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Cagon /I. I. Boka/IbHO-BUKOHABCbKI NpuHUUNU MY3uku bapoko Ha
npukiaaai moreriB U. C. baxa. — KpamikamiiiHa HaykoBa Tpaisi Ha MpaBax
pYyKOIUCY.

HaykoBe OOIpyHTYBaHHS TBOPYOrO MMCTELBKOIO IPOEKTY Ha 3100yTTH
TBOPYOTO CTYNEHS JOKTOpa MHCTENTB 3a cremanbHicTio 025 «My3uune
MUCTENTBOY» (Taity3b 3HaHb 02 «Kynbrypa 1 MuctentBo»). — Hamionansna Mmy3udna
akagemis Ykpainu imeni II. 1. YaiikoBcbkoro, MiHICTepCTBO KyJIbTYypH Ta
iHpopMmariitHoi momituku Ykpainu, Kuis, 2022

3mict aHoramii. TBopuicts . C.Baxa, sika € BEpIIMHOI €BPONEHChKOi
0apoKOBOi MY3MKH, OCTAHHIM YacOM BCE YacTillle pO3IJIANAETbCS 3 TO3ULIN
1ICTOpUYHO 1H(POPMOBAHOTO BHUKOHABCTBA. J[MHAMIKY HayKo8oi peyenyii CTUIIO
0apoKO MOXHA YSABUTH $K I[IOHAJ CTOJITHIM UUISIX BIJ HEPO3YMIHHSA 10
BIyMIIUBOTO Jlajory 31 CTWwieM. B TakoMy X HampsIMKy pO3BUBA€ThCA
BUKOHABCHKA peyenyis 0ApOKOBOI My3UKHU. B KoHIepTHIN npakTuil XX — NOYaTKy
XXI cromnith mozno TBopis M. C. Baxa mpocTexyeThes CTifika TEHIEGHIIA — PyX Bif
YHI(IKOBAaHOTO IO3aCTHJIbOBOTO BHUKOHAHHS JI0 BIATBOPEHHS HaWMEHIIMX
BAKJIMBUX 3 TOUKH 30py CTHIIIO JI€TaJEH.

OpieHTyr0uMCh Ha BJIACHUN BUKOHABCHKUU Ta CIyXallbKUH JTOCBiA, MOXKHA
KOHCTaTyBaTH, 110 Mpo0ieMa KOPEKTHOTO Y CTUJILOBOMY B1IHOLIEHHI BiITBOPEHHS
JaBHBOI MY3HMKH TF'OCTPO CTOITh B YMOBaX YKpaiHCbKOI KOHILIEPTHOI npakTuku. He
TaKk 0araro KOJICKTMBIB B YKpaiHl CHEIali3yloTbcd Ha BUKOHAaHHI 0OapOKOBOi
My3uKkd. Pazom 3 TuUM, ICHYIOTh YHIBEpCalibHI XOpPOBI BUKOHABIIl, 5IKi, 3-TIOMIX
IHIIIOTO, BKJIFOYAIOTh JIO CBOIX KOHIEPTHHUX MpOTrpaM OapoKOBI TBOPH, MEPeayciM
1. C. baxa. 3BOPOTHOIO CTOPOHOO BHKOHABCHKOTO YHIBEpCANi3My € HENOCTAaTHS
yBara JI0 BIATBOPEHHS €JIIEMEHTIB TOro abo IHIIOTO I1CTOPUYHOTO CTHIIIO.
@dopMyBaHHSA CTHJIBOBOI UYTJIMBOCTI — BaXKJIUBOI CKJIAI0BOI MPOQECciiHOTO
KOMILJIEKCY MY3UKaHTa — TIOBUHHO 3alHITH HaJEXKHE MICIE Yy CHUCTEMI
npodeciiiHoi OCBITH YKpPaiHCHbKUX MY3UKaHTIB, 30KpeMa, CIIBaKIB XOpy i XOpPOBHX
JUPUTEHTIB. B 1IMX MUTaHHSIX MOXHA 1 BApTO CKOPUCTATUCS OaraTUM JOCBIIOM
eBporeiicbkux My3ukanTiB H. ApHonkypa, JIx. E. apainepa, ®. Xepesere Ta
IHIITUX, B TBOPYOCTI SIKUX MOCTYTMOBO CKJIANACS TPAAUIIISl ICTOPUIHO TOCTOBIPHOTO
BUKOHAHHS TBOPiB 100M bapoko. EdexTuBHUI €BpomeiChKkuil JOCBIT HAYKOBOTO
Ta IPAKTUYHOTO OCBOEHHSI OAPOKOBOT MY3UKH MOXKE PO3TIISIAATUCS SIK OPIEHTUD Y
BHUBUYEHHI YKPaiHCHKOi 0ApOKOBOT My3MKH. TaKMM YMHOM, aKTYaJbHICTh JaHOTO
JOCIIDKEHHS  MPOJAMKTOBaHa TOTPeOOI0 OCMHCICHHS W cUcTeMaTu3alli



€BPOIEUCHKOTO JOCBIAY ICTOPUYHO 1H(POPMOBAHOTO BUKOHABCTBA IIOJ0 MY3UKHU
no6u bapoko ¥ BOpoBa/pKeHHS HAWIIHHIIIMX HaJa0aHb IOTO JOCBITY Y
BITUM3HSHY MPAKTUKY XOPOBOT'O BUKOHABCTBA.

Mera HaykoBOTO OOIpYHTYBaHHSI TBOPUOI'O MHCTEIBKOTO MPOEKTY: Ha
OCHOBI IIPOAHATI30BaHUX MY3HUKO3HABYMX Ipallb, 3a1CIB BUKOHAHb €BPOTIEHCHKIX
MY3HKaHTIB Ta BIacHOi po6otn Hajx Moteramu M. C. Baxa 3 XopoM chopMyIoBaTu
3acaou 80KAIbHO-XOPOBO2O BUKOHABCLKO20 CIUIO 8 HIMEYbKIU 6apoKo8il My3uyi,
BU3HAYUTH KOMNIEKC BUKOHABCLKUX 3Ac00ig, MO BIAMOBIAAE€ TAHOMY CTHIIIO, Ta
OTMCATH ULIAXU ONAHYBAHHS 3a3HAYCHUMH 3ac00aMH B IPAKTHYHIN pOOOTI.

HaykoBa HOBHM3HAa [OCIIUKEHHS TIOJIAra€ B TOMY, IO BIEpIIE B
YKpPaiHCbKOMY MY3HKO3HABCTBl Y3arajbHIOIOTBCS OCOOJIMBOCTI BUKOHABCLKO2O
BOKANILHO-XOPOBO20 CMUNIO NO BIOHOUWIEHHIO 00 MY3UKU HIMeYbKo20 6apokKo,
30kpema, Motetis M. C. Baxa, IIPONOHYIOTECS NPAKTHYHI KPOKH 1O OBOJIOIHHIO
3acobamMu 0apOKOBOIO BUKOHABCHKOT'O CTHIIIO B XOPI.

BcraHoBiieHO, 10 CTWIBOBY cHEHU(pIKY BOKAJIBHO-XOPOBOI MY3UKH
HIMELIBKOTO 0apoKO BHM3HAYAE Cl108ecHUll mexkcm Ta agexm TBOpy. [IpuiiHATTS
plllIEHb 100 BUOOPY BHUKOHABCHKUX 3aCO01B B TUIaHI TEMIIOPUTMY, TUHAMIKU ©
MY3UYHOI apTUKYJALIi (30Kpema, 1010 OCHOBHOTO TEMILYy BOKaJbHO-XOPOBOTO
TBOPY YU MOTr0 YaCTHH, JOPEUYHOCTI Ta CTYNEHSI TEMIIOBUX KOJIMBaHb, MacIITa0IB
Ta PIBHIB JUHAMIYHUX 3MIH TOILIO) OOYMOBIIIOETHCS 3MICTOM CJIOBECHOI'O TEKCTY,
y3rOJIKY€EThCS 13 BIATBOPEHUMM B My3uIl adekTtoM. B poboTi cucreMaTtu3oBaHO
MpaBUJIa BOKAIbHOI HiMeybKoi opghoenii, X KOHKPETH30BAHO IIIOJ0 TEKCTIB
moteris H.C.Baxa (BWV 225-230). Ha mnpukiazax OKpPEeMHX MOTETiB
MPOCIIKOBYETHCST 3aJIEKHICTh BHUKOHABCHKUX 3aC00IB BiJl 3MICTy CIIOBECHOTO
TEKCTY.

Ha ocHOBI anHamizy HIMEIIBKOMOBHOI  MY3WKO3HABUOi JIITEpaTypH
TIPOCTEXEHO JMHAMIKY BHKOHaBChKOi Tpanmmii moteris . C. Baxa. Binsnaueno,
0 y CBITOBIM KOHUEPTHIM MPAKTUIl 3MIHUJIOCH YSBJIEHHS NMPO BUKOHABCHKUM
ckiaax moteTiB. Croci0 BukoHaHHs a cappella HuHI He BBaXKaeTbCA €IUHO
MPaBUJIBHUM 1 PO3IIIAIAETHCA K OJMH 3 MOXJIUBHUX, TIOPSA 3 JIBOMA 1HITUMHU —
BUKOHaHHsM 3 hasso continuo i BuKoHaHHsM 3 iHCTpyMeHTamu colla parte i basso
continuo.  IlpoanHami3oBaHO  HOTHI penakmii  MoteriB K. AMenbHa,
M. bepnennukoBa, @. Bronpuepa, [I'.['paymixa, JOCTynmHI  ChOTOAHIIIHIM
My3WKaHTaM B YKpaiHi, Ha OCHOBI BHMBYEHHS PEJAKTOPCHKUX KOMEHTapiB Ta
JKEPEJI03HABYOI JIITEpaTypy PO3IJITHYTO MUTAHHS BIAMOBIAHOCTI HOTHOTO TEKCTY
3aBJIaHHIO0 BUKOHABCHKOI PEKOHCTPYKIIiT 0apOKOBOTO BOKATHHO-XOPOBOTO CTHIIIO.

Pobora cknamaerbcs 31 BCTymy, JBOX pO3AUIIB OCHOBHOI YaCTUHU
JIOCITIIKEHHS, BUCHOBKIB, TOJATKIB Ta mepeiiky aiteparypu (148 mosuiiiii, 3 skux
85 — mxepena HIMEIBKOIO Ta aHTJIIHCHKOI0 MOBaMHU ).



Kmo4yoBi cioBa: Morer, BOKanpHO-XopoBa TBOpuicth M. C. Baxa,
0apOKOBHI BOKAJIBHO-XOPOBUW CTHJIb, HIMEIbKa BOKaJlhbHAa BHMOBA, ICTOPUYHO
iHpOpMOBaHE BHUKOHABCTBO, IHTEPIpETAIlis,  BHKOHABCHKUU CKJIaJl, HOTHA
penakiiis, apext, puTopudHi Qirypu.

ABSTRACT

Savon D.l. Vocal performance principles of the baroque music style
represented by J.S. Bach. — Qualification Academic Work, Handwritten

Scientific rationale of an art project initiated to acquire an academic degree
of the Doctor of Arts under the Specialty 025 “Musical Art” (Knowledge Area 02
“Culture and Art”). — Ukrainian National Tchaikovsky Academy of Music,
Ministry of Culture and Information Policy of Ukraine, Kyiv, 2022

Contents. Works of art created by J.S. Bach and considered the pinnacle of
European baroque music have been often reviewed in terms of their historically
aware performance recently. The dynamics of academic reception of the baroque
style can be imagined as a century-long way from misunderstanding to
comprehensive dialogue with this style. The same way has been paved for
performance reception of baroque music. The concert practice common in the XX
and beginning of the XXI centuries regarding J.S. Bach’s works has been
witnessing a steady trend modifying from unified extra-style performance and
towards replication of the least important details in terms of style.

While referring to personal performance and audience experience, it can be
claimed that the issue of correct style-related replication of ancient music has been
of acute nature under the Ukrainian concert practice. There are not so many
performers in Ukraine specialized in baroque music. At the same time, there are
universal choral performers adding, among other things, baroque works to their
concert programs, which specifically includes J.S. Bach’s masterpieces. The
reverse side of performance universalism is the low attention to replicating
elements of a specific historical style. Training style sensitivity, as an important
component of a musician’s professional range, must take a proper place within the
professional education system for Ukrainian musicians, which specifically involves
choral singers and choral conductors. These matters might take a lot from the rich
experience earned by European musicians, such as N. Harnoncourt, J. E. Gardiner,
P. Herreweghe and others, whose works of art have been continuously establishing
the tradition of historically authentic performance of baroque works of art. The
efficient European experience in academic and practical mastering of baroque



music can be considered a beacon for learning Ukrainian baroque music.
Therefore, the relevance of this paper has been dictated by the need in
comprehending and systematizing the European experience in historically aware
performance regarding baroque works of art as well as introducing the most
important outtakes of the above experience into the national practice of choral
performance.

General purpose. The scientific rationale of the art project at hand is to
establish fundamentals of vocal-choral performance style for German baroque
music in accordance with analysed musicology works, recordings of European
musicians’ performance and personal work with J.S. Bach’s choral motets
correlating with this style as well as to describe the ways to master the mentioned
methods and tools in practice.

Scientific Novelty. The paper generalizes the specifics of vocal-choral
performance style for German baroque music for the first time ever in Ukrainian
musicology, specifically, J.S. Bach’s choral motets, and suggests guidelines to
master the methods and tools of the baroque choral performance style.

It provides that style-related specifics of vocal German barogue music are
defined by verbal text and affect of a work at hand. Making decisions on the choice
of performance tools and methods in terms of tempo rhythm, dynamics and
musical articulation (specifically, regarding the major tempo of a vocal-choral
work or its parts, relevance and rate of tempo fluctuations, scale and rate of
dynamic changes, etc.) is based on content of verbal text coordinated with a
replicated musical affect. The paper systematizes the rules of German vocal
orthoepy by detailing the latter within the text of J.S. Bach’s motets (BWV 225 —
230). A number of the motets can be used to trace the dependence of performance
tools and methods on content of verbal text.

In accordance with the analysis of German musicology literature, the paper
traces the dynamics of performance tradition for J.S. Bach’s motets. It mentions
that the global concert practice has changed the concept of motet performers. The
a cappella technique is currently not the only correct one and considered as one of
the many, together with basso continuo, colla parte and basso continuo. The paper
analyses musical note editions of motets composed by K. Ameln, M. Berdennikov,
F. Wuellner and G. Graulich and currently available for Ukrainian musicians to
use. It also contemplates on the conformity of note scores to a task posed by
performance replication of the baroque vocal-choral style by studying editorial
comments and source study literature.

The paper consists of the introduction, two sections of the major part of the
research, conclusions, annexes and references (147 sources, with 85 of them being
in German and English).



Keywords: motet, J.S. Bach’s vocal-choral motets, baroque vocal-choral
style, German vocal pronunciation, historically aware performance, interpretation,
performers, note edition, affect, figures of speech.
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1. Cason JI.I. Morer «Jesu, meine Freude» WMoranna CeGactbsina baxa:
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Indopmanisa npo anpodanio pe3yabraTiB J0CTIIKEHHS

KBamidikaiiiiny HayKoBYy Mpaio 0OroBOpEeHO Ha 3aciJlaHHAX Kadeapu XOpOBOIO
JTUPUTYBAHHS Ta TEOpii My3uKH. MaTepiaii JOCTIKEHHST BUKJIQJACH] B JIOTIOBIISIX
Ha BCEYKpPAaiHCBKMX Ta MDKHApPOJHUX HAYKOBO-NPAKTUYHUX KOH(EpeHLIsX.
[Ipe3eHTOBaHO TBOPYMH MUCTEUBKHI IMPOEKT Ha 3A00YTTS OCBITHHO-TBOPYOIO
CTYIEHS JOKTOPa MUCTEITBA!
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pamkax |l MixHapogHOTO HayKOBO-TBOPYOTO MNPOEKTY «My3uuHa KyJbTypa
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KoH(epeHuist «Mosoni My3uko3HaBIi». Y paMmkax |V MixHapogHOro HaykoBo-



TBOPYOTO MPOEKTY «My3H4Ha KyJlbTypa Cy4aCHOCTI: BiJ HAYKOBOTO OCMUCIJIECHHS
1o penpesenraitii» / Kuis. mynin. akag. my3. im. P. M. I'miepa (10—12 ciuns 2022
poky, KuiB). Kuis, 2022.

5. Cagon /[I. I. TBopumii MucTenpkuii mpoekT «BoKaTbHO-BUKOHABCHKI MPUHIIUIIN
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Ykpainu im. I1. 1. YaiikoBcekoro, Manmit 3an im. O. C. Tumomnenka. 3a ydacrti
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meine Freude» Ta BWV 225 «Singet dem Herrn ein neues Liedy.



