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The purpose of the article is to specify the approach to the interpretation of the expressive means, analyze and classify
instrumental, instrumental and vocal compositions, provide recommendations on genre and style features of musical
composition in the terms of contemporary instrumental transcription. The research methodology. The application of structural
method as to the technological process of bandura transcription revealed expressive means which determined the quality of
the process of transcription. The scientific novelty of the article is the development and systematization of the theoretical
bases of transcription for bandura; the author defines the stages of work with musical material in the process of the bandura
transcription and proposes his own articulations and techniques of sound producing in the transcription process. Conclusions.
The understanding of the features of musical expressiveness and their implementation with the help of the instrument is the
key element for the bandura transcription process. The person who is performing the transcription, first of all, should
familiarize himself with the chosen composition, play it, or listen to the recording or concert performance, recreate the
original work in a new instrumental context in his imagination taking into account the timbre similarity of the sounding of
the instrument. Interpenetration of different types of tunes is realized by the creative application of articulation. The main
articulations are a pluck of fingertips, a pluck of a fingernail, a combined pluck, stroke and a pluck stroke. Dynamic and
agogical accent, dynamic evenness of sound, various articulation techniques and performance dynamics depend on using of
these techniques. Sometimes a piece of music requires significant changes to be adapted for bandura as close as possible.

Keywords: bandura performance; sound producing; technique; stroke; pluck; art of performance; transcription-
translation

Introduction

Modernization of the bandura with regard to its design and performance techniques is an interesting and
important factor in the history of instrument development. The paper presents author’s inventions in sound
producing with the help of which new timbre characteristics were discovered and conditions for more conven-
ient performance were created. Nowadays, in transcriptions of musical compositions for bandura the following
techniques are used: expansion or narrowing of the texture, register permutation of individual constructions
(registration), adding certain tones of the chord and other elements to the texture (high dynamics of the compo-
sition, intense sound), replacing of the tones of the chord and separate sounds; fragmentation and enlargement,
omissions, shortening and change of rhythmic patterns of secondary elements of the texture; change in the
duration of chords or individual sounds, interpretation and reorganization of a piano texture with its adaptation
to the specific nature of the bandura, translation or reorganization of piano passages and cadences, different in-
terpretation of articulations. The different interpretation of articulations is exactly the key factor in the process
of musical compositions transcription. In this context, the author proposes his system of articulations, which is
theoretically based and successfully tested in practice.

The scientific novelty of the paper is the development and systematization of the theoretical bases of
transcription for bandura. At the author defines the stages of work with musical material in the process of ban-
dura transcription and proposes his own articulations and techniques of sound producing in the transcription
process.

Performers and educators have made a significant contribution to the development of bandura transcription:
H. Khotkevych, V. Yemets, S. Bashtan, L. Kokhanska, L. Posikira, V. Herasymenko, P. Chukhrai, V. Dutchak,
T. Yanytskyi, I. Dmytruk, D. Pshenychnyi, S. Ovcharova, L. Mandziuk, L. Duda, O. Nikolenko, N. Khmel,
and others. The works of these authors reveal the genre and style, technological and performing aspects of
transcriptions for bandura. Thus, I. Dmytruk (2005) considers the sound possibilities of the instrument in the
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interaction with the genre aspect of bandura transcriptions. Noting that the instrument is able to reproduce the
sounds akin to harps, guitars, lutes, mandolins, etc., the researcher emphasizes the priority of certain genres in
the compilation of the repertoire of transcriptions.

Main characteristics of transcriptions for the bandura of composers and performers from abroad are ad-
dressed in V. Dutchak’s work “The Bandura art of Ukrainians abroad of the 20™ — early 21* centuries” (2014).
The researcher points out that transcriptions in solo work are less frequent but cover mainly technically bright
or timbre-rich examples.

The purpose of the article

The purpose of the article is to specify the approaches to the interpretation of the expressive means,
analyze and classify the transcription of instrumental, instrumental and vocal compositions, provide recom-
mendations on genre and style features of musical composition in the terms of contemporary instrumental
transcriptions and outline the main stages in the process of transcription of musical compositions for bandura,
to identify and arrange the main articulation techniques used in bandura performance.

Presentation of the main material

Analyzing and organizing the methods of the bandura sound producing, first of all it should be noted that
the bandura belongs to the group of plucked instruments where sound is performed with a help of a pluck.
In the practice of the contemporary bandurist, the pluck is the main technique for sound producing and can
be classified into following groups: a pluck of fingertips, a pluck of a fingernail, a combined pluck, a stroke
(Bashtan & Omelchenko, 1984).

In the process of applying of these methods of sound producing, each of them produces a corresponding
timbre-rich sound. Thus, when using the fingertips (due to the larger contact area of the finger with the string
and the smaller amplitude of vibrations) the sound has soft and “velvet” tone. Since when using this method the
playing in terms of time gets slower, it is advisable to apply it in cantilenas or in moderate tempo compositions.
In the sound reproducing with a help of a fingernail, the finger contact area with the string becomes smaller:
there is shorter amplitude of oscillations of the string, high overtones are formed and the sound becomes some-
what sharp, “transparent” and similar to harpsichord.

The combined technique — from the fingertip to the fingernail — is the most common technique in the con-
temporary performing practice. A pluck of the fingertip in combination with the fingernail - combined - makes
a sound that also combines sounds produced by pluck and by fingernail that can be conditionally qualified
as synthesis. H. Khotkevych, who knew well the special feature of the bandura sound, in his work “Manual:
Playing the Bandura” validated this method of sound producing. It is easy to use and is not as separating as in
fingertip or fingernail contact. It gives the possibility to produce a sound of various intensity (juiciness) and
size without being limited by tempo (Khotkevych, 2004).

In the performance practice these methods of sound producing are widely used in a complex. Thus, fin-
gertip technique is used in the cantilever to achieve the corresponding tone colour and mainly combined tech-
nique — in the masterly parts.

In stroke technique both hands are used. According to the definition of S. Bashtan and A. Omelchenko
(1984), at the moment of stroke the almost straightened finger hits the string, then slides from the fingertip to
the nail and falls to the next string. Combined and nail stroke techniques, which are different in the way of
contact with the string, are used in practice. At the moment of the combined stroke, the contact with the string
is as follows: the performer puts his fingertips on the string and slipping on the fingernail completes the release
of the string, falling on the next string. The fingernail contact ends the sound of the string in the same way.

Characterizing the bandura’s scale, it should be noted that it is not uniform both vertically and horizontally
in its timbre and duration. In places where the tone row is increasing every time, more force must be used to
overcome the resistance of more stretched strings to achieve the same intensity of sound for the entire tone row.
However, strings with higher level of sound have less dynamic capabilities. The timbre, dynamics and dura-
tion of the bandura’s sound depend on the method and place of contact. Using a variety of timbre capabilities,
depending on the task, the necessary nuances can be achieved.

H. Taranov in his work “Score reading course” (1939) states that the movement of microelements is an
integral component of the metro-rhythm of the integrally whole macrostructure as a reflection of the metro-
rhythmic pulse of the performed work on a small scale. The researcher names such movement as “directive”.
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Awareness of the idea of directive movement contributes to the performer’s successful solution of the
problem of keeping a smooth melodic line, as well as the desire to fully merge of rhythmic accuracy with the
articulation form of presentation.

The ability to listen to and play the directive movement is one of the indicators of the bandura player’s
skill. The fluency of the fingers as a beat process originates from the active contact of the bandurist’s fingers
with the strings, which is marked not only by the force of the touching-grasping movements, but also by the
articulation and rhythmic action. The development and formation of bandura playing technique depends on the
shape and nature of the movements and the dynamics. The combination of controlled articulation of the fingers
with the dynamics of the sound contributes to the rhythmic organization of the reproduction of the tempo-
moving melodic line; a combination of articulation certainty and rhythmic accuracy is required in small-scale
fast flowing rhythmic units.

To reveal the artistic idea of the composer, emphasis is one of the important tools in the performer’s trans-
lation arsenal. The mentioned tools are: dynamic, textural, harmonic, timbre, intonational and rhythmic.

“Dynamic accentuation” (accent, sforzando, filare la voce) on the bandura is achieved by the coordinated
psychomotor action of the performer — direct finger contact with the string» (Bashtan & Omelchenko, 1984).

The accent is characterized by emphasizing of one tone from a number of other sounds, which is realized
by the bigger impact on the string at the time of attack.

“A “sliding” attack when the accentuated start of a sound is superimposed on the gradual attenuation of
a previous duration, is the most consistent with the nature of the bandura sound” (Bashtan & Omelchenko,
1984).

As an expressive mean accentuation broadens the boundaries of dynamics, enriching the possibilities for
interpretation in a dynamic aspect.

Agogic accentuation is based on the individual manner of composition interpretation, necessary tech-
niques are applied in each case, such as: ensuring the fullness of sound against the background of a chord
texture, a certain flexibility of rhythm movement, individual sounds emphasizing, taking into account the
intonational nature of music.

Transcripting works from other instruments into bandura, it should be considered that the use of the
chord-construction, as a form of agogic accentuation, in violin literature, in particular in melody, is appropriate
to ensure a full sound.

Dynamic evenness of sound through its duration, amplification (crescendo) of sustained sound due to the
specific nature of the bandura sound is impossible.

Tremolo technique of both single and double notes and chords is used as a kind of dynamic accent.

Tremolo of single and double notes is used for continuation of the sound, because the sound attenuation is
a characteristic of the bandura and it cannot be changed. In many cases in transcription of the violin composi-
tions for the bandura, there is a need to prolongate the sound and that is why tremolo is used.

Chord tremolando is used mainly in lyrico-epic works - figurative fragments of the text and purely psy-
chological (emotions, sorrows, heroic style, etc.).

The accent sounds may be different (soft or hard) depending on the interpretation of the piece.

A soft-attack technique is used to achieve smooth and flowing sound of bandura — to reproduce the appro-
priate nature of the sound.

Hard accent contributes to the clear rhythm, technical perfection and brightness of the playing passage as
well as the placement of logically significant points of the dynamic melody.

As in many instrumental and vocal pieces of music, sforzando (sf) is used as an articulation for the same
purpose — to suddenly intensify the sound as a means for sound contrast.

Articulation technique. In the description of the bandurist’s articulation technique and the numerous
terminology there is the technological system of the button accordion’s technique developed in the following
works by M. Davydov: “Theoretical basis of formation of the button accordion player’s performing skill”
(1997); “Theoretical basis of the arrangement of instrumental works for button accordion” (1977); “Perform-
ing skills of button accordion player (accordionist)” (1998). This technique has been reinterpreted considering
the characteristic features of the sound and sound producing on the bandura.

While the articulation technique for instruments such as piano, guitar, violin, button accordion, etc., is
arranged enough, the bandura articulation requires some adaptation in regard to the distinctive features of its
practical performance. For example, a form of musical articulation staccato on the piano, the violin, the button
accordion and other instruments is performed in one movement, while the same mark on the bandura is per-
formed by double movement of one or more fingers to end the sound.
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All articulation techniques can be conditionally divided into those performed with different levels of
sound separation and connection (legato, legatissimo, non legato, staccato, staccatissimo) and those with dif-
ferent nature of initial sound production — attack (détaché, marcato, sforzando, portamento, portato).

The performance of each of these forms of articulation depends on a particular type of sound attack in
combination with articulatory, dynamic and timbre means of the bandura sound producing. For example, lega-
to technique on piano is performed using soft sound attack, and the same articulation on forte requires hard
attack, indicating the difference of the shades during the sound realization of this mark. Articulation’s shades,
their large number in real performance are based on the use of various timbre, articulatory and rhythmic means
that can be performed on the bandura.

The above mentioned articulation technique is used in the bandura performance not in the sense of the
direct transcription of their properties, as it occurs in the piano, the violin, the guitar, the button accordion and
other practices, but as a definition of the nature of expressive means in the new timbre environment.

A characteristic feature of the bandura sound is when the previous tones step on the next tones at the time
of their playing. And this differs the bandura from the sounding of other musical instruments, where the pre-
vious sound is removed at the time of the next one is taken(the piano, the violin, the button accordion, etc.).
This characteristic feature of the bandura sound makes articulation technique /egato the most common one.
Therefore, legato can be considered as the main articulation technique in the bandura playing.

Legatissimo on the bandura is performed with a slightly softer sound attack and in more coherent manner
than legato. Sound articulation of separate character is not common for bandura technique. For the most in-
struments staccato is achieved by ending the sound producing activity, while in the bandura playing staccato is
performed, as mentioned above, by additional movement of fingers to stop the sound of the strings.

Wrist staccato is used to perform third, sixth, octave and chord. During the absolutely free movements of
hands and wrists the playing fingers depending on the dynamics are more or less located on the strings. A pluck
is made by push-off movement, the wrist easily moves upwards over the strings and fingertips fall down on the
vibrating strings, with one continuous, smooth and directing movement the sound ends.

Non legato is characterized by apartness and melodiousness; it can be qualified as a prolonged staccato.
This form of articulation is used in the compositions for the bandura with energetic, aggressive or melodious,
dreamy character.

Détaché means a separate, detached sound of tones. On the violin, this form of articulation is performed
by a separate bow motion on each note. On the bandura, while performing détaché, individual sounds are muf-
fled by the movements of the fingertips pushed off from the vibrating strings.

A form of articulation marcato is made with pre-arranged fingertips on strings with active plucked sound
reproducing. In the performance of marcato within the dynamics of forte, fortissimo required sound quality is
achieved by the clarity of the attack of individual sounds. The same clarity of attack is inherent in the perfor-
mance of piano.

In the bandura performance, sforzando when playing forte is characterized by different dynamic tones,
when playing piano — an adequate dynamic tone of sound producing within the specified dynamics.

A form of articulation Portamento-détaché is characterized by a soft attack combined with separate
sounding in one phrase.

Portamento-marcato is characterized by an active attack of sound at the time of sound producing, which
is carried out by generally employed method — the pluck, where the finger slides on the string from the fingertip
to the nail. The bandura soundining acquires a noble and delicate character.

The characteristic feature of portamento-staccato is also (as in portamento-marcato) an active sound at-
tack, but more broken and light. The process of sound formation is a way of sliding of the nail with fingertip
leant on a string. As a result a clear and easy sound is produced. A light touch of the fingertips ends the sound
of the string after the required duration.

Thus, the different forms of articulation used in complex are important means of revealing the artistic
value of transcription as well as of the bandura sounding.

As a result, the oscillation of the string, which sounds both within its entire length and within its individ-
ual parts, where each of them forms a partial tone — overtone. Based on this specificity of the formation of the
overtone, it is appropriate to find out the nature of the formation of the flagolet as one of the constituents of
the intonational quality of the bandura sound. Therefore, the second finger (or thumb) of the right hand easily
touches the middle of the string and, making the excitation of the string with the second (or third) finger at the
time of appearing of the sound, is removed. At the same time, the touch itself, which excites the string, should
be light, not overloaded, forming a clean and delicate sound of octave flagolet. Such flagolet is peculiar to the

158



MY3NYHE MUCTENTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MucrtenrsoznaBctso. Bur. 41 ¢ ISSN 2616-4183 (Online)

bandura nature, unlike the violin, the domra, the balalaika, the guitar in which the flagolet is formed on a string
pressed to the neck.

Glissando on the bandura is performed by gliding from bottom to top or from top to bottom within a certain
range of single voice, third and chord texture, and is a typical technical means of connecting and connecting-sep-
arated sound producing technique in bandura playing. As a variation of glissando, the connecting-separated glis-
sando is characterized by the termination of the string sound by the fingertip next to the playing finger. The nature
of the sound of such glissando is similar to the violin pizzicato. The kinds of glissando in the bandura playing
are diatonic, chromatic on the line of string intersection and mixed - a combination of diatonic and chromatic
glissando.

The modernization of the bandura in the terms of its design and performance techniques is an interesting and
important factor in the history of the instrument development. The author offers his own techniques for sound
producing, with the help of which new timbre characteristics are found, as well as conditions for the ease of per-
formance are improved.

The author (Taras Yanytskyi) invented articulation techniques that extend the capabilities for transcription of
the musical compositions for the bandura:

The plucked stroke in contemporary performance is not characterized by the fixed position of the finger
on the string but by the stroke from above to go on with the continuous movement while putting accents on
individual sounds through the movement of the wrist. This continuous movement is a sign of directive movement.

Vibrato is performed by pressing and releasing of the finger pressed against the string under the lower bridge.
The same technique can be applied with the left hand at the top of the string attachment.

Bass cluster is the use of the left hand which simultaneously with the right hand beats the bass scale.

Glissando cluster — the use of the cluster together with glissando.

Portamento-legato is characterized by a soft half-tone transition by means of shifting the desired string lever
(C-Cis).

Sordino pizzicato is performed by muting the string with the palm near the bridge simultaneously with the
plucking of the string with the finger closer to its center. At the same time, the left hand performs glissando at
the top of the bandura behind the neck at the place of string attachment, which adds a distinctive timbre to the
bandura sounding.

Dynamics of performance. The dynamics of performance embodies the emotional and logical part of the
whole system of the sound expressive means. In this sense, the notion of dynamics is an interpretive means of
the emotional embodiment of composer’s ideas and has a very broad meaning as a factor of intension. This factor
is manifested not only by volume but also by such qualities as harmonization, tempo rhythm, high intonation,
agogic, articulation, thickening or thinning of the texture, richness or one-sidedness of the timbre palette, variety
of articulation techniques, etc..

In addition to their specific features, changes in the articulations of legato, détaché, marcato, sforzando,
portamento, portato, up or down movement of the tune, harmonic attraction, acceleration of rhythm movement,
timbre modifications affect the increase or decrease of the sound intensity, i.e., the level of their intensity. By em-
bracing all the means of technical expressiveness in music, the dynamics becomes the ground, which allows to
reveal the composer’s conception in various timbre and instrumental conditions. The basis of such creative works
as transcription, translation, arrangement is the emotional and semantic validity of the means in the new timbre
and instrumental conditions built on dynamic correspondence vertically and horizontally.

Conclusions

The translator’s understanding of the features of musical expressiveness and their implementation with the
help of the instrument is the key element for the bandura transcription process. The person who is performing the
transcription, first of all, should familiarize himself with the chosen composition, play it, or listen to the recording
or concert performance, recreate the original work in a new instrumental context in his imagination taking into
account the timbre similarity of the sounding of the instrument, interpenetration of the different types of tunes re-
alized by the creative application of articulation. The main articulations are a pluck of fingertips, a pluck of a fin-
gernail, a combined pluck, stroke and a pluck stroke. Dynamic and agogical accent, dynamic evenness of sound
and performance dynamics as a whole depend on using of these techniques. Sometimes a piece of music requires
significant changes to be adapted for bandura as close as possible. Due to the improvement of the bandura design
(for example, the development of a damper system), further studies on transcriptions of the compositions may
concern techniques which have not been yet discovered by performers and composers.
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TEXHOJIOTTYHI OCOBJMUBOCTI | Suunpxuit Tapac Hocunopmu
NEPEKJTAAEHHSA MY3UUYHUWUX TBOPIB | 3acryocenuii apmucm Yepainu, doyenm,
JJIA BAHAYPU | Kuiscoxuii nayionanonuil ynisepcumem
KVAbMypu i Mucmeyms,
Kuis, Yxpaina

Merta poboTH — 3’sicyBaTH MiAXOAW IO MEPEOCMHCIICHHS BUPAXaIbHUX 3ac001B, IIPOAHANI3yBaTH 1 KiIaCU(iKyBaTH
NEPeKIaIeHHs IHCTPYMEHTAIBHUX Ta IHCTPYMEHTAIbHO-BOKAILHUX TBOPIB, 3aIIPONOHYBATH PEKOMEH 1ALl III0/I0 KaHPOBO-
CTHJIBOBHX OCOONMBOCTE MY3MYHHX TBOPIB B AaCHEKTI CY9YaCHHX IHCTPYMEHTAJIbHUX IepeKIafeHb. MeTonomoris
JOCIIDKEHHS. 3aCTOCOBAHO CTPYKTYPHHI METOJ y TEXHOJIOTIYHOMY TPOIECi MepeKIaieHb il OaHIypH, IO JaB 3MOTY
BUSIBUTH TaKi BUpaXKalbHi 3acO0M, poOOTa 3 SKMMH BIUIMBAaE Ha SKICTh NepekiajeHHs. HaykoBa HOBHM3Ha MoOJsrac
B PO3pOOJIEHHI Ta cHCTEeMaru3alil TEOPEeTHYHHX 3acaj MepeKiIafeHHs sl OaHaypH; BU3HAUCHO IMOETANHICTH PoOOTH
3 My3WYHHM MaTepiaioM y nepeKiaaeHHi 1t OaHaypH, 3aIIpoIIOHOBAHO aBTOPCHKI IITPUXH Ta IIPUHOMHU 3BYKOBHUI00yBaHHS
y mporieci nepekianeHus. BrucHoBku. Y nepekiaieHH1 1yt OaHaypy BHPIMIAIBHY POJIb BiJirpae po3yMiHHS MepeKiiaiadeM
ocobnuBoCTel 3ac001B My3W4HOT BUPAa3HOCTI Ta X peaizailii 3a I0MOMOror MOXIMBOCTEH iHCTpyMeHTa. [Tepin Hixk poOuth
NIepeKIIaICH s, TPAHCKPHUIITOPY ITOTPIOHO 03HAHOMHTHCS 3 BHOPaHHUM /TSl IIEPEKIIaJeHHs] TBOPOM, TIOIIEPEAHBO ITPOrPABILIH
1foro, abo TOYYTH B 3alHCi YM B KOHIIEPTHOMY BHKOHAHHI, YSIBHO TIOYYTH TBip OpUTiHAIY B HOBOMY iHCTPYMEHTAIEHOMY
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CEpENIOBHUII 1 TP IIEOMY BpaxOBYBaTH TEMOPOBY MOAIOHICT 3BYYaHHS IHCTPYMEHTA. B3aeMOIIPOHUKHEHHS Pi3HUX THIIIB
MEJIOZii peali3yeTbCsi TBOPYMM 3aCTOCYBAaHHSIM IITPHUXiB. OCHOBHHMH INTPUXaMH € LIMIOK ITyYKaM{ MajbLiB, MIUIOK
HITTHOBHH, IMIOK KOMOIHOBaHMH, yaap, MMNKOBUH yaap. Bixg mmx croco0iB Ge3mocepenHbo 3aJISKUTh AWHAMIYHE Ta
arorivyHe aklEHTYBaHHs, TUHAMIYHA PIBHICTb 3ByKa, TMHAMiKa BUKOHAHHS B IioMy. [HOZI TBip OTpedye CyTTEBUX 3MiH IS
TOTO, 1100 OyTH MakCMMAaJILHO aJIalITOBAHNUM JUIsl OaH Ly pH.

Kniouosi cnosa: GanmypHe BUKOHABCTBO, 3BYKOBHIOOYBaHHs; TEXHIKA; ymap; IIUIOK; BUKOHABChKA MaHCTCPHICTH;
TPAHCKPUIIIIS-TIepeKIal

TEXHOJOI'MYECKHUE OCOBEHHOCTM | Sauukuit Tapac Mocudosuy
MEPEJIOXKXEHUSA MY3bIKAJIbHBIX | 3acayocennviii apmucm Yipaunst, doyenm,
MNPOU3BEAEHUU NJISA BAHIAYPDI | Kuescruii nayuonansnwiii ynusepcumem

Kynomypel u uckycems, Kuee, Ykpauna

Ilens paboTsl — BBUICHUTH MOAXOABI B TEPEOCMBICICHUH BBIPA3UTENBHBIX CPEACTB, IPOAHATM3UPOBATH
1 KIacCH(HUIUPOBATh MEPETOKEHNS WHCTPYMEHTAIBHBIX W WHCTPYMEHTAJIbHO-BOKAIBHBIX NTPOU3BEICHHUN, MPEUIOKUTH
peKOMeH1alnK 1o paboTe C KaHPOBO-CTHIIEBBIMH OCOOCHHOCTSIMU MY3bIKaJIbHBIX ITPOU3BE/ICHUH B aCIIEKTE COBPEMEHHBIX
HMHCTPYMEHTAJIBHBIX INepesioxkeHuid. Metomonorus uccienoBanus. [IpuMeHeH CTpyKTYpHBIH METOA B TEXHOJIOTHMUYECKOM
nporecce MepesioKeHU 1sl OaHypbl, YTO MTO3BOJISIET BEISIBUTH TAKHE BBIPA3UTEIILHBIC CPEJICTBA, paboTa ¢ KOTOPBIMH Oy/IeT
BJIMSTH Ha KaUeCTBO NepesiokeHne. HayuHast HOBH3HA 3aKITI04aeTcs B pa3pabOTKe U CHCTEMATH3aIMU TEOPETHUECKUX OCHOB
TIEPETIOKEHUN ATIs1 OaHAyphl; OMPEAEIEHbI MO3TAMHOCTh PadOThl ¢ MY3BIKAIBHBIM MATEpUasioM B TEPENIOKEHUSIX JUIs
OaH Ty pBI, a TaKKe TPEATIOKEHBI ABTOPCKUE IITPUXHU 1 ITPUEMBI 3ByKOM3BIICUEHHMS B ITporecce nepesnokenus. Besoast. [Tpn
TIepesIOKeHUN JuIsl OaHAyphl, KaK W JUISl JPYTMX MHCTPYMEHTOB, PEIIAIONIYyI0 POJb MIpacT MOHMMaHHE IEPEBOTYNKOM
0COOEHHOCTEH CPEICTB MY3BIKAJBHON BBIPA3UTEIBHOCTH M MX PEaN3alliy C TOMOIIBI0 BO3MOXKHOCTEH HMHCTPYMEHTA.
[Ipesxne ueM nenarh NepesoKeHne, TPAaHCKPUIITOPY HY)KHO 03HAKOMHTBCS C BBIOPaHHBIM ISl IEPEIOKEHUSI IPOU3BEACHHEM,
NpeBapUTEIbHO TMPOUTPAB €ro, WIM YCHBIIIATh B 3allUCH WM B KOHLEPTHOM HCIIOMHEHHH, MBICIEHHO YCIBIIIATh
MIPON3BEJCHUE OpUTMHANIAa B HOBOW HMHCTPYMEHTAJIBHOW Cpele M INPHU 3TOM y4ecTb TEMOPOBOE CXOZACTBO 3BYYaHMs
HMHCTPYMEHTa. B3aMONPOHMKHOBEHUE PA3IMYHBIX TUIIOB MEIOAWH PEas3yeTcs TBOPYECKMM MPUMEHEHHEM IITPHXOB.
OCHOBHBIMU IITPUXaMH SIBIISFOTCSI IUIIOK KOHYMKaMM ITAJbIEB, IIUIOK HOTTEBOH, IWIMOK KOMOWHHMPOBAaHHBIN, yaap,
mUNKOBRIA y#ap. OT 3THUX CHOCOOOB HEMOCPEICTBEHHO 3aBUCHUT JMHAMHYECKOE W arormdeckoe akKIeHTHPOBaHUE,
JMHAMHUYECKasi POBHOCTh 3ByKa, pa3sHOOOpa3Hasi IITPUXOBAas TEXHUKA, JWHAMHMKA HCIIONHEHWs B 1enoM. MHorna
NpOU3BEACHHE TPeOyeT CYIIECTBEHHBIX H3MEHEHHUH ISl TOTO, 4TOOB! OBITh MAaKCHMAaJIbHO aalTHPOBAHHBIM JUIs OaHIypHI.

Kniouegvie cnosa: GaHIypHOE HCIOIHHUTEIBCTBO; 3BYKOM3BJICUCHHE; TEXHHUKA; y/iap; IIHUIOK; HCIIOIHUTEIBCKOES
MacTepCTBO; TPAHCKPHUIILHA-TIEPEBO]]
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