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AHOTAIIA

An ®yins. Kanp Heamosgitancbkoi micHi XVI-XIX croairs
(Teopernunuii anagiz). — Kpamidikaiiiina HaykoBa Ipals Ha mpaBax pyKOIHUCY.

Huceptanis Ha 3700yTTS HAyKOBOTO CTYyIEHs JoKTopa ditocodii 3a
cnemianbHicTIO 025 — «My3uune mucreutrBo» (02 — «KynbTypa 1 MUCTELTBOY).
XapkiBchbKui HalioHanbHUM yHIBepcuTeT mucteutB iMeHi I. I1. KoTnsipescbkoro,
MiHicTepcTBO KyJabTypu Ta iHGOpMaIliiiHOI MomiTHKKM YKpainu, Xapkis, 2021. —
Cymcekuii nepxaBHuid nenaroriunuil yniepcuret iMeni A. C. Makapenka, 2021,
MinictepcTBO OCBITH 1 Hayku Ykpainu, Cymu, 2021.

Jlucepraiirto TPUCBIYCHO BUBYCHHIO Y TCOPETUYHOMY aCICKTI JKaHPY
HEaroJIITaHCHKOI MICHI — SIBUIIA, 3 IKKM ITOB’s13aH1 CTIMK1 11a0JI0HU CIpUUHATTS. J[o
HenaBHboro yacy Canzone Napoletana 3paBanacsi IUIKOM BH3HAUYEHUM IIACTOM
BOKaJbHOI KYJIBTYPH 13 KOHKPETHHMMH XapaKTePUCTHUKAMH, BHACHIIIOK il
HOMYJISIPHOCT] y Tally31 CAJIOHHOT Ta «IETKOT My3UKmW» 3 KiHusg XIX cromitrs il 10
1970-x pokiB, xonu iHmi — He ectpanHi Gopmu Canzone Napoletana — Oynu
BUTICHEHI 11032 MY3UYHMM KOHTEKCT. «Santa Lucia», «O’ Sole Mioy», «Torna a
Surriento» nopsin 3 inmuMmu 3pazkamu noetis C. i Ixaxomo, JI. bosio, E. Myporno,
xommno3uTopiB T. Korrpay, ®. TocTi, E. i Kanya, E. Kyprica, JI. Jlenuu Ta iHmux,
13 XapaKTepHUM JJII HHUX 3MICTOM MEJIoIpaMaTUYHOTO BIATIHKY, MiJKPECICHO
KaHTUJICHHOIO MEJIOJANKOI0, MPSHAUMH TapPMOHISIMU Ta HEANOJIITAHCHKUM JT1aJIEKTOM,
BBYKAJIUCS KIIACHYHUM KaHOHOM 1 YM HE €JUHOIO (DOPMOIO HEaroiTaHChKOI ITIiCHI,
o noyanu Gopmysarucs auiie 3 1830-x pokiB. OnHak y cuTyallii MaKCUMaJIbHO1
SICHOCTI, 3aJIMIIaiach HEPO3KPUTOIO HU3KAa MUTaHb, TOJIOBHE 3 KOTPHUX — SAKUMU €
BUTOKHM JaHOTO sBHINA? SIKi >XKaHPOBI PI3HOBHUIW HAPOMHOI ITaIIHCHKOI ITICHI
MPOTATOM ii 0araroBiKOBO1 iCTOPii BIUIMHYIM Ha (pOpMYyBaHHS KaHOHY, BU3HAHOTO
KJIACUYHUM ? bynyun MPHUKITAI0OM XyI0KHBOTO CHUHTE3Y
npodeciitHoi / KOMITIO3UTOPCHKO1 Ta HapOJIHOI / aMaTopChKO1 TpaJuLii,
HearnoJiTaHChKA ITICHS, YHsI XpOHOJIOT1YHA TPUHAJICKHICTD Y IOBIAKOBUX BUIAAHHIX

BH3HaY€Ha JOCUTH YITKO (KiHemb XIX — mouatok XX CTOMITh), MOTpeOye HOBOTO



OISy — OUTBII CHCTEMHOTO Ta KOMIUIEKCHoro. Came Takui MiAXin 34aTHHM
BUPIIIUTH MpobiemMy «OumMX ImissM» wofo BUTOKIB Canzone Napoletana, ii
KAHPOBUX PIZHOBUJIB, BUCYHYTHX Yy MpOLECI ICTOPUYHOI €BOJIIOIIi. 3a3HadyeH1
MOJIOKECHHS BHU3HAYAIOTh AKMYAJbHICMb 3allPOMIOHOBAHOT TEMH, JO3BOJSIOTH
y3araJIbHUTH JIOCATHEHHS HAyKOBOI JAyYMKH Ta 3aJIyYHTH JIOCI HECBUBUYCHHM
MYy3UYHUHN MaTepiall.

06 ’ekmom 0ocniddiceHHss OOPAHO KaHP HEaANoNITaHChKO1 MiCHI. [Ipedmemom
— MPOIIECU CBOJIIONIT KaHPY B 3aJCKHOCTI BiJl My3UYHO-ICTOPHYHOTO KOHTEKCTY,
CTHJIbOBHX YCTAHOBOK €IOXH Ta IHIWBiIyajdbHOI TBOPYOCTI KoMmMmo3uTopa. Mema
00CNi0JiCeH s, TIONATaE B OCMHUCICHHI HEANoMITAaHCHhKOI ITICHI SK IUIICHOTO
YKAHPOBOTO SIBUIIA B MPOIIECI HOTO ICTOPUYHOT €BOJTIOIII1: BiJl BUTOKIB B HAPOAHIN Ta
Micbkil KynaeTypl CepemnnboBiuus, pisHOBHHAIB Canzone Napoletana y pi3HUX
MY3UYHHUX €M0Xax 0 BA3HAHOTO KAHOHY «HEANoJITaHChKO1 MICHI» Ha pyoexi XIX—
XX CTOMITE.

VY3aranpHeHHs pe3yAbTaTiB HAyKOBUX MOCHIIKEHb MO0 OCOOIMBOCTEH
Canzone Napoletana sK >aHPOBOTO SIBHILA [OBIB, II0 B YKpPaiHCHKOMY,
POCIHCPKOMOBHOMY 1 KHTAMChKOMY MY3UKO3HABCTBI CHUTYyaIlisi PO3POOICHOCTI
iHpopmamniitHoro mons 3 nwutaHHA Canzone Napoletana € BKpail ci1abKoro,
HE3BaXKalo4M Ha JIesiki Kpoku y oMy Hanpsamky (C. bBypurin, O. Mocksin, ®anr
SAxonr, Yan [311 I'e). Indopmaris 3a 1aHOI0 TEMOK 30CepeKeHa 3/e0UIBIIOT0 B
3apyODKHUX JpKepesax, K 1 cami HOTHI 3pa3Ky, 110 SIBISIOTh c000t0 O16miorpadiuny
piakicTh HaBiTh B ITaumii. I{e 00yMOBHIIO 3BEpHEHHS 1O BUBYCHHS IHO3EMHHX JKEPEIT
— MEPEeBAKHO 1TATINCHKUX JOCHIIHUKIB. BcTaHOBIIEHO, 110 TIEpeIyMOBH CydacHOT
HAyKOBOI1 JYMKH, CIPSMOBAaHOI Ha BUBYEHHS My3u4yHOTO Gonpkiopy Heamomns,
Briepmie Bunukim B Itamnii y XIX cromirti (. Yipemni, I'. Yarapemni, K. bnazic ta
iH.). B KOHTEKCTi iHTEpecy POMaHTH3MY 10 HAPOJHOI KYJIbTYPH MY3HKO3HABUI
PO3BIIKH HOCHIIM OUTBIIIOI0 MIPOIO MPAKTUYHHUM XapaKTep: 300py 1 3aMucy TEKCTIiB
HEaIoJITaHChKUX MICeHb, HOTHOI (pikcallii 3pa3kiB ycHOi TBopuocTi. llepmium B
ILOMY HamNpsSMKy ctaia 30ipka «Passatempi musicali» I". JI. Kortpay (1824), mo

BIPOAOBK HACTYNMHUX 50 pOKiB MOPOIUIIA LTy XBUIJIIO CTBOPEHHS Ta BUIaHb 301pOK
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HeanodiTaHcbkux miceHb y XIX cromitti (D. dnopimo, T. Kortpay, B. ne Menso,
JI. Yiypariiii).

AxtuBHa (ha3a BHBUEHHs MICEHHOI Tpaauuii miBaHs Iramii npunagae Ha
cepeauny XX CTONITTSA, IO BimoOpakaso 3arajibHi TEHJEHIIT €BPOIEUCHKOTO
MHUCTEITBA TOTO Yacy — MOBCIOJIHOTO CIUIECKY 1HTEpecy J0 (POJBKIOpY SIK 3 OOKY
KOMITIO3UTOPIB, TaK 1 JOoCcHiAHUKIB. B ITamnii i npouecu Oyiau noB’si3aHi 3 A1sUIbHICTIO
aHTpornojiora Ta ictopuka penirii E. ge MapTiHo, MY3WYHOrO KpPHUTHKA,
etHomy3ukosnora JI. Kapnitennu, kommo3uTopa 1 3acCHOBHMKA aHCamOIIIO
HearnoiTaHCcbkoi My3uku Hoea «omnanis nonynaproi nicni  P. ne Cimomne,
KypHaIicTa, TOeTa, aBTopa mepuioi FEuyuxionedii Heanonimaucvkoi nicHi
E. ne Mypa, icTopuka Ta )xypHaiicrta, aBTopa Hoeoi enyuxioneodii HeanoiimarcbKoi
nicni TPetpo Taprano Ta in. Ix 00’emHye po3yMiHHA My3UKM MiBaHsA Itamii sk
0COOJIMBOT KYJIbTYPH, AKY € HAIECKUTH BIAKPUTH.

Ha croromuimHiii aeHs nois ictopudnoro munynoro Canzone Napoletana
noctae 00’€KTOM TWIBHOI yBaru B Itamii. B aBaHrapii HaykoBUX PO3BIJOK —
nocmipkennss Buennx I1. Ck’simo, P. JIi Maypo, JIx. PyGepTi Ta iH.; KOJEKTHBHI
monorpadii — «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), 110 06’ €AHYIOTh CIELIaIiCTiB
pPI3HMX HAayKOBHX Tally3ed COIIOJIOTIi, AaHTPOMOJOrii, ICTOPUKIB MY3HKH,
BHKOHABIIIB. BOHU IiKPECIIOI0Th BAKIIUBICTh BUBUCHHS HEAIOIITAHCHKOT ITICHI Ha
MDKAUCIIUIUTIHADHOMY  PIBHI 32 TaKUMU HAmpsIMKaMH, SK: iCMOPUYHUU
(YcBimOMIJICHHS 3aKOHOMIPHOCTEH PO3BUTKY 3 YPaXyBaHHSIM KPHU30BHX 1 CTA0LTHHUX
nepioniB, TpaHcpopMmalii TOHATH), MemodonoiyHuti (TMONIYK  HAWOUTBII
e(eKTHBHUX METOJUK — IHCTPYMEHTIB BHUBYEHHS 3 YypaxXyBaHHSAM CIelliai3ailii,
3aMliTHHST MYJIbTUMEMINHUX 3ac00iB y BUMIISAI 1HTEpHET-TUIaTGopM, HUPPOBHUX
TEXHOJIOT1), Haykoso-ananrimuyruil (JOCIHIIPKSHHS MaTepianiB), mMopghonociunuti
(po3risii HeamoJIITaHCHKOI MICHI SIK CaMOOYTHBOT TUIKM ITaMIMChKOI MY3HUKHU 1

€BPOMNEICHKOI KYJIbTYpU B LIIOMY). CaMOOYTHIMU prcaMy HEaroJdITaHChbKOI MICH1



BU3HAYEHI:  3JaTHICTh 1O  cyOmiMamii  My3WYHUX  TpaaMIiid  PI3HUX
cepeazemHomopcbkux HapofiB (II. ABanone); 3B’S30K 3 KOJEKTHUBHOIO TMaM’ SITTIO
MIBACHI[IB, iX OCOOJMBUM CTUJEM OSKUTTS, 3 PEIIriMHUMHU TPaKTUKAMU,
Mmionoriyuaumu BipyBaHHsMu (I1. ABamone, M. Crauio). Heanomitanceka micHs
JOCIIJKYETBCA 1 K KyJbTYPHO-€KOHOMIUHHMM (PEHOMEH, SIBHINE, IO 3a JIOCUTH
CTPIMKHUH Yac MepEeTBOPUIOCS y HACTIPABIIl «TYPUCTUIHUI) TOBAp, SIKHMH, HA TyMKY
NPUYETHUX JI0 HWOTO pPO3pOOKH, MAaKCUMaJIbHO TOBHO PENPE3CHTYE KYJIbTYPHY
CBOEPITHICTh MIBAEHHOTO PETiOHY, BUCTYNAIOUM HOCIEM KYJBTYPHOIO KOAY Halli 1
Cepenzemuomop’s B risiomy (M. Crariio). 3BepHEHHsI J10 Tpallb ITaTIHChKUX BYUSHUX
pi3HOTO TPOQLII0 JOBOAUTH BUCHOBKY IIOJO aKTyaJbHOCTI JaHOI TEMHU JIJIs
CYy4acCHOTO MUCTEIITBO3HABCTBA.

VY To¥i ke Jac, Ha MiAIPYHTI pe3yIbTaTiB HAYKOBUX JOCTIIHKCHb Ta BIACHUX
AQHAITHYHUX CIIOCTEPEKCHb BUSBIICHO HEIOCTATHICTh BHUCBITJICHHS B HayKOBIiH
JiTepaTypi 3a oOpaHOI0 TeMol mepiony icHyBaHHS Canzone Napoletana 3 nobu
CepennboBivyusa g0 PomanTtusmy. JloBeneHo, 10 Mepiri 3ragyBaHHs MpO MICEHHY
KyJIbTYpY HapoJiB AIEHHIHCHKOTO MiBOCTpoBa BigHOCAThes 10 XIII cTomiTTs,
JOCTYITHUH JIJI1 BUBYEHHS ayai0- Ta HOTHUM MaTepial — 10 XV cromitTsa. Y 1530-Ti
POKH 3’ SIBIIAFOTHCS MEPII 301pKHU MaJpHUTajliB Ta BiIaHE] — MICEHHOTO XKaHPY, SIKUH
HapoauBcs Oe3nocepeanbo B Heamomi. CTpiMKe MOMIMPEHHS BUTaHENU (CUTBCHKOI
IiCHI) B COJIbHOMY 1 0araTorojloCHOMy BapiaHTaXx IO BCii Itaii, a moTiM # iHIIKUX
€BPOIEHUCHKUX KpaiHax, HAIUIAE 11 cTaTycoM MeraxkaHpy. [HTerpariiinuii xapakrep
PO3KpHUBaAEThCA depe3 GakT o0’ eTHAHHS HAPOJHOI Ta KOMIIO3UTOPCHKOI JIIHIA SK
MpUTaMaHHy ITATINACHKIM BOKalbHIM My3uil pucy. lle mo3Boisie posriasgaTu
Canzone Napoletana dveproBuM ertamom JIiHIT JIPHYHUX >KaHPIB: ¢poToia —
BimaHena — maapurai. [IpoananizoBaHi y TOCTIKEHHI HOTHI TEKCTH Ta ay103aMuCH
nekinpkox BimaHen XVI cromitrs y BukoHaHHI P. dycko, ancambmo NCCP,
M. bi3ni 10BOASATH BUCHOBKY PO OPUTIHAIBHICTH (popMu 1ux 3pas3kiB (4A4ABCC), ix
MEJONIIMHY CaMOOYTHICTh, B SIKIil BiUyBa€TbCsl BIUIMB MOAAIbHOI CUCTEMHU, LIO
MOSICHIOE 1 IPUPOY TapMOHI3allli, BUKJIMKAIOYU BIIUYTTS CIIPABKHbOI FTapPMOHINHOT

«CBDKOCTI» Ta HEOPAMHAPHOCTI. 3ayyeHl y SIKOCTI MaTepiainy TOCTIIKEHHS MICH1



Heanomnitancskoro KopomisctBa XVII-XIX cronith y BHUKOHaHHI aHCaMOIIO
Accordone Ta Ilino BitTopio, komno3uiiii ancamomto Xanti Yaca, miaTBEpIKYIOTh
KAHPOBY PpI13HOOAPBHICTh HEANOJITAHCHKOI IMICEHHOI KyJIbTYpH TOTO 4Hacy,
dbopmyBaHHA B HIM CTIMKMX O3HAaK MaHOyTHHOTO KJIACUYHOTO KAHOHY
HeamnojiTaHchkoi TmicHI KiHI XIX cromitrsa. HaliromoBHimia cepen HHUX —
KBIHTECEHIISl JIPUYHOTO BUCJIOBIIIOBAHHS, 110 BUAUISE HEANMONITAHCHKY MICHIO 3
Py IHIIMX BOKaJIbHUX kaHpiB. [lonpu BCIO pI3HOMAHITHICTh CIOKETHUX MOTHUBIB
— YKapTIBJIMBI CLIEHKH, apo/ii, MCHI TOPTOBIIIB 1 PEMICHUKIB, TAaHI[IOBAJIbHA CTUXI1s
TapaHTeNMu — JIIOOOBHA TeMa 3aBXKIW 3AJIUIIAETHCS TPOBIAHOIO B IBOMY BHUII
TBOpYOCTi. [IpociiaBneHHsT K0XaHO1, BU3HAHHS B MOYYTTSAX, MOHOJIOT CTPXKIAHHS
ceplis, HEepiKO 3 MEeJIOIpaMaTUYHUM BiJITIHKOM, SIK TPABHUJIO PO3TOPTAIOTHCS B
Canzone Napolitana B Hepo3puBHOMY 3B’SI3Ky 3 Kpacow  MPUPOIH
MiBJEHHOITATIMCHKOTO KpPat0, MOPCHKUM TEH3aKeEM.

VY aucepraniiHOMY IOCHTIIKEHH] TaKOXX 0XapaKTepPU30BAHO POJIb MY3HUYHO-
JTOCITITHUIIBKOT Ta peaakTopchkoi mparli kommo3utopa [iiioma-JIyi Kottpay,
PO3IVISIHYTO MIATOTOBIIEHY HUM «Passatempi musicaliy» — 301pKy HearnoiTaHChKUX
IiCeHb, 10 AKO1 yBiMmnuM (parmeHTu 3 omep-buffa, cTapogaBHi ceNsTHCHKI ITiCHI,
eMiKO-JIIpUYHI TiCHI, 6anaau, po301HHUIIBKI ITICHI Ta MCHI-MTapoIii 3 MICHKOTO ITUKITY,
iMIIpoBi3aliiHi micHi. Bumana Bnepiie y 1824 porii, BoHa cripusijia 3aTBEPIKCHHIO
Canzone Napoletana y eBponeicbkoMy My3MYHOMY KOHTEKCTi. [limkpecneHo, 1o
3aBnsku 3ycwuisiM [.-JI. Korrpay, dpaniry3a 3a moxomkeHHsM, Oyno 3adikcoBaHO
HaWJaBHINII 3pa3KW YHIKATbHOI TMICEHHOI CHAAIIMHUA MiBACHHO-ITAIIHCHKOTO
pETiOHY, 10 3HANIILIO HAlall MIATBEPKEHHS B €ETHOMY3UKO3HABUMX PO3BiIKaX XX
CTONITTS. Y3araJbHEHO 1 My3UYHO-TEOPETUYHI BIZIOMOCTI PO HEANOIITAHCHKI MiCH1
ocTaHHIX AecaTuliTh XIX — modyarky XX CTOJITTS, BUBHAHUX «30JI0TOIO 100010
naHoro xaHpy. I[lizkpecaoeTses THMOBICTE ix popmu (kyruietHa, AB), cxoxicTb
(dakTypHOTO Ta TapMOHIMHOTO pIllIEeHb, TMEpPEeBaKaHHS KaHTWUJIICHW, TMPOCTOTA
MEJNIOJIINHOTO PHUCYHKAa Ta 3arajbHa «BIOKpUTICTE» Canzone Napoletana no
IHTOHAIIHHOTO J11aJIoTy 3 OyIb-IKUMH BOKaJbHUMH KaHPAMHU.

HayxoBa HOBU3HA MpeACTaBICHOTO JUCEPTALIITHOTO JOCIII)KEHHSI TIOJISITae B
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PO3YMIHHI BHYTPIIIHbOI €JHOCTI MICEHHOI ITAMIUCHKOI KYIbTypH, B sikii Canzone
Napoletana pyoexy XIX—XX cToNITh pO3MIISIAAETHCS KYIbMIHAIIEIO €BOTIOIIHOTO
Tpolecy B KilbKa CTONiTh. Moro moyatok — y miceHHii Kynsrypi CepeqHboBiuus
(kapHaBanbH1 TICHI 1 (pPOTONM), MPOJOBKEHHS — Yy BUIaHENaX 1 Maapuraiax
XV—XVI cronitk, onepHOMy CcTWI1 0apoko. Bax1uBHUM eTarom €BOJIOIIT KaHpPy
BUCTYIIA€ MEPi0j] poMaHTUYHOT 100U — 3 1824 1o 1880-x pokiB, BiJ] JaTH MOITUPEHHS
HEarnoJITaHChKO1 MICHI y MY3UYHOMY MpPOCTOpi €Bpomu Ta B TBOPUOCTI Oararbox
KOMIIO3UTOPIB, JI0 TMOYATKY «30J0TOI1 J0OW» HeamoJiTaHChKOi1 MmicHI («DyHIKyITi-
OyHikyna» Ta 1H.), il NOMYIAPHOCTI Ha cBiToBoMY piBHI. lle mo3Bomse
oxapakrepusyBaTh xaHp Canzone Napoletana six yinicne ssuwe, wo gopmysanocs
npomsicom 06a2amvox Cmonimv 6 MY3uyi Ha nepemumi HApooHoi i npogheciiinoi
NPAKMUK ma Cmulb08UX nepexpeujensp, y Uil meopio2o 3aEMO0OMIHY CilbCbKOT
ma MicbKoi 80KANbHUX KYIbMYp, HIO GNIUEOM MAHYIOBANbHOI MY3UKU, ONEPHO20
arcanpy, mucmeymea bel canto.
KiouoBi ciioBa: Canzone Napoletana, neamnosiTaHchKa ImceHHA KyJIbTYypa,
HapoJIHA TBOPYICTH ITIBJIEHHO-ITAIIMCHKOTO PETiOHY, JKaHpP, €THOMY3HUKOJOTiS B

Itami.

OCHOBHI HAYKOBI PE3YJIETATU JIUCEPTALITHOI'O JTOCJIIJDKEHH S
BUCBITJIEHO B TAKUX ITPALISIX ABTOPA

Cmammi 6 Haykogux (haxosux euOarHax Yxkpainu:
1. Su ®yins. [Ipo Butoxku Canzone Napoletana: qo nmpo6iieMu BUBUCHHS JKaHPY.
Kynomypa Ykpainu. XJAK. Bunyck 67. 2020. C. 177—188.
2. Sln ®yins. “Passatempi musicali” I'iiioma-JIyi KoTTpay sk 3aci6 akTyamizarii
HearnoJiTaHChKoi MicHI B Mys3uii XIX cTomitts. Acnexmu icmopuunozo
myzuxoznaecmea. XapkiB : XHYM imeni . I1. Kotnspescbkoro, 2020.

Bun. XIX-XX. C. 268—284.
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3. SAn ®yinb. @enomen Canzone Napoletana y a3epkaii HAyKOBO-KPUTUUYHOL
OyMKU. Acnexmu icmopuuno2o my3uko3naécmea. XapkiB : XHYM iMeni
[. II. KomsipeBepkoro, 2020. Bun. XXI. C. 98—113.
Ilpayi y nayxosux 3apy0iscHux 8UOAHHAX:
4. The role of song genres of the 16th — 17th centuries in the Neapolitan Song
history. The European Journal of Arts. Vienna, #2, 2020. P. 43-52.

5. miHE. BEG-ZERFENTHERI (Canzone napoletana) HHI IR

XL A E RMRIRIE, 20194 .55364%A. 1SSI 1002-767X.19-21+31T1. (n

®yine. YHikaneHuii ctuik ['aetano Jloninerti B Canzone napoletana. /lisniuna

mysuxa, Xap06ix, 2019. Bunyck 364. ISSN 1002-767X. C. 19-21. Kuraii.

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
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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
is 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
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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),
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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
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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



13

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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