AHOTAIIA
SIn Xaocoanb. ®eHOMEH cCHiBaNbKO-BUKOHABCHKOro crmio Honaca
Kaydmanna. — Kanidikamiitna HaykoBa mpalis Ha nmpaBax pykonucy. Juceprariis
Ha 3700yTTS HAYKOBOTO CTYIEHS MOKTOpa (inocodii 3a cremiambHicTIO 025 —
My3uune MuctenTBo (ranry3i 3Hanb 02 — KynbpTypa Ta MUCTENTBO). — XapKiBCHKUN
HalloHaJIbHUM yHiIBepcuTeT MuctenTB iMeHi 1. I1. KoTmspeBcbkoro, Xapkis, 2021.

— CymMmcepkuii JepkaBHUN mefaroriunuii yHiBepcuteT imeHi A. C. MakapeHka,

Cymu, 2021.

Huceprarniito npucBsideHO (DOPMYIIOBAHHIO OCHOBHUX PHUC CITIBalbKO-
BUKOHABChKOro crumo I. Kaypmansa 3 Touku 30py ()eHOMEHONOTiYHOrO
miAXoay. AKTYAJbHICTH TEMH TMOJSITae TakoX Yy po3podii B Mexax
1HTepnpeToiorii KoHuemnuii geHomeHy ocobucrocTi. HaykoBa mnpobiemarnka
IPONOHOBAHOTO JOCHI/PKEHHS 3YMOBJIEHAa BIJICYTHICTIO HAyKOBOI'O OIHCY
TBOpuocTi M. KaypMaHHa sSK HaHACKPABIIOr0 NPEICTABHHKA CyYacHOTO
BOKAJIbHOTO BHKOHABCTBA. CmiBak mepeOyBae Ha 3JI€TI CBO€i Kap’epu 1 B HOTO
JTOpOOKYy — OIEpHI poJii Ta KaMepHI MpoTrpaMH 3 TBOPIB Mailke BCi€i CBITOBOI
KJIACHKH, CIIBIpAIlsd 3 BUJIATHUMH BHUKOHABIIMU, PEXKUCEPAMU, TUPUTCHTAMHU.
Jpyruii acmekT axkTyaJbHOCTI TEMH TMOJsra€ B JOCHIDKEHHI Mpolecy
(bopMyBaHHS BUKOHABCHKOTO (30KpeMa, C1BallbKO-BUKOHABCHKOT'O) CTUITIO.

Metogonorisi nocnimxkeHHs 0a3yeTbCsl Ha TEOPETUUYHOMY OOIPYHTYBaHHI
aHali3y BHUKOHABCHKOTO CTHJIIO Yepe3 TNo3ullli (PEeHOMEHOJOrii TBOPYOCTI
(mocmimxennss  E.I'yccepns,  O.JloceBa, = M. ApkaaneBa, I'. [lumina,
T.IBanHikoBa). 3acTOCyBaHHS CHUCTEMHOIO MiAXOXy OOYMOBWJIO 3allyyeHHS
Teopii  BHKOHaBChbKOro ctuito  (mocmiymkenHs I €prieBa, O. Karpuy,
B. MenymeBcekoro, B. Mockanenka, }O. HikonaeBcbkoi, O. CraxeBuua,
I. Cyxnenxko, JI. [llanoBasioBoi) y pakypci cnenudikd BOKaJIbHOI TBOPYOCTI Ha
Cy4yaCHOMY €Tarli.

Marepiajiom [oCTiDKEHHS € aymio-, BIAEO3almuMCyd Omep 3a yd4acTi

. Kaypmanna: «Ocymkenns ®@aycta» I'. bepiiosa, «®inenio» JI.Ban berxoseHa,



«Kapmen» K. bize, «Jloenrpin», «Bambkipis», «3irdpin»y, «l[lapcudanby
P. Baruepa, «Tpasiata», «Tpybamyp», «Aima», «lon Kapmoc», «Cuma momi»,
«Oremno» JIx. Bepai, «®aycr» UI. I'yno, «Anape lenne» V. Ixopnano, «Tax
nitoTh Bei» B.A. Monapta, «Hina» JIx. [1aiziemno, «borema», «Tockay, «/liBunna
3 3axomy» [x. Ilyuuinu, «®boppadpacy . lllybepra; okpemi apii 3 ormep
Jix. [lyyuini, I'. Jowiuerti, JIx. Bepni, P.Barnepa, V. J[xopmano Tta iH.
(KOHIIGPTHI BHMKOHAHHs, CcONbHI ampbomu), omeper (M. IlItpayc), CD-3ammcu
«3umoBoro nuaxy», «lIpekpacHoi mipommnuii» @. [llybepra, «Apii Bepuzmy»,
Arias from Mozart, Schubert, Beethoven and Wagner (2009); ninepabennu 3
nicenb . lllybepra, I'. Manepa, P.Irtpayca, I'. Boabda; Takox 3amydeHi
ayJl103alicu OKpeMuX mapTiil Ta apiit y BukonanHi JI. bpaynni, [1. beuanu, Ban
Yyanstoe, 1111 Ite.

HaykoBa HOBHM3Ha OTPUMAHMX pe3yJbTaTiB IMOJSITa€ y TOMY, L0 Y
JUCepTallii BIepIie TOCTIIKYEThCS CIIBallbKO-BUKOHABCHKUN CTHIIb 3 TOYKH 30Dy
(EHOMEHOJIOTTYHOTrO  MiAXOAYy;  C(POpMYIBLOBAaHO  aCHEKTH  JOCHIIKEHHS
(dbeHoMeHOJIOT1T OCOOMCTOCTI 4Yepe3 MO3WINT 1HTEPIPETOJIOTIi; 3ampONOHOBAHO
nepiomm3anito TBopuoi Giorpadii . KaydmanHa, mHpoaHai30BaAHO OCHOBHI
IPUKIAAN BUKOHABCHKHX Bepciit 1. KaymanHa; cOpMOBAHO CTUIBOBY CHCTEMY
SK €IHaHHS CTaOLTFHUX Ta MOOIJTBHUX PUC BUPA3HOCTI TA METACUCTEMY CII1BaIIbKO-
BUKOHaBChbKOro crumo M. Kaydbmanna. B pesynbrari IpeacTaBICHO HOTO
TBOPYICTh SIK (PeHOMEH My3WM4HOro MucTenTBa Mexi XX-XXI cTomiTh; 3 TOYKH
30py BHUKOHABCHKOT'O aHAJI3y Ta MOPIBHSJIBHOI 1HTEPIPETOJIOTIi 3ampOoNnOHOBaHI
onucH BUKOHABCHKUX Bepciit M. Kaydmanna, JI. Bpaynni, Ii Ite, I1. Beuanu, Ban
Uyanslo€.

B Pozaini 1 npeacTtaBieHo TEOPETUUHI aCTIEKTH JAOCIIKEHHS. Y3araJbHeHHS
HAyKOBOI JITEpaTypH, 10 MPUCBIUCHA CTAHOBIIEHHIO Ta PO3BUTKY €BPOMEHUCHKUX
IIKIJT 1aJI0 3MOTY OKPECIUTH OCHOBHI PHUCH HAWBIIOMIIINX, TIPEICTABHUKU SKUX
3apa3 MaHylTh Ha CBITOBUX CIIEHAX, Ta MMO3HAYMUTH PUCH riiobaizallii, mpuTaMaHHi
cydacHHUM TBOpuuM mnporecam. CQopmMyaboBaHO Taki HOBITHI TEHICHINI B

BOKaJIbHOMY BHKOHAaBCTBI Mexi XX-XXI cTopiu: po3MexyBaHHS KOPJIOHIB,



3MINIYBaHHS  TPaauIid  BOKAJbHUX  INKUI,  CIHIBOPUCYTHICTh  JIEKUIBKOX
MIPEICTaBHUKIB PI3HUX MK OTHOYACHO B ME)KaX BUCTABH.

BuokpemsieHo Tpu CKIIaoBl cHiBalbkoro ctwito. llepmia moB’si3ana 13
3arajJbHUM SIBUINIEM CTWJIIO, Jpyra — 3 TPOIECOM BHUKOHAHHSA 1 TpeTs — 31
crieliniKor BOKaJIbHOTO BHKOHaHHS. Tak, My3WyHUd CTWIb (CKiagoBa 1) €
YBUPA3HEHHSIM OCOOJMBOCTEH MY3WYHOTO MHMCIEHHSA, a MY3UYHI TBOPHU —
OPOAYKTOM «JiaJiory» 1 CHUIKYBaHHS BHUKOHaBIl Ta KOMMO3UTOpa (3a
BucnoBieHHsIM B. MenymeBcbkoro). B Takomy po3ymiHHI MOCHIIIOETHCS CTATyC
BUKOHABIA, IKUH, IO CYTI, € TBOpLEM iHTeprpeTanii. [{ns Teopli BUKOHABCHKOIO
cTuiIto (CkJamoBa 2) akTyaidbHO BH3HadeHHa B. XosonoBoi, mo CcTwib €
«KATErOPIEI0-IHTPOBEPTOM» 1 MOHATTS «CTUJIb TBOpUOi ocobucrocTi» (C. um),
«CTWIb MY3U4HO1 TBOpUOCT» (B. MoOCKaneHKo), «THI TBOPUYOi OCOOUCTOCTI»
(M. Jlibepman), «apxetun wmy3ukanta»y (O. Karpuu), sKki HauuieHi Ha
IHUBITyaJIbHI XapaKTepUCTUKH, alie B pakypcl (popMyBaHHS yHIBEpCaJIbHUX PHUC.
MucneHHsT BUKOHABIS-BOKajicTa (CkjamoBa 3) OpiEHTOBAHE Ha BOKAJIbHO-
aKTOPChKE BTIJICHHS 1 TIEPEBTUICHHS 3a JOTIOMOTOIO TOJIOCY SIK IHCTPYMEHTY TOTO,
IO 3aKJIaJIEHO KOMIIO3UTOPOM B TEKCTi TBOPY, BHUXOMASIUYM 3 BIIACHOTO TBOPYOTO
MHUCIICHHS 1 THIy OCOOMCTOCTI. TakuM dYHMHOM, 3alpONOHOBAHO JeDIHIIIFO:
CNiBaAYbKO-6UKOHABCLKULL cmuib — 1) MITICHICT, HAWBUIIIOTO PIBHSA, IO 3YMOBJIIOE
(eHOMEH O0COOMCTOCTI MHUTIA; 2) THI MY3WKyBaHHS, 3aCHOBaHUN Ha
XapaKTEPHOCTI TEMOPOBOTO 3abapBieHHsS royocy (hapbu 3ByKy) 1 chopMOBaHUX
BOKAJIbHUX TpUHOMaxX, IO XapaKTEePU3yIOTh HOro 3By4daHHS ((pOHETHKAa MOBH,
CTporicTh abo IMITpoBi3alliiiHa cB0O0Aa, eKcipecis, ppa3yBaHHA, PUTMIKA 1 T.1.).

V Pospini 2 10BeeHo, MO CliBaNbKO-BUKOHABCHKHI cTiith M. Kay(pmanna
ABJsiE  COOOKD CHCTEMY B3a€MOIIOB’SI3aHMX  CTAaOUIBHMX Ta  MOOUIBHUX
KOMITOHEHTIB.

Ha r1pyHTI myOMUIMCTUYHUX JOCHIKEHb, IHTEPB’I0 Ta MaTepiaiiB
aBTOO10TpadiuHOT KHUTH 3aMnpoIrIOHOBAHO nepioau3aIio TBOPYOCTI
1. KaypmaHHa: mepmii eTanm — ONAHYBaHHSA IIKOJAMHU CIIiBY (HiMelbKa Ta

iTaificbKa), MOIIYK BJIACHOI MaHEpH; APYTUi eTan — MoYaToK Kap’epu Ta paHHIN



cruib (1998-2006) — xapakrepu3ye iCHyBaHHS BETUKOT KUTBKOCTI Pi3HOKAHPOBHX
poJieil, 3HalOMCTBO 3 BUAATHUMH PEXUCEPaMHU Ta TUPUTCHTAMH, SIK1 BIULIMHYJIU Ha
ctaHoBJieHHs apTucTa (A. [lanmano, M. Kpyieit); TpeTiii eTam — 371eT Ta BUBHAHHS
(3 2006 p. — nmebror B maptii Anbdpena B «Tpamiati» JIx. Bepni, BucTaBa
MeTtpomnoniTeH-onepa) Ta BHU3HAHHS — OXapakTEpPU30BaHO uyepe3 (popMyBaHHs
nporpaM KoHuenryaabHux Liederabend’iB, 3amucu omep, KOHIEPTIB, BUCTYIH 3
BUJATHUMH CIliBakaMH, poO0oTa 3 BUIATHHUMH PEXHCEpPaMH, IO JT03BOJISIE BXKE
3apa3 yCBIAOMJIIOBATH LUIICHICTb WOTO BHUKOHABCHKOIO CTHJIIO Ta BHOKPEMUTH
(eHOMEeHaIbH1 pUCH KOTO TBOPYOCTI.

OpieHTyrounch Ha HacTaHOBH (peHOMeHoJI0T1i TBopyocTi (I'. [{umin, I. €pries,

T. IBanHikOB) Ta pi3Hi inTepnperauiiini Bepcii M. Kaydmanna chopmyiboBaHi Taxi
napaMeTpH HOTO CIiBaIllbKO-BUKOHABCHKOTO CTHITIO.
Iumenexkmyanizm, KOHYeNnmMyaibHiCmb 3A0yMy Ma «YUKIIYHICMbY GMIIEHH —
napaMmeTp, U0 BUSBISIETbCA CTOCOBHO TPAaKTOBKHM criBakoM oOpa3y daycra B
pi3Hux iHTeprpeTtauiax (1999 p.— onepa @. by3oni, 2002, 2005, 2011, 2012, 2015
— npamaruuna sereHaa I. bepmioza ta omepa . I'yno, 2011 p. — cumdonis
®. Jlicra). Ilpuuomy ocHOBOIO 1HTepnperaiiii cmiBaka B TBopax III. I'yHo,
®. by3oni, I bepmio3a € HiMelbka Tpajullis TpakTyBaHHs o0pa3y Paycrta i,
30KkpeMa, — moema lere), mo ¢GopMmye IITICHICTh IHTEPIPETAIIHHOT KOHIISTIIIT
CIiBaKa.

Bkaszano, 1mo 1s hopMysaHHs digepabennis M. Kaybmanu 3apxmu obupae
ckinagHi mporpamu (kamepui uumkiu P. Baruwepa, P. Hlrtpayca, I. Manepa), a B
mporpaMax IepeBakarTh IUKIM miceHb («[I’aTh miceHr Ha Bipuil Mariibau
Besennonk» P. Barumepa, «Tpu conera Ilerpapxkm» . Jlicta, «Cim coHeTiB
Mikenanmxkeno» b. bpirrena, «3umoBuii mwiax» @. [llybepra, «IlicHi mpo
nomepaux gitei» [. Manepa), abo B3arasii Be4OpU MPUCBSIYCHO TBOPUYOCTI OJHOTO
xommosutopa (P. Baruep, P. llITpayc, I. Mainep), sika mepeocMUCTIOETHCS CITIBAKOM
Ta TIOJAETHCS B HOBOMY EMOIIWHO-THTENEKTYalbHOMY KJIIO4i. 3 TOUKH 30Dy
JpaMaTyprii BUKOHAHHSI CIIBAKOM OyJIb-SIKOTO TBOPY a00 LHUKITY 3aBXKIW IUTICHI U

yCTpIMJIEHI 10 kamapcucy (CaMe Takow € SIKICTh (piHAJbHHUX IMiCEeHb a00 HOMEPIB



fioro migepaOeHiB).

2. ITpuxunvnicms 0o pegcucepcvkoeo meampy. W. KaypmanH moginse
NOTJISIIM HA JOMIHYBAHHS PEXKUCEPCHKOrOo Tearpy, MpO 110 HEOJAHOPa30BO
BiIMiuaB y iHTepB’r0. M xoua, 30KkpeMma, iHTepmperaris Paycra, SK mepcoHaxa
KOHIICTIN pi3HuXx peKucepiB, IIEHTPOBAHA OCOOUCTICHUM PO3YMIHHSM apTHCTOM
IIMOMH 1THOTO 00pa3y, BCE K TaKH y PI3HMX BHCTaBaX MOXHA IMOMITHUTH HOTO pi3HI
BIATIHKU (K1 3aJie)aTh came BiJl peKHCEPChKUX IHTeprpeTariii). Pexucepchkuit
THUIT MUCJICHHS B1JIOUBA€THCA W Y CTBOPEHHI KOHIIEPTHUX MPOTPaM.

3.Cknadena cucmema BOKANbHUX 3Ac00i8 GUPA3ZHOCMI, WO 00360JII0Mb
cnisakosi mooentosamu pizHi epani 06pazie. 1lo3HayeHO, 110 IHTEpIpETALisIM
1. KaypMaHHA NpUTAMaHHi: CGKOHOMisi BMKOHABCHKMX 3aco0iB, HPUXHIBHICTH
CHiBaka JI0 BEACHHS KaHTWIEHH, pOJIb PUTMIYHOI CKJIAJI0BOI Yy BOKAJIbHIM
NapTUTYpi, BMIHHS TIJCTPOIOBATH CBIM TOJOC y PI3HUX BOKAJIBHUX aHCaAMOJISX,
OnuCKy4e MmaHo Ta mezzo voce, SICKpaBiCTh forte, GUIIrpaHHICTb diminuendo TOMIO.
Jlo texcry (maprurypu) W.KaypMaHH CTaBUTbCS INAHOOIMBO, 3aBXKIHM
000B’SI3KOBO 3HA€ JIOPETO, HAKOIM HE J03BOJISIE COOl MepeOiIbllyBaTH B TUIAHI
aroriky, OMHAMIKM Tomio. Y BHKoHaHHi I. KayhMaHHa 3aBXIH IIpeBaIoOe
MacCKYJI1HHICTb.

Y BucHOBKax MiJICYMOBAaHO CIOCTEPEKEHHS HaJ CIIBaIlbKO-BUKOHABCHKUM
CTWJIEM MY3UKaHTa 4yepe3 MO3MIii: TeMOpy, BUKOHABCHKOI KYJIbTYpH (ITO€IHAHHS
HIMEIIBKOT Ta 1TAIIMCHKOT CIIBaIbKUX IIK1JT), BAKOHABCHKOT'O MHUCIJICHHIO (TIepeBara
IHTENIeKTyalli3My), BHUKOHABCHKOi MOETHKU (0COOJMBOCTI TeMmOpy, poOoTH 3
TEKCTOM, TEMIIOPUTM, arorika). Ha OCHOBI KOHCTaHTHHUX pHC IHTepIpeTarii
1. KaydMaHHa IpeCTaBICHO CITIBAKOM YHiBEPCATbHOTO THIIY.

KuarouoBi ciaoBa: QeHOMEHONOris BUKOHABCHKOI TBOPUYOCTi, (heHOMEH
0COOHCTOCTI, TBOPYICTH 158 Kaydmanna, cmiBalibkO-BUKOHABCHKUI  CTHJIb,

iHTepIpeTallisi, orepHa BUKOHABChKa TBOpUicTh, Liederabend.
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SUMMARY
Yan Haosyuan. The phenomenon of the singing-performing style of
J. Kaufmann. — Qualification scientific work on the rights of the manuscript.
Dissertation for acquiring a PhD degree on specialty 025 — Musical Art (branch of
knowledge 02 — Culture and Art). — Kharkiv I. P. Kotlyarevsky National
University of Arts, 2021. — Sumy State Pedagogical University named after
A.S. Makarenko. — Sumy, 2021.

The dissertation is devoted to the formulation of the main features of the
singing and performing style of J. Kaufmann from the point of view of the
phenomenological approach. The relevance of the topic also lies in the
development within the interpretology of the concept of the phenomenon of
personality. The scientific problems of the proposed research are stipulated by the
lack of a scientific description of the creative work of J. Kaufmann as the brightest
representative of modern vocal performance. The singer is at the peak of his career
and in his works there are opera roles and chamber programs compiled from the
compositions of almost all world classics, collaboration with outstanding
performers, directors, and conductors. The second aspect of the relevance of the
topic is to study the process of formation of performing (in particular, singing-
performing) style.

The research methodology is based on the theoretical substantiation of the
analysis of the performing style through the positions of the phenomenology of
creativity (research by E. Husserl, O.Losev, M. Arkadyev, G. Tsypin, and
T. Ivannikov). The application of a systematic approach led to the involvement of
the theory of the performing style (research by |I. Yergiyev, O. Katrych,
V. Medushevsky, V. Moskalenko, Y. Nikolayevska, O. Stakhevych, I. Sukhlenko,
and L. Shapovalova) in the perspective of the specifics of vocal creativity at the
present stage.

The material of the research is audio and video recordings of operas with the

participation of J. Kaufmann: «Condemnation of Faust» by G. Berlioz, «Fidelio»



by L.van Beethoven, «Carmen» by J.Bizet, «Lohengrin», «Valkyriey,
«Siegfried», «Parsifal» by R. Wagner, «La Traviata», «Troubadour», «Aida»,
«Don Carlos», «The Force of Fate», «Othello» by G. Verdi, «Faust» by S. Gino,
«Andre Chenier» by U. Giordano, «This is How Everyone Works» by
V. A. Mozart, «Nina» by G. Paisiello, «Bohemia», «Longing», «Girl from the
West» by G. Puccini, «Fiorabras» by F. Schubert; separate arias from operas by
G. Puccini, G. Donizetti, G. Verdi, R. Wagner, U. Giordano, and others (concert
performances, solo albums), operettas (J. Strauss), CDs of «Winter Road», «The
Miller’s Beautiful Wife» by F. Schubert, «Arias of Verismy», Arias from Mozart,
Schubert, Beethoven and Wagner (2009); Liederabends from songs by F. Schubert,
G. Mahler, R. Strauss, G. Wolf; also involved audio recordings of individual parts
and arias performed by L. Brownlee, P. Bechadi, Wang Chuanyue, and Shi Ite.

The scientific novelty of the obtained results is that in the dissertation for
the first time the singing-performing style is investigated from the point of view of
the phenomenological approach; we have formulated aspects of the study of the
phenomenology of personality through the positions of interpretology; the
periodization of J. Kaufmann's creative biography has been offered; the main
examples of J. Kaufmann's performance versions are analysed; we have formed a
stylistic system as a combination of stable and mobile features of expression and a
metasystem of singing and performing style of J. Kaufmann. As a result, his
creative work is presented as a phenomenon of musical art at the turn of the 20th-
21st centuries; from the point of view of the performance analysis and comparative
interpretology, the descriptions of the performance versions by J. Kaufmann,
L. Brownley, Shi Ite, P. Bechada, and VVan Chuanyue have been proposed.

Section 1 presents the theoretical aspects of the study. The generalization of
scientific literature devoted to the formation and development of European schools
has made it possible to outline the main features of the most famous ones, whose
representatives now dominate the world stage, and to identify the features of
globalization inherent in modern creative processes. The following latest trends in

vocal performance at the turn of the 20th-21st centuries have been formulated:



demarcation of borders, mixing the traditions of vocal schools, the presence of
several representatives of different schools simultaneously within the performance.

There are three components of the singing style which have been defined. The
first is related to the general phenomenon of style, the second — to the process of
performance and the third — to the specifics of vocal performance. Thus, the
musical style (component 1) is an expression of the peculiarities of musical
thinking, and musical compositions are the product of «dialogue» and
communication between the performer and the composer (in the words of V.
Medushevsky). In this sense, the status of the performer, who, in fact, is the creator
of the interpretation, is strengthened. For the theory of performing style
(component 2) it is important to remember V. Kholopova’s definition that style is
an «introvert category» and the concept of «creative personality style» (S. Shyp),
«musical creativity style» (V. Moskalenko), «type of creative personality»
(M. Lieberman), «archetype of a musician» (O. Katrych), which are aimed at
individual characteristics, but in the perspective of the formation of universal
features. The thinking of the performer-vocalist (component 3) is focused on the
vocal-acting embodiment and reincarnation with the help of the voice as an
instrument of what is laid down by the composer in the text of the composition,
based on his/her own creative thinking and personality type. Thus, the definition
has been proposed: the singing and performing style is 1) the integrity of the
highest level, which determines the phenomenon of the artist's personality; 2) the
type of music playing, based on the characteristics of the timbre colour of the voice
(sound colours) and the formed vocal techniques that characterize its sound
(phonetics, rigor or improvisational freedom, expression, phrasing, rhythmics,
etc.).

Section 2 proves that Kaufmann's singing and performing style is a system of
interconnected stable and mobile components.

On the basis of journalistic research, interviews and materials of the
autobiographical book the periodization of J. Kaufmann's creativity has been

offered: the first stage — mastering the schools of singing (German and Italian),



search of own manner; the second stage — the beginning of his career and early
style (1998-2006) — characterizes the existence of a large number of roles of
different genres, acquaintance with prominent directors and conductors who
influenced the formation of the artist (A. Pappano, M. Krushey); the third stage —
take-off and recognition (since 2006 — the debut of Alfred's part in J. Verdi's «La
Traviata», performance of the Metropolitan Opera) and recognition — is
characterized by the formation of conceptual Liederabends programs, recordings of
operas, concerts, performances with prominent singers, work with outstanding
directors, which allows us to realize the integrity of his performance style and
highlight the phenomenal features of his creative work.

Based on the guidelines of the phenomenology of creativity (G. Tsypin,
I. Yergiyev, T. Ivannikov) and various interpretative versions of J. Kaufmann, the
following components of his singing style have been formulated.

1. Intellectualism, conceptuality of the idea and «cyclicalityy of the
embodiment — the parameter that is manifested in the singer's interpretation of the
image of Faust in different interpretations (1999 — opera by F. Busoni, 2002, 2005,
2011, 2012, 2015 — dramatic legend by G. Berlioz and opera by S. Gounod, 2011 —
symphony by F. Liszt). Moreover, the basis of the singer's interpretations in the
compositions by S. Gounod, F. Busoni, G. Berlioz is the German tradition of
interpreting the image of Faust and, in particular, Goethe's poem), which forms the
integrity of the singer's interpretative concept.

It has been pointed out that J. Kaufmann always chooses complex programs
(chamber cycles by R.Wagner, R. Strauss, G. Mahler) for the formation of
Liederabends, and the programs are dominated by song cycles «Five Songs on
Matilda Wesendonk's Poems» by R. Wagner, «Three Sonnets of Petrarch» by
F. Liszt, «Seven Sonnets of Michelangelo» by B. Britten, «Winter Road» by
F. Schubert, «Songs about the Dead Children» by G. Mahler), or evenings are even
dedicated to the creative work of one composer (R.Wagner, R. Strauss,
G. Mahler), which is reinterpreted by the singer and presented in a new emotional

and intellectual key. From the point of view of drama, the singer's performance of



any composition or cycle is always integral and aimed at catharsis (this is the
quality of the final songs or numbers of his Liederabends).

2. Commitment to the director’s theatre. J. Kaufmann shares the views on the
dominance of the director’s theatre in the modern world, which he repeatedly noted
in the interviews. And although, in particular, the interpretation of Faust as a
character of the concepts of different directors is centred by the artist's personal
understanding of the depths of this image, still in different performances one can
see its different shades (which depend on the director's interpretations). The
director's type of thinking is also reflected in the creation of concert programs.

3. Composite system of vocal expression means that allow the singer to model
different facets of images. It is noted that J. Kaufmann's interpretations are
characterized by: economy of performing means, commitment of the singer to the
cantilena, the role of the rhythmic component in the vocal score, the ability to
adjust his voice in different vocal ensembles, brilliant piano and mezzo voce,
brightness of forte, filigree of diminuendo and more. J. Kaufmann treats the text
(score) with respect, always knows the libretto, he never allows himself to
exaggerate in terms of agogics, dynamics, etc.). In Kaufmann's performance,
masculinity always prevails.

The Conclusions summarize the observation of the musician's singing and
performing style through the positions of: timbre, performing culture (combination
of German and lItalian singing schools), performing thinking (predominance of
intellectualism), performing poetics (features of timbre, work with text, tempo-
rhythm, agogics). On the basis of constant features of interpretation J. Kaufmann is
represented as a singer of the universal type.

Key words: phenomenology of creativity, phenomenon of personality,
creativity of J. Kaufmann, performing-singing style, interpretation, opera
performance, Liederabend.
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