AHOTANIA

IMoroubkuit CraniciaaB I'ennagiioBud. I[loabCbKHIA POMAHTH3M: BiJ
Illonena no HInMaHOBCHKOIO.

HaykoBe OOIpyHTYBaHHS TBOPUYOTO MHCTEIBKOTO TIPOEKTY, TOJAHOTO HA
3M00YyTTS CTyMeHs JOKTOp MHUCTenTBa (crmerianpHICTh 025 — My3udHe MHUCTEITBO,
rany3b 3HaHb 02 — KynbeTypa 1 MucTenTBo). XapkiBChbKUN HAI[lOHAJIbHUI YHIBEPCUTET
muctenTB imeHi I. I1. KoraspeBcbkoro, MiHICTEPCTBO KYJBTYPU Ta CTpPaTETIYHUX

KOMYHiKaIii Ykpainu. Xapkis, 2025.

[Tonscbka opremianHa My3uka apyroi mojoBuHu XIX — mouatky XX CTOMITh
CTAHOBUTH BAarOMHH IUIACT €BPOIMEUCHKOTO KYJIBTYPHOTO MPOIECY, MO BigoOpakae
CKJIaH1 TpaHcdopmalii XyJ0KHbO-€CTETUUYHHMX, >KaHPOBUX 1 CTHJIBOBHX CHCTEM.
[Tepiox Big TBopuocTi Ppunepuka [lonena no Kapons 1llnmaHOBCHKOTO OKpeciroe
0COOJIMBUHN KYJIbTYPHO-ICTOPUYHMIM BIATUHOK, y sikomy crnamammHa . [llonena
(3acHOBaHa Ha 1HAWBIAyai30BaHIA MEJOAMIN, HOBATOPCHKUX TapMOHIYHUX
pIIICHHAX, BUTOHYEHIN QopTemianHiii GakTypl) 3a3HA€ CYTTEBOTO MEPEOCMUCICHHS,
OHOBIIIOETHCS U MOEAHYETHCS 3 MOILITYKAMU €BpOIenchKoro MojaepHizmy. Lleit mpoiec
3acBIAUYIOTh TBOPUI 3100yTkH Brmamucnasa XXenencwkoro, FOmiyma 3apemOchkoro,
Pomana CratkoBcekoro, Jlronomupa Pysxunpkoro, Kapons IuMaHOBCBHKOTO, y SIKUX
HalllOHAJIbHA 1ICHTUYHICTh IHTETPYETHCS 3 €EBPONEHCHKUMU XYI0KHIMH I[IHHOCTSMH.

TBopua ckiagoBa MPOEKTY MpenCTaBiIeHa TPhOMa KOHIIEPTHUMH MPOTrpaMaMH,
noOyJJOBaHUMHU 3a MPHUHIMUIIOM 1CTOPUKO-CTHIIBOBOI MaHOpaMu. Y HHUX IOKa3aHa
€BOJIIOLIISl TIOJILCHKOTO (POPTEIMIAHHOIO MUCTEUTBA Apyroi monoBuHu XIX — movatky
XX cTONITh: Bl 6€3M0CEPEIHBOT0 3aCBOEHHS MIONEHIBCHKOI TPAIUIIIT 10 ii IEBHOTO
NEPEOCMUCIICHHS Yy KOHTEKCTI HOBHMX €BpOINEWChbKUX TeHaeHUid. KoHueprtHi
OporpaMd He JIMIIE€ PO3KPUBAIOTh CYYaCHUM CiIyXadyaM BHCOKY XYJOXKHIO
BapTICTHICTb LIbOTO TJIACTa MY3UKH, a i PENPe3eHTYIOTh MOCTYIIOBY 3MIHY CTUIIBLOBOT
napajgurMd (popTeniaHHOTO POMAHTHU3MY, IO 3MIHIOE YCTaJeHl YSBIEHHS PO

3MICTOBHY 3HAUyIiCTh TBOPYOCTI My3UKaHTIB-JIS4IB «ITOCTIIOTIEHIBCHKOT 1001».



AKTYyaJIbHiCTh TeMHU 3yMOBJICHA! parHeHHsIM MOJI0JIaHHS
IIONEHOLEHTPUYHOI YCTAHOBKHU, IO 3BYXKYE YSBJICHHS PO E€BOJIIOLII0 MOJIbCHKOI
dbopreniannoi my3uku (1850—-1925 pp.); HETOCTATHHOIO BUBYEHICTIO Y BITYU3HIHOMY
MY3UKO3HABCTBI TBOPUYOCTI KOMITO3UTOPIB «IOCTIIONEHIBCHKOI J100M»; 00MEXEHOIO
pEIpEe3eHTalll€l0  TBOPIB  MOJIBCHKUX  KOMIIO3UTOPIB  BKA3aHOrO MEpIoAy Y
BUKOHABCHKIM mpakTtuii XXI CTOMTTA Ta BIACYTHICTIO CHCTEMHOIO BHKOHABCBHKO-
IHTEPIIPETATUBHOTO MAXOAY 0 X BUBUEHHSI.

Meta nocJaiIzKeHHI — MEPEOCMHUCIUTH YCTaJeHY KOHIIEMII MOJIbCHKOTO
pomanTusmy y (opremniannomy muctreutsi Big @. lllonena no K. llumanoBchKoro,
BPaxOBYIOUHU KYJIbTYPHO-ICTOPUYHUI KOHTEKCT X XI CTOTITTS.

O0’exT pociaimkenHs: — GopreniaHHa My3HUKa 3aXiTHOEBPOINEHCHKOI TpaauIii
apyroi nonoBuHH XIX — mouatky XX CTONITH, MpeAMeT — TBOPH MOJbCHKUX
KOMITO3UTOPIB SIK YBHPA3HEHHS HOBOi BHKOHABCHKOI IMOETUKH Y KaHPOBOMY Ta
MOBHOCTHJILOBOMY BHUMIpaXx.

Mamepianom HayKOBOTO OOTPYHTYBAHHSI € PI3HOXKAHPOBI TBOPU TMOJbCHKUX
KoMMo3uTopiB 1850—-1925 pokiB, sAKi pPEenpe3eHTYIOTh »KaHPOBO-CTHUIBOBI MO
«TMOCTILIONEHIBCHKOT 100M» Ta 30epiraloTh TMOTEHIIad Uil KOHUEPTHOTO U
MeIaroriyHoro ocBoeHHs (19 omycis).

HaykoBa HOBH3HA OTpPUMaHHMX pe3yJbTaTiB TOJSIra€e B TOMYy, IO B
YKpaiHCbKOMY MY3MKO3HABCTBI BIIEpIIE 3A1HCHEHO CUCTEMHHM aHami3 ¢opTeniaHHOT
CHAJIIMHN TOJbCHKUX KOMIIO3UTOPIB «IOCTIIONEHIBCHKOT J00M» Yy KOHTEKCTI
BUKOHABCHKOI MOCTUKU. Y HAYKOBUH OOIr BBEICHO W aKTyali30BaHO I CYy4acHOTO
BUKOHABCTBA HU3KY MaJjoOBIAOMHX (opTemiaHHUX TBOPIB APYyTroi moiaoBuHu XIX —
noyatky XX CTOJIITh Ta Mpallb, MPUCBSIYEHUX MOJbCHKIM MY3UYHIN KyJIbTYpl LIbOTO
nepiogy. Po3pobieHo THMOJNOTII0 1HTEPIPETATOPCHKUX CTpPATEriii BUKOHABCHKOTO
BTUICHHSI 3a3HAYEHOTO pernepryapy, U0 PO3LIMPIOE MOJIE CYy4acHOI MY3MKO3HaBYOi
METOJI0JIOTI{ Ta aHAJIITUKH.

CTpykTypy podoTH CcKIanaroTh ABa po3ainu (4 migposninu). Posmin 1
«@oprenianne mucteuTrBo IMoabmi y “nmnocrmoneniBebky a00y” (1850-1925)»

NPUCBSUYCHUN 3arajbHOICTOPUYHOMY Ta KYyJbTYPHOMY KOHTEKCTY CTAaHOBJICHHS M



PO3BUTKY MOJIbCHKOI (hOpTeniaHnHOi KyJIbTypH Jpyroi monoBuHM XIX — mouatky XX
cromTh. Y maposaun 1.1 «”Iicnsa [llonena”: icmopuko-KyibmypHUli. KOHMeKCm
PO3MIISIHYTO YMOBH (POPMYBaHHS MY3UYHOTO XKUTTS micist cmepTi @. llonena, komu
HaI[lOHaJIbHA TPaJuLlis, 3aKjIaJeHa HUM, 3 OJHOro OOKy 30epiranacsi K CTUIHOBHI
OpIEHTHP, a 3 THIIIOTO — IHTErPyBaIacs y €BpPONEUChKUM XYI0XKHIN TPOCTIp.

Tsopuicts B. XKenencpkoro BimoOpaxkae akaJeMiuyHy IIKONY, TSKIIOUU 0
KJIACUIIUCTUYHOTO CTPYKTYypyBaHHS, MOMIOHIYHOI OpraHizailii, TOMl SIK JOpOOOK
1O. 3apembcbkoro, yuns @. Jlicra, yocoOr0€e pOMaHTUYHO-BIPTYO3HUM HampsiM,
CHUHTE3YI0UM IIONEHIBCbKY KaHTWJIEHY, 0ararcTBO Mejocy Ta (akTypHUX pIIICHb 3
JICTIBCBKUM MacmtaboM ¢opmu Ta BipTyosHicTio. P. CTaTKOBCHKMM, yYEeHB
B. Kenencekoro, po3BuBae KaMepHO-(D1IOCOMCHKY JIIHIIO MIHIATIOPHUX KaHPIB 3
nomQoHIYHOI0  30cepekeHicTio, a JI. Pyxxumpkuii  TpoONoOHYyE  OpKECTpOBe
TpaKkTyBaHHA (POpTeriaHo 3 rapMOHIYHO-TEMOPO-KOJOpUCTHYHUMHU edexTtamu. Toi
ak K. IllumanoBcbkuii (popmMye HOBY CHUMBOJIICTCBKY CTHUJIICTHKY, SIKa 3HAMEHYE
BUX1/]I TOJILCHKOT My3UKH Ha pyOixk XX CTOMITTS.

VY migposaini 1.2 «Buxonascvka noemuka sAK IHCMPYMeHmM OO0CHIOHUYLKOL
iHmepnpemayii» yBara 30CEpPEDKYEThCS Ha METOAOJOrii aHamily GopTemaHHuX
TBOPIB MOJBCHKUX KOMIIO3UTOPIB. BUKOHABChKa MOETHKA PO3IJIANAETHCA SIK TAKHUM
IHMOHAYIUHO-KOCHIMUGBHUY  NiOXI0, WO NOEOHYE  MY3UKO3HABYULU  AHANI3
BUKOHABCHLKULL CNIYX 8 E€OUHUL npeomem Oocniodcenns. Ha mpoTuBary mojbCbKOMY
MY3HKO3HABCTBY, Jie¢ JOMIHYIOTh icTopiorpadiuni Ta 6iorpadiuni cTymii, BBEICHHS
KaTeropii «BHKOHABChKAa IOETHKA» JI03BOJISIE 1HTETpyBaTh Ii B IHCTpyMEHTapii
My3uKoJioTii. Takuil miaxXiJg aKIEeHTye yBary He JIMIIE Ha >KaHPOBO-CTUIIICTUYHUX
XapaKTEepUCTUKaX TBOPY, a W Ha MIpoleci WOro »KUBOTO BIITBOPEHHS, IO MOEIHYE
IHTEJEKTyalIbHEe OCMHUCIIEHHS TEKCTY 3 CYO €KTUBHUM Oa4€HHSM BUKOHABIIS.

VY pe3ynbTari BHU3HAYEHO THIOJIOTIIO I1HTEPIPETATOPCHKUX CTpaTerid, sKi
3a0e3MevyloTh aKTyali3alllo LbOr0 pernepTyapy: peajizaTop — chpsMoBaHa Ha
TOYHICTh BTUICHHS KOMIIO3UTOPCHKOTO TEKCTYy; CHiBTBOpPeLb — OpIEHTOBaHA Ha
JI1aJIoT BUKOHABIISI 3 aBTOPOM, 3 MOXJIMBICTIO aKIIEHTYyallli 0COOMCTOCTI TEpIIOTO;

pe:kucep — J03BOJISIE CTBOPUTH BJIACHY KOHIIEMIIO TBOPY 3 IIMPOKOIO



BUKOHABCHKOIO «aBTOHOMI€I0»; 3MIlIAHUI THI — TOEJHYE E€IEMEHTU IMONEPeaHIX
cTpaTeriii, popMyroun 1HIMBITyallbHY BUKOHABCbKY MOJIeb. Taki cTpaTerii He Jule
BiIKPUBAIOTh IIMPOKiI MEPCMNEKTUBU AJII Cy4YaCHOTO BHKOHABCTBA, ajieé M CIPHUSIOTH
(dopMyBaHHIO 1 MOMVIMOJIEHHIO THYYKOTO 1HTEPIPETALiHHOTO MHUCJICHHS Ta HOBOIO
PO3yMiHHS MOJIbCHKOT My3WYHOI CIIAAIINHHU.

Pozgin 2 «KoMmo3uTOPCHKHMI TeKCT $K BHKOHABCHKAa MAapTUTYpa:
JKAHPOBI Ta IHTepmperauiiiHi crTparterii» CcHOpsSAMOBaHWI HAa OCMMCIICHHS
dbopTeniaHHOl CHAIUIMHA TIOJBCHKUX KOMIIO3UTOPIB Apyroi mojioBuHu XIX —
noyaTky XX CTONITh Kpi3b MPU3MY BHUKOHABCHKOI MoeTHKH. JKaHpoBUi aHami3 naB
3MOTY TIPOCTEXHUTH, SK PIi3HI JKaHPH 3yMOBIIOIOTH TMONIYK 1HIWBITyalbHUX
IHTepIPETaTOPCHKUX CTpaTeTiid, M0 B IJIOMY JJO3BOJHIIO BHUSBUTH HE JIHIIE
€CTETUYHY IMHAMIKY «IOCTIIONEHIBCHKOT 1001M», @ i OKPECIUTH LIHHICHI Op1EHTUPU
JUTSL Cy9acCHOTO BUKOHABIIS.

Y migposnim 2.1 «Kouyenmyanvui owcampu: inmeepayisi 68 €8pPONEUCHLKY
mpaouyito» Po3rIsIHYTO Oanaau, ¢haHTasii Ta BapialliiHi UK, Y SKUX KOMIIO3UTOPH
NparHyJid 10 MacTaOHOCTI 3aayMy, ApaMaTHYHOTO PO3TOPTaHHS, CHHTE3Y Pi3HUX
cerHciB. Lli TBOpH cCTaHOBIATH OCOONMBY cdepy MOJIBCHKOTO POMAHTHU3MY,
peNpe3eHTyI0UM HOT0 TOBHOIIIHHY BKJIIOYEHICTh y €BPOINEUCHKHMM (opTemaHHui
KOHTEKCT. banaoa g-moll op. 18 Tta Bewka ¢anmazia ¥O.3apeMOCBKOTO
BUPI3HAIOTHCS JApaMaTU3MOM M BIPTyO3HOIO €HEPri€lo, M0 TEPEeryKyeTbes 3
XYJIOXKHIM MeToA0M oOpaszHoi TpaHchopmartiii @. Jlicta, Tomi sk Bapiayii h-moll
op. 62 B. )KeneHChKOro 1€MOHCTPYIOTh aKaJEMIUHICTh MUCJICHHS, CTPOTiCTh (hOPMH 1
BOJIHOYAC HAIIOHATBHHUN KOJIOPUT y MEJOAMIN Ta TapMoHii. /[ BUKOHaBIS Iis
)KaHpoBa cdepa mOTpeOye TMOE€IHAHHS MACIITA0HOTO MHUCJEHHS 3 TJIMOOKUM
BITUYTTSAM JIpamMaTyprii, BMIHHSM OalaHCYBaTHU MK CTPYKTYpPHOIO SICHICTIO Ta
eMOIIIHOIO CHJIOIO, 1110 BU3HAYAE€ BUKOHABCHKY MOETUKY KPYIHUX (HOPM.

Y mipposmimi 2.2 «Mani orcampu: 6i0 ncuxonoeizayii 00 cumeonizayii»
IPOAHaNI30BaHO MPENtoii, 0apKapoiu Ta M’ €CcH, M0 TSXKIIOTH 10 MIHIATIOPU3MY Ta
IMIIpoBi3aliiHOi cB0OOMU. BOHM penpe3eHTyOTh 1HINY — KaMepHY IUIONIUHY

MOJIbCHKOTO (POPTEIIAHHOTO POMAHTH3MY, i€ yBara 30CEpPEIKEHO Ha 3BYKOBIH



namrTpi Ta aptukyssamii  nperanei. Ilpemroaii  P. CtaTkoBChKOro XapakTtepusye
bimocodcbKka 30Cepe/IKEHICTh 1 KOHTPAITYHKTUYHICTh BUCJIOBIIFOBAHHS, 110 CTBOPIOE
BIIUYTTS 1HTENEKTyallbHOI ruouHu. bapkapona op. 22 10O. 3apeMOChKOro Bpaxkae
XapaKTepHOI0 PUTMIKOIO 1 TUIACTUYHOIO MEIOJUKOI0, sIKi (OpMYyIOTH 00pa3 BOJHOI
ctuxii. MiniaTiopu JI. PyUIIBKOTO CBig4aTh PO IMIPECIOHICTCHKI MOIIYKH B
rapMOHIT Ta OPKECTPOBICTh (PAKTYpH, SKI BIAKPUBAIOTH IIISX J0 HOBOI CTHUIIICTUKH
¢doprenianHoro MucieHHs. BUKOHaBChbKa MOETHKA MalUX aHPIB MOTpeOye Bix
IHTEpIpeTaTopa OCOOJMBOI yBaru 10 THYYKOI apTUKYJSLli, QakTypHHX JeTraiei,
rpajamii JuHAMIKM, 1, SIK HACHIAOK, — BHYTPIIIHBOI MCHUXOJOTIYHOI KOHIIEHTpAIlli,
MOETUYHOCTI Ta JIPU3MY, IO JIO3BOJISIE TIAHICTY YBUPA3HUTH 1HTOHAININHY
crienindiKy CBITOOAYeHHS MOJIBCHKOTO POMAHTU3MY.

Y BHCHOBKAX 3a3HAYa€ThCs, 110 TMOJbChbKa (PopTemiaHHa My3UKa JpYroi
nojoBuHU XIX — movatky XX CTOJIITh CTAHOBHUTH IIHHICHUN XYIOXKHIN IJIACT, y
skomy criaamuia @. [[loneHa moeaHy€eTHCS 3 HOBUMHU €BPOTICHCHKUMU TEHACHITISIMHU.
TBopuicte B. Xenencrekoro, 0. 3apembcebkoro, P. CratkoBebkoro, JI. Pyxwuiipkoro,
K. [lluMaHOBCHKOTO pENpe3eHTy€e TOCTYIl BIJl POMAHTU3MY JO MOJEPHI3MY,
BITOOpaXXEHUH Yy I1HAMBIAyaldbHUX KOMIIOBUTOPCHKHX CTHISAX. Y  pe3yibTari
CHUCTEMHOTO aHaji3y OyJI0 BUSBJICHO >KaHPOBO-CTHUJIBLOBI JOMIHAHTH IILOTO MEPIOaY
(Oamamm, Bapiarii, ¢anTasii, npemroaii, 6apkapon, MiHIATIOPH), IO PENPE3CHTYIOTh
pi3H1 IHAUBIAYadbHI TBOPY1 MOJEINI — aKaJeMIuHy, POMAaHTUYHO-BIPTYO3HY, KAMEPHO-
b110codChbKy, OPKECTPOBO-KOJIOPUCTUYHY, MOJIEPHICTCHKO-CUMBOJIICTChKY. Ll
PO3MAITTs 3yMOBIIIO€ OaraTOBUMIPHICTh BUKOHABCHKHX PIllIEHb 1 (POPMYE OCHOBY IS
PO3YyMIHHS «IHTEPIPETATOPCHKOT CTPATET1» K IUHAMIYHOI CUCTEMHU. 3aBISKU LIbOMY
IIPOBE/ICHE JOCIIKEHHSI HE JIMIIE 3allOBHIOE BAXJIMBY «IPOTAJMHY» B 1CTOpIi
€BPOMNEHCHKOTO MY3WYHOTO POMAHTU3MY, a M BIIKPHUBAE TBOpPAaM IMOJbCHKUX
POMaHTHKIB IIJISIX HA CyYacHY KOHIIEPTHY CIIEHY.

Kntouoei cnoea: @Gopmenianne mucmeymeo, MY3UUHULU  DOMAHMUSM,
HONbCOKUU (OpMenianHuil pOMAHMU3M, «NOCIMUIONEHIBCLKA 000ay», €8PONelicbKa
mpaouyisi, My3udHa peyenyis, UKOHABCLKA NOEMUKA, IHMepnpemamueHull aHais,

iHmepnpemamopcobka cmpamezis, MOGHOCMUILOSUU OUCKYDC.



SUMMARY

Stanislav Pototskyi. Polish Romanticism: from Chopin to Szymanowski.
Scientific substantiation of the artistic project submitted for the degree of Doctor of
Arts (specialty 025 — Musical Art, field of study 02 — Culture and Art). — Kharkiv
I. P. Kotlyarevsky National University of Arts, Ministry of Culture and Strategic

Communications of Ukraine. Kharkiv, 2025.

Polish piano music of the second half of the 19th — beginning of the 20th
centuries constitutes a significant stratum of the European cultural process, which
reflects the complex transformations of artistic-aesthetic, genre, and stylistic systems.
The period from the work of Fryderyk Chopin to Karol Szymanowski outlines a
special cultural-historical segment in which the legacy of F. Chopin (based on
individualized melody, innovative harmonic solutions, refined piano texture)
undergoes essential rethinking, is renewed and combined with the searches of
European modernism. This process is testified by the creative achievements of
Wiadystaw Zelenski, Juliusz Zarebski, Roman Statkowski, Ludomir Rézycki, Karol
Szymanowski, in whose works national identity is integrated with European artistic
values.

The creative component of the project is represented by three concert
programs, constructed according to the principle of historical-stylistic panorama.
They show the evolution of Polish piano art of the second half of the 19th —
beginning of the 20th centuries: from the direct assimilation of the Chopin tradition to
its certain rethinking in the context of new European tendencies. The concert
programs not only reveal to modern listeners the high artistic value of this stratum of
music but also represent the gradual change of the stylistic paradigm of piano
Romanticism, which alters established conceptions of the semantic significance of the
work of musicians-figures of the “post-Chopin era”.

The relevance of the topic is determined by: the aspiration to overcome the

Chopin-centered orientation, which narrows the understanding of the evolution of



Polish piano music (1850—-1925); the insufficient study in domestic musicology of the
works of composers of the “post-Chopin era”; the limited representation of the works
of Polish composers of the indicated period in the performing practice of the 21st
century and the absence of a systematic performance-interpretative approach to their
study.

The aim of the research is to reconsider the established concept of Polish
Romanticism in piano art from F. Chopin to K. Szymanowski, taking into account the
cultural-historical context of the 21st century.

The object of the research is piano music of the Western European tradition of
the second half of the 19th — beginning of the 20th centuries; the subject is the works
of Polish composers as an embodiment of the new performance poetics in genre and
language-stylistic dimensions.

The material of the scientific substantiation is diverse-genre works of Polish
composers of 1850-1925, which represent the genre-stylistic models of the “post-
Chopin era” and preserve potential for concert and pedagogical development
(19 opuses).

The scientific novelty of the obtained results lies in the fact that in Ukrainian
musicology for the first time a systematic analysis of the piano heritage of Polish
composers of the “post-Chopin era” in the context of performance poetics has been
carried out. A number of little-known piano works of the second half of the 19th —
beginning of the 20th centuries and studies devoted to Polish musical culture of this
period have been introduced into scientific circulation and actualized for
contemporary performance. A typology of interpretative strategies of performing
realization of the indicated repertoire has been developed, which expands the field of
contemporary musicological methodology and analytics.

The structure of the work consists of two chapters (4 subsections).

Chapter 1 “Piano art of Poland in the ‘post-Chopin era’ (1850-1925)” is
devoted to the general historical and cultural context of the formation and
development of Polish piano culture of the second half of the 19th — beginning of the

20th centuries. Subsection 1.1 ““After Chopin’: historical-cultural context” considers



the conditions of the formation of musical life after the death of F. Chopin, when the
national tradition laid down by him, on the one hand, was preserved as a stylistic
guideline, and on the other — was integrated into the European artistic space.

The work of W. Zelefski reflects the academic school, tending towards
classicist structuring, polyphonic organization, whereas the heritage of J. Zarebski, a
student of F.Liszt, embodies the romantic-virtuosic direction, synthesizing
Chopinesque cantilena, richness of melody and textural solutions with Lisztian scale
of form and virtuosity. R. Statkowski, a student of W. Zelenski, develops the
chamber-philosophical line of miniature genres with polyphonic concentration, while
L. R6zycki offers an orchestral treatment of the piano with harmonic-timbre-
coloristic effects. K. Szymanowski, in turn, forms a new symbolist stylistics, which
marks the entry of Polish music into the turn of the 20th century.

Subsection 1.2 “Performance poetics as an instrument of research
interpretation” focuses on the methodology of analysis of piano works of Polish
composers. Performance poetics is considered as such an intonational-cognitive
approach that unites musicological analysis and the performing ear into a single
subject of research. In contrast to Polish musicology, where historiographic and
biographic studies dominate, the introduction of the category “performance poetics”
makes it possible to integrate it into the toolkit of musicology. Such an approach
emphasizes not only the genre-stylistic characteristics of the work but also the
process of its living reproduction, which unites intellectual comprehension of the text
with the subjective vision of the performer.

As a result, a typology of interpretative strategies has been determined, which
ensure the actualization of this repertoire: the “realizer” — directed toward accuracy
of embodiment of the composer’s text; the “co-creator” — oriented toward the
dialogue of the performer with the author, with the possibility of accentuating the
personality of the former; the “director” — allows creation of one’s own conception
of the work with broad performing “autonomy”; the “mixed type” — combines

elements of the previous strategies, forming an individual performing model.



Such strategies not only open broad perspectives for contemporary
performance but also contribute to the formation and deepening of flexible
interpretative thinking and a new understanding of Polish musical heritage.

Chapter 2 “The composer’s text as a performing score: genre and
interpretative strategies” is aimed at comprehending the piano heritage of Polish
composers of the second half of the 19th — beginning of the 20th centuries through
the prism of performabce poetics. Genre analysis made it possible to trace how
different genres condition the search for individual interpretative strategies, which as
a whole allowed not only to reveal the aesthetic dynamics of the “post-Chopin era,”
but also to outline value landmarks for the modern performer.

Subsection 2.1 “Conceptual genres: integration into the European tradition”
examines ballades, fantasies, and variation cycles, in which composers aspired to
largeness of conception, dramatic unfolding, synthesis of different meanings. These
works constitute a special sphere of Polish Romanticism, representing its full
inclusion into the European piano context. The Ballade in g minor op. 18 and the
Grand Fantasy by J. Zargbski are distinguished by drama and virtuoso energy,
resonating with the artistic method of figurative transformation of F. Liszt, while the
Variations in b minor op. 62 by W. Zelenski demonstrate academicism of thought,
strictness of form, and at the same time national color in melody and harmony. For
the performer this genre sphere requires combining largescale thinking with a deep
sense of dramaturgy, the ability to balance between structural clarity and emotional
strength, which determines the performance poetics of large forms.

Subsection 2.2 “Small genres: from psychologization to symbolization”
analyzes preludes, barcarolles, and pieces that tend toward miniaturism and
improvisatory freedom. They represent another — chamber plane of Polish piano
Romanticism, where attention is focused on sound palette and articulation of details.
The Preludes of R. Statkowski are characterized by philosophical concentration and
contrapuntal expression, which creates a sense of intellectual depth. The Barcarolle
op. 22 by J. Zargbski impresses with characteristic rhythmics and plastic melody,

which form the image of the water element. The miniatures of L. Rozycki testify to



impressionistic searches in harmony and orchestral quality of texture, which open the
way to a new stylistics of piano thinking. The performance poetics of small genres
requires from the interpreter special attention to flexible articulation, textural details,
gradation of dynamics, and, as a consequence — inner psychological concentration,
poeticism, and lyricism, which allow the pianist to accentuate the intonational
specificity of the worldview of Polish Romanticism.

The conclusions state that Polish piano music of the second half of the 19th —
beginning of the 20th centuries constitutes a value-laden artistic stratum in which the
legacy of F.Chopin is combined with new European tendencies. The works of
W. Zelenski, J. Zarebski, R. Statkowski, L. Rozycki, K. Szymanowski represent the
progress from Romanticism to Modernism, reflected in individual composer styles.
As a result of systematic analysis, the genre-stylistic dominants of this period
(ballades, variations, fantasies, preludes, barcarolles, miniatures) were revealed,
which represent different individual creative models — academic, romantic-virtuosic,
chamber-philosophical, orchestral-coloristic, modernist-symbolist. This diversity
conditions the multidimensionality of performing solutions and forms the basis for
understanding the “interpretative strategy” as a dynamic system. Owing to this, the
conducted research not only fills an important “gap” in the history of European
musical Romanticism but also opens the works of Polish Romantics to the modern
concert stage.

Keywords: piano art, musical Romanticism, Polish piano Romanticism, “post-
Chopin era,” European tradition, musical reception, performance poetics,

interpretative analysis, interpretative strategy, language-stylistic discourse.



