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The Purpose of the work is consideration technical etude, including offered by author to articles in formed by him three
collections, in their concrete directivity on production that or other factors of the virtuoso clarinet technology, that allows to
systematize technical material as facility of the mastering by complex actual technically-semantic position in play of the
clarinetist-professional. The methdological base of the study is modern intonation performance approach, begin which
mortgaged in work of B. Asafiev and which has got the development in musicology of the Ukraine, including in work
N. Davydov, V. Apatskij, I. Kotljarevskij, I. Ljashenko, K. Mulberg and others. Specifically select genre-typical and relatively-
style methods of analysis. Scientific novelty of the study is provided by originality theorist-methodical position of the author,
generalizing its creative-performance experience, as well as the most largest masters of the Odessa clarinet school, in for
shortening of the offer of the complex virtuoso skill in concert etude, taking over functions «small encyclopedia» of actual factors
skill clarinetist. Conclusions. The etudes usually aim the development of the row technical skill — special in each separate play,
but exists the summation their (on Liszt principle!) in one etude as in «small technical encyclopedia». And such sort «summationy
semantic and problems of engineering find in concert etude, including in author’s etude and above named Etude 1. Olenchik,
approved in successful appearances clarinetists of Odessa on responsible international contest.

Keywords: genre of the etude, technical etude, concert etude, virtuoso, performance style, expressiveness of the clarinet
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Bypkauvkun 3inosin Ilasnosuu, xanouoam mucmeymeosnascmed, 6.0. npogecopa, 3asioysay kageopu 0yxosux ma
yoapuux incmpymermie Q0ecvkoi HayioHanbHoT my3uunoi akademii imeni A.B. Heoicoarnogoi.

IncTpykTHBHI eTIoAM B TBOpPYil podoTi ayxoBoro Binginy Opecbkoi HalioHAJIbHOI MY3M4YHOI akajaeMii imeni A.B.
HexxnanosBoi.

MeTo10 poGOTH € PO3IIIAA IHCTPYKTHBHHUX €TIOIB, y TOMY YHCII 3aIlpOIIOHOBAHUX aBTOPOM CTaTTi B CKJIAICHUX HHUM
TPBOX 30ipHHUKAX, y IX KOHKPETHIH CIPSIMOBAHOCTI Ha BUPOOJICHHS THX a00 1HIINX IMMOKAa3HUKIB BIPTYy03HOI KIIAPHETOBOI TEXHIKH,
10 JTO3BOJISIE CHCTEMATU3yBAaTH IHCTPYKTHBHHN MaTepian sK 3aci0 OBOJOMIHHSA KOMIICKCOM aKTyaJbHHX TEXHIYHO-3HAYCHHEBUX
MO3MIKA y rpi KIapHeTHCTa-Tpodecionasa. MeToq0I0TiYHOW0 0a30K0 JOCTIKCHHS € CyYaCHUH 1HTOHAIIWHO-BUKOHABCHKHI
IMIAX1, TOYaTOK KOO 3aKjiajeHuil B podoTax b. Acadbesa i sxuii oepkaB PO3BUTOK y My3UKO3HABCTBI Y KpalHH, Y TOMY YHUCII
B pobotax M. [laBumoBa, B. Anarcekoro, I. Kotspescbkoro, 1. Jlsmenka, K. Mroas0epra i iH. Oco0IMBO BHILIIEMO KaHPOBO-
THUIIOJIOTIYHHUIA Ta MOPIBHSUIbHO-CTUIILOBUI METOAM aHaiizy. HaykoBa HOBM3HA JIOCII/DKEHHS 320€3MeUy€EThCSI OPUTTHAIBHICTIO
TEOPETHKO-METOMUYHOI TMO3UINI aBTOpa, M0 y3arajibHIOE CBili TBOPUYO-BHKOHABCHKHI IOCBIJ, a TaKOX JOCBiJ HAHOLIBIINX
Ma#CTpiB 0AECHKOi KIAPHETOBOI IIKOJH, Y PaKypci MPOMO3MLii KOMIUIEKCY BIPTYO3HMX HABHYOK Yy KOHIEPTHHX €TIOAAX, IO
npuiiMaloTh Ha cebe (QYHKIIT «Mayloi eHIMKIIONEIi» aKTyaJlbHUX MOKa3HUKIB MalCTepHOCTI KiapHeTHCTa. BucHoBkmu. ETionn
3BMYalfHO MAalOTh Ha METi PO3BUTOK psJIy TEXHIYHMX HABHUOK — CIELIaJIbHOTO B KOXHIM OKpeMil IT’eci, ane icHye
MiZICYMOBYBaHHS iX (32 JIUCTIBCHKHM IPHHIUIIOM!) B OJHOMY €TIONI SK B «MaJlil TEXHIYHIA eHImKIomenii». I Ttakoro pomy
«TiZICyMOBYBaHHS» BHPa3HHUX 1 TEXHIYHUX 3aBJaHb 3HAXOAWMO B KOHLEPTHHX €TIOJaX, y TOMY YHCIi B aBTOPCHKUX ETIOJAX,
Hanpukian, Etiogax [. Onenunka, anpoOoBaHNX B YCHIIIHAX BUCTYIaX OAECHTIB-KJIAPHETHUCTIB Ha BIIIOBIAAIBHUX MIXXHAPOIHUX
KOHKypCax.

Kiro4oBi ciioBa: xaHp eTIOAY, IHCTpYKTUBHUM €TION, KOHIEPTHUH €TIOJ, BipTyO3, BUKOHABCHKHUII CTHIIb, BUPA3HICTh
KJIAPHETOBOI I'PH.

Bypxauxuii 3unoeuii Ilasnosuu, xanouoam uckyccmeogeoenus, u.o. npogeccopa, 3asedyiouull kageopot Oyxosvlx u
yoapHvix uncmpymenmos Q0ecckoll HAYUOHATLHOU MY3bIKAAbHOU akademuu umenu A.B. Hedxcoanosou.

HWHCcTpyKTHBHBIE 3TIOABI B TBOPYECKO padoTe QyXOBOr0 OTAeNa OJeCCKOi HANMOHAJBLHOH MY3BIKAJIBHOM
akagemun nMeHu A.B. HexxnanoBoid.

Henbio paGoThl SBISETCS PACCMOTPEHHUE WHCTPYKTUBHBIX 3TIOJOB, B TOM YMCIE NPEUIOKEHHBIX aBTOPOM CTaTbU B
COCTAaBJICHHBIX UM TpeX COOPHHKAaX, B MX KOHKPETHOW HAIIPABICHHOCTH HA BBIPAOOTKY TEX WJIM MHBIX MMOKa3aTelici BUPTYO3HOM
KJIAPHETHON TEXHUKH, YTO MO3BOJSET CHUCTEMAaTU3UPOBATh WHCTPYKTUBHBIM MaTepual Kak CpPEACTBO OBJIAJEHUS KOMIUIEKCOM
aKTyaJIbHBIX TEXHUYECKH-CMBICIIOBBIX ITO3UIIMH B UIPe KIapHETUCTA-TIpodeccroHana. MeToaoorndeckoi 6a30ii nccienoBaHus
SIBJISIETCST COBPEMEHHBIN HMHTOHAIIMOHHO-MCIIOTHUTEIBCKUN TIOX0, HadaJlo KOTOPOTro IOJIOkeHO B pabortax b. AcadbeBa u
MTOJIYYMBIIIETO PAa3BUTHE B MY3bIKOBEICHUN YKpawHbl, B TOM dncie B pabotax H. JlaBeimoBa, B. Anatckoro, U. KoTisipeBckoro,
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. JIasmenko, K. Mions6epra n ap. Oco60 BbIIEISIEM XKaHPOBO-THIIOJIOTHYECKUN M CPAaBHUTEILHO-CTHICBOW METOJMbI aHaIHM3a.
Hayuynasi HOBHM3HA WCCIIEOBaHUS O00ECIEUMBACTCA OPUTMHAIBHOCTHIO TEOPETHKO-METONMYECKON TIMO3WIHK  aBTOPA,
00001IaroIero cBOi TBOPUYECKU-UCTIOTHUTEILCKANA OIBIT, a TaKKe KPYIMHEHIIMX MAacTEPOB OJECCKOW KIAPHETHOW IIKOJBI, B
paKypce MpeUIoKEeHUST KOMIUIEKCA BUPTYO3HBIX HABBIKOB B KOHIIGPTHBIX ASTIOAX, MPUHUMAKOIIUX HAa ce0s (YHKIUU «Malloi
SHIUKJIONENN» aKTyalbHBIX MOKa3aTelell MacTepcTBa KiapHeTUCTa. BbIBOABI. DTIOABI OOBIYHO MMEIOT 1IeJIbI0 pa3BUTHE psaa
TEXHUYECKHX HABBIKOB — CIIELMAJIBLHOTO B Ka)XJOH OTIENbHOW Mbece, HO CYIIECTBYET CYMMHUpPOBAaHHUE UX (MO JIMCTOBCKOMY
npuHOMIY!) B OJHOM 3TIOJIE KaK B «MaJloMl TEXHUYECKOW SHUUKIONEenuu». M Takoro poja «CyMMHPOBAaHHUE» CMBICIOBBIX U
TeXHUUECKHUX 3aJa4 HaXxOJuUM B KOHIEPTHBIX 3TIOJaX, B TOM YHWCJE B aBTOPCKUX 3TIOJaX, Hampumep, OTiogax W. OneHuuka,
anpoOMPOBAHHBIX B YCICIIHBIX BRICTYIUICHHUSX OJICCCUTOB-KJIAPHETUCTOB HA OTBETCTBCHHBIX MEXIYHAPOIHBIX KOHKYpCax.

KaoueBble ciioBa: jxaHp 3TIOAA, WHCTPYKTHBHBIA JTION, KOHIEPTHBIA 3TIOJ], BUPTYO3, HWCIOIHHUTEIBCKAN CTHIIb,
BEIPA3UTEIFHOCTD KIIAPHETHOMN UTPHI.

Relevance. The use of etudes in the training and concert-performing activities of a
clarinetist musician makes it possible to pay special attention to the selection made by
artistic and educational practice in a particular educational institution, including the
professionals of the brass instruments department of the Odessa National Nezhdanova
Academy of Music. The specifics of the methodical and methodological attitudes of the
leading specialists of the named department is largely determined by the fact that the
management is carried out by one of the outstanding performers and teachers of Ukraine K.
Miilberg, who is an honored Artist of Ukraine, a professor, Ph.D. in History of Arts. At the
professor K. Miilberg’s initiative, the professional observations of the author of this study
were tested by experiments in the direction of the study on the play technique of clarinetists
developed by him [4]. They were implemented in order to demonstrate the advantages of the
methodology of working on etudes in the process of educating virtuosos. In turn, the
methodological choice determined the work on S. Rozanov, B. Dikov, P. Sukhanov, A.
Fedotov’s compositions. We single out the compositions of the first one, since this
methodical and creative research was carried out in line with the theoretical understanding of
pedagogical works [5].

The purpose of the work is to examine instructive etudes, including the works
proposed by the author in the three compilations made up by him, in their specific focus on
the development of certain indicators of virtuoso clarinet technology, which allows to
systematize the instructive material as a means of mastering the complex of actual technical-
semantic positions in the professional clarinetist playing.

The presentation of the main material. It is known that Etudes as an instructive
educational material of the clarinetist appeared in the first collections of “Schools for
Clarinet” at the beginning of the 20th century, for example, in F. Blatt's “School”. In the 19th
and 20th centuries European clarinet schools were represented by G. Klose and P. Jean-Jean
in France, and C. Berman in Germany. A. Maniani, Gabuchi’s etudes came from Italy, I.



Kratokhvil, M. Etlik, A. Dolezal’s came from the Czech Republic, L. Kurkievich, L.
Videmann, J. Madey came from Poland, S. Dimitrov’s came from Bulgaria, Vakzi’s came
from Hungary. A number of clarinet musicians who wrote Etudes, which included S.
Rozanov, B. Dikov, A. Volodin, A. Stark, R. Stark, was formed in Russia, and in Ukraine -
S. Rygin, V. Gurfinkel, V. Nosov, and I. Olenchik, the author of this essay.

These authors of etudes have some advantages over the others, from our point of view,
mastering the techniques-skills embodied in their plays can guarantee the access to the
highest level of clarinet performing technique of the works of high artistic meaning. These
are the results of a number of performances of our students in competitions of national and
international values. For example, a fourth-year student, V. Zh., a laureate of an international
competition in Moldova, provided training on the material of etudes proposed by the author
of the research. The similar situation is with the performances of a second-year student, D.
R., who prepared competitive programs in the methodological line, defined by the
collections of etudes which were compiled by the author of the study. Performances of
students Y. G., Y. R. and others who have gone through the clarinet play improvement
school, based on the indicated etude collections, become recognized in the All-Ukrainian and
city concert events and contests.

The selection of etudes for these collections was carried out on the basis of testing the
collective experience of generations of musicians brought up at the Odessa Academy of
Music, as well as individual choices made by the most authoritative musicians of the brass
department of the aforementioned musical university. The three collections were released; in
the further description we call them collection Ne 1, collection Ne 2, collection Ne 3. The
hierarchy of techniques, that are valuable for various indicators in the professional
development of the clarinetist, are emphasized in this selection.

V. Getman, S. Rozanov, V. Petrov’s etudes are aimed at mastering motority in legato
with uncomfortable interval transitions at a fast pace. This method of work gives its positive
results in the performance of classical compositions such as “Claribel” by S. Bozza. Etudes
by A. Perier, the aforementioned S. Rozanov, R. Hoffmann, C. Millet, designed for
practicing dotted rhythms, are the indispensable means of improving the technique of
clarinet concert play, for example J. Barah’s “Piece in G minor’. There is a similar rhythmic

pattern, but in a more lively play, in R. Stark’s etudes.



P. Jean-Jean, A. Magnani’s etudes allow to work out the ornamental technique in
tonalities with a large number of alteration signs, complex beats, grouping, measures, out-of-
key signatures, modulations, etc.

V. Gurfinkel’s etude, focused on mastering the ornamentals, captures the textural
trends of folkloristic modern works. The same techniques take place in the original
compositions of the Romanian composer T. Olach and the Russian E. Denisov, who wrote
the Sonatas for clarinet-solo. R. Hoffman’s etude is suitable for mastering ornamentals, in
which the trainee is given the opportunity to work out short appoggiaturas and mordents. We
want to remind that the ornamentals are melodic forms that “decorate” the individual sounds
of a melody. The short appoggiaturas, mordents, turns and trills are ornamentals.

Outstanding Moscow musicians S. Rozanov and B. Dikov suggested a way to work on
the “Scriabin” rhythm of the “flight”, in which it is difficult to combine the dotted rhythm
and triplet groups. This type of rhythm for brass instruments as a whole and particularly for
the clarinet is found in a significant number of works not only A. Scriabin’s but also R.

Strauss’s, P. Hindemith’s, and other composers’ of the 20th century.

Ukrainian authors of etudes, experts on the problems of clarinet technology are V.
Gurfinkel, V. Getman, I. Olenchik, V. Nosov, they offer original findings in the training use
of techniques, taking into account the stylistic context of the musical work. So V. Getman
wrote his etude for the refinement of rhythmic feelings in asymmetrical meters with variable
rhythm groups. The author relies on the old "Kant formula”, the general use of which
supposedly provides a "pointer" in combining unusual, rather complex groups with tradition.

The sensitivity to unusual rhythmic changes of groups in asymmetrical beats is
outlined in etudes by the famous Bulgarian clarinetist S. Dimitrov. From B. Bartok’s point of
view, the Bulgarian rhythms embody the most relevant and most complex side of the rhythm
of the twentieth century. After all, B. Bartok ends his “Gradus ad Parnasum” - V1 notebook
of the “Microcosm” with the plays “in Bulgarian rhythms”. In S. Dimitrov’s Etudes complex
beats, measures and grouping are practiced, which are also used in modern clarinet everyday
life.

Etudes by A. Stark, B. Dikov, R. Hoffman are aimed at developing the skills of
playing chromatic sequences in various keys, tempos, dynamics, and we have built them on

increasing difficulty.



We also offer the Etudes by R. Stark and G. Wahes for mastering the staccato stroke,
which is extremely important in works for clarinet. An increased attention to the
performance of this stroke is determined by the fact that accuracy of the coordination of
tongue movements and the finger apparatus of the clarinetist musician is required here. The
performance of L. Wiedemann, I. Muller, G. Klose, P. Mimar’s etudes, that are offering
exercises for various intervals, especially for wide intervals in legato, is a great difficulty for
both young and professional musicians, and therefore are especially necessary when working
on compositions of any genre and style.

L. Wiedemann, G. Klose’s etudes contain the techniques of working out arpeggiated
sequences. Compared with the interval and repetition technique, the ornamentals technique,
arpeggios are not so difficult for the performer although they are very important and often
used, and therefore require appropriate skills. We selected G. Klose, L. Wiedemann’s Etudes
for the development of mixed types of techniques. They combine all the above types of
techniques at the same time, i.e. these etudes suggest a rapid psychological and technical
convertibility of the performer, which accordingly requires his increased attention and skills.
Such etudes are the closest to the concert works as they differ in technical and imaginative
diversity and help the performer embody the character and emotional quality of the image
intended by the composer more expressively and precisely.

G. Klose and R. Stark’s Etudes are a successful selection of techniques for the
implementation of the scale-like movement, which is often used by academic, romantic and
modern composers. Etudes by L. Wiedemann, Z. Burkatsky, 1. Olenchik, G. Vahls, R. Stark,
A. Magnani were specially created for practicing complex fingering, strokes and types of
techniques (passage, scale-motor) by the method of a multiple repetition of the melodic
(rhythmic) phrase and their repeating practice.

These and other etudes were proposed to students of the musical university to
demonstrate the technical capabilities and further improvement of them. The experiment
involved a survey of students who were offered to learn unfamiliar etudes on their own but in
the presence of commission members. The duration of one etude preparation was 1 hour.

Such actions were held for two years where over 20 clarinetists students took part.

Members of the commission closely followed the process of the musicians’ work and

analyzed it, recording these observations in the questionnaire. After the student's independent



work on the etude, members of the commission gave the necessary advice individually to
each participant of the experiment, which type of technique and strokes should be paid more
student’s attention, indicated the selection of the correct fingering, the pace at which it is
advisable to study new etudes. A particular attention was paid to the work on difficult
fragments of etudes and the required number of repetitions during their study, with a gradual
increase in pace from a slow, academic, to the rate specified by the author.

We found one of the weaknesses in the process of mastering the instructional material,
this is the lack of mastery of the ornamental technique, the difficulty of transforming this
skill from the presentation level to the skillful level of the performance play. After all, a large
number of concertos, sonatas, ensemble and orchestral works cannot do without the
stylistically correct performance of ornamentals in various styles, eras and directions. The
accurate performance of the ornamentals reveals the stylistic features and artistic alignment
of the whole work (a consistent description of this process of testing the etude material in
practice is given in the articles of the author of the study [2; 3].

The “pearls” of the clarinet repertoire in which the authors purposefully used the
technique of ornamentals as a vivid means of artistic expression, are the works by E. Bozza
“Bucolic”; L. Shpor’s Concertos NeNe 1, 2, 3; K. Weber’s "Concertino", Concertos NeNe 1, 2;
J. Rossini’s "Introduction, Theme and Variations"; E. Gabler’s Concerto Ne 1 and many
other works. Ornamentals in instrumentalism is a poorly developed subject that requires
further study. The roots of this technique were laid in the vocals, in the techniques of
“decorating” the sound, valuable for its tonal stability and significant in capturing a high
abstraction of expression.

Decorating the verbal text with singing is found even in ancient times, which formed
the basis of the so-called “vocal rhetoric”, which was used as the basis for the instrumental
rhetoric. Even the ancient Indians used "Kampo", a note that creates the effect of
"trembling", its sign in the text is very characteristic according to the picture imprinting it.
Ornamentals in modern musical texts almost tend to a hieroglyphic visualization, because
they are based on iconic signs, signs-images of the melody direction. If the earlier recording
of ornamentals in notes is vertical, that is, in performing the “attachment” of this phrase t0 a
particular note, then later a horizontal symbol appears, suggesting “parallelism” of ideas

regarding the main thematic course and the accompanying rhetorical ornamental form in the



A. Beyshlag in his work "Ornamentals in music" writes that the ancient cult melody
was described as "magnificently decorated.” And if Plato was satisfied that his Greek student
was able to perform the melody simply, then he demanded a more “painted” performance
from the teacher [1, 5]. But this is a special subject, inevitably touched upon in the aspect of
mastering the technique of ornamentals method, since the acquirement of these phrases is
inseparable from the semantic solution of the sections and the whole musical compositions.
The experiment “from the logic of the art life” drew attention to a technical method, the
verbal terminology of which (“decoration”!?) sets up pupils as something “auxiliary” in
relation to it and not the main thing in technical support.

Judging by the responses from teachers that have been received and which are still
received up to this day, where collections of etudes are tested at their place of work, the use
of the latter always gives a positive result. Recommendations on the typographical design of
the publication of three collections on various types of techniques and strokes are proposed.
In our opinion, it is very important to select the etudes for students with various degrees of
professional skills by type of technique and strokes. Experience shows that this
differentiation of difficulties is the most difficult for our students. Pedagogical assistance is
necessary for a particular student with a specific target to overcome technical difficulties.

Conclsuions. Summing up the work on the collections and their implementation in the
practice of preparing students, we emphasize such states.

Firstly, it is advisable to select 5, 6, 7 variants of etudes in motion from simple to
complex for each type of technique and stroke in collections. With this placement of the
material there is the possibility of selecting etudes specifically for young musicians and
professional musicians.

Secondly, we propose not to “linger” on one type of equipment or stroke when
preparing because of the complexity of skills and the psychology of mastering the difficulties
of the game for the harmonious technical development of clarinetists. It is necessary to be
prepared for the comprehensive nature of technical development, have the ability to “be in
shape” which causes the intensity of the new skills gaining and abilities “by contiguity” of
the technically acquired and received skills.

Thirdly, the clarinet musician, who is often in the mode of overcoming complex,

“inconveniently diverse” difficulties in educational, concert, orchestral activities, needs to



establish the principle of working on an individual schedule for himself the meaning of
which is the exceptional flexibility of training in choosing and subject and goal setting.

Today, the sounding of symphonic, brass, folk, jazz orchestras and various ensembles
cannot be imagined without the participation of the clarinet, which is irreplaceable in terms
of variety of timbre, range, sound intensity, potential of nuances in consistency with other
wooden wind instruments. And these are stylistically independent qualities of performance,
the preparation for which requires a special mode of practice and the choice of the
corresponding etude material for this work.

It is not by chance that modern music science and, most importantly, creative practice
state: etudes usually have the purpose of developing a number of technical skills special in
each separate piece, but also summing them up (according to Liszt’s principle!) in one etude
as in the “small technical encyclopedia”. And this kind of "summation" of technical tasks is
found in concert etudes, including author’s etudes, for example, 1. Olenchik’s ones, tested in

successful performances of Odessa clarinetists at responsible international competitions.
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