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PREFACE

In the modern Ukrainian artistic space, accordion art appears
as a unique precedent of an exceptionally mobile modulation of a folk
instrument in the plane of academic tradition and comprehensive
realization of the sound image. Preserving the traditional connection
with the folklore plane, the sound image of the accordion appears today
as marked by the diversity of realization in various spheres of musical
art, the powerful potential of creating new timbre reintonations of the
world and national heritage, as well as the approbation of the newest
means of expression and experimental genre-style searches of modern
artists.

The process of realizing the sound image of the accordion is
actively understood in musicology, where the sound image of a musical
instrument is perceived as a unity of the characteristics of the musical
text (intonational-figurative content, structuml-semantic and stylistic
features) and the means of its repr tion (timbral-acoustic,
expressive capabilities of the instrumen&/@mnd production technique),
which is the basis of music percepti%@)

Representing new creati isions and vectors of composer
searches, reflecting modern esses of genre-style diffusion and
forming at the level of listeng¥perception an idea of a new expressive
sphere of musical art, th dern sound image of the accordion serves
as a basis for the peo‘&gogical and methodological justification of
innovations in the field of artistic practice. Appearing as a powerful
driving force in the development of such a mobile form of artistic
practice as the festival-competition movement, the sound image of the
accordion becomes one of the markers of modern national musical art
in the world artistic space.

The discrepancy between the partial mastery of the modern
soundscape of the accordion in genre, style, and expressive dimensions
in the musicological discourse and its permanent creation by modern
Ukrainian artists, filled with innovative conceptual searches, genre-
stylistic and expressive intentions and means of expression, actualizes

! Pabyxa H. 3BykooOpa3 y (oKyci COHONOTIYHOTO METOAY HOCIHiIKEHHS
MY3W4HOI KyIsTypH. Kyaemypa i cyuacnicms. Kuis, 2015. Ne 2. C. 98-106.



the need to determine the specifics of understanding the soundscape of
the accordion in the artistic space of Ukraine in terms of genre, style
and expression.

CHAPTER 1
PHENOMENOLOGICAL AND ONTOLOGICAL
DIMENSIONS OF MODERN FABRIC ART OF UKRAINE

The primary importance in the understanding of music is
played by science, which strives to reasonably explain the cause-
andeffect specificity of musical creativity. Modern musicological
knowledge demonstrates an exceptional intensification of the study of
a wide range of issues related to modern bayan art, aimed at
ascertaining its acquisition of a full-fledged component of the artistic
space, in particular academic musical arty The disclosure of the
previously untested technical and col ic possibilities of the
instrument, the overactive mastering okﬁlnre-stylistic dimensions
of the academic heritage, the creation)%’f a large-scale repertoire circle
and filling it with works that q&]onstrate the interpenetration of
folklore, academic, pop and ‘g‘ss "streams" of modern musical art
become the basis for scient¥sts to fix a new the sound image of the
accordion. Its modern %%ficity as a typological model, "which is
genetically formed, fixed in the process of musical communication in
a certain socio-cultural space"? is determined by its ability to be
represented in folklore, academic, jazz-pop, etc. spheres, the specific
exclusivity of its possibilities®, heterophonic- melodic polyphony,
which "combines organ-spiritual comprehensiveness, vocal expression

2 Tam camo.
3 Boxencbkuit A. JIo THMTaHHS BMKOHABCHKOI iHTeprpeTalii GasHHUX
komro3uuiii Bikropa BnacoBa. 36ipnux nayxosux npayb moiooux GueHux

Hpozobuyvkozo depoicasnozo nedazoziuno2o ynieepcumemy im. I. Opanka,
Jporo6ud, 2011. Bum. 2. C. 8-11.
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of strings and characteristic percussive and coloristic sound
formations".*

The uniqueness of the sound image of the accordion, the
activity of its "entry" in the academic status into the pluralistic stylistic
aura of modern national musical art, the approbation of the instrument's
innovative technical and coloristic possibilities give the accordion new
impulses of representation at the level of artistic performing practice.
At the level of scientific understanding, this reflects the understanding
of accordion art as a phenomenon of the modern musical culture of
Ukraine in all the diversity of its genre, style, and aesthetic markers.

Dissertation and monographic works of the last decades reflect
the stability of this status. In particular, in the dissertation work of R.
Bezugla "Bayan art in the musical culture of Ukraine (the second half
of the 20th century)", modern Ukrainian bayan art is defined on the
basis of a systemic approach as a socio-cultural phenomenon, "an
organic component of the national musicaReulture <...which..> is a
vivid evidence of creative interpenetr, fen of Ukrainian and world
musical culture. <...> combines suc enomena as artistic creativity
(creativity of composers and perfefners in the field of accordion solo
and ensemble music), profe@anal education (teaching practice,
methodical and pedagogicalevelopments), technical evolution of the
instrument, transformati social functions".®

Emphasizing tfe dynamism of the academicization of the
"cultural image" of the accordion, the researcher notes the need to
preserve national achievements in the field of accordion art and to form
ways of its adequate modern functioning.®

Understanding the universality of the sound image of the
accordion as a phenomenon of national culture determined on the
border of the 20th and 21st centuries. increasing the attention of

4 Yepnoisanenko A. J|. dakTypa y BU3HAYEHHI BUPAKAILHUX BIACTUBOCTEH
OastHHOT MY3uKH : aBTOped. muc. ...kaHa. muct. : cmem. 17.00.03. Oneca,
2001. C.6.

® Besyrua P. 1. BasHHe MUCTENTBO B My3U4Hil KyIbTypi YKpainu (apyra
nosioBuHa XX CTOJITTSA): aBTOped. AUC. ....KaHa. MUCT. : crer. 17.00.01.
Kuis, 2004. 20 c. C.1.

® Tam camo. C.16.



scientists to issues of the history of bayan art. Peculiarities of the
evolution of accordion art in connection with the improvement of its
organological indicators, the formation of the Kyiv accordion school,
the peculiarities of pedagogical and methodological guidelines, the
work of M. Helis, K. Myaskov, M. Chaikin, M. Risol, S. Chapkiy, I.
Alekseev, M. Davydov and others, as well as the specifics of the
repertory landmarks of outstanding performers were highlighted by E.
Ivanov in his dissertation study "Academic accordion-accordion art in
Ukraine (historical aspect)".’

The desire to form a coherent history of the existence of
accordion art prompts scientists to consider new research angles, in
particular organological. The study of the Ukrainian music industry as
a factor in ensuring the development of the national accordion art in its
multiplicity of links - "from amateur and amateur and educational to
professional and philharmonic and acadenl{c" is addressed in the
dissertation work "Formation and develc&vent of the production of
accordion-accordion instruments in raine in XX century
(organological aspect)" O. Rezni@é(ﬁighlighting the history of
instrument production in the 1930§31990s, the author's "periodization
of the formation, developmeqe\and functioning of the Ukrainian
production of reed—pneumo@/board instruments in the 20th century,
which represents the evo n of this phenomenon during three major
stages: pre-industrial, irféiustrial and post-industrial".®

The multidimensional nature of modern accordion art is a
factor in the formation by scientists of the latest research visions related
to certain spheres of its functioning. M. Bulda's dissertation work "Pop-
jazz music in accordion-bayan art of Ukraine of the second half of the
20th - beginning of the 21st century: composer's creativity and
performance” demonstrates the strengthening of the trend of
synthesizing accordion and accordion "directions" in the musicological

7 IanoB €. O. Axanemiune 0asiHHO-aKOPJICOHHE MHUCTELTBO Ha YKpaiHi
(icropuuHuit acniexT): aBToped. auc. ...kaHa. muct.: crer. 17.00.02 / Kuis.
nepix. koHcepsaTopis im. I1. I. YalikoBerkoro. Kuis, 1995. 16 c.
8 Pesnix O. C. CTaHOBIEHHS 1 PO3BUTOK BUPOOHMITBA GasHHOAKOPAEOHHOTO
iHCTpyMeHTapito B Ykpaini y XX cToJiTTi (OpraHONOTiYHUNA acIIeKT): JIUC.
...JokTop dinocodii : crer. 025. Crapobinberk, 2022. 319 ¢. C.2-6.
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discourse and the emancipation of the jazz-pop research vector. The
most important factors of its appearance can be considered the
dissonance between the formation of a significant array of works in jazz
and pop stylistics, the active development of jazz and pop performance,
the consolidation of the jazz and pop field of accordion art in an
independent status at the level of perception and the level of their
mastery in art history. Eliminating this dissonance, M. Bulda defines
the stages of the development of the jazz-variety trend in accordion
(accordion) art - "professional formation, philharmonic specialization,
academicization"®, characterizes stylistic changes in the repertoire
associated with the organic synthesis of innovative language and
thinking, folklore sources and individual creative composer linguistic
and stylistic markers, performance innovations associated with the
approbation of the appropriate range of playing techniques and the
choice of "interpretation and adequate reprochtion of the composer's
intention".1° v

In the dissertation study of 1., ¥ergiev "Ukrainian "modern
bayan" as a phenomenon of world @9 the phenomenon of "modern
bayan" is substantiated as a thesis of world and national
achievements of performing ark%arked by the formation of a new type
of performer - an innovafive artist, who represents benchmark
premieres interpretation e latest works.!

The latest ph&e of the accordion-accordion art life is
connected by the well-known bayanist-performer and scientist with
essential changes in composer-performer communication, under which
the "unity of the performer-composer's initiative in composing original
compositions for the accordion as "listening music™ with the inclusion
of timbral- sonorous effects in the function of specific graphic

° Bynaa M. EcTpagHo-15ka30Ba My3HKa B aKOPAEOHHO-0asHHOMY MUCTEIITBI
VYxpaiau apyroi nojnoBuan XX — noyatky XXI CTONITTS: KOMIIO3UTOPChKA
TBOPYICTH 1 BUKOHABCTBO: aBTOped. IWC. ...KaHA. MHCT. : cmem. 17.00.03.
Xapkis, 2007. 19 c. C.14.

10 Tam camo. C.15.

11 Cprie 1. JI. YkpaiHchkuil «MonepH-0asn» sk (JEHOMEH CBITOBOIO
MUCTEITBA: aBToped. JAuC. ....KaH. MucT.: crierl. 17.00.03. Oxeca, 2006. 18 c.
C.15.



indicators, bearers of archetypal meanings of music of postavant-garde
art". 1. Yergiev sees another modus operandi of the "modern bayan"
phenomenon in the intonation-stylistic dimension, stressing that the
"modern intonation" of modern bayan art combines the tonal
processuality of classical music with the statics of sonorouscluster
formations of music of the late 20th and early 21st centuries.'?

A characteristic feature of the musicological discourse on
issues of accordion art at the border of XX-XXI centuries. there is also
a tendency towards its universal representation based on a combination
of phenomenological and ontological perspectives. Fairy tale art
occupies one of the prominent places in M. Davydov's fundamental
work "The History of Performance on Folk Instruments”, which
highlights the questions of the genesis of the instrument, the ways of its
existence in artistic practice in the unity of organological, performing,
repertory and pedagogical-methodical perspegtives.'?

A comprehensive vision of accordigwart in functional,
genrestylistic, technical-expressive di ons is reflected in A.
Stashevsky's monograph "Modern Ularhian music for the accordion:
expressive means, compositional nologies, instrumental style".14

In "Essays on the Histg\r& of Ukrainian Music for the Bayan",
A. Stashevskyi creates a Iarngcale panorama of the existence of the
national bayan art, full Qﬁpersonal accents - essays dedicated to the
work of outstanding cofﬁposers - creators of original literature for the
bayan.®®

An encyclopedic summary of the long path of the development
of the national accordion art is offered in the work of A. Semeshko
"The Bayan-Accordion Art of Ukraine at the Turn of the 20th-21st

12 Tam camo. C.13-14.
13 Jlapunos M. Icropis BHKOHABCTBA HA HAPOJHMX IHCTPYMEHTAX
(Ykpaincbka akagemiuHa mkoia) : migpyysuk. Kuis: Harionansna My3ndna
akanemis Ykpainu im. I1. 1. YalikoBcrkoro, 2010. 420 c.
14 Cramencrkuit A. CyuacHa ykpaiHchbka My3uKka Juis GasiHa: BUpaXasbHi
3aco0M, KOMITO3MIIITHI TEXHOJIOTIi, IHCTPYMEHTAJIbHUI CTHIIb : MOHOTpadisl.
Jlyrancek : AnTap, 2013. 328 c.
15 Cramerchkuii A. Hapucw 3 icTopii ykpaiHChKOi My3uKH Juist GasHa.
Jlyrancek: [Momirpadpecypc, 2006. 152 c.
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Centuries", which reflects the convergence of the artistic understanding
of the accordion and accordion art, which is indicative for the modern
musicological discourse, due to a certain interchangeability of
instruments in artistic practice , synthesis of pedagogical and
methodical guidelines, organological and repertoire closeness, etc. The
leading problem modes of A. Semeshko's guidebook are highlighting
the peculiarities of the creativity of accordionists of Ukraine and the
Ukrainian diaspora, creating a panorama of the competition and festival
movement on the border of the 20th-21st centuries. Systematic
representation of Ukrainian accordion art is provided in this survey by
a list of sheet music publications aimed at solving permanently relevant
repertoire problems and significant methodical works.6

A separate problem area related to the issues of modern
national accordion art is the study of the peculiarities of regional
accordion schools - Lviv, Kharkiv, Kyiv, ~Qdesa, etc. A common
feature of such works is the study of. ~ithentic Ukrainian folk
instruments; formation, development G)promotion of its academic
varieties; its functioning and cuItura.Lst e in modern Ukraine, as well
as the training of specialists in th%@eld of accordion-accordion art.*’

Turning to the characiedystics of the Lviv accordion school,
researchers note such featu‘;& as: direct contact with the Western
European tradition of dion art (without intermediate links);
"working out the Ieadiﬁ?g principles of repertory policy (focusing on
translated academic repertoire with special attention to baroque
literature, mastering a mass of original European and national

1 Cememxo A. A. BasHHO-akOp/IEOHHE MHUCTENTBO YKpaiHM Ha 3iami
XXXXI ct. : nosinauk. TepHomins : HaBuanpHa kaura — borman, 2009. 244
c. 7 Jlymnuit A. HaykoBi npioputeTn 6asHHO-aKOPJIEOHHOTO MUCTELTBA B
KOHTEKCTI YKpPaTHChKO1 aKa/IeMi9HO1 IIKOJIH I'PH Ha HAPOJHHUX 1HCTPYMEHTAX.
Axmyanvui npobiemu MUCMeybKoi nPaKmuKy i MUCIeYmeo3HAGHOI HaAYKU :
Mucmeywki o6pii "2015. Kuis, 2015. Bun. 7 (18). C. 75-84.

Y Kynaue P., Jymnuit A., 3a’snosa O. OcHosu (opmysanHs JIbBiBCHKOT
OassHHOI IIKONM B KOHTEKCTI BHKOHABCHKOI Tpamuiii (TepMIiHONOTIs,
THIOJIOTIsI, ocobnuBocTi, perionamictuku). Modern Ukrainian musicology:
from musical artifacts to humanistic universal: collective monograph. Riga,
Latvia: Baltija Publishing, 2021. C. 294-316.
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accordion literature, consistent work on enriching concert and didactic
material with translated and original works by educated professional
accordionists-teachers-composers ~ with  professional  education);
scientific understanding of the traditional block of executive and
pedagogical problems™;® systemic unity of pedagogic-methodical,
concert-performance, repertoire dimensions and the competitive
component as a new sphere of functioning.®

Scholars also consider the unique genre diversity of original
works for the instrument by Lviv artists to be a peculiar marker of the
Lviv accordion school, in particular, saturated with experimental
searches, "which relate to the diverse interpretation of the functions of
individual parts (sonorous bourdon, impressionistic background,
melodic ostinato, isorhythmia), timbral richness (orchestrality, sound
imitation folk instruments and instrumental ensembles), principles of
formation and musical development, atypicaL{eading of stylistics
(new folk wave, impressionism, jazz, etc.)'=X

Scientists see the peculiarities o%/@e Kharkiv accordion school
in particular in the features that ens he stability of the new sound
image of the accordion as a uniy&sal instrument: the priority of the
introduction of the ready—to—o\hbose accordion (in the work of L.
Horenko), attention to five-f@%er application and brush technique (in
the pedagogical and met@ical instructions of V. . Pidgorny), attention
to sound production, hﬁjh application and stroke culture (in the work
of O. Nazarenko),? the ultimate level of performance technique, an

18 Kynguc P. 1O. HisutbHicTh JIBBiBCHKOI OassHHOI MIKOJM B KOHTEKCTI
YKpaiHCBKOTO HapOJHO-IHCTPYMEHTAIBHOTO MHECTEITBAa : aBTOped. Iuc.
...KaHa. muct. : cuern. 17.00.03. Cymu, 2019. 18 c. C.13-17.
19 Mymmnwuit A., Iun B. JIbBiBchKa mKoIa 6asHHO-aKOPAEOHHOTO MUCTEITBA:
noBigauK. Iporo6ud : [Tocsit. 2010. 216 c.
2 Iagera B. KoMnozuropchka TBOPYicTh MUTIIB JIBBIBIIMHY Ta iX BHECOK
y 3a0e3MeueHHs] TUIAKTUYHUX aHCAMOJICBO-OPKECTPOBHX peIepTyapHUX
notped. Akmyanvui numanns cymanimaprux nayk. JIporoowd, 2013. Bur. 6.
C. 137-147. % CseroB A. XapkiBchbka OasHHA HIKOJA Ta ii BHAATHI
NPE/ICTaBHUKY. [Ipobaemu 63acmodii mucmeymsa, neoazoziku ma meopii i
NpaKmMuKu
oceimu. Xapkis, 2009. Bum. 25. C. 90-66.
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inseparable combination of virtuosity and deep emotionality, "a
specific system of articulation techniques of accordion playing:
application freedom, conformity (independence ) of the right and left
hands, technological management of the bellows; chordal technique,
which is characterized by soft transitions in the ratio of vertical and
horizontal layers; established interaction between performers and
composers who own folk instruments (in particular, accordion and
accordion) and actively create original compositions for them; the
culture of ensemble hearing and musical intelligence, which express
the specifics of folk instrumental music making",?® as well as in the
search for "performing forms of synthesis of the accordion (as an
academic instrument) and established forms of academic ensembles -
such as string brass bands of various compositions, theatrical and vocal
- choreographic productions, music and light shows and so on".2*

The creative output of Kharkiv_bayanist teachers and
composers - L. Horenko, V. Podgorny, M. Qhekmaryov, O. Nazarenko,
A. Haydenko, O. Mishchenko, I. Snedl@@, A. Hetman, A. Strilets, D.
Zharikov, Yu. Dyachenko - for scien{ﬁs, it is the basis for identifying
the characteristic features of ped@‘gical and repertory instructions at
various stages of the developmeﬁt of the Kharkiv school, the stages
of the development of solo a@&rdion performance.?®

This gives gro% for the conclusion that the "variety of
harmonic colors, the completeness of the musical texture, the virtuosity
of their musical material” inherent in the work of composers

23 Cuenxos 1., CHenkosa JI. Etamu PO3BUTKY Ta TUTIOJIOTiYHI O3HAKHU COJILHOTO
BUKOHABCTBA  XapKiBCbKOI  OasHHOI IKOMH. [Ipobaemu  63a€mo0ii
Mucmeymea, nedaz2o2iku ma meopii i npaxmuxu oceimu. Xapkis, 2021. Bum.
59. C. 51-66. ?* Crpineus A. Xapkischka perioHajbHa MIKOJA I'PU Ha OasHi
(axopaeoni): icTopis, BUKOHABCHKI mnpioputetu. [lpobremu 63aemo0ii
mucmeymea, nedazoziku ma meopii i npaxmuxu ocgimu. Xapkis, 2018. Bu.
49.C. 141-

156.
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% Crpineup A. KoHuepTHo-nmenaroriunuii penepryap XapKiBChKOl

0asHHOT LIKOJM B JKaHPOBO-CTHJIBOBIM AMHAMILI. Acnexmu icmopuynozo
mysuxosnascmea. Xapkis, 2021. Bun. XXII. C. 7-27.

2% Cuenxos ., CuenxoBa JI. Etanu po3BUTKY Ta THUIIOJIOTIUHI O3HAKH
COJIBHOT'O BHUKOHABCTBa XapKiBChKOI OastHHOI IKONU. [Ipobiemu 63a€mO0i
Mucmeymea, nedaz2o2iku ma meopii i npaxmuxu oceimu. Xapkis, 2021. Bum.
59. C. 51-66.

of the Kharkiv school bring the accordion to a qualitatively new level
of professional musical art.?*

Researchers also note such a characteristic feature of the
Kharkiv accordion school, which ensures the fruitfulness of the process
of synthesis of traditions and innovations, as a combination of
performance, composition, musicology, and pedagogical and
methodological activities of its representatives.??

Researchers associate the fundamental importance of the Kyiv
Bayan School with the pedagogical and @odological work of M.
Davydov, who "developed a technol | system of theoretically
grounded principles, concepts, regb rities and criteria, which
constitutes an integral theory of the@ermation of the mastery of a bayan
player and allows covering the eaﬁgg spectrum of bayan pedagogy: to
reveal the complex nature e skill of the musicianinterpreter, the
specificity of his per ing ear and musical thinking, the
bifunctionality of the aiistic technique (in the unity of instrumental-

2L Bponcekuii I'., Cmerana C. Tpaauiii i epcneKTHBU PO3BUTKY GAasHHOTO
BUKOHABCTBA. Haykosi sanucku [LlenmpansHoyKpaincbko2o 0epaircasHozo
neoazoziunozo ynisepcumemy imeni Bonooumupa Bunnuuenxal. Cepis:
Ileoazoeiuni nayxu. Kponmuunpekuit, 2018. Bumn. 170. C. 36-39.
22 Cuenxos 1. XapkiBchbka 1KoJIa GasHHO-aKOPAEOHHOTO MMCTENTBA: IeHe3a
CTAaHOBJIEHHsI Ta Kpauli iMeHa : HaB4. 1oci6. Xapkis : ®OII leiinina O. B.,
2015.93 c. C.13.
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psychophysiological and intonation-expressive), creates prerequisites
for the education of the student's creative independence" 2324

According to scientists, the complex of attribute features of the
Kyiv accordion school consists of: the focus on the maximum
expansion of the repertoire panorama, an organic combination of
traditions and innovations - "a combination of classical works that are
the basis of the formation of academic performance skills and opus
saturated with modern writing techniques and new performance
techniques of Ukrainian composers today"; developed competition
practice, characterized by a focus on the representation of works of a
bright  concert-virtuoso  character; active transmission  of
pedagogicmethodical and performing experience in the world
musicaleducational space.?

Characteristic features of the Odesa accordion school, which
from the middle of the 20th century. becames more active in its
development thanks to the efforts of V, :V‘rasov, V. Dikusarov, V.
Kasyanov, D. Orlov, V. Yevdokymov @lce)ntists consider the stages of
evolutionary directions (until the 1 marked by the predominance
of works based on folklore, origipgfworks and transcriptions on on the
basis of world and national h ge, in the 1980s-1990s — the priority
of polystylistic landmarks, agthe turn of the XX—XXI centuries — the
importance of postmod m trends).?

23 3aenp B. InTenexTyanisalis BUKOHABCHKOTO MPOLECY SK MPIOPUTETHMH
HampssM  yKpalHChKOro  OasHHOTO  MHCTEeUTBa.  Haykoei  3anucku
TepHoninbcbKko20 HAYIOHATLHO20 Ne0A202iUHO20 YHIGePCUMemy IMeHi

B. I'namioka. Cepis : MuctenrBoznasctBo. Teprormins, 2013. Ne 1. C. 60—
2

2 Tonska I'. Knischka 6asiHHa MIKOJIA: BiJl MUHYJIOTO JIO CHOTOJIEHHS.

Teopemuuni numanHs Kyismypu, oceimu ma UXo8anHsA. 30. HAYK. NPayb .
Kwuis, 2011. Bumn. 44. C. 159-162.

% Illepemer B. Pons  kommosutopie  Ojecu B pO3BHTKY
HapOIHOIHCTpYMEHTaIbHOro MucTenTBa Ykpainu. Aktuelle Themen im
Kontext der Entwicklung der modernen Wissenschaften: der Sammlung
wissenschaftlicher Arbeiten «AOI' OX» zu den Materialen der internationalen
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The Odesa accordion school is also associated with special
repertoire directions - neo-folkloric and pop-jazz, outlined, in
particular, in the composer's work of V. Vlasov.?

Such creative orientations of the Odessa composer are
determined by the artist's focus on creating musical texts, where the
potential of a multi-timbral, ready-to-choose toolkit is revealed to the
maximum. The introduction of a rich stylistic palette and an extensive
arsenal of technical and expressive means into the academic accordion
presentation-representational culture, thanks to the creative searches of
V. Vlasov since the 1960s, makes it possible to assert the influence of
the achievements of the musical art of the "sixties" on the features of
the Odessa accordion school.?®

The activity of approbation of the potential of the instrument in
the pop and jazz realm, connected with the development of new ways
of development of accordion art in V. Vlasovs work, determined such
features of the Odessa accordion school aga subtle understanding of
the communicative functions of the a@@ light genres (pop songs,
dance varieties, improvisation spe\c\fﬂc type, jazz currents, Latin
American entertainment music s , etc.), their typological features,
penetration into cyclical acadegxt, folklore compositions and original
forms of synthesis (folkloreg&demic, folklore-jazz, jazz-academic).?®

The result of thi thesis is the sound image of the "modern
bayan/accordion" of th& Odesa accordion school, substantiated by 1.
Yergiev at the level of scientific reflection, and represented at the level
of composer creativity by the experimental searches of regional artists

wissenschaftlich-praktischen Konferenz, Drezden, 23 Januar, 2019. Drezden :
NGO «Europdische Wissenschaftsplattform», 2019. B. 6. Pp. 11-14.
2" Yymax 10. Bumu mismsHOCTi B. Bracosa Ta iX mpoekiis Ha OasHHY
TBOPYUICTb. [ledazoziuni Hayku: meopis, icmopis, iHHO8AYIliHI MeXHON0RI].
Cymu, 2010. Ne 7 (9). C. 318-326.
28 Tam camo.
2 Yymak [O. o nuraHHs eBooLii TBOpYOi AisbHOCTI Bikropa Brnacosa y
KoHTeKCTi Opecbkoi OasHHOI MIKOMH. 30ipHUK HAYKOBUX Npayb MOI0OUX
sueHux [{po2obuybko2o 0epircasHo2o nedazo2iuno2o yHigepcumemy imeHi
leana @panxa. Iporodwud, 2012. Bum. 1. C. 411-417.
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- K. Tsepkolenko, S. Larchykova, L. Samodaeva, Yu. Gomelska and
others.

For the Odesa accordion school, I. Yergiev's scientific,
pedagogical-methodical, and performing work became the basis for the
justification of a new mechanism of artistic communication -
"performer-determinant (idea, genre, etc.) - composer - works
(premiere performances) - listeners",® as well as the formation and
declaration of the establishment of the marker of the modern Odesa
accordion school - "modern bayan". I. Yergiev, defining "modern
bayan" as a phenomenon of national and world art, outlines its features:
focus on the evolution of bayan art "in the direction of exclusively new
original music, new composers and new performers and their
cooperation with the creators of this music", in propaganda of the latest
music, "which manifests itself not only in a narrow performance plan,
but also in fundamental aspects of professiongkl education™.%®

The limitation of the original reper@fe and the urgent need for
artistic practice for its permanent r al prompt researchers to
identify the genre and stylistic fee@-?es of the work of Ukrainian
accordion artists. A. Stashevskyi’@;%‘[tention is drawn to the accordion
component of V. Runchak’s Q&‘, " M. Buld highlights the features of
A. Biloshitskyi’s work,! M.yStichenko® addressed the specifics of V.
Zubytskyi’s work, in p&&ular in the context of neo-folklorism, A.

% Cprie I. JI. YkpaiHchkuil «MojepH-0asH» 5K (DEHOMEH CBITOBOIrO
MHcCTenTBa: aBToped. 1uc. ....kaH. MucT.: cien. 17.00.03. Oneca, 2006. 18 c.
C.6.
31 Bynga M. J[Ixa3oBo-akajeMiuHMii ~HANpPSAMOK BHKOHABCBKOI i
KOMIO3UTOPCHKOI JUSUTBHOCTI BITUM3HIHUX Ta 3apyOiKHNX

OastHicTiBaKop/eoHIicTiB (Ha MaTepiani TBOpuocTi A. burommibkoro).

Axmyanvni  npobremu  HAPOOHO-IHCMPYMEHMATLHOZO — GUKOHABCMBA 8
Vkpaini: icmopis i cyuacuicmo. Piue, 2017. C. 30-36.

%2 Teifiuenko M. ®oJbKIOPHI Jykepena B OasHHiil TBopuocti Bosoaumupa
3younpkoro.  Haykosi  3anucku  Kipogoecpadcvkoco — 0epoxcasnoco
neoazoziunoco ynigepcumemy imeni Bonooumupa Bunnuuenxa. Cepis:
ITenaroriuni Hayku. Kiposorpam, 2012. Bum. 107 (1). C. 111-117.
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Goncharov® and H. Goliaka,*® the creative work of V. Vlasov is the
problematic field of exploration by A. Bozhenskyi“? and the

% 3aeup B. InTenexTyamisallis BUKOHABCHKOIO MPOLECY SK MPiOPUTETHMIA
HampsM  yKpaiHChKOro  OastHHOro  MucreurBa.  Haykoei  sanucku
TepHoninbcbKko20 HAYIOHATLHO20 Neda202iuH020 YHIGepCUmMenmy iMeHi

B. I'namroka. Cepis : MucrenrBo3nascTBo. TepHormins, 2013. Ne 1. C. 60—
65. C.7.

37 Cramescoknii A. SI. BasHHe MucTenTBO YKpaiHW: TEHJCHIi PO3BUTKY
OpHUTiHAIEHOI MY3WKH Ta IHAWBiTyaJdbHE BTUICHHS >KaHPOBO-CTHIILOBOTO
acrekTy y TBopuocti Bononumupa PyHuaka : aBToped. quc. ...KaHA. MUCT. :
cren. 17.00.03. Kuig, 2004. 20 c.

dissertation work of Yu. Chumak,* the specifics of A. Haydenko's
artistic searches are understood by A. Yeromenko.**

Aimed at highlighting the dynaer§@\ of the "genre-stylistic
evolution of accordion music from simplearrangements of folk songs
to neo-folkloric models and avant-g works", in particular, in the
work of such artists as |. Taran , Yu. Shamo, V. Runchak, L.
Samodaeva, K. Tsepkolenko, OQ@chetynskyi, distinguishes the large-
scale work of D. Kuzhelev.®\

In recent years, t mpendium of works on the creativity of
Ukrainian accordion ar has been supplemented with studies of the
accordion creativity of Ya. Oleksiv, VI. Zolotaryova and others.

A precedent in the modern musicological discourse is the
creation by A. Semeshko of a number of creative portraits of composers
whose additions form the basis of the modern accordion repertoire - V.
Podgorny, V. Zubytskyi, A. Haydenko, V. Runchak, V. Vlasov, etc.*

3 Tonuapos A. Heodonbknopuctuuni TeHaeHwii y GasuHiii TBopdocti B.
3y6unpkoro : aBroped. auc. ...kaHa. Muct. : cren. 17.00.03. Kuis, 2006. 17
c.
% Tonska T. TI. TeopuicTs Bosogumupa 3yOHMIBLKOIO B KOHTEKCTI PO3BUTKY
CydJacHOTO0 OassHHOTO pemnepTyapy : aBToped. Jauc. ....KaHJ. MHCT. : CTIeIl.
35.00.03. Xapxis, 2008. 16 c. ** Boxkencokuii A. Jlo NMTaHHS BUKOHABCHKOT
iHTeprpeTarnii OassHHUX KoMmmo3uIliii Biktopa BmacoBa. 36ipuux nayxoeux
npayb MOIOOUX 8UEHUX
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The compositional and performing works of V. Zubytskyi, V.
Vlasov, V. Gubanov, V. Kurylenko, B. Mironchuk, Y. Oleksiv, V.
Runchak, V. Chumak in the context of the artistic space of the
international competition of accordionists-accordionists "Perpetuum
mobile" is covered by H. Street.*’

Hpozobuyvkozo deporcasrnozo nedazoziunoco ynieepcumemy im. I. @panka,

Hporodwud, 2011. Bum. 2. C. 8-11.
4 Uymak FO. B. Tsopuicte Bikropa BrmacoBa B KOHTEKCTi
0assHHOAKOPJICOHHOT MY3MKH YKpaiHu : aBToped. UC. ...KaHA. MHCT. : CIIell.
17.00.03. Opneca, 2014. 19 c.
4 €promenko A. Topua moctate AHartomnis ['afiieHka y cydacHOMY
yKpaiHCbKOMY OasHHOMY MHUCTELTBi: MoHorpadis. Cymu, 2023. 188 c. 4
Kyxenes JI. Bassuua TBOPYiCTh YKpaiHCHKUX KOMBQ3UTOPIB : HAaBY. MOCIOHUK.
JIsBiB: CITIOJIOM, 2011. 206 c. \4
46 Cememnko A. A. basnHO-akopreoHHE M TBO YKpainu Ha 3mami X XXXI
cr. : noBinHuk. TepHomins : Hapuansna K)Hra — boraan, 2009. 244 c. 4 Yiuu
(Caumn) I'. IIpobnemu nocninmeéﬁ 0assHHO-aKOPJICOHHOTO MFCTEIITBA
Vkpainu : HalioHaJbHI Ta Mi¥K¥PoaHI pemepTyapHi TewaeHuii. Modern
Ukrainian musicology: from sical artifact to humanistic universals:
collective monograph. Rig tvia: Baltija Publishing, 2021. Pp. 396-414.

Elevation of thé&tatus of a modern performer as a co-author of
a work, accentuation of the significance of the performing
interpretation of the work and at the same time the synthesis of
compositional and performing activities at the beginning of the 21st
century. becomes for scientists the basis for declarations about "the
bridging of two styles: the composer and the performer. ... < which>
are in a dialectical interaction, complementing each other".*

In this regard, the musicological discourse is replenished with
a new vector aimed at summarizing developments in the performing
field. Understanding the pluralism of performing positions of modern

% Pamko 10. 1. CruiboBa eBONIONS ‘KaHPy OasAHHOI COHATH y
CX1IHOCJIOB’IHCHBKOMY 1IHCTPYMEHTAJILHOMY MUCTEIITBI JPYyroi MoJoBUHH XX
— mouarky XXI cTomiTh: muc. ....kaHm. MUCT. : cmem. 17.00.03.
IBano®pankiscrbk, 2019. 273 ¢. C.164.
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accordionists, scientists turn to the classification of the stage activity of
concert accordionists and distinguish such types of performers as:
"acting (P. Fenyuk, Yu. Fedorov), improvisational (I. Yergiev, K.
Zhukov), spontaneous (V Murza, V. Zubytskyi)".*’

An innovation in modern musicology is the tendency to
highlight the performance styles of well-known representatives of
world and national accordion art, in particular M. Risol,*

3" Kuszes B. ®. EBomonlisi BAKOHABCHKOT TEXHIKM B yKDAiHCHKiH OasHHii
mKodi (Apyra mojgoBrHa XX CTOJITTS) : aBTOped. JHC. ...KaHI. MUCT. : CTICII.
17.00.03. Kuis, 2005. 20 c. C.13.

¥ Pagko 0. 1. CruiboBa eBONIONS ‘KaHPy OasAsHHOI COHATH Yy
CX1THOCJIOB’ THCHKOMY 1HCTPYMEHTAIILHOMY MHUCTEIITBI APYTO1 MOJTOBUHU XX
— mouarky XXI cromiTe: amc. ....kaHa. MucT. : cmeu. 17.00.03.
IBano®pankiscrk, 2019. 273 c.
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V.Zubytskyi, P. Fenyuk, ¥ O. Nazarenko, “*** Yu. Fedorova, I.
Yergieva, K. Zhukova, V. Murzy.*

A component of the modern musicological discourse on issues
of accordion art is exploration of genre direction. Thus, S. Ptashenko
explores the specifics of the dance and song genre spheres in the
context of the evolution of accordion art, stressing that "the use of
European genre samples (gavotte, mazurka, musette) in the composer's
work contributed to the acquisition by accordion performance of the
sophistication of sound production, the sophistication of the stroke
palette, and nuance, which enriched artistic means of expression and
contributed to the evolution of interpretive experience." S. Ptashenko
emphasizes that the approbation of various national dance and song
forms intensified the expansion of the intonation and rhythmic palette
of the accordion art and became a significant factor in the formation of
a new, universal sound image of the accordion. Turning to the analysis
of dance and song forms and arrangements{ﬁs{he work of V. Podgorny,
A. Haydenko, Yu. Alzhnev, A. Strilets,@@scientist notes that "the use
of modern means of accordion expreg§féness, the construction of new
musical forms, the use of e@‘rents of polystylistics and the
modification of genres are aimeqeat on the multifaceted reproduction of

v
Q.
(<O

8  Kapace C. O. Iurepnperanis My3ukd 0Oapoko Ha  OasHi

(TEOpEeTUKOBUKOHABCHKHI aCIeKT) : aBToped. JWC. ...KaHI. MHUCT. : CIICII.
17.00.03. JIsBiB, 2006. 20 c.; Pagko FO. I. CtunsoBa eBosromist skaHpy OasHHO1
COHAaTH Y CXIHOCJOB’STHCBKOMY 1HCTPYMEHTAJIBHOMY MUCTEITBI APYroi
nonoBuHU XX — nmovatky XXI cTodiTh: AMC. ....KaHA. MHCT. : cem. 17.00.03.
IBano®pankiscek, 2019. 273 c.

40 Tureumenko O. O. I. Hazapenko sk kopudei XapkiBcbkoi 0asHHOT MIKOJIH:
CTaHOBJICHHS aBTOPCBKOTO CTHIIO. [Ipobnemu 63aemo0ii  mucmeymea,
neoaezoziku ma meopii i npaxmuxu ocgimu. Xapkis, 2020. Bu.

4. C.43-56.

42 Knsize B. @. EBomionisi BUKOHABCHKOI TEXHIKH B YKpaiHCHKiH OasgHHiH

IIKOJIi (Ipyra MmooBHHA XX CTOMTTA) : aBTOped. TUC. ...KaHI. MUCT. : CIeIl.
17.00.03. Kuis, 2005. 20 c.
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the figurative content of the original source, giving it a new artistic
value".®

Yu. Radko addresses the outline of the evolution of the
accordion sonata, the directions of the transformation of the genre,
related to genre diffusion, the freedom of interpretation of the
compositional and structural indicators of the genre.>®

The significance of suite forms in the context of accordion art
is articulated in the dissertation research of Ya. Oleksiv "Reception of
suite and partita genres in Ukrainian accordion music of the second half
of the 20th century." The scientist characterizes these genre models as
the embodiment of the musical art of the 20th century. of the
retrospective trend of the revival of baroque genres and a means of
cultural communication.®

The strengthening of the genre vector in the musicological
discourse on accordion art is evidenced by tme study of the formation
and evolution of the concert genre by A Nyzhnyk, who emphasizes
that "in the accordion concerts of Ukra'@@n composers, characteristic
features of the genre, which form igs®emantic variant - dialogicity,
playing, soloing, found a refracticﬁ?.gsq

&

O
v
&

neoaezoziku ma meopii i npaxmuxu oceimu. Xapkis, 2021. Bur. 59. C. 67—
88.

% Ttamenxo C. Crenudika miceHHO-TaHIIOBAILHOI KaHPOBOCTI y TBOPax
Juist OasiHy KOMITO3UTOPIB Kadeipu HApOAHUX IHCTPYMEHTIB YKpaiHu
XHYM iwm. L. I1. KotnsipeBcbkoro. IIpobaemu 63aemo0ii mucmeymaa,
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5 Pagko IO. 1. CrumboBa eBoJIOLis aHpy OasHHOI COHATH Y

CX1JIHOCJIOB’IHCHBKOMY IHCTPYMEHTaJIbHOMY MHUCTELTBI IPYrol MojJoBHHU XX
— moyarky XXI cromite: mmc. ...KaHA. MHCT. : cmen. 17.00.03.
IBano®pankiscrk, 2019. 273 c.

5 Onexci SI. B. Penenist ’aHpiB CIOITH 1 MapTUTH B yKpalHCHKii
OasiHHIM My3uLli Apyroi mojgoBUHU XX CTOMTTA : aBToped. quc. ... KaHI.
mucT. : crrert. 17.00.03. JIssiB, 2011. 18 ¢. C.16.

57 Hmwxank A. O. YkpaiHchkuit OassHHHH KOHIIEPT: TEHACHIIIT PO3BUTKY
JKaHpy : aBToped. AMC. ...KaHI. MHUCT. : cnen. 17.00.03. JIsBiB, 2013. 18 c.
C.14.

CHAPTER 2
FABRIC ART OF UKRAINE IN PEDAGOGICAL AND
METHODOLOGICAL DISCOURSE

From the middle of the XX century. in connection with the
intensification of performance practice, the @read of folkinstrumental
performance in the amateur environment, ggRich actualized the problem
of forming a new generation of performgﬁ and teachers and contributed
to the optimization of the structuy of professional education, in the
Ukrainian musicological discours®) considerable attention was paid to
the understanding of pedag§dical and methodological issues, in
particular, in field of aggdrdion art. For example, M. Davydov's
dissertation research Qefheoretical foundations of transposing
instrumental works for the accordion” (1974) highlighted the
guidelines for transposition, which to this day retain their fundamental
importance in this genre plane; the fundamental principles of the
technical instructions of the accordion art found a theoretical and
methodical justification in the dissertation work of Yu. Bai
"Theoretical foundations of improving the internal structure of musical
and playing movements of the accordionist™ (1986).

A peculiar summary of pedagogical and methodical thought in
the field of accordion art of the end of the 20th century. M. Davydov's
work "Theoretical foundations of the formation of the accordionist's
performance skills", in which, based on the theory of micro- and macro-
intonation and the generalization of the pedagogical and
methodological developments of Ukrainian accordion schools and
related fields of performance, a holistic system model of the formation
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of the creative personality of the accordionist is represented.
Highlighting the panorama of intonation and expressive possibilities of
the accordion (in particular, from the organological and technological-
performance angles), revealing the specifics of performing skill as
inseparable from the "expressive pronunciation of musical content" and
performing thinking,* emphasizing the importance of performing tone
and structuring its components,*® emphasizing the importance of the
co-creative character of performing art and the musician’s own
interpretive thinking, the improvisational principle and the adequacy of
the ratio of compositional and performing comprehension of the
work,*® the outstanding teacher approved the general goal of becoming
a performer, which consists in achieving professional mastery, revealed
"in the culture of feelings and maturity of independent creative thinking
and artistic activity".4

The timeless significance of the formition of an artistic image
in the process of performance interpretgion of the work is the
problematic center of the dissertation s%@ by V. Salia "Methodology
of working on a musical piece in the\®0cess of teaching teenagers to
play the bayan (accordion)", whi veals the specifics, in particular,
of innovative methods ("Iessg\n},\ébrazy "), aimed at revealing the
interpretive potential and art{#tc thinking of performers.

The issue of perf@‘ring technique, serving as the "cornerstone"
of pedagogical and ﬁﬁethodological searches in all spheres of
performing art, at the beginning of the XXI century. acquire special
importance in the context of accordion art due to the expansion of the
palette of performing techniques, including experimental means, the
mastery of previously untested compositional techniques and stylistic

4 Jasupo M. TeopeTuuni OCHOBM (OPMYBaHHS BUKOHABCHKOI

MaiicrepHocTi OastHicTa (akopaeoHicta): miapyyHuk. Kwui: My3muna
VYxpaina, 2004. 240 c. C.35-36.
4 Tam camo. C.133-142.
4 Tam camo. C.143-145.
47 Tam camo. C.228.
4 Camniit B. I1. MeToauka po60TH HaJ My3HYHAM TBOPOM Yy MPOLIECI HABYAHHS
MiUTITKIB Tpi Ha OastHi (aKop/ieoHi) : aBToped. THC. ...KaH/. TIe/. HAYK : CTICIl.
13.00.02. Kuis, 2010. 23 c.
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trends that require "feedback™ at the technical level. Comprehension of
performance, in particular technical, issues is a problematic circle of
research by V. Knyazev (dissertation work "Evolution of performance
technique in the Ukrainian accordion school (second half of the 20th
century)" .40

The problematization of the technical dimensions of modern
accordion art, determined by the intensity of its evolution, the mastery
of the newest levels of musical language and thinking, which in the
complex form a new sound image of the instrument, prompt modern
bayanist teachers to innovatively understand the basics of performance,
in particular, applicative culture and principles of applicative
interpretation. Justifying the adequacy of the "positional multi-row
appliqué method as a progressively new level of the appliqué
discipline™®! to modern artistic practice, I. Yashchenko expands the
established boundaries of understanding apgquué in the pedagogical
and methodological discourse as a compong of the
"complex of the motor-technical aspect@ghe performance process".>

Characterizing the positional@%plication system as a means of
"musical expressiveness during @?‘transfer by the performer on the
instrument, in particular the b@anist, of the artistic and figurative
content of the work" (ig), the scientist defines its inherent
implementation "under condition of the positional setting of the
playing device (hand)(<of the bayanist, physiologically natural (
exclusively sequential) movements along the determined directions of
positional applicative formulas, consciously controlled by
applicativepositional thinking".%

In fact, for the first time in the pedagogical-methodical
discourse, a well-known teacher defines the positional-multiple-line

4 Kusses B. ®@. Eposolisi BUKOHABCHKOI TEXHIKM B yKpaiHChKil OasHHiil
mKoidi (apyra mogoBuHA XX CTOMITTA) : aBTOped. ANC. ...KaHI. MUCT. : CIIeIl.
%0°.00.03. Kuig, 2005. 20 c.

5 fmenko 1. Tlosuwilino-6araTopsiHa anjikaTypa B 6assHHOMY BUKOHABCTBI:
Teopist Ta MpaKTHKa : HaBYaJIbHUN TociOHuK. CtapoObinberk : JIHY imeni
Tapaca [lleBuenka, 2015. 99 c. C.5.

52 Tam camo. C.14.

53 Tam camo. C.15.
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applicative method as a way of "organization, combining a set of simple
sound (mostly monophonic-sound-line) elements of a musical texture
into appliqué constructions (positions) taking into account the
positional-multiple-line arrangement of the hand, obeying the
physiological expediency of the location of the hand on the keyboard
and application-positional thinking, are built and function exclusively
in the conditions of multi-row (minimum 4-row keyboards) and are
interconnected into one whole".>

It should be noted that I. Yashchenko's accentuation of the
significance of the positional-multiple-line applicative method
precisely as a means of solving not only motor tasks, but also achieving
the goal of performing art - the translation-intonation of the artistic
content of the work, forms new horizons for the pedagogical and
methodological justification of the innovative, universal sound image
of the instrument, capable to full functionin& in a variety of cultural
contexts. NS

The concept of "articulation™ i @@hnection with the elevation
of the performer's status as a -fledged co-author acquires
fundamental importance in the text of modern performing art,
serving as one of the main garkers of performing interpretation.
However, the issues of the Q&bence and specificity of articulation are
not completely mastereQDQn the musicological discourse. A certain
filling of this lacuna is te educational manual "Artistic organization of
a musical piece on the bayan: articulatory aspect” by V. Dorokhin
(based on a dissertation study), in which the articulatory dimensions of
bayan art are highlighted in connection with the evolution and
organological specificity of the instrument. The well-known
teacherbayan player presents theoretical propositions related to
articulation, reveals the technical, timbral and dynamic potential of the
bayan from an articulation point of view, and also addresses the
"covering of the principles and factors of the performance analysis of
the artistic organization of musical works from the point of view of
articulation on the bayan".%

5 Tam camo. C.17.
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The academization of the accordion, the saturation of the
repertoire with works of national and world classics, along with the
formation of the pedagogical and methodological basis of the accordion
art, prompted researchers to highlight those aspects of the organization
of the artistic whole, which are meaningful in the formation of the
performer's professional competences, in particular, his understanding
of the specifics of his own performing concept. Representing the
texture as one of the indicators of the uniqueness of the bayan art, A.
Chernoivanenko emphasizes the pedagogical and methodological
importance of the comprehension of the texture in the

8 Onekcip SI. B. Penenist saHpiB CIOITH 1 MAPTUTH B yKPAiHChKIH OasHHii
MY3HIIi IPYTOi MOOBHHA XX CTOJITTS : aBTOped. IHC. ... KaHJ. MUCT. : CIICII.
17.00.03. JIsBiB, 2011. 18 ¢. C.9.
context of the performance processz)@$§mecting its individual
performance representation with the te cies of theatricalization of
the performance and in this wag“forming the principles of
understanding by the bayan perfor@er the levers of self-realization in
the context concert practice.”® X

The expansion of g and style parameters of accordion art
at the modern stage is co ted with the need to test different types of
musical thinking, in particular polyphonic. Emphasizing a certain
"underestimation of the issues of education of polyphonic thinking
among accordionists"®® with the primary polyphonic organological
potential of the instrument, modern pedagogues-bayanists position the
polyphonic realm as an organic component of accordion art, the

% Yepnoisanenko A. JI. ®akTypa y BU3HAUEHHI BUPAKAIBHHUX BIIACTHBOCTEN
OastHHOT MY3WKH : aBToped. muc. ...kaHa. mucT. : cuem. 17.00.03. Opneca,
2001. 16 c.; YepnoiBanenko A. daxtypa K JETEPMIHAHT BHPAKaIbHOTO
NOTeHIiay MnpodeciiiHol 1HCTpyMEHTaNbHOI TBOpYOCTI (Ha IpUKIai
GasiHHOT MaiicrepHOCTI). My3uune euxonaecmeo : Hayxosuii sicnux HMAY
im. IT. I. Yaikoscwrozo. Kuis, 2003. Bun. 26. Ku. 9. C. 256-268.

% Bnacos B. Mertoauka poGotn GasHicta Haa 1NoNiOHIYHUMH TBOpAMHU:

HaB4YabHUN TociOHuK. TepHomines: HaBwansHa xaura-borgan, 2010. 116 c.
C.13.
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performing mastery of which is the foundation for the development of
polyphonic thinking, "multichannel™ musical memory 'yati, skills of
representation of hidden voicing, correlation at the dynamic,
articulatory level of melodic lines, etc.>

Turning to the problems associated with mastering in the
educational process polyphonic works, in particular J. S. Bach,
researchers emphasize the need to take into account the organological
features of the instrument, in particular the specifics of the bellows
technique to create a continuous sound, balanced use of registers
(especially tutti), more diverse dynamic capabilities (compared to the
organ) and dynamic advantage of the bass register, as well as the
expediency of "migrating" the theme between the left and right
keyboards, etc.5®

The significance of the neo-baroque intentions of modern
bayan art are the factors of actualization ‘tﬂ the pedagogical and
methodological discourse of the mastery e baroque heritage. S.
Karas's dissertation work "Interpretat@/pof Barogue music on the
bayan (theoretical and performing eks@ct)"73 provides the need for a
performing understanding of baroque style in thematic,
ladoharmonic, textural, compoqihonal perspectives in theoretical and
practical, performing dime\;ﬁons. On the basis of a systematic
multilevel analysis of pe@rmance concepts of J.S. Bach's polyphonic
works, the author subsféntiates the methodology of a comprehensive
study of barogue works, which in the pedagogical and methodological
perspective serves to form performance and interpretation competence.

The urgency of the issue of the interpretative “reading™ of the
world baroque heritage as a component of the professional image of a
accordionist-performer and teacher is reflected by V. Ohmanyuk and
O. Komenda's coverage of the specifics of performance concepts of JS
Bach's  polyphonic works in the work of prominent
accordionistsperformers. Determining the leading vectors of the

57 Tam camo. C.16-18.
%  Camodano B. Amanmis nobymoBu Ta 3acobu  BigTBOpeHHS
KOMITO3MIIHOApaMaTypriunoi miicHocTi oprannoi mpemoxii ta dyru M.
baxa B
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modern interpretation of baroque polyphony, the authors emphasize
that the representatives of the accordion art in a certain way perceive
the experience of the performing comprehension of baroque polyphony
in the context of modern pianism, whose representatives create "partial
reconstruction, creatively planned correction of baroque idioms,
removing stylistically inadequate ones from their artistic and
expressive arsenal spiritual baroque creations in the interpretation of
Bach's composition™.™

nepekyaneHHi s 6asHa (akopaeona). Haykoesuiu uaconuc HITY im. M. I1
Jlpacomanosa. Cepis 14: Teopisa i memoouka mucmeyvkoi oceimu.

Kuis, 2011. Bum. 11. C. 305-308.

& Kapace C. O. IxTtepmperamiss My3WKH Oapoko Ha OasHi
(TEOpEeTUKOBUKOHABCHKHMI aCIeKT) : aBToped. ,@w ...KaHJl. MUCT. : CIIeL.
17.00.03. JIsBiB, 2006. 20 c.

& Oxmanrok B., Komenzga O. Oco OCTi 1HTEpIIpeTaIiil mperroii i

¢yru d-moll Ne 6 3 JITK (2 Tom) é@c. Baxa cyuacHmMu OasHiCcTaMu.
Axmyanvui numanms eyMaHimapFKthlyk. Hporo6uu, 2020. Bumn. 30. T. 4. C.
321-326. N

The formation o ?e;nre- and stylistically innovative layer of
original bayan literatuf€”determines the need for pedagogical and
methodological mastery of a new range of means of expression and
technical techniques. V. Viryasova emphasizes that "the role of specific
and sonorous methods of playing the bayan (accordion) in the process
of forming the performance skills of a bayanist student cannot be
underestimated, because they are connected with the rhythmforming
side of performance by sound production, sound management, bellows
management, and the development of musical memory , musical
hearing".>®

% Bipsicopa B. Crietuiuni i conopHi npuifomMu rpy Ha GasHi (KHONKOBOMY
aKOpJICOHI) B apceHalli KOMIIO3HUTOPCHKUX 3ac00iB. AxmyanvHi npobremu

HAPOOHO-IHCMPYMEHMANbHO20 — 8uKoHascmea 6  Vkpaiui:  icmopis i
cyuacuicme. Pisue, 2017. C. 116-122.
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Confirmation of the sound image of the accordion in the pop
and jazz sphere is a factor in the formation of the appropriate
pedagogical and methodological direction. V. Vlasov's "Jazz School on
Bayan and Accordion” is a precedent for highlighting the specifics of
performance in the specified stylistic plane. Synthesizing historical and
personal perspectives, the famous composer, performer and teacher
illuminates the history and peculiarities of jazz styles, the specifics of
the work of famous world and Ukrainian jazz bayanists (accordionists),
which ensures the formation of performance and interpretation
competencies. The needs of artistic practice are provided by the
projection created in the manual into the bayonet art of the markers of
the expressive sphere of jazz - sound production, rhythm, phrasing,
articulation, swinging (on-beat, two-beat, off-beat, for-beat, after-beat),
syncopation, improvisation , specific game techniques.5

The practical aspects of jazz perforr_n\ance on the bayana are
highlighted by K. Strelchenko, connectln%)@ter mastery of its style with
the development of mechanical memory and mastering the
concept of playing - "the constructio#the ratios of the musical parts
of the accompaniment of the (which is more important and
difficult) and the right hands, 4t also arrangement of chords and an
improvised line" %! \)

The independe%t@?brk of a musician-performer is one of the
most problematic areas in the pedagogical and methodological
discourse. Requiring a well-balanced performance position, based on
the independent understanding of a number of technical problems and
the formation of ways to overcome them, reflecting the level of
readiness of the musician for the stage representation of the work and
the degree of performance endurance, the independent work of the
performer is currently in the focus of attention of modern bayanist
teachers as such, which ensures "the formation a creative, independent,

%0 Bnacos B. 1llkona mka3a Ha Gasue u akkopaeone. Onecca :
«Actponpunty, 2008. 158 c.
61 Crpenpuenko K. ITpakTidnuii Kypc ecTpagHo-IKa30BOT0 aKOMIIAHEMEHTY
IUTst OastHa Ta aKOpJIeOHa : HaB4.-MeTo. Toci0. KuiB: KuiBchkuit yHiBEpcHTET
iM. b. I'pinuenka, 2014. 172 ¢. C.5.
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competitive, active personality capable of selfdevelopment and self-
learning".%?

Taking into account the understanding of the importance of the
independent work of the accordionist in the pedagogical and
methodological discourse, a new understanding of the independent
work of the accordionist, marked by an attempt to move away from the
traditional hermetic technological perspective, is formed. Researchers
characterize it as a preparatory stage "for a philosophical worldview
and awareness of the essence of life: knowledge and feeling of it in
one's own experiences, practical ways of selfexpression, activation of
intuitive-aesthetic impressions",% are associated with the development
of the intellectual-cognitive component of the creative image
personality, interpretive competence, skills of formation and
representation of an artistic whole on the basis of such methodical
principles as interest, admiration and satisfactjon.5

Emphasizing the importance of¥adependent work as a
necessary component of the professio IQeveIopment of a musician,
T. Radzivil articulates its purpose he formation of independent
genre-style thinking, work met , the ability to achieve a goal,
selfknowledge, the ability tqceMalyze musical forms, structure in
general and in detail; the em@s\ydiment of the artistic image itself as the
final result" .5 o3

Achieving such<é result is inextricably linked to the performer's
independent, creative solution to complex tasks based on the

82 'pusonasosa T. OcoGIMBOCTI caMOCTIHHOT pOGOTH CTY/IEHTIB Y KOHTEKCTI
IHCTpYMEHTAIbHO-BUKOHABCHKOT MIATOTOBKH. —ScCience, innovation and
education: problems and prospects. Proceeding of the 10" International
scientific and practical conference. CPN Publishing Group. Tokyo, Japan.
2022. C. 334-338.

83 Bepesa A., Hecreposuu b. YjockoHaneHHsS BHKOHABCHKOi MiATOTOBKH
OastHICTa B IIPOIIECi CAMOCTIHHOT pOOOTH : HAaBYAJIbHO-METOIUYHUH MOCIOHHUK.
Binnung: Hosa kuwura, 2011. 176 ¢. C.7.

6 Tam camo. C.9.

8 Panzigin T. TeOopeTHKO-METOAMYHI OCHOBHM (JOPMYyBAaHHS BHKOHABCHKOT
MalCTEPHOCTI OasHICTIB-aKOPJCOHICTIB B YMOBaX MHUCTEIHKO-TIEIarOriqHO1
OCBITH : HaBY.-MeTO/. 11oci0. Ymans : @OII XKosruii O. O., 2014. 129 ¢. C 4.
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development of self-learning skills, self-education, the development of
genre-stylistic thinking, understanding the compositional and structural
specificity of genre models common in the context of bayan art, in
particular simple forms, rondo , sonatas and suites.®

A unique precedent for the synthesis of the scientific
understanding of accordion art, pedagogical and methodological
guidelines and performance practice is the scientific and artistic project
"Lviv Bayan School", founded in 2005 on the initiative of A. Dushny.
Additional formations function within its boundaries - "Young
generation of the Lviv accordion school"” (led by A. Dushny, 2008) and
"Lviv folk-instrumental traditions - accordionist, conductor, composer"
(led by Ya. Oleksiv, 2008 .). The universal nature of the project
determines the presence of the following components: practical —
organization of contests, conferences, festivals, sheet music printing,
etc.; research - holding conferences, reseg(ching the activities of
outstanding representatives of accordione‘art, in particular in the
regional dimension; pedagogical-met@%cal — conducting master
classes, events on the generalizag‘ﬁh of pedagogical-methodical
guidelines, principles of professio&@"education of amusician; coverage
of performance stereotypes, I@ds in the development of original
creativity for the accordio Ukrainian artists and features of the
composition of the reper@’e, etc.%’

So, in the mo(ﬂern theoretical discourse, accordion art is
understood as a systemic phenomenon of culture, marked by the
synthesis of traditions and innovations, the full authority of
multidimensional existence in the artistic space in an academic status,
the universality of the sound image of the instrument. The
musicological understanding of accordion art demonstrates the
synthesis of phenomenological and ontological angles, the formation
and development of new directions - organological, stylistic, regional,
personal, genre, etc., as well as the trends of the synthesis of accordion

6 Tam camo. C.5-6.
67 CyBopos B. HaykoBo-Mucrenskuii mpoekT «JIbBiBchKa GasHHA IIKOJIA» Ta

HOro mpoekilis Ha OassHHO-aKOPJCOHHE MY3UKyBaHHS BoiwuHi. Axkmyanvhi
numanns 2ymanimapnux Hayx. JIporooud, 2014. Bum. 8. C. 177-184.
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and accordion "directions"”, the emancipation of the jazz and variety
vector of research.

The intensification of the process of asserting a new, universal
sound image of the accordion and the universalism of performance
practice (at the professional and amateur levels), the development of a
system of professional musical education aimed at the formation of a
new generation of performers and teachers, focused on the
comprehensive representation of accordion art in a pluralistic
multiplicity of stylistic and genre guidelines, are determinants of
modern expansion of pedagogical and methodological discourse. Its
leading directions and innovations are: a holistic system model of the
formation of the accordion player's creative personality (M. Davydov),
in particular, based on the approbation of the pedagogical and
methodological development of regional accordion schools and other
areas of performing arts; intensification of g{tention to the issues of
performing interpretation, the formation (@an artistic image and the
specifics of interpretation, as well g5 @ the previously partially
mastered issues of articulation, th sitional-multiline applicative
method, texture as a marker of@e uniqueness of bayan art and
performing interpretation, the«sbecifics of polyphonic thinking, the
latest means of expression, specifics of the jazz mode accordion
performance, features e performer's independent work. An
innovation of the music$ ogical discourse on issues of accordion art is
the creation of multi-component scientific and artistic projects with
performing, pedagogical-methodical, scientific-research, competitive,
etc. components ("Lviv Bayan School").

CHAPTER 3
REPRESENTATIVE SPHERE OF BEING
OF THE PRESENT NATIONAL FANTASY ART

The intense process of representing the accordion as a bearer
of a unique sound image capable of functioning in all spheres of
musical art, endowed with limitless technical and expressive potential,
is reflected in the intensification of modern performance practice. The
intensity and scale of this process, in which the traditional concert
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component does not lose its significance, is provided by the powerful
deployment of the festival and competition movement. The relevance
of this component of artistic practice is determined by: conceptual and
organizational mobility; its original pluralistic focus on the
representation of both world and national heritage, as well as
experimental research; resonating with world trends of artistic mastery
of the world. Researchers note that "the presence of a developed
infrastructure of modern art forums indicates the activity of modern
artistic processes, their integration into the world's globalized space,
the ability to defend their own creative traditions at the international
level, borrowing the most notable technical innovations.®

The spread of the festival and competition movement also
becomes a resonant means of "demonstrating the cultural significance
of a certain spatial locus",®® the achievements of regional accordion
schools. 4
The world festival-competition ment in the context of
accordion art was started in 1948 by the yFrmonica Days" competition
in Klingenthal (Germany), which acqu®ed international status in 1961,
and in 1975 changed its name<@e "Vogtland Music Days". The
extremely high level of perfoc@ance of the participants of the event
testifies to the obligatory pgﬁormance of polyphonic, virtuosic and
cyclic works, works of tr@aroque era, as well as the play "Novel" by
the German artist H. T¥tel and part of the work "Fairy Tale" by the
Czech composer V. Troyan (as the peaks of technical complexity).
From the moment of its introduction, the competition became a sphere
of affirmation of accordion art in the diversity of its components, which
is evidenced by the presence of solo and duet nominations. The contests
"Citta di Castelfidardo" (Italy), "Grand Prix" (France), "Arassate Hiria"
(Spain), "World Trophy" and others have a long history and strong
authority in the world.

6 Illsen M. Tlpouecu akynbTypawii Ta iHKYJIbTypawii y MikHapoJHUX
(ectuBanmsx cydacHoi My3WKM B YKpaiHM. Bicuux  Jlvbeiscbkoco
yuisepcumemy. Cepis: Mucmeymeo. JIbBiB, 2004. Bumn. 4. C. 150-157.

8 JIutoska C. ®ecTuBanpHuil pyx YKpaiHu nepiofy il HesanekHoCTi. BicHuk

KHYKiM. Cepis : Coyianvui komynikayii. Kuis, 2013. Ne 2. C. 111-115.
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Representation of the finalization of accordion art and its latest
achievements takes place within the framework of the national large-
scale festival events "Kyiv-Music Fest", "Two days and two nights of
new music" (one of the venues for the premieres of the latest, in
particular, avant-garde works for the accordion of Ukrainian artists),
the International festival of modern music "Contrasts”, etc.

Ukrainian international festivals and competitions of accordion
(accordion) art are events united by the common goal of comprehensive
popularization and promotion of the national accordion art in the world
and national artistic space, affirmation of the universal sound image of
the accordion, representation of its incarnations in various historical-
cultural, genre-stylistic contexts unique potential.

The accordion art competition "Kryvbasu Cup" (Kryvyi Rih)
was one of the first in Ukraine to receive international status. Launched
in 1992 on the initiative and led by the famogg artist A. Semeshko, the
competition became popular far beyond\the borders of Ukraine,
demonstrating its "geographical" scal%@uring the existence of the
event, the members of the jury Wer<=\§Pominent representatives of the
accordion art of Ukraine, Frandé; Italy, Slovakia, etc., and the
participants were performersg®om Ukraine, Moldova, the Czech
Republic, France, Serbia, K@ﬁkhstan. This became a powerful driver
of adaptation and appro n of world achievements of accordion art
in the national artistic sﬁéce and at the same time an effective means of
active "incorporation" of national accordionism into the world
horizons.

The International Festival "December Nights of Accordion
Music", founded on the initiative of A. Stashevsky at the Luhansk
Pedagogical University named after T. G. Shevchenko in 2001,
featured a variety of performers' programs that included samples of the
world and national treasury, as well as modern, in particular avantgarde
and jazz pop music, elaboration of folklore melodism. The
multidimensionality of the festival as a phenomenon of modern culture
was ensured by such components as scientific and practical conferences
"Actual issues of accordion performance and pedagogy in musical
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educational institutions”, master classes, concerts of outstanding
performers, creative meetings with representatives of accordion art.”

The AssoHoliday competition-festival (2006-2013), founded
on the initiative of the International Creative Center of Ya. Tabachnyk,
is characterized by performance-style differentiation into academic and
pop-jazz categories, the focus on identifying new personalities of
accordion performance art, and the obligation the performance of a
work created before 1800, which demonstrates the stability of the
sound image of the accordion as an instrument capable of modulation
in different historical and cultural, stylistic and genre contexts.

The international competition "Perpetuum mobile™ was created
in 2008 within the framework of the scientific and artistic project "Lviv
School of Accordion Art" (initially as an event at the allUkrainian
level). The launch of this competition testified to the fullfledged "entry"
of national accordionism into the world horings of performing arts and
the high level of professional training of U@ainian performers and the
strength of the pedagogical and mer@@ological guidelines of the
national accordion school in a vari@ of regional accents. The key
guidelines of the competition arQﬁTe popularization of the works of
Ukrainian composers, the idenI(ﬁtation of new trends in the accordion
art, the affirmation of the rsity of collective music making, the
support of the Winnerscﬁ'the competition, the affirmation of the
laureate  status on X the international performance arena,
recommendations to the winners for participation in the competitions
"Trophee Mondial de I'Accordeon”, "Citta di
Lanciano™ and others.™

0 Mymnuit A. Toctath Anjpis CTaleBChKOro B KOHTEKCTI GassHHOT IIKOIH
VYkpainu. URL: https://fmu.aku.sk/images/uav/HU5/Dushniy_A.pdf;
Mapuenko B., Cimrenpka T. AKOpIeOHHE MUCTETBO YKpPaiHU B KOHTEKCTI
PO3BHUTKY KOHKYPCHOTO Ta (DeCTHBaNBHOTO pyXy. YKpaiuceka kynvmypa:
Mumyne, cyuacricms, winsixu possumxy. Pisue, 2018. Ne 26. C. 145-151.

" Nummk  P. XIV  MiKHapogHUii KOHKYpC OasHiCTiB-aKOPIEOHICTIB

«Perpetuum mobile-2023». URL: https://dspu.edu.ua/news/xivmizhnarodnyj-

konkurs-bayanistiv-akordeonistiv-perpetuum-mobile-2023/;  Topoxin B.

XyI0XKHS OpraHizalisi My3U4HOTO TBOPY Ha OastHi: apTUKYJLIMIHHUN acTeKT.

Hixun: HAY im. M. Torons, 2013. 83 c. 8 JIymnuii A. Konxypc «Citta di
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The authority of the Lviv accordion forum is ensured by the
involvement of the outstanding Ukrainian accordionist, conductor and
composer V. Zubytsky®® in the jury of the competition since 2010.

The scope of the "Perpetuum mobile™ competition provides
both a representation of the achievements of performers of various age
categories, and a variety of nominations (solo academic, pop and jazz,
ensemble homogeneous and mixed, orchestral performance), which
resonates with the main stylistic and performance dimensions of
modern accordion art. A peculiar marker of the event is a "feedback™
on the reality of accordion art, marked by the synthesis of
musicological, pedagogical, compositional and performing activities:
the introduction of the nomination "composer-performer" (up to 35
years old), as well as the introduction of a research component -
conducting scientific and practical conferences "Musical education of
Ukraine: problems of theory, methodq@gy, practice”, "Folk
instrumental art at the turn of XX-XXI cepuries” and "Creativity for
folk instruments of composers of Ukraine&hd abroad", acquaintance of
the general public with the latest evements of musicology and
pedagogical - methodological thi g (in the form of presentations of
musicological studies, textbooksnanuals, master classes, etc.).

The density of the fg}ival—competition space in Ukraine and
the multidimensional fU@?rioning of the national accordion art are
ensured by events such§s the international competition "InterSvitiaz -
accomusic", founded in 2007 at the initiative of representatives of
various regional accordion schools of Ukraine A. Semeshko, V. Vlasov
and A. Haydenko at Lesya Ukrainka East European National
University (Lutsk); Competitions during this forum take place in two
nominations: "Classic" and "Variety" in seven age categories. The
international festival-competition named after M. Rizol, started on the
initiative of M. M. Chekalkina in the city of Dnipro in 2007, is
distinguished by its focus on young performers on the bayan and
accordion. For many years, the jury of this artistic event was headed by
the outstanding Ukrainian accordionist V. V. Besfamilnov.

Lanciano» Ta Horo mpoexiisi Ha 0asHHOAKOPICOHHE MHUCTEITBO JIbBIBIIMHH.
Axmyanvui numanns eymanimapuux nayx. JIporodwd, 2013. Bun. 7. C. 228—
231.
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The newest component of the national festival-competition
movement of the international level is the festival-competition of
accordionists, accordionists and ensembles "Modern Rhythms"
(Krywvyi Rih), founded in 2020. The program requirements of the event
reflect the variety of stylistic directions in the accordion art and the
stylistic differentiation of the accordion performance — academic and
pop directions, united by high requirements for technical skill and
aesthetic quality. Thus, within the pop direction, the performance of
works of various styles and genres (folk, musette, jazz, tango, pop,
rock) is provided, within the academic direction - the performance of
polyphonic, cantilene and virtuoso works.”

The components of the field of festivals and competitions of
accordion and accordion art of all-Ukrainian status are such events as
"The Stars of the Accordion in Zaporizhzhia™, founded in 2002 for the
purpose of representation, in particular, ensemble forms of
performance; "ASSO-Debut", founded by tashevsky in 2008 with
the aim of supporting talented young pg@ormers and developing the
accordion art of the Luhansk \@lon. Open competition of
accordionists-accordionists "Pat;gs of Prykarpattia", started in 2005
in the children's music schoo tary Sambir, since 2010 has been
held on the basis of I. Frankg3ohobytsk State Pedagogical University
and distinguishes a vari f nominations (solo; children's ensemble
performance - uniform 4nd mixed; orchestral performance). The open
all-Ukrainian accordionist accordionist competition "His Majesty's
Accordion" has been held in Zhytomyr since 2016; students of
professional music education institutions of all levels, as well as
performers of folk, pop, and jazz music, participate in the solo and
orchestral nominations of this event. According to the program
requirements, the participants of the competition must perform a
polyphonic piece from JS Bach's cycle "The Well-Tempered Clavier",
a sonata by D. Scarlatti; the final part of the accordion Sonata by B.

2 Tlonoxenns mpo MixHapogHuil (eCcTUBAIL-KOHKYpC —OasHicTiB,

akopneoHictiB Ta ancamoiiB «CyuacHi putmMm». URL:
https://kultart.Inu.edu.ua/news/mizhnarodnyy-festyval-konkurs-
baianistivakordeonistiv-ta-ansambliv-suchasni-rytmy
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Mironchuk, which reflects the modern pluralistic sound image of the
accordion.

The "bayan™ nomination is a component of many national
festivals and competitions of performers on folk instruments. One of
the pioneers of the artistic competition movement in Ukraine is the All-
Ukrainian festival-competition of performers on folk musical
instruments "Provesin”, founded in 1996 on the initiative of teachers of
the Kirovohrad Music School (now the Kropyvnytskyi Professional
College of Music) and the support of the Department of Folk
Instruments of the National Academy of Music named after P. I.
Tchaikovsky. Realizing the purpose of the event (popularization of the
national school of performance on folk musical instruments, raising the
level of professional training of creative youth, generalization of
teaching methods of special disciplines, dissemination of advanced
pedagogical experience, development a@ promotion of folk
instrumental art), the organizers conduct, & addition to competitive
competitions in various age categories &/@Jm beginners to students of
art education institutions), condL@b methodological conferences,
seminars, master classes, creatiV@)Qﬂeetings with leading musicians,
concerts, etc.” &

Since 2010, on the i\g&?lative and art project of V. Marchenko,
a children's and youth cocﬁ)’etition of Ukrainian music "Amber Notes"
has been held in Rivne< The event focuses on solo performance and
professional universalism, as evidenced by the detailed program
requirements: the contestant must perform a piece in a classical style in
the form of a sonata allegro, an original piece, i.e. written for the
contestant’s instrument, a piece, an arrangement of folk music by a
composer representing the contestant’s country, a piece in in the genres
of variation, rhapsody, suite, concertino, sonatina (at the choice of the
performer) and a virtuoso work.”

3 BeeykpaiHChKHI (peCTHBAJIb-KOHKYPC BHKOHABLIB HA HAPOJHUX MY3UYHUX
incrpymentiB  «IIposecinb». URL:  http://www.kmy.org.ua/festyvali-
takonkursy/provesin

4 Mapuenko B. B. IcTopuko-Ky/nbTypHI BEMIpH €BOIIOLii aKOPAEOHHOTO
MHUCTENTBa B YKpaiHi (apyra mosoBuHa XX — moyaTok XXI cT.) : auc.
...KaHa. MucT. : crelr. 26.00.01. Kuis, 2017. 211 ¢. C.170.
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The competition named after the famous Ukrainian
accordionist and teacher A. Onufriyenko was founded in 2007 on the
basis of the V. Barvinskyi Drohobytsk Music School with the aim of
popularizing folk instrumental performance and promoting the
creativity of representatives of the Lviv School of Folk Instrumental
Art. Within the framework of the event, there are competitions in the
nomination "teachers of primary and higher art educational
institutions”, which reflects the inseparability of artistic-practical,
performing and pedagogical-methodical components of modern
Ukrainian accordion art.

Since 2013, the Kharkiv National Pedagogical University
named after H. S. Skovoroda has been holding the "Art Dominant"
(Kharkiv) competition of performers on folk instruments, which has
international status since 2017. A special feature of this event is the
variety of age and species hominations, comkpetitions in which take
place at the concert venues of several @wational institutions; the
format of the competition includes con@% by members of the jury; a
representation of the contest ma@ta s on the specially created
YouTube channel "Art—dominant'(')% line with the realities of today's
artistic life. Under the conditiaq@‘of the complexity of modern concert
practice, this form of diss ation of national performing arts, in
particular accordion art, a powerful cultural significance, ensures
the promotion of the be$t; in particular, the newest achievements.

In the solo and ensemble nominations, the accordion is
presented in the programs of open festivals-competitions of performers
on folk instruments "Colors of Poltava™" and "Golden
String™ (Mykolaiv), which were started in the 2010s in order to support
the performing arts of students and the representative creativity of
teachers of art schools.

An innovation in the representative sphere of Ukrainian
accordion art was the launch of the international youth festival "Bayan
Parade" in Odesa in 2010, the program of which consists of concert
performances by both local musical groups and performers, as well as
invited artists. In 2013, the "creator and popularizer of modern music
in Ukraine" V. Runchak for the first time implemented the artistic
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project "Days of the Ukrainian Bayan and Accordion", which involves
holding and broadcasting marathon concerts.”

Conducting competitions stimulates the improvement of the
professional skills of performers, promotes the development of
teaching methods, popularization of works of Ukrainian composers,
exchange of experience, establishment of creative contacts between
domestic and foreign artists, which contributes to understanding the
sound image of the accordion.’®

Therefore, the diversity of the functioning of the bayan art of
Ukraine is provided by an intensive festival and competition
movement, characterized by such features as: conceptual and
organizational mobility, focus on the popularization and promotion of
folk-instrumental art, in particular bayan art, world heritage, the work
of modern artists of Ukraine, and cultural achievements of a certain
locus and regional schools, a representation of the modern universal
sound image of the accordion.\WithigxMhe framework of the
festivalcompetition movement, a unjz@sal representation of the
modern sound image of the accord'@?m national and world artistic
spaces is ensured as a universak-carrier of meaning, capable of
presentation in a pluralistic pIu@ y of historical-cultural, stylistic and
genre contexts, a variety of gaans of expression and characterized by
a high adaptive potentialéﬁ'relation to innovations in the field musical
thinking and language.

The systematization of the modern festival-competition sphere
in Ukraine as an area of functioning of the national accordion art allows
us to outline the following components:

- world festivals and competitions: "Harmonica Days"
in Klingenthal - "Vogtland Music Days", "Citta di Castelfidardo",
"Grand Prix", "Arassate Hiria", "World Trophy";

> Bosoaumup Pyruak:  xommosutop i  cydacmicte.  URL:
https://mus.art.co.ua/volodymyr-runchak-kompozytor-i-suchasnist/
® Ocramuyx H. KoHkypcHo-(beCcTHBaNbHMIT pyX aKOpJAEOHHO-O0ASHHOTO

MUCTEITBA B CY9aCHOMY COIIOKYJIbTYPHOMY MPOCTOPi. Bichux

Hayionanvnoi akademii kepisnux xaopie kyaomypu i mucmeymes. Kuis, 2020.
Ne 4. C. 176-180.
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- national festivals of musical art of international level:
"Kyiv-

Music Fest", "Two days and two nights", "Contrasts", etc.;

- national festivals and competitions of accordion
(accordion) art of the international level, characterized by a variety of
components (scientific-research, pedagogical-methodical, educational,
propaganda) and nominations (in particular, the nomination
"composer-performer” was introduced), presentation of the sound
image of the accordion in various genres and styles contexts, in
particular jazz and variety: "Kryvbas Cup”, "December evenings of
accordion  music", "AssoHoliday", "InterSvitiaz-accomusic",
"Perpetuum mobile", festival-competition named after M. I. Rizola
young performers on the bayan (accordion), "Accords of Lviv", youth
"Bayan-Parad", "Modern rhythms";

- festivals and competitionsy of accordion (bayan-
accordion) art of All-Ukrainian stat@/ "Accordion stars in
Zaporizhzhia", "Amber notes", "Qy@)O—Debut", "Patterns of
Prykarpattia", "His majesty accordio@%;

- All-Ukrainian fes@@als and competitions of performers
on folk instruments with the " ’a@an" nomination: competition named
after A. Onufrienko %@obych), "Provesin” (Kirovohrad /
Kropyvnytskyi), "Colorgydt Poltava”, "Golden String” (Mykolaiv),
"Art-dominant"; <

- events of an innovative organizational nature
(conducting and broadcasting marathon concerts) - the artistic project
"Days of the Ukrainian accordion and accordion".

So, the contemporary genre and style pluralistic existence of
national bayan art is connected with a large-scale, multilevel festival
and competition movement aimed at propaganda, popularization of
bayan art, preservation of national artistic heritage, representation in
the world and national artistic spaces of the latest achievements of
Ukrainian artists and regional bayan schools . Conceptually and
organizationally mobile, comprehensive and universal representation
of the modern soundscape of the accordion is provided by a system
consisting of: festivals and competitions of world-class accordion
(bayan-accordion) art; national festivals of musical art of the
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international level; national festivals and competitions of bayan (bayan-
accordion) art of the international level: All-Ukrainian festivals and
competitions of bayan (bayan-accordion); All-Ukrainian festivals and
competitions of performers on folk instruments with the accordion
nomination (in a variety of nominations).

Innovative features of the national festival-competition
movement, which provide a universal representation of the modern
sound image of the accordion, are the introduction of scientificresearch,
pedagogical-methodical, educational and propaganda components as
components of artistic events; consideration by the organizers of such
forums of stylistic diversity and richness of areas of accordion art, and
involvement of accordion music creators to participate in competitions
under a separate nomination; implementation of artistic projects
without a competitive component ("Bayan Parade”, "Days of the
Ukrainian Bayan and Accordion", etc.). 4

NS

CHAPTER %
TRADITIONAL AND INNOVATTVE DIMENSIONS OF
GENRE-STYLE PANORAMARMODERN FANTASTIC ART

AR

Modern bayan artégﬁgcting the leading worldview guidelines
of postmodern culture, @ marked by the importance of traditional
foundations and innovative trends, at the intersection of which both
transformations of established heat models and stylistic parameters, as
well as innovative mixed formations, determined by the
subjectivization of a creative worldview, arise. The vectors of the
realization of these trends are consonant rhizoms of vectors of sound
realization of the accordion, namely: folklore, which ensures the
preservation of the traditional connection with the genetically
(organologically, functionally, phenomenologically) determined folk
realm of being of the sound image of the instrument; academic, which
provides a synthesis of innovations and traditions and marks the new,
academic status of the sound image of the instrument; jazz-pop, in
which the preference for innovative musical language and thinking for
the accordion does not exclude appeals to traditions. At the same time,
scientists state the essential significance of the essential multi-vector
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nature of modern accordion art of avant-garde and jazz-academic
components.”’

At the intersection with the genre dimension, also marked by
the variability of established genre models, their synthesis and, in some
cases, the avoidance of genre certainty, the lability of stylistic
guidelines within the limits of the artist's work (or within the limits of
the work) determines the multidimensionality of the sound image of the
accordion.

From the beginning of the process of academicization,
accordion art was marked by a dynamic process of mastering the
national and world academic heritage, connected with the lack of
original concert and educational repertoire. With such, in a certain way,
forced priority, the genres of translation and transcription are traditional
for accordion art and at the same time relevant to the processes of
innovative representation of the unique sounQimage of the accordion
with a unique technical and expressive potegitfial.

In the field of genres of tra on and transcription, "the
stylistic absorption of the "folk" sour\(ﬁmage was carried out thanks to
the representative solo-concert <§ncti0n, the involvement of folk
instruments in the field of the z&sical repertoire, the improvement of
performing virtuosity, whig®~’became the basis for the genre-style
polylogue, the masterige¢ of new compositional and performing
techniques.” <

" Bymia M. JIxa30B0-aKkaJAeMiuHMii HAIpPAMOK  BUKOHABCHKOI i

KOMIIO3UTOPCBHKOT JUSITBHOCTI BITYM3HSIHUX Ta 3apyOiKHIX
GastHicTiBaKop/eoHicTiB (Ha Matepianmi TBopuocTi A. bimommipkoro).

Axmyanvui  npobnemu  HAPOOHO-IHCIMPYMEHMANILHO20 — BUKOHABCMEA 6
Yxpaini: icmopis i cyuacnicms. PiBne, 2017. C. 30-36; bynna M. EctpagHo-
JUKa3oBa My3MKa B aKOPACOHHO-OASHHOMY MHCTEUTBI YKpaiHU Jpyroi
nonoBuHN XX — mouyarky XXI CTONITTS: KOMIIO3UTOPChKAa TBOPYICTH 1
BUKOHABCTBO: aBTOped. muc. ...kaHa. Muct. : crer. 17.00.03. Xapkis, 2007.
19c.
B g M i L .
yiaa . Jxa30Bo-akaJeMiuHM HampsIMOK  BHKOHABCBKOI 1
KOMITO3UTOPCHKOT TSITBHOCTI BITYU3HSIHUX Ta 3apyOiKHUX
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Marking the academization of accordion art, these genres are
actualized against the background of general musical art of the 20th
century. trends of rethinking the hierarchy of means of expression.
Characteristic of the boundary XX - beginning. XXI century the
gradual "bringing the timbre factor to the fore and giving it an
independent constructive and semantic meaning"® determines the
importance of the specified genres as potentially capable of forming
new content nuances when the work is transmitted to a different timbre
context.

In the field of translations and transcriptions for the accordion,
two areas are distinguished, which differ in the algorithms of
positioning the primary source. Centripetal tendencies - preservation of
the "original image" of the work while realizing the technical and
expressive capabilities of the instrument, most often in the context of
the educational repertoire, are characterized in particular by numerous
translations of L. Gorenko (from piano I@mture) and V. Podgorny
(from violin repertoire).*’

In the direction that is centrif®jal in relation to the "original
image" of the work, the sound im f the accordion is represented on
the basis of the composer's ﬁv(\)/hich acquires new meaningful
accents in the parameters of?‘t?ansposition of overtones. According to
the scientists, samples obﬂ're transposition genre in the monotimbral
solo version "are disﬁﬁguished by significant textural dynamics,
saturation of the textural plan with hidden polytimbral qualities.
Composers strive to convey timbre-texture, dynamic stereophony, to
avoid monolithic, mono-timbral sound, to fill instrumental parts with

npoodIemMu HapoOHO-IHCMPYMEHMATbHO20 GUKOHABCMEA 8 YKpaini: icmopis i
cyuacnicme. Pisne, 2017. C. 30-36. C.6.

OasHIiCTIBaKOp/IeOHICTIB (Ha Marepiasi TBopyocTi A. bimommuikkoro).
Axmyanvni
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9 Kynnuc P. YO. HdismpricTs JIBBIiBCHKOT OaIHHOI KO B KOHTEKCTI

YKpaiHCBKOTO HAapOJHO-IHCTPYMEHTAILHOTO MHUCTENTBa : aBToped. Jauc.
...KaHz. MucT. : crier. 17.00.03. Cymu, 2019. 18 ¢c. C.14.

o7 Crameschkuii  A. CydacHa yKkpaiHCbKa My3MKa Ui OasiHa:
BUPAXaJIbHI 3aC00M, KOMITO3MIIIHI TEXHOJIOTI], IHCTPYMEHTAIBHUI CTHIIb :
MoOHOTpadis.

Jlyrancek : SAnTap, 2013. 328 ¢. C.12.

timbre-colored texture, close to the properties of ensemble,
polytimbral, and even orchestral sound".”

In the work of modern Ukrainian artists, the variety of
interpretations of the specified genres reflects the elevation of the
subjective creative worldview and at the same time demonstrates the
tendency to overtone the "original source”. Within the translation,
"changes not only of a technological nature, in particular texture,
strokes, techniques of sound production, dynamics" are revealed, which
is, to some extent, a rethinking of the artistigifnage®, the work appears
in a different stylistic "aura”, which alsoddrms new measurements of
the sound image of the instrumeag(/for which the translation-
transcription is created.

The importance of the g§eondary®! genres of translation and
transcription in the repertoire Q' Yoayan art is also determined by the fact
that "being updated in pezg':?ds of intonation crises, the transcription
genre itself becomes a kqﬁa of "bridge" between the tradition of the past
and modern composers' searches in the field of musical creativity, its
forms and varieties, the system of expressive and constructive
means".8?

" Tmomenko M. 0. TemGposo-daxTypHa crenudika TpaHCKpUMNIIH 3a
ydacTio 0asHa 9 aKopJeoHa KOMMO3UTOPiB XapkoBa KiHIA XX — MOYaTKy
XXI cromiTTs : muc. ...kaHa. mMuct. : cren. 17.00.03. Xapkis, 2021. 290 c.
C.219.
8 Aquunpkuii T. M. TeoperuuHi 3acanum XyAOKHBOTO TEpPEKIIaICHHS
MY3WYHHX TBOPIB IS OaHAYpH : AMC. ...KaHI. MUCT. : crer. 17.00.03. Kuis,
2020. 245 ¢c. C.3.
81 Tam camo. C.25.
8 Bopucenko M. 0. YKanp TpaHcKpumii B cUCTEMi iHJHMBIIyalbHOTO
KOMITO3UTOPCHKOTO CTHITIO : aBToped. JUC. ...KaH . MUCT. : criett. 17.00.03.
Xapkis, 2005. 17 c. C.4.

45



At the same time, in the field of performing practice, the genres
of translation and transcription are a space for approbation of ways and
algorithms of timbre re-intonation. This is evidenced by the
individualization of centripetal and centrifugal tendencies in the
interpretation of the original source of the work in the translations and
transcriptions of leading composers-performers - M. Rizol, V. Vlasov,
V. Podgorny, V. Zubytskyi, O. Mishchenko, I. Snedkov, O. Nazarenko,
A. Sagittarius and others.

The link that combines centripetal and centripetal tendencies in
translations and transcriptions is "the timbre-textural factor, which was
historically formed in the inextricable connection of its components”,
and "appears as one of the channels of retention, fixation of established
genre-stylistic, structural-formative linguistic - intonation principles"
of representative creativity-performance on academic folk
instruments.®®

Another factor in the unification ~}he mentioned trends is
such a characteristic feature of modern@/@an art defined by scientists
as "an emphasis on the reproductior@ the general sound idea of the
work in translations and transcri s due to the wide use of specific
means of expression: belloqus rokes, bellows-finger articulation,
sonoristic effects, etc."8

Thus, in the WO@W . Vlasov, the translation and transcription
of the world's academic'works demonstrate the process of total genre-
style diffusion and the significance of the centrifugal tendency of the
interpretation of the primary source in the parameters of modern
musical thinking and language - "Scherzo" by J. S. Bach
(originally created for flute and orchestra) and "Hungarian Dance" by
J. Brahms (No. 5) are saturated with jazz rhythmonemes and
harmonies, reflecting the adaptive potential of accordion art regarding

8 ITmomenko M. I0. TembpoBo-akTypHa crenudika TPaHCKPUIILIH 3a
ydacTio GasHa YK aKOpAEOHa KOMIIO3UTOPiB XapkoBa KiHig XX — moyaTky
XXI cromitrs : auc. ...kaHm. Muct. : crem. 17.00.03. Xapkis, 2021. 290 c.
C.74.

8 Kuszep B. TlepekiaJeHHs Ta TPAHCKPHUIII Y CTAHOBJEHHI Ta PO3BUTKY
BUKOHABCHKOI TEXHIKM OasHicTa. Bicnuk [Ipukapnamcbkozo ynisepcumemy.
Cepisn: Mucmeymsosnasecmeo. IBano-®pankisebk, 2004, Bum. VI. C. 148—
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the originality of the transmission of the academic tradition to another
aesthetic, linguistic and expressive sphere. This makes it possible to
characterize the genres of translation and transcription in the context of
accordion art as those that modify, according to the definition proposed
by the Ukrainian researcher H. Savchenko, the "timbral-

157
textural structure of the work"®>%) as a systefn of "horizontal-vertical
functional relations of the elements of a @Elcal composition", within
which there is "the sound matter of work in time and space, in
accordance with the laws of music ‘Qnguage, giving it both a unique
and typical sound"®” and create a\gﬂgifledged version of the "twoauthor
work"® as both a unique a@ typical system in accordion sound
parameters.

In the history oQQ:cordion art, the suite was actually the first
genre whose examples, including Hugo Hermann's Seven New Pieces

8 Capuenko I'. TeM6poBO-(aKTypHa CTPYKTypa PaHHIX OPKECTPOBUX TBOPIB
®. Crpagincwkoro (Binx Cumdonii Es-dur no 6anety «XKap-ntutisn»). Tpaouyii
ma Hosayii' y suwill apxXimekmypHo-xXy00ducHill oceimi. XapKiB,
%  Bun. 4. C. 71-76.
8 Tam camo.
8 Tlmomenko M. 10. TemGpoBo-akTypHa crienudika TpaHCKpHUIIiN 3a
yuacTio OasiHa YM aKop/ieoHa KOMITO3UTOpiB XapkoBa KiHIg XX — Movyarky
XXI cromitts : muc. ...kaHa. muct. : cren. 17.00.03. Xapkis, 2021. 290 c.;
CyBopoB B. HaykoBo-mucrerpkuii mpoekT «JIpBiBChbKa OasiHHA IIKoiay Ta
HOro TIpoeKIlisi Ha OasHHO-aKOpICOHHE MY3WKyBaHHS BomwHi. Axmyanviui
numanns 2ymanimapnux Hayx. JIporooud, 2014. Bum. 8. C. 177-184.
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of 1927, served as precedents for original literature for the instrument.
Presented in the works of V. Podgorny, Yu. Shamo, K. Myaskov, M.
Chaikin, V. Vlasov, H. Shenderev, A. Haydenko, V. Runchak, A.
Biloshitskyi, V. Zubytskyi and other composers in concert and chamber
versions , the suite genre is currently one of the leading in the space of
modern accordion art.?® The attributive features of the suite, which was
primarily aimed at capturing various national sources, forms of
movement and modes of artistic worldview, determined the exceptional
stylistic diversity, syntheticity and

4
>
%
N
o3
S

o3

8 Onmnekcie $. Basnna croitTa 1 mapruTa: pO3MaiTT  ABTOPCHKHX

IHTepIIpeHTalil. 30ipHUK HAYKOBUX Npayb MOA0OUX e4eHnux /po2obuybkozo
oeparcasnoeo nedazociunozo yuisepcumemy im. 1. @panka. JIporodud, 2011.

Bum. 2. C. 57-62.

% Cramesceknii A. Benuki xaHpu B yKpaiHChKiH Mysumi juis GasHa Ta
aKopJ/leoHa: TeH/eHIIi po3BUTKY B ocTaHHii uBepTi XX Ta Ha noyarky XXI
ct. Jlyrancek: Ilomirpadpecypc, 2007. 159 c.; Kuszes B. @. Epounroris
BUKOHABCHKOI TE€XHIKM B YKpaiHCBHKiH OasHHIN mkom (apyra mojoBuHa XX
cToJiTTs) : aBToped. auc. ...kaum. Muct. : cuern. 17.00.03. Kuis, 2005. 20 c.
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variability of the genre model in the creative pursuits of Ukrainian
artists, consistent with the modern situation of multiculturalism. This
prompts modern researchers to delineate its genre and style parameters,
such as: "neoclassical and neobaroque suite, romantic suite-diversity,
impressionistic-painting suite-triptych, neo-folkloric suite-knitting and
folk pair of thought-shumka type, pop-jazz suite, suite — plot, landscape
or portrait program cycle, suite-notebook, suitealbum, suite with
features of a sonata, concerto, partita, poem, etc.".%

The suite genre in the context of accordion art appears as a kind
of link between cultures in synchrony and diachrony. This is evidenced
by the specific weight of the national folklore principle, which
determines the "modulation™ of the sound image of the instrument in
different national contexts. At the same time, the primary variability
and stylistic lability of the genre model of the suite creates grounds for
approbation within the framework of bayan art of various algorithms
of musical thinking and language, postmo@n pluralism and diffusion
of stylistic guidelines, in particular bar@/@e, neo-romanticism, avant-
garde techniques (sonoristics, aleato@, pointillistics, etc.).%2%

For these reasons, the su'@?‘in modern accordion art acquires
the status of a large-scale fi kzzbf actualization of "the tendency of
conceptualism, play with teq;iques, styles, genres, forms in a variety

of their mixes and cont%ﬁétions".g“
The importance of folklore instructions is reflected in various

interpretation options of the genre model of the suite with preservation

%% Onmnekcie $I. Baguna croitTa i mapTuTa: pO3MAiTTS  ABTOPCHKHX

IHTEpIPEHTAIIH. 30IpHUK HAYKOBUX NpaAYb MOAOOUX 84eHux JIpo2cobuybkozo
oeparcasnoeo nedazociunozo yuisepcumemy im. 1. @panka. JIporodud, 2011.
Bum. 2. C. 57-62.
%2 Onexkcip S1. B. Peueniist saHpiB CHOITH 1 MAPTUTH B yKPATHCHKIH GasHHil
MY3HIIi IPYToi MOJOBHHU XX CTOJMITTA : aBTOped. TUC. ... KaHA. MHCT. : CIIeIl.
%3.00.03. JIsBiB, 2011. 18 c.
% JloBrann I1. Tunomoriuni  Mojenmi  yKpaiHCBKOI ~ KaMepHO-
iHCTpyMeHTabHOI croith XX cromitrs. Haykosi 3anucku Tepnoninbcvkozo
HayioHanbHo20 nedazoziunoco ynigepcumemy imeni B. I'namioxa. Cepist:
MucrenrBo3uaBctBo. Teprorinb, 2009. Ne 2 (21). C. 75-80.
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of the folklore intonation thesaurus. This is demonstrated in particular
by the suites "Slavyanska" by V. Vlasov, "Night on Polonin" by Y.
Oleksiv and "Karpatska" by V. Zubytskyi, in which "the use of modern
systems of European instrumentalism enriched the arsenal of
expressive means (sound imitation of bells, trembits, pipes, cymbals ,
lyre, folk percussion instruments) stimulated the author's innovative
searches in the pop-jazz music genre".%

A neo-baroque stylistic aura colors "Retro Suite" by V.
Gubanov, "Suite" by L. Samodaeva, neo-romantic and
neoimpressionist - "Red Sails" by K. Myaskov, "Romantic Suite" by
V. Vlasov, "Fantastic Suite" by A. Stashevsky, Suite no. 1 by O.
Kolosovska, "Impression" by V. Zubytskyi, "Romantic Suite" by A.
Biloshitskyi, etc. A peculiar stylistic excursion into the realm of
academic tradition is V. Runchak's suite "Portraits of Composers", in
which part of "Bahiana. Meditation on the theme of BACH"
demonstrates the importance of baro instructions; the part
"Imitation of D. Shostakovich™ has pglyghonic foundations; the part
"Beside the portrait of N. Paganini" y&produces the instructions of the
virtuoso romantic violin style, thesized with the principles of
polystylistics; part of "Dedicaq'bn to I. Stravinsky" is based on the
instructions of Fauvism.

Individualizatio dencies and, at the same time, primary
lability of the genre f&odel of the suite become impulses for its
modification in the context of bayan art. On the one hand, this is
reflected in her symphonization, filled with features of the
sonatasymphonic cycle, and is demonstrated in the "Symphony Suite"
by V. Vlasov, the "Carpathian Suite" by V. Zubytskyi, and the
"Romantic Suite" by A. Biloshitskyi, united by such common by signs
such as "the dramaturgical integrity of the entire cycle; direct
connection of parts; presence of dynamic parts; minimizing the number

% NMaxynuax 1O. J[o nUTaHHA CTHIICTUYHHX OCOOIMBOCTEH TBOPYOCTI IS
OasiHa-aKop/ileOHa KOMIIO3UTOPIB YKpaiHM Ha 37aMi CTOJNITh. AKmyanvHi
numanns 2ymanimapnux nayk. Jporo6buu, 2012. Bum. 3. C. 83-92. 113
CrameBchkuii A. TeHeHIIIi pO3BUTKY JKaHPY CIOITH B YKpaiHCBKif My3HIIi

JUIA OasiHa. AKmyaJlei numanHs 6AsIHHO20 BUKOHABCMEA MA
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of parts (3— 4 parts); attraction to the sonata-symphonic principles of
unfolding the material; expansion of the figurative sphere”.!13

On the other hand, the genre model of the suite, reflecting the
importance of neo-romantic tendencies, appears in a diffuse
combination with a program cycle marked by the genre freedom of its
components. Such diffuseness determines the specificity of the genre
image of the works of V. Vlasov (suite "Images™), A. Stashevskyi
(suite-notebook "Old Kyiv Frescoes”, 1 and 2 "Images"), O.
Kolosovska ("Sketches™), etc.

The free interpretation of the genre model of the suite while
preserving the basic principle of unification of different types of
movement and semantic spaces in V. Zubytskyi's "Bulgarian
Notebook" is determined by its synthesis with program instructions,
expansion of scales, compositional-structural diffusion with
architectural features of the sonata, creation of,additional "forms within
a form™ (the three first parts follow the Weca principle to create a
coherent, internally contrasting macro—@%, a combination of folklore
vocabulary, sonorics, principles ({F)'Opolyphonic thinking, cluster
technique, etc. This reflects the indgeative overall for the artist's work:
"synthesis of "irrelevant” laygge™of archaic folklore with "relevant”
modern compositional systel@s\f: on the basis of which the development
of the most diverse fo@bre layers of different peoples, different
cultures and eras is carrfed out "in depth and breadth". 14

The significance of the trend of expanding the scale of the suite
genre model is demonstrated by the cycle "Old Kyiv Frescoes" by A.
Stashevskyi. 9 parts of the work ("Intrada™, "Bylyna", "Nabat Bells of
Saint Sophia”, "Choruses”, "In groves and forests”, "Recording",
"Entertainment of buffoons™, "How it was on the Solnytsia river”, "In
the glory of Rus-Kyivska™) bound together in mini-cycles by internal
meaningful, figurative, emotional, as well as intonation connections,
which, at the same time as the immediacy of following the parts, gives
the cycle features of poetry.

neodazoeiKu 6 My3uyHux HaguyaibHux saxiadax. Jlyrancek, 2005. Bum. 1. C.
92-98.
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114 Teiiuenko M. DonbkIopHi axkepena B 6asHHil TBopuocTi Bonogumupa
3younwskoro.  Haykosi  szanucku  Kiposoepaocvkoeo — Oepoicasrozo
nedazociunoeo ynigepcumemy imeHi Bonooumupa Bunnuuenxa. Cepist:
[Menaroriuni Hayku. Kipoorpan, 2012. Bun. 107 (1). C. 111-117.

The variability of the genre model of the suite enables its
nontraditional content-semantic interpretation. Thus, V. Vlasov's Suite
"Five views of the country of the Gulag" (1991) demonstrates the
exceptional capabilities of the accordion in the technical and coloristic
plane, the artistic persuasiveness of the philosophical component of the
latest sound image of the accordion, and the significance of the parodic
direction as one of the fundamentals in the artistic picture of
postmodernism.

The partita genre in modern musicological knowledge is
characterized as a consonant of the anormativeness of modern artistic
thinking, characterized by the ability to creaiﬁ a whole instantaneous
slice of various cultural elements, the se ic ambiguity of which
provides a connection with baroque &dlﬁh ing,% and to reflect the
specificity of non-baroque trends in@n ern national artistic spacious
From the first sample of the parti r the accordion, created in 1965
by T. I. Lundgvist for the Danjgi®Nccordionist M. Ellegard, the artistic
practice demonstrates the vagety of stylistic guidelines of the genre. In
the modern "layer" of thi ersity, the most characteristic are national
(in particular, "Balkan SFiptych”, "Pale Sketches", "Parisian Secrets"
by A. Heydenko) and academic intentions (in particular, neobaroque -
"Partita-piccolo” by Y. Shamo), synthesis of academic and jazz pop
style spaces (in particular, in particular "Partita concertati No. 1 modo
di jazz-improvisazione" by V. Zubytskyi, "Jazz-rock partita” by B.
Myronchuk, Concert Partita No. 3 by A. Biloshitskyi), polystylistic
guidelines (in particular , "Mactoub” by A. Nyzhnyk).

The sound image of the accordion as a mediator between
cultures represents the jazz modifications of the genre model of the

% Kanamnuk M. YKaHpoBuii aclieKT BUBYEHHS KOMIO3UTOPCHKOT TBOPYOCTI
XX cr. SK YHHHUK (OPMYBaHHS MY3UYHOTO Te3aypycy CTYICHTIB
MENaroriyHuX  YHIBepCUTETIB.  [ledacocika  ¢opmysanHs — meopuoi
ocobucmocmi 'y suwiil ma 3aeanvhoocsimuin wikonax. 3anopixoks, 2010. Ne 7
(60). C. 126-134.
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score in the work of V. Zubytskyi. Updating the lexical space of
accordion art is carried out by the artist by introducing a blues scale
with blues tones (on 3 and 7 steps), typical rhythmonemes — break,
secondary reg, cross rhythms, scotch snap, extreme for academic
accordion art musical exclamations — shouts and hollers, jazz anacrusis,
etc.%

The sonata genre, as one of the defining components of the
academic musical tradition, entered the horizons of accordion art in a
"ready-made" form, a pluralistic multiplicity of conceptual, stylistic
options and compositional and structural interpretations. The reliance
on classicist guidelines characterizes the 1st stage of approbation of the
genre model of the sonata, represented by M. Chaikin's accordion
sonata (1944). Further vectors of the transformation of the sonata in the
context of the national accordion art are determined by the importance
of both neoclassical and neo-folkloric intentigns, on the border of the
20th and 21st centuries. — trends of postmo\&efrnism and minimalism,®
combined with features of neo-folklorisga&h the abundance of personal
creative "readings" and stylistic mo\sfﬂlcations in the works of Yu.
Shamo, V. Bibik, A. Haydenko~&. Zubytskyi, V. Runchak, these
tendencies are concretized in &tﬁ’: features of the modern accordion
"version" of the sonata gem@}nodel as: significance folklore sources
and symphonization #% ds, revealed in particular in timbre
dramaturgy; dense orchestral texture; leitmotif and monothematism;
approbation within the genre of elements of jazz stylistics, sonorous
and noise effects, elements of theatricalization; the complexity of the
tonal organization, due to the appeal to the instructions of tonal and
atonal thinking; the complexity of the rhythmic relief of works,
polyrhythmy; approbation of the instructions of sonoristics,

% Teiiuenko M. ®oJbKIOpHI Jykepena B OasHHiil TBopuocti Bosoaumupa
3younproro.  Haykosi  3anucku  Kiposoepadcvkoco — 0epowcasnozo
neoazoziunoco ynigepcumemy imeni Borooumupa Bunnuuenxa. Cepis:
[enaroriuni Hayku. Kiposorpasx, 2012. Bun. 107 (1). C. 111-117.
% ITmomenko M. I0. Tem6poBo-akTypra crenudika TpaHCKPUILiH 3a
y4dacTio OasiHa 9¥ akopJicoHa KOMIO3UTOPIB XapkoBa KiHIsg XX — MOYaTKy
XXI cromiTTs : amc. ...KaHa. MuUcT. : crem. 17.00.03. Xapkis, 2021. 290 c.
C.42.
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aleatorics,®® mixing "with symphonic methods of drama, as well as with
the genres of poems, ballads, novellas, polyphony, capriccio,
rhapsody" 1%

The First Accordion Sonata of A. Heydenko reflects the
significance of the national guidelines imprinted in the aesthetic
parameters of neo-folklorism. According to scientists, the distinct
specific features of the work, which, at the same time, mark the artist's
work, are the tendency towards: symphonization of the genre, "archaic"
and the desire to reveal the ancient Slavic roots of Ukrainian culture.
Such orientation testifies, on the one hand, to the composer's
orientation towards the established sound image of the accordion, as an
instrument with wide expressive possibilities, capable of adequately
realizing the principles of symphonization; on the other hand, about
expanding the limits of perceiving the sound image of the accordion in
the context of creative searches for a sound capable of creating an
impression of a specific timbre. Thus, usizg@p he musical text in order
to specify the national character of images of the sonata, the
designations "quasi trembita", "quas@’a a", 1%t A. Haydenko offers the
bayanist-interpreter associations-Qwith the ancient instrumental
traditions of the Ukrainian pea@le, the realization of which in during
the performance process contribute to the listener's adequate
perception of the idea pu&@to the musical text by the composer.

The stylistic gufélelines of neo-romanticism are revealed in the
modern synthesis of the genre model of the sonata and the poem.%2

In A. Heydenko's Second Accordion Sonata, the program title
- "Ancestral Echoes" - serves as a manifestation of neo-romantic
intentions at the same time as such a synthesis, monothematicity that
"levels" the compositional and structural boundaries of parts of the

% Tam camo. C.40-41.

100 Tam camo. C.168.

101 €promenko A. IO. Basnna TBopuicTh AHarouis aiijieHka: ecTeTHuHi Ta
KAHPOBO-CTUJIBOBI aCTIeKTH : aBToped. JuC. ....KaHa. MUCT.: cuerl. 17.00.03.
Cymu, 2019. 20 c. C.12-13.

192 Tmomenko M. 0. Tembposo-QakTypHa crienudika TpaHCKpHUIILIii 3a
y4acTio 0asHa 9M aKopJIeoOHa KOMITO3UTOPIiB XapKoBa KiHI XX — MOYaTKy
XXI croitTs : AuC. ...KaHa. MHCT. : crient. 17.00.03. Xapkis, 2021.290 c. C.3.
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work, emotional virtuosity that creates an association with the
traditions of romantic virtuoso performance. The importance of
neofolkloric trends in the work is revealed in the reference to ancient
national sources - leading archaic intonations, features of tonal thinking
(the importance of Hutsul mode), genre lability of parts (lullaby - as the
basis of the 2nd part). Simultaneously with the mediated reproduction
of the features of the rondo-sonata in the 3rd movement, this creates a
multi-genre aura of the work, consonant with the freedom of genre
thinking of romanticism and modernity.

At the level of artistic practice, the stylistic synthesis of the
modern transformation of the sonata in the context of accordion art is
reflected in V. Zubytskyi's Sonata No. 1. In the piece, the elements of
dodecaphony and the classical model of the tempo ratio of parts are
combined into an artistic integrity of neoclassical coloring. In his
Sonata No. 2, the classicist guidelines revealgd in the symphonization
of the genre are projected into the sphere k intonation and modal
thinking and determine the neo-folklor@(ﬁansformation of the genre,
reinforced by the significance of QI{@ song beginning, which also
determines connections with t@romantic paradigm of musical
thinking. &

Interpretation of the qgmre model of the sonata in the context of
genre, style, historical a Itural diffusion at the turn of the XXXXI
centuries. ensures the "ffftlng" of accordion art into various cultural and
aesthetic contexts. In Yu. Shamo's Sonatas No. 1 and No. 3, the
connection of the primary homophonic-harmonic genre with
polyphonic thinking is reflected in the definition of parts of the works
(Choral, Toccata, Fugue and Prelude, Recitative, Fugue), in the Sonata
of V. Bibik - in the definition of parts of the work like Fugue and
Postlude. The superimposition of the genre model of the sonata on the
polyphonic type of musical thinking characterizes the Sonata on the
theme of DSCH by V. Balik, in which "the polyphonization of the
musical language is manifested in the polylayered texture, in the
combination at the level of polyphonic lines of various chordal-choral
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complexes, as well as in the polyphonic implementation of
homophonic-harmonic layering».'%

Projection of the folklore foundations of musical thinking into
the academic genre model of the sonata and its synthesis with the
romantic rhapsody is demonstrated by V. Vlasov's impromptu Sonata
"Bukovynska", in  which ethno-characteristic intones and
rhythmonemes, harmonic and harmonic inflections appear through the
prism of neo-folklorism, sonorics and a non-traditional spectrum of
performing techniques. Sonata No. 2 "Slavyanska" by V. Zubytskyi,
saturated with intonemes and semantemes of cries and wails (in the 2nd
part), characteristic intonemes of  Ukrainian, Bulgarian,
SerbianCroatian folklore, at the same time reflects the trends of
symphonization of the genre (a large-scale 6-part cycle) , its
modifications based on the synthesis with the genre of the suite, as well
as the innovative transformation of the vocaQHIary of the genre model
of the sonata, which is supplemented b{&glissandos, in particular
untempered, vibrato, etc. O

Synthesis of folklore, acadegq@and jazz principles, traditions
of instrumental folk music maki d sacred instrumental and vocal
spheres characterizes the Sopgtd-Ballad of Ya. Oleksiv, in which,
within the sonata genre, c@%quial intonations and rhythmonemes,
pasachalia and chorale sigsare synthesized. It should be noted that the
form of the work doe&not actually contain signs of sonata, which
allows us to record the artist's use of genre nomenclature as a sign of
appeal to the academic tradition. A multidimensional mix of cultures in
synchrony and diachrony is created in Sonata No. 3 by V. Zubytskyi,
where the composer “inscribes” into the genre model of academic
secular European music the intonations of the sacred Eastern tradition,
the makam tonal markers, “the national flavor of Eastern folk
instruments and the originality of music-making traditions — the feeling

108 Kypriit 1. Jlo mUTaHHA CTHIBOBUX OCOOJIMBOCTEH KOMIO3UTOPCHKOIO
nopobky A. Onyodpienka, B. banuka, 5. Onekcia B eBoMoLifHOMY IpoCTOPi
JIbBiBCchKOT OasHHOI MIKONN. 30ipHUK HAYKOBUX NPpAYb MOLOOUX BUEHUX
Jlpocobuyvroeo Oeparcasnoeo nedazociunoco yuisepcumemy imeni leana
®@panka. Jporodud, 2011. Bum. 2. C. 47-51.
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of a quarter-tone tuning (major and minor semitones), a neutral third,
imitates the singing of religious brotherhoods common in the countries
of the East".104

The accordion concerto genre was actively mastered in folk
instrumental art from the middle of the 20th century. The first samples
of the national variant of the genre, in particular in the work of K.
Myaskov, were characterized by the importance of romantic
tendencies, which was reflected in the dominance of through
development, the tendency to monotony and poetry. Baroque
intentions, the manifestation of which is the importance of the
polyphonic principle in accordion concerts of the 1980s-2000s, color
in particular the works of I. Shamo, A. Stashevsky, and others. In the
Concert of I. Shamo, barogue connections at the macro level of the
work are revealed in the direct introduction of typical barogue genre
forms, which determine the synthesis of the geqre model of the concert,
suite, and polyphonic forms (part 1 — PreIL@s’, part 2 — Fugue, part 3 —
Aria, 4 h. — Toccata). The combinati@pof different traditions also
occurs at the meso level - in th§2Compositional and structural
organization of the work's parts: Prelude is based on a free 2-part
form, the Fugue and Aria are S@rt, and the Toccata demonstrates the
dominance of sonata. On tg’?micro-level, the Concert of I. Shamo
demonstrates the increa@ﬁg significance of genre-diffuse processes.
The thematism, which s@mantically reaches back to Barogue rhetorical
figures, is characterized by a special weight of content: the main theme,
whose relentless upward movement creates allusions to the rhetorical
figure of ascension to heaven (anabasis), and the rapid decline - to the
figure of falling from heaven (catabasis), the figure of circulation, etc.
At the same time, giving these semantics a leading conceptual and
substantive meaning and their "invasion" into the musical fabric of the
"Toccata" part, in particular, attests to the importance of monothematic

104 Meliuenko M. ®oJBKIOPHI JuKepena B OasHHil TBopuocTi Bosnoxumupa

3younpkoro.  Haykosi  sanucku  Kiposocpadcvkoco — Oepawcagnozo
neoazoeiunozo yHisepcumemy imeni Bonooumupa Bunnuuenka. Cepis:
ITenaroriuni Hayku. Kiposorpam, 2012. Bum. 107 (1). C. 111-117.
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trends, creates certain allusions to a symphonic type of thinking and, at
the same time, romantic poetry.

In the modern interpretation of the genre model of the concert,
scientists note such trends in the realization of the sound image of the
accordion, such as: chamberization of the genre; increasing the variety
of types of accordion concert according to genre and style
characteristics: concerts with a clear folk genre basis, neoclassical
virtuoso concert, dramatic symphony concert, jazz-academic concert;
gravitation to mixed directions - the synthesis of the genres of concert,
passion, fugue, aria, toccata, prelude, pascalia, as well as interspecies
synthesis, which is manifested in the importance of the verbal
component of performance.'%

The interpretation of the genre model of the concert on the
border of XX-XXI centuries. polygenre and polystylistic trends are also
determined, the manifestations of which are g{etermined, in particular,
by the influence of the organological impr@vement of the instrument.
A reflection of genre-stylistic and org gical processes is the First
concerto for accordion by A. Heydegfko, the third edition (1996) of
which was created for a multi-tir:?g% ready-made accordion. The work
corresponds to the romantic igm of the artistic worldview by a
free interpretation of establigHed compositional and structural genre
constructs. A manifestatiqﬁbf this is the reduction of the compositional
and structural organizatfﬁn - the one-part version of the concert creates
a certain connection with romantic poetry, and also demonstrates the
romantic principle of genre re-semantization - a grotesque march
transformation of the main part of the work. The Concert's "inclusion”
in the stylistic horizons of neo-folklorism is expressed in the leading
meaning of folk song intonations (play songdance "Oh, you chickens,
chickens", freckled song "I'll wrap wreaths"), such features as reliance
on laconic archaic motifs, dissonance harmonic vertical, ostinate
figures in accompaniment, variant development in combination with

195 Cramepchkuii A. 5. BasHHe MHCTENTBO YKpaiHM: TEHJACHIii PO3BUTKY
OPHMIHAJILHOT MY3MKM Ta iH/MBilyajbHE BTUIEHHS >KAHPOBO-CTHUIHLOBOTO
acreKTy y TBopdocTi Bonoaumupa PyHuaka : aBroped. uc. ...KaHI. MHUCT. :
crnen. 17.00.03. Kuis, 2004. 20 c. C.10-11.
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the technique of intonation germination!®, the significance of variant-
variational development of thematism, active use of folk timbre
markers (solo cymbals). At the same time, the embodiment of the
cultural polylogue in A. Heydenko's Concerto No. 1 is a modulation
into the stylistic space of jazz, which reflects the introduction of
syncopated rhythms and the effect of swinging (in the middle section).

Non-folkloric and neo-romantic trends determine the stylistic
"image" of A. Heydenko's Concerto No. 2 for accordion with chamber
orchestra. The work is indicative not only from the point of view of the
combination-synthesis of stylistic parameters, but also in the context of
reflecting the characteristic trend of bayan art of the beginning of the
XXI century. - the creative commonwealth of the composer and the
performer, who appears not only as an
"implementer" of the artist's ideas, but also as a full-fledged cocreator-
interpreter of the original creative idea. The guthor's emphasis on the
role of the creative personality of the perfo@er in the realization of the
artistic image of the concert is due to e@ersonal commission of the
work by the famous Ukrainian bayar@o . Mishchenko.

The author's title, both o concert itself "From prehistoric
times..." and of the parts ("On,q%e night of Kupala", "Kupala dances",
"Kupala fun") conceptua and figuratively program artistic
communication with reféfences to authentic, archaic sources and
theatrical syncretism o Tolklore spheres At the same time as the
reproduction of folklore onomatopoeia (on the intonation and textural
levels in imitation of that revealed in onomatopoeia), it also serves as a
means of communication with the aesthetic parameters of romanticism
and impressionism. However, the work is characterized not only by the
significance of "retrospective” directions. The tendencies of "implicit"
theatricalization, the manifestation of which is the functioning within
the work of peculiar characters - expressive intonation and rhythmic
turns (as personified embodiments of the female and male principles),
fit the work into the context of the leading trends of the modern life of

16 €pbomenko A. I{ukmiuni ¢opmu y TBOopuocTi AHatonis Iaiinenka:
JKaHPOBO-CTHIILOBI 0COOIMBOCTI. Mucmeymeosnagui sanucku . 30. HayK. np.
Kuis, 2022. Bum. 42. C. 47-53.
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accordion art, marked by the importance of theatricalization of the
performance process.

Avant-garde projections of the genre model of the concert in
the work of modern Ukrainian artists are determined, in particular, by
the renewal of its "lexical fund". Thus, in the concert work of A.
Stashevskyi, sonorous spots, cluster glissandos are innovative lexemes,
in V. Zubytskyi - numerous sonorous, percussive, noise effects,
specific methods of bellows technique, elements of theatricalization.

Significant transformations of the genre model of the concert
are also caused by the approbation of the paradigmatic guidelines of
the postmodern artistic worldview, in particular related to the new
understanding of the quote as the basis of creativity and the collage
technique - combining a new artistic integrity from the "elements" of
the artistic experience fixed at the level of cultural memory. Citation
and collage become the basis of a new fprm of concert-collage,
presented in the work of V. Zubytskyi ("Ig&esiniana") and S. Lunyov
("Pezza de la Piazza"). According L?/QA Stashevskyi, "in these
worksstylizations, the share of quote{i)%usical material turns out to be
quite significant, and the role of th&eomposer is mostly focused on the
construction of a new form-dr,a\ﬂaturgy from individual fragments of
the finished material, alth it is quite reworked texturally, and
sometimes intonationallyz<&

A peculiar moadffication of the genre model of the concert is
"Omaggio ad Astor Piazzolla" by V. Zubytskyi - a concert-dedication,
a concert-paraphrase, a concert-interpretive version that reflects such
attributive modes of the artist's artistic self-realization for postmodern
aesthetics as "artistic borrowing, citation, simulation, compilation,
remake, reinterpretations, personal additions of classical works, etc."%®

107 Cramescokuii A. JXanpoBa cucTeMa CydacHOI MY3MKH [js OasHa
YKpaiHCBKHUX KOMIIO3UTOPIB: TEHAEHIII eBoonii Ta iHHOBAIi. AKmyanvHi
npobaemu icmopii, meopii ma npakmuxu xy0ocuvoi kyromypu. Kuis, 2015.
Bun. XXXIV. C. 278-285.

198 Cramicnascbka K. MuUCTeLbKO-BUAOBHIIHI (POPMH CydacHOI KyJIbTypH :
moHorpadis. Kui: HAKKKiM, 2016. 352 c. C.29.
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Based on the thematism, which is fixed at the perceptual level
("Libertango" by A. Piazzola), the artist fills the typical compositional-
structural model (3-part form with a solo cadence) with a lyrical
interpretation of the big-beat style and instrumental signs of the folklore
tradition (bayans, kobza , banduras, pipes, double basses, cymbals).
The level of cultural and stylistic diffusion is enhanced by the avant-
garde component of the concert’s stylistics, which is reflected in the
dominance of percussion and noise effects in the soloist’s part, in the
orchestral mass — the dramatic weight of passages of violins, banduras
and accordions with an undefined pitch, and the sonorous and coloristic
effects of the orchestra — quasi-“singing” orchestra players on the
phoneme "III", group "sigh™ on "Oh". It should be noted that V.
Zubytskyi's Concert "Omaggio ad Astor Piazzolla" at the same time
demonstrates a certain delegation of the creative mission to the
performers - the uncertainty of the tempo by _{he author creates a very
significant space of performing freedom ar@performing interpretation
of the work's concept. (OO

S

CHARFER 5
EXPERIMENTAL TREN®S IN THE REALM OF GENRE
AND STYLEq_ ERN FANTASTIC ART

@)

Characterizing <fhe phenomenon of modern bayan (modern
accordion), I. Yergiev notes that the fundamental factors of its
formation and development were the initiatives of performers who
"acted as the "determinants™ of the creation of accordion avant-garde
music by "first-rate” symphonist composers, articulated the intensity of
intonation, harmonic , textural and sonorous searches, which are
consistent with the transformation of the accordion from an “instrument
from the street" to an "instrument of high art".1%®

In the work of representatives of the "musical extreme" (a term
proposed by Ukrainian researcher D. Kuzhelevy) K. Tsepkolenko, L.

109 €pries 1. Pesxkucepchki iHTEHLIT BUKOHABCHKOT iHTeprpeTalii cydacHoi
IHCTpYMEHTANBHOT ~ MY3UKH.  MidJICHapOOHUil  GiCHUK:  KyAbmyporo2is,
@inonoeis, mysuxosnascmeo. Kuis, 2015. Bum. II (5). C. 145-149.
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Samodaeva, Yu. Gomelska, A. Zagaykevych, V. Poleva, V. Zubytskyi,
S. Pilyutykova, V. Runchak, O. Shchetynskyi, A. Stashevskyi, in
particular in program plays and cycles of program plays, free from
genre and stylistic certainty, the accordion component “advances the
prestigious values of the postmodern exclusive, with its linguistic
complexity and refined concepts of syntheticism".*1

One of the vectors of the postmodern interpretation of the
accordion sound image in the work of modern Ukrainian artists is the
approbation of experimental timbre combinations, in which the
accordion sound image appears in unusual timbre auras, in particular in
ensemble combinations: with cello ("Seven Angels with Trumpets" by
I. Taranenko); with cello, synthesizer, piano, acoustic and electric
guitar, double bass, soprano saxophone, trumpet, bandura, violin, viola
(fusion extravaganza "Master of Dreams" by I. Taranenko); with violin
("Morning Music" by E. Stankovich, "For the Shadow of Sound" by
Yu. Gomelska, "Ave Maris Stella" by V. L@e ikov, "Three Sincerity"
by L. Samodaeva); with violin and pfeho (I. Yergiev "Island of
Happiness"); with a bandura ("Diade No. 3 by Yu. Gomelska); with
violin, guitar and piano ("SATo by A. Karnak); with oboe ("Re-
pulse” by M. Kolomiyets); bassoon ("So Said God" by A.
Tomlyonova); with tenor s hone and piano ("Pas de trois" by L.
Samodaeva); with a string§orchestra ("Sfumato™ by S. Pilyutykov).

One of the maffestations of experimentalism in the field of
accordion art is the leveling of the parameters of genre models through
the prism of "quasi" genre, "anti-genre" in accordance with the
paradigmatic guidelines of postmodernism. This is evidenced by L.
Samodaeva's "Quazi-sonata", in which the genre model of the sonata is
influenced by such a trend as "simulacrisation™ - a postmodern parodic
transformation into an "anti-genre".*'!

10 Kyxenes JI. VkpaiHcbka OasHHAa TBOPYICTh y KOHTEKCTI B3a€MOJi
KyJIbTYypH 1 MUCTEUTBA. Vkpaincvka mysuxa. JIbBiB, 2018. Ne 3. C. 51-57.

1 3umornsan H. Tewpenuii Moaugikaiii *aHpy B cydacHil yKpaiHCBHKil
(oprenianHiii My3ulli: Bi MeTa- 10 aHTH-KaHpy. Bicnux KHYKiM. Cepisa:
Mucmeymesosnascmeo. Kuis, 2021. Bur. 44. C.60-65.
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In the work of L. Samodaeva, the experimental "version" of the
sonata is represented: at the level of the principle of musical thinking
in the contrast of figurative spheres; at the compositional and structural
level - in a classicist three-part structure. Characteristic of the
paradigmatic instructions of post-modernity, the "pulling" into artistic
integrity in the work of markers of cultures different in time and space
is manifested by numerous "appeals": to medieval sacred instructions,
which is reflected in the allusive reproduction of chorale; to the markers
of the Baroque era — allusions to tokat and reproduction of signs of
imitation polyphony; to a romantic artistic worldview, the
manifestation of which is the generalized emotional and figurative
program names of the parts ("Loneliness”, "Elegance",
"Determination™), the author's remarks ("Andantino volando. The
sneaking, hidden one").

The  stylistic dimensions 4 of
experimentalism in L. Samod s "Quazi-sonata" are
related to the orientation towards the Iag%@thought and linguistic
constructs of postmodernity. In the rt of the work, the author
turns to a combination of aleatorlE%?and pointillism, in the 2nd part
sonorous formations, colorlstlc@b sonances dominate, the
superimposition of which o overlong pedal determines the
dominance of a dissonan osphere as a reflection of the
emancipation of disson&nce. Part 3 is a kind of timereduced excursion
into the history of styles, in which allusions to baroque interludes are
replaced by allusions to romantic virtuosic cadences and aleatoric
constructions.

Experimental tendencies in the modern accordion work of
Ukrainian artists are revealed at all levels of the organization of the
musical fabric, as well as at the level of visualization and
theatricalization of the performance. In general, the tendency of
theatricalization is one of the defining markers of modern instrumental
performance, which A. Chernoivanenko defines as a certain organic
integrity of the creative personality of the performer, which
syncretically combines a powerful technical base, musical intelligence
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and acting mastery of facial expressions and gestures as an expression
of mental experiences.!!2

Ukrainian researchers see modes of theatricalization of
accordion art in such manifestations as: active (mimic, plastic, verbal)
communication with the audience, meaningful significance of the
visual design of the performer's image, change of performance position
(standing performance, variability of performers' positions relative to
each other), combination of the character's image and the performer's
image, stage movement, choreographic elements, the use of the
performer's voice as a means of expression, the involvement of a visual
component (a video sequence on the screen), the formation of a holistic
concept of the concert as the embodiment of a super-idea, etc.!3

V. Vlasov's "Telephone Conversation" is a combination of
experimental trends. The work represents the newest concept of
performance, in which the musician appears both as a direct
implementer of the composer's idea and as@b/improviser - a co-creator
of the work. The multi-functionality o i performer's image is also
determined by his self-realization in\lf@ actor's role (embodied on the
verbal and plastic-mimic levelg&dualism - the unfolding of the
dialogue between male and fe X characters within the framework of
one executive personality. Itq}Stms possible to determine the stylistics
of the work as one that(§‘devoid of any clearly expressed stylistic
guidelines and evokes ag%ociations with the instrumental version of the
folk-song composition; it is possible to define a genre outside the
musical genre nomenclature as a scene-dialogue.

The unique structure of the work, close to the 3-part reprise
form, reproduces the logic of a dialogue with alternating lines of
conditional characters, each of which is presented with both musical

12 Yeproipanenko A. DakTypa K JETEPMIHAHT BUPAKAIBLHOTO MMOTEHIIAY
npodeciiiHoi  IHCTpyMEHTanbHOI TBOpUYOCTI (HAa TpHKIAAi  OasHHOI
MmaiictepHocTi). Mysuune euxonaecmeo : Haykosuil sicnuxk HMAY im. I1. 1.
Yauxoecvrkozo. Kuis, 2003. Bur. 26. Ku. 9. C. 256-268.

113 €pries 1. Peskucepchki iHTEHIIT BUKOHABCHKOT iHTeprpeTalii cydacHoi
IHCTPYMEHTIBHOT ~ MY3UKH.  MidiCHapOoOHull  GICHUK:  KYAbMYPOI02is,
Qinonocis, myzuxosnascmeo. Kuis, 2015. Bum. 11 (5). C. 145-149.
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and verbal components, the significance of which determines the
approach of the work to a performance. The structural markers of the
temporal limits of the work are sound imitative constructions -
imitation of a telephone bell and the click of a register - imitation of the
sound of a picked-up receiver; verbal cues that mark the stages of the
dialogue also play a structuring function.

Under the conditions of atonality, clearly defined metric and
regular rhythm, the integrity of the work "Telephone Conversation™ on
the intonation and dramaturgical levels ensures the leading significance
of several intonation formations. First of all, it is the intonation of the
descending second, which, depending on the stage of the dialogue and
the level of dynamic tension, acquires a mournful, pleading, angry-
assertive character, interrogative intonations and cluster constructions.

The 1st quasi-chapter (between "Hello™" and "I can't!") is a kind
of tie-in for dramatic communication, built on a complex of persistent
active ascending intonations of a questioiy nature and descending
second pleas. The dramatic potential &P this ambiguous semantic
complex is laid at the same time by th§@emancipation™ of dissonance -
vertical second consonances. THg increase in dynamics and the
activation of the intonation mo\vbment, the beginning of which is the
line "I can't!" and the ins@mentally embodied intonation of the
guestion "why?", find e>g§ession in the variation of rising intonation
constructions - from ide jumps to “"pearl” gradual sequences, as
allusions to excited speech, the end of the lines in which seems to hang
in the air with interrogative "unsupported" second intonations.

Exclamation "But I really can't!" is an impulse to intensify the
dramatic tension. Its reflection is the introduction of a sequence of
clusters, as well as a sequence of active couplings of descending
seconds, which acquire the character of an insistent demand, and a
number of repeated instrumental analogues of the intonation of the
lexeme "why?" at an accelerated pace. Reply "No!" marks another burst
of conflicting dramatic movement - several repetitions of angry rising
intonation bursts with increasing dynamics, which ends with
descending cluster glissandos. Their plucking at the same time as
tapping the body with the wrist, which causes the instrument to vibrate,
creates an exceptionally dissonant sound space. Through the general
dissonant sonority, an ascending chain of successive questions-
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pleading breaks through, the aggressiveness of which and the
contradictory superimposition of ascending and descending movement
increase the level of conflict. The absence of even a potential resolution
of the conflict reflects the use of a specific technique - silent
movements of the bellows at the same time as tapping on it, imitating
excited breathing.

The next stage of the dialogue, which is based on the
variational and allusive reproduction of the initial intonations, serves as
the beginning of a quasi-reprise, at the level of dynamics marked by a
sudden decrease in the dynamic tone. The build-up of emotional
tension is provided by the gradual dynamic intensification of repeatedly
repeated second-second intonations of entreaty, which grow into
actually the first appearance of a dramatic melos with numerous chants.
Violent rising and falling intonation constructions with cluster
"interspersions™ are replaced by a series of _'Lnterrogative intonations
"why?" against the background of dynami@issolution and braking of
movement. A sharp blow on the body Q%/@e instrument - a sign of the
end of the conversation and repeated@ ations of a phone call create a
kind of dramaturgical circle eﬁf evokes associations with the
mythologeme of the romanti cle - an allusion to an unresolved
conflict. The potential infiniyPof these calls erases the boundaries of
the work's space-time, di es the finale in silence - creates the effect
of an "open work", leaV$s the search for possible solutions to material
conflicts to the discretion of the listener.

The concept of an "open work" at the same time as the
dominance of the principles of minimalism and aleatorics determine the
specificity of the compositional, structural and stylistic organization of
V. Vlasov's work "Infinito", which affirms the performer's new status
as a full co-author of the work in the parameters of the new sound image
of the accordion. The form of the work is freely combined in
accordance with a specific performance concept, however, in its
compositional and structural organization, allusions to the suite
"glitter” due to the multi-component nature of the work, the diversity
and autonomy of its 15 parts. The principle of aleatorics at the level of
organization of the work is reflected in its potential infinity and
arbitrariness of completion at the will of the performer. Rejection of
established genre and style parameters is also expressed at the linguistic
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and expressive level - in the absence of a certain tempo and meter (the
author provides only a certain duration of performance in the time
parameters), conventions of beat division, etc.

In the play "After reading T. Shevchenko. Causal..." I.
Taranenko's aleatorics is visualized in the conditional fixation of the
text of the work, which determines the freedom, improvisational
unfolding of the performance process (deprived of tempo metrical
instructions, etc.). In K. Tsepkolenko's work "The one who comes out
of the circle", aleatorics acquires a total character.

In V. Vlasov's work "In the Centauri Constellation”, the
emotional nuances of the dominant statics, the state of "being" are
reflected in coloristic "oscillations”. By abandoning the linear logic of
the "development of events", the significance of compositional and
structural markers is lost, in the absence of thematism (in the traditional
sense) and the replacement of functional harmony by the movement of
sonorous spots, the work appears outside genre nomenclature and
stylistic guidelines. They are replaced((/@ aleatoric instructions that
enable the totality of improvisation. final episode serves as a vivid
reflection of this — its potential infigity on the visual level is imprinted
by the recording on the musiQél‘and in the shape of a circle, which
determines the arbitrary repe\;iblon of the episode and the open form of
the work. o
Therefore, traditional and innovative intentions in modern
bayan art demonstrate the variability of the combination in folklore,
academic, jazz-academic, jazz-pop, avant-garde directions, in the
context of variable interpretations and diffusion of genres, leveling of
their parameters and avoidance of genre certainty.

Traditional genres of translation and transcription for
accordion art at the turn of the 20th - early 21st centuries. under the
influence of the tendency to raise the status of the timbre, it is the sphere
of the establishment of a new universal sound image of the accordion,
marked by centripetal and centrifugal representations of the original
source of the work. In the centrifugal direction, the attraction to re-
intonation of the piece while preserving its general intonation idea,
orchestral interpretation of the sound image of the accordion, genre-
stylistic diffusion, attention to the timbre-textural principle, creation of
a "two-author work™ acquire special importance.
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The suite genre in the context of modern accordion art
demonstrates the following features: stylistic diffusion, in particular the
approbation of jazz stylistics; preservation of the significance of
folklore tradition; enrichment of the sonorous dimension; the
importance of neo-baroque trends, neo-romanticism,
neoimpressionism, polystylistics, modern avant-garde techniques;
symphonizations of the genre model, synthesis with features of the
program cycle, sonatas; creation of "forms within a form", synthesis of
folklore vocabulary, sonorics, polyphonic thinking, cluster technique;
the tendency of the suite to grow and to create mini-cycles within it; a
reflection of postmodern substantive, in particular parodic stylistic
guidelines.

The partita genre is characterized by stylistic pluralism, a
synthesis of academic, jazz-pop stylistics (at the level of scale,
intonation, rhythm, specific performance toolﬁ, etc.) and guidelines of
polystylistics. NG

Individualized and stylistically I&Ralistic interpretations of
the sonata genre are associated with @'@ ollowing trends:
neoclassicism, neoromanticism, Iklorism, postmodernism, and
minimalism; symphonization aqd\polyphonization of the genre model;
approbation of the principles?ﬁf atonalism, dodecaphony, polyrhythm,
sonoristics, aleatorics; thg&rical performance; synthesis of different
directions of transformdion of the genre model, features of rhapsody,
poem, ballad, novella, capriccio, as well as musical traditions of
Europe and the East; introduction of genre signs of sacred tradition.

In modern interpretations of the accordion concerto genre, the
following trends are significant: individualization of compositional and
structural organization; pluralistic combination-synthesis of stylistic
parameters, in particular neo-baroque, neo-classicism,
neoromanticism, neo-folklorism, jazz, avant-garde trends; formation of
new modifications of the genre model based on quotation, collage,
parameters of various spheres of musical art; approbation of markers
of sacred tradition and intertextuality and projection into the context of
sacred tradition; collaboration of composers and performers.

Experimental modes of the genre-stylistic sphere of modern
national accordion art are characterized by: innovation of the sound
image of the instrument in ensemble combinations with instruments of
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the academic, folk, jazz and variety spheres; attraction to "outside" and
"anti-genre"; the tendency of theatricalization and delegation of the
executive role of the co-creator of the work; a combination of
innovative directions, which determines a total, radical transformation
of the accordion's sound image ("Telephone conversation" by V.
Vlasov); approbation of the instructions of aleatorics; avoidance of
tempo, metro-rhythmic regulation of the musical process, dominance
of improvisation, approbation of the open form of the work, etc.

CHAPTER 6
SACRED DIMENSIONS OF FANTASTIC ART OF
MODERN UKRAINE

The musical art of the 20th century is like a highway in a wreath
of sonnets: it absorbed all the languages and styles of all eras, the entire
arsenal of cultural memory, and influence various mechanisms. At
the end of the century, his connectiongyith the past is felt more and
more strongly. And these resona@s with cultural continuums
sometimes turn out to be almostdﬁé main content-forming factors in
modern musical works of Ukraidfian composers".**

The characterizati iven by O. Zinkevich fully correlates
with the process of artistiy* Interpretation of sacred themes in modern
national accordion art, based on the polyphony and timbre diversity of
the accordion's sound pattern.

Modern national music for the accordion is a "search field" in
which traditions and innovations are contradictory and ambiguously
correlated. Performance traditions are subject to functional and
semantic modification, caused, on the one hand, by the trends of
academicization of the accordion, and on the other hand, by its
intensive “introduction” into the space of popular pop art. The
accordion's acquisition of an independent concert, multifunctional
status as a mediator between the spaces of musical art determines the
"conceptualization of the folk-instrumental poetics of music

114 Binpkesnu O. VkpaiHchbkuil aBaHrapj: 3araibHa KaptuHa. Mundus
Musicae. Kuis : TOB «3aapyrax», 2007. C. 321-333.
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making"*®, which is inextricably linked with a powerful tendency to
expand the genre and expressive palette.

In modern Ukrainian accordion music, this orientation provides
an additional (conceptual, genre, expressive, semantic) dimension to
the artists' internalized focus on preserving national roots, folklore
principles, their projection into the sphere of innovative musical
thinking and language, etc. A powerful impulse to expand the space of
existence of the national accordion art as one of the areas of
concentration of cultural memory and at the same time to modify the
established trends and pave new ways of establishing the sound image
of the accordion in the system of artistic culture is the approbation of
semantem and genre models of sacred musical art.

The signs of this trend should be recognized not only as the
artists' creative focus on positioning the accordion as an instrument
with practically limitless technical, timbre, fjgurative and expressive
potential. The origins of the actualizatio the sacred tradition in
accordion art are due to the organologi@@pecificity of the accordion,
at the level of the timbre of the @swant organ, at the level of
technique - polyphonic thinking ontrapuntal technique.

Scientists consider the)\ia@gz of the formation of a new sacred
conceptual-thematic, genre apa figurative realm, genetically unrelated
to the origins of bayasart, to be: general paradigmatic shifts;
determined at the world¢iew level, the need of the post-modern era to
revise the system of value orientations; intensification of the search for
spiritual supports of the Man-Artist; the revival of religious values, and
determine the driving force of this process is the attraction of Ukrainian
artists to the revival of the national foundations of the artistic
worldview.!®

115 Chenkona JI. [lyeT GasHicTIiB K Pi3HOBU] aHCAMOJIEBOTO My3HUKYBAHHS B
Cnoboxanmuti. [Ipobaemu 63aemodii mucmeymaea, neda2o2ixu ma meopii i
npaxkmuku oceimu. Xapkis, 2014. Bum. 41. C. 380-390.

116 Kym €. Jlo nuraHHs TeMOPOBOi BHPA3HOCTI  €JIEKTPOMY3HYHHX
IHCTPYMEHTIB. VKpaincbka xynvmypa: MuHyie, CyuacHe, WLISAXU PO3GUMKY.
Hayrosi 3anucku PigHeHCbK020 0epaicagHo2o cyManimapHo2o yHieepcumeny.

PiBne, 2012. Bum. 18. T. 1. C. 181-186.
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Projection of accordion art into the sacred sphere is reflected in
the interpretation of attributive genre models - carriers of fixed content
(mass, in particular in its structural components, spiritual concert,
passion, etc.), semantic modulation of the sound image of the
accordion, in which it comes as close as possible to the sound image of
the organ with its fixed semantics , and in the formation of new
substantive dimensions of the sound image of the instrument.
Additional conceptual dimensions of the sound image of the accordion
are created by Ukrainian artists at the intersection of the genre section
of the sacred sphere and the polylogical tendencies of modern culture,
revealed in polystylistic guidelines. In the colorful panorama of
personal interpretations of sacred themes in the context of bayan art,
there is a tendency to refer to its canonical genre origins fixed at the
verbal level, the embodiment of images-symbols, semantems and
symbolic embodiment customary in sacred rllusical art at the level of
signs of cultural memory. These direction@re in the general trend of
genre-modifying tendencies of natio Oart aimed at "using new
compositional techniques while pres@f& ng the features of traditional
genres; interaction of different gepgés; the synthesis of music with
other forms of art, as well as t volvement of new media".'*’

An example of a diai@l reference, declared at the level of the
author's verbal program e sacred tradition in its canonical genre
origins, understood inéhe coordinates of a personal worldview, is
"Kyrie Eleison" and "Sonata No. 1 Passione” by V. Runchak. I.
Konovalova, in connection with the specifics of the embodiment of
sacred themes in the composer's work, notes that "the sacred sphere in
V. Runchak's work is characterized by an individual approach to the
interpretation of eternal truths and acquires the meaning of an object of
reflection. Appealing to various Christian traditions (Catholic,
Anglican, Orthodox), the author interprets religious images as ethical
and philosophical lyrics marked by subjective and personal
experiences" 1%

17 [lerpa JI. Brnus ’aHpoByX TPaAMLil Ta HOBUX CTHIIICTHYHUX TEeHAEHIIH
Ha YKPATHCBKY KOMIIO3UTOPCHKY TBOPUICTb Y Tady3i My3UKH s JIiTeil
71



The desire for the adequacy of the author's idea of the
perception of the artistic image stimulated V. Runchak to modify the
timbre composition of "Kyrie Eleison”, written in 1990 for an
experimental composition: piano, string quartet, flute and clarinet, into
a duet of violin and accordion in 1992. In "Kyrie Eleison™ in the unity
of cultures, in synchrony and diachrony, a genre marker of the Western
European sacred tradition and a verbal component of the Ukrainian
spiritual concert (texts of "Don't leave me in old age" by M.
Berezovsky), rhetorical figures that connect the work with baroque
thinking, signs of compositional structural organization of genre forms
(rondos, sonatas, etc.) belonging to different eras, elements of sound,
noise effects, etc. V. Runchak's "Kyrie Eleison" is at the same time an
example of superimposing a genre model with a fixed "cultural
memory" on the worldview guidelines of postmodernism. The
expression of such a combination is the immanent variability of the
work, embedded as a result of the exister@zof the work in different

versions of the performing team. O
The universal nature of the s musical language correlates
with the postmodernist under ing of culture as a holistic
phenomenon, the gravitation to@re free existence of Man in Culture,
v

Ipyroi nonoBuHu XX G%HHTH. Ykpaincoke mucmeymeosnascmeo:
mamepianu, docniodcenns, peyensii. Kuis, 2009. Ne 9. C. 161-169.
137 Konosasosa I. Teopuicth B. PyHuaka: CyTHiCTb, KOHTEKCTH, Cy0’ €KTHBHO-
ocobucTicHi mpoekiii. Mucmeymeosnasui 3anucxu. Kuis, 2012. Bum. 28. C.
51-58.
devoid of temporal and spatial boundaries. V. Runchak, referring to the
Catholic musical tradition on a programmatic and verbal level, avoids
a direct appeal to its signs, forming a kind of non-confessional space of
spiritual searches. At the same time, the composer's representation of
the legacy of the sacred tradition as integrity in time and space
determines the overlap in the work of different historical and cultural
eras, revealed in particular through the indirect, allusive, quasi
embodiment of their musical signs. Such iconic "reflections” at
different levels of the musical fabric of the work are:

- tritone intoneme (in the violin part), semantically
defined in the context of the Middle Ages;
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- rhetorical figures of the cross (allusively reproduced),
circulation (circulatio) and question (interrogatio), which resonate with
the baroque musical space;

- the capriciousness of rhythmicity, which correlates
with the specifics of polyphonic thinking of the Ars Nova era, and its
meaningful function, which resonates with the process of emancipation
of rhythm in the musical culture of the beginning of Modern times;

- psalmodic intonations and allusions of choral sound —
attributive signs of the sacred vocal tradition, which are in a baroque
contrasting juxtaposition with the chromatic melody of an instrumental
character as a "reference” to the modern specifics of the musical
language;

- polyphonic thinking and sonorics — as musical and
thinking counterparts of the musical cultures of the Middle Ages and
Modern times; 4

- various architectural and‘mnstructive principles as
signs of "arrangement™ algorithms, thgofagic of musical thinking of
different eras: rondo, as one of the olcgﬁ forms, sonata (laid at the level
of allusion in the juxtaposition of ing intonation lines related to the
allusion of the cross theme andq& remely chromatic intonations in the
12-tone technique), as a sign@} rational classicist thinking and a "free"
form, the improvisation ture of which correlates with the specifics
of musical thinking at the turn of the 20th-21st centuries;

- tempered and untempered sounding (in the violin part)
- as a comparison of different vectors of understanding the essence of
musical sound:;

- a complex of the latest means of expression — playing
with a bow without touching the strings, the meaningful and dramatic
status of pauses, singing / whistling of performers, playing with
registers "on a note subject to detonation distortion by the use of
untempered glissando"”, 181° the variety of use of untempered

118 Cramescehkuii A. Crnienudiuni TeMOpoBo-1uHaMiuHi edekT B CydacHiii
OasHHIM My3MII YKpaiHCBKMX KOMIIO3UTOpPIB: OIJIII Ta Kiacudikamis.
Miscnapoonuii 6iCHUK : KyAbmyponozis, Qinonoeis, myzuxosnaecmeo. Kuis,
19 'Ne1(4).C.116-119.
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glissando, which creates amazing sonorous sounds and emotional and
figurative nuances.

The combination of signs of sacred and secular traditions in
"Sonata No. 1 Passione” by V. Runchak forms a multidimensional
cultural space, consistent with the understanding of culture as integrity
in the worldview parameters of modernity. Already in the title of the
work, the synthesis of the classicist model of the sonata genre and
medieval passion, secular and religious worlds of musical art, classicist
and baroque thinking is programmed. The genre polyphony of the work
is conditioned by allusions to romantic poetics due to the specific
compositional and structural organization — one-partness with the
internal-tempo separation of architectural components and allusions “to
the genre of the concert due to the constant juxtaposition of “solo” (by
the nature of the performance) and dense “tutti”.*?

The cementing link, which gives integrity to such a large-scale
genre mix, becomes the established symbo he sacred in musical art
- the theme of the cross. Its implementa@@ at the beginning and at the
end of the 1st and 4th "sections" of ork create a kind of thematic
and substantive arch, which is esseRtial in the dramaturgy and concept
of the work. The polysem@tlcity, cultural polyphony of the
interpretation of the sacred ‘gskme in "Sonata No. 1 Passione" by V.
Runchak is determined by&the significance:

- baroqu§< symbols - rhetorical figures of the cross,
catabasis (3 movements), anabasis (5 movements), circulatio;

- signs of romantic musical thinking, manifested in the
use of the leitmotiv technique, compression of the spatial aspect of the
work (one-part structure) and approach to poetry, as well as a
conceptual allusion to the mythologeme of the romantic circle, due to
the theme of the cross;

- markers of modern musical thinking - “the use of the
twelvetone series gis, fis, h, a, e, dis, b, g, as, c, des, f*, which is
consistent with the guidelines of musical thinking of the New Vienna

120 Cramencekuit A. SI. BasHHe MHCTENTBO YKpaiHW: TEHJEHIi PO3BUTKY
OpHTiHAIBHOI MY3UKH Ta IHAWBiJyaJbHE BTUICHHS >KaHPOBO-CTHIIBOBOTO
acriekTy y TBopuocTi Bomomumupa Pynuaka : aBroped. auc. ...KaHJ. MUCT. :
crert. 17.00.03. Kuis, 2004. 20 c. C.14.
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school, limited one-parameter rhythmic aleatorics, 2! sonorics,
clusters;

- markers of the modern innovative palette of means of
expression - ricochet, punches, vibrato, etc.

Sonata "Passione" by V. Runchak is a reflection in the realm of
sacred themes of such fundamental features of the artist's work as: "the
deepening and expansion of the ideological and figurative sphere and
the subject matter of accordion opuses, which actualize a complex of
ideas, images and motives, connected, first of all , with the artist's
spiritual quest, his responsibility to society and God".*??

Despite all the innovativeness of the design, interpretation of
the sacred theme, genre organization of the work "Sonata No. 1
Passione" by V. Runchak is a certain continuation of the trends of the
embodiment of the defined thematic sphere in accordion art. In the 3rd
Sonata, V. Zolotaryov turned to the embodiment of markers of the
sacred principle, correlated with the sphereef religious musical art -
rhetorical figures, in particular catabas'@/@nd the direct citation of the

medieval sequence Dies irae. 0%

In the status of the driving@orce of reflective, self-identifying,
introverted activity, the creati a polylogue of cultures at all levels
of the musical fabric, the atic impulse of the unfolding of the

action of the "instrumen@ﬁ'heater", the sacred tradition in the Passion
genre appears in V. Rurféhak's “Passion for Vladyslav". A. Stashevskyi
notes that "in the polystylistics of the Passions, several musical and
stylistic layers are remelted with different, even opposite in terms of
cultural paradigm, models that form a single synthetic musical space,
and their collective artistic arsenal is permeated by a single line of
intonation and dramaturgical development.” The stylistic heterogeneity

121 Cramepchkuii A. AneaTopHi BUABH B YKpaiHCHKiH My3uwi 1 6asna 1990-
x — 2000-x pOKiB. AKkmyanbHi NUMAHHS 2YMAHIMAPHUX HAVK.
Hporodwud, 2015. Ne 11. C. 98-103.
122 Cramepchkuil A. 5. BasHHe MHCTENTBO YKpaiHM: TEHJACHLii PO3BUTKY
OpUTIHAILHOT MY3WKH Ta I1HIWBiIyallbHE BTIJICHHS >XaHPOBO-CTHIHLOBOTO
acriexty y TBopuocTi Bonogumupa PyHuaka : aBroped. auc. ...KaH]. MHUCT. :
crer. 17.00.03. Kuis, 2004. 20 c. C.17.
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of the structural elements of the symphony's monumental tectonics is
transformed into an organic whole".14?

It is the appeal to spirituality, to eternally relevant problems for
man, that becomes the conceptual basis on which disparate stylistic
layers are combined.

Referring verbally to the medieval sacred genre, V. Runchak
demonstrates its specific modification in The Passion of Vladyslav.
First of all, the sacred genre of passion, traditionally in the context of
the medieval religious tradition aimed at reflecting sorrow for Christ,
in the author's representation is a reflection of respect for Man - the
Creator, which fundamentally changes the cultural code embedded in
the genre. At the same time, the artist avoids the direct use of
compositional and structural markers of passion and turns to the
"cultural memory" of genres - concentrates of the sacred, sorrowful
principle in the work. 4

This is expressed in such features e work as:

- the program names of @parts are "Epitaph", which
forms associations with the requieer»and "Passacalia”, which is an
established concentrate of the r@ornful principle in the European
musical tradition: &

- meaningful\aﬁd dramatic significance of the BACH
monogram theme; o

- aIIusiorf(of bells;

142 Cramescwkuit A. TTomicTUIIICTHYHI TEHACHIIT B GasHHIN My3UIl Cyd4acHUX
YKpaiHChKUX KOMNOo3uTopiB. Kynemypa Ykpainu. Xapkis, 2012. Bun. 37. C.

247-255.

- an allusion to the Dies irae semantem — in the accordion part,
itis reflected on an emotional and figurative level in the author's remark
(quasi Dies irae in ch. 37).

The synthetic genre "image" of the work determines the
"overlay", according to A. Stashevsky, of the signs of "such genre
models as: a) passion (the reader is an “evangelist”, the orchestra
functions as a quasi-choir, individual episodes - in the form and
character of certain parts of the liturgical requiem); b) symphony (basis
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— symphony orchestra, symphonic drama); c) instrumental concert
(dialogue of the main soloist with the orchestra); d) concert symphony
(intense symphonic development, increased functionality of the
orchestra); e) a two-part polyphonic cycle (modeled on a prelude and a
fugue)" .12

The cultural polyphonic nature of "The Passion of Vladyslav"
is also determined by its musical-verbal-visual nature. It is not only
about the presence of a program, but about the organic functioning of
the word and the visual series in the dramaturgy of the piece written for
accordion, reader, symphony orchestra and rock group, in the 2nd
chamber edition - for accordion and piano. The quote from M.
Berezovsky's spiritual cantata "Don't turn me into an old man" uttered
by all the orchestra takes on the status of a sermon addressed to all
humanity in the dramaturgy of the piece. Its comprehensive orientation
at the level of the organization of the artistic whole is reflected in the
creation of a large-scale audiovisual mix - ial synthesis (according
to the terminology of A. Kravchenkolz%@ through the demonstration
of M. Ge's painting "What is the trut@.

In general, the focus ob%reating a cultural polylogue by
referring to genre models gen Ily related to the sacred principle in
the context of the Europeagrhusical tradition can be considered an
immanent quality of V. ®#ichak’s accordion work on sacred themes.
"Messa da Requiem" in(‘{he artist's work is a precedent for the mixing
of genres, in particular the attributive incarnations of sacred themes.
The genre and compositional and structural features of the work are
determined by the concentration of features of models of the secular
tradition in its various historical incarnations - sonata, rondo, barogque
solo instrumental concerto, symphony and sacred tradition - requiem
(Requiem Aeternam, Lacrimosa, Dies Irae, Tuba mirum, Dies Irae, Lux

128 Cramescbkuit  A. JKanpoele u  (OpMOOOpa3yrOIME — ACTIEKTHI

COBpEMEHHOW OasHHONW My3BIKH (Ha TpUMEpe TBOPYECTBA YKPAWHCKUX
xomnosutopoB). Stydia Pedagogiczne. Problemy Spoleczne, Edukacyjne i
Artystyczne. Kielce, 2014. Ne 23. C. 117-126.
124 Kpaguenko A. I. Cemiooris KaMepHO-IHCTPYMEHTAJILHOTO MUCTELITBA
Vkpainu xiang XX — nmovatky X XI cTOiTh : AHC. ... -pa MUCT. : CIEIl.
125 00.01. KwuiB, 2021. 428 c. C.242.
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Aeternam, Requiem Aeternam), which provides a synthesis of cultures
in time and space, sealed by a declaration of the importance of spiritual
instructions. However, a special conceptually ambiguous nuance in this
declaration is created within the framework of such a declaration by the
artist's use of "various types of cluster techniques, in particular cluster
crescendo and cluster diminuendo in direct sound form and with the
use of bellows tremolo, as well as all kinds of cluster dots and spots,
cluster stripes and elements of cluster graphics",*?%2?” which resonate
with the modern revision of spiritual values.

The components of the genre synthesis in the work are "such
genre models as: a) a barogue instrumental concert in its chambered
version, i.e. for a solo instrument (alternation in the musical texture of
solo-individualized and tutti parts, their contrasting dynamic
juxtaposition, concentricity of form); b) a prototype of a liturgical
requiem (the seven parts of the work almost c&incide with the order and
nature of the components of the requi <..>); ¢) rondo form
(repetition of material in parts Il, 1V, V}OQrefrain); d) prototype of the
sonata form (I and Il parts — exposit@v, I, 1V, V — development, VI,
VIl — mirror reprise); e) a typicalghree-part symphonic cycle (parts |
and Il —slow I part, HI, 1V, VK%S dynamic scherzo, VI, VIl —arch to
the slow I part)”.1%8 N

An additior@&emantic nuance of the mix of genres in V.
Runchak's "Messa da Fféquiem" is programmed by the author's genre
remark - a piccolo concerto, which has no analogues in musical culture.
An additional genre- and species-synthesizing nuance in the work is
determined by the introduction of a verbal principle - the recitation of
a quote by the Spanish poet Miguel de Unamuno.

126 Cramescwknii A. TlonmicTrnicTnuni TeRIeHIT B GasHHIN MY3HIli CydacHHX
YKpaiHChKUX KOMNo3uTopiB. Kyremypa Ykpainu. Xapkis, 2012. Bun. 37. C.

127255,

128 Cramescokuii A. JXampoBa cucTeMa CydacHOI MY3MKH [js OasHa
YKpaiHCBKUX KOMIIO3UTOPIB: TEHAEHII] eBOMonii Ta iHHOBawii. AKmyanvHi
npobemu icmopii, meopii ma npakxmuxu xy0oacnvoi kyiomypu. Kuis, 2015.
Bun. XXXIV. C. 278-285.
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It should be noted that connections with the world of the sacred
principle are also expressed at the level of allusions. The sevenpart
compositional and structural organization of the work contains a large-
scale palette of historical and cultural references. First of all, this is a
link-connection with the very foundations of the Christian worldview
paradigm - with the 7 words of the Savior on the cross, which are
announced on Good Friday. This makes it possible to draw a certain
parallel with the passion genre, which was traditionally performed on
this particular day. At the same time, the coded reference at the
compositional and structural level actualizes associations with the
figurative and thematic line in the European tradition - works of the
same name, such as the oratorios of H. Schiitz, J. Haydn, S. Frank,
partita by S. Gubaidulina, requiem "Seven Tears" by V. Zubytskyi etc.

The modulation of medieval genre models into the space of
modern musical thinking is expressed in theiollowing features of V.
Runchak's "Messa da Requiem': Vv

- giving the cluster the s@@s of an emancipated means
of expression, which is reflected in the®aturation of the musical fabric
with cluster formations. A. Stas kyi notes that in the "Messa da
Requiem" the artist uses "va(R)us types of cluster techniques, in
particular cluster crescendo@}ld cluster diminuendo in direct sound
form and with the use of p&tows tremolo, as well as all kinds of cluster
dots and spots, cluster s%lpes and elements of cluster graphics";?®

- saturation with means of aleatorics at the temporal
level of the work;

- the use of polytempo, which is expressed in the tempo
differentiation of the musical material, which is presented with the right
and left hands;

- the importance of sonorics, percussive means of
expressiveness as means of creating a concept and an
emotionalfigurative atmosphere. In this regard, the researchers noted
that in the 4th part of the work, "the simultaneous involvement of the
sound of the background cluster line in the middle register on the basis

129 Cramesceknii A. KnactepHa TexHika y cydacHiii OasHHill My3uui
YKpaiHChKUX KOMIO3UTOPiB. Bicnux HAKKKiM. Kuis, 2015, Ne 2. C. 86-89.
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of a compact diatonic group using vibrato with fragmentary short
fractions on the converter switch of the left half-body creates an
"unreal” sound effect, in who feels the tense psychological state of a
person frozen in anticipation of something fatal";*

- the use of such an innovative technical and expressive
technique as ™quasi-polyphonic permanent glissanding, which is
achieved by using this technique in the plane of several melodic lines
with asynchronous rhythmicity" 131132

The reliance on genre models established in the sacred tradition
allows us to draw certain parallels between the works of V. Runchak
and the powerful memory-line in the work of Ukrainian composers,
represented by Symphony No. 4 "In Memory of the Victims of the
Chornobyl Tragedy" and Symphony No. 5 "Pro memoria" by L.
Kolodub. "Kaddish Requiem”, "Black Elegy", "Remembrance for
those who died of hunger in 1932-1933" by E. Stankovych, "Largo
lamentoso™ by B. Filts, etc. The significang®ef memory works lies not
only in the creation of multicultural tic communication. As A.
Kravchenko emphasizes, "in the v@%x of semiotic and technical-
compositional  (sometimes toQ)Q‘and unjustifiably  outrageous)
experimental searches of the at@‘ZOth - early 21st centuries, memory
works are an important sta@szing link in the genre-style system of
music. Thanks to the ageytion of stylization and the introduction of
intertextual "hyperlinks", they again and again actualize the
mechanisms of cultural and associative memory, thereby balancing
<...>the coordinates of postmodern creativity and setting a clear vision
of the further development of musical culture in the continuous
connection of past and future generations".*°

One of the vectors of such a vision is the interpretation of
sacred themes based conceptually on images, symbols and semantics

180 Crameschkuit A. KnactepHa TexHika y cydacHiil Oasuuiil mys3uii
YKpaTHChKUX KOMMO3UTOPiB. Bicnux HAKKKiM. Kuis, 2015, Ne 2. C. 86-89.
181 Crameschkuii A. Crneuudiuni TeMOpoBo-1uHaMiuHi edekT B cydacHiii
OasHHI MYy3UIll YKpalHCHKHX KOMIIO3UTOPIB: OMIAN Ta Kiachgikaris.

Mixcnapoonuti 6icHuK : Kyibmypoaocis, Qinonoeis, myaukosnascmeso. Kuis,
182 Nel(4).C.116-119.
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established in sacred musical art. The representative of this direction is
the Concert Triptych "Last Judgment" (after Hieronymus Bosch) by V.
Vlasov. It should be noted that in view of the presence of interpretations
of the triptych as a form of organization of an artistic whole in the field
of academic folk-instrumental performance, in particular, cymbal and
bandura, triptychs can be considered one of the leading genre-creating
foundations of the music of modern Ukrainian composers in this field.
At the same time, associations with ancient traditions of sacred fine art
reflect such a characteristic of Ukrainian art in the 20th-21st centuries.
trend, as a focus on the formation of the principle of genre creation.
According to A. Kravchenko, this trend is connected "with the
application of the method of species interference of arts not only at the
lexical level, that is, within the symbolic and stylistic combination of
different codes of arts, but also in the plane of their inter-genre
symbiosis, <which> actualizes the appearancg\[in the genre-typological
system of music, the so-called "non-musial” genres of music (for
example, legend, fairy tale, novel, chr fele, mystery, essay, parable,
fragment) or fine art (diptych, triptfehi, portrait, landscape, sketch,
painting, fresco, sketch, etc.).’® Q-

V. Vlasov's concert pi is associatively connected with 1.
Bosch's triptych "The Gardgw of Earthly Delights". As in all of the
artist's work, in this wor monic-fantasy images became dominant -
the reverse side of the iedieval theocentric worldview paradigm. The
parts of V. Vlasov's triptych - "Paradise", "Temptation", "Hell"
simultaneously reduce the sacred theme to its event markers - symbolic
concepts and represent it in a multicultural aura and in the context of
intertextuality: in the stylistic dimensions of impressionism and at the
same time baroque rhetoric (in 1 -th part), in the genre parameters of
toccata, chorale, pascaglia, and at the same time modern

10 Kpasuenko A. I. Cemioyorisi KaMepHO-IHCTPYMEHTAIBLHOTO MHCTELTBA
Vkpainu kiang XX — novatky XXI cTomiTh : AMC. ... I-pa MUCT. : CIeIl.
26.00.01. Kuis, 2021. 428 c. C.241. !

Tam camo. C.144.

guidelines for musical thinking, revealed in polylayeredness (in the 2nd
part), in the light of sonority and the emancipation of dissonance,
clusters and noise effects (in the 3rd part .). So, interpreting the
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principles of the organization of artistic space in the context of the
medieval triptych archetype and relying on the generalized-emotional
type of programming (as defined by the Ukrainian researcher V.
Tyshchyk),* V. Vlasov, on the one hand, preserves the typical names
of the left and right wings of the triptych - "Paradise" and "Hell". On
the other hand, the replacement of the middle part of the triptych with
"The Last Judgment" introduces additional semantic nuances.

Turning to the triptych of I. Bosch, a landmark in the history of
visual art, which reflects the foundations of a religious worldview,
becomes for V. Vlasov an impulse to understand philosophical and
ethical issues (in its sacred color) as timeless and therefore one that
correlates with worldviews, artistic, expressive parameters, modernity.
Keeping the clarity of the tonal basis, the artist operates with:
aleatorics; clusters; dissonant polyfunctional chord (in particular, non-
third structure); emancipated dissonant s%nd complexes; sound
effects; polyrhythmic complexes; microdynawics; innovative technical
techniques (in particular, the use of a%&clusively air valve, impact
effects); specific techniques of nota@ to indicate the "approximate"
pitch; allusions to the musical art ifferent eras.

In the 1st part of the gk, as emphasized by V. Tyshchik,
"equally alternating quartetogdbmplex, pentatonic, whole-tone scale,
dominant plagiarism andC@atonicity send the listener to the music of
the Middle Ages and criate images of archaism and tranquility".t%3

In the 2nd part of the Triptych, the textural allusion of the
chorale serves as a "reference" to the sacred genre origins.

Baroque reminiscences acquire an important conceptual
meaning for V. Vlasov in the Triptych by I. Bosch. On the one hand,
as A. Bozhenskyi notes, "in the second part of Temptation, the
composer, by his own admission, imitates the baroque stylistic model
for the embodiment of emotionally saturated images of mental
disturbance, for which he uses a characteristic type of baroque tactility

133 Tumuk B. B. ITporpamuicTh B ykpaiHchkiit 6asunii mysuni (1960-2010
POKH) : HHC. ... KaHA. MHCT. : crenl. 17.00.03. Xapkis, 2021. 200 c. C.109. 12
Tumwmk B. Konuepruuit tpuntux juis Oasna B. BnacoBa 3a mormBamu
kaptuan  [. bocxa «Crpammuét Cymy»: 10 TUTaHHS TPO  MY3HYHY
peiarepnperarito. Bicnux XJAJM. Xapkis, 2019. Ne 4. C. 88-95.
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as a means of embodying extraordinary emotional elevation,
emphasized by an active rhythmic tone of continuous pulsation™.*3

A. Stashevsky emphasizes the composer's appeal in this work
"to the norms of textural organization of baroque instrumental concerts,
in particular the works of A. Vivaldi".13136

On the other hand, V. Vlasov reproduces the rhetorical figures
of catabasis (in the 2nd part) and anabasis typical of baroque art in the
work. The latter acquires an essential conceptual meaning - it not only
appears in a whole-tone version as a symbol of elevation modified in
the parameters of modern musical thinking. It is this rhetorical figure
that has the status of the final line, the conceptual meaning of which is
repeatedly strengthened by the "stretching” of the rhythm and its
isolation from the general sound space - it sounds against the
background of operating an air valve, as allusions to human breathing.

Timbral, dynamic, articulation and sfroke variation of melos
creates certain associations with the prigdiples of development of
thematism within the musical art of th mantic era. The allusion to
bells (in the 2nd and 3rd parts), W@%h gives the sacred theme the
meaning of a timeless symbol o@%pirituality, also has an important
meaningful meaning in the w

A representation of {Re sacred tradition based on an appeal to
the condensed images-%syﬁ'bols established in the context of sacred
musical art, the semantiCs are "Ave Maris Stella" and "August Piet" by
V. Larchikov. Creating an interfaith dialogue, representing the
understanding of the sacred tradition as a whole, the composer turns to
the Catholic tradition - the hymn "Ave Maris Stella” with a canonical
text, which, thanks to the sound images of the accordion and violin,
appears as a concentrated embodiment of spirituality. And if the

13 Boxenchkuit A. Jlo nMMTaHHS BHMKOHABCHKOI iHTepnpeTalii OGasHHHX
komro3uwiii Bikropa BnacoBa. 36ipnux nayxosux npayb moniooux ueHux

Lpozobuyvkoeo deprcasrozo nedazociunoco yHisepcumeny im. 1. @panxa.
Hporo6uy, 2011. Bum. 2. C. 8-11.
135 Cramercwknii A. TlonmicTrnicTruHi TEHAEHIT B GasHHINH My3HIli CydacHHUX
YKpaTHCHKUX KOMITO3UTOPiB. Kynemypa Yxpainu. Xapkis, 2012. Bum. 37. C.
136 255,
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timbre-semantic dimension of the violin was fixed in artistic practice,
then the introduction of the accordion into the semantic plane of the
Catholic musical tradition confirms the status of the accordion as a
mediator between eras and cultures, determining its potential for
functioning in spaces diverse in terms of its semantic and expressive
parameters. The projection of the Catholic vocal liturgical hymn into
the timbre-semantic plane serves as an "opening" for the accordion of
a previously unmastered semiotic space and vice versa, an opening for
this space of the accordion as its semantically consonant timbre
embodiment.

"August Pieta" for accordion, piano and 2 cellos by V.
Larchikov is one of the examples of personal "decoding" of an
established semantic theme, marked by its modulation while preserving
the semantic potential in the reality of modernity and in semantically
distinct spaces: academic art, represented by ~Khe piano and cellos, and
the primarily folk - accordion. Vv

Additional semantic nuances, i® the embodiment of the
suffering image as an apocalypti(‘o%recast for all humanity are
"embedded" in the "August Piet"@-t—he verbal level. The names of the
pieces — “The motionless cry Q{‘é‘seagull over the destroyed bridge on
Bikini Atoll” and “Still 1§ with a nuclear crucifixion after the
disintegration of the perma&nence of memory (Miserere Domini) — are
due to an appeal to théartistic-visual experience and the experience
accumulated by mankind in the scientific field, - give the work
multitextuality and form new ways of realizing the semantic, thematic,
figurative and expressive potential of the bayan.

The sacred tradition in the work of V. Zubytsky appears in the
variability of embodiments. These are works of a synthetic nature, in
which verbal and musical principles are combined with the dominance
of the latter ("Fatum™ Sonata with the reading of the "Our Father"), and
purely instrumental representations of it based on archetypal sacred
semantems (“Lacrymosa” for two accordions, flutes and cellos). It
should be noted that this semantheme is generally one of the
conceptual, thematic, emotional and figurative foundations of the work
of the composer, whose artistic works include "Lacrymosa" symphony
(for orchestra) and "Lacrymosa" for organ.
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Concerto for accordion (bayana) and string orchestra by A.
Heydenko "Esse Homo", created for the Ukrainian artist Yevgenia
Cherkazova, is a peculiar example of relying on semantems fixed in the
context of the sacred tradition. In the work of the Ukrainian composer,
this work marked a tendency to expand the figurative and stylistic
horizons of his music in the direction of searching for a new European
system of musical vocabulary for the artist's work and the affirmation
of universal values.™’

A. Eremenko emphasizes that "the title of the work appeals to
several sources at the same time - to the words of Pontius Pilate, spoken
about Jesus Christ, to the redirection of them by R. Roland L.
Beethoven, and to the title of F. Nietzsche's unfinished autobiography
("Esse Homo". How they become by himself"), which testifies to the
author's intention to reveal the uniqueness of the human personality". 1%

Allusive references to the semantigs of different cultures,
which are related in particular to the sacred gehiciple, are the conceptual
basis of A. Tomlyonova's work "Thug$aid God". In addition to the
directly declared resonance with the)%ivine principle, on the verbal
level the work also contains a ;Ilg@y different conceptual component
- an allusion to the work of F. he "Thus Spoke Zarathustra", which
forms a more than specifi thesis of sacred, religious and secular
cultures. A. Tomlyon%n s work is interesting not only for its
conceptual basis. The completely nontraditional tonal aura of the piece,
which is created by the sound images of accordion and bassoon as the
personification of different ethical poles, is peculiar. "The timbres of
the two instruments are close, but the composer's musical idea is in their
opposition (a conditional clash of the divine and the diabolical). The
accordion part is assigned the positive role of God, and the bassoon the

187 €promenko A. Tpopua nocrars Anarounis FaiijieHka y cygacHoMy
yKpaiHcbkoMy OassHHOMY MucTenTBi: MoHorpadis. Cymu, 2023. 188 c.
C.151.
138 €promenko A. IO. Basuua TBOpuicTh AHatouis [alijileHka: ecTeTu4Hi Ta
JKaHPOBO-CTHJILOBI aCHEKTH : aBTOped. JuC. ....KaHa. MHCT.: crien. 17.00.03.
Cymnu, 2019. 20 c. C.12.
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insidious role of the devil. Drama is born from the conflict of two
forces, two timbres" 158

The understanding of culture as a single, chronotopically
integral phenomenon is correlated with such a dimension of the
interpretation of the sacred tradition as its reproduction at the symbolic
level in the signs of cultural memory. "Peoples broken by exhaustion...
Cemetery music" by K. Tsepkolenko is one of the most unique
examples of the transformation of religious tradition in the modern
cultural space, marked by an appeal to its primary concepts and radical
innovation at all levels of the musical work. Created for accordion and
video sequence, the piece is a unique interpretation of the requiem
genre and memorial tradition as cultural codes, concentrates of spiritual
memory and spiritual experience.

At the same time, the composer created an interpretation of the
conceptual foundations of the requiem genre jased on a radical change
in its musical and expressive markers: Qv

- the primarily collectige;y vocal-instrumental genre
appears in a solo instrumental versio@g

- belonging to a Qﬁrionally neutral sacred space is
replaced by a meaningful acc tion of the national nature (the work
is dedicated to the memory arall peoples who suffered genocide);

- the unc ional dominance of the musical element is
replaced by a syncreti% union of musical and visual elements (the
presence of a light and video series - photos of cemeteries from the
times of the Austro-Hungarian Empire), multimedia.

The destruction of the attributive features of the genre in the
work correlates with the leading trends of modern genre creation in
Ukrainian music, in connection with the peculiarities of which A.
Kravchenko declares the importance of the principle of "redistribution
of the balance of stable and relative components of the genre
structure".**°

18 Kucnmax Bb. MHCTpyMEHTalIbHO-TEMOpOBas ApaMaTyprusi CMEIIaHHBIX
OasHHBIX aHcaMOel. My3uune mucmeymao i kyromypa. Oneca, 2016. Bur.

23. C. 490-499.
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159 Kpasuenko A. I. Cemiosorisi KaMepHO-iHCTPYMEHTAILHOTO MHCTELTBA
VYxpainu kinug XX — nouatky XXI cTomiTh : AKC. ... I-pa MUCT. : CHEL.
26.00.01. Kuis, 2021. 428 ¢. C.200.

For K. Tsepkolenko, the stable component in "Cemetery
Music" is precisely the conceptual basis of the genre, its philosophical
nature and attention to the cardinal problems of human existence.

The maximum concentration of its semantics is the marker of
the interpretation of the sacred tradition in the work "Nations broken
by exhaustion... Cemetery music" - a meaningful conceptualization of
the lamento intonation, marked by the limitless volume of historical
and cultural memory as a symbol of personal and universal sorrow. The
semantic significance of the work is also marked by the "cantabile
series of a magical, mysterious character; the seventh microformula to
express all-encompassing fear and eeriness (a man in a cemetery at
night); rehearsals - a reflection of the tension of the atmosphere of the
sound space; the rhythm of percussion is & ~\pulse of human horror;
virtuosic passages and noise effects 0&/ rcussion - the rustling of
leaves in the cemetery".*% @)

Resonance with antinomic@aroque aesthetics gives this iconic
panorama a peculiar culturakvolume". Its dominant meaning is
determined by the action of the principle of contrast at all levels of the
work's organization, whigis revealed in the juxtaposition:

- actual iUsical and visual principles;

- intonationally organized (bayan) and intonationally
neutral (percussion) beginnings;

- rhythmic phasing (rhythmic phasing of the unfolding
of the video  sequence) and permanent procedurality

(end-to-end development of themes in the accordion part);

- intonation - carriers of concentrated content fixed at
the level of perception and experimental sound images (percussion
noises, verbalization of the accordion player's part - imitation of
buzzing by him as a symbol of cemetery creaks, etc.).

139 €pries 1. Akopyeonna TBopuicTh Komnosutopku Kapmenn [lenkoneHko.
Mysuune suxonascmeso : Hayk. BicH. HMAY im. I1. 1. YatikoBchkoro. Kuis,
2002. Bum. 8, ku. 5. C. 173-184.
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At the conceptual level, the work for solo accordion by K.
Tsepkolenko "The one who comes out of the circle” corresponds to the
sacred tradition. The work is demonstrative as the embodiment of the
dimension of the tendency of "creative dualism" characteristic of
modern national bayan art - the formation of a creative commonwealth
of composer and performer. The duality established in this way is
conditioned, according to . Yergiev, "by the coincidence of the
aesthetic attitudes of the composer and the performer with their clearly
expressed desire for a new spirituality, which implement their creative
credo under the slogan "About the eternal - in a new musical
language!" 14

At the same time, the work is indicative of the degree of
"immersion" of modern accordion music in the realm of experimental
research and the formation of ways of reflecting sacred themes in the
realm of accordion / accordion art. They are _Qonnected not only with
the approbation of the innovative aleatoric@ehnique, but also with the
approval of a new sound image of the i (@ment. Covered by the terms
"modern-bayan" and "modern—intona@]" proposed by I. Yergiev, they
are characterized by the reprodt@on "along with the interval-pitch
(classical) logic of music /Q?‘ rhythmic-timbral, dynamicagogic
transformations, which ma p the essence of the embodiment of
game figures in sound Qﬁ‘nagement, where only one tone, cluster,
sonorous effect (ict) can(‘become the embryo-rod of expressiveness" 14!

The focus on solving eternal problems is the thread of
connection that unites the spiritual legacy of the sacred musical
tradition and the innovativeness of musical thinking, genre
organization and language, and the range of means of expression. A
sign of "tangibility" to the sacred principle, reflected in the work at the

140 Cpries 1. JI. AprucTHYHMI YHIBEPCYM MY3MKaHTa-iIHCTPyMEHTAJIICTA
kiang XX — novyatky XXI cTomitrs : quc. ... JOKT. MHCT. : crrer. 17.00.03.
Opeca, 2016. 454 c. C.203-204.

141 €pries 1. Ykpainchkuil «monepH-6asn» — TBopumii (peHomen Onechkoi
BUKOHABCHKOT mKoyn. Haykosuil sicnuk Hayionanvhoi mysuunoi axademii
Yipainu imeni I1. 1. Yaiikoscokoeo. Kuis, 2014. Bumn. 110 : BukonaBcbke
MY3WKO3HABCTBO B KOHTEKCTI aKTyaJlbHOI MpOOJIEeMaTHKH icTopii ¥ Teopii
My3uyHOro Bukonasctsa. C. 160-170.
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worldview level, is the meaningful significance of introversion, the
atmosphere of meditative immersion in the understanding of
philosophical issues.

The chronotope of meditative concentration on the
compositional-structural, intonation, and timbre levels is revealed in
such characteristic features of K. Tsepkolenko's work "The One Who
Comes Out of the Circle" as:

- static, avoidance of procedurality, expressed in the
duration of the pedals;

- allusive "organic" timbre color;

- giving the leit-intoneme of m. 3 the status of a
meaningful symbol;

- allusive reproduction of the rhetorical figures of the
cross, anabasis (in some cases in combination) and catabasis.

At the level of timbre and sonorit)& the innovation of the
interpretation of the sacred tradition in the@ork of K. Tsepkolenko is
reflected in the use of non—traditiona%/@eans of expression. Silent
operation of the bellows, knockinngP he bellows, glissando on the
frets with the fist, etc., have the ir@ortance not only of a bright timbre
color, but also serve as a kind separation marks" in the context of
the structure-composition ofgik® work.

Unconditional ers of the projection of the conceptual
allusion of sacred themé$ into the space of modern musical thinking are
the significance of such features of the work noted by A. Stashevsky as
""open form", <...> conditional rhythmic organization of sound groups
and combinations, graphic notation of sound durations, formation of
movement and pitch sonorous fragments by the "topographical
method", autonomy of sound layers, movements of reprise blocks and
squares, limited aleatoric and free improvisational constructions,
asymmetric principle of formation of sound structures, etc.*#

So, the process of academicizing the accordion and its
acquisition of a multifunctional status, as well as the organological

142 Crameschbkuii A. AneaTopHi BUSBM B yKpaiHChKil My3u1li juis 6asHa 1990-
x — 2000-x poKiB. AkmyanbHi NUManHs yMaHimapHux HayK.

Hporodud, 2015. Ne 11. C. 98-103.
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specificity of the instrument, are impulses for the embodiment of sacred
themes within the accordion's sound image. The leading directions of
its representation in the work of V. Runchak, V. Vlasov,

V. Zubytskyi, V. Larchikov, A. Haydenko, A. Tomlyonova, K.
Tsepkolenko are marked by such features as: stylistic innovation
(aleatoric, ~ sonoric,  polyrhythmic,  polymetric,  atonality,
microdynamics, etc.) and a complex of means of expression; focus on
synthesizing modification of canonical genres; in particular belonging
to different religious traditions; synthesis of musical, verbal and visual
principles; the significance of instrumental theater trends;
multitextuality; verbal connections with canonical genres, the
significance of images-symbols, semantics and signs of musical art of
different historical and cultural eras enshrined in the sacred musical
tradition; cultural polyphonicity, which determines the positioning of
the accordion as a mediator between cuLt{Jres in synchrony and
diachrony. é\’

The specificity of the embodim@Q)f the sacred theme with the
possibilities of the accordion's sour@'ﬂmage is associated with such
features as: OQ~

- attraction to th@?‘embodiment of sacred themes on a
conceptual, emotional and figb}ative level ("The one who comes out of
the circle" by K. Tsepkole@(o), in particular in its memorial dimension
("Messa da Requiem"<by V. Runchak, "Cemetery music" by K.
Tsepkolenko) , as the realm of spiritual searches of the individual and
humanity;

- approval of the topic as a significant component of the
conceptual circle of academicized folk instrumental art;

- positioning the accordion as a bearer of cultural,
artistic memory, correlated at the same time with world artistic
experience ("Cemetery Music" by K. Tsepkolenko, "So Said God" by
A.

Tomlionova);

- understanding and representation of sacred themes as
nonconfessional ("Kyrie Eleison" for violin and accordion and Sonata
"Passione” for accordion by V. Runchak);

- understanding and representation of the sacred theme
as a whole, beyond time, space and types of art, a universal realm of
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artistic reflection, a realm of cultural polylogue in synchrony and
diachrony (Concert Triptych by V. Zubytsky, Concert Triptych "The
Last

Judgment" by V. Vlasov, "Passion for Vladyslav » V. Runchak;

- the importance of references, in particular verbal ones,
to artistic codes and semantics of the sacred principle ("Ave Maris
Stella" and "August Pieta" by V. Larchikov, "Lacrymosa" by V.
Zubytskyi, "So Said God" by A. Tomlionova).

CHAPTER 7
NEW MEANS OF EXPRESSION AS MARKERS
MODERN ACCORDION SOUND IMAGE

Resonating with the innovations of modern musical thinking
and speech, reflecting the polylogue of cultyres in space and time,
modern bayan art demonstrates the rr@?mum "displacement” of
technical and performance parameters, On the one hand, this is
connected with the search for newd-ways of realizing the sound
potential, which is characteristic, @?’folk instrumental performance, in
the synthesis of various spher ‘gT musical art and the consolidation of
academic status at the J¢ of artistic reflection and listening
experience. On the othey@and, the emancipation of timbre and rhythm
in the parameters of modernism intensified the transformation of the
hierarchy of means of expression — previously peripheral sonorous,
noise and percussion effects actually balanced in their significance with
melody and harmony. In general, this deprived centering of the system
of means of expression, gave it the character of an arbitrary
combination of equal means of expression, adequate to the individual
style of the artist and the style of a specific work.

The mobility of the system of means of expression prompts
scientists to review the significance of performance interpretation,
which involves "not only fluent command of classical means of
accordion technique, but also the mastery and wide use of newly
introduced specific accordion performance techniques (untempered
glissando..., bellows ricochet, vibrato, cluster glissando, various noise
effects), which are gaining more and more importance in the procedural
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performance, convey the most diverse characteristic and figurative
aspects in music".14

It should be noted that with the general accentuation in
musicological knowledge of the importance of the latest playing
techniques and sonorous effects, there is no single established
classification of them, which is explained both by the continuity of
creative searches of artists and the freedom of interpretation of
experimental performing techniques.

Noise and percussion effects are common in performance
practice. Creating the latest parameters of the accordion's sound image,
the noise effects appear in a variety of individualized artistic versions,
namely: the use of an air valve to create a noise and onomatopoeic
effect; ascending and descending glissando with the fingernails on the
right keyboard without opening the valves; clicking keys, fingers,
registers-switches of the right keyboa_r\d, etc. Conceptually,
substantively, and dramaturgically signific@t/are the noise techniques,
in which silence becomes an indepen and fullfledged means of
expression - silent pressing of keys,\'n?particular when the bellows is
closed, silent operation of the bel ("The one who comes out of the
circle" by K. Tsepkolenko). Th[g‘technique creates a specific "out-of-
sound" atmosphere and at th@game time displaces ideas established at
the level of perception regyding the specifics of the sound "matter"” of
musical art, creates an impetus for rethinking its essence.

The sphere of percussion effects is particularly large-scale:
hits on the body of the instrument from the back and front ("Bulgarian
Notebook" by V. Zubytskyi); bellows percussion: blows on the bellows
("Bulgarian notebook™” by V. Zubytskyi) with an open palm while
moving the bellows (V. Vlasov "Telephone conversation™), fingers,
clapping to the half-open bellows; hits on registers, keyboard
("Omaggio ad Astor Piazzolla" by V. Zubytskyi); use of additional
means of sound production (sticks, etc.) in order to achieve a percussive
effect. I. Yergiev substantiates a new method of full accordion

143 Kusizes B. Eommionist eleMeHTiB GasHHOI TeXHiKU. Mysuune 6ukoHascmeo.
Hayxosuii gicnux HMAY im. I1. I. Yaiikoscvroeo. Kuis, 2002.
Bumn. 22. Ku. 8. C. 166-177.

92



percussion with the left hand - "where the accordionist operates with
the left hand as a percussionist, while the bellows is “controlled” by its
gravity".14

A peculiar means that resonates with the spheres of sonorous,
percussive and noise effects and at the same time reflects giving rhythm
the status of one of the leading means of expression is the bellows
rhythmization used by modern artists in works for the accordion, as
well as the rhythmization of percussion techniques - blows on the body,
on the bellows or on the keyboard (left or right) in a rhythm determined
by the artist, hitting the fretboard with the fingers to push the bellows,
etc. An additional means of accentuating the rhythmic component of
the performance is the tapping of the rhythm with the foot, etc., which
is widely used by artists.

Significant sonorous nuances in the modern soundscape of the
accordion are brought by numerous sound ingitative constructions (in
particular, imitation of bells), stereo—tremol@.\reverse tremolo, ricochet,
tempered and untempered glissando -gnenophonic, splittone, quasi-
polyphonic,**4 glissando with a fist}®The one who comes out from a
circle" by K. Tsepkolenko), V\Qﬂr double notes (invention of I.
Yergiev,*” in combination With‘&Tullato. Vibrato is also diverse in the
works of modern Ukrainiansgrtists: small pulsed (without leaving the
fingers off the keys, wi%qlﬁécillation of the bone, with oscillation one
of the folds of the belloWws), a large rhythmic pulsation ("thumps with
the base of the palm on the fretboard of the right halfbody, jerks of the
bellows with the right hand, pushing the left halfbody with the knee,
oscillation of one of the folds of the bellows with the hand".*%

144 Cpries 1. JI. AprucTMuYHMI YHiBEpCYM MY3MKaHTa-iHCTpPyMEHTaJicTa
kiamg XX — modatky XXI CTOmTTS @ quc. ... AOKT. MUCT. : crem. 17.00.03.
Opeca, 2016. 454 c. C.292.
145 Cramescekuii A. Crnenudiuni TeMOpoBo-n1uHaMiuHi edekT B CydacHiii
OasHHI My3WIi YKpaiHCPKHX KOMIIO3HTOPIB: OIJISA Ta KiIacu(ikamis.
Misicnapoonuii gichuk : Kynbmyponoeis, ginonozis, myzuxosnascmeo. Kuis,
146 Ne 1 (4).C. 116-119.
147 Cpries 1. JI. ApTuCTMYHHMII yHIBEpPCYM MYy3HMKaHTa-iHCTpyMEHTANiCTa
kinm XX — moyatky XXI CTOMITTS @ quC. ... QOKT. MECT. : crer. 17.00.03.
Ouneca, 2016. 454 ¢. C.295.
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Pushing the boundaries of the organological specificity of the
instrument in a certain way, modern artists turn to means that actually
go beyond the limits of instrumental art, give the status of the
instrument to the performer - verbally neutral, emotionally colored
exclamations ("hollers™ and "shouts™ in the style of jazz in the 1st part.
Partitas No. 1 by V. Zubytsky), whispering or speaking into a bellows,
into a keyboard, verbally neutral, but emotionally colored
exclamations, declamation, whistling, singing, pronunciation of
phonemes, etc. A certain modification of the timbre characteristics of
the instrument is also provided by a change in the performing position
- its statuary is disturbed by actively raising the instrument with the left
knee, which creates specific vibrations of the body, levels the sound's
temperament and forms an allusion to the human voice.

The cluster technique has become widely used in the palette of
modern expressive means of accordion art. A, Stashevsky notes that in
the works of Ukrainian artists there are such¥versions” of it as: "whole-
tone, diatonic and chromatic (narr ow-pitched) clusters (V.
Zubytskyi Concert Partita No. 2 (1 ; V. Vlasov Suite (Il h.); A.
Stashevsky "Images); wide ch @uﬁtlc clusters, cluster bands (V.

Vlasov "Telephone convers "); cluster graphics (V. Runchak
"Messa da Requiem"); ster improvisation (I. Taranenko
"Prychynna™); cluster bination: with melodic-thematic (V.

Zubytskyi "Lament ML&C") and harmonic-chord structures (V. Balik
Sonata, Prelude and Fugue); with bellows tremolo and ricochet (V.
Vlasov "In the Constellation of Centaurus"; A. Stashevskyi Suite No. 1
Images (Part I1)); with vibration techniques and finger tremolando (A.
Stashevsky Suite No. 1 Images (Part I11); V. Vlasov "Telephone

Conversation™); with a sliding glissando (V. Zubytskyi Concert Partita

188 Crameschkuit A. Crienudiuni TeMOpoBO-1uHaMiuHi eekTH B CydacHiii
OassHHIM My3WIi YKpaiHCBKMX KOMIO3UTOPIB: OMIsA Ta Kiacupikaris.
Misichapooruil 8icHUK : KyTbmyponoeis, ¢inonozis, myuxosnaecmeo. Kuis,

2015. Ne 1 (4). C. 116-119.
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No. 2 (Part 1V); combining a cluster with percussion effects (V.
Runchak "Messa da Requiem" (Part 1\V)4).

The modern sound image of the accordion is formed not only
thanks to a new system of technical and expressive means and
techniques. Creative searches of artists are also directed to the realm of
updating textural guidelines (classified at the level of scientific
reflection by A. Stashevsky,*° V. Viryasova!®) with the aim of
creating bright color effects. One of such textural techniques, which
ensures the formation of the most voluminous, "organ-
comprehensive" time-space of the work, is "keyboard recall" (mixed
and chordal recall), during which elements of musical material are
"transmitted" from keyboard to keyboard.***

The latest effects associated with the development of the
pedalization technique are of essential importance in the formation of
a new accordion soundscape. As its Ieading_\mode, scientists outline
arpeggiated pedalization - rhythmic g@h the effect of sound
dynamization; with delay of sounds at@ ast pace in figurations and
passages;), non-rhythmic (with arbi@?y introduction of voices; with
delay of melisma sounds; improvisational) and cluster crescendo, etc.
As common types of texturakxdigorithms, researchers also identify
polyphonic chordal transgd8ition movements and multi-octave
(twooctave) duplicationsi¥?

A Iarge—sc%le group of stereophonic methods consists of:

148 Cramescekuit A. KnactepHa Texmika y cydacHiil 6GasHHiil Mysuui
YKpaiHChKHUX KOMNO3uTOpiB. Bicnux HAKKKiM. Kuis, 2015, Ne 2. C. 86-89.
149 Cramescwkuii A. Tunosi GpaxTypodopMynu B cydacHiil Mysuiii jis GasHa
YKpaTHCHKUX KOMITO3UTOPIB: OTJISAJ Ta cucTeMaTu3ais. Kyasmypa Yipainu.

Xapkis, 2021. Bun. 73. C. 65-71.

10 Bipsicosa B. Crienupiuni i coHOpHi npuiiomMu rpy Ha 6asHi (KHOIKOBOMY
aKOpJICOHI) B apceHalli KOMIIO3HUTOPCHKUX 3ac00iB. AxmyanvHi npobremu

HAPOOHO-IHCIMPYMEHMANbHO20 — GUKOHABCMEa 8  Ykpaiui: icmopis i
cyuacnicme. Pisue, 2017. C. 116-122.
151 Tam camo.
152 Tam camo.
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stereo unison, which provides a unique overtone density, chronotopic
comprehensiveness of sound, similar to organ sonority; stereo
transmission of sound - its "migration"-"flowing™ between keyboards,
especially pronounced under the conditions of a slow tempo;
stereopulsation - "alternating rehearsal at a fast or moderate tempo of
the same sounds or harmony on different keyboards of the accordion,
which creates a unique "timbral-acoustic-phonic perspective" 1%

It should be emphasized that the latest genre-stylistic and
linguistic intentions of modern bayan art find expression on the visual
level in the latest graphemes and author's designations. Including:

- arbitrary improvisation of the performer (poco
improvis in Sonata No. 2 "Slovyanska™ by V. Zubytskyi), as well as an
outline of the scope of ad libitum improvisation;

- avoidance of time signatures, size, marking of tempo,
which additionally increases the interpretive gktatus of the performer as
a coauthor of the work (“After readin%YShevchenko. Causal..." 1.
Taranenko);

- arbitrary repetition oﬁhythmic patterns to the moment
determined by the artist and pass chosen by the performer ("After
reading Shevchenko. Causal...;'(l?‘ aranenko);

- marking wit{g}horizontal lines the beginning and end of
the intonation movemer@%"Aﬂer reading Shevchenko. Causal..." |.
Taranenko); <

- time determination of the duration of an absolutely
improvisational movement ("After reading Shevchenko. Causal..." I.
Taranenko);

- cluster glissandos within the height limits defined by
the
artist;

- air play;

- designation of sounds without clearly defined pitch
with fixation of rhythmic relief;

158 €pries 1. Ykpaincekuii «MonepH-6asH» — pEHOMEH CBITOBOTO MUCTEIITBA:
HaBu. noci6. Oxeca: [pykapebkuit nim, 2008. 168 c. C.77.
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- recording of musical material on 3 staves, using a stave
in the shape of a circle ("In the Constellation of the Centaur" by V.
Vlasov).

So, the conducted analysis allows us to state the renewal of the
palette of expressive means of bayan art with such innovations as: -
noise and percussion, sonorous effects in a variety of embodiments and
creative interpretations;

- use of the performer's voice as a means of expression;

- the significance of the cluster technique and new
algorithms of textured thinking;

- improvement of the pedaling technique, stereophonic
techniques, etc.

The experimental dimensions of modern accordion art find
expression in the updating of sheet music and author’s notes — markings
of uncertain pitch and duration of sound,_direction and limits of
intonation movement, pitch and time pa@meters of improvisation,
repetitions of intonation turns and @chmic figures, noise and
percussion effects, air play, moc@‘ﬁcations sheet music, which
determine performance freedom a@ﬁ‘the performer's new status as a co-
author-improviser. \)«

QQ’EPILOGUE

On the basis of%e analysis of the current state of
musicological knowledge on the issues of phenomenology and
ontology of the bayan art of Ukraine, its leading directions and
specific features are outlined, in particular:

- ascertaining the status of accordion art as a full-fledged
component of the academic musical space and the new universal
soundscape of the accordion as marked by a unique technical and
expressive potential and capable of being implemented in all spheres
of musical art;

- understanding the sound image of the accordion as a
systemic phenomenon of the modern musical culture of Ukraine, which
synthesizes the world and national experience of artistic reflection,
represents an innovative synthesis of the figures of the composer and
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performer and innovative dimensions of musical thinking and
language;

- the trend of universal representation of accordion art
based on a combination of phenomenological and ontological
perspectives;

- emancipation of the pop-jazz research vector;

- the development of new research modes in
understanding the specifics of bayan art: ontological-organological;
innovative and stylish; regional, in the context of which the
pedagogical and methodological and repertoire guidelines of the Kyiv,
Kharkiv, Lviv, and Odesa accordion schools are highlighted; personal
- in the dimensions of compositional and performing creativity with
precedents for the classification of personality types of the performer
based on the analysis of the stage activity of outstanding

representatives of bayan art;
- understanding the genre sgg{?ics of modern bayan art,

etc.
It has been established that\tﬁ(g/ development of the modern
pedagogical and methodological q&ourse on the issues of bayan art is
determined by the activation ok&rformance practice, the expansion of
the structure of professio education, the formation of a new
generation of performe%&‘d teachers focused on the synthesis of the
achievements of world and national artistic experience, and is
determined by the following features:

- the creation of a holistic system model of the formation
of the accordionist's creative personality, marked by taking into
account the theory of micro- and macro-intonation, pedagogical and
methodological refinement of regional accordion schools and related
fields of performance, accentuation of the co-creative nature of
performance art, the importance of improvisational principle,
performance tone;

- attention to the formation of an artistic image in the
context of performance interpretation;

- determined by the expansion of the stylistic and
expressive parameters of bayan art, the intensification of attention to
issues of performance technique and the formation of a performance
concept, namely: articulation in the context of organological and
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ontological perspectives of the understanding of bayan art, the
positional multiline applicative method, represented in technical and
expressive dimensions as a means of technical solutions tasks, ensuring
the realization of the meaning of performing art - broadcasting-
intonation of the artistic content of the work, affirmation of the
universal sound image of the instrument, capable of full functioning
and diversity of cultural contexts; texture as a marker of the uniqueness
of bayan art and performance interpretation, as well as one of the
foundations of understanding the specificity of self-realization by a
bayan performer in the context of concert practice; mastering the
specifics of polyphonic musical thinking as one of the foundations of
musical memory, a means of developing the skills of representation of
hidden voice management, correlation of melodic lines, development
of bellows technique, in particular in connection with the mastery of
the baroque style and its interpretive veléions in the works of
outstanding performers; é\’

- due to the formation of péw stylistic areas of accordion
art, attention to: pedagogical and me{ﬁo%ological substantiation of the
latest means of expression; spec&?es of the jazz mode of accordion
performance;

- innovative e{,@ation of the meaning of the performer's
independent work as a of forming a creative personality and the
ability to self-develop,(<a means of developing the intellectual and
cognitive component of the image of a creative personality, interpretive
competence, genre and style thinking and skills of independent
thinking and solving creative tasks;

- the trend of implementation of scientific and artistic
projects with  performance, pedagogical-methodical,

scientific-research, competition, etc. components, the diversity
of which is consistent with the universality of the modern sound image
of the accordion.

The identification of traditions and innovations in the modern
genre-stylistic field of accordion art has been investigated. It has been
established that the rhizomicity of the modern sound realization of the
accordion, which reflects the leading worldview guidelines of the post-
modern culture, is connected with the importance of both traditions and
innovations in the art of the accordion. Their detection is such
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directions as: folklore, marked by connections with the genre and style
realm of folklore, which is genetic for accordion art; academic, in the
context of which, based on the synthesis of traditions and innovations,
the academic status of the sound image of the instrument is asserted,
jazz-academic, jazz-pop, avant-garde, marked by a tendency towards
innovations. The variability of their implementation is enhanced by the
labile interpretation of established genre models in the context of trends
of genre mixing, blurring of their constructs, and avoidance of genre
certainty.

The specifics of the genres of translation and transcription in
modern bayan art are considered. It is emphasized that the genres of
translation and transcription are traditionally significant in the process
of academization of bayan art at the turn of the 20th - beginning of the
21st century. in the light of the tendency to raise the status of timbre in
its constructive and semantic dimensions, they appear as spheres of
timbre transmission and the establishme a new universal sound
image of the accordion. In these genrgs\/different tendencies of the
representation of the original sourc%care distinguished: centripetal -
oriented to the preservation of th%)%riginal image" of the work (in the
work of L. Horenko, V. Podgbrny); centrifugal - focused on the
realization of the sound imagef the accordion through the prism of re-
intonation of the work, stral interpretation of the sound image of
the accordion, creative f@thinking of the artistic image of the work (in
the works of M. Risol, V. Vlasov, V. Zubytskyi, O. Mishchenko, I.
Sniedkov, O. Nazarenko, A. .Strilets) and his stylistics in terms of
genre-style diffusion (in the works of V. Vlasov). Common features of
these genres are attention to the timbre-textural principle, the desire to
reproduce the general intonation idea of the work, in particular, specific
means of expressiveness of accordion art, the tendency to create a "two-
author work".

It has been established that the genre model of the suite in the
work of modern Ukrainian accordion artists is characterized by: the
variability of genre-mix directions; stylistic diffusion, which
determines the status of the genre as a link between cultures in
synchrony and diachrony; preservation of the significance of folklore
instructions and folklore intonation thesaurus (in the works of V.
Vlasov, Ya. Oleksiv, V. Zubytskyi) at the same time as enrichment of
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sonorous and stylistic dimensions; the importance of neo-baroque
trends, neo-romanticism, neo-impressionism, polystylistics, modern
avant-garde techniques; symphonization trends (in the works of V.
Zubytskyi, V. Vlasov, A. Biloshitskyi); synthesis with the features of
the program cycle (in the works of V. Vlasov, A. Stashevskyi, O.
Kolosovskaya), architectural features of the sonata, creation of "forms
within a form", synthesis of folklore vocabulary, sonorics, polyphonic
thinking, cluster technique (in the works of V. Zubytskyi) ; the
tendency to expand the suite and create mini-cycles within it (in the
works of A. Stashevsky); reflection of postmodern content, in
particular parodic instructions (in the works of V. Vlasov) and jazz
stylistics.

The variety of stylistic modes in the partita genre is considered,
in which the sound image of the instrument as a mediator between
cultures appears in the light of national and ~Qcademic intentions, the
synthesis of academic and jazz-pop listics, guidelines of
polystylistics, in the context of the pr, &S5 of updating the musical
language and thinking with features zz stylistics at the scale level,
rhythmoneme, specific means of ormance, etc.

The vectors of indiyggdalized and stylistically pluralistic
interpretations of the sonat Q;jenre are considered, which mark the
specificity of the proces academicization of accordion art and the
sound image of the inftrument and reflect the significance of such
trends as:  neoclassicism, neoromanticism,  neofolklorism,
postmodernism and minimalism; symphonization and genre diffusion
(synthesis with rhapsody - Sonata-improvisation "Bukovynska" by V.
Vlasov, ballad - Sonata-ballad by Ya. Oleksiv, polyphonic genres - in
the works of Yu. Shamo, V. Bibik, V. Balik, poem, novella, capriccio)
; approbation of the principles of atonalism, dodecaphony, polyrhythm,
sonoristics, aleatorics; theatricalization of performance; synthesis of
multi-level transformations of the genre model: neofolklorism and
symphonization (First Bayan Sonata by A. Haydenko), neo-folklorism,
sonoristics, symphonization, synthesis with features of a suite,
saturation with non-traditional performance techniques (Sonata No. 2
"Slavyanska" by V. Zubytskyi), neo-folklorism and neo-romanticism
(Second accordion sonata by A. Haydenko), dodecaphony and
neoclassicism (Sonata No. 1 by V. Zubytskyi), classicism and
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neofolklorism (Sonata No. 2 by V. Zubytskyi); multicultural synthesis
of signs of sacred tradition, markers of folk music making and jazz (Y.
Oleksiv's Sonata-Ballad); synthesis of musical traditions of Europe and
the East (Sonata No. 3 by V. Zubytskyi).

It has been established that modern interpretations of the
accordion concerto genre demonstrate:

- pluralistic ~ combination-synthesis ~ of  stylistic
parameters:
neo-baroque (in the work of I. Shamo, A. Stashevsky, revealed in
particular in baroque genre forms, synthesis with a suite, allusions to
rhetorical figures); neo-romanticism, neo-folklorism and jazz (A.
Heydenko's First Accordion Concerto, marked by romantic poetry, the
significance of the romantic principle of genre re-semantization, folk
intonations, timbre markers of the folk realm, syncopated rhythms and
swinging effect); neo-folklorism and neo-romgnticism (Concerto No. 2
by A. Heydenko for accordion with chamb@vorchestra, marked by the
importance of programming, authe i© sources, theatricalization,
allusions to onomatopoeia); avant—gq&e directions (theatricalization,

testing of innovative vocabular d performing techniques in the
works of A. Stashevsky, V. Z kyi);

- the formatioghdf new modifications of the genre model
based on quotation and Q&Iage ("Pezza de la Piazza" by S. Lunyov,
"Rossiniana" by V. Zu%ytskyi), synthesis of classical compositional
principles, timbre markers of the folklore sphere, big-beat style,
avantgarde vocabulary, technical techniques and means of expression
("Omaggio ad Astor Piazzolla" by V. Zubytskyi);

- intertextual projection in the context of sacred tradition
(concert triptych "The Last Judgment” by V. Vlasov, marked by the
importance of baroque signs, allusions to the features of
impressionism, emancipation of dissonance, sonorous effects);

- the intensity of the co-authorship of composers and
performers.

The experimental modes of the genre-stylistic sphere of the
modern national bayan art are studied, which are outlined by their
significance:

- an innovative interpretation of the timbre dimension of
the accordion's sound image in a variety of genres and styles in various
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ensembles with instruments from the folk, academic, pop and jazz
spheres (violin, viola, cello, double bass, guitar (acoustic and electric),
piano, tenor saxophone, saxophone- soprano, oboe, bassoon, trumpet,
bandura, synthesizer, string orchestra;

- tendency towards genre uncertainty and "anti-genre",
postmodern simulacrumization of the genre ("Quazi-sonata" by L.
Samodaeva, marked by the synthesis of markers of cultures different
in time and space and the approbation of thought and language
constructs of postmodernity);

- tendencies of theatricalization and delegation of the
executive role of the co-author;

- the combination of innovative directions, which
determines the cardinal transformation of the accordion's sound image.
In the work "Telephone Conversation" by V. Vlasov, this is reflected:
polyfunctionality (performer, improviser, c&—author, actor) and the
duality of the image of the performer-repr@ntative of two characters,
the formation of an extra-genre a@p extra-stylistic space, the
significance of sound imitation, me@?mgful, dramatic and emotional
figurative function of leit inton s (descending second, question
intonations), structuring funct@? of verbal cues, lack of tonal and
metric supports, accent rhy¥ms, emancipation of dissonance and
cluster, significance ofOQpecific percussion techniques, potential
openness of the wK's form, theatricalization, approach to
performance;

- approbation of the guidelines of aleatorics, rejection of
the traditional parameters of tempo, metro-rhythmic regulation of the
musical process, the dominance of the improvisational principle
("Infinito™ and "In the Constellation of the Centaur" by V. Vlasov,
"After reading T. Shevchenko. Causal..." by I. Taranenko ).

It has been established that the synthesis of innovations and
traditions in the context of modern national accordion art is reflected in
the innovative conceptual-thematic, genre and figurative realm,
connected with the multicultural representation of the sound image of
the instrument in the parameters of sacred and secular traditions, in
particular, modern musical thinking and language. In the works of V.
Runchak ("Kyrie eleison”, "Sonata No. 1 Passione", Piccolo Concerto
"Messe da Requiem"), this is reflected in the genre and verbal markers
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of the sacred tradition, the "organic" interpretation of the sound image
of the accordion, rhetorical figures, the combination of various genre
forms historical and cultural origin, innovative vocabulary and means
of expression.

In the pluralism of genre embodiments of sacred themes in
modern national folk-instrumental music, the following leading
directions are revealed:

- the importance of focusing on established genre
models of religious musical art, mainly of the Catholic tradition ("Kyrie
Eleison" by V. Runchak, hymn "Ave Maris Stella" by V. Larchikov);

- the tendency of "canonical" interpretation of genre
models, determined by their modulation from the religious locus of
functioning into the concert space (“Passion for Vladyslav" by V.
Runchak);

- focus on creating mixed genge compositions (piccolo
concerto "Messa da Requiem™ by V. Runc l}

- a tendency toward Oexperimental, genre-free,
programmatic representation of sacregf?éﬁemes (Concert Triptych "The
Last Judgment" by V. Vlasov, "T@@s spoke God" by A. Tomlyonova),
in particular with the significa,qx?e of the synthesis of musical, verbal,
visual principles and the te cy of theatricalization (“Passions after
Vladyslav", "Messa da @Uiem" by V. Runchak, "Cemetery Music",
“The one who comes o of the circle” by K. Tsepkolenko);

- synthesis of genres-markers of musical art of different
eras - medieval (choral, passion, requiem, mass), baroque (small
polyphonic cycle, concert, suite), classicism (sonata, symphony),
romanticism (poem, transcription, "song without words" );

- representation of genre mixes as an embodiment of the
dialogue of cultures (Sonata "Passione", "Messa da Requiem™ by V.
Runchak).

The stylistic specificity of the works of modern Ukrainian
composers on sacred themes is determined primarily by the total
attraction to the creation of a cultural polylogue, which finds expression
in the following features:

- the importance of traditional folklore "vocabulary";

- the importance of modern stylistic trends and
compositional technigques (sonorics, aleatorics,

104



minimalism,  polystylistics, dodecaphony, seriality and
seriality, collage);

- saturation of the musical language with innovative
elements - clusters, emancipated dissonance, chromatized chords,
dissonant polyfunctional chords (in particular non-third construction),
"ametric" and exceptional metric lability, absolute improvisation,
untempered sonority, polytempo, emancipation of percussion,
polyrhythms, microdynamics, " approximate" pitch;

- creation of precedents for the projection of sacred
themes into the sphere of the musical third layer, which is manifested
in its representation "through the prism" of bossa nova, rock and roll;

- the significance of the principle of contrasting
combinations in the works of stylistic layers: academic and folklore,
religious and secular, temperate and untempered, Western European
and national, etc.

A significant component of the spgd#ic stylistic, musical and
expressive range of works on sacred th by Ukrainian artists at the
turn of the 20th—21st centuries. is tr\e@reation of a cultural polylogue
at the level of appeals to semant&as and intones as symbols of the
sacred principle and religious tkadfition.

The  specificity ?\D of the stylistic
dimensions of epresentation of sacred themes in the
work of modern Ukrairfan composers is determined by the
significance of the palette of such innovative performance tools as:

- a consonant focus on the representation of sacred
themes as a concentrated embodiment of cultural memory and spiritual
searches of modern man, a general attraction to innovative timbre
combinations (violin and accordion; bandura, accordion and chamber
orchestra; accordion, reader, symphony orchestra, rock group;
accordion and bassoon);

- the emancipation of glissando, clusters, vibrato, the
action of the air valve as fundamental means of expressiveness;

- percussion effects — ricochet, fist blows, finger blows
on the body of the instrument, blow on the bellows, glissando on the
frets with the fist;

- dynamic effects — cluster crescendo and cluster
diminuendo; - technical effects — bellows tremolo, silent bellows
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operation; - singing / recitation / whistling of the performer /
performers; - the importance of audio-visual synthesis.

The outlined features of the conceptual, genre, stylistic and
expressive interpretation of sacred themes in the work of modern
Ukrainian composers for folk instruments enable the positioning of this
thematic sphere in the context of national folk instrumental art of the
20th-21st centuries. as a large-scale area of the cultural polylogue, in
which the new status of the soundscape of the accordion as a bearer of
national and world cultural artistic memory is confirmed.

It was established that the formation and expansion of the
palette of the newest means of expression, which in particular mark the
modern sound image of the accordion, is due to the search for new ways
of its sound realization, the emancipation of timbre and rhythm, the
decentering and reformatting of the hierarchy of the means of
expression of musical expression, the undgrstanding of innovative
means of expression as significant in @vprocess of performing
interpretation.

The palette of new means Xpressiveness is analyzed, in
which the following gain weight: adtse effects - the use of an air valve;
ascending and descending glisqs?ndo with the fingernails on the right
keyboard without opening valves; clicking with fingers, switch
registers; silent pressin keys, in particular when the bellows is
closed; percussion effééts — blows on the body of the instrument,
registers, keyboard, bellows percussion, use of auxiliary sources of
percussion, full percussion with the left hand; bellows rhythmization,
etc.

Innovative dimensions of the accordion's sound image provide:
sound imitation techniques, stereo tremolo, reverse tremolo, ricochet;
tempered and untempered glissando (in a variety of incarnations),
various vibrato options; the vibration of the instrument when it is
thrown up with the left knee (which violates the performer's stature and
introduces elements of theatricality); the use of the performer's voice
as a means of expression (shouting, recitation, whistling, singing,
speaking into a bellows, into a keyboard, pronouncing phonemes);
various forms of cluster technology; updating billing instructions
("recalling keyboards"); improvement of pedaling technique (rhythmic
and non-rhythmic arpeggiated pedalization), cluster crescendo;
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stereophonic techniques (stereo unison, stereo transmission of sound,
stereo pulsation). The visual markers of the innovative sphere of
sonority are a complex of the latest graphemes and author's notations
(regarding undefined pitch and duration of sound, direction of
intonation movement, limits of improvisation, repetition of rhythmic
patterns and passages, playing with air, modifications of the staff,
recording on 3 staffs), which determine the new status of the performer
as a co-author-improviser.
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