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JIanb FQanbMmeii. Hlnsxu npodeciitHoi MaMCTEePHOCTI
KOMIIO3UTOPCHKOTO BTiIeHHsT 00pa3y Beneunii y BokaabHi my3umi XIX
croJiitTa. — KBamdikamiitHa HaykoBa mparis Ha IpaBax pyKOIHCY.

Jucepraiiisi Ha 3700yTTS HAYKOBOT'O CTYIIGHS JokTopa (inocodii 3a
cnemianpHicTIO 025 — «My3uuyne muctenTBo» (02 — «KymnbTypa 1 MHUCTEUTBOY).
XapkiBcbkuil HarioHanpHUN yHiBepcuteT mucteutB imeHi l. I1. Kornspescrkoro,
MiHiCcTEepCTBO KyJNbTYypU Ta 1H(POpMAIliiHOT OMTHKH YKpainu, XapkiB, 2021. —
Cymcpkuil aepxaBHUN nenaroriyHuil yHiBepcuret iMeHl A. C. Makapenka, 2021,
MiHicTepcTBO OCBITH 1 Hayku Ykpainu, Cymu, 2021.

JlocmipkeHHsT  CIIpsSIMOBaHE HA  BUABICHHS NUIXIB  mpodeciifiHoro
KOMITO3UTOPCHKOTO BTUIEHHSI 00pa3y Benewii y kamepHoO-BoKanbHIM My3umi XIX
CTOJITTA €Bponerchkoi Tpaauiii. CtaBiaeHHs 10 BeHemii Sk OQHOTo 3 HAWOUIBII
MOETUYHO-KUBOMMCHUX MICT CBITY MIIHO 3aTBEPAUIIOCS B XYHOXKHINA TBOpYii
OpakTull. Y YUCIEHHUX JITEPaTypHUX TBOPAX MICTO MOCTae OaraTOrpaHHUM 1
CyNEepewWINBUM, OyIydr 300paXKeHHM: TO Kpi3b MPU3MY 3JIUTTS JUIOBUTOCTI Ta
pomanTuku («Beneniancebkuii kynenps» B. Illekcmipa), TO MpOCTOPOM BIYHOTO
KapHaBany 1 1eHtpoMm ocBiTH (rm’ecu BenemianmiB K. [onmi, K. lompmoni), To
MICIIEM Ta€MHHUX 3MOB, TMOXMYpUX po3mnpaB (apama B.Ttoro «Anmkeno
[lanyancbkuii»), To Mpi€eto, 3eMHUM paeM («Benemiancbka Hiu» [. Ko3nosa,
«€srenit Onerin» O. [lymikina 1 T. 11.). Ase 3apxau Beneriis — ocoOnuBe Miciie, B
SIKOMy BiUHICTb, CTApMHA TiCHO TeperuieTeHi 3 rouictio (Jix. Baitpon, 1. B. Tere,
A. lllense, A. Mrocce, O. AnyxTiH, A. MaiikoB, ®@. TroTues, . Bbponacekuii Ta iH.).
KitouoBuM 3anuiaeTscs 1 MOTHB MariqyHoi Kpacu Micta. BiH xo4a 1 3MiHIOBaBCS
MiJ] BIULTMBOM €CTETHK (HAMpPHKIAJ, JEeKaIaHCy, 3 HOTO OCOOIUBUM CTaBICHHSM JI0
cmepti — I JI'Aunynuio «[lonym’s», T. Mann «Cwmepts y Beneuii»), ane He
BTpatuB CBO€i aktyanbHOCTI 1 B XXI cromitri. BaxknuBuMm DOMOBHEHHSM 0
PO3BUTKY JIITEPATypPHO-MIOCTUYHOI BEHEI[IaHU CTajla 1 XyAOXKHS IMyOJIIHUCTUKA —
ece, HapHUCH, MOJAOPOXHI HOTAaTKM BHUJATHUX MPEICTABHUKIB pPOMAaHTU3MY. Taka

PI3HOMAaHITHICTh MaTepiaiy, PI3HOTo 3a KaHPOBUM, CTUJILOBHM DPIIICHHSIM, alie



00’€THAHOTO TEPEKMUBAHHAM MICTHYHOI YapiBHOCTI MicTa, crpusiiia (popMyBaHHIO
1HTepIpeTalii 00paHoi TEMHU Y XyH0XKHIX TBOPaX CKJIAJa€ «BEHEIIAaHCHKUM TEKCT)
MUCTEIITBA.

[likaBo, 1m0 B MY3MKO3HABCTBI JaHa TeMa HE OTpUMalia 3aKIHYEHOTO
BUPAXEHHS Y BUIIAMI CaMOCTIMHOTO JOCHIPKCHHS, HE3BAXKAI0UM HA BEJIUKY
KUTBKICTb TBOPIB Y €BpOMEUCHKOMY MY3WUYHOMY MHUCTEITBI, IO OCHIBYIOTb
Benenito, 1 morpeOyloThb CBOTO BKJIIOYEHHS J1a HAyKOBOI Ta BHUKOHABCHKOI
npaktukd. Ciif 3ayBakKUTH, IO 1X BHUBUCHHS AaKTHUBIZYE MIKIAMCIUILIIHAPHI
3B’SI3KHM, BUMArarouu 3aJly4eHHs 1H(opmallii, TEpMIHOJIOTIT Ta METO/IB aHAJ3y He
TIIBKA ~ MY3UMKO3HABCTBa, aje W I1HIIMX Tajgy3ed MucCTeuTB, J0 peul
JITepaTypO3HABCTBA,  JKUBOMHCY, €CTETUKH, CEMIOTHUKH,  KYJIBTYpPOJIOTii.
He3paxkatoun Ha BHJIMMICTh XPOHOJIOTIYHOI JAOCTYNHOCTI MY3MUYHOTO Marepiaity
(1o anamizy OynM 3ajlydeHl TBOPHM POMAHTUYHOI €MOXH), CIiJ 3a3HAYUTH IEBHI
CKJIQJIHOIII, 1110 BUHUKAIOTh y JTOCJITHUKIB 13 TTOBEPHEHHSM I[LOTO MaTepiaiy 13
3a0yTTs. Tak camMo0, HENPOCTHUM BUSBISETbCS 1 TMporec ineHTudikarii
O0COOMCTOCTEN JESKUX KOMIIO3UTOPIB, BCTAHOBIICHHS IX OlorpadiuHUX [aHUX.
3a3HaueHl TOJOKEHHS BHU3HAUAIOTh QKMYalbHICMb  3alPOMNOHOBAHOI TEMH,
JO3BOJISIFOTh  y3arajJlbHUTH JIOCATHEHHS HAyKOBOI JyMKH Ta 3aly4dTH J0Cl
HEBHMBYEHUN My3WYHUI Marepiall.

HaykoBi 3aB1aHHs 3yMOBWIH CTPYKTYpYy podoTtu. Po3nin 1 «O6pa3 Benertii B
TpaAMIl XydOKHbOI KYJAbTYpU» MICTUTh 3 miapo3auid. Y 1.1 moHsaTTs micmo
PO3IISIHYTO K YyHIBEpCalbHY KaTEropirt0 MHCTEIbKOI Ta HAayKOBOI MPAKTHK,
o0’enmnanux y XX CTOMITTI MiA eriiow «ypbOanizmy». TpakTyBaHHS Mmicma SK
cepelioBUIIla 31 CBOEH CHEIU(diIKO, BIAMIHHOIO BiJ «CLIbCbKOI», TAKOIO IO
NOoB’si3aHa 3 OCOOJMBOCTSMHU CBITOINISAY, ApXETUIIB MOBEIIHKH, KYJIbTYPHHX
TpaauIlii Ta (OpM BHCIOBIIOBAHHS, AKTyalli3y€ PUCH, SKI MOXHA BH3HAUYUTU
TUIIOBUMHU JJI1 BTUIEHHS 00pa3y MicTa B TBOpdYiM mnpaktuui. HalronoHimoo
cepen HUX € aumponoyenmpusm (3a FO. JlobaHOBOW0O). Y mMpOKOMY CEHCI BIH

nepeadayae He TUIBKK y4acTh JIOAWHHU y OYIBHHUIITBI MICTa, a caMme peali3alliio



JIOCHKOI €HEeprii y CTBOPEHHI YHIKAJbHOTO JJYXOBHOTO CEpEIOBHINA, SKE
BU3HAYAETHCSA HaJalli BUHUKHEHHSIM TAaKUX TMOB’SI3aHUX 3 IIUM IOHSATH, SIK Oyuid
micma, obpas micma. I1o3utiist TBOPUOI JIOAUHU SIK 2120aud, MO CIPURMa€e MiCTO Y
IUTICHOCTI BI3yallbHUX Ta EMOIIMHUX XapakKTepUCTHK, IEPEIOMIIIOIOYH CBOI
BPaXEHHsSI KpI3b OCOOMCTHUH TICHMXOJIOTIYHUM JIOCBIJ Ta ICHYIOUY MHUCTEIbKY
TPaAMIIIO, MPU3BOIUTE 10 POPMYBAHHS MiCbKO2O MONOCY Y TBOpax. 3a JYMKOIO
po3poOHUKIB cemioTuku wmicta M. Anmmdepoa, M. Karana, [O. Jlormana,
B. ToriopoBa, Mmicekuti monoc HEPO3PUBHO TIOB’S3aHUN 13 meKkcmom 'y
CEMIOTUYHOMY 3HAUEHHI K CTPYKTYypOBaHOI 3HakoBOi cuctemu. [lo aHamorii 3
JITepaTyporo, MOXKHA TPaKTyBaTHU BCl MY3W4HI TBOpH 3a Temoro Benerii
BEHEYIAHCLKUM MEKCMOM Y MY3HIII.

VY migpos3nun 1.2. «@opMyBaHHS Xy[I0)KHBOTO 00pa3zy Benerii B miTeparypi
Ta MUCTEUTBI» PO3MISTHYTO NEPEIyMOBU BUHUKHEHHS XapakTepucTuku Benemii y
3B’SI3Ky 13 1HAMBIAYaJbHICTIO JOJ1 MicTa, Midoorizaiielo Horo icropii Ta
KyJBTypHUX Tpaauiiil. KiouoBMMHM BUCTYNalOTh 171€1 MICTUYHOCTI, TA€EMHHUIIL,
ippeanbHOCTI BeHnerii, BoxecTBEHHOTO IOXO/KEHHS, IO IIOB’SI3aHE 3 CaMUM
(dakToMm ii ICHyBaHHS MPOTUPIY NMPUPOAHUX 3aKOHIB. HEeB11’€eMHUMH CKJIaJOBUMH 11
MICBKOTO TOIMOCY BHCTYNAlOTh MOpE, KaMiHHS, TOHJIOJIM, KaHalld, Cco0op
CB. Mapka, HiYuHa THIIA, MEJIAHXOJIs, CMEpTh, KapHaBajl, Macka, J3epkajo. B
JiTeparypi Ta MUCTEUTBI o0pa3 BeHelli Takox peani3yeTbcs yepe3 MOTHBHU MpIi,
TBOpYOCTi, (haHTa3li, TaeMmMHUIll. Benwke 3HAUYCHHS TPAOTh TaKOX JUXOTOMIi
CIOHICTh — 3pUIICThY», «KUTTA — CMEPTh», «PalicTh, CcBOOOIa — CTpax,
NPUPEUEHICTh». Y KaMEepHO-BOKAJIbHIA MY3HUIll peai3allis MOHATIMHOrO Mo
oOpa3y Benerii pearnizyeThcsi oipasy 3a 1BOMa HaMpPSIMKaMU: Y TTOETHYHOMY TEKCTI
(uepe3 (ikcallito TONOHIMIYHHMX, TonorpaiyHUX, OCOOUCTICHUX, OlorpadiuyHux
3HAKIB) Ta B My3UYHOMY (METOJIOM y3arajbHEHHS 4Yepe3 KaHp OapKapoiu, eJerii,
Ta 3ac001B 1HIMBITyaJIbHOTO MY3UYHOIO CTHJIIO).

Poszmin 2 «Venetianische Gondellied B Tpaawmiii HiMenbkoi KamepHO-
BOKAJIbHOI MY3UKW» MPUCBAYCHO PO3KPUTTIO MUTAHHS MPO TE€HE3UC XYI0KHBOTO

obOpaszy Benemii B miteparypi Ta muctentsl Himeuunnu. Big3HaueHO BUKIIIOUHY



pois 1. B. Tete, sikuit B «Itamiiicekux mMauapiBkax» (1813—1817) ta «Emirpamax»
(1790) cTtBOpuB TO# apxerunoBuii oOpa3 Irtamii, 1m0 3aTBepAUBCSA Yy TPaAMIIii
HIMEIIbKOiI KYJIBTypy. BCcTaHOBIIEHO, IO METAHXOMIYHUN HACTPId MY3UKH Oararbox
Venetianisches Gondellied, nanucaHux HIMEIBPKUMUA KOMIIO3UTOpaMH, OyB
HaciaKoM Tporecy Midosorizaiii oOpazy Benerii, 3alydeHUMH 70 KOTPOTO
BUSIBWIMCH BC1 TBOpY1 JIIOAM (TIOETH, MTUCbMEHHUKH, KOMIIO3UTOPH, >KMBOIHCIIL),
0 CIOPUIMAaNH 1€ MICTO KpPi3b NMPHU3MY XYAOXKHIX acoIliallii, Ta MIyKadu y HOTo
KaHOHIYHUX CHUMBOJaX (KaHaJld, TOHAOJa, MOPE, 3€pKaio, Macka) HOBI CMHUCIOBI
BUMIpH, 3ac00M BUpa3y camopeduiekcii. J[Ba Bipuil anrmiiicekoro moera T. Mypa 3
0araroTOMHOI aBTOPCHKOi aHTOJNIOTIi National Airs, npucBsiueH1 Benerii, 3a3HaBIIn
My3W4HOI 1HTeprperanii y Outbii, HDK 70 TBOpax, crpusuii (OpMyBaHHIO B
KaMEpHO-BOKaJbHIN  My3uni  HimMeuumHn  nutoi  XyOoKHBOI  TpaaMilii,
«BEHEIIaHCHKOTO TEKCTY». JKaHpPOBO-CTUIIICTUYHMM aHaTI3 BOKAIBHHX MIiHIATIOP
P. [llymana, ®. Menaenscona, O. Decku, A.€Hcena, S.l'amna, @. XeHzenb,
I'. Eccepa, I. bpromns, E. Meitep-XenpmyHaa A03BOJIAE€ AIMTH BHUCHOBKY PO
TUTIOBY CXOXICTh ITMX BOKAJbHUX MIHIATIOP, IO 3YMOBIICHO >KaHPOM OapKapoJIu.
BiAMIHHOCTI MOPOKYIOTHCS 1HAMBIAYAaIbHUM CTHJIEM KOXKHOTO 3 KOMIIO3MTOPIB.
HaiiGinpmr moBHO iX aemMoHCTpye my3uuHa ¢opma Gondolieri, sika obupaeTscs
KO)KHHUM aBTOPOM BIATOBITHO 1O WOr0 BITYYTTS CTPYKTYPH IMOCTHYHOTO
nepIIoHKepena.

VY Pozninm 3 «“Benemianchkuii TeKCcT” y (DpaHIly3bKiii KaMepHO-BOKAJIbHIM
my3uli  XIX  cropiuus» poO3MISHYTO HHM3KY KAaMEPHO-BOKAJIbHUX TBOPIB
¢bpanny3pkux komnosutopiB . I'yno, b.Tonmapa, XK. Bimmana, O. I'epy,
A. n’Ansepca, K.Maccue, E.Jlamo, III. JlepeBpa, B.Macce, II. [Troxe,
III. Jdesepia. Bipmi A. Mrocce HanaroTh IIKaBUN marepiaa Jyisl TOCHIIKEHHS B
KOHTEKCTI «BEHEIIaHCHKOTO TEKCTY» €BPOMEHCHKOT JIiTeparypu. Y MepIioMy 3 HUX
— «Dans Venise la Rouge...» — XynoxHiid npoctip BeHemii KOHCTPYIO€ThCA 3a
JIOTIOMOTOI0 IIJIOTO Psily KOHCTAHTHUX OOpa3iB, TakWX $K: MOpPChbKa JaryHa,
roHJ0J71a, OpPOH30BUH JIEB, CTapUi J0XK, Macka, KapHaBall, MiBH, J3€pKaJiO, HIYHE

nobayeHHs. SICHO MPOYUTYBaJIbHI 3HAKK MICTa BUCTYINAIOTh MeTadopaMu MeBHUX



eMOLIIMHUX CTaHiB, HEPIAKO — OIHAPHMX, IIO CTIHKO ACOLIIOITHCS Y OLIBIIOCTI
XYIIO’KHIX JDKEpes came 3 BeHeriero, ik TO: TPUBOXKHICTh, CAMOTHICTb, JAPSIXJIICTh,
CMEpPTh 1 YYTTEBICTh, €POTH3M, IOHICTh, KapHaBaJ >XHUTTSI. Y JIpyromy BIpIIi
A. Miocce — «A Saint-Blaise...», mo TakoX Mae aBrodiorpadiyemii migTeKkcT —
npsiMa BKa3iBKa Ha 3B’S30K 13 TomocoM Benenii BincyTHs. Hemae TyT 3BUYHOT
aTpuOyTUKH MicTa, BijioMoi 3a «Dans Venise la Rouge ...», sika BTUIWJAci B
OUTBIIIOCTI PO3TIISTHYTUX POMAHCIB Uepe3 CTIMKUN KOMIUIEKC BHpaKadbHUX 3aC001B,
HaNpUKJIaa, >KaHPOBY OCHOBY Oapkapoiu. O3HakaMu BEHEI[IaHCHKUX MOTHBIB
CTaloTh: TONMOHIM La Zuecca — Ha3Ba OIHOTO 3 OCTPOBIB BEHEL1AHCHKO1 JIATyHH, €
xuian 3akoxaHi A. Mrocce ta XK. CaHn, a TakoK BTUIEHUH y BIpLIl NMPUHLHII
JIBOCBITHOCTI — CAMOTHBOTO CHOTOJICHHS, CIIOBHEHOTO MEJIAHXOJi Ta CIOTajliB, 1
pPaJiCHOTO MHUHYJIOTO. 3a3HAYUMO, IO BEHEIIaHCHKY TMPUPOAY MOSTHYHOTO TEKCTY
oroiiroe came JK. MaccHe, Ha3uBarouu cBoro meélodie «Souvenir de Venise».

Bci po3misiHyTi BOKasibHI MiHIaTIOpU (paHIly3bKUX aBTOPIB SIBJISIOTH COOO0I0
3pa3oK 1HAMBIAYaJbHOTO MIAXOAY Y BHUPILIEHHI TBOPYOIrO 3aBAaHHS. Ale 5K 1y
BUMAAKY 3 HIMEIBKHUMH KOMIIO3UTOPAMH, YITKO BHJUISETHCS JIJAEP, AKHH B CHITY
CBOTO MEJIOJIHOTO Japy, MPOHUKHEHHS B CYTh MOETHYHOTO 0Opa3y BCTaHOBIIOE
MEBHUM €TaJIOH BTUICHHS «BEHEIIaHCHKOTO TEKCTY» B MY3HIll. TakuM BUCTYIa€
[II. I'yHO, 1 HE TIMTBKK B CUJy BU3HAHHS HOTO aBTOPUTETY B ICTOPIi MY3HKH, a 3
TOYKHM 30py OararcTBa 3aJlISSHUX MY3UYHO-BHpPA3HUX 3ac00iB, y MOPIBHSAHHI 31
CKPOMHICTIO DIIIEHb IHIIUX aBTOPIB. TakoX CIiA 3a3HAYUTH BIIMIHHICTD Y
M1X0/1aX HIMEIBKUX 1 (PpaHIy3bKUX KOMIIO3UTOPIB B MPAKTHUIl CTBOPEHHS IMICEHb
Ha OfluH 1 ToM ke TekcT. [lo-nepiie, sk MoKazaB aHaji3 poMaHCiB po BeHerrito Ha
cinoBa Tomaca Mypa, 3BepHEHHSI HIMEIILKUX aBTOPIB JI0 OJHOTO 1 TOTO ) TEKCTY
B110yBasIoCsl 4acTille, 10 MPU3BEIO0 JO 3HAYHOI KIJIBKOCTI TBOPIB. Y (paHIly3iB
TakuxX 3a(iKCOBAaHMX BUMAJKIB B pa3u MeHie. [Ipu 1boMy MOETUYHUN TEKCT Y
HIMIIIB, SKINO 1 IMiJJIaBaBCsA PEAaKIlii, TO B 3HAYHO MEHIINIM Mipi, HK II€ MOXHa
crioctepiraTd y  (paHIily3bkKux aBTOPiB, [I€ BHHHUKAIW HaBITh BUMNAJKU
KapAWHAIBHOTO «CTBOPEHHS 3aHOBO». [lo-mpyre, B ymMOBax BEIHMKOI KIUIBKOCTI

3pa3KiB 3aKOHOMIPHUMHU CTalOTh iX JaJ0TOHAJbHI, IHTOHAIIWHI MMEPETUHH, aX JI0



TOYHOI moaiOHOCTI. Sk mpomeMoHCTpyBaiu po3nisiHyTi Hamu TBopu 1. I'yHo,
b.Tomapa, JK.Bimmana, O.Iepy, A.nx’AunBepca, . Maccue, E. Jlano,
II. Jleperpa, B. Macce, II. [Troxe, L. Jlerepia, dpaHiy3pki 3pa3ku Ha OJUH

TEKCT, XO04a 1 TIJKOPSIOTBECS 3arajdbHOEBPONEHCHKUM KAaHPOBUM IIIa0JIOHAM

(6apkaponu 3 BIAMOBIAHUMHU i XapaKTEPUCTHUKaMH), ajie BigoOpa)xaroTh OLIbII

IHIWMBIIYaJTbHUM TJIX1J] aBTOPIB JO0 PO3KPUTTA TEMHU Yy IUIaHI BUOOpY 3aco0iB

MY3UYHO1 BUPA3HOCTI.

BeneriaHCchbkuil TEKCT B My3HIll Ma€ MEPCIEKTUBHICTh CBOTO IMOAAJIBIIOTO
JTOCHIJDKEHH, 10 Tmependadae 3alydeHHsS MY3WYHOTO MaTepiaidy pI3HOTO 3a
XPOHOJIOTIYHOI0, HAIlIOHATLHOIO Ta )KAaHPOBOIO O3HAKAMH.

KawuoBi caoBa: o0pa3 Benemii, Ttomoc Benemii, wMicbkuii Mid,
BEHEI[IAHChKUNA TEKCT Yy MY3Hlll, KaMEepHO-BOKaibHAa MYy3uka, Lied, mélodie,
T. Myp, A. Mrocce.
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ABSTRACT

Lian Yuanmei. The ways of professional composer skill in the
embodiment of the Venice image in vocal music of the 19th century. —
Quialification scientific work on the rights of the manuscript.

Dissertation for the scientific degree of Candidate of Arts (Doctor of
Philosophy) on specialty 17.00.03 — «Musical Arts» (Culture and art) — Kharkiv
National . P. Kotlyarevsky University of Arts, Ministry of Culture and
Information Policy of Ukraine, Kharkiv, 2021.

This study is aimed at identifying ways to professionalize the compositional
embodiment of the image of Venice in the chamber and vocal music of the 19
century European tradition. The attitude to Venice as one of the most poetic and
picturesque cities in the world is firmly established in creative practice. In
numerous literary works, the city appears multifaceted and contradictory: through
the prism of a combination of business and romance (W. Shakespeare), the space
of the eternal carnival and the center of education (plays by the Venetians
C. Gozzi, C. Goldoni), the place of secret conspiracies, gloomy massacres
(V. Hugo, W. Shakespeare), then a dream, an earthly paradise (Ch. Dickens,
O. Pushkin). But always Venice — a special place where eternity, antiquity, closely
intertwined with youth (G. Byron, J. W. Goethe, A. Chenier, A. Musse,
O. Apukhtin, A. Maikov, F. Tyutchev, I. Brodsky).

The motive of the magical beauty of the city also remains key. Although it
changed under the influence of new aesthetics (for example, decadence, with its

special attitude to death — G. d'Annunzio "Flame", T. Mann's "Death in Venice"),



but has not lost its relevance in the 21 century. An important addition to the
development of literary and poetic Venetian was artistic journalism (essays,
sketches, travel notes of prominent representatives of Romanticism). The variety of
material in terms of genre and style, combined with the experience of the mystical
charm of the city, contributed to the formation of the image of Venice in art, its
topos, "urban myth". Numerous interpretations of the chosen theme in works of art
make up the "Venetian text" of art.

The interpretation of the city as an environment with its own specifics
(L. Batkin, M. Kagan), such that it is associated with worldviews, archetypes of
behavior, cultural traditions and forms of expression, actualizes features that can be
identified as typical for the image of the city in creative practice. The most
important among them is anthropocentrism (according to Yu. Lobanova). In a
broad sense, it involves the realization of human energy in the creation of a unique
spiritual environment, which is further determined by the emergence of related
concepts, such as the soul of the city, the image of the city. The position of a
creative person as a spectator who perceives the city in the integrity of visual and
emotional characteristics, refracting his impressions through personal
psychological experience and the existing artistic tradition, leads to the formation
of urban topos in the works. According to the developers of the semiotics of the
city M. Antsiferov, M. Kagan, Yu. Lotman, V. Toporov, the urban topos is
inextricably linked with the text as a structured sign system. By analogy with
literature, we can interpret all musical works on the theme of Venice in the
Venetian text in music, with its inherent as a system features of musical-material,
genre and structural paradigms (M. Aranovsky). Although the problem of the urban
text in music was developed in the studies of I. Barsova, T. Bilalova, L. Gakkel,
G. Zharova, G. Rusalova, L. Serebryakova, T. Shcherbakova, I. Yakovleva, the
theme of the Venetian text remains "open", despite to a large number of works in
European musical art that glorify Venice and need to be included in scientific and

performing practice.



It is proved that the formation of the artistic image of Venice in literature and
art was facilitated by the processes of mythologizing the history and cultural
traditions of the city. The key ideas are mysticism, mystery, unreality, the divine
origin of the city, which are connected with the very fact of its existence,
contradictions of natural laws. Integral components of the city topos are the sea,
stones, gondolas, canals, St. Mark's Cathedral, night silence, melancholy, death,
carnival, mask, mirror.

In literature and art, the image of Venice is also realized through the motives
of dreams, creativity, fantasy, mystery. The dichotomies "youth — maturity", "life —
death", "joy, freedom — fear, doom" are also important. The topos of Venice in
music should be understood as the presence of associative links between the
artistically recreated atmosphere and the image of the city with its real prototype,
which are established by different authors using a common set of elements of
musical language — genre, tempo, intonation, key.

In chamber and vocal music, the realization of the Venice topos is carried out
in two directions: in the poetic text (through the fixation of toponymic,
topographical, personal, biographical signs) and in music (by generalization
through the genre of barcarole, elegy, and means of individual composition).

The genesis of the musical interpretation of the image of Venice in the works
of the 17-18 centuries is established, when the image of this city as a myth is
gradually confirmed in music. Its origins are primarily related to the opera, which
immediately became very close to the spirit of the Venetians. The creation of a
local genre variety — Venetian opera — corresponded to the pursuit of wealth,
luxury, which has always prevailed in Venetian society. Its huge popularity, along
with the comedy dell’arte, was confirmed by the rapid spread of public musical
theaters in the place. Going beyond a purely regional phenomenon contributed to:
the historical situation — the birth and rapid spread of the opera genre, the
impressive spectacle of Venetian opera, the talent and skill of its creators, mostly

Venetians (C. Monteverdi, Fr. Cavalli, A. Vivaldi, C. Goldoni).



The next stage, which embodied the external view of Venetian culture as a
special phenomenon, are the opera-ballets of the French composer Andre Campra:
"Gallant Europe" (1697), "Venetian Carnival" (1699), "Venetian Celebrations"
(1710). Combining the most revealing attributes of the "Venetian" myth — urban
locations, carnival, ball, masks, sea, gondolas, the author interpreted the image of
the city according to the traditions of his time, namely — a city of entertainment,
carnival, gambling houses, a center of lyrical and comic situations. Combining the
dramatic principles of Venetian opera (plot confusion, saturation of its plot twists,
theatricality and spectacle) and Comedia dell'Arte (richness of situations and
realism of characters, plot motives of love and betrayal, substitution) with a purely
French art, but Campra created a new genre — opera and ballet, in which the
"Venetian" 1s essentially "dressed" in purely French forms.

Thus, beginning in the 17th century, European music began the process of
forming a "Venetian text", which will be continued in the Romantic era, when the
vector of interest in the Venetian theme will be transferred from opera to the genres
of instrumental and chamber vocal music. The image of the city "sounds" in many
chamber and vocal works of the Romantic era: the most significant in the number
of samples are the Austro-German and French traditions. The increase in interest in
the subject in chamber music of the time (vocal and instrumental) is associated
with the barcarole, which, serving as a genre representative of the Venetian flavor
in music, was previously used only in operas.

Ways to embody the image of Venice in chamber and vocal works of
German composers are considered. J. W. Goethe's exceptional role in this was
noted, which in "ltalian Travels" created the image of Italy, which was established
in the tradition of German culture. R. Schumann became one of the first
composers, responding to this creative idea by addressing the "poetic” Venice of
the Englishman Thomas Moore and initiating the appearance in the Austro-
German music of the 19 century of the entire series Venetianische Lieder. Both
outstanding (F. Mendelssohn-Bartholdi) and little-known creators of world musical

culture were involved in it. Of T. Moore's two "Venetian" poems from the National



Airs collection, the largest number of musical incarnations (more than 40!)
received "Oh, come to me when daylight sets" (O komm zu mir, wenn durch die
Nacht" translated by E. Goebel), considered in the study on the example of
miniatures by R. Schumann, Fanny Mendelssohn-Hansel, G. Esser, I. Bruhl,
E. Meyer-Helmund. The second — "When through the Piazzetta..." ("Wenn durch
die Piazetta ..." translated by F. Freiligrat) — was reflected in German music 14
times, including in the works by R. Schumann, F.Mendelssohn, A. Fesca,
A. Jensen, J. Gall.

Genre and stylistic analysis of vocal miniatures allowed us to conclude about
their typical similarity. What is it? First, in a strong affiliation with the Austro-
German lied tradition, with its inherent interest in other peoples and cultures,
increased attention to the relationship of musical and poetic texts, showing the
spiritual state and psychological processes of the individual through intonation and
harmonious composition of musical speech. Secondly, in the conditions of a large
number of samples per text, modal, intonation sections become regular. Each of the
two "Venetian arias" by T. Moore in German music has its own set of means of
expression. In the romances on the text "O komm zu mir ..." the lyrical-enthusiastic
character prevails (as opposed to the melancholy of F. Mendelssohn's piano
Gondolierlieder), the major sphere with the tonal center 4 (F. Hensel, H. Esser), or
As (1. Briill), a melody with an ascending movement to the sounds of harmonic
functions. Almost identical are the initial inversions in "Gondolierlieder" by
F. Hensel, H. Esser and 1. Briill, based on the T%-chord (V-III-III-V).

The more narrative character of the second Venetian poem — "Wenn durch
die Piazetta" is reflected in a calmer, gradual unfolding of the melody, the absence
of quartet ascending intonations. In A. Jensen's miniature, the narrative is realized
through increased recitation, which inhibits the natural development of the melody.
Four of the five samples are dominated by a minor key and a lyrical-melancholic
mood. The exception is Lied by R. Schumann, solved in the character of a folk
song of humorous orientation (F major). Elements of dance genre (in the mood of

the mazurka) are present in the romance of J. Gall. Melancholy, as well as



minority, were given by F. Mendelssohn, whose musical interpretation of the
Venetianisches gondellied fully corresponded to several of those described by
J. W. Goethe in his "ltalian Journey". Obviously, there is more similarity between
these vocal miniatures, due to the genre of barcarole. The differences are due to the
individual style of each of the composers. They are most fully demonstrated by the
musical form, which is chosen by each author in accordance with his feelings of
the structure of the poetic source.

"Venetian text" in French chamber and vocal music of the 19 century is
considered on the example of a number of chamber and vocal works based on
poems by A. Musset: mélodie by Ch. Gounod, B. Godard, J. Villan on the poem
"Dans Venise la Rouge..." and mélodie O. Gehru, A.d'Anvers, J. Massenet,
E. Lalo, Ch. Lefebvre, V. Masse, P. Puget, Ch. Deveria on the poem by A. Musset
"A Saint-Blaise". A. Musse's poetry provides interesting material for research in
the context of the "Venetian text" of European literature. In the first of them, "Dans
Venise la Rouge", the artistic space of Venice is constructed by a number of
constant images, such as: sea lagoon, gondola, bronze lion, old doge, mask,
carnival, virgins, mirror, night vision. Clearly readable signs of the city are
metaphors for certain emotional states, often binary, which are strongly associated
in most art sources with Venice, such as: anxiety, loneliness, old age, death and
sensuality, eroticism, youth, carnival of life.

In the second verse, "A Saint-Blaise", which also has an autobiographical
connotation, there is no direct reference to the connection with the topos of Venice.
There are no usual attributes of the city, known from "Dans Venise la Rouge ...",
which is embodied in most of the considered romances through a stable set of
means of expression, such as the genre basis of the barcarole. Signs of Venetian
motifs are: toponym La Zuecca — the name of one of the islands of the Venetian
lagoon, where lovers lived A. Musse and G. Sand, as well as embodied in the poem
the principle of dichotomy — a lonely present full of melancholy and memories,
and a joyful past. It should be noted that the Venetian nature of the poetic text is

exposed by J. Massenet, calling his melody "Souvenir de Venise". All considered



vocal miniatures of French authors are a sample of an individual approach to
solving a creative task. But as in the case of German composers, a leader stands
out, who by virtue of his melodic gift, penetration into the essence of the poetic
image sets a standard for the embodiment of the "Venetian text" in music. This is
Ch. Gounod, and not only because of the recognition of his authority, but in terms
of the richness of the musical and expressive means involved, compared with the
modesty of the decisions of other authors.

The difference in the approaches of German and French composers to the
embodiment of the same poetic text by musical means is proved. First, as the
analysis of romances about Venice in the words of Thomas Moore revealed,
German authors turned to the same text more often, which led to a significant
number of works. The French have many times fewer such recorded cases. At the
same time, the poetic text of the Germans, if edited, underwent much less change,
while the French authors sometimes even had cases of radical re-creation of the
text. Secondly, in the conditions of a large number of samples for one poetic text,
their palmar, intonation intersections become regular, up to exact similarity. As
demonstrated by the considered works of Ch. Gounod, B. Godard, J. Villan,
O. Geru, A.d'Anvers, J. Massenet, E. Lalo, Ch. Lefebvre, W. Masse, P.Puget,
S. Deveria, French samples of one text, although subject to pan-European genre
canons (barcarole genre with its corresponding characteristics), but show a more
individual approach of the authors to the disclosure of the topic in terms of choice
of means of musical expression.

The study of the ways in which composers embody the image of Venice in
chamber and vocal music has the prospects of its further research, as it involves the
involvement of musical material of different chronological, national and genre
characteristics.

Keywords: image of Venice, topos of Venice, urban myth, Venetian text in

music, chamber and vocal music, Lied, mélodie, T. Moore, A. de Musset.



MAIN SCIENTIFIC RESULTS OF THE DIRECTORAL STUDY ARE
LOOKED IN THE FOLLOWING WORKS OF THE AUTHOR:
Articles in scientific professional editions of Ukraine
. Lian Yuanmei. Zwei Venetianische Lieder” by R. Schumann in the tradition of
Austro-German romantic song. Aspects of Historical Musicology, Issue XVIII /
Kharkiv State University of Arts named after 1. P. Kotlyarevsky, 2019. P. 73—
88.
. Lian Yuanmei. Venetian place in the musical heritage of F. Mendelssohn-
Bartholdy. Culture of Ukraine, Issue 67 / Kharkiv State Academy of Culture,
2020. P. 188—199.
. Lian Yuanmei. “Dans Venise la Rouge...” A. Musset — Ch. Gounod : on the
problem of the “Venetian text” in French chamber vocal music. Aspects of
Historical Musicology, Issue XXI / Kharkiv State University of Arts named
after 1. P. Kotlyarevsky, 2020. P. 44-63.
Works in scientific foreign publications
. Lian Yuanmei. “National airs” by Thomas Moore in Germany’s musical
Venetian of the XIX century. The European Journal of Arts. Vienna, #1, 2020.
P. 43-52.

v R =3 S A s P ENRA REME RSN /A E
RMSRIE, 20194 553648, ISSI 1002-767X.24-25+56 1. (Lian Yuanmei.

“Venetian” fantasies by G. Rossini : the experience in analyzing chamber-
vocal works of the composer. Northern music, Issue 364 / Harbin, 2019.

P. 24-25)






