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EARLY ROMANTIC AND BIEDERMEIER TRADITIONS
IN LUIGI BOCCHERINI'S QUINTETS

The aim of the work is tracing of stylistic characteristics of early romanticism and Biedermeier in Luigi Boc-
cherini’s Quintets, including piano ones. The methodology is based on the intonational approach of Boris Asafiev’'s
school in Ukraine with special emphasis on stylistic comparative, cultural, and hermeneutic methods in the development
of positions that were developed by A. Losev, V. Medushevsky, and Y. Lotman. Scientific novelty is determined by the
fact that for the first time in the Ukraine Luigi Boccherini’'s Quintets became the subject of scientific analysis in line with
the numerical symbolism, as well as by the original theoretical idea of crossing of early romantisism and Biedermeier
stylistic indicators in them. Conclusions. Luigi Boccherini’s Quintets have become a substantive symbol of the Italo-
French line of chamber instrumentalism, which defined before-Biedermeier, Biedermeier as such and early romanticism
parallel making the way to opening the Viennese classics. Typology of the quintet amounted to an outright opposition
to Viennese quarterness — including in the form of fundamental chamber music sounding. The absolute plenitude of
Boccherini’s quintets set up the genre model of the before-Biedermeier and Biedermeier quintet.

Keywords: quintet, Biedermeier, chamberization, genre model.

3uma Jlodmuna BikmopieHa, kaHOuGam mucmeymeo3Hascmea, OoueHm kaghedpu KamepHo20 aHcambrio
Odecbkoi HaujioHambHOI My3u4Hoi akademii im.A. B. HexxdaHosoi

PaHHbOpoMaHTU4HI Ta 6igepmanepcbki Tpagumuii y kBiHTeTax Jlyigki BokkepiHi

MeTa po60T1 — LOCTIMKEHHST CTUMICTUYHX 03HaK PaHHBOTO PoOMaHTU3My i Ginepmariepa B kBiHTeTax Jlyimki BokkepiHi, B
ToMy yncni doopreniaHHnx. MeTogonoria focnimkeHHs 6asyeTbea Ha iHToHauiHOMy nigxopi Wwkonv Boprca AcadhbeBa B YkpaiHi 3i
crnevjarnbHYM akUEHTYBaHHSAM CTUMbOBOTO KOMMapaTvBa, KyMbTyporioryHOrO Ta repMEHEBTUYHOrO METOAIB B PO3BUTOK MO3MLIA
npaub AJlocesa, B.MenyLuescekoro, HO. JlotvaHa. HaykoBa HOBU3Ha BY3HaYaeTbCs TUM, LLO BriepLue B YkpaiHi KBiHTeTU JTyimki
BokkepiHi CTanv NnpegMeToM HayKoBOro aHarnisy B pycri YMCroBOi CUMBONIKW, @ TaKOX OpUriHaNbHOI TEOPETMMHOI iAel NepeTvHy B
HUX PaHHEOPOMaHTUYHNX Ta BiaepPMaiepOBCHKX CTUMICTUMHMX NokasHUKiB. BucHoBku. KeiHTetn Tyimki BokkepiHi 3'aBunmcs npea-
METHMUM CHMMBOJIOM iTano-ppaHLy3bKOI NiHii KaMepHOro IHCTpPYMeHTanismy, sika Bu3Haduna npobigepManepoBCbKy Ta BriacHe
6inepmManepoBCbKy i paHHBOPOMaHTUYHY Mapanesb 40 BiakpuTTa BigeHcbkux knacwkie. Tunonoris KBiHTETY cknana BigBepTy
ono3uuito BigeHcbkin kBapTETHOCTI — B TOMY YACHI Y BUrMSAi NPUHLMNOBOI kKamepHisauii 3BydaHHsl. AbcontotHa 6e3niy
KBIHTETIB BOKKepiHi 3aTBEpANIM XXaHPOBY MoAESb PaHHEOPOMaHTUYHOIO, MPOBIAEPMaiEPOBCLKOIO KBIHTETY.

Knro4yoBi cnoBa: kBiHTET, Gigepmaep, kaMepHiCTb, )kaHpoBa MoAerb.

3uma JTvdmuna BukmopoeHa, kaHOudam uckyccmeosedeHusi, doueHm kaghedpbi kKamepHo20 aHcambris
Odecckoli HayuoHanbHOU My3blkanbHoU akademuu umeHu A.B. HexdaHosol

PaHHepomaHTU4eckue u bupgepmanepckme Tpaauumnm B kBUHTeTax Jlynaxmn BokkepuHm

Llenb paboTbl — NpocnexviBaHne CTUIMMCTUYECKMX NPU3HAKOB paHHEro pomMaHTaMa 1 Guaepmariepa B kBuHTeTax Jly-
nmxun BokkepuHu, B ToM Yncne dopTennaHHbix. MeTogonorus vccnenoBaHvst 6a3vpyeTcst Ha MHTOHALUMOHHOM Noaxoae LUKOMbI
Bopuca AcadbeBa B YkpauHe co crneuparnbHbiM akLEeHTUPOBaHUEM CTUMEBOrO KoMMapaTtuBea, KyrbTypOoriormiyeckoro U repmMeHes-
TUYECKOro METOAOB B pa3Butve nosvumin Tpyaos AJlocesa, B.MegyLuesckoro, HO. JlotmaHa. HayyHasi HoBu3Ha onpeaensietcst
TeMm, 4YTO BrepBble B YkpauHe KeuHTeTbl Jlynmkn BokkepuHu ctanv npegMeTtoM Hay4yHOro aHanvsa B pycrie YMCnoBoW
CVMBOIUKW, a TaKKe OpPUIMHarbHON TEOPETUHECKOM MOEN NEPECEYEHNS] B HUX pPaHHEPOMAaHTUYECKNX 1 GuaepmanepoBCKmX
CTUNNCTMYECKMX MokasaTtenen. BbiBoabl. KeuHTeTbl Jlynmkn BokkepuHM ABMNMCHL NPEeAMETHbIM CUMMBOSIOM UTaso-
bpaHLy3CKON MMHMN KaMePHOro MHCTPYMEeHTan1aMa, Kotopasi onpeaenuna npobuaepmaniepoBcKyro, cobCcTBEHHO Guaep-
MaViepOBCKYO 1 PaHHEPOMAHTMYECKYHO napansesnb K OTKPbITMIO BEHCKMX KnaccukoB. TUMONOrMa KBUHTETa cocTaBuna OTKpPO-
BEHHYO OMno3vumio BeHcKoM KBapTETHOCTM — B TOM YKCE B BMAE NPUHLMNMANBHOW KamepHU3aummn 3By4aHusl. AGCONoTHoe
MHOXECTBO KBUHTETOB BOKKEPUHM YTBEPANIU XXaHPOBYHO MOAESb paHHEPOMaHTMYECKOrO, NpobraepMariepoBCKOro KBUHTETA.

KniouyeBble cnoBa: KBUHTET, buaepMiiaep, KaMepHOCTb, XKaHpoBasi MOAErb.
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Actuality of the subject of this research is dictated by the need of reconsideration of romantic sym-
bols, models and performing readings of contemporary performing art. The romanticism and the Biedermeier
artistic style accompanying it cause new foreshortenings of art sense in performing interpretations, including
in chamber and ensemble performance, at each following historical stage.

Despite Boccherini’s creative fruitfulness in all musical genres, so far the attention of music re-
searchers has been more attracted to Boccherini as a brilliant cellist and to his numerous works for cello and
double bass, which have become classic examples of solo instrumental music of Italy in the XVIlI-th century.
Such approach is shown in the studies by L.Ginzburg and G.Rothschild. Chamber and instrumental creativity
of this composer (over 400 works) has not become a subject of serious consideration yet.

The aim of the article is tracing stylistic characteristics of early romanticism and Biedermeier in Luigi
Boccherini’s Quintets that have obviously set up the genre model of the before-Biedermeier and Biedermeier
quintet by means of their absolute abundance.

Presentation of the basic material. The development of the quintet genre and the piano quintet as its
version in the 19th century highlights this genre in correlation and, partly, in an opposition of quartet-quintet
ensembles in the most distinctive features of the last one: bigger brightness, showiness, concertness, a
combination of importance, a large scale of contents with democratic character, the lyrical tone that is pecu-
liar to the very nature of an ensemble.

Numerous quintets by L. Boccherini, L. Spohr, J. Hummel, G. Onslov, J. Pixis, J. Raff, A.de Castillon
arisen at the end of XVIlI-th — the beginning of the XIX-th century, make the necessary sounding, aura which
provides in new esthetic circumstances the wide popularity to the genre and its unprecedented take-off,
which has presented to the world such masterpieces of a romantic era as "Forellen-Quintett" by F. Schubert
and the piano quintet by R. Schumann.

A new attitude toward freedom of expression, romantic confessionness, Biedermeier simplicity and
democratic character has changed chamber and ensemble music. The Quintetness supported by vibrations of
spiritualized mystical aspirations of the time begins to approve itself. The brightest case of solemnity of the
quintet genre can be presented by means of Luigi Boccherini’'s ensemble creativity, who was a composer creat-
ing during the preromantic era, but appeared as a bright harbinger of the Italian romanticism and Biedermeier.

Due to different sources L.Boccherini has composed from 125 to 137 quintets, among them there are
string quintets, mixed ones: quintets with a guitar, piano quintets (string quintets with a guitar, in particular,
were processed for a notable grandee Marchese Benavente by the composer himself in Madrid).
L.Boccherini’s simple, melodious, sometimes melancholic melodies, brilliant Italian instrumentality of texture
corresponded to the new freedom of expression of the quintet genre in the best possible way.

It is indicative that L.Boccherini, as the son of his epoch, undoubtedly concerned the charm of delights
of the French sentimentalism, the gallant style that apprehended Mannheim expression, but who was looking
forward to romanticism, was writing simultaneously both string quartets and string quintets, but with an uncondi-
tional prevalence of the last ones (80 quartets — 137 quintets) [11, 504]. But it is also interesting that in first half
of his life (the Roman period, the period of the celebration of classicism) quartets prevailed, and further, in days
of his residing in Madrid, in the period of preromantic turmoil and presentiments, quintets dominated.

An obvious opposition of quartet genres in the German Viennese classics and over-abundance of
quintet by an Italian Boccherini mark the process of cultural German-Italian opposition reaching its apogee
during the civil war under the leadership of Garibaldi (1848-1859), when Garibaldi's national army has op-
posed Vatican supported by Austria. The inertia of the Viennese school alongside with corrective amend-
ments of coming into its own rights romanticism defined the system of Austria, whereas the Italian romanti-
cism has gone other way, concentrating around the Opera semiseria, being semichurch in its essence.

Since 1769 L. Bochherini had been creating in Madrid and his quintets composed on the verge of the
XVIII-th — the beginning of a XIX-th century, as a genre, had reflected the extremely uneasy pressure of this
age, namely, resistance to Napoleon and, simultaneously, antimonarchic protests. However, the court com-
poser, the singer of the raised and improved feeling, Boccherini, undoubtedly, felt ideas of the time, ex-
tremely appreciating the lyrical tone of expression, the emotional openness, which testify to his responsive-
ness to new preromantic trends. Certainly, in the quintet genre he felt for himself more freedom of
expression, plasticity and new harmony with the surrounding world.

Mixed string quintets — with a flute, quintets with a guitar — vary in their forms and include compo-
nents of various genre phenomena: songs, arias, dances from a minuet to the Italian tarantella and the
Spanish fandango and rondo.

Six piano quintets in opus 57 show signs of their graceful concertness. An abundance of dynamic
comparisons such as forte — piano or fortissimo — pianissimo give to the music an additional, heavenly ex-
tent, which, in the best way possible, is in harmony with new quinary spatiality of the quintet [8].

L.Bochherini’s quintets are largely written for a string complement, i.e. they turn out to be a significantly
moved apart variant of the quartet writing, in which quinarity of voices is self-significant. Presence of some
combination with a clavier or other instrument (a flute, a guitar) in L.Bochherini’s quintets specifies the fact that
this genre typology was consciously "enriched" by the composer, but with keeping in mind the quartet type.

In six flute quintets (Op. 21), where a flute is added to the string quartet, after all, the attention of the
composer to the first violin is shown, it is leading; in a counterbalance, in his six clavier concerts, certainly,
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the leading instrument is the piano that is emphasized with composer’s remark assigning an accompaniment
part to the string quartet.

The single-part structure in the quintets with a flute and a multi-part structure in the clavier quintets
are present. Their ratio itself shows flexibility in understanding the composition wholeness, in which either
ensemble echoes of the single-part sonata by D.Scarlatti or recurrence alla Italian three-part sonata Sam-
martini — Martini are recognizable. The "spirit" of chembalo soars over the flute cycle of opus 21, as its sin-
gle-part equivalent is the above-mentioned D.Scarlatti's sonata-caprice; we should take into account that the
flute timbre was significant during the era of the birth of "light" pianos, [3, 9] when sonority of the last ones
modelled the sequences of the flute staccato.

As it has already been noticed, none of the flute quintets of this opus shows a flute in a melodic-cantilena
refraction, which acts like a cembalo in doing so. Tiny trios in each of quintet plays intend to build a cycle, but do
not show it in reality. Where there is a cantilena — a violin is added. This fact attracts attention especially as the
tendency towards vocalization in the Italian tradition on base either violins or flutes was well-known. The latter is
brightly given in the leading vocal refraction in another cycle — in six flute quintets of opus 25.

Among all L.Boccherini’s piano quintets we shall consider Op. 57, Quintet No. 5 for piano and string
quartet in more detail. Alongside with obligateness of the quartette string structure specified by the author, a
certain immensity of the composition, with author’s unconditional preference to the Italian tradition ignoring
dynamic reliefs and a variety of plans of the Vienna school, is noticeable in it. Boccherini isn't lonely in addic-
tion to similar forms in the Italian environment. Approximately at the same period Italian composers
D.Cimarosa and M.Clementi concentrate themselves on small instrumental forms and also ignore theatrical
contrasts of the Vienna school.

Just as in belcanto singing of castrati and falsettists was called light singing, (as the church and
moral aura of the old opera didn't allow immersion in effects of negative emotions), over which joy, a satellite
of expressiveness of the church art always towered. We find a variety of faces of a joyful rise by Boccherini,
who thus, in the conditions of the arising Biedermeier, cultivates contours of a baroque ensemble sonata.
The Clavier Quintet No. 5, E-dur is indicative due to its "ltalian" dynamics, i.e., having a dynamic variety, es-
sentially solvable at 2 levels — forte-piano, fortissimo-pianissimo.

Acoustic naturalness — the dynamic approach-removal of music of instrumental ensembles of the Vi-
enna school doesn't appear here, on the contrary, the composer shows a hypertrophy of combinatorics of
terrace ratios, which covers ratios of several bars, or only of one bar, creating joyful bell coloring. Such dy-
namic restrictions brightly unhide the "semiseria ghost" [see about semiseria genre by Conen] in instrumental
and ensemble music.

Taking into account its church genesis, the terrace dynamics is excluding pictorial fluctuations of ap-
proach-removal, however it is concentrating either on singing of hymns in sonorous and modest ways or
converting the miracle of Apparition of this or that sound image. The D-dur tonality in traditions of the
Enlightenment age is a version of a pastoral tonality, as in the Pythagorean system E-F is a sphere of mate-
rial elements [4, 239]. Romanticists treat the F-tonality (due to romantic paradoxicality of their world percep-
tion) as the tonality of "an ideal state" (dematerialized matter of the romantic antinomical attitude, see parts
of Gilda, Desdemona by Verdi, etc.).

L.Boccherini’s piano quintet contains something median between enthusiastic pastorality of the XVIlI-th
century and exaltation of ideality of the romantic era. Nevertheless, in this composition there is a look back to
the Vienna style (Mozart’s stroke) that is expressed in evident weight of the transitional part in the sonata con-
tours of the first movement in which, as well as by Mozart, a break in the voice-frequency (D-moll) and the
genre sphere other than the main part are shown. This circumstance gives some unusual luminescence to
normativity of the dominant second theme too. The final part even more concentrates forte-piano patches of
light, splitting them into semi-steps in the effect of an echo in a rather quick tempo, considering the abundance
of thirty-second notes. The piano texture, in case of the seeming commonality of a statement, is incredibly diffi-
cult. The artistic dynamism of the Vienna school is rough and demonstrative in comparison with it.

As well as all of the Italian school, Boccherini does not recognize "widely placed hands" of the Vien-
nese, providing an orchestral similarity of coverage of a set of registers. In the piano part of the quintet the
sustained harmonization of themes is shown, alongside with a very rare duplication of voices, exclusive deli-
cateness of the saloon ensemble manner and that of a figurate passage variety prevails.

As it has already been noticed above, at a very high tempo (thirty-second durations) in Allegro sos-
tenuto, in the absence of the cantilena, the secondary cantilena of passage manifestations prevails. The begin-
ning of the quintet, its first subject of the main part has obvious crossings with the subject of Mozart’s sonata c-
dur KV 390: that is, they have the same broken course of the major six-four chord that can be not an obligatory
testimony of addressing to Mozart, as both subjects have a deeper symbolical root — it is the theme of the
Cross (hereinafter the description of rhetorical figures symbols is according to O.Zakharova's book, [7, 27-28]).

The idea of the redemption of the Cross laid as the principal theme, and further in monothematic
passage formulas of the God atonement through the affect of joy and transformation has certainly been real-
ized among other Christian values, which were dear for L.Boccherini and his environment. The transition is
sustained in D-dur, a rather far tonality, being allocated with steps along a triad, and demonstrates an opera
genesis acting as a contrast when it comes to the main part. In addition, the character of the piano texture
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changes — parts of the top and lower rows are moved most apart. The second theme, returning to the music
a light tone of the texture, is based on a performing figure of music containing chime ringing in which high,
joyful, easy (in the west manner) bells reign. In the development, rather laconic as to its texture, transition
and final parts are processed. The reprise turns out to be mirror-like and begins with the second theme. The
final part (constructed on the terrace effect of an echo) concentrates a reigning joy and an elation of the at-
mosphere of playing music.

In the second movement of the quintet, at last, the violin predominates, piano accompanying periodi-
cally supplements string expressions with concordant and exclaiming motives. The subject of the soloist vio-
lin presents us the turned cross. The theme developing combinatorics of the Cross (in what it would be pos-
sible to hear a premonition of romantic demonism) sounds in a slow motion and is built in saloon brevity and
unextesiveness of the texture. According to the form, it is an ancient binary form — a theme and its variation
development.

The third movement is a minuet La Polacca beginning with attacca as envisioned by the author,
showing a quite bright, figurative tempo, a dynamic contrast. With rather distinct rhythmic and melodic struc-
tures of a polonaise it is quite possible to consider it as a response to the Polish events of 1794, (we can re-
member that Tadeusz Kosciuszko’s troops were formed directly in Italy), but even if this music is caused not
specifically by events of the well-known Polish revolt, but, undoubtedly, in the conditions of an intense politi-
cal situation in Italy, sympathy to Poland and its long-term national liberation movement.

The main theme literally rushes as it had already been said above, with attacca, impressing with the
passionate E-moll emphaticalness, it is handled at first monophonic by a clavier, then by tutti with a duplica-
tion of the main motive by means of sixths for clavier and strings. In the theme there is a lot of crossings with
a polonaise — an elastic triple-meter with an underlined first beat, a vigorous sixth

step up, abundance of dotted lines, passionate chromaticisms and a typical specific melodic cadence
idiom. The theme that sounded twice in minor is replaced with a major episode, softer, but, in the manner
peculiar to L.Boccherini, embellished with rich contrasts of an echo. The next sixteen-bar period returns us to
the main subject, but, on the contrary, already from the very beginning with soloing string instruments, and
further on, tutti of the whole ensemble ornamented with new figures for the piano follows.

The second and third sixteen-bar periods together (the main theme and its twin — the major one), as
intended by the author, repeat passing to the final theme, in which polonaise indications are also strong, but
at the same time the typical Boccherini’s play of dynamics, i.e., forte-piano, light and shade, an echo, giving
rise to a special effulgence and spatiality, amplifies too. The trio constructed on interaction of a violin and a
piano leads to the conclusion, which is elaborated as da capo all fine.

L.Boccherini’s six piano quintets of Op.57 demonstrate distinctive features peculiar to the Italian
chamber and ensemble music of the preromantic period and early Biedermeier, namely: extreme grace of
the musical structure, richness of refined virtuosity, basic dynamic terrace-likeness, and salonness as a sign
of selectivity and special joining in spiritual values.

Scientific novelty. In this article, for the first time in Ukraine Luigi Boccherini’s Quintets have become
a subject of scientific musicological and cultural studies in line with the original theoretical idea of crossing in
these works of early romanticism and Biedermeier stylistic indicators.

Conclusions. Our research shows that Luigi Boccherini's quintets have become a subject symbol of
the Italian-French line of chamber instrumentalism, which has defined near-Biedermeir and actually Bieder-
meir as well as an early romantic parallel to opening of Vienna classics. We may state that typology of quin-
tet, including the piano one, in L. Boccherini's creativity has made an outspoken opposition to the Vienna
quartetness — including in the form of a basic chamberization of sounding.

At the same time a great many of Boccherini‘s quintets have approved the genre model of the early
romantic, near-Biedermeier quintet and its several typologies, having determined its future revival during the
romantic era and its infinite development in uncountable invariants.
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iM. Bopuca [MpiH4yeHka
kablovatania@ukr.net

TEOPISi KOMNO3UUIi Y MY3U4YHOMY MUCTELTBI:
CTAH HAYKOBOI PO3POBKM

MeTta po60oTu. Y cTaTTi po3rNsiAaeTbCs KOMMNO3NLS My3MYHUX POPM SIK TeOpeTUYHa npobriema, wWwo nepenba-
Yae aHani3 NoHATTS KOMMO3MLiT My3M4YHOTO MUCTELTBA, CTYNEHIO MOro BMBYEHHSA Ta poni B MucTeuTsBi XX cToniTTA.
MeToponoria pocnimkeHHA. BukopucTaHi kKomnapaTMBHUIA Ta iCTOPUYHUIA MeToan. Takox crneuundika Temn 3ymMoBroe
BUKOPUCTAHHS KOHTEKCTHOrO Ta CMCTEMAaTUYHOrO METOAIB, WO Aae 3MOry BUSBUTY i NpoaHanidyBatu )eHOMEH KOMMOo3n-
Uil IK YaCTUHW KynbTypHO-iCTOpUYHOro npouecy. HaykoBa HoBU3Ha nonsrae y cucrematmaadii TeOpeTUYHMX npaub Lo-
00 NOHATTA KoMno3uuis. KoMnosuuis y MUCTEUTBI 3aBXAN € KOHCTPYKUIED ANnst pO3YMiHHS "OCHOBW" My3U4HOro TBOPY, a
NOHATTA "OCHOBW" Malxe 3aBXaW NOB'si3aHe 3 NMOHATTAM KOMMO3uLii, ke € BigoOpaxeHHsIM BHYTPILLHbOI CTpyKTypu. Ca-
Me Lie Jae 3MOry pO3KpUTW pearibHy Noriky KOMMo3uuinHOT GyA0BKM, WO acoLitoeTbCs 3 BUpa3oM igen i dhopmyBaHHSM
6a30Bo0i uinicHocTi TBOpYy. Ha ocHoBgi koHuenuii O. KobnsikoBa 3 TpaHCMIpHOCTi B iCTOpIi Ta aHpax MUCTeuTBa po3pob-
JNIEHO TeOopito NPO TPAHCMIPHI NPOSIBU B MY3W4HIA KOMMNO3WLii, OCHOBHOK OCOBMBICTIO SIKOI € T€, L0 BOHM NPOSIBISIETLCS
Ha Makpo- i MiKpOpIBHI KOMMO3WLiiA, MOBTOPIOIOTb T€ CaMe 3HaYeHHS Ha Pi3HUX MacluTabHuX piBHAX. BucHoBku. Komno-
3u1Lis — Lie TpaHCMipHa cucTema NpUHUMNIB, AKi NPU3BOAATL 4O TBOPEHHS LINOro, siki BOAHOYAC He PO3YMHSAIOTLCSA NOBHI-
CTI0, @'y CBOEMY PO3BUTKY SKICHO JOMOBHIOIOTL OAWMH OZHOrO.

Knto4yoBi cnoBa: komnosuuisi, MyaudHa popma, CTPYKTypa, TPaHCMIPHICTb, My3WU4Hi yHiBepcanii.

Kabnoea TambsiHa bopucoeHa, kaHOudam uckyccmeogedeHusl, doueHm MHcmumyma uckyccme Kuesckozo
yHusepcumema um. bopuca puH4eHKo

Teopusi KOMNO3ULMN B My3blKalilbHOM UCKYCCTBe: CTeneHb U3y4eHHOCTU Npobrembl

Llenb paboTkl. B ctaTbe paccmaTtpyMBaeTcs KOMNO3nUMs My3blkarnbHbIX )OpM Kak TeopeTndeckast npobnemMa, 4To
npegycMaTpuBaeT aHanua NoHATUS KOMMO3MLMN My3bIKarbHOTO UCKYCCTBa, CTEMNeHb ee M3YyYEeHHOCTM U PONn B UCKYCCTBE
XX Beka. Metogonorus uccneposaHus. /cnonb3oBaHbl KOMMApaTUBHBIA M UCTOPUYECKMIA MEeTOAbI. Takke cneuundumka TeMbl
obycnaBnvBaeT UCMOSb30BaHNE KOHTEKCTHOTO U CUCTEMATUYECKOTrO METOAOB, HYTO MO3BOMSET BbISBUTL M NpOaHann3MpoBaTth
eHOMEH KOMMO3ULIMM KaK YacTu KyrbTypHO-MCTOPUYECKOrO npolecca. HayyHas HoBMU3Ha 3aknioyaeTcs B cucteMatnsaumm
TeopeTMYeCcKMX paboT OTHOCUTENBHO NMOHATUSA KOMNO3uLMs. KoMnosnums B UCKycCTBE BCeraa NpeacTaBnser coboi KOHCTPYK-
LU0 ans NoHUMaHus "OCHOBbI" My3bIKaribHOrO MPOM3BELAEHUS, @ NOHATME "OCHOBLI" MOYTM BCEraa CBA3aHO C MOHATMEM KOM-
no3vumK, KoTopoe SBMAETCA OTPaKEeHNeM BHYTPEHHEN CTPYKTYpPbl. VIMEHHO 3TO NMO3BONSIET PAcKPbITh pearibHy NOrvKy KOM-
NO3ULIMOHHOTO MOCTPOEHUS, aCCOLMMPYETCS C BbIpaXKeHnem naen 1 chopmmpoBaHmeM 6a3oBoN LLEeNOCTHOCTU NPou3BeaeHUs!.
Ha ocHoBe koHuenumm A. KobnsikoBa 0 TpaHCMEPHOCTY B UCTOPWU U >kaHpax UCKyCcCTBa pa3paboTaHa Teopusi O TPaHCMEPHOM
NPOSIBNIEHNN B My3bIKaribHON KOMMO3ULMK, FMaBHON OCOBEHHOCTBIO KOTOPOW SIBMSIETCSA TO, YTO OHO MPOSIBMSIETCS HA MaKpo- 1
MVKPOYPOBHE KOMTMO3ULMIA 1 MOBTOPSIET TO e 3HaYeHWe Ha pasHbiX MacluTabHbIX ypoBHsiX. BbiBoabl. Komnosvums npea-
CTaBnsieT cobon TPaHCMEPHYHO CUCTEMY NMPUHLIMMOB, KOTOPbIE NMPUBOASAT K CO3A4AHMIO LIESIOro U HE pacTBOPSIOTCH MOSHOCTHIO,
a B CBOEM PasBUTUW Ka4YECTBEHHO JOMNOMHSAIOT ApYr Apyra.

KnroueBble crnoBa: KOMNo3vuus, My3blkarnbHasi dopma, CTPYKTypa, TPaHCMEPHOCTb, My3blKaribHbIe YHUBEPCANvW.
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