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VJIAPHO-ITYMOBI IPUMOMM B CYYACHIN MY3HIII JJ151 BASTHA
(HA IIPUKJIAJII TBOPIB YKPAIHCHKHUX KOMIIO3UTOPIB)

Y ecmammi npoananizosano i Hadamo xapakxmepucmuxy xy00dCHbOMY GMILEHHIO OPUSTHATbHUX
VOAPHO-UWYMOBUX NPUTIOMIE Y CYUACHIU MY3uyi 01 0asHA, PO32IAHYMUX HA NPUKIAOAX MEopie
VKPAIHCOKUX KOMRO3Umopie. Po3Kkpumo 6uKoHascbKo-iHmepnpemayilini, aKyCmuuHi ma XyOOXcHI
acnekmu yOapHoO-UyMo8Ux NPUtiomie y 6aaHHIll MEopYOCmi, a MAKONC 3aNPONOHO8AHO KIACUDIKAYIIO
8I0N0BIOHO 00 iX pi3HOBUOI8 Ma XapaKmepy 38VUaAHHAL.

Knwuogi cnosa: yoapno-uymosi nputiomu, cyuacHa OasHHa My3uKd, meopyicms YKpaiHCoKux
KOMNO3UMOPI8, BUPAICATLHI 3ACOOU.

Anapeii CtameBckui

YJAAPHO-LIYMOBBIE IIPUEMbI B COBPEMEHHOM MY3BIKE JIJISI BASTHA
(HA IPUMEPE ITPOU3BEJEHUUN YKPANHCKHUX KOMIIO3UTOPOB)

B cmamve npoananusupoearno u O0ana xapakmepucmukra XyO0OHCeCMBEHHOMY S0NIOUWEHUIO
OPUSUHATILHBIX YOAPHO-ULYMOBLIX NPUEMOB 8 COBPEMEHHOU MY3blKe O OAsHA, PACCMOMPEHHBIX HA
npumepax — npoussedeHull  YKPaumcKux — Komnoumopos.  Pacxkpeimei  ucnoanumenvcko-
UHMEPNPEemayuoHHble, aKyCmuyeckue u XyoolcecmeeHHble acheKmvl YOapHO-UYMOBbIX NPUEMO8 8
baanHoM meopuecmse, a MaKdHce NPeON0NHCEeHA KIACCUDUKayUus OMHOCUMENbHO UX PA3HOBUOHOCHEU U
xapaxkmepa 38y4aHusl.

Knrwouesvie cnosa: yoapHo-uymogvle npuemvl, COBPEMEHHAs. OAAHHASL MY3bIKA, THEOPYECEO
VKPAUHCKUX KOMNO3UMOPO8, 8blpa3umeibHbie cpeoCmad.

Andriy Stashevskyi

PERCUSSION-NOISE TECHNIQUES IN CONTEMPORARY MUSIC FOR BUTTON
ACCORDION (ON THE EXAMPLE OF WORKS OF UKRAINIAN COMPOSERS)

The article is devoted to the analysis and characterization of artistic refraction original
percussion techniques in contemporary music for button accordion, considered on the examples of
works of Ukrainian composers. Disclosed performance-interpretation, acoustic and artistic aspects of
percussion-noise techniques in button accordion creativity, and offers a classification with respect to
their types, varieties and of sound character.

Complex percussion-noise techniques in contemporary music for accordion naturally divided
into a group of pure shock, the sound of which is achieved by the impact and is reminiscent of the
sounds of various percussion instruments, noise, the performance of which brings to the musical fabric
special timbre-sonorant effect.
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Group percussion techniques also can be divided into purely instrumental, the sound source
which is a tool, and uninstrumented, that is, the shock effects that are played without the participation
of the accordion.

Instrumental percussion techniques in artistic practice accordion usually focus on the
imitation of those or other percussion instruments. Strikes on the center of the sidewall widely
divorced bellows create the effect of sound of the big drum, Tom-Tom, large timpani, etc.

Uninstrumented shock effects are varied acoustic findings impact of nature that are performed
by accordionist as not associated with the accordion elements of a sound field of music. They are well
enrich the range of tools perosn games in accordion music. Among the main species highlight:
stamping his foot; the snap of the fingers; clapping; click language.

Noise techniques, and percussion techniques, can be differentiated into instrumental and
uninstrumented. Most of the instrumental noise techniques carry out the principle of sliding a finger
nail (glissando) on certain parts of the tool.

To uninstrumented sound effects include various sound imitation and effects that most often
plays the mouth and are not verbal, and sonorous nature: the hiss to a crescendo, whistle; the
imitation of the sound of cymbals drum set on phonemes “sh-sh...”, “c-ss...”.

Shows artistic practice in contemporary works compositions, especially in software imaging
and sounding shaping music, Shockwave sound effects do mainly sounding shaping role, mimicking a
variety of phenomena and images provided for the storyline works.

Notation of percussion techniques, components in the modern accordion creativity a wide
range of original means of expression, is not yet systematized. Often in practice, composers use the
same symbols to denote the various techniques as well as completely different characters, which
denote the same performing tricks.

Concluding the consideration of the original percussion techniques in modern accordion
music it should be noted that the widespread use them (different sound character and method of
execution), in his works of contemporary composers have new, more opportunities for artistic
expression, enriching thus accordion music, and his palette of expressive means.

Key words: percussion-noise techniques, modern button accordionmusic, works by Ukrainian
COMPOSers, expressive means.

[lomyk HOBMX BUpaXaJbHHUX 3acO0IB y CydacHiii KOMIO3MTOPCHKIM TBOpYOCTI i OasiHa,
0COOJIMBO TIOB’ SI3aHUX 3 OHOBJICHHSAM TEMOPOBO-3BYKOBOI IMAITPH OASHHOTO BHUCJIOBIICHHS, B OCTaHHI
JIECATUPITYS 3yMOBHUB TIOSIBY IIIJIOTO PSAMY YAAPHO-ITYMOBHX IPHHOMIB, SIKi ITUPOKO 3aCTOCOBYIOTH Y
KOMITO3UIIISIX PI3HUX KaHpiB 1 CTUIiB. SIK CHMHOHIM A0 TepMmiHa “‘yaapHi mpuidoMu” y cydacHiit
OastHHIN TBOPYOCTI BUKOPUCTOBYIOTH HOTO aHIVIOMOBHHMI €KBiBaJeHT — “‘mepkamH’ (percussion), o
MOTpanuB y OasHHE MHCTENTBO 3 aHCAMOJIEBO-OPKECTPOBOI Tamy3i. Pi3HOCTOPOHHE MOCIIIKEHHS
OBOTO SIBHIIA MOIJI0O O CHOPHUATH OiNbII TITUOOKOMY OCMHCICHHIO TEXHOJIOTIYHHUX H XYHOKHBO-
€CTETUYHHX aCTIEKTIiB MPOLECY Cy4yacHOT KOMIO3UTOPCHKOI TBOPYOCTI B Tay3i OassHHOT My3UKH.

AHaii3 OCTaHHIX AOCTIKEHb CBIMYUTH MPO TE, IO MUTAHHS BUBUYCHHS XyMOXKHBOI POJIi Ta
CHCTEMAaTH3aMii ymapHO-ITyMOBUX TPUHOMIB Yy MY3WYHIH TKAaHWHI CyYacHHX OasHHHUX TBOPIB
(akTHUHO HE MiAiMaNuCs Yy BITYM3HSAHOMY MHCTEITBO3HABCTBi. My3WKO3HaBLi, SIKi MEPEBAXKHO
3aiiMaloThCs  JOCTIDKCHHAM PIi3HUX AacCHeKTiB CydacHOTo OasHHOTO pernepryapy (M. bymna,
A. T'onuapos, 1. €pries, . Kyxenes, . OnekciB, A. Hmwkauk, A. YepHOIBaHEHKO Ta iH.), Y CBOiX
poboTrax Maiibke He TOpKalOThes wLi€i mpobneMu. OKpeMi pO3BIIKH, B SIKUX PO3MIISAAIOTHCS MUTAHHS
(yHKUIOHYBaHHS YIApHO-IIYMOBUX TPHHOMIB SIK CKJIaJ0BOI CHUCTEMH BHpaXalbHUX 3aco0iB y
CydacHii OasiHHIN TBOpUYOCTI, mpucBstiian €. JlepOenko Ta I. €pries. Ane i B X podoTax BOaJa€ThCS
BiJICYTHBOIO TPYHTOBHA CHCTEMATH3AITis YCiX MIPUHOMIB 1 CIIOCOOIB TIEpKAITH-TPH.

Merta cTaTTi — OXapakTepu3yBaTH, CUCTEMAaTH3yBaTH 1 Ki1acu(iKyBaTH TPy OPHUTiHAIBHUX
YAApHO-ITYMOBUX TPUHOMIB, IO 3YCTPIYAIOTHCSA y MM ramy3i 1HCTPYMEHTaIhbHO-BUKOHABCHKOTO
MHCTEITBa (3IHCHEH] Ha 3pa3kaX TBOPIB YKPATHCHKUX CYJaCHUX KOMITO3HTOPIB).

Kommnekc ynapHO-IIyMOBUX NPUHOMIB Y cydacHii My3uli ajsi 6asiHa IPUPOTHO TOAUISIOTH
Ha Tpymy CYTO YyIOapHHUX, 3BYKOBHH pe3yJdbTaT SIKUX JHOCATA€ThCS yNapoM 1 Haragye 3BY4aHHS
pPI3HOMAaHITHHX YIApPHHUX IHCTPYMEHTIB, 1 ITyMOBHX, BHUKOHAHHS SIKHX IPUBHOCHTh y MY3UYHY
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TKaHUHY O0COOJIMBHUI TeMOPOBO-COHOPHUH e(eKT.

I'pyny ymapHHX NTpUHOMIB TaKOX MOKHA PO3IAUIMTH HAa CYTO 1HCTPYMEHTAIIBbHI, JKEPEIOM
3BYKY SIKHX € IHCTPYMEHT, Ta MO3aiHCTpyMEHTalIbHi, TOOTO yaapHi eheKTH, sIKi BIATBOPIOIOTHCS 0e3
yuacrti OasHa.

[HCTpYyMEHTANBHI yAapHI IPUHOMH B XyIOXKHIN MpaKTHIl OasHICTIB HAWYACTIIIE CIIPSIMOBaHI
Ha IMITaIi0 THX Y¥ TUX yIApHUX IHCTPYMEHTIB. Y IapH IO IEHTPY OOKOBHMHH IMHPOKO PO3BEIECHOTO
MiXa CTBOPIOIOTH €QEeKT 3BY4YaHHS BEJNUKOro OapabaHa, TOM-TOMa, BEJIUKOi JIMTAaBPH TOLIO
(B. 3younpkuit Toccata-burletta 3 Konuepraoi maprutu Ne 1; 1. Tapanenko “Ilpuumuna”). Mipa
PO3BEICHHS MiXxa IPSMO BIUIMBA€E Ha SIKICTh 3BYKOBOTO €(EKTY IiJl Yac yaapy, 1 TAKHM YHHOM MOKHA
KOpUTYBaTul HOTO CUILy, TY4YHICTBh i BHCOTY. KpiM Toro, Ha SIKiCTh 3BYKY BIUIMBAa€ i crocid yaapy —
JOJIOHEI0, KYJIAaKOM YH CyrioOoM. BUKOpHUCTOBYIOWM yaapu MO pi3HMX YacTUHAX OOKOBMHH K
BEPXHBOI CTOPOHHW MiXy, AOCATAIOTh 3BY4YaHHS, MOAiOHE MajoMmy Oapabany (abo rpymi OapabaniB
yAapHOI YCTaHOBKH), BUCOKUM JuTaBpaM, 6onram Tomio (A. CrameBchkuii “Po3Barm ckomMopoxiB” 3
cioiti “JlaBHpoKHIBCHKI (peckn’”; B. 3younpkuiit Konnepraa maptura Ne 2).

Ynapu no mpaBoMy Tpudyy Ta MiBKOPITYCY, OCOOIMBO B KOMOIHAITT 3 yaapaMu 10 MiXy, TaKOX
“pO3MHPIOIOTE” KO0 “‘ymapHuxX iHCTpyMeHTIB” (B. 3yourpkmii “Csito” 3 “bonrapcekoro 3ommura’;
I 4. Konueprroi maptutu Ne2). JInst focATHEHHS ACHOTO ¥ BUPA3HOTO 3BYKY, & TAKOK HECTAHJAPTHOTO
TeMOpY KOMIIO3UTOPH 1HOII MPOIIOHYIOTH Y HOTHOMY TEKCTI BUKOPHUCTOBYBAaTH yJdapu IO KOPILyCY
OasHA JOTATKOBUMH MPEAMETaMH, 30KpeMa o0pyukoro uu MoHeToro (B. Biacos Infinito; “JlicomoBan™
3 nukiy “I1’ste nornsazais Ha kpainy I'YJIAT™).

PisHOMaHITHI ygapu Mo pelrTkax MpaBoro il JiBOTO MiBKOPIYCiB, a TaKOX 3aIHIM KpHILLI
rpuda MOXYTh CYIPOBOKYBATHCS 3BYKOBHMH €(EeKTaMH pIi3HOTO TaTyHKY. I[HIUH pi3HOBHI
MPUHOMIB yIapHOi TPy — HaBMHCHO TyYHI MEpEKIIOYaHHs (KIaraHHsa) IMepeMUKadiB PEriCTPOBOI
MamMHK 4K migOopigaukiB (B. BmacoB “Temedonna posmoa”; B. 3yOunpkuii “Omaggio a
Piazzolla”). [ToxgiOHMM cIOCOOOM BHKOPHCTOBYIOTB 1 KOHBEpTED Y JiBii KiaBiatypi. Kpim nporo, fioro
TaKOK MOKHA 3QIISITH W y TMIepKaIIH-TPpi a00 3MIMCHIOIOYH JIETKI YAapH IT0 HhOMY HaJIBIISIMH.

XapakTepHUI 3ByKOBUH Pe3yNbTaT YTBOPIOETHCS I BUKOHAHHSAM JIETKUX YAApiB MO KiaBilIax
npaBoi, a TAKOX JIiBOi KiaBiaTyp. Po3BuBaroun TexHiky nporo npuiiomy, B. BnacoB y m’eci “Infinito”
BHKOPHCTOBYE yIapH MPaBOIO PYKOIO IO JIBii KiaBiaTypi, SKa y CBOIO Yepry 3aiHsATa BHKOHAHHSIM
MY3U9HOTO MaTepiaiy.

[lo3zaincTpyMeHTaNnbHI YAapHi €peKTH CTAHOBIATH PI3HOMAHITHI aKyCTHYHI 3HAX1IKH yAapHOI
MPUPOIH, IO BUKOHYIOTHCS OasHICTOM SIK HE TIOB’S3aHI 3 0asHOM €JIIEMEHTH 3BYKOBOTO TIOJIS
My3U9HOTO TBOPY. BOHM TapHO 30aradyioTh CIEKTp 3ac00iB MEepKaImH-Tpu B OasHHIA My3ulli. Cepen
OCHOBHHUX PI3HOBHIIB BHIUINMO Taki: TymaHHs Horoio (B.3yOunpkuii /IuBepTHCMEHT); KiamaHHS
naneisiva (B, 3younekuit “Omaggio a Piazzolla”; . OnekciB “Let’s run in jazz”); mieckaHHS B
nmononi (B. 3youmpkmii  “Bin ®anvammni mo [amesHo™); kmamadHHA s3ukoM  (B. 3yOurbkwuii
JluBepTHUCMEHT).

ymoBi mpuiioMu, SIK 1 yAapHi NpUHOMH, MOXKHA OUQEpPEeHLII0BaTH Ha iHCTPYMEHTANbHI i
MMO03aiHCTPYMEHTAbHI. BUTBIIICTh 1HCTPYMEHTANBHUX ITYMOBHUX MPUHAOMIB BHKOHYIOTH IPUHITATIOM
KOB3aHHS HITTSIMH MMaJbIIIB (TJIICCAH0) IO TUX Y 1HIMHUX MUITHKaX iHCTpyMeHTa. KopoTki i cTpiMKi
KOB3aHHS [0 PEUIiTHi HpaBoro miBKopmycy Mictarecsi B | uwactuni KonueprHoi maptutu Ne 2
B. 3y6unbkoro. Ix BUKOHYIOTH Ha ciabKy 100 Ha (OHi MPYKHOPUTMIUHOI CHHKOIIOBaHOT MeNozii B
naptTii JiBOi PyKH, IMITYIOUH TaKMM YHHOM aKOMIIaHylouy (YHKIIIIO Xai-XeTy B Jpka3-aHcamoOJIi.
Hapmani xoMIo3uTop mepeHOCUTh “3ByYaHHS Xal-XeTy 3 pelliTKM Ha KJaBilli MpaBoi KiaBiaTypH,
3MiHIOIOYH TUM CaMHM HOTO COHOPHO-TEMOpPOBE HATIOBHEHHSI.

XapaktepHuid epekT “KiCTOUKH YTBOPIOETHCS CITOCOOOM KOB3aHHS IMAJBIIIB MO KiIaBimax 0e3
po3BeneHHs Mixa. Llei mpuiioM gacTo 3ycTpidaeThcsl B Kommo3uilisax B. Biacosa. 3okpema, y gacTuHi
“JlicomoBax” uukiy “II’sate nornsaniB Ha kpainy ['YJIAI™ aBTop BUKOPHUCTOBYE TaKHil HOTO Pi3HOBHA
— IepioaWdYHe KOB3aHHS MaJbI[iB BrOpy-BHU3 II0 OJHOMY 3 PSAIiB, HE BIAKPHUBAIOUN TIPU ITHOMY
KJanaHiB. Tak, yTBOPIOETHCS CBOEPITHUMN 3BYK, L0 Haraaye MUJSIHHA MUJIKOIO JepeBa (3a CIOXKETHOIO
JIHIE€I0 KOMITO3HIIIT).

Kpim Toro, xoMmmo3urop y cBOiX TBOpax BHUKOPHUCTOBYE W iHII edeKTH “‘MKpsOaHHS:
TJTiccaHao M0 MepeMHUKavYax PEericTpOBOi MAIIMHKH, TIICCAHIO0 1O OOpiHaX PO3TOPHYTOr0 MiXa TOIIO
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(Croita; “II'sitb mormsimiB Ha kpainy ['YJIAI™; “Infinito”). Cepen iHIHMX pPi3HOBHUIIB IITYMOBHX
MPUHOMIB BiJ3HAYUMO T'py MO KiaBimax 6e3 3ByKy (A. CrameBcbkuii “Obpasn”). OpwuriHaabHUi
npuiioMm BukopucTaB b. MupoHuyk y J[>ka3-pok-mapTuTi — Tak 3BaHe ‘“‘OararoTreMOpoBe” KOMOIHOBaHE
[JIiCCaHa0, 0 BHUKOHYIOTH IO Pi3HUX YaCTHHAX iHCTPYMEHTA B €IMHOMY pyci. 3AiHCHIOIYH HOTO,
BUKOHABEIb IIPOBOAUTL OJUH KOB3HUH PyX HaJBISIMM IPaBOi PyKU IO KJIABIIIAX JIiBOi KJIaBiaTypH,
KOHBEpTepy, OOpiHAax Mixa, PpEIIITII, PETiCTPOBHX IEpeMUKAauX 1, HAPEITi, KjaBilmax MpaBoi
KJIaBiaTypH, “30Mparoun’ TaKUM YUHOM LUTHH “KOKTEHIb” 3BYKOCOHOPIB.

Jo mo3aiHCTpyMeHTaIbHUX HIYMOBUX €()eKTiB BiIHECEMO Pi3HOMAaHITHI 3BYKOHACHITyBaHHS i
e(eKTH, SKi HaifJacTiIle BiITBOPIOIOTh POTOM i MAlOTh HE BepOaIbHy, a COHOPHY TPHUPOAY: IITUITIHHS
Ha kpeuierno (B. 3younskuit Konuepraa maptura Ne 2, 1 u., 52 1.); cBuct (B. Biacos “Jlicomosan™ 3
iy “IIste mornsaiB Ha kpainy ['YJIAD™); iMiTanito 3By4aHHsI TapiiKd yIapHOI YCTaHOBKHM Ha
dhonemax “mmmr...”, “rcc...” (B. 3yOunpkuii JIMBEpTHCMEHT, KOJIa).

SK CBITUUTE XYIOKHS MTPAKTHKA, Y CYJaCHUX OasHHUX KOMITO3HUIIISX, OCOOJIMBO B TIPOTPAMHIM
300pakanbHid My3HILli, YAapHO-IIYMOBI €(QEeKTH BHKOHYIOTH MEPEBAXXHO 3BYKO300pa)kajbHY POJb,
HaCJAyI0UX Pi3HOMAaHITHI SBUIIA i 00pa3u, mepeadadeHi CI0’KETHOIO JIIHIEIO TBOPIB.

Horariis ymapHO-ITyMOBHX MPHHAOMIB, IO CTaHOBIATH y Cy4YacHI OasHHIN TBOpPYOCTI
MIMPOKUH KOMIUIEKC OPHUTiHAJbHUX BHpa)KaIBHUX 3ac00iB, MOKH IIO HE cHUcTeMaTu3oBaHa. YacTo Ha
NPaKTUIl KOMIO3UTOPH BUKOPUCTOBYIOTH OJHAKOBI CUMBOJIM AJISI IO3HAUCHHS Pi3HUX MPUHOMIB TaKk
caMo, SIK 1 30BCIM pi3HI CHMBOJIH, SKUMH TI03HAYAIOTh OAHI ¥ Ti kK BUKOHABCHKI mpuiiomu. Cripoly
knacugikanii Ta yHidikanii HoTauii ynapHux npuiiomiB peamizyBaB €. [lepbenko [1]. Bin mpomnonye
BUKOPUCTOBYBATH JJIsl MO3HAYCHHS yAapy OIWH 3HAYOK, aje pO3MIL[yBaTH HOro Ha Pi3HUX psAKax
HOTOHOCIIS BIAIOBIAHO JO TOTO YH TOTO BUAY ynaapy. Ha chOromHi I KOHIIEHITiS 3aWIIA€THCS Ha
PiBHI TBOPYOI MPOIIO3HUIIIT TA MTUPOKO HE MPAKTHUKYETHCS.

OTxe, MABOASIYM PHUCY IIiJ] PO3TIIAAOM OPHTTHAIBHUX yIAPHO-IIYMOBHX MPUHOMIB Y CydacHii
OastHHIN My3uL, CITiA 3a3HAYUTH, 1110, ITUPOKO BUKOPUCTOBYIOUH iX (Pi3HMX 3a XapaKTEpOM 3BYYaHHS
1 crmocoOOM BUKOHAHHS) Y CBOTH TBOPYOCTI, CY9acHI KOMIIO3UTOPH OTPHUMYIOTH HOBI, OiTBII MTUPOKI
MOYJIMBOCTI JJIs1 BIACHOTO XYIOKHBOTO CAMOBHPa)KEHHs, 30arauyloyl TaKUM YMHOM 1 camy OastHHY
MY3HKY, 1 HaiTpy ii BupakanbHuX 3aco0iB. [locTymoBa akTUBi3alisl BIPOBAIKEHHS yIapHO-IIYMOBHX
MPUHOMIB Y CydacHili OasHHIM TBOPYOCTI CHOTOMHI TOCTA€ SK CTilika TEHACHINS il XyTOKHBO-
TEXHOJIOTTYHOI'O PO3BUTKY.
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