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The problem of interpretation in musical art is one of the central issues in
contemporary music-pedagogical discourse. Its comprehension requires the
integration of philosophical, aesthetic, and practical approaches, since interpretation
encompasses not only the analytical understanding of a musical text but also its
creative realization.

V. Rehrut reveals the phenomenon of interpretation “as an element of
everyday language that denotes subjective ways of considering problematic
statements or facts”; “as a form of artistic presentation of meaning, similar to musical
performance, which presupposes a high degree of individuality”; and “as a procedure
of correlating symbols with certain spheres of meaning within a formal system”

(PerpyrT, 2024, p. 182).
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According to S. Shyp, the interpretation of a musical text is “a complex
cognitive act represented in three phases: (1) the perception of the musical text; (2)
the comprehension of its content; (3) verbal explanation or sound realization, or
another way of expressing understanding through symbolic means of
communication” (IIum, 2023, p. 23).

V. Revenchuk emphasizes that “the interpretation of a musical work is a
complex process based on the synthesis of: (a) knowledge of the historical era; (b)
knowledge of the composer; (¢) knowledge of stylistic, genre, textural, and technical
features of the work™ (PeBenuyk, 2017, p. 166).

Thus, interpretation appears not merely as a performance act but as a
multidimensional phenomenon that wunites intellectual, emotional, and
communicative spheres. This approach makes it possible to proceed to the
consideration of interpretative culture as such.

Interpretative culture is a key component in the professional training of future
piano teachers. Modern art education goes beyond the development of technical
mastery, focusing instead on the ability to deeply understand, conceptualize, and
convey the artistic content of a musical work. As Xin Lu (2021) notes, the
performance process becomes more complex through the performer’s editorial
intervention - the compositional layer is enriched by performative interpretation,
forming a kind of “double interpretation” (p. 37).

For a future piano teacher, interpretative culture performs a dual function: on
the one hand, it ensures a high level of performance competence; on the other, it
activates the pedagogical ability to transmit this experience to students. The teacher
becomes a mediator between the composer’s intention and the student’s performing
consciousness, helping them to develop their own artistic vision, analytical thinking,
and intonational-imaginative sensitivity.

Contemporary piano pedagogy is oriented toward the synergy of practical,
analytical, and reflective strategies. It involves the systematic analysis of works from
various styles and eras, the development of musical memory, artistic imagination,
technical mastery, and expressive artistry. Particular attention is given to the
formation of verbal competence, which enables the future teacher to transform their
personal understanding of a musical work into the student’s educational experience.

Hence, interpretative culture represents a complex integrative formation that
implies the individual’s ability to deeply comprehend and adequately interpret
musical works, express a personal artistic attitude toward them, and pedagogically
convey both musical and verbal interpretations in an artistically expressive way.
Therefore, the development of interpretative culture is an essential condition for the
professional formation of future piano teachers.
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Effective interaction between a conductor and a choir is impossible without a
clear understanding and shared use of unified “language” and “symbolic” codes by
all participants, as well as readiness for reciprocal feedback. According to
O. Lesnyk, the complex of artistic and speech skills of a conductor includes the
ability to communicate and express ideas, persuade, use nonverbal means of
transmitting artistic information (manual-technological, compensatory), engage in
dialogue or polylogue within an interpretive context, and convey artistic
performance through one’s own embodiment, applying pedagogical acting potential,
character, expressiveness, and emotional energy (Jlecauk, 2019, c. 193—-194).

Thus, professional communication of a conductor involves the synchronized
use of verbal and nonverbal means that together form an integrated process of artistic
performance interaction. Nonverbal communication encompasses gestures, facial
expressions, and body language. Gestures - involving the movement of hands,
wrists, and elbows - may be both coordinated and independent, extending beyond
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