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AHOTALNIA

JIi [I3uwkanes. @opremianHi nukiau Pobepra lllymaHa: CTUIHLOBUN Ta Xym0-
KHbO-BUKOHABChKUI acniekTu. — KBamiikaniiiHa HayKoBa Mpals Ha MpaBax py-
KOIIHCY.

HaykoBe oOrpyHTyBaHHSI TBOPYOTO MUCTELIBKOTO MPOEKTY Ha 37100yTTS TBO-
pUOrO CTYIEHS JIOKTOpa MUCTENTB 3a cnetiaibHIcTIo 025 «My3u4He MUCTEUTBOY
(ramy3s 3HaHb 02 «KynbTypa 1 MucTenTBo»). — HallloHanbHa My3uyHa akajeMis
VYkpainu imeni I1. 1. YaiikoBcbkoro, MiHICTEpCTBO KYJIBTYpU Ta CTpPAaTEeTiyHUX KO-

myHikamii Ykpaiau, Kuis, 2025.

@®oprenianHi nukan Pobepra [llymana nocigaroTh BaKIMBE MICLIE B yTBEP/I-
KEHH1 XyJ0KHbO-ECTETUYHHMX 3acaj] My3WYHOro poMantusmy XIX cromrtrts, e-
MOHCTPYIOTh IJIMOOKY MOETUYHICTh 3aJyMy Ta BUTOHYEHY KaJICWJIOCKOMIYHICTb
dbopMu. AKTyanbHICTh 3BEPHEHHS JI0 IIUX TBOPIB 3yMOBJICHA HE JIUIIE IXHBOIO iC-
TOPUKO-KYJIBTYPHOIO IIHHICTIO, @ ¥ 3HAUHUM TMOTEHI[AJIOM JJisi Cy4YaCHOTO BHKO-
HaBcTBa. [lonpu HASIBHICTH YUCIECHHUX JIOCIIIKEHb TBOPYOCTI HIMEIBKOTO KOMIIO-
3UTOpa, MUTAHHS XyJ0)KHbO-BUKOHABCHKOT 1HTEpIpeTalii ioro GopTrenianHuX K-
JIB 10C1 HE OTpUMAaJO BCeOIUHOTO BUCBITICHH. 30Kpema, crienudika IXHLOTO Clie-
HIYHOTO BTIJIEHHS y BITYM3HSHOMY HAayKOBOMY JUCKYpPCl BUCBITJIIEHA CIIOPaJHYHO.
Ile 3ymoBII0€ HEOOX1AHICTh KOMIUIEKCHOTO MIAXOMY JI0 aHAIII3y WX KOMITO3UITIHN 3
yYpaxyBaHHIM KYyJbTYPHO-ICTOPHYHOTO, MY3WYHO-TEOPETUYHOTO Ta IHTEpIIpeTa-
LIAHOI'O aCIIEKTIB.

MeTta gociimkeHHs — npoaHaizyBatu gopremianai nukin P. [llymana ta
PO3KPUTH 1XHI CTHJIBOBI OCOOJMBOCTI U XyJ0’KHbO-BUKOHABCHKI ACIEKTH, OOIPYH-
TYBaBIIN KOHIENITYyaJIbHI 3acaJyl 1HTEPIIPETAIlli X TBOPIB y BUKOHABCHKIN TMpakK-

THIIL.
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JI7s mOCATHEHHS OCTABIICHOI METH BH3HAYCHO TaKi 3aBAaHHS A0CJiIKEeH-

HSI:

— IOCHIAUTH XyJI0KHBO-€CTETUYHI 3aCa v 1 )KaHPOBO-CTUIHLOBI OCOOIMBOCTI
doprenmiananx mukiiB P. [llymana B KOHTEKCTI KyJIbTypH POMAaHTH3MY, 30KpeMa
3’sICYBaTH POJIb JIITEpaTypHO-IIPOrpaMHUX i7el y hopMyBaHHI 00pa3HOTO 3MICTY
[IUX KOMIIO3UIIIN;

— 3’5ICyBaTH BHECOK KOMIIO3UTOPa Y PO3BUTOK >KaHPY (DOPTEmiaHHOTO ITUKITY
Ta MpoaHaNi3yBaTu NPUHLMIH [UKIIYHOCTI ¥ KOMIO3ULINAHOT €AHOCTI Horo ¢op-
TEIIaHHUX IUKIIIB;

— IOCHTIANTH XYI0KHBO-BUKOHABCHKI aCIEKTH 1HTepHpeTalii ¢GopTeniaHHux
nukiiB P. [llymana, okpecnuTn OCHOBHI TEXHIYHO-BHPA30B1 BUKIJIMKH, IO MOCTa-
I0Th y MPOIECI BUKOHABCHKOI IHTEPIIPETAIlil IUX TBOPIB;

— IIpoaHaTi3yBaTH IMiAXOM BUAATHUX IIAHICTIB PI3HUX ICTOPUYHUX MEPIOiB
(Knapa lyman, Bonogumup l'opoBuite, Mapra Aprepix, FOmka Banr Ta iH.) 10
TpakTyBaHHs (opremianHux nukiiB P. [llymana, BUSIBUTH CHIbHI IHTEpIIpETAIliitHI
TEH/JICHIII1 Ta 1H/IUB1AyaJibHI BUKOHABCHKI CTPATETii;

— y3araJIbHUTH PE3yJIbTaTH JOCHIKEHHS Ta C(HOpPMYITIOBaTH MPAKTUYHI pe-
KOMEHAIi JJIsI MaHICTIB CTOCOBHO 3a0e3Me4YeHHs] CTUIILOBOT IIUTICHOCTI ¥ ipamMa-
TYpri4HOi €qHOCTI 1HTepnpeTauii poprenianHux HukiiB P. [lymana.

006’exT nocainkennss — ¢opremnianni nukim P. Ilymana gk sxaHpoBO-CTH-
JbOBE SBUILE 00U pOMaHTU3MY Ta (HOPTENIaHHOTO BUKOHABCTBA.

IIpeamer mpocJizKeHH — 5KaHPOBO-CTUJILOBI 1 XyJOKHbO-BUKOHABCHKI aC-
nekTu iHTepnpeTtaili Qopremianaux mukiaiB P. [llymana, 30kpemMa mpuHIUNH iX
KOMIIO3UIIIIHOT € JHOCTI, MPOTpaMHO-00pa3Hi 0COOIUBOCTI Ta crielu(ika BUKOHAB-
CHKOTO BTUICHHS B KOHIIEPTHIM MPaKTHIII.

TeopeTnyHe Ta MpaKTU4YHe 3HAYEHHS] OTPMMAHNX Pe3yJIbTATIB BU3HAYA-
€ThCS MOKJIMBICTIO 1X 3aCTOCYBaHHSl y HAayKOBIi, BUKOHABCHKIM Ta MeJaroriyHii
npaktuili. ChopMynb0BaHl y HayKOBOMY OOIPYHTYBaHHI TBOPUYOTO MHUCTEI[HKOTO
IIPOEKTY BUCHOBKH 1 peKOMEHAAIIT MOXKYTh OyTH BUKOPUCTAHI MiaHICTaMHU-TTPAKTHU-

KaMHM SIK METOJ0JIor1yHa 0a3a st poOOTH Haj 1HTepHpeTauiero popreniaHHuX u-
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kB P. lymana, mo crnpusiTuMe IMUOLIOMY OCSATHEHHIO aBTOPCHKOIO 3aJyMy Ta

(GbopMyBaHHIO MEPEKOHJIMBOI BUKOHABCHKOI JpamMaTyprii. Marepianu 10CiiHKeHHs
JOLIJIBHO BIPOBAKYBaTH y HaBYaJbHI JUCLUMIUIIHUA 3 1CTOPIi MY3WKH, My3UYHOT
IHTepIpeTallii, CremialbHOr0 1THCTPYMEHTY ((popTemiaHo), a TakoK KaMEepHOTO aH-
caMmO:110. 3anponoHoBaH1 y poOOTI MiIXOAU MOXYTh CTaTU OCHOBOIO JIJIsSI OpraHi3a-
1ii MalicTep-KiaciB, JEKU1M-KOHUEPTIB Ta HAYKOBO-NIPAKTUYHUX CEMIHApiB, MpH-
CBAUYEHUX MPOOIEMATHII BUKOHABCHKHUX CTpATerii B iHTEpHpeTailii GpopTenianHux
TBOPIB J0OM POMaHTHU3MY.

VY BHCHOBKAax HayKOBOTO OOIPYHTYBaHHS TBOPYOIO MHCTELBKOTO MPOEKTA
y3arajibHEHO Pe3yJIbTaTh MPOBEIECHOTO MOCTIKEHHA. 3’ 1COBaHo, 10 (popTeniaHH1
nukian P. [llymana € BU3HAaYHUM KaHPOBO-CTUIBLOBUM (DEHOMEHOM POMAHTHYHOT
100U, YTUTIOE KITIOYOB1 XYJO’KHbO-ECTETUYHI MPHUHIIUIU — CHUHTE3 MY3UYHOTO 1
JITEpaTypHOTO Havall, Cy0 €KTMBHY BHUPA3HICTh Ta MPOrpaMHICTh 3aaymy. KoxHa
KOMITO3MIIISl TOOYZ0BaHA SK LUIICHA «MY3WYHA HOBEJA», JI€ HU3KAa KOHTPACTHUX
MiHIaTIOp 00’€IHaHa CIJILHOI 00Pa3HOIO 1/IE€I0 Ta HACKPI3ZHOIO CIOXKETHO-TICHUXO-
JIOTIYHOIO JIIHIEI0 PO3BUTKY. KOMIIO3UTOP MIMPOKO 3aCTOCOBYE JIITEPATypHI ajto3ii,
MYy3W4YHY TPOTPAMHICTh, 3aBASKHA YOMY MYy3WYHa TKaHMHA HAOyBa€ IMTUOOKUX CMU-
CJIOBHX KOHTEKCTIB.

JlocmiKeHHsI BUKOHABCbKUX acleKTiB iHTepnperanii nukiis P. [llymana Bu-
SIBIJIO OCHOBHI XY/IO)KHI Ta TE€XHIYHO-BUPaXXaJIbHI BUKIIUKH, IO MOCTAIOTh TEPE]T
niaHictoM. [lo-nepuie, TBOPU KOMIIO3UTOPA BUPIZHSIOTHCS CKIIAIHICTIO PUTMIYHOT
oprasi3alii: 4acTi 3MiHM METPY, CHHKOIIM Ta PanTOBl 3MIIIEHHS aKIEHTIB (HAMpHU-
kinan, y «Kpeiiciaepiani» op. 16) cTBoproioTh €deKT HeCTaOUIbHOCTI i BUMararTh
B1Jl BUKOHABIISl TOYHOI PUTMIYHOT KOOPJIMHAIIIT Ta THYUYKOTO MmynbCy. [lo-0pyee, da-
KTypa 0aratbox 1’ec HacudeHa (PakTpyHO-TONI(DOHIYHUMHU IIapaMu, 110 TOoTpedye
TOHKOTO OajaHCyBaHHsI TOJIOCIB 1 meaanmi3aii. //o-mpeme, CyTTEBUM BUKIHUKOM €
IHTEerpaIlisi KOHTPACTHUX 3a XapaKTepPOM 1 TEMIIOM HOMEPIB y €IMHY Jpamaryprid-
HY KaHBY IIMKJY: PI3HOIUIAHOBI MIHIATIOPH 3 PI3KUMHU TEMIIOBO-IUHAMIYHUMU 3Mi-
HaMU CJIIJI IHTEPIIPETYBATHU SIK LIUTICHY MY3UYHY OIOBI/lb, YHUKAIOUU (pparMeHTap-

HoCTi. i 1IbOTO HEOOX1THO MPOAYMYBATH CIIBBIAHOUICHHS TEMIIIB 1 BUKOPUCTO-
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BYBAaTU THYYKY aroriky Mpu Iepexojax MK YacTUHaMU (ITOIEKYyIH BUKOHYBaTH

HOMEDH attacca, 6e3 nay3), oo 30epiranocs BiIIyTTs 0€3MepepBHOCTI PO3BUTKY.

Amnani3 intepnperatiii lllymaHOBUX HUKIIYHUX 33yMiB BUJATHUMHU IiaHIC-
TaMH PI3HUX €MOX BHUSBHB SK CIIUIBHI TEHACHINT, TaK 1 yHIKAJIbHI 1HAWBIIyaIbHI
cTparerii y TpakTyBaHH1 3aiyMy. CIIUJIBHOIO PUCOIO MPOBIAHUX 1HTEPIPETATOPIB €
IParHeHHs 10 LUIICHOI Jpamaryprii BUKJIaAy Ta INIMOOKOI €MOLIHOI BUPA3HOCTI,
X04a NUISIXU JOCSITHEHHs bOTO BiNpi3HsroThes. Tak, Kimapa [llyman 3aknana Tpa-
JUITII0 aKaJeMIYHO BUB)KEHOTO BUKOHAHHS, B SKOMY TOYHE JOTPUMAHHS aBTOPCh-
KOTO TEKCTYy MOEAHYETHCS 3 MMOSTUYHUM MPOHUKHEHHSIM Y XyHO0XHIN 3ayM TBODY,
Toal sik Bomonumup l'opoBullb penpe3eHTye pOMaHTUYHO-EKCIIPECUBHUN CTHIIb 3
aKLIEHTOM Ha IMHAMIYHUX KpalHoIlax Ta BIPTYO3H1H €(hEeKTHOCTI.

Mapra Aprepix JAEMOHCTPY€E IMIYIbCUBHO-IHTYITUBHUN MIAXiA, Y SKOMY
CTUX1HA €HEePTis MOEIHYETHCA 3 TOHKUM BITYYTTSIM BHYTPIIIHBOI JIOTIKW IIyMa-
HIBCHKOT'O LUKy (MIHIMI3YIO€ NTay3H MK HOMEpPaMH), 10 J03BOJISE JOCATITH Oana-
HCY MDK CBOOOJIOIO 1HTEpIpeTallii Ta palioHaIbHOI CTPYKTYpPOBaHICTIO (Gopmu.
KOmxa Banr npencrasisie BUkoOHaBChbKI TeHAEHIT XXI CTOMITTS, BUPIZHSIIOYHCH
1HJIUBITyaJli30BAaHOI0 MaHEPOIO T'pH, B sKi Oe3moraHHa TEXHIYHA MaNCTEPHICTH
OpPraHiyHO MOEAHYETHCS 3 TOHKOIO MY3WYHOI 4yTIMBICTIO. [liaHicTKa akiieHTye
KJIFOYOB1 IHTOHALIMHI €JIEMEHTH, 110 3a0€3MeYyI0Th BHYTPILIHIO €IHICTh LUKITY
(3oxpema, my3uunuii mmdpp A—-S—C-H y «Kapnasamni» op. 9), BogHO4ac gocsraro-
YH MPO30POCTI (PaKTypH, JIOTTUHOI B3a€EMOIOB’ I3aHOCT1 YACTHH 1 CTHJIICTUYHOT TO-
YHOCTI IHTEpIIpEeTAallii.

OkpeMuM HampsIMOM Cy4acHOi 1HTepIIpeTallii € ICTOpUYHO 1H(HOPMOBaHE BU-
xoHaHHs (A. Llraiiep), mo nparue peKOHCTPYOBaTH CTHIICTUKY I'pu XIX cTomiT-
Ts1. JIJ1st IbOTO TIXOMY XapaKTepHI MPO30PIiCTh (HAKTYpH, CTpUMaHE BUKOPUCTAHHS
nejaai, IPUPOIHUM OalaHC TOJOCIB 1 THYUKe rubato y ayci pOMaHTHYHOI €MOXHU.
PozrnsiHyTi Momeni — BiJ akageMidyHO CTPOTHX JO IHTYiTUBHO-€MOTHBHHX, 3aCBi-
JTUYIOTh 0araToOBUMIPHICTh BUKOHABCHKUX M1IXO/IIB J0 ITyMaHIBChKUX IUKIIB. [To-

IpU BIIMIHHOCTI, X 00’ €JIHy€ CIiIbHA METa — CTBOPUTHU MEPEKOHJIMBY IHTEPIIpE-
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TaIll0 MAaKCUMAaJIbHO HAOMMKEHOT 0 AYXy POMAaHTHU3MY 1 KOMIIO3HUTOPCHKOTO Oa-

YEHHS TBOPY.

Kuarouogi cinoBa: Pobept lllyman, pomanTusm, GopreniaHHANA UK, ITAKITI-
YHICTh, BUKOHABChKA IHTEPIIpETAallisi, IpOorpaMHa My3uKa, My3W4yHa ApaMaTrypris,
TEMaTU4HA €JHICTh, JiTepaTypHi amto3ii, Kmapa [llyman, Bononumup ['opoBuip,
Mapra Aprepix, FOmka Banr, npaktuuHi pekoMeHaIli maHicTaMm, My3U4HUAN CH-

MBOJII3M.



ABSTRACT

Li Zizhan. Piano Cycles of Robert Schumann: Stylistic and Artistic-
Performing Aspects. — Qualifying scientific work on the rights of the manuscript.

A scholarly justification of a creative artistic project submitted for the award
of the Doctor of Arts degree in the speciality 025 “Musical Art” (field of
knowledge 02 “Culture and Arts”). — Tchaikovsky National Music Academy of
Ukraine, Ministry of Culture and Strategic Communications of Ukraine, Kyiv,

2025.

Robert Schumann’s piano cycles occupy a pivotal place in the establishment
of the aesthetic foundations of nineteenth-century musical Romanticism,
demonstrating profound poetic intention and a refined kaleidoscopic form. The
relevance of engaging with these works lies not only in their historical and cultural
significance but also in their considerable potential for contemporary performance
practice. Despite the existence of numerous studies on the German composer’s
oeuvre, the issue of artistic and performative interpretation of his piano cycles has
not yet been comprehensively explored. In particular, the specifics of their stage
realization remain sporadically addressed within Ukrainian scholarly discourse.
This determines the necessity of an integrated approach to the analysis of these
compositions, encompassing  cultural-historical, = music-theoretical, = and
interpretative dimensions.

The aim of this study is to analyse Schumann’s piano cycles and to uncover
their stylistic characteristics and artistic-performative dimensions, substantiating
the conceptual foundations for their interpretation in contemporary pianistic
practice.

To achieve this aim, the following research objectives are set:
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—to examine the artistic and aesthetic foundations as well as the genre-

stylistic features of Schumann’s piano cycles within the context of Romantic
culture, particularly by clarifying the role of literary-programmatic ideas in
shaping the figurative content of these works;

— to identify the composer’s contribution to the development of the piano
cycle genre and to analyse the principles of cyclicity and compositional unity in his
cycles;

—to investigate the artistic and performative aspects of interpreting
Schumann’s piano cycles, outlining the main technical-expressive challenges that
arise in the process of performance;

—to analyse the interpretative approaches of prominent pianists from
different historical periods (Clara Schumann, Vladimir Horowitz, Martha
Argerich, Yuja Wang, among others), identifying shared interpretative tendencies
as well as individual performing strategies;

—to summarise the findings and formulate practical recommendations for
pianists regarding stylistic integrity and dramaturgical cohesion in the
interpretation of Schumann’s piano cycles.

Object of the research: Schumann’s piano cycles as a genre-stylistic
phenomenon of Romanticism and pianistic performance practice.

Subject of the research: genre-stylistic and artistic-performative aspects of
interpreting Schumann’s piano cycles, including the principles of compositional
unity, programmatic-imagery features, and the specifics of their realization in
concert performance.

Theoretical and practical significance of the research lies in the possibility
of applying the results in scholarly, performing, and pedagogical contexts. The
conclusions and recommendations developed in the course of this artistic research
project may serve as a methodological framework for practicing pianists working
on the interpretation of Schumann’s cycles, facilitating a deeper understanding of
the composer’s intent and the construction of a convincing dramaturgical narrative.

The study’s materials can be incorporated into educational disciplines such as
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music history, musical interpretation, solo performance (piano), and chamber

ensemble. The proposed approaches may also serve as a foundation for
masterclasses, lecture-recitals, and scholarly-practical seminars focused on
interpretative strategies in Romantic piano repertoire.

The conclusions of this artistic research project consolidate the findings of
the study. It has been established that Schumann’s piano cycles represent a
significant genre-stylistic phenomenon of the Romantic era, embodying key
aesthetic principles such as the synthesis of musical and literary elements,
subjective expressiveness, and programmatic design. Each cycle is conceived as a
coherent "musical novella," in which a sequence of contrasting miniatures is
unified by an overarching imagery and a continuous narrative-psychological
development. The composer extensively employs literary allusions and
programmatic elements, imbuing the musical texture with rich semantic layers.

The investigation of performative aspects revealed key artistic and technical-
expressive challenges confronting the pianist. First, Schumann’s works are marked
by rhythmic complexity: frequent changes of metre, syncopations, and sudden
accent shifts (as in Kreisleriana, Op. 16) generate an impression of instability and
require precise rhythmic coordination and a flexible pulse. Second, the texture of
many pieces is dense with polyphonic layers, necessitating delicate voicing and
careful pedalling. Third, a central challenge lies in integrating the characteristically
contrasting and tempo-varied numbers into a unified dramaturgical whole: the
performer must interpret diverse miniatures with often abrupt tempo-dynamic
transitions as a cohesive musical narrative, avoiding fragmentation. This demands
thoughtful tempo relationships and the use of flexible agogics in transitions
(sometimes performing numbers attacca, without pauses) to maintain a sense of
uninterrupted development.

The analysis of interpretations by distinguished pianists from different
epochs reveals both common tendencies and unique individual strategies in
approaching Schumann’s cyclic concepts. A shared trait among leading

interpreters is the aspiration for dramaturgical integrity and deep emotional
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expressivity, although the means of achieving these vary. Clara Schumann

established the tradition of academically balanced performance, combining textual
accuracy with poetic insight into the work’s artistic conception. In contrast,
Vladimir Horowitz represents a romantically expressive style, emphasizing
dynamic extremes and virtuosic brilliance. Martha Argerich exemplifies an
impulsive-intuitive approach, fusing spontaneous energy with a fine grasp of the
internal logic of Schumann’s cycles (e.g., minimising pauses between numbers),
thereby achieving a balance between interpretative freedom and rational formal
clarity. Yuja Wang exemplifies twenty-first-century pianistic trends with an
individualized manner of playing, in which impeccable technical mastery coexists
with refined musical sensitivity. She emphasizes key intonational elements that
ensure internal cohesion within the cycle (e.g., the musical cryptogram A-S—-C-H
in Carnaval, Op. 9), while achieving textural transparency, logical interconnection
of sections, and stylistic precision. Another direction in modern performance is
historically informed interpretation (e.g., A. Staier), which seeks to reconstruct the
stylistic features of nineteenth-century playing. This approach is characterised by
clarity of texture, restrained pedalling, natural voice balance, and flexible rubato in
the spirit of the Romantic era.

The interpretative models examined—ranging from academically rigorous to
intuitively emotive—testify to the multidimensionality of approaches to
Schumann’s cycles. Despite their differences, they share a common goal: to render
a compelling interpretation that remains faithful to the spirit of Romanticism and

the composer’s artistic vision.

Keywords: Robert Schumann, Romanticism, piano cycle, cyclicity,
performance interpretation, program music, musical dramaturgy, thematic unity,
literary allusions, Clara Schumann, Vladimir Horowitz, Martha Argerich, Yuja

Wang, practical recommendations for pianists, musical symbolism.





