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Jlucepraliito TPUCBAYCHO BHUBUCHHIO Yy TEOPETUYHOMY AacCIeKTi >KaHpy
HEaroJIITAHCHKOI MICHI — SBHILA, 3 SKHUM OB’ S13aH1 CTIHKI IIA0JIOHU CIIPUMHATTS.
Jlo nenaBuboro yacy Canzone Napoletana 31aBanacs 1IJIKOM BU3HAUEHUM ILJIACTOM
BOKaJIbHOI KYJbTYpH 13 KOHKPETHUMHU XapaKTepUCTUKaMH, BHACIIAOK i
NOMYJISIPHOCTI y Tajiy3l CAJIOHHOI Ta «JIErKoi My3uku» 3 KiHug XIX cromTrd i 10
1970-x pokiB, konu iHmN — He ectpamHi dopmu Canzone Napoletana — Oynu
BHUTICHEHI 11032 MY3MYHHH KOHTEKCT. «Santa Lucia», «O’ Sole Mioy», «lorna a
Surriento» mnopsan 3 iHmuMH 3paskamu  noetiB  C. i Ixakomo, JI. bosio,
E. Mypono, xomnosutopiB T. Korrpay, ®. Tocti, E.Jli Kamya, E. Kyprica,
JI. lennn Ta 1HIMMX, 13 XapaKTepHUM I HUX 3MICTOM MEJIOAPAMaTUYHOTO
BIJITIHKY, MIJKPECIECHO KaHTUJIEHHOK MEJOJUKOK, MPSHUMU TapMOHISIMU Ta
HEaroJIITAHCHKUM J1aJIEKTOM, BBAKAIHCS KJIACUYHHM KAaHOHOM 1 YW HE €JUHOIO0
dbopMOI0 HearnoMTaHCHKOI MicHI, 1m0 novdanu Gopmysarucs nuiie 3 1830-x pokis.
OpHak y cuTyalli MakCUMAaJIbHOI SICHOCTI, 3aJIMIIAjach HEPO3KPUTOIO HHU3Ka
MUTaHb, TOJOBHE 3 KOTPUX — SIKUMH € BUTOKUA JAaHOTO siBUMIa? SIKi >KaHpOBI
PI3HOBHJIM HApPOAHOI 1TATIHCHKOI TMICHI MPOTAroM 1ii ©OaraToBiKOBOi 1CTOpIi
BIUIMHYJIM Ha (pOPMYBaHHS KaHOHY, BU3HAHOTO KiacuyHuMm? bymyum mpuximagom
XYIO)KHBOTO CHHTE3y MPOQeCciifHOT / KOMIO3UTOPCHKOT Ta HAPOJIHOT / aMaTopChKOi
Tpaaulild, HeamoJiTaHCbKa TICHSA, 4YHMA XPOHOJOTIYHA MPUHAIEKHICTh Y

JIOBIJIKOBUX BHJIAaHHSIX BH3HaueHa J0cuTh 4YiTko (kiHenpb XIX — mouarok XX



CTOJIITh), TOTPEOy€e HOBOTO MOTIISATY — OUTBII CUCTEMHOTO Ta KoMIUIekcHOro. Came
TaKUW MAX1]1 3AaTHUN BUPIIIMTH TPoOIeMy «OUTHX TUIsIM» 110/10 BUTOKIB Canzone
Napoletana, 1i ’xaHpOBUX PI13HOBU/IB, BUCYHYTHUX Yy MPOIIECI ICTOPUYHOI €BOIOIII].
3a3HaueHl TOJOXKEHHS BHU3HAUAIOTh AKMYalbHICMb  3alPOMOHOBAHOI TEMH,
JO3BOJISIFOTh  y3arajlbHUTH JIOCATHEHHS HAyKOBOI JyMKM Ta 3aly4dTH J0Cl
HEBUBYCHUN MY3UYHUNA MaTepial.

06 ’ekmom docnidcenHss 0OOpPaHO KaHP HEArnoIITaHCHKOT micHI. [Ipedmemom
— NPOLECH E€BOJIIOLIT JKaHPYy B 3aJI€KHOCTI BlJ MYy3HMYHO-ICTOPUYHOTO KOHTEKCTY,
CTWJIbOBUX YCTAaHOBOK €IMOXM Ta 1HJUBIAYyaJIbHOI TBOPUOCTI KOMIIO3UTOpa. Mema
0ocniodicenHsi TIONSITa€E B OCMUCJICHHI HEAmoJITAHChKOI IMICHI $K LUIICHOTO
YKaHPOBOTO SIBHIIA B MPOIIECI HOTO 1ICTOPUYHOI €BOJIIOLII: Bl BUTOKIB B HAPOIHIN
Ta MicbKi KynbTypl CepenuboBiuusi, pisHOBUAIB Canzone Napoletana y pizHUX
My3UYHUX €MO0XaxX JIO0 BU3HAHOTO KAHOHY «HEANOJITAaHCHKOI IICHI» Ha pyOexi
XIX—XX cTOMITH.

VY3araibHEeHHs pe3ylbTaTiB HAYKOBHX JIOCHIKEHb I0A0 OCOOIMBOCTEN
Canzone Napoletana sK XaHPOBOTO SIBHINA JOBIB, 10 B YKpaiHCHKOMY,
pPOCIICBKOMOBHOMY 1 KHUTAMChKOMY MY3HKO3HABCTBI CHUTYyallisi PO3POOJIEHOCTI
iH(popmatiitHoro nons 3 nutaHHa Canzone Napoletana € BKpail cla0Kolo,
HEe3BaKalo4yM Ha JIeskl Kpoku y 1ibomy HanpsMky (C. Bypurin, O. Mocksin, ®aHr
Axonr, Yan L3iH I'e). Inpopmarlisa 3a 1aHOIO TEMOIO 30CepeKeHa 3/1€01IbIIOr0 B
3apyODKHUX JKepenax, [K 1 camMl HOTHI 3pa3Kd, IO SABIAIOTh COOOO
616miorpadiuny piakicTh HaBiTh B Itamii. Ile 0OymMOBMIO 3BEpHEHHS 10 BUBYCHHS
1HO3EMHUX JDKEepesl — TMEPEeBaKHO 1TANINCBKUX JOCHTIAHUKIB. BcTaHOBIEHO, 10
[IEpEIYMOBU Cy4acHOI HAyKOBOI IYMKH, CIPSIMOBAHOI HAa BUBUYECHHS MY3UYHOI'O
donbknopy Heanomns, snepmie Buaumkian B Itamii y XIX cromitti (®. Yipemni,
I'. Yurapenni, K. bnazic Ta iH.). B KOHTEKcTI iHTEpecy pOMAHTU3MY 10 HAPOJHOT
KyJIbTYpH MY3WKO3HABYl PO3BIIKM HOCWUIM OUIBIIOK MIPOI0 MPaKTUYHUUN
XxapakTep: 300py 1 3amucy TEKCTIB HeEarnoJIITAHCHKUX ICeHb, HOTHOI (ikcarii
3pa3kiB ycHO1 TBopuocTi. [lepinM B 11bOMy HampsIMKy cTajia 30ipka «Passatempi

musicali» T'. JI. Kortpay (1824), mo Bmpogosx HacTynHux 50 pokiB mopoausia



Ty XBHJIIO CTBOPEHHSI Ta BUJIaHb 301pOK HEANnoMTaHChKUX MiceHb y XIX cTomiTTi
(®. dnopimo, T. Korrpay, B. ne Menso, JI. Yiyparri).

AxTtuBHa (haza BUBYEHHS IICEHHOI Tpaauilii miBAHsA Itamii npumagae Ha
cepenray XX CTONITTS, IO BigoOpa)kayio 3arayibHi TEHJCHIIT €BPOIEHCHKOTO
MUCTEITBa TOTO Yacy — MOBCIOAHOIO CIUIECKY 1HTEpecy 10 (OIBKIOPY SK 3 OOKY
KOMIIO3UTOPIB, Tak 1 JociigHukiB. B Iramii mi mnpomecu Oynu mMoB’si3aHl 3
JISUTBHICTIO aHTPOTIONOra Ta icTopuka peniriit E. ge MapTiHo, My3U4HOTO KPUTHKA,
etHomy3ukosora [ Kapnitemin, KomMmo3uTopa 1 3aCHOBHUKA —aHCaMOIIIO
HEarnoJIiTaHChbKOT My3uku Hoea komnaniss nonynsapuoi nicui  P. ne Cimone,
KypHaJicTa, IOeTa, aBTopa TNepuioi FEuyuxionedii HeanonimaHcbKoi NicHi
E. ne Mypa, icropuka Ta KypHaiuicta, aBtopa Hoeoi  enyukioneoii
neanonimancokoi nicui II’etpo Taprano Ta iH. IX 06’emHye po3yMiHHS My3HKH
niBaHA [Tanii sk 0coOIMBOT KYJIBTYPH, SIKY I11€ HAJCKHUTh BIKPUTH.

Ha croromuimHiii geHb n07s ictopuuHoro munyinoro Canzone Napoletana
nocrae 00’€KToM MIbHOI yBaru B Itamii. B aBaHrapai HaykoBUX pO3BIIOK —
nocimimxenuss Buenux I1. Ck’suo, P. JIi Maypo, k. PyGepTi Ta iH.; KOJEKTUBHI
mMoHorpadii — «La canzone napoletana. Tra memoria e innovazioney (2013), «The
Neapolitan Canzone in the Early Nineteenth Century as Cultivated in the
Passatempi musicali of Guillaume Cottrauy (2015), o 00’€HYIOTh CHEIiaTiCTiB
pPI3HMX HAyKOBHX Tajy3ed COIlOJOrii, aHTPOMOJOrii, ICTOPUKIB MY3HKH,
BHKOHABIIIB. BOHM MiAKPECIIOI0Th BAXKIMBICTh BUBUYSHHS HEANOITAHCHKOI IMICHI
HAa MDKIMCUMIUIIHAPDHOMY PIBHI 332 TakKMMU HanpsIMKaMU, SIK: [CMOPUYHULL
(YcBiIOMJICHHS 3aKOHOMIPHOCTEM PO3BUTKY 3 YypaxyBaHHSIM KPHU30BUX 1
CTaOlTbHUX TEpIOAiB, TpaHchopmallli MOHSATh), Memooono2iynul  (MOUIyK
HalOUIbII €(PEeKTUBHUX METOAMK — IHCTPYMEHTIB BHUBUEHHS 3 YypaxyBaHHSIM
crieriaizaiii, 3aisTHHST MyJIbTUMEIIMHUX 3aC001B y BUTJIA/I 1HTEpHET-TUIaT(OpM,
UPPOBUX TEXHOJOTIH), Haykoso-ananimuynuy (JOCTIPKEHHST MaTrepialiB),
Mmopghonociunuil  (pO3TISA  HEANMONITAHCHKOT MICHI SK CcaMOOYTHBOI —TUIKH

1TaMCbKOI MY3UKHU 1 €BPOIMENHCHKOT KYJIbTYpH B IiioMy). CaMOOyTHIMU pucaMu



HEarnoJITaHChKOI MICHI BU3HAYEHI: 3[aTHICTh 0 CyOmiMaIii My3UYHUX Tpaguliil
pisHux cepenzemMHoMopcbkux Hapo#iB (II. ABanmone); 3B’A30K 3 KOJIEKTUBHOIO
naM’STTIO MIiBJCHIIB, iX OCOOJMBUM CTHJIEM KHUTTS, 3 PENITIHHUMH IPaKTHKAMH,
mionoriunumu BipyBaHHsMU (I1. ABanone, M. Crario). Heanonitancpka micHs
JOCIIJIKY€ETbCS 1 SIK KyJIbTYPHO-€KOHOMIUHMIA (DEeHOMEH, sIBUIIE, IO 3a JOCUTH
CTPIMKHUI Yac MepeTBOPUIIOCS Y HACTIPAB/1 «TYPUCTUUHUN» TOBAp, IKUM, Ha TYMKY
IPUYETHUX 10 HOTr0 PO3pOOKH, MAaKCHUMajbHO TOBHO PEMPE3CHTYE KYJIbTYpHY
CBOEPIAHICTD MIBJICHHOTO PEriOHY, BUCTYIIAI0YM HOCIEM KYJIBTYPHOTO KOJY HaIlii 1
Cepenzemuomop’st B uuiomy (M. Craiio). 3BepHEHHS [0 TMpallb 1TalIAChKUX
BUEHUX PI3HOTO MPOQII0 JOBOJAUTh BUCHOBKY INOJO aKTYaJbHOCTI AaHOI TEMHU
JUISL Cy4aCHOTO MHCTELITBO3HABCTRA.

VY Toif xe yac, Ha MATPYHTI Pe3yyIbTaTIB HAYKOBUX JOCHIIKEHb Ta BIACHUX
aHAJIITUYHUX CIOCTEPEKEHb BUSBJICHO HEAOCTAaTHICTh BHUCBITJIEHHS B HAyKOBIi
JiTepatypi 3a oOpaHo TeMoro mepiony icHyBaHHsi Canzone Napoletana 3 nobu
CepennboBiyus A0 PomanTtuszmy. JloBeneHo, 10 Nepil 3raayBaHHs MPO MICEHHY
KyJIbTYpy HapoJiB ATEHHIHCHKOTO MiBOCTpoBa BigHOCAThCA a0 XIII cromitts,
JOCTYITHUM J1J11 BABYEHHS ayi10- Ta HOTHUI Martepian — g0 XV cromrrs. Y 1530-
T1 POKH 3 SIBIIIOTHCS MeEpI 301pKU MaJpUTalliB Ta BiJaHEN — IMICEHHOTO >KaHPY,
akui HapoauBcs Oesnocepenubo B Heamomi. CTpiMke NOMUPEHHS BUTaHENIU
(ciIBCBKOI MMICHI) B COJIBHOMY 1 0araTorojoCHOMY BapiaHTax mo Bciil Irtamii, a
MOTIM ¥ 1HIIMX €BPOINEUCHKUX KpaiHaX, HaAuIsge ii CTaTycoM Mera)xaHpy.
[HTerpaniiinuii xapaktep poO3KpUBaeThcs yepe3 (akT o0’eqHaHHS HApOJHOI Ta
KOMITO3UTOPCHKOT JiHIN K MpUTaMaHHY ITATACHhKIA BOKaJIbHIN My3ull pucy. Lle
no3Bossie posrisgatd Canzone Napoletana yeprosum ertamom JiHIT JTIPUYHHX
JKaHpiB: (ppoTosia — BUIaHena — Maapurai. [IpoananizoBaHl y JOCTIIKEHHI HOTHI
TEeKCTH Ta ayjaio3anucu Jekuibkox Butanen XVI cromitrs y BukoHanHi P. @ycko,
ancamOro NCCP, M. bi3711 10BOASTh BUCHOBKY MPO OPUTIHATIBHICTH (HOPMH ITUX
3paszkiB (AABCC), ix MenoaiiiHy caMOOYTHICTb, B $IKId BIAYYBA€ThCS BIUIMB
MOJAbHOI CUCTEMH, IO MOSICHIOE 1 MPUPOAY rapMOHi3allli, BUKIUKAIOUU BIIUYTTS

CIIPaBXHbOI TAPMOHINHOT «CBDKOCTI» Ta HEOPAMHAPHOCTI. 3aJdydeHl Yy SKOCTI



Matepiany pociimkeHHs nicHi Heamonitancekoro Kopomisersa XVII-XIX cromith
y BHUKOHaHHI aHcambOiio Accordone ta IliHo Birtopio, xommo3uiiii ancamOImo
Xanti Yaca, mMATBEPKYIOTh )KaHPOBY PI13HOOAPBHICTH HEAIOJIITAHCHKOI IMICEHHOT
KyJbTYpU TOTO 4acy, GOpMyBaHHs B Hill CTIKUX O3HAK MaOYTHHOTO KJIACHYHOTO
KaHOHY HeamnoJriTaHChKoi TicH1 KiHI XIX cromitra. HalironoBHima cepen HUX —
KBIHTECEHI[Isl JIIPUYHOTIO BHCIIOBIIOBAHHS, 110 BUIUISE HEAMOJITAHCHKY MICHIO 3
psiy IHIIUX BOKAJIbHUX >KaHPiB. [lompu BCro pi3HOMaHITHICTD CIOKETHUX MOTHBIB
— YKapTIBJIMBI CIIEHKH, Mapo/Iii, MMCHI TOPTroOBIIiB 1 PEMICHHUKIB, TAaHI[IOBaJIbHA CTUXIS
TapaHTENIH — JO0OBHA TE€Ma 3aBXKIW 3aJIUIIAETHCS IMPOBIAHOK B LBOMY BHII
TBOpUOCTi. [IpocnaBneHHs KOXaHO1, BUBHAHHS B MOYYTTSAX, MOHOJIOT CTPaKIaHHS
Cepllsl, HEPIAKO 3 MeNOoJpaMaTUYHUM BIJITIHKOM, SIK MPAaBUJIO PO3TOPTAIOTHCS B
Canzone Napolitana B Hepo3puMBHOMY 3B’S3Ky 3 Kpacow IMPUPOIH
M1BJICHHOITATINCHKOTO KPato, MOPCHKUM TEeH3aKeM.

VY aucepranifHOMy JOCTIIPKEHHI TaKOXK OXapaKTepU30BaHO POJIb MY3HUYHO-
JOCHITHUIIBKOI Ta peNakTopchkoi mpami kommosutropa ['iiioma-JIyi Kotrpay,
PO3MISTHYTO MIATOTOBICHY HUM «Passatempi musicaliy — 301pKy HeamoJiTaHChKUX
MiCeHb, A0 SKOi yBIALIUIM (pparmeHTH 3 onep-buffa, crapomaBHi censHCbKI MiCHI,
eMKO-JIIpUYHI TicHI, Oananu, po30IMHUIBKI MICHI Ta MICHI-MApoii 3 MiCHKOTO
[UKITY, IMIIpoBi3amiiiHi micHi. Bumana Bmepme y 1824 poii, BoHa cropusiia
3arBep/keHHI0 Canzone Napoletana y €BpONEHCbKOMY MY3UYHOMY KOHTEKCTI.
[Tinkpecneno, mo 3apasku 3ycwuisaM [.-JI. Korrpay, ppaniryza 3a moxomkeHHsM,
Oys0 3ahikCOBaHO HaMMABHIII 3pa3KH YHIKAJIbHOI MICEHHOT CHaAIIMHU TiBIESHHO-
1TATIACHKOTO PETIOHY, IO 3HAKWIIIO HaJall MiATBEPIKEHHS B €THOMY3MKO3HABUMX
po3Binkax XX CTOMITTA. Y3arajabHEHO 1 MY3MYHO-TEOPETUYHI BIJIOMOCTI TIPO
HEarnoJIITAHChKI MICHI oOcTaHHIX aAecaTuiiTh XIX — mnouarky XX CTOMITTA,
BU3HAHUX «30JIOTOIO 1100010» mgaHoro xkaHpy. [liIKpeciroeThcsi THMOBICTH iX
dopmu (kymetHa, AB), cxoxicTe (akTypHOrO Ta TapMOHIMHOTO pIIIEHb,
NepeBaKaHHS KAHTUJICHH, TIPOCTOTa MEJOMIMHOTO pHCYHKa Ta 3arajbHa
«BiakpuTicte» Canzone Napoletana 10 IHTOHAIIWHOTO Iiajory 3 OyIb-SIKUMU

BOKAJIBHUMM JKaHpaMH.



HaykoBa HOBM3HA MpeCTaBICHOTO AUCEPTAIIHOTO JOCIIHKEHHS MOJIATAE B
PO3yMiHHI BHYTPIIIHbOI €THOCTI MICEHHOI 1TANIMCHKOI KYIbTYpH, B sikii Canzone
Napoletana  pybexy XIX—XX  CcTOmTh pPO3DISINAETHCA  KYJIbMIHAIIEIO
EBOJIONIHHOTO MpOIeCy B KilbKa CTONiTh. MIOT0o MOYaToK — y ImiceHHill KymbTypi
CepennboBivus (KapHaBaJbHI MICHI 1 (PpPOTONM), NPOJOBKEHHS — y BUIaHENax 1
maapuranax XV—XVI cronite, omepHomy ctuii Oapoko. BaxmuBum eranom
EBOJTIOIIIT KaHpPy BUCTYIAE Mepion poMaHnTUdHOI 100u — 3 1824 mo 1880-x pokis,
BiJI IaTH TIOIIMPEHHS HEANOIITAaHCHKOI MICHI Y My3UYHOMY ITPOCTOpi €Bporu Ta B
TBOPYOCTI Oararbox KOMIO3UTOPIB, JO MOYATKY «30JI0TOi TO0M» HEarnoJIiTaHChKO1
nicHl («DyHikyni-OyHiKynaa» Ta 1H.), ii HOMYJIAPHOCTI Ha CBITOBOMY piBHI. Lle
J03BOJIsIE oxapakTepu3yBatu xaHp Canzone Napoletana sk yiniche aeuwe, wo
gdopmysanocs npomscom 6azamvox CmMonimev 6 My3uyi HA nepemuni HapoOHOI i
npoghecitinoi npakmuk ma CMmMuib08UX Nepexpeujerb, y Guisaoi  meopuoco
83AEMOOOMIHY  CINbCbKOI ma  MICbKOI  BOKANbHUX — KYIbmyp, MNi0 GNIUBOM
MAaHYI0BAILHOL MY3UKU, ONEPHO20 HcaHupy, mucmeymea bel canto.

Kuarwuogi caoBa: Canzone Napoletana, neanojiTaHChKa MICEHHA KYJbTYpa,
HapoJHAa TBOPYICTH IMIBJACHHO-ITATINCHKOTO PErioHy, JKaHp, €THOMY3HKOJIOTIS B

Irami.
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ABSTRACT

Yang Fuyin. The genre of Neapolitan song in the 16th-19th centuries
(theoretical analysis). — Qualification scientific work on the rights of the
manuscript.

Dissertation for the scientific degree of Candidate of Arts (Doctor of
Philosophy) on specialty 025 — «Musical Arts» (Culture and art) — Kharkiv
National I. P. Kotlyarevsky University of Arts, Ministry of Culture and
Information Policy of Ukraine, Kharkiv, 2021.

The dissertation is devoted to the theoretical study of the genre of
Neapolitan song — a phenomenon associated with stable patterns of perception.
Until recently, Canzone Napoletana seemed a definite layer of vocal culture with
specific characteristics, due to its popularity in the field of salon and "light music"
from the late 19th century until the 1970s, when other non-pop forms of Canzone
Napoletana were pushed out of musical context. "Santa Lucia", "O 'Sole Mio",
"Torna a Surriento" along with other examples of poets S. Di Giacomo, L. Bovio,
E. Murolo, composers T. Cottrau, E. di Capua, L. Denza, and others, with their
characteristic melodramatic content, emphasized by cantilena melodies, spicy

harmonies and Neapolitan dialect, were considered a classical canon and almost



the only form of Neapolitan song, which began to take shape only in the 1830s.
However, in a situation of maximum clarity, a number of questions remained
unsolved, the most important of which is the next. What are the origins of this
phenomenon? What genre varieties of Italian folk song during its centuries-old
history have influenced the formation of a canon that is recognized as classical? As
an example of the artistic synthesis of professional / composer and folk / amateur
traditions, Neapolitan song, whose chronological affiliation is clearly defined in
reference books (late 19th — early 20th centuries), needs a new look, more
systematic and comprehensive. It is this approach that can solve the problem of
"white spots" on the origins of Canzone Napoletana, its genre varieties, which are
put forward in the process of historical evolution. These provisions determine the
relevance of the proposed topic, allow to summarize the achievements of scientific
thought and to attract still unexplored musical material.

The object of study is the genre of Neapolitan song. The subject of research
is the process of genre evolution depending on the musical-historical context,
stylistic attitudes of the epoch and individual creativity of the composer. The aim
of the study 1s to understand Neapolitan song as a holistic genre phenomenon in the
process of its historical evolution: from the origins of folk and urban culture of the
Middle Ages, varieties of Canzone Napoletana in different musical eras to the
recognized canon of "Neapolitan song" at the turn of 19-20 centuries.

The generalization of the results of scientific research on the features of
Canzone Napoletana as a genre phenomenon has shown that the information field
development on Canzone Napoletana is extremely weak in Ukrainian, Russian and
Chinese musicology, despite some steps in this direction (S. Burygin, O. Moskvin,
Fang Yahong, Chang Jing Ge). Information on this topic is concentrated mostly in
foreign sources, as well as the musical samples themselves, which are a
bibliographic rarity even in Italy. This led to recourse to the study of foreign
sources, mostly Italian researchers. It is established that the preconditions of
modern scientific thought aimed at studying the musical folklore of Naples first
appeared in Italy in the 19th century (F. Cirelli, G. Ungarelli, C. Blazis and others).



In the context of Romanticism's interest in folk culture, musicological explorations
were more of a practical nature: the collection and recording of texts of Neapolitan
songs, the musical notation of samples of verbal art. The first in this direction was
the collection "Passatempi musicali" (1824) by G. L Cottrau, which over the next
50 years gave rise to a whole wave of creation and publication of collections of
Neapolitan songs in the 19th century (F. Florimo, T. Cottrau, W. de Mello,
L. Chiuratsi).

The active phase of studying the song tradition of southern Italy dates back
to the middle of the 20th century, which reflected the general trends of European
art of the time, the widespread surge of interest in folklore from both composers
and researchers. In Italy, these processes were associated with the activities of
various personalities: anthropologist and historian of religions E. de Martino;
music critic, ethonomusicologist D. Carpitella; composer and founder of the
Neapolitan music ensemble Nuova Compagnia di Canto Popolare R. de Simone;
journalist, poet, author of the first encyclopedia of Neapolitan song E. de Moore;
historian and journalist, author of the New Encyclopedia of Neapolitan Song Pietro
Gargano, and others. They are united by an understanding of the music of southern
Italy as a special culture that has yet to be discovered.

Today, the historical past of the Canzone Napoletana is the object of close
attention in Italy. We find among the scientific intelligence research scientists
P. Schialo, R. Di Mauro, G. Ruberti, and others; collective monographs "La
canzone napoletana. Tra memoria e innovazione” (2013), “The Neapolitan
Canzone in the Early Nineteenth Century as Cultivated in the Passatempi musicali
of Guillaume Cottrau” (2015), which unites specialists from different scientific
fields of sociology, anthropology, music historians, performers. They emphasize
the importance of studying Neapolitan song at the interdisciplinary level in the
following areas: historical (awareness of the laws of development taking into
account crisis and stable periods, transformation of concepts), methodological
(search for the most effective methods — tools for studying taking into account

specialization, digital technology), scientific and analytical (research materials),



morphological (consideration of Neapolitan song as an original branch of Italian
music and European culture in general). The distinctive features of Neapolitan
song are: the ability to sublimate the musical traditions of different Mediterranean
peoples (P. Avalone); connection with the collective memory of the southerners,
their special lifestyle, with religious practices, mythological beliefs (P. Avalone,
M. Stazio). Neapolitan song is also studied as a cultural and economic
phenomenon, a phenomenon that in a very short time has become a real "tourist"
product, which, according to those involved in its development, fully represents the
cultural identity of the southern region, acting as a cultural code of the nation and
the Mediterranean in general (M. Stazio). An appeal to the works of Italian
scientists of various profiles leads to the conclusion that this topic is relevant for
contemporary art history.

At the same time, based on the results of scientific research and own
analytical observations, there is a lack of coverage in the scientific literature on the
chosen topic of the period of existence of Canzone Napoletana from the Middle
Ages to Romanticism. It is proved that the first mention of the song culture of the
peoples of the Iberian Peninsula dates back to the 13th century, available for study
audio and musical material — ones to the 15th century. The first collections of
madrigals and vilanelles, a song genre born in Naples, appeared in the 1530s. The
rapid spread of vilanella (rural song) in solo and polyphonic versions throughout
Italy, and then in other European countries, gives it the status of a mega-genre. The
integration character is revealed due to the fact of combining folk and
compositional lines, which is inherent in Italian vocal music. This allows us to
consider Canzone Napoletana another stage in the line of lyrical genres: frotola —
vilanella — madrigal. Analysis in the study of musical texts and audio recordings of
several vilanelles of the 16th century performed by R. Fusco, NCCP ensemble,
M. Beasley leads to the conclusion about the originality of the form of these
samples (44BCC), their melodic identity, which affects the modal system, which
explains nature harmonization, evoking a feeling of true harmonious "freshness"

and unusualness. The involvement of the Accordone and Pino Vittorio songs of the



Xanti Yaca ensemble as material for the study of the songs of the Kingdom of
Naples of the 17th—19th centuries confirms the genre diversity of the Neapolitan
song culture of that time, forming stable features of the future classical canon of
19th century Neapolitan song. The most important of these is the quintessence of
lyrical expression, which distinguishes Neapolitan song from a number of other
vocal genres. Despite all the variety of plot motives — humorous scenes, parodies,
songs of traders and artisans, the dance tarantella element — the love theme always
remains the leading one in this type of work. The glorification of the beloved, the
confession of feelings, the monologue of the suffering of the heart, often with a
melodramatic tone, usually unfold in the Canzone Napolitana in inseparable
connection with the beauty of nature of this region, the seascape.

The dissertation research also describes the role of music research and
editorial work of composer Guillaume-Louis Cottrau. The collection of Neapolitan
songs "Passatempi musicali” forehanded by him was considered, which included
fragments from opera-buffa, ancient peasant songs, epic-lyrical songs, ballads,
bandit songs and parody songs from the city cycle, improvisational songs. First
published in 1824, it helped establish Canzone Napoletana in a European musical
context. It is emphasized that thanks to the efforts of G.-L. Cottrau, a Frenchman
by birth, recorded the oldest examples of the unique song heritage of the southern
Italian region, which was further confirmed in ethnomusicological explorations of
the 20th century. The music-theoretical information about Neapolitan songs of the
last decades of the 19th — beginning of the 20th century, recognized as the "golden
age" of this genre, is also generalized. The typicality of their form (verse, AB),
similarity of textural and harmonious decision, predominance of cantilena,
simplicity of melodic drawing and general "openness" of Canzone Napoletana to
intonation dialogue with any vocal genres are emphasized.

The scientific novelty of the presented dissertation research lies in the
understanding of the internal unity of Italian song culture, in which Canzone
Napoletana at the turn of the 19th and 20th centuries is considered the culmination

of an evolutionary process in several centuries. Its beginning is in the song culture



of the Middle Ages (carnival songs and frotols), its continuation is in the villanellas
and madrigals of the 15th—16th centuries, and the opera style is baroque. An
important stage in the evolution of the genre is the Romantic period — from 1824 to
1880, from the date of the spread of Neapolitan song in the musical space of
Europe and in the works of many composers to the "golden age" of Neapolitan
song ("Funicula-Funicula", and others), its popularity worldwide. This allows us to
characterize the genre Canzone Napoletana as a holistic phenomenon that has
formed over the centuries in music at the intersection of folk and professional
practices and stylistic intersections, in the form of creative exchange of rural and
urban vocal cultures, influenced by dance music, opera, art of bel canto.
Keywords: Canzone Napoletana, Neapolitan song culture, folk art of the

southern Italian region, genre, ethnomusicology in Italy.
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