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MUSICAL TIME AS THE AESTHETIC IDEA OF PIANO PERFORMANCE
ART

Article purpose — to find out how and on the basis of what specific means musical time in piano
creativity is formed; as the idea of musical time will be coordinated with form and content of performing
interpretation. The methodology of work is noted by interdistsiplinarny complex character, a combination
philosophical and culturological, psychological, musicological theoretical and performing analytical
approaches. The scientific novelty is connected with development of temporal approach to piano and
performing interpretation, with definition of musical time as esthetic idea of performing creativity. The
conclusions testify to the need to combine art studies and humanistic methods of studying the phenomenon
of time in its human meaning-making purpose; to deepen the analytical textual aspects of the study of
musical time, reaching the level of performing stylistics and its specific modalities.

Keywords: time in music, musical time, temporal, aesthetic idea, value temporal modality, piano-
performing interpretation.

Cyn Ilenans 3000y6au kaghedpu icmopii my3uxku ma my3uynoi emuozpagii Odecvkoi HayioHaIbHOT
My3uyHoi akademii im. A. B. Hesicoanosoi

My3u4uHuii yac ik ecTeTH4Ha igest popreniaHo-BUKOHABCHKOI TBOPYOCTI

Mema cmammi — 3’sacyeamu, AKUM YUHOM I HA OCHOGI AKUX CHeYUu@iyHux 3acobie gopmyemucs
MY3UUHUL Yac 'y Qopmenianniu meopuocmi; AK Y3200JCYEMbCA i0es MY3UuHo20 4acy 3 @opmow ma
3MICIMOM BUKOHABCLKOI inmepnpemayii. Memooonozia pobomu 6i03HAYAEMbCA THMEPOUCYUNTIHAPHUM
KOMNIEKCHUM — Xapakmepom, NOEOHAHHAM  (DINOCODCLKO-KYNIbMYPONOIYHO20, NCUXOJI02TUHOZO,
MY3UKO3HABYO20 MEOPEeMmuUyH020 Ma UKOHABCLKO20 AHANIMUYH020 nioxodis. Haykoea noeusna nog’szana 3
PO3BUMKOM MEMNOPATILHO20 NI0X00Y 00 (hopmeniaHHO-8UKOHABCLKOI IHmepnpemayii, 3 BUSHAYEHHAM
MY3UUHO20 Yacy AK ecmemuyHoi ioei euxonascvbkoi meopuocmi. Bucnoeku ceiouams npo HeobXionicmy
NOEOHY8AMU MUCMEYMBO3HABYI MA 3A2ANbHOSYMAHIMAPHI Memoou 6UGUEeHHs (eHOMeHa Yacy Y Uo2o
JIIOOCbKOMY — CMUCTIOMBOPYUOMY  NPUSHAYEHHI, NO2IUONI08amMuU  AHANIMUYHI  MeEKCMON02IUHI  paKypcu
00CNIONCEHHA MY3UYHO20 Hacy, O00CA2aA0YU PIBHA BUKOHABCLKOI cmunicmuku ma ii  cneyu@ivHux
MOOAbHOCMEII.

Knrouoei cnosa: uyac 6 my3uyi, My3udHUli 4ac, MeMnopaibHimv, ecmemuyHa ioes, YIHHICHA
MeMnopanbHa MOOAIbHICMb, POPpMeniaHHO-6UKOHABCHKA IHMEPRPEemayis.

Cyn Ileiians, coucxamenv Kageopvl ucmopuu My3blKU U MY3bIKAIbHOU 3mHocpaghuu OQdecckoti
HAYUOHATLHOU MY3bIKATILHOU akademuu umenu A. B. Heocoanogoti

My3bikanvnsle pemsa Kak Icmemuueckasn uoes popmenuano-ucnoJIHuUmenbcKo20 meopuecmea

Ilenv cmamvu — @vlLACHUMb, KAKUM O00pA30M U HA OCHOGE KAKUX CHeyughuueckux cpeocme
dopmupyemcs my3vlKaibHoe 8peMs 8 popmenuanHom meopyecmee;, KaK CO2Ndcyemcs uoes My3blKalbHO20
8pemMeHU ¢ @QopMoU U cooepircanuemM UCNOIHUMENbCKOU unmepnpemayuu. Memoodonozua pabomul
ommeyaemcs — UHMEPOUCYUNTUHAPHBIM — KOMNJIEKCHbIM — XAPAKMepoM,  couemauuem  @uiocogcko-
KYIbMYPOIOSULECKO20, NCUXONOSUHECKO20, MY3bIKOBEOUeCK020 Meopemuiecko2o U UCHOIHUMENbCKO2O
aHanumuyecko2o nooxo0os. Hayunaa mnoeusna ceésazana c passumuem MmMeMHnopaIbHO20 No0X00d K
GopmenuanHoO-UCNOIHUMENbCKOU — UHMePpNpemayuy, ¢ onpeoeieHuem MY3blKAIbHO20 6PeMeHU KAk



acmemuyeckoll uodeu UCNOTHUMENbCKO20 meopyecmed. Bwieoodwt ceuoemenvcmeyrom o Heobxooumocmu
couemams UCKYCCME0B8eQuecKue U 00We2yMAHUmMapHulX Memoobl U3YYeHUs. (PeHOMeHa 6peMeHU 6 €20
4e08eYeCKOM CMbICI000pA3VIoWeM HA3HAYeHUU, Yenyonams aHaiumuieckue mekcmoaocuieckue paxkypcol
UCCIe008AHUSL  MY3bIKAILHOZO ~8PEMeHU, O00Cmueas YPOBHS UCNOIHUMENbCKOU —CIMULUCMUKYU U ee
cneyugpuueckux MooarbHocmell.

Knrwuesvie cnosa: epemsi 6 mysvike, My3blKAIbHbIL 6peMsl, MEMNOPATbHOCHb, 3CMemuyeckas uoes,
YEHHOCMHAs MeMNOPANIbHAS MOOANIbHOCTb, (POPMENUAHHO-UCNOIHUMENbCKAS UHMEPNPEMAaYUs.

The relevance of the problematic of this article is determined by the leading position
of temporal representations in the musical art in its direct compositional embodiment, and
most of all - in the performing form and the performing and intonation process, which
acquires some autonomy from the composer's text, that means, it has its own relations.
Moreover, if one sees in music time not the perfect-conditional value, artistic metaphor, but
the real coordinates of sound, its organizational rules and direct factors of action
(influence), then the specification of time in music is connected with the performing and
articulation means, which thus turns into an immanent artistic factor, so to speak, "dresses"
into musical sound and is decorated by it.

The new sensual nature of time in music allows us to identify it with those
phenomena that occur in musical perception and action, above all with rhythm-invoicing
techniques and compositional scales, both linear and spatial-simultaneous. Actually
everything in music that can be differentiated and calculated is a testimony of time
realization - the embodiment of time by means of music. Therefore, in the majority of
musicological studies, the phenomenon of musical time is considered in complete unity
with space - through spatial coordinates that have accessible signs and parameters available
for objective determination (see, e.g., [5; 19; 11]).

On the principles of hypostasis O. Losev defines the components of musical time,
listing the rhythm, symmetry, meter (metro-rhythmic accent), melody, harmony, tone,
tempo, duration of sound, dynamic accent, sound intensity (volume, density, weight) as
manifestations of the formation of number-meaning, because through them time acts and
passes. With them, starting from the melody, the paradoxical logic of the musical matter is
carried out: "The solution of the melody is that there is sound sensible, or the numerical
matter given in the aspect of its moving calmness, and the true meaning of harmony is that
there is sound sensible, or the numerical matter given in terms of its self-identity
difference” [6, p. 555].



According to O. Losev, not only texture and harmony, but also tempo is also "an
expression of precisely the logical formation of sound in the specific quality of this
formation™ [6, p. 557]. This specific quality implies a special materiality of music, which is
formed on the basis of musical duration, dynamics, massiveness-density of sound, thus
acquiring links with specific performance styling. These observations of Losev regarding
the duration, dynamics and degree of saturation of the musical sound as the basis for the
manifestation of time in music are, in our opinion, a starting point in understanding the
temporal and performing presumption of musical art.

The aim of our article is to find out how and by which specific means the musical
time in the piano art is formed; how the idea of musical time is aligned with the form and
content of the performer's interpretation.

The main content of the article. The notion of an aesthetic idea is not author-
specific, rather, it can be considered as a "common place” of humanitarian discourse.
However, in some cases, it takes the glare of the author's scientific poetics and acquires
complementary features, deepens. This is the case of E. Nazaykinskyi's study [9], whose
position becomes attractive to us for two reasons. Firstly, the musicologist searches for the
aesthetic idea of music not outside of music, in its metaphysical figurative distance, but in
the sound logic of a musical composition, which always has specific game functions, that
means that it organizes relations of spatial and temporal indices as separate and united. On
this basis, various "game situations™, which are referred to as "logic of state”, "logic of
behavior, action”™ and "logic of expression™, arise and correspond to modes of lyrical,
dramatic and epic. Secondly, the deployment of a musical composition in time - over time,
becomes art formally to form and determine time in music, which gives rise to the so-called
higher order rhythm, that is, to introduce the idea of numerical architectonics to summarize
the content of the composition. Therefore, the aesthetic idea, caused by the awareness of
time in music, is to unfold the musical sound according to a composite plan, which has its
own spatio-temporal coordinates, creating a rhythm of higher order or order of meaning on
their basis. It is the musical sounding that defines temporal relations as a form of
rationalization of time, one of the accepted and recognized human cultural experiences.

The general way of studying the ways of awareness and representation of time in
culture allows to define it as a manifestation of a special reflexive activity of human

consciousness, caused by the need not only to control relations with the outside world, but



also to direct them to those sides of their own reality, which need perfection and fixation in
time. Time in all its manifestations is a reflection of the most important ways for man to
assess life achievements, first of all, the achievement of magnitude, scale of one's life,
substantiation of its value, for which temporal categories appear the most relevant,
sharpened. Means of rationalization may be different. O. Dubrov says that all the major
achievements of XX-century physics - the special theory of relativity, the general theory of
relativity and quantum theory - are connected with the change of ideas about the properties
of time, after it and space [4, p. 51-52]. Space and time have a great variety of forms and
levels; they are open dynamic systems, combining micro- and macro-worlds, connected
with different physical forces and factors acting on a scale of the Universe. Therefore, all
natural, social and psychological sciences, even geneticists and parapsychologists, are
engaged in the solution of the problem of time, its rationalization. But still time remains a
mysterious matter, paradoxically felt inaudible, known beyond known knowledge,
understood above all norms of understanding. Therefore, the most compelling mastery
sometimes takes place in an area that specifically captures temporal sensations, prepares
for them special material-ideal forms - in artistic creativity. Interestingly, in one of the
most extensive and systematic studies of the problem of time, L. Lyubynskaya and S.
Lepilin [7] prove that time remains a transcendental phenomenon, unavailable for direct
study, although its attempts to define and interpret it form the main line of historical human
cognition and self-knowledge, and this confirms the importance of a person's desire to
understand time. When the study of time in its historical modifications occurs as a study of
historical scientific concepts of time, the circle of theoretical substitutions and conventions
closes. The way out of it can be to appeal to artistic concepts of time, of which musical
temporality becomes most directly related to the process of experiencing - feeling -
duration - spiritual awareness.

Acrtistic creative practice embodies and acquires its own symbolic forms of leading
value perceptions of time, or rather of temporal modalities, which organize not only social
but also deep personal criteria of the meaning of life. These modalities are present, past and
future, in their separation and intersection. M. Heidegger [12] referred to the values of
existential factors of time awareness [12], according to which generally accepted
judgments about time summarize, first of all, representations about the processes taking

place in the outside world and related to the studies of physicists, which do not give a



reliable knowledge about time. It is achieved only by analyzing the most complex
interconnections between being human in the world and understanding it of the essence of
that being. This "parallel comprehension” - both being itself and the reflection that is given
to it by the subject creates specific difficulties in understanding time. But there is always
the importance of time for realizing the meaning of existing on the verge of being and not
being, of life - of death - of eternity, which are also consistent with the three basic temporal
dimensions: life is the present; death is the future and the past at the same time;
immortality, eternity is a future that must embrace and absorb the past. Various religious
denominational interpretations of time limits that canonize certain ways of interacting with
time, but still not make it subject to human will, are added to this... And again, only the
artistic form created by man, is the main tool for managing time, which in music, in
particular in piano performing art is a direct game in time and with time.

Musical embodiment in the performing form of value paradigms - the aesthetic
modalities of time requires special efforts of memory, imagination and physical and bodily
action apparatus, performing live instruments next to artificial instruments (musical
instruments). The differentiation of time in the mind counteracts its constant blend-fusion
in real life and creative action. As it is noted in ancient times, different modes of time are
recognized through different abilities of man: in physical experience one knows the reality,
the present, as that mode of time that convinces us of reality and ourselves, and this very
phenomenon: the past is attracted and reflected through memory that connects the active
work of the imagination to the combining-selection of memories, forming the "ability to
forget." In this case, the process of remembering, as a synthesis of "being" and "non-being"
with man, becomes an effective game of consciousness. The modus of the future is the
most complex and moving mode of time, associated with the real mechanisms of the
process of building mental models of the future, which are a synthesis of images of reality
and ideal - fictional - ideas. Therefore, the phenomenon of time in its totality, given the
interconnection of past, present and future, can be said to be integrative or synthetic in
nature, combining reality and illusoriness. In the artistic form, these prerequisites for the
formation of the image of time are reversed: the conditionally illusory becomes real, an
artifact, and the depth of artistic and figurative construction is introduced. Therefore, in the
transformation of art, time finds itself in new, man-made, flowing conditions, becoming

captured and directed at times. Therefore, it is the artistically embodied time, as the time



created, that allows us to determine, to study the creative nature of time as a whole. This
methodologically extended approach, which builds the philosophical concept of time on the
part of musicology, is found in the writings of M. Arkadyev [1-3]. This author believes
that any object of art can be understood in its formation, that is, in the aspect of its internal
time. So the musical work in its entirety lives in the process of performing, specifically
instrumental realization, the same we have with a poetic or dramatic work: they all live in a
"performance impulse™, which can be internalized post factum. But also the content of the
spatial arts - sculpture, architecture, painting, drawing can also be understood in connection
with performing. The available spatial form is only the result of its vivid growth at the hand
of the master. In this form, the real eye can read the real process of its birth. And this
expressive material formation is inseparable from the integral artistic content.

The formation of an object of art projects the active unity of the subject-master and
the living object-material. In other words, the aesthetic object is a creative object that has
an active performance-intentional structure. This implies that the piano-performing
process, which is organized temporally and meaningfully on the basis of interpretation, is
also an ontological process. Arkadiev's teaching sets the belief that time in music can be
regarded as a kind of independent plastic material with which the artist works in the same
way as a sculptor works with marble or plaster. Some difference, perhaps, is that the
musician is obliged to "prepare” this material for him - the previously named composite
space-time structure should be planned and thought out. In this connection, M. Arkadiev
recalls 1. Stravinskyi's opinion that music is given to us only in order to bring order to
everything that exists, including human relations with time. He writes that time in his
imagination is identified by man with order as a general organizing beginning of life. In
general, the basic structural levels of the phenomenon of creative time in music, named by
M. Arkadiev, are as follows: expressive continuity, irreversibility - linearity, pulsation,
agogicity, gravitationality (attraction, involvement), conflicting interaction with the
"audible" tissues, in three main forms such as: syncopation; nonmetric accentuation; agogic
and accent variance when moving "sound" structures (for example, a motive) with respect
to the entire sound continuum. The above levels of the structure of the expressive and
pulsating continuum should be understood as essential procedural characteristics related to
the principle of performing creativity. They are unimaginable beyond creative effort, in

their fullness of reality are only available in the "performance impulse”, which requires a



real thorough mastery of the musical text, conscious and aesthetically determined style of
piano intonation (about the interpretative possibilities of the latter, see: [8]).

From the temporal origin of the musical and performance form, and from the task of
realizing the intentions of musical time in the process of interpretation, we get a specific
piano task of articulation. M. Arkadiev not in vain combines the phenomenon of musical
time, with its metro-rhythmic structure, and articulation into a certain unity, expanding the
concept of articulation and giving it fundamental structural meaning. Under articulation, he
understands the process of musical structuring, musical formation at all levels, from
micromotional formation to the structure of large symphonic cycles. The composer and
performer articulate the musical material, that is, participate in the process of its
ontological formation; all the diversity of the interaction of "sonorous" and "silent" - but
expressively semantic - fundamentals in music leads to a holistic articulation process,
which is proposed to denote the integrative notion of the chronoarticulation process.

This opens up new possibilities and criteria for temporal analysis of music by purely
performing techniques that acquire the value of the chronoarticular content of the sound-
making process. Due to this process, in accordance with the value time paradigms, the
properties of loudness and tempo dynamics, fullness and saturation, density and tension of
the textual presentation, duration and deployment of piano matter are manifested.

As an example of involving the temporal dimension of the piano performing method,
it should be noted that it is the temporal factors that determine the aesthetic attitudes of L.
Beethoven's sonata thinking. In Beethoven's piano sonatas, the components of this higher-
order rhythm, which determines the logic of the composition, become stylistic complexes
of action, contemplation, reflection and play of contrasts (poetics of contrast), which
develop in European piano music from baroque to classical and create a piano. At the same
time, the piano style of the composer is endowed with brightly authorial features, most of
which indicate the prevailing modality of the present, connected with the desire for action
and active intervention in real life: these are dynamic techniques that start with loud
effects, go through metro-rhythmic and textural thickenings and discharges, ending with
figurative and semantic contrasts.

An analysis of the compositional logic of L. Beethoven's piano sonatas makes it
possible to ascertain the importance of temporal architectonics of the musical form for its

sonata concept (for its understanding, both composer and performing), with alignment due



to the cyclical organization of all major modalities of musical time, but with the advantage
of the image of the present, as the most effective and directly expressing personal human
will. This composer's aesthetic idea is decisive for the formation of performing interpretive
logic and chronoarticulatory techniques.

Therefore, the scientific novelty of the study is related to the development of a
temporal approach to piano-interpretation, with the definition of musical time as an
aesthetic idea of performance.

The conclusions of this article testify to the need to combine art and humanitarian
methods of studying the phenomenon of time in its human sense-making purpose, on the
one hand; to deepen the analytical textological perspectives of the study of musical time,
reaching the level of performing style and its specific modalities, on the other.

Musical time is formed on the basis of specific performance means, among which
organizationally dominant are textural and dynamic ones, which obey the melodic and
harmonic plan and which most strongly affect the sensory consciousness. The advantage of
a certain temporal modality, as the aesthetic setting of the composer, becomes an important

prerequisite for the formation of the interpretative position of the performer.

REFERENCES

1. Arkad'ev, M. Creative time, “arch-writing” and experience Nothing. URL: //http://extertexst.by.ru
[in Russian].

2. Arkadyev, M. (2000). Chrono-articulation structures in 1. S. Bach's clavier works // Musical
Academy. No. 2. P. 2-13 [in Russian].

3. Arkad'ev, M. (2001). Fundamental problems of the theory of rhythm and the dynamics of “non-
sounding” structures in Webern's music. Webern and Husserl / Academy of Music. No. 1; 2. P. 151-163;
42-51 [in Russian].

4. Dubrov, A. (2003).Interaction of living systems with time and space // Consciousness and physical
reality. M., Vol. 8. No. 3. P. 51-60 [in Russian].

5. Korykhalova, N. (1979). Interpretation of music: Theoretical problems of musical performance and
critical analysis of their development in modern bourgeois aesthetics. L.: Music [in Russian].

6. Losev, A. (1995). Music as a subject of logic // A.F. Losev. The form. Style. Expression / Comp.
A.A. Taho-Godi. M.: Thought, P. 405-602[in Russian].

.7. Lyublinskaya, L., Lepilin, S. (2002). Philosophical Problems of Time in the Context of
Interdisciplinary Research / Afterword by A. Uemov. M .: Progress-Tradition [in Russian].

8. Malinkovskaya, A. (1990).Piano-performing intonation. Problems of artistic intonation on the piano
and analysis of their development in the theoretical and theoretical literature of the XVI — XX centuries:
Essays. M.: Music [in Russian].

9. Nazaikinsky, E. (1982). The Logic of the Structure of a Musical Composition. M. [in Russian].

10. Orlov, G. (1972). Time and space of music // Problems of musical science. Sat articles. Issue 1.
M.: All-Union publishing house Soviet composer, P. 358-394 [in Russian].

.11. Sukhantseva, V. (1990).Category of time in musical culture. K.: Lybid [in Russian].

12. Heidegger, M. (1993). Time and Being: Articles and speeches; Comp., trans., entry Art.,
comments. and index: V.V. Bibikhin. Moscow: Republic [in Russian].

Date of submission: 18.06.2018



