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CONDUCTOR’S GESTURE IN THE STRUCTURE
OF EXECUTIVE INTERPRETATION
OF THE ORCHESTRA CONDUCTOR

Objective. The article analyzes aesthetic, musicological and performance
principles of the conductor’s gesture. The methodology of the work consists in
applying comparative, aesthetic, cultural, historical, musicological methods that
form a single methodological basis. The specified methodological approach al-
lows to reveal and analyze the specifics of the conductor’s gesture in the structure
of the performing interpretation. The scientific novelty of the work is to identify
positions proving that the conductor’s gesture appears in its movement forms to
the closest musical utterance as such when musical ideas are broadcast without a
verbal «mediator», immediately «pure», complete structures that do not require
analytical «splittings — which, in fact, is fundamental to music as an art form.
Conclusions. It is proved that, like all music and performing arts, conducting
has as its purpose sound creation, interpretation of a musical text through in-
tonation. Demonstrating a holistic musical idea with specific non-verbal and
conductor’s gestures and shows, the conductor’s performing art has created its
own developed, complex technical and technological system, i.e. the language of
the conductor’s gesture.

Keywords: gesture, conductor’s gesture, conducting art, conductor’s inter-
pretation, orchestra conductor.

Mpyp3za Ceimaana Anamoaiiena, douenm Kagedpu HApoOHUX iHCMpyMeH-
mie Odecvkoi Hauionanbroi my3uunoi akademii imeni A. B. Hexcdanosoi

Jlupuecenmcoruii scecm 6 cmpykmypi 6uKoHa8cokol inmepnpemauii oupu-
2eHma opkecmpy

Mema pobomu. Y cmammi ananizyromecs ecmemutni, My3uK0o3Haeui ma
BUKOHABCHKI NPUHUUNU (QYHKUIOHY8aHH:A OdupueeHmcvkoeo dcecmy. Memo-
001021 docaidxceHHs noaseae 6 3acmoCcy8aHHi NOPIBHANbHORO, eCMemuKo-
KYAbMYypon02iuH020, iCMopu4Ho20, My3UuK03HAGUUX Memodie, Ki Yymeopooms
€0UHy Memo0on0eiuHy OCHOBY. 3a3HaueHuil MemodoaoeiuHull nioxio doseorse
PO3Kpumu i niodamu ananizy cheyu@iky OupueeHmMcbK020 JHcecmy 6 CmpyKmypi
sukonascvkoi inmepnpemauii. Hayxoea noeusna pobomu noasieae y 8usiénen-
HI no3uyitl, AKi 008005Mb, WO OUPULEHMCHKULL Jicec NOCMAE 8 C80iX (hopmax
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PYXY HQUbinbul OAUZLKUM MY3UHHOMY BUCA08Y K MAKOMY, KOAU MY3u4Hi idel
MPaHCAOmMbCs 6e3 6epoaIbHO20 «NOCEPeOHUKA», 8I0PA3Y <HUCMUMU», Uinic-
HUMU CIPYKMYPamU, AKI He 8UMA2aromb AHAAIMUYHO20 «PO3ULeNAeHHS» — W0,
8AACHe, [ € KOPIHHUM 045 MY3UKU K udy mucmeuymea. Bucnoexu. /losooums-
s, Wo, AK i 8¢l MY3UHHO-8UKOHABCHKI MUCMEUM8a, OUpu2y8anHs Mae Ha Mmemi
36YKOMBOPHicMb, iHMEpnpemauiro My3utHoeo mekcmy 3a 00noMoeor0 iHMoHa-
yii. Jlemoncmpyrouu yinicHy my3uuny ioew cneyugiunumu HeepOarbHUMU —
OupueeHmMcoKUMU Jcecmamu-noKasamu, OupueeHmcoKe GUKOHABCbKe MUCHe-
Ym0 8UPOOUAO BAACHY PO3GUHEHY, CKAAOHY MeXHIKO-MeXHOA02IMHY CUCmeMmy,
MoOmo M08y OUPUSEHMCbKO20 JiCeC).

Karouosi caoea: ycecm, oupueenmcwvkuil scecm, OupueeHmcvbke Mucme-
Ymaeo, Oupu2eHmcvka inmepnpemauis, OupueeHm opKkecmpy.

Mypsa Ceemaana Anamoavesna, douenm Kageopvl HAPOOHbIX UHCIMPY-
menmoe Odecckoll HAYUOHANbHOU MY3bIKaAbHOU akademuu umenu A. B. He-
A#COaH0801L

Jlupuscepckuii wcecm 6 cmpykmype UCHOAHUMIEAbCKOU UHMeEpnpemauuu
dupucepa opkecmpa

Ileav pabomor. B cmamve anaausupyromes scmemuueckue, My3blkogeo-
YecKue U UCHOAHUMENbCKUE NPUHUUNLL (DYHKUUOHUPOBAHUS OUPUICEPCKO20
acecma. Memodoaoeus uccaedosanus 3axka0uaemcs: 6 NPUMEHeHUU CPagHU-
MeNbHORO, ICMEMUKO-KYAbMYPON0UHECKO20, UCMOPUYECK020, MY3blK08eO-
YecKux memodog, Komopbvie o0pasyrom eouHyr Memooon02UecKy) OCHOBY.
Ykaszannotit memodonocuueckuii no0xo0 no3eoasem packpvims U N0OBepeHyMb
AHANU3Y CREeUUGUKY OUPUICEPCKO20 JCeCma 8 CIPYKmype UChOAHUMENbCKOU
unmepnpemayuu. Haywnas noeusna paGomol 3axaiouaemcsi @ GblsiGAeHUU
no3uyuil, 00Ka3blearowux, Ymo OUpulNCepCKull ycecm npeocmaem 8 C80UX
gopmax Oeudxcenus Haubosee OAUSKUM MY3bIKANbHOMY BbICKA3bIBAHUI0 KAK
makomy, Koeda My3vlKanbHble udeu mpamcaupyromces 0e3 6epOoanvbHo20 <«no-
CPEOHUKA», CPA3ZY <HUCMBIMUY, UAOCMHBIMU CIPYKMYPAMU, He mpedylouumu
AHANUMUHECK 020 «PAaACUenIeHUs» — Yo, COOCMBEHHO, U A8AAeMC s KOPEHHbIM
014 My3biKU Kak euda uckyccmea. Boteoowt. Jlokazvieaemces, umo, Kak u éce
MY3bIKAAbHO-UCHOAHUMENbCKUE UCKYCCMBA, OUPUNICUPOBaHUe UMeem ceoell
Yeavio 36YKOMBOPYEeCmEn, UHMEPNPemayuio My3vlKaabH020 MeKcma nocpeo-
CMEOM UHMOHUPOBAHUS. JleMOHCMPUPYs. UeA0CMHYI0 MY3bIKAAbHYIO UOelo
cneyupuuecKkumu HeeepoanbHbIMU — OUPUNCEPCKUMU JHCeCMAMU-NOKA3aMU,
dupudicepckoe UCNOAHUMENbCKOe UCKYCCIMBO Bbipabomano cobcmeeHuyio pasz-
BUMYIO, CAONCHYIO MEXHUKO-MEXHOA0UHECKYI0 CUCMEMY, Mm.e. A3blK Oupu-
JACEPCKO20 Jicecma.

Karouesnle caosa: ycecm, dupusicepckuii weecm, OUpuiIcepcKoe UCKYCcmeo,
dupudicepckas uHmepnpemayus, Oupuicep opKecmpa.
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Relevance of research topic. Conducting art is the youngest of the ac-

ademic types of musical performance — and to this day practically it did
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not come out of the semantic field of the magic, difficult to explain, the
most psychological, «dark matter» (as it was defined by N. Rimskyi-Kor-
sakov). After all, the conductor, rightly called the performer (orchestral,
opera, pop-jazz, choral work), does not make a single sound himself, but
only directs the team of performers, directing them to the right direction of
interpretation, sound extraction and sound science, the relief distribution of
textural components, musical and sense feelings of different scales, etc. All
this creates a specified aura of mystery around the profession of a conductor.
The conductor’s figure is often perceived by both orchestra and listeners as
a kind of messiah; a person possessing undisputed musician and socio-psy-
chological authority. Overwhelmingly, the term «maestro» (master) is used
in musical art in relation to the performer-conductor. However, in musicol-
ogy, the mechanisms of the conductor’s creativity have traditionally been
identified locally, with the invariable lacuna of this mystery and with hope
for the power of the individual in solving the most complex interpretational
and technological problems. Scientific developments in most cases are dif-
ferentiated here into areas of manual engineering and psychology. The aim
of this article is to identify patterns of manual technology with the inevitable
individuality of the creative style, the handwriting of each conductor,

Presenting main material. The conductor and the team of performers,
the orchestra as a specific synthetic «instrument» of the conductor, act as
the subject of the conductor’s interpretation. Consequently, unlike other
types of musical performance, the structure of the subject of the conduc-
tor’s interpretation is a complex [8, p. 27—28], system. The «conductor —
orchestra» system assumes specific mutual relations, mutual influences,
which include artistic, aesthetic, psychological, technical and technological
parameters.

The first of them, artistic and aesthetic one, is in line with any perform-
ing musical art and is associated with the system of spiritual values of art and
the corresponding system of means of expression for the realization of an
artistic idea. The researchers also include the responsibility of the conductor
to the orchestral team, high moral and ethical ideals and a developed system
of these values, «what gives the conductor the moral right to appeal to uni-
versal values both in everyday life, in everyday communication with artists,
and in professional and creative» [8, p. 28]. These aspects form a system of
interacting components, ensuring the conductor’s influence on the orches-
tra and on the audience.

The psychological layer of the «conductor-orchestra» system is the influ-
ence (and interaction) of the conductor on the orchestra, their professional
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and personal communications that occur on the verbal and paralinguistic
(both in the rehearsal process) and non-verbal process (conductor gestures,
facial expressions, etc. — both in the rehearsal and concert setting) levels. It
is believed that the conductor’s verbal parameter of communication should
be minimized, although in a collective musical performance it is difficult
to avoid verbal communication, even if it is a minimal discussion of both
strategic and local interpretation positions. A paralinguistic layer — usually
«kinetic and phonational elements of communication accompanying verbal
utterances» [6] — is inevitably associated with specific non-verbal ones in
the conductor’s communication with the orchestra — conductor gestures
and shows that are designed to include not only technological information
of tempo, rhythm, timbre, texture, strokes, loudness indicators, but also the
general nature of the music, the musical idea, its orientation, and the dy-
namics of development (although, of course, in communication between the
conductor and the orchestra, the trad vocabulary for verbal speech). Sub-
conscious use of the conductor’s gestures at the time of verbal communi-
cation with the orchestra at a rehearsal by the conductor can be likened to
the spatial and instrumental sensations of an instrumentalist — orientation
on the keyboard or neck, positional formulas, forms of movement in various
articulational and dynamic or textural situations, etc. Moreover, the forms
of movement of the orchestral conductor and instrumentalists, to whom he
is currently speaking, are often similar or even identical («imitative gesture»
by Musin 1. A. [4, p. 286—287]). It is worth noting that Ilia Alexandrovich
insists in this matter on the exclusiveness of imitations of the violinist’s
stroke technique that dates back to the era of conductors-accompanists
with simultaneous display of the sound and stroke sides (the direction of the
bow, its changes, strokes, etc.). Without denying the universality and certain
priority of the bow forms of movement in conductor gestures, let us point
out the essential role in the conductor manual technique of the instrumen-
tal forms of movement of pianists (performers in one of the most universal
instruments, the «orchestra», which is usually owned by all musicians and
necessarily the conductor), common a horn-like gesture when showing a
wind, specific tweaking of piccicato sound production (it is worth noting
that in general the gestures of the conductors of folk instruments orchestras,
in the base of which the tweaking is, tend to look a little more «dry» com-
paring to the symphony), etc.

The technical and technological aspect of the interaction between the
conductor and the orchestra involves «conveying by the conductor his own
performing version of the work using manual techniques, as well as person-
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al qualities — will, magnetism, energy, verbal means» [8, p. 27]. The main
technique of manual technique is the conductor’s gesture.

The meaning of a gesture in the history of human communication can
hardly be overestimated (if «even the non-fulfillment of a gesture... can be
as important as laughter or tears» [3, p. 34)]. Correspondence of body lan-
guage with other languages becomes possible due to the fact that «the un-
derlying processes that are the roots of the non-verbal and verbal activities of
a person appear to be similar in essential terms» [ibid.], as it is evidenced by
certain semantic autonomy of well-known, widespread gestures ; change of
gesture behavior under the influence of socio-economic and cultural con-
ditions in parallel with speech; the symbolic nature of the gesture (as well as
other language units); the possibility of translation into the appropriate ver-
bal language or other sign language with a close or common problem field;
finally, patterns in the execution of gestures regarding the configuration of
the constituent parts, the ordering of movements, their contextual condi-
tionality, etc. that reveal a similarity to the syntactic laws and rules of natural
languages and music. The stages of gestures (including those of the conduc-
tor) also correlate with each other and with the known kinetic parameters
of intensity, amplitude, direction, trajectory of movement, degree of hand
tension, temporary development (conducting, such as auftakt, point, re-
flection, or sound extraction, sound science, the completion of sound from
instrumentalists).

The creative abilities of a musician can be improved only in the pro-
cess of performing (instrumental, vocal, conductor) comprehension of the
composer’s intention. Based on the well-known thesis that «in long-term,
persistent attempts at the most complete and perfect disclosure of music
content, the singer’s musician focuses on the auditory perception of the
sound result of his actions and on motor sensations» [5, p. 5], I. Musin
concludes: «The specific property of motility — to help the formation of a
musical image — is especially important in conductor’s performance. Mo-
tive sensations play an almost decisive role in the art of the conductor
»[ibid., p. 5—6]. However, the value of motility is extremely important for
instrumental performance, especially for string and keyboard. The audi-
tory aspect is not less important for the conductor even in the oral (with-
out the orchestra, house) incarnation of the score, including the manual
one, when imitation of sound sensations in manual motor skills should
be constantly controlled by hearing. In conducting, pre-hearing performs
the same function as in the instrumental one. Motility, which gives «an
opportunity to feel the dynamism and imagery of the performer» [ibid.],
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is actually the conductor’s non-verbal language — the language of com-
munication of the conductor with the orchestra (and the public) and the
language of performing tasks. I. Musin refers performing and authoritative
pedagogical aspects of the conductor’s activities to the substantive aspects
of performance, and the manual «handwriting», conductor gestures (of-
ten being «a stumbling block for many wonderful musicians — performers
and composers who become the conductor’s console» [ibid.]) despite their
incompatibility with the complexity of the technique of playing musical
instruments — a specific feature that «distinguishes one conductor from
another», i.e. — considers individual-style qualities — the most import-
ant component of performance interpretation. Continuing M. Bakhtin’s
thoughts about style as «the unity of the design and completion techniques
of the hero and his world and the methods of processing and adaptation
(immanent overcoming) of the material» that they cause »[ 1, p. 195], about
the individual style, which «directly enters into the task of the statement
itself, is one of its leading goals...» [2, p. 254], it can be argued that the in-
dividual conductor-performing style is represented by conductor gestures
as a «specific form of artistic utterance» [7], which is determined by the
specifics of the orchestral (instrumental) performance, the system of mo-
bile performing means and is implemented in the process of performing
conductor interpretation.

Y. Tkach attributes the techniques of sound extraction and sound sci-
ence (sound filling), carcass, timbre, measure of staccato or legato to the
transition from one sound to another, etc.; to technical — performing
means — «the conductor’s manual gestures corresponding to the figurative
and content sphere of the work, with the help of which the manager trans-
fers his own performance version of the work» [8, p. 35].

Through conductor’s gestures, the conductor initiates and corrects not
only the directing energy of tones and structures of various scales, but also
the actual sound (orchestral lines) of a certain artistic content. O. Tremzin,
following S. Kazachkov, I. Musin, V. Svitov and others, states that «intona-
tion is the basis of the conductor’s artistic functionality» [9, p 127]. I. Musin
includes articulation, phrasing, agogyk and dynamics as a means of devel-
oping musical phrases, performing touches (it is necessary to add here the
timbre and quality of sound extraction and sound science, which are re-
flected in the character of the movement). «The scientist regards the gesture
intonation as a «diction» and «recitation» of a musical phrase» [ibid.]. Thus,
like all music and performing arts, conducting has as its goal sound creation,
interpretation of a musical text through intonation.
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«The conductor’s sign language is not the language of the deaf-and-
dumb or mimes, not the language of ballet art and not some kind of con-
ditional signaling. The language of the conductor, with the help of which
he communicates with the performers, affects their consciousness (we will
add — and their instrumental motor skills, the instrumental forms of move-
ment — S. M.); it emerged and developed as a result of the needs of ensem-
ble musical performance »[5, p. §].

Conclusions. If the verbal component of communication affects the
consciousness of the orchestra, emotional communication, «magnetism»
affects the subconscious beginning of interpretation, then the technical,
manual and gestural component «works» in the field of conscious and sub-
conscious action of the expressive means of music — tempo, dynamics,
strokes, texture components and the whole, timbre coloring, as well as in-
strumental forms of movement that form these means — in their holistic
focus on the development of the musical idea of the work in terms of its
collective interpretation.

At the same time, the conductor’s gesture appears in its movement forms
to the closest musical utterance as such, to that manifestation of ideas,
thoughts in music (in particular, instrumental, pure, «absolute»), when such
ideas are broadcast without a verbal «intermediary», immediately «pure»,
holistic structures that do not require (not lying) analytical «splitting» and
are consistent with the nature of this difficult to explain integrity; the fact
that it is inaccurate and only approximately yields to verbal explanation (it’s
not for anything that the philosophy of the XIX century, having exhausted
its own traditional ideological sources, turns in its quest to technology, the
ideological structure and examples of musical art). Actually, this property is
fundamental to music as an art form.

In general, the appearance of the conducting profession in the middle
of the XIX century, already in the heyday of musical art — not just auton-
omous, but developing its own language, means of expressiveness, types
of thinking and the formation of a musical idea — is more than revealing.
This new kind of performance, in which the performer paradoxically does
not make himself, directly, a single sound in the sound art of music — el-
oquently fixes the specified property of music by «alien», at first glance,
spatial-motor means. Demonstrating (to the orchestra and to the listen-
er) a holistic musical idea with specific non-verbal and conductor gestures
and shows, the conductor’s performing art has created its own developed,
complex technical and technological system, i.e. the language of the con-
ductor’s gesture.
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