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ON THE ISSUE OF WORKING ON A MUSICAL WORK
IN THE CLASS OF INSTRUMENTAL TRAINING (BAYAN / ACCORDION)

Work on a piece of music — the process is long and laborious. It is from the initial stage of mastering the general
content, imagination, rethinking the inner hearing of the musical text and realization of the compose’s idea in a work of
art lasts a certain period, which requires daily work on yourself.

Such a system is observed in each class of instrumental training, in our case — in the bayan-accordion class. The
modern stage of bayan-accordion art opens new horizons of repertoire politics, thus requires the teacher to master the
multifaceted musical language, artistic and expressive means of expression, complementarity in the field of performance
and shock-noise receptions, etc.

Three stages, which are disclosed in this article, illustrate a certain formula of activity in line with the gradual mastery
of the art of the educational process of working on a musical work, its transformation in the wake of modernization and
confrontation. Elements of the work of a student instrumentalist in the process of independent and educational activities
should be interrelated «teacher — studenty in the context of a creative tandem of individual lessons.

The phasing of the work is characterized by the interaction of its key segments (text analysis — working out of details —
preparation for a concert performance) and the student’s desire for self-expression in music by means of bayan-accordion art.
So, systematic activation of independent work, testing of automatism through warming up and inserting text into finger-motor
motility (automatic performance), periodicity of the transformation of the sounds of music into a picture with immanent artistic
and figurative colors — the creative process in need of psychological stability, performance endurance, moral exaltation.

Key elements of work on a piece of music, tested by the authors in bayan-accordion training classes in Ukraine
(Drohobych) and Kazakhstan (Kyzylorda), scientifically sound in publications and the textbook «Some questions of
specialty teaching methodsy (Drohobych, 2020), received positive feedback at scientific and practical conferences and
seminars in Ukraine, Poland and Belarus.
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JO IIMTAHHA POBOTH HAJA MY3UYHUM TBOPOM Y KJACI
IHCTPYMEHTAJIbHOI MIATOTOBKU (BASIH / AKOPIEOH)

Poboma nao mysuunum meopom — npoyec mpusanuu ma kponimxuu. Came 8i0 noyamkoso2o emany ONAHY8aAHH:A
3a2ANbHUM 3MICTNOM, Y6010, NePEOCMUCTIEHHS 6HYMPIWHIM CIyXOM HOMHO20 MEKCHy ma peanizayis 3a0ymy KOMRO3Umo-
Pa 6 XYOO0IICHIT GUMGID MPUBAE NeGHUL Nepioo, SIKULL BUMA2A€E NOBCAKOEeHHOI npayi Hao cobor.
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Taxy cucmemy cnocmepi2aemo y KOJCHOMY KAACT IHCMPYMEHMANIbHOT NI020MOBKU, Y HAWOMY UNAOKY — Y Kaacl basi-
Ha-axopoeona. Cyuacruil eman OAsAHHO-AKOPOEOHHO20 MUCEYMBA POIKPUBAE HOBL 20PU3OHMU PeNnepmyapHOl NoIimKu,
MUM CAMUM BUMARAE 810 BUKNAOAYA NOLICTNIOPOHHLO2O ONAHYBAHHI MY3UUHOIO MOBOIO, XYOOHCHbO-BUPANCATLHUMU 3ACO-
bamu supazHocmi, KOMIAIMEHMAPHICIO 8 001aCMi BUKOHABCLKUX MA YOAPHO-ULYMOBUX NPULIOMIB, MOUO.

Tpu emanu, siKi pO3KPUBAIOMbCSL Y OAHIL CINAMMI, VHAOYHIOWMb Ne8HY (POPMYLY OISIbHOCMI Y PYCi NOCHIYNOBO20 060~
JIOOIBANHS MUCMEYMBOM HABUAILHOLO NPOYECY POOOMU HAO MY3UUHUM MEOPOM, 1020 MPACHOpMayicio y upii MooepHiza-
yii ma konghpoumayii. Enemenmu pobomu cnmy0eHma-iHcmpymeHmanicma y npoyeci camocmitiHol ma Ha8uaibHoOI Oisiib-
HOCMI NOGUHHI OYMU 63AEMON0G A3AHI «BUKAA0AY — CIYOEHIM» )y KOHMEKCMI MBOPH020 MAHOEMY iHOUGIOYANbHUX 3AHAMDb.

Tloemannicms pobomu xapaxmepuzyemscs 83aeMO0IEI0 ii KIIOU08UX ce2MeHmis (po30ip mexkcmy — 8i0npayto8aHHs
Odemaneu — ni020MOBKA 00 KOHYEPMHO20 SUCMYNY) MA NPASHEHHAM CIYOeHmMa 00 CAMOBUPANMCEHHA Y MY3uYi 3acoba-
MU OASHHO-AKOPOCOHNH020 Mucmeymeda. Biomak, cucmemamuuna akmusizayis camoCcmiunol pobomu, 6iOnpayoeanis
agmomamusmy yepes Giepy8ants ma 6KAAOAHHS, MEKCMYy Y NAlbYe80-pyXo8y MOMOPUKY (2pa HA a8mMomMami), nepioout-
HICMb nepesminenti 36YKie My3UKu y Kapmumny 3 IMAHEHMHUMU XYOOICHbO-00pAZHUMU Oap8aMu — NPoYec MEopYUll, KU
nompebye nCUXON02IYHOL CIMItIKOCMI, BUKOHABCHLKOT BUMPUMKU, MOPATbHO20 NIOHECEHH.

Kurouosi enemenmu pobomu HAO My3udHUM MEOPOM, AnpoOOBAHi asmopamu y Kiacax OAsAHHO-AKOPOEOHHOI nio-
eomoeku 6 Vkpaini (/[pocodbuy) ma Kazaxcmani (Kusunopoa), Haykogo-obepynmosani y nyonikayisax ma Has4aibHoMy
NnociOHuKy «/leski numanms Memoouku GUKIaA0anHs no cneyiaronocmiy (/lpoeoouy, 2020), ompumanu cxeanvhi 6iocyKu
Ha HAYKOBO-NPAKMUYHUX KOHpepenyisx ma ceminapax ¢ Ykpaini, [lonvwi, Binopyci.

Knrwouosi cnosa: poboma nao my3uunum meopom, NOemanHicmy, IHCMPYMEHmanbia nio20moeKd, OasaH-akopoeoH.

Problem statement and research analysis. The
training of highly qualified teachers of music at music
colleges and schools is now called upon to carry out
colleges and universities of the system of higher
musical pedagogical education. One of the main links
in musical and pedagogical training is its learning to
play a musical instrument, the possession of which is
a necessary condition for an effective conduct of the
lesson, as well as the organization of all musical life at
school. Therefore, the content and methods of teaching
performing skills are given great attention in various
works (Annpetiiko, 2004; bopanrynosa, 2020: 74-82;
Bracos, 2004; I'ycak, 2011; JlaBunos, 2004; {ymraui,
2005; €pries, 2016; Cememrko, 1993).

Thus, in the spring of 2016, creative cooperation
began between the Department of Folk Musical
Instruments and Vocals of Drohobych Ivan Franko
State Pedagogical University and the Department of
Kobyz and Bayan of Kurmangazy Kazakh National
Conservatory, and also — the Kyzylorda Kazangap
Musical Higher College. The result of such an
artistic tandem is the creation of a joint collection
of works «Musical Art of the 21st Century: History,
Theory, Practice» (together with the institutions of
Poland, Lithuania and later Slovakia and Azerbaijan)
and the participation of Kazakh performers in the
international competition of bayan-accordion players
«Perpetuum mobile» in Drohobych.

In the future, cooperation continued between the
co-authors of the article. So, having substantiated
the principles and approaches to the education of
instrumental musicians of different levels of education,
under the editorship of A. Dushniy, the educational
and methodological manual by A. Borangulova
«Some questions of specialty teaching methods»
(Borangulova, 2020) is published «Essays on the
history of bayan art formation in Kazakhstany
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(Borangulova, Dushniy, 2021: 13—16). Approbation
of the work took place at the international scientific
and practical conference «Development of modern
education and science: results, problems, prospectsy,
conducted by scientific institutions of Ukraine and
Poland in April 2021.

In the field of the research phenomenon, works
are presented: from the bayan art of 1. Alekseyev,
V. Besfamilnov (becpamunpaoB, Cemeriko, 1989),
V. Vlasov (Bmacos, 2004), A. Gaysin, M. Davydov
(JdaBumos, 2004), M. Imkhanitskiy, I. lergiiev (€pires,
2016), V. Knyazev, S. Kozhakhmetov (KaxxaxmeTos,
2019), G. Narymbetov (Hapum6eros, 2019), Nguyén
Tai Hung (Hryer Tait Xwmmr, 2019), Z. Smakova
(CmaxkoBa, I'aticin, 2017), A. Semeshko (Cememnixo,
1993), which reveal the historical, evolutionary and
performing aspects of the education of the bayan
musician (accordionist); instrumental training of
musician-teacher O. Andreiko (Anmpeiiko, 2004),
V. Gusak (I'ycak, 2011), K. Igumnov, A. Dushniy
(dymraumit, 2005, 2011), N. Lyubomudrova,
V. Labuntsya, M. Malakhova, S. Slyvko (Cmusko,
2013), V. Fedoryshyn; musical pedagogy of
L. Barenboym, B. logayzen [14] in the direction of
methods and methodology.

Purpose of the article — substantiate the main
stages of work on a musical work in the classroom of
instrumental training (bayan / accordion).

Presentation of the main material. Pedagogical
work is always a complex process, and in the field of art
it is especially wide. All the work of a music teacher is
a kind of continuous self-study. Based on the acquired
knowledge and constantly accumulated experience,
they develop their own pedagogical techniques, use
them differently, dealing with different students. It is
important first of all to highlight the most important
provisions that characterize modern pedagogy, to
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consider the main forms and sections of work with
students. The teacher needs a lot of new insights into
the position of a musician who themselves begin to
teach others. Only then they will be able to fully use
the acquired knowledge, and they will provide them,
as teachers, with effective assistance.

Work on a piece of music is very diverse. Actually,
«the repertoire is designed to cultivate the ability to
appreciate worthy music of great ideas and feelings»
(bechammmpaOB, Cememko, 1989: 11). The study
of the work is a single process; it is divided into
three stages: familiarization with a piece of music
and its analysis; overcoming common difficulties;
«collecting» all sections of a piece of music into a
single whole and working on them.

First stage. Getting started, the student gets
acquainted with the work, views, and plays several
times in its entirety, and then engages in a detailed
analysis of the text. Then they proceed to individual
main tasks, focusing on the detailed elements. Further,
the addition of the work sections and work on the
embodiment of a common executive sense.

The purpose of work on a specific piece of music
is meaningful, vivid, technically perfect performance.
Each work of art has a unique content, reveals its own
circle of images. Whatever the students play, they
need to understand this work, realizing the expressive
meaning of each detail and be able to fulfill it, that is,
to convey artistic content in their playing.

The piece of music should be disassembled first
in very small parts. Particular attention is required to
metro-rhythmic accuracy of performance, analysis
of parties with each hand separately. It is necessary
to accustom to hear phrases during analysis, to
perceive each in its development and ability to
conduct it. Often a student, not having time to listen
to one composition, attacks the next. This consists in
inattention to the meaning of the performed and to the
breath in the music.

The importance of attention to fingering should
be noted. The teacher knows well that a careless
attitude to it complicates and lengthens the work;
nevertheless, this drawback is encountered quite
often, especially when analyzing a piece of music.
Certainly, it is possible that fingering can often change
later, somewhere the best variant will be chosen.

A very important issue is a playing by heart.
A deep thoughtful study of the text, attention to detail
requires a combination of a playing by heart with
a note play. If students have a good memory, then,
often disassembling, they already remember a lot.
Mechanical memorization often reaches a formal
thoughtless playing, based mainly on motor memory.
Motor memory is necessary; it complements the
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active mention, which is inextricably linked with
listening to music, to melody.

Learning by heart should be carried out first in
separate larger or smaller sections, constructions, at a
slow pace, then proceed to combine them into larger
parts, to slowly play the entire work and separate
comprehensions of the text. Such a work should be
well mastered and firmly fixed in memory.

Second stage. The problem of the second stage of
work consists of the sound of an instrument. Skills for
such work should be trained. The degree of saturation
and the nature of the sound depend on the content of
the music, and on the register. It is necessary to ensure
that the student has mastered the initial, musically
meaningful, but draft stage of sound work on the piece
of music. The studied repertoire is of great importance
in the development of colorfulness; a combination
of different works should provide enough material
to develop the necessary qualities. Throughout all
classes, the student needs to systematically work on
pieces of music of different genres, characters and
styles, since it is the expressive features of the music
that determine the diversity of the color palette.

At this stage, phrasing is of particular importance.
Phrasing requires an understanding of the expressive
role of the structure of the work, the ability to perceive
the phrase as an integral construction.

Work on the meaningfulness and expressiveness
of the performance, as it were, incorporates all
the necessary means to identify the composer's
creative intent, phrasing, dynamic colors, various
strokes, nuances, imaginative content, style, and
character of the work determine the requirements
for the performer. The timbre side of the sound is
inextricably linked with the dynamics: a dry, colorless
sound can be only in rare cases, but only as a kind
of sound paint, and therefore it is necessary to own
various dynamic shades of forte and various piano.
Each student understands that they need to master a
powerful, strong sound — f; ff'and fff, which should not
lose its expressiveness, richness, beauty.

Thus, thoroughness, specification of requirements,
persistence in their implementation should be
combined with the development of the performing
principle, with the training of performance. The point
is to reveal, albeit small creative abilities of students
and develop an emotional attitude to the performed,
this is a priority task. The whole course of work on
a piece of music consists of a performance training
process in which musical comprehension is combined
with emotional perception.

Third stage. The state of work at the final stage
allows you to establish a common performing plan of
the work. When performing a prepared piece of music,
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it is possible to introduce some new, previously not
provided parts. The student should not only present
the performance plan of the work as a whole, but also
know what expressive details in a particular section
are the main ones, on which special attention should
be paid. During this period, all the preliminary work
should be formalized into a single whole.

At the same time, it is needed to finally clarify
the pace of performance. The author’s indication,
understanding of the work nature, its style contributes
to the pace. Having learned to perform at a fast pace,
the student should continue to work in a slower
movement, as this helps to consolidate the performance
plan in consciousness in all its details. Sometimes it’s
useful, having learned a work, to postpone it, then
after a while to return to it again. This always brings
in the performance elements of the new and smooth,
restores the freshness of its perception.

The performance will benefit only ifitis successful.
Not a single teacher can guarantee it, but they are
obliged to help the student in this regard. A lot of
things are decided by a careful and very deliberate
selection of works for public performance, the quality
of preparation for it and the acquisition of at least a
little experience in performing.

A successful, vivid, emotionally filled and at
the same time deeply thought-out performance that
completes the work on a piece of music will always
be important for the student and can be a major
achievement. As in the study of any work of art,
while working on sketches, you cannot do without
the ability to imagine the necessary sound with your
inner ear and then achieve it on an instrument.

In etudes, you have to pay special attention
to fingering. It is necessary to demand the
implementation of the fingering instructions set out
in the notes (with the consent of the teacher). In the
study of sketches, special work on individual difficult
turns, sections of a work is of great importance, and
pay special attention to this in lessons, to specific
ideas of what and how to learn, explaining why it is
useful. Therefore, it is often necessary to show certain
turns of the wrist, hand, any other movements, as well
as be sure to remove excess ones.

It is important that the student with one hand works
on the tasks most characteristic of this study. First,
the etude is played at a relatively slow or medium
pace, and then the speed can be increased. Gradually,
the student learns the necessary movements, which
should be natural and comfortable, allowing them to
feel free to play.

One of the important points of the study is the
development of sound equality. The reason for the
irregularity in the performance of any fast sequences
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usually lies in the fact that he was not accustomed
to listen to and demand evenness from themselves,
firstly, and secondly, poor managing of their own
hands. It is necessary to work on the general evenness
of all small durations, paying attention to the slightest
inaccuracies. Then the student gradually gets used to
listening to the evenness of sound and acquires the
necessary skills. It is important that work on etudes
complement the study of works of art, prepare to
overcome the difficulties of the work outlined in the
individual plan, deepen and expand the technical
skills necessary.

For exams and tests it is not necessary to choose
the most difficult etudes for the student: this is always
risky, because in case of failure of the student there
may be a fear of technical difficulties. There are
numerous exercises of different collections, different
authors for all instruments. The question of their use,
each teacher decides at their discretion.

Gammas and arpeggios are a necessary part of the
student’s work. At a certain stage of training, many
types of scales and arpeggios must be learned for
the development of finger fluency (small and large
equipment), to save time when working with etudes.
The main place in the field of technical development
of the student during the study period, nevertheless,
remains for etudes of the most diverse difficulties,
types, styles. The task of the teacher, skillfully
combine them with artwork. A teacher with a broad
outlook will be able to tell a lot of interesting things
about the attitude to the folk music of the largest
composers of the past and the present, that they see
in it an example of the highest artistic values, that
on its basis they created works close to the people,
embodying its character.

The methodology of teaching the instrument to
play is a complex and multifaceted process, which
includes the general musical development of the
student. The main directions are the education of
worldview and moral qualities, will and character,
aesthetic tastes of love for music, interest in work and
ability to work, and finally, concern for health and
physical development.

One of the most important tasks of a teacher is
to instill in students a love of working with the
instrument. Work should be not only joyful, but also
smart. The success of a teacher is determined by the
ability to individually approach each student. For this,
it is necessary to systematically study the personality
of the student, to know what they are interested in,
what is their environment.

The human nature is characterized by a sense of
independence, the desire to try everything themselves,
to experience. Very often, students do extra and



...............................................................................

even harmful work. Inattentively examining and
memorizing mistakes, they then spend a lot of time
correcting them, mechanically losing the already
learned passage several times at a pace, the study of
which took a lot of hard work; they rarely play it for
some minutes, and the passage stops being successful.
This indicates how the valuable time spent on classes
is misallocated, and much in this case depends on the
teacher.

Responsible tasks facing a teacher of a special class
require them to systematically work on themselves,
to improve pedagogical skills. It is important that the
teacher shows interest in new teaching methods, is
able to recognize the main thing in them and use them
to update the methodology.

The basic professional knowledge and skills
necessary in musical and pedagogical activity
determine the growth of pedagogical skill. The most
important professional property that a musician of any
profession should possess is musicality — a natural
gift in constant contact with music. It determines not
only the creative possibilities of the individual, but
the level of professional achievement.

The technique is primarily an experience that has
been given over the years. No matter how diverse
the lesson is in terms of assignments, it should be
subordinate to the main task: the development of
hearing, the development of the ability to listen to
sound coloring, nuancing, rhythm, phrasing, and
form. It is very important to accustom the student to
continuous auditory attention and control, to teach
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the student to hear oneself well from the outside,
to bring attention to each sound, to listening to a
particular sound. The ability to listen to oneself helps
in identifying technical difficulties.

To educate a student in the ability to critically
listen to their game is one of the most important
pedagogical tasks. A lot of patience should be laid
in our work. Much depends on how to say and how
to point out the flaws. An inexperienced teacher may
not be able to correctly take into account the time
required to complete the program. Therefore, work
should be planned with some estimates of personal
time, to give great importance to self-education. The
teacher is brought up with the students. We should
be able to «deny ourselves» in the name of students,
in the name of the work. This is a very delicate and
complex question, and everyone comprehends it for
themselves in their own way. You need to know your
weaknesses and be able to talk about your mistakes.
Educational prestige is created only by labor. The
teacher should always remember the work ethics,
ethics must be strictly observed even in the most
difficult conditions.

Conclusions. Summing up the results of step-by-
step work on the musical work, we have to some extent
attempted to expand the horizons of methodological
support for the bayan (accordion) class in music
schools of various levels of training and education
of a musician and to contribute to the knowledge of
multivector methods and approaches to mastering
performing skills and pedagogical interpretation skills.
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