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CONDUCTOR’S GESTURE
AS AN OBJECT OF SEMIOTIC ANALYSIS

Objective. The article investigates the background and the mechanism
of transforming a gesture-sign into a gesture-image in conducting art. The
methodology of the work. The article uses comparative, aesthetic, cultural,
musicological methods in their unity. The scientific novelty of the article is
expressed in revealing the semiological aspects of the conductor’s gesture in
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the specifics of musical and linguistic parameters. Conducting language is
considered from the point of view of its unit analysis— gesture-sign — on the basis
of the unity of the musical performance and semiology interpretive principles.
Conclusions. Conducting art, as an independent type of musical performance,
embodies in the interpretation process the highest degree of generalization,
abstraction, and direction from the material to the ideal. The initiation of a
single complex process of translating musical meaning into a whole collective of
instrumentalist interpreters for the purpose of the resulting “new interpretation”
requires specific means of communication with the latter, which leads to the
creation of a specific, but universally understandable language for conducting.
Conducting gestures, symbolizing the timbre and sound images in their dynamics,
in the chronotopic process of the formation of musical thought, ideas, turn the
technical signs-means of conducting technology into the performing conducting
composition text, and the gestures-signs — into gestures-images. The specificity
here is the secondary nature of sound production and sound science, which
the conductor forms indirectly using professional sign language. At the same
time, the interpretative (ideational) and technological (embodied in musical
instrumentalism) aspects of the performance come from the conductors, they are
directed and corrected by them, developing their own technology of “sounding”
the hands, their own language of conducting. It is on this basis that “composer’s
language ” of the score is translated into the conductor sign language and again —
into the joint “performing text” of the orchestra musicians.

Key words: gesture, sign, symbol, semiotics, conducting gesture,
conducting language, conductor.

Mypsa Ceimaana Anamoaiiena, cmapwuil eukaiaday Kagedpu
HapooHux iHcmpymernmie O0ecbKoi HAUIOHAAbHOI MY3U4HOI akademii imeHi
A. B. Hexcoanoeoi.

Jlupueenmcokuii scecm sk 00°ekm cemiomu4Ho20 anaizy

Mema pobomu. Y cmammi 00caioxncyomscs nepedymogu ma Mexaizm
nepemeopents:  JiceCmy-3HaKy Ha — Jicecm-o0paz  y  OUPUeeHMCbKOMY
mucmeuymei. Memodoaoeia docaidxcenns. Y cmammi 8UKOPUCTOBYHOMbCS
KOMNApamueHull, eCmemuro-KyabmypoaoiuHuil, My3uKo3HaeHuLl Memoou @ ix
ednocmi. Haykoea Hoeuzna cmammi 6upaxicacmocs y 8UAGACHHI CeMIiON02IMHUX
acnekmie QupueeHmcbK020 Jcecmy y cneyudhiyi My3uuHo-mMo8HUX napamempis.
Mosa dupueysanns pozeasioaemvcs 3 MOUKU 30py AHAAIZY 11020 0OUHUYT —
3HAKA-dicecmy — Ha 0CHOGI EOHOCMI IHMePNnPeMamueHUxX NPUHUUNIE MY3UHHO20
sukoHaecmea i cemionoeii. Bucnoexu. Jlupueenmcvke mucmeymeo, 5K
CAMOCMILIHUL 8UO MY3UUH020 BUKOHABCMBA, 8MINIE 6 IHMePNPemayiliHomy
npoueci Hauguuy CMyniHb y3aedibHeHHs, AOCMPAcY8aHHs I CHPAMYBAHHSA
3 mamepianbHoeo 00 ideanrvHoeo. Iniyiauis €0unoeo ckaadnoeo npoyecy
MPAHCAAYIT  MY3UUHO20 CMUCAY UYIAUM KOAEKMUBOM IHMepnpemamopie-
IHCmMpYyMeHmanicmie i3 Memor pe3yAbmyH4oi <«HOGOI IHmepnpemayii»
sumazae cneyugiunux 3acobie KoMyHikayii 3 OCMAHHIMU, WO NPU3B00UMb
00 cmeopeHHs cneuupiuHoi, ase YHIeepcaabHo 3pO3yMinol opKecmpaHmam
Mogu dupueyeanns. upuceHmcvKi jHcecmu, CUMBOAI3YI04U MeMOP080-368YK08i
obpasu 6 ix Ounamiyi, 8 XpPOHOMONIYHOMY NPOYECi CMAHOBACHHS MY3UUHOI



44 ISSN 2524—0447. My3uune mucmeuymeo i Kyavmypa. 2019. Bunyck 29 knuea 1

dymKu, idei nepemeoproms MexXHiuHI 3HAKU-3aC00U OUPULeHMCbKOI MeXHIKU
HA BUKOHABCOKUL OUPUSEHMCbKULL MeKcm Mmeopy, a Ncecmu-3HaKu — Ha
acecmu-o6pazu. Cneyugiky mym cmaHo8ums MOPUHHICMb 36YKOYMBOPEHHS
i BedeHHs1 368VKY, SAKI OupueeHm HopmMye onocepedKo8aHo, 8UKOPUCMOBYIOUU
npogheciiiny cecmogy mosy. Ilpu uyvomy inmepnpemamuena (ideayitina)
i mexnonoeiuHa (mamepianizoeana é My3u4HOMY IHCIIPYMEHMANI3MI) CHOPOHU
BUKOHAHHA  BUX00AMb i3  OUPUSEHMCLKUX YCMAHOBOK, HANPAGAAIOMbCs
i Kopeeytombcsi HUMU, BUPOOASAIOMU BAACHY MEXHON02I0 <«38YHAHHS» DYK,
81acHy mogy oupueysanns. Came Ha Maxitl 0CHOBI 30ilICHIOEMbCA «<NePeKnac»
KOMNO3UMOPCbKOi MOGU Napmumypu Ha OUPUSECHMCHKY MO8Y Jcecmis
i 3H08Y — HQ CNINbHUU «GUKOHABCOKUU MEKCH» MY3UKAHMIE OpKecmpy.

Karouoei caoea: scecm, 3Hak, cumeon, cemiomuxu, OUPUSEHMCbKULL
Jcecm, mMoea OupuyeauHs, OupueeHm.

Mypza Ceemaana Anamoavesna, cmapuiuii npenodasamenv Kagheopvl
HapooHvix uncmpymenmoe O0eccKoli HaUUOHAAbHOU MY3bIKAAbHOU aKademuu
umernu A. B. Heaxcoanoeoll.

Jupuoicepckuii scecm Kax 066eKm ceMuOmMu4ecKo20 anaiusa

Ileav pabomwvr. B cmamve uccaedyromess npeonocolaKu U MexaHusm
npespaujeHus. JHcecma-3HaKa 6 xHcecm-oopaz 6 OupulICepCKom UCKyccmee.
Memodoaozus uccaedosanus. B cmamoe ucnoav3yrmes KomMnapamueHbli,
ICMEMUKO-KYAbMYPON0UMECKUTl, MY3bIKogeduecKuil memoodsl 6 ux eOuH-
cmee. Hayunas HOBU3HA cMambl 8bipadiCaemcs 6 Gbl6AeHUU ceMuoou4e-
CKUX acnekmos OupuicepcKo20 Hcecma 6 Cneyuguke My3viKaibHO-SA3bIK0GbIX
napamempog. S3biKk OUPUNICUPOBAHUS PACCMAMPUBACMCS C MOYKU 3DeHUs!
aHanuza e2o0 eOUHUUbl — 3HAKA-Jcecma — Ha OCHO8e eJUHCMEa UHmepnpe-
MAMUBHbIX NPUHUUNOE MY3bIKAAbHO20 UCHOAHUMENbCMEA U CeMUOAOSUU.
Boteooot. Jlupusicepckoe uckyccmeo, Kax camocmosimenvHuili 6ud My3bl-
KAAbHO20 UCHOAHUMENbCMEA, B0NAOWAeM 8 UHMEPHPemayUOHHOM Npoyec-
ce HausviCuLylo cmenens 0000ueHus, abcmpazupo8anus U HAnpaeAeHus om
mamepuanvHo2o K udeanvHomy. HMuuyuayus eOuHo2o CA0NCHO20 npoyecca
MPAHCAAYUU MY3bIKAABHO0 CMBICAA UEAbIM KOANeKMUBOM UHMePnpemamo-
DPOB-UHCMPYMEHMANUCIO8 6 UeasX Pe3yAbMUpYrueli «Ho8ol UHmMepnpema-
yuu» mpebyem cneyu@uueckux cpeocme KOMMYHUKAUUU ¢ NOCACOHUMU, YMO
npueooum K co30aHur cneyuuuecKoeo, Ho YHUBEPCANbHO NOHAMHO20 OpKe-
cmpanmam a3vika Oupuxcuposanus. Jdupuicepckue jcecmol, CUMEOAUZUPYS
memopo8o-38yK06bie 00pazbl 6 UX OUHAMUKE, 8 XPOHOMONUHECKOM Npouecce
CMAHOBACHUs MY3bIKAALHOU MbICAU, UOeU NPespaujarm mexHu4ecKue 3Hd-
Ku-cpeocmea Oupudicepckoil MexHUKU 6 UCNOAHUMEAbCKUL OUPUNCepCKuUll
meKkcm Npou3sedeHus, a Hcecmvl-3HAKU — 6 Jicecmbl-o0pasvl. Cheyupuxy
3decb cocmaensem 6MOPUHHOCMb 38VK000PA308AHUS U 36YK0BeOeHUsl, KO-
mopble dupudicep Gopmupyem 0nocpedo8aHHO, UCHOAL3YS NPOPeCCUOHANb-
Holtl ocecmogolii a3vik. Ilpu smom unmepnpemamuenas (UO0eayUoHHAs)
U mexHonoeu4eckas (08eu,ecmeneHHas 6 My3vlKaAbHOM UHCIMPYMeHmanusme)
CMOPOHbI UCNOAHEHUS UCX00SM U3 OUPUICEPCKUX YCMAHOBOK, HANPAGASIOMCS
U KOppe2upylomesi umu, eblpabamviéasi COOCMEECHHYH) MEXHOA02UK) <«38YHa-
HUs»> pYK, COOCMBEeHHbLU 36K Oupudicuposanusi. Mmenno Ha makoi ocHoge
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OCYUecmensiemcs «nepegod» KOMNO3UMOPCKO20 SA3bIKA NAPMUmMypsl HA Ou-
PUINCEPCKULL SA3bIK JHCECMOE8 U CHOBA — HA COBMECHHbIL <«UCNOAHUMEAbCKULL
meKcm» My3blKaHmMo8 OpKecmpa.

Karouesvte caosa: dcecm, 3HAK, CUMBOA, CEMUOMUKA, OUPUICEPCKUL
Jcecm, A3bIK OUPUICUPOBAHUS, dupudicep.

Relevance of the topic of work. Orchestral conducting, as
a special kind of performing art (with its own technique and
technology, as well as interpretative aspects), finally formed only
in the XIX century, when, in European music, first of all, opera art
did not just build up, but revolutionized its position (with the need
to control the entire complex opera “machine” — singers, choir,
orchestra); secondly, when instrumental creativity in its collective
forms tested by practice not only strengthened in its autonomy, but
more actively demonstrated its own, non-verbal means of expressing
a “pure” idea, first of all, in a symphony — as the highest level of the
musical hierarchy, in confirmation of that the instrumental culture
itself is music as such; thirdly, when the complication of the opera
and orchestral (symphonic, chamber, wind) musical language and
texture required a single coordinating metro-rhythmic, cognitive,
emotional and volitional center; and finally, fourthly, what is very
important, when a new type of professional musical activity — solo
concert performance — was being approved and, at the same time,
a new type of interpretive musician appeared — an artist of other
compositions.

Of course, the prerequisites for a “paradoxical” conducting
profession (in which the complex of performing activities do
not include the direct processes of sound production and sound
studies), together with its technical and technological parameters,
in particular, conducting gestures — have evolved over the centuries
in the temple choral tradition. However, from a simple control-
correction of modal and intonational, chronotopic, ensemble-
textured, dynamic elements of music, a specific performing art
of interpretation (albeit not yet formulated terminologically) has
grown. In this format, conducting began to form only in the
XIX century. This process almost coincided with the development
of interpretation as an independent art, demonstrating the degree
of generalization that was incompatible with other interpretative
arts, a kind of “ideal” vector of the latter. All this implies the
existence of a special interpretation process that is understandable
to the participants, effective for achieving the goal of generalizing
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meanings, a conditional language (conducting gestures), it means
—a system of signs and symbols of the communicative performing
process (in relation to both the orchestra / orchestra performers,
and the listeners), aimed at achieving interpretative tasks.

Having gone the way from its formation from the second half of
the XIX century to the status of one of the most important areas of
musicology and the theory of performance of the XX century, the
theory of musical interpretation studies the variety of performing
schools, aesthetic principles, language and style parameters in
combination with the highest achievements of performing techniques
and technology. Therefore, since the last third of the XX century,
the theory of musical interpretation has been in one way or another
in contact with a developing science — semiology, the principles and
methods of which allow a deeper analysis of the communicative
aspects of the musical (non-verbal, first of all) message (musical
thought) of the performer — the listener, and in our case, the
conductor - to the collective of performers and, through them, to
the listener. The semiotic aspect here is enhanced by the gestural
nature of conductor communication, one of the “closest to nature
semiotics of a man” [4, p. 178]. Thus, the problems of this work are
an actual direction of musicological thought. The aim of the work is
to investigate the prerequisites and the mechanism of transformation
of a gesture-sign into a gesture-image in the conducting art.

Presenting the main material. Gesture and facial expressions
(which have become the main technical means of conducting)
are defined by scientists as the most natural semiotic signs of a
person due to their belonging, as an “effectively figurative filling”,
to such “languages of mankind as ritual, dance, acting” [4, p. 178].
G. Kreidlin, following A. Kendon, indicates that the word “gesture”
was used to denote “the correct non-verbal (bodily) behavior of the
speaker during the speech, that is, how the speaker should use
the capabilities of his body to influence listeners” [2, p. 34]. With
the exception of the composition of the necessary specific musical
parameters (musical chronotope, articulatory and stroke, timbre,
dynamic, relief and textural indicators), this definition also reflects
the conductor’s specifics, especially in terms of “impact”. All this,
of course, implies specific significant movements (gestures) of the
hands, body and face — that is, in fact, all that relates to the term
“gesture”.

There are a number of parallels between the sign language and
other types of languages (for example, verbal). The deep processes
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of human activity as a whole, obviously, have some common root
associated with the cognitive processes of this activity on an intuitive
level, when the body “picks up” and “calculates” the forms of
movements, their strength, tension, direction, etc. All of them are
associated with recognizable sign systems of information transfer —
emotional, concrete, technical, professional, etc., which provides
the possibility of variant multiplicity of individual interpretations
while maintaining some universal sign parameters of information
(in our case, music — strokes, dynamics, combination of textured
lines, timbres, sound quality, metro-rhythmic figures, directional
movement, etc., reflected in the conductor’s gesture). Given the
currently developed system of conducting education, methodology,
and performance traditions, conductors use individualized forms
of performing movements, the “conducting language” that arose
under the intuitive influence of instrumental forms of movement,
every day, etc. For example, the imitating gesture of E. Svetlanov,
imitating vibrato strings in his left hand, is well known to fans. By
the way, in the late 1990s, Svetlanov, speaking to students and
teachers of the Odessa Conservatory during his tour, said that he
never selects conducting gestures on purpose, in front of a mirror,
that they are born directly in the process of interpretation, work
with the orchestra. Although, no doubt, he possessed a brilliant
conducting technique after training in the class of opera and
symphonic conducting of A. V. Gauk at the Moscow Conservatory.

Such a position (according to G. Kreidlin) can testify to the
common deep (subconscious) root of various languages in humans
(as well as the syncretism of folk art):

— the translation of meanings can be expressed: only with
gestures (for example, a finger pressed to the lips means a gesture
of silence, which sometimes the conductors also use, making the
orchestra somewhat exaggerated that the level of dynamic volume
should be minimal); only with words (in life it’s quite rare, used
only in moments of officialdom; in the conducting work this way
of communication is not encouraged, but in a concert situation
it is simply impossible) or by combining both, their mutual
accompaniment and complement (this is the most common way of
communication, in which emphasis is enhanced, the significance
of meaning, the desire to necessarily achieve a result; the conductor
uses this method in the rehearsal process);

—gestural behavior of people (as well as other language systems)
is generally subject to changes in accordance with changing
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sociocultural conditions, traditions, customs, situations, era,
national characteristics, etc. It is worth noting that the conducting
technique also undergoes changes in general due to changing
epochal, musical and linguistic, genre and stylistic, individual-
style aspects (for example, conducting the representatives of the
romantic school, according to the descriptions, was distinguished by
great expression, visible effect, and range of movements — concert;
the famous Leningrad school of the XX century in the person of
E. Mravinsky — conciseness and, at the same time, philosophical
depth of reading);

— gestures are mainly symbolic signs, making up the “lexicon”
of body language. Conducting gestures, symbolizing timbre and
sound images in their dynamics, in the chronotopic process of the
formation of musical thought, ideas, turn technical signs-means
into a conducting text;

— many gestures of body language can be translated into
another language (verbal, for example), while the problems of
such translation correspond to similar ones, for example, when
translating from one verbal national language to another. It is on
this basis that “composer’s language” of the score is translated into
the conductor sign language and again — into the joint “performing
text” of the orchestra musicians.

The gesture itself is not yet a unit of communication; it becomes
such only when it is endowed with a “common” meaning for the
parties of communication, that is, understandable to deciphering
such a sign by the plan of expression and the plan of content.
F. Nietzsche points out that “language is formed through the
closest and most ordinary unity of a special kind of symbolic facial
expressions and sound” [3, p. 239]. And although in life the unit
of gestural representation and the unit of verbal meaning, although
closely related, are (to a certain extent) mutually impenetrable,
then in conducting art the gesture and musical sound (in all its
forms, from technology to concept) are synthesized in a specific
way, initiating birth of the conductor’s text score. In this sense,
the conductor’s gesture has the value of that “primitiveness”,
communicative immediacy, “pure meaning” that the verbum-
sign does not possess (except for its use in poetry and literature).
The latter “socialized communication, things and people, making
them a “commodity”, introducing them into a complex socio-
economic circulation and introducing them into a complex system
of ideological and mythological relations” [6, p. 3]. We consider
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the “language of conducting” from the point of view of analyzing
its unit — the conducting gesture, which, due to the “extremeness”
of music as semiotics — according to the “richness and diversity
of the content that it is able to express” (N. Mechkovskaya
[4, p. 339]) — differs from gestures of the human body in general.
It differs (except for a special sign — “grid”, diagrams, aufacts,
methods of removal, fermata, strokes) with unprecedented depth,
power of “sound” and, at the same time, fine detail with infinite
details of feelings, penetrating psychophysiological force (including
impact on deep subconscious spheres).

The conducting language, having a simple (compared to
instrumental or vocal) technique, characterizes (compared to
other semiotics) a high level of formal (structural) complexity — the
diversity and grouping of the original sounds and ways of organizing
them, the number of hierarchically interconnected levels of the
score, conceptualization of meanings on all levels of musical form
(motives, phrases, periods, sections of the form) of the whole space
of orchestral texture (vertical, horizontal, depth).

One of the most mysterious performing arts — the conducting
— like the others must undoubtedly have the integrity of the art
technique, manifested in the organic “interconnection of gesture
and intonation generated by a single emotion” [5, p. 151]. Only
such an approach provides the desired artistic result, captures both
the orchestra and the listener. In contrast to the instrumentalist
performer, the conductor’s gestures are symbolic. That means that
they appear as “signs endowed with all the organicity of the myth
and the inexhaustible polysemy of the image” [1, p. 156]. Perhaps
in its most “pure” form this can be observed in the symphony
“I Hear ... Silence” by S. Gubaidullina, when the culmination
of the sounding music is silence, filled with the conductor’s
rhythmic, articulated intonation — the conductor’s gesture-symbol.
The “structure of the symbol itself is aimed at immersing each
particular phenomenon in the element of the “initial” being and
giving through this phenomenon a holistic image of the world.

Here lies the affinity between symbol and myth; a symbol is a
myth, “removed” (in the Hegelian sense) by cultural development,
deduced from identity with itself and realized in its discrepancy
with its own meaning” [1, p. 156].

The artistic language of conducting is multidimensionality,
creating a rhythmic polyphony of timing, pulsation, imitation of
timbres and dominating all of this cantilena, inescapable, if not
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endless, which is the secret of plasticity and bodily organization
of the conductor-performer. Mastering the gestures of figurative
expressiveness directly depends on the degree of the conductor’s
creative imagination and imaginative thinking, so the development
process cannot fit into certain time frames, it can continue
throughout the period of the conductor’s creative activity.

Conclusions. The process of forming conducting art as an
independent type of musical performance coincided with the
development of solo concert art and interpretation theory,
embodying in the interpretation process itself the highest (so far,
in any case) degree of generalization, abstraction and direction
from material to ideal. The initiation of a single (not just total)
complex process of transmitting musical meaning by a whole team
of instrumentalist interpreters for the purpose of the resulting “new
interpretation” requires specific means of communication with
the latter. This leads to the creation of a specific, but universally
understandable language for conductors.

Conducting gestures, symbolizing the timbre and sound images
in their dynamics, in the chronotopic process of musical thought
and ideas formation, turn the technical signs-means of conducting
technology into the performing conductor’s composition text,
and the gestures-signs into gestures-images. The specificity here
is the secondary nature of sound production and sound science,
which the conductor forms indirectly using professional sign
language. At the same time, the interpretative (ideational) and
technological (embodied in musical instrumentalism) aspects of
the performance come from the conductors; they are directed and
corrected by them, developing their own technology of “sounding”
the hands, their own language of conducting. It is on this basis that
“composer’s language” of the score is translated into the conductor
sign language and again — into the joint “performing text” of the
orchestra musicians.
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