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JAZZ COMPOSITIONS FOR DOMRA BY V. VLASOV

Work objective. The given article defines the means of jazz stylistics in the modern domra performance in the context of
the original compositions for domra by V. Vlasov “Jazz-Concertino”, “Basso-Ostinato”, “Pale Royale”.

The investigation methodology involves applying the comparative, aesthetic-cultural and historical methods as well as
musicological and performance attitude to research, forming a general methodological basis. The given methodological approach
provides an opportunity to develop a concept of performing the jazz compositions for domra. The scientific novelty of the work
lies in extension of the modern domra repertoire representation by means of introducing the latest compositions of jazz stylistics.
The specifics of mastering the jazzy manner of playing is particularly determined in syncopating peculiarity, the ternary principle
of thythm proportions, the domra “detache” technique prevalence, glissando implementation, pull-up technique etc. Insights.
Modern domrism is determined to have mastered the jazzy manner of playing which is indispensable to the contemporary
repertoire armoury. Domra player’s mastering the jazzy manner in its specific metro-dynamic and tone-quality characteristics
plays the key role in interpreting the compositions of jazz stylistics. Performing the compositions of jazz stylistics provides the
domra player with an opportunity not only to master the jazzy manner skill but also to elicit the bright and new but still natural
features of a recently academised concert instrument of domra.

Keywords: jazz, domra, jazz styles, jazz stylistics, V. Vlasov, ternary principle, detache, glissando.

Kupuuenxko Banenmuna Ilempisna, 3acnysicena apmucmra Ykpainu, ooyenm kageopu HApOOHUX [HCMPYMEHMIE
Ooecvroi Hayionanvhoi My3uunoi akademii im. A.B. Heoscoanosoi

Jxa3oBi TBopu B. BiacoBa 1is nompu

Merta poéoru. Y cTaTTi BU3HAYAIOTHCS JKA30BOi CTIIIICTUKH Yy CyYaCHOMY JOMPOBOMY BHKOHABCTBI Ha MpPHUKIAIi
OpHUTiHANBHUX TBOPIB Ais gompu B. Brmacopa «/[xa3-koHneptiHo», «bacco-octruHaTo». MeTomoI0riss JOCTiIKeHHSI TI0JIATae B
3aCTOCYBaHHI KOMITAPATUBHOTO, E€CTETUKO-KYJIBTYpPOJOTIYHOTO, ICTOPHYHOTO METOMIB, a TaKoX MY3MKO3HABUOTO Ta
BHKOHABCHKOTO aHANITHYHUX MIAXOMIB, SKi YTBOPIOIOTh €IUHY METOHOJIOTIYHY OCHOBY. 3a3HAYCHHH METOMONOTIYHHN ITiIXif
JTO3BOJISIE PO3KPUTH BUKOHABCHKY MOJENH JHKa30BUX TBOPIB s noMpu. HaykoBa HOBH3HA pPOOOTH IMONIATaE B PO3MIMPEHHI
ySIBJICHb PO CY4acHHH IOMPOBHI perepTyap 3a paxyHOK BBE/ICHHS aKTyaJlbHUX JKa30BUX CTHIIICTHYHUX 3ac00iB. BusHavaeTbes
cneuudika OBOJIOJIHHS JOMPHCTOM JDKAa30BOIO MAaHEpOI TI'pH, 30KpeMa, OCOOIMBOCTSIMH CHHKOIYBAaHHS, «TEPHapHOTO»
NPUHLIUIY PUTMIYHMX TIPONOPLIH, NepeBakaHHS JOMPOBOrO NPHUIOMY «aeramie», BUKopucTtaHHs glissando Ta rpu 3
MATSATYBaHHSIM, BTUICHHS <«JIyXy» JKa30BOi IMIpoBi3aliifHOCTI Ta cBoOoxu. BucHoBku. Kareropii KOJeKTHBHOCTI, TpH,
LUTICHOCTI, @ TaKOX JWTHHCTBA, AMTSIYOCTI, BUCTYIAIOTh Y AMTIYOMY (OJIBKIOPI (MOPS 3 CHHKPETH3MOM, YTHIIITapHICTIO,
CHUMBOJII3MOM, OOpPAa3HICTIO, AEKOPATHBHICTIO 1 TPaAUIIMHICTIO) THMH OCHOBHUMHM KOHLIENTaMH, SIKi BU3HA4YalOTh HOTO 3MIiCT,
PO3BUTOK, Mi(pOJIOTIUHI i BUXOBAJIBHI 3acai, My3HYHO-MOBHI 3aCO0M.

Kawuosi ciaoBa: ka3, gompa, Ka3oBi CTWII, JKa30Ba CTHIICTHKA, B. BracoB, TepHapHHMI TpWHIHMII, [eTarle,
glissando, rpa «3 miaTAryBaHHAM.

Kupuuenxo Banenmuna Ilempoena, 3acnysicennas apmucmxa Ykpaunul, 0oyenm Kageopvl HApOOHbIX UHCTNPYMEHIO8
Ooeccroti HaYUOHATLHOU MY3bIKAIbHOU akademuu um. A.B. Heacoarnosoil.

Jxa3oBblie npoussenenus B. Baacosa ais njomMpsbl.

Heabr padorbl. B crarhe onpenensiorTcs pka3oBasi CTHINCTHKA B COBPEMEHHOM JIOMPOBOM HCIOJIHUTENBCTBE Ha
NpuMepe OpPUTHHANBHBIX Npou3BeAeHud mins gompbl B. BmacoBa «Jlxa3-Konueptuno», «bacco-octunato». MeromoJiorus
UCCJIEIOBAHUSI 3AKIIIOYAETCS B NMPUMEHEHHH CPABHUTEJIBHOTO, 3CTETHUKO-KYJIbTYpPOJIOTHYECKOT0, UCTOPHYECKOTO METOJNOB, a
TaKKe MY3bIKOBEAYECKUX M HMCIOJHUTEIBCKOTO aHAJUTHYECKHX MOAXOOB, KOTOPbIE OOpa3yloT eIUHYH) METOJ0JIOTHYECKYIO
OCHOBY. YKa3aHHbBIH METOJOJIOTUUECKHI 1OJIXO0J] TTO3BOJISIET PACKPHITH MCIOIHUTENBECKOE MOJENb JUKAa30BbIX NMPOM3BEICHUH IS
nompel. HayuHasi HOBH3HA padoThI 3aKIIFOUACTCS B PACIIMPEHHH TIPECTABICHHUN O COBPEMEHHOM JJOMPOBOT'O perepTyap 3a cuet
BBEJICHHS AKTYalbHBIX JKA30BBIX CTHIMCTHYECKUX cpeactB. Ompenensiercst crerupuKa OBJAICHUS JOMPHCTA J[HKA30BOM
MaHEpO#l Wrpbl, B YAaCTHOCTH, OCOOCHHOCTSIMH CHHKOIHPOBAHHE, «TYPHHUPHBIX» MPHHIMIA PUTMHYECKUX MHPOMOPIIUH,
npeobialaHie JOMPOBOTO TMPHEMA «JIETAlle», HCIOJb30BaHue glissando W Wrphl ¢ MOATSATHBAHUEM, BOIUIONICHUE «IyXa»
JOKA30BOM MMIIPOBU3ANMOHHOCTH ¥ CBOOO/BI. BbIBoAbI. KaTeropuu KOJUIEKTHBHOCTH, UIPHI, IIEJOCTHOCTH, a TAKXKE JIETCTBA,
JIETCKOCTH, BBICTYMAIOT B JETCKOM (Qousbkiope (Hapsay € CHHKPETH3M, YTWINTAPHOCTHIO, CHMBOJHM3MOM, OOpPa3HOCTEHIO,
JIEKOPATUBHOCTHIO M TPAJUIUOHHOCTHIO) TEMH OCHOBHBIMH KOHIIENTAMH, KOTOpPbIC ONpPEICISIFOT €ro COACpIKaHWe, pa3BHTHE,
MU}OIIOTHYECKHE U BOCIUTATENbHbBIE TPUHIIMIIBI, MY3bIKAIbHO S3bIKOBBIE CPEJICTBA.

Karuesble caoBa: mka3, 10Mpa, JHKa30BbIE CTHIIH, JKA30Bas CTWINCTHKA, B. BiacoB, TepHapHbIN NpUHIUI, JeTalle,
glissando, urpa «c HOATATUBAHUEM).
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Urgency of research. Along with the academic and folk music, jazz plays an
important role in the modern musical art development. Nowadays jazz is an important factor
of the music culture. Its influence can be observed in different forms of academic
compositional art, performance art, and mass genres. Its ideas have been projected in the
musical pedagogics and musical aesthetics. The reason for this is that jazz art is humanistic
with a human being in the focus of attention. Besides, jazz combines music traditions of
different folks. It successfully meets the eternal demand of a musician to express oneself. Its
dynamics and expressiveness most accurately reflect the contemporary rhythm and pace of
life. During the centenary history, not only jazz got to the close encounter with the academic
music, but also the latter one moved in the direction of jazz down to the multiple hybrid
forms. D. Ukhov draws a whole variety of analogies between the academic-tradition music
and jazz in a major time perspective [4, c. 117]. Gradually manifesting itself as an elitist art,
jazz acquired a set of important features, which includes: “individuality of norms, principles
and behaviour patterns for the elitist community members who become unique hereby”;
employment of “the subjective, individually artistic interpretation of everyday”; and even
creating “the deliberately complicated cultural semantics which demands the listener to be of
a certain standard” [2, c. 6]. Jazz has become a part of the world musical process. In this
context, the folk instrument performers evince great interest in jazz, its means of style and
stylistics, and instrumental techniques.

Statement of basic materials. An outstanding event for a four-string domra happened
in 2013 in the field of original composing. A well-known composer Viktor Vlasov made a
concert for domra and a chamber orchestra, which he called “Jazz-Concertino”. Up to this
moment, jazz stylistics was only represented by small pieces of music in the domra
repertoire that were either the jazz adaptations from the ones written for other instruments, or
the music containing separate elements of jazz stylistics in itself (specific harmonies and
rhythms).  However, just in its name the new long-form piece of music by V. Vlasov
declares an absolute commitment to jazz school in particular, to its style and manner.

V.P, Vlasov is not a newbie in jazz music. This is proved by his numerous
compositions, first of all for jazz orchestras and ensembles, and some pieces of music from
the movies. For the record, V. Vlasov wrote jazz scores to the two-part movie called
“Salesman of air” done at Odessa movie studio in 1967; it was played by an orchestra

commonly called a “big band” (trumpets, saxophones trombones and rhythm section). After



that, the composer made a whole cycle of music pieces for accordion, which became quite
popular, and for other instruments too (balalaika, pandura, domra). V. Vlasov has also
written a book called “The jazz school for accordion and harmonica” [1], where you can find
some sensitive information regarding jazz styles and their reflection in the contemporary
accordion repertoire, some performing instructions etc.

Here we turn our attention to a couple of music pieces written for domra, both in jazz
style. They are “Basso-ostinato” and “Pale Royale”.

«Basso-ostinatoy is an author’s version of the well-known music piece for accordion.
Though the basic accordion theme variant is totally preserved, the domra version can be
totally assumed an original piece thanks to the introduction of several new episodes and
subdivision of the texture into two parts (solo domra and piano), as well as to the author’s
adaptation version.

The music piece is written in bebop style. This jazz style, which gained traction in the
middle of the XX century, started a period of the so-called contemporary jazz. It is defined
by a complex, figurative and skipping melody line with an extraordinary rhythm
segmentation and accentuation as well as by the solo improvisations marked with a vibrant
and quite nervous articulation and quite formal picking. The harmonies are based on
alternated chords and polytonal structures. One of the most important, significant and unique
elements here is rhythm. Its most outstanding feature is the continuous alternation of stability
and unsolvable instability, a complex syncopation system that involves the continuous accent
shifting from upbeat to downbeat.

After the eight-measure introduction that contains a double bass ostinato figure played
by the piano, domra carries the theme melody. After that, improvisation starts as it must,
carried out in turns by domra and piano. It is absolutely obvious that the author tries to give a
message through performers in order to pass the traditional jazz band flair and manner. They
imitate drums by stomping their feet, hitting on the piano lid with their hands and knocking
on the instrument body with a pick, at the same time implementing the academic tendency of
sonorism looking for the “new sound”. The piano imitates contrabass by leading the replica
melody in the lowest register. The impulsive and relief four-sound chording on semi-stopped
strings is associated with playing the banjo. In the swirly and a little neglectful passages of
domra you can guess the trumpet improvisation, so typical for bebop. The piece of music

ends up with carrying out the main theme.



Another piece of music we are studying here is called “Pale Royale”, stylistically
absolutely different from the previous one. This music piece is named after a tiny garden
square in the very centre of Odessa that borders with the well-known building of The Opera
Theatre. This garden square is filled with breeze from the sea, soft green light and playful
sunbeams that come through rich foliage of the trees. This place is one of the most favourite
for the Odessa citizens. One can get a very distinct French fleur here that the city inherited
from its founding fathers Duc de Richelieu, José de Ribas and Francgois-Paul Sainte de
Wollant.

The music piece is composed in a simple three-part form where the first and the third
parts are similar to a deliberate prelude of improvisational character with exquisite and
capricious melodica and harmony. The middle part is a small “gulp” of the energetic swing
that “cuts” the music piece in half. You can feel grace and subjective expression,
psychological involvement, yet light optimism. You can elicit certain features of
Impressionism and even saloon academism here regardless of the jazz style characteristics.
Since the author of this article has been given a possibility to be the first one to perform this
unusual and undoubtedly perspective music piece, the stated below suggestions upon
performing it could be quite valuable and useful.

As the author explained, while he was working on Concertino he wanted to create a
long form piece for domra based on the music material of one of the jazz styles, meaning
swing, an expressively vivid style that has been holding the top spot in jazz for many
decades. “Jazz-Concertino” is actually a small concert (as it is given in the title) composed
by all classic sonata allegro standards with the main and auxiliary lines, introduction,
cadence and recapitulation. However there are a lot of original and innovate things laying
behind the traditional form. Primarily the new features are given in the music material, in its
theme and texture (harmony, rhythm, many syncopes), as well as in the jazz mode of music
thought and the choice of unusual combination of the chamber orchestra and domra. In fact,
the composer faced absolutely new and complicated tasks. His idea was to create a
composition that would comply with the main goal from the very beginning to the very end:
to develop the idea and artistic conception of the music piece by means of jazz together with
bringing up the bright nature of domra sound. He wanted to hear the domra that would be

standing out from the others, the domra in a new unconventional “jazzy” character.



However, this music piece is quite brief and compact, it is very convincing of its
original artistic conception, brightness, deepness and image perfection from the very
beginning. The peculiarities of the form add to the impression, i.e. the episode of Andante
and the following deliberate cadence before the recapitulation suggest a certain middle part
that is supposed to be the second (slow) one, quite typical for the three-part pieces.

The primary area is quite large and is written in a three-part form. It is a typical lively
jazz theme filled with seventh chords and syncopes. Its forceful and even a bit aggressive
character gives an impulse to the whole concert. The secondary area is contrasting to the
primary one as it should be. It is singing, long lasting and lyrical though light in character,
written in the major key, and is held in Moderato tempo. The jazz texture is particularly
bright here. The area is written with the typical jazz block chords, while the top part is put in

charge of domra, the rest of the chord vertical is given to the orchestra.
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The development based on the primary and the secondary areas is notable for tone
instability, metro-rhythmic variety. The music is more expressive, sharper in character and is
driven by joy and nasty spirit. The solo domra and the orchestra seem to compete with each
other, syncoping in turns and revealing typical concert features.

Recapitulation makes an appearance after a small but quite substantial cadence. The
primary area undergoes no visible changes in comparison to the exposition. The secondary
area obtains a new (main) tonality and an Allegro tempo. In the meantime, the theme is given
to the orchestra and domra is following it with the brilliant improvisations. The Concertino
ends up with a boisterous (presto) coda that gives the soloist a possibility to break out with a
fine improvisational jazz technique once again.

The main problem during working on Concertino is to deliver the swing spirit to the
audience and master the jazzy manner. It is clear that it is not that easy without background.
Jazz musicians obtain such manner by years of rehearsals and trainings as well as by the

immanent feel of swing. Still domra performers should familiarize themselves with some



basic arrangements and statements, otherwise the play is going to be very controversial to the
author’s idea and style.

For starters, swing is considered to be the basic style among the numerous jazz styles
like Dixieland, bebop, cool etc. Having appeared in 20-30-th of the previous century it did
not disappear but effectively integrated with them and was present in almost every
forthcoming style.

So what are the stylistic peculiarities of this play? One of the main conditions of
mastering the swing style is supposed to be understanding of the so-called “ternary” or
triadic principle of rhythm proportions, which is the way the things are done in jazz. The
ternary principle of rhythm proportions, unlike the binary principle that is typical for the
academic music, is the best way to express what is happening with the swing rhythm. For
example, in the four-four time the upbeat does not mean two eights in the quarter but three.
One should obey the following rule studying the jazz compositions: in most cases, the equal
eighths should be played in very high tempo. In moderate and slow tempos instead of the
equal eights one should play the triplet proportions of a quarter or one eighth.

This is how it should be done, for example, in measures 21-23 in exposition:
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One should pay special attention to the syncopes. Measures 51-53:
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After applying the ternary principle are played like this:
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In fact, the article cannot describe all the peculiarities of the swing manner. Besides
the ternary principle there is another system called “beat” (on-beat, four-beat, after-beat)
elliptical value articulation, walking accents etc. Performers are highly recommended to read
the professional literature, for example, the book by O. Sokol “The theory of music
articulation” [3]. Besides, the rich hearing experience is required. In order to master it one
should listen to the recordings and concert live performances of the best jazz orchestras,
ensembles and soloists.

It is necessary to make several remarks regarding the domra specifics. Since the jazz
violinists, being more experienced in jazz music, use the detache technique to avoid legato,
we recommend the domra players to avoid tremolo here and concentrate on single attacks / \
(masking out the sound or leaving it open). The following secondary area and Andante
episode are suggested as an exception where even the sixteenths are played with tremolo.

These are the chord pairs in eighths with the first one moving up halftone as if it

penetrates into the next one, which can be done with a glissando technique:
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Since glissando is a typical jazz technique, this only intensifies the jazzy nature of
music.

There is an episode has a “swing” remark in the end of cadence. The fourth notes
should be played with strings being pulled up thus making a little change in the timbre and
pitch:

— =t

To sum up, the successful performance of “Jazz Concertino” depends not so much by
the technique of the domra player, his speed, skill or even nuancing than by mastering the
jazz manner and its freedom spirit in the player’s and in the orchestra’s performance.

Insights. Thus, we confirm the fact that jazz stylistics is integral to the modern
repertoire of academic performers since the musician always needs to express himself in a

bright way through specific reflection of tempo-rhythmical and dynamic intentions of the



century. Nowadays it wins grounds in domra performances. Solo “jazz domra” bands with a
chamber orchestra or piano here. The key role in jazz text interpretation resides in mastering
the jazz manner: understanding and implementation of the ternary principle, the rhythm
proportions principle, the pluck timbre, applying detache and largely avoiding tremolo and
legato technique, well-executed glissando and string pull-ups, implementing the jazz feel of
improvisation and freedom by means of rhythm and timbre. In general, performance of the
analysed compositions gives a possibility to master the skill of jazz style and deliver the
music idea with the jazz means, as well as to discover new features of a freshly-academised

instrument of domra.
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