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MUSICIAN STYLE: DIALECTIC AND POLYLECTIC OF PERFORMING CREATIVITY

The purpose of the article is to understand the perfection of the professional and creative aspirations of the performing musi-
cian in the performing arts. The methodology of the study is based on the psychophysiological approach as the topic determines the
search for a tandem of intellectual and technological actions of the performing musician and the possibilities of volumetric, objectively
emotional, psycho-physiological interpretational thinking. The methodological core of the study was an integrated system approach
defined by the multi-level nature of such areas of scientific understanding of creative aspects as performance, ethics, aesthetics, psy-
chology, philosophy. The scientific novelty consists in the review of the interpretative thinking of the performing musician in the dialec-
tical awareness of specificity, which has a direction from the general — to the individual and the individual — to the holistic approach.
Conclusions. The search for performance expressions means is linked to the intellectual and sensual potential and professional experi-
ence of the performer. The performing technology of the stylistic independence of an interpretative search of the performing musician is
directed to the details of perception, sensation, understanding, formation and transformation inherent only in this particular individual
and is the basis of the concept of an individual style. To some extent, the performing style of a particular performing musician can be
considered an integral part of the historical process of style formation as an artistic phenomenon characteristic of a certain nation and
era. Knowing the existence of a common style of the epoch and the stylistic qualities of individuals, who by their achievements formed
these styles, we define the following: the performing style as an objective phenomenon is a form (the formation of the concept itself in
certain time periods) and as a subjective phenomenon — content (creator-performer). This determines the prospect of their consideration
from the point of view of music-performing practice and its content-stylistic features.

Key words: style; individuality; performing arts; composer's creativity; thinking of musician-performer; technology; performing
style.

3aeyb Bimanii Mukonatioguy, kaHOudam mucmeymeo3Hascmea, doueHm HauyioHansHOI My3uyHOi akademii YkpaiHu
imeHi T1.1. Hatikoecbko20

CTUnb My3uKkaHTa-BUKOHABLIA: AianeKTuKa i NoninekrMka BUKOHaBCbKOi TBOPUOCTi

MeTa poboTu nonsrae B ycBiAoMIIEHHi JOCKOHANOCTi NPOMECINHO-TBOPYUX CNPAMOBYBaHb MYy3UKaHTa-BUKOHaBLS Y My3UYHO-
BVIKOHaBCbKkOMY MUCTeLTBi. MeTogonoryHi 3acagm AOCHIAXEHHS IPYHTYOTbCA Ha NCUXOMi3ioNoriYHOMy MiAXoAi, OCKiNbku Tema obymo-
BMIOE MOLIYK TaHAema pPO3yMOBO-TEXHOMOMYHMX il My3VKaHTa-BMKOHaBLSA | MOXNMBOCTEW NpOrpamHo-o6’eMHOro, 06’eKTUBHO-
€MOLiNHOro, NcnxodizionoriyHoro iHTepnpeTaLiitHoro MMcrneHHs. MeTogonorivHum S4poM JOCHIIKEHHSI CTaB KOMMIEKCHUIA CUCTEMHUI
nigxig 3ymoBneHun 6araTopiBHEBOK NMPMPOAOHD TaKUX HAMpPsIMKIB HAYKOBOrO PO3YMiHHS MUCTELIbKMX MUTaHb, SIK BUKOHABCTBO, €TMKa,
ecTeTuka, ncuxonoris, dinocodis. HaykoBa HoBM3Ha nondrae B po3rnsdi iHTEpPnpeTauinHOr0 MUCIIEHHS My3VKaHTa-BMKOHaBLSA B
OianekTMYyHOMy yCBIAOMMEHHI cneumdiku, Wo Mae CnpsiMyBaHHS Bif 3aranbHOro — A0 OKPEMOro i OKpeMoro — Ao uinicHoro. BUcHoBKw.
Molwyk BUKOHaBCbKNX BMPaXanbHUX 3acobiB 0GYMOBMEHWI IHTENEKTyanbHO-MOYYTTEBMM MOTEHLUianoM Ta npodeciiinMm AOCBIAOM BU-
KOHaBLSs. BrKOHaBCbka TexXHOMIrsA CTUNbOBOI HE3aNEeXHOCTi iHTepnpeTauiiH1X NoLYyKyBaHb My3UKaHTa-BMKOHABLSA CMPSMOBYETLCA Ha
TOHKOLL CMIPUAHATTS, BiAYYTTS, PO3YMIHHS, YTBOPEHHS | MEPETBOPIOBaHHS, NMPUTAMaHHI TiMbKy AaHil OKpeMmiin 0COBUCTOCTI i € OCHOBOIO
NOHATTA iHOUBIdyanbHUl cmusib. BUKOHABCLKWI CTUIb TiEl YM iHLLOT 0COOM My3MKaHTa-BMKOHABLIS MEBHOK MIpOK0 MOXHa BBaXaTu ckra-
[0BOIO YaCTUHOIO ICTOPUYHOTO NpoLiecy POPMYBaHHS CTUMIO SK XYAO0XHBOTO SBULLA, XapaKTepHOro Anst NeBHOI Hauii Ta enoxu. 3Hatoun
iCHyBaHHS 3aranbHOro CTWUMI0 €MOoXW Ta CTUIIbOBUX SKOCTEN OKPEeMMX OCOBMCTOCTEN, L0 CBOIMM 3400yTKamu yTBOpOBanwu Ui CTumi,
BM3HAYaEMO HacTyMHe: BUKOHABCBKWI CTUMb, AK 06'€EKTUBHE siBULLE € (hopMa (YTBOPEHHSA CaMOro MOHATTSA B MEBHMX YaCOBUX NMPOCTO-
pax) i sk cyb'ekTvBHe sBuUWE — 3MiCT (TBOpeLb-BMKOHaBeLpb). Lle Bu3Havae nepcnekTuBy iX po3rnsgy 3 TOYKM 30pY MYy3UYHO-
BVIKOH@BCbKOI MPaKTWKK Ta ii 3MICTOBHO-CTUINBbOBUX OCOBNNBOCTEN.

KntouyoBi cnoBa: ctunb; iHAMBIAYanbHICTb; BUKOHABCbKE MWCTELTBO; KOMMO3UTOPCbKa TBOPYICTb; MWUCMEHHS My3WKaHTa-
BWKOHABL|SA; TEXHOJOTiS; BAKOHABCHKWIA CTUIb.

3aey Bumanuu Hukonaesudy, kaHOudam uckyccmeosedeHus, douyeHm HayuoHansHOU My3bikanbHoU akademuu YKpauHbl
umeHu .M. Yatikosckoeo

CTunb My3blKaHTa-UCNONHUTENSA: AVareKTMKa U NONUNeKTuKa UCNONHUTENbLCKOro TBopYecTBa

Llenb paboTbl 3aknioyaeTcsi B OCMbICIIEHUM COBEpLUEHCTBA MNPOGECCUOHANBHO-TBOPYECKMX YCTPEMMEHUIA My3blkaHTa-
WCMNOMHUTENS B My3bIKanbHO-UCMONMHUTENBCKOM UCKyccTBe. MeTogonoryeckue OCHOBaHWS uccrieqoBaHusl 6asupytoTcs Ha ncuxodu-
3M0MNOrMYeckoM NoAxXo4e, MOCKOMbKY Tema OOyCrnoBnMBAEeT MOUCK TaHAEMa YMCTBEHHO-TEXHONOrMYECKUX OEeNCTBUA My3blKaHTa-
WCMNOMHUTENS U BO3MOXHOCTEW MPOrpaMMHO-00BbEMHOrO, OOBEKTMBHO- 3MOLMOHANBbHOIO, NCUXO(U3NONONMYECKOTO MHTEPNPETALMOH-
HOro MbiLneHusi. MeTogonornyeckum sApoM UccrnenoBaHns cTan KOMMIEKCHbIA CUCTEMHBIA NOAX0A onpeaeneHHbI MHOrOypOBHEBOW
NPVMPOAOKN TakMX HanpaBfiEHUI HAY4YHOrO OCMbICIIEHUSI TBOPYECKUX BOMPOCOB, KaK UCMONHUTENbCTBO, 3TMKA, 3CTETMKA, MCUXONorus,
dunocodus. HayuHas HOBU3Ha 3aKNioYaeTcs B paCCMOTPEHUN MHTEPTNPETALMOHHOIO MbILUIIEHNST MYy3blKaHTa-UCNOMHUTENS B ANanek-
TMYECKOM OCO3HaHUM cneundukmn, KoTopas MMeeT HanpaBneHne OT ObLLero — K OTAENbHOMY M OTAENbHOMO — K LenocTHoMmy. BeiBoabl.
[Mounck NCnonHUTENLCKMX Bbipa3uTeNbHbIX CPEACTB OOYCMOBMNEH UHTENNEKTYyarbHO-4yBCTBEHHBIM MOTEHLUMANOM U NpodeccroHanbHbIM
OonbITOM ucnonHuTensl. McnonHutenbckas TEXHONMUIUA CTUMEBOM HE3aBUCUMOCTUM WHTEPMNPETAUMOHHBLIX W3bICKAHUIA My3blKaHTa-
MCMONHUTENS HanpaBnseTcsl Ha TOHKOCTW BOCTIPUSITUS, OLLYLLIEHUS, MOHUMaHUs, POPMUPOBaHUS U Npeobpa3oBaHusi, NpUCyLLME TONBKO
[aHHOW OTAENbHOW NIMYHOCTU U SIBNSIETCS OCHOBOW NOHATUSA UHOUBUOyasibHbIU cmusib. VICNONMHUTENBCKUA CTUMb TOW WU MHOW JINYHO-
CTN My3blKaHTa-UCMOMHUTENS B ONpeAereHHON CTENEHN MOXHO CYATaTb COCTABHOWM 4acTblo MCTOPUYECKOro npouecca hopMuMpoBaHust
CTUNSI KaK XyJOXXECTBEHHOTO SIBIIEHMS], XapakTepPHOro ANsl onpeAeneHHon Hauum 1 anoxu. 3Has cyllecTBoBaHWe 0bLLEro CTUNs 3Moxu u
CTUMNEBbIX KA4YeCTB OTAENbHbIX JIMYHOCTEN, KOTOpblE CBOMMMU AOCTWXEHUAMU OOpasoBbIBanuM 3TU CTWUMMW, OMpeaensieM crnegyoulee:
MCMONHUTENBCKUIA CTUMb, Kak 0ObeKTMBHOE SBMeHne ecTb hopma (obpasoBaHme camoro NOHSATUS B OnpederneHHbIX BpPeMEHHbIX Npo-
CTpaHCTBaXx) U Kak CYObEeKTUBHOE siIBNEHME — codepkaHue (Co3aaTernb-UcnonHuTens). 3To onpeaensieT NepcnekTnBy X pacCMOTPEHUs!
C TOYKU 3PEHNS My3bIKarnbHO-UCMOMHUTENBCKON MPaKTUKN U ee CoaepXaTenbHO-CTUNEBbLIX OCOBEHHOCTEN.

KnioueBble cnoBa: CTUnb; MHAVBUAYANbHOCTL; UCMOMNHUTENBCKOE NCKYCCTBO; KOMMNO3UTOPCKOE TBOPYECTBO; MbILLIIEHNE MY-
3blKaHTa-UCNOSHUTENS; TEXHOMOMNS; UCNONHUTENBCKUIA CTUMb.
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The importance of the theme is dictated by the concert-performing and pedagogical musical practice.
It is less significant in the part of a separate pedagogical team, in which certain criteria are developed, ori-
ented to the established norms of a certain performing school. Here we can talk about the prospects of im-
proving these norms on the basis of scientific, theoretical and methodological substantiation of the general
development of performing arts.

Analysis of research and publications. The musician's style is an incredibly voluminous concept and
can be viewed from many sides. Different aspects of the style of the performance in the field of musical art
were considered by foreign and Ukrainian scholars, in particular A. Alekseev [1], B. Asafiev [2], M. Davydov
[4], R. Komurdzhi [5], A. Kudryashov [6], V. Medushevsky [8], E. Nazaikinsky [10] et al. Understanding this
concept in terms of performing intellectual and emotional motivations provides opportunities for promising
motives in musical performing arts.

The concept of style (in this case, we mean the individual manner of the performer both in
knowledge and in the reproduction of musical material) leads to the rightful thought of the academician
B.Asafiev, which aims at understanding the essence of performing arts: "Execution culture is a matter of
enormous values. My story concerning "informality" originates, first of all, in the desire to explain what is a
complex executive function between creativity (composer) and perception (listener). "According to him, per-
formance"... is a consistent, logical and inevitable consequence of the very intonational nature of musical art;
outside social intonation — there is no music in socio-cultural exchange. The product which is not intonated
(vocally or instrumentally) exists only in the consciousness of the composer, but not in the public conscious-
ness" [2, 224]. Such thoughts suggest that the performing meaning reproducing a musical composition has
an essential function.

Analyzing scientific and methodological literature, we can conclude that the awareness of conceptual
combinations, such as the style of the performance, does not leave anyone indifferent, and especially this
applies to artists, who are directly involved in the creation of a work of art. This, first of all, relates to the
composer, who creates his own "canvas", an artist who reproduces this work, as well as those, who perceive
and evaluate this musical information (this means not only a professional-critical evaluation of specialists, but
also, first of all — the evaluation of the work by the listening audience).

The purpose of the study is to realize the perfection of the professional and creative direction of the
musician-performer in the musical performing arts. The task of the artist is to seek and obtain certain inten-
tions through methods, techniques and means, by which he - when realizing them - reflects his — personal
and musical world perception and passes it to a particular listener (listeners).

Statement of basic materials. The formation of a musician-performer as a medium of particular stylis-
tic qualities begins under certain conditions. These conditions have a beneficial effect on the human psyche,
which is capable of perceiving the artistic halo that surrounds it (in particular, musical art). They (conditions)
are the center of perception-awareness of the environment that spiritually enriches the individual.

If we consider the style in the narrow sense (a person, not a general phenomenon in the historical and
cultural heritage of mankind), then this, directly, is: temperament, character, knowledge, education, that is, eth-
ics, the moral of a person. All these components are generated and adjusted by genetic qualities in relation to
each individual person, which have a threshold of sensitivity, speed of emotional arousal and inhibition, speed
of change of emotional states, etc. That is, human genetic data is a primary source of stylistic perception of the
world, which with time-practical experience is transformed into a style-attitude of individuality to reality (at the
highest stage of its development) and in the style of a person capable of bringing in this reality its own self.
Such a vital procedure leads to the formation of unique accomplishments, which give rise to new connections in
understanding the style as a phenomenon in general. Solidifying with O. Beregova: "We distinguish the tenden-
cy that marks the main direction of the composer's performance in relation to his own works:" to relate "to the
composer's style line with the general ways of the style of art of his time, that is, the discovery of" corporate
"thinking of the author — the performer of his works in relation to mental (thinker's) principles of the same artist
in the position of the composer” [3, 10].

Consequently, we have reason to come up with a certain predictable conclusion: the general theoret-
ical concept of style exists, at least in three hypostases (essences), namely: the style of the era, the style of
the composer, the style of the artist.

The presence of physiological and genetic predisposition to the intellectual and sensory evaluation of
perceived musical material and human achievements peculiarly influences the formation of the thinking of
the musician-performer and, at the same time, generates the ability to practice aesthetic and ethical as-
sessment of these perceptions, as well as accumulates the possibilities of reproduction and the ability to
produce their own feelings. A. Muha, who is aware of the spiritual reality of musical art (performing, compos-
ing, scientific and educational), states his understanding of the concept of style in the following: "The artist,
reflecting reality, reflects his attitude towards it, comparing himself to the surrounding reality, comparing his
own and the general public ideals, needs, interests. He tries to understand and disclose the essence of reali-
ty and its true essence through the inner and outer act, through the setting and achievement of various fig-
urative — large and small, intuitive and rational — goals (intentions, motives)" [9, 185].
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By generating the development of this concept, one can determine the following: the entire period of
acquiring vocational education by a musician-performer is associated with constant contradictions in the for-
mation of his own genetic self and the external influence of many of us, which, as stated above, is the style
of the era, or the style of the composer.

To consider this triad in time space, it is necessary to point out the right opinion of O. Sokol, which
represents one of the aspects of understanding the style as a variant multiplicity of interpretation of a single
musical work by different performers in terms of giving and outlook: "... performing styles serve different in-
terpretations in the performance of the same work, not violating the composer's style as a whole — within its
potential variation” [11, 9]. That is, under performer styles the author assumes a set of characteristic features
of the musical-performing expressions used, which are generated and correspond to the composition of
thinking, temperament and character of the particular performer.

In this direction we state the following hypothetical considerations:

1. The attitude of the musician-performer to everything perceived, as a personal and creative justifica-
tion for the future-created, determines the signs of the creative-style orientation of the individual person of the
performer.

2. A highly skilled performer cannot be just an individual; otherwise he will stay there. Natural talent,
coupled with high professional training, gives him the opportunity to become a performer-creator, who carries
(not quite consciously, or — in kinship) his own performing style.

You can differently refer to the concept of performing style or artist style. For example, there is the fol-
lowing opinion: "... the musical composition is not" frozen ", but the continuously renewed existence, condi-
tioned by the" dialogue " of musical cultures (including performances) of the past and present. Therefore, the
necessary condition for the "authenticity" of performing interpretation is the awareness of the "performance
fund" of different eras and styles — along with the figurative and artistic spheres of its application and the pecu-
liarities of "reading".

We can consider the composer as an existing basis of the triad of the composer-performer-listener on
the one hand (traditionally), and on the other hand — in a new perspective, as a triad — the performer-
composer-listener, which according to O. Markova [7], was at the time the primary in relation to the functions
of the artist. From the historical point of view, which O. Markov adheres to, her theory of formation of compos-
er thinking, undoubtedly, has the right to be the primary source. It offers a hypothesis that has no contradic-
tions in its true originality: "The rhetorical principles of expressiveness of music as an artistic sphere do not
call into question contemporary musicologists, as well as the fact that church music is historically and ontolog-
ically the primary and the basis of secular musical art. With that, we must also accept the obvious fact that
performing professionalism historically and ontologically precedes the composer's professionalism. And rhe-
torical establishment has developed, above all, in performing activities ..." [7, 7]. That is, the performative style
of a particular artist of a performer can be considered as part of the historical process of forming a style as an
artistic phenomenon characteristic of a particular nation and era.

The scientific novelty of the work lies in the fact that it considers the interpretive thinking of the musi-
cian-performer in the dialectical awareness of the specifics, which has a direction from the general — to the
separate and separate — to the holistic.

Conclusions. Regarding the artist's ideal and his stylistic peculiarities, one can determine the follow-
ing:

- the ideal does not exist because it is "ideal", that is, an unattainable ideal;

- the ideal is constantly changing, perfected and formed in the time space.

It should be noted that knowing the specifics of their professional orientation, we have the opportuni-
ty to objectively judge and determine the highest achievements of musical and performing arts in order to
objectively and theoretically substantiate them. In this regard, it is necessary to pay attention to the privileges
of performing professionalism, which is based on the accumulation of imaginative art in the perspective of
historical achievements and achievements of composer's art. We mean the influence (as a source) of per-
forming skills on parallel formation and coexistence with the composer in one person. This is somewhat new
in relation to the current definitions of interpretation in solving the problem composer-performer-listener and
provides opportunities for consideration of this topic in a new hierarchical perspective, namely: performer-
composer-listener.

Knowing the existence of the general style of the era and the stylistic qualities of individuals, which
by their achievements formed these styles, we determine (in the representation of this question) the follow-
ing: the performing style, as an objective phenomenon is a form (the formation of the concept in certain time
spaces) and as a subjective phenomenon — content (creator-performer). This determines the prospect of
their consideration from the point of view of musical-performing practice and its content-style features.
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GLOBALIZATION CULTURE PROCESSES IN VOCAL ART

The purpose of the work. The research is related to the study of modern globalization processes, which receive their
embodiment at different levels of human existence. The article deals with the concept of vocal art in the context of modern cultural
space. The research emphasises on vocal as a typical component of Ukrainian mentality, which reflects all historical, social and cultural
changes of being. The work analyzes importance of vocal art in the musical-historical process as well. The methodology of work con-
sists in the use of comparative, historical and logical methods, a hypothetical and deductive method, which suggest the consideration of
vocal art as a glocal phenomenon in the globalization processes of culture. This methodological approach contributes to the analysis
and formation of the phenomenon of vocal art in the cultural space of creative processes, which helps to determine its place and role in
the system of existing artistic forms. Scientific novelty lies in the positioning of vocal art as a glocal sphere of existence and the
transfer of values and norms of culture to determine the level of culture of mankind and the artistic space, where there are embodied the
peculiarities of the functioning of the social sphere, which carries a weighty socio-psychological and educational potential. For the first
time, vocal art as the creativity and activity of mankind receives coverage in scientific work as an embodiment of the glocal conservation
of culture in the globalization process. Conclusions. Understanding vocal art as a process of producing the spiritual culture of a nation
raises up the importance of communication between the past, the present and the future. Musical reflection on the processes of
globalization in the field of vocal art today reaches the level, where Ukrainian art proceeds to a qualitatively new level of existence,
based on the dominant system of value orientations of the Ukrainian tradition and their reincarnation in the modern context of the era.
Meanwhile it is preserving the immanent folk ties and contributing to the preservation of the Ukrainian national mentality in the global
context,

Key words: vocal art; globalization; Ukrainian tradition; creative processes.

Ka6bnoea Temsina BopucieHa, kaHOuOam mucmeymeosHaecmea, doyeHm kaghedpu akadeMiyHo20 ma ecmpadHO20 80Kasy
IHecmumymy mucmeuyme Kuiscbekozo yHisepcumemy iM. bopuca lpiH4eHka

Fno6anisauinHi npouecu KynbTypu B MUCTELTBI BoKkany

MeTa poboTu. [locnigkeHHs NoB'A3aHe 3 BUBYEHHAM Cy4acHMX rrmobani3auiinHmx npoLecis, WO OTPMMYIOTb CBOE BTINIEHHS Ha
Pi3HMX PIBHAX NIOACBKOro B6yTTA. B cTaTTi po3rnsgaeTbCs NOHATTS BOKaNbHOrO MUCTELITBA B KOHTEKCTI Cy4acHOro KynbTyponpocTopy.
AKLEHTYETbCS yBara Ha Bokari K TUMOBIW CKNafoBii yKpaiHCbKOI MEHTanbHOCTI, Lo Bifobpaxae BCi iCTOPUYHI, couianbHi Ta KynbTypHi
3MiHM OyTTA. AHani3yeTbCa 3HAaUYEHHs1 BOKANbHOrO MUCTELTBA B My3MYHO-iCTOpUYHOMY npoueci. MeTogonorisi po6oTu nonsirae y BMKO-
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