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The article of Dr. Dimitar Ninov, a
theorist and composer who received his
education in both Bulgaria and USA,
presents a special case and aims at a
specific object: to direct the attention of
the western colleagues at a very complex
and, for many reasons, rarely discussed
nowadays, question, the problem of
mastery of harmonization as the basis for
musical education. Not long time ago it was
considered the most important component in
the work of a composer, in performance and
in professional musical pedagogy. Today,
under the influence of new approaches to
tonal music, this substantial aspect is either
ignored, or is turned upside down.

Both Schenkerians and Neo-Rie-
mannians insist on formalization and
codification of voice leading, while in the
history of tonal music and pedagogy the
voice leading has always been considered
the ultimate achievement and mastery
of a composer, the finish product of
composition. And, quite paradoxically,
not the voice leading creates harmony, but
tonal-functional logic and syntax can lead
to unique examples of great voice leading.
The objections from the supporters
of figured bass and counterpoint are
anticipated (exactly these two traditions
ruled, consecutively, in the times of Bach
and Beethoven). However, who else but
Bach harmonized the melodies (371 in
Riemenschneider’s collection alone) and
has made the most important step in the
transition to homophonic-harmonic style?
Nobody supplied Bach with the bass lines
with figures. He himself had to hear the
tonal harmony under the modal melodies
and this was his greatest achievement. And
the art of harmonization is developing
today as it has been in centuries before, in
the applied areas of pop-music and music
for film.

The article of Dr. Ninov is intended,
in the first place, to American and British
readers. Its content (with marvelous
references to the Russian tradition!) may
look quite unfamiliar to a western musician
of our times. We hope that it will open
another fruitful discussion on this central
topic for tonal music

Dr. Ildar Khannanov
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Cratps noxropa Iumurtapa Hunoa — my-
3BIKOBEJ]Aa-TEOPETUKA U KOMIIO3UTOpA, IOJIYy-
yuBIIero oopasosanue B bonrapuu u B CIIIA,
— MPEJICTABIsIeT 0COOBI Cilydail U UMEeT CIie-
HU(GHUUECKYIO LIeNb: HAlpaBUTh BHUMaHUE Ha-
IIMX 3amaJHbIX (M POCCHHCKHMX) KOJJIEr Ha
O4Y€Hb BKHBIN, HO 10 MHOTUM IPUYHHAM HEN0-
CTaTOYHO OCBEIIAEMBbIN CErOJHs BOIIPOC: MPOO-
JIeMy MacTepcTBa FapMOHM3AIMH MEJOANH Kak
OCHOBBI MY3bIKaJIbHOTO 0OpazoBanusi. CoBceM
HEJIaBHO CYUTAJIOCh, YTO 0€3 ITOr0 HaBbIKa HE
HMeeT CMBICIa HA paboTa KOMIIO3UTOPA, HU UC-
MOJTHEHUE MPOU3BEACHUI, HU MPO(dheCcCHOHAb-
Has menparoruka. CeromHs moj BO3JEHCTBHEM
MHHOBAllU{ B MOAXOJAX K TOHAJIBHOU MY3bIKE
JIAHHBIA CYIIECTBEHHBIM acmeKT JTU00 MUTHOpHU-
pyeTtcsi, 1100 OKa3bIBaeTCs MEPECTaBICHHBIM C
HOT Ha I'OJIOBY.

[IlenkepuaHIbl ¥ HEOPUMAHOBIBI HACTa-
uBalT Ha (opmanuzanuu U KoguduKaluu To-
JIOCOBENIEHHs, TOTNa Kak B MCTOPHH TOHAJIBHOM
My3BIKH U TIEAATOTMKH TOJIOCOBEACHUE BCETIa
CYUTANIOCh UCKYCCTBOM, BBICIIUM JJOCTHKEHHEM
MacTepcTBa KOMIIO3UTOPA, KOHEYHBIM MPOIYyK-
TOM KOMITO3UIMHU. Y, Kak 3TO HM mapaioKCcaIbHO,
HE IrOJI0COBEICHUE CO3aET TapMOHUIO, 3 TOHAJIb-
HO-(YHKIMOHAJIbHAS JIOTHKA U CHHTAKCHC MOTYT
MIPUBECTH K YHHKAJIBHBIM IO Ka4eCTBY MpHMe-
paM TroJ0COBEACHUs. BO3MOXHBI BO3pa)KCHUs
CO CTOPOHBI T€X, KTO MPUACP KUBACTCS MO3UIIIH
reHepaisi-0aca WM «CTYIEHHOI» Teopuu (Belb
HMMEHHO 3T J[B€ TPAJAUIUH TJIABEHCTBOBAJIH, CO-
OTBETCTBEHHO, BO BpeMeHa baxa n berxoBeHa).
Ho, ¢ apyroii cropoHsl, UMeHHO bax rapmonu-
30Baj Mo KpaitHer mepe 371 Menoauio XopaioB
U clieall caMblil BayKHBIM L1ar B IIEPEX0/e K ro-
MO(OHHO-TapMOHHYECKOMY ckiiaxy. OH ciblian
TOHAJBHYIO TAPMOHUIO TI0JT MOJANBHBIMU MEJIO-
JUSIMH, U B 3TOM 3aKJII0YaeTCs OJHO U3 BaKHEH-
IIMX €TO JOCTIKCHUH. A HCKyCCTBO FapMOHHU3a-
LMY [IPEKPACHO Pa3BUBAETCA U cerons, B XXI
BEKe, B MPUKJIAIHBIX OOJACTAX MON-MY3bIKH H
MY3BIKH KHHO.

Crarps noxropa HuHOBa mnpenHaszHaueHa,
B MEPBYIO O4Yepenb, U aMEPUKAHCKOTO M aHT-
JIUICKOTO YuTaressd. To, 4To B HEW H3I0XKEHO
(c 3amMedaTeNbHBIMU CCBUIKAMH Ha POCCHHCKYIO
Tpagunuio!) TMOKaXeTcsl BechbMa HEOOBIYHBIM
COBPEMEHHOMY MY3bIKaHTy Ha 3amazge. Mbl Ha-
JIeeMCs, YTO CTaThsl OTKPOET eII¢ OfHY BAXKHYIO
U IUIOJOTBOPHYK JUCKYCCHIO O LEHTpalIbHOU
npoOJieMe TOHaJIbHOW MY3BIKH.

Joxrop Unbaap XanHaHOB
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THE CRAFT OF HARMONIZATION

Introduction

Practical knowledge of harmony is an inseparable
part of genuine scholarship in the filed of music theory.
It can be gained through exercises in harmonization and
through playing of harmonic progressions on the piano.
By thinking as a composer and solving problems posed
by a demanding melody, one gains genuine experience in
voice-leading and analysis that cannot be gained through
pure theorizing and verbal speculation.

Harmonization is the most fascinating field
in the study of harmony; its noblest goal and its
highest challenge. To develop good practical skills in
harmonization one has to explore the realm beyond part-
writing and analysis, and to enter the field of creativity
and strategic planning. Generations of students major
in music theory without having gained practical
knowledge in the craft of harmonization. This factor
inevitably causes deficiency in their professionalism as
prospective college instructors.

The main purpose of this lecture is to offer a glance
into the craft of harmonization by introducing general
guidelines for deciphering a melody, and by offering
original harmonizations in different forms, spanning
from a phrase to a simple binary form. Another
purpose is to encourage a discussion on the necessity
to make changes in the music theory curricula of most
American colleges; changes that will gear the study of
harmony towards creativity and higher achievements.
Since harmonization combines the art of deciphering
a melody with the technology of part-writing, it makes
the study of harmony more meaningful and develops
students’ theoretical abilities in an incomparable
manner.

Curriculum Issues in the Music Department

As far as the study of music theory is concerned, one
typically identifies its three fundamental disciplines as
harmony, counterpoint, and musical form. In the majority
of American colleges however, such a distinction is not
practically observed at an undergraduate level. Instead,
a sequence of theory I through IV is offered to students
in the form of an “umbrella” that is supposed to cover
aspects of the three subjects in question. The main
weakness of this system is evident: it does not offer an
in-depth study of any of the constituent disciplines; there
is no time for extensive exercises in harmonization, for
mastering the techniques of invertible counterpoint, or

for a rigorous exploration of musical analysis from basic
formal structures to compound forms. Naturally, gaining
a little bit of knowledge in everything eventually results
in becoming a master of nothing. Even at a graduate
level one hardly sees courses devoted to the craft of
harmonization. The truth of this situation emerges
like a tsunami when newly admitted graduate students
are asked to harmonize a melody — either as a part of
a placement examination or in a general review of the
principles of voice-leading. When a teacher glances at
those harmonizations, he or she usually throws their arms
in despair.

In contrast to the above situation, in a typical
conservatory' setting, the theoretical disciplines are
studied separately. In addition, the curriculum is different
for different majors. For example, students who major in
theory, composition, conducting, and musicology would
study harmony, counterpoint, and analysis longer than
those who major in instrumental or vocal performance.

Proficiency Issues in the Music Department

The solid education in music theory obtained
in a conservatory eventually produces professional
instructors in harmony, counterpoint and musical
form, whose expertise surpasses the experience of
people who have not received such a specialized
education. A great number of musicians from the
latter category call themselves “scholars”, but they
do not possess solid practical knowledge in any of the
fundamental disciplines and, therefore, they cannot
teach theory effectively. There is a difference between
theoretical understanding and the ability to practically
implement one’s knowledge in a real music situation
such as harmonizing a melody, arranging, or playing
idiomatically harmonic progressions on the piano.
Also, many teachers do not seem to show an aptitude
for creativity, critical thinking or curiosity; they seem to
be completely satisfied with a single textbook that has
been written by other such people who have not studied
harmony thoroughly. Instead of explaining principles
that are to be expanded when more knowledge is
gained, those teachers preach rules with the air of
adherents to a religious order; instead of expanding
their students’ horizons by offering more than one way
of explaining a certain concept, they impose a uniform
manner of thinking, explaining and labeling of different
situations; instead of inspiring their students by playing
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interesting examples on the piano and by harmonizing
melodies, they are content to write a few chords on the
board and to use exclusively the over-head projector as
a substitute for all kinds of practical activities. In other
words, instead of practicing harmony with the students,
they are mostly speculating on harmony.

To summarize a teacher’s inability to teach harmony
efficiently, I would point to one or more of the following
factors:

— Lack of a solid education in the field of harmony
— Lack of piano capabilities;

— Lack of passion, curiosity and critical thinking;
— All of the above.

Deciphering a Melodic Line

For some musicians a melodic line looks like a
mystery, and for others it is telling a story.

The first step we should take in the process of
harmonization is to play the melody on the piano to get
acquainted with its character and structure. Then we
begin to decipher the melody, that is — to assign harmonic
functions to it. This is the most important process in the
course of harmonization. It is governed by a number of
factors and necessities such as:

— Harmonic syntax;

— Implied cadences;

— Familiar melodic contours;

— Leaps;

— Repeated tones;

— Special approach to the down beat;

— Caesura moments.

This list is not exhaustive; it may be extended to
include style, personal preferences, diversity of harmonic
means, differences between instrumental and choral
texture, special acoustic effects, etc.

Harmonic Syntax

In order to harmonize a melody idiomatically, one
must observe the principles of harmonic syntax. As
a harmonic progression unfolds in time, it alternates
between moments of stability and moments of instability.
The harmonic syntax, or the natural order of harmonic
functions in the so-called “common practice period”
is governed by the principle of progressing — that is,
increasing the degree of instability between two points of
stability as represented by the tonic.

The full path of harmonic functions is represented
by the scheme T-M—S-D-T.? From a state of absolute
stability (tonic), there is a motion into an area of relative
or neutral instability (mediant); then the instability is
increased by one degree (subdominant), and later by
one more degree to reach a point of intense instability
(dominant). Finally, the stability is restored by the arrival
of the tonic.
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In the schematic progression above, the letter T stands
for tonic; M is used in a general sense to denote either an
upper mediant (IIT) or a lower mediant (VI) which would
otherwise be labeled as SM (submediant); S is a general
label for the typical subdominant chords: IV and II; and D
is a general label for the typical dominant chords: V and
VII. The dominant area (D) may be boosted by an intense
pre-dominant phase represented by the cadential six-four
chord, which has a tonic structure and a dominant bass,
and will be marked as K6/4. The mediants may, of course
substitute for the primary functions T, S or D, but I also
use a separate letter or Roman numeral for them, for the
sake of clarity, all the more the mediants express exactly
themselves in such progressions as [-VI-IV (T-SM-S),
where VI is neither a T substitute nor an S substitute, but
a typical mediant; and I-I11I-V (T-M-D) where III is a
typical mediant.

The optimal route of a complete musical idea
includes the three main functions: tonic, subdominant
and dominant, called by some musicians the pillars of
the key. The progression T-S—D-T has become a symbol
of idiomatic harmonic order. At a higher level, T-S-D-T
often symbolizes the tonal plan of an entire composition:
the music starts in the main key, then it modulates into the
subdominant and the dominant key areas, respectively,
and finally it restores the main tonality.

In the tonal music of the 19" and 20" century, the
T-S-D-T progression has been expanded to include
chords that substitute for the main diatonic functions. For
example, one of the famous Prokofiev’s progressions,
used in his ballet Romeo and Juliet, is [-bVI-III-I (major
tonic, a major borrowed submediant, a major variant of
the mediant, major tonic), harmonizing scale degrees
I-VII-I. Thus the chromatic mediants substitute for
S and D, respectively, and the notion of cadence is greatly
expanded.

Shorter paths of harmonic interaction may skip
more levels of instability in a progression, for example:
T-D-T; T-S-T; T-M-D-T; T-M-S-T; and even
T-M-T in different forms — a phenomenon that reveals
the explicit exploration of the mediant function during
the late 19" and early 20" century. A half cadence will
be achieved by ending on a non-tonic chord; most often
D and less often S. The concept of half cadence has
also been greatly expanded in late romanticism and 20"
century to include relative closures on a mediant chord or
on various borrowed or altered chords.

Implied Cadences

The cadential moments in the melody must be
analyzed first, for they not only provide information on
the chords that constitute the cadence but also suggest the
chords that surround the cadence. Therefore, clarifying
the cadential moments will provide a considerable
amount of the problem’s solution.
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In the process of identifying harmonic closures
throughout the melody, it would be useful to locate
the moments that suggest a possible application of the
dominant complex K6/4—D. This complex is possible not
only at cadential points but also at various places in a
passage, including the opening measures. K6/4 will fall
on a beat that is metrically stronger than the following
dominant’s beat. Good indicators for the possible
application of K6/4-D are the following melodic
contours:

Example 1 a

e
T T

T T T
K§ D K¢ D K{ D K¢ D K{ D K8 D K§{D K¢ D

Another consideration in relation to cadential
moments is the deceptive cadence V-VI (D-SM). Here
the submediant functions as a tonic substitute (Ts). The
Hugo Riemann’s label Tp (tonic parallel) is also used by
some authors, but in English speaking countries it would
probably cause confusion, for it denotes the opposite
mode (Cm to C) rather than the relative mode (Am to C).
The D-VI connection also occurs within the phrase,
as a deceptive resolution with no cadential status.
Characteristic melodic contours are:

Example 1 b

The sol-do contours in the example above may also
be harmonized with an inverted dominant (V6-VI) that
is a part of a descending bass line do-si-la (I-V6-VI).
In minor, the bass line will be a portion of the natural
scale do-si bemol-la bemol and the harmonization will
include the minor dominant: Im—Vm6—VI.? The sixth
measure of example 1b reveals a contour whose D-VI
harmonization would be more characteristic in major,
with a possible application in natural minor.

Familiar Melodic Contours

In addition to the cadential moments, we have to
identify in the melody some familiar melodic fragments
that we already know how to harmonize in one way or
another. Therefore, it is important to build a vocabulary
of typical harmonizations which will help us to hear
some melodic contours in a certain way, and will save
us time and efforts. For example, it would be highly
advantageous if those who study harmony could offer at
least one possible harmonization for each of the diatonic
melodic contours shown below — in both major and
minor:

2012, 2 (11)
Example 1 ¢
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Besides the analysis of cadences and the identification
of familiar melodic contours, there are more clues that
help us to harmonize, and some of them are explained
below. These are general guidelines that must be applied
creatively, with a great amount of flexibility.

Leaps

Tones that form a leap within a single measure may
be harmonized with a single chord as suggested below:

Example 2
Y — —— i
% ]
T S D T

Repeated Tones

When the melody contains repeated tones or long
note values, it is better to offer some variety in the
accompaniment by harmonizing those tones or beats
differently:

Example 3
2 .
ERSsLs = — —
T VI S D T Te S D

The guidelines given above will depend on the tempo
and on the overall character or genre of the melody. Thus,
the leaps from example 2 may be harmonized with more
chords in Adagio, to compensate for the slow pace:

Example 4

Adagio
o}

Z— 1 T T 1 it
T r T T — T t i
o f r; I — o T 1
T r T— = 1t
T >

T VI SII  SII6 D D6 T

The passage with repeated tones in example 3 will
also depend on the tempo as suggested here:

Example 5

Moderato Presto
o)
2

MRS

= TN
=~

©

O IR
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Special Approach to the Downbeat

After a bar line, it is better to emphasize the downbeat
by introducing a new chord or by changing the bass
position of the same chord:

Example 6

g

hﬁ
|
TN

NN

-
® T
o

-

s

S

Caesura Moments

Caesura is a break in the musical flow due to a
rhythmic stop or holding. It may be created by a rest,
fermata, tempo change, or a note value that is longer than
the preceding one. More rarely, a caesura may simply be
implied without the presence of any of those rhythmic
factors. The caesura may vary in degrees — from a very
light interruption or sound prolongation to a long moment
of silence or sound prolongation. The caesura may be
thought of as a rhythmic cadence in music. Usually, a
harmonic cadence incorporates a caesura moment, which
enhances its impact. Occasionally, however, one may
encounter a harmonic cadence with no caesura, or a
caesura with no harmonic cadence.

After a caesura moment — for example, on the
border between two phrases — some deviations from the
principles of functional arrangement may be observed. In
the passage below, the first phrase ends with a half cadence
incorporating a caesura moment. This situation allows us
to begin the new phrase with a subdominant chord:

Example 7
5 (caesura)

o) |
s —r T
o . s T — = — T f . - 1
€ T f & = 1 T T T T i
T T ¥ s : T = T T T 1l

There is No Best Harmonization

It must be kept in mind that there is no “best
harmonization” of any melody; even the simplest melodic
fragment can be harmonized in different manners that
make sense. The more harmonic means one has mastered
(chromatic chords, non-chord tones, modulation, etc.),
the more choices for harmonization one has.

Format, Style and Form of Harmonization

The harmonic texture generally adopted in the
studies of harmony is the mixed choir format — soprano,
alto, tenor, and bass. The harmonizations offered in this
essay may be either played on the piano or sung by a
mixed choir. The piano performance has its specifics; as
the texture naturally alternates between close and open
structure, the performer will be switching from one bass
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note in the left hand and three notes in the right hand,
to two notes in the left hand and two notes in the right
hand. The harmonizations are devised in such a manner
that objectionable parallels, hidden fifths and octaves,
objectionable overlapping, crossing, and cross relation
are avoided.

As far as the style is concerned, all of the melodies
offered herein reveal an intrinsic classical-romantic
character. However, the harmonizations vary in the range
between classical to late romantic to popular music and
jazz.

In terms of musical form, the exercises presented in
this piece of writing may be associated with the following
arrangements: phrase, period, sentence, phrase group,
and binary form.

Diatonic Harmonization

An illustration of the procedure of deciphering and
harmonizing a melody follows. The suggested steps are:

— Play the melody and get acquainted with its
structure

— Decipher the melody via functional letters

— Devise a bass line

— Fill in the inner voices

— Check for errors

Let us imagine that we have to harmonize for a mixed
choir the twelve-measure melody in example 8a, and for
that purpose we have to use diatonic harmony only — no
secondary functions, no altered or borrowed chords. The
first thing that we shall do is to play the melody on the
piano, or —if it is a part of an examination test — to sound
it internally in the best way we can.

Example 8 a

The process of real or silent performance of that
melody allows us to mark the cadential moments and
to understand the structure of the melody. We realize
that the initial two-measure gesture is transposed with
some elaboration in measures 3 and 4. The initial idea
and its repetition constitute a four-measure phrase that
ends with the second beat of measure 4. The melodic
contour of the first two beats in that measure suggests
the application of the dominant complex K6/4-D and
implies a caesura moment, even without a rhythmic
stop or prolongation. Another similar moment is created
in measure 2. The next cadence will be at the very end
of the melody where the leap in the next-to-last measure
suggests dominant harmony. The last measure will be
occupied by the tonic. After these initial analytical
steps have been taken, we find out a melodic sequence
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whose model descends by a step. The following picture
emerges:

Example 8 b

sequence D T

We have found out that this is a twelve measure
sentence that consists of two phrases: one four-measure
phrase, and one extended eight-measure phrase. We
also realize that, occasionally, gestures smaller than
a phrase may end with a harmonic closure as is the
case in measures 1-2. Some musicians may describe
that gesture as a small phrase, but I will use the term
semiphrase here.

Using the logic of proper functional order and
observing leaps, repeated tones and familiar melodic
contours, we will be able to complete the harmonization
of the melody. At this point we shall not be concerned
with details in the prospective bass line, the use of
possible seventh chords and chord inversions; it is more
important to mark the main functions T, S, D, and the
intermediate functions M and SM as they accommodate
the melodic contour. When the blueprint is complete, we
shall devise the bass line in its entirety and fill in the inner
voices.

The passage in measure 1 is a familiar melodic
contour (scale degrees 3—2—1) that may be harmonized
with a tonic prolongation containing a passing six-four
in the middle. The leap in the beginning of measure 3
suggests atonic, and the third beat suggests a subdominant.
Measure 5 reveals the beginning of a familiar melodic
contour: scale degrees 8—7—6 — that ends on the first beat
of measure 6; we can harmonize this with I-III-IV or
with VI-III-IV or otherwise, but I make a choice in favor
of VI-III-IV. In measure 6 another familiar arpeggiation
outlines a subdominant function. In this latter case, to
create more interest, we can apply a harmonic cliché that
prolongs the S function through a passing tonic sixth
chord (IV-16-1I). The melodic contour of measure 10
suggests a subdominant function prolonged by a passing

The last two problems that need to be solved concern
the two pairs of eight notes and the sequence. Formally,
we decided to limit our harmonization to diatonic chords
only. Harmonizing the eight notes separately will cause
unnecessary acceleration of the harmonic rhythm and
clutter. Therefore it is better to include them into a single
function, and that will be the dominant.

As far as the sequence is concerned, we have to
decide whether we want to harmonize the model of three
notes by three separate chords or by two chords only. Both
options seem possible, and we shall investigate it. Option
one is to apply II-V-I as a model. But II already precedes
the sequence, and its repetition over the barline will
bring redundancy. Also, the transposition of that model
will repeat the tonic chord on the downbeat of measure
8, and the VII chord on the downbeat of measure 9.
If we used IV-V-I as a model, the proper arrangement
of functions would be violated between measures 67,
where II will be followed by IV, and between measures
8-9, where VII would connect II.*

It seems as if a three-chord model would be too heavy
in this context anyway. It might be better if we created a
model of two chords: D-T, the first two notes within the
framework of V, and the third note harmonized by 1. At
first glance, we realize two “discrepancies” in this model:
1) the appearance of V after V7, and 2) the motion of the
seventh of V7 upward. Neither of these concerns is valid
in this context, however, because the seventh of V7 will
sound like an appoggiatura over the triad built on V, and
its upward motion will occur within a single function, not
in the resolution of the dominant into the tonic. Thus the
harmonic model illustrated below will be a perfect match
for the demands of the sequence; all we have to do later
is to transpose it:

Example 8 d
0 J J ]

GEE==
4

ya Cam
y
75

7z .
| T
D T

The general harmonic analysis of the melody is
concluded:

six-four chord. Example 8 ¢
So far we have received the following result: Y D — T S — ’ :
= = T e
D T K¢ D T s k¢ D SM M
Example 8 ¢ ’ ’
R > Doy e —— : : —t :
P {—m@ + b—g——+—1++—+ —— i S i — "
%4~" f£or e o = s 0 10 f g |rF — % — et —— 1
! 1 ! . T p ! S D T (transposition of model) S D T
T Ki D T S K§ D SM M
Db s - —t
S S ' — T > A The next stage includes devising of the bass line.

The inclusion of chord inversions will make the bass a
compelling counterpart of the melody. The bass and the
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soprano must be checked against each other for parallel
and hidden fifths and octaves.
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economy of motion: stepwise motion and smaller leaps
have priority over leaps and larger leaps, respectively.
The final version is finished, and it will be fully

Example 8 f appraised and appreciated if played several times on
T T ? epe oo o M 4 % thepiano:
S SSRiE S = s eSS iE s e s
Example 8 g
I = .e o T = e == i .i D T D T S D SM M S
i ] o S n BTN b B A A S
Ve vhI® KRSV 2 1© v KREV e VI IV I© T === e e e e e e o ™ 2
! I I ! ! L I i ! T T
D T S D T
e e e e — . |44 d |l g ] 4 | 4
e =i Sheer T h DT e
) Ve (vhHI® KEV 2 1 V¢ OKEV e VI IV I© o
= z < = = U: < i i' = T = D T S D T
v§ v Vi g Vit i) u v’ I AL d oy T ) R \
SESS 7 i ™ r~ i
Finally, we have to fill in the alto and tenor parts ¥ 4 A e g = % -
by observing the principles of good voice-leading and I T —r (A A r
v 1 avé virog vy 1® (vi§) it v’ 1

NOTES

' For example, the conservatories in Moscow, Saint
Petersburg, Prague, Budapest, Bucharest, Sofia, and others.

2 In this essay Riemannian functional letters are used for
generalization purposes; this facilitates the process of functional
thinking and decoding a melodic line.

3 Some theorists claim that the minor V chord it is not a
dominant. They need to be reminded that the dominant-tonic
relationship has not been created by the leading tone; it is implied
in the quintal relationship between the third harmonic tone and
the fundamental tone in the harmonic tone series. In this sense,

Dr. Dimitar Ninov
Lecturer in Music Theory
Texas State University
School of Music

the

Vm is a mild dominant chord which connects the tonic in various
modal situations and modal mixtures. When departing from the
tonic, its dominant function is even weaker, but this does not
mean that it has no dominant qualities in general.

4 This latter “violation” would not be a big issue, for as
long as the model is built properly, the sequential transposition
overrides strict orders of chords and some other principles that
otherwise have to be observed. However, measures 6 and 7
would cause weakening of the progression at the beginning of
the sequence.

This is the first half of the article,
second half will be published in the next issue of PMN

=
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JUMUTAP HUHOB
LlIxona my3zviku Texacckozo 20cyoapcmeenno2o yHueepcumema

YJK 781.3.01.037

MCKYCCTBO TAPMOHU3ALUUNU®

BcTynaenune

[Ipakrnueckoe 3HaHHE TAPMOHHUU SIBISIETCS HEOTh-
eMIIEMO 4acThio (yHIAMEHTaJIbHbBIX MCCIIEOBAHUI B
oOmactu Teopur My3bIKd. OHO MOXXET OBITh MOJYYCHO
nyTéM YIpakKHEHHS B TapMOHHM3AIMH W B HUIPE Tap-
MOHHYECKHX MOCJe0BaTeIbHOCTEl Ha (oprenuaHo.
Jymasi kak KOMIIO3UTOp M MOCTOSIHHO pasperasi mpo-
OJIeMbl, MPEJCTABISIEMbIE CJIOKHBIMU MEJIOAMSIMHU, MY-
3BIKAHT TIOJIy4aeT HACTOSIIHH OIBIT B TOJIOCOBEICHUH U
aHaJin3e, KOTOPbI HEBO3MOXKHO OOPECTH TIPU MOMOIIH
YHCTOTO TEOPETH3UPOBAHUS U BepOau3auy HadIoe-
HUM.

T'apMoHuM3anuss Menoauu sBISETCS CaMOW YAMBHU-
TEJILHOI 00JaCThI0 M3yUeHHsI FapMOHNH, €€ camoii Oa-
TOPOIHOM IEJIbI0 U CaMBIM TPYAHBIM UCHbITaHUEM. J[J1st
TOTO, 4TOOBI Pa3BUTh B CeOC KPEIKHE HABBIKK TapMOHHU-
3alUM, MYy3bIKAHT JIOJDKEH M3Y4HTh 00JIAcTH 3a Ipejie-
JIaMU 4eTBIPEXTOJIOCHSI U aHallu3a, a UMEHHO, 00JacTh
TBOpYECTBA U CTparernyeckoro BuaeHus. K coxanenuto,
LeJble TOKOJICHHs CTY/IEHTOB IIOJy4aloT Ipodeccro-
HallbHOE 00pa3oBaHHE B My3bIke 0€3 OCHOBATEJIbHBIX
NPaKTHYECKUX 3HAHUKM B 00JaCTH MCKYCCTBa I'apMOHH-
3anuu. DToT (akTop BeAET K HepocTarkaM mpodeccro-
HaM3Ma y Oyaymux npo)eCCOpoB YHHUBEPCUTCTOB H
KOHCEpBaTOPUM.

I'naBHOM 3a1a4uelt JaHHOM CTaThU ABJISIETCS BBEICHUE
B MCKYCCTBO FapPMOHHU3AIIMH P IOMOILIH PEKOMEHIallnii
K pasraJbIBaHUI0 FAPMOHUYCCKONU CTPYKTYPhI MEIIOIUH
U WUTIOCTPALUK FAPMOHU3AIMN MEJIOJUH B Pa3IMYHBIX
(opmax, HaunHas ¢ (pasbl U KOHYAsS TIPOCTOH JIByX4YacT-
HoW (opmoii. [Ipyroit 3agadeii, MOCTaBICHHON B JAHHOM
CTaThe, SIBISICTCS] OTKPBITHE JIMCKYCCHH Ha TEMY O HEe0O-
XOIUMOCTH peopM B y4EeOHBIX IUIaHAX OOJBIIMHCTBA
AMCPUKAHCKMX YHHUBEPCUTCTOB, M3MCHCHHU, KOTODBIC
HaMpaBUIU Obl H3YYCHHUE FAPMOHUH K TBOPYCCKOMY MO/~
XOJy U OoJiee BHICOKUM, YEM B JIAHHBI MOMEHT, JI0CTH-
skeHusaM. [TockonmpKy rapMoHM3anus o0beTUHSET B cebe
3a]1a4u pasra/(bIBaHus FAPMOHUUECKOM CTPYKTYPBI MEJI0-
JIMH M YeThIPEXTOJIOCHOTO MUChMa, OHA JIeNIaeT N3yYeHUE
rapMoHuHU 00Jiee OCMBICIICHHBIM U Pa3BUBAET TEOPETH-
YeCcKHe CHOCOOHOCTH CTYAEHTOB Ha OecmpereieHTHO
BBICOKOM YpPOBHE.

* Tlepeson ¢ anri. gokropa M. Xannanosa.
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Mpo6AeMbl y4eOHbIX MAAHOB
Ha pakyAbTETaX MY3bIKM

Teopust My3biku mpenonaérest 00bIYHO B TPEX (yH-
JIAMEHTAJIbHBIX JIUCLUUIUINHAX: TAPMOHUU, KOHTPAILYHKTE
u ¢dopme. B OOJBIIMHCTBE aMEPUKAHCKUX YHHBEPCHUTE-
TOB 3Ta CTPYKTYpPa, K COXKAJICHUIO, HE MCIIOJIb3yeTCs B
OCHOBHOM Kypce. BMECTO 3TOro moBCceMeCTHO HCIOJIb-
3yeTCsl IOCIEI0BATEIILHOCTh U3 YETBIPEX CEMECTPOB 10/
PYOPHKOI «TeopHs», YTO MPEIoyaraeT BKIIOUCHHE He-
KOTOPBIX aCIEKTOB TPEX (yHIAMEHTAIIbHBIX MY3bIKaJIb-
HO-TEOPETUYECKUX AUCLUIUIMH. [JaBHBI HENOCTaToOK
JTOH CUCTEMbI OUEBUJICH: OHA HE IPEAJIAraeT CEpbE3HOIO
Y CUCTEMaTU4YEeCKOI'0 U3Y4YECHHUsI HU OIHOM U3 TpaJuLMOH-
HBIX JAMCLUIUIMH: B HEH HE NPENOCTaBJIAETCs J0CTaTou-
HO BPEMEHM HU AJII OCBOCHHUS I'apMOHU3aLUM, HU JJIS
CephE3HOTO M3Y4YEHHS OOpaTHMOrO KOHTPAMYHKTAa, HH
JUIS TITyOMHHOTO TOHMMAaHHs METOIOB aHAJIN3a, OCHOBAH-
HBIX HA 3HAHUU THITU3UPOBAHHBIX ()OPM, OT MPOCTHIX JI0
CIIO’KHBIX. ECTeCTBEHHO, B pe3yibraTe I0JIy4eHUs! OTPbI-
BOYHBIX 3HAHHUU W3 BCEX 00JIACTEH CTYICHT CTAaHOBUTCS
«3HATOKOM Hu4eroy. Jlaxke Ha ypOBHE MarucTepckoi u
JIOKTOPCKOM IIPOrpamMM OTCYTCTBYIOT KypChl II0 TApPMOHU-
3aruu Mesonk. CuTyaiust IpruoOpeTaeT [paMaTuiecKue
YepThl TOIJA, KOIZA IOCTYMNAMOLMN HAa MarucTepCKyro
WIH JOKTOPCKYIO IPOrpamMMy JOJKEH IPOJEMOHCTPUPO-
BaTh yMEHHE TAPMOHH30BATh MEJIOIHIO (JIM0O Ha AUArHo-
CTMYECKOM 3K3aMEHE INPHU MOCTYIUICHHH, OO B «BOC-
CTAHOBUTEJIBHOM» KYpCE II0 TIOJIOCOBEICHHUIO JUISl TeX,
KTO Y€ MOoCTymuiI). Yaime Bcero, 9K3aMeHaTop, YBUICB
«TpyZI» MOCTYIAOLIETO, B OTYAsHUU OIIyCKAaeT PyKU.

B ommuune or Takoil curyauuu, B TPaJULMOHHOM
KOHCEpPBAaTOPCKOM KOHTEKCTE (HarmpuMep, B MOCKOBCKOH,
ITerepOyprekoii, [Ipaxckoi, bynanemrckoi, Byxapect-
ckoif, Copuiickoii 1 MHOTHX APYIMX KOHCEPBATOPHSIX)
TPU TEOPETUYECKUE JUCLMILIMHBL U3Yy4arOTCs — Kaxzaas
ornenbHO. K TOMy ke, ydeOHbIe IUIaHbl Pa3In4aroTCs
JUIsl pa3HbIX cnenuainbHocTel. Hanpumep, usygaromue
TEOPHUI0, KOMIIO3ULIMIO, JUPHKUPOBAHUE WIIM UCTOpUYE-
CKOE MY3bIKOBEICHHE, TPATST 00JIblIe BPEMEHHU Ha rap-
MOHMIO, KOHTPAIYHKT U aHaJIU3, YeM HUX CBEPCTHUKHU —
BOKAQJIMCTbl U HHCTPYMEHTAJIACTBL.

Mpo6Aema o6peTeHns HABbIKOB
Ha My3blKaAbHbIX (haKyAbTeTax

ConuHoe oOpazoBaHue B 00JaCTH TEOPUU MY3bIKH,
HOJIy4eHHOE B KOHCEPBaTOPUH, CO BPEMEHEM peau3y-
eTcs B pabdoTe y4uTelsl TapPMOHUM, KOHTPAILYHKTa HJIH
¢dopmbl. CrienpasnbHble 3HAHUS, TPHOOPETEHHBIC BbI-
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IIYCKHHKOM KOHCEPBATOPUH, YaCTO MPEBOCXOMAT JIF000I
npo(eCCHOHAIBHBIN OMBIT JIFOACH, HE MOIYYHBIIUX Ta-
Koro obpa3oBaHus. bonplioe KOMMYEeCTBO My3bIKAHTOB
U3 3TOW BTOPOI KaTeropuH Ha3bIBAIOT ce0sl MCCIe0Ba-
TeJNSIMH, HO HE 00JafaloT TBEPIBIMU MPAKTHUYECKUMHU
3HAHHMSMH M HaBbIKAMH HU B OJHOI U3 TpEX (yHIaMeH-
TAJIBHBIX TUCHUIUIMH U, CIIEOBATEIbHO, HE MOTYT 3(¢-
(EeKTUBHO TIperojaBaTh TEOPUIO MY3bIKU. Benp cyiue-
CTBYET pa3IHyue MEXIY TEOPETHUECKUM TOHUMaHUEM U
YMEHHUEM MPAKTUYECKH MPUMEHHUTh 3HAHUS B pPeajbHOI
MY3BIKQIbHOM CHUTyaIllM, KaK HalpuMep, B rapMOHHU3a-
I MEJIOJUH, apaH)KUPOBKE UM UTPE NAMOMATHYECKUX
rapMOHHUYECKUX MOCIIEA0BATENILHOCTEH Ha (hOpTENHaHo.
Takke MHOTHE yUUTENsE TEOPUU HE TPOSIBILSIIOT CIIOCO0-
HOCTU K TBOPUYECTBY, KPUTHUECKOMY MBIIUICHHUIO, JIIO-
003HATEIILHOCTD; OHU, Ka)KETCsI, IOJIHOCTBIO YJIOBJIETBO-
PEHBI HCIIOTIB30BaHUEM yUeOHUKA, HATTMCAHHOTO TAKUMU
e, KaK OHU CTICIIHATUCTAMU, HE U3y YHBIIUMH FAPMOHHIO
o0cTosiTeIbHO. BMecTo TOT0, 4TOOBI OOBSICHATH MIPHUHIIU-
IBI, KOTOPBIE TOJIKHBI OBITH PACIINPEHBI 110 CTEIeHHU T0-
Jy4eHHs 3HAHWH, TaKUe YIUTENs IPOIOBEIyIOT IpaBuIa
B arMocdepe, CXoxkel ¢ peuruo3Hoii. BMmecTo pacuiupe-
HUSI TOPH30HTOB, MPECTABIISS OoJiee YeM OJIUH CIIOCO0
B OOBSICHEHHH KOHIICTIIIMU, OHHM 3aCTaBJISIOT CTY/IEHTOB
CJIE/IOBaTh €IMHOMY CIIOCO0Y MBIILICHUSI, OOBSICHEHHS 1
0003HaYEHUsI, IPUMEHIEMOMY K Pa3JIHUHBIM CHTYaIIUSIM.
Bwmecto Toro, 4TOObI BIOXHOBIIATE CTYIEHTOB UT'POIl MH-
TEpECHBIX IPUMEPOB Ha (hOpPTENHaHO U JEeMOHCTpaLUeH
UCKyCCTBa F'aPMOHHU3AIMN, OHU OOXOSATCS HAIMCAHUEM
HECKOJIBKUX aKKOP/IOB Ha TOCKE M UCIIOJIb30BAaHHUEM ITPO-
€KTOpPa C 3KPaHOM KaK 3aMEHBI BCEX BO3MO)KHBIX IIPAKTH-
YEeCKHX METO/I0B 00yueHHs. [{pyrumu clioBaMH, BMECTO
NPaKTUKU TapMOHMH, OCYIIECTBISEMON BMECTE CO CTY-
JICHTaMH, OHM 3aHMMAIOTCS, B OCHOBHOM, CIIEKYJIATHB-
HBIM, CO3€pLATEIbHBIM OMMCAHUEM FapMOHHUH.

CymMMupys Bc€ BBIIIECKa3aHHOE, HEOOXOIUMO KOH-
CTaTHPOBATh, YTO HECKOJIBKO (haKTOPOB MPHUBOIST K He-
3¢ GEKTHBHOMY MPETIOIABAHUIO FAPMOHUH:

— OTCYTCTBHE COJMIHOTO 00pa3oBaHHs B 00JaCTH
TapMOHUY;

— OTCYTCTBHE HAaBBIKOB UT'PbI Ha (DOPTENHAHO;

— OTCYTCTBHE NPHUBEP)KEHHOCTH CBOEMY Jely, JIio-
003HATEIILHOCTU M KPUTHUECKOH OLIEHKH;

— BCE IIEPEUYUCIICHHOE BMECTE.

PacluncppoBka MeroAMYECKOH AUHUM

s HeKOMOPbIX MY3LIKAHMOE MELOOUYECKAsL IUHUSL
npedcmasnsem Hepaspeuumyro 3a2aoKy;
0718 OpyeUux OHA — paccKa3yuya UCMopul.
[lepBblii 11ar, KOTOPBI HEOOXOAUMO CAENATh B MPO-
Hecce rapMOHH3alUH, CBsI3aH ¢ UIPOM Mesoauu Ha (op-
TEIHAHO C IIEJIBI0 MOHATH €€ COAepKAHUE U CTPYKTYPY.
3areM MOXXHO Hayarh paciik(poBbIBaTH MEIOAUIO, TO
€CTh MPABWJIBHO PaCHpeAessaTh rapMOHHYeCKHe (yHK-
UK €€ TOHOB. DTO — HanboJIee BaYKHBIN MPOIECC B rap-
MoHu3auuu. OH OCHOBaH Ha psiie (aKTOpPOB, K KOTOPBIM
OTHOCATCS:
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— FapMOHHMYECKUI CUHTAKCUC;

— IpeArnoIaraeMple KaeHIINH;

— 3HAKOMbIE MEJIOZIMYECKHE 000POTHI;

— CKaYKH;

— IIOBTOPSIEMBIE TOHA;

— 0COOBIH MMOAXO0J K CHIILHOM J0JI€E;

— MOMEHTBI LIE3yPHI.

DTOT CHHCOK HE TOJIHBIA; OH MOXET OBITh IpO-
JIOJDKEH W BKJIOYAaTh CTWJIb, JIMYHBIE MPEATOYTCHHUS,
pa3zHooOpa3ue TapMOHHYECKHX CPEICTB, OTIMYHUS HH-
CTPYMEHTAJIbHOW (DAKTyphl OT XOPOBOM, CICIHAIbHBIC
akycTudeckue 3(pGeKTbl 1 MHOTOE JAPYroe.

lapmonuueckuii cunmaxcuc

Jist Toro, 4To0OBbl FApMOHNU30BATh MEJIOJMIO B OIIpe-
JIENIEHHOM CTHJIE, HEOOXOAUMO CJEeI0BaTh HMPUHIUIIAM
rapMOHMYECKOIO0 CHHTakcuca. B mpouecce pa3Béprhl-
BaHUS TapMOHUYECKAas MOCIE0BATEFHOCT MEPEXOIUT
OT CTaOMJIBHOCTH K HECTaOMIIBHOCTH 1 00parHo. ["'apmo-
HUYECKUN CUHTAKCUC, UJIM €CTECTBEHHbIN MOPSAJIOK Clie-
JIOBAHMsI TAPMOHUYECKUX (PYHKLHUH B Tak Ha3bIBAEMOM
«riepuosie oO0Iel NMpakTUKU» [aHINI. common practice
period. — IpuMed. TIepEeBOAYUKA] OMPEesAeTCs] MPHH-
LUTIOM TPOTPECCUPOBAHUSA, TO €CTh YCHUIICHUS CTEIICHH
HECTaOMJIBHOCTU MEXK/IY JIByMsI TOYKaMH CTaOHIbHOCTH,
MIPECTABICHHBIMU TOHUKOM.

[TonHelii X0 rapMOHMYECKUX (YHKIMH MpEacTaB-
nen cxemoir T-M—S—-D-T'. U3 cocrosiaust abCOMOTHON
CTaOMIBHOCTH (TOHHUKA) MPOUCXOIUT IMEPEIBIKEHHUE B
00J1acTh OTHOCHUTEIILHOM WIIM HEHTpajbHOM HecTaOWIIb-
HOCTH (MEMaHTa); 3aTeM HeCTaOWIbHOCTh yCHUIINBACTCSI
Ha OmHYy eauHMIly (CyOZOMHHAHTA) W Jajiee, MOIHSB-
IIUCh eUl€ Ha OIHY EAMHMILY, JOCTUIaeT MHTCHCUBHOM
HecTaOMIbHOCTH (HoMUHaHTa). HakoHel, cTaOMIIbHOCTD
BOCCTAHABJIMBACTCS TP BO3BPALICHUN TOHHUKH.

B npuBenéHHOM ONMCaHUM I0CIENOBATEIbHOCTH
oyxBa T o003HauaeT TOHUKY; M HCIOJIB3YETCsI B 00LIEM
cMbIcie ub0 I 0003HAYeHMsI BEpXHEH MEIHaHThI
(I1I), nmudo nwxueit menmantsl (VI), koTopas Takxke
MOXeT o0Oo3Hayarbcsi OykBamu SM (cyOmenuanTa);
S mpexcrapiseT o0iIee 0003HAYCHHUE ISl TUITHYCCKUX
CcyOmOMHHAHTOBBIX akkopaoB, IV u II; a D sBisiercs
0003HaYCHNEM THUIMYECKUX JOMHHAHTOBBIX aKKOp-
noB, V u VII. Jlomunanrosas obnacts (D) MoxkeT ObITh
yCHJICHa WHTCHCUBHOW NpEAJOMUHAHTOBOI (a3oi,
MIPEICTABICHHON KaJaHCOBBIM KBAapTCEKCTaKKOPAOM,
KOTOPBIM HMMEeT TOHHYECKYIO CTPYKTYpy U JOMHHAHTY
B Oacy; ero mpemjaraetcsi 0003HauaTh CJICAYIOUIUM 00-
paszom — K6/4.

MenuaHThl, OYEBHIHO, MOTYT 3aMelaTh ITaBHBIC
¢byukuuu T, S, win D, HO s npeanarar 0003HaYaTh UX
OT/eNbHBIME OyKBaMH WM PUMCKUMH IH(pamMu, Juis
SICHOCTH, TeM 0oJiee, YTO MEIMAHThI IPEJICTABISIOT ca-
MHX ce0s B TaKUX IMOCJIEI0BATEIBHOCTIX, Kak [-VI-IV
(T-SM-S), rne VI ne 3amemmaet au T, HU S, HO TpeNICTaB-
JISeT TUIIMYHYI0 MenuanTy; Take B [-I1I-V (T-M-D),
III — 5T0 MeaMaHTa Kak TaKoBasl.
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OnTUManbHEIA MyTh A 3aBEPIIEHHON MY3BIKAJIb-
HOM WJIeW BKJIIOYAET TPU IVaBHble (YHKIMU: TOHHKY,
CYOOMHUHAHTY M JOMMHAHTY, YTO IOCIY>KHJIO OCHOBA-
HUEM Ha3BaTb UX «TpeMs KOJIOHHAMM, IONJEP/KUBAIO-
IMUMHA TOHAIBHOCTE». IlociaemoBarenbHoCcTh T—-S-D-T
cTaja CHMBOJIOM MIMOMATUYECKOIO TI'apMOHUYECKOIO
nopsinka. Ha BeicmeM cTpykTypHOM ypoBHEe T—-S-D-T
YacTO CUMBOJIU3UPYET TOHAJIBHBIN IJIaH BCETO MIPOU3BE-
JIeHUs: My3blKa HAUMHAETCS B OCHOBHON TOHAJIBHOCTH,
3aTeM MOJYJIHPYET B TOHAJIbHOCTh CYOJOMHHAHTHI U B
TOHAJIBHOCTb JOMUHAHTBI U, HAKOHEL, BO3BPAILLAETCS B
OCHOBHYO TOHAJIbHOCTb.

B tonanbHO#l My3bike XIX—-XX BekoB nocienosa-
tenbHOCTh T—S—D-T ObuTa pacimpeHa myTéM BKIIFOUE-
HUS aKKOPJIOB, 3aMEHSOLUX OCHOBHBIE IMaTOHUYECKUE
¢ynkiuu. Hampumep, ofHa M3 M3BECTHBIX MOCIIENOBA-
tenpHOCTe B My3bike Cepres [IpokodneBa B Oanere
«Pomeo u JlxynberTa» npencrasiseT akkopabl [-bVI-
III-1 (ToHuka B Makope, MakopHasi cyOMequaHTa, 3a-
MMCTBOBAHHAsl U3 OJHOMMEHHOIO MHUHOpA, Ma)KOpHas
BepCUs MEIMAHTHI M TOHHUKA), IPU ITOM B MEJIOINHU 3BY-
yar ctynenu [-VII-I. Takum oOpa3oM Xpomaruueckue
Me/IMaHThI 3aMeNaroT cO00H CyOJOMMHAHTY U JIOMUHAH-
Ty, pacluupssl HallM IIPEICTaBICHUS O FAPMOHHYECKOU
CTPYKTYp€ KaJCHIMH.

YKOpOUEHHBIE IIyTH TapMOHUYECKOIO B3aUMOJIEH-
CTBUSL MOIYT IPOILyCKaTb HEKOTOpPHIE YPOBHU HECTa-
6unpHOCTH B nocnenoBarensHoctu. Hanpumep, T-D-T;
T-S-T; T-M-D-T; T-M-S-T; u naxe T-M-T npen-
CTaBJISIIOT (DEHOMEHBI, PACKPBIBAIOIINE TEHACHIIMIO OC-
BOEHHUSI MEIMAHTOBBIX OTHOIICHUI B My3bIke KoHIla XIX
1 Hadana XX BekoB. [TonoBuHHAS KaAeHIIUA B 9TOT IIEPU-
0] MorJ1a OBITh BBIpaKEHA OCTAHOBKOM Ha JIFOOOM aKKOp-
Jle, KpOM€ TOHUKH, 4aCTO Ha JOMUHAHTOBOM, HO TaK K€ U
Ha CcyOmoMHHAHTOBOW (yHKIUH. [ToIOBHHHAS KaICHITHS
[IpeTepIeia 3HaYUTEIbHYIO JBOJIIOLMIO B IIO3QHEM PO-
MaHTHU3Me U B Hayasle XX BeKa, TaK 4YTO MOIVIA BKJIIOYATh
1 OTHOCHUTEJIbHYIO OCTaHOBKY Ha MEJIMAHTOBBIX WM 3a-
MMCTBOBAHHBIX U aJbTEPUPOBAHHBIX AKKOPAAX.

Ilpeononacaemvie kadenyuu

KaneHIIMOHHBIC YYaCTKA MEJIOAUN HY)KHO IpOaHa-
JIU3UPOBATH MIEPBBIMH, KOO OHU HE TOJIBKO TPEACTABIIS-
0T HH(POPMAITHIO 00 aKKOpIaxX, 00pa3yoIIHX KaICHIIUIO,
HO TaKXe MPEANoJaraT akKKOPIbl, KOTOPbIC 00PaMIISIOT
e€. [IposcHss KaIeHIMOHHbIE MOMEHTBI, MOKHO PEIIUTh
MHOT'HE TIPOOIeMbl TAPMOHHU3AIIHH.

B mpomecce ompeneneHuss TapMOHHUYECKUX 3a-
KITFOUCHHI B MEJIOJMH, ITOJIC3HO YCTAHOBUTH TE€ MECTa,
KOTOpBIC TIOAPa3yMEBAOT [TOMHUHAHTOBBIH KOMILICKC
K6/4-D. DToT KOMIIIEKC BOZMOKHO IPUMEHSTH HE TOJIb-
KO B KaJICHIIMOHHBIX MECTaX MEJIOUH, HO U B APYTHX €
MecTax, Aaxke B Hadase. K OyJeT Bcerja HaXOAUThCs Ha
JI0JIe, KOTOpasi CUJIbHEE, YeM Ta, Ha KOTOPOH HaXOAUTCs
nosiBistromasicss 3a K6/4 momunanrta (D). Chenyromrue
MEJIOIUYECKAE 00OPOTHI MOXKHO TapMOHH30BATh STHM
KaJIeHITMOHHBIM KoMIuiekcoM (ripumep Ne 1a).
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IIpumep Ne 1 a
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Jpyroil BapuaHT, NPUMEHUMBIH B KaJE€HLUUOHHBIX
MOMEHTAax MEJIOJMHU, HTO IIpepBaHHas KaaeHuus V-VI
(D-SM). B nanHom ciiyyae cyOMenuanTta (yHKIIMOHH-
pyeTt kak 3ameHa touuke (Ts) [or anrm. Tonic substitute.
— [IpUMed. IIepeBoYrKa]. MOXHO HCTIONB30BaTh U pUMa-
HoBcKoe o0o3Hadenue Tp (ot Hem. Die Tonika parallele),
HO aHIJIOSA3BIUHBIX CTYJCHTOB OHO MOXKET 3aIyTaTb, TaK
KaK B aHIIMHCKOM SI3bIKE «IapajliesIbHasi TOHAIBHOCTDY
O3HA4YaeT OJHOMMEHHYIO TOHAJIBHOCTH, a TO, 4uTO B ['ep-
MaHuH [1 B Poccun. — /. X.] Ha3pIBaloT NapauieIbHbIMU
TOHAJILHOCTSIMH, B aHIJIOS3BIYHBIX CTpaHaX 0003HAYAIOT
KaK «pelATUBHBIE TOHAIbHOCTW». COeAMHEHHE aKKOp-
0B D—VI 4acTo BO3HUKACT ¥ BHYTPH (pa3bl KaK «Ipe-
pBaHHOE pa3pelieHue 0e3 craTyca KaaeHIUI». Xapak-
TEpHBIEC AJIS 3TOH IMOCJIEAOBATEIbHOCTH METOANYECKUe
00o0poTsI ciieayrorue (cM. mpumep Ne 1 0).

[Tpumep Ne 1 6

Hty

Menonuueckue oboporst G—C B mpumepe Ne 16
MO)KHO TapMOHH30BaTh C MCIIOJIb30BAaHUEM OOpaleHU
JoMuHaHTOBOrO Tpe3Byuus (V6—VI), uro obpasyeT Hu-
cxomsmryto 6acoByto nuHuio C-H-A4 (I-V6-VI). B mu-
HOpe 7Ta 6acoBast JIMHUS — 4acTh HATYPaJbHOIO MUHOPA
C—B-As, v oHa Oy/ieT BKJIIOYATh MUHOPHYIO IOMUHAHTY
Im—-Vm6-VI. lllecroii Takt B npumepe Ne 10 mposiBisier
KOHTYp, FapMOHHM3aIMs KoToporo akkopramu D—VI 6o-
Jiee XapakTepHa B MaKOpe, C BOBMOXKHBIM ITPUMEHEHHEM
TaKXe B HAaTYypaJbHOM MHHODE.

Buarxomvie menoouyeckue KOHmypbl

B nononHeHne K KaJeHIMOHHBIM MOMEHTaM Heo0-
XOIUMO OIPEIETUTh B MEJIOINH HEKOTOpPhIe 3HAKOMBIE
MeJIOInYeCKUe (parMeHThl, TapMOHH3ALUS KOTOPBIX TEM
WJIM UHBIM CTIOCOOOM YK€ M3BECTHA.

[ToaTOMY, Ba)KHO CO3/aTh CIOBaph TUITMYHBIX TapMO-
HU3aLUi, KOTOPBII IOMOKET HaM YCIIbIIIATh MEJIOJUYe-
CKHe 000pOTHI ONpeaeIEHBIM 00pa30M U M30aBUT HAC OT
JUIIHKAX ycuind. Hanpumep, Obu1o Obl O4€Hb MOJIE3HO
TeM, KTO U3y4aeT TapMOHHIO, IPEIOKUTH XOTsI ObI OHY
U3 BO3MOXKHBIX TapMOHM3AaLUH I KaKJOTO JaHHOTO
HIDKE, TUaTOHMYECKOTO MEJIOJHYECKOro 000poTa, KaKk B
Makope, Tak ¥ B MuHope (cM. mpumep Ne 1 B).

IIpumep Ne 1 B
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IToMuMo aHanM3a KaJeHUUNU U ONPEJETICHUS 3HAKO-
MBIX MEJIOJNYECKUX KOHTYPOB, CYIIECTBYIOT M JIpyTHe
MIPU3HAKH, KOTOpBIE MOTY MOMOYb TapMOHH30BaTh Me-
JIOZINIO, HEKOTOPhIE M3 KOTOPBIX OYAyT TpeCTaBIICHBI
HIKE. JTO B OCHOBHOM OOII[M€ PEKOMEHAAINH, KOTOPBIE
HYKHO MIPUMEHSITh TBOPYECKHU U C OOJBIION THOKOCTHIO.

Crauku

3BYKH, KOTOpbIE 00Pa3ylOT CKa4KH B paMKax OJHO-
rO TaKTa, MOYKHO TapMOHH30BaTh OJJHUM aKKOPJOM (CM.
mpumep Ne 2).

IIpumep Ne 2

Tosmopsaiowuecs 38yKu

Korz[a B MEJIOAUH BO3HUKAIOT IMTOBTOPAIOIINUECH 3BY-
KN WKW 3BYKH JOJITUX HHHTeHLHOCTeﬁ, UMEECT CMBICJI
JO0OMBATHCSI OONBIIETO Pa3HOOOPA3Us U TApMOHH30BATh
OTHW 3BYKU WJIM JOJIM TaKTa pPasHbBIMU aKKOpAaMH (CM.
npumep Ne 3).

IIpumep Ne 3
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-
f
T VI s D

PexoMeHalMm Takoro poja 3aBHCAT TAKKE OT TEM-
ma, oOIIero xapakrepa M jxaHpa Menoxuu. Hampumep,
ckauku (mpumep Ne 2) MOKHO TapMOHM30BaTh U pas-
HBIMH aKKOPJaMH, €CJIM MENOJHMs HalkcaHa B TeMIe
Adagio; Tak MO)KHO KOMIIEHCHPOBAaTh MEJUICHHBIH TEMIT
(mpumep Ne 4).

IIpumep Ne 4

Adagio

+
T
o

s

T VI SII
IapMoHu3aIust parMeHTa MEJIOHH C TOBTOPSIFOIIHU-

MHCSI TOHAMH TaKKe 3aBUCHUT OT Temma (rpumep Ne 5).

IIpumep Ne 5
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Presto
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Ocobvlil n00xX00 K culbHOU 0osie

ITocne TakToBOW 4epThl JIydllle IOAYEPKHYTh CUIIb-
HYIO J0JIIO HOBBIM aKKOPJOM HJIU HyTéM CMCHBI TOHA aK-
Kopaa B 0acy, TO eCTh BBEIEHHEM OOpalleHHs akKopaa
(mpumep Ne 6).

IIpumep Ne 6
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Momenmuwr ye3ypuol

Ile3ypa siBngeTcs pa3pblBOM B Pa3BEPTHIBAHUU MY-
3bIKM B PE3YJIETATe PUTMHUUYECKOM OCTAaHOBKHU WJIU YIEp-
JKaHUSI HOTBI OOJBIION UIUTENhbHOCTH. OHA MOXKET OBITh
oOpa3oBaHa 00 Mmay3oi, 1100 Gepmartoi, TU00 u3Me-
HEHHEM TeMIIa, JTH00 ke HOTOMU, JTUTEIBHOCTh KOTOPOit
Oouibllle MPEAIISCTBYIONMX JIUTENbHOCTeW. Pexe 1ie-
3ypa mojpasyMeBaercsi 6e3 UCIOIb30BaHUS KaKUX-JIN00
CIIeNUaTbHBIX CIIOCOOOB, MEPEUNCIICHHBIX BhIle. [le3y-
PBI BapBUPYIOTCS 10 MPOJOKUTEIFHOCTH — OT JIETKOTO
npepbIBaHUs WM HEOOJBLIONH MPOJOHTAIlMA HOTHI JI0
JJIATEIbHBIX IEPUOAOB TUIIMHBI UJIM TOHOB OUYCHDb 00JIb-
WUX JuMTenbHocTed. Llesypy MOXKHO IOHMMATh Kak
PUTMHUYECKYIO Ka/ICHIIMIO B My3bike. OOBIYHO rapMOHH-
Yeckasi KaJeHIHs BKJIIOYaeT B ce0sl U Le3ypy, UTO yCUIIU-
BaeT KaJeHIIMOHHBIN 2 dexT. THOrIa MOXKHO HAOIIOAAT
rapMOHHUYECKYIO KaJICHIIMIO Oe3 €3y Phl, WU 1e3ypy 0e3
rapMOHHMYECKOM KaJIeHLIUU.

[Tocne MoMeHTa 11e3yphl — HapUMeEp, Ha TPaHUIIE
MeXIy AByMs ()pazaMH — BO3MOXKHBI OTKJIOHEHHsS OT
MPUHIUIIOB (YHKIIMOHAIBFHOTO CHHTaKcuca. B mpume-
pe Ne 7 mepBoe mpeaiokeHHe 3aKaH4YNBaeTCs TIOJOBUH-
HOHM KaJieHIMeH C 1e3ypod. DTa CUTyalus MO3BOJISET
HaM HadaTb BTOPOE€ IPECAJIOKEHUE C Cy6Z[OMI/IHaHTI)I
(mpumep Ne 7).

IIpumep Ne 7
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Heo0xo1umMo UMETh B BUJLY, 4TO HE CYILIECTBYET «HaH-
JydIIei» rapMOHU3AIMK KaKOH-THOO MENONUH; Jaxe
npocTelInne Meonrudeckue (GpparMeHThl MOXKHO YIaqyHO
rapMOHHM30BaTh PA3IMUHBIMU criocodamu. Yem Oombiie
TAPMOHMYECKUX CPEJICTB OCBOCHO YUCHHKOM (XpoMaTu-
YEeCKHe aKKOP/Ibl, HEAKKOP/IOBBIE TOHA, MOIYJISINH), TEM
Ooutblle y HEro BEIOOpa B TapMOHU3AINH MEJIOHH.

Dopmam, cmune u popma capmonusayuu

lapmonuyeckast Gpaktypa, IpuMeHsieMasi B y4eHUH O
rapMOHUH, MPECTaBIsieT popmart st CMEIIaHHOTO Xopa
— COIIpaHo, aJbT, TeHOp u Oac. ['apMoHuM3almu, npeia-
raeMble B TaHHOH CTaThe, MOYKHO MIpaTh Ha (hopTenua-
HO WJIM TeTh Ha 4eTkipe rosnoca. Urpa Ha ¢oprennano
HMEeT CBOM OCOOCHHOCTHU: MOCKOJIbKY (haKTypa mepexo-
JUT U3 Y3KOTO PacCloOJIOKEHUA B HIMPOKOE, UCIIOJTHUTEID
TaK)Ke MEHSET CII0CO0 B3SITUSI aKKOPIOB C OTHOTO 3BYKa
B JIEBOM pyKe W TPEX B MPaBOH — Ul Y3KOIO PacIofIo-
JKEHMSI, U IBYX 3BYKOB B JIEBOW U JABYX B IIPaBOil — B LIK-
POKOM PACHOJIOKEHHH. |'apMOHU3AINH ITOCTPOEHBI TaK,
YTO HEKEIATCIIbHBIC MapalICIN3Mbl, CKPBITHIC KBUHTLI
1 OKTaBBbI, IIEPEKPECHINBAHUA U CKPCUIMBAHUA T'OJIOCOB U
nepedeHbe U30erarTcs.

Yro xacaercs CTHUJIA, BCC MCJIOAWH HAITMCAaHbI B KJI1aC-
CHKO-pOMaHTHUeCKoil MaHepe. OTHAKO B CTHJICBBIX JleTa-
JISIX TApMOHM3ALMH BApbUPYIOTCS B IIIMPOKOM JTHAa30He:
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OT KJIACCUYECKOTO CTHJIA K IIO3IHEPOMAHTUYECKOMY, 101~
My3bIKE M JDKa3y. B OTHOLIEHMH MY3bIKaJIbHOH (OPMBI,
YOPa)KHEHUsI BBIPAXKECHBI B BHUJE NPEUIOKCHUS, MEPUO-
Jla TIOBTOPHOU CTPYKTYpBI, IIEpUOJA €JUHOIO CTPOCHMUSI,
rpynisl (ppa3 v IPOCTOH ABYX4ACTHOH (hOPMBI.

ﬂuamonuuecxue capmoruzayuu

IIpumepom mnpouenypel aHanu3a U I'apMOHU3ALMU
MEJIOUH MOYXKET CITY)KUTh CIICAYIONINN TUIaH:

— UrpaTb MEJIOJUI0 U OCBOUTH €€ CTPYKTYDY;

— aHaJIM3UPOBATh MEJOJNI0 B (DyHKIHOHAIBHBIX
0003HaYEHNUAX;

— COYMHHTH JINHHIO Oaca;

— 3aI0JHUTL BHYTPEHHUE T0I0Ca;

— IIPOBEPHUTH OLIUOKH.

[Ipennonoxum, 9T0 HAM HaJI0 TAPMOHU30BATEH MEJIO-
JIUIO JUISI CMEIIAaHHOTO Xopa JJIMHOW 12 TakoB (mpumep
Ne 8 a) u 3aaHMe OrpaHUYEHO UCTIOJIb30BAHHUEM TOJBKO
JUATOHUYECKHUX aKKOP/IOB (0e3 TBOMHBIX JOMHHAHT, aJlb-
TEPUPOBAHHBIX U 3aMMCTBOBAaHHBIX akkopnaoB). [lepsoe,
YTO HEOOXOJMMO CJIeNlaTh, — ATO ChIrPaTh MEJOAUIO Ha
(oprenuaHo WM, €CIM 33/IaHKe JIaHO B Ka4eCTBE JK3a-
MEHAIIMOHHOTO, MPONETh €€ MBICICHHO, TI0 BO3MOXHO-
¢t Hanbosee TogHo (mpumep Ne 8§ a).

ITpumep Ne 8 a

3

[Iporiecc peanbHOrO WM BHYTPEHHETO CIIyXOBOTO
HCTIOJIHEHHSI 3TOW MEJIOANH MO3BOJIIET HaM OIPEIeTUTh
KaJICHITMOHHbIE MOMEHTBHI U OLIEHUTh CTPYKTYpPY MeEJo-
nud B 1enaoM. [IoHATHO, 4TO HaYanbHBIA JBYXTaKTOBBIN
JKECT MTOBTOPEH B TPAaHCHO3ULUH (TakThl 3 U 4). Hauans-
Has unes u e€ MOBTOPEHHE 00pas3yIoT YEThIPEXTAKTOBOE
MpeSIoKEHHE, KOTOPOe 3aKaHUYMBaeTCs Ha BTOPOH 1oie
4-ro TakTa. Menoau4ecKuil KOHTYp MEPBBIX JABYX JOJIEH
4 TakTa mpennojaraeT HCIOJIb30BaHHE JTOMHHAHTOBO-
ro komiuiekca K6/4-D u MoMeHTa 1e3ypsl, XOTs U 0e3
OCTAaHOBKHU MJIU TPOJIOHTAIIUN KaKOH-THO0 HOTHL. Jlpy-
TOM TIOXOXKUH Ha 3TOT MOMEHT BO3HMKAaeT B TakTe 2. Cre-
Jyrolasi KaJIeHIIUsA BO3HUKAET B CaMOM KOHIIE MEJIO/INH,
IJIe CKa4OK B MPEANOCIeHEM TaKTe MpearnonaraeT J10-
MUHAHTOBYIO TapMOHU0. ITociiequuil TakT 3aHAT TOHU-
xoil. Ilocne Toro, kak Bce 3TU IpeBapUTEIbHBIC LIaru
MPEANPHHSTHI, Mbl O0OHAPYKUBAEM MEJIOANICCKYIO CCK-
BEHIINIO, HUCXOSIYIO TI0 cekyHaam (mpumep Ne 8 0).

[Tpumep Ne 8 6
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OTO ABEHAALIATUTAKTOBOE ITOCTPOCHUE COCTOHUT U3
JBYX TPEJIOKEHUN: OHO — B YETBIPE TAKTa, a IPyroe —
pacUIMpeHHOe, JIMHONW BOCEMb TaKTOB. MBI TaKXke omnpe-
JIeTUIIN, 9TO0 WHOTAa (pasbl, MEHEEe YeM IpeJIoKEHHE,
MOTYT 3aKaHYHMBAThCSI TAPMOHHUYECKUM 3aKIIOYCHHEM,
Kak B TakTax 1-2. HexoTopble My3bIKaHTBI OIPEACIISIOT
TaK{e y4acTKH, KaK MaJjble IpeaoKeHUs, HO YMEeCTHee
UCIIOJIb30BaTh TEPMHH «(paszay.

Omnwupasich Ha JIOTUKY TPaBUIILHOTO (DYHKIIMOHAIb-
HOTO MOPsI/IKa M COONIoast IIpaBuiia CKauKoB, TOBTOpSsie-
MBIX HOT U 3HAKOMBIX MEJIOAMYECKHX 000POTOB, MOKHO
3aKOHUMTh FapMOHM3aLUI0 3ToN Menonuu. Ha nannom
JTarne Mbl He OyneM (oOKycHpoBaTh Halle BHUMaHUE
Ha MEJIKMX JAeTajusix 0acoBOW JMHHMM, UCHOIH30BAHHUU
CeNTaKKOPAOB M UX oOpamieHuil. B naHHBIH MOMEHT
Haubojiee Ba)XKHO pACHPEICIUTh INaBHbIC (QYHKIUH
T, S, D u npomexxyrounsle Gpynknun M u SM HacTolb-
KO, HACKOJIBKO OHM YCTPauBarOT MEIOANYCCKUN KOHTYP.
Korna taxoit uepTéx co3maH, MOKHO COYHMHHUTH Oaco-
BYIO JIMHHIO BO BCeH €€ MOJTHOTE U 3aI0JHUTh BHYTPEH-
HUE rojoca.

[TocnenoBarenbHOCTh B TakTe | mpeacTaBiseT 3Ha-
KOMBII MeNonudeckuil KoHTyp (ctymenu 3—2-1), xkoTo-
PBIil MOKHO TapMOHU30BaTh TOHUYECKOW IPOJIOHTalluEH,
coJeprKallel poXoIsLIUil KBapTCEKTCAKKOP B CEPENU-
He. CKayok B Havalle TakTa 3 TpeArosiaraeT TOHHKY, a
€ro TpeThs J0Js — cyOnoMuHaHTy. Takt 5 oOHapykuBa-
€T Hayajo APYroro 3HAKOMOTO MEJIOJUYECKOro KOHTY-
pa, ctyneneit VIII-VII-VI, koropslii 3akaHuMBaeTCs Ha
HEepBYIO JOMI0 TakTa 6. MBI MOXKeM T'apMOHH30BaTh €T0
6o xak I-III-1V, mu6o xak VI-III-IV win emié kakum
mbo criocobom, Ho syqmie BbiOpars VI-III-IV. B tak-
Te 6 emé ofHA 3HAKOMas apHeKUAIU MOAUEPKUBACT
CYOJIOMUHAHTOBYIO (yHKIHI0. s €€ rapMoHu3aImu
MOXHO IIPUMEHHTH CTaHAAPTHYIO MOCIEeI0BATEIbHOCTE,
HPOJIOHTHPYIONTYI0 CyOIMOMUHAHTY IOCPEACTBOM IIPO-
xomsmero cekcrakkopaa (IV-I6-11). Menoanueckuii
KoHTYp TakTa 10 mpeanonaraer CyOIOMHHAHTOBYIO
(YHKIMIO, TIPOJIOHTMPOBAHHYIO ITPOXO/SIIIUM KBapTCEK-
cTakkopzoM (pumep Ne 8 B).

IIpumep Ne 8 B
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[Mocnennue nBe MpOOIEMBI, KOTOpbIE HEOOXOIHMO
pa3peumTh, 3T0 JBE BOCbMBIE — B Hayale U CEKBEHLIUA
— BO BTOPOM IMpeyIoKeHUU. [IOCKONIBKY MBI permim
OTPAaHUYUTh TAPMOHHU3AIMIO TOJBKO JHATOHWYECKUMHU
aKKOpJaMH, TapMOHM3ALMs JBYX BOCBMBIX ITOBICUET K
HEHY>)KHOMY YCKOPEHMIO TapMOHHMYECKOTO pUTMa U He-
JKeJIaTeIbHOMY 3arpoMOXKIeHUI0 (akTypbl. [losTomy
JIydIlle TapMOHHU30BaTh 3TH JIBE HOTHI OAHOW (pyHKIMEH,
B JIAaHHOM Clly4yae — JOMUHAHTOM.
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UTto ke KacaeTcsl CeKBEHIMH, TO HEOOXOAMMO pe-
LIUTh, OyZIeM JIM MBI TAPMOHU30BaTh 3BEHO U3 TPEX HOT
TpeMs pa3HbIMM aKKOpAAaMH, WIX JIUIIb AByMA. M To u
Jpyroe, KaKeTcsl, BOBMOXKHO, U MBI JTOJDKHBI H3yYUTh
o0a BapmaHTa. B mepBoM ciyuyae MOXHO NPUMEHHTH
II-V-I. Ho II y>xe nosiBisieTcst IpsAMO Iepel CEKBEHLIU-
eil, U e€ HeXeJaTeIbHOEe IIOBTOPEHUE YEPE3 TAKTOBYIO
4yepTy NPUBEAET K TaBTOJIOrUU. Takke IOBTOPEHUE 3Be-
Ha B TPAHCIIO3ULUHU CIPOBOIMPYET MOBTOPEHUE TOHU-
YEeCKOTO aKKOp/ia Ha CHIIBHOI Jl0JIe TaKkTa 8 U TPe3BYUHs
VII Ha cuiibHOM J1osie TakTa 9. A eCi MBI UCTIOJIb3yeM
[V-V-I nns rapMoHu3anuu 3BeHa 3TOW CEKBEHIMU, TO
MpaBWIbHOE MMOCienoBanne (GyHKIUA OyaeT Hapyiie-
HO Mexay Taktamu 6 u 7, tae mocine Il mocneayer IV,
a Takxe Mexay Taktamu 8 u 9, rae VII Oyner coenune-
Ho ¢ 1%

Kaxercsi, 4To TpEXaKKOpOBOE 3BEHO BCE-Taku OY-
JIeT CJIMILKOM TSDKEJIBIM UM B 3TOM KOHTEKCTe. Moxer
OBbITh, JIy4llle IapMOHH30BaTh €ro JIByMs aKKOpIaMH
D-T rak, 4To nepBbie JBe HOThI OyAyT MPHHAIJIEHKATH
JOMUHAHTE, a TpeThs OyJeT rapMOHH30BaHa TOHUKOH.
Ha nepBblil B3MIsA1, BOSHUKAIOT JBAa HECOOTBETCTBUS B
9TOM 3B€HE: 1) MOsBIEHHE TPE3BYUYHUS JOMHHAHTHI 110O-
Clle TOMMHAHTCENTAKKoOpJa U 2) IBUKCHHE CENTHUMBI
JOMHUHAHTCENTaKKopAa BBepX. OJTHAKO HU OTHO U3 3TUX
JBYX HAOJIFOICHUN HE MPEACTABISACT MPOOJIEMBI: CENITH-
Ma JJOMMHAHTCENTAKKOpAAa UAET BBEPX B paMKax OAHOU
(YHKUMM ¥ HE SIBJISETCS] pa3pelleHreM, a 3BYUHUT Kak
anmoKuaTypa K JOMHHAHTOBOMY Tpe3Byunio. [loaTo-
My TapMOHHM3alUs 3BeHa OyleT MPeKpacHO BIIMCAHA B
CEKBEHIIMIO; HaM MOHAJ00UTCS JINIIb TOYHO CTPAHCIIO-
HupoBath ero (mpumep Ne 8 r).

IIpumep Ne 8 ¢

Bechb FapMOHI/I‘-IeCKI/Iﬁ aHaJIn3 MCJIOAWH BBITTIAJNUT
Tak (mpumep Ne 8 ).
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Crnenyromui mar — 370 COYMHEHHE 0ACOBOM JIMHUH.
BxitroueHne oOpalieH i aKKOPIOB ClIenaeT 0acoBbIil ro-
J0c yOoenuTelbHbIM napTHEpoM Mesouu (pumep Ne 8 e).

IMpumep Ne 8 e
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U, HakoHel1, MbI JIOJDKHBI 3aII0JIHUThH CPEAHUE roJioca,
QJIBT U TEHOp, CIEAys NPUHLUIAM XOPOIIETO IoJ0COoBe-
JICHUS] 1 SKOHOMHUH JIBIIKCHUSI: TIOCTYIIEHHOE JIBUKEHUE
W y3KHE CKa4yK{ I1OJYYarT HNPUOPUTET HaJl OOJbLINMH
ckaukamu. DuHabHAS BEpCHsl 3aKOHYCHA: €€ MOXKHO
MOJIHOCTBIO OLIEHUTH ¥ 0J00PUTH MOCIIE HECKOJIBKHUX HC-
nosnHeHuit Ha ¢oprenuano (nmpumep Ne 8 x).
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NMPUMEYAHUS

! B nmaHHOW CcTarbe PUMaHOBCKHE (YHKIHMOHAIBHBIE 000-
3HAYCHUS] PUMEHSIIOTCS C 1Bl 0000IICHHUS; OHU 00JerdarT
rporecc GpyHKIHOHAIBHOIO MBILIIICHUSI U PACIIM(YPOBKH MEJIO-
UYECKON JINHUH.

2 Dro mocieaHee «HapylIeHHe» He OyaeT OO0JbLIoi mpo-
0J1eMOM, TTOCKOJIbKY 3BEHO MOCTPOEHO MPAaBUIIBHO, €0 CEKBEH-

JoxTop Jumurap Hunos
npodeccop Teopur My3bIKH

LUOHHBIC TPAHCIO3UIIMU TIePEUEPKUBAIOT CTPOTHUIL TTOPSIIOK Clie-
JIOBAHMSI aKKOPJIOB M HEKOTOPBIE TMPHUHIMIIBI, KOTOPBIE B APYIUX
ciyvasx cobmonatorcst crporo. Tem He MeHee, B Takrax 6 u 7
MOXKET BO3HHKHYTh 0CJIa0/IeHnEe TapMOHHYECKOHN MOCIIEI0BATEb-
HOCTH B HauaJie CEKBEHLIUH.

IlIpooonsicenue cm. 6 cnedyouem Homepe rcyprana

I xosbl My3biku Texacckoro rocyaapcTBEHHOIO YHUBEPCUTETA
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