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Abstract

The purpose of the article is to study the peculiarities of the voice work
during the role of the actor by studying the main aspects of the speech act
implementation, the work of the registers and the speech apparatus; to carry
out a comparative analysis of different types of the actor’s existence in the role
and reading of the literary text. The research methodology is based on the main
principles of the actor’s speech tools, the definition and comparison of different
methods of voice, support, breathing, and the use of basic actor’s techniques
in the process of reading a literary text by separating and embodying them
during the actor’s speech act. The scientific novelty of the research is to study
the main aspects of existence during artistic reading and the use of non-
standard for acting voice techniques, interpreting them for use during the
role. Identification of new approaches to the implementation of speech, the
creative act and the latest ways to express the psycho-emotional state of the
character through the use of unusual principles of the speech apparatus in
ordinary life situations. Conclusions. The results of studies identify the basic
principles of the human speech apparatus and the problems of voice control
during the arousal of the psycho-emotional condition of the actor in the role,
problems and errors in various methods and scientific works of masters in the
field of stage language. Through experiments and interpretations of various
approaches to working with voice, new, universal methods of speech control
have been borrowed, borrowed by studying the process of reading a literary
text by actors and applying these principles to the role.
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Problem statement

Considering the main aspects for the
staging of the actor’s voice and speech,
there are several stages of staging: find-
ing a tool for creating a voice, lowering the
voice to the chest register, finding and de-
veloping all registers (chest, nose, frontal,
etc.). During all this time, from the origin
of acting to its existence to the present
day, various artists (actors, directors, an-
nouncers, etc.) have created a large num-
ber of techniques, the principles of which
were numerous, diverse approaches to
acting, voice acting, and acting speech.
Nevertheless, scholars of the last century,
namely the Soviet era, did not pay much
attention to the stage of voice produc-
tion in this field and the speech appara-
tus of the film actor, because at that time
cinema was just emerging and gaining
momentum as an independent branch
of art. At the time of these techniques’
creation, the human body in the process
of creating a role was not studied at all,
so it was impossible to give such an ac-
cessible explanation and step-by-step in-
structions for the actor, which would give
a clear understanding of how accessible
and effective way to achieve the desired
voice and properly developed speech ap-
paratus. Despite the fact that at the time
of the invention of basic voice techniques,
scientists did not have full knowledge in
this area, at the moment this issue has
been still little studied.

Recent research
and publications analysis

Well-known domestic, Soviet and for-
eign scientists and researchers have stud-
ied the problems of the actor voice and
speech. Research and scientific works of
R. O. Cherkashin (1989), M. M. Barnych
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(2018), L. S. Vyhotskyi (1998) and others
became the basis for writing the article.

The purpose of the study is to highlight
and reveal new, more accessible specific
step-by-step exercises to adjust the pe-
culiarities of the voice and speech of the
actor in the role.

Main research material

L. Vyhotskyi's (1998, p.333) research
states: ‘Future research will probably
show that the act of art is not a mysti-
cal and heavenly act of our soul, but the
same real act as all other movements of
our being, but only it prevails over all its
other complexity’.

When reading from a letter or in artistic
reading in public, the actor has a com-
pletely natural desire to convey an opin-
ion to the viewer. This, in turn, encourages
the actor in the process of reading from
the letter to make an effort to read it in
advance, also tries hard and quickly to
reproduce the next line of text in memo-
ry during the narration of the memorized
work.

The two processes on this basis merge
into synchronous automatic pronunci-
ation of the active text aloud and in turn
the internal pronunciation of the next text
invisible and unfixed. Because of this,
the thought act deviates from the right
path and that is why the actor does not
perceive and experience this read text.
And it exacerbates the situation when
the actor is worried about realizing his
condition. So deep into what the read-
er cannot penetrate and be absorbed by
him and the viewer. Trying to intone the
text correctly and logically is a reason
that, among other things, influences the
actor’'s experience during reading, which
leads to the comprehension of the intona-
tion of the text, and does not encourage
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comprehending its content. An inaccurate
definition of the relationship between the
reader and the viewer is another reason
for the wrong technique of conveying an
opinion, and it also affects the creation of
the narrator’'s image. It is precisely these
and a combination of many other reasons
that require and require a revision of this
acting technique.

It is worth noting that it is not easy to
observe oneself, how the content of what
is being read settles in one’s mind, how
to “alienate” oneself from the whirlpool of
thoughts that bind the actor’s conscious-
ness during a public performance, and
what a peculiar state of mind (thinking),
not easy. Because human speech has
the appropriate intonations, their shades,
different tones, and the texts must be
presented in a certain tone to preserve
the speech organics, its nature. In other
words, in addition to the task of reading,
there is the task of reproducing the ap-
propriate tone of the person’s expression
from whose image the reader submits
texts.

The easiest example to reproduce this
tone of the message is the tone of sell-
ers in the market who interrupt each other
trying to sell their product. But still, this
tone is not easy to catch from the letter
immediately. Accordingly, the task is to
improvise in such a tone before reading
the text, as if to play a game in which you
have to offer something specific in your
own words: buy or take what is in the au-
dience. In the future, you need to wedge
into the text without stopping, that is,
under the reading of the announcement,
that is, you need to substitute this artifi-
cial, playful tone. In this way, it is possible
to come to an understanding of how the
act of thinking takes place and how the
image of a news anchor is created from
the actor’s face. A larger piece of text can
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be read later, in the same tone. Correcting
the facial expressions, intonation and dic-
tion of the presenter is a task that is add-
ed at this stage. It is recommended to be-
have in accordance with the text content,
to remove smiles and facial expressions.

In textbooks on stage speech, the rules
of logical intonation are written out ac-
cording to which intonation is ordered.
You have to be very careful about the rules
of logical intonation and diction.

Efforts and concentration are aimed at
raising the voice in front of the camera,
lowering before the dot, the clarity of
sounds, the selection of keywords and
speech beats, keeping the perspective of
the story is superfluous and can lead to
focusing not on the text content, but on
the same formal features. Although their
implementation is a mechanical, uninten-
tional act, these rules are studied sepa-
rately.

The primary task in such self-trainings,
along with the knowledge of one’s own
thought processes, is the acquisition of
skills the tone reproducing and intonation
pattern of speech of the person’s image
from whom the story is told. The lightest
tones that can be quickly assimilated in-
clude the tone of a reporter, guide, histo-
rian, biologist, coach, etc., that is, those
images of people whose speech is not
burdened with a deep psychological nar-
rative and emotional shades. During such
pieces of training, actors acquire skills
of communication with the viewer and
behind-the-scenes listener of the respec-
tive TV programs. Since each of these
tones has a certain intonation colour -
restrained, soft, with notes of respect, in-
structive, it helps to release the vocal col-
oratura of the student.

It is worth noting that a difficult stage
of learning is to master the technique of
artistic reading of prose or poetry. After
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all, the reader is required to create a nar-
rator's image of who memorizes the de-
scribed events through memorized text;
in the poems, it is also necessary to pre-
serve the rhythm and melody. However,
this technique follows from the previous
one. Conscious technique in no way pre-
vents the actor from experiencing what he
is reading ‘People are worried to tears in
the theatre, but ask a neighbour to take
off his hat, do not forget to sit down and
raise binoculars to see well' (Vyhotskyi,
1998, p.68).

Before mastering the techniques of
reading, it is necessary to find out the
general principles of the person’s image
from whom the story is told. The story of
a playwright is a kind of confession relat-
ed to his personal life, it does not matter
whether he is a third person who tells
about someone or something, or he tells
about himself as the first person. But all
narrators are united by several indepen-
dent positions regarding the viewer. The
first is a story addressed to an audience
that is interested in a particular story. The
second position is the narrator is not in
conflict with the viewer, i.e. their relation-
ship is neutral. And the third position fol-
lows from the second is the narrator does
not play a role. The biggest mistake of
dramatic actors-narrators is the attempt
to distinguish the created image from the
audience, to endow the image with the at-
tributes of a dramatic role. As a rule, the
work itself provokes such a wrong step.
For example, poems, especially patriotic
(T. Shevchenko, I. Franko and others) of-
ten begin with first-person calls to strug-
gle. There are poems where the charac-
ter appeals to phantoms (Lesia Ukrain-
ka ‘Contra Spem Spero’ (Against hope
| hope), T. Shevchenko ‘Fate’, ‘Muse').

In Shakespeare’'s monologues, if per-
formed as an artistic reading, the charac-
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ter complains to the public about his fate.
Similarly, prose works contain provoca-
tive moments for the actor, pushing him
to create a role. However, if you act purely
as an actor, according to such texts, then
the typical question arises for each role:
what does this character want from the
audience and how this audience is con-
nected to its history? Of course, if it was
a “mass”, as in the movie, the audience
would be given some role; some con-
flicting involvement in the character, the
actor would find a way to justify the ad-
dress of the character to the audience.
But this is not the case. The audience is
not a game opponent in the story. And ar-
tificially endowing it with such a mission
would be wrong and would not lead to the
desired result, because it is not what the
actor wants to create for himself. And if
the actor forces himself to give the au-
dience a role, it will be unethical and un-
professional, and the audience may leave
the hall in response. K. S. Stanislavskyi
pointed out the fact that to tell the pub-
lic the monologue of Othello and perform
it in the role are different things: ‘Do you
think anything would change in my per-
formance if | played this monologue on
stage? It would definitely change. Play-
ing, | would turn to Desdemona... would
live the life of Othello in the proposed
circumstances of Shakespeare’s tragedy.
Now | read to you, | saw your eyes. ‘I set
myself the task so that all of you, as a re-
sult of my reading, would understand how
passionately Othello loved Desdemona.
| did not play, but passed on to you the
logic of Othello’s thoughts and feelings;
| acted for him, remaining myself - Stan-
islavskyi (Vyhotskyi, 1998, p.48).

It should be said that a narrator is a per-
son who is a native of the audience and
is no different from the audience. In fact,
nothing would indicate that this person is
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from another era or a character from an-
other work. In fact, all outward signs are
the actor’s features. Actually, that's why
K. Stanislavskyi says that he didn't play.
However, even to convey the ‘logic of Oth-
ello’'s thoughts and feelings’ means to be
in the image of a person who conveys the
logic of Othello’'s feelings and thoughts.
That is, it is not Stanislavskyi himself, who
was personally acquainted with Othello.
This is the person of Stanislavskyi, who is
adopted as an artist by the fate of Othello
and presents the memorized text by artis-
tic expression means of the narrator-art-
ist. Instead, the audience is original, artis-
tic and ready for the perception of these
artistic means of expression, also Stan-
islavskyi as an artist. Let's imagine once
again that an uneducated person entered
the hall, who does not know that Othello is
a character invented by Shakespeare and
that in fact has nothing to do with the fate
of Stanislavskyi. This man would sympa-
thize with Stanislavskyi himself. But in re-
ality, the public has no sympathy for the
artist, it, like an artist, sympathizes with
the image of the narrator, which creates
from himself the artist Stanislavskyi.
Thus, the image of the narrator is not
a role because this person in the course
of the story weighs his behaviour and
emotional state in accordance with ethi-
cal norms in an educated society. That is,
he will not allow himself the sharp emo-
tions or inappropriate behaviour that Oth-
ello’s character could afford in other cir-
cumstances but the circumstances of the
conflict. At the same time, artistic means
of expression that are acceptable to the
viewer - raising and lowering the tone,
long psychological pauses, facial expres-
sions, etc., allow the artist to partially
demonstrate the behaviour of the Othello
character in his circumstances. Thus, we
come to the conclusion that the image of
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the dramatic narrator is close to the per-
son of the actor and does not have, like
a dramatic role, specific external features
that are not inherent in the actor. The actor,
using this hypostasis in which he appears
before the viewer, creates an image and
his story by such means of expression
that indicate the involvement of this creat-
ed person in the action and events unfold-
ing in the story. Such creation of animage
is a tacit mutual consent or unannounced,
pre-established conditions of the game
between the actor and the spectator. Ac-
tually, this position and attitude to the
viewer allow speaking K. S. Stanislavskyi
that he read and saw the audience’s eyes.
Due to this established position, it is pos-
sible to communicate with the viewer
through the image of the narrator. This
starting position is between the game and
non-game, is extremely important for the
actor-narrator, as it helps to find the nec-
essary point of intersection in communi-
cation with the audience as a non-game
opponent. ‘Through consciousness, we
penetrate the subconscious, we can orga-
nize conscious processes so as to cause
subconscious processes through them’
(Knebel, 1970, p.334). It is this point of
intersection that allows the actor to feel
free in the act of creativity.

This is explained by the fact that as a re-
sult of the analysis of the work, the actor
tries to convey a certain initial mood or
state. However, this position is wrong, be-
cause trying to create a dramatic mood
at the beginning of the story, as well as
emotion, leads to the creation of a specif-
ic character with a certain biography. But
following the analogy of news readers,
historical commentators, etc., their posi-
tion is neutral, regardless of the text con-
tent. Of course, in the course of the story,
they may be absorbed in the content of
what is read, but not enough to interpret
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them as participants in those events. Sim-
ilarly, the dramatic reader is concerned
with the content, but not enough to take
on the role of the participant in the events
of which he tells. Therefore, as mentioned
above, such a starting position must be
abandoned.

Based on the above, we can conclude
that the actor-reader does not tell the art
work on behalf of the character depicted
by the poet or writer, but interprets this
work, reading it from the image of the nar-
rator of the artwork.

The research found that the acting cre-
ative process is divided into two main
stages: preparation for the role and per-
formance of the role. The study found that
the creative process of acting is divided
into two main stages: preparation for the
role and role performance. In turn, the
first creative stage covers the analysis
and rehearsal of the role with the director
(formation of the character and character-
istics of the image, action analysis, mise-
en-scéne, etc.) and independent prepara-
tion of the role by the actor (studying the
text, playing the role and experiencing
this game in the imagination, etc.). The
second creative stage is the public per-
formance of the role. This stage is called
creative because the role performance
in public conditions is the creation by
the actor, in his person, of an act of ex-
perience according to the external and
internal drawing of the role created in ad-
vance independently and with the director.
Observing the situations of everyday life,
we can say that the real, genuine action of
the word in ordinary living conditions, as
a rule, occurs spontaneously, unprepared.
The actor’s action is prepared in advance
at the first stage of creativity, so this ac-
tion cannot be similar to life. However,
the origins of both actions are somewhat
similar. In both cases of speech, the order
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of pronunciation of words is a reflective
or mechanical act, i.e. unconscious. It
means that in order to take an object no
one thinks about which foot to go and how
to fold the fingers, etc. Or in order to look
closely at something, there is no need to
think about turning your head and direc-
tion of vision. The same applies to the
order of pronunciation of words. Due to
such motor and speech reflectivity, there
is an experience (comprehension) of the
content of what is set by movement and
speech. Because it is known that only one
object can be thought or experienced by
a person at a time (Knebel, 1970, pp.77-
78). That is, it is impossible to think about
movement and what this movement
means at the same time.

In contrast to ordinary life, in the art
of the actor, speech occupies a special
place - expressive (demonstrative), this
is said in R. Cherkashin (1989, p.327). The
actor not only communicates with a col-
league in the role but also expresses to
the viewer the nature of the character's
speech, that is, not only what he says but
also how he speaks. Yes, K. Stanislavskyi
(1953, p.140) emphasized: ‘Let's hope
that science will help us find a practical-
ly possible approach to another's soul,
let's learn to understand the logic, the se-
quence of its feelings, psychology, char-
acter science. Perhaps this will help us
develop techniques to look for subcon-
scious creative material not only in the ex-
ternal environment but also in the internal
life of people.

Given the above, to study the mechanics
of speech, the task of acting on a part-
ner on stage, as it happens in life, is not
enough and not exactly. Otherwise, the
actor will not be able to focus on express-
ing the nature of the character’s speech.
After all, he will try to act as a character,
as in life, so in his mind, there will be no
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room for the embodiment of an external
act of expression. In fact, the essence of
the actor’s experience is that he does not
communicate with a colleague in the role
but with the audience. Take for example
the phrase: ‘Close the door!. In order to
perform the task that is to express to the
public the external peculiarities of the
character, you must first clearly, with the
help of voice and intonation to say this
phrase. Actually to say and not to ask,
order, force, that is, not to put in the ex-
pression of the phrase action (action is
contained in the meaning of the phrase).
And it doesn’t matter if the actor is sitting,
lying, walking, scratching, smiling, etc.
The whole act must be addressed in an
expressive task. The actor must set an
expressive task also for the reason that
it has already been emphasized that this
task is also partly the essence of acting.
After all, in addition to the task of expe-
riencing interaction with other characters,
the acting also covers the task of intelli-
gible visual and audio explanation to the
viewer of their role. Performing the role
in this way, the actor should feel com-
fortable both in relation to partners and
in relation to the audience. Such comfort
is called organic or natural behaviour in
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anapaTy NoAWHM Ta NpobriemMaTUKu KepyBaHHA roflocoM Mif Yac 36YAXKEHHSI MCMXOEMOLINHOro CTaHy
aKkTopa B poni 6ynu BUABNEHI NPo6ieMn Ta MOMWUIIKM B Pi3HUX METOAMKAX Ta HayKOBKUX poboTax ManucTpiB
B raysi cueHiyHoi MoBu. LLInAXxom ekcnepuMEHTIB Ta iHTepnpeTaLiii pisHOMaHITHUX NigxoAiB A0 po60Tu
3 ronocom 6yno 3HalAeHo HOBI, YHiBEpcasbHi MPUINOMU KepyBaHHS MOBJIEHHEBMM anapaToM, 3ano3nyeHi
3aBAAKN JOCNIAKEHHIO MPOLECY YNTaHHSA aKTOPOM XYLOXHbOrO TEKCTY Ta 3aCTOCYBaHHSA LMX NPUHLMNIB
[10 BUKOHaHHS ponni.
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AHHOTauusa

Lenb nccnegoBaHuss — n3yuyuTb OCOBEHHOCTWU paboOTbl rofioca BO BPEMSI UrPbl akTepa B Ponv MNyTeMm
1ccnefoBaHUsi OCHOBHbIX aCMEKTOB PEYEBOro akTa, paboTbl PerMcTpOB M peYEBOro anmnapaTa; OCyLLeCTBUTb
CpaBHUTENbHbIA aHanu3 pasfiMyHbIX TUMOB CYLLECTBOBAHWUS aKTepa B POSIN U YTEHUS XYAOXECTBEHHOrO
TekcTa. MeTogosnorus uccaefoBaHnsi OCHOBaHa Ha rMaBHbIX MPUHLMNAX paboTbl peYyeBbiX MHCTPYMEHTOB
aKTepa, OMpefeneHMn U CpaBHEHWM pasfINYHbIX METOAWMK MOCTAHOBKWU TrO/oca, OMOopbl, AbIXaHWUs
1 NMPUMEHEHUSI OCHOBHbIX MPUEMOB akTepa B MPOLECCE UYTEHUS XYLOXECTBEHHOro TekcTa MyTeM UX
OTAEeNeHMs 1 BOMJIOLLEHUS] BO BPEMSI aKTEPCKOIO Pe4YeBOro akTa B ponu. HayyHass HoBM3Ha ccnefoBaHus
3aK/1H0YaeTCA B M3YYEeHWU OCHOBHbIX aCreKTOB CYLLECTBOBAHUS BO BPEMS XY[LOXECTBEHHOIO YTeHUs
M MPUMEHEHUWN HECTaHAAPTHbIX A/ aKTEPCKOW Wrpbl MPUEMOB paboTbl C FOOCOM, WHTeprpeTaLuu
MX AN UCMONIb30BaHUSA BO BPEMSI UCMOJSIHEHUS POJIM; BbISIBJIEHUM HOBbIX MOAXOLOB K OCYLLECTBEHUIO
peyeBOro, TBOPYECKOr0 akTa M HOBEMLIUX CMOCOBGOB BbIPaXXEHUSI MCUXO3MOLIMOHANIBHOIO COCTOSIHUSA
nepcoHaxa 4epes UCMosb30BaHME HEMPUBbIYHBIX NMPUHLMMOB paboTbl peYeBOro anmnapaTta B 0O6bIYHbIX
XXM3HEHHbIX CUTyauuax. BbiBogbl. B pesynbraTe U3y4YeHUss U UCCNEeAOBaHUS OCHOBHbIX MPUHLMMNOB
paboTbl peyeBOro annaparta YesoBeka U NpobraeMaTUKU yrpaBfieHUs FOI0COM BO BPEMSI BO36YXAeHUSA
NCUXO3MOLMOHAJIbHOIO COCTOSIHUSI akTepa B posiv 6bln BbiSIB/IEHbI MPO6EMbI Y OLUMOGKU B PasfiMYHbIX
MeToAMKax W HayyHbiXx paboTax MacTepoB B 061acTu CLEHUYecKoi peuun. [lyTeM 3SKCNepvMeEHTOB
1 UHTEpNpeTauui pasnnMyHbiX NOAXOAOB K paboTe ¢ roiocoM 6biv HalfeHbl HOBble, YHUBEPCalbHble
npveMbl yrnpaBfieHUss peyeBbiM anmnapaToM, 3aMMCTBOBaHHble 6narogapsi UCcrefoBaHWKO Mpolecca
YTEHUS1 aKTEPOM XY[L0)KECTBEHHOIO TEKCTa U MPUMEHEHUS STUX NMPUHLMMOB K BbIMOSIHEHWIO POSU.
KnioueBble cnoBa: Xy0XXeCTBEHHOE YTEHUE; PEYEBON annapart; pe4eBoi aKT; rofioc; MCUX03IMOLMOHaNbHoe
COCTOsIHUE
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