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specific types of creations. We should recall happy times of his work-
ing for Infant don Luis (1770—1785), when the composer created most
of his arts; conducting the private earl-dukes of Benavente-Osuna’s
orchestra (1786—1787), King Friedrich Wilhelm’s II patronage (1786—
1797), perfoming at Lucien Bonaparte’s music evenings (1801). De-
pending on a specific task, Boccerini’s works had to create such kind
of atmosphere which could match the tastes of elitists. It means that
the composer had to create the mood of success and “eternal spring”.
At the same time outside the aristocratic salons the air was full
of revolutionary ideas and a scent of war. The last period in the work
of L. Boccerini took place during powerful historical changes in Eu-
ropean countries. We only briefly mention the most important events
of that time: the French revolution (1789), execution of Louis XVI
(1793), revolutionary terror, the War of Spain and Portugal (1801).
This historical context provokes us to memorize Beethoven’s
oeuvre, who was Boccerini’s contemporary and responded proactively
to all political and social changes. Instead, L. Boccerini continued to cre-
ate works in a traditional way using ancien régime concepts. He didn’t
lose his popularity among those who gave orders. Luidgi kept on work-
ing at new but at the same time well-known forms like string quintets.
Today we have a lot of stereotypic ideas among musicians about
revolutionary music of that historical period. First of all, most of us
feel it like something extremely pathetic that was made with invocat-
ing intonations. Secondly, there are thoughts that musical hedonism
disappeared from human’s life. It seems that instead of Rococo and
gallant style came “Sturm and Drang” ideas. Luigi Boccerini proved
misapprehension of these ideas by his oeuvres. He demonstrated that
these two aesthetic trends could develop at the same time. During the
last period of his work he worked for the Prussian King. Obviously,
the composer was able to preserve his brilliant pure style because he
was far from historical disasters, however, it was not like that. Actu-
ally, Boccerini’s work for Friedrich Wilhelm II was realized through
correspondence, it means that the composer sent his creations but did
not demonstrate them in king’s musical salons. So, most likely, he was
a witness of the tectonic political changes in the social system. But we
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have no evidence of this. He sent “Prussische” quartets, piano quintet
G. 411 and two cellos quintets Op. 50, No. 5, G. 374. After termination of
the contract, L. Boccerini receives another invitation. Cooperation with
the Catalan aristocrat Benavente continued until 1799. The composer
created a series of string and guitar quintets. Since 1801, cooperation
with Lyusien Banaparts began. L. Boccerini dedicated two series of 6
string quintets Op. 60 (G. 391 — 396), Op. 62 (G. 397-402) and “Stabat
Mater” to the young brother of Napoleon. Most artists who use creativ-
ity as a craft are cleaned up by history, but Luigi Boccerini’s name re-
mained in memory through the ages. What is his secret? We think that
the reason of it can be found in C. Jung’s ideas. The scientist notices an
individuality dissolving in the collective, where the implementation of
joint stands out. Instead, the individuality comes through on the basis
of tradition. The relevance of the composer’s music can be explained
not only by its reflection of historical crises and personal disasters, but
also by realization of his own creative scenario. Fom this point of view,
creativity arises as a salvation from crises and catastrophes. Luigi Boc-
cerini not only performed his duties honestly, but retained such an in-
variably important lightness of life which was reflected in his works.
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KOHIEPT JIsI CKPUIIKH 3 OPKECTPOM JI. BAH
BETXOBEHA SIK ITPUKJIAJ TBOPUYOI'O “ITPOPUBY”
Y CKPUIIKOBOMY MUCTENTBI XIX CTOJITTA

KuarouoBi ciioBa: ckpunkosuii konyepm XIX cm., “cxpunko-
ee”’ ma “neckpunxoee’, ukoHascvka mextixa, JI. ean bemxogen.

Konnepr st ckpuriku 3 opkectpoM JI. Ban berxosena (1806) —
KBIHTECEHLIiSl BUKOHAaBCBKMX MOMKJIMBOCTEH Ta KOMIO3HTOPCHKOTO
tasaHTy. [ loefHaHHS HAKOMMYEHUX 3HaHb aBTOpa, poOOTa B cUM(OHIY-
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HOMY KaHpi IO3BOJIMJIM CHHTE3yBaTH KOHLIEPTHICTD 1 CUM(OHIYHICTB.
TBip cTaB MPOBICHUKOM HOBHX KOMIIO3UTOPCBKMX Ta BUKOHABCBKHUX
ineii, sxi Gymu posBuHyTI Horo mocminosankamu (M. Bpamc, I1. Yaii-
KOBCBKHH), IO MEPETHYIH MEKi KaHOHIB CBOTO 4acy, CTBOPHBLIH
HOBI 3ByK0OOpa3u. J[71s1 BUABIEHHS TPaguLiiHUX Ta HOBaTOPCHKUX
€JIEMEHTIB y CHCTEMi BUKOHABCHKOI'O MUCTELITBA OOPAHOro Mepiony, a
TaKoX iX BimoOpaykeHHsI B KOMIO3UTOPCBHKiM TBOPUYOCTI MPOMOHYETh-
Csl BUKOPUCTOBYBATH B POJi IHCTPYMEHTIB aHaJli3y KaTeropii “CKpHIi-
KOBOTO” 1 “HECKPUIIKOBOr0”, Ji¢ ‘CKPHIIKOBE  BHCTYIAE aHAJIOIOM
KaHOHY, 1[0 aCOILIIOEThCSA 3 TPAJUINE0, & “HECKPHUIIKOBE”’, SIK HOro
MPOTUIICKHICTh, BKa3y€ HA MIPOLIECH OHOBJICHHS iICHYFOUHX MPABHJL.
“HeckpunkoBe” B OETXOBEHCHKOMY TBODI TOB’SI3yETHCS
HE CTUIBKHM 3 BaXKKOAOCTYIIHICTIO HOTHOT'O TEKCTY, LIO BUMAarae
aganTauii 3 00Ky peJakTopa y BUTISALI AMHAMIYHHX, IITPUXOBHX,
aIuTiKaTypHUX, aroriYHUX YTOUYHEHb 1 3HAXOJUTh BiJOOpakeHHS B
PENaKTOPCBKUX BEPCisiX, CKiNbKY B 3MiHeHOMY JI. Ban beTxoBeHOM
PO3yMiHHI PO coJicTa, sSIke HE BiAMOBIAAN0 MPUUHSITUM YSBIICH-
HSIM IIPO COJNBHO-OPKECTPOBY B3aeMoit0. HiMeIbKuii KOMIO3UTOP
3MIIye aKIEHT Ha KOPUCTh CUMQOHI3alii KOHLUEPTHOTO >KaHPY,
i JIOPAIKOBYI0YM BUKOHABCHKE JIpaMaTy privHoMY, BUOYAOBYIOUH
HOBi CTOCYHKH COJIiCTa i OpKECTPY, L0 CIPUHMAEThCS CyYacHHUKa-
MU SIK IOPYIIEHHS TPaAuLii, TOOTO “IIPOPHUBOM” Y BUKOHABCHKOMY
muctenTBi XIX cTomiTTS, MPOsSBOM “HECKPUITKOBOTO.
Pe3ynapraToM 1BOrO CTajo MEPEOCMUCICHHS BipTYO3HO-BHU-
KOHABCBKOI CKJIaJOBOi y OiK HiAMOPSAKYBaHHSA IpaMaTypriqHoOMY
3agymy. Take mparHeHHs aBTopa OyJO KPUTUYHO CHPUHHSATO Ho-
r0 Cy4acHMKaMH Ta BHUTIYMAueHO K MiHIMi3alil0 KOMIO3UTOPOM
COJIBHOI CTOPOHH, OOMEKEHHS BUKOHABCHKUX MOXJIMBOCTEH CKpHU-
nassi, Mi3epHICTb BUKOPUCTAHHS XyIOKHBbO-BUPa3HUX 3ac00iB iH-
CTpyMEHTa Ha TJi TMOCHJICHHS MO3MLIA OpKeCTpy B Apamaryprii
TBOpY. Y LiNOMY L€ BHKJIHMKAJIO B KPUTHKIB 1TIO30pHE BiIUyTTs
Bigctyny JI. BaH beTxoBeHa BiJl iCHYIOUOro TOAI €TaJOHY 3By4YaH-
HSl CKPUIIKH, 3HEBAaru aBTOpa A0 PI3HOMAHITTSA TeMOpaJIbHUX, TeX-
HIYHUX MOXIJHMBOCTEH, TOOTO TOrO, HIO BKJIAJAJIOCAd B TIOHITTS
“ckpurnkoBoro”. TakuM YHHOM, MEJIOAMKO-IHTOHAI[IMHUN TIACT BiJ-
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PI3HAETHCS BUCOKOIO MOOUIBHICTIO i OPUTiHAJIBHICTIO iIHTOHALI THIX
MOTHUBIB. HasiBHICTh pi3HOMaHITHUX BUKOHABCBKUX MPHIOMIB 1HTO-
HaII{HOTO, INTPUXOBOT'0, AP TUKYJIALIHHOT0, PHTMIYHOTO XapaKTepy
CTBOPIOIOTH MY3WYHUH MPOCTip iHAMBIAyami3anii HOTHOTO TEKCTY.
®irypaniiHicTh i BapiaTUBHICTD, IO CIPHMMAIOTHCS K JOMOMIXKHI
SIBUILA B MY3UYHOMY TIOJIi, Y TBOPi HIMEIBKOTO KOMIIO3UTOpa Ha-
OyJr 0COOIMBOTO KOJIIOPHUTY, HE 3HUKYIOUH COTBHUX MOKIIMBOCTEH
My3UKaHTa, TyOIsIYruch B OPKECTPOBIH MEPIIOCTi, 8 HaBMaKK — 30a-
raTHUBLIM MEJIOAN3M, CTBOPIOIOYH HEMIOBTOPHE 3ByYaHHSI.

Binkputts JI. Ban berxoBena, mop’s3ani 3 HOro ysiBI€HHSAM
PO POJIb CONBHOTO B KOHIEPTHOMY >KaHpi, BUNIEpENUIN HOBaIil
KOMIIO3UTOpiB Apyroi monoBuHu XIX cromirts. Ilposs “Heckpur-
KOBOT'0” B YMOBaX JIii 3aKpilJIeHOr0 BUKOHABCHKOTO KAHOHY IPUBE-
JI0 10 IEPEOCMHUCIIEHHS QYHKILIH Ta poji IHCTPYMEHTA B 5KaHPOBOMY
MOJI1 KOHIIEPTY, OAHOYACHO PO3MIMPHUBIIY BUKOHABCHKI TPaHi.
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The Concerto for violin with orchestra by L. van Beethoven
(1806) is a quintessence of performing abilities and composer’s tal-
ent. The combination of the author’s accumulated knowledge and
work in symphonic genre has allowed to synthesize concerto and
symphony. The artwork became a precursor of new composer’s and
performing ideas that were developed by its successors (J. Brahms,
P. Tchaikovsky) who broke the principles of their time creating new
sounds. In order to reveal traditional and innovative elements in the
system of performing art of the chosen period and also their reflec-
tion in the composer’s art it is offered to use the analysis of “violin”
and “non-violin” categories as tools where “violin” is the analogue
of the principle which is associated with traditions, and “non violin”
as its opposite indicates the processes of updating the existing rules.

“Non violin” in L. van Beethoven’s work is connected not
only with the inaccessibility of the note text that requires the edi-
tor’s adaptation in form of dynamic, stroke, fingering, similar de-
tails and is reflected in editorial versions but also in the changed
understanding by L. van Beethoven of a soloist’s role that did not
correspond to the common image of a solo and orchestra interaction.
The German composer moved the focus on symphonization of the
concerto genre submitting the performing to the dramaturgic, thus
building new relations between a soloist and an orchestra, which is
perceived by people of that époque as breaking traditions, in other
words, “breakthrough” in performing art of the XIX century, pres-
ence of “non-violin”. As a result a different interpretation of the
virtuoso-performing element from the viewpoint of submission to
the dramatic idea appeared. The author’s aspiration was critically
perceived by his contemporaries and interpreted as minimization of
the composer’s solo part, restriction of violinist’s performing abili-
ties, scantiness of using creative — expressive means of the instru-
ment enhancing the position of an orchestra in the dramaturgy of the
piece. In general, it caused an illusory feeling that L. van Beethoven
changed the focus from the existing then standards of the violin
sound, author’s neglect of the variety of timbre, technical abilities,
in other words everything that meant “violin”.
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Thus melodic — intonation layer is different due to the high
level of mobility and originality of intonation motives. The pres-
ence of various performance techniques of intonation, stroke,
articulation, rhythmic character create a musical space for indi-
vidualization of the note text. The figurative side and variability
that are perceived as additional phenomena in the musical area in
the German composer’s work got a special colour without decreas-
ing the soloist’s abilities getting lost in the orchestra precedence,
but vice versa enriching the melodism creating an exclusive audio
performance.

L. van Beethoven’s discovery connected with his vision of
a soloist’s role in the concerto genre advanced composers’ inno-
vations of the second part of the XIX century. The display of the
“non violin” under conditions of the stated performing standards
led to the reconsideration of the function and role of the instru-
ment in the concerto genre extending the performing borders at
the same time.
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