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Abstract. The article presents a new look at music history from the versatility of the musician’s creative
activity point of view, which manifests itself in the diversity of his talent, the multiplicity and cultural breadth
of his creative interests. In the field of creative activity, versatility was an integral property of professional
musicians both in various cultural traditions and in Western European music until the 18th century.

The research methodology is based on a combination of a comprehensive value method and comparative
analysis, which helps to form a holistic idea of the creative versatility in a broad aesthetic, cultural, social,
historical and scientific context. The phenomenon of combining the activities of a composer and a pianist
in a modern context encourages the study from the standpoint of musical sociology. The exploration

of piano style justifies the use of the provisions and approaches of the performance interpretation theory.

In modern conditions, the musician’s self-realization in various traits is once again becoming relevant,

which allows for the expansion of the field of creative self-expression and stimulates innovative thinking.
Versatility of a creative person is influenced by the aspects of the ethnic worldview and is closely connected
with oral proficiency, in which the original syncretism of creativity serves as the foundation for combining
functions and expressing diversity. A long process of separating different musical types of activity was
influenced by various historical, sociocultural and aesthetic factors. It is associated with two specialization
sources — the authorship personification of the oral tradition bearer and the standardization of the sacred music
performance, which subsequently led to the emergence of notation. The article also proposes a typology

of the versatility of creative activity, due to the differences in psychological and cognitive-behavioral aspects:
the syncretic type (oral tradition bearer), in which the roles of the composer and performer closely bound
and can't be separated, and the synthetic type associated with personal desires and motives (musicians

of the written traditions).

The results of the conducted study have shown that the final separation of the musical activity functions
has not been fully achieved, and probably will not happen in the future due to the psychological nature
of the musical process and creativity.
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Kadisha Onalbayeva - responsible for the initial conceptualization of the study, correcting the outline
of the article, systematizing the material.

Aizhan Kalibayeva - forming the theoretical basis of the study, writing the main text of the article,
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Tipek ce30ep: WwblfapMaLlblbIK, KbI3METTIH 9M6eb6anTbiNbIfbl, My3bIKAHTTbIH,
ambebanTbiNbIfbl, WblFapMalUbIbIK KbI3MET TYpPAEpPiHiH, 6eniHyi,
MY3bIKablK KSCIMKOWbIK,

Anpartna. Makanaza My3blKanblk MAEHUETTIH TapUXM AamyblHa My3bIKaHTTbIH, WblFapMaLlbliblK KbI3METIHIH,
oMbebanTblabIK TYPFbICbIHAH XXaHa Ke&3Kapac YCbIHbIIFAH, O TaNaHTTbIH, XXaH->XaKTbIbIFbIHAA, KONTIriHAe
>KAHE KaCibW KbI3bIFYLLUbIIbIKTbIH, MIZLEHN KeHAITiHAE KepiHeai. My3bikanblk OpbIHAAYLLbIIbIK KbI3MET
canacblHga ambebanTbinbik XVIII Facbipra AeliH apTyp/i MaZeHU AacTypaepae ze, 6aTbic eypona
My3bIKaCblHAA Aa MY3blKaHTTapAblH axblpamac KacveTi 6oagbl.

3epTTey saicTeMeci KeH, 3CTeTMKabIK, M3AEHW, d1eyMETTIK, TapUXU KOHE FblIbIMU KOHTEKCTTEpAe
LUbIFapMaLLbUIbIKTbIH, 9M6ebanTbi/blfbl Typasibl TYTac TYCiHIK KaibinTacTblpyfa KOMEKTeCETiH KelleHsi
KYHABIbIK 94iCi MEH CanblCTbipMasbl TanfayAblH yiiaeciMiHe HerizgenreH. KOMMoO3nMTop MeH MUaHUCTTIH,
KbI3METIH Ka3ipri KOHTeKCTTe BipiKTipy KyObIbICbl 9MO6e6aNnTbINbIKTbI My3bIKas/blK d7€yMeTTaHy TypFfblCbiHaH
3epTTeyre MyMKiHAik 6epesi. PopTennaHo CTUAiIH 3epTTey OpbiHAAYLWbIIbIK MHTEPMpeTaL s TEOPUACBIHbIH,
epexenepi MeH TaCiIAePiH TapTyabl Heri3geni.

Kasipri >afaanga My3blKaHTTbIH ©3iH-631 9pTypAi KacneTTepAe TaHybl ©3ekTi 6ona bactagpl,

6y LWblFapMalLLblbIK ©3iH-63i KepCeTy asncblH KEHeWTyre MyMKiHAIK bepei >kaHe NHHOBaLMAbIK,
onnayAblH KOPIHICIH biHTanaHAblpadbl. LLblFapMalubinbIk TyFaHbIH 9MbebanTbifbl STHUKabIK
JAYHVWeTaHbIMHbIH, epekKLUeiKTePiIMEH aHblKTanazbl XaHe aybl3Lua KaCiNKOMbIKNeH Tbifbi3 HaknaHbICTbI,
OHJa LWblFapMaLLbIbIKTbIH 6acTankbl CUHKPETU3MI GyHKLMANAP MeH amMbebanTbiNbIKTbIH KOPiHICTEPIH
6ipikTipyre Heriz 60a4bl. My3blkasblK iC-dpeKeT TypAaepiHiH y3ak 6eniHy yaepici spTypai Tapuxu, aneyMeTTiK-
M3ZEHW XaHe 3CTeTMKaNbIK GakTopaapablH acepiHeH 6oaabl XXaHe MaMaHAaHyblH, eki 6acTaybiMeH
6annaHbICTbl — aybi3wa dacmypaepdi ycmaywiblHslH a8mop/blfeiH 0apanay >aHe KeMiHHEH HOTaLMAHBIH,
nanga 6onyblHa aKeNeTiH cakpasndsl My3bIKaHbIH OpbIHOGNY6IH cmaHOapmmay. Makanaga CoOHbIMeH

KaTap NCcUXoOormsablK XOHE KOTHUTMBTI MiHE3-KyJIblK, aCreKTiIepiHiH, abipMallblibiFbiHA 6anNaHbICTbI
LWblfapMalLLbIbIK iC-9PEKETTIH 9MbebanTblIbIKTaFbl TUMONOTMACH! YCbIHbIIAAbl: KOMMO3UTOP

MeH OpbIHAAYLWbIHbIH peajepi 6ip-6ipiMeH Tbifbl3 6alNaHbICTbl XXaHe BONIHOENTIH CUHKpeMUKaaslKk mun
(aybI3LWa ACTYpAi yCcTayLblnap) KaHe Xeke TileKTep MeH MOTMBTepMeH BalinaHbICTbl CUHMeMUKaIbIK mun
(>ka3balla AdCTYp My3blKaHTTapbl).

3epTTeynepaiH, HaTuXKeNnepi My3blkablk, iC-9peKeTTiH, PYHKLUMANAPbIH TYMNKIIKTI 6enyre ToabIK Ko
XKeTKi3iIMEereHiH xaHe My3blkablK YAepic NeH LiblFapMallblibIKTbIH MCUXOJAOTUANBIK CMMaTbiHa 6annaHbICTbl
6onawwakTa 60AMaybl MyMKiH eKeHAIrH KepCceTTi.

ABTOpNapAblH KOCKaH y/eci

K. OHanbaesa — 3epTTeyaiH HacTankbl KOHLENUMACBIH KYPY, Makana XocnapblH XXeHzaey, MaTepuanibl
xXyneney.

A. C. Kanubaesa — TeopusibIk, HETi3iHE yeC KOCY, MaKanaHblH, Heri3ri MaTiHiH Xa3y, nainganaHblifaH
LEPEKKe3aepAiH Ti3iMIH falibiHAay.
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Kntouessie cnosa: yHviBepcanviam TBOPYECKON AeATeNbHOCTY, YHUBEPCAIM3M MY3bIKaHTa,
pasjeneHne BUAOB TBOPUYECKOM AeATeNbHOCTH, My3blKabHbIM
npodeccroHann3m.

AHHOTaumA. B cTaTbe NpeacTaBAeH HOBBIW B3I Ha UCTOPUYECKOE Pa3BUTME My3blKalbHOM Ky/bTypbl

C TOUKW 3PEHMA YHMBEPCaNM3Ma TBOPYECKOM AeATeNbHOCTU My3blKaHTa, KOTOPbIN NPOABAAETCS

B MHOTOrpaHHOCTWN ero TajaHTa, MHOXECTBEHHOCTU U KY/IbTYPHOW LUMPOTE ero NpodeccnoHanbHbIX
NHTepecoB. B cdhepe My3blkasbHO-UCMONHUTENBCKOW AEATENbHOCTN YHUBEPCAAN3M ABASICA HEOTbEMIEMbIM
CBOVICTBOM MY3bIKaHTOB KaK B Pa3/IMYHbIX KYJbTYPHbIX TPAAMLMAX, TaK 1 B 3aMajHOEBPOMNENCKON My3blke
a0 XVIII seka.

METO,D,O}'IOFI/IH nccnegoBaHmMA OCHOBaHa Ha COYeTaHMUM KOMMJIEKCHOTO LEHHOCTHOINo MeToaa

N CPaBHUTE/IbHOIO aHa/iM3a, NoOMOoraktoLlero CoCtTaBUTb LLENOCTHOE NpeacTaBieHne 06 yHunBepcaansme
TBOpYEeCTBa B LUMPOKOM 3CTETUYHECKOM, KY/IbTYPHOM, COLMaNbHOM, NCTOPUYECKOM N HAayYHOM KOHTEKCTaxX.
deHoMeH coBMeLleHNA AeAaTe/IbHOCTM KOMNO3NUTOpPa U NMMaHUCTa B COBPEMEHHOM KOHTEKCTE pacnonaraet
K U3y4YeHWNto yHBepCcaam3ma C I'I03I/ILI|I/II\/’I My3bIKaJ'IbHOI\/’I counonornn. MCCﬂeAOBaHI/Ie ¢opTen|/|aHHoro cTnna
onpasAblBaeT npuBaeyvyeHne MONOXEHWNI 1 noaxoa0B Teopun WNCMONHUTENBCKOMN MHTEpnpeTaynn.

B cOBpeMEHHbIX YCNOBUAX BHOBb akTyalbHOW CTAaHOBWTCS CamOpeanv3aLms My3blkaHTa B pa3HbIX
KauyecTBax, YTo MO3BOJISET PACLUMPUTL 061aCTb TBOPYECKOTO CaMOBbIPAXXEHUS, CTUMYIMPYET NPOsiBAEHVE
HOBaTOPCKOrO MbILUNEHNS. YHUBEPCANN3M TBOPUECKOW JIMUHOCTM OBYCIOBAEH OCOBEHHOCTAMM STHUYECKOTO
MWPOBO33PEHUS U TECHO CBS3aH C YCTHBIM NPOdECCMOHAIM3MOM, B KOTOPOM W3HaYasIbHbIA CUHKPETU3M
TBOPYECTBa CO3ja/l OCHOBY AS COBMeLLEeHWs GYHKLUWIA 1 NMPOSABAEHUS YHUBEpcanm3Ma. JantenbHbil
npoLuecc passgeneHuns BUAOB My3blKalbHOW AeATENbHOCTV MPOUCXOAWA NMOJ BAUAHUEM Pa3NNYHbIX
NCTOPUYECKMX, COLIMOKYBTYPHBIX 1 3CTETUUECKUX GAKTOPOB M CBA3aH C ABYMsl UCTOKaMM CreLanmn3anm —
nepcoHugukayueli asmopcmea Hocumensa ycmHelx mpaduyuli v cmaHoapmu3ayueli UCnosHeHUs
CaKpaabHOU My3biKu, MPUBEALLEV BMOCNEACTBMN K BOSHUKHOBEHMIO HOTaLMW. B cTaTbe Takxke npeasaraetcs
TWUMOJIOTNA YHNBEPCAM3Ma TBOPYECKON AeATENbHOCTY, OBYCI0BAEHHAN Pa3INUNAMM NCUXONOTMUYECKNX

N KOTHUTUBHO-MOBEAEHUECKUX acMeKTOB: CUHKpemuyeckuli mun (HOCUTEIN YCTHbIX TPaANLIMIA), B KOTOPOM
POV KOMMO3UTOPa U UCMONHNUTENS TECHO B3aVMOCBsA3aHbl U HE PA3AEeNsOTCS, U CBA3AHHBIN C TIMYHBIMU
XeNaHWAMUN 1 MOTMBaMUN cuHMemuyeckuli mun (My3blKaHTbl MUCbMEHHON TPaanuLIn).

Pe3ynbTaTbl NPOBEAEHHbIX NCCIEA0BAHNIA MOKa3ann, YTO OKOHYaTeNbHOe pa3aeneHne GyHKLNIA
My3blKaJbHOM AEATENIbHOCTU He LOCTUTHYTO MOJHOCTbLIO 1, BEPOSTHO, HE MPON30iZeT B ByayLlem BCAeACTBUE
NMCUXONOMMYECKOW NPUPOALI My3biKaJlbHOIO NpoLEecca 1 TBOpYeCTBa.

Bknaa aBTOpOB
K. OHanbaesa — KoHUeNTyann3aLma NCCAef0BaHNS, KOPPEKTUPOBKA NaaHa CTaTby, CUCTeMaTU3aLmsa maTepuana.

A. C. Kanubaesa — ¢)OpMI/IpOBaHVIe TeopETMQECKOVI 6a3bl ncanegoBaHmMA, HanMcaHMe OCHOBHOTO TEKCTa
CTatbW, ocbopMneHme Crnncka ncnosib3oBaHHbIX NCTOYHUKOB.
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Introduction
Versatility of a creative personality is a complex phenomenon that has piqued the interest
of researchers in composition and performing arts. It is recognized as one of the most
significant characteristics of a musician with a diverse background, allowing him to master
the varied, multifunctional nature of musical activity. This quality enables a musician:

« to apply the knowledge, skills, and abilities gained during the learning process

to various areas of musical and creative activity;

« to perform various professional functions, master related specialties;

+ to adapt to rapidly changing socio-economic conditions.

All these features give him an opportunity to express himself in society in a variety
of ways that are in demand in today’s social interactions, cultural priorities,
and educational needs.

In search for an explanation for the phenomenon of versatility in musicians’
activities, let us first turn to its history. A look at the history of music through the prism
of specialization and division of “responsibilities” transforms established scientific
points of view in relation to a number of dyads and triads generally accepted
in musicology. “Sacred and secular art”, “professional music and folklore”,
“oral and written professionalism”, and even the well-known musical-sociological
triad "composer-performer-listener” do not seem to be clear-cut opposites,
and the relationships between their parts do not always make sense in a straight line.

The categorization of musical activities is primarily linked to the emergence
of the author’'s musical tradition as a form of individual composer’s initiative, that is,
the formation of the “composer’s” figure in its modern understanding, functionally
separated from the figure of the "performer”. In its modern context, this evolution
of the “composer” is functionally distinct from the figure of the musician-performer.
This intricate and multifaceted process occurred within a unique artistic context, shaped
by a multitude of general historical, sociocultural, and aesthetic influences. Stretching
over millennia, covering different eras and civilizations, it comes to its logical conclusion
in the European written compositional tradition. But once they have reached the peak
of specialization, musicians do not lose sight of the versatility inherent in musical activity.
Modern social institutions, as well as musical and cultural paradigms, only integrate
and transform it further.

At the origins of “"composing” lie two concepts located at different poles: on the one
hand, the concept of personalized authorship, which develops within the framework
of professionalism in oral traditions (mainly secular music-making). On the other,
the idea of a unified interpretation of sacred primary sources, which led to the emergence
of musical writing; and then, through secularization, the formation of a European type
of professionalism in the written tradition. They became a unique reflection of the artistic
and historical transition from oral to written tradition, from a collective to an individual
model of authorship. This transition was carried out in the context of “parallelism,
which involved the simultaneous development of two types of musical creativity,
interaction, and mutual influence of two cultures (written and improvisational)” (Saponov
36). Yelena Alkon, the researcher who established the categories of “oral-written”
and "written-oral” musical traditions, affirms that different types of traditions, coexisting
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in parallel, are never completely separate (163). This interaction observes various ways
of combining composing and performing musical creativity, thereby demonstrating
the versatility of creative activity.

The emergence of “composing” as a cultural phenomenon can be attributed
to the growing autonomy of music as an art form, the differentiation between
composition and performance, and the evolution of authorial writing norms. The history
of versatility illustrates the division of musical activities functions, encompassing:

« the formation of different types of media;

« the emergence of professionalism in oral and written traditions;

« the further specialization within written traditions, specifically the division between

the creator and performer of music.

Bearers of Oral Traditions

Versatility has always been a phenomenon of multifaceted self-realization among
musicians, dating back to the syncretism of creative activity in primitive society.

Arnold Sokhor notes that, at this stage of human development, a functional division

of means of communication has already emerged. If articulate speech offered numerous
advantages in terms of communication, music played a more significant role

in organizing joint labor and ritual processes, as well as creating an emotional impact
on its participants to cultivate spiritual qualities. As the early communal (tribal) system
fell apart, music became its own type of art. This was the start of “a long process

of its gradual ‘maturation’ within the practical activities of people and the complex

of proto-art, which at the same time hid the germs of music, dance, poetry, and other
forms of art within itself” (Sokhor 50). Regarding music’'s communicative function,
Genrikh Orlov notes that “it was unthinkable to separate music from the situation

in which it arose and received meaning, or to ‘transplant’ it into a situation of a different
symbolic meaning. What anthropologists usually call the ‘social function’ of music

is nothing more than a manifestation of the organic living unity of music with its life
context and natural environment” (185).

For a significant period in human history, musical activity was syncretic; it did not
distinguish between the traditional “composers” and “performers,” nor did it recognize
the “listener” as a distinct category. According to Yedige Tursunov, “in Paleolithic society,
all members of the primitive community were required to know well what we now
call folklore and be able to perform it. Under these conditions, folklore creativity
was collective in the full sense of these words” (15). Presumably, one of the first turning
points, back in prehistoric times, was the emergence of the institution of shamanism.
Shamans are the first bearers of traditions, combining the functions of author
and performer of music, clearly opposed to the rest of society (listeners). In confirmation,
we can cite the statement of Vladimir Solyarsky: “A shaman is not only a priest
and a doctor, but also an adviser, a soothsayer, a representative of mysterious knowledge,
the best storyteller, singer, and accordionist. Therefore, shamanism is... a combination
of religious cult, primitive science, medicine, music, and poetry” (150). On the one hand,
the shamanic tradition demonstrates versatility; however, the introduction
of the shamanic institution separated the role of the tradition bearer from the listener
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for the first time. This dialectical relationship between these two aspects of a musician’s
activity (specialization and combination of functions) continues to this day.

Our study suggests that shamanism was one of the first specializations in music
and other human activities. As functions began to separate from this syncretic type
of shaman, other types of carriers gradually emerged: performers-akyns, storytellers-
musicians, and, in subsequent centuries, professionals of oral instrumental and song
traditions. As a result, the separation of the musician’s functions was inevitable.
At the same time, the original syncretism predetermined the possibility of combining
functions with professional versatility at any historical stage. As knowledge developed
and accumulated, the need for further division of functions arose.

Assigned Authorship of an Unassigned Text
Later (until the middle of the 19th century), in the context of oral traditions, secular
professionalism (both at court and among people) spread widely, which subsequently
formed the institution of fixed authorship. The musical culture of the Arab Caliphate,
Central Asia, Iran, India, China, Japan, and medieval Europe is distinguished by the oral
transmission of traditions and monodic forms. It also involves the development
of national and international systems of musical thinking, which incorporate well-defined
modes, genres, intonation, and composition structures such as mughams, magoms,
ragas, and others. Violetta Yunusova asserts that in the East’s classical music “the creative
process’s performing nature manifests in the synthesis of activities to create and perform
music... All creative individuals whose names remain in the history of classics were
necessarily performers” (16). Tatyana Sergeyeva also notes that a common custom
among outstanding musicians was to demonstrate multifaceted talent and combine
the musical field with other areas of activity. As she mentions, “According to Al-Isfahani,
an outstanding musician of that time, as a rule, was not only a singer but also a performer
on one or more instruments; in addition, he was gifted in composing prose and poetry;
and, finally, his integral quality was multifaceted talent and broad culture” (Sergeyeva
182). Simultaneously, people record the names of outstanding author-performers
in their memory, even in the absence of a fixed authorship of musical texts or a functional
division of musicians’ activities. For example, the names of the bearers of traditions
are known: Abu-I-Hasan Ali Ibn Nafi (789-857), widely known as Ziryab (Blackbird),
the founder of the Western Arab classical musical school. In Kazakh music, a similar
example can be the figure of the semi-legendary personality Ket-Buga Zhyrau
(1150-1225), a storyteller, composer-kuishi, and founder of the ancient literary art
of the Kazakhs, whose name is associated with the creation of the kui “Aksak kulan”
(Lame Kulan). Despite the oral transmission of the kui legend for 8 centuries, as well
as various regional versions of this story, the name of the author of the kui, Ket-Buga,
remained in the memory of the people. Surely, during his lifetime, he created more
than one kui and saryn, but the melodies themselves have not reached us, but only
the name of their creator.

It should be noted that preserving the names of music creators does not directly
contribute to opus culture or the separation of the musical text from its author,
i.e., performance itself. Even the exact form of musical notation does not guarantee
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authorship, as in the European tradition of the New Age, or limit the use of this text
by other authors or alienate artistic creation from tradition. This is supported
by the "migration” of contrafactum techniques from oral traditions to written ones.
We cite Mikhail Saponov’s statement, which confirms this: “An original individual author’s
melody in someone else’s mouth and someone else’s playing permeates with familiar
motivic formulas and decorations, not destroyed by them, but simply translated
into a general professional language, gaining the opportunity for rapid dissemination
and popularization as a new tune” (221). Regarding the Eastern classical music,
V. Yunusova notes: “The interpretation of the ‘author’s text’ is quite free. Any subsequent
musician must introduce the appropriate elements, decorations, connections, and so on.
The author quickly gets co-authors, and after some time, his name ‘dissolves’ among
the number of gifted creative personalities who performed this classic sample.
The author's text becomes a canonical, anonymous text..." (17).

A similar situation developed with the personification of the artist in the knightly
and urban musical and poetic cultures of the European Middle Ages. According
to M. Saponov, “during this period, amateur and semi-professional forms of chivalric
music making, such as troubadours, trouveres, and minnesingers, were actively
developing, alongside the creativity of urban artisans, such as mastersingers. 'Folk
professionals’ also appeared: storytellers, traveling artists — jugglers, mimes, minstrels,
spielmanns, and buffoons. In their art, the author’s creativity worked in harmony
with both performance (usually by one person) and perception” (51). Researcher
Tamara Jumaliyeva discovers resemblance of the improvisational art of European
troubadours and minstrels with the creativity of Kazakh akyns, which “allows us to draw
an analogy and talk about the similarities between cultural artistic phenomena of Eastern
and Western civilization and the presence of extraordinary and original examples
of comparable universal phenomena” (174).

Sacred Music: Pinned Text with (Un)pinned Authorship

Simultaneously, in a separate context, within the realm of the priestly tradition,

the concept of precisely establishing a musical text arises. This concept not only
becomes the primary catalyst for the emergence of a personified music creator known
as the "composer”, but also leads to the division of roles between composer

and performer. Initially, the musical culture of the European Middle Ages developed

in line with Christian spiritual traditions, within which the concept of individual
authorship was unacceptable. Medieval music, not isolated as an independent form

of artistic creativity, acted in inextricable unity with performance practice, simultaneously
fulfilling spiritual and practical functions. The musical author served as a mediator

and interpreter in the sacred sphere, and strict canonical rules determined his ethical
position: “The composer (author) pursued an anonymous or universal truth. Like Christian
‘personalism’ in general, the author’s personal achievement consisted in achieving

the greatest adequacy to the Absolute and, consequently, the greatest and most valued
trans personality, characterized by triumphant and confident humility. Thoughts

and words ascended directly or indirectly to a single, divine source. They ultimately

had one master. In this sense, the concept of authorship did not exist” (Batkin 33).
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Later, the centralization of religious cults led to the need for standardized chants
and elements of worship within religious rites, which subsequently became the reason
for the isolation of the aesthetic function of music, intended only for listening. As a result,
the first systems of written recording of music (cuneiform and alphabetic) appeared,
although the dominant form of its preservation and dissemination remained oral.

As is known, modern notation originated in Christian practices of recording tunes.
As the cult’'s geography expanded, not only a single (Latin) language was required,
but also a unified system of worship, including music. Like any cult, Christianity came
about through the unification of chants and created several systems of non-mutual
fixation. The original Gregorian chant was written using a non-linear, non-neutral
notation, which led to the development of linear square notation in the 12th century.

Irina Konovalova notes that “the tradition of commenting on and interpreting sacred
texts, which dominated medieval culture, significantly influenced the development
of individual authorship” (293). Church musicians held the belief that enhancing monodic
tunes within the early polyphonic genres was not a prohibited practice. This means
that processing Gregorian chant in the Western European tradition was a strong push
toward the development of written music as a profession. This professionalism slowly
spread outside of the church because the system itself was so universal. Written texts
not only helped to preserve intonation and linguistic expressiveness, but they also served
as a communicative element and a factor in expanding cultural memory.

In addition, in the depths of Europe’s spiritual traditions, there was a division between
the creator of music and the performer, resulting in a special type of medium with a fixed
authorship and a separate function of the performer. Thus, medieval musical creativity,
which is the art of processing polyphonic melodies, led to the perpetuation of both
the musical work and the name of the interpreter of the canonical text. Individual authors
are gradually replacing the anonymous form of creativity by carefully arranging nameless
canonical samples alongside their own unique creations. The realm of spiritual creativity
links this to the rethinking and exploration of the subjective principle.

Alienation of the Text in Secular European Music and the Autonomization

of “Composing” and “Performing” Institutions

Note that in musical activity, the division of functions and the crystallization of authorship
are not linear processes. Thus, M. Saponov traces the relics of oral professionalism

up to the 20th century. The general cultural trend of the 17th and 18th centuries,
associated with the reorientation of art towards personality, partly caused the major
shift that separated composers from performing musicians; under the influence

of the philosophical ideas of the New Age, secular art flourished in the musical culture
of Europe. New genres are emerging, designed specifically for listening: opera,
instrumental concertos, suites, sonatas, and symphonies. The public becomes

an independent component of musical culture, separating perception from creativity
and performance. The Renaissance witnessed the emergence of the "new” in man,

the realm of emotions and passions, prompting his art, particularly music, to explore
new ways to express these feelings. According to Svetlana Shubina, “it is in this context
that such culturally significant 'violations' of strict style become clear: on the one hand,
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the mixing of imitation and invention; on the other hand, the Renaissance ‘ease of style’ —
the free and subtle expression of individuality — force the text itself (style!) to express
not so much specific content as the author’s ‘self” (9).

In addition, the internal development of medieval practices — church, minstrel,
and amateur music-making that developed during the Renaissance — led to the need
to create new musical texts, their mass distribution, and their replication through music
printing. In turn, the activities of music publishers significantly contributed to the isolation
of the composing function within the musical profession and the establishment of a new
European art model, closely associated with the practices of individual authors and composers.
Svetlana Ivanova remarked that “note printing attracted public attention to the figure
of the composer, to a new understanding of the role and functions of the composer
in the conditions of the emerging European musical art, associated with the self-sufficiency
of music, with the written nature of culture, with the phenomenon of the concert, author’s
works, and tendencies to divide figures of the composer, performer, and listener” (14).

The first changes appeared in the era of classicism, which stimulated the growth
of individual self-awareness among composers. These include the public institution
of commissioning works, which includes the opportunity to become famous thanks
to one’s writing talent and receive a monetary reward; the activities of court theaters;
and the development of music printing. In addition to receiving payment for their
compositions, composers also earned income from positions at courts that required
universal skills, from publishing their own compositions, and from teaching. Contrary
to previous centuries, there is a growing use of the term “composer” to refer to composing
musicians, yet their composing activities remain largely undifferentiated from other
related musical activities.

Researcher Natalya Zhaivoronok distinguishes two eras in the history of European
instrumentalism: the “era of playing creators” and the “era of creative virtuosos,”
pointing out that the leading musicians of the pre-Romantic era mainly focused
their attention on composing, although they were brilliant at mastering individual
instruments and sometimes several (J. S. Bach — organist, harpsichordist; W. A. Mozart —
violinist, keyboard player; L. van Beethoven — pianist). By the middle of the 19th century,
in connection with the processes of musical and social practice, as well as the development
of salon and concert music, the performing principle became paramount and even
determined the public image of a particular creator (Zhaivoronok 8). In this regard,
the problem of musical performance can be considered in relation to the individualization
of the composer’s style. The composer’s “inventions” in the field of virtuoso technique
served as a means of attracting audiences. Perhaps the key impetus for the development
of virtuoso performance was the new socio-economic conditions associated
with the transition of society to a bourgeois-capitalist system.

For the new public, music no longer served as an organic component and a pillar
of the communal way of life. It became an object of purely aesthetic contemplation.
About this dramatic change in cultural life, P. G. Lang writes: "Public concert life began
in earnest in the time of L. Beethoven. Numerous musical institutions, choral societies,
orchestras, conservatories, and music festivals that appeared in the first third of the 19th
century heralded the advent of a rich new musical life. The scale of this activity created
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a need for an army of performing musicians, and composers, who in earlier times took
care of the performance of their works themselves, were no longer able to meet this need:
the composer and the performer separated, and the second gained independence” (967).

Of course, the renewed cultural situation favored the development of the composer’s
profession in many ways. It was a significant step forward compared to previous eras,
despite numerous contradictions and negative aspects. But the same cultural situation
gave performers, first and foremost, more status. For listeners who found themselves
at the concert, the art of virtuosos was more visible, and therefore worthy of admiration,
than the art of composers.

Note that “composing” did not shape a musician’s performance as an independent
function in parallel or simultaneously. The performer-interpreter cult is a relatively
recent phenomenon in history. The performer’s social, moral, and professional
responsibility has especially increased since the end of the 18th and mid-19th centuries,
when the performing arts “finally” separated from the compositional art and became
independent and widespread. The personal individualism of the 19th century redefined
the creative process for musicians, eliminating arbitrary combinations that had
previously emerged due to the musicians’ official roles in previous centuries. In the new
conditions, the quality of creative versatility has become, first and foremost, the result
of the musician’s creative will, his desire for self-affirmation, the expression of his tastes,
preferences, goals and aspirations, motivational attitudes, and internal needs. Similar
to musicians from earlier eras, virtuosos fused the roles of performer and composer,
yet the virtuoso principle significantly shaped their compositional work during the 1800s
and 1840s. The 19th century saw a revival of the universal figure of the composer-
performer of his own works, albeit with new modifications. On this basis, Aleksandr
Alekseyev called this type of musician “virtuoso composers” and even “composers
virtuoso” who act as propagandists of their own compositions (36). At the same time,
the musician’s high level of performance training became an integral part of his
professionalism, which was a characteristic feature of the romantic era.

Two Types of Musical Versatility

Let us note that, despite all the similarities in the musical activities of oral tradition

and romantic virtuosos, the ways of combining the functions of creator and performer
differ significantly in cognitive-behavioral aspects. In the first case, they never separate;

in the second, they rarely coincide and exist in different time conditions. Thus, we identify
two forms of musical versatility:

s syncretic (a synchronous combination of performer and composer). This type
primarily includes bearers of oral traditions. Syncretic versatility takes on various
forms in modern culture (not just mass culture).

 synthetic (a diachronic combination of performer and composer). Musicians born
into written traditions are representatives of this type, combining or not combining
various functions at will.

One person can simultaneously combine both types of versatility. For instance, one can

compare a “synthetic” virtuoso composer to a “syncretistic” universal musician when they
improvise “on the fly” without intending to further fix the text. Thus, virtuoso composers
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of the 19th century preferred to perform their music in person rather than publish their
works. On the one hand, the desire to keep their art secret from other performers

and remain unique explains this. On the other hand, such a practice of “live” performance
on the concert stage is associated with the mastery of spontaneous imagination —

the improvisation of musical works. Thus, it is right to say that there is no insurmountable
boundary between the above types of versatility; the same musician can realize syncretic
and synthetic types in different situations.

The Fate of Versatility After the Beginning of the 20th Century
The 20th century can be characterized as one of the most difficult, dramatic,
and extraordinary, but at the same time productive, periods in terms of scientific
progress and the intensity of development in the humanitarian sphere. In the 20th
century, the complexity of the cultural system under the influence of globalization,
along with the relationship between composer and performer, led to a new round
of development in the problems of versatility. An obvious manifestation of these
processes is, on the one hand, the emergence of a “universalist composer”, universal
in different senses (not only in the musical sense); on the other hand, going beyond
the boundaries of classical “musical work”, with a gravitation towards the phenomenon
of open form and the demands of greater creative emancipation from the performer.

In the 20th century, musicians combined their functions through diverse activities.
Firstly, the scale of the era gives rise to encyclopedic personalities, versatile not only
in music but also in other, sometimes non-related fields. This is what makes many
discoveries possible, inspired by the diverse interests of creators. The pathos of changing
eras, new times, and new technologies, especially in the post-war years, again make
the type of musician-encyclopedist relevant (O. Messiaen — performer, composer, teacher,
theorist, theologian, ornithologist, orientalist; K. Stockhausen — composer, theorist,
philosopher; I. Xenakis — composer, architect). The usual forms of combining the activities
of a musician — composer-conductor (G. Mahler, R. Strauss, P. Boulez, Tan Dun,
and others) are also preserved. At the same time, the 20th century introduced new
features into the image of a “person who plays music,” a performer, and an interpreter
of musical works that performers of previous eras did not possess.

A breakthrough into the area of new syntax inevitably entailed a revision
of the means of recording new musical material. The crisis of traditional notation,
in which the composer could not adequately display the information he needed on music
paper and the performer could not adequately reproduce it, led experimental composers
to a compromise: they began to use a relatively inaccurate notation, which would provide
greater freedom to the interpreter. Examples include the works of H. Cowell (Mosaic
Quartet, 1935), E. Brown (December, 1952, Four Systems for pianists, 1954), J. Cage
(Imaginary Landscape No. 5, 1952), and many others.

Furthermore, versatility is associated with going beyond the boundaries of musical
art to create various kinds of syncretic actions, which is a common idea for many
creators as a return to ritual. The tendency to recreate individual characteristic features
of the mystery play, perceived as models, emerged in the works of many composers
of the 20th century. Among the iconic figures are A. Scriabin, I. Stravinsky, K. Orff,
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K. Stockhausen, O. Messiaen, N. Korndorff, V. Martynov, and others. Rituality has become
one of the foundations of the so-called "“instrumental theater” of the 20th century,

which is based on the tendency to synthesize arts as well as an intra-genre classification
that changes the functions of each object of the communicative chain “composer —
performer — listener”. As an example, we can highlight such works as Autumn Music
(1975) for four performers by K. Stockhausen, Anniversaries (1979) for four drummers

by S. Gubaidulina, and Phantom Opera (1995) by Tan Dun. According to researcher Sitora
Davlatova, this trend is known as “neorituality” or "new ritualism”, where composers focus
more on conveying the worldview of their participants, the nature of ritual consciousness,
and the experienced emotion than on presenting the structure and other characteristics
of the ritual (118). Angelina Alpatova refers to such manifestations of archaic syncretism
in creative concepts and images of composers’ works as a phenomenon of modern
culture, referring to it as “neo-archaic”. This term implies “the revival of the archaic

with the help of the latest sound expressive means and musical instruments” (Alpatova 155).

The phenomena of “open” text, ritualism, and neo-archaism presented new
requirements for combining the functions of creator and performer and creating special
conditions for creative self-realization. All of these forms of versatility are associated
with A. Sokolov’s concept of “new syncretism”, represented by phenomena that do not
fit into the traditional system of concepts and categories. In his opinion, the crisis
of written culture in the 20th century and the emergence (rebirth on a new basis)
of various forms of non-literate culture today are associated with the problem of a special
kind of syncretism. “Analysis of the text is simply impossible due to... the absence
of the text itself... All the 'basic’ concepts of musicology, such as piece, composition,
musical text, and performance interpretation, cease to function” (Sokolov 249). In such
cases, the subject of discussion should no longer be a musical text (it does not exist!)
but a collective creative act, an action that, due to a variety of circumstances, achieves
or does not achieve its intended goal — spiritual merging with the “universum”. The concept
of “intuitive music” eliminates almost all the usual categories related to music, right down
to the Art category. The concept asserts syncretic integrity in its worldview, yet it requires
artificial stimulation to maintain it.

Musical art once again turns to understanding its fundamental principles: the phenomenon
of sound, the phenomena of musical time and space, and the problems of interaction
between performers. Their rethinking inevitably entails significant changes in all social
institutions developed by the musical culture of recent centuries, including a revaluation
of the institution of “composing”. Vladimir Martynov writes about this: “Turning to attempts
to overcome seriality, we will see that all of them (modern composers) are in one way
or another connected either with the destruction of the idea of a musical text,
or with the destruction of the idea of a work as an integral and closed opus,
or with the destruction of the idea of the subject as an author. From this perspective,
we must acknowledge that Stockhausen and Cage, despite being composers, actively
strive to undermine the concept of the text, the concept of the work, and the concept
of authorship in their compositions. This implies that, despite their personal preferences,
both Stockhausen and Cage embody an assault on the concept of composition,
and their actions serve as a stark indication of the end of the era of composers” (142).
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In light of the versatility problem, the “new syncretism” of the 20th century emerged
as a new chapter in the history of musical activity, marking a significant return
to the syncretic origins of art at a new level, which included the merging of creator
and performer into a single individual. All this leads to the formation of a new type
of syncretic universal musician based on a neo-syncretistic plan. By mastering
improvisation skills and creating conditions for “open text”, they strive to overcome
the barriers that have arisen between these functions, recognizing their separateness.
At the same time, "new syncretism” as a conscious attitude in the work of academic
composers is not at all syncretism in mass art.

Speaking of versatility in oral and written traditions, one cannot help but dwell
on the issue of combining a musician's activities in such musical and creative forms
as jazz and other styles of pop music. With the rise of mass culture, a trend emerged
that blurred the boundaries between composer, performer, and listener, thereby returning
to the oral forms of music and the non-written nature of recording. On the other
hand, an unfixed text tends to update itself with each new repetition, a phenomenon
particularly evident in jazz music, which is an oral-written musical system. Jazz only uses
partial musical notation during certain preparatory stages of work, and the final result
fundamentally lacks full musical expression. V. Martynov emphasizes the significance
of rejecting the musical text, stating that the primary characteristics of jazz and rock
are not melody, harmony, or rhythm, but rather the concepts of sound, sound production,
and articulation. These three components, according to the researcher, cannot have
a musical expression or serve as the object of composer operations, as jazz cannot
be “composed” but rather “played” (Martynov 178). It is no coincidence that I. Stravinsky
argued that "jazz performance is more captivating than jazz compositions” (46).

The traditional categories of European music proved to be inapplicable
to the phenomenon of improvisation, which is inseparable from composition
and performance. Therefore, according to Dmitry Livshits, the widespread definition
of improvisation as the creation of a work in the process of its performance is not
accurate. The researcher, based on the thesis about the meaningfulness of the process,
gives a definition: improvisation is the creation of music in the process of playing music,
or, in other words, the creation of a text without fixing it (Livshits 11). One of the specific
features of mass music is the nature of the relationship between the participants
in artistic communication: the author (composer), performer, and listener. In contrast
to academic music, the role and function of the author (composer) in mass music,
as well as the issue of authorship in general, are highly flexible and subject to a variety
of circumstances. Anatoly Tsucker asserts that “mass musical art does not emphasize
the author’s personality, but rather elevates the performer's role significantly. It does
not matter who composed the music for the perceiving audience; what is important
is its real, visually felt existence, i.e., the performance itself. It is no coincidence
that composers working in the field of mass music are increasingly performing their own
compositions, and the type of author-performer is occupying an increasingly important
place in this area of music-making” (13). In other words, the performer becomes an actual
co-author, and music, even individually authored and created by composers, is ultimately
still born as anonymous, according to the laws of collective creativity. The researcher
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draws an analogy with folklore, talking about the categories of mass music that include
improvisation, multivariance, a lack of adequate written recording, and often “orality”
in general.

Today, pop music occupies a leading position in the world of mass musical culture
and belongs to the secondary genres of mass art, where collective creativity passes
through the prism of the composer’'s concept. Modern pop music creation is a vast,
continuous production process that minimizes individual authorship. Producers, sound
engineers, and arrangers, who possess financial, economic, or technological levers
and opportunities like television, radio channels, and recording studios, elevate not only
creators but also other participants in the creative process to leading positions. Jimmy
Page often quotes, "Our music is the folk music of the technological age,” in reference
to popular music. At the same time, this so-called "musical engineering” becomes another
form of versatility. In general, mass art has signs of versatility, going back to both oral
traditions and academic music.

Conclusion

The separation of musical functions has not yet occurred and will never happen due
to the psychology of creativity and the musical process, according to the researchers.
Moreover, building a successful career and gaining fame is possible through

the syncretism of the oral tradition, which transforms into the versatility of the written
tradition, as this variety is the manifestation of true musical talent. Existing practice
and history from the last third of the 20th century and modern times indicate

that the diversity of creative activity exists to this day. First of all, among composers
who still combine performing with composing.

The history of versatility reveals the emergence of various types of performance
and composition activities today, including syncretic, synthetic, and new syncretistic
activities. However, this does not provide insight into the mechanisms underlying
multifunctionality. Despite all the similarities in creative activity, for any musician
who has the skills of composing music, improvising, and reproducing musical text,
it is obvious that different cognitive mechanisms are involved. We should seek the reasons
for combining different types of musical activities in human evolution, the psychology
of creativity, and the sociological and cultural aspects of human life, a generalization
of which lies beyond this article’s scope.
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