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The article examines the imagological approach as a conceptual and methodological basis
for musical interpretation, focusing on the intentional activation of imagination to address
problems related to the concretization of a musical work’s artistic and imagistic plane in the
musical and performative process. The aim of the article is to define the main functions of the
imagological approach that enable it to provide such a basis, and to specify the features that
determine its musical-pedagogical potential. An analysis of studies addressing interpretation
as a space for investigating and understanding artistic meanings confirms the functional role
of imagination as a key resource that, when intentionally activated, allows performers to ana-
lyze the artistic and figurative content of a musical work, transform and vary representations of
artistic images in order to create an artistic narrative, and select musical means of expression
for its interpretive realization (Cook, 2013; Bachelard, 1960). The functional analysis identi-
fies two principal functions of the imagological approach: (1) mental-imaginative mediation,
whose implementation contributes to transforming an understanding of the artistic meaning
of musical signs into multimodal mental representations (auditory, kinesthetic, emotional),
which in turn become the basis for choosing interpretive solutions and performance tech-
niques (Zatorre & Halpern, 2005; Keller, 2012); and (2) narrative structuring of the artistic
and imagistic plane of a musical work, whose action aims to construct musical interpretation
as a space of interaction among images within a sequence of artistic events (Almén, 2003).
The findings reveal the musical-pedagogical potential of the imagological approach, which
can serve as a basis for developing skills that enable the targeted activation of imagination in
order to create internal representations of the artistic image, as well as abilities to ensure the
artistic integrity and expressivity of interpretation and to create a pedagogical interpretation of
a musical work as an artistic narrative. Future research should specify how the imagological
approach can provide a basis for interpreting musical works of different styles, drawing on
diverse interpretive traditions.
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Introduction. Questions related to the interpretation
and artistic realization of the content of a musical work

the signs of the score, the performer forms a coherent
internal representation of the work, combining the

remain at the center of attention of art theory (Cook,
2013; LWwun, 2024) and music educators (Gullaer et
al., 2006). This is due to the fundamental role of these
processes in artistic communication (Bilova et al.,
2020), within the context of the creative transformation
of the imagistic plane of the musical text into an auditory
narrative (AlImén, 2003), that is, a succession of musical
events identified as carriers of a certain meaning (Meyer,
2024). This transformation is studied as a process of
semiosis, in which musical performance interpretation
is aimed at creating signs focused on embodying the
imaginative plan of the musical work, the perception of
which can contribute to understanding its artistic content
(Atkin, 2023; Nattiez, 1990).

Thus, an important goal and meaning of musical
performance can be considered the embodiment
of an artistic image based on an understanding of
musical symbols — graphic (which make up notation)
and referential, which connect a musical work with
the cultural horizons of the composer and performers
(Gadamer, 2013).

Imagination plays a special role in this process,
as it is precisely its functioning that makes it possible
to establish a connection between the understanding
of the musical text and its sound embodiment in
interpretation (Zatorre & Halpern, 2005). By studying
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perception of form, emotional content, and cultural
context (Cook, 2013). Through the intentional creative
work of imagination, this internal representation
stabilizes as an artistic image, that is, a sensory
configuration integrating auditory perception with
visual, kinesthetic, and abstract representations
grounded in experience. The identified artistic images
then become a conceptual reference point for further
interpretive work, which consists in examining the
images, highlighting the links between them and the
signs of their development on the basis of analysis of
musical language, and guiding the search for musical
means of expression capable of embodying the
identified artistic meanings (Carvalho, 2001).

Thus, by engaging creative imagination, the
performer recreates, on the basis of analysis of the
author’s text and its cultural and aesthetic connotations
(Nattiez, 1990), an artistic image that in turn serves as
an object for the production of a new sign in musical
interpretation. In this way, active creative imagination
allows interpretive and performative work to become a
creative process, when the musician, without limiting
themselves to the sole intention of transmitting the
meanings intended by the author, integrates their
own understanding and their own meanings into their
interpretation (Gadamer, 2013).
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It is appropriate to examine this process from
the perspective of imagology (Wunenburger, 2012),
a field within cultural inquiry that studies images,
particularly the features of their transformation in
different cultural contexts. In turn, the imagological
approach makes it possible to study the processes
by which artistic images are formed, function, and
are transformed, including within interpretation, at the
moment when the cultural horizons of the composer
and the performer are brought into relation (Gadamer,
2013).

Understanding the processes by which artistic
images are formed and transformed through the
activity of imagination is also supported by reference
to Bachelard’'s concept (1960), according to which
one of the main characteristics of the artistic image is
its variability, as a potential to generate new images
(Bachelard, 1960). The principal condition for realizing
this potential is the action of imagination: through
associations, attributions, and subjective analyses,
imagination adds additional meanings to the initial
image, relating it to new contexts, which leads to a
transformation of the image and generates a series of
derived images (Wunenburger, 2012).

In doing so, Bachelard not only examines
imagination as such, but also emphasizes the
need for the performer to be in a certain state of
intentional creative “reverie,” in which internal mental
representations actively form new connections,
enriching and mutually transforming one another
(Bachelard, 1960).

Thus, from the standpoint of the imagological
approach, the perception, analysis, and generation of
artistic images are processes that require intentional
actions on the part of the performer, in particular the
use of mental techniques such as self-adjustment
(auditory and motor imagery), self-monitoring,
self-evaluation, and self-correction (Gullaer et al.,
2006). This feature determines the potential of the
imagological approach in music pedagogy, as a
methodological basis for forming the ability of future
musicians to understand and embody artistic images
in the interpretation of musical works (Gullaer et al.,
2006).

Literature review. When examining the specific
features of the imagological approach in the context
of art history, it is first necessary to determine the
conditions under which its application is appropriate for
addressing problems of musical interpretation (Cook,
2013). Among these conditions, the most important is
the recognition that the artistic and imagistic plane of
a performed musical work is not produced solely by
the concretization of the composer’s intention as fixed
in notation. In their attempt to broaden the analysis
of artistic meaning-making beyond the author’s text,
art historians conclude that “the relationship between
writing and performance or listening can never be
direct and <...> meaning is contextual and historically
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contingent” (Cook, 2013, p. 286). At the same time,
in musical art, beyond the multiplicity of contexts
embodied in the artistic sign, the meaning “created
in the act of performance” (Cook, 2013, p. 1), that is,
interpretation and the act of execution, constitutes
a space in which the artistic image is formed as a
result of the performer’s mental understanding of the
text, the understanding of the multiple meanings of
its artistic signs, and their consequent embodiment
in performance (Cook, 2013, p. 286). Thus, the
performer’s mental representations of artistic events,
grounded in subjective perception (Schaefer, 2015)
and prior experience of artistic communication (Cook,
2013; Schaefer, 2015), become a significant object of
musicological inquiry.

The study of the role of subjective understanding
in interpretation justifies recourse to hermeneutics,
which provides a conceptual basis for examining
understanding as a process in which the performer
relates artistic signs to personal history and
the current cultural environment. In Gadamer’s
framework, this process is described as a fusion of
horizons (Horizontverschmelzung) between author
and interpreter, within which the act of application
(Anwendung) takes place, that is, a form of mental
“carrying-over” of cultural codes and meanings
identified in relation to the interpreter’s cultural horizon
in order to understand them (Gadamer, 2013; Malpas,
2025).

The importance of understanding, and of the
corresponding formation of the performer’s mental
representations, supports the relevance of examining
the main stages of the interpretive process from
the perspective of the imagological approach. It
is noteworthy that even at the stage of analyzing
interpretive traditions, it is precisely understanding,
formed with the participation of imagination, that
enables the cultural translation required for the
rapprochement of horizons. From a hermeneutic
perspective, this is due to the perception of interpretive
tradition as a cultural system of reference points
encompassing conventions and stylistic markers,
yet not determining the choice of artistic means of
expression. Between these reference points and
concrete execution, interpretive tasks remain that can
be accomplished only on the basis of understanding
(in the hermeneutic sense) and by activating
imagination in order to grasp and embody the artistic
image (Malpas, 2025).

Accordingly, the performer relies on understanding
and rethinking cultural contexts and interpretative
traditions in order to find artistic signs that convey
the author’s intention and, at the same time, embody
the meanings comprehended by the performer in
the process of interpretative analysis (LUun, 2024).
However, thanks to the intentional activation of
creative imagination, artistic meanings can become
perceptible and traceable over time, thus forming a
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coherent story — a musical narrative (Almén, 2003).

Art theorists view the process of creating a musical
narrative as a reinterpretation of the elements of
musical language through the representation of
their development and artistic interaction in time as
a sequence of events (Almén, 2003). Therefore, in
this process, the imagological approach becomes
particularly important, because due to the absence
of a verbal component, the perception of the musical
flow as a sequence of events is mediated by the work
of the imagination.

However, studies devoted to cultural translation
and narrativity (Almén, 2003) describe problems of
mediation and cultural understanding, but they do
not examine the key process by which a performer
can transform understanding into a sonic artistic
image. This process should be examined in light of
Bachelard’s conception (1960), in which imagination
is analyzed as the capacity to transform images
consciously. In other words, imagination in the
interpretation of a work of art is not chaotic: it is a
resource that enables an artistic image to be brought
to life, provided that an appropriate method is used
(for example, the technique of intentional reverie), in
order to understand the meaning and the dynamics of
interaction among artistic images (Bachelard, 1960).

This is confirmed by studies of the functioning of
musical imagery and purposeful mental practices in
musical performance. In particular, the study of musical
images demonstrates that purposeful activation
of imagination directly influences the formation of
musicians’ internal auditory representations (Zatorre
& Halpern, 2005).

Thus, purposefully activating the imagination to
analyze, transform and embody artistic images in
musical performance is a way of mediating between
understanding and interpretative-performative action.
The fact that such activation is a capacity that can
be developed (Brown & Palmer, 2013; Meng &
Luck, 2024; PebpoBa, 2023) underpins the musical-
pedagogical potential of the imagological approach.
At the same time, research in music education
emphasizes that activating imagination in teaching
and working with images requires specific adaptation,
including attention to the performer’s level of
preparation, emotional and perceptual characteristics,
and the understanding that imagination is a complex
mechanism that develops and whose features evolve
in synergy with the formation and development of
musical and interpretive skills (Gullaer et al., 2006;
Pe6posa, 2023).

Purpose of the article. The purpose of this article
is to define the main functions of the imagological
approach that determine its ability to provide a
conceptual and methodological basis for interpretation
in the context of understanding and embodiment in
the performance the artistic-imaginative plan of a
musical work, as well as to clarify the characteristics
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that determine the musical-pedagogical potential of
this approach.

Research methods. The study is grounded in the
imagological approach, which allows us to consider
the artistic image as a dynamic phenomenon that is
formed and undergoes transformations thanks to the
purposeful activation of the imagination (Bachelard,
1960; Wunenburger, 2012). In order to determine the
functions of the imagological approach, in particular,
to study its musical-pedagogical potential, the method
of functional analysis is used. In conjunction with
theoretical analysis of art history and music education
research, this method allows us to identify and
systematize the relevant functions by revealing the
possibilities of the imagological approach to provide
the basis for the interpretative and performative
process, in particular, in the context of promoting the
creative comprehension of the artistic images of a
work and the search for appropriate means of their
embodiment in performance.

For each of the functions, art theory and music-
pedagogical contexts of implementation are defined.
At the same time, the art theory context provides
the basis for understanding artistic processes, the
peculiarities of the formation and transformation of
artistic images, as well as the conditions for ensuring
the authenticity of interpretation based on such
understanding (Cook, 2013; Malpas, 2025).

In turn, the music-pedagogical context is
responsible for orienting the functions towards
the formation of the skills necessary to fulfil such
conditions through the use of appropriate methods
and techniques, such as the practice of mental
construction of audiovisual images for building an
interpretative concept, controlled use of images in
musical performance, etc. (Gullaer et al., 2006; Keller,
2012; Zatorre & Halpern, 2005).

Results and discussion. To achieve the aim of
the study, we employed functional analysis, which
made it possible to identify the important role of
two main functions of the imagological approach in
musical interpretation (Jabareen, 2009).

First, the function of mental-imaginative mediation
between understanding and interpretive/performance
action. The main purpose of this function is the
formation of internal imaginal representations
(in particular auditory and motor representations
associated with emotions, as well as visual images)
that the performer intentionally constructs during
artistic analysis, transforms, and accepts as an artistic
object to be embodied in sound through the selection
of appropriate means of musical expression (Cook,
2013; Keller, 2012; Zatorre & Halpern, 2005).

In order to understand the mechanism of
implementation of this function, it is necessary to
clarify the essence of the phenomenon of mental
representations. In  cognitive  theory, mental
representations are treated as intentional experiences
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that refer to an object in its absence and can undergo
targeted manipulations by the subject (they can be
maintained, compared, enriched, transformed) (Pitt,
2022). Amusician’s mental representations are internal
(often multimodal: auditory, kinesthetic, emotional)
experiences that enable the performer to anticipate and
guide performance (Zatorre & Halpern, 2005). Among
the functions of mental representations in musical
performance, ensuring the functioning of working
memory, calculating the trajectory and strength of
movements are often considered (Keller, 2012).

Within mental representations, it is useful to
distinguish those that directly support the control and
prediction of performance (audio-kinesthetic) from
those that form an artistic image, i.e., a configuration
of meanings and affects that orients interpretation. In
the context of the imagological approach, the analysis
focuses on mental representations of the artistic
image, understood as multimodal experiences that
relate musical/sonic phenomena to meanings that
exist beyond the space of the musical text (stylistic
and cultural references, historical and social contexts,
etc.) (Cook, 2013).

The implementation of mental-imaginative
mediation in this process is manifested in the
performer’s intention to identify within the musical
fabric features of form, intonation, meter, etc. that
connect the work to extra-musical phenomena and
contexts (cultural, emotional), thereby actualizing
meanings that are significant for the performer (Cook,
2013). This understanding is transformed into internal
imaginal representations (auditory, kinesthetic, artistic,
emotional) that become the basis for interpretive
decisions and the selection of specific performance
parameters (Zatorre & Halpern, 2005; Keller, 2012).

In turn, the imagological approach provides
both (a) a conceptual basis for understanding this
mediation and (b) an orientation toward activating the
performer’s intention to identify features of musical
language, seek extra-textual connections, and work
with meanings for the formation, transformation,
and enrichment of artistic images (Bachelard, 1960;
Wunenburger, 2012). This orientation determines the
musical-pedagogical potential of the imagological
approach, namely its capacity to provide a
methodological basis for fostering such an intention
in future musicians and transforming it into an ability
to form, vary, and stabilize internal images in relation
to features of musical language and corresponding
interpretive decisions (Gullaer et al., 2006; Keller,
2012; Zatorre & Halpern, 2005).

Next, we will consider the function of narrative
structuring of the artistic-imaginative plan of a musical
work. The main focus of this function is to ensure the
creation of a palette of artistic images that interact
with each other and to organize this interaction as a
sequence of events that are perceived and interpreted
as a coherent narrative (Almén, 2003).

To understand the mechanism through which this
function is realized, it is necessary to characteristics
of the performer’s actions in the process of
interpretation that allows musical expressions to be
organized as a sequence of artistic events. First, the
performer segments the musical flow by identifying
key elements (formal components, articulatory
constructions, changes in texture, register, dynamics,
etc.) and determines their roles in the creation of a
narrative (introduction, presentation of images, their
conflict, resolution, etc.) (Almén, 2003). Among these
elements, whole and recognizable musical constructs,
such as themes and leitmotifs, are identified in their
artistic interaction. Such constructs function as
recognizable ‘carriers’ of artistic images, capable of
embodying ideas about characters, abstract forces
(such as the theme of love in Liszt's Préludes) and
even objects, natural phenomena and locations (such
as the leitmotifs of the ring, the spear, the Rhine,
Valhalla, etc. in Wagner’s Der Ring des Nibelungen).

The leitmotiftheme may be understood as a
musical idea sufficiently stable in its fundamental
characteristics to preserve its identity and its strong link
to a particular image, despite modifications introduced
in different parts of the work. Such modifications
(e.g., rhythmic organization, harmonic plan, register
disposition) contribute to an impression of character
development. Because of its recognizability, a
leitmotif embodying an image of a character, object,
or place can also interact with other themes, creating
an impression of event development or indicating
narrative and semantic connections (Almén, 2003),
for example, like the theme of Rheine, based on the
leitmotif of nature (or genesis) in Wagner’s ‘Ring of
the Nibelung'.

A thematic development of this kind, in which
recognizable themes are transformed, enables the
construction of a musical narrative provided that
intentional imagination is involved. Close analysis
of musical language supports the formation of
associations between musical events and extra-
musical meanings through affective and aesthetic
experience (Juslin, 2013).

Intentional activation of imagination also
contributes to self-regulation and self-correction
during performance, for example, through internal
‘playing’ of possible versions of artistic events to select
the characteristics of musical expression that best
correspond to the goal of revealing the context of the
work and embodying the artistic image (Bachelard,
1960; Wunenburger, 2012). This orientation
determines the musical-pedagogical potential of the
approach, in particular its capacity to contribute to the
development of key competences in future musicians
and educators, ensuring the ability to:

— construct and maintain temporal coherence
of interpretation  (segmenting, hierarchizing,
articulating artistic events) (Almén, 2003);
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— demonstrate interpretive flexibility by using
imagination to transform and vary artistic images
(Bachelard, 1960; Wunenburger, 2012);

— anticipate and regulate interpretation in
accordance with an interpretive concept through
targeted activation of mental representations (Keller,
2012);

— verbalize and explain to students, in an image-
oriented way, the logic of interpretive development,
thereby shaping their understanding of music’s artistic
language (Gullaer et al., 2006).

Thus, two main functions of the imagological
approach were identified: (1) mental-imaginative
mediation between understanding of the work’s
artistic  meanings and interpretive/performance
action, and (2) narrative structuring of the artistic
and imagistic plane of a musical work. The first
function concerns the formation and transformation
of mental representations of the artistic image, often
characterized by multimodality (integrating auditory,
kinesthetic, and emotional experience), which shapes
key artistic and interpretive decisions (Cook, 2013;
Zatorre & Halpern, 2005; Keller, 2012). The second
function concerns the organization of musical flow
as a succession of artistic events by interpreting
elements of musical language as embodying images
whose interaction over time can be understood as
narrative development (Almén, 2003).

These functions are presented as the most relevant
based on the theoretical corpus mobilized: musical
interpretation as performance and meaning-making
(Cook, 2013); hermeneutics of understanding (Malpas,
2025); theories of imagination and image dynamics
(Bachelard, 1960; Wunenburger, 2012); musical
narratology (Almén, 2003); mental representations in
musical interpretation (Pitt, 2022; Zatorre & Halpern,
2005; Keller, 2012); and the activation of imagination
in music education (Gullaer et al., 2006). It is
assumed that further research on the conceptual and
methodological foundations of musical interpretation
will make it possible to identify, specify, and classify
additional functions of the imagological approach.

Conclusions. The significance of this study lies
in the fundamental role of embodying the artistic and
imaginal content of a musical work in performance.
Viewing interpretation as a space in which artistic
meanings are embodied implies examining the role
of imagination in this process as a resource that
enables the performer to identify and reconstruct the
imaginal content immanent to the score, to transform
and vary the characteristics of artistic images in
order to build a coherent artistic narrative, and to
determine the means of musical expression capable
of realizing the resulting interpretive concept (Cook,
2013; Almén, 2003). In this context, the imagological
approach provides a conceptual and methodological
basis for analyzing the artistic image as a dynamic
phenomenon, formed and transformed through the
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intentional activation of imagination (Bachelard, 1960;
Wunenburger, 2012).

The aim of the study was to identify the main
functions of the imagological approach that enable it to
serve as a conceptual and methodological foundation
for interpretation in the context of identifying and
understanding the artistic and imaginal plane of a
musical work, and to specify the characteristics that
determine the musical-pedagogical potential of this
approach.

A theoretical analysis of relevant studies made it
possible to distinguish two principal functions. First,
the function of mental-imaginative mediation, whose
implementation is associated with transforming the
understanding of the artistic and communicative
functions of musical signs into internal representations
(auditory, kinesthetic, emotional) that influence
interpretive decisions and the selection of performance
techniques (Zatorre & Halpern, 2005; Keller, 2012).
Second, the narrative structuring function organizes
the musical flow as a sequence of artistic events
(Almén, 2003).

The functional analysis further clarified the
orientation of the imagological approach, which
determines its musical-pedagogical potential by
providing a basis for developing:

— the ability to intentionally activate imagination to
create internal representations of the artistic image, to
use these representations to plan interpretive actions,
monitor and regulate performance, and produce
pedagogical explanations within educational practice;

— the ability to ensure the artistic integrity
and expressiveness of interpretation, in particular
by identifying and interpreting musical structures as
embodiments of the work’s artistic images, and by
anticipating and regulating performance in accordance
with an interpretive concept;

— the ability to develop a pedagogical interpretation
of a musical work as an artistic narrative by explicating
the logic of image development and its reflection in
musical language.

The present study does not provide an exhaustive
description of all functions of theimagological approach
in the context of analyzing musical interpretation and
training future musicians as performers and educators.
The functions identified reflect two principal research
directions in the relevant literature (mediation between
understanding and performance; the creation of
a musical narrative in interpretation). Additional
functions may be identified by further specifying
the possibilities of the imagological approach as a
foundation for interpreting works from different stylistic
contexts and within different performance traditions.
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CTaTtTs NOLMPIETLCA HAa YMOBaX NiLeH3il
BigkpuToro goctyny (CC BY 4.0)

Cmammio rpucssiyeHo OOC/IOXKEHHIO iMa20/102i4H020 MioXo0y 5K KOHYenmyasibHO-Memo-
00/102i4HOI OCHOBU IHMepnpemayii 8 KOHMeKemi akmusizayji ys8u 07151 BUPIWEHHS! 3a80aHb
YMifeHHs1 XyOOXHb0-06pa3HOo20 M/1aHy My3U4HO20 MBOpy B8 MepghopMamusHOMY MPOYECI.
Mema cmammi nosisizae y BU3Ha4YeHHi OCHOBHUX (BYHKUl iMa20/102i4H020 Midxody, wjo 0by-
MOB/IooMb (020 MOX/IUBOCMI 3abe3neyysamu O0CHOBY MYy3UYHOI iHmeprpemayii, a makox
B YMOYHEHHI Xapakmepucmuk, siki BU3Ha4Yarome (1020 My3U4HO-neda2o2iyHuli nomeHuyjai.
AHa/1i3 00C/lidxeHb, MPUCBAYEHUX BUBYEHHIO iIHMeprpemauyii sk mpocmopy nowyky ma ocsie-
HEHHS$1 XyOOXHIX CMUC/IB, MiOmBepous (hyHKUIOHasIbHy PO/b YsiBU SIK K/IOYOBO20 PECypcy,
wo 0ae 3mMoay, 3a yMoBuU ii iHmeHYioHa/IbHOI akmusisayji, aHasizysamu XyOoXHb0-06pa3Hul
3Micm My3U4HO20 MBOpPY, mpaHchopMysamu i Bapirosamu ysisfieHHs1 PO XyOOxHI 06pasu
3a0/151 cmBOpPeHHS XyO0XHb020 Hapamusy, dobupamu 3acobu My3u4HOI BUPa3HOCMI i BUKO-
HasCcbKo20 BMineHHs. lposedeHull hyHKYioHa/IbHUl aHasi3 0as 3Mo2y BU3HAYUMU OCHO-
BHI ¢hyHKYji ima2os102iyHo20 Midxody, IKUMU €: &) MeHmasibHo-0bpa3Ha Mediayjisi, Wo crpusie
r1epemsopPEeHHI0 PO3YMIHHSI XyO0XHL020 3MiCmy My3UYHUX 3HaKi8 y My/lbmuMoOasibHi (C/1y-

X08i, KiHeCmemudyHi, eMoyiliHi) MeHmasibHi pernpe3eHmayii, siki, y CBOK 4depey, cmaromb
OCHOBOK BUGOPY IHMeprnpemauyiliHux piweHb i BUKOHaBChbKUX rpuliomis; 6) HapamusHe
0GhOPM/IEHHS XyO0XHBO-00pa3HO20 M/1aHy, WO CrpAMOBaHe Ha CMpPyKMYypyBaHHSI BUKOHaB-
CbKOI Bepcii My3u4HO20 mBOopy sIK npocmopy B83aeMo0il 06pasis y nocai008HOCMI XyOOXHIX
nodid. Y pesynbmami 00C/KEHHS BUSIBIEHO My3U4HO-Meda202idHull momeHyiasa ima2osio-
2I4H020 ioxo0dy, 06ymos/eHull 020 MOXIUBOCMSAMU Ui/IECTIPSIMOBaHO akmusidysamu ysiBy
07151 2eHepayii BHymMpIWHIX ysigneHb npo XyOoxHili obpas, hopmysamu 30amHicmes My3u-
KaHma docsizamu XyOOXHbOI YiniCHOCMI ma BUpasHoCMi BUKOHaHHS, & makox cripusimu
CMBOPEHHI0 HapamusHoi nedaz2oeiyHoi iHmepnpemayii My3u4Ho2o msopy. [lepcriekmusa
rooasibWux 00CAIOKeHb Mossi2ae y KoHkpemu3auyii Mox/iusocmeli iMa2o/102i4H020 Midxody
3abesrneyysamu OCHOBY IHMeprpemayii My3u4HUX mBopis Pi3HUX CMUJIB, 3 OMOPOK Ha PI3HI
iHmepnpemayitiHi mpaduyji.

Knroyosi cnosa: mucmeymso3Hascmso, XyOOXHil obpas, imazonoaiyHuli nioxio, My3uyHe
BUKOHaHHS, iHmepnpemayis, ysisa, MeHmasbHa penpe3eHmayisi, My3uyHul Hapamus,
My3uy4Ha rnedazozika, 2epMeHeBmuKa.
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