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JlocnipkeHHsT CHpSIMOBAaHE HA BHBUEHHSA Ta PO3KPUTTA CIEHH(PIYHUX
0co0IUBOCTEHN XOpOBO1 (PyrHy, ii )KaHPOBO-CTHIILOBOTO Ta BUKOHABCHKOTO ACIEKTIB,
Ha Matepiam 3axigHoeBponeicbkoi My3uku X VIII-XIX cromite. He3Bakaroun Ha
3HAYHY NMUTOMY Bary noiioHii B XOpOBOMY MHUCTELTBI 3a3HaYE€HOT0 NEP10/Y, BTIM,
cnenudika >KaHPOBO-CTWJILOBOI Ta BHUKOHABCHKOI IHTEpIpeTallii HaWBHIIO1
noJipoHiIuHO1 popmMu — (yru — B yMOBaX XOPOBOTO MUChbMa IOTENEP HE OTpUMaIIa
HAJI&KHOTO BHCBITIIEHHS Yy CBITOBIM 1 BITYM3HSAHIM HAyKOBO-TEOPETUYHIN
JiTeparypi. 30KpeMa, A0 CHX Iip HE iICHY€ KoaHO1 MOHOrpadii ykpaiHChbKOIO abo
pPOCIICBKOIO  MOBOIO,  NPHUCBAYEHOI  XOpOBIM  (y3i, OCMHCIEHHIO  1i
KOMITO3HIIIITHO-3MICTOBHOI cre(iKi, BOKAJIHHO-TEXHIYHMX Ta BUKOHABCHKHX
napameTpiB, 110 € CBITYSHHSIM M1IBUIIEHOT aKTyallbHOCTI 00paHoi TeMu. 06’ eKToM
nociipkeHHs € xopose nojidoniudae muctenTBo X VIII-XIX cromniTe; iioro npeaMer
CTAHOBUTH PI3HOMAHITHICTh KOHKPETHUX KOMITO3UIIIMHUX BTIJIEHH XOPOBOi (yTH B
iXHROMY 3B'SI3KYy 3 1HAMBIAYaJIbHUMH CTPYKTYPHO-3MICTOBHUMH XapaKTePUCTUKAMHU
aHaI130BaHUX XOPOBUX TBOPIB.

MeToto f0CTIIKEHHS € O0TPYyHTYBaHHS KaHPOBO-CTHIILOBOI T4 BUKOHABCHKOT
cnenudiku  xopoBoi (Pyru Ha Marepiaji  3axiJHOEBPOMEHCHKOI  MY3UKH
XVII-XIX cromnite. [Ipu nbomy, akTyani3yloTbCs HACTYITHI 3aBAAHHS: PO3IISHYTH
Cyd4acHi KOHIEeNIi1 (yru Ta JOCHIAUTH CTyIHb BUBYEHOCT] (DEHOMEHY XOpOBOi yTH

B HAyKOBIM JITEparypi; HA OCHOBI OINpAaIlOBaHHS Cy4YacCHUX HAyKOBHX JIXKEpell
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3alpoOINOHYBaTH JAE(IHIIII0 XOpoBOi (yru, a TakoXK po3poOUTH T1i 3arajabHy
TUTIOJIOTIF0 3 YypaxXyBaHHSM HEOOXIIHMX KpUTEPIiiB; c(opMystoBaTH OCHOBHI
napaMeTpH, 1o 0OyMOBIIOIOTH KaHPOBO-BUKOHABCHKY crieIU(iKy XOpoBoi Gyru, i
y3araJbHUTH OTPUMaHI pE3yJbTaTH y BUIVIAAI HAOYHOI MOJENi; 3IIHCHUTH
MOPIBHSUIPHUIM aHaJi3 BOKAaJbHOI Ta IHCTPYMEHTAJIBHOI BepCiii XOpoBHX (Qyr
N.C.baxa i I @. Tenmena 3 MeTO PO3KPHUTTS >KAHPOBOI iHIMBIZYyalbHOCTI
JOCHII)KyBaHOTO (DEHOMEHA; PO3MIAHYTH XOpoBY ¢yry B 1ii KOMIIO3HUIIHHO-
CTWJIbOBOMY Ta BHKOHAaBCBKOMY acleKTaX, 30KpeMa, PO3KPUTH creuugiky
XopanbHOi (Qyru Oapoko Ha TPHUKIAAl B3aeMoAli (yrd Ta Xopaily B JYXOBHHX
xanTtatax M. C. baxa; cxapakTepu3yBaTH 03HaKH CUM(OHi3allii aHpy XopoBoi hyrH
n06M KlacMmusMy B oparopisx i Mecax U.Taiimma, B. A. Mouapra,
JI. Ban beTxoBeHa; BUSBUTU TEHACHIIO 10 BUIBHOIO CHHTE3y OapOKOBUX Ta
KJIIACUYHUX TPaJMIliil y XOpoBid (y31 KOMIO3UTOPIB-POMAHTHKIB HA MPUKIAJI
tBOpiB ®. Mennenbcona-bapronnai ta k. Poccini.

VY aucepranii Brepiie B yKpaiHCbKOMY MY3UKO3HABCTB1 BBEJICHO B HAyKOBHI
00Ir' aBTOPCHKY KOHIIEMIIF0 XOPOBOi ()YyTH SK CTAIOr0 KOMIO3ULIHHO-KAaHPOBOIO
(heHOMEHY 31 CBOEIO 1HAMBIIYaTbHOIO MOETUKOI; CUCTEMHO JIOCIII)KEHO KaHPOBY
Ta BUKOHABCHKY crieniuiky XopoBoi ¢pyru, 00yMOBJIEHY HacaMmrepes ii ToJI0COBOIO,
CIIBOYOIO IPUPOJIOIO Ta HASIBHUM Y H1ll My3HUYHO-BEPOAIIBHUM CUHTE30M; BUSBIICHO
Ta CXapakTEPU30BAHO KOMILJIEKC OCHOBHHMX IapaMeTpiB XOpOBOi (Pyru, HA OCHOBI
SKOTO 3alpoIOHOBaHO JAediHIi0 XOopoBoi (Qyru, po3pobiieHo ii kiacudikariro;
OTpUMaH1 pe3ylbTaTd YHAOUHEHO Yy BUIVISAI Monenl; Sk €(EeKTUBHUH METOA
BUSIBJICHHSI >KaHPOBOi crienudiku XopoBoi (hyru 3amponoHOBAHO KOMITAPATHBHUN
aHaii3 i1l BOKAJBHOIO Ta IHCTPYMEHTAJIBHOTO BapiaHTIB Ha MPHUKJIAAl TBOPIB
M. C.Baxa i I @. Tengens. IMoxansmoro PO3BUTKY HaOy/M y3araJlbHEHHS 1010
CYy4acHOTO CTaHy MpoOJeMaTHKA XOpoBOi (yrd B TOCHITHHIIBKIA JITEparypi;
TUIIONOTISE XOpOBOi (Dyr; po3MIsA] KOMIO3UI[IHHO-CTHIIBOBOI Ta BHKOHABCHKOI
cnerudikd  KaHpy XopoBoi ¢yru B yMOBaxX  3arajbHOI  €BOJIOIIT

3axigHoeBporeicbkoro My3uynoro mucrenrsa X VII-XIX cromiTs.
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MarepiagoM AOCHIKEHHS CHOyryloTh moHaa 20 BeIMKOMacIITaOHHX
noiOHIYHUX JYXOBHUX TBOPIB, SIK1 HajekaTh KOMIIO3UTOPAM PI3HUX CTHUIIBOBHUX
enmox — Bixg 6Gapoko no pomantmamy (. C.Baxy, I ®.Tennemo, W. laiinny,
B. A. Mouapry, JI. Ban betxoseny, ®. Menaenbcon-bapronsmi, /Ix. Poccini).

Y Pozaini 1 3a3HaueHo, 1mo cepei My3WKO3HABIIB HE ICHYE €IWHOI AYMKHU
IIOI0 TEPBUHHOCTI >KaHPOBOi ab0 KOMMO3WLIHHOT mpuponu Qyru. Jleski ByeHi
pO3MISIa0Th YTy B )KaHPOBOMY KJTFOUI, 1HII — SIK (POpMY a00 K YaCTUHY (PO3/1i)
OLIBIII MACIITAOHOTO 32 OOCSATOM IUKIIYHOTO TBOPY. OCKIIBKHY KOJHE 3 BU3HAYEHD
HE MOXKE MPETEeHIyBaTl Ha TEepEAaHHs BCI€l MOBHOTU 3MICTY LIbOTO SIBHIIA, Taka
CUTYyallisl BUMarae po3B’si3aHHs. B pe3ynbraTi aHami3zy craHy BUBYEHOCTI PEHOMEHY
XOpoBOi1 (pyru B HAyKOBIA Ta HaBYaJbHINA JIITEpaTypi BCTAHOBJIEHO, IO MOHSTTS
«(yru A criBy» NEPBICHO CTOCYBAJIOCA BUKJIIOYHO LIEPKOBHOI My3uKH a’cappella
1 BUKPHUCTAII3yBAJIOCAd Y CHIBBIAHOCHOCTI 3 MOHATTSAM (Yyrd 1HCTPYMEHTAIBHOI
(To0TO, (yru s 1HCTPYMEHTIB) B CTapOBHHHHMX HIMEIBKHX Ta ITATIACHKUX
tpakrartax XVIII cromite. Po3ran xopoBoi ¢yru B mapaaurmi 3arajibHOI1 Teopii
(Gyru, BKIIOYAIOYM Cy4YacHl PO3BIJIKH, JO3BOJIMB 3pOOMTH BHUCHOBOK IPO T€, IIO
CYTHICTb ()yTH SIK KOHIIETTY, IOT0 reHe3a, HEPO3pUBHO MOB’s13aH1 caMe 3 BOKAJIbHUM
MUCTEIITBOM 1 € HEB1JI’€MHUMH BiJ XOpoBOro cmiBy. Lle mo3Haumnocs, 30kpema, Ha
TaKHX 3arajJbHOBU3HAHMX KaHPOBUX O3HAKaX (yTH, IK HAcCAMIIepel HasIBHICTh B Hil
JIOBOJII aBTOHOMHHUX «TOJIOCIB», a TaKOX IMITAIlliHOTO BHUKIAay, IEpBICHE
BUHUKHEHHS SIKOTO OyJI0 MOB’s13aHE 3 MOBTOPEHHSAM TOTO % CAMOI'0 TEKCTY B PI3HUX
CIIBOYMX MapTIsX.

Ha ocHOBI BUBYCHHS ICTOPHYHHMX Ta Cy4aCHHUX TEOPETHYHUX Ta
HAaBYAIbHO-ITPAKTUYHUX JIKEPEN BUCBITICHO XaHPOBY clielU]iKy XOpasbHOI (yru
K OJHOTO 3 HaWBaXKJIMBIIIMX PI3HOBHUIB XOPOBOI (PyrH, y3arajbHEHO I1CHYIOYl
HAyKOBl MiAXOAW 10 1i BU3HAYCHHS Ta Kiacu@ikalii 3aJeXHO BiJ CIIOCOOIB
BUKOPHCTaHHSI Xopaiy B (y3l, a TakoX I1I BUKOHABCHKOTO ckiany. B pesymnbrari
3M1ACHEHUX PO3BIJOK 3allPOIIOHOBAHO JME(iHIIII0 XOPOBOi Pyru 3 ypaxyBaHHIM il
BOKaJIbHO-CIIBOYOI MPHUPOIM, @ TAKOK HASBHOTO B Hill My3UYHO-BEpOAIBLHOTO

CHUHTE3Y, BIJTBOPIOBAHOTO PI3HOMAHITHUMH 3ac00aMU XOpPOBOi BHUPA3HOCTI MpHU



5

MPOBITHOMY  3Ha4YeHHI  TeMmOpaibHO-TecuTypHOTO  (hakropy.  Po3pobieHo
PO3TOpPHYTY, paHille He chopMylibOBaHY, KiacudiKailito pi3HOBUIIB XOpOBOi (yTH
3aJIe)KHO BiJl HU3KHM TaKUX O3HAK, SIK HasABHICTh CYIPOBO/Y, XapaKTep TEMAaTUYHOTO
marepiaixy, 0COOIMBOCTI BUKOHABCHKOTO CKJIaay, a TAKOXK CTYMiHb KOMIO3HUIIHHOT
aBTOHOMHOCTI TBOpY. Ha rpyHTi AudepeHIiiiioBaHOTro aHasiizy OCHOBHHUX ITapaMeTpiB
X0poBoi (yru B iX B3a€EMO3B’SI3Ky 3 TOJOBHMMH KOMIO3HUIIIMHUMH eTarnaMu (Qyru
pPO3pO0JICHO y3arajbHIOIYY CXEeMy, SKa IIJICyMOBYE BHUCJIOBJIEHI MIPKyBaHHs
CTOCOBHO MOOUIBHOCTI (DyHKIIIM KOKHOTO 3 IIUX OKPEMHX KOMIIOHEHTIB y (y31 Ha
TOMY YU 1HOIOMY KOHKPETHOMY KOMIIO3MIIITHOMY €Tami, a TakKoX 00
MOYKJIMBOCTEN pO3IIsAY iX 3arajibHO1 KOH(Irypalii MpoTsAroM npocyBaHHs GOpMHU Y
yaci. OTpuMaHi pe3yapTaTH aHaji3y YHAOUYHEHO TAaKOX Y BUIVISAl TPUBHMIPHOI
Mozieni. PO3MIAHYTO MUTaHHS KOMITO3MIIIMHOI posi XOpoBOi Qyru y ckiaaai OuIbII
MacIITaOHOTO IHUKIIYHOTO TBOPY. 3a3HA4Y€HO, IO B OUIBIIOCTI BHUIIJKIB XOpOBa
¢dyra po3mIsayBaHOTO MEPIOAYy BXOAWTH O CKIIATy BOKaJIbHO-IHCTPYMEHTAJIHHOTO
IIUKITY, PO3TAlIOBYOUHCH, 3ACO1IBIIIOr0, Ha HOTO MOYaTKy a00 HAIPHUKIHII.

Y Pozmim Il BuOkpemiieHO Ta CXapakT€pU30BaHO HHM3KY OCHOBHHUX
napameTpiB, SKUMH Y3aJIEKHIOEThCS >KaHPOBO-BUKOHABCHKA CIeM(IKa XOPOBOi
¢byru. BUCBITIIEHO BOKAJIBHO-TEXHIUHI MMapaMeTpu XOpOBOi (yTH, 10 CIHPAIOTHCS
Ha TakKl 3aCaJIHAY1 1J151 XOPOBOT'O BUKOHABCTBA €JIEMEHTH MY3U4YHOI MOBH, K TEMOP,
dakTypa, aHcamOJIb, 1HTOHAIIIS, aPTUKYIISLIS, TEMII, JUHAMIKA TOIIO MPU BEAyUld
poJIi TEeMOPaIbHO-TECUTYPHOTO KOMILIEKCY, a TAKOXK XOpOoBOi (akTypu. Po3risnyTo
Takl HAaMCyTTEBILI YMHHUKHU, IO OOYMOBIIOIOTH cHenudiky XopoBoi Qyru, ii
YKAHPOBO-CTUJILOBY CBOEPIIHICTh, SK BEpPOAJBHHUA TEKCT, 1HCTPYMEHTAIbHHMA
CYNpOBiJl Ta apXiTEKTOHIYHI 3akoHOMIpHOCTi. HaromomieHo Ha nABOiCTIH —
KOMITO3UIIITHO-IpamMarypriyiii — poJii TEeKCTy B PO3IIsiAyBaHOMY (DEHOMEHI, a
TaKOXX 3pOOJICHO BUCHOBOK TIPO T€, 10 apXITEKTOHIKY XOPOBOi yry XapakTepu3ye
TEHACHIIA 0 KOMIIO3UI[IMHOT KOMIIAKTHOCTI.

VY sKoCTi J1€BOTO 1HCTPYMEHTY BHSIBICHHS >KaHPOBOI CHEIU(IKH XOPOBOi
¢byru 3amporoHOBaHO MOPIBHSJIBHUI aHali3 ABOX Bepcit ¢yru (BoKaJbHOT Ta

THCTPYMEHTAJIbHOT ), SIKMH 3/11IICHEHO Ha MaTepiajai MOHYMEHTaIbHUX MOI1()OHIYHUX
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xopoBux TBOpiB M. Baxa Ta I' I'ennens. BcTaHOBIEHO, IO y TIPOAHANI30BAHMX
BapiaHTax 000X (hyr BaroMy BiIMIHHICTb OTPUMY€E HacaMIlepe/l TeMOPOBHI YHHHHUK:
HasIBHUH B XOPOBIiH y31 TEeMAaTUUHMIA KOHTPACT y TOAAIBIIOMY IHCTPYMEHTAIEHOMY
BUKJIQJICHHI, SIK TPaBWIO, 3MIADKYEThCS, 30KpeMa 3aBIsKM W BIACYTHOCTI
BepOANbHOIO TEKCTY, SIKUM 3a3BUYAl MOCHUIIIOE TEeMOPOBO-TECUTYPHUN KOHTPACT.
HaTtoMmicTh mosiBa BepOaIbHOTO TEKCTY B XOPOBii (py3i, MOPIBHSAHO 3 11 MEPBICHOIO
IHCTPYMEHTAJILHOIO BEPCi€l0, BeJAE O BIAMOBIAHUX METPOPUTMIYHHMX 3MIH B
OCHOBHIHM TeMi 3 METOIO MIJKPECIUTH ii BaroMicTh. B XopoBiii Bepcii Haifuacriiie
BUSBIISIETHCSI CYTTEBO BiAKOPETOBAHMM TEMAaTHUYHUN PO3MOALT MO0 3MEHIICHHS
HAaCHMYEHOCTI TEMAaTUYHUX IMPOBEJACHb 3a KUIBKICHOIO O3HAKOI (CKOPOYEHHIO
MIJJISATAI0Th JOJIATKOBI MIPOBEICHHS B €KCIO3UIIII, a TAaKOXK Y BUIbHIN 4YacTHHI), a
TaKOX CIOCTEPITaeThbCs MEePEPO3MNOLT 3ByUaHHSI TEMATUYHOTO KOMILIEKCY 3 METOIO
HNOCHJIEHHS! KOHTPACTy MK TOJIOCaMHU.

Pozmin III mpucBsueHO pPO3MISAY KOMIIO3UIIMHO-CTUIILOBOI JUHAMIKA
3axX1THOEBPOIEHCHKOT XOpOBO1 byru XVIHI-XIX cr. B
JpaMarypriyH0-BUKOHABCHKOMY KOHTEKCTI. PO3IIISIHYTO p13HOBUAM XOpaJIbHOI (hyrr
Gapoko Ha MaTepiani qyxoBruX KanTat M. C. Baxa. B pe3ynbraTi anatizy NpHHIMIIB
B3a€eMOJIiT yTH 1 XOpay B IOCTIHKYBaHUX TBOPAX BCTAHOBIICHO, 1[0 BCE PO3MAITTS
[UX TIJIXOAIB MOXHA 3BECTH JO JBOX OCHOBHHUX TEHACHIIINA: ¢dyra 3 XopajioMm y
BUNISIAL  IUTicHOT Menonii abo ¢yra 3 OIOCEpEeIKOBAaHUM BHKOPHUCTAHHSIM
IHTOHAIIHHOTO «(OHIY» TOTO UM IHIIOTO XOpaJbHOro HacmiBy. I[IpocrexeHo
TeHJEHIII0 10 cuMQoHi3amii *kaHpy xopoBoi ¢yrm B TBopax M. I'aiinna,
B. A. Momnapra, JI. Ban berxoBena. BusBineHo o3Haku BUIBHOI 1HTEpIIpeTAaIii
0apOKOBHMX Ta KJIACHYHUX TPAIULIN y 3aX1AHOEBpONEHCHKii xopoBiil ¢y31 XIX cr.
Ha npuKiIaal 1yxoBHUX TBopiB @. Menaenbcona-bapronpai Ta . Poccini.

OxpeMo pO3DISIHYTO BUKOHABCHKY crenudiky xopoBoi ¢yru. Ilo-meprre,
BUSIBJICHO  HEOOXiJHICTh  MOOYIOBM  3arajbHOi  JIpamaryprii, BJIACTHUBOI
KOMITO3HITIHINA apXITEKTOHIIl BEIMKOI MOioHIuHOT (GOpMHU, IO CIHUPAETHCS Ha
MOCTYIOBY JAMHAMI3AIll0 B MPOIECI PO3TOPTaHHS KOMIO3UTOPCHKOTO 3aayMy;

o-Apyre, BCTAHOBJICHO HH3KY TEXHIYHUX BOKAJIBHO-XOPOBUX CKJ'Ia,Z[HOHIiB, K1
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0e3nocepeIHbO BIUIMBAIOTh HAa PO3KPUTTS TOJOBHOI 171€1 Ta XyJ0XKHBOI HaIMETH
TBOpY, 3aKJIAJEHUX Yy HOro 3micTi. BHCBITIEHO 3Hau€HHS [JIs1 BHKOHABCBHKOI
1HTepIpeTalii po3TanryBaHHs XOpoBoi Qyru y Bedukid nmomidoniuHid dhopmi Ta ii
GyHKIS B TOMY 4H 1HIIOMY po3aiii. J(ocaimKeHO MpakTUUYHUN METO/ yTBOPCHHS
OaslaHCy 3By4aHHs IIPU BUKOHAHHI XOPOBOi ()yTH 3a paxyHOK IITYYHOTO aHCaMOIIIO,
3aBISKH SIKOMY JMPUTEHT 3MOXE OOMIPKOBAaHO KepyBaTh HU3KOIO TPOBEICHB
TEMaTUYHOTO KOMIUIEKCY Ta KOperyBaTh JOUHAMIYHUNA OajaHc MK XOpOM Ta
OpPKECTPOM, 30KpeMa, LIUISIXOM 1HTOHAIIITHO-TeMOpaIbHOro 3a0apBieHHs. Po3kpuTo
crenudiky BUOYTOBYBaHHS 3arajbHOIO CIIBBIJHOIIEHHS 3BYYaHHSI B TBOpax, SKi
BUKOHYIOTHCS TOJBOEHUM CKJaJoM Xopy 1 mnomidoHiyHa ¢akTypa SKHUX
XapaKTepU3y€eThCA HAA3BUYANHOIO PO3BUHEHICTIO, IIUIBHICTIO I HACHYEHICTIO. Y
TaKUX BHIIAQJIKaX BEIbMHU BAKJIMBUM IIOCTA€ 3aBIAaHHS CTBOPEHHS 1 MOCTIHHOTO
yTpUMaHHsl OajaHCy 3BY4YaHHS Ha TPbOX PIBHSX: MDK OKPEMHUMH XOpaMH, MIXK
OKpPEMHUMH MAPTIIMH, MK XOpaMu Ta OPKECTPOBHM cymnpoBonoM. [ligkpecieHo
3HAYEHHs B XOPOBiH (py31 BepOaIbHOTO TEKCTY Ta OCOOJMBOCTI HOTO BUMOBJISTHHS
py HEOOX1THOCTI JOTPUMAHHS YMOB 3arajlbHOr0 OallaHcy, IITy4YHOrO aHCcaMmOIto,
TECUTYPHO-TEMOPOBUX BHUMOI Ta JUHaMiyHOI Apamaryprii ¢yru. OkpecieHo
JUPUTCHTCHKI CKJIAIHOII Ta TOJOBHI JKECTH IMJ Yac KOHIEPTHOTO BHUCTYIY.
OOrpyHTOBaHO 3HAUEHHS METPOPUTMIYHOIO pPyXy B MPOLIECI BUKOHAHHA (yrw,
HacaMIiepe] B X0[1 €KCIO3UIIIi, /ISl SIKOi € XapaKTepHUM Oe3nepepBHE pO3rOpTaHHS
TEMAaTUYHHUX IPOBEICHb. BCTAaHOBIEHO OCHOBHI THIIOBI TPYAHOII B POOOTI Haj
1HTOHAIIIEO.

[IpakTryuHe 3HaUE€HHS pOOOTH MOJIATAE B TOMY, L0 ii MaTepiain MOXKYTh OyTH
BUKOPHCTAaHUMHU B HAyKOBIA 1 MeJaroriyHii poOOTi, a TaKOXX Y BUKOHABCHKIHN
JISTIBHOCTI. Pe3ynbratu JMOCHIDKEHHS MOXKE CIYTYBaTH JDKEpPEIoM, a TaKOX
METOAOJIOTTYHOI0 023010 AJI MOAAJIBIINX PO3BLAOK y raly3i XOpOBOTO MHUCTEITBA,
3aCTOCOBYBATHCS B SIKOCTI AUJAKTUIHOTO MaTepialy B X0/l HABYAIBHOTO MPOIIECY Y
MUCTEIBKUX 3aKiazax BHINOI OCBITU. Matepianu nucepraiii MOXYTb CIYTyBaTh
NPAKTUYHOIO MiMOTOI0 B POOOTI JUPUTEHTA 3 XOPOM, a TaKOX MHpU CKIIaJaHHI

XOPOBOT'O penepTyapy.



KawuoBi caoBa: xoposa ¢hyea, xopanvna ¢yea, 6oxanvHO-x0pOo8a
apmukynayis, membposa opamamypeis, apxXimekmouika gyeu, xoposa ¢haxkmypa,

memobpo8o-mecumypHull KOMNJIEKC, BUKOHABCHLKA IHMepnpemayis.

SUMMARY

Kharakoz H. V. Choral fugue: genre, stylistic and performance aspects (on
the material of the Western European music of the XVIII-XIX centuries) —
Qualifying scientific work on the rights of the manuscript.

Dissertation for the degree of PhD in the specialty 025 — “Music Art” (02 —
“Culture and art”) — Kharkiv 1. P. Kotlyarevsky National University of Arts,
Ministry of Culture and Information Policy of Ukraine, Kharkiv, 2021.

The study 1s aimed at the research and disclosure of the specific features of
the choral fugue, its genre, stylistic and performance aspects in the context of the
Western European music of the XVIII-XIX centuries. Despite the significant share
of polyphony in the choral art of this period, however, the specificity of genre,
stylistic and performance interpretation in the conditions of choral writing of the
polyphonic form — fugue — has not yet received proper coverage in the world and
domestic scientific and theoretical literature. In particular, there is still no
monograph in Ukrainian or Russian, dedicated to the choral fugue, comprehension
of its compositional and content specificity, vocal and technical and performance
peculiarities, which indicates the increased relevance of the chosen topic. The object
of the study is the choral art of the XVIII-XIX centuries; its subject is a variety of
specific compositional embodiments of the choral fugue in their connection with the
individual structural and semantic characteristics of the choral works under the
study.

The aim of the study is to substantiate the genre, stylistic and performance
specificity of the choral fugue on the material of the Western European music of
XVII-XIX centuries. The following tasks are actualized: to consider modern
concepts of the choral fugue; to study the phenomenon of choral fugue in the

scientific literature; to use the modern sources for the definition of choral fugue and
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also to work out the general typology in terms of the criteria; to formulate the main
results of the choral fugue and to summarize them in a visual model; to make
comparative analysis of the vocal and instrumental versions of J. Bach and G.
Handel’s choral fugues in order to reveal the genre features of the phenomenon
under study; to examine choral fugue in its compositional, stylistic, and performance
aspects, namely the specific character of the baroque choral fugue as exemplified by
the interplay between the fugue and the chorale in Bach's spiritual cantatas; to
describe the tendency of symphonizing the choral fugue in the Classical period in
the oratorios and masses by J. Haydn, W. A. Mozart, L. van Beethoven; to reveal
free synthesis of baroque and classical traditions in choral fugue of Romantic
composers on the example of works by F. Mendelssohn-Bartholdy and G. Rossini.

For the first time in the Ukrainian musicology, dissertation introduces the
author's concept of a choral fugue as a stable compositional and genre phenomenon
with its own individual poetics; the genre and performance specificity of the choral
fugue due primarily to its vocal, singing nature and its musical-verbal synthesis has
been systematically studied; the main parameters of the choral fugue has been
discovered and characterized; the definition of choral fugue has been proposed and
its classification has been developed; the results have been presented as a model; the
comparative analysis of its vocal and instrumental variants on the example of works
by Johann Sebastian Bach and George Frideric Handel has been proposed as an
effective method of revealing the genre specificity of the choral fugue. The
generalization of the current state of the choral fugue problems in the research
literature and the typology of choral fugue have been studied; the consideration of
the compositional, stylistic, and performance specificity of the choral fugue genre in
the conditions of the general evolution of the Western European musical art of the
XVIII-XIX centuries have been further developed.

The study is based on more than 20 large-scale polyphonic sacred works by
composers of different stylistic periods, from Baroque to Romanticism (J. S Bach,
G. F. Handel, J. Haydn, W. A. Mozart, L. van Beethoven,
F. Mendelssohn-Bartholdy, G. Rossini).



10

Section 1 indicates that scholars have not reached a consensus on the primacy
of the genre or compositional nature of the fugue. Some scholars view the fugue in
a genre-specific sense, while others view it as a form or as a part (section) of a larger
cyclical work. Since none of the definitions can claim to convey the entirety of the
content of this phenomenon, this situation requires a solution. Analysis of the state
of research of the choral fugue phenomenon in the scientific and academic literature
reveals that the notion of the “singing fugue” originally referred exclusively to the
church music a'cappella and crystallized in relation to the concept of the instrumental
fugue (1. e., fugue for instruments) in the ancient German and Italian treatises of the
XVIII centuries. The consideration of the choral fugue in the paradigm of the general
theory of the fugue, including contemporary concepts, enabled us to conclude that
the essence of the fugue as a concept, its genesis proper, is inseparably connected
with the vocal art, and is inherent in choral singing. This is reflected, in particular,
in such generally recognized genre attributes of the fugue as, first of all, the presence
in it of rather autonomous "voices" as well as imitative narration, the initial
appearance of which was connected with the repetition of the same text in different
choral parts.

Based on the study of historical and contemporary theoretical and educational
and practical sources, the genre specificity of the choral fugue as one of the most
important varieties of choral fugue has been illuminated, the existing scientific
approaches to its definition and classification depending on the ways of chorale use
in the fugue as well as its performing composition have been summarized. As a result
of the developed research, a definition of the choral fugue has been proposed, taking
into account its vocal-singing nature, as well as the presence of musical-verbal
synthesis reproduced by various means of choral expressiveness with the leading
role of the timbral and tessitural factor. It has been developed a detailed classification
of choral fugue varieties depending on such features as the presence of
accompaniment, the nature of the thematic material, the peculiarities of the
performing staff, and the degree of compositional autonomy. On the basis of the

differentiated analysis of the main parameters of the choral fugue in their
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interrelation with the main compositional stages of the fugue, a generalizing scheme
has been devised, which concludes the expressed considerations concerning the
mobility of the functions of each of these individual components in the fugue at a
particular compositional stage, as well as the possibilities of abstract consideration
of their general configuration in the course of the advance of the form in time. The
results of the analysis are also shown in the form of a three-dimensional model. The
question of the compositional role of the choral fugue in the composition of a larger
cyclic work is considered. It is noted that in the majority of cases the choral fugue
of the considered period is a part of the vocal and instrumental cycle, being situated
mainly at the beginning or at the end of it.

Section 2 identifies and characterizes a number of basic parameters that are
crucial to the genre and performance specificity of the choral fugue. The paper
covers vocal and technical parameters of choral fugue based on such fundamental
for choral performance elements of musical language as timbre, texture, ensemble,
intonation, articulation, tempo, dynamics, etc. with the leading role of timbral and
tessitural complex, as well as choral texture. The most significant factors that
determine the specificity of the choral fugue, its genre and style uniqueness, such as
the verbal text, instrumental accompaniment and architectonic laws, are considered.
The dual — compositional and dramaturgical — role of the text in the phenomenon
under consideration has been noted, and the conclusion has been made that the
architectonics of the choral fugue is characterized by the tendency to compositional
compactness.

The comparative analysis of two fugue versions (vocal and instrumental) has
been proposed as an effective tool for revealing the genre specificity of the choral
fugue, which has been carried out on the material of the monumental polyphonic
choral works by J. Bach and G. Handel. It has been found that in the analyzed
variants of both fugues, the timbre factor, first of all, receives a weighty contrast: the
thematic contrast in the choral fugue is normally smoothed out in the instrumental
presentation, in particular thanks to the absence of the verbal text, which usually

enhances the timbre and tessitural contrast. On the other hand, the appearance of the
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verbal text in the choral fugue, as compared with its original instrumental version,
leads to corresponding metrorhythmic changes in the main theme in order to
emphasize its significance. In the choral version, the thematic distribution is often
significantly corrected in the direction of reducing the saturation of the thematic
leads by the quantitative principle (additional leads in the exposition and in the free
part are to be reduced), and there is also a redistribution of the sounding of the
thematic complex in order to increase the contrast between the voices.

Section 3 deals with the compositional and stylistic dynamics of the Western
European choral fugue of the XVIII-XIX centuries in the dramaturgical performance
context. The varieties of Baroque choral fugue on the material of Bach's spiritual
cantatas are considered. Having analyzed the principles of interaction between the
fugue and the chorale in the works under study, we found that the variety of these
approaches can be reduced to two main ones: fugue with the chorale as the integral
melody or chorale with the indirect use of intonational “fund” of one or the other
chorale refrain. The tendency to symphonize the choral fugue genre in the works of
J. Haydn, W. Mozart and L. van Beethoven has been traced. The features of free
interpretation of Baroque and Classical traditions in the Western European choral
fugue in the XIX century on the example of spiritual works by
F. Mendelssohn-Bartholdy and G. Rossini has been revealed.

The performance specificity of the choral fugue has been separately
considered. Firstly, the necessity of building a general drama that is inherent in the
compositional architectonics of the great polyphonic form, based on the gradual
dynamization in the process of unfolding the composer's idea has been revealed, and
secondly, a number of technical vocal and choral complexities that directly affect
the disclosure of the main idea and artistic super-target of the work, inherent in its
content, have been established. It has also been have been highlighted the
significance of the location of the choral fugue in a large polyphonic form for
performing interpretation and its function in a particular section. The study
investigates the practical method of forming the sound balance when performing a

choral fugue by means of an artificial ensemble, thanks to which the chorus master
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can deliberately manage a number of leads of the thematic complex and adjust the
dynamic balance between the chorus and the orchestra, in particular through
international timbral coloration. The specifics of building of the overall sound
balance in works performed by double choir, whose polyphonic texture has been
characterized by extreme development, density, and richness, has been revealed. In
such cases, it is very important to create and maintain a constant balance of sound
on three levels: between individual choruses, between individual parts, and between
the choruses and the orchestral accompaniment. The importance in a choral fugue of
the verbal text and the peculiarities of its pronunciation have been emphasized, while
the conditions of overall balance, artificial ensemble, timbre and tessitural
requirements, and the dynamic dramaturgy of the fugue must be met. The
conductor's difficulties and the main gestures during the concert performance have
been defined. The significance of the met-thythmic movement during the
performance of the fugue, first of all during the exposition, which is characterized
by the continuous unfolding of the thematic leads, has been substantiated. It has been
established the main typical difficulties in the work on intonation.

Practical value of the work consists in the fact that its materials can be used in
scientific and pedagogical work, as well as in the performing activity. The work can
serve as a source, as well as a methodological basis for further research in the field
of choral art, can be used as didactic material in the educational process in art
institutions of higher education. The materials of the dissertation can serve as a
practical aid in the work of the conductor with the chorus, as well as in the
compilation of the choral repertoire.

Key words: choir fugue, choral fugue, means of choir expressiveness, timbral
dramaturgy, architectonics, choir texture, timbral and tessitural complex,

performance dramaturgy, performance interpretation.
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