AHOTALIS

Pamywuncoxuu /]. O. ®anTasis B KiaBipHiil Ta oprenianHiil my3umi XVI-
XIX cromiTh: eranu CTAHOBJEHHS, *XAHPOB1 O3HAKH, BUKOHABCBHKI TPaAMIIil. —
KBanidikamiifHa HayKoBa mpars Ha IpaBax pyKOIUCY.

HaykoBe 0OrpyHTYBaHHSI TBOPYOTO MHUCTEIBKOI'O IMPOEKTY Ha 3100yTTS
OCBITHBO-TBOPYOI'O CTYIEHS JOKTOpAa MUCTEITBA 3a cneniaibHicTio 025 «My3uune
muctenTBo» (ramy3p 3HaHb 02 «Kynerypa 1 mucreutBo»). — HarionansHa

My3u4Ha akajzemis Ykpainu imeHi I1. 1. YalikoBcwkoro, Kuis, 2024.

AKTyaqabHicTh Temu. PaHTaziss — OAWH 3 HaWCTapilluX >KAHPIB
IHCTpPYMEHTAJIbHOT MY3UKH, SKHH TIPOTATOM CBOTO ICHYBaHHS IOCTIHHO
3MIHIOBaBCS, 3a3HaIOUM O€3MepepBHUX TBOPYMX NEPEBTUICHH Ta KOMOIHAIN 3
IHIIUMH KaHPOBUMH CTpyKTypamu. CXWibHICTH (DaHTa3li 70 KOMIO3UIIMHOI Ta
TEMaTUYHOI CBOOOH, /10 IMIIPOBI3AIIHHOCTI BUKIAJEHHS Ta PO3BUTKY MY3WYHOTO
MaTepially JaBajlid MOJIMBICTh JJisi TPOsiBY TBOpYOi ¢aHTazii KOMIIO3UTOPA,
KPEaTUBHOCTI MOro MHCIEHHS. 3BIICM — EKCIIEPUMEHTAIbHUM XapakTep
NepeBa)KHOi OUIBIIIOCTI TBOPIB I[LOTO KaHPY, SKI CTaBaJM MEBHOI OCHOBOIO IS
yIOCKOHAJICHHSI KOMITO3UTOpaMH BJIacHOTO muchMa. CaMOOyTHI «TE€XHOJIOTIUHI»
3HaXiIKK  aBTOpiB  (aHTa3ii  BiAKpUBAIM  HE3BiAaHI  TOPH30HTH Y
KOMITO3UTOPCHKOMY TIPOCTOPI 1 JaBajid MOIITOBX JJII PO3BUTKY HOBUX TEHICHIIIM
Yy BUKOHABCBKIH cdepi.

[ToyaTkoBHMil eTam pO3BUTKY MHCTEITBA BHKOHAHHS Ha I1HCTPYMEHTax
HEBIITITBHUHM BiI TBOPUYOTO MPOIIECY MUTI[IB-KOMIIO3UTOPIB, SIKI METOJIOM CHpOO 1
MOMIIOK pyXanucsi y OiK JOBEpIIEHOCTi, HAMAaralouuch BiHAWTH OajaHC MiXK
IMIIPOBI3aIMHICTIO PO3TOPTAHHA MY3UYHOI YMKH Ta ITUTICHICTIO Kommo3ullii. B
*)aHpi (aHTa3ii A0 BKa3aHOIO TAaHAEMY JIOJAaBaBCS TPETIH KOMIIOHCHT —
JIEMOHCTpAIliS BIPTYO3HOI MalCTEPHOCTI BOJIOAIHHS 1HCTpyMeHTOM. Tox daHTazis
3 MOMEHTY CBOro (opMyBaHHA B IHCTPYMEHTAJIbHIA MY3HIl O€3MOocepeHbO

OB’ sI3aHa 31 CTAHOBJICHHSAM BUKOHABCHKHX TeHHeHHiﬁ.



Marepiajiom J0CTiTKeHHSI TIOCIYTYBaM MY3WYHI TpaKTaTH, a TaKOX
kiaBipHi Ta QoprenianHi ¢anraszii XVI-XIX cronite, CTBOpEHI KOMIO3UTOpaMU
pi3HUX HallloHaNbHUX KU Icnanii, ITamii, Aarmii, ®panuii, HiMmeuunnu, ABcTpii.
Jlo aHAMITHYHUX TPOLEAYp 3aTydalIucs 3pa3Kd >KaHPy, TMOKa30Bi IS THX YU
IHIIMX eTamiB HOro icTtopii, BOJHOYAaC Ti TBOPHU, SIKI OTPUMAIHM IIMPOKE
BUCBITJIEHHSI y BITYM3HSHOMY MY3MKO3HABCTBI, OMHHAIUCA. BepxHio Mexy
po3rsiHyTOr0 B po0oTi nepiony no3navae danrasia op. 77 JI. B. berxosena, sika,
Ha JIyMKYy aMEpUKAaHCHKOTO BHKOHaBIM Ta MucrenrBo3HaBls Illona Illynsre, €
OCTaHHIM 3pa3KoM BUIbHOI (popMu, 10 OE3MOCEPENHBO BiIJI3EPKAIIOE TPOIIEC
CIIOHTaHHO1 IMITPOBi3allii.

HaykoBa HOBH3Ha JIOCITIDKEHHS TIOJISTa€ y TOMY, IO BIEpIIC B
YKpPaTHCbKOMY MY3WKO3HABCTBI PO3MVIIHYTO TCOPETUYHI TOTJISAM Ta TPAKTUYHI
HACTaHOBH MY3WKAaHTIB Apyroi nosoBuHu X VI cTomitts mono ¢peHomeny ¢ganTasii;
3 TIO3UIIi1 CTUIILOBUX 3MillIaHb MTpoaHaiizoBaHo 36 danTtasii ausa kinaBipy TWV 33
['eopra @imima Tenemana; BHUCBITIICHI IHTEpIpeTaliiiHl pIICHHS BIJHOCHO
CTWIbOBUX ocoOiuBocTe#t BukoHaHHs ®antasii fis-moll H. 300 . E. baxa.
JlicTanu MmojajibIlioro po3BUTKY YSABICHHS MPO MPOIECH PO3BUTKY JKaHPY (aHTazii
y MeXax MpoBiTHUX HarioHanbHUX KT X VI — nepmroi monoBuau XVIII cromitrs,
a TaKoX CIIOCTEPS)KCHHS IIMOJ0 OCOOJMBOCTEH IMIIPOBIZAIIMHOIO  CTHITIO
JI. berxoBeHa, CKOHIIEHTpOoBaHUX y Horo ®antasii op. 77. YTOUHEHO MPHUHITUIIN
noOy10BU «BUTRHOI (haHTa3ii» Ha npukiani «Maenbkoi panTasiin C-dur KV 395
ta ®anTasii C-dur KV 394 B. A. Momnapra.

HaykoBe oOrpyHTyBaHHS TBOPYOTO MHCTEUBKOTO TMPOEKTY CKIIAAETHCS 3
JBOX PO3AUTIB Ta MIECTH MiApo3ALTiB. Y migpo3aium 1.1 po3risHyTO TpakTatu
icnanms Tomaca nme Canra Mapis «MuctenrBo rpu ¢danrtasiin 1565 poky Tta
itamiist  Jxuponamo  [lipytn  «TpancunbBanens» 1593 poky. AHamiz mmx
TpakTaTiB JIOBOJAWTH, 10 (aHTa3iss B JApyridi mojoBuHi XVI cTomiTTs
JEMOHCTpYBaJla HAWBUIY MANCTEPHICTh BHUKOHABIA, sIKa MPOSBISIACH B
MHUCTEITBI IMIIPOBI3yBaHHs B cTporomy mnosidoniyHomy ctuii. [Iponec HaBuaHHs

MPOXOJUB Yepe3 BUBUCHHS TECOPETHUUYHHX OCHOB MY3WKH, 3aKOHIB MOMIpOHII Ta



MIATPUMYBABCS  TOCTIMHOIO MPAaKTUKOW Tpu Ha 1HCTpyMeHTI. OcTaHHS
COpsSMOBYBaJlacsi HE TIIBKM Ha yJOCKOHAJCHHS TEXHIYHMX HABUYOK Ta
3aKpIMJICHHS TIpaBWJ CTBOPEHHS (paHTasli, ajie ¥ Ha HAKOMHYECHHS TEBHUX
MEJOJIMYHUX, KaJeHUIMHUX Ta (GakTypHux Gopmyna, sKI MOIJIM  Hajaml
BUKOPUCTOBYBATHCS Y4YHSMHM Yy BJIacHUX immposizauiax. IlomiTHuil npu
MOPIBHSIHHI TPAKTATIB, HAIIMCAHUX 3 PI3HUIICIO MaiXke y MIBCTOMITTS, MOCTYIOBUM
pYyX A0 mociadiieHHs CTPOTrUX MPaBUil KOHTPAMMYHKTY Ta aKTUBI3allil (irypamiiHux
€JIEMEHTIB BIJOOpa)ka€ MaricTpajbHUN BEKTOpP PO3BUTKY (paHTa3li K CKIAJOBOI
YaCTUHU KOMIIO3UTOPCHKOTO Ta BUKOHABCHKOTO MPOIIECIB, XapaKTEPHUX /ISl EOXHU
nizHporo Penecancy.

VY migpo3auni 1.2 aHanizyroThCs THCTPYMEHTAbHI I1’€CH B aHpi (aHTasii,
CTBOPECHI TMpPEICTaBHUKAMU PI3HUX €BPOMEUCHKUX IIKUT MPOTATOM JAPYyroi
nosioBuHU XVI — nepmioi nonoBuau XVIII cTomitrs, 30kpema icnanieM Tomacom
ne Canrta Mapis, iramiiiiem [xuponamo dpeckobanbai, ppanmy3amu Illapaem
Pake Ta Jlyi Kynmepenom, anrmiiitsamu Binbsimom beopaom, [[xaiinzom ®apheoi,
romnanaeM oM CseminkoM, Himusmu Camyenem Illeiinrom, Horanmom
®pobeprepom,  Moramnom  Ilaxensbemem.  Pe3ynpTatoM  aHaTiTHYHHX
CIIOCTEPEKEHb CTA€ BHCHOBOK MPO (POPMYBaHHS JBOX BEKTOPIB PO3BUTKY KaHPY
— KOHTPAIyHKTHYHOrO Ta (HirypaTHBHOI'O: MEPIIMN JOMIHYE B ICITAHCHKIN Ta
HIMEIbKIM IKOMaX, JAPYIMd — B aAHIJIHCBKIA Ta (paHIly3bKid. Y JIesKUX
KOMITO3UTOPIB IIi JIiHI{ CHIBICHYIOTh YW B3a€EMOJIIOTh, SIK HAMPHUKIIA] B TBOPYOCTI
Slna Caeninka, Tak 3BaHI «MOHOTEMaTW4HI» (aHTa3ili SKOrO € BEPIINHOIO
noyidoHIYHOT TeXHIKH, a «¢aHTa3li Ha MaHep BIIYHHS» JIEMOHCTPYIOThH
JOMIHYBaHHs (DIrypamniiiHO-aKOp/IOBOr0 BHUKJIAAy HaJ IMITAI[IHHOIO TEXHIKOIO Ta
pucu ToMoGOHHO-TAPMOHIYHOT haKTypH.

[Tigpo3nin 1.3 mpHCBAYEHO OKIATHOMY BHBYCHHIO 36 QaHTasiii mis
knaBipy ['eopra ®imima Tenemana. Bumani y 1733 poiii, BOHU BiII3epKATIOIOThH
«TEepEeXITHUIMY XapakTep enoxu, Bia3HaueHul pyxoM Bin bapoko no Knacunuszmy.
Ile mae mpo cebe 3HATHU y NOEAHAHHI B PO3MISIHYTHX (aHTA31aX MOPUHOMIB

KOHmMpanyHKmu4Horo ImMCbMa 3 pHCAMH «2AlAHMHO20 CMUIIO): FOMO(l)OHHOIO



dakTyporo, TrpaliifHO MENOAUKOI, SICHUMH TapMOHIYHMMH  (dapOamu,
BUIIYKAHOIO MENI3MaTUKOI. AJie BaXJIMBUM € W Te, W0 TaJaHTHUA CTUIb
crpuiiMapcs y nepuriid mosioBuH1 X VI ¢cTOMITTS Ik CHHOHIM «BUTBHOTO CTHIIIO», 1
Take HOT0 PO3YMIHHA PE30HY€E 13 MAriCTpaJIbHUM BEKTOPOM €BOJIIOLIT KaHPY
(anTazii — Bix 0araTOBIKOBOI TpaAMIlli CTBOPEHHS I1'€C LIOIO TUIY B CTPOTHX
paMKax KOHTPAaIyHKTUYHOTO THChMa JO HEBUMYIICHO-IPHPOJHUX TIPOSIBIB
TBOPYOi ySIBH, HE CKYTOI )KOJTHUMHU OOMEKCHHSIMH.

Tpanuuis cTBOpeHHs «BUIbHOT (haHTa3l» JOCATNIa CBOTO PO3KBITY Y
tBOpuocTi ®urina Emanyens baxa, Bonasdpranra Amaznes Mouapra Ta Jlroasira Ban
berxoBena, uni onycu cTaroTh 00’ €KTOM JOCIIKEHHS Y IPYrOMY PO3aiIl poOOTH.

®inin Emanyens bax BukiaB cBoi ysBieHHS npo (haHTa3il0 Ha OCTaHHIX
CTOpIHKAaX JBOTOMHOI mpaii «JlocBia mpo ICTUHHE MHUCTEUTBO T'PU Ha KIaBIpi».
Bin wHarosjomrye Ha BaXJIMBOCTI BUIBHOI (aHTa3li SIK OCHOBHOI HaBHYKH,
HEOOXITHOT SIK JJIsI BUKOHABI[IB, TaK 1 JJII KOMIIO3UTOPIB, Ta OKPECIIOE TOJOBHI
NPUHIIMITH, 332 SKUMH BOHA Ma€ CTBOPIOBATHUCSA, a caMe: MICTUTH TOCTpl IMHAMIYHI
KOHTPAcTH, CMUIMBI TOCTIAOBHOCTI 3MEHIIEHUX aKop/iB, OE3TaKTOBI PO3ALIH,
JacTy 3MiHYy TEMIIIB Ta ToOHajlbHOCTeW. BracHi ¢anrtasii baxa, mpu Bciit
PI3HOMAHITHOCTI iXHIX MacmTabiB, TEMAaTHYHOTO HANOBHEHHS, METPHUYHHUX
0COOJIMBOCTEH, IEMOHCTPYIOTh MPAKTUYHE TOTPUMAHHS TEOPETUYHUX HACTAHOB Ta
[MO€THAHHS 0araTbOX CTUJIBLOBUX TEUIM Ta TEXHIK IUChMA.

Cepen maBipHux (anrasziii B. A. Mouapra s aHaTITUYHOTO PO3TIISAY
oOpaHo MajoBimomi paHHi 3pa3ku: «Manenbka ¢antasissy C-dur KV 395 1777
poky Ta ®anrtazis C-dur KV 394 1782 poky, sika pasom 3 (yrorw ckiagae
JBOYACTMHHMNA IIMKJI. XapakTepHOIO PHCOI0 BKa3aHUX TBOPIB € iX »KaHpOBa
HEOJHO3HAYHICTh: NIeAKl JAOCHIAHWKH, 30kpema ['epman AOepT, BU3HAYAIOTH IIi
TBOpU SIK BiacHe (haHTa3zii, Xoua caM KOMIIO3UTOP Yy JINCTAaX XapaKTEpHU3ye iX sIK
[Ipentoniro Ta Kampuwio. Kpim TOro, y mmx panHHiX 3pa3kax MomnapT TUIbKH
MOYMHAE «IPUMIPSATH» BUIbHE TMUCHBMO JO CBOTO CTWJIIO, HaMararmyuch
BUKOPHUCTOBYBAaTH TOM apceHaj BHUPA30BUX 3aC001B, AKUU OyB XapakTepHHUI 1Jis

ni3Hix ¢anrtazii @. E. baxa: 0e3TakToBl po3Auiv, BUIBHUN pyxX (QIirypamiiHux



Maca)<iB, KOHTPACTHICTh TEM, AUHAMIKU, 00pa3iB Towo. [{11KOBUTOT JOBEPIIEHOCT]
dopMHu Ta XyA0XKHBOT TyMKH MonapTy BIA€EThCS BIAHANTH Y CBOEMY OCTAHHBOMY
TBOP1 3 aBTOPCHKUM MO3HAYEHHSIM «(aHTa3ls» — kinaBipHid PanTazii KV 475 c-
moll.

TBopuicTs JI. berxoBeHa BiiMHyNa Ha (OpMyBaHHS HOBOI'O BUKOHABCHKOTO
(opTemniaHHOTO CTUIIIO, IO BUSBUIIOCH, 30KpeMa, B HOro iIMIpoBi3alisix Ha MyOiIli.
Kapn Yepni posnuise immpoBizanii KOMMo3uTopa Ha Tpu Buau. [lepmmii Bua
XapaKTepU3y€eThCs BHUKIAJCHHSIM Yy (OpMI COHATHOTO ajerpo abo poOHMIO, SIK Y
(iHanax coHar, Ipyruil MoB's3aHuM 3 BUIBHMUMH BapialiiHuMH (HopMamu, TPETii
— e 3pasku 3MmimaHoi Gopmu «y ctwil monypi». llpukinagom ocTaHHIX €
po3risiHyTa B po6oti dhopTrenianna danTtazist op. 7/ — OJJTHOYACTUHHA KOMITO3HIIS
3 TOCTIMHMMU, Mai’ke MUTTEBUMHU 3MIHAMH MY3WYHOTO Marepiany, pi3KUMH
nepexolaM 3 OJIHI€T TOHAIBHOCTI B 1HINY, YaCTUMH (irypaniiHo-(hakTypHUMHU,
TEMIIOBUMU Ta METPUYHMMH KOHTpacTamMu. OJIHAK TMOINPH HASBHICTh BEIMKOT
KUTBKOCTI TEMATUYHUX Ta CTPYKTYPHUX MEPEIUIETIHD Y TBOPi, beTX0BeHyY BlaeThcs
HE BTPATUTH €IHOCTI (GOpPMH Ta BOJHOYAC CTBOPUTH SICKPABUM 3Pa30K «BLIBHOT
danTazii».

Orxe, 3a Tpu CTOMTTSA icTopli >kaHpy ¢anTasii chopmyBamocs Horo
CYyTHICHE SIpO Ta BHU3HAYIIKCS TOJOBHI BEKTOPH IOJAJBIIOIO PO3BUTKY, SIKI
MIOBHOIO Mipoto OyayTh peanizoBani B My3uIli XIX—XX cTOJITh.

KuarouoBi caoBa: owcanp ¢anmasii, imnposizayia, xnasipna myszuka XVI-
XV cmonimms, nonigponiunuti ma 2omoghonHo-2apmMoHiuHULl CMui, €8PONENUCHKI

KOMI’ZOS’MI’I’ZOpCbKi ma BUKOHABCLKI WKOJIU.

SUMMARY

Ratushynskyi D. O. Fantasy in Keyboard and Piano Music of the 16"-19™
Centuries: Stages of Formation, Genre Features, Performance Traditions. —

Qualification 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"). —
Ukrainian National P. Tchaikovsky Academy of Music of Ukraine, Kyiv, 2024,

Relevance. Fantasy is one of the oldest genres of instrumental music, which
has been constantly changing throughout its existence, undergoing continuous
creative transformations and combinations with other genre structures. The
tendency of fantasy to compositional and thematic freedom, to improvisational
presentation and development of musical material made it possible for the
composer's creative imagination and creativity of thinking to be manifested. Hence
the experimental nature of the vast majority of works of this genre, which became
a certain basis for composers to improve their own writing. The original
"technological” findings of the authors of fantasies opened up unexplored horizons
in the compositional space and gave impetus to the development of new trends in
the performing sphere.

The initial stage of the development of the art of performing on instruments
is inseparable from the creative process of composers who, by trial and error,
moved towards perfection, trying to find a balance between the improvisational
deployment of musical thought and the integrity of the composition. In the genre of
fantasy, a third component was added to this tandem — a demonstration of
virtuoso mastery of the instrument. Thus, from the moment of its formation in
instrumental music, fantasy has been directly related to the formation of
performance trends.

The material of the study is based on musical treatises, as well as keyboard
and piano fantasies of the 16™ and 19" centuries, created by composers of various
national schools: Spain, Italy, England, France, Germany, and Austria. Samples of
the genre that indicate certain stages of its history were included in the analytical
procedures, and those works that received wide coverage in domestic musicology
were omitted. Beethoven’s Fantasia op. 77 marks the upper boundary of the period

under consideration in this work and, according to the American performer and art



critic Sean Schultz, is the last example of free form, directly reflecting the process
of spontaneous improvisation.

Scientific novelty of the work lies in the fact that for the first time in
Ukrainian musicology the theoretical views and practical instructions of musicians
of the second half of the sixteenth century on the phenomenon of fantasy are
considered; 36 fantasies for keyboard TWV 33 by Georg Philipp Telemann are
analyzed from the point of view of style mixtures; interpretive decisions regarding
the stylistic features of the performance of the Fantasy fis-moll H. 300 by P. E.
Bach are highlighted. The ideas about the processes of development of the fantasy
genre within the leading national schools of the XVI — first half of the XVIII
century, as well as observations on the peculiarities of L. Beethoven's
Improvisational style, concentrated in his Fantasy Op. 77, have been further
developed. The principles of constructing a "free fantasy" are clarified on the
example of the "Little Fantasy” C-dur KV 395 and the Fantasy C-dur KV 394 by
W. A. Mozart.

The scientific substantiation of the creative art project consists of two
sections and six subsections. Subsection 1.1 examines the treatises of the Spaniard
Tomas de Santa Maria "ElI Arte de tafier Fantasia” of 1565 and the Italian
Girolamo Diruta "Il Transilvano™ of 1593. The analysis of these treatises proves
that fantasia in the second half of the sixteenth century demonstrated the highest
skill of the performer, which manifested in the art of improvisation in a strict
polyphonic style. The process of learning was based on the study of the theoretical
foundations of music, the laws of polyphony, and was supported by the constant
practice of playing the instrument. The latter was aimed not only at improving
technical skills and consolidating the rules for creating fantasy, but also at
accumulating certain melodic, cadential, and textural formulas that could be used
by students in their own improvisations. Noticeable when comparing treatises
written almost half a century apart, the gradual movement toward relaxing the

strict rules of counterpoint and activating figurative elements reflects the main



vector of fantasy development as an integral part of the compositional and
performing processes characteristic of the late Renaissance.

Subsection 1.2 analyzes instrumental pieces in the fantasy genre created by
representatives of various European schools during the second half of the sixteenth
and first half of the seventeenth century, in particular, the Spaniard Tomas de Santa
Maria, the Italian Girolamo Frescobaldi, the French Charles Racquet and Louis
Couperin, the English William Byrd, Giles Farnaby, the Dutch Jan Sweelinck, the
Germans Samuel Scheidt, Johann Froberger, and Johann Pachelbel. The result of
analytical observations is the conclusion that two vectors of the genre's
development have emerged: counterpoint and figurative. The former dominates in
the Spanish and German schools, the latter in the English and French. For some
composers, these lines coexist or interact, as in the work of Jan Sweelinck: his so-
called "monothematic™ fantasies are the pinnacle of polyphonic technique, and his
"fantasies in the manner of an echo” demonstrate the dominance of figurative
chordal presentation over imitative technique and features of homophonic texture.

Subsection 1.3 is devoted to a detailed study of Georg Philipp Telemann's 36
Fantasies for harpsichord. Published in 1733, they reflect the "transitional”
character of the era, marked by the movement from Baroque to Classicism. This is
evident in the combination of counterpoint techniques in these fantasies, in
particular, the use of imitative and canonical forms of presentation, with the
features of the "gallant style": homophonic texture, graceful melody, clear
harmonic colors, and exquisite melismatics. But it is also important that the gallant
style was perceived in the first half of the eighteenth century as synonymous with
the "free style,” and this understanding resonates with the main vector of the
evolution of the fantasy genre-from the centuries-old tradition of creating plays of
this type within the strict framework of counterpoint writing to the naturally
natural manifestations of creative imagination, unconstrained by any restrictions.

The tradition of creating "free fantasy" reached its peak in the works of
Philipp Emanuel Bach, Wolfgang Amadeus Mozart and Ludwig van Beethoven,

whose opuses are the subject of the study in the second section of the work.



Philipp Emanuel Bach outlined his ideas about fantasy on the last pages of
his two-volume work “Essay on the True Art of Playing Keyboard Instruments”.
He emphasizes the importance of free fantasy as a basic skill for both performers
and composers, and outlines the main principles by which it should be created,
namely: containing sharp dynamic contrasts, bold sequences of diminished chords,
non-cyclic sections, and frequent changes in tempo and key. Bach's own fantasies,
with all the variety of their scale, thematic content and metrical features,
demonstrate practical adherence to theoretical guidelines and a combination of
many different stylistic trends and writing techniques.

Among W. A. Mozart's keyboard fantasies, little-known early examples are
chosen for analytical consideration: "Little Fantasy" in C-dur KV 395 of 1777 and
Fantasy in C-dur KV 394 of 1782, which together with the fugue constitute a two-
part cycle. A characteristic feature of these works is their genre ambiguity: some
researchers, in particular Hermann Abert, define these works as fantasies, although
the composer himself characterizes them as Prelude and Capriccio in his letters. In
addition, in these early examples, Mozart is just beginning to "try on™ free writing
to his style, trying to use the arsenal of expressive means that was characteristic of
Bach's later fantasies: non-stop sections, free movement of figurative passages,
contrasting themes, dynamics, images, etc. Mozart manages to find the complete
perfection of form and artistic thought in his last work with the author's
designation "fantasy" - the keyboard Fantasy KV 475 c-moll.

Beethoven's work influenced the formation of a new performing piano style,
which manifested, in particular, in his improvisations in public. Carl Czerny
divides the composer's improvisations into three types. The first type is defined by
the presentation in the form of sonata allegro or rondo, as in the sonata finale, the
second is associated with free variation forms, and the third is samples of mixed
form "in the style of potpourri”. An example of the latter is the Piano Fantasia Op.
77, considered in this paper, a one-movement composition with constant, almost
instantaneous changes in musical material, sharp transitions from one key to

another, frequent figurative and textural, tempo and metrical contrasts. However,



despite the presence of a large number of thematic and structural intertwining in
the work, Beethoven manages not to lose the unity of the form and at the same
time creates a vivid example of "free fantasy".

Thus, over the three centuries of the history of the fantasy genre, its essential
core has been formed and the main vectors of further development have been
determined, which would be fully realized in the music of the 19""-20™ centuries.

Keywords: fantasy genre, improvisation, keyboard music of the 16—
19" centuries, polyphonic and homophonic styles, European composing and

performing schools.

Cnucok ony0.1ikOBaHMX MPanb 3a TEMOKO POOOTH

OcHOBHI TOJIOXEHHS KBaridikaIiifHOT HaAyKOBOI Mpalll BUKIAICHO Y JIBOX
OJIHOOCIOHHMX CTaTTSAX, OIMYOJIIKOBAaHUX Y HAYKOBHX BHJIAHHSAX, 3aTBEPKCHUX
MOH Vkpainu sax ¢axoBi B rany3i «MHUCTEITBO3HABCTBO». 3a TEMOIO
JOCJIIJDKEHHsT  OMYOJIIKOBaHO JBI OAHOOCIOHI cTarTi B (aXxoBUX HAYKOBHX
BUJIaHHSAX, 3aTBepxkeHuX MOH VYkpainu.
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MiXBY31BChbKMI 30IpHUK HAyKOBHUX IIpallb MOJOJMX BUYCHHX JIporoOuIlbKOro
JEeP>)KaBHOTO TIeIaroriyHoOro yHiBepcuTeTy iMeHi IBana ®dpaHka /pei.-ymops.
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Anpo0aunisi MaTepiajaiB 10CTiIKEHHS

Po6ora oOroBoproBasiach Ha 3acilaHHi Kadeapu ICTOpii CBITOBOi MY3UKH
HMAY im. I1. I. YaiikoBcbkoro. Matepianiu poboTH Ta ii OKpeMi NOJI0KEHHS 0yu
MPEICTaBIICHI HA IIECTH MIKHAPOJIHHUX Ta BCEYKPATHCHKUX KOH(PEPEHITISIX:
MINHCHAPOOHI:

- XVIII  MixHapoaHa HayKoBO-NpakTUyHa KoHpepeHuis «CBiToBUM
KyJIbTYPHHH TPOCTIp Kpi3b MPU3MY CYYaCHUX TJIoOami3allifHuX, MaHAEMIYHUX
BUKMKiB Ta BiHW» (PiBHe, 17-18 nucromama 2022 p.), gomoBias «Pomb
MYy3UKAaHTAa-BUKOHABIlI B 1HTErpaiii yKpaiHChKOI MY3HYHOI CIAIIIUHU JI0
CBITOBOTO KYJIbTYPHOTO MIPOCTOPY: BUKIIUKHU Ta TICPCIICKTHUBN»;

- VII MixHapoaHa HayKoBO-TpakTH4YHa KoHpepeHIiss «Ykpaina. €apoma.
CeiT. IcTopis Ta iMeHa B KyJIbTypHO-MHUCTEIbKUX pedrekciax» (KuiB, 24
mucronazna 2023 p.), nonoias «Knapipaa danrasia kinug XVI — nouatky XVII cT.
Ha NUIAXY B MOJi(pOHIYHOTO 10 TOMO(GOHHO-TAPMOHIYHOTO CTHITION;

- XIX MixHapogHa HayKOBO-TIpaKTHUYHAa KoHpepeHIis «YKpaiHChKa 1
CBITOBa KyJIbTypa B YMOBax rio0aiizaiiiHuX BUKJIMKIB Ta BiitHW» (PiBHe, 16—17
mucronazna 2023 p.), nonosinb «KiapipHa ¢aHTazis y €BpOoneHchKiii My3ulll KiHIII
XVII — mouatky XVIII cTomiTTsI: BEKTOPHU €BOIIOII1»;

- TpunanustTa Mi>kHapoHa HaykoBa KoH(pepeHiiss «HOBueiH1 Ta mam’sITHI
natu 2023 poky» (Kuis, 20-21 nucronama 2023 p.), nonoBins «KnapipHi danTasii
I'eopra ®urina TenmemaHa B KOHTEKCT1 CTUIIbOBUX TEHJCHIIIN Yacy»;

- MibkHapo/lHa HAayKOBO-TIpakTUYHA KoH(epeHiiss «CBiToBa KyJIbTypHA
craJauMHa B yMoBax ¢opmyBaHHsS HOBOro cpitonopsiaky» (Kuis, 7 rpynus 2023
p.), monoBinp «Crenudika aBTEHTUYHOTO BUKOHAHHS (paHTa3id /Il KJIaBIpy COJIO
I'. ®©. Tenemanay;

8CEYKPAIHCHKI.
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- BceykpaiHchkuil Kpyrauid CTUT Ha TeMy: «YKpaiHChbKUN (PECTUBATIbHUM pyX
B yMOBaxX BIMHM K OJWH 13 HAWBaromillUuX Ba)XeliB MY3UYHO-ICTOPUYHOIO
npouecy» (KuiB, 3 »xoBTHs 2023 p.), nonoBinb «My3uunuii (ecTuBasib SK

THCTPYMEHT (hOPMYBaHHS KyJIbTYPHOI 1I€HTUYHOCTI».

Anpo0auisi TBOPYOro MUCTELKOI0 MPOEKTY Y KOHIEPTAX

3a TEMOI0 TBOPYOTO MHCTEILKOTO IPOEKTY TMPE3EHTOBAHO TPHU COJIBHI
nporpamMu  (WIICTh KOHUEPTHHX ampoOarliif), sKi JAEMOHCTPYIOTh €BOJIOLIIO
PO3BUTKY *aHPY KJaBipHOi Ta ¢opTenianHoi paHTasii:

- 16 Oepesns 2023 p. — ConbHuii koHuepT «®DaHTazis Kpi3h CTOJITTS»
(Harmionanbna My3u4uHa akanemis Ykpainu imeni [1. 1. YaiikoBcbkoro, Manuii 3a
im. O. C. Tumounenka), porpama: M. C. bax, Xpomarnusa ¢antasis i gpyra d-moll,
BWYV 903; B. A. Momuapr, ®anraszis c-moll, K. 396; JI. berxosen, ®anrazis g-
moll, op. 77; ®. lllonen, ®anraszis f-moll, op. 49;

- 20 Gepesnst 2023 p. — DectuBans MaiictpiB muctenTB iM. C. PixTepa Ha
OatpkiBiIuHI miaHicTa (JKutomupceka obnacHa dinapmonis imeni C. Pixtepa,
Besukunit 3an), mporpama: M. C. Bax, Xpomaruuna danrasis i gyra d-moll, BWV
903; ®. Illomen, danraszis f-moll, op. 49;

- 1 mucronaga 2023 p. — ConbHuil KOoHIEPT (PKUTOMUPCHKUI MY3HUYHHUI
daxoBuii xkonemx iMeHi B. C. Kocenka, Benukuit 3am), nporpama: @. llyGepr,
danrazis «birykau»y C-dur D. 760; I'. Teneman, JIBi ¢danraszii: e-moll, g-moll,
TWV 33: 27, 17; W. Taiian, ®antasis C-dur. Hob.XVII:4; ®. lllonen, [Tomoues-
danTazis As-dur op. 61;

- 21 mucromana 2023 p. — Conbauit KoHIEPT «Po3MairTsa cBiTy danTaszii»
(Harmionanbna my3uyHa akagemis Ykpainu imeni I1. 1. YalikoBcbkoro, Manuii 3an
im. O. C. Tumomenka), nporpama: @. Illyoepr, @anTazis «biaykau»y C-dur D. 760;
I'. Teneman, JIBi ¢anrasii: e-moll, gmoll, TWV 33: 27, 17, W. Taiinn, danTasis
C-dur. Hob.XVII:4; ®. Illonen, [Tonones-danrazis As-dur op. 61,

-8 TpaBusa 2024 p. — ConbHuil koHUEpT (PKUTOMUPCHKUN MYy3UUHHUI

daxouit konemx iMeni B. C. Kocenka, Benukuii 3an), nporpama: . Jlicr,



danrazis-conata «Aprés une lecture du Dante»; ®. Mennenscon, danraszis fis-
moll; 1. Bbpamc, 7 ®anrasiii op. 116;

- 13 TpaBus 2024 p. — TBopumii MHUCTEUBKHMH NPOEKT HaA 3700yTTS
OCBITHBO-TBOPYOI0 CTyNeHs JoKTopa MuctenTsa (HamionanbHa My3uuHa akajemis
VYkpainu imeni I1. 1. YalikoBcbkoro, Manuit 3a1 iM. O. C. TuMorieHka), mporpama:
®. Jlict, ®anrasis-conara «Apres une lecture du Dante»;, ®. MenuenscoH,

®danrasis fis-moll; 1. Bpamc, 7 danrasiii op. 116.



