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CoHarta gns TpomMGOHa
apyroi nonoBuHu XVI — noyatky XIX cToniTb B KOHTEKCTi
iCTOPUYHUX Ta HaUiOHaNbHUX TPpaauLin PO3BUTKY KaHpPY

AHOTAILIA m [yoka O. C. Conara st TpoMOOHA APYroi MoJoBU-
HH XVI — mouarky XIX cTo/1iTh B KOHTEKCTI iCTOPpUYHIX TA HANIOHAJIBHHUX
Tpaguuiil po3BUTKY xKaHpy. CTATTIO MPUCBAYCHO 3araibHIi XapaKTEPUCTHIII ic-
TOPUYHOTO TPOLIECY CTaHOBJIEHHS COHATH sl TpoMOOHa (abo 3a y4acTi Tpom-
0oHa) B €BPOIEHCHKil My3HIli TepexinHoi qo0u — Bix PeHecancy mo paHHBOTO
Knacunusmy. OcoOnuBy yBary B JOCHIDKCHHI HPUIIICHO HAIIOHAIBHIA CTH-
JicTuili, sika OyJia TOJOBHOKO PYIIIHOIO CHJIOI0 B €BOJIOINIT TPOMOOHA Ha PiBHI
KaMEPHO-IHCTPYMEHTAJIBHUX Ta KOHIICPTHUX KaHPiB. Bim3HaueHo, 110 Bif 4aciB
A. Binnapra ta OpartiB A. Ta J[)x. ['abpieni TpoMOOH i TpOMOOHOBI KOHCOPTH OYyiH
MTOCTIHHUMHE CKJIAIOBUMH KOHIEPTIB da chiesa, a mi3Hime — da camera. 3aBIsIKI
CBOIM KOHCTPYKIIi Ta MEJOJUYHO-JCKIAMaIliiHIil TpHUPOIi 3BY4YaHHS TPOM-
00H M0Ope Y3romKyBaBcs K 3 TOJIOCAMH XOpY, TaK i 3 IHITAMH IHCTPYMEHTaMHU.
[TocTynoBo, mopsij1 3 KOJIEKTHBHUMH (KOHLIEPTHUMH) PI3HOBUIaMH TPOMOOHOBUX
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COHAT, CTaJH 3 SIBISATHCS COJIbHI COHATH 3 0acoM, sIKi BiITBOPIOBAIHN MPAKTHUKY
KOHIIEPTHOTO CTHITIO 1001 bapoko. ¥ cTarTi po3mIsiHyTO B OINISIIOBOMY TUIAHI HU3-
Ky TPOMOOHOBHX COHAT iTaJiHIChKOI, 9eChKOi, aBCTPO-HIMEIBKOI IITKiJ, 10 B TIO-
JIAIIBILIOMY CTaBaJIM B3ipLeM /sl KoMIio3uTopiB HOBITHBOTO Yacy, siki IOBHOO Mi-
POIO PO3KPUIIN MOKJIMBOCTI CEMaHTHKH Ta TEXHIKK TPOMOOHA B COHATHOMY KaH-
pi. m  KurouoBi cioBa: mpomobon, conama, conama 011 mpomoOoHa, icmopuyni
ma HayionanvbHi munu mpomMOOHOSUX COHAM, COHAMU-KOHYEPMU, CONIbHI cOHam.

AHHOTAIIMS m Hdyoka A. C. Conara ajis TpoM0OHa BTOPOIi 1M0J10-
BUHBbI XVI — Hayasa XIX BekoB B KOHTEKCTe HCTOPUYECKUX M HALMOHAJIb-
HHUX TpaaMUuii pa3sBUTHA kaHpa. CTaTbsg MOCBSIICHA OOIIEH XapaKTepPUCTHKE
HCTOPHUECKOTO IPOIiecca CTAHOBJICHHS COHATHI Ut TPOMOOHA (WJIM € ydacTHEeM
TpoMOOHA) B €BPOIEHCKON My3bIKe ITEPEXOTHOH AMOXN — OT PeHeccaHca 10 paH-
Hero Kiaccumsma. Ocoboe BHUMaHUE B MCCIIEIOBAaHUH Y/IEIICHO HAIIMOHAIBHON
CTHITUCTHKE, KOTOpast ObLIa TIIABHOW JABIKYIICH CHIION B SBOIIOIMH TPOMOOHA Ha
YpOBHE KaMEPHO-WHCTPYMEHTAIBHBIX U KOHIIEPTHBIX KaHPOB. OTMEUEHO, 4TO CO
BpeMeH A. Bumapra u OparseB A. n J[x. ['abpuenu TpoMOOH 1 TpOMOOHOBEIE
KOHCOPTBI OBIIM TMOCTOSIHHBIMH COCTABIISIFOIIIMMU KOHIIEPTOB da chiesa, a 1O3-
xe — da camera. brnaropapsi cBoell KOHCTPYKLIUH ¥ MEJIONKO-/eKJIaMallHOHHOM
TIPUPOAEC 3BYUaHUS TPOMOOH XOPOIIIO COTITACOBBIBANICS KaK C TOIIOCAMH XOpa, TaK
U ¢ IpyTUMH HHCTpyMeHTaMu. [locTenenHo, Hapsily ¢ KOMJIEKTUBHBIMU (KOHIIEPT-
HBIMH) Pa3HOBHIHOCTSIMH TPOMOOHOBHX COHAT, CTAIIM TOSBIATHCS COINBHBIC CO-
HaThI ¢ 6acoM, KOTOpPbIe OTpaykKaly MPaKTHKY KOHIIEPTHOTO CTHIISA ATIOXH bapokko.
B crarbe paccMoTpeH B 0030pHOM ILTaHE PsiJi TPOMOOHOBBIX COHAT UTAJIBSIHCKOM,
YeTICKOH, aBCTPO-HEMEIKOH IIIKOJI, CTABIINX B JaJbHEHIIEM 00pa3IoM IS KOM-
no3utopos Hogeilmrero BpemMeHu, KOTOpbIe B MOJHON Mepe PacKpbIIM BO3MOXK-
HOCTH CEMaHTHKH U TEXHUKH TPOMOOHA B COHaTHOM *)aHpe. B KiiroueBbie ciio-
Ba: mpomOOH, coHama, conama 0Jisl MpomMOOHd, UCTNOpUYECKUe U HAYUOHATbHbIE
Mmunsvl MpPOMOOHOBUX COHAM, COHAMbI-KOHYEPMbL, COTbHbLE COHAMbI.

ABSTRACT m Dubka O. S. Sonata for the trombone of the second
half of the 16™ — the beginning of the 19th centuries in the context of historical
and national traditions of development of the genre.

m The presentarticle is devoted to the general characteristics of the historical
process of the formation of the sonata for the trombone (or with the participation
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of the trombone) in the European music of the Renaissance — Early Classicism
era. A particular attention in the research has been paid to the study of the national
stylistic, which was the main driving force in the evolution of the trombone at the
level of the chamber instrumental and concert genres. It has been noted that since
the time of A. Willaert and A. and J. Gabrieli brothers, the trombone and trombone
consorts have been the permanent components of the concerts da chiesa, and
later — da camera. Due to its construction and melodic-declamatory nature of
the sounding, the trombone was in good agreement with both the voices of the
choir and other instruments. Gradually, along with collective (concert) varieties
of trombone sonatas, solo sonatas with bass began to appear, and they reflected
the practice of the Baroque-era concert style. The article reviews a number of
trombone sonatas of the Italian, Czech, Austro-German schools, which later
became the model for composers of the Newest Time, who fully revealed the
possibilities of the trombone semantics and techniques in the sonata genre.

The article has noted that the formation of the instrumental sonata in
Europe was associated with the practice of concerts in the church, which was
for a long time practically the only place where academic music could be
performed. The term “sonata” was understood then as the music intended for the
instrumental performance, which, however, was closely connected with the vocal
one. Therefore, the first samples of sonatas with the participation of the trombone
were mixed vocal-instrumental compositions created by the representatives of the
Venetian school of the second half of the 16th century — A. Willaert and A. and
J. Gabrieli brothers.

It has been noted that the key and largely “landmark” composition opening
the chronicle of a concert sonata with the participation of trombones was the sonata
called “Piano e forte” (1597), where the functions of trombone voices are already
beginning to the counterpoint independence, rather than to duplicating the vocal
ones. G. Gabrieli is the creator of one of the most large-scale, this time exclusively
trombone compositions — “Canzon Quarti Toni” for 12 trombones, cornet and
violin — one of the first trombone ensembles based on the genre of canzone as the
progenitor of all the baroque instrumental-concert forms.

It has been emphasized that among Italian masters of the subsequent period
(the early Baroque), the trombone received a great attention from C. Monteverdi,
who in his concert opuses used it as the substitute for viola da brazzo (three pieces
from the collection called “Vespro della Beata Vergine”™).
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It is noted that in the era of the instrumental versioning, when compositions
were performed by virtually any instrumental compound, the trombone was
already distinguished as an obligate instrument capable of competing with the
cello. Sonata in D minor Op. 5 No. 8 by A. Corelli is considered a model of such
a “double” purpose.

It has been proved that the Italian schools of the 16" — 17th centuries, which
played the leading role in the development of the sonata and concert instrumentalism,
mainly the stringed and brass one and the brass one as well, were complemented by
the German and Austrian ones. Among the masters of the latter one can distinguish
the figure of G. Schiitz, who created “Fili mi, Absalon” for the trombone quartet
and basso-continuo, where trombones are interpreted as instruments of cantilena
sounding, which for a long time determines their use in opera and symphonic
music, not to mention the sonata genre (introductions and slow parts).

Along with the chamber sonata, which was written in the Italian style,
German and Austrian masters of the 17th century turn to “tower music” (ZTower
music), creating their own opuses with almost obligatory participation of one
or several trombones. Among such compositions there are the collection by
G. Reich called “Quatricinua” of 24 tower sonatas (1696) for the cornet and three
trombones, where, modelled on A. Corelli’s string-and-bow sonatas, the plays of
a homophonic and polyphonic content are combined.

The article notes that the creation of a solo sonata with bass for the trombone
was historically associated with the Czech composing school of the second half
of the 17th century. The first sample of such composition is the Sonata for the
trombone and the thorough-bass (1669), written by a certain monk from the
monastery of St. Thomas in Bohemia, where the instrument is shown in a wide
range of its expressive possibilities.

A significant contribution to the development of a trombone sonata was made
by the Czech composer of the late 17th century P. Y. Veyvanovsky, who created
anumber of sonatas, which, despite the typical for that time performing versioning
(trombone or viola da brazzo), were a milestone in the development of the genre
in question.

The traditions of the trombone sonata-quality genre in its three main
expressions — da chiesa, da camera, “tower music” — have been preserved
for a certain time in the era of Classicism. This is evidenced, for example, by
F. Schneider’s 12 “Tower sonatas” for 2 pipes and 3 trombones (1803—1804).



@//-\ 2019 m Bun. 54 m JIpobaermu 63aemodii mucmeumsa, nedazoziky ma meopii i npaxmuxy océimy. 59

In general, in the classic-romantic era in the evolution of the trombone sonata
genre there is a “pause”, which refers to both its collective and solo varieties.

The true flourishing of the trombone sonata appeared only in the Newest
time (from the end of the 19th century), when the instrumental music of a concert-
chamber type declared itself not only as the one demanded by the public, but also
as the leading, “title” field of creativity of a number of the leading composers.
Among the instruments involved in the framework of the “new chamber-
ness” (B. Asafiev) was also the trombone, one of the recognized “soloists” and
“ensemblers” of the music from the past eras.

The conclusions of the article note that the path travelled by the sonata for
the trombone (or with the participation of the trombone) shows, on the one hand,
the movement of the instrument to the solo quality and autonomy within the
framework of “little-ensemble” chamber-ness (the sonata duet or the solo sonata
without any accompaniment), on the other hand, the sustainable preservation of the
ensemble origins of this genre (the trombone ensemble, sometimes in combination
with other representatives of the brass group). m  Key words: trombone, sonata,
trombone sonata, historical and national types of trombone sonatas, concert
sonatas, solo sonatas.

IocTranoBka mpodaemu. CoHara 11t TPOMOOHA — «BIAMOBIAATEHUI
JKaHp, B SIKOMY MalOTh KOHIICHTPYBAaTUCSI KOMIIO3UTOPChKA MalCTEPHICTh
BOJIOAIHHS ()OPMOIO Ta BUKOHABChKA TEXHIKa, SIK IIEPLIOOCHOBA «00pa3y»
JTAHOTO iHCTpyMeHTa. ToMy po3modare B JaHIN CTaTTi BUBUCHHS iCTOPIii
TpOoMOOHOBOT COHATH MAE€, SIK BUAAETHCS, BXKIIMBE METOIOJIOTUHE 3HAYCH-
HS ISl CTBOPEHHS TEOpii CTHITIO I[bOTO YHIKaJhHOTO 1HCTPYMEHTA, IIJISX
SIKOTO € HAOYHOIO 1TIOCTPAII€I0 eTalliB CTAHOBJICHHS Ta PO3BUTKY 1HCTPY-
MEHTAJILHOTO MUCJICHHS B LIIJIOMY.

3B’s130Kk 3 HAYKOBMMH Ta NMPaKTHYHUMH 3aBIaHHAMHU. B napu-
Hi Teopii JaHa CTaTTs MOB’s3aHa 3 MOAAJBIIOID PO3POOKOIO OPraHoJIOTii
TpoMOOHA SIK ITUTICHOI CHCTEMH 3HAHB PO Il THCTPYMEHT, BKIIOYAIOUH
Horo «dinocodiro» i okpemi «aeTasi» TeXHIKU Ipu. Y IPaKTHYHOMY IUTaHi
CTaTTs OPiEHTOBaHA Ha TPOMOOHICTIB, IO T AOUPAIOTh perepTyap It BU-
KOHABCHKOI Ta TearoriyHoi poOoTH, y 3B’ 43Ky 3 UMM 3rajiaHi B Hiil TBOpH
BHMararoTh Cy4aCHHX «IIPOYUTaHb) — IHTepHpeTauii abo xoya O pos3rop-
HYTOTO BUKOHABCHKOTO aHATI3Yy.
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AHaJi3 ocTaHHIX qociaimxkensb i myGaikaniii. Conara mis TpomOo-
Ha, SIK Taka, O0Ci He Oyna 00’€KTOM CHeIiaTbHOTO JociipkeHas. OnHaKk,
BiZIOMOCTI IIPO Hel MOKHA 3HAWTH B POOOTax, IPUCBSIYCHUX 1HIIUM KaH-
pamM MY3UKHU 11 TpoMOoHa (abo 3a Horo ydacTi), 30KkpeMa, B TucepTartii
®. KpmxaHOBCHKOTO PO TPOMOOHOBHIA KOHIEPT [2] Ta B OCIIKEHHI
O. ®enoproBa mpo TpoMOOHOBI aHcamMOIi [ 5]. Oxpemi 3pa3Ku TPOMOOHOBHX
COHAT aHaNI3YyIThCs B poOOTax 3apyOixHux aBropiB (N. J. Sudduth [17],
A. W. Ross [15], R Haines [11], L. R. Borges [7], J. M. Hausback [12],
J. T Cord [9], G. P. Joyce [13]), 110 iCTOTHO ITOTIOBHIOE BiJOMOCTI IIOJIO
03HA4YEHHOTO JKaHpY, ajle HEe MICTUTh HEOOXIAHUX CTHIIICTHYHHX y3aralib-
HEHb — ICTOPUYHHX Ta HAIIOHATLHUX.

Mera cTarTi — BUSBUTH OCOOIUBOCTI ()OPMYBaHHS Ta PO3BUTKY CO-
HaTh 11 TpoMOOHa (abo 3a Horo y4acTti) B €BPONEHCHKIX KOMIIO3UTOP-
CBKHX IIKOJNax apyroi nonoBuHU X1V — nouarky XIX cTosmiTs.

Buxkiaa ocHoBHOro marepiany gociimkennsi. TpomOoHOBa coHaTa
3aponmiacs B pamkax Berermiancekoi mkomm nepmroi uBepti X VI cromit-
a. [i panHi 3pasku 3Haxoaumo y TBopuocTi A. Bimnapra (1480-1562).
Ile Oy 1iepkOBHI BOKAJIbHO-IHCTPYMEHTAIbHI KOMITO3UIIi1, B TKUX «... JIO
XOPOBHX T'PYII MiIKITIOUAIOTHCSI IHCTPYMEHTANBHI — AyXOBi 1 CTPYHHI 3 Op-
raHoM»; Taki HoBauii B cdepi «coHatn» (IHCTpyMEHTaJbHA MY3HKa), 110
CHHTE3yBajacs 3 «KaHTaTOI0» (BOKaJbHA My3UKa), COPUIHHSIIHN «... TOHKI
KOJIOPUCTHYHI €()eKTH, CBOEPITHY MY3HUHY CBITOTIHbY»; HIILIIOCS HE TITBKU
po yOMfOBaHHS 1HCTPYMEHTaMH, B TOMY YHCIi i TPOMOOHAaMH, TOJIOCIB
XOpYy, aje i Mpo MOABOEHHS 1X B OKTaBY, IO «... OYyIJIO JJIsl TOTO Yacy CMijIH-
BUM HOBOBBEJICHHAIM» [3, c. 92].

Tpaanuii mxonu A. Binmnmapra nponosxmmm A. ta [x. ['aGpieni (Bia-
noBigHo, 1510-1586 Ta 1557-1612), y TBopuOCTi sikux copmyBascs, 3a
C. JleBinmM [Tam camo], «BEIMYHO-MOHYMEHTAIBHHUHN CTHIIb BEHEIliaH-
CBKOT ILIKOJIW», B SIKOMY BOKaJlbHa MOJI(OHIS «pO3LBidyBaiacs» iHCTPY-
MEHTAJILHUMHU 0apBaMu Ta CTBOPIOBABCS MPUHIIMIIOBO HOBUH THI (PaKTy-
P¥ — OpPKECTPOBO-KaMEpHUH, BOKaJIbHO-IHCTPYMEHTAJIbHUN 32 BUKOHAB-
CbKUM «HAIIOBHECHHSIM.

[opsin 3 nepexnageHHsaMu (BepcisiMn) XOpOBHX TBOPIiB, A. Ta JIk. ['ab-
pienti CTBOPIOIOTH LTy HU3KY OpUTiHAIBHUX aHCAaMOJIEBUX 1T €C («TyXOBHUX
cuMQOHIi») UIT TyXOBUX IHCTPYMEHTIB, Y TOMY YHCII 1 1 OOHOPIIHUX,
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cepen akux Oy ¥ TpomOoHOBI kKoHCOpTH. Tak, y Conati k. ["abpiemi
ITiJ] IPOMOBHUCTOIO Ha3BOMW «Piano e fortey (1597) npencrasieHo 1Bi iH-
CTPYMEHTaJIbHI TPYTH 32 y4acTi TPOMOOHIB — «... B OJIHI{ — JjBa aJIbTOBHX
1 TCHOPOBHI TPOMOOHH 3 KOPHETOM; B 1HIIIH — JiBa TEHOPOBUX 1 OacoBuii
TpoMOOH 3 ofHi€0 cKpunkowo» [3, c. 94]. Pa3oM 3 OCHOBHOIO METOIO aB-
TOpa COHATH — MMOKA3aTH KOHTPACTH JIMHAMIKH, 1110 OyJ0 Ha TOW Yac To-
JIOBHUM HOBOBBEJICHHSIM, TYT MPHUCYTHIH 1 €EeKT pericTpoBo-TeMOpOBUX
«MIKC» — BHCOKI TPOMOOHH MOETHYIOTHCS 3 KOPHETOM, a HU3BKI 3iCTaBIs-
IOTHCS 13 COIOI0YOI0 CKPHITKOIO (JMB. PO 1€ B HAIIIH CTATTi, IPUCBSIYCHIH
BUHUKHEHHIO €BPOTEHCHhKOI TPOMOOHOBOI coHaTH) [1].

Cain Haronocut, o [x. ['abpieni OyB OAHUM 13 TEPIIMX KOMIIO3H-
TOPIB TOTO Yacy, KOJIU «CTapa» TPaauLis XopoBoi moi¢oHii me He Bigi-
HI11a B MUHYJIE, @ HOBE ToMO(OHHE MUCJICHH 1iie He HaOpaso cuiu. Tomy
iHCTpyMeHTanbHa My3uKka Jxx. ['abpieni TicHO OB’ s13aHa 3 XOPOBUM THCh-
MOM, 3 HOTO XpaMOBOIO aHTH(OHHOIO TPAAMIII€I0, 1€ OYB IPUCYTHIN PO3ITO-
I Ha KiTbKa «XOpiB» OesnocepenHbo mpu Oorocmyxinui. k. [abpieui,
JI0 TOTO X, OyB OIHUM 13 MEPLIMX aBTOPIB, XTO I10YaB TOYHO BHIIUCYBaTU
y CBOIX MapTUTypax BUKOHABCHKI CKJIa/IM, YOTO Maike He criocTepiraiocs
B iHIIIMX TOrOYaCHUX aBTOPIB (IPUHLHII BEPCIHHOCTI).

3pa3kamMu aHCaMOJIeBOI MY3HKH IHCTPYMEHTAJIhHO-COHATHOTO THITY,
ctBopeHoro J[x. [aOpieni anst TpoMOOHIB, MOXKYTh CityryBatu «Sinfonie
sacrety (1592) ta «Canzoni e sonatey (1615; mocMepTHe BHIAHHSA).
OcoOnuBHil IHTEpEC MPENICTABISIE BMIILIEHA Y IPYTiid 3 uX 30ipok «Canzon
Quarti Toniy, nanucana it 12 TpOMOOHIB, ABOX KOPHETIB 1 CKPHIIKH.
3aranpHAN «XOp» PO3MOAUIIETHCS Ha TPH «MaJll XOPH», SIKi TIOCTITOBHO BH-
KOHYIOTH PO3/IUIH LIOTO TBOPY — NOJIi(OHIUYHHHN, 3MILTAHUH, TOMO(OHHHH.
[eprmwii 3 HUX — MONTi(OHIYHUI — BHKOHY€THCS KBAPTETOM TPOMOOHIB 1 KOp-
HETOM; JIPYTHi — KBapTETOM TPOMOOHIB 1 CKPHIIKOIO; TPETiii — KBapTETOM
TPOMOOHIB 1 KOpHETOM. TPOMOOHH TPaKTYIOTHCSI aKOPIIOBO ¥ MOIi(OHIYHO,
a «COJICTH» — KOPHET Ta CKPHITKA — 3aCBIAUYIOTh MOMKIIMBOCTI TOMO(OHHOT
MeJtozii, 10 HiOW HAPOIKYETHCSI 13 3arajibHOT 3ByKOBOi MacCH.

Sx Bigznawae Y. Kimbonm (W. Kimball) [14] 3 mocwiaHHAM Ha
. Ulynentepra (D. Schulenberg) [16], «... HaWBaXJIUBINIMMU THCTPY-
MEHTaMH JITaHOI MY3UKH (BEHEIIaHChKi 0araroXopoBi TBOPH) — IICIS Op-
ra"a, SKUi MiAKPIIUTIOBaBCs TeHepan-0acoM, Oyau KOPHET 1 cepeHbOBIU-
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HHH Pi3HOBU TPOMOOHA — cakOyT». Y TiepeltiKy TBOPiB, HATMCAHUX I Ha
PaHHBOMY eTalli 3apOKEHHS 11i€i 0araToXopoBOCTi, B COHATHOMY >KaHpi
3yCTPIiYarOThCsl HE TUTBKH BHKIIFOYHO iHCTPYMEHTAIbHI KOHCOPTH 32 y4ac-
Ti TPOMOOHIB, alle i BOKaJIbHO-IHCTPYMEHTaJbHI (TAaKOrO POIy KOHCOPTH
TOJII Ha3WBAJIUCS «JIAMaHUMU» 1 BKITIOYAJIM JIOCTaTHHO BIIbHUIM, aje BKe
BUITMCAHWH Mi01p IHCTPYMEHTIB 1 roiociB).

[TpuknanoM HpOMy CIyryrOThb 30ipKH BOKanbHOI MY3WKH «I/ primo
libro de’ concerti ecclesiastici...» A. Kporti (1577-1606), cepen sxkux
«Sonata sopra Sancta Mariay, HanMcaHa AL COTPAHO, JBOX CKPHIIOK,
TpoMOOHa Ta oprana. L{e Bke OyB 3pa30k cOoHaTH KAMEPHOTO THITY, B IKOMY
TPOMOOH IOCTAE SIK OJTUH 13 TOJOCIB IOCUTH MPO30p0oi ToMO(OHHOT TKAHH-
HU Ta €, BOAHOYAC, KOHTPAITYHKTOM JI0 BOKaJIbHOI Ta 1HIIUX MEIOIUYHUX
mapTiit.

Jloka3oM HIMPOKOTO 3acTOCYBaHHS TPOMOOHa B IO J100y MOCTae
1 TBOPYICTh BEJIHMKOTO pedopmaropa My3udHoro cTmio — K. MoHTeBepi
(1567-1643), sixuii y CBOIH «Ipyriil MpaKTHI» 3HAYHY YBary IpHUIiISB
PO3BUTKY ’KaHPIB KAMEPHOIO TUITY B JIyCi 3aralibHOTO, aJie PO3ILTUBYATO-
IO y CBOIX KOHTYpax 0apOKOBOTO «CTHIII0 cUM(OHIN» (stilus simfonicus).
VY cBoto «Vespro della Beata Vergine», cxopoueno — «Vespers» (1610),
K. MonTeBep/1i BKIIFOYUB JIUIIE TPH TBOPH 3 YITKO O3HAYEHUM IHCTPYMEH-
TadbHUM cKianoM — «Domine ad Adjuvandumy, «Sonata Sopra Sancta
Maria Ora Pro Nobisy», «Magnificat, a Sette Vociy. Bci BoHM niependadanu
y4acTb TpOMOOHA, 110 3aMiHIOBaB TOJI B aHCaMOIsiX viola da brazzo.

HaiiBaxxnuBimmm etarmoM y (GOpMyBaHHI COHATHOTO KaHpY, IIO
MHUCJIHBCS SK COJBbHO-aHCaMOneBuii, Oyna mpakThka BomoHCHKOT mIKo-
nu B 0co0i ii 3acHoBHUKIB — [Ix. b. Baccani (1657-1716) ta A. Kopemni
(1653—-1713). 3okpema, A. Kopenti ik KOMIIO3UTOP-CKPHTIATh OyB HE TilTb-
KU «BUHAX1THUKOM» (32 H. XapHOHKYpTOM [6]) 3KaHpy concerto grosso ta
«IapaeabHO» HOMY TPio-COHATH, aje it PO3POOHUKOM IHCTPYMEHTAIbHOT
COHATH KOHIIEPTHOTO THITY /Ui iHIIUX iHCTpyMeHTiB. Came A. Kopemi, sik
BBKAIOTh JICSKI IOCIITHUKH, 30Kpema @. KpmkaHOBChKHIA [2], HAICKHUTh
aBTOPCTBO OJIHOTO 3 TEPIIUX 3Pa3KiB COHATH YIS COJOI0YOrO TPOMOOHA
B CYIIPOBOJIi KiaBipy (Sonata in D minor Op .5 No. 8), cTBOpeHOI moi-
OHO 710 CKPUTIKOBUX COHAT 3 0acOM y CTHIIICTHI da camera 3 TIOBLIBHOIO
Preludio Ta nBOMa MIBUAKUMH IrPOBUMH YaCTHHAMHU.
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[Turanns npo 1m0 CoHary, IpoTe, € CIHIPHUM IIOA0 HasSBHOCTI aBTOP-
CBKOTO TMPHU3HAYEHHS came JJisi TpoMOoHa. B icHylouill Ha choronHi Jite-
parypi mumre B quceprarii @. Kpmxanoscskoro qana Conara kimacugiky-
€TBCSL SIK TPOMOOHOBA, JI0 TOTO K, icTopuuHO nepiia: «Hactymuuit eran
y BAOCKOHAJICHHI KOHLIEPTHOTO CTUJIIO — HOSIBA CAMOCTIHHOTO TBOpPY ISt
commorouoro TpomGona. Muersest mpo Conary A. Kopemnmi — opurinans-
HUH TBIp, 110 BBIMIIIOB B iCTOPi0 KOHIIEPTHOTO perepTyapy it TpoMOOHa
SIK TIEPIIUH 3pa30K COJIBHOTO TBOPY JUIS IILOTO iHCTpyMeHTa» [2, c. 24].
Sk toka3 OCIiTHUK HABOJUTh HOTHUM NPUKJIaa nodatky Preludio, ne 4it-
KO 3a¢iKCOBaHO JIBi MapTii — TEHOPOBOTO TPOMOOHA, 3aHOTOBAHY B aJIbTO-
BOMY KIItoui, Ta basso continuo.

BoueBusp, BUKOHAaBChKa MPAKTHKa CBITYMUTH PO Te, IO AaHUH 3pa-
30K HE € OpHUTiHAIBHUM, po3paxoBanumM A. Kopemri came Ha TpombO-
HOBO-KJIaBipHHid 1yeT. Lle, ckopimlie 3a Bce, JUIIEe BepCisi OpUTiHAIBHOT
Conaru 3 6acoM /Jis BiOJIOHYENI, SIKY TOZ1 YacTO 3aMiHIOBAaB TPOMOOH, 1110
HiATBEPIUKYETHCS MPAKTUKOIO CYYacHUX BIOJIOHYENICTIB, X04a, BXKE cam
(hakT MOXKJIIMBOCTI BUKOHAHHS Ha TPOMOOHI BipTY03HOI CTPYHHO-CMHUYKO-
BOT MapTii CBIAYNTH MPO 3HAYHI MOMIIMBOCTI Ta TIIMOOKI JKepena Colb-
HOI TPOMOOHOBOI COHATH, B SIKiH Ll 1HCTPYMEHT 3/1aTeH KOHKYpyBaTu
3 BIOJIOHUEJLIIIO.

ITaniiiceki iHCTpyMeHTambHI KoM X VII cTOmTTS, KOTpi Bigirpaiu
MIPOBIAHY POJIb y CTAHOBJICHHI COHATHOTO i KOHLIEPTHOTO 1HCTPYMEHTAaI3-
My, OLTBIIIOI0 MiPOIO CTPYHHO-CMHUYKOBOTO, @ TAKOXK MIJIHO-J[yXOBOT0, JI0-
MTOBHIOBAJIMCS HIMELIbKUMU Ta aBCTPIACHKUMU. Y NOCITIKEHHIX MY3HKO-
3HABIIIB-TyXOBUKIB, 30KkpeMa, B poooTi F0. YcoBa, y 3B’s3Ky 3 UM ITiJI-
KpeciroeTbes 3HaueHHs TBopyocTi [ lneepa (1636—1709). Bigznauaroun
Toii daxT, mo XVII cTomitrs Oyno «IepiogoM MoJabIIOro PO3BUTKY Ka-
MEpPHOT0 aHCaMOJIIO TyXOBUX IHCTPYMEHTIBY, TOCIIIHUK IPOIIOHYE XapakK-
TEPUCTHUKU 3BYKOOOpa3iB AESKHUX COHAT LbOro aBropa: «M’sKe, oKcamMu-
TOBE 3By4YaHHs TPOMOOHIB XapaKTepH3y€e XOpalbHy COHATY IS YOTHUPHOX
TpoMOOHIB 1 reHepai-0aca pe MiHOp; y COHaTi JIsl JBOX KOPHETIB (LIMHKIB),
TPHOX TPOMOOHIB Ta OpraHa Js MIHOP TPOXHU NMPHUDIYIIICHOMY 3BYYaHHIO
TpOMOOHIB IPOTUCTABIISIFOTHCS JI3BIHKI TOJIOCH KOPHETIBY [4, . 26].

ABCTpO-HIMeIIbKa 1HCTpyMEHTaJlbHA IIKOJAa B TPAaKTyBaHHI Kamep-
HO-1HCTpyMeHTaIbHUX kaHpiB Ha Mexi X VII-XVIII cronite 00’ €1HyBaa,



64 2019 m Bun. 54 m JIpobaremu 63aemodii mucmeumea, nedazoziky ma meopii i nPaKmuUKy 0CIMU ,\\\@

«mpuMuproBaiia», 3a H. Xapuonkyprom [6, ¢. 121], aBi oCHOBHI iHCTpY-
MEHTaJbHI LIKOJIU TOTO Yacy — iTaJiiChKy, i3 BIACTHUBOIO i BiIKPHUTOIO
EMOIIIHHICTIO, Ta (PPaHIy3bKy, IO BUPI3H:IACA CTPUMAHICTIO ¥ pario-
HayisMoM. [IpeacraBHMKaMU HampsiMy, IO CHHTE3yE€ O3HAaKW IUX IIKLJ,
oymu I. Myddar (1653—-1704), I. Ilneep (1636—1707), a we panime —
I. lrotm (1585-1672). ¥V «JlyxoBHux cumdonisx» I. Illrorma, yuHs
Jlx. T'abpieni, 1OBOJI MIKMPOKO MPEACTABICHO aHCaMOllb TPOMOOHIB, pU
qomy, skmio JIk. ['abpierni po3BuBaB, 34¢0UTBIIOTO, KOJTOPUCTHIHI MOYKITH-
BOCTI TPOMOOHIB, BUKOPUCTOBYIOUH iXHI aHCaMOJIi BiJ| IUCKAHTIB J0 0a-
ciB, T0 «... I. llIfoTIl pO3KpHB KaHTWIIEHHI BJACTUBOCTI iIHCTpyMeHTa» (3a
O. ®enoproBuM [3, c. 33]).

Tak, B «lHTepmroni» s comtorouoro Oacy, KBapTeTy TpOoMOOHIB
1 basso-continuo «Fili mi, Absalony T'. IlIfoTi TEMOHCTPYE «BOKATLHE)
TPaKTyBaHHS TPOMOOHOBOTO TeMOPY, OETHYIOUHN 1 HAaBITh yMOAIOHIOIOUN
HOT0 3By4aHHIO HU3BKOTO rojocy. Taky 3BykoBy HoBatlito C. JIeBiH Bu3Ha-
Yae sIK «BUHATKOBY 3HaX1IKy TeMOPOBOi XapakTepuCTUIHOCTI» [3, ¢. 121],
KOHCTaTyrouH Takok Tod Qaxt, mo [. [T y naniii m’eci po3muproe
(byHKIIT TPOMOOHOBOTO KBAapTETY, KU CTA€ JIKEPEJIOM PO3BHUTKY TeMa-
tu3My. [louaTkoBO TPOMOOHH TYT BUKOHYIOTH BOCBMUTAKTOBY TEMY, SIKa
MOTIM TIEPEIAEThCS COTIOI0YOMY 0acy B CYNpOBOIi continuo. Ilicas mporo
CBOEPIHOTO apio30 3BYYUTH €Mi30/1, JIe COJIICT CITIBA€ BXKE B CYIPOBOII
KBapTeTy TPOMOOHIB. TyT CyTTEBO 3MiHIOETBCS XapaKTep MY3UKH: Y CKOP-
0oTHY 00pasHicTh «Fili mi, Absalon» NPUBHOCHUTHLCS KaHTUICHHO-IIPOBE
TMIePIIOPKEPENIo, MOXiAHe Bix itamiiicekoi mkomu J[k. [aOpieni, B sKo-
o TpoMOOH i TPOMOOHOBHI aHCaMOJIb BUKOPHUCTOBYIOTHCS, TIEPEBAKHO,
B SIKOCTI «MOBJICHHEBOI rpw» (HiM. — Sprechendie Spiel).

Y pO3BUTKY KaMEepHOTO aHCaMOJIIO 32 y4acTi TPOMOOHA BaYKJIMBY POJTb
31irpajo CTaHOBJICHHSI TAHIIOBAIBHOI CIOTTH K )KaHPYy, 3aCHOBAHOTO Ha I0-
OyTOBUX MPOTOTUIAX, SKHI IMOCTYIIOBO ACUMLUIIOBABCS COHATOIO (Sonata
da camera), mo Oy70 0COOIUBO THUIIOBUM JJIsI HIMEIIBKOT Ta aBCTPIHCHKO1
OapouHoi Tpamuiii. Sk BBaxkae C. JleBiH, «... IHCTpyMEHTaJbHA CIOiTa
3QIMIIAETHCS OMHUM 3 HeOararboxX *aHpiB HIMEIBKOI MY3HKH, IO TPO-
JOBXKYIOTh iCHYBaTH W po3BuBarucs, <...>y 1629 ta 16501657 pokax
BUXOIATh «CBsIIeHHi (qyxoBHi) cumdonii» [lrorna, B 1655-1658 pokax
PO3BHTOK HIMEIBKOi OPKeCTPOBOi (IHCTPYMEHTAIILHOT) CIOITH CIIPHYUHSE
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BUHHUKHEHHS CBOEPITHOT (DOPMH TyXOBOI MY3HKH, TaK 3BAHUX «OAIITOBUX
conam» [3, c. 128-129].

OnHAM i3 TBOPIIB MOAIOHWUX COHAT 3 Maike HEOIMIHHOK) YYacTIO
B HUX TpoMOoHa OyB I. Peiixe (1667—1734). Byny4u 3a BUKOHaBCHKOIO
cneuianizauiero Tpybauem, I. Peiixe 1696 poky omyOmikyBaB 30ipKy
“Quatricinua” 3 24-X «0aImITOBUX COHAT» (fower sonatas) Ajis KOpHETa
i TppOoX TpoMOOHIB. OCOONMBICT AAHWUX COHAT MOJTana B MOEAHAHHI
roMo(poHHHX 1 TOMIQOHIYHUX YACTHH-PO3MIUIIB (K y concerti grossi da
camera A. Kopeni), ofHaK i3 3aJly4eHHSIM HE CTPYHHO-CMHUYKOBOI I'PYIIH,
a MiTHO-TyXOBOTO aHCaMOJTIo0.

V Oinpmocti BUNaukiB «OamrToBl coHatuy» 1. Pelixe BKiIroYan
IBi-TpY TOMO()OHHHMX YaCTHUHHM 13 3aBeplIajJbHUMH (pyramu, 1e OCHOBOIO
IUIs TeM ciyryBaja gaHdapHiCTh, 0 TOXOAMIA Bl COMFOIOYOTO KOpHE-
ta. 3aBasku TBopuocTi [. Peiixe TpoMOOHOBHII aHCAMOIIb 1 KaHpP TPOM-
OOHOBOT COHATH OcATaE SKICTh «paHPapHOTO CTHIIO», 30€pEeKEHOTO Ha
TPUBAJIMK Yac y My3ulli JUist TpoMOOHa 1 TpOMOOHOBHX aHcamONiB (3a
O. ®epoproBum [5, c. 34]). Ilix BrumBoM QandapHOCTI CKIama€eTHCS
W TIeBHUU THIT TPOMOOHOBOTO TEMATHU3MY, Jie THCTPYMEHT BUKOPUCTOBY-
€ThCS SIK HOCI 00pa3HO-IHTOHAIIIHOI i71e1, BTUIEHOT Yepe3 TeMy-Meo-
Iifo y ¢hopmi ToMopoHHOTO (KJIACHYHOTO) Mepioay 31 3BOPOTAMH, 3aCHO-
BaHUMH Ha PYCi 1O 3ByKax akopay. BiJl mboro MOMeHTY pO3MOYMHAETh-
csl ICTOpist MY3HWKH UIsi TPOMOOHA s0/o0, 110 TOCTYIIOBO BHUBLIBHIETHCS
3 aHCaMOJIEBOTO OTOYEHHS — OJHOPITHOTO (1HCTpYMEHTAIbHUN CKIIaJ),
YH 3MilIaHoro (iHCTpyMEeHTH Ta rosocH). IIpoBigHuM >xaHpoMm TyT Oyna
coJIbHA sonata da camera, MO TOXOIUTH BiJ 0APOKOBOI TAHITIOBAIHHOT
CIOiTH, anpoOOBaHOT B MiIHO-TyXOBii MPaKTHUI Yepe3 KaHp «OarmToBoi
COHATUY.

CBiTCBKi XKaHPOBi pizHOBHIM aHcamOieBoi coHatn n06u bapoko ic-
TOPUYHO CITiBiCHYBaJIU 3 IlepkoBHUMU. Sk BinzHauae C. JIeBiH, «... 70 Ha-
POJKEHHST HOBHX ()OPM IHCTPYMEHTAIBHOT MY3HKH, B SIKHUX SICKPABO YBH-
Pa3sHUIUCH CYCHITBHO-11€0I0T1YHI yCTPEMITIHHS €TIOXH, &K HisIK He MOIJIa
3IMIIATHCS OalTyK0T0 epkBa. BomgHouac i3 (hopMyBaHHSM CIOITH B TIep-
KOBHili My3HIIi BiZOyBaeThCS OJUH 13 HAWBU3HAYHIIINX B iICTOPil My3HYHOT
KyJIBTYpH NIPOLECIB, SKUI MPUBOIUTE J0 BUHUKHEHHS TaK 3BaHOT IEPKOB-
HOT COHATH (Sonata da chiesa)» [3, c. 128].
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Y XVI-XVII cTomiTTIX TOJTOBHOIO TSHIACHITIEIO 3aCTOCYBAHHS TPOM-
0OHa B COHAaTHOMY JKaHpi OyJO KOJEKTHBHE MY3HMKYBaHHS, Y SIKOMY BiH
3aIIMIIaBCcs HOCiEM 0acoBOT UM KOHTPAMyHKTYI0UOi (pakTypHUX (yHKITI.
3okpema, B Marepianax, 3i0panux Y. KimOanom [14], MICTATbCS 3rajku
PO LTy HU3KY TBOPIB (OUIS TPUIUATH) KaMEpPHO-aHCaMOIEBOTO THUITY
3 00miraTHUM TPOMOOHOM. 3TaJyIOThCS IMEHa TaKMX KOMITO3UTOPIB, SIK:
itaniiini @. Yenep (F. Usper), A. bonuiepi (A. Banchieri), x. I1. Yima
(G. P. Cima), k. Iiudi (G. Picchi), C. bepuapmi (S. Bernardi), [1. Kactemno
(D. Castello), b. MapiHui (B. Marini), ®. Kasamni (F. Cavalli), M. Yaennini
(M. Uccellini), C. Ilacino (S. Pasino), I1. A. UpsHi (P. A. Ziani), M. Hepi
(M. Neri), ®. Mamxini (F. Magini), JIx. Baneutini (G. Valentini),
A. Beprani (4. Bertali); acrpiiini U. T. Imensuep (J. H. Schmelzer),
I. Myddar (G. Muffat), U. . ®yke (J. J. Fux); mimui B. K. Bpiremns
(W. C. Briegel), Y. Tleuens (J. Pezel).

ABTOp 3raaye naroBany 1669-m pokom CoHaTy i1t TPOMOOHA 3 TeHe-
pasi-6acom, HamMcaHy aHOHIMHUM aBTOpOM 3 MoHacTupsi Cesitoro ®omu
B boremii, — mepmuii TBip Takoro CKJIaay 3 BiJIOMHX Ha CbOromHi [14].
3HaYHUN BHECOK 10 IIHOTO XKAHPY 3pOOUB 1 YECHKUI OapOUHHI KOMITO3H-
top I1. . BeitBanoscwkwuit (P J. Vejvanovsky), sxnii, 3a U. E. Bpesepom
(C. E. Brewer) [8], cTBOpMB HH3Ky COHATHHX 3pa3KiB, po3paxoBa-
HHUX Ha Pi3HI Bepcii BUKOHAHHS, cepell SKUX MPOBiTHE Miclle HaJICKUTh
TPOMOOHOBHM.

Tpanunii HanrcanHs TPOMOOHOBOI COHATH B ii TPHOX PI3HOBHJIAX —
da chiesa, da camera, «bamroBa My3HWKa» — NEBHHH 4ac 30epirammcs
1 B moby Kmacummsmy. [Ipo 11e cBimuath, 30kpema, 12 «Tower sonatasy
@. Ulnaiinepa (F. Schneider) nns n1Box Tpy0 i TphOX TPOMOOHIB, CTBOpEHI
B 1803-1804 poxax (3a /. I'itionom — D Guion —[10, c. 156]).

BucnoBku. TakuM 4uHOM, IUTSIX, MPOMICHUN COHATOO 1711 TPOMOOHA
(abo 3a iforo yuacti) B mepion Bix mizHboro Penecancy no Kiaccuiusmy,
3aCBITUY€E, 3 OMHOTO OOKY, pyX IHCTPYMEHTA JI0 COTBHOCTI i aBTOHOMHOC-
Ti B MeXax «MasoaHcamOIIeBO» KaMEepPHOCTI (COHATHUH ayeT abo conbHa
coHara 0e3 CyImpoBOay), 3 IHITOTO OOKY — CTilike 30epeKeHHs aHcamoIe-
BUX TMEPIIO/HKEPEN LIHOTO JKaHpy (aHcaMOIb TPOMOOHIB, 1HO/I B TOEHAH-
Hi 3 IHIIMMU TIpeICTaBHUKAMU brass-epynu). Taka icTOpu4Ha CTHIICTH-
Ka TIOEHYBaIacs 3 KaHPOBOIO: COHATa CIOITHO-KOHIEPTHOTO (da chiesa,
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da camera, «6amToBay ) TUITY 3MiHIOBAJIaCsS Ha KAMEPHY, TIOCTYIIOBO CTal0-
YU PI3HOBUJIOM COHATHO-CUM(OHIUHOTO ITUKITY.

3a3HayeHo, Mo OaThKIBIIMHOI TPOMOOHOBOi coHaru Oyna Itamis
(Beneriiancbka mkona A. Bimtapra ta Oparie A. ta JIx. [a0Opieni), mic-
71 YOrO HAMBU3HAUHINI JOCSATHEHHS B IIbOMY JKaHpPi MPOJEMOHTPYBAIH
mimenpki (I lrom, I Hlneep, @. Illnaiinep), aBctpiiiceki (I. Myddar,
. ®dyxe U. llmensuep), a Takox yechki (M. BeifBaHOBCHKHMIT) aBTOPH.
CaMme y TBOPYOCTI ITUX MY3HUKaHTIB 3aKJIa JAIACS OCHOBH TIOAAIBIIIOTO PO3-
BUTKY KaHpy TPOMOOHOBOT COHATH, PO3KBIT SIKOTO MPHIIAAA€ HA JOBOJI BiJI-
JTAJIEHY TEePCIIEKTUBY — Ha APYTY MooBUHY XX — modaTok X XI cTomiTTh.

IlepcneKTHBH MOAAJBIIUX TOCJTiAKEHb 3asBICHOI Y NaHIA CTaTTi
TEMHU TOJATATh Yy MOMTUOJICHOMY BHBYCHHI KJIFOYOBHX 3pa3KiB TPOM-
OOHOBHX COHAT, CTBOpeHHX MaicTpamMu HoBiTHBOTO "acy (XX — mepre
ngecsTmiTTs X X1 cTomiTTs). AZKe CTHIIBOBUH TUTIOPAIi3M, BIACTUBUH MY-
3WIIi I[LOTO Yacy, BU3HAUA€ PI3HOMAHITHICTb COHATHUX MOJIEIEeH, SKi CITy-
T'YIOTh JIJISl KOMITO3UTOPIB (4acTO — JJIsi KOMIIO3UTOPiB-BUKOHABIIIB) 0a30-
BHMH JUTSI BIITBOPEHHS BIACHOTO PO3YMiHHS 010 BUKOPUCTAHHS TaKOTO
IHCTPYMEHTY SIK TPOMOOH y COHATHOMY >KaHPI.
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