2022 p., Ne 85

UDC 378:371.1]:784

DOI https://doi.org/10.32840/1992-5786.2022.85.24

H. Yu. Nikolai

Doctor of Pedagogical Sciences (DSc in Education),

Professor, Professor of the Department of Music Art and Choreography

State Institution “South Ukrainian National
Pedagogical University named after K. D. Ushynsky”

Yan Peng

Graduate student of the Department of Music Art and Choreography

State Institution “South Ukrainian National
Pedagogical University named after K. D. Ushynsky”

FUTURE VOCAL TEACHER’S INTERCULTURAL COMPETENCES
DEVELOPMENT THROUGH THE PRISM OF GENRE AND STYLE

The article presents the genre-style content of the search for ways to develop future vocal teachers
intercultural competence. The purpose of the article is to highlight the theoretical and methodological
foundations of solving the problem of this phenomenon development through the prism of genre and style
categories. Clarification of their essential characteristics and original use of the methodological potential of
modern humanitarian knowledge brings elements of scientific novelty into the content of the article.

The discoursive consideration of the genre-style phenomenon is based on the interdisciplinary, historical-
genetic, holistic, systems-synergetic, socio-cultural, linguistic, semiological, communicative, and personality
approaches.

The results of definitive, historical-genetic and comparative analysis are presented, which allowed to single
out the most common interpretations of musical style, such as: style of the era; national musical style; systemic
interaction of artistic and constructive beginnings; system of means of expression that helps to embody a
certain artistic-figurative content; system of musical thinking; personality embodied in musical sounds;
perception style. The essential characteristics of the concept of “style” have been clarified by determining the
most important systemic connections of the kinship of all elements of a musical whole (musical-historical era,
composer’s school, individual musical work, performance interpretation, artistic communication, etc.).

The dialectics of the categories of style and genre is highlighted as logical opposites, when the subjective
(style) is aimed at self-awareness, and the objective (genre) strives for self-realization in society, which consists
in realizing the vital purpose of music in all its social functions. The need to take into account the sociocultural
aspect in the process of developing the future vocal teachers’ intercultural competence is substantiated. The
interrelationship of genre and style is shown, which gives rise to genre-style models in historical coordinates,
which we suggest to be guided by in the process of developing future vocal teachers’ intercultural competence.
In the future vocal teachers’ intercultural competence development, the specific weight of the song genre is
determined, taking into account three main layers of musical art: folklore, academic and “light”.
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methodological approaches.

Problem statement. In the new millennium, the
problems of training a highly qualified specialist in
the higher education institution come to the forefront
of scientific research. Special importance acquires
the study of the issues of professional competences
development. Research in the field of art pedagogy
is no exception. Among Chinese researchers who
apply for PhD degrees in Ukrainian pedagogical
universities, the issue of training vocal teachers is
gaining popularity, therefore the study of the issues
of future vocal teachers’ intercultural competence
development through the prism of genre and style
categories is relevant.

Since, any research must be methodologically
supported, we consider the discoursive considera-
tion of the phenomena of style and genre based on
the leading methodological approaches of modern
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humanitarian science to be the primary procedure on
this path. The problems of genre and style became
topical in musicology in the middle of the last century.
Scientists begin to investigate the social, historical,
artistic-figurative, musical-semantic, linguistic, semi-
ological and other aspects of style and genre in their
interconnection. Special attention is drawn to new
interpretations of the category of style and scientific
explorations of new genres.

Analysis of current research and publica-
tions. In the modern scientific space of Ukraine,
problems of genre and style are studied in various
contexts. Thus, the issue of genre-style modeling is
investigated by S. Shyp [1; 2], and the problems of
interstyle are studied by M. Yemelianenko [3]. The
works written by Ukrainian art critics at the turn of the
millennium regarding the creative aspects of musi-
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cal style (V. Moskalenko [4]) and regarding the phe-
nomenon of the Ukrainian national musical language
(O. Kozarenko [5]) remain relevant. Attention is drawn
to T. Riabukha’s [6] explorations of the genre-style
phenomenon of song and N. Chechel’s [7] philosoph-
ical-anthropological discourse into the style sphere
of Ukrainian spectacular culture. Among Chinese
researchers, we highlight the dissertation work of Qi
Mingwei [8], in which the genre and style priorities
of the vocalists’ professional training in China at the
stage of globalization are determined.

The purpose of the article is to highlight the
theoretical and methodological foundations of solv-
ing the problem of future vocal teachers’ intercultural
competence development through the prism of genre
and style categories.

Methodology. In scientific investigations, consid-
eration of the genre-style phenomenon is carried out
on the basis of interdisciplinary, historical-genetic,
holistic, systems-synergetic, socio-cultural, linguis-
tic, semiological, communicative, and personality
approaches. Research methods include general
scientific (generalization, systematization) and spe-
cial scientific, in particular analytical (definitive, his-
torical-genetic and comparative analysis), as well as
scientific discourse.

Main Material. The solution to the problem of
future vocal teachers’ intercultural competence
development is multifaceted. In the theoretical plane,
the categories of genre and style have a serious heu-
ristic potential. In the theoretical plane, the categories
of genre and style have a serious heuristic potential.
Therefore, we will consider them in the scientific
discourse, having carried out, first of all, a definitive
analysis.

The second half of the 20" century was marked
by new interpretations of the style category appear.
In some studies, it is defined as a system of musi-
cal thinking, concepts of images and means of their
embodiment in socio-historical and worldview con-
texts (L. Mazel), and, therefore, thinking itself pro-
vides style categories of a procedural nature, forming
and defining a style that functions as an active fac-
tor of musical and creative process. In the studies of
other scientists, style: only reflects musical thinking
and is devoid of dynamics (Yu. Tiulin); considered in
relation to the musical form (N. Horiukhina); is defined
as a system of stable features of musical phenomena
and ways of their differentiation (S. Tyshko), consti-
tutes the last reality of the “artistic face” (O. Losev),
is studied from the standpoint of psychology as a
style of perception (M. Mykhailov). When the artist is
placed at the epicenter of the style consideration, the
musical style is identified with the personality embod-
ied in musical sounds (E. Nazaikinskyi), and musi-
cal thinking is defined as its auditory consciousness
(T. Cherednychenko).

The lack of synthetic, consistent definitions of
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musical style is also explained by the fact that it is
both a category of noumenal (thinking) and phenom-
enal levels, as well as a category in which they try
to combine the logic of the interaction of artistic and
constructive beginnings, thematic and structural-for-
mal musical layers. Let's emphasize that we, follow-
ing the majority of scientists, consider the musical
form to be the structural element of the musical style,
which determines such structural elements as met-
ro-rhythm, melody and harmony, texture, and in the
procedural plan — the actual interaction of the parts
of the musical form. The latter is interconnected not
only with functional, but also with content aspects of
style, current concepts and ideas of art. In addition, it
is in the musical form that the internal self-regulation
of a specific style is expressed.

The results of the problem-logical analysis have
proved that one of the most widespread interpreta-
tions of style is based on the nature of connections
between all elements of musical works. In this case,
the style is interpreted in the form of the most subtle
ties of kinship (S. Skrebkov) between all elements of
the whole (musical work, composer’s school, musi-
cal-historical stratum, artistic communication, etc.).
So, in our opinion, the systematicity and “comprehen-
siveness” of manifestations of kinship is the essence
of the concept of style. It is kinship that allows sev-
eral methodological approaches, laws and principles
to “work” at once, such as: historical-genetic, when
the first cell is found — kinship; dialectical, when an
epochal change in style occurs according to the dia-
lectical law of the negation of the negation; holistic,
when kinship makes individual parts a single whole;
systems-structural, when the general type of connec-
tions becomes the kinship of all elements at all hier-
archical levels; synergetic when there is an attrac-
tor — a type of kinship, the attractive power of which
initiates formation of new systems and keeps them
from disintegrating.

We'd like to add that from the standpoint of the
synergetic approach, we can define style in art as a
complex, dissipative, i.e. one that exchanges energy
with the environment, system, as well as exhaustively
explain the epochal changes in style that occurred
when the penetration of individual foreign elements
into the musical whole acquired a violent character,
the system reached the point of bifurcation, where
the old connections of its elements lost their strength
and it (the system) scattered into separate pieces,
which according to the principles of holism could only
be “healed” by the appearance of a new attractor, a
new type of kinship. Since each era has dominant
styles, the configuration of their replacement in the
context of a synergetic approach can be imagined
as two independent waves. The wave of the old is
receding, and the wave of the new is rising. In another
projection, the general evolution of styles has a spi-
ral character, so from time to time, on a new turn,
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the attraction to the classical type begins to prevail,
when all system-forming factors strive for a harmoni-
ous combination.

Systematization of the results of the analysis of
a wide range of scientific sources allows to define
one more aspect of the study of the problem of musi-
cal style — semiological. In its stream O. Kozarenko
conducts his research on the phenomenon of the
national musical language. In his monographic stud-
ies, the national musical language is defined as a
specific artistic semiological system of non-concep-
tual nature; as a phenomenon of the musical-his-
torical process; as a communicative tool of culture,
which ensures its integral unity in the chronotope
of the ethnos; as a sign system that arises at a cer-
tain stage of the semiotic process, when a national
“language-style” is finally formed, which functions
according to the laws of sign systems [5, p. 257].

It should be emphasized that the concept of
style occupies one of the main positions in the cat-
egorical apparatus of not only musicology, but also
of all humanitarian knowledge. In particular, in the
post-neoclassical cognitive paradigm of culture, style
becomes a meaning-making concept. In cognitive
psychology, literary studies, and art studies, the con-
cept of style allows us to identify specific concepts
that reflect: the structure of knowledge about a typed
object, the function of language and language expres-
sion, individual manner and genre preferences, etc.

If the concept of style is interpreted in an axio-
logical way, in accordance with the adapted princi-
ples of form-making known since ancient times, it
becomes the embodiment of the transcendental cat-
egories of Truth, Good and Perfection. The Titans
of the Renaissance add the aspect of the author’s
style, interpreting it as a result of the individual crea-
tive activity of a “universal” personality, arguing that
the artifacts reflect the characteristic properties of the
creativity of their authors. B. Pascal considered style
to be a mirror of the artist’s spiritual essence. Glorious
figures of the Age of Enlightenment — O. Baumgarten,
G. Buffon, J.-J. Rousseau — make important correc-
tions in the development of the theory of style. In this
connection, we will recall G. Buffon’s idioms “style is
the man” or “style is the order and life”. The cult of
individual feelings in the philosophical ideas and aes-
thetic views of Georg W. F. Hegel, Johann Wolfgang
von Goethe and Friedrich Schiller enriches the theory
of style with the doctrine of the universum, of finding
the ideal relationship between content and form, the
apotheosis of which becomes their complete fusion.

In the last century, the well-known Ukrainian sci-
entist D. Chyzhevsky declared that each historical
period, each epoch as a complete systemic phenom-
enon has its own face, its own individual character,
its own style [9]. At the same time, T. Adorno, C. Lévi-
Strauss and J. Ortega-y-Gasset explore the phe-
nomenon of style in epistemological and/or anthro-

pological perspectives. Close to ours is the concept
of J. Geisinga, who in his landmark work “Homo
Ludens” manifests that the birth of style is a game
of the Spirit in its search for new forms, since style
“lives in the same way as a game: rhythm, harmony,
alternation and repetition, emphasis and cadence”
[10, p. 211].

Generalization of the results of scientific search
has proved that in solving the problem of future vocal
teachers’ intercultural competence development
through the prism of genre and style, the interdiscipli-
nary contexts of style should be taken into account.
Modern philosophers define style as a materialized
perception of the world [7, p. 7], which is the result of
cognition of the macrocosm and microcosm phenom-
ena. Culturologists consider style as a manifestation
of the historical development of culture, and its domi-
nant style is created by only two beginnings — classi-
cal and romantic in different proportions. The first of
them personifies the desire for perfection in classical
forms and clearly defined boundaries, while the sec-
ond prefers perfection in the boundless freedom of
infinity [11]. So, it is classical and romantic cultures
that permanently exist in a dialectical unity, creating
an infinity of various styles.

In modern studies, the problem of style is often
solved in the categorical field of the communicative
approach, which introduces the concept of inter-
style dialogue. The latter is formed on the basis of
“the style interaction of individual composer poetics
and leads to the expansion of the intertextual field
of music” [3, p. 14]. It is in this way that the work of
great composers differs from others, whose author’s
style, acquiring features of interstyle, determines the
musical style in historical coordinates.

The study of the problem of future vocal teach-
ers’ intercultural competence development through
the prism of genre and style should also take into
account the socio-cultural aspect. That is why in our
scientific discourse it is impossible to bypass the fun-
damental work of S. Skrebkov “Artistic principles of
musical styles”, where the author, studying musical
historical styles, uses the concept of the “style of the
era’. The scientist defines style as the highest form
of artistic unity, emphasizing that the artistic organi-
zation of music is determined by its social purpose,
which has its own characteristics in each historical
era [12, p. 16]. So, style is a sociocultural phenome-
non, as well as a way of summarizing the results of
an individual’s creative activity according to a certain
historical period of art development. Let us empha-
size that social stratification of music is carried out
according to genre and style characteristics, where
the genre itself becomes the main factor.

Note that in Hegel’s philosophy, the categories of
style and genre can be considered logical opposites
that have a horizon of transition from one to the other.
From the standpoint of the dialectic of the subjective
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(style) and the objective (genre), the first is aimed at
self-awareness, and the second, as an objective phe-
nomenon, seeks self-realization in society, i.e., reali-
zation of the vital purpose of music. That is why musi-
cal genres become classifiers of all kinds of musical
works and forms of music making according to their
social functions.

Highlighting the problem of future vocal teachers’
intercultural competence development through the
prism of genre and style, it is impossible to bypass
the position of S. Shyp, who considers musical gen-
res through realization of their cultural functions and
visual and content similarity. In this way, a genre style
is born, in which the peculiarities of musical genres
can be perceived through style features [1]. In his
works, the scientist emphasizes that any features
of the genre (stable, mobile, higher order, etc.) in a
specific historical retrospective are organically con-
nected with the integrity of the historical style. They
live and change not by themselves, but in stylistic
coordinates, which allows us to formulate the con-
cept of “genre-style model”. It is they who should be
oriented at in the process of future vocal teachers’
intercultural competence development.

Serhii Ship offers a stereometric genre model of
musical culture, which allows multidimensionality of
its presentation. Thus, on the basis of the charac-
teristics of musical works belonging to certain taxa
(religion, nationality, profession, etc.), it is possible to
describe generic units of musical culture, in particular
genres, the names of which reflect the correspond-
ing dimensions of the cultural space: Protestant
chorale (religious taxon), “Allemanda”, “Polonaise”,
“Lezginka” (national taxon), Chumatsky or agricul-
tural songs (professional taxon), etc. The vertical
structure of the genre stratification of musical cul-
ture also reflects the social hierarchy that led to the
division of musical culture into “high” (sacred, noble,
aristocratic, etc.) and low (profane, plebeian), clearly
declared in the Middle Ages by the antitheses of
heavenly and earthly, spiritual and bodily [2].

Considering the problem of future vocal teachers’
intercultural competence development through the
prism of genre, let’s pay attention to the phenomenon
of song/solo singing. It should be taken into account
that the genre of the song is the primary meta-genre
(remember D. Kabalevsky’s “three whales” — song,
dance, march), as well as the original form of into-
nation. Note that it is impossible to overestimate the
role of this genre in any historical era, its ability to
be modified in various aesthetic and communicative
forms of both academic and mass cultural content.
In our opinion, classification of subspecies of the
song genre can be carried out based on three main
layers of musical art: folklore, academic and “light”.
Note that today the future vocal teachers’ intercul-
tural competence includes their acquaintance with all
three layers of the song genre.
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Conclusions. The theoretical and methodo-
logical foundations of solving the problem of future
vocal teachers’ intercultural competence develop-
ment through the prism of genre and style catego-
ries necessarily include a discoursive consideration
of the specified phenomena based on the leading
methodological approaches of modern humanitarian
science: interdisciplinary, historical-genetic, holistic,
systems-synergetic, socio-cultural, linguistic, semio-
logical, communicative, personality.

The most common interpretations of musical style
are singled out, such as: style of the era; national
musical style; systemic interaction of artistic and con-
structive beginnings; system of means of expression
that helps to embody a certain artistic-figurative con-
tent; system of musical thinking; personality embod-
ied in musical sounds; perception style. We consider
the essential characteristic of the concept of “style”
to be the systemic ties of kinship of all elements of
a musical whole (musical-historical era, composer’s
school, individual piece of music, performance inter-
pretation, artistic communication, etc.).

The interrelationship of genre and style is shown,
which gives rise to genre-style models in historical
coordinates, which we suggest to be guided by in the
process of developing future vocal teachers’ intercul-
tural competence.

In the future vocal teachers’ intercultural compe-
tence development, the specific weight of the song
genre is determined, taking into account three main
layers of musical art: folklore, academic and “light”.
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Hikonai I, AAHb MeH. PopMyBaHHA MiXXKyNbLTYPHOI KOMNETEHTHOCTI ManbyTHIX BMKNaaayiB Bokany
Kpi3b NpU3My XXaHpy Ta CTUIO

Y cmammi npedcmasneHo xaHpo8o-cmusibo8uli KOHMEHM MoWwlyKie WIiisiXie GhopMy8aHHS MXKKY1bMypHOT
KomremeHmHocmi malibymHix euknadadvie eokany. Mema cmammi nonsizae y euceimieHHi meopemuko-
MemoOosI02iYHUX OCHO8 pOo38’si3aHHs npobremu ¢hopMys8aHHSI 03Ha4YeHO20 (DEeHOMEHY uepes MpusMy
Kameaopili XaHpy ma cmusiro. YmMOYHEHHS iX CYMHICHUX XapakmepucmuK ma opuziHanbHe 8UKOPUCMAaHHS
MemodQ0os102i4H020 nomeHujasy Cy4acHo20 2yMaHimapHO20 3HaHHS 8HOCUMb y 3Micm cmammi enemeHmu
HayKogoI' HOBU3HU.

HuckypcusHuli po3ansid xaHpo8O-CMUIb08020 ¢heHOMeHY 30ilCHIEMbLCS 3 OMOPOI0 Ha MiXpedMemHud,
icmopuko-egeHemuyYHud, Xonicmu4yHUl, CUCMEeMHO-CUHepeemuyHUl, CcOoUioKynbmypHuUdl, niHagicmuy4HuU,
cemionoaiyHull, KoMyHikamueHuU, ocobucmicHul nidxodu. lNpe3eHmosaHo pe3yribmamu debiHiuitosarnibHO20,
iCmopuKo-2eHeMU4YHO20 ma  [OPIBHSI/IbHO-3iCMaeHo20  aHarnisie, sKi  003807UMU  8UOKpeMumu
Halpo3rnoscroOXXeHiwi mpakmoeKku My3U4HO20 CMUJI, Maki SIK: CMufb eroxu;, HauioHanbHUU My3uyHUU
cmurb, cucmemHa 83aemo0isi XyO0XHb020 ma KOHCMPYKMUBHO20 roYamekig; cucmema 3acobig supasHocmi,
wo Ooromaeae 8MINEeHHID MesHo20 XyOOXHbO-06pasHo20 3micmy;, cucmema My3U4YHO20 MUCIIEHHS;
ocobucmicmb, iKa emineHa y My3U4Hi 38yKU; CMuJlb CPUUHAMMS. YMOYHEeHO CYMHICHYy XxapakmepucmuKy
MOHAMMS «CMUJslb» 3@ PaxyHOK 8U3HAYeHHs 3a Haleaxk/usilwi cucmeMHUX 38’s3Kie criopiOHeHocmi ycix
efieMeHmig My3u4HO20 Uifi020 (My3Uu4yHO-iCMOPUYHOI eroxu, KOMMo3umopChbKOI WKO/IU, OKPEMO20 My3UYHO20
meopy, 8UKOHaBCLKOI iHmeprpemauii, XydoHbOI KoMyHikauii mouwo).

BuceimneHo dianekmuky kameaopili cmusiio i XaHpy SK 102i4HUX npomunexHocmed, Konu cyb’ekmusHe
(cmurnb) € crnipsmMogaHUM Ha camMoyceiOOMIIeHHs, a 0b’ekmueHe (XKaHp) rpazHe camopearnisauii 8 couiymi,
wo norsnszae y 30iUCHEHHS XUMMEBO20 MpU3HaYeHHs My3UKU y &cix ii couianbHux ¢byHKyisix. ObrpyHmosaHo
HeobxiOHicmb  8paxysaHHSI  COUIOKYNIbMYpPHO20 acrekmy y rpoueci ¢hopMy8aHHSI  MiKKYIbmypHOI
KoMriemeHmMHocmi malbymHix euknadadie eokasy. [lokazaHO 83a€M0O38’I30K XKaHPy | CMuJio, WO rnopooxye
8 ICmMOPUYHUX KOOpOUHamax >aHpOo80-Cmusibosi MOOeni, Ha SiKi MPOroOHYEMO OpieHMysamuchb y npoueci
popmy8aHHs MiXKYbmypHOI KomremeHmHocmi malibymHix sukrnadadie gokarsny. Y gpopmy8aHHi MKKYIbMypPHOI
KomnemeHmHocmi MalbymHix euknadadie 8okary eusHadeHa rnumoma eaea iCeHHO20 XaHpy, 38axarouyu Ha
mpu OCHOBHI rMiiacmu My3Uu4HO20 Mucmeuymesa: ¢boribK/I0PHO20, akadeMidHO20 i «11e2Ko20y.

Knroyoei cnoea: MixKynbmypHa KoMremeHmHicmb, MalbymHi euknadadi eokarsly, MiCEeHHUU XXaHp,
HaujoHanbHUU My3u4HUl cmusib, MemooorioaidHi rnidxodu.
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