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FEATURES OF THE SPATIAL AND TEXTURAL
ORGANIZATION OF COMPOSITIONS
FOR DOMRA WITHOUT ACCOMPANYING

Aim of the work. The article explores the principles and methods of texture
Sormation in music for solo instruments (unaccompanied) in the historical,
structural and functional, instrumental and specific aspects. The research
methodology includes the use of aesthetic and cultural, historical, structural
and functional musicological methods, which form a single methodological
basis. The scientific novelty of the article is expressed in the identification
of the formative, intonational and melodic, spatially-shaped functions of the
texture in the compositions for the solo instrument. The specificity of the domra
instrumental texture in the indicated functions is revealed. Conclusions. In
the music of the XX century, the actualization of solo instrumental forms
Sfor strings and wind instruments, traditionally accompanied by a piano,
ensemble or orchestra is observed. Over the centuries of its existence, this
genre has developed its own textural forms of a mixed type. Their natural-
linear development principle gradually absorbed various types of polyphonic
musical texture (hidden and explicit polyphony, homophonic and harmonic
elements, sonoristics), which is based on the immanent intonation properties of
the complicated melody, and also created its own specific ones. The mentioned
above requires special performing hearing and methods of embossing in a
holistic linear-vertical-deep spatial development of solo instrumental texture.

The specifics of domra instrumentalism (the location of all strings in
one plane, the possibility to simultaneously use different methods of sound
extraction, specific instrumental methods) provides significant opportunities for
differentiated performance and combinatorics of homophonic and polyphonic
textural formations. This allows to deploy complex drama in various genre and
style forms of solo domra instrumentalism.

Key words: solo for string musical instruments, texture, hidden polyphony,
homophony, polyphony, domra.
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Ocobausocmi npocmopogo-ghaxmypHoi opeanizayii meopie 041 CMpyHHUX
incmpymenmie 6e3 cynpogoody

Mema pobomu. Y cmammi 00caiodcytomocss npuHyunU i cnocoou gax-
MypoymeopenHs. 6 Mmy3uyi 04s iHcmpymenmie conro (6e3 cynpoeody) e ic-
MOPUHHOMY, CMPYKMYPHO-(YHKUIOHAAbHOMY [ IHCMPYMEHMAAbHO-CHeyu-
(iunomy acnexmax. Memo0oaoeis 00CAIONCEHHA BKAOUYAE GUKOPUCMAHHS
eCmemuKo-Kyabmypoa02iuHo2o, iCmopuuHo2o, CMpYKMypHO-QYHKUIOHANb-
HO20 MY3UKO3HABYUX Memodie, SKi YMEopowms €0UHY Memodoa0itHy 0c-
Hoey. Haykoea wnoeuzna cmammi eupaxcacmocs y 8us6AeHHi popmMomeop-
Yoi, HMOHAUILIHO-MeA00IlHOI, NPOCMOpPo8o-00pasHoi @yHKUil Gakmypu
6 meopax 04s IHcmpymenmy-cono. Busensemocsa cneuyugika 0omposoi iH-
CMPYMEHMAanvHoi Gakmypu 6 3a3HaueHux QyHkuyisx. Buchosku. Y mysuyi
XX cmonimms cnocmepieaemocs akmyanizayisi COAbHUX iIHCIPYMEHMAAbHUX
Gopm O cmpyHHUX ma 0YX08UX IHCMpPYMeHmie, mpaouyitiHo 38y4amo y
cynpogodi ghopmeniaro, ancamobaro abo opkecmpy. 3a Kinrvka cmonims c6020
icHyeanns yeil dcanp eupobue eaachi axmypmi opmu 3miuwanoeo muny.
Ix npupoono-aineapruii npuHyun po3eUmKy NOCMYNn0o8o 0upas pizHi eudu
baeamoeonocoi My3uuHoi mKaHUHU (Npuxoeaue i s6He 0A2amM02040CCs, 20-
MOQOHHO-2APMOHITIHI eneMeHmU, COHOPUCMUKA), W0 TPYHMYEMbCA HA iMa-
HeHMHUX [HMOHAUIUHUX 81ACMUBOCMI YCKAAOHIOEMbCS MEA0OUKU, A MAKONIC
cmeopiogas eaachi, cneuugpiuni. Ilepepaxoeane eumaeae cheyianbHoeo 6u-
KOHABCbK020 CAYXAHHS [ Ccnocobie penbedroeo 6UiNeHHS 8 YMO8AX uinic-
HO20 NiHeapHO-8epMUKANbHO-2AUOUHHO20 NPOCMOPOBO20 PO3BUMKY COAbHOL
IHCMPYMEHMAAbHOI MKAHUHU.

Cneyughixa dompogoeo incmpymeHmanizmy (PO3mauty8aHHs 8Cix CmpyH 6
OOHILl NAOWUHI, MONCAUBICMb OOHOYACHO20 BUKOPUCMAHHS DIZHUX NPULIOMIE
38YK08UO00Y8AHHS, CReUUDIUHI IHCMPYMEHMANbHI NPULIOMU) HAOAE 3HAUHUX
Modcausocmell Ougheperyitiosanoeo0 6UKOHAHHSA | KOMOIHAMOPUKU 20MOGOH-
HO-nonigoniunux akmypuux ymeopets. Lle dozeonse pozeopmamu cKkAaoHy
dpamamypeilo 8 pPi3HUX JHCAHPOBO-CMUABLOBUX POPMAX COABHO2O O00MPOBO2O
IHCMpYMeHmaniamy.

Karouogi caoea: coao 0an cmpyHHUX MY3UMHUX iHCMPYMeHmig, pakmypa,
baeamoeonoccs, npuxosame 6A2amo2oa0ccs, 20MOQoHis, noaigoris, dompa.

Dopmanrox Hpuna Baadumuposna, cmapwuii npenodagamens kagheopsl
HapooHvix uncmpymenmog Odecckoll HAYUOHAAbHOU MY3bIKAAbHOU aKademuu
umenu A. B. Hexcoanoeoti

Ocobennocmu npocmpancmeenno-@aKmypHoil oOpeanu3auuu npousee-
OeHull 0451 CMPYHHBIX UHCIPYMEHMO8 06e3 CONPO6ONCOeHUS

Ileav pabomor. B cmamove uccaedyromess npunyunst U cnocobst gakmy-
P000PAa308anUs 8 My3vike 045 UHCMPYMeHmOo8 cono (6e3 conposodcoenus) 6
UCMOPUYECKOM, CMPYKMYPHO-YHKUUOHANBHOM U UHCIPYMEHMAAbHO-CHelyU-
@uueckom acnekmax. Memodoaoeus ucciedo8anusn 6Ka04aem UCN0Ab308aHUE
ICMEMUKO-KYAbMYPOA0SUMECK020, UCHMOPUHECK020, CIMPYKMYPHO-QYHKUUO-
HANbHO020 MY3bIKOBCOUECKUX Memo008, KOMopble 00pazyiom eOuHyrH mMemooo-
Aoeuyeckyro ochogy. Hayunas noeusna cmamovu 6wipajicaemcs 6 GvlaeAeHUU
Gopmoobpasyrouwell, UHMOHAUUOHHO-MEN00UYECKOU, NPOCMPAHCIEEHHO-00-
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PasHOU (DYHKYULl hakmypul 6 Npou3se0eHusx 04 UHCHPYMeHma-cono. Boi-
A6a51emcesl cneyupuKa 0omMposol UHCMPYMEHMANbHOU (aKmypvl 8 YKA3AHHbIX
@ynxyusx. Beteoowt. B my3vike XX 6exa nabarodaemes akmyasu3ayusi COAbHbIX
UHCIMPYMEHMANbHBIX POPM 0N CMPYHHBIX U OYX08bIX UHCIPYMEHMO8, mpaou-
YUOHHO 36YHAUUX 8 CONPOBONCOCHUU (POPMENUAHO, aHCaMOAs UlU OpKecmpa.
3a HeckoabK0 cmoaemuil c60e2o Cyulecmeo8anus IMom JCanp ablpaboman coo-
cmeeHHble hakmypHbie Gopmbl cmeurannoeo muna. Mx ecmecmeenno-auneap-
MOl RPUHYUN PA3GUMUST NOCMENEeHHO 80UPan pazautHvle 8UObl MHO2020A0CHOU
MY3bIKAAbHOU MKAHU (CKpbimoe U 6HOe MH0202040CUe, 20MOPOHHO-2apMO-
HUuYecKue 21eMeHmol, COHOPUCMUKA), YMO OCHOBbIBACMCA HA UMMAHEHMHbIX
UHMOHAUUOHHBIX CEOUCMBAX YCAOICHANUWEUC MeA00uKlU, a Makice co30a-
6an cobcmeenHble, cneyupuueckue. I[lepeuuciennoe mpebyem cneyuansHoeo
UCHOAHUMENBCKO20 CABIUAHUS U CNOC0008 DenbeHO20 6bl0eNeHUs 6 YCA0BUSX
YeA0CMHO020 AUHEAPHO-8EPIMUKANbHO-2AYOUHHO20 NPOCIPAHCMBEHHO20 PA36U-
MusL COAbHOU UHCMPYMEHMAAbHOU MKAHU.

Cneyugurxa 0ompo6oco UHCMPYMEHMAAUIMA (PACNOAOICCHUE 6CeX CHPYH
6 00HOU NAOCKOCMU, 803MOJICHOCb OOHOBPEMEHH020 UCNOAb30BAHUS PA3NUY -
HbIX NPUEMO8 38YKOU3BACUEHUs, CheyuuuecKue UHCMPYMeHMAabHble npUemMbl)
npedocmaeganem 3Ha4UMeNbHble 803MONICHOCIU OUPDePeHUUPOGAHHORO UCNOA-
HeHUsl U KOMOUHAMOPUKU 20MOGOHHO-NOAUGOHUUECKUX (aKmYPHbIX 00pa3z0-
8anull. Imo no3eonsem pasgopavueamys CA0ICHYI0 Opamamypeuio 6 pasautHbIxX
ACAHPOBO-CIMUNEBBIX POPMAX COABLHORO OOMPOBOLO UHCIPYMEHMANUZMA.

Karoueevte caosa: cono 045 CMpYHHbIX MY3bIKAALHbIX UHCIMPYMEHMO8,
Gakmypa, mHo202010CUe, CKPbIMOE MH0202010CUe, 20MOPOHUSA, NOAUDOHU,
dompa.

The relevance of the work. Growing from the depths of centuries,
receiving a new impetus in the era of the Middle Ages, Renaissance
and Enlightenment, and then - in the XX century, solo instrumental
culture (unaccompanied) played a huge role both in the development
of instrumental play and its expressiveness methods, as well as in
the embodiment of epoch-making paradigms of musical thinking in
general. Such most important paradigm is the change of polyphonic
type of thinking to homophonic and polyphonic, and finally — to
homophonic. In the configuration of image and sound, constructive
and structural ideas of various eras and styles, the melody becomes a
unique phenomenon. According to I. Stravinsky, “modality, tonality,
polarity are only transitional means that are outliving or will outlive
in the future. The same thing that will be preserved under any modes
is a melody” [2, p. 189]. It also becomes the most important struc-
tural, image and dramatic element of the texture whole; broadcasts,
among other means, “continuous formation”, “the merging of dis-
continuity and continuity”(A. Losev), “continuous melodic fluidity”
(B. Asafiev); dictates the development trends of musical form.
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The development of melodic principles coincides in time with
the formation of opera-arious creativity and musical and instru-
mental culture as an autonomous art. The latter reveals the ability
to transmit meanings in their “pure” form using, including melodic
means “directly”, without using verbal meanings [4, p. 445] as “the
naked, not covered in anything, unrevealed essence of the world,
in-itself-essence, in all its untouched purity and inexpressibility”
[1, p. 214]. Having imposed on the tendency of strengthening the
individual beginning in the Baroque era, the melody became the
main means of expression in music for several centuries, initiating
the appearance and development of aria (opera as a whole) and
such a specific genre of new musical and instrumental thinking as
solo performance, including performance on the instrument of solo
without accompaniment. It was in this genre, under the conditions
of instrumental utterances individualization from the point of view
of personality and the search for new possibilities of the instru-
ment, the melody gained the ability to crystallize its image, struc-
tural and logical potentials (of course, such a search went in par-
allel development and mutual enrichment with arious-opera art).

In the XX century, the positions of the theory of melody and
texture are actualized. Accordingly, the genre of instrumental solo
receives a new impetus — composer's creativity simply “exploded”
with the variety and means of expression of the solo instrumental
genre. In particular, these trends affected the plucked folk instru-
ment, domra, which was modernized already at the very end of
the XIX century (in fact, for the XX century). Thus, the problems
of this article are relevant and modern. The aim of the study is to
identify and analyze the specific capabilities of domra texture in
music performed without piano or orchestra and ensemble accom-
paniment.

Presenting the main material. The solo sound of an instrument
of a “few-voice nature” (strings, winds) without traditional accom-
paniment rests, first of all, on the melodic principles of thinking
and the developmental process. For the sake of fairness, it is worth
noting that the first such experiments (in the New Age, when the
instrument itself was improved for such an expression) relate to the
practice of lute transcriptions and ensemble or vocal music, dance
genres transcriptions of the XV — XVII centuries and are based on
the many-voice capabilities of the instrument with simultaneous
linear demonstration of linear-melodic and homophonic texture
elements. So far, the music itself was in the genre and stylistic field
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of indirect broadcasting, “secondary” of these solo plays in rela-
tion to the original compositions in the leading genres of instru-
mental (ensemble) and vocal music of that era. The plucked lute,
rather firmly tied to the function of accompaniment to the vocal,
had experience in chord-interval accompaniment formulas, and it
was these (with a tendency to nascent homophony) textural skills,
along with polyphonic means, that the lute players used in their
solo pieces. However, already in the first lute transcriptions, there
is an amazing variety of textural forms, “transitional between real
and hidden polyphony (as, for example, in Three Fantasies for a
lute from the Lviv tablature of the XVI century)” [3, p. 11]. At
the same time, in this initial, “transcription” period of the genre's
formation, there is a gradual realization of the own musical and
expressive possibilities of solo compositions, including specifically
instrumental in general and characteristic for these specific instru-
ments. The tools themselves, in turn, are intensively developing at
the same time.

So, in the XVI century, the violin displaces the lute — an instru-
ment that is rapidly developing and gaining popularity thanks to
the new sound possibilities of articulatory-dynamic and rhythmic
plans, which has established itself in the element of folk dance,
gradually penetrating the space of church musical culture, contain-
ing the necessary potencies for changing epochal musical thinking
(homophony). Taking into account the specifics of the instrument,
it is, above all, about various forms of hidden and real polyphony.
It is no wonder that it was the violin — one of the first to break out
at the position of instrumental soloing, also without accompanying
homophonic and polyphonic support of other instruments.

The typologization of thematic elements that took place during
this period (the concentration of musical imagery in the types of
opera arias according to the theory of “affects”, in typical dance
themes of suites, the formation of an instrumental polyphonic
theme) contributed to the formation of the soloism principle with
the development of technological and artistic possibilities of the
violin as an instrument. Improvement of the instrument itself, the
bow, and performing skills paved the way for the active develop-
ment of the solo-instrumental genre in the compositions of com-
posers of the XVIII - XIX centuries, primarily J. S. Bach and
N. Paganini. Compositions by J. S. Bach for violin, cello, flute
and other instruments (the era implied their free variation and
arrangement) is struck by “the masterful interweaving and mutual
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transitions of the types of hidden voice, their amazing closeness
to the forms of real polyphony (italics is ours — 1. F.)” [3, p. 11].
The hidden voice in the melodic material of Bach is characterized
by an impeccable logic of development and the relief of the ele-
ments-layers, which is achieved by relying on the incoming-song
horizontal intonation, the homophonic structure of the vertical
with the simultaneous manifestation of the principles of unfold-
ing strict style melodies. In such a homophonic and polyphonic
context (as in any polyphonic forms), the melodic beginning plays
both a shape-forming role and organizes the intonational develop-
ment of the material. Any melodic material that departs from strict
admission contains intonational and constructive prerequisites for
polyphony. The latter are formed due to multilevel intonation con-
nections, which determines the integrity of the sounding melody
not only in linear-horizontal deployment, but also in two other
spatial coordinates — vertical and depth.

Already in the melodic thinking of the closest followers of
J. S. Bach-G. F. Telemann, K. F. E. Bach, in parallel with the tra-
ditional Bach forms of implicit polyphony, “a different sub-strategy
(the term of M. Skrebkova-Filatova — 1. F.) is revealed. It refracts
the principle of homophonic writing. The degree of intonational
and thematic differences between hidden voices increases, which
brings the general impression closer to homophonic structures
[3, p. 12]. This tendency is even more noticeable in the Caprice of
Paganini, where ingenuously virtuoso textured structures are trac-
ing homophonic (quasi-piano) principles of presentation.

The renaissance of solo instrumental sound “from the chill
emotion of intellectualism to the expressively pointed intonations
of an instrumental monologue — become a kind of symbol, a musi-
cal emblem of the ideas of intrapersonal being” of the XX century.
And now it’s not only bow and flute, but also all string (including
modernized plucked ones) and all wind instruments.

The compositions for domra solo, as it were, embody the prin-
ciple of the old adage “Small spool, but dear”. When performer
on such a small instrument (with poor, at first glance, textural and
dynamic capabilities and repertoire baggage, but unique timbral
qualities), they acquire a double meaning. The value of the “small
instrument”, in our opinion, is in its “new” (for academic music)
sound, in solo compositions — it is pure, unaccompanied.

Let us consider these undoubted advantages of an acadamized
plucked instrument using the example of “Elegy” for domra solo by
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B. Kravchenko. The composer combined in the texture of the play
a beautiful, cantilena melody and plucked accompaniment. The
polyphony of the orchestral functions of the melody and accompa-
niment is enhanced by the timbre-dash contrast of voices.

Elegy begins at the pace of Moderato, for four quarters. An
uncomplicated, calm melody is set forth in the second octave with
whole notes on a tremolo. The second, accompanying voice sounds
in the first octave, is played by taking a guitar pizzicato — only with
the fingers of your left hand on the first, third and fourth lobes on
another string. Thus, the “orchestral” voices are located in the spaces
of different strings, without interfering with each other. In addition,
all domra strings have some timbral differences, which also create
a spatial differentiation of voices. A note corresponding to the mel-
ody is pressed with one finger of the left hand, and a second voice
is played with the second finger of the same hand. The right hand
plays only tremolo, and it is necessary to carefully ensure that the
right hand (with the pick) does not cling to the next string (which
can often be found in domra playing), and the quarter accompani-
ment was performed softly, without jerking and bumps, otherwise
the original textured technique will lose its value. Differentiation of
voices also occurs due to different loud-dynamic plans, since the
right hand forms the volume of the melody and the left “responds”
to the accompaniment; they are practically not connected when
playing. When playing on a four-string domra, you will have to use a
special technique for simultaneously pressing the frets and pinching
with your left hand almost constantly. In general, the simultaneous
performance of melodies and accompaniment presents considerable
difficulty for the domrist even on a three-string.

In the second sentence, the measured, calm presentation of the
Theme unexpectedly breaks off in a sixth jump with an arpeggiato
chord, immediately after which the tune changes from throttling
into third to legato (tremolo with double notes). The balance of
the whole is transformed into the turbulent moves of the quarters
and eights. The echoes of the accompanying function are now also
“dramatized” - in the interval version of the tremolo, it tenses up
(compared to the previous simplicity) also the harmony of the ech-
oes — the altered movement is complicated by “freezes” (syncope
predictions) in the melody. The texture is compacted, it becomes
quasi-orchestral — the number of votes increases, polyphonizes.
Thus, the composer embodies the excitement traditional for the
middle of the elegiac genre, an emotional upsurge. These four
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measures with the help of textural changes served as a transition to
the subsequent development of thematic material. The polyphonic
hearing of voices with their autonomous articulations and phrasing
in the general procession of music seems very important here. The
contrast of the stroke, playing instrumental technique, dynamic
plans, and hand coordination require mastery from the performer.

Gradually, the texture loses its density: the upper voice lingers
more and more on long notes, accompaniment again switches to
monophony, and the dynamics fade. However, for seven meas-
ures to the end, but already in a straight form, it comes to a chord
on sf (the same jump a sixth up). However, the movement with
quarters does not allow reaching the previous tension of climax:
there are no double notes with accompaniment, no alterations; a
“gap” in the rhythm of accompaniment has appeared. This is just
a reflection, a memory of the past. All the more unexpected is the
last chord — also sf, with two septims at the bottom. The space is
discharged, the domra “demonstrates” its range — from the lower
(at the three-string) string e of the first to the cis of the third
octave. The effect of calming, completion, fading. These six meas-
ures sound in a peculiar inverted form.

The whole composition sounds in one breath and has a through
development.

Conclusions. In the music of the XX century, the actualization
of solo instrumental forms for strings and wind instruments, tradi-
tionally accompanied by a piano, ensemble or orchestra is observed.
Over the centuries of its existence, this genre has developed its own
textural forms of a mixed type. Their natural-linear principle of
development gradually absorbed various types of polyphonic musical
texture (hidden and explicit polyphony, homophonic and harmonic
elements, sonoristics), which is based on the immanent intonation
properties of the complicated melody, and also created its own spe-
cific ones. The mentioned above requires special performing hearing
and methods of embossing in a holistic linear-vertical-deep spatial
development of solo instrumental texture.

The specifics of domra instrumentalism (the location of all
strings in one plane, the possibility to simultaneously use different
methods of sound extraction, specific instrumental methods) pro-
vide significant opportunities for differentiated performance and
combinatorics of homophonic and polyphonic textural formations.
This allows to deploy complex drama in various genre and style
forms of solo domra instrumentalism.
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