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NIJITOTOBKA MAMBYTHIX BAKAJIABPIB MY3UYHOI'O
MMUCTEITBA 10 IHTEPIIPETAIIIl BOKAJIBHUX TBOPIB Y
HAYKOBOMY JUCKYPCI

Y cmammi eucseimneno npobaemy inmepnpemayii My3udHUX mMeopis, w0
3a624C0U  3ATUUIAEMBC  AKMYATbHOIO 1 KOPECNOHOYEMbCSA 3  MemoOO002IEI0
eepmMenesmuKuy. 3a pe3yrbmamamu HAyKo8020 OUCKYPCY 008€0€HO, W0 MIiTbKu
iHmepnpemayis HOMHO20 3aNUCy, GIOMEOPEHHS U020 PeanbHO20 38)YAHHSI
BUKOHABYeM 3abe3neuye CyChilbHe ICHY8AHHA MY3UYHUX MB0pi6, OCKIIbKU
0QOpMIIeHHST KOMROZUMOPOM CB020 XYOOHICHHbO20 3AMUCTY Y HOMHOMY 3aNUcCi €
Oyoice npubausnum. Hasedeno OymKy my3uxko3nasyie ma uKIa0auiG-80KAliCMie
wooo iHmepnpemayiiHoi CymHOCMI IHMOHYBAHHA, BUPA3HO20 «O38)YEHHL)
HOMHO20 MeKCMmy ma 00 €EKMUBHUX XYOOICHIX 3A680aHb MAUOYMHIM bakaiaspamu
MY3UYHO20 MUCMeYm8ad CMOCOBHO MIAYMA4eHHs [ nepeoadi 00pa3Hoi KaHeu
MY3UYHO20 MBOPY.

Knwuoei cnosa: niocomoska Mmaubymuix  0axkaiaspie  My3udHo20
mucmeymaea, iHmepnpemayis 60KAIbLHUX MEOPI6, 2epMEeHeBMUYHA MeMOO0I02IA.

Preparing future bachelors of musical arts for the interpretation of vocal
works in academic discourse

The problem of interpretation of musical works always remains relevant,
especially in correspondence with the methodology of hermeneutics. Only the
interpretation of a musical score and its reproduction by a performer ensures the
social existence of musical works, since a composer's artistic vision in a musical
score 1s very approximate. Of the whole complex of elements of musical language,
only pitch and rhythm are precisely recorded, while intonation, the expressive
‘sound’ of the musical text, i.e. its interpretation, is a creative act of the performer.
Therefore, future bachelors of musical arts face objective artistic tasks of revealing,
interpreting and conveying the figurative canvas of a musical work. It should be
noted that understanding artistic and verbal texts depends on mastery of vocabulary
and awareness of their content, meaning and poetic subtext.

That is why an important task in preparing students of higher artistic education
to interpret vocal works is to convey their artistic meaning in its entirety, which is
ensured, in particular, by the clarity of the verbal text and its interpretation from the
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point of view of the vocal and expressive intonation of artistic meaning in the unity
of the singer's articulation, orthoepic and phonation and vocal skills. Therefore,
among the important factors of interpretation, we identify the selection of means of
expressive performance, in particular vocal and articulation techniques. Future
bachelors of musical arts must be able to perceive the peculiarities of the sound form
and phonation structure of foreign texts; they need to develop a differentiated
perception of the sensory structure of words and the attributes of their vocal
intonation, in particular, orthoepically high-quality articulation.

Lau Yan-hua emphasises the importance of the semantic-interpretative
component in the structure of the vocal-orthoepic culture of future vocal teachers
(JIoy Anbxya, 2019). It is this component that should ensure the quality of
interpretation and the search for adequate means of performance, in particular
orthoepic expressiveness in terms of the choice of phonation clarity in intonation,
the degree of activity in the pronunciation of consonants, the type of vowel attack
and their dynamic detailing, determined by the peculiarities of the reproduced
artistic and figurative content of the vocal work.

We agree with the scientific opinion that musical interpretation has an
ambivalent objective-subjective origin and arises in the process of interaction
between sound structures and performative energy, which carry the feelings and
thoughts of the performer. According to T. Syriatska, the object of performance
interpretation consists of six organically related elements, such as: sound structures
that the performer ‘extracts’ from the musical notation; intonation traditions, which
are transmitted in real sound from generation to generation and on which the
interpreter's ear relies when decoding the graphic notation of a work; musicological
knowledge of musical works; internal ideas about a specific artefact experienced by
the artist's own ‘I’; the objectively existing expressive possibilities of the
instrument/vocalist's voice; the conditions of music's existence (Cupsitcbka, 2022).

One cannot ignore V. Syriatsky's opinion regarding the performing energy
that underlies the interpretation of musical works and has a layered structure in
which at least five levels can be clearly distinguished (Cupsitcekmii, 1998). We agree
with the researcher that only at the last, fifth energy level is a person capable of
perceiving the hidden essence of the universe. Only on the waves of extreme
inspiration and complete concentration of spiritual forces does the vocalist rise to
brilliant revelations, when the universe opens up to him in all its perfection, when
the singer's voice resonates in unison with the cosmic strings, he gets the opportunity
to reveal to the listener the secrets of beauty in his own performance interpretation.
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3100yBay TPEThOro (OCBITHbO-HAYKOBOTO)
piBHS BHUIIOT OCBITH,
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HIAT'OTOBKA 31OBYBAUYIB-IHCTPYMEHTAJIICTIB 10
JANJAKTUYHO-BUKOHABCBKOI AIAJBHOCTI B YKPAIHI, KUTAI
TA ITOJbIII SIK HAYKOBA ITPOBJIEMA

Y MiKHApOIHOMY MPOCTOPI BUIIOT MUCTEIILKOI OCBITH MPOOJIeMa iArOTOBKH
3100yBadiB-IHCTPYMEHTAICTIB /10 TMEJAroriyHoi Ta BHUKOHABCHKOI MiSUTBHOCTI
aKTyaJli3yeThCs 3 OTVISAIY Ha TIEPMAHEHTHY MOJICPHI3allilo 1 TeXHoJIoTi3allio chepu
OCBITHIX TIOCJIYT Ta Yy 3B’SI3KY 31 30UIBIIIEHHSIM BUMOT COI[IYMY /10 KOMIIETEHTHOCTI
CIICIIaNICTIB, y TOMY pa3i — MaOyTHIX BUKJIAJa4diB-IHCTPYMEHTAIICTIB. BaxxnuBum
pe3ynbTaToM iXHBOI (paXxoBOI MIATOTOBKM CTa€ HAOyTTd HHUMH 3JaTHOCTI [0
TUTaKTAYHO-BUKOHABCHKOT JISUTBHOCTI., BKJIIOYAIOYM O3HA4YeHy MpoOsieMy B
aKTyaJlbHE TI0JIe HAYKOBUX PO3BIIOK.

Ha miacTtaBi mopiBHAIBHO-31CTABHOIO aHaNi3y aKTyallbHHMX pO3BiAoK [0
Anwiions, /1.1 3otosa, '.1O. Hikomai M.B. Kpymies Ta iHImux crae 04eBUIHOIO
HEOOXITHICTh yIOCKOHAJEHHS TMIATOTOBKUA 3100yBadiB-iIHCTPYMEHTAJICTIB 0
NUIAKTUYHO-BUKOHABCHKOI TISIIBHOCTI.

BBaxkxaemo, 10 JIUAAKTUYHO-BHKOHABCHKA  MISUIBHICTH  3100yBadviB-
IHCTPYMEHTAJIICTIB ~ BIAPIBHSAETHCS  CKJIIAJIHAM  TIOEHAHHAM  TE€JAroriqyHuX,
TEXHOJIOTIYHUX 1 XYyJI0)KHHO-€CTETUYHUX ii aCMEKTIB 1 BUMAarae Bij] CTYACHTIB SK
METOJMYHOI, TaK 1 BUKOHABCHKOI BIIPaBHOCTI, (OpMyBaHHS SKOi TOBHHHO
3M1MCHIOBATUCS Yepe3 IPOEKTYBAaHHS Ta CIELiaJIbHY OpraHi3allii0 OCBITHBOTO
MpoIecy, JOUUIbHO TMiai0paHuii 3MICT MIATOTOBKH, CTBOPEHHS BIJMOBIIHUX
MeJaroriYHUX YMOB Ta BUKOPUCTAHHS IHHOBAIIIMTHUX TEXHOJIOT1H

Training instrumentalists for teaching and performing in Ukraine,
China, and Poland as a scientific problem

In the international sphere of higher arts education, the problem of training
instrumentalists for teaching and performing activities is becoming increasingly
relevant in view of the ongoing modernisation and technologisation of the
educational services sector and in connection with society's increasing demands on
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