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NONVERBAL MECHANISMS OF COMMUNICATION BETWEEN
THE CONDUCTOR AND THE CHOIR IN THE PROCESS OF MUSICAL
INTERPRETATION
HeBep0asibHi MeXaHi3MHU KOMYHIKaIlil Mi2K JUPUTEHTOM i XOpOM y
npoueci inTepnperanii My3u4H0Oro TBOpy

Effective interaction between a conductor and a choir is impossible without a
clear understanding and shared use of unified “language” and “symbolic” codes by
all participants, as well as readiness for reciprocal feedback. According to
O. Lesnyk, the complex of artistic and speech skills of a conductor includes the
ability to communicate and express ideas, persuade, use nonverbal means of
transmitting artistic information (manual-technological, compensatory), engage in
dialogue or polylogue within an interpretive context, and convey artistic
performance through one’s own embodiment, applying pedagogical acting potential,
character, expressiveness, and emotional energy (Jlecauk, 2019, c. 193—-194).

Thus, professional communication of a conductor involves the synchronized
use of verbal and nonverbal means that together form an integrated process of artistic
performance interaction. Nonverbal communication encompasses gestures, facial
expressions, and body language. Gestures - involving the movement of hands,
wrists, and elbows - may be both coordinated and independent, extending beyond
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simple tempo beating or dynamic indication to convey the conductor’s intentions
and establish emotional contact with the choir. Facial expressions complement
gestures, forming an additional channel for transmitting interpretive intentions and
emotional states. Eye, eyebrow, and mouth movements, as well as facial muscle
activity, contribute to trust, engagement, and the precise realization of artistic ideas.
Body language, including posture and breath coordination, ensures openness of
communication and maintains the singers’ concentration, while excessive or
uncontrolled movements may distract performers and hinder accurate interpretation
(Claraco, 2015).

Communication in choral and instrumental music is a two-stage process
involving the transmission of musical information by the conductor through verbal,
visual, or auditory signs and its adequate perception by the choir. Research on
African conductors shows that meaningful interpretation depends on the conductor’s
ability to sense musical mood, dynamic forms, and timbre, manage rhythm, and
express the work’s structure through inner feeling and nonverbal signals (Odusanya,
2024).

Based on this analysis, several conclusions can be drawn regarding conductor
training. First, understanding and controlling nonverbal communication is as
important as technical proficiency, since it is through gestures, facial expressions,
and body language that a conductor conveys artistic intent and motivates the
ensemble. Second, the ability to establish effective contact with the choir directly
influences performance quality and mutual understanding within the collective.
Third, integrating verbal and nonverbal signals enables the conductor to model
performance situations, anticipate singers’ reactions, and maintain emotional
balance.

Therefore, the professional mastery of a conductor today is determined not
only by knowledge of the score and technical skills but also by the ability to
consciously and accurately use nonverbal means of communication. Only the
combination of these aspects ensures a high level of artistic interaction, precise
musical interpretation, and a positive ensemble atmosphere (Claraco, 2015;
Odusanya, 2024).

Based on the conducted research, several functions of professional
communication in conducting can be distinguished. Visual communication
establishes interaction between the conductor and choir, ensures continuous
information exchange, elicits feedback from the singers, and maintains collective
focus and performance tone. Verbal communication performs organizational and
managerial functions, allows rhetorical influence, facilitates methodological
guidance, and enables evaluation of rehearsal results. Manual signals ensure creative
interaction, organization of the performance process, transmission of musical
information, and control of choral sound elements. Pantomimic communication
affects the choir’s emotional state and maintains collective tone, while volitional
communication supports active performance energy and stabilizes emotional
condition. Auditory communication ensures the circulation of analytical listening
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feedback, and musical-expressive communication conveys artistic intent, regulates
performers’ emotional state, and directs creative expression toward a unified goal.

The profession of a choral conductor is inherently multidisciplinary,
combining the roles of conductor, musician, teacher, artistic director, and actor -
which imposes high demands on professional preparation. Mastery of the full range
of professional communication skills enables the conductor to manage both
rehearsal and performance processes effectively, sustain the ensemble’s creative
energy, and maintain multifaceted communication - interpersonal, group, and public
- all aimed at achieving shared emotional experience through the choral work.
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TYPOLOGY OF THE IMAGE OF CARMEN FROM G. BIZET’S
OPERA
TumnoJoriss 00pazy Kapmen 3 onnoiimennoi onepu 7K. bize

The Image of Carmen is one of the most vivid and controversial female types
in nineteenth-century European art. Contemporary scholarly interpretations of
Carmen reveal the interdisciplinary nature of research approaches — ranging from
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