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thesaurus on the example of the professional activities of performers (instrumentalists,
vocalists), composers, as well as research scientists in the aspect of comparative analysis.
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CULTURE OF PERFORMING PHRASING IN THE PROFESSIONAL TRAINING
OF FUTURE MUSICAL ART TEACHERS

The article actualizes the problem of performing culture formation in future musical
art teachers, which is caused by certain shifts in their professional training towards
mastering integration technologies. It is emphasized that a modern teacher of musical art
should have a culture of musical works performing, which are often presented in an
auditory environment in different manners and inappropriate styles. The phenomenology
of musical and performing culture is considered; the clusters that unite the basic skills and
corresponding tasks the musician-performer faces with have been identified. Among the
cluster of mastering the artistic-expressive resource of performing culture, the culture of
performing phrasing is singled out. It is emphasized that the musical phrase is the main
attribute of artistic information, which is transmitted from the composer to the performer
and from the performer to the listener.

In the professional training of future musical art teachers, the culture of
performing phrasing is manifested in various types of performing activities: vocal,
conductor-choral, and accompanist, solo-performing, and ensemble-performing.

The essence of the culture of performing phrasing of future musical art teachers
is determined as a professional quality, which is formed and improved at the
intersection of such clusters of performing training as a whole, as technological-
performing, artistic-communicative, compositional-articulation, interpretive-semantic.

The components of the culture of performing phrasing of future musical art
teachers are presented, taking into account the peculiarities of playing wind
instruments and teaching-methodological activities in working with students of out-of-
school institutions and art schools.

Key words: culture, culture of performance, phrasing, expressiveness of
performance, instrumental training, future teachers of musical art, artistic-semantic
representations, interpretation of the work, artistic communication.

Introduction. Performing culture is such a phenomenon in the
heritage of all nations, which allows to preserve and increase musical
values, as they materialize and exercise their humanitarian, aesthetic
impact on a person only through the process of dubbing. That is, a
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musician-performer plays a key role in the dissemination of musical works,
their value meaning for a particular era, for new listeners and lovers of art.

Analysis of current research. The issues of musical performance as a
leading link in the professional training of future musical art teachers occupy
a leading role in a number of studies by scientists from both Ukraine and
China. We draw attention to such studies, which reveal various aspects of
the future musical art teachers’ performing culture, which take into account
the specifics of their work with schoolchildren. In particular, Lin Huaqin’s
research raises the issue of piano-performing culture of future musical art
teachers (Lin Huagin, 2017); Wu Xuan considers methodological context of
preparing future musical art teachers for the formation of schoolchildren’s
vocal culture (Wu Xuan, 2020); interpretive culture of piano performance is
presented in the study by M. Demir (2016); O. Andreiko (2014) explores the
theoretical and methodological foundations of the violinists’ performing
culture formation. In the context of the tasks of our research, works are
relevant in which various aspects of the performing culture of playing wind
instruments are revealed, in particular in the preparation of future musical
art teachers. For example, the problems of multicultural and transcultural
competence of students-saxophonists are presented in the works of Wang
Binbin (2019; 2022); the pedagogical potential of playing wind instruments,
as well as music repertoire for them, becomes the basis for the formation of
the auditory culture of schoolchildren in the study by Pan Xinyu (2019). In
general, instrumental training of future musical art teachers as a process that
allows reaching the level of performing culture is considered in the study of
V. Labunets (2017).

On the one hand, the phenomenon of a musician’s performing
culture is based on a certain range of professional competences, which
become the basis for achieving the level of proficiency and culture. At the
same time, it is impossible to achieve either competence or culture
without certain performing skills, which become the building blocks for
achieving professional growth in the vectors of future musical art
teachers’ performing training. The list of various skills of a music teacher-
performer is quite wide. Such skills include both performing artistic
technique (Wang Bin, 2010) and performing-polyphonic skills (Han Le,
2019), both reflection skills (Ming Shaowei, 2017) and performing self-
control skills (A. Grinchenko, 2019).

Particular attention in the context of our research is attracted by
works devoted to the ability to voice directly artistic-semantic aspects of
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the musical text. They include the dissertation research by Lu Chen (2015),
which focuses on performing-articulatory skills, Wei Siming (2017), which
focuses on tempo-rhythmic skills, and Bai Bin (2014), which expands the
performing-technological context of auditory-timbral representations.

The listed works and studies do not present those that raise the
issue of the culture of musical-performing phrasing. This aspect is quite
important because it provides a qualified idea of the artistic-compositional
understanding of the musical text and its figurative-semantic context. This
led to our research and determined the purpose of this work.

The article is aimed at substantiating the essence and structure of
the culture of performing phrasing of future musical art teachers in
professional training, as well as direct consideration of the preparation for
playing wind instruments.

Research results. Revealing the essence of the key concept — the
culture of performing phrasing of future musical art teachers, we first of
all used the understanding of culture as the highest degree of quality. At
the stage of theoretical generalization of this concept, we did not solve
the problem of the essence of culture as a scientific category. This is a
scientifically self-sufficient problem and, in accordance with the scientific
reflection of complex concepts in which the concept of “culture” is
applied, is often used either in the general scientific sense of the word, or
a priori, as is accepted in practice.

According to the definition of the phenomenon of a musician’s
performing phrasing culture in general and a future musical art teacher in
particular, culture in this word combination plays the role of a characteristic
feature of qualitative mastery of a complex of necessary skills and abilities to
embody during the materialization (voicing) of a musical text of its structural-
semantic, compositional units, fragments, periods, etc., which are a
reflection of the author’s musical thinking. It is not about a simplified
understanding of the composition, the form of the work, but about the
meaningful and artistic-performing embodiment of an idea that unfolds as a
narration, dialogue, or a musical and pictorial fragment that requires
emotional and experimental, timbral and articulatory dubbing. This requires
certain skills and abilities. And taking into account the professional training of
future musical art teachers, in particular their methodological and teaching
activities, such skills and abilities are complemented by the appropriate
competence to form the ability of performing phrasing while learning to play
musical instruments for schoolchildren and students.
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Thus, by the concept of “culture” in the phrase “culture of
performing phrasing” we will understand precisely the highest level of
qguality of possession of the whole complex of skills and abilities to
perform the phraseological-semantic properties of a musical text.

Since musical text is always written by a composer, taking into account
the technical capabilities of the instrument, we took into account the fact
that playing wind instruments involves a complex technical and physiological
preparation of performers. Performing phrasing of play using instruments of
this type requires high-quality possession of breathing, labial muscles, which
is coordinated with the activity of internal hearing, perception and self-
perception and a sense of figurative expression of performance. There are
not so many works for solo performance on wind instruments. As a rule,
works involve piano accompaniment, or written for 2-3 or more musical
instruments, that is, for an ensemble. The quality of phrasing during the
performance of such works is also due to creative interaction, artistic-
performing dialogue/polylogue. Often this is accompanied by coordination
and breathing, emotions, even facial expressions and elements of acting.

Such complex requirements for performing phrasing of playing wind
instruments requires, first of all, the high motivation of the future musical art
teacher to master the culture of performing phrasing. Sometimes a student
who masters a work, but does not see his future role as a teacher, imagines
the acting aspect of self-expression. However, motivation in this context is
not complete. The future teacher of musical art should be tuned to a
constant listener in his work — a student or schoolchild, whom he will teach
to play, or perceive a musical work. And if a work for vocal or piano is more
easily perceived and mastered by schoolchildren, then work for a wind
instrument requires considerable efforts of the teacher for its adequate
perception by students. And here, the adequacy of perception and
performance of works for wind instruments by students and schoolchildren
depends on the level of mastery of the artistic means of expression of the
teacher-performer.

In view of the above, we introduce the first important component of
the future musical art teachers’ performing phrasing culture, taking into
account their instrumental training — playing wind instruments, namely:
the motivation for artistic-technical improvement.

Taking into account the complexity of this component, we distinguish
two essential elements in it. The first element is the mastery of the technical
and physiological performing apparatus, which is an indispensable resource
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in the culture of performing wind instruments in general. Here it is important
to take into account the complexity and combination of natural and
technological factors. Thus, H. Martseniuk points out the following
physiological and technological aspects of the trombonist’s performing
technique, which, from our point of view, are relevant for playing other wind
instruments. We are talking about: embouchure; tongue as a means of
sound production and sound formation, setting the mouthpiece (this is
already a technological process), performing breathing (technological and
physiological process), setting acoustic resonators that enter the integral
respiratory system of the wind instruments performer; musculoskeletal
system (Martseniuk, 2017, p. 598).

The second element is a complex of artistic-performing, articulation
and phraseological skills and the desire to improve them (playing wind
instruments). This element shows how much a brass performer studying
to be a musical art teacher owns the artistic and technical properties of
the instrument and how motivated he is to improve his mastery of them.
Motivation is an essential factor of success in performance. Here an
important aspect is the focus on mastering the most diverse means of
expression that are available to a particular tool. So, for example, the
portraiture of the human voice, which is characteristic of the saxophone,
requires the performer’s desire to master the variety of performing
techniques of intonation and phrasing. It is the phrase that becomes the
“section” of musical thought, and possibly the role, the image that arouses
interest in the one who perceives the work. This is a certain musical and
acoustic riddle that the listener can solve. Such tasks reinforce the
motivation of the performer to search for various means of expression,
which in turn enriches the culture of performance in general and the
culture of performing phrasing in particular.

Substantiating the second component of the culture of performing
phrasing, emphasis was placed on the competence of future musical art
teachers who master playing wind instruments, regarding the repertoire in
general and the peculiarities of the embodiment of artistic, semantic,
figurative ideas in the text of the work. Reading the text, understanding the
remarks, terminology, articulation marks, which are spelled out in the text,
requires appropriate competence from the musician-performer. It can be
conditionally called as artistic and textual competence, the basis of which is
appropriate literacy. In the dissertation, Lu Chen (Lu Chen, 2015) considered
a special set of skills, namely: the skills of musical-performing articulation.
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The researcher established a certain correspondence of performing skills to
various types of professional competences, among which she provided
terminological. This type of competence, according to the concept of the
researcher, “... provides competent reading of remarks, terms, graphic
signs”, as well as artistic-semantic, which “... allows us to recognize and
adequately link the articulatory means of expressiveness of music with the
artistic image” (Lu Chen, 2015, p. 123). This allowed Lu Chen to isolate the
corresponding components of the studied complex of skills of performing
articulation. We are talking about the technical and performing component
that “... covered directly the performing technology of mastering musical
articulation, all its varieties ... including the ability to master stroke and sound
production...” (lbid., p. 124.). These skills are of a technical performing
nature, at the same time they allow us to realize and convey the form of a
musical work performed as an artistic means through which the dramaturgy
of image disclosure is conveyed. Based on the above, Lu Chen also singles out
the artisticccommunicative component of skills, since the means of
articulating musical language are means of transmitting artistic information
with its further perception and understanding (Ibid., p.125).

Thus, defining competence in the work on the performing
repertoire and musical texts of works as the second component of the
culture of performing phrasing, the relevance of two important elements
was established: the ability to qualitatively comprehend the
phraseological and compositional structure of the text; experience and
orientation in the genre, compositional and stylistic diversity of the
repertoire for wind instruments in an artisticccommunicative context.

If the first element implies a high quality of understanding of the
musical text, its attributes and remarks, allowing to define the composition
of the work as a whole as a course of semantic phrasing of musical material,
the second reflects such an understanding of the musical text being
performed, which allows to convey the semantic, artistic-figurative
representations of the work in the course of artistic-communicative contexts.
Such a deep attitude to the musical text is based on the wide experience of
mastering a diverse repertoire for a particular wind instrument.

In our research, the predominant semantic repertoire line was works
for instruments such as saxophone (solo, ensemble) and clarinet. These
instruments have certain technical and performing coincidences, which
made it possible to combine some methodological tasks in further work.
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At the same time, the use of these artistic-expressive, musical-
linguistic and compositional principles of the culture of performing
phrasing actualized the need to consider certain skills, abilities and
experience in the creative-interpretive and methodological-pedagogical
plane. For this purpose, the third component was introduced into the
structure of the studied complex, namely: creative-performing and
pedagogical interpretation of musical works for wind instruments (solo,
ensemble). It also has its own internal structure, since it covers the
performing-interpretive context of phrasing both the artistic-informational
embodiment of the composer’s intention and interpretive interpretation,
as well as creative-pedagogical context. The latter are precisely what
distinguishes the culture of performing phrasing of the future musical art
teacher, since in the educational process in general and learning to play
wind instruments in particular, the teacher can convey the phrase with
greater expression, with verbal metaphorical commentary. This will always
be aimed at solving certain pedagogical tasks and enriching the teaching
methodology with artistic-communicative methods of a special “etude-
improvisational” nature. The teacher of musical art should always be
prepared for creative ingenuity, pedagogical improvisation using his own
performance with a clear emphasis on this or that musical phrase.

In the context of the above, we consider it necessary to include in the
structure of the third component such elements as: the ability to apply the
artisticccommunicative context of performing phrasing in the process of
creative interpretation; methodological and pedagogical qualification in
working on performing phrasing in the educational process of playing wind
instruments of students in various conditions of modern cultural space.

The first element is associated with the second component in terms of
understanding the musical text and its attributes, in particular the
communicative nature (articulation, performing expressiveness of
intonation), but in the structure of the third component this already has a
creative, free-improvisational nature of application. This is the independence
of interpretation and the search for the embodiment of one’s own sense of
the phrase, its accents, artistically mediated “narratives”, that is, how this or
that phrase is felt and “expressed” by the performer who conveys the
meaning. The second element lifts this creative-interpretive independence
and “ingenuity” to the level of ideological and communicative interpretation
of the work, the interpretation of its phrasing as a methodological resource
in solving pedagogical problems.

61



[leparoriuHi HayKU: Teopis, icTopis, iHHOBaLiiHI TexHoJ0ri], 2023, Ne 3 (127)

Conclusions. Summing up, we specify that in the study the culture of
performing phrasing of future musical art teachers in the process of playing
wind instruments is defined as a professional quality characterized by the
gualitative embodiment of the artistic-semantic context of the work based
on understanding and reproduction of the figurative properties of various
structural-formative, compositional fragments of musical text during the
performing interpretation and creative search for a methodological solution
of pedagogical tasks in the perception and performance of music for wind
instruments for students and schoolchildren in various conditions of the
cultural and educational environment.

This professional quality is an integrated formation consisting of three
key components and their elements. The first component — motivation for
artistic-technical improvement consists of the following elements: mastering
the technical and physiological performing apparatus; complex of artistic-
performing, articulation and phraseological skills and the desire to improve
them (playing wind instruments). The second component, competence in
working on the performing repertoire and musical texts of works, consisted
of the following elements: the ability to qualitatively comprehend the
phraseological and compositional structure of the text; experience and
orientation in the genre, compositional and stylistic diversity of the
repertoire for wind instruments in an artisticccommunicative context. The
third component — creative-performing and pedagogical interpretation of
musical works for wind instruments (solo, ensemble). It consisted of the
following elements: the ability to apply the artistic-communicative context of
performing phrasing in the process of creative interpretation;
methodological and pedagogical qualification in working on performing
phrasing in the educational process of playing wind instruments of students
in various conditions of modern cultural space.
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AHOTALIA

Ni XaHb, PebpoBa OneHa. KynbTypa BUKOHABCbKOro ¢pa3yBaHHA B
npodeciiiHin NiaroTosL,i MalibyTHIX BUNTENIB MY3UYHOTO MUCTELITBA.

Y cmammi akmyanizoeaHo npobsiemy HopmMyS8aHHA BUKOHABCLKOI Kysabmypu
malibymHix yyumenie My3u4HO20 MUCMEYUMEBA, W0 3YMOB/eHO NeSHUMU 3MiUeHHAMU 8
ixHbOI npogpecilinili nideomosui 8 6iK ONAHyB8AHHA [HMe2PaUiliIHUMU MexHOs102iAMU.
HazonoweHo Ha momy, wo cy4acHul y4umesb My3Uu4yHO20 MUCMeymMea Mae 80s100imu
Ky/bmypoto SUKOHAHHA MY3UYHUX MBEopis, AKi HepioKo nodaromecsa 8 ayoudsbHOMY
cepedosuLyi 8 pi3HUX MaHepax ma HesidnosiOHUXx cmusnsx. Po3enaHymo heHOMeHOo102ito
MY3UYHO-8UKOHABCLKOI Kynbmypu, BU3HAYEHO Kaacmepu, AKi 32ypmosytomb OCHOBHI
8MIHHA ma 8i0Nos8iOHI 3a80aHHA, WO CMAaomMe neped My3uKaHmMoM-8uKoHasyem. Ceped
Knacmepy OnNaHy8aHHA XyOOM(HbO-8UPA308UM PECypPCOM BUKOHABCLKOI  Kysbmypu
BUOKpPEMAEHO Kysbmypy BUKOHABCHbKO20 (hpa3y8aHHA. AKUEHMOBAHO HA MOMY, WO
MY3U4YHa (ppa3a € OCHOBHUM ampubymom xy00xHbOI iHpopmayii, AKa nepedaemeocsa gio
KOMIMO3UuMmopa 8UKOHABUIO Ma 8i0 BUKOHABYSA C/yXa4esi.

Y axosili nidecomosyi malbymHix y4yumenie My3u4HO20 Mucmeuymaea
Ky/sibmypa B8UKOHABCbKO20 (ppa3yB8aHHA BUABAAEMbLCA 8 PIi3HUX 8UOAX BUKOHABCLKOI
0ifanbHOCMI: fAK B0KA/IbHOI, OUPU2EHMCbKO-X0POB8OI, MAK i KoHUepmmelicmepcbKoi,
CO/IbHO-BUKOHABCLKOI, AHCOMb1€80-8UKOHABCHKOI.

Bu3Ha4eHO CcymHicmb Kynbmypu BUKOHABCbKO20 ¢hpa3y8aHHA MalbymHix
ydyumernie My3u4HO20 MucCmeuymsea AK paxosy AKicmb, wWo Gopmyemsca i
B800CKOHAMOEMbLCA HA repemuHi Maxkux Ksaacmepie B8UKOHABCLKOI Mi020mosKu 8
yinomy, AK mexHO0102iYHO-8UKOHABCbKUU, XYOOHHbO-KOMYHIKamugHud,
Komno3uyiliHo-apmukyasayitiHul, iHmepnpemayitiHo-cmucnosud.

lpedcmasneHo  KOMMOHEHMU  KyaAbmypu  BUKOHABCbKO20  (ppa3y8aHHA
malibymHix yyumesie My3uyHO20 Mucmeymea 3 ypaxyeaHHAM ocobausocmel 2pu Ha
dyxosux iHCMpymeHMax ma 8uK1a0aybKo-memoOuYyHoi OianbHocmi 8 pobomi 3
YYHAMU 3aKa10a0i8 No3aWKinNbHOI 0c8imu i MucmeybKuUx WKin.

Kntouosi cnosa: kysnemypu, Kynbmypa sukoHascmaa, (hpaly8aHHA, 8UPA3HICMb
B8UKOHaBCMBA, iHCMpPyMeHmManbHA ni02omosKka, malbymHi e4yumesni My3Uu4yHO20
mucmeymea, XyOOH(HbO-CMUC/08i YAB/EHHA, iHmMeprnpemauia meopy, XyOOM(HA
KOMYHIKayis.
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