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Abstract: Methods of attaining artistic vibrato, as vocal training component in pop singing, are being
discussed in the present article. For reference are being used certain specific exercises from the
teaching practice with students in different age groups, which demands varying approach in teaching.
As a distinctive quality of the voice the vibrato is inherent component in sound producing, giving
abundance and emotionality to the sound. It is one of the fundamental artistic devices in academic
singing as well as in the different genres of singing, and for its being instrumental in the attainment of
the desired interpretation effect, it must be finely developed. The professional singer is distinguishable
by the level of mastery of their vibrato, allowing them to reach greater expressiveness in singing. The
various styles in pop-music require specific approach and methods. If well wielded and consciously
controlled, it brings intensive emotionality to the performance. Generally, the vibrato is being defined
as periodic changes in the pitch and determined by its speed, intervals and duration. This allows for
using it in various ways depending on the character and purpose of the individual structural units and
conceptual accentuations in the composition. As part of the full timbre, it may play the role of an
embellishment, a means of closing the musical phrase, emotional intensifier, or emphasis of certain
parts in the composition. The absence of vibrato, on the other hand, harms the voice, as well as the
performance which becomes monotonous throughout its whole duration (the so called “dead-level”
tone). Thus the voice timbre is lost and the music is no longer affective; it can not reach the audience.
Some singers are used to constantly applying vibrato to each tone, which is likewise inappropriate. In
most cases it is an unconscious phenomenon and therefore uncontrollable. The deviation from the
speed, intervals and duration perceived as natural makes the tone feel unnatural which ruins the
aesthetics of performance. Resolving theses issues leads to taking over the control, in a manner of a
“reverse development” of these issues. When working with primary school students, game-like
exercises facilitate greatly the process of mastering the elements of voice training. Beginner skills are
thus attained in a natural and spontaneous manner, employing activities relevant to the physical,
intellectual and mental development of this tender age. First used as an “embellishment” in the
romantic music, it has gradually developed into one of the most expressive musical means.
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BUBPATOTO KATO KOMIIOHEHT HA MY3HUKAJIHO -
XYIAOKECTBEHATA U3PABHOCT B IIOII TIEEHETO

Maiia K. bBomeBa
ITY ,,Mlaucuit Xuneunapcku”, [Inosaus, bearapus maya_bosheva@yahoo.com

Pe3rome: B cratusta ce pa3riexaaT METOIU 3a IMOCTUTaHE HAa XyJI0XXECTBEHO BUOPATO, KaTO €IEMEHT Ha
BOKaJHaTa MOCTAaHOBKAa HpHU mon meeHe. [locoyBaT ce KOHKPETHHM YNpPaKHEHHS OT IeJarorudeckara
MpakTUKa Ipu paboTa ¢ yUEHHUIH OT Pa3JIMYHU BB3PACTOBU I'PYIH, KOETO ONpPEeNst U pa3JINIeH MOIXO0N.
Kato xapakTepHO KauecTBO Ha rijiaca BHOpPaTOTO € HEAEIHM EJEeMEHT OT 3BYKONPOU3BOJACTBOTO H
ch37aBa Mo-6oraTa 3By4HOCT M €MOIIMOHAJIHOCT. TO € €JUH OT OCHOBHHUTE NMOXBAaTH HA aKaJEeMUYHOTO U
KAHPOBO IeeHe M TpsbBa 1a Obae M3paboOTEeHO MPENH3HO, 3a J1a MOXXE M3I0JI3BAHETO MY Jla JONpHHECE
3a Ch3[aBaHEe Ha HYXHHUS c¢(eKT NpPU HUHTEpIpeTalnus. BrageeHeTO Ha MOXBAaTUTE HA BUOPATOTO
oTiaM4YaBa NpopecHOHATHUIT MEBell, KaTo MY JaBa MNO-TOJsMa H3Ppa3HOCT Npu IeeHe. Paznmumunure
CTHJIOBE B IO MYy3HMKaTa Ipejnojarar CbOTBETHHUS MOAXOJ W HAaYMH Ha W3MOJ3BaHeTO My. AKo e moOpe
OBJIAJSHO U CB3HATEIHO KOHTPOJIUPAHO, TO JAOINPUHACS 3a MO-HACUTEHAa M3PA3UTEIHOCT Ha
n3mpaHeHueTo. 1o mpuHIUD BHOpaTOTO ce omperness KaTo MEpHOAWYHH IMPOMEHH BHB BHCOYHMHATA Ha
TOHAa W Ce pa3rpaHMyaBa Mo OBpP3WHATA, MHTEPBajla M BPEMETO, Mpe3 KoeTo mpoTmda. ToBa ch3JaBa
MPEeANOCTaBKY 33 PAa3JIMYHM BAapHAHTH Ha H3IMOJI3BAHETO MY CIHOpEN XapakTepa W [ejiTa Ha OTACIHUTE
CTPYKTYpHH MOMEHTH M CMHCJIOBHU €JIEMEHTH B KOMIO3WmuATa. Kato yacT OoT IBIHOUEHHUA TeMOBp
urpae poJisi Ha yKpalleHHe, HauuH Ja Ce 3aBBPUIM My3HKarTHa ¢pa3a, Aa ce MOACHUIAT Pa3IuIHU YyBCTBA
WIIM J1a ce aKIEeHTHpaT JaJeHH MOMEHTH B KoMmo3umusaTa u 1p. Jlumcara Ha BHOpaTo OomeTsBa KakKTo
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rjiaca, Taka WM HW3MBIHCHUETO, KOETO NOJy4YaBa €JHOOOpa3HO 3BYy4YCHE Impe3 ISIOTO BpeMme (Taka
HapeyeHUAT ~mpaB” rmac). TemOpoBaTra okpacka Ha rjaca ce IyOM W My3uKata HE JOCTHUra J0
cnymiatens. Mma meBIM, KOUTO MESAT C HENPEKhCHATO BHOPATO Ha BCEKH TOH, KOETO € ChIIO
HexenaTeaHo. ToBa € B MOBEYETO CIydyad HEOCH3HATO, a OTTAM M HEKOHTpojupyemo. Heobxoaumo e na
ce O00OBpHE CHeNUaIHO BHUMAaHHE 32 MPEMEPEHOTO My wu3mnoi3BaHe. .Korato uMa OTKIOHEHUS OT
MPUETUTE 32 €CTECTBEHH OBP3MHA, HHTEPBAJI M BpPEMe, C€ MoJiydaBa ycellaHe 3a HEEeCTECTBEHO 3BYUYCHE
Ha TOHA, KOETO MNpOBaJs €CTeTUKATa Ha H3MbJIHCHHEe. M34ncTBaHeTO Ha Te3W HPOOJIEMH BOIH [0
TAXHOTO KOHTpOJHWpaHe M u3paboTBaHETO cTaBa B ,,00paTHa mocoka” Ha mpobOnema. [Ipu pabota ¢
YYCHUIM B HayallHA YYHUJIUIIHA BBH3PACT UTPOBHUTEC yINPaKHEHHsS MOMAarar 3a yJICCHECHOTO YCBOSBaHE Ha
€JICMEHTUTEC Ha BOKaJHATa MOCTaHOBKA. [0 €CTeCTBEH W HENMPHUHYJCH HAYUH CE IOCTHIraT HadaTHU
YMEHHUS 4Ype3 NeHHOCTH, ChOTBETCTBANIM HAa (PU3UYECCKOTO, HHTEICKTYaTHOTO M MCUXUYECKO Pa3BUTHEC B
KpexkKaTta JeTCKa Bb3pacT. M3moia3BaHO MBhPBOHAYAIHO KAaTO , yKpalicHHWE” B POMaHTUYHATA MY3HKa
BHUOPATOTO MOCTEIECHHO CE MPEBPHINA B €THO OT Hal-U3Pa3UTECITHUTE MY3UKAITHH CPEACTBA.

Knro4yoBu AyMH: BOKallHA TEXHHUKA, BUOPATO, OTKIOHCHUS

In musical art, the performer is in an intermediary whose role is to reproduce the musical composition
and bring it to the public. To transmit the composer's idea to the audience and the composition to be
affective, it takes detailed mastering of all the components of musical expression in the shaping of the
complete musical artistic character. In pop and jazz music, the presentation of the musical pieces is
generally done by live performances or video clips. In attaining the desired effect the greater part is
that of the performer and their specific vocal skills and professional qualities, as well as the way of
conveying the song's message. The overall interpretation of the musical character is heavily dependent
on the performer's vocal technique. This requires the mastery of the elements of voice training,
including the vibrato. It is inherent component in sound producing, giving abundance and emotionality
to the sound. There are various types of vibrato, and different educational methods for its correcting
and controlling. As one of the fundamental artistic devices in academic singing as well as in the
different vocal music genres, and for its being instrumental in the attainment of the desired
interpretation effect, it must be finely developed. It is among the mandatory characteristics of the
voice, contributing to the greater expressiveness in singing. It can not be eliminated from the process of
sound producing, since it enriches the sounding and increases emotionality. As the famous guitar
player, BB King says: “I see music like this: if the tune is the sentence, the vibrato is the punctuation
mark.”

Vibrato is being defined as periodic variation in the pitch. First used as an “embellishment” in the
romantic music, it has gradually developed into one of the most expressive musical means. Generally,
the vibration of a tone has to be minimal, in moderate, placid tempo, and any deviation from the
standard 6-8 Hz per second makes the sounding unnatural, without the pursued aesthetic effect. Such
deviations include:

[JVibrato of periodic variation greater than the normal 6-8 Hz (6-8 vibrations per sec.). It brings
tension and the tone sounds unnatural, hastened. In the opposite case, with less than 6-8 Hz per second,
the tone grows heavier, becomes unstable and leaves the impression of singing out of tune;

[If the vibrato interval exceeds m.2, the clarity of the major tone is lost, and the sounding becomes
unpleasant. Just on the contrary, when the vibrato interval is less than m.2, it may create the impression
of lowering the tone;

[IDuration should neither be too long nor too short, in order to appropriately emphasize the emotional
spot.

The professional singer is distinguishable by the level of mastery of their vibrato, allowing them to
reach greater expressiveness in singing. Generally, the vibrato is determined by its speed, intervals and
duration. This allows for using it in various ways depending on the character and purpose of the
individual structural units and conceptual accentuations in the composition. As part of the full timbre,
it may play the role of an embellishment, a means of closing the musical phrase, emotional intensifier,
or emphasis of certain parts in the composition, etc.

Depending on the rate of producing the periodic variation of sound, distinguished are “wide” and
“overly fast” vibrato. When the frequency of this variation is lower than the 6-8 Hr per sec., perceived
as the most melodious, this is the so called “slow” vibrato. Is is perceived as unnaturally heavy tone
which seems to wobble. It sounds rather like repetition of the tone than as a real vibrating tone. If the
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frequency of the vibrato is higher than the 6-8 Hz per sec., it is the overly fast vibrato, where the sound
is perceived as “flutter”, “bleating”. It is most often unconsciously produced by the singer and its
resolving is very important.

Regarding the interval, the vibrato may be “wide” or “narrow”. In the case of the former, the deviation
from the major tone may reach g.3, and it sounds more like singing to interval that as vibrato of a
certain tone. If the interval is smaller than m.2, the vibrato effect is nearly lost and it sounds more like
singing out of tune. This is the case of the so called “narrow” vibrato.

Generally the wide and slow vibrato, and the overly fast and narrow vibrato are related, and when wide
vibrato occurs it is usually slow, too, and when the vibrato is overly fast is at the same time narrow.
The resolving of these issues is through their reverse development until reaching the normal frequency
and amplitude of the vibrato. Relevant exercises and education techniques facilitate the process of
training the student to control it and master this skill.

The absence of vibrato, on the other hand, ruins the voice, as well as the performance which becomes
monotonous throughout its whole duration (the so called “dead-level / straight” tone). It may be
overcome with proper exercises intended to transform the student's attitude to their own voice. The
psychological barrier is among the first obstacles to be surmounted.

Diversion from the perceived as natural speed, interval and duration are to be resolved by exercising in
the opposite direction to the existing issue. When the vibrato is overly fast and makes the impression of
the so called “goat like” vibrato, useful are exercises for performing “straight” tones, intentionally
keeping them straight until the mistake is completely eliminated. Usually this vibrato is an unconscious
phenomenon, and the student first needs to eliminate it, and then acquire the skill to control it. At the
beginning, appropriate exercises are such of a single straight (with no vibrato) tone of duration not
longer than a quarter note. The duration should be gradually increased to a whole note. The diaphragm
here needs to supply a sustained, even flow of air in order to produce an straight tone without
oscillation. When the straight tone becomes stable, then a short phrase is added, to be produced without
vibrato. This phrase needs to be not longer than what the student can sing easily, with sufficient breath,
producing straight tones. In this way, gradually control over each tone is attained, with no hurry, in
slow tempo. With attention, and just for a short time, slow vibrato is added only to the last tone.
Depending on the progress, some vibrato is now added to other tones in the phrase, making sure it is
not of the overly fast type. If the student is able to deliberately slow down or speed up the vibrato, this
means he/she has mastered it and has the control over.

If the vibrato e too slow and heavy, this leaves the impression of tone “shaking”. The following method
is then applied when singing a tone of longer duration, the slow vibrato needs to be gradually sped up,
and doing so consciously eventually must lead to controlling it. The next steep is for the student to try
hasten their voice movement during vibrato. Another type of useful exercise is when form a straight
tone vibrato is achieved only through the diaphragm, without employing the tongue root. The task for
speeding up is such that when the diaphragm is unable to keep going faster, then the tongue root is
engaged. It is recommended that his exercise is done on a daily basis under supervision by a teacher, or
by self-study, in which case it should be started in a slow tempo. Commonly, with slow vibrato the
diaphragm is torpid and loose, and when it becomes engaged, this directly affects the tone and the
control of vocal apparatus, and therefore of the vibrato, too.

With vibrato of a tone variation reaching interval higher that m.2, the vibration becomes indistinct,
almost losing the set pitch, making it impossible to determine it precisely, which is disastrous for the
intonation. The student then needs to return to a state where a single clear tone is produced without
vibrato, constantly keeping the pitch with the help of a keyboard instrument, to ensure the precision. A
sense of interval not exceeding m.2 (adjacent lower tone) needs to be developed, as the basis for
mastering a “narrower” vibrato. This interval is first performed in a slow tempo, gradually speeding up.
Always start in slow tempo with speeding it up, however not reaching the maximum before the sonority
of interval is fully acquired. When the m.2 in maximum speed has been mastered, a single tone may be
performed Messa di voce with vibrato, at the beginning for a a short time, and gradually increasing the
duration of the tone. This would not allow the interval to be widened during the vibrato, i.e. at the start
(when doing Messa di voce) the tone should be straight, without vibrato, embellished with a short-
lasting vibrato, progressively dying away. Special attention ought to be paid on the risk of the opposite
case — when trying to narrow the vibrato interval, a dissonant repetition of tone may occur.

Some singers are used to constantly applying vibrato to each tone, which is likewise inappropriate. In
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most cases it is unconscious and the student needs to be specifically advised and guided into using the
vibrato attentively. Before determining precisely the tone pitch, no embellishments or other effects
should be used on it. Each tone in the tune must have a precisely determined pitch, i.e. the intonation
clarity in singing ought to be the major task for both the student and the teacher, so that the emotional
affect of music be ultimately reached. It is advisable that in practice first a stable tone is produced,
without vibrato at all, and just then it may be nuanced and decorated. Further, each phrase should be
accomplished, and at that varyingly, specifically, depending on the emotion and nature of the song, and
in line with the style and personal interpretation of the performer. It is quite usual to use vibrato as a
means for clsing the musical phrase, the tone being performed Messa di voce, ending decrescendo. It is
then that the phrase sound logical and accomplished. In cases when the singer applies vibrato
constantly, because he/she “likes it s0”, it is imperative that the singer is made aware of the negative
effect of this approach, and then be trained to use the vibrato in proportion, demonstrating a good
moderation. Anything made in excess or insufficiency speaks of either incomplete training or poor
taste. In art, especially in vocal performance, the proper proportion is of crucial importance.

The complete absence of vibrato is harmful for the tone, which then sounds emotionless, inexpressive,
like solfeggio of musical text. The voice timbre is lost and the music is no longer affective. If the voice
has been used as “straight” and the conscious vibrato has not been employed (generally this is required
in choir singing), vibrato may be achieved with the proper exercises. Here it is recommended a step-by-
step approach in raising the awareness of the voice motion, and of the ability to control and vary it.
Take a tone in the middle register, suitable for the particular voice, and then sing slowly m.2 down, like
a trill. Start in slow tempo, with progressive speeding up, keeping the tone pitch, i.e, the trill is
performed first slowly and then gradually faster. Demonstrate for the trainee the distance between the
tones, and the speed of their alternation. A model for visualizing are two parallel lines that get
converging and continue thus merged in a single line, while the tone vibration is not interrupted and
going faster. In this way, from singing in the m.2 interval we arrive at vibration of a tone in a constant
pitch and no interval. What is important here, is to start the exercise always in slow tempo and continue
by gradually and uniformly accelerating. With some singers vibrato is just with the larynx (absence of
diaphragm breathing), and others engage only the diaphragm in producing the vibrato (commonly seen
in classical voice training). The most natural vibrato is achieved by engaging both the larynx and the
diaphragm. Thus the tone, shaped in the larynx, is supported by diaphragm breathing, which facilitates
the easy vibration of the vocal cords, and hence the pop sounding (laryngeal) without strain in the vocal
apparatus (sustained by the diaphragm breathing) positioning it in a comfortable phonation position
with all processes flowing without strain. If a prolonged tone can be sang with controlled performance
of vibrato (i.e. with or without vibrato), it means the vibrato is mastered.

Significant point is defining the stylistic attributes of the song in order to find the appropriate sonority
and to reveal adequately its specifics, using means that are stylistically relevant. The use of vibrato in
the different styles vary due to their peculiarity and different concerns of performing. Besides style,
each song has its individual nature and air which the performer has to take into account. The
approaches to reggae, blues, rock, ballad, funk, jazz, etc. differ — the full set of the musical means of
expression is used, but in a different way. Vibrato as one of the means of expression is to be used in a
way contributing to the overall impression, not conflicting the specifics of the respective music style.
For example, depending on whether the reggae is in slow or fast tempo, the vibrato respectively is
slower or faster, of longer or shorter duration, or just in specific places in the piece. While in rock
singing vibrato is almost out of question (or used extremely economically) being inappropriate for this
style, in ballads it is mandatory due to the emotional nature of this style. In funk, the place and duration
of vibrato ought to be very carefully considered — it is used more as an enhancement than as an
embellishment, usually of short duration and without dying away. In soul and jazz the vibrato is typical
and paramount for the more liberal interpretation. The same refers to swing — without the vibrato it
would sound apathetic and plain. In conclusion, in some styles the use of vibrato is not recommended
(or just with great care), while in others it is a mandatory element for the full-bodied presentation of
the musical concept.

The difference in sound production affects the formation and use of the vibrato. In laryngeal sound
production it may have various sounding (e.g. different modes of tone onset, different dynamics,
changing the register and resonators), and varied position, as the singer may chose according to the
style and nature of the musical composition in terms of duration, tempo, etc. The mixed sound
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production employs the both resonators (chest and head) in which case the vocal cords vibration is
partial and more limited physiologically. The variation of sound is hindered since the mix zone range is
limited (5-6 tones maximum) and the sound production is possible in only one way — passing from the
chest resonator to the head resonator. It is needed to produce a flow of air which is constant and
stronger to allow the sustaining of tone, and therefore the vocal apparatus functions with bigger strain.
Attentiveness must be applied to spare the voice when using the vibrato and sound dynamics. With high
mastery, the intensity(dynamics) of the tone can be varied, however not for a long period. In falsetto
sound production, the specific functioning of the vocal cords requires the permanent support by the
diaphragm, and the vibrato is achieved through diaphragm breathing, commonly without engaging the
larynx. This means that to produce vibrato, the diaphragm needs to periodically and steadily deliver a
tone onset, with an even flow of air. The engaging of the larynx is most often intended for sound effect
of specific purpose in certain places, and for a short time, thus preventing the vocal apparatus from
over-strain. Varying approaches ought to be used in the different modes of functioning of the vocal
cords for attaining a fuller result and for preserving them.

The constantly dropping age of talented “young singers” turning famous thanks to the national media
has put a number of questions before the early vocal education: the forming of correct voice training
with the still developing vocal apparatus, preserving of the child's voice, selection of adequate
repertoire, striking a balance between the actual abilities and excessive ambition, etc. All these issues
are reflected in the music education practice, which is required to discover the most appropriate forms
of child-teacher educational interaction. The specifics of the vocal teaching methods in primary school
ought to be correspondent to the cognitive, motivational and emotional-volitional aspects of the child's
personality. Playing yet occupies significant place in the process of socialization of children. The
improper methodological solutions in early vocal training in pop music has a negative effect over the
child's mentality, lead to deterioration of the musical skills development, make the educators' efforts
void, and not rarely cause vocal apparatus disorders that necessitate discontinuation of training. On the
contrary, a vocal methodology consistent with the physical, intellectual and mental development results
in harmony in the child-teacher relationship. The child feels approved and “brought home” by the
teacher, and reaching the state of mutual trust aids the process of releasing the child's “musical
potential”. Setting a connection between playing and vocal training is the basis of a spontaneous, easy
acquiring of vocal performance experience by children in primary school. Playing is closely connected
with all types of activity — learning, art, creativity, as well as developing relationships.

When a voice training problem arises, appearing to be hardly solvable by means of conventional and
known methods, it is advisable to stop “comments” and start applying playing educational formats,
which without reminding about the difficulty, play a crucial role for its unconscious overcoming. Doing
playing exercises serves as dropping the psychological barriers and thus the student easily overcomes
their uncertainty. An example of playing exercises that “disguise” the didactic task are: imitating
household sounds, sounds of various birds and animals, or those of different emotions. The
reproduction of diverse sounds provokes variation in using the vocal apparatus. For instance, imitating
the sound of a starting engine, tractor in operation, departing train relieves the facial muscles from
tension. Imitation of a galloping horse, the voices of birds (nightingale, dove, crow, sea-gull, sparrow)
and animals (cow, donkey, goat, sheep, wolf), recreating various emotional states — crying, joy,
sadness, hope, fear, anger, desperation, facilitates the skills of using the vocal apparatus, as well as
acquiring elementary musical skills. Avoiding stress at the beginning, the voice training task gradually
turn more complicated, to develop healthy sining habits, which takes time, persistence and devotion.
These characteristics are formed in the process of teaching, yet step-by-step and without pushing on the
part of the teacher. With acquiring smoothly the components of voice training, the willingness to grow
and develop is preserved in this tender age.

The role of the singer is to present the composer's concept clearly and comprehensibly, interpreting it
in their own style of performance, irrespective of the age. Their artistic interpretation is significant for
enriching the arrangement variability, especially with popular music compositions. The mastery in
vocal techniques allows the voice to have divergent sounding. All skills and interpretation techniques,
including the vibrato, are aimed at achieving a unique, distinctive style of singing, an effect on the
audience revealing to the best the concept of the musical piece and the perception of the
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B My3WMKaTHOTO H3KYCTBO H3IIBIHUTEIAT € IMOCPEIHUK, KONTO peanu3upa MY3WKaTHOTO MPOU3BEICHHUE U TO
momyIsipu3upa. 3a Ja OOCTHTHE HAesTa Ha aBTopa 1O IyOnWkaTta M 3a Ja OKake TBopOaTa CHOTBETHOTO
BB3JCHCTBHE, € HEOOXOAMMO MIETaliHO W3padoTBaHE HAa BCHYKM KOMIIOHCHTH Ha My3HWKaJTHaTa H3Pa3HOCT 3a
opopMsIHE Ha IPUIOCTHUS MY3WKaITHO-XyIOXKECTBEH o0pas. IlpeseHTammsaTa Ha NPOW3BEICHUATA B JKaHpa Ha
TIOITYJISIpHATA | PKa30BaTa My3HWKa C€ M3BBPINBA C M3ITBIHEHHS HA JKWBO WM Ype3 BUACOKIHIIOBE. 3a a UMAT Te
O0YaKBaHOTO BB3JICHCTBHE, OCHOBHA POJII WTPac M3ITBIHUTENSAT C HETOBUTEC BOKAIHH yMEHHS M NPO(deCHOHATHI
Ka4yecTBa, KAKTO M HAUMHA, IT0 KOHTO IpeiaBa MOCIaHNeTo Ha TeceHTa. LsmocTHaTa HHTepIpeTanus Ha My3HKaTHHS
00pa3 B rojsiMa CTCIICH 3aBUCH OT BOKaJTHATA TCXHHMKA Ha W3MBIHUTEN. ToBa mMpeamnoyiara yCBOCHHU CIEMEHTH Ha
BOKaJIHATa IIOCTAHOBKA, KOSATO BKJIIOYBA M yMEHHE 3a IeeHe ¢ BuUOparo. To e HemenmuMm eJIeMeHT OT
3BYKOIIPOM3BOJICTBOTO M Ch3JlaBa IMO-Oorata 3BYYHOCT M CMOIIMOHATHOCT HA H3MBIHCHUETO. CBhINECTBYBAT
pa3iMYHM BUAOBE BHOpPATO, KAKTO M PAa3UYHU [EJarOTUYCCKHA TEXHOJOTHU 33 TAXHOTO KOPHUTHpaHEe U
KoHTpoaupaHe. KaTto euH OT OCHOBHUTE MOXBATH HA aKaJICMHUYHOTO U KAHPOBO MECHE, BUOPATOTO TPsiOBa na Obje
n3pabOTEHO MPEIU3HO, 32 Ja MOXKE HM3IOJI3BAHETO MY Ja JOMPHHECE 3a Ch3JIaBaHE HA HYXKHUTEC XYI0KECCTBEHU
epextn. To € emHO OT HEOOXOOMMHTE KauecTBa Ha Tlaca, KOETO MOIPHHACS 3a MO-TOJsIMaTa M3Pa3UTEITHOCT B
meeHeTo. Hemenmnm eeMeHT € OT 3BYKOIIPOM3BOJICTBOTO M Ch3aBa MO-0orata 3ByYHOCT W €MOIIMOHATHOCT. KakTo
Ka3Ba u3BecTHHAT kutapucT bubu Kunr: ” A3 Bikgam My3uKkaTa Mo CICIHHAS HAYWH: aKO MEIOIUITa € H3PEICHUETO,
BHOPATOTO, TOBA Ca MPENMIHATSIIHUTE 3HAIH. .

BubpaToTo ce ompenens Kato NEpUOAMYHH MPOMEHHM BHB BHCOYMHATA HA TOHA. V3MOI3BaHO MBPBOHAYATIHO KATO
,YKpalieHue”, B pOMaHTUYHATa MYy3WKa IOCTENEHHO C€ NpPEeBpbhIla B €JHO OT HaW-U3pPa3UTEIIHUTE CPEICTBA.
OOUKHOBCHO BUOPHPAHETO HA TOHA TPAOBA J1a € MUHUMAJIHO, B YMEPEHO, CIIOKOWHO TEMIIO, a BCSIKO OTKJIOHEHHE OT
HOpMaJTHO MpHueTuTe 6-8 Xepla B CeKyHJa BOJIW 10 HEECTECTBEHO 3BYyUY€HE M HsAIMa HEOOXOIUMHS €CTETHUECKU
edekT. TakuBa OTKIIOHEHHUS MOTaT J1a ObaaT:

- BUOpATO C MEPUOTUYHO M3MCHEHHE MOBEYE OT HOPMAIHO BB3MpHETUTE 6-8 Xepma (6-8 KoyicOaHus B CEKyHa).
Cb3naBa ce HalpeXEHHWE M TOHBT 3a3By4aBa HEECTECTBEHO, 3a0bp3aHo. AKO Te3M KojebaHus ca I0-MajKo OT 6-8
XepIla B CeKyHJIa, TOHBT HaTeXaBa, CTaBa HEYCTONYHB U Ch3aBa BIIEYAaTICHUE 32 (DaIINBO TICCHE.

- aKO0 MHTEPBANBT, C KOWTO C€ IPaBH BHUOPATOTO € MO-TOJSIM OT M.2, TyOHM ce sICHOTaTa 3a OCHOBHHUS TOH, a
3BYYEHETO € HempusaTHO. OOpaTHO, aKO MHTEPBATBT, BBPXY KOHTO c€ BB3MPOM3BEXKIA BHOPATOTO € ITO-MaTbK OT
M.2, MO3KE JIa Ce Ch3/ajic BIICUATIICHHE 3a IOHMKaBaHE

- BpEMETpacHeTo He TpsiOBa Ja € MpEeKaJeHO IBITO0, KAaKTO M IPEKAIICHO KPaTKO, 33 Ja MoJ4epTae KOJIKOTO €
HEOOXO0JUMO €MOI[MOHAIIHUS MOMEHT .

BrasieeHeTo Ha MOXBaTHTE Ha BUOPATOTO OTJIMYABa NPO(PECHOHATHUS TEBEIl, KATO My JaBa MO-TOJisiMa M3Pa3HOCT
npu neeHe. [lo mpuHIKIT BUOPATOTO Ce pasrpaHnyaBa 1Mo Obp3WHATA, HHTEPBAJIA U BPEMETO, MPe3 KOETO MPOTHYA.
ToBa cb3aaBa MPEANOCTABKY 3a PA3IMYHU BapUAaHTH HA M3ISIBAHETO MY CIIOpPE] XapakTepa W IeNTa Ha OTACTHUTE
CTPYKTYPHA M CMHCJOBH CIIEMCHTH B KOMIIO3MIIUATa. KaTo 4YacT OT MBJIHOICHHUS TEMOBD Wrpac poys Ha
YKpaIlleHHe, HAYHH J]a C€ 3aBbPIIN My3uKaiHa (pasa, 1a ce NOACHIIIT Pa3IndHA YyBCTBA B OMPEICICHH MOMEHTH U
Ap.

Cropen ToBa ¢ KakBa OBbp3WHA Ce BB3MPOU3BEKIAT MEPUOTUYHUTE M3MCHEHHS Ha 3ByKa C€ pa3iindaBa ~“eapo” H
,,CUTHO” BHOpaTo. Koraro uecrorata Ha Te3W M3MEHEHHS € IO-Majika OT BB3IPHEMaHUTE 3a Hai-O0laro3BydHu 6-8
XepIla B CeKyHJIa, TOraBa nMaMe ~“0aBHO” BHOpaTo. To ce Bp3NpreMa KaTo HEeCTECTBEHO TSKBK TOH, KOHTO CsIKaIll
ce ,jrronee”. 3ByYd IMOBEYEe KAaTO MOBTOPCHHE Ha TOHA, OTKOJKOTO KaTo ,,BHOpHpam]’ TOH. AKO YecToTaTa Ha
BHOPATOTO € IM0-BHCOKA OT 6-8 Xepia B ceKyH/Ia, ToraBa ce HaOoaaBa T. Hap. ,,cHTHO  BHOpaTo. [Ipu Hero 3ByKbT
ce BB3NpueMa Kato ,,rperepeHe”’, “Oneene”. Hali-uecto € HEKOHTpOJIEpYEeMO OT caMHsl NIEBell U ,,M3YHCTBAHETO” MY
€ HaJIOXKUTEJTHO.

B 3aBucumocT oT MHTEpBajga BUOPATOTO MOXeE Aa ObJe ,,IMUPOKO” U ,,TacHO”. [IpH ,,IUPOKOTO” OTKIIOHEHHETO OT
OCHOBHHUS TOH JIOCTHTA MOHSIKOTA JI0 T.3 W ToraBa 3By4YH MOBEYE KaTO MeeHe Ha WHTEPBaJI, OTKOJKOTO KaTO BUOpATO
KbM JIaZIcH TOH. AKO MHTEPBAIBT € MO-MabK OT M.2, YCENIaHETO 3a BUOPATO MOYTH ce r'yOHM W MMa OMacHOCT Jia
3BYYH KaTo (haimBo meeHe. ToBa e Taka Hape4eHoTo ,,TSICHO BHOPATO.

OOUKHOBEHO ,,eIpOTO” U ,,0aBHOTO” BHOPATO, KaKTO ,,0bp30TO (CHTHO)” W ,,TSCHOTO” BHOpAaTO ca CBBP3aHH H
KBJETO TNPHUCHCTBA ,,eAPOTO”, TO € OOMKHOBEHO W ,,0aBHO”. Kbaero mpuchcTBa ,,06p30TO”, TO € OOMKHOBEHO W
,TsicHO”. Kopurupanero mMm TpsiOBa na ce M3BHPIIBA B OOpaTHa MOCOKA JO HOPMAaJIM3MPAHETO HAa YecToTaTta U
amIuutynata Ha BHOpaToTOo. CHOTBETHUTE MOIXOMSIIM YIPAXHEHUS W TIENarOTMYeCKH IMOXBATH CIIOMAarar 3a
MpUyYBaHE HAa YIYCHUKA KbM KOHTPOJIUPAHETO U OBIIAISBAHETO MY.

Jlumcata Ha BHOpaTO OIIETSIBA KAaKTO TJaca, Taka W M3IBIHEHUETO, KOETO MOJy4aBa eIHOOOpa3HO 3BYYCHE Ipe3
ISJI0TO BpeMe (Taka HapedeHWsT ~“mpaB” riac). To3m mpobiieM MoXe Ja ce MPEeBB3MOTHE ChC CHOTBETHUTE
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yIpaXHEHHUs, KOUTO TpsiOBa Ja NPOMEHSAT OTHOLICHMETO HA CaMHUAT Y4YCHUK KbM COOCTBEHHMS My TJjac.
[cuxonoruueckara 6Gapuepa € eHO OT IIbPBUTE MPETSATCTBUS 3a IPEOAOIISIBAHE.

OTKIIOHEHHATa OT MPHETUTE 3a €CTECTBEHH OBpP3WHA, WHTEPBAI M BpeMe ce M3YHCTBAT B ,,00paTHa IOCOKa” Ha
mpobnema. B cirygan, mpu KouTo BUOPATOTO € MpeKaiieHo OBP30 U Ch3aBa BlIcUaTIEHHE 32 TaKa HAPEUCHOTO ,,K03¢e”
BHOpaTO ToOMaraT yIpakKHEHHs 3a H3IBIHEHHE Ha ,JIpaBH~ TOHOBE, CH3HATENHO 3agbpykKaHU Oe3 BHOparTo, 10
SIIMMUHHAPAHETO MY HarrbIHO. OOMKHOBEHO TaKOBa BHOPATO € HECH3HATEIHO M YICHUKBT TPsOBa ITHPBOHAYAIHO /1a
TO M3YUCTH M CJEI TOBA Ja C€ HAay4dH Ja T0 KOHTPOJIMpa. YTPaKHEHUsTA, KOUTO OnMXa MOITH Ja C€ M3MON3BaT B
HAJaJoTo ca Ha eauH ,,JpaB” (0e3 BUOpaTo) TOH, KOMTO € Hali-MHOTO C TpaifHOCT A0 4YeTBbpTHHA. [locTeneHHO
TpaifHOCTTa Ce yBeNW4YaBa 10 Iisila HoTa. V3uckBa ce anadparmara Ja mojaasa IOCTOSHHA, paBHOMEpPHA Bb3IyIIHA
CTpys, 3a Ja ce IOJy4YH IpaB TOH, Oe3 konebanus. Korato mpaBusT TOH € cTabWieH, ToraBa ce mpuOaBs Kparka
¢paza, u3nsra O6e3 BuOparo. dpazata TpsOBa ga € Jbira TOJNKOBA, KOJKOTO YYEHHMKBT Ja MOXE Ja 5 H3Iee
CHOKOWHO, C JOCTaTh4€H AbX, 33 Jla ObJie N3UNCTEHa, C NMpaBU TOHOBE. Taka MOCTENEHHO ce IMOoJydaBa KOHTPOJ
BBPXY BCEKHU TOH, 0e3 J1a ce Obp3a, B 0aBHO TeMIo. MHOro BHUMATEIIHO U 3a KpaTKo ce npudass no-0aBHO BUOpaTO
caMmo Ha IocjeJHUs TOH. B 3aBuCHMOCT OT pe3ynrara 3armousa Jia ce npudaBs Mo MajKo BUOPATO U Ha JPYrd TOHOBE
oT 3amasneHara (pasa, KaTo ce ciean To Ja He € 0bp30. AKO YUCHHKBT MOXeE Aa 3a0bp3Ba WM 3a0aBs BUOPATOTO
CH3HATEIIHO 03HAYABA, Y€ IO € OBJIAISI U MOXKE J]a TO KOHTPOJINpA.

Axo BHOpaToTO € mpekajseHo 0aBHO M TEXKO, Ch3/[aBa BIICUATICHHUE 3a ,,KJIaTeHe” Ha ToHA. ToraBa ce M3MOJN3Ba
CIIEHUSl TOAXOA — NPH M3IBJIHCHHWE HA MO-IBITOTPAacH TOH C€ HM3MCKBAa 0aBHOTO BHOpaTo aa ce 3a0bp3Ba
TIOCTETICHHO M CHh3HATEIHOTO My 3a0Bbp3BaHe Ja I0BEAE A0 KOHTpoiaupaHeTo My. ClieBaia CThIIKA € yYCHUKBT Ja
onuTa aa 3a0bp3a IBIKSHUETO Ha Iilaca CM B MOMEHTa Ha BUOpaToTo. J[pyro mnoje3Ho yrnpaxHeHHe € OT ,,lipaB” TOH
Jla ce MOCTUrHe BUOpaTo caMmo ¢ auadparma, 6e3 ydacTue Ha KOpeHa Ha e3uka. IlocTaBs ce 3aaua TeMIOTO Ja ce
3a0bp3a, 3a Ja MOKe Korarto Obp3MHATa € HEelOCWIHA 3a Auadparmara, Ja ce BKJIIOYM M KOpeHa Ha e3uka. ToBa
yIpa)KHEHHE Ce MPEToPbYBa J]a ce NPaBH €KEJHEBHO - MOJ MeJarornuecky KOHTPOJL, a IIPU CaMOCTOsITeNHa paboTa
Ha yYeHHMKa BUHArH Ja ce 3amo4Ba B 6aBHO Temmo. Haii-uecto mpu 6aBHO BHOpaTo ce HaOJr0aBa Bsijia, OTIIyCHATa
auadparma, BKIIOYBAHETO Ha KOSTO CE OTpa3siBa BeJHAra KakTo Ha TOHA, Taka M HAa KOHTPOJA BBPXY IJIaCOBUS
arapart, a B TO31 KOHTPOJI BJIM3a ¥ BUOPATOTO.

IIpn BuOpaTo C OTKIOHEHHWE Ha BHCOYMHATA Ha TOHAa JO HHTEPBAI IO-TOJISIM OT M.2, BHOpPHpaHETO CTaBa
HEOIpeIeNIeHo, MOYTH ce 3aryOBa (UKcHMpaHaTa BHCOYMHA M TS HE MOXE /1a CE ONpEIeNH C TOYHOCT, KOETO €
nary0Ho 3a mHTOHanusATa. OTHOBO € HEOOXOAMMO Jla C€ TPBTHE OT M3IIBJIHEHHUETO HA €IUH M3YNUCTEH OT BCSKAKBO
BHOPATO TOH, KaTO HEMPEKBCHATO ce (PMKCHpa BHCOYMHATA My Ha KJIABHIIEH WHCTPYMEHT, 3a J1a HsIMa OTKJIOHEHUS
ot Hero. TpsiOBa na ce ch3maze MpeAcTaBa 3a MHTEPBAJI HE HO-TOMSAM OT M.2. B Hauanoro ynpakHeHUsTa ,,ce
MUCISIT” KaTo MHTEepBal M.2 ( C JIOJEH ChCelEH TOH), KOMTO aa Oblie OCHOBa 3a M3pabOTBaHETO Ha ,,[O-TSCHO”
BuOparo. To3u MHTEpBaJ ce 1ee MbPBOHAYaIHO B OAaBHO TEMIIO U ce 3a0bp3Ba IOCTENeHHO. BuHaru ce 3amo4sa ot
0aBHO TeMmIlO ChC 3a0bp3BaHe, KOETO obaye Ja HE € MaKCHUMAaJHO, JIOKaTO HE C€ CBUKHE ChC 3BYYHOCTTa Ha
unTepBana. Crey ycBosiBaHe Ha M.2 B MaKCUMAaJTHO OBP30 TEMIIO, MOXKE Jia C€ ONMWTa €IWH TOH Ja ce (umupa c
BHUOpATO, MbPBOHAYAIHO 32 KPAaTKO BpeMe, C IIOCTEIIEHHO Y/b/DKaBaHe Ha TpaiiHOoCTTa Ha ToHa. ToBa HsMa Jia jajie
BB3MOJKHOCT 3a paslIMpsiBaHEe Ha MHTEpBaja 10 BpeMe Ha BuOparoTo. T. e. B HauanoTo (mpu (GuUIMpaHETO) TOHBT
TpsiOBa aa Ob1e Oe3 BHOpaTo, ,,IipaB” TOH, KOMTO Ja ce QuiIupa ¢ KpaTKo BHOPATOo, 3aTUXBAHKH IOCTEIIEHHO. MHOTO
TpsiOBa Jja ce BHUMaBa 3a Apyrara KpaifHOCT — B CTPEMEXXa /1a Ce CTECHH MHTEpBajla Ha BUOPATOTO NMa OIAacHOCT OT
He0J1aro3ByYHO MTOBTOPEHUE HA TOHA.

Mma neBIy, KOUTO MEST C HENPEKbCHATO BUOPATO Ha BCEKH TOH, KOETO € CHIO HEeXelaTeslHo. ToBa € B MOBEYETO
cllyyad HEOCh3HATO M € HeoOXOAMMO aa ce OoObpHE CHennaTHO BHMMAaHWE Ha YYEHHKA 32 IPEMEPEHOTO My
nsnon3sane. [Ipeny ga ce omnpenend TOYHO BUCOYMHATA HA TOHA, HE MOXeE Jia ce IPHUOATBa JI0 YKpacH Wi e(eKTH
KbM Hero. Bceku TOH OT MesioausTa TpsiOBa 1a € ¢ TOYHO (pUKCcHpaHa BUCOYMHA, T.C. MHTOHAIIMOHHATA ,,4UCTOTa” Ha
neeHe TpsiOBa Ja Ob/ie OCHOBHA 33/1a4a 33 YUYeHHKa M MPEero/aBarelis, 3a J1a MOXKe Jia C€ CTHIHE JI0 eMOI[HOHAIHUS
MOMCHT Ha B'BS]ICﬁCTBPIe Ha MYy3HUKarta. Kenarenno e B IpaKTUKaTa BHUHArv MI'bpPpBOHAYAJIHO 1da C€ IIOCTaBs
cTabuaM3upan ToH 0e3 HUKaKBO BUOpaTo, KaTo e/1Ba Clie]l TOBa TOi MOJKe Jla ce HI0aHCHpa M yKpacsiBa. Beeku kpait
Ha (pa3za TpssOBa 1a 3BYy4HM 3aBBPIIEHO, MPH TOBA PA3IMYHO, CIENUPUIHO, CIOPE] E€MOIMATa, XapakTepa Ha
NIECEeHTa, CTHJIa W JIMYHOTO ycellaHe Ha M3mbjHHUTENs. OOMKHOBEHO B Kpas Ha ()pa3ara €IMH OT NOXBATHTE 3a
3aBBPIIBAHETO i € BUOPATOTO, C KOETO ce (UIIMpa TOHA C JIeKpeleH10. Torasa ¢pa3ara 3By4H JIOTUYHO 3aBbpIICHA.
B ciyuan, koraro meBembT Iee C HENPEKbCHATO BHOPAToO, ,,3alI0TO TOBa My XapecBa”, € HAIOXKHUTEIHO Ja ce
pas3siCHU HETaTHBHOTO BIIEYATJICHHWE, KOETO TPaBH M Ja CE€ NPHYYU KbM JIO03MPOBKA, MTOKA3BaIlla YYBCTBO 33 MsIpKa.
Bcuuko, koeTo ce mpaBu NpeKalieHO WM HEJO0CTaThYHO M3/laBa HENOCTAaTh4YHA IMOATOTOBKAa WM JIOII BKyc. B
N3KYCTBOTO, 0COOEHO BbB BOKAJIHOTO U3IBJIHEHHE TOYHATA JO3UPOBKA € MHOTO BayKHA.
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[Mpu nunca Ha BUOpaTO ce OlIeTsIBa TOHA, KOHTO 3al04Ba Ja 3By4d 0e34yBCTBEHO, O€3M3pa3HO, KaTo Cco(exupane
Ha HOTeH TeKcT. TeMOpoBaTa okpacka Ha riaca ce TyOu ¥ My3HWKaTa He Bb3JIeHCTBa 110 OYaKBaH HAu4WH. AKO INIaChT
€ M3MO0J3BaH KaTo ,JIpaB” M HE Ce € MpWiIarajo Ch3HATENHO BHOpaTo (OOMKHOBEHO B XOp C€ M3MCKBa IeeHe Oe3
BUOpATO), TOBa MOXKE Jla CE€ MOCTUI'HE ChC CHOTBETHUTE YIPaKHEHWs. B Ta3zu cuTyanus ce mpuiiara IOCTEIICHEH
MOAXOJ 32 OCH3HABAHE Ha JBIDKCHHETO HA IJlaca U 3a TOBAa KaK MOXKE TOW 1a ce KOHTPOJIMpA M MIPOMEHs. 3aaBa ce
TOH OT CpPelleH PerucThp, yAO0OeH 3a riaca U OT TO3U TOH CE M3MCKBA Ja ce mee OaBHO M.2 HAIOJIy, MOZOOHO Ha
Tpmiep. 3amouBa ce ¢ 6aBHO TEMIIO, KOETO ITOCTENCHHO ce 3a0bp3Ba, O€3 Aa ce IMPOMEHs BUCOYMHATAa Ha ToHa. T.e.
TPUIIEPBT Cc€ Tee B HayanoTo OaBHO M IOCTENEHHO ce 3a0bp3Ba. HarnenHo 3a ydeHHKa ce IEMOHCTPHpA
Pa3CTOSIHHETO MEXIy JABaTa TOHA, KakTo M Obp3nWHATa, C KOSATO ce penysar. [IpumMepHa mpeactaBa e 3a JBe
YCIOPEHN JIMHUH, KOUTO ITOCTENICHHO CE€ CHOMpAT B €IHAa TOYKa M NPOABIDKABAT CIETH B €IHA JHMHUS KaTo
BUOpHUpaHETO Ha TOHA He MPEKbCBa M ce 3a0bp3Ba. Taka OT MeeHe Ha WHTEpBal M.2 ce JOCTHTa 0 BUOpHpaHe Ha
TOH, KOWTO € C e/lHa M Chllla BUCOYMHA, Beye Oe3 MpejcTaBa 3a WHTEpBal. MHOIO € BaXKHO TOBa YIpaKHEHHE /1A
3aro4Ba BUHArd oT 0aBHO TEMIIO C TIOCTEIIEHHO W paBHOMEpHO 3a0bp3BaHe. Hsikou meBim mpaBat BUOpaTo camo c
napuHKC (Jiurca Ha nuadparMeHo JMIIaHe), APYTHM IO HpaBsIT caMo ¢ auvadparma (cpemia ce MmpH Kiacuiecka
nocraHoBka). Haif-ecrectBeHOTO BHOpaTO ce MOJy4YaBa ¢ Yy4acTHETO KAaKTO Ha JIAPHHKC, Taka W Ha Juadparma.
TOHBT, TApHHKCOBO 0(OPMEH, ce ,,oanupa’” ¢ AuadparMeHo JUIIaHe, KOSTO YJeCHsIBa O-CIOKOHHOTO BHOpUpaHe
Ha TJIACHHUTE CTPYHH, @ OTTaM TOHBT € C HOII 3By4YeHe (JIApHHKCOB) M HE Ce HATOBapBa INIACOBHS amapart (C MOMOIITA
Ha quadparMeHo IUIIaHe), KOETO TO IMOCTaBs B yA0oOHa ()OHATOPHA MO3UIUS M BCHYKH MPOTHYAIIM NPOLECcH ca 6e3
HalnpexeHne. AKO POABIDKUTENICH TOH MOXeE Ja Ce H3lee ¢ KOHTPOJIMPaHO M3IIbIHECHHUE Ha BHOPATo (T. €. ChC WIH
0e3 BHOpaTo) B 3aBHCHMOCT OT JKEJIaHHUETO Ha MeBela WM HeoOXOIUMOCTTa Ha MY3WKalHUs MOMEHT, TOraBa TO
(BHOPATOTO) € YCBOGHO.

BaxkeH MOMEHT € OmnpeneNiTHETO Ha CTUJIOBHTE XapaKTepPUCTUKM Ha IeCeHTa, 3a Ja ce HaMepu MOAXOJsIiara
3BYYHOCT M Ja ce Ipefajne INpaBWIHO crenupuKara CbC CHOTBETHUTE 3a OIPEACTCHUs CTHI CpEICTBa.
W3non3Banero Ha BUOPAaTOTO B Pa3IMYHUTE CTUJIOBE € Pa3IMYHO MOPaiM TAXHATA XapaKTEPHOCT M pa3iIu4yHU
M3MCKBaHUS MPHU M3MbIHEHHETO. OCBEH CTMIA MECCHTAa MMa W MHIUBHIYaJCH XapakTep U atmocdepa, ¢ KOUTO
HeBeIbT TPsiOBa na ce cbhobOpasu. IlogxombT KBM pere, Omyc, pok, OGanana, GBHK, JKa3 M Op. € PA3NUYCH -
M3IBJIHUTEIAT U3II0JI3Ba BCHYKA KOMIIOHEHTH Ha MY3HKaTHO-XYI0KECTBEHATa U3PA3HOCT, HO 110 PA3IMYCH HAYMH.
BubpaToTo KaTO KOMIIOHEHT Ha Ta3W M3Pa3HOCT CHINO Ce M3II0JI3BA M0 HAYHMH, KOMTO Ja NOMPHHACS 32 ISIOCTHOTO
BB3ICHUCTBHUE, Oe3 a € B KOHQINKT ChC crienu(rKaTa Ha ChOTBETHHS CTHI. B 3aBUCHMOCT naim perero ¢ B 6aBHO
WM B OBP30 TEMIIO, BHOPATOTO CHOTBETHO € M0-0BP30 K 10-0aBHO, MO-IBITOTPAWHO MM HO-KPATKOTPalHO, WA
caMo Ha omnpeJeseHH Mecta. JIokato B poka € IOYTH M3KIIOYEHO Ja ce Iee ¢ BUOpaTo (MM Ja ce U3MO0I3Ba MHOTO
MIECTENIMBO), Thii KATO HE € MOJXO/SIII0 33 TO3M CTUII, TO B OajlaiuTe ce M3IMO0J3Ba 3aIbJDKUTEIHO 32 eMOLIMOHAIHUS
XapakTep Ha ctuia. B crtun ¢bHK TpsOBa Aa ObJe MHOTO BHMMATENHO IMPELEHEHO MSICTOTO U BPEMETPAacHETO Ha
BUOPATOTO — M3IMOJI3BA CE MOBeYe 3a MOJCHJIBAHE HA JIaJIcH MOMEHT, OTKOJIKOTO KaTO YKpalleHHe, OOMKHOBEHO
KpaTKOBPEMEHHO M 0€3 3aTHUXBaHe. 3a COyJl M JpKa3 BUOpPATOTO € XapakTepHO M € HeoOXoauMo 3a ,,1Oo-
paskpenocTeHoTo nuTepnpeTupane. ChIOTO BaXKH U 3a CYHHra - 0e3 BUOpaTo TOil OW 3Bydas BSJIO U OE3THYHO.
T.e. uMa cTHIOBE, NP KOMTO HE € MPEHOPBUMTEIHO Ja Ce W3IoJ3Ba BMOparo (WIM Ja ce H3MO0J3Ba MHOTO
n03upaHo). U oOpaTHO - HMMa CTHIIOBE, IPH KOMTO TPsIOBa J1a MPUCHCTBA KATO HEOOXOIMM EJIEMEHT 3a ISTIOCTHOTO
NpelncTaBssHe Ha My3HKalHAaTa uies. PasinyHOTO 3BYKOOOpa3dyBaHe OKa3Ba BIHMSHHE 32 OOpa3yBaHETO W
M3M0N3BaHEeTO Ha BUOpaToTo. [IpH JIapUHKCOBOTO 3BYKOOOpa3yBaHe TO MOXeE Ja Oble ¢ Pa3invHO 3BydeHe (HArp.
pasiHYHa eBYecKa aTaka, pa3ifyHa JUHAMUKA C IPOMSHA Ha IIEBUYSCKU PETHCTPH M PE30HATOPH) U € pa3HOOOpasHO
NPUIOKEHUE 10 U300p HA MeBela 3a ChOTBETHHS CTHII U XapaKTep Ha My3UKaJHATa KOMITO3HIHS KaTo BpEeMETpacHe,
TEMIIO ¥ Ap. MUKCOBOTO 3ByKOOOpa3yBaHe BKJIIOYBA J[BaTa pe3oHaropa (TPbJSH U IJIaBOB), IPU KOETO TPENTEHETO
Ha TJIACHUTE BPB3KH € YaCTHUYHO U MO-OrpaHuyeHo ¢usnonornyecku. [IpomsHara Ha 3Byka € 3aTpyAHEHa, 3alI0TO
JMiara30Ha Ha MUKCOBATa 30HA € MaIbK (710 5-6 TOHa MaKCUMyM) B 3ByKOOOpa3yBaHETO € B3MOXKHO CaMo IO eIUH
HauMH, 32 Ja W3MBJIHM NpPEeJHA3HAYCHUETO CH — MPEMUHABaHe OT IPhbleH pe3oHaTop KbM riiaBoB. HeoOxomuma e
IIOCTOAHHA W MO-CHUJIHA BB3AYHIHA CTPYA 3a NOAABPKAHETO HA TOHA W TJIACOBHUAT arapar pa6OTI/I IIpy 1O-TOJIAMO
Hamnpexxenue. [logxoabT TpsiOBa na ObJe BHUMAaTeNeH, 0€3 PUCK 3a TJiaca ¢ MPUIaraHeTo Ha BUOpATO M TUHAMHKA Ha
3ByKa. [locTuraHeTo Ha BHCOKO NMpOg)eCHOHATHO HUBO IO3BOJISABA Jla CE MPOMEHS CHJlaTa Ha TOHA, HO HE 3a JIBJTO
Bpeme. [lpu ¢anerHoTo 3ByKOOOpasyBaHe crelU(pUIHOTO (YHKIMOHMpAHE HA TJACHUTE BPB3KH HM3HCKBA
MOCTOSIHHA TMOJKpena OT CTpaHa Ha jauadparmara, KaTo BB3IPOM3BEKAAHETO Ha BHOpPATO € MOCPEACTBOM
JudparMairHo JUIane, OOMKHOBEHO 0e3 ydyacTue Ha JlapuHKc. T.e. 3a momy4yaBaHe Ha BUOpHpan] ToH auadparmara
TpsiOBa NMEPHOANYHO U PABHOMEPHO J1a aTaKyBa TOHA C €IHaKBa BB3AYIIHA CTPYs. BKirouBaHeTo Ha JlapuHKCa € Haii-
YeCTO 32 3BYKOB €(DEKT, C OIpesieieHa 11eJl Ha ChOTBETHUTE MecTa, KPaTKOBPEMEHHO, 3a 1a Ce Mpela3Ba IIacoBUsIT

1264



KNOWLEDGE — International Journal
Vol. 19.3
September, 2017

amapar OT IpeHAaTOBapBaHE. Pa3MYHUAT MOIXOM € HEOOXOIUM TPU PA3TUYHOTO (YHKIHMOHUPAHE HA TIACHUTE
CTPYHH 3a TI0JIy4aBaHe Ha JOOBDP Pe3ysiTaT U OMA3BAHETO HM.

Bce mo-HuckaTa BBp3pacToBa IpaHHIA HA TAIAHTINBH ,,MAJIKH MEBIX, TPUIOOMIH H3BECTHOCT Upe3 HAITMOHATHUTE
MEINH, TTIOCTaBI MHOXXECTBO BBIIPOCH, OTHACAIIM CE€ O PAHHOTO BOKAaJTHO oOydeHHe: (opMHpaHEe Ha IpaBHIIHA
TJIacCOBa MOCTAHOBKA IIPH BCE OIIE HEYKPEIHAJ II1aCOBO-ABUTATEIICH arapar, ora3BaHe Ha JETCKU Iiac, mogoop Ha
MTOIXO/IAI] perepToap, HaMUpaHe Ha OalraHC MEXIy peaHi BB3MOXKHOCTH W TIPEKalieHH aMOMmuu W 1p. Benukn
Te3n TpoOIeMH pedIieKTUpaT B MY3HKAIHO-TIEarormyeckara MpakTHKa, KOSATO TpsiOBa jga HaMepHW Haii-
moaxoaaniuTe GOpMH Ha TENAarorHiecKOTO B3amMoAeHCTBHe ~mete — yumten . Cremumdrkara Ha MeToguTe 3a
BOKAJIHO OOYyYeHHE B HAaYalHa YYWIHIIHA BB3pacT TpsOBa Ja ObAe ChOOpa3eHa ChC CBOCOOpPA3UETO Ha
MO3HABATEIHATA, MOTHBAIMOHHATA M CMOIIMOHAIHO-BOJIeBaTa cepa Ha JeTCKaTa JTUYHOCT. UrpaTta Bce orie mMa
3HAYUTEJIHO MSCTO B IpoIleca Ha couuaiu3alus Ha aerero. HempaBuiiHHTE METOAMYECKH PELICHUS NPU PAHHOTO
BOKAJIHO OOy4YcHHE B JKaHpa Ha MOMYJSIpHATA My3HMKa CE OTpa3sBaT HEraTUBHO HA JETCKaTa MCHXHUKA, BOJAT IO
3aCTOW BBB BOKAJIHOTO DPAa3BUTUE, NPABAT IMEAATOTHMUYCCKUTE YCWIMSA OC3yCICIIHM, a HEPSIKO MPUYHHSBAT H
3a00JsIBaHMS HA TJIACOBUS amapar, KOeTO Hajiara peKparsBaHe Ha o0ydeHuero. 11 o0paTHO — BOKajIHaTa METOMIMKA,
cpo0pazeHa ¢ (PHU3MYECKOTO, MHTEIEKTYalTHOTO M ICHUXHYECKOTO pa3BUTHE, BOAHM JO XapMOHHS BEB
B3aHMOOTHOMICHUATAa MEXy MPEMoaBaTel] H yUYCHHK, KaTo JETETO Ce YyBCTBA IIPUETO | ,,IPUOOIICHO  OT yUUTEIN,
KOHTO e To o0y4aBa, a MOCTHTAaHETO HA B3aWMHO IOBEpHE JOMpPHHACS 32 OCBOOOXKTABaHETO Ha ,,My3UKAIHHUS
MMOTEHIMAN* Ha JeTckata JHJHOCT. Ch3JaBaHETO Ha BPB3Ka MEXIY HrpaTa W BOKAaJHOTO OOYYeHHE € OCHOBa 3a
HETNPUHYACHOTO, YJIECHEHO YCBOSIBAHE HA ME€BYECKO-U3IIBIHUTEIICKU OIUT OT JEaTa B Ha4yallHa YYHUIIMILHA Bb3pacT.
UrpaTta e HemocpeAcTBEHO CBBp3aHAa C BCHYKM BHJIOBE AEHHOCTH — ydeOHa JEHHOCT, XyqOXeCTBEeHa IEeHHOCT,
TBOpUECKa JEeHHOCT, KAKTO U Ch3/1aBaHE HA B3aHMOOTHOIICHUS.

[Ipn BB3HMKBaHEe Ha MPOOJIEM OT IOCTAHOBBUCH XapakTep, KOWTO € TPYIHO pa3pelldM C NPHIaraHeTo Ha NPOBEPEHHUTE M
MIO3HATH METOIUYECKHU ITOXBATH, € MPEHOPBHUNTEIHO J1a Ce CIpe ,,KOMEHTHPAHEeTO M Ja Ce M3MOJI3BaT UIPOBH IeJarorniecku
(dopmu, KouTo 6e3 Ja HAIIOMHSAT 32 TPYJHOCTTa, H3UTPaBaT pellaBalia poiisl 3a HeCh3HATEIHOTO 1 peooiisiBane. M3mbiHeHneTo
Ha WIPOBH YIPAXKHEHUS OCBOOOXKJaBa IICHXMKaTa OT 33JPBKKH M YYCHHUKHT IIPEoNojsiBa HeyBepeHocTTa cu. Hampumep
W3IBIHEHUETO Ha UTPOBH 337a4d, KOUTO ,,IPUKPUBAT” TUIAKTHIHUTE, Ca: IMUTHPAHETO Ha 3By OT OWTa, HA PA3NUYHH NTHIH
U KMBOTHHU, HAa Pa3HOOOPAa3HU E€MOIMOHAIHM CHCTOSIHUS. BB3NpoM3BEeXTaHETO HAa PA3IMYHUTE 3BYIM MPOBOKHPA PA3IMICH
HAauMH Ha HU3MO0J3BaHE Ha TiacoBhs amapar. [lpumepHO ,,3amanBaHeTo Ha Koja“, ,,padoTem] TpakTop®, ,,TpbrBam BIaK'
0CBOOOKIABaT JIMIEBUTE MYCKYJIH OT HampekeHHe. VIMUTHpaHEeTO Ha ,IpermycKail KOH®, Ha ,,[JIacoBeTe Ha MTHLHU (ClIaBei,
rpIb0, BpaHa, Yaiika, BpaOueTa) W XKMBOTHH (KpaBa, Marape, Ko3a, OBIA, BBJK), BB3MPOU3BEKIAHETO Ha EMOLIMOHAIHHUTE
CBCTOSIHMSL — IUIay, PajocT ,Thra, Hamexk1a, CTpax, THSB, OTYassHUE — cromara 3a (opMHpaHe Ha yMEHHE 32 Pa3IM4HO
3ByKOOOpa3yBaHe M pa3BHBA apTHCTHIM3BM B U3IBJIHEHHETO. BHOpaToTO € Hexenuma 4acT OT IMOCTAaHOBBYHHTE €JIEMEHTH W
0CcOOEHO TI0JIE3HU 32 YCBOSIBAHETO MY B IPEIYYWIIHIHA WIM YYHIIMIIHA BB3pacT ca Halp. MMHUTHPAHETO HA HSKOW JXMBOTHH W
nTaiM (OBIa, K03a, Marape, ciaBeil, yaiika). 113moa3BaHeTo Ha TI1acCOBHS amapar Mo pa3indyeH HauMH 32 BB3MPOU3BEKAAHETO Ha
pa3IHYHM 3BYIHM ITOMara 3a HErOBOTO OBIAAsBaHE 1moj (opMaTa Ha WTpa M yIECHABA YCBOSBAaHETO HA MMPBOHAYATHHI BOKAIHH
yMmeHus. M30srBaliki cTpeca B HA9alOTO, MOCTAHOBBYHHUTE 3aJadd IOCTEIIEHHO C€ YCIIOXKHSBAT, 3a Jla C€ pa3BUBAT A0OpH
MIeBYECKH HABHIM, KOETO N3UCKBA BPEMeE, IIOCTOSHCTBO U OTIaeHOCT. Te3n kadecTBa ce popMHpaT B Ipolieca Ha 0OydeHue, Ho
MIOCTENEHHO U 0e3 HAaTHCK OT CTpaHa Ha Iperojasartels. [Ipy miaBHO ycBOsSBaHE Ha €EMEHTHTE Ha BOKAJHAaTa MOCTAHOBKA CE
3ama3BaT )KeJIaHHEeTO 33 Pa3BUTHE U IIOCTIKEHUS B KpeXKara JIeTCKO-IOHOIIeCKa Bb3pacT.

Ponsita Ha meBena e &a NMpeicTaBH WiesATAa Ha aBTOpa SICHO M pa3bupaeMo, KaTto s MHTEPIpeTHpa CbC COOCTBEH CTHJ Ha
W3IBJIHEHUE, HE3aBUCHMO OT BB3pacTTa. TBOPUECKHAT My HPHHOC € Ba)XKEH 3a Ch3J[aBaHe Ha pa3HOOOpa3ue B MHAMBHIYATHUS
MIPOYHT, OCOOCHO Ha Beue MO3HATU My3HMKaIHH KoMnosuuuu. OBJaisHaTa BOKajJHa TEXHHKA MO3BOJISABA €MH M CBHIIU IJIac Ja
MOXe€ J1a 3BYYH [0 MHOTO PA3NNYHHU HaYWHHU. BCHYKM yMEHUS M MHTEpPIPETAIMOHHM IOXBAaTH, B TOBAa YHCIO M BHOPATOTO, ca
HACOYEHH KbM CH3/jaBaHe Ha yHUKAJIeH, COOCTBEH CTHI Ha MEeHe, KbM ECTETHUECKO BB3/IeHCTBHE BBPXY CIyNIaTeINTe, KbM Haii-
TOYHO MPEICTaBsIHE Ha U/esITa Ha My3HUKaJIHATa KOMITO3HIHS M BB3IIPHEMaHe Ha TOCIAHUETO, KOETO HOCH.
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