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THE PHENOMENON OF SYNTHESIS IN THE MODERN CHORAL ART:
A GENRE, A TEXT AND A SCORE

The purpose of the research is to study the phenomenon of a synthesis as a distinguished feature in a modern choral art as
well as identification of its features in the context of a genre at the textological level. Methodology. Such methods as discursive
textological, comparative-analytical and logically-constructive methods. The scientific novelty consists in giving reasons for viability in
applying the concept of a synthesis in modern choral art with an eye to multi-levelness and hierarchy of the concept of a text in artistic
system of the choral art. Conclusions The concept of a synthesis is interpreted as an artistic phenomenon, which can be characterized
with systemacity, polysemy and logical openness. It becomes actual, in particularly, in choral art. It is found out that a modern musical
piece shows its unigueness in multileveled influence on the audience of the definite system of texts. The hierarchy in the concept of a
text is defined which exists at the creative and artistic levels; it is formed from objectively-compositional constituents; it appears as the
interactive unity of authorial, performer's and audience's thoughts; it exists as a source of information in a fixed/recorded, procedural and
effective format. The typology of scores (music sheets) as a system of communicative relationship between the composer, performer
and the audience is offered. It is marked that the phenomenon of a synthesis in modern choral art becomes a source for creation of
such textual systems, where there is an interaction between traditions, forms and types of thinking; the new types of scores (work
sheets) are supposed to be find out; new genre formats are defined; the necessity of new scientific grounded methodological
approaches in a musical pedagogics, in particularly in the area of choral art is proved.

Key words: a synthesis, a genre, a text, a score, modern choral art.

BoHOap €ezeHiss MukonaieHa, kaHOudam mucmeymeo3Hascmea, doueHm Kaghedpu xoposoeo OupueysaHHs OdecbKoi
HaujoHarbHoi My3u4Hoi akadewmii im. A.B. HexdaHosoi

®deHOMEH CUHTE3Y B Cy4acHill XOpPOBill TBOPYOCTI: XaHp, TEKCT, NapTUTYypa

MeToto poboTu € [ocnigXeHHA SBuMLLIA CUHTE3y SK MPOBIQHOI PUCK Cy4acHOiI XOPOBOI TBOPYOCTI Ta BUSIBMIEHHS MNOrO
ocobnmBocTen B KOHTEKCTi >XaHpy Ha TekcTororiyHomy piBHi. MeToponorisa. 3actocoBaHi [AWCKYPCUMBHUIA  TEKCTOMOFYHWUNA,
KOMMNapaTUBHO-aHaNITU4HUA  Ta FOriKO-KOHCTPYKTMBHMIA nigxoaM. HaykoBa HOBM3Ha nonsirae B OOrpyHTYBaHHi  AOUINbHOCTI
3aCTOCYBaHHsI MOHATTS CUHTE3Y LLOAO Cy4acHOi XOpPOBOI TBOPYOCTI B MPOEKLii Ha GaraTopiBHEBICTb Ta iepapXiYHICTb MOHATTS TEKCTY y
XYOOXHi cuCTeMi XxopoBOi TBOpYOCTi. BUCHOBKW. [OHATTS CHMHTE3y TPaKTYETbCA K XyAOXKHE SABWLLE, AN SKOro XapakTepHa
CUCTEMHICTb, HaraTo3HayHICTb i CMUCMOBA BiOKPUTICTb, Ta SIKe aKkTyani3yeTbCA 30Kpema B CyvacHiii XOopoBiln TBOpYOCTi. BusisneHo, Lo
Cy4acCHUIA XOpOoBUIA TBIp MPOSIBMSIE CBOK YHiKamnbHICTb B GaraTopiBHEBOMY BMNMBI Ha cryxadya NEBHOI CUCTEMM TeKCTiB. 3'sicoBaHa
iepapxin B MOHATTI NPO TEKCT L0 iCHYE Ha KpeaTMBHOMY i XyAOXHbOMY pIiBHSX; (POPMYETbCS 3 OO'EKTMBHO-KOMMO3ULIAHOI Ta
Cy6’eKTUBHO-iIHTEPNPETaToOpPChKOi CKNafoBUX; BUSBNAETBCA AK B3aEMogiloda €AHICTb aBTOPCbKOI, BUKOHABCLKOI Ta CriyXalpbKol AYMKY;
icHye sik okepeno iHopMmauii (ikcoBaHOro, NpoLecyansHOro Ta pesynsTaTBHOrO popmary. 3anponoHoBaHO TUMOMOFi0 NapTUTYp sK
CUCTEMMN KOMYHIKaTUBHMX B3aEMOBIAHOCUH MiXX KOMMO3UTOPOM, BUKOHABLEM i Cryxadem. HaronolueHo, Lo siBuLLe CUHTe3y B CyyacHi
XOPOBIli TBOPYOCTi CTae BUTOKOM Ansi (hOPMYBaHHSI TakMX TEKCTOBUX CUCTEM, B SIKMX B3AEMOZIHOTb Tpaaumuii, hopMU, TUNU MUCIIEHHS;
nepenbavacTbCsl BUSIBMEHHA HOBWX TWUMIB NapTUTYP; BU3HAYaloTbCst HOBI XaHPOBi hopmaTtu; goBeAaeHa HeobXiAHICTb HOBUX HayKOBO
06rpyHTOBaHMX METOAMYHUX NiAxoaiB B My3WU4YHIii nefaroriui, 3okpema, B ranysi XopoBoro MucteuTsa.

KntoyoBi cnoBa: cuHTes, xaHp, TEKCT, NapTUTypa, Cy4acHa XopoBa TBOPYICTb.
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BoHOapb EezeHusi HukonaeeHa, kaHOudam uckyccmeosedeHusi, doyeHm kaghedpbl xoposozo OupuxuposaHusi Odecckol
HauuoHanbHol akademuu umeHu A.B. HexdaHosol

®deHOMEH CUHTE3a B COBPEMEHHOM XOPOBOM TBOPYECTBE: XaHp, TEeKCT, NapTUTypa

Llenbto paboTbl SBNSETCS MCCnefoBaHve SBNEeHUs CUMHTe3a Kak Bedyllen YepTbl COBPEMEHHOro XOpOBOro TBOPYECTBa U
BbIsIBNIeHWEe ero ocoOeHHOCTEN B KOHTEKCTE »aHpa Ha TekcTornorndeckomy yposHe. Metoponorus. lNpumeHeHbl AUCKYPCUBHBIA
TEKCTONOrMYeCcKUn, KOMMapaTUBHO-aHANUTUYECKUA W NOTMKO-KOHCTPYKTUBHBIM noaxodbl. HayyHas HoBuW3Ha 3aknoyaeTcs B
060CHOBaHMN  Lenecoobpa3HOCT MNPUMEHEHUS MOHSATWUS CUHTE3a B COBPEMEHHOM XOPOBOM TBOpPYECTBE B MNPOEKUMU Ha
MHOrOYpPOBHEBOCTb U MEPAPXUYHOCTb MOHSATME TEKCTA B XyAOXECTBEHHOW CMCTEME XOPOBOro TBopyecTBa. BbiBopgbl. [oHATUE cuHTE3a
TPaKTyeTCs Kak MCTOPUYECKoe XyAOKECTBEHHOe SiBNeHue, AfS KOTOPOro xapakTepHa CUCTEMHOCTb, MHOFO3HaYHOCTb W CMbICNOBast
OTKPbITOCTb, N KOTOPOE aKTyanusnpyeTcsi B YaCTHOCTM B COBPEMEHHOM XOPOBOM TBOPYecTBe. BbifBMEHO, YTO COBpEMEHHOE XOpOoBOEe
npousBeeHne MNposiIBMAET CBOK YHWKANbHOCTb B MHOTOYPOBHEBOM BO3[EWCTBMM Ha CnyllaTens OnpefeneHHOW CUCTEMbl TEeKCTOB.
BbisicHeHa nepapxus B MOHATMM O TEKCTe KOTOPbIA CyLLEeCTBYET Ha KpeaTUBHOM W XyAOKECTBEHHOM YPOBHSX; (hopMupyetcs u3
06BEKTVBHO- KOMMO3WLMOHHOM U CYObEKTUBHO-MHTEPNPETATOPCKON COCTaBNSIOLLMX; NPOSIBISIETCA Kak B3avMOAENCTBYoLLEe eAMHCTBO
aBTOPCKOW, UCMOMHUTENLCKON 1 CRyLIATENbCKOW MbICIN; CYLLECTBYET KaK MCTOYHUK MHADOPMaLK (OUKCUPOBAHHOIO, MPOLIECCyasibHOro 1
pesynstatuBHoro copmata. [pegnoxeHa TWNONOrMS NapTUTYP Kak CUCTEMA KOMMYHMKATMBHbBIX B3aVIMOOTHOLUEHWUA Mexay
KOMMO3WUTOPOM, MCMOnHUTENeM u cnylwarenem. OTMeYeHo, YTO sIBNeHWe CMHTe3a B COBPEMEHHOM XOPOBOM TBOPYECTBE CTaHOBUTCSH
MCTOYHMKOM ANsi (POPMUPOBAHMSA TaKUX TEKCTOBbLIX CUCTEM, B KOTOPbIX B3aMMOAEWCTBYIOT Tpaguumn, opMbl, TUMbl MbILLEHUS;
npeAnonaraeTcs BbiBNEHNE HOBbIX TUMOB NApPTUTYP; OMNPeAensioTcA HOBble XaHpoBble hopMaThl; AoKasaHa HeobXOAMMOCTb HOBbIX
Hay4HO 0B6OCHOBaHHbIX METOAMYECKMX NOAXOAO0B B My3blKarnbHON negaroruke, B YaCTHOCTW, B 06nacTy XOpoBOro UCKYCCTBA.

KnioyeBble crnoBa: CMHTES, XaHp, TEKCT, NapTUTypa, COBPEMEHHOE XOPOBOE TBOPYECTBO.

The phenomenon and the concepts of the modern choral art and its peculiarities are in constant pro-
cess of formation. There are under development new features, bringing to light transformational phenomena,
forming tendencies related to synthesis as a complex and many-staged creational process of a new phe-
nomenon, as a result of combination of means of expression of different types of art.

There is no need to prove nowadays that choral art gains ever-wider efficiency as a result of “multi-
sectoral” expressive means becoming multidimensional (using the language of mathematics). It should be
reminded that all music is divided into vocal and instrumental ones according to general genre classification.
Choral music as well as solo and ensemble music belongs to the category of vocal music. Choral art, in its
turn, contains a variety of expressions which are called choral genres. Thus, regarding to choral art, we un-
derstand that it is also a kind of music practice (performance and composition) and a developed system of
different genres where the concept “genre” is thought of as a kind of musical pieces; also it obtains its name
from the view of expressive means and sides of musical form where there is a coincidence of compositional
and genre sense in its definition (such as a concert, requiem, magnificat, mass, etc.).

Understanding of general trends of creation, existence and development of the genre model (hierar-
chy) does not make it clear how the separate constituents as well as different kinds of musical practice are
tied up. We share the position of S. Ship, in reference to this task, who offers to use the vision of systematic
integrity of genres in music culture as a “signpost” (more detailed [12, 348]). Apart from it, based on the re-
sults of his research, it can be stated that every genre represents a response of artistic conscience to a defi-
nite cultural need; in such a way the efficiency of genre system occurs. Therefore, choral music-making ex-
ists and actively develops in sacral-liturgical, ceremonial, theatrical, media practices and relevant
genres/types of musical works in modern times. In this case, the phenomenon of the synthesis should be
considered as a defining feature of modern choral art, which can be characterized by polysemy, logical
transparency , and corresponds with such terms as “the dialogue of cultures”, “interaction of cultures” (V.
Bybler), “the concert of cultures” (G. Pomerantz) — with a concept of “art synthesis”, which is traditionally in-
terpreted as a combination of different types of art in the process of creation of qualitatively new artistic phe-
nomenon, and is not the sum of the constituent components.

The synthesizing practice results in appearance of new genre formations. The first references to a
new genre interpretation can be found in a composer/author text, more specifically in remarks and defini-
tions. In such a way, we examine a combination/separation of two or more genres/types (an opera-oratory,
opera-ballet, cantata-miniature — requiem and others), the negation of the canonical genre (antiopera), a
creation of new choral concepts (a capella choral opera, folk-opera, a capella symphony-action and others),
going beyond the boundaries of musical art (a concert — fresco, a musical — detective, a parable and others)
(more detailed [13]).

The primary source for such combinations lies in the analysis of the musical text, scores, and also in
a research of personal expressions and musician's comments.

So, what is an interpretation of a “text” in artistic system of choral art? To what extend the notion of
score is related to the text in the choral art? What is a peculiarity of inter-text as a concept based on the idea
of the text interaction at symbolic (semiotic) level, so that the own meaningful conceptual area is created
(Julia Kristeva)? - Let's try to figure out.

Accentuating particular aspects of musical — scenic genres, E. Ruchyevskaya marked: “In all genres
where music combines with non-musical elements such as a word, a dance or visual varieties of the theater -
“converging of music” with all these elements is relative, dependence is partial, differences are obvious.
There is always “a free zone” in such cases, the area of not tight gapping, but also an area of contradiction,
“the field of battle” (Boris Asafyev), defined by total impossibility of total meaningful identity and inability of
complete material (melodic, rhythmic and voice) identity” [10, 115]. While continuing and highlighting this
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thought, Juriy Lotman stated that music-scenic work in the unification of all its components “represents a text
of considerate complexity, using signs of differenet type and different types of degrees of conditionality” [6,
589]. As a matter of fact, it comes about multy-layered effect on the audience of the whole system of the
texts: intonational, poetic and visual-spatial and others.

In musicology the phenomenon “text” exists at the intersection of several areas: interpretation, style,
genre, form, structural-meaning functions and principles, and musical psychology, etc. The problems of
musical textology can be examined in different formats: fixed/recorded (a score, audio-visuals and others),
procedural (performing, intoning, and stage impersonation), effective (in intonationally-artistic image, formed
in a memory of an audience and expressed in analytical and critical articles and others). Given forms of
musical works are the sources of information about the formation of the musical work; they, in any way,
“fix/record” the uniqueness of musical works in the world of artwork” [9, 96] and, accordingly, given forms
gain an importance of a system in a text (in a definition of V. Moskalenko [9]). Consequently, a text of musical
work is a complex phenomenon, which shows itself at the following levels: idea of authorship (intonationally-
artistic image), the score, intonationally-artistic-scenic embodiment, record (audio/video), emotional memory
(intonationally-artistic image in the memory of audience).

Turn to the interaction of author's and performer's texts. Both these texts are seen as constituents of
the concept of artistic text of work. Both ones have procedurality:

— author's in the emerging of an idea, searching of intonationally-expressive means and others;

- performers in analytical search of deep amplitude method, tone quality — colour and others and
also directly in performing process.

Both author's and performer's texts in their physical dimension are expressed in the forms of
fixed/recorded material:

- author's in the way of the score as well as remarks, instructions and others.

- performer’s in the way of audio-video records and also in the way of remarks in the score where
the latter have the nature of “agreements” about main artistic solutions.

Evsey Liberman [8] thinks that a text of any musical work consists of two parts: objectively — compo-
sitional part (inner) and subjectively-interpreting (outer). The author emphasizes that clear division cannot be
as the same signs and terms (primarily it refers to dynamics, rhythmic and accentuation and others) can be-
long to either of groups, and, accordingly, are typical to both composer's and performer's texts.

Elaborating scientific conception of a text in such musical-scenic genres as opera and ballet,
E.Dulova (4) offers to research the stages of musical work formation at creative (genetic) and artistic (func-
tional) levels [4, 68]. We took to the idea of systemacity and procedurality in final product creation — artistic-
musical work in her rather in-depth and reasoned study. In particular, in her opinion, at the creative level of
the formation of a musical work, the following system of texts is built: “1) the sources — drafts, sketches, and
text passages /.../; 2) avantext — a systematic complex of all primary sources of information; 3) context — a
stage of work between the source and the final text; 4) editing — author's and non-author's (performer's, relat-
ing to theatrical production and others) changing the text; 6) metatext — author's comments, explanations,
pointing at the processes and peculiarities of text formation” (4, 68-69). At the artistic (functional) level E.
Dulova defines the following system of texts: “1) idea — a fragment or an integral image of musical work; 2)
avantext — an intellectual formation or logical system organizing all stage of work at the text; 3) context — a
system of multifaceted links of a text; 4) intertext — a context of the memory of the given text; 5) fenotext — a
final text in the unity of structural-semantical regularities; 6) metatext — paradigmatic links of all author's
texts” [4, 69].

So, whose creative initiative is the dominant one in the formation of a complex phenomenon “Text”:
author's, performer's or audience's? - The question is ambiguous, having no straight reply, but highlighting
the direction of all creative efforts towards the unity — creation of artistic text and the image of musical work.

In a recorded way the text of a musical work is traditionally called a score. If we refer to etymology,
we will find out that two main functions of a score are highlighted: 1) to divide the sounding into definite
passages; 2) to record.

Author's and performer's scores follow the given functions. The first one represents a recorded idea
in music notes, symbols and remarks, making it possible to show performer's interpretation with its wide area
of action from figuratively-psychological intonations, meaningful accents, methods of intonationally-artistic
objectivation to scenic-performing solutions.

Thus, analyzing variations of composer's scores in the choral genre and the way of their reading in
modern performer's processes, we find it possible to present the following types: a score-model, a score-
sketch and a score- instruction. The score-model suggests that the performer “will put it together” and will
play it strictly according to the principles of genre, style, functional direction, tempo instructions and others
(spiritually-ritual music, classical patterns).

Inside the “sketch” there is a rather wide area for interpretation in the frames of genre and style: we
understand that we must perform the musical part close enough to the text (a pitch, a tempo-rhythm),
however such a score do not limit our possibilities in performer's reading (image-psychological intonation, as
an expression of the meaning, a timbre of the performer's voice and so on) , and also in transformation of
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original choral piece into a theatrical-choral performance, choral theater by attracting the expressive means
of other types of art (miniatures, musical adaptations, selected works from the musical and cycles).

The third type is a score-instruction. It is, as a rule, a combination of note and verbal (remark) score.
Here the author, from the one hand, gives strict recommendations towards what to do and how to do,
organizes all the process, but, from the other hand, entering into the direct “correspondence” with the
performer, opens wide opportunities for improvisation. In performer's score it is a score which can include
any person. It is an open system which does not operate with narrow-professional language; it is a score
which combines graphical images of musical symbols (height, length of sound and others) and verbal
instruction towards an action, condition, imitation and others (as a rule, these are the scores of modern
composers who use over expressive means of intoning (the term is ours [2]).

In general, the interest to such performative scores starts where the idea, the content and the image
of musical work leave a wide room for the performer's playing, setting any general rules. Such a score allows
to identify the role of the performer without violating the composer's rights as a creative coauthor and in such
a way a stable definition of “co authorship” in a musical art can also undergoes definite changes.

Precisely the composer's score becomes the primary source in the formation of a performer's text. In
performer's expression the following types of texts can be defined — vocally-intonationally (in the unity of all
components of musical language and speech), poetical, spatial-powered (choreographic and scenographical
and others), spatial-visual (costumes, stage props, light and others).

In such a case, the encoding of performer's constituents of an artistic text becomes apparent factor
of the author's formation and audience's perception of the text.

As a performer — practitioner, we should highlight that specifically in the choral works the attention
should be focused on coexistence of several text layers (and their sources) and work with them: a) actually
musical text; b) a literary text: poetry, remarks, instructions (screenplay); c) documentary: epistolary,
documentary-informational sources having relevance to the composer's art, a poet's; d) “a text in a text”
(following the terminology of Yuriy Lotman [7, 104 — 122]) as an introduction of “stranger's” text into an
original writer's text. Regarding our research, the last position should be explained in more details: literary
text of a modern choral production is presented with the combination of at least three concepts —
composer's, conductor — choirmaster, production (composer's, choirmaster's and producer's). In such a way,
an important aspect of considering the notion of a text in the artistic-musical work becomes the view of it as a
result, as “a consequence of reducible and summarizing synthesis” (according to the conception of Mark
Aranovsky) [1, 27].

Combination of the musical text, writer's remarks and a poetical text forms a score of a musical work.
It would be wrong to think — as L. Butenko notes — that this code (a score) is just a sheer scheme of a
musical work: “...it is not a scheme but the real hologram. The ability to perceive it in two-dimensions or
three-dimensions” depends on the performers-interpreters. If a level of culture, abilities and mastery in the
profession does not exceed the craft skills, we will have two-dimensional, frontal reproduction of a score in a
better version in music...” [3, 16-17]. And then: “It is necessary to move not from the definite expressiveness
of music behind which there can be the second, the third undertone, but from its general context that is a
musical dramatic art” [3, 8]. Actually, in such in-depth approach such a flat and superficial vision of a score is
replaced by extensional one, which allows to perceive not only the “front”, but helps to find an action, an
image, an association hidden deep in the layers of note and sound combinations.

What is a performer's score?

This type of score is intended to graphically register the performer's interpretation (conductor's,
producer's, choreographic and others), to elicit the links between the choice of definite technical and
expressive means as well as implementation of emotional-image content.

Research of the given type of scores allows to see the interpretation strategy of a performer, to
understand how it “it was done”. In theatrical and choreographical art the graphical scores (with the usage of
symbols and signs) or performative (verbal) ones correspond to the musical text of a musical work. The
graphical type of scores are more prevalent. In this respect, the great interest lies in the division of
performer's interpretation by E. Liberman into three zones such as emotional, emotionally-intellectual and
intellectual, where these concepts “belong not to the characteristics of an artistic world of music, but to
psychological activity of a performer in the process of work at the musical work” [8, 194]. Thus, the emotional
performer's interpretation, as a rule, will not have recorded performer's score. However, the synthesis, as a
consciously chosen strategy in a choreographic performer’s art will require the implementation of definite
fixation/recording and storing of complex performer's interpretation soon. As an example, we can address to
our practical activity: the performance of Laughingfugue “|Ridiculous” by L. Maierhofer in an international
festival “Two Days and Nights of Modern Music”.

In the score of the given musical piece there was stated a rather high-pitched and a clear beat-
rhythmical organization. In such a way, the choristes were given some timbre, dynamic, high-pitched and
artistic-intonational freedom, and as a consequence, were co-composers/co-authors. Apart from that, the
given musical word needed “agreement”, “telling” plastique, stage setting and body language. In close
collaboration with the choreographer the theatrical-choral performance “Ridiculous” was born. The whole
process of search, the choice of expressive means at a definite stage required the recording of alternatives
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in any way. Therefore, the formation of the performer's text of a musical work leads the conductor (as an
author of a project) to the point of intersection and active interaction with the theater, pantomime,
performance, thereby bringing to life a new product — synthesis- genre.

The researchers state that when we encounter the performance of a musical-performative score out
brain is under constant mode of “question”. We try to find a rational explanation to what is happening on the
stage. As an example, there is one-act opera “Passagio” by L. Berio (1962, libretto by E. Sangvinety) for an
unnamed heroine (“She”) and two choirs; one of which is on the stage, and the other is in the orchestra.
Under the direction of the author, the genre definition of this musical work is a “scenic mass”. “Passagio”
consists of several parts which are named after the parts of a Catholically mass Ontroitus or includes the
texts of the psalms and prayers in Latin, however, the musical work contains dramatic basics of the opera.
On top of that, the grand finale of the opera-mass the heroine deliberately causes a row, shouting to the
audience: “Get Out of Here! All” (the detailed analysis of the opera-mass can be found in the work [5, 106]).
Obviously, the performance of such musical piece will require individual work of a conductor, a choirmaster
and a producer, etc. special performing work, and perhaps, some records of the solutions found.

Is the creation of a special sign system necessary for the recording of the performer's score? - There
is no unambiguous reply to this question, in our opinion. Turning to our performance experience, and also
building on the results of communication and work with different conductors, | can highlight that all
conductors use their individual system of performer's remarks, signs, etc., but can it be called a new sign
system? - not likely. We can assume that the language organization of a performer's speech in the
choreographer's art is at the stage of formation, precisely as a new genre system of synthesis-musical
works.

In such a way, a modern performer approach to a score as a recorded will of author undergoes
serious alterations and allows to interpret a score as an open resource. In other words, the authorship as a
key position in a choral art preserves only in the firmness of the core of a musical part in wide possibilities of
performing solutions. And if an existence of a musical-scenical work at the concert stage is fleeting, its text,
fixed/recorded at all its stage conditions, is an evidence of not only an artistic process of art, but also an
expression of author's will, performing creativity, and also an authentic, illustrated documental cultural
phenomenon.

The transformation of a genre area as a result of synthesis-interaction results in a formation of new
genre phenomena and also to the blurring the boundaries and the feeling of separateness, strict frames of
the genre. The main tendencies today are: the interaction of related musical practices; interaction of different
types of art; contest or denial of academic genres; the formation of the concept-genres.

At the verbal (textological) level, apart from the proper choral performing synthesis of musical and
poetical text, the following should be added: a)interpenetrating of author's and performer's texts, b) blurring
the boundaries of authors and accentuated co authorship; ¢) oppositely-directed ways of development,
where, from the one side, - the attitude to the text as to the wide improvisation, and, from the other side, - as
to the canon; d) textological, stenographic, producer's , etc.; €) underlined importance of procedurality in the
formation of meanings and terms; f) the effect of a “text in a text”.

At the level of considering the score peculiarities in modern choral polyphony: the extension of the
score quantity through interaction with the different types of art. A great number of scores with the verbal
instructions, remarks, notes, and also with the author's sign-symbols whish should be classified as a creation
of a unique musical alphabet. From the other side, there is a necessity to record the interpreting solution,
and, as a consequence, there is a tendency towards the creation of the performative performer's scores, and
as a result, the formation of the way how to record a material. These tendencies in the author's and
performer's score are expressed in the form of interaction of verbal, graphical and music notes, and perhaps
can lead to the creation of a new type of a score.

Synthesis, as a strategy of modern choral art development, shows the necessity of new
methodological approaches in a specialized musical pedagogy, in particularly, in the choral art.

The peculiarity of interaction between the author's and performer's texts requires the separate
consideration and creation of a typology based on the results of the analysis of the theoretical thesis and
practical experience. The given approach enables to find a new interpretation of categories in the author's
style as synthesizing the different types of interactions between the texts. One of the directions for a further
development of a synthesis phenomenon in the modern choral art can become the review of pedagogical
directives: the interaction of academic education, ethno-pedagogy and some authorial methodologies for the
achievement of such a result in the training of the students — choirmasters which can meet the demands of a
synthesis-creativity in a choral art.

In such a way, transformational processes raising the issues of style, genre, form, a musical
language become prominent in the choral art at the turn of XX — XXI centuries. From the one side, it is a
search of new expressive means and forms, experimenting and pro-activeness; from the other side, the
tendency to reconstruction and highlighting the memory of a genre, - all these vectors are the leading ones in
the development of the genre area. And perhaps this precise informational range became the reason of
appearing new text systems at the modern stage of the choral art development. The given text systems
interact with traditions, concepts, quotations, and as a result, the new genre formations appear and “the
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performance of styles” becomes possible. The synthesis is a phenomenon demonstrating the leading
positions in all canonical genres in the system meaning of this term: instrumental music, vocal and choral
ones; in the theater and the cinema; in the ballet and pop-circus art; at the levels of styles and forms, inner
and outer expression, traditional and author's.

In 1987 L. Berio stated in one of his speeches: “There is no crisis in modern music. Conversely, it
experiences its richest period. It is the first time, when a composer is empowered to synthesize different
ways of thinking” (quot. [5, 109]).
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