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ADNOTARE

Aceasta publicatie reprezintd o elaborare metodologicd pentru disciplinele Instrument si
lectura la prima vizita la specialitatea Pian. Materialul propus poate fi folosit si in cursul Pian
general pentru studentii specialitatilor Muzicologie si Compozitie muzicala. Publicarea va servi
la extinderea repertoriului pedagogic al pianistilor in institutiile de invatimant muzical superior si
secundar. Publicarea si introducerea in practica concertistica si pedagogica a Sonatinei de Valerii
Sirohvatov contribuie la promovarea muzicii autohtone pentru pian din secolul al XX-lea.

Elaborarea metodologica propusd se bazeazd pe editia de note pentru pian realizatd de
Aliona Vardanean, doctor in studiul artelor si culturologie, profesor universitar interimar al
departamentului Pian al Academiei de Muzici, Teatru si Arte Plastice, Maestru in Arta. In textul
muzical se propune varianta autoarei in ceea ce priveste digitatia si pedalizarea.

ANNOTATION

This publication represents the methodology of the course Instrument and Sight-Reading
in Piano Performance Major. The proposed material can also be used in the General Piano course
for students majoring in Musicology and Musical Composition. The publication contributes to the
expansion of the pedagogical repertoire of pianists in higher and secondary musical educational
institutions. The publication and implementation into concert and pedagogical practice of Sonatina
by Valery Syrokhvatov serves to promote national piano music of the 20th century.

Present publication is edited and revised by the PhD in Arts, Acting Professor of the Piano
Department of Moldova Academy of Music, Theater and Fine Arts, Master of Arts Alyona
Vardanyan. The musical text offers a variant of fingering and pedalization developed by the editor.

AHHOTANUA

Hacrosimee wu3nanue npencraBiaseT cOO0H METOAMUYECKYIO pa3paboTKy IO Kypcey
Hucmpymenm u umenue c aucma 1o crenuansHoctu @opmenuano. 11pennokeHHbI MaTepua
MOJKET OBITh HCIIOJIb30BaH TaKXke B Kypce OQoujee hopmenuano nisi CTyJACHTOB CIIELUAIBHOCTEN
Mpy3vikogeoenue v Mysvikanvhaa komnosuyus. IlyOnukanus crnocoOCTBYET pacIIMpPEHUIO
MeIarOTMYECKOr0  pernepTryapa MUAHMCTOB B BBICHIMX M CPEAHUX MY3bIKAIbHBIX YUEOHBIX
3aBelIeHUsAX. BpIX0 13 meyaTu 1 BHEAPEHUE B KOHUEPTHO-IIEJarOrMYECKyI0 MpakTUKy COHaTHHBI
Banepus CripoxBaToBa CIIyKUT IIpoMaraH/ie 0Te4eCTBEHHON GopTenuaHHoi My3bIku XX Beka.

[Ipenyaraemoe H37aHuE OCHOBAaHO HA IHAHUCTUYECKON peNaKIUM, OCYIIECTBICHHOMN
KaHIMJaTOM UCKYCCTBOBEICHUS U KYJIbTYPOJIOTHH, U.0. Tpodeccopa aenapramMmeHTa @opmenuano
AkaneMuu My3bIKH, T€aTpa U U300pa3uTeNbHbIX UCKYCCTB, Maestru in Arta AneHoii BapnansH. B
HOTHOM TEKCTE MPEAJIOKEH pa3padOTaHHBIA PEIaKTOPOM BapHaHT alllUIMKATYpPhI U Te1aT3aluu.



COMPOZITORUL VALERII SIROHVATOV:
REPERE ALE PARCURSULUI CREATOR

Valerii Sirohvatov s-a nascut la 18 august 1935 in orasul Ciusovoi, regiunea Perm a
Federatiei Ruse, a decedat la 02 martie 1982 in Odessa. A studiat muzica de la varsta de 11 ani la
scoala de muzicd de sapte ani din Belgorod-Dnestrovsk, la specialititile de vioara si pian. Aproape
imediat, au aparut primele incercdri de compunere a muzicii: piese pentru vioard si pentru pian.
Din 1950, a studiat la Scoala muzicala speciald de pe langd Conservatorul de Stat din Chisindu,
unde a urmat lectiile de compozitie din clasa a 8-a. Tn 1953 a absolvit Scoala cu medalie de argint
sia intrat la Conservator in clasa de compozitie a profesorului L.S. Gurov. Dupa absolvirea
Conservatorului, a lucrat ca profesor la aceasta institutie (1958-1963), la Institutul Pedagogic din
Cerepovet (1963—-1967), la Conservatorul din Odesa (1967—1972). in perioada 1962—1963 a fost
secretar executiv al Consiliului Uniunii Compozitorilor din RSSM, din 1970 pana in 1973 —
consultant al Organizatiei din Odesa a Uniunii Compozitorilor din RSSU.

Lucrari: opere — Dzelika (impreuna cu P. Rivilis, pe baza basmului de K. Gozzi, 1957),
Doudazeci de ani mai tarziu (pe baza piesei de M. Svetlov, 1958), Muha-¢ocotuha (pe baza basmului
de K. Ciukovski, 1965); pentru cor si orchestra simfonica — cantate: Biaka-zakaliaka (cuv. de K.
Ciukovski, 1965), Lenin este in viata (cuv. de V. Maiakovski, 1969); pentru orchestra simfonica
— Scherzo (1954), Uvertura (1961), Simfonie de camera (1964), fresca Comunarii (consacrata
aniversarii de 100 de ani ai Comunei din Paris, 1971), Suita ucraineana (1973), suita Imnuri (1975),
Allegretto cu variatiuni in memoria lui J. Haydn (1976), Uvertura vesela (1976); pentru tambal si
orchestra — Concert (1974); pentru ansamblul violonistilor — Amintirea Moldovei (1978);
cvartete de coarde — primul (1959), al doilea (1963), al treilea (1967); trio pentru pian (1972);
pentru vioari si pian — Rondo (1955), Sonatina (1963); pentru vioara si vioeloncel — Duet in
memoria lui Mozart (1979); pentru pian — doud sonate moldovenesti (1959, 1962), Partita (1962
), trei preludii si fugi (1963), Variatiuni usoare pe tema lui C. Kiui (1973); pentru vioara solo —
Sonata, Partita (1968); pentru voce si pian — romante; coruri; cantece pe cuvintele poetilor
moldoveni si ucraineni; muzica pentru Spectacole dramatice si filme; prelucrarea céntecelor

populare ucrainene, moldovenesti si rusesti.



COMPOSER VALERY SYROKHVATOV:
MILESTONES OF MUSICAL CAREER

Valery Syrokhvatov was born on August 18, 1935 in the town of Chusovoy of Perm region
in the Russian Federation, died on March 2, 1982 in Odessa. He began studying violin and piano
from the age of 11 at the Belgorod-Dnestrovsky's Music School. Almost immediately there were
first attempts to compose music: pieces for violin and for piano. From 1950 he studied at theCentral
Music School at the Chisinau State Conservatory, where he attended composition lessons from the
8th grade. In 1953 he graduated from Music School with a silver medal and entered the
Conservatory in the composition class of Professor L.S. Gurov. After graduating from the
Conservatory, he worked as a teacher at this institution (1958-1963), at the Cherepovets'
Pedagogical Institute (1963-1967), at the Odessa Conservatory (1967-1972). From 1962 to 1963 he
was executive secretary of the Council of the Union of composers of Soviet Republic of Moldova,
from 1970 to 1973 consultant of the Odessa Organization of the Union of composers of the Soviet
Republic of Ukraine.

Works: operas — Dzelika (with P. Rivilis, based on the fairy tale by K. Gozzi, 1957), Twenty
years later (based on play by M. Svetlov, 1958), Muha-Tsocotuha (based on the fairy tale by K.
Chukovsky, 1965); for Choir and Symphony Orchestra — cantatas: Biaka-Zakaliaka (text by K.
Chukovsky, 1965), Lenin is alive (text by V. Mayakovsky, 1969); for Symphony Orchestra —
Scherzo (1954), Overture (1961), Chamber Symphony (1964), fresco Communars (dedicated to the
100th anniversary of the Paris Commune, 1971), Ukrainian Suite (1973), Suite Hymns (1975),
Allegretto with Variations in Memory of J. Haydn (1976), Cheerful Overture (1976); for cymbal
and orchestra — Concerto (1974); for violinists ensemble —Remembrance of Moldova (1978);
string quartets — First one (1959), Second one - (1963), Third one (1967); Piano trio (1972); for
violin and piano — Rondo (1955), Sonatina (1963); for violin and cello — Duet in memory of Mozart
(1979); for Piano — two Moldovan Sonatas (1959, 1962), Partita (1962), Three Preludes and
Fugues (1963), Light Variations on C. Cui's Theme (1973); for ViolinSolo — Sonata, Partita (1968);
for voice and piano — romances; choirs; songs with texts of Moldovan and Ukrainian poets; music
for dramatic performances and films; arrangements of Ukrainian, Moldovan and Russian folk

songs.



KOMITO3UTOP BAJIEPUM CBIPOXBATOB:
BEXHU TBOPYECKOI'O IIYTHU

Banepuii I'ennagueBuuy CripoxBatoB pomuiics 18 aBrycra 1935 B ropoae YycoBom
ITepmckoii o6mactu Poccutickoit @enepanun, ymep 02 mapra 1982 B Onecce. Yumiics My3bIKe €
11 ner B benropoa-JlHecTpOBCKOW My3BIKAIBHOM IIKOJIE-CEMUJIETKE IO KjlaccaMm CKPHUIIKH U
doprenuano. [Toutu cpasy e MOSIBUIKNCH U TIEPBHIC TOMBITKA COYMHEHUSI MY3bIKU: CKPUITUYHBIC
n ¢oprenuanHbie mbechl. C 1950 r. yumics B CpemHedl crienMalbHOW MY3bIKAIbHOM IIKOJIE-
necstuiietke npu KummHeBcKol rocyJapCTBEHHOM KOHCEpBATOpHUM, TIe ¢ 8 Kiacca Mocelan
3aHsTHS Kommosuimed. B 1953 r. 3akoHUYMI mKONMy C cepeOpsHON Menanblo W TOCTYIHI B
KoHcepBaTopckmii kiacc mpodeccopa JI.C. I'ypoa mo cnenmansHoctu Komnosuyus. Ilocie
OKOHYaHMs KOHCEpBAaTOpUH paboTan mpemnogaBareneM B jgaHHOM By3e (1958-1963), B
UYepenosenkoMm mnenaroruyeckom HHCTUTYTE (1963-1967), B Onecckoit koHcepBaTtopuu (1967—
1972). B mepuon 1962-1963 rr. sBISICS OTBETCTBEHHBIM cekperapeM mpasieHus Corosa
kommo3utopoB MCCP, ¢ 1970 r. mo 1973 r. — xoncynbrantoM Opecckoil opranuzainuu Coroza
kommo3utopoB Y CCP.

Counnenus: onepsl — /[zeauxa (coBmectHo. ¢ I1. PuBummcom, o ckaske K. Tomwm, 1957),
Heaoyamv nem cnycmsa (no meece M. CernoBa, 1958), Myxa-Ijoxomyxa (no ckaske K.
Uykosckoro, 1965); njst xopa u cuM(pOHMYECKOr0 OpKecTpa — KaHTaThl: baka-3akanaxa (ci. K.
Yykosckoro, 1965), Jlenun scue (cn. B. Maskosckoro, 1969); njist cikM(pOHHYECKOT0 OPKecTpa —
Crepyo (1954), Veepmiopa (1961), Kamepnasa cumgponusn (1964), dpecka Kommynaper (x 100-
neruto [Tapmwkckoit kommyHbl, 1971), Vkpaunckas ctouma (1973), crouta I'umner (1975), Allegretto
¢ eapuayusmu namsmu M. Iationa (1976), Padocmnas ysepmiopa (1976); nns uuméan u
opkecrpa — Konyepm (1974); nas ancaméusi ckpunaveid —Bocnomunanue o Monoasuu (1978);
CTpYHHBIe KBapTeThl — [lepewiti (1959), Bmopoii (1963), Tpemuii (1967); ¢poprennannoe Tpuo
(1972); nns ckpunku u oprenuano — Porndo (1955), Conamuna (1963); miasi CKpUNKU U
Buosonuesn — /fyom namsmu Moyapma (1979); nist poprennano — aBe MOJIAaBCKHE COHATHHBI
(1959, 1962), ITapmuma (1962), Tpu npentoauu u ¢yru (1963), Jleekue sapuayuu na memy IJ.
Krwou (1973); nas ckpunku cono — Conama, [lapmuma (1968); nast ronoca n ¢poprennano —
POMAHCHI; XOpHbI; TIECHA Ha CIIOBA MOJIABCKUX UYKPAMHCKUX MOA3TOB; My3bIKa K JpaMaTHUECKUM

CHEKTaKJISAM U puiIbMaM; 00pabOTKH YKPaWHCKUX, MOJIABCKUX M PYCCKUX HAPOJHBIX MECEH.



Sonatina pentru pian Ne 2

(op.20)
(Dedicati lui Alexandr Abramovici)

V. Sirohvatov
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PARTICULARITATILE COMPOZITIONAL-DRAMATURGICE SI INTERPRETATIVE
ALE SONATINEI PENTRU PIAN NR. 2, OP. 20 DE V. SIROHVATOV:
COMENTARII METODICE

Prima parte a Sonatinei nr. 2 op. 20 este scrisa in forma de sonati clasica. In expozitie se
disting clar doud zone: prima include tema principald si puntea cu modulatia din G-dur in D-dur
(mm. 1-11), a doua — tema secundara si concluzia, consolidandu-se tonalitatea dominantei (mm.
11-32). Tema principald poartd un caracter vesel, optimist, cu elemente de dans, ceea ce este
evidentiat prin indicatia de tempo a autorului Allegro moderato cu remarca risoluto. O remarca
importantd Tn acest context tine de faptul ca interpretul trebuie sd urmeze cu strictete nuantele
dinamice propuse de compozitor si sa acorde o atentie deosebitd calitatii procedeului staccato.
Tema secundara (mm. 11-26) nu isi pierde trasaturile de dans, dar se deosebeste printr-un caracter
mai liric. Aici este necesar sa se foloseasca o atingere profunda la executarea duratelor mari in
partea mainii drepte, iar la sfarsitul partii secundare este necesar sa se desluseasca clar motivele din
doua sunete. Sectiunea concluziva a expozitiei se bazeaza pe acorduri decisive expuse intr-un ritm
sincopat, urmate de o miscare descendentd spre cadenta finald in tonalitatea D-dur. Tn timpul
mentinerii structurii verticale trebuie de evidentiat melodia vocii superioare in acorduri.

Tratarea contine doud faze. Prima faza (mm. 33-49) se bazeazd pe dezvoltarea imitativ-
polifonica a temei principale, a doua (mm. 50—65) — pe contrastul ritmic al optimelor ostinate si
»ecourilor” timbrale ale motivelor din doud misuri ale temei principale. in procesul de lucru asupra
facturii imitative, este util de a analiza schema coloristica a intregii sectiuni.

Repriza (mm. 66-103) este alcatuitd in conformitate cu canoanele clasice, cu respectarea
tuturor relatiilor tonal-tematice.

A doua parte a Sonatinei reprezinta centrul liric al opusului. Ea este scrisa in tonalitatea c-
moll, Tn tempoul Largo organizata ca o forma tripartitd simpla cu coda. Sectiunea initiala (mm. 1-
14) se bazeaza pe expunerea si dezvoltarea ulterioara a doud elemente contrastante: o melodie pe o
voce si 0 succesiune armonica. Contrastul se realizeaza prin registru (grav — superior-mijlociu al
diapazonului), factura (monodie — acorduri), dinamica (f — meno f) si poate fi amplificat datorita
predominarii volumului sonor al pértii mainii stangi in linia tematicd monodicad si a sonoritatii

stridente deosebite a vocii superioare in structura acordurilor.
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Sectiunea mediand, bazatd pe o tema noud, se divizeaza in patru faze mici: in prima faza
(mm. 15-19) rasuna o0 tema apropiata cu cea initiala prin expunerea la unison intr-un registru grav,
a doua (mm. 20-23) o dezvolta imitativ, a treia (mm. 24-31) se remarca prin forma caracteristica
de acompaniament ostinat si ornamentarea melodiei in stil folcloric, a patra (mm. 31-40) pregateste
repriza. Principala sarcind interpretativa trebuie sa fie tendinta de a uni aceastd diviziune a formei,
care are o structurd fractionatd, iar drept mijloc de unitate poate servi intonatia initiald comuna a
fragmentelor tematice, colorate cu un rubato delicat.

Repriza dinamizatd (mm. 40-56) semnificd culminatia principald a piesei (mm. 48-52),
nivelul intensitatii sunetului atingdnd ff. Factura este complicata prin expunerea materialului in
stretto pe doud voci cu dublari masive in octava. Schimbarile agogice de tempo (accelerando,
ritenuto) servesc ca mijloace suplimentare de amplificare a intensitatii emotionale. Pentru a crea
calitatea stereofonicitatii, este recomandabil sa se evidentieze vocea superioara Tn octavele din méana
dreapta, iar cea inferioara in octavele din ména stanga.

Coda (mm. 56-72) readuce ascultatorul in atmosfera naratiunii lirice, amintind dupa factura
partea mediana a formei.

Finalul Sonatinei, scris in forma de Rondo din cinci parti si o coda, este sustinut in tempoul
Allegro scherzando. Caracterul muzicii este determinat de tema refrenului (mm. 1-16), care contine
doua elemente. Primul (mm. 1-2) se distinge printr-o facturd acordica, fragmentare motivica si
ritmica sincopata. Al doilea element (mm. 3-4) se bazeaza pe o combinatie contrastanta de miscare
continud a saisprezecimilor Tn mana dreaptd si un acompaniament de tip tambal in méana stanga.
Refrenul este scris in forma bipartita simpla si se remarca prin surprize armonice, deoarece fiecare
repetare are propriul plan tonal: expunerea se desfasoara conform planului G-dur — e-moll, G-dur —
h-moll, D-dur, repetarea sa realizeaza planul G-dur — e-moll, G-dur — h-moll, versiunea finala este
G-dur — a-moll, C-dur — e-moll, G-dur. Scopul principal al interpretului constd in crearea unui
caracter jucaus, vesel, optimist, redat prin tehnica digitald usoard, clard, combinatd cu articulatii
elastice, tenace.

Ambele episoade deriva tematic din refren. Tn primul dintre ele (mm. 17-36), este
interesanta metoda de re-ritmizare, cand succesiunea de motive din doi timpi da nastere iluziei de
trei timpi, iar la final se foloseste efectul incetinirii, evidentiata de remarca ritenuto. Se merita de
subliniat caracterul imitativ al constructiei initiale, colorat prin nuanta de dans si scherzo, care poate

fi realizata expresiv, constientizandu-se rolul sincopei. Al doilea episod (mm. 53-72) sintetizeaza

24



elemente atat ale refrenului, cat si ale primului episod. Coda se inscrie perfect in acest context fiind
construita pe materialul ultimului episod (mm. 89-116).

Unitatea ciclului tripartit al Sonatinei este asiguratda de individualizarea functionald a
partilor, legaturile intonative si spiritul national al muzicii. Aceasta lucrare presupune ca interpretul
intelege specificul muzicii populare moldovenesti, posedd abilitati profesionale bune si un inalt

nivel de artistism scenic.
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COMPOSITIONAL-DRAMATURGICAL PARTICULARITIES
AND INTERPRETATION OF THE SONATINA FOR PIANO NR. 2, OP. 20 BY
VALERY SYROKHVATOV: METHODICAL COMMENTS

The first part of Sonatina No. 2 Op. 20 is written in sonata form, interpreted traditionally.
Two zones are clearly distinguished in the exposition: the first unites the Prime and Transition
subject groups with modulation from G Major to D Major (mm. 1-11), the second - the Second and
Closing subject group, securing the dominant tonality (mm. 11-32). The image of the main theme
is determined by a cheerful, optimistic character with elements of dance, which is emphasized by
the author's indication of the tempo Allegro moderato with the remark risoluto. For the performer
it is important to follow precisely dynamic marks offered by the composer and pay special attention
to the quality of finger staccato touch. The in a syncopated rhythm, followed by a descending
movement contrasting in dynamics theme of the Second subject group (mm. 11-26) does not lose
its dance basis, while differing in a more lyrical character. Here it is necessary to use deep touch
while playing long notes in the right hand and at the end of Second subject group clearly separate
two-sounds motifs. The final section of the exposition is based on decisive chords to the final
cadence in the key of D Major. While saving all sound structure of the vertical, it is important to
listen for the melody in the tops of the chords.

Development contains two phases. The first one (mm. 33-49) is based on the polyphonic
imitation development of the First theme, the second one (mm. 50-65) is based on the rhythmic
contrast of the ostinato eighth notes and two-stroke timbral echoes of the "fragments™ of the First
theme. Working at imitation type texture it is beneficial to think over the coloristic plan of the entire
section. Recapitulation (mm. 66-103) is built according to the classical canons with observance of
all tonal-thematic relations.

The Second part serves as a lyrical center. It is written in the key of C minor, in the tempo
of Largo and solved as a simple three-part form with a coda. The initial section (mm. 1-14) is based
on the exposure and subsequent development of two contrasting elements: a one-voice melody and
a harmonic sequence. The contrast is manifested in the register position (low register — upper-
middle segment of the range), texture (monotone — chord warehouse) and dynamics (f — meno f).
To emphasize the contrast one may do so by dominating the sound volume in the left hand in

monodic thematic line and by special underlining of higher voice in chord structure. The middle
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section, based on a new theme, is divided into four small phases: the first (mm. 15-19) presents a
theme consonant with the initial unison presentation in a low register, the second (mm. 20-23)
imitatively develops it, the third (mm. 24-31) is notable for the characteristic form of ostinato
accompaniment and ornamentation of the melody in folklore style, the fourth (mm. 31-40) prepares
a reprise. The main task of performance should become the pursuit of uniting this fractional by
structure episode of the form, with this the option of unification can be general beginning intonation
of thematic fragments colored by delicate rubato.

The dynamic reprise (mm. 40-56) bears the main climax of the part (mm. 48-52), where the
level of sound intensity reaches ff. The texture is complicated by a two-voice stretch in massive
octave duplications. Agogical tempo changes (accelerando, ritenuto) serve as additional means of
enhancing emotional intensity. In order to create a good quality stereophonic effect it is advised to
underline the top voice in right hand octaves and lower voice in left hand ones. Coda (mm. 56-72)
returns the listener to the atmosphere of lyrical narrative, texturally reminding of the middle part of
the form.

The Finale of the Sonatina, written in the form of a five-part Rondo with a Coda, is
sustained in the character of Allegro scherzando. Its figurative structure is determined by the theme
of the refrain (mm. 1-16), which contains two elements. The first one (mm. 1-2) is distinguished
by a chord texture, motif fractionality and elastic syncopated rhythmics. The second element (mm.
3-4) is based on a contrasting combination of continuous movement of the hexadecimal in the right
hand and a "cymbal™ accompaniment in the left. The refrain is presented in a simple two-part form
and is notable for harmonic surprises, each performance has its own tonal plan: the exposure unfolds
according to the plan G Major — E minor, G Major — B minor, D-dur, its repetition is G Major — E
minor, G Major — B minor, the final version is G Major — A minor, C Major — E minor, G Major.
Pianist's main task should become a creation of playful, happy, cheerful character, embodied by
means of light articulated finger technique in combination with tight distinguished touch.

Both episodes are thematically derived from the refrain. In the first of them (mm. 17-36),
the method of re-rhythmization is interesting, when a sequence of two part motives gives rise to the
illusion of three quarter time, and at the end the effect of written deceleration, enhanced by the
remark ritenuto, is used. Here it is important to underline the imitation character of primary

structure, colored by playful danceability, which can be vividly realized by understanding the role
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of expressive syncope. The second episode (mm. 53—72) synthesizes elements of both the refrain
and the first episode. It is not by chance that Coda is built on its material (mm. 89-116).

The unity of the three movements cycle of Sonatina is ensured by the functional
individualization of the parts, intonation connections and the strong national foundation of music.
This composition requires the performer to understand specifics of Moldovan folk music, good
professional skills and a certain level of stage artistry.
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KOMIO3UIUOHHO-APAMATYPI'HYECKHUE U UHCIIOJIHUTEJIbCKHUE
OCOBEHHOCTHU COHATHUHBI UI1 ®OPTEIIMAHO Ne 2, COUY. 20
BAJIEPUSA CBIPOXBATOBA:

METOAUYECKUE KOMMEHTAPUN

MepBas yactb Conamunvt Ne 2 cod. 20 Hamwcana B cOHaTHOW (hopMe, TPaKTOBAaHHOM
TPaAMLHOHHO. B 9KCMO3ULUN YEeTKO pa3srpaHUuuBAIOTCS JBE 30HbIL: MepBas 00bEIUHACT IIIABHYIO
U cBs3ymolyto naptuu C moayismuedn w3 G-dur B D-dur (tr. 1-11), Bropas — moOOYHYyIO H
3aKJTIOUUTENBHYIO0, 3aKPETUISIONIYI0 TOHATBHOCTh AOMUHAHTHI (TT. 11-32). O6pa3 riaBHON TeMbI
OIpeAessIeTCs KU3HEPAJOCTHBIM, ONTUMUCTUYECKUM XapaKTEpPOM C JIEMEHTOM TaHIIEBAIbHOCTH,
4TO MOJYEPKHYTO aBTOpPCKUM ykaszanuem temma Allegro moderato ¢ pemapkoii risoluto.
VcrioHUTENI0 Ba)KHO TOYHO CJIEIOBATh IPEII0KEHHBIM KOMIIO3UTOPOM AMHAMUYECKUM OTTEHKaM
U yJIelnuTh 0c000€e BHUMaHKME KauecTBY IITpHUXa MajblieBoro staccato. Tema noGouyHoit napTuu (TT.
11-26) He TepseT TaHLEBAJIbLHOI OCHOBBI, OTJIMYASCH NPU ITOM 0oJee TUPUIECKUM XapaKTepOM.
3n1ech HE0OXOAUMO HCIIONIB30BaTh INTyOOKOE TyIle NpPU MCIOJHEHUU KPYMHBIX JUIMTENbHOCTEH B
NapTUH MPaBOM PYKH, @ B KOHIE MOOOYHON MapTHUH YETKO pa3rpaHUYUBATh JBY3BYUYHbIE MOTHBBI.
3aKJIFOYUTENBHBIM pa3/ieNn 9KCIO3ULIUN OCHOBAH HA PELIMTENbHBIX aKKOPAAX B CUHKONHMPOBAaHHOM
pHUTME, CMEHSIOUIMXCSI KOHTPACTHBIM 10 AUHAMHKE HUCXOASAILINM JBI)KEHHEM K 3aKITI0UUTEIbHOMY
KajaHcy B ToHaibHOCTH D-dur. Ilpm coxpaHeHHMH Bcell 3BYKOBOW CTPYKTYPBI BEPTHUKAIM BaXKHO
MPOCIYIINBATh B aKKOPAAX MEJIOJHIO BEPXHETO rojoca.

Paspaborka conmepxutr nse ¢asel. Ilepas (tr. 33-49) ocHOBaHa Ha HMMHTAIMOHHO-
NOMM(OHNYECKOM DPa3BUTHH TJIaBHOW TeMbl, Bropas (TT. 50-65) Gasupyercs Ha PUTMHYECKOM
KOHTPACTE€ OCTUHATHBIX BOCBMBIX M JBYTaKTOBBIX TEMOPAIbHBIX MEPEKINYEK «OCKOJIKOBY IIaBHON
Tembl. B paboTe Haj MMUTAIIMOHHOM (PAaKTypOil 1MOJIe3HO MPOAYMaTh KOJOPUCTHUECKHUH IJIaH BCETO
paszzaena.

Pempuza (t1. 66-103) mocTpoeHa NO KJIACCHYECKUM KaHOHAM C COOJIOJCHHEM BCEX
TOHAJIBHO-TEMATUYECKUX COOTHOIICHUH.

Bropasi yacTh BBIONHIET (PYHKIMIO JTUPHUYECKOTO eHTpa. OHa HamucaHa B TOHAJIBHOCTH
c-moll, B remmnie Largo u peniena kak mpocras Tpex4yacTHas ¢popma ¢ komoid. HawanbHblil pasmen
(rt. 1-14) mocTpoeH Ha OKCIIOHHPOBAHMH W TIOCIEIYIOUNIEM pa3BUTHU JBYX KOHTPACTHBIX

OJICMCHTOB!: O,Z[HOFOJ'IOCHOI\/'I MCJIIOAUHU U FapMOHquCKOﬁ IOCJICA0BATCIBbHOCTH. KOHTpaCT
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NPOSIBIICTCS. B PETUCTPOBOM IMOJIOKEHWW (HU3KUH pPETHCTp — BEPXHE-CPEAHUH OTPE30K
nuanasona), (gakrype (OgHOroJ0CHEe — akKOpAOBbIA ckian) u auHamuke (f — meno f). Ycumurs
KOHTPACT MOKHO 3a CHET MpeoOiaJaHus 3ByKOBOro 0ObeMa MapTHH JIEBOM PYKH B MOHOJIUHHON
TEMaTU4YECKOH JINHIUHM B 0COO0H MPOH3UTEIHHOCTH BEPXHETO rojoca B aKKOPIOBOM MOCTPOCHUH.

Cpennuii paszzen, OCHOBaHHBI Ha HOBOW TeMe, MOJpa3/eiseTcss Ha 4YeThipe HeOOoJbIIue
¢a3br: iepBas (T1. 15-19) npencraisgeT TeMy, CO3ByYHYIO Ha4aJlbHOW YHUCOHHBIM H3JIOKEHUEM B
HU3KOM peructpe, Bropas (Tr. 20-23) uMHTaNMOHHO pa3BuBaeT ece, TpeThs (TT. 24-31)
nprUMeyYaTesibHa XapaKTepHOH (OPMON OCTUHATHOTO COMPOBOXKICHHS M OPHAMEHTHPOBAHHEM
menonuu B (GoJbpkiIopHOM crwie, derBepras (TT. 31-40) rortoBur penpusy. OCHOBHOM
UCTIOJIHUTENBCKOW 3a7aueil JOIDKHO CTaTh CTPEMJIEHHE K OOBEAMHEHHMIO 3TOr0 JpOOHOro Io
CTPYKType pazaena (pOopMbI, IPU 3TOM CPEICTBOM €IMHCTBA MOKET BBICTYMHUTH OOIIas HadalbHas
MHTOHALMS TEMAaTHYECKUX (ParMeHTOB, OKpallIeHHAs! JearKaTHbIM rubato.

HNunamuueckas penpusa (T1. 40-56) HeceT Ha cebe TIaBHYIO KyJIbMHHALNIO YacTH (TT. 48—
52), rae ypoBeHb 3BYKOBO#l HampspkeHHOCTH nocturaer ff. dakTypa ocioXHEHa JBYXTOJIOCHON
CTPETTO B MAaCCHUBHBIX OKTaBHBIX HyOJUpPOBKaX. JlOMOJHHUTENBHBIMU CPEICTBAMHU YCHUJICHUS
IMOIMOHAIILHOTO HaKajia CIIy)KaT arormvyeckue uameneHws temma (accelerando, ritenuto). Jlus
CO3JIaHMsI KadecTBa CTEPeO(OHMYHOCTH LEJIeCO00pa3sHO BBIIEIATH B «IIPABOPYYHBIX» OKTaBax
BEPXHHIA TOJIOC, a B «JICBOPYYHBIX)» — HU)KHUH.

Koma (rr. 56-72) Bo3Bpamiaer  ciymareas B atMocdepy  JIMPUYECKOI
MOBECTBOBATEIBHOCTH, (DaKTypHO HANIOMUHAS O CPEeIHEH YacTu (OPMBI.

@®uHAJI COHATHHBI, HAIMCAHHBIA B (hOpME MATHYACTHOTO POHJO C KOJAOH, BBIAEpPKAH B
xapakrepe Allegro scherzando. Ero o6pasusiii crpoii onpexaensercs temoil pedpena (tr. 1-16),
KOTOpasi COJCPKUT JjBa dneMmeHrta. [lepsoiii (TT. 1-2) oTimMyaeTcs akKoOpaoBOil (akTypow,
MOTHBHO# APOOHOCTBIO M YNPYroil CHHKOIHPOBAHHOI puTMUKOW. Bropoii anement (TT. 3-4)
CTPOMTCSI HA KOHTPACTHOM COEIMHEHUU HENPEPBHIBHOTO JABMKEHUS IIECTHAIATHIMU B IPABOU pyKe
U «uuMOaTbHOTO» aKKOMIIaHEMEHTa B JeBO. PedpeH mpencTaBieH B MPOCTOM  JBYXYacTHOM
¢dbopMe U mpuMeyaTesleH rapMOHUYECKHUMH HEOKUJAAHHOCTSIMH: Ka)KI0€ MpPOBEIACHHE UMEET CBOM
TOHAJIBHBIN IJIaH: KCIIOHUPOBaHKUE pa3BepThiBaeTcs no mwiany G-dur — e-moll, G-dur — h-moll, D-
dur, ero nosropenue — G-dur — e-moll, G-dur — h-moll, utorossiii Bapuant — G-dur — a-moll, C-

dur — e-moll, G-dur. I'maBHO# 3agaueii UCIIOJHUTENS JTOJKHO CTaTh CO3JaHHE IIyTIUBOIO,
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BECEJIOr0, KMU3HEPAJOCTHOTO XApAKTepa, BOIUIOMIEHHOTO CPEICTBAMU JIETKOM, YETKOW MaJIbLIEBON
TEXHHUKHU B COYETAHUHU C YIIPYTUMH, HEIKUMU IITPUXAMHU.

Ob6a »mu30[a TEMATUYECKH MPOU3BOJAHBI OT pedpena. B mepBom u3 Hux (tr. 17-36)
MHTEPECEH MPUEM MEPEPUTMHU3ALMIH, KOTJA I1OCJIEJ0BATEIBHOCTD IBYXI0JbHBIX MOTUBOB POXKAAET
WIUIIO3UI0  TPEXIOJIBHOCTH, a B KOHIEC HCIIOJb30BaH 3(1)(1)CKT BBIIITMCAHHOI'O  3aMCJICHUA,
YCUJIEHHOTO peMapkoii ritenuto. 3meck BaxHO MOIYEPKHYTh MMHUTAIIMOHHBIN XapakTep HaYaaIbHOTO
MIOCTPOEHHUS, OKPALLIEHHOTO CKEPLIO3HOM TaHIEBAJIBHOCTHIO, KOTOPYI0 MOXHO SIPKO PEaan30BaTh,
OCO3HaBas pPOJIb BBHIPA3ZUTENBHOM CHHKOIBI. BTOopoi »mm3on (TT. 53—72) cUHTE3UpyeT AJIEMEHTHI
Kak pedpeHa, Tak M MMepBOro 3mu3ona. He ciydaitHo MIMEHHO Ha €ro Marepualie IOCTPOeHa KOJa
(tT. 89-116).

EmunctBo  TpexwactHoro uukina Cowamunel  oOecnednBaeTcss — (PyHKIHMOHATBHOM
WHAMBHyaJln3alMed 4YacTed, MHTOHALMOHHBIMU CBS3SIMM W TPOYHON  HALMOHAJIBHOM
MOYBCHHOCTHIO MY3bIKH. HaHHOC IIPOU3BCACHHUC Tpe6yeT OT HUCITOJIHUTECJIA ITOHUMAaHUA CHCHI/I(I)I/IKI/I
MOJIIaBCKOM HAapOJHON MY3BIKH, XOpOILIMX NPO(ECCHOHATBHBIX HABBIKOB M  ONPEAEICHHOTO

YPOBHSA CHECHUYCCKOI'0 apTUCTU3MA.
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