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KBamiikarmiiina HaykoBa mpairs Ha mpaBax pykomucy. Ksamidikariiina
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I1. I. YaiikoBcbkoro. MIHICTEPCTBO KyJIbTypH Ta 1HGOpPMALIHOI MOJITHKH
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3micT anoranii. HaykoBe oOrpyHTYBaHHSI TBOPYOTO MHUCTEILKOTO MPOEKTY
MPUCBSIYEHO OCMUCIICHHIO TUTaHb, OB’ I3aHUX 3 IHTEPIPETAIIEI0 HU3KH KaMepHO-
BOKAJIbHUX TBOPIB BIIOMOTro aBcTpiiickkoro kommosutopa XIX cromitrsa ['yro
Bonbsda y KOHTEKCTI TeaTpaiizaiii *)aHpoBoi (popmu «Bipm 3 My3ukoro». He
3BaXKAlOUM HA BXKE 1ICHYIOY1 JOCIIXKEHHS )KUTTETBOPUYOCTI 3HAHOTO KOMITO3UTOPA,
HOoro KaMepHO-BOKajJbHAa CHAJLIMHA IPOJOBXKYE IPOBOKYBAaTH MY3MKO3HABYO-
BUKOHABCBHKI PO3BIJIKM Ta 1HCIIPYBAaTH HOBI MHUTAHHS, BIAMOBIAI Ha SK1 JO3BOJIATH
MPOKJIACTH HOBI MAapHIPYTH Ha KapTi *KUTTA 1 TBopuocTi Bonbda, 3amoBHUTH
IcHyt0uM JIakyHH. OCTaHHIMH pPOKaMH BC€ OUIbIIE€ HAYKOBIIB JOJYyYa€ThCA [0
JOCIIIJKEHHSI CIEeHM(pIKK TeaTpabHOCTI 1 Tearpajizailii B MYy3HIll, OJHAK LEU
MPOIIEC 1€ HE TTOBHOIO MIPOIO0 PO3KPHUBAE BC1 T'PaHi KAMEPHO-BOKAJIBHOI TBOPYOCTI
I'. Bonbpa, 30kpema, 1oro BUKOHABCHKOI KOMIIOHEHTH. TOMY, MeTOI HAayKOBOI'O
OOIPYHTYBaHHS TBOPYOTO MHCTELBKOTO TPOEKTY € JIOCHIDKEHHS MOHSThH
«TEATPaNBHICTR» 1 «TeaTpaiizailis» >KaHpOBOI (POpPMHU «BIpII 3 MY3HKOIO» Y
KaMepHO-BoKanbHUX 1ukiax [.Bomeda «Gedichte von Eduard Morikey,
«Gedichte von Joseph von Eichendorff», «Lieder nach gedichten von Goethey,
«Italienisches Liederbuch» B acniekTi BUKOHABCHKOT iHTEpIIPETAILLii.

VY poOOTI yTOUYHEHO MOHATTS «TE€ATPAIBHICTBY 1 «TeaTpani3alis», HOPIBHIHO
iX CHUIbHI Ta BIAMIHHI PHUCH, K1 TOB'I3aHI 3 POMAHTUYHOIO KOHIIEMIIEID CUHTE3Y
MUCTEITB, BHU3HAUEHO MPUHIUIIM X peamizamii y KaMepHO-BOKAJIBHHUX ITMKJIAaX
I'. Boneha. B inTepmperanii  kamepHO-BOKasibHOI  TBOpuocTi [I'. Bombda
MPOAKIIEHTOBAHO YyBary Ha TPbOX BUTOKaxX TeaTPalbHOCTI B MY3HUIl —
BUJIOBUIITHOCTI, JI€EBOCTI Ta IrpOBOTO Hadajia, SKIi MOXYTh TPOSBIATUCS SIK
BIJIKDUTO, TaK 1 MPUXOBAHO, OCKUIbKU >KaHp IMICHI He mnependayae BIIBEPTOrO
TeaTpaJbHOrO AiMCTBA. 3’SICOBAHO PI3HULIO MK BHYTPIIIHBOK Ta 30BHILIHBOIO
TEaTPaJIbHICTIO, PO3MVISIHYTO BaXJIMBUU acCMEKT BHKOHABCHKOI 1HTEpHpeTarii —
JIBOIIAPOBICTh CEMAHTUKU BHYTPIIIHBO1 TeaTpanbHOCTI. [IiKpecieHo BaKIuBICTh
BHYTPIIIHBOI TEATPaIbHOCTI B KaMEpPHO-BOKaibHINM TBOpUOoCcTi Bombda, xoTpa
OUTBIIIOI0 MIPOIO MPE3EHTYETHCS KOMIIO3UTOPOM 3aBISKH 3BYKO300paKaJIbHOCTI,



epeKTy BiICTOPOHEHOCTI, CIIOCTEPIraHHS 31 CTOPOHHU, MOHOJOTIYHOCTI, IIaNory
NEePCOHaXKa 3 caMUM co0010, 3 borom, 1HILIOKO JIFOAMHOIO, MPUPOJIOID; TIEPEXOAY 110
IHIIIOTO  Yaco-MPOCTOPY, IO CYMPOBOKYETbCSI CMHCIOBUM aKIIEHTYBAHHSIM
MEBHUX CJIIB 3 IMOETUYHMX TEKCTIB, KOHTpacTaMH Yy JHMHaMIIll, IiJBUIICHOIO
XPOMATH3AINIEI0 TAPMOHIN, BEIMKOI KUIBKICTIO JMCOHAHCIB Ta MOIYJISIIIHHIX
NEPEXO/IiB, TEMIIOBOIO Ta PUTMIYHOIO KOHTPACTHICTIO, 3MIHOIO MOTOPHOCTI Ha
IPOTATHYTI 3BYKH, IPOOJICHHIO TPUBAJIOCTEN Y BOKAJBHIN 1 (popTemiaHHIN mapTiax
Ta 1H.

I'. Boned OyB ogHMM 3 TEpIIMX KOMIIO3UTOPIB, KOTpuUi chopmMyBaB
aOCOJIIOTHO HOBY >KaHpoBY GopMy — «BIpII 3 My3uKOw0». CTBEpIKYEThCS
MPIOPUTETHICTh BEepOATIbHOI KOMITIOHEHTH Y J1aJOTIUHIM B3a€EMOJII 3 MY3UKOIO B
KaMEpHO-BOKaNpHIA crammuHi  kommo3utopa. Cam Bombd migkpeciroBa
O0COOJIMBY 3HAYYIIICTh 1 MEPBICHICTh MOETUYHOIO TEKCTY, Ha3WBAaIOUU CBO1 TBOPHU
«moemamu isi ronocy 1 dopreniano» («Gedichte ...»). Iloe3is ctana HE TUIbKU
IMITyJIbCOM, aj€ ¥ OCHOBOI mJig (popMyBaHHSI 0Opa3HOTO 1 ApamMaTypriyHOIO
3MICTY KaMEpHO-BOKAJIbHOI TBOpYOCTI Bosbda, XyJ0XKHIM BHUIIpaBIaHHSIM
BUKOPHCTOBYBAaHUX HUM OCOOJMBOCTEH BOKaJbHOI Ta 1HCTPYMEHTAJIBHOI MapTIiH 1
3ac00iB MYy3W4HOi BUpa3HOCTI. B3aeMomis cioBecHOi Ta My3MYHOI KOMITOHEHT
CTBOPIOE YHIKAJIbHY XYJOHIO IUJIICHICTh, IO BIJOOpa)KEHO HE JMIIE Ha PIBHI
KOMIIO3MIIIT Ta Apamatyprii Lied, a ¥ Ge3mocepeHb0 y BUKOHABCHKIN CEMaHTHII],
0 TBOPUTH CMHCIIOBY OaraTopiBHEBICTb 1 HECKIHYEHHY KOHTEKCTYaJbHICTh Y
MONIYKY HOBUX MY3UYHO-BUKOHABCHKHUX TTPHUHOMIB.

TBopuicts I'. Bonbda mociaimKeHo y KOHTEKCTI XYA0KHbO-€CTETHUHUX PHC
aBCTpo-HiMenbkoro mepioay fin de siécle, siki mMPOCITiIAKOBYIOTBCS Y XYIOXKHBO-
CTWJIBOBHX TIpOIlecax IhOr0 4Yacy. Takuil KOHTEKCT BH3HA4a€e OCOOJIUBOCTI
KaMepHO-BOKanpHUX NUKIIB [. Bonbda, a came: 3 01HOTO OOKY, SIK MTPOIOBKEHHS
aBCTPO-HIMEIBKUX IMICEHHUX TPAIuIlii B kaHpi Lied, a 3 iHIIOro — BiATBOpPEHHS
€CTEeTUYHOI aypu fin de siecle 3 1i HOCTanbri€l0, TYrol 3a HAJACMUCIAMHU,
TJIMOOKOK MEJIAHXOJICI0 Ta OJHOYACHUM OakaHHAM 3HAWTH HOBI JKUTTEBI CMUCIU
3111 OOpPOTHOM 3 MIIIIAHCTBOM, PYTHHOIO, 0€3TyXOBHICTIO.

3po06eHO IHTEpIpeTAliHNN aHaai3 HU3KH IMCEHb 3 KaMEPHO-BOKaJIbHHUX
kB . Boneba «Gedichte von Eduard Morike», «Gedichte von Joseph von
Eichendorffy», «Lieder nach gedichten von Goethe», «ltalienisches Liederbuchy.
3’dCOBaHO, MO0 Y KOXXHOMY 3 Ha3BaHMX LMKIIB KOMIIO3UTOpP, TEpII 3a BCE,
HaMaraBcsi MaKCUMaJbHO TOYHO BiOOPa3UTH IHAMBIAyaIbHY XYJIOXXKHIO MaHEpPY
aBTOpa JITEPATYPHOTO IEPIIOKEPENIa, KOHKPETHUN 3MICT IOECTUYHOTO TEKCTY.
B 11b0My KOHTEKCTI TOCIIPKEHO CKJIaJHOIII JJ1s BUKOHaBIiB Lied, siki moB’s3aHi 3i
cnienu(iKo0 3By4aHHSM HIMEIbKOT MOBH, 3 ii BEJIMKOIO KUTBKICTIO MPUTOJIOCHHUX,
0araToCKJIaZIOBUX CJIiB, 110 IEBHOIO MIpOI0 BIUIMBA€ HE JIUIIE Ha CTPYKTYpPY



MeJO/il, pUTMIYHY Ta 1HTOHAIIWHY CKJIaJOBl, a i Ha BUKOHABCbKY MaHepy. Kpim
TOro, JJI1 BHMKOHABI[IB BOKAaJbHOI MapTii ICHye 1HINA CKIAAHICTh. OCKIIbKU
mucrenTBo Bonbda Oynyerbcss Ha MNPUHLUINT BUTOHYEHOTO JIEKJIaMalliiiHOTOo
CTUJIIO, y CIIBaKiB BUHUKAE HEOOXITHICTh MPUIUIATH HaJ3BUYalHY YBary o
CKPYMyJIb03HOT peami3allii CTPyKTyp MPOCOJii Ta TMOCTBarHEPiBCHKOI THYYKOCTI
MICUXOJIOTIYHO  TIMOOKOI  BOKaNbHOI  jgekmamariii.  Bombd  mpucrocoBye
JNeKJIaMallifHA PUTM Ta MEJIOAUKY 3a[JI1 HaJAaHHS MOMJIMBOCTI CITIBaKOBI
BUPA3UTH E€MOILINHICT TEKCTY. Big3HaueHO BaXXJIHMBY PHUCY BOKAJIbHHUX TEKCTIB
I'. Bonbdha — 30epekeHHsT BIPIIOBAaHOT MOBH JEKJIAMAIlIHHOTO CTHJIIO BOKAJIBHOI
KOMIIO3HIIii, caMe BipIIOBaHA MOBa IIJIKPECIIOE PUTMIYHICTh, MEJIOMIMHICTD 1
BHUPA3HICTh, YaCTO CTBOPIOIOYM IME€BHHUM PO3pUB MDK BOKAJbHOIO MapTIEID Ta
doprenianHuM cynpoBogoM. ToOTO, y mporeci BUKOHAHHS BHHHKAE OJpa3y
JIEK1IbKa CMUCJIOBUX Ta €MOI[IHHO-TICUXOJIOTIYHUX IIapiB, OCKUIbKU O/pa3y ICHYE
JeKUIbKa IUIaHIB (K Yy KiHemaTtorpadi) — HE3aJIe)KHUM TNOETHYHUN CTUIIb,
BOKAJIbHUM CTUJIb BHUKOHAHHS Ta HE3aJEKHHN (YacTO COJIOIOYHA) CyHpOBIJ
dbopteniano, poib Akoro y XIX CTOMTTI AOBTHM 4Yac 3ajuinaiacs IiJIETJIOn B
KaMEpPHO-BOKAJbHIA TBOPYOCTI  3aXiTHOEBPOINEUCHKUX KOMIIO3UTOpPIB. Taki
OCOOJIMBOCTI BIUTMBAIOTh HA IHTEPIIPETAIIO0 SK 30BHINIHBOI, TaK 1 BHYTPIIIHHOI
tearpanibHocTi Lied I'. Bombda. Y 1mpoMy KOHTEKCTI 3MICTOBHICTh BHYTPIIIHBOI
TeaTpaJIbHOCTI, il CMUCIIOBAa Ta 0Opa3Ha HAMOBHEHICTh 3aJICKUTh, 3 OJJHOTO OOKY,
Bill poOOTH BHUKOHABI IMOAO «BXHBAaHHA B TEKCT», IO € BHIBICHHIM
CEMaHTHUYHHUX MOKJIMBOCTEH KOHTEKCTYaIbHOCTI, a 3 THIIOTO OOKY — BiJ OaraTcTBa
IHTYII1 Ta 1HAUBITYaJIbHOCTI BUKOHABIIA.

Jliteparypui Tekctu E. Mbopike, . Aiixenmopda, M. Tere, iramiiichka
HapojHa noesis y nepeknanax [laymns ['eitze npusepnynu yBary I'. Bonbda cBoero
bimocodiuHICTIO, TIPUYHICTIO, YITKICTIO KOHTYPIB, PEAIICTUYHICTIO Ta SICKPABUMHU
moackkuMu obpa3zamu. I'. Boibd He TUIBKM NPUTPUMYETHCS SIKOMOTAa TOYHOTO
BIITBOPEHHSI 00pa3iB BIPIIOBAHUX TEKCTIB, a W JOMOBHIOE, 1HKOJIU TpaHCPOpMye
iX, 3B1JICM BUHHMKA€E HE JUIIE 00JIICHE CBITOCIPUNHATTS, @ i BOJHOYAC €CTETU3AIlIs
IPOHIYHOCTI, TPOTECKHOCTI, 1HKOIM capkacTudHocTi. Yacro I'. Bonbd mocumroe
BOJIBOBI1 JIii MOETUYHUX 00pa3iB, 3arOCTPIOIOYM yBary Ha MEPCOHAXKAX 3 HU3BKHUX
COIIIAJIBHUX BEPCTB, XapaKTEPHUX IMEPCOHAXKAX, HEPIAKO BUKOPUCTOBYE TOCTPHIA
rymop. Bonb} 3MaiboBye KOPOTKI MUTI 3 JKUTTS PI3HUX JIFOJICH, HaJla€ MIHIATIOPHI
My3W4Hl TIOPTPETH, SIKI 32 CBOEID CYTTIO € JIpaMaTUYHUMHU. MoOKHa 3poOUTH
npunyieHnsa, mo micHi ['. Bombda mnocraioTs eckizamu Juisi  ManlOyTHBOI
MacmTabHOi poOOTH, OCKUIBKM KOMIIO3UTOP MPOTAroM OaraTbOX poKiB OYB
3aXOIJICHUH 1/1€€10 CTBOPEHHS TOBHOMETPAXKHOI OMEPH.

VY nporueci po6OTH HAJl HAYKOBUM OOIPYHTYBAHHSM TBOPYOTO MHUCTEIHLKOTO
NPOEKTY Yy «Bipmax 3 My3ukoio» [. Bombda Oyno Bu3HAaueHO Tpaauuii, L0



MPOKPECTIATh HOBUM NUISIX 1 CTAaHYTh MapKepaMH KaMepHO-BOKAJIHHOI TBOPYOCTI
XX cTomiTTs 1 OyAyTh NOB’s13aH1 MOHITTSIMU «TE€ATPAIBHICTB» 1 «TeaTpali3allisy:
1) TBOpaM mIpHTaMaHHa IUKIIYHICTG 3 SBHOIO a00 MPHUXOBAHOIO MPOTPAMHICTIO,
10, CBOI 4Yepru, BKa3zy€ Ha TeaTpalbHICTh a00 TeaTpaiizailiio JaHOi >KaHpOBOI
dbopmu, TparHeHHs 0 IrpoOBOr0 Havasa; 2) MpuHOMH TepcoHidikamii, TeMOpOBOi
IHAMBITyaTi3alii, KOTpi TaKOX TOB’s3aHI 3 TeaTpati3alli€l0 My3WYHOTO JKaHPY;
3) XyHOXKHI OCOOJIMBOCTI ITOCTHYHOTO TEKCTY CIIOHYKAIOTh KOMIIO3UTOpA JIO
MEBHOI CBOOOMM iX pO3TAllyBaHHS, IO NPHU3BOAWTH JO TOSBU JEKUIBKOX
MIKPOIUKIIIB y UK, MOE€AHAHUX CMUCIIOBUMH Ta XYJ10’KHBO-O0pa3HUMHU apKaMu;
4) BUKOPUCTAHHS IPOHIYHO-TPOTECKOBHX IPHUHOMIB IS IEBHOI TpaHchopMalrii
XyJnoxHIX o00pa3ziB; 5)I. Bonbd, 3 omHoro OOKy, MPOJOBXKYE Ta MOTIUOIIOE
TEHICHIIIIO0 30JIMKEHHS BOKAJIBHOT 1 hopTeniaHHOI MapTiii, 3 1HIIIOTO — BIPOBAIKYE
MDK HUMH aBTOHOMHICTH 1 «€quHOOOpcTBO» (3a b. Acad’eBum); 6) cnenudiuna
TpaHc(opMmalliss pPOMaHTUYHOTO MOHOJIOTIYHOTO BUCJIOBJIFOBAHHS, IO MPU3BOIUTH
no mnosBu edekTy mno3zaocodoucticHoro. ToOGTo, y mpoleci NHepeKWBaHHS Ta
peaizaliii TOETUYHOTO TEKCTY MY3UYHUMH 3ac00aMu, BUHUKAE Taliepesi ACKPaBux,
caMOOyTHIX TEpPCOHAXIB, SKI MPOXKUBAIOTh CBOE BJIACHE JKUTTS B MHCTEITBI,
HE3aJIeKHO BI1J aBTOpchbkoro «S». CamMe B 1bOMY KpPHETHCS BHYTPIIIHA
TeaTPATBbHICTh Y BCIX KAMEPHO-BOKAJIbHUX IHKJIaX KOMITIO3UTOPA.

KurouoBi ciioBa: TeaTpaibHICTh, TeaTpaiizallis, BIpIl 3 My3UKOI0, KaMEPHO-
BoKanbHa TBOpdicTh, Lied, I'. Bomsd, E.Mropike, . Aiixenmopd, M. Tere,
BUKOHABChKA 1HTEpIpETAIlis.

SUMMARY

Wang Zhen. Theatricalization of the genre form «poem with music» in
Hugo Wolf's chamber and vocal work: an interpretation aspect. — Qualifying
scientific work on manuscript rights

Qualifying scientific work on manuscript rights. Qualifying scientific work
for obtaining the degree of Doctor of Arts in specialty 025 «Musical Arty. National
Music Academy of Ukraine named after P. I. Tchaikovsky. Ministry of Culture and
Information Policy of Ukraine. Kyiv, 2022.

Abstract content. The scientific substantiation of the creative art project is
devoted to the understanding of issues related to the interpretation of a number of
chamber and vocal compositions of the famous Austrian composer of the XIX
century, Hugo Wolf, in the context of the theatricalization of the genre form «poem
with music». Regardless of the already existing studies of the well-known
composer's life, his chamber and vocal heritage continues to provoke
musicological and performing explorations and inspire new questions, the answers



to which will allow laying new routes on the map of Wolf's life and work, as well
as filling existing gaps. In recent years, more and more scientists have been
involved in the study of the specifics of theatricality and theatricalization in music,
but this process does not yet fully reveal all the facets of H. Wolf's chamber and
vocal work, in particular, his performing component. Therefore, the aim of the
scientific substantiation of the creative art project is to study the concepts of
«theatricality» and «theatricalization» of the genre form «poem with music» in
H. Wolf's chamber and vocal cycles «Gedichte von Eduard Morikey, «Gedichte
von Joseph von Eichendorft», «Lieder nach gedichten von Goethey, «Italienisches
Liederbuchy in the aspect of performing interpretation.

The work clarifies the concepts of «theatricality» and «theatricalizationy,
compares their common and distinctive features, which are related to the romantic
concept of the synthesis of arts, defines the principles of their implementation in
the chamber and vocal cycles of H. Wolf. In the interpretation of H. Wolf's
chamber and vocal work, the attention is emphasized on the three sources of
theatricality in music — spectacle, effectiveness and the game basis, which can be
manifested both openly and covertly, since the genre of the song does not involve
overt theatrical action. The difference between internal and external theatricality is
clarified, an important aspect of performing interpretation is considered — the two-
layered semantics of internal theatricality. The importance of inner theatricality in
the chamber and vocal work of Wolf is emphasized, which is presented by the
composer to a greater extent thanks to sound imagery, the effect of estrangement,
observation from the side, monologue, the character's dialogue with himself, with
God, another person, nature; transition to another time and space, which is
accompanied by the semantic accentuation of certain words from poetic texts,
contrasts in dynamics, increased chromatization of harmonies, a large number of
dissonances and modulation transitions, tempo and rhythmic contrast, change of
motility to long sounds, fragmentation of durations in vocal and piano parts etc.

H. Wolf was one of the first composers who created a completely new genre
form - a «poem with music». The priority of the verbal component in dialogic
interaction with music in the composer's chamber and vocal heritage is asserted.
Wolf himself emphasized the special significance and originality of the poetic text,
calling his compositions «poems for voice and piano» («Gedichte...»). Poetry
became not only an impulse, but also the basis for the formation of the figurative
and dramatic content of Wolf's chamber and vocal work, the artistic justification of
the peculiarities of vocal and instrumental parts and means of musical
expressiveness used by him. The interaction of the verbal and musical components
creates a unique artistic integrity, which is reflected not only at the level of the
composition and dramaturgy of Lied, but also directly in the performing semantics,



which creates meaningful multi-levels and infinite contextuality in the search for
new musical and performing techniques.

The work of H. Wolf is studied in the context of the artistic and aesthetic
features of the Austro-German fin de siécle period, which are traced in the artistic
and style processes of this time.

Such a context determines the features of H. Wolf's chamber and vocal
cycles, namely: on the one hand, as a continuation of the Austro-German song
traditions in the Lied genre, and on the other hand, a reproduction of the aesthetic
aura of the fin de siécle with its nostalgia, longing for super-meanings, deep
melancholy and a simultaneous desire to find new life meanings in order to fight
against the bourgeoisie, routine, lack of spirituality.

The interpretation analysis of a number of songs from H. Wolf's chamber
and vocal cycles «Gedichte von Eduard Morike», «Gedichte von Joseph von
Eichendorffy», «Lieder nach gedichten von Goethe», «Italienisches Liederbuch»
was made. It was found that in each of the named cycles, the composer, first of all,
tried to accurately reflect the individual artistic manner of the author of the original
literary source, the specific content of the poetic text. In this context, the
difficulties for Lied performers are investigated, which are related to the specifics
of the sound of the German language, with its large number of consonants,
polysyllabic words, which to a certain extent affects not only the structure of the
melody, rhythmic and intonation components, but also the performing manner. In
addition, there is another difficulty for the performers of the vocal part. Since
Wolf's art is built on the principle of a refined declamation style, singers are
required to pay extreme attention to scrupulous prosody and the post-Wagnerian
flexibility of psychologically deep vocal declamation. Wolf adapts the declamatory
rhythm and melodics to enable the singer to express the emotionality of the text.
An important feature of H. Wolf's vocal texts is noted — the preservation of the
poetic language of the declamatory style of the vocal composition; it is the poetic
language that emphasizes rhythmicity, melodicity and expressiveness, often
creating a certain gap between the vocal part and the piano accompaniment. That
means, while performing, several semantic and emotional-psychological layers
appear at once, since there are several plans (as in cinematography) at once - an
independent poetic style, a vocal style of performing and an independent (often
solo) piano accompaniment, the role of which in the XIX century remained for a
long-time subordinate in the chamber and vocal work of Western European
composers. Such features influence the interpretation of both the external and
internal theatricality of H. Wolf's Lied. In this context, the content of internal
theatricality, its semantic and figurative content depends, on the one hand, on the
work of the performer regarding "use in the text", which is the identification of the



semantic possibilities of contextuality, and on the other hand, on the wealth of
intuition and individuality of the performer.

Literary texts by E. Morike, J. Eichendorff, J. Goethe, Italian folk poetry
translated by P. Heyse attracted the attention of Hugo Wolf with their philosophic,
lyrical, clear contours, realism and vivid human images. Hugo Wolf not only
adheres to the most accurate reproduction of the images of poetic texts, but also
complements, sometimes transforms them — from that arises not only a painful
perception of the world, but at the same time also an aestheticization of irony,
grotesqueness, sometimes sarcasm. Often, H. Wolf strengthens the volitional
actions of poetic images, sharpening attention to characters from low social strata,
characteristic heroes, often uses sharp humor. Wolf depicts brief moments from the
lives of different people, provides miniature musical portraits that are inherently
dramatic. It can be assumed that the songs of H. Wolf appear as sketches for a
future large-scale work, since the composer has been fascinated by the idea of
creating a full-length opera for many years.

In the process of working on the scientific substantiation of the creative art
project in H. Wolf's «poems with music», there were identified traditions that will
mark a new path, become markers of chamber and vocal work of the XX century
and will be connected by the concepts of «theatricality» and «theatricalizationy:
1) the compositions are characterized by a cyclical nature with an overt or hidden
programming, which in turn indicates the theatricality or theatricalization of this
genre form, the desire for a playful nature; 2) personification, timbre
individualization, which are also connected with the theatricalization of the
musical genre; 3) the artistic features of the poetic text prompt the composer to a
certain freedom of their arrangement, which in turn creates the situation of the
appearance of several microcycles in the cycle, connected by semantic and artistic-
figurative arches; 4)the use of ironic-grotesque techniques for a certain
transformation of artistic images; 5) H. Wolf, on the one hand, continues and
deepens the trend of rapprochement of vocal and piano parts; on the other hand,
introduces autonomy and «combat» between them (according to B. Asafiev); 6) a
specific transformation of a romantic monologue, which leads to the appearance of
an extrapersonal effect. That means, in the process of experiencing and realizing
the poetic text through musical means, there appears a gallery of bright, unique
characters, who live their own life in art, regardless of the author's «lI». This is
where the inner theatricality lies in all the composer's chamber and vocal cycles.

Key words: theatricality, theatricalization, poem with music, chamber and
vocal work, Lied, H.Wolf, E.Morike, J. Eichendorff, J. Goethe, performing
interpretation.
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IH®OPMALIA ITPO AITPOBAIIIO PE3YJIBTATIB JOCJIILIKEHHSA
HaykoBe oOrpyHTyBaHHSI TBOPUOTO MHUCTEILKOTO MPOEKTY OOrOBOPEHO Ha
3acigjaHHAX Kadeapu KamepHOro criBy. Marepiaii JOCHIIKEHHS BUKJIAJCHO B
JOTIOBIJAX HA  MDKHApOJHMX Ta  BCEYKPAiHCHKUX  HAYKOBO-TPAKTUYHUX
KoHpepeHisax. [IpeseHTOBaHO ABa TBOPUMX MHUCTEUBKUX MPOEKTH, OJIUH 13 HUX —
Ha 3100yTTSl OCBITHHO-TBOPUYOTO CTYIIEHSI JIOKTOPAa MUCTEIITBA:

1. Ban UYxenn. EcteTnka «aOCOMIOTHOI MY3MKH» B ITATIHCBKUX MicHIX ['yro
Bonbda: nmonoBins. Cyuacui ecmemuuni menoenyii' y My3uuHoMy MUCEYMBI.
[Iporpama xpyrioro crony / HAM VYkpaiau (11 rpynuas 2020 poky). Kuis,
2020.

2. Ban Wxenb. [lutanHs B3aeMoii MOETUYHOTO Ta MY3MYHOTO TEKCTIB y KaHpI
aBCcTpo-HIMelbKkoi poMaHTuyHOi Lied T'oro Bonwda: nonosiab. Cunmes
mucmeyme 'y CyuacHux coyiokyibmypHux npoyecax. llepma miopiuHa
MDKHapo/iHa HaykoBa koH(epeHinis / HAM VYkpaiau (23 rpynus 2020 poky).
Kwuis, 2020.

3. Ban Yxenb. [HTOHAIIH-MOBIICHHEBI MPOOJIEMH KUTAHCHKUX BHKOHABIIIB Y
KaMepHO-BOKaJbHIA TBOpUocTi ['yro Bosnbda: eTHOperioHaqbHUI KOHTEKCT:
nonoBiab. Cyuacui eumipu ykpaincoxoi pecionanicmuxu. 111 Bceykpaincbka
HAyKOBO-TIpaKTHYHAa KOH(epeHliss / HiXeHChKUil Jep:kaBHUI YHIBEPCUTET
iMeni Muxomnu ['oronst (7 kBiTHsa 202 1poky). Hixun, 2021.

4. Ban YxkeHb. Xyn0KHBO-€CTETHYHI PUCU aBCTPO-HIMEIBKOTO «fin de siecley y
KaMepHO-BOKalIbHOMY LKl I'yro Bomsda Ha cmoBa Moseda Ailixenmopda:



nonoBinb. Vkpaina. €epona. Ceim. Icmopis ma imena 6 Ky1bmypHo-
mucmeyvkux  peguexciax  Il’ara  MbKHApoJHAa  HAyKOBO-TIpaKTUYHA
xoHdepentist / HMAY imeni I1.1. YaiikoBchkoro (4-6 ymctonana 2021 poky).
Kwuis, 2021

. Ban UWxenb. SIBumie BHYTPIIIHBOI TeaTPadbHOCTI B KaMEpPHO-BOKaJIbHHUX
muknax ['yro Bonbda: nomoBins. [lpobremu memoodonoeii  cyuachoeo
mucmeymeoznascmea ma  Kyromypoaoeii. 11l MixHapogHa HayKoBa
koH(pepenmiss /| HAM VYkpaiau, [HCTHTYT TIpoOiIeM CydacHOrO MHCTEITBA
HAM Vxpainu, Iacruryt kynsTyposiorii HAM Vkpainu, 3eneHorypchbKuii
yuiBepcuteT ([Tonpma) (16-17 aucronama 2021 poky). Kuis, 2021.

. Ban YWxens. «“Icmanceki micHi” I'yro Bonbda: 10 muTaHHs TeaTpaibHOCTI Ta
TeaTpaiizalli KaMepHO-BOKAIbHOTO LUKIY»: AONOBiAL. Cunmesz mucmeyms y
CY4acHux coyiokyibmypHux npoyecax. Jlpyra 1mopidHa MI>KHapOJHa HayKOBa
koH(pepentist / HAM Ykpainu (6 rpyaas 2021 poky). Kuis, 2021.



