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[ix gac xpm3m Ta i30JMii POJH MICTENTBA CTAa€ OUIBII BaKIUBOIO B
HAIIOMY JKHATTI — HE3QJIC)KHO BIJ TOrO, YCBIIOMIIFOEMO MH II€ YH Hi.
«O06’emHaHHA TIOACH, HATXHEHHS, 3aCIIOKOEHHS 1 CITUTFHE BUKOPUCTaHHS — I1e
CHIM MHCTELTBA, 3HAYCHHS SKHX CTaJ0 OYEBHMIHUM IIifi 4ac maHmeMil
COVID-19», — 3asBuia Onpi A3ynaii, rerepanpamii aupekrop JOHECKO, B
OJTHOMY 31 CBOTX BECHSIHUX 3BCPHCHb.

[ $KIIO MPOTSArOM CTPOrOro KapaHTHHY MHCTETBO BHKOHYBAIO B
OCHOBHOMY TEpaneBTHYHY (YHKIIIO K JJIsI CAMUX XYJOXKHUKIB, Tak 1 Ui 1X
ayauTopii, TO 3apa3, KOJH CIOCTEpIiraeThCs CIan iHTepecy 1 BiACYTHICTBH
YYTIUBOCTI IO TEMH KOPOHABHPYCa, MOBa TBOPUYOCTI — MOXKJIHMBO, €IMHUI
edexTuBHUI cmocid noHecTn BaxiuBe. CaMe HECTAaHIAPTHHUN MOTISA Ha
3BUYANHI pedi — Te, 10 POOUTH XYyA0XKHIHN miaxin a0 mpotuzii KopoHasipycu
momiTHUM [1].

«KoBifiHE MHCTENTBO» YU «MHCTCITBO KapaHTHUHY» IMOPOJHUIO 0arato
HOBHX ()OpM Ta MpPOSBIB MHCTENTBA, MUCTAHIIOE TINAYiB Ta MHUTIB, Ta
BoJHOYAC, 30mmKye IX 3aco0aMM Cy4acHMX TEXHOJIOTi Ta IHTEpHeETY,
XYIOXKHUKH TMOKA3ylOTh HaM Hallle MaiOyTHE Ta CIIOHYKAIOTh 10 PO3AYMIB, Y
SIKOMY CBITi, CYCIUIbCTBI, 3 KO SKOJIOTIE0, IIIHHOCTIMHU, OOMEXKCHHSIMHU Ta
MOKJIMBOCTSIMHA MU XOTUIH O >KUTH Jai.

JlirepaTtypa:
1. Kak uckycctBo pacckassiBaeT 0 COVID-19. [Enekrponnuit pecypc] —
Pexxim poctynmy mo pecypcy: https://hromadske.ua/ru/posts/kak-iskusstvo-
rasskazyvaet-o-covid-19
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The conditions of modern pop vocal performance and its stylistic
differentiation require, in particular, the use of various vocal-performing
techniques in pop singing, that’s why one of the important components of the
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process of professional training of future pop singers is their mastery of
various vocal-performing techniques. The mastery and free use of various
vocal-performing techniques to a large extent ensures the competitiveness of
pop singers in the current labor market.

Various aspects of vocal training were covered in the works of such
authors as: H. Carter [1], K. Linklater [2], S. Riggs [3], C. Sadolin [4] and
others. However, the mastering vocal-performing techniques by students in a
pop singing class have not been the subject of any of the relevant studies.

It is advisable to determine the vocal-performing techniques. These are
specific methods of sound production, which are used in pop performance and
give the voice sensuality, expressiveness in certain parts of the song, which
acquire a special «color».

One of specific to pop singing vocal-performing technique is twang — a
special sound that is formed by the simultaneous closure of the soft palate and
«collary of the larynx, which provides «humming». It differs from the
phenomenon of impedance substantiated in the works of R. Yusson by the place
of localization in relation to the phonation organs: the impedance concerns, first
of all, the oral cavity, and the twang — the larynx. «Vocal» twang can take two
main forms: «pure» («oral») and nasal («nasal»), and methodically begin to
master more appropriate from the nasal, as «pure» twang in an untrained singer
can trigger a physiological mechanism with closure and true and false vocal
cords, which can cause phonotrauma. The study of nasal twang should begin
with classical vocalizations to the sounds «n» in the absence of forcing and not
creating excessive pressure in the closed mouth, because the closed mouth
stimulates the closure of the «collar» of the larynx.

Another vocal-performing technique is subtone (or singing with a sigh).
Subtone is very similar to whispering. The sound should be soft, and your
normal voice, which we use in language, should be barely audible along with
the breath. Examples of this technique can be heard in jazz and pop music,
such as Sade, Tony Braxton, Cher or Tanita Tikaram.

To imagine the work of the vocal folds, it is enough to imagine two sails in
the wind: well stretched, but made of elastic material, between which a strong
gust of wind — they meet the elastic coating, the edges, vibrate in the wind. And
two sails made of absolutely elastic material, rigid, with a weak gust of wind
they touch the hard edges, but the wind only slightly sways them (this is an
analogy of a conversational whisper), and finally two rigid sails, which a strong
gust of wind shakes, hitting one about one (this is an analogy of the subtone).

In the process of mastering the subtone vocal-performing technique, it is
also important to have a high level of technique of using a microphone and
interaction with the sound engineer. The use of this vocal-performing
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technique is associated with a significant reduction in the dynamic range, so
without proving the automaticity of microphone skills and good coordination
in working with the sound engineer, the subtone used in concert performance
may not get the desired effect.

Yodel (or «tyrolean singing») consists of a sharp transition from singing
«on a supporty to a falsetto. Characteristic roulades, jumps at wide intervals,
transitions from the thoracic low voice register to the high falsetto. This
singing is mostly known in Switzerland and Austrian Tyrol.

In modern music it is widely used by such performers as Dolores
O’Riordan («Cranberries»), Alanis Morissette, Gwen Stefani, Avril Lavigne,
Billie Myers.

For some time, the so-called «Reverse Yodel» has become widespread,
which is, as you might guess, a sharp transition from falsetto to «resistance».
Examples of this technique can be found in the songs of Linda Perry
(4 Non Blondes).

Strohbass (German — Strohbass, literally — «straw bass») — a type of
phonation, in which the vocal cords vibrate, but almost not tense. It is the
lowest vocal register, during which the production of the sound itself takes
place with the help of air passing through a relaxed glottis, as if «freely
oscillating». Strohbass usually sounds like a quiet, creaking voice and hardly
strains the vocal cords. The name «fry» is used for the corresponding sound:
strohbass reminds a sound of frying and squeaking of oil on a frying pan. The
upper limit of the strohbass range coincides with the lower limit of the thoracic
register (approximately «E» of the major octave). In a trained singer, the
transition between the thoracic register and the strohbass may be
inconspicuous. As you move down, the sound becomes less melodic, gradually
turning into a creak. The lower limit of the strohbass range is almost unlimited
and is determined, rather, by the limit of tone recognition in the sound.

Strohbass has long been used in academic vocals, and was later used by
rock vocalists to learn to sing with a rattle. But most importantly — thanks to
this vocal vocal-performing technique you can warm up the relationship
without the use of chants or relax if you sang for a long time or talked a lot.

Strohbass is produced by the oscillations of false connections that are
behind and in front of our vocal cords. False connections fluctuate during this
exercise, and your vocal cords are relaxed.

To learn how to do shtrohbass, remember your voice right after waking up.
The words sound like hoarseness, it’s a strobe. This is because the body and
vocal cords are as relaxed as possible. To add brightness to the sound and
make it a little louder, you need to lift your nose a little and make a slight
smile. Try this one the sound of «A». In the neck area around the ligament
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there may be a warm warming sensation. Now try to stretch the sound to «A»
in the shtrohbass.

When you have managed to achieve a continuous rattle on the strut, try to
intone with a rattle. That is to amplify and mute the sound of the voice, change
its pitch.

Filleting (French filer un son — «to pull the sound») — vocal-performing
technique, that change the dynamics of the sound on the sustained tone of the
same pitch, for example, from p to f and back to p. Thinning is an indicator of
free possession of vocal technique. Using milling, you can clearly «paint» with
the sound of a voice or instrument.

Another vocal-performing technique, used in the class of pop vocal, is
bending — a sound-elevating tension, an «bend» to a note, followed by fixing
on the desired note. Vocal bending (sometimes referred to as «runsy) is similar
to an instrument that is performed on an electric guitar and usually has an
improvisational nature and is limited to halftone around the note. Bending
usually begins or ends with a phrase or a word. In the process of studying, it is
necessary to pay attention to fixing the sound, which is preceded by a band and
its functionality within a particular work, if such a fixation is not a melody
mixed with the melismatics of execution, and the whole structure of the song
is violated. In general, it will be much more expedient to have a few pads in
the required places than a lot of padding where it is not needed. It is better for
beginners to begin to work out this vocal — technical reception from the band
to the tone from below to the required note, then — three half-tone steps from
below to the note, at first — at a slow pace.

Another similar technique is the slide (from the english «slide» — slip),
which in a classical voice statement is called «glisando», consisting of a
smooth ascending or descending transition from one note to another through
the reproduction of all possible vocal reproductions of sounds between them.

Other specific vocal-performing techniques are, for example, «flutter»
(laryngeal singing, «rick»), «screaming» (tumultuous high cry with
hoarseness), but their coverage is not the subject of this publication. In any
case, the development of new vocal-performing techniques for sound
production or vocal-performing techniques should take place under the
supervision of a specialist and in accordance with the methodological
principles of vocal training, as well as observing the rules of voice protection
and periodic monitoring of the state of the voice apparatus.

Mastering vocal-performing techniques should take place at a stage when
the student has fully mastered vocal breathing, the use of resonators, is able to
accurately intone and fully use the main features of his voice. Mastering vocal-
performing techniques in the process of professional training should take place
within the disciplines «Specialty», «Pop and jazz singingy. It is expedient to
master the vocal-performing techniques, which are necessary for the
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performance of a song from the student’s educational repertoire. At the same
time, advanced mastering of other vocal-performing techniques by senior
students under the condition of their vocal-performing readiness for this is also
an urgent task of a teacher of pop singing of higher education institutions.
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MMPO®ECIHE JEKOPATUBHE MUCTELITBO YKPAIHM:
TEHJEHLII PO3BUTKY B YMOBAX CBITOBUX
IJTIOBAJIIBALIIITHUX POLIECIB
(KEPAMIKA, CKJIO, IEPEBO, TEKCTHU.Ib)

Yerycona 3. A.
3acayacenuil 0isiy mucmeyme Yxpainu,
HayKosutl cnispobimHux 8i00iny 00pazomeopuo2o
i 0eKopamu8HO-NPUKIAOH020 MUCTHEYMEA
Tuemumymy mucmeymeosnascmea, horbKIOPUCIUKY MA eMHON02TT
imeni M. T. Punvcokoeo Hayionanvnoi akademii nayk Yxpainu
m. Kuis, Yxpaina

Y  HaykoBii  JOMOBiAl  PO3KPUBAIOTECA  OCOOJIMBOCTI  PO3BUTKY
npoeciiHOro JIeKOpaTHBHOTO MHCTENTBa YKpaiHM B YMOBax CBITOBHX
rnofani3amifHuX MPOIECiB, BUCBITIIOETHCS HOTO poiib ¥ (hopMyBaHHI TaKOro
BU3HAYHOT'O YMHHUKA SIK HAI[IOHAIEHO-KYJIbTYpHA 1JEHTHYHICTh YKPaiHCHKOTO
HapOJy y IiI0YMX HMapagurMax HOBOI peaIbHOCTI CyCIiIbCTBA.

[Mpobnemarnka yKpaiHCHKOi HAI[IOHAIBHO-KYJIBTYPHOI 1JEHTHYHOCTI €
MIPEAMETOM JIOCTI/DKEHHS YHCICHHX BITUYM3HSIHUX BYCHUX-TyMaHITapieB,
3-moMix sikux B. Annpymenko, 1. bex, B. Boponkosa, B. TI'opcbkuii,
K. XKyp6a, M. Koznosenp, C. Kpumcbkuii, M. Muxansaenko, P. [Tomimyk,
M. [NomoBu4, M. PozymoBcrkuii, H. Ckpripka, B. TabaukoBchkuii, O. Turap,
J. llleBuyk, B. Illefiko Ta iH.

104





