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Abstract

This article deals with the history of the development of ornamentation in keyboard music,
the principles of its formation and performance styles. Ornamentation is one of the greatest
means of expression in keyboard performance. It has ancient historical roots. In keyboard
music, ornamentation was subject to various changes depending on the period. Ornamentation
manifests itself in various forms in keyboard music. Thus, ornamentation is not just a means of
embellishment. Itis considered as the main componentin the creation of a work. Embellishments
are also essential as an aesthetic factor.

The purpose of this research is to review the principle of the embellishments' historical
development, to classify the types of ornamentation in music and to determine the role of
embellishments in music. At the same time, the research clarifies the concept of the style of
ornamentation in the keyboard music of Western Europe.

The research methodology is based on a comprehensive musical-analytical, theoretical
and historical analysis, a synthesis of the Western European and Russian musicologists'
scientific literature regarding the subject of ornamentation. The research includes links to
articles published with regard to ornamentation in music encyclopedias, and the conclusions
have been scientifically substantiated.

The scientific novelty of the research. For the first time in the framework of the musical
science of Azerbaijan, the features and principles of the ornamentation performance in Western
European keyboard music were studied. The findings of the study can be used for future
research.

Conclusions. Ornamentation is important in the keyboard music of Western Europe and
acts as its main means of expression. The development of ornamentation in keyboard music
is directly related to the art of improvisation. So, embellishments are considered as the main
means of expression in the art of improvisation. In keyboard music, ornamentation is not
only an embellishment of the melody. Along with the structure of the melody, it also plays an
important role in creating the rhythmic structure of the work, the artistic content of the work,
and the shape of the texture. Musicologists have considered ornamentation from the point of
view of various prisms and classified it in various forms. In the modern period, ornamentation
is divided into two groups in the form of embellishments and free ornamentation.
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One of the main features of keyboard music in Western Europe is that it reflects the musical
traditions of that period. It should be noted that the ornamentation in keyboard music underwent
aperiod of rapid development in the Baroque era. The main characteristic feature here is the lack
of regulation of decorations, its change depending on the school, style of performance. Later
the concept of style in ornamentation was lost. Thus, in the classical era, the embellishments
were already regulated and a common system of decorations in European keyboard music was
adopted.
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Introduction

Ornamentum, that is, the ornament is a Latin word that means embellishment.
It makes sense to harmoniously complement any subject by man or by society for
aesthetic purposes. Decorations are also a carrier of information. Ornamentation is
an area of art that is closely related to other types of art. There is no such example
of a culture in which decorative art is not applied in the culture of other nations in
the world.

Although there is a terminological, general point of view and the same in terms
of meaning, ornamentation in music is different from ornaments in other types of
art. The diversity of use of different expression means is one of the reasons for such
a difference. So, if the expression means of the ornament in the art are colour, marble,
stone etc., then expression means of the ornament in music are sounds.

The study of ornaments, which is of greatimportance in the science of music, is one
of therelevant problems. It should be noted that ornamentation has anintegral in music
culture. Ornamentation existed from the early days of music and has become a factor
of its essence. In music, the ornament varies depending on the period, geography, the
school of its origin and the style of the composer. An ornament is a living organism. It
somewhat difficult to think about music without ornamentation, and embellishments
are the main means of its expression.

The purpose of the research

The main purpose of this research is to clarify the principles of ornamentation, its
features and performance in Western-European keyboard music based on scientific
and theoretical grounds.

Recent research and publications analysis

Ornamentation was the subject of interest both of Western-European and Russian
researchers and was developed in their scientific works. Thus, ornaments were
studied theoretically from different prisms — periods, styles, genres of music. In this
regard, the results on ornamentation obtained by different musicologists were used
in this research paper. The A. Beyschlag's scientific paper "Ornamentation in music”,
monographs by G. von Dadelsen, M. Druskin, as well as the “Great Soviet Encyclopedia”
are the scientific foundations of the article presented.
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Presentation of the main material

In music, the art for decorating a melody is called ornamentation, and there are
metaphors that have a number of semantic similarities and distinctive features. In
music, an ornament is called any specific finish. The decoration of the melody is re-
ferred to as the art of ornamentation. And ornamentation is referred to small notes
set to the melody. From this point of view, it is considered more appropriate to use the
term ornamentation in music.

Before studying the features of ornamentation in keyboard music, it is necessary to
review the history of the art of ornamentation in music. In music, ornamentation origi-
nates in vocal music. Thus, in European music, the vocal genre was in its heyday, while
instrumental genres were still emerging. Therefore, the first musical forms originated
from vocal music and subsequently found their reflection in other genres. In this regard,
we would like to note that ornamentation is primarily manifested in vocal music.

In music, ornamentation has gone through a long historical period of develop-
ment. In the study regarding the history of the development of ornamentation in mu-
sic, A. Beyschlag's book "Ornamentation in music" is of great importance: "The cry,
which is the whisper of the first person, is more or less preserved. And, perhaps, early
music consisted of such simple sounds" (Beyschlag, 1978, p. 5) the sound preserved
here can be regarded as the first form of ornamentation.

Ornamentation in one form or another is closely related to the art of improvisation
(Neumann, 1988, p. 72). So, if a decoration is a component of improvisation, then
mutual improvisation may consist entirely of an ornament. In other words, it can be
considered as a means of expression.

Diminution and colorization also take a special place in the history of ornamen-
tation. Diminution in Latin means diminutio, that is, an abbreviation. In polyphonic
music, proportionality is called dividing the length of a note. In Western European
polyphonic vocal music, the performing arts of the early middle ages and the Renais-
sance (madrigal, motet), the technique of diminution as an element of improvisation
is widely developed. Also, diminution formed the basis of preludes, toccatas, ricercar
and fantasies of ancient introspective genres.

Colouring or "koloireren” in German that is "to colour" was widely used in the
14 — 16™ centuries. It is called the technique of melody variation. Colouring was
performed by adding auxiliary and transitional notes to the main tone of the sound. If
the descant cantus was a decoration of the sound reflected in the firmus, the dimin-
utive focused on the theme and sought to enrich it with melodic moves. Diminution
in ornamentation refers to the division of large notes into small sizes. This subject
was widespread at the time, although it now only applies to the variation form. In the
Middle ages, diminution was considered as the highest form.

In this regard, we can distinguish a brief historical path of ornamentation: the ear-
ly medieval treble, the technique of diminution and the gradual formation of typical
ornaments as a result of “crystallization”.

Classification plays an important role in the study of ornaments. Many research-
ers in their research have given a different classification of ornaments. We would like
to bring some of them to your attention.
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The German researcher H. Leichtentritt suggested the existence of four types of
ornaments: 1) abbreviated signs for certain sound formulas of an ornamental na-
ture; 2) decorations written by the “colourists” in the 16" century, used in diminution;
3) melismas, fioritura for motets, madrigals and cantatas, etc. (considered an import-
ant component); 4) improvised decorations, cadences (Leichtentritt, 1908-1909).

C. P.E. Bach in his book "The True Art of Playing Keyboard Instruments" identified
three functional groups of melismas: “1) melodic, 2) rhythmic, 3) harmonic" (Bach,
2005). At the same time, several functions of decoration are described here, and com-
bined complex ornaments consisting of two or more simple ornaments are also noted
along with simple ornaments.

Erwin R. Jacobi (1967) grouped the ornaments according to a completely different
function. E. Jacobi gives them a classification based on similar and related features.
Grace notes and trills are the main groups.

The principle of classification of ornaments put forward by A. Yurovskiy is some-
what similar to the principle of E. Jacobi. Thus, A. Yurovskiy also presents ornaments
in the form of groups: “1) trill ornamentation. This includes various types of trills and
mordents; 2) Portamento ornamentation, such as the grace notes, ties and other
melismas; 3) gruppetto; 4) aspiration (eagerness) and suspension (removal, storage,
and etc.)" (Yurovskiy, 1945).

German researcher G. von Dadelsen in his article gave a peculiar classification of
ornaments “"Ornaments in our time (Verzierungen, Manieren, Ornamente (in German);
Fiorette, Fioriture, Abbelimenti (in Italian); Agrements, Broderies (in French); Graces, Or-
naments (in English) are called formula-like decorative ornaments, and ornamentation
is called the reproduction of melodic sound through small notes or signs. Depending
on whether the decorations relate to the beginning, end, or entire length of a given note,
there are initial (anschlagende) decorations (vorshlag, anschlag, Schleifer, mordent,
paralltriller, schneller), subsequent (nachschlegende) decorations (ornaments, note
following gruppetto), and filling (ausfullende) decorations (trill, gruppetto, tremolo, vi-
brato). These basic types are sometimes used in various forms, combining with each
other, that is, penetrating each other. Ornaments sometimes perform not one note, but
two initial functions throughout the chord, and here they resemble dill as a decoration
filler.

In the performing arts, there are various types of combined decorations. Complex
ornaments consisting of various simple ornaments were considered common and ac-
ceptable for instrumental music, in particular, music of the 18™ century.

Usually at that time, speaking in a manner, fioritura, agreements, ornaments
meant an important and additional function. Here ornaments were distinguished
as "“significant” (“wesentliche — a sign or an element with special signs), and “arbi-
trary” (“willkirlichte", that is, free ornamentation). It was not until the second half of
the eighteenth century in Germany that the term "“significant manner" began to be
replaced by the term “ornamentation” (Verzierungen), which was used in conjunction
with the concept of “ornament”.

In addition to the main group of ornamentation, there were other types of deco-
rations that had other features, calling them “special manner" (gewisse Manieren).
These include Inegalita ("uneven"), Lombard rhythm, tremolo, vibrato on strings and
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wind instruments, Bebung on the clavichord (“oscillation"), and etc. (Dadelsen, 1966,
p. 1527).

Trying to determine the types of ornaments, it is also necessary to refer to the Great
Soviet Encyclopaedia. The following types of ornaments are specified there: “1) melis-
mas and 2) free (arbitrary) ornamentation” ("Ornamentika", 1955).

Melismas are small melodic ornaments in terms of form. These include gruppetto,
mordent, flams, trill, and etc., and are given as small notes or hints.

Free ornamentation plays melodic sounds through harmonious and more com-
plex passages. They are often marked with small notes"

It seems that the concepts are close to each other, although they are different.

Sometimes it is necessary to abandon the term “melisma" in order to clarify the
terminology. In modern music, the term “melisma" is used in another sense, that is,
in the sense of decoration. However, this term was applied to works in the 16"-17t
centuries. This style was called “a stilus melismaticus”" and was called a simple, em-
bellished singing style. In the Middle Ages, "manner” meant decoration. The structure
of the playing style of that period mainly on ornaments is the basis of its naming as
manner.

It is also worth noting the invaluable role that ornamentation plays in musical
architecture. Ornamentation appears in music as one of the formative factors of cre-
ativity: it can be evaluated in two ways:1) as an element that creates a texture; 2) as
a type of musical texture.

Musical texture is a form of embodiment of musical material. Musical texture re-
sults from the fusion of melodies, harmony, and rhythm, which are the main musical
components. Ornamental texture in music is one of the most common types of tex-
ture. There are four types of ornamental texture:

1) harmonious

2) melodic

3) melodic and harmonious

4) rhythmic

At the same time, various reference and transition sounds, melodic and rhythmic
figuration, non-chordal sounds, and so on are to be noted.

The ornamentation of the melody further complicates its structure. In this respect,
its own layers (levels) of melody are formed and each layer is complicated by figura-
tions and other means of expression. As a result of complexity, each layer is enriched
within itself. Aranovskiy divides the melody into two layers: 1) the main layer and
2) the ornamented layer.
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Thus, it is possible to estimate the ornamentation in several aspects:
1) as an aesthetic factor
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2) form as an auxiliary factor

3) timbre as a creative factor

4) artistic content as a creative factor

5) as the main factor in the construction of a melody (melodic figuring)

6) rhythm as a creative factor (rhythmic figure)

7) articulation as a creative factor

8) barcode as an auxiliary factor

Talking about the aesthetic factor, it is necessary to take into account the cyclic
factor. In other words, the ornamentation used in works written in the Baroque and
Classical periods will correspond to different aesthetic values. We can note this if we
compare, for example, any work of F. Couperin for keyboard and the piano sonatas of
L. V. Beethoven.

And as a creative factor of the form, we can note the fact that the work has a com-
pletely ornamental texture. That is, here rhythmic or harmonic figures can create the
form of a work.

Ornamentation can also be regarded as a creative factor of timbre. Using orna-
mentation, you can obtain any colouration or interpretation (i. e. imitation) (L. Daquin
“Le Coucou"”, K. Debussy “Undine"). At this time, the ornamentation can again act as
a layer or create a particular influence, decorating the melody.

As it can be seen, the basis of any musical work is melody, harmony and rhythm.
The ornamentation of the same, playing here the role of a constructive component
that may manifest itself in various forms.

Ornamentation has the following features:

1) it always applies to any tone.

2) decorations are linked to each other by the main tone, although they are linked
to a musical expression or motif.

3) each main tone has four auxiliary tones.

4) the main tone can be repeated.

Decorations can be fixed with notes or marked with special signs.

All the various decorative means of decoration can be divided into four main
classes.

1) rhythmic (Tremolo, ancient style) -

2) melodic

3) harmonious

4) rhythmic or harmonious

While studying ornamentation in Western European clavier music, we would like
to mention the style of performance here. "Style refers to the features inherent in any
school, era, or composer" (Williams & Ledbetter, n.d.). As in keyboard performance,
depending on the region to which the ornamentation belongs, the keyboard school
has its own stylistic features. These differences primarily coincide with the Baroque
era, in which keyboard schools and performing styles were formed. In the following
centuries, singing styles mixed and disappeared. As an example, already in the classi-
cal era, ornamentation lost its main function, as well as in the Baroque era. "The music
changed depending on the time and place, as well as on what instrument you used"
(Sadie, 1990, p. 409).
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The use of ornamentation in keyboard music was an aesthetic requirement of
the era, rather than a technical flaw of the instrument, as mentioned above. It is wrong
to evaluate a piano as an instrument improved on the harpsichord or clavichord, whose
technical capabilities are superior to it. Naturally, these instruments were considered
related to each other and met the requirements of advanced performance of the era.
The improvement of instruments was primarily associated with changes in the aes-
thetic requirements of the era, the formation of a new worldview. In this regard, it was
no longer possible to implement these ideas in the harpsichord and clavichord. “But
the unique sound properties of the clavecin (harpsichord), clavichord or instruments
of such a type and the special principles of their performance are the embodiment of
a certain artistic thought of the 18" century. And it is not because the piano needed
further improvement of its predecessors, but because the new performing experience
imposed other requirements for the instrument” (Druskin, 1960, p. 27).

While studying the concept of style in ornamentation, you should take into account
the parallel keyboard performance and periodicity. The features inherent in keyboard
singing and the epoch are the conditions that determine the features of the historical
development of ornamentation. These two concepts interact with each other. In the
18™ century, the small number of possibilities for the sound of a harpsichord instru-
ment created favourable conditions for the development of ornaments of that time,
and ornamentation became a means of overcoming this disadvantage. “The sounds
on the harpsichord instrument break, and the sound is not readable or elastic. To cov-
er this disadvantage, French harpsichordists decorated their exquisite melodies with
ornaments, trills, flames, vaults, and other devices" (Genike, 1896, p. 50). And taking
into account the fact that in the 17" and 18" centuries in European keyboard art in
different regions completely different styles were formed, so the decorations changed
in the manner of performance. In this regard, speaking about the styles of ornamenta-
tion in European keyboard music, two styles should be noted: 1) The French style and
2) The ltalian style.

The differences between styles were felt even more sharply in the 17th century:
spontaneously, the ltalians, who stood out for their emotionality, and the French with
a cold, reserved, sharp thinking. It was as if the Italian and French styles took two op-
posite sides, antagonistic poles, different musical idioms. French musicians opposed
free ornaments in Italian music, and they simply did not understand this music. Even
musicians of the time noted: “This is not to the taste of J. B. Lully, messenger of beau-
ty and truth. J. B. Lully kicked out a violinist who “spoiled" his concert with various
figures that were not characteristic of harmony. Why don't they perform the music
properly?”" (Harnoncourt, 2009, p. 72). “From all of the above, we can conclude that
the musical style includes several features inherent in any composer, any direction,
a particular national school, and, in addition, a specific historical period” (Mikhailov,
1965, p. 18).

Ornamentation also has characteristic features of each style. Since opera and
concertos were considered the main genres in Italian music, Italian musicians tried
to apply the subtleties of Italian vocal art not only in keyboard music but also in in-
strumental music in general. Free ornaments of fioritura, passage etc. are used in the
vocal art. These are characteristic features of Italian piano art.
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When we study French piano music, we encounter a completely different style of
thinking. So, the main characteristic features of the French musical style are the clear
form and compact nature of the work. The famous French musician, theorist, one of
the founders of the National Library of France, Sebastian de Brossard, in his dictionary
of music, written by him in 1703, noted: "There is some expressiveness, charm in the
works of the Italian style, and the works of the French style are natural, fluid, elegant”.
Regarding adagio parts of works, especially repetitive parts, the Italians applied the
principle of free decoration, as a rule, freely. The richness of the performer's imagina-
tion was important there.

In French music, it was considered excessive and forbidden. The French style did
not accept free ornamentation either. In the French style, the musicians used codified
complex melismas. They even required performers to use embellishments very deli-
cately if necessary. French musicians tried to regulate the decorations and determine
the correct place of their use in the work. Every French composer paid great attention
to the details of the musical text, including the execution of embellishments. Proper
compliance with these records placed a requirement on the performer. "Even though
| explain the embellishments, I'm surprised that some musicians don't perform the
embellishments correctly in my pieces. Their meanings were described in the book
“The True Art of Playing Keyboard Instruments". These mistakes are unforgiving. No
one has the right to change the decorations provided by the author. | demand that my
works be performed accurately. If the performers did not follow all my recordings with
accuracy without any changes, the pieces would not have made an impression on the
audience" (Couperin, 1937, p. 10).

Conclusions

While studying the stylistic qualities of the ornaments of Western European key-
board music, the following conclusion may be made from the above.

Ornamentation of the French style in keyboard performance covers a clear system
of signs, clear designation and explanation of signs in musical texts, a regulated sys-
tem of embellishments.

The main indicators of Italian ornamentation in keyboard music are the use of free
ornamentation used in vocal music, the abundance of ornaments and the granting of
freedom to the performer.

One of the important aspects that distinguish and characterize the styles of orna-
mentation in Western music for keyboard, was a requirement to decorate in the French
style was performed through the previous notes, and in the Italian style for notes, which
includes embellishments. Speaking about the main characteristic qualities of stylistic
features of ornaments in Western European keyboard music, A. Yurovskiy (1945) gave
the following explanation in an article written for the collection of works by C. P. E. Bach
for keyboard “The use of ornamentation as a means of expression is associated “Lom-
bard style" (Lombarda) with propaganda in Europe in the 17" and 18" centuries, and
“French style" vice versa. The French performed a rhythmic figure in accordance with
the rhythm of the iambic, and the Italians — in accordance with the rhythm of the tro-
chee, the metrical size of the poem. At the same time, we can define two ways of per-
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forming ornamentation: 1) anti-invasive; and 2) subtraction. Thus, in the French style of
performance, anticipation, thatis, embellishments, according to preliminary estimates,
were performed at the expense of the size of the preceding note. And in the Lombard
manner, embellishments were performed in a suspension, that is, due to the main mu-
sical size.

Most of the ornamental tables known to us before the end of the 17" century are
made in the French style and are presented only in some rare cases in the Italian style.
But later, that is, starting from the 18" century, at the time when the systematization of
French decorations was completed, the subtraction completely eliminated anticipation.

So, from all the above, in Western European keyboard music, the peculiarities of the
stylein ornamentation can be traced in the 17" and 18" centuries. But later the concept
of style in decorations disappeared. This classicism replaced the Baroque era, and at
this time embellishments were already regulated and the general system of decora-
tions was adopted in European c keyboard music.
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AHoTauyis

Y cTaTTi BOCNioXYETLCS ICTOPIA PO3BUTKY OPHAMEHTUKMW B KNABIPHIA My3uLi, MPUHLMNN
i dbopMyBaHHSI Ta CTWUAI BUKOHaHHS. onpu Te, Lo OpHAMEHTUKA 3a3HaBana pisHOMaHITHUX
3MiH 3a 3MICTOM 3aexHo Bif nepiody, BOHa € OAHWM 3 OCHOBHMX 3aC06iB BUPaXeEHHS
KnaBipHOT My3uKku. OpHaMeHTHKa NPOSBASIETLCS B Pi3HUX (hOpMaXx Ta € He TiNIbKU NPUKIa[AoM
npuKpacuy, a 1 BUCTynae B poJii OCHOBHOIMO KOMMOHEHTA B CTBOPEHHI TBOPY. Takox npukpacu
MatoTb ICTOTHY Bary sik eCTETUYHUIA YNHHUK.

MeTa gocnip)XeHHs nossirae B po3rnsifi NpMHLUMNY iCTOPUYHOrO PO3BUTKY OPHAMEHTUKMY,
KnacudikyBaHHi 1 BULIB Ta BU3HAYeHHI poni B My3uui. BogHouyac, B paMkax NpoBefeHoro
LOCHIAKEHHS,, BHOCUTLCA SICHICTb B MOHATTSA MPO CTWUJIb OPHAMEHTUKMW B KNABIpHIA My3uui
3axigHoi EBponu.

MeToponoria pocnig)keHHa 0a3yeTbCsl Ha KOMMIEKCHOMY MY3WYHO-aHaniTU4HOMY,
TEOpPeTMYHOMY Ta ICTOPMYHOMY aHanisi, y3aranbHeHHi HayKoBOI NliTepaTypu My3uMKO3HaBLIB
3axigHoi €Bponu i1 Pociil Ha TeMy OpHaMEHTUKM.

HaykoBa HoBM3Ha Aochnif)KeHHs. Breplie, B pamkax MysukosHaBcTBa AsepbainpxaHy,
OOCRIIXEHO O0COBMMBOCTI, MPUHLMUMM BUKOHAHHS OpPHAMEHTUKU B 3axigHOEBPOMENCHKIN
KNaBipHi My3uL,i.

BucHoBKkU. OpHaMEHTUKA Mae Bax/MBe 3HAYeHHs [ONA KJaBipHOT My3WKU 3axigHol
€Bponu i BUCTyNae B posi il 0CHOBHOro 3acoby BupaXeHHs. Ii po3BUTOK B KNaBipHii My3suL
6esnocepefHbO MOB'A3aHMI 3 MUCTELTBOM iMMPOBi3aLii, B SIKOMy NpUKpacu BBaXatoTbCs
rofloBHUM 3aco00M BUpaxeHHsl. OpHaMEeHTUKA € He TiflbKM MpUKpacol Menogii — nopag,
3i CTPYKTYpOKO BOHa Bifirpae BaxJIMBY posib O CTBOPEHHS PUTMIYHOI OynoBU TBOpY,
XYLOXHbOro 3MmicTy TBOpy, doopmu Ta dakTypu. MysnkosHaBLi po3rnsifany OpHaMEHTUKY
y pisHMX acnekTax i knacudpikyBanu ii B pidHOMaHITHUX copmax. Y cydyacHui nepiof
OpHaMeHTMKa Migpo3A4iNAeTbCsA Ha ABI FPYNK: Y BUMSLI NPUKPAC i BiflbHa OpHaMeHTHKaA.

OfHieto 3 OCHOBHUX 0COBMMBOCTEN KnaBipHOT My3unku 3axigHol €Bponu € Te, L0 BOHA
Bifobpaxae B cobi My3uyHi Tpaauuii Toro nepiofy. Bif3sHaumMMmo, L0 OpHaMeHTMKa B KNaBipHin
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My3uLi NpoiLLIa eTan CBOro BUCOKOIo PO3BUTKY B enoxy bapoko. OCHOBHOM XxapakKTepHO
0COBNMBICTIO TYT BUCTYNAE BiACYTHICTb pernaMeHTaLii OpHaMEHTUKM, T 3MiHA 3aNeXUTb Bif,
LUKOMK, CTUIIO BUKOHAHHS. Afle nisHille MOHATTA CTUMO B Npukpacax Gyno BTpayeHo. Tak,
B enoxy Knacuumamy npukpacu BXxe perfnameHTyBanucs i 6yna npuiHsaTa 3aranabHa cucTema
npuKpac B €BPONeNCbKin KNaBipHin My3uLi.

Knroyosi cnoea: opHaMeHTUKa; bapoko; knaBipHa My3uka; cTuib; doopTerniaHo; NpuKpaca;
BMKOHaHHS

NCTOPUA PABBUTUA OPHAMEHTUKU B MY 3bIKE,
NMPUHLUUMNDbI EE ®OPMUPOBAHUA U CTUJ1Ib UCNOJTHEHUA
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AHHOTayunsa

B cTaTbe uccnepyeTca uctopusi pasBuUTUSA OPHAMEHTUKN B KITABMPHOW MYy 3biKe, MPUHLMIbI
ee (hopMMUPOBaAHUSI U CTUIN UCNONHEHUsI. HecMOTpsA Ha TO, YTO OpHaMeHTKKa nofBepranacb
pasfMYyHbIM U3MEHEHUSIM MO CoepXaHUo B 3aBUCUMOCTU OT Nepuoaa, oHa ABSeTCA O4HUM
M3 KpYyMHEeWLMnX CPeAcTB BblpaXeHus KJaBUpPHOM My3bikiM. OpHamMeHTUKa nposiBaseTcs
B PasfnyHbIX hopmax u siBnsieTcsi He TOJIbKO 06pa3LoM YKpaLleHUs], HO U BbICTyMaeT B Posin
OCHOBHOIO KOMMOHEeHTa B CO3[aHn1 Npon3BefeHns. Takxe yKpalleHVs UMeloT CyLLLeCTBEHHYO
BaXHOCTb B KayecTBe acTeTUYeckoro gakropa.

Lienb uccnepoBaHusa 3ak/ito4aeTCsi B paCCMOTPEHUM MPUHLMNAE UCTOPUYECKOrO pa3BUTUS
OpPHaMeHTUKMU, KnaccuduumMpoBaHum ee BULOB M ONpefesieHnn ponuv B My3bike. B To xe Bpems,
B pamMKax NpoBeAeHHOro nccrefoBaHns BHOCUTCH ACHOCTb B MOHATUE O CTUJIe OPHAMEHTUKM
B KJJaBMPHOMN My3bike 3anagHon EBponbl.

MeTtoponoruauccnegoBaHus 6a3mpyeTcsHaKOMMIEKCHOM My3blKaNbHO-aHaIMTUYECKOM,
TeopeTUYeCKOM U UCTOPUYECKOM aHanuse, 0606LLeHUN HayuHON MTepaTypbl My3biKOBE0B
3anagHon EBpornbl u Poccumn Ha TeMy OpHaMEHTUKMW.

HayuyHas HoBU3Ha uccnefoBaHus. BnepBble B paMKax My3blkanbHOW Hayky A3epbaixaHa
uccnefoBaHbl 0COBEHHOCTH, MPUHLMMbI UCMOMHEHUSI OPHAMEHTUKM B 3amnafHOeBPOMNeicKon
KITaBUPHOWN My3blKe.

BbiBoabl. OpHaMeHTUKa MMeeT BaXHOe 3HayeHue ANs KNaBUPHOW My3blku 3anagHoun
EBponbl ¥ BbICTynaeT B pOSIM ee OCHOBHOIMO CpeAcTBa BblpaxeHus. Ee passButue
B KNaBUPHOW My3blke HamnpsMyk CBS3aHO C WCKYCCTBOM MMMPOBM3auuW, B KOTOPOM
YKpalleHUs CUMTalTCA [aBHbIM CPefcTBOM BbipaxeHus. OpHaMeHTUKa SBAsieTCA He
TOJIbKO YKpalleHneM MenoauvM — Hapsify CO CTPYKTYPOW OHa MrpaeT BaXHYyH pofib A
CO3[aHMA PUTMUYECKOrO CTPOEHUA MNpou3BefeHus, XY[4OXEeCTBEHHOro copepXaHus
npousBefeHus, opmbl akTypbl. My3blkoBeAbl pacCMaTpuBaiM OPHAMEHTUKY C TOYKM
3peHus pasIMYHbIX NPU3M U KrnaccuuLmpoBanm ee B pas3nmyHbix doopmax. B coBpeMeHHbINn
nepuoj opHaMeHTWKa MOApPa3fenseTcs Ha ABe rpynnbl: B BUAE yKpalleHWn u cBobopHas
OpHaMeHTMKa.
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OZHOM N3 OCHOBHbIX 0COBEHHOCTEN KJIaBUPHOM My3biky 3anagHon EBponbl asBnseTcs To,
4TO OHa OTpaxaet B cebe My3blKasibHble Tpaauuum Toro neproga. OTMeTUM, YTO OPHAMEHTHMKA
B KJaBMPHOW My3blke Mpolna 3Tan CBOEro BbICOKOrO pa3BUTUSE B 3moxy bapokko.
OCHOBHOM XapakTepHOW OCOBEHHOCTbI 3[ecCb BbICTYNaeT OTCYTCTBME perfiameHTauum
OPHaMEHTUKM, ee U3MEHeHMEe B 3aBUCUMOCTU OT LUKOJbl, CTWUASI MUCNOMHeHUs. Ho noaxe
MOHSAITME CTUNS B yKpalleHusix Ob1o yTpayeHo. Tak, B anoxy Knaccuumama ykpalleHust yxe
pernameHTUpoBanuch 1 Bblna NpuHsATa obLLas cucTema ykpalleHWin B eBPOMNeiCKom KlaBUpHOM
My3bIKe.

KnioyeBble cnoBa: opHaMeHTUKa; bapokko; knaBupHasi My3blka; CTUIb; opTenunaHo;
YKpaLleHue; UCMOoJSIHeHne
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