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Therefore, artistic and creative potential, as an individual psychological
feature of a person, is closely related to temperament, character, and abilities. It
depends on the emotional and volitional sphere of the individual, the degree of his
giftedness, the development of cognitive processes: thinking, feeling, perception,
imagination, fantasy, memory. All of them directly affect the peculiarities of the
formation of artistic and creative potential, make it possible to determine the
content of professional training of specialists in the field of vocal art, the amount of
necessary knowledge, abilities and skills, to develop the most effective method of
developing the artistic and creative potential of future vocalists.
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FEATURES OF EXECUTIVE TRAINING OF HIGHER EDUCATION
ACQUIRES IN THE PROCESS OF LEARNING TO PLAY
THE SAXOPHONE

Abstract. The article examines the actual problems of executive training of
students of higher education in the process of learning to play the saxophone. In
this aspect, the author investigated such categories as thinking, artistic image,
musical thinking, characterized three stages of the musical interpretation process
as a means of improving the performance skills of future bachelors in the process
of learning to play the saxophone: grammatical and psychological interpretation
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of the text; historical interpretation of the text; creation of the performance
concept of the piece and preparation for concert performance.

Key words: performance training, thinking, artistic image, musical thinking,
musical interpretation process, future specialists in the field of musical art.

OCOBJIMBOCTI BUKOHABCBHKOI NIITOTOBKU 3106 YBAUIB
BUIIIOI OCBITU B TPOLIECI HABYAHHSI I'PI HA CAKCO®OHI

Anomauia. Y cmammi  00CniONCYIOMbCA  AKMYAlbHI  npodIemu
BUKOHABCHLKOI Ni020MOBKU 3000)8ayi6 UWOI 0CBIMU 8 npoyeci HA8UAaHHs 2pi Ha
cakcogoui. B Oanomy acnekmi asmopom 0ocnioxceno maxi kamezopii, 5K
MUCTIEHHS, XYOOMCHIl 00pa3, My3uyHe MUCIEHHs, 0XAPaKmepuso8ano mpu cmaoii
MY3UYHO-IHmMepnpemayiuno2o npoyecy, K 3aco0y 800CKOHANEHHS BUKOHABCLKUX
HABUYOK MaubymHix 0axkanaepie y npoyeci HAGUAHHA 2pi HA CAKCOQOHI:
epamamu4yHa  ma  NCUXO0JO2IYHa  IHmepnpemayis  mexkcmy,  ICMOpPUYHA
IHmepnpemayisi. mMeKcmy, CMEOPEHHA BUKOHABCLKOI KOHYenyii meopy ma
ni020mo8Ka 00 KOHYEPMHO20 BUKOHAHHS.

Knwuogi cnosa: suxonascvka niocomoska, MUCHEHHS, XYOOXMCHIU 00pas,
MY3UYHEe MUCAEHHS, MY3UYHO-IHmMepnpemayitiHuti npoyec, maubymui gaxieyi 6
2aury3i My3U4HO20 MUCmMeymea.

Learning to play a musical instrument is carried out by a teacher in the
process of individual lessons with each student. At the same time, not only
training in performing skills takes place, but at the same time — education of the
student of higher education as a musician-artist. Thus, a teacher by profession has
a great influence on the formation of aesthetic views and artistic taste of future
specialists in the field of music education. Since the principles of the unity of the
development of the acquirer's technical skills and the development of his artistic
thinking are fundamental in saxophone pedagogy, we consider it necessary to
investigate such categories as thinking, artistic image, musical thinking.

Let's emphasize that any human activity is related to thinking. The
connections between musical knowledge and the corresponding forms of musical-
intellectual and performance activity are quite complex. Knowledge about music
does not just give impetus to one or another mental operations — they shape these
operations, determine their structure and internal content. Knowledge raises the
processes of musical thinking to a qualitatively higher level, which opens
favorable opportunities for assimilation of new, even deeper and more complex
knowledge.

Since the beginning of the last century, many psychological scientists began
to talk about the inseparability of the process of perception from thinking. The
brightest representative of this theory is the German psychologist R. Arnheim,
who introduced such a concept as «visual thinking», which combines thinking,
perception and imagination (Arnheim, 2004). In psychology, this concept began to
have a more generalized character, associated with perceptual perception, that is, a
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mandatory construction based on visual perception of a mental image, which is
included in thinking processes. Perception and thinking need each other, their
functions are complementary.

The elements of thinking in perception and perception in thinking
complement each other and cannot exist separately. They transform human
cognition into a single process that leads from the elementary acquisition of
sensory information to the most generalized theoretical ideas.

The world of art is the world of artistic images. Without understanding the
specifics of an artistic image, it is impossible to understand the essence of art. In
psychology, the term "image" denotes a subjective picture of the world or its
fragments, which includes the subject himself, other people, the spatial
environment and the temporal sequence of events (CunsiBcbkuii, CepreeHkona,
2007). It is this subjective picture of the artist's world that is of great importance in
the creation of a work of art. But not in its narrow psychological definition, but
with the presence of a special emotional coloring. Emotional mood plays one of
the most important roles here. Emotions are also a mental reflection of the vital
meaning of phenomena and situations, determined by the relationship of their
objective properties to the subject's needs, but their imprint is in the form of a
direct biased experience.

An artistic image reflects reality in its concreteness, individual uniqueness.
At the same time, being a living picture of the world, it necessarily contains a
generalization, conveys the inner meaning of what is depicted (OxapiBchka,
2012). An artistic image, like a concept, is a form of knowledge and reflection of
life, understanding its essence and regularities. Precisely because an artistic image
conveys not only a fact, but also the meaning of this fact, this image retains its
meaning for future generations.

So, in our opinion, an artistic image is a general category of artistic
creativity, a way and result of mastering life in art. It combines live contemplation
and abstract thinking, objective reflection of reality, its subjective interpretation
and evaluation of the author, and in music — also evaluation of the listener and
performer.

An artistic image in music is the most adequate expression of the idea of a
musical work, which is embodied with the help of sound intonations. The concept
of musical artistic image is closely related to the concept of musical thinking. A
person, in the process of practical music-making, thinks in sound images. At the
same time, the sounds in her mind turn into a certain sound artistic image.

Musical thinking is the process of the subject's mental activity, modeling his
relationship to reality in intoned sound images (3rypceka, 2019). Since the subject
of both the relationship and the process is a specific personality, musical thinking
is organically connected with all personal characteristics. It arises in the process
and as a result of active, aesthetically colored interaction with sound reality.

The categories outlined above are manifested in three stages of the
interpretation process (Yxkoy Jli, 2015): grammatical and psychological
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interpretation of the text; historical interpretation of the text; creation of the
performance concept of the piece and preparation for concert performance.

Thus, the first stage, the grammatical and psychological interpretation of the
text, involves the creation of a personal internal model of the work (Opuapoga,
2009), where the leading role belongs to the inner activity of the performer-
saxophonist. The creation of a performing image is not possible without taking into
account the genre features of the work, the historical uniqueness of the era in
which it was created, the style of the composer. Therefore, it is important to find
out not only the history of the creation of the performed work, but also the details
related to the spiritual world of the composer, the events of his life.

The second stage — the historical interpretation of the text involved the
interpretation of the biographical data of the author and the style of his work, the
artistic style of the era. These data were intended to supplement the already
received information about the work, to confirm or deny the correctness of the
initial hypothesis.

During the implementation of the third stage of creating a performance
concept of a work and preparation for a concert performance, the work takes place
in the direction of outlining the visual and semantic content of the work, studying
the conditions on which its implementation by the performer depends
(performance techniques), identifying performance difficulties and finding ways to
overcome them, as well as preparation to the performance of an instrumental piece
in concert conditions.

Thus, the formation of saxophonist students' musical thinking, the ability to
reproduce an artistic image in the process of working on the three specified stages
of the interpretation process contributed to the deepening of their musical and
theoretical knowledge, performance skills, revealed such qualities as artistry,
creative imagination. This knowledge and skills contribute to the improvement of
performance skills of future bachelors in the process of learning to play the
saxophone, and are the basis for effective implementation of future professional
activities.
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Ceitinana IPUT'THA

KaHIUJAT NeJaroriyHux HayK, JOUEHT,
Oaexcanap BUIITHSA

3100yBay Apyroro (MaricTepchbKoro) piBHs;
BHUIIIO] OCBITHU

JAAPUT'EHTCBKO-XOPOBA HIAI'OTOBKA MAMBYTHIX
BAKAJIABPIB Y 3AKJIAJIAX BUIIIOI OCBITU YKPATHU TA KUTAIO

Anomauia. Y cmammi aemop poszensoac 0cooaugocmi OUpuceHmcbKo-
X0po8oi ni02omosxku Mauoymuix O6axkanagpie y 3akiaoax euwoi oceimu Yxpainu
ma Kumaro. Ananiz nayxogo-nedazo2iunoi nimepamypu 008i8, wo y MUcmeybKii
oceimi Kumaro mpaouyitino cghopmysanucs Oitbut CMIUKi MeHOeHYii pO36UMKY
COJILHO20 CNiBY NOPIBHAHO 3 KOJEKMUBHUM BOKATbHUM MY3UKYBAHHAM, d CY4aCHA
mucmeyvka oceima 6 Ykpaini 3abe3neuye HeoOXiOHI YMOBU 01 (HOPMYBAHHS
BUCOKOKBANIDIKOBAHO20 npoghecionana 6 2anysi Xopoeoco Mucmeymea uepes
dianoe 3 pi3HOMAaHIMHUMU My3udHuUMuy aeuwjamu. Kumaiicbka euxonascoka wikona
Xapakxmepuzyemsbcsi CUCMEMAMUYHUM NIOX000M 00 30epedceHHs ma pPO36UMKY
npogheciiinHux i My3udHO-eCmemuyHux mpaouyii, wo 3abe3neuye 8UCOKUL pPiBeHb
BUKOHABCLKOI MailicmepHocmi. Memoouuna cucmema OUPUEHMCbKO-XOPOBOI
nioeomosku 6 Ykpaini nocoHye 6a2amosikogi cnigaybkKi mpaouyii 3 Cy4acHUMU
NPUHYUNAMU HABYAHHS, 30KPEMA KOHMEKCMHUM NIOX000M ma iHme2payicio 3HaHb.

Kniouosi cnosa: oupuzenmcoko-xoposa nid2omoeka, 3aknaou 8Uuuoi oceimu
Yxpainu ma Kumaro, dianoziune cninkysauHs, Xopoutl KO1eKmue.

CONDUCTING AND CHOIR TRAINING OF FUTURE
BACHELORS IN INSTITUTIONS OF HIGHER EDUCATION IN
UKRAINE AND CHINA

Abstract. In the article, the author examines the peculiarities of conducting
and choral training of future bachelors in higher education institutions of Ukraine
and China. The analysis of scientific and pedagogical literature proved that in the
art education of China, more stable trends of the development of solo singing
compared to collective vocal music-making were traditionally formed, and modern
art education in Ukraine provides the necessary conditions for the formation of a
highly qualified professional in the field of choral art through dialogue with
various musical phenomena. The Chinese performing school is characterized by a
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