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ON THE PROBLEM OF THE INTERPRETIVE-PERFORMING PROCESS OF THE MUSICIAN-
PIANIST

Formulation and justification of the
relevance of the problem. Today's educational
process is set up to specify the acquired
knowledge, skills, abilities and their functional
focus on the result of professional activity. The
music industry is no exception. The professional
development of the future musician depends not
only on the factors of the educational process, but
also on the individual abilities of the applicant,
namely, the ability to mental activity, musical and
auditory perceptions and self-control. For the
future teacher-pianist, the formation of these
skills allows you to independently and creatively
develop musical works, thus realizing their
musical and mental potential in their own
professional activities.

The problem of the phenomenon of
«thinkig» 1is covered in scientific works on
philosophy, psychology, pedagogy; musical
thinking is a priori in music psychology and
pedagogy, musicology, performance.

Analysis of recent research and
publications. The analysis of the scientific
literature testifies to a thorough study of the
concept of «musical thinking» as an independent
species, its specifics and peculiarities of
formation (M. Aranovsky, Yu. Kholopov, etc.).
Musical thinking is considered from different
scientific positions, namely: historical formation
and development (B. Asafyev, V. Medushevsky,
G. Riemann); in the -culturological context
(V. Medushevsky, E. Nazaykinsky); musical
perception as a source of musical thinking
(B, Asafyev, L. Vygotsky, A. Gotsdiner,
V. Petrushin, B. Teplov); as a component of
creative thinking (M. Kagan, Y. Kholopov).
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Studies of modern developments in the
phenomenon of representations in piano
performance testify to the diversity of their
content, namely: sound - timbre, musical —
stylistic, auditory — motor, artistic — figurative,
artistic — semantic. The methodological aspect of
musical — auditory representations is based on the
study of semiotic elements of musical language
(M. Aranovsky, O. Zakharova,
0. Sokol); genre and style aspect
(N. Mozgalyova, O. Shcherbinina); specifics of
musical perception (N. Anishchenko, G. Didych);
methodical recommendations of famous pianists-
teachers (G. Neuhaus, S. Savshinsky).

The study of the phenomenon of self-control
in the musical aspect indicates its involvement in
the psychological support of the performance
process (L. Barenboim, L. Bochkarev, G. Tsypin)
and the mechanism of the concert state
(L. Bochkarev, J. Milstein, Y. Tsigarelli); and is
also considered as a musical ability
(E. Nazaikinsky, B. Teplov, Y. Tsigarelli), as the
ability to concentrate the will (L. Bochkarev,
J. Ilyin), as a component of cognitive processes
(G. Hoffman, G. Kogan, V. Petrushin ).

The purpose of the article. Theoretically
identify and  substantiate the individual
characteristics of the musician in the interpretive
performance process and the feasibility of their
development in the process of learning to play the
piano.

The main material of the study. It is
known that the interpretive and performing
process of a musician is aimed at comprehending
the figurative content of the musical text and its
implementation on the instrument. The depth of
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the disclosure of the artistic image depends on the
intellect, artistic ideas and mental activity in
general. The specificity of thinking of a
musician-pianist is considered by scientists in the
field of musical psychology and musical
pedagogy. In general, as a phenomenon of
psychology, thinking is a «form of human
subjectivity» and belongs to a particular person
and constitutes his inner world, while it is a
reflection of an object that exists independently
of consciousness and will of the subject [9,
p. 212], so thinking is a mental process that
determines the intellectual level of individualit.

A. Maklakov points out that thinking always
begins with a question, the answer to which is the
purpose of thinking; the answer to this question is
through certain mental operations in which there
is a change and transformation of existing
information. Such operations are mental actions
in the form of concepts: analysis, synthesis,
comparison, abstraction, generalization,
specification, systematization and classification
[5]. Thus, the mental activity of man has a
purposeful and conscious nature as a result of
analysis, comparison, generalization in solving
problems related to a particular need. These
concepts (analysis, synthesis, comparison,
abstraction, generalization) from the standpoint
of scientists are components of musical art [15,
p. 113]. They function during the interpretation of
musical works on the basis of understanding and
awareness of the received information —as a result
of thinking. So, if a musician in working on a
piece of music is able to determine the elements
of musical fabric — he wunderstands, and
understands — realizes, respectively, able to
master the text and search for an artistic image,
taking into account the emotional factor of music
perception. In the performance process, the
methods of mental activity, analysis and synthesis
help the musician to learn to think critically, to
assess the essence of the musical text by
understanding the musical means of expression.
The ability to generalize allows the applicant to
systematize and apply the acquired knowledge in
practice in performance. The method of
comparison activates the associative sphere of the
applicant, causes internal contradictions and
encourages the search for the right solution
(articulatory, intonation-semantic,  dynamic,
tempo).

According to R. Solso, thinking is an
integrative mental process that includes
processes:  perception, memory, attention,
imagination. According to R. Solso, these
processes are information conductors of mental
activity. Transforming the above into performing
activities, we define an integrated basis of
thinking, namely: perception provides an
opportunity to obtain sound information for
further analysis and processing of a musical
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work; imagination — to form figurative — semantic
and auditory representations; attention — to
concentrate on solving a certain problem;
memory — to remember and process information.
All components of integrative thinking are
functionally interconnected in the performance
process.

Note that the process of thinking is
individual for each person and therefore has the
following characteristics: independence,
criticality, flexibility, depth, breadth, consistency,
speed of thinking. In creative activity (while
playing a musical instrument) thinking is
complex depending on the tasks and stage of
study of the musical work. Consider the
individual properties of thinking, but in terms of
musical-performing process:

— independence as the ability to search for
the interpretive meaning of a musical work;

— flexibility - the ability to change their own
opinion, ideas about the artistic content;

— speed is a consequence of the general
expansion of the musical horizon;

— breadth - the ability to cover a range of
executive tasks;

— depth is determined by the level of
complexity of the semantic and technical contexts
of the musical work;

— methodicalness as the ability to operate
with the acquired knowledge, skills and
performing methods in working on a musical
work;

— criticality — the ability to analyze the
game, adequately evaluate in order to find the
error and its correction. Thus, the individual,
showing the ability to mental processes, realizes
its intellectual potential in professional activities.

The problem of thinking in the professional
training of future teachers of music is studied by
scientists from the standpoint of professional
orientation, namely: musical thinking (O. Pikhtar,
N. Mozgaleva), musical-performing
(O. Burskaya), musical-intonation (O. Spiliotti),
artistic -image in the process of interpretation
(O. Palatayko), auditory (O. Sokolova), creative
(N. Lavrentyeva), professional (M. Davydov);
professional music (V. Korina, L. Ushakova).
Consider in more detail the features of these
defining types of thinking in the professional
training of future teachers.

A. Korzhenevsky believes that for a
musician-performer the leading thinking is
musical-performing. It is — «generalized, difficult
to mediate in the process of solving specific
performance tasks, as the transfer of spiritual
artistic content from non-artistic material system
to artistic» [6, p. 34]. The scientist in the
component structure of musical-performing
thinking distinguishes the following components:
«concrete-sound, ideological-emotional-
figurative and practical (motor-technical)
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thinking» [6, p. 35-36]. These elements interact
with the musical-performing image and form the
musical-performing representations of the pianist
at the level of image, texture, rhythm, harmony,
and mental representations adjust the motor
representation and kinesthetic capabilities of the
musician. The peculiarity of musical thinking was
thoroughly studied by M. Davydov. The scientist
sees the specifics of musical-performing thinking
in the «unity of authorial and performing
thinking, aimed at reproducing the artistic image
in sound» [4]. «The performer in the process of
playing the instrument thinks... harmoniously-
functionally, metro-rhythmically (as a composer),
dynamically, articulatory, agogic, motor, tactile
in terms of... implementing process-action» [4,
p. 36]. It is clear that musical-performing
thinking covers the whole set of performing tasks
that are used in the process of understanding and
embodiment of the artistic image on the
instrument.

Based on the study of scientific and
theoretical preconditions, O. Pikhtar determines
that musical thinking «as a kind of category of
artistic thinking is a creative and cognitive
activity aimed at understanding and reproducing
the artistic meaning of images of art». Scientists
consider the sensory aspect, emotion-thought, and
the ability to intellectualize the emotional content
of a work to be an essential component of
musical thinking. Indeed, the performance of
music cannot take place separately from the
emotional sphere of the musician. The unity of
emotional and rational, according to A. Kauzova,
is manifested in the rethinking and generalization
of life experiences, the imprint of the musical

image in the human mind. By emotional
perception of the artistic image and the
corresponding reaction to the intonational

expressiveness of its essence, an action is formed,
emotionally saturated in its basis, which activates
musical thinking, creating conditions for effective
musical-intellectual processes. From the point of
view of music psychology, logical and figurative
components are components of musical thinking.
The figurative component is associated with
musical-auditory and artistic-figurative
representation, and the logical performs an
intellectual function that analyzes the musical
text (texture, means of musical expression,
rhythmic formulas, pedaling, structure, form,
stylistic and genre features). The organic
combination of logical and artistic and their
functioning during the work on a musical work
allows to determine the structural and formative
features of the work, the symbolic and semantic
nature of the musical language.

If the material basis of thinking is language
as an instrument and way of existence of thought,
then for a musician-pianist such a basis is musical
language as the material basis of the interpretive
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process. Thus, the development of musical
thinking indicates the musical — informational
awareness of the applicant and the presence of a
sufficient level of musical intelligence. Musical
intelligence operates not with words, but with
non-verbal-intoned images, which allows the
applicant to think consciously about the musical
informativeness of language and to transform
musical signs on the basis of accumulated
experience. In the research the transformation of
the sign musical system is considered as a
process of understanding musical semiotics in the
context of comprehension of musically -
expressive means. Symbols of semantics in the
process of intellectual activity acquire a semantic
context.

Understanding of musical language is based
on sensory perception, and only then
supplemented by a logical definition of structural,
genre, stylistic elements. When getting
acquainted with a piece of music, the applicant
first of all perceives the sensory basis of music:
there are associative images and inner emotional
feelings. Understanding the image gives an
understanding of the relationship between the
means of expression and sign — semantic
elements. The formed image is supported by
analytical analysis of semantic elements and
forms  various  musical  meanings in
consciousness. That is, due to the presence of
musical symbols there is a plurality of
interpretive expressions. When it comes to styles
and genres of a musical work, not only historical
and cultural time is taken into account, but also
the individual artistic style of the composer,
which has a generalized symbolic character.
O. Samoilenko  emphasizes that «semantic
representation reaches the level of significance in
the process of stylistic perception — interpretation
and integration of meanings at the»
understanding «level of the genre form». Genre —
style feature of a musical work can be considered
as a sign — symbolic structure, consisting of
texture, rhythmic pattern, but at the level of the
content of musical culture in general. Thus, in
order to understand musical speech and the
formation of adequate auditory representations,
the future teacher must have a set of music-
theoretical and art knowledge, have a musical
thesaurus.

The musical thesaurus is a repository of
musical knowledge, a kind of information space
that contains in material and ideal forms potential
and relevant cultural meanings, embodied
through a system of intonations and a certain
cognitive context. Scientists note that «each»
music «has its own thesaurus for the receiving
side, its own semantic content. Because music
structures the emotional, sensory, psychological
world of a person, his memory retains the attitude
that is associated with music as such, with its



HAYKOBI BAITHCKH

Cepisi: [ledazo2iuHi HayKU

Bunyck 197

multiple manifestations, genres, types of
expression. The intellectual effort exerted in the
assimilation of the work creates a certain energy
field in the mind of the recipient, and his memory
is also included in the musical thesaurusy.

Let's pay attention to the gradual formation
of a musical thesaurus. For a long time, the
musical notation was enriched and accumulated
qualitative characteristics of musical art. For
example, in the Baroque era, which is especially
evident in the works of JS Bach, tokens are
recorded in the form of rhetorical figures
(B. Yavorsky, V. Nosin, O. Zakharov). In the
epoch of classical musical art (J. Haydn,
W. Mozart, L. Beethoven) the characteristic of
musical orchestral instruments acquires an
emotional dynamic shade; and typified opera
arias enrich Mozart's piano music. During the
19th century, the musical notation was enriched
not only in the figurative, but also in the symbolic
sense (articulation, strokes, dynamics). At the
present stage, the musical text is very
individualized, so working with a future music
teacher to enrich his musical thesaurus involves
several stages: the study of Baroque music
(G. Handel, J. Bach, J. Rameau, F. Couperin),
Viennese classics (Haydn, W. Mozart,
L. Beethoven); Impressionists (C. Debussy,
M. Ravel), modern music.

In general, the creation of an artistic image
is based on three components: material, spiritual
and logical: musical text and acoustic parameters
of a musical work — the material basis, where
moods, associations, visions — spiritual aspects of
the musical image, and form and structure — the
logical component of the musical image. Based
on the above, we determine that thinking, as the
«highest form of human creative activity»,
occupies a central place in the work of the
pianist. Playing the piano requires different tasks
during the performance of musical works. Thus,
when working on the works of Viennese classics,
it is necessary to take into account the symphonic
thinking of these composers. The strokes and
phrases that are exhibited in their works have an
orchestral character (short leagues, different types
of staccato). Accordingly, the performer must
understand and imagine the sound of the
instruments and think of playing the piano as the
sound of an entire orchestra. The activity of
thinking is determined in search of timbre colors.
You need to be able to imagine figurative colors,
compare with other works of art, feel the sound,
its color, fullness and practically embody it on the
piano.

The peculiarity of thinking lies not only in
the performance tasks, but also in the ability to
predict the end result of the performed work. The
ability to imagine a reference version of a
musical work is a complex figurative and
auditory formation for applicants. Instead, hard

89

work with the use of mental actions: analysis,
comparison, comparison, generalization and
synthesis, forms the standard of the work. And as
a result, the formed standard is realized in the
thought-musical process.

Interpretation — performance process has a
purposeful and effective nature in the presence of
auditory representations and a reflexive state in
relation to their formation and implementation.
The reflexive principle of thinking allows to
realize the level of one's own knowledge and to
activate  self-knowledge; to comprehend a
musical text by comparing one's own game with
other performers; find and reveal your emotional
and artistic world of images. In musical
performance, the problem of reflection includes
forms-actions: self-observation, self-
understanding, self-knowledge, self-awareness.
Every musician knows his own problems, realizes
the need to listen to himself, to control the
feelings of the piano apparatus, the emotional
state; determine the purpose, stages of work and
methods of work to achieve results. Thus, the

musician's thinking is a reflected complex — a
process aimed at artistic (I know), technical (I
know how), personal (I know why) self-
realization.

In music — performing activities there are
three levels of professional reflection:
professional — personal (associated with the
understanding of professional motivation);

operating room (responsible for the coordination
of auditory and motor performance); stage
(balance of conscious and subconscious) (2). This
indicates the presence of reflection from the
beginning of work on the work to its completion.
Due to the accumulated experience, the reflexive
process can change, but always acts as a
condition for the quality of the formation of
auditory perceptions. In stimulating auditory
reflection, the teacher's help plays an important
role, which consists in timely questions: Do you
imagine clearly enough? How do you imagine..?
Do you have any idea about.? Such
communication has a positive effect on the
process of building auditory perceptions.
Scientists identify three categories of ideas
involved in the interpretation of music: imaginary
(allowing you to think about the performance, to
achieve a deep concentration on music without
physical fatigue); reflexive, which allow you to
study interpretation to strengthen memory and a
sense of security); auditory representations in
relation to motor representations (20). Thus, the
balance of the performance process is determined
by the coordination of auditory and motor
representations. The relationship  between
auditory and motor representations and their
functioning in the process of interpretation is
covered in the studies of M. Burlakov,
V. Tretyachenko, V. Gusak. Scientists point to
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the key role of «spatial representations and their
connection with inner hearing, the realization of
the imagination through psychomotor skills» (1);
on the connection of «auditory representations
and performing techniques at the level of
auditory-motor representations» (17). Instead, V.
Gusak notes the modal property of tactile
memory, which captures the tactile image, which
synthesizes the sensation of touch and pressure
from the instrument keyboard in accordance with
the sound purpose and means of articulation with
applicator — keyboard representations and
figurative pattern of timbre — dynamic and
mechanical — acoustic properties of musical tool.
The author believes that modal nonspecific
education combines motor, cognitive, artistic —
emotional, perceptual images, feelings and
perceptions, performance experience, semantic
concepts, theoretical knowledge, coordination
program of game movements according to the
syntax of musical language (3). This approach
shows the multiplicity of connections between
auditory perceptions and the mental and technical
components of the performance complex.

The coordination of auditory representations
in the performance process is most clearly traced
in the sequence: I see —I hear — I play. Its essence
is  premature  auditory  activation and
representation of the desired sound, and only then
play on the instrument. The ability to play
mentally is cultivated by musicians — performers
of all generations (A. Rubinstein, J. Hoffman, G.
Ginzburg, G. Neizauz, L. Oborin and others).
And it is relevant at any stage of work on a piece
of music. Scientists claim that you need to be a
highly skilled experienced musician to hear the
temporal, tonal and harmonious structure of
visually depicted music, so they suggest that the
auditory image on the notes develops only after
training and extensive practice (19). Despite the
complexity of creating auditory representations,
the applicant should gradually accumulate
experience of auditory images and subjective
attitude to them, and operate with musical
meanings at the level of auditory representations.

A significant role in the creation and
implementation of auditory representations as a
musical-intellectual activity has musical-auditory
self-control. Musical-performing self-control as a
synthesized  concept has  multifunctional
capabilities that extend to auditory and stylistic
representations, performance of technical tasks
and implementation of artistic-interpretive
authorial performance concept of a musical work,
all creative and technological processes that
require self-correction of psychological state and
monitoring. quality of performance while playing
the instrument.

Conclusions and prospects for further
researches of directions. Thus, the work of a
pianist on a piece of music is a complex internal
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emotional-mental and external motor-coordinated
process. Despite the existing general algorithm in
the study, the interpretive performance process
has an individual character. This is due to the
personal characteristics of the musician: musical
abilities, mental activity, the level of professional
training and psychological qualities. Taking into
account the specifics of the musical-performing
activity of the future music teacher, the main
aspects of the pianist's thinking, the peculiarity of
the musical-auditory representations and the role
of self-control in the interpretive process of the
musician-pianist are considered. For the future
teacher-pianist, the presence of qualities and the
formation of skills allows you to independently
and creatively develop musical works, thus
realizing their musical and mental potential in
their own professional activities. The study does
not cover all the issues related to this problem.
Needs further research on the issue of activating
the own potential of future art teachers in classes
on the main musical instrument.
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IHocranoBka Ta O0TpyHTYBAHHSA
aKTyaJIbHOCTI Tpo0seMu. ['0JOBHI HampsiMK{
CTaHOBJIICHHS Ta PO3BHUTKY Cy4YacHOI OCBITH,
HacamIepen, MOB'sA3aHi 3 MOIOJIaHHAM MPoOIeM,
SKi ICHYIOTH Yy HaIlOMY CYCHiJIBCTBI, a came:
BHUXOJIOM 13 COIliaJhbHO-€KOHOMIYHOT 1 JTyXOBHOT
KpH3H, 3a0e3MeYCHHSIM HaIlliOHAIBHOT O€3MeKn Ta
BHUCOKOI SKOCTI JKHTTS HapoAy, CTBOPEHHIM
YMOB JUTSt COIiaJIbHO-CKOHOMIYHOT O i
KYJIETYPHOTO PO3BHUTKY KpaiHu. BupimieHHsS mux
OUTaHb  MOXJIUBE  JIMIIE TPH  HASIBHOCTI
MearorivHnx (haxiBIiB BHCOKOI KBai(hikalii,
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TEXHOJIOTIH Ta 1H(OPMALIMHUX CHUCTEM, aje M
HaIllJICHMX HAa BHUXOBAaHHSI Y IIPOCTAIOYOTO
TIOKOJIIHHS  3arajbHOI KYJbTYpH, TyXOBHOCTI Ta
MOPAITLHOCTI.

Ha cydacHoMy erami po3BUTKY CYCHiIbCTBA
BCE aKTYaJbHINIOW cTae mpobjemMa MOIIUPEHHS
CHEKTPY npodeciiHux KOMIIETCHTHOCTEH
(baxiBIiB y pi3HUX rajy3sxX OCBITH, 30KpeMa 1B
My3u4HO-niefaroriguid. JlismpHicTh MaiOyTHIX
YYUTENIB MY3WYHOTO MHCTEITBA, IIEPEIyCiM,
MOBUHHA Oyzie OyTH IMOB’s3aHOI0 3 HEOOXIIHICTIO
3ay4eHHS MOJIOJI JO I[IHHICHOTO KYJIBTYpPHO-
MHUCTEI[BKOTO  CEpelJOBHINA,  HaliJeHa  Ha
dbopMmyBaHHS y HHX TOTpPeOM IO CIPHUAHATTS

91

TBOpIB SIK MY3WYHOrO, TaK 1 IHIIMX BHJIB
MHUCTENTBa, a TaKOX Ha PO3BUTOK Y JiTel
pi3HOTO BiKY 3alliKaBJICHOCTI Yy CHUJIKYBaHHI 3
ICTHHHEMH ~ 3pa3KaMH  XyJ0)XKHbO-€CTETUYHOT
KyJbTYpH.

TTocwiieHHST BUMOT IO TisSTTBHOCTI MaOyTHIX
MY3WKaHTIB-TIEJ]aTOTiB  TIOTpedye HEoOXiTHOCTI
(dhopMmyBaHHSI OCHOB TMpodeciiiHoi MalCTepHOCTI
CTY/ICHTIB 3 aKLEHTYBaHHSIM Ha CaMOCTIHHY W
TBOpUy pPOOOTYy, OCHAIUEHHS iX IHHOBaLiIHUMH
TEXHOJIOTISIMH €(pEeKTUBHOTO T 3[IMCHEHHS SK Yy
Ipoleci HaBYaHHS, TaK 1 B yMOBax XyJOXHbBO-
TBOPYOTrO CIUIKYBaHHS 3 YYHIBCBKOIO 1 3 OLibLI
IINPOKOIO CIyXalbKoIo aynuropiero. Bcee 1e
3YMOBIIOE  TMOTpe0y  BH3HAYEHHS CYTHOCTI
(haxoBux KOMITETEHIIIH, MAXOMIB 1010
BIOCKOHAJICHHS BOKAJILHOTO HaBYaHHA
CTYJIEHTIB, 30KpeMa B aclekTi (GpopMyBaHHA Yy
HUX CIICHIYHOI KYyJBTYpH Y BHKOHABCBHKiit
IISUIBHOCTI.

Amnaji3 OCTaHHIX OCTiTKeHb i
nyoaikamiifi.  IcHye — jmocratHs — KUIBKICTB
JIOCIIJPKEeHb, CTOCOBHO BOKQJIBHOT IiJITOTOBKH
CTY/ICHTIB sIK y rany3i mnpogeciiiHoi ocBiTH,
MiATOTOBKM MaHOyTHIX y4YHUTENIB MY3WYHOTO
MHCTEITBA, TaK 1 B 00JacTi yJOCKOHAJCHHS
METOJMKH MY3UYHOTO BUXOBAaHHS.
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