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STYLE OF PERFORMING INTERPRETATION AS A SUBJECT
OF MUSICOLOGICAL RESEARCH

Purpose of the article is to create author’s typology of the styles of piano-performing interpretation. After the
definitive analysis of performing interpretation style on the basis of works by B. Yavorskiy, O. Alekseev, Yu. Kapustin,
G. Kogan, Yu. Kochneva, Ye. Liberman, K.-A. Martinsen, G. Orlov, Ya. Milshtein, S. Skrebkov, V. Holopova, T. Cherednichenko
and others researches, the author offered her own typology, based on the idea of persistent style characteristics in the
sphere of specific performing thinking, the way of perception composer’s style and the pattern of performing sounding.
Methodology of the research is based on the system approach and modified according to peculiarity of the subject
methods, which combine aesthetic and musical-textological approaches, in particular analytical-synthesis processing (for
study of theoretical sources of piano-performing interpretation problems); comparative-historical (for identification of
specific signs of different stylistic periods of piano performing); historical-stylistic (for research of peculiarities of
composer’s and performing style in a definite historical period). The used methods have been tested by textological
analysis and semantic consolidation. Scientific novelty lies in explanation of the phenomenon of performing
interpretation and its triune (the composer’s style, its perception by the interpreter and objectification of the processes of
musical-performing thinking) and development of author’s typology, which includes rhetorical, rationalized, emotional and
sensual styles of piano-performing interpretation. Conclusions. For the creation of piano-performing interpretation typology,
the author uses as a basis the epochal composer’s styles: baroque, classicism, romanticism and impressionism. In the process
of determination of style interpretation types the mentioned concepts point to objective side of performing process. In conditions
of domination of a definite style the appropriate types of performing interpretation developed rhetorical, rationalized, emotional
and sensual, representing subjective aspect of interpretation. Thus, in performing style name the dominating way of
presentation of the author’s style is underlined. The main sings of rhetorical performing style are subjective-philosophic
technique of presentation of composer’s style, the passion as the way of performing thinking and piano sounding character
close to baroque instruments and chamber orchestra. The way of presentation of composer’s concept in the rationalized style
is rationalized-philosophic and the method of performing thinking is logicality. The emotional (interactive) piano-performing style
demonstrates objective-artistic way of presentation of composer’s style and is characterized by orchestra piano sounding. The
sensual piano-performing style is characterized by subjective-dreamy way of composer’s style presentation and the sensibility
as the way of performing thinking and aspiration to sound description in piano sounding.
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lMomoybka OneHa BikmopisHa, kaHOuGam mucmeymeo3Hascmea, OUPEKMOP My3U4YHO20 Koneoxy [Hinpo-
nempo8scbKoi akademii my3uku im. M. [niHku, euknaday [Hinponemposcbkoi akademii my3uku im. M. [iHKu

CTunb BUKOHaBCbKOI iHTepnpeTauii ik npegMeT My3UMKO3HaB4YOro AOCHimKeHHs

MeTa pocnigxeHHA — CTBOPEHHS aBTOPCLKOI TUMOSOrii CTUNIB hopTeniaHHO-BUKOHABCLKOI iHTepnpeTauii. Micns
OediHITMBHOro aHanidy CTUI0 BUKOHaBCBKOI iHTepnpeTalii, 3ainicHeHoMy Ha ocHoBi npaub b.ABopcbkoro, O. Anekceesa,
0. KanycTina, I. KoraHna, 1O. KoyHeBa, €. i6epmaHa, K.-A. MaptiHceHa, . Opnosa, A. MinbwrenHa, C. Ckpebkosa,
B. Xononogoi, T. YepegHNYEHKO Ta iHWINX Y4EHUX, 3anpOrNOHOBAHO BIIACHY TUMOJIOTi0, L0 CMUPAETLCSA HA YSIBNEHHS Npo
CTilKi CTUNbOBI 03HAKW Y MAOLMHAX cneundikv BUKOHABCLKOrO MUCIIEHHS!, CNOCO0Y NpeacTaBrneHHS KOMMO3UTOPCHLKOro
CTWUIMIO Ta XapakTepy BMKOHaABCbLKOro 3By4aHHs. MeTtogonorisa gocnigxeHHs 6a3yeTbCs Ha CMCTEMHOMY Migxodi Ta
MoaudikoBaHUM BIigNOBIAHO [0 cneuudpikn npegmeTa MeTodaX, B SKUX MOEOHYIOTbCA €CTETUMHUA | MY3U4HO-
TEKCTOJOrYHMI NigXoaun, 30KkpeMa aHaniTMKO-CUHTETUYHOI 06pobkn (NpK onpautoBaHHi TEOPETUYHUX AxXepen 3 npobnem
dopTeniaHHO-BUKOHABCLKOI iHTeprpeTadii); NOpiBHANLHO-ICTOPUYHUIA (4N BUSBEHHS crieumdikn NposiBy pi3HOMaHITHUX
CTUMBbOBMKX €nox y hopTeniaHHOMY BUKOHABCTBI); iCTOPUKO-CTURICTUYHWUIA (NPW OOCRIAXEHHI cneundikm KOMNo3MTOpPCbKO-
ro i BUKOHaBCbKOro CTUMIO y NEBHUI iCTOPUYHMI nepiog). BukopuctaHi meToam nponwnm anpobadito WNsaxoM TeKCTONo-
riYHOro aHari3y Ta CEMaHTUYHOrO y3aranbHeHHa. HaykoBa HOBM3Ha cTaTTi nonsrae y NnoACHeHHi eHOMeHa BUKOHABChb-
KOI iHTepnpeTauii, Aoro TPWUEAHOCTI (CTMMIO KOMMO3UTOpA, MOro pPO3yMiHHS IHTEPMNPEeTaTtopoM Ta OnpeaMETHEHHSA
NpoLECiB My3NYHOrO-BMKOHABCLKOrO MUCIEHHS) i CTBOPEHHI BNACHOi TMMOMOTii, KyAu BXOAATb PUTOPU3OBAHWN, paLioHa-
nisoBaHUN, eMoLioHani3oBaHU Ta CeHcyanisoBaHuMn cTuni opTeniaHHO-BUKOHABCLKOI iHTepnpeTadii. BucHoBku. Y
CTBOPEHHI BnacHoi CTUNbOBOI TuNonorii hopTeniaHHO-BUKOHABCLKOT iHTepnpeTauii 6asnucHMMU BUCTYNWAM enoxasbHi
KOMMO3UTOPCbKi CTUMi — 6apOKOBUI, KNACUYHWUIA, POMAHTUYHUIA, iIMAPECIOHICTUYHMIA. Y BM3HAYeHHI TUNIB CTUNBLOBOI iH-
TepnpeTauii OKpecrneHi NOHATTS BKa3yloTb Ha 00’ €KTUBHUIA acnekT BUKOHABCLKOro npoecy. B ymoBax naHyBaHHS neBHO-
ro CTUMIO CKraganvcs i BignoBigHi TN BUKOHABCBLKOI iHTepnpeTauii — puTopmM3oBaHuin, paLioHanisaoBaHni, eMoLjioHari-
30BaHWI i CeHcyanisoBaHui, WO BigobpaxatTb Cyb’eKTMBHWMIA acnekT iHTepripeTauii. OTxe, y Ha3Bi BMKOHABCLKOrO
CTWMIO MiAKPECIIETLCA AOMiIHYIOUMI CNOCIO NpeacTaBNeHHs] KOMMNO3UTOPCBKOrO CTUIK. [ONOBHUMKU O3HaKaMyn pUTOpuU-
30BaHOrO0 BMKOHABCBLKOIO CTUMK CTalTb Cy6'eKTMBHO-INOCOdiuHMIN cnocid npeacTaBneHHst KOMMO3MTOPCBHKOro CTUIH,
adekTHICTb K cnocib BUKOHABCLKOTO MUCMEHHS Ta HabnuXeHn o 3ByYaHH 6GapoKOBMX iIHCTPYMEHTIB i KaMepHOro op-
KeCTpy xapaktep ¢popTeniaHHoro 3By4aHHs. Cnocobom npeacTaBneHHs KOMMNO3UTOPCLKOro 3aaymMy B palioHanizoBaHo-
My CTWUMi cTae pauioHanisoBaHo-hinocodivyHuii, a cnocoboM BUKOHABCHKOrO MUCIEHHS — NorivHicTb. EmMouioHanisoBaHui
(iHTepakTMBHUI) hopTeniaHHO-BMKOHABCLKUIA CTUINb AEMOHCTPYE 00’EKTUBHO-apTUCTUYHMIA crnocib NpeacTaBneHHs KoM-
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NO3UTOPCLKOTO CTUSII0 Ta BUPI3HSETLCA OPKECTPOBICTIO hopTeniaHHOro 3BydaHHsA. CeHcyanizoBaHui dopTeniaHHo-
BUKOHABCLKUI CTUIMb XapakTepu3yeTbCcs Cyh'eKTMBHO-MPIANMBUM CNOCOGOM MpeacTaBNeHHS KOMMO3UTOPCHKOro CTUIIO,
YYTTEBICTIO sIK CNOCOOOM BMKOHABCLKOIO MUCIIEHHS | NParHEHHsM [0 3ByKONMCY B oopTeniaHHOMY 3BYYaHHi.

KniouoBi cnoBa: ctunb, CTUNbOBUIA aHani3, iHTepnpeTauis, dopTeniaHo, 6apoko, Knacuunuam, pOMaHTU3M,
iMMNpecCioHiaMm.

lMomoukass Enena BukmopoeHa kaHOuGam uckyccmeosedeHusi, OUPEKMOop My3bikaribHO020 Kornedxa [JHernpo-
rnemposckol akademuu My3biku um. M. [uHKu, npernodasamerb [JHenpornemposckol akademuu My3biku um. M. [uHKu

CTuUnb UCNONHUTENbLCKOWN UHTepNpeTauumn Kak npeamMeT My3blKOBe44YE€CKOro uccreaoBaHusi

Llenb nccnepgoBaHus — co3faHve aBTOPCKOW TUMOSIOTMK CTUNeEN hopTeNMaHHO-UCNONHUTENBCKON MHTEPNPETaLWN.
Mocne [EVHWUTMBHOIO aHanM3a CTWUMs UCMONHMTENbLCKON MHTEpnpeTaumn, Co34aHHOro Ha ocHoBe TpyaoB b. fAsopckoro,
A. AnekceeBa, 0.KanyctuHa, . Korana, 0. KoyHeBa, E. llnbepmana, K.-A. MapTuHceHa, I'. OpnoBa, A MunbLwTeiiHa,
C. Ckpebkoga, B. Xononoson, T. YepeHNYEHKO M OpYrX y4eHbIX, NPEANoXeHO COBCTBEHHYO TUMOMNOMMIO, KOTOpasl ONMpaeTcs
Ha NpPeACTaBIEHNE KOMMO3MTOPCKOrO CTUMSA M XapaKTepa UCMONHMTENBLCKOro 3ByyYaHus. MeTogonorus rccnenosaHus 6asvpye-
TCSA HA CUCTEMHOM NoAxoAe Y MOAMULIMPOBaHHBLIX B COOTBETCTBUM CO cneuundunkor npegmMmeta Metogax, B KOTOPbIX COBMeE-
LLAIOTCA SCTETUYHBIA U My3bIKarbHO-TEKCTONOMMYECKMIA NOaXoabl, B YAaCTHOCTU aHanMTUMKO-CUHTETUYECKOW 00paboTkm (mpu
npopaboTke TEOpPEeTUYECKMX WCTOYHWMKOB M3 Npobnem (opTenvaHHO-UCNONHUTENBCKOM MHTEpnpeTaumm); CpaBHUTENBHO-
MCTOPUYECKUI (ANs BbISBMNEHNS CNeLmncVKN NPOSIBNEHNS pa3HOOOpa3HbIX CTUMEBBIX 3MOX B hopTENMAHHOM UCTIONTHATENBLCKOM);
NCTOPUKO-CTUNUCTUYECKUIA (MPY UCCNedoBaHNM CneundmKM KOMMNO3UTOPCKOTO M UCMOMHUTENBCKOrO CTUNS B ONpeAereHHbIN
ncTopudeckuii nepuog). Vicnonb3oBaHHble MeTOAb! MPOLLNM anpobaLmio NyTeM TEKCTONOINMYECKOTO aHanmn3a u CeMaHTUYeCKo-
ro 0606weHns. HayuyHasi HoBU3Ha cTaTby 3akrnovaeTcs B 06 bsicHEHUM heHOMEHa UCMONMHUTENBCKOM UHTEpnpeTaumnm U ero
TpYeaMHCTBa (CTUMS KOMMO3UTOPA, €ro MOHUMaHWUSi MHTEPNpPEeTaTopoM U OMNpeaMeYMBaHMSA MPOLIECCOB  My3blKarbHO-
MCMOMHUTENBCKOTO MBILLFIEHNS), CO30aHNN COBCTBEHHONM TUNOMOMK, KyAa BXOAAT PUTOPU30BAHHbIN, PaLMOHaNM3MpOBaHHbIN,
3MOLIMOHANM30BaHHbIN M CEHCYanu3oBaHHbIN CTUMM hopTENMaHHO-UCNIONHUTENBCKON MHTepnpeTaumn. BeiBogbl. MNpu cos-
OaHnm cobCTBEHHOW CTUMEBOWM TMMOMOMMM (POPTEMNMAHHO-UCNONMHUTENBCKOW MHTEpNpeTaumm 6asucHbIMM BbICTYNUM SMoXa-
TNbHbIE KOMMO3WUTOPCKUE CTUINMN — BGAPOKKOBBIN, KMACCUYECKWI, POMAHTUYECKUI, UMNPECCUOHUCTMYECKMIA. B onpeaeneHnm tu-
NoB CTUNEBON MHTEPNpeTaLmMn 0603HAYEHHbIE MOHATUSI YKa3blBalOT Ha 0OBEKTMBHYO CTOPOHY UCMOHMTENBCKOTO MpoLiecca.
B ycroBusix rocnogctea onpeaeneHHoro CTuns CkrnaabiBanucb ¥ COOTBETCTBYHOLLIME TUMbI UCMIONHUTENBCKON UHTEpMpeTaLmm —
PUTOPU30BaHHbIN, PaLMOHANM30BaHHBIA, 3MOLIMOHANM30BaHHbLIN U CEHCYanu3oBaHHbIN, — YTO OTOOpaXatoT CYOBLEKTUBHbLIN
acnekT mHTeprnpeTauum. Takum oOpa3oM, B HA3BaHUM WUCMOMHUTENLCKOrO CTUMNS MOAYEPKUBAETCH AOMUHMPYHOLWMIA Cnocob
npeacTaBreHns KOMMO3MTOPCKOro CTUMs. [NaBHbIMM MPU3HaKaMn PUTOPU3OBAHHOTO WCMONMHUTENBCKOrO CTUMSI CTAHOBATCSA
CyOBEKTUBHO-(OMNOCOUNYECKUI COCOb NpeacTaBneHnsa KOMMO3UTOPCKOrO CTUNSI, adpdPeKTHOCTb Kak Crocob MCMONMHUTENbC-
KOTO MBbILLMEHMSA U NPUBIKEH K 3BYYaHWMO OApOKKOBBIX MHCTPYMEHTOB W KaMEPHOro OpKecTpa XxapakTep dhopTenvMaHHOro
3By4aHus. Cnocobom npeacTaBreHnst KOMMO3UTOPCKOrO 3ambiCria B paLMOHanmn3oBaHHOM CTUE CTAHOBUTCS paLoHanv3o-
BaHO-(PUNOCONYECKMI, @ CNOCOOOM MCMOMHUTENBCKOTO MbILLNEHNS — NTOTMYHOCTb. OMOLIMOHANM30BaHHLIA (MHTEPaKTUBHLIN)
bopTENNAHHO-UCMONMHUTENBCKUIA CTUMb AEMOHCTPUPYET OOBEKTMBHO apTUCTUYECKMA Cnocob NpeacTaBreHns KOMNO3UTOPC-
KOrO CTUMS U BbIOENSETCA OPKECTPOBOCTLIO hOPTENUAHHOIO 3By4YaHusl. CeHCyanu3oBaHHbIN (OPTENNAHHO-UCMONMHUTENBCKUIA
CTWUIMb XapaKkTepuayeTcsl CYOBbEKTUBHO MeuTaTeNlbHbiM CnocoboM NpeacTaBneHUst KOMMO3UTOPCKOrO CTUMS, YyBCTBEHHOCTBLIO
Kak crnocoboM NCMOMHUTENBCKONO MbILLIIEHNE N CTPEMIIEHNEM K 3BYKOOMMCAHUIO B hOPTEMMAHHOM 3BYyYaHWUW.

KnioueBble cnoBa: cTumnb, CTUNEBOW aHanus, nHTepnpetaums, dopTenuaHo, 6apokko, Knaccuumam, pomaH-
TW3M, UMMNPECCUOHMN3M.

Performer's interpretation is the highest result of the creative and communicative musical thinking, an
"algorithm", the establishment of which (according to O.Burska [2]) is carried out in several phases: studying
musical phenomena — comprehension of their essence — creative interpretation in the context of personal
perception of the world — transmission of the thought expressed in the artistic sound during the performance.

Performing style is a historical concept that has its cultural and genetic basis and develops in
accordance with the general development of the musical art. The division into two types of interpretation
corresponding to the two types of creative work — the "classical" and the "romantic" one — is widespread in
musicology. The classical type is considered by most researchers to present the work, in which "intellectual
conceptivity prevails over direct emotional feelings". The aesthetic model of the romantic type of creativity
exists in Medieval European culture. It is embodied in the principle of fantasy that is creative invention. Both
types are laid in the works of composers as well as in the activity of a performer-interpreter.

The style of the performer’s interpretation is a consistent unity of organically interacting elements of
the performing arts based on the features of a performer’s thinking and methods embodied in the specific
performing techniques. This definition indicates the particular role of the personality of the artist-interpreter.
The combination of these three criteria creates rhetorized, rationalized, emotionalized and sensualized
stylistic types of performing interpretations that arose at a certain stage of historical development of the
performing art and are genetically related to the composers’ styles, and even more — to artistic styles and
worldviews of the cultures of baroque, classicism, romanticism and impressionism. These cultures have
become the basic main in the creation of performing styles as in other artistic views there exists a variety of
styles of performer’s interpretation. Each of them is to be considered within piano performing.

The idea of performing styles, which can be characterized as rhetorized, rationalized, emotionalized
and sensualized, is settled in the psychology of musical perception. The concept of style of the interpretation
is considered to be appropriate to be used in relation to the exact time when a clear tendency to disengage
the personalities and positions of the author and the artist appears, the latter becoming a co-creator.
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Originally musicians were free improvisers who performed their own works. However, within their
improvisations, a different attitude to the music performed was born, and this indicated the early features of
interpretation. This is precisely why we consider that, historically, rhetorized performing style of interpretation
was the first to occur. Its formation is due to the processes in the genres of organ and clavier music of the
Baroque period, which consisted in shaping the future piano thematic invention, piano forms and genres. As
for the rationalized model, created within the culture of early modern age, it offers a view of the world
dynamic and changeable, evolving according to the laws of mechanics.

The principle of contrast, the effect of which can be explained in terms of the new perception of
space-time properties of music, becomes the leading in the evolution of musical forms. The time in music
can be realized as discrete (as the alternation of diverse processes embodying various affects), and the
dynamic process itself — as a contrast. The baroque principle of antinomy brings together the incompatible
extremes, interprets them, and finds a special harmony in the conflict. That is why the character of the
composing style of the Baroque era can be determined as rhetorical, on the basis of which the first historical
type of performer’s interpretation — rhetorized — was formed. Its characteristic features are affectivity and the
pursuit of instrumental melodiousness (cantabile).

The determining of the specificity of the baroque music interpretation and the formation of the
rhetorized style of performer’s interpretation requires the analysis of the very musical style of the Baroque
and its most important components (polyphonic texture as a unique synthesis of polyphonic and homophonic
methods of intonation, the principles of current-horizontal or differentially-vertical direction of a musical
texture; homophony as a new type of music embodied in the polyphonic two-part texture, hidden polyphony,
three-dimensional configuration of the solo voice, mono-rhythmic accompaniment and basso-continuo;
specificity of the scale and tonality organization and thematic characteristics; methods of the development of
musical material and specific features of form).

The main attributes of the rhetorized performing style are the subjective and philosophical way of
presenting the composer's style, affectivity as a way of a performer’s thinking, and the nature of the piano
sound close to the sound of baroque instruments and chamber orchestra. Taking into account the systematic
style of interpretation and the peculiarity of methods of performing techniques inherent to each particular
manifestation of it, we emphasize the necessity of the stylistic analysis of not only a composer’s style but
also the interpretation style. The features of each of the above-mentioned rhetorized, rationalized,
emotionalized and sensualized styles of performer’s interpretation, typical of certain groups of pianists, make
a significant impact on their performing of music of different historical, national and individual styles, which
can become a free-standing problem for individual musicological research.

In the stream of humanization processes in the Ukrainian society the study of creative aspects of
musical performance becomes particularly relevant. The artist-interpreter acts as the composer’'s co-creator
promoting a new balanced personality, capable of independent creativity in various fields of social and
personal activities. The awareness of the important role of performer’s interpretation led to intensive
research in interpretology in recent decades, one of scientific issues of theory of musical performance. One
of the complex problems in this field of study is creating stylistic typology of the performer’s interpretation.
The works of A. Alekseyev, Y. Kapustin, H. Kohan, Yu. Kochnev, Ye. Liberman, K. A. Martinsen, H. Orlov,
G. Prokofiev, V. Kholopova, T. Cherednychenko present fundamental positions drawing upon the problem.
Modern musicology has a wide variety of classifications from the standpoint of trying to understand the
relationship between a composer and a musical performing style (B. Jaworski, Ya. Milstein, S. Skrebkov,
O. Tsariova, O. Chebotarenko, O. Katrych, N. Zhaivoronok and others). However, a variety of approaches
forms the idea of performer’s interpretation as a complex polygon open to the researcher only on one side
and leaving the other sides unknown. Paying tribute to all the scientists whose works are involved in creating
a typology of performer’s interpretation, the classification of types should consider not only the objective style
of the composer and his interpreter’s subjective vision but also the relationship of the style to collective and
individual creative, and musical in particular, thinking. The aim of the article is to define the style of
performer’s interpretation that can be the basis for creation of style typology.

Based on the works O. Sokolov [9], A. Sohor [10], S. Skrebkova [8], and M. Mykhailov’s theory of
style [6, 7], style can be defined as a generalized description of historically conditioned unity of the image
system, tools and techniques of artistic expression. M. Mykhailov notes that "style is one of the essential
manifestations of system organization of art and therefore art itself is in ‘a relatively stable system™ [6, p. 49].
If style (both the composer’'s and the performer’s) forms a system, it requires a systematic study that is a
detailed study of all components of the system structure. Such a study carried out with the help of stylistic
analysis has also been developed within M. Mykhailov’'s theory of style. The stylistic analysis is aimed at
identifying the sustainable stylistic features that embody the "general laws and norms underlying musical
thinking, collective or individual" [6, 127].

In the context of definition of performer’'s style attention should be paid to M. Mykhailov’s
considerations about the inextricable bilateral link between the artistic (hence musical) style with the artistic
and creative thinking. "On one hand, it is caused by thinking, being a product of its generation and
expression. On the other hand, it plays an active role in shaping creative thinking” [6, p. 49]. This means that
the system nature of style reflects the systemic character of musical thinking and the issue of stylistic
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interpretation cannot be solved without solving the problems of musical thinking of the performer, because "a
musical style is the expression of the peculiarities of musical thought" [7, 117], which is formed under the
influence of objective and subjective factors. The objective factors include socio-historical conditions which
led to the appearance of the style, regularities of the historical development of art; the subjective factors are
the personality of the artist (composer or performer), his environment and others.

The specific traits of musical thinking form "the stylistic of subordination of activity" (M. Starcheus)
that is the style of performing. According to M. Starcheus, the performing style develops as the result integral
preferential activity of a musician and depicts the values reflected in the structure of "heuristic settings" of his
musical activity [11]. With the development of the performer’s thinking his style also evolves. The evolution
can be presented as the movement of the axiological centres caused by the growth of artistic and musical
and auditory culture of an artist. Thus, the style of musical thinking finds its objectification in performing
interpretation. This statement demonstrates the interdependence of the phenomena of musical thinking and
performer’s interpretation. According to E. Hurenko, in accordance with the spiritual development of the
artist, his chosen artistic and aesthetic position is his choice of the variant of the performer’s interpretation
that acts as "taking particular point of view" [3].

Performer's interpretation is the highest result of the creative and communicative musical thinking,
an "algorithm", the establishment of which (according to O. Burska [2]) is carried out in several phases:
studying musical phenomena — comprehension of their essence — creative interpretation in the context of
personal perception of the world — transmission of the thought expressed in the artistic sound during the
performance.

A performing style is a historical concept that has its cultural and genetic basis and develops in
accordance with the general development of the musical art. The division into two types of interpretation
corresponding to the two types of creative work — the "classical" and the "romantic" one — is widespread in
musicology. These types actively interact together and emerged in the European art thousands of years ago.

The classical type is considered by most researchers to present the work, in which "intellectual
conceptivity prevails over direct emotional feelings, and in the sphere of artistic form — attraction to
proportion, harmony and symmetry" [4, 9]. The classical type of interpretation can be called authentic,
objective. This type of creative work has emerged in the culture of ancient Greece and found its theoretical
expression in Aristotle's theory of mimesis set out in the "Poetics".

The aesthetic model of the romantic type of creativity formed in Medieval European culture and
embodied in the principle of fantasy that is creative invention. "In artistic creativity of the romantic type
fantasy dominates over rational thinking. In the field of artistic form, the romantic type of creativity, as
opposed to classical, describes the attraction to openness, continuousness and asymmetry "[4, 9]. Thus, the
romantic type can be characterized by subjectivity and randomness.

Both types are laid in the works of composers as well as in the activity of a performer-interpreter. In
an attempt to reconcile, O. Chebotarenko creates the classification of performing styles, which is based on
the level of the performer’'s approximation to the author's intention. As the types of interpretation
O. Chebotarenko highlights reproduction (performing an opus with maximum approximation to the author's
intention and style of his era), edition (partial update, modification of the outlined above aspects of a piece of
music, which makes it possible to lead a balanced dialogue); transcription (a substantial processing of the
author's intention, in which the will of the artist, his "voice" is getting closer to the listener than the "voice" of
the composer) [13]. However, in this "interpretive polygon" creating such classification of performing styles,
the style of interpretation itself remains hidden from the eyes of the researcher.

An attempt to make a style typology has been done by O. Katrych in her thesis "The individual style
of a music performer (theoretical and aesthetic aspects)" [4]. The author defines the concept of individual
style of a music performer considering it in three aspects: the dialectical, ontological and musico-functional.
The dialectical aspect involves defining the role of individual music performer’s style within processes of
music style creation and problem solving on different levels of music performer’s style creation (individual
style of music performing, national style of music performing, music performing style of a historical period
etc.) and the specifics of interconnection of a performer’s and composer’s styles.

Solving the problem of mutual influence of different levels of music performing style creation,
O. Katrych departs "from the traditional understanding of the basic structural principles of music performing
style creation as a principle of style hierarchy. According to this approach, the individual style of a music
performer is considered in the light of influences of musical styles of a historical period, age etc. This
approach is fully expressed in the concept of "style hierarchy" in M. Mykhailov’'s monograph "Style in Music".
This understanding is in line with the trend of historicism, which long dominated in art science" [4, 5]. The
researcher, however, proposes to consider music style creation as concentric process with interrelated but
relatively independent levels, introduces the term "music performer’s style concentricity”, which is a system
of music performing, to the scientific use. The levels that make up this system are the individual style of a
music performer, national music performing style, music performing style of a historical period and so on.

O. Katrych also gives her own typology of music performing interpretations, which includes non-style
music performing interpretation (ordinary musical performance, a phenomenon of "music performing art with
interpretative mechanisms which operate in the areas of emotional and imaginary and aesthetic without
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touching certain aspects musical style" [4, 7]) and in-style music performing interpretation (interpretative
mechanisms focused primarily on understanding various aspects of musical style).

O. Katrych defines three subtypes of the stylistic music performing interpretation: stylized (a
musician maintains a goal-directed setting focused on imitation of a musico-historical identity of the
composer of a particular piece of music); stylish (implementation of the goal-directed performer’s setting
according to the author’s style and the aesthetic ideals and norms of the author’s contemporary art, cultural
and historical era) and performer’s interpretation of the composer’s style (implies consistent implementation
of performance setting on the interpretation of the individual style of the composer, whose work is
performed). Artistic discovery is characteristic of the latter subtype that becomes the criterion of such kind of
interpretation. However, the interpretation by O. Katrych lacks the feeling of the interpreter’s own style. This
individual style of interpretation is controlled by the performer’s personal thinking, which affects the author’s
style of the music performed. If the style, according to M. Mykhailov, is one of the necessary manifestations
of the systemic organization of art, performing style should also be a relatively consistent formation.

The concept of performing style can be perceived as derived from the concept of performing
interpretation, which refers to the general and internally inherent pattern of a performer’s art that occurs at the
intersection of the author’s and the performer’s styles, provides a deep and comprehensive understanding of
the text, context and subtext of the work of art and is aimed at forming and implementation of a performer’s
concept easily perceived by the listener. Bringing our understanding of the performing interpretation into
accordance with the existing classifications, it is obvious that our concept falls into category performing
adequate to the composer’s intention (classification by B. Yavorskyi) or performer’s interpretation of the
composer's style (classification by O. Katrych), the criteria of implementation of which is the artistic discovery.
Based on the given definition of performing interpretation, the key concept of the article can be defined: the
style of performer’s interpretation is a consistent unity of organically interacting elements of the performing arts
based on the features of a performer’s thinking and methods embodied in the specific performing technique.

Such definition indicates the special role of personality of the artist-interpreter, which is inappropriate
to consider within the total number of interpreters of the artistic language. A performer-interpreter differs from
the audience, critics and researches because he acts as a co-creator of the work of art during its
presentation. In performing interpretation an artistic thought is "reproduced on the same level, as
incomprehensible and indescribable as the creative ... activity, and as individual and unique” [1, 209].

As well as in determining the features of the composer's style, the methods of stylistic analysis and
style analysis by M. Mykhailov are appropriate in creation of styles typology of the performing interpretation.
The essence of style analysis is "reconstruction" of genetic sources of the researched style, revealing "the
nature and means of their transformation, which manifest themselves in different ways and to different degrees
in regard to different heterogeneous elements” [6, 126]. When the stylistic analysis is conducted, as noted by
M. Mykhailov, one particular object is compared to a number of others, and under style analysis we understand
the analysis of stylistic systems in general as already known generalized integral formations, in which the
detection of individual uniqueness gives way to seeking the traits of similarity of unconnected phenomena.

Sustainable style features that can serve as a basis for creating a typology of styles of performing
interpretation, should be allocated, according to the author of the article, in three planes: | — the specifics of
performer’s thinking, Il — the way of presenting the composer's style, lll — the character of the performer’'s
sound. The qualities underlying these three planes serve as the main criteria for distinguishing between the
types of performing. The combination of these three criteria creates rhetorized, rationalized, emotionalized and
sensualized stylistic types of performing interpretation that arose at a certain stage of historical development of
the performing art and are genetically related to the composers’ styles, and even more — to artistic styles and
worldviews of the cultures of baroque, classicism, romanticism and impressionism. These cultures have
become the basic main in the creation of performing styles as in other artistic views there exists a variety of
styles of performer’s interpretation. Each of them is to be considered within the piano performing.

The idea of performing styles, which can be characterized as rhetorized, rationalized, emotionalized
and sensualized, is settled in the psychology of musical perception. Thus, a definition by M. Mykhailov from
the point of view of psychology of musical perception is appropriated to be stated here: "Style is a
generalized representation that exists objectively in the individual and collective consciousness as a result of
practical experience of repeated aural perceptions of a particular quantity of particular works. The result of
these perceptions are images of different styles (style systems) that arose on the basis of real musical and
artistic objects" [6, 157].

The concept of style of the interpretation is considered to be appropriate to be used in relation to the
exact time when a clear tendency to disengage the personalities and positions of the author and the artist
appears, the latter becoming a co-creator. Originally musicians were free improvisers who performed their own
works. However, within their improvisations, a different attitude to the music performed was born, and this
indicated the early features of interpretation. This is precisely why we consider that, historically, rhetorized
performing style of interpretation was the first to occur. Its formation is due to the processes in the genres of
organ and clavier music of the Baroque period, which consisted in shaping the future piano thematic invention,
piano forms and genres. As for the rationalized model, created within the culture of early modern age, it offers a
view of the world dynamic and changeable, evolving according to the laws of mechanics.
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The mechanistic world view, in our opinion, also popularized mechanical musical instruments, as
evidenced by the spread in Europe of different variants of clavier and the development of the performing
repertoire for it. The clavier practice in these days is deeply influenced by the rhetoric principles embodied in
the search of "irregular beauty”, intentional and exaggerated failure to comply with basic rules.

These searches may have led to a radical rethinking and transforming the whole style (homophonic-
harmonic style finally took over polyphonic, which becomes outdated) and genre system of instrumental music
(the birth of a solo concert, Concerto Grosso, sonata and classical suite). "lrregular beauty" gradually evolved
into a system of new laws of genre formation and entrenched in musical practice as a regular beauty.

The principle of contrast, the effect of which can be explained in terms of the new perception of
space-time properties of music, becomes the leading in the evolution of musical forms. The time in music
can be realized as discrete (as the alternation of diverse processes embodying various affects), and the
dynamic process itself — as a contrast. The baroque principle of antinomy brings together the incompatible
extremes, interprets them, and finds a special harmony in the conflict. That is why the character of the
composing style of the Baroque era can be determined as rhetorical, on the basis of which the first historical
type of performer’s interpretation — rhetorized — was formed. Its characteristic features are affectivity and the
pursuit of instrumental melodiousness (cantabile). Besides, a baroque performer also had to possess the
skills of improvisational music-making in the process of communicating with the audience, and skills of
performing with musical scores. His improvisation was based on the reliance on typical patterns of
improvisation and continuity of sound coherence.

It should also be noted that the development of the performing art was inextricably connected to the
specific traits, methods and capabilities of clavier itself in all its varieties (clavichord, clavicembalo, spinet,
clavicytherum, harpsichord). At the end of the 17th century, when musicians ceased to be satisfied with the
expressive means of the above-mentioned instruments, piano was established, being approved in a long
struggle during the 18th century.

The determining of the specificity of baroque music interpretation and the formation of the rhetorized
style of performer’s interpretation requires the analysis of the very musical style of the Baroque and its most
important components (polyphonic texture as a unique synthesis of polyphonic and homophonic methods of
intonation, the principles of current-horizontal or differentially-vertical direction of a musical texture;
homophony as a new type of music embodied in the polyphonic two-part texture, hidden polyphony, three-
dimensional configuration of the solo voice, mono-rhythmic accompaniment and basso-continuo; specificity
of the scale and tonality organization and thematic characteristics; methods of the development of musical
material and specific features of form).

The main attributes of the rhetorized performing style are the subjective and philosophical way of
presenting the composer's style, affectivity as a way of a performer’s thinking, and the nature of the piano
sound close to the sound of baroque instruments and chamber orchestra.

The new features of piano performing at the turn of the 18th and the 19th centuries are due to the
improvement of the instrument design, which also had an impact on the development of the tradition of
Viennese Classic period. With the development of professional secular music genres during the classical
period music departs from the sustainable forms of its existence, and the "special purposeful aesthetic
perception. What once might have appeared clear, obvious, self-evident in music, needs another
consideration, careful listening, concrete understanding. There is a particular problem of understanding
music" [quot. 12, 51]. It is well known that in this period the attitude to a performer of the recorded music was
already clearly marked with traits of co-authorship. "Performers — authors themselves or other musicians —
added changes of various types to the text, from small differences in melismata to varying musical text" [5, 6]. The
range of typical changes in keyboard performing in the 18th century included changes in pitch, free music
transcriptions for performing on other instruments etc.

The performing traditions of figured bass (basso continuo) required certain freedom in articulating
details of the text (duplication, voice-leading, registration etc.). The art of improvisation, which was dominant
in the classical epoch, had a significant impact on the new approach of the performer-interpreter to the
author's text. In the first half of the 19th century the performing art had not finally departed from the traditions
of the past (because the artist demonstrated his skills in improvisation mainly on his works), but in the middle
of the 19th century improvisation as the dominant method of performing gradually disappears and
interpretation comes to the fore.

The newly created rational classical compositional style caused the emergence of a piano-
performing style with logical interpretative thinking as a basis. The baroque system of affects became
obsolete and it was replaced by the idea of interpretation as an adequate reproduction of the composer’s
intent by comprehending the content of a piece of music. The establishment of the rationalized style is
associated with a new understanding of the art of performance that developed in the 18th century due to the
significant influence of the violin and opera and bel canto style. The approximation of the sound of an
instrument to the expressiveness of the human voice is becoming a major trend in performing interpretation.
The results of the classicism conquest are integrity, harmony of a musician’s artistic outlook. The rationalized
and philosophical way becomes a major way of presenting the composer's intention, the way of the
performer’s thinking — logic.
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The general criterion of mastery in the 19th century is technical aptitude, the ability to capture the
imagination of public by virtuosity of performing. The repertoire based on virtuoso salon-pieces is chosen
according to these factors. The new images open to the musicians led to the search for music corresponding
their forms and means of expression. Piano performance attracted the achievements of the romantic opera and
symphony, the principles of folklore, which greatly expands the melodic-harmonic and metro-rhythmic spheres.

The brilliant performing style, the heyday of which comes in the first half of the 19th century is
connected with the triumph of the romantic music. It was romanticism that caused the emergence of the
emotionalized (according to the author's typology) style of interpretation based on the underlying
fundamentals of reasonable performing freedom. It is the distorted interpretation of freedom that has led to
the fact that the first generation of artists of the 19th century led off the performing free-will, which often led
to negative artistic results. "Without knowing their artistic abilities, their "hierarchical" place and being often
mediocre or bad composers, for a long time they treated performing "on equal terms" with the authors. Their
trivial or meaningless works ... and works of other composers were filled with all sorts of piano effects — trills
and tremolos, chromatic octave martellato, scales, glissando and other sound gewgaw aimed to shock the
listener" [5, 8]. It was a time, according to the apt definition of Liszt, of a fellowship of "piano acrobats”,
characterized sometimes by anti-artistic distortions of the author's text, which had become merely a pretext
for pianists to display their own virtuoso capabilities.

Only in the middle of the 19th century thanks to the active musical and educational activities of
composers-performers R. Schumann, F. Mendelssohn, F. Liszt, F. Chopin, A. Rubinstein and their followers, a
new approach to performing interpretation appeared. It was based on a sense of harmony between artistic
content of the work and its performance but did not deny a certain degree of artistic freedom. The dominant
romantic aesthetics of embodiment of immediate feeling required that freedom and could not be ignored by artists.

In the works of these pianists-composers the emotionalized (interactive) piano-performing style was
formed. It demonstrates an objective artistic way of presenting the composer's style with a distinct orchestral kind
of piano sound. The characteristics of the emotionalized piano-performing style, which is based on sensuality as a
way of a performer’s thinking, are much wider than the features of the brilliant style with its bravura or sentimental
moods, ornamental and variative methods of developing the musical material and so on. The emotionalized style
is suitable for performing not only romantic music but also the works of other composers' styles because it applies
to all genres, including those that do not require demonstration of pianistic virtuosity.

In the second half of the 19th century a performer almost ceased to act as an improviser and author
of original works and concert transcriptions. The main and determining his talent and skill was the ability to
bring an artistic intent of the composer in live sound, to convey the ideological essence and beauty of the
created images and find his own, unique interpretation of the original author’s intention. These processes have
led to the advent of impressionistic compositional style of the 19th century and sensualized piano-performing
style, which is divided into two subtypes within its group: meditative, hypnotizing and sensual, salon.

The specific traits of impressionism as a music style lie in the harmony (multiple gravities, delays,
deviations, ellipses, excursions in the dissonance levels), metro-rhythm and tempo (complex combinations,
polyrhythm, rhythmic polyphonization etc.), texture (sophisticated, polyphonized, pulsate and light), phonic
and timbre levels and melody. The sensualized piano-performing style is characterized by subjective dreamy
way of presenting the composer's style, sensuality as a way of performer’s thinking and a tendency to
soundpainting in piano sound.

Taking into account the systematic style of interpretation and the peculiarity of methods of performing
techniques inherent to each particular manifestation of it, we emphasize the necessity of the stylistic analysis of
not only a composer’s style but also the interpretation style. The features of each of the above-mentioned
rhetorized, rationalized, emotionalized and sensualized styles of performer’s interpretation, typical of certain
groups of pianists, make a significant impact on their performing of music of different historical, national and
individual styles, which can become a free-standing problem for individual musicological research.
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YOK 78.071.2: [78.087.68:782.1] CypxuHa HoHHa AHppiiBHa
HapogHa apTucTka Ykpainm ta CPCP,
goueHT [HiNponeTpoBCLKOI akagemii My3nKm
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ANPUTEHT BOPUC A®AHACLEB:
AHINPOMNETPOBCbLKUU MNMEPIOA TBOPYOCTI (1984-1992 pp.)

MeTa gocnigKeHHs1 - pO3KpUTM 0COBNMBOCTI AUPUrEHTCbKO-BMKOHABCLKOrO MucTelTBa b.AdaHackeBa y cuH-
Tesi Koro NpodecinHMX TeaTpanbHO-MYy3UYHUX B3aEMOLINA: OUPUTEHT, OPKECTp, COnicTu, xop, nybrnika. MNpoaHanizoBaHo
pPO3po0kKn NpodbecinHMX KpUTEPIiB XYAOXKHOCTI AUPUreHTCbKO-BUKOHABCBLKOro mucteutsa. Metogonoris ctaTTi Mae Kom-
NIMEKCHWI XapaKTep i CNUpaeTbCa Ha Taki AOCMIAHULBKI MPUHUMMKW, SK TeaTpanbHO-MY3UYHWUIA iCTOPU3M, CUCTEMHICTDb,
XYOOXKHBO-€CTETUYHUIA aHani3, LWo Aae 3MOry BUCBITIMTU MacluTabun aupureHTcbkoi ocobucTocti b.AdaHackeBa. HaykoBa
HOBM3Ha. Bneplie B icTopii yKpaiHCbKOrO My3W4HOrO TeaTpo3HaBCTBa 3pobreHa cnpoba po3rnsHyTM AMPUIEHTCHKO-
BUKOHABCbKMI heHoMeH B.AdaHacbeBa, 3okpema nig 4Yac poboTn Ha nocagi ronoBHOro AvpureHta [HINponeTpoBCHKOro
TeaTpy onepu Ta 6anety. BucHoBku. Po3pobneHo KoHUenLito, NoB'A3aHy 3 06rpyHTYBaHHSIM XyOOXHbO-COLiarnbHOro cra-
Tycy ronoBHoro auvpureHta [HinponeTpoBcbkoro Teatpy onepu Ta banety B.AdaHacbeBa. [vpureHTcbka AOMiHaHTa, SIK
Taka, Wo nignopsigkoBye cobi Bce TBOpYE 3aBOaHHs, — AIMOBUMA NPUHLMMN OMPUrEeHTCbKO-BUKOHABCLKOrO MUCTELTBA
B.AdpaHacbeBa, Ha skomy B1OyaoOByBanacs BCS CUCTEMa KPUTEPIIB XyAOXKHbOI SKOCTi ONEPHOro CMEKTaKmto.

Knto4yoBi cnoBa: ronoBHui gnpureHT, Teatp, inapmoHis, KBapTeT, OpKecTp, onepa, Xop, napTutypa.

CypxuHa HoHHa AHOpeeeHa, HapoOHasi apmucmka YkpauHbi u CCCP, douyeHm kaghedpbl 80KallbHO-
X0p08020 UCKyccmea u My3bikogedeHus [JHernpornemposckol akademuu mMy3biku um.M.[uHKu

Oupwxep Bopuc AdaHacbeB: [lHenponeTpoBckui nepuod TBopyecTBa (1984-1992 rr.)

Llenb uccnepoBaHus - packpbiTb 0COBEHHOCTU AVMPWPKEPCKO-UCMONHUTENBCKOro uckycctea b.AdaHackeBa B CUH-
Te3e ero npodeccuoHarnbHbIX TeaTpanbHO-My3blkarnbHbIX B3aUMOAENCTBUA: AUPUXKEP, OPKECTP, COMUCTbLI, XOp, Nybnuka.
OcyulecTBnseTcs aHanu3 NpodeCcCMOoHarnbHbIX KPUTEPUEB XyO0XKECTBEHHOCTU OUPWDKEPCKO-UCTONHUTENBCKOrO UCKYCCT-
Ba. MeTogonorusa cratby MMeeT KOMMIEKCHbIA XapakTep U OnupaeTcs Ha Takve uccrnegoBaTenbCkue NPUHUMNGI, Kak
TeaTparnbHO-My3blKarnbHbI UCTOPU3M, CUCTEMHOCTb, XYO4OXECTBEHHO-3CTETUYECKUI aHanus, no3BONsSoLMNe pacKpbiTh
macwwTabbl aupwkepckon nnyHocTn b.AcdaHacbeBa. HayyHas HoBu3Ha. BnepBble B MCTOPUM YKPaUHCKOTO My3blKanbHO-
ro TeaTpoBeOEHUS TNPEANpUHSATa MoMbiTka pPaccMOTpeTb (PeHOMEH AMPUKEPCKO-UCMONMHUTENBCKOrO WCKycCTBa
B.AdpaHacbeBa B JOMKHOCTY FMaBHOrO Avpwxepa [JHenponeTpoBckoro Teatpa onepbl U 6aneTta. BoiBogbl. PaspaboTtaHa
KOHLIeNnuusi, cBsi3aHHash ¢ 060CHOBaHMEM XY[0XXECTBEHHO-COLMANbHOrO cTaTyca rmaBHOro avpwkepa [HenponeTpoBCcKoro
TeaTtpa onepbl U 6aneta b.AdaHacbeBa. [upwxepckasi JOMUHAHTA, Kak BCE noAuunHsoLas cebe TBopyeckas 3agaya, —
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