A 1wie € TBOpM, MOABA AKMX Y pemepryapi IOB’s3aHA 3 IEBHOW OCOOMCTICTIO,
sIKa SIKMMOCh 4MHOM abo BIUIMHY/IA, ab0 Bpaswia, abo 6yna mopyd, abo migrpumana
YYaCHNUKIB KONeKTUBY. Tak, mic/s 3HaioMCTBa Ta BUCTYIY Ha OJHill CIeHi 3i CTaBeTHIUM
ckpumasnem Po6i Jlakaroruewm, 3’siBuBcst TBip «IIpucesra Po6i Jlakarorny», SIK srajka mpo
CHi/IbHMI BUCTYIL, IIPO JI0T0 HiTPUMKY, IIPO CIIIIKYBaHHAM 3 METPOM MY3MYHOTO CBiTY.
I meit TBip y penepryapi Bxke 10 pokis. 3HaiiomcTBO 3 Kommnosutopkolo O. Tonuapyk
3o o cobi mwecy «Xouy B Kapmarm». Yuacts apructis Tpio B poboTi >ypi
BigsHaumnach Kommnosuuiero Denean «Ksitnm mops». KomexrusHi moispxm po Opecn
306pasmwmicy y tBopax «IIporymsanku mo [epubaciBebkiii», «becapaboukar, y skiit
3ajjisHi He mpuTaMaHHi 6aHaypi 3aco6u 3ByKoBUKOOYBaHHs. [Ipyxba 3 B. [Imurperkom
IPOCTEXKYETHCS YIPOROBXK BCbOTO TBOPYOIO LUIAXY aHCAMOMII0, 30KpeMa KOMIIO3MIIis
«O1t mpuiria BecHa» MOOyZOBaHA Ha TeMax ABOX TBOPIB 11boro asropa. IlocriiiHe
CIL/IKYBaHHS 31 CTyIeHTaMU TeXX 3a/MIIAE CTi Y BUI/LAL HOBMX 00POOOK A/t aHCaMOTIIo:
«[Jsrmo-dance» 3 TaHIAMI, IKa30BIM CIIIBOM i COTO yAapHUX KOpo604oK, «[Juranoukar
AK TYMOPMCTMYHA HPUCBATA BCIM JJAYHMKAM, MY3M4HO-TIoeTHyHa Kommosuiia «Io
Tpeba s macts» Ha on. [I. Ipymmg, mys. M. Ipymescbkoro, «CTuxii cMyTKYy i TM060BI»
3a Mysukomw P. [Tayrca.

Y 2022 p. cramacp 1opis, AKa BIVIMHY/IA Ha XUTTA BCIX YKPAiHIB 1 y9aCHUKIB TPio
«nmBanflo» Tak camo i sMiHuIa Hifixin 10 BuOOpy perepryapy. EMOLiiitHmit cTaH, )KUTTEBI
06cTaBIHY aHCAMOTICTIB 1 /T0fielt HABKOJIO T1iJ Yac MOBHOMACIITaOHOTO BropraeHH: Pocii
B YKpaiHy BUILIIN Ha [epLIil IVTaH Ipy B1OOpI it aparxyBanHi TBopiB. Hais MenbHuk
i Onexcanppa CaBuiibKa 3aBx/u CTaBym cobi 3a MeTY MOMY/IAPU3ALIiI0 caMe YKPaiHChKOT
KyNbTypy Ha HapOJHMX iHCTpyMeHTaX. /0Ka3oM TOTo € KOHILePTHA JiA/bHICTD IXHIX
konektyBie — Kamem 6Gaupypucris «Conne» XHYM imeni I. II. Kornspescokoro,
6esniu ancam6is 6annypucris XJJAK, ancam6ris HapogHux incTpymentis «[Tocimaku» i
«Uynacis», ancaM6/m0 HapopHOT My3uky «CTOXapi» Ta OpKeCTPy HAPOJHNX IHCTPYMEHTIB
“VIVO” xadenpu Hapopuux incrpymenris XJAK. A Temep TuMm made — TiIbKu
YKpaiHCbKa My3IKa, yKpaiHCbKi aBTODM, TIicHi, Menopii. Lle HoBmiI eTan y TBOpYOCTi Tpio,
KO/ Te, 1[0 HEMOXK/IMBO BUCKA3aTy CIOBAaMIL, MOXKHA BUPA3UTH MY3UKOIO, IKA 3BYYNUTD
Ha HaifKpaIX CTPYHHUX YKPAIHChKIX IHCTpyMeHTax — GaHpypi, iumbanax i ko6si.

«Tax 3Byuntp CrOOOXKAHIINHA...» — BBXAIOTh YIaCHUKN KOMeKTUBY. I mybika
3 HUMJ TIOTOKYEThCSL.

O. Ionuapos

OCOBJIUBOCTI POBOTU HAZ, NOJIIPOHIYHUMU TBOPAMMU
B KJIACI BAAHA / AKOPOEOHA

O. Honcharov
FEATURES OF WORK ON POLYPHONIC WORKS IN THE ACCORDION CLASS

BuXOBaHHS CY4acHOTO My3MKAaHTA HEMOXJIMBE 0e3 BUCOKOXYHOXKHBOIO Ta Pi3HO-
MaHITHOTO penepTyapy, AKWUII IIOBMHEH CKIAJaTHCA i3 TBOPIB PiSHMX 3a XapaKTepoM,
TeMIaMy, KOMIIO3UTOPIB PI3HMX 4aciB, CTWIbOBMMH OcoOmmBocTAMM Tomo. Came
penepTyap € 0CHOBOIO I BCe6IYHOTO PO3BUTKY IIPUPOFHUX 3[iOHOCTElt My3HKaHTIB, ix

Barome micuie B pemepryapi cydacHux OasHICTIB / aKopfieOHIiCTiB 3aiiManTb
nonidoHiyHi TBOpK, ab0 B3ipui 3 enemenTamu nomidowii. Pobora Hap momdoHidHIMY
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TBOpaMI BEIbMU KOPMCHA Ta BKpAil HEeOOXifjHa, OCKIIbKM CIIpHs€ MOAA/IbLIOMY
HAaKOIMYEHHIO Ta POSLIMPEHHIO BIJMOBIHNX 3ac00iB 3BYKOBIOOYBAHHS, BIVIMBAE HA
OAA/IbLINIT PO3BUTOK MY3MYHOI 1aM sITi, METOJMYHOrO Ta FAPMOHIYHOTO CIIYXY TOLLO.

[omidoniunmit TBip (abo TBip 3 enemenramm nonmidouil) — ue mHepegycim
3aBepUIeHNIT My3UYHUIT 3Pa3oK IEBHOTO XapaKTepy Ta XYHOKHbO-0OPasHOrO 3MICTY,
IIEBHOTO KOMIIO3UTOPA 3 yCiMa NPMTaMaHHMMM JIOTO TBOPYOMY CTMJIIO Ta JKaHPOBOMY
HarpsaMy ocobmmBoctsamut. ToMy 3a1yyaTy o penepTyapy BiflmoBifHMIl MOMiQOHIYHNII
TBip Tpeba myxe 06epexHO, 0COOMMBO Ha NOYATKOBOMY eTalli OBOJIOAIHHS MY3UYHIM
incrpymentoM. Tpeba sBakaru He TifIbKM Ha CKIafHOL (QakTypu BUOPAHOTO TBOPY
Ta 110r0 06pa3H0-Xy110)KHI>OI‘O 3MICTy, aje I Ha BifTIOBiHICTh BMKOHABCHKOTO PiBHA
6asHicTa / aKOpAieOHICTa, TOMY 110 MpOLieC HABYAHHs MOBMHEH OyTH CHPSMOBaHMIl Ha
IOCTyIoBe HaOyTTA Ta 3aKpilIEHHS MY3MKAHTOM BMKOHABCHKO-TEXHIYHMX HABIYOK
i MEeBHMX XYJOXXHIX HpPUMIIOMIB, sIKi HeOOXiHO MOCTIfHO BIOCKOHATIOBATH IIIAXOM
TOCTYIOBOTO YCK/TafHEHHA My3IYHOTro MaTepiany. Lle cTocy€eTbcs i MOCTiitHOro KOHTPOIO
3a BIKOHABCBKIM aIlapaToM — IOTI0XKEHHSAM IPaBoi Ta JiBOI pyK BUKOHABLY, 1 mpbopy
3py4Hoi Ta npodeciiiHo BUIPABAAHOI AIUTIKATYpHU, PO3BUTKY MAilCTePHOCT] BOTONIHHS
MiXOM, INTPUXaMH, AMHAMIYHOK IIKaJI0H0, q)iHipyBaHHHM 3BYKY TOILO.

Tpeba sasHaunTy, W0 Cy4acHi GasHM Ta AKOPHEOHN 3aBIAKI 0COOMMBOCTM /IiBOI
K/aBiaTypu («BHOOPHOI») MalOTb MOX/IMBICTD MPAKTIYHO Oe3 3MiH BUKOHYBATH HOMTi(o-
Hiuni TBOpH BitoMux Komnosutopis-knacuxis V. C. Baxa, I. @. Tennens, B. Mouapra, axi
cTBOpeHi B opuriHazi mist $popremiano, kraBecuHy abo oprauy. Binbur ckmafsi MysudHi
TBOpI IOTPeGYIOTH IEBHOTO IPUCTOCYBAHHSA, TOOTO [epeK/IajieHHs (BUK/IA/y My3UIHOTO
TBOPY /IS {HIIOTO, OPIBHSHO 3 OPUTIHA/IOM MY3MYHOTO IHCTPYMEHTY), 10 Tependadae
pisHi 3aco6u BUK/Iay (akTypy MepeKIafjaeMoro TBOpY, SKi AI0Th MOX/IMBICTD Kpalile
IPUCTOCYBATI OPUTiHAT 10 0COOMMBOCTEI IHIIOTO MY3MYHOTO IHCTPYMEHTY, 3MiHM 3BY-
KOBOI crieniuiky TBOPY, 110r0 TeMOPOBUX 6apB, IEPEOCMICTIEHHS [UHAMIKI Ta apTUKY-
nanil. OfHax Me/nofifiHa Ta TaorapMOHiiTHA OCHOBA OPUTiHATY — HOBMHHI 3a/IMIIATICA
HETOPYLIHMMIL

Takox mpy mepexnafieHHi KIaBIPHMX TBOpPIB Tpeba HyXe YBOKHO KOperyBaTu
IUTaHHS AIVTKATYPY, OCKITIBKI IIO/I0KEHHA PYK BUKOHABIIiB, 3ac001 3BYKOBUA00YBaHHs
Ha pisHUX MY3MYHMX iHCTPyMEHTAX TeX PisHATbCA. ToMy TOMOBHMMM NIPMHIMIIAMI
nig6opy amtKaTypy MOBMHHI GYTH 3PY4HICTb, JOLLIBHICTD Ta XYHOXHSA HEOOXiAHICTD,
SAKI JOIIOMAraTiMyTh y4HIO OasHicTy a00 aKOpAIeOHICTy peanisyBaTu HeoOXifHI TeXHiYHi
Ta eCTETUKO-XYJOXKHI BUKOHABCbKI 3aBJJAHHS FONOCOBENiHHSA, PpasyBaHHs, OTPIOHOTO
GaTaHCy 3By4aHHS [PV BUKOHAHHI OTi()OHIYHUX TBOPIB.

Baxmse Micrie B Ipo1ieci JOCATHEHHA AVHAMIYHOI Ta Xy/J0KHbOI BMPA3HOCTi 3BYKY
3aliMa€ MiXoBefleHHA. SKiCTb MiXOBeleHHA — OVH 3 HallBaXK/MBilllNX IIOKa3HNUKIB PiBHA
BIKOHABCHKOI KY/IbTYpy OasHICTIB Ta aKOPAEOHICTIB, i 0c06/MBO TPy pobOTI Haf| TBOpaMU
10/TiOHIYHOrO CKIafy. 3MIHIOBATY HAIPSMOK PYXy MiXy Tpeba 30BCiM HEIOMITHO, He
HOPYLIYIOYN JIOTiKY PO3BUTKY MY3MYHOTo TBOPY. Kpale 3a Bce moBepTaTy Mix I yac
(pasupoBoYHOI 1e3ypH, asle, SIK CBIAYNTD IIPAKTIKA, He 3aBXK/M ICHYE TaKa MOXK/IMBICTD
i He 3aBXIM 1je 3PYYHO POONTH, HAIIPUK/IAL — IIPU BUKOHAHHI OMi(OHIYHNX TBOPIB 260
JI0BO/I TpUBA/IMX MY3M4HMX (pa3 Ha legato. Y Takux BUIAJKaX 3MiHIOBATU HATPSIMOK
PYXy Mixy Tpeba e MIBUJKO, ajie 6e3 MOLITOBXY, He JOIYCKAIUN PO3PUBY 3BYIHOCTI.
Jlyxe BaXIMBO, TAaKOX, IMOBHICTIO JOCTyXOBYBAaTH TPUBAMCTb HOTH ab0 dpasu, ska
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3HAXOJUTbCA Iepef 3MIHOI HANPAMKY PyXy MiXy, TOMY LIO INOHAlIMEHINA 3MiHa
XapakKTepy PyXy MiXy aBTOMAaTH4YHO 3MiHIOE IMHAMIKY Ta JJOBXXIHY 3BYKY, JIOT0 XapaKTep.

Bin mpaBuabHOrO, XymOXXHBO-JOLIIBHOIO PYXy MiXy 3ajeXaTb TaKOX YCi Biomi
3ac00M 3BYKOBMOOYBAHHS, 30KpeMa IWITPUXM — TOOTO MEBHMIT XapaKTep BUKOHAHHS
MY3HYHOTO 3BYKY, SIKUIT € Pe3y/IbTaTOM TOTO Y {HIIOTO 3ac00y 3ByKOBMHOOYBAHHS Ta
3Q/IEXKHUTB Bifj IOTPIOHOT0, XyAO>KHbO-BIUIIPABAHOTO 3MICTY 3BY4YaHH.

I’ Pano

PREREQUISITES FOR THE EMERGENCE
OF THE PERCUSSION INSTRUMENTS CLASS IN ODESA

G. Ralo
NEPEAYMOBU BUHUKHEHHSA KJTACY YOAPHUX IHCTPYMEHTIB B OOECI

Development of teaching to play percussion instruments in Odesa is a complex process
associated with formation of the first music schools and music classes, which became the
prerequisites for the creation of special music education institutions that contributed to the
improvement of the cultural development of society.

While investigating this issue, we primarily relied on archival sources collected in the
funds of the Department of Local History “Odesyka’, the Department of Rare Publications
and Manuscripts (“Odesyka Collection”), the Arts Department of Odesa National Scientific
Library, as well as in the fund of rare publications of the Scientific Library of I.I. Mechnikov
Odesa National University, which contains information about the formation of professional
music education in Odesa in the XIX and early XX centuries, as well as various statutory
documents of the Societies engaged in concert performance and professional training, as
well as facts reflecting the development of the musical life in the city, including a number of
articles from periodicals of the XIX century. In addition, we used memoir literature, letters
of prominent composers and musicians, and literature on the city history to understand
and reflect this era, the environment, and the conditions in which music education was
formed and performance developed.

In the process of work, we discovered that the economic development and prosperity
of the city contributed to the development of social relations, which, in turn, made
adjustments in the cultural and musical spheres.

The creation of music salons of aristocrats, in which vocal and instrumental evenings
were arranged, was of great importance to the musical art of that time. Representatives of
high social society provided significant support in the promotion of various artists who
could not only get the opportunity to perform on the main stage of Odesa at that time —
the City Theater, but also visit other cities and countries with concert performances under
their patronage.

In the 1860’s, the impetus for the development of musical performance culture was the
emergence of a number of Societies whose activities were aimed at raising the performance
level of musicians, creating and holding various concert events.

Despite the fact that the activities of the Society of Music Lovers and L¥cole musicale
de la Société des Beaux-Arts were connected with the foundation of the orchestra, holding
constant rehearsals in fact, during this period in Odesa, a problem can be traced connected
with the lack of professional personnel, and, first of all, orchestral musicians. This
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