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THE PERFORMANCE OF LI YUNDI IN THE ASPECT OF
STUDYING STYLISTIC TRENDS

Summary: This article analyzes the performance of Chi-
nese pianist Li Yundi, winner of the first prize at the XIV
International Fryderyk Chopin Piano Competition in War-
saw. The author examines the artistic style of the pianist's
interpretations based on the theoretical foundations of
performance style theory and the methodology for holis-
tic analysis of works and their interpretation, developed
by Russian musicologists. Until recently, the performance
of Chinese pianists, who occupy a significant place in
contemporary concert life worldwide, remained outside

Pianists from China hold a significant place in
modern concert life worldwide. Nevertheless, from
the perspective of studying the stylistic features of
their performing art, their work remains outside the
scope of examination. The majority of the literature
on Chinese pianists is devoted to biographical in-
formation and analysis of the performed repertoire.
Until the present time in musicology, the concept
of a "Chinese pianist" has denoted a certain stylis-
tically homogeneous phenomenon. However, it is
evident that the interpretations of Liu Shikun, Yin
Chengzong, Fou Ts'ong, Li Yundi, Wang Yuja, and
Lang Lang belong to different stylistic directions
of artistic practice.

Li Yundi's performing talent was duly recognised
by the jury of the XIV International Chopin Piano
Competition in Warsaw, one of the most challeng-
ing and prestigious musical competitions: the mu-
sician received the gold medal, becoming the first
Chinese performer in history to win this award.

Biographical information and a general charac-
terisation of the pianist's creative activity are ana-
lysed in the monograph by Li Yin and Yi Yunwen Li
Yundi's Piano: A Chinese Legend [6]. The authors
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the scope of interpretation. The bulk of the literature has
been devoted to biographical information and analysis
of the repertoire performed. It can be assumed that for a
long time, musicology considered this artistic phenome-
non to be homogeneous. The subject of this article is the
specifics of Li Yundi's performance art from the perspec-
tive of defining the style of interpretation.
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focused on studying the formative period of the
young musician. Descriptions of selected interpre-
tations of Chopin's works by the pianist are exam-
ined in the article and dissertation by Shi Yawen
[3], [4]. The subject of study in the present article
is the performing art of Li Yundi from the stand-
point of examining the stylistic features of his in-
terpretations.

Li Yundi was born in Chongqging in 1982 and at
the age of three began learning the accordion. When
he turned seven, the instrument was replaced with
the piano. From 1994, Li Yundi studied at the sec-
ondary school attached to the Sichuan Conservato-
ry in the class of Professor Dan Zhaoyi. During this
period, the young musician's experience of partic-
ipating in the International Igor Stravinsky Piano
Competition in the United States was particular-
ly successful; his performance of Liszt's Tarantella
earned high marks from the jury.

During his studies, Li Yundi mastered an exten-
sive repertoire. The teacher endeavoured to develop
the student'’s artistic potential and imagination to
the fullest, inspiring him by appealing to the desire
to realise his own individuality. The professor was

cautious in choosing programmes, rightly consid-
ering this matter extremely important for achiev-
ing high results. Li Yundi notes that the teacher
was strict even in daily work, demanding the high-
est attainable perfection of performance. Studying
in Dan Zhaoyi's class stimulated the development
of Li Yundi's musical talent and set the young pi-
anist on a search for the aesthetic foundations of
creating interpretations. The teacher noted impor-
tant qualities of his student's giftedness: “Interpre-
tation presupposes certain personal qualities, an
understanding of the composer's intent and an im-
agination that endows performance with inner ex-
periences. The combination of sensitive intuition
and intellect allows Li Yundi to create compelling
interpretations” [6, p. 46].

The fundamental principles of Dan Zhaoyi's meth-
odology proved close to the tenets of outstanding
teachers of the Russian system of training musi-
cians, namely the revelation of the unique creative
individuality of each student.

Since before participating in the competition Li
Yundi was insufficiently familiar with the style of
Chopin's music, the pianist faced the necessity of
a rapid and profound immersion in the compos-
er's oeuvre. To overcome these difficulties, he lis-
tened to and compared various recorded versions
by outstanding performers, studying the character-
istics of the form of the works, their melodic con-
tent and other means of expression. "l had never
studied Chopin's music and went to the competi-
tion. It was risky; in the course of my studies | had
played very few of his compositions. But my per-
ception of his works was intuitively very strong, and
| felt my potential” [6, pp. 71-72].

Li Yundi emphasises the importance of intuition
for a performer in creating an interpretation: "the
language of musical art is universal and the per-
former's intuition is capable of finding the shortest
paths to codes of different cultural origins” [6, p. 13].
The complexity of embodying a musical work, in Li
Yundi's view, lies in "vividly conveying the charm
of the music, just as the painting of Claude Monet
reflects the artist's impressions" [6, p. 292].

The Chopin Competition allowed Yundi to con-
centrate on the music of this composer. At that time
he thoroughly studied the composer's life and cre-
ative path. By analysing the history of personal ex-
periences and the context of the era, he grasped
the composer's artistic style and the characteristic
distinctiveness of each musical work. For the pianist

Fig. 1. Li Yundi

it was important to penetrate and attempt to com-
prehend Chopin's creative state during the period of
composing these works, since the composer's feel-
ings were embodied in his masterpieces [6, p. 73].

In performing art, the question of the perform-
er's fidelity to the composer's intent is one of the
principal factors determining the artistic value of
an interpretation. In matters of grasping style, Cho-
pin's oeuvre presents a complex phenomenon, it
"does not forgive" the performer the slightest in-
sincerity, excess, or unjustified emotional gestures.
The genuine depth of dramatic feelings in the mu-
sic of the Polish genius is combined with elevation
and elegance, presupposing the "highest simplici-
ty" of artistic embodiment.

From 1997 to 2000, Li Yundi intensively partic-
ipated in competitive events, performing at major
piano competitions in China and abroad. Li Yundi's
interpretations demonstrated a gradual mastery of
various musical styles, and his playing acquired a
balance of emotional-imagistic content and artistic
technique. Although Li Yundi was quite successful
with compositions of the Romantic era, he gradu-
ally developed as a musician engaging with music
of various epochs.

Li Yundi succeeds in creating new readings of
masterpieces; the pianist demonstrates an elusive
mutability of images in the process of performance.
In these sonic transformations the music seems to
be filled with vital force, coming alive in the con-
sciousness of listeners. When listening to works by
Chopin and Liszt in his interpretations, an illusion
of an elevated Romantic style is created. But what
lies behind the outward impressiveness and aristo-
cratism? His playing possesses recognisable traits:
the image of the "prince of the piano" with refined
sophistication evokes a composite Chopin-Liszt fig-
ure in modern settings. The pianist's performance
is characterised by extreme contrast: fragile mel-
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ancholic sincerity is suddenly replaced by energy
and strength of will. And yet, the romanticism of
his readings is imagined, for behind it one senses
a certain rational mechanism.

In the process of his work, Li Yundi strives to im-
merse himself deeply in the musical-poetic world
of compositions, seeking to achieve a perfect em-
bodiment. This brings his work on creating inter-
pretations closer to scholarly research, and the very
image of the performer closer to that of a schol-
ar verifying intuition through scientific postulates.

One may conclude that the stylistics of Li Yun-
di's performance is romantic, but it is a modern,
rational and precisely calibrated romanticism, in
which subjectivity is subordinated to balanced or-
derliness. Vivid dramatic surges of sensuality are
restrained by the intellectual will of the performer.

Li Yundi's interpretations may be attributed to the
direction of "classical academism" or "academicised
romanticism" [2]. Nevertheless, Li Yundi's readings
are not "the aestheticism of decorative beauty, out-
wardly attractive, at times producing an impression
of 'artful artificiality™ [2]. The combination of refined
sensuality with structural coherence and orderli-
ness is harmoniously balanced in his performance.

Undoubtedly, a special place in the performing
art of Li Yundi is accorded to the works of Chopin;
at present he has become the most authoritative
contemporary Chinese pianist performing the works
of the Polish genius. Li Yundi embodies a broad pal-
ette of images in Chopin's music, from the passion
and vital force of the Ballade in G minor Op. 23 No.
1 to the solemn heroic manliness of the polonais-
es. The sparkling crystalline purity of timbres in Li
Yundi's performance conveys to listeners sensations
of emotionally expressive romantic passion and si-
multaneously a strict, elevated unattainability. The
pianist has excellent command of agogics and ap-
plies tempo rubato with rich artistic imagination.
The performance of Chopin's works is characterised
by rhythmic elasticity and natural tempi, demon-
strating Li Yundi's poetic temperament.

Among contemporary Chinese pianists, his in-
terpretations of this composer's music stand out
for their multifaceted imagery. With a subtle feeling
for the composer's intentions, the pianist embodies
the spirituality of Chopin's music. An example of a
refined interpretation of Romantic-era music is his
reading of the Ballade No. 2 in F major Op. 38. The
pianist emphasises the plasticity of the melodic line
through phrasing and nuancing. The compactness
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and coherence of the design, and the inevitability
of the development towards the climax in the fi-
nal statement of the theme, are attractive. The per-
formance of the Mazurkas Op. 17 No. 1 and No.
2 by Chopin is distinguished by immediacy and
freshness, as well as filigree mastery. Characteris-
tic are the expressive details, based on colouristic
discoveries, differentiation of texture, and the cre-
ation of a subtle sonic perspective. In the perfor-
mance of the Prelude in D-flat major Op. 28 No. 15
by Chopin, the pianist creates a vivid dramatic im-
age, embodying an extreme contrast between the
outer and middle sections of the ternary form. The
outward calm and detached contemplation of the
opening and concluding sections, as if reflecting a
landscape, is contrasted with the storm raging in
the inner world of the artist.

Li Yundi says that the greatest distinctive feature
of Chopin's music lies in the necessity for both per-
former and listener to embark on a long journey of
seeking to unravel the mystery of his music. An in-
terpretation presupposes that with the passage of
time it may be perceived by later generations, but
it may equally be rejected, which is unpredictable.
Just as certain world-famous paintings were not un-
derstood at the time of their creation, many inter-
pretations may not be accepted by contemporaries.

In Li Yundi's performance of Liszt's Piano Con-
certo No. 1, the romanticism of the interpretation
acquires different qualities compared with his per-
formance of Chopin's music, the tone becomes more
elevated and alert, articulation acquires even great-
er refinement and precision. Li Yundi combines the
romantic mood with an optimistic conception of
the work, compelling listeners to experience emo-
tional moments of beauty.

The gradual accumulation of cultural potential
and artistic impressions, which shapes the stylistics
of interpretation, has determined the aesthetic char-
acteristics of the pianist's readings. In his perfor-
mance, there are several emotional levels: simple,
immediately comprehensible feelings are combined
with hidden affects that are perceived retrospec-
tively after listening.

Li Yundi believes that the art of the piano is a dy-
namic and open system of musical culture. It con-
tains many artistic influences. The performing art
of the pianist synthesises, among other things, the
philosophical and aesthetic principles of Chinese
musical culture, whose insularity, compounded by
the elite exclusivity of piano art, which possesses

centuries-old traditions, reinforces each other's influ-
ence, inevitably leading the performer to a conflict
of value orientations. The performer is confronted
with the need to resist the double pressure of cul-
tural postulates, transitioning to a multiplicity of
thinking. This path presupposes a movement from
understanding piano art exclusively as European her-
itage, for which Chinese pianists remain foreigners,
towards diversity and artistic pluralism. The method
of seeking answers to fundamental philosophical
questions through practical activity, which is char-
acteristic of Eastern perception, is projected by the
pianist onto piano playing, which "constantly deep-
ens the understanding of the work" [6].

Li Yundi emphasises that he prefers to play dra-
matic works of monumental form, with elaborate
dramaturgical development, conflicts, powerful emo-
tions and spiritual will, such as the piano concertos
of P.I. Tchaikovsky, F. Liszt, and J. Brahms.

A musician, in Li Yundi's opinion, even if gifted
with talent, will not achieve a greater breakthrough
without sufficient time and energy to devote to
art, which depends on absolute dedication to mu-
sic. Musical art presupposes constant self-improve-
ment. Instead of continuing a brilliant and intensive
professional career, Li Yundi enrolled at the Hoch-
schule fiir Musik, Theater und Medien Hannover
(Germany) in the class of Professor Arie Vardi. This
teacher possesses broad erudition and, when work-
ing with students, thoroughly analyses music from
the standpoint of imagery and dramaturgical de-
velopment. What is unusual in his method is that
he employs working methods from other speciali-
sations: for example, he conducts and requires the
student to conduct a piano composition. Li Yun-
di noted the value of this technique in working to-
wards achieving a precise sense of the temporal
dimension of a musical work.

The pianist declined further participation in com-
petitions and commercial projects, considering that
art requires serious reflection and in-depth work,
since "only in this way can the interpretation of mu-
sic approach a work of art" [6, p. 75].

As |. Koryabin notes, "the victory at the Cho-
pin Competition opened broad prospects for Yundi
Li, both in terms of developing a worldwide per-
forming career and in terms of work in the field of
sound recording. For many years he was an exclu-
sive artist of the Deutsche Grammophon label, and
the pianist's first studio disc, released on this label
in 2002, was a solo album with recordings of Cho-

Fig. 2. Li Yundi

pin's music (Chopin, Recital, C.Y.)" [1]. In 2003, an
album with recordings of works by F. Liszt was re-
leased. "To play Liszt's music means to scale cliffs.
In Liszt: Piano Recital | strive to embody youth and
vital force," says Li Yundi.

Works by Chopin and Liszt continue to occupy
an important place in Li Yundi's concert repertoire;
however, the pianist now also turns to the piano
music of W.A. Mozart, L. van Beethoven, D. Scar-
latti, F. Schubert, R. Schumann, F. Liszt, M. Ravel,
S. Prokofiev, and Chinese composers.

In Li Yundi's performance of Beethoven's Piano
Concerto No. 5 in E-flat major Op. 73, the aesthetic
taste and harmony are attractive, but there is also
a transcendent temperament that compels the lis-
tener to experience in real time the beauty of this
work by the German genius. The pianist shows an
interest in Schubert's oeuvre. For understanding the
Schubertian style, Li Yundi considers it important to
develop aural experience that encompasses music
of different genres, including operatic art. Li Yun-
di also emphasises the importance of finding the
natural "breathing" of the music in piano perfor-
mance, which contributes to the formation of for-
mal integrity in the process of its sonic realisation.

In Prokofiev's Piano Concerto No. 2 in G mi-
nor Op. 16, the pianist achieves unusual colouris-
tic effects. The metric-rhythmic dimension of his
performance attracts attention: the complex mul-
tidimensionality of rhythm defines the captivating
atmosphere of the work, in which one senses re-
straint and concealed anxiety.

In 2011, Li Yundi recorded his first album of Chi-
nese music, Red Piano, as a tribute to the national
musical culture of China. This alboum was the result of
lengthy preparation and included the Piano Concerto
The Yellow River, created by a group of composers,
Yin Chengzong, Chu Wanghua, Liu Zhuang, Sheng
Lihong, Shi Shucheng, and Xu Feixing, based on the
cantata The Yellow River by Xian Xinghai, as well as
piano pieces by Wang Jianzhong, "Glowing Red Lil-

131



YUNDI
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Fig. 3. Cover of Li Yundi's album with recordings of Chinese
piano music

ies", "Liuyang River", "Colourful Clouds Chasing the
Moon", "Girl from Dali", and by Zhang Chao, "In a
Distant Place", "Pi Huang", "Kangding Love Song",
"Why Are the Flowers So Red", and "My Mother-
land". These well-known piano pieces by Chinese
composers in Li Yundi's performance experience a
second birth, sounding heartfelt, without external
virtuosic effects. The pianist profoundly and soul-
fully expresses the genuine charm of Chinese na-
tional works. The music of Chinese composers in
Li Yundi's performance emerges filled with an in-
tellectual comprehension of the musical content.
The pianist clearly and logically realises the struc-
ture of the form, exquisitely fitting refined details
into the overall context.

The expressive relief of the melodies and the
differentiation of the texture of the compositions
are balanced, while the timbral diversity and inten-
sity of contrasts create a vivid impression. The Chi-
nese composers' works selected by the pianist for
recording are united into a single encyclopaedia of
national images. They are simple and laconic, yet at
the same time contemplatively elegant. The subtle-
ty of their character, which hints at the necessity to
imagine and envision those nuances hidden within
the inner realm of the logic of meanings, embod-
ies the particularities of the Chinese worldview. Li
Yundi's readings clearly realise the conceptions of
his designs; they reflect the archetypes of Chinese
art, embodied by a distinctive and brilliant con-
temporary artist.

In this regard, Li Yundi represents not only an
example of mastering the styles of piano art but
also brings into world art a new direction in the
interpretation of Chinese piano works, enriching
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conceptions of performing techniques, colouris-
tics, and the philosophical sources of pianistic art.

Li Yundi's performing mastery has been highly
appreciated by domestic and international music
critics. The piano sounds orchestral under the pi-
anist's hands, and in this respect his performance
demonstrates a closer affinity to Liszt's artistic treat-
ment of the instrument. Li Yundi notes that in mu-
sical art everything is interconnected. A performer
must be in an elevated spiritual state and create an
inner creative space for himself. When he reaches
a relatively high point, this is especially important.
A gifted musician can express a very broad spec-
trum of emotions. A subtle feeling for music opens
up possibilities for comprehending the styles of dif-
ferent composers.

An important aspect of the history of piano art
is the fact that Li Yundi is the only pianist who
received his professional musical education in his
homeland in mainland China and possesses inter-
nationally recognised fame. This circumstance con-
firms the active progress of Chinese piano art, which
is entering world musical culture.

In China, millennial national traditions are re-
spected with reverence, rituals and etiquette are
observed, and culture is protected and preserved.
This cultivates respect for the rich traditions of oth-
er cultures, providing a decisive foundation for their
comprehension. Li Yundi considers it important for
Chinese people who love classical music to study
Western cultures and analyse their origins. If one
takes Chopin's and Liszt's music as an example,
then from the standpoint of musical content they
are composers whose work encompasses that which
falls within the understanding of the Romantic style.
Liszt, in the pianist's opinion, expresses something
magpnificent, brilliant, but also very tender; his mu-
sic is rich in colouristic discoveries. Chopin is the
poet of the piano, and therefore his images are very
elegant and mutable, in a constant search for an-
swers to inner questions.

After the Chopin Competition, many profession-
als believed that Li Yundi would concentrate on in-
terpretations of Chopin's music. He had to play a
great deal of the Polish composer's works in accord-
ance with the requirements of the competition and
the subsequent contract, so it is unsurprising that a
significant number of recordings appeared. Over the
years of performing abroad, the pianist increased
his experience, meeting many renowned musicians
who are key figures in culture. Several years of fur-

ther work showed that after the Chopin Competi-
tion, at which the pianist demonstrated outstanding
achievements, he continues to move forward.

In the performances and the very personality of
Li Yundi there is something that attunes the listen-
er to the apprehension of a certain truth, to mak-
ing an effort to discover something new. He is in
no hurry to decipher the "answers" for the listener,
preserving the mystical aura of a mystery that can-
not be proved. At the same time, this does not de-
prive his performance of immediate emotionality.
Modesty is manifested in the fact that the pianist
does not seek to assert himself among others; what
concerns him is the struggle with himself.

In the performing art of Chinese pianists, many
phenomena characteristic of world artistic culture
can be traced, and at the same time these comple-
ment the general panorama of musical art. Reliance
on national philosophical concepts has facilitated the
discovery of new perspectives on the comprehen-
sion of the artistic imagery of compositions and the
principles of performing mastery. The paths of fur-
ther development of contemporary performing art
are now inconceivable without pianists from China,
among whom an increasing number of musicians
are emerging who create distinctive interpretations
of masterpieces of world musical art.
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NCNOJHWNTENBCKOE NCKYCCTBO /N FOHbAWU
B ACMEKTE N3YYEHNA CTUINCTUYECKNX
TEHAEHLLIA

AHHOTaumaA: B ctatbe aHanu3npyeTca NCNoHUTESb-
CKOe MCKYCCTBO Nlaypeata nepsoi npemumn XIV Mexay-
HapoOAHOro KOHKypca NnaHucToB nMeHn ®pugepuka
LLioneHa B BapliaBe — kuTtarickoro nuaHucta Jim FOHb-
AV. XyfoXKecTBeHHasa CTUANCTMKA TPaKTOBOK MMaHuCTa
paccmaTprBaeTCs aBTOPOM C OMOPO Ha TeopeTnyeckme
OCHOBbI TEOPUWN UCMOJHUTENBCKUX CTUNEN U METOAOO-
TUIO LLeSIOCTHOrO aHain3a COYMHEHUN 1 BONPOCOB UX
WHTepnpeTaumm, pa3paboTaHHy B TpyAax POCCURCKUX
My3blKOBe0B. BnioTh 0 nocnegHero speMeHun ncnos-
HUTENbCKOE UCKYCCTBO NMMaHNCToB n3 Kntas, 3aHnmato-
LLMX 3HAYUTEIBHOE MECTO B COBPEMEHHOMN KOHLEePTHOWM
>KM3HM BO BCEM MUpe, OCTaBasoCh 3a Npejenamun pac-

MnaHncTbl 3 Kntas 3aHMMatoT 3HaUYMUTENbHOE
MECTO B COBPEMEHHOMN KOHLIEPTHOM XXM3HWN BO BCEM
Mupe. Tem He MeHee, B pakypce U3y4yeHnsa CTUan-
CTUYECKUX OCOBEHHOCTEN MCMOIHUTENBCKOTO UCKYC-
CTBa MX TBOPYECTBO OCTaeTCA 3a NpejenamMmu pac-
cmoTpeHus. OCHOBHOE KO/IMYeCTBO InTepaTypbl O
KMTaMCKMX NMMaHWCTax NoCBALLEHO Brorpadpuyecknm
CBefeHNAM, aHan3y UCMOJHAEMOro penepTyapa.
[lo HacToAWwero BpeMeHn B My3blIKO3HaHUW MOHA-
TNe «KUTAaMCKNIM MMaHUCT» O3HauaeT HEKOE OfHO-
pOAHOE B CTUNEBOM OTHOLUEHUMW fiBAeHMe. TeM He
MeHee, O4eBUAHO, YTO MHTepnpeTaummn Jito LLnkyHs,
WHb YsHu3yHa, Dy LloHra, Jin FOHbAW, BaH HOnu3s,
JlaHr JlaHra npuHaanexar K pasinyHbIM CTUANCTUN-
YeckMM HanpaBAeHUAM apTUCTUUECKOW MPaKTUKK.

WcnonHutensckoe pgaposaHue Jin FOHbaM 6bin0
Nno JOCTOUHCTBY oueHeHo xtopu XIV MexayHapos-
HOro KOHKypca nMaHncToB nMmerHn ®Gpugepuka LLone-
Ha B BapluaBe — OAHOro 13 CAOXHbIX U aBTOpPUTET-
HbIX My3blKa/bHbIX COCTA3AHWIA: My3bIKaHT NOAYUU
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CMOTpeHUst ocobeHHoCTeln uHTepnpetaymmn. OCHOBHOE
KONIMYECTBO CO34aHHON NuTepaTypbl 6bi10 MNOCBALLEHO
6uorpaduUeckum CBEAEHUAM, aHAAN3Y UCMOJHAEMOTO
penepTyapa. MOXHO NPeAnoaoXuTb, UTO AOJIFOe Bpems
B MY3bIKO3HAHWUW, 3TO XyAOXECTBEHHOE ABJIeHNe CunTa-
N0Cb OAHOPOAHbIM. MpesMeTOM U3yUeHUs B HACTOALLEN
cTatbe ABAAETCA 0COBEHHOCTN UCMONHUTENBCKOTO UC-
KyccTBa JIn FOHbAM € NO3MumUK onpeaeneHns CTUANCTU-
KU MHTepnpeTauuu.

KnroueBble cnoBa: kumalickue nuaHucmel, Jlu FOHb-
ou, uHMepnpemayus, pPoMaHmMu3M, XyooxecmeeHHbIl
cmuse.

30/10TyHO Megalib, CTaB NepBbIM B UCTOPUN KUTaM-
CKMM MCNONHWUTENEM, 3aBOEBABLUNM 3Ty Harpagy.
Buorpaduueckme cBepeHns 1 06Las xapakTepu-
CTVKa TBOPYECKON AeATeNbHOCTU NMaHUCTa npoaHa-
N3npoBaHbl B MoHorpadum Jin NHb n M FOHBB3Hb
«®optenuaHo Jln KOHbaK: KUTacKan nereHaa» [6].
ABTOpbI chOKyCMpoBann BHUMaHME Ha U3yUYeHUn
nepuoga CTaHOBJIEHWUA MONOAOrO My3blkaHTa. Onu-
CaHuWs N3bpaHHbIX MHTepNpeTaLmnin MMaHNCTOM CO-
umHeHui LLloneHa nccneaytoTcs B cTaTbe U Anccep-
Tauun Wn AB3Hb [3], [4]. NMpeagmeTOom n3yyeHns B
HacTosLLel cTaTbe ABASETCA UCMNONHUTEIbCKOE UC-
KyccTBO JIn KOHbAM C TOUKM 3peHna pacCMOTPeHMA
CTUINCTUYECKMX OCOBEHHOCTEN ero MHTEpnpeTaLnii.
Jn FOHbaW poannca B YyHuumHe B 1982 roay, B
BO3pacTe TPeX JIeT Hayal yunTbCa Urpe Ha akkop-
JeoHe. Korga eMy MCNOAHUAOCH CEMb IET, MHCTPY-
MEHT Obln 3aMeHeH Ha dopTenmaHo. C 1994 roaa Jin
FOHbAW 0byyYancs B cpesHen wkone npu ColuyaHb-
CKOW KOHcepBaTopumn B knacce npodeccopa JaHb

UYskaoun. B 3T10oT nepmos 0cobeHHO ycneLbiM bl
OMbIT y4acTMsA FOHOTO My3blkaHTa B MexayHapos-
HOM KOHKypce nnaHuctoB nMeHn Nrops CTpaBuH-
ckoro B CLLIA — ncnonHeHue «TapaHTtenns» ®. Jfin-
CTa 3aCNY>KM0 BbICOKME OLLEHKWN XXHOpMU.

Bo Bpems obyueHus JSln KOHbaM ocBomA 06LWIMp-
Hblli penepTyap. Meaaror cTapancs MakCUMaabHO
pa3BUTb Xy0XECTBEHHbIM NOTeHUMan n Boobpa-
>KeHWe CTyAeHTa, BLOXHOBUTb ero, obpalasnch K
CTPEMEHUIO OCO3HaTb COHBCTBEHHYHO UHANBUAY-
anbHoCTb. [Mpodeccop 0CTOPOXXHO OTHOCKACA K Bbl-
6opy nporpamm, CNpaBeaIMBO CYMTas 3TOT BONPOC
Upe3BblYaNHO BaXXHbIM A/1A JOCTUXKEHWUS BbICOKO-
ro pesynbtaTta. J/Iu FOHbAM OTMeuaeT, uTo negaror
6bIn CTpOr faxe B NOBCeAHEBHOW paboTe, Tpebys
MaKCUMabHO AOCTUXMMOIO COBEPLLUEHHCTBA UC-
nonaHeHuns. ObyueHmne B knacce [aHb Yxaou ctu-
MY/IMPOBaNo pPa3BUTME My3blKaabHOTO TanaHTa Jln
FOHbAM M HacTpanBaso MOJIOAOrO NMAHUCTa Ha NOwU-
CKM 3CTETUYECKMX OCHOB CO3AaHWA MHTEPMPeTaLmii.
Meparor oTMeYan BaxKHble KauecTBa OfapeHHOCTM
CBOero yueHuka: «/HTepnpeTtauns npegnonaraet
onpegeneHHble KayecTBa NIMYHOCTY, MOHVMaHWe
3aMblCla KOMMNO3UTOpa 1 GaHTasnIo, HaEeNAtoLLYHO
NCMNONHEHNE BHYTPEHHUMM NepexxmnBaHmamun. Co-
yeTaHMe YyTKON MHTYULMW N MHTENNEKTa NO3BOAS-
eT JIn FOHbaW co3saBaTth MHTEPECHbIE MHTEPMpe-
Taumn» [6, c.46].

OcHoBHble NpuHUMNbLI MeToaMKKn [aHb Yxxaow
oKazanncb 6AM3KM NOoCTyNaTaM BblAatoLWLMXCA Nne-
[,aroroB POCCUINCKOM cUCTeMbl 0B6yUeHUs My3blKaH-
TOB — PACKPbLITUIO HEMOBTOPUMOW TBOPUECKON WH-
AVBUAYaNbHOCTM KaXAoro CTyAeHTa.

MockonbKy A0 yyacTusa B KOHKypce Jln FOHb-
An BblN HeAOCTaTOUYHO 3HAaKOM CO CTUAEM MY3bIKU
LLloneHa, NMaHWCT CTONKHYACA C HEOBXOANMOCTbIO
6bICTPOro 1 rnyboKoro NOrpy>KeHns B TBOPUECTBO
komnosutopa. na npeosoneHuns TpyaHOCTER OH
NpocayLWnBan N CPaBHMBAJ Pas3iNyHble BEPCUM 3a-
MUCK BblAAROLLMXCSA CMOAHUTENEN, U3yYan OCODEeH-
HOCTW GOPMbI MPOU3BEAEHUM, MENOANKN U APYTUX
CPeACTB BblPa3nTeNbHOCTU. «fl HUKOTAa He U3y4dan
My3blky LLloneHa 1 noexan Ha KOHKypC. 3TO bblO
PUCKOBaHHO, B NpoLiecce 0byyeHna A Cbirpan elye
OYeHb Masio ero coumHeHuii. Ho Bocnpuatne ero
NPOW3BeAEHUNA UHTYUTUBHO ObII0 OUYEHb CUIbHbIM,
M 2 Olywan cBOM noTeHyman» [6, 71-72].

JIn FOHbAM OTMeuYaeT BaXKHOCTb MHTYULUWN A5
NCNONIHUTENN B CO34aHUN MHTEprpeTaLnn: «a3blk
MYy3bIKaJlbHOrO MCKYCCCTBA YHUBEPCANEH N NHTY-
NLMA NCNOAHUTENA cnocobHa o0bHapyXuTb KpaT-

yarime NyTM K KoAam pasfMyHoOro KyabTypHOro
npoucxoxgeHusa» [6, 13]. CnoXHOCTb BONaoOLLe-
HMA My3blKaJbHOrO MPON3BEAEHWNS, MO MHEHWIO JTn
FOHbAM, 3aKNr0YaeTCs B TOM, UTODbI «XKMBO Nnepe-
JaTb 0YapOBaHMe My3blKW, MOAOOHO TOMY, Kak XWu-
Bonucb Knoga MoHe oTpaxaeT BrneyaTtieHusa xy-
AOXHUKa» [6, 292].

KoHkypc LLoneHa no3soama KOHbAM CKOHLEH-
TPUPOBATbCA Ha My3blke KOMMo3uTopa. B To Bpems
OH TLWATeNbHO M3YyYa XU3HEHHbIA N TBOPYECKUIA
nyTb KOMNO3MTOPa. AHaNN3NPYA UCTOPUHO JINYHbIX
nepeXxKMBaHWIn U KOHTEKCT 3MOXW, OH MOCTUran Xy-
[OXECTBEHHbIN CTUb KOMMO3UTOPA U XapakTep-
Hoe cBoeobpa3sne Kaxa0oro My3blkaabHOro Npouns-
BeAeHua. na nmaHncTa 66110 BaXKHO NPOHUKHYTH U
MonbITaTbCA OCO3HaTb TBOpPYecKoe cocTtosAHme Lo-
neHa B Nepuoj Co34aHusa COYNMHEHUIN, MOCKObKY
YyBCTBOBaHMWA KOMMNO3MTOpa BOMIOTUAUCE B €0
weaespax [6, 73].

B ncnosHnTEeNbCKOM MCKYCCTBE BOMPOC BEPHO-
CTU UCMOAHNTENSA 3aMbIC/ly KOMMO3UTOPa ABAAETCA
OAHWM 13 FNaBHbIX, ONPeAeNsatoWmX XyA0XKECTBEH-
HYH LLEHHOCTb TPaKTOBKW. B Bompocax noctuxxeHus
CTUAs TBOpYecTBO LLloneHa npeacTtaBaseT CNOXKHbIV
beHOoMeH — OHO «He NPOoLLaeT» UCMOAHUTENO Ma-
Nenen HeMCKPEHHOCTY, YPE3MEPHOCTH, HEONpPaB-
JAaHHbIX SMOLIMOHAbHbIX ABUXEHWN. MoaanHHas
rnybuHa ApamaTyUHbIX YyBCTB COYETAETCSA B MY3bl-
K€ MOJIbCKOrO reHus C BO3BbIWEHHOTLIO U 31eraHT-
HOCTbIO, Npeanonaras «BbICLIYH MNPOCTOTY» apTu-
CTUYECKOTO BOMIOLLEHUS.

C 1997 no 2000 rog, /In FOHbAY NHTEHCMBHO Yyy4a-
CTBOBaJl B KOHKYPCHbIX COCTA3aHMWAX, BbICTyNan Ha
KpYMHbIX GopTenmaHHbIX KOHKypcax B Kutae 1 3a
ero npegenamn. utepnpetauuu Jin FOHbAW AEMOH-
CTPUpPOBaNM NOCTENEHHOE OBAJEHME Pa3INYHBIMU
My3blKaabHbIMW CTUASIMW, UTpa NMaHUCTa Npuobpe-
Tana cbanaHCMPOBaAHHOCTb 3MOLMOHaNbHO-06pas3-
HOro coAep>kaHusa 1 XyAO0XeCTBEHHON TexHUKK. He-
CMOTPSA Ha TO, uTO JIn FOHbAN AOBOJIBHO YCMELWHO
CNpaBAAACA C COYMHEHUSAMWN 3MOXN POMaHTU3MA,
OH MOCTEHHO Pa3BMBaNCA KaK My3blKaHT, obpalya-
FOLLIMIACA K MYy3blKE Pa3fNUHbIX 3MOX.

JIn FOHbAW yaaeTca co3gaBaTb HOBble TPAKTOB-
KW LWeAeBPOB, MMAHUCT AEMOHCTPUPYET Hey0BM-
MY U3MEHYMBOCTb 06PA30B B NpoLiecce UCAO-
HeHuA. B 3T1X 3BYKOBbIX TpaHCHOPMaLUAX My3blKa
C/IOBHO HaMOJIHAETCS BUTaJIbHOW CUION, OXMBas B
CO3HaHuu caywateneit. Mpu npocaywmBaHum co-
ynHeHnin LloneHa u JlucTa B ero nHTepnpeTtaumsx
CO34aeTCs UANO3US BO3BbILWEHHOIO POMaHTMYe-
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ckoro ctuas. OAHaKo, UTO CKPbIBAETCS 3a BHELL-
HEM MMMNO3aHTHOCTbLIO U apucTokpatmamom? Ero
urpa obnagaet y3HaBaeMbIMN YepTammn — o0b6amnk
«npuHUa GopTenmaHo» ¢ YTOHYEHHOM U3bICKaH-
HOCTbO HanoMuHaeT cobupaTesibHbIN LLIOMNEHOB-
CKO-/IMCTOBCKMI 0Opa3 B COBPEMEHHbIX AeKopaLusX.
VcnonHeHWto NMaHMCTa CBOMCTBEHHA NpesesibHas
KOHTPACTHOCTb: Xpynkas MeNaHXOANUHas NCKPEH-
HOCTb BHE3aMNMHO CMEHAETCH 3HepPrven 1 BoaeBOn
cunoi. M Bce ke, POMaHTUUYHOCTb ero NPOYTEHUI
BOOOpaXkaemMa — 3a Hell oLLyLLaeTCcs HEKUIA paum-
OHaNbHbIA MeXaHW3M.
B npouecce pabotbl JIn FOHbAM cTapaeTcs raybo-
KO MOrpy>aTtbCs B My3blKa/lbHO-MO3TUYECKNIA MUP
COUMHEHWI, CTPEMSACH K JOCTUXEHUIO COBEPLUEH-
HOro BonJoLeHus. 3To cbanxaeT ero paboTy Haj,
CO34aHMEeM NHTepnpeTauumn ¢ HayuyHou paboTol,
a caM 0banK UCnonHnTeNs — ¢ 06pa3oM y4YeHoro,
NPOBEPSIOLLErO UHTYULMIO HayYHbIMUW NOCTYAaTaMu.
MO>HO NPUNTU K BbIBOAY, YTO CTUANCTUKA UC-
nosiHeHus Jln FOHbAN POMaHTMYHa, HO 3TO COBpE-
MEHHbIN paLMOHaNbHbI U TOYHO B3BELLEHHBIA PO-
MaHTW3M, B KOTOPOM Cy6beKTUBHOCTb NMOAUMHAETCA
cbanaHcMpoBaHHOW ynopsAoYeHHOCTU. ipkue apa-
MaTWUYHble Hakaibl YyBCTBEHHOCTM CAEPXKMBAKOTCSA
NHTENNEKTYaNbHOM UCMOJHUTENBCKON BONEN.
NHTepnpeTtaunn JIn KOHbAN MOXHO Bb110 6bI K
HanpaBAEHUIO «KNaCCUUYECKOro akaseMumama» nim
«aKajeMmnsnpoBaHHOIro pomMaHTusmMa» [2]. Tem He
MeHee, TpakToBKM JIn KOHbAN — 3TO He «3CTeTU3M
AEeKOpaTMBHOM KPacoThbl, BHELLUHE NpuBaeKaTe b-
HOW, MOPOI NPOU3BOAALLEN BNEYaTIeHNE «UCKYC-
HOW MCKyccTBEHHOCTU» [2]. CoueTaHme n3blCKaHHOM
YYBCTBEHHOCTW CO CTPONHOCTLIO U YNOPAAOYEHHO-
CTbO TaPMOHWYHO HanaHCKpPYOT B €70 UCMOJHEHNW.
Be3ycnoBHO, 0co60e MECTO B MCMOIHUTEIbCKOM
nckyccree Jin FOHbAN OTBEAEHO MNPOU3BEAEHMUSM
LLoneHa. B HacToAwwee BpeMs OH CTan caMbIM aB-
TOPUTETHLIM COBPEMEHHBIM KUTANCKUM MUAHUCTOM,
UrparoLLMM NPOM3BEAEHMNS NOABCKOTO KOMMO3MTOpA.
JIn FOHbAM BOMAOLLAET WNPOKYH Nanntpy obpasos
B My3bIke LLloneHa — OT CTPacTHOCTW U1 XXM3HEHHOW
cunbl bannagel conb MuHop cou. 23 N2 1 g0 Top>ke-
CTBEHHO-TEPOMYECKOW MY>XECTBEHHOCTW MONOHE30B.
WNckpswascs kpuctanbHas ymMctota TeMOpoB B UC-
nosHeHun JIn FOHbAW NepesaeT CayLLaTeNsM OLLyLLLe-
HWS SMOLIMOHAIbHO BbIPa3nTE/IbHOM POMaHTNUECKOM
CTPacTHOCTU Y OAHOBPEMEHHO CTPOTOl BO3bIBbILLEH-
HOW HEeJOCTUXMMOCTHU. [TMaHNCT NpekpacHo BrajeeT
arorvkom v NpuMeHseT tempo rubato ¢ 6oratbim xy-
[OXeCTBEHHbIM BOObpaxeHneM. VicnosHeHre npo-
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n3eegeHun LLloneHa xapaktepusyertcs ynpyroctsto
pWTMa, TEMMNOBOW €CTEeCTBEHHOCTbIO, AE@MOHCTPUPY-
€T No3TMYecknin TemnepameHT Jin FOHbaw.

Cpeay coBpeMEeHHbIX KUTaCKMX MMAaHUCTOB ero
TPaKTOBKM My3biku LLloneHa BbigenftoTCA MHOrOrpaH-
HOW 06pPa3HOCTbIO. TOHKO YyBCTBYS 3aMblC/ibl KOM-
no3uTopa, MMaHUCT BOMJ/IOLLAET OAYXOTBOPEHHOCTb
MY3bIK/ KOMMo3uTopa. NpumMepomM TOHKON NHTep-
npeTaLmn COMMHEHWNSA 3MOXM POMaHTM3Ma ABAAETCA
nHTepnpetauusa bannagbl N2 2 da maxop cou. 38.
MnaHnCcT nogyvepkMBaeT NAACTUUYHOCTb Mefogmnye-
CKOWM NNHWUM GpPa3npoBKOI 1 HIOaHCMPOBKOW. [Mpu-
BJIeKaeT KOMMAKTHOCTb U CTPOMHOCTb 3aMblC/1a, He-
YKNOHHOCTb HEYKNOHHOCTb Pa3BUTUS KyN1bMUHALMN
B Noc/iesHeM NpoBejeHnn Tembl. HenocpeacTBeH-
HOCTbHO U CBEXECTbO, PUANTPAHHBIM MacTEPCTBOM
OTANYaEeTCAa UCNONHEHWE Ma3ypok cod. 17 N2 1 un
Ne 2 LLloneHa. XapakTepHbl Bblpa3uTe/bHble AeTanu,
OCHOBaHHbIE Ha KONOPUCTMYECKNX HaxoaKax, And-
bepeHumaunmn GakTypsbl, CO3LaHNN TOHKOM 3BYKO-
BOW nepcnekTuBbl. B ncnonHenun Mpenrogun pe
6emonb Maxop cou. 28 N2 15 LlloneHa nMaHnUCT co3-
JaeT APKUA apamaTuyHbI 0bpas, Bonsowas npe-
JAeNbHbI KOHTPACT B KPaMHUX U CpeaHeM pa3je-
Nax Tpex4yacTHon GopMbl. BHeLHeMy CNOKONCTBUIO
W OTCTPaHEHHOW co3epLaTesbHOCTN HavyaabHOro U
3aK/IOUNTENbHOTO Pa3zenos, CIOBHO OTPaXKaroLLmx
KapTMHY Nei3axa, NpoTMBONocTaBaseTcsa byps, by-
LIYHOLWas BO BHYTPEHHEM MUpPe XYA0XHUKA.

Jn FOHbAM roBOPUT O TOM, UTO camas bosbluas
0CO6eHHOCTb My3bikn LLloneHa 3akntouaercs B He-
06X0AMMOCTU A1 UCMONHUTENS W CyLllaTens oT-
NpaBUTbCSA B ANNTENbHbIN NyTb MOUCKa pa3ragku
TalHbl ero My3blku. IHTepnpeTauns npeanonaraer,
YTO C U3MEHEHNEM BPeMEHMN OHa MOXET BbITb BOC-
npvHATa 6osee NO34HUMUN MNOKONEHUAMM, HO TakXKe
BO3MOXHO OyAeT OTBEprHyTa, YTo Henpeackasye-
Mo. [Mogo6HO TOMY, Kak HEKOTOPble BCEMUPHO W3-
BECTHble KapTWHbI He BblM NOHATHI BO BPEMSA CBO-
€ro Co34aHus, MHOTUe UHTepnpeTaLumn MoryT 6bITb
TakXXe He NMPUHATbI COBPEMEHHUKaMMW.

B ncnonHernnun Jin FOHban KoHuepTta N2 1 ana
dopTenmaHo ¢ opkecTpoM JIncta pOMaHTUYHOCTb
WHTepnpeTaumu npuobpeTtaeT gpyrne KkayecTsa B
CpaBHEHWW C UCNOAHEHMEM My3bikKM LLloneHa — ToH
cTaHOBUTCA Hosee NPUMNOAHATLIM, aNNepPTHbIM, ap-
TUKYNALMA NpuobpeTaeT elle 60bLIYHO OTTOYEH-
HOCTb ¥ OCTPOTY. JIn FOHbAM coueTaeT poMaHTHYe-
CKO€ HaCTpoeHMne C ONTUMUCTUUYHOWN KOHLLeNLmein
Npoun3BeeH s, 3acTaBass caywartenei aMoLmo-
Ha/bHO NepexvBaTb MOMEHTbI MPeKPacHoro.

MocTeneHHOE HaKOMAEHNE KyAbTYPHOrO NOTEH-
Luana n XyAoXeCTBEHHbIX BreyaTaeHnin, dopmu-
pytoLlee CTUANCTVKY MHTePrpeTaLny, onpesenmnno
3CTeTMYECKME OCOBEHHOCTU TPAKTOBOK MMaHUCTa.
B ero ncnonHeHUn NpmucyTCcTByeT HECKOJbKO 3MO-
LMOHa/IbHbIX YPOBHEN: NPOCTble, CPasy MNOHATHbIE
UyBCTBa COYETANOTCA CO CKPbITbIMU addekTamy,
BOCMPUHUMaEMbIMUW NOCAE NPOCAYLWNBaHUA pe-
TPOCNEKTUBHO.

JIn FOHbAM cumnTaet, uto dopTenmaHHoe NCKyc-
CTBO ABNSETCA AMHAMUYHOM N OTKPbLITOM CUCTe-
MOW My3blKaJibHOW KybTypbl. B Hem npucyTcTByet
MHOXECTBO XYZAOXECTBEHHbIX BANSHUIA. B ncnon-
HWUTeNbCTBE NMaHncTa ob6obLwatoTcs, B TOM Ymcae u
bunnocodcko-acTeTMyeckme NPUHLMMBI KNTanCKOWM
MY3bIKaJbHOM KyAbTypbl, 3aMKHYTOCTb KOTOPOW, YM-
HOXEHHas Ha 3/IMTapHYyo 3aKpbITOCTb dopTenu-
aHHOrOo MCKyccTBa, 0biasarolLero MHOroBekoBbI-
MU TPaAULMAMK, YCUANBAKOT BAUSIHWE APYT ApYra,
Hen36eXXHO NPUBOAA UCMONHUTENA K KOHPAMKTY
LLleHHOCTHbIX OPUEHTUPOB. VICMOAHWUTENb CTaKMBa-
€TCA C HeOBXOANUMOCTbIO NPOTUBOCTOATH ABOMHO-
MY AaBJEHWUIO KYJbTYPHbIX NOCTY/1aTOB, Nepexoas
K MHOXECTBEHHOCTU MbILLJIEHNS. TOT NyTb NpPea-
nosiaraeT ABUXEHWE OT OCMbICAEHUS popTennaH-
HOFO MCKYCCTBA UCK/IOUYMTENBHO Kak eBPOMencKo-
ro Hacieaus, AN KOTOPOro KUTalcKme NMaHnuCTb
OCTatoTCA MHOCTPaHLLAMU K pa3Hoobpasunto 1 Xy4o-
>KeCTBEHHOMY Matopann3my. CBONCTBEHHbIN BOC-
TOYHOMY BOCMPUATUIO METOZ MOUCKa OTBETOB Ha
dyHAameHTanbHble drunocodckme BoNpockl B Mpo-
Llecce NpakTUYecKom AeATeIbHOCTM NMaHNCT npoe-
LUpYeT Ha GOopTENMAHHYHO UFPY, KOTOPas «MoCTo-
AHHO Yrny6aseT NoHVMaHue npou3BeseHuns» [6].

JIn FOHbAN NogvepkmBaeT, UTo NpegnounTaet
UrpaTtb ApamMaTtuyHble MPOU3BEAEHNS MOHYMEH-
TanAbHOU GOpMbI, C pa3BUTON ApamaTypruei pas-
BUTWS, KOHOANKTaMWN, CUNBHBIMW 3MOLMAMUN 1 Ay-
XOBHOW BOJIEW, Takne Kak dopTenmnaHHble KOHLLEePTbI
M.W. Yaiikosckoro, ®. /ncta, . Bpamca.

My3bIKaHT, 10 MHeHWto Jln KOHbaN, aaxe ecan
Yy HEro ectb TafaHT, He COBEPLUNT HONbLUErO NPO-
pbiBa, €C/M Yy Hero He ByseT AOCTaTOYHO BpeMe-
HW 1 3Heprun, ytobbl NOCBATUTL CebA NCKYCCTBY,
YTO 3aBMCUT OT abCONOTHOW NPeAaHHOCTU My3bIKe,
npeanonaratoLLein NOCTOSHHYH paboTy Hag coboli.
BmecTo npogosixkeHns 6aecTsLLein  MUHTEHCUBHOM
npodeccMoHanbHOW kapbepbl JIn KOHbAN nocCTy-
N B BbiCLyo WKONY My3blkKW U TeaTpa B [aHHO-
Bepe (lepmaHua) B knacc npodeccopa Ann Bagn.
JTOT nezaror obnasaeT WMPOKOW 3pyauLmen, v, 3a-

HUMaACb CO CTyAeHTaMW, TWaTeAbHO aHaAn3upyet
MY3bIKY C TOUKM 3peHns obpa3HoCTM 1 gpamaTyp-
rmyeckoro passuTms. HeobblUHbIM B €ro MeToze
ABASIETCA TO, YTO OH UCMO/b3YeT METOAb! PaboThbl
MY3bIKaHTOB APYruX CleLmnanbHOCTEN: K MpUMepY,
AVPVXXUMPYET 1 3acTaBasieT CTyAeHTa NPoANPUXN-
poBaTb popTennaHHbIM coUYnHeHnem. Jln KOHbaN
OTMeuan LeHHOCTb 3TOro npuema B pabote Hag
AOCTUXKEHMEM TOYHOIO OLUYLLIEHNA BPEMEHUN MYy-
3blKaJbHOT MPON3BeAEHMA.

MunaHUCT 0TKazancs oT JaNbHeNLEro yyactus B
KOHKYypCax, KOMMepUeckmnx NpoekTax, cumtas, 4ro
NCKYCCTBO TPebyeT cepbe3HbIX PasMbILLIEHUA U yray-
61eHHOM PaboThl, MOCKOJIbKY «TONbKO TakuM obpa-
30M MHTepnpeTaLmsa My3blKM MOXET NPUGAN3NTL-
€A K NpOM3BeAeHUNIo nckyccrea» [6, 75].

Kak otmeuyaet N. KopsbuH, «<nobega Ha KOHKYp-
ce nmeHu LoneHa otkpbina nepeg FOHbAM JTn wn-
poKuMe NepcnekTUBbI, Kak B OTHOLUEHWW pa3BUTUSA
MWUPOBOWN UCMONHUTEILCKON Kapbepbl, Tak U B OT-
HoweHun paboTbl B cdepe 3ByKo3anucu. B TeueHmne
MHOTWX JIeT OH ABAANCA 3KCKIHO3MBHBIM apTUCTOM
dupmbl Deutsche Grammophon — v nepBbIM CTy-
AWNAHBIM ANCKOM MUAHKCTa, BbIMYLLEHHbIM Ha 3TOM
neribne B 2002 roay, CTan CoNbHbIM anbboMm ¢ 3anu-
cbto My3bikn LoneHa («Chopin — Recital» — Y./.)»
[1]. B 2003 roay Bbiwen anbboM ¢ 3aNMCAMU COUN-
HeHuin ©. Nlucta. «rpatb My3bIky JIncta — 3HauuT
NOAHMMATbLCA Ha cKanbl. B «Lisz — Piano Recital» s
CTPEMAKOCb BOMAOTUTb MOJIOAOCTb U XXU3HEHHYHO
cuny», — rosopuT Jln FOHbaW.

CounHeHus LLloneHa v /lncta no-npexHemy 3a-
HMMaIOT BaXXHOE MeCTO B KOHLIePTHOM penepTya-
pe JIn OHbAW, OAHAKO B HacTosLee BpemMs nua-
HWCT Takxke obpallaeTcs K popTennaHHo! My3bike
B.A. Mouaprta, J1. betxoBeHa, 1. Ckapnattu, ®. Ly-
6epTa, P. LymaHa, ®. fincta, M. PaBens, C. Mpoko-
dbeBa, KNTaCKUX KOMMO3UTOPOB.

B ncnonHeHun Jin KOHbaW aTOro KOHLEPTB AN
dopTennaHo c opkecTpoM My HEMONL Maxop Cou.
73 beTxoBeHa NPUBNEKAET ICTETUUECKUI BKYC U rap-
MOHWYHOCTb, HO Tak>e MPUCYTCTBYET TPaHCLEeH-
AEHTHbIA TeMMNepaMeHT, 3aCTaBAsAOLWMIA caylwaTens
B peasbHOM BpPeMeHUN NepexmnBaTtb KpacoTy 3TOro
COUMnHeHMs. MnaHnCT NpoABAseT UHTEPEC K TBOP-
yectBy Lyb6epTa. Ans noHUMaHWA LWybepTOBCKOro
ctuns Jin FOHbAM cumTaeT BaXkHbIM pa3BUTUE CTYXO-
BOrO OMbITa, BKAOYAIOLLLEro MY3bIKY Pa3HbIX XaH-
pOB, B TOM UMC/ie ONepHOe UCKYCCTBO. BaxxHoCTb
HaxXOX/JEeHWS eCTeCTBEHHOTO «AbIXaHWs» My3blku JIn
FOHbAM MoAYepKMBaET N B MCNOJAHEHMW Ha dopTe-
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MMaHo, YTO CNOCOBCTBYET CTAHOBEHMIO LieN0CTHO-
cT1 GopMbI B MpoLecce ee 3ByKOBOTO BOMJ/IOLLEHNA.
Bo Bropom koHuepTe ana ¢oprennaHo ¢ opke-
CTPOM CO/lb MMHOP cod. 16 NpokodbeBa NMaHNCT
A06VBaeTCAa HEOObIYHbIX KONOPUCTUYECKMX IPdeK-
To0B. ObpalaeT Ha ceb6s BHUMaAHUE METPOPUTMU-
yeckas CTOPOHa ero UCNOJHEHMUA: CA0XHasa MHO-
rOMEpPHOCTb pUTMa OnpesenseT 3axBaTbiBarOLLLYHO
aTMocdepy Npomn3BeAeHNs, B KOTOPOW OLLyLLaeTcs
CAEP>KaHHOCTb N CKPbITasa TPEBOXHOCTb.

B 2011 rogy Jln FOHbAW 3anncan nepebi anbbom
Kutarickon my3sblkm «KpacHoe ¢optenmaHo» («Red
Piano») B faHb HaLMOHaAbHOW MYy3bIKaJbHOW Ky/b-
Type Kutasa. 370T anbboM nosasuica B pesysbraTte
AANTENbHON NOAFOTOBKM W BKAOYMA B ceba KoHuepT
ana dopTtenunaHo c opkecTpom «KenTtas peka», CO3-
AaHHbIV Tpynnor KoMno3utopos NHb YaHU3yHOM,
Yy BaHxya, Jlto YUxxyaHoM, LL3H SinxyHowm, LUn LLyus-
HoM, Ctoii ®3ACMHOM Ha OCHOBe KaHTaTbl «XKenTas
peka» CnaHb CuHxas. a Takke opTenmaHHble nbe-
¢bl Ban LzaHbuxyHa «CeTAwmeca KpacHble Ianm»,
«Peka JltosAH», «Pa3HoLBeTHble 0bnaka B MOroHe 3a
NyHol», «[leBylika Jann», YxaH Yao «B ganekom
mecTe», «[n XyaH», «[lecHs o nto6Bm KaHramHra»,
«[louemMy LBeTbl TakMe KpacHble», «Moa PoguHa».
OTM XOPOLLO U3BECTHbIE dopTENNaHHbIE MbeChl K-
TalNCKUX KOMMO3UTOPOB B UCMOAHEHWWN ST FOHbAN
nepexKnBaroT BTOPOE pOXJAeHWe, 3ByYaT 3ajyLueB-
HO, 6€3 BHELIHWX BUPTYO3HbIX 3 dekToB. MNMraHuct
rnyboKo 1 OfyxOTBOPEHHO BblpaXkaeT NOANNHHOE
OvapoBaHMe KUTaNCKUX HaLMOHa bHbIX NPou3Be-
AeHU. TBOPUYECTBO KMTANCKUX KOMMO3UTOPOB B
ncnonHeHmm Jin FOHbAM NpeacTaeT HanoJHEHHbIM
NHTENNEKTYaNbHbIM OCMbICNIEHNEM MY3bIKalbHOTO
copepxxanuna. MNnaHnCT ACHO 1 NOTMYHO BOMJOLLA-
eT CTPYKTYypy GOpMbI, FOBEMPHO BNUCHIBaA 13bl-
CKaHHble ZeTanun B 06LLMIA KOHTEKCT.

Bbipa3utenbHas penbepHOCTb MENOANN U AN-
bepeHUMaLma GakTypbl COYMHEHUN cbanaHCMpo-
BaHbl, a TeMbpoBoe pasHoOobpa3ne U NHTEHCUB-
HOCTb KOHTPACTOB CO34at0T APKOe BreyatieHue.
Mpou3BeseHns KNTaNCKnMx KOMMO3MTOPOB, N3bpaH-
Hble MMaHWUCTOM AN 3anucy, 06beMHEHbl B eAu-
HYHO SHLMKIOMEANIO HaLMOHaNbHbIX 06pa3oB. OHK
MPOCTbI Y NaKOHUYHBI, HO B TO XK€ BpeMs co3epLa-
Te/IbHO 3/1eraHTHbIl. TOHKOCTb MX XapaKTepa, Hame-
Karolas Ha HeobxoaMMOCTb AodyMaTb 1 Boobpa-
3UTb T€ HIOAHCbI, KOTOPbIE CKPbITbl BO BHYTPEHHEM
apeasie OrMKN CMbICIIOB, BOMJIOLLLAHOT OCOBEHHOCTM
KMTaMCKOro MMpoBO33peHus. TpakToBku JIn FOHb-
A1 ACHO BOM/OLLAKOT KOHLEMNLUUN ero 3aMbIC0B, B
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HUX HaXOAAT OTPaXKEHME apXETUMbl KUTACKOro 1c-
KyCCTBa, BOMJIOLLLEHHblE CAMODBBITHBIM U APKUM CO-
BPEeMEHHbIM XYAOXHUNKOM.

B 3ToM oTHOWeHUN JIn FOHbAW ABAAET cOBON He
TONbKO NPUMEP MNOCTUXEHUS CTUNeNn popTenmaH-
HOro MCKYCCTBa, HO TakXKe NMPUBHOCUT B MUPOBOE
WNCKYCCTBO HOBOE HarnpasieHne nHTepnpeTaumm
KUTarcknx GopTenmaHHbIX Npoun3BeseHunin, 060-
raliarowmx npeacraBiaeHma o6 NCNONAHUTENbCKUX
npvemax, Konopucrmke, GUnocoHckmnx ncTokax nu-
aHUCTMYECKOro NCKYCCTBa.

Ncnonnutensckoe mactepctBo JIn FOHbAM Bblno
BbICOKO OLLEHEHO OTeYEeCTBEHHbIMU U MeXAyHa-
POAHBIMU MYy3blKaabHbIMU KpUTKamu. Poprtenma-
HO 3BYYMT Y NMMaAHNCTa OPKECTPaabHO, 1 B 3TOM €ro
NCMONHEHMEe AeMOHCTPUpPYET BAN30CTb CKopee Xy-
[ OXECTBEHHOW TPaKTOBKE MHCTPYMeHTa JInctom.
Jn FOHbAM OTMeuaeT, UTO B My3blKaJlbHOM UCKYC-
CTBe BCe B3aVMOCBA3aHO. VicnoaHuTento Heobxoaun-
MO 6bITb B BO3BbILLEHHOM AyXOBHOM COCTOSHUW U
co3faBaTb A1A cebs TBOpUECKoe BHYTPEHHEe Npo-
cTpaHcTBO. Korga oH f0OX0AWUT O OTHOCUTENbHO
BbICOKOM TOUKW, 3TO 0COBeHHO BaxxHOo. OgapeH-
HbI MY3bIKaHT MOXET BbIPa3nTb OYEHb LUMPOKMNIA
CMeKTp 3MOLMIA. TOHKOe UyBCTBOBaHMWE My3blKU OT-
KpblBaeT BO3MOXHOCTM MOCTUXEHMWSA CTUNEN pa3-
HbIX KOMMO3MTOPOB.

Ba>kHbIM acnekTom nctopun GpoptennaHHoOro
nckyccTea asasetca ToT dakT, uto JIn KOHbaM AB-
NAeTCA efNHCTBEHHbBIM NMNAHUCTOM, NMOAYUNBLUNM
npodeccmoHanbHoe My3blikasbHOe 0bpa3oBaHue
Ha poanHe B MaTepukoBom KuTae 1 obnagaromnii,
NPWU3HAHHON MUPOBOWN M3BECTHOCTLID. ITO 0bCTO-
ATENIbCTBO NOATBEPXKAAET aKTUBHbIA NPOrpecc Ku-
Tanckoro GbopTenmMaHHOro NCKyCcCcTBa, BXOAALLErO B
MUPOBYHO MY3bIKa/lIbHYHO KYAbTYpY.

B Kutae ¢ nouteHMem OoTHOCATCA K TbicAYeneT-
HVM HaLMOHa/bHbIM TPagMLmam, cobntogas putyanbl
W 3TUKET, 3auias n cbeperas KyabTypy. 3TO BOC-
NUTbIBaET yBaXkeHWe K 6oratbliM TPaAULIUAM APYTnX
KynbTyp, obecneunBas peLLatoLLyto OCHOBY A8 UX
noctmxeHus. Jin FOHbAN cuMTaeT BaXKHbIM ANS KN-
TalLeB, KOTOpbIE IOBAT KNacCUYecKyHo My3blKy, 13-
yyaTb 3anagHble KyabTypbl, aHaAN3MPOBaTh UX UCTO-
kun. Echm octaHoBUTLCA Ha My3bike LLloneHa v flucta B
KauecTBe NpuMepa, TO C TOUKU 3PEeHNA Coep KaHns
MY3bIK/ OHW ABASKOTCS KOMMO3MTOPaMK, OXBaTblBa-
FOLLMMM B CBOEM TBOPYECTBE TO, UTO BXOAUT B MO-
HVYMaHWe POMaHTNYeCcKoro cTuas. JINCT, Mo MHEHUIO
NMaHKCTa, BbipaXaeT HeYTo BeAnKoaenHoe, brecta-
LLiee, HO TaKkXKe M OYeHb HEXHOE, ero My3blika boraTa

KONIOPUCTUYECKUMU OTKpbITUAMY; LLloneH — ¢dop-
TEMWaHHbIM NO3T, NO3TOMY ero obpasbl O4YeHb ray-
6oKMe 1 N3MEHUMBbIe, HaXOAALLMECA B MOCTOSHHOM
Moncke OTBETOB Ha BHYTPEHHMWE BOMPOCHI.

MNMocne WOMNeHOBCKOro KOHKypca MHOrMe npo-
deccmnonansl cumtanu, uto Jin FOHbAN cocpesoTo-
UNTCH Ha MHTepnpeTaunax My3sbiku LLloneHa. Emy
NPUXOAMNOCE MHOTO UIrpaTb COUMHEHMS MObCKO-
ro KOMMO3UTOpPa B COOTBETCTBUM C TPEBOBAHUAMU
KOHKypCa U NocaesytoLero KOHTpakTa, No3Tomy
HeyAMBUTE/IbHO, YTO NOSABMIOCH 3HAUUTE/IbHOE KO-
INYeCTBO 3anucen. 3a rofbl BbICTyMNAeHUN 3a pybe-
>KOM MUaHWCT yBenYMBaA CBOM OMbIT, BCTpeYancs
CO MHOTUMM WM3BECTHLIMWU My3blKaHTaMW, BAAIOLLN-
MUCS KNOUEBbIMU dUrypamm B KyabType. Heckosbko
NeT fganbHeliwen paboTbl NOKaszany, YTo Nocae LWo-
MEHOBCKOrO KOHKYPCa, Ha KOTOPOM MNaHNCT Npo-
AEMOHCTPMPOBas BblAatoWMecs 4OCTUXEHUS, OH
NPOAOAXKAET NPOrpeccupoBaTs.

B uHTepnpetauuax n camon anuHoctv Jin FOHbaM
€CTb HeuTo, HacTpauBatoLlee cayLlaTtesis Ha NoCTu-
KEHWEe HEKOeN UCTUHbI, CAenaTh yCcuame Hag coboi

A5 OTKPbITUS HoBOro. OH He CreLunT pacumdpoBaTb
«OTBETbI» A/1f CAyLlaTens, COXpaHas MUCTUYECKNI
apeas TalHbl, KOTOPYH HEBO3MOXHO ZoKa3aTb. B 10
e BPEMS 3TO He JINLLAET ero UCMNoJIHeHWe Hemno-
CPeACTBEHHOW 3MOLIMOHaAbHOCTU. CKPOMHOCTb MPO-
ABASIETCA B TOM, UTO MUAHUCT HE CTPEMUTCS YTBEP-
XaaTtb ceba cpeamn apyrux, ero BoaHyet 6opbba ¢
camum cobo.

B MCMONHNUTENIBCKOM NCKYCCTBE KUTANCKMX Nia-
HWUCTOB MPOCIEXMBAOTCA MHOTME ABAEHUSA, XapaK-
TEpPHble AN151 MUPOBOW XyAO0XECTBEHHOMN KyAbTYypbl,
1 B TO e BpPeMs JOMOJIHsoLWMe 0bLLyto naHopamy
My3bIKaJlbHOrO UCKyccTBa. Onopa Ha HauuoHas b-
Hble dunocodckme KOHUEeNUMm cnocobcTeoBana
OTKPbITVIO HOBbIX PaKypCOB OCMbIC/IEHUS Xy 0Xe-
CTBEHHOW 06Ppa3HOCTM COUMHEHWIA, MPUHLIMMOB MC-
NONHNTENbCKOro MacTepcTsa. [yt ganbHelwero
pPa3BUTUS COBPEMEHHOTO MCMOJHUTENBCKOTO UC-
KYCCTBa y>Ke HeMbICIMMbI 6e3 nnaHucToB 13 Kutas,
Cpeau KOTOpbIX NosBASETCA BCe HoblUe My3blKaH-
TOB, CO3JatoLLMX CAMOBbITHbIE TPAKTOBKM LUIEAEB-
POB MUPOBOroO MYy3bIKaJibHOrO UCKYCCTBA.
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