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ARTISTIC AND PERFORMING ASPECTS OF PIANO WORKS
INTERPRETATION

Abstract

This article examines the phenomenon of piano work interpretation through
the lens of mastering artistic and expressive means. This process is accompanied by
the formation of artistic-imaginative representations that accumulate in memory and
become a factor in the development of artistic-imaginative thinking.

It is noted that the acquired mastery of artistic expressive means must be
flexible in nature and applied in accordance with the composer's artistic method and
style.

Keywords: interpretation, artistic image, artistic-imaginative representations,
artistic memory, means of artistic expression, piano training.

The performing training of future piano teachers is the main type of
professional training, permeating the entire cycle of study from the first to the fourth
year. It is comprehensive and includes both individual performance of works and
ensemble playing and accompanist activities. This is indicated by both the
educational-professional programs for specialty 025 Musical Art (by type of activity
— piano) and the dissertation research of A. Hrinchenko (2021), Yu Yan (2022), Li
Yue (2020), He Yin (2023), and others.

The dominant task of performing training, particularly piano playing, is the
higher music education student’s, the musician-pianist’s, ability to artistically and
imaginatively interpret piano works.

The interpretation of piano works is the process of objectification or
materialization of a work's sound based on understanding its image, main idea, and
mastering the means of its realization using the resources of the pianist’s artistic
technique.

The concept of the pianist’s artistic technique is recognized by world and
Ukrainian piano pedagogy. It is not just the ability to execute articulation, strokes,
agogics, intonation, and pedaling — it is the skill to apply them in accordance with
the composer’s style, image, and concept.

Every performer delves into the work's image and spends many hours
mastering its performance. In this process, performance skills are also polished.
Gradually, the performer achieves mastery of touch (tuse) and the sound-creating
will. This process is impossible without developed artistic-imaginative thinking.
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That 1s, thinking not in concepts, but in images and artistic means of their
embodiment in performance. In this context, means of musical expression become
attributes of artistic thinking. Therefore, in our study, we proceed from the fact that
artistic-performing interpretation requires not only stage-by-stage analysis
according to the rules of the hermeneutic circle, but also artistic-imaginative
thinking, the attributes of which are operational cognitive actions with the artistic
and technical attributes of piano performance. For example, work on the pedal is
accompanied by the search for the timbral colouring of the executed element of a
complete phrase, or a texture that emphasizes the artistry of the image being
performed. Other means of expression in piano performance are considered
similarly.

We have noted some studies devoted to specific types of these means, and the
corresponding skills for their application in the process of working on the artistic-
imaginative interpretation of piano works.

Specifically, the research by Li Yue (2018) examines the phenomenon of
artistic-semantic conceptions (artistic-semantic representations). The researcher
focuses exclusively on piano training. Regarding the interpretation of works, she
emphasizes the exclusively individual aspect of interpretation, pointing out that
while certain mandatory knowledge is important in interpretation, "...the tasks
performed in each creative case are different, generally individual" (Li Yue, p. 50).
We agree with the researcher's opinion and emphasize that it is precisely the artistic
aspect of interpretation that determines the performer's individuality. This can
manifest through such means of expression as agogics, expressiveness of intonation,
and articulation.

According to Li Yue, a crucial factor in quality interpretation is artistic-
semantic conceptions which "...are associated with cognitive-emotional acts of
artistic consciousness, apperception..." (Ibid., p. 75).

The foundation of such interpretation is artistic-imaginative thinking. It
develops gradually, but under the influence of certain factors, among which are
artistic-imaginative representations. The latter are "moulds" of experience that
accumulate in consciousness due to a special type of memory — memory for images,
which are accumulated and then influence consciousness during the interpretation
of a work similar in meaning, intonation, etc.

Li Yue writes that the formation of conceptions that arise based on formed
representations (manifestations of experience) is significantly influenced by the
process of artistic cognition itself, particularly regarding "...the composer's intent,
the idea, the artistic image, and the meaning of the work of art through semiotic and
hermeneutic analysis..." (Ibid., p. 78). This enables the student-performer to realize
conceptions regarding the traditional and authentic treatment of the work's image,
1.e., one that should be reflected in the performing interpretation, meaning "...stable
subjectively-significant conceptions about the standard sounding of a musical work"
(Ibid.).
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Yu Yan (2023) investigates the phenomenon of artistic-imaginative
representations specifically in relation to the process of performing interpretation of
piano works. The researcher took programmatic works with a title as a basis. Thus,
the process of memorizing the image is supported by the concrete image fixed in the
work's title. Its performance then allows the mastery of the means of expression
through which this image is revealed during interpretation.

Yu Yan points to the regulatory role of different perception modalities: visual,
mental, and even kinesthetic. It is through these that a diverse artistic-imaginative
conception of the work is created; that is, artistic-imaginative representations usually
accumulate and arise precisely in the projection of poly-artistry.

We are interested in the researcher's view that artistic-imaginative
representations appear on two planes: the primary, as a result of "primary
perception" of the image and "...individual reaction at the level of feelings,
emotions..." (Yu Yan, 2023, p. 77); the subsequent one is conscious, when a
conscious attitude towards the work, its means of expression, and the ability to
operate them is carried out, which forms "...the foundation of artistic thinking and
the corresponding professional intellect of the future specialist in the field of art
education, his artistic-mental experience" (Cited after Yu Yan, 2023, p. 7). It is at
this stage that the hermeneutic mission of artistic-imaginative representations arises.

It should be noted that the process of accumulating artistic-imaginative
representations and the skills to vocalize them, i.e., the mastery of artistic-expressive
means, must be carried out under the control of the instructor, but not exclusively.
A crucial stage in mastering performing interpretation in the artistic context is self-
control. This is thoroughly researched in A. Hrinchenko's dissertation (2021).
Similarly, attention should be paid to the ensemble aspect of interpretation, as it
becomes the result of the co-creation of all participants in the ensemble performance
(He Yin, 2024).

In our study, the artistic-imaginative resource of performing skills was
specifically defined and should be applied for the interpretation of W.A. Mozart's
sonatas. Among these, we consider: coordination of performance intonation with
vocal intonation; portrayal of musical instruments in accompanying parts to the
melody; transparency of pedaling; combining classical precision of metro-rhythm
with the "live" breathing of the phrase and the pianist's hand; polyphony of texture
alternating with transparency; contrast of transitions from light, harmonious to
dramatic.

The entire spectrum of the pianist-performer's artistic-imaginative resource
must be extrapolated into Mozart's special style, his lightness, pulsation, and contrast
of images.
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KOHIENT TIJIECHIOCTI B CEMAHTUYHINA KAPTHUHI
KUTAUCBKOI'O TAHIIO

Anomauyia. Y CTaTTi KOHUENTYyaJlbHE TI0JIE TUIECHOCTI OKPECJIEHO SIK
OaratomMipHUil aTpUOyYT JIOJMHU B TAHIIOBAJILHOMY MUCTEITBI, III0 IPYHTYETHCS HA
HUBIIl HayKOBUX MIJIXOJIIB, CEpPe] AKX HAWBKIIMBIIIMMU BU3HAYEHO 1CTOPUYHUN
Ta AaHTPOMOJOTIYHUN JuCKypcu. CeMaHTHKy TaHI OXapaKTEepU30BaHO SK
MUCTEITBO CTBOPEHHS CMUCJIIB 3a JIOMOMOTOIO TUTACTUKH TiJIa, KOJIA TaHITIOBAJIbHI
pYXH, )KECTU Ta MO3MU IMEePelaroTh MOBIIOMICHHS 3ac00aMM TLIECHOT BUPA3HOCTI.
[TokazaHo, 0 CEMAHTUYHY KApTHUHY KUTAHCHKOTO TAHLIIO CTBOPIOIOTh 3HAYEHHS
KOHKPETHHMX TIJI€CHMX 3HaKiB. 30Kpema, HKHI PUTMIUHI pyXd IJIedel, Tami Ta
CTErOH, MOENHYIOYHCH 3 TPALIO3HUMH pyXaMU Bisijla, eperaoyu O0amaHCc CUITU Ta
M’SIKOCTI, CTBOPIOIOTH  CYYacHy IHTEpIPETalil0 CEMaHTUYHOI  KapTHHU
CTapOJaBHbOI KUTAUCHKO1 KYJIbTYPH.

Kniwwuosi cnosa: KOHUENT, TUIECHICTh, CEMaHTUYHA KapTHHA, KIACHYHUN
KUTaWCHKHUH TaHEIb, BISJIO.
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