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THE INTERPRETATION PHENOMENON IN A MIRROR OF A
MUSICOLOGICAL DISCOURSE.

Avrticle purpose — to disclose the content and value of a musicological contribution to the theory of interpretation as
cross-disciplinary area of humanitarian knowledge, to reveal interdependence of textual criticism and an interpretology, to prove
relevance and problem latitude of personal-style approach to the phenomenon of performing interpretation. The methodology of
work allows to combine philosophical and hermeneutical, textual and musicological foreshortenings of a research, to allocate the
musical-performing side of an interpretologycal problems. The scientific novelty of article is caused by disclosure of the specific
musicological sides of the problem of interpretation in its current theoretical state, methodical value musical-performing style
interpretation process studying as fundamental in creation of art and expressive system of music at different stages of historical
existence and structural-semantic levels. Conclusions. It is proved that the phenomenon of interpretation has especially relief and
complete expression in musical art thanks to his prevailing performing nature and oral-semiotics levers. The value of musical
interpretation reveals as deep-psychological process which is directed to activization and an explication of positive aesthetic
factors of human consciousness involves archetypic sensual states, provides creative style opportunities of process of
understanding in his broad life-giving and specific musical and expressive mission.

Keywords: interpretation, musicological interpretology, understanding, musical art, musical-performing interpretation,
personal-style approach, oral-semiotics musical means.

€3epcoka  Tanna Ceamocnasisna, 3000y6au xagedpu icmopii myzuxu ma mysuunoi emuoepagii  OHMA im. A.
B. Hexcoanosoi

SBuine iHTepnperanii y 13epkaJjii My3MKO3HaABYOr0 AMCKYpCY

Mera crarTi — PO3KPUTH 3MICT Ta 3HAUEHHS] MY3HMKO3HABUOTO BHECKY JIO Teopii iHTeprpeTanii SK MiXIUCIUIITIHAPHOT
ramys3i TYMaHITapHOTO 3HAHHS, BUSBUTH B3a€MO3YMOBIICHICTH TEKCTOJIOTii Ta IHTEPIIPETOJIOTii, TOBECTH aKTyaJbHICTh Ta
po0JIeMHy IIHPOTY OCOOHCTICHO-CTHIBOBOTO MIXOMy N0 SBHINAa BUKOHABCHKOI iHTeprmperarii. MeTogoJ10riss poOOTH T03BOIISIE
MoeHyBaT  (PiocoPChKO-TePMEHEBTHYHNHN, TEKCTONOTIYHMA Ta MY3WKO3HABUMH paKypcH JOCIIJUKEHHS, BHOKPEMIIIOBATH
My3UYHO-BUKOHABCHKMH OiK IHTepHpeToNoriyHoi mpoOnemarnku. HaykoBa HOBH3HA CTaTTi  3YMOBJIEHA PO3KPUTTAM
cnenudiyHUX MY3MKO3HaBYMX CTOPiH MpoOieMu iHTepmperalii B ii CydacHOMy TEOpETHYHOMY CTaHi, METOIMYHOTO 3HAYECHHS
MY3WYHO-BUKOHABCHKOTO CTHJIHOBOTO BHMBYEHHS IIPOIECY IHTEpPIpeTallii SK 3acaJHUYOr0 Yy CTBOPEHHI XyHOXXHHO-BHPAa30BOi
CHUCTEMU MY3MKH Ha PI3HHX CTaJisiX ICTOPUYHOTO ICHYBAaHHS Ta CTPYKTYPHO-CEMAaHTHYHUX PiBHAX. BucHOBKM. [I0BOAMTHCS, 110
(deHOMEH iHTEepHpeTalii Mae 0COOIHBO pebedHE Ta IUTICHE BUPAKCHHS B MY3MYHOMY MHCTEITBI 3aBISKH HOTO MEpeBakarodiii
BUKOHABCBKiil PUPOJIl Ta YCHO-CEMIOTHYHUM 3aco0aM JisHHs. PO3KpUBAETHCS 3HAUSHHSI My3MYHOI iHTEpIIpeTanii sIKk MOUHHO-
MICUXOJIOTIYHOTO MPOIIECY, SKWH CKEPOBAaHHMU IO AKTHBI3aIlil Ta EKCIUTKAIli MO3UTHBHUX CCTCTHYHMX YHHHUKIB JIFOICHKOT
CBIJZIOMOCTI, 3aJiF0€ apXETUIIOBI YyTTEBI CTaHH, 1110 3a0€3MeYyI0Th KpeaTHBHI CTHILOBI MOXIIMBOCTI IIPOLIECY PO3YMIHHS B HOToO
IIAPOKOMY KHUTTETBOPYOMY Ta crenn(pidyHOMY My3UYHO-BHPa30BOMY IPU3HAYCHHI.

KoarouoBi cioBa: iHTepmperaris, My3WKO3HaBYa IHTEPIIPETOJNIOTIS, PO3YMIHHS, MY3WYHE MHCTELTBO, MY3WYHO-
BHUKOHABChKa IHTEpIIpETallisl, 0COOMCTICHO-CTHIIbOBHUH ITiIXiJ, YCHO-CEMIOTHYHI My3U4Hi 3ac00H.

E3zepckasa Anna Ceamocnagogna., couckamenb Kapeopvl uCmopuu My3viku u My3vikanibHot smuozpaguu OHMA umenu
A. B. Hesicoanoegoii.

SIBeHHe HHTePNPeTALMH B 3epKaJjie My3bIKOBeI4YeCKOIo JUCKypca.

He.]'[b CTaTb — PACKPBITh COACPKAHUC W 3HAYCHHUE MY3BIKOBEIYECKOTO BKJIaZa B TCOPUIO HHTCPIIPETALIMU KakK
MEXKIUCITUITTIMHAPHY IO o0macTh TYMaHUTApHOI'0 3HAaHUWs, BBIABUTDH BBaI/IMOO6yCHOBHeHHOCTB TEKCTOJIOTUU U UHTCPIIPETOJIOTHH,
JI0Ka3aTh aKTyaJIbHOCTH U npo6neMHy}o IMUPOTY JTAYHOCTHO-CTHUIIEBOTO IMOAXOAa K ABJICHUIO HUCTIOTHHUTEILCKOM HWHTECPIIPETALINHN.
MeTtonoJiorusi paboTHI TO3BOJISET COYETaTh (HHIIOCO(PCKO-TEPMEHEBTHUECKUH, TEKCTOJIOTHYECKUI B MYy3BIKOBEAUECKUI PaKypChl
HCCIICIOBAHNS, BBIACIATh MY3BIKaJIbHO-HCIIONHUTENCKYI0 CTOPOHY WHTEPIPETONOTHIecKkoi mpobinemarnkn. Hayuynas HoOBH3HA
CTaThbd OOYCIIOBJIEHA PAaCKPHITHEM CHEHU(PUUECKHX MY3BIKOBEJUECKHX CTOPOH IPOOJIEMBI MHTEPIPETALH B €€ COBPEMEHHOM
TEOPETHUYECKOM COCTOSHUM, METOAMYECKOTO 3HAUEHHsS MY3bIKAJIbHO-HCIOIHUTENBCKOTO CTUIEBOTO H3yudeHHe Mpolecca
HHTEpIpeTallii KaK OCHOBOIIOJIATAIOLIETO B CO3JAaHUM XYyNOXKECTBEHHO-BBIPA3UTEIILHOM CHCTEMBI MY3BIKM Ha Pa3HBIX CTaIHSIX
HUCTOPUYECKOTO CYIIECTBOBAaHMUS W CTPYKTypHO-CEMAaHTHYECKMX ypOBHiX. BbiBoabl. JlokasbiBaercs, uTo (eHoMeH
MHTEPIIPETallu HMMEET OCOOCHHO penbeHOE M IEJIOCTHOC BBIPRKEHHE B MY3BIKAJILHOM HCKYCCTBE Onarojapsi €ro
npeodagaronied UCTOTHUTEILCKOW TPUPOJE W YCTHO-CEMHOTHYECKHM CPEICTBAaM BO3ICHCTBUSA. PackpbiBaeTcs 3HauCHUE
MY3bIKaJIbBHOW MHTEPIPETANN KaK NTyOMHHO-TICHXOJIOTHYECKOTO MPOIiecca, KOTOPBIN HANPAaBICH K aKTHBU3AINU U SKCIUTMKAIUT
MOJIOKHUTENBHBIX 3CTETHYECKUX (DAaKTOPOB YEIOBEUECKOTO CO3HAHMS, 3aACHCTBYET ApXETUINHMYECKHUEC YyBCTBCHHBIE COCTOSHMS,
oOecrieunBaeT KpeaTuBHbBIE CTHIIEBBIC BOSMOXKHOCTH TPOIiecca MOHUMAHKS B €r0 IHPOKOM KU3HETBOPUECKOM U CHELU(PHUIECKOM
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MY3BIKaJIbHO-BBIPA3UTEIEHOM IpeAHA3HAUYCHHH.
KioueBble cjioBa: HMHTEpIpETaIus, MY3bIKOBEIYECKass HHTEPIPETOJIOTHS, IOHWMAHHE, MY3BIKaJbHOE HCKYCCTBO,
MY3BIKaJIbHO-UCTIOTHATENECKAS HHTEPIIPETAIIHS, TMYHOCTHO-CTHIICBOH ITOIX0], YCTHO-CEMHOTHYECKHE MYy3BIKaJIbHBIE CPECTBA.

The urgency of the topic and the problematic issue of this article is due to the fact
that interpretation as an adaptive creative mechanism of human consciousness should be
studied in the context of general issues of sense-making and understanding, and obtain the
appropriate breadth of the theoretical definition. First of all, it turns out that in the usual
interpretation there is a proper purpose, due to its direct existential functions; it is non-
deliberate, not intentional, that is, not specialized. Such an interpretation serves as a
preconception, that is, exists in the text, may not become a text — not displayed outward, to a
certain sign form. Such an interpretation is dissolved in the meaning, not distinguished from
it, remains in the implicit state (so to speak, "nap™ in the sense). Understanding focused on
co-Creation as a co-presence in existence, can be implemented in the implicit psychological
way, as the formation of certain ideas, intellectual powers, ways of experiencing. The literal
creative expression of the process of understanding with its symbolic certainty and fixation
allows us to judge the explicit possibilities of interpretation and artifact manifestations of
human activity. Such expressions include ways to create text in music, such as writing,
composing, and oral, performances, and their correlation proves that the composite
conditions of musical art come from its genre-content structuring and provide a
conglomerate of written expressive musical means. They are at the composer's disposal, are
regulated not only by the requirements of musical textology, but also by the needs of
individual creativity, that is, they embody author's semantic intentions, while remaining a
part of a constant professional musical creation tradition. Performing art reasonably opens its
own priorities and language canons, proceeding from the specific sound organization of the
musical text as an auditory, loud and tangible, phenomenon, approves the verbal-semiotic
system of expressive means that most contributes to the allocation of music to stylistic
properties.

Thus any interpretation, such as what happens after the text (that is, the performance
of already composed, existing composer's text), limits the possibilities of the creative
process, is selective. This is also the piano-performing part, as a continuation, reproduction
and evaluation of the restructuring of the result of the composer's interpretation. After all, the

pianist always depends on the genre form, which became the subject of the composer's



interpretation, although he possesses a high degree of stylistic freedom, and the only one can
fulfill the stylistic expectations of the composer, to publish in his sound his artistic and
stylistic outlook. If in the compositional interpretation the stylistic content is only foreseen, it
Is conditionally projected, and in the performance is reproduced in certain limits, established
by the personal intellectual interests of the musician, then all the possible semantic volume
of the musical and creative process, such that is equal to the full understanding, able to
represent, characterize in their own discursive forms musicological interpretation that
combines the genre and the stylistic dimensions of a musical composition reveals its
intentional plans and actualized aspects.

Therefore, the musicology interpretation is intended to restore the intentional
possibilities of the musical-performing process, and its involvement in the theoretical
provision of performing art contributes to the strengthening of the autonomous semantic
position of the latter. Examples of a successful and theoretically productive approach to the
phenomenon of interpretation are found in those works, which, firstly, involve a
philosophical and aesthetic approach and enhance its development of hermeneutic
terminology (Gurenko E. [2], Zelenina N. [4], Korichalova N. [ 5]), are based on in-depth
professional and methodological performance experiments (Malinkovskaya A. [6],
Moskalenko V. [8], Polusmiak O. [10]); linguistic approach of V. Demyankov is allocated as
a special system structurization ([3]).

The purpose of the article is to reveal the content and significance of musicological
contribution to the theory of interpretation of the interdisciplinary field of humanitarian
knowledge, to discover the interdependence of textology and interpretation, to prove the
urgency and problem breadth of the individually-stylistic approach to the phenomenon of
performing interpretation.

Main contents of the research paper. Limitedness and freedom become an
antinomial basis and composing and performing interpretations — and this relates to their
textual certainty, fixedness, thus with a different semantic level.

Internal and external aspects of interpretation as levels of self-expression and self-
affirmation, self-realization of a person in the work can be positioned as two similar aspects
of the creative process. Understanding is the preliminary material and the basis of
interpretation, with psychological indicators of satisfaction from the integrity of experience

and unity with reality; the peace achieved through the sense of completeness of this unity.



A sensational indicator of interpretation as an effective creative process is the
elevation of feelings, the active positive transformation of consciousness. This state should
be called ethical and aesthetical, because it contains signs of excellence in intellectual as well
as in sensual plans. It can also be considered a common stylistic indicator of piano-
performing interpretation, the expression of which is most favored by motor-dynamic
stylistic complexes, directly expressed by the game's beginning of music, which is solidaried
with ideas of musical and technological skills and contributes to the separation of virtuosity
as a factor in musical act. The interpretation after the text enters a zone of new dependence —
from the nature and purpose of the text, which determines its form. Conscious minimization
of interpretation (the actual "absence" of interpretation as a creative transformation of the
text) is also one of its forms, which is actualized in cases of relation to the text as
unconditional authority, including, in the case of access to urtext, that is, to the original
author's version of the text, cleared from later edits. Also possible are the equations on the
standard samples of the performance interpretation of the musical text (ideal interpretation
models). Thus in all its manifestations, the interpretation remains a dialogical process that
can provide the entire typological range of dialogue as questionable interaction, starting with
agreement and disagreement, reaching the "dialogue of the deaf" and "as a default".

The semantic contents of the performing, in particular, the piano, interpretation also
includes the monodialogic form, which precedes the formation of a specific musical oral
text, that is, it precedes self-expression, self-realization of the performer as a creative
personality with his own style ideas; it does not deny the presence of an interpretation as a
diamonolog, which is necessary when referring to the completed text, that is, after the text,
perceives as an artefact of the concept of the composer, confirms the importance of the
written part of musical semioology.

Particular attention deserves attention to the interaction of interpretation and thinking,
since the domination of a certain aspect of the thinking process, the choice of logical means
— a kind of logical solution depends on the type and direction of interpretation from its
subject orientation. The interpreter exists in the imaginary space (time space) between the
tasks of communication and the needs of thinking, able to choose the ways of their
interaction. In choosing the interpreter of the ways of expression (in one or another sign
form), system traits of thinking are always reflected, which is an indispensable component of

the creative expression of human thought. This aspect of interpretation leads to its



concretization and specification, provides for the division of forms of interpretation
depending on the profession, spheres of activity, tools of activity, social engagement,
orientation on genre and compositional structures etc.

Musical-performing interpretation as an understanding, that is, at the stage of
readiness for the perception of the text, is not only inclusion in the communicative process,
participation in certain spheres and forms of life processes (life and professional activity),
but also the switching of dominant logical functions in the direction of reproduction of the
perceived material, that is, transforming the cognitive areas of consciousness in accordance
with the perceived act. At present, the interpretation is associated with (congruent to)
personality, the ability of a person to communicate, realized in communication and develop
the ability to understand, reaches the general level of acquisition of life experience, can be
classified from the age-old side, from the national-ethnic (mental) side, psychologically —
from the side of the typology of personal consciousness, at the same time, assumes the
leading role of creative and professional interests and goals. Thus, there is a single
professional-personal (or personally-creative) orientation of the thought-interpretative
process, which has a common meaning for all varieties of musical and performing arts, but
acquires specific compositional and expressive meanings in each of them.

From all the abovementioned it becomes clear the system complexity and the very
concept of musical-performing, in particular, piano-performing interpretation. In addition to
the hermeneutical and psychological assessments already made, which deepen the study of
musicology, this specific, purely musicological subject, as a musical composition, also has
some complications in its definition. After all, the musical work is also an ambiguous,
complex dialogic phenomenon: reflects the experience of genre tradition — strives for
stylistic autonomy; belongs to the temporal type of art — in the textual dimension depends the
most on spatial factors; exists as an objective data, a cultural artifact — is completely
subjective in its content, its performance reproduction and perception; exists in a certain
historical time — creates an immanent conditional temporal world that is inseparable from
musical sound. In addition, the deployment of a musical work takes place in the unity of the
style of the trend, school — the individual style of the author, composer or performer,
depending on the type of text, written or oral, we meet in the first place in our aesthetic
assessments. An anonymous, somewhat paradoxical nature essentially distinguishes artistic

interpretation from the scientific one. However, such a study of musical-performing



interpretation remains fruitful, which not only includes it in the wider context of the musical
interpretation, but also involves an art-comprehension of the musical work, drawn attention
by V. Moskalenko [8] and I. Polusmiak [10]. The problems of defining analysis are difficult
to solve, not taking into account the creative and practical experience, so to speak, the living
empiricism of the existence of musical-performing interpretation, which means to coordinate
the phenomenon of interpretation and personality of the interpreter, to see in the latter the
source not only of individual text solutions, but also complete stylistic concepts.

In the most balanced, simultaneously dynamic presentation, the musical-performing
interpretation is presented by a thought process aimed at a unique stylistic representation of
the artistic concept contained in the text of the musical work and can be explicated along
with the new performance model of the given concept in the irreversible temporal verbal and
symbolic way. Thus, it involves a number of special abilities — the personal properties of the
interpreter, among which the profound and versatile contextual and intertextual perception of
the content of the text is leading; his-reflection, that is, the connection to the semantic
fulfillment of the attitude towards his own Self; possession of the communicative pragmatics
of the musical-creative process, starting with the original genre tasks and completing the
situation of communication with the listeners. In its completeness, the interpretation reaches
the level of effective semantically-actualized musical performance.

It should be noted that the correlation of the concepts of interpretation and
performance took place for the first time, as pointed out by N. Korichalov, in the late 60's of
the nineteenth century. [5]. Both terms are aimed at creative activity, but the implementation
was understood more often as its formal-external side, while the category of interpretation
led to meaningful-semantic. Indeed, the most creative and semantic aspect of performing art
— its interpretive style, that is, outside the personal performing interpretive decisions style
fulfilment — the presentation of music is not possible. Thus it is not the final stage of creation
— the reproduction of the musical plan, but only another step towards the completion of the
movement in the semantic circle that exists in the musical-communicative process as a
phenomenon of artistic communication. It is the achievement of the completeness and
integrity of the named circle, its final closure in the mind of the recipient and the cultural-
semantic resonance means achieving a level of musical performance — musical performance
as a fully self-sufficient sphere of artistic activity.

Therefore, in defining the notion of performing interpretation, the uniqueness of the



stylistic self-determination of the musician is emphasized, since it should correspond to the
verbal and semiotic uniqueness of each act of a musical event — perception, in contrast to the
constant of the written factors of the musical text. At the same time, at the level of the
musical-performing tradition, there are trends in typology and unique features of
interpretation, it is responsible for the generalization of those personal qualities of musical
performance, which can be considered ideal from two points of view: as the highest
achievements in musical emotional formation and translation of musical symbols; as the
invisible spiritual continuum of music, revealing its true artistic time. Suggestions of the
style typology of piano-performing interpretation should be based on the unity and
interrelation of the material part, the sound emblem of musical symbols and the hidden
spiritual meaning in it. Historical and chronological approach is a prerequisite for style
typology to the extent that it reveals the general context of interpretive activity. In the
problem area of our study it can be understand as the technological principles of musical
performance in accordance with the regularities of the formation of genre forms and stylistic
tendencies of composer's creativity, but also taking into account the aesthetic-semantic
peculiarities of certain cultural epochs, artistic national schools, the dominant image of a
person as "the hero of his time", public attitude towards the creative personality.
Interpretative style as an individually-semantic phenomenon is oriented to the level of
style of worldview (or philosophical style). The notion of the latter may be determined as a
categorical status in studies of musical-performing interpretation, since it is determined in
the existential real symbolic plan, organizes the representation of existing artistic
chronotopes, is socialized in a concrete historical institutional constitution, resonates with the
universal semantic attitudes of human activity. In the words of S. Averintsev, when referring
to the style of world perception "... an ontology is subject to analysis — but because it is
already experienced and directly rooted in the sense of life of an era; cosmology — but as a
plastic picture of the emotionally consumed universe; ethics — but to the degree in which it
gives vivid and expressive samples morally — that it should give" [1, 33]. Consequently, this
style phenomenon directly expresses the experience of the creative human presence in the
world in its two aspects — historical and personal, showing the inseparability of each other.
Thus, the style of world perception can be investigated as a metahistorical phenomenon,
which is directly related to the noetic modes of culture, and is therefore also inherent in its

various periods.



Relevance of this concept, tested by S. Averintsev, as well as the whole concept of the
author, is supported by the necessity of creating a "semantic portrait" of a person (or a model
of "semantic person™), which testifies to the necessary aspects of the historical human diary
In its two main types - in that formed in the ancient culture, and in that discovered and
transmitted to the European culture of the New Age of the Middle Ages. It is in connection
with the task of creating a three-dimensional universal semantic picture of the formation of
the human consciousness of Averintsev and introduces aesthetic-semantic oppositions — as
those that find the corresponding sign (including artistic) structures present in them. The
relations outlined by these opposition can be considered as dialogical in the context of the
theory of dialogue as a neo-ethical phenomenon. From this position, it is not difficult to
understand and to continue the Averintsev's definition of catharsis, due to the analysis of
"Hellenic ataraxis", "Christian hope" or "thirst for immortality" and the accompanying
psychosemantic epiphenomenes [1, 74-78, 69-70]. Interpretation of catharsis is carried out
by Averintsev in connection with the striving of a man for freedom. The boundary point of
catharsis appears, in his opinion, on the one hand — laughter (as salvation from fear), on the
other hand — suicide (as "massacre" with hope). The researcher leaves an unanswered
question, the freedom "for what" reaches a person in catharsis, which needs somehow the
concept suggested by him to be clarified. From our point of view, the freedom that is attained
in catharsis is freedom from the internal, and consequently from external constraints, the
removal of borders in the work of consciousness and in the ways of communication of a man
with the outside world. This removal of borders equally applies to spatial, and to temporal
coordinates; therefore, both inside and outside, for the person, the infinity of time and
boundlessness of the given to it is at the disposal of the spatial volume of the world that is
experienced as a feeling of immortality and is the true ultimate goal of musical performance
as an interpretive style phenomenon.

The scientific novelty of the article is due to the disclosure of specific musicological
aspects of the problem of interpretation in its current theoretical state, methodological and
analytical in particular the importance of musical and performing stylistic study of the
process of interpretation as the basis for creating an artistic and expressive system of music
at various stages of historical existence and structural and semantic levels. Conclusions. It is
proved that the phenomenon of interpretation has a particularly relief and integral expression

in musical art due to its prevailing performing nature and the verbal and semiotic means of



action. The significance of musical interpretation as a depth-psychological process, which is
aimed at activating and explicating of positive aesthetic factors of human consciousness,
reveals the significance of musical interpretation as archetypal sensory states that provide
creative style possibilities of the process of understanding in its wide creative life and

specific musical-expressive purpose.
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