FOREWORD

The choice of exercises included in this
collection is the result of examination of a
significant number of textbooks by various
authors. Specifically, the collection in-
cludes material borrowed from the follow-
ing textbooks:

Arnu. Solfeggio, parts I and II, in ab-
breviated notation — A T and A II.

Wiillner. Collection of choral exercises,
part 11, abbr. — B.

Concone. Op. 13. 25 duets.

Ladukhin. 60 two-part
abbr. — JI T11.

Ladukhin. Collection of two-part sol-
feggi in C-clefs, abbr. — JI V.

Rubets. Collection of two-part solfeggi,
abbr. — P VL.

Rubets. Collection of three-part solfeg-
gi for homogenous ensemble, abbr. — PT.

Rubets. Collection of three-part solfeg-
gi, abbr. — PIIL.

Sacchetti. Collection of three-part sol-
feggi in C-clefs, abbr. — C3.

In the text of the collection, the source
of borrowing is indicated before each exer-
cise on the right, with the addition of an
ordinal number, under which it appears in
the source. As for genuine authorship, in a
number of cases it could not be ascer-
tained, since many authors of textbooks
did not consider it necessary to mention
where this or that borrowing came from.
In all the cases where it was possible to as-
certain the true origin of the works, the
author’s surname is placed before the ab-
breviated title.

solfeggi,

IMPEANCIOBUE

Boibop yrpaskHeHuil, BOIIEAIINX B HACTO-
SN COOPHUK, SIBJSIETCS Pe3yJIbTaToOM IPO-
CMOTpa 3HAYUTE]HBHOTO KOJMUYeCTBA yueOHM!-
KOB pasHbIX aBTOpoB. KOHKpeTHO B COOPHUK
BRJITOUGH Marepuasi, 3aMMCTBOBAHHBIN 13 CJie-
AYIOINX Y4eOHUKOB:

Apny. Conbdemruo, T u II 4., B cokpa-
meénnom obosnavenun — A T u A 11.

Bronbrep. COopHUK XOPOBBIX yIpaskHe-
uuit, [T 4., cokp. — B.

Roukone. Op. 13. 25 nyaros.

Jlajyxun. 60 IBYXromocHBIX cOJIbQEKIO,
cokp. — JIIII.

Jlagyxun. COOPHUK [IBYXTIOJOCHBIX COJIb-
demxuo B KiItouax, corp. — JI V.

Py6ern. COopHUK JBYXTOJOCHBIX COJb-
demxuo, cokp. — P VL.

Py6en. Coopuuk combdemxno majsi Tpéx
OJIHOPOMHBIX T0JI0COB, cOKp. — PT.

Py6ern. COopHUK TPEXTOJIOCHBIX COJb-
demxuo, corp. — PII.

Carrerrn. COOpPHUK TPEXTOJOCHBIX COJIb-
emsruo B Kitouax, corp. — C3.

B rekcre cOopHMKA MCTOYHUK 3aUMCTBO-
BaHUs YKa3aH Hepel KayKIbIM YIpaskHeHITeM
cripana, ¢ jlobaBIeHIeM TMOPSIKOBOTO HOMEpA,
mojg KOTOPbIM OH 3HAYUTCA B UCTOYHUKE.
Yro ke Kacaercss MOJIMHHOTO aBTOPCTBA, TO B
psfie CaydaeB ero Hesib3si ObLIO YCTaHOBUTH,
TAK KaK MHOTHE COCTABUTeIN Y4eOHUKOB He
CUMTAJIN HY;KHBIM YIOMUHATH, OTKY/A Clleaa-
HO TO WJIN MHOE 3auMCTBOBaHUeE. BO BCeX Tex
CIyUYasiX, KOTJa OKA3aJ0Ch BO3MOYKHBIM YCTa-
HOBUTDH IOIJIMHHOE ITPOUCXOK]/IeHe 11pousBe-
JeHNIl, mepes CORPAIEHHBIM Ha3BaHUEM TIO-
merena gaMuIns aBropa.



In the process of arranging the materi-
al for this collection, some of the exercises
were reduced, partly reassembled and
somelimes transposed.

A preview of the material available to
the compiler revealed a significant number
of cases of borrowing and, thus, coinci-
dence of sources. A number of textbooks
published in pre-revolutionary Russia, un-
doubtedly, had the appropriate works of
Western European authors as their prima-
ry source, mainly the large systematic
Wiillner’s choir school. Such coincidences
are nol mentioned in the collection; only
one of the texthooks that served as material
for the compiler is listed.

In addition to the listed sources,
the collection includes a number of exposi-
tions from Bach’s fugues (Das wohltem-
perierte Klavier, vol. I and IT); these pas-
sages, some of which are transposed for
adaptation to vocal performance, are ab-
breviated as Bach I or Bach II with the ad-
dition of the ordinal number of the fugue in
the volume.

* ok ok

All selected material is distributed on
the basis of some group criteria into a
number of divisions, that are:

Part One — Two-voice Singing
Division I. Consonances and elements of
dominant seventh chord.

Division II. Rests.

Division III. Consonances on stressed
beats. Passing and neighbor dissonanc-
es.

Division IV. Prepared suspensions. Sim-
ple types of syncopation. Unprepared
suspensions.

Division V. Melodic chromaticism.
Division VI. Harmonic chromaticism.

Division VII. Unprepared entries of
voices.
Division VIII. Some metric and

rhythmic difficulties.

B mporecce obpaborkm marepuana s
MAHHOTO COOPHUKA YacTh HOMEPOB ObLia TOJi-
BEPrHYTA COKPAIEHUI0, OTYACTH — MePeMOH-
THPOBKE, MHOTJ[A — TPAHCITO3UINA.

[TpexBapuTenbHbI TPOCMOTP UMEIOIIETO-
csl B paclopsiKeHnu COCTaBUTe sl MaTtepuasa
BBISABUJI 3HAUUTEIHHOE KOJUUYECTBO CJIYYAEB
3aMMCTBOBAHUS ¥, TeM CAMbIM, COBIIAJ[@HIS
MUCTOYHUKOB. Psji yueOHUKOB, M3IaHHBIX B
mopeBosononuoit  Poccuu,  HecoMHeHHO,
uMes CBOUM IEePBOUCTOUYHUKOM COOTBETCTBY-
ore paboThl 3aMaiHOEBPOIICHCKIX aBTOPOB,
rJIaBHBIM  00pa3oM OOJBIITYI0 CcucTeMaTHye-
cKyi0 xopoByio 1iKosy Bioabuepa. ITomoOHbie
coBHaJIeHNsI B COOPHUKE He OTMeUYeHbI, YKa3aH
JIATITh KAKOT-HUOYb OflMH U3 yUeOHUKOB, M0-
CJYKUBIITNX MAT€PUAJIOM JIJIsI COCTABUTEJISI.

KRpome mepeuncieHHBIX WMCTOYHUKOB B
COOPHUK BRJIOUEH P IKCIO3UIUN u3 yr
Baxa (Das wohltemperierte Klavier, u. I u IT);
ATU OTPHIBKY, YaCTh KOTOPBIX JJIsI TIPUCIIOCO0-
JIGHUsA K BOKAJTHLHOMY UCIOJTHEHUIO TPAHCIIO-
HUpPOBaHA, 0003HAYEHbI B COKpAIeHUM TaK:
bax I nunn Bax Il ¢ npubasiennem mopsmgKo-
BOTO HOMepa (YT TaHHOTO TOMA.

% % %

Becn mopobpannbiii MaTepual pacipeje-
JEH Ha OCHOBE HEKOTOPBIX TPYIIIOBBIX ITPH-
3HAKOB HA PsIJI OTJEJIOB, & MMEHHO:

Yacrp nepsasa — J[ByxroJsiocue
Otrest 1. Konconancesl 1 5JieMeHThl JIOMUHAHT-
cernrarkKkopya.
Otpean I1. TTayssr.
Ornmen III. Komcomamenl Ha CHIBHBIX TOJIAX.
[Tpoxopsitiiue u BeroMoraTeibHBIC IUCCOHAH-
CHI.
Otpen IV. llpurorosnennsie 3anepskanus. He-
CTIOKHBIe BUILI cUHKOI. HermpuroroBieHHbie
3aJlepsRaHus.
Otpnen V. Mesopueckuii XpoMaTusm.
Orpen VI. Mlapmonnveckuii Xxpomarusm.
Orpen VII. HempuroroBieHHbie BCTYIJIEHUS
TOJIOCOB.
Otrnen VIII. Hexoropbie merpopurMumuecKue
TPYIHOCTH.



Part Two — Three-voice Singing
Division I. Three-voice singing in homo-
phonic texture.

Division II. Polyphonic three-voice sing-
ing.

This distribution into divisions is to
some extent conditional, as part of the ex-
ercises involves difficulties of various
kinds and could be placed in different di-
visions. Thus, the material itself does not
allow placement, fully satisfying the strict
requirements of methodology. At the same
time, since in each division there are exer-
cises of various degree of difficulty,
a teacher can easily adapt the collection to
a concentric method of passing the course,
while working on a number of divisions in
the order of gradually increasing total dif-
ficulty. Nevertheless, the distribution es-
tablished in this collection may still facili-
tate the orientation in the material at
first.

* %k 3k

With regard to the use of the collec-
tion, it is necessary to add the following
comments:

1. The student should watch over the
rest of the parts during the performance.
For control and simultaneous improving
of skills in general orientation, it is useful
to ask students — according to a previous-
ly prepared plan (and sometimes off the
cuff) — to exchange parts mutually during
the performance of the exercise. Along
with this, the following practice is also
possible. One student (or an entire group)
sings one of the parts of the exercise on
the instructions of the teacher, while the
teacher plays the remaining voices; al the
direction of the teacher, the student
switches to another part of the exercise,
which the teacher immediately stops play-
ing, supplementing it with all the other
voices.

2. A partial digression from the tradi-
tion of compulsory score presentation
serves the same goals of deepening gen-

Yacrp Bropas — Tpéxronocue
Orpen 1. Tpéxronocue roMoOHHO-TaPMOHN-
4eCKOTO CKIAJA.
Orpen 1. Tpéxrosocue mosmdonnveckoe.

JTo pacripejiesieHe Mo OTAEIAM UMeeT Ji0
HEKOTOPOil cTelleHU YCJIOBHBLIM —Xapakrtep,
TaK KaK 9aCTh YIPAKHEHN 3aKkI09aeT B cebe
TPYAHOCTH PA3ANUHBIX BULOB W MO OB
OBLITHL TTOMeITeHa B pasHbie oTmeabl. Takum 00-
pasom, cam MaTepuas He [IOMYCKaeT pasMerie-
H1dA, BIIOJIHE yJ_LOBJleTBOleOLU,eFO CTpOFl/lM
TpeboBaruaM Metoruku. [lockombRy Tpu atom
B KaJKIOM OTIelIe MMeIOTCs HoMepa pPasImaHoil
CTeTeHn TPYAHOCTH, MOCTONBKY TIearor Mo-
SKeT JIETKO IPUCIIOCOOUTh COOPHUK K KOHI@H-
TPUUYECKOMY METOY ITPOXOKICHUs Kypca,
npopadaThiBass OJHOBPEMEHHO PSJ[ OT/IEJNOB B
MOPSAAKE TOCTEIIeHHO BO3PaCTAoIIell obIei
tpynmocTn. Tem me MeHee, pacipegenenmne,
MPUHATOE B HTOM COOPHUKE, BCE ke MOsKeT 00-
JIeTYUTH HaA llepBle llOan ueﬂ,arory Opl/leHTl/l-
POBKY B MaTepuaJe.

* %k 3k

B ornomenunu monb3oBaHus COOPHUKOM
HeoOXO0/ MO JI00aBUTH CJEYION[e 3aMeda-
HUA:

1. Bo Bpemsi uCIHOJIHeHUS YUaIUICs 0TI~
JKeH  CJIeJIUTh 334 OCTAJbHBIMU TTAPTHSIMIM.
Jlns koHTpOJIA M OffHOBpEMEHHOTO yriyOJie-
HIST HABLIKOB B 001l OPUEHTHPOBKE T0JIe3-
HO TIpejJiaraTh ydaluMcs [0 3apaHee HaMme-
YeHHOMY ILJIaHy (& MHOTIA M B HMOPSKe DKC-
MpoMTa) B3aUMHO OOMEHSATHCS MApPTUSMU B
HPOIecce MCIOMHEHNS JaHHOTO YITPAKHEHMSI.
Hapspy ¢ stuM BO3MOMKHO u  clejryoliiee
yonpaskrnenune. Opun yuarumiicss (mam resas
rpylma) 1mo 3ajaHuio rmejarora Mmoér oxHy u3
HapTUil JJAHHOTO YITPAKHEHMWS, B TO BPeMs KaK
mejlaror urpaer ocTajbHbIe T0JI0CA; 10 yKas3a-
HUIO Telarora y4aliuiics meperaodaercs Ha
APYTYIO TIAPTUIO AHHOTO YIPayKHEHUs, KOTO-
PYIO 1IeJlaror TYT Ke lepecraeT urpark, 1010J1-
HsIsT €€ BCeMU OCTaIbHBIMI TOJIOCAMI.

2. Tem sme mensam yrrybiaeHnss HaBLIKOB
00I1ell OPUEHTHUPOBKE CJIYKUT OMYIEHHOe B
cOOpPHUKE YaCTUUYHOe OTCTYIJIEHUE OT TPau-
UM 00S3aTeTLHOTO TAPTUTYPHOTO M3JI0Ke-



eral orientation. This digression — ex-
pressed in the placement of two-part exer-
cises on one staff and three-part exercises
on two — aims nol so much to save space
as to increase the student’s attention to
the combination of his and someone else’s
parts and to all the details associated with
such a rendition (direction of stems,
placement of rests, unisons, voice crossing
— in a word, all the features that are so
characteristic of orchestral and choral di-
visi).

3. Each student should study both
parts in the two-voice exercises and all
three in the three-voice exercises
(of course, when the vocal range allows
it). During self-study at home, a student
should play the other parts on the piano
while singing one part.

4. The study of the material should,
as a rule, be produced a cappella (unac-
companied), with the exception of exercis-
es, in which there is a piano part; in all
other cases, the support of piano can be
allowed only to check the cleanliness of
pitch, as well as for short-term assistance
in certain difficult places, which are then
subject to additional study without piano.

9. Singing solfeggi should always be
accompanied by conducting, the disciplin-
ing importance of which in the develop-
ment and strengthening of metric and
rhythmic accuracy is often underestimat-
ed not only by students, but also by indi-
vidual teachers. At the same time, care
should be taken to ensure that the move-
ment of the arm does not entail — when
performing large durations and syncopat-
ed rhythms - the sounding uneven in
strength, unconsciously reflecting the
melric pulsation.

6. As practice shows, a teacher should
demand the performance of exercises both
in a choir (the whole group) and in small
ensembles (duet, trio).

7. The work on solfeggi is viewed in
two plans: along with a one-time sight-
singing of a number of exercises it is nec-
essary Lo subject a considerable part of the

HUA. 3TO OTCTylieHue, BblpasuBIllieecs B 110-
MEIeHUN JBYXTOJOCHBIX HOMEPOB Ha OJHOM
CTPORE W TPEXTOJIOCHBIX — HA JIBYX, UMeeT Iie-
JbI0 HE CTOJBKO DKOHOMHIO MeCTa, CKOJIbKO
yCUJIeHe BHUMAHUS Y4allerocs K COueTaHuio
CBOEIl M 4yyKOil 1apTHil 1 KO BceM JleTalsAM,
CBSI3AHHBIM C TAKUM M3JIOKeHIeM (HarpasJie-
HIe MTUuIel, pacroosKeHne 1mays, YHUCOHDI,
MepeKperuBafne ToJOCOB — OIHUM CIOBOM,
BCe Te OCOOEHHOCTH, KOTOpbIe CTOJb CBOIi-
CTBEHHBI OPKECTPOBBIM 1 XOPOBbIM divisi).

3. Rasgpuprit yuamuiicss fosKen npopada-
THIBaTh B JIBYXTOJOCHBIX YHPayKHEHUsX 00e
mapTuu, a B TPEXTOJIOCHBIX BCe TPU (pasyMeer-
cs1, KOTJa 910 103BoJjisier 00bEM  TroJsioca).
[Tpu camocrosiTenbHOI loMatTHel TpopadoTKe
yualniics JoJ3KeH 1Ipu eHN OffHOI MapTun
Urparth OCTaJIbHbIE rOJI0ca HA (hOpTernaHo.

4. Ilpopaborka marepuajia [OJKHA, KaK
npasuiio, mpoucxoauTh a cappella (6e3 compo-
BOJKJICHMS ), 38 UCKJIIOUYOHNEM HOMEPOB, B KO-
TOPHIX uMMeeTcss QopTrenuaHHas — [TapPTHS;
BO BCEX JKe OCTAJIbHBIX CJYYasX HOJJepPRKa
oprenmano Moyker OBITH JOTYIEHA JUIIb
I TPOBEPRHM YMCTOTHI CTPOsI, & TaKKe JJIs
KPaTKOBPEMEHHOW TOMOINM B  OT/IEJbHBIX
TPY/IHBIX MEeCTaX, IMOJJIeKAIINX 3aTeM JIOI10JI-
HUTEJIbHOIT TpopaboTke 6e3 goprennaxo.

5. [lenue combeprmo HoKHO BCera ¢o-
MPOBORAATLCS TUPHRUPOBAHUEM, JIUCIIATIIN -
HUPYIOIlee 3HaYeHNe KOTOPOTro B JieJie pas3Bu-
TUS U YRPEIJIeHUsI METPOPUTMUYECKON TOUHO-
CTU YacTO HEJ0OIEeHUBAETCSI He TOJIbKO yda-
mumnmucda, HO " OTAeJIbHbIMU IiearoraMu.
[Tpu sT0M ciemyer obpaiarb BHUMaHue Ha To,
4T00bI B3Maxu PYKH He BJIEKJIN 3a co0Oii,
MpU UCIIOTHEHNUN KPYIHBIX JTTUTEIbLHOCTEN 1
CUHKOII, HEPOBHOTO I10 CUJIe 3BydaHusi, 6ecco-
3HATEJIbHO OTPAJKAOIIEro MEeTPUUYECKYIO MYyJIhb-
carnio.

6. Hak moxasbiBaeT IpakTuKa, Iegaror
NoJiKeH TpedoBaTh MCTIOJHEHUST YIIPaKHeHUH
KaK XOpoM (BCEeM COCTABOM TPYIIIbI), TaK U
MAaJIeHBKUMU aHCAMOJIAME (9T, TPHO).

7. Pabora 1o conbdenrupoBaHnio MbIc-
JINTCA B IBYX IlJIaHAaX: HAPAALY C OAHORPATHLIM
HPOIeBAHIEM C JIHCTA Psijia HOMePOB, HE0OXO0-
JIIMO B TO jKe BPeMsi TIOJ[BEPTHYTH 3HAUNTEb-
HYIO 4acTh MaTepuajia OCHOBATETbHOI ITpopa-



material to a thorough study (and even
training), which should have as its goal
the overcoming of all difficulties till com-
plete clarity of reproduction. Such a com-
bined method of work gives as a final re-
sult a certain amount of skills in sight-
singing and develops a sense of ensemble,
including both the ability to find a tonal,
temporal and melodic (thematic) support
and the orientation in performers’ parts.

8. Separate intonational and some-
times ensemble difficulties are marked by
the enclosure of the corresponding notes
in a four-square; such places may require
separate study or even composing of spe-
cial auxiliary exercises by the teacher. In
addition, the collection contains a number
of methodological notes on individual
points of exercises, on whole exercises
and, finally, on whole groups of exercises.

9. The two-sided arrows used in the
collection indicate which of the sounds of
the voice that came before is most suitable
as a support to the voice entering after a
rest, of course, if there is a preliminary
tonal tuning. When singing imitations in
unison, memorizing the beginning of the
melody of the voice that entered earlier
should serve as a guideline for entering
first of all.

10. The metronome instructions given
for each exercise indicate approximately
the desired tempo of performance; howev-
er, initial acquaintance, as well as work-
ing out and studying, must often take
place at a slower tempo, with a gradual
bringing it to the indicated designation.

11. The commas placed amidst the
music text are aimed at specifying the
most convenient moments for taking a
breath. In motion of similar durations
such moments can sometimes be deter-
mined at will, in different ways. In addi-
tion, we recall that in choral performance,
sometimes it is allowed to choose a mo-
ment for taking a breath, which does not
quite correspond to correct phrasing —
with the indispensable condition that such
an abnormal change of breath is not made

0otke (M jaske pasyuynBaHUIO), KOTOpAs
MOJUKHA WMeTh CBOEH IeJbI0 PeoloeHne
BCeX TPYAHOCTEH [0 TOJHOW OTYETINBOCTH
BocipousBefenus. Takoli KOMOMHUPOBAHHBII
MeToj; paboThl JaéT B KOHEYHOM pe3yJbraTe
OIIpe/Ie/IEHHYIO0 CYMMY HaBLIKOB B [IEHUN € JIN-
cTa U pa3BUBaeT UYBCTBO aHCaMOJisi, BRIOUAs
1 yMeHue HalTH JaJ0TOHATbHYIO, BPEMEeHHYIO
1 MeJIO[MKO-TeMaTHYeCKYI0 OTopYy, U OpPUeH-
TUPOBKY B MAPTUAX UCIIOJHUTEIEI.

8. OryesibHble MHTOHAIIMOHHBIC, a MHOTIA
n ancambjieBbie TPYJHOCTH OTMEYEeHbI 3aKJII0-
YeHNeM COOTBETCTBYIOIIMX HOT B YeThbIPEX-
YIOJIbHUK; TaKkue Mecrta MOTYT HoTpeboBaTh
OT/IeJILHON TTPOPAbOTKI WJIM JlajKe COCTaBJIe-
HuA 11eJaroroMm ciienimaJJibHbIX BCIIOMOTI'aTeJb-
HbIX yrpaskHenuii. Kpome Toro, B cOOpHUK
HOMEIIEH PsAJl MeTOINYEeCKUX MPUMeYaHuil K
OT/IeJIbLHBIM MOMEHTAM HOMEPOB, K IeJIbIM HO-
MepaM U, HAKOHeIl, K HeJbIM IPyHiaM HOMe-
pOB.

9. llpumensiembie B COOpPHUKE JIBYXCTO-
POHHUE CTPeJKN YRa3bIBAIOT TOJOCY, BCTYyIIa-
I0IeMY 10CJie Tay3bl, KAKOH 13 3BYKOB T'0JIO-
ca, BCTYIHUBINETO paHbiie, Hanbojee MpuUrojieH
B KauecTBe OMOPbI, — KOHEUHO, MPH HATUIUN
1pe/iBApUTEJIbHOI  J1aJI0BOIi HaCTPOWKN.
[Tpu nennn nmMuTanuii B yHNCOH OPUEHTUPOB-
KOIi JIJIsl BCTYILIEHUS [IOJIFRHO CJIYRUTh, TTPEIK-
lie Bcero, 3alioMUHAaHIe Havaja MeJOIUu To-
J10ca, BCTYTIUBIIETO paHee.

10. MerpoHoMHbBIe YKa3aHus, JaHHbIe [IJIs
Kask[I0r0 HOMepa, YKasblBAIOT MPUOJIUZUTE -
HO JKeJIaTeJIbHYI0 OBICTPOTY UCIIOJHEHUs; Of-
HAKO IepBOHAYAJIbHOE O3HAKOMJIEHNE, a TaK-
JKe IpopaboTKa 1 pa3ydunBaHme JOJKHbI 3a4a-
CTYIO IPOUCXONTH B DOJIee MeIJIeHHOM TeMIie,
¢ TIOCTEeTIeHHBIM JIOBEJIeHIeM ero /[0 YKa3aHHO-
ro 0003HAYEHMSI.

11. [lomeménubie OCPEN HOTHOTO TEK-
cTa 3alsAThie NMEOT 1eJibl0 yKa3aTh Hanbosee
y0OHBIE MOMEHTHI JIJisi CMEHBI JIbIXaHUsI.
[Tpu pBUsKeHUU OJHOPOMHBIMU JTTUTENbHO-
CTAMU TaKue MOMEHTbBI MHOrda MOTryT 6blTb
onpejeJ/ieHbl IIPpOn3BOJIBHO, IMOo-pasHomy.
Kpowme Toro, HartloMHUM, YTO IIPU XOPOBOM HC-
HMOJIHEHUN WHOITA JIOMyCKAaeTcss BBIOODP MO-
MeHTa JIIsi CMEHbBI IbIXaHWsI, He BIIOJHE COOT-
BETCTBYIONUI TPaBMIbHON (PpasupoBke,



by all the performers of this part at the
same time.

12. The thematic unity of the content
of voices in the exercises with imitative
polyphonic texture is indicated by hori-
zontal square brackets in order to appro-
priately mark out the imitation during
performance. When imitation continues
from the beginning to the very end,
the square brackets are replaced by the
definition of such a long imitation, that is,
the word “canone”.

13. In a number of exercises it was not
possible to avoid places uncomfortable in
tessitura. Some of them are designated to
be performed an octave lower or higher,
in the other exercises the transposition of
individual passages to an octave more
convenient for performance is al the
choice of the teacher.

1. Sposobin

¢ TeM HEeNPEeMeHHBIM YCJOBUEM, UYTOObI TaKas
HelpaBuJibHas CMeHa JIbIXaHUs ITPOUCXOJ A
He Y BCeX UCTOJHUTeNel MaHHoN TMapTum Of-
HOBPEMEeHHO.

12. Tematnueckoe eUHCTBO COfEPIKAHUA
roJI0cOB B HOMepax MOJMMOHHO-UMUATATINOH-
HOTO CRJI3ja 0003HAYEHO TOPUBOHTAJILHBIMI
KBAIPATHBIMI CKOOKAMM, ¢ IeJBI0 COOTBET-
CTBYIOIEIO BbIfleJICHUSI MMUTALUK IIPU WC-
nonHeHun. [lpu nMuramum, npogoKarOIIeN-
¢ ¢ HAYaJa [0 KOHIA, KBAJPaTHbIE CKOOKM
3aMEHeHbl Ha3BaHMeM TaKOU [JINTeJbHOI
UMUTAIIH, TO €CTh CIOBOM «KaHOH».

13. B psie HoMepoB He ynajaoch n30e;Karh
Heyno0HBIX 110 Teccutype mect. Hekoropbie u3
HUX 0603Haqeﬁbl IJid MCIloJIHeHUuA OKTaBOﬂ
HIKe UJan Bblllle, B OCTAaJIbHbIX HOMean uepe-
HECeHUe OTIeJbHBIX OTPHIBKOB B Hosiee yj00-
HYIO [IJISI UCIIOJHEHWsI OKTaBY IIPeCTaBISIeTCS
Ha YyCMOTpEeHUe I1eflarora.

. Cnocobun



PART ONE YACTDB IIEPBAA

TWO-VOICE SINGING OABYXIT'OJIOCUE

Division I. Consonances and elements Orgen I. KoEcoHAHCHI U 5JIEMEHThI
of dominant seventh chord JOMUHAHTCEIITAaKKOpIa
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* The upper voice’s entry is guided by the lower  * Bepxuuii rosioc opueHTHpYeTCsi B CBOEM BCTY-
voice, as if continuing the scale-like motion it has IJIEHUM HA HUMKHUN ToJIOC, KaK Obl TPOOJIIKAS

begun. Havaroe M raMmmMoo0pasHoe IBIKeH e,
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** Attention should be paid to the accuracy of  ** Cinemxyer oOpaTuTh BHUMaHNE HA YHCTOTY UHTO-
intonation when the lower voice leaps from mi to HaIMN TP CKaYKe HIKHero rojoca ¢ Mu Ha 4.
la.
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* Bo Bcex TOMOOHBIX cJaydasx WMUTAINN B

* In all such cases of imitation at the unison the
entry of the imitating voice is guided by the

beginning of the melody in the voice that came

before — by memorizing it.

YHUCOH UMUTUPYIOIIMUI IOJI0C OPUEHTUPYeTCA B

a,

TYIJICHUN Ha Ha4YaJI0 MeJOoAnun TroJjoc

CBOGM BC

3alIOMITHA-

BCTYIINBOIECTO pPaHbIIEe, TIPU ITOMOIIN

HUA ero.
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Division II. Rests

Orgean I1. ITayssr
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* This exercise (except for the last measure) is
like one melodic line divided in performance
between two parts. When working on it, it may be
useful to first sing the entire melody as one part,
i.e. moving from staff to staff as indicated by the

dashed lines.

Moderato J= 80-92

St

* Jror HOMep (Kpome TMOCJeHero Takra) mpeji-
craBiasier co0Oil Kak Obl OJHY MeJOUUeCcKYI0
JUHWUIO, TIOMEJeHHYI0 B UCIOJHEHUN MEJKILY
naBymsi ronocamu. llpn npopaborke ero mosker
OKA3aThCs MOJTe3HBIM CHAUAJIA TPOITETh BCIO MEJIO-
IO KaK OJIUH TOJIOC, T.€. TePeX0jist CO CTPOUKY Ha
CTPOURY, KAK YRA3aHO ITYHKTHPOM.
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*#%* In all the exercises of this division it is neces- ** Bo Becex momepax JToro oTena HeoOXOamMo
sary to achieve accurate, clear and comfortable NOOMBATLCS  TOYHOIO, YETKOTO ¥ CIOKOMHOTO
performance of rests. BBITIOJTHOHIST T1aY3.
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Allegro moderato J=112-126 AT,974
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* The main difficulty of this and the following  * OcwHoBHas TPyLHOCTHL DHTOTO W CIAELYIONETO

exercises lies in the same type of rests being HOMEpORB 3aKJIovyaeTcs B 1100UEePETHOM TIpoBefe-

alternately stated in both voices; in this regard, HUM OJ{HOTO 1 TOTO JKe THIIA 11ay3 B 000MX roJiocax;

we emphasize the importance of orientation to the B CBSI3W ¢ HTUM TOJYEPKMBAEM BayKHOCTL OpHMeH-

partner not so much in point of pitch, but mainly  TwpoBkm Ha maprHépa He CTOJBKO B OTHOTICHUN

in the sense of reliance on the beat. 3BYKOBBICOTHOCTHU, CKOJIBKO, TIABHBIM 00pa3oM, B
CMBbICJIE OTIOPHI HA CYETHBIE JIOJTH.
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* There are no new difficulties concerning rests in * B orux JABYX IOCJHCMHUX HOMepax JaHHoro
these two last exercises of this division; here, only oT/lesia HET HOBBIX TPYJHOCTeH B objacTu mays;

increased attention is required to the distinct — 3mech Tpebyercs JUITDL TOBBINIEHHOE BHUMAHIE K
intonation of melodic figures that include modu- OTYETIINBOMY ~WHTOHHPOBAHUIO MEJOJMUCCKUX
lations (see the corresponding designations of  oGoporoB, 3armiouaonux B cebe OTRIOHEHWS 1
tonalities under the staff). MOJIYJISANUN (CM. COOTBETCTBYIOIIIE 0003HAUEHS

TOHATBHOCTEN O HOTHOM CTPOUKOTI.
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Division III. Consonances on stressed Orpen I1II. KoHcornaHChl Ha CUIBHBIX
beats. Passing and neighbor nouax. ITpoxogaiiue u
dissonances BCIIOMOTaTeJbHbIE JUCCOHAHCHI
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* The entry of the lower voice continues the
scale-like motion of the upper voice. The purity of
sounding of the major seventh on the second
quarter of the 8th measure is determined by the
support of the lower voice by the just-sung do,
and thus by the feeling of tonic harmony of the

7th and 8th measures.

UM 7-T0 1 8-TO TAKTOB.

16

* Humwunii ro0¢ CBOMM BCTYIIEHUEM Kak Obl
MPOJIOJI3KALT raMMO0OOPasHOe JIBUKeHe BEPXHETOo
rojoca. Yuerora 3Byuanust 0OJBINTON CONTUMbI Ha
BTOPOIl YeTBEePTH S-T0 TaKTa OOYCJOBIMBACTCS
OTIOPOT HIKHETO ToJI0ca Ha TOIBKO 4TO ciieToe Jo,
a TeM CaMbIM Ha OI[YIeHIe TOHNYeCKO TapMo-
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