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The Performance Gesture
as a Theatrical Reflection
of New Contexts of Genre
and Style in Contemporary
Piano Music*

The article deals with the expressive role
of gestures in the art of piano performance
in relation to both classical and contemporary
music. According to theoretical analysis,
it is demonstrated that the issue of the
performance gesture in contemporary music,
in connection with the theatricalization of
performance, as well as due to the fact that
performance in many cases acquires the
features of visual play-acting, stands out from
the overall issue of artistry.

The general provisions of the artistic gesture
in contemporary piano music are
complemented by multiple positions related
to the art of playing the clusters, strings,
pedals, using sound gestures, as well as
theatricalization of the performed musical
material.

The article provides a detailed description
of the categories of gestures adopted in the
practice of modern music. They are: gestures
related to performance of clusters; interspersed
with verbal sounds in the process of playing

HCIOJTHUTE/IbCKUH >KeCT KakK
TeaTpajJIu30BaHHOE OTpakeHue
HOBBIX >)KaHPOBO-CTUJIEBBIX
KOHTEKCTOB B COBpeMEeHHOU
doprennmaHHOM My3BIKe™™

B cTaThe paccMaTpHUBaeTCsI BEIPA3UTeIbHAsI
POJIb YKECTOB B UCKYCCTBE GpOPTEITHaHHOTO
HCIIOJTHUTEILCTBA B OTHOIIIEHUH KaK
KJIaCCUYeCKOH, TaK ¥ COBPeMEeHHOM MY3bIKH.
Ha oCHOBaHHUU TEOPETHYECKOTO aHaIK3a
II0Ka3aHo, YTO IPo6IeMa UCIIOTHUTETHCKOTO
>KecTa B CBSI3H C TeaTpau3alnueit
HCITOJTHEHUS], IPUOOpETeHHEM UM YepT
repdopmaHca, BbIIeIHIACH U3 06ITeH
IIpo6IeMBI apTUCTH3Ma. OBIITHe TI0JI0KeHUS
HCKYCCTBa >KecTa B COBpeMEHHOU
dopTenmmaHHOM My3bIKe TOTIOTHSIOTCS
eIIlé MHO>KECTBOM ITO3UITUMN, CBI3aHHBIX C
HCKYCCTBOM U3BJIEUEHUS KIACTePOB, UTPOH
Ha CTPYHaX, ITeJ]ajIsIX, CO 3BYKOBBIMU YKECTaMH,
C TeaTpaIM3aI[leH UCIIOTHIEMOTO.

JlaéTcs Topo6HOe OIMCaHKe KaTeTOpHH
>KeCTOB, IPUHSATHIX B COBpEMEHHOM
MY3bIKaJILHOM IIPaKTHKe: OTHOCSIITHECS
K U3BJIEUEHUIO KJIaCTePOB, CBSI3aHHbIE C
BKpaIUIeHHEM CJIOBECHBIX 3BYKOB B IIPOIIeCC
dopTernmaHHOTO UCIIOTHUTEIbCTBA
(Tak Ha3pIBaeMble BepOaIbHO-3BYKOBEIE
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the piano, the so-called verbal and sound
gestures; related with playing on the strings

by using fingers, sticks or other items; associated
with playing pedals; theatricalized gestures.

In conclusion: the expansion of the
boundaries of musical language, and the
emergence of performances and theatricalized
compositions in performance practice has led
to the expansion of the thesaurus
of performance gestures’ and of its informative
functions. In contemporary music gesture has
become a bearer of meaning and forms one of
the strata providing meaning to composition.

Keywords:

the pianist’s gesticulation; the conductor’s
gesticulation; sound (cluster, voice, percussive
effects in the strings) and non-sound
(theatricalized) gestures; new music;

the art of performance.

7KeCThI), C UTPOM Ha IIelaJIsIX, Ha CTPYHAaX
C IIOMOIIIBIO TTAJIBIIEB, ITaJI0UYeK MJIH JPYIUX
IIpeIMEeTOB, a TAK)Ke TeaTpaIl30BaHHbIE
7KeCTHI.

JleslaeTcs BBIBOJ, O TOM, UTO pacCIlIUpeHHe
IPaHUI] MY3bIKAJIBLHOIO I3bIKA, II0SIBJIeHHUE
B IIPaKTHKe HUCIIOJIHeHUd ITIeppOpPMaHCOB,
TeaTpaJINu30BaHHBIX IIPOU3BEIeHUN IIPUBEJIO
K paclIupeHUI0 Te3aypyca UCIIOJTHUTEIbCKUX
7KeCTOB U ero Co/iepKaTeJIbHbIX QYHKITUHN.
B coBpeMeHHOU My3BIKe JKeCT CTAHOBUTCS
HOCHTeJIEM CMBICJIa U COCTAaBJILeT OUH U3
CMBICJIO00PA3YIOITHUX CJI0EB IIPOU3BE/eHIS.

KiroueBrble ciioBa:

IMHaHUCTHUYECKUU KeCT, JUPHKEPCKUU KeCT,
3BYKOBBIe (KJIacTep, ToJIoC, yaapHble 3G PpeKThI
Ha CTpyHax) U He 3BYKOBEIe (TeaTpabHbIE)
7KeCThl; HOBas MYy3bIKa; UCIIOJTHUTEIILCKOE
HCKYCCBO.
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he subject of performance gesture
I in piano performance has not been
sufficiently studied. In the practice and
pedagogy of piano performance the problem
of performance gesture remains concealed in
the overall issue of artistry. At the same time,
we must acknowledge that in contemporary
music the issue of performance gesture
disaffiliates from the overall category, in
connection with endowing performance
with theatrical elements, and requires
special study.

Usually, the power of the pianist’s impact
on the audience is ascribed to the presence
of certain special “forces”, certain traits of
the psyche the possession of which is not
granted to every single musician. There exists
the widespread conviction that the pianist
creates an impact on the audience by the
force of infusion, a “magnetic force”, certain
fluids, etc. While not refuting the possibility
of the performer’s psychic influence on the
audience, it must be acknowledged that

there also exists the additional art of gesture,
poses, mimicry, willful message, etc. without
which it is not possible to perform in public.

It must be said that pianists are in a
privileged position in comparison with all
the other instruments. The piano essentially
imitates the orchestra.

Performance on the piano requires the
mastery of an extensive circle of patterns
of motion which are generalized under
the general appellation of technique. One
of the most important preconditions of
acquisition and development of technique
is a free possession of one’s body. Heinrich
Neuhaus said: “in piano playing there exist
the same elements as in any game, and that
a good ping-pong or tennis player may teach
a pianist a thing or two by his dexterity” [9,
p. 148].

Nonetheless, the majority of piano
methodologies do not pay a sufficient
amount of attention to the art of gesture,
with the exception of the winged words of
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the great virtuosi, for example, the utterance
of Franz Liszt: “The hands must hover over
the keyboard more than crawl on it” [9,
p- 148]. It is considered that the gesture is
the expression of the inner content of the
music, and that it would manifest itself in
full measure on the condition of the freedom
of the pianist’s full control over his body and
freedom of expression. In all likelihood, to
a certain degree this is how it is, but it is
hard to imagine that the performer would
not think about gestures and would not
especially prepare them during his practice.

The art of gesture plays a very important
role in piano performance. The principal
rule for gesture is that the entire body, as
well as the hands must be free, the pianist
must make use of the natural heaviness of his
or her hand to achieve the necessary tactile
contact upon the requisite to use the weight of
the entire body. The movements of the body,
legs and hands may be of the most diverse
kind — and must arise in the gradation
from almost an immobile pose to an almost
extreme exaltation — the main thing is that
everything would be artistically justified
and the motions would arise from out of the
content of the performed music. However,
all of this still turns out to be insufficient in
performance of contemporary music.

The general conditions of the art of
gesture in contemporary music are also
supplemented by a multitude of positions
connected with the art of performance
of clusters, playing on the strings, pedals,
sound gestures and theatricalization of the
performed music [1, 2, 3,4, 5,6,11, 12,13, 14].

Gertrud Meyer-Dankmann’s book
[14] examines a number of gestures
used in contemporary music. Gestures
in contemporary music are structured
landmarks.

Thus, Gertrud Meyer-Dankmann begins her
study of gestures accepted in contemporary
piano music with performance of clusters.
She distinguishes six types of clusters.

I. The fixed cluster:

— clusters of diverse breadth and
intervallic structure

—the finger cluster of major and minor
seconds: J<

—the cluster with the palm of the hand:
performed on the hand on white or black
keys or simultaneously on white and black
keys:

iIrE

— the faustcluster (a cluster with a fist):
—the elbow cluster — performed by the
entire arm from the tips of the fingers to the

ot

The cluster may be either short or long
in duration of sound in gradations from
pianissimo to fortissimo.

II. The reduced (abridged) cluster:

1. a) the cluster is pressed by the entire
hand — all the tones are pressed from the
highest to the lowest, and gradually the notes
are gradually released from the highest note
to the lowest, or vice versa;

b) the clusters are pressed with two hands
from the middle to the top, or from the
highest note to the middle, or, on the other
hand, the gradual pressure of the keys with
two hands grows into a cluster:

s ™4

2. The cluster-glissando. The cluster shifts
along the keyboard as the result of the
gliding motion of the hands, one of which
glides along the white keys, and the other —
along the black keys:

-

III. Superposition of a large quantity of
short clusters.

Several small clusters are assembled into
one large one, moreover, they are sustained
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by pedals, and the difference in the sound
must be evened out between the deep
and the high clusters, possibly, through a
hierarchy and/or various loudness:

b—
D»_,__J
il

IV. Filtration from the cluster:

From the strike of a large cluster, the
pianist must make it possible for only
certain small sections to continue sounding,
for example, the finger cluster — certain
particular intervals, a separate sound, or

even a chord:
Y e
E"
= L

V. The harmonic-cluster:

The hand presses on the cluster (or
interval, a separate sound) mainly in the
low position SILENTLY, while the other hand
presses a separate sound, chord, etc. swiftly
for a short duration.

The same strike may be on the upper
part of the keyboard, only the silent cluster
shortens, and only several sounds remain in
its reverberation:

=

VI. The unfolded cluster.

A strike with clasped hands or elbow, and
in such a position to unfold the motion in
different sides:

Endowing Cluster Forms
with Musical Features

The following graphical examples
emphasize the motion of the strike or
thrust. Beating with slaps of arms, fists,
the sharp of the hand or elbow. All of this
is not hooliganism, but differentiation
of endowing cluster forms with musical
features (Example 1).

Example 1
Gertrud Meyer-Dankmann:
“Vorsicht! Hacker und Schliger!”

VORSICHT! HACKER UND SCHLAGER!
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.PARDON ME - GET AWAY FROM MY PIANO!I"

Sound gestures. Frequently composers
insert sonar phrases or separate exclama-
tions into the musical texture. Undoubtedly,
these impregnations of conversation must
be relegated to the category of gestures,
particularly sound gestures. Their perfor-
mance demands from the pianist almost an
actor’s artistry, in such a way it is necessary
to control the voice and endow it with one
or another intonation, force, capaciousness,
etc. (Example 2).

The following form of gestures used by
contemporary music is playing on the strings
with the help of fingers, mallets or other
objects. They may be indicated, following
Gertrud Meyer-Dankmann, as gestures of
tactile contact. Such gestures are used upon
playing on the strings of a grand piano. In
this sense several positions are used:

—playing on the strings upon a pressed right
pedal, when with the edges of his fingers the
pianist reaches the strings, deriving gentle,
rustling sounds;
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Example 2
Karmella Tsepkolenko “Strashilka”
[“Spook Story”] from the cycle “Tonokol’ory”:
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—playing on the strings with the use of the
echo effect. The right pedal is pressed several
times sharply — the sound of the overtones
remains from the touch of the dampers. Then
with the pressed right pedal it is possible to
knock on the body of the piano or throw
objects on the strings, etc.;

—playing on the strings with the use of
mallets, threads, plucked nails, etc. On the
Tenth International Contemporary Music
Festival “Two Days and Two Nights of New
Music” (Odessa, April, 2006), Kiev composer
Maksim Shorenkov demonstrated a very
original composition called “Skvoz' sfery”
[“Through the Spheres”] for piano and
threads, in which he made use of threads
of various lengths interspersed through
the strings of the piano. Several threads
were freely dangling, having been tied
from one side to strings of an open grand
piano, and from the other side to a string
stretched over the stage. By pulling the
strings, Maksim brought to light wondrously
beautiful sounds, and periodically pressed
his hands over the piano keys. The musician
performed in the dark, illuminating himself
and the construction made from a classical

instrument and adjutant materials by means
of luminescent lamps radiating a thickly
blue light (Photo 1);

Photo 1. Maksim Shorenkov.
Composition “Skvoz' sfery” [“Through the
Spheres”] for piano and threads

—playing on the pedals. Traditionally
the three pedals of the piano are used as
auxiliary means of color: the right hand
lifts up the dampers and lets the string
overtones sound, while the left pedal shifts
the keyboard, so that the hammer strikes
only one string, the middle pedal leaves
only one sound to continue. But there do
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Example 3
Karmella Tsepkolenko “Vecherniy pasyans”
[“Evening Solitaire”]:
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occur examples when the pedals are used as
specific percussive complexes: strikes by the
right pedal create a din of the entire string
section of the piano; moreover, the strikes
on the pedals themselves create a specific
effect resembling percussion instruments
(Example 3).

— theatricalized gestures. These must
include gestures used by the performer
preparing a particular performance. At
first, the term performance, which denote
a form of contemporary art in which the
composition is comprised by actions of an
artist or a group in a particular venue and
time pertained only to the visual arts.

A performance may include any situation
which includes four basic elements: time,
place, the artist’s body and the attitude
of the artist and the audience members.
Subsequently, such traditional forms of
artistic activity, such as theater, dance,
music, circus performances, etc., began to
be labelled as performance. However, in
the context of contemporary art the term
“performance” usually pertains to various
forms of avant-garde or conceptual art, the
heir to the tradition of the visual arts.

In music the word “performance”
was first used in application to a musical
composition by composer John Cage in 1952,
when he performed his 4'33" (4 minutes and

33 seconds of silence) on stage. The poster
and program of the concert bore the word
“performance” on it.

In summary, it may be asserted that
contemporary music broadly expanded the
boundaries of performance gesture, forcing
the performer to play literally with all the
parts of the body. Performance gesture
became a reflection of the new contexts
incorporated into contemporary music.
Strikes, shouts, harsh sounds, deafening
noise, swift changes of feelings — all of these
are expressions of living contexts contained
in contemporary musical compositions.

According to composer Alexei Shmurak,
in contemporary music the integration
with the natural sound environment is
expressed much less than, for instance, in
classical music [13]. Rather contemporary
music forms its own sound environment,
ciphered by the contexts of contemporaneity,
and withdraws into imaginary art, into
pure art. The reverse process — that of
the return to the context of the real world
(Reich’s “Clapping music,” Lachenmann’s
incorporation of radio sounds, noises, etc.)
does not as much bring music closer to
reality, as it endows the reality reflected in
music with fantastic attributes, similarly to
the “rational ocean”, described by Stanislav
Lemm in “Solaris”, which evoked images of
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reality, relying on reason, the noosphere, and
the contexts surrounding the human being.
These images, with all their impressions of
being objective reality, were also projections
of the mind.

It may be considered a firmly established
fact that contemporary music avoids
established genre-related and stylistic
constants and departs from stable elements
of compositional form to the direction of
mobile and mutable genres and forms.
The contemporary composer of the new
musical trends creates with each new
musical composition a new genre, as well as
a new form and a new style. Such diversity
of genre and style brought to life a new
musical language which appeals not only to
traditional means of extraction of sound, but
also to other musical effects. In the scores of
virtually every contemporary composer it is
possible to find a list of symbolic indications
of performance instructions which the score
abounds in.

These symbolic indications of performance
instructions, basing themselves on the
general principles of newspeak (use of sound
clusters, non-traditional uses of the musical
instruments — playing on the other side of the
bridge on string instruments, on mouthpieces
on wind instruments, etc.) display no less
diversity in their particularities.

It may be said that, when writing a new
musical work, the composer supplements
the existent musical language. Thereby, the
language of music transforms itself from
an unfaltering, stable sphere into a stably
altering sphere, fluctuating in dependence
of various artistic contexts of the musical
composition.

In its turn, the extension of the boundaries
of the language of music, the desire to acquire
new, unexpected meanings and effects
leads to an expansion of the thesaurus of
performance gestures. The gesture becomes
not only the expression of the content, but a
symbol of new content. From hence arises the
deliberateness and theatricalization of the
performance gesture. In some compositions
the gesture becomes the bearer of meaning,

and the absence of performance gesture
removes one of the sense-making strata of
the musical composition, which leads to
a loss of the compositions content-based
structure.

Nothing of the sort exists in traditional,
classical music. In the latter the performance
gesture brings in the colorfulness of
perception, but does not bear any sense-
making significance. As such, herein lies
the main distinction of the performance
gesture in contemporary and classical music.
Having taken on the sense-making role, the
performance gesture has acquired traits of
theatricality, prominence, signification.

The contemporary composer forms a
particular gestural scenario for each concrete
composition. The performance gesture is
elaborated and rehearsed the same way the
musical text of a composition is. In this regard
the contemporary performer becomes akin
to a conductor, who also works on a system
of gestures in each concrete composition.

It must be remembered, as has been
indicated above, in classical music the
performance gesture forms the prerogative
of impulsive, subconscious emotional
energy, and the performer does not prepare
a musical score of his or her gestures; these
may change depending on his or her mood,
and almost always are the manifestation of
his or her artistry, and not of an especially
thought-out program.

When speaking of performance gesture,
we must also consider the fact that
contemporary music has obtained another
dimension, which previously had been
inaccessible for classical music, — namely,
the internet. Music becomes disseminated
through social media, and often the listener
may come into contact with the music
one on one, without attending concerts.
Thereby, frequently the perception of
contemporary music becomes bereft of
that collective intelligence which elevates
each concrete listener in a “concert”, which
develops the sense of taste and inculcates
aesthetic ideals, but, on the other hand, the
inquisitive listener may play back numerous
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times the musical composition of his or her this sense performance gesture, being an
liking (either in entirety or in part) and, inherent part of the performance, becomes
ultimately, shape the working stereotypes the means for attraction, a peculiar “appeal”
of perception of contemporary art. In for the listener.

~)}—" REFERENCES ~ ~A—

1. Gontsov Yu. Nekotorye osobennosti notatsii v muzyke XX stoletiya [Some Peculiarities
of Notation in 20th Century Music]. Rostov-on-Don: Foliant, 2005. 164 p.

2. Dubinets E.A. Znaki zvukov: O sovremennoy muzykal'noy notatsii [The Signs of the Sounds:
About Contemporary Musical Notation]. Kiev: GAMAYUN, 1999. 309 p.

3. Kogoutek Ts. Tekhnika kompozitsii v muzyke XX veka [Kohoutek C. Compositional
Technique in 20th Century Music]. Moscow: Muzyka, 1976. 367 p.

4. Mazikov A.A. Fortepiannoe ispolnitel'skoe iskusstvo v kul'trnom prostranstve
postmodernizma: dis. ... kand. iskusstvovedeniya [The Art of Piano Performance in the Cultural
Space of Postmodernism. Dissertation for the Degree of Candidate of Arts]. St. Petersbhurg, 2008.
151 p.

5. Minayev E.A. Muzykal'no-informatsionnoe pole v evolyutsionnykh protsessakh iskusstva:
avtoref. dis. ... d-ra iskusstvovedeniya [The Musical-Informational Field in the Evolutionary
Processes of Art. Thesis of Dissertation for the Degree of Doctor of Arts]. Moscow, 2000. 52 p.

6. Muzhchil V.S. Osobennosti ispolneniya sovremennoy fortepiannoy muzyKki i ee graficheskie
simvoly [Peculiarities of Performance of Contemporary Piano Music and its Graphic Symbols].
Muzychna osvita v Ukrainy: teoriya i praktyka: zbirka statey. Naukovyy visnyk Nats. muz. akademii
im. P1. Tchaikovskogo [Musical Education in Ukraine: Theory and Practice: Collection of Articles.
Scholarly Bulletin of the P.I. Tchaikovsky National Musical Academy]. 2003. Issue 29, pp. 219-243.

7. Musin LA. Yazyk dirizherskogo zhesta [The Language of the Conductor’s Gesture]. Moscow:
Muzyka, 2006. 52 p.

8. Musin LA. Tekhnika dirizhirovaniya [The Technique of Conducting]. Leningrad: Muzyka,
1967. 352 p.

9. Neigauz G.G. Ob iskusstve fortepiannoy igry: Zapiski pedagoga [Neuhaus H.G. About the Art
of Piano Playing: Notes of a Pedagogue]. 4th Edition. Moscow: Muzyka, 1982. 300 p.

10. Rabinovich A. Portrety pianistov [Portraits of Pianists]. Moscow: Sovetskiy kompozitor,
1962. 267 p.

11. Syrov V.N. Zhizn' muzykal'nogo shedevra v izmenyayushchemsya mire. Dialog
ili potreblenie [The Life of the Musical Masterpiece in the Changing World. Dialogue or
Consumership]. Iskusstvo XX veka. Dialog epokh i pokoleniy [20th Century Art. Dialogue of Epochs
and Generations]. T. 2. Nizhny Novgorod: Glinka Nizhny Novgorod State Conservatory, 1999,
pp. 205-221.

12. Tarasti E. Muzyka kak znak i kak protsess [Music as a Sign and as a Process]. Homo
musicus. Almanakh muzykal'noy psikhologii [Almanac of Musical Psychology]. Moscow, 1999,
pp- 61-78.

13. Shmurak A. Sreda sushchestvovaniya sovremennoy kompozitorskoy muzyki [The Milieu of
the Existence of Contemporary Composers’ Music].

URL: http://classicalforum.ru/index.php?topic=6454.0 (accessed February 17, 2019).

14. Meyer-Dankmann G. Korper-Gesten Klange: Improvization, Interpretation und Komposition
Neuer Musik am Klavier [Body Gesture Sounds: Improvisation, Interpretation, and Composition of
New Music for Piano]. Saarbriicken: Pfau, 1998. 167 s.

About the author:

Oleksandr O. Perepelytsia, Ph.D. (Arts), Faculty Member at the Department of Opera
Training, Odessa National A.V. Nezhdanova Music Academy (65023, Odessa, Ukrain),
ORCID: 0000-0001-5206-205X, o.perepl@gmail.com

123



The Art of Music ;§ 2019, Ne 1

~)—" JIUTEPATYPA ~ ~A—

1. Tonnos 0. HekoTophle 0CO60€HHOCTH HOTAIIUU B My3bIKe XX CToJIeTHs. POCTOB-Ha-/0HY:
«PosmaHT», 2005. 164 c.

2. [yb6unerr E.A. 3HaKH 3BYKOB: O COBpeMeHHOU My3bIKaJIbHOU HoTaiuu. Kues: TAMAIOH,
1999. 309 c.

3. Koroytek 1. TexHMKa KOMIIO3UIIMU B My3bIKe XX Beka. M.: Myssika, 1976. 367 c.

4. MasukoB A.A. PopTenmaHHOe UCIIOJTHUTEIHCKOE UCKYCCTBO B KYJIBTYPHOM IIPOCTPAaHCTBE
IIOCTMO/IepHHU3Ma: THCC. ... KaH]I. UCKycCTBOoBeAeHU. CII6., 2008. 151 c.

5. MuHaesB E.A. My3bIKaJIbHO-UHOOPMAIMOHHOE I10JIe B 9BOJIIOIIMOHHBIX IIpPoIleccax
HUCKYCCTBa: aBTOped. IUC. ... I-pa UCKyCcCTBOBeAeHU. M.: 2000. 52 c.

6. Myxuwib B.C. OcO6eHHOCTH UCIIOJIHEHUSI COBPEMEHHOM QopTeTMaHHOU My3bIKH 1
eé rpadpryecKyre CUMBOJIBI // My3rdHa ocBiTa B YKpaiHi: Teopis i mpakTHKa : 30ipka craTei /
HayxoBuii BicHUK HartioHasibHOI My3sU4HoOI akazemii im. I1.I. YatikoBcepKoro. K.: HarjioHasibHa
My3HU4Ha akajgeMida im. I1.I. YalikoBcbKOTO, 2003. Butr. 29. C. 219-243.

7.  MycuH U.A. I3BIK JUPHKEPCKOTO KecTa. M.: Mysbika, 2006. 52 c.

8. MycuH N.A. TexHuKa fuprokupoBaHud. JI.: Myseika, 1967. 352 c.

9. Herays I.I. O6 nckyccTBe pOpTeIIMaHHON UTPHL. 3alIMCKH Hefarora. 13z, 4. M.: My3bIKa,
1982. 300 c.

10. PabuHOBUY A. IlopTpeThl THAHUCTOB. M.: COBETCKHU KOMITO3UTOP, 1962. 267 c.

11. CeipoB B.H. ’)KusHE My3BIKaJILHOTO IllefleBpa B U3MEHSI0IIeMcsI Mupe. /[1uajior uiu
norpebsieHMe // ckyceTBO XX BeKa. /luasor snox U nokoseHud. T. 2. H. HoBropog;
Hrmxeropojckas roc. KoHcepBaTopud um. M.U. I'lmuaky, 1999. C. 205-221.

12. TapacTtu 3. My3bIKa KaK 3HaK U Kak mporiecc // Homo musicus: AjibMaHaX My3bIKaJIbHOU
rcuxoJsioruu. M., 1999. C. 61-78.

13. IImypax A. Cpefa cyllleCTBOBaHUS COBPeMeHHOM KOMIIO3UTOPCKOU MY3BIKH.

URL: http://classicalforum.ru/index.php?topic=6454.0 ([laTa o6pareHus 17.02.2019).

14. Meyer-Dankmann G. Korper-Gesten Klange: Improvization, Interpretation und
Komposition Neuer Musik am Klavier [Body Gesture Sounds: Improvisation, Interpretation and
Composition of New Music for Piano]. Saarbriicken: Pfau, 1998. 167 p.

06 asmope:

Ilepeneauna AjleKcaHAP AJIeKCaHAPOBUY, KaHIU/IAT UCKYCCTBOBEeHUS,
periolaBaTesb Kadpeaphl OIIEPHOM IIOATOTOBKH, O/leccKasi HallOHaJIbHas
My3bIKaJIbHas akageMus uM. A.B. HexxmarnoBou (65023, r. Ofecca, VKpauHa),
ORCID: 0000-0001-5206-205X, o.perepl@gmail.com

e e

124



