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Bunank C. B. My3u4HO-IOETHYHMI CBIT KaMEpHO-BOKAJIbHUX IMKIIB ['ycTaBa
Manepa ta I'yro Boneda st 6apurona — Ksamidikariitna mparst Ha mpaBax

PYKOMHUCY.

HayxoBe oOrpyHTYBaHHSI TBOPUOTO MHUCTELIBKOTO MPOEKTY Ha 3M00YTTS OCBITHBO-
TBOPYOTO CTYINEHS JOKTOpa MHUCTelUTBa 3a cnemianpHicTio 025 «My3uune
mucteuTrBo» (ramy3p 3HaHb 02 «Kynbrypa 1 wmwucrentBo»). — JIbBIBCbKa

HalllOHaJIbHA My3u4Ha akajaemisa imeHi M. B. Jlucenka, m. JIbBiB, 2023.

Y po0oTi JOCHIIKEHO 1 BHOPOBAIKEHO JO TMPAKTUKH YKpPaiHCHKOTO
BUKOHABCHKOTO MY3MKO3HABCTBA MICHI Ta KaMepHO-BOKaJbHI Iukiu ['ycTtaBa
Manepa Ta I'yro Bonbda, crBOopeHi miusa OapuroHa. OxapaKTepU30BaHO
dinocodcbKo-ecTeTUYUHI 3acald Ta CTUIBOBI OCOOJIUBOCTI BOKaIbHOI TBOpYOCTI [
Marnepa 1 I'. Bonbda, mocmimkeHo 0COOIUBOCTI MY3WYHOI MOETUKHU IMICEHb IS
OapuTOHA ITUX KOMITO3UTOPIB, iX BUKOHABCHKY CIEU(iIKY, My3UYHY CTHIIICTUKY Ta
CUMBOJIIKY, a TAaKOk MOKa3aHO B3a€EMO3B'A30K BOKaJIbHUX TBOPiB Manepa 1 Bonbda
3 My3UYHUMHU XkaHpaMu cuM(oHIi Ta onepu. MaTepiaii HayKOBOTO OOIPYHTYBaHHS
POEKTY MOXYTh OYTH BHUKOPHCTaHI Y HaBUYaJbHUX Kypcax 3 I1CTOpii CBITOBOI
MYy3W4YHOI KyJbTYypH, ICTOpIi BOKaJbHOTO MHCTENTBA, y poOOTI B Kiacax
aKaJIeMIYHOTO Ta KaMEPHOTO CIiBY, a TaKOX Yy COJbHIA KOHIIEPTHINA ISIBHOCTI

BOKAQJIICTIB.

PoGoty mpucBsueHO XapaKTEPUCTHUINl MY3WYHO-€CTETHUYHUX TOTrIsadiB I
Marepa Ha >kaHp MIiCHI, a TAKOXX BUBYCHHIO OTO BOKAJIBHUX IIUKIIIB, III0 HAITHCAH1
st 6apuToHa — «HOTUPHAAUATH MICEHb 1 POMAHCIB [3 IOHHMX pOKiB]», «IliceHp
MaHJpiBHOro nigMaicrpay» ta «llicenb npo nmomepnux aitei». BokanbHa My3Hka
Manepa TICHO mNOB’A3aHa 3 HOro CHUM@QOHISIMH, OCKUIBKM MOro IICHI 4YacTo
CIYTyBaJII TEMAaTHMYHUM MarepiajioM Horo cumpoHiyHMX TBOpiB. Ha BokambHy
TBOPYICTb MHTIS SICKpAaBUW BIUIMB 3poOMIIM #oro jitepaTypHi Ta (iaocodcebKi

yno00aHHs, 30KpeMa, HiMEIbKi HApOHOMICEHHI TEKCTH 1 (P1710COPChHKI MOTIISIAN Ha



donpknop @. Himme. Ha ¢opmyBanHS mTiCEHHOro CTUIII0O MOJIOOro Maepa
3HaYHUI BIUIMB 3pOOMJIO CHUIKYBaHHS 3 KOMIIO3UTOPaMHU-CydyaCHUKaMU Ta
MUTIISIMH TOro4acHoro Binmns, mnpeactaBHHKaMu BijieHCHKOI cemecii (I. Kimimrom,
. Omp6pixom, M. Kuinrepom). IxHe HOBaTopchke MECTENTBO 3HANIIIO
BITOOpa)KEHHS y BOKAJIbHIA TBOPUYOCTI KOMIIO3UTOpPA, B SIKIH MOKHA YMOBHO
BUAUTUTH 1Ba mepiogu: panHiil (1880-1890) — wac HamucaHHA ITSTH MICEHb HA
tekctH P. Jleanaepa 1 T. ne Mosinu, njo yBidnuim 10 30ipku «HoTUpHAALSTH MICEHb
i pomaHciB 3 [1oHuX pokiB]» (1880-1883) i mukiny «ITicHi MaHAPIBHOTO IMiAMaKCTpa
(1883-1885), micui Ha Tekctm 3 «YapiBHOoro pory xsomuuka» (1887-1890) Tta
3pUIKH, NOB'A3aHM 31 cTBOpeHHsAM LUKy «IlicHl mpo momepnux aiTei» Ha cii. .

ProkkepTta (1901-1905).

VY paHHIX NICHSX BIJ3HAYEHO sICKpaBUil BIUIMB TBOpunx MaHep @. lllybepra,
P. Illymana, M. Bpamca. Pamniit mukn «ITicHi MaHapiBHOTO mimMaiicTpa», sK
«mapadpaz» Ha «3umoBui 1ux» @. IllyGepra, mno3HaueHuit QaxTypHO-
TFapMOHIYHMMHU Ta MOTHUBHHMMHU 3ano3uyeHHsmu 3 IlyOepToBOi CTHIICTHKH,

NEePIIMMHU CIIPOOaMH 3aCTOCYBaHHS CUM(GOHIYHOTO PO3BUTKY B XKaHPI ITICHI.

Bokanbna 30ipka «HapiBHuU# pir XJI0M4UKa» JEMOHCTPYE 3pa3Ku Cy4aCHOTO
(sIK Ha TOM Yac) OmpaIfOBaHHS MICEHb HA HAPOJIHI TeKCTH. YacTKOBO cTiizyroun O.
[ly6epra, Manep Bmepiine BUKOPUCTOBYE HEOKJIACUYHY CTHIIICTUKY — TPO30PY
KJaBipHy (akTypy KOMMO3uTOpiB-Bep KuHamicTiB XVII ¢T., a TakoX IMITyBaHHS

HAPOJHOTO 1HCTPYMEHTAPIIO.

Y mmkai «IlicHl mpo moMepiaux AiTel», HAIMCAHOTO Yy 3piIud Iepiof
TBOPYOCTI, KOMITO3UTOP 3BEPTAETHCS JO MPUHIMINB CUM(OHIZAII TEMaTHIHOTO
matepiany. [lo HOBOMy TpakTyrouu poib ¢opTeniaHHoi MmapTii, BiH MIUPOKO
3aCTOCOBY€E MOMI(OHIYHI NPUHOMH, JAAOBY cHEUU(DIKYy €BpPEUCHKOI HApOAHOI
niceHHocTl ((piriichbkuil naa, remionika), a TaKoXX HOBY Il MOro MiCEHHOTO
CTWJIIO JIIHEApW3aIlil0 MYy3W4YHOI TKaHWHH, JDKEpela SKOi CIiJ IIyKaTd ¥y
BarHepiBChKIN Menoauil. Y BOKalIbHIA Menoauil «YOTHpHAIUATH TICEeHb 1

POMAaHCIB» IOMIHYIOTh BIUIMBH aBCTPO-HIMELBKOT HApOAHIH miceHHOCTI, y «IlicHsX



MaHJPIBHOTO TMiAMaNiCTpa» 3pOCTA€ EKCIPECUBHICTh BOKAJIbHOI MEJIOJUKH, a Y
ukil «IlicHI mpo momepiux MiTel» BHEpIe BUKOPUCTOBYETHCS JIEKJIaMaIliiHUN

THUII MCIIOANKH Ta CIICMCHTH aTOHAJILHOCTI.

Y poGoti posrasiHyTO ecternyHi norisiau ['. Bonbsda Ha BokanbpHMIT )KaHp Ta
IIPOAHaJi30BaHO MOTO MICHI IS OapuTOHA 3 BOKAJIBHUX 301pok Ha ci. E. Mbopike
ta M. B. Tere. 1li BokanpHi 36ipkm HamexaTh IO 3pilloro Iepiogy TBOPUOCTI
KOMITO3UTOpa. 3pO0JIEHO OCHOBHUN BHUCHOBOK, III0 BarOMHUI BIUIMB Ha BOKAJbHY
TBOpUICcTh . Bosbda 3poduiia HOro My3M4HO-KpUTHYHA AISIBHICTB 1 (UT10CO(CHKI
JOKTPUHMU yiroOneHoro kommnos3utopa — P. Barnepa. Kommosutop Hamarascs
BTUIMTA B HEBEJIUKIM QopMi micHi BarHepoBi NpUHIMIN MY3UYHOI ApaMH —
CTBOPUTH MIHIATIOPHY MY3WYHO-IpaMaTU4YHy CIEHKY, L0 JajJo MiJCTaBu
3apyODKHUM MY3UKO3HaBISAM Ha3BaTh Bonbda «Baruepom micHi». BuzHavanbHUM
YUHHUKOM Y (hopMOTBOpeHHI micHI Bosb( BBakaB MOETUYHUI TEKCT 1 TOMY HAa3MBaB
CBOi BOKasIbH1 301pKu «Bipiiii 3 My3ukor». KomMno3utop petenbHO BiOHMpaB Kpariii
3pasKy KIACHYHOI HiMeLbKoI moe3ii, cepen HuX — noesito E. Mpopike ta I. B. Tere,
BB)KAIOUH, 110 JIUIIIE TBOPU PAHHIX MOETIB-POMAHTUKIB HaWKpalle MiIX0AiTh JJIs

IMOKJIaJACHHA Ha MY3HUKY.

I'. Bonbd € KOMIIO3UTOPOM — TI3HIM POMAHTHUKOM, IIPEICTABHUKOM IMEPIOAY
fin-de-siecle, sixkuii poAOBKUB MiCEHH] TPAIUIIl CBOIX MOMEPEIHMKIB, MIEPEAYCIM
K. JIvose, ®. IllyGepra, P. Illymana, @. Jlicta, 1. bpamca. Bin ynepiue HaGnu3uscs
y BOKaJIbHIM MemojekiaMaiiii 10 Sprechstimme Ta BBIB y KaMepHO-BOKAJIbHY
MY3UKY KaHPH CATHPUYHOI MICHI Ta KOMIYHOi creHkd. Y micHiax Boabha mu
3ycTpigaemo 0e3Jidu Tem, Iie — JI000BHI MiCHI, MOOYTOBi, Ka3KOBO-(haHTACTUYHI, 3
¢dinocopchbkuM MIATEKCTOM 1 TIAHOOKO MOpani3aTopchki. OcCOONMBICTIO HOTO
BOKAJIbHUX 301pOK € MIHIIUKIIYHICTD, J€ MICHI Y 301pIli Ha CJI0Ba OJHOTO aBTOpa
NOJIJIEHI 3a TEMAaTUYHUMH Tpynamu abo 3a oOpaszHorw cdeporo. Hacto y Takux

MIHIIUKJIAX MICHI TOHAJIBHO CIOPIHEHI M1k COOOI0.

Menonuka BokansHUX TBOpIB I'. Bonb(a 3acHOBaHa Ha HapOIHOMICEHHIN

HacniBHOCTI. [TicenHa puTmika, My3uyHa (opMa BU3HAYAIIUCS BITHOCHO TOETHUYHOT



CTPYKTYpH Biplia Ta puUMH. [apMOHIYHA MOBa KOMIIO3MTOpa 3acHOBaHA Ha
MPUHIIAIIAX MOJAIBHOCTI Ta AUCOHAHCHOI rapMoHii P. Baruepa, 3a mo Bonbsda He

CIIpUMMAJ KOr0 CYYaCHUKHU.

[loniOno BarnepoBomy MpHHIMITY JETMOTHBI3MY, y CBOiX MiCHAX Bomnbd
BUKOPHUCTOBYE CHCTEMY MY3MYHUX MOTHBIB [JS1 MiJAKPECICHHS OCHOBHOTO
NOeTUYHOro HacTpor. KokHa okpema My3WyHa CKJIaJ0Ba — TOHAJIBHICTh, PUCH
rapMoH1i, MEJIOIUKH, pUTMY, OpTENiaHHOI (PAaKTypH, — CIYTrye 3MATIOBAHHIO PHC

TOJIOBHOT'O MEPCOHAXKA UM BTIJICHHIO OCHOBHOI OETUYHOT 171€1.

Knrwowuoei cnosa: I'ycmas Manep, I'veo Boavgh, mysuuna noemuxa, 60KaIbHUL YUK,
bapumoH, 6oKaibHa 30ipKA, KAMEPHO-80KANbHA MY3UKA, NICHI ) CYNPOB0OI

gopmeniano.

SUMMARY

Vynnyk S. Music-poetic world of chamber vocal cycles by Gustav Mahler and Hugo

Wolf for baritone voice — Qualification work on the rights of manuscript.

Scientific substantiation of the creative art project for obtaining the
educational and creative degree of Doctor of Arts in the specialty 025 Musical Art
(branch of knowledge 02 «Culture and art»). — Mykola Lysenko Lviv National
Music Academy, Lviv, 2023.

The work investigates and introduces into the practice of Ukrainian
performing musicology songs and chamber-vocal cycles by Gustav Mahler and
Hugo Wolf, composed for baritone. The work describes the philosophical and
aesthetic foundations and stylistic features of the vocal works of Mahler and Wolf,
explores the peculiarities of the musical poetics of songs for baritone by these

composers, their performance specificity, musical style and symbolism, and also



shows the relationship between the vocal works of Mahler and Wolf and the musical
genres of symphony and opera. The materials of the project’s scientific
substantiation can be used in training courses on the history of world musical culture,
the history of vocal art, in academic and chamber singing classes, as well as in the

solo concert activities of vocalists.

The work is devoted to the characterisation of Mahler’s musical and aesthetic
views on the song genre, as well as to the study of his vocal cycles written for
baritone — “Fourteen Songs and Romances [from Young Ages]”, “Songs of a
Wayfarer” and “Songs about Dead Children”. Mahler’s vocal music is closely
related to his symphonies, as his songs often served as thematic material for his
symphonic works. The artist’s vocal work was strongly influenced by his literary
and philosophical preferences, in particular, German folk songs and philosophical
views on folklore by F. Nietzsche. The formation of the young Mahler’s song style
was greatly influenced by his communication with contemporary composers and
artists of the Vienna of that time, representatives of the Viennese Secession (G.
Klimt, J. Olbrich, M. Klinger). Their innovative art is reflected in the composer’s
vocal work, in which two periods can be conditionally distinguished: the early
(1880-1890) — the time of writing five songs to texts by R. Leander and T. De
Molina, which were included in the collection Fourteen Songs and Romances from
[Young Ages] (1880-1883) and the cycle Songs of a Wayfarer (1883-1885), songs
to texts from «The Boy’s Magic Horn” (1887-1890), and the mature period
associated with the creation of the cycle “Songs of Dead Children” to lyrics by F.
Rickert (1901-1905).

In the early songs, there is a strong influence of the creative manners of F.
Schubert, R. Schumann, and J. Brahms. The early cycle «Songs of the Travelling
Apprentice», as a “paraphrase” of F. Schubert’s “Winter Journey”, is marked by
textural, harmonic and motivic borrowings from Schubert’s style, the first attempts

to use symphonic development in the song genre.

The vocal collection “The Boy’s Magic Horn” demonstrates examples of



modern (as of that time) arrangements of songs based on folk texts. Partially stylising
Schubert, Mahler for the first time uses neoclassical stylistics — the transparent
keyboard texture of the seventeenth-century Virginist composers, as well as

imitations of folk instruments.

In the cycle “Songs about Dead Children”, written in his mature period of creativity,
the composer refers to the principles of symphonising thematic material. Interpreting
the role of the piano part in a new way, he makes extensive use of polyphonic
techniques, the harmonic specificity of Jewish folk song (Phrygian mode,
hemiolics), and a linearisation of the musical fabric, which is new to his song style
and whose origins are to be found in Wagnerian melody. The vocal melody of the
“Fourteen Songs and Romances” 1s dominated by the influences of Austro-German
folk songs, the “Songs of the Wayfarer” show an increase in the expressiveness of
the vocal melody, and the “Songs of Dead Children” cycle uses a recitative type of

melody and elements of atonality for the first time.

The work examines Wolf’s aesthetic views on the vocal genre and analyses
his songs for baritone from vocal collections based on the lyrics of E. Mérike and J.
W. Goethe. These vocal collections belong to the mature period of the composer’s
work. The main conclusion is made that H. Wolf’s vocal creativity was greatly
influenced by his music-critical activity and philosophical doctrines of his favourite
composer — R. Wagner. The composer tried to embody the principles of musical
drama in a small form of Wagner’s song — to create a miniature musical and dramatic
scene, which gave foreign musicologists the reason to call Wolf the “Wagner of
Song”. Wolf considered the poetic text to be the determining factor in the formation
of a song, and therefore called his vocal collections ‘“Poems with Music”. The
composer carefully selected the best examples of classical German poetry, including
the poetry of E. Morike and J. W. Goethe, believing that only the works of the early

Romantic poets were best suited to be set to music.

Wolf was a late Romantic composer, a representative of the “fin-de-siecle”

period, who continued the song traditions of his predecessors, primarily C. Loewe,



F. Schubert, R. Schumann, F. Liszt, and J. Brahms. He was the first to approach
“Sprechstimme” in vocal melodic composition and introduced the genres of satirical
song and comic sketch into chamber music. In Wolf’s songs, we encounter a variety
of themes: love songs, household songs, fairy-tale and fantasy songs, songs with
philosophical overtones and deeply moralistic songs. The peculiarity of his vocal
collections is their mini-cyclicity, where the songs in the collection with lyrics by
one author are divided into thematic groups or figurative spheres. Often in such mini-

cycles, the songs are tonally related to each other.

The melody of H. Wolf’s vocal works is based on folk song melody. Song
rhythm and musical form were determined by the poetic structure of the verse and
rhyme. The composer’s harmonic language is based on the principles of modality
and dissonant harmony by Wagner, for which Wolf was not perceived by his

contemporaries.

Similar to Wagner’s principle of letmotivism, Wolf uses a system of musical
motifs in his songs to emphasise the main poetic mood. Each individual musical
component — tonality, harmony, melody, rhythm, piano texture — serves to depict the

features of the main character or to embody the main poetic idea.

Keywords: Gustav Mahler, Hugo Wolf, musical poetics, vocal cycle, baritone, vocal

collection, chamber and vocal music, songs accompanied by piano.






