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Abstract

Musical Narrative as Performer’s Mental
Representation of the Work

Park, Yoomi

Musicians make their expressive performance by unique
interpretations. Every musical works entail many expressive
potential and the interpretation of the work means the way
performer construe their own story. Eventually, they achieve the
sonic structure of the work perceptually and embody it in time.
In this article, I suggest that the music performers grasp the
entire work as a narrative construction and express it to make
an unified structure. To demonstrate this, I have analysed and
interpret Gubaidulina’ piano work Chaconne with a performer’s

purpose.
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