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FOR WHAT TO DEVELOP TIMBRE-DYNAMIC HEARING?

Abstract

The article is devoted to one of the actual problems of the solfeggio teaching methodology — the
development of timbre-dynamic hearing in musicians. This direction in the educational process is necessary
so that the student can freely differentiate the timbre, use the acquired knowledge in practical musical
activity. As known, the timbre is directly connected with the search for individualized fine decisions in the
field of sounding, creating an exquisite color, which act as one of the most important and powerful
expressive means. It is the timbre-dynamic rumor that manages the creation of various arrangements,
manages the creative efforts of musicians in the ensemble performance, the performance of claviers,
orchestral scores, encourages modern composers to modernize the sound, amplifying the expression,
exacerbating the perception of listeners.

The problems of timbre-dynamic hearing development have been little studied. Therefore, the article
suggests some specific techniques that can enrich the pedagogical arsenal of a young teacher and
researcher, help musicians and amateurs in the development and self-development of this most important
quality of understanding music and progressing in ability of sense the music. All this will contribute to the
activation of creative perception of music, the processes of its creation, reproduction, musicological
analysis.

Keywords: solfeggio, teaching methods, timbre, timbre-dynamic hearing, timbre hearing, development of
aural skills.

For many years there was an accurate system of teaching solfeggio with the methods,
training materials. It passes from father to son, often, quite mechanically. Teachers, being based
only on former experience, sometimes don't ask a question: what is necessary for the student
musician from solfeggio now how to diversify this subject, and, above all that it is necessary to
make that the modern student has received practical benefits of knowledge of solfeggio for the
professional activity?

In my opinion, one of the most interesting and current problem in a class of solfeggio is
development of multipurpose ear for music with priority attention to his such look as timbre
hearing or, on modern terminology, tembro-dynamic (L. Barenboim, G. Tsypin, D. Kirnarskaya,
M. Karaseva, L. Maslenkova, etc.). Why this type of hearing?

First, modern performers, seeking for increase in art impact of the academic art on listeners,
integrate the scale of treatments, especially impressively transferring a form of works. But in
parallel there is other process — search of the individualized thin decisions in the field of sounding,
a timbre, creation of refined sound color. It increases the interest of listeners, their acoustical
activity even more. Thus, varying tembro-dynamic coloring of musical fabric, seeking for
enrichment of sound color, the performer addresses one of the major and strong means of
expression.

Secondly, as we know, concert and solo career — a way for the few identity. Generally
performers work in on-stage performance groups of various instrumental structure, and, not only
academic, but also jazz, variety, are engaged in pedagogical activity. The musician will need to try
to obtain sound balance, to understand difficulties of execution on other instruments, features of
means of expression, as a result to be able to create a colourful and harmonious sound picture in
joint search. Besides, each musician can become the arranger, the composer, the DJ, or the head of
some vocal or vocal and instrumental group. Knowledge about specifics of instruments, their
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timbre features, the developed tembro-dynamic hearing will help beginning "businessman" with
work on selection of musical material, his distribution on voices and instruments.

Thirdly, one of problems of performers-instrumentalists and leaders consists in
interpretation of piano transpositions of orchestral parties in Concerts for the soloist with
orchestra, in claviers of musical and theatrical works (operas, operettas, musicals, ballets and so
forth). In such transcriptions it is necessary to identify to associate these or those moments of the
score of a clavier with sounding of instruments of symphonic orchestra. Without it, it is
impossible to carry out really art interpretation.

It is necessary to tell also about musicologists: in the process of the researching of
instrumental music, by drawing up articles, reviews, they have to with skill too and on the basis of
advanced tembro-dynamic hearing to comprehend the semantic conditionality of instrumentation
of the compositions, timbre effects created by this or that combination of various instruments and
their groups, etc.

Prerequisite of successful formation of music hearing, including, tembro-dynamic, process
of diagnosing of relevant level of his development is that will help the teacher to organize musical
practical activities of pupils correctly. But judging by research literature and teaching, methods of
development of this type of hearing are developed insufficiently now. Therefore it would be
desirable to offer some possible receptions aimed at the development of tembro-dynamic hearing
in the course of musical education.

1. To provide a possibility of collaboration of students - instrumentalists of different
specialties where musicians could watch during perception of live execution methods of sound
extraction and correlate them to typicalness of a timbre.

2. A little complicated option: to offer musicians-instrumentalists, to execute dictations for
audience. Here develops as sound high-rise, melodic, and tembralny hearing.

3. The following stage — familiarizing with study of performers on instruments

with other systems (the transposing in F, in A, in B, etc., in various keys) that allows
students to master a musical notation of parts of a french horn, clarinet, pipe, a saxophone and
others.

4. Integration of different types of hearing (sound high-rise, melodic, polyphonic, tembro-
dynamic, internal) is carried out in the course of recording of the two-part and three-part dictations
reproduced by instrumental ensembles (classmates or students from other courses).

The solfeggio, musical literature, music history, instrumentation and other objects the
educational means can make a contribution to a solution of the problem of formation of tembro-
dinamichsesky hearing.

For example, such types of works can serve increase in creative activity:

1. A traditional quiz if at her carrying out to set the tasks, unsolvable without participation
of timbre hearing. For example: hearing of music and active acoustical analysis of ways of the
orchestration, fixing of the introduction of this or that orchestral group, etc.;

2. Tasks for arrangement with various creative purposes, for example: transposition of
solo compositions for vocal and instrumental ensemble, the trio, the quartet or, on the contrary,
transposition for a piano solo or in four hands of the works intended for various instrument
structures. Tasks of this sort are performed in Kurmangazy KNC students pianists it is aware of
student teaching.

3. Selection to the fragments of animated movies shown without soundtrack, musical
illustrations for the characteristic of characters — here a task of students becomes the maximum
approach by the image by means of use of a certain the soloist tool (as the fairy tale by S.
Prokofiev "Petr and a wolf").

4. At lessons of the general piano and even specialty with pupils of various age levels it is
possible to use experiments with the "prepared"” (prepared) piano. Having changed these or those
devices (a coin, standard sheet, a paper clip, an elastic band and so forth) a instrumental timbre to
perform the fragment of the piece of music studied in a class. At the same time several problems
are solved at once:
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* perception of habitual music is refreshed;
* new sides of an image open;
« timbre hearing and creative imagination becomes more active.

5. It is useful to orchestrate mentally the piano invoice for the maximum specification of
tembro-dynamic feelings.

6. It would be interesting to use the methods of activization of tembro-dynamic hearing
presented to D.K. Kirnarskaya in the lectures for teachers and students of conservatory
(September, 2016).

For example, the same sound in a certain octave is elicited on different instruments (a violin,
a clarinet, a violoncello, a french horn) — it is necessary to recognize the instrument by his
characteristic timbre. Further it is possible to complicate option — to elicit a certain sound in
instrumental group related and close on a timbre (string instruments: violin-viola-violoncello-
contrabass; wooden wind instruments: oboe-clarinet-bassoon; copper wind instruments: pipe-
french horn-trombone-tuba).

Check of ability isn't less interesting, to learn the musical fragment among a quantity of
others executed at first on a piano then in orchestral transposition or jazz processing.

The experimental tests described by D.K. Kirnarnska including audio of record of music can
be used with success in classes of solfeggio and musical literature as difficulties in finding of
suitable musical material don't exist today.

Art of outstanding performers of the present has forced public "grow to preference of
intonational expressiveness as esthetic norm of an era” (G.R. Tarayeva). Horizontal thinking,
intelligent expressive intoning, a linearnost — in the center of attention of the performing musician.
But today tembro-dynamic hearing becomes one of the highest forms of functioning of ear for
music, category of an art and esthetic order, and coloristic finds turn into the "an informative
element™ strengthening an expression, aggravating acoustical perception of listeners. Recently
taken place festival "Nauryz of XXI" left many similar samples in memory.

The performing art and pedagogics develop in unity and interrelation. The pedagogics bears
responsibility, both for education of the educated listeners, and for formation of the performers
corresponding to modern cultural requirements.

As a result it is possible to tell that tembro-dynamic hearing plays an important role not only
in all types of creative practice of musicians, but also in processes of creative perception of music.

A. Comos
TEMBPJII- INMHAMHUKAJIBIK ECTY I HE YIITH JAMBITAJIbBI?

Tyiiin

Makana e3ekTi MacemnenepliH Oipi My3bIKaHTTApAbIH TeMOpPIi-TUHAMHUKAIBIK €CTYyiH JIaMbITyaa
coiib(ePKUOHBI OKBITY 9JiciHe apHaiFaH. biniM Oepyae Oy OarbIT CTYISHTTEpPre TeMOp.i epKiH Typie
capayiay, ainraH OUTIMAEpPIH MPaKTUKAIBIK MY3BIKAIBIK TYpJe MaiigaiaHa alaTblHBIH KepceTemi. bemerimi
OonraHfaif-ak, TeMOp TanraMmIbl KOJOPUTTI TYABIPBIN, ABIOBIC IIBIFapyAa Japa IOypbIC IIEMIiM i31ey
apKBUIBI, OChUIAMIIa €H MaHbBI3Abl )KOHE KYLITI KypajmapAblH Oipi peTiHae opeker ereni. Atam ailTKanaa
TEeMOpITi-MUHAMUKAIBIK €CTY apaHXKHpPOBKa TYPJIEPIH TYIBIPY MPOIECiH, aHCaMOJIBJIK OiHay Ke3iHje
MY3bIKAHTTapFa LIBIFaPMAIIBUIBIK KYIL, KJIABUPJIEp OMHAYJa, OPKECTP MAapPTUTYPAChIH, JBIOBIC OPHEKTEPIiH
KYIICHTY, THIHAAYIIBIHBIH KaObUIAaybIH LIMEICHICTIpE OTHIPHIN OacKapazbl.

TeMOpii-TMHAMUKAIBIK €CTy Mocenenepi a3 3eprrenreH. COHABIKTAH Makamana OipHeIe HaKThI
TMe/Iaror MeH 3epTTEYIIire IMeJaroruKaiblK apCeHANBIH OaibITAThIH d/iCTEP YCHIHBUIAAbI. MYHBIH OapIIbIFhl
My3bIKAaHBIH  LIaFapMamlbUIBIK — KaOBUIIAYBIH, OHBI  JKacay, MY3BIKaJBIK Tajjay IpPOLECTEPiH
OeJiceHIeHIIpyTre MYMKIHIIIK Oepei.

Tipex ce30ep. conbdelkKno, OKBITY SicTepi, TeMOp, TeMOpi-AMHAMHKAIBIK €CTy, TeMOpaibli ecTy,
MY3BIKAJBIK €CTY/1 TaMBITY.
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A. Comos
JJIs1 YET'O PA3BBUBATD TEMBPO-)Z[I/IHAMI/I‘IECKI/IFI CIyXx?

Annomauusn

CraThsi TOCBSIICHA OJHOH W3 aKTyalbHBIX MPOOJEM METOIUKU TPENoJaBaHus COIb(EIKUO —
Pa3BUTUIO TeMOPO-IMHAMUYECKOTO ClyXa Yy My3bIKaHTOB. J[aHHOE HampaBicHHE B Y4eOHOM Ipolecce
HEOOXOJMMO UII TOTO, YTOOBI CTYAEHT MOT CBOOOAHO AM(QepeHIIupoBaTh TEMOPHI, HCIOIH30BaTh
MOJTyUYCHHBIC 3HAHUS B TMPAKTUYCCKON MY3bIKAIBHOHN JesTellbHOCTH. Kak W3BEeCTHO, TeMOp HampsMyro
CBS3aH C TIOMCKOM WHJIWBUIYaIM3UPOBAHHBIX TOHKUX PEHICHWA B OO0JAacTH 3By4YaHHWs, CO3JIaHUU
M3BICKAaHHOTO KOJIOPWTA, TEM CaMBIM BBICTYTIas B POJH OJHOTO W3 BAXXHEWINX M CHIBHOACWCTBYIOIINX
BBIPA3UTEIBHBIX CPEACTB. VIMEHHO TeMOpO-IMHAMUYECKHA CIIyX pPYKOBOJIUT MPOILECCOM CO3IaHUSI
Pa3IUYHOTO POJIa ApaHKUPOBOK, YIIPABIISIET TBOPUYSCKUMHE YCHIIUSAMHU MY3BIKAaHTOB IPU aHCaMOJICBOH Urpe,
WCTIONTHEHUH  KJIABUPOB, OPKECTPOBBIX  MAPTHTYpP, MOOYXKJAaeT COBPEMEHHBIX KOMIIO3UTOPOB
MOJIEPHU3UPOBATH 3ByUaHHE, YCUIINBAs SKCIIPECCHIO, 000CTPSIS BOCIIPHUATHE CIyIIATENEH.

[IpoGieMbl pa3BUTHS TeMOPO-IMHAMUYECKOTO CIIyXa Majlo UCCIIe0BaHbl. [103TOMy B JaHHOH cTaThe
MpeNJIaraloTCsl HEKOTOPble KOHKPETHBIC IPUEMBI, CIIOCOOHBIE OOOTraTUTh IMEAArOTHYCCKUN apceHas
MOJIOJIOTO TIearora M MCCIeA0BATENs, TIOMOYh MY3BIKAHTaM M JIFOOWTENSIM B Pa3BUTHU W CaMOPA3BUTHU
ATOTO BAYXHEUIIIETO BHUJa MHOTO(YHKIIMOHAIFHOTO MY3BIKaJIBFHOTO cilyxa. Bece 3To OynmeT crmocoOcTBOBaTh
AKTUBU3allMM TBOPUYECKOTO BOCHPHUATUS MY3bIKH, IPOLECCOB €€ CO3JaHMs, BOCIPOU3BEICHUS,
MY3BIKOBETYECKOTO aHAITN3A.

Knwouesvie cnosa: conbdemxno, MeTOIUKa TpernogaBaHus, TeMOp, TeMOpO-TUHAMUYECKUH CIyX,
TeMOpalbHBIH CITyX, pa3BUTHE MY3bIKAJILHOTO CITyXa.
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