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Pyns I1.B.
Xapovrogckuii HAYUOHANLHBIU YHUBEPCUME UCKYCCME
um. U. I1. Komnapesckozo

TPU ®OPTEITIAHHI COHATU B. CHJIbBECTPOBA:
KOHTEKCT CTAHOBJIEHHA
KOMITIO3UTOPCBKOI'O CTHIIIO

Pyns I1.B. Tpu ¢poprenianni conarn B. CHiibBecTpoBa: KOHTEKCT CTAHOBJICHHS
KOMIO3UTOPCHKOT0 CTHIIO0. CTATTIO IPUCBIUCHO JXKaHPY (HOPTEIiaHHOT COHATH Y
TBOPYOCTI BHJATHOTO YKpaiHChKOoTO kommo3utopa B. CuibBecTtpoBa. ¥V
MPOaHai30BaHWX TBOPAX JIFOTh KOHIIETIIiiTHI 3aKOHOMIPHOCTI XaHPY 1 OCHOBHI
MPUHIUIIA COHATHOCTI, BTUICHI 3a JOIMOMOTOI0 CHHTE3y CY4acHUX TEXHIK 1
nojiOHIYHUX NPUHOMIB, TOHAJIBHOrO 1 ATOHAJBHOTO MHCICHHS,
IH/IMBITya1i30BaHOTO MIAXOMy 10 KOMIIO3UIiIHOT OymoBu conatn. doprenianna
COHAaTa MOCTa€ K 0araTOBUMIPHUI KaHPOBO-KOHCTPYKTUBHUH TBIp, 3MaTHHIA
BMICTUTH Pi3HOPITHICTH My3HYHOTO TEMATH3MY, THITA HOTO PO3BUTKY, IITUPOKUN
CIEKTP 3BYKOYTBOPEHB Ta HIOAHCYBaHH:. BHUABICHO NPUHIMITY iHAWBITyaIbHO-
KOMITO3UTOPCHKOTO CTHIIIO: 30KpeMma, JipuU3M SK OCOOJIHWBY SKiCTh
KOMITO3UTOPCHKOTO MUCJICHHS 1 HOTO MPOSBH B €IEMCHTaX MY3MYHOI MOBH:
TEPLIEBOCTI, aKOPJOBOCTI HA TPU3BYKOBIH OCHOBI, rapMOHIYHUX (irypauisx,
«TipHU3aLiT KOMIO3UIIHHUX TEXHIK.

Kuio4oBi cj10Ba: coHaTa, COHaTHICTb, TEXHIKA, OopMa, JTIPH3M.

Pyns I1.B. Tpu ¢oprennannbie coHaTsl B. CuiibBecTpoBa: Tpu popTenuaHHbie
coHaThl B. CHiIbBecTPOBa: KOHTEKCT CTAHOBJIEHHSI KOMIIO3UTOPCKOTO CTHIISA.
CraThsl MOCBAIICHA )KaHPY (HOPTEIHMAHHOW COHATHI B TBOPUYECTBE BHIIAIOIICTOCS
yKpanHcKkoro kommnosutopa B. CunpBectpoBa. B mpoananu3upoBaHHBIX
COYMHEHUSX ICHCTBYIOT KOHIIETITyaIbHBIC 3aKOHOMEPHOCTH JKaHPa M OCHOBHBIC
TPUHIAITEI COHATHOCTH, BOIUIOIIICHHBIE C IOMOIIBIO CHHTE3a COBPEMEHHBIX TEXHHK
1 TOoNU()OHNIECKNX MPUEMOB, TOHAJIBHOTO M aTOHAJIBHOTO MBINUICHHS,
WHAUBUAYAIM3UPOBAHHOTO MOAX0Ja K KOMIIO3ULIMOHHOMY CTPOCHHUIO COHATBHI.
doprenuaHHas coHaTa NpeACTaBlieHa KaK MHOTOMEPHOE >XaHPOBO-
KOHCTPYKTHBHOE IPOU3BEJCHUE, CIIOCOOHOE BMECTUTH Pa3HOPOJHOCTH
MY3BIKaJbHOTO TE€MAaTH3Ma, THUIBI €ro pPa3BUTHS, IMHUPOKUN CHEKTP
3BYKOOOpa30BaHWN W HIOAHCHPOBKH. BBIABICHBI MPHUHITUIBI WHAWBHIYATHHO-
KOMIIO3UTOPCKOTO CTHJS, B YaCTHOCTH, JIUPU3M KaK 0COOCHHOE KadeCTBO
KOMITO3UTOPCKOTO MBILUICHHUSI U €T0 MPOSBIEHUS B JIEMEHTAaX MY3BIKaJIbHOTO
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SI3BIKA: TEPIOBOCTH, aKKOPJOBOCTH HA TPE3BYYHOW OCHOBE, TapMOHUYECKHX
(burypanusx, « IMpU3aIn KOMIO3UIIMOHHBIX TEXHUK.
KJioueBble ¢JIOBa: COHATa, COHATHOCTh, TEXHUKA, (POPMA, JIUPU3M.

Rud P. Three piano sonatas by Valentine Silvestrov: the context of the becoming
of the composer's style. Background. The present article is devoted to three
piano sonatas composed by the modern Ukrainian composer V. Silvestrov. In the
music of the twentieth century there are especially important (sign) genres for a
composer's work, among which there are a symphony and a sonata. They are
going through transformation processes, but retain the most important essential
features. They are influenced by the processes of formation individualization —
on the basis of avant-garde techniques, or their synthesis with traditional classical
approaches. Therefore, the actual task is to investigate the state of the conceptual
genre of the sonata and the highest form of homophone music — the sonata one
— precisely at the present stage of musical creativity.

Objectives. The object of the research is the genre of the piano sonata, and the
subject is the formation of V. Silvestrov’s composing style on the example of his
piano sonatas (No. 1, 2, and 3). Accordingly, the goal is to reveal certain conceptual
patterns and peculiarities of the development of the genre of the contemporary
piano sonata in the work of the Ukrainian composer, as well as to determine the
role of these works in V. Silvestrov’s language and style evolution.
Methodology. Taking into account the considerable multi-genre heritage of this
composer, the number of domestic studies devoted to the creativity of this
outstanding world-known artist is relatively small. From the list of solid scientific
works one can name the first monograph sketch by S. Pavlyshyn; popular scientific
works — "Wait for music",ZYMIIOZION]. Meetings with Valentine Sylvestrov, the
book by M. Nestjeva "So that music would be not invented but heard...". All
other works are represented by musicology attempts on the questions of forming
an individual and composing style, understanding the style problems of the 21st
century on the example of V. Silvestrov's creativity. Some works are devoted to
revealing the specifics of certain parameters (compositional, pattern, thematic
and genre ones) in his compositions. Analytical studies of the piano music by the
Ukrainian neo-romantic composer can be found in the articles by N. Shvets, N.
Ryabukha, D. Zhaleyko, and M. Kalashnik. Unfortunately, there is no integral
musicology picture about the three sonatas for the piano by V. Silvestrov. The
given article is intended to fill this analytical "gap".

Results. In the professional works of the late twentieth century the piano sonata
is not the leading genre. In Ukrainian music there are single works by M. Skoryk,
V. Godzyatsky, and E. Stankovych; the exceptions are the 10 sonatas for piano by
B. Bibik. How can one explain the "unpopularity" of the most important genre for
the academic tradition? This is not just to combine musical-language experiments
with the concept of the sonata genre; to maintain the dialectical balance of the
scheme (construction) and the logical meaning of the sonata form. It is also
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difficult to overcome the memory of the genre, to adhere to the inherent signs of
the sonata form. Of course, one can assume the use of the name "sonata" as a hint
at the genre, its allusion. On the other hand, it is also possible to return to the
origins of the sonata, when this word called any instrumental work as opposed to
the cantata from the sixteenth century.

In the 70's, during the period of the formation of V. Silvestrov's style, the problems
of musical syntax, language, interaction of traditions and innovations in culture
arise with a new force, the processes of plurality of time and space concepts are
generated; classicism cause and effect connections are disturbed. Instead, a great
attention and curiosity are caused by the forms that are not similar to the classical
typified structures (like the sonata is). Composers find themselves on the way to
rethink old models; classical forms become constructions, and the result of their
filling up will depend on the individual talent of the artist and his/her ability to put
his/her own musical and intonation heritage into the logic of the form.

The three piano sonatas — No. 1 (1972), No. 2 (1975), and No. 3 (1979) — were
composed by V. Silvestrov in the period of the formation of his style, when the
elements of avant-garde techniques (serial and aleatory) are becoming lyrical,
and there is a gradual departure from their expressionistic sharpness. T.
Cherednychenko calls it the feeling of "a new backward".

Sonata No. 1 is a sample of V. Silvestrov’s "early" neo-romanticism. Created in
1967 as a4-part cycle, in 1972 it was edited by the composer and takes the form of
a two-part sonata. It embodies the idea of equality of all known technical approaches
of tonal music: polyphonic, homophonic, and those of the extended tonality. The
sonata form is interpreted through the prism of lyrical contemplation. The main
attributes of the sonata principle are preserved: the through development,
dynamization, motive-thematic work, "germination" of the theme and its intonation
homogeneity, interaction and mutual influence of the main and secondary parties
and achievement of a qualitatively new result in the reprise. The sonata represents
the typical stylistic features of V. Silvestrov's music: a special type of a lyrical
sound formation, gradation of a quiet sonority, "equality" of all piano registers,
and attraction to one-part composition (Attacca), later to be inherent in the
instrumental works by the composer.

Piano sonata No. 2 is a vivid example of the embodiment of the idea of the sonata
form dialectic character with the veiled feature of its components and stages. This
sonata is a one-part one; it combines the lack of time and the saturation of the
themes. The "sonata plot" (the composer’s words) is connected with the purposeful
movement to the climax of the composition — the chorale, and the return in the pre-
climax direction. A kind of a concentric form is being created, and with this the
sequence of themes in the second half of the sonata has a reprisal character. The
main idea of the work is the combination of different types of the sound
organization: the atonal (serial, cluster background), aleatory, sonorous, tonal
(the elements of the chord vertical, three-sound figures, the theme of the chorale),
and, more broadly, of different types of sounding which at the philosophical level
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represent the eternity of the sound being.

Sonata No. 3 clearly depicts the features of V. Silvestrov’s composing style. The
intonation and dramaturgical development is more deeply connected with the
structure of the sonata. The intersection of the polyphonic technique with the
principles of the sonata form occurs from the position of the openness of all the
previous styles; the unifying factor is the individuality of the composer's thinking,
which opens the way to the meta-language.

Parts I-II are a baroque couple of prelude-fugue, part III — the postlude — is a
semantic center of the sonata. The "post-ludeness" will become a special type for
the modern composer to express himself, and the "postlude" — one of his favourite
genres; it will open the road to a new simplicity. The tendency to have a single
part, the special detailing of the texture and the presence of a leitmotif sound
formation (the mediant (decimal) vertical, which passes through all the parts and
at the end of the sonata becomes the semantic point of the previous development)
are typical for the sonata.

Conclusion. V. Silvestrov refers to the sonata genre, while preserving its
compositional, dramaturgic, and intrinsic features. At the forefront there is the
principle of the sonata form or its idea.

The three piano sonatas analyzed here give an understanding of the specifics of
the composer’s style, the leading feature of which is lyricism. It manifests itself at
all levels (themes, textures, and dramaturgy). Its carrying signs are the mediant
form (in melody and intonation turns, harmonic vertical, tonal relations), the
classical four-voice (choral) chord with the stress on the three-soundness (but of
a modal type), and the harmonic shapes of a sequential kind. The modern
techniques are also put through the prism of lyricism; the sonority comes to the
front, and the aleatory fragments are also subject to the ideas of phonism; the
serial form is treated with freedom, it only concerns the presentation of the main
themes without further options for working with the series. The expressiveness
of dissonances is softened by the rhythm: all the "sharp" moves seem to hang in
long durations. The atonality coexists with tonal soundings and is perceived as
its logical continuation.

Key words: sonata, sonata form, technique, form, lyricism.

IMocTtanoBka mpodJjemu. B ictopii XX cTONITTSA, OB’ s3aHi# 13
panuKalbHUMH MiJXOIaMHU JIO TBOPEHHS MY3HKH, 0COOIMBa pOIb
BIZIBOAMTHLCS TaKUM 3HAKOBHUM aHpaMm MpodeciiHOl TBOPYOCTI, K
cuMOHIsg 1 coHaTa. B pi3HI emoxu BOHU MEPEKUBAIOTh CEPHO3HI
Tpancopmarmii, ame 30epiratoTb HAMTOJOBHINII CBOi O3HAKH, IO
CTOCYIOTBCSI HE CTITBKH KOMITO3UIIMHUX 3aKOHOMIPHOCTEH, CKITBKH 1X
BHYTpImHKLOI cyTHOCTI. s B. CuibBecTpoBa 3BEpHEHHS 10 KaHPY
(dhoprenianHoi conatd y 1970-1i poku (B epio] HOTICTUIICTHKH) € €TaIIOM
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OCBOEHHS ITUIOTO KyIbTypHO-emoxanbHOTOo Tapy XVIII — XIX cr.,
«1ab0paTopi€ro MOITYKiB 3BYKOBHUX, KOMITO3HINIHHUX, TEXHITHIX IPUHOMIB
1 KprcTamizamii BJacHOro CTIiIo. B HacTymHe necstupiddas (80-Ti pokm)
TiCIIs TPhOX (popTemiaHHUX COHAT KOMIIO3UTOP HAIHIIIEe CBOI HaMKpari
TBOpHU: cuMdpoHio Ne 5, crpynHmii kBapTeT Ne 2, «[loctmiomiro» st
dopremiaHo 3 opkecTpoM, KaHTaTy «Oma CoJ0B’10» IS COMPaHoO i
KaMepHOTO opkecTpy. LlikaBo, 1110 OCTaHHIMH B PSITy COHAT OYyTh COHATa
Jutst BiosmoH4e i 1 popremiano (1983) Ta conaTa st CKpUIKY i popTemiano
«IToctckpurrrym» (1990); 1 6imbme B. CuiibBecTpoB HE 3BEPHETHCS [0
[LOTO XKaHPY.

Jns My3WdHOI TBOPYOCTI OCTAHHBOI TPeTHHU XX CT. XapaKTepHi
MpoLeCH 1HAUBIAyai3amii GopMOTBOPEHHS, KOJIU TPaduiiiiHi GopmMu
3aMIHIOIOTHCS OpTaHi3aIliel0 My3UIHOTO TBOPY HA OCHOBI aBaHTapIHUX
TEXHIYHUX MPUHAOMIB, 200 KOJIM ITPY 30€PEKESHHI KaHBU KJIaCUYHOT (hOPMH-
CXeMH BiOyBa€ThCS 1i HATOBHEHHS HOBUM IHTOHAITIHHO-IETAII30BAaHIM
3mictoM. B. XomonoBa Big3Havae, 1Mo KpiM «OararonapameTpoBOCTI» Ta
«iHgWBiAyami3zamii My3udHOT KOMITO3HII1» ICHYIOTh TPH PiBHSI
(hopMOTBOpEHHS: «1) MaKpOpiBeHb — PiBEHB APaMaTyprii Ta apXiTEeKTOHIKH,
2) cepenHiii (MeniapiBenb, a0 MimJIpiBeHb) — PiBEHb KJIACHYHOTO
MEJIOAMYHOTO TeMaTu3My, 3) MIKpOpiBeHb — PiBEHb 3BYKY, (akTypH,
PHUTMIKH, METIOANYHO] JTIHEAPHOCTI, “TIapamMeTpa eKCIpecii”’, MpoCTOPOBOCTI,
perictpy, auHaMiku» [6, c. 453]. Axryani3aiis aHai3y MoJiOHUX PiBHIB
came o BiJJHOIICHHIO /10 HalBHIOi yHiIBepcalabHOI popmu roMooHHOT
MY3UKH — COHATHOI — B TBOpPaX CyYaCHUX KOMIIO3UTOPIB € HaraJbHUM
3aBJaHHSIM CydacHOi My3ukoiiorii. dopTemianHa coHara, 3a SKOIO
3aKPIMUIOCH 3HAYCHHS «EKCIICPUMEHTAITLHOTO KOMITO3UTOPCHKOTO MO,
noTpeOye YBaKHOTO BUBUCHHS, 0COOJIMBO, SKIIO 1€ CTOCYETHCS PO3yMiHHSA
TBOPYOCTI HAMBUAATHINIOTO MUTIIS, SKUM € BanenTrH CHUIBBECTPOB.

OO0’ exTOM TOCTiIKEHHS € )kKaHp (HOPTENniaHHOI COHATH; MPEAMETOM —
CTaHOBJICHHS KOMITO3UTOPCHKOTO CTHIIS HA TPUKIIA (DOPTEIiaHHUX COHAT
(NeNe 1, 2, 3). Meta crarTi — BU3HAUUTH KOHIICTIIIMHI 3aKOHOMIPHOCTI
PO3BUTKY xaHpy (opTeniaHHOT coHaTh y TBopuocTi B. CunbBecTpoBa, Ha
TPYHTI YOTO BUSIBUTH IIPUHITUITY 1HIUB1TyaIbHO-KOMITO3UTOPCHKOTO CTHIIIO.

AHami3 ocTaHHiX myOuaikamiii 3a Temor0. KinbKicTh BITYM3HSHUX
JIOCIIiUKeHb, MPUCBIYCHUX TBOpUYOCTi BaneHTuHy CUIBBECTPOBY,
BUJIATHOMY MUTIIIO 31 CBITOBUM iM’SIM, TIOPiBHSIHO HEBEIUKA, 3BAYKAIOUN
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Ha 3HAYHUHN Pi3HOKAHPOBHH AOPOOOK KOMIO3UTOpPA. I3 TPYHTOBHUX
HayKOBHX Mpalb ciiif Ha3BaTd MoHorpadiuanil Hapuc C. [Tapnumms; i3
HayKOBO-TIOMYJsApHX —«JlouekaTuca my3uku» [4] 3a marepiamamu
3yctpiueii i3 B. CunbBectpoBuM, opranizoBanux C. IlimoTukoBuMm; ix

coepigne npogokeHHs — LY NITOZION . Berpeun ¢ Banentuaom
CwibpBecTpoBeIM» Ta KHUTa M. HectbeBoi «UTOOB My3blKa ObLTa HE
npuAyMaHa, a ycibllana...» (Ha OCHOBI Oecim, cTaTed, JHUCTIB i3
KOMTIIO3UTOpOM). Bei 1HIITI TTparti MpeacTaBIsIIOT, My3HKO3HABY1 PO3BiIKH
3 nmuTaHb (HOPMYBaHHS 1HIAUBIAYaIbHO-KOMIIO3UTOPCHKOTO CTHIIIO,
OCMUCJICHHS CTHIIbOBOI IpobiaemaTrky XXI CT. Ha MpUKITaIi TBOPUIOCTI
B. CunbBecTpoBa, a00 MPHUCBSIYEHI PO3KPUTTIO CIEHH(PIKH OKPEMHX
KOMITO3HINIHHIX, (DAaKTYPHUX, TEMAaTHYHUX, ’)KAHPOBUX MTApaMeTPiB y HOTO
TBOpaX. AHATITHYHI HOCIIKEHHS (popTenmiaHHOT My3UKH YKPaiHCHKOTO
KOMITO3UTOpa-HeOpoOMaHTHKa MicTAThes y crarTsax H. IIeems [5], H.
Pabyxwm [3], 1. XKaneiiko [1], M. Kamamuank [2]. Ha xans, migicHOT
MY3HMKO3HAaBYOi KapTUHHU IIOA0 TPbOX coHar mus (opTemiano B.
CunpBecTpoBa MM HE MaeMO (K BHKJIIOUCHHS Ha3Bemo BumaHHs C.
[TaBnumuH, e Ta€ThCS KOPOTKUI OTIIA KOKHOTO TBOPY KOMITO3UTOPA,
Harmrcanoro HuM 110 1989 poky). [logana cTaTTs HOKIMKaHA 3aTIOBHUTH
IO AaHATTI THYHY «IIPOTaJTHHY».

Buxkaan ocHoBHoro marepianay. 3sepaenus B. CunmbecTpoBa 10
JKaHPY COHATH TiIKPECIIO€ SK >KaHPOBO-BUKOHABCHKI YITOI00aHHS
KOMITO3UTOpa (UMl TBOPUICTh MEPEBAXHO IHCTPYMEHTAJbHA), TaK i
CIIPSIMOBAHICTh HOTO CTHJIIO HAa KIACHKO-POMAHTHYHI (aKameMidHi)
opieHTHpHU. 3ayBakUMO, 10 y TpodeciliHiil TBOpUYOCTi KiHI XX CT.
(hopTeniaHHa COHATA HE € IPOBIIHUAM XKaHPOM. B yKpaiHChKIN My3HIIi — I1€
SIK TIPABHJIO TTOOAMHOKI TBOPH y TopoOKy M. Ckopuka, B. I'omzsiskoro, €.
CrankoBHWYa; BUKIIOUCHHS cKiamarotrh 10 coHar mis ¢gopremiano B.
bi6ika. UnM MOSICHIOETHCSI «HETIOYIISPHICTE)» OTHOTO 3 HAWBAYKITUBIIIAX
B akaJeMIivHi# Tpaauiii >xkadpy? [lo-miepire, MacmTaOHUH KOHIICTIITHHII
JKaHp COHATH 1 HOTO SIIPO — COHATHA opMa 13 JialIEKTUIHOIO PIBHOBArO0
CXeMH (KOHCTPYKIIii) 1 IOTIYHOTO CEHCY — HE 3aBK/TH YCITIIITHO TIO€THYETHCS
13 My3UYHO-MOBHUMH eKcrnepuMmeHTamu. [lo-apyre, BaXKO MO0IaTH
«ImaM'sITh )KaHPY»: PIBEHb HASIBHOCTI HACKPI3HOTO PO3BUTKY (200 xo04a 6
fioro inei), ABoX (KUTBKOX) TeM (TeMOYTBOPEHB, TEMAaTHUYHUX KOMILICKCIB,
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TOHAJIBHUX TUIAHIB) 1 iX B3aemomii Oyme BH3HAYATH SIKICTb COHATHOCTI.
3BUYaliHO, MOYKHA MPUITYCTUTH BUKOPUCTAHHS HAa3BU «COHATA» SIK HATSK
Ha JKaHp, HOTOo amo3if0. 3 iHIIOTO OOKY, TAK0K MOKIINBE TIOBEPHEHHS 110
BHUTOKIB COHATH, KOJIX ITUM CJIOBOM Ire 3 X VI CT. HasuBam Oynb-sKuit
IHCTpYMECHTAIBHHM TBip Ha MPOTHBATY KaHTATI.

YV 70-ti poxu (miepion cranoBiIeHHS cTIUIO B. CHtbBECTpOBa) 3 HOBOIO
CHJIOIO TIOCTAIOTh MPOOJIEMH MY3WYHOTO CHHTAKCHCY, MOBH, B3a€MOIIi
TpaIuIliii 1 HOBAIi# B KYJIBTYpPi, MOPOIHKYIOTHCS KOHIICTIITiT MHOYKHHHOCTI
gacy, IPOCTOPY; MOPYIIYIOTHCS KIACHUITUCTHYHI MPUINHHO-HACITIIKOBI
3B’s13kM. HaToMmicTh, BEIMKY yBary i LiKaBIiCTh BUKJIMKAIOTh GOpPMH, HE
MOMi0HI MO KJIACHYHUX THUITI30BAHUX CTPYKTYp (AKOIO € coHaTa).
KoMmmo3uTopu ONMMHAIOTHCS Ha MIIAXY MEPEOCMHUCICHHS XAaHPOBHUX
MojIeTieit; KiTacuiHi (POPMH CTAIOTh CXEMaMHU, a Pe3yNIbTaT iX HATOBHEHHS
Oyzme 3aimekaTd BiX IHAWUBIAYadbHOTO OOJapyBaHHS MHUTII 1 BMIHHS
MOEIHATH BJIACHI MY3MYHO-IHTOHALIMHI HagOaHHS 13 (GOPMOTBOPUUMHU
3aKOHOMIPHOCTSAMH MUHYJIOTO.

Tpu dopremianni conata — Ne 1 (1972), Ne 2 (1975), Ne 3 (1979) —
CTBOPECHI MTapaselbHO 13 IHIIIUMH OITyCaMH, XapaKTEPHUMH TS CTHITIO B.
CunibBeCcTpoBa: TAKUMH SIK cuMQOoHis Ne 4, «MemuTartispy 1)1 BiOJIOHUETI
1 KaMepHOTO OpKecTpy, «CepeHamay Il CTpPyHHOTO OPKECTPY, BOKAJIbHI
mukau «Tuxi micHi», «IIpocti micHi». CaMe B coHaTax KOMITO3UTOD
MIPUXOIUTH 10 BIMUYTTS «HOBOTO Hazam» (Tepmin T. Uepe mHUYIEHKO), KOTH
BiJIOYBA€EThCS «IipU3allish» CIEMEHTIB aBaHrapIHUX TeXHIK (CepifiHOCTI,
aJIeaTOPHKH ), TOCTYIOBHH BIIX11 BiJ] IX €KCITPECIOHICTHYHOI 3arOCTPEHOCTI.

Conara Ne 1 —3pa3ok «panHb0T0» HeopoMaHTH3My B. CunbBecTpoBa.
CtBopena me y 1967 pomi sk 4-yacTUHHUN nwKI; y 1972 p. BoHa
PENAryeThess KOMIIO3UTOPOM 1 HabyBae BUIVISLY JBOYACTHHHOI coHATH.!
B I-if yacTuHI NOEAHYIOTHCS TOJI(OHIYHI IPUHOMH Y PO3BUTKY TEM 13
CTPYKTYPHO-KOMIIO3UITIHAMI ITPHHITUIIAMH COHATHOI (hopmmu. Lle He mpocTto
MOEHAHHS IBOX THUIIIB MHUCJICHHS — MOJi()OHIYHOrO 1 ToMO(OHHOrO, a
piBHOTIpaBHA 3aMiHa aBaHTapAHOI TeXHikW modidoHivHOMO. I.II. —
tpuronocHa ¢yra; ILI1. — Banbc.

1. Bunukatots cTidiki acomianii i3 Cumdoniero Ne 8§ @. Ily6epra. Lli TBOpHU
MOEHYIOTh JIIPHYHE BIAYYTTS, POMAaHTHYHA CIIOTIISAABHICTh, KOMIOPUCTHYHICT
3BYYaHHS, HaBITh TOHAIBHI MTapajet.
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B excno3uuii 00uaBi naprii BUKIaaeHi HiIOM B mapaielbHUX MIaHax.
I'Il. — me ¢dyra 31 CBOEIO EKCHMO3UILIE€I0 1 BUIBHUM PO3/IJIOM, SKUH
NepexXoAnTs y BinbHUI po3nii. Tema gyru HapomKy€eThCS 3 CEKYHIOBOT
iHTOHaWii Ha pp 1 MOCTYNOBO 00iliMae MHUPOKHUNA Aiana3oH 3 12-ma
HEMOBTOPHUMH 3BykKamu. HaiixapakTepHimnii MOTHB TeMH — Xia Ha
BUCXiIHY CENITHMY 1 TPH3BYKOBi 00IrpyBaHH:I, 10 B MOAAJIBIIOMY CTaHyTh
3HaKaM{ CHUJIBBECTPOBCHKOIO CTHIO. Y MPOTHUCKIAAEHHI raMomnoaiOHi
MirOJIOCKH € iIHTOHAIIHHO KOHTPACTHUMHU JI0 TEMH.

Tonanpauit mnan Tpaguuiiauii: gis-moll (T) — dis-moll (D) — gis-moll
(T). Po3zsurok I'.I1. BinOyBaeThCsl y BUTBHOMY PO3iJi (CTpeTa, iMiTaliiHi
ceksentii). Tema ILII. (f-moll) o6Giiimae Bech mianazon ¢opremniaHo. B
po3po6ui I'I1. nepexxrBace >xaHpoBi TpaHcopMallii: 3BYUHUTS SIK BAJIbC Y
PUTMiIYHOMY 301TBIICHH], ai, 3 TOSBOIO TPUOIBHOTO 1 IyHKTUPHOT'O PUTMY
— npamarusyetbes. B penpusi ['I1. moBepTaeThes TUTBKU SIK €KCITO3HUILIIS
¢yru. Tema-menonis [1LI1. nepeneceHa B HUXKHIH pericTp (BEpTHKaIbHA
nepecTaHoBKa rojocis) i 3Byunth y h-moll (omnoiimenniit no H-dur,
napajieibHy OCHOBHIM TOHaJIbHOCTI). TepIiieBi CriBBIZHOMIEHHS TaKOX
cTaHyTb pucoio cTuisi B. CunpBecTpoBa. Attacca MiK 4acTHHAMH
JIO3BOJISE BiAYYTH HOBHH TOHAIBbHUI KoJopuT: E-dur micist 3aKkitouHOro
axopay y Gis-dur.

dopma apyroi yacTUHHM — MOABIHHI Bapiauii 3 pucamMu poHAO i
TpuyacTuHHOi Komnosuuii: A B A B, A, A, A (4 ocranni Takti) B, A,
(xoma).

OO6uBi TeMH € TACTOpaTBHUMHU 32 XapakTepoM: repiua (A) crioBHEeHa
MOBITPSIHOT TPOCTOPOBOCTI (ABOX OKTaBHI YHICOHHM Ha )OHI BUTPUMAaHHUX
0aciB); npyra (B) — Mmenoau4Hoi po3cniBHOCTI Ha TJIi HUCXiTHUX TEPLiH.
[puitoMu po3BUTKY TeM BapiamiiiHi (TPUOIEHO TPU3BYKOBHUI CYIIPOBiI TEMH
B) Ta monidoniuHi (BepTHKAIBLHO-PYXOMHUI KOHTPAIyHKT, pUTMiuHE
30inbIIeHHST TeMH A). Ycs 4acTWHA BUTPUMaHa B rpajalisx THXO1
3BYYHOCTI, 1 HaBiTh KyJbMiHawis (A3) Ha akopAOBii TeMi € «Tuxoto». OTxe,
B coHaTi Ne | BTimIO€ThCS i€t piIBHONPABHOCTI BCiX BIAOMHX TEXHIYHUX
NPUIOMiB TOHAJTBHOT MYy3HKH: TIOTi(DOHIYHNX, TOMO(OHHUX, 3aTy4EHHX JI0
HIMPOKOTO 3BYKOBOTO mouisl (po3mupeHoi ToHanbHOCTi). COHATHICTD
TpPakTOBaHa Kpi3b MPHU3MY JIpUYHOI CHOITISNAIBHOCTI, ane 30epeskeHi
OCHOBHI aTpuOyTH COHAaTHOTO MHCJEHHS: HACKPI3HHI PO3BUTOK,
JUHaMi3allisl, MOTUBHO-TEMaTHYHa POOOTa, «IIPOPOCTAHHS» TEMATH3MY 1
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Horo iHTOHAIlIiHA OHOPIIHICTh, B3aeMois-B3aemoBILIuB [.I1. i ILII. Ta
OOCATHEHHS SIKICHO HOBOTO pe3yJibTaTy B pempusi. Y conari
BUMAaJIbOBYIOTBCSI XapaKTepHi CTUIIbOBI 03HaKH My3uKH B. CunbBecTposa:
O0COONIMBUI THUN JIPUYHHUX 3BYKOYTBOPEHb, Tpajalii THXOi 3BYYHOCTI,
«pIBHOTIPABHICTH BCiX pericTpiB (hopTemiano, TSHKIHHS 10 OAHOYACTHHHOCTI
(Attacca), B mojanpmoMy OpUTaMaHHE iHCTPYMEHTaJbHHUM TBOpPaMm
KOMITO3UTOPA.

SlckpaBUM MPUKIAJOM BTIICHHS A1aJIeKTHYHOCTI COHATHOI popMu
IIPH 3aByaJIbOBaHOCTI 11 KOMIIOHEHTiB-eTariB € hoprenianHa conara Ne2
B. CuneBectpona. Sk 3ayBaxxye H. IlIBens, «...conatu CuinbBecTpoBa
pillyde mMpOTUCTOSTH iHEPIii kKaHpPY fAK “THUMI30BaAaHOMY 3MicTy”
(B.Llykkepman)» [5, c. 144], To0To hopma-cxema noctynaerses popmi-
nporiecy. CoHaTa € OJTHOYACTUHHOIO; B Hill TOETHYETHCS CTUCITICTh Yacy i
HacCH4YeHicTh TeMaTu3My. «COHATHHH CIOKET» (BHUCIIB KOMIIO3UTOPA)
NOB'SI3aHUH 13 IIIECHPSIMOBAHUM PYXOM JI0 BEPIIMHH TBOPY — XOpaiy i
MOBEPHEHHSM Y JOKYJAbMIHALIHHOMY HamlpsAMKYy (aje Ha HOBOMY PiBHI).
CTBOpIOETHCSI HIOM KOHLIEHTpUYHA PopMa, ajie TOCITiJOBHICTh TEM Y IpyTii
MIOJIOBUHI COHATH MA€ PEPU3HUN XapakTep:

a b c d a, b, ¢ b,
BiJIbHA CepiliHa TapMOHIYHI  PEYUTATHUBU xopai coda
Tema i akopoBa Qirypamii i3 mapanenbHHM
BEpPTHKAIIb aJIeaTOPUYHUM

(Tpu3BYyKOBa) IIJIaHOM

OctrHatHIM (POHOM CIYTYE KIacTepHa BepTUKAJb (TPU3BYKH g-moll+as-
moll i xpomaTuuHUi KIacTep), sKa HEBIABOPOTHO MPOHU3YE TPHU
3BYKOYTBOPEHHS IO MOYATKy XOPaJbHOTO PO3AiNy, a MOTIM 3HHKAE,
«PO3YMHUBIIKCH B JICATOPUIHUX «MEPEXTiHHAX». [lepen Hamu coHaTHa
(hopma i3 HOBOIO TEMOIO B PO3po01i (X0opai) i AMHAMI30BaHOIO PETIPH30IO,
B SIKii BiJl LiTICHUX TEMOYTBOPEHD 3aJIUILAIOTHCS YPUBKH CEpiitHOT TeMH,
¢irypauiii, peuuTaTuBy. 3a1yM TBOPY PO3KPUBAETHCA y CIIOTYYaHHI PI3HUX
THUIIIB 3BYKOBOI OpraHizalii — aToHaJIbHOI (CepiiiHiCTh, KIacTepHui (oH),
aJIeaTopUIHO1, COHOPHUCTUIHOI, TOHAJIBHOI (€IEMEHTH aKOPAOBOI BEpTHKAJT,
TPU3BYKOBI Qirypatii, TeMa Xopaiy), a IIUpIIe — Pi3HUX THITIB 3By4aHb, 110
Ha ¢igocopcrKoMy PiBHI yOCOONIIOIOTH BIUHICTH 3ByKOBOTO OyTTS (HE
xao0c). Y penpr3HOMY pO3ALTi TapMOHI4HI (irypaiii — HepeABICHUKH X0paTy
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— 3aJIMINAIOThCS IIC/IS HHOTO, BOMparoun B ceOe eIEMEHTH YCiX 1HIIHUX
3BYKOKOMITIIEKCIB. I11ei, 3asBeHi B conari Ne 2, 3HAAyTh MPOIOBKECHHS B
onHI#N 3 HaWkpamux cuMmdoHii B. CuapBecTpoBa — MacmTaOHIN
onHouyacTHHHIM cuMmdonii Ne 5 (1982), ne kiaacTep, B SIKOMY «...MOXE
aKTyaJi3yBaTUCh OyIb-sfKa CTPYKTypa» [4, c. 65] CUMBOII3yE 3BYKOBY
€/THICTb.

Y conari Ne 3 4iTkO BUMaJTLOBYIOTECS PUCH KOMIIO3UTOPCHKOTO CTHITIO
B. CunpBecTpoBa. IHTOHAIIHO-IpaMaTypriqyHuii PO3BUTOK TIIHOIIIE
MOB'SI3aHUM 13 CTPYKTyporo coHaTH. [Ipu 30epekeHHI «IepeTiKaH D 13
YaCTHHH B YaCTHHY KOXKHa 3 HUX Mae cBoio ¢yHKHio. [leperun
1O TiOHIYHOT TEXHIKH 13 IPUHIIUITAMH COHATHOCTI BiZ0YBA€THCS 3 TIO3MUITI#H
BIJIKPUTOCTI BCIX MOINEPEIHIX CTHIIB; 00’ €qHYIOYMM (DAKTOPOM € came
IHIWB1IyaIbHICTh KOMIIO3UTOPCHKOTO MUCJICHHS, IO BIIKPUBAE MUISIX 10
MeTamoBH. bapouna mapa npenronis-¢gyra (BiamosigHo — I-1I yactunm)
nmonoHeHa noctiomiero (111 4.). JInms CunsBecTpoBa — 11 miepia crpoda
3BEPHEHHS JI0 HOBOTO aHPY; B MOJAIBIIIOMY OyIyTh HAMHCaHI OKpeMi
TBOPH 3 TAKOIO CaMOIO HA3BOIO, & «IIOCTIIOMIMHICTEY) CTaHE 0COOIMBUM
THMIIOM BHCJIOBJIIOBAHHS CYy4acHOIO KOMIIO3MTOPA,” BiJIKPHE IOPOrY IO
«HOBO1 MPOCTOTH». MOYKHA TIPOBECTH AHAJIOT1F0 MK ITOCTITIONIEIO 1 KOJTaMHU
B MI3HBOPOMAHTHUYHUX TBOPaX SK Pi3HUMH THUIIAMH MICISIMOBHU: y
POMaHTHKIB — IPOJOBKECHHS 1/IeaTbHOT MUTI, HeOaKaHHS PO3IyJaTUCh 13
imeanpHUM MuHYIUM; vy CHUIbBECTpPOBa — AYXOBHE OCMHCIICHHS,
noBucIOBIOBaHHS. ToMy IlocTiromiss — CMUCIOBUN IIEHTP COHATH i3
OCHOBHHUM XOpaJTLHUM PO3IiioM, 1¢e ii Tema (T1oai0Ho 10 Xopaay B COHATi
No 2) cmiBicHYE i3 aTOHATBHUMH «MEPEXTIHHAMIY. Take CIOIyIaHHsI —
XOpajbHa aKOPAOBICTh 1 aTOHAJILHICTH, ajeaTopuKa — CTAHE ONHIEIO 3
JIOMIHaHTOBHX O3HAK CTHITIO KOMIIO3UTOPA.

Horum y conarti Ne 3 ctae ocobnuBa metamizaiis ¢pakTypu. Yci
TEeMaTHYHO-3BYKOB1 YTBOPCHHS ITiATIOPSAIKOBAHI i71ei «IPOCITiBAaHOCTI»
(diryparii Menoan30BaHi, akOPAOBI BEPTHUKAII MalOTh FOPU30HTAIbHI
MIPOEKIIiil, HABITh COHOPHI KOMIUTEKCH — I1¢ HaImapyBaHHs iHTOHAMIH). [Tpu
YiTKiH HAasABHOCTI TPHOX YACTHUH BIAUYYBAETHCS TEHACHIIS IO

2.Y 1981-82 pp. Gyzne cTBOPEHO 3 MOCTIIOMIT: IS COMPAHO, CKPUITKHY, BIOJIOHYEITI 1
¢dopremniano, WIS CKPUIIKH COJIO, AJis BiojoHueni Ta dopreniano, y 1984
«[Tocmmozitoy st pOPTETiaHO 3 OPKECTPOM.
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OITHOYACTHHHOCTI (3aBISKH HACKPI3HOMY PO3BUTKY, HE3aMKHEHOCTI (TIpH
BiICYTHOCTI KaJaHCIB) YaCTHUH Ta attacca M)XK HUMH, TEPETiKaHHS
TeMaTU3My 3 TOTEPEIHbOI YaCTUHU B HACTYIHY). TBIp BiAPI3HAETHCS
MOTHBHO-1HTOHAIIIMHOIO €HICTIO TEMATHU3MYy: CEKyHIOBICTE 1 TEPITIEBICTH
SIK JTBa TUTaHM B [-if 9acTHHI, XOIU Ha CENTUMY, HOHY 1 3HOBY TEPITIE€BICTh-
CeKyHIOBicTh — y II-i1 wacTuHi, a B [II-if — 3By4aTh BCi mornepeHi MOTHBH,
IHTOHAITIT; B KOAI HMiAKPECTIOETHCS TEPITiEBE CITOYIaHHS MO BEPTHKATI 1
TepIlieBe CHiBBiAHOMEHHS ToHaIbHOCTEH (D-dur, Ges-dur, B-dur). Ilpu
IILOMY OCHOBHI TeMH B KOXKHi# YaCTHHI TOOY0BaHi 3a IPUHIIAIIOM Cepii, 3
JNBAHAMIATA HEMOBTOPHUX 3BYKiB, aje iX pPO3BHTOK BimOyBa€eThCS
noripoHITHIMH 3acobamu: B [ 4. — puTMidHE 301TBITICHHS OCHOBHOT TEMH
B cepeHbpOMY po3aiii (i po3ocepemkerns Ha poHi mocTiiHoI irypariii d-
g-es 3 pizauMu O6acamu), B Il 4. oOuzaBi 12-TM3BYKOBI TeMu Gyru
PO3BUBAIOTHCS 33 3aKOHAMH TTOTIOHITHOTO KAHPY: 1X MapHe MPOBEACHHS
Mae€ TapHi BiAmoBiai anamoriaao T-D cmiBBimHOMEHHSM (B eKCTIO3HITiT [
TeMa Bia ToHy b, i BimmoBias — Bix e; Il rema Bix h, Biamosings Bix f; B
penpusi I, II Temu 3By4ats Bix h).

IIpenronito i pyry 00’ €MHy€E METOAMKO-TAPMOHIUHUH 3BOPOT-irypartis
KBapTa -TepIlisv, SKUH TPaHCPOPMYETHCS, TOMOBHIOIOUNCH HU3X1THOIO
CEKCTOIO B Apyromy (COHOpHOMY) po3iii pyru (Animato). Y moCTIIOmio
notparuiste ¢pparMeHT Animato 3 Qyru, SIKUi 4epryeTbes i3 OCHOBHOIO
temoro IIl wactuan (Andantino); yTBOPIOIOTHCS 4 Mapu MOMIOHUX
MPOBE/ICHb.

3HavyeHHs JIEUTMOTHBHOTO 3BYKOYTBOPCHHsI Ha0yBae TepilieBa
(mermmMoBa) BepTHUKAIb, SIKa HACKPI3HO MPOXOANTH KPi3b YCi YACTHHH 1 B
3aBEpILEHHI CTa€ CMUCIOBOIO TOYKOIO MOMEPETHHOIO PO3BUTKY COHATH.
KommosuiiifHo-IpamMaTypridaai 0COOIMBOCTI KOXKHOT YaCTHHH OOYMOBJICH1
BIUIMBOM IPUHIUIIIB COHaTHOCTI. Tak, B mpemtoaii 1 ¢y3i penpusu
nuHamizoBati (popma npemonii ABA |, byru — A A, ne A — cama ¢yra,
A, — il coHopHHMii BapianT); y moctiawoaii (aB a B, a,B, a,B, coda)
3iCTaBIICHHS JBOX IUIAHIB — MEJIOAMKO-TAPMOHIYHOTO (@) 1 MEJIOIHMKO-
COHOPHOTO (B) — MPU3BOAUTH 11O TX B3aEMOI1 Y KOZi.

BucHoBku. B. CribBecTpoB — OJHWH i3 HeOararbox CyJacHHUX
KOMIIO3UTOPiB, XTO 3BEPTAETHCS 110 KAaHPY COHATH, 30epirarodm ii
KOMTIO3HITIHO-ApaMaTypridHi, CyTHiCHI 03Haky. Ha meprimii 11aH BUXOIUTE
MIPUHITUIT COHATHOCTI, abo ii imes, MO BTUTIOETHCS HACKPIZHUM PYXOM,
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JMMHAMI3AIIEI0 PETPU3H, TOCATHEHHSIM HOBOI SIKOCTI TEeMaTH3MYy, HOTO
IHTOHAIIIHHUM «IIPOPOCTaHHSAMY» (BapiaHTHICTIO). XapaKTEPHUM CTa€E
CHHTE3 €JICMEHTIB CEpiHOCTI, aJlcaTOPUKH, COHOPUKH 1 MPUHOMIB
moJTipoHIYHOT TEXHIKH, YHIBEPCATLHUX 110 CBOiM pupoi (B conatax Ne 1,
Ne 3); ToHanBHOTO BeepeIuHi aTOHAIBHOTO ((POHI3M TOHATIBHUX CTPYKTYP
coHaTu Ne 1 — BUTOK COHOpHHX ¢()eKTiB Y HACTYITHHX COHATaX).

dopremniaHHa coHaTa HaOyBae 3HaYCHHs 0araTOBUMIPHOTO KaHPOBO-
KOHCTPYKTUBHOTO TBOpPY, 3JaTHOTO BMICTUTH BECh CIEKTp
KOMIIO3UTOPCHKHX YIIOM00aHb: BiJl pi3HOPITHOCTI My3HYHOTO TEMATH3MY
1 THITiB HOTO PO3BHUTKY /10 TOHKHUX HIOAHCIB 3ByKOBHIOOYBaHHS, IpaaaIlii
THXO1 TMHAMIKH, 0COOIMBOCTEH IeIai3ariii.

Tpu coHatn Jar0Th pO3yMIHHS CTICU(IKH KOMIO3UTOPCHKOTO CTHITIO,
TIPOB1THOIO PHUCOTO SKOTO € JIIPU3M: I AKiCTh MuceHHS B. CriibBecTpoBa
TIPOSBIIAETHCA Ha BCiX piBHAX (TeMaTusMy, GakTypH, apamaryprii). [i
HOCISIMH-3HAKaMH BUCTYTIAIOTh TEPITIEBICTH (B MEIOIUKO-IHTOHAITIHHUX
3BOpOTaxX, TAPMOHIYHIN BepTUKaJi, TOHATbHUX CITiBBITHOIICHHSX);
YOTHPHUTOJIOCHA (XOpaTbHa) aKOPIOBICTH 3 OTIOPOIO Ha TPU3BYKOBICTH (aje
MOJAJTLHOTO THITY); TAPMOHIYHI ¢irypaiii cekBeHItiiHoro Buay. CydacHi
TEXHIKH TaKOX IIPOIYLIEH] KPi3b MPU3MY JIipU3allii; COHOpUKa BUXOIUTD Ha
MePILN TJ1aH, ajleaTopryHi YparMeHTH TEX MiAIMOPSAAKOBaHi i1ei PoHi3MY;
CEPIMHICTh TPAKTYETHCA BiIbHO, BOHA TOPKAETHCS TITbKU BUKIAJICHHS
OCHOBHUX TeM 0€3 MOJaJbIIUX BapiaHTIB poOOTH i3 cepi€ro.
ExcripecHBHICTD AUCOHAHCIB IMOM’SIKILIEHA PUTMOM: BC1 «TOCTP1» XOAU HiOH
3aBHCAIOTh Ha JIOBTUX TPUBAJIOCTIX. ATOHAaJIbHICTh CIIBICHYE i3
TOHAJILHUMU 3BYYaHHSIMHU 1 CIIPUIAMAETHCS SIK 11 JTOTT1YHE MPOJJOBKCHHSI.

IlepcnekTnBa MOJAJbIIOT0 PO3BUTKY TeMH BOAaYaeThCs B
0o0rpyHTYBaHHI ychoro ¢oprenianHoro gopodky B. CunbBecTpoBa sk
CaMOZIOCTAaTHBOI XyIOKHBOI CHCTEMH, IO € YBUPAa3HEHHSM 3acajl Horo
CTHJIHOBOTO MUCIICHHS. 3a MEKaMH MPOTIOHOBAHOI CTATTI 3aJIUIINBCS LIUKJT
3 TpboX coHat «pama» (1970-1971 pp.): ansa ckpunkd i popreniano, s
BioJoHYeni 1 gopremniano i Tpio-coHara, Takox BiomoHuenbHa (1983) i
ckpunkosa (1990) coHaTy KOMIO3UTOPA. IX KOHIENIiiHui aHATTi3 JOTOBHUTE
BHUCHOBOK II[OJI0 POJIi )KaHpy coHaTu y TBopyocTi B. CunbBecTpoBa He
TUIBKY Ha €TaIli CTAHOBJICHHS CTUITIO, aJle i BIIPOIOBK BCi€l €BOMIOLIT HOTO
XyA0KHBOTO MUCJICHHSI 1 CBITOCTIOTIISLAaHHS K (inocoda-mipuka.
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