connecting the concept of the theater building with the Italian humanistic traditions and, at
the same time, with contemporary factors are: 1) the order of the Mantuan Accademia dei
Timidi, which was adjoined with the requirements to exclude the possibility of purely
entertaining performances and crude spectacles in the new theater; 2) the combination of
features of ancient Greek and Italian theater in the architectural solution; 3) the unusual
design of the stage intended to hold, in addition to performances, scholarly conferences,
ceremonies, debates and concerts; 4) the inclusion in the theater hall of statues of outstanding
Mantua residents famous for their achievements in the fields of science, technology, literature
and philosophy. Thus, the opera performances at the Mantua Theater were immersed in the
context of the intellectual life of the city and its centuries-old history.
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OIEPHBIE )XAHPBI JKAHA BATHCTA JIIOJUIM KAK METOAUYECKUII MATEPUAJL B PYKOBOJICTBAX
®PAHIIY3CKUX MY3bIKAHTOB XV 1| BEKA.

@paHiy3ckas My3blKajbHas KyJIbTypa SIOXU IO3AHEr0 bBapoKKo ¥ rajaHTHOro
MaHbEpU3Ma — 3TO 3aMKHYTasl, CIOXHas, NETCPMHUHUPOBAHHAS NMHAMHMYECKAs CHCTEMA.
AKLEHT B JaHHOM OIpPEIENeHUH CIeAyeT ClelaThb Ha CJIOBE «IMHAMuueckas». B
O0COOEHHOCTH CKa3aHHOE KacaeTCs MCIOJIHUTENbCKUX IPUHIMIIOB, KOTOpble BO dpaHIy Ha
MpoTsDKeHUU cronetus (10 1789 roga) MHOTOKpaTHO M CYLIECTBEHHO MEHSUTUCH B Mpolecce
SBOJIIOIMU MY3BIKaJIbHOIO MCKYCCTBAa M MY3BIKAIBbHOW dcTeTHKH. B Teuenue momroro XVIII
Beka BO PpaHumu ObUIM OIYOJIMKOBAHBI COTHH TPAKTATOB, IIOCBSIICHHBIX Pa3JIMYHBIM
aCreKTaM MY3bIKaJIbHOM TEOpUH U MY3BIKaJIbHOW IeJaroruky Toro BpeMeHu. B ux uucie —
PYKOBOJCTBA 10 OOYYEHHMIO HAUMHAIOIIMX MY3bIKE, pa3HOrO pOAa BOKAJIbHBIC |
HMHCTPYMEHTAJIbHBIC METO/IBI, LIKOJIBI KOMIO3HMIMH U mpod. OOpaiaeT Ha ceOsi BHUMaHHE TOT
(akT, 4TO aBTOPBI YKa3aHHBIX TPYHOB, HIIFOCTPUPYS CBOM TEOPETHYECKHE PACCYKACHUS U
KOHKPETHBIE HCIIONHHUTEIbCKHE PEKOMEHAAINH, PEryIspHO 00palaroTcs K OHEPHOMY
TBOpUECTBY BelHKoro ¢panirysckoro kommosutopa XVII cronerus Kana batucra Jlronmu
(1632-1687). K onepubiM sxanpam Jlromm (cpeau HUX — (parMeHTsl U3 onep «DasroHy,
«Ponann», «Apmuza» W 1p.) aApecyloT YMTaTeNs Takue aBTopbl, kKak ne Cen Jlambep
(«OcuoBs! knaBecunay, Iapmx, 1702), [bopen] («Teopetndeckas U mpakTHIECKast My3bIKa
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COTJIACHO €CTECTBEHHOMY IIOPSIAKY: HOBBIE MPUHIUIED», [Tapmxk, 1722), Mumens Kopperr
(«Teoperndeckas M MpaKkTHIECKas IIKOJIAa OOYUeHHUsI Urpe Ha BuosoHuenn», [lapmx, 1741),
Anpr—Jlyn Illokens («<..> HoBas cucrema mpoctoro o0ydeHus: My3bike», Ilapmwxk, 1759 u
1762) u MHOTHE Ipyrre. ABTOPHI JOKJIaa aHATM3HPYIOT KOHTEKCT, B KOTOPOM (hurypupyror
ornepHble Komrozuimy Jltommm y ¢ppanmysckux aBropoB XVIII Beka, n 3agatorcst BompocoMm:
KOPPEKTHO JIM, C TOYKH 3PEHHs WCTOPHUYECKOH JEHCTBUTENBHOCTH W IPHHIMIIOB
HUCTOPUYECKH HH(POPMHPOBAHHOTO HCIIOHATENIbCTBA, OYKBAJIBHO CIIEAOBATh YKa3aHUSIM
¢panmy3ckux my3pikanToB XVIII cronerus B mporecce HHTEpHpeTanvy, COOCTBEHHO, OIep
XK. Bb. JIromn?

THE OPERA GENRES OF JEAN BAPTISTE LULLY AS METHODOLOGICAL MATERIAL IN THE
MANUALS OF THE 18™-CENTURY FRENCH MUSICIANS

The French musical culture of the late Baroque and of gallant Mannerism is a
complex, closed, determinate dynamic system. The emphasis in this definition should be on
the word ‘dynamic.” In particular, it applies to the principles of performance, which in France
changed over the course of a century (until 1789) repeatedly and significantly in the process
of the evolution of the art of music and musical aesthetics. During the lengthy 18™ century,
hundreds of treatises were published in France devoted to various aspects of music theory and
musical pedagogy of the time. Among them are: manuals for teaching music to beginners,
various vocal and instrumental methods, schools of composition, etc. It is noteworthy that the
authors of these works, while illustrating their theoretical reasoning and specific performance
recommendations, regularly refer to the opera work of the great 17" century French composer
Jean Baptiste Lully (1632—1687). Lully’s operatic genres (including the fragments from the
operas Phaeton, Roland, Armida, etc.) are addressed to the reader by such authors as de Saint
Lambert (Principles of the Harpsichord, Paris, 1702), [Borin] (Theoretical and Practical
Music According to the Natural Order: New Principles, Paris, 1722), Michel Corrette (The
Theoretical and Practical School of Teaching Cello, Paris, 1741), Henri—Louis Choquel
(<...> A New System of Simple Music Teaching, Paris, 1759 and 1762) and many others. The
authors of the presentation analyze the context in which Lully’s operatic compositions are
involved among the 18" century French authors, and are interested whether they are adequate
from the point of view of historical reality and the principles of historically informed
performance, whether they literally follow the performance instructions of French musicians
of the 18th century in the process of interpreting particularly the operas of Jean Batiste Lully.

ITAHTEJIEEBA HOnusa HuxostaeBHa, Kanouoam
uckyccmbobedenus, Ooyenm, kacgpedpa meopuu MYy3biku,
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Yulia PANTELEEVA, PhD, Associate Professor, Music Theory
Department, Gnessins Russian Academy of Music, Moscow,
Russia

O ®OPMOCOJEPXKATEJILHOM ITPOLIECCE
B OIEPE HUKOJIASL KOPHIOP®A « MR (MAPUHA U PAHEP)»

Kamepnast onepa Hukonas CepreeBuua Kopumopba «MR (Mapuna u Paiinep),
HanmcaHHass B KoHme 1980-X, — mpousBelcHUE, NPUTATHBAIONICE K cebe BHUMaHHE
Omarojapss MHOTUM KadecTBaM. OJTO M TeMa, CBA3aHHAs C JIOOOBHOW IEPENHCKOM IBYX
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