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Abstract

Based on the scientific research devoted to the problem of articulation in the piano performing
art, the article summarizes its main provisions. The author identifies two interrelated aspects
of achieving performance articulation. The different functionality of these aspects allows us to
present musical articulation in two types: as an author's (or editor's) one and as a performer’s one.
The author's articulation is the primary basis, objective and unchangeable reality, the idea encoded
in the musical text by the composer, and the performer’s articulation is a derivative, subjective art
infinitely cognoscible and recreated by the performer.

The purpose of the article is to study the problem of articulation in the performing activities of
the modern pianists of Azerbaijan.

Research Methodology. The articulation research process has been carried out through
methods of analysis, synthesis, and generalization based on listening to performers' recordings of
piano works of various styles and forms.

The scientific novelty is that for the first time, the concept of articulation is formulated as an
objective reality of a musical text and as a subjective recreation in the music interpretation process,
that is, as an author’s, editor's and performer's one according to the historical and scientific-
theoretical analysis of this problem.

For the first time, the analogy is drawn between the speech punctuation marks against the
musical punctuation signs making by a pianist during a performance. The punctuation signs such
as musical ones: dot, ellipsis, comma, exclamation and question are introduced.

Conclusions. The leading role of the author's (editor's) and performer's articulation in the music
interpretation process, as well as the musical punctuation tools, which significantly influence and
determine the mastership in achieving the dramatic integrity of the work, are specified.

The special creative role of the musician in creating a performing articulation based on a deep
knowledge of the author's or editor's articulation given in the musical text (legato, legatissimo,
non-legato, staccato, marcato, tenuto, accent) is emphasized.

It has been proved that the performing articulation mastership is directly and consistently
dependent on the study and analysis of the musical text, the deeper and wider the knowledge of the
performer, the more options for creative readings and interpretations are created by the performer.

Keywords: Performing articulation; piano performing art; A. Skryabin “Preludes”;
a notable Azerbaijani pianist; Farhad Badalbeyli

© Nargiz Kengerli-Najafova, 2020 Recieved 08.09.2020

musical-art.knukim.edu.ua



Bulletin of Kyiv National University ISSN 2616-7581 (Print)
2020+ 3(2) - 156-168 of Culture and Arts. Series in Musical Art ISSN 2617-4030 (Online)

Introduction

One of the most important problems in the history of the development of musical
and performing arts and pedagogy is the problem of articulation — a Latin word “ariti-
culo”" — "to dissect, to pronounce distinctively”. Articulation or musical pronunciation
is one of the most important elements of the musical performance process since its
clarity, expressiveness and content are largely due to the art of articulation.

The study of a wide range of research and methodological experience on the
problem of articulation shows that it is one of the most intensely developing areas of
musical performance theory. This problem is of scientific interest not only for theo-
retical musicians but also for performers of various musical specialties, the specific-
ity of which, respectively, determines the performing articulation features.

Among them, piano-performing art has a special place, as it presents, on the
one hand, unique timbre-dynamic and technical capabilities, and on the other, cer-
tain difficulties in achieving artistic and figurative expressiveness of performance,
intonation purity and clarity. The grand piano, as one of the most intelligent musical
instruments with the richest resources, requires the formation of special perform-
ing skills related to the ability to intonate on it, to achieve the necessary melodious
sound production. Such performance excellence was distinguished in the perfor-
mance by many outstanding musicians of past times, who laid down artistic and
aesthetic criteria in pianism related to the singing art on the piano, overcoming the
hammer-percussion specifics of the grand piano. These traditions established his-
torically are also peculiar to the best representatives of modern piano art, who are
able to “enliven” the piano, to enrich the polyphonic sound intonation expressiveness
and melodiousness. The basis for achieving this skill is the pianist's performing ar-
ticulation art.

B. V. Asafyev (1971) in his book “Musical form as a process" defines music as
“the art of intonated meaning”, “intonation as a manifestation of thought" (p. 376).
Such a scientific position determines the significance of Asafyev's (1971) entire in-
tonation theory, based on which it becomes quite obvious that the music performing
process is just the intonation reproducing the process, that is, its ideas, thoughts,
and content. And according to this position, the leading role of articulation and the
skill of its application in the musical and performing arts becomes quite obvious.

In general, piano articulation is a method of expressive sound production on the
piano, which is associated with the ability to correctly implement musical phrasing,
with the art to "pronounce” expressively a musical text on the piano, with the skill to
resonate the piano sound, to carry out the correct nuance and purity of intonation. All
these qualities are essential for achieving performance expressiveness on the piano
since without them the performance process becomes incomprehensible and mean-
ingless. These provisions determine the relevance of the research topic.

A fundamental role in the study of articulation problems played B. V. Asafyev's
works, especially, his theory of musical intonation, B. Y. Yavorsky's works dedicated
to the development of the music-performing arts theory, and M. G.Aranovsky's re-
search regarding the structure and properties of the musical text. I. A. Braudo's major
work named “Articulation” (1973) is primarily devoted to the study of the problem of
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articulation. Currently, there are several special studies devoted to the problem of ar-
ticulation: “Articulation and style in the piano performance” by L. B. Bulatova (1989),
“Theoretical foundations of musical articulation” by E. S. Titov (2002) and “Development
of articulation skills of an instrumentalist in the process of performing training” by
F. H. Valeyeva (2007), “Pronunciation, articulation, stroke-metamorphoses of concepts
in science and musical practice” by N. A. Kislitsin (2009), “Musical pronunciation and
articulation as the composer's expressive means" by 0. A. Bezborodko (2012).

Purpose of the Article and Research Methodology

The content of this article is of a resumptive nature, as it is the result of major sci-
entific research, the purpose of which was to study the problem of articulation in the
performance of modern Azerbaijani pianists.

In order to clearly present the technology of achieving performing articulation in
their pianistic art, the interpretation of works of different styles and forms has been
studied based on listening to recordings, using methods of analysis, synthesis, and
generalization.

Main research material

Studying the process of musical pronunciation in various interpretations, we draw
an analogy with punctuation signs existing in literary speech, since the musical and
performing process as "the meaningful pronunciation quality” (Asafyev, 1971) is not
limited to the author's instructions of articulation techniques. According to |. Braudo's
theory of articulation, the means of articulation are only a formula, the application of
which is always a high art. The more solutions to this formula, that is, the richer and
more diverse the means of articulation, the higher the skill of the performer, the deeper
and more meaningful the performing interpretation process. Each author's or editor's
articulation in a musical text is varied to an acceptable extent by the performer, since
he determines the measure and quality of its changes and embodiments in accor-
dance with his thesaurus and creative potential.

As one of the numerous examples, we present an analysis of the performance
articulation of selected preludes by A. Scriabin, op. 11 No. 22 and op.16 No. 4,5 in
the interpretation by F. Badalbeyli, which is a completely individual reading of these
unique masterpieces of the piano miniatures.

Prelude No. 22 g-moll, op. 11 performed by F. Badalbeyli is simple, elegantly,
thoughtful, melodious and without excessive romantic pathos. The performance du-
ration is exactly 1 minute and 6 seconds at the specified Lento tempo. Despite the
slow tempo, the pianist's interpretation is not static and is dominated by the energy
of internal movement, his general aspiration to bar 20. The chosen tempo helps the
pianist to create dramatic richness and imagery in such a concise miniature.

The prelude is a period consisting of 20 bars and an extension in the form of the
final episode A tempo (bars 21-25). The pianist, taking into account the rubato indi-
cated in the first bar, slightly delays the first part of bar 1 (D note) and in the similar
bar 21, making a small tenuto on them.
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This same method of tempo deviation allows the performer to correctly determine
the functionality of the five-bar epilogue, which sounds like a mirror frame at the end of
the prelude. It is performed by F. Badalbeyli simply, elegantly, thoughtfully, melodiously

and without excessive romantic pathos.

Using accelerando and crescendo, the pianist performs the climactic development,
starting with bar 13. At the same time, it highlights the second moves in the bass se-
quences more vividly, creating a dynamic pumping and trembling-excited character of
musical development. This climactic episode creates a certain contrast between the
beginning and end of the prelude, contributing to its dramatic integrity.

accel.

e ———

Example 3

cresc.

F o T

FEF [# ET

He masterfully uses the dynamic gradation of piano (p) dominating in the prelude,
which never sounds the same. The first bar is performed piano (p), then a small cre-
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scendo (bars 6-7) and a dip in mp (bar 8), then a climactic rise and its ending in two
piano (pp). The epilogue begins with piano (p) (bar 21), then two piano (pp) (bar 23),
and then, the chord in the final bar is three piano (ppp).

The prelude structure is based on imitation polyphony and the pianist skillfully
emphasizing its continuity and fluidity creates a single musical development from
the first to the twentieth bar, in which he puts the first musical point on the dominant
d-moll chord. In the musical text, it is repeated twice, but the pianist performs it with-
out repetition, thus emphasizing its important, functional role in the structure of the
entire prelude. This chord on the dynamic shade of two piano (pp) seems to "hang" in
the sound space with clear interrogative intonation. The pianist delays it a little fur-
ther on the fermata, so emphasizing its incompleteness and fret deviation. The pianist
puts the final affirmative point in the last bar on the g-moll tonic.

The reasonability of the performer's interpretation by F. Badalbeyli is also con-
firmed by the single glide indicated in the musical text, which unites all musical de-
velopment during bars 1-14 and the final short imitations in the form of sequential
development in the bass.

The performer's articulation of the entire prelude is shown in the table below:

Table No. 1
Bars: 3 22 23 25
Musical punctuation _ 5 _
signs ’

Thus, using the articulation, F. Badalbeyli emphasizes the expressiveness and
continuity of the polyphonic texture of the prelude, the richness of its dynamic grada-
tions, and the characteristic fragility and flexibility of the Scriabin's melody. He creates
a single musical thought consisting of two tenuto and two endings: an interrogative in
bar 20 and an affirmative in the final bar.

Prelude No. 4 es-moll, op. 16, is performed in the Lento tempo. The time of the
prelude performance by F. Badalbeyli is 1 minute 10 seconds. The pianist, in general,
keeping a slow tempo, creates a literally “live" musical and poetic miniature consisting
of four deeply expressive lines. The twelve-bar form of the prelude consists of four
motives (three bars in each one), ending with three-chord repetitions. At the end of
all the motives, they sound like a kind of ostinato rhythm formula. They all end piano
(p), but the pianist performs them differently: the first chord sequence is piano (p), the
second is mf, the third again is two pianos (pp), and the fourth is three pianos (ppp).

The first motive (the first thought) is performed on the piano (p) and with a charac-
teristic vocal intonation — sotto voce. The pianist slightly highlights the first and only
quarter note in the first two bars of the motive. Then, to compensate for this delay,
he makes a small crescendo against the background of three chord repetitions in the
third bar and at the moment when the accruement should reach its natural end, he
suddenly removes the sound and starts the second motive on the piano (p) (bars 4-6).
Also, barely noticeable tenuto is heard for the first fractions of bars (half notes) and
ritenuto for the last triol in the fifth bar.

The end of the second motive also has a small crescendo, but it, unlike the first,
ends with an even greater increase in sonority, which merges into the third motive and
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reaches a culminating development on mf in bar 8. This is followed by a decrease in
sonority on diminuendo and the pianist completes the entire musical composition on
piano (p) in bar 10. After a complete silence (pause) and seemingly ending, suddenly,
like an echo, aftersounds of the first motive are heard. Performed two pianos (pp) and
then three pianos (ppp), and framing the entire form of the prelude, they sound like an
addition to its main musical content.

Example 4
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Thus, F. Badalbeyli combines all four motives of the prelude into a single musical
narration: the first motive is not completed, but it is connected with the second one,
which, in turn, is connected with the third one by using a single crescendo. Here is the
only culminating point of the entire narrative and its complete conclusion (bar 10).
The fourth and last motive sounds like an echo of a memory core of the musical idea.

It is characteristic that the pianist does not emphasize the motif division, on the
basis of which the entire musical form of the prelude is built. It combines the ending
of the first one with the second one, second with the third one, highlighting the start of
each motive with a barely noticeable tenuto — the longest note, thus creating a com-
plete construction of a single musical thought.

In general, analyzing the performance of the prelude, it should be noted that there
are no musical commas and there is a single articulation point in the bar 10, after
which only an echo is heard.

The performer's articulation of the entire prelude is shown in the table below:

Table No. 2

Bars: 1 4 5 10

Musical punctuation
signs

F. Badalbeyli's articulation mastery lies in the fact that the pianist was able to use
it to create a single performing drama of this miniature, putting a rich artistic content
into its concise form (only 12 bars). The dynamics of its performance clearly recreates
the beginning, climax, end, and echo of the entire musical narrative. Just one musical

Kengerli-Najafova, N.
Mastery of articulation in the piano performance

161



162

ISSN 2616-7581 (Print) BicHMK KIBCbKOIO HauiOHanbHOro YHIBEPCUTETY
ISSN 2617-4030 (Online) KynbTypn i MycTelTs. Cepid: MyauiHe MUCTELTBO 2020 3(2) - 156-168

thought, as the author's text confirms, in which all 12 bars are connected by a single
League (slur). Surprisingly, it is the art of articulation that helps the pianist, recreat-
ing in this miniature a deeply philosophical and imaginatively rich artistic content, to
make it dramaturgically significant.

Despite the fact that F. Badalbeyli performs it more slowly than V. Sofronitsky,
G. Neuhaus and V. Horowitz, he creates a harmonious drama of musical thought in
a eeply personal interpretation. A more moderate tempo in his interpretation is quite
justified since it helps him to deepen the musical content of the prelude, make its ar-
tistic idea more prominent and meaningful.

The prelude, op. 16 No. 5 Fis-dur, is performed in Allegretto tempo, while the com-
poser indicates a possible deviation from the main tempo — rubato. The pianist ap-
plies it artistically. Within each sentence, he picks up a little first, and then slows down
a little, without breaking the overall unity of the tempo. At the same time, his rubato
corresponds to dynamic increases in crescendo and decreases in diminuendo sonori-
ty, which also makes this rubato logical. The pianist uses rubato especially clearly
in the approach to the two climaxes (bars 11 and 19), and despite the fact that the
composer indicates the same forte (f) in both climaxes, the pianist plays the second
climax less vividly and, consequently, weakens the tempo deviation. This sounds log-
ically competent and reasonable, both from the point of view of the proximity of the
completion of the entire form and recreating the contrast of the climactic increases,
which gives the entire performance even more dramatic integrity. The musical form
of a prelude is a complex period consisting of four musical sentences: the first is
bars 1-4; the second sentence is bars 5-8; the third is bars 9-16, and the fourth is
bars 17-24.

In the musical text, they are clearly underlined by the endings of the glides. It
would seem that given the form of the prelude and the words indicated in the text, the
pianist would have to make four corresponding musical punctuation signs — dots in
bars 4, 8, 16 and 24. But listening to the interpretation of F. Badalbeyli proves once
again the rich use of articulation methods. The pianist puts a musical point only at
the end of the prelude, namely in bar 24. At the end of the first sentence, the pianist
pauses for just a fraction of the second one and then continues moving on to the sec-
ond sentence. It is a repetition of the first one, but the pianist manages to perform it
in a different way.

The contrast is embodied so organically that the feeling of repetition does not
arise, it sounds more major and brighter than the first one and, thus, creates a dynam-
ic logical connection between the first and third sentences, which sounds even more
intense, since it contains the main climax of the entire prelude. Then, in the fourth
sentence, the dynamics subsides, despite another minor climax in the pianist's mind,
and reaches the full completion.

The performer's articulation of the prelude is shown in the table below:

Table No.3
Bars: 1 5 9 17 24
Musical punctuation B _ _ -
signs
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It is important to note one more feature of performance. Indicated in the musical
text in bars 1,5,13, 21 tenuto marks on the three notes, are performed by the pianist
almost imperceptibly. He only gives them a greater melodic expressiveness. F. Badal-
beyli considers these tenuto marks logically quite correctly, since if you emphasize lit-
erally every sound (as indicated in the musical text), it will only create a fragmentation
of the melodic thought, violating its integrity and flight, which is very characteristic for
the style of Scriabin's music.

Thus, in the prelude, instead of four musical points, the pianist makes one af-
firmative-final point, while only emphasizing the tenuto beginning of each sentence.
Such a construction is certainly due to his dramatic mastership, which helps to create
an amazing flight of performance, almost the “air" movement of virtually continuous
musical development.

It is interesting that the pianist's performance creates a sense of musical “open-
work", flexibility, melodic movement ornateness, it literally breathes with “frosty pat-
terns on the glass". He skillfully uses author's dynamic instructions, Despite the fact
that in the first, second and fourth sentences the same nuance — two pianos (pp) (bars
3, 7 and 23) is indicated the pianist actually plays them all differently: the first sounds
quiet, the second is slightly brighter and only the third, the last, fully corresponds to
one specified in the text two piano (pp). This contrasting use of dynamics on two
pianos also contributes to the dramatic integrity of the performance and allows the
pianist to combine the musical development of the prelude with dynamic richness.

Performing articulation of A. Scriabin's preludes in the pianist's interpretation is
aimed, on the one hand, at achieving intonation clarity and expressiveness, and, on
the other hand, at creating dramatic integrity and harmony. In such a way, he “ce-
ments" the performance form, not allowing it to break up into motives and sentences,
creates a series of contrasting, vividly shaped miniatures.

All three preludes, different in form and musical content, are interpreted by
F. Badalbeyli as a kind of concise musical narration. In all three preludes, the pianist
puts one musical point, thus emphasizing the unity of musical thought.

Analysis of the three preludes by A. Scriabin shows that F. Badalbeyli in his inter-
pretation recreates his famous phrase: "Music is alive with a thought". The pianist
masterfully embodies, in the words of V. Delson (1966), "... a bold thought and an
inspired emotion in a living unity” (p. 64).

The pianist's performing articulation confirms that even in the interpretation of the
music of romantic composers, uncontrolled emotions, unrestrained feelings and the
unreasonableness of their expression are alien to him. With the help of articulation,
he creates harmonious musical and artistic canvases full of vital content and a clear
balance of human thoughts and feelings.

Thus, summarizing the process of performing articulation on the example of
three preludes by A. Scriabin and other works interpreted by F. Badalbeyli, we note
that the skill of articulation is determined not only by the sign indicated in the mu-
sical text but also by the meaning which the pianist puts in this sign. After all, each
stroke, such as staccato, tenuto, etc., as well as punctuation signs, such as dot, com-
ma, exclamation, question, ellipsis, and etc., can be pronounced with different de-
grees of expressiveness. The ability of a music performer to find, logically justify
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and embody this degree of expression in his art is an indicator of the highest skill of
performing articulation.

The highest and unique skill of performing articulation in the piano art of
F. S. Badalbeyli is manifested in the exceptional meaningfulness of the performed,
clarity of musical pronunciation, logical validity of the musical narrative, which ul-
timately determines the depth and content of its interpretations, their dramatic in-
tegrity. Each articulation sign (legato, legatissimo, non-legato, staccato, marcato, te-
nuto, accent) of a musical text is deeply comprehended by the pianist and reveals its
functionality in relation to the nearest and future musical development, he (as if from
a height) plans in advance, anticipates the entire prospect of performing recreation. In
accordance with this, the pianist distributes musical and syntactic punctuation signs
(dots, commas, exclamation, question, ellipsis, and etc.), creating true examples of
musical expressiveness and clarity, which is an indicator of his highest skill in achiev-
ing performance articulation.

Conclusions

So, based on numerous studies regarding the concept of musical articulation and
the analysis of various interpretations, in this scientific terminology, we differentiate
two aspects that, despite their mutual influence and interdependence, are two dif-
ferent content components: the first source component represents musical articula-
tion as an objective reality specified by the composer in the musical text, the second
derivative component is its subjective recreation by the performer in the process of
interpreting the work. Both aspects play a crucial role in creating a clear intonation
expressiveness of musical speech and dramaturgic integrity of the work performed.
The different functionality of these aspects allows us to present musical articulation
in two forms: as the author’s (or editor’s) one and as the performer’s one.

In general, performing articulation, based on the notation in the musical text,
represents the development of musical speech with its characteristic signs of musi-
cal-syntactic punctuation, which contribute to the expressiveness, logical validity and
dramaturgic integrity of its content. In other words, the clarity and richness of content
in the musical narrative depend on the skill of the performing articulation, on how the
performer implements a unified (single) process of musical forms generation with
characteristic tendencies of internal syntactic development. Musical speech (sound,
motive, phrase, episode) can be made not only with different intonations (affirmative,
interrogative, exclamatory, etc.), but also with their numerous shades. Everything is
determined by the performer's attitude to it, by the level of his/her overall spiritual and
professional development.

If the author's or editor's articulation has a special indication recorded by the
composer in the musical text, the performing articulation represents the creative pro-
cess of its subjective recreation, since each artist intonates it in accordance with his/
her thesaurus, intellectual, emotional, spiritual and technical potential. It is thanks
to the mastery of performing articulation, the musical text “comes to life", becomes
meaningful, is filled with the significance of the content and becomes an exciting mu-
sical narrative for the listener.
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The author’s articulation is the primary principle, an objective and unchanging re-
ality, thought coded by the composer, and performing articulation is a derivative, sub-
jective, infinitely cognizable art, creatively recreated by the performer. The higher the
level of the musician’s intellectual, artistic, emotional, and spiritual and personal devel-
opment, the further he/she moves away from the mechanical decoding of the author’s
text, the deeper he cognizes it, the higher the skill and richness of his performing in-
terpretations.

In general, the analysis of performing articulation on the example of selected works
in the interpretation of prominent representative of the modern Azerbaijani pianistic
school allows us to summarize the following statement: pianist precisely observes
the author's (editor's) articulation, especially in works of the musical classicism era,
while in interpreting works of the romanticism era and modern music, they, relying on
the articulation indicated in the musical text, creatively refract it in accordance with
their own potential and set artistic and aesthetic purposes.

One of the main characteristic features of their performing articulation is the mas-
tery of intoning on the piano, the ability to clearly express a musical thought and to
logically build the entire musical narrative. Exactly observing the articulation touches
indicated in the musical text, the pianist reinterprets them in full accordance with the
logic of musical development, and articulate clearly, achieving purity of intonation and
performing expressiveness.

The mastery of their performing articulation is the most important foundation on
which their general performing culture has formed. It represents a valuable method-
ological experience for the next generation of teachers and pianists. The followings
are the basic principles of the pianist's performing articulation:

— the pianist detail and study the musical text as much as possible;

— the pianist thinks over the whole performing concept to the smallest nuances;

— pianist allows insignificant digressions that are logically justified from the artis-
tic expression point of view;

— performing articulation in classical works is a particular difficulty since maximal
intonation purity and clarity is an important aesthetic criterion for pianist's perfor-
mance;

— enriching the basic techniques of articulation, pianist uses them with a variety
of intonations to achieve the artistic-figurative richness of content;

— the pianist recreates the work's dramaturgic integrity using the signs of musi-
cal syntactic pronunciation (dots, commas, ellipsis, question and exclamation marks,
tenuto, accent);

— while interpreting various works, pianists exhibit varying degrees of achievement
in performing articulation, that is due to their musical talent and professionalism;

— talented pianist-educators, who succeeded in implementing continuity of gen-
erations and convey the historically established traditions of expressive intonation on
the piano, played a significant role in the formation of their performing articulation.

Thus, the results of this study confirmed that performing articulation, being one of
the most important areas in the theory of pianism and representing an objective reality,
necessitates its creative understanding and subjective recreation. However, it should
be noted that the right to this creativity must first be earned by the endless work of
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the mind, heart and hands. Mastery of performing articulation requires the intensive
development of psychological (intellectual, emotional, spiritual) and purely pianistic
abilities, the interaction of which contributes to its full and successful implementation.
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MAMCTEPHICTb BUKOHABCbKOI APTUKYNALLIT HA POAI
Hapris Kenrepni-Hapyxadosa

JIOKTOPaHT, BUK/aZay kageapu ¢opTeniaHo, BUKnagad kageapu cneyiaabHol negaroriyHoi nigrotosku;
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BakuHcbka My3udHa akageMisi iMeHi Y3eipa lagxunbeiini, baky, A3epbaiigxaH

AHoTauyis

Ha ocHoOBI npoBefeHOro HayKoBOrO [OCAIAXEHHS, MPUCBSYEHOro npo6nemMi apTUKynsaLil
B (bopTeniaHHO-BMKOHABCbKOMY MMUCTELTBI, y3arajibHEHO Ti OCHOBHi MOMOXeHHs. ABToOp
BUSIBJIIE [BA B3aEMOMOB'sI3aHNX acneKTU B AOCSArHEeHHI BUKOHABCLKOT apTuKynsuil. PisHa
byHKLIOHANBHICTb LMX acnekTiB [03BOJIAE MPEeACTAaBUTU MY3UYHY apTUKYNsUilo Yy [BOX
BULax: AK aBTOPCbKy (a60 pefakTOpCbKy) i Ik BUKOHABCbKY. ABTOpCbKa apTUKynsuis —
e nepwoocHoBa, 06'€eKTMBHA | He3MiHHa [aHicTb, 3aKofoBaHa B HOTHOMY TeKCTi
OyMKa, a BMKOHaBCbKa apTUKymsilia — Le noxigHe, cy6'eKTUBHE, HECKIHYEHHO Mi3HaBaHe
i BiATBOptOBaHe BUKOHaBLIEM MUCTELTBO.

MeTa pocnip)keHHA — BMBYeHHS npobrieMu apTUKYNAUil y BUKOHABCHKIN HisSIbHOCTI
cyyacHux asepbanXaHCbKMX MiaHiCTiB.

MeToponoria pocnig)eHHsa. [lpouec [OCHiIAXEHHS apTUKynaAuii 3pidcHiOBaBCA 3a
[OMOMOro0 MeTOfiB aHanidy, CMHTe3y Ta y3arajlbHeHHsi Ha OCHOBi MNPOC/yXOBYBaHHS
BMKOHABCbKMX 3anuciB hopTeniaHHUX TBOPIB, Pi3HWUX 3a CTUNEM i hOopMOlO.

HaykoBa HOBMU3HA AOCNIAKEHHS BU3HAYAETbCS TUM, L0 BriepLle Ha OCHOBI iCTOPUYHOrO
Ta HayKOBO-TEOPETMYHOro aHanidy AaHoi npobneMu hopMyntoeTHCA NOHATTA apTUKYNSALIT AK
06'€KTUBHOI [L@aHOCTi HOTHOMO TEKCTY i Ik Cy6'€eKTMBHOIO Bif TBOPEHHS B NpoLeci iHTepnpeTauil
My3UKK, TOBTO SIK aBTOPCbKOI, pefakTOPCbKOi i sIk BUKOHABCbKOI. Bneple npoBoautbes
aHanorisi MiXk 3Hakamu MyHKTyauii B MOBi 1 3HakaMW My3WYHOT NyHKTYyauil, 34iNCHIOBaHMX
niaHicToM B npoLeci BUKOHaHHS. BBOAATbLCS Taki pO3A4iNnoBi 3HaKK, IK My3UYHi: Kparnka, Tpu
Kpanku, KoMa, BUTyK, MUTaHHS.

BUCHOBKM. Bu3HauyeHO NpoBiAHY posib aBTOPCbKOI (penakTopcbKol) i BUKOHABCHKOT
apTUKynsauil B npoueci iHTepnpeTauil My3uky, a TakoX 3acobiB My3WYHOI NyHKTYyauil, siKi

3HAYHOK MipO BMAMBAOTb i 0OYMOBIOOTE MaNCTEPHICTb B AOCATHEHHI gpamaTypriyHol

uinicHocTi TBOPY. MNigkpecneHo ocobnnBy TBOPYY pPoSib My3uKaHTa-BUMKOHaBLSA B CTBOPEHHI
BMKOHABCbKOT apTUKynsAuil, WO ChnMpaeTbca Ha rMboke Mi3HaHHA aBTOPCbkoi abo
penakTopcbKol apTUKYNALLl, AaHoT B HOTHOMY TekcTi (legato, legatissimo, non legato, staccato,

marcato, tenuto, accent). O6r'pyHTOBaHO BMCHOBOK MpO Te, L0 MaNUCTEPHICTb BUKOHABCLKOI

apTUKynAUiT 3HaX0QUTbCS B NMPSIMIN | MOCNIAOBHIA 3aneXHOCTi Bif BMBYEHHA Ta aHanisy
HOTHOMO TEKCTY — UMM rnmnbLue i WupLle NidHaHHS BUKOHaBLSA, TUM BinbLue BapiaHTIB TBOPYMX
NpoYMTaHb-iHTeprpeTaL,il BiH CTBOPHOE.

KnroyoBi cnoBa: BUKOHaBCbKAa apTUKynsLis; dopTeniaHHO-BMKOHABCbKE MWUCTELTBO;
A. Ckpsbin «[Mpentofii»; azepbangxaHcbKuii niadHicT ®apxan bapanbenni
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MACTEPCTBO UCNOJIHUTENbCKOWU APTUKYNALLMM HA POANE
Haprus Kenrepnu-HapyxacgoBa

JIOKTOPaHT, pernogaBaTtesib Kageapbl popTenunaHo, npenogaBartesib kKagenpbl
creyunanbHou negarornyeckori nogrotosku; ORCID: 0000-0003-0525-3237; e-mail: nargiz_kengerli@mail.ru
BakuHckasi My3bikasnbHasl akagemusi uMenu Yseupa lagxuberinu, baky, AsepbaiigxaH

AHHOTayunsa

Ha ocHoBe npoBefeHHOrO HAy4yHOro WccriefoBaHus, MOCBsILEHHOro npobneme
apTuKynsumMn B bopTennaHHO-UCMNONHUTENIbCKOM WUCKYCCTBE, 0006LLEHO €€ OCHOBHble
NnoNioxeHusi. ABTOp BbIfIBISET [Ba B3auMMOCBSI3aHHbIX acnekTa B  JOOCTUXEHUU
UCMONHUTENbCKOW apTUKynsauun. PasnuyHas oyHKUMOHANBbHOCTL 3TUX acNeKToB NO3BONAET
npeacTaBUTb My3blKaJibHYH apTUKYNALMIO B ABYX BUAAX: KaK aBTOPCKYHO (MM pelakTOPCKYHO)
M KakK WCMOSIHUTENbCKYID. ABTOpCKasi apTUKYNsUWst — 3TO MEpPBOOCHOBA, OObEKTUBHAas
M HeuM3MeHHasl [aHHOCTb, 3aKOoOUPOBaHHas KOMMO3UTOPOM B HOTHOM TEKCTE MbICHb,

a uUcnonHuTenbCkaa apTukyndauma — 3TO NPOU3BOLHOE, CY6'beKTI/IBHOG, 6eCKOHEYHO
no3HaBaemMoe U BOCCO3naBaeMoe UCNOJTHUTENEM NCKYCCTBO.
Llenb wuccnepoBaHus - n3ydyeHue I'IpO6J'IeMbI apTukynaumm B MCMOJTHUTENIbCKOM

LesTeNIbHOCTM COBPEMEHHbIX asepbanfXaHCKMX MMaHUCTOB.

MeToponorus uccnepoBaHus. pouecc MCCNefoBaHUS apTUKYNSLUM OCYLLEeCTBISNCS
C MOMOLLbID MeTOLOB aHanu3a, CUHTe3a, U 0006LeHMs Ha OCHOBe MpOC/yLIMBaHUS
UCMONHUTENBCKUX 3anncen hopTenmaHHbIX NPOM3BELEHUI Pa3SIMYHbIX MO CTUNIO U hopMe.

HayyHass HOBM3Ha MccnepoBaHUA oOrnpefenseTcsa TeM, 4YTO BrepBble Ha OCHOBe
MCTOPMYECKOTrO U Hay4yHO-TEOpPEeTMYecKOro aHanusa faHHoW npobnembl chopMynupyeTcs
NOHATUE apTUKYNALMU KaK OOBEKTUBHOW AAHHOCTU HOTHOFO TeKCTa M Kak CyObeKTUBHOro
BOCCO3[,aHuA B NpoLecce MHTepnpeTauum My3blky, TO eCTb Kak aBTOPCKON, pefakTOpCKOn
M KaK WCMOJIHUTENIbCKON. BriepBble MPOBOAMTCA aHanorus Mexmnay 3HakaMu MnpenvHaHus
B peYyu M 3HaKaMu My3blKaslbHOrO MpenuHaHus, ocyLLecTBNsieMble MMAHUCTOM B npoLlecce
UCMonHeHus. BBoAsATCS Takme 3HaKM NpenvHaHusi, Kak My3blKaslbHble: TOYKa, MHOFOTOuMeE,
3ansiTas, BOCKMLaHWe, BONpocC.

Bbieogbl. OnpepaesnieHo BeayLLyto posib aBTOPCKON (pPefaKTOPCKOM) U UCTOSTHUTENLCKOM
apTUKYNsLMM B MpoLecce WHTepnpeTauunm My3blkM, a TakXe CpPeAcTB My3blKasbHOro
npenuHaHus, KOTopble B 3HAYMTENbHOW CTEneHn BAUSOT U 0OycnoBAMBaOT MacTepcTBO
B [OCTMXEHUM [pamMaTypruyeckor LEenoCTHOCTM npousBeneHus. MoayepkHyTo ocobyro
TBOPYECKYHO POSib MYy3blKaHTa-UCMOJIHUTENS B CO3[4aHUU UCMONIHUTENIbCKON apTUKYNaLuuu,
onupatowenca Ha rnybokoe MO3HaHWE aBTOPCKOW WAWM pPefakTOPCKOM apTUKynauuu,
naHHou B HoTHOM TekcTe (legato, legatissimo, non legato, staccato, marcato, tenuto, accent).
O60oCHOBaHO BbIBOA, O TOM, YTO MacTepCTBO WCMOJSIHUTENbCKON apTUKYNALUM HaxoouTcs
B NPSIMOM U NoCcnefoBaTeNIbHON 3aBUCUMOCTU OT U3YYEHUSI U aHaIM3a HOTHOIO TEKCTa — YeMm
rnybxe u WKMpe NO3HaHWUA UCMONHUTENS, TeM BGoNblle BapMaHTOB TBOPYECKMX MPOYTEHUN-
MHTeprpeTaLmm oOH co3faer.

KnioyeBbie cnoBa: WCMONMHWUTENbCKAa apTUKynsauMs; dopTennaHHO-UCNONHUTENbCKOE
nckycctBo; A. CkpsibuH «[Mpentoann»; asepbangxaHckuii nnaHucT ®apxag baganbeinnm
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