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Abstract

The article deals with the problem of interpreting vocal works of orientalist themes in the
context of a general methodology. The process of interpretation is analyzed, which includes the
analysis of a poetic text; the study of the historical and cultural context of the work (the creative
biography of the composer, the history of the creation of the work); analysis of the musical text
and its compositional features, including form, means of artistic expression; construction of an
interpretation plan taking into account interpretation tools (intonation, articulation, metrorhythm,
agogy), preparation of an interpretation plan with an analysis of existing audio recordings of
interpretations by other performers. This article focuses on the fact that in preparing the
interpretation of vocal works on Japanese themes, it is important to establish a connection with the
Japanese tradition proper, which can manifest itself only on the figurative plane, but can also
include compositional interaction (the use of typical modes, rhythms, quotations). This work may
be useful for performers of vocal works of orientalist themes.

Keywords: interpretation of vocal works, vocal cycles on a Japanese theme, musical
orientalism.
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BOKAJIIbBI UHTEPIIPETAIIUSA KOHTEKCTIHAEI'T MY3bIKAJIBIK
OPUEHTAJIM3M

Annomauusn
Makanana LeiFpicTany TaKbIPBIOBIHIAFEI BOKAJIIBI LIBIFAPMaIapIbl JKalbl 9AiCTEME TYPFbICHIHAH
TYCIHAIpY Mocerneci KapacThIpbuiafbl. [lO3THMKaNBIK MOTIHAI Talnaay; MIBIFAPMAHBIH TapUXU-MOICHU
KOHTEKCTIH 3epTTey (KOMIIO3UTOPABIH IIbIFapMAIIbUIBIK ©MipOasHbl, MIBIFAPMaHBIH KYPBUTy TapHXbl);
MY3BIKAIBIK MOTIHAL >KOHE OHBIH KOMIO3HMLMSUIBIK CPEKIICTIKTEPiH, OHBIH IIIHAE KOPKEMIIK MOHEPIITIK
(dopMacklH, KypalgapblH Tajjay; MHTEpHpeTanus KypangapblH (MHTOHALMS, apTUKYJSLHSI, METPOPHUTM,
aroruKa) ecKepe  OTHIPHI, HMHTEpIpeTalus JKOCHapblH  Kypy, 0Oacka  OpbIHAAayILIbUIapAbIH
WHTEPIPETALMSICHIHBIH KOJIAAHBICTaFbl ayJuo)Ka30alapblH Tajiail OTBIPBIN, MHTEPIIPETalys >KOCTapbIH
naiibiHaay. by Makamajga >kamoH TakbIpBIOBIHAAFBI BOKaBl HIBIFApMaNapibl TYCIHAIPYAl NaibiHIayna
KaroH A9CTYpiMeH OaiylaHBIC OpHATYABIH MaHBI3BI 30p, OJI TeK OCHHEN ocmapaa FaHa KepiHyi MYMKIiH,
OipaKk CcOHbIMEH Oipre KOMIIO3MLMSUIBIK ©3apa OpEeKeTTeCyAl A€ KaMTHIBl (THITIK PeXKUMIEPIi,
BIpFAaKTap/bl, THIPHAKIIANAPABl KoOJAaHY). byl KyMBIC OpHEHTaIHMCTIK TaKBIPHIITAFbl BOKAJIBI
LIBIFapMaNap/Isl OpbIHAAYIIBUIAPFa Maianbl 00Iybl MYMKiH.
Tyitinoi ce30ep: BOKaNIBIK IIBIFaApMaapAbl Tajnay, KaloH TaKbIPHIOBIHIAFEl BOKAIIBIK LUKIAAD,
MY3BIKAJIBIK OPUEHTAIH3M.
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Annomauusn
B cratee paccmarpuBaeTcs ~— TpoOiieMa  MHTEPIIPETAlldd  BOKAJIBHBIX  MPOU3BEACHUH
OPUCHTATUCTCKOH TEMAaTHMKH B KOHTEKCTe o0miel weromonioruu. I[IpoaHamu3upoBaH —mporecc
WHTEPIPETaluy BKIIOYAOIINN B ceOsl aHaIN3 MOITHYCCKOTO TEKCTa;, M3YUYCHHE HCTOPUKO-KYJIBTYPHOTO
KOHTEKCTa TpPOU3BEICHHS (TBOpUecKas Ouorpaduisi KOMIIO3HTOpPA, WUCTOPHUS CO3JaHUS TPOU3BEACHUS);
aHAJIN3 MY3BIKATBHOTO TEKCTa M €ro KOMIIO3HMIIMOHHBIX OCOOEHHOCTEH, BKIIOYas (opmy, cpeacTa
XYJI0O)KECTBEHHOU BBIPA3UTEIBHOCTH; MOCTPOCHHUE IUIAHA HWHTEPHpPETalud C Y4ETOM HHCTPYMEHTOB
MHTEpIpeTaluy (HHTOHUPOBAHUE, apTUKYIISAIUS, METPOPUTM, arorvKa), MOJIrOTOBKY HHTEPIIPETAIIMOHHOTO
IJaHa C aHaJu30M CYIIECTBYIOUIMX ayAHO3alKucedl WHTepHpeTaluid Apyrux ucnoiHutenael. B nannoit
CTaThE aKUEHTUPYETCS BHUMAHKUE HA TOM, YTO B MOATOTOBKE HHTEPIPETALMU BOKAJIBHBIX IPOU3BEACHUMN HA
SIMIOHCKYH0 TEMAaTUKy MMEET BAXKHOE 3HAYCHUE YCTAHOBJICHHUE CBSI3M C COOCTBEHHO STIOHCKOW TPATUIIUCH,
KOTOpasi MOXET MpPOSBIATHCS TOJBKO Ha OOpPa3HOM IUIaHEe, HO MOXKET BKIIOYATh W KOMIIO3HIIMOHHOE
B3auMoO/eicTBrE (PUMEHEHHE TUITMYHBIX JIAJIOB, PUTMOB, 1UTar). [laHHas paboTa MOXKET OBITH MOJIC3HA
HCTIOJIHUTEIISIM BOKAJIbHBIX MTPOU3BEACHUN OPUEHTAIMCTKCKON TeMaTUKH.
Knioueevle cnosa: vHTepnperanysi BOKAIbHBIX MPOU3BEICHUN, BOKAIbHBIC LUKIBI HAa SMOHCKYIO
TeMY, MY3bIKAIbHBIA OPUECHTATU3M.

In general, the interpretation of vocal works with orientalist themes should be considered in
the context of a general methodology. Particular questions will concern mainly the details of the
interpretation of images. That is, the process of conveying meanings through the interpretation of
the composer's text in the work of a vocalist will include the following aspects: figurative-content
(including the ratio of text and music), compositional, vocal-technical. Together, they all affect the
artistic result.

In the general philosophical sense, interpretation is a cognitive procedure for establishing
the content of concepts or the meaning of formal elements through their application to a
particular subject area [1]. Interpretation is our understanding of the meanings inherent in the
message, that is, to what extent and by what parameters the performer analyzes the original
composer's text and its meanings, which then conveys to the listener. The concept of meanings is
always multilevel. On the one hand, there is a sense laid down by the composer; upon
interpretation, performing senses arise; upon perception, they are transformed by the listener into
their own. The procedure performed on a work by a performer is a special kind of message, and
therefore there is a sense of different interpretations: in the performance of different vocalists, the
same composer's message can acquire different semantic shades. There are no two identical
interpretations.

Individualization of interpretations occurs under the influence of a number of factors. The
level of understanding by the performer of the work (in historical and compositional contexts), the
conditions of performance, and the individual technical capabilities of the vocalist, his
physiological and mental characteristics are also important. It is also worth considering the general
cultural aspect: the performance may be intended for audiences with different socio-cultural
contexts. According to T.V. Lymyreva, not every performance should be considered an
interpretation. “In the historically established special professional understanding, it is customary
to consider performing interpretation not any reproduction of a musical text, but a creatively
independent interpretation of a musical work that reveals its* new meanings, that is, it is highly
informative for the listener. The sound text of such a performance can be defined as a literary text
"2, 43].

A key feature of vocal interpretation is the synthetic nature of this art, which combines
musical and verbal meanings. Speech has semantic specificity and not only the meaning of the text
is transmitted through speech, but also emotions that form speech intonation. Thanks to the
musical component, the emotional side of music, as well as the emotional impact, is stronger than
in ordinary speech. Singing is a synthesis of thinking and feeling. In it, the impact on the listener
occurs by all means: both through the mind and through emotions. The role of the performer in
this impact is exceptional: “A musical work outstanding in its artistic merits does not guarantee
an equally outstanding artistic value of its performance. This means that performance has its own
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"value system”, its own semiosphere, its own sign system, which the performer uses in
communication with the listener " [2, 53].

In interpretation, as in a general communicative action, there are certain aspects that should
be paid attention to when analyzing and preparing an interpretation. The performer, addressing the
composer, takes into account the context of his historical era and, in general, the context of the
creation of this work, since this is part of the meanings that are not in the text of the work, but they
are assumed “behind the scenes”, since the composer is a participant in the act of communication.
A holistic approach to interpretation presupposes an understanding of the composer's life situation
and his position in relation to aesthetics and style.

Another semantic aspect of vocal interpretation is the meaning of the poetic text. A certain
situation is constructed inside it - eventful or emotional. For example, sketches of nature,
situations of a lyrical, tragic, humorous nature, recreating the key artistic image of the
composition. It is determined by the composer only partially. "Unraveling" the composer's
meanings, the vocalist essentially creates his own on the basis of an assumption about the feelings
experienced and the content hidden between the lines.

A feature of a poetic work is its a priori semantic layering. The language of poetry is
metaphorical, conducive to subjective understanding. Lyrics are not limited to poetry.

Music is a sign system in which there are certain intonations that have a direct emotional
impact on the listener. Metaphor in the language of poetry is culturally conditioned, and in music
cultural and universal meanings are combined. For example, if we hear a repetition, then it calms
us, regardless of the conditions, and vice versa, if there is a constant update, it makes us become
more active. There are common universals, but most are still culturally conditioned, which means
that when analyzing a work, in addition to the meaning laid down by the composer, it is necessary
to take a broader look at the cultural context, since the work belongs to a certain tradition,
character, communication with the listener is assumed depending on its cultural environment.

So, the act of interpretation always presupposes the presence (real or virtual) of three
communicants: composer, performer and listener. Each of them, to a different extent, owns the
norms of the semiotic system of the musical and cultural tradition in which the work is composed
[2, 52]. Under the meaning that is transmitted between communicants, one should understand the
entire aesthetic complex aimed at influencing. For example, a song of the war years can inspire
action, while Japanese lyrics, through images of nature, encourage contemplative perception.

It is not possible to reconstruct the process of interpretation from a specific artistic text (for
example, audio recordings). The only reliable way to understand it is a description of the creative
process made by the performer himself. Nevertheless, certain methods of performing work on the
text of a work have developed, including the study of the composer's creative biography, the
history of the genre, the process of creating a work, its compositional features and existing
interpretations. Both in the analysis of other people's interpretations, and in the preparation of his
own, the performer should rely on the parameters with which he directly works on a literary text.
The exponent of the sense of the performer is the area where he can allow performing freedom.
Although a literary text is always perceived as a whole and continuum, it can be represented as a
sum of events of different parameters. As T.V. Lymareva, “Human consciousness inevitably
divides the continuum of the vocal performance message (artistic text) into significant elements
(differential features), which can be called sound codes. Such elements (codes) are the word and
the properties of the sound itself. Consequently, even a single singing tone (if we consider it as a
sign) is syncretic, has a complex structure, not to mention the whole work of vocal and performing
art [2, 55].

Interpretation parameters are mostly studied on the example of piano art. Aleksev and
Dyatlov pay attention to such parameters of the performance text as amenable to analysis:
intonation, dynamics, agogics, timbre, phrasing [3]. All of them are the subject of the work of the
performer [4].

Dyatlov divides "interpretation tools" into two groups : those associated with the problems
of pronouncing sound (intonation and articulation) and with the time coordinate of the unfolding
musical fabric (metrorhythm and agogy). [3, p. 12] If we extrapolate his ideas to vocal art,
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intonation should include the manner of sound extraction, the balance of resonances (head, chest),
as well as connectivity in the connection of nearby sounds. That is, this category will include all
sound-pitch and timbre aspects. Using an analogy, vocal intonation can be called the process of
"performing the pronunciation of sound, filling it with meaning and content" 3, 12].

Unlike instrumental music, vocal articulation is a very specific, measurable parameter. It
should be understood as the pronunciation of vowels and consonants, and giving the vocal text
articulateness (separation of words and phrases). If, for example, in piano music articulation
depends only on the moment the sound is taken, in vocal music all the time the sound of a single
note, syllable or word must be consciously articulated. Microarticulation work contributes to the
construction of a more diverse sound perspective.

The specifics of the organization of musical time in vocal music include its connection with
the poetic text, which forms the vocal metrorhythm. The combination of stressed and unstressed
syllables corresponds, as a rule, to strong and weak beats. An “internal hierarchy of pulsations is
formed, in which different levels are subordinate to each other” [3, 13]. The ratio of poetic and
musical meter is not always straightforward. The process of "deciphering" metrorhythmic
intonation is described by Ruchyevskaya. According to her, in the original poetic speech there are
always many options for rhythm, the ratio of accents, pauses, tempos, thanks to which many
options for speech pronunciation of any phrase are possible. The totality of all pronunciation
options is determined by the general concept of speech rhythm. If the phrase of a vocal melody
along with the text can not only be sung, but also pronounced at the tempo and rhythm proposed
by the composer, then some variant of the speech rhythm is fixed in it. Outside of a vocal melody
with a specific text, the connection of a similar rhythmic pattern with a speech prototype manifests
itself weaker or disappears altogether. The most vivid associations with speech intonation call for
the embodiment of the asymmetric rhythm of prose speech [5].

Agogics plays an important role in creating the emotional plan of the composition . Dyatlov
classifies such techniques as agogic as acceleration, deceleration, delay in resolution or individual
tone, fermata, caesura, pause. All these techniques are designed to organize the living breathing of
the musical fabric, similar to the living breathing of human speech [3, 13]. In vocal music, the
concept of breathing has immediacy and specificity. Agogics is directly related to singing
breathing.

Korykhalova notes that * the more accurately the composer fixes dynamics, agogics, piano
pedalization, phrasing, the less freedom remains for the performer > [6], although even in the
most detailed text a share of interpretative freedom is assumed, since interpretation tools are not
amenable to detailed fixation. The performing task of influencing the listener allows for a rather
free interpretation of the composer's text.

The ubiquitous distribution of sound recording has brought to life a trend towards the
unification of interpretation, as Lymyreva writes about. Korykhalova regards it as negative. The
performer must show freedom, but still must be guided in these manifestations by the aesthetic
norms adopted for performance, adhering to the general outline prescribed by the composer, the
performer must show his individuality and the meanings that he lays in his artistic text, convey to
the listener. That is, in interpretation as an act of communication, the balance between the
composer's and performing text is extremely important [6; 2].

All deviations in rhythm, dynamics, and tempo that are acceptable in the performance text
compared to the composer's text appear because the performer recreates a certain emotional
image. Conventionally, through a deviation in dynamics and rhythm, it is possible to convey
different shades of an emotional state, and which ones are already difficult to predict in advance,
since they depend on the context. Considering the composer's and performing artistic texts as
isomorphic, Lymyreva T.V. emphasizes that isomorphism is not isolated, and the meanings in the
vocalist's artistic text are made up of emotional habits, the intonational nature of speech, and
cultural tradition (crying, laughter, love yearning, resentment). There are also meanings inherent
in the text, all this affects the final literary text and everything is analyzed in a complex [2, 59].

In interpretation, the performer can vary between the timbre and articulatory sides, make
vocal speech closer to speech, or direct effort towards timbre beauty (singing formants). The ideal
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option is a balance where the listener captures the meaning and at the same time preserves the
timbre originality of the performer's voice. Timbre can be used as a means of artistic expression:
where sound is more important than meaning, move towards the beauty of resonance, where
meaning is more important than sound, on the contrary, deliberately muffle the timbre of the voice
so that the text becomes more understandable.

The specificity of Orientalist vocal compositions lies, first of all, in the poetic text. To its
specific meaning, symbolism is always added, which is inherent, for example, in Japanese culture,
meanings hidden behind metaphors, which can be interpreted in different ways. That is, in the
poetic text of most "Japanese" vocal cycles there is a conceptual meaning that is not explicitly
expressed, but it is understandable during analysis, there are also meanings that arise due to the
composer's interpretation of this text. Another purely musical concept arises (musical-conceptual
meaning). The perception of such meanings by the listener directly depends on his cultural
reserve. Understanding the latter can help the soloist in preparing the audience, preliminary
clarification of the figurative content.

The performer can evoke an emotional response to the meaning of the text and emotional
empathy (emotional and informational part). The acting skills of the vocalist are important here.
To evoke an emotional response in the listener, the performer himself must experience these
emotions, their depth very much depends on the understanding of all contexts.

As Bochkarev notes, “in the process of empathy, identification is carried out — the
experience of one's identity with a perceived, imagined, imaginary object and its infection with
feelings, experiences. The manifestation of identification is introjection (“acceptance” of other
people’s attitudes, transferring another “I” into one’s “I’1) and projection (attributing one’s
attitudes, emotions to other people, transferring one’s “I” to the “I” of another) [7, 100].

Thus, the interpretation process includes the following steps:

1. analysis of poetic text;
the study of the historical and cultural context of the work (the creative biography of the
composer, the history of the creation of the work);

3. analysis of the musical text and its compositional features, including form, means of
artistic expression;

4. construction of an interpretation plan taking into account interpretation tools (intonation,
articulation, metrorhythm, agogics).

In addition, it is possible to prepare an interpretation plan with an analysis of existing audio
recordings of interpretations by other performers. Essential in preparing the interpretation of vocal
works on Japanese themes will be establishing a connection with the Japanese tradition itself,
which can only manifest itself on the figurative plane, but can also include compositional
interaction (the use of typical modes, rhythms, quotations). How to write Nasser Eddin Buattura,
L.S. Maikovskaya: «Genuine artistry of musical performance presupposes a deep knowledge of
the fundamentals of artistic perception, not to mention basic ideas regarding the expressive and
procedural aspects of artistic interpretation, providing access to an adequate understanding of the
“encoded’ in sheet music signs copyright intent» [8, 217].
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ABTOp Typajibl MJIiMeT:
Aumancanosa Anenv Jlaypenosna — Kypmanraszpl aTelHAarbl Kas3ak YITTBIK KOHCEpBAaTOPHUACHIHBIH
"Bokanaplk eHep" MaMaHIBIFBIHBIH 2 Kypc MarucTpaHTbl, FbUIBIMHU jkeTekmnici — Henmuna Banepus
EdumoBHa, eHepTaHy KaHIUAATHI, JOLCHT.

Caejenus 00 aBTOpe:
Aumancanosa Amnenv /laypenoéna — MarucTpanT 2 Kypca CIELUANBHOCTH «BoOKanbHOE HMCKYyCCTBO»
Kaszaxckoll HanmoHanbHOM KOHcepBaTOpuM MMeHM Kypmanrasel; HaydHbIM pykoBogutens — HeminHa
Banepust EpumoBHa, KaHIWAAT HCKYCCTBOBEICHHS, TOLICHT.



