AHOTAIIIA

Cer’sin I'. I'. BokajibHe iHTOHYBaHHA Y opTenianHHOMYy MHUCTeUTBi (Ha
npukJaaai Teopuocti Il. HaiikoBcbkoro). — Kpamidikariiiina HaykoBa mparisi Ha
paBax pyKOIUCY.

Hucepraiis Ha 3100yTTS HAyKOBOTO CTYIICHS KaHJI1JaTa
MHUCTENTBO3HABCTBa (1oKkTOpa ¢utocodii) 3a crnemianbHicTio 17.00.03 «My3uune
MUCTEHTBO». — XapKIBCbKUI HAaI[lOHAJIbHUI YHIBEPCUTET MHCTEUTB IMEHI
L. TI. Kotnspescbkoro, Xapkis, 2020.

dopTeniaHHa My3uKa MPeACTaBisie COO0I0 OAHY 3 HAHOUIbLI 3aTpeOyBaHUX
B KOMYHIKaTUBHOMY CEHCl oOiacTed TBOpPYOCTI, fKa HE BTpaTuja CBOIO
aKTYaJIbHICTh MPOTATOM BKE JCKUIBKOX CTOJNITh. Bia TBOpUOCTI KOMMO3UTOPIB 1
BUKOHABLIB enoxu bapoko, (paHIly3bKHX KIIABECHHICT, MPEACTABHUKIB EMOXU
[IpocBiTHHIITBA, B TIepUIy YEpry, BIJACHCHKOTO KIACHIIM3MY MPOXOJUTH 1
MOIIMPIOETHCS] HA HAIll JHI BUCOKA €TUKO-IyXOBHA CIPSIMOBAHICTh aKaJeMIYHOTO
MiaHI3MYy SIK YHIKaJIbHOTO SIBUIIA B ICTOPIi CBITOBOI XyA0XKHBOI KYJIbTYPH.

IToctaHnoBka mpoOiemMu «crmiBydoro ¢opremniaHo» € 0araToacleKTHOR 1
OXOIUIIOE IIHPOKHI CIEKTP TMPOSBIB, IO BIIHOCATHCA JI0 €CTETHKH 1 IOCTHKHU
MY3UYHOI TBOPYOCTi. IX BHBUEHHS IOB'A3aHE 3 KOHKPETHUMH CTUIAMM (K
KOMIMO3UTOPCHKUMHU, TaK 1 BUKOHABCHKUMM), TSDKIFOTH JIO BTIUJIEHHS CHHTE3Y
3BYKOBOI 17I€1 1 CMIBaIO4Oro TOJ0CYy B LUIICHIN KOHIIENIIi My3UYHOTO TBODY.

Cepen unmanoi KiJIbKOCTI TOCIHIJIKEHb, IPUCBIUCHUX (DopTeniaHHI My3Hili,
MO’KHA BUILIUTH 00JIACTI, SIKI Ha CHOTOAHINIHIN IeHb € HalMeHII BUBYCHUMH. Llg,
30KkpeMa, Tmpobiema, ska (OPMYITIOETECA TEPMIHOM «CIIBOYE (POPTEIIaHO.
OcMucneHHs: MeX TepMiHa 1 SIBUILA, 10 CTOITh 32 HUM B (pOpTEMNIaHHIi KyJIbTYpI,
MPEICTABIISE AaKTYaTbHICTh TEMHU JTOCIIIKEHHS.

BuBYeHHS OCHOB BTIJIEHHS Ha (OPTEIMIAaHO BOKAJBHOI 1HTOHALll BUSBIISE
HUIMA  KOMIUIEKC TIUTaHb, SKi MOTpeOyroTh BupimeHHs. Ile, Hampuxnan,
dbyHIaMEHTaJIbHA CIIBBIIHECEHICTh BOKAJIBHOTO Ta 1IHCTPYMEHTAIBHOTO MOYATKIB
B (opTeniaHHOMY 1HTOHYBaHHI, BU3HAYEHHS TEXHOJIOT1l JOCATHEHHS BOKaJbHOI

3BYKOBOI AKOCTI B ¢opremianHiil rpi. OcTaHHE O3HA4Ya€ 1 MPAKTUYHE 3HAUYCHHS



3aBJIEHOT TEMH, OCKUJIBKM B METOAMII (POPTEMIaHHOIO BHKOHABCTBA «CIIIB Ha
dopreniano» (3a I'. Heiiray3om), € oguuM 3 KpuTepiiB cTHiIbHOI Tpu. [IutanHs,
MOB’s3aHl 3 BIITBOPEHHSM BOKAJIHHOTO 1HTOHYBaHHS Ha (DOpTEIiaHO, OCTaHHIM
4acoM [OYMHAIOTH IMIiJHIMATUCS HAa HOBOMY METOIMKO-TEOPETUYHOMY PIBHI.
OcHOBY TyT CKJIaJalOTh IIpalll 3 MY3WYHOI OPraHojorii SK HOBOi ramysi
My3uKO3HaBCTBa (€. HazalKiHCBbKHI), a TAKOXK BXKE CTAIM KJIACHYHUMHU POOOTH 1O
Teopii (hopTerniaHHOr0 BUKOHABCTBA.

Hes3Baxkaroun Ha BEIMKY KUIBKICTh pOOIT, MPUCBSYEHUX ICTOpii Ta Teopii
dopTeniaHHOTO MHUCTEITBA, Oararo axkTyaJdbHUX NUTaHb (OPTENiaHHOTO
MUCTEITBA, 1[0 BUHUKAIOTh Y 3B S3KYy 3 pO3poOKamH B rainysi GyHIaMeHTaIbHUX
MYy3UKO3HABUMX  KaTEropil  JkKaHpy, CTHIIO, CTHJIICTUKH, 3aJIHIIAIOTHCS
JOCTI)KEHUMHU B HEIOCTATHIN Mipi.

Oco0imBHi, OUIBIIT YaCTKOBHH, ajle€ JOCUTHh ICTOTHHUM acCIEKT JOCIIIKECHHS
dopTeniaHHOi MY3UKH PI3HUX €MOX 1 CTHIIB, PI3HUX JKAHPIB 1 KOMIO3UIIAHUX
dbopM, CTaHOBUTH JOCHIIKEHHS (akTypH, i cuenudiyHOrO 1 YHIBEpCaTbHOTO
SAKOCTEH, SIKI MPOSIBISIOTHCS B (HOpTEMiaHHOMY TBOP1 K CHUIBHUN «IPOIYKT»
KOMITO3UTOPA 1 BUKOHABIISI-iHTepripeTaTopa. Came Ha ¢pakTypHOMY PiBHI BUHUKAE 1
acneKkT «cmiBo4oro (opremniaHo», 3 SIKMM J100pe 00i13HaHI MY3UKAHTH-TIPAKTHUKH,
aie B Teopii (HOPTEMIaHHOTO MMCTEITBA NPUALICHO HEAOCTaTHRO YBarwu.
[Tonanboi AOCTIAHULBKOI PO3POOKH, MOPSIA 3 KOMIUIEKCOM MEpEepaxoBaHUX BUILE
npoOiem, BUMara€ 1 BHUBYEHHS (OPTEMIAaHHUX CTUJIIB OKPEMHX aBTOPIB 1
BUKOHABLIIB, MEPII 32 BCE, MOXAJbHUX 3a 3HAYCHHSIM, CEpell SKHX BUIUISIETHCS
dopremiananii ctuib [1. YaiikoBChKOTO, KM CTaBmJisi CBITOBOI (popTemiaHHOT
My3ukud HoBitHbOTO Hacy (Bia 90-x pokiB XIX CTOMITTS A0 CHOTOIHIIIHBOTO JTHS)
OJIHUM 3 HAMBAXIUBIIIMX CTUIHOBUX OPIEHTHPIB.

OTXe, aKTyaJlbHICTh 3asBJICHOI TE€MHU OOYMOBJIEHA 3aTpeOYyBaHICTIO B
Cy4aCHOMY MY3WKO3HABUOMY AMCKYpPCI BHBYCHHSI BUIOBHX CTHJIIB, Cepel SKHX
dbopTeniaHHUI BUPIZHSAETHCS K MPOBITHUIN; HETOCTATHBOIO PO3POOIICHICTIO TeOPil
dboprenianHoi  ¢dakTypu, 30KpeMa, BOKAJIbHOI 1HTOHAlli (BUKOHABCHKOTO

IHTOHYBaHHS) K i1 CKJIQJOBOi; a TaKOXX €MOXaJbHUM 3HAYCHHSIM (POPTEIiIaHHOTO



ctiumo 1. YallkoBCHKOTO B KOHTEKCTI CBITOBOTO (POPTEMIAaHHOTO MHUCTELTBA, TOTO
H0ro HaIpsIMKY, KU BU3HAYAETHCA SIK «CI1BOYE (HOPTEMiaHOY.

Meta poboTH — OOTPYHTYBAaTH 3aKOHOMIPHICTH J1i MPUHIIMITY BOKaJIbLHOIO
IHTOHYBaHHT B  (¢opTemiaHHOMY MHUCTENTBI (HAa MaTepiaji  TBOPYOCTI
I1. YaitkoBCHKOTO).

Jluceprallisi TNpUCBSYEHA JOCHIPKCHHIO BOKAJIBHOTO 1HTOHYBaHHS B
dbopTenmiaHHOMY MHCTEITBI, Yy 3B’S3Ky 3 UYWUM PO3TJSAAETHCS OPTaHOJOTIs
dbopTeniaHo SK IHCTPYMEHTa YHIBEPCAJIbLHOIO THITY Ta Y3araJIbHIOIOTHCS PHUCH
dopremianHoro ctmwmo 1. YallkoBCHKOTO SK TPENCTaBHHKA IIKOIH «CIIBOYOTO
dopreniano». JlocnmipkeHHS CHOpsIMOBaHE Ha BHSBJICHHS CHEIU(IKH BOKaJIbHHUX
3ByK00Opa3iB B oprenianHiii TBopuocti [I. YakikoBchkoro. BuzHauaroThcs
XYZ0KHBO-3MICTOBI TPUHLHUIN BOKAJILHOTO IHTOHYBaHHA B (DOpTEmiaHHOMY
BUKOHABCTBI Ha MpUKIaJil iHTepnpeTaiiii TBopiB I1. YaiikoBcbkoro K. IrymHOBHM,
C. Pixtepom, M. [1neTHhOBUM.

Ha rpyHTI pe3ynpTaTiB HayKOBUX JOCHIIKEHb Ta BIACHUX aHATITUYHHUX
CTIOCTEPEKEHb MPOMOHYETHCA PO3MIIST HACTYMHUX TOHATh — BOKAJIbHE
IHTOHYBaHHS, BOKaJLHUN 3ByKOOOpa3, BUKOHABChKA 1HTEpIpeTallis (popTenianHol
bakTypu, oprasosoris (popremniaHo.

OOGrpyHTOBaHO METOAOJIOTTYHI MIX0IU 10 BUBYEHHS MIPUHIIUITY BOKAJIBLHOTO
1HTOHYBaHHS B ()OPTEMIaHHOMY MHUCTEITBI, & CaMe: iCMopuyHuil, CIPSIMOBaHUHN Ha
PO3KPUTTS TEHETUYHUX OCHOB 1 €BOJIIOLIT (POPTEMIAHHOIO CTUJIIO HA IIISAXY MOTo
PYXy BiJl MPUKIATHUAX JO COJBHO-KOHIEPTHUX (PYHKIN; opearHonoziuHuil, SIKAN
00’€IHY€ TEXHOJIOTII0 1THCTPYMEHTA, BUKOHABCTBO 1 KOMIIO3UTOPCHKY TBOPYICTH B
LUTICHIA cucTeMl «o0Opaszy» (opreniaHo, 3 BUIUIEHHSM Y HbOMY HPHUHLIMITY
BTUICHHSI BOKAJBHOI 1HTOHAIIIT, 0edykxmusHuil, MO BigoOpa)xae Xia JOCIIKEHHS
BiJl 3arayibHOTO (opTemiaHHui CTHIb) 10 ocoOauBoro (opremianHa ¢dakTypa i
NPUHIMI BTIJIEHHS B HIM BOKaJbHOI 1HTOHAILII) 1 KOHKPETHOTO (BiIOOpa)K€HHs
1bOTO MpuHIUIY B Qaktypi dopremanaux TBopiB I1. UaltkoBCHKOTO); orcarposo-
CMUIbLOBULl AHANI3, TO 3aCTOCOBYETHCA ISl XapaKTEPUCTHKU KOMITO3UIIIHHO-

JApaMaTypriuHux  ocoOnmBocTtet  QopremianHux TBopiB 1. YaltkoBChKOTO;



¢axmypnuti ananiz, Ha OCHOBI SIKOTO PO3KPUBAETHCS MPHUHIMII «CIIBOYOTO
dopTeniaHO» B PO3MIISIHYTHUX 3pa3Kax; GUKOHABCLKUL AHANI3, HEOOXITHHWMA s
XapaKTePUCTUKH OCOONMBOCTEH 1HTepnpeTaiii (aktypu QopTreniaHHuX TBOPIB
[1. YalikoBCBHKOTO.

HimicHuit 06pa3 gopremiano GoOpMyBaBCs MIIAXOM, IKAHA MOKHA BU3HAYUTU
K PYX BiJI «XOpy» JI0 «OpKecTpy». MIeThes mpo MOCTYHOBHil BiiXin Bin umcTo
MeNOANYHUX (YHKIIH, BIACTUBHX OapoyHOMY OpraHy 1 KiaBipy, B 00JacTb
perictpoBo-hakTypHOi iMiTallli 1HCTPYMEHTAJbHUX TEMOpIB, MPEACTaBICHUX B
KaMepHUX aHcambOisix abo opkectpi. [lpum 1mpoMmy «rojoc» crae, mepun 3a Bce,
HOC1EM TeMOpPOBOT CEMaHTHUKH, a HE BiIacHe (akTypHOI (QyHKIII, IO 03HAYAE JTUIIIE
JIOTIKY oOpraHizaiii BepTHUKaJbHOro BuKIany. Cepen TeMOpiB, acCHMUIbOBAHHUX
dopTemiaHo SIK OPKECTPOM, 30CEPEKEHUM B pPyKaxX OJHOTO BHUKOHABII,
BUSBIISIETHCSL 1 KUBUHU JIOACHKUI Tonoc. J[kepemom «cmiBodoro» ¢opremniaHo,
BIIPO/KEHOTO B IMPAKTHUIIl POMAHTUYHOTO MMCTEITBA, CTajdu OIepa 1 KaMepHO-
BOKAJIbHI JKaHPU — TICHS, POMAaHC, BOKaNbHUN NHKI. [IpakTuka ¢oprenianHHoro
CyNpoBOJy CIiBY («Iij (opTemiaHoy») Mopoauiia oco0auBy (GopMy HOBOTO THITY —
«cmiB Ha ¢opreniaHo», B AKOMY BiAOYJIOCS 3JHUTTA TOJOCY 1 aKKOMITAHIMEHTa B
IUJTICHIM 3BYKOBIN (pakTypi.

Ils mpakTuka Oyna CHOYaTKy KOMIO3UTOPCHKO-BUKOHABCHKOIO, TOOTO
nependaydanga piBHY 4acTKy ydacTi B HiMl JJBOX TBOPYHMX OCOOMCTOCTEH — aBTOpa
MY3UYHOT'O TEKCTY 1 HOro iHTeprperaropa (4acTto 11e OyB OJIMH 1 TOU K€ MY3UKaHT
— BIPTYO3-TBOpEIlh). 3pa3KOM HOBOTO CTaBJICHHS N0 (OPTEMaHHOTO 3BYKY €
TtBOpuicTh D. [llonena, mist KOro 3ByKk OyB OCHOBOIO SIK MY3HKH, TaKk 1 MOBH, B
pe3yJbTari 4oro, oro ¢gopremniano Hibuto 3aroBopuiio (3a JI. Kacesinenko). Came
BOKaJbHO-MOBHHMI MOYaTOK Ma€ PI3HOMAHITHI MPOSIBU 1 CIOCOOM BTUIEHHS, IO
bopMyIOTbCSI B paMKaxX TpPbOX CTHUJIICTUYHUX HAXWIIB — PEUYUTATUBHOCTI,
JeKJIaMaIifHOCT1, KaHTUJIEHHOCTI (3a €. HazalKiHCbKUM).

Binznaueno, mo BKIOYeHHS B ¢opTreniaHHy (akTypy METOJIUYHUX TOJOCIB
(Tem-menoniit abo0 PO3rOpPHYTHUX IMIATOJOCKIB-KOHTPANMYHKTIB) € JIOCATHEHHSIM

NEPEBAKHO CJIOB’SHCHKUX (POPTEMIaHHMX IIKUI. Y IbOMY IUIaHI MOKAa30BUMH €



no3ulii @. by3oHi, fAKHil BBaXkaB 1€I0 «CHIBOYOTro (hopTemiaHo» B KOPEHI
IPOTUPIUYIIOK caMiif MPUPOAL 1HCTpyMeHTY, 1 ['. Heliray3a, nns sikoro «cmiB Ha
dbopTeniano» OyB OCHOBHHUM 3aBJIaHHSIM HMOT0 BHUKOHABCHKOI 1 I€JarorivyHoi
IIKOJIH.

[linkpecneHo, 10 NEPeAYMOBH 1O CTBOpPEHHs eddekTa «CriBoYOro
dopTeniaHo» BUKOHABEIb MOBHHEH 3HAXOJUTH B CaMOMY KOMIIO3UTOPCHKOMY
TekcTi. BoHM He 3aBkau JexaTh HA TOBEPXHI, a MICTATHCS 1HOMI B TIAMOMHAX
baxkTypu, Ky CIija «cayxatn» 1 «9ytu» (3a b. Acad’eBuM), 1o 11 KOOpAUHATI
BUJIIJISIFOYM 1 CHIBBIAHOCSYM MIXK COOOIO TUIAaHW 3BYKOBOI 1HTEHCHUBHOCTI. Takum
YUHOM, TOTNEpEeAHI BUKOHABCHKUU aHami3 (akTypHOi opraHizamii a04acTb
3BYUYaHHIO [IPOCTOPOBY 00’ €MHICTh, MPU SIKIM BIPTYaJIbHI «J11HID» HAOYIyTh CTaTyC
pealibHO-3ByKOBHX.

CyTb aocsirHeHHS e(EKTy «CIIBOYOro (opTeriaHo» Mojiarae B 3’€IHaHHI
BHYTPIIIHIX CIIyXOBUX YSBJEHb IMIaHICTa 3 BIAMNOBIAHUM IM Mig00pOM 3aco0iB
BUKOHABYOTO IEHTPY (3a B. XosomoBow) — AWHAMIKH, apTUKYIAIi, arorik,
nejagizaiii, IO I[OB’sA3aHO, B TNEpIly dYepry, 3 BHUPOOJCHHSAM SKOCTI, IO
BU3HAYAETHCS SIK «TOPU3OHTAIbHE MUCIEHHS» (3a A. ['pemrHikoBoro). Y HbOMY
CJIJT BUAUIATH JIBa PIBHSA: 1) «JIaHIFOTOBUI» 3B 30K BCIX €JIEMEHTIB, CKJIQJIAl0UMX
dakTypHy ropuszoHTanb TBOpy (32 I IrHaTyeHKOM), 3amporpaMoOBaHy
KOMIIO3UTOPOM 1 YCBIJIOMJIEHY BUKOHABIIEM; 2) aHAJIOTIUHY «HACKPI3HY» JIOTIKY B
oprasizailii MJIaCTUKA BUKOHABCHKUX PYXiB, 00OYMOBJIEHUX IIMUPOKO TPAKTOBAHUM
TepmiHoM legato (3B’s3HO). lloemHyroum «CiayxoBe» 3 «malblieBUM» (32
A. I'pentHikoBOI0), MIaHICT, SKWWA Oa)xae ITOMOTTHUCS «CIIBY Ha (OpTeIiaHo,
NOBUHEH HE TUIbKHU 3a0yTH MPO TE, U0 «Y POSIS — MOJOTOUKKW» (PEKOMEHaIis
K. lle6trocci), ane 1 BUpoOUTH yHIBEpCcadbHy MaHEpy BUKOHAHHS ITpuxa legato
0COOJIMBUMH JIETKUMH PyXaMH, «BUITHMBAIOYI TACAXKI, K «IK BOAY 3 TJICUHKAY.

B pe3ynbTati 1 BUHUKAaE 00pa3 «CIiBo4Ooro» (opremniaHo, 10 HE 3BOAUTHCS
0 TPOCTUX IMITaIiii cmiBy ab0 MOBH, a TMPEIACTaBIsi€ COOOK IUTICHUN

BUKOHABCHKHI 3BYKO0OOpa3, sikuii 00’eHye (oH13M (TeMOp 1 pakTypa), CEMaHTUKY



(oOpa3Ho-IpaMaTypriYHuil psi) 1 )KAaHPOBY CTHUIIICTUKY (TOPU3OHTAIBLHUN ACTIEKT

CTHJIbOBUX BIUIMBIB, BUIIPOOYBaHUX aBTOPOM TBOPY 1 IOTO IHTEPIPETATOPOM).

Knrouoei cnosa: BoKanbHHII 3ByKOOOpa3, BOKaJlbHE I1HTOHYBaHHS,
1HTepIpeTallisi, IHCTpyMEHTaIbHUM CIiB, 00pa3 IHCTpYMEHTa, , IpUHIIUI cantabile,

TeMOp, TexHika, popTenianHa paktypa, popremniaHo.

ANNOTATION

Setyan G. G. Vocal intonation in piano art (on the example of P.
Tchaikovsky's work). — Qualification scientific work on the rights of a
manuscript.

Dissertation for the degree of candidate of art history (PhD) in the specialty
17.00.03 “musical art”. — Kharkiv national university of arts named after
I. P. Kotlyarevsky. Kharkiv, 2020.

Piano music is one of the most popular areas of creativity in the
communicative sense, which has not lost its relevance for several centuries. From
the works of composers and performers of the Baroque era, French harpsichordists,
representatives of the Enlightenment era, first of all, Viennese classicism, the high
ethical and spiritual orientation of academic pianism as a unique phenomenon in
the history of world art culture passes and extends to our days.

The formulation of the problem of “singing piano” is multidimensional and
covers a wide range of manifestations related to the aesthetics and poetics of
musical creativity. Their study 1is associated with specific styles (both
compositional and performing), which tend to embody the synthesis of a sound
1dea and a singing voice in a complete concept of a piece of music.

Among the considerable number of studies devoted to piano music, we can
distinguish areas that are currently the least studied. This is, in particular, a

problem that is formulated by the term “singing piano”. Understanding the



boundaries of the term and the phenomenon behind it in piano culture represents
the relevance of the research topic.

Studying the basics of implementing vocal intonation on the piano reveals a
whole range of issues that need to be solved. This is, for example, the fundamental
correlation of vocal and instrumental principles in piano intonation, the definition
of technology for achieving vocal sound quality in piano playing. The latter also
means the practical significance of the stated subject, since in the method of piano
performance called “singing on the piano” (according to G. Neuhaus) is one of the
criteria for stylish playing. Questions related to the reproduction of vocal
intonation on the piano have recently begun to be raised at a new methodological
and theoretical level. It is based on works on musical organology as a new branch
of musicology (E. Nazaikinsky), as well as works on the theory of piano
performance that have already become classical.

Despite the large number of works devoted to the history and theory of piano
art, many topical issues of piano art that arise in connection with developments in
the field of fundamental musicological categories of genre, style, and stylistics
remain insufficiently studied.

A special, more partial, but rather significant aspect of the study of piano
music of different eras and styles, different genres and compositional forms, is the
study of texture, its specific and universal qualities, which are manifested in a
piano work as a common “product” of the composer and the performer-interpreter.
It is at the texture level that the aspect of the “singing piano” also arises, with
which practical musicians are well aware, but not enough attention is paid in the
theory of piano art. Further research development, along with the complex of the
above problems, requires the study of piano styles of individual authors and
performers, first of all, epochal in significance, among which the piano style of
P. Tchaikovsky stands out, which has become one of the most important style
guidelines for the world piano music of modern times (from the 90s of the XIX

century to the present day).



So, the relevance of the stated topic is due to the demand in modern
musicological discourse for the study of specific styles, among which piano stands
out as a leading one; insufficient development of the theory of piano texture, in
particular, vocal intonation (performing intonation) as its component; as well as the
epochal significance of P. Tchaikovsky's piano style in the context of world piano
art, its direction, which is defined as “singing piano”.

The purpose of the work is to substantiate the regularity of the principle of
vocal intonation in piano art (based on the material of P. Tchaikovsky’s work).

The dissertation is devoted to the study of vocal intonation in piano art, in
connection with which the organology of the piano as an instrument of a universal
type is considered and the features of P. Tchaikovsky's piano style as a
representative of the school of "singing Piano"are generalized. The research is
aimed at identifying the specifics of vocal sound images in the piano work of P.
Tchaikovsky. The artistic and semantic principles of vocal intonation in piano
performance are determined on the example of interpretations of P. Tchaikovsky's
works by K. Igumnov, S. Richter, and M. Pletnev.

Based on the results of scientific research and our own analytical
observations, we propose to consider the following concepts: vocal intonation,
vocal sound formation, performing interpretation of piano texture, piano
organology.

Methodological approaches to the study of the principle of vocal intonation
in piano art are substantiated, namely: historical, aimed at revealing the genetic
foundations and evolution of the piano style on the way of its movement from
applied to solo and concert functions; organological, combining instrument
technology, performance and compositional creativity in an integral system of the
“image” of the piano, with the allocation of the principle of implementing vocal
intonation in it; deductive, reflecting the course of research from the general (piano
style) to the special (piano texture and the principle of embodying vocal intonation
in it) and specific (reflection of this principle in P. Tchaikovsky’s piano works

texture); genre-style analysis, used to characterize the compositional and dramatic



features of piano works by P. Tchaikovsky; fexture analysis, on the basis of which
the principle of “singing piano” is revealed in the samples under consideration;
performing analysis necessary to characterize the features of interpretation in the
texture P. Tchaikovsky’s piano works.

The whole image of the piano was formed by a path that can be defined as a
movement from “choir” to “orchestra”. We are talking about a gradual departure
from the purely melodic functions inherent in the Baroque organ and clavier, in the
field of register-textured imitation of instrumental timbres presented in chamber
ensembles or orchestras. At the same time, the “voice” becomes, first of all, the
carrier of timbre semantics, and not the actual texture function, which means only
the logic of organizing a vertical presentation. Among the timbres assimilated by
the piano as an orchestra concentrated in the hands of one performer, there is also a
living human voice. The source of the “singing” piano, revived in the practice of
romantic art, was opera and chamber vocal genres-song, romance, vocal cycle. The
practice of piano accompaniment of singing (“under accompaniment of the piano™)
gave rise to a special form of a new type — “singing on the piano”, in which the
voice and accompaniment merged into a complete sound texture.

This practice was initially compositional and performing, that is, it provided
for an equal share of participation in it by two creative personalities — the author of
the musical text and its interpreter (often it was the same virtuoso musician —
creator). An example of a new attitude to piano sound is the work of F. Chopin, for
whom sound was the basis of both music and speech, as a result of which his piano
allegedly began to speak (according to L. Kasyanenko). It is the vocal-speech
principle that has various manifestations and ways of implementation, which are
formed within the framework of three stylistic inclinations — recitative, recitation,
and cantilence (according to E. Nazaykinsky).

It is noted that the inclusion of melodic voices (themes-melodies or
expanded sub-voices-counterpoints) in the piano texture is an achievement of
mainly Slavic piano schools. In this regard, the positions of F.Busoni, who

considered the idea of a “singing piano” fundamentally contrary to the very nature



of the instrument, and G. Neuhaus, for whom “singing on the piano” was the main
task of his performing and pedagogical school, are indicative.

It is emphasized that the performer should find prerequisites for creating the
effect of the “singing piano” in the composer’s text itself. They do not always lie
on the surface, but are sometimes contained in the depths of the texture, which
should be “listened to” and “heard” (according to B. Asafyev), highlighting and
correlating the plans of sound intensity along this coordinate. Thus, a preliminary
performance analysis of the texture organization will give the sound a spatial
volume, in which virtual “lines” will acquire the status of real-sound ones.

The essence of achieving the “singing piano” effect is to combine the
internal auditory representations of the pianist with the corresponding selection of
executive center tools (according to V.Kholopova) — dynamics, articulation,
agogics, pedalization, which is primarily associated with the development of
quality defined as ‘“horizontal thinking” (according to A. Greshnikova). It should
distinguish two levels: 1) the “chain” connection of all the elements that make up
the textured horizontal of the work (according to G. Ignatchenko), programmed by
the composer and realized by the performer; 2) a similar “end-to-end” logic in the
organization of plasticity of performing movements due to the widely interpreted
term legato (coherently). Combining “auditory” with “finger” (according to
A. Greshnikova), a pianist who wants to achieve “singing on the piano” should not
only forget that “the piano has hammers” (recommended by K. Debussy), but also
develop a universal manner of performing the /egato stroke with special light
movements, “pouring out” passages like “like water from a jug”.

As a result, the image of a “singing” piano arises, which is not reduced to
simple imitations of singing or speech, but is a complete performing sound image
that combines phonism (timbre and texture), semantics (figurative and dramatic
series) and genre stylistics (horizontal aspect of stylistic influences experienced by

the author of the work and its interpreter).



Key words: vocal sound image, vocal intonation, interpretation, instrumental
singing, instrument image, cantabile principle, timbre, technique, piano texture,

piano.



