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Summary: The article attempts to identify the peda-
gogical principles underlying the distinctive German vocal
school. To achieve this, it analyzes the work of innova-
tive teachers such as Friedrich Schmitt and his student
Julius Gay. It reveals that Friedrich Schmitt, in response to
Wagner's demands, developed his own teaching method-
ology for opera singers, known as the “Primordial Tone
School,” which primarily draws on Italian traditions but
also takes into account the phonetic characteristics of
the German language and culture. The school is based

German vocal art has gone through a long de-
velopment process. It has evolved from the depths
of the Middle Ages in several areas, including folk
music, church music, and secular music. The or-
igins of the German national singing school can
be traced back to the works of composers such as
George Frideric Handel, Wolfgang Amadeus Mozart,
Johann Sebastian Bach, Ludwig van Beethoven, and
Carl Maria von Weber. Their compositions laid the
foundation for the instrumental treatment of voice.
The further development of the views of the Ger-
man vocal school teachers was influenced by the
chamber-vocal music of the Romantic composers:
F. Schubert, R. Schumann, F. Mendelssohn, I. Brahms,
G. Wolf. Thanks to their work, the unique culture
of chamber singing, which has made the German
vocal school famous, was formed, which is charac-
terized by “the true transmission of the intonation
and phonetic features of speech, a careful attitude
to the poetic text, a combination of the truth and
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on finding the most convenient notes in the middle reg-
ister of the singer’s voice, which must be constructed tak-
ing into account their maximum resonance in the head
resonator, and then expanding this sound up and down
the range. Julius Gay develops and improves the teach-
er's methodology, which allows him to train renowned
German singers.

Keywords: German vocal school, Friedrich Schmitt, Ju-
lius Gay, primary tone, features of German phonetics.

simplicity of thoughts, strong but restrained emo-
tions” [40, p. 22].

The Italian vocal school, which is based on cen-
turies-old traditions and holds a leading position
in the training of opera singers, has had a signif-
icant impact on the development of all European
vocal schools, including the German school. Many
German educators borrowed the basic principles
of their work from the Italian method, occasionally
making some changes to it, such as Johann Kriiger
(1598-1662), Johann Andreas Gerbst (1588-1666),
Peter Winter (1754-1825), and others. These chang-
es were primarily related to phonetics, which dif-
fered significantly from Italian phonetics: German
singers were forced to find ways to vocalize open
vowels that were not present in their language [2, p.
110]. However, Richard Wagner, who implemented
innovative principles of opera symphonicism and
the synthesis of drama and music in his work, de-
manded that singers find new vocal techniques that

differed from lItalian techniques when performing
roles in German operas.

Friedrich Schmitt (1812-1884), who is considered
the founder of the national German vocal school
known as the “school of the primary tone”, became
a follower and promoter of Wagner's views. This
school emphasized the importance of incorporat-
ing the phonetics of the German language and the
characteristics of German national music into the
training of singers. Schmitt was the first to propose
the idea of a close connection between the princi-
ples of vocal training and the operatic performance
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style that emerged from Wagner's “musical drama”.

The primary (or primary) tone, according to
F. Schmitt, is in the middle, the most convenient
part of the singer’s voice range for vocalization.
The main task of the singer and teacher in this tes-
situra is to create a sound that is maximally color-
ed by a high singing formant. To achieve this result,
R. Schmitt recommended: open your mouth wide,
freeing your throat at the same time, and take your
breath deep into your chest. Next, you should ac-
tively form the syllable “la” with your voice, direct-
ing its sound wave into the "head”, into the area
the location of the head resonators. According to
the teacher, vocalization on the vowel "“i", as well as
on syllables or words ending in “nann” and “mann”,
will help you clearly feel the vibration sensation in
the upper part of your face.

According to F. Schmitt, after finding the correct
coloration of the sound on the “primordial” tone,
it is necessary to build the entire range in its like-
ness, which will logically lead to the uniformity of
the timbre [6, p. 23] and the formation of a flighty
voice, allowing the singer to overpower the pow-
erful Wagnerian orchestra [1, p. 78].

Julius Hey (1832-1909) is considered an out-
standing student of F. Schmitt. He made a huge
contribution to the development of the German
vocal school, publishing in 1886 the work “"German
School of Singing” (“Deutscher Gesangsunterricht”).
This work is a collection of exercises written on
a verbal, poetic text, where each exercise is aimed
at practicing a certain sound combination and has
the author’s instructions for performance.

Continuing the tradition of his teacher F. Schmitt,
J. Gey suggests starting work on the voice with the
central, most natural-sounding and comfortable
notes of the range for the student (but F. Schmitt
calls them “primary”, and J. Gey — "natural”), and it

is on these notes to master the necessary elements
of the vocalist's technical equipment. Then exercis-
es are introduced to learn how to build various in-
tervals (from a third to a sixth), using not only the
range of chest sound, but also the falsetto register.
Gradually, by logically complicating the tasks, the
student is led to the assimilation of a mixed (chest
with falsetto) sound. The author suggests learning to
perform various strokes on such a sound — abrupt
(staccato), sing-song (legato), firmly attacked (sim-
ilar to martellato), etc. [3, p. 6].

The main methodological views of Y. Gey.

1. Diaphragmatic type of breathing. Recommend-
ed by Y. Gey, since with this type of breathing the
diaphragm is actively involved in the vocalization
process, which allows for the formation of a dense
support and enhancement of the dynamics of the
voice. The student should pay attention to the na-
ture of the inhalation: as the lower part of the lungs
fills, the soft palate should rise higher and higher
(which creates conditions for constructing a sound
with maximum involvement of the head resonators).
Before starting phonation, a slight breath hold is
required.

2. Stable low position of the larynx. Y. Gey was
a supporter of the low position of the larynx when
singing, since it provides the best conditions for
free and organic sound production. But he empha-
sized that changing the position of the larynx from
neutral to low should not be artificial. For a natu-
ral lowering of the larynx, the teacher recommends
using the dark vowels "0” and “u” (phonetic meth-
od) [6, p. 74].

3. Development of vibration sensations. The
teacher attached special importance to the devel-
opment of vibration sensations in the upper part
of the face (nasal cavity, bridge of the nose, max-
illary and frontal sinuses) in singers. He explained
that resonance in this area leads to an organic con-
nection of the chest and head sounds, giving the
voice a metallic quality and brightness, which is so
necessary for singers to perform operas by Ger-
man composers. J. Gey recommends that a mix of
active voicing of the chest and head resonators be
carried out using the nasal resonator, the so-called
“golden bridge”.

4. Sound attack. J. Gey was an adherent of a firm
sound attack in singing, but due to the peculiarities
of German pronunciation of consonants requiring
aspiration, he allowed the possibility of using an as-
pirated attack [3, p. 210]. In addition, the teacher
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introduces the concept of "nasal attack” (at the ex-
treme upper section of the range of high baritone
and high bass), meaning an active, instantaneous
onset of sound in the upper resonators.

5. Registers of the singer’s voice. In his work, Ju-
lius Gay speaks only of male voices and their reg-
ister classification. In tenors, he distinguishes three
registers: chest, mixed and falsetto. For voices such
as bass and baritone, J. Gay gives the following
classification: guttural-bass register (only for low
bass), low chest register, dark covered sound mix-
ing, nasal-covered register (voix mixte — mixed
voice) [3, p. 116].

6. On the different colors of sound and the use
of the “covering” technique. The teacher describes
in detail the different colors of sound in sound pro-
duction (light, dark timbre); to achieve uniformity of
sound of light (e, i) and dark (o, u) vowels, he recom-
mends using the “covering” technique in phonation.

7. Fluency technique. Yu. Gey recommends de-
veloping the fluency technique and trill for all types
of voices, including male ones, since they develop
flexibility of the voice, contribute to the develop-
ment of uniformity of timbre and improve sound
production skills.

8. Correct pronunciation of the text in singing
and convincing disclosure of the content of the
performed work. In his work, Yu. Gey examines
the features of German phonetics, primarily re-
lated to the pronunciation of consonants. Com-
pared to other languages, German consonants
are more active and require more air. The peculi-
arities of the German language also include: the
presence of diphthongs, accommodation of the
final "e”, aspirated attack — aspiration, pharyn-
geal blow (hard attack of initial vowels), etc. In
addition, the melody of the German language is
characterized by a significant increase in tone in
interrogative intonation and a decrease in affirm-
ative intonation, which is not always reflected in
musical intonation. Also in the German language
there are concepts of short and long vowels, which
are not always embodied in the corresponding
musical durations, which also does not contrib-
ute to the semantic clarity of the articulation of
the text. However, despite all the difficulties, the
singer must strive to fully disclose the content of
the performed work and convincingly convey it
to the listeners.

9. Exercises. The exercises offered by J. Gay (con-
sisting of exercises, short vocalises) are distinguished
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by the fact that they are performed not on a vow-
el or syllable, but on a verbal, poetic text, aimed at
mastering various poetic meters — iambic, trochee,
dactyl, as well as practicing various word combina-
tions and syllables characteristic of German pho-
netics [3, p. 6].

These are the main provisions of the work of
J. Gay, aimed at the comprehensive education of
the singer — in the combination of technical and
artistic development. The methodology developed
by the teacher turned out to be very effective and
allowed him to prepare famous singers: Georg Un-
ger, Karl Till, Franz Betz; Amalia Materna, Teresa
Malten and others.

Having examined the methodological views
of Friedrich Schmitt and Julius Gay, we identified
the following principles characterizing the Ger-
man vocal school: classes should begin with the
search for the "primary (primary, natural) tone” in
the central part of the range, as well as exercis-
es within it; according to the principle of sound
formation of the “primary tone”, the entire range
should be built; It is necessary to cultivate the di-
aphragmatic type of breathing, a low position of
the larynx and its achievement based on the use
of dark vowels (using the phonetic method), me-
tallicity of the sound with the help of the nasal
resonator — the “golden bridge” (J. Gay), equali-
zation of the sound between light and dark vow-
els; it is possible to use hard, aspirated, “nasal”
(J. Gay) attacks of sound; develop in singers the
ability to perform various strokes (staccato, lega-
to, martellato); the following are mandatory: de-
veloped active diction and articulation, work on
the technique of fluency for all types of voices,
lessons in singing exercises (exercise) on a poetic
text as preparation for singers to perform German
music with text, as well as cultivating the ability to
work on revealing the content of the poetic text
in the performed work.

F. Schmitt and J. Gay made a significant contri-
bution to the development of the principles of the
German vocal school. Thanks to their work, a spe-
cial system of singer training (“primary tone school”)
was developed in Germany, which raised German
vocal art and established the German vocal school
as one of the leading vocal schools in Europe. At
present, many provisions characterizing the meth-
ods of F. Schmitt and J. Gay have not lost their rel-
evance and are used by practicing vocal teachers
in class work with students.
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CTAHOBJIEHUE MEAATOTVMYECKX MPUHLLMMOB
HEMELLKOW BOKAJIbHOW LLKOJIbI
B KOHTEKCTE AEATE/IBHOCTU ®PUAPUXA
LLIMTTA U FONTNYCA TES

AHHOomayus. B ctatbe fenaetca nonbiTka onpeaesnnTb
nejarornyeckne NPUHLMUMbI, Jexalline B OCHOBE CaMo-
6bITHOM HEeMeLIKON BOKaNbHOM LLKOAbI. 115 3TOro aHanu-
3vpyeTcs feaTesbHOCTb Nejaroros-Hoeatopos: Ppuapuxa
LmntTa 1 ero yyernka HOanyca lNed. BoiaBasetca, 4to
®pugpux WmMnTT, naa HacTpedy TpeboBaHuaM BarHepa,
CO34a€T CBOKO METOAMKY 0OyUeHMsa OnepHbIX NeBLOB —
«LKOJY MPUMapPHOro TOHa», B LLeJIOM OMNupatoLLLyoca
Ha UTaJbAHCKME TPaAWULIUM, HO YUMTbIBAIOLLYHO POHETN-
Yyeckme 0CO6eHHOCTU HEMELIKOTO A3blka M MeHTanuTeTa.

HemeLkoe BoKasibHOe UCKYCCTBO B CBOEM CTaHOB-
NeHNV NPOLLO ANTENbHBIN NyTb. OHO pa3BMBaNOCh
¢ rnybokoro CpegHeBEKOBbA MO HECKONbKUM Ha-
npaBaeHNsM — HapoAHOro GpObKAOPa, LLEePKOBHOIO
1 CBETCKOrO neHus. VIcToKM HeMeLLKOW HaLMoHas b-
HOMW LUKOJIbl MEHWNSA NexaT B TBOPYECTBE TakUX KOM-
no3nTopos, kak . NeHgenb, B.A. Mouaprt, W.C. bax
n J1.B. betxoBeH, K. Bebep. B nx counHeHunsx n no-
Nyynnia Hayano TeHAEHLUMA MHCTPYMEHTaAbHOro
odhopmaeHns 3ByYaHuns ronoca. Ha ganbHewwwee cra-
HOBJIEHWE B3rNS40B NejaroroB HeMeLKOW BoKasib-
HOM LIKOJIbl OKa3asa BAVAHWNE KaMepHO-BOKalbHas
My3blka KOMMO3UTOPOB-poMaHTMKoB: ®. LLlybepTa,
P. lymaHa, ®. MeHgenbcoHa, V. bpamca, . Bonbda.
bnarogaps nx TBopuecTBy cbopmMmpoBanacb npocna-
BMBLUAA HEMELLKYO BOKa/IbHYHO LLKOY YHUKaNbHas
KyAbTypa KaMepHOro neHus, KoTopasa XxapakTepu-
3yeTcs «MpaBANBON Nepegavert MHTOHALMOHHO-
doHeTnUeckmnx ocobeHHOCTel peun, bepexkHbiM
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B ocHOBE LLIKObI NEXUT HaXOXAEHWE B CPEAHEM perun-
CTpe rojioca nesLa Hanbosiee yA06HbIX HOT, KOTOPbIE
HeobX0AMMO MOCTPOUTbL C YUETOM UX MaKCUMaNbHOMO
PEe30HMPOBaHWA B FONOBHOM pe30HaTope, paclunpss 3a-
TEM Takoe 3By4YaHue BBEPX U BHW3 MO Avana3oHy. Hoanyc
e/l pa3BuBaeT 1 COBEPLUEHCTBYET METOAMKY Mejarora,
UTO NMO3BOAAET BOCMWTATb M3BECTHBIX HEMELIKMNX NEBLIOB.

Kntouesoie crosa. Hemeykas sokasneHas wikona, Ppud-
pux LLimumm, KOnuyc leli, npumapHsili moH, ocobeHHocmu
oHemuku HemMeyko20 A3bIKA.

OTHOLLEHMEM K MO3TUYECKOMY TEKCTY, COUYeTaHMEM
WCTUHHOCTU M MPOCTOTbI MbICAER, CUAbHBIX, HO CAep-
>KaHHbIX aMoLmn» [40, c. 22].

NTanbaHckas BokanbHas LLKOAA, ONUPAtOLLANACS
Ha MHOTOBEKOBblE TPaAWLIMM U 3aHUMatoLLas ANAN-
pytoLLMe MO3NLUN B MOArOTOBKE OMepPHbIX MNEBLOB,
OKa3blBasa CUNbHeMNLLee BANAHME Ha pPa3BUTME BCEX
BOKaJIbHbIX LLIKO EBpOMbI, B TOM UMCAe 1 Ha HeMeL-
Kyto. Tak, MHOTvie HemeLlKve nesaroru 3anMcTBoBaau
OCHOBHbIE MPUHLUNMbI CBOEN paboTbl U3 UTasIbsAH-
CKOW MeTOAMKM, U3pesKa BHOCA B HEE HEKOTOPbIE
n3mMeHeHua, Hanpumep — MoranH Kptrorep (1598-
1662), loranH AHgpeac lepbct (1588-1666), MeTep
BuHTep (1754-1825) n ap. 3T1 N3MeHeHMs B NepBYIO
ouyepesb Oblan CBsA3aHbl C POHETUKON, KOTOpas Cy-
LLLeCTBEHHO OT/IMYanach OT UTaNbAHCKOW: HEMELIKME
neBLbl OblAN BbIHYXAEHbI UCKaTb CNOCO6bI BOKaAN-
3aLM1 Ha OTKPbITbIE rNacHble, OTCYTCTBYIOLWME B MX
Aa3bike [2, ¢. 110]. OaHako P. BarHep, npeTBopsB-

LN B CBOEM TBOPUECTBE HOBATOPCKME MPUHLMIMbI
Pa3BUTMA ONEPHOro CMMPOHM3Ma, a Tak>Ke CMHTEe3a
NCKYCCTB — Apambl U My3blkK, B CBOeW HpolLutope
«O6 aKkTepax v neBLax» TpebyeT NeBLLaM HaXoAMTb
HOBble BOKaJIbHble CPeACTBa, OTANYHbIE OT UTasb-
SHCKWX, MPY UCMONHEHWW NapTUIA B Onepax HeMeLl-
KMX KOMMO3UTOPOB.

MocnegoBatenemM 1 NponaraHANCTOM B3r108B
BarHepa ctraHoBuTCA Opugpux Lmnutt (1812-1884),
CYMTaIOLLMICA POAOHAYaNbHUKOM HaLMOHaNbHOM
HeMEeLLKO BOKaJIbHOW LUKOJIbI, MOJy4YMBLIEN Ha3Ba-
HWe «LIKOMa NMPVMAapPHOro TOHax. [laHHas LuKoaa npu
MoCTaHOBKe rosioca neBLa yumntsiBana GoHeTUKY He-
MeLKOro s13blka 1 0COBEHHOCTU HaLMOHaNbHOW He-
MeLKon My3biki. ®. LLIMUTT nepBbIM BbiCcKazan naero
O TeCHOW B3aMMOCBA3M NPUHLMMNOB BOKaJIbHOTO
0byYeHMs 1 ONEPHOro MCMOAHUTENBCKOTO CTUS,
KOTOpPbI BO3HUK Bnarogaps «My3blkaabHOW Apa-
me» P. BarHepa.

MpuMapHbIA (AN NePBUYHBIA) TOH, MO MHEHMIO
®. LUMwnTTa, HaXOAMTCA Ha cpeAHeM, Hanbonee ya06-
HOM A/1 BOKanu3aLmm yyactke guanasoHa rojoca
nesua. OcHOBHas 3afjaya NeBLa 1 Nejarora B AaH-
HOW TeccuType — 0bOPMUTL 3BYK, MaKCUMasbHO
OKpaLLEeHHbI BbICOKOM NeByeckon GopmaHTow. [ns
AOCTMXKEHMA Takoro pesyabtarta P. LUMuTT peko-
MEHZOBaJI: LWWMPOKO OTKPbITb POT, 0OCBOGOAMB Npw
3TOM [I0TKY, @ AblXaHWe B3ATb HWU3KO B rpyab. [a-
Nlee cnepyeT akTMBHO cGOPMUPOBATh FOJI0COM CNOT
«J1a», HamNpaBJisis €ro 3ByKOBYHO BOJIHY B «TOJIOBY>,
B 06.1aCTb PaCNON0XEHNA TONIOBHbIX PE30HATOPOB.
AIBCTBEHHO OLWLYTNTb BUOPALIMOHHbIE OLLYLLeHWNS
B BEPXHEl YacTu L@, MO MHEHWIO nejarora, noMo-
eT BOKaNn3aLus Ha racHyto «M», a Takxke Ha C1oru
WAW CNOBA, OKaHUMBAKOLMECH Ha «HAHH» U «MaHH>.

Mo MHeHuto . LLUMNTTa, Nocne HaxoXAeHUs
NPaBWABHO OKPaLLEHHOTO rOA0BHbBIM PE30HMPO-
BaHMEM 3BYKa Ha «MPUMapHOM» TOHE, HeOBXOAN-
MO BbICTPanBaTh MO ero Nojobmio BeCh AManasoH,
YTO JIOTMYHO NPUBEAET K OJ4HOPOAHOCTM TeMbpa
[6, c. 23] 1 dopmuMpOBaHMIO MONETHOCTM rON0Ca,
6narogaps kotopoli neesew, byaeT cnocobeH nepe-
KPbITb MOLLHbIV BarHepoBckuin opkectp [1, c. 78].

Beigatowmmces yueHnkom @. LLimnutra cumrtaerca
FOnmyc eit (1832-1909). OH BHEC OrpOMHbIN BKAAZ,
B CTAHOBJIEHME HEMELKOW BOKaJIbHOM LUKObI, N3-
AaB B 1886 r. counHeHne «Hemelkas WKona neHma»
(«Deutscher Gesangsunterricht»). laHHas pa6oTa
npeacTaBaseT cobon COOPHUK yNpaxKHEHUR, Ha-
MUWCaHHbIX Ha C/IOBECHbIN, MO3TUUECKUIA TEKCT, rae

KaXxjoe yrnpaxHeHne HanpaBaeHO Ha OTpaboTky
onpesesieHHOro 3ByKOCOYeTaHNA 1 MeeT aBTop-
CKMe YKa3aHMA K UCMOTHEHUIO.

Mpogonxkas Tpaguumto csoero yuntensa @. Lmun-
1a, FO. e npeanaraet HaunHaTb PaboTy Hag ro-
JIOCOM C LleHTpanbHbIX, Hanbosee ecTeCTBEHHO
3BYYaLLUX W YAOOHbIX ANS yUEHMKa HOT AManasoHa
(Hoy @. LLIMMTTa OHM Ha3bIBAOTCA «MPUMAPHBIMUN»,
ay 0. leq — «HaTypasbHbIMW»), U UMEHHO Ha 3TUX
HOTax oCBaMBaTb HEODOXOAUMbIE INEMEHTbI TEXHU-
4eCckoW OCHaLLEHHOCTU BOKaaucTa. 3aTeM BBOAATCA
yNpaXKHEHWA Ha YMEHWe CTPOUTb Pa3INYHbIE UH-
TepBasbl (OT TEPUUN AO CEKCTbI), MPU 3TOM UCMOJb-
3yeTCsA He TONbKO AMana3oH rpyAHOro 3By4YaHus,
HO 1 danbLEeTHbIA pernctp. MNocTeneHHo, NyTéMm 0-
TMYEeCKOro yCNOXHeHWA 3a4a4, y4eHUK NoABOANTCA
K YCBOEHMIO CMeLLaHHOro (rpygHoro ¢ danbLeTHbIM)
3ByYaHus. ABTOPOM NpeasiaraeTca Ha TakoM 3ByYa-
HUW YUNTLCA NCMOAHATb Pa3iNyHble WTPUXM — OT-
PbIBUCTBIN (staccato), pacneBHbIn (legato), TBepaO
aTakoBaHHbIN (cxoaHbIn ¢ martellato) v ap. [3, c. 6].

OcHoBHble MeTogmyeckme B3raagpl HO. les.

1. Anadpparmatmyeckuii Tun gpixaHns. PEKoMeH-
ayetca FO. FeeM, NOCKO/IbKY NPWU TakoM AblXaHWUN
Avadparma akTMBHO BKJKOYaeTCsA B MpoLLecc Boka-
nsaumm, 4To no3sonseT cGopMmnpPoBaThb NIOTHYHO
onopy v ycuamBaTtb AMHAMWUKY 3BYYaHWUs rosoca.
YueHuky cnesyet obpallaTb BHUMaHWe Ha Xapak-
Tep BAOXa: MO Mepe HaMOJNHEHNA HUXKHEN YacTh
NErkux, Markoe Hébo A0IXKHO MOAHMMATbLCS BCE
Bbllle (Y4TO CO34aET YyCA0BMA ANA MOCTPOEHUNA 3BY-
Ka C MaKCUMasbHbIM 3a/eiCTBOBAHNEM FOJIOBHbIX
pe3oHaTopoB). [Nepea Havanom GoHauun Tpebyer-
cs HebonblUas 3asepxKKa AblXxaHWS.

2. CTabnnbHOE HM3KOEe MOJIOXKEHME TOPTaHMW.
FO. T'ei 6bIN1 CTOPOHHUKOM HU3KOTO MOJIOXKEHUS
ropTaHu Npu NeHum, NOCKobKy OHO obecneymBa-
eT Hauay4lne ycnoBusa Ana cBO6OAHOro u opra-
HWYHOrO 3BYKOM3B/eYeHMA. Ho OoH noguepkuBan,
YTO M3MEHEHWE MOJIOXKEHNS FTOPTaHN OT HENTPaNb-
HOTO K HM3KOMY He LOJIXHO HOCWUTb UCKYCCTBEHHBI
xapakTtep. [lns ecTeCTBEHHOrO NMOHUXEHUA ropTa-
HW Nejaror peKkoMeHAyeT MCMOo/b30BaTb TEMHbIE
rNacHble «O» U «y» (Tak Ha3blBaeMbll GpOHeTUYE-
cKuii meTopa) [6, c. 74].

3. Pa3Butune BnbpaLMoHHbIX olwylieHui. MNeaa-
ror npugasan ocoboe 3HaueHve PasBUTUIO Y MeB-
LOB BMOPaLMOHHbIX OLLYLLEHUI B BEPXHEN YacTu
Nnua (HocoBas NoOMOCTb, MepeHoCuLLa, FanMOpPOBSI
1 nobHble nasyxu). OH 06BACHAN, UTO PE3OHMPO-
BaHWe B faHHOM 061acTV NPUBOAMUT K OpPraHUYHO-
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MYy COeAMHEHUO TPYAHOrO U rOJIOBHOIO 3ByYaHUs,
npuaasas roaocy MeTaalnyHoOCTb, SPKOCTb, CTONb
HeobXxoAMMYHO NeBLAM A5 UCMONHEHMA OMep He-
MeLKMX KOMMO3MUTOPOB. MUKCT aKTUBHOIO 03BYYM-
BaHWS rPYAHOro ¥ roJIoBHOrO pe3oHatopos tO. el
peKoMeHyeT OCyLLEeCTBAATb MPU MOMOLLM HOCOBOTO
pe3oHaTopa — Tak Ha3blBaEMOr0 «30/10TOFO MOCTa».

4. Ataka 3ByKa. tO. et 6611 NprBepXKeHLLEM TBEP-
[0W aTaku 3ByKa B MEHMM, HO 1N3-3a OCOBEeHHOCTel
HEeMEeLLKOro MPOU3HOLLEHWNS COMNACHbIX, TPEBYHOLLMX
acnvpaumm, Aonyckan BO3MOXHOCTb UCMOb30Ba-
HMeM npuabixatesbHol ataku [3, c. 210]. Kpome
TOro, Nefaror BBOAMT MOHATUE — «Ha3a/lbHas aTta-
Ka» (Ha KpaliHeM BEpPXHeM y4yacTke Avana3oHa Bbl-
coKoro 6apuToHa 1 BbICOKOro Haca), 03HauaroLLee
aKTMBHOE, OAHOMOMEHTHOE Ha4ano 3ByKa B Bepx-
HWX pe3oHaTopax.

5. Peructpbl ronoca nesua. B ceoer pabote Koau-
yc el rOBOPUT TOJIbKO O MY>KCKMX FOJI0Cax U UX pe-
TMCTPOBOM KiaccuduKaLmm. Y TEHOPOB OH passivyaet
TPW perncTpa: rpyAHOW, CMeLlaHHbIv 1 danbLeT. s
TaKuMx ronocoB, kak 6ac n baputoH, 0. et gaét cne-
AyroLLyto knaccubukaLmio: roptTaHHO-6acoBbIN pe-
rmcTp (TONbKO AN HU3KOro 6aca), HU3KUI TPYAHOM
PerucTp, TEMHOE MPUKPLITOE CMeLUMBaHMNE 3BYKa,
Ha3aNbHO-MPUKPbITbIV PErUCTP (VOix mixte — cme-
LWaHHbIN ronoc) [3, c. 116].

6. O pa3/nMyHOW OKpacke 3ByKa M MPUMEHEHMUM
npvéma «npukpbiTUa». MNegaror Nogpo6HO oNuchbI-
BaeT pa3/IMyHble OKpPackun 3ByKa Npu 3Bykoobpaszo-
BaHUM (CBET/bIW, TEMHbIV TeMBP); AN LZOCTUXKEHWS
OfHOPOAHOCTWN 3ByYaHUs CBETAbIX (&, i) U TEMHbIX
(0, U) rnacHbIX pekomeHayeT Npu GoHauun npume-
HeHne NpUéma «MPUKPLITUS».

7. TexHuka 6ernoctu. tO. el pekoMeHayeT pas-
BMBaTb TEXHWKY BErnoCTV 1 Tpesb AN BCEX TUMOB
rOI0COB, BKJIHOYas MY>XCKME, MOCKOJ/IbKY OHU pas-
BMBaeT rmbHKOCTb ros0ca, cnocobcTByeT BbipaboTke
OAHOPOAHOCTUN TeMbBPa 1 COBEPLLEHCTBYHOT HaBbI-
KW 3BYKOBEAEHMS.

8. MpaBunbHOE Npoun3HeceHne TeKcTa B NeHUn
1 ybesmnTenbHOe PacKkpbITUe COAEePXKaHWsA UCMONHsAe-
Moro npousBeaeHus. B csoém tpyae HO. lelt paccma-
TpuBaeT 0COBEHHOCTU MMEHHO HeMeLKOV GOHETUKY,
B MepBYI0 Oo4Yepesb OHW KacatoTCs MPOU3HeCEH
CornacHbIx. B cpaBHeHWUM C APYrMU A3bIKamMU He-
MeLLKMe cornacHble boaee akTUBHbI, TPeOYHOT 60/b-
e 3aTpaThbl Bo3ayxa. K 0cobeHHOCTAM HeMeLKOoro
A3blKa TakXXe OTHOCATCA: Hanume ANPTOHIOB, ak-
KOMOZaL A KOHEYHOrO «e», NpuAablxaTesbHas ata-
Ka — acnupaums, roToYHbIN yaap (TBepaas ataka
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HayanbHbIX racHblX) U T.4. Kpome TOro, Menoau-
Ke HEMeLKOro fi3blka CBOMCTBEHHO 3HaYNTENbHOE
NOBbILLEHNE TOHA B BOMNPOCUTENbHOW MHTOHALUN
N MOHWXEHNE B YTBEPAUTENIbLHOM, UTO He Bceraa
HaXOAMT OTpaXKeHne B MHTOHaLUN My3blKaJbHOM.
Take B HEMELKOM Ai3blKe eCTb MOHATUSA KOPOTKMX
W AONTUX FNACHbIX, KOTOPbIE He BCerja BOM/IOLatoTCs
COOTBETCTBYHOLLMMMN MY3blKaNbHbIMU ANNTENBHOCTA-
MW, YTO TakXe He CnocobCTBYeT CMbICIOBOWN YETKO-
CTN apTukynsaumm tekcta. OfHaKko, HeCMOTPS Ha BCe
CNIOXHOCTW, MeBeL, A0/XKEH CTPEMUTLCSA K MONHOMY
PacKpbITMIO COAEPXKaHWA UCMOIHAEMOTO Npon3Be-
AeHuns 1 ybeanTeNbHOMY JOHECEHUIO €ro A0 CAy-
LwaTenen.

6. dx3epcucel. MNpeanaraemble HO. l'eem 3k3epcuchl
(cocTosiLme 13 ynpaKHeHWH, He6ObLLIMX BOKANN30B)
OT/IMYAIOTCH TEM, YTO UCMOJTHAIOTCA HE Ha FNacHyHo
WAW CNOT, @ Ha CIOBECHbIW, MO3TUYECKMIA TEKCT, Ha-
npaBAeHHbIA Ha OCBOEHWE Pa3/INYHbIX CTUXOTBOP-
HbIX pa3mepoB — aMba, xopes, AaKTWASA, a Takxe
Ha oTPaboTKy pa3/IMYHbIX CIOBOCOYETAHUIA U C1O-
ros [3, c. 6].

TakoBbl OCHOBHbI€ MONOXEHWNA COUYNHEHMNA
tO. T'esl, HanpaBAeHHble Ha KOMMJIEKCHOE BOCMNUTA-
HWe neBLa — B COEANHEHNN TEXHUYECKOTO U XyZA0-
XKeCTBEHHOro pa3BuTMA. MeToauka, paspaboTaHHas
neAarorom, okasasacb O4YeHb pe3syibTaTMBHa U Mo-
3BO/IN/IA €MY MOArOTOBUTb M3BECTHbIX NeBLOB: [e-
opra YHrepa, Kapna Tunnsa, ®paHua beua; Amanmio
MartepHa, Tepesy ManbTeH n ap.

PaccmoTpes metogunueckne B3rnagbl Ppuapu-
xa Wmuntta n KOanyca lNea mMbl BbIABUAK Cheayro-
Wne NPUHLMMbI, XapaKTepusytoLne HeMeL Ky
BOKaJIbHYHO LUKOAY: 3aHATUA ClefyeT HauuHaTb
C MonckKa «NPUMapHOro (MepBMYHOro, HaTypaib-
HOro) TOHa» Ha LeHTpasbHOM y4YacTke Anana3oHa,
a TakXKe ynpaxHeHWn B ero npezenax; no npuHLm-
ny 3ByKOOOpa3oBaHWsA «NPUMapHOro ToHa» cneayet
BbICTPanBaTb BECb ANamna3oH; He06X0AMMO BOCMM-
ThiBaTb AvadparMaTMUecknin TUn AplxaHus, HU3Koe
MOJIOXKEHME rOpTaHu 1 ero JOCTUXEHME Ha OCHO-
BE MPUYMEHEHMA TEMHbIX F1acHbIX (MCMOAb30BaHMe
dboHeTMYeckoro MeToaa), MeTa/lIMYHOCTb 3BYyKa
npy NOMOLLIY HOCOBOTO pe3oHaTopa — «30/10TOro
mocta» (K. l'elt), BbipaBHMBaHMeE 3ByYaHNUA MeXAY
CBET/IbIMU W TEMHbIMU F1aCHBIMUW; MOXHO WUCMOJb-
30BaTb TBEPAYIO, MPUAbIXaTeNbHYHO, «Ha3aNbHYO»
(KO. l'et) aTaku 3ByKa; pa3BMBaThb Yy NEBLIOB yMeEHWE
WCNONHATD pasnnuHble WTpuxn (staccato, legato,
martellato); o6a3aTenbHbl: BbipaboTaHHas akTUBHas
AVKLMA N apTUKYAaLmm, paboTa Hag TeXHUKOW ber-

NOCTW A9 BCeX TUMOB rOJI0COB, 3aHATUA MO MNEHUIO
yrnpaXKHeHWI (3K3epPCUCOB) Ha MO3TUYECKNI TEKCT
B KayecTBe NOAroTOBKMN MEBLIOB K MCMONHEHMIO He-
MeLKOW My3bIKM C TEKCTOM, a Takxe BOCMUTaHue
yMeHus paboTaTb Haj packpbiTeM CMbICaa Mo3-
TWUYECKOTO TEKCTa B UCMONHAEMOM NPOV3BEAEHUN.

. WMnTT 1 KO. Tell BHECIM 3HAUNTENbHBIN BKAAJ,
B CTaHOBJIEHME MPUHLIMMNOB HEMELKOM BOKalb-
HOW WwKkobl. bharogaps nx geatenbHocTn B ep-

MaHWM cioXunaacb ocobasa cuctema NnoAroToBku
nesua («WwWKoaa NPUMapHOro TOHa»), MoAHABLIanA
HeMeLKoe BOKaJbHOe NCKYCCTBO W YyTBEPAMBLLAS
HeMeLKyto BOKaNbHYHO LLIKOY KakK OAHY 13 BeAyLLNX
BOKa/IbHbIX €BPOMNeNncKMX LWKOA. B HacTosLee Bpems
MHOTUE NMONIOXEHWS, XapaKTepM3yoLLIne MeToaANKY
®. WmuntTa 1 HO. M'es He NoTepsnn cBOen akTyasb-
HOCTW M MCMONb3YHOTCA NPaKTUKYHOLMMK Nejarora-
MU-BOKaJINCTaMM B KNACCHOM paboTe C yueHnKamm.
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