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ANALYTICAL APPROACHES TO THE THEORY OF
INTERPRETATION OF CONTEMPORARY PIANO
MUSIC

Summary: This article explores theoretical issues in the
interpretation of piano music from the second half of the
20th and 21st centuries. As a theoretical and cognitive
tool for studying interpretation, the author proposes the
use of meta-analysis, which combines interdisciplinary
research to adapt and develop a methodology for the ho-
listic analysis of a work and its interpretation, as applied
to the conditions of artistic practice in modern piano mu-
sic. Analytical approaches are based on the presentation
of interpretation, taking into account its communicative
function, as a universal system that reveals a multitude
of artistic contexts that create the hermeneutic circle of a
modern musical work. The article identifies a broad body

The realisation of a composer's artistic design, ad-
dressed to the listener's perception, is one of the prin-
cipal missions of the performing arts. V.N. Kholopova
draws a distinction between the notions of "perfor-
mance" and "interpretation": the former represents
"any embodiment of the notated text in live sound
before an audience," whereas "interpretation is a spe-
cial, particular case in which the musician, wishing to
preserve the master's work in the public conscious-
ness, presents it while expressing their own attitude
toward its meaning. Performance permits straightfor-
ward reproduction; interpretation entails an individ-
ual reading of the work" (Kholopova, 2014, p. 289).

Nevertheless, any performance of music by a
human being can be regarded as an interpretation
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of research relevant to the study of theoretical issues in
contemporary interpretation. To identify the underlying
causes of changes in the relationship between compos-
er and performer, the importance of understanding the
concept of an individual composer's project as an object
of analysis from the perspective of scientific approaches
and from the perspective of perception is noted. Thus,
the research problematic is based on the integration of
scientific fields, which creates a foundation for under-
standing fundamentally new approaches to interpreta-
tion.

Keywords: interpretation, piano music, concept, style, se-
miotics, musical text, meta-analysis.

possessing a certain degree of expressiveness, au-
thenticity, and artistic completeness. An appeal to
the consciousness of the listener, whether real or
imagined, endows the performance with the proper-
ties of an utterance that generates figurative associ-
ations and meanings, while simultaneously lending
them greater relief for the performer as well. The
reproduction of a musical text with insufficiently ar-
ticulated performative intentions, or in the course
of working through the music without achieving a
cumulative effect of artistic perception, is exclud-
ed from the scope of the present article.

The result of the creative interactions among
composer, performer, and listener is the endless
metamorphosis of a musical work in sound and in

the auditory imagination. As an object of study, this
dynamic phenomenon of complex, at times hidden
transformations of a composition through interpre-
tations and perception remains invariably relevant
to scholarly inquiry.

The principles governing the interpretation of
works from preceding centuries were traditionally
based on creating an adequate interpretation pri-
marily from the standpoint of fidelity to the style of
the era. Defining the significance of style for musical
culture, E.V. Nazaikinskii emphasises the particular
importance of the relationship between style and
method, style and form, technique, content, and
material. "Style is that quality which allows one, in
music, to hear, to guess, to identify the person or
persons who create or reproduce it, that is, a dis-
tinctive quality that makes it possible to judge gen-
esis" (Nazaikinskii, 2003, p. 17).

Nazaikinskii identifies the hallmarks of style: an
indication of a unified genesis, the requirement that
style be musically, that is, aurally perceptible in its
expression, and the involvement in this process of
the entire aggregate of properties of music forming
an organic, integral system. The functional signifi-
cance of style is directed toward the listener's his-
torico-cultural orientation. For the performer, stylistic
factors constitute an essential aspect of grasping
the composer's design, and the subjective condi-
tion for this is the so-called stylistic apperception.

The concept of authentic or historically informed
performance, defined in Anglophone musicology as
Historically Informed Performance (HIP), is ground-
ed in the idea of reconstructing the style of an era.
R. Taruskin argues that the goal of this phenome-
non is to recreate the sonic space envisioned by the
composer (Taruskin, 1995). The hypothetical possi-
bility of empirically reconstructing the features of
a sonic space relegates the significance of inter-
pretive expressiveness as utterance to a second-
ary position. Many performers oriented toward this
concept attempt to realise the authentic aesthet-
ic and auditory ideals of past eras. In recent times,
historically informed performance, which presup-
poses the musician's immersion in the study of the
corresponding historical period, has become one of
the leading trends in performance culture.

However, what original sonic space does au-
thentic performance actually reproduce, if the two
most important categories that belong to the do-
main of mental representations resist reconstruc-
tion: the composer's auditory imagination (which

often runs ahead of its time and exceeds the ca-
pabilities of available instruments) and the specif-
ics of the listener's perception of musical art? In all
likelihood, in the case of historically informed per-
formance one can speak only of attempts to re-
vive the sounding images of historical instruments.

Arnold Schoenberg maintained that "style is the
quality of a work, based on the reflection of the spe-
cific worldview of its creator" (Schoenberg, 1946).
An artist may foresee the completed composition
that initially exists only in imagination, but will nev-
er begin its creation with a preconceived image of
style, since the impulse for the work is the idea. For
Schoenberg, the opposition between style and idea
is resolved unequivocally: "The idea will never per-
ish" (Schoenberg, 1946).

In the second half of the twentieth and twen-
ty-first centuries, the principles of interpreting a mu-
sical composition have changed significantly. The
need to bridge the gap between compositional cre-
ativity and artistic practice in contemporary music is
evident and compels a search for the deep-seated
causes of changes in the forms of the relationship
between composer and performer. To achieve this
goal, it is of paramount importance to apprehend
the integrity of a composition as an object of schol-
arly analysis and from the standpoint of perception.

The radical reconceptualisation of the sonorous
image of the piano in contemporary music has set
the tasks of artistic practice apart as a distinct spe-
cialised domain for study: the challenges facing the
performer in comprehending the figurative essence
of compositions, grasping the structure and devel-
opment of form, analysing the musical language
and means of expression, and reading the notated
text and the composer's remarks have multiplied
manifold. Because compositional creativity in the
second half of the twentieth and twenty-first cen-
turies is oriented toward expanding the limits of
perception, an understanding of the specifics of
perception is essential for developing the theoret-
ical foundations of interpretation. Grasping these
factors makes it possible to identify the principles
on which the creation of an interpretation is based
in the era of transition from postmodernism to new
stylistic paradigms.

The pianist who turns to contemporary music
cannot rely on orientation toward a historical style,
for they find themselves in a situation radically dif-
ferent from that of the interpreter of music from
preceding centuries. The principal mode of expres-
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sion in the second half of the twentieth and twen-
ty-first centuries is the individual compositional
project, which poses for the performer new prob-
lems of grasping the author's concept and creative
signature, a meta-stylistic gesture that manifests it-
self distinctively in each particular work.

The scholarly concept of musical gesture, de-
veloped in international and Russian musicology,
opens up possibilities for examining questions of
the interpretation of contemporary music from a
vantage point that goes beyond the search for con-
formity with any single style. As T.V. Tsaregradskaya
observes, the leaders of the international avant-gar-
de, Karlheinz Stockhausen and Pierre Boulez, regard-
ed "the musical gesture as that which characterises
the musician as a whole, as an individuality (wheth-
er composer or performer)" (Tsaregradskaya, 2018,
p. 7). Proclaiming the superiority of the gestural cri-
terion over the stylistic one, Stockhausen introduc-
es the notion of "meta-style," recognisable by the
characteristic intensity of individual creative ges-
tures (cited in Tsaregradskaya, 2018, p. 7).

Contemporary humanities allow one to approach
the problematic of creating an interpretation of the
individual compositional project from the standpoint
of concept analysis. A concept "encompasses not
only logical features but also the components of
scholarly, psychological, avant-garde artistic, emo-
tional, and everyday phenomena and situations,"
asserts Yu. Stepanov (Stepanov, 2007).

The study of the author's representations that
form the basis of interpretation is the subject of A.
Parrott's book Composers' Intentions? Lost Tradi-
tions of Musical Performance (Parrott, 2015). Such
a provocative formulation of the problem is fo-
cused primarily on vocal practices; consequently,
for the study of piano performance, Parrott's work,
although one of the few to examine questions of
creative representations, is not as significant.

In the musical conceptualism of the twenty-first
century, the primacy of the idea is absolute. The idea
generates infinite variants of representation. The
composer Johannes Kreidler, setting out his views
on the composer's work with musical material in
the essay "Style Melody," presents it as a concep-
tualised variant of Schoenberg's "Klangfarbenmelo-
die" (Kreidler, no date). The style melody is created
by Kreidler simply: first, one writes a short (approx-
imately four bars) musical phrase, then loads it into
a music-generation program (for instance, the Mi-
crosoft Songsmith application), and subsequently
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carries out a cyclical selection of various "styles" of-
fered by the program. These are then incorporated
into compositions. In this way, for example, a series
of compositions was created under the collective ti-
tle "Style," in which each stylistic pattern alternates
with a cluster performed by acoustic instruments.

Kreidler draws a distinction between his own
term "style melody" and Alfred Schnittke's concept
of "polystylistics,” noting the difference in that the
styles he employs are often marginal to the aca-
demic tradition. For Kreidler, the concept of the
style melody is, above all, the aesthetics of renounc-
ing strong interconnections among structures and
identifications and, most importantly, of rejecting
any affectation.

With full certainty one can assert that the in-
terpretation of music from the second half of the
twentieth and twenty-first centuries is not based on
the faithful reproduction of style, the integrity of
which must at times be constructed from the inter-
textual diffusion of stylistic components. As Boulez
writes, one must embody the meaning, "compre-
hend the essence of discordant elements so as to
lend the composition unity” (cited in Chinaev, 2014,
pp. 41-42).

Grasping the concept (idea) of a work enables
the performer to identify unifying strategies. The
category of style retains its significance within the
mental system of interpretive invariants, within which
stylistic identification and transitions from one sty-
listic mode to another take place. In this connec-
tion, it is appropriate to note that the analysis of
the interpretation of contemporary music may pre-
suppose the existence of a transcendent phenom-
enon, an open system of invariants.

The performer remains an intermediary between
the composer, the text, and the listener, yet their ac-
tions effectively reconstruct the logic of compositional
work, constituting a simultaneously constructive and
deconstructive process. In the analytical apprehension
of the system of interpretive invariants determined
by the composer's intention and in identifying the re-
lationship between text and meaning, the performer
must employ the principles of "stylistic deconstruc-
tion," which is based on seeking ways to disaggre-
gate and reconstruct the structure of the text from
diverse elements. J.-J. Nattiez holds that the perform-
er works toward the realisation of a secondary text,
which becomes the interpretation (Nattiez, 1990).

It is evident that within the framework of tradi-
tional interpretation, which is based on conformity

with a unified period style, the process of stylistic
deconstruction follows an entirely different trajec-
tory and is directed toward the recognition and de-
marcation of elements into those that are authentic,
adequate to the style, and those that do not fit with-
in stylistic constraints. In the case of contemporary
music, the authenticity of elements in the creation
of an interpretation is apprehended in the context
of their conformity or non-conformity to the con-
cept and logic of the chosen performative strategy.

Among contemporary semiotic studies of mu-
sical art, considerable attention to the problems of
interpretation is devoted in the existential theory of
E. Tarasti. An important element of his approach to
musical interpretation is the aspiration to present
musical performance as a process of signification
(Tarasti, 1994). One of Tarasti's works is entirely de-
voted to the analysis of musical interpretation from
a semiotic perspective. The disclosure of meaning
by the performer, from the researcher's point of
view, is aimed at recreating certain musical mean-
ings hidden in the text. The semiological theory of
R. Monelle and the theory of musical gesture by
R.S. Hatten must also be included within the pur-
view of the study of questions of musical perfor-
mance (Monelle, 1992; Hatten, 2004).

Musical semiosis is influenced by many cultural,
social, and individual factors. The creative personal-
ity of a performer is formed on the basis of innate
talent under the influence of empirical experience
and the traditions of the performance schools in
which they were trained. This exerts a decisive influ-
ence on the specifics of the performer's perception
of the artistic content of a musical work. Selected
concepts of semiotics are applicable to the com-
prehension of issues involved in creating an inter-
pretation of contemporary music. The starting point
for grasping a musical work and for the emergence
of performative intentions is penetration into the
conceptual essence and analysis of the work.

In the field of musical semiotics, N. Cumming re-
flects on the various levels of interpretation. As the
external level, she identifies the results of sociocul-
tural stereotypes, from which the performer strives
to realise an individual style of interpretation. Per-
ceiving her own performing activity as a representa-
tion of social and interactive experience, Cumming
asserts: "When | become aware of the 'outer' side
of my musical identity as a stereotype of certain ac-
tions, | can begin to question the extent to which
| am constrained in my representations, and what

conceptual frameworks guide me. What is the basis
of my choice, and how free am | in my decision? ...
The 'outer' function of this choice reflects my de-
sires and possible self-limitations, constituting the
'inner self' of the performer, that is what it means
to be an interpreter of a musical work" (Cumming,
2000, p. 115).

The concept of a semiotic understanding of in-
dividual performative intentions can be applied to
the analysis of the balance between subjectivity and
the artistically determined objective factors of mu-
sical interpretation. In determining the features of
an adequate presentation of a specific work, one
may assume that each performer possesses quali-
ties that represent a kind of creative "gesture" dom-
inating their interpretations.

The meaning of a work is perceived and appre-
hended in the act of performance and perception;
it is infinitely mutable. The performance of Lachen-
mann's works is a creative act of uniting the men-
tal potentials of composer, performer, and listener,
since the transmitted meanings are expressively
articulated through musical communication. The
composer, noting that in contemporary music what
matters is not so much new sound as new hear-
ing, attempts to present his musical material as a
process transformed in interpretation through the
trajectories of the perceptions of performers and
listeners (Lachenmann, 1974). For Lachenmann, in-
terpretation is inseparable from an equally active
listening stance, since both performance and lis-
tening represent, in the composer's view, a path
of self-knowledge.

From the standpoint of semiotics, Lachenmann
approaches performance and perception in a struc-
turalist manner: "The key concept of such listening
is called 'structure,™ he writes. However, the experi-
ence of structural listening is oriented not only toward
identifying the elements of the sounding object but
also refines one's hearing, ordering the object. Simul-
taneously, the perception of the physical properties
of the sound is heightened, it is ordered through the
relationships that unfold between the sound source
and the acoustics of the space, discerned in time.
In other words, listening is at once awareness, con-
scious and unconscious, of those connections that
pertain to the sound, just as of those in which these
relationships arise, illuminating every sounding mo-
ment anew (Lachenmann, 2003).

Reflecting on the complexity of interpreting con-
temporary music, one may arrive at conclusions
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regarding the fact that the character of the per-
formative system exceeds the bounds of the former
paradigm of the performing arts conceived exclu-
sively as mediation. One observes the development
of a process of emancipation of the performing arts
from earlier concepts, the evaluation of which re-
quires taking into account a multitude of factors.

The study of the question of how performance
can contribute to comprehending the role of mu-
sical art in culture is presented in N. Cook's book,
which advances the idea of viewing music as a per-
formative art (Cook, 2007). Proposing an interpreta-
tion of "expanded listening" in the context of new
technologies, the researcher seeks to reflect their
significance in the understanding of music as a cul-
tural phenomenon. The history of the creative inter-
relations between composer and performer comes
within the purview of the author's interdisciplinary
investigation.

Reliance on the intersection of various scholarly
fields supports the epistemology of interpretation
and contributes to the development of its theo-
ry in the music of the second half of the twentieth
and twenty-first centuries, informed by a concep-
tion of interpretation that, taking into account its
communicative function, serves as a universal sys-
tem revealing the multiplicity of artistic contexts
that define the hermeneutic domain of a contem-
porary musical work.

In scholarly discourse, the concept of meta-anal-
ysis is encountered, combining the results of in-
terdisciplinary research to confirm one or several
interrelated scholarly hypotheses. Meta-analysis in
musical art has not hitherto been employed in such
a capacity, appearing only occasionally in works
devoted to the study of music at the intersection
with other scholarly fields, in particular psycholo-
gy. The use of meta-analysis as a theoretical-cog-
nitive toolkit for the study of interpretation and its

perception makes it possible to integrate the meth-
ods of musicology with philosophy, aesthetics, se-
miotics, axiology, and psychology and to examine
the performing arts in contemporary music from
diverse perspectives.

The phenomenon of the interpretation of con-
temporary music reveals interconnections with re-
ception aesthetics, the aim of which is the aspiration
to reconstruct the perception of a text and its evo-
lution in history. In many authorial concepts of the
second half of the twentieth and twenty-first centu-
ries, one observes a departure from the traditional
treatment of the musical text, although intercon-
nections with a complex system of allusions, hidden
symbols, and signs have been preserved. In recep-
tion aesthetics, the key idea became the link be-
tween the author and the recipient, which gave rise
to the notion of the "horizon of expectation," in-
troduced by H.R. Jauss (Jauss and Benzinger, 2013).
The horizon of expectation is a complex of aesthetic,
social, and psychological representations that con-
dition the perception of an artistic work. From the
standpoint of reception aesthetics, an artistic work
is not equal to itself, since its meaning is perma-
nently mutable. Herein lies the necessity of applying
meta-analysis, which constitutes a flexible instru-
ment for searching for connections. This method
allows one to change representations and to dis-
cover new meanings embedded in music, taking
into account the positions of all participants in the
communicative chain of creation, performance, and
perception of an artistic work and their "horizons
of expectation."

The proposed approaches to the study of per-
forming activity create the preconditions for further
investigations of the processes of musical thought.
The integration of scholarly fields in examining the
problematic serves as a foundation for developing
new approaches to the analysis of interpretations.
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AHANUTUYECKME NOAXOAbI K TEOPU
MHTEPMPETALMI HOBEUVLLEW ®OPTEMMNAHHOW
MY3bIKI

AHHOTauma: B cTaTbe paccMaTpurBatoTCs TeopeTuye-
CKve BOMpPOCHI MHTepnpeTaLmn GopTenuaHHON My3biku
BTOpOW nonoBuHbl XX—XXI Beka. B kauecTBe TeopeTu-
KO-MO3HaBaTeNbHOrO MHCTPYMEHTapua ANS U3yyYeHus
WHTepnpeTaLuM aBTOPOM NpeAnaraeTcs UCrosb3oBaHue
MeTa-aHasin3a, O6beAVHAIOLErO MEXANCLUNANHAPHbIE
nuccaefoBaHua ANs agantaumy v pasBUTUA METOA0/10-
TMW LLeSIOCTHOTO aHanu3a NpousBeAeHUs N ero HTep-
npeTtauuy, NPUMEHNTENBHO K YCNOBUAM apTUCTUYECKOW
NpakTUKN B HoBeWLelk popTennaHHON My3bike. AHa-
nnTnyeckne noaxoabl obycaoBAeHbl NpeAcTaBIeHNEM
WHTepnpeTaLnm ¢ y4eToM ee KOMMYHUKaTUBHOM dyHK-
LMK B Ka4ecTBe YHUBEPCaNbHON CUCTEMbI, BbIABAAIOLLEN
MHOXECTBO XYAOXECTBEHHbIX KOHTEKCTOB, CO3AatoLLNX
repMeHeBTUYECKMI KPYr My3blKanbHOrO Npov3BeAeHNs

BonnoweHne KOMNO3MTOPCKOrO XyAOXeCTBEH-
HOro 3aMbICna, afipecoBaHHOE BOCMPUATMIO CAyLua-
Tens, ABAAETCA OLHOW U3 rNaBHbIX MUCCUIA MCNOA-
HUTeNbCKOro uckyccrsa. B.H. Xononosa otmevaet
OT/INYME MOHATUI «UCTMONHEHNE» U «MHTEepRpeTa-
LMsi»: NepBoe NpeacTaBaseT cobom «BCAKOe BOMIO-
WeHne HOTHOrO TeKCTa B XXMBOM 3BYYaHUW Nepes
cnyliaTensimm», B TO BpeMs Kak «MHTepnpeTaums —
0CO6bIV YacTHbIN CyYai, KOraa My3blKaHT, Xenas
COXpaHWTb Npoun3BejeHne MacTepa B 06LLeCTBEH-
HOM CO3HaHWW, NPEeNOAHOCUT ero, Bblpaxkas CBoe
OTHOLLEHWe K ero cMbicay. VicnonHeHne gonyckaet
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HoBellLlwero BpeMeHu. B ctaTbe onpeaenseTcs Wpokui
KOpnyc uccnefoBaHui, 3HaYMMbIX 415 U3YyYeHUs Teo-
peTMyeckux BONpPOCOB COBPEMEHHON UHTEpnpeTaLum.
[ns noncka rny6uUHHBIX NPUUYUH U3MEHEHWI B3aUMO-
OTHOLLEHWI KOMMO3MTOPa N UCMOJHUTENS OTMeYaeTcs
BaXXHOCTb OCMbIC/IEHWSA KOHLIeNUUW MHANBUAYaNbHOTO
KOMMO3UTOPCKOro MpoekTa Kak obbekTa aHanm3a ¢ Ha-
YUHBIX MO3ULMIA U C TOUYKM 3pEHUs 0COBeHHOCTeN BOC-
npuatus. Taknm obpasom, npobaematnka nccrnesoBaHma
OCHOBBIBAETCA Ha MHTErpaLum HayyHbIx obaacTew, 4to
co3gaet GyHAAMEHT 418 OCMbICAEHUA NPUHLMMNANBHO
HOBBIX NOAXOAO0B K MHTeprpeTaLmu.

KnioueBble cnoBa: uHmepnpemayus, gopmenuaHHas
My3bIKa, KOHYeNnyus, cmuss, CeMUOMUKA, My3bIKaabHbIl
mekcm, Mema-aHaaus.

NpoCcTOe BOCNPOU3BEAEHME, UHTEPNPETALUA — UH-
AVIBMAYyanbHOE NpouTeHne npoussegeHmsa» [3, 289].

TeM He meHee, 1t060e NCMONHEHNE MYy3bIKM Ye-
NOBEKOM MOXHO paccMaTpmBaTh B Ka4yecTBe MHTEpP-
npetaumm, obnajaroen To AN MHON CTEMEHbHO
BbIPa3nTENbHOCTM, JOCTOBEPHOCTU U XyAOXECTBEH-
HOW 3aKOH4YeHHOCTW. ObpalleHne K CO3HaHWIO Cy-
watens (peanbHOro WV BbIMbILLIEHHOrO) HagenaeT
WCMNONIHEHWE CBOMCTBaMM BblCKa3blBaHWUS, reHepu-
pytoLLero obpasHble accoumaunmn U CMbICAbl, B TO
Xe Bpems, npuaasBas UM 60/1bLyto penbedHOCTb U
AN8 camoro urpatoluero. BocnponzeeaeHune my3sbl-

KaJbHOrO TEeKCTa C HeAOCTaTOYHO BblpaXeHHbIMU
NCMONHNTENBbCKMMWU HaMEPEHNAMMU UK B NpoLec-
ce paboTbl, NPU KOTOPOM He cymmupyeTcs 3ddekT
Xy OXECTBEHHOrO BOCAPUATUS OCTaBASEM 3a Npe-
AenaMy pacCMOTPEHUA.

Pe3ynbTaTOM TBOPYECKNX B3aMOAENCTBUIA KOM-
Nno3nTopa, UCNOJHUTENS U CAyLIaTeNs CTaHOBATCA
6eckoHeuHble MeTaMopdO3bl My3blKaNbHOrO Mpo-
N3BeAEHNA B 3ByHaHUN N CIYXOBOM BOOBpaXKeHuM.
B kauectBe 0b6bekTa U3yUeHUs 3TOT AMHAMUYUHBIN
dbeHOMEH C/IOXHbIX, Mog4ac CKpbITbIX TpaHCcdOp-
MaLMN COYMHEHNA B MHTepnpeTauunsax 1 nepuen-
LMK OKa3blBaeTCsl HEM3MEHHO aKTyaslbHbIM A5 UC-
cNefoBaHUN.

3aKOHbI TPAKTOBKM NPOW3BEAEHUN NpeALIecTBY-
FOLLIMX BEKOB TPAAMLIMOHHO OCHOBBIBAOTCSA Ha CO3-
JaHWV aZleKBaTHOM MHTepnpeTaLmMmn B NeEPBYHO oYe-
pesb C TOUKN 3pEHUsA COOTBETCTBUA CTUHO 3MOXM.
Onpegenss 3HaYeHWe CTUAS ANS My3blKasbHOW Ky/b-
Typbl, E.B. HazanknHckmii noguepkmeaet ocobyro
3HAYMMOCTb COOTHOLUEHUA CTUAA U METOAA, CTU-
na 1 GopMbl, TEXHUKM, COAEpXKaHWs, MaTepuana.
«CTuUnb — 3TO TO KayecTBO, KOTOPOEe MO3BOASET B
My3blKe C/bIlaTh, yraAblBaTb, ONpPeaenaTb TOro Uim
TeX, KTO ee Co3jaeT AN BOCMPOU3BOAUT, TO eCTb
KayecTBO OT/IMUMTENIbHOE, JatoLiee BO3MOXHOCTb
CyAnTb O reHesuce» [1, 17].

Ha3alikMHCKWI BbISBASIET MPU3HaKK CTUAA: YKa-
3aHWe Ha efMHbIN reHe3nc, TpeboBaHne My3blkasb-
HOW, TO €CTb OCO3HaBaEMOW C/TyXOBbIM BOCMPUATH-
€M ero BbIpaXKeHHOCTW, BOBJIEYEHUE B 3TOT NpoLecc
BCE COBOKYMHOCTU CBOMCTB MYy3bIKW, OBpasyroLLei
OpraHNYHYH LIeNOCTHYO cncteMy. OyHKLMOHaNbHOE
3HaueHVe CTUAS HaueNeHo Ha UCTOPUKO-KYNbTYpP-
HYO OPVEHTUPOBAHHOCTb CayLlatens. Ana ncnonHm-
Tensa cTuneBble PakTopbl ABAAIOTCA CYLLECTBEHHBIM
acrneKTOM MOCTUXKEHWNS KOMMO3UTOPCKOro 3aMblC-
Na, a CybBbeKTMBHbBIM YCNOBUEM CNYXUT TaK Ha3sbl-
BaemMas CTuieBas annepLenyms.

Ha naee pekoHCTPyKLMN CTUAS SMOXM OCHOBbI-
BaETCA KOHLeNLUMa ayTeHTUYHOTO N NCTOPUYECKM
NHOOPMUPOBAHHOTO UCMONHUTENBCTBA, ONpeaense-
Masi B aHr103bI4HOM My3blkO3HaHMK Kak Historically
informed performance (HIP). P. TapyckuH yTBepxaa-
€T, UTO Lie/Ib 3TOrO ABNEHNS — BOCCO3/aHuNe 3BYKO-
BOro MPOCTPaHCTBa, 3a4yMaHHOrO KOMMNO3UTOPOM
[18]. TMnoTeTnyeckas BEPOATHOCTb IMMMPUYECKN pe-
KOHCTPYyMpOBaTb 3ByKOBOE MPOCTPaHCTBO OTOABM-
raet 3Ha4YMMOCTb BbIPa3nTENbHOCTU MHTEPMpETa-
LMK KaK BblCKa3blBaHWS Ha BTOPON niaH. MHoruve
NCNONHUTENN, OPUEHTUPOBAHHbIE Ha 3TY KOHLLEM-

LU0, MbITAKOTCA BOMJOTUTb ayTEHTUYHbIE 3CTETUYE-
CKMe 1 CNyxoBble naeanbl NPOLWbIX 3Nox. 3a no-
cnesHee Bpems, MCTOpUYECckn MHGOPMUMpPOBaHHOE
NCMONHUTENBCTBO, NpeAnoaratoLLee NorpyxeHune
My3blKaHTa B U3y4YeHVe COOTBETCTBYHOLLLEro NCTOPU-
YecKoro Nepunoga, CTaso OAHVM U3 BEAYLLMX TPEH-
[OB B B apTUCTUYECKOWN NpakTuKe.

OgHako Kakoe MMeHHO MCXOAHOE 3BYKOBOE Mpo-
CTPaHCTBO Ha CaMOM JeJjie BOCMPOM3BOAMUT ayTeH-
TUYHOE UCMOJIHUTENBCTBO, €CAN He noaaatoTcs
BOCCO3/aHuto ABe Hanbonee BaxKHble KaTeropum,
npuHagnexatyme 061acT MeHTaNbHbIX MPeACTaB-
JIeHN — KOMMNO3UTOPCKOE CYXOBOE BOOHpaXKeHe
(4acTo onepexarolLee BpeMs 1 BbixoaslLiee 3a npe-
AeNbl BO3MOXHOCTEN AOCTYMHbIX UHCTPYMEHTOB) U
cneumdrka BOCNPUATAS My3blKaJlbHOIO UCKyCCTBa
cnywatenem? Ckopee BCero, B Cyyae MCTOpUYeCcKun
MHPOPMUPOBAHHOTO NUCMONHUTENBCTBA MOXHO O-
BOPUTb /IMLLb O MOMbITKaX BO3POXAEHNS 3BYYaLLnX
06pa3oB NCTOPUUYECKNX NHCTPYMEHTOB.

ApHonbg LLEHGepr yTBEPXKAAN, YTO «CTUb —
3TO KayecTBO NPOU3BEAEHWSs, OCHOBaHHOE Ha OTpa-
XeHuUn cneumdryeckoro BUAEHNA MMpa TOro, KTo
ero cosgan» [16]. XyAO>XXHVK MOXeT 3apaHee npes-
BUAETb 3aKOHYEHHOE COYMHEHME, MePBOHaYaIbHO
CyLLeCTByHOLLLEE TONbKO B €ro daHTasnm, HO OH Hu-
KOrZa He HauYHeT ero cosjaHue C NpeAB3ATOro 06-
pasa CTWAS, MOCKOJ/IbKY UMMYAbCOM PaboTbl ABAS-
etcsa naes. Ana LLlenbepra npotMBonocTaBieHne
CTUNS N NAEeW pellaeTcs oAHO3Ha4Ho: «/aea Hu-
Korga He normbHeT» [16].

Bo BTOpOW nosoBrHe XX—XX| Beka NpuHLMMbI
NHTepnpeTauum My3blkaabHOTO COMNHEHWNA 3HAYMN-
TeNbHO N3MEHUUCh. HeobxoaMMOCTb NpeosoneHus
pa3pbiBa MeXAy KOMMO3UTOPCKUM TBOPYECTBOM
N apTUCTUYECKOW NPaKTUKOM B HOBEWLLIEN My3blke
oueBMAHa W BbIHY>XAaeT Uckatb ryOuHHbIEe Npu-
UYMHbI U3MEHEHUN GOPM B3aMMOOTHOLLEHUIA KOM-
nosntopa 1 ncnoaHuTensa. Ana AOCTUXKEHUSA 3TON
LeNn KpaHe BaXHO OCO3HaTb LLeJIOCTHOCTb COYM-
HeHMA Kak 0bbekTa Hay4YHOro aHaamsa n C TOUKM
3peHuns BOCNPUATHA.

PasguvkanbHOe nepeocmbiCieHe COHOPHOrO 06-
pa3a ¢popTenraHo B HOBENLUEN MYy3blKe MPUBENO
K 060Cc06/1eHMI0 3a4a4 apTUCTUYECKON NPaKTUKK
B 0CObYt0 cneundpmyeckyto obaactb nccnesosa-
HWUA: KPaTHO YCNOXHWANCL BOMPOCHI MOCTUXKEHUSA
ncnonHuTeneM obpasHoM CyLHOCTU KOMMO3UL NI,
OCO3HaHMA CTPYKTYpPbl U pa3BUTUS GOPMbI, aHaN-
3a My3blKaNbHOTO A3blKa M CPEACTB Bblpa3nTeabHO-
CTW, NPOYTEHMA HOTHOTO TEKCTa M aBTOPCKUX pe-
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MapoK. [1oCcKobKYy KOMMO3UTOPCKOe TBOPYECTBO
BO BTOpOW nonoBunHe XX—XXI Beka opueHTMpoBa-
HO Ha pacLMpeHne NpeaeoB BOCNPUATUSA, U3yde-
HWe cneumdurKM NepuenLmm HeobxoaMMo Ans pas-
paboTkn TeopeTUUECKNX OCHOB MHTEepPNpeTaLmu.
OcmbicneHne 3TMx GakTopoB NO3BOAAET BbIABUTb
MPVHLMUMBI, HA KOTOPbIX OCHOBbLIBAETCA CO3jaHue
WHTeprpeTaLmm B 3Noxy nepexoAa oT NoCTMOAep-
HW3Ma K HOBbIM CTUAUCTUKAM.

MuaHucTy, obpatluatoLemMycs K HoBenLen My3bl-
Ke, He NPeaCcTaBAAeTCa BO3MOXHbIM PYKOBOACTBO-
BaTbCsl OPUEHTALNEN Ha MCTOPUYECKNIA CTUAb, TaK
Kak OH OKa3blBaeTCs B KapAMHaNbHO OTJNUYHON CU-
Tyauuu OT MHTepnpeTaTopa My3blku NpPeAblAYyLLMX
ctoneTmit. OCHOBHbLIM CMOCOOOM BbIPaXXeHMWs BO BTO-
poii nonosmHe XX-XXI Beka CTaHOBUTCA MHANBUAY-
aNbHbI KOMMO3UTOPCKUIA NMPOEKT, YTO BblABUTaET
418 UCNONIHUTENS HOBble NPO6AEMbI MOCTUXEHUA
aBTOPCKOW KOHUEMLMN U TBOPYECKOro novepka —
MeTaCTUIEBOrO XecTa, CBoeobpa3Ho NpoasAasAtoLLe-
roca B KaXx0M KOHKPETHOM COUMHEHUMN.

HayuHas KoHLenumna My3bikaJbHOrO XecTa, pas-
pabaTbiBaeMas B 3apyHeXXHOM M POCCUIACKOM My-
3bIKO3HaHWUW, OTKPbIBAaET BO3MOXHOCTM paccMoTpe-
HWA BOMPOCOB MHTeprpeTaLnm HOBENLLEN My3blKU
C paKypca, BbIXOAALLEro 3a npegesibl NONCKOB CO-
OTBETCTBUSA KakoMy-nnbo eanHomy ctmato. Kak oT-
meyaeT T.B. Llaperpaackas, angepbl 3apy6exHoro
aBaHrapga KapaxaiHuy, LUtokxay3eH v Mbep bynes
BUAEAN «MY3bIKalbHbIA XECT KaK TO, YTO Xapak-
TepusyeT My3blkaHTa B LieJIOM Kak MHANBUAYab-
HOCTb (Bysb OH KOMMO3UTOP UAN UCMONHUTEND)> [4,
7]. lleknapupys NpeBocxoACTBO XeCTOBOro KpuTe-
pus Haz ctunesbiM, LLITokxay3eH obo3HavaeT no-
HATWE «MeTacTUAA», ONO3HaBaeMOro MNo Xxapakrep-
HOW MHTEHCMBHOCTU MHAMBUAYaNbHbIX TBOPYECKMX
XecToB [uuT. no: 4, 71.

CoBpemeHHaa rymaHuMTapHas Hayka nossosset
NoAONTM K npobiemMaTike CO34aHnsA NHTeprpeTa-
LU MHANBMAYAbHOTO KOMMO3UTOPCKOrO MNPOeK-
Ta C TOYKM 3peHnsa aHaamsa KoHuenumm. KoHuent
«BKJItOYaEeT B cebA He TONbKO N0rnYeckmne npusHa-
KW, HO N KOMMOHEHTbI HayYHbIX, MCUXONOTNYECKNX,
aBaHrapAHO-XyA0XeCTBEHHbIX, 3IMOLIMOHANbHbIX
1 BbITOBBIX ABNEHUN U CUTyaUUn» — yTBEpPXKaaeT
FO. CrenaHos [2].

WNccnepoBaHnio aBTopcKmx NpeacTaBiaeHni, fAB-
NAOLWMXCA OCHOBOM MHTEpPMpeTaLMm, NOCBALLEHa
kHura 3. MNappoTa «Komnosmtopckas NHTeHUMA?
YTpata ucnoaHuTenbckmx Tpagnumnine [15]. Mogob-
Has NpOBOKaLMOHHasA NocTaHoBka Npobaembl cdo-

124

KyCMpOBaHa B OCHOBHOM Ha BOKaJlbHbIX MPaKTUKaX,
No3TOMY ANA NCCAefoBaHNa GopTenmaHHOro ncnon-
HUTENbCTBA, paboTa MappoTa, XOTA U OfHa U3 He-
MHOTUX, MOCBSILLLEHHbIX U3YYEHWIO BOMPOCOB TBOpYe-
CKWUX NPeACTaBAEHNN, He ABAAETCSA CTO/b 3HAUNMOW.

B My3bikanbHOM KoHuenTyanusme XXI seka npu-
OPUTETHOCTb KOMMO3UTOPCKOWN UAeN, NOPOXAa-
toLLEeN GeCKOHEeUHble BapUaHTbl penpeseHTaLmi,
6e3ycnosHa. Komnosutop Moxarec Kpaiianep, n3-
naras cBou B3raajbl Ha paboTy komMnosnuTopa ¢
My3blKaAbHbIM MaTepunanom B acce «CTunesas me-
noams» («Style Melody»), npeacraBaseT ee Kak KOH-
LenTyanan3npoBaHHbIN BapuaHT LeHOeproBCcKom
«Klangfarbenmelodie» [10]. CTuneBas menoamns cos-
faetca Kparignepom nNpocTo: B NepByto oyepesb
HeobX0AMMO HanMcaTb KOPOTKYH (OKOJIO YeTblpex
TaKTOB) My3blkanbHyto bpasy, ganee 3arpy3nTb ee
B Mporpammy A reHepaunm My3sblki (Hanpumep,
B MPUIOXEHMWE A1 CO3AaHNs My3blKaJbHOMO CONPO-
BOXAeHMsA Microsoft Songsmith), a 3atem ocylue-
CTBUTb LIMKANYECKNI BIBOP PasaNUHbIX «CTUNEN»,
npegnaraembix 3TOM NporpaMmmMoit. lNocae 3Toro oHu
BK/IHOUAKOTCA B KOMMO3MLUMW. Tak co3jaHa, Hanpu-
Mep, cepms KOMMO3uLMiA Nog oMM HazBaHUEM
«CTUb», rae KaXAbl CTUAEBOW NaTTepH nepeme-
XKaeTca KNacTepom, UCMOIHAEMbIM aKyCTUYECKMMU
WNHCTPYMEHTaMMU.

Kpaianep npoBoauT rpaHuLy Mexay cobCcTBeH-
HbIM TEPMUHOM «CTUNEBAA MENOANA» U MOHATUEM
«noanctnancTuka» Anbdpega LHnTKe, oTMeyasn pas-
MY B TOM, UTO UCMONb3YEMbIE UM CaMUM HEPEAKO
HOCAT MaprMHabHbIN ANS aKageMUUYECKOM Tpagam-
ummn xapaktep. Aas Kpananepa KoHuenums ctue-
BOI Menoaum — 370, NpeXxAe BCEro 3CTeTnka oTkasa
OT MPOYHbIX B3aMMOCBA3EN CTPYKTYpP, OTOXAECT-
BJIEHWUN, 1, cCaMOe rnaBHoe, OT Ntobon apdekTauumm.

Co BCeil 04eBUAHOCTBHO MOXHO YTBEPXKAATh, UTO
WHTepnpeTauns My3blkiu BTOPOI NoN0BUHbI XX—XXI
BeKa OCHOBbIBAETCA He Ha AOCTOBEPHOM BOMOLLE-
HUW CTWUAS, LENOCTHOCTb KOTOPOro nogyac Heob-
XOAMMO €O34aTb U3 UHTEPTEKCTyaNbHOU Anddy3unn
CTUneBbIXx KOMNOHeHTOB. Kak nuwet bynes, Hago
BOMJOTUTb CMbIC/, «MOHATb CYLLHOCTb pa3Horaac-
HbIX 3/1EMEHTOB, YTOObI MPMAATh COYMHEHWNIO eANH-
CTBO» [UWT. no: 5, 41-42].

MocTuxxeHne KoHuenuuu (Maeun) nponssese-
HWA MO3BOAET UCMONHUTENHO ONpeaennTb obbe-
AVHAOLWMe cTpaTernun. Kateropmsa ctuaa coxpaHs-
€T 3HaUYeHMe B MEHTaJIbHON CUCTEME MHBaPWNAHTOB
WHTEpRpeTaLmy, B paMkax KOTOPOW MPOUCXOAAT CTV-
nncTnyeckas naeHTMdbrKaums 1 nepexosbl oT of-

HOW CTUANCTUKN K APYroi. B ¢BA3M C 3TUM yMecTHO
0603HauNTb, YTO aHanW3 MHTeprnpeTaLun HoBen-
LUen My3bIK1 MOXET NOoApa3yMeBaTh Haanumne TpaH-
CLEHAEHTHOrO peHOMEHa — OTKPbITON CUCTEMbI UH-
BapWaHTOB.

NcnonHnTenb No-npexHeMy SBASETCA NOCPes-
HUKOM MEXAY KOMMO3UTOPOM, TEKCTOM U CAyLla-
TesieM, HO ero AencTBums Kak 6bl BOCCTaHaBAMBAOT
NOrNKY KOMMNO3WLMOHHOW paboTbl, NpeacTaBaaAs
coboli 04HOBPEMEHHO KOHCTPYKTUBHbIN U AEKOH-
CTPYKTUBHBIN npouecc. MNpu aHaanTMyYeckom oc-
MbICIEHWIN CUCTEMbI MHBAPWaHTOB MHTeprpeTaLmuy,
onpezeneHHbIX KOMMO3UTOPCKOM UHTEHLMEN U Bbl-
ABJIEHNN B3aMMOCBA3N MeXAY TEKCTOM N ero 3Ha-
YeHWeM, UCMONHUTENIO NMPUXOAUTCA UCNOb30BaTb
NPUHLMMbI «CTUEBOM AEKOHCTPYKLUM», OCHOBAH-
HOW Ha Mouncke CNocoboB Pa3obLLEHNA 1 BOCCO34a-
HWMA 3aHOBO CTPYKTYpPbl TEKCTA U3 Pa3INYHbIX 31e-
MeHTOB. XK.-)K. HaTbe nonaraet, 4TO NCMOAHUTENDb
paboTaeT Hag BOM/OLWEHMEM BTOPUYHOIO TEKCTa,
KOTOPbIV CTAHOBUTCA MHTepnpeTaumven [14].

OueBUAHO, YTO B pamKax TPaAULIMOHHOWN UHTep-
npeTauuy, OCHOBaHHOM Ha COOTBETCTBMMN eANHOMY
CTUAKO 3MOXM, NPOLLECC CTUNEBOWN AEKOHCTPYKLMMK
ABUXKETCA MO COBEPLUEHHO UHOM TPAaeKTOPUN U Ha-
npaB/ieH Ha OCO3HaHWe 1 GUALTPALNIO INEMEHTOB
Ha NOANVMHHblE — afieKBaTHbIe CTUJILO U Te, KOTOpble
He YKNaJblBatoTCA B CTUNEBbIE OFpaHuyeHus. B ciy-
Yyae C HOBeWLeN My3bIKOW NMOAJIMHHOCTb 31EMEHTOB
npu CO34aHNN NHTePRpPeTaLMm OCO3HAETCA B KOH-
TeKCTe COOTBETCTBUS / HE COOTBETCTBUSA KOHLENLUN
N NOrnKe N3bpaHHOM UCMOJHUTENLCKON CTpaTErnN.

Cpean coBpeMeHHbIX CEMUOTUYECKNX Uccae-
[OBaHWN My3blKaJbHOFO UCKYCCTBA 3HAYUTE/IbHOE
BHVMMaHMe npobaemam UHTepnpeTaunmn yaenser-
CSl B 3K3UCTEHUMaNbHOM Teopum 3. Tapactu. Bax-
HbIM 3/IEMEHTOM €ro NoAxofAa K My3blKafbHOW UH-
TepnpeTaLumn CTaHOBUTCA CTPEMJIEHNE NPeACcTaBUTb
My3blKa/lbHOE UCMOJIHEHME KakK Npouecc cUurHndum-
kauuwn [17]. OpHa n3 paboT TapacTi NOAHOCTLIO MO-
CBsiLLleHa aHaAM3y My3blkaJbHOM UHTeprpeTaLmm ¢
No3nuUn CeMMOTUKI. PackpbiTve CMbICia UCMOHM-
TeseM, C TOUKW 3peHUs UcCaefoBaTens, HaleleHo
Ha TO, UTO6bI BOCCO3AaTh OMnpeseeHHble My3blKab-
Hble 3HaueHus, CKpbiTble B TekcTe. Cemuonornye-
ckyto Teoputo P. MoHens n Teoputo My3bikasbHOrO
XecTa P. XaTTeHa TakXe HeobxoaMMOo BKAHOUUTb B
apean M3yyeHusa BONPOCOB My3blKasbHOrO UCMOJ-
HutenbcTtBa [13], [9].

Ha My3bikanbHbIN CEMMO3NC BAUAIOT MHOTUE
Ky/NbTYpHble, COLMaNbHbIE U UHAMBMAYaNbHbIE haK-

TOpbl. TBOpYECKas NMYHOCTb My3blkaHTa GopMu-
pyeTcs Ha OCHOBE BPOX/AEHHON OJaPEHHOCTU MOA
BAVAHWEM 3MMMUPUYECKOTrO ONbITa U TPaANLMIA BOC-
MUTaBLUMX €ro MCMNOJHUTENbCKUX LLKOJ. DTO OKa3bl-
BaeT KAt0YeBOe BAMAHME Ha cneumdurKy BOCNpus-
TUA UCNONHUTENEM XYJ0XXECTBEHHOIO COAepP XKaHNA
My3blKaJlbHOrO npounsseaeHus. I3bpaHHble KOH-
Lenumm CeEMUOTUKN NPUMEHUMbI K OCMbICIEHUIO
BOMPOCOB CO34aHNA MHTEpPNpeTaLnm HoOBeNLL el
My3bikW. OTNPaBHON TOUKOW MOCTUXKEHUS MY3bl-
KaJIbHOrO NMPOV3BEAEHNA N BO3HUKHOBEHWA NCMOJ-
HUTENIbCKUX HAMEPEHWI CAYXMNT aHaAMU3 1 NOHUMa-
HWe KOHLLeNTyaNbHOM CYLLHOCT NPOU3BEAEHMS.

B obnactv Mmy3bikasbHON ceMmotukm H. KammuHr
pa3MbILWAAET O Pa3INYHbIX YPOBHAX UHTEepMpeTa-
Lumn. B kauecTBe BHeLLHero ypoBHs, OHa 0603Haua-
eT COLMOKYNbTYpHbIe CTEPEOTUIMbI, OTTaAKMBAACh OT
KOTOPbIX UCMOAHUTENb CTPEMUTCA BOMAOTUTD UH-
AVBUAYaNbHbBIV CTUAb MHTepnpeTaumn. BocnpuHu-
Mas CBOK apTUCTUYECKYHO AeATebHOCTb Kak pernpe-
3eHTaLMIO COLMaNbHOIo U MHTEPAKTMBHOIO OMbITa,
KammuHr yteepxgaert: «Korga A 0co3Hato «BHell-
HFOHO» CTOPOHY MOEM My3blKasbHOM UAEHTUUHOCTU
KaK CTepeoTunn, s MOTy HayaTb COMHEBATLCA B TOM,
HaCKO/bKO OrpaHM4YeHa B CBOUX MpeaCcTaBieHUsAX
N KaKMMW KOHLIeNTyalbHbIMW paMKaMmn A PYKOBOZ-
CTBYOCb? YTO ABASAETCA OCHOBaHWEM MOEero Bbl6o-
pa 1 HackonbKo A cBoH6OAHa B CBOEM peLueHnn?
<...> "BHewHsa" dyHKUMA 3TOro BoibOpa oTpaxa-
€T MOW XeNaHWsA 1 BO3MOXHbl€ CaMOOTPaHNYeHNs,
cocTasasatolme "BHyTpeHHee 2" UcnoaHuTens — soT
YTO 3HaUUT BbITb MHTEPNPETATOPOM MY3blKalbHO-
ro npouzsegeHus» [7, 115].

KoHuenumns ceMmoTnyeckoro 0CMbICAEHMS UH-
AMBUAYaNbHBIX UCMOJHUTENBCKUX HAMEPEHWUIA MO-
XeT 6bITb NPUMEHeHa K aHanun3y cbanaHCMpoBaH-
HOCTU Mexay CyObEeKTUBHOCTBIO U XYA0XECTBEHHO
06ycnoBAeHHbIMWN 06 BEKTUBHBIMU GakTOpaMun My-
3blKaNbHOW MHTepnpeTaunun. Onpegensis ocobeH-
HOCTW aleKBaTHOroO NpeAcTaBAeHUs KOHKPETHOro
NPon3BeAeHNs, MOXHO MPeAnoNOXMNTb, UTO Kax-
Abl MCNoNHWUTeNb ObnagaeT KayecTBaMu, npes-
CTaBAAOLWMMY CBOEFO POAa TBOPUECKMNI «XKECT»,
OOMUHUPYIOLWMIA B €r0 MHTEepRpeTaLmsx.

CMbICn Npov3BeseHNs BOCMPUHNMAETCA 1 OCO3-
HaeTCs B akTe UCMOJHEHNA 1 nepLenuun, oH 6ec-
KOHEYHO U3MeHuUMB. icnosHeHre Npon3BeaeHnin
JlaxeHMaHa ABASETCA TBOPYECKMM akTOM 06bean-
HeHWs MeHTaNbHbIX NMOTEHLIMA 0B KOMMO3UTOPa, UC-
NOJIHUTENA N CayLlaTens, Tak Kak TpaHCAnpyeMble
CMbIC/bl BbIPa3nTENbHO apTUKYANPYIOTCA MOCPes-
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CTBOM MYy3blKa/slbHON KOMMYHWMKaLMnN. Komnosu-
TOp, OTMEYas, YTO B COBPEMEHHOM My3bIKe BaX-
HO He CTO/JIbKO HOBOE 3By4YaHWe, CKOJIbKO HOBOE
C/blLLAHMe, NbITAaeTCs NPeACTaBUTb My3blKaabHbIN
MaTepuan Kak npouecc, npeobpa>kaemblii B MH-
TepnpeTauun yepes TpaekTopun BOCNPUATUIA UC-
nonHutenen n caywartenen [11]. iHTepnpeTauus
ana JlaxeHMaHa HeoTAeAnMa OT CTO/Ib Xe aKTUB-
HOW CyLLaTeNbCKOWN MO3NLMK, MOCKONbKY WU UCNOJ-
HeHue, 1 NPOCAYLUMBaHWE NPeACTaBAAOT, MO MHe-
HWFO KOMMO3MTOPAa, NYTb CAaMOMO3HaHMA.

C TOUKM 3peHns CEMUNOTUKM, JTaxeHMaH NoaXOANT
K MCMONHEHMIO 1 NepLenuum No-CTpyKTyPananCTCKu:
«KntoueBoe NoHATME TaKOro NPOCAYLUMBAHUA Ha-
3bIBaeTca "cTpykTypa’, — nuweT oH. OgHako, onbIT
CTPYKTYPHOrO CyLLIAaHNA OPUEHTUPYETCA He TObKO
Ha onpegjesieHne 31eMeHTOB 3ByuYallero obbekTa,
HO Tak>XKe M YTOYHAET C/ibllaHue, ynopsaaounsas
06bekT. OfHOBPEMEHHO YCUANBAETCA BOCNPUATUE
bU3nyeckmx CBOMCTB 3ByYaHUsi — OHO BbICTpanBa-
€TCA Yepe3 COOTHOLLEHUA MeXaY NCTOYHUKOM 3BY-
Ka 1 aKyCTMKOM NPOCTPaHCTBa, OCO3HaBaeMble BO
BpemMeHu. lpyrnmm cnoBamu, cayliaHve ogHOBpe-
MEHHO 1 OCMbIC/IeHNe — Co3HaTenbHoe u beccos-
HaTe/slbHOE TeX 3BYKOBbIX B3aUMOCBA3EN N COOT-
HOLLEHWIA, KOTOpble OCBELLANT KaXAoe 3Byyallee
MrHOBEHMe No-HoBOMY» [12].

OcCMbICNAA CNOXHOCTb MHTeprpeTaLny HoBe-
Wwen My3blKW, MOXHO MPUATU K BBIBOAAM OTHOCK-
Te/bHO TOrO, YTO XapakTep nepPopMaTMBHON CU-
CTeMbl BbIXOAMWT 3a Npejebl NpexHen napagmrmbl
NCMONHUTENBbCKOTO NCKYCCTBA UCKIHOUNTENBHO Kak
nocpegHuyecTsa. MNpuxoanTtca HabaroAaTb pas3Bu-
TVe npoLecca 3MaHcMnauum apTMCTUYeCKomn npak-
TUKWM OT MNPEXHMX KOHLLeNUMI, 415 OLEHKN KOTO-
pbIX HEOHXOAMMO YUUTBIBATb MHOXECTBO GaKTOPOB.

N3yueHwnto Bonpoca kakum 06pa3oM MCMONHN-
TeNbCTBO MOXET CMOCOHCTBOBATL OCMbICIEHNIO POAU
MY3blKaJlbHOrO UCKYCCTBa B Ky/bType NOCBALLEeHa
kHura H. Kyka, B kOTOpoW TpaHCAKpyeTCa naes B3ras-
4@ Ha My3blKy Kak Ha nepdopMaTMBHOE NCKYCCTBO
[6]. BboigBuraa TpakToBKY «pacCLUMPEHHOrO CyLla-
HWA» B KOHTEKCTE HOBbIX TEXHOOTWI, UCCNeaoBa-
Te/lb CTPEMUTCA OTPa3nTb UX 3HaYeHWe B NOHMMa-
HUW MY3bIKW Kak KynbTypHoro ¢eHomeHa. B none
3peHnsa MeXANCLMNANHAPHOIO NCCleA0BaHNA aB-
TOpa OKa3blBAETCA NCTOPUSA TBOPYECKMX B3aUMOC-
BA3EM KOMMO3UTOPaA U UCMONHUTENS.

Onopa Ha nepeceveHne PasANUHbIX HayUHbIX
obnacTeil NoAAEPXKMNBAET IMUCTEMONOTNIO UHTEP-
npetauumn n cnocobcTeyeT paspaboTke ee Teopum
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B My3blke BTOpoW nonosuHbl XX-XXI Beka. Mpea-
CTaBNeHVe HTepnpeTaunm C y4eToMm ee KOMMYHM-
KaTMBHOW QYHKLMM B KaYecTBe YHUBEPCaAbHOW CU-
cTeMbl 06YCNOBNEHO HEOBXOAMMOCTLIO BbIABIEHMA
MHOXEeCTBa Xy 0XXeCTBEHHbIX KOHTEKCTOB, onpeje-
NAOLWMNX repMEHEBTUYECKMIA apean My3blKaabHOro
npov3BeseHNa HOBENLEero BpeMeHu.

B HayuHOM ancKkypce BCTpeyaeTcs NOHATME Me-
Ta-aHa/i13a, ONMParoLLErocs Ha pesyabTaTbl MEXANC-
LMMNAVHAPHbIX UCCAeAO0BaHWI ANs NOATBEPXKAEHWS
OZHOW UM HECKOJ/IbKUX B3aUMOCBA3aHHbIX HayUHbIX
runotes. MeTta-aHann3 B My3blKaJbHOM UCKYCCTBE
[0 HaCTOALEero BpeMeHu He NpUMeHANcsa B nogo6b-
HOM KauyecTBe, ILLb M3pesKa BCTpeyanch B paboTax,
NOCBALLEHHbIX U3YYEHWHO MY3bIKW Ha NepeceveHnmn
C APYrMMW Hay4YHbIMM 061aCTIMK, B YAaCTHOCTK, C
ncmxonorven. Micnonb3oBaHne MeTa-aHanu3a B Ka-
yecTBe TEOPETUKO-MNO3HABAaTENbHOrO NHCTPYMEHTa-
pus ANs U3yveHUs MHTeprpeTaLmm 1 ee nepuenumum
nossonseT 06beANHATbL METOAbl MY3bIKO3HAHWA C
bunocoduen, 3cTETUKOMN, CEMUOTUKOM, aKCUONOT M-
€W, NCMXoNorneln 1 paccMaTpmBaTb UCMONHUTENb-
CKO€ UCKYCCTBO BTOPOW NnosoBuHbI XX-XXI Beka ¢
Pa3/INYHbIX TOYEK 3peHUS.

deHoMeH nHTepnpeTaLym HoOBeWLLER My3bIKi 06-
Hapy>KMBaeT B3aMMOCBA3M C PELLENTUBHOW 3CTETUKON,
LeNblo KOTOPOW ABASETCA CTPEMAEHNE PEKOHCTPY-
MpoBaTb BOCNPUATNE TekcTa. Bo MHOTMX aBTOPCKMX
KOHLLeNnumax BTOpon noaoBmHbl XX—XXI Beka Ha-
6at0aeTcA 0TKas OT TPaANLMOHHOW TPAKTOBKU My-
3bIKaIbHOrO TEKCTa, XOTA B3aMMOCBSA3M CO C/IOXKHOM
CUCTEMOW anNto3UiA, CKPbITbIX CUMBOJIOB M 3HaKOB
COXpaHsATCs. B peLenTMBHON 3CTETUKE KNHOYEBOM
ngeew Ctana CBA3b aBTopa W peLunmeHTa, NpuBea-
LIS K BO3HUKHOBEHWIO MOHATUA «TOPU3OHT OXKnAa-
Hua», BBegeHHoro X.P. lyccom [8]. Fopm3oHT oxun-
JAaHWA — 3TO KOMMJIEKC 3CTETUYECKUX, COL|MANbHBIX,
MCUXONOrMYecKmX NpeacTaBaeHul, obycnasavBaro-
LLMX NEPLENLMIO XYA0XKECTBEHHOIO MPOU3BEAEHWS.
C no3nUMKM peLenTUBHOM 3CTETUKUN XYAOXKECTBEHHOE
npowusBeseHne He paBHO cebe caMOMy, Tak Kak ero
CMbICN NEePMaHEHTHO M3MeHYMB. B 3TOM nposBas-
€TCs CXOACTBO CO CBOMCTBAMMU MHTEprpeTauum Ho-
BeliLen My3blkW1, UCCNEA0BAHME KOTOPLIX HY>XKAAET-
€A B rMBKMX MeTa-aHaIMTUYECKMX MOZENsAX Nomncka
cBsizeil. MeTog MeTa-aHann3a No3BOAAET U3MEHATb
npeacTaBAeHna U OTKPbIBaTb HOBbIE CMbIC/bI, 3a-
neyat/ieHHble B My3blke, Y4MTbIBas NO3NLMM BCEX
YYaCTHUKOB KOMMYHWKATUBHOW LIENOYKMN CO34aHNs,
NCMOAHEHMA 1 BOCNIPUATUA XyAOXECTBEHHOrO Npo-
N3BEAEHWNA N NX «TOPU3OHTbI OXKUAAHWNA».

Mpeanaraemble NOAXOAbI K U3YUYEHUHO UCMONHU-
TEIbCKOW AeATeIbHOCTU CO34at0T NPEANOChIIKA ANs
JaNbHEeNLWNX ccnesoBaHNA NPOLLECCOB My3blKab-
HOro MblwwneHus. VIHTerpauus HayuHblx obnactei

npv pacCMOTPEHMM NPOBAEMATUKN CYXUT PyHAa-
MEHTOM A/18 pa3paboTKmM HOBbIX MOAXOAOB K aHa-
N3y NHTepnpeTaLuii.
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