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PECULIARLY AUTHOR'S ASPECT OF STYLE SYNTHESIS
IN PIANO SONATAS BY V. SYLVESTROV

The purpose of work is to examine ways and means of implementing style interactions in Valentine Silvestrov’s piano
sonatas, as well as defining the individual and author’s aspect of style synthesis as a reflection of the concept of an «intuited
worldview» in the second half of the twentieth century. Methodology: historiographic, genre-nominative and analytical
musicological approaches are applied in the work. Scientific novelty of the work is to broaden the notion of the immanent
properties of V. Sylvestrov’s compositional style, in defining typical features of polystylistics in his work. Conclusions. In the
composer poetics of V. Silvestrov, we find a convincing example of polystylistics, which requires the appearance of a new
nomination, since it does not fit into any of its known types. Proceeding from the peculiarity of individual composer poetics, we
propose to define the polystylistics of V. Silvestrov as centrifugal. This nomination essentially clarifies the composer’s creative
method, the riddle of which lies in the fact that V. Sylvestrov not so much creates a distance between «one’s own» and «another’s»
as he tries to approach the latter closer, strives in this dialogue to find a new affinity, a new stage of identity.
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Tpubunenko FOnua Anexcanoposna, KaHouodam ucKyccmeoseoeHus, 0oyeHm Kageopvl UCMOPUYU MY3bIKU U
MY3bIKATbHOU 9mHocpaguu Odecckoll HAYUOHATbHOU My3bIKanbHoU akademuu um. A.B. Hesxcoanosoil.

HNuauBuayanbHO-aBTOPCKMIi acIeKT CTHJIEBOTO CHHTe3a B (popTennaHHbIX coHaTax B. CuibBecTpoBa

Lenb0 padoThl CTAaHOBUTCS PACCMOTPEHHE TMyTed W CHOCOOOB pealu3aliid CTHIEBBIX B3aUMOJICHCTBUH B
¢doprenuaHHbIx coHarax BanentmHa CuibBeCTpOBa, a TakXkKe OIpeJelieHHe HWHAMBUIYalbHO-aBTOPCKOTO aCIEKTa CTHIIEBOTO
CHHTE3a KaK OTPaKECHHUS KOHLENIUH «MHTOHUPYEMOTO MUPOOIIYIIEHH» BO BTOPOii nonoBuHe XX Beka. MeTomosorus: B padore
IIPUMEHEHBI HCTOPHOTpadHUeCKUl, )KaHPOBO-HOMHHATUBHBIN U aHATUTHYECKUI My3bIKOBeI4eCKH moaxoasl. HayuyHass HOBU3HA
paboThI 3aKJIF0YaeTCs B PACIIMPEHNHU NPEICTABICHU 00 IMMaHEHTHBIX CBOICTBaX KoMmIio3utopckoro ctwis B. CunbBecTpoBa, B
OTIpEZIeTIeHN THITMYHBIX OCOOCHHOCTEH NOJMCTWIIMCTUKMA B €ro TBOpdYecTBe. BwIBOABI. B KoMmosmTopckoil mosTHKE
B. CunbBecTpoBa MBI HAXOIMM yOEAUTEIbHBIH NPUMEp MOJIUCTHINCTHKH, TPEOYIOIINH MOSBICHUS HOBOH HOMHWHAIINH, TOCKOIBKY
OH HE YKJIQ/IBIBAIOTCS HU B OIMH M3 W3BECTHBIX ee THHOB. Vcxons u3 cBoeoOpasusi MHANBHAYAIbHON KOMIIO3UTOPCKOM MOSTHKH,
Ipe/iIaraeM OIPEAENATh MOJUCTHIINCTUKY B. CribBecTpoBa Kak IEHTPOOEXKHYI0. DOTa HOMHHAIMS CYIIECTBEHHO HPOSCHSET
TBOPYECKUH METO/ KOMITO3UTOpA, 3arajka KOTOpOTO 3aKJII0YaeTcsi B TOM, 4To B. CHIbBeCTpPOB HE CTOJBKO CO3JAaeT AWUCTAHIIHIO
MEXAY «CBOMM» M «4Y)XXUM», CKOJBKO NBITACTCS MOJOMTH K IOCIENHEMY OJMKE, CTPEMHTCSl B 9TOM JHajore HAWTH HOBYIO
0JIM30CTh, HOBYIO CTYIIEHb TOXK/IECTBA.

KoaroueBble ciioBa: ¢oprenuaHHas cOHATa, MOJUCTHIMCTHKA, CTWIb, LEHTPOOEKHAs MOJUCTHIMCTHKA, OciallieHHas
JIMHAMHUKa, COHOPHOCTb.
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I'pidinenko KOnin Onekcanopiena., kaHouoam MUCmMeymeo3Ha8CmMea, OoOyeHm Kageopu icmopii My3uxu ma My3udHoi
emnoepaii Odecvkoi nayionanvHoi mysuunoi akademii im.. A.B. Hesxcoanosoi

InguBinyanbHO-aBTOPCHKMI aCNIEKT CTHIIBOBOIO cCHHTE3Y Y doprenianHux coHarax B. CuibBecTposa.

MeTor0 po6oTH cTae po3mIA] HULIXiB Ta croco0iB peamizalii CTHIBOBMX B3aeMOAid B (oOpTEHmiaHHUX COHATax
BanentnHa CuibBecTpoBa, a TaKOX BH3HAYEHHS 1HJIMBIAYalbHO-aBTOPCHKOTO ACIEKTY CTHIILOBOTO CHHTE3Y SIK BiJOOpaXKeHHS
KOHIEMNIIT «MHTOHYEMOTO CBITOBIIUYTTS» Yy Jpyrid mosoBuHi XX cromirrs. Mertomosaoria: B poboTi 3acTocoBaHi
ictopiorpadiyHuii, >KaHPOBO-HOMIHATHBHMHN 1 aHAMITHYHWI My3uKo3HaBuui mixxonu. HaykoBa HoBM3HA poOOTH moisirae B
pPO3IIMPEHHI ysBIEHb TMPO IMAaHEHTHI BJIACTUBOCTI KOMIO3WUTOPChKOro cTWi0 B. CuimbBecTpoBa, y BHU3HAYEHHI TUIIOBUX
0COOIMBOCTEH TOJNIICTHIIICTUKY B Horo TBopuocTi. BucHoBkM. Y xommno3utopcekii moetuni B. CuibBecTpoBa MH 3HAXOIMMO
MIEPEKOHJIUBUIN NPUKIAA MOJICTIIIICTHKY, IO BHMAarae IOSBM HOBOI HOMiHamii, OCKiIbKM BiH HE BKJIQAAIOTHCA Hi B ONWH 3
BioMux 1ii TumiB. Buxomsum 31 CBOEPIAHOCTI iHAMBIAyalbHOI KOMIIO3UTOPCHKOI TIOCTHKH, TMPOTIOHYEMO BH3HAYaTH
moJicTIicTHKy B. CuibpBecTpoBa SK BianeHTpoBy. Ll HOMiHAIiS ICTOTHO HPOSICHIOE TBOPYMH METOJ KOMIIO3WTOpPA, 3arajaka
SKOTO TIONATae B TOMY, 0 B. CHIBBECTPOB HE CTUIBKH CTBOPIOE IMCTAHINIO MK «CBOIM» 1 «JIYy)KMM», CKIJTBKM HAMara€eThbCs
MiTIATH 10 OCTaHHBOTO OJIDKYE, IIPArHEe B I[bOMY JiaJI031 3HAWTH HOBY OJHM3BKICTh, HOBUH Ma0eIbh TOTOXKHOCTI.

Karouosi cioBa: dopremianHa conara, MONICTHIIICTHKA, CTHIIb, BIAIIEHTPOBA MONICTHIICTHKA, Ocla0leHa IMHAMIKA,
COHOPHOCTD

Relevance of the research topic. One of the leading trends in contemporary



composers' creative work is the development of polystylistics towards style synthesis and
monostyle, which, in turn, can be regarded as a kind of victory of the author's style over the
polycentrism of historical musical consciousness. Polystylistics in the twentieth century is
recognized as a universal method of composers' creative work; at the same time, each of the
contemporary authors finds their way to polystylistics, by building special artistic relations
with it. In the piano pieces by Valentyn Sylvestrov, creator of a unique musical style, these
aspects find an original embodiment.

Analysis of research and publications. Range of problems of this work specified the
appeal, first of all, to studies highlighting the specific character of V. Sylvestrov's
compositional style. Among them, the works of O. Bilyk [1], D. Zhaleiko [2], E. Zinkevych
[3], S. Pavlishyn [8], I. Kokhanyk [4; 5], A. Salm [9]. An important role in the article was
played also by the published interviews of the composer, giving an idea of the worldview of
V. Sylvestrov, his aesthetic priorities. This book, ordered by S. Pilyutikov, "Wait for music"
[11], the conversation of the composer with M. Nestyeva [7; 10], A. Lunina [6] etc. We also
note separately that V. Sylvestrov's pianistic sonatas are not sufficiently studied in the
context of the stated problems: in part, this aspect concerns authors of authoritative
monographs and scientific articles such as V. Kholopova [13; 14], E. Chigareva [12], and
others.

The purpose of the given article is to examine ways and means for implementing
style interactions in Valentyne Sylvestrov's piano sonatas, as well as defining the peculiarly-
author's aspect of style synthesis as a reflection of the concept of an "intoned worldview" in
the second half of the twentieth century.

Statement of basic materials. V. Sylvestrov's appeal to the genre of a sonata for piano
can not be called frequent and permanent. The first works in this genre were written by the
composer even in the period of study in the conservatory — in the early 1960s. This is sonatina,
Classical Sonata and the first sonata for piano. In 1975 and 1983, the second and third piano
sonatas were created. Thus, to assert that the piano sonata is a kind of "through-composed"
genre of V. Sylvestrov's works, for example, G. Ustvolskaya (her six sonatas cover more than
forty years from 1947 to 1988) or B. Tyshchenko (eleven sonatas for pianoforte of this
composer are chronologically limited to 1957 and 2008) is impossible. However, let's pay
attention to the fact that it is the piano (chamber-instrumental) sphere that becomes a kind of

thesaurus of stylistic features, key author's words and constants of the logic of compositional



thinking of V. Sylvestrov, it is what is formed in it that will later become an important and
necessary component, for example, for symphonic music of the composer.

Indeed, the works of the chamber genre occupy one of the leading places in the work of
V. Sylvestrov. Among them: often performed quintet for two violins, viola, cello and piano,
two string quartets, Drama for violin, cello and piano (two of the three parts of this work are
sonatas), postlude for cello and piano, postlude DSCH for soprano, violin, cello and piano, and
many other works for the chamber orchestra. It should be noted that the sonata genre of V.
Sylvestrov is also represented by the sonata for the cello and piano written in 1983 with the
dedication to Ivan Monighetti and the sonata for violin and piano, created in 1990, entitled
"POST SCRIPTUM?", which is significant for the composer's work.

The selection of the piano sonata as the central definition of this study is largely due to
the creative task that the composer sets himself within this genre. According to V. Sylvestrov
in the 1960-70s, one of the central problems in his work (and not only him) was, first of all,
the desire to find the unity of all musical systems, overcoming the antagonism between the old
and the new. One of the earliest works in which the claimed one finds a special embodiment is
"Meditation", a symphony for the cello and chamber orchestra. However, according to the
composer's remark, the presence of a relatively large orchestra, a variety of musical expressive
means provided the possibility of many ways for the embodiment of a polystylistic
composition. This was the reason for the following reasoning by V. Sylvestrov: the idea of a
new unity only "will prove itself to be viable, when the same thing can be done for one and the
same instrument” [11, 87-88]. As a result, it is the piano sonatas of the composer that become a
kind of experimental field for solving the problems posed by the author in the mainstream of
the polystylistic trends that are relevant to composers of the second half of the twentieth
century.

The first sonata was written by V. Sylvestrov during the period of compositional
style formation. It draws attention to the author's vision of pre-classical and classical
music. This is the most traditional and familiar of all the sonatas of the composer. It is
known that it was created under the impression of the tragic fate of a close friend, the
performer of his works of Stanislav Veredina, to whom the opus itself is devoted.

The sonata combines the concentrated psychological depth and intimacy of the tone
of the utterance, the improvisation of the thematic exposition with "total" melody, which

permeates the entire piano texture, built on the principle of "... chanting as a method of



intoning” [7, 90].

This work uses the principle of alternation and return (repetition) of the main
thematic sections, each of which has its own genre and stylistic features. The most vivid
of the possible genre prototypes is the waltz: the side part of the first part — the waltz — is
a modified version of the theme of the introduction. It is associated with a sufficiently
smooth and uncensored melodic movement, as well as with the general dynamics of
"sounded silence"”. As contrastive according to the pace, loud dynamics, the method of
articulation, the Allegro episode is associated with the appearance of a dotted rhythm,
small rhythmic durations, trio constructions, with a wider coverage of the texture.

The second part is opened by a consonant-title: a triad with a missed tertia, set out
by an entire duration on pp. The song simplicity of the melodic contour and the
predominance of the triad harmonies reflect the character "dolchissimo™ that prevails in
this part, as well as the dynamically muted, emphatically chambered narrative of
intonations.

The second piano sonata opens one of the most significant periods of the
composer's creativity, characterized by the intensification of lyricism, emotionality, and
the dominance of tonal and modal elements in the musical language. As well as the
previous given sonata has a dedication. Written in 1975, it is dedicated to its first singer —
Aleksey Liubimov, who has already stepped into musical history as one of the best
interpreters of V. Sylvestrov's creative work.

In this work the author, according to S. Pavlishyn, is "a direct continuation of the
lyric line created by F. Schubert" [8, 51], despite the unconditional modernity of the
musical language. Here the reference point for V. Sylvestrov is formerly "irrelevant”
romantic style. The gradual formation in the bowels of the atonal/none tonal system of a
wide tonal cantilena, the presence of an impressionistically discharged transparent
musical tissue with a fine refined dynamic nuance, the spatiality of the sound, a new
colorness due to the timbral-register factor, and leading to sonority become also common
for the whole sonata [2]. All of the abovementioned will later become one of the
foundations of the intonational dictionary of the subsequent works of V. Sylvestrov.

The second sonata attracts attention by shifting in the direction of fast tempos, as
well as tangible fluctuations in the tempo within its one-part composition. The form of

this sonata could be called a poem, but with the proviso that V. Sylvestrov understands



"poem"” more in Chopin's way than in Liszt's music. F. Chopin is a hyperbolized
miniature, which by virtue of the contrasts that appear in it reveals a similarity to the
cycle.

The composition of the sonata is based on a dialogical comparison of recitation and
general forms of movement, a contrasting opposition between high and sustained sounds. The
logical result of the interaction of these elements leads to the appearance in the development
section of the aged chorale and sonorous tone.

Particular attention is paid to the diversity of the sonata's performing techniques, which
the composer explains in detail, writes in notes, they all become an integral part of the style
system of V. Sylvestrov. This is the abundant pedalization of the sonata's musical tissue with
the author's specification of the depth of the pedal point (the composer distinguishes three
levels of the pedal point, denoting them 1/2, 1/3), and various performances of cluster accords
by punching, fringing hands, knuckles, fingertips, fingernails, and silently pressing the keys,
and striking the strings, etc. All of the above enriches the musical fabric with overtone echoes,
creating a special sounding space. Noting this quality of the sonata by V. Sylvestrov, M.
Nestiev marked that one of the important tasks of the interpreter, the artist, who plays and
sings the composer's pieces "is to catch and bring to the listener that spiritual aura that gave
birth to the composition and only partially materialized in notes, a tangible trace of the subtext
in the fixed record" [10, 66].

The next third piano sonata, Valentyn Sylvestrov, dedicated to Valery Matiukhin, the
Ukrainian bandmaster and head of the National Ensemble of Soloists "The Kiev Kamerata". It
was under his supervision that the premiere performance of works by many Ukrainian
composers, including Valentyn Sylvestrov, took place. Written in 1979, at the moment, the
Third Sonata is the final example of this genre in the composer's creative work.

For the third piano sonata, created during the period of creative maturity of V.
Sylvestrov, is peculiar the combination of a kind of improvisation and structural clarity. O.
Bilyk defines the form of the given work as "form-state, static process" with pronounced
symmetry of sections [1].

In all parts of the sonata — Prelude, Fugue and Postlude — the most frequent sign of loud-
speaker dynamics is ppp, and the notation "leggierissimo” is added to the "dolchissimo”,
"legatissimo” remarques. In addition, the attention of V. Sylvestrov to the phenomenon of

sound in principle attracts attention here. All phases of sound in the sonata are differentiated in



detail through dynamic instructions. For the composer, every stage of the "life" of the sound is
important. Marking the beginning, middle or final phase with the ritenuto, the composer
consciously seeks to "hold" the sound, listen more attentively to it, control all stages of its
deployment.

In this sonata, new types of intonation dominate, related to the discreteness of the
texture, the unrepeatable sounds of the melody, which give it a resemblance to the series.
Among the genre orientations in the cycle, you can name etude prelude, the chant in
conjunction with the declamatory expression of the horizontal melodic contour, but completely
extinguished, however, by means of "quiet dynamics". We note V. Sylvestrov's addiction to the
dotted, triadic figures, which can not but cause a certain analogy with the "dance-flying"
images of A. Scriabin.

Of great importance in the sonata are the means of sonoristic expressiveness as an
indication of the external reality, actualized and unceremoniously breaking into human life,
aggressive towards it.

As a result of presented analytical reasoning in sonata cycles, it is possible to find out
the following features of V. Sylvestrov's polystylistic method:

o serial, pointillistic and sonorous ways of organizing of musical fabric expand their
sense range, are able to "carry™ not only the actual-aggressive, but also the "world of silence",
"sounded silence", which are most often associated with V. Sylvestrov's stylization and appeal
to "outdated phonemes", which they pronounce as their own;

o improvisation of the presentation of musical material, combined with a well-
thought-out, clear organization of all structural elements;

. the weakening of dynamics — literally loudness as well as semantic — as a way to
point to the author's presence in the material. In sonatas, V. Sylvestrov seeks to further deepen
the region of "quiet dynamics" (this region undoubtedly prevails in his piano compositions);

. the building up of dramaturgy of compositions, first of all, with the help of sound
palette tools;

o the strengthening of sonoristic freedom and, in general, freedom from any specific
genre addressing of music is associated with the appearance of new performing signs and, more
broadly, a new manner of addressing the composer to the performer;

o the desire for one-part, compositional conciseness. In the chamber sonatas of V.



Sylvestrov, on the one hand, there is a tendency to laconicism and concentrated form; on the
other — complex intonation-style and imaginative interactions, pointing to the scale and
conceptuality of thinking in this genre;

o the prevalence of slowed-down tempo, the opening of sonata compositions with a
slow part allows us to see in this a kind of reflection of the composer of the second half of the
twentieth century on the theme of the genre of the sonata: it is perceived and presented as
fundamentally serious, conceptual;

o psychological self-centration, introspection [2] that turns into meditation is
inherent in all three piano sonatas of the composer, whose figurative structure he treats in a
lyrical manner.

For V. Sylvestrov, the starting principles in music are genre and intonation, the latter
being, after all, genre-conditioned, but in much greater historical time — in much larger, and
therefore more responsible, semantic scale. The composer is not so much trying to attach
music to himself, to his personal compositional attempts, as many are discovering the
possibilities of familiarizing with it — right up to the "departure” from creative egocentrism.

Among the main genre and semantics prototypes attracted by Sylvestrov, one can
name the cantilena, classical cantilena (mozartian pattern), chordal choral constructions,
active movements inside the texture, reminiscent of genres of improvisational nature —
fantasies, toccata, about common forms of movements with their inherent mechanistic
smoothness, generalized dance, scherzo-dancing introduction, fantastic scherzo (within
which, in particular, contrasting structures of texture can be realized). The named genre-
semantic prototypes can be found not only in the music of V. Sylvestrov. Moreover, for him
it is important that many of them he "takes" from the already existing experience of their
interpretation, from the "hands" of some other author. Therefore, in the music of V.
Sylvestrov, "Schubert-style", "Couperin-style”, "Haydn-style", "Mozart-style", "Prokofiev-
style"”, "Shostakovich-style" and some other things are very often heard.

Valentyn Sylvestrov gave this new composer's position a very clear justification. In
one of his interviews, he pointed out that he never deals with literal historical reconstructions
of music or theoretic experiments. V. Sylvestrov recognizes two main types of music:
performance and author's music, and performance identifies with an anonymous and
universal beginning in music, and the second with autonomous, peculiarly composer's.

However, he argues that anonymous, universal as a "common land" should be present in any



composer's opus. "Pure individuality," writes V. Sylvestrov, "constantly demonstrating
oneself, can turn into absurdity" [10, 13]. In music, V. Sylvestrov seeks to discover
indestructible, that is, constantly present moments; According to him, “the world shines
through musical-bodily forms — intonation, genre™ [10, 13].

In music by V. Sylvestrov, first of all, attracts a positive sense, purity, a sense of life,
spiritual twinning of people and epochs. Therefore for him the melodic possibilities of the
formation and development of music remain extremely important. The composer himself
admits that he is trying to build the form as a melody; in any case, for V. Sylvestrov,
melodic-cantilevered properties of the musical language and those European styles that are
associated with the development of melodic thinking are important.

Valentyn Sylvestrov is difficult to call a neoclassicist, although he is all in a dialogue
with the objective experience of musical creativity, which lies beyond his personal "I". He is
extremely subjectively, in his own manner, as a rule, feels distance in time, and, denying it,
uses someone else's style experience. However, no style experience, according to V.
Sylvestrov, can not be too alien. He writes: "In whatever language you speak, any work is
strongly not a direct meaning, but an allegory" [10, 14]. Therefore V. Sylvestrov discovers
for himself the opportunity to use "outdated phonemes", but pronounces them as his own.

The mystery of V. Sylvestrov's polystylistic method lies in the fact that they are not so
much creating a distance between "one's own" and "another's" as they try to approach him
more closely, strive in this dialogue to find a new affinity, a new degree of identity. Such a
method of polystylistics does not fit any of the existing definitions of types of polystylistics
in the interpretation of V. Kholopova (here we have in mind the typology of polystylistics
proposed by this musicologist, in particular, the isolation of diffuse, collage and pluralistic
polystylistics) and requires a new name.

We suggest the definition of "centrifugal polystylistics" — as the most accurately
reflecting the features of compositional techniques of V. Sylvestrov. The polystylistic
dialogue in the music of this author is realized not only as a dialogue of "one's own", but also
as a "meeting" of the old and the new, already well-known, even traditional, and unexpected,
individualized in semantic meanings and composition-stylistic organization of musical
Images. However, the new — as the author's own intonation, found by him through the
complex interaction of genre and style "signs" of music — reveals himself as an update of

musical memory, that is, the repetition-renewal of those musical ideas without which it is



impossible to imagine the value complex of musical culture. The intonational-stylistic

novelty, the authorization of V. Sylvestrov's musical-dramatic concepts turns out to be a

different linguistic form in comparison with the forms of expression of those main senses

known to him, to which art consciousness is always drawn, which are a constant aspect in

the evolution of the artistic method. Such meanings are irreplaceable; they can only be

repeated — but in such a way to bring closer, give a new specificity, a new vitality to the two

values. the "genre Memory" of music is preserved renewable together with such semantic

values, revealing its new polystylistic capabilities.
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