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Both works are characterized by a wide emotional amplitude
and sharp contrasting juxtapositions of different states and moods.
In the scores of both masses there are pages full of deep tragicalness.
In this regard, the two considered works are related to the next mass
from the “six” — No. 12 (“Theresienmesse”, in B flat major, Hob.
XXI1I:12). However, masses No. 10 and No. 11 have something else
in common.

The musical symbols of wartime — trumpet calls and timpani
rolls — give the sound of the C major and D minor masses a placidity,
hitherto unknown in the church music of the classicism era. In the
dramatic climaxes of these works — Agnus Dei in “Paukenmesse” and
Benedictus in “Nelsonmesse” — the trumpets insistently pronounce a
belligerent rhythmic motif, which later became a basis of the fate
motifin L. van Beethoven’s Fifth symphony. These menacing signals
are contrasted with a powerful choral prayer, which is perceived as
the pleading voice of alarmed humanity addressed to the Almighty.

In the sound of these works by J. Haydn, one can clearly hear
the idea of the unity of the human community in the face of difficult
trials. Remaining within the literary boundaries of the canonical
Latin text of the mass, the composer declares his ethical position re-
garding the contemporary events and shows solidarity with society
through the language of music. He created masterpieces designed to
give spiritual support and consolation to people.

Conclusions. The global social crisis in Western Europe at
the turn of the 18th — 19th centuries caused by the Napoleonic wars
contributed to a kind of qualitative leap in the work of J. Haydn. It
is unique that this leap took place in the works of a mature master,
which appeared in the last years of his creative activity. Written
under the influence of war events, masses No. 10 (“Paukenmesse™)
and No. 11 (“Nelsonmesse”) are marked by civic pathos, which is
not characteristic of the composer’s earlier works and the masses of
the 18th century. These large-scale compositions, which appeared
at the turn of the epochs, became, along with W. A. Mozart’s Re-
quiem, the pinnacle of the classicism sacred music and opened new
horizons for the world choral orchestral art.
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KOMIIO3UTOP ANCIEN REGIME JIYiJI’KI BOKKEPIHI
Y KPU30BI HACH HA 3JIAMI XVIII-XIX CTOJIITH

Kuawuosi cioBa: mgopuicmo JI. Bokkepini, egponeticoke my-
3uyne mucmeymeo Ha medxici XVIII-XIX cmonime.

Jlyimxi Bokkepini (1743—1805) BTUIMB JIETKICTh MY3UYHHX
iIel POKOKO, 3amiTaB (akTypy 3riIHO 3 KaHOHaMH TaJaHTHOTO
CTHJIIO; BUTOHUCHICTh 1 CAWBO — HAaWsACKpaBilli 03HAKK HOTO TBOp-
yocTi. Ciryxatoun MenyerT 3i ctpyHHoro kBapteTy E dur, op. 11, Ne5
(G275), ®anpanro 3 ritapaoro kBiHTtety D dur, Ne4 (G448), Kon-
uept s BiojgoHueni B dur (G482), 31aeThes, 10 )KUTTS KOMITO3H-
Topa OyJI0 CBITKOBHM T4 HEBUMYIICHHM, CTIOBHEHHM OJIATOTIONY I4st
Ta jerkocti. JiicHo, MpUABOpPHI MOcajy, sIKi MPOTATOM KHUTTS 00i-
fimaB JI. bokkepiHi, BUMarajiu NeBHOTO THITY KOMIIO3UTOPCHKOI JIi-
SUTBHOCTI. BapTo muine 3ramaTu maciusi poku ciyx0u B IHdaHTa
Jlyica (1770—-1785), Koln KOMITO3UTOP CTBOPUB OUIIBIIICTH CBOIX PO-
0iT, KepyBaHHS opkecTpoM rpada-reprora Ocyna (1786—1787), no-
kpoBuTenscTBO Dpinpixa Binsrenasma I (1786-1797), Buctynu Ha
My3uuHUX Bedopax Jlrockena Bonamapra (1801) — TBopuicTh ycix
UX mepioaiB Oyina periaMeHTOBaHa OOOB’I3KaMU aHTaKEMEHTIB 1
MaJia CTBOPIOBATH aTMOc(epy IacTs Ta “BiYHOT BECHH .

HarowmicTh 3a MexaMu cajJOHIB Ta KOPOJIIBCHKMX MA€TKiB
nanyBaiu OypemHi yacu. Ili3Hili mepioxg TBopyocTi JI. Bokkepini
PO3rOPTAETHCS B POKHU, KOJIHM ICTOPUYHI MO JOKOPIHHO 3MIHUIIH
€ppomy. BapTo nuie 3ragatu Benuky (paHIly3bKy PEBOIOIiO
(1789), ctpary Ha rinsiiotuni JltomoBuka XVI (1793) Ta peBoito-
HiHui Tepop, BiliHy Icnanii 3 [opryramieto (1801).

Takuii ICTOPUYHHUI KOHTEKCT, HacaMmIiepes, MPOBOKYE CIIO-
rajiy mpo KOMIIO3UTOPCEKY TBOpUicTh JI. BaH beTxoBeHa, sikuii OyB
MosonmuM cydacHukoMm JI. BokkepiHi Ta pearyBaB 3 BiIKPHUTHM
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cepueM Ha MOJITHYHI 3MiHM. Y TOH dYac, KOJMW iCTOpis mucana-
csl KpoB'10, bOoKKepiHi, MPOAOBKYIOUH CTBOPIOBATU OMYCH B IyCi
“cTaporo pexxumy’, He BTpaTHB aHi MOMYyJISIPHOCTi, aHi 3aMOBHUKIB
cepen MoxxHOBIAAUIB. JIyimki mpomgoBXyBaB IUIIIHY MpaLio Hal
HOBUMH, ajie 3BHYHUMU JJ151 ce0e CTPYHHUMH KBiIHTETaMHU.

ChOrofHi CTEPEOTUIHI AYMKH LIOA0 MY3UKH (paHIy3bKOl
PEBOJIOLIT BIIEBHEHO BUIUISIIOTH MapIlli, OKJIUYHI iHTOHAIIT Ta maTe-
tn3M. Tak 3BaHa “Mapcenbe30MoAiOHICTE” MPUIMHATA 38 €AMHUN My-
3WYHUN CUMBOJI TOI'O IEPiOAY, & ECTETUKA, My3HYHa HACOJIO/A 3HUKAE
3 ySBIICHB, 110 ()OPMYE NICBHY iICTOPHYHY HEBIIMOBITHICT. 3MA€THC,
110 POKOKO, TaJTaHTHUH CTUJIb, paIuKaIbHO OyJI0 3MiHEHO Ha €CTETH-
Ky “Oypi Ta Hatucky . Jlyimki bokkepiHi JOBOAUTH CBOEIO TBOPYICTIO
XHOHICTh UUX AYMOK. BiH 1eMOHCTpYe, 110 1i ABi €CTETHYHI TEHIeH-
il He BUKJIIOYAIOTh OJJHA OAHY. B ocTaHHiil mepiox cBoel TBopUOCTi
BiH Mpallo€e Ha IPYCCHKOro Kopodis. OueBUIHO, 10 KOMIIO3UTOP Mir
30eperTH XapakTepHY JIETKiCTh CBOTO CTHIIIO 3aBASKH epeOyBaHHIO
Ha BEJIMKIH BiJicTaHi BiJ LyXy PEBOJIOLI], ane 11e He TaK: CIiBIpams
NepeBaKHUM YHHOM BiI0OyBasiacs 3a paxXyHOK JIMCTyBaHHS, TOOTO aB-
TOp HaJCUJIaB CBOI TBOPH, a HE AEMOHCTpyBaB Oe3nocepentbo. Tox
HIBUJILE 32 BCE BiH OyB CBiIKOM TEKTOHIYHUX MOJITUYHUX 3MiH CO-
LiaJIbHOTO YCTPOIO. AJle JOCTEMEHHUX A0Ka3iB ILOrO MU HE MA€EMO.

Bin nanicmaB @pingpixy Bimsrensmy II, 30kpema, “Ilpyc-
CbKi” kBapTeTH, (“Preussische” Quartette), hopTemiaHHUHA KBiH-
teT G. 411, cTpyHHHUI KBiHTET U151 ABOX BiojoHuenei Op. 50, No.
5, G. 374. Ilicns 3akiHueHHs KOHTpakTy JI. Bokkepini oTpumye
3alpoOIIeHHS] CTBOPIOBAaTH KOMIO3ULII ISl TiTapucTa-amaropa,
KaTaJIOHCHKOT'O apuUCTOKpaTa beHeBeHTa; MapKi3 XOTiB CIIpaBUTH
Bpa)keHHsl Ha BUILI KOJIa CYCIJIbCTBA, MPOJEMOHCTPYBABIIH BU-
ToHueHN# cMmak. CriBopaust mpoaosxyBajiaca 10 1799 poky. Kowm-
MO3UTOPOM OYJI0 CTBOPEHO CEPit0 CTPYHHHX Ta MTapHUX KBIHTETIB.

3 1801 poky mowanacs cmiBopaus 3 Jliockenom bonamap-
ToM. Monoamomy Opaty HamoneoHa KOMIO3UTOp MPHUCBATHUB IBi
cepii 3 mectu crpyHHUX kBiHTeTiB Op. 60 (G. 391-396), Op. 62
(G. 397-402) i “Stabat Mater”, siky Oysno nanucano B 1781 poui, ane
Jemio BaockoHaneHo y 1801.
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BinpiiicTe MUTLIB, IKi BAKOPUCTOBYIOTH TBOPYICTB SIK pEMECIIO,
icropis 3a0yBae, ane iM’st JIyimki Bokkepini 3anummnocs B nam’saTi. Y
yoMy cekpeT? Mu BOauaeMo neBHe nosicHeHHs B norsigax K. FOwra.
HayxoBens nomivae BTpaty, po3uMHEHHS 1HIUBIAyaTbHOCTI B KOJIEK-
THUBHOMY, [ic HAa IPOTUBATY BUXOAUTH peastizauis criibHoro. Haromicts
1HAMBITyaJbHICTh MPOCTYTIAE HA TPYHTI TpaaMLii. AKTYaJIbHICTD MY-
3UKHU “‘CTapOpeKMMHOro Kommosutopa” sik Ha 3nmami X VIII-XIX cto-
JiTh, TaK 1 3apa3 MoJsra€ He y BiAN3EPKAJICHH] ICTOPHYHUX KPHU3 Ta
ocobucTuX KaracTpod, a B peanizallii BJIaCHOr0 TBOPUYOTO CLICHAPIIO,
TOOTO pOOUTH Te, IO BMI€I HalKparie. 3 IbOro Morysiy TBOPUICTh
MOCTa€ SIK MOPSATYHOK Bix Kpu3 Ta karactpod. [lepeOyBaroun moza
TPEHIOBHUMH 3aKIUYHMUMHU Mapiuamu, JIyimki Bokkepini He Tinbku
YeCHO BUKOHYBaB CBOi OOOB™I3KH, a i 30epiraB HE3MiHHO Ba)KIIHBY
JETKICTh OYTTsI, peatizoBaHy Kpi3b BIACHY TBOPYICTb.
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the turn of the XVIII-XIX centuries.

Luigi Boccerini (1743-1805) embodied lightness of musical
ideas of the Rococo period; he created musical forms according to the
canons of gallant style. We can describe his oeuvre as sophisticated
and brilliant. When listening to the Tempo di Minuetto of the E Major
Quintet, op. 11, Ne5 (G275), Fandango from the Guitar String Quin-
tet in D Major, (G. 448), Cello Concerto in B dur, it seems that the
composer’s life was full of well-being and lightness. Of course, court
positions, which were held by L. Bocceriini during his life, demanded
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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.

Knenoiit Onexcanopa
acnipanmka 4 poxy HaguanHs Kageopu icmopii yKpaincokoi ma
3apy6idcHol my3uxu XapKiecbKkoeo HAYIOHAIbLHO20 YHIGepCUmemy
mucmeyms imeni I I1. Komnapescvkozo (Xapxis, Ykpaina)
e-mail: sashader2018@gmail.com
ORCID https:/jorcid.org/ 0000-0002-5478-1653

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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