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THE PROBLEM OF PERFORMING INTERPRETATION OF
VOCAL CYCLES

/1o npo0JieMu BUKOHABCHKOI iHTEpnpeTamii BOKAJbHUX HHUKJIIB

Abstract. The article examines the issue of performance interpretation of
vocal cycles as one of the least explored areas in musicology. Attention is focused
on the phenomenon of musical cycle formation as an integrative form that unites
intentional (composer’s), receptive (listener’s), and performative dimensions. It is
shown that the vocal cycle, as a leading chamber genre of the 19th century, is based
on the categories of chamber character and cyclicity, which determine its semantic
structure. It is found that successful interpretation of vocal cycles is possible only
through deep comprehension of the composer’s intent and consideration of the
stylistic features of the era.

Keywords: vocal cycle, performance interpretation, chamber character,
cyclicity, musical cycle formation, concert-chamber performance.

AHoTamist. Y CTaTTi pO3TJISHYTO MPOOIeMaTUKy BUKOHABCHKOI iHTEpIIpeTalii
BOKAJIbHUX IIUKIIB SIK OAHIET 3 HAWMEHNI IOCTI/DKEHUX Yy MY3UKO3HABCTBI.
AKIIEHTOBaHO yBary Ha ()€HOMEH1 My3WYHOTO IIUKJIOYTBOPEHHS SIK 1HTETPATUBHIM
dbopmi, 1O TOENHYE I1HTEHIIOHATBHUN (KOMITO3UTOPCHKUI), pPEIENTHBHUN
(cimyxanbkuil) Ta BHUKOHAaBChKHMII BekTopu. [lokazaHo, 110 BOKaJIbHUM LUK, SIK
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NpOBITHUN KaMepHUi xaHp XIX cTomTTs, 0a3yeThCcsl HA KAaTETOPisAX KAMEPHOCTI Ta
IIUKJIIYHOCTI, SIKI BU3HAYAIOTh MOTO 3MICTOBY CTPYKTYpPY. 3’SICOBAHO, 110 YCITIIIIHA
IHTEpIIpeTallisi LUKIIB MOJXJHMBA JHUIIE 32 YMOBU TJIHOOKOTO OCSITHEHHS
KOMIIO3UTOPCHKOTO 33AyMy i ypaxyBaHHS CTUJIHOBHX OCOOJIUBOCTEM JOOU.

KawouoBi ciaoBa: BOKambHMII MK, BUKOHABChbKA IHTEpIpETaLlis,
KaMEpHICTh, LHUKIIYHICTb, My3WYHE LHMKJIOYTBOPEHHS, KOHIEPTHO-KaMepHe
BHUKOHABCTBO.

Presentation of the main material: In the field of scientific research and
performance practice, the topic of creating and interpreting cyclical works has
always remained relevant. In the history of compositional art, numerous musical
cycles have emerged and developed: instrumental, vocal, symphonic, chamber,
concert, suite, and others. The main subject of musicological analysis of cycles is
traditionally the figure of the author, i.e., the composer. At the same time, the issue
of performing interpretation of such forms, especially vocal ones, has been studied
significantly less in musicology. The material accumulated to date on vocal music
makes it possible to study the evolution of the vocal cycle, as well as the patterns of
its formation process. The principles of cyclization are recognized as a fundamental
basis of artistic thinking, including musical thinking.

N. Hovorukhina examined vocal cycles as «a certain sequence of hyper-
communicative events, a polylogue between the parts and the whole, bearing in mind
that artistic cyclicity is realized in the ‘terms of the language’ of a particular art form
— in this case, music» (Hovorukhina, 2009, p. 3). According to the musicologist, the
successful realization of a cycle in music requires a programmed alignment of three
vectors: intentional (composer’s), receptive (listener’s), and performative. In her
view, this alignment creates «a special type of integration of the musical form —
musical cycle formation, which is not limited to the sequence of parts but is rather
superimposed over them, either in a real or virtual dimension, through logic or
reception» (Ibid.).

As a result of integration processes in musical form, a special type of it
emerges — the phenomenon of musical cycle formation (cyclyzation). Its
functionality goes beyond the ordinary sequence of constituent parts, as it represents
a certain superstructure that is formed above them, existing both in real (through
logic) and virtual (through reception) dimensions. Despite this, the problems of
cyclyzation remain among the least illuminated in musicological research. This lack
of attention applies both to questions of evolution and to the patterns of cycle
formation, particularly in the vocal output of representatives of the Austro-German
compositional school.

The vocal cycle occupies a prominent place among the leading genres of
European musical art of the 19-th century. Its chamber nature determines the
formation of a communicative core focused on the performing duo — the accompanist
and the singer. The authoritative interpreter of the Austro-German vocal repertoire,
D. Fischer-Dieskau, emphasized the critical need for a modern vocalist's deep
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theoretical knowledge regarding the genre's specifics and individual style features.
Thus, the fundamental categories of chamber quality and cyclicality are decisive for
the substantive content of the performing interpretation of these works. The basis of
the performing interpretation of vocal cycles is composed of the categories of
cyclicality and chamber quality. Interpretation can be successful only on the
condition of a complete grasp of the compositional intent. Performers are obliged to
mentally walk part of the author's creative path, deeply immersing themselves in his
worldview, aesthetic directions, and the atmosphere of his era. The study of the vocal
cycle and its formation principles directly relates to repertoire issues in
contemporary concert-chamber performance. Moreover, repertoire formation is
interconnected with the change in listener attitudes. From now on, importance lies
not only in the emblem of a great name but also in the need to consider the shift in
the perception focus of the contemporary audience: it has moved from the perception
of the work itself to the perception of its language, 1.e., to stylistic interpretation.

The vocal cycle, functioning as a «large form» of chamber-vocal music-
making, is a unique quintessence of performance experience. On this creative
platform, a revival of relatively rarely performed collections of vocal works (cycles)
from the second half of the 19th and early 20th centuries is taking place. This
includes, in particular, musical works from the late creative period of early A.
Schoenberg, H. Wolf, and R. Schumann.

Conclusions. Thus, the conducted research confirms that a significant
imbalance exists in academic circles between the study of the compositional aspect
of cyclical works and the insufficient development of questions regarding their
performing interpretation, especially in the sphere of the vocal cycle. A central place
in this context is occupied by the phenomenon of musical cycle formation
(cyclyzation), which is a special integrative type of form — a kind of superstructure
over the sequence of parts, and whose successful realization requires the
coordination of three vectors: intentional (composer's), receptive (listener's), and
performative (executive). The vocal cycle, as a leading chamber genre of the 19-th
century, is defined by the categories of chamber quality and cyclicality, which form
its essential basis. Achieving successful interpretation directly depends on grasping
the compositional intent and the ability of the performers (the duo of singer and
accompanist) to deeply immerse themselves in the aesthetics, worldview, and
atmosphere of the author's era. On a practical level, the study of the patterns of
cyclyzation has a direct impact on the formation of the contemporary concert-
chamber repertoire. This is especially relevant given the changing listener attitudes,
where the focus of perception shifts from the work itself to its «language».
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