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SEMANTIC PROPERTIES OF VOCAL-POP PERFORMANCE IN THE
CONTEXT OF THE THEORY OF INTERPRETATION.

The purpose of the work appears as the definition of communicative originality and the leading textual tendencies,
methods of coding and symbolization in vocal variety art. The methodology of the research is determined by a combination of
hermeneutic, structuralist, textual and semiological approaches based on a holistic study of the phenomenon of vocal-pop
performance. The scientific novelty of the work reveals the significance of the phenomena of interpretation and intertextuality in
the field of vocal-pop performance, in determining the leading forms of interpretation in the field of pop art as a dramatized stage
artistic activity, in identifying the main role of the person pop singer in the organization of the interpretive semantic integrity of
the artistic form of pop performance. Conclusions. Vocal-pop performance has a complex textual organization, which is
determined by the special nature of pop art. It involves high intertextual activity of the leading "actor" - the soloist who becomes
the semantic core of pop-stage action, combines several interpretive functional plans, contribute to the degeneration of the pop
program in a modern quasi-story show with a poetic image of a person in the compositional cell.
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booyn Isan Bacunvosuu, 3asioysau kageopu ecmpaonoeo cnigy Kuiecvrkoi myniyunaiwroi akademii ecmpaonozo ma
YUPKOBO2O MUCHeymad.

CeMaHTHYHI BJACTHBOCTI BOKAJIbHO-eCTPA/JIHOT0 BUKOHABCTBA Y KOHTEKCTI Teopii iHTepnperaii.

Meta poboTH mocTae K BU3HAYCHHS KOMYHIKaTHBHOI CBOEPITHOCTI Ta MPOBIIHUX TEKCTOJOTIYHUX TCHCHIIIH, CTIOCO0IB
KOAYBaHHA 1 CHMBOJi3amii B BOKaJIBHINH ecTpamHiii TBopdocTi. MeTOd0JIOTiS JOCHTIIDKEHHS 3YMOBJICHA IOE€JHAHHSIM
TepPMEHEBTUYHOTO, CTPYKTYPAIICTCHKOTO, TEKCTOJOTIYHOTO Ta CEMIOJIOTiYHOTO MiAXO/IB HAa OCHOBI HITICHOTO BHBUCHHS SBHINA
BOKQJIEHO-€CTPATHOTO BHKOHaBCTBa. HaykoBa HOBH3HA pPOOOTH TOJArae y pO3KPHUTTI 3HAUCHHS SBHIN IHTEpIIpeTaIli Ta
IHTEPTEKCTyaJbHOCTI B c(epi BOKaJbHO-ECTPaJHOr0 BHKOHABCTBA, Y BH3HA4YEHHI MpOBiAHUX (OpM iHTeprperanii B Tamysi
€CTPaJHOTO MHUCTENTBA SIK TeaTpali30BaHOl CIEHIYHOI apTUCTUYHOI JISUIBHOCTI, y BHUSBICHHI MaricTpajibHOI poji 0COOMCTOCTI
€CTPaJHOTO CITiBaka B OpraHizamii iHTepIpeTaTUBHOI CEMAaHTUYHOI LIJIICHOCTI Xy10’%HBOT (hopMu ecTpanaHoi BUCTaBU. BHCHOBKH.
BoxkanbHO-ecTpaJHe BUKOHABCTBO MAa€ CKIIAJHY TEKCTOJIOTIYHY OpraHi3alliio, 0 3yMOBIIEHa OCOOJIIMBOIO MPUPOJIOI0 €CTPaHOTO
MucrenTsa. BoHo nependavae BUCOKY IHTEPTEKCTyajbHY aKTHBHICTH MPOBIAHOT «(IiHf0BOT 0COOM» — apTUCcTa-cojicTa, sSIKUil CTae
CEMaHTUYHUM CTPHIKHEM eCTPaJHO-CLEHIYHOI nii, CyMilllae JeKiUIbKa IHTEPIPEeTaTUBHUX (YHKI[IOHAJIBHUX IIJIaHIB, CIIPHSIE
MEPEPOKESHHIO €CTPATHOT MPOTPaMH Y CYJacHY KBa3i-CIOJKETHY BHUCTABY 3 IMTOCTU30BAHUM 00Pa30M JIIOJUHH Y KOMITO3UIIIHHOMY
OCeperKy.

Knrouosi cnoea: BoKanbHO-eCTpaHEe BUKOHABCTBO, IHTEPIpETalis, TEKCT, IHTEPTEKCTYalbHICTh, CEMAHTUYHI MO3HIIIT,
OCOOWCTICTB CHiBaKa, eCTpaJHO-CIICHITHA JIisl.

booyn Hean Bacunvesuu, 3asedyiowuti kageopoiu scmpaonoco nenusi Kuesckou mynuyunanvnou axademuu
ICMPAOHO20 U YUPKOBO2O UCKYCCEA.

CeMaHTHYeCKHE CBOICTBA BOKAJIbHO-ICTPATHOT0 HCIIOJIHUTEIHLCTBA B KOHTEKCTE TEOPUU HHTEPIPETAIMH.

Ieap padoThl BBICTYIACT KAaK OMNPEICIICHHE KOMMYHHKATHBHOIO CBOEOOpasusi M BEIYIIUX TEKCTOJIOIHMYCCKHX
TEHICHIMH, CIIOCOOOB KOOMPOBAHUS M CHMBOJIM3AIMH B BOKAJHLHOM 3CTPaIHOM TBOpYecTBa. MeTOHO0JIOTHs HCCIeI0BAHUSA
00yCIIOBJIEHa COYETAHHEM I'€PMEHEBTHUYECKOT0, CTPYKTYPAJIUCTCKOTO, TEKCTOJIOTHYECKOrO M CEMUOJOTHYECKOro IMOJIXO/I0B Ha
OCHOBE IEJIOCTHOTO W3YUYCHHS SBJICHUS BOKAJIBHO-3CTPAIHOTO HCIOJIHHUTENHCTBA. HayuHasi HOBH3HA PadOThHI 3aKIIOYACTCS B
PACKpPBITHN 3HAYCHUS SBJICHUH HHTEPIPETAIlH W WHTEPTEKCTYaIbHOCTH B cepe BOKAIBHO-3CTPATHOTO HCIIONHUTEIBCTBA, B
OTpENeICHU: BeaymuxX (OpM HHTEPOpPETAlMA B OOJIACTH ACTPAJHOTO HCKYCCTBA KaK TeaTPaTHM30BAHHOW CIICHUYECKOM
apPTUCTHYCCKOW JIEATETBHOCTH, B BBIABICHUM MATrUCTPAIBGHOW pPOJIM JHUYHOCTH OSCTPAJHOTO TICBIa B OpraHU3alUN
HHTEPIPETATUBHON CEMAHTUICCKON IEIIOCTHOCTH XYA0KECTBEHHOHM (POPMBI ACTPaAJHOTO TpenacTaBiicHus. BoiBoabl. BokansHo-
ACTPAJHOE HCIOJHHUTEIBCTBO HMMEET CIIOKHYH TEKCTOJIOTHYECKAsh OpraHW3aluio, OOYCIOBICHHHYI 0C000# MpHpoIoi
3CTPaHOrO HMCKyccTBa. OHO MPEAINOJaraeT BbICOKYI0 HMHTEPTEKCTYAlbHYIO aKTHBHOCTh BEAYILIETO «IEHCTBYIOIIEro JHIa» —
apTUCTA-COJIMCTA, KOTOPBI CTAHOBUTCS CEMAHTHYCCKHM CTEPIKHEM 3CTPAIHO-CICHHYSCKOrO ICHCTBHS, COBMEMIACT HECKOIBKO
HMHTEPIPETATUBHBIX (YHKIMOHAJIBHBIX IUIAHOB, CIIOCOOCTBYET MEPEPONKICHUIO ICTPAIHOM MPOrpaMMbl B COBPEMEHHYIO KBa3H-
CIOKETHYIO MPE/ICTABICHHUE C MMOITH3UPOBAHHOE 00Pa30M YeIOBeKa B KOMIIO3UI[HOHHOM IIEHTpA.

KaroueBble ci0Ba: BOKaJbHO-ICTPAJHOE HCIOIHHUTENIBCTBO, HWHTEPHPETALMUS, TEKCT, HWHTEPTEKCTYaIbHOCTD,
CEeMaHTUYECKUE MO3UIHMHU, THIHOCTh MEBIA, 3CTPAJHO-CIIEHHYECKOE JeHCTBHE.



Relevancy of the topic. One can consider recognized the fact that the theory of
interpretation borders with the theory of the text; both of them suggest hermeneutic approach
and are called upon to harmonize the form with content, sign constructs with their meanings,
objective laws of life and consciousness with subjective factors of knowledge and
understanding. Consequently, the semiotic hermeneutic approach is woven, which allows
one to study certain phenomena as a language, and in this connection — to recognize and
receive those methods of creating and connecting sign structures that perform the functions
of semantic coding, that is, leading to a meaningful explication of the phenomenon. In the
study of art, this interaction of approaches and methodological principles provides content
analysis of the phenomena of musical creativity, including as a characteristic of repertoire
principles, with further study of qualitative parameters of creative choice that determine the
ways, forms of interpretation, determine the musical and performing form in its whole.

From this point of view, estrada art, in particular vocal performances, is still poorly
understood and elucidated. Some of its genre and compositional components,
communicative aspects are revealed in works dedicated to the social role of estrada art, its
synthetic nature and the peculiarity of the performing tasks that arise in this field [3; 5-6; 7;
9]. Estrada vocal performance has not yet become the subject of in-depth textual intelligence
with hermeneutic features.

In the theory of R. Bart, the text appears as a conditional time space, which performs
the plurality of expression of meaning through certain structural elements and their semantic
functions. Developing the approach of Bart, which foresees the distinction between “small”
and “big” texts, that is, the text of the work and the semiological organization of art in its
whole, we note that, unlike a work that has insignificant symbolism, establishing clear
relationship between structural element and its compositional and image function, the text is
open to the transformations of musical material, builds not only linear but also concurrent
semantic links, acts as a product of co-creation between the author and the recipient, between
which the performing interpretation takes place. “The text, — R. Bart wrote, — is understood
as the space where the process of formation of values takes place, that is, the process of
identification...” [1, 424]. But one should add that in the musical text the process of
definition has a direct sound expression, that is, the thing textually and semantically defined
Is that one, that sounds, that is performed results from the skillfulness and creative

consciousness of the performer.



Therefore, in the musical work the text, in its conditioned process of interpretation, is
not only a system of connections within the work (between different pieces of the work), but
also primarily by cross-interactions of the texts of various works, generating the
phenomenon of citation and allusion, reflected in the phenomenon and concept of
intertextuality, contributes to the formation of their own semantic properties of performing
interpretation.

The purpose of the work appears as the definition of communicative originality and
the leading textual tendencies, methods of coding and symbolization in vocal estrada art.
The methodology of the research is conditioned by a combination of hermeneutic,
structuralistic, textual and semiological approaches based on a holistic study of the
phenomenon of vocal-estrada performance.

Note that each of the artistic forms, including vocal performances in the field of
estrada art, possesses codes as a way to decrypt and redefine meaning, to read on its basis a
holistic message, to obtain the possibility of its further transmission. Under the code R. Bart
understood the datasheet configuration of values, which could be scientific, rhetorical,
historical, sociocultural, but always a code of communication, that is, has as the main, comm
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unicative purpose and the intention to perform certain co-operation to achieve the
required level of understanding.

The code for W. Eco is defined as a character repertoire, and may include different

sign criteria and guides. As we approach the subject of the research, we note that this



conditional sign repertoire may include time, method of creating a text, the genre nature of
the involved material, performance designation, personal potential of the performance
presentation of this material.

Statement of main material. Potential possibilities of performing interpretation
related to the freedom of choice are extremely high, there is a system of probabilities, the
implementation of which is proportional to the content thesaurus of the source text and the
organization of the communicative process (communication). It is fair to say that the
translation of certain information, as well as the process of reproduction of the text, needs to
be arranged because only in this way the setting is created on the meaning. The availability
of the code helps to establish a certain — not only external but also internal — order of the
explication of the artistic (musical) idea, to create a new instrumental text profile as its own
author contribution to the structure of artistic communication.

The author of the above statement agrees that the variation is laid down in the very
nature of the opera performance, and the operatic text has the semantic mobility enabling it
to maintain viability in the changing socio-cultural historical conditions, therefore, opera
performers have the right to free open interpretation — to rethink musical-theatrical text.
Therefore, it is fruitful “to study the opera not only within the limits of the traditional
musical study “parity analysis”, but also on the basis of its stage history, the live
performance being, which thus forms the necessary part of the artistic text, and also
determines the activity of intertextual connections, which provide interpretive preconditions
and ways of actualization.

As in the “serious” opera house, certain cultural patterns and value paradigms are used
in the entertaining estrada show, which are consistent with the ideas of the person and his
way of life. Already at the level of the repertoire of choice and in the formation of the
general script of the concert-stage action, established semantic correspondences between the
previous and new forms of interpretation, which is also a manifestation of intertextual artistic
and performing consciousness.

It can be argued that interpretation and intertextuality are two areas from which artistic
action, artistic reflection, and a conceptual representation in the process of developing
holistic semantics of estrada and concert program arise and to which ones come back to.
Interpretation, as G. Gadamer notes, precedes the text and defines its understanding

properties; intertextuality extracts beyond the text the results of comprehension of meaning



that can combine into new interpretive preconditions, enter into code configurations. It is
interesting that, also regarding the operatic text in its relation with the interpretation A.
Sokolskaya noted that “intertextuality is one of the key features of the operatic text, since the
works discover new semantic layers as a result of a collision with one or another myth. The
mechanism of meaning in the operatic text has an intertextual nature, and the reduction to
myth defines both the traditions of reading a work and the novelty of possible interpretations.
The reduction to myth, in essence, is one of the most obvious indicators of the conditions of
a communicative situation” [8, 157]. In our case, namely in the field of estrada and vocal
performing arts in its dramatized and staged form, mythologization relates to the figure of
the singer, this central “actor” of the concert program, which develops a certain image not
that much with the purpose of being “starry”, but with the aim of achieving marginal artistic
persuasiveness, merging role-playing behavior on the stage with the reproduction of the
image of oneself — such that one wants to see, perceive, appreciate by his spectators/listeners,
a wide audience. Therefore, this is not the image of a fictitious character, but close to the
time and meaning of human life, at the same time not as it is in the daily routine, but as it
may and should be in a virtual artistic reality — aesthetically sublimed and morally weighed.

Therefore, the main components of the intertextuality sphere. formed around the
estrada performance and predetermining special director's interest in it, are the semantic
positions or “points of view” regarding the singer as a personal cell, the content core of the
entire mobile picture of stage and stage action.

It is these semantic factors that organize and lead to the integral artistic result of all
the structural indicators of estrada performances. On the other hand, vocal estrada art, even
with the predominance of the solo start and traditional numbered concert form, tends to a
dramatized quasi-plot construction that allows to deepen, enrich the stage chronotopes, open
their new semantic volumes, that is, to enhance the role aspects of the stage image. The
leading forms of interpretation developing in a certain sequence and pouring into each other
expanding and strengthening the range of professional tasks in the field of estrada vocal art,
is the concert-performing — vocal-artistic — directed and staging, which are combined with
the concept of stage action, common to all kinds of interpretative work, all should rely on the
only image of the “singing person”. Thanks to the mainstream position of creative
personality of singer-soloist, who seems attracted to himself and keeps all the strands of

action, it is up to him to provide estrada program of the character of the “performing-



directing theater”. This concept is quite possible, given that everything is fixed in the
professional estrada music terminology of the concept of “performer’s song”, “author’s-
performing poetry”, etc. And the category of performance form is wide enough to combine
all kinds of stage creativity...

Hermeneutic approach to the textual conditions of estrada vocal creativity allows to
approach the questions about the priority of the personality of the singer in so far as it
indicates the conformity of the artistic content of the performed works to the stage character
of the image in his musical formality and expressiveness. Vocal voice — singing —
conditional stage role corresponding to the content of the song reveals the inner
psychological boundary of the stage space as artistic and with special artistic intentions
created. With their help, the executing interpretation achieves semantic coding — notes the
leading symbols, tied up the main symbolic nodes that help to realize the hidden
psychological plot, reveal key experiences, and enhance the meaning of human speech
musically.

According to the observations of some researchers, in particular N. Markaryan and A.
Budanov, at the end of the twentieth century in the European theater the principle of “poetic
directing”, poetic directorial aesthetics, which comes to replace the prose method and proves
the possibility of harmony “between the concrete facts and the ambiguity of his emotional
comprehension, between the links of the event series and the boundless human space in a
series of generalizations... The musical decision is washed here by the stage action from all
sides, giving birth to it and carrying it “up”, forcing the staging to live with under the laws of
human personality life with all its intellectual and emotional discrepancies and
difficulties...” [4, 368].

The reason for such interpretive changes in the director's attitude to the aesthetic
instructions of the musical theater is that the theater returns to the living person with its
“spiritual and spiritual aspirations, pain and hope, despair and joy”, to today's human
personality. Even in Bertmann's performances in “Helikon Opera” such stage production and
acting tasks were used that, regardless of the historical time of the text source, reflect
contemporary ideas about human existence, and directorial metaphors lead to an enhanced
broadcast of the “energy of sensuality”, “the expression of a complex emotional the world of
human existence” without division into positive and negative characters. Moreover, bright

theatricality — the domination of a spectacular beginning, consolidation, a certain placidity of



the expressed feelings shifts the boundary of high academic art towards “mass culture
associative constants”.

A. Budanov rightfully points out that D. Bertman constantly introduces elements of
the game, carnivalization, grotesque, but at the same time he deeply manages the tragic
content of being, reminiscent of the “eternal theme” of moral struggle, the confrontation
between good and evil. He not only uses fresco images, but also details the psychological
states, trying to lyrical expression of vocal sound, emphasizes the skill of vocal intonation as
the main way of reproducing personal feelings [2].

In general, the definition of the interpretative principles of estrada vocal creativity as
an essential part of estrada stage art opens new criteria for the evaluation and structuring of
the performance form as a synthetic functional phenomenon, initiated by the special
theatrical aspects of estrada and concert program. In particular, from a certain semantic
position, a comparative study of verbal, musical and gestural-plastic (choreographic) modes
of the estrada and song complex appears in a new light, comparable to the general conceptual
decision of the estrada and song program. At the same time, the essence of character and the
semantic fulfillment of creative action are most directly disclosed at the level of musical
stylistics (of course, in its alliance with poetic verbal material, but also as an independent
sign education). Means of performing (concerto-performer-directing) interpretations achieve
completeness and final figurative verification in a musical form, that is, in the logic of
musical sounding and on the basis of musical-sign coding. The musical sound itself is a
lyrical cell of estrada action and the main argument in favor of its main “hero”.

Scientific novelty of the work is to reveal the significance of the phenomena of
interpretation and intertextuality in the field of vocal-estrada performance, in determining the
leading forms of interpretation in the field of estrada art as dramatized stage artistic activity,
in identifying the main role of the personality of estrada singer in organization of
interpretative semantic integrity of the artistic form of estrada performance.

Conclusions. Vocal-estrada performance has a complex textual organization, which is
determined by the special nature of estrada art. It involves high intertextual activity of the
leading “actor” — the soloist performer who becomes the semantic core of estrada-stage
action, combines several interpretive functional plans, contributes to the degeneration of
estrada program in a modern quasi-story show with a poetic image of a person in the

compositional cell.



Musical concept becomes the basis of all estrada-stage entertainment-performance
process also because it gives it a new ethical weight. It involves ties with the stage-
spectacular form, the justification on the part of the conditional plot content of estrada
performance, special synthetic performing stylistics, that is, it requires the support and
semantic resonance from other artistic and expressive series of performances. But only it
allows the singers to transmit the imaginative intentions of the songs and their own
interpretive premonitions, to demonstrate the perfection of the artistic embodiment of the
character of the fictional character and the subtle feeling of the overall rhythm of the
performance, the intonational flexibility in the reproduction of musical poetry rhetoric and

the high level of artistic empathy.
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