MVY3UYHE MUCTELITBO

5. Demochko, K. (2008). Mystetska Bukovyna : Narysy z mynuloho [ Artistic Bukovyna: essays from
the past]. Chernivtsi, Knyhy — XXI. (in Ukrainian).

6. Demochko, K. (1990). Muzychna Bukovyna : storinky istorii [Musical Bukovyna: History pages],
Kyiv, Muzychna Ukraina. (in Ukrainian).

7. Halyts, H. K., Hurbyk, B. O., Isak, A.F., Marusyk, T.V. (Eds.). (2011). Zatulovsky Leonid
Borisovich, Sertsem z Bukovynoiu : imena slavnykh suchasnykiv [The heart with Bukovyna: the
names of glorious contemporaries], Kyiv, Svit uspikhu, p. 179. (in Ukrainian).

8.  Kushnirenko, A. M., Zalutskyi, O. V., Vyshpinska, Ya. M. (2011). Istoriia muzychnoi kultury y
osvity Bukovyny : navch. posibnyk [History of musical culture and education of Bukovyna:
Tutorial]. Chernivtsi, Yuriy Fedkovych Chernivtsi National University. (in Ukrainian).

9. Bohaniuk, Yu. V., Havryliuk, O. O. (2009). Pamiataimo! (Znamenni ta pamiatni daty Bukovyny v
2010 r.) [Let’s remember! (Significant and memorable dates of Bukovina in 2010)], edited
Dovhan M. M., Chernivtsi, Knyhy — XXI. (in Ukrainian).

10. Revutskyi, L. (1988). Literary heritage, Povne zibrannia tvoriv [Full collection of works], edited
by DovzhenkoV. D., Kyiv, Muzychna Ukraina, vol. 11. (in Ukrainian).

11. Tymofieiev, V. (1972). Ukrainskyi radianskyi fortepiannyi kontsert [Ukrainian Soviet Piano
Concert], Kyiv, Muzychna Ukraina. (in Ukrainian).

VJIK 786.1

Oxcana CiaimueHko
Ipuna MenbHI4YEHKO

PEAJIIBALIIA BASSO CONTINUO
SAK ACHEKT KOHIIEPTMEHCTEPCHKOI IPAKTUKH

Y cmammi kopomko oznsinymo nepeunni ma 6mopuHHi Odcepend, 8 AKUX MOMCHA 3HAUmMuU
inghopmayito 3 meopii i npaxmuxu yugpoeanoco 6acy. PoszensHymo Oesxi Kmowoei npunyunu
poswughpysanus basso continuo i 6esnocepedHvoi tiozo peanizayii. [lopyuene numanusa ancamonesux
NPUHYUNIE@ ™A  CIMUTICMUKY BUKOHAHHA OApPOK0B8020 AKOMUAHEMeHmYy 6 mpaouyisax pisHux
HayionanvHux KIaGipHUX WKl mozo uacy. Bukxowano 3azanvhuil ananiz 080X OCHOSHUX MUNI6
iCHyrOuUX 20mosux peanizayiii basso continuo ma ix nopieHaHHs 3 NO3UYIT ABMEHMUYHOCTI.

Kntouoei cnosa: pozwugpysanns basso continuo, cmunicmuxa 6apoxko8o20 akoMnaHemeHmy,
ancambnesi npUHYUnu.

Oxcana CinmieHko
Hpuna MeJIbHUYEHKO

PEAJIM3ALINSI BASSO CONTINUO
KAK ACIHEKT KOHIHEPTMEUCTEPCKOU ITPAKTUKHU

B cmamve npousgeden kopomiuii 0630p nepeUUHLIX U GMOPUYHBIX UCHOYHUKOS, 8 KOMOPbIX
MOJICHO — HaUimu  UHGOPMAYUIO  OMHOCUMENLHO Meopuu U  Npakmuky yugposanrHozo baca.
Paccmompenvt  nHekomopuvle  kmouegvle  npumyunvl - pacwugposku  basso  continuo u  e2o
Henocpeocmseen ol peanuzayuy. 3ampoHym 0npoc aHcambaesblx NPUHYUNOE a MAKIHCe CIUNUCTIUKU
UCHONIHEHUsL 6APOYHO2O AKKOMAAHEMEHMA 6 MPAOUYUsIX PA3ZHBIX KIAGUPHBIX wiKoa snoxu. [Ipousseden
00wl ananu3 08YX OCHOBHLIX MUNOE8 CYUWECMEYIOUUX 20MOo8blx peanuzayuil basso continuo u ux
cpagHeHue ¢ no3UYyuU aymeHmu4HoCmu.

Kntouegvie cnosa: pacuughposka basso continuo, cmunucmuxy 6apo4Ho20 aKKOMHAHEMeHm,
ancambnesvie NPUHYUNDL.
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Oksana Slipchenko
Iryna Melnychenko

REALIZATION OF BASSO CONTINUO
AS A PART OF ACCOMPANIST’S EXPERIENCE

Basso continuo is a specific baroque theory and practice that gave the beginning to the
classical harmony and became a mould for the letter-figural system of writing chords in jazz. The term
“basso continuo”, or thoroughbass was founded in 16" century. In general it means the system of
reduced notation that contains clear and ciphered notes. The main rules of deciphering this “coded
music” and it’s stylistic features we can find in baroque tractates (the most popular are: Anweisung zu
vollkommener Erlernung des General-Basses by J. D. Heinichen (1711), L’Armonico Pratico al
cimbalo by F. Gasparini (1708), Nouveau Traité de I’accompagnement du clavecin, de I’'Orgue, et des
autres instruments by M. Saint-Lambert (1707), Kurze Anweisung zum Generalbass-Spielen by G.
Turc (1791), and many others.

The main principles of thoroughbass realization are:

1. The figure in basso continuo score always means the interval from bass note (the most
characteristic interval in the chord, as an example 7 — seventh-chord, 5 or 3 — basic chord, 6 — sixth-
chord, 9 — ninth-chord). If some notes are left without figure, it can be harmonized with basic chords
or be left as passing tones.

2. The alteration near the figure shows which tone changes. If the sharp or flat stays
separately, it means the alteration of the third.

The crossed out figure means diminished or augmented interval (g - diminished fifth,

diminished triad, or the second inversion of the dominant seventh-chord; A augmented fourth or

second-chord; 6. petite accord — the third inversion of the dominant seventh-chord).

The main voice-leading in rules baroque accompaniment are:

1. Two voices must never move in parallel octaves or fifths. That’s why the contrary motion is
desirable.

2. The chords must be played as near to each other as it possible to avoid illogical leaps.

3. All dissonances must be prepared and resolved. This rule refers to sevenths, seconds,
tritons, suspended fourths and ninths.

The main ensemble principles in thoroughbass are:

1. The accompaniment must never double the lid voice. The continuo part has a
complimentary function. It concerns the rhythmic organization as well as number and placement of
voices.

2. Number of voices in accompaniment and type of texture depends on soloist’s dynamics and
expression.

3. Diminution should be applied reasonably. It must supplement the solo part and not to be
overloaded with virtuoso progressions or ornaments.

There is some stylistic difference between French and Italian styles of playing thoroughbass.
French clavier music has a lute roots. That’s why it has very sophisticated ornamentation, well-
developed polyphony and the specific complex of performing features concerning touché and methods
of arpeggiating chords. The Italian tradition is more clear and simple. It intended on immediate
performing. This feature related with big popularity of opera in Italy in that time. For playing such
giant piece of music required to performer not to pay attention to details, as he did in miniatures.

There are some editions of baroque scores that offer finished realization of basso continuo.
Sometimes they look like transcriptions, and lay very far from style of composer and his epoch.
Sometimes they are more objective and trying to save the original figuring and not overload a score
with spare notes. But with position of authentic performance, the priority must be given to self-made
realization of basso continuo, because it gives the ability to performer to realize his fancy and to bring
a drop of improvisation into his performance.
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Cepen cyyacHUX BITYM3HSIHHUX MY3UKaHTIB MOOYTY€ CTABJICHHS 10 iCTOPHYHOTO BUKOHABCTBA
SIK 0O OKpeMoi CKJIaJHOi HayKu, €K30TH4HOI Ta cnenudiunoi. IIpore OapokoBa My3uka Oyna i
3aJIMIIAETHCS HEBII'EMHOKO CKJIaJJOBOK0 HABYAIBHOTO Ta KOHIEPTHOTO PErepTyapy MPaKTHYHO BCIX
aKaJeMIYHUAX 1HCTPYMEHTAIICTIB 1 BOKAJICTIB. ToMy st TOrO, 1100 BUBECTH BHBUEHHS CTAPOBHHHOI
KJIACHUKHM Ha SKICHO HOBHH, €BPOICHCHKUH PIBCHb, MH MAaeMO BHBECTH iCTOPHYHE BHKOHABCTBO 3
eNITAPHUX BY3bKHUX KU y IIUPOKY MPAKTUKY aKaJAEMIUYHOTO Ta CIEHIYHOr0 MY3HYHOTO JKUTTS KpaiHH.
Basso continuo € crnenudidyHo 6apoOKOBOI MPAKTHKOK, 3 SIKOK MU HE 3ITKHEMOCS, BHKOHYIOUH
My3uKky iHmumx enox. [Ipore came Ha (yHmameHTi 1udpoBaHoro Oacy chopMyBayiacs KiIacHYHA
TapMOHIsl Y TOMY BHIJIIII, B SIKOMY Hapasi 3HA€EMO Ta BHBYAEMO ii MH, a TaKOX CHCTeMa OyKBEHHO-
IUppPOBUX MO3HAYCHD (SK aJbTEPHATHUBHOT HOTAIlli, KOTpa Jae iIMIpoBi3aliiiHy cB0OO Iy BUKOHABIICBI)
B ecTpaaHiii 1 mka3zoBiid my3uili XX—XXI ct. ToMy BUBYEHHsI MPHUHIUIIIB basso continuo He JUIIe
Ha0JIM3HUThH HAC JIO ICTOPUYHO KOPEKTHOTO BUKOHAHHS 0apOKOBUX TBOPIB, a 1 MOTJMOUTH BiAYYTTS Ta
MpeaMeTHE 3HaHHS TapMOHIl i, K pe3ynbTaT, JacTh 3MOTY IMiAHATUCS Ha HOBUH mIabenb y
BHKOHABCBHKIiii BUPA3HOCTI i TEXHIUHI CTOPOHI BOJIOAIHHS IHCTPYMEHTOM.

Cruteck OCIIAHAIBEKOTO Ta BUKOHABCHKOTO iHTEpECy 10 6apoKoBOi My3HKH HaOYB IIOPiBHIHO
mMUpoKKX MacmTabiB y XX cT. y KpaiHax 3aximHoi €Bporu Ta IpoAOBXKYye HabupaTu 0OEpTiB J0CI.
HapuanpHux mociOHHKIB 3 TeHepal-0acy € HeMalo, IpOTe JKOAEH, Ha Xajb, IIOKH He MepeKIafeHui
YKpaiHChbKOI0 MOBOIO. OJHUM i3 MOCIOHUKIB, Ha SIKUH CIUPAETbCA aBTOP HaHOI CTAaTTi, € KHHUra
Wecnepa Kpicrencena “18"™ Century Continuo Playing (A Historical Guide to the Basics)” [6].
AKTHUBHO pO3pOOJISIIOTH TeMy basso continuo i B HAyKOBHX KoJiaxX (HaBeJeMO SIK MPUKJIIa] JUCEPTAIiI0
Hepima Yenmena “Thoroughbass pedagogy in nineteenth-century Viennese composition and
performance practices” [5]). LlikaBuM TmO€IHAHHSIM MY3WKO3HABUOTO, TEOPETUYHOTO Ta
BHKOHABCHKOTO acHeKTiB Tpaauuii uudpoBaHoro Oacy € mpaus MapumHa CestkeBnya (Marcin
Swigtkiewicz) “Basso continuo we Wioszech i Niemczech pierwszej potowy XVIII wieku” [12].
Cepen pociicbKUX [IOCTIDKEHb JaHid Temi TpUCBsAYeHI Taki HaykoBi cratTi: M. KatyHsH
“TTocTrkoMmozumust XVI Beka: Ha myTH K aBTopckomy omycy” [2], O. dinimosoi “Basso continuo Ha
kaBecuHe. CTuimicTHKa 1 puéEMEI ucrionaeHus” [3], A. Bospkinoi “Basso continuo — riidpoBaHHBIi
Oac unm Bce-Taku reHepan-6ac?”’ [1].

Mera cTarTi — OXapakTepu3yBaTH OCHOBHI NMPUHIMN peaiizarii basso continuo Ha OCHOBI
nepmopkepen  (iTamiiicbkoro,  (paHIy3bKOTO Ta HIMEUBKAX TPaKTaTiB emoXd 0apoko),
MpoaHai3yBaTH W TOPIBHATH peAakiii-peanmizaiii 3 TO3WIIT aBTEHTHYHOCTI 3 MOJAIBIIAM
OOTPYHTYBAaHHSIM JyMKH IOAO MPaKTHYHOI JOUINEHOCTI BHKOPHUCTAHHS YPTEKCTY Ta CaMOCTIHHOTO
po3mmdpyBanns nuppoBaHOTo Oacy.

[epiox 3 1600 mo 1750 p. y My3HKO3HABCTBI NPUIHATO HA3UBATH €MOXOI0 reHepan-oacy. Ls
MPaKTHKa CIpaB/i € He MPOCTO OJHUM 13 My3UUHO-TEOPETUYHHUX YUEHb, a i 3HAKOBOIO BiXOIO B icTOpil
CBITOBOT MY3HKH, SKa O3HAMEHYyBaJla MepeXiJl BiJ JiHeapHO-TOIi(hOHIYHOTO MUCIICHHS JI0 TaK 3BaHOT
¢yHukionansHOi BepTHKami. I[loHATTS ‘Tenepan-6ac”, BuHHKIO B XVI cT. Ta o3Ha4yamo TUI
CKOPOYEHOT0 3aIHCy MY3HKH, 32 SKOTO IPECTaBIeHy HOTaMU abo OykBaMH 0ACOBY JIiHIiO, IIOCTYIIOBO
YCBIIOMITIOBaHY SIK (yHAZAMEHT 0araToroioccs, IONOBHIOBAIH NU(ppaMH Ta pPi3HOMaHITHUMH
3Hakami [1, c. 11].

Basso continuo — e peHoMeH, KU HarJISIHO CBIIYUTH MPO HEPO3AIIBHICTh My3UYHOT TEOPil
Ta MPAKTHUKU B eNoxy 0apoko. KoMmo3nuTop, TeopeTHk, BUKOHABEIb, IEAAroT — y Ti YacH Ii MOHSATTS
Oynmn He okpeMuMH Tpodecismu, a pi3HUMH “‘imocTtacsiMu’” My3WKaHTa. MOXKIIMBO, caMe TOMY
0apoKOBi TBOPHM TakKi JIOTIYHI Ta [OBEpIIEHI, a TPaKTaTH — Taki mpakTW4Hi. Jlo Hammx dacis
30eperiiocst YMMaIo MaHyCKPUITIB-TPAKTATIB, sIKi aKTHBHO BUBYAIOTh, IEPEKIANal0Th Ta KOMEHTYIOTh
BUKOHABIII ¥ JOCIIAHUKH CTapOBHHHOI My3HWKHU. baraTto 3 HUX € y BIIKPHTOMY €JIEKTPOHHOMY JOCTYIII,
Hanpukiana: Regola facile, e breve per sonare sopra il basso continuo ®. Cabarrini (Venice, 1628);
L’ Armonico Pratico al cimbalo ®. I'acmapini (Venice, 1708); Der General-Bass in der Composition
M. 1. Xaitmixena (Dresden, 1728); GroBe GeneralbaB-Schule M. Martesoma (Hamburg, 1731);
Handbuch bey dem Generalbass und der Composition ®@. B. Mapmypra (Berlin 1755-8); Kurze
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Anweisung zum Generalbass-Spielen JI.I. Tropka (Leipzig un Halle, 1791); Principes de
I’Accompagnement du Clavecin XK. A. ]I’Anrnebepa (Paris, 1689); Nouveau Traité de
I’accompagnement du clavecin, de 1’Orgue, et des autres instruments M. ne Cen-JlambGepa (Paris
1707); Principes de 1’Accompagnement du Clavecin XK. ®. Jannpiiio (Paris ca 1719); Traité des
accords et de leur succession selon le systeme de la basse fondamentale XK. @. Pamo (Paris, 1764).
Leit cnmcox MoxHa npooBxKyBaTH. [IpoTte iH(OpMaIis, MogaHa y TpakTaTax pi3HUX aBTOPIB i HABITH
pI3HHX KpaiH, Mae 6araTto CIJILHOTO Ta MOXKe OYTH 3BeJieHa JI0 PSITy OCHOBHHMX NPUHIIUIIIB peatizamii
basso continuo Ha KJaBipi.

Posmudpyanns nudpoBaHoro 6acy — e mporec TBOPUOCTI, 1110 Ma€ MEBHI 3aIekKHI BiJ| 4acy
Ta KpaiHM HAMHCAaHHSA TBOPY CTWIICTHYHI HIOQHCH BHUKOHAHHJ. AJie HE3MIHHHM 3aJIHIIA€THCS
npuHIMIL: nugpa — e inTepsan Big Oacy. [IpruoMy KUTBKICTh OKTaB MK 0acoM i IMM iHTEPBAJIOM JI0
yBarm He OepyTb, IHIOIMMH CIOBAMH — TECHTYpy OOHpae BHKOHABEIlb, BPaXOBYIOUHM aHCaMOJEBI,
JUHAMIYHI Ta 1HII My3WYHO-BHUpA3Hi YMOBH, i IIe HiK HE 3a3HayeHO B maptutypi. [Ipore, 3a CeH-
JlamOepoM, BepxHiil TOJIOC aKOPJOBOTO aKOMIIAHEMEHTY HIKOJIM HE MOBHHEH OyTH BuIle € abo f2
KpiM BHWIIQJKiB, KOJM 0Oac MEpeMill]a€ThCs B aJbTOBUH PETICTp 1 BCI HOTH CTalOTh JIyXKe
Brucokumi [11, c. 34].

JlakoHiuHicTh cucTeMu 1U(GPOBUX TO3HAYEHb TOJSATae€ y 3almMci  akopay —4epes
HalxapaKTepHIMMHA NPUCYTHIN y Horo ckiani iHTepBal (HampwKIang, 6 — ceKcTa = CEKCTaKopH, 7 —
centuMa = centakopn). “bararomoBepxoBi” mMO3HaYeHHS BHKOPUCTOBYBAJIHM 3a3BHYAN Ul 3aIllUCy
CKJIQIHUX aKOPJIB i3 MOJABIHIMH 3aTPUMaHHSIMH (TPAIUISIOTHECS B MI3HININX MMAPTUTypaX, HAITPHUKIIA]
y . C. Baxa). OzuH i Toii camuii akOp/l MOXe MaTH KiIbKa [03HAYCHb, i HABMAKH, oJHA Hudpa (a6o
KoMOiHartist 1irdp) MoXke O3HAYaTH KillbKa akop/iB. BUpIiIanbHUM y TaKuX BUMAJKax Oyie 3araibHUN
KOHTEKCT (TOOTO 3arajibHa TapMOHIYHA JIOTiKa AaHoi My3u4HOi ¢pasu). Hampukmnan, TpuzByk Moxe
OyTu 3amucaHuid Udpor 5, mudporo 3 abo B3arami 3anumiatucs 0e3 HU(GPOBOrO MO3HAYCHHS, a
mudpa 4 Moke 03HaYaTH 3aTPUMaHHS JI0 TEPIIOBOTO TOHY a00 KOHCOHAHTHHH KBapTCEKCTAKOPI.

OxpiM TOr0, OKpeMi 0acoBi HOTH, 110 HE MiANKCaH1 HIIKUMH IU(pPaMU, MOXKYTh O3HAYaTH K
TPU3BYK, TaK 1 MPOXiJHI HOTH, IO HE TAPMOHIZYIOTECS (0COONHMBO SKIO 0ac € SICKPaBO BUPAKEHOIO
MEJIOAN30BAHOI0 MapTi€ro). Taki HOTH MOXYTh OyTH SIK aKOPJOBUMH, TaK 1 HeakopHoBuMu. [IpuitHaTu
pIIIeHHS oMo IX rapMOHI3aIlil 3a3BHYail JOMOMaralTh TapMOHIYHA JIOTIKa Ta METPUIHHUNA KPOK, L0
BiJTYYBAETHCSI Y 3aralIbHOMY PYCi aKOP/IiB.

Anpreparis 3a3BHYai BUIHCYIOTH OiMs IU(pH, IO 03HAYA€E ANBTEPOBAHMH TOH. SIKIIO K 3HAK
HE TOETHAHWHA Hi 3 KO IUQPOI0, TO BiH O3Ha4ae anmbpTeparito tepmii. Kpim Toro, 3MeHInennii abo

30UTBIIEHNH 1HTEpBaN MOXKe OYTH TO3HAYeHH TMepeKpecieHor mudporm (# — 3MeHIIeHa KBiHTa,

3HAaK BUKOPUCTOBYBAJIM UIA 3alIMCY 3MCHIICHOTO TPU3BYKY, A0 AKOI'O 4aCTO JO0JAaBalil CEKCTY, ‘4(—

30iIbIIeHa KBapTa, 3HAK YacTO BHUKOPHCTOBYBATHM ISl 3allMCy CEKyHAAKOPHY). 6 o3nauac
TepuKBapTakop, skuilt y Jauapiiio Ta Cen-Jlambepa Ha3BaHMU petite accord (MpoTe el camuit

aKOp[I YacTo ITO3HAYAIN 3BHYAHHOIO IITICTKOIO).

BaxnuBuMm acriektom y peanmizamii basso continuo € romocoBedinns. “Ilepmie mnpaBuio
TOBOPHTH, IO B MY3HWII JBa TOJIOCH HIKOJNM HE MOBHHHI PyXaTHCh B OKTaBy a0o KBiHTYy. Takmx
napajeJbHUX OKTaB Ta KBIHT MOTPIOHO YHHKATH, OCOOJIMBO KOJHM BOHU YTBOPIOIOTHCS MiX KpaiHIMHU
rojocamu. 11100 YHHUKHYTH LBbOrO Ta iHIIMX HE3rpaOHUX i HEMPUUHATHHUX XOJiB, 3BEPHITh yBary Ha
HACTYIIHE TPAaBIIO: PYKH HIKOMM HE IMOBHHHI POOHMTH 3aliBUX CTPUOKIB, ajie¢ MAalOTh MOCTIHHO
3HAXOJIMTH HAHOMMKYMI aKopJ], BAKOPUCTOBYIOYH MIHIMAJIbHI MEPEMIIIIEHHSI TaK 4acTo, SIK 11 TITbKU
MoxnuBo” [10, c. 123]. OCHOBHMM MPHWHIWIIOM € TUIABHICTh (OyAb-iKi CTpUOKM MarTh OyTH
XYZ0KHBO 200 JIOT1YHO BUNpaBAaHUMHU). JJIsl IBOTO PEKOMEHIOBAHO MPH 3MiHI aKOPIiB 3aTpUMYBaTH
(abo 3anmumiaTy B TOMY K roJioci) CIIBHUH 3BYK. Jlami B TekcTi TpakTtary XakHixeHa [10] — 3naiiomi
npaBWiia TapMOHi3alii MOCTYIIEHEBOrOo pyXy B 0aci 3a JONMOMOTOK TPHU3BYKIB 13 BUKOPHUCTAHHSM
MPOTHIIC)KHOTO pyXy rosociB. OTKe, MOXKHa 3pOOUTH BHCHOBOK, IO IpaBWiIa BHKOPHCTaHHS
TPHU3BYKIB JIMIUIA IO HAC i3 THX YaciB, HE 3a3HABIIM CYTTEBHUX 3MiH. [liICyMOBYIOUM BHKIJIAJCHE,
XaliHiXeH 3a3HayuB, 110 MPOTHISKHUM pPyX TOJIOCIB € HaWBUTiAHIIMM, OO0 BiH Ja€ 3MOTYy
aBTOMAaTUYHO YHUKHYTH napainemizmis [10, c. 128].
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BuHsATKOM 13 TpaBWja TNpO Mapajelli3Md € pyX THapalieIbHUMH CEKCTAaKOpAaMHU IIpH
MOCTYIIEHEBOMY pyci B 0aci. Y TakuX HOCIIIOBHOCTSIX XaiHIXEH PaIUTh MPOIMYCKATH OKTAaBY IS
YHUKHEHHsI 0iTHOro abo He3rpaOHOTo 3BYYaHHS, & TAKOX YIS 3pyYHOCTI MMpaBoi pyku (MIpH 101aBaHH1
mpukpac abo B iHmmx Bumagkax) [10, c. 140]. V tpakrari CeHn-JlamOepa 3HaXomuMoO JeTanbHE
MOSICHEHHS 11I0JI0 AYyOJIIOBaHHs B cekcrakopaax. OKpiM 3BUYHUX AyOIltOBaHb OKTaBH 1 Tepiii, CeH-
JlamOep HaBOJWMTH TaKOX TyOJIFOBaHHS CEKCTH Ta CEKCTAKOP/ i3 JOAaHOK KBapToOlo (petite accord).
“Crig TakoX 3rafiaTv y 3B°3Ky 13 aKOpJIOM, 10 CKIIAJA€THCS 3 MIHOPHOT TepIii i Ma)KOPHOI CEKCTH, 110
KBapTa MO)Ke OyTH 3irpaHa 3aMiCTh OKTaBH, 32 YMOBH, IO I 3aMiHa CTajacsi B MONEPETHHOMY
akopmi” [11, c. 16].

VYci aqucoHaHCH MTOBUHHI OyTH MiATOTOBIEHHMH Ta pO3B’si3aHUMH. Lle cTocyeThest Hacammepen
centuMmu. KpiM centumu, ceKyHIU, HOHM 1 TPUTOHA JHCOHAHCOM TaKOX BBaXKAETHCA KBapTa, SKILO
BOHA BUCTYIIA€ y POJIi 3aTpUMaHHS 10 Tepiii. CenTrMa 3aBXAW MEPEXOINUTh Y CEKCTy, KBapTa — B
TEpIil0, HOHA — B OKTaBy. “3BEpHITh OCOOJHMBY yBary Ha MNpaBWJIO, 3TIIHO 3 SIKAUM KBapTa, sKa
TPAIUIIETBCS Y BEPXHbOMY ab0 CepelHbOMY IoJIocax IOIMEePEeIHBOr0 aKOpAy, 3aBKAW 3aTpUMaHa y
TOMY 3K TOJIOCI Ta pO3B’SI3YETHCS BHHU3 y CyCimHIO Tepuito. KBapra 3a3Buyail MoeaHYETHCS 3 KBIHTOKO
Ta oKTaBor” [9, c. 46].

[Momo B3aeMofil aKOMIIAHEMEHTY i3 COJIIOIOYMM TOJIOCOM, TO Yy JKEpenax HeMa KOPCTKUX
npaBwia. Ilapris KoHTiHyo He OOOB’S3KOBO Mae OyTH HIDKYE COJO, aKe CYTh T'apMOHIYHOL
MiTPUMKH — y 30aradeHHi OCHOBHOI'O TOJIOCY JOAATKOBUMHU oOeproHamu U QapOamu. ['acmapiHi
paauTh yHUKaTH MyOJIOBaHHS MEJOJil B akoMmriaHeMeHTi: “TuMm He MeHI, Tpeba ocrepiraTcs TOTO,
mo0 He 30UTH cliBaka TakKUMH AUMiHyLisiMH (a00 Tak 3BaHMMH TipiASHIAMH): YHHUKAHTE TpH
iHTEepBaliB 200 (iryp, siki BiH MOXXK€ BHUKOPUCTATU. bijbllle TOro, HIKOJIM HE TpaiTe HOTa B HOTY
BOKAJIbHY MapTil0 a00 MapTilo, HAHMCaHy JUIi CKPHUIKH, OCKUIBKA JIOCTATHBO TOTO, IO TapMOHIs
MICTUTh KOHCOHAHC a00 JMCOHAHC, BUKIUKAHUH CIIB3BYYYsiM i3 0acoM Ta MOM’SIKIICHWH 3TiIHO 3
npaBWiaMu akommaHeMeHTy” [8, c. 88]. Ilpore He ciij IypaTHCsl TakoX JyONrOBaHHS MeENOJii B
Tepuito abo ceKcTy — Ied MpOCTUil MPUIOM € XapakTepHUM i OapOKOBOi MY3HMKH, OCOOIHMBO B
ITAMACHKIN Tpaauii.

PutMiuHa B3aeMofist mapTiii Takok Mae OyTH rapMoHidHOM. KopoTki TpuBajgocTi B COJIO
3a3BHYail ypiBHOBaXYIOThCS BUTPHMAHHMH aKOpAaMH, a JOBIi HOTH, HAaBIAKH, MPUKPAIIAIOTHCS
¢irypanisvMu (IMMIiHyIisIME) B akoMITaHeMeHTi. Y TpakTati @. ['acmapiHi € ABa poO3MIisIH, PHUCBSIUCHI
JUMIHYLISIM: Y TIEPIIIOMY HIEThCs PO BEPXHiH roioc, y apyromy — npo 6ac. [Ipore, HanpukiHmi BiH
3acTepirae, Mo TOH, XTO aKOMIIAHYE, Ma€ 3aciTy)KUTH 3BaHHS FapHOTO, MIITHOTO aKOMITaHiaTopa, a He
HAaTXHEHHOTO Ta MOTOPHOTrO BUKOHaBI. “Bin (xrasipucm — O. C., 1. M.) MOXe 3aCTOCYBaTH CBOIO
(aHTa3if0 Ta IaTH BOJIO ONUCKYYil TEXHIIl KOJU Ipa€ OJUH, a HE TOJI, KOJIM aKOMITaHY€E; s, BPEIITi-
pemIT, Maio HaMip TOBOPHUTH PO Te, SIK TpaTH BUTOHUYECHO, a He Oe3naxHo” [8, c. 90].

JuHamiuHi 3MiHEM B peallioBaHOMY basso continuo, 3BHUYalHO, 3aleXaTh BiA TUHAMIKH
coJricTa Ta peari3yloThes (GakTypHUMH 3acobamu. HacndeHICcTh (haKkTypH peryimroeThes SK KUTBKICTIO
roJIoCiB, TaK 1 iX PUTMIYHOIO Ta MEJIOJAUYHOI ‘‘3aBaHTAXKCHICTIO” (MUMIHYII, iMiTamii, Memi3Mu,
BIpTYyO3HI macaxi tomo). Bimuyrts crescendo i diminuendo — me IiKOM peayibHa pid HaBiTh Ha
M030aBJICHOMY NWHAMIYHHMX Tpajamiii iHCTpyMEHTI (HampWKiaJ, OJHOMAaHyaJIRHWH KiIaBecHH). 3a
JIOTIOMOTOI0  TYyIIIE, apTUKYJAIii, MIKPOAroriku Ta iHIIAX MPUHOMIB poOOTH 3 (HaKTypoIO IIUIKOM
MOXITBO BHOYIyBaTH My3W9HI (pa3u TaKUM YHHOM, IO CITyXad HaBiTh HE MOMITHTB, IO (aKTHIHO
JUHaMiKa He 3MIHMJIACh JKOJHOTO pPa3y IMPOTATOM YChOTO TBOpPY. BaXUIMBICTH €KCIIPeCHBHOCTI
akomnaHemeHty minkpecmoe @. acnapini: “Ili Ta iHmi aucoHaHcu, abo KOPCTKI TapMOHIi,
3maBasiocs 0, Jar0Th TAPHOMY CITIBAaKOBi 3MOT'Y Kpallle BUPa3uTH aheKTH Ta JyX KOMITO3UIIi. AJle, K s
BXE Ka3aB paHille, BUKOPHCTOBYHTE iX 3a OakaHHAM 1 cTexTe, o0 BH OyiM 3aI0BOJICHI HUMH B
TIepIIy Yepry, TOMI 1 CIiBaK, i ciryxadi OyayTh 3a70BOJIeHI 1ie Oinbine” [8, c. 84].

JlopedHo TakoK 3ralaTh MpO CYTTEBY PI3HUIIO E€CTETHKH ITAlHCHKOTO Ta (paHIly3bKOTO
Oapoxo. Iramiiicbkuii cTIb OUIBII TPSAMONIHIHHUEN, TPOCTHH, ekcrpecuBHUHA. Tomy 3ammc
uupoBaHOTo 0acy B MapTUTypax iTANiHCHKUX MaWHCTPiB 3a3BHUYail € AyKe JIAKOHIYHUM Ta MPOCTUM,
PO3paxoBaHMM HA MHTTEBE BHKOHaHHA. [ mpukmamy, B peaizalmii iTaliiicbKOro KOHTIHYO HE
COPOMHHM, 1 HaBiTh XapaKTEpHUM € OaraTopa3oBe MOBTOPSHHS OJHOTO U TOTO K CHiB3BY9ds. J[xK.
®peckobanpai (y Berymi no Ilepmioi kauru Tokar) ta @. acmapiHi pajgsiTh NOBTOPIOBATH TaKUM
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YIHOM JHMCOHAHCH, 33Ul IiJCUJICHHS a(heKTy, Ta BUKOPUCTOBYBATH aplieKyBaHHS Y pPO3B’s3aHHI,
o0 3po0uTH akop/ M’ KIIUM Ta ciaadkimmum [8, c. 79].

XVII-XVII cr. B Irtami Oynum o3HameHoBaHI po3kBiToM omepu. OcobnmBa yBara, sKy
npungism B Itanii upomy sxaHpy, BijoOpaxkeHa i B TpaktaTax npo uudpoBanuii 6ac. . acmapiHi,
HaNpUKIaJ], OKpeMHuid po3aia cBoei kuuru “L’Armonico Pratico al Cimbalo” npucBsuye qucoHancam
Ta a4akaTypaMm y pedmTarhBax. Y TpakrtaTi XaliHixeHa “Anweisung zu vollkommener Erlernung des
General-Basses”, OKpiM po3aily Mpo aKOMIAHEMEHT, € TaKOX PO3JALT MPO 3aCTOCYBaHHS MPABUII
peamizanii basso continuo y kaHtarax. lle cBiT4nuTh Mpo MBI pedi: MPO BIUTUB iTANIHCHKOI My3UKH Ha
HIMEUBKY Ta MPO MPsAMY 3aJleXKHICTh CTHIILOBUX OCOOJMBOCTEH KIIaBipHOTO aKOMITAHEMEHTY BiJ
KaHPY, B IKOMY HOTO Peati3yroTh.

OpaHiy3pkuil CTHIb € CKIAAHIIIMM 338 PaXyHOK PO3BHHEHOI MOJi()OHIYHOCTI, BEIHUKOT
KIUTBKOCTI Ta Pi3HOMAHITHOCTI MPUKPAC, PUTMIYHOI MPUMXIIUBOCTI (SICKpAaBUM TiITBEPKSHHAM i€l
JYMKH MOXe OyTH MOPIBHAHHS (QpaHIly3bKoi Ta iTaiiichkol KypanTH). Skmio y Tpakrati ®. ['acmapini
NpUAICHA yBara JHMINEe JBOM IIPHKpacaMm: adakaTypi Ta MOPIACHTY, TO B TaOmumi 1 AHriebepa
HATpaIIIEMO Ha BENMKE pisHOMaHiTTsS Meni3miB [7, e]. Ludposanmii Oac y wmiid Tpaamiii Tex
BUIMCAHUN JIETAJIbHO, 1 3a3BUYAl 3aJIUINA€ BUKOHABICBI MOPIBHAHO MaUil “TIPOCTIp JUIsl MaHEBPY .
Ax 3aznaumna O. B. lagpina-JIuuak y crarti “JIFOTHEBBI CTHJICBOW KOMIUIEKC B KJIABECHHHOM
my3bike X VII-XVIII BexoB”, (hpaHIry3pKa KiIaBipHa IIKOJIa Ma€ JIIOTHEBE KOpiHHSA [4]. Style luthé, mo
chopMyBaBcsl K CHUCTEMa MY3WYHO-BHpa3HUX 3aco0iB y (paHily3bkii knaBipHiid Tpamumii XVII-
XVII c1., 6Ge3yMOBHO, HakJIaB BiZOMTOK 1 Ha (paHIly3bKy Tpaaullifo akoMmaHeMeHTy. lle
BimoOpasminoch y crnenudini GpakTypHUX MPUHAOMIB Ta Tylle, MPUTAMaHHUX (PpaHIly3bKill KIaBipHii
LIKOJI.

VY cydacHii KOHIIEpTMEHCTEPChKil NMPAKTHII 9aCTO BHKOPUCTOBYIOTH PENAKINi 3 TOTOBHMH
peamizanisimu basso continuo. 3 ogHOro OOKY, iICHYBaHHS TaKUX PEIAaKIiii 3HAYHO TMOJIETIIYE KHTTS
My3HMKaHTaM, SKi He BUBYAJIM TeHepal-0ac B KOHCEPBATOPii, a 3 1HIIOr0 He BCl pelaKIlii 3aCTyTOBYIOTh
onHakoBoi JoBipu. Hampukian, y pegakuisx, 3pooneHux y XIX cT. 4acTo HaTparisieMo Ha BiIBEPTO
poMaHTHYHY (PaKTypy, AETaTbHO BUMKCAHI IITPUXU Ta AWHAMIYHI BiITIHKK B MapTii aKOMIIAaHEMEHTY,
IO Jla€ MPaBO Ha3BATH TaKi peAaKIlii TpaHCKpUMLisMy. IleBHa pid, [0 BUKOHAHHS 6apOKOBOTO TBOPY
3a TaKOI0 MAPTUTYpOIo Oy[e MaleKuM BiJ iCTOPHYHOTO 3BYYaHHS (2 OTXKe, i BiJ MEPBICHOTO 3aayMy
kommo3uTopa). [Ipore € i 00’ekTHBHINI peari3aiii basso continuo, J¢ BHITMCaHI HOTaMHU aKOPIU
Mo yOIbOBaHI OPUTIHATBHOIO AaBTOPCHKOIO IIU(PPOBKOIO. Y TaKUX MApTUTYPax YacTO aBTOPCHKa JIiHis
Oacy dYacTo BHIpyKyBaHa OiMbIIMM MIPUPTOM, a 3alpOIOHOBAHE PO3MHUGPYBAHHS — MPIOHIIIAM.
[Ipore rpa 3a TOTOBOIO PO3MIUGPOBKOIO B Oy Ib-IKOMY BHIIAJIKy 1T030aBIIsiE 0APOKOBHI aKOMITAHEMEHT
onHiel 3 HAWMpPUHAMHIIUX HOro puc — iMmpoBizamidHOCTI. ToMy, MOXKIHBO, HE BapTO BTIKaTH Bij
CKJIaJTHOCTI TIpoliecy peaizamii udposanoro 6acy, ajpke 3a i€k CKIAIHICTIO MPUXOBaHa CBOOOIA.
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