Ill. 4. Rafael Santi. Sketch of the head of an Apostle for the fresco
"Transformation". 1519-1520 Paper, charcoal drawing with lead
pencil. 24x18.2 cm
3CTETUKMN NPOCTPAHCTBA Ha ABYXMEPHOM MAOCKOCTY,
KOTOpOE OTKPbIBAET ABEPU B HOBYIO 3MOXY.
PucyHok kak TakoBOM A0 MacTepoB Bbicokoro
Bo3poxaeHws He Bcerga BblAenanca B CaMoCToaTeNb-
HbIA BUA XYAOXECTBEHHOrO TBOpYecTBa. IMeHHO
3/leCb PUCYHOK BrepBble MeHAeT PYHKLNI. ITO He
WANKOCTPALIMSA, KaK B CPeJHEBEKOBbIX MMHMUATIOPaXx, He
rpaduryeckmne AMCTbl HAPOAHbIX KAPTUHOK. ITO eLe U
He caMOCTOATENIbHOE NPOV3BeAEHME NCKYCCTBA, KOTO-
poe 0b6CNy>KMBaET INTYPrMyeckyo Uan NPUKIaHyH
dYHKUMIO KaK yKpalleHne. Bo3HunkaeT pucyHOK Kak
HekoTopas nabopaTopHas YacTb NOATOTOBUTENbHOIO
TBOPYECKOro npoLiecca, T.e. B 3TOM KayecTBe puUcy-
HOK TepsaeT CBOK CaMOCTOATENbHOCTb, ABAAETCA
Kak 6bl NOArOTOBUTENBLHOWN CTaAneln yero-to bosee
3HauYMMOro, XOT O4HOBPEMEHHO CTAHOBUTCA €ro
ocoboi, Hanbonee BaxKHOM MarMyeckomn YacTbho.
«Bce nckycctBa MMeoT CBOWM CTePXKEHb B pU-
CyHKe», - rosopua JleoHapao ga BuHuu. B snoxy

Bo3poxxaeHuns 1 BO3HMKaeT HOBOE MOHMMaHKeE ero
bYHKLMN B TBOPYECKOM MPOLLecce, C O4HOM CTOPOHbI
- MOArOTOBUTE/ILHOW, C APYroW - BCEONPeAenstoLe.
TBOpPYECKUA MNPOLLECC PaCLLLENUACS HAa CBOW COCTaB-
Hble 3/1eMeHTbI, 1, HakoHeL, 6blN10 HalgeHo PO
TBOPYECKOro npolecca - UM cTajs PUCYHOK. ITO
NPOW30LL/IO BMepBble B MCTOPUU NCKycCTBa. B aH-
TUYHOCTM YMEN XOPOLLO PUCOBATb, HO HUKOTAa He
BbIZAENSAAN PUCYHOK KaK HEUTO CaMOCTOATENbHOE,
a CO3HaHWe CaMOCTOATENBHOCTU MPULLIO B 3MOXY
BospoxaeHusa.

/1 BOT nepes HaMu MNOArOTOBUTE/IbHbIE PUCYHKM
BENNKOro MuKenaHAXeno 1 MacTepoB ero BPEMEHY,
KOTOPbIM NpeHa3Ha4anocb OCTaTbCs B MacTEPCKOW.
3T0 6blA BCMOMOTaTe/IbHbIV apXUB XYA0XHMKA, HO
B TO XXe BPeMS PUCYHKN OCO3HaBaNCb Kak Heob-
XOAMMas TBOpYECKas COCTaBAANOLWas NpoLecca co3-
JaHVA NPou3BeAEeHNs NCKYCCTBA U CTAHOBUINCH
npeaMETOM KONNEKLIMOHUPOBAHWS, MO BCEN BEPO-
ATHOCTW, NPEXAe BCEro B Cpese 3HaTOKOB U CaMuX
XYAOXKHMKOB. Mbl 3Haem o konnekuumsax MNMurtepa lMa-
yns Py6eHca, [xopaxo Baszapu, MapkaHToHWo Paii-
MOHAW, beHBeHyTO Yennnun. CnabHble Mupa cero un
6oraTble 3aKa3unky cObMpanm NPou3BeLeHUs Xn-
BOMUCK N CKYNbNTYPbl, FOBENVPHbIE YKpPaLLEeHMS.
XYAOXKHUKM N UHTEeNNEeKTyabHas 3anTa cobupanu
NMoYepKyLLKN N NOATOTOBUTEIbHbIE PUCYHKW, BUAS
B HUX BbICOKYH XYAOXECTBEHHYH LLeHHOCTb.

BbictaBka «MukenaHgxeno v ero spema» B AJlb-
6epTUHE AEMOHCTPUPYET HaM 3T cokpoBuLla. Jla-
bopaTopHble PaboTbl BENMKUX MacTeEpPOB ABASIOT
3PUTENIHO X TBOPYECKME MOUCKM, MX BHYTPEHHWIA MUP,
3aKPbITbIV ANA HEMOCBALWEHHbIX, UX FaMOyprckuii
cyeT apyr K apyry. NogobHble «pUCyHOUKU» C Ha-
rNAAHOW N AOCTOBEPHOW CUNOA COOBLLAIOT HaM, KTO
€CTb KTO, U ecin Bbl OT Hacneans MukenaHaxeno
HMYEro He 0CTaN0Ch, @ TOJbKO MaslEHbKNN HabPOCoK
06HaXXeHHOro HOLWM 13 Koanekuum PybeHca, To n
Torza 6bi10 6bl ACHO, KTO U3 HUX CaMblli BEIKUI, Ca-
MbIA MOTYYMI, OTMEYEHHbIN BOXXECTBEHHbLIM 3HAKOM
XYZOXHUK. ITO 6611 6bI MUkenaHaxeno byoHappotu
- reHuanbHbIN cTpaganel, u3 daopeHuUN.
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MATTHEW LOCKE.”MUSIC FOR HIS MAJESTY'S
SACKBUTS AND CORNETTS” (1661)

Summary: The purpose of the article is to intro-
duce information about the composition “Music for
His Majesty’s Sackbuts and Cornetts” by Matthew
Locke, the court composer of the Restoration era,
into the scientific use of Russian musicology. The
article describes the manuscripts that became the
basis for modern editions of the “Music” and high-
lights the details of the modern practice of per-
forming this composition. The author notes that the
order of the pieces in the manuscript is by no means
a dogma; according to the internal laws of organi-
sation and the objectives of the suite as a genre, it
can change, be arranged in different versions, form
its own short suites inside and be used in this form
in concert practice. In connection with the compo-
sition of the "Music" for the occasion, the author
presents an overview of the king's procession on
the eve of the coronation of 1661, called Entertain-
ment. A certain exclusivity of the event, in which a
large number of performers took part, is empha-
sised; also, a wide variety of music, composed by
Matthew Locke, played an important role. The ar-
ticle suggests the place of Locke's "Music" in the
overall musical score of the event. Conclusions are
drawn about Locke's composition as a typical exam-
ple of the music of royal celebrations. In this regard,
the author identifies the key characteristics of the
music of royal holidays, such as: the suite principle
of organisation, the simplicity of the musical form
(mostly binary), the dance genre basis, the ensem-
ble nature of the performance within the framework
of a group that is predominantly homogeneous in
terms of instruments (for example, wind or string). A
brief summary of the results of Locke's music anal-

ysis confirms the idea of the individual stylistics of
the work, which makes it possible to identify the
English court composer’s personal style.

Keywords: Matthew Locke, sackbut, cornett, mu-
sic of royal holidays, English Baroque, Restoration.

"Music for His Majesty's Sackbuts and Cornetts"
was written by Matthew Locke specifically for the
festive procession of King Charles Il, becoming part
of the Entertainment, a large-scale and magnificent
event held on the eve of the Coronation Day on April
22, 1661. The score was discovered in a set of five
manuscripts bound together in an expensive calf-
skin cover with the Stuart royal arms’ embossed
in gold. The famous British musicologist Thurston
Dart suggested that the book, even if it was not in-
tended for Charles Il himself, was, of course, held
by musicians from the Royal Wind Music. This hy-
pothesis was confirmed by the presence of sepa-
rate parts for each piece. The absence of a tenor
part suggested the presence of six books in the
past [3, p. 71]. The complete set of manuscripts in-
cluded works for wind instruments by a variety of
composers: Luca Marenzio, Orlando di Lasso, Fe-
lice Anerio, Francesco Rovigo, Orazio Vecchi, Gio-
vanni Croce, Matthew Locke, Coleman and others
- a total of 72 works.

It is assumed that Locke's scores were added to
the manuscript much later than those appearing on
the first pages, namely in 1660-1661. It is character-
istic that his music appears on the other side of the
manuscript, moreover, it is inverted, and it is rep-
resented by four Allemande (the first is designated

1. Itis currently kept in the Fitzwilliam Museum, Cambridge,
under the number Music MSS 24. E. 13-17.
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Ayre), two Courante and a Sarabande. There were
no tenor parts in these works either.

There is no doubt that Locke's dance pieces we-
re “Music for His Majesty’s Sackbuts and Cornetts”
since Ayre and the opening bars of the Courante
are found in a 17th-century British Museum manu-
script? under the same title and with an indication of
the composer. Despite the clarity of the purpose of
the music presented in the above-mentioned manu-
script, it is also incomplete, and, in addition, it differs
greatly in musical material. Following the Ayre and
the first seven bars of the Courante, there are sev-
eral blank pages, then - Canon, Pavane-Allemande,
Canon and Sarabande.

Two modern editions of “Music for His Majesty's
Sackbuts and Cornetts” were the result of significant
differences in the above-mentioned manuscripts.
It is the edition of Anthony Baines?, who took the
Cambridge manuscript as a basis, and the edition of
Robert King, which includes the Pavane-Allemande
pair. Baines used the second manuscript to complete
Ayre, and Robert King added the missing parts of
the Courante. The Canons were not included in the
music of the Procession, as indicated in the man-
uscript itself. Based on these editions, many music
publications were subsequently published. How-
ever, Baines's edition still retains primacy since the
Pavane-Allemande is always performed separately,
although it bears the same name - "Music for His
Majesty's Sackbuts and Cornetts”.

Locke's “Music” in the modern concert version
appears in different combinations of its components.
One can find a version of six pieces (Allemande -
Sarabande - Allemande - Courante - Ayre - Cou-
rante)*; versions of two suites are performed (Suite
I'in D, Suite Il in F), which begin either in D minor or
in F major but the names of the dances are identical
(Allemande - Courante - Allemande - Sarabande);
and there are others. Such “arbitrariness” on the
part of the performers seems completely justified.
Demonstrating only the main formal features of the
Baroque suite form (namely: multi-part nature, the
presence of an unregulated number of internally
completed pieces of a dance nature, almost abso-
lute tonal unity, the presence of mandatory piec-

2. ltiskeptin the British Museum under the number B.M. Add.
MS 17801, ff 62-64v.

3. Mathew Locke. “Music for His Majesty's Suckbuts and Cor-
netts (1661)". Transcribed for woodwind or brass ensemble
by Anthony Baines. Score. Published on January 1, 1951, by
Oxford University Press. Unknown Binding. 8 pages.

4.  Performed by The Philip Jones Brass Ensemble (1974).
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es from the point of view of traditional modern
musicology - allemande, courante, sarabande), the
“Music” by Matthew Locke preserves the freedom
of combinatorics due to the performing tradition
of the 17th century, when "the formal integrity of
a baroque suite does not entail the need for its en-
tire performance - from the beginning to the end
(which is typical for modern concert practice), just
as a box of assorted chocolates does not require
that all the pieces are eaten in one sitting" [1, p. 17].

Intrigue is added with the fact that the exact pla-
ce of the "Music” performance in the script of the
Royal Entertainment of 1661 is unknown since the
complete score for the King's Procession from the
Tower to Whitehall has not survived. The presence
of music and its most important role in the cele-
bration is indicated by a large number of remarks
by the creator of the script. Fanfares of trumpets
and drumming gave way to marches and entertain-
ing ensemble music. Theatrical performances were
replete with songs. The script is full of indications
of the number and types of accompanying instru-
ments which were marked in the text at each stage
of the column's advance.

According to eyewitnesses, the celebration was
magnificent and amazing. “...Wine streamed from the
fountains,” writes Stephen Coote, “soldiers, adorned
with red, white and black feathers, marched along
the fenced railings and newly paved streets... The
Golden Age had arrived again, and the triumphal
arch through which the procession followed seemed
to symbolise the glorious future of the country..."
[2, p. 233].

In his description of the royal procession, Stephen
Coote mentions only one triumphal arch; howev-
er, according to the script, there were four of them.
Near each of them, there was a stop in the proces-
sion for rest and entertainment. On a mandatory
basis, all performances along the king's route were
accompanied by music. It is known that Matthew
Locke composed most of the music for the mag-
nificent procession. It is indicated by the compil-
er of the script for the celebration, John Ogilby [5].

Since it is still unknown at what point "Music
for the Sackbuts” was performed in the procession,
various kinds of assumptions, based on an analysis
of the number of participating musicians and the
availability of certain instruments, continue to ap-
pear. A study of the stage directions in the script
suggests that two hundred instrumentalists were to
take part in the event. However, by the time Charles

[l returned to England, the number of musicians in
London was extremely limited. The shortage of pro-
fessional performers was a consequence of well-
known historical events in England in the period from
1649 to 1660. Cromwell's protectorate became de-
structive for the musical art of England - the court
musicians of Charles | fled the country, and those
who remained survived giving rare private lessons
in London or changed their field of activity. Thea-
tres were closed by law, so orchestra members were
left without work; organs were indiscriminately de-
stroyed in churches and cathedrals, and sacred mu-
sic had to be forgotten for a long time.

With the return of Charles Il, everything began
to go back to the way it had been. However, the
consequences of the destruction could not but af-
fect the musical life of London, which began to be
actively revived with the beginning of the Resto-
ration. However, let us not forget that only a year
passed from the return of Charles Il to his corona

tion, a period too short for the full restoration of
the institution of court musicians.

Nevertheless, the monarch, who passionately
loved entertainment, as well as the music of cele-
brations, opened theatres, revived the Royal Chap-
el, and organised the string ensemble, 24 Violins of
the King, and the Royal Wind Music at the court. It
is these musicians who were the main participants
in the Entertainment of 1661, for which Locke com-
posed his music. Along with them, the city Waits
took part in the procession; since mediaeval times,
they had served the needs of the city - at different
times they woke up the townspeople in the morn-
ing, played at ceremonies, weddings and festive ban-
quets, participated in meetings of important people,
etc. The city supported the Waits - paid for their red
liveries and chains with a coat of arms, gave them
salaries and financed the repair of their instruments.
The latter were represented primarily by wind in-
struments - shawms, sackbuts, trumpets, etc.
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Ill. 1. Denis van Alsloot, Procession en ['honneur de Notre-Dame du Sablon a Bruxelles le 31 mai, 1615 (1616). Museo Prado,
MadridThe canvas depicts musicians playing the sackbut (far right), cornett (fourth from right) and shawms from the 17 century..
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From the point of view of musicologist Eric Half-
penny, there were not as many representatives from
the city musicians in the royal procession as it might
seem at first glance. In his research, he provides a
table that clearly shows the number of musicians
along the route and near the arches (see this in detail
[4, p. 37]). It is clear that the same musicians could
not play without interruption throughout the en-
tire multi-hour procession. In this case, two versions
of what was happening appear - either there were
many groups of musicians, and each of them was
waiting for the king to appear near the next arch,
or groups of musicians alternated and moved from
arch to arch. The second version seems more suit-
able due to the objective lack of a sufficient num-
ber of professional performers.

All the arches were thematic and designed in
accordance with the concept of the solemn event:
"Poets, painters, architects, historians, and preach-
ers presented the enlightened public with heroic
images designed to glorify the return of the Stu-
arts to the throne. The king, accepting the scep-
tre in the thirty-first year of his birth, was likened
to Christ entering the temple. This is the new Da-
vid, the new Solomon. His ascension to the throne
means the rebirth of Eden after the horrors of the
civil war" [2, p. 233].

The first arch was called Rebellion and Monarchy;
the second one was dedicated to the navy (Naval
Arch); the third arch depicted the Temple of Con-
cord; The Garden of Plenty was under the fourth.
Despite the absence of the actual musical score of
the procession, Ogilby's stage directions suggest
the performance of "Music for Sackbuts and Cor-
netts" in the middle arches. In addition, trumpets
and kettledrums were not suitable for the extensive
theatrical performances staged near the Naval Arch,
although they partially participated in them. Here,
according to the script, songs were sung, most like-
ly accompanied by winds and strings.

The nature of Locke's music suggests the possi-
bility of its use as an accompaniment to songs. In-
deed, a two-part form, almost square periods... A
poetic stanza could easily fit into such a structure.
However, Ayre, opening the suite, has theatrical fea-
tures and is more reminiscent of an introduction
to a stage performance. Allemande No. 3, as edit-
ed by Baines, disrupts the even metre with inserted
passages. Allemande No. 5 has obvious elements
of imitative development. In general, the nature of
the musical material reveals an instrumental origin
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rather than a vocal one. On the other hand, the pol-
yphonic writing style prevails in the texture organi-
sation. This discrepancy between the melody of the
“Music” and the vocal practice of the era was very
cleverly tried to be explained by Eric Halfpenny, who
wrote the following: “If the seamen’s songs were
originally associated with this material, it was sub-
sequently adapted to its present medium because
the composer and players liked it. With these few
random speculations the matter must be left for
future scholars to ponder; for somewhere among
Locke’s extant works may lie the missing music to
the £11,000 spectacle by which the City affirmed its
loyalty to King Charles II" [4, p. 44].

The unresolved question about the place of the
“Music” performance in the royal procession does
not in the least prevent us from saying that Locke's
pieces represent a vivid culmination of a certain sta-
ge in the wind music development in England in the
17th century. This vividness and distinctiveness was
ensured, first of all, by the expressiveness of melodic
motifs, transparency of texture and relief harmon-
ic moves in the context of a fading but still clear-
ly expressed modality. The harmony is replete with
unexpected deviations into parallel major and sub-
dominant keys. The rapid modulation to the dom-
inant at the end of the period (see Allemande No.
3, modulation from F to C) is perceived as a com-
parison. In the same Allemande, the appearance of
the VIl low degree in major is an interesting fea-
ture. The same modal colouring is also observed in
Courante No. 4, where it is more pronounced due
to the presence of triads of the VIl low degree, in-
volved in a sequence with a minor triad of the Il de-
gree, in the main key of F major. The flickering of
the major and minor subdominants in Allemande
No. 5 allows the composer to freely modulate into
the key of the major VIl degree. Such modulations
of major and minor at the level of second connec-
tions are an absolute decoration of Locke’s music
and, together with the melodic relief, form a rather
individual style, which makes it possible to identify
the personal style of a worthy composer of the by-
gone era of sackbuts and cornetts.

To summarise, let us say that the analysis of Loc-
ke's music for the Royal Wind Music as well as the
cultural and historical context of its existence al-
lows us to draw conclusions about the nature of the
music of royal holidays and celebrations in London
during the early Restoration era. The suite principle
of organisation, the simplicity of the musical form

(mostly binary), the dance genre basis, the ensem-
ble nature of the performance within the framework
of a group that is predominantly homogeneous in
terms of instruments (for example, wind or string)
are its qualitative characteristics. However, great
composer work and experiments in the field of mel-
ody, harmony and texture, where the most talented

musicians created works of extraordinary subtlety
and grace, to which the “Music” by court compos-
er Matthew Locke can rightfully be attributed, were
hidden behind the external simplicity and unpre-
tentiousness of the musical design required for in-
dividual parts of the holidays.
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M3TbHO JIOKK. «MY3bIKA A1 CAKBYTOB I
KOPHETOB EFO BEJIMYECTBA» (1661)

AHHomayus: Llensto ctaTbu aBAAETCA BBEAEHME
B Hay4YHbI 0BMXOZ POCCUMCKOrO My3blKO3HaHUSA
CBeZeHMIN O COUMHEHNN NPUABOPHOrO KOMMNO3MTOPA
anoxu PectaBpauunn MaTbto JlIokka — «My3bika ans
cakbytoB n KopHeToB Ero Bennuecrsa». B ctaTbe
NPVIBOANUTCS OMNWCaHWe PyKOMWCeR, CTaBLUMX OCHOBOW
[N COBPEMEHHbIX pefakumii «My3blku», OCBeLLatoT-
CA AeTann COBPEMEHHOM MPaKTUKN NCNONHEHUSA 3TO-
ro npovseefeHnsa. ABTOp OTMeYaeT, 4To NopaaoK
PacrnoioXXeHWs NMbec B MaHYyCKPUMTE OTHIOAb He fB-
nAeTcs AOrMOW, a, COrNacHO BHYTPEHHUM 3aKOHaM
OopraHusauunm 1 3ajadam CFOUTbI KakK XaHpa, MOXeT
MEHATbLCSA, BbICTPaNBaTbCA B Pa3/IMYHbIX BapuaHTax,
dopMmMpoBaTh BHYTPM COBCTBEHHbIE KOPOTKME CHOU-
Tbl U B TAKOM BUWAE UCMO/b30BaTbCA B KOHLLEPTHOW
npakTtuke. B cBA3M ¢ counHeHrnem «My3bikn» no cay-
Yato aBTOp NpejcTaBaseT 0630p LWeCTBNA KOPO-
19 B KaHYH KopoHauuun 1661 roga, nonyumsLiero
Ha3BaHWe Entertainment. MNoguépknBaeTtca Hekas
NCKNHOUNTENBHOCTL COBbITMS, B KOTOPOM y4YacTBOBa-
No 60/bLIOE KOMYECTBO UCMONHNTENEeN, a Takxke
BaXKHYO POJib Urpana camas pasHoobpasHas My3blka,
TaKKe cozaaHHas MaTbto Jlokkom. B craTbe nsnararotcs
nNpeAnoaoXeHna No NoBoay Mmecta «My3bikn» JIokka
B 06LLEeN My3blKaJIbHOM NapTUType meponpuatus. B
3aKNHOUEHMM fenatoTCs BbIBOAbI O COUMHeHUM JTokKa
KaK XapaKTepHOM Mpumepe My3blkv KOPOJEBCKNX TOP-
XecTB. B cBA3M € 3TMM aBTOpP onpesenseT KatoyeBble
XapakTepUCTUKMN MY3bIKN KOPONEBCKMX MPa3fHNKOB,
Kak TO: CFOUTHbIM NPUHLMM OpraH13auumn, npocToTa
My3blKaabHON GOpPMbI (NperMyLLecTBEHHO BuHap-
HOW), TaHLIeBa/IbHas XaHpPOoBas OCHOBa, aHCaMb.1eBbIl
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XapakTep WUCMOJHEHNA B paMKax MPenMyLLeCTBEHHO
OZAHOPOAHOrO MO COCTaBy MHCTPYMEHTOB KO/IIEKTU-
Ba (Hanpumep, 4yXOBOro Uan CTpyHHoro). KpaTkoe
N3/J10XKEHWe pe3yNbTaTOB aHaaM3a My3biku JIokka
NoATBEPXKAAET MbIC/Ib 06 MHANBUAYANbHOW CTUANC-
TUKE NPOU3BEAEHWS, YTO MO3BOAET UAEHTUPULINPO-
BaTb aBTOPCKNN NOYEPK aHTANACKOro NPUABOPHOrO
Komnosutopa.

Knroyesole cnosa: MaTbto JIOKK, cakbyT, KOpHeT,
My3blKa KOPOJeBCKMX MPa3AHMKOB, aHrannckoe ba-
pokko, PectaBpauus.

«My3blka ana cakbytoB U KopHeToB Ero Besu-
yecTBa» Oblna HanmcaHa M3Tbo JIOKKOM crneLmanbHO
ANA Npa3fHUYHOro wectsma kopons Kapna ll, ctas
YacTbo MacWTabHOro 1 NbIWHOro Meponpuatus En-
tertainment, yCTpOEHHOroO B KaHYH AHS KOPOHaL MK
22 anpens 1661 roga. MapTnTypa Oblna 06HapykeHa
B KOMTIJIEKTE 13 MATU PYKOMWCEN, NepeneTéHHbIX
BMeCTe B OPOryto 0B610XKY U3 TeNSYbEN KOXN C
BbITECHEHHbIMW Ha HEW 3010TbIMU KOPOJIEBCKUMMU
repbamu CrroapTtoB'. N3BECTHbIN BPUTAHCKUIA MY-
3bikoBeg, TEpcToH [lapT BbiCcKasan NpeAnoNoXeHu e,
YTO KHUTa, eC/IN 1 He NpejHa3Havanacs camomy Kap-
ny ll, T0, 6e3ycnoBHO, NO6bIBaNA B pyKax My3blKaHTOB
N3 KOPOJIEBCKOTO AyXOBOro opkectpa. NogobHas
rmnoTesa NoATBepP>XKAanacb HaMUMEM OTAENbHbIX
napTui ana Kaxzaomn nbecbl. OTCyTCTBUE TEHOPOBOW
napT1Um JOMyckano Haan4yme B MPOLUIOM 6 KHUT [3, C.
71]. TloNHbBIN KOMMAEKT PYKOMUCERN BKAKOYAN COYUM-
HeHMA ANA AyXOBbIX MHCTPYMEHTOB CaMbIX Pa3HbIX

1. B Hactoswee Bpems xpaHuTcs B Mysee ®uuyunnbama B Kem-
6pugxe nog Homepom Music MSS 24. E. 13-17.

komno3ntopos: Jlykn MapeHumo, Opnango au Jlac-
co, ®ennye AHepwmo, PpaHcmcko Posuro, Nopaumo
Bekku, [>xoBaHHu Kpoue, MaTbto Jlokka, Koy/simaHa
N Apyrux — Bcero 72 npounsBeaeHuns.

Mpeanonaraetcs, 4To NapTUTYpbl JTokka Hbian
BHeCEHbl B PyKOMWCb 3HAYNTEIbHO MO3Xe TeX, YTO
NOMELLAOTCA Ha MePBbIX CTPAaHMULAX, @ UMEHHO B
1660-1661 rr. XapakTepHoO, 4YTO ero My3blka MosB-
NAETCA C APYron CTOPOHbI MaHYCKPUMTa, NPUYEM B
nepeBEPHYTOM BUAE, U NpeacTaBieHa YeTbipbMa
AnnemaHzamu (nepsas obo3HaueHa kak Ayre), AByMs
KypaHtamn n CapabaHgoli. TeHopoBble NapTun B
3TUX NPOU3BEAEHMAX TOXKE OTCYTCTBOBAJIM.

To, uTo TaHUeBasbHble Mbeckl JIokka ABAAAN CO-
601 MMeHHO «My3bIKy A8 cakbyTOB 1 KOPHETOB
Ero BennyectBa» COMHEHWUIN He BbI3bIBaET, Tak Kak
Ayre n HadanbHble TakTbl KypaHTbl BCTpeyatoTcs B
pykonucu bputaHckoro myses XVl Beka? nog tem
>Ke Ha3BaHMEM W C yKa3aHMEM Ha KOMMNO3uUTopa.
HecmoTps Ha ACHOCTb NpeAHa3Ha4YeHns My3blKH,
npeacTaBAeHHON B BbILLEYNOMSHYTOW PYKOMUCK, OHa
TOXe ABNAETCA HEMOJHOW, a, KPOMe TOro, CUIbHO
OT/InYaeTcsa No My3blkaJbHOMY MaTepuany. Bcreg
3a Ayre 1 nepBbix ceMun TakToB KypaHTbl cneayet
HEeCKONbKO NyCTbIX CTpaHuu, 3aTtem KaHoH, MaBaHa-
AnnemaHga, KaHoH n Capabanga.

Pe3ynbTaToM CyLLEeCTBEHHbIX pa3/INUnNiA BblLle-
YMOMSHYTbIX PYKOMUCEN CTaiu fjBe COBPEMEHHbIE
pegakunm «My3sbikn gns cakbytoB 1 kopHeToB Ero
Bennuectea» — 310 pepakumnm IHTOHM beiHca® , ko-
TOPbIN B35 38 OCHOBY KEMOPUAXKCKYH PYKOMUCh, U
pepakumsa PobepTa KuHra, koTopas Bk/touaeT napy
MaBaHa-AnnemaHga. beliHc ncnonb3oBan BTOpyHo
pykonucb ans 3aBeplieHus Ayre, a Pobept KuHr
fobaBun HegocTarowme yactn KypaHTbl. KaHOHbI
He BXoAWAWN B My3blky LLlecTBMA, Ha UTO ecTb yka-
3aHVe B caMOM MaHycKpunTe. Ha ocHoBe 3Tux pe-
JaKUWIA BNOCNEACTBUN BbILLAO MHOXECTBO HOTHbIX
ny6ankaumin. OfHako nepBeHCTBO 3a CODOM BCE Xe
coxpaHsieT pegakumsa benHca, nockonbky NaBaHa-
AnnemaHgza Bcerga MCrnoJiHAeTCA OTAEe/IbHO, XOTA U
HOCUKT TO e Ha3BaHue — «My3bika Ana cakbyToB 1
KopHeToB Ero Bennuectsa».

«My3blka» JIokka B COBPEMEHHOM KOHLIePTHOM
BapuWaHTe npejcTaeT B pa3HbIX KOMOUHaLMAX eé
COCTaBAAKOLWMX. MOXHO BCTPETUTb BapumaHT 13 6

2. XpaHwuTca B bputaHckom My3see nog Homepom B.M. Add. MS
17801, ff 62-64v.

3. Mathew Locke. Music for His Majesty's Suckbuts and Cornetts
(1661). Transcribed for woodwind or brass ensemble by
Anthony Baines. Score. Published January 15t 1951 by Oxford
University Press. Unknown Binding. 8 pages.

neec (AnnemaHga — CapabaHga — AnnemaHga — Ky-
paHTa — Ayre — KypaHTa)*, ICNONHAIOTCA BapuaHTbl
13 aAByx ctout (Suite | in d, Suite Il in F), koTopble
HaunHaroTca nMbo B pe MUHOPE, B0 B da Maxope,
HO MO Ha3BaHWAM TaHLEB UAEHTUYHbI (AnnemaHaa —
KypaHTa — AnnemaHga — Capabanga)®, ectb 1 apy-
rmne. Takon «Mpom3BO» CO CTOPOHbI UCMONHUTENEN
BbIFIAAWUT BNOJHE OnpaBAaHHbIM. JJeMoHCTpupys
NNWb OCHOBHbIe GOpMasbHble NMPU3Haku bapou-
HOW CHOUTHON GOPMbI, @ MMEHHO: MHOMO4YaCTHOCTb,
HaanuMe HepernameHTUPOBAHHOIO KOAMYecTBa
BHYTPEHHe 3aBepLUEHHbIX MbeC TaHLEeBaNbHOrO Xa-
pakTepa, NouT abcoNtoTHOE TOHaIbHOE e MHCTBO,
NpUCYTCTBME 06s3aTesIbHbIX, C TOUKM 3peHuns Tpa-
AVLIMOHHOTO COBPEMEHHOIO My3blKO3HaHWS, Nbec
— AnnemaHngbl, KypaHtel, CapabaHgbl, — «My3bika»
Ma3Tbto JIokKa coxpaHsieT cBob6oay KOMOBUHATOPUKM
B CUAly MCMONHWTENbCKOM Tpaauummn XVII Beka, korga
«popManbHas LLeNoCTHOCTb BapOYHOWN CHOUTLI He
B/IEUET 33 COOON HEOBXOAUMOCTb €€ NCMONHEHMSA
Le/IMKOM — OT Hayasa 1 A0 KOHLa (4TO XapakTepHO
[ANA COBPEMEHHOW KOHLEPTHOM NPaKTUKK), MOJ06HO
TOMY, KaK KOpobKa LLOKONaAHbIX KOHPET accopTu
He TpebyeT, UTobbI BCE KOHDETLI HEMPEMEHHO Bblan
CbefeHbl B oanH npucect» [1, c. 17].

[JobaBnseT MHTpUry 1 TOT GaKT, YTO TOYHOE MECTO
NCNONHEeHNs «My3bIK» B CLLleHapUK KOPOJIEBCKOTO
Entertainment 1661 rosa Hen3BeCTHO, TakK Kak MoJi-
Hol naptuTypbl ans LectBusa kopons ot Tayspa
K YanTxonny He coxpaHunocb. Ha npucytcteue
MYy3blKM 1 €€ BaXKHEWLLY pOoJib B TOPXKECTBE yKa-
3blBaeT 60/blLIOE KOIMYECTBO PeEMapoOK co3ja-
Tens cueHapus. PaHpapHble NpMBETCTBUA TPYO U
6apabaHHbIi 6OV CMEHAANCH MaplUuamMu 1 pa3sie-
KaTenbHOU aHCcaMbieBOW My3bIKON. TeaTpasibHble
npeActaBaeHna nsobunosanm necHamu. CueHa-
PWI HacblLLeH YKa3aHeM Ha KONNYeCTBO U BUAbI
COMPOBOXAALWMNX NHCTPYMEHTOB, KOTOpble Hblan
0603HayeHbl B TeKCTE Ha KaXXAoM 3Tane npojsu-
>KEHWA KOJIOHHBI.

Mo cnoBam o4eBunALEB, Npa3gHOBaHWe OblNO
MbILLHBIM 1 Nopaxano BoobpaxeHue. «...13 poHTa-
HOB BuaK CcTpyn BMHa, — nuweT CtmeeH Kyt, — con-
JaTbl, YKpaLleHHble KpacHbIMUY, 6enbIMU U YEPHBIMMU
nepbsAMKU, MapLUMPOBaAN MO OFOPOXEHHbIM Nepu-
NlaMW 1 3aHOBO BbIMOLLLEHHbIM yaunLaMm... BHOBb
HacTynun 3010TOW BeK, U TpuymMdanbHas apka,
CKBO3b KOTOPYHO Moc/ieAoBana npoueccms, cnos-

4. B wucnonHeHuu The Philip Jones Brass Ensemble (1974).
5. BucnonHeHun His Magesty's Suckbuts and Cornetts (1997).
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HO CMMBOAM3MPOBana claBHOe Byayllee CTpaHbl...»
[2, c. 233].

B cBOéM onncaHum KOpPONEBCKOTO LWeCcTBUA
C. Kyt ynomuHaeT anwb oaHy TprymbdanbHyrO apky,
OZHaKO Mo CLieHapwto X Bblio yeTbipe. Bo3ne kax-
[0l nogpa3ymMeBasacbh OCTaHOBKA MpoLeccum ans
oTAbIxa 1 pa3BieyeHnin. B obasatesbHOM nopsake
BCe NMpeAcTaBJeHMs Ha NyTN Cef0BaHMA KOPOAs
COMPOBOXAAANCh My3bIKOW. M13BECTHO, UTO HOIbLLYHO
4YacCTb My3blKW1 AR MbILIHOW NPOLLeCCMM Hanmcan
M3Tbto JTokk. Ha 3To ecTb yKa3aHue camMoro coc-
TaBUTeNs cLeHapus TopxkecTsa [xxoHa Orunbu [5].

Mockonbky BOMPOC O TOM, B KaKOWN MOMEHT Luec-
TBUA UCNoAHANACb «My3blka Ans cakbyToB» f0 CUX
nop OCTaéTca OTKPbITbIM, MPOAOIXKAOT UMETb MECTO
pa3Horo poja NpesnosioXeHnsa, OCHOBaHHbIE Ha
aHanM3e KONMYeCcTBa y4acTBYHOLLMX MY3bIKaHTOB U
Ha/M4MM onpesenéHHOro MHCTpyMeHTapuma. Msyye-
HVe pemMapok B CLieHapuu AaéT NoBOJ Npeanonaratb,
YTO B MEPOMNPUATAM AOKHO BbINI0 y4acTBOBaTL JBe
COTHU MHCTpyMeHTannctoB. OAHaKO K MOMEHTY
BO3BpaleHuna B AHrauvio Kapaa Il koanuectso my-
3blKaHTOB B JIOHZAOHE HbI10 KpaiHe OrpaHNYeHHO.
Jedununt npodeccnoHanbHbIX UCMONHUTENER ABUACA
CNeACTBMEM MU3BECTHbIX NCTOPUYECKMX COBBITUI B
AHranm B nepmog c 1649 no 1660 rr. MNMpoTtekTopaT
KpomBens ctan paspyLumTenbHbIM AN My3blKaJbHOMO
nckycctea TymaHHoro AnbbroHa — NnpuaBOpHbIE
My3blkaHTbl Kapna | 6exanu ns ctpaHsbl, a Te, 4To
OCTaNnNCb, NepeburBanncb peaKMMM YaCTHbIMU YPO-
Kamu B JIOHZOHE uan yxoauau B apyryto chepy ges-
TeNbHOCTW. TeaTpbl OblAM 3aKOHOAATE/IbHO 3aKPbIThI,
N OPKECTPaHTbl OCTannCb 6e3 paboTbl, opraHbl 6e3
pasbopa Kpywuaum B LepkBax n cobopax, a o ay-
XOBHOW My3blke MNPULLIOCh Haf0ATO 3abbITh.

C Bo3BpalueHvem Kapna Il Bcé ctano Bo3Bpa-
WaTbCs Ha Kpyru cBos. OfHaKo NoCneAcTBUA pa3py-
LIEeHW He MOT/IN He CKa3aTbCA Ha My3blKaJbHOW
XM3HW JIoHAOHA, KOTopasa ¢ HayanoMm PectaBpaumm
CTafa akTUBHO peaHMMupoBaTtbcs. He 6yaem 3abbli-
BaTb, O4HAKO, YTO C MOMeHTa Bo3BpaLlleHnsa Kapaa Il
[0 ero KOpoHaL MM NPOLUEN NMNLLb FO4, CPOK CINLLKOM
Masbl ANS MOJHOLLEHHOrO BOCCTAHOBJ/IEHWA NHCTU-
TyTa NPUABOPHbIX My3blKaHTOB.

Tem He MeHee MOHapX, CTPaCTHO NHOBUBLUNIA pa3-
BJIEYEHMS, @ Tak)Ke My3blKy TOPXKECTB 1 MPa3AHEeCTB,
OTKpbIBaeT TeaTpbl, BO3poxaaeT KoponeBckyto Ka-
nesny, opraHusyeT Npu 4Bope CTPYHHbIV aHCcaMbJ1b
«24 ckpunkmn Kopons» n KoponeBckuii gyxoBon op-
KecTp. IMEHHO 3TK My3biKaHTbl U BYAyT r1aBHbIMU
yyactHukamm Entertainment 1661 roga, ans kotoporo
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JIOKK 1 HanuLweT CBOO My3biKy. Hapaay ¢ HUMUK B
LIeCTBUM NPUMYT ydacTue ropoackue yanTbl (waits),
KOTOpble CO CpeAHEBEKOBbIX BPEMEH CAYXMUAn
Hy>XJaM ropoja — B pa3Hble BpemeHa OHW byau-
2N TOpPOXaH Moj YyTPO, UrPaan Ha TOPXKECTBEHHbIX
LEepPeMOHUsX, CBajbbax M NpasfHUYHbIX baHKeTax,
y4acTBOBa/AM BO BCTPEYax BaXKHbIX MEPCOH U T.A.
lopog copepykan yauToB — onlavmBa UX KpacHble
NMBpen 1 Lenoykn ¢ repbom, BblgaBas XasoBaHbe
n GUHaAHCMPOBAS PEMOHT UX MHCTPYMEHTOB. [loc-
NesHve BbINn NpeacTaBieHbl B NEPBYHO oyepesb
CEeMENCTBOM JyXOBbIX — LWaNAMeAMM, cakbyTamu, Tpy-
6amu n T.M.

C TO4KM 3peHnsa My3bikoBega dpuka XanpneHHn
CO CTOPOHbI FOPOACKNX MY3bIKaHTOB B KOPOJIEBCKOM
LIeCTBUM BbIIO He Tak MHOTO NpeAcTaBuUTeNel, Kak
3TO MOXeT Noka3aTbCA Ha NepBbIl B3rNa4. B cBoém
nccnefoBaHUM OH NPUBOAUT TabauLly, rae HarnaAHO
0603Ha4YeHO KOANYECTBO MY3blKaHTOB Ha MyTu
CnefioBaHUsA 1 BO3/e apok (cM. 06 3ToM nogpobHo
[4, c. 37]). TTOHATHO, YTO OfHW U Te Xe My3blKaHTbl
He Moru urpatb 6e3 nepepbiBa Ha MPO-TAXKEHUN
BCEro MHOro4acoBoro ectusa. B sTom cayuae
OTKPbIBAIOTCA fiBE BEPCUUN MPOUCXOAALLEro — Anbo
rpynn My3blKaHTOB ObI0 MHOTO, W KaXzas 13 HUX
oXwnzana nosBAEHWsA KOPOs BO3/le OUepesHOW ap-
Ku, IM6O rpynnbl My3bIKaHTOB YepesoBannCh 1 Nnepe-
MelLLLaAnCh OT apku K apke. BTopas Bepcua Buamtca
6onee noaxoaslen BBUAY OO bEKTUBHOMO OTCYT-
CTBWA JOCTaTOYHOrO KOAMYecTBa NPodeccnoHanbHbIX
ncrnonHuTenen. Bce apkun 6ol Tematuyeckume u
odopmMaeHbl B COOTBETCTBUM C KOHLLENLNEN TOp-
>KECTBEHHOro CobbITUSA: «[103Tbl, XXMBOMUCLbI, ap-
XWTEKTOPbI, UCTOPUKWN, MPOMNOBEAHMKN OfapuBanu
NPOCBEeLEHHYO My6ANKY reponyecknmmn obpasamu,
Npv3BaHHbIMK BOCCNaBUTb BO3BpaLleHne CTroapToB
Ha TpoH. Kopons, npuHMMatoLLero ckuneTp B Tpu-
ALaTb NepBbI rof CBOEro poXAeHUs, ynogobasam
XpucTy, BXOAALLEMY BO XpaM. DTO HOBbIN [laBug,
HoBbI CONOMOH. Ero BocxoxzeHue Ha TPOH 03-
HayaeT BO3POXAEHMe SaemMa Nnocae yXacoB rpax-
JlaHCKOW BOWHBI» [2, c. 233].

[MepBas apka Ha3biBanacb «BoccrtaHne n MoHap-
xus» (Rebellion and Monarchy), BTopas nocsswanacb
BoeHHO-Mopckomy ¢aoty (Naval Arch), TpeTbs n3o-
bpaxana «Xpam Cornacus» (Temple of Concord),
nog yeTBépTton packmHynca «Cag nsobunmsa» (The
Garden of Plenty). HecMoTps Ha oTcyTcTBME camoi
My3blKaNbHOW MNapTUTYpPbI WeCTBUS, peMapkn Ornnbu
[,at0T NMOBOJ, NPEANoN0XMUTb 3ByYaHne «My3blku ans
CakbYTOB 1 KOPHETOB» B CEPeAMHHbIX apkax. K Tomy

Il 1. Mopmpem komno3umopa Mameto Jlokka.
Asmop: Heuzsecmmneili xydoxHuk. XVl eek. Pasamep: 74,2 x 61
TexHuka: Jepeso. Macso.

e Tpy6bl 1 NIMTaBpbl HE FTOAUANCE AN PAa3BEPHYTbIX
TeaTpabHbIX NPeACTaBlEHNI, YCTPOEHHbIX BO3/1e
apKn Mopckoro $Ga0Ta, XOTA YaCTUUYHO B HUX U y4acT-
BOBa/M. 34eCb MO CLLeHapWIo Neancb NecHK, KoTo-
pbIM, BEPOATHEE BCEro, aKKOMMaHNPOBaAN AyXOBble
N CTPYHHbIE.

XapakTtep My3bikn JIOKKa no3sonseTt npeano-
NOXUTb BO3MOXHOCTb €€ NCMO/Ib30BaHNA B akkommna-
HeMeHTe necHsaM. [elcTBUTENbHO, ABYyX4YacTHas
dopma, NpakTUyeckn KBagpaTHble nepmnogbl... B
TaKyto CTPYKTYPY JIerKO MOraa YNOXKUTbCA CTUXOT-
BOpHasa cTpoda. OfgHako oTKpbIBatoLwas cromty Ayre
MMeeT OTKPOBEHHbIE YepTbl TeaTpanbHOCTN 1 BoAbLLe
HaNmOMMWHaeT MHTPaAy K CLLeHNYeCKOMY MpeacTaB-
nenuto. Annemanga N2 3 no pegakumm beiHca couBa-
€T POBHbIV MeTp BCTaBHbIMYM Maccaxamu. Annemanga
N2 5 nmeeT ABHble 31€MEHTbl UMUTALMOHHOrO pas-
BUTWA. B uenom npmpoga mysbikanabHOro Matepuana
60/blue BbIJAET MHCTPYMEHTalbHOE HaYvano, Hexe-
nn BokanbHoe. C Apyroi CTOPOHbI, B OpraHun3aumnm
dakTypbl npeBannpyet NOANGOHUYECKUIA CTUb
NMcbMa. 3TO HECOOTBETCTBME MEXAY MeNoAnNKOn
«My3bIK1» 1 BOKaJbHOW NPaKTMKOW 3MOXN BeCcbMa
OCTPOYMHO MOMbITancs 06bACHUTb IPUK XandneHHM,
KOTOPbIV Hanucan cnegytroluee: «<ECn necHn MopsKos
1 6bIIN N3HAYaNbHO CBA3aHbI C 3TVM MaTepuasoM, To
BMOCNEACTBUN OH Bbl1 aZlanTMpOBaH U NPUOBPEN Hbl-
HeLUHWI B1A, MOTOMY YTO MOHPABUACA KOMMO3UTOPY

n ncnonHutenam. lNMpuHAB BO BHUMaHMe 3TU Npo-
N3BOJIbHbIE MPEAMONOXEHNSA, Mbl OCTaBAsSEM pe-
LeHne 3Toro Bonpoca byayLinM yUYéHbIM; BeAb
rae-To cpeAun AoleALlnx 0 Hac NPou3BeseHUI
Jlokka MOXeT Haxo4uTbCA HeAgoCTaroLWan My3bika
K cnekTakao ctommoctbto 11000 GyHTOB CTEpAMHIOB,
KOTOPbIM FOpOACKMe BAACTN NOATBEPANIN CBOHO
noanbHocTb Kopoato Kapay Il» [4, c. 44].
HepelwéHHbIn Bonpoc 0 MecTe 3ByYaHus «My-
3bIKM» B KOPOJIEBCKOM LUECTBMM HUCKOJIbKO He Me-
LaeT roBOPUTb O TOM, YTO Mbeckl JIokKa ABAAOT
coboM ApKyH KyNbMUHALMIO onpeaenéHHOro 3tana
pa3BuTUA AyxoBou My3biku B AHranm XVII Beka. ITa
APKOCTb N OTANUNTENBHOCTb Oblna obecneveHa, B
nepByLo ouepeb, BblPa3UTeNbHOCTbHO MEOANYECKMNX
MOTWBOB, MPO3PaYHOCTbIO baKTypbl 1 penbedHbIMU
rapMOHUYECKMMU XO4aMUN B YCAOBUAX YXOAALLEN,
HO BCE eLlé OTUET/IMBO BblPaxXeHHOW MOAaNbHOCTH.
FapMOHMA N306UNyeT HEOXKMAAHHBIMN OTKIOHEHW-
SIMW B NapasienbHblid Maxxop U B Cy6A0MMHAHTOBbIE
TOHa/IbHOCTW. BbICTpasa MoaynaLMA B JOMUHAHTY B
KOHUe nepuoga (cMm. Annemarga N2 3, mogynsauuns
n3 F B C) BOCNpuHMMaeTCs Kak cornoctaBaeHune. B
TOM e ANNeMaHZe NHTEPECHBIM LUTPUXOM ABASETCA
nossaeHune VIl HU3KOW CTyneHn B Maxope. Takas xe
nasoBas okpacka Habatogaetcs v B KypaHte N2 4, rae
OHa bonee BbipaXkeHa 3a CYET NPUCYTCTBUA B INaBHO
TOHaNbHOCTK da Maxkop Tpe3syumi VII HU3KkoM cTy-
neHwW, 3a,eNCTBOBaHHbIX B MOC/AeA0BaTE/bHOCTH
C MVHOpPHbIM Tpe3ByuureMm Il ctyneHn. MepuaHue
Ma>KOPHOW 1 MUHOPHOWN Cy6A0MMHaHTbI B AnieMaH-
ae N2 5 1aéT BO3MOXHOCTb KOMMO3UTOPY CBOOOAHO
MOAYNMPOBaTb B TOHA/NILHOCTb MaxkxopHol VI cTy-
nenu. MogobHble NepennBbl Maxkopa ¥ MMHOpPa Ha
YPOBHE CEKYHZOBbIX CBA3EN ABNAOTCA 6€3yCIOBHbIM
yKpalweHveM My3biki JTOKKa 1 B COBOKYMHOCTU C
Menoanyecknm penbedom GopMUpyoT 4O0CTaTOUHO
WHAVBWUAYaNbHYIO CTUANCTUKY, YTO MO3BOAAET UAEH-
TMOULMPOBaTL aBTOPCKMIA MOYEPK JOCTONHOTO KOM-
no3nTopa yxoAsLLen 3noxm cakbyToB 1 KOPHETOB.
MoaBOAA UTOTW, CKaXXeM, UTO aHaAN3 My3bIKK
Jlokka ANns KOPONEBCKOro AyXOBOTo aHcambAs, a
TaKkXe Ky/IbTYPHO-NCTOPUYECKOTO KOHTEKCTa e€ Obl-
TOBaHMA, MO3BOJIAET AeNaTb BbIBOAbI O XapakTepe
MY3bIKM KOPONEBCKMX MPAa3AHNUKOB N TOPXKeCTB
B JlToHaoHe 3noxwm Hauana PectaBpauuun. Kavec-
TBEHHbBIMW XapakKTepucTnkaMmum eé€ CTaHOBUTCA
CHOUTHBIA NPUHLWN OpraHM3aumnm, NpocToTa My-
3blKaIbHON GOPMbI (MPENMYLLECTBEHHO BUHaPHON),
TaHLeBa/bHasa XaHpoBas OCHOBa, aHcaMbieBbll
XapakTep UCMOAHEHMS B pamMmKax NpenMyLLeCTBEHHO
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OZHOPOAHOTO MO COCTaBy MHCTPYMEHTOB KOMIEKTMBA
(Hanpumep, AyXOBOro WUau CTpyHHOro). OZHaKo 3a
BHELUHEWN NPOCTOTOM N He3aTeMNIMBOCTbIO My3bl-
KaNbHOrO 0pOpPMEHNs, TPEBYEMOTO ANS OTAE/bHbIX
yacTei NPa3fHMKOB, bblia ckpbiTa 061aCTb 6OLLIOTO
KOMMO3UTOPCKOro TpyAa U 3KCrepuMeHToB B obnac-

T MENoAnKM, rapMoHun 1 GakTypsl, rae Hanbonee
TaNaHT/IVMBble My3blKaHTbl CO3aBaju NPOU3BEAEHNS
HeobblUaliHOM TOHKOCTM 1 N3ALLEeCTBa, K KOUM MOXX-
HO Mo NpaBy OTHeCTW «My3biKy» NPUABOPHOTO KOM-
nosutopa MaTbto Jlokka.
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PEDAGOGICAL PRINCIPLES OF THE OLD ITALIAN
VOCAL SCHOOL

Summary: In the article, the principles of the
old Italian vocal school, which is of enduring value
in world vocal art, are derived based on the views
of outstanding vocal teachers - Giulio Caccini, Pier
Tosi, Giovanni Battista Mancini, outlined in funda-
mental treatises (The New Musics, Observations on
the Florid Song; Or, Sentiments on the Ancient and
Modern Singers, Practical Reflections on the Art of
Figurative Singing). Alhough there are general pri-
orities in voice development, such as: extreme at-
tention to cultivating the beauty of voice timbre,
mastery of an ideal cantilena, evenness of sound
connection, sound training for breathing, develop-
ment of pure intonation and register uniformity, and
so on, it is noted that there are certain differences
in pedagogical activities of Giulio Caccini, Pier Tosi
and Giovanni Battista Mancini. These differences
are explained by changes in the requirements for
the performance of vocal parts in operas by com-
posers who worked simultaneously with the teach-
ers in question. For example, Caccini recommended
singing only in natural registers, in a limited range;
Tosi expanded his work on voice range, paying at-
tention to the smoothness of passing registers and
developing virtuosity, which, in Mancini's work, was
already the main quality of a singer’s professional
training and reached the limit of a person’s vocal
capabilities. An analysis of Caccini, Tosi, and Manci-
ni's pedagogical views allowed to draw a conclusion
about the principles of the old Italian vocal school:

raised chest breathing, firm sound attack, attention
to diction clarity, virtuosity development, mastery
of dynamic shading, and so on.

Keywords: the old Italian vocal school, pedagogi-
cal principles, virtuoso technique, evenness of sound
connection.

Italian vocal art has come a long way in its de-
velopment. It has been evolving since ancient times.
Already in Ancient Rome, people began to show
interest in singing, voice training, and vocal train-
ing. Church singing, in parallel with which secular
singing was formed (which was the most progres-
sive in terms of vocal technique and more in de-
mand among nobility), can be called the source of
vocal and pedagogical activity in Italy. It was secu-
lar singing that was the basis for the emergence of
the opera genre. The first opera composer was Clau-
dio Monteverdi (1567-1643), who wrote the opera
L'Orfeo (1607, libretto by Alessandro Striggio Jr.).

According to prominent teacher-methodolo-
gist Bagadurov, the development of composition
schools is closely related to the development of vo-
cal schools. These schools interact in a certain way
and influence each other in terms of the style of
composition and performance requirements [4, p.
275]. To embody the vocal part of operas, singers
are required to possess a certain vocal technique.
Because of this, the activities of teachers are also
developing, designed to provide the necessary voice
training. This interaction was the basis for the for-
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