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PHENOMENON OF PIANO THINKING AND ACTUAL
METHODS OF ITS STUDY.

The purpose of the article is to reveal the theoretical foundations of the study of piano thinking as a form and method of
musical thinking, that is, taking into account the general ontological and value-cognitive properties of the music-creative process
and the artistic-sign form of music. The methodology of the work provides for a combination of aesthetic-cultural and semantic
musicological approaches, reveals the method of genre-style analysis in its new typological meaning, is aimed at the integrity of
the objective detection of piano thinking. The scientific novelty of the research is to develop a style concept of piano thinking
based on the definition of contextual and intextual - intentional attributes and properties of the musical style, allows to deepen the
phenomenological approach to the form and content of piano creativity, to determine their correspondence to figurative and
semantic parameters of composer and performing poetics as a unity of methodical and expressive means. Conclusions. Specificity
of musical thinking determines the leading importance of historical-typological and structural-semiotic approaches, and they
determine the dominance of the style beginning in musical meaning, and also allow to determine the specificity of the figurative
form of musical, in particular piano, creativity. "External,” that is, the contextual, conditionality of the musical style from the side
of artistic culture, the aesthetic dominants of the era reveals its value priorities, existing as permanent figurative phenomena
within certain genre structures, the latter being determined primarily from their performing side. Therefore, the aspect of piano-
performing thinking is distinguished as a genre-style phenomenon, which requires special methods of detection and study.

Keywords: musical thinking, piano thinking, style, genre structure, figurative form, contextual and interstual properties
of musical style.

I'an Csiocroe, 3000y8au kaghedpu icmopii mysuku ma mysuunoi emuoepagpii. OHMA im. A. B. Hesrcoanosoi.

®eHoMeH (POpTeNniaHHOT0 MUCJIEHHS TA AKTYaJIbHI CIIOCO0H Or0 BUBYEHHSI .

Meta cTarTi — BUSBUTH TEOPETHYHI 3acaju BUBYECHHsS (OPTEMIaHHOTO MHCIEHHS SK (OPMH Ta CHOCO0Yy MY3WYHOTO
MUCIICHHsI, TOOTO BPaxOBYIOUM 3arajbHi OHTOJIOTIYHI Ta MIHHICHO-II3HABAJIbHI BJIACTHBOCTI MY3UYHOTBOPYOIO IIPOIECY,
XyIOXKHbO-3HAKOBOT (GopMu  My3uku. Meromonorisi poboTn nependayae MOENHAHHS ECTETHKO-KYJIBTYPOJIOTIYHOTO Ta
CEMaHTHYHOTO MY3UKO3HABYOIO II/IXOMIB, BUSIBISIE METO] JKaHPOBO-CTHMJILOBOTO aHaji3y y HOro HOBOMY THUIIOJIOTIYHOMY
3HAYEHHI, CKEpOBaHa 10 LIIICHOCTI MPEAMETHOro BUSBIEHHS (opremiaHHOro MucieHHs. HaykoBa HOBM3HAa JOCIIIJKEHHS
MOJISITAE Y PO3pOOIN CTUIBOBOI KOHIIEMIli (POPTEMIAaHHOTO MHCICHHS, MO0 0a3yeThCsl HAa BHU3HAUCHHI KOHTEKCTyaJbHUX Ta
IHTEKCTYaJbHUX — IHTCHI[IOHAJLHUX O3HAKaX M BIIACTUBOCTSIX MY3UYHOTO CTHJIIO, IO3BOJISE MOTIUOMIOBATH (PEHOMEHOIOTTYHUI
miaxig mo ¢opmu Ta 3MicTy QopremiaHHOI TBOPYOCTI, BU3HAYATH IX BiMMOBITHICTE MO OOpa3HUX Ta CMHCIOBHX IapameTpiB
KOMITO3UTOPCHKOI T4 BHUKOHABCBHKOI TTOETHKH SIK €HOCTI METOAMYHHMX Ta 3HAKOYTBOPIOIOYMX BHPA30BHX 3aco0iB. BucHoBKH.
Crenngika My3WYHOTO MHCIICHHS 3YMOBIIIOE NPOBIJHE 3HAYEHHS ICTOPHKO-THIIOIOTIYHOTO Ta CTPYKTYpHO-CEMiOTHYHOTO
Ii/IX0/[iB, @ BOHU HAroJOIIyIOTh JOMiHYBaHHS CTHJIbOBOTO Havyajla Y My3UYHOMY 3MICTOYyTBOPEHHI, TAKOXK J03BOJISIOTh BU3HAYATH
CBOEPIAHICTh 00pa3HOi (opMH My3W4YHOI, 30KpeMa QopTeniaHHOi, TBOPYOCTi. «30BHILNIHA», TOOTO KOHTEKCTyallbHa,
0OyMOBJICHICTP MY3MYHOTO CTWJIIO 3 OOKY XYAOXKHBOI KYJIbTYPH, €CTETHYHHX JOMIHAHT €MOXM BiJIKpHBAaE HOro HiHHICHI
MIPIOPUTETH, IO ICHYIOTH K cTami 0Opa3Hi YTBOPEHHS Yy MeXaX MEBHUX KaHPOBUX CTPYKTYP, IPHUIOMY OCTaHHI BH3HAYAIOTHCS
Hacamrepes 3 iX BUKOHABChKOi CTOPOHU. TOMY BHOKPEMITIOETHCS aclekT (opTerniaHHO-BUKOHABCHKOIO MHCIIEHHS SK JKaHPOBO-
CTHUITBOTO (heHOMEHA, IO MOTPeOye 0COOTMBUX CIIOCOOIB BUSBICHHS Ta BUBUSHHS.

KuouoBi cioBa: my3wuHe MuHCIeHHs, (oOpTemiaHHe MUCICHHS, CTWJb, J>KaHpOBA CTPYKTypa, oOpasHa Gopma,
KOHTEKCTYaJIbHI Ta IHTEKCTyaJIbHi BIACTHBOCTI My3UYHOTO CTHIIIO.

I'an Csiocioe, couckamens kagedpvl ucmopuu My3viku u myzvikanonot smuoepaguu OHMA um. A. B. Hescoanogoil.

®eHoMeH (POPTENHMAHHOTO MBIIICHHS H AKTYaJbHBIE CIIOCOOBI €r0 H3y4YeHHsl.

Ieabp cratbM — BBISIBUTH TEOPETUYECKHUE OCHOBHI HM3YyUeHHs (DOpTENMAaHHOIO MBINUIEHHS Kak (QOpMBl M crocoba
MY3bIKaJIbHOTO MBIIUIEHUs], TO €CTh YYUTHIBas OOILIME OHTOJOTMYECKHE W LIEHHOCTHO-TIO3HABATEIbHBIC CBOHCTBA MY3bIKaJIbHO-
TBOPYECKOTO IIPOIIECCa, XYIOKECTBEHHO-3HAKOBOH (DOpMBI My3bIKH. MeTomoorusi padoTHl IpeaycMaTpHUBacT CcodYeTaHHe
3CTETUKO-KYIBTYPOJIOTHYECKOTO W CEMAaHTHYECKOTO MY3BIKOBEAUECKOTO ITOJXOAO0B, OOHAPYKMBAET METO[ >KaHPOBO-CTHIIEBOTO
aHalM3a B €r0 HOBOM THIIOJOTMYECKOM 3HAYCHHM, HANPaBlIe€Ha K LEIOCTHOCTH IPEAMETHOTO BBIABICHHS (OPTETHAHHOTO
MbiIeHUs. HayyHasi HOBM3HA HCCIIEIOBAaHUS 3aKIIIOYAETCsl B pa3pabOTKEe CTUIIEBOM KOHIENIHU (DOPTEMHAHHOTO MBIIUICHHS,
OCHOBaHHO Ha OTpPENENCHNN KOHTEKCTYaJIbHBIX U MHTEKCTYyaJIbHUX — MHTCHIMOHAIBHBIX MPU3HAKOB M CBONCTB MY3BIKaJIBHOTO
CTHJISL, TIO3BOJISIET YDITyOMNsTh (DEHOMEHOIIOTHUECKHH ToaXo K (opme n cozmepkaHuio (POPTENMAaHHOTO TBOPYECTBA, OMPENEIIATH
UX COOTBETCTBHE OOpa3sHBIM M CMBICIOBBIM ITapaMETpaM KOMIIO3UTOPCKOW W HCIIOMHHUTENBCKOW IO3THKH KaK CIUHCTBY
METOJMYECKHUX U 3HAKOOOPa3yIoIMX BBIPAa3UTEIbHBIX cpeacTB. BoiBoabl. Crienudrka My3bIKaIbHOTO MBIIUIEHUS! 00YCIOBINBACT



Bejlyliee 3HAYCHHE UCTOPHKO-THIIOJIOTHYECKOTO U CTPYKTYPHO-CEMHOTHYECKOTO MOAXOOB, & OHU OMPENeIsIOT JOMUHHPOBAHNE
CTHJIEBOTO Hadajla B MY3bIKaJbHOM CMBICIIOOOPA30BaHMS, TAKKE ITO3BOJISIIOT OIPENesaTh CBOcoOpasue o0Opa3HOi (OPMBI
MY3bIKaJIbHOTO, B YacTHOCTH (opTenMaHHOro, TBOpuYecTBA. «BHEIIHsS», TO €CTh KOHTEKCTyallbHas, OOYCIIOBJICHHOCTb
MY3BIKAJBHOTO CTHJIS CO CTOPOHBI XYIOXKCCTBCHHOW KYIBTYPBI, 3CTETUYECKHX JIOMHHAHT 3MOXU OTKPHIBACT €r0 ICHHOCTHEIC
MPUOPUTETHI, CYIIECCTBYIOIINE KaK MOCTOSHHBIC OOpa3HbIC SIBICHHUS B TPEACIaX OMPEACICHHBIX JKAHPOBBIX CTPYKTYp, MPHYEM
MOCIICIHUE OIPEIENIAIOTCA TMPEKIC BCEr0 C HMX HCIHOJHUTEIBCKONH CTOpPOHBL I103TOMY BBIZENSCTCS acleKT (POPTECIHAHHO-
HCTIOJTHUTEIIFCKOTO MBIIIUICHUS KaK dKaHPOBO-CTHIICBOH (DeHOMEH, TPEOYIOIIUI 0COOBIX CIIOCOOOB OOHAPYKCHUSI X U3YUCHUS.

KawueBble c0Ba: My3bIKAIFHOE MBIIUICHHE, (OPTENHMAHHOE MEBIINUICHUE, CTWIb, YKAHPOBas CTPYKTypa, oOpa3Has
(hopMa, KOHTEKCTyaIbHbIC U HHTCKCTYaJIbHBIC CBOMCTBA MY3bIKAJILHOTO CTHIIS.

The relevance of the topic of this article is largely conditioned by the need to
create a theoretically justified concept of piano thinking, which allows one to find such
a tool for the analysis and definition of components of musical thinking that can reflect
its integrity, that is to encompass it as cognitive-value unity, a synergistic cognitive-
semantic phenomenon. This means that the process of musical (piano) thinking shall
be represented in two main dimensions — from the outside and from the inside, from
the sociocultural historical factors and from the immanent psychological content, and
these two parameters exist only in the mutual submission, which means — in the
constant active interaction. Thus, the statement of the problem of piano thinking
involves revealing the contextual and intextual features and properties of the
cognitive-semantic process in music, which makes it appealing to the historical genre
forms, to identify their origin and specific features, to establish their preferred
constitutive features, among which the leading are the type, conditions, circumstances,
means and character of execution, thus the form of execution takes a decisive position,
because it characterizes the generic and specific nature of music.

However, this also makes it possible to deepen the phenomenological approach
to the form and content of piano creativity in its connection with philosophical and
psychological theories. In particular, it turns out that, referring to the problem of
musical thinking, the researchers proceed from its broad principles associated with the
sources, forms and areas of human activity, and therefore with the nature of human
thinking as a special biosocial phenomenon. The main attention is paid to determining
the components and levels of thinking as a cognitive-evaluative work of
consciousness, in which the priorities of the intellectual sphere do not cancel, and even
increase the activity of sensory knowledge, including, and due to practical needs.
Moreover, the synthesis of generalized theoretical and purely pragmatic specific issues

becomes a sign of the discursive sphere of thinking in its and extra-musical (general



humanitarian and psycho-semantic [3-5; 7; 9]) and immanent-musical (performing-
musicology [2; 8; 10; 11; 12]).

From the humanitarian disciplines of the anthropological profile, the study of the
phenomenon of thinking in its relationship with the phenomenon of consciousness
leads to the discussion of the fact that the laws of human thought are due to those
needs and capabilities of human consciousness, which determine its "semantic tuning",
that is, the orientation to the meaning and form of conceptual reproduction of reality,
the entire system of vital activity of the human subject. In art, this orientation acquires
a specialized significant character and leads to a transformation of the relationship
between the existence and the creative possibilities of human thinking, when the
creative tone of human consciousness becomes determinant, such that submits
surrounding substantive material, even translates this material from its own worldview
surrounding reality.

Thus, D. Kyrnarskay quite rightly notes that to solve the problem of musical thinking,
the most productive is to address two areas of issues. One of them relies on the positions of
philosophy, aesthetics, sociology, psychology etc., thereby opening up the possibility of
studying musical thinking as one of the types of thinking in general. The second comes from
the achievements of the science of music, which allows you to highlight the specific laws of
the musical art itself, to find special musical aspects of the process of thinking, and in the
very phenomenon of thinking to discover musical properties. In the second direction, the
study of M. Bonfeld, which introduces a number of general concepts that can become a
categorical regulator of the theory of musical thinking, is distinguished, namely:
distinguishing thinking with music, thinking in music, music as thinking and thinking as
music [8, 116-119].

Let's distinguish the basic preconditions for studying the principles of thinking as a
creative basis for musical creativity.

Firstly, in art, the person thinks about what is necessary for him from the part of life,
social and historical expediency, that is, artistic thinking does not narrow, on the contrary,
expands the substantive content of human thinking, because it allows you to give a variety of
vital phenomena to value the semantic properties, circumstances, as well as to enrich them
with new, beyond the scope of the art, factors, conditions of formation, life's independence of

the human person.



Secondly, therefore, in the musical thinking one can find a wide process of
generalized, indirect reflection of reality, which manifests itself as a unity of ways of sensory
knowledge and intellectual-logical norms in the context of purposeful practical activity of a
person. From this side, in musical thinking, it is quite right to find one of the higher forms of
dynamic reflection of objective reality, due to the knowledge of existing relationships and
relations of objects and phenomena; however, it is equally true to associate it with the
creation of new ideas, with a specific artistic prediction of events and actions.

The purpose of the article is to reveal the theoretical foundations for the study of
piano thinking as a form and method of musical thinking, that is, taking into account the
general ontological and value-cognitive properties of the musical creation process, the
artistic and symbolic form of music.

Main contents of the work. An actual approach to determination of the peculiarity of
piano thinking seems, firstly, to establish general parameters of musical thinking, taking into
account certain scientific terminological metaphorical notions of musical and piano thinking,
since they are not separated from the general cognitive process, that is, from a single
psychological organization of human consciousness. Secondly, the necessary link of the
system approach for the phenomenon of piano thinking is the establishment of a reference
categorical series and the disclosure of the content of concepts that include it, including
genre structure, image form, style, contextual and textual properties of musical style.

Let's try to find out how the style of the category becomes a transition between the
external and internal immanent spheres and the properties of musical thinking.

To do this, let us turn to a series of research stories by M. Bonfeld, who believed that
"music demonstrates a very specific branch of meaning,” which is subject only to the
musical ways of the definition: "In spite of the fact that each type of art is associated with
some essential aspects with the spiritual and intellectual human world, and harmonious
development is unthinkable without the participation of all kinds of creativity, music has
special, unique possibilities of direct influence on the human psyche. This is due to three
reasons. 1) Music is closer to other types of art approaches continual thinking due to the
greatest abstraction from the objective realities of the non-artistic world, on the one hand,
and on the other — due to the pronounced continuity of its very artistic texture, which has no
analogues in other forms of creativity (even a performance or the film allows for division

into several series with long interruptions between them; music can not be interrupted for a



second, without damage to its content). 2) Music ... directly encounters the abstract-mental
process as its analogue, sometimes even before comprehending the semantics of the sub-sign
layer. 3) Music has a direct emotional impact as a sensory-acoustic signal, as embodied in
the beauty of sounding. Thus, music, directly influencing the sphere of discrete thinking, on
the motivating sphere and the sphere of continual thinking ... is able to awaken and
harmonize its influence with all spheres of the human spirit, transform human thinking into
thinking as music, that is, to improve the personality — and this is the ultimate goal of
musical art as the most secret, most intimately associated with the inner world" [2, 119].

M. Bonfeld's positions appear to be the most productive in the study of the forms and
ways of musical thinking, his particular poetics. At the same time, they allow to highlight the
essential prerequisite for the study of music as one of the forms of artistic thinking, namely -
the importance of defining its own subject area of musical creativity, which is due to the
specific features of musical expression, and therefore, the significant nature of musical art.
The inherent objectivity of music involves the autonomy of the logical instruments of
musical knowledge and the artistic autonomy of form-creating musical techniques, that is,
the discussion of music as a language that includes special mechanisms of interpersonal
communication, since there is no musical language as a means of communication outside of
art; The famous saying that music is copying and reproducing itself, therefore, does not need
translation, which is equivalent to itself ...

Fully accepting these approaches to the cognitive and valuable construction of musical
creativity, we note that besides the names of M. Bonfeld correlations of the concepts of
thinking and music, the category of thinking about music plays an essential role in the
development and theoretical formalization of the phenomenon of musical thinking. It is
relevant not only for musicologists, although in musicology activity it becomes the main
institutional professional index. It is the thought of music that allows you to find the
underlying moments, levels and the main factors of the process of musical thinking, that is, it
has a high potential of reflexivity. That is, the way music "considers/thinks about" the world
determines the ways in which composers, performers, musicologists and listeners think about
music, and this thinking "about™ appears in the basis of its thinking of music ... Therefore,
the leading category of thinking appears to be the style as organic, that is, the initial, unity of
the semantic content and the symbolic structure, the thought and way of its expression, the

feeling and the way of its explication.



Thus to understand the cognitive style of function, one must point out one more
circumstance of the development of musical thinking as an artistic and ontological
phenomenon. Music itself also thinks, that is, in itself there are special immanent
mechanisms that generate new semantic meanings and significant functions; as a "living"
matter of cultural human consciousness, it exists in an unceasing motion, and this gives it the
features of the thinking process. Music thinks about everything on its own, creating new
qualitative cognitive-value, imanent-logical ways of reproducing relations to the semantic
coordinates of human life, which determines the formation of intonational content of music,
Intonation as its central and basic element, the factor of musical language as a set of sound-
expressed thoughts.

As D.Kirnarska truly writes, the approach to intonation as a substantive basis of
musical thinking has a historical significance, and to this day is dominant in most theoretical
concepts, since it allows to bring the work of music to the level of higher intellectual
manifestations of human consciousness. As universal human thinking is inextricably linked
with language, it justifies this thinking, and musical thinking manifests itself in the musical
language, through which creates a creative community between the composer-performer-
listener, establishing spiritual communication; therefore, musical thinking manifests itself in
a special linguistic forms, reveals the importance of the musical language as one of the
necessary languages of human consciousness. And this implies a stylistic certainty of the
thinking process, beyond which sensemaking is impossible in music.

Let's return to the concept of motion - alive texture of musical comprehension. In the
psychological literature, a concept emerged that allows us to classify the movement as an
intangible psychological phenomenon expressing the semantic activity of human
consciousness — the theory of the meaning of V. Zinchenko, which proposes to examine the
semantic dynamics of consciousness, respectively, thinking, on the basis of the concepts of
biodynamic and sensual texture of consciousness. According to his definition, biodynamic
texture is the observed external form of living motion, and the use for its characteristic of the
term "texture” emphasizes that "this material from which the rational, arbitrary movements
and actions are constructed. As they are built, the formation of an increasingly complex
internal form, an internal picture of such movements and actions. It is filled with cognitive,
emotional-evaluative, semantic entities. A motionless being could not build geometry, wrote
A. Poincare "[7].



Sensory texture, like biodynamic, is a material of the image, and its presence is due to
complex experimental procedures; it also has the properties of reactivity, sensitivity,
plasticity, controllability, which are closely related to meaning and sense. The author
emphasizes that "between the two types of texture there are no less complex and interesting
relationships than between meaning and content. They have the properties of reciprocity and
transform one into another. In time, the movement that takes place in a real space is
transformed into a symmetrical image of space, as if deprived of coordinates of time. As O.
Mandelstam said, the stop could be regarded as an accumulated movement, so that the image
received a kind of energy charge, becomes tense, ready for implementation.

In turn, the spatial image can be rotated in the time picture of the movement. An
essential characteristic of the relationship between biodynamic and sensory texture is that
their mutual transformation is a way to overcome space and time ... "[7].

As a result of the analysis of psychological phenomena, V. Zinchenko comes to the
conclusion that "at the existential level of consciousness tasks are solved, fantastic in their
complexity. The subject has the space of the formed images, most of which are polysemantic,
that is, they contain not the only substantive meaning. Similarly, this space of mastered
motions and objective actions is polyfunctional: they all contain not only the operational
significance. From the definition of properties and functions of consciousness it is very
difficult to move to the definition of the subject industry, representing consciousness in the
proper sense of the word "[7].

The overcoming of the marked difficulties is that psychology has its own independent
subject, which is the higher cognitive states, namely the intentional, in contrast to the simple
qualitative states - the so-called qualia, which are much more successfully explained
physiologically. And in this regard, the phenomenological approach, in particular the theory
of intentionality and the neo-noesical construction of the consciousness of E. Husserl, asserts
that human consciousness exists in a special way, has its own objectivity and is determined
by its very qualities.

Commenting on the approach of E. Husserl, D. Leontiev points out his subsequent
features. According to Husserl, the source attributing meaning to things is consciousness,
actual orderly experience, and each meaning is intentionally contained in the inner sphere of
our own mind-consciousness, which tests, assesses life and forms in our subjective genesis.

The meaning behind Husserl is the basic creative texture of consciousness; phenomena,



phenomenological data of consciousness "is no longer the essence of "objects"”, but "unit" of
"meaning"[9, 8].

According to D. Leontiev observation, "Husserl distinguishes two directions of
phenomenological analysis: a noetic, or a description of the act of experience, and a
noematic, or a description of "already experiencing”... Under the noesis Husserl understands
the meaningful intentional focus of consciousness on the object, underneath — experienced
object as a bearer of meaning. "Possesion of the meaning ... - this is the main character of
consciousness in general, which due to this is not only an experience, but also an experience
that has the meaning, the "neo-ethical" experience [8, 9].

Consequently, meeting with the meaning for human consciousness is a meeting with
itself, with its own creative capabilities — with its own intentionality as the ability to create
an objective reality both in itself and within its limits. The latter, that is, the ability of
consciousness to transform the surrounding objective reality, to become a participant in real
events, is determined by the mental activity — the productivity of human consciousness, as
well as its need to be reflected in the surrounding, objectively existing space - time. The
dynamics of the semantic reality of human consciousness can act on a par with the real
dynamics of life and even "surpass" the latter.

In the justification of the category of the semantic reality of consciousness, in our
opinion, is the theoretical value of the study of D. Leontiev, which allows to distinguish the
category of internal form of thought as the relation of this thought to all semantic,
intentionally collected, the meaning of consciousness, which leads to the allocation of a
certain figurative structure with the following its refinement in a logical significant way. In
this definition, the internal form of the opinion is in sympathy with the nature of the style,
since this nature is purely intentional, but also strives for imaginative-sign-oriented detection
and autonomy, provided that in a difficult-indirect way.

Additionally, in order to characterize this phenomenon, namely, internal thought or
internal form of thought, which allows us to clarify the logical principles of musical style, the
theoretical positions of L. Wgotsky, which are presented in his latest work, "Thinking and
Speech”, especially in the last, seventh, the chapter of this work, entitled "Thought and
Word" [3].

In general, defining the style as a category of artistic thinking, clarifying this approach

from the musicological positions, it can be found in it the unity of contextual conditions and



intentional — the textual properties of musical thinking, which arises on the basis of the unity
of personal consciousness.

Determined by this method, the style category can become active in the study of the
semantic peculiarities of musical creativity, in the assessment of individual composer
thinking, because it suggests the logic of analysis of the musical-intellectual process, which
to some extent can reproduce the logic of the process itself in its particular composer and
performer's hypostasis.

In this way, the scientific novelty of this study is to develop a stylistic concept of
piano thinking based on the definition of contextual and intextual — intentional features and
properties of musical style, which allows to deepen the phenomenological approach to the
form and content of piano creativity, to determine their conformity to figurative and semantic
parameters of composer and performing poetics as a unity of methodological and sign-
expressing means of expression.

It can be concluded that the specificity of musical thinking determines the leading
importance of historical-typological and structural-semiotic approaches, and they emphasize
the domination of the style principle in musical contents formation, as well as determine the
originality of figurative forms of musical, in particular piano, creativity.

The "external”, that is, the contextual, conditionality of the musical style on the part of
artistic culture, the aesthetic dominants of the era, opens its value priorities that exist as the
figurative formations within certain genre structures, and the latter are determined primarily
from their performing side. Therefore, the aspect of piano-performing thinking is
distinguished as a genre-style phenomenon, which requires special methods of identification

and study.
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