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In addition to verbal communication skills, the non-verbal communication
skills of a music teacher are important in vocal and choral activities. This is due to the
fact that the musical message is conveyed to the performers of the choir or ensemble
by means of non-verbal means of communication, such as the conductor's gesture
language, movements, facial expressions, pantomimes, instrumental performance of
the score and the actual performance of the vocal work or choral parts.

Non-verbal communication skills of a music teacher include such components
as:

* The ability to use the language of conducting gestures to convey musical text,
dynamics, timbre, tempo, rhythm and other sound parameters.

* The ability to use movements, facial expressions and pantomime to create an
emotional image of a musical piece.

* The ability to perform the score instrumentally for a better understanding of
the musical text by the performers.

* The ability to perform a vocal piece or choral parts in order to demonstrate to
the performers the virtuosity of the performance and the emotional impact of the
music.

It is important that the choirmaster has both verbal and non-verbal
communication skills. This will allow him to effectively interact with the performers,
achieve high performance quality and convey the composer's idea to the listeners.
Therefore, it can be concluded that the communication between the choir master and
the choir team takes place thanks to verbal and non-verbal means of communication
that ensure the transfer and reception of artistic information between the performers
and the choir master and a work of art
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EDUCATIONAL AND METHODOLOGICAL POTENTIAL OF CHAMBER
VOCAL LYRICS BY A. KOS-ANATOLSKY IN THE ASPECT OF MODERN
TRENDS IN VOCAL PERFORMANCE

Abstract.The article is devoted to the problem of preparing future bachelors to
perform Ukrainian romances of the 20th century. (on the material of chamber and
vocal lyrics by A. Kos-Anatolskyi). The article proves that the Ukrainian romance is
not only a work to be performed, but also a valuable and highly artistic part of the
work of the composer and all Ukrainian music. Ukrainian romance is presented as an
important component of the vocalist's educational repertoire.

Key words: vocal performance, romance, Ukrainian romance, chamber and
vocal lyrics.

Anomayia. Cmammsa npucéiaueHa npoonemi RniO20OMOBKU  MAUOYMHIX
baxanaspie 00 BUKOHAHHA VKPAIHCbKUX pomancie XX cm. (Ha mamepiani KamepHo-
goxanbHoi nipuxu A. Koc-Anamonvcvkoeo). Y cmammi 0ogedero, wjo yKpaincvKuil
POMAHC € He MIibKU meopom ons 6UKOHAHHA, A ue— L;iHHOIO ma 6UCOKOMUCmMeybKor
YacmuHo O00pOOKY KOMRO3UMOpA ma YCi€i VKpaiHCbkoi My3uxu. Yxpaincokuil
POMAHC NPeoOCmagieHUll 1K 8aMCIU8a CKIA008d HABYUANbHO20 PENEPTyapy BOKAJIICTA.

Knwuosi cnoea: 6oxanbhe BUKOHABCMBO, POMAHC, VKPAIHCObKUU POMAHC,
KaMepHO-B0KAbHA NIPUKA.

The relevance of the study of the problem "Preparation of future bachelors to
perform Ukrainian romances of the 20th century (on the material of chamber and
vocal lyrics by A. Kos-Anatolskyi)" is defined in view of the fact that Ukrainian
romance is an important component of the vocalist's educational repertoire At the
theoretical stage of the study, she worked out scientific and art history literature on
the problem of the vocal and performing specifics of the Ukrainian romance of the
20th century (on the example of chamber and vocal lyrics by A. Kos-Anatolsky). The
problem was studied by L. M. Dovgan, J. Z. Volynsky, A.K. Tereshchenko, O.E.
Gnatyshyn, O.V. Kozarenko, B.M. Filts, V.A. Kononchuk, O.M. Bass, O.M. Balanko,
T.P. Bulat.

For centuries the perfectly polished poetry and melody of the romance allowed
him to cross borders and become perhaps the most famous symbol of our nation. And
secondly, it is worth considering the importance of its vocal and performing specifics,
which students master when analyzing and working out the vocal text. After all, the
performance of the Ukrainian romance, and in particular, the romances of A. Kos-
Anatolsky, requires the development of vocal technique and the ability to skillfully
combine: sound reproduction, melismatics, coloratura passages, dynamic shades,
flexibility of the vocal and accompanying parts, the nature of the work, imagery,
expressiveness of the melodic line and necessarily accompaniment, which should be
support for the voice. And, in general, Ukrainian romance, which covers a rather long
history, is viable, constantly evolving and updated.

It is found that a significant place in the chamber vocal genre is occupied by
the work of composers of Western Ukraine at the beginning of the twentieth century.
A significant contribution to Ukrainian vocal lyrics was the work of composers
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D. Sichinsky, Ya. Lopatinsky, S. Lyudkevich, reflecting the characteristic features of
the development of the soloist genre of that period. Characteristic were the motives of
longing for happiness, the loneliness of unhappy love were the most characteristic of
his solo singing (D. Sychinsky); melodic melody, simple accompaniment, which
plays the role of a background element, a traditional two-part form, proximity to the
genre variety of the romance song (Ya. Lopatinsky); achieving an internal connection
between musical and poetic images (C. Lyudkevich).

On the example of solo singing by A. Kos-Anatolsky, one can see that
Ukrainian romance is not only a work for performance, but also a valuable and highly
artistic part of the composer's work and all Ukrainian music. (Filts, 1970, p. 88).

Given the above, we assume that the problem of performing Ukrainian
romances of the twentieth century deserves a more perfect theoretical study.

The purpose of the article is to highlight the results the study of the theoretical
and musicological base of the romance genre; substantiation and development of
methodological recommendations on the problem of vocal and performing specificity
of the Ukrainian romance of the 20th century (on the example of chamber and vocal
lyrics by A. Kos-Anatolsky).

In the course of our research, theoretical scientific and artistic material was
summarized and systematized. The theoretical material of the 1st section of the
qualification (master) work is systematized. The essence of the phenomenon of
training future bachelors in artistic and pedagogical higher education is clarified. The
educational strategy of vocal and performance training of future bachelors is
substantiated, directions and stages of preparation are allocated.

The results of the historical-musicological research of the phenomenon
"Ukrainian romance™ are also highlighted. Namely, the etymology of the word
"romance” is considered, a retrospective review of the history of the emergence and
formation of the romance genre is carried out, the genre specificity of Ukrainian
romances is highlighted. genre varieties of romances are considered. Romance - a
genre of chamber instrumental music; vocal lyrical work, which is performed
accompanied by a musical instrument. The term "romance" is of Spanish origin and
already from the 16th century it was used to define a solo secular song in Romance,
that is, in Spanish, with instrumental, mainly guitar accompaniment, and in the 18th-
19th centuries it became widespread in Europe.

Ukrainian song-romance in our artistic culture occupies a special place. In
Ukrainian public life, in particular in intellectual circles, it appeared, starting from the
17th century, as the most lyrical song. It became widely developed a little later - in
the 18th-19th centuries. A retrospective analysis of the scientific literature showed
that the development of romance is long and complex. It was romance that was the
kind of art in which the most active interaction and crossing took place, on the one
hand, oral folk song creativity, and on the other - written literature and professional
music, which brought with them diverse artistic trends and influences. Actually, the
genre of romance itself arose as a result of this interaction of folk and professional art
(Gordiychuk, 1973).
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In the second section of our study, the educational and methodological
potential of chamber vocal lyrics by A. Kos-Anatolsky in the aspect of modern trends
in vocal performance is considered.

In the first paragraph of the second section, the fundamental possibilities of
improving the performing abilities of students during the work on the romance are
considered. Namely, when practicing vocal and technical skills, such as: sound,
breathing, articulation, dynamics, etc.

Attention is drawn to the need to take into account the reproduction of the
artistic and figurative content of the romance while working on the romances of A.
Kos-Anatolsky.

In the second paragraph of the second section, methodological
recommendations for the vocal and performing training of future bachelors were
developed and substantiated. Attention is paid to the work on the ratio of vocal and
linguistic intonation and the performance-figurative filling of the emotional state of
the performer of the work. Recommendations have also been developed to work on
expanding the dynamic capabilities of the voice of the student vocalist (range of
voice, sound strength, filleting, breathing, articulation and facial expression).

In our research there is a leading opinion that for the professional performance
of romances by A. Kos-Anatolsky vocalists-bachelors should work according to the
plan, each of them may differ, but the following points should be present: selection of
romances taking into account the type of singing voice; analysis of the vocal part in
order to determine vocal difficulties and ways to overcome them; artistic and
pedagogical analysis of romance to 3’sicyBaHHs its content and means of artistic
expression. Next, the vocalist goes on to the stages of work on the work: solfaging
the vocal part of the romance, work on intonation, singing with the literary text, work
on diction, the formation of the correct attack of sound, the distribution of breathing
in phrases and work on sound guidance, the embodiment of the artistic image of the
work, work on facial expressions, gestures, image.

Romances of A. Kos-Anatolsky are distinguished by extraordinary song,
melodiousness of music, cantilenie, coloratura passages in works for a high soprano,
various decorations, as well as in some solos the composer uses a reception of so-
called "instrumental singing" (“Nightingale romance,” "Oh nightingales flew,"
"Lukasheva sopilka,” "Oh I go borders of the mountain™). That is why the vocalist
working on the composer's works needs to pay attention to the singing technique,
work out the mobility of the voice and expand the range if necessary. This will help
exercise on staccato up and down at a fast pace; performing jumps for wide intervals
up and down.

During the elaboration of the technique over the cantilena (*Oh, you're a girl,
from a grain nut,” "Oh, my pity," "Oh, I'll take a bucket™) and singing, the student
vocalist needs to perform special exercises for voice. It is important to choose chants
similar in meaning to complex phrases from the romance over which the student is
working, in addition to chants there should be vocalizations. Cantilena is
characterized by the ability to smoothly move from sound to sound; good at legato; as
well as the free, singing sound of the voice. Breathing at the same time occupies an
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important place, the vocalist must find "his" correct position, then it will be spent
more economically, while having a sufficient margin for long phrases. Also there is a
formation of skills by the student of correct inhalation through the nose and
simultaneous exhalation through the mouth and nose, assimilation of techniques of
breath holding and elastic elongated exhalation.

To develop a cantilene sound, it is of great importance to practice correct sound
management in various types of melody movement. The vocalist must learn to easily
lead the voice in scales, arpeggios, in moves at different intervals, while ensuring that
nothing changes in the work of the voice apparatus, except for the necessary change
in pitch. That is, so that the sound is in one position all the time. Of course, the
artistic text is somewhat more complicated, so the student must have well-developed
vowels aligned in the exercises and learn the skills of correct pronunciation of
consonants in singing. Thus, when working out this technique, voice guidance is
leveled, the sound becomes stronger and brighter, acquires support, stability and gets
a beautiful vibrato.

To expand the range of high voice, the student-singer needs to learn the
methods of working on exercises with an arpegged upward movement of the melody;
performing exercises with the movement of the melody up on staccato; fixing the
feeling of extremely high sound. To expand the range of low voice, you need to learn
the methods of working on exercises with a gradual downward movement of the
melody; fixing sensation opposite extremely low sound of range.

Kos-Anatolsky attaches great importance to the word, precisely to the
figurative content of romances, to their national meaning, where Ukrainian images-
symbols are reproduced by musical means (“When the Blue Mountains Fell Asleep,”
"Soloveyko on Kalyn,” "The Sun is Setting"). Together with beautiful music is the
soul of the Ukrainian people, which is why solospivy need to perform in a special
emotional state inherent in a particular romance. The student-vocalist should pay
attention to the artistic text, convey the character, create a stage image. It will help the
methods of stage acting, where the vocalist must reincarnate into the necessary
image, feel it for himself, think through every detail, "live." The essence of this
process is the active mental activity of the vocalist, the deep penetration of the
performer into the stage image and the realization of his means of vocal technique,
dynamic shades, facial expressions, gestures.

Conclusions.The creation of the desired image moB’si3ane with extraordinary
authenticity of performance, namely with the observance of the author's plan in the
interpretation of the work, the timbre of the voice, the artist's attention to his own
internal state, appearance, posture and facial expressions. Thanks to this large
complex of professional training, the student-singer will be able to fulfill all the tasks
in the preparation of romances by A. Kos-Anatolsky, and will acquire the formation
and improvement of skills for vocal and stage activities.
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