AHOTAIIS

Coaancbkuii 3. 10. 3BykoBuii 00pa3 co/iror04oro kourpadaca B mysuni XVIII-

XX croJith. — KBamdikaliiiiHa HaykoBa Ipallsd Ha IpaBax pyKOITHCY.

HaykoBe oOTrpyHTYBaHHS TBOPYOTO MHCTEIBKOTO MPOEKTY Ha 3I00YyTTS
OCBITHBO-TBOPYOTO CTYIEHS JOKTOpPAa MUCTEITBA 3a crerianbpHicTIo 025 «My3uuHe
MHUCTENTBO» (ranmy3b 3HaHb 02 «KynbTypa 1 MuctenTBo»). — JIbBIBChKa HaIllOHAJIbHA

My3u4Ha akanemis imeHi M. B. Jlucenka, JIbBiB, 2025.

B poGoti omnmucano mnpouec ¢GOpMYyBaHHS COJBHOTO BHKOHABCTBA Ha
KOHTpabaci B 7o0u 6apoko g0 XX CTOMITTS, MPOAEMOHCTPOBAHO BHECOK BUIATHUX
KOHTPa0aCHUCTIB, KOMIIO3UTOPIB 1 MENAroriB y PO3BUTOK COJIbHOI BHUKOHABCHKOT
Tpaauiii Ta penepryapy. Pobora penpe3eHTye KOMIUIEKCHE MY3UKO3HABYE
JOCJIIKEHHS TIPOLIECY €BOJIIOIIT KOHTpabaca K COJIbHOTO 1HCTPYMEHTA B KOHTEKCTI

PO3BUTKY €Bponeichkoi My3nudHO1 KynbTypu X VIII-XX cTomiTh.

3micT anoranii. Kontpabac nocigae oco0iaMBe 1 HEMOBTOPHE MiCII€ B iCTOpIi
IHCTpyMEHTaJIbHOI My3uKkH. He3Baxkarouu Ha Te, 110 IPOTIroM TPUBAJIOTo Yyacy Horo
pO3risAalii MEPEeBaXHO K aKOMIAHYIOUUH 1HCTPYMEHT, IMOCTYIIOBO PO3KPHUBABCS
HOoro moTeHuiana SK pPIBHOMPABHOIO YYaCHUKA aHCaMON0. 3aBASKUA TIMOOKOMY,
HAaCUUYCHOMY TeMOpPY Ta IIUPOKUM TEXHIYHUM MOMJIMBOCTSM, KOHTpadac 37aTHUMN
BUKOHYBAaTH HE JIMIIIE OMOPHY FapMOHIUHY (YHKIIIIO, @ 1 BUCTYNATH SIK BUPA3HUIM
MEJIOMUYHUN ToJoc. IcTOpuyHUI PO3BUTOK POJi  IOTO I1HCTPYMEHTA B
IHCTPYMEHTAJIbHIA MY3HIl BioOpaskae 3arajibHi 3MiHM B MHiAXoAax N0 (akTypw,

CTHJIIO Ta IHCTPYMEHTAJILHOTO MUCJICHHS B1Jl 0aPOKO /10 CYy4acHOCTI.

[IpoGiemaTuka 3ByKOBOro 00Opazy KOHTpabaca SIK COJBHOTO 1HCTPYMEHTa
3AITMIIAETHCS MAJIOOCIIIKEHOIO0 B My3UKO3HABCTBI, MMOMPH 3POCTAIOUUI IHTEPEC /10
icTopii BUKOHABCTBa Ta iHCTpyMeHTO3HaBCTBA y XX—XXI cromitrsx. TpuBanuii uac
KOHTpabac cpuiiMaBcsl MEPEBAKHO SIK AKOMIAHYIOUHM IHCTPYMEHT CUM(OHIYHOTO
9y KaMEpHOTo aHCcaMOJI0, a WOro COJMbHUM TMOTEHIlIa] 3ajHIlaBcs 103a YBaror

TEOPETUKIB Ta komno3utopiB. Bognouac ynpoaorx XVIII-XX cromnite BigOymacs



KapAuHalbHA TpaHchopMallis poil koHTpabdaca: BiJ basso continuo 6apokoBoi 400U
70 PIBHOMPABHOTO KOHLEPTHOTO Ta KAaMEpHOTO IHCTPYMEHTa 13 IIMPOKUMH
BUPAXKAIGHUMH MOXJIMBOCTSIMHM, IO 3yYMOBJIOE HEOOXiIHICTh KOMILJIEKCHOTO

HAYKOBOI'O OCMHUCJICHHS LBbOI'O IIPOLCCY.

dopMyBaHHS COJBLHOI'O BHUKOHABCTBA Ha KOHTpadaci BigoOpakae BaKIIMBI
TEHJCHIII PO3BUTKY €BPOIMEHCHKOT My3WYHOI KYJIbTYpHU: 3pOCTaHHS 1HTEpEeCy 10
TeMOpoOBUX OapB, MOTIUOIEHHS 1HAWBIMyami3alii 1HCTPYMEHTAIBbHUX TOJIOCIB,
PO3UIMPEHHS] BHPAXAIbHUX 1 TEXHIYHUX MOXKIMUBOCTEH CTpYHHUX. [liAIbHICTDH
Howmeniko Jlparonerti, [[)xoBanni borresini, Enyapna Manencekoro, ['anca ®piodwu,
Jlrongira Iltpaitxepa, Knayca Tpymnda, Minocnasa ["aiigomia Ta iHIIMX BUJIATHUX
BHKOHABIIIB 1 TeJaroriB chopmMyBaja CBITOBY KOHTPaOacoBY IIKOJY, IO MO€IHAJIA
HalllOHAJIbHI TpajuIlii Ta 1HHOBaMIMHI TexHiku. [lapanenbHo 13 UM po3BHUBaIACs
JiTepaTrypa JUisl IHCTPYMEHTA: 3 ABJISUIUCS KOHIIEPTH, COHATH, aHCaMOJIeBl TBOPH Ta

TPaHCKPUILIi, Kl YTBEpAWIN HOBY KOHIEPTHY POJb KOHTpabaca.

OxpeMoi yBaru 3aciiyroBy€ (D€HOMEH 1HCTPYMEHTO3HaBUMX 1HHOBallid XX
CTOJIITTSA: YJOCKOHAJICHHS KOHCTPYKIlI KOHTpabaca (Y4OTHpHU- Ta I’ SITUCTPYHHI
MOJIeI1, KITAITaHHU N MeXaH13M, METaJIeBl CTPYHHU ), HOB1 IPUMOMHU 3BYKOBHI00yBaHHS
(¢pnaxxonern, sul ponticello, col legno, glissando To1110), po3MMpPEeHHs Aiana3oHy i
BIIPOBAKCHHS CKIQJAHUX TMOMI(QOHIYHUX CTPYKTYp Y MapTUTypax. Baxmusum
YUHHUKOM CTaJIO M 3pOCTaHHA pOJi KaMepHO-aHCaMOIeBOi My3UKH Ta (POpMyBaHHs
CHeIiajgi3oBaHuX IIKIT 1 METOJAMK HaBYaHHS, IO TMEPETBOPWIM KOHTpabac Ha
yHIBEepCaJIbHUHN THCTPYMEHT, 3JJaTHUH J0 COJIBHOI peai3allli y Haipi3HOMaHI THIIITNX

KaHpax.

CyuacHa My3W4Ha KyJbTypa MEpeKUBAa€ aKTUBHUN 1HTEPEC 0 BIATBOPECHHS
0apoOKOBOrO ¥ KIACMYHOrO pemnepryapy Ha ICTOPUYHUX 1HCTPYMEHTAX, UIO
aKTyajizye norpedy y BUBUYEHHI ICTOPUYHMX MOJEJNEH I'pu Ta IXHBOrO BIUIMBY Ha

cydacHe BHMKOHABCTBO. KpiMm TOro, po3KBIT qka30Boro koHTpabaca y XX CTOMITTI



pPO3IIMPHUB YSIBICHHS NP0 TEXHIYHUN 1 XYyJOKHIA TMOTEHIla]l 1HCTPYMEHTA,

CTBOPUBIIM YHIKaJIbHUH J11aJI0T aKaJeMI4HOI Ta MOIMYJISIPHOT TPaAMILIIH.

OTixe, AOCIIJKEHHS MPOLIECY CTAHOBJIEHHS Ta €BOJIIOLIT 3BYKOBOTO 00pasy
COJIFOIOYOT0 KOHTpabaca Big 6apoko 10 XX CTONITTA Ma€ HE JIMIIE MY3UKO3HABYY,
ale ¥ BUKOHABCHKO-NIPAKTUYHY AKTYaJbHICTh. BOHO [103BOJISIE TPOCTEKHUTH
ICTOpII0 CTAHOBJIGHHS 1HCTPYMEHTA, 3pO3YMITH €CTeTHYHI MPHUHLIMINA HOTO
BUKOPUCTAHHA B PI3HI €MOXU Ta OKPECIUTH MEPCHEKTUBU PO3BUTKY Cy4aCHOTO

penepTyapy i nejgaroriku KOHTpabacoBOro MUCTEITBA.

BingTak, MeTO10 1OCIIIKEHHSI € TPOCTEKUTH IIPOIIEC KpUCTai3allii 3ByKOBOTO
0o0pa3y coJor4oro KoHtpabaca Bif mo0u O0apoko g0 XX CTOJITTS, BUSBHBIIU
3aKOHOMIPDHOCTI ~ PO3BUTKY  COJBHOTO  BHUKOHAaBCTBA,  pemepryapy  Ta

IHCTPYMEHTO3HABYMX 3aCa/l.
OcHoBHI 3aBIaHHS, BIIIOBITHO JI0 METH, BA3HAYEHO HACTYITHUM YUHOM:

® BHCBITJIMTH ICTOPUYHI IEPEIYMOBU CTAaHOBJIECHHSI KOHTpabaca Ta MOro cojabHOI
¢byHKIIIT B My3U4HIM MpakTUIl Bl 6apoko 10 XX CTOMITTS,

e gociuiautd (OpMyBaHHS 3BYKOBOIO 00pa3dy KoHTpabaca y KaMepHiH,
OPKECTPOBIii Ta COJIbHIM MY3HIIl Ha PI3HUX €Tarax PO3BUTKY;

® BHU3HAYUTH TMPOBIJHI TEHJEHII €BOJIOIIi COJIBHOTO KOHTPabacoBOTrO
BUKOHABCTBA,;

® DO3KPUTU BHECOK BHUAATHUX KOHTPAOACHUCTIB, KOMIIO3UTOPIB 1 MEJAroriB y
PO3BUTOK COJILHOT TPAAMIIIT Ta penepTyapy;

® CHCTEMaTH3yBaTH peEMepTyapHi Ta TMEAaroriydil JOCATHEHHS, IO CHPHUSIIH

YTBEP/KCHHIO KOHTpabaca SIK COTLHOTO THCTPYMEHTA.

Jlnst TBopyoi peanizanii 0OTpyHTOBAaHOT aBTOPOM KOHIEMIli Oysno oOpaHo
Hallpenpe3eHTaTUBHINI 3pa3Kd KOHTpabacoBoro pemnepryapy. Takuii g00ip
Marepiaiy, J03BOJISIE€ YITKO MPOCTEKUTH OCOOJMBOCTI CTAHOBJICHHS Ta €BOJIOIIT

COJIBHOI TpaJIMLIii TPY HA KOHTpabaci y BU3HAYEHUH ICTOPUYHUIN HEPIO/.



Pobota ckmagaeTbest 31 BCTymy, TPbOX PO3IALTIB 3 MiAPO3ALIaAMU Ta CIHUCKY

BHKOPUCTAHUX KCPCII.

VY mepmoMmy po3auti omucaHo (OKPECIEHO) BUTOKM Ta PaHHIO EBOJIOLIIO
KoHTpabaca (Big violone 10 «BiIGHCBKOTO II'SITUCTPYHHHKA») 1 IOKa3aHO, SIK

ynpoaosx XVI-XVIII ct. popmyeTbest mepeaymoBa COIbHOTO BUKOHABCTBA.

30kpema, y mepuux ABOX MiAPO3ALIaX YyTOYHEHO TEPMIHOJIOTII0 M PyHKIIii
0acoBUX THCTPYMEHTIB y paHHIX aHcaMmOJsx Ta basso continuo. Ha matepiam Tpio-
conat f. JI. 3eneHKH MPOCTEXKEHO MOCTYNMOBY €MaHCHUIMAI0 0acoBOi JiHII: Bif

ITIOABOCHH 1 OIIOPpHU B KOHTHHYO J0 piBHOHpaBHOFO MCJIOAUYHOTIO IIapTHCPA.

Y HacTymHuUX JABOX MiAPO3JIaX T[OKa3aHO CTWIICTUYHHM 3CyB 100U
KJIACULIU3MY: TMepexia BiJ MOoiioHIYHOI A0 TOMOGOHHOI MOAEINI, PO3POCTaHHS
opkecTpy 0e€3 KIaBipHOTO 0acy Ta BHOKPEMJIEHHS TEMOpPOBOi 1HAMBIIYaTbHOCTI

KOHTpabaca.

VY npyriii nonoBuHi XVIII cTonmitrs y BigHi ckianacs BUHITKOBA CUTYallis B
icTopii KOHTPabacoBOr0 BUKOHABCTBA, SKa HE MaJla aHAJOTIB y €BPOIEHCHKIN
MY3WYHINA KyJabTypl. JlJIsi XapakTepHOro iHCTpyMEHTa — TakK 3BaHOT0 «B1JAEHCHKOTO
I’ SITHCTPYHHOTO KOHTpabaca» 3 TepleBO-KBAPTOBHM CTPOEM, MOOYIOBAaHMUM Ha
OTIOp1 Pe-Ma)KOPHOTO TPU3BYKA, — MPOBIAHI MPEICTABHUKHU BIJIEHCHKOI KJIACHYHOI
IIKOJIM CTBOPWJIM 3HAYHUW penepryap: ONM3bKO TPHUALSTH KOHIIEPTIB IS
KOHTpabaca 3 OPKECTPOM 1 YUCJICHHI KaMepH1 KOMITO3HII1, e IHCTPYMEHT BUCTYTIA€
y coubHiit poui. JIo BOro Koa KoMIno3uTopis Haiexamu Hoszed Ta Mixaens aiiay,
Kapn Hirrepc ¢on Hitrepcaopd, Boasdranr Amaaeit Mouapt, SAn Banran, ®pani
Anton l'odmaiictep, Morann Martiac Ilneprep, Auron Llimvepman, Binmen ITixib
ta 1umi. [lapamenpHO 3pocTana 1 BUKOHABChbKA MAWCTEPHICTh TOTOYACHUX
KOHTPaOAaCHCTIB, K1 HE JIMIIE BUKOHYBAJIM 111 TBOPH, a K Opalu aKTUBHY y4acTb y
mponeci ix crBopenns. Cepen Hux ocobmmBo Buminsmucs M. Kemmdep, @.
Iixens6eprep Ta M. Illneprep, uus TexHika Ta XyIOXHil piBeHb 3acBiXuyBajH

BUHSATKOBUH MpodecioHasizM BUKOHABIIIB.



deHomeH mosiBY y BifH1 1I-OTO MEPi0y TAKOTO 00CITY COIBHOTO pPernepTyapy
11 KOHTpabaca MOSICHIOEThCS TIEPEyCIM 0COOIMBOCTSIMU KOHCTPYKIIIT BIIEHCHKOTO
I’ ITUCTPYHHUKA: 3PYYHUMH pO3Mipamu, GOPMOIO Ta, M0 BAXKIUBO, CTPOEM, SKHUMA
IPUPOJIHO BIAIMOBIIaB TOHAJIBHOCTI pPEe MaKop. TakWM YWUHOM, BiJIEHCHKUN
I’ ITACTPYHHUI KOHTpabac CTaB HE JIUIIE 3HAKOBUM 1HCTPYMEHTOM CBOTO 4acy, ajie
i BimirpaB KJIIOUYOBY POJIb y PO3BUTKY MY3WYHOTO MUCTEITBA CMIOXH KJIACHITU3MY,

3IMIIMBIIY SICKPABUH CJI1J1 y KOHIIEPTHIN Ta KaMepHIH JiTepaTypi.

()

CdopmMOBaHO TakOX «IaHOpPAMy BIJIEHCHKOI IWIKOJAM» Ha mnpukiag W.
Kemndepa, . ITixensbeprepa, F. M. IlIneprepa — BU3HaUeHO iX BHECOK y TEXHIKY,
penepTyap 1 KOHUEPTHY IPAKTUKY Ta TPOJEMOHCTPOBAHO YHIKAIbHICTh BIIEHCHKOTO
(eHoMeny — B3aeMozis crierudikallli IHCTpyMEHTa, KOMIIO3UTOPCHKOT 1HII[IaTUBU Ta
BUKOHABCHKOI BIPTYO3HOCTI CTBOpHWJIA CTIMKY MOJENb COJBHOIO KOHTPabacoBOTO

BHKOHABCTBA, 110 MiArotysaia nepexia 10 XIX ctomiTrs.

VY napyromy po3jiiai KOMIUIEKCHO BUCBITIIEHO XIX CTOMTTS sIK BUpIIIATbHUMA
eTan KpucTai3alii COJIbHOI MaHepu TIpU Ha KOHTpabacli, KOJU I1HCTPYMEHT
OCTaTOYHO BHUXOAMTH 3a MEXl BUKIIOUYHO (QYHKLII aKOMIaHEMEHTy 1 HaOyBae

MOBHOIIIHHOTO KOHIIEPTHOT'O CTATYCy.

VY migpo3aim 2.1 OKpecieHO IHCTUTYIIMHI Ta TEXHIYHI MEPEeyMOBHU 3MiH:
dbopmyBanHs npodeciiitHuX CUM(OHIYHUX KOJICKTHUBIB Y TIPOBIIHUX €BPOMEHUCHKUX
LIEHTpax;  Choemiagizamis  KOHTpaOacHCTIB,  CTaHAApTU3allisl  IHCTPYMEHTa
(koHCOMIOAlIs YOTHUPUCTPYHHOIO KBAapTOBOTO CTPOIO), TOSIBA ABTOPUTETHHUX
HaBUaJbHUX MK 1 30ipHUKIB eTiomiB. [lokazaHo, sk 3MiHIOBasOCS TeMOpOBO-
KOJIOPUCTUYHE MUCIIEHHS KOMIO3UTOPIB CTOCOBHO 0AacOBOI TPyMH: BiJ OKTaBHOTO
MOJABOEHHS ¥ TPOCTOI OMIOPH B SIKOCT1 0aCy /10 CBIIOMOTO MO/ICIIFOBAHHS pamMaTyprii
Hu3bkux perictpi (bepmios, Baruep, bpykuep, Manep). [Ipocrexeno 3pymieHHs y
dakTypi KOHTpabacoBUX MapTiil: PO3IMIMPEHHS Jialla30Hy Bropy, 3POCTaHHS PO
MIIUKATO, 3aCTOCYBaHHS divisi, YCKJIAJIHEHHSI PUTMIKUA ¥ apTHKYJIAILII, TOCTYIIOBE

BXOJIPKEHHS BUCOKHX TO3UIIIH 1 (pJIaXKOJIETIB Y HOPMY OPKECTPOBOTO MUchMa. Takox



BCTAHOBIIIOETbCA OajaHC BIOJIOHYENEH 1 KOHTpabaciB SK €CTETUYHHUM TPHUHLHUII
OPKECTPOBO1 OIMOpPH (3aMiCTh MEXaHIYHOTO PO3JIJICHHS), IO 3aKIaJac ITiIBAIMHA

JUISl THTOHAIIIMHOT aBTOHOMIT KOHTpabaca.

Y migpo3aimi 2.2 po3MNISIHYTO KaMEpHHM KOHTEKCT, Jie TMOIpPHU 3arajiom
AKOMIIaHYIOYY pOJib, 3 ABJISIIOTHCA KIIOUOBI BHUHSTKH, IO 1HIUBIAYalli3yIOTh
iHcTpyMeHT: «Center» JI. Ban berxoBena, «®openb-kBinteT» @. lllydepra, kamepHa
TBOpuicTh J[’k. boTTesiHi, a Takox conatu P. @ykca ta A. Mimeka. ITigkpeciaeHo
crienindiKy KaMepHOT0 My3UKYyBaHHS 3 KOHTpabacoM: nepcoHidikariis 6acoBoi JiH1i
1 3pOCTaHHS BHMOT JI0 3BYKOBOi KyJbTYpPH, 1IHTOHAIli Ta JMHAMIYHOI TUTACTHKHU

OJIHOTO BUKOHABIIA, BiJ SIKOTO 3aJI€KUTh LIUTICHICT aHCaMOJIEBOTO 3ByUYaHHS.

[Tigpo3min 2.3 TPUCBSUEHO JBOM «IOJMIOCaM» BIPTYO3HOI TpaguIii —
Homeniko Jlparonerrti Ta [[>koBaHHI BOTTE31HI — K 1HAMBIIYyaJIBHUM MOJIEISAM
KpHUCTaii3alii COJIbHOI TEeXHIKM W cleHIYHoi putopukud. Ha Oiorpadiunomy Ta

penepTyapHOMY MaTtepiaji OKa3aHo:

— y JlparoHeTTi — mepeTBOPEeHHs KOHTpabaca Ha «KOHIIEPTHUHN TOJOC» y MepIIiit
MOJIOBUHI CTOMITTS (JIOHJAOHCHKHUH KOHTEKCT, CIIBOpAIsl 3 MPOBIAHUMHU
OpKECTpaMH Ta COJIICTaMH, aBTOPChKI KOHLIEPTH i KaMEpHI TBOPH, YHIKaJIbH1
aruIIKaTypHO-IITPUXOBI NMPUHOMH, 30KpemMa poOoTa y BHUCOKOMY pericTpi i
(daxxoneTHa KOJIOPUCTHKA);

— y borresini — poMaHTUYHY BIPTYO3HICTH 1 OTIEPHUN THUIT MEJIOAU3MY: KOHIIEPTH,
danTasii, Bapiailii, ayeTH, OPIEHTOBAHI HA BEPXHIA PETICTP 1 TEXHIKY
(baxoJieTiB; MIMpOYe3Ha racTposibHa reorpadis; BIUIUB Ha IEIaroriky 4depe3
«Méthode» (1869); yTBepKEeHHSI THCTPYMEHTA SIK COJIBHOTO y €BPONEHCHKOMY

Ta TI03a€BPOINEUCHKOMY MPOCTOPaX.
Takum yuHOM, O3/ IEMOHCTPYE, 110 came B XIX CTOMITTI BiIOyBa€ThCS:

1) ecreTryHa MepeoIliHKa poJjii KOHTpabaca B OpKecTpi (Bil «OMOPHU» 10 aKTHBHOTO
y4aCHHKA JpaMaTyprii);

2) penepTyapHa eKCraHcis B 01K COJIBHUX 1 KaMEpHUX (OpMaTiB;



3) TexHi4Ha MoJepHizallis (BHCOKI MO3MWIIii, MIIMKATO SK TEMOPOBHI KOJOPUT,
YCKIaHEHA apTUKYJIALIS, CTab1Ti3al11isi HaCTPOIO);

4) kaHOHI3aIlis BIPTYO3HOI MOJEII BHKOHABCTBa depe3 moctaTi JlparonerTi Ta
borres3ini, sAKi 3amanyd cTaHAAPT TEMOPOBOI BHUPA3HOCTI Ta CIEHIYHOI

KOMYHIKaIlii.

Otxe, B XIX cromtTra crajmo mepeToMHMM MOMEHTOM Yy KpucTami3arii
COJILHOTO 3BYKOOOpa3y KOoHTpabaca — Bix (yHKIIOHAIbHOI «0acoBoi TiHI» J0
CaMOCTIMHOTO, SCKpaBOrO0 Ta CTHJIICTMYHO 0araToro iHCTpyMEHTa 3 YCTaJCHOIO
BIPTYO3HOIO IIKOJIOI0 M PO3TOPHYTHUM COJBHUM pEIepTyapoM, IO MiATrOTYyBajio

I'PYHT JUIsl OCTaTOYHOI 1HAUBIIyali3alli KoHTpadaca B My3uIll XX CTOJITTS.

Tpetiit po3ain okpeciatoe XX CTOMITTS SIK MEPIo OCTAaTOYHOI eMaHCHUMaIi
KOHTpabaca: BIJI «TapMOHIYHOTO (PyHIAMEHTy» [0 MOBHOLIHHOTO COJBHOIO 1
TEeMOPOBO TIPOBIIHOTO 1HCTPYMEHTa B OPKECTPOBIii, KaMepHI Ta COJIbHIM
IpaKTHKaX. YTIPOJOBXK CTONITTS IPOCTEKYETHCSI CHCTEMHE PO3IIUPEHHS Jl1alla30HYy,
YCKJIaJIHEHHSI (AaKTypu W PpUTMIKHM, I1HCTUTYIaii3allis TMeJaroriki Ta I[osBa
IHTEpHAI[IOHAJIbHOI BHUKOHABCHKOI IIKOJM, JONOBHEHA BIUIMBAMM JIKazy Ta

1ICTOPUYHO MOIH(POPMOBAHOTO BUKOHABCTBA.

VY migposnim 3.1 mokazaHo, sk y cuM@oHiuHIM My3umi XX CTOMITTS
KOHTpabac IMepexoJuTh BiJ IyOJIFOBaHHS 0acoBOi JIiHII 10 CaMOCTIMHOTO HOCIs
TeMatu3My ¥ npamaryprii: Big P. Illtpayca ta Manepa no baproka, ['inmemira,
[ocrakoBuua, PaBens, CTpaBiHCbKOro. PO3MIMPIOIOTBCA pericTpu (BKIOYHO 3
BEPXHIMU MO3HIISAMU ¥ (hI1aXK0JIeTaMHt ), 3pOCTAE POJIb MIITUKATO, 3’ IBISIOTHCS divisi,
akopaoBicTh, moimidoHizamis 0aca, CKIaAHI METPOPUTMHU (3MIHHI PO3MIpH,
noJipuTMmisi). ButBoproethcst HoBuld criekTp npuiiomis (Sul tasto, sul ponticello, col
legno, glissando, mepkycuBHI yaapu MO KOPIYCYy, YacOBI Ta MIKPOiHTEpBaJbHI
Hotarii). TexHiuHuii mporpec (MeTaleBI CTPYHH, MEXaHI3MH TOHMKEHHS)
MOETHYETHCS 3 padiHOBAaHUMU 1HTOHAIIIMHUMH BHMOTAaMHU Ta 3MIHOK OPKECTPOBOT

opranizaiiii (4UCebHICTh, PO3TAIlyBaHHS IPYITH TOIIO).



VY migposnimi 3.2 HaeTtbcs mpo KaMepHuil perepTyap XX CTOMITTS, SKUN
JIEMOHCTpYy€E TepcoHidikariito 6acoBoi iHIi: KoHTpabac Oepe Ha ceOe TPOBIIHY
MEJIOIMKO-TEMaTHYHy pOJib, BUIBHO ONEpye€ NOJABIHHUMH HOTaMH, aKOpJaMH,
eKCTpEeMaIbHUMHU Tecutypamu. KamepHi KOHIEPTH, HOHETH, OKTETH, CENTETH,
aHcam0O1i KOHTpabaciB 3aCBIAUYIOTH HOBY TEMOpPOBY piBHOMpaBHICTh. JKaHp cOHATH
HaOyBa€e Cy4acHOTO 3MICTY: PIBHOMpPABHUM Aiasior 3 (opremniano, noiioHIYHICTh

MUCJICHHS, HAIllOHAJIbH1 CTUJIICTUYHI PUCH Ta PO3MAITTS TEXHIK.

VY migpo3ain 3.3 HeHTPaTbHO BICCIO € CIAIKOEMHICTD «IPa3bKo-BiIEHCHKO1»
tpagumii (Cimanub) 1 11 riobanmbHa Audys3is Yepe3 MEpeki Y4YHIB — BiJ
Manencekoro, [Ipynnepa, @pidu o Iltpaiixepa, 3i6axa, L{immepmana, MonTara,
latinoma, Tpymnda. Po3ain BUCBITIIOE: KaHOHI3a1I110 MT€aroriky (IIKOJIU, METOIH,
€TIONU, peAaKiii), ska yHi(iKye TEeXHIKy, TOCTAHOBKY Ta 1HTOHAIIWHI CTaHIAPTH;
KOMITO3UTOPCHKY aKTHUBHICTh KoHTpabacuctiB (Ppida, Montar, ["aitnom, [Ipoto
TOIIO), IO 3CEPEIUMHU PO3ILIHUPIOE perepTyap 1 TEXHIKY; 1HTEpHaIllOHAJI3aIlllo

CTHJIIO; B32EMOJIIIO 3 J)Ka30M Ta ICTOPUYHO NMOTH(POPMOBAHUM BUKOHABCTBOM.

TakuM umHOM, XX CTOJITTS IOCTA€ SIK €M0Xa OCTATOYHOI'O0 CTAHOBJICHHS
COJILHOTO 3BYKOOOpa3y KoHTpalaca: IHCTPYMEHT OTPUMYE€ CTIMKYy €CTETHYHY
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ANNOTATION

Solanskyi Z. Yu. The Sound Image of the Solo Double Bass in the Music
of the 18th-20th Centuries. — Qualification research paper on the rights of

manuscript.

Scientific justification of the creative artistic project for obtaining the
educational-artistic degree of Doctor of Arts in the specialty 025 "Musical Art" (field
of knowledge 02 "Culture and Art"). — Lviv National Music Academy named after

M. V. Lysenko, Lviv, 2025.

This research explores the process of the formation and crystallization of solo
double bass performance from the Baroque era to the 20th century, highlighting the
contribution of prominent double bassists, composers, and pedagogues to the

development of solo tradition and repertoire.

Abstract content. The double bass occupies a unique and exceptional place in
the history of instrumental music. Despite having long been regarded primarily as an
accompanying instrument, its potential as an equal ensemble participant was
gradually revealed. Thanks to its deep, rich timbre and extensive technical
capabilities, the double bass can serve not only as a harmonic foundation but also as
an expressive melodic voice. The historical evolution of the instrument’s role in
instrumental music reflects broader changes in approaches to texture, style, and

instrumental thinking from the Baroque to the modern era.

The issue of the sound image of the double bass as a solo instrument remains
underexplored in musicology, despite growing interest in performance history and
organology in the 20th—21st centuries. For a long time, the double bass was perceived
predominantly as an accompanying instrument in symphonic or chamber ensembles,
while its solo potential remained largely overlooked by theorists and composers.
Meanwhile, during the 18th—20th centuries, the double bass underwent a radical
transformation: from its function as part of the basso continuo in the Baroque era to

becoming a fully-fledged concert and chamber instrument with rich expressive



capabilities. This transformation necessitates a comprehensive scholarly

reassessment.

The emergence of solo performance on the double bass reflects key trends in
European musical culture: growing interest in timbral colors, the deepening of
instrumental individuality, and the expansion of expressive and technical possibilities
of string instruments. The contributions of Domenico Dragonetti, Giovanni Bottesini,
Eduard Madenski, Hans Fryba, Ludwig Streicher, Klaus Trumpf, Miloslav Gajdos,
and other prominent performers and pedagogues formed the global double bass
school, which combined national traditions with innovative techniques. In parallel, a
repertoire for the instrument developed: concertos, sonatas, chamber works, and

transcriptions appeared, securing the double bass’s new concert role.

The phenomenon of organological innovations of the 20th century deserves
special attention: improvements to the double bass’s construction (four- and five-
string models, extension mechanisms, metal strings), new sound production
techniques (harmonics, sul ponticello, col legno, glissando, etc.), range expansion,
and the incorporation of complex polyphonic structures in scores. Another significant
factor was the growth of chamber music and the establishment of specialized schools
and pedagogical methods, which turned the double bass into a versatile instrument

capable of solo performance across a wide variety of genres.

Contemporary musical culture demonstrates a keen interest in performing
Baroque and Classical repertoire on historical instruments, emphasizing the need to
study historical performance practices and their influence on modern interpretations.
Furthermore, the flourishing of jazz double bass in the 20th century broadened
perceptions of the instrument’s technical and artistic potential, creating a unique

dialogue between academic and popular traditions.

Thus, studying the formation and evolution of the sound image of the solo
double bass from the Baroque to the 20th century holds not only musicological but

also performance-related significance. This research traces the instrument’s



historical development, clarifies aesthetic principles of its use across eras, and
outlines prospects for advancing contemporary repertoire and pedagogy of double

bass performance.

Accordingly, the purpose of the study is to trace the crystallization of the
sound image of the solo double bass from the Baroque era to the 20th century,
identifying patterns in the development of solo performance, repertoire, and

organological foundations.
The main tasks, derived from this aim, are as follows:

* To highlight the historical prerequisites for the emergence of the double bass

and its solo role in musical practice from the Baroque era to the 20th century;

* To explore the formation of the sound image of the double bass in chamber,

orchestral, and solo music across various historical stages;
* To identify key trends in the evolution of solo double bass performance;

* To reveal the contribution of prominent double bassists, composers, and

pedagogues to the development of solo traditions and repertoire;

* To systematize repertoire and pedagogical achievements that contributed to

establishing the double bass as a solo instrument.

For the creative realization of the author’s concept, the most representative
examples of double bass repertoire were selected. This choice of material allows for
a clear observation of the formation and evolution of the solo performance tradition

on the double bass over the specified historical period.

The work consists of an introduction, three chapters with subsections, and a

list of references.



The first chapter describes the origins and early evolution of the double bass
(from violone to the Vienna five-string bass), showing how the groundwork for solo

performance developed between the 16th and 18th centuries.

In particular, the first two subsections clarify the terminology and functions of
bass instruments in early ensembles and basso continuo. Using Jan Dismas Zelenka’s
trio sonatas, it examines the gradual emancipation of the bass line: from doubling and

providing harmonic support to becoming an equal melodic partner.

The next two subsections trace the stylistic shift of the Classical period: the
transition from polyphonic to homophonic models, the expansion of the orchestra
without keyboard continuo, and the emergence of the double bass’s timbral

individuality.

In the second half of the 18th century, Vienna saw a unique phenomenon in
double bass performance history, unparalleled in European musical culture. For the
distinctive instrument — the so-called “Vienna five-string double bass” with a tierce-
quart tuning based on the D-major triad — leading representatives of the Viennese
Classical school composed an extensive repertoire: around thirty concertos for
double bass and orchestra and numerous chamber works featuring the instrument in
a solo role. Among these composers were Joseph and Michael Haydn, Carl Ditters
von Dittersdorf, Wolfgang Amadeus Mozart, Johann Baptist Vanhal, Franz Anton
Hoffmeister, Johann Matthias Sperger, Anton Zimmermann, Vincenz Pichl, and
others. In parallel, the technical mastery of contemporary double bassists was
growing; they not only performed these works but actively participated in their
creation. Notable figures included Johann Georg Kempfer, Friedrich Pischelberger,
and Johann Matthias Sperger, whose artistry and technical excellence reflected

exceptional professionalism.

The emergence of such a large body of solo double bass repertoire in Vienna
during this period is primarily explained by the design features of the Viennese five-

string bass: its ergonomic size and shape, and especially its tuning, naturally suited



to D major. Thus, the Vienna five-string double bass was not only a hallmark
instrument of its time but also played a key role in Classical music’s development,

leaving a significant mark on both concerto and chamber literature.

The chapter also creates a “panorama of the Viennese school” through
Kempfer, Pischelberger, and Sperger, highlighting their contributions to technique,
repertoire, and concert practice, and demonstrating the uniqueness of the Viennese
phenomenon: the combination of instrument design, compositional innovation, and
virtuoso performance created a sustainable model of solo double bass performance

that laid the foundation for the 19th century.

The second chapter comprehensively explores the 19th century as a decisive
stage in crystallizing the solo performance style of the double bass, during which the
instrument definitively moved beyond an accompanying role to gain full concert

status.

Subsection 2.1 outlines institutional and technical prerequisites for these
changes: the formation of professional symphony orchestras in Europe’s leading
centers, the specialization of double bassists, the standardization of the instrument
(consolidation of four-string tuning in fourths), and the emergence of authoritative
schools and collections of études. It shows how composers’ timbral thinking evolved:
from octave doubling and simple bass reinforcement to deliberate dramaturgical use
of low registers (Berlioz, Wagner, Bruckner, Mahler). Changes in orchestration
included upward range expansion, increased pizzicato use, divisi writing, rhythmic
and articulation complexity, and the normalization of high positions and harmonics
in orchestral writing. A balance between cellos and double basses replaced
mechanical separation, laying the groundwork for the double bass’s intonational

autonomy.

Subsection 2.2 analyzes chamber music contexts, where, despite its generally
accompanying role, key exceptions elevated the instrument’s individuality:

Beethoven’s “Septet”, Schubert’s “Trout Quintet”, Bottesini’s chamber music, and



sonatas by Robert Fuchs and Adolf Misek. It emphasizes the unique responsibility of
the double bassist in chamber settings, requiring exceptional tone quality, intonation,

and dynamic flexibility.

Subsection 2.3 focuses on two poles of the virtuosic tradition: Domenico
Dragonetti and Giovanni Bottesini, as models of solo technique and stage rhetoric.

Biographical and repertoire analysis demonstrates:

— Dragonetti’s transformation of the double bass into a “concert voice” in the
early 19th century (London context, collaborations with major orchestras and
soloists, original concertos and chamber works, innovative fingering and bowing,

extensive use of high register and harmonic color);

— Bottesini’s Romantic virtuosity and operatic lyricism: concertos, fantasies,
variations, and duets centered on high-register playing and harmonics; wide-ranging
international tours; pedagogical influence through his “Méthode” (1869); and the

establishment of the double bass as a solo instrument worldwide.
Thus, this chapter demonstrates that in the 19th century:

1) The double bass’s orchestral role underwent aesthetic reevaluation, from
harmonic support to active dramaturgical participant;

2) Its repertoire expanded into solo and chamber genres;

3) Technique modernized (high positions, pizzicato as timbral color, advanced
articulation, tuning stabilization);

4) Virtuoso performance was canonized through Dragonetti and Bottesini, who set

standards for timbral expressiveness and stage artistry.

The 19th century was therefore pivotal in crystallizing the solo sound image
of the double bass: it emerged from a functional “bass shadow” into a fully
independent, vibrant, and stylistically rich instrument with a developed virtuoso
school and solo repertoire, laying the groundwork for its full individualization in

20th-century music.



The third chapter presents the 20th century as the era of the double bass’s full
emancipation: from harmonic foundation to a solo and timbrally leading instrument
in orchestral, chamber, and solo contexts. This period saw systematic range
expansion, textural and rhythmic complexity, the institutionalization of pedagogy,
and the rise of an international performance school enriched by jazz and historically

informed performance practices.

Subsection 3.1 shows how in 20th-century symphonic music the double bass
evolved from doubling the bass line to carrying thematic and dramatic material: from
Strauss and Mahler to Bartok, Hindemith, Shostakovich, Ravel, and Stravinsky. The
instrument’s range extended to the highest harmonics, pizzicato gained expressive
roles, divisi, chords, and polyphonic writing became common, and advanced
rhythmic structures (changing meters, polyrhythms) emerged. Innovative playing
techniques (sul tasto, sul ponticello, col legno, glissando, percussive effects, temporal
and microtonal notation) appeared. Technical advances (metal strings, extension
mechanisms) combined with refined intonational demands and changes in orchestral

organization (section size, placement, etc.).

Subsection 3.2 focuses on 20th-century chamber music, which personified the
bass line: the double bass assumed leading melodic roles, handled double stops,
chords, and extreme registers. Chamber concertos, nonets, octets, septets, and double
bass ensembles reflected a new timbral equality. The sonata genre gained
contemporary significance, offering polyphonic interplay with piano, national

stylistic elements, and a wide range of techniques.

Subsection 3.3 emphasizes the lineage of the “Prague-Vienna school”
(Simandl) and its global diffusion via disciples from Madenski, Prunner, and Fryba
to Streicher, Siebach, Zimmerman, Montag, Gajdos, and Trumpf. It explores the
canonization of pedagogy (schools, methods, études, editions) that standardized
technique, posture, and intonation; the compositional activity of double bassists

(Fryba, Montag, GajdoS, Proto, etc.), which expanded the repertoire; the



internationalization of style; and intersections with jazz and historically informed

performance.

Thus, the 20th century represents the culmination of the solo double bass sound
Image: the instrument achieved aesthetic autonomy, high technical standards, and an
extensive, globally diverse repertoire, directly paving the way for greater stylistic and

genre openness in the 21st century.

Keywords: double bass, violone, Vienna five-string bass, solo performance,

sound image, Baroque, Classicism, Romanticism, chamber music, symphonic music.
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