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DECLAMATORINESS AS A MEANS OF VOCAL-PERFORMANCE
EXPRESSIVENESS
JexnamManiiiHicTh sIK 32Ci0 BOKAJbHO-BUKOHABCHKOI BUPA3HOCTI

AHoTamiss. Y cTaTTi po3MISIHYTO (PEHOMEH JeKJIaMaIliiHOCTI K OJWH 13
MPOBITHUX 3ac00IB BOKaJIbHO-BUKOHABCHKOT BHpPa3HOCTI. BU3HAUYe€HO CyTHICTH
JeKJIaMaliiHOro  IHTOHYyBaHHS, MWoro  ¢opmu  (MOBJIGHHS, PpEUYUTATHUB,
MeJIoICKJIaMallilo) Ta pojib y CTBOPEHHI XYJI0XXHHOTO 00pa3y. HarosomeHo Ha
MO€AHAHHI TEXHIYHOI MAaMCTEPHOCTI, TOYHOCTI 1HTOHYBAHHS Ta XYJI0KHBOTO
OCMHUCIIEHHS SIK yMOB €()€KTHBHOTO BTUJICHHS JIeKJIaMallii y BOKaTbHOMY MHUCTEIITBI.
Po3kputo cemaHnTHUHY (PYHKIIIIO CJIOBa Y MY3UYHOMY KOHTEKCTI, HOTO 3/1aTHICTh
CTBOPIOBATH  €MOIIMHO-TICUXOJIOTIYHUN  BIDIMB Ha  choyxada. OkpecieHo
0COOJIMBOCTI JEKJIaMAaIlifHOCTI y TpaauUIWHIA KUTANChKIA My3WYHIH Japami,
30kpemMa B omepi KyHb Ta CywWKOYCbKOMY pI3HOBUII, IO BUPI3HSAIOTHCSA
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crielp1YHOI0 TEXHIKOI0 «Ja-IIe-Toy». 3poOJIeHO BHUCHOBOK, IO JeKJIamallis
BUCTYIA€ YHIBEPCAIbHUM 3aCO000M XYAO0XKHBOI I1HTEpIpETalii, SKU MOETHYE
MOBJICHHS 1 CIIIB Y €JJUHY €CTETUYHO-CMHUCIIOBY CHCTEMY.

KirouoBi croBa: JekiaMaiiiiHICTh, BOKaJbHO-BUKOHAaBCbKa BHPA3HICTbD,
peunTaTUB, MENOJCKIaMallis, KHuTaiichka My3udHa apama, omepa KyHs, «ma-mie-
TOY».

Abstract. The article examines the phenomenon of declamation as one of the
leading means of vocal and performing expressiveness. The essence of declamatory
intonation, its main forms (speech, recitative, and melodized declamation), and its
role in shaping the artistic image are defined. Emphasis is placed on the
interconnection of technical mastery, accuracy of intonation, and artistic
interpretation as essential factors in realizing declamation within vocal performance.
The semantic function of the word in the musical context and its ability to create
emotional and psychological impact on the listener are analyzed. Particular attention
is given to the features of declamation in traditional Chinese musical drama,
especially in Kunqu opera and its Suzhou variant, which are distinguished by the
specific vocal technique known as “da-she-tou” (“long tongue™). It is concluded that
declamation serves as a universal means of artistic interpretation, integrating speech
and singing into a single aesthetic and semantic system.

Keywords: declamation, vocal expressiveness, recitative, melodized speech,
Chinese musical drama, Kunqu opera, da-she-tou technique.

Declamation is one of the fundamental elements of vocal expressiveness. This
musical-verbal phenomenon is realized in three main forms: speech proper,
recitative, and melodeclamation. Each of these logo-forms possesses specific
intonational and linguistic characteristics, which depend on the material and
structure of the musical work, regardless of whether it concerns chamber-vocal or
opera-stage genres. It is no accident that a vocalist considers perfect diction and clear
articulation of the text to be one of their key achievements, as the word, inseparably
linked to the melody, serves the purpose of revealing the artistic content of the work.

To successfully embody declamatory intonation in a vocal performance, the
singer must individually combine three indispensable aspects: technical skill (breath
control, quality of pronunciation, timbre, and evenness of voice), intonation
accuracy (purity of pitch execution, correct placement of logical stresses), and
artistic interpretation (highlighting dramatic, semantic, and symbolic accents,
emotional coloring of the tone, use of pauses). This comprehensive approach is
crucial for interpretation and allows a specific vocalist to create a unique, personal
version of the work. In view of the above, it is important to emphasize that
declamatory intonation in singing represents an interpretation of the musical
material, which is formed under the influence of genre-stylistic features, aesthetic
requirements, and the uniqueness of the performer themselves. Therefore, the study
of this topic is important not only for those who are studying vocal performance,
opera artists, and teachers of music schools and universities, but also for professional
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actors and everyone interested in the art of expressive declamation.

Considering the aforementioned, traditional Chinese musical drama,
especially its Suzhou variety, is of significant interest as an object of research. This
drama is the heir to the ancient Kun Opera (Kunqu), which is based on the 'kungiang'
melodies (originating from Kunshan near Suzhou) and is a synthesis of various art
forms. The characteristics of the Suzhou music-stage drama are shaped by numerous
factors, including the structure of the melodies, their modal basis, rhythm, as well as
their connection with body movements, actors' gestures, and the content of the
characters. A full understanding of these features requires specific study.

Using examples from Chinese traditional art, this article focuses on universal
performance aspects, namely, the interpretative features of declamation. This topic
is extremely relevant and contains elements common to the artistic traditions of
various countries. The analysis is based on recent works, particularly the
publications of Guo Qianping (2019) and F.-H. Neumann (1962), who explored
different types of operatic recitative. Especially valuable is the dissertation work and
accompanying articles by Guo Qianping, as she highlights important factors of this
performance technique, which "contributes to the depiction of a person from an
aesthetic and psychological point of view" (Guo Qianping, 2019: 3). The author
rightly notes that declamation has differences that depend on the genre (chamber or
operatic), as well as on the stylistic and compositional-stylistic features of the work.
However, its key function is that in any artistic context, declamation acts as a
"semantic mediator" (Guo Qianping, 2019: 177), endowed with specific functions
and characteristics. It is this semantic dialogue between the verbal and musical forms
of declamation that creates special variations of the word and ways of its intonation.

According to Guo Qianping, when the declamatory presentation of music
unites with "direct" vocal speech, they together create the strongest "lines of force"
in the semantic field of the operatic text. The word must correspond to the goals of
the image: to reflect the inner world of the character, their emotions, to
psychologically fully react to stage events, while evoking a certain emotional-
psychological response that ensures the suggestive effect of the artistic action (Guo
Qianping, 2019: 5). This personal, deeply individual element distinguishes
declamation from similar forms of recitative, although a complete delineation
between declamatory and recitative intonation does not occur either in opera or in
dramatic art.

The verbal-musical aspects of declamatory intonation have an inherent
capacity for diverse interpretations during vocal performance. Declamation is based
on the power of word expressiveness and is perceived by the listener or spectator on
three levels: 1) auditory — we hear the intonational variety of the melodic speech; 2)
cognitive — we comprehend the logical content of the proclaimed text; 3) psycho-
emotional — we use imagination and fantasy to empathize with the moods and
emotions of the characters. According to these levels, the groups of means used for
declamatory intonation and the treatment of expressive speech are also formed. At
the same time, the fundamental basis of interpretation in vocal art is the voice itself
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as a physical object: it not only serves as the material carrier of speech sounds but
also remains the main means for transmitting musical content, as its sonic
capabilities are practically limitless. In view of this, the importance of breathing for
clear word pronunciation and the key role of diction in the process of vocal
intonation cannot be overstated. In this context, it is worth mentioning a specific

technique that arose in the Suzhou music-stage drama, known as "da-she-tou" (K&

3k, which literally means "big/long tongue"). Although the role of breathing in this

sonic manner is still insufficiently studied, it is, without a doubt, one of the most
outstanding technical and expressive properties of the Suzhou musical drama. It
should also be emphasized that in the part of the performer-declamator, transitions
constantly occur between speech, recitative, and purely singing constructions. The
masterful combination of singing and declamation is a necessary skill for any
vocalist, which determines the relevance of an in-depth study of this issue.

Conclusions. As a result of the analysis, it is confirmed that declamatory
intonation is a fundamental musical-verbal phenomenon of vocal expressiveness,
realized in the forms of speech, recitative, and melodeclamation, and is a key means
of interpreting artistic content, which is formed under the influence of genre-stylistic
features and the uniqueness of the performer. Its successful realization requires a
complex combination of technical skill, intonation accuracy, and artistic
interpretation, as declamation acts as a "semantic mediator" which, through the
personal component, creates the "lines of force" of the text's semantic field and
ensures a suggestive effect, with its perception being multi-level. The study of this
1ssue 1s relevant for vocalists and actors, with traditional Chinese musical drama
(Kun Opera) and its unique "da-she-tou" technique being of particular interest and
requiring further study. The prospects for further research in this area lie in detailed
exploration of various methods of declamatory intonation as a means of
interpretation and the identification of specific techniques for corresponding sound
production in the field of vocal performance, which seems possible based on the
study of concrete examples of the musical drama genre, including the traditional
Chinese.
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