Genre and stylistic processes in the musical culture

UDK 78.03(498.5):[498+4]
DOI: https://doi.org/10.31318/2522-4190.2019.124.165416

DEMENESCU VERONICA

https://orcid.org/0000-0003-1902-5569
West University of Timisoara (Timisoara, Romania)
veronica_demenescu@yahoo.com

DIRECTIONS IN ROMANIAN MUSIC OF BANAT REGION
IN NATIONAL AND EUROPEAN CONTEXT

The musicological studies on the compositional techniques approached by the
representative composers from the Banat region, Romania and Europe reveal similarities in their
creation. In this sense, we pointed out the main directions present in the Romanian music, as well
as their connection to the European models, practiced between the end of the 19th century and the
beginning of the 20th century. The connection of the Romanian creation to the European one of
this period was made by the presence in the typologies of musical language of the common
elements identified in the musical creation of the representatives of the national schools.
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The 20th century, which is rightly considered to be the index of progress in the
diffusion and knowledge of a new sound world, is largely concretized by the process of
detachment from the major-minor functional tone in favour of modal sounds. The
orientations, trends, and directional trends that have been approached since this
historical milestone of the 20th century can only be the result of superior music
education, so European composers who have approached this type of musical thinking
have managed to persuade through the force of creation, music, cultivating fertile ground
for the next generations, that of traditional music.

Following the European model, with a two centuries tradition in the field of music
technique and stylistics, Romanian composers start on the road of renewal, bringing
spectacular changes, favoured by the accumulation of information, alignment with the
European musical languages at the end of the nineteenth and early twentieth centuries,
as well as the contacts of the Romanian composers with the Western musical ambiance,
through the composition schools attended by them.

Starting from traditional native melodic data, we witness in the national music
school of composition, the emancipation of stylistic and morphological problems, at the
level of the visions and traits of language that characterize the entire Romanian creation
from the beginning of the 20th century.

The consequences of this new creation, within the national school, will be
subjected to research by Romanian musicologists, who have not been late to bring to the
attention of the specialists in the field numerous studies, extensive analytical works, thus
constituting a solid basis for looks at the historical and evolutionary aspect of the
autochthonous musical creation, which will open the path of a new field that will develop
in parallel with the flourishing of the Romanian musical school, that of the musicology.

Alongside the development of these two segments, that of composition and that of
musicology, the second half of the nineteenth century and the beginning of the twentieth
century will leave room for further steps in the organization of new cultural societies. The
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organization of musical education is accomplished through the establishment of the
Conservatory for Music and Declamation in Iasi (1864) and the Music Conservatory in
Bucharest (1864).

Starting with the intuition of modal harmony by Gavriil Musicescu and continuing
with the perceptible modal polyphony in the creation of Dumitru Georgescu Kiriac, there
are new stylistic orientations formulated by virtue of the two traditional phylons of
Romanian, folkloric and ecclesiastical songs (from which three lines of development,
which follow the creations in the spirit of urban folk music, the processing of authentic
songs of rural origin and the songs from the side singing), concretized by coloristic and
morphological solutions of neoromantic, neoclassical, folkloric, impressionist or
expressionist essence.

The preoccupation of the Romanian composers for the configuration and
perpetuation of a modal ethos will also be perceptible in the creation of the Banat
composers. Even though the reference works in the field of musicology do not attach
special importance to the particular features of the creation of Banat representatives, we
can appreciate that from the detailed study of these works, as well as from a historical
perspective, these creations fall into two categories: first, referring to the contribution of
the Banat composers to the crystallization and evolution of the national school of
composition, and the second to the substantial contribution of the two important Banat
representatives, namely Sabin Dragoi and Zeno Vancea. In this sense we have identified
the characteristics of the two strands of the Romanian song, one that sums up the features
of the Romanian folk melodies in which the Banat specificity is integrated, and then we
have outlined the specific peculiarities of Banat singing, which differs from the psaltic
practice practiced in the other areas of the country.

A moment of great significance in the evolution of Romanian art is the 19th
century, in which the most important musicians will make their contribution to the
patriotic movement through their creations.

On the artistic level, the important events are marked by the emergence of cultural
societies (Bucharest Philharmonic Society — 1833, Philharmonic-Drama Conservatory in
Iasi — 1836, Lugoj Choir — 1850, Musical Philharmonic Society in Iasi — 1868, Romanian
Gymnastics and Brasov — 1874, Metropolitan Choir Iasi — 1876, Romanian Music Council
in Sibiu — 1878), setting up the institutions, publishing the didactic works, organizing the
musical life. Also during this period the investigations of the Romanian researchers for
collecting and capitalizing on folk songs will start, and the choral, symphonic, lyrical-
dramatic creation will enjoy a great interest from the composers who activated in the
second half of the 19th century.

Folk music, used as a source of inspiration in cult creations, was the starting point
for the formation of a musical language close to the understanding of those to whom it
was addressed.

Not based on a tradition and an audience with a musical taste, the nineteenth-
century composers created a music of a strong national colour, in which they perceived
more than they knew the quality of popular creations used as a source of inspiration, thus
In the first works we can see intonations from the folklore of folklore or crawling
creations. According to the musicologist Zeno Vancea (1900-1991), from the analysis of
the melodic-rhythmic and harmonic structures of the popular folk songs, which served
as a model for the composers of the second half of the 19th century, the following features
can be found:

- Most of the songs denote the influences of oriental and ecclesiastical music, by
the presence of the second second between stages II-III, III-IV, VI-VII, II-IIT and VI-VII;
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- Constructions closely follow symmetry, as popular folk melodies, in contrast to
the asymmetry of peasant folk songs;

- There are quoted in a smaller number of songs and sound structures with step
IV ascended and VII descended (acoustic range), or with a second enlarged between
stages I-1I.

The national character of the works signed by the first Romanian composers will
emerge from the use of a schematic process based on the insertion in the melody of the
augmented second, using the harmonic support as the classical, rhythmic rhythms of
popular origin not approached.

Harmonized chromatic sequences, based on modal support, independent
harmony of melody characterized by neutron-based dissonances, and Silvestri-specific
harmonies (inspired by bihorian folklore) given by third-party parallels, queens, or third-
and- , parallel seamstresses and polymodal and polytonic overlays, result in the free
treatment of the dissonances through a chromatic harmony.

The folklore quote or the conceptions of songs "in popular character" are two
sources that have been adopted in the elaboration of Romanian music.

For the composition of the representatives of Banat as well as for those of their
countrymen, the problem of creating authentic Romanian music is the test stone in the
process of defining the national identity. Considering the creation of Banat as an integral
part of the Romanian composition, we consider that the effort made by them materializes
through the successful integration of Romanian music into the European contemporary
world. Even if George Enescu's prominent figure represents the Romanian image in the
Western music world, the solutions adopted by Sabin Dréagoi or Zeno Vancea correspond
to the exigencies and genuine values of European contemporaries, as evidenced by the
analysis of the comparator creations.

In Romanian music, the process of establishing a modal harmony lasted almost a
century. If the first composers — Alexandru Flechtenmacher and Eduard Caudella — used
to harmonize the popular melodic trisonic melody and the functional ratios of classical
and romantic harmony, Gavriil Musicescu showed the first intentions of modal
approximation, consisting mainly in handling the ratio of the secondary stages. This
eliminates the frequency of dominants that mainly characterized the tonal-functional
system. The next composer who goes on Gavriil Musicescu's line is Dumitru Georgescu
Kiriac, who is even more determined in the use of modal arrangement by avoiding
dominance.

A second stage of modal thinking appears with the generation of composers from
the 1940s and 1950s: Mihail Jora, Paul Constantinescu, Sabin Dragoi, Sigismund Toduta,
who will consciously raise the issue of the vertical treatment of the folk song, , both in
terms of the vertical overlap of sounds and in the relationship between agreements.

In different ways, each of these composers will arrive at a harmony whose
modalism reflects the basis of the musical composition of the composer. What is
important and common to all is chromatic involvement, which, along with a certain
freedom of tuning successions, removes that music from tonal-functional thinking.

The next step towards a new modal way of thinking is the one in which the third
and the foremost agreement is removed, the vertical structures being constituted at other
intervals, such as quartet agreements or agreements made at intervals other than third
parties (second and third, second and fourth, second and seventh, etc., or other
combinations of intervals).

If these combinations of intervals adopt an intense chroma, the harmonic
discourse becomes extremely colourful, giving the folk melody a special aura.
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The repercussions of the development of modalism in the national European
musical cultures of the first half of the 20th century, the evolution of musical language,
the directions found in the creation of this period, the hypotheses of the way referring to
the representative creations, are the main ideas pursued in the musical creation of the
Romanian composers, whose purpose is to anticipate the approach of the modal
phenomenon in the Romanian creation and implicitly in that of the composers of Banat.

The structure of the modal phenomenon, considered in terms of the
systematization of the archaic autochthonous data, existing under two forms of
manifestation, that of the folk music and that of the singing, are the object of study of the
Romanian composers from the first half of the 20th century.

The historical-geographic conjuncture influenced largely the evolution of the
Romanian music, which took place under the conditions of a generally low knowledge of
the modal phenomenon and the values of modernity imposed by it in the musical
thinking. As regards the design of Romanian creation — which is subordinated to
European modal thinking — in the universe of musical creation, we witness the
appearance of various controversies regarding the recognition of the evolution of musical
language, or simply omissions or avoidances of these aspects in specialized musicology
literature in Romania, as Anatol Vieru, who appreciates that "sometimes it is said or
understood that tonal music has a universal character; the same ability for universality
was attributed to serialism. Instead, it is too much to think of modal thinking on the
grounds that it would not be sufficiently crystallized, that it would be obsolete, and
especially for its specific, local character, lacking in universality. "

The evaluation of the modal strategy, viewed from the perspective of the
Romanian creation, recorded between the second half of the 19th century and the first
half of the 20th century, reveals the existence of new elements of new language that mark
the development of the creative process.

The connection of the Romanian creation to the European one of this period was
made by the presence in the typologies of musical language of the common elements
identified in the musical creation of the representatives of the national schools. Thus, the
modal modality, imposed by the polyvalent functionalism and the use of modal cadences,
is found in George Enescu in Seven Songs by lyrics by Clement Marot, Sigismund Toduta
in Concerto for String Orchestra, Sabin Dragoi in Rustic Divertimento, at Paul
Constantinescu in the Christmas Byzantine Oratory.

The twins of major-minor appearance are also found in Enescu's third Sonata for
piano and violin, the quartet harmonies are present at Sabin Dragoi (in 24 folk songs
and poems) and Mihail Jora (in the ballet La piata) the ison and modular cluster are
present in George Enescu's suite of Impressions from childhood.

Following the compositional evolution among the representative Banat
composers, referring to the Romanian composition and the composition of the European
composition, we find — on the basis of a diachronic presentation — that the peak of the
Banat creation is marked by that of the Romanian and European creation.

Thus, the year 1922 is marked in the creation of Banat by the completion of the
Three Symphonic Pictures by Sabin Dragoi, and in the European one by the appearance
of Sonata no. 2 for Béla Bartok's violin and piano, for the work of Manuel de Falla's Pedro
masterpieces, the first version of Das Marienleben by Paul Hindemith, the V and VI
Symphonies by Darius Mihauld, the orchestral version by Maurice Ravel from Pictures
at an Exhibition by Musorgski, the songs called Funf Klavierstucke by Arnold Schonberg,
the opera Mavra, and Octet for Wind instruments by Igor Stravinski.
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The year 1923 brought for the creation of Banat the finishing of the Piano Dance
Suite, the Romanian Piano Dance Dance, the 21 piano popular songs, the 24 piano
songs, the 25 Piano Doina-s and Eight piano miniatures by Sabin Dragoi, as well as the
completion of the Cozia Girl by Emil Montia. The European repertoire is enriched with
the Sixth Symphony by Jan Sibelius.

The Fat frumos opera's by Banat composer Hermann Klee and the choral poem
King of Mountains by Timotei Popovici complete the compositional painting of 1924 with
Feruccio Bussoni's Doctor Faust, Gabriel Faure's Quartet, Kammermusik no. 2 for the
piano and 12 solo instruments op.36 no.1 by Paul Hindemith, Concerto for violin and
piano Tzigane by Maurice Ravel, Mixolidian concert for piano and orchestra by Ottorino
Respighi, Quintet for wind instruments op. 26, Serenada op. 24 and Piano Suite op. 25
by Arnold Schonberg, Concerto for piano and orchestra of wind instruments by Igor
Stravinski and Symphony VII op. 105 by Jan Sibelius.

Prelude, Fugue and Toccata for piano, Five Lieders on Reine Maria Rilke and
Banat Rapsodia no. 1 by Zeno Vancea marks the year 1926 with George Enescu's Sonata
n. 3 in Romanian Folk Style — for piano and violin, Two Romanian Dance for wind
instruments, Battery and 4-Hand Piano by Theodor Rogalski, Lyrische Suite fur
Streichquartett by Alban Berg, Concerto for Harpsichord, Flute, Oboe, Clarinet, Violin
and Cello by Manuel de Falla, Simfonietta by Leos Janacek, Konzertmusik op. 41 by Paul
Hindemith, the Poem Tapiola op. 112 by Jan Sibelius, Oedipus Rex by Igor Stravinski.

The year 1927 meant for the creation of Banat the completion of Napasta opera
by Sabin Dragoi and the Psalm 127 by Zeno Vancea. Also this year George Breazul founds
in Bucharest the phonographic archive for the collection and study of musical folklore,
and the Romanian repertoire is enriched with the Chamber Symphony no. 5 by Mihail
Andricu, Fantasy for Grand Orchestra by Marcel Mihalovici, Concerto grosso no.1 op.17
by Filip Lazar. The European repertoire includes: Quartet no. 3 and Microcosmos by Bela
Bartok, Kammermusik no.5 and no. 6 by Paul Hindemith, The Angel of Fire by Sergei
Prokofiev, String Quartet No. 3 by Arnold Schonberg, Second Symphony by Dimitri
Shostakovich.

The modal thinking is demonstrated by the European, Romanian and Banat
creation, through those who have chosen to adhere to this model of musical construction.
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IIxaxu po3BUTKY PyMYHCHKOI My3WKH periony banar
Y HAITIOHAJIBHOMY Ta €EBPONEHCHhKOMY KOHTEKCTI

AKTyasibHiCTh mociikeHHA. [leH3ypHI 0OMe)KeHHs, XapaKTepHi A I0-
MepeHBOTO IEPIoAy PO3BUTKY PYMYHCHKOTO MY3WKO3HABCTBA, 3yMOBJIOIOTH HEOO0-
XiJTHICTB Ta aKTYaJIbHICTD IIeperIsAAy 3acTapliux MOIJIA/IIB, IPONaraH/Ixi PeTPOCIeKTHBYU
PYMYHCBKOI MY3WYHOl KyJbTYpH, a TaKOX JOCJTI/PKeHHs ii BHECKYy B €BpoIelicbke
MHCTENTBO, moYrHauu 3 XIX Ta mepirnoi moJoBUHU XX CTOJIITTS.

MeTo¥0 JOCTIAKEHHS € aHAJTI3 BKJIaly PYMYHCbKUX KOMIIO3UTOPIB (30KpeMa,
periony baHnar) y dopmyBaHHA CIJIBHOI My3UYHOI MOBU €BPOIIEHCHKOTOP IIPOCTOPY.

MeropoJsioria gocaig:keHHsi. My3uKo3HaBYI INTYZAil KOMIIO3UTOPCHKHUX
MPUIOMIB, IO IX BUKOPUCTOBYBJIM KOMIIO3UTOpH baHaTchkoro periony, Pymysii Ta
€Bponu, 0a3ylOThCA Ha MOPIBHAHHI KOMIIO3UIIIHHUX 3aKOHOMIPHOCTENW Ta BUSBJIEHHI
moAiOHOCTI y iX cTBOpeHHI. [[JIsT KOPEeKTHOro MOPIBHAHHSA BUKOPHUCTAHO MPUHAOMH
y3araJibHeHHs (TOJIOBHI HATPSAMKH, III0 iCHYIOTh B pyMYHCBKIN My3HUIli) Ta 3iCTaBJIEHHS 3
€BPOIENCHKUMU MOJIEIAMU, TUIIOBUMH JIJ1 My3UYHOT'0 MUCTeTBa KiHI" XIX 1 mouaTKy
XX CcTOmMITTA.

OCcHOBHI pe3yJbTaTH Ta BHUCHOBKH JOCHLMKeHHA. I[IpociigkoByroun
€BOJIIOIII0 KOMIIO3UIIMHUX MPUUOMIB Y 3HAKOBHUX KOMIIO3UTOPIB perioHy banaT Ta
MMOCUJIAIOYMCh HA JIOCBiI PYMYHCBHKHUX Ta €BPOIEHCHKUX KOMIIO3UTOPIB, HA OCHOBI
ZIIaXpOHIYHOI ITpe3eHTaIlli JOBe/IeHO, 0 MK TBOPUYOCTI MUTIIB baHaTa BiizHaueHUN
OpI€EHTAITIEI0 HA IOCATHEHHS PYMYHCBKUX Ta €BPONENCHKUX MUTIIIB.
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3B’A130K pyMYHCHKUX Ta 3araJIbHOEBPOIIEUCHKIX PUMOMIB KOMITO3HILi1 Y IeH ITepiofy
3/IICHIOBABCs Uepe3 IMPUCYTHICTh Y My3UYHIN MOBI CITUIBHUX €JIEMEHTIB, 1110 BUSIBJISIOTHCS
y My3WYHHUX TBOPAaX IPEACTAaBHUKIB HAIIOHAJIBHUX IIKLI. 30KpeMa, MOJAJIbHICTD, IO
BUSBJISIETBCS Yy OaraToBaJIeHTHOMY (YHKIIIOHATI3MI Ta BHUKOPHUCTaHHI MOJIAJIbHUX
KaZIeHTIiH, 3ycTpivaerhes y Jxxopyka EHecky B «CeMi mmicHsaX» Ha cyioBax Kiementa Mapo,
Curismynzia Toaymia B KoHnepTi 1 crpyHHOTO OpKectpy, Cabina /[paroi B J[uBepTHMEHTO
Pycruxko Ta ITosiss KoHcTanTuHecKy B Pi3aBsHiM BidaHTiChKiN opaTopii.

Maskopo-MiHOPHI ITPosABH 3ycTpivatoThes Y Tpetiit coHati J[xxop/ke EHecky s
dopremiaHo i CKpUIIKH, KBapTOBi rapMoHii — y CabiH /Iparoi (B UK «24 HapOHi ITicHi
Ta Bipmri») Ta Mixaina opa (B 6aneri La piatd), xiactepHi cIiB3By4usi — B CIOITI
J:xopxe EHecky « BpaskeHHS IUTUHCTBA».

PisHuMU nuIsgxamMu KOXKeH 3 Ha3BaHUX KOMIIO3UTOPIB MPUXOAUTH JI0 TapMOHII,
CTPYKTYPHI OCOOJIMBOCTI SIKOI BigoOpaskaioTh IiHAWBIAYaJIbHICTH MY3WYHOI MOBH
KOHKPETHOTO MUTIA. HalBa)KIUBIIIMM 1 3arajibHUM I BCIX € Xpomarusallis, ska
BUBOJUTH [0 MY3HUKY 31 cepy TOHUTbHO-(PYHKITIOHAJIPHOTO MUCJIEHHS.

[Ile omHUM KPOKOM Ha IIbOMY IIUISAXYy € 3MiHa TPajMIlii TepIOBOi opraHizarrii
BEPTHUKAJIbHUX CTPYKTYD, IO Iepezdavae pi3Hi KoMOiHaIi iHTepBasiB. Y ITii iHTEpP-
BaJIbHI KOMOIHATOPHIII 3By4YaHHs HaOyBae IHTEHCUBHUX KOJIOPUCTUUYHHUX Xapak-
TEPUCTHK, Halalouu (GOJIBKIOPHUM MeJIOZAiAM perioHy banart oco61mBoi aypu.

KiarouoBi ciioBa: pyMyHChbKa My3HWKa, PerioH baHaT, €Bpolleiichbka My3HKa,
MO aIbHICTh, XIX cTopiuus, XX cTopivds.

Hemenecky B. JI.
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IIYTU PA3BBUTUA PYMBIHCKOM MY3bIK1 PETUOHA BAHAT
B HAITMOHAJIbHOM U1 EBPOITEMICKOM KOHTEKCTE

AKTyaJIbHOCTD HUcCcCAe0BaHUuA. [[eH3ypHbIe OTpaHUYEHUs, XapaKTePHBIE I
MPEJIBIZIYIEr0 II€PUO/Ia PA3BUTHsS PYMBIHCKOTO MY3bIKO3HAHHs, OOYCIOBJIUBAIOT
HEOOXOJIMMOCTh M aKTYyaJIbHOCTh IEPEeCMOTpPa YCTAPEBIINX B3IJISAO0B, ITPOIAraHbl
PETPOCIIEKTUBBI PYMBIHCKOM MY3bIKAJILHOW KYJIBTYPBI, a TaKKe HCCIE/IOBAaHUS ee
BKJIaJla B eBPOIENCKOE UCKYCCTBO, HAUnHasA ¢ XIX v mepBoM m0JI0BUHBI XX CTOJIETHUS.

ITespro MicCiIEAOBAHUS SBJISETCA aHAIN3 BKJIAZA PYMBIHCKUX KOMIIO3UTOPOB
(8 gacrtHoctH, pernoHa banaT) B dopmupoBaHHe OOIEro MYy3bIKAIBHOTO sI3bIKA
€BPONEUCKOTO MPOCTCTPAHCTBA.

MeTom0/10TUA UCccIeOBaHUA. My3bIKOBETUECKHE IITYAUN KOMIIO3UTOPCKUX
MIPUEMOB, KOTOPBIE€ HCIIOJIb30BAJIM KOMIIO3UTOPHI baHaTckoro pervoHa, PymMbIHUU U
EBporbl, 6a3upyroTcss Ha CpaBHEHHUU KOMIIO3HUIIMOHHBIX 3aKOHOMEDHOCTEH U BBISIB-
JIEHUU CXOKMX MOMEHTOB B MX 00Opa3oBaHUU. JIJisI KOPPEKTHOTO CPABHEHUS HCIIOJIb-
30BaHbl MpUeMbl 00001eHUs (TJIaBHble HAIpaBJIe€HUsS PYMBIHCKON MY3BIKM) U COIO-
CTaBJIEHUSI C €BPOIEHCKUMHU MOEJSIMU, THITMYHBIMH JJIsI MY3bIKAJIBHOTO HCKYCCTBa
koHIA XIX 1 Havasa XX cToJIeTus.
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OcHOBHBIE pe3yJIbTAaThI U BBIBOABI Mccaea0oBaHuA. [IpociexxuBas 5BOII0-
U0 KOMIIO3UIIMOHHBIX IIPHEMOB y 3HAKOBBIX KOMIIO3UTOPOB permoHa baHaT u
OIIMPASACHh HA OIBIT PYMBIHCKUX U €BPOIIEHCKUX KOMIIO3UTOPOB, HA OCHOBE JIUAXPOHU-
YyecKOU IIpe3eHTalluu J0OKa3aHO, YTO MUK TBOPYECTBA Xy/JOKHUKOB baHaTa oTMeueH
OpHeHTaIuel Ha JOCTUKEHUSA PYMBIHCKUX U €BPOIENCKUX MYy3bIKAHTOB.

CBsA3b PYMBIHCKHX U OOIIEEBPOIENCKUX MPUEMOB KOMIIO3UIIMU B 3TOT MEPUO/]
OCYIIIECTBJIAIACH YePE3 IIPUCYTCTBUE B MY3BbIKAJIBHOM fA3bIKE OOIIUX DJIEMEHTOB, BHISAB-
JIAIOIIUXCA B My3bIKaJIbHBIX IPOU3BEJIeHUAX IIpe/icTaBUTeIell HallUOHAJIbHBIX HIKOJI. B
YACTHOCTH, MOJAJIBHOCTb, KOTOpas IPOABJIAETCA B MHOTOBAJIEHTHOM (PyHKIIMOHA-
JIN3MEeN HCIIOJIb30BAaHUU MOJIUIBHBIX Ka/leHIHH, BerpeuaeTcs y JIkopaka JHeCKy B
«Cemu mecHax» Ha cinoBax Kimementa Mapo, Curusmynza Toxyna B Konuepre nia
CcTpyHHOrO opkectpa, Cabun /lparou B [[uBeptumento Pyctuko u Ilosss Koncran-
TUHECKY B Poxk/iecTBEHCKOI BU3aHTUICKOU OpaTOpUH.

Ma>xopo-MUHOPHbIe IPosABIeHUsA HaxoquM B Tperbeil conate [lxxopake DHeCKy
1151 GOpTENNaHoO U CKPUIIKY, KBapTOBBbIe TapMoHUM — y Cabun [lparou (B IUKIIE «24
HapoJIHble TecHW U cTuxu») u Mwuxamna Kopa (B Oaymere La piatd), kiacrepHbie
co3ByuHus — B croute Jxopxe JHecKy «/leTckue BriedaTaeHuA».

Pa3HbIMU ITyTAMU KaXK/1bIH U3 HA3BaHHBIX KOMIIO3UTOPOB IPUXOJUT K TApDMOHUH,
CTPYKTYpPHbIE OCOOEHHOCTH KOTOPOH OTPAXKAIT WHJUBUAYAIBHOCTb MY3bIKAJIBHOTO
s3bIKa KOHKpPETHOro TBopra. Hambosiee BaKHOW U 0OILIEeH 71 BCeX BBIABJISETCS
XpoMaTu3anus, BBIBOAAINASA 3Ty MY3bIKy U3 cdepbl TOHAIbHO-(PYHKIIMOHAIBHOTO
MBIILJIEHUS.

Eme ogHUM 1IaroM Ha 3TOM IYTH ABJsAeTCA CMeHa TPAJUIUN TepPIOBOM opra-
HU3AI[UA BEPTUKAJIBHBIX CTPYKTYD, YTO IIPEAINOJIaraeT pasjIMyHble KOMOWHAIIUU
WHTEPBAJIOB. B 3TOI MHTEPBAJIbHON KOMOMHATOPHUKE 3ByUYaHUe TPHOOpeTaeT MHTEH CUB-
HbIEe KOJIOPUCTUUECKHE XapaKTEPUCTUKU, IPU/IaBasa (POJIbKIOPHBIM MeJIOAUAM PeruoHa
BanaT ocobeHHYyI0 aypy.

KsroueBbie ci1o0Ba: pyMbIHCKas My3bIKa, perMOoH baHaT, eBporelcKas My3bIKa,
MoAanbHOCTh, XIX croneTtue, XX CTOJIETHE.
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