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PARAPHRASE IN THE GENRE SYSTEM OF PIANO TRANSCRIPTIONS OF FRANZ LISZT

Purpose of the research is to reveal the location of Paraphrase in the genre system of Franz Liszt's pianistic
transcription heritage. Methodology. The research methodology is based on the principle of historicism, system ap-
proach, genre analysis, methods of intonation-dramaturgy, and structural-functional analysis. Scientific novelty. The
place of Paraphrase in the system of genres of the transcriptional sphere of F. Liszt was revealed; artistic methods and
principles, operating in time-space Liszt’s "Rigoletto. Paraphrase de Concert" were established; the content of the Para-
phrase concept in the legacy of F. Liszt is clarified. Conclusions. A review of the scientific literature has made it possible
to determine the place of the Paraphrase genre in the hierarchical system of piano transcriptions as a species, along with
Reminiscences which goes back to the genus Fantaisie and the type of Transcription. Paraphrases in the works of F. List
appear at a later stage than the Reminiscences ("Ernani., Paraphrase de Concert" - 1849, revised in 1859, "Rigoletto,
Paraphrase de Concert" - 1859). It is revealed that in the work of F. Liszt Paraphrase does not play the role of genre
generalization in the system of writings of the transcriptor sphere, and Reminiscences, having reached the heyday
phase, has a significant impact on the interpretation of Paraphrase, the essence of which is the transformation from sa-
lon into a concert genre. At the same time, fragments from operas remain the object of the Paraphrase replay, and the
method of recomposition is retelling of fragments of operatic memories. "Rigoletto is analyzed. Paraphrase de Concert"
of F. Liszt allowed to reveal artistic methods and principles that operate in time-space compositions. The use of the remi-
niscence method is manifested in the conceptualization of the genre and philosophical interpretation of the operatic pro-
totype. The interaction of the reminiscence method with fantasy is evidenced by the free sequence of episodes of the
fragment of the quartet from the third act of the opera by G. Verdi. The process of synthesis is the interaction of genres of
transcription, fantasy, reminiscences, opera, features Capriccio, which unites the style of Paraphrase. The method of
symphonism is expressed in a through development, and the method of Shakespearization is in gravitation towards dra-
ma, in an effort to philosophical generalization. Among the principles applied by F. Liszt there are the laws of transcen-
dental virtuosity and concerts. The innovative interpretation of Paraphrase in the works of F. Liszt marks the beginning of
a new stage in the history of the genre.

Key words: genre system, piano transcription, Fantaisie, Reminiscences, Paraphrase, composer’s interpreta-
tion of the opera source.

3onomapboea Hamans CepeiieHa, kaHOuGam mucmeymeosHaecmea, doueHm kaghedpu opmerniaHo [Hin-
poriemposckkoi akademii My3uku im. M. I. [niHKu

XaHp Paraphrase B cuctemi xaHpiB cpopTeniaHHUx TpaHckpunuin PepeHua Jlicta

MeTa gocnigxeHHs. [JocnimpkeHHs CNpsiMOBaHO Ha BUSABMEHHs Micus Paraphrase B xaHpoBii cuctemi copTte-
niaHHOI TpaHCKpMNTOpChKOi cnagwuHu @. Nlicta. MeTogonoria gocnigkeHHA 6a3yeTbCa Ha NPUHLUMMI iICTOPU3MY, CUC-
TEMHOMY nigxogi, XKaHpPOBOMY aHanisi, MeTofax iHTOHaUiHO-ApamMaTypriYHOro i CTPYKTYPHO-(DYHKLOHaNbLHOrO aHarisy.
HaykoBa HoBu3Ha. BusBneHo micue Paraphrase B cuctemi xaHpiB TpaHckpinTopckon cdepu @. Jlicta; BCTaHOBMEHI
XyOOXHI MeToam i NnpuHUMNK, siki AitoTe Y Yaci-npocTopi nicTiBebkol «Rigoletto. Paraphrase de Concert»; yToyHeHo 3micT
noHatTs Paraphrase B cnagwwmHi ®. Jlicta. Ornag HaykoBoi niTepatypu 4O3BOMMB BU3HAYMTU MicLe xaHpy Paraphrase B
iepapxiyHin cuctemi popTeniaHHMX TPaAHCKPUNLIN Ak BUAY, nopsag 3 Reminiscences, BucxigHoro go pody Fantaisie i Tuny
Transcription. Paraphrases B TBopuyocTi ®. Jlicta 3'saBnga0TbCA Ha Oinbl NidHbOMY eTani, HiXX Reminiscences («Ernani.
Paraphrase de Concert» — 1849, nepepobn. 1859; «Rigoletto. Paraphrase de Concert» — 1859 p.). BusiBneHo, wwo B
TBopYyocTi @. Jlicta Paraphrase He Bigirpae poni »aHpOBOro y3aranbHeHHsi B CUCTEMi TBOPIB TPaHCKPUNTOPCBKOI cdhepu,
a Reminiscences, gocsarHyBlM ha3n poO3KBITY, 34IMCHIOE 3HAYHWUI BNNUB Ha TpakTyBaHHs Paraphrase, CyTHICTb sikoro
nonsirae B NepeTBOPEHHI 3 CanoHHOro Ha KOHLIePTHUIA >xaHp. MNpu ubomy 06’ekToM BiaTBOpeHHs B Paraphrase sanuvwa-
I0TbCA hparmMeHTn 3 onep, a MeTogoM PEKoMMOo3uLii — nepekas dparmMeHTiB onepHMx cnoragis. 3AiNnCHeHUn aHania
«Rigoletto. Paraphrase de Concer » ®. JlicTa 4O3BONUB BUABUTU XYAOXHI METOAM | NPUHUMNWY, SiKi Ai0Tb Y Yaci-npocTopi
TBOpY. 3aCTOCyBaHHA PEeMiHICLEHTHOro MeToAy NPOSsIBASETLCS B KOHUENTyanisauii xaHpy, inocodcbkin iHTepnpeTadii
onepHoro npoobpaay. Mpo B3aeMoAi0 peMiHiCLLeHTHOro MeToAy 3 baHTasiMHICTIO CBIAYMTL BiNlbHa MNOCMIAOBHICTL €ni3o-
AiB doparMeHTy KBapTeTy 3 TpeTboi Aii onepu [x. Bepai. Meton cuHTe3y nondrae y B3aeMogii )aHpiB TpaHcKpunuii, da-
HTa3ii, pemMiHicueHuin, onepu, o3Hak Capriccio, siki 06’eagHye xaHp Paraphrase. Meton cvMdoHi3My BUpaxaeTbCcsl B Ha-
CKpi3HOMY PO3BUTKY, @ MeTOA LIeKcripu3auii — B TSXIHHI JO Apamu, B NparHeHHi Ao inocodcbKoro ysararnbHEHHS.
Cepeq npuHumnis, 3actocoBaHux . JliCTOM — NPpUMHUMNN TpaHCLEHAEHTHOI BIPTYO3HOCTI i KOHLUEepTHOCTI. HoBaTopchke
TpakTyBaHHsA Paraphrase B TBop4yocTi ®. JlicTa 03Hayae no4yaTok HOBOrO eTany B iCTOpIl XaHpy.

Knro4yoBi cnoBa: xxaHpoBa cuctema, opreniaHHa TpaHckpunuida, Fantaisie, Reminiscences, Paraphrase, kom-
Nno3uTOpPCbKa iHTepnpeTaLis onepHoro nepLlogxepena.

3onomapeea Hamanbsi CepaeeeHa, kaHOuGam uckyccmeogeOeHusi, doueHm Kagedpb! chopmernuaHo [Hen-
poriemposckol akaBemuu my3biku um. M. Y. [muHKu

Paraphrase B cucteme xaHpoBcopTenmaHHbIx TpaHcKkpunuun ®epeHua Jlucta

Llenb nccnepoBaHua. ViccnenoBaHve HanpaBneHo Ha BbiBNIEHME MECTONONOXeHusa Paraphrase B xxaHpoBOW
cucteme popTenuaHHoro TpaHckpunTopckoro Hacnegus @. lNlucta. Metopgonorus uccnepoBaHusi 6asupyeTtcss Ha
npuvHUMNe nctopnama, CUCTEMHOM MOAXOAE, XaHPOBOM aHanuse, MeTogax MHTOHaLUWOHHO-ApamMaTypruyeckoro u CTpyk-
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TypHO-(byHKUMOHanNbHOro aHanusa. Hay4yHas HoBu3Ha. BeisiBneHo mMecto Paraphrase B cucteme >xaHpoB TpaHCKpun-
Topckon cdepbl . Jlucta; ycTaHOBMEHbl XYOOXKECTBEHHble MeTOAbl W MPUHUMMLI, OEWCTBYIOLIME BO BpPEMEHU-
npocTpaHcTBe NUCTOBCKOW «Rigoletto. Paraphrase de Concert»; yTOMHEHO cofepxaHue noHatTusa Paraphrase B Hacne-
amm ®. Jlucta. BeiBoabl. O630p HayyHOW nNuUTepaTypbl NO3BOMNWI ONpeaennTb MeCcTo xaHpa Paraphrase B nepapxuye-
CKOW cucteme opTenmaHHbIX TPAHCKPUNUMI Kak BMAa, Hapsagy ¢ Reminiscences, KOTopbI BOCXOAMT K pody Fantaisie n
Tuny Transcription. Paraphrases B TBopyecTtBe ®. Jlucta nosiensotcsa Ha 6onee no3gHem aTtane, YeM Reminiscences
(«Ernani. Paraphrase de Concert» — 1849, nepepab. B 1859; «Rigoletto. Paraphrase de Concert» — 1859). BrisiBneHo,
yTo B TBOpYecTBe ®. Jlncta Paraphrase He urpaeTt ponb xaHpoBoro o606LeHnsi B cMCTeMEe COYMHEHUIA TPaHCKPUNTOP-
ckom cpepbl, @ Reminiscences, gocturHys dasbl pacuseTa, OkasblBaeT 3HauYMTenbHOe BO3AENCTBME Ha TPaKToBKy Para-
phrase, CyLHOCTb KOTOPOro 3akntoyaeTcs B NpeBpalleHny U3 CarioHHOro B KOHUEPTHbIA xaHp. [pyn aToMm 06bekTom
Bocnpou3segeHusa B Paraphrase octatoTca dparMeHTbl M3 onep, a METOAOM PEKOMMO3ULMK — nepeckas dparMeHToB
onepHbIX BocnoMuHaHuiA. OcyllecTBneHHbI aHanu3 «Rigoletto. Paraphrase de Concert» @. Jlucta no3sonun BbIsIBUTb
XYA0XeCTBEHHble MeToAbl U MPUHLMNMbI, KOTOPble AENCTBYIOT BO BPEMEHW-MPOCTPAHCTBE COYMHEHMS. [puMeHeHne pe-
MUHUCLEHTHOrO MeToda NposiBNsieTCA B KOHLUENTyanuaauum xxaHpa, pmunocodckor nHrepnpeTaumm onepHoro npoobpa-
3a. O B3auMoOgencTBMU PEMUHMCLIEHTHOrO MeToda C haHTa3MMHOCTBIO CBMAETENbCTBYeT cBO6OAHAsA nocneaoBaTenb-
HOCTb 3nNM3odoB bparMeHTa KBapTeTa U3 TpeTbero Aencteus onepbl [x. Bepan. MeTtoa cuHTesa 3akniodaetcs BO
B3aVIMOAENCTBMN XaHPOB TpaHCKpunuuu, aHTasnm, peMmHMCLEeHUMIn, onepsbl, YepT Capriccio, o6beanHsaeT KoTopble
XaHp Paraphrase. MeTtoa cumdoHn3ma BbipaXaeTcsi B CKBO3HOM PasBUTUK, a8 METOJ, LUEKCNNPU3aLmMn — B TAFOTEHWUN K
Apave, B cTpemneHun k dunocodckomy o6o6ueHno. Cpean nNpuHUMNOB, MPUMEHeHHbIX . JIuctom — npuHUMnbI
TpaHCLEeHAEHTHOW BUPTYO3HOCTU U KOHLEpPTHOCTU. HoBaTopckas TpakTtoBka Paraphrase B TBopyecTse @. Jlucta osHava-
€T Hayarno HOBOrO 3Tana B UCTOPUM XaHpa..

KnioueBble cnoBa: XaHpoBas cucTema, dopTenvaHHaa TpaHckpunums, Fantaisie, Reminiscences,
Paraphrase, komnoauTopckas uHTepnpeTaums OnepHoOro NepBOMCTOYHMKA.

Relevance of the research. Ambiguity, which takes place in the scientific literature in connection with
the genre differentiation of transcriptions, is provoked by the historical and artistic situation characteristic of
the era of their emergence in the works of F. Liszt. Most Transcriptions were written by the composer during
the concert period, in connection with which the creative freedom inherent in these works provided the ap-
pearance of liberty to publishers, journalists and critics, who allowed themselves freely to determine the au-
thor's genre name of works of this type, calling them Fantaisie, then Reminiscences, then Paraphrase. Theo-
retical propositions concerning the development of principles for the classification of transcriptions are
projected in this study on the works of F. Liszt to elucidate the specific role of Paraphrase in the system of
genres of the transcriptor sphere of the composer.

Among Liszt's pianistic transcriptions, the notoriously studied area is the compositions designated by
the composer as Paraphrase, which was provoked by a different interpretation of their genre interpretation.
The relevance of the study is due to the need to establish a unified scientific approach to the genre interpre-
tation of Paraphrase as an artistic phenomenon.

The purpose of the research is to reveal the place of Paraphrase in the genre system of F. Liszt's pi-
anistic transcription heritage.

The scientific novelty of the study lies in the fact that the place of Paraphrase in the genre system of
the transcriptional sphere of F. Liszt was revealed for the first time; artistic methods and principles, operating
in time-space sheet "Rigoletto. Paraphrase de Concert " were established; the content of the Paraphrase
concept in the legacy of F. Liszt was clarified.

Statement of basic materials. A significant problem in musicology, designated by N. lvanci, is the
same interpretation of "genetically related musical phenomena" [5, 7], which form a circle of transcriptions.
G. Colton reveals the content of the problematic situation around Transcription, Arrangement, Reminis-
cences, Paraphrase, Fantaisie in the thesis "The Art of Piano Transcription in Critical Comments" [16]. Trac-
ing the history of the development of transcription from the XIV and up to the end of the XX century, the re-
searcher emphasizes that the genre he studies "reaches its climax in the XIX century" [16, 3]. G. Colton
proposes to divide transcriptions into two classes. In his opinion, the first class is formed by the so-called
"precise" transcriptions - simplified versions of the original for amateur, home-made music. The second class
is the transcriptions used by concert pianists to demonstrate virtuosity. According to G. Colton's classifica-
tion, the leafy Fantaisie, Reminiscences, Paraphrase should be attributed to the second class, as they were
created for performance on the concert stage, including, for the demonstration of virtuosity. G. Colton as a
demarcation proposed "transcription line" [16, 9], at one pole of which there are accurate transcriptions, on
the other - paraphrases.

It is significant to divide the works created by creations of other authors, presented by N. Rimsky-
Korsakov to solve the problem situation inherent in this research [12, 230]. Therefore, easy arrangements for
amateur pianists, he means de facile, more complex compositions get de salon definition and, finally, virtuos-
ic transcriptions - de concert. Taking into account the position of N. Rimsky-Korsakov, Paraphrase F. Liszt
should be attributed to transcriptions de concert.

Differentiating the content of the terms "transcription" and "arrangement," scientists demonstrate the
lack of a unified approach to the definition of these genre definitions. Thus, S. Davis, for example, believes
that "transcription should achieve greater fidelity to the original than the arrangement" [17, 218], and accord-
ing to E. Howard-Jones, "Arrangement is a play on notes on another instrument, and transcription is a recre-
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ation of <...> with reliance on imagination and creative content” [18, 305]. In the studies of G. Colton and E.
Howard-Jones, transcription, unlike arranging, is associated with such concepts as "recomposition" and "rec-
reation."

A. Dolzhansky in the definition of transcription indicates that transcription is translated from Latin re-
writing (italics mine, N.Z.), and gives two interpretations of the concept: 1. "The same as the arrangement”,
the arrangement. 2. "Same as fantasy or paraphrase" [2, 297]. The researcher does not distinguish between
transcription, arrangement, fantasy and paraphrase, not taking into account that the freer transcription, the
scale of rewriting becomes less critical. As for paraphrases, the creation of the works of this genre does not
imply rewriting, since this is a retelling of the episode of opera that was heard and remembered.

G. Colton emphasizes that in the XIX century "works for solo transcendent virtuosity, in which melo-
dies, usually from operas, were reworked" were popular, for example, F. Liszt "Rigoletto. Paraphrase de
Concert". Such plays could also be called Fantasia and Reminiscences and were distinct from works that
were exact transcriptions” [16, 7]. The researcher is inclined to define almost all free transcriptions of F. Liszt
as Paraphrase. This position is discussed and cannot be unconditionally referred to an array of free virtuoso
transcriptions of the romantic composer. For the composition of Paraphrase F. Liszt allowed himself to ad-
dress only in 1849, when the concert period in the biography of the composer ended and the reminiscence
approach to the "recompositions" of the opera prototype was formed and repeatedly tested in his work.

Developing the principles of the differentiation of transcriptions, G. Colton proceeds from the nature
and scale of the transformation of "alien material," not taking into account his (that is, someone else's) prop-
erties. At the same time, it seems that it is the properties and the volume of "foreign material" that appear as
the most important basis for intra-genre differentiation of transcriptions. The common property of transcrip-
tions is the presence of "playback object" [14, 115], the scale and type of development of which changes
depending on the genre orientation: in Fantaisie "object play" is the theme or themes of the opera, in the
Paraphrase - a fragment of the opera works, in Reminiscences - opera whole, subjected to composer con-
ception. The criteria for the differentiation of transcriptions are thus: 1. the type of functioning of the object of
reproduction (theme, fragment or artistic integrity); 2. The method of his composer's re-creation (the pres-
ence or absence of composer conception).

One cannot but agree with N. Rezheninova that modern practice is characterized by "the variability
in the solution of the problem of definition in domestic and foreign dictionaries” [13, 133]. N. Rezheninova's
attempt to create "a more objective picture of the definition of criteria" [13, 134] leads to the discovery of the
most universal, in her opinion, term - "transposition" as "an auxiliary tool for the formulation of ... definitions"
... "Arrangement,” "Processing", "Transcription" [13, 134]. Transcription, in the opinion of the researcher, has
"an independent artistic significance," although, like the arrangement, is a transposition of a musical compo-
sition.

Thus, if we compare the classification of G. Colton and the conclusions of N. Rezheninova, the fol-
lowing differences become apparent. The first class of transcriptions according to G. Colton - exact transcrip-
tions, according to N. Rezheninova - arrangements; second class in the work of the American scientist are
free transcriptions, "recomposition,” which corresponds to the work of N. Rezheninova interpretation of tran-
scriptions as "creative processing," which from the nineteenth century became an independent concert genre
that concerns Fantaisie and Paraphrase, then considering them related terms, N. Rezhininova based on the
definition of the "Encyclopedic Music Dictionary" edited by B.S. Shteynpressa and |I.M. Yampolsky, would, in
her view, to differentiate these two concepts: "Paraphrase <...> is similar in type to free fantasy, but differs
from it by a simpler construction" [13, 380]. That is, only the simplicity or complexity of construction is the
criterion for the differentiation of paraphrases and fantasies. At the same time, the researcher emphasizes
that this concerns the structure, the formation, but not the level of the "degree of transformation of the
source" [13, 134]. Important, in our opinion, is N. Rezheninova's conclusion about the "principle of variation
in the existence of original works" [13, 135], which is why the problems of creating a terminology base arise.
After all, Paraphrase, Fantaisie, and Reminiscences have a common "external structure,” at the same time
their "internal structure" is different. Based on the same phenomenon - the opera, Paraphrase is a "story
about him," and Fantaisie and Reminiscences express "his attitude towards him" [1, 17]. Paraphrase refers
to the epic since it is an action given through a story; opera-action as a show-belongs to the theater, and
Reminiscences and Fantaisie as genres related to the expression of the author's attitude to this action be-
long to the sphere of lyrics (according to M. Aranovsky [1, 19]).

Relying on the provisions of the above-mentioned studies, as well as the work of A. Zharkov [3], N.
Prokina [11], I. Timchenko-Byhun [15], it seems expedient to develop an original interpretation of the para-
phrase genre, based on its location in the system of products of the transcriptor sphere in F. Liszt's piano art.

In the "Music Encyclopedia" paraphrase (from the Greek - retelling) is interpreted as "widespread in
the nineteenth-century designation of virtuosic instrumental fantasies, mainly for pianoforte, on topics of
popular songs, opera arias, etc. These themes are often subjected to a significant transformation in Para-
phrases, appear in new relationships with each other. Most of the Paraphrase belongs to salon music" [10,
178]. Given this definition, the same interpretation of Paraphrase and Fantaisie can hardly be justified. But
important here is the recognition that "some artistically significant Paraphrases were created by Liszt" [10,
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178]. At the same time next to "Rigoletto. Oper von Verdi Konzert-Paraphrase" indicates "Polonaise” from
the opera by PI Tchaikovsky "Eugene Onegin," not designated by the composer as Paraphrase.

J. Milstein, who developed the differentiation of F. Liszt's transcriptions and gave definitions of Fan-
tasy, Reminiscences, Paraphrase, lllustration, Processing and Score, believes that in F. Liszt's work "para-
phrase means a work consisting of a developed retelling of a musical theme borrowed from someone else's
work (mostly <...> from the opera)» [6, 297]. If Paraphrase (according to J. Milstein) is a "retelling of a musi-
cal theme," then Reminiscences - memories of opera as integrity, in Fantaisie transcription subject (themes)
from the opera. Therefore, Paraphrase, Fantaisie and Reminiscences differ among themselves by the crea-
tive method of their recomposition.

According to the concept of E. Nazaykinsky [8], musical genres are divided into "types, classes,
general and types of musical works" [8, 94]. From this point of view, the compositions of F. Liszt's transcrip-
tional sphere can be divided as follows: Fantasie represents genus, the type is Transcription, and the spe-
cies is Reminiscences and Paraphrase, which involves the synthesis of genres of transcription, fantasy, and
reminiscences in time-space of retelling memories of fragments of opera compositions. Reliance on the pro-
visions of the classification of the genre theory of the researcher allowed us to establish that in the genre
system Transcription - Fantasie - Reminiscences - Paraphrase in the works of F. List the Transcription genre
assumes the leading role, although in the composer Paraphrase as "the author's genre name is absent, act-
ing on the level of principle" 4, 5].

In the legacy of F. Liszt there are found two concert paraphrases of fragments of Verdi's operas
"Ernani" and "Rigoletto.” Among the undiscovered works in the regular list of Liszt works, J. Milstein points
out "Paraphrase on the fourth act of Don Sebastian" by Kullak [7, 418]. In his opinion, the works designated
F. Liszt as "paraphrases on opera themes," the composer's work was no more. However, contrary to this
statement of the researcher, for example, in the edition "Edition Peters" the leaf version of "Miserere" from
the opera "Troubadour” is designated as "Troubadour-Paraphrase."

To the definitions of free, virtuosic transcriptions, given by G. Colton, E. Howard-Jones as concert
compositions based on "recomposition,” in connection with F. Liszt's work, the quality of transcendental vir-
tuosity should be added. The presence of this quality makes it possible to define Paraphrase as transcen-
dental virtuoso transcriptions. In this case, Paraphrase is a genre variety of free, obscure, virtuoso transcrip-
tions in the style of de concert, in which the retelling of a fragment of the whole opera is subjected to
compositional interpretation in the newly created artistic integrity.

The analysis of "Rigoletto. Paraphrase de Concert "(1859) F. Liszt made it possible to reveal that the
fragment of the quartet from the third act of G. Verdi's opera Rigoletto (48-100 bar-lines) was the basis for
the creation of the romantic composer.* What influenced the election of the composer as the basis of Para-
phrase this particular episode of the opera? In the opera genre, the ensemble, according to G. Ordzhoniki-
dze, as a "specifically musical form" makes it possible to feel "the organic interconnection of various aspects
of the drama, diversity in unity" [9, 27]. The musical ensemble, in this case the quartet, enabled F. Liszt to
reveal irreconcilable contradictions, the struggle of strong characters, to expose the features of the images of
the Duke, Maddalena, Gilda, Rigoletto due to the plasticity of the texture, the through development of the
intoneme, using the creative method of Shakespiration, inherent in the thinking of the romantic composer.

The third act in the opera opens the Prelude, the scene and Duke's song "The Heart of the Beauties"
(No. 15). Paraphrase F. Liszt also precedes Preludio, but the tonality (a-moll-E-dur), tempo (Adagio-Allegro),
dynamics (pp-poco f), musical material are changed. Preludio compares two images from the quartet (No.
16) - the laughter of Maddalena and the suffering of Gilda. The two conducting of this contrasting musical
material are divided timbrally (the laughter of Maddalena in the low, and the tears of Gilda in the high regis-
ters of the piano), the fermats, and if the first is designated a capriccio, poco f, then the second assumes a
dynamic decline - mf with more accelerated movement - poco accelerando.

The third exercise is, as it were, the "splinters” of the Maddalena theme on p, interrupted by chords
of staccato, where the theme of Rigoletto's revenge is guessed. A small expansion leads to the initial tempo
and arpeggiated passages of poco Veloce, accelerando first in contrast dynamics (f-pp), and then the ampli-
fication of the dynamics suddenly breaks pp on the chromaticized quartol movement in the right and the tri-
plets in the left hand in the high piano register. Due to the mentioned issue F. Liszt modulates into the tonali-
ty of the operatic source Des-dur (meaning the fragment of the quartet of Duke, Maddalena, Gilda, and
Rigoletto, whose beginning is marked by the song of Duke "Oh, the Beauty of the Young" - 48-49 bar-lines).
The Maddalena in a high register finishes the Preludio on pp theme, unlike the initial bars that sound in the
bass key. Thus in Preludio, there is a sketch of the conflict, the personification of the images of Maddalena
and Gilda, a contrasting juxtaposition of the idea of laughter and suffering.

F. Liszt for the first section (A) Paraphrase chose the stage of seduction - the second phase of the
quartet from the third act of the opera by G. Verdi (48-49-63 bar-lines), where there is almost complete coin-
cidence with the operatic source in terms of structure (16), tonality (Des-dur), tempo (Andante), register of
the solo voice (tenor) in Duke's song "Oh, beautiful young woman".

The second section (B) returns the "dialogue” of the themes of the Maddalena and Gilda, but if the
theme of suffering sounds in a high register corresponding to the soprano of the heroine, then the laughter of
Maddalena (pp) is transcribed by Liszt from the orchestra party. In this section, there is a transformation of
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64-71 quartet bar-lines, where the theme of laughter of Maddalena receives the most significant develop-
ment, and Gilda's party is submitted precisely, except a certain change in the rhythmic structure of 69 and 71
bar-lines. Further F. Liszt sempre piu appassionato e crescendo modifies the theme of Maddalena, isolating
a separate chant from her, which as a result of transformations turns into an intonim of the theme of Gilda's
suffering. The second section completes the cadence, which performs the function of the watershed between
the second and third sections of Paraphrase.

In the third section of Paraphrase (A1), the synthesis of the themes of Duke and Maddalena occurs,
F. Liszt transcribes 74-81 quartet bar-lines. It would seem that the transcript follows Verdi's text, except the
pass 72-73 bar-lines precisely, and setting forth Duke's song "Oh, the Beauty" somewhat changes the
rhythmic structure. With 78 bar-lines of the quartet in Paraphrase, Maddalena's laughter is replaced by virtu-
0S0 passages sempre legato, pp sempre cord, and from 80 bar-lines is subjected to four transformations.

Cadentious construction leads to a repeat of the sheet variant 74-81 quartet bar-lines from the opera
"Rigoletto" by G. Verdi. But the front of the 81 quartet bar-lines in F. Liszt's version precedes the develop-
ment of the Duke's theme, and not the Maddalena, as was the case in the first version. The next farm marks
the beginning of a three-stroke episode that fulfills the role of completing the third section.

Excluding 82 bar-lines of a quartet from the opera, F. Liszt then begins to transcribe 83-100 bar-lines
from the original source of G. Verdi. The final, fourth section of Paraphrase is a "dialogue" between Gilda
and Rigoletto, although the latter's part appears in the piano composition only from the fifth bar of this sec-
tion. F. Liszt twice presents 83 and 84 quartet bar-lines, where dolce, con somma passionate the theme of
Gilda's suffering "Heart is poor, be brave" sounds. Rigoletto's theme in Paraphrase is set out first by the six-
teenth, then reinforced with arpeggiated octave passages rfz assai, marcatissimo.

Starting with 89 bar-lines, the sheet version of the J. Verdi quartet shows only the sufferings of Gilda
p, dolce, in the high piano register, with the octave support of the thirty-second in the right and orchestral line
in the left hand. Gradually there is a dynamic injection and 95-96 bar-lines. F. Liszt, where the "dialogue” of
Gilda and Rigoletto again arises, is the dramatic culmination of the section rfz assai, marcatissimo, fff.

Further, in 97-100 bar-lines. The themes of Gilda and Rigoletto, surrounded by chromatic passages,
sound in the first (Gilda) and small (Rigoletto) octaves marcato ed espressivo. Two dynamic waves lead to
the final episode, wherein two measures F. Liszt returns the echoes of the Duke and Maddalena, sounding
dolce una corda and pp respectively. The last step of the section is "dedicated” to Gilda. Fermata separates
the fourth section from the codes.

The code (Presto) is a philosophical generalization of the operatic prototype in F. Liszt's conception,
which he outlined in the genre Konzert-Paraphrase.

Conclusions. Reliance on the provisions of the classification of the genre theory E. Nazaikinsky [8]
allowed to establish a hierarchical system of relations between Fantasie, Transcription, Reminiscences and
Paraphrase, and also to determine the place of Paraphrase in this system as a species, along with Reminis-
cences, which goes back to the genus Fantasie and the type of Transcription. Paraphrases in the works of F.
Liszt appear at a later stage than Reminiscences ("Ernani., Paraphrase de Concert" - not later than 1849,
revised in 1859, "Rigoletto, Paraphrase de Concert" - 1859). However, Paraphrase in F. Liszt's works does
not play the role of genre generalization in the system of writings of the transcriptor sphere. On the contrary,
Reminiscences, having reached the heyday, has a significant impact on the interpretation of Paraphrase, the
essence of which is the transformation from salon into a concert genre. In this case, the opera fragments
remain the object of reproduction in Paraphrase, and the method of recomposition is a retelling of pieces of
operatic memories.

Analysis of "Rigoletto. Paraphrase de Concert "of F. Liszt allowed to reveal artistic methods and
principles that operate in time-space compositions. The use of the reminiscence method is manifested in the
conceptualization of the genre and philosophical interpretation of the operatic prototype. The interaction of
the reminiscence method with fantasy is evidenced by the free sequence of episodes of the fragment of the
guartet from the third act of the opera by G. Verdi. The method of synthesis is the interaction of genres of
transcription, fantasy, reminiscences and opera, which unites the genre of Paraphrase. An important role in
Paraphrase is taken by the composer Capriccio's remark, which makes it possible to see the genre features
of Capriccio in the composition. The method of symphonism is expressed in a through development, and the
method of Shakespearization is in gravitation towards drama, to philosophical generalization. Creating
"Rigoletto. Paraphrase de Concert" F. Liszt applied the principles of transcendent virtuosity and concerts.
Innovative treatment of Paraphrase in the works of F. Liszt means the beginning of a new history of the gen-
re, the genre of Paraphrase of a new historical and artistic formation.

Notes

' The analysis is carried out on the key of the opera by G. Verdi "Rigoletto." (1977). p. 296. Edition of Lizst Zwei
Paraphrasen “Rigoletto Oper von Verdi. Konzert-Paraphrase.” Leipzig: C. F.Peters. 2-12.
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