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AHOTAIIA
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Kgsamidikaiiitna HaykoBa mparis Ha IpaBax PyKOIUCY.
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«My3u4yHe MUCTENTBO». — XapKIBCbKUN HalllOHAJILHUM YHIBEPCUTET MUCTEITB IMEHI
I. TI. KoTnspeBcbkoro, Xapkis, 2022.

[Tounnatoun 3 1978 poky, xkonu Muxaiino [lneTHbOB BUTpaB KOHKYpC iMEH1
[1. YalikoBCHKOTO, My3WYHA KpPUTHUKA TMOCTIMHO CTEXUTh 3a TBOPYICTIO MHUTL.
BukonaBcekuit ctunp M. [lneTHhOBa 3auapoBye MOJIOJUX MY3UKaHTIB, a MOro
IHTEpIpeTaniiHi Bepcii TBOPIB KOMIIO3UTOPIB PI3HUX €MOX BU3HAIOTH €TAJIOHHUMHU,
TaKUMH, 110 3MIHIOIOTh CYCHIJIbHE CIPUNHATTS JAaBHO 3HalOMOi My3uku. TBOpUICTh
bOI0 BUJATHOTO MY3UKaHTa 3 PaMOK «OCOOMCTICHOIO B MHCTEITBI» BHUHIILIA HA
pIBEHb Yy3arajlbHEHHS KYJbTYPHOTO JOCBIJly €MOXH: B HIH JUBOBMKHUM YHUHOM
CIUIENIMCA Kpallll JOCATHEHHS MHUHYJIOIO 1 OCTaHHI BisiHHS cborojaeHHs. [Ipote
OJIMCKYYUH MiaHI3M — LI€ JIUILIE OJ{HA CKJIaJI0BAa TBOPYOTO CAMOBUPAKEHHS MUTLISL, SIKHIA
aKTHBHO 3aiiMa€ThCsl JUPUTCHTCHKOIO Ta KOMIIO3UTOPCHKOO JTISTIbHICTIO IO CBIYHUTH
npo yHiBepcanizM ocoducrocti M. IlneTHpoBa.

3ragyroun  mia”IicTiB  MuHynux emnox — @, Jlicra, A. PyGinmTeiina,
I'. don bronoBa — 3Hax0IMMO TOHKI 3B’ S3KH, 1110 1 10C1 )KUBIIATH POMAaHTUYHY CYyTHICTh
My3UYHOTO MHMCTENTBA: BHUXIJ 32 paMKH BY3bKOI creuianizamii (ImoeIHaHHS
M1aHICTUYHOI, JUPUTEHTCHKOI Ta KOMIO3UTOPCHKOI MisUIBHOCTI), 1THTEPEC A0 KaHPY
TPaHCKPUIILIi, pernepTyapHi BHNOJOOAHHS, OOpaHHS MEBHOIO apTUCTUYHOIO aMILTya.
Pazom 3 mwmm, TBOpuicTh M. IIneTHROBA € KBIHTECEHIIEIO HOBITHIX TEHJICHIIIN
MY3UYHOI'O MHUCTELTBA, 3 HOT0O MiAKPECICHOI MPOCTOTOIO BUCIOBJICHHS, EMOLIHHOIO
«BIJICTOPOHEHICTIO» BiJ cllyXada, MPAarHeHHSIM MaKCHMaJIbHO TOYHOTO BiJITBOPEHHS
aBTOPCHKOTO HOTHOTO TEKCTy. Yce 1me pa3om pobuth mnocrate M. [lnerHpoBa

3HAKOBOK. BUX0/144M 3 BUILE3a3HAYEHOT O, AKMYAIbHICHb MeMU 3yMOBIICHA:



— 3HaueHHAM TBOpUYocTi M. [IneTHhOBa-miaHiCTa Yy PO3BUTKY MY3UYHOTO
MUCTENTBa OCTaHHBOI TPeTUHU XX — moyaTky XXI CTOMITh;

— BIJICYTHICTIO JIOCIHIJK€Hb, $KI O PO3KPWIM CTUJIb MY3UYHOI TBOPYOCTI
M. IlnetHpoBa K XYAOXKHIO MUIICHICTb, 3 YpaxXyBaHHSIM WMOro JUPHUTEHTCHKOL
JUISUTBHOCTI,

— HEOOX1THICTIO OCATHEHHSI KOMIIO3UTOPCHKOTO JOPOOKY MUTIIS.

O0’eKkT AOCTIIKEHHS — MY3UYHE MHUCTEUTBO OCTaHHBOI TpeTMHU XX —XXI
CTOJITTS,

IIpeamer mociiiazKeHHs1 — CTUIIb MY3U4HOI TBOpUocTi M. [lneTHboBa.

Meta gocaigaxeHHss — OOTpyHTYBATH CTHJIb My3U4HO1 TBopYocTi M. IlneTHpoBa
K (PEHOMEHY MY3HMYHOI'O0 MUCTELTBA OCTaHHBOI TpeTUHU XX — XXI cTOMNITS.

VY nucepraitii gnepute:

—  00rpyHTOBaHO TpaHc(hOpMallilo CTHII0 My3U4HOi TBOpUocTi M. IIneTHroBa sk
pe3yJabTaT I1aJIory 0COOMCTOCTI 31 CBITOM;

—  BH3HAYEHO TEpIOM3AIlil0 CTUJIETBOPUOCTI MHUTIL Ta POJb CKIAJOBUX
yHiBepcanizmy M. IleTHbOBa y pO3BUTKY CTHIIIO MY3UYHOI TBOPYOCTI;

—  po3kpuTO crnenu@iKy POMAHTUYHOI TpaAMIli TMiaHI3My B  CHCTEMI
BHKOHABCHLKOro ctuiiro M. [limeTHroBa-1aHicTa;

—  JIOCHIIPKEHO €BOJIIOIII0 JUPUTEHTCHKOI MAaCTEPHOCTI MUTIIS,

—  mpoaHaiizoBaHo gopobok M. [IneTHroBa-KOMITO3UTOPA.

JIoCNIKEHO 1CTOPII0 CTAHOBIJICEHHSI MOHSTTSA «CTUJb MY3UYHOI TBOPYOCTI».
BusieieHo, mo npobdiieMa TBOPYOCTI, IK OKPEMOTO Pi3HOBUY JIFOJICHKOI AiSUIBHOCTI,
0 HaJa€ OCOOMCTOCTI YHIKJIBHHWM JOCBIJ caMmopeanmis3ailii dYepe3 MHCTEITBO,
npUBEpTalia yBary 0araTb0X BUCHUX Maii’Ke Ha BCIX €Tanax po3BUTKY CYCIUIbCTBA: Bij
AHTUYHOCTI 70 choroaeHHs. [Ipu 1bOMy 3arajgbHOIO TEHJEHIIIEI0 MOKHA BU3HATH
MOCTYTNOBY KOHIICHTPAI[I}0 YBaru MUCJIMTEIIB caMe Ha moctati Mutus |, BIATOBITHO,

Ha TUX (hakTOpax, 110 BU3HAYAIOTh GOpMyBaHHA ¥ TpaHcPoOpMalilO 1HIUBITYATbHOL



CHUCTEMH BHpa)KaJIbHUX 3ac00iB (TOro, II0 BHU3HAYAEMO SIK CTHJIb) Ta XYAOKHBO-
€CTETUYHHUX HACTaHOB.

CucremMaTn3oBaHO BIIOMOCTI MPO JOPOOOK YKPATHCBKUX BYEHHUX IIOJ0
BUBUYEHHS  IHAUBIAYaJbHOTO  BUKOHABChKOro crtumio  (pobotu  O. Katpuwy,
B. Mockanenka, O. Cugopenko, T.Cupstcbkoi, [. Cyxienko, K. Tumodeenoi
O. dekere). Y axocti 6a30Boro 06pano BuzHaueHHd B. MockaneHka CTHIII0 My3U4YHOI
TBOPYOCTI, IO OKPECIIOE «CHEeUUPIKy ceimogiouymms i My3UUHO20 MUCTEHHS
meopuoi 0codu, AKa peanizyeEmpcia CUCHEMOI0 MY3UUHO-MOBHUX PeCypCie meopy,
iHmepnpemauii i BUKOHAHHA MY3UYHO20 MEOPY).

3a3HaueHO, MIO0 MPOBIAHOI [isbHICTIO M. [IneTHbOBa € mMiaHI3M 1 came
MPUHAIECKHICTh 10 (QOpTEniaHHOT KYJbTYpPH BIUIMHYJA Ha (OPMYBAaHHS MY3HUHOTO
MUCJICHHS Ta XYIOKHbO-€CTETUYHUX HACTaHOB MUTIA. HacmimyBaHHS pOMaHTHUYHOI
Tpaauilii GopTeniaHHOTO MUCTENTBA 00YMOBUIIO 0a30B1 MapaMeTPH 1H]IMBITyaTIbHOTO
BUKOHABChKOTO cTuUito M. [lneTHpoBa-miaHicTa: KOHIEHTPAII0O HA POMaHTUYHOMY
perniepTyapi, 3BYKOBUH o00pa3 IHCTPYMEHTY, W0 CHOPUNUMAETHCS SIK aHaJoT
CUM(DOHIYHOTO OPKECTPY, JOCTATHHO BUIbHE BIJHOIIECHHS JO aBTOPCHKOTO HOTHOTO
TEeKCTY (BiA KOpEKLli apTUKYJALIAHUX Ta IWHAMIYHUX HIOAHCIB JO CTBOPEHHS
TpPaHCKPUIIIKA). 3a3HauyeHo, 10 HaB4yaHHsA B kiaci f. dmiepa, skuil 3a0X04yBaB
CTYACHTIB O TPAHCKPUOYBaHHS CTajJO MOLITOBXOM JO PO3BUTKY KOMIIO3UTOPCHKHUX
3aioHocTeit M. IlneTHpoBa.

Po3pobneno mepioguzamito TBOopuocTi M. IlneTHroBa, mo 0a3yerbcs Ha
NOPIBHSUIBHOMY aHaii3i (akTiB, sIK1 3aCBIIYYIOTh NIEBHI €Taly PO3BUTKY P13HUX BUIIB
TBOPYOI AISUTbHOCTI MUTLSA ((POPTENIaHHOTO BUKOHABCTBA, IUPUTYBAHHSI, KOMITO3HIIIT).

— 1973-1978 poxu — panniii, yuniecbkuii nepiod, Mexi SKOTO BHU3HAYEHI
nepemoraMu Ha KoHkypcax (1973 — ronaupkuii koHkypc y Ilapwmxi, 1978 —

KoHKypc imeH1 I1. YalilkoBCbKOTO) ¥, BiANOBIIHO, 3aBEPUICHHSAM (OPMYBAHHS

CUCTEMHU MY3WYHO-MOBJIEHHEBUX pecypciB M. [lineTHpoBa-mianicTa.



— 1978-1990 poku— eman meopuozo cmaHo61eHHA: YAC AKTUBHOTO
KOHIIEPTYBaHHS y SKOCTI MiaHICTa-codicTa, pobOTa y CTYyIisIX 3BYKO3aIUCy,
PO3LIUPEHHS pernepryapy, y TOMY 4YHUCHI, Yepe3 BUKOHAHHS MaJOBIIOMHUX
onyciB. BaxMBUM Ha0aHHSM IILOTO TIepioAy € nepiuit 1ocBig M. IlneTHpoBa
y IOUpUreHTCHhKINH nismpHOCTI (y 80-my porrl), MO0 y MHOJANbIIOMY 3HAYHO
BIUTMHYJIO HA )KUTTETBOPYICTH MUTIIS.

— 1990-2006 poxu — nepioo axkmuenoi opzanizauiiinoi po6omu — CTBOPEHHS
PHO, «Benukoro ¢ectuBamo PHO», cmiBnpans 3 mNpoBIZHUMH KOMITaHISIMH
3BYKO3aIMMCY, YCIIIIHICTh K01 NIATBEPKYETHCS, Y TOMY YHUCII, IPECTHKHUMU
MDKHAPOJHUMH Haropo1amu.

— 2006-2012 poku — mepioa BiAMOBH Biag (opTeniaHHOr0 BMKOHABCTBA —
3aHYPEHHS B OPTaHI3aTOPChKY, AUPUTEHTCHKY JISJIBHICTh Ta KOMIIO3MIIiO, 110, 3
onHOro OOKy, BHCBITIWIO HexapakrepHi miusi M. IlnerHpoBa-manicTa
napaMeTpu CTUIIO, a 3 1HIIOTO — BIUIMHYJIO Ha KPUCTATI3ALII0 CTHIII0 MY3UYHOL
TBOPYOCTI MUTLIS.

— 2012 pik i 10 HUHI — Mi3HiH mepioa, y SKOMY TIOMIHAHTaMU CTHIII0 MY3HYHOI
TBOpyocTi M. IlneTHROBa MOXHA BU3HAUUTH: 1) BOXKJIMBICTh palliOHAIBHOI
CKJIQJIOBOi; 2) KPOMITKY TONIIYKOBY po0OOTYy 3 TEKCTaMH KOMIIO3UTOPCHKUX
TBOPIB; 3) EMOLIHY CTPUMAaHICTh BUCJIOBIIIOBAHHSA 1, BOJHOYAC, TOTOBHICTH 10
HECIO/IIBAaHUX €KCIIepUMEHTIB. BogHoYac, 30epiratoTh 3HaUC€HHS i T1 TapamMeTpu
CTWIIIO, 10 Oynu XapaktepHuumu it M. [lnmeTHboBa Ha mouaTky Kap’epu: 1)
KOHLIEHTpAL[isl yBard Ha TBOPYOCTI KOMIIO3UTOPIB-POMAHTHUKIB (0CO0JIMBE MicCIe
3aiimaroTh TBOpW II. YailkoBChKOTr0); 2) CBiJIOME€ YHUKAHHS 30BHINIHBOI
e(eKTHOCTI, CKENTHUYHE CTABJICHHS JI0 Cy4aCHOI MY3WKH Ta aBTEHTUYHOI Teuii
MY3UYHOTO MHUCTEIITBA.

JlocnmikeHHsT CTUIII0 MY3W4HOi TBOpuocTi M. [IneTHroBa 103BONMMIIO JINATH
BUCHOBKY, III0 HOro (¢eHoMeH OOyMOBJIEHUN OCOOJHUBOIO SIKICTIO MUCJIEHHS —

yHiBepcanizMoM. O01apoBaHICTh y JEKUIBKOX cdepax My3UYHOTO MHUCTEITBA Ta



HASBHICTH JIIJIEPCHKUX, OpraHi3aliiHuX 3/110HOCTEN HE TUIbKHU CTala MIATPYHTSIM IS
npodeciiiHoi B HHMX peanizamii, aqe W 3Ha4HO 30araTuiia CUCTEMY MY3MYHO-
MOBJICHHEBUX PECYpPCIB MUTIIS.

dopmyBaHHA WOTO SIK MiaHICTa, KU HACTIAYyE MPUHIUIN POMAHTHYHOI Teuli
MY3WYHOTO MUCTEITBA, BUBHAUMIIO CaMOOYTHIM BUKOHABCHKUM CTHIIb 3 OPUTTHAIIBHUM
BIITUYTTSIM IIPOILIECY 3BYKOTBOPEHHS Ta OKPECIUIIO CTHIIbOBI IPIOPUTETH PENEepPTyapHOi
MOJIITUKU MHTIISI, SIKa TPYHTYEThCS HA CHAAIMMHA KOMIIO3UTOPIB-POMAHTHKIB (3
0co0uBOI0 yBarow a0 aopooky P. lllymana ta I1. YaiikoBchkoro). JupureHTcbka i
OpraHi3aTopchbka JAiSUIBHICTH, TIOB’si3aHl 31 cTBOpeHHsM PHO, no3Bomwim
M. I1neTHbOBY PO3KPUTH BIACHI KOMYHIKAaI[iiHI MOTPEOH, SIK1 BIH HE MaB MOKJIMBOCTI
peanizyBaTd 3a JOMOMOTo0 (popTeniaHHOTO BMKOHABCTBA (BHUKJIaJallbKa JiSUTBHICTH
Hikosii He 1ikaBuwia M. [InerHpoBa-mianicta). Kommo3uTopchka TBOPYICTH
M. IlneTHboBa, 3 OAHOTO OOKY, Ja€ HOMY 3MOTY YITKIIlIE BUCIOBUTH BJIAcHE «s1», a 3
IHIIIOTO — YHAOYHIOE TI€BHI €Taru €BOJIONI CTUIII0 MYy3UYHOT TBOPYOCTI MUTIIS. Tak,
ChOTOJIHI, B Hill aKyMyJIbOBaHi BUpaXaJibHI 3acO0H, OmpalilboBaHi y pi3HUX cdepax
TISTTBHOCTI, 10 J103BoJisie M. I1eTHROBY CMIIMBO €KCIIEPUMEHTYBATH HE TUIBKU B
JKaHpax «IpPOBIAHOTO» JiS HHOTO (DOPTEMIAHHOTO MHUCTEITBA, aj€ i CTBOPIOIOYU
cuM(pOHIYHI Ta BOKAJIBbHO-XOPOBI omycu. Benwke 3HayeHHs I ILOTO Mae
JUPUTCHTChKA MIsUIbHICTh MUTIIS, HAsBHICTh BJIACHOTO OPKECTPY, MY3HMKAHTHU SKOTO
94aCcTO CTAIOTHCS MEPIIMMHA BUKOHABIIMH omyciB M. IlneTHpoBa.

3a3Ha4eHO, 110 Y SKOCTI Xy10)KHbOTr0 KepiBHHKa PHO, M. I1neTHROB BiamoBigae
3a perepTyapHy TOJITHKY OPKECTPYy, SKa MOXE CIYryBaTH MapKepOM KOPEKITii
XyJI0)KHbO-€CTETUUHUX HACTAaHOB MHUTIA. 3’sICOBAaHO, M0 SK 1 B ¢opTeniaHHOMY
mucrentBi M. [1neTHROB 3BepTa€THCA O JOCUTH MIUPOKOTO KOJIa KOMIIO3UTOPIB: Bij
enoxu bapoko 10 mnepiroi mojgoBMHU XX CTOJITTA, 3 aKIEHTOM Ha TBOPYOCTI
KOMIIO3UTOPIB-POMAHTHKIB, 30kpema, II. HaiikoBchkoro. He3MiHHUM  Takox
3JIUIITAETHCS CBIIOME YHUKAHHS TBOPUYOCTI Cy4aCHHUX KOMITO3UTOPIB (32 BUHATKOM

BUKOHAHHS BJacCHUX OMyciB). BojHodac, HasSBHICTh OPKECTPY JA03BOJIMIA



M. [IneTHROBY 3BEpHYTHCS JO BOKAJBHOTO MHCTENTBA, 30KPEMa, KOHLEPTHOTO
BukoHaHHS omnep («Eprenii Ownerin» [I1. YaiikoBcekoro, «Kapmen» XK. bize,
«Cewmipamina» JIx. Poccini, «Aneko» ta «®Ppandecka aa Pimini»y C. PaxmaniHoBa,
«TpaBueBa Hiu» Ta «Komriit bescmeptruity M. Pumcekoro-Kopcakosa).

[TokazoBowo asisi ocsirHeHHsT po3yMiHHS M. [IeTHbOBUM 3BYKO300paskalibHUX
MOXJIMBOCTEH CUM(GOHIYHOTO OpKeCTpy € Horo TpaHckpumiiis Tokatu 1 yru d-moll
565 11.C. baxa B sKiif, 3aB/ISIKM BUKOPHCTAHHIO JTyXOBHX iHCTPYMEHTIB Y MPOBEICHHI
teMd, M. [IneTHROB MakcUMadbHO HAOMMKAETHCA J10 0apoKOBOI  MaHEpHu
3BYKOBHUJOOYBaHHS, 3 XapaKTePHUM JUIs HEl BIAUYTTAM OKPECICHOCTI KOKHOI HOTH
(pakTHUHO, MOBJIEHHEBIA IHTOHAILIi) 1 MPOTUCTABICHHAM (AKTYypHUX ILJIACTIB, IIO
IMITY€ aHTHU(OHH Xpamy.

AHani3 KaHPOBO-CTWJILOBOIO HAmOBHEHHS 3MicTy TBOpiB M.IIneTHpoBa-
KOMIIO3UTOpPA CBIIYUTH PO 3HAYYIIICTh BIUIMBY 0230BOr0 BUKOHABCHKOT'O IMITYJIbCY —
POMAHTUYHHUX  TPAIUILH. [IpoaHanizoBaHO  KAHPOBO-CTWJILOBY  MAJITPY
KOMIIO3UTOpChKOi cnaamuuu M. [IneTHboBa, a came: nepexinaaeHHs st GopTerniaHo
my3ukH 3 6anetiB 1. YalikoBebkoro «JIyckynunk» ta « Cruisiua KpacyHs» (y BUKOHAHHI
aBTopa); llIBeimapceky ¢anrasito (Fantasia Helvetica) mist aBox dopremiano 3
opkectpom (y BukoHanHi M. IlnetnpoBa, b. bepe3orcbkoro, PHO mig kepiBHUIITBOM
C. Kpunona); [xa3-ctoity mnsa opkectpy (y BukoHanHi PHO min kepiBHUIITBOM
M. IlnetnboBa); Anaxio 1yis 5 koHTpadacis (rpyna kontpadacis PHO); uukin «duTsyi
nicHi» Ha Bipmii P. Ceda (y Bukonanui Bemkoro qutsigoro xopy PIIPK «I"omoc Pociiy,
nupureHtT M. IlnetHpoBY»); «Manenbki Bapialii Ha TeMy PaxmaHiHOBa» (y BUKOHaHHI1
A. Ilpyrans).

BusiBneno, 1o, posnoyaBlid CBOI KOMIIO3UTOPCHKY TBOPYICTh 3 BUBUYCHHS
OpPKECTPOBHUX OMYCIB IHIIUX KOMITO3UTOPIB 1 MEPEKIIAy TAPTUTYPH 3 0araToBUMIPHOTO
OPKECTpOBOTO 3By4aHHS B MoHoTemMOpoBe Qoprenianne. B M. [InetHroB He
OOMEXKY€EThCSI MY3WKOI 3a ydacTi (oOpTemiaHo, CIIBOPALIOE 3  PI3HUMH

IHCTpYMEHTaNbHUMU cKianaMu. [likaBo, 1m0 came KOMIIO3UTOPChbKAa TBOPUICTh



M. [IneTHpOBa MIAKPECHIIOE 3By4YaHHS HOCTAIbIIYHOI HOTKM Yy MOro TBOPYOCTI,
HAMSCKpaBIIMM TPHUKIaAoM 4Yoro € uukia «/utsui micHi» nHa Bipmn P. Ceda,
BUKOHAHUM Ha 50-piuyHOMY I0BLJIeT KOMIIO3UTOPA.

Kawouosi caoBa: M. [I1eTHbOB, CTHIb MY3WYHOI TBOPYOCTI, TBOPYICTD,

1HJIMB1TyaJlbHU BUKOHABCHKUHN CTUJIb.

SUMMARY

Kovtoniuk V. M. Pletnev’s style of musical creativity. — Qualifying academic
work on the rights of a manuscript.

Dissertation for the degree of Doctor of Philosophy (PhD) on a specialty 025 —
“Musical Art” (02 — Culture and Art). Kharkiv I.P. Kotlyarevsky National University
of Arts, Ministry of Culture and Information Policy of Ukraine, Kharkiv, 2022.

Since 1978, when Mikhail Pletnev won the Tchaikovsky Competition, music
critics have been constantly monitoring the artist's work. M. Pletnev's performing style
fascinates young musicians, and his interpretive versions of works by composers of
different epochs are recognized as reference, such that change the public perception of
long-familiar music. The work of this outstanding musician went beyond "personal in
art" and has reached the level of generalization of cultural experience of the era: it is
amazingly intertwined best achievements of the past and the latest trends of the present.
However, brilliant pianism is only one component of the creative self-expression of the
artist who is actively engaged in conducting and composing, which testifies to the
universalism of M. Pletnev's personality.

Recalling pianists of past eras — F. Liszt, A. Rubinstein, H. von Biilow — we find
subtle connections that still nourish the romantic essence of musical art: going beyond
narrow specialization (combination of pianistic activity, conducting and composing),
interest in genre of transcription, repertoire preferences, choice of a certain artistic role.
At the same time, M. Pletnev's work is the quintessence of the latest trends in musical

art, with his emphasized simplicity of expression, emotional “detachment” from the



listener, the desire to reproduce the author's musical text as accurately as possible. All
this together makes the figure of M. Pletnev significant. Based on the above, the
research relevance is due to:

— the importance of the work of M. Pletnev-pianist in the development of musical
art of the last third of the 20" — the early 21% centuries;

— the lack of research that would reveal the M. Pletnev’s style of musical creativity
as an artistic whole, taking into account his conducting activity;

— the need to comprehend the artist's compositional works.

The object of the research is the musical art of the last third of the 20™" — 21
centuries;

The subject of the research is M. Pletnev’s style of musical creativity.

The aim of the research is to substantiate M. Pletnev's style of musical
creativity as a phenomenon of musical art of the last third of the 20% — 215 centuries.

In the thesis for the first time:

— the transformation of M. Pletnev's style of musical creativity as a result of
dialogue of a person with the world is substantiated;

—  the periodization of the artist's stylistic creativity and the role of the components
of M. Pletnev's universalism in the development of the style of musical
creativity are determined,;

—  the specifics of the romantic tradition of pianism in the system of performing
style of M. Pletnev-pianist are revealed;

—  the evolution of the artist's conducting mastery is studied;

—  the works of M. Pletnev-composer are analyzed.

The history of the formation of the concept of “style of musical creativity” is
studied. It was found that the problem of creativity as a separate kind of human activity,
which gives the individual a unique experience of self-realization through art, has
attracted the attention of many scientists at almost all stages of societal development:

from antiquity to the present. At the same time, the general trend is the gradual focus



of thinkers on the figure of the Artist and, accordingly, on the factors that determine the
formation and transformation of the individual system of means of expression (of what
we define as style) and artistic and aesthetic guidelines.

Information on the work of Ukrainian scientists on the study of individual
performing style (works by O. Katrych, V. Moskalenko, O. Sydorenko, T. Syryatska,
I. Sukhlenko, K. Timofeeva O. Fekete) is systematized. V. Moskalenko's definition of
the style of musical creativity was chosen as the basic one, which outlines “the specifics
of the perception of the world and musical thinking of a creative person, which is
realized by the system of musical and linguistic resources of the work, interpretation
and performance”.

It is noted that the leading activity of M. Pletnev is pianism and this belonging to
the piano culture influenced the formation of musical thinking and artistic and aesthetic
guidelines of the artist. Following the romantic tradition of piano art determined the
basic parameters of individual performing style of M. Pletnev-pianist: concentration on
the romantic repertoire, sound image of the instrument, which is perceived as an
analogue of a symphony orchestra, quite free attitude to the author's musical text (from
the correction of articulating and dynamic nuances to the creation of transcriptions). It
is noted that studying in the class of Y. Flier, who encouraged students to transcribe,
was the impetus for the development of compositional abilities of M. Pletnev.

The periodization of M. Pletnev's work, which is based on the comparative
analysis of the facts which demonstrate certain stages of development of various kinds
of creative activity of the artist (piano performance, conducting, composing), is
developed.

— 1973 — 1978 — early, studying period, the boundaries of which are determined
by winning competitions (1973 — Youth Competition in Paris, 1978 —

Tchaikovsky Competition) and, accordingly, by the completion of the system of

musical and speech resources of M. Pletnev-pianist.



— 1978 — 1990 — a stage of creative formation: the time of intense concert activity
as a pianist-soloist, work in recording studios, expanding the repertoire, including
through the performance of little-known opuses. An important achievement of
this period is the first experience of M. Pletnev in conducting (in 1980), which
later significantly influenced the creative life of the artist.

— 1990 - 2006 — a period of active organizational work — the creation of RNO,
“RNO Grand Festival”, cooperation with leading record companies, the success
of which is confirmed including by prestigious international awards.

— 2006 — 2012 — a period of abandonment of piano performance - immersion in
organizational activity, conducting and composing, which, on the one hand,
highlighted uncharacteristic for M. Pletnev-pianist parameters of the style, and
on the other — influenced the crystallization of the artist's musical style.

— 2012 and to this day — a late period in which the dominants of M. Pletnev’s style
of musical creativity can be determined: 1) the importance of the rational
component; 2) painstaking research work with the texts of composers' works;
3) emotional restraint of expression and, at the same time, readiness for
unexpected experiments. At the same time, the parameters of style that were
characteristic of M. Pletnev at the beginning of his career remain important:
1) concentration of attention on the works of romantic composers (works by
P. Tchaikovsky are of particular importance); 2) conscious avoidance of external
effectiveness, skeptical attitude to modern music and the authentic trend of
musical art.

A study of M. Pletnev’s style of musical creativity led to the conclusion that his
phenomenon is due to a special quality of thinking — universalism. Talent in several
areas of musical art and the presence of leadership, organizational skills not only
became the basis for professional implementation in them, but also significantly

enriched the system of musical and speech resources of the artist.



His formation as a pianist who follows the principles of the romantic current of
musical art, defined the original performing style with an original sense of sound-
creating process and outlined the stylistic priorities of the artist's repertoire policy based
on the heritage of romantic composers (with special attention to the work of
R. Schumann and P. Tchaikovsky). Conducting and organizing activities related to the
creation of RNO allowed M. Pletnev to reveal his own communication needs, which he
was not able to implement with the help of piano performance (teaching has never been
of interest to M. Pletnev-pianist). M. Pletnev's work as a composer, on the one hand,
allows him to more clearly express his “Inner Self”, and on the other — illustrates certain
stages of the evolution of artist’s style of musical creativity. Thus, today, it accumulates
means of expression that developed in various fields of activity, which allows M.
Pletnev to boldly experiment not only in the genres of piano art which is “leading” for
him, but also to create symphonic and vocal and choral opuses. Of great importance for
this is the artist's conducting activity, the existence of his own orchestra, musicians of
which often become the first performers of M. Pletnev's opuses.

It is noted that being the artistic director of the RNO, M. Pletnev is responsible
for the repertoire policy of the orchestra, which can serve as a marker for the correction
of artistic and aesthetic guidelines of the artist. It was found that, as in the piano art,
M. Pletnev addresses a wide range of composers: from the Baroque era to the first half
of the 20" century, with an emphasis on the works of romantic composers, particularly
of P. Tchaikovsky. Conscious avoidance of the work of contemporary composers
(except for the performance of their own opuses) also remains unchanged. At the same
time, the presence of the orchestra allowed M. Pletnev to turn to vocal art, particularly
to concert performances of operas “Eugene Onegin” by P. Tchaikovsky, “Carmen” by
G. Bizet, “Semiramide” by G. Rossini, “Aleko” and “Francesca da Rimini” by
S. Rachmaninoff, “May Night” and “Kashchey the Deathless” by N. Rimsky-
Korsakov).



Indicative of M. Pletnyov's understanding of the sound-imaging possibilities of
the symphony orchestra is its transcription of Toccata and Fugue in D minor BWV 565
by J.S. Bach, in which, through the using wind instruments in the theme, M. Pletnev is
as close as possible to the baroque style of sound production, with its characteristic
sense of delineation of each note (actually, speech intonation) and contrast texture
layers that imitates the antiphons of the temple.

Analysis of the genre and style content of works by M. Pletnev-composer shows
the importance of the influence of the basic performing impulse — romantic traditions.
The genre and style palette of M. Pletnev's compositional heritage is analyzed, namely:
transctiptions for piano of music from Tchaikovsky's ballets “The Nutcracker” and
“Sleeping Beauty” (performed by the author); Swiss Fantasia (Fantasia Helvetica) for
two pianos and orchestra (performed by M. Pletnev, B. Berezovsky, RNO under the
baton of S. Krylov); Jazz Suite for Orchestra (performed by RNO under the baton of
M. Pletnev); Adagio for 5 double basses (RNO double bass group); cycle “Songs for
Children” on poems by R. Sef (performed by the Great Children's Choir of RSRC “The
Voice of Russia”, conductor M. Pletnev); “Small variations on a Theme of
Rachmaninoff” (performed by A. Drugal).

It was found that, having begun his work as a composer with the studying the
orchestral opuses of other composers and transcription the score from multidimensional
orchestral sound into monotimbre piano one, M. Pletnev is not limited to music with
the participation of piano, collaborates with various instrumental ensembles.
Interestingly, it is M. Pletnev’s composing work that emphasizes the sound of nostalgic
note in his work, the most striking example of which is the cycle “Songs for Children”
on poems by R. Sef, performed at composer’s 50th anniversary.

Key words: M. Pletnev, style of musical creativity, creativity, individual

performing style.
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