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INTERPRETATIVE STRATEGIES IN CONTEMPORARY CHORAL 

CONDUCTING: THE EXPERIENCE OF THE PRC 
 
Abstract. The article explores interpretative strategies in contemporary choral 

conducting within the context of changing artistic and cultural paradigms. It 
examines two principal performance approaches - personalized performance and 
Historically Informed Performance (HIP). The study reveals that personalized 
performance emphasizes individual creative expression and subjective 
reinterpretation of the musical text, whereas HIP seeks to reconstruct historical 
performance practices based on period sources and authentic instruments. Special 
attention is given to the phenomenon of Chinese choral art, which synthesizes 
European academic traditions with national aesthetic principles. The findings 
highlight those modern conducting practices embody a multicultural dialogue, 
where interpretation becomes a form of artistic communication across diverse 
cultural systems. 

Keywords: interpretation, choral conducting, personalized performance, 
historically informed performance, HIP, artistic communication, Chinese choral art. 

 
ІНТЕРПРЕТАЦІЙНІ СТРАТЕГІЇ У СУЧАСНОМУ ХОРОВОМУ 

ДИРИГУВАННІ: ДОСВІД КНР 
Анотація. У статті розглянуто особливості інтерпретаційних стратегій у 

сучасному хоровому диригуванні в контексті змін художньо-культурних 
парадигм. Проаналізовано два основні типи виконавських підходів - 
персоніфіковане та історично поінформоване виконання (Historically Informed 
Performance, HIP). З’ясовано, що персоніфіковане виконання спрямоване на 
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творчу індивідуалізацію та суб’єктивне переосмислення музичного тексту, 
тоді як HIP прагне реконструювати виконавську практику минулих епох на 
основі історичних джерел і автентичних інструментів. Особливу увагу 
приділено феномену китайського хорового мистецтва, у якому поєднуються 
академічні європейські стандарти з національними естетичними традиціями. 
Висвітлено, що сучасне диригентське мистецтво набуває рис полікультурного 
діалогу, де інтерпретація виступає засобом комунікації між різними 
культурними системами. 

Ключові слова: інтерпретація, хорове диригування, персоніфіковане 
виконання, історично поінформоване виконання, HIP, художня комунікація, 
китайське хорове мистецтво. 

 
In the modern context, there is a growing interest in understanding the nature 

of creativity as one of the key forms of human self-realization. This is driven by the 
increasing complexity of interpreting works of art, which increasingly appear as 
intricate cultural codes requiring decoding. The art of the new era produces new 
systems of meaning that reflect shifts in paradigms of perception and call for new 
approaches to reading artistic texts. In this regard, traditional interpretative models 
in choral conducting no longer fully encompass the multidimensionality of 
contemporary artistic space and therefore undergo a certain rethinking. 

Modern musical practice demonstrates the coexistence of two diametrically 
opposed approaches to interpretation - personalized (personal performance) and 
impersonal performance. The first type of performance strategy is based on 
expressing the performer’s individual creative vision, which prevails over historical 
authenticity and accuracy. In this sense, the artistic result primarily possesses 
aesthetic and expressive value. Such performance often emerges as a unique artistic 
phenomenon characteristic of a particular cultural-historical period and may take the 
form of transcriptions, adaptations, or authorial editions that bear the imprint of the 
performer’s or composer’s personal style. 

Personalized performance is understood as a form of creative interpretation 
that can either diverge from the era of the work’s creation or coexist with it 
chronologically. In cases where the composer and the interpreter are contemporaries, 
the composer’s attitude toward the performer’s treatment of the work becomes 
crucial. Some composers, such as Valentyn Sylvestrov, emphasize the need to 
follow interpretative instructions precisely, leaving detailed remarks and 
explanations that restrict performative freedom to preserve the author’s original idea. 
In other cases, however, the composer’s position allows or even encourages 
expanding the semantic boundaries of the work through performative reflection - 
particularly when the piece is created for a specific artist or implies an individualized 
version. 

China occupies a special place in the global system of performance traditions. 
Its music-theatrical heritage, notably the genre of Peking opera (jingxi), integrates 
singing, instrumental accompaniment, acting, acrobatics, costume art, and 
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scenography into a holistic syncretic spectacle. The orchestral structure is divided 
into a martial percussion group (wuchang), used in battle scenes; melodic wind 
instruments (suona); and stringed lutes and fiddles (wenchang, especially jinghu), 
which produce a heterophonic texture with the vocal line. The vocal styles of 
Chinese opera may seem unnatural to Western listeners but contain expressive 
means comparable to the experimental techniques of twentieth-century avant-garde 
composers. 

Thus, the diversity of performance schools, manners, and styles is determined 
both by the performer’s psychological traits (temperament, creativity, type of 
thinking) and by the influence of the sociocultural environment that shapes artistic 
taste. Within the personalized approach, music sometimes becomes a space for self-
expression, a demonstration of virtuosity and mastery, while in other cases - a means 
of deep dialogue with the text aimed at conveying its semantic structure with utmost 
precision. 

The second key approach to musical interpretation is the concept of 
Historically Informed Performance (HIP), also known as authentic or original 
performance. This interpretative strategy involves reconstructing performance 
conditions that closely approximate the era of the work’s creation, taking into 
account the stylistic, technical, and aesthetic features of the time. The 
implementation of HIP relies on systematic study of historical sources - theoretical 
treatises, pedagogical manuals, critical notes, and other materials that document past 
performance practices. 

Musicological analysis of such evidence allows performers and researchers to 
approach the historical understanding of performance manners characteristic of the 
Middle Ages, Renaissance, Baroque, or Classical periods. 

A crucial milestone in the development of HIP was the introduction of sound 
recording technologies at the end of the nineteenth century, which enabled accurate 
documentation and analysis of performance traditions. Urtext editions serve as 
another essential tool for HIP practitioners, providing a starting point for 
interpretation grounded in historically appropriate stylistic practices. Since the 
second half of the twentieth century, historically informed performance has gained 
wide popularity in Western Europe, emerging as a reaction against the Romantic 
tradition of the nineteenth century. Initially focused on pre-Classical music, HIP 
methodology was later adapted for performing Romantic-era works as well. 

Thanks to HIP, there has been a large-scale revival of early music, including 
operatic productions that involve not only the reconstruction of sound but also 
historically informed approaches to acting, costume, and scenography. This 
interdisciplinary orientation requires close collaboration among performers, 
historians, musicologists, instrument makers, and sometimes stage directors. Yet, 
despite its widespread adoption, HIP remains a subject of scholarly debate. Critics 
point to objective limitations: the impossibility of fully reconstructing the sound of 
the past, the influence of contemporary aesthetic perceptions, and the cultural 
distance that distorts our understanding of historical styles. 
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Methodologically, HIP relies on two essential components: (1) reconstruction 
of performance techniques and stylistic norms of a given era (performance practice); 
and (2) the use of authentic or reconstructed instruments. Another significant aspect 
is the transformation of the receptive model: audiences of the twenty-first century 
increasingly expect not just a performance but an immersive historical experience. 
This perceptual shift is also actively studied within modern interpretology and music 
sociology. 

Within HIP practice, the process of reading and interpreting the score acquires 
particular importance. Although composers of the past often used notation symbols 
similar to modern ones, their semantic meanings could vary greatly depending on 
the era, genre, and performance context. In many cases, notation was incomplete or 
conventional. Moreover, differences in tuning systems, instrument temperaments, 
and ensemble configurations - often unnotated - complicate the reconstruction of 
authentic performance practices. 

The study of Chinese choral ensembles demonstrates the active development 
of interpretative strategies that combine European academic standards with 
conductors’ individual approaches adapted to national aesthetic thinking. Thus, the 
interpretation of European choral heritage within the Chinese context reveals the 
potential for intercultural dialogue in contemporary choral art. Interpretative 
strategies in modern choral conducting represent a multidimensional system of 
artistic and pedagogical activity in which every element - intonation, tempo, agogics, 
dynamics, timbre, articulation - becomes a means not only of musical expression but 
also of communication. A strategic approach to interpretation enables not merely the 
performance of a work but the creation of an artistic event in which the choir and 
the conductor act as co-creators of a unified artistic statement. 
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