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06 aBTOpe

DTa ApKO HaNMMCaHHas KHUTa OTpaXxaeT GoraThii
npo¢deCCHOHAIBHBIH OIBIT H3BECTHOIO POCCUHCKOro
akkopaeonucrta Hukonas KpasuoBa. B He#t pac-
CMAaTPHUBAIOTCA aKTyaJibHeM1IMe mpobieMbl akKope-
OHHOM NMeJarorMku, METOOUKHM M MCIIOJIHUTEJILCTBA.
M XOTs1 B KHHUIe 3aTparMBaloTCs CJIOXHEHIIHE U MOo-
POt 3ayTaHHbIE ABJIIEHHUS BOJIIOLIMY aKKOPACOHHOM
KYyJILTYphl, €6 MHTEPECHO M JIETKO YMTaTh, Ha MOM
B3IJISI, KaK JIOOUTENIO, TaK U NMPpOodeCCHOHATBHOMY
YUTATETIO.

A ropxycsp, 4TO ObUI M OCTAIOCh YYEHHUKOM, ApY-
TOM 3TOr0 NMPEKPAaCHOIro My3bIKaHTa.

KpaBuoB H. A. ofHMM H3 NeEpBBIX PaCLIUPHI
Halll¥ MIPeACTaBICHUS O BO3BMOXHOCTSIX aKKOPJIEOHa,
MAaKCHMAJIBHO NMpPUOIU3UB €ro 3By4YaHHE K MHCTPY-
MEHTAIBHOMY SI3bIKY CKPMIIKM M BHOJIOHYEIU. B Me-
TOOUKE OOy4eHHUsl OH OOOMBAETCs OT YYEHUKOB IJTy-
6MHBI 3ByYaHHUS] HHCTPYMEHTA, BHIPA3UTEIBHOMN HIO-
AHCUPOBKHM M 60raToi NMajuTphl 3ByKOB.

Ero cobGcTBeHHasi Mrpa OTJIMYaeTCs OMYXOTBO-
PEHHOCTBIO U YAUBUTEJIbHBIM «4YBCTBOM BPEMEHM»,
KOTOpbIE€ BO BCE BPEMEHA BBICOKO LIEHWINCH Y MY3bl-
KAHTOB, M 0€3 Yero He MOXET COCTOSThCA HACTOSLLMIA
XYIOXHHUK. AAB/ISISICH MHOTHE I'OIbI COTMCTOM JiaypeaTa
MEXIYHApOAHBIX U BCEPOCCUNMCKUX KOHKYPCOB OpKE-
crpa 6astHucTOB MM. I1aBna CmupHoBa, KpasiioB H. A.
CBOMM HMCKYCCTBOM ITIOKOpSIET CJIylLLaTeJied Halleun
CTpaHbl U 3a pyOEXOM HCIIOJHEHUEM COOCTBEHHBIX
TPAHCKPUIILUI MY3bIKaJIbHbIX IPOU3BEACHUM, a TaK-
X€ COYMHEHUM, HAlTUCAHHBIX CIIELIMAIBHO UISL HETO,
BBI3bIBasi OypI0 BOCTOPXEHHbBIX OT3bIBOB 3pUTEJIEN U
B MUPOBOM IIpecce.

HN3BecteH Hukonait AjieKcaHIpoOBHUY KaK y4e-
HBIi, YCOBEpPLIEHCTBOBABIIMN (OPTENUAHHYIO
KJIaBHAaTypy akkopaeoHa. bnaromapss 3Tomy ero
Y4E€HUKH BBIMTPBIBAIOT MEXIYHAPOAHBIE U BCEPOC-
CHUMCKHME KOHKYpPChbl. MoaepHM3aLUs KJIaBUATYpPhI
SIBJIIETCSI MHTEPECHBIM COOBITUEM B COBPEMEHHOM
aKKopaeoHHoO#M XU3HU. Cpeau ee 0OYeBUAHBIX 10C-
TOMHCTB CJIeAyeT OTMETUTb, YTO OHAa IMO3BOJSET
HCIIOJIHATh aKKOPAEOHUCTY KaK KJIaCCUYECKME,
TaK U1 OpPMTHHaJIbHbIE, HANTMCaHHBIE 1151 6asiHa co-
YUHEHUA 6e3 UCKaXeHHUs aBTOPCKOro TeKCTa. JTa
TeEMa Jierja B OCHOBY €ro JUCCEPTALIMUOHHOIO UC-
cienoBaHuss. M3BecTHble 3apyOexHbie (GUPMBI

About author

This colorfully written book is a reflection of
a huge professional experience by famous Russian
accordionist Nikolay Kravtsov. In this work he is
analyzing current problems in accordion peda-
gogy, methodology and performance. And despite
the fact that the book is dealing with difficult and
on occasions confusing facts of accordion’s evo-
lution, it makes an easy and interested reading, in
my view for both am ateurs and professionals.

I am proud of the fact that I was and still am
a pupil and a friend of this wonderful musician.

Kravtsov N. A. was one of the first accor-
dionists to take our perception of the instrument
further, making it closer to the musical language
of the violin and cello. Working with his pupils, he
is achieving a deep, expressive and colorful sound
of the instrument.

His own playing is characterized by spiritual-
ity and a fantastic «sense of time», that was histor-
ically always valued in musicians and the quality
that no artist can exist without. For many years
Kravtsov N. A. was a soloist of accordion orches-
tra named after Pavel Smirnov - Laureate of
International and Russian competitions, and with
his art is capturing the listeners in our country and
abroad performing his own transcriptions as well
as music written for him, while getting enthusias-
tic response from the audience and the world
press.

Nikolay Aleksandrovitch is known as
scholar, perfecting the piano keyboard of accor-
dion. It is (amongst the others) one of the rea-
sons for the success that his pupils had, wining
internationals and Russian competitions.
Modernization of the keyboard is an interesting
event in accordion world. Among the other
benefits it is allowing accordionists to perform
classical as well as the repertoire for bayan with-
out interfering with the original music. This
theme was the base of his PhD research.
Famous accordion manufacturers «Victoria
Accordions» (Italia) and «Slava» (Belarus) sup-
ported his invention and are producing concert
instruments with a new keyboard developed by
Kravtsov N. A.



«Victoria - Accordions» (Utanus) u «Slava»(beno-
pyccusi) OLIEHWIH €ro M300peTeHHe W NPOU3BOAAT
KOHLIEPTHbIE MHCTPYMEHTbI C HOBOW KJaBMaTypoH
Kpasuosa H. A.

Jlymaio, B Poccum, nocsie (puHaHCOBOTO 0310pOB-
JIEHUS] SKOHOMMKH, 3TOT MHCTPYMEHT XIET OOJbLION
ycrnex.

B Hacrosiiuee Bpems opkecTp uM. I1aBia CMupHO-
Ba MMeET B CBOEM COCTaBE MY3bIKAHTOB, UIPAIOLLIMX Ha
akkopaeoHe ¢ kiaBuartypoit Kpasuosa. MHCTpyMeHT
BbI3bIBAET HEMOMAAEIbHBIA HHTEPEC Y MY3bIKAJIbHOW 00-
[LIECTBEHHOCTH, CJIylluaTe/leid APYrux CTpaH MMpa, rie
racTpOJIMPYeT 3HAMEHUTBIH KOJUIEKTHB.

CeroiHs 3ac/lyXeHHbI aesiteb uckyccts Huko-
nait AnekcanapoBud KpaBLOB HaXoOMTCA B pacLIBETeE
CBOMX TBOPYECKMX CWJI M TMPEACTABJISAET CBOIO HOBYIO
MHTEPECHEMILIYI0 paboTy, B KOTOPOI OH YOEAUTENBHO U
npoecCMOHATILHO MOKAa3bIBAET Oy/ylllee COBPEMEHHO-
ro akKKopIeoHa. YoexIeH, 4To HacTosiLasi KHUra nomMo-
XeT HaM TMOHATb aBTopa KaK YHMKaIbHOIO 4YeJ0BEKaA,
My3bIKaHTa, MeJarora U y4eHoro, npeioXMUBLLIETO HO-
Bblii MMMYJbC B Pa3sBUTUM AKKOPAECOHHOMA
KyasTypbl XXI Beka.

[Ipedcedamenv Cankm-[lemepbypeckoco
meopueckoco Coro3a pabomHUKO8 Kynbmypel,
XyooxucecmeeHHblil pyK0o8ooumens Aaypeama
MeHCOYHAPOOHBIX U 8CEPOCCUUCKUX KOHKYPCOB
basnHoeo opkecmpa um. llaera CmupHosa,
Hapooneiis apmucm Poccuu, npogheccop

F0.11. CmupHos.
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In my view, after the recovery of the Russian
economy is completed, this instrument is bound
to be a great success.

At the present moment orchestra named
after Pavel Smirnov has musicians playing accor-
dions with Kravtsov’s keyboard. Instrument is
generating lots of interest within the musical soci-
eties and audiences in all the venues this famous
orchestra is performing.

Today, Honored Art Worker of Russia,
N. A. Kravtsov is at the peak of his artistic career
and is presenting his most interesting work to us,
in which he is showing the future of the accor-
dion, both professionally and with a conviction.
In my view this book will help us to understand
(see) the author as a unique person, musician,
teacher and scholar and the person that has given
us a new impulse for the development of the
accordion in the 21st century.

President of St. Petersburg
Creative Union of Culture Workers,
Artistic Director of Bayan Orchestra
im. Pavel Smirnov — laureates of
Russian and international competi-
tions, Peoples Artist of Russia,
Professor Y. P. Smirnov.



Or pesaxumm

KpaBuos Huxona#t AnexcaHIpOBHY POIHICS
24 anpens 1943 roma Bo BnamMBocTOKE. 3aKOHYMII
TATIHHCKYI0O TOCYAapPCTBEHHYI0 KOHCEPBAaTOPHMIO
(1968) no xnaccy Jleononnia Buria Kak CONMCT, npe-
1101aBaTe)ib, AUPHXEP M MYy3nIkoBel. B HacTosiuee
BpeMsl — 3aBERyIOIIMA Kadeapoil HapOTHBIX MHCTDY-
vieHTOB CaHkr-IleTep6yprckoro yHHBEpCHTETa KyJlb-
Typbl U HCKYCCTB (¢ 1978), KaHaMIaT HCKycCcTBOBENE-
Hus (1982), npodeccop (1993), 3acmyxeHHRI! nesTen
uckyccte Poccum (1999), naypear «3oiioTOi KHMIU
OreuectBa» (2002).

Kpasuos H.A. nan ceuime 1500 myGmMyHBIX KOH-
LEPTOB Ha CLIEHaX KpyrnHeimx 3anoB Poccun — Ko-
JIOHHBIH 3a1 JloMa coi030B, bosibioit 1 Mahiit 3a1bl
Cankr-Ilerep6yprckoit duwiapmonnu uM. 1.11. Illoc-
takoBH4a, bombioi u Manniit 3ane CaHkr-Ilerep-
6yprckoit kanewtel M. M.U. Iiuuku. Tacrponupo-
a1 B [epmanum, ®panumu, Hopseruu, Ll Beituapun,
' Benrpuu, [Nonwiue, Jliokcem6ypre, JIutBe, CTOHUH,
Il MTpal B TAKMX KOHLIEPTHBIX 3aJiaxX, KaK «[eBaHm-
xayc» (JIeymuur), «@punpuxirraarnanac» (bepaun),
Bo JIBop1ie koHrpeccoB (Ctpac6ypr) u Apyrux.

BHICTymaJ1 KaK COJIMCT CO MHOTMMHM M3BECTHBIMH
KOJUIEKTHBAMHM: 33aCITyXEHHBIM KOJUIEKTHBOM Poc-
cuiickoit ®enepaiun, opkectpoM CaHkr-ITeTep6yp-
rckoii ¢uwnapmonuu uM. J1.Jl. llloctakoBuya, op-
kectpoM CaHkTt-Ilerep6yprckoro pagvoBelIaHHs
uM. B.I1. ConosbeBa-Cenoro, akkoOpaeOHHbIM OpKe-
crpoMm IlaBna CMHpHOBa, OPKECTPOM PYCCKMX Ha-
POIHBIX HHCTPYMeHTOB UM. B. B. AHnpeeBa, opkecT-
pom Cankrt-IlerepOyprckoro Majnoro onepHoro te-
arpa uMm. M.I1. Mycoprckoro, MoCKOBCKHMM rocyna-
PCTBEHHBIM CUM(POHHYECKHUM OPKECTPOM, KAMEPHBIM
opkectpoM CaHkT-IleTep6yprckoii KoHCEpBaTOpUHU
M. H.A. Pumckoro-KopcakoBa, KaMEpHBIM OPKECT-
poM TautMHCKON UIapMOHUM. YYacTBOBal B KOH-
HepTax oI yIpaBJieHHEM TaKMX OUPUXEPOB, KakK:
A. SIHcoHc, M. SIHcoHc, I. PoxnecTBeHckuit, D. Xa-
yatypsH, C. TopkoBeHko, 0. CmupHoB, I1. byb6enb-
HukoB, II. Maru, A. Kyuenko, }O. bormaHos,
B. AxynoBu4 1 aApyruMH. CoTpyaHHUYaAJl C U3BECTHBI-
MM Komrnosutopamu: C. CnoHuMckuM, I1. PennHuko-
BeiM, K. MsackoBeiM, X. Biinepom, E. [ora,
M. LsetrxkoBriM, B. bub6epranom, B. bacHepoMm,
HU. IIsapuem, A. Knaiidenem, C. [ybaitnynuHoi,
C. baHeBu4eM U MHOTUMU IPYTUMHU.

From Publisher

Kravtsov Nikolai Aleksandrovitch was born
on 24 April 1943 in Vladivostok. He graduated at
Tallinn State Conservatory in class of Leopold
Vigl as a soloist, teacher, conductor and musicol-
ogist. At the present — Head of the Department
of Folk Instruments at the St. Petersburg
University of Culture and Art (since 1978),
Doctor of Fine Arts (since 1982), Professor
(since 1993), Honoured Art Worker of Russia
(since 1999), Laureate of «Golden Book of
Motherland» (2002).

Kravtsov N.A. performed more than 1500
concerts on the stages of grandest concert halls in
Russia — Colony Hall Doma Soyuzov, Big and
Small halls of St. Petersburg Philharmonic im.
D.D. Shostakovich, Big and Small halls of
St. Petersburg Kapella named after Glinka, was
performing in Germany, France, Norway,
Switzerland, Hungary, Poland, Luxemburg,
Lithuania, Estonia where he performed in such
concert halls as: «Gewandhaus» (Leipzig),
Fridrihstadtpalace» (Berlin), Palais de Congresse
(Strasburg) and others.

He performed as a soloist with many
famous ensembles: Honoured Collective of
Russian Federation — orchestra of St. Petersburg
Philharmonic im. D.D. Shostakovich, orches-
tra of St. Petersburg Radio and Television im.
V.P. Solovyova-Sedova, accordion orchestra of
Pavel Smirnov, orchestra of Russian folk
instruments im. V.V. Andreyeva, orchestra of
St. Petersburg Small Opera Theatre im.
M.P. Musorgsky, Moscow State Symphony
Orchestra, chamber orchestra of St. Petersburg
State Conservatory im.N.A. Rimsky-Korsakoy,
chamber orchestra of Tallinn Philharmonic,
took part in concerts under the button of such
conductors as: A. Yasons, M. Yasons,
G. Rozdestvensky, E. Khatchaturian,
S. Gorkovenko, Y. Smirnov, P. Bubelnikov,
P. Myagy, A. Kuc: S. Slonimsky, P. Repnikov,
R. Myaskov, H. Eyler, E. Doga, 1. Cvetkoy,
V. Bibergan, V. Basner, I. Schwartz, A. Knayfel,
S. Gubaidulina, S. Banevitch and many others.



YneH XIOpH MHOTHX MEXIYHapOAHHX H Bce-
POCCHACKHX KOHKYPCOB, YYaCTHHK KOHGepeH-
UM, cCeMMHapOoB M MacTep-KjiaccoB B Poccuu
M IpyTHMX CTpaHax.

OcHoBaTeJib M PYKOBOAMUTEJb H3BECTHOM
«MexayHapoaoHOH WWKOJbI aKKopaeoHa» CaHKT-
[MeTepbyprckoro rocyaiapcTBEHHOro YHUBEPCHTETA
KYJbTYPbl H HCKYCCTB.

B HacTosilei kHUre Kpasuos H. A. BnepBhie
3HAKOMMT LIMPOKHUM KpPYr YHTATEJIEH C MPAKTHKOMN
Mrpbl Ha YCOBEPLIEHCTBOBAHHOW MM OpPraHHO-
dopTrenHaHHON KJIaBHaType aKKOpIAE€OHa, HayyHO
M METOIOJIOTHYECKH OMNpenenss pojib MOOEepHHU3a-
UMM KOHCTPYKUMHM B HaJdbHEHIIEM pa3BUTHUHU
MHCTPYMEHTA.

He was a jury member in many international
and Russian competitions, taking part in confer-
ences, courses and master-classes in Russia and
abroad. '

Founder and director of a famous <«Inter-
national School of Accordions at St. Petersburg
State University of Culture and Art.

In this book Kravtsov N.A. acquaints reader
for the first time to the performing practises on
the organ-piano keyboard of accordion developed
by him, scientifically and methodically defining
the roll of modernisation in further development
of the instrument. :



doporue apy3ba!

Bort yxe Tpuauars JieT s paboTalo Hal TeEM, YTOObI
AKKOPAEOHHUCTHI KJIABULLTHUKHU MOIJIM YCTIELLIHO COTIep-
HHMYaTh C GastHUCTaMU ! B UIX CaMOi NPeCTIDKHOM cdepe —
KaMepHOM My3bike 1 6asiHa. TpuaouaTs et noHano-
6W10Ch MHE U1S1 BCECTOPOHHE#H MPOBEPKH UIIEW MOZIEp-
HU3aLMHK OpraHHO-GoOpTENMAHHON KJIaBMATYphl aK-
KopaeoHa?2. [TocTeneHHo, 1ar 3a 111aroM, si BCECTOPOH-
HE M3Yy4YWI BO3MOXHOCTb NPAKTUYECKOIO MPUMEHEHUS

. uaeu. Sl He TOpONMWICS MPHU3bIBATh MTOJ CBOM 3HaMEHa
' aKKOPIEOHHUCTOB, HOO MOHMMAJT BCIO OTBETCTBEHHOCTh
' TAKOro MOCTYIIKA U HE XOTeJl CBOMM TpodeCcCHOHAIb-

HbIM aBTOPUTETOM BBECTHU B 3a0.TyXIE€HHE 10BEPYMBOE
MOJIOZIOE TOKOJIEHHE aKKOPIEOHUCTOB, HE U3y4YUB BCE
acCIeKThI 3TOro, 6e3ycJI0BHO, HE MPOCTOrO MPOEKTa.

C caMoro Hayajna 3apoXIE€HUs UIEU MONEPHH-
3allMM KOHCTPYKLIMM KJIaBHUATYpPHI S MTOHSUI, YTO MHE
MPEACTOUT NPONTH JUTMHHBIN IMTyTh U3YYEHHS] MHOTHX
acreKkToOB €€ « MOBEeAEHMsI». A Ul 3TOro MHe Oyner
HeIOCTaTOYHO HapucoBaTh ee Ha bymare. Camo co-
6oif, mepeno MHOH MasiyWila HEINpocTas 3ajaya —
CO3aTh ONBITHBIA MAaKeT MHCTPYMEHTA U 3aTEM MPO-
BEPUTb €r0 XHU3HECIOCOOHOCTh B KOHLEPTHO-HUC-
MOJIHUTEIbCKOM npakTuke. Ho nyTh oka3aics ropas-
IO JUIMHHEE, YeM MepBOHavyalbHO 51 cebe npeacras-
Jsn. 1973 r. — 3apoxneHue 3aMbicia; 1980 — aBTopc-
KO€ CBUJETEIbCTBO (rnateHT); 1981 — co3maHue nep-
BOI0 JAEHMCTBYIOLLIErO MaKkeTa roTOBO-BbIOOPHOIO akK-
KopaeoHa (¢-ka «KpacHblii nmapTtusaH», MacTep
b.B. IIlutoB, KOMIUIEKT TIOJOCOB H3rOTOBJIEH
HN.B. KopHuHbIM, KOHCTpyKTOp E.A. JInOGMaH,

I [ToHATHE «OasiH» — YCIOBUMCS Y aJiee MOHUMATh 3TOT
TEPMHH KaK Pa3sHOBMAHOCTb KHOMOYHOrO aKKopAeoHa, c¢op-
MMPOBaBIIMICA B My3bIKaJIbHOM KybType Poccuu.

2 [lanee 3HaueHHWE TEPMUHOB «OasiH» U «aKKOPAEOH» MBI
M GyaeM Tak pacCMaTpUBaTh.

Kpasuoes H. A.
Kravtsov N. A.

Dear friends!

During past 30 years, my work was focused
on enabling piano accordionists to compete suc-
cessfully with bayan' players in their most presti-
gious area — chamber music for bayan. 30 years
I needed to verify my ideas on how to modernize
organ-piano keyboard of accordion’. Gradually,
step-by-step, I thoroughly studied the ways
of putting my idea in to practice. I was in no rush
of approaching accordionists with my idea, even
though I have understood the responsibility
of such a move, as I did not want to use my
authority in order to mislead the trusting young
generation of accordionists, before I mastered all
the aspects of this — without a doubt, complex
project.

From the moment my idea about moderniz-
ing the construction of the keyboard has arisen,
I have understood that there will be a long way to
go in finding out all the aspects of keyboards
«behavior». And for that purpose, it will not be
sufficient just to draw it on paper. Obviously, a dif-
ficult task was looming ahead of me — to develop
the prototype of the instrument and to check it’s
viability in performance. But the task appeared to
be even bigger than I have initially imagined;
1980 — certificate if authenticity (patent),
1981 — production of the first functional model of
the free-base accordion (factory «Red Partisan»,
master B.V. Schitov, set of reeds made by
I. V. Kornin, constructor E. A. Libman, chief engi-
neer M. D. Ivanov); 1982 — Doctor Dissertation;

! Notion «bayan» — conditionally will understand as a

term for variety of button accordion developed in musical cul-
ture of Russia.

Further meaning of terms «bayan» and «accordion»

will be considered (regard) in the same way.



1. urxeHep M.J1. UBaHoB); 1982 — 3ammTa KaHaM-
natckoii auccepraumu; 1982 — nepBoe KOHLIEPTHOE
BbICTyTUIEHHE aBTopa; 1984 — mepBoe mny6GanMyHoe
BBICTYIUIEHHE cTyaeHTa A. JlyMuHckoro; 1985 — cos-
JaHKe BTOPOTro rOTOBO-BBIOOPHOI0 aKKOpPAEOHA C JIO-
MaHoit nekoii (cossotto) «ABpopa» (Mactep b.B. I11u-
ToB, KOHCTpyKTOop M.H. TlepuoBckuii, I1. HHXEHED
M.J. UBaHoB), 1990 — Hayano anpobauuu B y4yeod-
HOM MpolIeCCe BbICLIEro y4eOHOro 3aBeneHus (CTy-
nenrt I ITankparos, CII6I'YKH); 1995 — nepsbiii 1a-
ypeaTr MeXIyHapOAHOIro KOHKypca MOJIOABbIX UCIIOJI-
HUTeel Ha 6asiHe M aKkopaeoHe uM. benoboponosa
(. Tyna) — Imutpuii benexos; 1996 — perynsapHoe
obyyeHHne y4eHUKOB B Moux Kiaccax; 2000 — co3na-
HUE TMEPBOr0 COYMHEHMS CMELUUAIbHO ISl UHCTPY-
meHTa («Pamcoausi», komnosurop Mcmykosa E.)
1 nepBoe ero ucrnonHenue B Uranuu (2001r), a 3a-
teM B Poccuu (2002 r.) cryneHToM E. MepeHKOBBIM
B BonbiioM 3ane Kanemwnsl uM. M.A. [IMHKM U T.I1.

B HacToslllee BpeMsi MU3rOTOBJIEHO 25 HMHCTPY-
MEHTOB pa3IMYHOro Kjgacca M KayectBa. Ha Hux
Npouuid oOyyeHHe MHOTHE YYEHUKU U CTYHECHTHI.
EcTb cpeau HUX noGeauTeu MeXAyHapoOaAHbIX U BCe-
POCCUHACKUX KOHKYPCOB.

[TpekpacHO NoHMMas1, YTO ISl U3yYEHHUS Tpeia-
raeMoM UIIeu CIMILIKOM HAKJIAIHO [MOKYIaTh HOBbIH aK-
KOPIEOH, aBTOp BMecTe ¢ u3aarenbctBoM «MCT» pe-
LIWIM CHaOOUTb 3Ty KHUIy KiaBuartypoid. [Ipu ee no-
MOLUM YMTaTeb CMOXET IMPOBEPUTh pa3paboTaHHbIE
B aBTOPCKOM TEKCTE IMOJIOXKEHUSI U HOTHbIE MIPUMEPHI.

B Ttekcre kHuru umeercs pasgen «K Bompocy
O IYyTH pa3BUTUS XPOMATUYECKMX KJIaBHATyp»,
B KOTOPOM H3JIOXEHbI OCHOBHbIE MCTOPUYECKME ac-
neKTbl POpMUPOBaHUS KJIaBUaTyp opraHa ¥ Gpoprenu-
aHo, a TAKXe KHOIMOYHBIX KJ1aBUaTyp akKopaeoHa. [To-
SIBJIEHUE 3TOro paszesa obyC/IOBIEHO CYLLECTBYIOLIMN-
MM NMOBEPXHOCTHBIMU B3IJISLAAMHU U MPEACTABIEHUAMU
00 ucTopuyeckux npoteccax GopMUPOBaHUS KI1aBHa-
Typ. MMeercst MHOTO MCKaXeHHOTro (haKToNIOrHYecKo-
ro Marepuana B cpeacTBax UH¢popmMauuu. Tak, Hanpu-
MEp, KJ1aBUaTypa BeHrepckoro My3bikaHTa [aynsa SHko,
co3naHHas uM eule B XIX Beke, nocrosiHHO B XX Beke
MMEET CBOMX HOBbIX aBTOPOB, KOTOpPbIE rOpsuO U YBIie-
YEHHO M3NaraloT MydJIMYHO NOCTOMHCTBA, @ 3a00HO U
CBOE aBTOPCTBO Ha Hee.

B 3ToM pasnese, untarens, Bul cMoxeTe npocie-
AWTb CTAHOBJIEHUSI KJIABUATYP MY3bIKabHbIX UHCTPY-
MCHTOB BO B3aUMOCBSI3U C OOLLMM pa3BUTHEM MY3bl-
KalbHOM KynbTypbl. Bbl Takxe cmoxere nyuuie mno-
HATD, 10YEMY MHOIO M30pPaHO 3BOJIIOLIMOHHOE NpPeo6-
Pa30BAHME KOHCTPYKLIMW aKKOPAEOHA W MOYEMY HALO
ObLI0 COXpaHNTDb MoCe YCOBEpILIEHCTBOBAHUS Bblpa-

DoTaHHbie patice MCNONHUTEILCKME HABBIKHM U YMEHHS
AKKOPJCOHHCTA.
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1982 — first public performance of the author;
1984 — first public performance of the student
A. Luminsky; 1985 — production of the second
free-bass instrument with cassotto «Aurora» (mas-
ter B.V. Schitov, constructor M.1. Percovsky, chief
engineer M.D. Ivanov); 1990 — beginning of
approbation in higher education (student
G. Pankratov, SPGUKI); 1995 — first laureate of
international competition for young performers of
bayan and accordion im. Beloborodova (Tula) —
Dmitri Belehov; 1996 — regular training of stu-
dents in my class; 2000 — the firs piece composed
especially for the instrument («Rhapsody», com-
poser Ismukova E.), premiered in Italy (2001)
and then in Russia (2002) by the student
E. Merenkoy, in the Big Hall of Kapella named
after M.1. Glinka, etc.

At the present, 25 instruments of different
class and quality have been produced. Many
pupils and students have been trained on them.
Amongst them, there are winners of internation-
al and Russian competitions.

Understanding well that for the study of this
idea, buying a new instrument would be a difficult
decision to make, author, together with a publish-
er «MST» decided to supply this book with a key-
board. With the help of it, reader would be able to
try the thesis and music samples, worked out by
the author.

There is a chapter in this book «A question
about the ways in development of chromatic
keyboards», containing the account of main
historical aspects of organ and piano keyboard
development, as well as a development of but-
ton accordion keyboards. Appearance of this
chapter was conditioned by existing superficial
views and notions about the history of key-
board development. There are to many works
containing misrepresented facts in media. For
example, the keyboard of Hungarian musician
Paul Yanko, developed in 19th century, is find-
ing new authors in 20th century. They are
enthusiastically presenting its merits and qual-
ities, at the same time claiming the authorship
on it.

In that chapter, the reader, you can
observe the formation of keyboards of musical
instruments, in relation with a general develop-
ment of musical culture. You could understand
better why | have chosen evolutionary transfor-
mation of accordion construction and why it
was important to safeguard already developed
performing habits and skills of accordionists,
after the improvements have been made.

As | was making my way forward trough
the stages of project, more and more people



ITo Mepe Toro, xak MHe YAABANOCH IIPEONOJICBATD
HaMEYCHHBIC CTYIICHM IpoeKTa, Bce Goumlne moneit
XHBO HHTEPeCOBATMCH HAaeceH. [locTeneHHo 5 yrBepX-
Ja/IcA B MBICJIM, 9TO KJIABHATYpA XH3HecnocobHa. OHa
OOHapYXHMBAeT P 3AMETHRIX, & ITOPON H pellaIoLIHX
MPECHMYILICCTB MEpell CYMIECTBYIOIMMHM KJIaBHaTypaMM
6asiHa H aKKOPICOHA.

3nech YMECTHO HAITOMHMTD 00 M3BECTHBIX MO3MU-
TUBHBIX H HETATHBHBIX acreKrax QyHKIIHOHHPOBaHHUsA
KOHCTPYKIMH 06eHX KJIaBHATYP.

IlozuTBHOE y Gasna:

1. OcoGeHHOCTb CXeMH pa3MEIEeHHs KJIaBHLU
TOHOB M NOJIYTOHOB, OOecrneuMBalomas KOMIIAKT-
HOCTb MX PacIiOJIOXEHMSA H CTOCOOCTBYIONIAasA co3a-

HHUIO OPHTHHATBHBIX COYMHEHHIA C IMHPOKMM pa3He-
CEHHMEM IOJIOCOB.

2. YuupuumpopaHHas ¢opma BceX KIaBHII,
TIPU JIETKOM CTYNEHYATOCTH pa3sMEIleHUsI MX PSJIOB,
obecrieYuBaeT yyqilieHue 3proHOMHYECKHUX CBOKCTB
KJIaBHATypPH.

3. YuudpuumpoBaHue Tonorpadum TeXHHYECKHX
¢dopMyn co3naet ynoOHOe MCNOJIHEHHE raMMaobpa3s-
HBIX OOHOIOJIOCHHIX, MHTEPBAIbHBIX M aKKOPHAOBBIX
rnaccaxem.

HeramusHoe y 6asna:

1. Yaudukaums KiaBHaTypH XOTS H CIIOCOO-
cTBYeT (POPMHUPOBAHMIO HTPOBLIX HABBIKOB MOTOPHO-
r'o CBOKMCTBA, B TO X€ BpeMsi OTPaHMYMBAET BapHaHT-
HOCTb MCIIOJIHUTEILCKHX aNIUTHKATYP.

2. IIlpu MCNONMHEHHWHM COYMHEHMMH IS APYTHX
KJIaBUIIHBIX HHCTPYMEHTOB, B TOM YMCJIE M aKKOpAe-
OHa, HEBO3MOXHO H3MEHHMTb aBTOPCKYIO WIM pelaK-
UMOHHYIO aNMIUITMKATYpy OpMTHHaa.

3. CryneHyaToe pacroOJOXEHHE PSANOB KHOIMOK
Ha KJIaBHAaTypHOM IIMTE, a TaKXe CYLIECTBYIOLIAst
(opMa KJ1aBHIII — KHOIIOK, JA€JIal0T HEBO3MOXHBIM HC-
NOJTHEHHE B IITPHXE JIEraTO HUCXOAAIIMX aKKOPIOBBIX
MOCTPOCHMI, NACCaXeM, COCTOSAILMX U3 JBOHHbBIX HOT.

4. OrpaHM4YyeHHBIE BO3MOXHOCTH HCIOJIHEHMS
glissando, KOTOpOe OCYILECTBISIETCS TOBKO 10 YEThI-
peM CTYTIEHSM OKTaBHI.

5. KHonoyHasi KjiaBHaTypa HE MCIIOJNb3YeTCsl B
npouecce OOy4YeHHMsI MY3BIKAJbHO-TEOPETUYECKUM
JUCLIMIUTMHAM (conbdemkno, rapMOHuUsi, MOJIUGOHHUSA
Y T.IL), C 3TOH LEJbI0 HEOOXOOUMO JOTOJIHUTEIbHOE
OCBOEHHE OpraHHO-(OPTENMMaHHON KJIaBUATYPBbI.

Ilo3uTHBHOE Y aKKOpAEOHA:

1. ITocnenoBaTeIbHO-XpOMATUYECKOE 4YepenoBa-
HME KJIaBHIII TOHOB M TOJYTOHOB, OOeCIieYMBalOLIIce

MPOCTOTY K OPraHUYHOCTb B3AUMOCBA3H CIYXOBBIX Oy~
LLIEHUI CO 3PUTEIbHBIM U OCA3aTe/IbHBIM BOCIIPUATHEM.

2. Ucropuyeckas CBSi3b C pa3BUTUEM MHUPOBOM
MY3BbIKAJTBHOM KYJIBTYpbI, CO3M1aBllIasi K1aBUaType BCe-

were getting interested in the idea. Gradually I
have firmed in my believe that the keyboard is
viable. It has revealed a number of noticeable and
at times decisive advantages over the existing key-
boards of accordion and bayan.

It would be good to remind ourselves about
known positive and negative aspects in function-
ality of both keyboards.

Positive in bayan:

1. Particular scheme of the way that keys of
tones and semitones are placed, providing their
compact arrangement, and responsible for cre-
ation of original music with a wide spread of
voices.

2. Unified shape of all keys, with a slight
stepwise placement of rows, improves ergonom-
ic qualities of the keyboard.

3. Unified topography of technical formu-
las creates comfort in performance of scale-like
single voice, double stops or chords runs.

Negative in bayan:
1. Unification of keyboard helps the devel-

opment of playing skills based on movement,
but at the same time limits choice of fingerings.

2. In performance of pieces made for other
keyboard instruments, including piano accor-
dion, it seems impossible to apply changes to the
fingerings of the author or the editor.

3. Step-wise placement of button rows
across the fingerboard, as well as the current
shape of keys — buttons, make impossible the
performance of legato descending chords struc-
tures and runs made of double-stops.

4. Limited ability to perform glissando,
which is performed over four degrees of the
octave only.

5. Button keyboard is not used for the study
of theoretical subjects (aural training, harmony,
polyphony, etc.), which makes additional train-
ing on organ-piano keyboard a necessity.

Positive in piano accordion:

1. Succesive chromatic alteration of keys
of tones and semitones, providing simplicity
and organic relation between hearing sense and
senses of vision and touch.

2. Historic connection with the develop-
ment of a global musical culture, giving the
keyboard priority in the sphere of art, perform-
ance, education and manufacturing of keyboard
instruments.

1



obumit mpuopureT B cdepe TBOPYECTBA, MCIIONHH-
TeJIbCTBA, OOYYeHMs M IPOM3BOACTBA KJIABHMIIHBIX
HHCTPYMEHTOB.

HeraTuBHoOe y AKKOpA€OHA:

1. Ins opraHHO-(OpTENbAHHON KIaBUATyphl aK-
KOpIEOHa OrpaHUYMBAETCS BHIOOP KOMITO3ULMOHHO-
TEXHUYECKUX CTPYKTYP C LUIMPOKO pasHECEHHbIMH Io-
JIOCAMH.

2. He Bcerza IOCTYITHO CJIMTHOE COETUHEHHE I0JIo-
COB aKKOpIOBOM (DakTypbl, HanmpuMep, B YCJIOBHSX
CKOJTLXEHMS NATBbLEB C 0e/10ii Ha YEPHYIO KIIaBHILIY.

3. B nmaccaxax, COCTOSIILIMX M3 ABOMHBIX HOT,
C BO3pacTaHHEM MHTEpBala NMapaUIeJbHBIX I'0JIOCOB,
Ha4YMHas C KBapThl, HEBO3MOXHO JOCTUTHYTb MCTHH-
Horo legato, KpoMe TOro, MpHU 3THX Xe YCJIOBHSIX PE3KO
COKpAlLAeTCs BHIOOP MCIOJHUTENBCKUX alTUIMKATYD.
CpaBHUM, HanpuMep, TPUALATb BHIOB aIIUIMKATyp
JUISl XpOMATHYECKUX MAJIbIX TEPLIMIA U TONBKO ABA BU-
Ja — VIS XpOMaTHYECKHUX OKTaB.

4. Paznuuue GesibIX M YEPHBIX KJIaBHU1l (pa3Mellle-
HHUE y3KUX YacTei UrPOBBIX IUTOLLANIOK O€JIbIX KIaBHIL
B yIJIyOJeHUsIX MeXIy GOKOBHIMU peOpaMM YEPHBIX)
TpeOyeT OT MCMOJHUTENS HAMPSOKEHHONO KOHTPOJIS
HaJl UTPOBbIMU JENWCTBUSIMM, BLICOKOM IICUXOJIOTHYEC-
KO# OpraHM3aliuy UIPbl, YTO, B YACTHOCTH, YCJIOXKHSET
MPOLIECCHI TPAHCITO3ULIMM Y YTEHUS HOT C JIUCTA.

O cnpaBel/IMBOCTM MOHMX CYXIECHHMI, yBaxae-
MbIH yuTaTeab, Bel cMOXeTe CyauTh IMocJie IpoyTe-
HHUS HACTOSILLIEM KHHUTH.

ITomumo npouezo, 3ma KHuza umeem ceedeHKyI0
60€0UHO UHOPMAUUIO NO UCNOAHUMEALCKUM U Yy4el-
HbIM QnnAUKamypam OCHOGHbHIX MeXHU4ecKux gopmyn
mpaouyuoHHoU KAAGUWHOU Kaaguamypbl. Imo deaaem
meKcm KHucu 00HO6PEMEHHO U CNPABO4HBIM Mamepua-
A0M 0AR GKKOPOEOHUCmo8 4106020 UCNOAHUMEABCKO20
u yuebnoco yposua. Hacmoawui ungpopmayuonnoui
Mamepuan cobpan 60e0UHO U3 pazMUMHbLIX UCIMOYHUKOE
MUpo6oi hopmenuanHoii wKoabI.

Ecaun y Bac, yBaxaeMblit YuTaTe b, BOSHUKHYT
BOMPOCHI, TO 5 C yIOBOJLCTBUEM OTBEYY Ha HHX.

Moit Tenedon: 007-812-315-29-69;
dakc: 007-812-312-85-17.
www.accordionkravtsov.com

¢-mail: kravtsov@accordionkravtsov.com
Kenaio Bam Bcero no6poro.

3acayxcennviti desmenav uckyceme Poccuu,
npogheccop, Kanoudam uckyccmeoeeoeHus,
Aaypeam «3o0r0mou kHueu Omeyecmea»
Kpasuos H.A.

Negative in piano accordion:

1. On organ-piano keyboard of accordion,
choice of compositional structures with a wide
spread of voices is limited.

2. Not always achievable smooth connection
of chord structures, for example when sliding the
finger from white to black key.

3.In runs made of double-stops, with
increasing interval between parallel voices, start- .
ing from fourth is impossible to achieve legato,
and the choice of fingerings dramatically decreas-
es in those conditions. We can compare thirty dif-
ferent fingerings for chromatic small thirds with
only two for chromatic octaves.

4. Differences between white and black keys
(placement of narrow parts of white keys in to the
spaces between black keys) demands increased
control over the playing movements, high organi-
zational psychology of playing, which on occa-
sions complicates processes of transposition and
sight-reading.

The fairness of my opinion, dear reader, you
can judge after reading this book.

Besides, this book provides comprehensive
information on performing and educational finger-
ings for basic technical formulas used on tradition-
al piano keyboard. It makes text of the book a ref-
erence material for accordionists of any profession-
al and educational level. The material is generated
Jfrom different sources of global piano school.

If you dear reader, have any related ques-
tions, it will be my pleasure to answer them.

My phone number is: 007-812-315-29-69;
fax: 007-812-312-85-17.
www.accordionkravtsov.com

e-mail: kravtsov@accordionkravtsov.com
Wish you all the best.

Honoured Art Worker of Russia,
Professor, PhD, Laureate
«Golden Book of Motherland»
Kravtsov N.A.


http://www.accordionkravtsov.corn
mailto:kravtsov@accordionkravtsov.com
http://www.accordionkravtsov.com
mailto:kravtsov@accordionkravtsov.com
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| YueHHK TALTHHCKOI FOPOACKOH MY3bIKATbHOMN 1IKO- Cryvaentr 1l-ro kypea TarimHcekoil rocynap-
| abl (k1ace npenoaaBatenas KOttt Kupe), 1954 1 CTBCHHOI KOHCcepBaTopHH (Kiaace Jleononbaa
E Student of Tallinn city musical school (Yutta Kirs Burna), 1963 .

1 class), 1954, 3 vears student of Tallinn State Conservatoire

(Leopold Vigla class), 1903,

Ucnonuenue «ermi» M. Wsapia ¢ coionm Kipitios s boabios sate Kanest . MUHL Tk, CH6, 19951
Performance of «The Elegy» by I. Schvartz with son Kirill, of Capella named after M.1. Glinka, Russia,
St. Petersburg, 1995.
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Hukonait KpaBLOB ¢ yueHHKaMM — JlaypeaTaMu MeXIAYHAPOAHBIX H BCCPOCCHHCKMX KOHKYPCOB
(caesa - Hanpaso) Amutpuii benexos, Oner borukos, AMutpuit [Bo3/IKOB.

Nickolai Kravtsov with students laureates of international and Russian competitions — Dmitry
Belekhov. Oleg Bychkov, Dmitriy Gvozdkov.

N ]
"
£

2

v

Jlextopbl — Hapoaustit aptuct Poccnn Bitktop [pintn, Hikoaai Kpasuos i Biaaisip CMHUPHOB ¢ CeMHHAPHCTAMH
«MeKayHapoaHOH WKO1bI aKKopaeoHd» B CaukT-[TeTepOypreKoM rocyJiapeTBeHHOM YHHBEPCHTETE KYALTYPLI M HCKYeCTBa, 1996 1.
Lectores — Peoples artist of Russia Victor Gridin, Nickolai Kravtsov and Viadimir Smirnov with «International school of accor-
dion» participians, 1996.



Ha racrponsix B Tepmannum ¢ [asen CmupHos - opkectpom, 1992 .
On the tour in Germany with Pavel Smirnov orchestra, 1992,




Xusnv ucmunnas ecmv moavko ma, xomopas npodoaxcaem
NCU3Hb npoweduylo, codeiicmeyem 6aazy HCU3KU COBPEMeRHOU U
6naazy mcusnu 6ydyweii.

Jlee Toacmoii

The only true life is the one, which is the continuation of the past
life, assists the welfare of the present life, and contributes to the
welfare of the future life.

Leo Tolstoy

AKKOPOEOH
XXl Bexka

ACCORDION

of 215! century




1. Mouemy = 310 caeaan?

C TOYKH 3peHHs] HHCTPYMEHTOBEIECHHMS, CETOl-
HSl XpOMaTHYECKHE TapMOHHKHM MMEIOT Pa3BHTYIO BO
MHOTHX CTpaHax MHpa KyisTypy. M3BsecTHO, YTO ypo-
BEHb Pa3BUTHA aKKOPACOHHOM KYJBTYPHl ONpeaesis-
ercsi, KaK npaBwio, GYHKUMOHHPOBAHHEM B OOLe-
CTBE ITSITH €€ COCTABJIAIOLMX — KOMITO3HIIMH, HCKYC-
CTBa UIphl (MCIIOJIHUTEIIBCTBA), NEJArOTMKH, MIPOU3-
BOJICTBa aKKODIEOHOB M MX YCOBEPLIEHCTBOBaHMS,
M3IaHHs HOTHO-KHIDKHOro ¢oHIa. 3TH COBPEMEH-
Hble COCTABJ/ISIOILME CBA3aHbI MeXIy cob0i MHOro-
YHCJIEHHBIMM TBOPYECKHM-HH(POPMALIMOHHBIMH HH-
TSAIMM, KOTOpblE M SBJISIOTCS XHUBHUTEJIbHBIMU KaHa-
JlaMM COLIMAJIbHOTO (DYHKIIMOHUPOBAHHUs BCEH aK-
KOPACOHHOM KYJIBTYpPHI.

A ecnM cKa3aTh IIPOCTO, TO 3TO TaKHe YCIOBMS,
IZie KaXIblii YeJJOBEK MOXET KYNUTh cebe MozieNb aK-
KOpIEOHa WJIH FapMOHMKH M HOTbI, HAyYMTbCS MI-
paTh CaMOCTOSITEJIBHO WIM B CIELIMAIBHOM KJjacce,
MMeTh IMyOJMKY, KoTopasi OyaeT C/IyluaTb €ro Mrpy,
MMETb BO3MOXHOCTb [TO3HAKOMHUTBCS C TBOPYECTBOM
KOMITO3UTOPOB, CIELIMAIbHO MULIYLIUX A1 aKKOp-
J€OHa, ¥ UCIIOJHATb UX COUMHEHHS.

be3ycnoBHO, 4TO B Kaxao# crpaHe EBpornbl ecTh
CBOU OTJIMUMTEJIbHBIE YEPTbI, KOTOPBHIE OUKTYIOTCS
3KOHOMUYECKMMH, COLIMATBHBIMU (haKTOpaMH U Iy-
XOBHBIMHU TMOTPEOHOCTAMM JIIOAECH, HACEJSIOLUX 3Ty
ctpaHy. [103TOMy MbI Bce, aKKOPIEOHUCTHI EBpOIHI,
He NMOX0XH Apyr Ha apyra. Ho ecTb y Hac HeuTo 601b-
iee, 4To Hac 0ObeAUHSIET — 3TO JIOOOBb K MY3bIKE
¥ akkopaeoHy. CeroaHsi Kaxablii akKOpIEOHHUCT caM
pELIAET, B KAKOM XaHpe U CTWIE OH OyIeT BHICTYIIATD.
OH CTpOUT CBOIO Kapbepy B COOTBETCTBUM CO CBOUMH
NOTPEOHOCTAMU M BO3MOXHOCTAMH. JlIa JIydiero
BOIUIOLIIEHUS CBOUX 3aMbICJIOB OH pacroJjaraeT Bo3-
MOXHOCTBIO BbIOOpa OT AMAarHOCTUYECKO TrapMOHHM -
KM 10 COBPEMEHHOI0 KHOMOYHOr0 aKKOpIeOHa THUIIa
«lOnutep». Mexay 3TUMM MHCTPYMETAMH HaXOIMT-
Cs BCA raMMa 4yBCTB aKKOPACOHHOM KyJbTYpPbl — OT
KOMeIUU N0 Tpareauu. B percTtBe MBI yyuMcs Ha
MHCTPYMEHTE, KOTOPbIM JAJIM HaM HAalUM POIUTE]IH.
Mama 1 nana He AyMaloT 0 BO3MOXHBIX MOCJIEACTBH -
SIX 3TOrO MY3bIKaJIbHOro BocnuTtaHusi. OHU cYacT/IM-
Bbl, YTO Y€pe3 UHCTPYMEHT peGEHOK TpUOOIIaeTC K
My3bike. Ho ciyyaercs, yto pe6eHOK, BhIpacTasi, He
MBICTMT cebsi 6€3 MY3bIKH M XOYET €10 3aHUMAaTbCH
npodeccuoHanbHo. BoT TyT M nosiBAsiIOTCS WS BCei
CEMbHU HOBOCTH, O KOTOPbIX OHHY paHee U He JOoraibl-
BanCh. OKa3biBaeTCsl, YTO HA KHOMOYHOM aKKOpIe-
OHe (Kak roBopuoch paHee, y Hac B Poccuu OH Ha-
3bIBACTCS «OasiH») MOXHO CHIFpaTb COYMHEHMS JIIO-
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1. Why did I do it?

From the point of view of study of musical
instruments, chromatic accordions today have a
developed culture in many countries of the world.
It is the known fact that level of development of
accordion culture within the society is defined by
five elements — compositions, art of playing, ped-
agogy, manufacturing of accordions and their fur-
ther development, published music material.
These elements are interconnected with many
creative informational links, and are the life chan-
nels for social functioning of the entire accordion
culture.

And to simplify it, those are the conditions
where everyone can purchase an accordion for
themselves, as well as published music to play on
it, to learn how to play on it’s own or through spe-
cialist education, to have the audience who will
listen the performances, to be introduced to the
art of the composers writing for accordion, and to
perform their music.

Undoubtedly, every European country has its
characteristic features, which are dictated by eco-
nomic and social factors as well as spiritual needs
of people living in particular country. That is the
reason why all the accordionists of Europe differ
from each other. But we have something that links
us all together, and that is love for music and
accordion. Today, every accordionist makes his
own decision in which genre and style he would
like to perform. He builds his career according to
personal needs and abilities. For the fulfilment of
his ambitions he has a choice of instruments, from
concertinas to modern button accordion like
«Jupiter». A whole range of feelings exists between
these instruments in accordion culture — from
comic to tragic. In childhood we learn to play on
the instrument provided to us by parents. Mother
and father do not think about the possible conse-
quences at the beginning of musical education.
They are happy that trough the instrument a
child gets closer to the music. But in some cases
the child grows up and decides to take the music
as a profession. That’s when the family finds out
many new things, they were not aware of before.
[t appears, on the button accordion (as we men-
tioned earlier in Russia it is called BAYAN)
music of all genres could be performed:



6oro xaHpa: OT KAMEPHLIX OPMTHMHAIBHBIX COYHHE-
HM# 10 QONBKIOPHBIX KOMITO3KHLMIA. Ha xi1aBuiHOM
Xe¢ aKKOpIE€OHE HEBO3MOXHO ChIrpaTth 6e3 u3MeHe-
HHMH TEKCTa COYHHEHMS, HAITMCAHHOIO KOMIIO3MUTO-
POM U1l KHOMOYHOIO akkopaeoHa. [lis npuBieye-
HMS MHTEpECa K CBOEMY COYMHEHMIO KOMIIO3UTOPHI
aNanTUPYIOT YaCTh TEKCTAa Ha NOMOJHUTEIBHOM HOT-
HOM CTaHE€ KJIaBMIIHOIO aKKOpAEOHa. A KTO M3 HUX
TBEPAO OTCTAMBACT CBOM TBOPYECKHME TNPHHLMITBI
B He BHocuT M3MeHeHUss B URTEXT, nmomamaer
B IUIEH aMOMLIMH KaKoOro-au6o KJIaBMIIHOTO aKKop-
JIIEOHMCTA, KOTOPHI CaM CO3[aeT «TPAHCKPHIILIMIO»
(uMTai «3K3eKylLMIO» COUMHeHUs). Ha nuaroHuuec-
KON rapMOHMKE KDPYT MCIOJIHAEMbBIX COYHMHEHHUI Or-
PaHUYMBAETCS €€ JIalOBO CHCTEMOM, M 3TO, KaK Ipa-
BWI0, GosbKIIOpHAas ¥ 6bITOBast My3bika. Y Hac B Poc-
CHMM IHAaTOHHWYECKasi FapMOHHMKA TMOJy4YWwia HOBBIM
MMITYJILC Pa3BUTHSI B TBOPYECTBE U3BECTHOIO KOMIIO-
sutopa E. Jlep6eHKo, KOTOpbIi BriepBblEe HaNUCa IS
Hee KOHLepThl. OIHAKO 3TO HE MOXET pacLIUPHUTh
BO3MOXHOCTH €€ JIaIOBOro 3BYKOpSila B CPaBHEHHH
¢ 12-cTyneHHbBIM paBHOMEPHO-TEMITIEPUPOBAHHBIM
CTPOEM aKKOPIEOHOB.

[Tonyyaercsi, YTO U3 TPEX BUIOB MHCTPYMEHTOB
TOJILKO KHOIOYHbIE aKKOPIEOHbI MOTYT ObITh B 0JI-
HOM CMBICJIE YHMBEPCAIbHBIMU.

A 4TO Xe€ JeJlaTh MOAPOCILIEMY KJIaBUILLIHOMY aK-
KOPIEOHUCTY, €CJIM OH XOYET UrpaTh BCE, YTO HalM-
CaHo U1 aKKopaeoHa? Mbl MOXeM pa3iBUHYTb paM-
KH BOIpOCa, — a YTO JAeJIaTh KJIaBUILIHOM [Tpubantu-
Ke, Ki1aBuiIHOi bonrapumn, Benukobpuranuu, lep-
MaHMH, HaKOHEll, KJIABUILIHOMY MWUTMapaAHOMY Ku-
Taio?

Y Hac B Poccum, Bo BCSAKOM ciy4yae Ha €BpO-
MeiCcKoi ee TeppUTOPUU, OOHAPYXMUBAETCH BCE BO3-
pacTalollMii MepeBec LKOJbHMKOB, UIPAIOLIMX Ha
akkopaeoHe. CooTHolleHHe OassHUCTOB U AKKOPIEO-
HHUCTOB, HanpuMep, B CaHkT-IletepOypre u JIeHUHT-
panckoi o61acTv, oOyyarolMXCs B AETCKUX MY3bl-
KaJbHBIX ILLIKOJIaX, CErofHsI COCTaBJIsET, KaK 3TO HHU
MapaJoKCajibHO, IBA K BOCbMHU. AHAJIOTMYHas WIH
nmoxoxass KapTHMHa pacrnpeiejieHUs ydaluuxcsl I10
HHCTPYMEHTaM U B Mockae.

Ecnu Boymatbes, To 6asitHHasi Kyabsrypa Poccuu
CTOMT CEroJHs Inepes cepbe3HbIMM U3MEHEHUSIMU. B
OJMKalIIMe AECATh JIET MOXHO IMPOrHO3UpOBaTh
KPHU3HUC B Pa3BUTUM POCCUMCKON KaMEPHOM OPHIHU-
HaJIbHOM MY3bIKH. [IoTOMY YTO UrpaTh MHOTHE 3aMe-
yaTeJbHble COYMHEHHUS 1A OGasgHa 6e3 amanTauuu
TeKcTa OyneT HeBO3MOXHO. EcTecTBEHHO, 4TO Kpyr
XyJIOX€CTBEHHO-BbIPa3UTEJIbHBIX CPEACTB, AUKTYe-
MbIX CErOJHsI KOMIAKTHBIMU KHOIMOYHbIMHU KJIaBHUa-

from original chamber music to traditional folk
music. It is impossible to play on the piano
accordion, music written by the composers for
button accordion, without making the changes
in text of the piece. To generate more interest
for their music, composers often arrange the
parts for piano accordion themselves and place
it on the extra line in the music score. And those
that firmly stand for their artistic principals and
do not make changes to the URTEXT are get-
ting caught in to the ambition of the accordion-
ist, who makes the transcription (read «execu-
tion») himself. The number of pieces for diaton-
ic accordion is limited by its scale system, and is
usually traditional folk music. In Russia, dia-
tonic accordion was given a new impulse trough
the art of famous composer E. Derbenko, who
for the first time composed concertos for the
instrument. However, it cannot expand the
capabilities of its scale system, especially if
compared with the 12 degrees of well-tempered
system of chromatic accordion.

It seems that from three kinds of instru-
ments, only button accordions could be fully
universal.

And what to do with a young piano accor-
dionist, if he wants to play everything that has
been written for accordion? We could expand
the question — what to do with piano accor-
dionists in Baltic, Bulgaria, Great Britain,
Germany; finally with piano accordion play-
ers in China?

Here in Russia, at least in its European
part, we can see majority of school children
playing on piano accordion. Proportion of
bayan and piano accordion players in St.
Petersburg and Leningrad region, studying in
kids’ music schools, is two to eight. Similar sit-
uation could be observed in Moscow.

If we think about it, bayan culture stands
in front of serious changes today. In next ten
years we can forecast the crisis in develop-
ment of original Russian chamber music, as it
will be impossible to play many of original
pieces for bayan, without making adaptations
in text. Naturally, number of artistic means,
dictated today by the compact button key-
boards, will be sharply reduced, in response



TypaMH, OyleT pe3Ko COKpallleH B COOTBETCTBHH C
BO3MOXHOCTSIMH OpraHHO-¢OpTeNnHaHHOH KJIaBHa-
TypHl aKKopaeoHa. O6Gpa3HO roBopsl, €3IUTb Mbl Oy-
JeM, HO HE Ha aBTOMOOW/ISIX, a Ha CaHsAX.

Bonee TpHIOLATH JIET Ha3al s y4aCTBOBal KakK
KJIaBMILHBIA aKKOPIEOHHUCT BO BCECOIO3HOM oTOOpE
Ha MeXIyHapoAHble KOHKYPCH (B TOM YHMCII€ H B
VOGTLANDISCHE MUSIKTAGE). MouMH KOH-
KypEHTaMH Npu otbope ObUIM TaKMe MOJIOABIE B TO
BpeMsi GasHMCTHI, KaK AHatonuit CeHuH, Banepwmii
Ierpos, Hocud Ilypuu, Jleonun PyGamnes, Oner
Il1apos, Bnanumup BoHakos, Hukonait CeBpiokoB 1
ap. U xotsa y MeHs 6bUTH XOpOILIME LIAHCHI NOMNacTh B
KOoHKypcHy1o KomMaHny CCCP, XiopH MOCYMTaIO, YTO
3TOro HEAOCTAaTOYHO VIS M3MEHEHMs1 OasiHHBIX Tpa-
OULUMiA. B To BpeMsi CHIbHeillee BIEYaTIEHHE Ha
MEHs NpoM3BeJia KOHKypcHas urpa 6asHucra Hocu-
¢a ITypuia, KOTOpBIi BIIEpBbIE HCIIOJHWI POpPTEND-
siHHy10 TpaHckpunuuio M. CrpaBuHckoro «Macne-
HULA» U3 6anera «[lerpymika». 51 Torma moHsu1, 4To
MOTY 3aKOHYMTb €ellle JeCATb BHICLLUX YYEOHBIX 3aBe-
JIeHui, Ho «[leTpyliKy» He CMOry ChIrpaTb HUKOTa.

CloXuBILIAsCA CUTyalldss B KAMEPHOM COJIBHOM
HCIOJIHUTEJILCTBE, 6e3yc/iI0BHO, TpeOyeT pelieHus
npo6neMsl. [lepBbiii 1 OYEBUIHBINA IMTYyTh — IE€PEYYHU-
BaThb IPKMX aKKOPAEOHUCTOB Ha KHOMOYHYIO CHCTEMY
6asiHa. Hackonbko MHe M3BeCTHO, B Ilosbiue 310 yc-
MELIHO MPOM30ILIUIO O1arogapsi YCWIHAM rnpodeccopa
JI. IlyxHoBckoro. U cBoM My3bIKaJIbHbIE aMOMLIMM
MOJIbCKHE KJIABMIIHUKM BIIOJIHE YIOBJIETBOPWIM 4Ye-
pe3 CBOMX TANAHTJIMBBIX Y4eHHMKOB. EcTecTBEHHBIM
KaXeTcs Iepexold IOrocaaBCKMX KJIaBUIIHMKOB Ha
KHOIIOYHYIO cUCTeMY. XOTsI B HAPOJIHOM My3bIKe KJa-
BHILIHBII MHCTPYMEHT BCE €11L€ OCTAaeTCs Ha YCTONYM-
BOM MMO3ULIMM.

Bropas rpynna ctpaH, rae 3ta uaes anpo61uposa-
Jlach, HO HE HallUla MPaKTUYECKOTO MPONODKEHUS —
Poccus, Tepmanus, Bonrapus, Jlatus, JIutea, Dcto-
HUA U, BO3MOXHO, KuTaii. 3acayXuBaeT BCAYECKOrO
YBAXEHHSI MpONaraHaMCTCKasi AESITEIbHOCTh DJu3a-
Oet Mosep B laHHoBepe (IepManusi). OnHaKo HEMeLl-
KMl HApOJ OCTAICH «IJIyXMM» K €€ IpaBeIHbIM MpH-
3blBaM W CETONHA IPOAOJIKAET, KAK MHE KaXeTcCs,
C OO/IBIIMM YIOBOJILCTBMEM MIPaTh Ha CBOMX JIIOOM-
MbIx KnaBuLIHbIX Hohner’e u Weltmeister’e.

OTyero xe aKKOPAEOHUCTBI 3TUX CTPaH OCTAIOT-
Csi eNMHOMBbILIeHHMKamu? HasepHoe, npuuMH
MHoro. Ho, kak MHe KaxeTcsi, OCHOBHas Hzes, Ha
KOTOpOW NepXMTCS KjIaBMAaTypHOE OpaTcTBO — 3TO
CJIOXHUBLUMECS] OTHOLUEHUS Jlofiel K opraHHo-dop-
TEMHAHHOM KYJIbTYpe KaK MpOAyKTy MUPOBOi My3bl-
KalTbHOW KynbTypbl. OTclona M ee NOMHHMpYIOLIast
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to the capabilities of organ-piano keyboard of
accordion. To be picturesque, we will travel\‘
not in cars, but on sledges.

More than thirty years ago, I competed as a
piano accordionist in the national selection com-
petition, for the right to enter international com-
petitions (including the VOGTLANDISCHE
MUSIKTAGE). My opponents at the time were
such young bayan players as Anatoly Senin,
Valery Petrov, Josif Puritz, Leonid Rubashnoyv,
Oleg Sharov, Vladimir Bonakov, Nikolai
Sevrykov and others. Even though I had a good
chance of entering the USSR team, members of
the jury took view that it was not enough for
them to change the traditions of bayan playing.
My strongest impression from that time was the
performance of Josif Puritz, who for the first
time performed piano transcription by
I. Stravinsky, «Maslenica» from the ballet
«Petrushka». I understood then that I can grad-
uate ten more times, but I will never be able to
play «Petrushka».

Developed situation in solo performance,
without a doubt, needs for problems to be solved.
First and obvious way — for the bright piano
accordionists to switch to a button accordion.
It has been successfully done in Poland, thanks to
the efforts of L.Puchnowsky. Their musical
ambitions Polish piano accordionists fulfilled
trough their talented pupils. Obvious was the move
of Yugoslavian piano accordionists to button
accordion, even though in the traditional folk
music piano accordion is still holding the ground.

Second group of countries, where the idea
was tried, but did not find a practical use —
Russia, Bulgaria, Lithuania, Latvia, Estonia, and
possibly China. The efforts of Elisabeth Moser in
Hanover (Germany) are worth mentioning.
However, German folk stayed «deaf» to her calls,
and today, in my view, are continuing with a great
pleasure to play on their favourite piano accor-
dions by Hohner and Weltmeister.

Why are the accordionists of those countries
so adherent? Probably, there are many reasons for
it. But in my view, the main idea on which the
accordion brotherhood is based — is the estab-
lished relationship of people with an organ-piano
culture, which itself is a product of a global musi-
cal culture. That is why it still enjoys domineering
role in the construction of keyboard instruments:



poib B KOHCTPYKINM KEARMIUHBIX WHCTPYMCHTOB:
opraHa, GOpPTCIHAHO, AKKODPACOHR H /ICKTPOHHBIX
HHCTpyMeHTOB. M AclicTBHTENBHO, CErOAHA, KOra
POAMTENH XOTAT NpHOGIMT: pebGeHKa X My3nike
(y HacC 3TO HASHIBACTCA MY3HIKAILHO-3CTCTHYECKHM
BOCITHTAHMOM), OHM TBEPIO YOCX/ICHH, YT0 HX pebe-
HOK OyZAieT YCIIEHIHO MY3MILMpOBATh Ha JIOGOM M3
3TUX HWHCTPYMCHTOB (BEIb OHM IUIA HMX KaXyTCH
NpaKTHYCCKH OMHHAKOBHIMM). B TO Xe BpeMs, Koraa
PONWTENSAM TIENAror rOBOPHT, YTO, HIpas Ha KHOI-
Kax, y pebeHKa GoJbliie BO3MOXHOCTEH IMPOSBUTS Ce-
051, OHM BO3paXaloT €My, YTO C 3TOH KJIaBHATypo#
MOXHO HTPaTh TOJILKO Ha OMTHOM MHCTpYMeHTe — ba-
sHe (YMTalt 0 KHOMOYHOM aKKopaeoHe). BoamoxHo,
YTO 3TOT JHANOT MOXET COCTOAThCA M Ha YpPOBHE
NOACO3HATEILHOM, HACTOJNIBKO CWIBHO BO3IeiicTBHE
Ha 4eJIoOBeKAa KIaBHIIHOM xinaBnaTtypu. U neicrsu-
TeJIbHO, €CJIM KHOMOYKHM pa3MellleHH TaK 3aMeva-
TeJIbHO, TO MOYEMY MX A0 CHX NMOP He MOCTaBHIIM,
K MpHMeEpY, B POsUIb WM B opraH. Xotsi 06 OqHOM
clly4yae, KaK MHE KaXEeTCH, BCe-TaKM MOXHO BCIIOM-
HUTb. DTO KHOMOYHHMN 3JIEKTPOHHKIN MHCTPYMEHT,
U3TOTORJIEHHNI crieluanbHo st M. JlerpaHa, xoro-
pbliif 6BUI, KAK M3BECTHO, IPEKPACHBIM KHOMOYHBIM
aKKOpHEOHHCTOM.

A 9TO Xe€ «KJIaBHIIHHK»-aKKopaeoHUcT? Eciun

OH 3axo4eT YWTH OT 3aHUMATEIbHOW MY3BIKH

(Unterhaltungs Musik) K akageMHYecKO#M, IOJDKEH

JIM OH IIPOCTO TaK 3a0HITh, YeMy €ro Hay4YWIu 1 HaYu-

. HaTh TMEPEYYMBATLCA 3aHOBO Ha KHOIIOYHOM MHCTpY-

meHTe? KOHEYHO, HUKTO U3 MOJIONBIX BUPTYO30B Ha

31O He noiner. M 310 npaBaa, 4YTO PEBOMIOLIMA B My-

. 3bIKe He HaXOIUT MeCTa HM B AHTapKTHAE, HH Ha JIIOo-
' OOM U3 KOHTUHEHTOB.

B My3BiKe, KaK H B IpHPOJE, TIOOUMEIH cIocob
 pa3BUTHS — 3BOJIIOLIUSA, B COOTBETCTBHH C U3MEHA-
JOLUMMHUCA CTWISAMH M 3TM0XaMHu. 31eCh U BeJIMKas
. peopMa MEAHBIX JyXOBbIX HHCTpYMeHTOB B XIX Be-

Ke, 3TO — JBOHasA peneTuius y GopTernuaHo, 3TO
+ BEM — cHcTeMa yrpaBJieHUs KJallaHaMH UIs aepe-
! BIHHBIX U T.0. H T.IIL.

Camo coboii pazyMeeTcs, YTO HaJlo CO31aBaTh Ta-
. KM€ YCJIOBHS MTPhI Ha aKKOPAEOHE, KOIJia UIrpaloiuii
" OyIeT «IOYYMBATBCSA», 2 HE «TIEPEYyYHBATHCS».

U 3nech A1 HAC CaMbiii MPURIEKATE/ILHBIA ITyTh —
1 yTh MOJIEPHU3ALIMM POSUIBHOM KJIaBHATYphl aKKOp-
i neoHa. OCHOBHOM ee 1ieJIbl0 JO/DKHO ObITH Gonee
{ KOMITaKTHOe pa3MellieHHe Kiuapuil. KoHeyHo, 310 He
{ JOJDKHO 3aTparuBaTh NMOMYYEHHBIX paHee OCHOB MI-
{ pbl, K60 OTKMHET JIOGOro aKKopIeoH1cTa Hasan. Ca-
} MOE MPOCTOE pellIeHWE HaIpalluBaeTCs CaMo IO
¢ ce6e — YMEHBIIMTh MEH3YPY CaMMX KJIaBHIll (KaK 3TO

‘organ, piano, accordion and electronic instru-

ments. In fact, when parents want to involve
their kids in music (we call it musical-aesthetical
education), they believe that their kids will be
just as successful on any chosen instrument (they
see them as been practically identical). And
when teacher tells them that on the button
accordion a child would have more possibilities
to express itself, they object that by choosing
button keyboard, they will only be able to play
on one instrument — bayan (reed button accor-
dion). It is possible that this kind of dialog has
its roots in subconscious, that is how strong is
the influence piano keyboard has on people. In
fact, if the buttons are positioned in such a great
way, why are they not already used for example,
in organ or piano? Though, there is one case that
could be remembered. It is button electronic
instrument, made especially for M. Legran, who
himself was a wonderful button accordionist.

And what is there for a piano accordionist?
If he wants to move away from entertaining
music (Unterhaltungs Musik) towards the aca-
demic music, does he need to forget what he was
thought before, and start it all over again, this
time on a button instrument? Obviously, none of
young virtuoso would contemplate such a move.
And it’s truth that musical revolution will not
happened in Antarctica, but on one of the other
continents.

In music, like in nature, a favoured method
of development is evolution, in accordance with
changing styles and eras. Here we see the big
reform of brass instruments in ]9th century, dou-
ble repetition in piano, it is B hm — systems of
valve control for woodwind instruments etc.

The aim is to create an environment in
accordion playing, whereby players would be
improving existing skills, rather than having to
acquire new ones.

And the most attractive way for us to do so —
is one of modernisation of piano accordion key-
board. The main objective of the keyboard should
be a more compact placement of keys. Of course,
it should not interfere with already developed
playing skills, as it will inevitably drag any accor-
dionist backwards. Simplest of solutions comes
out itself — reduce the size of the key (as it has
been done with clavichord). And we can already
see amazing little accordions, with diapason
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6LUIO KOTIa-TO Ha KiIaBHKopaax). M BoT yxe Ml BH-
MM 3aMeyaTe/IbHbie MUHHATIODHBIE aKKODICOHIMKH
¢ OmMana3oHoM B 41 KiaBHIIy, KaK y <«B3pOCJIOTO»
uHCTpyMeHTa. MIX pasMepH M BeC HacCTOJILKO MaJIH,
yTO0 OHM, MMes 120 GacoB, BHIVIAAAT Mo rabapuTam
KaK <«IOJIOBUHKH» C TPaIMLUMOHHOM KIaBHATYPOM.
K npumepy, akkopaeoH «Talento» pupmul «Victoria-
Accordions» (Mtanust) — 3aMedaTeJIbHBIA MOJAapOK
g nereit. Ha 3Toit x1aBHaType pykKa B3pOCJIOro 4e-
JI0BeKa BO3bMeET OoJibllie ABYX OKTaB.

LSt IpeoioIeHHsl IMPOKO pa3sHECEHHOM dakTy-
bl B OPraHHBIX X OPUTHHAILHBIX COYMHEHMSIX Gi1ecTs-

ILyI0 MIEI0 Pearn30Bal YKPaHHCKHMI aKKOPIECOHMCT
Anyapa bopucenko (JoHelK). OH mocTaBiw1 BTOpoi
MaHyaJl, KOTOPbIi TPaHCTIOHMPYET 3By4aHHE Ha OKTaBY
BbllLIE, YEM OCHOBHOI, ¥ Cpa3y IOTy4H BO3MOXHOCTD
B3STh OHOBPEMEHHO [BE KJIaBUIIIM, Pa3HECEHHBIE 60-
nee aByx oktaB. CeroaHs TakMe HHCTPYMEHTBI YXE Ha-
yaja M3rOTaBIMBAaTh poccuiickas ¢abpuka <«AKKO»
(BopoHex).

OnHako, 3Ti 6e3yC/IOBHO YIa4YHbIE KOHCTPYKTHB-
Hble pEliEHUs He JIMLLIEHbl HeJOCTAaTKOB. Tak Ha Ma-
JIEHbKOM KJ1aBHaType pyKa B3pOCJIOTO Y€JI0BEKA UCTIbI-
THIBAET JIUMMT IUIOLLAAM UIs1 KOHTAKTa MajblieB, YTO
NpU BUPTYO3HOI Mrpe KpaitHe HeynoOHO. Bripouem,
He3aTeiIMBas 3aHMMaTebHasi My3bIKa BIIOJIHE CHOC-
HO MOXET OBbITh MCIIOJTHEHA M B3POC/IBIM YEJIOBEKOM.
B n3o6pereHnu 3. bopuceHko, Ha MO# B3I, 3pro-
HOMMYECKHE YCIIOBHSI UTPbl HECKOJIBLKO XyXe, 4YeM Ha
KHOTIOYHBIX KJIaBUaTypax M3-3a CWIbHbIX [1€pPENasoB
YPOBHE# psiIOB KJIaBMIl. XOTS 3TO HaIO €Lle NMpOoBe-
putb. CrieayeT yYMTBIBAaTh M YBEJIMUEHHE Beca U raba-
PUTOB MHCTPYMEHTA.

B3BecHB Bce «3a» U «IIPOTUB», 5 CTal pa3pabarbl-
BaTb [IPOEKT YCOBEPLLIEHCTBOBAHMUSA KIaBUIITHOM KJIaBU-
aTypbl aKKOpAEOHa, KOTOPbIH He TOJILKO caenan Obl ee
Dosiee KOMITAKTHOM, HO M MO3BOJIWI ObI CYLLIECTBEHHO
PacLIMPUTD XyAOXECTBEHHO-BbIpA3UTE/IbHbIE BO3MOX-
HOCTU COBPEMEHHBIX MHCTPYMEHTOB, BKJIIOYAsl U UTPY
Ha KHOMOYHbBIX K1aBUATypax.

[TaTpoH nonbckoit akKOpaeoHHO# KyasTyphbl JIex
[TyxHoBckuit crnipocun MeHsi: «Hukonait, 3aueM Tbl
CO3/1aJ1 HOBYIO KJIaBUaTypy? Y Hac yXe ecTb AB€ KHO-
MOYHBIX Y OHA KJIaBUIUHAsA posUist. OT 3TOro MOXHO
COITH C yMa».

M MHe noaymanocs, yto ecau gaxe moit apyr Jlex
[TyxHOBCKMit He BCe 3HAaET O MONEPHM3aLMU aKKOp/e-
OHHOM KJIaBMaTypbl, TO paccKa3aTbh O HEW YMTATE/sIM B
CreUMaIbHOU KHUTE MPOCTO HEOOXOAMMO.

Tem Gonee, yto cyuecTByer 25 HOBbIX MHCTpY-
MEHTOB, M3 KOTOPbIX 8 U3rOTOBJIEHBI HAa UTATBIHCKOIA
dabpuke «Victoria-Accordions» u 2 — Ha 6esopyc-
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of 41 keys, as it is on the big instrument. Their sizes
and weight are so small, that with 120 basses, they
still look like <halfs instruments with a traditional
keyboard. For example, accordion <Talento» by
manufacturer «Victoria-Accordions» (Italy) — fan-
tastic present for kids. On its keyboard, hand
of grownup could stretch more than two octaves.

To overcome the problems related to a
wide spread textures of organ and original
pieces, a very good idea was developed by
Ukrainian accordionist Eduard Borisenko
(Donetsk). He placed a second manual, which
transposes the sound for one octave up than
the main one, and was immediately capable of
playing two keys that were more than two
octaves apart. The production of those instru-
ments has already started at Russian factory
«Akko» (Voronezh).

However, those successful constructional
solutions are not faultless. On the small key-
board hand of a grownup feels lack surface for
finger contact, which in virtuoso playing is
highly uncomfortable. But the unpretentious
and interesting music could be played peaty
well by the adult to. By looking at the inven-
tion of Eduard Borisenko, in my view, we
could observe ergonomic conditions that are
not as good as on button keyboard, due to a
large falls in levels between rows of keys. That
still has to be checked. The increase in weight
and size should be taken in to consideration
as well.

After looking at all the arguments, I have
started to develop a project of improving the piano
keyboard of accordion, not just by making it more
compact in size but fundamentally increasing artis-
tic and expressive abilities of modern instruments,
including the playing on button accordions.

Patron of polish accordion culture Leh
Puchnovsky asked me once «Nikolai, why did you
develop a new keyboard? We already have two
button keyboards and one piano. You can lose
mind from it».

And [ have thought that if even my friend Leh
Puchnovsky doesn’t know everything about mod-
ernisation of accordion keyboard, it must be nec-
essary to tell a reader in a special book all about it.

Especially that there are 25 new instruments in
existence, 8 of them made by Italian manufacturer
«Victoria Accordions» and 2 by Belarusian compa-
ny «Slava». Those instruments are in Great Britain



ckoit «Slava». ECTb 3TH MHCTpYMEHTH B Besinko6pu-

‘TaHuM, Hoppermn. HanucaHu couMHeHMs st 3TOM
KJIaBHATYPHI, II€ €CTb PAA TEXHHYECKMX IMPHEMOB, KO-
TOpBI€ Bpsil JIM OyayT 6€3ynpeyHO UCTIOIHEHRI «basiH-
HuMH [Taranuamn». U, HakoHell, caMoe raBsHoe. Ectb
aKKOpAECOHMCThI, MOH YYEHMKH, KOTOPhIE BHIUIPbIBA-
JOT WIK CTAHOBATCA MPHU3epaMM MPECTHKHBIX MEXIY-
HapOIHBIX KOHKYPCOB, HE 3aTpayMBasi BpeMsl Ha OCBO-
€HHE KHOIMOYHOMN KJIaBHATYphl. b

and Norway as well. A number of compositions
have been written for the keyboard, with some
technical devices that will hardly be performed
adequately by the «Paganinis» of button accor-
dion. And most importantly — there are accordion-
ists, my students that are winning and becoming
laureates of prestigious international competitions
instead of loosing time to master the button accor-

dion keyboard.
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2. Kak MHe yaaaocCh 3TO caeaars ? 2. How did I do it?

IIpu BH3yaTbHOM 3HAKOMCTBE C TPAIMIIHOHHOH During the visual introduction with a tradi-
KJ1aBHaTypoii obpallaeT Ha ce6s1 BHUMaHHe ee psill 1o- tional keyboard the attention is drown towards the
JIyTOHOB — 4YepHBIX KIaBUl. OHH MMEIOT ITPOCBETHI line of semitones — black keys. There is a space
MeXmy cob6oi, B KOTOPBIX PasMEIICHB Y3KME “acTH between them filled by the narrow part of the
TUIoIAnoK GebIX KIaBUII — KiaBuil ToHOB. Ilpoc- white keys — tones. The simplest manipulation
Teilass MaHMITYJIALMSA C 3TUMH 3JIEMCHTaMH peliacT with those elements solves the task and with it the
3aja4y, a C Heil ¥ poGiemy. Ecm Mbl B psity noyTo- problem. If we eliminate the spaces in the line of

HOB JIMKBUIMPYEM IIPOCBETHI MEXIY YEPHBIMH KJIaBH-
ILIAMH TTyTEM MX CABUTaHHS B CThIK 6€3 IIPOCBETOB, TO
TMOJTYYHMM Cpa3y Xe yMEHbIIICHHE OKTaBbl B CPaBHEHUH
¢ opurHaioM 6osee yeM Ha 30%.

semitones by joining them together we are reduc-
ing the distance of one octave by 30%, compared
to the original.

BAEE

]
# |F# | G# | A# | C# | D#

N
N\

«BblIaBieHHBIE» Y3KME YJAaCTKH OeJIbIX KJIaBHILI Eliminated narrow parts of white keys will be
pa3MelliaeM B OTAEJIBHOM PSIAY, PSIOOM C COOTBETCTBY- placed in the separate raw, next to the relevant
IOLUMMH YEPHBIMH KJIaBHLLIAMHM, a UX (6€/IbIX KJIaBHILI) black keys and their wider parts (white keys) will
00JbIIME TUTOLIAAKHU TaK M OCTAIOTCS Ha CBOMX MECTaX. stay unchanged in their positions.

.

A D

od| >
"]

D# | F# | G# | A# | C# | D#
G|A D

o /
3+
o O~
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Y106 pemMTh pasMelieHHe 6eNbIX KiIaBHIL
Mexny YepHHMH «CH b u o #», nenum 6osblume
JUIONIAIKK TOMNOJIaM, Ie U pa3MellaeM Gesnle Kia-
pumn Cu 1 Jlo. Tak Xxe moctynaem M ¢ Ki1aBUILaMHU
Mu u @a, u pasMeliaeM UX aHATOTHYHO.

it

In order to solve the placement of the white
keys between the black keys « Bb and C #», we split
wider parts in halves and then place white keys
B and C in there. The same thing is done with the
keys E and F, which are placed analogically.

777

/

/

/'1

/

/

/

/

My

4
H

/

>

G

¥
C

3areM cMmellaeM HHXHIOK YacTb OeIbIX KJ1aBUIL
Ha I10JI 111ara.

WU 3anonHseM ayOGJUpPYIOLIMMU KJIaBUILIAMU
«C» u «F» cBOGOIHBIE MECTA B PNy, II€ pa3MeLLUEHbI
OnIBIIME Y3KMe Iutoianku ToHoB D, G u A, U KoTo-
phie OKa3aIUCh JAJIEKO OT pAla MOJYTOHOB (CMOTPH
KJIaBHATypy Ha MnocjedHed CTpaHULE OOJOXKH
KHUTH).

Then we shift the lower part of the white
keys for half a step.

And fill with doubled keys of «C» and «F»
the free gaps in the raw, where ex-narrow parts
of the notes D,G,and A are placed, and which
ended to far from the raw of semitones (see the
keyboard at the last page of the books cover).

D G|a D
A# |c# |D# | F# | G# | A# | c# | D#
H E I_ H L
—1%| 0| | 6l A[®]| D[—

Tenepb HEOOXOAMMO HATH CaMyIO ONTUMAIBHYIO
dopmy misa kiasuii. [lyTh noackasbiBaeT posUibHas
KJIaBMaTypa akkopraeoHa. [Ipy oTcyTcTBUMM nenanud Ha
aKKOpIEOHE JIeraTHble «LIBbl» MOCTOSSHHO TpeOyioT
CJIyXoBOro KoHTpoJisi. [1o3TroMy y akkopa€OHHMCTOB Bbl-
paboraHa ocobast TEXHOJIOTHsl 3BYKOU3BJIEYEHUS1, KOTO-

Now we have to find the most optimum
shape for keys. The keyboard of the piano accor-
dion gives the direction. With the lack of pedal
on accordion, legato «seams» always need an
audio control. That is why accordionist have
developed a distinct technique of sound making,



pas OIMpaeTcsi Ha CKOJNkKEHME MAIBLEB NO GebiM
K/IaBMIlIaM TMaTOHHYECKOTO 3BYKOPsia. 910 0OCOGEHHO
MMO3UTHBHO CKA3hIBaeTCAd NPH COCOIWHEHMHM TI'OJIOCOB
MHOTOrOJIOCHO#H (pakTyphl (aKkopAOBOH, MOMM(pOHHM-
YecKOii ¥ T.I1.) B TOHATBHOCTSIX ¢ MAThIM KOJIMYECTBOM
KmoueBhIx 3HakoB. HaunHas ¢ Tpex KIoYeBbIX 3HAKOB,
3Ta TEXHUKA IPAKTHYECKH HMBEJIMPYETCs M3-3a TOrO,
YTO COMpHMKacalolMecs: pebpa coceHuX Getoii 1 uep-
HOI KJIABMII YacTO OKA3hIBAIOTCSA HAa PasHOM BRICOTE,
4TO JIe1aeT CKObKeHUeE yxe He 3 deKTHBHBIM. Y KHO-
MOYHBIX CUCTEM 3Ta TEXHOJIOTUS UTPHI TAKXKE CTAIKH-
BaeTcs ¢ NpobieMaMu, TaK KaK COCEHUE MPOIOJIbHBIC
psUIbl KHOTIOK HaxOISTCSl Ha PasHbIX YPOBHAX M 6asi-
HHCTAM TaKKe HaJo pelliaTh MpobieMy COeAMHEHHS Io-
710cOB B MHOrorosiocHoi ¢akrype. K ToMy Xe Bce ycy-
rybnserca HeyaauHo! (opMOi KIaBHILH, BBITOTHEH-
HO# B (popMe IyToBHILIBI. MeXIy OKPYKHOCTAMM KHO-
MOK BO3HUKAIOT MELIAIOIINE CKOJBXEHHIO ITPOCBETHI
(cripaBeUTMBO 3aMETHTB, YTO HE MEILIAET IIPH CKOJIbXe-
HMM C BEPXHHX CTyTIeHel KJIaBUaTyphl Ha HIDKHME).

IMoMHMO CyILECTBYIOLIMX ABYX (HOpM KJIaBUIL CY-
LLIECTBOBAJIM €llle ¥ OBaIbHbIe (POpMbI KJIaBUII, KOTO-
pbi€ MCIIOJIB30BATMCh Ha (hOpTENMaHoO C KJIaBHaTypoy
[Mayna AAuxo. Takue MMaHWHO MOXHO YBUIETD M CENo-
Ha B 3kcnosuumu CaHkr-IlerepOyprckoro rocynap-
CTBEHHOTO My3esl MY3bIKAIbHBIX MHCTPYMEHTOB. JTO
MOXHO pacCMaTpMBaTh KaK MOACPHM3ALUIO MIEU
«KHOIKH», CIJIaXMBAaIOLIEH HEKOTOPbIM 00pa3oM Iie-
POXOBAaTOCTH MPOLIECCA CKOJIbXEHUS U ONMTUMATBLHOTO
pacnooXeHUsl MajablieB, KOTOPOE, KaK H3BECTHO,
y BCEX UCTIOTHUTEJIEH pasHoe.

OTHOCHUTEIBHO TNPAMOYTOJIbHBIX (WIM KBaapaT-
HbIX) POpPM MOXHO CKa3aTh, YTO MX COCEACTBYIOILME
pebpa mopoi Tak MaJibl, YTO HE MO3BOJSIOT MAIbLY
CKOJIB3UTD 110 JUArOHAISIM, a TOJILKO BIOJIb OHOTO PSi-
na. B 1o xe BpeMsl, ec/iM OHH pa3MeIlEHbl HA OXHOM
YPOBHE, HebOobllIasi KOppeKLUs 3Toi GOpMBbI Kapau-
HaJIbHO pellaeT npodemy.

Pacctosinue Mexay ToukaMu A U B MBI MoxeMm
YBEJIMYUTD, €CJIA PAa3MECTUM MX MHaYe — KaK TOYKH A'
n B'. CoeaHuB HMX NMpsMOM JIMHUEN, MBI MOJYYUM
yBeJIMYEHHUE UTMHBI COCEACTBYIOLIMX pedep, YTO HaM
M HEOOXOIMMO.

which is based on sliding the fingers over the white
keys of diatonic scale. It is particularly noticeable
when linking the voices of multi-voice structure
(chords, polyphony, etc.) in keys with small num-
ber of sharps or flats. Starting with key-signature
with three sharps or flats or more this kind of tech-
nique becomes ineffective due to the neighbouring
surfaces of black and white keys been on different
levels, which makes sliding practically unusable.
In button accordions this kind of technique is
faced with problems as a neighbouring longitudi-
nal row of buttons are on different levels and but-
ton accordionist have to solve the problem of link-
ing of voices in multi-voice structure as well. It is
made worse by the unsuccessful shape of keys,
made like buttons. Spaces appearing between
round edges of buttons make sliding difficult (it is
just to acknowledge that it does not affect the slid-
ing from higher raw down).

On top of the two existing keyboards there
were the oval keys in existence, which were used
on the piano with the keyboard of Paul Janko.
Those pianos could be still seen today at the St.
Petersburg State Museum of Musical Instruments.
It could be viewed as a modernisation of the idea
of «button», smoothing in some ways the rough-
ness of the sliding process and optimal positioning
of the fingers, which is, as we know, different in all
the players.

Regarding rectangular (square) shapes we can
say, that the neighbouring surfaces are on occa-
sions so small, that it makes diagonal sliding
impossible and only allows the sliding along the
single raw. At the same time, if they are placed on
the same level, a minor correction of the shape can
radically solve the problem.

The distance between points A and B we can
enlarge if we place them differently — as points
A'and B'. Linking them with a straight line, we get
an enlarged length of neighbouring surfaces that
gives us necessary.
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TaxuM o6pa3oM, MpoBelsi COOTBETCTBYIOIIME
npeoOpa3oBaHMsA M C IPYTMMM KOHTaKTHRIMM pepa-
MH KJIaBHII, MBI H NOJIYYHM ONTHMAILHYI0 (opMy
KIaBHLI U1 3BYKOH3R/ICYCHUA. DTO 3aMETHO PaCIIM-
PsAET Xy0XECTBEHHO-BHPAa3HUTE/IbHbIE BO3MOXHOCTH,
0cOBEHHO NMPH MCNOJIHEHMH legato.

Tenepb CTAaHOBHTCA NMOHATHHIM, MMOYEMY XpOMa-
THYECKHME rapMOHMKH C cucTeMoii ITaynsa SIHko uMenn
KJIaBHIIIM B ¢hopMe 1IeCTMIpaHHMKa. MHCTpYMEHTHI
JIeHHHIpaZCKOro KBapreta MOHO(OHOB MOXHO BH-
HIetb B CaHkT-IlerepOyprckoM Mysee My3bIKaJIbHBIX

That way, after making necessary changes on
the other contact surfaces of keys, we get the opti-
mal shape of keys for sound making. That notice-
ably expands artistic and expressive capabilities,
especially while playing legato.

Now it becomes clear why chromatic accor-
dions with the system of Paul Janko had hexago-
nally shaped keys. Instruments used by Leningrad
quartet of monophones can be seen in St.
Petersburg’s Museum of Musical Instruments.

AN NANNANNNN

HHCTpyMeHTOB. [ToMHMO mnpoyero, pacuiMpeHHe Hc-
MOJTHHUTEILCKMX BO3MOXHOCTEH MBI CBSI3BIBAEM C OT-
Ka30M OT CTYNEHYaTOro pacrojioXeHUsl pSANoB Kia-
BHII (OCOOEHHO NMpH UIpe LITpHXa «legato»). OmHako,
3[eCh YMECTHO 3aMETHTh, YTO B TaKO KOHCTPYKLIMH
MIPOBBIE IUIOLAIKH MHOTOIPaHHUKOB JOJDKHBI OBITh
BBIMOJIHEHBI CO CJIerka BBIMYKJIOH MOBEPXHOCTHIO,
a He TUI0CKO. B NMpOTMBHOM ciyyae yXymuIaTcsi 3pro-
HOMMYECKME YCJIOBHS CKOJIBXEHMS M psla OpYrHX
TPHEMOB.

Bot, co6¢cTBEeHHO, U Bce. MBI noay4ywiu 6osee
KOMIIAaKTHOE pa3MelleHue 12 cTyneHeilt paBHOMep-
HO TeMIIEpMPOBAaHHOIO CTpOs, YeM 3TO ObUIO Ha
KJIaBHMIIIHOM akkopaeoHe. OKTaBa cTajia MEHbLIE Ha
1/3 npexHeit BeIMYUHBI. A KaK COXPaHWIUCh UCTIOJI-
HMTEJILCKHME TPUEMBI, aNlTUTUKATYPbI, MO3ULIMH U T.II.,
HaKOIUIEHHBbIE aKKOPIEOHMCTOM paHee, Mbl CMOXEM
MO3HaKOMMTB Bac B MocjieAyIolMX pa3aeiax.

On top of that, expansion of performing abili-
ties we are linking with a rejection of stepwise
positioning of key rows (particularly when play-
ing «legato»). However, we observe that in such
a construction, multi-sided keys should have
slightly prominent surfaces, and not a flat ones.
Otherwise, ergonomic conditions for sliding
and number of other techniques would be wors-
ened.

And that is about all. We achieved a more
compact placement of 12 degrees of well-tem-
pered system, than it was on piano accordion.
Octave reduced by 1/3 of previous size. And we
saved performance techniques, fingerings, posi-
tioning etc. generated by the accordionists ear-
lier; we will show you in following chapters.
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3. Xyao#ecTBEeHHO-BbIDA3HTEAbHbIC
CBOHCTBA KIaBHAaTYpbl H METOAHYEC~
KHE PeKOMEHJAAIHH MO HX H3Y41eHHIO

YCTpOACTBO KJIaBUATYphl OOHapyXHBaeT psif
BAXHBIX KaYECTB, KOTOphie 00ECTIEYUBAIOTCS CIIELH-
UKol ee KOHCTPYKLMU. DT Ka4eCTBa OIpeesIsioT-
csi B IEPBYI0 oOYepelAb OCOOEHHOCTAMHM CXEMBI,
6narozapss KOTOpbIM YHH(HMLMpPYETCS alIuUIMKaTypa
OJHOTOJIOCHBIX FraMM, aKKOPIOB Y apIieKHO IPH COX-
paHEHHMH BCEX U3BECTHBIX BUIOB.

OCHOBOM OpraHuU3alUUM MAHYAIBHOM TEXHUKM
UIpbl Ha JIOOOM HMHCTPYMEHTE SIBIAETCS IO3MLIHUS.
U HeManoBaXxHyIO poJib B YCIIELLIHOM OCBOCHUH TPU-
€MOB M HaBbIKOB HUIpaeT yoo6CTBO pa3MelleHUS Nalb-
LieB BHYTPHY MO3ULIMK. DTO pa3MeLieHHE Mbl MOXEM
YCJIOBHO Ha3BaTh Tomnorpadueil Mo3ULUM WIH TO-
norpadueil pasMeleHus: naableB. be3ycnoBHo, YTO
NO3ULIMM HAa KJIABMIIHOM aKKOpPACOHE (PU3HOJIOTH-
4YeCKU YOOOHBI, a CTPYKTypa KJIaBUATYphl IO3BOJIAET
KOMITIEHCHPOBaTh pa3inyusi B CTpOeHUU pyK. Cpemau
0eCKOHEYHOCTH MO3ULIMI CAMBIMH OCHOBHBIMM SIBJISI-
IOTCS1 T€, HAa KOTOPBbIX «CTPOSTCSI» NUATOHUYECKHUE U
XpOMaTUYECKUE 3BYKOPSIAbL. DTO — MaJibie MO3ULIUH
C pa3jMyHOM Tomorpaduer pasMelleHUsS MajblLEB
1,2, 3 ubonsmine — 1, 2, 3, 4, atakxe 1, 2, 3, 4, 5.
BeiGupasi nyyiryio ¢ 3proHOMMYECKON TOYKHM 3pe-
HUsA Tororpaduio No3MLUUM, Hago obpalaTh BHUMA-
HHE Ha TO, YTO TPHU «KPUBBIX» OE/IBIX KJIABUILM OAIOT
HaM BO3MOXHOCTb CTaBUTb MaJell He TOJbLKO Ha
HWXXHHUE UK BEPXHHUE YaCTH, HO U Ha UX CEPEUHY.

BaxneiiiuM npuoOpeTeHHEM CTaHOBSTCS «Bbl-
TECHEHHbIE» YEPHBIMU KJIABUILIAMM TOJYyTOHOB Y3KHe
UrpOBbI€ TUTOLIANKH KJIaBHILI TOHOB, KOTOpbIE 06pa3o-
BaJIM CBOM NOMOJHUTENbHBINA psia. Bnaromaps Tomy,
YTO OHM NPEBPATWIKCh B PAaBHOLIEHHYIO IO TUIOLLIAIU
K/1aBulllY, MX Halo aKTUBHO MCMOJb30BaTh. [loToMy
YTO OHH y/Iy4YLIAIOT 3prOHOMHUYECKHUE YCJIOBUSI UTPbI U
NO3BONSAOT YHU(HULIMPOBATh aNIUIMKATYPHl B pa3ivy-
HbIX TOHaIBHOCTAX. HanpuMep, BMecTo 2, 1, 2, 3, 1, 2,
3, 4 TPaIMUMOHHOI anmIMKaTypbl raMmbl CH-6eMoJTb
MaXOop, MCMosb3ys 3T BbICBOOOAMBILMECH Y4aCTKH
Kiasuil, MoxHo ceirpats 1, (2], 3, 1,[2] 3, 4, 5'. Yro,
K4aK Bbl BUIMTE, 3HAYMUTEILHO Jyvllie, a, KPOME TOrO,
ITOH XK€ NO3MUMEN U ee UIeHTUYHOM Tonorpaduei
Mbl MOXEM cbirpatbh M Cu Maxop, u [lo Maxop.

Cienyiommm npuHUMNUAIbHBIM MOMEHTOM SIB-
JHACTCSL UCTIONIB30OBAHWE ITOrO psia AyOGJHUPYIOLLMX
Oesbix Krasuun B urpe akkopnoB. Ecnu Mbl urpaem B

3. Artistic and expressive
qualities of keyboard and
methodical recommendations
for studying them

The layout of the keyboard reveals a number
of important qualities, provided by construction
specification. Those qualities are defined in the
first instance by the feature of the diagram, which
are responsible for unifying the fingering of scales,
chords and arpeggio with maintaining all the
known forms.

Basis of organisation of manual technique on
any instrument is a position. And not an unim-
portant role in a successful acquisition of the skill
plays the comfortable placement of fingers within
the position. That placement we can conditional-
ly call positional topography or finger placement
topography. Undoubtedly, positions on piano
accordion are phisiologicaly comfortable, and the
structure of the keyboard compensates the differ-
ences in the shape of hands. Amongst the eternity
of positions the main ones are those on which all
diatonical and chromatiacal scales are based.
Those — small positions with different topography
of finger placement 1, 2, 3 and larger 1, 2, 3, 4, as
well as 1, 2, 3, 4, 5. Choosing the best topography
of position from ergonomical point of view the
attention has to be paid that three «curved» white
keys are giving us the chance of placing the finger
not only on the upper or a lower part but in the
middle of it as well.

Most important gain becomes «forced out»
by the black keys of semitones narrow playing
surfaces of the tones, which formed their own
additional row. Due to the fact that they are
changed in to the keys with the equally sized
playing surface, should to be actively used. As
they improve playing ergonomic conditions
allowing the unification of fingerings in different
tonalities. For example, instead of 2, 1, 2, 3. 1. 2,
3, 4 traditional fingering for B flat major, using
those freed up parts of the keys could be played
1,213, 1,2] 3, 4, 5'. This, as you can see is a
much better, and beside that, with the same posi-
tion and a similar topography we can play
B major and C major.

Next principal moment is the use of the
additional row of white keys in chords plaving.
If we play the tonalities with flats, and those

It

bieen woance knparuk ¢ HOMCPOM MaIblld O3HAYAET, UTO
HIULO HUKHMATH 1 YTOM JIOHOJIHUTEIbHOM psiie AYGHPYIOUIHX
TTONLVIOK KITABHILL.
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GeMOMBHMAX TOHANBHOCTEX, TO 3TH KIABMATYDHLIC
IUICIIANKH IIOSBONANOT COXPAHHTH TONOIpadHIo ax-
xopnopolt mosuumu. Hanpusep, Tonorpadus pasme-
LICHHS MANLICB B MAXOPHBIX AKKOPAAX OCTACTCH He-
M3MEHHOI B 9-TH TOHAILHOCTHX.

keyboard surfaces are allowing of the mainte-
nance of the chord position topography. For
example, topography of finger positions in
major chords stays unchanged in 9 tonalities.

BoT xax oHa BHITJISIIMT :

This is how it looks:

—
-9

B MMHOpax Takas Xe KapTHHa . :

3TO OIMH M3 MPHMEPOB, I7ie MPUMEHEHHE TUIOLLA-
NIOK YJTyYIIAeT MOJIOKCHHE PYKH M NAbIIEB Ha KJ1aBHa-
TypHOM 1uTe. EciiM uMTaTe) b MpoABMT JHOGOMKITCTBO,
TO OH OOHAPYXMT, YTO M INPH LIMPOKOM pPasHECEHHH
KpaiHMX NJIOCOB, HOTIOIHMTE/ILHBLIA DS YIY4IIIaeT yC-
JIOBHS HTPH CPEHHX IOJIOCOB.

H3 31010 cnenyer, 4To «6eMOJIbHEIE» TOHATBHOC-
TH Hall0 CTPEMMTBCS MIPaTh C JOMOJHMUTEILHBIM psi-
ooM Oenbix KiaBuil. Toraa mosioXeHWe pyku Oyner
rapMOHMYHRIM M €CTeCTBeHHBIM. [IpoBeneHHOe HcC-
CJIEIOBAHME MY3bIKATHLHO-BHIPA3UTEIbHBIX W TEXHH-
4YEeCKHMX BO3MOXHOCTEH HOBOM KJIaBHATYphI 110Ka3aJo,
YTO U3 U3BECTHBIX YCTPOMCTB OHa MAKCHMAIILHO NpU6-
JIVDKAeT HCTIONTHUTEIbHBIN MPOLIECC U MBILIUIEHHE MY-
3bIKaHTa K YCJIOBHSIM MIPbl Ha OpraHHoO-(opTen1aH-
HOM KJ1aBHaType. TeM caMbIM co3aaloTcs G1aronpusr-
Hbl€ IIPEANOCHUIKM OCBOCHMA U BHEIPEHUS KJIaBHaTYy-
pbl. Hike MBI mpuBeneM pe3yJibraThi MCCJIEIOBaHMS
B pedepaTtuBHOM (opMe, rie YMTaTES b CMOXET IPH
MOMOILM MPWIAraeMoi KJ1aBUaTYphl M TEKCTA Cpa3y Xe

' TIPOBEPUTb MHOTHE TMONOXeHHUs1. [ToMHMO BhIILIEH3TO-

XEHHBIX KA4eCTB, O0yC/IaBIMBaEMbIX OCOOEHHOCTAMU

KOHCTDYKIIHH, HEOOXOIMMO YKA3aTh M Ha IpYTHE.
Pacumpsiorcss XynoXeCTBEHHO-BbIPa3UTEIbHbIE

BO3MOXHOCTH IPH MIPE JBOMHBIX HOT, B YaCTHOCTH,

- B raMMax TMaTOHHYCCKMMH U XPOMATHYCCKHUMH CEKC-

-

TaMH JOCTYIIHO MCIIOJIJHEHHE OO0OMX TIoOJIOCOB
B «aOCOIIOTHOM JIEraTO» ITyTE€M ITONEPEMEHHOIO Yepe-
JIOBaHHS NaTblieB B 000MX rojiocax; BO3MOXHO COXpa-
HHUTb OPUTHHAIBHYIO (aBTOPCKYIO WIH PeJIaKTOPCKYIO)
anIUIMKATYpY TNpH MCIIOJIHEHUM CO3[aHHBIX paHee
MPOM3BEAECHMI IS KJIaBULIIHBIX UHCTPYMEHTOB C KJ1a-
BHATypoi# opraHHO-(OpTENHAaHHOIO TUIIA; 0becneyu-
BaeTcs 6oJiee ynoOHOe pacroioXEHHME NAJIBLIEB B UTPE
aKKOpIIOB M YMEHBILIAETCS aMIUIMTYa UIPOBbLIX ABU-
XeHMit rmyreM 6ojiee paBHOMEPHOIO MCIOJIb30BAHUSA
BCEi MTPOBOI YaCTH KIaBUATYPHOTO LIIMTA; BOZMOXHO
COXPAaHUTb AaNIUIMKATYpy IPU TPaHCIOHHUPOBAHUH
B HOBYIO TOHAJIBHOCTb, Hanpumep, U3 Jlo-mMaxopa —
B Cu Maxop wm Cu-6eMob Maxop.

“It -1
-Jt ¢

It is the same case with minors.

This is one of examples where the use of
those surfaces improves the positions of hand
and fingers on keyboard. If the reader shows
curiosity, he will find that in the wide spread
of the outer voices the additional row
improves the conditions for playing the mid-
dle voices.

The conclusion from those examples is
that tonalities with «flats» should be played
using the additional row of white keys. Hand
position then will be harmonic and natural.
Research of musical, expressive and techni-
cal capabilities of the new keyboard showed
that from all the known developments it
brings the performing process and musicians
thinking closest to the conditions of playing
on organ and piano keyboard. That creates
necessary preconditions for mastering and
implementing the new keyboard. Below this
point we will show the result of the research
in a form of essay, where the reader could
check the statement by the use of text and
supplied keyboard. As well as the qualities
mentioned above that are_conditioned by the
construction it is important to mention the
other ones too.

Expansion of artistic capabilities in per-
formance of double stops, in particular, in
scales with diatonic and chromatic sixths, the
capability is there of playing both voices in
«absolute legato» by fingers taking turns in
both voices; the possibility of keeping the
original (author’s or editor’s) fingerings in
performance of pieces made earlier for the
instruments with organ and piano keyboard;
providing more comfortable positioning of
fingers in chords and a reduction of ampli-
tude of playing movements by a more even use
of the entire useable surface of the keyboard;
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Bo-BTOpbIX, KOMIAKTHBIM Da3MEIIEHHEM TO-
HOB: obecrieynBacTCs BO3MOXHOCTb MCIOJHEHHS
IMATOHUYECKHMX U XpPOMATUYECKHX TaMMaoOpa3oBaH-
HBIX MOCTPOEHUN IBOMHBIMM HOTaMH (CEeKyHIaMH-
KBUHTAECLIMMAMH) M UCIIOJIHEHHE apnexuo B 6osee
IUIMPOKOM DPa3HECEHUM 3BYKOB; YIyYILAIOTCSI YCIO-
BUSL BBIMIOJIHEHHUST TPHUEMOB IIE€PEKIAdbIBAHUSA
M TOOKJIaNbIBAaHUS MNaiblieB; 00GNEer4aeTcss TEXHHKa
CKAuyKOB C 60JIbLIMM pa3HECEHUEM 3BYKOB 10 AUana-
30HY MHCTPYMEHTA; BO3MOXHO HCIIOJHEHHUE OPHUIHU-
HaJIbHBIX NpOM3BedeHU# Ls OasiHa, Tae yrnorpebs-
eTcs LIMpoKas (akTypa MUCbMa; BO3MOXHO YBEJU-
YyeHUe 3BYKOBOro Juana3oHa aKKOpAeoHa A0 Auarna-
30Ha 6asiHa U, TaKUM 00pa3oM, YCTAHOBJIEHHE €IH-
HOTO CTaHZapTa Ha AMana3oH KJIaBHAaTyp KOHLIEPT-
HbIX FTAPMOHHK.

B-TpeTbl’lX, pa3sMCLICHUEM DAIOB KJIaBUII Ha
OIHOM YDOBHE: yayylIacTCsd TEXHUKA COCAUHEHHUA

roJIOCOB aKKOPJIOB, B TOM YMCJI€ UCIIOJTHEHUE UX B
IITPUXE Jerato; obecrneymBaloOTCs HOBbIE yIOOHBIE
BUABI anIUIMKAaTyp U BO3HMKaeT 0osiee OpraHUyHas
CBSI3b OpraHM3Ma MCIOJHUTENSA C MEXaHU3MOM
MHCTPYMEHTA NYTeM UHTEHCMBHOIO MUCIMOJIb30BaHUSA
MTPOBBIX IUTOLIAN0K OeJibIX KJIaBU1l B CTApOii KJIaBU-
aType, 3aKJII0YEHHBIX MEX1Yy YEPHbIMH KJIaBULLUAMHU,
a Ternepb BbIHECEHHBIMU B OTIE/NbHbIN PSI; TUKBH-
OUpYEeTCSl HECOBEPIUEHHOE CKOJIbXEHHE MNaliblEeB
C HM3KOM 6eJ1oi KJIaBU1IM Ha BbICOKYIO YEPHYIO, TEM
CaMbIM YJIYYIIAIOTCH XYAOXECTBEHHO-BbIpa3UTEJIb-
Hble BO3MOXHOCTH anIUIMKaTyp.

B-ueTrBepThiX, OpUrMHANBHON (HOPMOM HUIpo-
BOW MIOUIAAKHA KIAaBULIW, BbIMOJHEHHON B popme
MHOIOYIOJbHUKA: BO3MOXHO HUCMOJHHUTb HOBBIE
BHUIbl IMTUCCAHAO TPU NMEpPEMELIEHUHU CKOb3SALETO
najbla no BbICTYNAKOLIMUM yrjlaM UTpOBbIX IJIOLA-
JOK KJIaBUIU psAAOB NMoJyTOHOB ¥ TOHOB (10 3ByKoB
u3 12-tu, BMecTO 7 U3 12-TH) ; yayylluaeTcsl TEXHU-
KA CKOJIbXEHHS MaJiblieB U pacLLIMpSeTCs YUCIIO CO-
CE€AHUX KJ1aBHll, HA KOTOPbIX MOXHO OCYILECTBUTD
3TOT MPUEM.

O6061ast nosyueHHble pe3yabTaThl, MOXHO
CNIENaTh OCHOBHOM BbIBOA — IMPELI0XKEHHOE YCOBEP-
LICHCTBOBAHUC OPraHHO-(GOPTENbAHHONW KJIaBHATY-
Pbl aKKOp/JeOHA 00ecneuynBaeT MHCTPYMEHTY XM3-
HECNOCOOHOCTL U MHOTOOOELIAIOLLYIO MEPCIIEKTUBY
MCTIOJIL30BAHUSL B COBPEMEHHON UCTIONHUTENBCKOM
IIPAKTHKC.

Kaknm ke 00pa3oM MOXHO BbICTPoUTb 3dek-
THBHYIO CHCTCMY «10yMMBaHUs» akkopaeoHucta? IMpu
OCMOTPC KIaBHATYpbl OpocaeTcst B 11a3a HEOObIMHOCTD
CTPOTOH I'PAUKH PASMCIIICHHSE YEPHBIX M BebIX Ka-
BRI, KOTOpast BHCHIHE OMEHb MAJIO HAlOMUHAET Tpa-
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ensures the possibility of performing diatonic
scale-like structures with double-stops (2nd-
Sth), and a performance of arpeggios with a
larger spread of sounds; improved conditions for
the techniques of placing the thumb under the
fingers, and moving the hand over the thumb;
Technique of jumps with a large spread of
sounds across the diapason of the instrument is
made easier; possibility of performing original
music for bayan, where wide texture is used in
writing; possibility of expanding the diapason of
accordion to the size of bayan’s diapason, and
the formation of a single standard for a keyboard
diapason of the concert accordion keyboards.

Thirdly, by the placement of all rows on
the same level: improved technique of voice

connecting in chords, including the perform-
ance of them in legato; providing new and
comfortable fingerings, and improving the
relation between the performer and the mech-
anisms of the instrument, by the intensive use
of playing surfaces of white keys, that on the
old keyboards use to be locked between black
keys, and now placed in the separate row; elim-
inating an imperfect slide from the lower white
key, to the higher black key, increasing that way
artistic capabilities of fingerings.

Fourthly, by original shape of key’s playing
surface, with a multi-angled shape: possibility

of performing new kinds of glissando by mov-
ing the sliding finger along the corners of keys
playing surfaces that stick out (10 notes from
12, instead 7 from 12); improvement in tech-
nique of sliding the fingers, and increases in
number of neighbouring keys, which can be
used in performance of that technique.

By summarising those results we could
make the main conclusion — continues devel-
opment of organ-piano keyboard of accordion
provides the instruments viability, and a
prospective for use in contemporary perform-
ing practise.

How could we structure an efficient system
of «learning» for accordionists? While viewing
he keyboard, attention is immediately drown to
the strict graphics of placed black and white
keys, which has very little resemblance of tradi-
tional organ-piano keyboard of accordion.
However, as you already know, those differences



IMLIHOHHYIO OPTaHHO-(POPTEHLAHHYID KIABMATYDY aK-
kopacoHa. ONHAKO, KAK BB YX© JHACTE, 5TO PAVIHIHE
TOJIKO BHENITHeE, H B CPOcH XOHCTPYKIIMH OHA YHace-
NOBaJia BCE CBOACTBA KIABHATYPH TPATHITHOHHOIO aK-
KopaeoHa. B 31oM Bu sierxo yGeamTech IpH neppoi xe
MOMBITKE ChIIPaTs Ha HOBOM MHCTpyMeHTe. [TosTomy
MBI OCMEJTHMCS 3aBCPHTD, 910 BaM xak akxopaeoHHcTy
HE NPHACTCA INMCPCYIHBATLCA, & JIMILDL JOYIMBATHCS Ha
3TOM KpaCHBOM AKKODACOHE.

O cnpaBeTHBOCTH 3THX CTPOK ropopsar 6ec-
YUCJICHHBIEe MpuMepH. CirymateaM JeKUHH, KOoTo-
phie MHE HOBOIWIOCH YMTaThb BO MHOIMX pPEerHOHax
Poccum H 3a pyGexoM, GhUIH CBHIETEIAMH yOenu-
TEJIbHBIX 3KCnepMMeHTOB. M3 3aa 1 BRI3WBa CIIy-
1IaTeNsi, KOTOPHH BIepBHE BHAE] HHCTPYMEHT
M MPOCHJ CHITpaTh Ha HEM ITPOCTEHIYIO raMMy —
Ho-Maxop. 3T0 eMy yaaBajJioCh MCIOJHUTH 6e3
omn60K. Bciex 3a 3TMM A mnpepiarail CHIparth
B Jlo-Maxope m06yi0 o €ro yCMOTPEHHIO IMBECKY
¢ akkoMnaHeMeHTOM. HenoBepuuBasi yawbka cor-
POBOXIaJIa JIMLIO CEMMHAPHCTA, KOTAa S IPOCHII €ro
3ro caenaarb. Ho xorma eMy cpasy ynaBajioCh ChIT-
paTh, 3aJ1 B3pLIBAJICA alUIOAMCMEHTaAMH.

Huxkorna He 3a6yny, kak Hapogxbie apricthl Poc-
cum IpumuH B. @., CxisipoB A. B. u CemeHos Bsiu. A,
BIEPBHE B35IB B PYKH MHCTPYMEHT C HOBOI KJlaBHa-
TYPO#i, HTPAJIM HAa HEM U JIaXe UMIIPOBU3HPOBAIH.

BMmecre ¢ TeM He06XOOIMMO MOMHUTB, YTO B Nela-
TOrMKe Ha4yalbHOro OOy4YeHHsI MOTyT BO3HUKHYTb
H apyrue BonpocH: Kak yuuTh peGeHKa, HeyMeIoLLEero
urpatb? Kak BHICTpPOMTBH NpOrpaMmy ero obydyeHus?
H, XOHeYHO, MHOIOE€-MHOIO€ IPYTOE. ..

OcylliecTBIEHHAS aBTOPOM, a 3aTEM U €ro eIMHO-
MBILIUIECHHMKAMHM, NpaKTU4YecKas anpobauusi UHCTpY-
MeHTa B yueOHbIX 3aHsaTHsax JIMIL nossosnser caenarb
OCHOBOIOJIaralOILMiA BBIBO/.

Memoduxa npenodaéanus 6 ceoux ocHo8ax He npe-
mepnum Kaxux-aubo uzmereruil u 6ydem coomeemcmeo-
6amb U36eCMHBIM HANPAGAEHUAM 8 pabome C HAHUHAIOWU -
Mu. BMecre ¢ TeM, pasBUTHE TEXHUYECKUX HABBIKOB MT-
PH Y4Yalllerocs JO/DKHO, MO0 HallleMy MHEHMIO, Pa3BH-
BaTbCsl Oojiee BHICOKMMHM TEMIIaMM, YE€M DaHbLIE.
VMeHblleHHbIe Ta0apuThl K1aBUaTyphl obecniedar 6o-
Jiee OpraHMYHYIO CBSI3b JETCKOTO OPraHM3Ma M €ro Ma-
JIEHBKHX PYK ¢ MHHCTpyMeHTOM. [103TOMY Ype3BbIYaifHO
BaXHO, YTOOBI IpernoaaBaTe/ib CaM O3HAKOMWICS C BO3-
MOXHOCTSIMU CUCTEMBI.

A TIOCKOJIbKY YYMTENIb YXe€ SB/ISETCS aKKOpIeo-
HHUCTOM-MY3bIKAHTOM, TO METOIMYECKHE PEKOMEHIa-
IMH 110 U3y4YeHUIO MPHUEMOB UIPbl HA HOBOM KJ1aBHaTy-
pe GyayT id Hero ympolleHbl. B 3ToM HaM moMoxer
HOTHBII TEKCT M KJIaBHATypa, pa3MELEHHbIe B KHUTE.

is just external, and in the construction it inherit-
ed all the qualities of traditional accordion key-
board. You can easily find it out from the first
time you try to play on the new instrument. That
is why we can give assurances that you, as a piano
accordionist, will not have to relearn, but only
continue to learn on that beautiful instrument.

Multiple examples could justify those state-
ments. Audience at the lectures that I have read
in many regions of Russia and other countries,
were witnesses of convincing experiments. |
would invite a member of audience, whom sow
the instrument for the very first time to the
stage, and ask him to play a simple scale on it —
C Major. He could do it without the mistakes.
After that I would suggest him to play a tune in
C Major with a simple accompaniment.
Sceptical smile would usually appear on his face
after making such a request. But when he could
instantly do it, the hall would brake down in
applause.

I will never forget how Peoples Artists of
Russia Gridin V.E,, Sklyarov A.B., and Semenov
V. A, not only played on it for the first time they
tried it, but improvised.

We had to remember that in early stages of
study other questions could arise: How to teach a
child that does not know how to play? How to
structure his education? And many, many
others...

Practical approbation of the instrument, cur-
ried out by the author in classes at Music Schools
allows him to make following statements.

Methods of teaching will generally be
unchanged, and will be comparable with estab-
lished directions used in work with starters.
Development of technical habits should be
improved at the greater pace than earlier.
Reduced size of the keyboard provides an
organic link between child’s physique with his
small hands and the instrument. It is very
important therefore that the teacher is familiar
with the new system.

And as the teacher is the accordionist as
well, methodical recommendations for study of
playing on he new keyboard would for him be
simplified. Help is provided in the form of music
scores, and a keyboard provided with book. At
the first stage of studying, the suggested material
should be limited in volume, and guided by two
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W3yyas Ha niepBOM 3Tarie IpejyiaracMbili MaTepHal, He-
006XOAMMO OIPaHWYMTD €10 OOBEM H PYKOBOICTBOBATHCS
CJIEAYIOLMMH JIBYMSI HAITpABJICHHUSIMMU.

IlepBoe HanpaB/ieHUE CBSA3aHO C CAMBIM HEOGX0-
JUMBIM UIsi opraHu3aumy urpel. Heckombsko coseToB
IUISA UTpaloLlero, KOTOPbIH JO/DKEH:

1. O6HapyXUTb IPH MIPE TUATOHMYECKHMX FaMM
CXOICTBO MIPOBBIX ABVDKEHUIA U MO3MLIMI Ha TPaIMIIHM-
OHHOM M YCOBEpILIEHCTBOBAHHOM K/IaBHATYypax;

2. U3yunTs yHMBepcatbHble (9 U3 12) amumkary-
pbl [UISi MCTIOJIHEHUS MaXOPHBIX M MMHOPHBIX aKKOp-

JOB, MX OoOpallleHHs, a TaKKe IMHHbIE U KOPOTKHE
(JtoMaHbI€) apIemKHO;

3. Tlo3HaKOMUTBECS C OOLLHOCTBIO MCIOJIHEHMS
XPOMaTHYECKOM raMMbl MU3BECTHBHIMU paHee anIuIMKa-
Typamu ( B ToM unciie 1 PepeHua Jlucra); HaydUTHCS
UIpaTh XpoMaTH4ecKylo raMMy Gosiee yno6HOM! B 3pro-
HOMHYECKOM OTHOLLIEHMM aIlTUIMKATYpo# (HauuMHas OT
conb ames — 1[2]34 5 — 1234 —[2]3 4);

4. U3y4yuTh ¥ UCMOJTHUTD JIIOOBIE 2-3 MPOU3BE-
JeHUs, paHee UTpaBLIMECS Ha TPAAULIMOHHOM KJa-
BUATYpE;

5. U3y4uTh TEKCT U MPUCTYIIUTh K OCBOEHHIO CO-
YUHEHMS, paHee HE JOCTYITHOTO VISl UCTIONIHEHUS,

6. BK1lo4MTh B 3aHATUSI YTEHHE HOT C JIMCTA MpOo-
M3BEIEHMM, HATTUCAHHBIX B Pa3HbIX TOHATLHOCTSIX.

Ha u3yuyeHue 3THx MaTepUasioB y aKKOpPAECOHMCTA,
KakK MpaBUJI0, YXOOUT OT 2 10 4-X Hedelb.

Bropoe HanpaBieHHe 3aKperuisieT HaBbIKU UIPbI U
azanrtaluy K HOBbIM yCia0BUSIM. Ero Hayano ycjaoBHO
MOXHO CYMTaTh C TONO MOMEHTA, KOIr1a aKKOpACOHUCT
CbIrpaeT B KOHLEpPTEe J1000€ U3 COYMHEHHUM, KaK s
TPaAMLIMUOHHOM, TaK M IS YCOBEpLUEHCTBOBAHHOM
cucteM. [anbHeillllee u3ydyeHHWE OPUIMHAIBHOIO pe-
nepryapa aisi 6asiHa M NMPUBOAMUT AKKOPIAEOHHUCTA
B CTaH aKaaeMHUUYECKOro KAMEPHOIO UCKYCCTBA OastHUC-
TOB. U 31ech 1151 Hero BOZHUKAET OCHOBHas1 npobiema,
C KOTOPOit OH, KaK MY3bIKAHT-UCTOJHUTENb, HE CTal-
KuBaicst paHee. HeoOxonMMo HaydMThCsi MBICIUTDL M
pelaTb UCMOJHUTENBCKUE 3aJauyd BCEro KOMILIEKCA
XYNOXECTBEHHO-BbIPA3UTEIbHbIX BO3MOXHOCTEH (aK-
TYPbl C LIUPOKO pa3HeceHHbIMM rojiocaMu. U 3nech ak-
KOPACOHUCTOB XAET OTKPbITUE, KOTOpoE BOJIbHO ObeT
110 aMOMLmMsiM. OKa3bIBACTCS, YTO OATHUCTBI KaK MY3bl-
KAHTbI JTUMHU HABbIKAMM BJIANCIOT, U NOpoM be3ynpey-
HO, M UX MblIlIJICHUE HAXoAUTCs Ha 6oJiee BHICOKOM
YPOBHC, & BOT aKKOPACOHUCTAM 3TOT HE MPOCTOH MyTb
HPCACTOUT clite poiTH. U BO MHONOM yCcriex npoxox-
JICHUSE OYJICT 3ABUCETh OT HACTOWYMBOCTH, YIIOPCTBA M
CHOCOOHOCTEI MONIOIOrO MY 3bIKAHTA.

Y Hac HMCIOTCH TIPAKTHUYECKUE pe3yJibTaTbl MO
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recommended directions.

First direction is related to most impor-
tant things in playing. Few suggestions to the
player who should:

1.To discover, when playing diatonic
scales, relations in playing movements between
traditional and modernised keyboards;

2.To learn universal (9 from 12) finger-
ings for performance major and minor
chords, their inversions, as well as long and
short (broken) arpeggios;

3. Become familiar with commonly used
earlier fingerings (including by F. Liszt) for
chromatic scales; learn to play chromatic
scale with more comfortable and ergonomi-
cally improved fingerings (starting from
Gsharp— 1[2345-102]34-2]34);

4.Learn and perform any 2-3 pieces,
earlier played on traditional keyboard;

S.Learn the text and start the work on
the piece that was not possible to play earlier;

6.Include in to the practise sight reading
of the pieces with a different key signatures.

For studying of those materials by the
accordionist, it usually takes 2 to 4 weeks.

Second direction consolidates playing
habits and adaptation to the new conditions.
The beginning of this period is usually marked |
by the public performance of any piece of |
music, written either for the traditional or .
modernised keyboards. Further study of orig-
inal bayan repertoire brings the accordionist
to the area of academic chamber art of bayan.
It is necessary to learn how to think and man-
age the tasks of the entire complex of artistic
capabilities in the structures with a wide
spread of voices. And here comes a discovery
for the accordionist, which is not pleasant for
ambition. It seems that bayan player already |
have those habits established, an their way of '
thinking is on a higher level, and for piano !
accordionists, a whole and uneasy road is still
ahead. And the success will depend on efforts,
persistence and the abilities of the yang musi-
cian.

We have practical results of the accordionists
from my class, that went trough both of those
directions. So, public performances by many of
them happened in major concert halls of St.
Petersburg two to three months later. After half a



MPOXOXICHMIO aKKOPACOHMCTAMM M3 MOEro Kjiacca
9THX ABYX HampabieHHH. Tak, myGiEaHKe BHCTYTI-
JICHMA MHOI'MX M3 HMX B H3BECTHRIX KOHLCPTHHIX 3a-
nax Canxrt-IleTrep6ypra COCTOSNMCH CITYCTS yXe
JBa-TpH Mecsaua. Yepes nourona JAmutpuit Benexos
B AHtoH KanenuH BHMIpuBann MexayHaponHnie
KOHKYPCH. BONBINMHCTBO M3 HAYHHAIOIIMX H3y4aTh
CHCTEMY YX€ K OKOHYAHHIO Nofla HIpaJii MporpaM-
MBI JUTMTEJIBHOCTBIO He MeHee 9aca. [IpuaeM, HOBHIH
penepryap CHUMAaI C HUX «KOMIUIEKC HETOJIHOLIEH-
HOCTH aKKOpDACOHMCTa», IO3BOJIASA BHICTYNAaTh Ha
PaBHBIX B KOHKYPCHBIX M KOHLIEPTHBIX IporpaMMax
BMecCTe C OassHHCTaMH.

BoT TOILKO HEKOTOpHE COYMHEHMS, Ile TEKCT
OLUI HCTIOJIHEH 663 H3MeHEeHMIA:

Jmurpuit benexos :

I1O. Tanuep. Cionra «Cuwiyatai»; U.C. Bax. Yako-
Ha B TpaHCKpHMIIMM A 6asHa Bsu. CemeHoBa;
H. Hltpayc. Bamsc «BeceHHHe roioca» B TPAHCKPHII-
M g 6astHa U, Slmikeswya; U. IManvuxuit. OGpa-
6otka p.H.11. «[TonockHbKa»; BesoB. O6paboTKa p.H.1I.
«Crenp, na cTenb KPYyroM» H Ip.

Aunexceit bapakos:

H.C. bax. [Ise npenonuu U ¢pyru U3 XTK Cis-
dur (I Tom), c-moll (II Tom); A.Ckapnarru. Tpu co-
Hathl: D-dur u g-moll, B-dur; B. Bnacos. HokTiopH;
IMaono mu Knoccuo «Cynw6a lauimnes»; 10. Xar-
puk. Ilomuponuyeckuit MoHosor; Bssu. CeMeHOB.
Conarta Ne 2 «backapuana»; B. 3youuxmit. Conara Ne 2
«CnaBsiHckasi»; Bsuy. CemeHoB. «CeBgaHa» u3 boi-
rapckoid ciouthl; A. PenHukoB. «Kanpuyuuo»;
Bsty. YepHukoB. UMmpoBu3aluss Ha TeMy IE€CHHM
b. MokpoycoBa «OnuHOKas rapMoHb»; P. [anbsHo.
Ilecus mna Ixocc (6bocca-HOBa).

IIpuMepH YCIELIHOTO OCBOEHMSI KJIAaBHATyphbl
MOXHO ObUIO OB ITPOIOJDKUTD, HO M 3TUX ABYX BIIOJIHE
nmocrarouHo. U J1. Benexos, u A. bapakoB ctanu nobe-
JUTeSISIMM  MeXIyHapoIHbIX KOHKYPCOB, B KOTOPbIX
BBICTYTIAIA HA PABHBIX C «KHOMOYHHUKAMH».

year Dmitri Belehov and Anton Kaledin had first
prizes in International Competitions. Majority of
them have performed the programmes lasting at
least one hour a year after making the switch. And
the new repertoire freed them from «complex of
inferiority of piano accordionists», and allowed
them to be on par with bayan players, both in con-
certs and competitions.

Here are few pieces where text was per-
formed without any changes:

Dmitri Belehov:

J. Ganzer, Suite «Siluetes»; J.S. Bach,
Chaconne, trans. V. Semenov; J. Strauss, «Spring
Voices», trans. I. Yaskievitch; I. Panitsky,
«Polosinka»; Belov, «Step, da step krugom» and
others.

Aleksey Barakov:

J.S. Bach, Two preludes and fugues from
WTK C sharp major (book 1) and ¢ minor
(book 2); D. Scarlatti, Three sonatas: D-major,
g-minor and B-flat major; V. Vlasov, «Nocturne»;
Paolo di Clossio «Galileo’s destiny»; J. Hatrih,
Polyphonic Monolog; V. Semenov, Sonata No.2
«Baskariada»; V. Zubitsky, Sonata Nc.2
«Slavonic»; V. Semenov, <«Sevdana» from
Bulgarian Suite; A. Repnikov, «Capriccio»;
V. Chernikov, «Odinokaya Garmonn»;
R. Galliano, Song for Joss (bossa-nova).

Examples of successful mastering of key-
board could continue, but those two should be
enough. D. Belehov and A. Barakov become the
winners of international competitions, where they
performed on the par with bayan players.
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7. K BonpocCy O NMyTH Pa3BHTHH XpO-
MaTHYECKHX KI1aBHaTyp

CyluecTBylolIe KJIaBHATyphl — 3TO NPOAYKT
CJIOXHOM IeATEIbHOCTH Y€JIOBEKA B MPOLIECCE MCTO-
PHYECKOTO Pa3BUTHS MUPOBOM MY3bIKAJIbHOWU KYJIb-
Typhl. Ha pa3nTMyHbIX HCTOPHYECKHX 3Tanax KiaBHa-
TYpbl IIPETEPNEBAIM KOHCTPYKTHBHBIE M3MEHEHHS,
KOTOpbIE JMKTOBAIMCh MY3bIKaJIbHO-3CTETHYECKUMHU
MOTPeOHOCTAMH 310X, pa3BUTHEM TBOPYECTBA M MC-
MOJTHUTENBLCTBA. YCOBEPIIEHCTBOBAaHHE KJIaBUIHBIX
MHCTPYMEHTOB OTKPBIBAJIO B TBOPYECTBE U B UCIOJI-
HMTEJILCTBE HOBbIE MyTH. «B3aumoneiicTeue ¢akry-
pbl (OPTENBAHHBIX MPOU3BEACHUN, NMHUAHUCTHYEC-
KO MOTOPHMKM M CBOMCTB MHCTPYMEHTa MPWBOIAUT
K TOMY, YTO pa3BUTHE KaxXaoro ¢akropa BjieyeT 3a
co60# YCOBEPILLEHCTBOBAHHE APYroro»'.

Cpenu CyumecTBYIOLIMX KJIaBUHaTyp s Kia-
BUIIHBIX MHCTPYMEHTOB OpraHHo-goprenuaHHas
ABJISIETCS caMoii pacnpocTpaHeHHOM. C ee CTaHOB-
JICHHEM CBSI3aH OTPOMHBIA MCTOPUYECKUM MEPUOL
B MMPOBO#I My3bIKaJbHOM KyJabType. B TO Xe Bpe-
M1, KaK YCTPOMCTBO, OHA Chirpajia Ype3BbIYanHYIO
ponb B GOpPMHUPOBAHMU PABHOMEPHO-TEMIIEPUPO-
BAHHOIO CTpPOA.

[Ipo6bieMa ycoBeplLIEHCTBOBAaHUSA OpPraHHO-
¢oprenuaHHONi Ki1aBUaTyphsl NIpUBJIEKaJla BHUMaHHUE
u3gaBHa’. M3MeHeHMs KJIaBMaTyp, pPOXAAIOIUecs
B XOlI€ MY3bIKaJIbHO-UCTOPUYECKOH IBOJIIOLIMHU, ObI-
JIU TECHO CBSI3aHbI C HENIPEPHIBHBIM MIPOLIECCOM YCO-
BEPILLIEHCTBOBAHUS CAMUX MUHCTPYMEHTOB U Pa3BUTHUS
KYJIBTYPbI TPl Ha HUX. 3Ty CBA3b HETPYAHO YCTAHO-
BUTb, €CJIM OPOCHUTH XOTA Obl OOLIMIA B3MISIO HA OC-
HOBHBbIE MUCTOpPUYECKHUE NMPpeoOpa3oBaHUsI KOHCTPYK-
LIMIA KJ1aBUaTYp.

1. C ycoBepuieHCTBOBAaHUEM T'MAPOIHEBMATH-
YeCKOI MEXaHMKM TMApaBoca’ MosiBUIach BO3MOX-
HOCTb 3aMEHMTb €ro BbLIBMXHbIE KJaBMILUU Oosee
yaAOOHBIMU U1 UTPbl — HAXXMMHBIMHU (I Bek 10 H.3.,
ButpyBuit). BeLaBHXHbIE KJIABUILM THIPABIOCA YXKe
B [IEPBOM BEKE [0 Haulel 3pbl MOKa3ajJu CBOIO
HECMOCOOHOCTb OTBETHUTb MY3bIKaJIbHO-CTUJIMCTH-
YECKMM U3MEHEHMSIM MY3bIKaJIbHOM KyabTypbl. Urpa
Ha BbUABMXHBIX KJIaBHLUAX BbIHYX/aja K IBYM JIBH-
XEHUAM: 3aXBaT U BblLABUXEHHE pbiyara. [1pu MeTpo-
PUTMHUUYECKUX YCIOXHEHUSX TaKue 3aTPYAHUTEJIb-
Hble JEHCTBUS poXxIaau Bce Gonbluve HeyaobCTsa.
[lepexoa K HAXMMHBIM KJIaBHILIAM COKpalLlan Urpo-
Bbl€ IBUXXEHUSI HAMOJIOBUHY.

CnycTsi HECKOJIBKO CTOJIETHIA BbLABUXHBIE KJIa-
BULIM (Hapsily C HaXWMHbIMM) ObLIM MOBTOPEHBI

'Cwm. npumetanusi c. 115—-120
90

7. To the question about devel-
opment of chromatic keyboards

Existing keyboards — it is a product of a com-
plex activity of a man in the process of a historic
development of the world musical culture. At the
different stages in history, keyboard has undergone
contractual changes, which were dictated by the
musical and aesthetical needs of the epoch, and
progress in creation and performance.
Development of keyboard instruments was open-
ing the new horizons in creation and performance.
«Interaction between texture of piano music,
pianistic motive and properties of the instrument
results in a situation whereby development of one
factor entails the progress of the other one»'.

Amongst the existing keyboards for keyboard
instruments, that of organ-piano is the most
widespread. The establishment of it is linked to
a vast historic period in the world’s musical cul-
ture. At the same time it played an important part
in a creation of a well-tempered system.

Problem in development of the organ-
piano keyboard was attracting the attention for
a long time?. Changes in keyboards, born during
the course of musical-historic evolution, was in
a close contact with a process of developments
of the instruments themselves and development
in culture of performance on them. That link
is not hard to determine, by looking in general
at the historic changes in the construction
of the keyboard.

1. With a development of the hydro pneumat-
ic mechanics of «hydravlos»® possibilities arise to
change its pullout keys with more comfortable —
press-on keys (Ist century b.c. Vitruvia). Pullout
keys of «hydravlos» in the first century back,
showed their inability to meet the stylistic changes
in musical culture. Performance on pullout keys
demanded two movements — capture and pull of
lever. With metronomic complication those diffi-
culties were getting more and more uncomfort-
able. Change to press-on keys reduced the move-
ment by half.

Several centuries down the line pullout keys
(side by side with press-on keys) were reused in
early constructions of portable organ (Portative).

' See notes. p. 115-120



B DaHHHX KOHCTPYKUMAX TEPCHOCHHIX OPraHOB —
nopratusoB (Portatif). B mamsuedtmem Bceo6mee
NPUMCHCHHE B KIABHATYPHBIX MHCTPYMEHTAX MOJy-
YHIa HACS HAXMMHBIX KJIaBUIII.

2. B 3aBHCHMOCTH OT crioco6a 3ByKooOpa3oBa-
HHS HHCTPYMCHTa POXIAIMCh PAalIMYHBE Pa3Mephl
KJIaBHII M HTPOBRIX IUIOINANOK. BecroMuuMm: xpym-
HBI€ KIAaBHIIK — PhIYard AMATOHHYECKUX OPraHOB;
MaJICHbKHE, MOYTH KBaJpaTHhie, KJIABMINM KJIABHM-
KOPJIOB, KOTOPhI€ GBUIM YIOGHBI /11 MIPH YETHIPEMS
NaIbLIAMH, a TaKXE I MTOJTYYEHHUS 3BYKOBBICOTHOM
BHOpauuu (Bebung); yumHeHHRe KiiaBumm dopre-
nmMaHo, PopMa KOTOPHIX BHIKPHCTA/UTM30OBLIBATACDH B
Xol€ pa3sBHTHA OTAEJIBHBIX NPUEMOB 3BYKOU3BJIEYe-
HHS, OCHOBAHHBIX Ha IOPHU3OHTAIbHO-CKONB3SIIEM
ABWXEHHH MaiblieB. B npouecce 3Bomouuny yera-
HOBHMBILHECSA PasMEPhl MIPOBbLIX IUIOIIANOK YEPHBIX
M GeNBIX KJIaBHII CJIeyeT pacCMaTpUBaTh KaK OIpe-
JENICHHBIA 3Tan NPUCIOCOGNIeHHs KOHCTPYKUHUH K
CTPOECHHIO PYKH H K CIIOCOOY MTIPHI IIATHIO NMATbLIAMH
B YCJIOBHAX popTenuaHo.

3. Ilepexon ot nudaropeickoro cTposi K Hepas-
HOMEPHO-TEMIIEPUPOBAHHOMY M PaBHOMEPHO-TEM-
NEpHPOBAHHOMY CTPOSIM O3HAMEHOBAICH YyBEJIHYE-
HHEM KOJIMYECTBA KJIABHMIL B OMHOM OKTaBe OT BOCh-
MM 0 OBEHAILATH.

4. ITocTossHHasi TEHAEHLIUS YBEJIMYEHUS 3BYKO-
BOro AMalna3oHa MHCTPYMEHTOB BJIeKJa 3a cO6oM
yBeIMYEHHUE O61LIEro YKC/Ia KJIaBHIll BO BCeil KJIaBUa-
Type.

5. Kak ¥ B HayyHO-IIO3HABaTEJIbHBIX, TaK U B
3KCINEPUMEHTATbHO-UCIIOTHUTEIbCKUX LIEJISIX CO3-
JaBAIMCh UHCTPYMEHTHI, KIIaBUAaTyphl KOTOPHIX UMeE-
JIU B OOHON OKTaBe CBBIIlI€ IBEHAMIATH KJIABMIII
(HanpumMep, rapMOHHUYM JiiTHA ¢ 52-M5 KJIaBUILIaMHU
u 104-M4 3ByKaMH B OJHOI OKTaBe).

31ecsr yMECTHO OTMETHUTD, YTO IIPUMEHEHUE Op-
raHHO-(OpTENHaHHON KJIaBUATYphl K FApDMOHUKaM,
C MX OTJIMYHBIM OT (PopTenuaHo 3ByKOOOpa3oBaHU-
€M, OKa3aJIoCh LIeJIeCOOOpa3HbIM JIMLIbL C YMEHbILIE-
HHMEM €€ OCHOBHBIX MAPaMETPOB U, B YaCTHOCTH, COK-
pallieHMeM Iara KiaBum’,

TakuM 006pa3oM, MY3bIKaJIbHO-aKyCTHYECKHE
CBOMCTBa, XyIOXECTBEHHO-HUCIIOJIHUTEIBCKHUE BO3-
MOXHOCTH KJIaBHIIIHBIX HHCTPYMEHTOB BEJIU K H3Me-
HEHHUSAM YCTPOMCTB KJIaBHATYp.

Kak yxe ykassiBajsioch (CM. mil. 3, 5), B npoliec-
Ce CTAHOBJIEHMS PaBHOMEPHOH TeMIEpalMH MpOu-
30110 YBEJIMUEHHE KOTMYECTBA KJIaBHIL B OHOM OK-
taBe A0 12-Tu. [TombITKM Xe NMpUOIU3UThL 3By4aHHE
KJIaBHMILHBIX UHCTPYMEHTOB K YHCTOMY CTPOIO IpH-
BeJIM K YBEJMYEHMIO YMCIIa KIaBUII B OHOM OKTaBe.

Later on, the idea of pressing keys was put in to
the general use.

2. Depending on the way sound is pro-
duced, the size of keys and playing surfaces was
changing. Remember: large keys — leavers of
diatonic organs; small, almost square, which
were comfortable for playing using four fingers,
as well for achieving a high pitch vibration
(Bebung); loner keys of piano, shape of which
was worked out during the development of
sound making techniques, based on horizon-
tally sliding movements of fingers. During the
process of evolution, established sizes of play-
ing surfaces of black and white keys should be
viewed as a stage in which construction has
been adjusted to the shape of hand, and to the
methods of playing on the piano using all five
fingers.

3. Change from Pythagorean system to
uneven-tempered system and well-tempered
system was marked by the increase in the num-
ber of keys within the octave, from eight to
twelve.

4. Constant tendencies to enlarge the dia-
pason of the instruments resulted in the gener-
al increase in the number of keys within the
keyboard.

5. The instruments were build for scientif-
ic research, as well as for performing experi-
ments, with the keyboards that had more than
twelve keys within the octave (for example,
harmonium of Eitz with 52 keys and 104 sound
in one octave).

Here we see that application of organ-
piano keyboard to the accordion, with the dif-
ferent from piano sound producing method
was justified only with the reduction of its
main parameters, shortening the distance

between keys®.

In that way, musical, acoustic and artistic
capabilities of keyboard instruments were
directing the changes of keyboard mechanisms.

As we already stated (see pp. 3, 5), during
the formation of well-tempered system the
number of keys was within the octave was
increased to twelve. Attempts to bring the sound
of the keyboard instruments closer to the pure
system increased the number of keys within the
octave.
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HcTopns nokasuBaet, 110 06a MyTH yCOBEPIICH- History shows that both directions towards
CTBOBaHHMS MHCTPYMEHTOB HCIIOJIL3YIOTCH M IIO Ceit the improvements are used today as well.

IEHb.
N. Sherman states that «greatest theoretic of

H. lllepMaH yKa3hIBaeT, YTO «KpYIMHEHIIMii Te- t6ith cent .
ury Guoseffo Zarlino (1517- 1590) con-
operHk XVI sexa [ixoseddo Liapmumo (1517-1590) sidered that «refined pianos» are those that have

CYMTaJl «M3BICKAHHBIMH KJIaBMpaMHM» TakHe, KOTO- than twelve kevs h s
phle MMEIM B KaXIOH OKTaBe Gosiee ABEHaAUATH FRTRILE TSR ERI S B QRREes

KJIaBUII»’, And at present time there are known instru-

U B HacTOsILIEE BPEMsi H3BECTHH HHCTPYMEHTH, ments with a large number of keys, - harmoni-
OCHAILIEHHBIE KIABUATYPaMH C GOJIBIIAM KONMYECT- um’s by Bozanket, Helmholtz, Steiner, Eitz,
BOM KJIaBMII, — FapMOHMyMH Bosamkera, [eipM- enharmoniums by Tanaka. Some of those instru-
ronbua, IllteitHepa, Diftia, 3HrapmMoHuyM TaHaxa. ments, for example harmonium by Eitz, were
HexoTtopbie U3 3THX HHCTPYMEHTOB, KaK HalpuMMep, indented for purpose of «research and sience»,

rapMOHMYM DHTLIA, NMpeAHa3HAa4Ye€HHl ISl «OIBITOB the others were suitable for a practical use.
M Hay4yHBIX LieIei»®, Ipyrue oKa3aInuch MPUTOTHRIMHI A.G. Beliavsky, referring to scientific data, states
ans npakTHyeckoit urpel. A.I. BensBckui, ccbinasick  that pianist G. A. Papendrik performed Bach’s

Ha JIMTEpaTypHbIE NaHHbIE, COOOLIAET, YTO MHAHUCT fugues and organ sonatas by Mendelssohn on
I A. Tlanenapuk ucnonHsu1 pyru baxa u opraHHbie Tanaka’s enharmonium’.
coHaTel MeHaeIbcOHa Ha SHrapMoHuyMe TaHaka'.

W3 yka3aHHBIX CUCTEM MOXHO BHUICIMTb COXpa-
HSIOUIME KOHCTPYKTMBHYIO CBSI3b C OpraHHO-¢op-
TENMUaHHOM KJIaBUATYPOM, YTO CIIOCOOCTBOBAJIO OBICT-
POMY OCBOEHHIO MTphl Ha HMX. B yacTHOCTH, Kj1aBHa-
Typa TaHaka, umeloliass B okraBe 70 3ByKOB, OYEHb
MI0X0Xa Ha KJIaBHATypy GopTenuaHo (CM. puc. 1).

From shown systems we can distinguish pre-
served constructional links with organ-piano key-
board, which was of assistance in a quick master-
ing of playing on them. In particular, keyboard by
Tanaka, that had 70 sounds within an octave,
resembles the keyboard of the piano (see pic. 1).

d-1 eo

co do e-1 fo go a-1 h -1 co do e-1

Puc. 1. Knasuatypa snrapmonnyma Tanaka Pic. 1. The keyboard of Tanaka’s enharmonium

Hecmotps Ha To, uTo B XV BeKe ObUIH yXKe U3Be- Even though in 15th century there were known
CTHBI KJIaBMpBI C 12-10 KIABUIIAMHU B OHOM OKTaBE,  kevhoards with 12 keys within an octave, between
B XVI-XVII BB. mpofomxanoch HM3rOTOBIEHME |6k and |7th century’s the production of instru-
MHCTPYMEHTOB, KJIaBMATypbl KOTOPBIX BMEWAIH  ents whose keyboards were accommodating

MEHBbLIIEE YUCIIO KIaBHIL (cM. puc. 2-3)%. . .
(e, B ) smaller amount of keys continued (see pic. 2-3)®.
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Puc. 2-3. Knasmatypsi XVI-XVII Bs.

B CBA3M C TeM, YTO KIaBHATYpH Ha PUCYHKaX
H300paxeHH HE IOJHOCTBIO, MOXHO MNpEANoo-
XHTb, 970 062 MMOKA3KBAIOT YaCTh KJIABHATYPH HKDK-
HEIo JHana3’oHa MHCTPYMEHTa C HepaBHOMEDHO-
TEMIICPMPOBAaHHEIM CTPoeM. B MpOTHBHOM ciyyae
Ui paBHOMEPHOM TeMIlepalMH NnoTpeboBaiuch Onl
BCE IBEHAMATh KJIaBHII HHXKHEIO JMana3oHa.

Ocoboe MeCTO B pa3BUTHH KJIABHIIHBIX HHCTPY-
MEHTOB 3aHMMAIOT NMOMCKHM KOHCTPYKTOpPaMHM U My-
3HKAHTAMH HOBRIX XPOMAaTHYECKHMX KJIaBHATyp
12-CTyIIeHHOro paBHOMEPHO-TEMITIEPHPOBAHHOTO
cTposi. B OCHOBHOM TaKHe MOMBITKH KacauCh U3Me-
HEHHMs YCTPOMCTBA KJIaBHpOB WM ¢dopTrenuaHo,
a no3gHee, HauMHasa ¢ XIX Beka, — ¥ rapMOHHK.

CaMoe paHHee TMOCTPOCHHE «XpOMAaTHYECKOM»
KJIaBHaTyphl nmpuHamwiexuT Y. Xiobury 1 oTHoCUTCS
K 1784 ronmy. Ilo-BuauMoMy, 3TO HU300peTeHHE HE
HMMEJIO ycIiexa H BcKope ObuUI0 3a6biTo. XpoMaTuyec-
KHe KIaBHaTypHl, NpelIoXeHHbIe 1oKTopoM Kpay3e
(1810), B.A. JIynHoM (1843), He BCTPETWIH COYYB-
CTBHsA B Kpyrax nmuaHMctoB. OIHaKo, HECMOTps Ha
6€e3ycreIHOCTh MEPBBIX MOMBITOK, ¢abpuka IlIun-
Maiiepa 1 K. Tayspa B 1874 rony BHIYCTWIH IBE XpO-
MaTH4YecKHe KJIaBHaTyphl, a yepe3 aBa rojaa B [epMma-
HHHM OBUIO YYpeXIeHO oOLIecTBO NI IporaraHibl
H pacnpoCTpaHEHHUs] XpOMAaTUYECKMX KJIaBHaTyp
(Chroma — Verein). B ToM Xe roay KjlaBHaTypy Bbl-
myctiia ¢abpuka HMb6axa.

Oco60e MecTO B psily XpOMaTUYECKUX KJIaBHa-
Typ 3aHMMaeT KinaBuarypa Ilayssa SHko, yryylieHHas
®panke u bmornepom (1887)°. Knauarypa I1. Anko
HMeeT [Ba psla KJIaBHILI TOHOB U NMOJTYTOHOB. B kax-
IOM psLy KIaBUILM Pa3MELIEHbI B IMOCJIENO0BATENb-
HOCTH OJHOTO TOHa:

OIMH psad — A0, pe, MM, ¢a-aues, Colb-AHUES,
Nsi-IUe3; APYToi psa — No-1ue3, pe- Iues, da, coib,
Jisl, CH.

Ilar Bcex KJ1aBHLlI OAMHAKOBbLIA. PaIbl K1aBH1l
CMellleHbl OTHOCHTEJIbHO APYT JApyra Ha IOJIOBMHY
IIara KJIaBUIIH.

IMomyepKuBasi JOCTOMHCTBA KJIaBUATypbl I1. An-

In connection with a fact that keyboards in
the pictures are shown partially, that both are
showing part of the keyboard of the lower diapa-
son of the instrument with unevenly tempered
system. Otherwise, for well-tempered system all
twelve keys of lower diapason would be need.

Special place in development of keyboard
instruments belongs to constructor’s and musi-
cian’s search for the new chromatic keyboards
twelve stepped well tempered system. In general
those attempts were focused on changing the sys-
tem of clavichord’s and piano’s and later, starting
from 19th century — concertina’s.

The earliest development of «chromatic»
keyboard belongs to I. H bsch in 1784. By the
looks of it, this development was not successful
and was soon forgotten. Chromatic keyboards
suggested by Dr. Krause (1810), V. A. Lunn
(1843) were meet with no sympathy in pianistic
circles. However, despite the lack of success first
attempts had, the factor of Schidmeier and
K. Gauer in 1874 released two chromatic key-
board and two years later in Germany the society
was established to propagandise and spread the
chromatic keyboards (Chroma — Verein). In the
same year keyboard was released by the Ibach’s
factory.

Special place amongst the chromatic key-
boards has the keyboard by Paul Janko, improved
by Franke and Bl thner (1887)’. Paul Janko’s key-
board has two rows of tone and semitone keys. In
each row keys are placed in succession of one
tone:

one row — ¢, d, e, f-sharp, g-sharp, a-sharp;
second row — c-sharp, d-sharp, f, g, a, b.

The step of all keys is the same. Rows of keys
are placed half a step from each other.

Underlining the qualities of P. Janko’s key-
board researcher K. Eremenko says: «Peculiarities

" Pic. 2-3. Keyboards of 16th-17th centuries
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C# | D#

C|D

F# | G# | A#

Puc. 4. Cxema pa3MenieHHs KJIaBHII
no ITaymo Suko

Ko, ucciaenoBatenb K. Epemenko muuiet: «OcobeH-
HOCTH Y IPEeUMYILIECTBA XPOMATHYECKOM KJIaBHATYpPhI
(AAnko — H. K.) cocTosT B cienyionieM:

1. PacnipeneneHue pyku 11si B3ATUSL MHTEPBAJIa,
HE IMpeBbILIAIOLIETO TEPLMIO, OCTAETCH TaKUM Xe,
KaK U Ha COBpeMEHHOM Ki1aBuatype. PacTsikeHue Ha
UHTEpPBaIax, MPEBHILIAIOLINX TEPLUHIO, HO HE TTPEBbI-
LIAIOLIMX OKTaBY, yMEHbILIAETCS Ha pacCCTOSIHUE, PaB-
HOe ceKyHAe (Ha COBpeMeHHOI KiaBuartype). Pacrts-
XEeHHE PYKHM NMPU WHTEpBajaxX OKTaBbl, HOHBI, ELU-
Mbl U YHAELUUMBI YXe Ha OOJIbIIYIO CEKYHAY (Ha COB-
peMeHHO#M KiaBuatype). HakoHel, mMaHUCTBI, pyKa
KOTOPbIX MOXET OXBaTUTb YHACLIMMY Ha COBPEMEH-
HOW KJIaBUAType, BLIMTPBHIBAIOT MOJTOpPA TOHA B pac-
TSDKEHMU Ha XpOMaTUYECKOW KJ1aBUaTypeE.

2. U3noxeHHble BbilE OOCTOATENLCTBA O0YC-
JIOBJIMBAIOT 60J1bLIYI0 COOPAaHHOCTb PYKM, YTO B CO-
BOKYITHOCTH C yMeHbLUEHHEM 00l1Iero pasmepa Kia-
BUATypbl Ha 1/7 MMeeT Wi NUaHUCTa OOJIbLLOE TEeX-
HHUYeCcKoe (MCIMOJHUTENbCKOE) M MeAarormyeckoe
3HauYeHHMe.

3. TexHuka ucroHeHHUsi 06eMMHU PYKaMH OHOB-
pPEMEHHO MHOTO03BYYHbIX AaKKOpPAOB OPKECTPOBOIro
TUIA ¢ 60NBLINM OTAAIEHUEM OT KPaHHUX TOYEK 3HA-
YUTEJbHO 006/1eryaeTcs, YTO TaKXKe€ HECKOJbKO pac-
LUMPSET BbIpa3UTe/bHbIE PECYPChl KOMMO3UTOPOB.

4. PacluMpeHue oxBaTta pyKo# KjiaBuil obsieryaer
MCTMOJHEHHUE TMaccaxed OKTaBaMU, aKKopAaMHu
M OBOWHBIMM HOTaMHM B JIEraTo, YTO OCOOEHHO BAXHO
IUIS1 TeX KJIABULLUHBIX HHCTPYMEHTOB, KOTOpPbIE UMEIOT
NPOTAXEHHbIN 3BYK (OpraH, 3JI€KTPOUHCTPYMEHTDI)...

5. OnpeneneHHOM BeJIMYMMHE UHTEpPBala MOCTO-
SAHHO COOTBETCTBYET OIlpeaeJIEHHOE pacCTOAHUE
MeXy NajibLaMM MPU ABYX BO3MOXHbBIX BUAAX MOJO-
XEHUS pyK Ha KJlaBuatype (NpU «UCXOAHOMU» OeJioi
KJIaBULLE U 1PU «UCXOHOW» YepHO# Kuasuiie). Cne-
[0BaTEJbHO, ONHOTUITHBIM OyaET pACCTOSIHUE U IBYX-
TUIHBIMU — [TOJI0OXEHUE PYK U aNTUIMKATYpa ISl BCEX
OIMHAKOBO 3BYYalllMX AKKOPIOB WK UHBIX OHOBpE-
MEHHbIX KOHTPANYHKTUUECCKUX nocTpoeHUit. [lpu
00yueHuun urpe 3To 6yacT crnocodbCcTBOBATh ObICTPEH-
LeMy (C rnepBbiX XKe YPOKOB) YCBOCHHIO aNTJIMKATYPbI
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Pic.4. Diagram of key placements by Paul Janko

and advantages of chromatic keyboard (Janko —
N. K.) are:

1. Hand positioning for playing the intervals
not larger than a third stays the same as on mod-
ern keyboard. Stretch for intervals larger than a
third, but not above an octave is reduced for the
distance of a second (on a modern keyboard).
Stretch of hand for octave, ninth, tenth and
eleventh for a major second (on a modern key-
board). Finally, pianists with a hand capable of
taking twelfth on a modern keyboard are gaining
one and a half tones in stretch on chromatic key-
board.

2. Above mentioned circumstances are con-
ditioning a great compactness of hand, which
together with a reduction in size of a keyboard by
1/7 has for a pianist great technical (performance)
and pedagogical importance.

3. Technique of playing multi-sound chords
of orchestral character with both hands at the
same time with a large distance between the end
points is made considerably easier, that improves
expressional resources for composers as well.

4. Ability to take more keys with a hand
makes performance of passages in octaves, chords
and double stops in legato easier, which is impor-
tant for those keyboard instruments with a sus-
tained sound (organ, electronic instruments)...

5. Certain size intervals always have the
same distance between the fingers with two pos-
sible hand positions on the keyboard (with «ini-
tial» white key and with «initial» black key).
Subsequently, distance will be the same for both
types — hand position and fingerings of all equal-
ly sounding chords or other simultaneous con-
trapantal structures. During the studies it will
assist the fastest (from the first lessons) master-
ing of fingerings and theoretical realisation of all
kinds of chords.



H TEOPETHYECKOMY OCO3HAHHIO Pa3THYHRIX BMIOB
CO3BYYHH.

BmecTe ¢ TeM, paBHOMEPHOE YepeoBaHKE GeJThix
H YEPHBIX KJIaBH1I (Yepe3 OHY) NPHBENET K CMBICIIO-
PO PaBHO3HAYHOCTH BOOGILIE BCEX KJIABHIL» ',

B xomrexumn CaHkr-Ilerep6yprckoro myses
MY3LIK&JIbHBIX HHCTPYMEHTOB MMEETCH NUAHUHO
C IIECTHPANHOM KnaBHAaTypHO! cucreMoit I1. SHko,
B KOTOpOH IIBA OCHOBHBHIX M YEThIpe XYGIHPYIOLIUX
pANa MpeICTaB/IAIOT HCIIOJTHUTENIO AOMOTHUTEIbHbIE
BO3MOXHOCTH B amNIUIMKaTYpPHBIX pelmeHusx. Ha
STOH KJIaBHAaType NMUAHMCT MOXET NMPUMEHHUThL OIM-
HaKOBYIO allIUIMKATYPY BO BCEX TOHAJIbHOCTSIX.

BBUIH M3rOTOB/IEHHI M FADMOHHUKH C KJIaBHATY-
po#t I1. SIuxo. Tak, B Jlenunrpane B 1934 roxy 6bu1
CO3aH HM3BECTHHIH KBapTeT MOHOGOHOB, KOTOPHIH
BEJI aKTUBHYIO KOHLIEPTHYIO XM3Hb BIUIOTh 70 1960
roaa. «Y 3THX rapMOHHMK KJIaBHaTypa Ne/1aeTcs TOJb-
KO Ha npaBo# cropoHe. Knasuiu, umeroiue popmy
JIONATOYEK, pacnoJyiaraloTcsi B JBa psilda TaK, YTO
B KaXIOM psAly MOJIy4aeTcs LEJIOTOHHass ramMma
(o cucreMe SIHko)'".

3TH YHUKAIbHbIE HHCTPYMEHTBI ObLIN U3rOTOB-
JieHH B 1932 roxy Ha ¢abpuke «KpacHblit mapTu3aH»
no 3akasy . OpnaHckoro-TuTapeHKO My3bIKaJib-
HHM MactepoM B. CaMCcOHOBBIM.

H3BecTHBIH OTEYECTBEHHBIN TIegaror-6asiHUCT
A. 3. KynpsiBueB urpan B KBapTeTe MOHOGOHOB
¢ 1937 roga2. OH coo6wmI, YTO IJIsi BOCNPUATHS
H OCBOEHHMSA KJIaBHaTypa MOHO(OHOB ObLU1a YIOOHOM.
HaBbhik¥ Urpbl Ha Heil yYaCTHUKM KBapTeTa IpUob-
peTajii I0BOJILHO ObICTPO, UIPATM YETHIPbMS Najlb-
11aMH. bonbloi nanew B Urpe He y4yacTBOBaI.

3a pybexoMm otaenbHble (abpUKH TakxKe HU3ro-
TaBJIMBAJIM FAPMOHHUKH C Ki1aBuatypoil SlHko. B or-
JIM4YHE OT MOHO(POHOB OHU UMEJIU IOMOTHUTEIbHbIN

TpeTUii (QyONUpYIOLUUI) pAL.

OuenuBas peHoMeH kinaBuartypsl [1. AHko, cie-
IOyeT 3aMETHTh, YTO OHA BCE XK€ HE NMPHXWIACh B My-
3bIKATbHOM npakTHKe. [Ipy Bcex yKasaHHBIX M0JO-
XMTEJIBHBIX CBOMCTBAaX OHA UMeEJa, KaK BCSIKOE YCT-
POICTBO, M Pl HEIOCTaTKOB, KOTOpbIE IOKa OCTa-
jorcs pewawoiuuMu. [To MHenuo KyapsiBuesa, Tex-
HMKa UIpbl aKKOPIOB ¥ CKaYKOB Ha KJ1aBUaType MO-
HodoHa 6bLna 3aTpynHUTENbHON. Cpenn MMAHNUCTOB
oueHky ki1asuarype I1. Suko naBanmu mHorue. Hau-
6osiee ornpeaeeHHOE U METKOE 3aMeyaHue NpuHal-
nexuT C.U. CaBIIMHCKOMY, JIJAKOHUYHO OOBACHS-
jolIeMy Heyaayy BHEIpPEHUSI KIaBUATyphl AHko
JIMILIb TPAKTHYECKOM cTopoHoii"’. BmecTe ¢ TeM, BBe-
JIEHHE B IIPAKTUKY 3TOM KJIaBUATYpbl IBUWIOCH Obl pe-
¢$OpMOJi He TOJIBKO B UCTIOIHUTENIBCTBE, HO U B IpY-

As well as that, even alteration of white and
black keys (over one) will result in semantic
equality of all the keys»'°,

In the collection of St. Petersburg’s Museum
of Musical Instruments is an upright piano with
six-row system by PJanko, in which main two
rows and four doubled ones give performer addi-
tional possibilities of fingering solutions. On that
keyboard pianist could use the same fingering in
all tonalities.

P. Janko also made concertinas with a key-
board. In Leningrad in 1934 the famous quartet of
monophones was established which had an active
concert life until 1960. «Those concertinas had a
keyboard on one side only. Keys in a shape of blade
are placed in two rows in a way that each row has a
whole tone scale (system by P. Janko)"'.

The music master V. Samsonov manufac-
tured those unique instruments in the «Krasny
Partizan» factory on the order of Y. Orlansky-
Titarenko.

Famous teacher and performer A. Z. Kud-
riavcov played in the quartet of monophones from
1937'2. He stated that keyboard of monophone
was comfortable and susceptible to mastering.
Habits of playing on them members of quartet
were gaining fairly quickly and played with four
fingers. Thumb was not used to play.

Abroad, some factories were manufacturing
concertinas with a keyboard by Janko. Unlike
monophones they had additional third (dou-
bling) row.

Talking about the phenomenon of
P. Janko’s keyboard it is worth mentioning that
it never got established in musical practise.
With all the stated positive qualities it had,
as any other device, a number of deficiencies,
which prove crucial. In the view of Kudryavcov,
technique of playing chords and leaps on the
monophones was difficult. Amongst the
pianists, many gave judgment about P. Janko’s
keyboard. Most definite and accurate remark
belongs to S.I. Savshinsky, laconically explain-
ing the failure of keyboard by Janko from the
practical side only"”. As well as that, inclusion
in to the practise of the keyboard would of make
a reform not only in performing practise,
but also in the other areas of musical culture.
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rux obaacTsix My3bIKaIbHOM KyJIBTYpH. B pakypce ee
KOHCTPYKTUBHBIX OCOOEHHOCTEM NMPHUILIOCH OBl Ha-
4aTb NMEPECMOTP BCEro MY3bIKAJIbHOTO HaCEous.
A 31ech notepu ObUTM Obl HEM306eXHBI, H60 KOMITO-
3UTOPBbl U UCMOJIHUTEU MPOLUIOr0 CO3IaBajldi CBOH
TBOPEHHMSI B paMKax TpPaAWLIMOHHOM KOHCTPYKLUHU
opraHHo-¢opTenuaHHON KJIaBHaTypHI.

He HaxoauT BbIXO#a B MPAaKTUKYy U OPUTMHAIb-
Has kaaBuarypa C. KHCWIEHKO, OT/IMYaoILasCs TEM,
YTO BCE KJIaBULIM B CEYEHUM MMEIOT TpamneLMeBUI-
Hy10 GOpMY M pacrojioXeHbl B OOUH psil, NMPHYEM
Kaxnasi KJjaBMIla MMEET BBICTYM, BBINMOJHEHHBbIA
B G OpMe NOTYTOHOBO# KJ1aBUILIM OPraHHO-(OpTENU-
aHHOM Ki1aBuaTypbl. OIHaAKO, NpeIIOXEHHAs KJIaBU-
aTypa Nno3BoJisieT (TaK Xe Kak U cucteMa SIHKO) yHU-
¢puuMpoBaTh anIUIMKATypy BO BCEX TOHAJIbHOCTSIX.
PacnosioxeHHbie B OIMH psia 12 KiaBuill yBeTUYMBaA-
IOT CYLUECTBYIOLLIME pa3Mepbl OKTaBbl, [IO3TOMY MC-
MOJIb30BAHME CO3JAaHHbIX paHee NMPOM3BEACHHUI CTa-
HOBMTCS CJIOXHBIM, a OPOH U BOBCE HEBO3MOXHBIM.

IMocne co3naHus opraHHO-QOPTENUHAHHON HHU
OllHA M3 TNPEIOXEHHBIX IS KJIaBUPOB XpOMaTH-
YeCKMX KJaBHATyp HE MNOJy4YuJia TNpaKTHYECKOro
NpUMEHEHHUS.

B To Xe BpeMsl ycoBeplleHCTBOBaHMS, HAlpaB-
JIeHHbIE HE HAa U3MEHEHMUS 001LEro KOHCTPYKTUBHOTO
NPpUHLMNA KJIaBUATYpbl, a UMEIOLLIME CBOEH LEJbIO
yJyullleHHe €€ 3PrOHOMHYECKMX CBOMCTB, BCE yallie
HaxoOsIT MOAAEPXKY y My3biKaHTOB. EciM cpaBHM-
BaTb KJ1aBUaTypbl COBPEMEHHBIX POPTENBAHO C U3rO-
TOBJIEHHbIMH B Hauasie XX BeKa, TO OOHapyXHBaeTCs
painuve B GopMax BbIMOJHEHUS KJIABHUILU. DTU U3-
MEHEHUS] MAJO3aMETHbI [UIS r1a3a, CO3AaroT yao6-
CTBa B UTPe Ha Y3KMUX 4aCTAX OenbiX KIaBUlll, 3aKI0-
YEHHbIX MEXAY BEPTUKAIbHBIMU TUIOCKOCTAMH CO-
CEAHMX YepHbIX KJ1aBuil. Ta xe kapTUHa HaboaaeT-
Csl MpHU YCOBEPLUEHCTBOBAHUM KJ1ABUATYpPbl aKKOPJE-
oHa. «Cxarasi» rabapuTaMy NMOPTAaTUBHOTO UHCTPY-
MEHTa, OHAa TpebOoBaA JOMOJHUTEbHbIX PELLIEHUH,
HanpuMmep, KJIaBUaTypbl AKKOPAEOHOB (PUPMBI
«Benwvrmeitctep» (I'AP) anst yayuileHUst yCJIOBUMA UT-
pbl HA Y3KHUX YACTSAX KJIaBULI CHAOXaTUCh cCneumnab-
HOM (HaCcKOit, KOTOpast BLINMUJIMBAIACH HA COMPUKaca-
oumMxes pedpax obeux nap Oesnbix KiaBuil (CU-10
M MU-(a). YMEHbILECH LIar KJIAaBUILIK aKKOPAEOHA A0
20 + 0.3 MM (cp. y hopTenbsitio 22 + 0,3 mMm).

B nouckax HOBBIX XPOMATHUCCKHX KJIABUATYP
FapMOHMK B Havwie X1X BCKa CTOXHUIACH MHAS CUTY-
alnst. YKe Juist IepBoi XpoMaTHUECKOH FTAPMOHUKH —
KoHuepruuo — Yapubsom Yurcronom B 1827 rony
ObLIA CKOHCTPYHPOBAHA OPHIHHUILHAS KJIABHATYPAL.
Jlmis Kk navany XX BCKa  pacipocTpaHmIuch
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In foreshortening of constructional features it
would have been necessary to make a revision of
the entire musical heritage. And the losses would
be inevitable as the composers of the past made
their creations within the frames of the tradition-
al construction of organ and piano keyboard.

The way in to the practise was not found
for the original keyboard by S. Kisilenko, with
a difference that the keys in the section were
trapezoidal in shape and were positioned in
one row, while each key had a ledge, made in
shape of semi tonal key of organ and piano
keyboard. However, suggested keyboard allows
(as well as the system by Janko) unified finger-
ings to be used in all tonalities. The placement
of twelve keys in to one row expanded the exist-
ing size of an octave, making the performance
of earlier made pieces difficult and in some
cases impossible.

After the development of organ and piano
keyboard none of suggested for the piano chro-
matic keyboards did not find a practical use.

At the same time improvements that are not
focused on changing the constructional principle
of the keyboard, but aimed on the improvement
of ergonomical qualities, is finding support
amongst the musicians more often. If we com-
pare keyboards of modern pianos with ones made
in the beginning of 20th century, we see the dif-
ference in the way the keys were shaped. Those
differences are hardly noticeable by the naked
eye, make the playing on the narrow parts of
white keys and locked between vertical surfaces
of black keys more comfortable. The same pic-
ture we see in the improvements made to the key-
board of accordion. «Squeezed» within the size
of portable instrument it needed additional solu-
tions. For example, accordions by German man-
ufacturer «Weltmeister», in order to improve the
conditions of playing on the narrow parts of keys
had a specially flattened areas, sowed out on con-
tacting edges of both pairs of white keys (c-d and
e-f). The distance between accordion keys was
reduced to 20 £ 0.3 mm (on piano 22 £ 0.3 mm).

In the search for the new chromatic key-
boards for concertinas in the beginning of 19th
century the situation was different. Already for
the first concertina by Charles Witston in 1827



HHCTPYMCHTRI, MMCIOIIHC NPHHUHUIIHAIIBHO MHOE
PacIiOJIOXXCHHC KIaBHIII.

OTIMIMTENLHO! YepTOit 3THX YCTPORCTB Ghina
¢opma xnaBHIl (B BHIE JIONATOK WIH MYTOBHII-KHO-
nok). IlosroMy Taxme KnaBHaTypH (B TOM 4MCle
H GasHHas) MOJYIWIH Ha3BaHHE «KHOMOYHHKE XPO-
MAaTHYECKME KJIaBHaTyphi»'*.

CoanaHHe M BHEIPEHHE B HCIOJIHMTEBLCKYIO
NMPAaKTHKY KHOIMOYHBIX KJIaBHATYp SIBWIOCH COOLITH-
€M B HCTOPHHM Pa3BHTHA NapMOHHK, M IIOCJIE HaMe-
THBIIErocsi 3acTos B O0GJaCTH KOHCTPYMPOBaHUS
TPYIHO GBUIO NMPEANONIOXHUTD, YTO B 6iivDkaitiee Bpe-
Ms Gyner co3maHa He OIHA, a JaXe HECKOJIBKO XHU3-
HECIOCOOHBIX CHCTEM.

Ilon Bo3ne#crBueM psana ¢akropoB B XIX Beke
CJIOXHJIMCH CBOEOOpa3HbIe YCIOBMS CO3[JaHUSI KHO-
MOYHBIX XPOMAaTHYECKHX KJIaBHATYP.

Co3naHue HOBBIX KJIABHIIHBIX YCTPOKCTB IpH-
XOIMTCS Ha MEPHO, KOT1a pABHOMEPHO-TEMITIEPHPO-
BaHHBIA CTPOH yXe NpakTH4YecKM chopMHpoBaiICs
M JaJbHeIee X YCOBEPLLIEHCTBOBAHHE MPOUCXOIH -
JIO B paMKax 3toro ctpos. IlostoMy, B oTiMumMe oT
PaHHMX JMATOHMYECKUX KIaBUPOB, FApMOHHKA HHU-
KOraa He MMeJia yucroro (nudaropeickoro) cTpos,
a ee QHAaTOHHMKA ObUIa pe3y/JbTaTOM PaBHOMEPHO-
TEMIIEpHPOBAHHOrO cTposi. BmosHe 3akoHOMEpHO,
9TO Mepexol HHCTPYMEHTA OT JUaTOHUYECKOI'O CTPOsi
K XpOMaTH4YECKOMY ITPOM30LIEN JOBOJBHO OBICTPO.
Yxe B 1827 rony B AHIJIMM U3BECTHLIM y4yeHbIM-(PH-
3uKoM Yapib3oM YHTCTOHOM CO3[aeTcsl XpOMaTH-
yeckasd rapMOHHMKAa — KOHUEPTHUHO, IMOJy4YHMBLIAs
Ha3BaHHE «aHITIHACKas»".

I[OCTYIIHOCTB H3roTOBJICHUA THAaTOHUYECKMX rap-
MOHMK CITOCOOCTBOBaJIa BLICOKUM TE€MIIAM KYCTapHOIO
H MEJIKOIo MpOM3BOACTBA.

BMmecTe ¢ TeM, 1Sl TPYAOBOIO Y€JI0BEKA FTADMOHU -
Ka SBWIACH TOH JOJTOXIaHHOM (10 BeIpaxeHuMIo Jly-
HAYapCKOr0) «CHHHMIIEH B pyKax»'®, 0 KOTOpOit OH MeY-
T, ¥ KOTOpas MOIJIa YAOBJIETBOPUTB €ro HacylIHbIE
MY3bIKaIbHBIE MOTPE6HOCTH. [apMOHHUCT MOT CBITpaTh
BeCeJIbIii HAUTPBILI WIM TaHELl, MPOBECTH HECIIOXHbIN
aKKOMITAHEMEHT TIECHH, YacTyLIKH. [oBops 0 mpoLec-
Ce BHEAPEHMs B HAPOIHBII My3bIKAIbHBIA ObIT rapMo-
HukH, K. BepTKOB NOMYEPKUBAET: «... TADMOHMKA 10
XYHOXECTBEHHO-UCTIOTHUTENBCKUM M MY3bIKaIbHO-
KOHCTPYKTHBHBIM IaHHBIM OTBeYasia TPEOOBaHUAM
GBICTPO Pa3BMBAIOLIETOCs XaHpa yacTymku»'’. OqHa-
KO, pelaioumM ¢GakropoM B MOCTENEHHOM OTXOAE OT
MHATOHMYECKUX KIaBHATyp M CO3JaHMH XpOMaTH4eC-
KMX SBWIACH HEyIepXuMas IyXOBHas MOTPEOHOCTH
rapMOHHCTOB-JIIOOHTEE B NpHOOILIEHMH K LLIefeBpaM
KJIaCCHYECKOM MY3bIKH.

original keyboard was constructed. Only
?owards the beginning of 20th century the
instruments with principally different place-
ment of keys have found use.

Distinctive characteristics of those instru-
ments were shape of their keys (as blades or
buttons). That is why such a keyboards

(including bayan) were called «chromatic but-
ton keyboards»'*.

Development and implementation in to
the performing practise of button keyboards
was a major event in history of accordions, and
after stagnation in the area of construction it
was hard to assume that not only one, but a
number of systems will be developed.

Under the influence of many factors, in
19th century, conditions were right for devel-
opment of chromatic button keyboards.

Formations of new keyboard mechanisms
came at the period when well-tempered system
was practically developed, and further
improvement were made within those systems.
That is why, contrary to early diatonic pianos,
accordion never had a pure (Pythagorean) sys-
tem, and its diatonic system was the result of
well-tempered system. The transition of the
instrument from diatonic to chromatic systems
happened fairly quickly. Already in 1827 in
England, famous scientist Charles Winston
developed a chromatic accordion — concerti-
na, so called «English»"’.

Accessibility of production of diatonic
accordions favoured the increase in handicraft
and small manufacturing.

Together with that, for the workingman
accordion was (in the words of Lunacharsky)
«tomtit in the hand»'®, the one he dreamed
about, and the one that could fulfil his musi-
cal needs. Accordionist could play a happy
song or a dance, and make a simple accompa-
niment for them. Talking about the processes
of incorporation of accordion in to the tradi-
tional folk music, K. Vertkov says: «...accor-
dion with its artistic, musical and construc-
tional parameters related to the needs of a
growing genre of chastuska»'’. However, a
decisive factor in gradual departure from dia-
tonic keyboards, and development of chro-
matic ones was unstoppable spiritual need
amateur - accordionists to get closer to the gems
of classical music.
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B 10 Xe BpeMsi B pa3BUTHM KJ1aBHaTyp FapMOHHMK
0OHapyXHMBAIOTCs T€ XK€ TEHACHLIMM, XapaKTepHBIC IS
¢opmupoBaHMsi OpraHHO-(OPTENBAHHON KIaBHATy-
pbl. JTO CBA3aHO C MPOLIECCOM YCOBEPILLICHCTBOBAHMS
MY3bIKaJIbHO-aKyCTHYECKMX CBOMCTB CaMMX HHCTpY-
MEHTOB.

1. Tak, cTpemieHHe K XpOMaTH3alMd CKa3biBa-
JIOCh Ha YBEJIMYEHUH KOJIMYECTBA KJIaBHIII B OHOM OK-
TaBe (oT 5-T 10 12-TH).

2. PacumpeHue 1uana3oHa MHCTPYMEHTOB YBEJIH -
YUBAIO OOLLMIT 00bEM KJIABUILI.

3. PacumpeHMe HCIIOTHMUTEIBCKHMX BO3MOXHOCTEM
CBSI3aHO C BBEACHUEM KJIaBMIlI, UMEIOLLMX OOLLMIA 3BYK
Ha pa3XuM M CXHUM Mexa, TyOIMpOBaHMEM OCHOBHBIX
PSLIOB KJIaBM1L B JOTIOJTHUTE/IbHBIX PsiIaX.

4. Ilpeo6pa3zoBaHMe KOHCTPYKLUMHA TapMOHMK
MORBJIEKJIO 32 COO0¥ BOSHUKHOBEHHUE AOMOJHUTEIbHBIX
psiIoOB, U3MeHeHHE HOopMbl KiaBUIl (OT YAJIMHEHHbIX
JIO KBAJIPaTHBIX U KPYTJIbIX KHOIOK).

5. KoMdopTHOCTb YCIOBUIA UIpbl — U3MEHWIU
CXEMbI pa3MELLICHHUS TOHOB U MOJIYTOHOB.

B 3BoIOLIMM pYCCKMX FADMOHUK OCOOEHHO SIPKO
MPOCEXUBAETCS pa3BUTHE UHCTPYMEHTOB, CBA3aHHOE
¢ UBMEHEeHHEM Ki1aBuaTyp. [Ipou3BoACTBO rapMOHUK B
Poccuu Hayanocs B 1830-x rogax. Peumaronmm dakro-
poM B npouecce GOpPMUPOBAHUS KOHCTPYKLIMMA
MHCTPYMEHTOB U MX KJIaBUATyp BBICTYNAIOT pa3inyMs
B CUCTEME 3BYKOM3BJIEYEHUS, MPEAOIPEAETUBLINE OC-
HOBHbIE TMHUHM pa3BUTHsL. [lepBast BOCXOOUT K paHHUM
TYJ1bCKMM FapMOHMKAM, B KOTOPBIX OHA U Ta X€ KJIa-
BMILA TMPU BO3BPATHO-IOCTYNATEJbHOM IBUXEHUM
Mexa («Ha pa3XMM») AaeT pasHbie TOHa. [Ipyras BO3-
HUKJIa HECKOJIbKO MO3/Hee, CBsI3aHa C MOSBICHUEM
MHCTPYMEHTOB, UMEBILIMX OAUHAKOBOE 3BYYaHUE MpPU
CMEHe ABWXEHMUs1 Mexa. TyabCKue MsITU-, CEMU-, WIU
BOCbMMKJIABULLIHbIE TADMOHUKH ObUTM AMATOHUYECKO-
ro CTposi C KJIaBULLIAMU Pa3IMuyHON (HOPMBbI, pacnono-
XEHHbIMU B OAMH psia. OHU OBICTPO PacMpOCTPaHU-
JIUCh Y TTOCTYXXWJIY MPOTOTUIIOM B PYCCKOM KYCTapHOM
Nnpou3BoACTBE. BMecTe ¢ TeM B 3aMKHYTBIX reorpagu-
YECKMX 30HaX KyCTapH-yMeJibLibl MPUCTOCabIMBAIN UX
K OCOOEHHOCTSIM MECTHOro My3uMUMpoBaHUs. B Hux
U3MeHsacb TeMOpPOBO-3BYKOBasi XapaKTEPUCTHUKA,
OuYepTaHUs MPUMUTUBHBIX KJIaBULL U HEKOTOPbIE AeTa-
JIM KJIaBMaTypHOTO ycTpoiicTsa '™,

[apMOHUKM (C pa3TUUHBIMU 3ByKAMHU NPHU CMEHE
IIBUXEHUSI Me€Xa) B MEPUO/1 CBOErO CTAHOBJIEHUS 00pe-
TaU XHU3HECMOCOOHOCTD 61aroaaps UX YCTPOMCTBY M
BbITEKAIOLLIMM M3 HEro My3blKaJbHO-UCMOJIHUTEbC-
KMM BO3MOXHOCTSIM. OHM oTBeyan TpeOOBaAHUAM
NPOCTEHUILICTO HAPOAHOINO MY3ULIMPOBAHUS, ObICTPO
Pa3BUBAIOLIMXCS YACTYLICUHbIX U TAHLIEBAIbHbBIX XaH-
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At the same time, in development of accor-
dion keyboards, the same tendencies are revealed,
characteristic in forming of organ and piano key-
board. It is linked with a process of development
of acoustical qualities if the instruments.

1. Aspirations towards chromatics reflected
in increased number of keys within one octave
(from 5 to 12).

2. Widening the diapason of the instruments
increased a general volume of keys.

3. Widening of performing capabilities is
linked to the introduction of the keys with a com-
mon sound when opening and closing the bel-
lows, doubling of main rows of keys and addition-
al rows.

4. Changes in construction of accordions
broth the rise of additional rows, change in shape of
keys (from lengthy to square and round buttons).

5. Comfort in playing — changed diagram of
placement of tones and semitones.

In evolution of Russian accordions there is a
very clear track of development of instruments
linked to keyboard changes. Manufacturing of
instruments in Russia started in 1830. Decisive
factor in the formation of construction of instru-
ments and their keyboards were different systems
of sound production, giving the direction for the
development. First one goes beck to early accor-
dions from Tula, in which one same key during
the reoccurring and progressive movement of the
bellows (opening) is playing different notes.
Second one arises later and is linked to the
appearance of the instruments that had the same
sound on both directions of bellows. Five, seven
and eight key accordions from Tula had a diaton-
ical system and the keys were different in shape.
It quickly gained popularity and was used as a
prototype in Russian handicraft manufacture. As
well as that in closed geographical zones skilled
craftsmen were adjusting them to the needs spe-
cific for the local music making. The changes
were in sounding characteristics, outlining of
primitive keys and some details of the keyboard
arrangement'®.

Accordions (with a different sounds when
changing the directions of the bellows) were
during the period of their establishment gain-
ing viability thanks to their mechanisms and
coming from it musical and performing capa-
bilities. They responded to the needs of simplest



poB. Bo BpeMs BHEIPEHMSA 3THX FAPMOHHK B cepy Ha-
POIHOIO MCKYCCTBA OOGHAPYXWIMCh H CYIUIECTBEHHBIE
KOHCTPYKTHBHBIC HEJOCTAaTKH, B YaCTHOCTH — HEBO3-
MOXHOCTb OCYLIECTBHTb INMOJIHBIA aKKOMIIAHEMEHT
ME/UVIEHHBIX PacleBHLIX NMeceH. XapaKTepHhle I HUX
NMPOTSDKHBIE 3BYYaHHWS HE 00ECNEYMBAIUCH CpaBHU-
TEJIBHO MAICHBKMM 10 00beMy Boamyxa MexoM. [lisi-
LIMICS 3BYK NMPEPHIBATICA H HE MOT GLITL BO30GHORBIEH
BO3BpaTHBIM IBHXKEHHEM Mexa. B cBsisu ¢ atum, pyc-
CKME MacTepa, Hapsiay C OOLLMMM YCOBEPILIEHCTBOBAHH -
SIMH (PE30OHAaTOPHBIX YIIOB, MEXAHWKH, pa3MELLEHUs
H H3IOTOR/ICHHS A3BIYKOB, IUIAHOK X MHOTOIO APYTOro),
HAIpaBHIM CBOH YCHIH B NIEPBYIO OYEPEb Ha ITPEOIO-
JiecHHe 31oro Hemocratka. B cepemmne XIX cronerus
B BaATCKO# ryGepHMH, a HECKOIBKO MO3IHEE B ropoze
JluBH OpnoBckoit 067acTH, CTaIH HM3rOTaBIMBAThb
HHCTPYMEHTBI, MMEBIIME YXE OOMH TOH Ha paikuM
H CXMM Mexa®,

beccriopHoe KOHCTPYKTMBHOE TPEMMYILECTBO
3TUX FAPMOHMK BO3HMKAJIO Ha OCHOBE TPAaIWLIMH Ha-
POIHOIO MY3MLIMPOBaHMS M CTAJIO PE3yJILTaTOM €ro Xy-
JIOXECTBEHHOM NEATEIBHOCTH. DTOT BaXHBIH 3Tan
B CTAHOBJICHHMHM COBPEMEHHOIO HHCTPYMEHTA CTaJl IepC-
MEKTUBHBIM HANPAaRICHUEM B ITPOLIECCE YCOBEPILEH-
CTBOBaHMS rapMOHHK. /1B OCHOBHBIC IMHMM CTAHOB-
JIEHUS] KOHCTPYKLIMH rapMOHUK ObLTH OnpeaesieHbl yc-
JIOBUSIMM OBITOBaHUSA. B OCHOBY nepBO# JIMHUMHU Jeria
TYJILCKAsi TapMOHMKA C pa3HbIMM 3BYKaMHM Ha CXHUM U
Pa3XuM Mexa, BTOPOi — BAITCKasl, JaBaBlliasi [P aHa-
JIOTMYHBIX JBVDKEHMSIX OOWHAKOBbIE 3BYKU. B nmanb-
HeMIleH 3BOIIOLMUA B KOHCTPYKLIMAX PYCCKMX QUATO-
HUYECKHMX TFapMOHHUK YBEIWYWICS OOBEM 3BYKOBOIO
JMara3oHa, ObUIM BBeIEHbI AILTEPUPOBAHHBIE 3BYKH,
Jo6aBiIeHbl TMaTOHUYECKUE KIaBUILHbIE PAIbI, a 3HA-
YUTEJIBHO MO3AHee ObL1 3aKpeIUleH IBEHAIUATHUCTY-
MEHHbIA XpOMAaTUYECKUI 3BYKOPSI, OINpPEAEIMBIINNA
K Hayary XX BeKa BaXHEHILMI 3Tal UX CTAHOBJICHMSI.

B nipoliecce ycnoxHeHUs penepryapa HECOCTOsI-
TEJIBHOCTh TADMOHHUK C Pa3IMYHBIMM 3ByKaMH Ha pas3-
XHMM U CXMM Mexa Bce 6oJiee BbIsIBISUIAaCh, OCOOEHHO
SABHO 3TO Ha0OII00a10Ch MPU BOCIPOU3BENEHUH MHO-
roroJiocHoit noaudoHudeckoit ¢aktypbl. BHMMaHue
MacTepoB M MCIIOJIHUTENeH ObLIO 0OpalleHO Ha
MHCTPYMEHT, UMEBLUIMI OJMHAKOBbIE 3BYKH I1PH CMCHE
JIBDKEHUs Mexa. BMecTe ¢ TeM B rapMOHMKAX C pa3HbI-
MU 3BYKAMHM Ha Pa3XuM U CXUM NpH GOpMHPOBAHNH
MX KJIaBMATyp, NMOJTyYWIH pa3BUTHE MOMEHTBI, CBSI3aH-
HBIE C TPOLIECCOM XPOMATH3alMM rapMOHMK. B 3TOM
HarnpapIeHMM HauOosiee TMOJHO IMPOsBISETCS obLuas
TE€HIEHLIMs IBOTIOLIMM HHCTPYMEHTA.

B ycTpoiicTBax paHHMX TapMOHMK, HUMEIOLIMX
pa3IM4HbIe 3ByKH Ha Pa3XHUM M CXHUM, 3aMETHBI 1O~
TIBITKHM YCOBEPILEHCTBOBAaTbh HHCTPYMEHT, €ro KjlaBha-

folk music making, fast growing singing and danc-
ing genres. During inculcation of those accordions
in to the sphere of folk art, major constructional
deficiencies were discovered, in particular —
inability to accomplish full accompaniment in
slow songs. Typical for them drowling sounds were
not provided by the relatively small air capacity of
the bellows. Long sounds were broken without the
possibility to be restored by the returned move-
ment of the bellows. In connection with that,
Russian masters along side with a general develop-
ment (reed blocks, mechanics, positioning and
production of tangs and reeds and many others),
focused their efforts, in the first instance, on over-
coming of that deficiency. During the middle of
19th century in the county of Viatska, and later in
the city of Livni, Orlovsky region, stared produc-
ing instruments that had a same sound on both,
opening and closing of bellows".

Undoubted constructional advantage of those
accordions was based up on the traditions of folk
music, and was the result of the artistic activity.
That important stage in establishment of the mod-
ern instrument gave a prospective direction to the
process of accordion development. Two main
streams in formation of accordion construction
were conditioned by conditions of life. In the base
of the first one was the accordion from Tula, with
the different sounds on opening and closing the
bellows, second one — accordions from Vyatka,
producing the same sound in an analogical move-
ment. In further evolution of Russian diatonic
accordions the volume of sounding diapason was
enlarged, alternate sounds were introduced, added
diatonic rows of keys, and considerably later,
twelve note chromatic system, making it in the
beginning of the 20th century the most important
stage in their formation.

As the repertoire become more complicated,
inconsistencies of accordions with different
sounds on opening and closing the bellows were
becoming more apparent, most noticeably in per-
formance of multi voice polyphonic structures.
Attention of masters and performers was focused
on the instrument that had the same sound on
both directions of the bellows. As well as that, in
accordions with different sounds on opening and
closing the bellows developments was focused on
the processes involving chromatisation of accor-
dions. That direction shows most of all general
tendencies in instruments evolution.

In mechanisms of early accordions that had
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Typy. B AByXpsinHOM KinaBHaType KaCHMOBCKOM rap-
MOHMKH JOMOJHHUTEIbHNMN AIUATOHUYECKHUH psal Ki1a-
BHUIII HMMEJ «3€PKAIbHOE» K IIEPBOMY psify BOCIIPO-
M3BEICHUE 3BYKOB Ha pa3XuM M CXHUM. Ir1a
KOHCTPYK1LIMS O0Jierywia TeXHUKY UIrphl, oboraTwia
rapMOHUYECKHNE BO3MOXHOCTH, HO, XOTSI YHCJIO KJIa-
BMIU YBEJIMYWIOCH, BCE X€ ATUATOHUYECKHUI 3BYKOPS
UHCTPYMEHTA OCTABAICS MPEXHUM.

HUnes oboramieHuss MCIIOJIHUTEIBCKHX BO3MOX-
HOCTEH B MPOCTEHIIMX rapMOHUYECKHMX TOCJIeIOBa-
TEJBHOCTSX, HAllUIa MPONO/DKEHUE B KOHCTPYKLIMAX
rapMOHMK — TpEX- U YETBIPEXPAOHBIX (CM. cxeMy 1)
60JI0roeBCKMX (a Mo3aHee B YEThIPEX- M MATUPSATHBIX
HOBOPXEBCKUX TaJIbIHKAX), T€ KaXIbIA U3 psIOB,
COXpaHsisi OMMHAKOBYIO TMAaTOHHYECKYIO MOC/IEA0Ba-
TeJIbHOCTb, CTPOMJICS B COCEOHEN TOHAJIBHOCTH (I10
KBapTO-KBUHTOBOMY KpyTy). Takoe pa3melleHune ps-
OB 0o0oraumano JUAaTOHUYECKUH 3BYKOPSA OTHAEJIb-
HBIMHM JIBTEPUPOBAHHBIMM CTYTIEHSIMU. XapaKTepH-
3ysi ¢opMUpoBaHUE OOJIOTOEBCKUX TapMOHHK,
A. Mupek NomyepKMBAeT: «I0Ka3aTeJIbCTBOM TOTO,
4YTO MMEHHO BOCIIOJJHEHME HENOCTAIOIIUX 3BYKOB,
a He CTPEMJIEHUE UTPaTh B pa3HBIX TOHAIBHOCTSX PY-
KOBOJIWIO UCTIOJHUTEISIMU U MacTepaMH B yYCOBEp-
LLIEHCTBOBAHMM MecTHOM (6osoroeBckoit — H. K.)
rapMOHUKM, SIBJISIETCS OCTAaBILIMICA OrpaHUYEHHBIM
(T-S-D-T oCHOBHOH TOHQJIbHOCTH, BIOCJIEACTBUU
¢ nobaBieHHEM OOHOrO—IBYX IMapasuleJbHbIX MH-
HOPHBIX aKKOPIOB) aKKOMITaHEMEHT >,

a different sound on opening and closing the bel-
lows, there are noticeable attempts to develop the
instrument, its keyboard. In two row keyboard of
accordion from Kasymovsk, additional diatonic
row of keys had reproduction of sounds on open-
ing and closing as a «mirror reflection» of the first
row. That construction made playing technique
easier, enriched harmonic capabilities and even
though the number of keys increased, diatonic
scale of the instrument stayed unchanged.

Idea of enriching performing capabilities in
simplest harmonic sequences was continued in
construction of accordions with three and four
rows (see scheme 1) in Bologoevo (and later with
four and five rows in Novorzhevska Talyanka),
where each row, while maintaining the same dia-
tonic succession, was tuned in neighbouring
tonality (4th and 5th degrees). That placement of
rows enriched diatonic scale with separate alter-
nated degrees. Characterising the formation of
accordions from Bologoevo A.Mirek states:
«proof that filling the missing sounds and not the
aspiration to play in different tonalities was guid-
ing performers and masters to improve the local
(Bologoevo, N.K.) accordion is unchanged limit-
ing (T-S-D-T of main tonality, afterwards with
addition of one — two related minor chords)
accompaniment®».

CXEMAI

o s o 23
3Bykopsa 60710roeBCckoN TpEXPAIHON FapMOHHKH
Scheme 1. Scale of «Bologoevsky» three row accordjon
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U3sHoe pelneHue oOHApyXWBAeT KOHCTPYK-
LMs kiaBuatypbl rapmoHuku H.U. Benoboponosa?'.
[TyreM TOHaNbHOrO CMeILIEHUS ABYX AMATOHUYECKUX
pPALOB €My yaaJloCh MOJIYYUTb BEChb XpPOMaTHYECKHM
ABEHAALATUCTYNEHHBIA 3BYKOPSiI, MPHU 3TOM psn Oe-
JNbIX KJ1aBul npuobpen cryneHu o Maxopa, a psa
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Refined solution discovers the construction
of accordion keyboard by N.I. Beloborodov?'. By
using tonal displacement of two diatonic rows he
managed to achieve entire chromatic twelve note
scale, while the row of white keys acquired
degrees of C major, and row black keys — degrees



9CPHBIX KJIaBHII — CTymeHH CuM Maxopa, ¢ mpory-
IICHHOR 4YeTBEPTOH CTYMEHBIO, HAIMYECTBOBABILEH
B pany Gesbix K1aBHill (CM. cxeMy 2).

Scheme 2.

Scale of accordion by Beloborodov**

of .B {najor with a missing fourth degree, which
exists in the row of white keys (See scheme 2).
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beno6oponoB MOCTaBWI COBEPLLIEHHO KOHKPET-
HYIO LIeJIb — BBIBECTH MHCTPYMEHT M3 JHATOHMKH
H 00€CIEeYUTh €ro BCEMH XpPOMaTHYECKMMH BO3MOX-
HOCTAMH. B TO Xe Bpemsi OH He U3MEHWI JBOMHOIO
3BYYaHMsl KJIaBUILIM IIPU CMEHeE IBMKeHHs Mexa. Ec-
TECTBEHHO, B €10 rapMOHMKY TepEMECTIWIMCh XapaK-
TEPHBHIE HEIOCTAaTKM MPOTOTHUIIA: KpaifHe OrpaHHYEH -
HBI€ CPEACTBa BOCIPOM3BENCHUS TapMOHUYECKOM
daxTypu”’. [IpuMeyaTenbHO, YTO co3naHue Bbeno6o-
POIOBBLIM XPOMAaTHYECKOM KJIaBHATYPHI C Pa3IM4YHBbI-
MM 3BYKaMHM Ha CMEHY IBMXEHMSI MeXa SIBWIOCh
€AUHCTBEHHBIM M OoJbllle yXe HEe NOBTOPSJIOCH
B OTE€YECTBEHHBIX KOHCTpYKUMAX. OnHaKo, caMa 3Ta
rapMOHMKA TaK M He TMOJIy4YWIa paclpoCTpaHEeHUs.

IpyunHoOi Takoit cynpObl 6€1060pOIOBCKOroO
JETHIIA SIBUWIOCH TO, YTO €r0 KOHCTPYKTUBHOE CBOM-
CTBO — pa3Hble 3ByKM IPU CMEHE JBHXKEHUS MeXa, OT-
BeyaBlllee B CBOMX HCTOKax YPOBHIO INpPOCTEHILEro
MY3UIMPOBAaHHUS, TaK M He OBLUIO NpPEOaO0JIEHO.
M HanpotuB, 61aronpUATHYIO MOYBY IS paclIMpe-
HMSA XpOMAaTU3alUMU HHCTPYMEHTa CO3JaBalu Te
KOHCTPYKIIMM, KOTOphIE, [10 CPABHEHUIO C MEPBBIMU
TYJIbCKUMH 00pa3uamMu, 6bUIH YCOBEPLLIEHCTBOBAHbI U
JaBAIM OJMHAKOBbIE 3ByKHM Ha CXXUM M Pa3XUM Mexa.

Cpeny M3BECTHBIX pAHHUX OJHOPSAOHBIX AUATO-
HUYECKHUX FTapMOHHUK, TIOMUMO YITOMSIHYTBIX BATCKOM
H «JIMBEHKM», ObLIa eeLKas posuibHasi U cuOMpcKasi,
win ducosckag™.

ITosiBneHre BTOPOro psifia KJIaBUIL B YCTPOMCTBE
€JIELIKOM OJHOPSAHON rapMOHHUKM OIpeaeanwio ob-
LIYIO IMHUIO 3BOJIIOLIUM BCEX TUIIOB UHCTPYMEHTOB U
SIBWIOCh HOBBIM IMPUHLMITHAIBHBIM LIATOM Ha MMyTH
K (GOpMHUPOBAHUIO XPOMAaTHYECKUX KJIaBUATYP.
C co3gaHuMeM 3TOM pa3HOBUIHOCTHM, MOJYYUBLIEH
Ha3BaHHME «IBYXpsIHas eJielKasi posUIbHasi» U UMEB-

Beloborodov set a perfectly concrete aim — to
take the instrument away from diatonic and to
provide it with all chromatic capabilities. At the
same time he did not change a double sound of
keys while changing direction of the bellows.
Obviously, his accordion ended up having charac-
teristic deficiencies of the prototype: very limited
means for reproduction of a harmonic structure®.
It should be noted that creation of chromatic key-
board by Beloborodov, with different sounds when
changing direction of bellows was unique, and was
not repeated in Russian constructions. However,
that accordion never gained the popularity.

The reason for such a destiny of
Beloborodov’s creation was that it’s construction-
al characteristics — different sounds on bellow
change — initially suitable for simplest music
making, was never overcome. And to the contrary,
favourable conditions for further implementa-
tions of chromatic systems were created with the
constructions, which compared to the first sam-
ples from Tula have been improved, and were pro-
ducing the same sound on both directions of the
bellows.

Amongst the early single row diatonic accor-
dions, together with previously mentioned
Vyatska and «Livenka», were Yeletsky piano
accordion and the Siberian or «Fisovskaya»*.

Appearance of the second row of keys
in Yeletsky single row accordion, directed the
evolution of all accordion types, and was a
milestone in formation of chromatic key-
boards. With the development of that variety,
named «two rows Yeletsky piano accordion», with
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I Ty Xe MOC/IEA0BATEIbHOCTD KJIABMIIL, YTO K (op-
TENMHAHO, ObUI OCYLIECTBJIEH IEPEXOA K OPraHHO-
dopTenbAHHOIM KJIaBMaType y TapMOHHK. «Tak, elne B
NPOLUIOM BeKe” PyCCKMMM HapOIHBIMU YMEJbLIAMH
ObLT CO31aH NMPSIMOM NIPOTOTHII COBPEMEHHOIO KJa-
BHMILHOIO aKKOpIEOHA. DTOT MHCTPYMEHT MOSBWICS
B PoccuM HE3aBMCHMO OT aHAJIOTHYHBIX B TO BpEMSs
MOMNBITOK B APYTMX CTPaHaX CO3[aTb FapMOHHMKH C
¢oprenbsiHHON KIaBHATypoOil (aKKOpAEOH — OpraH
WK QieiTHHA)...»*.

BaxHbEIM MOMEHTOM, OTpPa3MBIUUM HCTOpHYEC-
KYI0O TpaHCGOpMaLUIO JUATOHUYECKHUX KJIaBHATYp B
KHOIIOYHbIE XPOMAaTHYECKHUE, CIECAYET CYUTATD MOSIB-
JICHWE BTOPOro psiia KJIAaBUILI y FTapPMOHUKU «XpOM-
Ku». Ee 3Bykopsin ocTtaBajicsi NMAaTOHHUYECKUM, HO
pa3MeLlaiIcs Ha ABYX psiiaX KHOMOYHBIX KJIABUI1II, YTO
CO3[1aBajIo yooOCTBa B UIPe M YJIYYILIAIO €€ 3pTrOHO-
MMYECKHME CBOMCTBA. B TO Xe BpeMsi B KOHCTPYKLIMM
«XpOMKM» ObLIa CyllieCTBEHHasi 0COO€HHOCTh, KOTO-
pas JOJIroe BpeEMsA YCKOJIb3ajJla OT BHUMAHUS UCClIEe-
JOBaTeJIeH.

BHyTpH Kaxmoro u3 IBYX psilOB KJIaBHILIM pa3-
MELLIAJIUCh B TEPLIOBOM IOC/IEN0BATEIbHOCTH, IPH-
4YeM OHa COCTOsUIa U3 IMOIMEPEeMEHHOTO YepeaoBaHUs
OONMbIIMX YU MabIX Tepuuid. Kak M3BEeCTHO, B COBpe-
MEHHbIX 6asiHaX KJIAaBULIU B psilaX TAKXKe YepeayloT-
Csl B TEPLIOBO# NMOC/IEN0BAaTEIBHOCTH, HO YX€E B IO-
CTOSIHHOM MHTepBajie Majoi Tepuuu. Takum obpa-
30M, B JUATOHUYECKOH rapMOHUKE-XpPOMKE OOHapy-
XHBAETCS KOHCTPYKTUBHOE CXOACTBO C BO3HUKIIHWMH
no3aHee KHOMOYHBIMU XPOMAaTUYECKMMH CUCTEMaMU
KJIaBMATYP.

Crnenyet BbIIENINTD, UTO YXe K KOHLy XIX Beka B
006J1aCTH CTPOMUTENBCTBA KJIaBUATyp ObUIM U3BECTHHI U
MPaKTUYECKH peau30BaHbl BCE KOHCTPYKTHUBHBIE
MAEU, BEAYLIME K CO3JaHUI0 KHOMOYHBIX rapMOHMK.
3Ta uaes — MHOTOPSIHOCTb pa3MeELIEHMUs] KJIaBHUIL
(kacuMoBckas, bonoroesckasi, 6enob6oponoBckas
rapMOHMKH, XPOMKa), Yepe10BaHHE UX B psiliaX ¢ MOC-
TOSSHHOM BeJIMYMHOM UHTepBaia (kiaBuarypa I1. AH-
KO), M, HaKOHel, pa3HooOpa3Hble (GOpMbI KJIaBHIII
(OT YIWIMHEHHBIX A0 KPYIJIbIX) — BaXHa M aKTyasbHa.

Takum obpa3om, nosiieHue Ha pybexe XIX —
XX BEKOB CHUCTEM KHOIMOYHbBIX XpPOMAaTHYECKUX KJIa-
BUATyp ObUIO OOYC/IOBJIEHO BCEM XOIOM 3BOJIIOLIMM
KJIaBULLIHOTO UHCTPYMEHTAapusi, UX BOZHUKHOBEHUE
cjelyeT paccMaTpuMBaTb KakK JIOTMYECKYIO 3aKOHO-
MEPHOCTb B Pa3BUTUM MY3bIKaJIbHOM MCTOPUM rap-
MOHMK.

OO611MMU KOHCTPYKTUBHBIMU NMPU3HAKAMHU KHO-
MOYHbIX XPOMATUYECKHUX KJIaBUATYP SABASIIOTCS: HATH-
yne Bcex |12-TU CcTyneHed XpoMaTHYeCKOro paBHO-
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the same succession of keys as a piano, the move
towards piano keyboards has been accomplished.
«So, even in the last century” the main prototype
of the modern accordion was created by the
Russian folk handicraft men. That instrument
appeared in Russia independently from analogical
attempts made at the time in other countries to
develop the accordion with a piano keyboard
(Accordion — organ or flutina)...»*.

An important moment that affected his-
toric transformation of diatonic keyboards
into chromatic ones was the appearance of a
second row of keys in accordion «Chromka».
Its scale stayed diatonic but was placed in two
rows of button keys, which created the com-
fort in playing and improved its ergonomic
qualities. At the same time, in the construc-
tion of «Chromka» was an essential character-
istic, which went unnoticed by researchers for
a long time.

Within both rows, keys were placed in a
succession of thirds, while minor and major
thirds were alternated in turn. As is known, in
modern button accordions, keys within the
rows are alternated in a succession of thirds,
but in a constant interval of a minor third.
That way, in diatonic accordions «Chromka» a
constructional link was revealed with button
chromatic systems that have appeared later.

It is worth mentioning that towards the
end of the 19th century, in the area of key-
board construction, all the constructive ideas
were known and realised in practice, which
led to the development of the button accor-
dion. That idea of placing the keys in the rows
(Kasimov, Bologoev, Beloborodov accor-
dions, chromka), alternating them in rows
with an interval of permanent size (keyboard
of P. Janko); and finally, variety in shapes of
keys (from long to round) — is important and
actual.

That way, the appearance on the boundary of
the 19th and 20th centuries of chromatic button
keyboard systems was conditioned by entire evo-
lution of keyboard instruments, and their appear-
ance should be seen as a logical regularity in
development of musical history of accordions.

General constructional signs of button
chromatic keyboards are: presence of all twelve
degrees of chromatic well-tempered system;
key placement of tones and semitones on at least



MEPHO-TEMIIEPHPOBAHHOIO CTPOs; pPa3HECEHHUE KJa-
BHIII TOHOB H NOJYTOHOB KaK MMHUMYM I10 TPEM Npo-
HONbHHIM psAlaM; CTPYKTypa NpOAOJbHOro psaa
CTpPOIo BHIBEpEHa PAaCCTOSSHHUEM MEXIY KJIaBULIIAMM,
OTCTOSALUMX APYT OT Ipyra B HHTEPBAJIbHOM MoCea0-
BaTeJIbBHOCTH MaJIOW TeplUUH; opMa MIpoBBIX IUIO-
IIANOK KJIABMILIM — KPYIJIbi€ KHONMKH (Ha paHHUX MO-
JeJISIX BCTPEYAIMCh NMPAMOYTOJBHBIE «JIOMATOYKH»).
KOHCTpYKUIMH, BOBHUKILIKE U3 CYMMBbI YKa3aHHBIX OT-
JIMYMTEJIBHBIX ITPU3HAKOB, MOIJIM BApbUPOBATLCA ITy-
TEM MHOIO pa3MELLEHHS MPOAOJbHBIX PSAIOB OTHOCHU-
TEJIbHO ApYr Opyra U OAHOBPEMEHHOIO B3aUMHOIO
CMEILEHMSA UX BAOJb KJIaBUATYPHOIO LIUTA.

IMomyepxkuBaeMm, YTo He TONBKO B Poccuu, HO U B
APYTHUX CTpaHax Mepuol MOUCKA XH3HECITOCOOHOro
KJIaBMaTypHOIO YCTPOMCTBA, €ro anpobaluu ¥ mnpo-
BEPKM OTM€YeH ObITOBAHMEM MHOTOYMCJIEHHBIX pa3-
HOBHIHOCTEH (CHCTEM) KHOIMOYHbBIX KiaBuartyp. On-
HAaKO, K HaCTOSILLIEMY BpEMEHH B MUPOBO# KOHLIEPT-
HOM NMpPaKTHKE UCIOJNb3YETCS UX rOpas3io MEHbILIE.

C co3naHHeM KHOMOYHBIX XpPOMAaTHYECKUX KJla-
BMATyp, a TaKXe NpPUMEHEHUEM B rapMOHHKax op-
raHHO-(QOpPTENbAHHOM KJIaBUATYpPbl, K KOHLY
XIX croneTUs 3aKOHYMWJICS TMPUHUMIMUAIBHO BaX-
HBIH 3Tan GopMHUPOBAHHUS MY3bIKAJIbHO-aKYCTHYECKUX
CBOMCTB MHCTPYMEHTAa, O3HAMEHOBABILMXCS IEPEXO0-
JIOM OT TMaTOHHYECKOTIO CTPOSt K XPOMATHUECKOMY.

OnHako, 4ToObl ceaTh AaIbHEMLLIEE H3T0XKEHHE
6oJie€ MOHATHLIM, OCTAHOBUMCSI Ha TEPMUHOJIOTUM U
KJIacCCH(HKALMKH XpOMAaTUYECKMX KJIaBUATYp, pa3bsic-
HMM CYLLECTBYIOLINE OTAENbHbIE PA3HOUTEHMUSI.

Ha 3anane Bce HHCTPYMEHTbI C OIMHAKOBbIMM 3BY-
KaMH Ha JBMDKEHHE Mexa (KpoMe€ KOHLEPTUH), OCHa-
LIEHHbIE XPOMATUYECKUM 3BYKOPSIIOM, Ha3blBalOTCA
XpOMaTHYECKUMHU aKKOpJeOHaMH (Chromatic
Accordeons). TepmuH akkopaeoH (Accordeon) 6bU1 BBe-
JeH B 1829 romy BeHCKMM opraHHbIM MactepoM Kupui-
JioM JleMHaHOM U151 U300pEeTEHHOM UM IMATOHUYECKON
rapMOHUKH, Y KOTOPO# Ha JIEBOM IOJTYKOPITyCE HAXOAM-
JIMCh KJIABULIM aKKOMIIAHEMEHTA, JaloLIMe MPpH Haxa-
THUM roTOBbIM akkopa. B Poccum HazBaHUE «aKKOpIEOH»
3aKpeNnwIoCh 3a XPOMaTHYECKOI FApMOHHUKOIA C MpaBoOM
KJIaBHaTYpO# OpraHHO-(opTerbgHHOIO THIIA.

B nanbHeieM Ha 3anaae Bce rapMOHUKU, B TOM
YyHCJIe ¥ XpOMaTHYeCKHUe, UMEIOLLIUE B KOHCTPYKLIMH
JIeBO# KJ1aBUATYpbl KJIaBUILIM TOTOBBIX aKKOPAOB, COX-
PaHWIM 3TO Ha3BaHUeE. B TO e Bpems IpaBble KIaBH-
aTypbl XpOMaTUYECKUX FaPMOHUK — aKKOPAEOHOB —
BBIMOJTHSUIMCh B paBHOM CTENMEHM KAK C KHOIMKAaMH, TaK
¥ C KJaBUILAMU opraHHo-doprenbsHHoro tuna. s
TOro, 4ToObl OTIMYUTb MHCTPYMEHTBHI C KHOIMOYHOM
KJIaBMATYpOil OT MMEIOLLIMX OPraHHO-(POPTENbAHHYIO,

thrge longitudinal rows; structure of longitudi-
nal row is strictly regulated by the distance
between keys, placed away from each other in
successive intervals of minor thirds; shape of
keys playing surfaces — round button (on early
models a rectangular «blades» could be seen).
Constructions, arisen from a summary of above-
mentioned distinctive signs, could be varied by
the different placement of additional rows from
each other, and by simultaneous reciprocal mix-
ing of them across the fingerboard.

Underlining, that not only in Russia, but
in the other countries as well, period of search
for viable keyboard mechanism, their trials and
checks was marked by the existence of many
varieties (systems) of button keyboards.
However, at the present time considerably less
of them are used in performing practice around
the world.

With the development of chromatic button
keyboards, as well as with the use of organ and
piano keyboards in accordions, towards the end
of the 19th century, a principally important
stage in formation of musical and acoustic
qualities of the instrument was complete,
marked by the move from diatonic system to
chromatic.

However, to make further information
clearer, we look at the terminology and classifi-
cation of chromatic keyboards, explaining some
of the current differences.

In the west, all the instruments with the
same sound on both directions of bellows
(except concertinas), with the chromatic suc-
cession of sounds are called chromatic accor-
dions. The term ‘accordion’ was introduced in
1829 by the organ master from Vienna, Cyril
Demian, for a diatonic accordion invented by
him which had keys for accompaniment on the
left part of the body, that played a full chord
when pressed. In Russia, the name «accordion»
was given to the chromatic accordion with the
right keyboard of organ and piano type.

Further on in the west, all accordions,
including chromatic ones that had in their
construction of the left keyboard, keys that
play chords, kept that name. At the same
time treble keyboards of chromatic accor-
dions were produced with both buttons and
the keys of organ and piano type. To be able
to differentiate the instrument with button
keyboard from those with organ and piano one,
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MX Ha3BaHHUs MOJYYWIM COOTBETCTBYIOILIME JOIOJIHE-
HUSA: XpOMAaTHYECKUMM KHOIMOYHBIA aKKOPIAEOH
(Chromatische Knopffgriff — Akkordeons) — ¢ kHomnka-
MU MU XPOMATUYECKUH KIABUIUHBIA aKKOPAEOH
(Chromatische Pianogriff — Akkordeons) — ¢ opraHHO-
(dopTeNnbAHHBIMU KJIaBULIAMH’' .

B oTeyecTBeHHOM NMPAKTUKE rAPMOHUKH C KHO-
MOYHOM XpOMAaTHUUYECKOW KJIaBHATYpOH IPHOOpeu
NMO3TUYECKOE Ha3BaHUE «DOasiH» (10 UMEHM JIpEeBHE-
PYCCKOro JiereHaapHoro nesua-ryciasipa). U xors
cucteMa® pasMelleHus K1aBU1lI 6asiHa UMEET aHAJIOT
CpenM KjiaBUaTyp KHOMOYHbIX aKKOPJEOHOB (TaK Ha-
3biBaeMbiid «B-Griff»), pacrnonoxeHue e€ Ha rpuge
MHoe. OHO BO3HHUKJIO B CBSI3M C OCOOEHHOCTSIMH MC-
nonHuteabctBa B Poccun. C MOMEHTa mosiBJIeHUs
NnepBbIX AUATOHUYECKUX FAPMOHUK POCCUMCKHUE MUC-
NMOJHUTEU MPEANOYUTAINU CTOCODO UIpbl (TaK Ha3bl-
BAEMYIO0 «XBATKYy»), MPU KOTOPOM OOJIbLIOKH nanel
B HEM HE y4acTBOBaJ M OXBaTbiBaJ IpU( C ThLIbHOMN
cTopoHbl. [To3TOMy rpu@ Ha pyCCKMX UHCTPYMEHTAX
MOYTH BCErga pa3MeLlaliCsi HECKOJIbKO Aajibllie OT
Oamn3nexallei K UCTOJHUTENIO MOBEPXHOCTH NPaBO-
ro NnoJiykopnyca. JTO Xe ero IoJIOXXeHHE 3aKperu-
JIOCb HAa HOBOW XpOMaTHM4Ye€CKOW rapMOHMKe — Oasi-
He””. HecMOTps Ha TO, 4TO AMANa30H KHOMOYHbBIX aK-
KOPAEOHOB MOCTOSSHHO YBEJIMUYUBAJICS U OCTAHOBUJI-
csl B MAKCUMaJIbHOM oO0beMe Ha 48-49 knaBullax, OH,
M3-3a OrpaHUYEHHbIX BO3MOXHOCTEH NMpUieraroLiero
rpuda, He OOCTUT Avana3oHa OasiHa, MMEIOLIEro
B KOHLIEPTHBIX Mozeisx a0 64 kiaBull. OTMevas uc-
TOPUYECKU CIOXMBIIYIOCS KOHCTPYKTHMBHYIO OOLiI-
HOCTb KJ1aBUaTyp 0assHa U KHOMOYHbIX aKKOP/IEOHOB,
YKaXXeM U Ha YaCTHbIE OTJUYHMS DassHa OT BCEX APYTUX
XpOMaTHUUYECKHUX rapMOHMK (Chromatische
Akkordeons), oOycnoBieHHbIe YCTPOMCTBOM M pas-
MelleHUeM rpuda.

Co3snanHas B 1891 rony B baBapuu I. MupBaib-
JOM KHOMOYHas xpoMaTuuyeckasi KjlaBuaTypa, U3Be-
CTHasi HECKOJIbKO paHee KaK «BEHCKasl» CUCTeMa
(Schrammel-Harmonika), Hamja npUMEHEHUE
B YCTPOMUCTBAX FTAPMOHUK, KOTOPbIC 3aT€M CTAIU MUH-
TEHCUBHO Pa3BMBATBLCS B PA3JIMUHBIX CTPAHAX, B TOM
yuciie u B Poccuu. TMocteneHHo cnoxuiach cUTya-
UM, KOTJa OJHY M Ty Xe¢ cuctemy . MupBaibaa
(YACTHBIC W3MCHEHUSI ObLIM HE CYLIECTBEHHBIMH)
CTAIM HA3bIBATH MO-PA3HOMY. Y HAC OHA UMEHYETCS
«DasTHHOW», 4 Ha 3aMalic U3BCCTHA KaK «HOPBEXC-
Kast», «OCHbIHUACKas», «IOJUTAHACKAsi», «BCHCKasA», U
B 11OCJIC/IHEE BPEMS ¢¢ Bee valtie HasbiBaloT «B-Griff»
(cM. puc. 5). lpyrasi cucteMa, He NPUBUBLUASCS B
Poccun, nonyumna nassatine «C-Grifb» (eM. puc. 6)
H CCrojiHsh HIMPOKO pacipoctpaticta B Esporie.
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their names were given suitable additions: chro-
matic button accordion (Chromatische Knopfigrff
— Akkordeons) — with buttons, and chromatic
piano accordion (Chromatische Pianogriff —
Akkordeons) — with organ and piano keys”'.

In our native practise, accordions with but-
ton chromatic keys were given a poetic name
«Bayan» (the name of ancient Russian singer and
psaltery player). Although the system® of key
placements on bayan has an analogue amongst the
keyboards of button accordions (so-called —
«B-Griff»), its arrangement on the fingerboard is
different. It came into existence in relations to
a particular way of playing in Russia. From the
moment the first diatonic accordions appeared,
Russian performers favoured a way of playing (so
called «grip») in which the thumb did not take
part in the process, but was used to grip the rear of
the fingerboard. That is why the fingerboard on
almost all the Russian instruments was placed
a little further away from the surface of the treble
part closest to the player. That position was used
on the new chromatic accordion - bayan®. In spit
of the fact that diapason of diatonic accordions
was increased, and reached the size of 48-49 keys,
due to the limited capabilities of its adjacent fin-
gerboard, it never reached diapason of bayan,
which in the concert models have 64 keys.
Making a note about historically developed con-
tractual similarities of bayan and button accor-
dion keyboards, will make a point about the dif-
ferences between bayan and all the others chro-
matic accordions (Chromatische Akkordeons),
conditioned by mechanisms and positioning of
the fingerboard.

Developed in 1891 in Bavarian city of
Mirwald, button chromatic keyboard known ear-
lier as «Viennese» system (Schrammel-
Harmonika), found the use in accordion mecha-
nisms, which have been intensively developed in
many countries, including Russia. Gradually it
came to the point whereby the same system by G.
Mirvald (minor changes were not important) was
getting different names. We called it «bayan», and
in the west are known as «Norwegian», «Belgian»,
«Dutch», «Viennese», and lately more and more
is called «B-Griff» (see pic. 5). Second system,
which did not establish itself in Russia, was given
the name «C-Griff» (see pic. 6), and is very pop-
ular in Europe today.



Puc. 5. CHcrema «B-Griff»
Pic.5. System «B-Griff»
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ITpaxTHyeCKH TONBKO 3TH JBE CUCTEMbI JOMUHM-
pylor Ha pybexe XX — XXI BekoB B aKKOpIEOHHOIA
KYyJnbTypE.

B reHeTHYEeCKOH B3aUMOCBS3U C HUMH HAXOAMTCS
€lle psAd CUCTEM, MPONO/DKAIOLIMX CBOE ObITOBAaHME C
Hayasa XX Beka. [lo auHuu «B-Griffx — 310
«Charleroi» (benbrus) u «6proccenbckuit» rpud (cM.
pHc. 7 4 8), a no 1uHUM «C-Griff» - «1BeacKO-UTAIb-
SIHCKasi» U «UHCKUI» TpUd (cM. puc. 9 u 10).

Puc. 7. Cucrema «Charleroi» (0esmruiickas)
Pic. 7. System «Charleroi» (Belgium)
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OCOOHSIKOM CTOMT «(ppaHLy3CKasg» CHUCTEMA
(cM. puc. 11), koTopasi He UMEET MOABUIOB, A TAKKE
HEe MMEET KOHCTPYKTMBHBIX CBfI3€H C MEpeYyUC/ICH-
HbIMHU Bbilie. [IpaBaa, eciu €€ nepeHecTyd Ha CUCTe-
My BbIGOpPHBIX (6apUTOHOBBIX) I0JIOCOB B JIeBOM KJia-
BUAType, TO OOHAapYXMBAETCs HEOXHMUAAHHO eé «3ep-
kanpHoe poacTBo» ¢ «C-Griff». Tak yTo, KaKO#H-TO re-
HeTUYeCKMii KOJI BCE-TAKM UX 0000611aeT.

B Ha3BaHMSIX CHUCTEM KHOIMOYHBIX KJIAaBHATYp
TPYIHO OPHEHTHPOBATBLCS, MOO OHM JIMILEHBI HHCTDPY-

Outer edge of the fingerboard30

Quter edge of the fingerboard

Puc. 6. Cucrema «C-Griff»
Pic. 6. System «C-Griff»

Brewnee pedpo Knasmaryproro rpucha
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Practically, only those two systems are domi-
nating in the accordion culture on the boundary of
the 20th- 21st centuries.

In genetic relation with them are number of sys-
tems, continuing their existence since the beginning
of the 20th century. In line with «B-Griff» they are —
«Charleroi» (Belgium), and «Brussels» fingerboards
(see pic. 7 and 8), and on line with «C-Griff»-
«Swedish-Italian» and «Finish» fingerboards (see
pic. 9 and 10).

Puc. 8. Bpioccesbckas cucremMa
Pic. 8. Brussels system

BHewuree pebpo knasuatypHoro rpugpa
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On its own stands the French system (see pic.
11), which does not have varieties as well as con-
structive links with ones mentioned above. The
truth is, if it’s moved to the system of free (bari-
tone) bases on the left keyboard, the unexpected
discovery is its «mirror relation» to the «C-Griff».
So, some sort of genetic code summarises them.

It is hard to orientate in the names given to

the systems of button keyboards, as they lack the
scientific logic. Keyboards are subdivided by the
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Puc. 9. IIIBeACKO-HTALAHCKAA CHCTEMA
Pic.9. Swedish-Italian system

BHewree pe6po knasuatypHoro rpugpa
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Puc. 11. DpaHIy3cKas cHcTeMa

Outer edge of the fingerboard

Puc. 10. DHHCKAS CHCTEMA
Pic. 10. Finish system

Breturee pebpo knasmarypHoro rpuga
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Pic. 11. French system

BHewwree pe6po knasuatypHoro rpugpa

Quter edge of the fingerboard
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MEHTOBeIYeCKOM NOoruku. KnaBuartypsl noapasjie-
JSIOTCS MO OTBJA€YEHHOU cUMBOIMKe. [losicHuUM
3TO Ha npuMepe. JlakoHUYHble TepMUHBI «B-Griff»
n «C-Griff» nuieHbl UHPOPMALMOHHOMK SICHOCTH —
TPYAHO TOHSITb, KAKOM CMbIC/I 3A10XECH B JIMTEPHBIX
oykBax «B» u «C». Eciv npeanosoXxuTb, 4To s nep-
Boro (ot kpasi rpuda) psina KHOMOK KJIaBHUATYpbI
«C-Griff» xapaktepHo HatMuue KiaBuiu «C», TO, oue-
BUAHO, cuMBoa «B» mist knaBuatypbl «B-Grifts nosn-
KEH 03HAUYaTh HAXOX/IEHHUE B 3TOM Psily KJIABULLU «B».
OnHako, ee TaM HeT. OcTaetcs npeanoaarath, YTo Ju-
TepHast OykBa «B» MMeeT OTHOLIEHME K Ha3BaHUIM
WK «0asiH» WU «OeJIbIMACKasi» WK «OprocceibeKas».
K coxaneHuio, B 3TOM TPyAHO pa300paTbCcsi U HEBO3-
MOXKHO HAUTH pa3bsiCHEHUH B IPYTMX UCTOUHUKAX.

Mpeuiaraercst KiaccuUKalmsi CUCTEMbI XpOMa-
THUYCCKUX KHOIOUHBIX KJIABUATYP TapMOHUK 110
KOHCTPYKTHBHBIM TIpU3HaKaMm. BapuaHTHOCTHL 00l1Ieit
KOHCTPYKIIMH KJIABHATYP JIOCTUTWIACH HCOIMHAKOBBIM
PACHONOKCHHEM  TIPOJOJLHBIX PSUIOB OTHOCHTCILHO
JIPYI JIPYTa M, OJIHOBPEMCHHO, B3AUMHBIM CMCHICHHCM
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abstract symbolism. Will explain it on examples.
Laconic terms «B-Griff» and «C-Griff» are lacking
informational clarity — it is hard to understand
what meaning lays in the letters «B» and «C». If we
assume that the first (from the edge of the finger-
board) row of keys in «C-Griff» keyboard is char-
acterised by the existence of key «C», it is obvious
the symbol «B» in a «B-Griff» should signify the
existence of key «B» in that row. But it is not there.
We can only assume that the letter «B» is related to
the names like «bayan», «Belgium» or «Brussels».
Unfortunately, it is hard to work that out, as there
are no explanations about it in other sources.

Suggestion is to classify systems of chromatic
button accordions by their contractual signs.
Variations on a general construction of keyboards
was a result of an uneven placement of longitudinal
rows in relation to each other, and at the same time
by reciprocal shifting of them across the finger-
board. In suggested terminology would be worth



HX BRO/D KNABMATYPHOIO IMTa. B npemiaraemoit Tep-
MHHOJIOTHH NPEACTARIACTCA LieecoobpasHRIM OTpa-
3HTH [ICPEMCIICHHE PAOB B KAYECTBE OTIMYMTE/IbHBIX.
TToMMMO NMPOOIBHBIX PAROB KJIaBHIII, TONOrpaduyec-
Kasd CTPYKTYPa PaCCMaTpHBaeMBIX KJIaBHATYp CO3aeT
H TONCpeYHnie PAALI, COCTOSIIHE M3 TpeX KIaBHII
(a MpH JONMONHMTENLHBIX XYGIMpYIOIUMX pAmax MXx
KOJIMYECTBO COOTBETCTBEHHO yBeNWuMBaercs). Ipu-
yeM OT Kpas rpuda KinaBHiIM obpa3yloT nBa auaro-
HQJIBHO PacXONsALIMXCA MNONEPEeYHHX psAla: OIMH
HamnpasJicH B CTOPOHY KJIaBHMII HHU3KMX TOHOB, Ipy-
rod — B CTOPOHY BBICOKMX TOHOB. [lepeMereHus
IMPOMOJILHBIX PANIOB B CHCTEMaxX MOIYT 6HMTb 3apuK-
CHPOBaHH ITyTEM OIpPENESIEHUS NMOCJEeN0BaTEIbHOC-
TH KJIaBHII B JIOOOM M3 nonepeyHux psnoB. Jomyc-
THM, YTO MBI C ITOH LIEJIbIO UCTIONb3YEM TMOTIEPEYHbIi
pAl, HAanpaBI€HHHN B CTOPOHY HHU3KMX TOHOB.
B 3mhx ycnoBusax cucreMa «B-Griffs (cM. puc. 12)
MOXET ONTb BHIPaXEHa HOTHBIMH CUMBOJIAMH B BH/IE
nocaenoBateabHOCTH: d-cis-c; «C-Griffs — c-b-gis;
«(ppaHiy3ckas» — c-cis-d; «Genbruiickasi» «Char-
leroi» — cis-c-h, 1 Tak nanee. B 3roi nMaroHajJbHOM
JIMHMM MBI MOXEM YCJIEIMTh FTEHETUYECKYIO CTPYKTY-
py apyrux 6osee paHHUX KiaBuaryp. Eciau MbicieH-
HO MPOIOJDKMTL AMaroHanb y «B-Griff» u ero nmoxa-
cucreM nanple (d -cis-c-h-b-a-gisuta.), To
MOJYYHUM TNPHHLMI TOCIAEN0BATEIBbHOIO pa3Mellle-
HUsA 12-TH XpoMaTHM4eCKHX TOHOB (opTenuaHHOM
Ki1aBHaTyphl. [Ipono/DkeHMe aHaJIOrMYHOrO psina y
«C-Griffra (c - b - gis - fis- ¢ - d - ¢) naeT HaM onUH
LEJIOTOHHBIN psa KinaBuatyphl [layns AAHko. Jo6aB-
JIEHHE K 3TOMY psAdy Jiloboro coceaAHero ooHapyxu-
BaeT YAMBHTEIbHBIN 3(ddeKT — OCHOBHOM NMPHUHLHUII
BCel KJ1aBHATyphbl BEHIpA.

BHeunee peGpo KnaBuarypHoro rpugpa

Outer edge of the fingerboard

wile to reflect the differences in the placement of
rows. On top of longitudinal rows of keys, topo-
graphic structure of keyboards in question creates
diametrical rows, made of three keys (and with
additional doubling rows their number increases).
From the edge of the fingerboard keys form two
diagonally diverging diametrical rows: one direct-
ed towards the keys of lower notes, second —
towards the high notes. Movement of longitudinal
rows within the systems could be fixed by defining
the succession of keys in each of diametrical rows.
For example, if we use the diametrical row for that
purpose, directed towards the lower notes. In
those conditions «B-Griff» system (see pic. 12)
could be pronounced with notes symbols in suc-
cession: d-c sharp-c; «C-Griff» — c-b flat-g
sharp; «French»- c¢-c sharp-d; «Belgian» «Char-
leroi» — ¢ sharp-c-b and so on. In that diagonal
line we can see the genetic structure of the earlier
keyboards. If we mentally continue the diagonal
line in «B-Griff» and its subsystems further (d-c
sharp-c-b-b flat-a-g sharp etc.), we end up with
the principle with successive placement of twelve
chromatic notes of piano keyboard. Continuation
of an analogical line in «C-Griff» (c-b flat-g
sharp- fsharp-e-d-c) gives us a row of full tones of
Paul Janko keyboard. Addition to that row of any
other one discovers an amazing effect — main
principle of entire keyboard by Hungarian.

Puc. 12
Pic. 12

B cBeTe paccMaTpUBaEMOTO BOIPOCa HHTEPECHO
BCIIOMHMTb OPMTHHAIbHbIE CHUCTEMBbI KHOMOYHBIX
XpOMAaTHYECKHX KJIaBUATyp, ObITOBABLINX B Poccum ¢
Hayana XX Beka.

It would be interesting to remember original
systems of chromatic button accordions that exist-
ed in Russia in the beginning of the 20th century.
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Bo3Bpamiasice BHOBb K TEpPHOLY CO3IaHHA
B PoccM KHOIMOYHBIX K/1aBHATYP, CJIEAYET OTMETHTD TOT
¢axT, 4TO ITOYTH BCE KHOIOYHBIE KJIABUATypHl ObLIM ar-
poOMpOBaHBI B MCITOJIHMTEILCKOM IpakTuke. Cpemu
CHCTEM, HE MOJyYMBLUMX B JATbHEHIIIEM ITPAKTHYECKOE
KCIIOJIb30BaHHE, HO, 06€3yCIOBHO, CIOCOOCTBYIOLLMX
Pa3sBUTHIO MCTIOJIHMTEILCTBA HA TADMOHMKAX, BhIIEISA-
IOTCSl YCTPOMCTBA POCCUIMCKMX MacTtepoB. KiiaBuatyphl
I1. E. CrepnuroBa (merepOyprckasi: cM. puc. 13),
H. 3. Cunuuxoro (cMm. puc. 14) u B. H. Xercrpema
(cM. puc. 15). OHHM noaTO€E BpeMS MOJIL30BATKCH IOITy-
JISIpHOCTBIO Y 6asitHucTOB. HecMoTps Ha TO, YTO Mpo-
MBbIIIUIEHHOCTh Poccun yxe B 1929 romy mepenuia
K M3rOTOBJIEHMIO CYLLECTBYIOLIEH OassHHOM KJ1aBUaTy-
pbl, 6astH cucTeMbl CTepIMroBa 0 CHX ITOpP BCTpeyaeT-
sl Ha KOHLIEPTHOM 3cTpazae’’.

Puc. 13. Cucrema I1. E. Crepanrosa
Pic. 13. System by P. E. Sterlingov

BHewuree pe6po KnasmatypHoro rpugpa
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Puc. 15. Cucrema B.I1. Xercrpema

BHewwree pe6po KnasuatypHoro rpugha

Outer edge of the fingerboard

Returning again to the period of formation ot
button accordions in Russia, it is worth mention-
ing the fact that almost all button keyboards were
approbated in performing practise. Amongst the
systems that did not receive further practical use,
but were without a doubt contributing in develop-
ment of performance on accordion, stand out the
mechanisms of Russian masters. Keyboards
P. E. Sterligov (Petersburg’s: see pic. 13),
N. Z. Sinitsky (see pic. 14) and V. N. Hegstrem
(see pic. 15). For a long time they were very pop-
ular amongst the players. Even though Russian
industry move to the production of existing bayan
keyboard, systems by Sterlingov could still be seen
on the concert stage®.

Puc. 14. Cucrema H. 3. Cununkoro
Pic. 14. System by N. Z. Sinitsky

BHewree pedpo KnasuatypHoro rpugha
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Pic. 15. System by V.P. Hegstrem

Outer edge of the fingerboard
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Kaxnasi U3 ykazaHHbIX KJIaBUATyp UMeJia CBOM
HeIOCTAaTKH, TMOCJYyXHUBIIHUE, B KOHEYHOM CYETE,
NPUYMHON MX UCUEe3HOBEHUS. B 3TOM cMbICiie noKa-
3aTeabHO, YyTo cuctema CrepauroBa, HapaBHe ¢ 0Oa-
STHHOM, I0OBOJIBHO 0JITO MpUBJIEKala BHUMaHUE MY-
3bIKAHTOB, MOKA HE CTAJIO BCE IBCTBEHHEE BbISIBJISITh-
CA ee OCHOBHOE HECOBEPIIEHCTBO — CJIOXHOCTb MC-
NMOJIHEHUS1 aKKOPAOBO# (haKTypbl MU MOCTPOEHUIA,
COCTOSILLIMX U3 IBOMHBbIX HOT. UcnonHUTEIbCKasA TEX-
HMKa MPU UIrpe Ha 3TOU KJIaBUAType, YXKE OTIMYaB-
lasicsi OoNbIIMMHU NMaAIbUEBBIMU PACTSIXKEHUSIMHU, OF-
paHU4YMBala BO3MOXHOCTb B CJIUTHOM COE€AMHEHHUH
roJ1I0COB MHOIOTOJIOCHbIX (hAKTYp.

Jlnsi oboralleHUss BApMAHTOB AaMNIUIMKATYphbl
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Every of the mentioned keyboards had
its own minuses that ended up as a reason for
their disappearance. From that point of view
it is significant that system by Sterlingov was,
alongside bayan, attracting the attention of
the musicians for a long time, until the main
imperfection became apparent — complexity
in performance of chord structures or double
stops. Performing technique on that key-
board, already marked by large finger
stretches, was limiting capabilities of
smoothly connecting the voices in polyphon-
ic structures.



H YIyYIIEeHHSA 3PrOHOMHUYIECKHMX CBOMCTB KHOMOYHAIX
KJIaBHaTyp, B MX KOHCTPYKLHMIO BBOAATCHA HOMNOJIHH-
TeJIbHBIE (XyOIHpYIOIIMEe OCHOBHHIE) PAObl KJIaBHILI,
MPHYEM B KHONOYHBIX aKKOPACOHAX 3TOT IIPOLIECC
HAaYaICA 3HAYMTENIBHO paHblle, yeM y 6asHa. ITo3n-
Hee KOJIMYECTBO PANOB Ha OTAEIbHHX MOIENAX 3apy-
6eXHBIX aKKOPACOHHHIX (PMPM HOCTHTrajio MOpoit
mecTu’?.

BeneHMIO M 3aKpeIUIEHHIO TyOIHUPYIOIIMX PAIOB
B KOHCTPYKIIMM KHOIMOYHBIX aKKOPAEOHOB BO MHO-
IOM CIIOCOGCTBOBAJI CJIOXMBLIMICA CITOCOO MTpHl Ha
3THX HHCTpYMEHTax. bnaromaps ycrpoiictBy rpuda,
KOTOPHIM TECHO NMpUieral K KOPIyCY MUCITOJIHUTES,
a TaKXe TOMY, 9YTO MTPOBOE IMOJIOXKEHUE aKKOpIEOHa
MOJYYHJIO IIPOYHYIO ONOPY B ABYX IUIEYEBBIX PEMHSIX,
6osbIION manel mnpaBoi PYKM OCBOOOAMICH OT
¢yHKUMH yaepXaHWsi MHCTpyMeHTa. Iloatomy yxe
Ha paHHUX KHOIMOYHBIX aKKOPIEOHAaX 3amnaIHble UC-
MTOJIHUTENN CTPEMIIMCH YNOTpe6asTh 60/b1I0N Ma-
neu B urpe. M3BecTHbI OGenbrMMCKUNA BHUPTYO3
OMuwib llapnbe, KOTOpbIH C ycmeXoM BBICTYMal
B 1912 rony B JIoHnOHe, UIrpal Ha YETHIPEXPSAHOM
aKKOpJIEOHE BCEMH IATHIO NanbluaMu’’. TakuM obpa-
30M, CIOCO0O UIpPHI MATHIO MAJIbLIAMHU BIIEpBbIE CHOp-
MMPOBAJICS B YCIIOBUSIX UCTIOJTHUTENbCKON MPAKTUKH
MMEHHO Ha KHOIIOYHBIX aKKOpAEOHaX M Obul 00yc-
JIOBJIEH YCTPOWCTBOM MX IPWIEralolero rpuga.

Hnes ucnosb30BaHUS B UTpe Ha OasiHe 60/bLIO-
IO Iajblia 3apoawiachk B JIeHUHrpane HeCKOIbKO Jie-
catwietuii Hasan. Ewe B 1930-x romax M3BecTHbIE
b6assHUCTHl A. PoxkoB U A. OCOKMH CTalu NpUMeE-
HATH BCE MATH MaJIbLIEB B UTPE HAa MaJOMPUCITOCOD-
JIEHHBIX JUTS1 3TOH LIEJIM TPEXPSAAHbIX 6asHax™.

HayyHb1it aHaIM3 JaHHOM MpoOJeMbl AaH B AUC-
ceprauuu }O.T. ScTtpeboBa «CoBpeMeHHbIE MPUHLIU-
nbl GasTHHOMN amNIUIMKATyphl»>. ABTOp IAaeT BCECTO-
POHHEE MCTOPUKO-TEOPETUYECKOE OOOCHOBaHUE
COBpPEMEHHBIX TEHIEHLIMI Y HalpaBJICHUNA pa3BUTHUS
OTEYECTBEHHOT0 0OassHHOro  UCIOJHMUTEIbCTBA.
B 3T0i1 paboTe MoKa3bIBaIOTCS My3bIKaJIbHO-BbIpa3Hy-
TeJIbHBIE U TEXHUYECKME TpEeUMYyLIeCTBa, 00eceyu-
BalolllMe MPUMEHEHHE B UTpe Ha OassHHOM KJlaBUATy-
pe BCex IATH MajbLeB™.

IlepeHeceHHBIH M3 YCJIOBUM TMPUJIETAIOLIETO
rpucda KHOIMOYHBIX AKKOPAEOHOB, CIOCOO HIpbI
MATHIO NaJIbLIAMU CTaJ] MOCTENEHHO IMEPEHOCUTHCH
B OassHHOE€ HCIIOJHUTEIbCTBO, BbI3bIBas COOTBET-
CTBYIOLLIME KOHCTPYKTUBHBIE U3MEHEHHUS, B YaCTHOC-
TH, B YCTpoiicTBe GassHHOI K/IaBUATYphl U IOJIOXeE-
Hus rpuda’’.

Ceifyac B MoJaBIAOIIEM OOJBIIMHCTBE KOHLIE-
pPTHbIE OastHbl BBIITYCKAIOTCA C YETHIPEX- U IATH-

To enrich the fingering options and for
improvement of ergonomic property’s of button
keyboards, additional rows (doubling the main
ones) were included in their construction, and
that process started considerably earlier in but-
ton accordions than it did in bayan. Lately, the
number of rows in some of the models made by
foreign companies is sometimes six*2.

Introduction of additional rows in the con-
struction of button accordions was helped by the
already established method of playing on those
instruments. Thanks to the mechanism of the
fingerboard, which was tightly leaning to the
body of the performer, and to gained stability of
the instrument by the use of straps on both
shoulders, thumb was freed from its function to
hold the instrument. That is why on early button
accordions western performers aimed to use
thumb in playing. Famous Belgian virtuoso
Emile Charlier, who successfully performed in
London on 1912, played on a four-row accor-
dion with all five fingers®. That way, method of
playing with five fingers on button accordions
was formed in performing practise first and was
conditioned by the mechanism of its adjacent
fingerboard.

The idea of using thumb in bayan playing
was started in Leningrad few decades later. Even
in 1930 popular bayan players A. Rozskov and
A. Osokin started using all five fingers in playing
on not very suitable for that purpose bayan’s with
three rows™.

Y.G. Yastrebov dissertation «Modern prin-
ciples of bayan fingerings» gave scientific analy-
sis of that problem®. Author gives complex his-
toric and theoretic account of modern tenden-
cies and directions for further development of
Russian bayan performance. The work shows
musical and technical advantages provided by
the use of all five fingers when playing on the
bayan keyboard®.

Adopted from the button accordions with
adjacent fingerboards method of playing with all
five fingers, gradually moved in to bayan per-
formance, bringing related constructional
changes, in particular in mechanism of bayan

keyboard and the in the position of fingerboard”’.

Now days, majority of concert bayan’s
are produced with four or five row keyboards.
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pAnHON kiuaBuaTypoil. CoBpeMeHHbIE KHOIMOYHBIE
KJIaBHaTyphbl NPETEPIIEBAIOT M3MEHEHMS, BbI3bIBae-
Mbl€ B3aUMOIEHCTBUSIMH UCIOJIHUTEIBLCKOM
U KOHCTPYKTUBHO#M MPAKTUKH.

IMouck B cepe KOHCTPYKIMHU GasTHHO# K/IaBUATyphI
MPOIOJDKAETCS, OO UCTIOMHUTEILCKAS MPAKTHKA BbIIBU-
raeT HOBbIE 33Ja4M. BbI3bIBAIOT pa3zmiyHble MHEHHS CYILIE-
CTBYIOLLIME pa3MepHI Liiara 6astHHOM KiaBUatypbl. MHOrMe
KOHLIEPTUPYIOLME OassHUCTBI, MPUMEHSIOLIME B HIPE
MPUHLIMITBI IIITUTATHLEBOM anIUTMKATYPbI, TTPU3LIBAIOT K
MepecMOTPY pa3MepOB 1l1ara KJIaBUILIM B CTOPOHY €ro yBe-
JuyeHusi. B CBSI3M C 3TMM GastHUCTBI CTAIM 3aKA3bIBaTh
0ocoOble MHCTpPYMEHTBI, uMelonme iar 19 + 0,3 MM,
a 3anagHble (PMPMbl M3rOTARIMBAIOT KHOMOYHBIE aKKOP-
JeoHBI ¢ elwie 6ombLumM 1maroM — 20 + 0,3 mM. Crienyer no-
0aBUTb, YTO B OTEYECTBEHHOI MY3bIKAJIbHOM IPOMBIILI-
JIEHHOCTH HE CYLLECTBYET CTaHIapTa Ha IMarna3oH OasiHa.
Bce 310 roBOpUT 0 TOM, YTO KOHCTPYMPOBAHUE OITTUMATb-
HO¥ 111 6assHUCTOB KJIaBUATYpPhI 1aJIEKO HE 3aKOHYe-
Ho. TTpoLiecc COBEpILEHCTBOBAHMSI KOHCTPYKLIMH 6a-
STHHOM KJIaBUATypPbl MPOAOJDKAECTCA U HOCUT ITOCTOSIHHBIN
xapaktep. OH peryiupyercsi 3aJayaMM, BblIBMrae-
MBbIMU COBEpPLUEHCTBOBAHUEM YPOBHSI HUCIIOJHHU-
TEJbCTBA.

B T0 e BpeMsi HOBbIE TEHAEHLIMM OOHAPYX1BAIOT-
Csl B Ja/IbHEMILEM CTPOUTEIBLCTBE KHOMOYHBIX KJlaBUa-
Typ. Waes pasMmellieHus KIaBWLI TMPOAOJBHOIO psiaa
B TMOCJIEA0BATE/IbBHOCTU MAIOi TEpLMM peainu3oBalach
B CYLLIECTBYIOLLUMX KHOIMOYHbIX KJaBuatypax. OmHaKo,
9Ta uaes ucuepnana cebs. CerogHsi U3oOpeTaTe/n co3-
AAI0T eLe 6osiee KOMIMaKTHbIE 00pa3Libl KIaBUaTyp, IIe
KJIaBUIUM OJHOIO BMIA pa3MellleHbl B MOCIEA0BaTE/b-
HOCTH 6OJTbLLION TeEpLUUK®.

KynMMCKUI NMpeIOXWA KIaBUaTypy M3 YeTbIpex
OCHOBHBIX U MATOr0 AOMOJTHUTENBHOTO psiaia, [Ie CTyre-
HM XpOMaTHYECKOTO 3ByKOpsiia pa3MeCTUJIUCh B UHTEP-
Bajie Gonbloi Tepunu (cM. puc. 16). CpaBHuUBasi 3Ty
KJIAaBUATYPY C NMPOTOTUMHON MOXHO OOHApYXWUTb, YTO
OHa npuobdpesa 6osee KOMMNAKTHbINA BU 33 CYET PacCTo-
AHUS MEXAY KJIaBUILIAMM, pa3MELLIEHHbIMU B MHTEPBa-
JIe OKTaBbl, — OHO MEHbLLE Ha OHY MSATYIO.

[MpyHUMN pa3MellleHUs1 KJIaBULLI B MHTEpBaje
00/bLIOK TEPLIMU JIEr B OCHOBY APYroil KHOIMOYHOM
XpOMAaTUUECKOM KiaaBuaTypbl (CM. puc. 17), koTopas
Obl1a npemioxeHa B fepmanun Mocudpom JdupHxo-
(epom Gonee nosyBeka Hazaa — nateHT Ne 477841,
16 okTs1i6pst 1927 roga®. Ecnm oTOPOCUTH LOMONHM-
TEJbHBbIM Psil B KJaBUAType CUCTEMbI 2KYJIMMCKOTO,
oOpautaet Ha ceOs1 BHUMaHUE CXOICTBO KJIaBUATYpbI
cucrtembl XKyJIMMCKOro ¢ KJIaBUATypoOW CHUCTEMBbI
Huphxodepa. Paznnuue ux — B noceaoBaTeIbHOCTH
pPa3MELLEHUs PSIIOB KJIABULL U B CMELLIEHUU UX OTHO-
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Modern button keyboards are going through
changes brought by interaction between perform-
ing and contractual practises.

Research in sphere of button keyboard con-
struction is continuing because performing prac-
tise brings up new problems. Opinion is divided on
the existing distances between keys in bayan’s key-
board. Many bayan concert performers using in
their playing the principle of five fingers in finger-
ings are calling for an increase in distance between
keys. In connection to that performers started
ordering special instruments with a distance of 19
+ 0,3 mm, and in the west, manufacturers are
producing instruments with even bigger distance
— 20 £ 0,3 mm. It is worth mentioning that in
Russian musical industry there is no standard in
place for the diapason of bayan. It shows that the
construction of optimal keyboard for bayan is not
over yet®. Process of contractual development of
bayan’s keyboard is continuing and has a perma-
nent character. It is regulated problems arising
from improving standards of performance.

At the same time new tendencies are discov-
ered in production of button keyboards. The idea of
placing the keys along the longitudinal row in suc-
cession of minor thirds is realised in existing button
keyboards. But that idea has exhausted itself.
Today’s inventors are developing even more com-
pact samples of keyboards, where tha same tape of
keys are placed in succe3sion of a major third®.

Zhulimsky suggested a keyboard with four
main rows and a fifth additional row, where the
notes of chromatic scale are placed with an inter-
val of a major third. (see pic. 16). Comparing that
keyboard with a prototype it becomes apparent
that it has become more compact due to the dis-
tances between the keys, placed with an interval of
an octave, — it is reduced by the fifth.

Principle of placing the keys with an interval
of a major third was the base of another chromat-
ic button keyboard (see pic. 17), which is suggest-
ed by Joseph Dirnhoffer in Germany more than
half a century ago — patent No. 477841, on 16th
October 1927%. If additional row in the keyboard
by Zhulimsky is excluded, similarities be-
come apparent between keyboard of the system by
Zhulimsky and the keyboard of the system by
Dirnhoffer. Differences between them are in suc-
cession of placement rows of keys and vertical dis-
placement of them in regard to each other*. On



Puc. 16. Ccrema C. T. XKyaumckoro
Pic.16. System by S. T. Zhulimsky

Brewmee pedpo knasuarypHoro rpugha

Puc. 17. Cucrema U. {upaxodepa
Pic. 17. System by J. Dirnhoffer

Buswnee pe6po KnasuatypHoro rpugba
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CHTEJIbHO IpYT ApyTa no BepTuKanu*'. Ha knaBuary-
pe cucreMul lupHxodepa naiblbl UCMIONHUTENS Gy-
OyT pacrojaratbCsl Kak Ha kinaBuatype «C-Griffs —
B CTOPOHY HH3KHX TOHOB, a Ha KJ1aBUaType XKyaumc-
KOro — Kak Ha 6asaHe wiu «B-Griffs. 9kcneprusa cuc-
TEM IO TONEPEYHOMY PSITy B CTOPOHY HM3KMX TOHOB
naet «xpoMatuky» «B-Griff> B cucreme C.T. Xynumc-
Koro, a y U. lupuxodepa — 3Bykopsin u3 Maibix (')
TepuMii. Kak Mbl BUIMM, HHYTO He HapyLuaeT JUaIeK-
THYECKYI0O B3aMMOCBSI3b KOHCTPYKLMIH KHOMOYHBIX
CHUCTEM.

OtnuyKe npeanaraeMbix KJIaBUHATyp OT paHee
CYLLECTBOBABLIUX B TOM, YTO UCIIOJIHUTEJb [TPHU UIPE
raMMao0pa3HbIX MOCTPOEHUM MU HEU3OEXHBIX NPHU
3TOM CMEHax MNO3ULHUK ocBOOOXIalCA OT 3agay
MOJAKJIaAbIBAHMS MEPBOTrO NMaJibLa WK NepeKaabiBa-
HMS BCeil pyKM yepe3 nepBbiii naneu. OH gocturan
TOM XK€ LIeJIM IyTeM ITUIaBHOTIO MepeHOca NMaJibLUEB, HE
BbI3bIBasi B TO X€ BpeMsl U3BMEHEHUI B IOJIOXKEHUH
PYKM ¥ KUCTH .

Cy1iecTBeHHbIM HEIOCTAaTKOM 3THUX YCTPOMCTB,
HeCMOTpsl Ha 0oJiee KOMIMAKTHOE pa3MeELUEHUE KJia-
BMIII OKTaBhl, CJIEAYET MPU3HATb YCJIOXHEHHWE WIPbI
IBOMHBIX HOT, aKKOpIOB W apnemkuo. Bo3moxHo,
B ity atoro kiasuatypbl . lupHxodepa u C. T. XKy-
JIUMCKOTO He TOJY4YWIM MpPAaKTUYECKOro IMpUMEHe-
HusA. HenssecTHBl akThl M3rOTOBJIEHUSI UHCTPYMEH-
TOB, OCHALLIEHHBIX 3TUMHU CUCTEMAMH.

BMmecTe ¢ TeM, CUCTEMBI 3TUX KJIaBUATyp pa3BUBa-
JIUCh HE Ha ITyCTOM MECTe U He I10 ClIyYaHOMY Xea-
HMIO OTHEJbHBIX 3KcriepuMeHTaTopoB. OHM ObLIH
IUIONOM OIpeleeHHbIX KOHCTPYKTMBHBIX MCKaHHMM.
B cTrpouTenbCcTBE MHCTPYMEHTa, BO B3aMMOCBSI3M
KOHCTPYKLIMM KJIaBUAaTyp OOHapyXHBAeTCA YCTOMUU-
Basi TEHIEHLIMA pa3MeCTUTD KJIAaBULLIY TOHOB H IMOJTYTO-
HOB B NOCTOSTHHOI MHTEPBAJILHOM MTOC/IEA0BATEIbHOC-
tH. Kak n3BectHo, B npoliecce GOpMUPOBaHUsA OpraH-
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the keyboard of Dirnhoffer, fingers of the per-
former are placed in the same way as on the
«C-Griff», towards the lower notes, and on the
keyboard of Zhulimsky — as on the bayan or on
«B-Griff>. Examination of diametrical row in the
systems, towards the lower notes, in the system of
S. T. Zhulimsky it reveilles a «chromatic» scale
and in the system of J. Dirnhoffer — succession of
minor (') thirds. As we can see, nothing disturbs
dialectical correlation in construction of button
systems.

Difference in suggested keyboards from the
earlier ones is, that while playing scale-like struc-
tures, and inevitable for that situation positional
change, performer is freed from tasks of putting
the thumb under the fingers or moving of the hand
over the thumb. He can achieve the same results by
the smooth shifting of fingers, at the same time not
changing the positioning of hand and wrist*.

The main deficiencies of those mechanisms,
regardless of more compact key placement within
the octave, are complications in playing the double
stops, chords and arpeggios. Possibly, it was the rea-
son explaining why keyboards made by
J. Dimhoffer and S. T. Zhulimsky were never used in
practise. There are no known facts about the pro-
duction of instruments equipped with those systems.

However, systems of those keyboards were not
developed without the reason and not by a chanc-
ing experimentalist. They were the results of
defined constructional researches. During the pro-
duction of the instrument, in the correlation of
keyboard constructions a steady tendency could be
discovered, to place the keys of tones and semi-
tones in a constant interval succession. As we
know, during the process of formation of organ-
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HO-(OPTENbIHHON KJIaBHAaTyphl M 3aKpeIUIEHHS paB-
HOMEPHO-TEMIIEPUPOBAHHOIO CTPOSi BHIKPHUCTAJUTH30-
BaJICS €€ OCHOBHOM NPHHLMII: pasMELIEHHE KIaBMII
B TOCTOSIHHOM IIOC/IEOBAaTENbHOCTH TIOMyTOHa® .
B 1882 romy I1. SIHko npemtoxun pasMecTuTh Gop-
TENbSHHBIE KJIABUIIM B COOTHOILEHMM LIEJIONO TOHA.
[NosiBuBLIMEcs mocne 1882 roga XxpoMaTHYeCKHe Kila-
BHMATyphl rapMOHMK (KpoMe Ki1aBUaTyphl benobopono-
Ba) MMEIOT TaKXKe MTOCTOSIHHOE COOTHOLLICHUE KJIaBMIII,
HO yX€ B MHTEpBaJie IOJYTOpa TOHOB, M, HaKOHell,
KknaBuarypbl upHxodepa (1927) u XKynumckoro
(1967) — nByx TOHOB. U KaK 3aBepllIleHHE 3TOM LIEMOoY-
KM, HalpalllMBacTCs NMpUMEp pa3sMELLEHUs1 CTaHAapT-
HbIX 0acoB B JIEBOM KJIaBMAaType aKKOpAEOHa, KOTO-
Pblii, KaK U3BECTHO, KBAPTO-KBHMHTOBBIH (!).

O0630p Kj1aBHAaTYp rapMOHUK OyIeT HENOJHBIM,
€CJIM HE YIIOMSHYTb 00 U3BECTHOM «rOTOBO-BBIOOD-
HOM» KJlaBuUaType, KoTopass (opMHpoBaiach mna-
pajuieIbHO C MpaBbIMM KJIaBUAaTypaMM TFapMOHMK.
HecMoTps Ha onpenesieHHbIE €€ HENOCTaTKU, BIIEKY-
LIME CYXEHME M YHUDUKALMIO TOHAIbHO-TFapMOHM-
yeckoi cdepbl, OHa BCE Xe MPEACTABISET COOOi He
UMEIOLLYI0 aHAJIOrOB B MCTOPUM HHCTPYMEHTapus
CHUCTEMY, B KOTOPOH €AMHO BOIUIOTWIMCH IBE WMICH.
C 0mHO# CTOPOHBI, Y UCITIOJTHUTEJS €CTh BO3MOXHOCTD
urparb 6ac ¥ HeM3MeHHbIE (TOTOBbIE) AKKOPIbI B ITPOC-
TEHIleM PUTMO-FapMOHMYECKOM aKKOMIIAaHEMEHTE,
C ApYTO# CTOPOHBI, IPX HEOOXOOUMOCTH UCTIOJIHUTEIb
MOXET MEePEeHTU Ha CBOOOIHOE roJIOCOBENEHUE B Map-
THUM JIEBOH pyKH. «[0OTOBO-BbIOOpHAs» KJIaBUaTypa, siB-
JISISICh pe3yJILTaTOM MCTOPUYECKOIO pa3BUTUSI rapMo-
HHUK, OTPaXaeT B CBOE KOHCTPYKLIMM OCHOBHbIE 3TaITbl
MIX CTAaHOBJEHUSA — OT QYHKLIMOHMPOBAHUS B OBITY 10
KOHLIEPTHO-MPO(deCCUOHATBHOIO UCTIOJIHUTE/ILCTBA.

B HacTosiiee BpeMsi B MCTIOJTHUTENILCKOM Tpak-
TUKE MPUMEHSIOTCS [IBa THMIA KJaBUATyp: OpraHHO-
dopTenMaHHass M KHOMOYHO-XpPOMAaTHYECKasi C ee
pa3sHOBUIHOCTAMHU. M3BECTHBI TakXe KJIaBUATYpbl
0aHIOHEOHa, KOHLIEPTUHO U HEKOTOPBIX HALIMOHAJTb-
HBIX TapMOHMK, HO OHM MMEIOT BECbMa OrpaHUYeH-
HO€ pacnpoCTpaHEHHE.

Bce BbilllecKazaHHOE OOHApYXMUBAET psil 3aKO-
HOMEPHOCTEl B IpOLIECCE Pa3BUTUS KOHCTPYKLHUM
KJIaBUATyp rapMOHMK:

1. TecHeituas B3aMMOCBSA3b C MPAKTUKOW UCIIOJ-
HuTensi. McnonHutenbckass O€ATENbHOCTb SBASIETCS
pewarolmrM GHaKkTopoM B 3TOI B3aMMOCBSI3H, ONpese-
Jisi1 3PrOHOMMUYECKYIO HArnpaBJICHHOCTb KOHCTPYK-
TUBHbIX YCOBEPLLUEHCTBOBaHUI. B cOBpeMEHHOM cJ10-
XuUBLIEMCS (OPTENbAHHOM MCIMOJHUTEILCTBE HOBbIE
NpeAIOXKEHUSA, KapAMHAJIbHO M3MEHSIOLLME YCTAaHO-
BUBIUYIOCS KOHCTPYKUMIO OpraHHoO-(opTenbssHHOMN
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piano keyboard, and establishment of well-tem-
pered system, it’s main principal become clear: to
place the keys in constant succession of semi-
tones®. In 1882, P. Janko suggested the placement
piano keys in succession of full tones. Chromatic
accordion keyboards that appeared after 1882
(except the keyboard of Beloborodov) had a con-
stant succession of intervals, but already of one
and a half tones, and finally, keyboards of
Dirnhoffer (1927) and Zhulimsky (1967) — two
tones. And at the of that line, attention is drawn
towards the placement of stradella bases on the
left keyboard, which is as we know the system of
fourths and fifths (!).

Survey of the keyboards would not be com-
plete if we don’t mention the «free-base» key-
board, which was formed parallel with the treble
keyboards of accordions. If we ignore some of its
inefficiencies that brought narrowing and unifi-
cation in the tonal and harmonic sphere, there is
no analogue system in the history of instru-
ments, which incorporates in it self two ideas.
From one side, performer has the ability to play
the bass and invariable (ready) chords, in sim-
plest rhythmical and harmonic accompaniment,
on the other side, if necessary performer could
switch on to free reeds in the left hand. «Free-
base» keyboard was a result of a historic develop-
ment of accordions, and is reflecting through the
construction the main stages in its formation —
from the existence in everyday life to the profes-
sional performing.

At the present, in performing practise two
kinds of keyboards are used: organ-piano and
button-chromatic with its varieties. There are
keyboards of bandoneons, concertinas and few
national accordions, but they have a very lim-
ited use.

All that was mentioned above shows a num-
ber of regularities in the process of formation of
accordion keyboards construction:

1. Close relation with a performing practise.
Performers activity is a decisive factor in that rela-
tion, giving the constructional development an ergo-
nomic direction. In a modern piano performance,
new suggestions that would cardinally change the
established construction of the organ-piano key-
boards, are not used in practise. Forming per



KNABMATYPH, MPAKTHYCCKH He Mpikusaiorcs. Pop-
MHPYIOWAsAC HCIIOIHUTEIBCKASA JIEATEBHOCTD B Ce-
Pe rapMOHHKK, CIIC HE NMOTYYMBLIAA MPOYHKIX Tpalu-
LIMiA, ABIACTCA HEHCYCPNAEMbIM HCTOYHMKOM HOBEIX
NMPEJIOXCHHNA.

2. Ilepuoan o6HOBNEHUS KOHCTPYKLM
HHCTPYMCHTOB 4€PEAYIOTCS HEPABHOMEPHO M CBSI3a-
HH C HCTOPHYECKHMMH MPOLIECCAMM, NMPOUCXOASIIIH -
MH B My3HKAJILHOH! KYJILTYpe.

3. Ins BHEAPEHUS HOBBIX KOHCTPYKTHBHEIX pe-
ImIeHWH HEOOXONHMMO BOSHHKHOBEHHE HCTOPHYECKH
CNIOXHMBIIEHCS CHTYalluH, KOTa MMPEeXHSS KOHCTpYK-
M HHCTPYMCHTA YX€ HE MO3BOJISIET B MOJIHOMN Mepe
BRIABHTb HNOCTHXEHHSI MY3BIKAJIbHOU KYJIBTYphI
H B H3BECTHOM CTENEHM CAEPXUBAET Pa3BUTHE MC-
NOJIHUTEJILCTBA.

4. OmHaxo, Jaxe MpY HAUTMYMK YKA3aHHOH CUTYya-
IIMHM He BCE NMPEUIOXKEHUSI KOHCTPYKTOPOB XU3HECIIO-
cOOHBI. IIpMHMMAaIOTCS JMLLIL Te, KOTOpbIE OTBEYAIOT
TPeOOBaHUSAM HUCIIOJIHUTENBCKOM MPAaKTHKHY.

5. IlpakTHyeckoe BHEAPEHHE YCOBEPIIEHCTBO-
BaHHA 3aBMCHT OT TOIO, B KaKO# CTENEHM 3TO 3aTpa-
THBaCT U U3MEHAET HAKOIUIEHHBINH OIBIT U CIOXMUB-
IIHECs TPaIULUU®.

6. HeoOxomuMo Takxe BpeMs Ul HAKOIUIEHUS
HOBBIX HaBLIKOB, HA OCHOBE KOTOPBIX OYIyT BEIpabo-
TaHbl METOJbl U3YYECHUS WIM BOZHUKHET KOPPEKIIUSI
CTaphbiX.

HcnomHUTEeILCTBO Ha 6asiHax M aKKOpIeoHaX Kak
COCTaBHasl YaCTb BCENO MY3bIKATbHO-HUCTIOTHUTEILCKO-
IO ITpoLIECCa MOTYMHSETCS OOLLIMM C HUM UCTOPUYECKHUM
3aKOHOMepHOCTsIM. B Hacrosiiuee Bpemsi B Poccuu uc-
MOJIHUTEILCTBO HA TApMOHMKAX CKJIANbIBAETCS U3 IBYX
HAIIpaBJIeHHI{, KOTOpBIE OMNpEIeTIMCh PAITUYUEM Op-
TFAHHO-(POPTENBAHHOMN KJIaBUAaTypbl aKKOPAEOHA U KHO-
Mo4Hoii — 6assHa. O6e 3T TMHUM B3aUMHO JOTNOTHSIOT
Ipyr apyra. PeHOMEH CylleCTBOBaHUS IBYX THUIIOB KJIa-
BHATYp Y OTHOIO KJIABMIIIHOTO HUHCTPYMEHTA OObSICHSAET-
cd TEMHM MCIIOJIHMTEILCKUMU BO3MOXHOCTSIMH, KOTO-
phle TIPENCTAR/IAIOTCS MY3bIKAHTY KOHCTPYKTUBHBIMU
CBOICTBaMHU 000OMX YCTpOICTB. PeratonmM ¢daxTropoM
31eCh BBICTYTIAeT CIIOCOOHOCTb OTBETUTD 3alpocaM pas-
BMBAIOLLIETOCSA MCKYCCTBA UIPbl HA TADMOHHUKAX.

JInsg Toro, 4yro6Gbl MOHATH ITPEMMYILECTBA MC-
TMOJb3yeMBIX KJIaBHUATYp B YC/IOBMAX (POPMUPOBAHMSA
MMEHHO rapMOHHUK, CJielyeT 06paTuThCs K cepe pas-
BUTHUsI, KOTOpasi CBOMCTBEHHa MHCTPYMEHTaM 3TOro
THNa. 3a HeOOBIKHOBEHHO KOPOTKHUI CPOK, MPakKTHU-
YeCcKM Ha MPOTSKEHUH BCETO HECKOJIBKMX AECATUIE-
THi{, TApMOHMKHM MPOLUTU ITYTh OT MPUMUTHUBHbBIX Ha-
POAHBIX M3IEIMiA [0 CJIOXHBIX KOHLEPTHBIX
KOHCTpyKuuii. Ilpy 3TOM mnpupoaa MHCTPYMEHTa

forming practise in the sphere of accordion,
which is without firm traditions, is an unlimited
source of new ideas.

2. Periods in which constructions of instru-
ments are revised have an uneven pattern of
appearance, which is linked to historic processes
happening in the music culture.

3. In order to incorporate the new construc-
tional solutions, development of a new historic
situations is needed, where the existing construc-
tion of the instrument would not be fully sufficient
to express the achievement of the music culture,
and to some extent would hold back the develop-
ment of the performing practise.

4. However, in the current situation not all
the suggestions of the constructors are viable. The
only ones that are used are those going along with
the needs of performing practise.

5. Practical inculcation of development
depends to which degree it touches and changes
accumulated knowledge and established tradi-
tions*,

6. The time is needed to generate new
habits, which will be the base for development of
new learning methods or for the correction of the
old ones.

Performance on bayan and accordion, as a
part of the entire musical and performing process-
es, is submitted to the general historic regularities.
At the present, the performance on accordions in
Russia is developing from two directions, as a
result in differences between organ-piano key-
board of accordion and button keyboard — bayan.
Both of those lines supplement each other. Those
performing capabilities, which are presented to
the performer by constructional characteristics of
both mechanisms, explain phenomenon of having
in existence two types of keyboards on one key-
board instrument. Deciding factor here is the
ability to respond to demands of developing art of
playing on accordion.

To understand the advantages of those keyboards
in the formation of accordion, it is worthwhile
paying attention to the sphere of development,
characteristic for the instruments of that type. In
an unusually short time, practically
during few decades, accordions went a long way
from primitive folk handicraft wares to complex
concert constructions. At the same time, the
nature of the instrument and its basic forms
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U €ro OCHOBHbIE (POPMBI CYIIECTBEHHBIX H3MEHEHMMH
He npereprniend. Pemepryap He moaBeprcs Kapau-
HaJIbHOMY nepecMoTpy. UHCTpyMeHT OBITOBOro My-
3ULIMPOBAHMSA, 3a KpaifHE KOPOTKMI BPEMEHHOM Iie-
pHOJ, pacCLIMPUB pernepTyap, MO3BOJIWI 00paTUTHCA K
CJIOXXHBIM MY3bIKAIbHBIM MTPOU3BEACHUAM HE TOJILKO
rapMOHHMYECKOT0o, HO M MOJUGPOHUYECKOrO CKJIazia.
Pasymeercs, npo6nemMa ¢opMUpOBaHUS THANIa30HOB,
3BYKOPSIIOB, aKKOPIOBBIX M MAaCCaXHBIX BO3MOXHOC-
Tei MprUoOpeTaeT MpU 3TOM MEPBOCTENEHHOE 3HaYe-
Hue. Crano ObiTb, BBIABUTAETCHA MIES YCOBEPILECH-
CTBOBAaHUSI KOHCTPYKLIM# KJ1aBUATYp.

KHomnoyHasi xpoMaTuuecKasi KjiaBuaTypa, KOMIia-
KTHasi, 3KOHOMUYHAas B CBOMX rabapuTax U B TO XK€ Bpe-
Msl COXpaHSIOLIAs LIMPOKUE BO3MOXHOCTU MHOIOIO-
JIOCHBIX TOJIOCOBEAEHUN M TEXHUYECKUX ITPHUEMOB,
BIEPBbI€ B UCTOPUM UHCTPYMEHTAIBHOIO CTPOMTE/Ib-
CTBa I[OJyYyaeT PEAIbHYIO IEPCNEKTUBY AKTUBHOIO
MPaKTUYECKOro MpuMeHeHUsi. OueBMAHO, HHUKaKas
Jpyrasi KJlaBUaTypHasi KOHCTPYKLHSI B YCJIOBUSIX UCTO-
PUYECKOM 3BOJIIOLIMM FAPMOHUKM HE cMmora Obl ciry-
XUTb eii cTo/Ib noJsie3Ho. He cMoria BblIepXaTb KOHKY-
PEeHLIMHU U opraHHO-(opTenuaHHas Ki1asuatypa. [1pu-
€Mbl MPEONOJIEHUSA U OCBOEHUSI TPYAHOCTEN KHOIOY-
HOM KJIaBUATYyPbl MOCTENEHHO CKJIAAbIBAIUCH B CBOEOO-
pasHylo cneurpuKy OassHHON MTIphl, Bce Oojiee opra-
HUYHO CJIMBABLIYIOCSI CO CTWIEM OasiHHOTO MCIMOJHM-
TenbcTBa. KiaBMllIHAs KjaBUATypa, MpUILEAIas co-
BEPLLIEHHO U3 UHOM c(epbl, OTBETUTb 3TOMY HE MOIJIA.
J1a 1 no 00beMy 1Mana3oHa, KOMIIAKTHOCTH pa3Mellle-
HUS KJIaBMIlI OHa ycTynasia KHonoyHoi. Ucrtopudeckoe
COTNEPHUYECTBO ABYX KJIaBHUATyp ObUIO OOYCIOBJIEHO
MHTEHCUBHbBIM MPOLIECCOM Pa3BUTHsA HOBOIO ODasiHHOIO
penepryapa.

Y10 Xe KacaeTcss OTHOCUTEIbHO TBEPABIX MO3M-
UMHA aKKOpJEeOHa B MacCOBOM MY3MLIMPOBAHWUHU, TO
OHM BbI3BaHbl B OCHOBHOM ABYMSI MpU4YMHaMM. Bo-
nepBbIX, HAJIMYMEM CIELUHUAIbHOW JIMTEPATYPBl IS
aKKOpIeOHa, YYUTbIBAIOLIEH OCOOEHHOCTHU €ro Kia-
BUATYpPbl, @ BO-BTOPbIX, UCTOPUYECKHU CIIOXHUBLICHCH
NPUBEPXEHHOCTbIO LLIMPOKHUX MACC K KJIaBMaTypam
OpraHHo-(oOpTENbAHHOrO TUMNAa, IJyOOKO BHEAPHUB-
LLIMMCS B MY3bIKaJIbHYIO XU3Hb U CO3HAHHUE JIIOACH.
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of existence were not changed. Repertoire was not
cardinally reviewed. The instrument for tradition-
al music making, in a very short space, expanded
the repertoire and allowed complex pieces of
music in both harmonic and polyphonic style
to be performed on it. Of course, problems of
forming diapasons, scales, chords and passage
performing capabilities get the up most impor-
tance. It seems to be, the idea of developing the
keyboard constructions has been pulled out.

Chromatic button keyboard is compact and
economical in its size, and maintains a great abil-
ity for the performance of polyphonic structures
as well as other technical methods, for the first
time in history of instrumental development
is given a real prospect of an active use in practise.
Obviously, no other keyboard construction in his-
toric evolution of accordion could be as useful.
Even the organ-piano keyboard did not survive
the competition. The ways of overcoming and
mastering the difficulties on button keyboard
gradually formed a specific method of bayan play-
ing, that have merged organically with a style of
bayan performance. Piano keyboard appeared
from a completely different sphere, and could not
respond to it. ‘And by the size of diapason and
compactness of key placements it is behind the
button keyboard. The process of intense develop-
ment of new bayan repertoire conditioned historic
rivalry of two keyboards.

When it comes to a very firm positions piano
accordion has in the area of mass music-making,
they are in general provoked by two main reasons.
Firstly, by the presence of specialist literature for
accordion, taking in to the account features of its
keyboard, and secondly, historically developed
closeness of masses to the keyboard of organ-
piano type, deeply incorporated in musical life
and peoples minds.
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TOHAIBLHOCTSX Oosiee OMHOOOpa3HOM M ymoGHOM, U
YCTpaHsUIO 6Bl reréMOHMIO raMMhI 10 Maxkop. [Tonmit-
KM M300peTeHMH BTOPOro poJia OTHOCATCS K U3MEHE-
HHAM (popMHI OORIYHOM KJTaBHATYPHI C LIEJIBIO CAEaTh
ee Gonee yno6Ho# wisa urpei» (3umuH I1.H. Uctopus
dbopTenbAHO M €ro NPeAIEeCTBEHHUKOB. — M.: My3hi-
Ka, 1968. — C. 134). Hesib3s1 He 3aMETHUTD, YTO AAHHBIE
BHIBOON 3MMMHA KacalOTCs TOJBKO MOUCKOB B YIyY-
[IEHWH 3PrOHOMMYECKUX CBOMCTB KJIaBUATYpPHI U IMO-
3TOMY HE MOTYT OLITh HCYEPIILIBAIOIIIUMH.

3. [uapansnoc — BOAsIHOM opraH, B KaMepe KOTO-
poro IOCTOSIHHOE AaBJIeHME BO3ayXa obecreyuBa-
JIOCh THIPABIHYECKHM YCTpoiicTBoM. M306peTeH
B III B. 10 H.3. MexaHHKOM KTe3ubuem.

4. Illar xJ1aBUILIM — PAaCCTOSIHUE MEXIY LIEHTpa-
MH COCEHMX KJIaBMIL.

5. Illepman H. ®GopmupoBaHie paBHOMEPHO-TEMIIE-
PHMPOBaHHOTO CTpos. — M.: My3bika, 1964. — C. 34.
6. benanckuii A.I. Teopus 3ByKka B IPUIOXKEHUH

K My3biKe: OCHOBbI (DM3HYECKOH U MY3bIKaIbHOM
akycTMku. — M.-J1.: TU3, 1925. — C. 127.

7. Tam xe. — C. 126.

8. PucyHku npuBoasTcs no KH.: My3bIKanbHas
sHumnoneausi: T. 2 — M.: CoB. 3HuUMKIONEaNA,
1974. — C. 821.

9. Cm. 3umuH IT1.H. CHocka 2. — C.134.

10. Epemenko K.O. O nepcrieKTHBax pa3BUTHA
cuMdoHHndeckoro opkectpa. — Kuep: Mys. YkpauHa,
1974. — C. 197-198.

11. Mupek A. M3 uctopuy aKKopieOHa 1 GasiHa. —
M.: Mysbika, 1967. — C. 122.

12. Bymyuyu npodecCHOHaIbHBIM MY3bIKAHTOM,
A.3. KynpsiBLIEB B CBOEi MCTIOHUTEILCKOH MPAKTHKE,
NOMUMO MOHOG(OHOB, UCTIOJIB30BAT TAKXKE aKKOPACOH
 6astH, 6bUT 3HAKOM MPAKTHYECKH CO BCEMH COBPEMEH -
HBbIMM KJIaBUATYPHBIMM YCTPOMCTBAMU FAPMOHUK. Yuu-
THIBasi, YTO B HACTosAlllee BpEMA TPYAHO HaWTH MY3bl-
KAHTOB, UTPAIOLIMX WIM MIPaBILMX Ha KJIaBHaType CHUC-
Tembl SIHkO, MHeHHMe KyapsBLEBa U €ro OLIEHKY 3TOM
K/IaBHATypHI CJIeyeT pacCMaTpUBaTh KaK Yype3BblYaHO
BaKHBIA Y MOJIe3HbIIA (PAKTONIOTMYECKHI1 MaTeEpHaL.

Notes

1. Savshinsky S.I. Pianist and his work, — L;
Sov. Compositor, 1961, — S. 200.

2. Characterising the attempts to solve it,
famous researcher of piano history P. Zimin
writes: «..we could mark two directions. The
authors of the first type were focused on the chro-
matic and ergonomic placement of keys, which
would make a fingering more figurative and com-
fortable, and would eliminate the hegemony of C
Major scale. Attempts of a second kind were
focusing in changing the shape of existing key-
board with a view of making it more comfortable
for playing» (Zimin P.N. History of piano and its
predecessors, — M.; Muzika, 1968 — S. 134). We
have to note, that Zimin’s conclusions are related
only to the improvement of ergonomic qualities in
keyboards and are not comprehensive.

3. Hydravlos — water organ in whose cham-
ber permanent air pressure was provided by
hydraulic mechanism. Invented in 3rd century
B.C. by Ctesibie.

4. Key distance — distance between the cen-
tres of neighbouring keys.

5. Sherman N. Formation of well-tempered
system, — M; Muzika, 1964 — S. 34.

6. Beliavsky A.G. Theory of sound in music
enclosure; Basics of physical and musical accus-
tics — M.-L.; GIZ, 1925 -S. 127.

7. Same — S. 126.

8. Pictures from the book: Musical ency-
clopaedia: T. 2 — M.; Sov. Encyclopaedia, 1974 —
S. 821.

9. Zimin PN. Snoska 2 — S. 134.

10. Yeremenko K.O. About the prospect of
development of symphony orchestra — Kiev;
Muz. Ukraina, 1974 — S. 197-198.

11. Mirek A. From history of accordion and
bayan — M; Muzika, 1967 — S. 122.

12. Been a professional musician,
A.Z. Kudryavcov except the monophones, in
his performing practise used accordion and
bayan, and was aware of all the modern key-
board mechanisms of accordions. Taking in
to a consideration the inability to find anyone
playing on he keyboard by PlJanko,
Kudryavcov’s opinion about the matter
should be viewed as a very important and use-
ful fact.
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13. CM. cHocka 1: CaBmmHckuit C.U. — C. 199.

14. OGpalleHre K KIaBHIlIaM TakKoi (opMbI ObLIO
BbI3BaHO, MPEXIE BCET0, CBOeOOpasueM pa3sBUTHSI FapMO-
HUK. Ellie paHHMe TMaTroHHYecKKe 00pasLibl 0OHApyXHBa-
IOT B CBOMX KOHCTPYKLIMSIX CTPEMJICHHE IMPUCIIOCOOUTH
¢opmMy K1aBHIlI K MaTbIM raGapyraM UHCTpYMEHTOB. Pas-
Melliasi JUaTOHWYECKUE KJIaBUILIM B OOMH psll, MacTepa-
KYCTap¥ M3rOTaBTMBAA MX B BUE Y3KHX IUTACTUHOK (Har-
pUMep, rapMOHMKH-Yepenalku). C yBeJIM4eHHEM TMara-
30Ha MIHCTPYMEHTOB ¥ BBOAOM JIOTTO/THUTE/IbHBIX A/TETEPH -
POBAHHBIX 3ByKOB CTA/I0O HEBOSMOXHBIM COXPAHSITh TAKYIO
¢opmy, pacroyioXkeHHe KIaBUIL OKA3a/I0Ch TECHBIM — ITPU
HaXMMe 3aXBaTbIBATUCH cocenHue. PeleHue ObU1o Hait-
JEHO ITyTEM COKPAlLIEHHUS [UTMHBI KJIaBHILI Yepe3 OHY B psi-
Iy, KpOM€E TOro, Ha MX MIPOBbI€ IUIOLIANKU CTAIM ITPUK-
PeIUIATh CBEPXY AOTOIHUTE/IbHbIE UTPOBbIE TUIOLIANKU B
¢dopmMe Jionaroyek (HarmpuMep, HOPBEXCKAs raApMOHMKA)
WIH ITyTOBUILI-KHOMOK (FrapMOHMKA «XpOMKa»). Takum 06-
pa3oM, MOTyYeHHasi KOHCTPYKLIMsSI oOpa3oBaia aBa (WU
OoJIbliIe) psifa KJIaBMIL M TEM MO3BOJISUIA pa3MECTUTS I10JT-
HbII MX KOMIUIEKT Ha MAJIOM KJIaBUaTYPHOM LLIUTE FrapMO-
HUK. Jlymaercsi, YTo 1o TOii Xe IMpUYMHE paHHUE KIaBUa-
TYpPbl CTApMHHBIX HACTOJIbHBIX CITMHETOB M KJ1aBUKOPIOB
MIMEJTY KJIaBUILIM-JIONATOYKH. DTOT (PakT MOATBEPXKIAETCS
MHOTUMH UKOHOIpaHYECKMMHU  MCTOYHUKAMH.
M. 3WIL6epKBUCT YKA3bIBAET HA OOHAPYXEHHYIO B AHT-
JIMM KJIaBUATYypy, KOTOpasi MOJTy4yWIa M3BECTHOCTb KakK
«@HIJIMICKas LlIaxMaTHas1 1ocka» (3wibbepkBucT M. Pox-
neHue doprernbsiHo. M.: Cos. komniosurop, 1973. — C. 14).

15. Xapakrepu3ysi paBHOMEPHYIO TeMIIEPALIUIO
paHHero aHIJUCKOro KoHuepTuHo, I. bepiunos or-
MeyaeT 0COOeHHOCTH, BbI3BAHHbIE UMEHHO TEePeX0I-
HbIM MOMEHTOM: «... U3TOTOBUTE/Ib AHIJIMIUCKUX KOH-
LEPTUH BBeJI B MEPBLIX TPEX OKTaBaX 3HITApMOHHUYEC-
KM€ MHTEpBabl MEXOy Js-0eMONb U CONb-AUE3 U
Mexay Mu-06emMonb M pe-Aue3, HacTpauBasi Jisi-0e-
MOJIb HEMHOTO BbILLE, YEM COJIb-AUE3, a MU-OEMOJIb
HEMHOIO BbIll€, YEM pe-AUe3, B COOTBETCTBUHU C
IOKTPUHON aKyCTUKOB — OOKTPUHOW, IOJIHOCTHIO
NpoTHBOpeYalllei MpakTUKe MY3blKAaHTOB. 3TO —
cTpaHHasi aHoManusi». (bepnunos I. bonbwo Tpakrar
O COBpPEMEHHOW HMHCTPYMEHTOBKE U OPKECTPOBKE,
colepxallluii: TOUHble cBeaeHUs 00 06beMe pa3iny-
HbIX MHCTPYMEHTOB, KPaTKOE OMMCAaHUE UX YCTPOM-
CTBa U XapaKTepPUCTUKY UX TeMOpa U BbIPa3UTEJIbHbIX
0COOEHHOCTEM, COMPOBOXIAAaeMbIA OOJIBLUIUM KOJIM-
4YeCTBOM NapTUTYPHBIX MTPUMEPOB, B3ATHIX U3 NTPOU3-
BeaeHU Bennuaitiumx MactepoB ¥ HEKOTOPBIX HEO-
ny6JuMKoBaHHbIX couuMHeHui aBtopa (C mon. P
LWrpayca. [lep., pea., BcTym. cTaTbsi U KOMMEHT.
C.I1. TopuakoBa. — M.: Myssika, 1972. — C. 497).
Cwm. Takxe kommeHTapuu peaaktopa C.C. [opuakoBa
(Tam xe. — C. 527).
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13. See Snoska 1: Savshinsky S.I. — S. 199.

14. Using the keys with that shape was
brought up by distinctive development of accor-
dion. Early diatonic samples showed in their
constructions aspiration to accommodate to the
small sizes of the instruments. Placing diatonic
keys in one row, handicraft masters made them
in the shape of a plate (for example accordions —
tortoises). With the enlargement of diapason in
instruments, and with introduction of alternated
sounds, it proved impossible to maintain that
shape. The solution was in shortening he length
of keys over one in the row, and additional sur-
faces were put on top of their playing surfaces in
the shape of a blade (for example Norwegian
accordion), or buttons (accordion «chromka»).
In that way the two rows of keys were formed (or
more), and would allow placement of them on
the small accordion fingerboards. It is believed
that the same reason is behind the use of keys-
blades on the early keyboards of table spinets
and harpsichords. That fact is proved by many
iconographic sources. M. Zylberquist is pointing
to the keyboard discovered in England, which
was known as «English chess board»
(Zylberquist M. The birth of piano, M; Sow.
Kompozitor, 1973 — S.14).

15. Characterising even temperament of
early English concertina, H. Berlioz points to
the details, brought by the period of change:
«...manufacturer of English concertinas includ-
ed in first three octaves enharmonic intervals
between A-flat and G-sharp and between E-flat
and D-sharp, tuning A-flat a little higher than
G-sharp, and E-flat a little higher than
D-sharp, in conjunction with the doctrine by
acoustics, — the doctrine completely opposed by
practising musicians. That is a strange anomaly».
(Berlioz H. Big tractate about contemporary
instrumental and orchestral arrangements, that
contains: exact data about the diapasons of the
instruments, short description about their
mechanisms, and about the characteristic of
their sounds and expressive abilities, accompa-
nied with a large number of scores and music
samples by the Greatest Masters, and some
unpublished works by author (S dop. P. Strauss.
Per. red. vstup. Comment by. S. P. Gorchakov —
M.; Muzika, 1972 — S. 497). See redactors com-
ments S.S. Gorchakov (Same — S. 527).



16. Jlynauapckuit A.B. B Mupe My3bixku : Cratey u
peun. — M.: CoB. koMTioauTOp, 1958. — C. 398.

17. BeprxoB K. Pycckue HapoaHmie My3hiKaib-
Hbl¢ HHCTpyMeHTH. — JI.. My3mika, 1975. — C. 162.
3nech MBI CTAJIKMBAEMCS C XAPAKTEPHLIM SIBJIEHHEM, B
3TOM CJyya¢ MY3BIKAILHO-CTWIMCTHYECKAS 3BOJIIO-
IMA TOPOXNAeT MHCTPYMEHT. OTX0A OT GBUIMHHBIX
MeceH K Pa3BHBAIOIIHMCSA XaHPOBLIM U OOpANOBBIM
NIECHSM B PYCCKOH HAPOXHON MY3bIKE BhI3BAJ M CMEHY
MY3BKANTBHBIX HHCTPYMEHTOB. IyciiM GhUIH BHITECHE-
HHI Gastanaikoit, Koropasi K MOMEHTY NOSIBIIEHHMS Nep-
BhIX FApMOHMK TTOTy4YHJIa IOBCEMECTHOE paclpocTpa-
HEHHE B MHCTPYMEHTAILHOM HApOOHOM TBOPYECTBE.
YcrpoiictBo Gananaiiku 6bUIO Jierdye NMpUCIOCOGHTD
JUISL MICTIOJIHEHMSA NMOABYDKHBIX PUTMO-TAPMOHHYECKHX
CTPYKTYP HOBOI'O NeCEHHOro cTwis. [oBopsi 0 upe3Bhi-
gaifHO OBICTPOM, IaXe YHMKAJIbHOM pacIpoCTpaHe-
HMM rapMoHHK B XIX Beke, MOMHMO 3KOHOMHYECKO-
ro 3¢¢exTa, MOXHO OTMETHUTD GOJIBIIIYIO TPHCIIOCO6-
JIECHHOCTb KOHCTPYKLIMM HMHCTPYMEHTa K YCJIOBHSIM
BO3HMKHOBEHMSI, OLITOBAaHMSI M DPa3BMUTHSI HOBOTO

XaHpa 9acTymikud. Bo MHOroM 3to onpeaenwno ¢gopmy
OLITOBaHMS FTAPDMOHMK.

18. B pesynbrate 3BOJIIOLMHM TpeoOpaxancs
BHEIHHWI BMI MHCTPYMEHTA: XydOXECTBEHHasi OT-
JeJIKa mpuobpeTana HHAMBUAYAIbHbIE YEPThI, OTJIHU-
YaBIIHE €ro U3 MHOTOYHCJIEHHBIX TApPMOHMK JIPYTHUX
reorpaduyecKkux 30H. A. Mupek noayepKUBaeT, YTo
«... ToNbKO B Poccuu co3naBajivch HapoAHbIE rap-
MOHHMKH. U3rotaBnMBajJuCh 3TU FapDMOHUKH MECT-
HBIMM YMeJbLIaMu-KycTapsiMu. B EBporne aMaTtoHu-
YeCKHe rapMOHMKH JeJIajii My3blKaJbHbIE MacTepa,
paHee MPOU3BOAUBLINE IPYTUE HHCTPYMEHTBI U Me-
PEHOCHBIIIME TEXHUKY UX MOCTPOEHUsI B rapMOHU-
Ky». (Mupek A. Hcropus rapMOHHO-OassHHOM
KyaeTypsl B Poccuu: Jluc. ... I-pa HCKYCCTBOBEA. —
Pyxomuce. — C. 56).

19. K. BeprkoB (CM. BeptkoB K. Pycckue Ha-
POIHBIE My3bIKAIbHbIE HHCTPYMEHThI. — JL.: My3bi-
Ka, 1975. — C. 54), a panee ero I. bnarogatoB (cM.
Bnaronaros I K. Pycckas rapmoHuka. — JI.:My3srus,
1960. — C. 36) yKa3blBalOT «IMBEHKY» B KauecTBe
NepBOii rapMOHMKU C OJMHAKOBBIMH 3BYKaMH IpH
cMeHe nBXeHUs Mexa. OnHako, Mo NPUBOAUMBIM
A. MupexkoM JaHHBIM, 3pa TaKUX rapMOHMK OTKpbI-
J1aCh HECKOJIbKO paHee C MPOM3BOIACTBOM BATCKHX
rapMoHHK (cM. npumeyanue Ne 10, Mupek A. UcTto-
pHMM aKKopjieoHa M basHa. — M.: Mysbika, 1967. —
C. 58; a Taxxe Mupek A. ... U 3By4YHT rapMOHHKA. —
M.: Cos. kommno3utop, 1979. — C. 13-15).

20. Mupexk A. ..M 3BYYUT rapMOHHMKA. — M.:
Cos. xomnosurtop, 1979. — C. 41.

16. Luncharsky A.V. World of music; state-
rsne:;lgts and talks — M.; Sov. Kompozitor, 1958 —
. 398.

17. Vertkov K. Russian folk instruments — L;
Muzika, 1975 — S. 162. Here we see the charac-
teristic phenomenon, in this case musical and sty-
listic evolutions are raising the instrument. The
move from epic songs towards the developing
genre and ritual songs in Russian folk music
brought the change in musical instruments.
Psaltery was removed by balalaika, which at the
moment when first accordions appeared had a
general appeal in instrumental folk art. Balalaika
was better suited for he performance of moving
rhythmical and harmonic structures of the new
style of songs. Talking about a very fast, even
unique popularisation of accordions in 19th cen-
tury, on top of economic effect, we should note
the adaptation of the construction of the instru-
ment to the new developing genre of — chastuska
(dance). It decided the form of existence of
accordion.

18. During the evolution, exterior look of
the instrument was changing as well: finishing
touches were getting individual character, sepa-
rating it from many other accordions from dif-
ferent geographical zones. A. Mirek states
«..only in Russia folk accordions were pro-
duced. Local handicraft man made them. In
Europe, diatonic accordions were made by mas-
ters, earlier making other instruments, moving
the technique of their building to accordion».
(Mirek A. History of accordion and bayan cul-
ture in Russia: Dis. ...d-ra iskustvoved. —
Manuscript — S. 56).

19. K. Vertkov (see Vertkov K. Russian folk
musical instruments — L; Muzika, 1975 —
S. 54), and before him G. Blagodatov (see
Blagodatov G.I. Russian accordion - L;
Muzgiz, 1960 — S.36) points to «livenka» as the
first accordion to have the same sound on bel-
low change. According to A. Mirek, the era of
those instruments started earlier in a produc-
tion of accordions from Vyatka (see note No.10
Mirek A. History of accordion and bayan — M;
Muzika, 1967 — S. 58; as well as Mirek A.
... and sounds accordion — M; Sov. Kompozitor,
1979 — S. 13-15).

20. Mirek A. ... and sounds accordion — M;
Sov. Kompozitor — 1979 — S. 41.
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21. B 1875 rony benoGoponos 3aka3an HHCTpY-
MeHT Mactepy I. JI. YynkoBy, KOTOpPBI# H3rOTOBHI
ero B 1878 roxy.

22. 3THM, B YaCTHOCTH, MOXHO HalTH OOBSICHe-
HHME TOMY, YTO MHCTPYMEHT MCIIOJIb30OBAICA HE Kak
COJIbHBIN, a KaK aHCaMOJIeBbIi M OPKECTPOBBIA.

23. Hotsl, 3anMcaHHbIe IUTHIEM BBEPX, HCIION-
HAIOTCSA Ha pa3XuM MeXa, IITWIEM BHH3 — Ha CXHM.

24. JIuBeHKa» U CUOMpPCKHE FApMOHMKHA HMETH
obuxomHbIii 3ByKOpsin (uedayTHOH WIM LIEPKOBHOM
raMmbi), COpMHUPOBAaBLLIMICS «IIOJ BIMSHHEM CTapo-
obpsimyeckux HamneBoB» (Mupek A. CrpaBOYHHK IO
rapMoHMKaM. — M.: Myssika, 1968. — C. 61).

25. Io3nHee, B KHUTE «...M 3ByYUT FapMOHHKAa»
A. Mupek yka3biBaeT APYroi nmepuon — «C Hayajia
XX Beka» (Mupex A. ...M 3ByYUT rapMOHHKA. — M.:
Cos. komnosurop, 1979. — C. 28).

26. Mupek A. U3 ucropuu akkopieoHa 1 6astHa. —
M.: My3sika, 1967. — C. 56.

27. Tak, B yactHocTH, B Tpynax T[MMHa (O rap-
MoHuKe: C6. pabor KoMuc. 1o uccien. 1 ycoBepiil.
rapMmoHUK / Pexa. A.A. PoxapectBeHCKuil. — M.:
I'MMH’a, 1928. — C. 62.) naiorcs olLIHOOYHBIE BHIBO-
Obl, YTO OBYXpAOHbIE TAPMOHUKM, TaK Ha3bIBa€MbIe
BEHKM M XPOMKHM, HHM C HCTOPDHUYECKOWH, HHU
C KOHCTPYKTMBHOM, HM C My3bIK&JIbHOW CTOPOHBI He
NpeacTaB/IsIOT MHTepeca.

28. B xpoMaTHuyeCcKMX aKKOpAEOHaX, HE3aBUCH-
MO OT THIa KJIaBHaTyphbl, rpud pa3Mellaicss oquHa-
KOBO — B OJHOM IUIOCKOCTH ¢ Onuanexauieit K uc-
NMOJIHUTENIO TMOBEPXHOCTbIO IMPABOro MOJyKOpITyca
(«npuneraoWuin» rpud).

29. O cucremax
(CM. HUXeE).

30. BHeuHee npoaonbsHoe pe6po rpuda, He Kpe-
nsueecs K NpaBoMy MoJyKoOpITycy.

31. JlenuHrpagckuit 6asHuct UBaH TuxoHOB
NPOAOJIXAET 1aBaThb KOHLIEPTbI HA HHCTPYMEHTE CHUC-
teMbl CTepaurosa.

32. B wiecTMpsiZHOM XpOMaTHYECKOM aKKOpAEO-
He pupmbl «A. Kebpmwié» (YexocnoBakus).

33. Cm. dporo (Mupek A. U3 ucropuu akkopae-
oHa u GasiHa. — M.: My3bika, 1967. — C. 144).

34. OnHako, To/bKO B 1962 roay BLIXOOUT KHUTa
A. lNoneraesa «[IsTunanblesas anrmiKkKarypa Ha 6a-
siHE», MOJIOXUBLLIAs HaYalo B pa3paboTKe BOMPOCOB
TEOPUU U METOAMKHU UTrpbl Ha GasiHe C MPUMEHEHUEM
BCEX MSTH NajiblieB npaBoit pyku ucnoauutens (IMo-
netaes A. [lsaTunanbuesasi anniaMkarypa Ha 6asiHe. —
M.: Cos. komnosurop, 1962. — C. 27).

KHOIIOYHBIX KJIABHATYP
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21. In 1875 Beloborodov ordered an instru-
ment from the master G.L. Tchulkov, which was
finished in 1878.

22. That partially explains why the instru-
ment was not used as a solo one, but for ensembles
and orchestras.

23. Notes with a neck up are played on open-
ing the bellows, and down — closing.

24. «Livenka» and Siberian accordions had
custom scale (church scale), formed «by the influ-
ence old ritual chants» (Mirek A. Guide to accor-
dions — M; Muzika, 1968 — S. 61).

25. Later in the book «...and sounds accor-
dion» A. Mirek points to the second period —
«beginnings of the 20th century (Mirek A. ...and
sounds accordion — M; Sov. Kompozitor, 1979 —
S. 28). '

26. Mirek A. From the history of accordion
and bayan — M; Muzika, 1967 — S. 56.

27. Partialy in the works by GIMN-a (about
the accordion: Works by the commission for the
research of accordion/ Red. A.A. Rozdestvensky —
M; GIMN’a 1928 — S. 62) misleading statements
that two row accordions, so-called «venki» and
«chromki’ are of no interest from historic, musi-
cal and constructional sides.

28. In chromatic accordions fingerboard is
always placed in the same place, irrelevant of the
kind of keyboard, - in line with the surface closest
to the performers body («lining» fingerboard).

29. About the systems of button keyboards
(see down).

30. Outer longitudinal edge of the finger-
board, not attached to the right half of a corpus.

31. Leningrad bayan player Ivan Tihonov still
performs on the instrument with a system by
Sterlingov.

32. In six row chromatic accordion by
«J. Kebrdl » (Czechoslovakia).

33. See photo (Mirek A. From the history of
accordion — M; Muzika, 1967 — S. 144).

34. However, only in 1962 book by
A. Poletaeva «Five fingers fingerings on bayan»
was published, starting developments of theory
and methods playing the bayan using all five

fingers (A. Poletaeva. Five fingers fingerings on
bayan — M; Soc. Kompozitor, 1962 — S. 27).



35. Sctpe6oB IO.I. CoBpeMeHHBIE NMPUHLUIEI
6assHHO#M anIUIMKaTypH : ABTOped.IMC. KaH/. HCKYC-
creoBen. — JI., 1967. — C. 20.

36. IIpogeccop H. K. Puzonp nuuer: «[Igtu-
najbLeBass anIUIMKaTypa IMPOXOAMT B HacToslliee
BpeMsl CTaIHIO CTAaHOBR/IEHUsA. B oIHHUX ciTyyasx Ha ee
OCHOBE JOCTHMTalOTCH SIpPKHUE pe3yJIbTaThl, Y4eMY CBH-
IETeIbCTBO — MAaCTEpPCTBO HAIIMX BHOHBIX GasiHHUC-
TOB-KOHLIEPTAHTOB, B IPYTHX — BCeE ellle HabonaeT-
Csl HEIOHMMaHue ee MPUHUMUNOB. OXHOM U3 MPUYMH
3TOrO ABJISETCA OTCTABAHUE TEOPHH OT MPAKTHUKH...»

BMecre ¢ TeM OTMETHM, YTO KOHCTPYKLIMS KJIaBH-
aTypHl NepBLIX 6asTHOB BOBCE HE MpPeayCMaTpUBaJia MC-
TI0JIb30BaHME NATUNATbLEBON. «[IpHioTHB» GOJMBILIONH
najel, KiaBuatrypa 6asiHa, TeM He MEHee, He npeTeprie-
BaJla CYIIECTBEHHbIX KOHCTPYKTHBHBIX HM3MEHEHMH
(MmeeTcst B BUAY OOBIYHBIA TyJILCKMIH 0asiH); MO3TOMY
BpS JIM MOXHO, YYUTBIBasA CrieLIMPUYECKOe CTPOEHHE
GOJIBLLIOIO NaJiblia, yTBEPXKIATh, YTO EMY TaK XKe YI00HO
UIpaTh Ha COBPEMEHHOI KJIaBUAaType, KaK BCEM JAPYTUM
nanbuaM. HanpaumBaercss BbIBOO 0 HEOOXOIMMOCTH
KOHCTPYKTMBHBIX U3BMEHEHUI KJ1aBUaTyphbl U rpuda H6a-
sIHa C YYE€TOM PaBHBIX BO3MOXHOCTEH LIS UTPbl BCEMH
namuaMu» (Pusons H. [IpyHUMNBI MpUMEHEHUS Tis-
TU-TIAIbLIEBOM aINIUIMKATYpbl Ha GasiHe : (MpaBasi Kia-
Buatypa). — M.: CoB. komnosurop, 1977. — C. 235).

37. «Ilpouecc npucnocobaeHUsi NpaBoi KJIaBU-
aTypbl K HOBBIM 3aa4yaM yxe Havaics. [pud u kna-
BHATypa B KOHLIEPTHBIX OasiHax nmocjeaHero obpasua
(B 0COOEHHOCTM B <«AINMacCUOHATE», MacTep
B. A. KomyuH) uayT HaBcTpedy TpeOOBaHUSM MATHU-
MajlbLIEBOM aNMIMKaTypbl: MEH3ypa KJIaBUATypbl
cTajla YyTh LIMpe, a rpud NpUOIU3UICS K KOpIYCy
MCIIOJIHUTES M MOJYYW HeOoblloi HakIoH» (Pu-
3oib H. [IpUHLMNBI NPUMEHEHUS MATUIIAIbLEINON
anruiMkatypel Ha OasiHe: (IlpaBasi knaBuatypa). —
M.: Cos. xomnosurop, 1977. — C.235).

38. «CtaHnapThbl, — MUCca U3BECTHbINA PpaHLLy3C-
kit apxutekTop Jle Kop6io3be, - 3TO NpoayKTbI JIO-
TMKM, aHaJIM3a, CKpYIyJie3Horo udyyeHus. OHM ycra-
HABJIMBAIOTCS HA OCHOBE MpPaBWIbHO CHOPMYIUPO-
BaHHOW 3amJayd. DKCNEPUMEHTUPOBAHUE OKOHYA-
TeJIbHO 3aKperuisiet ctaHaapt» (Kopbiosbe Jle. Apxu-
tekTypa XX Beka. — M.: IIporpecc, 1970, — C. 239).

39. Tak, 16 suBapst 1967 roma C.T. Xyaumckuii
MOJYYW aBTOPCKOE CBUIETENBCTBO 3a CO31aHHUE HO-
Boi ki1aBuatypsl (A. ¢.217195 (CCCP)). KnaBuarypa
tuna 6asgHHON (ABT. u300pet. XKynumckuih C.T.) —
NPUBOAMTCH (POPMYIMPOBKA aBTOPCKOTO CBUIETEIb-
CTBa, XOTd KiaBuarypa KyJIMMCKOIO IpeACTaBIsET
c0060if Pa3HOBMAHOCTb KHOIMOYHOI XpOMaTHYECKOH
xiasuatyphsl M. IupHxodepa.

35. Yastrebov Y.G. Contemporary principles
gfl;ubyan fingerings: Doctor dissertation — L, 1967 —

36. Professor N.I. Rizol writes: «Fingerings
using all the fingers are at the stage of establish-
ment. In same cases it brings a very good results,
which is proved by professionalism of our bayan
performers, and on the others — reminder of mis-
understanding of its principles. One of the reasons
for it is lack of theoretical development...».

It is worth mentioning that the construction
of the keyboard in early bayan did not anticipate
the use of all five fingers. The start of thumbs use
did not trigger major changes in construction
(thinking about bayan from Tula); it is hard to say
that, due to its specific shape, the keyboard is as
comfortable for thumb, as it is for the other fin-
gers. It brings the conclusion about the need for
constructional changes to be made to the key-
board and fingerboard of bayan, with taking in to
account equal abilities for playing of all fingers»
(Rizol N. Principle of using five fingers fingerings
on bayan: (right keyboard) — M; Sow.
Kompozitor, 1977 — S. 235). '

37. «Proces of adaptation of the right key-
board to the new tasks has already started.
Fingerboard and keyboard on the latest bayan’s
(in  particular  «Appassionata»,  master
V.A. Koltchin) are meeting the needs of five fin-
gers fingerings: measurement of the keyboard got
a bit wider, and fingerboard is closer to the body of
the player and is placed with an angle» (Rizol N.
Principle of using five fingers fingerings on bayan:
(right keyboard) — M; Sov. Kompozitor, 1977 —
S. 235).

38. «Standards, — wrote famous French
architect Le Corbusier — is the product of logic,
analyse, detailed research. They are set on the basis
of correctly formulated task. Experiments finally
establish the standard» (Corbusier Le Architecture
of 20th century — M; Progress, 1970 — S. 239).

39. On 16th January 1967 S.T. Zhulimsky
was awarded a authors certificate for the develop-
ment of the new keyboard (A.s.217195(SSSR)).
Bayan type keyboard (Author Zhulimsky s.t.) —
formulation of authors certificate, even though
keyboard of Zhulimsky is a variety of the button
chromatic keyboard of J. Dirnhoffer.
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40. Tupuxodep H. Ilat. No 477841 (Tepuarms)
ot 16 oxT. 1927.

4]. Yxe npUMCHABMIASCH KOHCTPYKTHBHAS
unes!

42. Heqr0 aHANONMYHOEC 3TOMY JBIDKEHHIO MhI
HaOmonacM B JBHXCHHAX PYKH H NAIbIEB CKPMIIAda,
KOTZIa OH OCYHICCTRIISCT IICPEXO0 HA COCSIIHION CTPYHY.

43. B xoze 3BO/IOIIHH KIABHATYPH H3MCHAIACH H
¢dopMa KXNaBHIl, B pe3yJETaTe 9€r0 B KOHCTPYKIIMH
CTaJIH BHACIATHECS XBA PANA YCPHBIX M GEIRIX KIaBMIIL.

44. BcrioMHMM MCTOPHIO CO3IAHMA MOJIOTOYKO-
BOIo MexaHH3Ma (pOpTENBAHO, KOTOPhIH, H3IMEHHMB
NPHBHYHOE 3ByJaHME KJIABHPOB, BHI3BaJl BHayae
Pe3Kyl0 KpHTHKY COBPEMEHHHKOB, WIH Ge3ycmerm-
HBbI€ TOTKTKH BHEAPEHUA KJIaBHaTypH SIHKO B ¢op-
TENBbAHHOE HCIIOTHUTEILCTBO.
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40. Dirnhoffer J. Pat. No.
(Germany) from 16 October 1927.

4]. Already used constructional idea!

42. Something resembling that movement
could be seen in the finger and hand movement of
the violinists, when they make move to a neigh-
bouring string.

43. During the evolution, the shape of the
keys was changing, which as a result brought out
two rows of white and black keys in construction.

44. If we remember the history of develop-
ment of hammers in the piano mechanism that
changed the sound of pianos, that was heavily
criticized in the beginning, or unsuccessful
attempts to implement the keyboard of Janko in
to the piano performance.

477841



IIpoexT JeBol KAABHATYPM
roToBO-BLIGOPHOIO AKKOpAEOHA
cucremn Kpasuosa

Co3naHue BHIOGOpHOI Kila-
BHAaTypn cucTeMbnl Kpasuosa
MO3BOJISIET PELIUTh KpPaeyroJb-
Hyl0 npobieMy penepryapa ak-
KOPIEOHHUCTOB, BHEIPHTh aK-
KOPIEOH C €OIMHBIMM ISl JIEBOMA
M IpaBOA PYKHM CUCTEMaMH KJia-
BHATYpHbIX yCTpOMCTB. C TOYKH
3pE€HHUs] UHCTPYMEHTOBENECHHUH,
HCIIOTHUTENIbCTBA U TMeNaroruku
Yy aKKOPIEOHHUCTOB IMOSBISETCS
IOJITOXAAHHAsA MoJeJib UHCTPY-
MEHTa, KoTopass Hauboisiee mno-
JIe3Ha ISl UIpaloLiMX Ha OpraH-
HO-(dOpTENUAHHOM KJIaBHAType.
HOns HUX oTnajgaeTr HeobGXoou-
MOCTb OCBaMBaTh BBIOOpHBIE
KHOIOYHbIE CUCTEMBI, 4TO, Oe-
3yCJI0BHO, TOPMO3WUT pa3BUTHE
HUCKYCCTBA MIPbl Ha aKKOpIEOHE.
Ha 6enopycckoii ¢pupme «Slava»
yXe€ Hayajaochb U3rOTOBJIEHHE Ta-
KHMX BBIOOPHBIX KJIaBHATYD.

[Ipennaraemass BbIOGOpHas
KJ1aBMarypa (cM. puc. 19) BbicT-
pO€Ha Mo 3epKajibHOMY MPUHLIU-
Iy OTHOCHUTEJIbHO MpaBOil Kja-
BUaTypbl. [loueMy HMeHHO Tak, a
He HaobOopoT, HalpuMep, KakK y
6assHa? HM3yyeHue HacToslIEro
BOIIpOCa MOKa3ajio, 4YTO [BUra-
TEJIbHO-UTPOBLIE MPOLIECCHI
ObICTpEE HaJIAXMBAKOTCS U Oonee
COOTBETCTBYIOT (PU3MOJIOTUM Ye-
JIOBEKa, €CJIM OHU HOCAT 3ep-
KaJIbHOE€  MPOTUBOABHUXEHHE.
Oco6eHHO 3TO JiIerko oOHapy-
XHUTb B JUPUXEPCKON MaHyasb-
HOM TexHHMKe. Bce, KTO x0T Obl
OIMH pa3 Opan B pyKM OJUPHXKED-
CKYI0 MNajJloykKy, IOMHSAT, Kak
MPUATHO U JIETKO IUPUXKHUPOBATD
IBYMSI pyKaMM B [IPOTUBOIBHKE -
HuM. Ho ucTtHHHOMY mpolueccy
JUPUXHUPOBAHUSA 4YyXlda Takas
OnaronpusiTHass  PU3UOJIOTUHU
«MapaajieJbHOCTh», TaK KAaK B
JTUPHXKEPCKOM MpoLiecce y Kax-
JOW PYKHU CBOSI (yHKLIMOHAJb-
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Project of the left keyboard
for free-bass accordion with a
system of Kravtsov

Development of free-bass
keyboard with system of
Kravtsov allows to solve the
basic problem of repertoire for
accordion, and to inculcate
the accordion with the same
systems of keyboard mecha-
nisms, both, in the left and
right hands. From the point of
view of the study of musical
instruments, performance, and
pedagogy, accordionists
received a long awaited model
of the instrument, which is
most useful for those playing
on organ-piano keyboard.
They do not need to master
chromatic button systems,
which without a doubt slow the
progress of the art of accordion
playing. Belarusian manufac-
turer «Slava» has already start-
ed the production of those
keyboards.

Suggested free-bass key-
board (see pic. 19) is based on
the mirror imaging of the right
keyboard. Why is it done like
that, and not like it is in bayan?
A study of this question
showed, that processes of
movement in playing are
acquired faster and more suit-
ed for the physiology of peo-
ple, if they are based up on the
mirror countermovement. It is
easy to see it in the manual
technique of conductors.
Everybody who ever held the
conductors baton, knows how
easy it is to conduct with both
hands in a countermovement.
But, the real conducting does
not include such a pleasant
physiological movement, as
each hand in conducting has its



HO-XYIOXECTBEHHas 3a7a4a, ¥ OHU He JOJDKHBI ABHU-
ratbcsi, Qyonupys apyr apyra. A, KoHeyHo, 3TO Tpe-
OyeT OOJBIIMX YCWJIMI Ha IPEONOJIEeHUE INMPUPOIAbI
JIBHDKEHUSI.

CryneHyaToe pa3MeLICHUE TPeX JAIbHUX OT Me-
Xa psOOB KHOIOK IO3BOJIMUT B NOJTHOM GYyHKLMO-
HaJIbHOM 00OBEME HMCMOJIb30BaTh IPU UIPE IEPBBIA
najiell JIEBOM pyKH.

Hoporue npy3bs!

3akaHYMBasi 3Ty KHUTY, 1 MbICJIEHHO BO3Bpallia-
IOCbh K roiaM MO€i IOHOCTH, BCIIOMMHAIO Ty YUCTYIO
pazoCTh, KOTOPYIO Sl UCIIBITAN, YBUIEB, 4YTO MOTY I10-
MbITAThCA CIEJIaTh JIIOOMMBII HHCTPYMEHT elle 6oiee
COBEpLIEHHBIM. YBEPEH, UTO 3Ta HU C YEM HE CpaB-
HUMOE YYBCTBO MCIIBITBIBAJIM BCE NMOKOJIEHUS MY3bI-
KaHTOB, O KOTOPBIX s BKpaTLie BaM pacckasaJl.

Xouy moxejaaTb MOJIOObIM My3bIKaHTaM JIIO-
OUTb Halll 3aMeYaTeIbHbIii HHCTPYMEHT, COBEPLUEH -
CTBOBATh CBOE MacTeEPCTBO U He 6OATHCA Aep3aTh BO
uMsi My3biku!

Bo cinaBy AKKOpaeoHa.
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own function and artistic task, and they should not -
be doubling each other. And it takes a lot of effort
to overcome the nature of the movement.

Stepwise placement of three rows of keys, fur-
thest away from the bellows, will allow the full
functionality and use of the left thumb.

Dear friends!

Finishing this book I would like to mentally
return to the years of my youth, and to remem-
ber that pure happiness I felt, realising that I
could do something about ‘my beloved instru-
ment, and make it even more perfect. I believe
that this unrivalled feeling was félt by all the gen-
erations of musicians, about whom I was briefly
talking.

My wish for yang musicians is to love our
instrument, to perfect your skills and not to be
afraid to dear in the name of music!

Long live the Accordion.
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Kuura Kpasuosa H.A. "Akkoppeon XX| seka" pacckassiBaer 0 CO3AAHMM MHCTPYMEHTQ, CTUPaIo-
Wero rpaHk MeXAy KNaBMWen U KHONKOW M KOTOPLIN NOKA3bIBAET OKKOPAEOHUCTY-KNABUWHMUKY
KPaT4aiWwmi NyTs B OBNOAEHWUM OPUrMHANLHLIM penepryapom 6asHuctos. B tekcre nokasaro
NPAKTUYECKOE NPUMEHEHHUE HOBOTO MHCTPYMEHTA B COBPEMEHHOM MCNONHUTENLCTBE, KOMMO3UTOP-
CKOM TBOpYEecTBe U 0ByyeHun akKOpAeoHUCTOB. B kHMre npusepeHsl NpakTUyeckn BCce BAPUAHTI
QNNAKMKATYPbl OCHOBHBIX TEXHUYECKUX POPMYN ANs OPraHHO-OPTENUAHHOM KNABUATYPI, HOKOMNEH-
Hble MHOTOBEKOBbIM MCTOPUYECKMM OMBITOM €€ UCNoNb30BaHMs. PackpbiThi OCHOBHbIE 3TaNb HOpP-
MWPOBAHMA XPOMATUYECKMX KNABUATYP B MMPOBOM My3bIKQNbHOM KynbType. Yurarens moxer npo-
BEPUTL M ANPOBUPOBATE HO HOTHBIX NPUMEPAX XYAOXKECTBEHHO-BbIPA3UTENbHBIE BOZMOXHOCTU HO-
BOrO MHCTPYMEHTQ C NOMOLWbIO Npunaraemoro makera knasuatypsl Kpasuosa. Khura usnoxena
HQ [IBYX 3bIKOX - PYCCKOM U GHIMUIHCKOM.

The book by N. A. Kravtsov "Accordion of the 2 1st Century" relates the story about the
creation of the irfstrument that wiped off the key and button distinction and shows an
" accordion player the shortest way of mastering the original repertoire of bayan players.
The book shows practical use of the new instrument in modern performing, music
- composing and teaching of accordion players. Practically all fingering variants of the
main technical formuls for organ-piano keyboard accumulated by centuries - old historic
experience are deal with the book. The main formation stages of chromatic keyboards
in modern music culture are recalled. The reader can check and approve on music
examples the artistic and expressive potentialities of the new instrument with the help

‘of Kravtsov's keyboard model applied. The book is presented in two languages —

Russian and English.. \
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