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BUIBHOK) MaHEPOIO CIIEHIYHOI'O MOBOJHKEHHS TOIIO. AJKe, K 3a3Ha4ar0Th (haxiBIll,
BI3yaJbHHUM CKJIaJHUK BHUKOHABCHKOTO O0Opa3y TaKOX BaXKIMBHM HJISI CTBOPEHHS
MO3UTHUBHOIO BPAKEHHS Ha MyOJIIKYy ¥ TUM CaMUM — JJi HIABUIICHHS B apTHUCTA
MOYyTTA BIIEBHEHOCTI Ha clieH1 i mposiBy HaTxHeHHs. (['yapko H.O., 2017)

He menmioi 3Hauymocti HaOyBae 1 BUXOBaHHS €MOILIIMHO-BOJIbLOBOI chepu
CIiBaka, MOro 3arajibHOi KyJbTYypU, BMIHHSI CHPSIMyBaTH CBOIO €HEPreTHKY Ha
TBOpUY KOMYHIKAIlI0 13 CilyXauaMd 1 3[IIACHIOBAaTM Ha HHUX TMO3UTUBHUN
XYJ0’)KHBO-CYT'€CTUBHUN BIUIMB. BijTak, BUXIiJ cliBaka Ha CIEHY BiJ3epKajioe BCi
HOro BIACTUBOCTI, OCOOMCTICHI PUCH 1 MOXKITUBOCTI SIK TBOPYOi OCOOMCTOCTI.

Ile mo3BosIE CTBEPHKYBATH IO 3a3HAUCHI ACTIEKTH MIiATOTOBKA MaOyTHIX
eCTpaJHMX CHIBaKiB 0 KOHLEPTHOI AISNIBHOCTI — BUXOBAHHS XYAOXXKHBOTO CMaKy,
HAaOyTTS MHCTEUbKOi, 30KpeMa — MY3MYHOI €pyJOBaHOCTI, BOJIOAIHHS SIK
(doHaIITHOIO TEXHIKOIO, TaK 1 BUKOHABCHKO-BUPA3HUMU 3aC00aMU 1HTOHAIIITHOTO
W BI3yaJIbHOTO XapakKTepy, BMIHHSM IO€JHYBAaTH CBOi CHIBAalbKl [Ii 3 PYXOBOIO
IUTACTUKOIO 1 XOpeorpapiyHUMH €JIEeMEHTaMU CIIPSIMOBYBATH CBO1 TBOPYO-BOJIbOBI
3yCUJIIA HAa CTBOPEHHS MEPEKOHIMBUX M PI3HOMAHITHUX XYA0XKHIX 00pa3iB MarOTh
BUpIIIATbHE 3HAYEHHS [JI1 HOro KOHIEPTHO-BUKOHABCHKOI MisUIBHOCTI U
npodeciitHoi YCIIITHOCTI.
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THE SCOPE OF THE LYRICAL SOPRANO IN WESTERN -
EUROPEAN OPERAS OF THE NINETEENTH CENTURY

Annotation. The purpose of the article is to study the specifics of the role of
the lyric soprano in the opera genre of the 19th century in the Western European
context, studying its musical and dramatic characteristics, as well as revealing
images in the most outstanding works of this period. The article analyzes the roles
of the lyric soprano in the operas of such composers as Giuseppe Verdi, Charles
Gounod, Jacques Offenbach, and Georges Bizet, focusing on performance
requirements, emotional expressiveness, and stylistic features of the voice.

Mema cmammi. 0ocniodxcenHs cneyuiku amniya aipuiuHo20 CONPAHO 8
onepuomy caupi XIX cmonimms 8 3axiOHOEBPONEUCLKOM)Y KOHMEKCMI, 8USUAI0YU
1020 MY3UYHI Ma OPAMAMUYHI XAPAKMEPUCMUKU, A MAKONC POKPUMMS 00pa3is y
HAUBU3HAYHIWUX MBopax yYvoeo nepiody. Cmamms aHanizye poui AipuyHo2o
CONpPaHoO 8 onepax maxKux Komnozumopis, sk /locysenne Bepoi, [llapnv ['yno, Kax
Opgpenoax ma Xopowe bize, akyenmyrouu yeacy HA BUKOHABCHLKUX BUMO2AX,
EeMOYIHIN BUPAZHOCE MA CMULICIMUYHUX 0COOIUBOCMSX 20]I0CY.

Soprano is a relatively "young" voice in the history of singing. In the Middle
Ages, the only sphere where professional music developed was the church, and
women's voices were not allowed there. The church choir consisted of men and
boys. As a result, the tessitura of the upper voice was about a sixth lower than in a
modern mixed choir. The 18th century knows only four types of voices: soprano,
alto, tenor and bass, interpreted extremely broadly. The terms "baritone” and
"mezzo-soprano™ appeared only at the beginning of the 19th century. The 20th
century brings the division of votes to "role". Each of the voices can be lyrical,
dramatic and lyrical-dramatic. Later, even narrower subdivisions appear in terms
of timbre quality, technical features, and repertoire.

Vocal voices, like actors in movies, began to be considered not as material
capable of any reincarnation, but as a type that is always used of the same quality.
The lyrical soprano removes the burden of the romantic heroine's personality,
allowing her to own the sound, personifying it and conveying a childlike clarity
and freedom from the lustful vibrato of the cantilena in the middle and low
registers. Lyrical soprano is the "deprivation" of the range from the strong notes of
the first (especially in the minor) octave with a special kind of "lightness of
floating" in the coloratura of the upper register, which is deprived of the heroic
loading of the canto in favor of a sublime game detection.

The lyric soprano was one of the most sought-after roles in the operatic
world of the 19th century. This type of voice, distinguished by the beauty of
timbre, flexibility and mobility, allowed to perform a wide range of roles, from
young and gentle heroines to mature and passionate women. Lyrical soprano has
its own feature such as a wide range. Due to its flexibility, it is used in all musical
styles and genres. To successfully perform the repertoire of a lyric soprano, it is



84

necessary to have good technique and the ability to convey emotions through the
voice. A lyric soprano should be able to sing beautifully and expressively both
quietly and gently, and loudly and emotionally, emphasizing the features of the
text and musical line.
Features of the lyric soprano:
* Soft and gentle timbre
* Good breath control, which conveys the flexibility of performing works

* Lyrical soprano manifests itself more in the low register, later expands on

the upper notes.

A. Landgraf notes that the lyric soprano is one of the most common types of
women's voices. The voice is exclusively female and has a characteristic romantic
timbre.

From here it follows:

« flexible expressive attack - the opportunity to embody emotionality,

multifacetedness of the human soul;

* sophistication and sensuality of sound tone;

» saturated overtones.

The repertoire of this voice type includes both classical opera arias and vocal
works from other genres. The opera repertoire of the lyric soprano is quite large
and includes works of different eras and styles. The classical opera repertoire
includes arias and roles from the operas of G. Verdi, V. A. Mozart, G. Puccini, R.
Strauss and other composers.

Characteristic roles of a lyric soprano:

 young girls in love. Often, the lyric soprano performed the roles of young
heroines, full of dreams and feelings. For example, Lucia di Lammermoor in
Donizetti's opera of the same name or Violetta in Verdi's "La Traviata".

* heroines with a strong character. Despite the tender nature of the voice, the
lyric soprano could also perform the roles of women with strong character, capable
of deep feelings and suffering. Such, for example, is the role of Leonora in Verdi's
Troubadour. ¢ dramatic roles. In some cases, the lyric soprano could perform more
dramatic roles, especially in bel canto operas, where virtuoso voice control was
required.

* coquettes and temptresses. The lyrical soprano was ideal for creating images
of coquettes and seductresses, such as Zerlina in Mozart's "Don Giovanni".

« women from high society. Many lyric sopranos performed the parts of
aristocratic women who lived in luxury and suffered from love disappointments.

The lyric soprano's vocal repertoire is not limited to opera works. They also
perform songs, romances and song cycles. The repertoire includes works by
composers of different eras, such as F. Schubert, R. Schuman, S. Rachmaninov and
many others. The lyric soprano can perform baroque music, including arias by HF
Handel and C. Monteverdi.

During the 19th century, the role of the lyric soprano gradually evolved. At
the beginning of the century, the emphasis was on the virtuosity and technical
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capabilities of the voice, and by the end of the century, dramatic expressiveness
and the ability to convey the depth of characters became increasingly important.

Why was the lyric soprano so popular in the 19th century? Romanticism: The
Romantic era, with its emphasis on feelings, emotions and individuality, created
ideal conditions for the development of the lyric soprano.

Social changes: The expansion of the middle class and the growing interest in
opera contributed to the popularization of this voice.

Development of the Opera Genre: Nineteenth-century operas often focused on
love stories and dramatic situations, which were ideally suited to the capabilities of
the lyric soprano.

The most famous lyric soprano singers who had a successful career in their
time: ¢« Angela Georgiou - Romanian singer, performed various parts in theater
performances. Bright roles of Mimi from the opera "Bohéme" by G. Puccini and
Violetta from the opera "La Traviata" by G. Verdi.

* Renata Tebaldi is an Italian opera singer, one of the greatest lyric soprano
performers of her time. Her voice was tender and sensual, thanks to the roles of
Mimi from the opera "Boheme" by G. Puccini and Violetta from the opera "La
Traviata" by G. Verdi, she became a recognized opera singer.

Conclusions. The lyric soprano in the operas of the 19th century often
embodies the images of young, sensitive and dramatic heroines. This role is
distinguished by expressiveness and the ability to convey deep emotional states of
the characters. Composers used the lyric soprano voice to create images that
combine vocal grace with dramatic intensity.
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