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A unique branch of vocal performance is formed by specimens of the “wordless” vocalise — a musical genre
formed in the countries of Western Europe and in Russia towards the mid-18th century. Situated beyond the perimeter
of musicological thought, it nonetheless conceals numerous riddles. The latter include the structural and sematic
organization of its two varieties: the instructive and the concert vocalises. Pertaining to one category, they remain
individualized in their means of presentation and the specificity of their performance and, consequently, in the tasks
which are set before the vocalist. Their expressive potential is formed in the process of interaction of musical and
non-musical components, which require thorough attention. A separate problem is posed by the study of the genesis
and historical evolution of the genre in the direction from applied specimens (the instructive vocalise) to artistic
examples (the concert vocalise). The specificity of the vocal melody in vocalises is revealed through the prism of
interaction between the acoustic, technical and expressive characteristic features of the singer’s voice performing
and the vocal “orphoepy.” A typical feature for vocalises pertaining to the Russian and Western European vocal
schools is its melismatically melodic thematicism. It is examined in the article in close connection with the varied
forms of vocal and instrumental practice of music-making.
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O xaHpoBo# cneumdmrke HHCTPYKTUBHbIX
M KOHLLEPTHbIX BOKaAM30B

VHUKanbHOH 00JIaCThI0 BOKAJIBHOIO MCIIOJIHUTENILCTBA SABJIAIOTCS 00pasipbl «OeCCIOBECHOr0» BOKaIU3a
— MY3BIKQJIBHOIO JKaHpa, cOpMHUpOBaBILErocst B cTpaHax 3amaaHoil EBpomsl m Poccum k cepenmne XVIII
Beka. Haxomsmuiicsa 3a mepuMeTpoM My3BIKOBEIYECKONH MBICIH, OH BCE €Ié TauT Hemano 3arafok. Cpenu HHUX
CTPYKTYpHAasl U CMBICJIOBAsl OpraHU3alus IByX €ro pasHOBUJAHOCTEN: HHCTPYKTUBHOIO U KOHLIEPTHOIO BOKAJIU30B.
OTHOCsIIMECST K €IMHOMY pOAY, OHM HHAMBHIYAJIbHBI 10 CHOCOOy OBITOBaHMS M clieU(HUKE HCIOIHEHUS,
a cJeoBaTebHO, M0 3a7a4aM, KOTOPBIE CTOST Mepel BOKAJIMCTOM. VX BbIpa3uTeNbHBINA MoTeHInan GopMupyercs
B Ipolecce B3aUMOJIEHCTBHS My3bIKaJIbHBIX U BHEMY3BIKAIBHBIX KOMIIOHEHTOB, KOTOPbIE TPEOYIOT MPUCTAIBEHOTO
BHUMaHus. OTHENBbHYI0O NpoOieMy NpPEACTaBIseT H3yueHHe TeHe3Hca, HCTOPUYECKOW OBOIIOIHMH JKaHpa
B HalpaBJICHUH OT IPUKIAJHBIX (MHCTPYKTHBHBINA BOKAIIN3) K XyI0KECTBEHHBIM 00pa3naM (KOHLEPTHBIH BOKAIN3).
Cnenudurka BOKaJILHOW MEJIOJMHM BOKAJIM30B INPOSBISAETCS CKBO3b NPHU3MY B3aUMOJEHCTBHS aKyCTHYECKHX,
TEXHUYECKUX U BBIPA3UTEIILHBIX XapaKTEPUCTUK HCIOIHSIONIETO €€ BOKAJIBLHOTO IoJIoca U BOKAIBbHOU «0pho3mumy.
Tumnonornueckoit 0COOEHHOCTHIO BOKAIM30B, IPUHA/JIEKAIINX OTEYECTBEHHOU 1 3ar1aHOEBPOIEeHCKON BOKAJILHBIM
LIKOJIaM, SIBJISETCS (PUI'ypallMOHHO-MENIOJUUYECKUH TeMartu3M. B crarbe OH paccMmarpuBaeTcsi B TECHOM CBs3M
¢ pazHooOpa3HbIMH (popMamMK BOKaJIbHOW M HHCTPYMEHTAJIBHON IIPAKTHUKH MYy3UIIUPOBAHMUSL.
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MY3bIKaJIbHas KOMIIO3UIIU.
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[Ipo6nemsr my3pikanbHOM Haykn. 2018. Ne 2. C. 74-81. DOI: 10.17674/1997-0854.2018.2.074-081.

n the history of musical culture there exist
Icertain phenomena the perception of which

is concentrated around quite obvious
observations of their outward descriptions. Such
is the phenomenon of vocalises, which represent
a genre of vocal compositions performed without
verbal texts and include both the “exercises in
vocalization” and the “concert pieces.” Thus,
various works in their genres have developed the
attitude towards vocalises as musical material or
etudes for voice designated solely for the purpose
of development of virtuosic vocal technique
and not possessing any independent substantive
meaning. Nonetheless, they comprise an unique
domain related not only to vocal pedagogy, but
also to performance practice. At that, the study of
structural and semantic organization of the two
varieties of vocalises — the pedagogical and the
concert types, which pertain to a single category,
but are individualized in their means of existence
and specificity of performance — has remained on
the periphery of researchers’ thought. The attempt
to make sense of the essence of the vocal genre
as a unique artistic phenomenon prompts towards
examining a set of important questions about the
roles of the intra- and extra-musical, vocal and
instrumental components in its genre content.

The original traits of the vocal compositions
created during the course of several centuries by
composers and pedagogues of various national
schools' has been formed at the intersection of
vocal and instrumental practice of music-making.
The development of the vocalise has been carried
out in the direction from applied practice generating
the basic regular laws (the typization of content
and form) in the pedagogical vocalise, to their
artistic manifestation in the concert vocalise®. The
emergence of the principle of vocalization devoid
of words forming the “core” of the genre took place
within the context of the 11th century Western
European vocal-choral culture. An important
condition for the emergence of vocalises was the
emergence of the various national schools of vocal
singing®. The flourishing of solo singing in opera, the
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instrumental concerto and the bel canto style lay at
the foundation of the formation of the vocalise (from
the mid-17th to the early 18th century). The turn
toward the extra complicated virtuoso technique of
vocal performance, the generalization of scientific
knowledge of acoustics and the discipline of
“vocalology” (“vokalovedenie” in Russian: a term
of Yuri Rags), as well as the practical experience
of the vocal-choral and instrumental intonating has
led to the emergence of the concert vocalise (the
19th and early 20th century) genetically connected
with the instructive variety. As a multifunctional
phenomenon — an exercise in the formation of
technically perfected singing and an autonomous
artistic phenomenon — the vocalise has traversed a
complex and a many-valued path of evolution the
study which is conducive to an understanding of the
genesis of this genre.

The specificity of the genre of the vocalise has
been formed in close connection with the purpose
of the two historically developed varieties — the
instructive and the concert, which have interacted
in the process of evolution. Thus, the applied role
of the pedagogical vocalise in teaching vocal-
technical skills to a singer portended the chamber-
like qualities of its sound. On the other hand, the
concert vocalise, which possessed artistic worth and
was performed by the professional singer on stage,
has posed a different challenge for him — to “line
up” an interesting interpretation of a composition.
Nevertheless, the pedagogical and the concert
vocalise, which pertain to one category, possess
common regular norms of thematic structure.

A through element for vocalises is the leading
position of the vocal line with a concentration of
technically complex components in the melodicism
it demonstrates. Directed towards an interaction
with the instrumental element, they bear witness to
the role of the voice as a perfect instrument growing
from one historical era to the next. The thought of
the dependence of melodic organization of vocalises
on the immanently musical components is not
polemic, but deserves attention because it pertains
to the methodologically crucial ones.
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Thus, the specificity of the vocal melody
in vocalises is determined in many ways by
acoustic, technical and expressive characteristics
of the voice performing it. At that, the peculiarity
of “vocal speech,” or “orthoepy” (a term of
Vladimir Morozov) reflects the norms of singing
pronunciation of musical sounds developed by
vocal practice. Its individual possibilities — sound-
generation (gravity, mass, volatility of sound),
smoothness of sound-leading, as well as temporal
unfolding of vocal tones — are stipulated by the
acoustic organization of the vocal apparatus of
the singer. It conditions the phases of intonational
life of musical sound — its reviviscence (attack),
dynamic and timbral unfolding, and waning. The
extension of the melodic phrases is in many ways
programmed by breath, range, speed and rhythm
of intonational “transference.”

Let us emphasize that the “corporeality” of the
vocal tone, in the opinion of Evgeny Nazaykinsky,
is conditioned by the “physical concreteness of
the voice — the really sounding instrument, the
singer’s vocal cords,” and the named components
are “quite perceptible by ear” [5, p. 141]. At that,
it is particularly the timbre which carries out the
“concretely-characteristic function, since it gives a
perception of the personality” [Ibid.]. Other sound
elements add perceptions of the person, “his or her
manner of performance — intonating, the timbral
tessitura and other physical real characteristic
features of the voice or instrument” [Ibid.]. In this
connection it is difficult to overestimate the role of
exercises in vocalization in the formation of the
timbral traits of the singer’s voice.

Special interest is aroused by the universal
non-musical components which are specific for
each type of vocalise. Notwithstanding the fact that
the vocalise is sung without words, its semantic
organization presumes the importance of the sounds
of speech: phonemes, morphemes and syllables.
The phonemes contain semantically distinguishing
features, for example, vocal vs. non-vocal features,
hollowness vs. sonority, which participate in the
process of sound-generation, the formation of the
timbral characteristics of the voice, sound-leading.
However, their role in the vocalise is not reduced
merely to service functions. Without forming
a cohesive lexical set, they participate in the
organization of syntactical and semantic boundaries*
of the thematicism of the vocalise by means of the
correspondence of the syntagmas of the verbal
text in the language of the original to the melodic
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motive. Researchers have observed that various
national languages possess their own syntactic
principles of articulation of speech, moreover, the
pronunciation of the phonemes of vowels (a, e, i) in
most European languages is not identical with each
other. In this connection, the microelements of the
word conjoined with the processes of breath aid the
singer in perceiving the melodic syntax vocalises
created by composers of various national vocal
schools.

Simultaneously the phonemes and syllables
carry out an applicative role of teaching the singer
sound-generation and sound-leading. This is what
the vocal orthoepy, the activization of the resonator
apparatus of the singer and the presentation of
his or her professional technical, expressive and
virtuosic potential depend upon’. Moreover, the
verbal components participate in highlighting the
supporting melodic tones in the ornamental figures
of the vocalise. As auxiliary elements of the content-
related domain, they also play a phonetic role in the
creation of emotional states. At the same time, the
verbal peculiarities of the vocal orthoepy form the
stylistic, nationally distinctive and communicative
functions of the genre of the vocalise. As Liudmila
Astrova observes, vocal speech becomes the
expresser of a special “general or basic vocal
emotion,” 1. e. the feeling that “arises as the result of
performance or listening to vocal music with words
irrespectively from the artistic emotions connected
with the poetic and musical content of a specific
composition” [4, p. 112]. The length or shortness
of syllables pronounced conjointly (do, re, mi, etc.),
regulates the expanse, forms vocal phrases and
creates the emotional tone of the performance of the
vocalise.

The aforementioned unique and universal
functions of the phonemes and morphemes do not
exhaust all the perceptions of the verbal components
which separate the instructive vocalises from the
concert variety. Thus, in one instance the role of
the extra-musical components in the text of the
compilations is taken up by the introductions,
recommendations and commentaries which are
connected with the didactic purpose of the instructive
vocalises. In another case the elements of a different
artistic system (the title headings and dedications)
carry out a communicative role in the concert
vocalises. They involve the listener, the performer
and the composer into the process of co-authorship.
In addition, the title may indicate the cultural
context, as well as the national specificity. Thus, the



2018,2

Me>XXAYyHapoOAHbIK oTAeA ® International Division

O

title of the “Aria (Cantilena)” from the “Brazilian
Bachiana No. 5” for voice and eight cellos by Heitor
Villa-Lobos, written in memory of J. S. Bach, draws
our attention to the Brazilian color of the vocalise.
At the same time, Maurice Ravel’s “Piéce en forme
de Habanera” alludes to the genre, as well as the
Spanish cultural context. The title may also indicate
at the stylistic references, for example, the romantic
ones, with the synthesis of the arts typical for the
style, generating new types of artistic utterance.
These include the genres of artistic literature — the
hymn, the ballad, the epic lay and others. The ability
of ability to respond to impulses different in respect
to its immanent musical resources expands the
perception of the genre-related content, about the
intense processes of evolution.

In the intonational and compositional structure
of the vocalise — a brilliant representative of the
era of homophony — the role of the principles
of harmony is all too apparent. The cadential
progressions, the harmonic pulsations, the modal-
tonal logic synchronize the intra- and extra-musical
components of the thematicism of the instructive
vocalise. Its square structures hearken back to
dance music or to the strophic quality of poetical
speech, which genetically is connected to song. In
the intonational “groundwork™ of concert vocalises
the periodicity and regularity of the succession of
motives create rhythmoplastic figures of preimages
of genres. Thus, the cliché of the waltz in the second
movement of Reinhold Gliere’s Concerto for Voice
and Orchestra forms an equable circular intonational
motion which is organically continued by the
“rounded” ternary-form composition. Naturally, the
spectrum of action of the genre-related components
is much broader, since it elucidates the artistic
content of the “wordless” musical text.

Notwithstanding the fact that the vocal part
in the vocalise presents that very relief which
stipulates the form and the content of the musical
whole, the melody pertains for the most part
to the flat, non-relief type of thematicism. The
ornamental type of intonating, close to the etude or
prelude variety, is characterized by generality and
dispersion of development. The intonational fluidity,
modal-harmonic imbalance, variant-variational
repetitions of one motive typical of the thematicism
of vocalises testify of the predominance of the
procedural element. And the musical text unites the
general trait of artistic interpretation of emotions
and expression by means of the dynamics of the
intonational process®.
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At the same time, the emotional atmosphere
imprinted in vocal etudes or concert compositions
without words differs considerably. Indeed, the
lyrical tone of vocalises stems to the “genuine”
(natural or living) emotions (Valentina Kholopova
[9, p. 98]) with a motor-plastic, vocal or speech
genesis. They are conveyed directly by the
performer and are perceived by the listener.
However, in the concert vocalise there is
a predominance of a multilayer complex of
“depicted” emotions stipulated by the artistic
image. The emotional tone is modeled by the
corporeal-sensual instrument — the human voice,
which conveys the most intricate nuances of
moods. Since it is formed by the singer’s “body
frame,” the acoustic characteristic features of the
orthoepy turn out to be connected to the utmost
degree with psycho-emotional aspects. The raised
question is rather complex, since the latter do not
possess substantive concreteness and do not lend
themselves to concise classification.

The specific features of the pedagogical and
the concert vocalises is revealed in the genre-
related genesis of the thematicism and the single-
component compositional and dramaturgical
rhythm (term of Victor Bobrovsky). This, the
collateral subordination of the variants to one
intonational idea in the instructive vocalises is
stipulated by their applicative role — the affixation
and securing of one vocal skill in each example.
In the intonational prototypes of the instructive
vocalises it is impossible to overlook the didactic
component. For example, the vocalises with
the virtuosic quasi-instrumental passages and
ornamentation resemble in many ways 18th
century opera arias and continue the aesthetics
of bel canto. According to Eleonora Simonova
“the foundation of all the ornamental insertions
[arias. — I. A.] contains the same figures that are
present in the exercises, which at that time served
as important guides for singers” [6, p. 14]. And the
synthesis of the cantilena with the virtuosity of the
vocal line has become an indication of the singer’s
professionalism in the instructive vocalises of the
past and the present, pertaining to the Russian
vocal school, as well as vocal schools of other
countries.

Having overcome the boundaries of an
applied character and having extended its artistic
potential, the vocalise has preserved its single-
intonational foundation genetically connected
with its instructive purpose. Nonetheless, in the
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instructive and concert specimens of vocalises
the single-element idea is manifested in different
ways. In the first case the clichéd, incomplete
and sketchy qualities of the thematicism create
the impression for a preliminary sketch for
a composition to be subsequently completed. The
factors limiting the content range — the absence
of measure-based organization, the hyperbolized
repetition of the formulas and the inert qualities
of the melodic motion of the sequences assist the
singer in his or her sound and timbre generation’.
In another case the vocal part acquires the role
of an integral and completed verbal utterance,
the fanciful and quasi-improvisational outline of
which resembles an extravagant narrative plot
unfolding before the viewer. Nonetheless, it is
subservient to the principle of dynamic waves with
the stages characteristic to it — a concentration of
intensity, during the attack and before it. It forms
the emotional tone of the composition, since the
“wavelike type of development is the internal
process organized in a particular way” [7, p. 29].
Despite the technically complex and virtuosic
intonational structure, in the concert vocalises the
performer solves his or her artistic challenges.

The wavelike process in each example is
organized in an original manner. Thus, the process
of “endless” intonational unfolding of the vocal
part in Rachmaninoff’s “Vocalise” fits into the
harmonious architectonics of free binary form
(with features of mirror symmetry). In the rare
examples of concert vocalises expounded in
sonata form, for example, the first movement of
Gliere’s Concerto for Voice, the monothematic
musical material is formed by means of numerous
and diverse sequences. The adopted dramaturgical
compositional logic is conditioned by the purpose
of the concert vocalise devoted to presentation
of the synthesis of the virtuosic and the artistic
potentials of the voice, thereby approaching in its
capacities to those of a musical instrument.

As we can see, associated with the functions
of the instructive and concert vocalises are their
compositional and dramaturgical solutions. The
simple and compound ternary forms, typical for
vocalises, “preserve the memory” of the early
historical aria da capo®. The richness of its structural
types may be observed in the pedagogical and
concert specimens of the vocalise, the compositional
solutions of which are diverse. Thus, the principles
of solo singing, the dialogueness and virtuosity put
the vocalise closer to an instrumental concerto.
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The intonational improvisational qualities and the
fluidity bring it together with the refined genre of the
poem, whereas the concentration within the melody
of the brightest effects and the vocal sound-leading
testify of the closeness of the vocalise to the musical
elegy. Characteristic features of other genres in the
dramaturgical compositional fabric of the concert
vocalise expand its artistic field to a considerable
degree.

The principles of concert performance allow
the performer to demonstrate vividly his or her
professional skills — the virtuosic and timbral
possibilities of the voice, his or her artistry and
many other things. Thus, virtuosic solo performance
in vocal cadenzas without the participation of
the partner and dialogic structures bring in the
idea of a competition between the voice and the
instrument. For example, in Gliere’s Concerto the
coloratura soprano competes with the orchestra
and the solo clarinet. At that, the intonational
specificity of the vocalise is demonstrated in the
interaction of the vocal and the instrumental texts,
expressed in the exchange of intonational lexis’.
In this sense the duo of trills and roulades of the
vocal and instrumental parts of Gliere’s vocalise
manifests an enormous spectrum of feelings of the
lyrical hero.

The timbral dialogue between the vocal and
instrumental segments of the musical text forms
the process of an endless intonational formation
and creates an entire set of artistic effects. Thus, the
vocal cadenza with the quasi-glissando chromatic
gliding in Ravel’s “Piece en forme de Habanera”
indicates the beginning of the recapitulation, while
the alternating sound of the retorting passages in the
vocal and piano parts in Stravinsky’s “Pastorale”
imitate the effect of an echo.

The question of the genesis of the concert
vocalise also includes the semantical dimension,
wherein the principles of monothematicism and
solo singing create perceptions of the monologic
qualities of the verbal utterance. However, it
demonstrates in a no less convincing way by
means of a dialogue which never develops into
an argument and does not cause a transformation
of the lyrical image, but instead recreates the
lyrical hero’s inner conversation. Indeed, the
“genre modus” (a term of Marina Starcheus) of the
concert vocalise is presented as a “peculiar outer
expression of an inner vision and inner action,
which in the musical text of a composition is
reflected by a combination of outer fragmentation
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with inner purposefulness, specific only for lyrical
moods” [8, p. 50]. The conflict-free dramaturgy
with intonational “self-motion,” complemented
with “descriptive” details, becomes an ideal form,
which researchers correlate with a unidirectional
monologic speech reflecting the emotional-
cogitative processes of a personality. In a concert
vocalise it is embodied by means of a synthesis
of vocal-conversational, instrumental and plastic
vocabulary.

The interaction of the vocal and instrumental
elements in the concert vocalise reflect features
of romanticism. In the intonational structure their
synthesis was demonstrated in the extension of the
registral scope and the quantity of used intervals
(their chromatization and alteration), the speed of
intonational transference. The indicated signs of
sound imitation (mimesis) of musical instruments
by the vocal sound have considerably expanded the
content-wise scope of concert vocalises.

In conclusion of this article, let us note that
the vocalise signifies a particular stage in the

Gy —

' The leading vocals turned out to be the Italian
(17th—19th centuries), the French (18th) and the Russian
(mid-19th — early 20th centuries). Among the composers
who wrote concert vocalises were 20th century artists
of world fame (Heitor Villa-Lobos, Reinhold Gliere,
Maurice Ravel, Sergei Rachmaninoff, Igor Stravinsky)
and lesser known Russian and Western composers.

2 About this see: [1].

3 Such, for example, was the “Schola Cantorum,”
established in Rome by Gregory I for the preparation
of church choir singers. It became a model for schools
for church choir singers connected with monasteries
in Reichenau, Cologne, Paris, Lyons, Cambrai and St.
Gallen (8th—10th centuries).

* Inthe musical scores of the vocalises the boundaries
of the motives are frequently reflected graphically, for
example, as commas: one of them indicates taking a short
breath, while two indicate taking long (lengthy) breaths.

5 The most convenient phoneme for vocalization is
a, which is autonomous in its sound-generation, but is
included in the syllables fa, /a, ta. On the other hand,
pronunciation of the vowel y is uncomfortable for
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development of vocal genres. Its substantial domain
is generated as the result of the intersection of the
intra- and the extra-musical, the vocal and the
instrumental elements. Conditioned by the needs
of the practice of music-making, it has evolved
from an applied function (the instructive vocalise)
to the direction of extension of musical capabilities
(the concert vocalise). The ornamental-figuration
thematicism of vocalises, based on the variant-
variational repetition of structural-semantic
unit-motives, is connected with the directedness
towards presentation of the virtuosity of the voice.
It has also determined in many ways the syntactic
and artistic organization of the thematicism of
vocalises. Having traversed through the stages
of its formation, the vocalise has formed itself
in vocal practice as an autonomous genre. At the
same time, it has demonstrated the capability of
interaction with the genres of instrumental music.
The vocalise has entered the 21st century as one
of the bright and multifaceted genres capable of
further subsequent transformations.

NOTES ~—o(<

forming a vocal sound and sound-leading, which is why
it is not used in vocalises.

¢ Studies of figurational thematicism from the
indicated positions is contained in numerous publications
of the Laboratory of Musical Semantics (LMS). For
example, see: [14].

7 See the exercises from the “Complete School of
Singing” by Alexander Varlamov, “L’ecole de chant”
by Dupré, and “Exercises in Perfection of the Voice”
by Mikhail Glinka, where there is no measure-metrical
organization.

8 See the ternary da capo form in Sergei Prokofiev’s
“Vocalise” and Igor Stravinsky’s “Pastorale.”

® The clichés typical for the instrument bear
information about its acoustic, technical and timbral
peculiarities. They preserve the “memory” of performance
(sound-emission, sound-leading, articulation), the
conditions for its everyday existence, about the genre
characteristics, etc. Study of various instrumental
text through the prism of their interaction see in the
publications of the Laboratory of Musical Semantics:
[3; 10].



Gr MexAyHapoAHbI oTaeA ® International Division 2018,2

< REFERENCES (<

1. Alekseyeva [. V., Guseva A.N. Zhanr vokaliza: istoriya, teoriya i praktika [Vocalization Genre: History,
Theory and Practice]. Ufa: Ufa State Institute of Arts named after Zagir Ismagilov, Magnitogorsk State M. 1. Glinka
Conservatory, 2016. 280 p.

2. Alekseyeva 1. V. The Study of Structural Organization of Monophonic and Polyphonic Musical Texts as an
Issue of Musical Scholarship. Problemy muzykal'noj nauki/Music Scholarship. 2017. No. 2 (27), pp. 110-117.

DOI: 10.17674/1997-0854.2017.2.110-117.

3. Alekseeva 1. V. The Functions of Instrumental Idioms in the Forming of Keyboard Music at the Time of
Baroque. Problemy muzykal'noj nauki/Music Scholarship. 2012. No. 1 (10), pp. 92-98.

4. Astrova L.I. Vokal'naya rech kak sintez slova i muzyki [Vocal Speech as a Synthesis of Word and Music].
Slovo i muzyka: sb. st. [Word and Music: A Collection of Articles] Comp. by E. I. Chigareva. Issue 2. Moscow, 2008,
pp. 109-129.

5. Nazaykinskiy E. V. Rol' tembra v formirovanii temy i tematicheskogo razvitiya v usloviyakh imitatsionnoy
polifonii. Istoriya v muzyke: izbr. issledovaniya [The Role of Timbre in the Formation of Themes and Thematic
Development in the Context of Imitative Polyphony. History in Music: Selected Studies]. Moscow: Moskovskaya
konservatoriya. 2009. 392 p.

6. Simonova E.R. Iskusstvo arii v ital'vanskom opernom barokko (ot renessansnoy kantsonetty k arii da capo):
issledovaniye [The Art of Aria in the Italian Baroque Opera (from the Renaissance to the Aria da capo)]. Ufa: Ufa State
Academy of Arts named after Zagir Ismagilov, 2005. 164 p.

7. Smirnov M. A. Russkaya fortepiannaya muzyka [Russian Piano Music]. Moscow: Muzyka, 1983. 335 p.

8. Starcheus M. S. Novaya zhizn' zhanrovoy traditsii [A New Life of the Genre Tradition]. Muzykal'nyy
sovremennik [Musical Contemporary]. Issue 6. Moscow, 1987, pp. 45-68.

9. Kholopova V.N. Muzyka kak vid iskusstva: ucheb. posobiye [Music as an Art Form: Tutorial]. Ed. by
S. L. Ikonnikova. St. Petersburg: Lan, 2000. 320 p.

10. Shaymukhametova L.N. Semantika muzykal'nogo dialoga v klavirnykh proizvedeniyakh zapadnoevropeyskikh
kompozitorov XVII-XVIII vv. [Semantics of Musical Dialogue in Clavier Works of West-European Composers of the
XVII-XVIII Centuries]. Semantika starinnogo urteksta: sb. nauch. tr. [Semantics of the Ancient Uretext: Collection of
Scientific Papers]. Laboratory of Musical Semantics of the Ufa State Institute of the Arts. Ufa, 2002, pp. 16-37.

11. Alliott Martha. Singing in Style. A Guide to Vocal Performance Practices. Yale University Press. Copyright,
2007. 361 p.

12. Patalini Alessandro. The School of the Breath. Anthology with Commentary, of the Testimony on the Breath of
the Belcanto. Published by Zecchini. January, 2015. 289 p.

13. Stark James. Bel Canto: A History of Vocal Pedagogy. University of Toronto Press; Toronto Buffalo London:
Reprinted, 2003. 327 p.

14. Shaymukhametova Liudmila N. The Migrating Intonational Formula as a Phenomenon of Musical Thinking.
Problemy muzykal'noj nauki/Music Scholarship. 2017. No. 1, pp. 61-73. DOI: 10.17674/1997-0854.2017.1.061-073.

About the author:

Irina V. Alexeyeva, Dr.Sci. (Arts), Professor, Research Assistant of the Laboratory of Musical
Semantics, Head of the Music Theory Department, Ufa State Institute of Arts named after Zagir [smagilov
(450008, Ufa, Russia), ORCID: 0000-0002-6344-1706, alexeevaiv@mail.ru

< AUTEPATYPA (<

1. AnekceeBall. B.,I'ycea A. H. XKanp Bokanmsa: uctopus, reopus u mpaktuka. Y ¢pa: YT um. 3. Mcmarunosa,
Mal'K mm. M. U. I'muaxn, 2016. 280 c.

2. AumnekceeBa U. B. UzyueHne CTpyKTypHOW OpraHM3aIllMd OJHO- W MHOTOTOJOCHOTO TEKCTa Kak IpodiemMa
My3BIKaJIbHOH Hayku // [Ipobmemsl Mmy3bikanbHOH Haykn. 2017. Ne 2 (27). C. 110-117.
DOI: 10.17674/1997-0854.2017.2.110-117.

3. AnckceeBa 1. B. Pons WHTOHaIMOHHOW JEKCHKH HHCTPYMEHTOB B (DOPMHPOBAHHU KJIABUPHOTO TEKCTa
6apokxo // [Ipobrembr My3sikanpHOI Hayku. 2012, Ne 1 (10). C. 92-98.

80



2018,2 MeXAyHapoAHbI oTAeA ® International Division P,

4. Actpoga JI. 1. BokanbHas peus Kak CHHTE3 cJI0Ba M My3bIkH // C10BO 1 My3bIKa: ¢0. cT./ coct. E. . Yurapésa.
M., 2008. Bpim. 2. C. 109 —129.

5. Hazaiikunckuii E.B. Ponp TemMOGpa B (OpMHUPOBAaHMU TEMBI U TEMAaTHYECKOTO Pa3BUTHS B YCIOBHUSIX
MMHTAIMOHHOH nonugonun. Mcropust B My3bIke: H30p. nccnenosanus. M.: MockoBckast koHcepsaropust, 2009. 392 c.

6. CumonoBa 3. P. MckyccTBO apuu B UTAIIbSIHCKOM OIIEPHOM 0apoKKO (OT peHECCAaHCHOW KaHIIOHETTHI K apuH
da capo): uccienosanue. Yda: PUL] YIAU um. 3. Mcmarumosa, 2005. 164 c.

7. CwmupHOB M. A. Pycckas ¢oprennannas Mmyssika. M.: My3bika, 1983. 335 c.

8. Crapueyc M.C. HoBas un3Hb >KaHpOBOW Tpaguuuu // My3bIKajubHBIH coBpeMeHHHK. M., 1987. Bem. 6.
C. 45-68.

9. Xomnomosa B. H. My3bika kak Buj uckyccTBa: yued. nocobue / pen. C. U. Ukonnunkosa. CII6.: Jlans, 2000.
320 c.

10. ITaiimyxameToBa JI. H. CemaHTHKa My3BIKaAbHOTO AWAiOra B KIABUPHBIX NMPOU3BEACHUAX 3alafHO-
esporneiickux kommozutopoB XVII-XVIII BB. // Cemantuka crapuHHOTo yprekcrta: c0. Hayd. Tp. JlaGoparopus
My3bIkaibHOM cemanTuku YI'MU. Ya, 2002. C. 16-37.

11. Alliott Martha. Singing in stile. A Guide to Vocal Performance Practices. Yale University Press. Copiryght,
2007. 361 p.

12. Patalini Alessandro. The School of the Breath. Anthology with Commentary, of the Testimony on the Breath
of the Belcanto. Published by Zecchini. January, 2015. 289 p.

13. Stark James. Bel Canto: A History of Vocal Pedagogy. University of Toronto Press; Toronto Buffalo London:
Reprinted, 2003. 327 p.

14. Shaymukhametova Liudmila N. The Migrating Intonational Formula as a Phenomenon of Musical Thinking //
Problemy muzykal'noj nauki/Music Scholarship. 2017. No. 1, pp. 61-73. DOI: 10.17674/1997-0854.2017.1.061-073.

06 aemope:

AnekceeBa Upuna BacuiabeBHA, TOKTOp HCKYCCTBOBEICHHS, Mpodeccop, HAYUYHBIH COTPYTHHUK
JlabopaTopum My3BIKQITBPHONW CEMaHTHUKH, 3aBeayromas Kadeapoill TeopuH MY3BIKH, Y QUMCKHMA
TOCYIapCTBEHHBIA HHCTUTYT UCKycCTB UM. 3arupa Mcemarmnosa (450008, . Yda, Poccus),

ORCID: 0000-0002-6344-1706, alexeevaiv@mail.ru

&P

81



