HNPEANCJIOBUE

B npemjiaraemom BHUMaHUIO 0OYYaIONUXCs U MperojlaBaresieii yueOHO-MeTo/[inye-
CKOM TI0cOOMU 110 COTb(EFKNO0 pean3yioTcs BasKHbIe JIJisi PA3BUTUS OTEUeCTBEHHOI
MY3bIKAJIBHOI KYJbTYpbl 1 0Opas3oBanus e u 3agaun. OHu oOyCJI0BIeHbI 0COOEH-
HOCTSAMU (POPMUPOBAHUS XYIOKECTBEHHOTO CO3HAHMS MOJIOILIX MY3BIKAHTOB Ha MaTe-
puajie MpousBeieHnii CUONPCKUX KOMIO3UTOPOB. Biaropaps aToMy HpPOMCXOJUT 3HA-
KOMCTBO ¢ HOBBIMU aBTOPaMU, MY3bIKa KOTOPBIX JJOCTOWHBIM 00pa3zoM TpejicTaBIsierT
KpynHuetimuii permon Poccun. VX TBopuecTBO ere MajJon3BeCTHO MacCOBOMY CJIyIIa-
TeJI0, TTIOATOMY HYK/IaeTcsl B IpoIaranye n momyaspu3anui BceMi BO3MOKHBIMI CIIO-
cobamu. B cBsA3M €O cKa3aHHBIM JAaHHYIO pabOTy HEOOXOAMMO BCAYECKU TOOIPATH
U MOJIJIePRUBATH, IIOCKOJBKY OHA BBOJUT B YueOHbBIII 00UXOJ] He TOJHKO HOBble MEHA,
HO 1 HOBbIe MY3bIKaJIbHbIE UJleN, TIOYac OyXOTBOPEHHBIE CTHINCTUYECKIM KOJIOPUTOM
MECTHBIX HAPOJHO-TIECEHHBIX KYJILTYP B COUETAHUM C aBTOPCKUMU UCKAHUAMU B 00-
JacTH KOMITO3UTOPCKOTO sI3bIKA.

[Tepsoiit ombiT co3panus XpectoMatnil ObIT peaqn30BaH eie B Tojbl yueObl aBTopa
HA TeOPeTHKO-KOMIo3uTopckoM ¢aryabrere HoBocubupckoii rocyapcTBeHHON KOH-
ceparopun nmenn M. U. 'muakm B RavecTBe KBanmUKAIMOHHON IeJarOTHYecKoil
paboThl, KOTOPAst MPOIIJIA pelleH3npoBaHe Ha Kadeape My3bIKaJIbHOTO 00pa3oBaHUS
u 1pocseinerus. B mocnenymwoiie rojibl mocodue ObLIO CYIECTBEHHO epepadboTaHo,
JIOTIOJIHEHO HOBBIMU MaTepuajiaMiu; B HeM Halllesl OTpasReHune TelarornyecKuii m TBop-
4ecKUil ONMBIT aBropa — Kommo3uropa, wiena Coiosa kommo3uropos Poccuum, xoporro
3HAKOMOTO ¢ TTPOOJieMaMyl BOCIUTAHUS FOHBIX MY3bIKAHTOB.

B 2018 r. O. A. [lioskuna npescrasuia yuedrnoe mocooue B Hoocubupcekoii kKoncep-
BATOPUM HA BCEPOCCHIICKMX HAYUYHO-TIpaKTHUecKNX RoHpepeHusax « BzanmopeiicTBue
YUpesRIeHUI RyJIbTypPhl 1 00pa3oBaHMsl B My3bIRQJILHOM pasBurtun jereii» u «lIpodec-
CUOHAJTbHOE MY3bIKaJbHOE 00pa3oBaHme: UCTOPUSI, TEOPUs, ITPAKTUKa». B aToM s1e romy
nocodue MpoILIo pereH3upoBaHme HAa Kadepe MY3bIKAJIbHOTO 00pa3oBaHUs U TIPO-
cerennsi HoBocubupcekoii KoHcepBaTtopun n ObLIO PEKOMEHOBAHO K TTYOIUKAT[UH.

Xpecromarusi TipejicTaBisieT coO0il cepbe3HbIil TPY/l, B KOTOPOM cOOpaH U cucrema-
TU3UPOBAH O0CTaTOUHO 0OMmMpHBIT Marepuan — 100 My3bIKaabHBIX TPUMEPOB U3 MPO-
n3BefleHNil 22-X KOMIO3UTOPOB. BBIOOp AupmakTmyecKkn 3HAUYMMOTO MaTepuaia ObLI
00yCJIOBJIEH, BO-TIEPBBIX, COOTBETCTBUEM MY3bIKAJIbHBIX IPUMEPOB IIPOrPAMMHBIM Tpe-
OOBaHUAM 110 COJIBb(EIRIO0; BO-BTOPBIX, JIOCTYIHOCTHIO MY3bIKAJIbHO-XYI0KECTBEHHbIX
TEKCTOB BOCITPUATHUIO TITKOJBHIKOB U CTYJ€HTOB.

MysbikanbHbie IpUMepbl B TOCOOWNT CTPYIITIPOBAHBI B IIIECTH COIEPIRATETLHO-CMbIC-
JIOBBIX OJTOKOB (pas/esioB). Y qauHOll MHUIMATUBOI aBTOpPa pabOThI CTAJIN METO/MYECKIe
KOMMEHTapuu yCTaHOBOUYHO-PEKOMEH/IaTeJIbHOTO XapaKkTepa, MpuBeeHHbIe I KajK-
noro u3 odbpasioB u B 06001eHHOM I1aHe obcyskmaembie B [losscaurenbHoll 3anucke.
B mesnom, B opranusaium yue6HOI [eATeTbHOCTN HAIIIN OTpaskeHre TPUHITHIIBI TIpe-
MO/IaBAHMS COBPEMEHHOTO COJNb(MEFKIT0, N3T0KEeHHbIe KAK B YUeOHBIX IMOCOOUSX, TaK



1 B TPY/laX N3BECTHHIX MeIaTOTOB-MY3BIKAHTOB. 3aBepinaer Xpecromarnio [Ipmiroxkenne
CO CBeJIEHMSIMI O KOMTIO3UTOPaX, (pparMeHThl MY3BIKAIHHBIX TTPON3BEeHIIT KOTOPHIX
COCTaBUJIM HTOT COOPHUK.

Cremyer oTMeTHTh, 4TO TIPEJICTABICHHBIN MaTeprasl WHTepeceH 1 pa3HooOpaseH, Kak
1 NaTna30H MOCTaBIeHHBIX YUeOHO-CcO/lepKRATeTbHBIX I METOJNYeCKN 3HAUNMbIX 3a/1a4.
Pabora BeimosneHa mpodeccnoHaabHO TPAMOTHO, WHTEPECHO W, HECOMHEHHO, MOJKeT
OBITH MCITOJIb30BAHA B KaYecTBe Y4eOHOTO IMOCOOMS JIJIsI CCY30B, a TAKsKe JJIs CTapiimx
kinaccoB J[IMII u By3oB. Xoreqmoch Obl TakKe MOAUEPKHYTH €€ 0COOYIO 3HAYMMOCTh
B RauecTBe MOMYJISIPU3aTNN W TTPOMaraH/ibl TBOPYECTBA CUOMPCKIX KOMITO3UTOPOB, Uhe
HacJefire Haps[y ¢ My3bIKOIl KOMIIO3UTOPOB JIPYTHX PETHOHOB (hopMupyer siproe n He-
MOBTOPUMOE KYJbTYPHOE TIPOCTPAHCTBO coBpeMeHHON Poccnm.

JI. 11. Po6ycmosa, O. B. Hosurosa



FOREWORD

This educational and methodical teaching guide, offered to students and
teachers, implements goals and objectives, important for the development of the
national musical culture and education. They are influenced by the features of
formation of artistic consciousness of young musicians, studying the works of
Siberian composers. Thanks to this, they have the opportunity to learn about new
authors, whose music proudly represents the largest region of the Russia. Their
work is not very popular among mass audience, so it needs to be promoted and
popularized in all possible ways. Thus, this work should be encouraged and
supported in every possible way. It introduces not only new names, but also new
musical ideas into educational process, some of which were inspired by the stylistic
flavor of the local folk song cultures in combination with the author’s research in
the field of composer’s language.

The author started her work on the Anthology during her study at the Music Theory
and Composition Faculty of the M. I. Glinka Novosibirsk State Conservatory in a form
of a qualifying pedagogical research, which was reviewed at the Music Education and
Enlightenment Department. The manual has been significantly revised and new
material has been added during the following years. It reflects the pedagogical and
creative experience of the author — a composer, a member of the Union of Composers
of Russia, familiar with the problems of education of young musicians.

In 2018, O. A. Diuzhina has presented her textbook at the all-Russian scientific
and practical conferences “Interaction of cultural and educational institutions in the
musical development of children” and “Professional music education: history, theory,
practice”, which took place at the Novosibirsk Conservatory. In the same year, the
study was reviewed at the Music Education and Enlightenment Department of the
Novosibirsk Conservatory and was recommended for publication.

This Anthology is a serious study, which contains quite an extensive material —
100 musical fragments from the works of 22 composers. The selection of didactically
significant material was due, firstly, to the compliance of musical fragments with the
Solfeggio program requirements; secondly, the comprehensibility of musical and
artistic texts for the students.

Musical examples in the guide are grouped into six content-semantic blocks
(sections). A successful initiative of the author was methodical comments of an
advisory nature, given for each sample and generally discussed in the Explanatory
note. Overall, the principles of teaching modern Solfeggio, outlined in textbooks and
the works of famous teachers and musicians, have been nicely implemented in this
guide. The Anthology concludes with an Appendix, containing information about the
composers of this collection.

It should be pointed out that the presented material is interesting and diverse, as
is the range of educational content and methodically important tasks. The work is



done professionally competently, it is interesting and undoubtedly can be used as
a textbook for colleges, as well as for students of music schools and Universities. It is
also vital to emphasize its special importance as a mean of popularization and promotion
of the creativity of Siberian composers, whose heritage, along with the music of
composers from other regions, forms a bright and unique cultural space of modern
Russia.

L. P. Robustova, O. V. Novikova



HHOACHUTEJBHAA SAITNCRA

Jlammas Xpecromarus BRIAOYaeT parMeHThl TPOU3BeAeHIN CHONPCKIX KOMITO3M-
TopoB cepeprnabl XX — Hauana XXI Beko. OHa mpesjiaraercss B KauecTBe JOTOJTHU-
TeJILHOTO TOCOOMS 110 COMbMEIIRI0 VI TeOPETHUeCKOT0, INPUKEePCKOTO 1 (poprenman-
HOTO OT@NeHMIT MY3BIKAJbHBIX YUYMJIHUI W KOJJIEKeH; KpoMe TOTO, HEeKOTOpPbIe
pasmesibl XpectoMartui AOCTYIHBI O0YUYaIoMUMCs JAPYTUX OTACJCHUIT MY3bIKaJIbHBIX
ccysoB, crapmux kiraccoB [JMIIT u J[THTN.

3ajiaveii XpectroMaTtuu sIBJISETCs He TOJLKO BHEceHe B yUeOHYIO MPaKTUKY HOBOTO
MHTOHAIMOHHOTO Martepuasa st colb(elsKupoBans, HO 1 3HAKOMCTBO 00yYaION{IX-
¢S CO CTUNUCTUYCCKUMI OCOOCHHOCTAMM MY3BIKH CHOMPCKUX KOMIIO3UTOPOB, MMEHHO
MOATOMY [IaHHOEe 1T0co0Ie MOKHO NCIIOAb30BaTh TAKKe B My3bIKaAbHBIX By3ax. Hormblii
Marepuas st XpecToMaTu MoYepIHyT MPenMyIecTBeHHO U3 COUNnHeHWl HOBOCUOuUp-
CKIX KOMITO3UTOPOB, a TaKk;Ke BHITYCKHUKOB HoBOoCuOMpPCKOI rocymapcTBeHHON KOH-
ceppatopun nmenn M. V. I'tuaKM, Tpogo/ERUBIINX CBOIO TBOPYECKYIO JIeSIT€IBHOCTD
B Jipyrux ropojax um 3a npemenamu Poccuu. B coopuur Bomium 100 ¢pparmentor us
npoussepenunit A. @. Myposa, I H. Usanosa, 0. U. lubanosa, 0. 1. IOreuena,
E. H. Rpasmnosa, B. I'. Ilemusara, C. V. Rpasnosa, H. Jlantyara, A. B. Ilonosa,
3. JI. Bnsaxepa, 10. E. Amenkosa, K. M. Jlakuna, B. B. [lonomapésa u ip. Xpecromatust
TaKKe COJePsKUT Psj, HOMepOB 13 couMHeHuil apropa coopuuka'. Jlia nHTOHAIIMOHHO-
r0 OCBOEHWSI 0TOOpAHbI sIPKIe, XapaKTepHbie W 3aKOHYCHHBIe B KOHCTPYKTUBHOM OT-
HOIIeHUN 00pasIibl, ¢ OAHON CTOPOHDI, TTOMOTAOIINE PEIINTh MeTOANYecKe 3aaun,
¢ IPYroil — Jaiolime BO3MOKHOCTL TIPEICTaBUThH CTUJIH TOTO MK WHOTO KOMITO3UTOPA.
Eie ogruM BasKHBIM KpUTEpHEM cTaja BOKaJIbHAas BOCIIPON3BOANMOCTH MY3bIKaAbHbIX
MPUMEpPOB.

MysbikanbHBIT MaTepuaa cOOpHnKa 00beIINHeH B IeCTh pasfesnon: «/JJuamonuueckue
aa0vy, «Maxcopo-munop», «Pacuupennas monasviocmor, « Mempopummuueckue mpyo-
nocmu», «Menodura ¢ wupokumu ckaukamu» n «/[syreosocues. 'pynnmpoBka npuMepos
[0 pasjiesiaM, ¢ OJJHOU CTOPOHBI, CJelyeT TPAJAUIIUAM OTeYeCTBeHHOUN cOTb( e/ KUITHOI
IIKOJIBI, HAILeJIUM oTpaskeHue B Teopernueckux rpynax 0. H. Xononosa® u B c6op-
nukax 1o coabdemkuo A. I. IOcpuna, H. B. Tudprukunun, M. B. Kapacésoii u ap.?,
OCOOMAX Ha MaTepuaje HAIMOHATBHBIX KOMIO3UTOpcKuUX MiKosa®, C apyroii ctopoHs,

' Bosnpmunerso mpuMepos XpectoMaTuy ABJIAIOTCA (PparMenTaMil olyGInKOBAHHBIX COUMHeHNl; 3a-

MMCTBOBaHMe 0OPA3IOB M3 PYKOMUCEH OCYIIECTBIEHO ¢ COTMIACHS UX ABTOPOB.

2 Xoaonos, FO. H. Rar ners nosyio Mmysbiky XX Beka // Bocnuranme mysbikaabHOTO ciayxXa: ¢f. cT.
Bemm. 2. M., 1985. C. 26-59.

3 Cwm. 06 atom: Kapacésa, M. B. 10. H. Xononos y ucrokos cospanus «CospeMeHHOro conberuo» //
Npeun FO. H. Xosomnosa 8 XXI Berke. K 73-neruto co mus posgaenus: ¢o. cr. M.: Mysuspnar, 2008. — C. 345—
364.

Y Bpaxenuk, JI. Bamknpekas Mysbika Ha ypoKax cosb@eino. Menoaunka 6aiikipeKknx KOMIIO3UTOpos /
JI. Bpaskuur, H. Sunarmuna. ¥Yda: RUTATI, 2002; Paumosa, C. V. Tatapckasi My3bIRa Ha YPOKax cOJb-
bemmmo: yued. mocobue st yIAIMUXCsT MY3BIKATbHBIX TITKOJ, MY3bIKATHHBIX U METAarOTHUeCKUX YUMTHIII.
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cTpyKTypa XpecroMaTni 00ycJI0BIeHA CTHINCTIHYECKUMI 0COOCHHOCTSIMI ITPHBOITNMBIX
obpasioB. Tak, cucremaTusarnus 310l MY3bIKKI ¢ YU46TOM COTbQEIIKUINHBIX METO/IYe-
CKUX 3ajlay IpejcTaBiisyia coboil 0co0yio 1mpodJeMy, CBA3aHHYIO CO CTUINCTHYECKOI
MHINBUYATHHOCTBIO, CIOKHOCTHIO T HETPHUBUATBHOCTHIO MY3BIRATBHOTO SI3BIKA HOTHBIX
PUMEepOB.

B memrom, opranmsamus XpecroMaTnm OprueHTHPOBAHA HA 3BYKROBBICOTHBII TTapa-
MeTp 3By4Yallero Marepuasia, m dTOT MOMEHT HeOOXOANMO YUNTHIBATh B COMbQeRITI-
HOU TIpaKTHUKe.

B paspen 1 «/[uamonuueckue 1advr» BRIOUEHBI HOMepPa, OCHOBAHHBIE HA PA3TNIHBIX
HATYPAJTbHBIX 3BYKOPSAAX — HATYPATHLHOM MayROpe W MIWHOpPE, JIUNITCKOM 1 MUKCOJIN-
AUIICKOM MasKkope, mopuiickoM m gpuruiickom Muaope. [Ipumepsr crpynmupoBadbl 10
caenytoremy npuniumimy: N 1-7 co Il nonmskenHoil crynenbio B Munope, No 8—12
¢ VI noseliiienHoii crymnenbio B Munope, Ne 13—14 ¢ I'V nosbiiennoii B maskope, Ne 15 —
¢ VII nonmsrennoii crymenbio B Maskope u No 16—17 co Il monmkennoit n VI noseiiien-
HOIT cTymeHsMu B MuHope. [lymaercs, mepBbIii pasjies BIIOJHe TOCTYIIeH CTY/IeHTaM Beex
OTAleJIeHITT MY3bIRATHHBIX YUYWL 1 OOTIIX KYPCOB COMb(EFRITO MY3bIKATHHBIX BY30B.

B paspen 2 «Maxcopo-murop» BXoAAT hparMeHThl, OCHOBAHHBIE HA B3aNMOJICHCTBUN
OTHOMMEHHBIX, MapaJIeJIbHBIX W OJJHOTePIOBBIX ToHATLHOCTel. [IpmMeps! pacmonara-
I0TCST B ITOPsIIKe BO3pacTaHUsi MHTOHAIIMOHHON cJI0KHOCTH, No 26—27 — MOBBITIIeHHOI
TPYAHOCTH (MOK00HBIe 00PA3Ibl TTOMEUeHbI 3Be3[I0UKOIl ).

B mpuMepax ¢ oHOMMEHHBIM Ma;KOPO-MUHOPOM oOparaer Ha ceOs BHIMAaHIe Jia-
MOBast TTepeMeHHOCTh, & BO (DparMeHTax ¢ OfHOTEPIOBBIM MaKOPO-MIHHOPOM — TIOJTY-
TOHOBBIE ¢JIBUTH. KpoMe TOTO, BO MHOTHX HOMepax 3TOTO pasjesia BCTPeuaioTcs MHTO-
HAI[MOHHBIE CIORHOCTU, TPEOJ0JeTh KOTOPbIe BO3MORHO TIYTEM WHTEPBAJIBHOTO
OCMBICTEHU ST MEJIOJN.

OparmenTsl paznena 3 «Pacwupennas monasbhocmvb» NMeOT YETRYIO JTa0OBYIO
OTIOPY, 00OTAIEHHYIO0 XPOMATH3MaMI 1 KPACOUHBIMU TOHATHHBIMI COTTOCTABIEHUSIMIL.
3nech 20 Homepos, B Tom uncye Ne 43—48 — TOBBIIIEHHON CJOKHOCTH.

ITOT Pasfes caoKeH B MHTOHATMOHHOM Timane. MHOTHe TprMepsl He NMeoT Y6TKOM
TOHAJIBHOI OPraHW3aATNNI, TI0ITOMY JIAHHBIEe HOMepa MOTPeOYIoT OT CTYJIeHTOB COBEPIeH-
HO JIPYTOTO TOJXO/Ia K WHTOHWPOBAHWIO, a NMEHHO, 00paIeHnsi K «MHTePBATHLHOMY»
c0co0y MBIIILIeHNs, CBA3AHHOMY ¢ IIpeojojenneM aajgosoii nnepuun’. g ynobersa
MeHWsT MHTOHATMOHHBIE OTIOPHI OTMEUYeHBbI B HOTAX 3BE3/I0UKOII, BCTIOMOTaTeIbHbIe 3BY-
KU — CTPEJIKOI, COMOCTaBIeHIe TOHATbLHOCTeI — HIKHeH KBaJipaTHoil ckoOKoi. Obime
JUTST IBYX TOHAJIBHOCTEI 3BYKM OTMEYEHbBI 3HAKOM «O».

O6pasmw B paspene 4 « Mempopummuueckue mpyonocmiu» MORHO YCIOBHO Pas3fenTh
Ha 4yeThipe Tpynibl. [lepByfo rpynimy coctaBiasior pparMeHThl ¢ TTepeMeHHOCTHIO JIBYX
n TpexjoabHoro pazmepon (Ne 49-53). Bropyio rpyriy — o6pasiibl, B KOTOPHIX coue-
TAIOTCS TPOCTOH, CJOKHBINA 1 cMertaHnHbiil pasmepbl (Ne 54—58). Tperbst rpymma (Ne 59—
64) mpepcraBieHa mpuMepaMu Ha Pa3WdHBIe PUTMUYECKUE TPYAHOCTH B YCIOBUAX
MOCTAaTOYHO YETKOI MeTpuuecKoll opranusaruu. Vl, HakoHer], yeTBépTas rpymnma — 310

Razanp, 1993; lleBueckas xpecromMarusi Ha MaTepuase MPABOCIABHBIX MEPKOBHBIX necHomeHnit XI1X n
XX BeKoB: yueb. mocobne It CTYIeHTOB MU PIKEPCKO-XOPOBBIX OTENCHNIT BBICITNX YIeOHBIX 3aBOIeHI
KYJIbTYpHI 1 ucKyccTs / pe.-coct. B. B. Ilomomapés. Kpacunosipek, 2005; Kasarnyesa, 3. K. Conbdemino
Ha marepuane mysbiku Tyser / 3. K. Kazaumesa, M. M. Jloncan. Kezsun-Hosocubuper, 2012, u p.

> CM. 06 sToM Bo Bmemenun k nocoduio: Ocmposckuii, A. JI. Conbgenskno / A. JI. Ocrposekuii,
C. H. Conosnes, B. II. Illokun. Beim. 2. M.: Cos. kommosurtop, 1977.
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HOMEpa TOBBINIEHHOU CJOKHOCTU ¢ OTCYTCTBUEM PaBHOMEPHOIl METPOPUTMUYECKON
opranuzarnuu (N 65—-69).

[Tpu pabore ¢ oOpasiamMm peKOMEHIYeTcsT MOTb30BAThC TPUEMAaMU COTbLMU3ATINT,
MPOTOBAPUBAHMWS CJIOB B PHUTMe, TAKTHPOBAHMNS, a TaKyKe KOHTPOJIMPOBATH TOYHOCTH
NCIOJTHEHW ST TIay3. PUTMIUecKie TPYIIB ¢ arOrmYecKIMI YCKOPEHUIMU, 3aMeJlJIeHN -
AMU ¥ BeTpedalorieecss B HoMepax rubalo BayRHO cHadasa MmeTh ¢TPOTO POBHO, JNUIIH
3aTeM jloryckarh ¢cBoOoy. Horel ¢ KpectooOpasHoil ToJIOBKOI 0003HAUYAIOT TIOJTYPEUeBYIO
MaHepy MeHWs, Ha Ha4aJbHOM dTalle MpejijiaraeTcs clepBa mporeBarh X, JHUITh 3aTeM
MPOMBHOCHTb.

Paspen 5 «Menoduka ¢ wupokumu ckaukamu» Hanbosaee CIOKeH B MHTOHATIMOHHOM
nJaHe, TOCKOJIBKY BRJIOYaeT (DparMeHThl OOJBINOTO JMAala3oHa, a TaKkyKe TPUMEpPHI
¢ XofaMu Ha TMpokne mHTepBasbl. [TocKOTBRY psji 00pas3IoB B JAHHOM pasjielie He
nMeeT Y6TKOI TOHATLHOI OpraHm3aIny, PeROMEeHIyeTcsi THTOHIMPOBATh WX WHTePBAThb-
HBIM CTI0OCODOOM, a TaK;Ke ONMWPAThCs HA 3BYKHU, OTMEUYEeHHBIE 3BE3OUYKON, MBICIS WX
B KavecTBe OMOPHBIX B Jagy. Pabora HaJ CRAURAMU MPEITIoJaraeT MbICJTeHHBIN OKTaB-
HBIIT TIePeHOC W «CysKeHe» MIPORNX WHTePBAJIOB 10 NX OKTABHBIX 0OpaImeHmii.

B pasnene 6 «/[syxeonocue» npepcraBiaenbl parMeHTh TPOU3BEEHNT, B3SIThIE 13
BOKAJTBHOI 1 WHCTPYMEHTATHLHON MY3bIKI. B mamHoM pasjiesie MOMKHO BCTPETHTH pas-
JUYHBIEe BUABI MOJNMMOHNHN, B TOM UYWCJe KOHTPACTHYIO W WMHUTAIMOHHYIO (ITPOCTYIO,
KaHOHMYECKYI0, CBOOOJIHYIO MMUTAIINIO).

Ocoboe BHIMaHMe ciaefyer oOpaTuTh HAa BPEMEHHON 1 MHTOHAIMOHHBIN aHcamOJIb
PN COXPaHEHNUN caMOCTOSITeTLHOCTI M BRIPA3UTETLHOCTH MEeJOAMIeCKON TNHIN KasK-
TOTO TOJIOCA, CBOMICTBEHHBIX MOJMPOHTIECKOT MYy3bIKe.

B HOTHBIX MpUMepax cOOpHWKA BCTPEUAIOTCs CIeYIONIe YCJIOBHBIEe 0003HAYEHIST
1 COKPAITeHTS:

I__I,_l,_‘ | I\H — IIpUeMbl 3alNCU arornyecKNX YCKOpPeHU 1 3aMef|JIeHnIl BHYTpU
9

purtmuueckoit purypst (Ne 64, 68-69).

D — BRJIIOYEHNE B IPUBBHIYHYIO OPTaHN30BAHHYIO KOMITO3UINIO DIIH-
30710B, CTIOJHsOMMIXCsT BHe MeTpa (N 66).
— CMBICJIOBON aKIeHT, 0003HAYAOIINIT «CHJIBHYIO J10JII0» BO (pa-

~/
3e (He myTaTh ¢ yjapenuem B cioBax, Ne 65—69).
— ¢BODOOJIHOE, HEPABHOMEPHOE MCIIOJHEeHNe PUTMUYECKUX (QUryp
u,JJ ¢ ofiHOpPOHBIMI JuTenbHocTsAME (No 6D).

— cBOOOJTHOE MCIIOJHEeHTe PUTMIYECKON TPYIIIBI, HO ¢ COOTIOfe-
HIIeM TPUMePHBIX BPEMEHHBIX TPOTOPINI MeRIYy 3BYKaMu

(N: 65).

OrmeTnm, 4TO TIPUBEJIEHHBIE BBITITEe 0003HAUCHWS KACAIOTCS METPOPUTMIYECKON CTO-
POHBI MY3BIKH CHUOMPCKUX KOMIIO3UTOPOB, KOTOpas OTandYaercs OOJbIIOIN ¢BOOOON
n pasnoodOpasumem. Hampuwmep, B Ne 27 u 44 He BbIcTaB/IeH pazmep, HO COXpaHsETCS
feJieHre Ha TaKThl, XOTS KOJINYECTBO JUINTEJbHOCTe BHYTPU HUX He perjaMeHTUpoBa-
Ho. B psaje ciryuaeB KoMIo3uTOpbl OTKA3BIBAIOTCS OT JKECTKO (PUKCHPOBAHHBIX JIJTATE -
HOCTEI W CTPOTO 33/IaHHBIX MTPOMOPIINI MeKIy HUMU. B 1mesoM, B cOBpeMeHHBIX aBTOP-
CKUX CHCTeMaX MeTPpMUYeCKash Mepa OKa3bIiBaeTCs OUYeHb YCJOBHOM, a COOTHOIIEHS
MERITY JJTUTeTHHOCTSIMI — BechbMa OTHOCHTeTbHBIMI. Bee 910 cieyer yunTeiBath mpu
WHTOHMPOBAHUN HOTHBIX IIPUMEpPOB.
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— JlaHHble 0003HAYeHMS (DPUKCUPYIOT MAaHEPY ITPON3HECEHUS «T0-
’ | Boprom» (Ne 4, 5, 62, 63, 78, 89).

B BokasbHOIT My3bIKe YCIOBHOE 0003HAUEHIE 3BYKOBBICOTHOCTI MOKET BBITJIS/IETh
CITEYIONMIM 00pa3oM:

— HUBKUW perucrp;

R

It

SEEE — CpelHnIl perucTp;

ﬁ — BBICORMIT PeTHCTP.

Coxpanenue TeMIIOBBIX 0003HAUYeHNI B TIpUMepax, B3ATHIX M3 WHCTPYMEHTATbHOI
myswiku (Allegro, Presto, Vivo), Bbi3BaHO HaMepeHeM MaKCUMAaJTbHOTO TIPUOTMKEH WS
K OPUTHHAJY B JJOCTH;RUMBIX TIpejle/iaX, HO He sIBJIseTcs: 00si3aTeIbHbIM TpeOoBaHIeM
nmpm NCIIOJITHeHU .

B zarmouenun xoresnoch ObI OTMETUTH, YTO TaHHAs XPECTOMATHsI, TePBOHAYATBHbII
BapuaHT KOTOPOT OBLI MOJrOTOBIeH Ha Kadeape My3bIKaTbHOTO 00Pa30BaAHUSI 1 TIPOCBe-
mennst HoBocubupcekoii rocynapersentoit koncepsaropun umenn M. V. imunakm B 2010 1,
SIBJISIETCS, T10-BUIMMOMY, TIEPBBIM II0COOMEM 110 COJIb(ERIO0, TeJTMKOM OCHOBAHHBIM Ha
MY3bIKe CHOMPCRUX KOMIIO3UTOPOB (MH(opMmarus o Hux npusefena B [lpunoxenun).
Jlymaercs, mpomnarasyia 9Toro 3Ha4MMOTO0 TJIacTa POCCUICKON MY3bIKaIbHOI KYJIBTYPhl —
OJlHA M3 Ba;RHEMIINX 3aJ[a4 BOCIINTAHWS MOJIOJIBIX MY3bIKaHTOB. PazyumBas npepyioskeH-
Hble HOTHBIE TIPUMEpPHI, CTY/IeHThI CMOTYT ITOJTYUNTh ITpejicTaBieHne o 6orarcTee n pa3Ho-
00pa3um MHTOHAIIMOHHOTO U }KAHPOBOTO MBIIIJIEHIS COBPEMEHHBIX KOMITO3UTOPOB. JTO
CYIIIECTBEHHO PACIIUPUT UX KPYrosop, Oyjer crocodbcTBoBaTh (DOPMUPOBAHUIO OTIBITA
BOCIIpUATHA U UHTOHUPOBaHUA My3bik XX —XXI BeKoB, a TakKe MOCTYKUT JIOMOTHN-
TeJIbHOI MOTHBaIell K mpodeccnoHaIbHOMY 00yYeHUTO.

ABTop OGiarolapuT RaHauUgaTa MCKYCCTBOBEIEHUS, 3aBeyIONy0 Kadenpoii My3bi-
KaJIbHOTO oOpasoBaunus u mpocperennsi HoBocudbupceroil rocymapcTBeHHON KOHCepBa-
ropun umenn M. U. I'muuarnu JI. II. Pobycmosy, npenopasaresss Ajitaiickoro rocyjap-
CTBEHHOTO MY3bIKaIbHOTO RoJutepka H. C. Cepebparosy, npodeccopa Radepbl Teopun
MY3bIKI 1 KoMro3utiun CuOMpeKOro rocygapcTBEHHOTO0 MHCTUTYTA MCKYCCTB MMEHH
JImurpusi XBopocToBCKOTO, pyKROBOUTe 51 KpacHOsIpCKOI permoHaabHO OpraHu3arunmn
Cotoza kommosuropos PO B. B. llonomapésa 3a 1neHHble 3aMevYaHusi U MPeJIOKeH s,
BBICKa3aHHbIE B X0jle PaOOTHI HaJl COOPHUKOM; KaH/UaTa NCKYCCTBOBEIeHWsI, 3aBejly-
101TY10 Kadepoii 3ByRopeskuccypbl CHOMPCKOTO TOCyIapCTBEHHOTO NHCTUTYTA NCKYCCTB
numenn [Imurpus XBopocroBcroro /. B. Besornocosy, a Tarske 3aciyReHHOTO JIeATes
uckyccrs PO, npodeccopa rkadenpsl KomiboTepHoll My3biku Poccuiickoil akajgeMun
mMy3bikKi uMeHn ['Hecunbix, uwieHa Cotwosa kommozuropoB PO B. I'. [lewnsara, 3aBeny-
torero Kaeapoit kommosuiun HoBocubumpeKkoii rocyapeTBeHHOT KOHCePBATOPU N NMe-
uu M. . I'muaknu, unena Corosa kommnosuropos PD A. B. Ilonosa, penakropa Hogo-
cubupcroil  rocymaperBenHoil  gunapmonnn, unena (Gowsza wommnozuropo PO

C. U. Kpasyosa 3a momo1b B MOATOTOBKe XpecToMaTnm.
0. A. Jhoacuna



EXPLANATORY NOTE

This Anthology includes fragments of works of Siberian composers of the mid-
20" — early 21% centuries. It is offered as an additional Solfeggio manual for students
of different Departments of Musical Colleges (The Music Theory, Conductor-Choral
and Piano). Some sections of the Anthology are quite comprehensible to students of
other Departments of Musical Colleges, also Music and Art schools.

The purpose of the Anthology is not only to introduce a new intonation material for
Solfeggio into the educational practice, but also to acquaint students with the stylistic
features of the music of the Siberian composers, which is why it can also be used in
music Universities and Conservatories. The musical material for the Anthology was
drawn mainly from the works of Novosibirsk composers, as well as graduates of the
M. I. Glinka Novosibirsk State Conservatory, working in other cities and countries.
The publication includes 100 fragments from musical compositions of Siberians such
as A. F. Murov, G. N. Ivanov, Iu. 1. Shibanov, Iu. P. ITukechev, E. N. Kravtsov,
V. G. Pishniuk, S. I. Kravtsov, N. Lantuat, A. V. Popov, Z. L. Bliakher, Iu. E. Ashchepkov,
K. M. Lakin, V. V. Ponomarev etc. The Anthology also contains numbers from the
works of its author®. For intonation development, bright, characteristic and structur-
ally complete samples were selected, which on one hand help to solve methodological
problems, on the other — provide an opportunity to present the style of each composer.
Another important criterion was the vocal accessibility of musical examples to students.

Musical material of Anthology was combined into six sections: “Diatonic modes”,
“Major-Minor”, “Extended tonality”, “Metro-Rhythmic difficulties”, “Melody with wide
Jjumps and a large range” and “Two-Voice texture”. Grouping examples by sections, on
one hand, follows the traditions of Russian school of Solfeggio, which is reflected in
the theoretical works of Tu. N. Kholopov’, and in the collections of Solfeggio by
A. G. Tusfin, N. V. Tiftikidi, M. V. Karaseva etc.?, textbooks on the material of national
schools of composition”. On the other hand, the structure of the Anthology is due to

6 Most examples of Anthology are fragments of published music. The using of the handwritten samples
was with the consent of their authors.

" Kholopov, Iu. N. Kak pet novuiu muzyku 20 veka [How to sing a new music of the 20" century|. Vospitanie
muzykalnogo slukha [The education of musical hearing]. i.2. Moscow, 1985. P. 26-59 (in Russian).

8 Read more Karaseva, M. V. U istokov sozdaniia «Sovremennogo solfedzhio» [At the origins of
modern Solfeggio] / M. V. Karaseva, Tu. N. Kholopov // Idei Tu. N. Kholopova v 21 veke. K 75-letiiu
so dnia rozhdeniia [Ideas of Yu. N. Kholopov in the 21" century. To the 75" anniversary of his birth].
Moscow: Muzizdat, 2008. P. 345-364 (in Russian).

% Brazhnik, L. Bashkirskaiu muzyka na urokakh solfedzhio. Melodika bashkirskikh kompozitorov
[Bashkir music in Solfeggio lessons. Melodica of Bashkir composers] / L. Brazhnik, N. Zinatshina. Ufa:
KITAP, 2002 (in Russian); Raimova, S. I. Tatarskaia muzyka na urokakh solfedzhio [Tatar music in
Solfeggio class]. Study guide for students of music schools, music and teacher training colleges. Kazan,
1993 (in Russian); Pevcheskaia khrestomatiia na material pravoslavnykh tcerkovnykh pesnopenii XI1X
i XX vekov [Singing anthology based on Orthodox church chants of the 19" and 20" centuries]. A study
guide manual for students of the Conducting and Choral Departments of high educational institutions
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the stylistic features of the samples. Thus, the systematization of this music, considering
the methodological solfeggio tasks, was a special problem associated with the stylistic
personality, complexity and non-triviality of the musical language of musical examples.

Overall, the organization of the Anthology is focused mainly on the pitch parameter
of the sounding samples, and this accent should be considered for Solfeggio practice.

Section 1 “Diatonic modes” includes samples, based on various natural scales —
natural Major and Minor, Liydian and Mixolydian Major, Dorian and Phrygian Minor.
The examples are grouped as follows: No. 1-7 with flattened II tone in Minor, No. 8—12
with VI sharp tone in Minor, No. 13—14 with a IV sharp tone in Major, No. 15 with
flattened VII tone in Major and No. 16—17 with flattened II and VI sharp tones in
Minor. Section 1 is quite accessible to students of all Departments of Musical Colleges
and general Solfeggio courses at the Music Universities.

Section 2 “Major-Minor” consists of musical examples, based on the interaction of
parallel, relative and foreign keys. Examples are arranged in ascending order of their
intonation complexity, No. 26—27 — are samples of increased difficulty (hereinafter
such samples are marked with an asterisk).

It is necessary to pay attention to modal variability in examples with parallel Major-
Minor, in samples with foreign keys — on semitones. In addition, there are many
intonation difficulties in many samples of this section, surmountable through interval
comprehension of the melody.

Section 3 “Extended tonality ” has a certain modal basis enriched with chromaticisms
and colorful keys comparisons. Here are 20 examples, including No. 43—48 — fragments
of increased complexity.

This section has some intonation difficulties. Many music samples do not have
a clear key structure, so students need to take a completely different approach to
intonate, based on “intervallic” accent, associated with overcoming the modal inertia!’.
The main Intonation points are marked with an asterisk for the convenience of singing,
auxiliary sounds are marked with an arrow, the comparison of keys — the lower square
bracket. The sounds, common to the two keys, are indicated by the sign “o0”.

Musical samples of section 4 “Metro-Rhythmic difficulties” can be divided into
four groups. The first group consists of fragments with duple meter and triple meter
variability (No. 49-53). The second group consists of samples that combine different
meters — simple, complex and mixed meters (No. 54—58). The third group (No. 59—
64) presents examples of different rhythmic difficulties in a fairly clear metric
organization, and, finally, the fourth group is music of high complexity without even
metro-rhythmic organization (No. 65—-69).

The author recommends applying the technique of solmization when working with
musical samples, rhythmically pronouncing words, as well as to keep time, controlling
the time-beating pattern and the accuracy of pauses. It is important to sing strictly
all the rhythmic groups with agogical accelerations, decelerations and rubato first,
only then to sing freely. Notes with a cruciform head designate a half-rehearsal style
of singing. The author recommends to sing them first, only then to pronounce them.

of culture and arts / ed. V. V. Ponomarev. Krasnoiarsk, 2005 (in Russian); Kazantseva, Z. K. Solfedzhio
na material muzyki Tuvy [Solfeggio based on the music of Tuva] / Z. K. Kazantseva, M. M. Lopsan.
Kyzyl: Novosibirsk, 2012 (in Russian), etc.

0 Read more in the Introduction to the manual: Ostrovskii, L. A. Solfeggio / L. A. Ostrovskii,
S. N. Solovev, V. P. Shokin. Vol. 2. Moscow: Sovetskii kompozitor Publ., 1977.
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Section 5 “Melody with wide jumps and a large range” is most difficult in the
intonation sense. Since a number of samples in this section are out of common practice
harmony, the author recommends to intonate using the interval method, as well as to
rely on the sounds marked with an asterisk as a modal basis. Working on singing
intervals involves mental octave transposition and octave interval inversion.

Section 6 “Two-Voice texture” presents fragments of works taken from vocal and
instrumental music. Here students can find various types of polyphony, including
contrast and imitative polyphony (simple, canonic and free imitation). Students should
pay particular attention to the timing and intonational ensemble as well as maintaining
the independence and expressiveness of the melodic line of each voice, which is typical
for polyphonic music.

There are the following symbols and abbreviations in musical examples of the
Anthology:

' — methods of designation agogic accelerations and decelerations
W | l\'\' within the rhythmic pattern (No. 64, 68—69).
d:) — inclusion episodes, running out of meter, in rhythmically

organized composition (No. 66).
— semantic emphasis denoting «strong beat» in the phrase (should

~ not be confused with the stress in words, No. 65-69).
— free performance of rhythmic figures with equal note values
L ey
— free performance of rhythmic figures following the approximate
LLU time between tones (No. 65).

It should be noted, that the designations given above relate to metro-rhythmic
organization of music by Siberian composers, which is characterized by considerable
freedom and diversity. For example, species of time is not set in No. 27 and 44, but
the division into measures is preserved. At the same time, the number of rhythmic
values within the measures is not regulated. In some cases, composers abandon rig-
idly fixed rhythmic values and strictly defined proportions between them. In General,
rhythmic-metric pattern turns out to be very conditional in modern composer systems,
and the relations between rhythmic values are very comparative. This should be
taken into account when intoning musical examples.

— these designations imply the manner of mezzo cantato (half
‘ spoken half sung) (No. 4, 5, 62, 63, 78, 89).

Conventional sign of pitch in vocal music may look like this:

I :

%ﬁ — low register;

_p

[EEE== — medium register;




ﬁ — high register.

The inclusion of tempo designations in examples taken from instrumental music
(Allegro, Presto, Vivo) is due to the intention of being as close to the original as
possible, but is not a mandatory requirement when performing.

In conclusion, it should be noted, that the initial version of this Anthology was
prepared at the Department of Music Education and Enlightenment of the M. I. Glinka
Novosibirsk State Conservatory in 2010. This edition turns out to be the first Solfeggio
manual, based entirely on the music of Siberian composers (information on them is
given in the Appendix). It seems that the promotion of this most important layer of
Russian musical culture is one of the most important tasks of educating young
musicians. The Anthology provides an excellent opportunity for students to get an
idea of the richness and diversity of intonation and genre thinking of modern
composers. This will significantly expand their creative horizons, will contribute to
the formation of the experience of perception and intonation of music of the 20"~
21% centuries, as well as serve as additional motivation for professional training.

The author is grateful to L. P. Robustova, the Head of the Department of Music
Education and Enlightenment of the M. 1. Glinka Novosibirsk State Conservatory,
Ph.D. in Art Studies; N. S. Serebryakova, a teacher of the Altai State College of
Music; V. V. Ponomarev, Professor of Theory of Music and Composition Division of
the Dmitri Hvorostovsky Krasnoyarsk State Academy of Arts, Head of the
Krasnoyarsk Regional Organization of the Union of Composers of the Russia for all
valuable comments and suggestions; [. V. Belonosova, a Head of Sound Engineering
Division of the Dmitri Hvorostovsky Krasnoyarsk State Academy of Arts, Ph.D. in
Art Studies and V. G. Peshniak, Honored artist of the Russian Federation, Professor
of Computer Music Department of the Russian Gnesins’ academy of music, the
member of the Union of Composers of the Russia; A. V. Popov, a Head of the
Composition Division of the M. I. Glinka Novosibirsk State Conservatory, member
of the Union of Composers of Russia; S. [. Kravtsov, editor of the Novosibirsk state
Philharmonic, the member of the Union of Composers of the Russia for their help
in preparing the Anthology.

0. A. Diuzhina
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Pasnen 1

JMATOHNYECRUNE JIAJIDI

Section 1

DIATONIC MODES

1. 1O. IOkeueB «Rakr mnoiify si, MoJiofileHbKa»

1. Tu. Tukechev “Kak poidu ia, molodenka”

Allegro
/\
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Kak noit - a1y 1, MO - JI0 - JeHb - Ka,
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N3V | Y — v 11 1 | 1 i
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KaK noi-ay a BE - Ce€ - JeHb - Ka,
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) I ‘ ] I I
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7L O 4 ® o . . 9~ o
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o | Y
BLUUPb L - pu - HO - 10.

CJ1o3KHOCTD JAHHOTO IIPUMepa COCTOUT B UepeloBAHNN IBYX- U TPEX/I0JIbHOTO MeTpa.
[Tpn mpopaboTke HOMepa MOKeT OKa3aThCs IMOJE3HBIM CHavasa ITPOTOBOPUTH CJIOBA
B PUTMe, 3aTeM TepeiTn K MeHunro.

[lerecoobpasno chorycnpoBaTh BHUMaHWe HA TOYHOCTU WCIIOJTHEHUs 3BYKa CU-
bemoav Bo 2-m m 3-m rarrax. [lgs ymoOcTBa mMCMOTHEHWS MOMKHO BOCIIOJTB30BATHCS
TPAHCTIO3WIIMEN Ha OKTaBY BHM3.
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The complexity of this example lies in the variability of duple meter and triple
meter. When studying this exercise it may be useful to say the words rhythmically
first, and then move on to singing.

It is advised to focus on the accuracy of the sound B flat in the 2" and 3 bars.
Students can use the transposition on octave down for the convenience of singing.

2. A.
2. A.

Mypos «Brnokunamna», No 10
Murov “Blokiana”, No. 10

Andantino J =56
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MaTh Haj CBl -  HOM Ty - HKHT.

TpypHoctsh hparmenTa 3ara0uaeTCs B COMOCTABIEHIN HATYPAJIbHOTO MITHOPA 1 hpu-
IMIICKOTO JIajia. 3/ech cejlyer oOpatnTh BHUMaHUe Ha YnCcToe MCIOJTHeHne 3ByKa J0-
bekap B 12—15-m rakrax, B cBs3u ¢ 9tuM B 10-M Takre peKOMeH/yeTcss MHTOHATMOHHO
olepeThCsl HA 3BYK CU, OTMEUYEHHBbIIl 3Be3[J0UKOI.

The complexity of the fragment is in the contrast of natural minor and the Phrygian
mode. Attention should be paid to C natural tone (from 12" to 15" bars), in this
regard, in the 10" bar it is recommended to take the sound B (marked with an asterisk)
as an intonation basis.
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