XyT0XKHIX MEPEKIAIB ONIEPHUX TEM.

Knrwouoei cnosa: xynoxHiii nepekiiaji, BAKOHABCbKE MUCTEITBO, PEMIHICIICHIIII,
cnorajay, (opTeniaHHl TPAHCKPUILi, Bapialii Ha ONepHl TeMH, (aHTa3li HA OMEpHI
TeMH, 1HTepIrpeTalii onepHoro tekcry, ®. Kanskopennep, @. I'tonren, C. Tannbepr,

®. Jlicr.

Shumakova Yelizaveta. Piano arrangements of 19th-century opera music as
an artistic translation: historical-stylistic and dramaturgical aspects. — Manuscript.

Piano arrangements of opera music of the 19th century as an artistic translation:
historical, stylistic, and dramaturgical aspects. — Qualifying scientific work on
manuscript rights.

Dissertation for obtaining the scientific degree of Doctor of Philosophy in
specialty 025 - Musical Art. - Sumy State Pedagogical University named after
A. S. Makarenko Sumy, 2024.

The 19th century became a golden age for both opera and the piano. Opera works
by composers such as W. Mozart, G. Verdi, R. Wagner, and G. Rossini captivated
audiences, yet access to live performances was often limited to urban areas and the
wealthy segments of the population. Artistic translations of these operas served as a
bridge, bringing famous arias, overtures, and dramatic themes into homes and salons
across Europe and beyond. In this context, piano arrangements functioned as a kind of
"artistic translation," interpreting vocal and orchestral music for a solo instrument. Such
transformation required a profound understanding not only of the original musical
structure and intent but also of the expressive potential of the piano. The analysis of
these translations provides valuable insights into how composers and pianists translated
the nuances of vocal parts, orchestral textures, and operatic dramaturgy onto the
keyboard, sometimes altering the musical material to convey or reinterpret the original
work's essence. This research is significant as it examines historical, stylistic, and

dramaturgical aspects, shedding light on how artistic transcriptions, forming a new
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genre layer, contributed to the development of 19th-century European musical culture,
influenced piano technique, and engaged listeners in innovative ways.

The research uses the proposed O. Zharkov's concept of “artistic translation,"
which summarizes such a broad genre phenomenon as the transformation of someone
else's musical material into a new work, although secondary in nature. In this study, the
term "artistic translation" is used as a definition of the product of this creative process.
The general and distinctive genre characteristics of works forming the genre group of
artistic translations of opera music—fantasies, variations on opera themes, paraphrases,
transcriptions, reminiscences, arrangements, and others—have been identified.

Based on the collected musical material, it has been established that the tradition
of reinterpretation originated in European music of the 17th century and was associated
with the spread of cantus firmus technique and the principle of paraphrasing. This period
Is defined as a preparatory one.

First period. In the early 18th century, examples of instrumental work translations
began to appear in composer practice, driven by the intensive development of secular
music. Composers began creating transcriptions of their colleagues' instrumental works
or adapting their own compositions for different instruments. One such composer was
J. S. Bach, who transcribed concerts by A. Vivaldi, A. Marcello, G. F. Telemann, as
well as his own works.

The beginning of the second period is marked by the emergence of the first
examples of arrangements of opera material at the turn of the 18th and 19th centuries
(while the tradition of translation of instrumental music continued to develop). The
study notes that this process evolved intensively against the backdrop of the radical
renewal of the opera genre in the 19th century. A new wave of interest in opera and its
growing popularity gave birth to a "second" type of music.

In the second period, the stages of the development of the tradition of transcribing
opera themes are outlined: the first is the stage of the formation of new and renewal of
already existing genres associated with the demonstration of the technical capabilities
of the performers; fantasy and variations become the main genres. The second stage

(from the mid-1930s to the end of the 1970s) is associated with the intensity of concert
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and compositional activity of F. Kalkbrenner, F. Liszt, S. Thalberg and other musicians
and a new, freer approach to the instrumental embodiment of opera ideas. It was the
highest stage in terms of its results in the development of artistic translation genres
(including variations, fantasies, paraphrases, transcriptions, reminiscences, etc.).

The third period spans the late 1870s to the 20th century. Its boundaries are
defined by stylistic changes in musical art, marked by the development of modernist
movements with their new philosophy, a radical renewal of musical language, and the
genre system.

In the first subsection of the second chapter, the works of L. Beethoven,
J. Hummel, and F. Glinten are examined. It is established that the main genres of this
stage were fantasies and variations. The latter, as a means of renewing thematic material,
were actively employed in fantasies, creating a hybrid genre and mixed form.

As a result of the musicological analysis of "Six Variations on a Duet from the
Opera 'La Molinara' by G. Paisiello™ (1798) by L. Beethoven, specific stylistic features
were noted. On the one hand, the composer recreated the galant style of the 18th century,
at times appealing to the Italian lamentoso singing characteristic of Baroque opera. On
the other hand, he vividly demonstrated traits of his own distinctive style.

The analysis of "Variations on a Theme from Gluck's ‘Armide™ (Op. 57) by
J. Hummel provides grounds to conclude their stylistic classicism. This is evident in
their adherence to strict variation form, employing a square structure in the theme's
exposition as well as harmonic and textural means of variation. Some variations also
feature a complexity of harmonic language, including chromaticism, double dominants,
diminished seventh chords, and denser textures—techniques characteristic of early
Romantic composers to convey tension. Overall, each variation becomes progressively
more technically challenging, reflecting the composer's aim to create a virtuosic piece.

F. Glnten played a significant role in developing opera material adaptations
during the first period. Unlike Hummel, Giinten, when working with opera themes,
aimed to create arrangements accessible to amateur musicians, whose numbers grew
rapidly in the 19th century. His choice of material was determined by the popularity of

the opera or its individual numbers, and the complexity of his arrangements aligned with
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the demands of amateurs. One such adaptation is the "Variations on a Theme from
'Moses in Egypt™ by G. Rossini, where the lyrical duet of Anai and Amenophis from the
first act serves as the thematic material. Despite the simplicity of the theme, this
adaptation, like many other works by Giinten, demonstrates refined compositional
technique in the further development of the material.

Subsection 2.2. focuses on the work of Kalkbrenner, highlighting his significant
contribution to the development of genres for artistic adaptations of opera themes.
Attention is drawn to the technical complexity of his works, which was driven by his
role as a virtuoso composer. However, within the scope of this study, his contribution
to the development of the genre system is of greater importance—namely, the creation
of paraphrases and reminiscences, which reveal a new approach to the treatment of
opera themes. In his engagement with opera, Kalkbrenner incorporates several themes
from a work and constructs a distinct dramaturgical line, thereby giving his composition
a cohesive character. An example of this interpretative approach is the analysis of the
"Brilliant Fantasy ‘Reminiscences from the Opera ‘Guido and Ginevra' by F. Halévy"
(1838). One of the dramaturgical features of this fantasy is the principle of poetic
narrative. Another example where a unique dramaturgical line is constructed (though
not contradicting the operatic original) is "Fantasy on Themes from Verdi's Opera 'La
Traviata'," Op. 78 by S. Thalberg (1862). Remaining true to his style, the composer
varies the opera themes using his technical arsenal, including the renowned "three-hand
technique™.

The dissertation also briefly characterizes the creative activity of A. Henselt. As
an example of his interpretation of opera material, the Concert Variations on the Theme
'When | Leave Normandy,' Op. 11 (1840), is analyzed from G. Meyerbeer's opera Robert
the Devil. This work, rendered with the composer's characteristic grandeur, ranks among
the most brilliant and dazzling bravura compositions. It is noted that in these Variations,
Henselt remained within the realm of pianistic expressiveness typical of the German
school, in contrast to Liszt. This is evident in the alternation of virtuosic cadenzas with

tutti episodes and the densification of textures.



11

Charles-Valentin Alkan (1813-1888) is presented in the dissertation as a
remarkable master of artistic adaptations. The study provides brief information about
his creative activity and analyzes his "Fantasy on Themes from the Opera '‘Don
Giovanni,' Op. 26." It is noted that Alkan skillfully utilizes motifs from Don Giovanni,
developing them through a series of variations that progressively increase in complexity
and emotional intensity. His use of harmony and modulations serves not only to
embellish the melodies but also to reflect the dramatic nuances of the opera.

It is emphasized that Alkan uses a wide range of piano techniques to imitate the
timbres of a full opera orchestra. The piece moves through different moods and scenes
from the opera, using sweeping passages, rapid arpeggios and large chordal sections to
convey a sense of dialogue and plot development. This compositional approach
demonstrates Alkan's innovative use of the piano as a narrative tool.

A. Fumagalli (1828-1856) is presented in the dissertation as the author of the
transcription of the cavatina "Casta Diva" from Bellini's opera Norma (1850). The work
Is noted for its great variety of technical techniques, exquisite ornamentation, and
extensive use of the piano's range. An unusual example of his fantasias is the Grande
Fantasia on a Theme by Robert Meyerbeer, Op. 106 (1855), dedicated to Liszt and
written for the left hand.

The conclusions to the chapter emphasize: the further development of established
genres of variations and fantasies, and their renewal through the introduction of opera
themes as the primary thematic material and principles of opera dramaturgy; the
emergence of new genres — reminiscences and paraphrases — which are characterized by
developed dramaturgy, where the narrative plot of the opera original can be traced, and
a freer composer's interpretation of the thematic source.

F. Liszt's paraphrases and transcriptions of opera themes are considered the most
significant in terms of their depth of translation (such as the Paraphrase of Themes from
"Aida" by G. Verdi, Paraphrase of Themes from "La Gioconda" by F. Ponchielli,
Reminiscences on Donizetti's Lucia di Lammermoor, and others). The harmonic

combination of concert style with the use of complex virtuosic techniques and a
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philosophical reflection on the artistic images in these works is emphasized, making
Liszt's translations the highest manifestation of creative mastery.

The creative work of G. Bulow, C. Tausig, M. Moszkowski, F. Busoni is outlined
as a continuation of the tradition of artistic translations of opera themes.

Keywords: artistic translation, performing arts, reminiscences, memories, piano
transcriptions, variations on opera themes, fantasies on opera themes, interpretations of

opera texts, F. Kalkbrenner, F. Gunten, S. Thalberg, F. List.
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