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Piano performance in the context of scholarly research
The article provides a fundamental analysis of piano performance as a multi-vector object of 
scientific inquiry, covering a spectrum from musicology to psychophysiology. The purpose of 
the article is to build a theoretical model of combining research issues regarding piano per-
formance as a theoretical basis for updating the methodological context of its improvement in 
the field of arts education. To achieve this goal, the author implemented the tasks of extrapo-
lating the methodology of art criticism into a practical plane, determining the methodological 
potential of current research positions, and identifying prospects for the development of piano 
education.
The research methodology is based on the poly-paradigmatic principle, which allows integrat-
ing musicological, anthropological, and organological approaches. The work adapts S. Ship’s 
four-level model (implicit, theoretical, metascientific, and philosophical-ideological levels) to 
the specifics of the piano interpreter’s activity. Particular attention is paid to the anthropologi-
cal aspect, which reveals the internal processes of the pianist: performance reliability, musical 
memory, and artistic thinking, as well as the biomechanics of interaction with the instrument 
(Tuche).
The article is the first to systematically combine the concept of artistic-creative mentality with 
the problem of “historically informed performance” (HIP). The role of instrument quality (Stein-
way, Bösendorfer, Yamaha, etc.) in the process of materializing the artistic image is examined. 
The author proves that the object of musical pedagogy is not only the musical text but also the 
personality of the performer, which requires a synthesis of theoretical knowledge and prac-
tice-oriented techniques. The results of the study can be used to develop new methodological 
recommendations in the field of arts education and professional training of pianists.
Keywords: piano performance, arts education, methodology, performance interpretation, 
anthropological approach, artistic mentality, organology, musical pedagogy.

Problem statement. The art of piano performance, 
as a subject of scholarly inquiry, is multi-vector in 
nature. The very use of the concept of art presupposes 
an emphasis on musicology (art studies) as a scientific 
field of knowledge. Likewise, the phenomenon of 
piano performance as a creative process requires 
diverse approaches to defining its phenomenology. 
This circumstance explains why various aspects of 
piano performance become the object of research 
across different domains of knowledge. At the same 
time, the range of these domains is sufficiently broad 
and, at the first glance, may even appear contradictory. 
For example, within musicology, the study of piano art 
addresses such aspects as:

–– performance interpretation – the most 
fundamental research focus, encompassing issues 
of musical hermeneutics and contextual approaches;

–– musical semiotics and semantics of piano works, 
which examine and identify the evolution of the means 
of musical language in relation to the characteristics 
of the instrument itself;

–– stylistic characteristics of piano works, 
which investigate artistic method and the features 
of a composer’s creative output in a particular historical 
period of the piano repertoire’s development;

–– genre-related aspects of piano literature, including 
their artistic-semantic and worldview potential;

–– artistic performance technique, considered from 
the standpoint of the evolution of the piano and its 
acoustic and timbral properties.

However, when the issue of performing mastery 
is addressed, an important vector becomes 
salient – namely, the teaching of piano performance. 
Methodological aspects seemingly emerge “from the 
shadows” indicating pathways for achieving high-
quality characteristics of piano performance. This, 
in turn, highlights the field of music pedagogy, and 
specifically piano pedagogy.

In parallel with piano performance methodologies, 
questions are raised regarding its psychological and 
physiological foundations.

Thus, it becomes clear that the research problem 
field of piano performance is sufficiently broad and 
diverse – especially if one also includes issues 
concerning the functions of the piano repertoire in 
society and musical culture, as well as the varieties 
of piano performance as such (solo performance, 
ensemble performance, accompaniment).

The above-mentioned aspects require a certain 
degree of systematization in the context of their 
interrelationships.

Analysis of current research. In presenting 
the current aspects of the study, we will proceed 
in accordance with the delineated directions. For 
instance, the current line of research in piano 
performance that we identify as primary is performance 
interpretology and hermeneutics within piano culture. 
We consider the study by N. Kashkadamova (2014) 
to be particularly substantial, as it offers scholarly 
investigations and generalizations concerning 
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performance interpretation in twentieth-century 
piano art. At the same time, the author provides a 
thorough account of the distinctive features of piano 
culture in historical perspective, drawing attention to 
performance-specific characteristics as well.

Hermeneutic approaches in musicology constitute 
a foundation for performance interpretation. In 
particular, the works of S. Shyp (2023) provide a 
basis for the interpretation of musical compositions in 
the activities of musicologists as well as instructors 
and educators. According to Shyp, hermeneutics 
must necessarily reflect, at the theoretical level, the 
process of understanding a work; this enables the 
objectification of a high-quality sounding realization 
of the work, that is, its performance interpretation. 
It is not possible to interpret a musical work without 
possessing a certain body of knowledge that is fully 
comprehensible to the performer. At the same time, 
the phenomenon of hermeneutics within the paradigm 
of performance interpretation inevitably builds a bridge 
to the pedagogical context. For example, M. Mymryk 
(2022) considers the hermeneutics of musical works 
as the foundation of the interpretive activity of an 
instructor in arts-related disciplines.

The study by O. Pototska (2017) elucidates the 
methodology of understanding and interpreting the 
phenomenon and the concept of the “style of performance 
interpretation”. The author examines the style of piano 
performance interpretation in particular through the 
lens of systemic, musical-textological, comparative-
historical, historical-stylistic, and other approaches. 
The central thrust of the study is a typology of piano 
performance interpretation – defined in accordance 
with musical styles – namely: “rhetoricized, rationalized, 
emotionalized, and sensualized” (Y. Pototskaya, 
2017, p. 104). At the same time, the researcher points to 
the subjective context of this typology.

N. Riabukha has also paid research attention 
to piano performance interpretation. Among the 
subjects of her study are: performance interpretation 
as a method of cognizing a musical work (2009) and 
the features of performance interpretation within the 
paradigm of postmodernism (2013).

Piano interpretation as such comes into the focus 
of S. Riabov, who addresses a number of current 
issues in the performance interpretation of piano 
works, including the performer’s thesaurus of the 
pianist (2016), postmodernism and piano performance 
(2021), and others.

As for the direction of musical semiotics and 
the semantics of piano works, which examines and 
identifies the evolution of the means of musical 
language in the context of the properties of the 
instrument itself, the foundation of this direction is 
the musicological aspect of musical semiotics, in 
particular in the works of S. Shyp (2023) and in the 
studies by O. Samoilenko and S. Osadchyi (2020). 
On the basis of musical semiotics and semantics, the 

analysis of musical works in general, and piano works 
in particular, is carried out which ensures a profound 
understanding of the text and context of the work and 
determines a high-quality performance interpretation. 
In particular, O. Samoilenko and S. Osadcha indicate 
that the phenomenon of musical semiology, in the 
context of semiotic theory, corresponds with the theory 
of linguistic consciousness. The above has a certain 
coordination with the problem of music psychology.

Research on the stylistic diversity of the piano 
cultural heritage in the context of the performance 
of works is presented in scholarly publications quite 
widely. In accordance with the research direction of 
the stylistic characteristics of piano works, attention 
is paid both to the artistic method and the features 
of compositional creativity in a certain period of 
the development of the piano heritage, and to the 
features of their performance. We draw attention to 
the researchers’ choice of a certain style or a specific 
work of a certain style, which is analyzed in the context 
of piano performance precisely in accordance with the 
stylistic properties of the composer’s creative output. 
As examples may serve the studies by H. Kochniev 
on the poetics of R. Schubert’s sonatas in the context 
of their emotional-and-artistic experience (2025); 
Chen Huangqi on the features of the performance of 
Mozart’s works in the context of the properties of his 
sound culture in piano works (2025); C. Floros devotes 
his theoretical studies to the figure of J. Brahms 
(2010); the context and symbolism of the piano 
heritage of F. Chopin are studied by L. Kasianenko 
(2020). O. Martsinkivska (2014) devotes her research 
to the piano heritage of Liatoshynskyi. Generalized 
stylistic aspects of European and Ukrainian piano 
music are presented in the works of O. Krychynska 
(2017), K. Ivakhova (2013), I. Riabov (2021),  
Ye. Levkulich (2021), and others.

Genre aspects of piano research literature are 
presented in such dimensions as: the evolution of 
genres in the piano heritage; the artistic-semantic 
and worldview potential of various genres; form-
building and its connection with the genre of the 
work; as well as the technical-and-performance 
aspects of different genres. Thus, for example, Ye. 
Shumakova (2024) studies the genre of paraphrase 
and transcription. This genre is indeed interesting, 
since it changed its functions, while at the same time 
playing an important role in the musical-and-cultural 
enlightenment of society. An example is the work by 
O. Masliaieva (2012), which is devoted to F. Liszt’s 
piano paraphrases, in particular, based on the operas 
of G. Verdi: “Ernani”, “Rigoletto”, “Il Trovatore”.

In particular, L. Kasianenko (2020; 
2021) studies piano texture as such a means of 
musical expressiveness that has semantic, artistic-
and-technical, and even sacred contexts. In particular, 
this can be traced in the scholar’s works on the piano 
compositions of F. Chopin.
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The artistic-and-technical aspect of piano 
performance is quite widely presented in the 
scholarly literature, in particular in piano pedagogy. 
Here, the connections between the physiological-
and-psychological aspects of performance and 
directly technical skills are presented, while this 
entire complex is aimed at revealing the image of 
the work. This image must be realized, emotionally 
experienced, and likewise emotionally conveyed 
during the materialization of the piano work, its 
interpretation. Mastery of the mechanical properties 
of the instrument is important, which constitutes the 
technological support of artistic interpretation.

In accordance with this direction, it is appropriate 
to indicate such studies that raise the issues of 
psychological support of the performance of piano 
works. These include, in particular, the work by 
A. Muliar on the cognitive aspects of performance 
(2022); Yu. Nikolaievska (2021) on the phenomenon 
of musical communication; A. Dushnyi, V. Zaiets, 
O. Zaiets (2023), and others.

Thus, this direction reflects the study of such 
processes and their states during musical performance, 
in particular instrumental and piano performance, as 
memory, emotional experiences, imagination, and 
consciousness. At the same time, it should be noted 
that this range of issues still requires research within 
the paradigm of artistic mentality, as a phenomenon 
that synthesizes the temporal-and-spatial parameters 
of individual perception and reproduction of reality 
through a musical work and its performance as 
processes that change their characteristics under the 
influence of the mental states of a creative personality, 
which is influenced by rapid changes in society, the 
challenges of the time, and, not infrequently, changes 
in the vectors and poles of value attitudes.

All research aspects address the problems 
of piano performance at the level of a theoretical 
foundation, but in a somewhat mediated way they 
reach the level of practice. The latter will necessarily 
be consonant with the psychological-and-pedagogical 
aspects of the performance process, since piano 
performance does not arise by itself, even if a certain 
body of necessary historical, methodological, and 
musicological knowledge is understood. An essential 
step becomes turning to teaching methodology and 
mastering performance on the basis of currently 
relevant and spectrally broad information.

Purpose of the article. The purpose of the article 
is to construct a theoretical model of combining 
research issues related to piano performance 
as a theoretical basis for the actualization of the 
methodological context of its improvement in the field 
of arts education. In accordance with the purpose, the 
following tasks are envisaged: 1) extrapolation of the 
methodology of art studies into the practical domain; 
2) determination of the methodological potential 
of current research propositions; 3) identification 

of prospective studies of piano performance in the 
context of arts education.

Research methodology. The research 
methodology consists of a complex of scholarly 
approaches, principles, and research methods. 
First, we immediately define the multi-paradigmatic 
nature of the methodology with regard to research 
investigations of piano performance. In this connection, 
we indicate the combination of the methodology of 
art studies and arts pedagogy, in particular piano 
pedagogy. The dominant principle is the combination 
of the methodology of musicology and arts pedagogy, 
in particular piano pedagogy.

The research methods are also aimed at combining 
theoretical and practice-oriented, performance-
creative, and artistic-interpretive aspects of the 
research problematics. Theoretical modeling has 
also been applied as a method that makes it possible 
to determine systemic connections and practical-
functional resources of various approaches that 
become relevant within the multi-paradigmatic 
methodology of research into the problems of piano 
performance.

Results and discussion. The discussion of the 
results should begin with the theoretical modeling of 
the methodology of art studies proposed by S. Shyp 
(2020). The researcher defines four levels of such 
a model. The multi-level nature of the methodology 
makes it possible to trace the phenomenology of 
musical art as a complex intellectual system – from 
practical performance to the depth of philosophical 
thought. We will attempt to characterize each level in 
the direction of piano performance.

The essence of the first level (implicit (hidden)) 
consists in defining the norms and rules of 
composition, improvisation, or simple performance; 
its functional role is the determination of the essence 
of methods, their potential, and the tendencies of 
practical application. This is the level of methodology 
that focuses attention on practical recommendations 
regarding performing activity, on its purpose, and on 
general practical explanations within the paradigm of 
piano performance.

The second level (theoretical) specifies generalized 
knowledge about musical-creative actions in the 
process of piano performance. By its function, this 
level is important for description, evaluation, and 
recommendations regarding the verification of 
creative success in piano performance.

The third level (meta-scientific), unlike the previous 
ones, provides universal knowledge about the 
nature and properties of theories that are necessary 
for piano performance, considering its specificity 
(from physiology to psychology, from acoustics to 
textology, from general notions about the means 
of expressiveness in the piano to the essence and 
performance features of each attribute). Functionally, 
this level is necessary for analytical work regarding the 
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quality of the performance of works in accordance with 
artistic-and-technical requirements and stereotypical 
perceptual-and-auditory notions.

The fourth level (worldview-and-philosophical) 
elevates the performance process to the state of 
philosophical, religious, and value-and-meaning 
concepts and paradigms. By its function in piano 
performance, this level is aimed at comprehending 
meta-scientific judgments in the context of the pianist-
interpreter’s gnostic activity.

Using the method of theoretical modeling and the 
direct interpretation of the characteristics of the levels 
by the author himself, S. Shyp, we will attempt to 
present this structure in the form of a pyramid:

1. Apex (Level IV): Worldview Foundation
Philosophy and religion as the highest filter of 

cognition.
2. Analytical Block (Level III): Methodology of 

Science
Critique and revision of research instruments.
3. Cognitive Block (Level II): Theoretical Basis
Rationalization of creative experience through 

«logos».
4. Basis (Level I): Practical Experience
Living musical fabric: the work, performance, 

improvisation.
The research of piano performance, in view of 

the proposed model, in the direction of practical 
piano performance as a creative process, relies both 
on methods and on approaches. We will consider 
scholarly approaches as more theoretical and 
fundamental methodological constructions, on the 
basis of which, subsequently, the methods of artistic-
and-performance interpretation of a work are already 
chosen.

As has been declared, the dominant research 
principle of our methodology is multi-paradigmaticity. 
At the same time, we do not move away from the level-
based approach, but we also apply a certain rhizomatic 
nature of the methodology of piano performance. 
We explain the choice of a multi-paradigmatic 
methodology by the fact that the very process of 
musical performance always encompasses various 
spheres of scholarly knowledge, which is conditioned 
by the very practice of the performance process. 
These are not only purely musical aspects. These 
are physiology and psychology – aspects that are 
directly connected with the properties of personality 
and correlate with the anthropological approach.

In art studies, such an approach is not infrequently 
considered in visual art and culturology (V. Karpov, 
O. Bondyk, H. Lymar, O. Naumov (2020)). However, 
this approach is conceptual, since it encompasses 
all aspects of a person’s life-creation, their abilities 
and properties that have been formed in accordance 
with a certain culture and under the influence of 
certain characteristics and principles of the social 
environment.

In the context of piano performance, this direction 
studies the internal processes of the pianist. In 
particular:

–– performance reliability and stress: 
the study of the nature of “stage anxiety” and methods 
of overcoming it;

–– musical memory: the study of types of memory 
(visual, auditory, motor, analytical, emotional, 
imaginative) and strategies for quickly learning 
complex texts;

–– artistic thinking: how the pianist creates 
an interpretive concept of a work and embodies their 
individual style.

Another important aspect of anthropological 
methodology is the processes of physiology and 
biomechanics of piano performance. In this direction, 
the processes of physical interaction between the 
pianist and the instrument are studied: the ability to 
feel the keyboard, to correct muscle sensations of 
tension and relaxation, wrist flexibility, finger strength, 
and so on.

Current issues are:
–– technique and ergonomics: the study of rational 

hand movements that make it possible to achieve 
virtuosity without overfatigue or injuries (prevention 
of occupational diseases, such as carpal tunnel 
syndrome);

–– the tactile nature of sound (Tuche): a scholarly 
analysis of how the speed of pressing a key 
and the weight of the hand affect the timbral coloring 
of the sound.

The anthropological approach directs the search 
for methods and means that make it possible to 
develop the necessary physiological and psychologi-
cal properties of personality that are needed in the 
performance of piano works of the corresponding 
genre, style, and cultural affiliation. Another practical 
output to piano performance is the consideration of 
the ethnic properties of the pianist-performer, which 
should also be taken into account in the conditions 
of the arts-educational process. As an example, may 
serve certain features of Chinese students-pianists, 
conditioned precisely by anthropological characteris-
tics. The above can be traced in music-pedagogical 
studies of the piano training of students of higher 
arts education, in which there are results of compari-
sons. In particular, in the study by Wang Chen (2025), 
such differences of Chinese student-pianists, which 
are typical, are indicated. The study by Wang Chen 
showed difficulties with mastering polyphonic and 
chordal texture, and the predominance of small tech-
nique. Large technique is not very characteristic of 
Chinese students, especially female students. This is 
conditioned by natural properties – small hands, weak 
wrists, fingers.

The researcher indicates these shortcomings as 
typical. At the same time, for mastering the art of 
piano performance it is important to pay attention to 
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this. Meanwhile, undoubtedly, there are examples of 
high-quality mastery by Chinese students of the indi-
cated types of texture, which is the result of properly 
selected teaching methods.

The next angle of the discussion of the research 
results concerns artistic-and-worldview aspects. A 
person’s worldview, formed values, the mentality 
of peoples and ethnic groups, and so on – all this 
becomes the subject of analysis of how these phe-
nomena are reflected in art.

The perception and comprehension of art through 
the prism of understanding and experiencing, of 
reflection and transfer into the plane of personal 
artistic experience of the values, traditions, cultural 
and life orientations reflected in works of art corre-
sponds with the mental approach. In accordance with 
arts education and artistic creativity, the concept of 
artistic-and-creative mentality is applied. We define 
this phenomenon as “the process and result of cre-
ative actions aimed at the materialization of images 
of reality by means of art through their creation, fur-
ther understanding, and reproduction on the basis of 
certain sociocultural canons and ethno-artistic values” 
(Rebrova, 2023, p. 287).

The paradigm of artistic mentality correlates both 
with purely art-studies aspects of artistic creativity and 
with ethno-cultural, culturological, and polycultural 
ones. This is explained by the complex-structured 
nature of the phenomenon of artistic mentality as 
such, which is “a synthetic, integrated phenomenon 
that consists of interrelated attributive elements: an 
artistic picture of the world, artistic method, artis-
tic text, the language of art (a system of symbols, 
images, signs, artistic codes), stereotypes that arise 
in the field of art in a certain historical cultural-spatial 
range, and a system of values (tastes, preferences, 
needs, and so on)” (ibid., p. 285).

It is important to indicate that in piano works and 
in their interpretation, there is artistic content. In our 
opinion, the artistic content of a work is a factor “that 
conditions high-quality cognitive-search and creative 
work on the interpretation of a musical work both at 
the performance and pedagogical levels and at the 
methodological level” (O. Rebrova, Shao Qi & Chen 
Linlin, 2023).

The artistic-and-mental approach is directly con-
nected with the interpretation of piano works, since 
cognitive, ethno-mental, and cultural-and-value 
aspects, as semantic vectors of artistic mentality, 
determine the adequacy of performance interpre-
tation. Researchers L. Kondratska, O. Rebrova, 
H. Nikolai, and co-authors consider the action of 
the musician-performer as a mental act, that is, they 
define musical performativity as a mental process.

However, it is worth noting that recently scholars 
have actualized the issue of historically informed 
interpretation. In particular, in the work by S. Shyp 
(2024), this type of interpretation is considered in the 

semiotic context. On the basis of phenomenological, 
typological, and semiotic approaches, the researcher 
derives two levels of interpretation which, from our 
point of view, are consonant with the tasks of master-
ing the art of piano performance. It concerns the level 
In-1 – “the establishment of the generally accepted 
meaning of the graphic signs of the score”, and in our 
case – the text of a piano work. From the point of view 
of evaluating interpretation at this level, it concerns 
the adequacy or inadequacy of understanding all 
graphic signs and the attribution of the notated text, 
in particular of a piano work. As for the level In-2, its 
characteristics presuppose the performer’s presence 
of notions of “the sound form as an integral sign, as 
well as the meaning of individual elements and prop-
erties of this form” (Shyp, 2024, p. 156). At this level, 
the question arises about the artistic meaning of each 
sign and their correlation in revealing artistic meaning. 
Precisely this level is consonant with the artistic-and-
mental approach.

Explaining the presence of two types of perfor-
mance interpretation (introvertive and extrovertive), 
the researcher indicates the fact that it is precisely 
extrovertive interpretation that can be designated as 
historical informed performance (HIP) – historically 
informative interpretation (Shyp, 2024, p. 166). Pre-
cisely this level is more significant from the point of 
view of artistic-and-mental (in the sense of worldview, 
culturally corresponding) features of interpretation. At 
the same time, the ethno-mental properties of the per-
former, as well as their individual, subjective reflec-
tions, intentions, and emotional experience also have 
features of a certain mentality and can be considered 
through the prism of the artistic-and-mental approach, 
in view of the individual experience of the performer’s 
personality.

It is also necessary to identify objective and sub-
jective factors of artistry both from the standpoint of 
the instrument’s technological characteristics and 
from the standpoint of the acoustic properties of 
the performer’s perceptual system. The piano has 
evolved; its construction, mechanics, frame, ham-
mers, and pedal have changed. All this influenced and 
still influences changes in the pianist’s performance 
technique. Organology, the science that studies musi-
cal instruments, their classification, construction, and 
cultural significance. It is not without reason that there 
is the concept of quality instruments, which makes 
it necessary to take into account the potential of the 
organological approach.

With regard to the quality of the piano, this instru-
ment, like others, has in its range different classes of 
instruments: from elite to mass-produced.

To the first group we refer the most elite ones, the 
so-called gold standard of quality, which are chosen by 
the best concert halls of the world: Steinway & Sons, 
which has a powerful sound and incredible durability. 
Bösendorfer – an Austrian brand that is famous for 
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its “velvety”, gentle sound. C. Bechstein, a German 
classical instrument with an expressive, transparent, 
crystal sound.

These firms, as a rule, do not require any special 
adaptation from the performer; they seemingly repro-
duce with full precision all the artistic-timbral and 
acoustic conceptions of the pianist.

To the quality group of instruments, which can also 
be considered branded, and such on which artistic-
imagery conceptions are likewise sounded without 
numerous rehearsals and adaptations, belong: Blüt-
hner – German grand pianos with a very warm, “sing-
ing” timbre, which is often called romantic. Petrof – the 
most famous Czech manufacturer, which offers excel-
lent quality at a somewhat more accessible price than 
the German giants. It is also worth naming Fazioli – a 
relatively young Italian firm, which in a short time has 
become on a par with Steinway. Each instrument is 
assembled by hand and is considered a work of art.

The indicated instruments indeed have a high-
quality sound, but not infrequently for everyday 
tasks ordinary pianos are used, to which one must 
adapt, find a quality sound, and take into account 
the acoustic conditions of the room, the hall, which 
can introduce certain corrections into the pedaliza-
tion of the performed work. There exist instruments 
for purely home music-making, and even digital ones, 
which replace heavy acoustic pianos. To mass and 
digital pianos, which have quality features, we refer: 
Yamaha, which has an acoustic variant that is used 
in the concert halls of conservatories, and digital pia-
nos (Clavinova), which are considered among the 
best in the world. The main competitor of Yamaha is 
Kawai, an instrument that has certain innovations in 
mechanics for reliability, in particular carbon plastic. 
For beginners, Casio is considered popular.

However, the spectrality and timbrality of sound, 
its dynamics, the agogics of performing the text, 
deviation from tempo, articulation of performance, 
and so on – this indicates the presence of individual 
properties of the performer. Each possesses his/her 
own acoustic-imaginary spectrum, which directs the 
search for touche, agogics, acoustic effects with tim-
bre, pedalization, and so on.

In connection with the outlined aspects, regarding 
the piano performance the problem of piano peda-
gogy is actualized. Precisely within its boundaries 
various methodological outlines crystallize in accor-
dance with the tasks of piano performance.

In this cluster of approaches, it is possible to define 
both the didactic (purely instructional) and the psycho-
logical-and-pedagogical aspects. Each of these cor-
responds to certain scholarly approaches, principles, 
and even methods. It is appropriate to distinguish the 
specifics of musicology and pedagogy for the possibil-
ity of combining approaches for high-quality teaching 
of piano performance. For comparison, we will define 
the object of research, the purpose, and the result. 

The object in musicological research most likely will 
be the musical text, style, epoch, the figure of the com-
poser, musical language, means of expressiveness, 
and so on. In contrast, in the context of musical/piano 
pedagogy – the personality who is learning, the learn-
ing process, teaching mastery, factors for increasing 
the quality of learning, and so on. The construct of 
purpose in musicology is filled with the meaning of 
understanding and explaining why and how it sounds, 
what the unique properties of a certain musical phe-
nomenon are, and so on. In the musical-pedagogical 
plane, the purpose is connected with the search for 
effective means of teaching: how to teach to perform 
certain elements of the musical text and to create an 
interpretation of a work, taking into account its artistic-
and-stylistic features and the individual properties of 
the one who is learning. As for the cluster of result, it 
can have a certain form. Besides the common genre – 
the dissertation – in musicology it is, as a rule, an ana-
lytical article with conceptual content and certain the-
oretical modeling of the studied phenomenon. As for 
arts pedagogy, besides the dissertation and scholarly 
article, the result not infrequently becomes precisely 
methodological recommendations and advice based 
on an author’s methodology, the effectiveness of 
which must be proven experimentally, as well as the 
formed abilities, skills, competencies, and the good 
manners of the musician-performer.

Conclusions and prospects for further schol-
arly investigations. Summing up, we indicate that 
piano performance is a complex object that cannot be 
studied only within the limits of one discipline. Effec-
tive study of the phenomenon requires a synthesis 
of art studies (interpretology, semiotics, organology), 
anthropology (physiology, psychology), and peda-
gogy (arts pedagogy, regularities of psychological-
and-pedagogical processes). The above conditions 
the choice of a multi-paradigmatic methodology for 
studying the phenomenon of piano performance.

The main directions of the research problemat-
ics of piano performance have been determined: 
performance interpretation; musical semiotics and 
semantics of piano works; stylistic characteristics of 
piano works; genre aspects of piano literature, their 
artistic-semantic and worldview potential; artistic per-
formance technique, which is studied from the point 
of view of the evolution of the piano, its acoustic and 
timbral properties.

The extrapolation and adaptation of S. Shyp’s 
four-level model of the general methodology of art 
studies to the sphere of piano art has been defined as 
promising: Levels I–II provide the practical base and 
theoretical substantiation of creative actions; Levels 
III–IV are responsible for the critical analysis of the 
instruments and the philosophical comprehension of 
the pianist’s gnostic activity.

As the methodological basis of such stud-
ies, the significance of the anthropological and 
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artistic-and-mental approaches has been determined. 
The indicated approaches direct interdisciplinary 
research both in the field of musicology and in the 
field of musical/piano pedagogy to the process of 
interpretation of piano works. This creates a systemic 
framework with the hermeneutic approach. Each 
of the approaches possesses a certain resource of 
scholarly approaches and principles for researching 
the problematics of piano performance, the main vec-
tor of which is the materialization and objectification 
of the piano text in accordance with its artistic-and-
stylistic context. An important systemic connection 
has been defined as the consideration of anthropo-
logical features (on the example of the specifics of 
the technique of Chinese pianists) in the educational 
process with different levels of interpretation; the role 
of “historically informed interpretation” (HIP) has been 
emphasized. The importance of the individual char-
acteristics of the performer (psychophysiology, ethno-
cultural mentality, performance as a mental act) for its 
implementation has been singled out.

Emphasis has been made on the functioning of 
the phenomenon of the interrelationship “performer-
instrument”, which has brought into focus the organo-
logical approach, which makes it possible to classify 
instruments (from elite brands such as Steinway to 
digital systems such as Yamaha Clavinova) not simply 
as technical means, but as factors that directly influ-
ence the evolution of performance technique, touche, 
and the acoustic embodiment of the artistic image.

The current principle of the synergy of musicology 
and pedagogy has been singled out. It has been deter-
mined that scholarly investigations in the sphere of 
piano performance should come out of the “shadow” 
of theoretical analysis into the practical plane. The 
result of such interaction is the transition from under-
standing the text (musicology) to the development 
of effective methodologies for forming performance 
mastery (pedagogy).

The theoretical base of music pedagogy always 
relies on the laws of psychology and education, as 
well as on the pedagogical potential of art itself. This 
is precisely the essence of the research aspects of 
piano performance in the concept of a multi-paradig-
matic methodology. Research into the pedagogical 
potential of certain musical styles and works, which 
can effectively combine the methodology of musicol-
ogy and music pedagogy, requires a detailed consid-
eration.
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У статті здійснено ґрунтовний аналіз фортепіанного виконавства як полівектор-
ного об’єкта наукових розвідок, що охоплює спектр від мистецтвознавства до пси-
хофізіології. Мета статті полягає в побудові теоретичної моделі поєднання дослід-
ницької проблематики щодо фортепіанного виконавства як теоретичної основи 
актуалізації методичного контексту його удосконалення в галузі мистецької освіти. 
Для досягнення цієї мети авторами реалізовано завдання з екстраполяції методоло-
гії мистецтвознавства в практичну площину, визначення методичного потенціалу 
актуальних дослідницьких положень та виокремлення перспектив розвитку піаніс-
тичної освіти.
Методологія дослідження ґрунтується на принципі поліпарадигмальності, що дає 
змогу інтегрувати музикознавчий, антропологічний та органологічний підходи. 
У роботі адаптовано чотирирівневу модель С. Шипа (імпліцитний, теоретичний, 
метанауковий та світоглядно-філософський рівні) до специфіки діяльності піаніста-
інтерпретатора. Особливу увагу приділено антропологічному аспекту, який розкри-
ває внутрішні процеси піаніста: виконавську надійність, музичну пам’ять та художнє 
мислення, а також біомеханіку взаємодії з інструментом (Tuche).
У статті вперше системно поєднано концепцію художньо-творчої ментальності 
з проблемою історично-інформованої інтерпретації (HIP). Розглянуто роль якості 
інструментарію (Steinway, Bösendorfer, Yamaha тощо) у процесі матеріалізації худож-
нього образу. Автор доводить, що об’єктом музичної педагогіки є не лише текст, але 
й особистість виконавця, що потребує синтезу теоретичних знань та практико-
орієнтованих методик. Результати дослідження можуть бути використані для роз-
роблення нових методичних рекомендацій у галузі мистецької освіти та професійної 
підготовки піаністів.
Ключові слова: фортепіанне виконавство, мистецька освіта, методологія, вико-
навська інтерпретація, антропологічний підхід, художня ментальність, органологія, 
музична педагогіка.
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