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Ban Ili. OcobdauBocti BuKOHaBchbKOi iHTepmperanii Requiem
Boabpranra Amages Mouapra: wmikx 0apoko Ta KIACHUM3MOM. —
KranidikamiitHa HaykoBa mparisi Ha IpaBax PyKOIMHCY.

HaykxoBe oOTpyHTYBaHHS TBOPYOTO MHUCTEIBKOTO MPOEKTY Ha 3I00YTTS
TBOPYOTO CTYyMEHs JOKTOpa MHCTEHTB 3a crhemianbHicTio 025 «My3uuHe
MUCTeUTBO» (rany3b 3HaHb 02 «KynbpTypa 1 MuctenrBo»). — HaiilonanbHa My3uyHa
akageMis VYkpainu imeni [l I. YaiikoBcbkoro, MIiHICTEpCTBO KyJbTYpH Ta
iHpopmarliitHoi noniTuku Ykpainu, Kuis, 2023.

3micT anoranii. HaykoBe oOrpyHTYBaHHSI TBOPYOTO MHCTEIILKOTO MPOEKTY
NPUCBAYEHO OCMHUCJICHHIO MWTaHb, MOB’SI3aHUX 3 IHTEpHpeTalliclo PekBiemy
re”iaibHOro ascTpiiicbkoro kommnosutopa XVIII cronitrs Bonbdranra Amanes
MormapTta y KOHTEKCTi (iTOCOPCHKHX Ta XYyM0KHbO-CCTETUYHHX 3acaj] CIOXH
[IpocBiTHUIITBA, 30KpeMa OAPOKOBHX Ta KIACHUIIUCTHYHUX puc. [lompu icHyroumii
NOTY)XHUH KOpPITyC POOIT, MPUCBAYCHUX >KHUTTETBOPUOCTI 3HAHOTO KOMITO3MTOPA,
floro JyxOBHa XOpoBa CHaAlIMHA MPOJIOBXKYE TPOBOKYBATH MY3HMKO3HABYO-
BUKOHABCHKI PO3BIIKM Ta 1HCITIpPYBAaTH HOBI MUTAHHS, BIAMOBIAl HA SIKi1 IO3BOJISATH
XOPOBUM  JUPUTE€HTAM CYTTEBO YTOYHUTH TEOPETUYHI Ta BUKOHABCHKI
IHTEepIpeTaIiiHi acrekTd poOoTh Haja PekBieMoM. Tomy, MeTOH HAayKOBOTO
OOIpYHTYBaHHS TBOPUYOTO MUCTEIILKOTO MPOEKTY € TepeocMucieHHs: Pexpiemy B.-
A. Momapra y KOHTEKCTI GUI0CODCHKUX Ta XyI0KHBO-€CTETHUHUX 3acajl eroXu
[IpocBiTHHIITBA, 30KpeMa, 3arajabHOI CHCTEMH «0apOKO-KIIACHIIM3M» B aCIEKTi
0co0MBOCTEN BHKOHABCHKOI iHTepmpeTallii. HaykoBa HOBHU3HA POOOTH TOJIATAE Y
cripo0i My3HMKO3HABYOI Ta BUKOHABCHKOI iHTeprpeTarii Pexkiemy B.-A. Momnapra 3
TOYKH 30pYy OapOKOBO-KJIIACHIIMCTUYHOI CUCTEMHU y KOHTEKCTiI (iTOCOPCHKUX Ta
XYJ0’)KHbO-€CTETUIHHNX TeHACeHI[1M ernoxu [IpocBiTHUIITBA.

«Requiem» B.-A. Momapra 3a cBo€r0 (GUIOCOPCHKOI TIMOMHOIO Ta
MY3UYHOIO JJOCKOHAJIICTIO HAJICKUTH 0 HAWBHINUX JYXOBHHUX MOCSTHEHH HoBOTO
qacy, a caM KOMIIO3UTOP € SICKPAaBUM MPEACTABHUKOM MY3MYHOI KYJIbTYPH €MOXU
[IpocsitHHrnTBA. TOMY Yy POOOTI TOCTIIKEHO CBITOTJISAIHI 3acaJH IBOTO Yacy Ta iX
BIUTUB Ha MY3WYHE MHCTEITBO, PO3TISHYTO MPOCBITHUIIBKY 1I€0 TOETHAHHS
HAyK{ 1 MHUCTEITBA, sIKa HaJanaa MOXJIMBICTH JOCIIKYBaTH HAYKOBI BIACTUBOCTI
My3UKH. Y IIbOMY CEHCI MIIKPECTCHO BaXINBY pucy [IpOoCBITHUIITBA — KOJOCATBHY
pearizailito JIOJUHU Yepe3 HAayKOBY (IHTEIEKTyaJIbHY) Ta XYJOXKHIO IISUTBHICTD,
3BEPHEHO YyBary Ha HAyKOBI TEOPETUYHI BIAKPUTTS B Taly3l MY3HUKH, IO
CTOCYBaJIMCSl TapMOHIi, aKyCTUKH, TeMmIepalli, JUAAKTUYHUX Mpalb y BUIIISIAL
THCTPYKIIIHA 10 BAKOHAHHS.



3’sCOBaHO BIAMIHHY O3HaKy 100u [IpocBITHUIITBA — pIBHOBAary 0apoOKOBHX
Ta KIACUIIMCTUYHUX TCHICHINH, $KI TIOETHYBAIH «IOTOC» Ta «CEHCYCY,
CTBEP/KYIOUM TMOJIBIHICTh CBIIOMOCTI Ta pOOJISIYM 11 €TAaJOHOM MHMCIICHHS.
[ToemHaHHS Yy MY3UYHOMY MUCTEITBI YYTTEBOTO 3 JIOTIKOK MY3HUYHOT'O IPOIECY
MPUBEPHYJIO yBary MHUCIUTENIB enoxu [IpocBITHHULITBA 10O CEepeaHBOBIYHOIO ars
inveniendi, a kOMIIO3UTOPH 3pOOKIIH 11 TOJIOBHUM YHHHUKOM Y MY3HII. Y IIbOMY XK
CEHCI1 PO3IJISTHYTO MY3UUYHY CUCTEMY «0apOKO-KIACUIIM3MY, CIUIBHICTD X €TUUHUX
Ta €CTETUYHUX KOHCTAHT. Y HaJpax MUCTEITBA, 30KpeMa My3WIHOTO KIACHUITU3MY,
3aBXKHM ICHYBaJa <OKUBa IMaM SITb» MPO «UyTTEBE» 0APOKO, IO HAA€ MOXKIUBICTh
TOBOPUTH MPO OAPOKOBI PUCU Y TBOpPUOCTI Mortapra sik OJHOTO 13 HaWBIIOMIIIMX
BIJIEHCHKUX KJIACHUKIB.

My3u4HUI KJIaCHIM3M KOPHCTYBAaBCS 0ApOKOBHUM 3HAHHSIM KOHTPAITYHKTY,
putopuyHux ¢Giryp, Teopii adekTiB Tomo. Tomy, y HayKOBOMY OOIPYHTYBaHHI
TBOPYOTO MHCTCIIBKOTO TMPOEKTY 3BEPHEHO yBary Ha «TEopiro adeKTiB», y SKii
npotsiroM XVII-XVIII cronits BiATOYyBanach €CTETUYHA KATETOPIS «4yTTEBOCTI.
[TpocnigkoBaHO BUTOKM Ta PO3BUTOK ITi€l JOKTpUHHM Yy KoHIenisax P. Jlekapra, XK.-
®. Pamo, A. Kipxepa, M. Keauma, WM. Marresona Ta iH. Teopis adexTiB €
MY3UYHUM HEpPBOM, BaXJIHMBOIO KoOHIeNIieo [IpocBiTHUIITBA, SKa CIOHYyKaia
¢bimocodiB 1 KOMITO3UTOPIB IITYKATH BIJIMOBIJI1 HA 3alIUTAHHS — IO BiIOYBA€ETHCS 3
JIOJIMHOI0, KOJIM BOHA cliyXae My3uKy?». YBary kommosutopiB XVII-XVIII
CTOJIITh MPUBEPTAE HE JIMIIE MY3WYHUU TEKCT, ajie 1 TOH XTO MpHiiae HOro
cinyxatu. Tomy it Teopii aeKkTiB CTao METO 3HAWTH Ta BIATBOPUTH KOHKPETHI
My3WYH1 3aco0H, $KI BHUKIMKAJIW TIeBHI eMOIiHI peakiii. AdekTu cramu
pallioHaJLHUM 3B’ SI3KOM MK 3BYKaMH 1 JyIIet0 Ta Oyiu IpeacTaBiIeHl y MYy3HIli 3a
JIOTIOMOTOI0 PI3HOMAHITHHX MY3WYHUX 3aco0iB: TOHAJIBLHOCTEH, JIaJiB, PUTMY,
IHTOHAIlIM, MEJIOAWYHUX IHTEpBaIiB, OaraTOMaHITHUX NPHKpPAC, MEJOJAUYHHX 1
rapMOHIYHUX (GIryp, AWHAMIKHA, aKyCTHYHHUX MOXJIHBOCTEH TOmIO. JloCATHYBIIN
IeaibHOTO 0aJaHCy MK MY3UYHOIO TIPUPOIOI0 Ta HAYKOIO Yepe3 TeOopito aeKTiB,
JUIL  KOMIIO3UTOPIB  CTAJI0O  MOJJIMBHM  JIOCATTA  BIAMOBIAHOT  ©€CTETHKHU
[TpocBITHUIITBA, TOETHABIIN «JIOTOC» Ta «CEHCYC.

VY 11bOMY KOHTEKCTI JJI HAIIOTO TOCHIKEHHS CTAJI0 BaXKJIIMBUM 3BEPHEHHS
0 MY3WYHO-pHTOpHYHOI cuctemMu. Maibke no kiamsa XVIII cromitrs cucrema
PUTOPUYHOI KyJIbTYpH ICHYBaja SK I[UTbHA Ta MOHOJITHA. CsAraiwouu CBOIM
KOpDIHHSM y JaBHIO aHTUYHY TPaAuIlilo, pUTOPUKA CTaja OJHIED 3
dbyHIaMEeHTaTbHUX KOMIIOHEHT, 3aKIaJieHux y 3aranbHy cBimomicte XVI-XVIII
CTOJIITh, @ TAaKOX MIATPYHTSAM JUIsi KOMIO3UTOPCHKUX TMPAKTHK, SKI Oynu
CMIB3BYYHI HAyKOBUM Ta XYyJOXXHbO-€CTETHUYHUM 17€ajgaM [bOro  yacy.
AKIIEHTY€TBCS yBara Ha HIMENbBKI MY3HYHO-TEOPETUYHOI KOHIICIII «musica
poetica». ITimkpecmoeThcs BaxomBicTs npanps M. Jlinmiyca, M. Bypmaiictepa,



1. Marresona, H. IlaiiGe, U. KipuGeprepa, H. ®opkens, B SKHX IIPOBOJUINCS
aHajorii MDK MY3UYHOIO KOMIIO3MIIIEI0 1 KOMIIO3UIIIEID MOBH, TOYaJIU
KaTaJori3yBaTUCsl CIHCKUM PUTOPUYHUX (Iryp y JAaTHHCBKUX TEpMIHAX Ta
CHIBBIIHOCUTUCSA 3 KOHKPETHUMH KOMIO3ULIMHUMM mnpuiiomamu. PosriasHyTo
tepmin «Fiegurenlehre», mo BBoauTh y mMy3uko3HaBumii quckypc A. lllepinr, sk
3aci0 omucyBaHHS TeHAeHLIM Himenpkux TeopeTukiB XVII-XVIII cromite Ta
kjacudikanii KOMOO3UIIKHUX MPUHOMIB Yy BIJIMOBIAHOCTI 3 TEPMIHOJIOTIEI0, 1110
Oyna 3amo3WueHa 3 KJIACHYHOI PUTOPHKH; a Takok mpairo [I. Baprens «Musica
Poetica: Musical-Rhetorical Figures in  German Baroque Music», ne
IPOJEMOHCTPOBAHO ICTOPII0 OKPEMHUX PUTOPUYHUX PIryp y TpaKTaTax MY3HUUHHUX
teopeTukiB XV II-XVIII cTonits.

BigznaueHo, 110 puTOpHKa TiICHO TIOB’si3aHa 3 TIOHATTSIM «TOTIOCY», a TOYHIIIIE
— neBH1 3HaYeHHs B My3ulll XVIII cTonmitrs TicHO moB’s3aHl 3 TOmocamu, fKI
MOXXYTh OYyTHM BHM3HA4Y€HI PUTOPUYHMMH (QIirypaMu, a TaKOoX acollamisiMud 3
MO3aMy3HMYHUM 3MICTOM Ta IHIIOK MY3HKOK. Teopis Tomocy cTajla TUM
aHAMITUYHUM 1HCTpYMEHTOM, 10 OyB BiauuiidoBanuii kinacuuusmom XVIII
cronitts. Cnimparounck Ha npochiimkeHHs JI. Pataepa ta P. Monemns, 3’scoBaHo,
10 MY3UYH1 TOTIOCH TIOB’s13aH1 3 PI3HUMH MOYYTTAMH Ta adeKTaMHu, 1 SKIO0 MY3HKa
0apoko TparHylia TMpeACTaBUTH Yy TBOPI OJIMH TOMOC, KIAacMYHa MY3HKa
BUKOPUCTOBYBaJIa Ta TIO€JHYBaja pI3HUX TOMOCH B OJHOMY TBOpi, IO €
xapaktepuuM 1 ana  PekBiemy B.-A. Momapra. Cporogni JaekoiyBaHHS
KOMITIO3UIIMHUX €JIEMEHTIB 3 PUTOPUYHOI TOYKH 30py CTa€ 1€ OJHHUM
THCTpYMEHTOM ISl iHTeprpeTallii TBopy. Purtopmunuii anami3z jgae MOXJIHMBICTH
OpOYUTATH MY3WYHI HaApaTHBHU, SKI Ha TEPIIMHA MOTJSA OApa3y HE MOXKHA
po3mudpysBatH.

3’scoBaHoO, IO OCTaHHIHA mepioa TBopduocTi B.-A. Momapra (1781-1791),
30KpeMa Horo yXoBHiI TBOpH Meca C-moll K.427 Ta Requiem K.626, cBig4ath mpo
3BEpHEHHSI KOMIIO3UTOPA 0 MYy3WYHOTO Marepiany, TEXHIK Ta >KaHPiB MOMEpPeaHIX
enox, a came, OuTbmn paHHIX 3a bapoko Ta Kimacummsm, peHecaHCHHUX Ta
CEpPEIHbOBIUHUX MY3HUYHHUX CHCTeM, sKI MomapT IHTEpIpeTye y KOHTEKCTI
MY3U4HOI MOBH, KOMIIO3UTOPCHKUX TEXHIK, CBITOTJISAHUX NMPUHIUIIIB CBOTO Yacy.
[arepec Momapra a0 IyXOBHOI MY3WKH — 1€ OCMHUCICHHS OapOKOBO-
KJIACHITUCTUYIHOT JTBOEIHOCTI K (DITOCOPCHKOTO METOY BCi€l emoXu Ta BIACHOI
XYZI0’)KHBOI TIPaKTUKUA. B MyXOBHIN My3HIII KOMIIO3UTOpa TpaauIlii 0axiBChKOI Ta
TeHJICTIBChKOT MOMIPOHII MOETHYIOTHCS 3 JOCATHEHHAMM JAPaMaTHYHOTO
cuMGOHIZMY Ta OMEPHOTO MHUCTEITBA, BIIOYBAIOTHCS 3MIHU Y BEIMKUX ITUKITYHUX
BOKQJIBHO-XOPOBUX JKaHpax. SKmi0o y CBOiX paHHIX Mecax Momapt e
IOTPUMYBABCS TPAAMIIIA KaHTaTHOI MECH, XapakTepHoi ans nobu bapoko, To y
Outern  mi3HiX TBopax — «Missa» c-moll ta «Requiem» — kommo3uTop



BUKOPUCTOBYE KJIACHYHI COHATHO-CUM(OHIYHI Ta ONEPHI MPHUHLMIMN ApaMaTyprii,
reHIAJIbBHO TOENHYE iX 3 MY3UYHO-TEOPETUUYHHUMHM JIOCATHEHHSAIMHU O0apoko 1
BUMOTaMH KaTOJHUIIBKOT IIEPKBH.

PekBiem Momapra cnoBHEHUN Hanpyru Ta MPUCTPACTi (K peiriiHoi, Tak i
JIOJCBKOi), MY3HKa JIEMOHCTPYE€ TapMOHIYHY BUTOHYEHICTb, CTPYHKICTH 1
cMUIMBICTh KoMmno3ulii. TyT Momapt Onuckyde CUHTE3ye CKIaHI KOMITO3UIIIIHI
MPUHOMHU 1 PUTOPUYHY €KCIPECIIO Mi3HBOI0 0ApPOKO 31 CTPYKTYPHOIO PIBHOBArom
Ta 3BOPYILIUBUM JIIPU3MOM 3pUIOTO Kiacuiu3My. BiH MoenHye CTpOrui CTHIIb 3
HOBHM JIIPU3MOM €IMOXH KJIACHUIIU3MY — IUIABHUMHU MEJIOISIMH, CHUMETPHYHOIO
noOy/0BOI0 pyXiB, 3MIIIYBaHHSAM pI3HUX OpkecTpoBux mapiB. Came y Pekiemi
[IEpKOBHA MY3HMKa «CTaporo CTHJIIO» IMPEACTaBIeHa ApaMaTypri€lo Cceprho3HOI
OfepH, MO JO3BOJWIO KOMIO3UTOPY BHCBITIIMTH CKJIAAHI TCHUXOJIOTIYHI Ta
eMOIlIHI JapamaTuyHi 3MiHUW. He3Bakatoum Ha Te, mo PekBiem 3anumuBcs
KOMIIO3UTOPOM He3aBepIIeHnM, MomapT Jocirae B HBOMY HeETepEeBEpIICHUX
BEPIIIMH APAMaTyprii, 10 SKUX MParHyau sSK HOro MOMEePeIHUKH, TaK 1 CydaCHHUKH.
BiH € sickpaBUM MPHUKIIAIOM B3a€MO/Iii CBITCHKOTO Ta IEPKOBHOTO HAYaJ, OCKUTBKH
BITUYBA€TbCS CYO’ €KTUBHUMN TOH, KM OyB BIACYTHIM y paHHIX JTYXOBHHMX TBOpax
MorapTa, a TaKo OJHHUM 13 B3IPIIIB 3aBEPIICHHS BCl€T 06apPOKOBO-KIACUIIUCTUYHOT
€IOXHU.

VY po6oTi mpoaHasnizoBaHO Mi3HaBaHI 0APOKOBI MY3HYHO-PUTOPHUYIHI (IirypH,
Torioc, sKi B.-A. Mouapt BuxkopuctoBye B PekBiemi. BusiBieHHs 0apokoBHX
YHIBEpCAJIbHUX MPUHIIUITIB Y BUTJISI MY3UUYHO-PUTOPUIHUX (PIryp, TOBOPUTH PO
(GyHKITIOHYBaHHS CHUCTEMH CEMAaHTHYHHMX IPABWI Ta MPUUOMIB MY3UYHOI MOBH
TOro 4yacy. Po3risHyTo XxapakTepHi 0apoKOBI My3u4dHO-pUTOpHUHi (irypu «saltus
duriusculus», «passus duriusculus», «anabasis», «catabasis», «climax»,
«antithesis», «lamento», «pianto» Tta iH., O miaKpecaOOTh Yy PekBiemi
MpUTaMaHHI I[bOMY JKaHPY TOIOCH CMEPTi, CTpaxy, CMHPEHHs, IUIady TOIMIO.
PosmudpyBanus puropuuHux (iryp Hagaao YSBICHHS MO0 BHOKPEMIICHHS
MormapTomM mapTiii TOro 4u iHIIOTO TOJIOCY B OPKECTPl Ta XOpi, MiIKPECIIOIYH
pi3HOOapB’st TOYYTTIB: Bil >Kaxy, CTpaxy, CKOpOOTH, JO BTIXH, JOBIPIUBOI
MOJIUTOBHOCTI, BIpH y CIIaCiHHA Ta mpoieHHs borom.

Takoxx cepem xapakTepHHX pHUC 0apPOKOBO-KIACUIIMCTUYHOTO CBITOTIISAY
KOMITO3UTOpa y PekBieMi BHOKpEMIICHO: OapOKOBY TEXHIKY KOHTPANyHKTY SIK
KOMITO3UTOPCHKUN METOJ] MUCIIEHHS Ta MPOAYKYBaHHSI MY3UYHUX i7IeH; CaKpalbHy
TEaTPaJbHICTh, BHCOKY IHTEJICKTyali3allif0 MY3MYHOTO TEKCTy; OHOBJICHHS
TEMOpPOBOTO CKJIAJy OpPKEeCTpy, BHOOpY HOro iHcTpyMeHTapiro (BigmMoBa Bix
BANITOpH, (uieiT, TOOOIB Ta KIApHETIB, BBEJACHHS Yy OpKecTp QaroriB Ta
0aceTropHiB); BUKOPUCTAHHS KIACUYHUX COHATHO-CUM(OHIYHUX MPUHIIUIIIB
JIpamMaTyprii y CTBOPEHHI KpYIHOI KOHTPAacTHOi 0apokoBoi (opMH, SKOWO Y



PekBiemi € «Sequentia»; TOMITHOIO 03HAKOIO € 0APOKOBA YYTTEBICTh Y MOETHAHHI 3
KJIACUIIMCTUYHOIO paIliOHaJIBHICTIO. A 0Tke, MolapT CTBOPUB HOBY, CBOIO BIIACHY
0apOKOBO-KJIACUIIUCTUYHY CUCTEMY, SIKa CTBEp/DKyBajla 0araTOMaHITHICTb €IMHOTO
Ta TOBHICTIO BIANOBIAala 3arajbHiil 0apOKOBO-KJIACHUIIUCTHYHIN mapaaurmi no0u
[IpocBiTHUITBA, 10 TPUITYCKaJIa HEPO3AUIbHICTH MaKpO- Ta MIKPOKOCMOCY.

VY nocnipkeHH1 BIJ3HaYEHO BILUIMB MacoHCTBa Ha PekBieM MouapTta, axuil €
CB1JIOIITBOM MapKyBaHHS TMTMOOKO OCOOMCTUX MEPEKUBAHL KOMIIO3UTOPA, a TAKOXK
HOro MICTUYHOTO JOCBily, SIKMM pO3YMIETbCA HE JIMIIE SK MOKJIUBICTD
JOTOPKHYTHCS JI0 TOTOMOIYHOTO CBITY, a CKOPIIIIE SIK PO3IIUPEHHS MEXK JYXOBHOTO
nocBiny. Ek3ucTeHITitHAa TeMa CMepTi, SIKOK0 MPOCAKHYTUH PekBiem, 1MoB’s3aHa siK
i3 MAaCOHCBKUM KOJIGKCOM MOpaJi, Tak i BYeHHsAMHU LlepkBu, BOHA € IICHTPAILHOIO 1
OyIb-K1 PO3JyMHU TIPO JIIOJMHY Ta i CMEpTh, CBIT, bora — Bce Mae rIMOMHHUN
3MICT.

Bim3HaueHo, mo piBHOBara OapOKOBO-KJIACHUIIMCTUYHUX TCHJACHINH Y
TBOpUYOCTi MomapTta — 1ie peHOMEeH KyiabTypu [IpOCBITHHIITBA HANIEPEIOHI ITOSBU
HOBOT'O POMAHTHYHOT'O TUIY KYJbTYPH, HOBUX POMAHTHYHHX OCOOHCTOCTEH, SKi
HaJaayTh 1 HOBOT SIKOCTI.

AHani3 BUKOHaBChKOi iHTepmpeTallii PexBiemy B.-A. MomnapTa cnimpaetbcst
HAa  BJacHe JUPUTYBaHHS [MM TBOPOM Y  BHUKOHAHHI  1TaliMCHKOTO
CEpeI3eMHOMOPCHKOT0 CUM(OHIYHOTO OPKECTPY Ta MAJIEPMCHKOTo Xopy mnapadii
Mininiicekoi boxoi Marepi B wmicti [lanepmo (Itamis). KoHueptHe BUKOHAHHS
JTOTPUMYETBCSI CTPOTOTO IEPKOBHOTO CTHJIKO (BUKOHAHHS BiAOyJIocs y IIEpKBi
«Santuario della Madonna della Milicia»). Po3ramysanns Xopy Ta OpKecTpy, ix
Ckian, OapoKOBe 3BYYaHHS, MY3WYHE BIATBOPEHHS CEMAHTHYHOTO 3MICTY
JIyXOBHOT'O BEpOAJIBHOTO TEKCTY XOPOM Ta COJicTaMH; Oe37J0raHHe BUKOHAHHS
COJIICTAaMH, XOPOM Ta OPKECTPOM KaHOHIB; CKPYITYJbO3HA peajizallii CTPYKTYp
mpocoAii y BHKOHaHHI XOPOBOi MapTUTypu; BUOIp TEMOpPIB MiX BOKaJIbHUMU
MapTisIMU; BIJICYTHICTH TOJIOCOBOTO BiOpPATO y COMICTIB (110 HAOIMKY€e BUKOHAHHS
710 aBTEHTUYHOTO); apTUKYJISIIIHA YiTKICTh; BUOIp BUKOHAHHS TEMIIIB JIJISl KOKHOT
YaCTHHH TBOPY; MApPKYBaHHS IWHAMIYHUX KOHTPACTHUX IUIaHIB, a TaKOXX TOHKI
3MIHM TEMIIIB B KaJEHIIIX XOpYy Ta COJICTIB B 3aJ€KHOCTI BiA CTyNeHs iX
pO3B’si3aHHS — BCE 1€ MAaKCHMaJIbHO TOYHO BIATBOPIOE 3BydaHHs PexBiemy
Momapra y BIAMOBIIHOCTI J0 HOTO OPUTIHAIBHOTO, ICTOPUYHOTO YSBIICHHS,
MIAKPECTIOE OCOOJIMBHUI PENITifHO-MY3UYHHA CMHCI Ta JAPaMaTUYHy HAMpyTy
TBOPY; BH3HA4Ya€ OCOOWCTICHE CTaBJeHHS Kommo3utopa g0 bora Ta ioro
peNiriiHO-TyXOBHUX TMEPEeXHBaHb, CTBEP/KYIOUM 11€t0 mpo bora sk mxepeno
BTIXU Ta MPUTYIIKY.

Teopetnune ocmucnends PekBiema Momapra Hajae MOXIUBICTb XOPOBUM
JUPUTEHTAM PO3MIUPUTHU TIONTYK HOBHX BUKOHABCHKUX MOXIJIMBOCTEH HE JIHIIEC 3
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TOYKH 30pYy YAOCKOHAJIEHHS IUPUTCHTCHKOI TEXHIKM, a ¥ 3armuourtucs y
0araTomapoBy CEMaHTHKY HOTO MY3HKH.

KarouoBi caoBa: Boaspranr Amaneii Momapt, Requiem, meca, 0apoko,
KJacuuu3Mm, [IpoCcBITHULITBO, My3UYHO-PUTOPUYHI (IrypHu, Teopid aQeKTiB, TOMOC.

SUMMARY

Wang Qi. Peculiarities of the performing interpretation of «Requiem»
by Wolfgang Amadeus Mozart: between baroque and classicism. — Qualifying
scientific work on the rights of the manuscript.

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

Summary content. The scientific substantiation of the creative art project is
devoted to the understanding of issues related to the interpretation of «Requiem»
of the brilliant Austrian composer of the XVIII century, Wolfgang Amadeus
Mozart, in the context of the philosophical and artistic and aesthetic foundations of
the Enlightenment era, in particular baroque and classicist features. Despite the
already existing powerful corpus of works devoted to the life work of the well-
known composer, his spiritual choral legacy continues to provoke musicological
and performing explorations and inspire new questions, the answers to which will
allow choral conductors to significantly clarify the theoretical and performing
interpretive aspects of the work on «Requiem». Therefore, the goal of the scientific
substantiation of the creative art project is the reinterpretation of «Requiem» by
W.-A. Mozart in the context of the philosophical and artistic and aesthetic
foundations of the Enlightenment era, in particular, the general system of
«baroque-classicism» in the aspect of features of performing interpretation. The
scientific novelty of the work demonstrates an attempt at a musicological and
performing interpretation of the Requiem by W.-A. Mozart from the point of view
of the baroque and classicism system in the context of philosophical and artistic
and aesthetic trends of the Age of Enlightenment.

«Requiem» by W.-A. Mozart with its philosophical depth and musical
perfection belongs to the highest spiritual achievements of the New Age, and the
composer himself is a vivid representative of the musical culture of the
Enlightenment era. Therefore, the work examines the philosophical principles of
the Enlightenment era and their influence on musical art; examines the
Enlightenment idea of combining science and art, which provided an opportunity
to explore the scientific properties of music. In this sense, an important feature of
the Enlightenment, the colossal realization of man through scientific (intellectual)



and artistic activity, is emphasized, attention is paid to scientific theoretical
discoveries in the field of music, which related to harmony, acoustics,
temperament, didactic works in the form of instructions for performance.

A distinctive feature of the Age of Enlightenment is the balance of baroque
and classicist tendencies, which combined «logos» and «sensus», affirming the
duality of consciousness and making it a standard of thinking. The combination of
the sensual with the logic of the musical process in the art of music drew the
attention of Enlightenment thinkers to the medieval ars inveniendi, and composers
made it the main factor in music. In the same sense, the musical system «baroque-
classicism» and the commonality of their ethical and aesthetic constants are
considered. In the depths of art, in particular musical classicism, there has always
been a «living memory» of «sensual» baroque, which makes it possible to talk
about baroque features in Mozart's work as one of the most famous Viennese
classics.

Musical classicism used baroque knowledge of counterpoint, rhetorical
figures, theory of affects, etc. Therefore, in the scientific substantiation of the
creative art project, attention is drawn to the «theory of affects», in which the
aesthetic category of «sensuality» was honed during the XVII-XVIII centuries. The
origins and development of this doctrine can be seen in the concepts of
R. Descartes, J.-F. Ramo, A. Kircher, J. Quantz, J. Mattheson and others. The
theory of affects is a musical nerve, an important concept of the Enlightenment,
which prompted philosophers and composers to look for answers to the question
«What happens to a person when he listens to music?». The attention of the
composers of the XVII-XVIII centuries is attracted not only by the musical text,
but also by those who come to listen to it. Therefore, for the theory of affects, it
became the goal to find and reproduce specific musical means that caused certain
emotional reactions. Affects became a rational connection between sounds and the
soul and were presented in music with the help of various musical means:
tonalities, modes, rhythm, intonations, melodic intervals, polyphonic ornaments,
melodic and harmonic figures, dynamics, acoustic possibilities, etc. By achieving
an ideal balance between musical nature and science through the theory of affects,
it became possible for composers to achieve an appropriate Enlightenment
aesthetic by combining «logos» and «sensus».

In this context, it became important for our research to turn to the musical
and rhetorical system. Almost until the end of the XVIII century, the system of
rhetorical culture existed as a whole and monolithic. Having its roots in the ancient
tradition, rhetoric became one of the fundamental components embedded in the
general consciousness of the XVI-XVIII centuries, as well as the basis for
compositional practices that were consonant with the scientific and artistic and



aesthetic ideals of that time. Attention is focused on the German musical and
theoretical concept «musica poetica». The importance of the works of J. Lippius,
J. Burmeister, J. Mattheson, J. Scheibe, J. Kirnberger, and N. Forkel is
emphasized, in which analogies were drawn between musical composition and
language composition, lists of rhetorical figures began to be cataloged in Latin
terms and correlated with specific compositional techniques. The term
«Fiegurenlehre», introduced into the musicological discourse by A. Schering
(1908), is considered as a means of describing the tendencies of German
theoreticians of the XVII-XVI1II centuries and classifying compositional techniques
in accordance with the terminology borrowed from classical rhetoric; as well as
D. Bartel's work «Musica Poetica: Musical-Rhetorical Figures in German Baroque
Music», which demonstrates the history of certain rhetorical figures in the treatises
of musical theorists of the XVII-XVIII centuries.

It is noted that rhetoric is closely related to the concept of «topos», and more
precisely, certain meanings in the music of the XVIII century are closely related to
topos, which can be determined by rhetorical figures, as well as associations with
extra-musical content and other music. The theory of topos is the analytical tool
that was polished by the classicism of the XVIII century. Based on the research of
L. Ratner and R. Monell, it is found that musical topos are associated with different
feelings and affects; and if barogque music sought to present one topos in a
composition, classicism music used and combined different topos in one
composition, which is also characteristic of «Requiem» of W.-A. Mozart. Today,
the decoding of compositional elements from a rhetorical point of view becomes
another tool for interpreting the composition. Rhetorical analysis makes it possible
to read musical narratives that cannot be immediately deciphered at first glance.

It was found that the last period of creative work of W.-A. Mozart (1781-
1791), in particular his spiritual compositions, the c-moll Mass K.427 and
Requiem K.626, testify to the composer's appeal to musical material, techniques
and genres of previous eras, namely, earlier than Baroque and Classicism,
Renaissance and medieval musical systems, which Mozart interprets in the context
of musical language, compositional techniques, worldview principles of his time.
Mozart's interest in spiritual music is an understanding of the baroque and
classicism duality as a philosophical method of the entire era and his own artistic
practice. In the spiritual music of the composer, the traditions of Bach and Handel
polyphony are combined with the achievements of dramatic symphony and opera
art, there are changes in large cyclical vocal and choral genres. If in his early
masses Mozart still adhered to the traditions of the cantata mass, characteristic of
the Baroque era, then in his later compositions «Missa» c-moll and «Requiem» the
composer uses classical sonata-symphonic and opera principles of drama,



brilliantly combining them with musical and theoretical achievements of the
Baroque and the demands of the Catholic Church.

«Requiem» by Mozart is full of tension and passion (both religious and
human): the music demonstrates the harmonic grace, harmony and boldness of the
composition. Here Mozart brilliantly synthesizes the complex compositional
techniques and rhetorical expression of the late Baroque with the structural balance
and touching lyricism of mature classicism. He combines a strict style with the
new lyricism of the era of classicism with smooth melodies, symmetrical
construction of movements, mixing of different orchestral layers. It is in Requiem
that «old-style» church music is represented by the drama of a serious opera, which
allowed the composer to highlight complex psychological and emotional dramatic
changes. Despite the fact that «Requiem» was left unfinished by the composer,
Mozart reaches in it the unsurpassed heights of drama, to which both his
predecessors and contemporaries aspired. It is a vivid example of the interaction of
secular and ecclesiastical beginnings, as one feels the subjective tone that was
absent in Mozart's early spiritual compositions, as well as one of the examples of
the completion of the entire baroque and classicism era.

The work analyzes recognizable baroque musical and rhetorical figures,
topos, which W.-A. Mozart uses in his Requiem. The discovery of baroque
universal principles in the form of musical and rhetorical figures speaks of the
functioning of the system of semantic rules and techniques of the musical language
of that time. The characteristic baroque musical and rhetorical figures «saltus
duriusculus», «passus duriusculus», «anabasis», «catabasis», «climax»,
«antithesis», «lament», «pianto», etc., which emphasize in Requiem inherent in
this genre of the topos of death, fear, humility, crying, etc. Deciphering rhetorical
figures gave an idea of how Mozart singled out parts of one or another voice in the
orchestra and choir, emphasizing the variety of feelings: from horror, fear, sorrow,
to comfort, trusting prayerfulness, faith in salvation and forgiveness by God.

Also, among the characteristic features of the composer's baroque and
classicism outlook in Requiem, the following are highlighted: the baroque
technique of counterpoint as a composer's method of thinking and producing
musical ideas; sacred theatricality; high intellectualization of the musical text;
updating the timbre composition of the orchestra, the selection of its instruments
(rejection of horns, flutes, oboes and clarinets, introduction of bassoons and
bassethorns into the orchestra); the use of classical sonata-symphonic principles of
drama in the creation of a large contrasting baroque form, which is the «Sequentia»
in Requiem; a notable feature is baroque sensuality combined with classicist
rationality. And so, Mozart created a new, his own baroque and classicism system,
which asserted the multifacetedness of the one and fully corresponded to the



general baroque and classicism paradigm of the Enlightenment, which assumed the
inseparability of the macro- and microcosm.

The study noted the influence of Freemasonry on Mozart's Requiem, which
Is evidence of marking the composer's deeply personal experiences, as well as his
mystical experience, which can be understood not only as an opportunity to touch
the other world, but rather as an expansion of the boundaries of spiritual
experience. The existential theme of death, which permeates Requiem, is related to
both the Masonic moral code and the teachings of the Church — it is central, and
any thoughts about a person and his death, the world, God — everything has a deep
meaning.

It is noted that the balance of baroque and classicism tendencies in Mozart's
work is a phenomenon of the Enlightenment culture on the eve of the emergence of
a new romantic type of culture, new romantic personalities that will give culture a
new quality.

Analysis of the performing interpretation of Requiem by W.-A. Mozart
relies on his own conducting of this piece, performed by the Italian Mediterranean
Symphony Orchestra and the Palermo Choir of the Parish of Our Lady of Militia in
the city of Palermo (Italy). The concert performance follows a strict church style
(the performance took place in the church «Santuario della Madonna della
Milicia»). Location of choir and orchestra, their composition; baroque sound of
orchestra and choir; musical reproduction of the semantic content of the spiritual
verbal text by the choir and soloists; flawless performance of canons by soloists,
choir and orchestra; scrupulous implementation of prosody structures in the
performance of the choral score; selection of timbres between vocal parts; lack of
vocal vibrato in the soloists (which brings the performance closer to the authentic
one); articulation clarity; selection of execution tempos for each part of the
composition; marking of dynamic contrasting plans, as well as subtle tempo
changes in the cadences of the choir and soloists depending on the degree of their
resolution — all this reproduces the sound of Mozart's Requiem as precisely as
possible in accordance with its original, historical representation; emphasizes the
special religious and musical meaning and dramatic tension of the composition;
defines the composer's personal relationship to God and his religious and spiritual
experiences, affirming the idea of God as a source of comfort and refuge.

The theoretical understanding of Mozart's Requiem provides an opportunity
for choral conductors to expand their search for new performing opportunities not
only from the point of view of improving the conducting technique, but also to
delve into the multilayered semantics of his music.

Key words: Wolfgang Amadeus Mozart, Requiem, mass, baroque,
classicism, Enlightenment, musical and rhetorical figures, theory of affects, topos.



