FOREWORD

Anton Diabelli (1781-1858) was
an Austrian composer, editor and pub-
lisher of music, who was also known as
a teacher, guitarist and pianist.

Diabelli was born in Mattsee
near Salzburg on the 5th of Septem-
ber 1781. At the age of seven Anton
was sent to the boys’ choir at the
monastery in Michaelbeuern, and two
years later Diabelli moved to the
Salzburg chapel. Most likely it was
there that he became acquainted with
Michael Haydn, with whom he stud-
ied and maintained contact later on.
In 1796, the fifteen-year-old Diabelli,
at the insistence of his parents, went
to the clerical service in the Ritenhas-
lach abbey, where he continued to
study music.

In 1803, when almost all the Ba-
varian episcopates and abbeys were
closed after secularization', Diabelli
abandoned his clerical career and
moved to Vienna, where he began
teaching piano and guitar. By this
time he had already written several
works, including six masses. In 1809
the composer completed the operetta
“Adam in der Klemme”, which was
not particularly successful and was
soon forgotten by contemporaries.

In Vienna, Diabelli initially
worked as a proofreader in the musi-
cal publishing house “Steiner & Co.”,

INPENCIOBUNE

Anron [Imabemmm (1781-1858) -
ABCTPUICKUIT KOMIIO3UTOP, pellakTop W
u3jare/ab MY3bIKATbHBIX MPOU3BEIEHNIT,
KOTOPBIN TaKyKe ObLT M3BECTEH KaK Iefa-
rOT, TUTAPUCT W ITHAHCT.

JInabennn popmiacs B Marsee mmop
Sanpioyprom o cenrsiops 1781 ropa.
B Bospacre cemu Jjer AntoHa oTanu B
XOp MaJbYMKOB TIpm MoHacThipe Mmuxa-
9JIL0OITepH, a cirycTs faBa roja /luabesin
mepermén B 3aJbIOYPTCKYIO Karmesy.
BepositHee Bcero, mMeHHO TaM OH IO3HA-
kommicsi ¢ Muxasnem [aiimaom, y ROTO-
POro YUMJICA U ¢ KOTOPHIM BITOCJE/CTBUN
nojiiepskuBag ¢Bsasb. B 1796 roqy nsarna-
anaruaetanii Jlnabennn mo HacTOSHUIO
popuTeseil MOMeEa Ha TYXOBHYIO CIYROY
B abbatcTBo Paiitenxaciax, rje mpojoJ-
JRUJT YUUTHCST MY3bIKe.

B 1803 rony, korpga mocie cery.isi-
pusanun’ GBI 3aKPBLITEL TOUTH Bee Oa-
BapCcKMe enmcKorcTBa n abdarcrea, [(ma-
OeJTn OCTaBUJI Kapbepy CBSIIEHHOCITY-
JRUTENsT 1 mepeexan B Beny, rjae navad
npernojasar Qgoprenuano wm - TUTApYy.
R sromy BpemeHu mm yyke ObLIO Harmca-
HO HECKOJbKO COUYMHEHWI, cpefu KOTO-
peIX 1mecth Mecc. B 1809 ropy kommosn-
TOpOM OblJIa 3aKOHYEHA ollepeTTa «Aam B
HYKJIe», KOTopasi He mMmesga 0CODeHHOTO
ycriexa n BcKope Obljia 3a0bITa COBpeMeH-
HUKAMU.

B Bene [lmabennmm monauanry pabo-
TaJT KOPPEKTOPOM B MY3bIKAaJIbHOM M3[a-

!'Secularization is a seizure of church and
monastic property and lands by government.

' Cexynapusanus — U3bATHE TOCYIAPCTBOM Iep-
KOBHOTO I MOHACTHIPCKOTO NMYTIIECTBA 1T 3eMeJTh.



along with this he did arrangements
and continued to write music. Then in
1818, together with Peter Cappi, he
opened the publishing house “Cappi
& Diabelli”. The enterprise worked
until 1823, and in June 1824 Diabelli,
along with Anton Spina, a lawyer,
created the publishing house “Anton
Diabelli & Co.”, which existed suc-
cessfully for 25 years, after which it
was handed over to Spina's son and
renamed in 1851.

Thanks to the publishing activi-
ties Diabelli became acquainted with
many Viennese composers. Diabelli
soon gained some recognition as the
main publisher of Schubert. In addi-
tion to Schubert, the publishing
house also worked with Beethoven,
Strauss, Czerny and Lanner.

The partners were perspicacious
in the choice of music. At first they
specialized in popular repertoire for
playing at home, a significant part of
which were arrangements of opera
melodies and dance music, as well as
ensembles for guitar and piano. Later
on “Anton Diabelli & Co.” produced
not only simple pieces for entertain-
ment, but also more complex compo-
sitions by contemporary composers. It
was the publishing house of Diabelli
that published many works by Franz
Schubert for the first time. Collabora-
tion with him continued from 1821,
when the “Erlkonig” song was pub-
lished, to 1823, when Cappi left the
publishing house. However, most of
the music was published posthumous-
ly, as Diabelli bought a huge part of
the composer’s musical heritage from
his brother, Ferdinand Schubert. The
publishing house systematically pro-

resaberBe «Steiner & Co.», BMecTe ¢ atuM
fenal apaHyKUpPOBKU W TIPOMOJIKAN ITH-
catb My3bIRy. 3arem B 1818 roay cos-
mecTtHO ¢ I[Terepom Karmu on oTKpbII 13-
narennbcTBo «Cappi & Diabellis. Opranm-
sanus npopaborana mo 1823 roma, a B
nione 1824 roma /lmabesm Bmecte ¢ aji-
Bokatom Anrtonom Illnmnoii cosman nama-
reabeTBO «Anton Diabelli & Co.», koro-
poe YCIeNnrHo CyIecTBOBaIO Ha IMPOTs-
jReHum 29 Jet, mocyie yero ObLIO Tepeja-
Ho cbiny IllnuHabl M nepemMeHOBaHO B
1851 ropmy.

Bnaropapss mspmaresbckoil iesitesib-
Hoctn [lmabesim mosHakOMUJICS €O MHO-
TMMU  BEHCKUMU Komiosutopamu. bBy-
ayun riaaBHbiM - uanarenem IllyOepra,
Jlnabennm Becrope TPMOOPEST HEKOTOPYIO
n3BectHoctb. [lomumo IllyGepra, uspma-
TeJILCTBO paborano rakske ¢ berxoBenom,
[Hrpaycom, Yepran n Jlanuepom.

[Tapriépbl OBLIN TPOHUITATEILHBI B
BbIOOpe My3biKkn. [lonavany onu crerma-
JU3UPOBAINCH Ha TOMYJISAPHOM perep-
Tyape JJIsi JJOMAllTHero My3uIlMpOBaHUS,
3HAYNTEJHLHOI YacThio KOTOPOTO SIBJISI-
JIUCH apaHKUPOBKU ONEPHBIX MeJIOUI 1
TaHIleBaJbHAsA MY3bIKA, a TaKyKe aHCaM-
onu mist rutapel u goprenuano. B gann-
neiimem "Anton Diabelli & Co." Bwimyc-
KaJIn He TOJTbKO JErKre pasBieKaTe/bHbie
bechl, HO 1 OoJiee CJIOKHBIE COUNMHEHMS
COBpPEMEHHBIX KOMIO3UTOPOB. VIMeHHO B
nanareabcTBe Jlmabemnm BriepBble ObLIN
HalmevyaTtaHbl ~ MHOTIHEe  I[POM3BeeHUs
Opanna [lly6epra. CorpymHuuectBo ¢
HUM Tipopokaioch ¢ 1821 roma, korma
Oblta  omybamnkoBana tnechHs  JlecHolt
mapn", mo 1823 roma, korma Rammm yrmén
n3 uzarteabcrBa. bBosbias jke yacth My-
3BIKN OblTa OIyOJMKOBAaHA TTOCMEPTHO,
mockoabRy Jlmabennm wymma y Opara
komniosutopa, Deppunanma [llybdepra,



duced “new” works by Schubert even
after Diabelli's death in 1858.

Diabelli's name is also associat-
ed with the collective musical charity
project “Union of Musicians of the
Fatherland” (Ger. Vaterliandischer
Kiinstlerverein). In 1819 Anton Dia-
belli sent out a waltz composed by
him to several dozen of the most
prominent Austrian musicians of that
time with a proposal to write a varia-
tion on his theme. The money re-
ceived from the publication of the col-
lection of these variations was trans-
ferred in favor of Austrian widows and
orphans left after the Napoleonic
wars. Among the musicians respond-
ed were such composers as Franz
Schubert, Ludwig van Beethoven,
Carl Czerny, Johann Hummel, Frie-
drich Kalkbrenner, Conradin Kreut-
zer, Franz Xaver Mozart (son of
Wolfgang Amadeus Mozart), Ignaz
Moscheles, Vaclav Tomasek and
many others. The collection also in-
cluded a variation written by Franz
Liszt, who at the time of the proposal
was only 7 years old; probably he was
drawn in by his teacher, Czerny.

Beethoven wrote an independent
work based on this waltz — “The 33
Variations on a Theme by Diabelli”,
op. 120 — published in a separate vol-
ume of the collection. Two volumes of
the “Union of Musicians of the Fa-
therland” were published in 1823 and
1824.

According to some of the Bee-
thoven’s contemporaries, the compos-
er initially did not intend to partici-
pate in that project, because he con-
sidered the theme of the waltz unin-
teresting, but later he changed his

(g}

OTPOMHYI0 4YacTh ero MY3bIKaJbHOTO
Hacaenus. lV3narenbcTBo cucremaTmye-
CKI BBIITyCKaI0 "HOBBIE" TPOM3BEeHUs
[MTyGepra maske mociae cMepTH CcamMoTO
Jnabennu B 1858 romy.

Nmsa JlmabGennmm tawkke CBsI3aHO C
KOJIJIEKTUBHBIM MY3bIKQJIbHBIM 0JIATOTBO-
pureabHbIM TIpoekToM (0103 My3bIKaH-
toB OreuecrBa" (Hem. Vaterlandischer
Kiinstlerverein). B 1819 romy Amnron
Jlnabennn pasocnan COUMHEHHBIT UM
BaJIbC HECKOJBKUM JIeCSATKAM KpPYITHeli-
MNX aBCTPUIICKUX MY3BIKAHTOB TOTO
BpeMeHI ¢ TIPeJIosKeHneM HarmcaTh 1o
Bapuanuu Ha ero remy. Jlenbru, coopamn-
Hble ¢ TyOJUKAIIU cOOPHUKA DTUX Bapu-
anuii, ObJIM HAINpPaBJIeHbl B TOJb3Y aB-
CTPUIMCKUX BJOB U CHUPOT, OCTABIINXCS
nocsie Hanomeonosekux Boitn. Cpepn ot1-
KJIMKHYBIIUXCS OKA3aJINCh TAaKIe KOMIIO-
sutopsl, Kak @Opanm [lly6epr, Jhiogsur
Ban DBerxosen, Rapn Yepnu, HMoranu
I'ymmens, Opuppux Kanskopennep, Ho-
upagun  Kpeitep, ®pant; HeaBep Mo-
apt (cein Boabdranra Amanes Monap-
ta), Urnam Momresnec, Bamras Tomamnrex
n MHOTHe Jipyrue. B cOOpPHUK Tak;Kke BO-
nta Bapuarus, Hanucanuas Depenrem
Jlmerom, KOTOpoMy Ha MOMEHT PacChLIKK
MpeJIJIosReHIsT ObLIO BCEro 7 JieT; BeposiT-
HO, OH OBl TIPUBJIEYEH CBOUM YUUTETEM
Yepumn.

Ha ocnoBe sroro Bambca berxose-
HOM OBLJIO HAIMCAHO CaMOCTOSITEThLHOE
counmHenmne, «33 Bapuanunm Ha Temy /lma-
oeann», cou. 120, nszmannoe OTIeILHBIM
TomoMm coopumKa. [Isa Toma «Corosa my-
3pikaHTOB OrevecTBa» BHINLIN U3 IeYaTH
B 1823 n 1824 ropax.

[To yrBepskmeHUsM HEKOTOPHIX CO-
BpeMeHHUKOB berxoBeHa, KOMITO3UTOP
M3HAYAIBHO He cOOMPAJICs y4acTBOBAThH B
ATOM TIPOEKTE, TOCKOJbRY CUEJ Temy



mind — either in expectation of a fee,
or in order to prove that any subject
can become a basis for a brilliant con-
cert work. The Diabelli Variations
turned out to be one of the most im-
portant compositions for solo piano
among the Beethoven’s works. It is no
exaggeration to say that this cycle is a
real encyclopedia of the composer's
piano mastery and variational tech-
nique. Because of their complexity the
Variations were never performed dur-
ing the life of Beethoven, but nowa-
days this work has become widely
known and is often found in concert
practice.

Little is known about the last
years of Anton Diabelli's life. He died
in Vienna in 1858 and was buried in
St. Marx Cemetery (where Mozart was
buried in 1791). Nowadays the cham-
ber music festival “Diabelli Sommer”
is held annually in Mattsee, Diabelli's
hometown.

* Kk

Diabelli is the author of many
works; he wrote about 170 opuses, a
significant part of which were enter-
taining and decorative pieces suitable
for both educational and concert pur-
poses. He also made numerous ar-
rangements for various instrumental
ensembles that included flute, cello,
violin, viola, piano and guitar.

Most of his creative heritage is
represented by guitar pieces, among
which there are not only solo works,
but also ensembles (duets, trios), and
even a vocal cycle of four songs ac-
companied by a guitar. There are a lot
of opera arias among the arrange-
ments for guitar solo. Diabelli also

BaJibca HEMHTEPEeCcHOI, OJ[HAKO TIO3[iHee
BCe-TaKM M3MEHUJI CBOE pereHie — 10 Jin
B pacuére Ha TOHOPAP, TO JNU C TEJIbIO J10-
KasaTh, 4To J100ast TeMa MOJKeT cTaTh OC-
HOBOII OJIECTATIETO KOHIEPTHOTO TPON3-
Beflenusi. Bapuanuwm na temy [[mabesin
OKa3aJINCh OHUM 13 Hambojee KPYIMHbBIX
COYMHEHUIT JI/IsI COJMbHOTO (hOpTernano B
tBopuecTBe Berxosena. bBes npeysesnnue-
HUST 9TOT UK SBJISETCS HACTOSIIENH DH-
nuKjIonenein  GoprernmnanHoro Macrep-
CTBA 11 BAPUAITMOHHON TeXHUKN KOMTIO3M-
topa. Bapmanuum He wucHonHsANCH TIPH
sku3Hn berxosena m3-3a UX CJI0MKHOCTH,
OTHAKO Ha CEeTrOJHATIHUI eHb HTO TPO-
u3BefleHne TOMYUNJIO TMUPOKYIO M3BECT-
HOCTH U 4ACTO BCTPEUAETCS B KOHI@PTHOT
HpaKTHKe.

O nocyeHUX rotax yKU3HN AHTOHA
Jlnabennn uszsectuo wemuoroe. OH ymep
B Bene B 1858 roay m OB TOXOpOHEH Ha
rkaanouie Cesitoro Mapra (tam ke, T7ie B
1791 romy Obi1 moxoponen Mormapr).
B namie Bpemsi B Marsee, pogrHom ropoje
Jlnabennn, e;keromHo TPOXOAUT (pecTu-
BaJdb  KamepHoit  My3biknm  «Diabelli
Sommer».

KKk

Jlnabennm siBIseTcss aBTOPOM MHO-
JKecTBA TNPOM3BeIeHNI; WM HAIlUCcaHo
okoJsio 170 omycoB, 3HAUNTENHHYIO 4aCTh
KOTOPBIX COCTABJISIOT pasBjeKaTe/lbHbie 1
NPUKJIAJHbIE IHeChl, TMOAXOAIINe Kak
IUIsT TelarOTUYecKnX, Tak W [ KOH-
1epTHBIX 1eneii. Takke um ObLIN ciesa-
HBl MHOTOYHCJIEHHBIE TePeJOKeHUs s
pPa3HbIX WHCTPYMEHTAJIBHBIX COCTABOB,
BRJIIOUAIONUX  (DJIENiTy,  BUOJOHYE]b,
CKPUIIRY, aJbT, (DOPTEINAHO U TUTAPY.

Bosbiass wacth ero TBOPUYECKOTO
HACJIe[IsT — TO MbECHI JIIsI TUTaPhl, CPein
KOTOPBIX eCTh He TOJTbKO COJMbHbIe TTPON3-



wrote pieces and sonatas for piano
both two- and four-hands; in addition,
he completed the claviers of the three
guitar concertos by Mauro Giuliani
(op. 30, op. 36, and op. 70). Besides
his guitar and piano heritage, there
are also known his religious works
(including 6 masses written in youth)
and a comic opera completed in 1809.

koK

In this collection Diabelli’s cla-
vier sonatinas op. 151 and op. 168 are
presented under the editorship of
Adolph Ruthardt (1849-1934), a pro-
fessor at the Leipzig Conservatory.
Ruthardt was known as a concert pia-
nist specializing in clavier composi-
tions by Johann Sebastian Bach; he
even made several arrangements of
his music. In addition to that,
Ruthardt worked as an editor at the
Peters Publishing House in Leipzig.
Piano compositions of Handel, Bee-
thoven, Schubert, Mendelssohn,
Tchaikovsky and many other compos-
ers were published under his editor-
ship by “Edition Peters”.

Four Diabelli’s sonatinas op. 151
were first published in 1830 by the
publishing house of the composer
himself and since then have withstood
several reprints in different countries.
Seven sonatinas op. 168 saw the light
in 1839 and since then were repeated-
ly reprinted together with op. 151,
which shows the relevance of both of
these cycles.

Intentional simplicity and easi-
ness of this music, written in the first
third of the XIX century, clearly
speaks of the didactic goal of creating
the sonatinas. Because of the simple

BejleHUs, HO W aHcamOjeBble (TyIThI,
TPUO), U Jlaske BOKATbHBIN UK 3 YeThi-
pex T1eceH B CONPOBOJKIEHUU TUTAPBI.
Cpenu mepesiozkeHuil s COJTbHOI THTA-
PBI €CTh MHOKECTBO apaHKMPOBOK OIep-
HbIX apmil. [[mabennm rtakske mucas mbe-
CBbI 11 COHATHI 7151 POPTEIMAHO JIJIs IBYX U
YeThIPEX PYK, KpoMe TOro uM ObLIM 3a-
BePIIeHbl KJIABUPBI TPEX TUTAPHBIX KOH-
meproB  Maypo [[wymmanm (cou. 30,
cou. 36 u cou. 70). [Tomumo rurapHoro u
oprenmmanHOTO  HaAcHeAUs  U3BECTHBI
TaKyKe ero JIyXOBHBIE TIPOM3BEeHMUS
(B ToM umciie 6 Mecc, HANMCAHHBIX B
IOHOTIIeCKIe TOJ[bI) 1 KOMUYecKas orepa,
sakonuennas B 1809 romy.

kKoK

B nannom cbopHUKe ImpescTaBIeHbl
KRJIABUPHbBIE COHATUHBI Jnabesnm
cou. 151 u cou. 168 mox pepakiyueit
Anonsda Pyrxapara (1849-1934), nepa-
rora Jleiimmurckoit  KoHcepBaTOPUM.
Pyrxapar Obl1 M3BecTeH Kak KOHIEPTH-
PYIOIUI  MHAHKUCT, CIeuaJIn3npoBaB-
Muiicss Ha KJIABUPHBIX COYMHEHUSX
MNMoranna Cebacrnsina baxa m gaske cjue-
JIABIINIL HECKOJbKO TepesiosKeHnil ero
mysbiku. [Tomumo sroro Pyrxapar pabo-
TaJd B JEHNIUICKOM M3aTeIbCKOM JloMe
[lerepca B rauectBe pemartopa. Ilom ero
pepakmueit B "Edition Peters" Bwrimanm
doprenmanubie  counHenus [enpesns,
Berxosena, Illybepra, Menaenbcona,
YaiikoBCKOro M MHOTUX JIPYTUX KOMIIO-
3UTOPOB.

Yerwvipe  conatunbl  [lmabenin
cod. 151 ObITM BIepBBIe OTTYOJMKOBAHBI B
1830 romy B m3fareibcTBE CAaMOTO KOMITO-
3UTOPA 1 ¢ TeX MOP BBIIEPsKAIN HECKOJb-
KO Tepensiannii B pazubix crpanax. Cemb
conatnn cou. 168 yBupenn cser B 1839
TOJLy M C TeX MOp HeOJHOKPATHO Mepens-



texture, bright themes and images, as
well as the graphic character of the
musical text, these sonatinas have
long been included in the repertoire of
the higher grades of children's music
schools. Educational purposes of Dia-
belli’s sonatinas are denoted by the
techniques used in some of their
movements — for example, crossing
hands (Op. 151 No. 1, No. 4) — as well
as the abundance of fast scale-like
passages. A short duration of move-
ments and keys with small signatures
make the music accessible to chil-
dren.

The musical language of the
sonatinas displays the influence of
Haydn. Diabelli did not use the latest
achievements of Beethoven, Mozart
or early romantics; he was more like-
ly to refer to the past in his music;
in terms of techniques one can even
see some similarities to the music of
the French harpsichordists. The di-
rect influence of the Viennese classics
is seen only in the established three-
movement composition of a sonata cy-
cle, which includes a sonata-allegro,
a slow movement and a Finale, which
Diabelli almost always calls Rondo.
The composer refused to develop ex-
treme registers and colorful possibili-
ties of the piano (as, for instance,
Liszt and Chopin did in those years)
and almost completely avoided pe-
dal technique, which was already
widely developed at that time. In rare
cases, romantic harmony appears in
the music of sonatinas (a dominant
with an added sixth, a dominant
ninth, colorful comparisons of the
borrowed chords and enharmonic in-
terchanges); otherwise the musical

naBasuchk BMecte ¢ cou. 151, uro roBopur
0 BOCTPeOOBAHHOCTI 0O0OMX HTUX I[ITKJIOB.

Hapoumrass mpoctora m JETROCTH
ATOU MY3bIKU, HAIIMCAHHON B TIePBOIl Tpe-
™ XIX BeKa, SBHO TOBOPUT O AMIaKTHYe-
CROM TIeJn co3fauns coHaTn. Beumy He-
CTOKHON (DARTYpPHI, APKUX TeM U oOpa-
30B, a TaK:Ke TPa@UIHOCTH MY3bIRAIHHO-
IO TeKCTa ATH COHATUHBI JIABHO BRIIOUYEHbI
B perepryap CTapiimx KJIAcCOB JETCKMX
My3bIKaJAbHBIX MIKOJA. Ha meparormue-
ckue 1eqn conatun Jlmabennu ykaswiBa-
10T TeXHUYeCKIe TTPUEMbI, TpUMeHEHHbIe
B HEKOTOPBIX YacTsAX — HAIpumep, mepe-
KkpermuBanme pyk (cou. 151 Nol, No4) —
a TaksRe o0mIMe OBICTPBHIX TraMMo00pas-
HbIX maccaskeii. Hebonbimoit o0béM va-
cTell M TOHAJIBHOCTU € MaJbIM KOJHMYe-
CTBOM 3HAKOB JIEJAI0T MY3bIKY JJOCTYITHOT
JUIST TeTell.

My3pIKanbHBI A3BIK COHATUH 00-
HapyskuBaer Bausiaue ['aiigna. [lnadesnn
He WCTOJIb3yeT HOBENIne TOCTHREeHNS
Berxosena, Momapra wiam paHHUX po-
MAHTUKOB, B CBOENl MYy3bIKe OH CKOpee
oOpaléH B MpoIJIoe; B TJaHe TeXHUKN
MOKHO YBUJIeTh Jaske HEKOTOpPOe CXOJI-
CTBO € MY3BIKOU (DPAHITY3CKUX KJIaBeCH-
HemocpencrBennoe  Bausiame
BEHCKIX KJIACCHUKOB IPOCMATPUBAETCS
JUIbL B yCTOsiBIIelcs TpéxyacTHoll ¢op-
Me COHATWH, COCTOSIMeNl W3 COHATHOTO
aJlJIeTpo, MeJJIeHHOIl 4YacTh u (uHasa,
KoTOpBITT [[mabessm moutn Beerja Ha3bi-
Baer Ponjo. Kommosurop orkaswiBaercs
OT paspaboTKM KpaiHUX PerucTpoB u
KPacOYHBIX BO3MOKHOCTEll (oprenmano
(Kar, HATIpUMep, iesiatoT B 9Ti rofibl Jluer
n Illomen) m moutm He mMcmOAB3yeT Te-
MATbHYIO TEXHUKY, Y:Ke MIITPOKO Pa3Bu-
TYI0 B 3TO BpeMsi. B pefrux ciyudasx B
MY3bIKe COHATUH TOSBISIOTCS POMaHTH-
yecKue rapMOHIN (JIOMUHAHTA ¢ CEKCTOM

HUCTOB.



language of Diabelli retains its sim-
plicity.

The thematicism of these works
is close in its structure and character
to the opera music. This is indicated
by the clear structure of the material
separated with cadences, as well as by
the presence of the large coda sections
built on typical figures of melodic mo-
tion and recurrent cadences in many
of the short movements. Frequently
used ornaments and brilliant passages
clearly indicate concert technique, de-
spite the overall simple musical text.
The melodic and genre nature of some
themes resembles those of opera
scenes. For example, the second
movements of sonatinas op. 151 No. 3
and op. 168 No. 1 sound like lyric ari-
as. The main theme of the second
movement of sonatina op. 168 No. 6 is
“the love duet”. And the whole sonata
cycle op. 168 No. 5 is entirely built on
contrasting marching themes, where
the middle movement is designated by
the author as the Funeral March
(Marcia funebre).

The first movements of almost
all the cycles — except for op. 151
No. 1 and No. 2, as well as op. 168
No.6 — are written in a sonata-
allegro form. In them there are two or
three subjects, as a rule, not too con-
trasting with each other, and a small
development, which is most often
based on the material of the first sub-
ject group. The exceptions are the
first movements of sonatinas op. 168
No. 6 and No. 7, where the develop-
ments consist of two sections that de-
velop material from both subject

groups. The first movements of
op. 151 No. 1 and No. 2, lack the so-

WIN IOMUHAHTOBBINT HOHAKKOP], Kpacod-
HbIe COMOCTABICHUS TPE3BYUMIT MayKOPO-
MUHOpa, JHIAPMOHWYECKNe 3aMeHbI),
B OCTQJILHOM MY3bIKaJTbHBIN s3bIK [lna-
OeJITn coXpaHsieT CBOIO TTPOCTOTY.

TemaTns3m JaHHBIX TPOUBBECHUIT
10 CBOEH CTPYKType M 0OpasHoMy CTPOIO
cOMmskaeTcst ¢ OMEPHON  MY3BIKOI.
06 sTOoM rOBOPHUT UYETKAs CTPYKTYPUPO-
BAHHOCTH MaTepuasa, pasfeJéHHOTO Ka-
MaHCAMM, a TaKyKe HaJU4ue Y MHOTHX He-
O0JMBIINX TO 00BEMY uacTeil pasBépHY-
TBIX KOJIOBBIX Pa3/ie/0B, MOCTPOCHHBIX HA
obmux (Qopmax JBUIKEHUS W KaJaHCH-
pylomux oboporax. Yacro mcmoab3yembie
yKparenusi u OJecTsiue maccasku sBHO
rOBOPAT O KOHIEPTHON TeXHUKe, HeCMOT-
ps Ha HECJOKHBIN B TEJIOM MY3bIKaJTh-
HBITT TekeT. Megonnueckass n sRaHpoBas
MPUPOJIa HEKOTOPHIX TeM HAalOMUHAeT 00
OlepHBIX ciieHax. Tak, Hampumep, BTO-
pele uwactu conatuH cod. 151 N3 m
cou. 168 Nl 3Byuar Kar JupHUYecKue
apun. OcHOBHAs TeMa BTOPOW 4YacTH CO-
HatuHbl co4. 168 Neb — «1ysT cormacus».
A Bech comarublil MUKI cod. 168 Ned m
BOBCEe TTOCTPOEH HA KOHTPACTHBIX MapIie-
BBIX TeMax, I7le CPeJIHss YacTh 0003Haue-
Ha aBtropom Kak Tpaypmubiii  mapiu
(Marcia funebre).

[TepBbie wacTnm MpakTHUYECKH BCeX
IMIKJIOB — 3a nmeriaodennem cod. 151 Nol
n No2, a rarske op. 168 Noeb6 — Harmcanbl B
dopme conarnoro allegro. B mux BbIse-
JISIIOTCS JIBEe WM TPU TeMbl, KaK ITPaBUJIO,
He CJUIITKOM KOHTPACTHBIE IPYT JIPYTY, U
HeOosTbIIIasi pa3paboTKa, KOTopas ualie
BCErO CTPOUTCSI HA Marepmajie TJIaBHOM
naprun. Vlckiouennem siBJISIOTCS Tep-
Bble yactn coHatnu cou. 168 Nob6 m No7,
riae pazpaboTRa COCTOUT W3 JBYX pasjie-
JIOB, Pa3BUBAIONNX MaTepuad PasHbIX
napruii. B meppbix wacrsax cou. 151 Nel u



nata-allegro at all: in No. 1 the form
combines the features of a compound
ternary form with the elements of a
sonata form (as reflected in tonal
subordination of the two subjects), in
No. 2 it represents a trio form. Sona-
tina op. 168 No. 6 begins with a
movement in a sonata rondo form.

The second movements of the
sonatinas are always slow and almost
always written in a simple binary or
ternary form. However, in some sona-
tinas, there is a tendency to shorten
the cycle, since the second part has an
open form or is even reduced to an
open period that leads to the Finale.

Despite the fact that the sonati-
nas’ Finales are designated by the au-
thor as Rondos, none of them has the
structure of a classic rondo. Most of-
ten they contain variants of com-
pound or complex ternary forms; al-
most all of them are built on two sub-
jects, which is not typical for rondo.
The Finale of sonatina op. 168 No. 7
represents a concentric form with a
coda.

Despite the fact that sonatinas
do not make up an integrated cycle,
the gradual increase in the duration
and complexity of the material from
the first sonatina to the last can be
noted, which simplifies the task of a
teacher when composing a program
for pupils.

Alexander Skripko, sheet music editor
of the publishing house “The Planet of Music”

No2 conartHOoe ajTerpo m BOBce OTCYT-
crByet: B Nol popma coueraer B cebe uep-
Thl CJIO}KHOI TPEXYACTHOW ¢ dIeMeHTaMu
COHATHOIT (UTO MPOSIBISIETCS B TOHATBHOM
COTIOUMHEHN N JIBYX TeM), B No2 — mipesi-
CTABJISIET CJOMKHYIO TPEXUACTHYIO (HOpPMY
¢ Tpuo B cpenneMm paznene. Conatmna
cou. 168 N6 orkpbIBaercsi YacTbio B
opme poH/TO-COHATHI.

Bropwie wactn conatun Bcera mMeji-
JIGHHbIE U TTOUTH BCeryia HallmcaHbl B IIPO-
CTON IBYX- WM TpéxuacTHOi popme. Op-
HAaKO B HEKOTOPBHIX COHATNHAX BUJ{HA TeH-
MEeHINsT K COKPAIeHno IMUKIa, Tak Kak
BTOpPast 4acTh pa3oMKHYyTa 10 opme mim
JKe BOBCe COKpalleHa 0 Pa3oMKHYTOTO
epmoya, MojBOJISAIIEro K GuHamy.

Hecmorpst Ha 1o, uto pmHAIBI cOHA-
TUH 0003HAYAIOTCs aBTOPOM Kak POHJIO,
HUI OINH W3 HUX He SIBJseTCs Kiaccuyde-
CKIUM POHJIO TTO cBoeil cTpyKrype. Yarre
BCETO B HUX TIpPEeJICTaBIeHBbI BapUAHTHI
CTTOFKHBIX TPEXUACTHBIX n TpEx-
MATNYACTHRIX (OPM, TTOUTH BCe OHU TIO-
CTPOEHBI Ha JIBYX TeMax, 4TO JJisi POH[O0
nexapaxrepuo. @unan conarnnan op. 168
No7 mpepcraBisier co00il KOHIEHTpUYe-
cRyto (hopmy ¢ KOmo1i.

Hecmorpst Ha 1O, 9TO COHATHHBI
He 00pa3yloT eIMHOTO INKJIA, MOMKHO
OTMETUTH TTOCTeTIeHHOe HapalnBaHme
o0béMa W CIOKHOCTH MaTepuaia oT
[epBoOil COHATUHBI K TOCJeHel, uYTO
YIIPOITaeT 3ajiavy regarora mpu cOCTaB-
JIeHUW TTPOTPAMMBI JIJIsT YYUeHUKOB.

Aanercandp Crpunko,
MY3bLEANLHBLI pedakmop
usdameavcmsa «llranema mysvirur
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