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SEMANTIC PROPERTIES OF FORTEPIAN CONCERTONESS AS A STYLE
PARADIGM OF COMPOSITE AND PERFORMANCE CREATIVITY
S. PROKOFIEV (ON THE EXAMPLE OF THE SECOND PIANO CONCERT)

Obijective. In the article, a comparative analysis of the performance interpretations of the Second Prokofiev Piano
Concerto by the Chinese pianist Yu. Wang (nicknamed "flying fingers", which can be compared with Prokofiev's "magic flying
fingers") and some Russian top-flight pianists. Stylistic parameters and stylistic devices characteristic for this concert are
revealed, which create a psychologically complex system of mutually transforming images, individually understood by different
interpreters. The methodology of the research consists in the application of historical, aesthetic, genre-style, musicological
analytical and performing approaches. Important was the comparative method used to identify similarities and differences in
performance interpretations. Scientific novelty is determined by the nomination of a fundamentally renewed analytical approach
to Prokofiev's piano concertos, including on the part of their performing timbral and sound properties. The specifics of the
creation of the semantic model of Prokofiev's piano concerts by Chinese pianists are specified, taking into account the aesthetic
and intonational-speech approaches. Conclusions. The revealed characteristics of the performance interpretations of the Second
Prokofiev Piano Concerto make it possible to determine the semantic properties of piano concertoness as a style paradigm of not
only compositional but also performing art that is capable of receiving a tangible resonance when interacting with the settings of
national pianistic schools, masterly actualized specific timbre-articulatory properties of piano sounding and aesthetic concept of
Joy.

Keywords: genre of instrumental concert, piano concerto, semantic properties of piano concertoness, piano sound,
concept of Joy, performance interpretation.

Aici, kanoudam mucmeymeo3nascmea, suKIaoay kageopu gopmeniano xoncepeamopii Buympiwnvoi Moneonii.
CemaHTH4Hi BJacTUBOCTI (opTeniaHHOI KOHUEPTHOCTI $IK CTWILOBOI MNAPAAMIMM KOMIIO3MTOPCBHKOL i
BuKoHaBCchbKoOI TBopuocTi C. [Ipoxod’eBa (Ha nmpukJaaai aApyroro ¢popremiaHHOr0 KOHIEPTY).

Meta poGotu. Y cTaTTi 3p00JICHI KOMITApaTUBHUI aHali3 BHKOHABCHKUX iHTeprperaniii Jpyroro ¢opremianHoro
koHuepty C. [Ipokod'ea kuraiichkoi miaHicTku FO. BaHT (Ha mpi3BUCHKO «JTiTal0Yi MaJbIIiy», [0 MOXKHA MTOPIBHATH 3 «9apiBHUMUA
JMTAFOYUMH TambIsIMu» camoro [Ipokod'eBa) i HesKWX BITYM3HSHHUX IMIAHICTIB BHIIOTO €MIETIOHY. BHSABISIOTHCS CTHIBOBI
mapaMeTpu 1 CTHJIICTHYHI TIPUHOMHY, XapakTepHi ans maHoro KoHIEpTy, ki CTBOPIOIOTh ICHXOJOTIYHO CKJIAaIHY CHUCTEMY
B3a€MOIEPETBOPIOBAHUX 00pa3iB, IO IHAMBIIYaIbHO PO3YMIIOTHCS PISHUMH IHTEpHpeTaropamMu. MeToHOJIOTisT TOCITiIHKSHHS
NOJIATae B 3aCTOCYBaHHI ICTOPUYHOIO, €CTETHYHOTO, XaHPOBO-CTUJIHOBOTO, MY3MKO3HABYOI'O AHAIITHYHOTO 1 BHKOHABCHKOTO
miAX0/iB. BaxMBUM BUAABCS KOMIIAPATUBHUN METOl, BAKOPUCTAHHIA /11 BUSIBJICHHS TOAIOHOCTI ¥ BIIMIHHOCTEH BUKOHABCHKHUX
inTeprperanii. HaykoBa HOBH3HA BH3HAYa€TbCS BHUCYHEHHSIM IIPHHIUIIOBO OHOBJIEHOTO AaHAIITHYHOTO MIiJAXOAY [0
¢dopremiannux koHueptiB C. [Ipokod'eBa, y ToMy umcai 3 0OOKy iX BHKOHABCHKOI TEMOpaIbHO-3BYKOBOI BJIACTHBOCTI.
YTouHIOEThCS crienr(ika CTBOPEHHS CEMAaHTUYHOI MoJeli (opTeniaHHuX KOHIEpTiB IIpokod'eBa KUTalCHKUMU MiaHICTaMU, 3
ypaxyBaHHSIM €CTETHYHOTO Ta IHTOHALII{HO-MOBHOTO MWiJIXOXiB. BucHOBKH. BusBieHI XapaKTepHCTHKM BHKOHABCHKHX
iHTeprperaniii [Ipyroro ¢oprenianHoro konuepty IIpokod'eBa 103BOJSIOTH BU3HAUNTH CEMAHTHYHI BIACTHBOCTI (opTreniaHHOT
KOHLIEPTHOCTI SIK CTHJIBOBOI NMapajurMHu He JIMIIEe KOMIIO3UTOPCHKOI, & i BUKOHABCHKOI TBOPYOCTI, SIKa CIIPOMO’KHA OTPUMYBATH
BIZIYYTHUH PE30HAHC MPHU B3a€MO/II] 3 YCTAHOBKaMH HAIlIOHAJIBHUX MIaHICTHYHUX IIKIJ, BIPTYO3HO-aKTyalli30BaHUX CHELH(ITHIX
TeMOpPOBO-apTUKYJISIIHHUX BIACTHBOCTEH (hOopTENiaHHOTO 3BY4YaHHS Ta €CTETHYHOrO KOHIenTy PanocTi.

KaouoBi ciaoBa: jxaHp 1HCTpYMEHTQJIBHOTO KOHIEPTY, (GOpTemiaHHWH KOHIEPT, CEMaHTHYHI BJIACTHBOCTI
(dopremniaHHOi KOHIIEPTHOCTI, (popTemianHe 3By4aHHsl, KOHIIENT PasocTi, BAKOHABChKA 1HTEpPIIPETAIlis.

Aitcu, kanouoam uckyccmeogedeHus, npenodasamensd Kapeopvl popmenuano xoncepsamopuu Bnympenueu Moneoruu.
CemaHTHYecKHEe CBOWCTBa (OPTENHAHHONH KOHIIEPTHOCTH KAaK CTHJIEBOW NapajurMbl KOMIO3UTOPCKOIO H
ucnoaHuTebekoro Teopuectsa C. IIpokodneBa (Ha npumepe Broporo hoprenuanHoro KoHuepTa).

Hean paborel. B craThe ocCylecTBIEH KOMIApaTHBHBIM aHalIW3 HCIOJHUTEIbCKUX HHTEprnperanuil Broporo
¢doprenuannoro konepra [IpoxodreBa kuraiickoii nuanuctku 0. Banr (o mpo3BHILy «JI€TArOIIUE MajbLbl», YTO MOXKHO
CPaBHHUTH C «BOJIIECOHBIMH JIETAIOIIMMHU HajbliaMu» camoro [IpokoreBa) M HEKOTOPBIX OTEYECTBEHHBIX MHAHUCTOB BBICLIEIO
SIIENIOHA. BBIABISIOTCS CTHIIEBBIC MapaMeTpbl M CTHIMCTHYECKUE NPUEMBI, XapakTEepHbIE Ul JTaHHOTO KOHIIEPTa, KOTOpBIE
CO3JIAf0T NICHXOJIOTUYECKH CJIOKHYIO CHCTEMY B3aMMOIPEBPAILAIOIIMXCS 00pa3oB, WHIAMBHIYAIFHO MOHUMAEMbIX Pa3IMYHBIMU
HHTEpHpeTaTopamMi. MeTod0JIOTUsl WCCIICAOBAHMS 3aKII0YaeTCd B IPUMEHEHHH HCTOPHYECKOTO, 3CTETHYECKOTO, >KaHPOBO-
CTHJICBOTO, MY3BIKOBEIUECKOTO AaHAJUTHIECKOTO W HCIIONHUTEIBCKOTO ITOAX0J0B. BakHBIM OKa3ajcs KOMITapaTHBHBIA METOZ,
WCTIONB30BAaHHBIN /7Sl BRIIBICHUS CXOJCTBA M PAa3IMUMi MCIIONIHUTEIBCKUX MHTepHpeTanuii. Hayuynas HOBM3HA ompezemnsercs
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BBIIBIDKCHHEM TPUHIMITHAIEHO OOHOBIICHHOTO aHAJHTHYECKOTO TMoaxona K ¢opTenuaHHBIM KoHIeptaM lIpokodbeBa, B TOM
YHCIe CO CTOPOHBI MX HCIIONHHUTEIBCKUX TEMOPATbHO-3BYKOBBIX CBOMCTB. YTOUHSETCS CrenU(bUKa CO3TAHUS CEMaHTHYECKON
Mozenu hopTennaHHbIX KOHIEePToB [IpokodbeBa KHTAHCKUMHU THAaHUCTAMH, C YYETOM 3CTETHIECKOTO M HHTOHAIIMOHHO-PEYEBOTO
mox0/10B. BeIBOABI. BBIABICHHBIC XapaKTCPUCTUKU HCIOIHHUTENBCKHX WHTEpHpeTanuii BToporo ¢oprenuaHHOro KOHIEpTa
[IpokodbeBa MO3BONAIOT OMPEACIUTh CEMAaHTHYCCKHE CBOMCTBA (OPTCMHAHHON KOHIICPTHOCTH KaK CTHIICBOW MapagurMbl HE
TOJILKO KOMITIO3UTOPCKOW, HO ¥ KCIOJHHUTEIBCKOTO TBOPYECTBA, KOTOpas CIOCOOHA IOJNydYaTh OIIYTHMBIH PE30HAHC MpU
B3aMMOJICHICTBHM C YCTAHOBKAMHU HAIIMOHAIBHBIX MHAHUCTHYCCKUX IIKOJ, BUPTYO3HO-aKTYaJU3UPOBAHHBIX CIEIU(PHUCCKIX
TeMOPOBO-apPTHKYIISIIMOHHBIX CBONCTB (hOPTEIIHMAHHOTO 3BYyUaHHs U 3CTETHYCCKOTO KOoHIenTa PagocTw.

KiawueBble caoBa: XaHp HHCTPYMCHTAJILHOTO KOHIEPTa, (OPTCIMHAHHBIA KOHIEPT, CEMaHTHUYCCKHE CBOWMCTBA
(opTenmaHHO# KOHIIEPTHOCTH, (POPTEIMTHAHHOE 3BYIaHNE, KOHIIETIT PaocTH, NCIOTHATENBCKAS HHTEPIIPESTAITHS.

Relevance of the research topic. The concerto genre attracts the attention of
composers and performers (especially the authors who combine these qualities in one person
like S. Prokofiev) with practically inexhaustible possibilities of embodying various musical-
dramatic, stylistic, instrumental-timbre and virtuoso tasks. At the end of the twentieth and
the beginning of the twenty-first centuries, interpretative aspects tested in the performing
practice of the piano concertos, for example S. Prokofiev’s ones, became particularly
relevant taking into account the Chinese performing boom of this period, which makes up
the current area of modern musicological research.

Review of research and publications on selected topics. Numerous articles,
monographs and dissertations are devoted to the study of the theoretical foundations of an
instrumental concerto. One of the first such works should be considered the cycle of B.
Asafiev’s articles in the “Book about Stravinsky” [1], where the author analyzes such
features of the genre form as the plasticity of motives, the role of comparing contrasting
sounds, the value of improvisational techniques, etc. The fundamental works by L. Raabe,
M. Druskin, 1. Kuznetsov, G. Orlov, M. Tarakanov, O. Dolinskaya, I. Grebneva, E.
Samoylenko, and others offer a number of fundamentally new thesis on the essence of the
concerto genre as a whole. S. Prokofiev’s works are studied in the dissertations by A.
Kalashnikova, N. Kravets, A. Lyakhovich, the monographs by B. Asafiev, L. Gakkel, V.
Delson, E. Denisov, A. Dolinskaya, I. Martynov and others. The processes of formation and
development of the Chinese piano school are specifically explored by Xu Bo [5], pointing to
the “significance” of the piano and the European classics for the development of modern
Chinese culture, as well as the “other” national-style and ethno-psychological foundations of
Chinese pianists with their dominant-aesthetic approach.

The purpose of this article is a comparative analysis of the interpretations of

Prokofiev's Second Piano Concerto, taking into account the interaction of the temporal



modus of the present performance and the past experience of musical creativity with their
inherent genre-style constants.

The presentation of the main material. S. Prokofiev hid an extraordinary variety of
genre modifications in the genre of the solo concerto (which later became the standard for its
development in the second half of the twentieth century) and enriched the concerto genre
with new stylistic methods of concert. According to Prokofiev's concert, it is worth to note
the stability of the play principle of composing and performing thinking in their unity. At the
same time these qualities do not completely exclude the others (within one work), including
those that seem to be opposite. “Concerto, theatricality, play, and symphonism do not
become Prokofiev’s mutually denying categories, they are related to each other which is the
novelty of his instrumental style” [3, p. 19]. N. Kravets schematically reflects the action of
various laws in Prokofiev's concertos in the form of a system of intersecting circles, stating
that such a relationship between different phenomena comes from the very specifics of the
phenomenon of the concert. Let us add here the internal modus of Joy that manifests the
integrity of the world perception and the musical logic of development in the unity of the
motor-lyric as a characteristic feature of Prokofiev's work and life.

Naturally the question of the sounding of similar concepts by other performers arises.
The most important role (apart from the instrumental technology, consonance of personal
aspirations) is played by the complex interweaving of temporal moduses of the real
performance, past experience of musical creativity with their inherent genre-style constants,
and focus on future semantic intentions of a musical work (and epochal semantic
projections). Such polymodality of musical temporality creates special tasks of musical and
performing interpretation as a complex-mediated informative temporal process. Here, the
own performing modus (naturally associated with the author’s composer’s but also
individually independent) relies on the attitude to the rhythm and means of agogics,
modeling the leading conditions of the performing will and performing order at all levels of
the executive form (and this is the most important part of Prokofiev’s style).

In our opinion, quality instrumental and sound parameters are equally important in
interpreting Prokofiev’s concertos as well as the ability of the pianist (and a conductor,
orchestra instrumentalists) not to simplify (in this case) the understanding of Prokofiev’s
“hit”, which doesn’t have to turn into a “fight” with an instrument but on the basis of high

technical and technological mastery of piano sound production and sound conducting, have



to become an artistic means of expressing Joy as a conceptual quality and joy of sound full
of executive tone, almost mystical dialogical relationship of an artist and his instrument,
Prokofiev's "youth"-optimistic energy of finger "pronouncing" of the crystal clear "Esipov"
touch . In general there is nothing unimportant in a musical text, each element of it has
semiotic loads ordered by the performer’s mind. That’s why it is important to have a
contextual acquaintance with the composer’s work in general, including his personal
intentions, stylistic traditions of performing his music (as different as possible, including
author's).

Another important fact is that the performer is a product of a certain social
environment and historical epoch; national and religious affiliation, performing school, etc.,
which gives rise to a variant plurality of performing interpretation. It is necessary to note the
actualization with the specific properties of the Chinese piano performance of the last
decades, the leading representatives of which have already firmly established themselves in
the world piano "market".

The Chinese piano “boom” of the last decades reflects the general cultural position of
the country, where in studying the cultures of developed countries, it is the piano with its
potential of high technical skills became one of the goals in achieving a certain level of
civilization for the Chinese, a “significant” skill that represent ... an ability to master the
most advanced technologies, ... towards Europeanization and cultural global integration”
[5]. That’s why the basis of the Chinese pianists’ repertoire was and remains a European
classic (in a broad sense), but not all. In the concerto genre they give preference to Mozart,
Chopin, Tchaikovsky, Brahms, Rachmaninoff, Prokofiev’s works (the names of the last three
composers are often found on the posters). But Beethoven’s concertos are not as often played
while his sonatas are very popular. At the same time the Chinese pianistic boom occurs in
the country that does not have a “serious piano history”” on the background of falling interest
in the piano in the world.

And the “other” interpretation of European music by the Chinese is formed on other
national-style and ethno-psychological grounds. These include the dominant-aesthetic
approach (which also manifests itself in life and philosophy) and emotional-intonational
environment of the Chinese which is fundamentally different from the European one. The
latter is connected with the semantic sense distinguishing principles of Chinese speech

intonation (as opposed to European emotional and psychological) with the logical priority of



the motor-dynamic beginning in the piano playing, understanding the lyric as pictorial rather
than expressive. An unexpected bright contrasts (one of the signs of concert) with the
equality of the dynamics of each component of the image-stylistic complexes and not the
gradualness of the dynamic gradations of crescendo and diminuendo are also prevailing for
the Chinese interpreter. Indeed, the main components of the “happiness” concept in Chinese
traditional culture are five earthly blessings: longevity, wealth, health, virtue, and natural
death that are associated with past and future tenses. Mental representations of the ethnos
about the achievement of harmony between the spiritual and the material and about the
meaning of human life in general are reflected in this way.

Thus, Prokofiev’s piano works harmonize with the attitudes of China’s piano school
with virtuoso complexity as a manifestation of high Beauty and performance tone, modus of
joy (reflecting the concerto module), intonation (with different bases) of lyrical tone of
expression.

Let us turn to the comparative characteristics of Prokofiev’s Second Piano Concerto
interpretations by Chinese pianist Yuja Wang (nicknamed “flying fingers” which
corresponds to Prokofiev’s “magic flying fingers”) and some domestic top-level pianists. To
lead a comparative analysis we took performances by J. Zack (1959, the Big Symphony
Orchestra of the All-Union Radio and Television, conductor K. Sanderling), M. Petrov
(1985, State Academic Symphony Orchestra, conductor Y. Temirkanov), V. Kraynev (1981,
The Orchestra of the Moscow Philharmonic, conductor D. Kitaenko) and Yuja Wang (2010,
Lucerne Symphony Orchestra, conductor C. Abbado). The second concerto (1913-1923)
completely alarmed the entire audience, it was included to the “three main pianism whales”
by S. Richter (next to Beethoven’s 29th sonata and Brahms’s variations), which was
constantly performed by Prokofiev in his own concerts and from the early 1930s firmly
entered the repertoire of most concert pianists. The concert was written on the eve of the
First World War, on the one hand, and after a sudden tragic departure from life of
Maximilian Schmidthof, on the other, it also affected the character of the piece.

Today, this work is declared an unquestionable masterpiece, it remains one of the most
difficult for the piano and is very popular among Chinese pianists. This is Prokofiev’s first
large, cyclical work with the corresponding maturity of thought and the scale of fantasy
where he turns to the field of national archaic in the best traditions of Russian classical

music, but already "in that unique personal manner that distinguished Prokofiev from the



first steps in the field of composing” [4 , p. 79]. By the way, the concert was created directly
in the same period as the “Scythian Suite”, enrapturing Dyagilev due to the “national colour,
characteristic and special plastic expressiveness of the musical material” (followed by the
ballet incarnation), and was elected for the first author's foreign performance by Prokofiev.
The piano instrumentalism dominates in the Concerto which reflects both the situation of
searching for Prokofiev-composer's new sounds and the performing intentions of Prokofiev-
pianist, the solo instrument as if purposely takes possession of the audience's attention,
“blocking” orchestral sounds with its significance and brightness, embodying the idea of
concert. Thus, the expression of this monumental sound fresco is fully consistent with the
fullness of the young man's spiritual world without losing the “true classical thinking” [4, p.
78]. However, the playing attitudes of pianism, texture layers, dynamic contrasts and the
predominance of the scherzo-motor principle (which even levels the contrast of the parts of
the cycle to some extent) emphasize the quality of concert.

Paradoxicality, characteristic of the composer, manifests itself both at the level of form
(a combination of constructive clarity and spontaneous improvisation) and in melodic and
harmonious language (diverse and sharp harmonies in a constructively simple melody, for
example, Andantino part I), different occurrences in national specifics (“epic nature” of the
main theme of the first part and the second theme of the fourth one and "a look at another
material through the prism of the national archaic" [2, p. 70]).

The first part is not a sonata allegro, although the contrast between the two themes
creates the prerequisites for a three-part structure. The stylistic connection of the first theme
of the part with the extended lyrical song and a bell creates the effect of historical certainty
and spatial delineation. The theme is widely positioned (in piano and in the orchestra), but at
the same time its occurrence and completion are realized as “manifestation in silence”:
alternation of two fifths T and S, and then d-g sounds against the background of sustained
tonic in the accompaniment; the repetition of the b-c-g trichord intonation in the melody (the
trichord acts as a generalized symbol of the Russian epic-narrative beginning). A spatial
characteristic of the theme can also serve as the Slavic sign, its underlined linearity,
“evenness”. The fourth-fifth intonations “deprived of emotions”, rhythmic repetition and
dynamic equalization, expressiveness of linear melodic movement act as means of
embodiment of the specified space. This creates the effect of objectification, temporal and

spatial distancing of the object of the story, a certain philosophy, permanence in its past time.



These theme characteristics are differently embodied in the pianists’ interpretations
with the choice of one or another figurative direction. So Petrov accentuates the epic nature
of the theme, its bells act as national priorities, in some smoothing of the dotted rhythm, the
“diffuse” breadth of breathing. Zack is also inclined to emphasize the majesty of the theme,
its bells, the increased density of sound production and sound conducting which gives some
romantic coloring to its interpretation. V. Kraynev covers Prokofiev’s maximum holistic
melodic “line” and finds out an unusual relief of the texture not only in the functional ratio of
its voices but also in the extremely diverse articulation-accentuated pronunciation of each of
them. One gets the feeling that the pianist does not play a single-timbre piano but some
multi-timbre instrument-orchestra. Kraynev also emphasizes-focuses that the theme is dotted
(also associated with speech intonation) and organically applies agogical techniques that
create a unique, individual, lively “performing time” of the work which causes associations
with the living fluidity of the language and of time itself. Y. Wang represents the theme in a
completely different way: the pianist aestheticizes the melody as if admiring both the
intonation and the texture, and their performing instrumental and sound content (she “works”
with the sound). At the same time, the subtle nature of the sound is not deprived of a certain
“poster” presentation as unambiguous desire for Joy, confidence in its resulting quality
which is expressed in the fullness of the hit (she listens to every tone), “beauty” — a
performing tone, constant hearing control, a special “plastic key stroke” (plastic movement
of the arms, “not bustling” of her fingers are noticeable on the video). Obviously, the playing
component dominates in aesthetization of the entire acting-performing space of the
instrumentalist (forms of hands and fingers movement, facial expressions, body with
response to textural, dynamic, stroke techniques). Y. Wang doesn’t begin the theme in the
author’s p but somewhat brighter. On the contrary, Kraynev represents the transparent, a
delicately psychologized p, which provides greater effectiveness and relief in voicing and
characteristic insight of the image.

The “Slavic” bell of the Chinese performer is aesthetically graphic, colorful in contrast
to the Slavic traditions of Petrov and Zack’s epic bell in the characteristic presentation of
chord complexes, her bell is fascinating-suggestive, decorative-fabulous with the micro
ostinato repetition. In the further development of the Concerto the bell expands its format to
“puffoonic”, “jester” bells in the second theme and in the 1% part cadence, bell-tremolo

sounds in the 2™ part - “Scherzo”, the area of the “symbolist” bell is complemented in two



connecting episodes of the 4™ part (sustained quiet chords that create a static effect of
immersion-listening). According to Kalashnikova, the “Scythian” beginning of the
“spontaneous” bell opposes the described detached bell-ringing sphere, “which is
concentrated in the extreme parts of the concerto and creates a pole opposite to the epic
detachment (the first theme of the first part - A.) ... Such ringing sounds belong to the
author's reflection area, ecstatic, apocalyptic moods which are more characteristic of the
Rachmaninov and A. Scriabin’s style than Prokofiev’ one... Such a subjective-personal
reading of the ringing turned out to be especially in demand at the beginning of the 20th
century with its “twists” of the emotional-psychological atmosphere” [2, p. 75]. A
predominantly rhythmic (rather than melodic) structure of the bells is key for Prokofiev’s
style with a characteristic intonational-rhythmic suggestion. Accordingly, in N. Petrov and J.
Zack’s interpretations this reflexivity of the bells is emphasized, becoming an important
dramatic sign. In Y. Wang’s play it transforms into supranational beauty. V. Kraynev
suspends the ringing pedal-rumble in favor of the Europeanized quality factor of the textured
and articulation-timbre relief.

The second theme of the first part is contrast to the first theme with the aggravation of
intonations and harmonies, gracefulness, but also akin to it at the same time. The jewelery of
the colorful twists of its passages does not let the pianist and listener get bored. Petrov serves
it in a big way and even with some scale, the “swaying” of space. Zack smoothes both
accentuation and articulatory-dynamic performance indicators. Wang represents a brilliant
play here, does not reflect at all, continuing to enjoy the “current life”. Kraynev demonstrates
the most subtle playing and even psychological boundaries of the Prokofiev's image,
approaching, in our opinion, the author's interpretation.

The next cadenza of the piano, which Dyagilev called the “wild animal” [2, p. 77],
actually replaces the development and becomes the culmination of the first part of the
Concerto: the whirlwinds of bell sounds, extremely distant registers, some spontaneity and
randomness of the sound embody Prokofiev’s piano expansion, the grand piano is not just a
worthy rivalry of the orchestra, but rather the winner (here the concert feature of the solo can
be considered unambiguous).

Composer's imagination in the invention of new piano texture and applicative
complexes (the fingering for this concert was set by Prokofiev) is truly inexhaustible,

Prokofiev-pianist and Prokofiev-composer resemble a confrontation between a piano and an



orchestra. Petrov and Zack emphasize the bell quality again, Zack also focuses on it in a
dotted rhythm with a percussive piano touch. Wang first introduces “bright” sounds into the
piano solo which does not prevent her from reaching dramatic tension until the end with the
specific mental quality of Beauty as a goal and as a way (virtuoso valor in attaining Beauty),
the pianist performs a feat (including virtuoso one), but without sacrifice, the Play of Beauty,
with Beauty, with an instrument, with an orchestra, with piano-textured elements of high
complexity continues. Achieving extraordinary integrity and subtle drama (which makes
cadence a real “development” and culmination of the whole part), Kraynev presents the
listener with the Grand Piano “in all the glory” of its instrumental-sound, timbre-articulation,
spatial-piano artistic techniques completely subordinated to artistic ideas, the symphonism of
their instrumental presentation and conceptual thinking. The grand piano becomes a real
orchestra in a variety of textured lines. A special role is played by the performance
temporality in creating integrity, the performance tone of the presentation of structures and
sound, the absolute organic combination and transitions of various rhythmic structural units
in their aspiration to the goal. After all, a return to the initial epic of the first theme is
perceived with a special feeling.

The second part of the Concerto - Scherzo - demonstrates the primacy of the king-
grand piano again: its brilliant passages clearly dominate the orchestra. The soloist has a hard
time here, the performance of the part should not turn into an “etude”; the jeweler-verified
articulation will help to avoid the latter. But the corresponding reward awaits the pianist, the
brightest virtuosity of the piano party cannot but be appreciated by the public (of course, in
the case of the specified articulation skill). In this regard Kraynev is the leader, his
articulation in any tempo and dynamics (and this play with dynamics is important) is
flawless, which favorably represents both the performer and the instrument, and also
emphasizes the semantic play of the structural units of the form.

The third part of the Concerto - Intermezzo - demonstrates characteristic Prokofev’s
sound-forms a la "bizarre and magnificent, capricious architectural forms of the Baroque
fantasy"”, according to B. Asafiev [quote. after 4, p. 81]. The orchestra is already active here.
The introducing orchestral theme is brightly characteristic, its mighty-heavy, "to the ground"
passage creates a rigorous image: ostinato figures, rhythmic and intonational as if moving in
one place or down. Low strings, bassoons and tubes are accompanied by "banging" beats of

a large drum and kettle-drums. The trombones roar almost like an animal (however, in D.



Kitaenko’s orchestra trombones are more refined, perhaps this is due to Kraynev’s finest
piano and semantic findings). The gloomy grotesque in Petrov’s interpretation (somewhat
smoothed, but present in Zack too) as if reflects the atmosphere of military cataclysms of the
first half of the XX century (as in Prokofiev's "Scythian suite” and S Rachmaninov’s
"Symphonic dances" that were created much later in 1940).

Kraynev and especially Wang prefer the play elements to the “terrible” heaviness and
ominousness, they are his jewelry-chimeric grotesque ones and her dance-flirtatious,
somewhat dreamy ones. In Kraynev’s performance the "unearthly™ (other) cantilena (figure
61) is amazing, which serves as a contrast component of Prokofiev’s single motor-lyrical
music whole. The Chinese pianist, makes this episode the image of fabulous beautiful fiction
with a special attitude to sound. In some “insanity” of the texture there is a downside (of an
organic whole), the middle episode of the piece is mysteriously attractive: it is fascinating
with its colorfulness, the magic grace of the plastics of the light sliding motives leave no
doubt about the existence of a true (or conditional) fairy tale.

The impetuous final of the Concerto, with an accentuated rhythmic component and
jumping (almost pointillistic) intonation, has its own middle with a calm wide melody on
natural minor, without rhythmic explosions. Among the twists of the extreme sections of this
part, this one of the best Prokofiev's melodies has an influence more than “thunder out of a
clear sky." Petrov’s interpretation is somewhat sinister, even tragic, the middle is somewhat
simpler in pronunciation and character. Zack also adds an ominous grotesque, the middle
section is similar to a folk song and smoothes Prokofiev’s intonational and articulatory
subtleties. Wang enjoys the whirling quality of Prokofiev's melody and her own “flying
fingers”, the middle section is turned into chamber one and acquires the features of narrative.
Kraynev provides the middle section with a ballet character with his brilliant jewelery
accentuation and articulation, play with volume (which fully corresponds to the composer's
interpretation) and perfectly emphasizes the extreme sections of the part. The pianist's
temporal indicators are at the height which helps to achieve the necessary performing tone,
an extreme integrity in the performance of the entire cycle, and conceptualizes the genre.

The comparison of temporal indicators of selected for analysis interpretations is very
interesting, because the fine line of Prokofiev’s chronotopic organization of musical images
Is one of the leading indicators of his style. On the whole, the Chinese pianist turns out to be

the fastest, her tempo indicators reflect her concept of joyful direction and the fantastically



fabulous contemplativeness of the “earthly” (current) sense, which is technically reflected in
the virtuoso indicator (which is not a goal — the pianist’s sound is full of meaning and is
distinguished by “male” density and materialized timbre). On the contrary, Petrov is the
“slowest”, which corresponds to his focus on the epic nature, the greatness of the first part; to
the traditional scherzo of the second one (here he does not differ from his colleagues): he is
almost two minutes “late” in the ominous third part and forms the tragic concept of the final
at a fast pace. Zach takes some kind of arithmetic mean in selected interpretations, but he
delivers the ominously tragic finale unexpectedly fast. Kraynev "soothes" the first, “epic"
part, philosophizing it in a certain way; he is technical-characteristic in the second one (with
his jewelry articulation); he does not “delay” the third part, giving each tone of brilliantly
articulated passages and themes with jewelry accuracy; the final “ballet” tone is spatially
visible and therefore does not “hurry” in time. In our opinion, Kraynev is also distinguished
by the most complete chronotopic organization and conceptual psychological figurative
sphere. The symphony of the concerto material presentation distinguishes Zack and Pletniov.
Wang and Kraynev organically combine this indicator with a chamber-refined side. The play
also acts as a dominant feature of the concert of all performers, albeit with different stylistic
directions.
Conclusions. The grotesque-buffoonic images in the difficult mix of the Concerto
with specific Prokofiev lyrics and epics, with ringing ritual (or Beauty) create a
psychologically complex system of intertransformed images, which is individually
understood by various interpreters. The archaic past and the present, the fairy tale and what
Is happening before our eyes, the grace of lyrics with grotesque distortion - everything exists
in a single playing time-space as in a single whole person, whose task is to choose the
necessary, right, true. Due to emotional brightness, high level of pathetics, epic scope, the
Second Piano Concerto reveals a connection with the Russian romantic piano school (A.
Esipov and others). At the same time, the composer’s unstoppable power of youth
contributed to that measure of novelty (which the genre of instrumental concerto allows)
which caused a lot of controversial, but equally raging responses.
The indicated characteristics of Prokofiev's piano concertos performing
interpretations point to the leading features of concert as the determinant of their stylistic
content in the unity of the dialogical (polylogical) character, theatrical playing intentions,

masterly-actualized specific timbres and the aesthetic features of piano sounding and



aesthetic concept of Joy. And various individualized performing art is capable of receiving

tangible resonance when interacting with purposes of national pianistic schools.

=
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