AHOTAIIA

Teepoosa I'. €. Ponp nHeanonitanchkux Solfeggi y dopmysanni Texuiku bel canto
B [Tamanthiit omepi [ mon. XVIIlcr. (ma npuxmami «Mapk’AHTOHIO Ta
Kneomarpa» M. A. Xacce). — Kpamidikauiiina HaykoBa mpars Ha IpaBax

PYKOTIHCY.

HaykoBe 0oOIpyHTYyBaHHSI TBOPYOTO MHCTEI[BKOTO NMPOEKTY Ha 3700yTTS
OCBITHBO-TBOPYOTO CTYyMNEHS JOKTOpa MHCTENTBa 3a chemiaibHicTio 025
«My3uuyne wmuctenrBo» (ramy3p 3HaHb 02 «KympTypa 1 MHCTEUTBO»). —
Hamionanena My3uuHa axajemis Ykpainm imeni [l I. YalikoBchkoro,

MiHicTepcTBO KyJIbTYypH Ta iHGOpMaIliiHOT momTuky Ykpainu, Kuis, 2023.

3mict anoranii. ['amantHa omepa I mon. XVIII cT., sk mMu ii 3Haemo 3
NapTUTYp Ta JOKYMEHTIB €MOXH, BUCYBaJa MEpPE] COJIICTaMU JYXkE HEMpOCTI
3aBJaHHS, — 1 B IUIaH1 SKOCTI Ta CTHJIICTUKM BUKOHAHHS BOKaJIBHUX MapTiH, 1 3
TOYKM 30pYy BOJIOAIHHS CIIBAIIbKOIO TEXHIKOI. KOXeH My3MKaHT-NPaKTHK
po3yMie, IO MJis JOCATHEHHS TaKUX pe3yJbTaTiB HEAOCTaTHbO OYyTH
3aaHraXOBAaHUM II€BHUMHU TBOPYMMHM 17€sIMU Ta XYyJOXKHIMU OOpa3zaMu, 4u
OakaTH HACHiAyBaTH TUM 4YHM IHIIMM 1JieajiaM SIKOCTI 3By4aHHs ToIo. Jlis
peaizallii TBOPYMX Ta TEXHIYHUX JOCSITHEHb Tpeba TpUBAIMM Yac PO3BUBATH 1
BJIOCKOHAIIOBATH (PI3UYHI MapaMeTpu CHIBALBKOTO amapaTy 3a MEeBHUMHU
QIrOpUTMaMH, B TIPOJyMaHId MOCIIZIOBHOCTI, B cTalioMy pexumi. HasBHi B
MY3UMKO3HAaBUYOMY JUCKYpPCl KOHIIETLIi CTaHOBJEHHS Ta PO3BUTKY BOKAJIbHOI
TEXHIKH paHHbOro bel canto came B acmekTi OCMHCICHHS MPAKTUYHOTO BUMIPY
npoOieMu BUAAIOTHCA HEMOBHUMHU, IO 1 3YMOBIIOE AKTYaJbHICTh JaHOTO

JIOCITIIKEHHS.

KimtouoBUM  ICTOPUYHMM YacOBUM BIITHHKOM JUISI CIIOCTEPEKEHHS
IHTEHCUBHOTO pO3BUTKY TexHikHU cmiBy € | mon. XVIII ct. Tpeba 3acBigunrty, mo
caMe B TBOPYOCTI HEAMOJITAHCHKUX KOMMO3UTOPIB 1720-X pp. MPOCTEKY€ETHCS

CTWJIICTUYHUI 3CYB B ONIEPHOMY MHUCTENTBI BiJ 6apokoBoi 10 ['anaHTHOI onepw,



B SIKIi 10 BUKOHABI[IB ONEPHUX MApPTid BUCYBAIOTHCSI BUMOTH HOBOTO THUITY. Twm
BUPA3HOCTI BIAXOAMWTH BiJ OapokoBoi imei pyxy adekrtiB €tC., HaTOMICTb B
MenoauIi Ta GakTypi 3allaHOBY€E €CTETHKA CaMOJIOCTaTHBOI KPAacH Ta IJIACTHKH
canto spianato, B sKkiif cHiBalbKUN TOJIOC JEMOHCTPYE PO3KIII MPUPOIHOTO
TeMOpy Ta KepOBaHOI JUHAMIKU, 3BYYHUTh THYYKO W BUPIBHSHO, a TEXHIKA CITIBY
MOEIHYE KaHTUJIEHY Ta KOJIOPATypy; IMIPOBI3AIIHHICTh CTA€ CKOPIII CTUIIHOBOIO

XapaKTEPUCTUKOIO BIPTYO3HOTO THUITY (haKTypH.

Ha3Bu Ta 3aranbHa iCTOpisl YOTHUPHOX HEAMOMITAHCHKUX KOHCEpBATOpii
IIMPOKO BIJIOMI, aje cBiueHHs Toro, 1o B I moma. XVIII cT. yuHi nux 3akiajiB
OTPUMYBalld MY3UYHY OCBITY 3a BHU3HAYCHHUMH MpOrpaMaMy OIaHyBaHHS
OCHOBHMX JMCIUIUIIH, HalyacTie nepedyBaroTh Ha nepudepii yBaru. Ilepir
KUIbKa POKIB HABUYaHHS PO3MOJLITY Ha Cremiaaizaiii cepel y4HIB He OyIo.
HaiiBaxuBIlIMi KOMILJIEKC HABUYOK 1 YMIHb 3aCBOIOBAaBCS Ha YpOKax
cosb(eKiI0-CImiBY, 3ro oM partimento i koHTpamyHKTy. B OLIbIIOCTI BUMAIKIB,
COJIbMI3all1sl T 3aHATTS CHIBOM OyJIM € AMHUMU MY3UYHUMH BIPABAMU BIIPOJOBXK
NEePIINX TPHOX POKIB HaBUaHHA. TUJIBKHM 32 YMOB YCHIIIHOTO OIIAHYBAHHS OCHOB
Ha3BaHUX JUCIHUIUIIH Y4YHI MOTJIM BYUTUCA Tpl Ha PI3HUX MY3UYHUX
1HCcTpyMeHTax. CaMe B Takii OCIIJOBHOCTI 10AaBaIUCs NPEIMETH Y XJIOMUUKIB

4OTUPHOX KOHcepBaropiit Heamos.

30epiryacss BeMWMKa KUIBKICTh 3O0IIMTIB 3 BIpaBaMHu, 3a SKUMHU Y4HI
TPEHYBAJIUCh Ta HA0YBaAJIM MPAKTUYHI HABUYKHU 3 YCIX MTEPEPAXOBAHUX MTPEIMETIB.
Taxki 3ommutn HasuBayimch Zibbaldoni. CeorogHi Mu mocmikyeMo MaTepialiu

YPOKIB CITiBY 3aBJsikH 3amucam Solfeggi.

Sx My MOXeMo 3’sCyBaTH 3 HasBHUX apXiBHUX MaTepiaiB, OUIBIIICTbH
30ipok Solfeggi cTBoproBanacs 3 po3paxyHKOM Ha BUCOKHI T'OJ0C XJIOMYHUKIB Ta
KacTpaTiB. B 3amncy BOKaJIbHMX BIpaB, sIK MpaBuiio, (ikcyBajacs mapTis 6acy

(ocobnuBiCTIO BCiX BIpaB OyB OOOB'SI3KOBUI 0acOBWI UM HABITh TapPMOHIYHHIA

CYNpOBiN).



Amnamiz 36ipok solfeggi mepecBimuyroTh Hac B TOMY, IO B METOJIHII
HaBYaHHs OyB HasBHUI noeTanHuil miaxia. Ha moyatkoBomy eTami y4Hi TOBHHHI
Oyl omaHyBaTH HaBUYKHU cojbMmizalii. CroyaTky BHUXOBaHI[SIM HaJleKajo He
OpOCHiBYBaTH MeJOJli, a TpPOKa3yBaTH iX BroJIOC, HA3WBAIOUYU HOTH
BIJIOBITHUMH CKJIagamMu. Y LbOMY IoJsrana cyTh solfegio parlando, sikum yumi
3a3BHYail 3aiiMaiucs 10 OJHOTO POKy. BaJIMBOIO HaBUYKOIO, IO 3aKjafanacs
Ha JAaHOMY eTari OyJi0 BMIHHS OpPIEHTYBATHUCSA B CHUCTEMI T'€KCaxop[liB, aKe B
[ moi. XVIII ct. TOHanmpHE MHCIEHHA M€ HE 3aWHJIO MAaHIBHOTO MICHI B

MY3UYHIH Teopii.

[TisHimne yuHi 3aiiManucs npocmiByBaHHsIM Brpa (Solfeggio cantanto) ta
3BUKAJIM JI0 TUIIOBUX MEJIOJIIMHUX 3BOPOTIB. B OCHOBI 3aHSATh, SK 1 paHiile, Oyiu
HABUYKH COJIbMI3allii, BOAHOYAC JI0JaBaJIMCs BUMOTH, MOB'sI3aH1 3 1i TpaMOTHUM
BOKAJIbHUM BHKOHAHHSM. YUYHI MOIJIM BJABaTHUCS O 1HIIOTO BapiaHTy
BHUCIIBYBaHHS, a caM€ JI0 BOKaJli3allii Ha BIJIKPUTUX TOJOCHUX, ajie JUIIE TOl,
KOJIM TMPAIIOBAIMA CIEIIaIbHO HAJ IHTOHAIIE€I0 a00 BJOCKOHAJICHHSIM BOKAJIBHOI
TeXHIKW. BiImoBigHO, HACTylmHAa dYacTHHA Kypcy — canto figurato — Oyia
HampaBJieHa 0€e3MOoCepeIHh0 Ha PO3BUTOK CJIyXy, YUCTOTU 1HTOHYBaHHS,
BIIPABHOTO JIMXaHHS, BOKAJbHOI MaWCTEPHOCTI OpPHAMEHTYBAHHS MPOCTUX

IHTOHALH TOIIO.

Jlo HeoOXITHMX HaBUYOK, IO PO3BUBAIUCS Ha 3aHIATTAX COJIbGEIKIO-
BOKAJIy BIJHOCHJIOCS BMIHHS BIPTYyO3HO Tmpukpamatu wmenomii. Ile Oymo
HEB1J1'€eMHOIO YaCTUHOIO YHIBEPCAIBHOI MIITOTOBKK BUXOBAHI[IB, PO3BUBAJIO 1XHI
IMITpoBi3aLiiiHi HaBUYKH. [Ipo KiHLEBHIT pe3yabTaT poOOTH Hal «(DIrypyBaHHSIM)
MeJIoJlli MOKHA YSBUTH IO 30ipkam BIpaB cOb(eEHKIo, 3aMUCaHuX 3 JABOMA
BaplaHTaMy BOKaJIbHOI MAPTIii, OIMH 3 SIKUX ABJISIB COOOI0 3aMKMCaHy IMIIPOBI3aLII0

(i1 Bimpi3HsUIA BEJIMKA KIJIBKICTh METI3MATHKH Ta BIPTYO3HUH PyX MEJOIIT).

HeoOximHo 3acBIqUUTH HAsSBHI TUTIOBI 3BOPOTH, XapaKTEPHI IHTOHAIlIHHI
MOJIe/Il B BOKQJIBHUX BIIpaBax BCIX PIBHIB CKJIaJHOCTI. [IpoBimHMI HOCTITHUK

icTopli Ta MY3UYHO-OCBITHIX TPAKTUK HEANOJITAHCHKUX KOHCEpPBATOPIi



P. I’epmiHreH B ycix CBOIX Mpallsix MiIKPECIIOE, M0 B YaCH, K1 BU3HAYAIOTHCS K
nepiosl pO3BUHYTOI CHCTEMH MY3WYHOI OCBITH B HAa3BaHMX 3aKJIaJlaX OCBITH, a
came 3 1700 p., B WX HaBUAJIBHHUX 3aKjIagax OyYB pO3POOJIECHUIN MPUHITUI
BUBUYEHHS YHIBEPCATbHUX MY3UYHUX 1/110M — Tak OM MOBUTH KJIiIIIe YU MOJeeiH
MeJIOAii, TapMOHIYHMX MOCTIAOBHOCTEH, (OPMOTBOPUMX IPUHOMIB, THIIOBUX
nmaTTepHiB 0acoBHMX JIHIM Ta XomiB Tomo. Came I METOJMKa MPUCKOPHIIA
PO3BUTOK y4HiB, J]aJla MOT'YTH1HM MOIITOBX IS TUTiTHOT TBOPYOi poOOTH, CTBOpHIIA
HiATPYHTSI HEMEPEeCIYHUX TBOPYHMX 3BEPIICHb Ta JOCATHEHB, B TEPIITy YEpry B

00J1acTi ONIEPHOTO BUKOHABCTBA Ta KOMIIO3HIIIT .

Merta. HaykoBe OOIPYHTYBaHHSI TBOPYOTO MHCTEILKOTO ITPOEKTY
HallICHE Ha JOCIDKCHHS TPAKTUYHOTO AacCIeKTy 1CTOPUYHOTO IIPOIECy
PO3BUTKY CIiBalbKoi KyasTypu bel canto. B mentpi qociimkeHHs — 3’ ICyBaHHS
XYJA0XKHBOTO Ta METOJMYHOTO TIOTEHIIaTy HeanojiTanckkux Solfeggi Ta
CTBOPEHHS MPOEKI[li HeamoTaHChKOI CHCTeMH HaBYaHHS CITIBaKiB Ha CydacHY
MPAKTUKY BJOCKOHAJICHHS TEXHIKM CIIBY IiJl 4ac MiJATOTOBKU JO BUKOHAHHS

napTiil B 'anantHux onepax I mon. XVIII cr.

HaykoBa HOBHM3HA OTpUMaHUX pE3yJbTaTiB TIOJATAE Yy BHUSIBIICHI
MPAKTUYHOTO 3HAYEHHSI METOJIUK TOCJIIIOBHOTO HABYAHHS MY3UYHIN rpamMoTi Ta
CHIBY B HEAIOJITAHCHKUX KOHCEpPBATOPISIX — TOTO CHUCTEMHOTO MiIXOIy 0
MIOCTAaHOBKH T'OJIOCY Ta HOT0 BJOCKOHAJICHHS B 1epio]] panHboro bel canto, mo B
pe3ynbTaTi Jajo SKOCTI, BIJIOMI Temep SK BHU3HAYAJIbHI PHUCH KIIACHUYHOTO
OenpkanTo. Bmepme posrasHyro 30ipku  solfeggi  JI. JIeo, M. MariuioHi,
@dapiHeunl B acleKkTl iX MOPUHAICKHOCTI 10 CHUCTEMH MY3MYHOI OCBITU B
HearoiTanchbkux KoHcepBaropisx X VIII ct. [1ix gac nmporenyp BUKOHABCHKOTO
aHaii3y He JMIIe PEeKOHCTPYWOBaHO mpakTUuHuil 3Mmict Brpas Jl. Jleo,
M. Mauuoni, ®apinenni, a i BuzHaueHo 30ipky 3 10 solfeggi Kapno Bpocki
(dapinenni) BEpHIMHHOIO TOYKOIO JOBrOi JiHII TPagUIIHHUX METOIUIHUX

pO3pO0OK ITaNMChKUX TMEaroriB-CcliBakiB, HaNpaBJICHUX Ha (HOpMyBaHHS



BUKOHABCHKOI M TEXHIYHOI MalCTEPHOCTI, XyAOKHBOTO CMaKy B HOPMAaTHBHHX

nmapamMeTpax ["anaHTHOTO CTHIIIO.

B xoxai gocmimpkeHHST TPOCTYAIOBAaHO OCHOBHUN KOPITyC YKpaiHCHKOI Ta
1HO3€MHO1 MY3MKO3HABUO1 JITEPATYpH, IPUCBIYECHOI MUCTEUTBY «IIPEKPACHOTO
CHiBY» Ta ONIEPHOMY BOKaJIbHOMY MHUCTEITBY 03HAUYEHOTO ICTOPUYHOTO TIEPiOy,
a TaKoXX 1CTOPUYHI MaTepiajau Ta JOKYMEHTH, B SKHUX HAasBHI B1JIOMOCTI IIPO
CUCTEMY HaBYaHHS B ITANIACHKUX, 30KpeMa HEaNoJITAHCbKUX MY3WYHUX
HaBuanbHUX 3akiafgax B [ mom XVIII ct. OcMucieHHs 3MICTy HHX Kepen
CIOHYKAJIO JIO TOIIYKYy OCBITHBOTO OCEpEIKYy, B SKOMY B pe3yJbTari
CUCTEMAaTUYHUX TMPAKTUYHUX 3aHATh MOIJIH  CHOPMYBATHCS  TPUHAOMH

IIOCTAHOBKHU I'0OJIOCY Ta BAOCKOHAJICHHA TEXHIKU CHiBy.

Hawm Branocs cucremMaTu3yBaTH Ta y3aradbHUTH 3HAHHS PO BU3HAYAJIbHI
pucH, IpUTaMaHHi CriBy pannboezo bel canto (raHydkicTh ros0cy, ToUuHa IHTOHAITIS
B PI3HOMaHITHUX MEJIOJIMHUX 3BOPOTAX Ta CTpUOKAX, BUPIBHSIHUM J11alla30H Ta
HaJalITyBaHHS OCOOJIMBUX SIKOCTEH TEMOpY roJiocy, MUIACTUYHI MEPEXOIU MIX
pericTpamu, MalCTepHICTh KEPYBAHHS JMXaHHSM, BIPABHICTh y 3aCTOCYBaHHI
rpajanii IUHAMIKH, PYXJIHBICTb Yy BHKOHaHHI Kojoparyp). Takox Oyio
3’5ICOBAHO, 1110 B PO3BUTKY MUCTELITBA parnbo2o bel canto Benuky posib Bigirpaiu
METO/IMKHM HABYAHHS, 32 SKUMH yUHI HEANOIITAHCHKUX KOHCEPBATOPi HaOyBaIH

CBOIX BUIATHUX 3110HOCTEN.

B mporieci mpakTUUHOrO 3aCBOEHHSI Ta OIMAHYBaHHS Matepialy 301pokK
solfeggi, 3a sSKMMM HaBYAJIKWCh Y4YHI HEAIOJITAHCHKUX KOHCEpBAaTOPiH, OyIo
PO310paHo Ta PEKOHCTPYHOBAHO MIIX0H 10 (popmMyBaHHS MpodeCciiHINX HABUYOK
CHiBaKiB. 3aBJaHHs, Kl CTaBWIM IEpe] YYHSMH 3alpONOHOBaHI M BOKaJbHI
BIIpaBU, OyIM CBIIOMO BUKOPHCTOBYBAaHMMH 3aco0aMH TIOCTAaHOBKH Ta
BJIOCKOHAJICHHSI  CIIBAallbKOI'O TOJIOCY 4Yepe3 TOCTIIOBHY CHUCTEMaTHUHY

MIPAKTHUKY.



BcranoBieno, 1mo Bci KOMITJIEKCH BIIpaB, BIJOMI HaM 3 HOTHHUX 3OIIMTIB
(zibbaldoni) po3pobreni 3 MeTOrO OCTYITOBOTO HAOAHHS CITIBAIIBKUX SKOCTEH.
Meton AOCHIDKEHHS — TNPaKTUYHE OIaHyBaHHS Ta aHAMTHYHUN pPo30ip
npuKiIaaiB solfeggi miaBoauThE HAC 10 OLIBIT TOYHOT OI[IHKY MPAKTHYHOTO 3MICTY
0araTopiYHUX CHCTEMHHUX 3aHATh, HA SKUX MY3MYHO OOJapOBaHi XJIOMYHUKH Ta
IOHAKH BJIOCKOHAJIIOBAJIM CBiH CITIBallbKUI amapar, 1 BpellTi HaOyBaIu HeaOUsIKUX

€CTETUUYHUX SKOCTEH 3BY4YaHH:A TOJIOCIB.

[Tpuknamu 31 30ipok Solfeggi HeamomiTaHChKUX MAEStri BIAKPHBAIOTH MUIAX
70 PO3YyMIHHS BHKOHABCHKHMX 3aBAaHb MiJ 4Yac 3aHsITh. HalcyTTeBimmM is
(GopMyBaHHS ~ CIIBAlIbKOTO  CTHJIIO OYyJO JOCATHEHHS €IMHOI MaHEpH
3BYKOYTBOPEHHS, TEBHOI SIKOCTI 3BYKY Ta THYYKOCTI TOJIOCY, HIBEIIOBaHHS
CKJIQ/IHOILIB PETICTPOBUX MEPEXOJIIB, 3MILHEHHS CIIIBOYOIO JMXaHHS, a TaKOX
pO3IMIMPEHHS Jiana3oHy. TakoX BaXKJIMBUM CTajl0 IHTOHAIlIIiHE YTOYHEHHS
IIKaJM 3BYKIB Ta YTPUMaHHS BOKAJIbHOI MO3MIII 3a/J1 BUPIBHIOBAHHS TOHIB.
TakuM 4YMHOM 3ayBakMMO, IO B CHUCTEMI HaBYaHHS HEAIOJIITAHCHKUX
KOHcepBaTopiii Solfeggi ciayryBanu «Xyn0KHBOI TIMHACTHKOOY, SIKa BUPOOJIsja
€JIACTUYHICTh TOJOCy Ta Oyjla HAWKOpPOTIIMM NUIAXOM [0 HaOyBaHHS
MaricrepHocTi. OCHOBOIO HABYAHHS YUHIB OyJia €IHICTh My3UYHOTO Ta BOKAJIbHO-
TEXHIYHOrO0 poO3BUTKY. Ha Hamy AyMKy caMe MOe€JHaHHS MPAaKTHUKU CHIBY 3i
CIIyXOBUM  CIPUMHATTSM TapMOHIMHOI  CTPYKTYypu (3 11  TSKIHHIMH,
COPSIMOBAaHUMHU JI0 MEBHUX OMOP, 3 IHTOHALIMHUMHU 3B'sI3KaMH, sIKI 00YMOBJIEHI
JIOTIKOIO PO3BUTKY TapMOHIYHMX TMOCIIJOBHOCTEH) 3aKjiaii OCHOBH HOBOIT

€CTETUKU MY3UYHOT BUPA3HOCTI.

By7no moMiueHo HasiBHICTh Y BOKAJIbHHMX BIPaBaX MEBHUX MY3HUUYHHX 17[10M
— IHTOHALIMHUX Ta (HAKTYypHUX Mojenei yu (iryp abo KJie, siKi 3’ IBIISITUCS B
PI3HMX KOHTEKCTax B OPUTIHAJBHUX KOMIIO3UIIAX aBTOpIB TBOPIB [ anmaHTHOI
omepu. Tak 1 My3W4YHI iIOMH CTaBaJIM 3BUYHUMHU JUJII BUKOHAHHS Ta

CIPOLILYBAJIM IIBUJIKY MIATOTOBKY ONEPHUX MAPTiil AJs1 MOCTAaHOBKH OTIep.



VY BmpaBax 3i 30ipok Solfeggi, HaiiGipII OMM3BKKUX TIO Yacy CTBOPEHHS,
MY3HYHOMY CTHIIIO Ta KOy TBOPUMX B3aeMoJiii ix asropis 3 M. A. Xacce, 6yi10
BUSIBJICHO YMCJICHHI MY3WYHI 1IIOMH, K1 3yCTPi4alOThCS TaKOX 1 B COJBHUX
naprisx cepeHatu «Mapk’AntoHio Ta Krneomarpa». Hamm mnomiueHo, 1o
nornepeaHe BUKOHAHHS BIIPaB 3 BOKaJi3allii TaKMX 1HTOHALIMHUX Ta (DaKTypHHUX
MoJIeJiel B HEBEIMKHX 3a TpUBaticTio SOlfeggi 3HaYHO moutimInye Ta moseruye ix
noJiajbllie BUKOPUCTAHHS B CLICHIUHIN MPaKTHULll, A€ Mepe] CHIBaKOM MOCTalOTh
HAJICKJIaJH1 KOMIUIEKCHI 3aBJaHHs 3 BTUICHHS 00pa3y, BUPA3HOTO Ta SIKICHOTO

O3BYUYyBaHHS TEKCTY Ta MailiCTEPHOTO BIPTYO3HOTO BOKAIY.

Takum 9rHOM, TIEpel HAaMH PO3KPHIIACH IIIHHICTh ICTOPUIHUX HAaBYATbHUX
METOJIUK OITaHYBaHHS BOKAJIBHOT MAaHCTEPHOCTI, HE JIUIIIE TOPESUHHX, a i OakaHUX
JUTSL TIOJJJTBIIIOTO BUKOPHUCTAHHS B CyJacHIM BUKOHABCHKiN npaktuili. HaBuanHs
Ta MJATOTOBKY BOKAJIBHOTO amapary /10 BAKOHAHHS OTICpHUX MapTiil B [amanTHIH
orrepi X VIII cT. BapTO 1 ChOTOIHI 3/1ilICHIOBaTH Ha Matepiaii solfeggi, 3anucanux

JUTSl YYHIB HEaroITaHChKUX KOHCEPBATOPIH.

KuarwuoBi caoBa: solfeggi, bel canto, eoxanvui enpasu, zibbaldoni,
soKanbHi  opHamenmanvhi  gicypu, cantar di  sbalzo, reanonimancoxi

KOHcepsamopii, I ananmuuil cmuib, My3udHi i0ioMuU.

SUMMARY

Tverdova H. The role of Neapolitan solfeggi in the formation of bel canto’
technique in the Galant opera of the first half of the 18" century (based on
«Marc’Antonio and Cleopatra» by J. A. Hasse as an example). — Qualifying

scientific work on the rights of the manuscript.

Scientific substantiation of the creative art project for the degree of Doctor
of Arts in the specialty 025 “Musical Art” (field of study 02 “Culture and Arts”).
— Ukraine National P. Tchaikovsky Academy of Music, Ministry of Culture and
Information Policy of Ukraine, Kyiv, 2023.



Contents. A Gallant opera of the first half of the 18" century, as we know
it from the scores and documents of the era, put forward challenging tasks to the
soloists, both in terms of the quality and style of performing vocal parts and in
terms of the singing technique mastering. Every musician practitioner understands
that in order to achieve such results, it is not enough to be engaged with specific
creative ideas and artistic images, or to want to follow this or that ideal of sound
quality, etc. To realize creative and technical achievements, it is necessary to
develop and improve the physical parameters of the singing apparatus for a long
time according to specific algorithms, in a well-thought-out sequence, in a
constant mode. The concepts of the formation and development of early bel canto
vocal technique present in the musicological discourse seem to be incomplete,
particularly in the aspect of understanding the practical dimension of the

problems, which determines the relevance of this study.

The key historical period for observing the intensive development of
singing technique is the 1st half of the 18th cent. It is necessary to testify that it is
precisely in the works of Neapolitan composers of the 1720s that a stylistic shift
in opera art can be traced from Baroque to Gallant opera, in which new types of
demands are placed on the operatic performers. The type of expression departs
from the baroque idea of the movement of affects, etc., instead, the melody and
texture are dominated by the aesthetics of self-sufficient beauty and flexibility of
canto spianato, in which the singing voice demonstrates the luxury of natural
timbre and controlled dynamics, sounds plastic and leveled, and the singing
technique combines cantilena and coloratura; improvisation becomes rather a

stylistic characteristic of the virtuoso type of texture.

The names and general history of the four Neapolitan conservatories are
widely known, but the evidence that in the 1st half of the 18th century students of
these institutions received musical education according to definite programs of
mastering the main disciplines, most often they is on the periphery of attention.

In the first few years of training, there was no distribution of specialization among



students. The most important complex of skills and abilities was learned at the
lessons of solfeggio; later partimento and contrapunto were added. In most cases,
solmization and singing lessons were the only music lessons during the first three
years of study. Students could learn to play various musical instruments only if
they successfully mastered the basics of the mentioned disciplines. It was in this

sequence that subjects were added to the boys of the four conservatories of Naples.

A large number of notebooks with exercises, with the help of which
students practiced and acquired practical skills in all the listed subjects, have been
preserved. Such notebooks were called zibbaldoni. Today we explore the
materials of singing lessons thanks to solfeggi recordings. According to available
archival materials, most of the solfeggi collections were created keeping in mind
the high voice of boys and castrati. In the vocal exercises, as a rule, the bass part
also was recorded (a feature of all exercises was the obligatory bass or even

harmonic accompaniment).

The analysis of solfeggi collections convinces us that there was a phased
approach in the teaching methodology. At the initial stage, students had to master
the skills of solmization. At first, the pupils were not supposed to sing the
melodies, but to read them aloud, naming the notes with the corresponding
syllables. This was the essence of the so-called solfeggio parlando, which took
students up to one year to practice. An important skill that was established at this
stage was the ability to navigate the system of hexachords, because in the first half
of thel8th century tonal thinking had not yet taken a dominant place in music

theory.

Later, students were engaged in the vocal exercises (solfeggio cantanto)
and got used to typical melodic turns. The basis of the classes, as before, were the
skills of solmization, at the same time, requirements related to its competent vocal
performance were added. Students could involve to another variant of singing,
namely vocalization on open vowels, but only when they worked specifically on

intonation or improving the vocal technique. Accordingly, the next part of the



course — canto figurato — was aimed directly at the development of hearing, purity
of intonation, skillful breathing, vocal skill of ornamentation of the simple

intonations, etc.

The ability to brilliantly embellish a melody was one of the necessary skills
developed at solfeggio-vocal classes. It was an integral part of the universal
training of pupils and developed their improvisational skills. The result of the
work on the «figuring» of the melody can be imagined from the collections of
solfeggio exercises notated with two variants of the vocal part, one of which was
a recorded improvisation (it was distinguished by a large amount of melismas and

a virtuoso movement of melody lines).

It is necessary to certify the existing typical turns, characteristic intonation
patterns in vocal exercises of all levels of complexity. R. Gierdingen, the leading
researcher of the history of music training in Neapolitan conservatories, in all his
works emphasizes that during the times defined as the period of the development
of the system of musical education in the mentioned educational institutions,
namely from 1700, the principal of studying universal musical idioms — clichés
or models of melodies, harmony sequences, form-creating techniques, typical
patterns of bass lines and movements, etc., was developed there. It was this
method that accelerated the development of students, gave a powerful impetus for
fruitful creative work, and created the basis for non-ordinary creative
achievements and accomplishments, primarily in the field of opera performance

and composition.

General purpose. The scientific justification of the creative art project is
aimed at researching the practical aspect of the historical process of the
development of bel canto singing culture. The focus of the research is to find out
the artistic and methodical potential of Neapolitan solfeggi and create a projection
of the Neapolitan system of training singers on the modern practice of improving
singing technique during preparation for the performance of parts in Gallant

operas of the 1st half of the 18th century.



Scientific novelty of the obtained results is based on the discovery of the
practical significance of the methods of progressive teaching of musical theory
and singing in the Neapolitan conservatories. That means of a systematic
approach to the production towards the voice producing and its improvement
during the period of early bel canto, which as a result gave qualities that now are
known as the defining features of the bel canto. For the first time, the collection
of solfeggi by L. Leo, M. Mazzoni, Farinelli was examined in terms of their
belonging to the system of music education in the Neapolitan conservatories of
the 18 century. During the procedures of the performance’ analytic, not only the
practical meaning of the exercises of L.Leo, M. Mazzoni, Farinelli was
reconstructed, but also the Collection of 10 solfeggi by Carlo Broschi (Farinelli)
was determined as the high point of a long line of traditional methodological
developments of Italian singer teachers, aimed at the formation of performance

and technical skill, artistic taste in the normative parameters of the Gallant style.

In the course of the research the main body of Ukrainian and foreign
musicological literature devoted to the art of «fine singing» and operatic vocal art
of the specified historical period was studied as well as historical materials and
documents, which contain information about the education system in Italian, in
particular, Neapolitan music educational institutions in the first half of the 18th

century.

Comprehension of the content of these sources led to the search for an
educational center in which, because of systematic practical classes, the
techniques of setting the voice and improving the singing technique could be

formed.

We managed to systematize and generalize knowledge about the defining
features inherent in early bel canto singing such as: flexibility of the voice, precise
intonation in various melodic turns and jumps, balanced range and adjustment of
special qualities of the voice timbre, plastic transitions between registers, mastery

of breath control, skill in application of gradations of dynamics, mobility in the



performance of coloraturas. In addition, to find out that in the development of the
art of early bel canto a great role was played by the teaching methods by which

the students of the Neapolitan conservatories acquired their outstanding abilities.

In the process of practical assimilation and mastering of the material of
solfeggi collections, which were studied by students of Neapolitan conservatories,
approaches to the formation of professional skills of singers were analyzed and
reconstructed. The tasks, that the vocal exercises set for the students, were
purposefully offered to them in order to set and improve the singing voice through

consistent systematic practicals.

It has been established that all sets of exercises known to us from sheet
music collections (zibbaldoni) were developed with the aim of gradually
acquiring singing qualities. The research method — practical mastery and
analytical dissection of solfeggi examples leads us to a more accurate duty of the
practical meaning of many years of systematic training, during which musically
gifted boys and young men improved their singing apparatus, and eventually

acquired remarkable aesthetic qualities of the sound of voices.

Examples from the solfeggi collections of Neapolitan maestri open the way
to understanding performance tasks during classes. The most essential for the
formation of a singing style was the achievement of an undeviating manner of
sound creation, a certain quality of sound and flexibility of the voice, leveling the
complexity of register transitions, strengthening the singing breath, as well as
expanding the range. It was also important to clarify the intonation of the scale of
sounds and maintain the height of the vocal position for spot of tones. Thus, we
note that in the teaching system of the Neapolitan conservatories, solfeggi served
as «artistic gymnastics», which produced the elasticity of the voice and was the
shortest way to mastery. The basis of students' education was the unity of musical
and vocal-technical development. Besides, in our opinion, it is the combination of
singing practice with the auditory perception of the harmony structure (with its

gravitations directed to certain supports, as well as intonation relationships that



are determined by the logic of the development of harmony sequences) that laid

the foundations of a new aesthetic of musical expression.

It was noticed the presence of certain musical idioms in the vocal exercises
— intonation and textural models or figures or clichés that appeared in different
contexts in the original compositions of the authors of the works of the Gallant
opera. Thus, these musical idioms became familiar for performance and

simplified the quick preparation of opera parts for staging operas.

In the exercises from the solfeggi collections, which are the closest in terms
of time of creation, musical style and circle of artistic interactions of their authors
with J. A. Hasse, numerous musical idioms were found, which are also present in
the solo parts of the «Marc'Antonio and Cleopatra». We have detected that the
preliminary performance of exercises for the vocalization of such intonation and
textural models in short solfeggi significantly improves and facilitates their
further use in stage practice, where the singer faces extremely complex tasks of
embodying the image, expressive and high-quality voicing of the text and

masterful virtuoso vocals.

Thus, the value of historical educational methods of mastering vocal skills
was revealed to us, not only appropriate but also desirable for further use in
modern performing practice. Even today, training and preparation of the vocal
apparatus for the performance of opera parts in the Gallant Opera of the 18th
century is worth performing on solfeggi material notated for students of

Neapolitan conservatories.

Key words: solfeggi, bel canto, vocal exercises, zibbaldoni, vocal ornamental
figures, cantar di sbalzo, Neapolitan conservatories, Gallant style, musical

idioms.
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