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B crarbe npencTaBiieH UCTOPUYECKUN 3KCKYPC UCCIEA0BAHUN MY3bIKAJIbHOTO

MBILICHUS] B IICUXOJOTMYECKON M MYSBIKOBG,H‘{€CKOI>'I JIUTCParype. OmnucaHbl

OCHOBHBIC OTCUCCTBCHHBIC U 3apy6e>1<HHe TCOPHUHN PA3BUTHUA HpeI[CTaBJIeHI/Iﬁ (o)

MY3bIKaJIbHOM MBIIIJICHUH. B ctarbe n3n0:xeHbl OCHOBHBIE IMOAXOAbI K B3ITIAAbI

K CTPYKTYPE U COAEPIKAHUIO MOHSATHUSI MY3bIKAJIBHOTO MbIIIIEHHUS KOHIA XIX

Hayajia XX BEKa.

KiaroueBbie cjioBa

MYBLIKaJILHOC MBIIIJICHUC, MHTOHAIIHA, JIOTUYECKUU KOMITIOHCHT, OMOIIMOHAJIb-

HO-00pa3HOE colepKaHue.

BBenenue

HeoOxomuMocTe  paccMOTpeHUst
npoOJIeMbl  My3bIKQJIBHOTO — MBILIUICHUS
CBSI3aHA C TEM, YTO HECMOTPSI Ha JIOBOJILHO
JUTUTENIbHYI0 UCTOPUIO MCCIIEIOBAHUS, 110
CHX [TOp B HEM OCTAETCst HEMaJIO OEJIbIX ITsi-

TeH. M.I. ApaHOBCKMi1 OTMEYaJl, UTO JaKe

B (pyHIaMEHTaAIIbHBIX paboTax, MOCBAIEH-
HBIX MY3bIKAJIbHOMY MBIIIICHUIO, JaH-
HbIN (DEHOMEH PacCMOTPEH HEIOCTATOYHO
IIOJIHO, @ CMBICJ U TPaHHULIbI €10 IIPUMEHE-

HHA OCTArOTCA BCCbMa paCHJ'IBIB'-IaTBIMI/II.

1 Apanosckuii M.I. Mbiienue, s3bIK,
cemanTuka // [IpobaeMbl My3bIKaTbHOTO
MblnieHust. — M.: Myssika, 1974. — C. 90.
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CBsi3aHO 3TO B MEPBYIO OYEPEb C TEM,
4YTO HanboJsIee MPOJOJKUTEIbHBIN TTepH-
O]l U3YUYEHHUSI MY3bIKAJIbHOTO MBIIILICHUS
MPUHAICKUT MY3bIKOBEAYECKHM Hay-
kaMm. Takum 0Opa3oM, MHOTHE aCTEKThI,
CBSI3aHHBIC C YTOUHCHHEM COJICpPYKAHMUSI
MOHSITUS MY3bIKAJILHOTO MBIIIUICHUS, €T0
CTPYKTYpbI, KOMIIOHCHTOB U Ka4ecCTB,
HYKJIAIOTCS B JIONOJIHUTEILHOM OCBe-

IICHUU.

My3bIKaJII>H06 MBIIIJICHHUC
Kak (l)eHOMeH IICHUXO0JI0TUN "

MY3bIKO3HAHUSA

[Tpobnema My3bIKaJIbLHOTO MbILI-
JeHUs 00CYKIAETCS YXKE JaBHO, U BbIpa-
KEHUE «MY3BIKAJIbHAsT MBICIIBY» MOXKHO
BCTPETUTH B Tpyaax yu€HbIx X VIII Beka,
IIPU 3TOM CMBICJIIOBOE COJEPIKAHHUE CBO-
JUTCS K MEIOJUYECKOMY PUCYHKY, 3BY-
KOBOMY Y30py WJIM IIPOCTO HAIEBY.

[To maenuto b.B. Acadnesa, uc-
TOKOM MY3bIKaJIbHOIO MBbIIUIECHUS, 0€3-
YCJIIOBHO, MOKHO CUHMTAaThb MHTOHALHIO.
B kauecTBe HMCTOYHMKA MY3BIKAJIBHOIO
MBIIUIEHNS BBICTYNAET OLIYIICHUS MY-
3BIKAJIBHOM TKaHH, I0O3TOMY BOCIIPUATHE
MY3bIKaJIbHOM WHTOHALlMM BO3MOYKHO
paccMaTpuBaTh TOJIBKO KaK CUTHAJ MIIU
HMITYJIBC K MY3BIKaJIbHO-MBICIIUTEIbHBIM

I[GﬁCTBPIHM. Crarh SI3BIKOM MY3bIKaJIb-

HOTO MCKYCCTBAa HMHTOHALIUS MOXET
JUIIbL TIPU  OmpeAcsiéHHON 00paboTke,
KOMIIOHOBKE, CTPYKTYpPUPOBAHUH, YTO
U omnpenensieT crnenupuKky My3bIKajb-
HOoro MbluuieHus. Iloaromy Oonee BbI-
COKOM (HhOpMOM OTpaKEHUsI MY3bIKaJIb-
HBIX SIBJICHUA B CO3HAaHUU YEJIOBEKa
b.B. AcadbeB omnpenensier oCMbICICHUE
KOHCTPYKTHUBHO-JIOTHYECKOW OpraHu3a-
I[MH 3BYKOBOI'O MaTrepuasa’.,

Baxno, uto u W.®. Iepbapr
TPAKTOBAJI «MY3bIKAJIbHYIO MBICIIbY» KaK
IIOCJIEAOBATEIBHOCTh 3BYKOB, 3aKIIIO-
Yalouryro B ceOe OmnpefeiéHHbIA MYy3bl-
KQJIbHBIA CMBICJI, KOTOPBIM BBIXOAUT 3a
IrPaHULbl YyBCTBEHHOTO OTPAKEHUS MY-
3bIKM U TMO3BOJISIET MOJy4YaTh 3HAHUS U
IPEJICTABIICHUS O MY3bIKaJIbHOM 00pa3e
MIPOU3BEJICHUSI HAa OCHOBE CHopMUpO-
BaHHBIX BKYCOB, 3CTETUYECKHUX IMPEIIO-
yTeHUW caymarenen. [IpuHunnuansHoe
3HaueHue nonoxkenuin M.d. T'epbapra
3aKJII0YAETCS] B TOM, YTO OH OJHHUM M3
NEPBBIX CPEAU MENArOrOB U IMCUXOJIOTOB
oOparwiica K ()€HOMEHY MY3bIKaJIbHOTO
MBIIUICHUS], XOTS CBOAWJ €ro K CUHKpe-
TUYECKOMY TPUEIUHCTBY MY3bIKAJIbHOTO
MBIIUICHUS], BOCIIPUITUS U MY3bIKallb-
HOM mamsATH, (PaKTUYECKU HE pa3rpaHu-

UrBadA 3TU IIPOLCCCHI.

2 Acadne b.M. My3ssikanbHas popma
Kak npouecc. — M.: Mysbika, 1971. —
376 c.
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B ¢yngameHTanpHbBIX Tpymax O.
["ancnuka 6b110 TOKAa3aHO, YTO CYIIECTBO-
BAaHUE MY3bIKAJLHOW JIOTMKH, WHTErpa-
TUBHBIX CBSI3eH MEXTy (OpPMOI, JaaoMm,
rapMOHUEH, PUTMOM TO3BOJISIET MY3bI-
KaJIbHOMY IPOMU3BEJICHUIO CYLIECTBOBATh
LIEJIOCTHO, & HE CITy4YallHO pa3pO3HEHHBbI-
MU MHTOHaUusAMH. Kak U3BECTHO, My3bl-
Ka SIBJISIETCSI BPEMEHHBIM HCKYCCTBOM.
[TosToMy O. T'aHCNMK, CUMTaBIIMKA OT-
JIMYUTETTHHBIM Ka4€CTBOM MY3BIKH JIBU-
KEHHE, OIpelessul  CreuudUuIecKyro
YepTy MY3bIKAJIBHOTO MBIIIICHUS KAk
CIOCOOHOCTh OIIYIATh JBOJIOIMOHHOE
pa3BUTHE U MPEOOpaKEHUE MY3bIKAJIb-
HOTO s13bIKa. Bocrnpusitie My3bIKallbHOTO
Mmarepuajia BO BPEMEHU 00OecreunBaeT-
Cs aHaAJMW30M, CUHTE30M M 0000IIeHHEM
CPEIICTB MY3bIKAJIbHON BBIPA3UTEIILHO-
ctu. Kpome Toro, O. I'aHCIHMK TOBOPUT
O TOM, YTO Ba)XHbIM KOMIIOHEHTOM MY-
3bIKAJIHOT'O MBIIUICHUS SIBJISIETCSl aHTHU-
unanusi. MpICIUTh 3HAYUT COOTHOCHUT,
COMOCTABIIATH TO, YTO 3BYYUT B JIAHHBII
MOMEHT, C TEM, YTO YK€ OT3By4aJIO0. A 110
BO3MOXHOCTH U C TEM, YTO JIOJHDKHO OyJIeT
IPO3BYyYarh B JajdbHEHIIIEM, IO XOAY pa3-
BUTHS MY3bIKaJIbHBIX UICH’.

Takoro »e MHEHHUSI TPUICPKUBA-
ercsa u O.B. CokojioB, Toiararommii, 9ro

OTACJILHBIC JICMCHTBI MY3bIKaJIbHOT'O S13bI-

3 Tancauk 3. O My3bIKaJIbHO-
npekpacHom. — M., 1910. — 256 c.

Ka, CpPEICTB MY3bIKaJIbHON BBIPA3UTEIHHO-
CTH HE MOTYT CYyIIIECTBOBaTh BHE BPEMEHU
U TPOCTPAHCTBA JaXe B BOOOPAKECHUU
KOMIIO3UTOPA, OHU TPEOYIOT CTPYKTYPHOM
OIPENENIEHHOCTH MPHU CBOEH peann3aluu
B 3By4Yallieil My3bIKaJIbHON TKaHH",

JLLA. Bapen6oiim, nzyyast npo0ie-
MY MY3BIKaJIbHOTO MBIIIUICHUS, BEIICTISIET
JIBE€ €r0 OCHOBHbIE (PYHKUIMH. DMOLHUO-
HAJIBHYIO PEAKIIUIO Y€JI0BEKa Ha BhIpa3u-
TEJIBHOCTh UHTOHALIMHU aBTOP ONPEEIISET
Kak IEePBYIO U 00JIee MPOCTYIO (PYHKIIHFO.
XapakTepHoil yepToi nepBoi (PyHKUIUHU
SBJISIETCSL TO, YTO OHA HMMEET IMPEUMY-
IIECTBEHHO CIyXOBYIO npuponay. M Bcé
K€ MY3bIKQJIbHOE IMPOU3BEICHUE — ITO
B IIEPBYIO OYepe/b OIpenenéHHas opra-
HU3aIUs] PUTMA, METPA U TEMIIA, a TAK¥Ke
MENOAUM, TapMOHMHM M Jyajga. [lostomy
MOHUMaHUE CyTH MY3BIKAJILHOTO COAEp-
KAHUSI, yMEHHE OCMBICIUTh U COOTHECTH
CPEICTBA MY3BIKAJILHOW BBIPA3UTEIHHO-
CTH C Xy[IOKECTBEHHBIM 00pa3oM MpOu3-
BeIeHU 00ecIieunBaeTCs 00JIee CII0KHOM
GyHKIMEH MYy3bIKaJIbHOTO MBIIIICHHUS.
CnoxHOCTh BTOPO# (DYHKIIMH, 110 MHE-
nuto JILA. bapenOoiima, 3akitodaercs B
TOM, 4TO BO-TIEPBBIX, OHA OOYCJIOBJICHA HE
TOJIBKO ITEePIICTITUBHBIMH, SMOITUOHATILHO-

YYBCTBCHHBIMU, 4 1 UHTCJIJICKTYaJIbHbIMHU

4 CoxonoB O.B. O npuHiunax cTpykryp-
HOTO MBIIIICHNS B My3bIike // [Tpobraembl
MY3BIKaJIbHOTO MbIIIIEHUS. — M.: My3bI-
Ka, 1974. — C. 153.

My3bIKaIbHOE MBIIUICHUE: CTAHOBIICHUE IPEACTABICHUN, B3IJISA10B, TCOPUM



50 Tlcuxomnorust. Ucropuko-kpuTHUECKHE 0030pbl M COBPEMEHHBIE HCciieioBaHus. 5-6'2012

NPOSIBIICHUSIMU CO CTOPOHBI MHAMBHIA. A
BO-BTOPBIX, OHA MpPEIoJiaraeT orpese-
NEHHYTO C(HOPMUPOBAHHOCTD, PA3BUTOCTH
MY3BIKQJIBHOTO CO3HAHUS .

['M. L{pinuH cpaBeqIMuBO IOJIA-
raeT, YTo CIUIETEHWE WHTOHAIIMOHHON U
KOHCTPYKTUBHO-JIOTUYECKOW  (DyHKITUU
MY3bIKaJIbHOTO MBIIUICHUS JEJIal0T BCIO
MBICTTUTENIBHYIO JIEATEIBHOCTh XY/IOXKe-
CTBEHHO 3HAYUMOM’.

Hannune B My3bIKQJIBHOM MBIIII-
JICHUU PAlMOHAIBHO-JIOTHYECKOTO Haua-
Ja MpUAaéT eMy KauecTBa, XapaKTepPHbIE
JUTSI MBITIICHUS B OOIIETIPUHSITOM CMbIC-
7€, ¥ BBIBOJIUT 32 PaMKH, OIpaHUYCH-
HBIC JIUIIH YYBCTBEHHBIM OIIYIIICHUEM U
BOCHIpUsATHEM. B cBeTe BhINIECKa3aHHO-
rO TMPOSCHSIIOTCS CBSI3U, COCAMHSIONINE
MY3BIKaJIbHO-MBICIIUTEIbHBIEC OTIepalluu
C YHUBEPCAJIbHBIMU MBICIUTEILHBIMU
oTepanusIMi, TAKUMH KaK CHHTE3 1 aHa-
JIN3, CUCTEMATHU3AlIUS U CTPYKTYPUPOBA-
HUE U T. ]I

PaccmarpuBass mpobnemy cra-
HOBJICHUSI  TIOHATUSA  «MY3BIKAJIbHOE
MBIIIJICHUE», CIEAYET TaKKe OTMETHUTh
pabotel I. PumaHna, BbICTymaBiiero 3a

IIOHUMAHHNC MY3BIKAJIbHOI'O MBIIIJICHUSA

KaKk crneuu@uueckod pa3HOBUIHOCTH

5 bapeno6oiim JI.A. doprennanHas neaaro-
ruka. — M.: Kitaccuka XXI1, 2007. — 192 c.

6 Ilcuxosorust My3bIKaabHOM J1€ATEIbHOCTHU:
Teopus u nmpaktuka / [Tox pexa. Lipmuna
I'M. — M.: Akagemus, 2003. — 368 c.

MBICIIUTENIBHON JEATEIBHOCTH 4YEIO0BeE-
ka. B cBoux pabortax oH moguépKuBal
CYLIECTBEHHYIO 4YEPTY MY3bIKAIBHOTO
UCKYCCTBa, TOBOPSI O TOM, YTO CTPYKTY-
pa My3BIKQJIbHOTO IIPOU3BEICHUS HEPA3-
PBIBHO CBsI3aHA C BHYTPEHHEW JIOTMKOU
ero cogepxkanus. I. Puman cuurai, 4to
NOHUMAHHE MY3bIKAJIbHOTO SI3bIKA HE
ABJISIETCS CJIEICTBUEM HENOCPENCTBEH-
HOTO BOCIPHUATHS MY3bIKAJIBHOTO IIPO-
u3BeAcHUsA. Boienenrne B My3bIKaIbHOM
oOpa3ze onpeeaEHHbIX JIOTHYECKUX CBSI-
3¢ M CTPYKTYPHBIX 3aKOHOMEPHOCTEMN
MO3BOJISIET OCO3HABaTh MX KakK JIOTHKY
MY3BIKaJIBHOTO JIecTBUS. Benen 3a npy-
TMMU MYy3blKOBedaMHu, [. Puman xapak-
TEPU3YET MY3bIKAIbHO-MBICIUTEIbHBIN
npolecc psaoM crenuduueckux ore-
pPallMOHHBIX OCOOCHHOCTEN U CBOWCTB, B
COOTBETCTBHM C KOTOPHIMU OCHOBHBIMH
COCTABJSIFOIIMMHU  MY3BIKAJIBHBIX ITPO-
U3BEACHUN CTAHOBATCA PUTM M rapMo-
HUSI, a MEJIOAMs, JUHAMMKA W aroruka
CTAHOBSTCSl TJIaBHBIM 3MOIMOHAJIbHO-

CMBICJIOBBIM Ha4YaJIOM.

OcHOBHBIE KOHIOCIIIUN U TCOPUH

MY3bIKAJIBHOI'O MbIIIJICHUSA

B nauane XX Beka b.B. Acadnbe-
BbiM, b.JI. fBopckum, M.I. Apanos-
ckum, B.B. MenymieBckum u 1p. ObuIn

CO3aHblI MY3bIKOBEAUYCCKNEC KOHILICTIIINH,

VYmaxkoBa JIugusa ' ennangseBHaA
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paccMaTpUBaBIINE MY3bIKAJILHOE MBIIII-
JIEHWE BO B3aMMOCBS3U C MY3bIKaJIbHOMN
peublo, MOA KOTOPOM IOApa3syMeBaiach
My3blKaJIbHasi WHTOHAUMs. B mnousatHe
CMHTOHAIUS» BKJIIOUAJIOCh MOHUMAaHHE
COJIEPXAHUSI MY3bIKH, CPEACTB MY3bI-
KaJIbHOW BBIPA3UTENBHOCTH, OCO3HAHME
VHTOHALIMOHHOW OCHOBBI, XapaKTEPHOU
KaK JUIsl MY3bIKM, TaK U JJISI KOMIIO3U-
TOPCKOTO CTWJIA. My3bIKaJIbHAsl PEUb, 110
MHEHUIO HccllefoBarene, oopa3Ho OT-
paxaet, MOJEIUPYET COOTBETCTBYIOILIUE
SIBJICHUSI M AMOIIMU, BOCCO3JAET MX B
BU/IE PEAJIbHBIX 3BYKOBBIX CTPYKTYp, IPH
3TOM HEKOTOPBIE CBOMCTBA CJIOBECHOTO U
MY3bIKJIBHOTO SI3bIKA COBHAAALOT.
JanpHeiiliee uzydeHue mnpoose-
Mbl MY3bIKaJbHOTO MblIlUIeHUs B.H.
[Terpymmunbiv, A.B. Paxxankossim, I.C.
Tapacoeim, ['M. LpmmuusivM, E.B. Ha-
M.C. Crapueyc, [.K.
Kupnapckoii, A.I. Kay3osoii, A.N1. Hu-

3aMKMHCKHUM,

KOJIA€BOU MO3BOJIMIIO BBIIEIUTH OCOOEH-
HOCTH XYJO’K€CTBEHHOTO MBIIUICHHS,
YTO U MPUBEJIO K BO3MOKHOCTH YTOUHUTh
cnenu@UKy My3bIKaJIbHOTO MBIIIICHUS.
[Tox My3bIKaIbHBIM MBIIUICHUEM JIaH-
HBI€ aBTOPbI MOHUMAIOT pPEATU3yEeMBbIi
B MHTOHUPOBAHUM MPOLIECC MOJACIUPO-
BaHUs CUCTEMbl OTHOIICHHUI CyObEeKTa K
peaNbHOM JEUCTBUTEIBLHOCTH.

A.H. Coxop, paccmarpuBasi co-
JepKaHue

IIOHATHUA MY3bIKaJIbHOI'O

MBIIUICHUS, BBOJUT TaKyH MCUXOJIOTH-
YECKYI0 KaT€ropuio, KaK JIEATEIbHOCTb.
OTHOCSI My3BIKaJIbHOE MBIIIJICHUST K
Pa3HOBUIHOCTU XYJI0KECTBEHHOW Jesi-
tenpHOCTH, A.H. CoXOp TOBOPHUT O TOM,
YTO OHO MPEJCTaBIsIET COO0N €MHCTBO
TaKuX OCHOBHBIX BHUJOB JE€ATEILHOCTH
KakK OTpakeHUe, CO3UIaHNE U 00IeHue .
B Oonee mo3gHUX HCCIENOBAHUAX MY-
3pIKaJIbHOrO MbluwieHus M.I. Jlsmenko
nponomxaer unen A.H. Coxopa, pac-
CMaTpuBasi My3bIKaJIbHOE MBIILJICHUE BO
B3aUMOCBSI3H C JEATEIBHOCTBIO U TTIOHU-
Masi TI0J] HUM TIPOIIeCC MpeoOpa3oBaHMUs
3BYKOBOW DPEAIBbHOCTH B XYyHOKECTBEH-
HBII 00pa3. My3bIKabHOE MBIILICHHE,
no mHenuto W.I" Jlsmenko, noapasyme-
Ba€T OCMBICJIEHUE JIOTUKH OPTraHU3aliu
MY3BIKAIBHOTO Marepuaja Ha OCHOBE
MOCJIEAOBATEIIbHOCTU  MBICIUTEIbHBIX

onepanuid. VIMEeHHO  panuoHaIbHO-
JIOTUYECKOE HA4yaJl0 B MY3bIKAJIbBHOM
MBILIJIEHUN OObEIMHAET €ro C MbIILIe-
HUEM B OOILENPHUHITOM CMBICIE 3TOTO
noHsTus. B moOom Bue yenoBeyecKkoi
NeSITEIbHOCTH, B TOM YHUCJIE U B MY3bl-
KaJbHOM MBILUIEHUH, OIPOMHYIO pPOJIb
urpaer oOpa3. Co3naHue LEIOCTHOIO

XyJ0’)KECTBEHHOIO 00paza My3bIKaJIb-

7  Coxop A.H. ConmanbHas 00ycioB-
JICHHOCTH MY3BIKaJIbHOTO MBIIIIICHHUS
u BocripusTus // [IpoGnemsl My3bI-
KaJIBHOTO MbIluieHus. — M.: My3bika,
1974. - C. 284.

My3bIKaIbHOE MBIIUICHUE: CTAHOBIICHUE IPEACTABICHUN, B3IJISA10B, TCOPUM
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HOTO TIPOM3BEACHUS TIPOUCXOIUT Ha
OCHOBE TIEPEOCMBICIICHUS U 0000IICHHS
’KM3HEHHBIX BIIEYATIEHWH BO B3aMMOC-
BSI3U C AJIEMEHTAMH MY3bIKaJIbHOTO SI3bI-
ka’.

B 1o ke Bpems cojiepiKaHUE IT0-
HSTHUS MY3bIKaJTbHOTO MBITTUICHHSI HEITb351
Cy’XaThb JI0 OCO3HAHMSI KOHCTPYKTHBHO-
JOTHYECKUX  3aKOHOMEPHOCTEH  My-
3BIKAJILHOTO TIpou3BeneHus. Cremyer
YUHUTBIBATh, YTO CHEUU(PHUUECKON OCO-
OECHHOCTBIO

MY3BIKQJIBHOTO  [POU3-

BCACHUA ABJIACTCA JAOMHWHHUPOBAHUC

AMOIIMOHAJILHO-00Pa3HOT0  KOMITOHEH-
Ta €ro CoAep)KaHus HaJ aOCTPaKTHO-
JoruyeckuM. VIMEHHO NPOHUKHOBEHUE
B BBIPA3UTEIbHO-CMBICIIOBO KOHTEKCT
WHTOHAIMA C OJIHOBPEMEHHBIM OCMBIC-
JIEHUEM JIOTMYECKOM OpraHu3aluu 3BY-
KOBBIX CTPYKTYp SIBJISIETCSI HEOOXOTUMbBIM
YCIIOBUEM MY3bIKAJIbBHOTO MBIILJIEHUS.
Mo3HO ¢ onpenesIEHHOCThIO CKa-
3aTh, YTO MY3bIKAJIbHOE MBIIUIEHUE Ha-
YUHAETCSl C ONEPUPOBAHUS MY3bIKaJb-
HbIMM oOpa3zamu. Bmecte ¢ TeM Hemnb3s
HEJ0O0LIEHUBATh POJIb JIOTHYECKOTO KOM-
IIOHEHTA MY3bIKAIBHOIO CONEPKAHMUS.
Takue BbIpa3UTEIbHBIE CPEACTBA MY-

3bIKAJIBHOT'O S3bIKA KaK TCMII, JUHaAMH-

8  My3bIKabHOE MBIIICHUE: CYIII-
HOCTb, KaTCropuu, aCriCKThbl UC-
cnenoBanus / OTB. pen. JlsmeHko
U. — K.: Mys3. Ykpauna, 1989. —
178 c.

Ka, opma, KyIbMHUHAI[MM HEPA3PHIBHO
CBSI3aHbl C JIOTMKOW XYJ0KECTBEHHOTIO
U SMOIMOHAIBHO-00PA3HOI0 CcofepXkKa-
Hus. BMecTe ¢ TeM pa3BUTHE My3bIKajlb-
HOT'0 UCKYCCTBA, YCIOKHEHHUE ero (popm
U SA3bIKa IMOBBIIIAIOT POJb JOTUYECKOTO
KOMIIOHEHTa B CTPYKTYp€ MY3bIKaJIbHO-
IO MBILLUIEHMS], YTO, B CBOIO OYEPEIb, I10-
3BOJISIET TOBOPUTH 00 3BOJIIOLUU MY3bI-
KaJIbHOTO MBIILIJICHUS.

[Io muennto JI.K. Kupnapckowu,
IpY JOCTaTOYHO BBICOKOM YpPOBHE pas3-
BUTHS MY3BIKAJIbBHOTO MBIIUIEHUS B €T0
CTPYKTYPY MOTYT BKJIFOUAThCS U Xy10Ke-
CTBEHHbIE «00ITHOCTH» — (hopMOOOpa3zy-
IOLLETO0, )KaHPOBOT'O, CTUJIEBOTO ITOPSAKA.
Takol ypoBEeHb pa3BUTHs MOXKET XapaK-
TEPU30BaTbCSl OCO3HAHMEM HE TOJIBKO
JAHHOTO KOHKPETHOI'O IPOM3BEICHUS,
HO Y OCMBICJIEHUEM CTHJISL, SCTETUKHU €T0
3m0xu. BbICOKOpa3BUTOE MY3bIKAJIbHOE
MBILUIEHHE JIEMOHCTPUPYET CIIOCO0-
HOCTh IPOHUKATH B CaMmble ITTyOMHHBIE
IUIACTBl MY3BIKaJIBHOIO HCKYCCTBA, AK-
KyMYJIMPOBaTh HanboJjiee yTOHYEHHbIE U
CJIOXKHBIE XYH0KECTBEHHO-IIO3TUYECKUE
u7eu, TBOpueckue KoHuenuuu. Ilpu
4yéM o0pa3 BBICTYNAET 3/I€Ch OJHOBpE-
MEHHO «H TEpEeKUBAHUEM, U U, U

ULIEATIOM»’.

9 Kupnapckas JI.K. Ilcuxonorust Mmy3bikaib-
HOM JeATEIbHOCTU. Teopus U NpakTUKa. —
M.: Axagemus, 2003. — 368 c.
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3akJII0uYeHue

Takum 00pa3oM, TEOpETHUECKUI
0030p HayYHO-IICUXOJIOTMYECKON U MY3bl-
KOBEJUECKON JIMTeparypbl IO Ipolieme
MY3bIKaJIbHOTO MBIIUIEHHUS MOKa3aJl, YTo
3Ta MpodeMa J0CTaTOYHO MOAPOOHO H3-
yJajlacb B OT€UECTBEHHOH U 3apyOeKHOMN
TMICUXOJIOTUU U TEOPETUUYECKOM MY3BIKO3-

HaHuu. beutn chopmyTupoBaHbI TEOPETHU-

YECKHE TTOJXO/IbI K U3YYEHHUIO MY3bIKAJIb-
HOT'O MBIIIJIEHUS, OITPENEIICHBI HEKOTOPHIE
MOJIXO/IbI K U3YUEHHUIO €r0 CTPYKTYPBI, HO
BCE MCCJICIOBAHMUSI ObUIM BBINOJHEHBLI B
pamkax OOIIEH TMCHUXOJIOTUU MBIIUICHUS
WM MYy3bIKOBETUECKUX KoHuenui. Crie-
UAIbHBIX K€ HWCCIECIOBAHUN B paMKax
MY3bIKUIBHOW TICUXOJIOTHH, TOCBAIIEH-
HBbIX W3YYEHHIO MY3bIKAJIBHOTO MBIIILIE-

HUS, (DAKTUIECKU HE OBLIO.
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Abstract

The article attempts to systematize the approaches of various branches of
scientific thought on the concepts of "musical thinking." According to author's
opinion, there is a vital need to write concerning this as far as the issues related
to the content of the concept from a psychological point of view have not re-
ceived a detailed consideration in literature. Even the most fundamental works
of domestic (B.V. Asaf'ev, B.L. Yavorskii, M.G. Aranovskii, V.V. Medushevskii
etc.) and foreign (J.F. Herbart, E. Hanslick, G. Riemann etc.) psychologists and
musicologists do not contain a sufficient consideration of musical thinking, and
its structure and components are reduced to the ability to understand the artistic
intent of the composer by expressivey means of musical speech.

The absence of clear understanding of musical thinking in musical psychol-
ogy, its structure and components results in excessive attention and the devel-
opment of some unimportant qualities in the process of musical training. In
author's viewpoint, this is partly because of an actual lack of specific studies on
the problems of musical thinking in musical-psychological perspective.

A special importance attains the consideration of musical thinking as a com-
plex process of emotional and sensory reflection of music, followed by intel-
lectual assessment of ideological and emotional content in its own performance

activities, as well as serves to emphasize the importance of its development as

Musical thinking: formation of notions, opinions, theories
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a fundamental component of masterly performance, namely the creative under-

standing of music.

Keywords

Musical thinking, intonation, logical component, emotional and imaginative

content.

Introduction

The need for reviewing the prob-
lems of musical cogitation is aligned
with the fact that in spite of relatively
long-lived history of the research there
are still many white spots in it. M. G.
Aranovskii pointed out that even in fun-
damental works concerned with musical
cogitation this phenomenon is not defi-
ciently examined; and its meaning and
boundaries still remain muzzy enough'.
First and foremost it is concerned with
the fact that the longest period of study
pertains to musicological sciences. In
such a manner many aspects connected
with specification of musical cogitation
concept, its structure, components and
properties need additional interpreta-
tion.

1 Aranovskii, M.G. (1974),
"Thinking, language, semantics",
Problems of musical thinking
["Myshlenie, yazyk, semantika",
Problemy muzykal'nogo
myshleniya], Muzyka, Moscow,
p. 90.

Musical thinking as a psychology

and music studies phenomenon

The problem of musical cogita-
tion has been at issue for a long time and
we can find the term "musical thought"
in works of sciences of the 18" century,
at that the meaning content amounts to a
melodic pattern, sound design or merely
to a melody.

According to B. V. Asaf'ev into-
nation can be surely considered to be the
source of musical cogitation. The feeling
of musical structure acts as the source of
musical cogitation, that's why the sense
of musical intonation can be considered
just as a signal or an impulse for musi-
cally cogitative actions. Intonation can
become the language of musical art just
in the course of a certain processing, ar-
rangement, structuring and all that deter-
mines the specificity of musical cogita-
tion. That's why B. V. Asaf'ev determines
apprehension of structurally logical or-

ganization of sound material as a higher
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form of reflection of musical events in
human consciousness?.

It is important that 1. F. Gerbart
also interpreted the "musical thought"
as the sound sequence which embraces
a certain musical meaning, which in turn
overrides sensuous reflection of music
and enables getting knowledge and sense
of musical image of a composition in
terms of listeners' formed tastes, acsthet-
ic preferences. 1. The principal meaning
of F. Gerbart's positions lies in the fact
that he was one of the first among peda-
gogues and psychologists who referred
to the phenomenon of musical cogita-
tion though restricted it to syncretic trin-
ity of cogitation, perception and musical
memory, and did not differentiate these
processes in practice.

In his fundamental works Je.
Ganslik showed that existence of musi-
cal logic, integrative ties between a form,
a fret, a harmony and a rhythm make
an integral composition which does not
consist of coincidentally isolated intona-
tions. As you know, music is a temporary
art. That 1s why Je. Ganslik, who regard-
ed movement as a distinctive quality of
music, defined a peculiar feature of mu-

sical cogitation as an ability to feel trans-

2 Asafev, BM. (1971), Musical form
as a process [Muzykal'naya forma kak
protsess|, Muzyka, Moscow, 376 p.

formational growth and transformation
of musical language. The perception of
musical material through time is assured
by the analysis, synthesis and general-
ization of means of music expressive-
ness. In addition, Je. Ganslik says that
anticipation is an important component
of musical cogitation. To think means to
correlate what is sounding at the moment
with what has already sounded. And,
if possible, with will sound from now
forth, along the development of musical
ideas’.

0O.V. Sokolov is of the same opin-
ion and thinks that separate elements of
musical language, means of music ex-
pressiveness cannot exist out of time and
space even in a composer's imagination;
they need structural certainty in their re-
alization in sounding musical tissue’.

When examining the problem
of musical cogitation L. A. Barenboim
points out its two main functions. The
author defines a man's emotional reac-
tion to intonation expressiveness as the

first and simpler function. The distinc-

3 Hanslick, E. (1910), About music and
beautiful [O muzykal'no-prekrasnom],
Moscow, 256 p.

4  Sokolov, O.V. (1974), "On the principles
of structured thinking in music", Problems
of musical thinking ["O printsipakh
strukturnogo myshleniya v muzyke",
Problemy muzykal'nogo myshleniya],
Muzyka, Moscow, p. 153.
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tive feature of the first function is that
it is predominantly of hearing nature.
Yet a musical composition i1s primarily
a certain organization of a rhythm, a me-
ter and a tempo as well as of a melody,
harmony and a fret. That is why the con-
ception of a musical content essence, the
ability to comprehend and to relate means
of musical expressiveness with the word
picture of a composition is assured by a
more complex function of musical cogi-
tation. According to L. A. Barenboim the
complexity of the second function lies in
the fact that first and foremost it is a sub-
ject not only to perceptual, emotionally
sensuous exertions, but intellectual exer-
tions on the part of an individual. And
secondly it assumes a certain maturity of
musical consciousness’.

G.M. Tsypin fairly assumes that
thanks to the contexture of intonation
and structurally logical functions of mu-
sical cogitation all cogitative activity be-
comes artistically significant®.

Availability of rationally logi-
cal basis in musical cogitation gives it
the qualities typical for cogitation in the

5 Barenboim, L.A. (2007), Piano pedagogy
[Fortepiannaya pedagogikal), Klassika
XXI, Moscow, 192 p.

6 Tsypin, G.M. (2003), Psychology of
musical activity: theory and practice
[Psikhologiya muzykal'noi deyatel'nosti:
Teoriya i praktika], Akademiya, Moscow,
368 p.

ordinary way and outputs it beyond the
scope limited just by sense impression
and perception. In the light of above-
mentioned we can see the links which
connect musically intellectual operations
with universal intellectual operations
such as synthesis and analysis, arrange-
ment and structuring etc.

When considering the problem of
the "musical cogitation" concept forma-
tion we should also mention G. Riman's
works. He stood for comprehension of
musical cogitation as a specific aspect of
a man's cogitative activity. In his works
he underlined an essential feature of
musical art, saying that the structure of
a composition is indissolubly related to
the internal logic of its content. G. Riman
believed that comprehension of musical
language was not the direct perception
of a musical composition. Separation of
certain logical links and structural regu-
larities in a musical image allows us to
realize them as the logic of a musical act.
After the manner of other musicologists
G. Riman characterizes a musically cog-
itative process by a range of specific op-
erating features and properties whereby a
rhythm and harmony are the fundamen-
tal components of musical compositions,
and a melody, dynamics and agogics be-
come the main emotionally conceptual

basis.
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Basic concepts and theories

of musical thinking

At the beginning of the 20™ cen-
tury B. V. Asaf'ev, B. L. Yavorskii, M.
G. Aranovskii, V. V. Medushevskii etc.
created musicological concepts, which
considered musical cogitation in coordi-
nation with musical speech, which was
implied as musical intonation. The "into-
nation" concept included the conception
of musical content, means of musical ex-
pressiveness, and realization of intonation
basis typical both for music and style of
a composer. According to the researchers
the musical speech figuratively reflects,
simulates the corresponding events and
emotions, recreates them in the form of
real sound structures, at that some features
of verbal and musical language coincide.

The further study of the problem
of musical cogitation by V. N. Petrushin,
A. V. Razhnikov, G. S. Tarasov, G. M.
Tsypin, E. V. Nazaikinskii, M. S. Starch-
eus, D. K. Kirnarskaya, A. G. Kauzova,
A. L. Nikolaeva made it possible to fetch
out the peculiarities of artistic cogitation,
and that resulted in possibility of ascer-
taining the specificity of musical cogita-
tion. By musical cogitation these authors
mean a "subject's attitude to reality" sys-
tem simulation process realizable in in-

toning.

When considering musical cogi-
tation concept content A. N. Sokhor puts
in such a psychological category as ac-
tivity. While treating musical cogitation
as a form of artistic activity A. N. Sokhor
says that it represents a unity of substan-
tive activities like reflection, creation
and communication’. In latter researches
concerned with musical cogitation 1. G.
Lyashenko continues with A. N. Sok-
hor's ideas and considers musical cogi-
tation in coordination with activity. He
considers it as the process of transforma-
tion of some sound reality into a word
picture. According to I. G. Lyashenko,
musical cogitation means understanding
the logic of musical material organiza-
tion in terms of intellectual operations
succession. It just rationally logical ba-
sis in musical cogitation unites it with
cogitation in the ordinary way. An image
is very important for any kind of human
activity including musical cogitation.
Creation of an integral word picture of
a composition proceeds on the basis of

rethinking and generalization of life im-

7  Sokhor, A.N. (1974), "Social
conditionalism of musical thinking
and perception", Problems of
musical thinking ["Sotsial'naya
obuslovlennost' muzykal'nogo
myshleniya i vospriyatiya",
Problemy muzykal'nogo
myshleniya], Muzyka, Moscow,

p. 284.
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pressions in coordination with elements
of musical language®.

At that time musical cogitation
concept content cannot be narrowed
down to realization of structurally logical
regularities of a composition. It should
be noted that the specific feature of a
composition is the emotionally imagi-
native component content domination
over abstractedly logical one. It just the
penetration of intonation into an expres-
sively conceptual context with simulta-
neous understanding of sound structures
logical organization constitutes the nec-
essary condition for musical cogitation.

We can say for sure that musi-
cal cogitation begins with musical im-
ages operation. Alongside with that one
cannot underestimate the role of logical
component of musical content. Such me-
diums of impression of musical language
like a tempo, dynamics, form, culmina-
tions are indissolubly related to the log-
ics of artistic and emotionally imagina-
tive content. Moreover the development
of musical art, thickening of its forms
and language make the logical compo-
nent play a more important role in the

structure of musical cogitation, and in its

8 Lyashenko, I. (1989), Musical thinking:
nature, category, aspects of the study
[Muzykal'noe myshlenie: sushchnost',
kategorii, aspekty issledovaniya], Muz.
Ukraina, Kiev, 178 p.

turn render possible to speak of musical
cogitation evolution.

In case of a high plane of intel-
ligence of musical cogitation its struc-
ture can include artistic "similarities" —
of morphogenetic, genre and style kind.
Such level of development can be char-
acterized by recognizing not only this
concrete composition but by understand-
ing the style and aesthetics of its epoch.
Highly developed musical cogitation
demonstrates the ability of penetrating
into the deepest layers of musical art, ac-
cumulating the most sophisticated and
complex artistically poetic ideas, cre-
ative concepts. At that here the image
synchronically acts as "an experience, an

idea, an ideal...."’

Conclusion

In such a manner the theoretical
review of scientifically psychological
and musicological literature on the prob-
lem of musical cogitation showed that
this problem was circumstantially stud-
ied in native and foreign psychology as
well as in theoretical musicology. Theo-

retical approaches to musical cogitation

9 Kirnarskaya, D.K. (2003), Psychology
of musical activity. Theory and practice
[Psikhologiya muzykal'noi deyatel'nosti.
Teoriya i praktika], Akademiya, Moscow,
368 p.
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study were formulated, some approaches
to the study of its structure were defined,
but all the researches were carried out

within the limits of general psychology

of thinking or musicology concepts. In
fact there were no special researches re-
lated to the study of musical cogitation

within the limits of musical psychology.
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