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AHIJINMNCKUE BEPIKUHAJIVCTHI %
ENGLISH VIRGINALISTS




TBICSIYA JIET MY3BbIKU. AHITIMVICKUE BEPIIDKUHAJIVICTBI

Opnaugo I'm66oHc (1583-1625)

1 ITaBana, FVB292 . . . . . . . . . e 3.31
II>xoH Byt (oK. 1562-1628)

2 ®anTtasusg, FVB108 . . . . . . . . oo 3.40
Yunbsam Bépp (ok. 1540-1623)

3 Tampsipma-maccamenio, FVB57. . . . . . .. ... ... ... ... .. 4.54
4  PoymeHm,FVB160 . . ... ... ... ... e 1.52
5  Bosuuia HacBucTbiBaeT, T444,FVB58 . . .. ... ... ... ..... 3.34
HeunssecTtnsiii aBTop XVI Beka

6  Amnemanza,FVB200. . . . . ... . ... .. .. .. 1.07
7  Kypauta, FVB201. . . . . . . . . . e 0.56
8 Kypaunta,FVB203. . . . . . . . e e 1.11
9 Kypauta,FVB 204 . . . . . . . . . . e 0.53
II>kaiins @apuabu (oK. 1563-1640)

10 ®anTasmsa, FVB208 . . . . . . . . .. e 4.20
11 KopomeBckast oxota, FVB53. . . . . . . . .. ... ... . ..., 2.41
12 Crop6b pasmyku, FVB230 . . . . . . . . . . i e e 3.30
13 Rosasolis, FVB143 . . . . . . . . . . . e e e 2.17
Tomac TomkuHc (1572-1656)

14 TlaBaHa,FVB123 . . . . . . . . . . e e e 6.39

O6iee Bpems: 41.13

AwuJipet BOTKOHCKUIA, K1asecuH

THOUSAND YEARS OF MUSIC. ENGLISH VIRGINALISTS

Orlando Gibbons (1583-1625)

1 Pavana,FVB292 . . . . . . . . . . ... 3.31
John Bull (c. 1562-1628)

2  Fantasia, FVB108 . . . . .. . . . . . . . .. . e 3.40
William Byrd (c. 1540-1623)

3  Galiardas Passamezzo, FVB57 . . ... ... .. ... .. . .. ..... 4.54
4  Rowland,FVB160 . . . . . . . . . @ ittt e e 1.52
5  The Carman’s Whistle, T444,FVB58 . . ... ... ... ........ 3.34
Anonymous, 16™ century

6  AnAlmain,FVB200 . . . . . . . . . . . . .. 1.07
7  Corranto, FVB201 . . . . . . . . . . e 0.56
8 Corranto, FVB203 . . . . . . . . . . . e e e e 1.11
9  Corranto,FVB204 . . . . . . . . . . e 0.53
Giles Farnaby (c. 1563-1640)

10 Fantasia, FVB208. . . . . . . . . . . . e 4.20
11 TheKing’sHunt,FVB53. . . . . . . . . . . . . . it 2.41
12 LothtoDepart,FVB230 . . . . . . . . . . . i i e i i i 3.30
13 Rosasolis, FVB143 . . . . . . . . . . . e 2.17
Thomas Tomkins (1572-1656)

14 Pavana,FVB123 . . . . . . . . . . e 6.39

Total time: 41.13

Andrei Volkonsky, harpsichord



Hrmst XVI-ro Beka... Kopabiau, mepecekaioiye Heu3BeOaHHbIE

MOpPCKMe TIPOCTPAHCTBA, MbIIIHBIA ABOP KOposjeBbl Enn3zaBeTsl,

OCTPOKOHEYHbIE KPBIIIN U y3KUe YAUIIbI CTaporo JIOHI0HA, MOTOK

TIeCTPO¥ TOMIIBI: KYITIIbI, MATPOCHI, peMeCJIEHHUKM, 60TaThie MHO-
CTpaHIIbI, CTPOTYME IMypPUTaHEe, MACTEPOBbBIE ¥, KOHEUHO, ITyOJIMYHBII TeaTp
«I'mobyc», Teatp Illekcrnupa.

AHrnuiickoe BospoxneHue nOji1 Hac — 3TO npexne Bcero Ilekcrimp.
Ho mysbika smoxu Illekcriupa moiroe Bpemst Oblla y HAac HeM3BeCTHA.
A MexIy TeM, OHa 3aHMMaeT JOCTOTHOe MeCTO PsiioM C Apamoii. Hukorma
0 TOrO AHIVIMS He 3Ha/la TAaKOrOo MOAbeMa MY3bIKaJIbHOM >KM3HU, Kak
B KoHIile XVI Beka. My3bika 3Bydyajia Be3fle — IIpu JIBOpe, B cobopax,
BO IBOPIIAX M OypyKya3HbIX TOCTUHBIX, B TABepHAX U Ha yiuiie. I[ToIBuInCh
nepBble IevyaTHble COOPHMKM MY3bIKAIbHBIX IheC, YCOBEepIIeHCTBOBA-
JIUCh MHCTPYMEHTHI. [I0 Beuepam B JIOHZOHCKUX JOMax YCUIEHHO MY3U-
LMpoBa/in. «My3biKa OCBeKaeT AYIIY MOC/Ie CEpbe3HbIX TPYIOB U JHEBHbBIX
TpeBOJIHEHUIT», — TOBOPWIM aHI/IMYaHe. VICTOUHMK BBICOKMX UYBCTB, OHA
obyaropaxkxmMBaeT yeyioBeka. «KTo My3bIKM He HOCUT caM B cebe, KTO X0JI0-
JleH K TapMOHUM TIpeIeCTHO, TOT MOXKeT ObITh MU3MEHHMKOM, JITYHOM, I'pa-
6uteneM... Takomy uesioBeKky He goBepstit» (lllekcrimp).

PaciiBeTy My3bIKaJIbHO KM3HU BHYTPU CTPaHbI CIIOCOOCTBYET MHTEH-
CMBHOe 001lleHe C KOHTMHEHTOM. 3HaMEeHUTbIe My3bIKaHTbI, PUIIAIIeH-
Hble U3 Utanuu, n3 VicnaHuu, youBJsSIOT CBOMM MCKYCCTBOM, aHIJIMYaHe
TaKke COy>XaT MPU eBPOIeiicKuX ABopax M cobopax. Bce Gosbliie Mmpo-
HMUKaloT Ha OCTpoBa BesIHMS UTAIbSIHCKOTO BO3poskaeHMs: Maapurasibl,
ra/IbsIpObI, «OaIeThl», TaK K€, KaK B IT033UM COHET, CTAHOBSITCS IIpeame-
TOM BCeOOIEro yBjeueHMs. B KOHTpacTe CO CTPOTMM CpeIHEBEKOBbIM

MCKYCCTBOM, CKOBBIBAIOIIMM BCSIKO€ IIPOSIB/IeHNEe TUUHOCTU, UTATbSTHCKUE
JII000BHbBIE TTIECHM, TAHIIbI, CBOOOIHbIE MMITPOBMU3ALIM U (DaHTA3UU HECTIU
€ 0001 TyX HOBOTO BpeMEH!, IyX PacKpeItoieHus: YeJI0BeKa.

B mocnenume pecatunetuss XVI Beka B AHIVIMM BO3HMKAeT IIKO/a
3aMeyvaTe/IbHbIX MY3bIKAHTOB. Bce OHM ObUIM KOMITIO3UTOPAMMU M MUCIIOJI-
HUTeNISIMM (4acTO Ha HECKOJIbKMX MHCTPYMEHTax), MMIIPOBM3aTOpaMMu,
OOMBIIMHCTBO CIYKWIM OpraHucTaMu Ipu cobopax. [TopaskaeT 60sbiinoe
YMCI0 KPYIMHBIX TATaHTOB, MOSIBUBIINXCS TTOYTY OLHOBPEMEHHO: YUIIbSIM
bépn, Ixxon bymn, Tomac Mopnu, Hoynenn, ®aprabu, TomkuHc, OpraHao
I'M660HC. ITOT MepeueHb Janeko He 1MooH. CKBO3b CTPOTME OUePTaHUS UX
KOMITO3MLIMI MPOTIJISIABIBAET 00K HOBOTO YeJIOBEKA, C OTKPBITHIM HEIT0-
CpenCTBEHHBIM BocnpusitTueM mupa. OToaBast JaHb BpeMeHU, KOMIO3U-
TOPBI COUMHSTIOT MaZpUTaIbl 1 GaHTa3MM, TABAHbI U TaTbSIPABI, aJUIEMaHbI
u KypaHTbl. Ho, oBfaeBast HOBbIMMU XXaHPaMM, aHIVIMIICKME MacTepa BHO-
CSAT B HUX UePThI, MPUCYIIME OTEYECTBEHHOM MYy3bIKaJIbHOM IIKOJIE.

K sTomy BpeMeHM aHI/IMIICKass My3bIKa MMesa yke YCTOWNYMBbIE Tpa-
oumyn. TexHuKa MoaM@OHNMYECKOTO MMCbMa, BbIpabOTaHHAsI B pe3y/ib-
TaTe JJAUTEIbHOTO OMbITA IIEPKOBHOTO MHOTOTOJIOCHOTO TIE€HUSI, TOCTUTAET
Ype3BbIUATHO BBICOKOTO YPOBHSI. Pa3zHOOOGpa3Hble KOHTPAITYHKTUUECKME
COUYeTaHMUs B Pa3IMUYHBIX KOMOMHAIMSIX HECKOTbKUX TOJIOCOB C OOIBIIM
MCKYCCTBOM TIPUMEHSIIOTCS aHTJIUMMCKMMM MacTepaMu. B MpouHOii CBSI3U
C BOKa/IbHO nonndoHMe pa3BUBaeTCs MCKYCCTBO UTPhI HA OpraHe.

OnHOBpeMeHHO C pa3BuUTHMeM IMOAMGPOHUM B IpodeccroHaTbHYIO
MY3bIKY BCE Yallle HauMHAeT IMPOHMKATh MHOTOHAIMOHAIbHBIN GpUTaH-
cKkuit HombKIOp — 6oraThlii M pa3sHOOOpa3HbIii. IIpocThie TaHIIEBaIbHbIE
U TIleCeHHbIe MeJIOAUY MOSIBJISIOTCS B perepTryape JIIOTHM — MHCTPYMEHTA,



Haubosee pacIpoCTPpaHeHHOTO B ITOBceAHEBHOM ObITy. Ha poHe momdo-
HuU4eckoro ctuiasg XVI Beka JIl0THeBas My3bIKa C ee aKKOPAOBbIM CKJIAZ0OM,
C YeTKOI PUTMMKOM, C 3alIOMMHAIOIIENCs Meloaueli B BepxHeM rosoce,
BOCIIPMHMMAETCSI KaK HeUTO HOBOe. B masibHeieM BepaKiHal, Kak ObITO-
BOJ MHCTPYMEHT, IIOCTEIIEHHO BBITECHSIET JIIOTHIO. BepIkMHal1 — CTPyH-
HbIV IIUIKOBBIVA KJIABUIIHBII MHCTPYMEHT, Pa3sHOBUAHOCTh KJIaBeCHHA.
VicTopuuecku BepkKMHaA IpPeAIIecTByeT COBpeMeHHOMY (dopTelnnaHo,
XOTSI TI0 XapaKTepy 3ByKa OH OJIVsKe K JTIOTHE U apde — HIUITKOBBIM MHCTPY-
MeHTaM. Ha BepmkuHaje Urpajyu B caJioHaX M B TOMaIlHEel 00CTaHOBKE,
npodeccroHaIbl ¥ MHOTOUYMC/IEHHBIE JTI00MTenn. Hu omyiH COCTOSI TeTbHbI
IOM He o6xomuics 6e3 9TOro KpacuBOro MHCTPYMEHTa, 60raTo pacIcaH-
HOT'O MJIY UHKPYCTMPOBAHHOTO Y30paMMu.

AHIIMIICKasgs My3bIKa pa3BMBAETCS IIMPOKO UM MHOTOCTOPOHHE.
B maHycKpuIITax 5TOTO BpeMeHM Mbl BCTpeuaeM OOojbllioe KOJUMYeCTBO
TeCeH Ha peIUrno3Hble TEKCThI, MECChI, CBETCKME MHOTOTOJIOCHbIE COUM-
HEeHMSsI, ITbeChl IS Pa3sJIMYHbIX MHCTPYMEHTaIbHbIX aHcaMObJeil, opraHa,
JIIOTHU U BepikuHama. M Bce ke Hambojgee OPUTMHAIIBHO aHIJIMIICKAST
IIIKOJIa TIPOSIB/ISIET cebsl B MPOM3BENeHMUSIX IJIsT BepakuHaaa. Armocdepa
IOMAaIllHer0 MY3MIIMPOBaHMS, XapakKTepHas OJisI AHIJIMM 3TOrO Iepu-
olla, KaK Hejb3s Oojbllle GIarompusITCTBOBAJIA pacliBeTy TBOPUeCTBa
BePIKMHAIMCTOB.

MoJomoit BepIKMHAIbHBIN CTUIb CKIAAbIBAICS IIOA BAUSHMUEM JIHOT-
HEBBIX M OPTaHHBIX MCIOJHUTENbCKMUX Tpamuumii. Cenyduueckue BO3-
MOXHOCTY KJaBeCcuMHa K 3TOMY BpeMeHM He ObLIM JOCTaTOYHO OCBOEHHBI.
3acryra aHIIMCKUX BEPIKMHAIMCTOB B TOM, YTO OHM ITepBbIe pa3pabaTbi-
BAIOT IIPYEMbI KJIaBUPHOTO MycbMa. IlIMpoKo MpuMeHsIst TaMMbI, ObICTPhIE

raccaxky, TOKKaTHYI0 TeXHUKY, purypaunuy, OpHaMeHTUKY pa3HOTO poja,
AQHIVIMIACKME KOMITO3UTOPBI CO3/1AI0T OJIECTSIIINIT KOHLIEPTHbIN CTUIIb.

OpnHOV U3 BUPTYO3HBIX MHCTPYMEHTAIbHBIX (HOPM, 3aMMCTBOBAHHBIX
M3 OPraHHO MCITOJIHMTENbCKOM IPaKTUKM, Obl1a (aHTas3us. BOSHMKHYB
KaK OpraHHasi MMITpOBMU3aLusi, paHTa3us IpeAcTaBiisiia CBOOOIHYIO U T1O-
Kyio (opmy, B KOTOpoi1 nonudboHnYeckue pasfesbl CMEeHSUIUCh 3TU30-
JaMy MMITPOBM3ALIMOHHOTO XapakTepa. @aHTasusi gaBajga BO3MOXKHOCTb
MY3bIKQHTY BCECTOPOHHE MPOAEeMOHCTPUPOBATh CBOE MCKYCCTBO: KOMIIO-
3UTOPCKYIO TEXHUKY, TEMIIepaMeHT MMIIPOBU3aTOpa, BUPTYO3HOE MUCIIOJ-
HUTEIbCKOE JapOBaHNe.

[Tpeob6magaroii MPUHIIAI My3bIKaIbHOTO pa3BuTHs B XVI Beke — Bapu-
auym. MIx pasHoobpasue HeMCUMCIMMO: OT CIOKHEMIINX TTOMNGOHMYECKUX
dbopM 10 TIPOCTHIX BUIIOB MEIOAMUYECKUX M TapMOHMYECKMX Bapualuii.
B dbopme Bapmannit KOMIIO3UTOPBI COUYMHSIUIM TaHIIbI, 0OpabaThIBaIM CTa-
PUHHBIE 1IePKOBHbIE HAMIEBBI, 3aMMUCHIBAIN MOIY/ISIPHbIE MEIOINN.

K Hambosnee CJIOKHBIM TPAAUIIMOHHBIM (POPMaM OTHOCSITCS TIOM(OHM-
yecKue Bapualyuy Ha 6acoBblie «hOPMYJIbI», CTYKUBIITE OCHOBO J1JIsI TIOJN -
(dboHMYecKoro BapbMpOBaHMS. ITU HeM3MEHHble 6acOBble TEMbI MMeU
CBOM Ha3BaHMSI: 6ac — «Imaccamelino», 6ac — «poama» u T..11.; UCIIONb3YS X,
KOMITIO3UTOPBI Ha X OCHOBE CO3/1aBa/l Pa3HOOOpa3HbIe IMhechl. BoipaxkeH-
Hasl B KPYITHBIX JJINTEIbHOCTSIX, TEMa B HYDKHEM rojioce 6blIa MPaKTUIeCKu
He CJIBIIIHA, VICIIONIHSSI B IIPOU3BEIeHUN IJIaBHBIM 06pazoM ¢Gopmoobpa-
3ytoiyio posb. Kommosutop YmibsiMm Bépa Bocrmonb3oBacsl Takoi «dop-
MYJION» IJIsT CBOei «lanbsipAibl-riaccaMeriio», IMpeACcTaBIsginieil TeBsATb
nmonpOHMYECKUX Bapualuii Ha Oac-raccaMelliio. JTOT TUIl TajbsIPObI
BCTpeYaeTcsl He Tak 4yacTo. OOBIYHO IaBaHbl M TaJbspabl — CTapUHHbIE



TaHIbl — TPEXYaCTHbIE ITheChl C TPeMS TeMaMM B 6acy, Kaskaas U3 KOTO-
PBIX COITPOBOKIAETCS OMHON Bapualiyueii. bosee TopskecTBeHHasI ITaBaHa —
B IBYXJIOJIbHOM PUTMe, Tajbsipia — TPeXA0jbHA. YTPATUB CO BPEMEHEM
TaHIeBA/IbHbBIN XapaKTep, TaBaHbI M raIbsIpIbl IPEBPAIIAIOTCS B TUIT IOV -
(hoHMUECKMX BapHaLMii, CTAHOBSTCS «Cepbe3HbIMM» JKaHPAMM MHCTPYMEH-
TaJbHOI MY3bIKM.

AnneMaHAbl ¥ KypaHThI B 5TO BPeMS el COXPAHSIIOT IMPOYHYIO CBSI3b
¢ Ta"ieM. OHM ITOABMKHBI, PUTMUYHBIL. IX ouapoBaHMe B HEITOCPEICTBEH-
HOCTY YyBCTBa, B IIPOCTOTE U3JIOKEeHMSL. ITOMy/IIPHOCTD 3TUX TaHIIEB ObLIa
CTOJTb BeJIMKa, UTO, [0 CJIOBAM OCTPOC/IOBA TEX JIET, «aPUCTOKpATUIECKas
my6/IMKa HampaB/sieTCs B 1IepPKOBb B IBVKEHUM Ta/IbSIPIbl, a JOMOJ BO3-
BpAaIIaeTCs B ABMKEHUY KYPaHTBI».

CrpemyieHue BBeCTU B chepy MHCTPYMEHTAIbHOIN MY3bIKM HE TOJIHKO
YYBCTBO, HO ¥ 00pa3 OKPYKAIOIIEero peajbHOTO0 MUpa MPUBOIUT aHIJINI-
CKMX BEPIKMHAIUCTOB K TEPBBIM OIbITAM B 007acTV M306pa3suTEbHO
My3bIKM. OXOTHUUYBM CII€HbI BEPIKMHAIMUCTOB — IIE€PBbIE IOIBITKMA CO3-
OaHUsI MHCTPYMEHTAJIbHBIX JKAaHPOBbIX KapTuH. (B BOKaJIbHOI MY3bIKe,
I7ie CJIOBO ITIOMOTajIo M306PakeHMI0, «OXOTHUYMIA KaHP» YKe MMeJT CBOIO
mctopuio). OnuH 13 Hanboiee MHTEPECHBIX IIPYMEPOB paHHEe MporpaMM-
HocTu — Bapuaiuu bépma «Kosmokoma», rae KOMIO3UTOpP CO3HATENIbHO
MCIIONIb3yeT TeMOp BepaskuHasa a1 3 dekTa 3ByKOIOAPasKaHMSI.

Ho Hawmbonee OpuUrMHAJIbHO, Hamboiee IMOJIHO HALMOHAIBHBIN OyX
QHIJIMICKO IIKOJIBI IPOSIBJISIETCST B 06pab0TKe HAPOAHBIX IeceH. ['pycTHbIe
" BeceJible, SHEPTUYHbBIE U TPOraTebHble, IECHU 3TU AOHOCIT 0 CITyIIa-
Tesist XX BeKa B HEMPUKOCHOBEHHOCTU IT033UI0 MYKECTBEHHOTO U KU3-
HeMI0MBOrO Hapopa «ao6poit crapoii» AHrmmmu. Pykommcu XVI Beka

COXPaHWIN 1Y SHUMKIONEeANI0 6PUTAHCKOTO (POIbKIOPa 3TOW IMOXMU.
KoMmosuTopbl, Kak MpaBUjIo, COXPAHSIIOT B CBOMX 06paboTKax Ha3BaHUS
receH: «Bo3uuila HacBucTbhiBaeT», «CKOpOb pasmyku», «PoyneHOo» U T..I.
CBexxecTb U CBOe0Opasue aHIINICKUX HalleBOB COUETAIOTCS B 3TUX ITbecax
¢ 6;1eCKOM M3JIOKEHUST B UMCTO BePMKMHAIbHOM fmyxe. O6paboTKM HapoI-
HBIX TIeCeH YacTO 3aCTaBJISIIOT M3YMJISITHCSI pa3HO0Opa3nio BapualMOHHO
TEeXHUKM, HeoObIYaitHOV TMOKOCTH, M300peTaTebHOCTM U BKYCY, C KOTO-
PBIM QHITIMIICKME KOMIIO3UTOPBI €€ TIPUMEHSIIOT. 3HaMeHUTbIe Bapuaiumn
bépna «Bo3Huiia HacBUCTBIBAaeT» 0COGEHHO 60TraThl TBOPUECKON BBITYM-
KO, GUIUTPaHHOCTBIO OTIETKMA.

AHIIMIICKAsT IIKOMA TMPOCYIIeCTBOBaJa HeHmoiaro. JTO Oblaa spKas,
HO KOpOTKasl BCIbIMKa. Cpeay 3TOTO OJeCTSIIEro MOKOJEeHUSI MYy3bIKaH-
TOB JIBa MMEHM BbI3bIBAIOT Y aHIIMYaH 0coboe GraroroBeHme — JI>koH byt
n Ywibsam bépn. [MowtenqHero coBpeMeHHMKYM Ha3bIBaIM «Haubosee IMpo-
CJIaBJIEHHbIM MY3bIKAHTOM M OPraHMCTOM aHIVIMIACKOV Haluuu». TBopue-
CTBO 3TOTO 3aMeyYaTebHOTO KOMIIO3UTOpA OTIMYAeT MYKeCTBEHHOCThb
1 60JIBIIIOE TYIIEBHOE 3I0POBbE, BHYTPEHHSSI SMOIIMOHAIbHAS HATIPSIKEH-
HOCTb ITpY BHEIITHEe ClepsKaHHOCTY BbIpaskeHMs1. BoICINIT paciiBeT IIKOJIbI
BepIKMHAIMCTOB MMagaeT Ha pyoesk XVI-XVII Bekos. Co cmepThio OpraHmo
I'm660HCca B 1625 romy BepaskMHaIbHAST MTIKOIA GaKTUIECKM 3aKOHYMIIA CBOE
cylecTBoBaHMe. [Tocjie 3HAUUTEBHOTO TTepepbiBa aHTIMIICKOEe MY3bIKab-
HOE MCKYCCTBO IprobpeTaeT CHOBA 001IeeBPOIeiicKoe 3HaUeHe B TBOpYE-
ctBe ['enpu [1épcemna (konen XVII Beka).

M. TasudeHko
Texcm ¢ nnacmutku 1965 2o0a.



ngland of the 16" century... Ships crossing uncharted seas, the lush

courtyard of Queen Elizabeth, the pointed roofs and narrow streets

of old London town, the flow of a motley crowd — merchants, sailors,

artisans, rich foreigners, strict Puritans, workmen, and, of course,
the Globe, a public theater, Shakespeare’s theater.

To us, the English Renaissance is, first of all, Shakespeare. However, the
music of Shakespeare’s era was unknown to us for a long time. In the meantime,
it takes its rightful place next to drama. Never before had England known
such an upsurge in musical life as at the end of the 16" century. Music was
everywhere — at court, in cathedrals, in palaces and bourgeois living rooms, in
taverns and on the street. The first printed collections of musical pieces were
appearing, and the instruments were being improved. In the evenings, music
was played intensively in London homes. “Music refreshes the soul after serious
work and daily worries,” the British used to say. A source of high feelings, it
ennobles a person. “The man that hath no music in himself, Nor is not moved
with concord of sweet sounds, Is fit for treasons, stratagems and spoils. ... Let
no such man be trusted,” wrote Shakespeare in The Merchant of Venice.

The flourishing of musical life within the country was facilitated by
intensive communication with the continent. Famous musicians invited from
Italy and Spain surprised with their art; the British also served in European
courts and cathedrals. The trends of the Italian Renaissance were increasingly
penetrating the Islands — like sonnets in poetry, madrigals, galliards, and
“ballets” were the subject of universal fascination. In contrast to strict
medieval art that constrained any manifestation of personality, Italian love
songs, dances, free improvisations, and fantasias carried the spirit of the new
time, the spirit of human emancipation.

In the last decades of the 16™ century, a school of remarkable musicians
emerged in England. All of them were composers, performers (often multi-
instrumentalists), and improvisers, and most of them served as organists
at cathedrals. The large number of major talents that appeared almost
simultaneously is striking: William Byrd, John Bull, Thomas Morley, John
Dowland, Giles Farnaby, Thomas Tomkins, Orlando Gibbons. This list is far
from complete. Through the strict outlines of their compositions one can
discern the appearance of a new person with an open, direct perception of
the world. Paying tribute to the times, the composers wrote madrigals and
fantasias, pavans and galliards, almains and corants. But as they became
proficient in new genres, the English masters introduced features that were
inherent in the domestic music school.

By that time, English music already had stable traditions. Developed as
a result of long experience in church polyphonic singing, the technique of
polyphonic writing reached an extremely high level. The English masters
skillfully used a variety of contrapuntal combinations in various mixes of
several voices. The development of the art of organ playing was strongly
connected with vocal polyphony.

Simultaneously with the development of polyphony, multinational
British folklore, rich and diverse, was increasingly penetrating into
professional music. Simple dance and song melodies appeared in the
repertoire of the lute, an instrument most common in everyday life. Against
the background of the polyphonic style of the 16® century, lute music with
its chord structure, clear rhythm, and memorable melody in the upper
voice was perceived as something new. Subsequently, the virginal gradually
replaced the lute as a household instrument. The virginal is a plucked string



keyboard instrument, a variety of harpsichord. Historically, the virginal
preceded the modern piano, although in terms of the nature of sound it is
closer to the lute and harp, which are plucked instruments. The virginal was
played in salons and at home, by professionals and numerous amateurs.
Not a single wealthy home could do without this beautiful instrument that
was richly painted or inlaid with patterns.

English music was developing widely and in many ways. The manuscripts
of the time contain a large number of songs set to religious texts and masses,
secular polyphonic works, pieces for various instrumental ensembles,
organ, lute, and virginal. And yet the English school manifested itself most
originally in the works for the virginal. The atmosphere of home music-
making, which was typical of England of that century, was most conducive
to the flourishing of the virginalists’ art.

The young virginal style developed under the influence of lute and
organ performing traditions. The specific capabilities of the harpsichord
had not been sufficiently mastered by that time. The merit of the English
virginalists is that they were the first to develop clavier writing techniques.
Widely using scales, fast passages, toccata technique, figurations, and
various kinds of ornamentation, the English composers created a brilliant
concert style.

Fantasia was one of the virtuoso instrumental forms borrowed from
organ performing practice. It initially emerged as an organ improvisation
and subsequently presented a free and flexible form, in which polyphonic
sections were replaced by bits of an improvisational nature. Fantasia gave
a musician the opportunity to fully demonstrate his art — compositional
technique, improvisatory temperament, and virtuoso performing talent.

Variations were the predominant principle of musical development
in the 16™ century. Their diversity is endless: from complex polyphonic
forms to simple types of melodic and harmonic variations. Using the form
of variations, the composers wrote dances, adapted ancient church chants,
and put down popular melodies.

Polyphonic variations on bass “formulas” that constituted the basis
for polyphonic variation were the most complex traditional forms. These
constant bass themes had their own names: passamezzo bass, folia bass,
etc.— the composers created a variety of pieces on their basis. Expressed
in long durations, the theme in the lower voice was practically inaudible
and played a mainly seminal part in a work. So, William Byrd used this
“formula” for his Galiardas Passamezzo, which presents nine polyphonic
variations on passamezzo bass. This type of galliard is not very common.
Usually pavans and galliards are early dances, three-movement pieces with
three themes in the bass, each accompanied by one variation. The more
solemn pavan has a duple time, while the galliard has a ternary one. Having
lost their dance nature over time, pavans and galliards turned into a type of
polyphonic variations and became “serious” genres of instrumental music.

Almains and corants still retained a strong connection with dancing
at that time. They are mobile and rhythmic. Their charm is about the
spontaneity of feeling, the simplicity of presentation. The popularity
of these dances was so great that, according to a wit of those years, “the
aristocratic public goes to church in the sequence of the galliard and gets
back home in the sequence of the corant.”

The desire to introduce not only a feeling, but also an image of the
surrounding real world into the sphere of instrumental music led the



English virginalists to their first experiments in the field of descriptive
music. The virginalists’ hunting scenes were the first attempts to create
instrumental genre pictures. (In vocal music, where the word supported
the image, the “hunting genre” already had its own history). The Bells,
a set of variations by William Byrd, is one of the most interesting
examples of early descriptive music, where the composer deliberately
uses the timbre of the virginal for the onomatopoeic effect.

However, the national spirit of the English school was most originally
and completely manifested in the adaptations of folk songs. Sad and
cheerful, energetic and touching, these songs convey the poetry of the
courageous and life-loving people of good old England to the 20" century
listener. The 16™ century manuscripts preserve an entire encyclopedia
of British folklore from that era. As a rule, the composers stuck to the
names of the songs in their arrangements: “The Carman’s Whistle,”
“Loth to Depart,” “Rowland,” etc. These pieces combine the freshness
and originality of English melodies with the brilliance of presentation
in a purely virginalist vein. The arrangements of folk songs often make
one marvel at the diversity of variation techniques, the extraordinary

flexibility, inventiveness, and taste with which English composers used
them. Byrd’s famous variations The Carman’s Whistle are especially rich
in creative invention and filigree of decoration.

The English school did not last. It was a bright yet a short flash.
Among that brilliant generation of musicians, two names — John Bull
and William Byrd — evoke special reverence among the British. The
latter was regarded by his contemporaries as the most famous musician
and organist of the English nation. The remarkable composer’s works are
distinguished by manliness and great mental health, internal emotional
tension combined with external restraint of expression. The heyday of
the Virginalist School fell on the turn of the 16™ century. After the death
of Orlando Gibbons in 1625, the Virginal School effectively ceased to
exist. Only after a considerable break, English musical art re-acquired
pan-European significance in the works of Henry Purcell of the late 17™
century.

M. Davidenko
LP liner notes, 1965.
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