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IMPROVED FOLK INSTRUMENTS AS A FACTOR OF HOLISTIC SYSTEM OF ACADEMIC
MUSICAL AND INSTRUMENTAL CULTURE OF OUR TIME

The purpose of the work is to determine the logic of the musical-historical process of academization of the im-
proved bayan/accordion, domra, balalaika, and bandura of the second half of the 20th - the beginning of the 21st centu-
ries. The methodology of the study involves the use of aesthetic-cultural, comparative, theoretical and historical meth-
ods, as well as the analytical approach, which form a unified methodological basis. Along with the complex method, a so-
called system approach is needed, which allows the object to be comprehensively studied at the most diverse, but inter-
related levels. The scientific novelty of the work appears in the expansion of ideas about the genesis and functioning of
academic musical and instrumental art as a holistic artistic, culturological and musical phenomenon, taking into account
the key role of performing forms of being in the present and the need to update the instrumental-sound phono-sphere of
modernity, which is immanently consistent with socio-historical , performing and timbre-textual properties of the ad-
vanced folk instruments of our country. Conclusions. The logic of the musical-historical process of academization of
bayan/accordion, domra, balalaika and bandura reveals the socio-historical, artistic-aesthetic, instrumental-performing
and culturological prerequisites of the phenomenon, among which the author specifically highlights the demand for
"fresh” instruments by the very composer's creativity in change of its paradigms in favor of the emancipation of sound;
immanent readiness of the "musicians playing folk instruments" to improvise-experimental acts of "sound search"; per-
spective for the academic phono-sphere of the "ultimate" chamber nature of plucking instruments.

Key words: musical instrument, improved folk instruments, academic musical and instrumental culture, aca-
demic music.

YepHoisaHeHKko Anna mumpieHa, kaHOudam mucmeumeo3Hascmea, doyeHm, npoghecop kaghedpu Hapoo-
Hux iHcmpymeHmie OdecbKoi HauioHanbHOI My3u4Hoi akademii im. A. B. HexxdaHoegol

YOoockoHaneHi HapogHi iHCTPYMEHTM $fIK YMHHMK LiflicHOI cucTeMu akagemiyHoi  MY3U4HO-
iHCTPyMeHTanbHOI KynbTYypyu Cy4acHoCTi

MeTa cTaTTi nonarae y BU3HAYEHHI NOTiKM MY3UYHO-ICTOPUYHOIO npoLlecy akagemisadii yaockoHaneHux 6as-
Ha/akopgeoHa, fompu, 6anananku, 6aHgypu apyroi nonosuHu XX — novaTtky XXI cronite. MeTogonoria gocnigkeHHA
nepenbayae 3acTOCyBaHHA €CTETUKO-KYNbTYPOSIOriYHOro, KOMNapaTUBHOIO, TEOPETUYHOrO Ta iICTOPUYHOrO MEeTofiB, a
TaKoX aHaniTU4YHOro MiaxoAay, siki yTBOPHOKOTb €AMHY METOAOMOriYHy OcHOBY. lopsag 3 KOMMNNEKCHMM MEeToaoM Heobxia-
HWA | TaK 3BaHU CUCTEMHMI MiOXid, WO OAE 3MOry Ha CaMMUX Pi3HMX, ane B3aEMOMOB'A3aHUX PiBHSIX, BCEGIYHO BMBUUTHU
0o6'ext. HaykoBa HOBM3Ha nonsrae y po3WMPEHHi YABMEHb MPO reHe3uc i yHKUiOHYBaHHA akagemiyHOro My3u4HO-
iHCTPYMEHTanbHOro MMCTELTBA SK LIiNICHOr0O MUCTELBKOrO, KyrnbTypOSOriYHOro Ta My3nyHoro peHoMeHa 3 ypaxyBaHHsIM
KIOYOBOI poni BUKOHABCbKMX pOpM BYTTS My3WKM Y CbOroeHHi Ta HeobXigHOCTi OHOBMEHHS IHCTPYMEHTarnbHO-3BYKOBOI
doHoCcdepn Ccy4acHOCTi, YOMY iIMAHEHTHO BiANOBIAAKOTH CoOLianbHO-ICTOPUYHI, BUKOHABCLKI W TemMbpanbHO-akTypHi
BNACTUBOCTI YOOCKOHaNeHNX HapoAHWX iIHCTPYMEHTIB Halloi KpaiHu. BucHoBku. BusHayeHa y cTaTTi norika Mysu4Ho-
icTOpMyHOro npouecy akagemisauii 6asHa/akopgeoHa, gompu, 6anananku, 6aHoypu BUSIBNSE COLianbHO-ICTOPUYHI, Xy-
OOXHbO-€CTETUYHI, IHCTPYMEHTanbHO-BMKOHABCHKI, KyNbTypOrOrivHi MepeayMoBM ABMLLA, Cepea AKUX aBTop creuianbHo
BUAINse 3atpebyBaHiCTb «CBIPKMX» IHCTPYMEHTIB CaMOK KOMMO3MTOPCLKOK TBOPYICTIO B 3MiHi il NapaaMrmm Ha KOpuCTb
emaHcunadii 3ByKy; iMaHeHTHY rOTOBHICTb «HapOAHMKIBY» A0 iMNPOBI3aLiNHO-eKCNepUMEHTaNbHNX aKTiB «MOLLYKY 3BYKY»;
NepCneKTUBHICTb ANS akaaeMivyHoi hoHOCHEPU «TPAHUYHOY» KAMEPHOI NPUPOAM LLMMKOBUX.

KnroyoBi cnoBa: My3W4yHWA iHCTPYMEHT, YAOCKOHaneHi HapoAHi iHCTPYMEHTW, akagemiyHa My3UYHO-
iHCTpyMeHTanbHa KynbTypa, akageMidyHa my3auka.

YepHouegaHeHKko Anna [JmumpueeHa, kaHOudam uckyccmeogeOeHusi, doyeHm, rpogheccop kaghedpb! Hapoo-
HbIx uHcmpymeHmos Odecckol HayuoHanbHoU My3bikanbHoU akademuu um. A.B. HexdaHoeol

YcoBepLeHCTBOBaHHbI€ HAPOAHbIE MHCTPYMEHTbI KaKk KOMMOHEHT LileJIOCTHOW CUCTeMbl akageMU4eCcKomn
My3bIKaJIbHO-MHCTPYMEHTasIbHOW KYJIbTYpPbl COBPEMEHHOCTH

Llenb paboTbl 3akntoyaeTca B onpenerieHny forvknm My3blkanbHO-UCTOPUMYECKOro mnpolecca akagemusauum
yCOBEpPLUEHCTBOBaHHbIX H6asiHa / akkopaeoHa, AomMpbl, 6ananariku, 6aHgypbl BTOpPor NonoBuHbl XX - Hayana XX| Bekos.
MeToaonorus uccnegoBaHUA npeanonaraeT NpUMEHEHUE 3CTETUKO-KYNbTYpONOrMYeckoro, CpaBHUTENbLHOMO, Teope-
TUYECKOro 1 UCTOPUYECKOTO METOAOB, @ TaKKE aHaNMTUYECKOrO NOAxXoAa, KoTopble 0bpasyloT eanHyo MeTofonornye-
CKYH0 OCHOBY. Hapsily ¢ KOMMNEeKCHbIM METOA0M HEOOXOAMM M Tak Ha3biBaeMblA CUCTEMHbIA MOAXO0A, NO3BONSOLWMMA HA
caMbIX pasHbIX, HO B3aMMOCBA3aHHbIX YPOBHSIX BCECTOPOHHE M3y4nUTb 00bekT. HayyHas HoBu3Ha paboTbl BbISBNSETCA
B pacLUMPEHUN NPeACTaBMEHUA O reHe3nce U (PYHKUMOHMPOBAHUN akadeMUYeCcKoro My3blKarbHO-UHCTPYMEHTANIbHOMO
MCKYCCTBa KaK LIeNTOCTHOIO XYAOXXECTBEHHOTO, KyrbTypPOSIOrMYecKOro n My3blkarbHOro beHoMeHa C y4eToOM KITHo4eBOW
PONN UCMIONHUTENBHBLIX (POPM BbITUSA MY3bIKM B HACTOSILLIEM Y HEOOXOAUMOCTU OOHOBINEHNST MHCTPYMEHTANbHO-3BYKOBOW
oHocdepbl COBPEMEHHOCTU, YEMY UMMAHEHTHO COOTBETCTBYHOT COLIMANbHO-UCTOPUYECKNE, UCTIONHUTENBCKNE N TEMO-
panbHo-aKTypHble CBOMNCTBA YCOBEPLLUEHCTBOBAHHbIX HAPOAHbIX MHCTPYMEHTOB Halleln cTpaHbl. BbiBoabl. [NpoaHanu-
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31poBaHHasl B cTaTbe fornka MysblkarbHO-MCTOPUYECKOrO npouecca akagemusaumn GasiHa / akkopdeoHa, dompbl, 6a-
nanavku, 6aHOypbl  BbISBMSIET  COLManbHO-UCTOPUYECKUE,  XY[AOXXECTBEHHO-3CTeTUYECKMe,  WMHCTPYMEHTasbHO-
MCNOMNHUTENbLCKME, KyNbTYpOoriorniyeckie Npeanochinku SBreHnsl, CPean KOTOpbIX aBTop creuuansHo BblAenseT BoCTpe-
6OBaHHOCTb «CBEXWX» UHCTPYMEHTOB CaMVMM KOMMO3UTOPCKUM TBOPYECTBOM B M3MEHEHWM ee napagurMbl B Mosb3y
aMaHcuUnauuu 3ByKa; MMMaHEHTHYI0 TOTOBHOCTb «HapOAHUKOB» K UMMPOBU3ALMOHHO-3KCNEPVMEHTANBbHBIM aKTaM «Mno-
ucka 3Byka»; NepcneKkTUBHOCTb ANs akagemuyeckon hoHocdepbl «npeaenbHO» KaMepHOW Npupoab! LLMMNKOBBIX.

KnioyeBble cnoBa: My3blKarnbHbI MIHCTPYMEHT, YCOBEPLUEHCTBOBaHHbIE HAPOAHbBIE NHCTPYMEHTLI, akageMuye-
ckasi My3blKarnbHO-MHCTPYMeEHTanbHas KynbTypa, akagemmyeckas My3sblka.

Relevance of research topic. Modern musicology, performing-theoretical, cultural and some other
scientific fields represent a rather variegated picture in the definition of genre-style types of musical creativity
and the corresponding conceptual-categorical apparatus. This largely concerns the functioning of the aca-
demic musical and instrumental culture of the present, which the author of this article considers as a holistic
phenomenon, a fundamentally new system that is not simply a sum of knowledge about instrumental music,
musical instruments, composer and performances of instrumental expressiveness, and finally the philosophy
of musical instrumentalism (the latter is specially accented by I. Nazin [11]). In the given system of academic
musical and instrumental culture of the last third of the 20th - beginning of the 21st century, the academic,
yet still so-called folk instrumental art (in its performing, composer, instrumental-organological, scientific and
theoretical aspects) is distinguished by the qualities of the "strain” of development, inherent (because of the
recent, "in the eyes of the living generation" of the origin of the improvisational, folklore type), the openness
to various types and polytypic genre-style phenomena of musical creativity, theatricalization, at the same
time showing all the necessary academic positions of music. The discovery of such specific and general pa-
rameters of musical and instrumental academism is an actual cut of the scientific research of the present.

The purpose of the study is to determine the logic of the musical-historical process of academization
of the improved bayan/accordion, domra, balalaika, and bandura of the second half of the 20th — the begin-
ning of the 21st century.

Presentation of the main materials. First of all, in the context of the rising problem, it is necessary to
consider the concept of academic music and academic musical and instrumental culture. As V. Holopova
notes, "in our time, when the word" music "is pronounced, there is definitely a need for clarification — which
music: jazz, variety, academic, traditional, oriental or other" [15, 1]. However, "the division of music into" light
"and" serious "remains fundamental, despite the various attempts to synthesize one another" [ibid.]. D. Kaba-
levsky, I. Stetsyuk, M. Abakumov and others also note the most radical general division of music into "seri-
ous" and "easy" [10]. Obviously, under the first group (or kind) the researchers have in mind the academic,
classical, "high" music, etc. (in German terminology — E-Musiik — Egnest Musiik), under the second — the
mass, popular, amateur, entertaining one (U-Musiik — Unterhaltungsmusik). V. Kholopova notes that in the
20th century cultural studies these two types are defined as "academic” music (including "academic avant-
garde") and "non-academic”. However, for some time, in domestic science prevailing somewhat different
dualism in the distribution of music: on vocal-composing (opera-symphonic, chamber vocal and instrumental)
creativity and musical folklore (folk music) [9, 887], noted by well-known researcher of traditional instrumental
work |. Matsievsky: "One way or another in the professional and amateur artistic creativity of European peo-
ples, two branches of instrumental art were formed: 1) academic, connected with the European musical sys-
tem, the practice of functioning, education , genre- and shaping; 2) unscriptural, connected with the specific
national standards of being and structuring, as well as entering into a range of phenomena of traditional art.
The first will be called the academic one, the second — the folk instrumental music "[8, 28]. Today, in the
world musical culture, there are three distinct categories that are called "layers" by V. Konen. The first of
them is the folklore; the second is the composer opera and symphony art. Especially the researcher high-
lights "third stratum”, many types of which differ from each other "and aesthetics, and the type of peculiar
professionalism, and for belonging to different national cultures and historical periods" [4, 4], which exists
entirely independently as between the two first, distances itself from both, although interacting with them, is
developed in accordance with its own laws. In connection with the specificity of musical instrumentalism, L.
Mazel's reference to three "stadiums" of the development of musical art is also interesting: "musical folklore";
"oral professionalism" (including "an unwritten sphere of professional instrumentalism," according to
I.Matsievsky); professional European composer culture [7] — understood not as chronologically changing
stages of development, but as different types (systems) of music.

However, in the practical musical way of life, there is a rather colorful picture of the specific notions
of music, among which there are formed something like stable pairs-antinomies according to genre-style,
historical, instrumental-organological, national features, performing arts, ideological-figurative content (folk-
lore — academic, folklore — composer, mass — elite, professional — amateur, variety — classical, serious — en-
tertaining, western — eastern, old — modern, secular — spiritual, vocal — instrumental, individual and author —
anonymized — traditional, oral — written tradition, applied — autonomous, music as a work (Opusmusik) — and
both activities, etc."); and semantic crossings leading to synonymization (classic, serious, academic, folkloric,
traditional, folk, national, entertaining, light, mass, popular, relevant, popular, etc.); as well as various syn-
thesized titles - popular academic, variety jazz, folk jazz and others. All of them are thoroughly analyzed in
the dissertation of A. Kulish, performed under the scientific guidance of the author of this article [5]. Without
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going into details about the coverage of the first and third layers of music, let's move directly to the second
one - the academic ("professional composer creativity of the European tradition”, by V. Konin [4, 27]).

The key positions in the definition of this type of musical work in various researchers (the works of V.
Konin [4], V. Kholopova [15], A. Zucker [16], Y. Loshkova [6], A. Kulish [5] and others) are the following:
complex professionalism, "marked by its unique features" [4, 24]) — "professional autonomy" (G. Eggebrecht
[citation for 16]), unlike the national, where both professionals and nonprofessionals act (however, with re-
gard to instrumental performances in the folkloric tradition, professionalism, and rather complex, is also an
important principle [8]); ideological-spiritual (the connection of this layer with high spheres of the spirit in the
social and ideological-figurative aspects) and musical-technological (the principle of notation, the law of close
and continuous coming, semitone tempered system, strictly organized polyphony, thinking of large-scale
concepts) continuity from the temple musical practice, which justifies the use of the terms as "serious" or
"high" music; written form of fixing of the author's (composing) text, which includes "a high degree of ordering
of the main components of artistic communication, the stability of the relationship of the composer, performer
and listener, which form sustainable forms of existence with all modifications," according to A. Zuker [16]; the
latter is closely linked to genre continuity, "which extends through the centuries" [ibid], as well as the phe-
nomenon of opus, a musical work (which has been challenged in recent decades due to the strengthening of
the role of the performer and the change of paradigms of composers' means); finally, the European tradition,
expressed as an indication of its origin, and its continuity later created by the national composers' schools.

V. Konen, systematizing the "specific, indisputable features of the music school opposing the genres
of the 20th century" and folklore, puts forward the name of "professional composer creativity of the European
tradition", immediately suggesting that it should be reduced [4, 27] and arguing his objection to the term
"academic" by the fact that the latter "by virtue of certain traditions ... means the cultivation of the runaways
in the past and frozen in its development of rules" [4, 19]. However, the term "academic music" (tradition,
culture) is more concise (and widespread), given the high purpose of the first musical academies (from the
XVII century.), the essence of the term is more determined than inevitable in any phenomenon conservatism.
The definition of the concept of "academic music" is still an open process, although in the musicology and
performing practices it is actively used (often confusing or synonymizing with the concepts of classical, high,
European composer, opera-symphonic, professional, etc. - their comparison is carried out in the dissertation
A. Kulish [5], absolute). Wikipedia's Folk Thought offers the following definition: "Academic music is music
that is inherited from, first of all, formed in Europe in the seventeenth and nineteenth centuries musical
genres and forms (opera, symphony, sonata, etc.), melodic and harmonious principles and instrumental
composition "[1]. This definition effectively removes from the academic rocks a huge layer of professional
composer music - aleatory and other techniques of modern composition, with an open form, mobiles, etc. In
the thesis of A. Kulish under academic music means "professional European composer music of written
tradition, which has the following" square "of value criteria proposed by V. Kholopova: positivity, size,
originality, completeness of expression, as well as the music of national composer schools that arose in
imitation of the mentioned European one"[5] (note that V. Holopova subsequently added to these ethical and
aesthetic criteria the fifth" - psychological one: the desire to return to the heard more than once "[15]).

The formation of the same academic music chronologically coincides with the development of the
XVIII century, firstly, the aesthetics of science (the science of sensual knowledge, by A. Baumgarten, and the
science of the beautiful), and secondly, the emancipation of musical instrumentalism. In this connection, we
should call the European term "absolute music" associated with the distraction of music as such "from every-
thing except its own musical nature and elevated above the functional purpose" [15, 6]. Moreover, in the 19th
and 20th centuries "... for the reason that the instrumental music is devoid of association with the text and
the program, the listener requires especially deep attention, especially concentrated listening, it, according
Dalhous, eventually replaces church music at the level of the "holy art" [17, 143]. The term "absolute music"
(absolute Musik) at the turn of the eighteenth and nineteenth centuries was nominated for the definition of a
new musical phenomenon of "music with an angry word" (instrumental, saturated with living language intona-
tions and speech-language logic of their relations) by the German aesthetic thought (more on this [15; 18]).
Thus, that was the end of the formation of autonomous music, "capable of expressing everything and not
requiring any support.” The notion of "absolute music" played an important role in affirming the "instrumental
paradigm" of music on the theoretical and practical levels; in its context the phenomena and concepts were

studied, as well as the fundamental properties of music as a form of art, such as "unpredictability", "inertia",

“inner essence", "pure content", “ideationality”, "uplift’, "poetic", "the spirit of the world", "infinity", "infinite
melody", "infinite harmony", "new aesthetics of the number", "specific music", etc. However, in the native
musicology the term did not fit, although there was the expression "pure, unprogrammed instrumental mu-
sic". For the declared in the beginning of the article the phenomenon of instrumental academic culture
(where we also include "software" instrumental music), this term does not cover the entire completeness of
the phenomenon. As for the definition of "academic musical and instrumental culture”, it involves the quality
of structured integrity (R. D. Benedict, Y. Bychkov, G. Gachev, M. Kagan, A. Moal, I. Nazina, A. Sokolova,
etc.). If the concept of music is "... historical. It is constantly changing. The fact that yesterday was not yet
music, at the end of a certain time it becomes it... it does not exist ... out of touch with human culture ... aris-

es and develops within the framework of culture, performs certain functions in it, and occupies a certain
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place in it " [2], then the "cultural model" of academic art, "taking into account statics and dynamics, is more
detailed and ramified and clearly demonstrates the explicit and hidden interrelations between subsystems
and elements" [14, 18] of this holistic, peculiar, independent artistic and aesthetic, difficult-professional, ma-
terial-substantial [19] and philosophical and mythological phenomenon [18; 12] (V. Kholopova directly calls
the academic music "culture" in contrast to "light" species — "subcultures” [15, 11]).

For the academic instrumental culture, the above mentioned positions of academic music are fun-
damental. And if the principle of "opus”, individual authorship (in favor of co-authorship with the performer,
but not the objections as such) is violated with the emergence of a laity and open form, then the "European”
can now be questioned (for example, the American minimalists directly borrowed "a rehearsal method "From
the musicians of India and Africa), then the value criteria (positivity, size, originality, completeness of expres-
sion, the desire to return) and syntactic processing of the intonational material (even avant-gardist V. Lyto-
slavsky quickly returned to the concept of motive with the corresponding syntactic registration) form the basis
of academic music. Obviously, the Saponov's most important conclusion about "the only written musical cul-
ture in the world (European professional - AC) as a factor of its" universality and world-wide universality of
artistic values ", a special" concept of musical art ", other aesthetic criteria, psychology, auditory tuning and
special methods of professional training remains a live issue [13, 4]. The complex professionalism remains
incompatible (due to the need to master a number of specific, non-domestic skills and forms of instrumental
movements, expressive intonation, artistry — inherent in instrumental culture and its folkloric expression).

In the stable communicative triad of academic music (composer — performer — listener) the author
remained the main figure for a long time. Without detracting from the importance of author's composer's cre-
ativity, we note that today researchers are increasingly talking about increasing the role of performing arts
and in the academic field - in comparison with folklore and "third stratum". It is significant that the greatest
number of coincidences in the characteristics of various, including the polar, specific parameters of musical
and instrumental culture refers to the genre-stylistic indicators, and recognition, the characteristic differences
affect, first of all, the performing style of instrumentalists and, to a lesser extent, the tools themselves. That
is, today the performer chooses the direction, manner, and style of the game, consistent with their own pas-
sions, possibilities, tastes, revolutionary finds, as well as listening interests and a vector of contemporary art
trends. Thus, the very performing forms of today music being form the actual directions of its development.
The performer, directly communicating with the public, thoroughly feels its advantages, and the ways and
forms of influence on it in terms of aesthetic and spiritual enrichment. In the creative biography of one per-
former sometimes there is a "matching incompatible" in the performance of various genre-type (academic,
folk, jazz, etc.) compositions.

For example, due to some reasons (revolutionary reconstruction of the instrument, immanent theatri-
calization of this type of instrumentalism, asceticism and charisma of the personality of the performers, the
typical degeneration of this kind of art into the chamber form, the active appeal to the instrument of the com-
posers of the highest echelon), it largely refers to bayan players. We will add here a Bayan to the "genetic"”
with the "visible" because of a small evolutionary-time interval with folk and popular mass roots (where the
singer is a key figure) and compelled, due to the lack of an original repertoire, the inclusion of the bayanists
in the composer's process (traditional composer education is based on knowledge of other instruments). Re-
cent positions are also related to improved domra, balalaika and bandura. Traditionally guitar creativity is
developing poly-stylistically. Thus, in the academic folk instrumental music, the role of the performing com-
ponent is initially large (reflecting the current state of the genre in general). And "forgotten" during the
academization of musical instrumentalism (in favor of orchestration), the luvian-harpsichord plucking of dom-
ra, balalaika and bandura today is both a "new" and an "old" new quality of the benefits of the "recruits"-
academists in poly-stylistic, innovative, sound and various neo-trends.

In addition, for instrumental music culture, the instrument itself, on which the composer’'s or co-
authored (with the performer) music is played, which, on the one hand, forms the embodiment of the musical
idea in the concrete forms of the organization of the intonational material (today — with the demand to find a
new sound, up to appealing to new instruments-figurants), on the other hand - instrumental music itself is
influenced by the instrument - its timbre, articulation, dynamic, sonorary, organo-logical, historical and mytho-
logical characteristics.

Today musical instruments as material objects of culture are actualized-personified not only in the
psychology of the performer (all known "relations" of the instrumentalist with his instrument) and "instrumen-
tal theater," but also in the direction of the so-called philosophy of instrumentalism, which has gained mo-
mentum in recent times (there is more about this in the works of Belarusian scientist I.D. Nazina, which in-
cludes such a philosophy to the pentade of traditional instrumental culture along with homo musicus (human
musical), musical instruments, performances, instrumental music [11]). For the academic musical and in-
strumental culture, inclusion in the "system" of performing art (co-creation) and musical instrument is also
relevant (composer — performer + instrument — listener). XX century attracted the composers to a new sono-
rous space, deep into the sound matter, to the "emancipation of sound" (L. Gakkel), the kingdoms of non-
translatable timbre formulas (as the reverse side of globalization-universalization), and here "Mr. Instrument"
plays a far-reaching role - he can instruct himself, and may sometimes even dictate to the composer, the
performer and even the listener not only means but also ideas, directions of their development.
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We agree with D. Varlamov's statement that "academic musical art, as well as folklore, is a move-
ment, not a state. The laws of this movement are universal: they obey the known evolutionary laws "[3]. This
author regards academia as "as a process of art movement, the transformation of disparate ethno-social cul-
tures into a global type of universal art called academic" "[ibid.]. However, the academy, which really "keeps
on" with universalization, does not deny the parallel process of specification of instrumental means of ex-
pressiveness characteristic of the modern stage of musical art (for example, the creation of "invisible texture
formulas” on all instruments). [19] Actually, this counter trend confirms also the academization of advanced
folk instruments of the Slavic countries in the second half of the twentieth century - the "fresh blood" of the
new timbrality in the "body" of several centuries of academic instrumentalism (in Europe, the
bayan/accordion and guitar originally began the parallel paths of academic and folklore, popular and mass
cultures). Of course, their academization is largely associated with performing enthusiasm, but the "old Eu-
ropean art" needed just such "surrender”, corresponding to the "century of timbrality" in the foreseeing of B.
Asafieva. We believe that the viability of any type and genre of art, including musical folklore, academic,
"third layer", directly depends on the degree of heuristic in the optimal coincidence with canonical tradition.
Any phenomenon is not insured against a negative post-syndrome (D. Varlamov points to the "academic
post-syndrome" as "the unification of musical thinking and activities ... typing, standardization, thinking of
stamps ... and leveling up of national identity" [3]) In terms of the same degree of heuristic, openness to in-
novations, improved folk instruments as "recruits" are distinguished by the beneficial qualities of enthusiasm
and "freshness".

Conclusions. The logic of the historical process of music and folk instrumentalism academization as
a reasonable, objective, legitimate reason being, but having a "metaphysical structure" (by Spengler), re-
veals the following options. We agree with h D. Varlamov in the identification of socio-historical (the revival of
national consciousness, orientation to a wide audience, development of instrumental and constructive
thought) and internal artistic and aesthetic (the formation of intonational thinking of the people and new artis-
tic and aesthetic poses in the public consciousness, the flowering of domestic culture, penetration into the
folk practice of written methods of storage and transmission of musical information, creation of improved de-
signs of folk instruments) prerequisites for the emergence of phenomena for the academization of instrumen-
tal-national-instrumental art, we would like to add a few factors of the conditionality, naturalness and inevita-
bility of this process.

1. From the standpoint of the theory of contemporary composition, it is worth noting the strengthen-
ing of the trend of finding a "new sound" in the context of the allocation of the latter in a special significant
artistic field. In this connection, "fresh”, but tested on academic career instruments — bayan/accordion, dom-
ra, balalaika, bandura (as "aspiring" original and new repertoire performers on them) were "at the right time
place ". The folk "trail* of the origin of these instruments only contributed to the immanent readiness of the
"folk instrument players" to improvise-experimental acts of "sound search" in co-production with composers.
Without going into details, we especially note the portability, design, texture and features of planting this type
of instrumentalism in today's organization of sonorous material. In the area of searching for new sound, the
bayan essentially outperforms the "extreme" chamber in sound production, tonality, articulation, dynamics,
and pinch plot. The last ones are, in our view, a huge academic perspective of phono-sphere confirmed by
the expressions and music of such composers as S. Gubaidulina, M. Zaitseva, E. Podhaytsa, A. Kusyakova
V. Zubytsky, Y. Gomelska etc.: meaning pizzicato and tremolo sonority of the "secondary cantilena” (a term
of Petryk V. [12]), not to mention the possibility of numerous original "unmovable" instrumental articulatory-
texture techniques.

2. "Above chamber character" of the plucked instruments, unique timbrality of plucked and it is fresh
and organic to current day (in conceptual and philosophical and acoustically-phonic plans) issue of emanci-
pation silence. Characteristically, this phenomenon is mainly realized precisely by instrumental and musical
means, which is associated with objective factors: instrumental silence captures a specific absoluteness of
silence (with complete negation of the earth's sound environment - breathing, involuntary motion, coughing,
etc.) and, simultaneously, a full objective (independent of human physical processes) will to go out from the
state of silence the state of sound (at that of art, to which the musical instrument is designed) hyperbolizing
the phenomenon of "doing" it, a manifestation of skill. In this case, special forms of musical and instrumental
performances are acquired (playing in the air, silent press of the keys or instrument valves, etc.), their theat-
rical visual hyperbolization, which helps to embody the "otherness" of sonorous tones and themes in their
artistic diversity. Portable design, bayan/accordion, domra, balalaika, bandura in a concert landing do not
restrict the artist's facial expressions and unfolds to the audience in such a way that the playgrounds of in-
struments and performing movements completely bring this additional expressive means of silence to the
audience.

3. The described visual-demonstration of the design, landing, playing performances, and the "loop"
of natural folklore improvisation-theatricality, allowing the bayan/accordion, domra, balalaika and bandura to
be in line with the actual trend of theatricalization of musical art, perhaps to a greater extent than other aca-
demic "brothers".
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4. Organically parallelism of the existence of the bayan/accordion in popular, pop-jazz, folklore; ban-
dura, domra, balalaika (the last two are rarer in the twenty-first century) in folklore spheres "works" — against
the backdrop of postmodernist poly-stylistic tendencies.

5. Let's remind that, as well as academic, folklore instrumentalism has a high degree of professional-
ism. Therefore, the transformation of the art of the playing on improved bayan/accordion, domra, balalaika,
bandura (with parallel existence in the folklore and popular fields) into academic instrumental culture is a
more "short transition" from the radius of one professional skill to the radius of another (similar to the geo-
metric parable of Avva Dorofiy).
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niPn3m YKPA'_I'_I_-ICbKO'I' MEHTAJIbHOI YCTAHOBKMU
TA Il MY3UYHE BUABJIEHHA

MeToro JocnigKeHHS BUCTYNae BUSABIEHHS cneumndiki nipuamy sik MeHTanbHO-couianbHOI SKOCTI yKpaiHCTBa i
CBOEPIAHOCTI 1T BTINEHHA B My3unyHin cdepi. MeToaonoriyHo0 0CHOBOK AOCNIAXEHHS BUCTYNAae iHTepancuunniHapHun
MUCINUTENBHO-CTUMBLOBUIA KOMMNapaTuB i KyNbTypOroriYHO-repMeHEBTUYHUIA CNocib 3Ha4YeHHEBOT iHTepnpeTauii Bigno.ia-
HUX NoGyooB HAyKOBOIO i My3MYHO-TBOPYOrO MUWCMEHHS Y NPoAoBXeHHs nosuuin T.AgopHo, O.floceBa, gocnimkeHb
0O.Cokona, O.Mapkosoi, O.Mypascbkoi Ta iH. HaykoBa HOBM3Ha ofepXaHux pesynbTaTtiB — TEOPEeTUYHO CaMOoCTilHe
YCBiAOMIEHHSA KOHUEHTPaLii HauioHanbHO-MEHTanbHOro BUSBMEHHS YKPAiHCTBA y TBOPYOMY «HOH-KOH(OPMI3Mi» YHUK-
HEHHS1 apTUCTUYHO-CTUITBLOBOMO «3MUTTA» HALUIOHANbHOrO XyOOXHbOIO BHECKY 3 >KaHPOBO-CTMMLOBMMM Mapagurmamm
3aranbHOEBPONENCHKOro CTUNBOBOro po3knagy. BUCHOBKN. «YKpaiHCbKMIA Nipn3M» 3a3HavyaeMO SK Crnoci® MUCIEHHS, B
SAKOMY paLjioHanicTu4yHa npegMeTHa pPO3MEXOBaHICTb 3HAaYeHb MPUHLMMNOBO KOPEryeTbCH MOHAA3MICTOBHUM «LUMPSIH-
HSM» €MOLHUX 3ryLLeHb — PO3piaXyBaHb, WO Hagae ocobnmMBoro poay LUTYYHOrO KyNbTYPHOrO PUTMY CaMOBUPAXKEHHIO
HOCIB YKpaiHCbKOI MeHTanbHOCTI. Buainserbca ncuxiyHa napagurmMa konmBaHb AYXOBHOI HAcHarv M AyLeBHOI xanobwu,
LLIO BRi3HAHHI B CIbO3HO-YMUNUTENBbHOMY MICTULM3MI YKpaiHCbKoro NMpaBocnas’s, ke MMHae MakcMManiam «BCeCcBiTOBO-
ro cnaciHHs» pocincbkoro Cxoay, ynoBatoum Ha 6GesnocepefHicTe 6pamcmea, WO BU3HAYae 0OYXOMEOPEHHY [10-
HadiHOusiOyanbHa OyuwesHicmb yKkpaiHcbko20 nipu3my. igkpecntoeTbcs couianbHUn PeHOMEH «NIyTaHUHW CLEHU 1
XKUTTS», SKMA B XKUTTEBOMY BUSIBIIEHHI 3a3Ha4a€e apTUCTUYHMI TOHYC CYCMiMbHMX i OCOBUCTICHMX pilleHb, WO B Mero-
[iNHO-NMICEHHOMY NPOSIBIIEHHI CTBEPOXKYBanNM MoparnbHO-OpraHidauinHi ycToi Hauii no3a gepxaBHO-0yAiBHUYMX 3yCunb i
SIKi, MOXNMBO, Byay4M BUCYHYTUMW Ha NEpPLUMIA NNaH HalioHanbHOro CaMOCTBEPAXEHHS Y KiHUi XX cTopiuusi, 34ilicHioBa-
nncsa Ha TNi BiACTOPOHEHHS dhaxiBCbKOT My3MKM Bif NiICEHHO-BOKanbHOro NposiBy Ha KOPUCTb KAMEPHO-iIHCTPYMEeHTanbHOI
«CKPOMHOCTi» CBOE| 3asIBKM Y Xy40XXHbOMY HaLlioHansHOMy GyTTi.

KnroyoBi cnoBa: nipusm sk couianbHUA peHoMeEH, NipM3M SK SKiCTb TBOPYOro BUSIBNEHHS, NOHaAiHAMBIAYyamnb-
Ha OYLIEBHICTb BUPaXeHHS, (haxiBCbka My3unKa, NonynsapHa XyaoXxHs cdepa.

LlleeyeHko Jlunusi MuxatinoeHa, kaHOudam nedazoa2udeckux Hayk, doyeHm Odecckol HayuoHanbHOU My3bi-
KanbHoUl akademuu umeHu A.B.HexdaHoeol

JIlnpnam ykpanmHckon MeHTanbHON YCTaHOBKU U ee My3bikanbHoe NposiBrieHne

Llenblo gaHHOro mMccrneqoBaHus BbICTYNaeT NposiBNEeHUe cneumduky nupmamMa Kak MeHTanbHO-CoLmnarnbHOro
KayecTBa yKpauHCTBa M CBOeobpa3HOCT ee BOMIOLLEHUS B My3blkanbHol cdepe. MeTogonornyeckon oCHOBOW UC-
crnefoBaHus  SABMSIETCA  MHTEPAMCUMMIUHAPHBIA  MbICITUTENBHO-CTUINIEBOA  KOMMApaTUB U KyNbTypOnornyecku-
repMeHeBTMYECKNA Cnocob CMBICMIOBON WMHTEpnpeTaumMn COOTBETCTBYIOLUMX MOCTPOEHUW HAyyHOro M My3blKanbHO-
TBOPYECKOr0 MbILWNEHNS B npogormkeHne no3vumin T.ApgopHo, A.JloceBa, uccnepoBaHuin A.Cokona, E.Mapkoson,
O.Mypasckovi 1 gp. Hay4yHasi HOBU3Ha MONy4YeHHbIX pe3ynbTaToB — TEOPETUYECKM CaAMOCTOSITENBHOE OCO3HAHME KOH-
LlEeHTPaLMN HaLMOHaNbHO-MEHTarbHOrO BbISIBNIEHUS YKPAUHCTBA B TBOPYECKOM «HOH-KOHhOpMU3ME» nsberaHus aptu-
CTUYECKN-CTUNEBOIO «CIUSHWUSI» HAUMOHANbHOIO XyAOXXECTBEHHOrO BKMada C XaHPOBO-CTMIEBbIMM napagurmamu o6-
LLleeBpoOnenckoro CcTMneBoro packnaga. BbiBogbl. «YKpauvHCKUA nupuam» obo3Havyaem Kak crnocob MbILNeHus, B
KOTOPOM paLMoHanucTMyeckas npeaMeTHasi pa3rpaHU4EeHHOCTb 3HAYEHUI NPUHUMNUANbLHO KOPPEKTMPYEeTCs Haacodep-
XaTenbHbIM «NapeHneM» 3MOLMOHATNbHbIX CryLLEHUN—Pa3peXeHUn, YTo npugaeT ocoboro poaa WUCKYCCTBEHHBIN Kynb-
TYPHBIA PUTM CaMOBbIPXXEHUIO HOCUTENEN YKPaMHCKON MeHTanbHOCTW. BbligenseTcs ncuxudeckas napagurma koneba-
HUA OYXOBHOTO COCPEAOTOYEHMS M AYLIEBHOW nevanu, KOTopble y3HaBaeMbl B CME3HO-YMUNUTENTbHOM MUCTULU3ME
yKkpauHckoro NpaBocnaBnsi, MUHYHOLLENo Makcumarnusam «BCEMUPHOrO CraceHusi» poccuiickoro Boctoka, ynoeatolero
Ha HEMocpeaCTBEHHOCTb bpamcmea, YTo onpeaensieT 00yXomeopeHHY0 HaduHOUsudyaribHyr OyWe8HOCMb yKpauH-
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