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«®OPTEMUAHO MEKTEBI»:
NANBIMOAY OHE KPUTEPUIA MOCENECI

AHgaTna: «PopTennaHo MekTebi» yFbIMbl KEH TapaafaH XaHe TyP/li My3blKablIK,
3epTTeynepiHae,  COHAAM-aK  My3blKalblK-NeaarornkanblK — eHOeKTepae  Mui
KoNAaHblnaabl. Ananaa OHbIH, CanbICTbipMaabl TypAe MalbiMAanybl KemecKi, Ken
MafblHanbl BO/bIN KOpiHeAi KaHe Ken afaanaa «MIAEHUET», KOHep», «A3CTypP»
CUAKTbI YFbIMAAPMEH KaTap KOAAaHblnaap!.

«MeKTen» TEPMMHIHIH  aHbIKTamanapbl Tapuxu, MNeaarorMkanblK —KoHe
M3AEHMETTaHy CUAKTbl KenTereH KblipfapMeH OalnaHbicTbl. MaceneH, MekTen
YpNakTaH ypnakka ©OepineTiH neparorMkanblK — 24icTepAdiH, OpbIHAAYLWbIAbIK
CTUNbAEPAIH KoHe penepTyap epeKWeNikTepiHiH *KUbIHTbIFbl PETIHAE KapaCcTblpbliNybl
MYMKiH. CoHpan-ak, on bGenrini Oip eHipaeri MekTen AaMybliHbIH — ©3iHAiK
epeKkweniktepiH benHenentiH reorpaduanbik, KybbiAbIC peTiHAe Ae cunaTTanybl
bIKTUMaN.

CoHbIMeH KaTap, gopmenuaHo mMekmebi YyfbiMbl hopmenuaHo maodeHuemi,
GopmenuaHo 0acmypi, hopmenuaHo eHepi YFbiMAAPbIHAH epeKLIeneHeTiH O3iHaiK
cunaTTapFa ue. byn )afaam KonAaHbICTasbl NabiMAayAapAbl Kyeneyai »aHe apTypAi
MaH-MaTiHAe dopTenmaHo MeKTebi yFbIMbIHbIH HaKTbl KAHAAM MafblHaHbl aHbIKTANTbIH
enwemaepai 6enin KepceTyai KaxkeT eTea.

3eptTey bapbicbiHA@ SpTypAi  Binim  cananapblHAa MekTen  benrinepi
KapacTblpaTblH 3epTTeynepre, COHAaM-ak TypAai OKy OpblHAapbiHAafbl GopTeENMUaHO
OpblHAaYyLWblNapbiHA apHanfaH «OpbIHAAYLWbIIbIK 6HEP TAaPUXbI» MN3HIHE XKYTiHiMN, OChbl
Herizae gopmenuaHo mekmebiHiH KPUTEPUIMNEPIH KyMeneyre TaanblIHbIC *KacaablK.

TyniHgi cespgep: dopTenmnaHo mekTebi,
dopTennaHo maaeHmeTi,
My3blKa-nearoruKkasbik 3epTreynep,
OPbIHAAYLLbINbIK 6Hep.
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«PIANO SCHOOL»:
ON THE ISSUE OF INTERPRETATIONS AND CRITERIA

Abstract: The concept of «piano school» is quite common and is often used in
various musicological and musical pedagogical studies. However, its interpretation
seems to be relatively vague, ambiguous, and is often used alongside concepts such as
«culture», «art», «tradition».

The variety of definitions of the term «school» itself is associated with many
aspects, for example, historical, pedagogical, cultural. Thus, a school can be considered
as a set of pedagogical methods, performance styles, and repertoire features that are
passed down from generation to generation. It can be considered as a geographical
phenomenon that reflects the specifics of school development in a particular region,
etc. At the same time, the piano school, unlike the concepts of piano culture, piano
tradition, and piano art, has certain features that make it necessary to systematize
existing interpretations and identify criteria that make it possible to clearly define what
exactly is meant by piano school in various contexts.

In our study, we turned to studies examining the characteristics of a school from
different fields of knowledge, as well as to the academic discipline «History of
Performing Arts» for pianists from different educational institutions, on the basis of
which we attempted to systematize the criteria of a piano school.
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«POPTEMNAHHAA LUKOJ1A»:
K BOMPOCY TPAKTOBOK U KPUTEPUEB

AHHOTaumAa: NoHATMe «dopTenmnaHHasa WKONA» AOCTaTOYHO PACMPOCTPAHEHO U
4acTo ynoTpebaseTca B pa3nnMUHbIX My3blKOBEAYECKUX U My3blKa/IbHO-NEeAarormyeckmx
nccnepoBaHunax. OQHAKO ero TpPaKTOBKAa MpeACTaBAAeTCA OTHOCMTENbHO Pa3MbITOM,
MHOr0O3Ha4YHOM 1 3a4acTyto ynotpebaseTca B 0A4HOM PAAY C TAaKUMU MOHATUAMM, KaK
«KYNbTYPa», KUCKYCCTBOY, KTPAAULMAY.

PasHoobOpasne onpeaeneHMn CaMoro TEPMMHa  «LIKO/Aa» CBA3aHO CO
MHOeCTBOM aCneKTos, Hanpumep, NCTOPUYECKMX, neaarormyecku,
KY/JIbTYPONOTMYECKMX. TaK, WKOAG MOMKET PacCMaTPMBaATbCA KaK COBOKYMHOCTb
neaarorm4eckMx MeToAoB, CTUMNEN MCNOAHEHMA M ocobeHHOCTeM penepTyapa,
KOTOpble NepeaatoTcs OT MOKONEHMS K MOKOoNeHUtD. MOMKeT paccmMaTpMBaTbCA Kak
reorpapuyeckoe AaBneHMe, KOTOPOe OTPaXKAET cneunduKy Pa3BUTMA WKObl B TOM MK
MHOM pernmoHe 1 T.4. B To e Bpems, dopTenmaHHaa wkKosaa, B OTANYME OT NOHATUMN
dopTennaHHaa kKynemypa, dopTtennaHHas mpaduyusa, GopTeENMaHHOE UCKYyCcCmeso,
MmeeT onpeaenieHHble 0COBEHHOCTH, YTO AenaeT HeobXOAMMbIM CUCTEMATU3INPOBATH
CYLLLECTBYIOLWME TPAKTOBKN N BbIAEAUTL KPUTEPUM, NO3BONAIOLLME YETKO ONPEaENnTD,
4YTO MMEHHO NoApa3yMeBaeTCa Noa popmenuaHHOU WKO0U B Pa3INYHbIX KOHTEKCTAX.

B cBoem wuccnenoBaHMM Mbl 0BpaTUAMCL K Tpydam, pPacCMaTpMBatOLLMM
NPU3HAKK WKOsIbI, U3 Pa3HblXx 0DacTer 3HaHWA, a TaKXKe K 1nTepaTtype no y4yebHom
amcumnanHe  «Mctopua  MCNONHUTENBCKOTO WMCKYCCTBa» AN MUAHMUCTOB  Pa3HbIX
y4ebHbIX 3aBeEeHW, Ha OCHOBE KOTOPbIX CAenanu MnomnbITKYy cucTemaTmaumm
Kputepmes popmenuaHHoU WKOsbl.

Kniouesble cnoBa: GopTennaHHas LWKoNa,
dopTennaHHasa KyabTypa,
My3blKa/IbHO-Neaarornyeckme nccaeoBaHms,
MCNONHNUTENbCKOE MCKYCCTBO.

Ana uutTupoBsaHuma;
Cmann, Mananb., «”®dopTtenmaHHas wkona”: K Bonpocy
TPAKTOBOK W KpuTepues». Eurasian Science and Arts, 1. Il, N
17, 2025, c. 38—46. DOI: 10.65199/2617-6823-2025-2-3. (Ha
aHT/IMNCKOM)
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Introduction. Every field of knowledge,
as well as every branch of art, possesses its
own unique school. In the performing arts,
particularly in  piano performance, the
existence of such a school appears to be an
evident phenomenon and a necessary
condition for preserving and transmitting
traditions. We concur with the view of
Valentina Kvanina, who, in examining the
characteristics of a school, argues that its
existence is directly related to the level of
scientific development in the corresponding
field of knowledge (38). This idea can likewise
be extended to the art of piano performance.

The present article has been written as
part of a stage in a master’s research project.
In the course of our work, we observed that
within the study of performing arts, the
concept of the “piano school” is used with
great frequency. It also became evident that in
many works — including those of Kazakhstani
researchers Maiya Sepp, Dina Amirova, Igor
Oleksenko, Nurshy Dzhuwanysheva, Olga
Manzhula, and others — despite its widespread
usage, the definition of this term and its
criteria remain insufficiently systematized. This
may be due to the fact that in the context of
contemporary music education and
performing arts, the piano school is perceived
both as a set of performance styles and
pedagogical methods, and as a cultural
phenomenon shaped by multiple factors
(historical, geographical, etc.).

The ambiguity and polysemy in the use
of the term “school,” and specifically “piano
school,” continue to be subjects of scholarly
discussion in the works of Valentina Kvanina,
Elena Volik, Anton Borodin, Grigory Kornetov,
and others. While many researchers address
various aspects of this term — such as its
cultural, pedagogical, and historical
components— insufficient attention is given to
the systematization of approaches and the
identification of clear criteria that would make
it possible to distinguish the piano school from
related concepts such as piano culture,
tradition, or art. This may create challenges for
its practical application in educational
processes and for scholarly analysis.

This study does not constitute an
exhaustive examination of the issue. Our aim
here is to analyze the existing interpretations
of the concept of “school,” drawing on
research by scholars from various disciplines,
as well as materials from the course “History of
Performing Arts” for pianists taught in
different  educational institutions, and
interviews with concert pianists. On the basis
of the collected data, we seek to identify and
systematize the key criteria of the piano
school. In our view, this work may help to
clarify what is meant by the piano school in
various contexts. The results of this research
will contribute to further study of the
phenomenon of the piano school.

Methods. To achieve the stated aim,
various research methods were employed. In
particular, the system-based method made it
possible to examine the piano school as a
system consisting of multiple elements. The
analytical method — involving the analysis of
literature and the interpretation of the
collected data — played a significant role in
identifying existing interpretations of the term
“school,” as well as in analyzing various
educational programs and methodological
materials related to the study of the history of
performing arts. In addition, the comparative
method was used to compare the collected
materials and information.

Literature Review. Based on a
combination of various factors, researchers
show particular interest in the study of piano
performance, specifically in the phenomenon
of the piano school. As noted above, although
this topic has been addressed in a considerable
number of studies, none of them (particularly
in the field of musical art) has aimed to
generalize and formulate the criteria of the
piano school.

We observed that in the works of
Kazakhstani authors, when discussing the
formation of the piano school in Kazakhstan,
this phenomenon is interpreted inconsistently.
In particular, such concepts as piano school,
piano culture, piano art, etc.,, are often



examined and used within a single context and
attributed synonymous meanings.

This topic is discussed even more
extensively in foreign studies by authors such
as A. Alekseev, K. Leimer, W. Gieseking, M.
Long, A. Borodin, E. Volik, E. Romanovskaya
and Yu. Rozhkova, E. Milyugina and A.
Merzlikina, and others.

The most relevant work for our study is
A. Borodin’s On the Structure of the Concept of
the Piano School (Borodin). In this work, the
author examines the phenomenon of the
“piano school” from multiple perspectives. He
argues that a school is characterized not only
by the presence of a teacher and the group of
students gathered around him or her, but also
views the school as an educational structure,
as a creative educational collective. Borodin
classifies the piano school into five types:

1. The first type: “the pianistic school as
an educational structure,” which must be led
by a major musical figure (Borodin 187); a
similar understanding of the school s
presented by E. Romanovskaya and Yu.
Rozhkova (Romanovskaya & Rozhkova 101).

2. The second type: the school as a
direction that takes shape within the
conditions of national culture (Borodin 188).
3. The third type: the school as a
methodological system of a teacher, meaning
a school characterized by an “indirect type of
communication — published in printed form as
an educational-methodological manual, a
collection of études or exercises” (Borodin
188).

4, The fourth type: the school as an
educational institution; a similar interpretation
of the concept is offered by I. Kulikov (Kulikov).
5. The fifth type: “the piano school
understood as a professional qualification, as
the training and experience acquired. When it
is said that a pianist ‘has a school” or ‘received
a good school,” it implies that the musician
possesses a certain set of necessary
professional skills” (Borodin 189).

The author also proposes dividing each
type into hierarchical levels: world school —
national school — regional school — individual
school. This idea is supported in the studies of
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E. Milyugina and A. Merzlikina, who argue that
a school “is realized through direct and indirect
communication and ensures the generation,
preservation, and dissemination of artistic
ideas, as well as the development of technical
means for their embodiment within the
regional / national / international cultural and
educational space of a given historical period”
(Milyugina & Merzlikina 140).

Researchers from other academic
fields have also addressed the concept of
“school.” For example, in his pedagogical
studies, G. Kornetov  interprets the
phenomenon of the “school” as the
transmission of social experience, as “social
inheritance,” and as an “integral aspect of the
formation of the individual and society, of the
genesis of the system of social inheritance”
(66).

Examining the phenomenon of the
scientific school, V. Kvanina describes a school
as a kind of community whose unifying
foundation “is a person possessing a unique
mode of work (a mode of theoretical thinking
or experimental research)” (38). Discussing the
phenomenon of the “folk school,” E. Volik
concludes that such schools represent a
phenomenon of public education, a socio-
cultural form “aimed at reforming and creating
a new civil society, and at raising the
professional and cultural level of the
population” (5).

In addition, in studying various sources,
we also  consulted dictionaries  and
encyclopedias. In the Encyclopedic Dictionary
of F. Brockhaus and |. Efron, a school is
described as a “nursery of knowledge and
useful skills and as a necessary stage in the
development of humankind” (624).

Thus, it can be argued that one of the
primary tasks of all schools is the formation
(education and upbringing) of the qualities and
capacities required by individuals, which are
also demanded by a particular society and
change in accordance with the historical
development of humanity.

To support this idea, we also examined
materials from the course History of
Performing Arts taught at the Kazakh National



University of Arts, the Kurmangazy Kazakh
National Conservatory, the North Caucasus
State Institute of Arts, the Gnessin Russian
Academy of Music, and other educational
institutions, as well as the systems of piano
schools developed by M. Long and by K. Leimer
— W. Gieseking. It became evident that the
authors of these programs primarily oriented
their analysis toward the individual figure and
geographical context.

Discussion and Results. As a result of
the study, we propose clarifying several
definitions of the term piano school, each of
which reflects different aspects of this
concept:

1. The piano school as a methodology
and system of instruction. This definition
emphasizes the pedagogical aspect. In this
case, the piano school represents a set of
methodological approaches and pedagogical
traditions passed from teacher to student. It
includes approaches to the development of
technique, sight-reading  skills, musical
interpretation, and the formation of
performance style, constituting a generalized
instructional system.

2. The piano school as a performance
tradition. According to this definition, a piano
school is a specific performance style
characteristic of musicians of a particular
country or region. A performance tradition is
shaped by national musical features, historical
conditions, and cultural influences. For
example, the Kazakh school is marked by
contemplativeness, dynamism, and motoric
clarity; the Russian school by emotional depth
and richness of sound; the German school by
structural precision and discipline; the French
school by lightness and elegance, etc.

The uniqueness of these performance
features is confirmed by statements of
contemporary performers. For instance, the
outstanding pianist Sergey Babayan, reflecting
on the Russian school, notes: “When speaking
about the truly incomparable feature of the
Russian school, what comes to mind is a special
nostalgic, piercing intonation most vividly
expressed in the playing of Rachmaninoff,

43

Horowitz, and Pletnev” (Levadny 19). Such an
intonational quality, serving as an expressive
marker of a national school, points to the
profound connection between tradition and
the artistic individuality formed within it. This
underscores that piano schools are not
abstract constructs but real, historically
established performance phenomena with
recognizable traits.

3. The piano school as a community of
teachers and students. Here, the piano school
is understood as the continuity of generations
of musicians united by shared pedagogical
principles and traditions. It includes a circle of
teachers and students who share a common
approach to instruction and performance.
Examples include the “Nikolaev school,” which
produced Nathan Perelman, Valentina
Razumovskaya, Samariy Savshinsky, Pavel
Serebryakov, Vladimir Sofronitsky, and Maria
Yudina; or the “Neuhaus school,” within which
pianists such as Sviatoslav Richter and Emil
Gilels were formed.

4. The piano school as a cultural and
historical phenomenon. In this definition, the
emphasis is placed on cultural and historical
dimensions. A piano school is a phenomenon
shaped in a specific historical period and
cultural environment, reflecting the distinctive
features of the music of its time. It develops
alongside  musical styles, incorporating
elements of Romanticism,  Classicism,
Baroque, and other traditions. For instance, M.
Long’s method was based on a synthesis of
older national piano-teaching traditions with
certain modern pedagogical trends (Alekseev
20). In her book, M. Long also notes that the
technical methods she discusses can only be
understood in connection with the specificity
of the French piano school, with its particular

strengths and weaknesses (6), thereby
emphasizing the significance of cultural
context.

5. The piano school as a direction in
music pedagogy. This definition focuses on the
scholarly and pedagogical approach to piano
instruction, in which the school represents a
distinct direction or method in music
pedagogy. It includes the study of mechanisms



of piano  playing, the physiological
characteristics of a pianist’s movements, and
the analytical aspects of music interpretation.
Alekseev writes that W. Gieseking studied
under K. Leimer, who developed his own
method of piano instruction, later widely
known as the Leimer—Gieseking method
(outlined in Leimer’'s book Modern Piano
Playing  According to Leimer—Gieseking)
(Alekseev 119). At the same time, |. Lysova
notes that K. Leimer did not consider his
methods new: “Leimer’s method gave rise to
practice techniques that differed significantly
from those commonly used at the time. It is
based on strict adherence to a number of
requirements that, in his opinion, were self-
evident. By arranging and systematizing these
obvious truths, he found the shortest path to
the full development of a student’s musical
talent and to achieving the highest degree of
expressive performance” (Lysova 15-16).

Based on these definitions, several key
criteria can be identified that help systematize
the concept of the piano school and reveal its
multifaceted nature.

The first criterion — pedagogical. A
piano school should be understood as a
methodology and system of instruction that
includes a set of pedagogical technigues and
traditions transmitted from teacher to
student. This implies the existence of a clearly
structured educational system covering
technical training, sight-reading, musical
interpretation, and teaching methods aimed at
developing performance style and musical
skills.

The second criterion — performance-
related. A piano school reflects a unique
performance style characteristic of a specific
country or region. It is shaped by national traits
and historical conditions and includes the
performance techniques and stylistic norms
inherent to that cultural environment.

The third criterion — personal
(individual). A piano school is based on the
close relationship between teacher and
student, as well as the continuity of
generations of musicians. This phenomenon
presupposes the formation of a “school”
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around an outstanding pedagogue who passes
on his or her knowledge, skills, and experience,
as well as the existence of followers who
maintain  and further develop these
pedagogical and performance traditions.

The fourth criterion — cultural and
historical. A piano school is linked to the
cultural and historical development of musical
art. It is formed within a specific cultural
environment and historical period, reflecting
changes in musical styles and genres and the
influence of social and cultural factors on
performance traditions.

This list may be expanded, for example,
by introducing a scientific criterion, which
would situate the school within the context of
music pedagogy and scholarly research, as well
as by other potential criteria.

It is important to recognize that the
piano school is a complex, multifaceted, and
unique phenomenon that must always be
examined through the combined lens of its
pedagogical, performance-related,
compositional, and sociocultural dimensions.

Conclusion. By turning to the study of
the concept of the piano school-fundamental
for our future dissertation—at the very
beginning of our scholarly work, we aimed to
establish a foundation for examining specific
piano schools in Kazakhstan. In our view,
understanding the piano school as a
multilayered phenomenon, the study of which
relies on clearly defined criteria, will make it
possible to deepen our knowledge of
pedagogical and performance traditions and to
recognize the role of an individual school in
shaping the musical environment. A school
becomes a kind of repository in which
pedagogical principles, technical skills, and
aesthetic ideals accumulate and are
transmitted across generations, thereby
enriching and advancing musical culture as a
whole. The piano school as a phenomenon
continues to evolve and adapt to
contemporary conditions and challenges. We
are confident that our research will continue
and will be enriched by new discoveries, ideas,
and interpretations.
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