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PROCESS OF INSTRUMENTAL PERFORMANCE TRAINING
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according to the specifics of piano, violin and other instrumental styles. A list of
piano playing skills is presented and the specifics of learning to play pitched
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defined, which consists of five cluster blocks.
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®OPMYBAHHSA TEXHIYHUX HABUYOK MY3UKAHTA Y ITPOLECI
IHCTPYMEHTAJIbHO-BUKOHABCBHKOI IJITOTOBKHU

Anomauia. BucsiTieHo mpobieMy (OpMyBaHHS TEXHIYHUX HaBUYOK
MY3MKaHTIB y TIPOIeCl 1HCTPYMEHTaJIbHO-BUKOHABCHKOI IIJATOTOBKH, SKY
PO3MIISIHYTO 3 ypaxyBaHHs crerudiku ¢GOpTerniaHHOTO, CKPUIIKOBOTO Ta 1HIIUX
IHCTpYMEHTAJIbHUX CTHIIB. [Ipe3eHToBaHO nepesnik HaBU4YOK Ipu Ha (OpTEniaHo Ta
CXapaKTepu30BaHO cCrenu(piky HaBUYaHHA TP Ha 3BYKOBHCOTHHUX KJIABIIIHUX
yIapHUX KOHCTPYKLISIX (KcuiaodoHi, MapumoOi, BiOpadoHi) uyepes3 iX BIIMIHHICTh Y
noOyI0B1 KJIaBiaTypHUX psAIB. BU3HAYEHO CTPYKTYpYy TEXHIYHUX HABUYOK I'PHU HA
3BYKOBHUCOTHHMX KJIABINTHUX YyAApHUX IHCTPYMEHTaX, SKa CKJIQJA€ThCS 3 I SITH
0JIOKIB-KJIACTEPIB.

Knrouoei cnoea: iHCTpyMEeHTaIbHO-BUKOHABCHKA IMATOTOBKA, HABUYKH T'PHU
Ha (¢opTeniaHo, 3BYKOBHUCOTHI KJABIIIHI YJapHlI 1HCTPYMEHTH, CTPYKTypa
TEXHIYHUX HaBHYOK.

Relevance of research. New conditions of the music education system
functioning in Ukraine on its way to European integration, the opportunity to
master modern, improved musical instruments actualize the problem of
performance technique. In the process of instrumental training of a future
professional musician, considerable attention is paid to the development and
improvement of his performance skills.

We’d rather to mention the studies on the problems of instrumental
performance training conducted by N. Bilova, N. Huralnyk, L. Huseinova, M.
Davydov, V. Krytskyi, H. Nikolai, O. Rebrova, V. Smorodskyi et al., as well as a
number of studies on training future musical art teachers to the instrumental
performance activities of such Chinese scholars as: Bai Bin, Wang Binbin, Ye
Zhou, Liu Keshuang, Wu Xinmei, Chen Chen, Zhang Xianyun et al. However,
despite a significant amount of scientific research, the issues of the
instrumentalists’ performance technique require a specific solution.

The purpose of the article is to highlight the issue of the musicians’
technical skills formation in the process of instrumental performance training, in
particular at its initial stage.

Discussion of results. Methodological foundations for understanding the
phenomenon of instrumental training should be sought, first of all, in the
epistemological property of music, which is generally revealed precisely through
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the instrumental image of the world. Let us emphasize that in instrumental music
as a specific dimension of musical-spiritual reality (in contrast to “music with
words”, whose artistic images are “read” in the texts) there is a coincidence of the
disembodied (intonation) and bodily (musical movement, acoustic differences
between instruments, agogic etc.). Thus, the instrument accumulates a certain
manner of its use, creating specific concepts of piano, violin and other instrumental
styles, which develop in correlation with the modern sound picture of the world,
emphasizing individuality of the artistic-acoustic role of the instrument. This is
especially true for the group of pitched keyboard percussion instruments.

N. Riabukha tries to highlight factors that affect the current state of
instrumental music performance. Attention is drawn to the following: onto-
semiotic rethinking of the music language means based on the expansion of
musical imagery; experimentation with the sound nature of music and intensive
development of musical technologies, search for new means of expression; new
paradigm of performance poetics, manifested in a free attitude to the composer’s
text based on emotional intelligence; development of performing techniques by
using non-traditional methods of sound production; formation of a new sound
timbre role of the instrument based on the improvement of its design (Riabukha,
2014).

Therefore, the most important task of instrumental performance training at
its initial stages is development of performance technique, formation of basic
technical skills for playing a musical instrument. Within such criteria of an
instrumentalist-musician preparation as academicism and artistry, the complex of
technical skills for playing a musical instrument mainly refers to the first criterion
(Nikolai, 1992). However, technical skills are closely correlated with indicators of
the performer’s artistry, and sometimes thanks to the inspired interpretation of a
piece of music, there occur simultaneous changes in the entire performing-
technical complex of skills.

In the field of instrumental performance training, specific weight belongs to
studies that fit it into the context of art pedagogy of higher school. Thus, Wang
Binbin defines future musical art masters’ instrumental training as a cycle of
performing disciplines aimed at gaining performance and methodological
experience in the field of playing a musical instrument, within which value
priorities, a set of professional competences of a performer-instrumentalist, an
arranger and a leader of a musical-instrumental ensemble, as well as technique of
playing a musical instrument are formed (Wang Binbin, 2021). In this context
formation of technical skills for playing a musical instrument should be considered
more closely, paying attention to the initial stage.

Just from the first year of study at music school, the simultaneous formation
of a set of technical skills begins. In instrumental performance, in particular in the
field of the art of playing the piano, a fairly wide list of groups of the defined skills
can be distinguished: note-oriented, tempo-rhythmic, technical, melodic-phrasing,
artistic-expressive, emotional-volitional, etc. (Smorodskyi, 2015: 31). Among
them, development of technical skills is particularly important. V. . Smorodskyi in
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his dissertation research “Formation of performance skills of playing the piano in
pupils of children’s music schools on the basis of the genre approach” notes that
technical skills formation consists in ensuring the conditions under which a
performer’s technical apparatus is able to perform the required musical task more
efficiently, including “activity, flexibility and plasticity of the piano apparatus,
expediency and economy of movements, as well as, in general, controllability of
the technical process during the performance of a musical piece” (Smorodskyi,
2015: 31).

Let’s emphasize that technical skills are a comprehensive concept. Thus, in
the scientific and methodological literature devoted to the formation and
development of a musician’s technical proficiency, one of the tasks is singled out
as “developing the ability to accurately and cleanly hit the keys with the fingers
that are marked in the sheet music”, which depends on the orientation on the
keyboard of the instrument (Pryshchepa, 2006: 224). Importance is also attached to
the mastery of performance staging, to which the authors include position of a
musician’s body, legs, hands, mouth apparatus, breathing, and a performer’s
instrument. A separate place is occupied by the study of issues related to contact
with the keyboard, development of optimal sound production on the instrument,
mastering of various sound production techniques (Davydov, 2004; Mykhelis &
Kalinin, 1963; Miillberg, 1975).

We believe that there are similar features between plucked string and pitched
keyboard percussion instruments, which is evident in the similarity between the
principles of performing tremolo on percussion and finger rehearsals, which are
used in piano technique (Ralo, 2023). The above “allows us to bring together
approaches to determining the essence of tremolo performance technique, its
interpretation and methodological peculiarities of forming the relevant skills”
(Ralo, 2023; 52).

Just like other instruments, learning to play percussion instruments begins,
first of all, with mastering the initial technical skills for playing percussion
instruments. Unlike other musical instruments, the problem of their mastery is that
the group of percussion instruments includes various constructions, the playing
technique of which has its own characteristics. Thus, it is particularly difficult to
focus on pitched keyboard percussion instruments, due to their difference in the
construction of keyboard rows, the material of the keys themselves. Position of a
musician, his location behind the percussion instrument and displacement while
playing it also requires attention from the teacher and the student, especially on
those instruments the length of which from a certain angle can limit the reach of
the performer to the plate of the instrument and the visibility of the “sound body”
itself”. In addition, a wide variety of stick positions in a musician’s hand when
playing membranophones, and especially the xylophone, marimba, vibraphone,
requires detailed study in order to develop skills aimed at forming a performance
staging. It should be noted that a percussionist’s technical proficiency implies the
mandatory possession of an arsenal of various strikes, which in turn requires a
musician to master the complex movement structure of each of them and to
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develop the appropriate type of skills. In addition, the specific construction
peculiarities of some instruments require the performer to develop certain
additional skills to play them. Thus, mastering the art of pedaling and dampening
methods is an integral part of vibraphone performance.

Thus, the listed features of percussion, namely pitched keyboard percussion
instruments, give us the opportunity to single out the main groups of technical
skills, formation of which should start from the first year of study in the percussion
class.

In this regard, we can present the structure of technical skills for playing
pitched keyboard percussion instruments in the form of cluster blocks: keyboard-
orienting, spatial-moving, manual-stick, sound-producing, pedal-damping, which,
in turn, play component role of this structure.

Conclusions.

Interpretation of the phenomenon of instrumental performance training is
based on the epistemological property of music to create a unique sound picture of
the world, generating specific concepts of piano, violin and other instrumental
styles that emphasize individuality of the artistic-acoustic role of the instrument.

Learning to play pitched keyboard percussion structures (xylophone,
marimba, vibraphone) is complicated due to their difference in the construction of
keyboard rows. Attention from the teacher requires: location of the player behind
the percussion instrument and displacement during playing, variety of ways to hold
the sticks in the hand, mastering the arsenal of various strikes, mastering the art of
pedaling and dampening methods, etc.

The structure of technical skills for playing pitched keyboard percussion
instruments consists of cluster blocks: keyboard-orienting, spatial-moving, manual-
stick, sound-producing and pedal-damping.
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CAMOPEAJIIBAIIS TBOPYOI OCOBUCTOCTI B MUCTEIITBI
TAHIIIO

Anomayisn. Y Te3ax akTyali3oBaHa mpoOjemMa TBOPUYOi caMmopeani3anii
JISATBHOCTI  Xopeorpada-nocraHoBHUKA. PO3KpUBAaIOTHCS  MCHXOJIOTIYHI — Ta
XYJI0’KHBO-€CTETUYH1 aCIEeKTH, SIKI CTalOTh IPYHTOM JIJIsi TBOPYOi camopeaizaiiii.
YTouHs€ETHCA KOHLIETILIIS I'YMaHICTHYHOT MICUXOJIOT 14, KOHIJIOMEpPAT
CK3ECTEHIIINHUX TMOTpeO, SKU KKOPIAUHYIOTbCS 3 YSBHHM XOpeorpadiuHum
obOpazom.

Knrwouosi crnosa: notpeda, camopeanizallis, MOTUBH, TBOpYA caMopeati3allis,
xopeorpadiunuii 006pas.

VY TBOpuUMX nmpodecisx camopeanizalis — € OJHIEI0 3 CYTTEBUX nMOTped. Camo
TMOHSTTS caMopeanizalii BBaXKAeThCs OJHMM 3 KIIOUOBHM B Icuxosorii. Koro
BUTOKH 3HAXOJATHCS B TYMaHICTMUHHMX KOHIEHIISX Teopii ocobmctocti (Carl
G.Jung, A. Maslow, Erich Fromm). Hanpukia, B Teopii eKk3ecTeHIIIHHIX MOTpeO
E.®poma

SKI110 3BEpHYTHUCS 10 €K3UCTEHIIOHATbHUX TOTped y koHienii E. dpoma
(2003 Copyright), To BusBIsS€TbCS, IO BOHH OpIEHTOBaHI Ha (EHOMEH
camopealizailii, OCKUIbKM OXOIUTIOIOTh TaKl TCUXI4HI MOTpedu, sk morpeda B
CaMOIJIGCHTUYHOCTI, BCTAHOBJICHI 3B’SI3KiB (KOMYHiKaIllii), TMOJ0JIaHHI cebe
(BIAUYTTS BIACHUX MOKJIMBOCTEH, BOJI1), MOTpeda B HASIBHOCTI Ta YCB1IOMJIEHOCTI
CBOTO KOpIHHA (BIAYYTTS 3 ICTOpIE€IO BJIACHOIO Ta HApONy), a TaKOX B CHCTEMI
minHocTel. [Ipodeciiini MIHHOCTI TaKOXK MAIOTh MEBHY €K3WCTEHITIOHATBHICTb.

[Tcuxomoru-rymanicti Macioy, FOur 3actocoByBanu npedike Self (camo),
0 O3Hayae Taki BIAacTUBOCTI ocobuctocti, ki K.IOur (Carl G.Jung) mo3nauae
«telias anthropos», TodaTo MroauHa, sKa 3AiHCHUIACSA, TOOTO peaizyBanacs. 3a
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