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THE SACRED CANTATAS OF J. S. BACH
AND MODERN ASPECTS OF THEIR RESEARCH

The aim of the article is to identify new guidelines and directions for the
study of cantata creativity of J. S. Bach. Aspects of the genre nature, typology
of works are considered, examples of analysis of the composer text as a
complex of expressive qualities of Bach’s artistic and intonational language
in the performance of interpretation are given. The research methodology
involves the use of historical, art and cultural methods, musical performance
analysis for interpretation, comparative and theoretical generalizations.
Scientific novelty is determined by the perspective and research methodology
associated with a focused study of the entire body of modern bachovedenie
(study connected with Bach) with the identification of the range of expressive
means used to implement the artistic image. Conclusions. Vocal-choral music,
created in accordance with the requirements of the Protestant liturgical ritual
(called Kirchenmusik, Kirchenstuck before the eighteenth century), obeying it
and starting from it, in composer reading, expands the framework of concepts
about creative freedom and boldness of the author’s interpretation of the
original Book of Genesis texts (according to F. Melanchton).

Spiritual cantata music, being a school of Bach’s vocal style, sacred music
with text, among other things, clarifies, sheds light on many issues of music
without text: from articulation, phrasing, etc. to the principles of dramaturgy,
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the highest spiritual meaning. It is also worth mentioning direct borrowings in
instrumental music from cantatas, the so-called autoparods.

German ecclesiastical oratory was the cause of the emergence of examples
of exalted religiosity, exaltation and intellectualism in music. Reviving the
tradition of two hundred years ago, but remaining a composer of the 18th
century, Johann Sebastian Bach created works filled with spirituality and
mystical optimism, belonging to eternity, turned to God.

Key words: sacred cantatas, typology of cantatas expressiveness, musical
rhetoric, “Bach vocal style”, figurative vocabulary, performing analysis.

3aboaomna Hina leopeiisna, kanoudam mucmeymeosHascmed, 3acay-
acenuti Oisu mucmeuyme Yxpaiuu, 6. 0. npoghecopa Kaghedpu xopoo2o oupu-
eysannsa Odecovkoi Hayionarbhoi mysuunoi axademii imeni A. B. Hexcoanosoi.

Cyuacni acnekmu docaidncenns dyxoenux kanmam H. C. baxa

Memoro cmammi € 6uaéneHHA HOBUX OpicHMUPIE i Hanpamie 0ocaidcen-
Ha kawmamnoi meopyocmi U.C. Baxa. Pozeasoaromocs acheKkmu icauposor
npupoou, munonoii meopie, Haeo0IMvCs NPUKAAOU AHANIZY KOMNO3UMOP-
CbK020 MeKcmy K KOMHAEKCY 8UPA3HUX AKOCMell 0axiecbkoi Xy0odcHb0-iH-
MOHAUilIHOT MO6U Y euKOHaHHI-iHmepnpemauii. Memodoaozis docrioicenHs
nepeobauac 3acmocy8anHs ICMOPUHHO20, MUCMEUMBO3HABY020 MA KYAb-
MmypoaoeiuHoeo memooie, MY3U4HO-8UKOHABCLK020 AHAAIZY 045 iHMephnpe-
MayitiHo-nopieHsANbHO20 | meopemuunoeo y3aeanvHenv. Haykoea Hoeusna
BU3HAYAEMBCS PAKYPCOM [ MemO000A02IEH) 00CAIONCeHHS, NO8 I3aHUMU 3 Ui-
NECNPAMOBAHUM BUBUEHHSAM BCb020 KOPNYCY CYYACHO20 OAX08EOeHHs 3 UG-
AEHHAM KOAQ BUPA3HUX 3aC00i8, UKOPUCMOBYBAHUX 05 6MINEHHS XYOOC-
Hb020 00pa3y. Buchoseku. BoxaavHo-xopoea my3uka, cmeopera 8i0nogioHo
0o sumoe npomecmanHmcwvko2o 6020cayuc6060eo0 pumyany (do XVIII cm. —
Kirchenmusik, Kirchenstuck), niokopsouuce tomy i 8i0umosxyouuce 6io
Hb02O, 8 KOMNO3UMOPCLKOMY HNPOHUMAHHI, DO3COGYE DAMKU HOHAMb NPO
meopuy c60600y i cmirueocmi agmopcvkoeo maymauenus Kuueu Bymms,
opueinanvHux dyxoeHux mexcmie (no @. Meaanxmorn).

Jlyxoena kammamua my3uka, 0yoy4u WKO0A0H 0AXIBCbK020 B0KANbHOZ0
cmuar, 0YX08HON MY3UKOH 3 MEKCMOM, 8 MOMY HUCAI NPOSCHIOE, NPOAUBAE
c8imao Ha b6aeamo numanv My3uku 6e3 mekcmy: 6i0 apmukyiauii, ¢pazy-
6aHHSA Mowjo 00 npuHyunie dpamamypeii, euu0eo dyxoeHozo ceucy. Bapmo
3ea0amu makolic npo NpsAMi 3an03UUeHHs 6 IHCMPYMEHMANbHIT MY3Uli 3 My-
3UKU KGHMam, makK 36aHuUxX aemonapooill.

Himeyvke yepkogne opamopcvke Mucmeymeo nOCAYICUAO NPUHUHOW BU-
HUKHEHHs 3pa3Kie niOHeceHoi penicitinocmi, eK3aibmo8anocmi i iHmenexmy-
anismy 6 mysuui. Biopooxcyrouu mpaduuiro deoxcomaimmnvoi dasnocmi, ase
sarumaroqucy komnozumopom XVIII cmosimms, Hoeann Cebacmusn bax
Hanucaé meopu, CHOGHEHi 0YX08HOCMI | MICMUYHO020 ONMUMIZMY, WO Hale-
acams eiuHocmi, 3éepHeri 0o boea.

Karouogi caosa: Oyxoeni kawmamu, munonoeis 6upazHocmi Kaumam,
MY3UMHA pUMOpUKA, «OaxiéCbKuUll 80KAAbHULL CMUAb», (icyparbHO AeKcUuKa,
BUKOHABCOKUL AHANI3.
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3aboaomunass  Huna Teopeuesna, kaumoudam  ucKyccmeogeoeHus,
3acaAysceHHbll dessmend uckyceme Yxpaurwl, u. o. npogheccopa kagedpol
X0po6oeo dupudcuposanus O0ecckoll HAUUOHANBHOU MY3bIKAAbHOU aKademuu
umenu A. B. Hexcoarnosoli.

Cospemennvte acnexmut uccaedosanus 0yxoeuoix kanmam H. C. baxa

Ieavto cmamou seisemes 6visA6ACHUE HOGbIX OPUCHMUPOS U HANPABACHULL
uccnedosanus kKanmamuoeo meopuecmea HM.C. baxa. Paccmampusatomcs
acnekmaul JHCaHposoll npupoosl, MUNOA0UU NPOU3EE0eHULl, NPUBOOAMCA NPU-
Mepbl AHAAU3A KOMNO3UMOPCKO020 MeKCma KaK KOMHAEKCA Gblpa3UMenbHbIX
Kauecme 6ax08cK020 Xy00icecmeeHHO-UHMOHAYUOHHO20 SA3bIKA 8 UCHOAHEHU-
u-unmepnpemayuu. Memoodoaoeus ucciedoanus npeonoiazaem npuUMeHeHue
UCMOPUHECK020, UCKYCCMB0BeOHeCK0e0 U KYAbmypoa0uuecko20 Memooos,
MY3bIKANbHO-UCNOAHUMEAbCK020 AHAAU3A 045 UHMEPNPemayuOHHO-CPAGHU-
meavHoeo u meopemuueckoeo 0600wenuti. Hayunas noeusna onpedensemcs
DaKypcom u memodono2uell uccae008anus, CeA3AHHbIMU C UeACHANDABACHHbIM
U3YUEHUEM B8Cee0 KOPNYca COBPEMEeHH020 0axo8edenusi ¢ @vlasieHuemM Kpyea
BbIPA3UMENbHBIX CPEOCME, UCNOAb3YEeMbIX 045 GONAOULCHUS XY00XCeCmBEeH-
Ho2o o6paza. Bvteodvl. BokaabHo-xoposeas mysvika, cO30AHHAS 8 COOMBEm -
cmeuu ¢ mpebo8aHusIMu NPOMECMAaHmcKo2o 00eocayicebnoeo pumyana (00
XVIII 6. — Kirchenmusik, Kirchenstuck), noduunsscy emy u ommanikueasco
OMm He2o, 6 KOMNO3UMOPCKOM NPOYMeHUU pasdeuedem pamku NOHAMUL O
meopueckoll c60000e u cmes0cmu asmopckoeo moakosanus Kuueu boimus,
OPUUHANbHBIX OYX08HbIX mekcmog (no D. Meaanxmony).

Jlyxoenas kaumamuas my3vika, 0yoy4u wKoA0U 6ax06cK0e0 0KAAbHORO
cmuas, OYX08HOU MY3bIKOU ¢ MeKCMOM, 6 MOM Yucie NpOsCHsem, npoau-
eaem ceem Ha MHO2Ue BONPOCHL MY3blKU 0e3 meKcma: om apmuKyiayuu,
@pazuposku u max danree 00 NPUHYUNOE OpAMAMypeUU, 8blCuiec0 JYX08HO20
cmoicna. Cmoum YnoMaHyms makdice 0 nPsSmMblX 3aUMCMEO8AHUSX 8 UHCMPY-
MEHMANbHOU MY3blKe U3 MY3bIKU KAHMAM, MaK HA3bl6aemMbiX a@monapoousx.

Hemeukoe yeprosnoe opamopckoe UCKyccmeo ROCAYICUA0 NPUHUHOU 803-
HUKHOBeHUs1 00pa3L08 8036blIUEHHOU PeAUcUO3ZHOCIU, IK3AALIMUPOBAHHOCMU
U uHmeaneKkmyaiusma 6 mysvike. Boszpoiucdas mpaduyuro deyxcomaemuelil
dasnocmu, Ho ocmasasice komnosumopom XVIII eexa, Hoeann Cebacmuvsin
bax cozdan npouszeedenus, ucnosHeHHvle 0YX06HOCMU U MUCMUYECKO20 ON-
mumusma, npuHaonedcawue eeyHocmu, oopawentoie k boey.

Karoueevte caosa: dyxosuvlie Kanmamol, Munoaocus 6bipasumensbHoOCmu
Kanmam, MY3bIKAAbHAA PUMOPUKA, <«OAXO6CKUI  GOKAAbHBIL — CMUALY,
Queypanvrasn neKcuxKa, UCNOAHUMENbCKUL AHAAU3.

Relevance. Analysis of musicological studies of J. S. Bach
shows how interest in the artistic objects of Bach art, attracting
the attention of scientists, and the angle of view when approaching
them, and scientific analysis methods, changed over time. And this
is due not only to the development of scientific thought, but also
to the immense content of Bach’s work. At each historical stage of
this work study, more and more new layers of content are revealed;
new artistic means are used by the composer.
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In the first half of the XIX century, 37 musical, historical
and biographical works were published. They were devoted to
the life and creative heritage of J.S. Bach. By the end of the
XX century, the volume of foreign and domestic studies began
to be counted in the thousands, which singled out this area of
musicology as a separate branch — “bachovedenie”. Among foreign
publications corresponding to a new level of knowledge, we note
the most authoritative ones — first of all, the New Bach edition
of the Neue Bach-Ausgabe (abbreviated NBA) — the edition has
about 90 volumes, the publication has been carried out since
1954 by Bach-Dokumente in 3 volumes (translated into Russian);
“Bach-Compendium” — a complete and very detailed academic
publication — an analytical and bibliographic encyclopedia with a
huge reference apparatus —in 3 volumes (edited by H. Schulz and
K.Wolf), selected works of foreign musicologists and performers
—A. and V. Neumannov, R. Marshall, N. Arnonkur, V. Sigmund-
Schuld. Among researchers and biographers of recent years, we
cite the work of conductors called D. E. Gardiner and P. Williams;
books, articles on Bach topics in leading foreign universities.

The work of domestic musicologists in recent years of
XX-XXI centuries are represented by anniversary editions —
collections of articles “Bach and Modernity” (published by
“Muzichna Ukraina”, K., 1985), “Russian Book of Bach”
(edited by T. Livanov, V. Protopopov, M., 1985). The works
of N. Goryukhina, N. Gerasimova-Persidskaya, T. Livanova,
Y. Kholopov, M. Lobanova, M. Druskina, V. Storozhuk, T. Mbller,
M. Berdennikova, A. Rovenko, V. Nosina, O. Zakharova and
others are widely known. In the 90s and further in the Ukrainian
musicology, a significant enrichment of the bachovedenie subjects
took place. The interest of new generation scientists in studying the
vocal heritage of J. S. Bach — cantatas, masses, Passions and other
genres of Bach vocal music — has especially increased. A study of
the composer’s aesthetics, features of the author’s style, performing
interpretations and other questions are developed in articles,
dissertation studies, books by E. Berdennikova, E. Kholodova,
V. Shirokova, N. Zabolotnaya, S. Serenko and other authors.

Nowadays, the situation with musicological material, musical
texts, and the dubbing of the works of the great Master has
changed dramatically. If the last decade of the XX century the
musical material of his spiritual cantatas in Ukraine was a narrow
segment of university and private state libraries musical literature,
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then modern access to materials is completely open, exhaustively
complete collections of the composer’s works are presented. Such,
for example, is the collection of opus by J. S. Bach, digitized by
the International Music Score Library (www. Bach-digital.de),
and All of Bach - digitized by the Dutch Bach society. On the
website called, for example, Bach Cantatas Website, all the sacred
and secular cantatas are contained. The most famous of them are
presented on many other Internet addresses, etc.

Thus, the relevance of the topic is determined by the need for
a comprehensive study and popularization of the cantata heritage
of J. S. Bach in Russian and, in particular, Ukrainian musicology
and performance.

Presenting the main material. In the works of the author of this
article, Bach’s spiritual cantatas and their performing interpretations
are considered in the unity of the ritual-hymnic and concert-
artistic lines of semantic content. Cantatas, as musical works,
are artistically self-sufficient and constitute an antinomic unity of
semantic qualities, generating a multiplicity of performing readings.
Among them, taking into account the well-known opinions on
the division of cantatas into groups by similar characteristics from
different authors, we identified two main genre trends: passion and
cant-choral, with their peculiarities in performing interpretations.

Another consideration aspect of cantatas based on hermeneutic
analysis was proposed by E. Berdennikova. Exploring a large
amount of sacred music, the author identified two types of cantatas:
inclusive and generative (these names demonstrate the type of
action of the Lutheran Choral in the cantata as a conceptual basis
of the composition, respectively generalizing and cross-cutting). In
her works, the musical material of spiritual works is considered in
accordance with the laws of the Protestant sermon at the levels of
the correlation of words, text and intonational and thematic plan
of compositions. The author’s attention is focused on philosophical
and theological issues and their impact on the compositional and
dramatic structure of the composition as an example of church
and music sermon. In their interaction, they consider homilies -
(statutory norms of church preaching, as the oldest form of worship)
and their influence on the cantatas’ musical drama, as a result of
which the author comes to the conclusion that “the logic of oratory
disposition is universal for Bach’s spiritual genres” [1, p. 146].

E. Berdennikova explores the interaction of the leaders of the
Reformation influences — Martin Luther, Erasmus of Rotterdam,
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later — Philip Melanchthon, their awareness of the basic principles
of the “new” church (often contradictory) on the formation of
various types of Protestant preaching. So in the XVI century, a
sermon, according to M. Luther, should have been presented in the
service in an accessible, intentionally simplified way, without frills.
In his opinion, thus, religious dogmas could be most successfully
assimilated by the flock. In contrast to Luther, E. Rotterdam
insisted on an artfully refined, “learned” version of the sermon,
built according to the laws of rhetoric. He argued that the laws
of beauty in the sermon are able to more deeply affect the souls
of parishioners and convey to their hearts the hidden meanings of
the divine wisdom of biblical texts. Later, in the XVIII century,
F. Melanchthon, synthesizing the two previous principles and
combining the accessibility of worship with his artistic and rhetorical
design, insisted on a renaissance understanding of the preacher’s
personality, close attention to his personality: “The main thing
(in the sermon) that is preserved —is the role of the individual, its
talent” [1, p. 6].

The Bach manifestation of individual composer’s freedom, in
our opinion, in the musical embodiment of the Protestant sermon
was not only a manifestation of unique talent, but a deeply felt
theological conviction. As one of many confirmations: the idea of
the choir “Durch Dein Gefangnis, Gottes Sohn, ...” (“Through
your captivity, Son of God, freedom has come to us ...”) was very
close to J. S. Bach and was often used by him in compositions.

We emphasize that the main aesthetic constant of West European
baroque — “musica poetica” (a term coined by cantor Listenius in
1537) was based on the positions of musical rhetoric. The artistic
laws of speech, being universal, became decisive for the musical
thinking of the Baroque era (works of M. Druskin, P. Bernari,
O. Zakharova, etc.). It is quite necessary in this regard that the
performers and musicologists address the issues of musical rhetoric
and the accompanying musical symbols, numerology, emblems,
the theory of wit, etc.

The study by E. Kholodova indicated that if poetry, according
to the Aristotelian principle, is imitation and decoration, then the
composer of the Baroque era is given the role of orator, preacher,
poet, artist and even... “Sculptor” in synthesis, which corresponds
to the artistic representations of this era. This statement echoes the
definition of M. Lobanova: “The musical meaning in the Baroque
era is directly dependent on the word, image, subordinated to the
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direct transmission of affect... Music, in accordance with general
cultural aspirations, gravitates to the “synthesis of arts”. Therefore,
its connections with allegorical and emblematic teachings, with
the theory of “wit” connecting the verbal and graphic series,
establishing the laws of new artistic logic and striving for the
search for increased expression, ambiguity of art, its ability to sense
overload and escalation of tension ”are clear [6, p. 9]. In the works
of E. Kholodova, attention is paid to the works of foreign authors
in her own translations. The issues of Bach’s musical rhetoric are
considered. In Bach’s works, his figurative vocabulary, the author
writes: “... a logical conclusion to the history of music poetry
style and the opening of a fundamentally new era in the history of
musical art is the era of absolute music” [8, p. 18]. Interestingly,
E. Kholodova’s observation by N. Harnoncourt regarding Bach’s
intonational language that the composer “... transferred the Italian
dictionary of musical speech to German, which greatly aggravated
accents... and again returned the figures from instrumental to vocal”
[8, p. 178], which connects the composer’s bold use of dissonant
harmonies in vocal music. We emphasize that the phenomenon of
Bach’s intonation thinking, his “figurative vocabulary”, based on
the virtuoso use of dissonance in rhetorical figures (motifs, leaps,
expression effects, etc.), corresponding to vocal embodiment, later
became compared with the style of baroque art as a whole. In
contemporary performance, having stood out in the concept of
“Bach vocal style”, it represents a special direction: the concepts
of “Bach’s vocalist” and “Bach’s orchestra” appeared.

In addition to studying the genre nature of the spiritual cantata
and determining its typology of expressiveness, we give some
examples of the analysis of composer text individual details as part
of the performing approach.

“Rhetorical figures”, (a set of the most used of them is presented
in detail in the work of O. Zakharova, [3]), were used by composers
for “oratory” refinement — decorating in music and creating
certain artistic states — “affects” that can excite (style “concitato”),
persuade, delight, portray, express in accordance with the following
principles:

— the principle of “set” of a figure (by its verbal analogy)
endowed with a compositional and dramatic role, for example,
“exclamatio” — “exclamation” (used by Bach in various, often
contrasting versions: consonant, dissonant). This principle affirmed
the importance of the figure motive;
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— the principle of semantic interaction of identical figures:
for example, the figure “arpedggio” could depict “the excitement
of the sea”, but also mean “awe of the angel wings”, “awe of
the believing soul” and other multiple subtexts that complement
the image. When combined with similar in content, “related”
figures, “hidden meaning” was born in musical synthesis, the
semantic symbol is the subtext laid down by the author. This effect
contributed to the “volume”, picturesqueness of the image, the
ambiguity of its reading;

— the principle of imposing musical rhetorical figures of the
opposite meaning, giving rise to a new, artistically complex musical
image, which in itself was a discovery in the field of musical art of
that time (which caused misunderstanding and sharp reproaches of
contemporaries!). Phenomenological is the fact of overcoming the
narrow boundaries of musical picturesqueness “stilo representativo”
(“representational style”), adopted in the early Baroque era. As a
result of the “superposition” of opposing images, new qualities
of expressiveness emerged with unique artistic potential. The
composer brilliantly realized the opportunity to discover, show and
bring to the level of awareness by means of music embodied in
perfect musical — constructive forms, the idea of the infinity of
higher spiritual space —a kind of “musical space”.

One example of the special expressiveness of the episodes of
special expressiveness generated by the combination of musical
rhetorical figures that are opposite in artistic and figurative content
is Choir No. 9 “Sei nun wieder zufrieden” (with the theme of
the choir by George Neumark “Wer nun lieben Gott lasst
walten”) from the choral Cantatas BWV No. 21 “Ich hatte wiel
Bekkumernis” (“I suffered a lot”). In No. 9 “Cruz-Gloria” - topos,
two contrasting, opposite in content topics mixed in polyphonic
movement are combined. This compositional technique implements
the “principle of one-time contrast” (according to T. Livanova)
known in musicology literature (see the works of N. Goryukhina,
V. Protopopov, etc.). The combination of transcendental topics
— Cruz (Cross, Suffering, Death) — catabasis and Gloria (Glories,
Resurrection, Crowns) —anabasis in a parallel, one-time movement-
contrast, is endowed with the power of semantic paradox.
We read in the work of N. Goryukhina: “The combination of
“momentary”, present and past in “Passion” is similar to the
combination of planar and three-dimensional images. Thus, the
composer reaches not only the depth of the image, but also the
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combination of time, which has become one of the hallmarks of
twentieth-century music, for example, in the Fifteenth Symphony
of D. Shostakovich or the “War Requiem” of B. Britten [2, p. 30].
At the same time, in these topics there is a mixing of tension,
“erasing the edges” of drama between them, balancing their
antinomy, supplemented by an “objectively” sounding Choral (in
the tenor part). E. Nazaikinskyi points out that “... the contrast
that arises between the intensity of the feeling expressed in the
musical work and the restraint of its external manifestations is one-
time. It is clear from the term itself that it implies the simultaneous
deployment of opposing principles in a single time. A contrast
of this kind is directly related to the sphere of mental states, and
not to the colliding theater characters, that means, it refers to the
lyrics, and not to the drama” [7, p. 208]. Interesting is also the
fact that No. 9 is located in the climax of the “golden section”
of the whole composition. A moving, non-ceremonial pace,
determined, like many masters of that era, by the correspondence
of the phrase duration to one vocal-performing breath. This subtle
detail, which is sometimes invisible to the musicological “eye”,
is extremely important for performers in clarifying the sensation
of the movement of musical time, which determines the artistic
processes and logic of the composition. Two opposite principles,
coexisting in parallel, do not conflict, but they interact, like the
dual foundations of the World Order. In turn, the musical context
of the “happening” is complex: its sphere is symbolized by the
“intersections” of polyphonic contour lines, by the stresses of the
changing verticals, asserting themselves in cadences. The choral,
introduced into the texture with a syncopated technique (from
15 tons), personifies the factor of timeless objective Principle.

It is necessary to mention one of the main expressive components
of No. 9 is the three-part tempo. Compared to the natural, intrinsic
to man sensation of the duality of life rhythms (for example, steps,
breathing, etc.), three-duality has the power of “shifting” emphasis.
There arises a unique quality of hearing, defined by hearing, of
tangible freedom, going beyond the framework, additional energy
with which a strong share strives for its analogue, as if “stepping
over” the beat — a kind of extension of the framework of the
“human”. Returning to the pre-Bach time —the time of uncensored
notation, when music science was directly linked to theological
postulates, we recall that the three-part meter was given the features
of the perfect (divine, symbol of the Trinity). The division of the
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brevis into three or two lobes was called, respectively: three-dual
— “tempus perfectum” (“perfect time, divine”) and two-parted -
“tempus imperfectum” (“time imperfect, human”).

Obviously, Bach deliberately creates a musical continuum in
which he works almost hypnotically, comforting, inspiring hope of
an exalted, lyrical and dramatic experience in the tempo of three-
duality of “perfect time”, at the same time making you feel the
opposite feelings: in them the suffering and joy of Consolation seem
to intertwine in balance with the Truth of being abiding in Eternity.

Conclusions. Vocal and choral music, created in accordance
with the requirements of the Protestant liturgical ritual (called
the Kirchenmusik, Kirchenstuck before the eighteenth century),
obeying it and starting from it, in composer reading, expands
the framework of concepts of creative freedom and boldness of
the author’s interpretation of the original Book of Genesis texts
(according to F. Melanchton).

Spiritual cantata music, being a school of Bach’s vocal style,
sacred music with text, among other things, clarifies, sheds light on
many issues of music without text: from articulation, phrasing, etc.
to the principles of dramaturgy, the highest spiritual meaning. It
is also worth mentioning direct borrowings in instrumental music
from cantatas, the so-called auto-parodies.

German ecclesiastical oratory led to the emergence of patterns
of exalted religiosity, exaltation and intellectualism in music.
Reviving the tradition of two hundred years ago, but remaining
a composer of the 18th century, Johann Sebastian Bach created
works filled with spirituality and mystical optimism, belonging to
eternity, turned to God.

BIBLIOGRAPHY

1. bepmnennukoBa E. ['omuiernyeckue TpaaviMM TYXOBHBIX KaHTaT
N.C. baxa. KuiB : My3uuna Ykpaina, 2008. 200 c.

2. Toproxuna H. Crunp my3biku U.C. baxa. U.C. bax u cospemen-
Hocmb / coct. H.A. I'epacumona-Ilepcunckasi. Kuis,1985. C. 19—32.

3. 3axapoBa O. Putopumka u 3amamHoeBporeiickass Mmy3bika XVII —
nepBoit mojopuHbl XVIII BB. Mocksa : My3bika, 1983. 76 c.

4. 3ao6onotHas H.I'. XynoxecTBeHHbIE CTPYKTYPbl B JyXOBHBIX KaH-
tatax M.C. baxa : gucc... kanm. muckyccts. : 17.00.03 / Ogpec. roc. my3
akaza. uM. A.B. Hexnanosoii. Onecca, 2003. 165 c.

5. JluBanoBa T. 3anamHoeBponeiickasi my3bika XVII—XVII B psay
uckycctB. Mocksa : Myssika, 1977. 528 c.

6. JlobaHoBa M. 3amamHOEBpOIECKOEe MY3bIKaJIbHOE 0ApOKKO: MPO-
OJIeMbl 9CTETUMKM U MO3TUKU. MockBa : My3bika,1994. 245 c.



ISSN 2524—0447. My3uune mucmeymeo i kyaomypa. 2019. Bunyck 29 knuea 1 15

7. Hazaiikunckuii E. Pycckas kHura o baxe / coct. T. JIuBaHOBa,
B. IIporomnornos, pea. H. Komuesckoro. Mocksa : My3bika, 1985. 362 c.

8. Xomomoa E. K mpobieMe MCTOpMYECKOIl MHTEpIIpeTallUM KaH-
TaTHO-opatopuanbHbix counHeHuit M.C.baxa. Bonpocer anairusa eokans-
not mysviku / MK Yxkpaunsl, KI'K um. TT.1. Yaiikosckoro. Kuis, 1991.
C. 36—48.

9. XapHoHkypt H. My3suka sik MmoBa 3ByKiB. Cymu : Cob6op, 2002.
184 c.

10. Neuman W. Handbuch der Kantaten I.S. Bach. Z., 1978.

11. Bach-Compendium. T. IV, Edition Peters, L.-D., 1991.

12. The Bach Cantatas Website (BCW). URL: http//bach-cantatas/
com.

REFERENCES

1. Berdennikova E. Homiletical traditions of the spiritual cantatas of
J. S. Bach. Kyiv : Muzichna Ukraina, 2008. 200 p.

2. Goryukhina N. Style of music by J. S. Bach. J. S .Bach and
modernity / comp. N. A. Gerasimova-Persidskaya. Kyiv, 1985. p. 19—32.

3. Zakharova O. Rhetoric and Western European music of the XVII -
the first half of the XVIII centuries. Moscow : Music, 1983. 76 p.

4. Zabolotnaya N.G. Artistic structures in the spiritual cantatas of
JS Bach: diss ... can. Art .: 17.00.03 / Odessa. state Muses Acad. them.
A.V. Nezhdanova. Odessa, 2003.165 s.

5. Livanova T. Western European music XVII-XVII in the range of
arts. Moscow : Music, 1977. 528 p.

6. Lobanova M. Western European musical baroque: problems of
aesthetics and poetics. Moscow : Music, 1994. 245 p.

7. Nazaikinskyi E. Russian book about Bach / comp. T. Livanova,
V. Protopopov, ed. N. Kopchevsky. Moscow : Music, 1985. 362 p.

8. Kholodova E. On the problem of historical interpretation of the
cantata-oratorioal connections of J. S. Bach. Issues of analysis of vocal
music / MK of Ukraine, KGK them. P.I. Tchaikovskyi. Kyiv, 1991.
p. 36—48.

9. Harnoncourt N. Music as a sp. sound. Sumy : Cathedral, 2002.
184 p.

10. Neuman W. Handbuch der Kantaten 1.S. Bach. Z., 1978.

11. Bach-Compendium. T. IV, Edition Peters, L.-D., 1991.

12. The Bach Cantatas Website (BCW). URL: http//bach-cantatas/
com

Cmamms naditiwaa do pedaxuii 10.07.2019



