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The connection between folklore sources and a composer’s individuality may
vary in degree. For example, in his choral works M. Kolessa tried to combine Lemko
folklore with a modern musical language. His cycle “Lemko Wedding” occupies a
central place in his creative heritage and uses folk material interpreted in a new
artistic way.

Studying the choral works of composers-songwriters of the 1950s—1970s
makes it possible to identify several characteristic features. In the works of I. Shamo,
H. Maiboroda, P. Maiboroda, and O. Bilash, the song genre plays a leading role.
Their connection with folklore can be seen in their interest in choral arrangements,
borrowing melodic and rhythmic elements, and using folk-based modes and
harmonies in original compositions. Their choral scores often include features
typical of folk vocal style and imitate the sound of folk instruments. Another
characteristic of these composers is their frequent use of Taras Shevchenko’s poetry.
The traditions established by these composers were continued by later generations.
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cmunie i nUMoMOK 8a20l0 NONYIAPHOI 00ecbKoi NiCHI ma IHCMPYMEeHMANbHOL
MY3UKU.

Kniouosi cnosa: caxcogporosi wixonu, pecioHanrori mpaouyii, akademiuna i
02cA3081 BUKOHABCHLKI CIMULIL

Zhang Saixin. Regional contexts of saxophone school development in
Ukraine. The article highlights the topical issue of the development of saxophone
schools in Ukraine based on regional traditions. It analyses a number of studies by
Ukrainian scholars on the theoretical and methodological aspects of saxophone
playing. The regional specificity of the Odessa saxophone school is characterised,
which is distinguished by a combination of academic and jazz performance styles
and the specific weight of popular Odessa songs and instrumental music.

Keywords: saxophone schools, regional traditions, academic and jazz
performance styles.

In recent decades, the issue of developing saxophone art has become
increasingly relevant in Ukraine. A number of publications and dissertations on the
theory and methodology of saxophone playing have appeared. In particular, we can
mention the works of D. Zotov, who researched the problems of saxophone playing
in the 20th century; Lo Kun on the development of saxophone art in China in terms
of intercultural dialogue; and L. Maksimenko on the regional dimensions of
academic saxophone art in Ukraine.

Musician-scholars emphasise the structural complexity of the saxophone and
the need for extraordinary skill to play it professionally, as saxophonists must control
and coordinate various performance actions for a successful creative process. The
understanding of saxophone performance skills is associated with artistic expression
and technological processes, in particular, with the technological rules of sound
production, sound formation, sound maintenance and delivery.

In terms of regional characteristics, it is worth mentioning the development of
the Odessa saxophone school, which dates back to 1913. It was then that the newly
established Odessa Conservatory opened a department of wind and percussion
instruments, where initially only clarinetists were taught, who mastered the
saxophone on their own. We should not forget about another branch of the Odessa
saxophone school — jazz. In the 1920s and 1940s, fashionable dances with sharp
rhythms (tango, foxtrot, shimmy, etc.) and urban folk songs, which flooded the stage,
were very popular in Odessa.

It is evident that popular Odessa songs and instrumental music significantly
influenced the regional specificity of the Odessa saxophone school, and its academic
branch continues to actively develop on the basis of a number of educational
mnstitutions of all levels of music education, which in recent decades have been
joined by Ushynsky University, where Anna Stepanova worked fruitfully in the field
of internationalisation of higher education in Ukraine, training saxophonists from
China.
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Thus, the development of the Odessa saxophone school is closely linked to
the traditions of musical culture in the region, the desire for a natural combination
of academic and jazz traditions, and the prospects for strengthening ties with
Western saxophone schools.
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Sun Rui. Phenomenon of polyartistic awareness in the categorical field of
art pedagogy.

The phenomenon of polyartistic awareness among students of higher art
education, future vocal teachers, is characterised. A number of related terms are
systematised in the categorical field of art pedagogy, in particular artistic and
pedagogical mastery, artistic and cognitive competence, artistic literacy, etc.

219



My3uuna ma xopeozpaghiuna oceima ¢ KOonmeKkcmi KyJibmypHo2o0 po36Umky
cycninocmea (24-25 srcoemua 2025 poky)

Cso HOiidenn

My3u4Ha IHTOHALlIS B TBOPAX KOMITIO3UTOPIB KITACHKIB.....eevveenveenieeeneeennens 195

Shao Qi

Interpretative strategies in contemporary choral conducting: the experience of
the PRC ...ttt 197

Shi Dai

Artistic and performing aspects of piano works interpretation..................... 201

Hao Kynb

KoH1enT TiJIeCHOCT1 B CEMaHTHYHIN KapTHUHI KUTAUCHKOTO TAHLIO............. 204

byimosuu M.
Oco6MMBOCTI aKTOPCHKO-CIIEHIYHOI 1HTEpHOpeTallli e€CTpaJHUX BOKaJbHHUX

TBOPIB.ueeeeuvtteeesreeeeseseeeaeseeeessseeesasseeaassesesasssesassssssessssssessssssesssssssesessssssnssssseennns 207
Xoxaor A.
PesynpTatn BOpOBaKEHHS METOAUKH (OPMYBaHHS IHAWBIAYaIbHOTO
CIIEHIYHOTO IM1/KY IIKOJISIPIB Y TIPOIIEC HABYAHHS €CTPATHOTO CITIBY................... 209

An [3sanmen, Harans Kovon
CraHOBJIEHHA KaHPy XYyJOXKHBOI TMICHI B MHUCTEIBKOMY IPOCTOpI

KHTARO. ...ttt et ettt ettt e st e e b e e 211
Han Luo, Hrinchenko A.
Folklore intonations in the choral works of Ukrainian composers............... 215
Y:xan Caiicinb
PerioHanbH1 KOHTEKCTH PO3BUTKY CaKCO(OHOBUX KU B YKpaiHi............. 217
Cynsb Kyii
deHOMEH NOJIIXYI0KHBOT 0013HAHOCTI Y KaTeropialbHOMY MOJII MUCTEIbKO1
TIEITATOTTR . e eeeeeee e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e aeeeeenaeeeaeeeeeeeaaeaeeennaaaaaes 219
Yy Cuin
TpanckyneTypHa Bi3iss  TpaHcdopmallii  BHUIOT  BOKAIBHOI  OCBITH
B YKPATHI T KHTAT.......cccviiiiiiiiiii et 221

Ban Beiiin

[TinroToBka MaitOyTHIX OakaaBpiB My3UYHOTO MHCTELTBA IO IHTEpIIpETaLli
BOKAJIbHUX TBOPIB Y HAYKOBOMY JTUCKYPCI. uveeeuveeenrreeeiieeeieeerreenveeenseeesseeensessnnns 222

Yoxoy Taiiro

[TinroroBka 3mM00yBadiB-IHCTPYMEHTAICTIB 0 TUAAKTUYHO-BUKOHABCHKOI
nisibHOCT1 B YKpaini, Kutai ta [Tosibli Ik HAyKOBa MPOOTIEMA.......cccvvveeenereennnss 224

Kaumro:xxkna O.

IMmpoBizallisi SK TeNaroriyHUl I1HCTPYMEHT Yy TIPOIeCl MY3WYHOTO
HABUAHHS. . ...ceeeuttteeeeuiiieeeeutiteesauteteesateeeesstteeesabteesanbaeeesabtbeesaabbeeesasbeeesanneeeananbeeesas 225

CrenanoBa JI., ToacroBa H.

Musical and Poetic Interaction as the Basis for the Performance Interpretation
Of J. Brahms' SONES......ccvviiiiiiiiiiciicce et e 228

237



