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AHOTANIA

Bomuk O. O. Iloetuka ETtionis ®pupaepuka [llonena: my3uko3HaBua Ta
BUKOHABCbka iHTeprperanii. — KsamigikarmiiiHa HaykoBa Tmpais Ha MpaBax

PYKOIHCY.

Hucepraliiss Ha 3700yTTS HAYKOBOTO CTYyIIeHs JokTopa (inocodii 3a
crenianpHicTiO 025 — «My3nune mucrenTBoy» (02 — «KynbTypa i MECTEITBOY). —
XapkiBChbKHM HalioHadbHUM yHiBepcuteT muctents iMeHi l. I1. Kornspescbkoro,
HarionansHa Mmy3uyHa akagemis Ykpainu imeni 1. 1. YalikoBcskoro MiHicTepcTBa

KyJbTypH Ta iHbopMatiiiHoi momituku Ykpainu, Kuis, 2021.

Hucepraiiisi crnpsiMOBaHa Ha PO3KPUTTA cHEUBIYHUX OCOOIMBOCTEM
noetukn Etionie  @. lllomena Tta 11 BigoOpaxeHHs y MY3UMKO3HaBYIM 1
BUKOHABCBKIN 1HTEeprpeTanisax. BkazyeTbcs Ha Te, 0 (HOpTEMiaHHUN €TI0, SIKUU
BUHHK Y POMAHTHYHY €I0XY, BifOMB 1i iCTOPHKO-THIIONOTIUHI BiIacTUBOCTI. Foro
NosiBa, KAHPOBA KpHUCTali3alis, CTPIMKHM pO3BUTOK Oyiau TOB’si3aHl 13
3aCBOEHHSIM HOBOI 3BYKOBOi pEaJbHOCTI, IO HapoOKyBajach 3aBISIKU
crenuiYHUM BJIACTUBOCTAM CaMOT0 1HCTPYMEHTY — dopreniano. JlocsrHyBm
KAHOHIYHOTO BUPAXKEHHS y SAKOCTI IHCTPYKTMBHOIO, €TIOJ 3rOJIOM IMEPETBOPUBCS
Ha XyJO0XHINA TBIp, 30epiraroyr CBOI MEPBUHHY (DYHKIIIO — YOCKOHAJICHHS TPU
Ha 1HCTpyMEHTI. [IiIKpecltoeThCs, MO0 TBOPIEM ILHOTO PIZHOBUAY E€TIOAY CTaB
came @. [llomeH. 3 MeTOI MOBEACHHS ITI€1 TyMKH OKPECJICHO KOJIO NMUTaHb, IO
BKJIFOYAIOTh TPOOJIEMH B3a€MOJIl MIaHICTUYHOTO 1 KOMIO3UTOPCHKOTO Hayal y
muciienHi @. [1loneHa; 3aKOHOMIPHOCTI ICTOPUYHOT POJII MOJBCHKOTO POMAHTHKA Y
CTBOPEHH1 XYJIO’)KHBOTO €TIO/ly; BHSBJICHHS THUIOJOTIYHUX BJIACTUBOCTEH IHOTO
KAHPOBOTO PI3ZHOBUIY Ta I1X IHAWBIAYyaJbHOTO 3aJIOMJIEHHS Yy TBOpax aBTOpa;
IUIAXIB TEPETBOPEHHS TEXHIYHMX, MMIAHICTUYHUX MPUAOMIB Yy XYJIO0KHIO
pEaNbHICTh; OIIHOYHMX KPHUTEPIiB BHKOHABCHKUX 1HTepmperanii EToaiB

®. [llonena ta ix 3acToCyBaHHs A0 KOPIYCY TPaKTyBaHb JOCIIIKYBaHUX OIMYCIB.



BianmpaBHIM MOMEHTOM HAYKOBHX MIPKYBaHb CIYTY€ YSIBICHHS PO T€, IO
TM1aHI3M 1 KOMIIO3UIIis OyJIM He JIUIIe CyMbKHUMHU BujaMmu AismibHOCTI @. IllomneHa,
a 1 TBOBAJIEHTHUM CIIOCOOOM €IMHOTO IO CYTi aBTOPCHKOTO BHCIOBIIIOBaHHS. Y
3B’A3Ky 3 LIMM PO3DISIHYTO KOH(ITypamiio miaHi3My 1 KOMIIO3UIli y TBOpYii
pedrnekcii monbchbkoro maiictpa. Ha oCHOBI BUBYEHHS €MICTOJISPHOI CHAAIIUHUA
®. [llonena 1 #oro cy4acHukiB cOpPMYJIbOBAHO BHUCHOBOK IPO BHIIEpEIKaIbHE
3HAYCHHS IM1aHI3My Yy BHU3pIBaHHI 1HAMBIAYyaJIbHOTO MHCIICHHS My3HuKaHTa. Lle
JTI03BOJTMIIO TTOOAYUTH B KOMIO3UTOPCHKHUX JocsrHeHHsX @. lllomena BiAKpUTTS,
BUSIBJIEH] y cdepl MiaHi3My, ajle MpeAcTaBieHl B 1HMMX Gopmax. HaBoasTecs sk
NPUKJIAJ BHUKOHAaBChbKAa arorika, [0 BWIWJIACA B IJIACTUYHICTH PUTMIYHOTO
pUCYHKA; aKyCTMYHO-3BYKOBI HOBaIlli, $KI BIUIMHYJIM Ha CTaHOBJICHHSA
TapMOHIYHOTO MHUCJIEHHS; €BPUCTUYHI pillleHHd Yy cdepl amikatypu, sKi
TpaHchOpMyBaJIM CTapl TEXHIUHI POPMYJIN; TEMATUYHO-1HTOHAI[IHE HAITOBHEHHS
BCIX €JIE€MEHTIB (PaKTypH, BKIIOYAIOYU MOJI(POHI3ALII0 1 MEIOJU3ALII0 KOXKHOTO 3
HUX Towlo. Yce 1e 3ymoBuiio ctBopeHHs @. lllonmeHoM XyJIOKHBOTO €TIONY SIK
JKAaHPOBOTO PI3HOBUIY, SKUM TiepeOyBae Ha TEpPEeXpecTi BIPTYO3HOCTI 1
KOHIICITYaJli3My .

BigzHauaerbcs, 1m0 B JOCHIDKCHHSX OCTaHHIX POKIB CIOCTEPITaeThCs
aKTHBI3alllsl IHTEPECY 10 €TIONY SIK Takoro. L{e 3yMoBieHo akTyasi3amieto mpooaem
dbopMyBaHHS MiaHI3My BiJ CaMUX HOTO BHUTOKIB, O SIKOIO 3HAYHUI BHECOK OYB
3p00JIeHN KOHLIEPTYIOUUMU BipTyo3amu. Y Takomy KoHTekcTi Etronu @. [llonena
OLIIHIOKIOTHCS AK KyJIbMIHAI[ISl B PO3BUTKY BIPTYO3HOTO Hayajla y BUKOHABCBHKIM
MPaKTUIll 1 BOJAHOYAC MOTO TPAKTYBaHHSIM SK IHCTPYMEHTY HJisi JTOCSTHEHHS
3HAYHUX XYJIOXKHIX Iiiei. {1 mojgbchbKOro Maiictpa Iii TBOPH BJIACHE CTalld
KBIHTECEHITIEIO MAHICTUYHUX 1 KOMITIO3UTOPCHKUX 1/1€H, sIKI TAKUM YMHOM HaOyJu
y3arajlbHeHHS Ha )KaHPOBOMY PiBHI.

O3HayeHi HAyKOBI TIOJIOKEHHS anpoOoBaHO Ha Marepiami 27 EToomiB
®. [llomena. O6paHo ABI HaEIEeMEHTAPHIII MAaHICTHYHI (OPMYITH — apIIeKIO 1

rama, 1o JO03BOJISIOTH MPOJEMOHCTPYBAaTH HEBUYEPIHICTH (paHTa3li aBTOpa Ha



HUIAXY 1X MEePEeTBOPEHHS B PEMPE3CHTAHT XYIOKHBOTO CEHCY. 3BEpTAEThCS yBara
Ha Takl MoaudikaIli apreaxio, sik BUKJIAJ TApMOHIM y IIMPOKOMY PO3MIIICHHI,
IO HAaJa€ BUPA3HOTO aKyCTUYHO-0OEPTOHOBOTO e(eKTy; HOro TpakTyBaHHS, 3
oHOTO OOKy, SIK OJHIET 3 TeM TBOpY, 3 IHIIOro — sIK (OHY (JOCATAETHCA 3a
JonoMoror  menanizarmii). ['amomomiOHi  (QOopMysiM  MOJBCBKOTO POMAHTHKA
31eOUIBIIOT0 OCHOBAaHI Ha OO0IrpaBaHHI TPU3BYKIB YW I1HIIUX TapMOHIYHHUX
yTBOpeHb. Ha ¢dopmyBaHHsS mnacakHOi TEXHIKM TaKOX BIUIMBAE MEJOJIUKO-
nomQoHiYHa MPUPOJa apXITEeKTOHIKA Y TBOpax IMOJbCHKOTO Maiictpa. VY
noasiiiHux HoTax @. lllonen Hagae nepeBary pi3HOBENMKUM 1HTepBanaMm. [1omi0H1
MPUHOMH BUKIIMKAIOTh TaKUM cO01 «e(heKT CTUCHEHHS», alieé BOJHOYAC BOHU TAKOXK
PO3IIMPIOIOTh aKycTU4He mose. Tak, mig dac aHamizy Etromy op. 10 Nel C-dur
BUSIBJICHO TaKl OCOOJMBOCTI: @) MOJbCHKUM POMAHTUKOM JOCATAETHCS CBOEPITHUAN
CUHKPETHU3M BIPTYO3HUX MACaXkIB 3 TAPMOHIYHOIO 1 METPUYHOIO OTIOPOIO; 0) mapTis
J1BOI PYKH NEPETBOPIOETHCA B aOCOJIIOTHO CaMOJOCTAaTHIO MEJO130BaHy JIIHIIO;
B) 6ac, OKTaBM MapTIi JIIBOi PyKH, MOMIIIAIOTHCS B 0COO0JIMBI (DOHIKO-aKyCTUYHI
yMOBH (TTMOOKUN HIDKHIN PETicTp); T') 32 JOMOMOTOI «PO3TSKOK» 1HTEPBAIIIB B
aprekio, a TAKOX BapitOBaHHS MEJOJUKO-TAPMOHIYHOIO 3MICTY 3BUYHA TEXHIYHA
dbopMyIia MepeTBOPIOETHCS B HOBe XyaokHe siBuiie. Etrom Ne2 a-moll 3 op. 10
nigHocuThess @. [IloreHOM CBOEPIAHOI AHTUTE30I0 JI0 TMOMepeaHboro. TyT
TOJIOBHUM €TIOJHUM 3aBJaHHSM BUCTYMAa€ KOMOIHYBaHHS XPOMATHYHOI raMu 31
3BYKaMHu CYMNpOBOAY B OAHIN pymi (y mpaBiii). BusBieHo Taki BIaCTHBOCTI, IO
JO3BOJISIIOTh MPOCTEXUTH TpaHCPOpMALII0 €K3EPCUCY B II'€CY: a) CTBOPEHHS
HOBOTO TIPUMOMY TpU XPOMATHYHMX TaMm (crnenu(ivHo amIikaTyporo) 3
IHTEpBaJIaMH, y pe3yJbTaTi 4Oro Mo BEpTUKAIIl 1 TOPU3OHTAI YTBOPIOETHCS KBa31-
nomidoHiuHa (akTypa; 0) BHUKOPUCTAHHS KOMIIO3UTOPOM CHHKOI (BUITMCAHUX
akieHTiB, Sf); B) ocmiByBaHHsS aKOpIOBUX 3BYKIB (30KpeMa NpPEIUKTOBA 30HA 3
IIJIMM CEKBEHIIIWHUM JIAHIFO)KKOM OCITIBYBaHb), a TaKOXX BBEJCHHS HOBHUX
CJIEMEHTIB y TPYIy BXK€ 3BUYHUX; I') YEPTyBaHHS PETYISPHOCTI 1 HEPETYISIPHOCTI Y

MoJaHHi 0acy 1 akopAiB y MapTii JIBOI PyKH, IO TEPEIIKOIKAE BUHUKHEHHIO



iHCTpyKTUBHOCTI ¥ octuHaTHOCTI. Y ETtromi Ges-dur op. 10 @. [lomenom
MPOJIOBKEHA JIHIS MEPETBOPEHHS CTAHIAPTHOI (POPMYJIU B €IEMEHT XY0KHbOCTI.
Bu3HnadeHo Taki 3aKOHOMIPHOCTI: @) 3aMiCTh OJHOMAHITHOCTI OfHIET (hopMyu
MOJIbCHKUN MaNCTEP KOPUCTYETHCS 3YCTUICHHSM 1 B3aEMOIIEI0 PI3HUX EIEMEHTIB
(JtamaH1 aprie/kio, JlaMaHl OKTaBU, KBa3i-Tpesil TOIO); 0) HAMMCaHHS MiHIaTIOpU
He y Fis-dur, a B Ges-dur, mo HajamToBy€e Ha IEBHHHA «OSMOJBHUH Jal»; B)
«BUOYJOBYBaHHS»  MY3WYHOTO  MaTepiady  BIJMOBIAHO JIO  PEriCTPOBUX
XapaKTEPUCTUK IHCTPYMEHTA; T') MOCUJICHHS BIUIMBY POJIi JIBOT PyKH Ha CiIyxada B
pe3yJbTaTi 3aCTOCYBaHHSI XapaKTEpHUX MPUUOMIB, 10 J0OJAIOTh MY3HIIi
CKEPIIO3HOCTI, TPAlJIUBOCTI; I') Y MapTii JIIBOI PYKHM BUHUKAIOTh BUPA3HI MOTHUBH, y
pizHOMY (GakTypHOMY O(GOPMIIEHHI — MEJIOJNYHI XOJU, XPOMAaTHU4HI HArHITaHHS,
MYHKTUPHI €JIEMEHTH TOLIO.

XynoxHint 3micT Etronis @. [lloneHa 103BojIsi€ po3riisaaT ix ado sK TpH
LUK, a00 SIK MaKpO-LHUKI, SKUH 00’e€qHye BCl 27 3pa3kiB. ApryMeHTaMu, fKi
M1ITBEPKYIOTh TAKy MOKJIUBICTh, B IUCEPTAIlli €: a) TOHAJIbHA JIOT1Ka OpraHi3allii
mijgoro; ©0) 1HTEpBaIbHI CHIBBIIHOIIEHHS MIX HOMEpPAaMM;, B) ACOHAHCU MiX
II’ecaMy Ha CIIOPIIHEH] BUAM TEXHIKH; I') 00pa3Hl aHAJIOT1i; I') YTBOPEHHS «MaJhX
uKIIiB» B 0P. 10 1 0p. 25 Ta iH.

3 MeTor PO3KpUTTA iHTeprperauiiHux miaxoaiB a0 Etioais @. Illonena
MalcTpaMu PI3HUX TOKOJIHH BHUPOOJEHO aJIrOpPUTM aHaji3y, OCHOBaHUN Ha
KpUTEPISAX BIAMOBITHOCTI MOHITH KJIACHYHOTO ab0 akimacuuHoro. [ligkpecatoeTnes,
1[0 MiJT KJIACHYHUM PO3YyMIE€ThCSI BUKOHABCHKE MPOYUTAHHS, IO BIAMOBIAA€ BCIM
JETalIIM aBTOPCHKOTO TEKCTY, TPAAMLISIM, SIKI CKJIAJHCS, 1 HAYKOBUM YSIBJICHHSIM
PO iX MY3HKY, SIKa pO3TsaacThes. HaBmaku, akacuuHe — MPUITYCKa€e MOPYIICHHS
nux BianoBigHocTel. [Ipuxnagom ii KIACMYHOTO 1 aKJIACHMYHOTO y BUKOHAHHI
Etionis @. [llonena oOpano TtpaktyBaHHsS Op.25, mo Haiexars K. Appay,
H. Huddpi 1 C. I1. Opancya. [lepmmit 3 HUX ABJIsIE KIACUYHUM TUIT TPAKTyBaHb,

THITUHT — aKJIIACUYHUHN, TPETIH — 3MIIIaHUA.



Takoxk 3 TOYKM 30py KJIACHYHOTO 1 aKJIACHYHOTO PO3IJIAJAI0THCSA
BUKOHaBChKI Bepcii A. Kopro 1 B. Amkenasi EttoniB op. 10. Koxken 3 miaHicTiB Ha
pI3HUX PIBHSAX BIATBOPEHHS XYJOKHBOTO TEKCTYy TSXKI€ JO KJIACHYHOro abo
aKJIaCHYHOTO MiAXOMiB. [ XapakTepUCTUKH BHUKOHABCHKUX TpakTyBaHb Op. 10,
KpIM TIOHSTh KIJIACHUYHOTO 1 AaKJIACUYHOTO, BUKOPUCTOBYETHCS —IMPUHIUI
mudepenItianii Ha KOHIEPTHE ¥ KOHKYpPCHE BHKOHAHHS. 3 TMO3WINN AUXOTOMIT
«KOHKYpPCHE — KOHIIEpTHE» aHamizytoTbhes 1HTepnperamii Con WYxkun Yo,
O. CynranoBa 1 Jlan Jlana. Kopelicbkuil mMiaHICT OpIEHTYETbCS HAa YMOBU
BUKOHAHH, oOuparoun nesHy maHepy rpu. O. CynraHoB BiguyBae ceOe BUIBHO B
Oy/Ib-sIKiii KOMYHIKAQTUBHIA CHUTYyaIlli 1 MPOMOHY€E TPAKTyBaHHS, IMOBHI OypXJIMBOI
BIPTYO3HOCTI Ta €MOLiitHOro Hanpy>xeHHs. Jlan JlaH € penpe3eHTaHTOM SICKpaBUX
KOHIIEPTHUX  BUKOHAHb, IMOKJIMKAHMX Bpa3UTH NYyOJIKYy  MalCTEPHICTIO

KHTalChKOTO 1HTEpIIpeTaTopa.

KuirouoBi cioBa: mnoetuka, e€Tiof, BIPTYO3HICTb, KOHIENTYaJI3M, M1aHI3M,

KOMIIO3UIIisl, KJJaCUYHE, aKJIaCHYHEe, KOHKYPCHE, KOHIIEPTHE.

ABSTRACT
Volik O. O. Poetics of Chopin's etudes: musicological and performance

interpretation. — Qualifying research paper on the rights of manuscript.

Thesis for the Scientific Degree of doctor of philosophy (PhD), specialty
025— Music Art, branch of knowledge 02— Culture and Art. Kharkiv
I. P. Kotlyarevsky National University of Arts, National Music Academy of
Ukraine named after P. I. Tchaikovsky, Ministry of Culture and Information Policy
of Ukraine, Kyiv, 2021.

The dissertation is aimed at revealing the specific features of the poetics of
F. Chopin's Etudes and its reflection in musicological and performance

interpretations. The thesis is aimed at reveal of specific traits of poetics of



F. Chopin's Etudes and its reflection in musicologists’ and performers'
interpretations. It is stated, that having appeared in Romantic era, piano etude
reflected its typological and historical attributes. Its emergence, crystallization of
genre, rapid development are inseparable from comprehension of new sonic realm,
born by specific features of the instrument itself, the piano. Having received its
absolute as an instructive etude, later it turned into artistically valuable piece,
retaining its primary function — improvement of player’s technical skills. It is
stressed, that it was F. Chopin who was a progenitor of this kind of Etudes. To
prove this point, a wide range of issues is outlined, including the problems of
interaction of the pianist's and composer's principles in F. Chopin's mentality;
patterns of the historical role of the Polish romantic in the creation of an artistic
etude; identifying the typological properties of this genre variant and their
individual refraction in the composer's works; ways of transforming technical,
piano techniques into artistic reality; evaluation criteria of performance
interpretations of F. Chopin's Etudes and their application to the corpus of the
interpreted opuses under studly.

The starting point of the scientific reflection is the idea that pianism and
composition were not only related activities of F. Chopin, but also a bivalent way
of the author's holistic utterance. In this regard, we consider pianism and
composition configuration in the creative reflection of the Polish master. Basing on
the study of the epistolary heritage of F. Chopin and his contemporaries, a
conclusion was made about the leading and foreshadowing role of the pianism for
the maturation of the musician's individual thinking. This made it possible to see in
the composer's achievements of F. Chopin discoveries made in the field of
pianism, but presented in different forms, e.g. performance agogy, which resulted
in the plasticity of the rhythmic pattern; acoustic and sound innovations that
influenced the formation of harmonious thinking; heuristic suggestions for

fingering that transformed old technical formulas; thematically intonational filling



of all elements of the texture, including polyphonyisation and melodification of
each of them, etc.

All this led F. Chopin to the creation of an artistic etude as a genre variety
which was at the crossroads of virtuosity and conceptualism. It is noted that in
recent studies, there has been an intensification of interest in the etude as such.
This is explained by actualization of problems of the pianism development from its
very origins, to which a significant contribution was made by concert virtuosos. In
this context, F. Chopin's Etudes are assessed as a climax in the development of
virtuoso principles in performance practice and, at the same time, in their
interpretation as an instrument for achieving significant artistic goals. For the
Polish master these works became the quintessence of pianistic and composer's
ideas, which were thus generalized at the genre level.

These scientific provisions have been approved on the material of 27 Etudes
by F. Chopin. Two of the most elementary pianistic formulas have been selected —
arpeggio and scale, which make it possible to demonstrate the inexhaustible
imagination of the author on the way of their transformation into a representative
of the artistic meaning. Attention is drawn to such modifications of arpeggios as
presenting harmonies in a wide arrangement, which gives an expressive
acoustically overtone effect; its interpretation, on the one hand, as one of the
themes of the composition, and as a background (achieved through pedaling) on
the other. The scale-like formulas of the Polish romantic are mostly based on
playing off triads or other harmonic formations. The development of the passage
technique is also influenced by the melodic-polyphonic nature of the architectonics
in the works of the Polish master. In double notes F. Chopin gives preference to
intervals of various sizes. Such techniques cause a kind of "compression effect",
but at the same time they also expand the acoustic field.

The analysis of Etude op.10 No. 1 C-dur highlights the following
peculiarities: a) the Polish romantic achieves a kind of syncretism of virtuoso
passages with harmonic and metric support; b) the left hand part is transformed



into an absolutely self-sufficient melodious line; c) bass (octaves of the left hand
part) are placed in special phonicoacoustic conditions (deep lower register); d) due
to the "stretching” of the intervals in the arpeggio, as well as variation of the
melodic-harmonic content, the familiar technical formula turns into a new artistic
phenomenon.

Etude a-moll no. 2 from op. 10 is presented by F. Chopin as a kind of
antithesis to the previous one. Here, the main task of the etude is to combine the
chromatic scale with the accompaniment sounds in one hand (in the right). There
have been found the following properties that make it possible to trace the
transformation of an exercise into a piece: a) creation of a new technique for
playing chromatic scales (with specific fingering) with intervals, as a result of
which a quasi-polyphonic texture is formed vertically and horizontally; b) the
composer's use of syncopation (written accents, sf); c) singing off of chord sounds
(in particular, the pre-time zone with a whole sequential chain of singing off), as
well as the introduction of new elements into the group of already familiar ones; d)
alternation of regularity and irregularity (specific presentation of bass and chords
in the left-hand part), which prevents the emergence of instructiveness and
ostinatism.

In Etude Ges-dur op. 10 F. Chopin continued the line of transformation of
the standard formula into an element of artistry. The following principles have
been identified: a) instead of the uniformity of one formula, the Polish master uses
the cohesion and interaction of various elements (broken arpeggios, broken
octaves, quasi-trills, etc.); b) writing a miniature not in Fis-major, but in Ges-
major, which sets for a certain "flat mode"; c¢) "building" the musical material in
accordance with the register characteristics of the instrument; d) enhancing the
influence of the role of the left hand on the listener through the use of characteristic
techniques, which add scrutiny and playfulness to the music; e) expressive motives
appear in the left-hand part; melodic moves, chromatic injections, dotted elements,

etc. appear in various textures.
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The artistic content of F. Chopin's Etudes allows us to consider them either
as three cycles, or as a macro-cycle that unites all 27 samples. The arguments
confirming this possibility in the dissertation are: a) the tonal logic of organization
of the whole; b) interval ratios between numbers; c) assonances between pieces for
related types of technique; d) figurative analogies; e) the formation of "small
cycles" in op. 10 and op. 25, etc.

In order to reveal the interpretational approaches to the Etudes by F. Chopin,
masters of different generations developed an analysis algorithm based on the
criteria of compliance with the concepts of the classical or aclassical. It is
emphasized that the classical is understood as a performing reading that
corresponds to all the details of the author's text, established traditions and
scientific ideas about the music presented. On the contrary, the aclassical one
implies a violation of these correspondences. An example of classical and
aclassical in the performance of F. Chopin's Etudes is the interpretation of op. 25
by K. Arrau, D. Cziffra and S.P. Frangois. The first of them represents the
classical type of interpretations, the other — the acclassical type, and the latter — the
mixed type.

From the viewpoint of the classical and aclassical A. Corto's and
V. Ashkenazi's performing versions of Etudes op. 10 are considered as well. Each
of the pianists, at different levels of reproduction of a literary text, tends towards
classical or aclassical approaches. To characterize performance interpretations of
op. 10, in addition to the concepts of classical and aclassical, the principle of
differentiation into concert and competitive performance is used. The
interpretations of Seong Jin Cho, A. Sultanov and Lang Lang are analyzed with
regards to the "competitive — concert" dichotomy. The Korean pianist is guided by
the conditions of performance, choosing a certain style of playing. A. Sultanov
feels free in any communicative situation and offers interpretations full of stormy

virtuosity and emotional intensity. Lang Lang is a representative of vibrant concert
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performances designed to amaze the audience with the skill of the Chinese
interpreter.
Key words: poetics, etude, virtuosity, conceptualism, pianism, composition,

classical, aclassical, competitive, concert.
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