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EDUCATIONAL CHOIR ACTIVITIES
IN DISTANCE LEARNING CONDITIONS

Karpenko E. V.

INTRODUCTION

The program for studying the elective academic discipline Choral Class is
compiled in accordance with the educational and professional programs for
the specialties B5 Musical Art, A4 Secondary Education: Musical Art. Higher
education students who study pop or academic vocals, choral conducting, as
well as those who are preparing to become teachers of musical art in a
comprehensive school often attend the same educational choir and face
common problems in the event of transition to the distance learning form.

The subject of study in the choral class is the methods and techniques for
students to acquire singing and conducting skills and abilities.

Interdisciplinary connections: choral conducting, choral studies, choral
arranging, reading choral scores, school repertoire workshop, solfeggio, voice
production, ensemble performance.

The curriculum of the academic discipline consists of the following
sections:

1. The purpose and objectives of the academic discipline.

1.1. The purpose of the choral class course is for students to acquire stable
skills in choral singing, master the methods and techniques of choir
management, and realize the importance of choral singing for the national
culture of Ukraine.

1.2. The main objectives of studying the discipline Choral Class are:

1) Understanding of the conductor’s gestures by the singers.

2) Acquisition of singing breathing and sound production skills.

3) Stable singing skills in legato and other strokes.

4) Singing in different dynamics.

5) Identification of the main ensemble shortcomings of choral sonority and
acquisition of skills of eliminating the ensemble shortcomings.

6) ldentification and elimination of intonation deficiencies.

7) Practical application of general choral breathing and chain breathing
techniques.

8) Acquisition of practical skills and abilities in choir management.

9) Concert and contest practice of students.

1.3. According to the requirements of the educational and professional
program, students must:
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know: the language of conductor gestures, rules of seating in the chair,
features of singing breathing, norms of orthoepy, features of choral scores
musical notation, bass and treble clefs, basic methods of working with the
choir, types of sound attack.

be able to: intonate clearly, read parts from a sheet in treble and bass clefs,
find parts in a choral score, correctly shape the sound, apply sound support
and chain breathing. As part of the choir, achieve an organized introduction
and removal by the conductor's hand.

Problem statement

The distance learning form leaves its mark on the entire cycle of
disciplines that are provided for by the curricula of the Institute of Culture and
Arts. However, the change in the form of learning is most reflected in practical
classes in art subjects. In turn, group forms of music making suffer serious
losses, because as such, educational group artistic activity is temporarily
suspended. It is difficult to argue that the purpose of the educational discipline
Choral Class can be fully achieved. However, teachers and scientists are
making more and more efforts to minimize losses and use the advantages of
distance learning as effectively as possible. In a number of regions of Ukraine,
the distance learning form has been prevailing for several years and the
problem of improving the methods for studying art disciplines in the absence
of classroom-based classes is very acute.

The relevance of the study

The introduction of distance learning of artistic disciplines gives rise to a
number of problems that require urgent solutions. It is impossible to fulfill
some of the requirements of the work program in this way. This concerns the
acquisition of group singing skills and practical work with the choir of
graduate students. At the same time, distance classes in the choral class should
not be spent in vain. The efforts of pedagogues and scientists, the development
of new effective pedagogical approaches lead to a positive result. Participants
in the educational choir strengthen the theoretical base, study choral parts, and
try to record choral polyphony using technical means.

Of course, the primary issue is to maintain the motivation to learn. As
experience shows, a strong argument in favor of the appropriateness of
applying efforts to master academic disciplines in distance learning is the
realization that this period is somehow limited in time. The end of the forced
period of distance learning of art subjects will mean a return to traditional
classroom-based work. Naturally, the full-fledged activity of choral groups
will soon resume. As experience shows, a positive outlook strengthens the
motivation to learn. And this, in turn, allows educational performing groups
to achieve bright creative results.
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Strengthening the motivation to study is very relevant today. This is a key
to successfully mastering the educational material, developing singing skills,
and strengthening the theoretical training necessary for both choir singers and
future conductors.

The purpose of the study is to find effective approaches that allow using
online choral classes with maximum educational benefit. These approaches
are formed on the basis of experiments that were conducted during distance
learning classes in the choral class with the participation of students at the
Educational and Scientific Institute of Culture and Arts of Sumy State
Pedagogical University named after A. S. Makarenko during 2019-2024.
Attempts to improve the teaching methods of the academic discipline Choral
Class are aimed at improving the level of education of both future members
of singing groups and future conductors, because usually the training choirs
of such institutes of pedagogical educational institutions are staffed with
students of various specialties (future school art teachers, choir conductors,
vocalists).

1. Distance form of choral classes as a temporary replacement
for classroom-based rehearsals

Despite the fact that the mass distance learning form has been introduced
in Ukraine for several years, online study of art disciplines raises many
questions. The degree of study of the problem of distance art education today
does not yet satisfy scientists and pedagogues. For example, A. I. Bondarenko
quite categorically states: “thus, the question of the prospects and actual
feasibility of distance education of musicians-performers in terms of directly
acquiring the skills of playing a musical instrument or singing is unexplored.”
L L. Antonova is quite skeptical about distance education of vocalists, but
E. O. Kokareva is more positive about online education of musicians.
Basovska S. Yu., Ignatovska O. I., Ostapchuk L. O., Plakydyuk O. Yu. see a
lot of positive in the distance form. However, they note the feasibility of
combining online and offline forms of teaching. For example,
V. V. Zamorotska expresses the opinion that “students’ work in the distance
learning course ‘Basic Musical Instrument (Piano)’ must be combined with
classroom-based classes, piano practice, and consultation with the teacher in
direct communication.” 2

! Bonmapenko A. 1. /JlucTamiiina ocBiTa My3MKaHTiB-BUKOHABIiB: MpOONEMH Ta
MEPCIEKTHBU. IMioxc cyuacnozo nedazoea. 2020. Ne 3 (192). c. 69 DOI: https://doi.org/
10.33272/2522-9729-2020-3(192)-69-72 (nara 3Beprenns 01.04.2025)

2 3amopoupka B. B. JlucTanmiiiie HaBuanHs y popMyBaHHi iHCTPYMEHTaTbHO-BHKOHABCHKOT
KOMITETEHTHOCTI MaifOy THIX yUHTEIiB MY3UKHU. HayKosuil iCHUK YHC2OPOOCHKO20 YHIGepCUMEmY.
Cepisa: «Iledacocixka. Coyianvna pobomay. 2019. Bunyck 2 (45), c. 70-74. DOIL: 10.24144/2524-
0609.2019.45.70-74 (nara 3BepHeHHs 01.04.2025)
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It should be noted that despite the fact that the opinions of pedagogues and
scientists regarding distance learning differ, the prevailing narrative is that in
modern conditions, online education is often the only opportunity to safely
continue studying for a significant number of higher education applicants.
Researchers note that despite the lack of personal classroom-based
communication between a student and a teacher, it is possible to increase the
professional level of future specialists during distance learning.

Organization of online learning process in choral class

It is clear that one cannot simply “wait out” the period of distance learning
for the choral class and renounce the formation of a concert or examination
program, studying, practicing choral parts. But distance learning has its own
specifics that must be accepted. It is necessary to take into account the
technical capabilities of available digital platforms, which are most often used
in educational practice (“Zoom” or “Meet”). Unfortunately, group singing
during online classes does not lead to acceptable results. Various signal delays
in the network do not allow achieving a rhythmic ensemble. Sometimes the
connection is temporarily interrupted altogether, which also destroys the
performance process.

It should be noted that all efforts aimed at preserving the choir as an
educational and performing unit are aimed at the future, at a time when it will
be possible to return to classroom-based classes and concert performances in
front of an audience.

In addition to the fact that classroom-based classes are being replaced by
online conferences, group artistic work is being transformed into personal
meetings with a teacher, whom the student will see on the screen of a monitor
or smartphone. As practice shows, the most negative impact on the readiness
of choristers to work in the future is the transition from group music making
to individual classes. Without feeling the «shoulder of a comradey, realizing
the remoteness of the teacher, the student is not always able to mobilize
himself sufficiently for fruitful creative work.

As for group online meetings, they should not be neglected. It is useful to
organize video conferences of choir members where, in addition to general
formal educational conversation, it would be possible to allocate some time
for the exchange of personal information between choristers. Such
communication reminds singers that they are members of the same performing
group, that creative family, which after a certain time will again delight
listeners with wonderful performances of choral compositions. During
collective conferences, it is quite permissible to conduct rehearsals of choral
parts, but this usually has to be done individually. It is unlikely to achieve
synchronous sounding of two or more singers due to different signal delays.
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During distance learning, the main form of communication between a
student and a pedagogue is an individual online lesson, or communication
with a small group of students. As practice has shown, it is inappropriate to
gather the entire choir for each lesson. Classes can be held both synchronously
and asynchronously.

During a synchronous class, the teacher and the student (or group of
students) log into Zoom or Meet at the same time. The student demonstrates
the completed tasks, the teacher evaluates them on the spot and provides
advice on further improving the level of performance skills.

Asynchronous classes involve the student recording a choral part and
sending the audio file to the teacher. After a certain amount of time, the teacher
sends the student a review with comments and assignments.

Thus, the main content of online choral classes is the study and practice of
choral parts. Of course, this does not exclude work on expanding the student's
horizon of knowledge, his imagination about choral singing. Homework
should include watching recordings of the best domestic and foreign choral
groups (choirs) with subsequent discussion. It is useful to conduct discussions
during general conferences, when the entire student choir meets in video
format. As it has been already noted, attempts at group performance in this
mode are inappropriate due to signal delays and disruptions of stable Internet
connection.

An individual approach to working on choral parts

As practice shows, the basis for successfully overcoming the difficulties
of the online learning period is an individual approach, which will not only
strengthen the motivation to learn, but also improve the quality of the obtained
educational and creative results.

In everyday practice, an individual approach is usually understood as
taking into account the individual characteristics of a student not only in terms
of his/her abilities, training, but also specific character traits. Experience
shows that despite the fact that students may be more patient, attentive, or,
conversely, restless and even prone to conflicts. At the same time, their basic
training ranges from a music college to complete absence of basic training.
There are such cases among students studying academic or pop vocals. At the
same time, regardless of the level of training, these students are members of a
choral group (student choir) and, accordingly, must learn all the parts that are
provided for in the choir's work plan. The head of the group (choir) faces the
problem of developing methodical approaches to all categories of students in
order to ensure the resumption of active educational and concert activities of
the choir after returning to offline classes. Of course, distance learning
requires a stable Internet connection. At the same time, it is important to note
“the lack of appropriate technical equipment and access to the Internet among
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some potential students living in rural areas.”  The teacher should take this
aspect into account. Perhaps, with a student who does not have a stable
Internet connection, there is an opportunity to communicate by telephone, or
even by mail. One way or another, interaction with all students should be
established.

Methodical approaches can be illustrated by the example of studying the
Ukrainian folk song «Oh, Gray-Haired Zozulenka» in the arrangement by
Mykola Leontovych.

1. The student has training on the basis of a music or music-pedagogical
college. This category of students is able to quickly process the material and
promptly send a high-quality recording of choral parts. After the resumption
of classroom-based classes, such students quickly adapt to group singing and
can be a kind of support for less qualified singers. Of course, from this
category of students, it is worth positively highlighting choirmasters and
vocalists who have experience in studying choral parts.

The teacher must carefully check the knowledge of the choral parts, paying
special attention to intonation purity, quality of sound formation, clarity and
correct pronunciation of words. Expressiveness of performance is also
necessary. The choir director must convey to the students his own vision of
the specifics of choral sonority and interpretation of the studied compositions.

2. The student graduated from a children's music school. Such a student
often needs advice from a teacher. In addition to intonation errors, rhythmic
inaccuracies may sometimes occur. It is not necessary to provide such students
with high-quality recordings of parts for learning by ear. It is more useful to
require recordings of solfeggio with conducting, which will allow the student
to quickly realize mistakes.

This category of students needs advice on the methodical procedure for
studying a choral part. It is advisable to divide this process into several stages.

The first stage is solfeggio of a fragment of the part. For example, when
learning the alto part, the student solfeggios and then sings with the text the
first 7 bars (from the moment the alto part enters).

3 Camomrok H. AKTYyaJbHICTb 1 IPOOJIEMHICTh TUCTAHIIWHHOTO HaBYaHHs. Hosa nedacociuna
oymka. 2013. Ne 1.1. C. 193. URL: http://nbuv.gov.ua/UIRN/Npd 2013 1 50 (naTta 3BepHEHHS
05.10.2024)
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Example 1.
OH, GRAY-HAIRED ZOZULENKA 4
Ukrainian folk song arranged by M. Leontovych
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When the student has figured out this fragment, it is worth trying to enter
after the soprano. This is the second stage. Working on this can go in two
ways. In the event that the student can play a musical instrument and has
access to the instrument, it is useful to play the soprano part before the altos
enter, and at the right time start singing the alto part. Of course, singing one
part while simultaneously performing the others on a musical instrument is
very useful, but, as experience shows, not every student can cope with such a
task. In the event that the student does not have access to a musical instrument,
the student needs to sing the soprano part first and at the right moment switch
to performing the alto part. A smartphone can provide significant assistance
to the student if the student installs a tuning fork or the Perfect piano program.

3. The student has poor musical literacy and learns parts by ear. This
category is quite numerous among vocalists. The teacher usually asks the
accompanist to record the phonograms of the choral parts on the piano. For
convenience, these phonograms should be divided into fragments — this will
make it easier for the student to remember the material. To some extent, the
method used during classroom-based classes is imitated: there, the choral parts
are studied in fragments. For example, recording the alto part should be done
as follows: 5

4 Oit cuas 303yseHbka (YKpaiHChka HapoiHa IicHs B 06pobui M. JleontoBuua). URL:
https://www.dropbox.com/scl/fi/yq9rdlm1sizpv3xr1irkz/.pdf?rlkey=w4kcni5Ss80aox9woy 1 vhirq
8h&e=1&dI|=0 (nara 3Beprenns 27.03.2025)

° Oit cuBas 303yneHbKa (YKpaiHChbKa HapoaHa MicHs B o6po6mi M. Jleontosuua). URL:
https://www.dropbox.com/scl/fi/yq9rdlm1sizpv3xr1irkz/.pdf?rlkey=w4kcni5Ss80aox9woy 1 vhirq
8h&e=1&dI|=0 (nara 3Beprenns 27.03.2025)
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Example 2.
First fragment.
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Example 3.
Second fragment
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Third fragment
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In this way the entire piece should be recorded by the accompanist. In
addition, a complete recording of the entire part is usually also required. It is
worth noting that at the final stage of learning the parts by ear, one should sing
to the recording of the entire score. It is possible to allow a certain
emphasizing (with volume) of the part that is needed by the representative of
one or another part.

Regarding the introduction of the altos after the sopranos, it is worth noting
that it is necessary to require practicing this introduction separately. To do
this, the accompanist records the beginning of the composition, including the
introduction of the altos. The first steps in studying the part require the alto
part to be played separately. At the final stage, the student must perform his

158



part against the background of the entire score, which is also recorded by the
accompanist in audio format.

4. The student is able to learn the material only by ear. This is a rather
limited category of students, but it should be given specific attention.
Basically, these are first-year students who have no experience in choral
performance and no musical education.

As for creating sample parts, in some cases this is done by the pedagogue.
Most often, the best audio recordings made by students studying in their senior
years are used as samples.

It is important to either suggest that the student (who is recording the
training sample) breaks the part into fragments. The teacher can also do this
work by dividing the audio file into fragments. It is necessary to emphasize:
each fragment should be sung from five to ten times. Only after that proceed
to the next fragment. Having mastered two fragments, you need to sing them
together also at least five times. If the student learns the part by ear — he needs
to memorize it completely.

It should also be remembered that even those students who have little
musical training should look at the notes and follow the melody as they learn
the part by ear.

Mastering parts of choral compositions with accompaniment

The maximum program for studying parts of choral compositions with
accompaniment is to perform the mastered material without the help of a
musical instrument. Usually, this is difficult for most junior students.
Therefore, such parts should be sung to the accompaniment of a phonogram.

In the process of learning parts, it is also useful to sing one voice and play
the piano with others, or at least one. The teacher cannot forget about the
individual approach to the educational process. It is worth recalling once again
that some of the junior solo singers, despite studying solfeggio, are able to
learn parts exclusively by ear, and not infrequently — from voice (vocals).

When studying the parts of choral works with accompaniment, it is
necessary to qualitatively practice the beginning of the singing after the
instrumental introduction. Here it is important to understand at what function
the introduction ends. For example, in the “Requiem” by W. A. Mozart, in the
first part, the composer provides the tonic sound in the accompaniment, from
which the basses enter:
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Example 6.
W. A. Mozart. «Requiem» ©
No. 1. Requiem aeternam
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In the song «My Kyiv», I. Shamo also ends the introduction on a tonic
harmony. This allows one to feel the tonality well, but does not provide a
direct tuning to the first sound, because the melody begins with the sound
«Do». The introduction on the sound «Do» in F minor usually requires some

attention and practice.

® Momapt B. A. Pexsiem (Requiem). URL: https://musopen.org/uk/music/43683-requiem-in-
d-minor-k-626/ (nara 3BepHenns 11.10.2024)
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Example 7.
How Not to Love You, My Kiev ’
Words by D. Lutsenko, music by I. Shamo
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Quite often, the introduction can end on the dominant:

" Jyuemko /. (Bipmi), Ilamo 1. (my3uka). Kwuee  wmiid. URL:
https://composer.ucoz.ua/load/noti/populjarni_pisenki/i shamo kieve mij re minor/18-1-0-
537?korBXRF (nara 3Beprenns 27.03.2025)
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Example 8.
Summer Again 8

Words by A. Markov, music by E. Karpenko

Moderato con moto
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8 Mapkos A. (Bipwi), Kapnenko €. (Mysuka). 3HoBy jito. Hasuatime mene mysuyi. Cymu,

BBII «Mpis» TOB, 1992, C. 14.
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Of course, ending the instrumental introduction on the dominant at the
time when the chorus should enter on the tonic chord requires effort and time
to practice.

In the song “Summer Again,” it is important to note that the altos enter on
the sound of F-sharp while the tonic harmony sounds in the accompaniment.
A tonic seventh chord is formed. The sound of F-sharp must be felt as an
introductory sound that gravitates towards the tonic. And at this time, the tonic
must be firmly remembered.

It should be noted that sometimes accompanied compositions (most
often — a part of a large form) happen to begin without an instrumental
introduction. During the performance of the entire composition (for example,
the «Requiem» by W. A. Mozart), the last bars of the previous part play the
role of tuning. During a concert performance, for example, the second part of
the «Requiemy, tuning to the key is necessary. A student studying a part can
tune himself using a telephone, a musical instrument or a tuning fork.

Example 9.

W. A. Mozart. «<Requiem»
2.Dies irae
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® Momnapt B. A. Pexsiem (Requiem). URL: https://musopen.org/uk/music/43683-requiem-in-
d-minor-k-626/ (nara 3Beprenns 11.10.2024)

163



Not the last role in the study of choral parts belongs to vocal education.
Sometimes it is difficult to convince solo singers to take into account the
peculiarities of group choral performance. Achieving a common vocal manner
for the entire choir in the conditions of distance learning is certainly
complicated. During classroom-based classes, students experience the results
of efforts to achieve a common choral timbre ensemble, and this convinces
them. The teacher must definitely explain to solo singers that without
achieving a common manner of sound formation, the very concept of choral
singing disappears. It is important to familiarize students with the best
examples of domestic and foreign choral performance.

The final stage of studying the part will be singing with piano
accompaniment with the sound of the entire score or accompanied by the
simultaneous sound of all parts performed by the singers.

As practice shows, every higher education student who studies choral parts
in the process of distance learning will be concerned about the issue of tuning
to the desired key. It should be admitted that the broadcast of the tuning
performed by the teacher during the video session is not always of high
quality. Therefore, students are better off relying on tuning using a musical
instrument, a tuning fork or a smartphone. A smartphone can come to the
rescue here. It is worth installing a tuning fork or the Perfect Piano application.
In this way, you will not only be able to tune in, but even play a particular
fragment of the part. Those students who study the parts by ear will have a
recording of the part performed in the required key, made by the accompanist.
The part can also be sung by one of the choir members. Here, the teacher must
ensure that the recording is made in the key provided for in the score.

The correct tonality is important for the formation and strengthening of
associative connections: | see a note — | sing a sound of a certain pitch. This
applies, first of all, to students who have a poor knowledge of musical
notation. When studying parts by ear, they must definitely look at the notes of
the choral part being studied and follow the development of the melodic line.

Equipment and conditions required for distance learning of choral
parts

Studying choral parts during distance learning is a rather complicated
process and requires both certain equipment and appropriate conditions. The
most desirable is the presence of a musical instrument. This greatly facilitates
the study of the material, makes it easy to find and correct errors that
sometimes arise in the process of analyzing and memorizing a choral part. Of
course, a musical instrument (piano, guitar or accordion) can help those
students who have the skills to play a musical instrument and read notes at
sight.

All categories of students will need a computer, tablet or smartphone and
internet access. In addition to the fact that these devices provide connection
with the teacher, they allow students to record the studied part in a high-quality
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way in order to later send it to the teacher for review and then receive
comments and advice on improving the performance of the part.

It is worth noting that the student will need a room in which he could
master his homework. In a common room where several people live, studying
choral parts is difficult. It is especially difficult to organize memorization by
ear. In the event that the student cannot find a separate room due to
circumstances, he should be advised to use headphones. Headphones will
allow him to listen to the part and, thus, learn the material by ear. However,
the recording of the part, which the student must make, requires silence and
concentration. The student of higher education should choose a suitable time
for recording, when there is no noise in the room.

It should not be forgotten that students who are in rural areas sometimes
experience Internet outages. This unfortunate circumstance cannot be the
reason for not completing homework. The student should study the parts,
record them on a phone or computer, and send them to the teacher when the
connection is restored. Theoretically, it is possible to record the parts on a CD
and send them to the university by mail.

The teacher should require from students not only clean intonation, good
diction, correct sound formation, but also a high-quality recording of the
choral part. Preference is given to video recordings. Of course, you should not
hope for a studio version, but the voice in the recording should sound clear,
without extraneous noise.

Pop singers who have some experience of working with microphones
understand the requirements for high-quality sound recording better. The part
should be recorded as high-quality as the equipment available allows.

The importance of vocal work

The training choir of the Institute of Culture and Arts usually includes
students who are mastering various areas of musical activity. These can be
choir conductors, academic and pop singers. Choir conductors who studied at
music colleges before entering university have certain skills in group singing,
they have already worked in the direction of voice production and singing
breathing. An important quality of singers who have completed a choral
singing school is a sense of the ensemble in all its forms. This is very
important. Usually, choir conductors can become the basis of a training choir.

Academic singers, of course, have also gone through the stage of acquiring
and improving singing, if we are talking about those students who study at a
university on the basis of a second-level educational institution. However, it
should be noted that sometimes academic singers have a music school as their
basic musical education. In rare cases, academic singers do not have a musical
education, but they have a good voice. Academic singers are more successful
in solo performance than in choir singing. Their skills of adapting to joint
performance and feeling for the ensemble are not sufficiently developed.
Some students believe that choral singing negatively affects their voice.
However, this is not so. Singing skills in an ensemble, the ability to adjust the
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strength of their voice in order to achieve balance in the choral part may be
useful to singers in the process of professional activity after graduating from
a higher educational institution. Academic singers should always remember
that in the choir you should not “put on display” your voice. The quality of
choral sound lies precisely in the unity of manner and strength of singing in
each part and in the choir as a whole.

Vocal work in the choir is aimed not only at finding the correct vocal
position, singing breathing. Each singer should feel like a member of the part,
of the entire choir. In the conditions of distance learning, this feeling is
practically not formed. However, the efforts of the teacher and the student,
aimed at flexibility, expressiveness of the part performance, the absence of
forcing the sound, and intonation purity, should contribute to achieving
success at a time when classroom-based classes resume.

Among pop singers, the greatest variety of singing styles is observed. “The
specificity of pop vocal art requires from a modern performer to use a rich
arsenal of professional tools. First of all, this is mastering general professional
basic vocal skills — academic and folk vocal-technical techniques.” *° The
main thing is to explain to the student, without hurting the student’s pride, that
in the choir it is necessary to achieve a common singing style. Adjusting the
performance style during choir classes (both distance or classroom-based)
does not spoil the voice, but only enriches the arsenal of vocal skills of a pop
singer. For pop singers, listening to high-quality recordings of parts performed
by teachers or the best students is very useful.

It is necessary to remind singers that «The singing process should be
natural, free, and timbre-colored. In this regard, one of the main points in
organizing the singing process is the development of vocal zonal hearing,
which could subtly react to deviations from the desired tone. » !

Of course, in the conditions of distance learning, which students from
front-line regions face, it is difficult to work out a common singing style for
choir members. However, certain steps in this direction should be taken.
Sound recording can come to the rescue here. As practice shows, the most
useful thing for developing an understanding of the need for a common vocal
style is recording parts in unison. First, the part is recorded by the most
experienced singer, whose style generally suits the conductor (teacher). He
sends the recording to a colleague in the choir part, who superimposes his
singing on the performance of his predecessor and creates a new recording.
At this time, it is necessary to take care of the quality of the unison not only
in terms of pitch, but also in terms of timbre. The third student should

10 Pocs 3. 1. OcobmuBOCTi po6OTH 3 PO3BHTKY BOKaJIbHO-BUKOHABCHKOT TEXHIKH €CTPAIHO-
JUKa30BHX CHIBAaKiB: HAGUATbHULL NOCIOHUK 3 MemoOuunuMu pexomenoayismu. IBaHo-
®pankiserk : “CIMUK”, 2019. C. 4

1 Mmomuxk €. B., Omensuyk B. B. ®emopuenxo B. K. Jlekuii 3 kypcy «Xopo3HaBcTBOY.
1-e Bug. XKuromup: Bun-so XK1Y im. 1. ®panka, 2010. c. 6.
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organically merge into the existing unison, without disturbing it. It should be
noted that it is useful to create recordings not only of the entire choir part, but
also of one or two choir members. This way, the teacher can better hear the
shortcomings of sound production in the case of poor-quality unison. Choir
members must remember that high-quality vocals are the key to pure
intonation.

2. The role of student independent work.
Development of introspection skills

In the conditions of distance learning, the role of the student's independent
work increases significantly. Online meetings with the teacher and some choir
members do not leave such a bright emotional trace as a rehearsal in a choir
classroom. Therefore, more effort is required from the student to bring the
performance of the parts to a certain perfection.

Only a conscious attitude to the process of distance learning in the choir
class can turn them into preparation for a concert performance, which will
certainly take place as soon as permission is received.

A student, regardless of the level of his or her musical training, should
receive basic information from the teacher about the peculiarities of the
formation of choral sonority. A pop singer should understand why he needs to
“break” a precious singing style in the choir, which may be truly original.
Singers of the academic direction often do not understand why they sing piano
where they can show all the power and brightness of their voice. Therefore,
the concept of a choral ensemble should be mastered by all students, although
the implementation of ensemble skills and abilities in distance education is
based only on trust in the teacher and is reinforced by listening to the best
domestic and foreign choral groups.

It is worth noting that listening to recordings of professional choirs
requires further discussion and analysis. Analyzing the characteristics of
professional choirs' performances will help develop self-analysis skills.

The student must learn to analyze his or her own performance from the
following aspects:

* Correct reproduction of the rhythmic pattern of the choral part.

* Intonation purity.

* Quality of the voice sounding.

Students who are well versed in musical notation are able to sing the
conducting part slowly, comparing the performance version with the musical text.

Those students who learn parts by ear return to listening to fragments of
parts and comparing them with their own performance. This way, both
rhythmic shortcomings and intonation flaws can be identified.

The general academic production is taken as a model for the sound of the
voice in an academic training choir. Therefore, all choir members, regardless
of their own style of performance, must not only learn to master the skills of
academic singing, but also analyze their own singing from the point of view
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of its approach to the required quality. The academic style requires good
mastery of singing breathing, develops singing skills in different registers, so
singing in the choir will not harm the soloists.

Preliminary analysis of the choir part

Usually, those students who have a solid musical background try to read a
choral part at sight. Already in the process of mastering the material, they
become aware of the difficulties that lie in awkward trills, alterations, key
shifts, or capricious rhythm.

Those students who have low musical training level and learn parts by ear
often master the material mechanically, without delving into the problems of
intonation of the scale or reproduction of rhythm.

A preliminary analysis of the part can help to focus on difficult places.
This way, one can speed up the study of the material. First, one needs to look
at the part. It is clear that a student who sings in the alto part in a choir receives
appropriate material for study. He is not offered to study any other voice.
However, when previewing, it is worth paying attention to the high and low
sounds contained in the proposed melody. In addition, even a visual
acquaintance with the notes allows one to detect the presence of:

1. Ascending and descending jumps.

2. Long descending moves.

3. Alterations.

4. Changes in key.

5. Complex rhythm, syncopation.

6. Long pauses.

For example, a preliminary analysis of the soprano part in the song «Oh,
Gray-Haired Zozulenka» (a Ukrainian folk song arranged by Mykola
Leontovych) allows us to immediately identify an ascending jump to a minor
sixth with the following descending movement:

Example 10.
Oh, Gray-Haired Zozulenka ?
Ukrainian folk song arranged by M. Leontovych
Moderato
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In order to successfully perform a “jump”, it is necessary to prepare for it
in advance. Already the sounds «Mi» of the first octave, which precede the
jump, must be performed in the vocal position that is necessary for easy and
confident singing of the sound «Do» of the second octave. In bars 4-6, there

12 Oit cuBas 303yseHbka (yKpaiHChKa HAapoAHa TicHA B 006po6ui M. JleonToBuua). URL:
https://www.dropbox.com/scl/fi/yq9rdlm1sizpv3xr1irkz/.pdf?rlkey=w4kcni5Ss80aox9woy 1 vhirq
8h&e=1&dI|=0 (nara 3Beprenns 27.03.2025)
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is a rather long downward movement of the melody. In such a place, a
lowering of intonation, lethargy of sounding may occur. It involuntarily seems
that lower sounds are easier to sing. As a result, singers remove the sound
from their breath, lose activity and self-control.

By paying attention to the mentioned problems, the student prepares
himself for systematic work in advance and overcomes difficulties more
quickly.

In modern pop songs, even a cursory glance can reveal a significant
number of syncopations:

Example 11.
Summer Again
Words by A. Markov, music by E. Karpenko
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Sometimes students get confused and cannot correctly calculate rhythmic
formulas. Students also do not learn such a rhythm by ear quite accurately. As
a methodical procedure tip, we can suggest first mastering the rhythm
«without syncope». It would be best to solfeggio the melody of your part,
ignoring the leagues:

Example 12.
Summer Again
Words by A. Markov, music by E. Karpenko
(performance without syncopation)
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This way it is easier to learn to play the dotted rhythm (dotted eighth note
and sixteenth note) and to feel the beginning of the next part. Also, conducting
while learning the parts could be very useful.

¥ Mapkos A. (Bipwi), Kapnenko €. (My3uka). 3HoBy stito. Hasuaiime mene mysuyi. Cymu,
BBII «Mpis» TOB, 1992, C. 14.

14 Mapkos A. (Bipui), Kapnienko €. (My3uka). 3HoBy fito. Haguaiime mene mysuyi. Cymu,
BBII «Mpis» TOB, 1992, C. 14.
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Introduction after a long pause can be difficult. To feel confident, the
student should play a few bars of the score or accompaniment preceding the
introduction of the part he wants to learn. If the higher education student does
not play a musical instrument, or does not have access to one, it is necessary
to find a recording on the Internet and practice similar fragments to the

recording.

Example 13.
W. A. Mozart. «Requiem» °
No. 1. Requiem aeternam
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The presence of a large number of chromaticisms is also immediately
noticeable. It is advisable to work on such fragments separately. At the same
time, it should be noted that a certain limitation is necessary in working on
complex fragments. In this case, if fatigue sets in, it is better to take a break
and return to work after some time.

15 Monapr B. A. Pexsiem (Requiem). URL: https://musopen.org/uk/music/43683-requiem-
in-d-minor-k-626/ (nara 3Bepuenns 11.10.2024)
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Example 14.
W. A. Mozart. «Requiem»
No. 7. Lacrimosa
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Of course, intonation of altered intervals requires knowledge of the laws
of sound interaction in a modus. Augmented intervals should sound with a
tendency to expand, diminished intervals should sound with a tendency to
narrow. Large intervals will also sound wide, although not as wide as
augmented intervals. Small intervals sound quite narrow.

For example, the sounds «B-natural» and «B-flat» do not form a semitone,
but an augmented prime. Such an interval should sound wider than a semitone
of the equal temperament.

It should be noted separately that the applicant should not neglect the
advice on the position of the body while singing. You need to sit or stand
straight, monitor your breathing and the quality of the sound. Lower-rib
breathing is optimal. The shoulders do not rise during inhalation. It is also
imperative to monitor the quality of sound production, sing with moderate
volume, but with a full-bodied sound in terms of timbre. As you study the part,
it is important to monitor not only the accuracy of intonation and rhythm
reproduction, but also the expressiveness, reproduction of dynamic shades.

Purity of intonation as the cornerstone of choral performance

“Purity of pitch intonation is the cornerstone on which the structure of
choral art is based.” ¥/

It should be recognized that a student, playing along while studying a part
on the piano, ignores the sound interaction in a modus and gets used to singing
in the equal temperament. In the conditions of distance learning, it is quite
difficult for a student to correctly take into account all sound interaction in a

16 Mouapr B. A. Peksiem (Requiem). URL: https://musopen.org/uk/music/43683-requiem-
in-d-minor-k-626/ (nata 3sepuenns 11.10.2024)

1 3a6onoTuit 1. T1. OcHOBY XOPO3HABCTBA. HABUANLHULL NOCIOHUK OIS CIMYOEHMIE GULYUX
nasuanvhux 3axnadie. Cymu : BBIT «Mpis-1» TOB, 2006. C.43.
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modus. However, it is worth reminding higher education students about the
peculiarities of sound interaction in a modus and their embodiment in the
singing process.

Even when studying fairly simple works, students encounter the problem
of purity of pitch intonation. It should be noted that a conscious attitude to
intonation problems is absolutely necessary. Such an approach, as practice
shows, allows you to significantly improve the intonation of the choral group,
and in complex compositions it is simply impossible to achieve a coherent,
high-quality sound without a conscious approach to the reproduction of
altered degrees.

Each musical mode is a certain system of tensions that arise in the process
of interaction of sounds. These tensions are largely leveled in the equal
temperament, which is characteristic of such musical instruments as the piano,
accordion, guitar, etc. Sound interaction in a modus in choral performance is
clearly manifested in the process of singing a cappella. It is worth mentioning
the sharpened intonation of introductory tones, raised or lowered altered
degrees. Sound interaction in a modus of the unstable sounds approaching the
stable ones is manifested in the raised or slightly lowered intonation of one or
another sound.

Therefore, the conductor should not be too happy if the choir singers
intonate «like on a piano»: choral performance requires the detection of modal
tensions.

“The peculiarities of modal ear-for-music training are revealed taking into
account a comprehensive consideration of the mode as a set of its three
components: melodic tendencies in the scale of the mode, characteristic
chords of the mode, and the functional connection of chords and sounds in the
mode”. 18

In addition, there are certain rules for intonation of intervals. These norms
have been discovered and standardized through many years of practice.

The so-called pure intervals are intoned steadily in ascending and
descending mation. These are pure fourth, pure fifth, octave.

Small intervals are intoned according to the principle of one-sided
narrowing.

In the ascending movement, the lower sound is intoned steadily, the upper
sound with a tendency to flatting. In the descending movement, the upper
sound should be performed steadily, the lower sound with a rise.

18 Bina-Bouman, O. 1. @opMyBaHHs Na0BOr0 9y TTs SIK OCHOBU PO3BUTKY MY3HUYHOTO CITyXY
MaiOyTHIX YYHTETiB My3uKH Yy Tpaauuisx Opecbkoi XopoBoi mkomu. Haykosi uaconucu
Vrpaincorozo oepacasnozo ynieepcumemy imeni Muxaiina /pacomanosa , Cepis 14. Teopis i
Mmemooduka mucmeyvkoi oceimu, Buyck 16(21) Yactuna 1, 2014, c. C.60.
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Diminished intervals are intoned according to the principle of bilateral
narrowing.

The lower sound of the interval should be played with a rise, the upper
sound with a flatting. An example would be the diminished fifth F —B or D —
A-flat.

Augmented intervals are intoned according to the principle of bilateral
expansion. The lower sound is intoned with a flatting, the upper one with a
rise. For example, an augmented fourth F — B or D — G sharp.

The intonation of chromatic semitones requires special attention.
A chromatic semitone is not a minor second, but an augmented prime.

In the ascending movement, it is necessary to perform the lower sound
steadily, the upper sound with a rise (for example, F — F sharp).

In a descending movement, the upper sound is intoned steadily, the lower
sound is drawn downward (for example, A — A-flat).

In addition, there are certain rules for intonation of the degrees of the scale,
which can be found in textbooks on choral studies. It is worth noting that the
norms for intonation of some degrees of the scale have changed over time.
This suggests that intonation is not a purely mechanical process, but is closely
related to the aesthetic ideas that prevail in a particular period of historical
time. For example, from the beginning of the twentieth century to its middle,
certain changes occurred in the requirements for intonation of the first and
fifth degrees: 1°

Example 15.
Summary table of intonation of minor scale degrees
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At the beginning of the 21st century, these changes have already affected
the fourth degree:

Example 16.
Intonation of the major scale
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It should be recognized that it is impossible to achieve absolutely identical
intonation for all choir singers. However, these intonation differences should
be minimal. «That is, each sound may not be absolutely accurate, within
certain limits (deviations up to 1/8 tone) may be perceived as pure. These
deviations are called the zone (Greek zone — belt) of sound vibrations.» %

To practice the solutions of unstable sounds into the steady state, it is
useful to sing the following exercise:

Example 17.
gi £ i I F_
] z ~t .

Before performing the exercise, it is worth tuning into the key, singing the
triads of the main degrees of the scale (I, 1V, V) and the corresponding scale
up and down.

Singing warm-ups

At first glance, since students submit parts individually, recording them on
a gadget, the issue of singing warm-ups can be left out. However, in this way,
the tendency towards professional growth of singers, which should be
dominant in the process of distance learning, can be lost. Therefore, among
the homework assignments, it is necessary to have singing warm-up
complexes, performing which, the student improves certain vocal and choral
skills.
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2 3a6onoTauit 1. T1. OCHOBH XOPO3HABCTBA. HABUALHULL NOCIOHUK Ol CIMYOCHMIE ULYUX
nasuanvhux 3axnadie. Cymu : BBIT «Mpis-1» TOB, 2006. C. 43.
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At the beginning of such a training complex there should be exercises to
warm up the vocal apparatus. They have a small range, medium tessitura. First
they are performed with the mouth closed, then — on vowel sounds, gradually
adding a consonant to them. %

Example 18.

Andante
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When preparing a recording of vocal exercises, attention should be paid to
the uniformity of the voice. This is facilitated by singing with alternating
vowels, as well as, later, the use of syllables and fragments of text. 2

2 Bpumiant B. 0., [ankin B. C. BokanbHi BIpasu 11 caMoisiibHOTO Xopy. Hasuanvhuil
nocionux. Kuis : My3uuna Ykpaina, 1978. C. 5.

2 Bpuniant B. 10., Iankin B. C. BokajibHi BipaBu A1 caMOAIsNLHOTO Xopy. HasuanbHutl
nocionux. Kuie : My3uuna Ykpaina, 1978. C. 8.
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Example 19.
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Certain exercises help to strengthen the singing breathing. As practice
shows, they are appropriate to be used during distance learning as well. The
singer must learn to inhale briefly, simultaneously through the mouth and
nose. During singing, it is necessary to maintain the “Inhalation Position”.
This feeling is associated with a controlled and economical exhalation. 23

2 Bpuniant B. 10., Iankin B. C. BokajibHi BipaBy AT caMOAISNLHOTO Xopy. Hasuanbhuil
nocionux. Kuis : My3nuna Ykpaina, 1978. C. 10.
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Example 20.
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Observations show that in distance learning conditions, certain successes
can be achieved in acquiring the skill of chain breathing. When singing on a
long note, it is necessary to take a short breath if necessary and gently restore
the sound. Certain experiments on chain breathing also give positive results
during online classes with several students. Singing on one note allows to
ignore the time delay of the signal, so this exercise is useful for understanding
the technology of chain breathing. The main thing that higher education
students should understand is that to perform chain breathing, you cannot take
air at the boundaries of the structures, you must breathe in advance or after
passing the boundary at which you usually want to inhale.

3 Example 21.
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Exercises for developing voice mobility are used both offline and during
distance learning classes.
Example 22.

177



Working on expressiveness of performance

Achieving an acceptable level of expressiveness in the performance of
choral parts requires, on the one hand, an understanding of the regularities of
the artistic embodiment of a song melody, and on the other hand, an awareness
of the role of a particular part in the musical fabric of a choral score. As
practice shows, students sometimes get confused and do not find semantic
accents in melodies that do not have a clearly pronounced contrasting relief or
contain repeating elements:

Example 23.
Hug Me
Words and music by Svyatoslav Vakarchuk
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In such a case, it is quite common to observe a monotonous performance,
although monotony and music are incompatible things.

In the chorus of S. Vakarchuk's song «Hug Me» it is necessary to
understand that the repetition of the word «hugy, the repeated use of similar
intonations leads to an increase in tension. Therefore, in this case it is worth
using a crescendo.

To find semantic accents in a melody with a more contrasting relief, the
method of analyzing a poetic text often comes in hand. A good example is the
Ukrainian folk song based on the poem by Taras Shevchenko, «The Wide
Dnieper Roars and Groans.»

In the poem, semantic stresses fall on nouns:

The mighty Dnieper roars and bellows,

The wind in anger howls and raves,

2 Okean Empsu. OGitimu. URL: https://musescore.com/artist/okean_elzi-152072 (mata
3BepHeHHs 04.10.2024)
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Down to the ground it bends the willows,

And mountain-high lifts up the waves.

(Translated by John Weir: THE MIGHTY DNIEPER)
However, epithets come to the fore in the song:

Example 24.
The Wide Dnieper Roars and Groans %
Words by T. Shevchenko, music by D. Kryzhanivsky
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Emphasizing epithets enhances the emotional coloring of the text. This
does not mean ignoring the semantic load of nouns, but the qualitative
characteristic comes to the fore, especially in the first two lines.

% Pepe Ta crorne Juinp mmpokuii. T. Illeuenko (ciopa), J. KpmkaniBcbkuii (My3uKa).
URL: https://musescore.com/user/39493867/scores/7090888 (nara 3Beprenns 09.10.2024)
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Audio recording of choir parts

Most often, the audio recording of choral parts is made on a smartphone,
and then the material is sent to the teacher for control and analysis. Video
recording allows to control not only the correspondence of the recording with
the original, but also the correctness of the student's posture and articulation.

In addition to a smartphone, recording can be done using a computer. Here,
numerous programs will come to the aid of the student.

For example, using the Ocenaudio program, you can record audio at home
on any computer. The program is free and does not require a high level of
computer skills. Even minimal knowledge and skills will allow you to record
high-quality sound.

Audacity program is also free, it allows to work with multiple audio tracks.
The program has a simple and intuitive interface. It can be used to clean the
sound from noise and excessive reverberation.

Adobe Audition program is a professional audio editor with the ability to
mix and master audio tracks, it supports all audio formats known today.
However, this program requires considerable attention from the user. It is
possible to change the tonality of an audio file. It is worth noting that Adobe
Audition is one of the most popular programs for recording sound.

Ableton is a program aimed at studio work, the main consumers are
musicians, both professionals and beginners. The program's functionality
allows for fine sound processing, and there is a fairly powerful built-in effects
editor.

We should also mention the fairly popular Sound Fordge program, which
has considerable capabilities for both sound recording and audio recordings
processing.

It should be noted that most often novice users use the ability to adjust the
volume of sound. This operation does not require much experience. However,
working with the equalizer already requires some idea of what timbre
characteristics the user is striving for.

SONY.
Gain: 3908 22d8 4.7d8 00d8 00d8 00d3 00dB 00dE 0338 L6d8 | 0008 )
{inf 10 24d8)
i
| 4
Center (Hz): x s 5w e osw ik (3 73 3 | oumitgan
Accuracy:  [Medium (areatfor mid andhighbands) 3 =) [ Reset 2 | (o0t 20 d5)

Envelope *, 10Band ' 20Band 5

Equalizers may look different, have different numbers of adjustable bands,
but the principle of operation is the same in all of them: the user, after listening
to the recording, comes to a conclusion about the appropriateness of
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influencing the sound and can, for example, add up low frequencies or reduce
the sound of high frequencies. Thus, the final file may differ significantly from
the original. It should be noted that using an equalizer should be quite careful,
gradually gaining experience.

Organization of practical work for students of graduation courses on
studying parts by choir members

It is especially worth mentioning the problem of practical training of final
year students studying choral conducting. We are talking about students
studying both in the direction of education 014 (Secondary education. Musical
art) and in the direction of 025 (Musical art). For the latter, choral conducting
is a specialty and it is inappropriate to limit their work in the choral class to
studying parts under the guidance of a teacher. As practice shows, it is useful
to instruct graduate students to study parts with junior year students remotely,
on the platforms «Zoom», «Meet», «Viber», etc. Of course, sometimes there
are problems with the Internet connection and with the transmission of the
entire palette of sounds. For example, it often happens that a vocalist sings,
and the accompaniment is almost inaudible. The «Zoom» program allows to
record classes, and such a recording is a form of teacher reporting. Some
teachers prefer the Viber program, but it should be remembered that this
program does not allow recording classes.

Final-year students should not only check the homework of the choir
members, but also conduct mini-rehearsals, studying the parts online and
achieving improved performance and a stronger knowledge of the text. In
addition, future potential choir directors master the style of communication
with singers at rehearsals. Practice shows that free professional
communication with choir members helps to establish a businesslike, creative
atmosphere, and allows for more efficient use of rehearsal time.

Some final-year students, before starting to learn a particular part, give
detailed explanations about working on the piece, hoping that the singers will
remember everything. The introductory speech should take 3-5 minutes
maximum. Moreover, this is true even when the student plans to work with
the choir not for ten minutes, but, for instance, for one academic hour.

The introductory explanation should be short: bring interesting
information about the composer and poet to the singers, briefly characterize
the composition. It is good if the proposed composition can be presented
(either in a recording or in a performance on the piano). In the process of
learning, comments should be short and to the point. A request to repeat the
performance must be motivated — why exactly it is necessary to sing the part
or its fragment again. At the same time, during online classes, a final-year
student cannot ignore technical problems. For example, if a singer “hangs up”,
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then after restoring the connection, he must be told about the problem and
asked to try to perform again.

Experience shows that such mini-rehearsals allow graduates to take an
important step towards mastering the complex technology of working with a
choir. Of course, online classes will not replace practical classroom work, but
they allow to use your study time usefully.

CONCLUSIONS

As practice shows, the transition of artistic disciplines to a distance
learning form of classes is a serious test for the level of students' motivation
to study. At the same time, the perception of the distance learning form of
music courses and choir in particular, as temporary and forced, allows to
increase the level of motivation. Students must understand that simply waiting
out quarantine or martial law is a waste of precious time. Choir classes, as
such, are not held during the distance learning period. However, online
classes, which can be held in both synchronous and asynchronous modes,
allow to study choral parts quite effectively. Thus, by the time classroom-
based classes resume, the choristers will know the educational material well
and the educational choral group will quickly gain its best form.

The diversity of the level of musical training of students exacerbates the
problem of an individual approach to each higher education applicant. Taking
into account the capabilities of the singer, the method of learning is chosen:
using musical notation or by ear. Practice shows that alternating individual
and group classes the pedagogue (conductor) can increase the level of skill of
the choir members, which creates the basis for the resumption of successful
creative activity of the choir group after the end of the period of distance
learning.

The introduction of online rehearsals, in which higher education students
can demonstrate their communication skills while learning the part with other
choir members, has shown the effectiveness of such educational activities.
Thanks to the experience of online rehearsals, the future conductor adapts
more quickly to conducting work with the choir in those periods when it
becomes possible to resume classroom-based classes.

SUMMARY

The distance learning form leaves an imprint on the entire cycle of
disciplines that are provided for by the curricula of the Institute of Culture and
Arts. Group forms of music making suffer serious losses, because as such,
group artistic activity is temporarily suspended. It is impossible to fulfill part
of the requirements of the work program in this way. However, the
participants of the educational choir are strengthening their theoretical base,
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studying choral parts, and trying to record choral polyphony using technical
means. Online rehearsals conducted by senior students have shown their
effectiveness. The introduction of new pedagogical approaches can minimize
the losses of educational choir groups during the period of distance learning.
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