GENERAL THEORETICAL ASPECTS OF MUSICOLOGY

UDC 781.65
Zavgorodnaya Galina
Doctor of Art, professor of the department of music
theory and composition, Odessa National
A. V. Nezhdanova Academy of music
galina.zavgorodnyaya@gmail.com

BASIC PRINCIPLES OF FORMATION IN THE ASPECT OF THE
REGULARITIES OF THE MUSICAL SPACE.

The purpose of work is to study the basic laws of musical formation, reflecting all stages of the compositional formation
of the idea-meaning of the work. The methodology. The paper uses comparative-typological, analytical and empirical
approaches. Scientific novelty. The main functions of the stages of compositional formation. These functions are considered in
terms of the specifics of dramaturgy, elements of musical expressiveness, the general system for the deployment of a thematic
idea, as well as genre and style indicators of the artistic whole. Conclusions. From the standpoint of cardinal differences in the
logic of musical thinking (polyphony - homophony), we get the opportunity to uncover the notion of musical space and time as the
most primordial constant of understanding, deep penetration into the process of analyzing all the legislative foundations for
constructing form-composition in musical art. Different types of musical thinking give grounds to evaluate their expressively
constructive organization, beginning from the sound and up to the whole formative process of the artistic whole.
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3aezopoouan I'anuna @edopoena, 0okmop uckyccmeosedenus, npogeccop Kapeopvl meopuu My3viku U KOMNOZUYUU
Oodecckoti HAYUOHATLHOU MY3bIKANbHOU akademuu um. A.B. Heacdanosoil.
OcHOBHBIE NPUMHIHUIBI (POPMOOOPA30BAHMSA B acNIEKTe 3aKOHOMEPHOCTell My3bIKAJIBHOI0 MPOCTPAHCTBA

Heabio pabGoThl SBISETCS HCCIENOBaHHE OCHOBHBIX 3aKOHOMEPHOCTEH My3bIKaJIbHOTO (hopMOOOpa3oBaHus,
OTpaKAIOIMIUX BCE ATalNbl KOMIO3UIIMOHHOTO CTAHOBJICHHUS HAEU-CMBIC]IA Ipou3BeneHus Merogosorus. B pabote mpuMeHeHs!
KOMIIapaTUBHO-TUIOJIOTUIECKUH, aHATUTHYECKUH U sMIupudeckuil moaxoasl. HayuyHass HOBH3HA. AHATU3UPYIOTCS OCHOBHBIE
(GYHKIMM 3TaroB KOMIIO3MIIMOHHOTO CTaHOBJIEHHs. J[aHHbIE (QYHKIMU pacCMaTPUBAIOTCS B aclieKTe CHeUU(pHUKH IpaMaTyprum,
3JIEMEHTOB MY3BIKaJIbHOM BBIPA3UTEIHHOCTH, OOIIEH CHCTEMBI Pa3BepPTHIBAHMS TEMAaTHUECKON HJIEH, a TaKXKe KaHPOBO-CTUIIEBBIX
MoKasarenel XyA0)KeCTBEHHOTO 1enoro. BeiBoasl. C mo3uiuil KapAWHAIBHBIX OTIMYUN B JIOTHMKE MY3BIKaJIbHOTO MBIILICHUSL
(momioHNsT — TOMO(OHHMS) MBI MOTY4aeM BO3MOXKHOCTH PACKpPBITh IPEJCTABICHHE O MY3bIKaJIbHOM IPOCTPAHCTBE W BPEMEHH,
Kak HanOoJyiee MCKOHHOM KOHCTaHTE MOHWUMAHUS, YrITyOJICHHOTO IPOHMKHOBEHUS B MPOLECC aHalIM3a BCEX 3aKOHOJATEIbHBIX
OCHOB KOHCTPYHMPOBaHUS (H)OPMBI-KOMIIO3UIIMH B MY3BIKAJIbHOM HCKYCCTBE. Pa3nuuHbIe THITBI MY3bIKAILHOTO MBIIUICHUS JAIOT
OCHOBaHME OLICHWTh MX BBIPA3UTEIHHO-KOHCTPYKTHBHYIO OPraHM3alMI0, HAYMHAS OT 3ByKa M 1O Bcero (GopmMooOpasyromero
Ipolecca Xy10KECTBEHHOTO LENOTO.

KioueBble cJjoBa: TIPOCTPAHCTBO, BpeMs, IeNMHAs JApamMaTyprus, BOCIPHUATHE, XYIOXKECTBEHHBIC CTHIIH,
oJ(POHNUECKOE MBIIICHHE.

3aszopoons Ianuna Dedopisna, 0OKmMop MUCmMeymeosHA6CMEd, npogecop Kagedpu meopii My3uKu ma KOMRO3UYil
Ooecvioi Hayionanvhoi my3uunoi akademii in. A.B. Hexxcdanogoi.

OcHoBHI NpUHIUIIN GOPMOYTBOPEHHS B ACIEKTi 3AKOHOMIPHOCTEH MY3HYHOI'0 IPOCTOPY.

MeTo10 po0OTH € JIOCITIPKEHHS OCHOBHHX 3aKOHOMIPHOCTEH MY3MYHOrO (OPMOYTBOPEHHS, IO BifoOpaXkaloTh BCi
eTany KOMIIO3UI[IHHOTO CTaHOBJICHHS i1ei-3MicTy TBopy. MeTtomoiorisi. Y poOOTi 3aCTOCOBaHi KOMIapaTHBHO-THITOJIOTIYHUH,
AHATITUYHUA Ta emmipuyHnd minxonu. HaykoBa HoOBM3HA. AHAIIZYIOTBCS OCHOBHI (YHKII{ eTamiB KOMIO3WIIHHOTO
craHoBieHHs. JaHi QyHKIIT po3IisgaroThCsl B acmekTi crenudiky apaMaTyprii, eJIeMeHTIB My3W4HOi BHPa3HOCTI, 3arajbHOi
CHCTEMHU PO3TOPTAaHHsS TEMATHYHOI i/1ei, a TaKOX >KaHPOBO-CTHJIBOBHX ITOKa3HUKIB XYHOKHBOTO Hinoro. BucHoBkH. 3 mo3umiit
KapAWHAJIBHUX BiIMIHHOCTEH B JIOTiLi MY3WYHOTO MHUCIEHHA (MOJi(OHIs - TOMO(DOHIS) MH OTPUMYEMO MOXKIHMBICTD PO3KPHUTH
YSABIEHHS MPO MY3MYHOMY MPOCTOPi 1 4Yaci, K HAHOUIBII CIOKOHBIYHOI KOHCTAHTI PO3YMiHHS, MOTIMOICHOTO MPOHUKHEHHS B
MIpOIleC aHaNi3y BCiX 3aKOHOJABYMX OCHOB KOHCTPYIOBAHHSA (DOPMH-KOMIIO3HUII] B My3WYHOMY MUCTEUTBI. Pi3HI THIIN My3HMYHOTO
MUCIICHHS JAIOTh ITiJICTaBy OI[IHUTH iX BUPA3HO-KOHCTPYKTHBHY OpTaHi3alilo, OYMHAIOYH BiJl 3BYKY 1 10 BCHOTO ()OPMOTBOPHOTO
MpOILIECY XYJI0XKHBOTO LIJIOTO.

KrouoBi ciioBa: mpocrip, 9ac, JaHIIOrOBa IpaMaTypris, CIPHHHATTS, XyA0KHI CTHIIL, MOJi()OHITHE MUCIIECHHS.

The laws of structuring of a musical concept are combined into a special semantic
system that reflects the content level of an artistic whole directed straightly at perception.

Like any kind of temporary art, music initially embraces sensory impressions, emphasizes



their emotional level. Based on the amplitude of the emotional expressiveness of the idea-
sense realized in music, those elements of the musical language, texture and process of form-
formation that give rise to the logic of the formation of content-form are manifested.

At the heart of the analytical process there laid the principles formed through the
centuries, manifested at the level of regularities. They, on the one hand, project the main
indicators of a particular style or genre, manifested in the specifics of the artistic whole. On
the other hand, they exist regardless of time, because they lie at the sources of musical
thinking, musical space, as independent indicators of it, as the guiding source of all musical
processes. These principles include: the principle of double and triple frequency, in
particular, the principle of identity and contrast, the principle of variation and development,
the principle of a single movement, chain dramaturgy and other principles.

The main feature of these principles — they are formed in the process of historical
evolution and are universal, exist in absolutely any composition, beginning with the period
(the smallest musical form) — up to the sonata-symphonic cycle. Differences — in the
arrangement of accents in the course of their genre-style evolution. For example, the
principle of double- and triple-frequency implies succession of certain elements,
components, sections in one case with a return to the original, in the other — without return.
Primary in the evolution of musical thinking is the principle of double frequency, as the
compositional formation of musical space occurred on the basis of the special functionality
of the basic elements — sound, rhythm, their register location, and hence the timbre, their
specific high-altitude interdependence (location in space). The principle of a single
deployment and a clear desire for the independence of each element dominated, that is, the
principle of polyphonic thinking, focused in the polyphony of strict style (cantus firmus)
prevailed.

Independence of each unit of the artistic whole leads to a gradual formation of the
theme. Theme is already a fundamentally new level of the organization of elements in the
artistic and semantic unit that directs the entire flow of musical consciousness in each
concrete case of its manifestation. The emphasis on individualization and subordination to it
of the whole system of elements of expressiveness fundamentally changes the musical space.
The dominant ideology of the high Renaissance in the given historical period gives rise to a
special imaginative multiplicity of thematic ideas. The Madonna of Raphael, the sculpture of

Michelangelo, the music clearly highlights the solo principle, as the personification of the



divine in personality. Genres such as opera and concherto grosso dominate, in which the solo
principle dominates, variations on basso ostinato are a special sphere of creation of
polyphonic tension of musical space and, finally, fugue as the highest form of the
manifestation of the logic of musical thinking. Gradually, from the spatial projection of
sound and its rhythmic breathing in a strict style, the connections between the elements are
strengthened, their interdependence and functional subordination in the verticalization
system of the horizontal occurs. Managing all the processes in polyphony, the interval
(among the voices as well as inside the melodic line itself) is rebuilt into consonances, the
function of which is already determined by the stage on which they are built.

The established key-tonal system in polyphony of free style builds a special specificity
of musical thinking, where vertical patterns are accentuated. It covers logic of the linear
expansion of space, expands the notion of the scale of its deployment in time, since the
gravitations between the sounds of the horizontal extend to the gravitations between the
stages of the formation of artistic meaning. The cadency system divides the form, forms the
logic of its formation by the functionality of entire stages-sections. There is a system of
sequential functional interdependence in the logic of the presentation of musical thought,
each stage lays its system of significance in the disclosure of a general idea. In other words,
such functional regularities as exposition function, development, binding, introductory, final,
reprise snap into action; on the "front lines" comes out the guiding, form-building force of
the key and tonality. Thus, the form-building aspects acquire special importance:
development, completeness, sequence of stages of disclosing of the ideas, manifested in the
specifics of the relationships of all components of forming of the artistic whole elements of
the dramaturgy. The main purposeful force of forming the correlation of all stages and
sections is the emphasis on the expressiveness of all elements and language, and the form in
the general system of development of the thematic idea (conceptual meaning) of the artistic
whole.

The shifting of the emphasis from the horizontal to the vertical changes the system of
structuring the logic of the vital activity of musical thought. Demonstration-exposure of the
idea, that is, the theme, the main concentration of the semantic principle in it, naturally
requires its deepest disclosure as it develops. A long way of showing the theme and its
development requires summing up, to some extent completeness, that is, reprises. Thus, there

emerges an era of domination of the principle of triple frequency. It becomes the determining



factor in sonata-symphonic thinking, organizing a system of sonata-symphonic thinking as
the main directing force in the epoch of homophonic-harmonious style (18th century).

So gradually formed two peaks in the evolution of the development of musical
thought: fugue — as the concentration of the logic of polyphonic thinking and sonata, as the
concentration of the logic of homophonic harmonic thinking. Thus, music is a special kind of
art, and its elements are a system of individual creative activity. Each element of the musical
language, in itself, is already a system: texture, harmony, melody, etc. Naturally, the
structural units arising on their basis (motive, phrase, sentence) in this sense are
polysystemic. This ambiguity of the principles of structuring of the musical space and brings
music to a special level of expressiveness, special expressiveness, which is related to the
specific features of human thinking, consciousness: music as a special form of cognition of
the world. The world of musical sounds accompanies us all life from birth to the funeral
feast, it is close to all life situations, we can assume that sound sensations are in the depths of
our genetic code, which can be the object of special research.

If we compare the entire process of the development of musical styles and project it
onto the analysis of a particular work, then a general pattern arises. The transition from one
style space to another is gradual and as if the three stages of this process can be conditionally
noted as follows: the moment of diffusion, mixing of style indicators; emergence of new
patterns in the depths of the outgoing style space; appearance “at the cutting edge” of the
peculiar features of the emergent, stabilizing style trend as the main indicators of the new
style era, in the depths of which there are already other indicators of musical space, as the
emergence of the next new style parameter in the general evolution of musical thinking.

The indicators of each legislative system-style are stable and have their own principles
of functioning from sound to general dramaturgy: polyphony — harmony, baroque —
classicism, romanticism and modern polysystemacity, that is, polystylistics. On the other
hand, they are in constant spiral "interplay”, which brings the music of the late twentieth
century to a polyphonic renaissance, the revival of polyphonic laws in a different historical
stage of the development of musical space. In other words, a new culminating turn arises in
the evolution of polyphonic thinking, which is at the root of the formation of music as an art
form.

In the process of analyzing a particular work, it is also observed its stable aspects:

from the sound system of structuring of the theme — to one form or another form-scheme,



from texture to the general process of musical drama, from particular moments to the general
organizing principle. So, the theme of the fugue has very clear, rather long-term setting laws
of its existence. It at its sources rests on the laws of strict writing as historically the first stage
of the emergence and formation of polyphony (brevity, expressiveness and significance of
each sound, asynchrony, predominance of linear movement, non-repeatability, time
difference of culminating points and etc.). On the other hand, it is already connected with the
following, gradually forming style, based on the complete dominance of the key-functional
system. The strict style was lacking key and tonal system (the era of white notation), but is
affirmed in the style space of free polyphony. It becomes determining and leading in the
homophonic-harmonious legislative system, building parameters of the new style
organization of musical space as the basic basis of sonata-symphonic thinking.

Homophony and polyphony are the main ways of forming a code of laws of musical
space. The placement of accents in each of them is the opposite of sound up to the topic and
up to the form as a whole. That is why the architectonic plan of the fugue is so individual, as
the tops of polyphonic thought (as written by V. Zolotarev, S. Pavliuchenko, Yu.
Evdokimova, K. Yuzhak, N. Gerasimova-Persidskaya, N. Simakova, S. Grigoriev, T. Muller,
V. Protopopov, S. Skrebkov, I. Piaskovsky and others) and sonata embodying the long way
of forming homophonic-harmonic relations (B. Asafiev, Yu. Tiulin, N. Goriukhina, V.
Zaderatsky, S. Skrebkov, E. Nazaikinsky, S. Shyp and others).

It is obvious, it was the fugue that in many ways prepared the type of sonata-
symphony thinking, and the sonata in its compositional depths contains the potential
saturation of the polyphonic space. Thus the system of organization of space-time indicators,
the type of "program" in the arrangement and distribution of logical accents are different. In
one case, vertical patterns are the main and determining "standards", in the other —
horizontal.

In addition to the above mentioned ways, it is possible to distinguish two other
parameters of the artistic whole from the point of view of its dramaturgy, namely, the logical
and functional dependence of all the composite aspects of the work. The single, end-to-end
logic of chain dramaturgy is typical for polyphonic forms, and for the sonata-symphonic
cycle. And another type — mosaic, "numbered" dramaturgy. Its roots stretch from the ancient

suite and absorb a variety of types of cyclic forms. Partly, they can include such forms as



rondo, variations etc. Especially the principle of "mosaic" regulates the "program" of
compositional relations in children's cycles.

Clear boundaries, in this case, in the art of music do not exist. The evolution of any
composition is based on the interaction of all existing principles, which leads to the freedom
of mixed form-building structures in romanticists’ creative work and the appearance of new
non-normative compositions in modern music. Therefore, in each concrete case, a specific
system of analysis is built up, the reference points in which the general-time indicators of
time are combined with the individual character of the author's mannerism. The
aforementioned homophonic and polyphonic types of thinking and the corresponding set of
dramatic-compositional laws and the main types of musical dramaturgy based on the single
deployment line or the accentuated separatedness of the process of form making are the main
and perhaps ones of the most important parameters of analysis of modern music, in our
opinion. They, accordingly, mean an incalculable multiplicity of their manifestation forms.

It is from the standpoint of cardinal differences in the logic of musical thinking
(polyphony — homophony) that we are able to uncover the notion of musical space and time
as the most primordial constant of understanding, deep penetration into the process of
analyzing all the legislative foundations of designing form-composition in musical art.

The musical work, in this context, serves as a kind of focus, concentrating
psychological as well as structural indicators of the individuality of the composer's style.
From the space-time positions, each piece of work reproduces the "genetic code” of the
music, as an art form.

A.Samoylenko intentionally emphasizes spatial-temporal dialogue in art: "Becoming a
part of the artistic image,"” writes the researcher, "time is compacted by spatial coordinates,
endowing the latter with new expressive possibilities” [3, p. 47]. Simultaneously, any
composer’s artwork is unique, as it is born on the basis of the "personal code" of the author,
as a result of the individual mastering of the musical space in time: "... with respect to the
form, music has a special perspective of space-time relations, denoted by the concept of
architectonics, that is a general structure of the work associated with the expression of its
content, — writes M. Starcheus. It assumes the order of the following sections, proportions
and differences of parts according to their position in time, ensuring the unity and
completeness of the whole (...). The concept of architectonics implies the interplay between

temporal and spatial proportions, which has an expressive significance" [4, p. 160].



Thus, it is from the specific nature of the logical process of organization of the
horizontal and vertical of the musical space, as well as the norms of their interaction, that the
sources and innumerable multiplicity of the processes of form-building take their origin, and
the same immense variety of genre-style indicators. The same genre has the richest spectrum
of gradation of emotional states. An example of this is the genre of a lullaby. From miniature
tunes to a deeply tragic interpretation of the genre in the ballad "The Forest Tsar" by F.
Schubert, in the song lyrics of G. Mahler, A. Berg's opera "Wozzeck", songs of M.
Mussorgsky etc. Surprisingly rich space for generalizing impressions as well as, for
example, it gives a variety of "Children's albums" and other numerous miniatures in the
genre sphere of children's music.

The change of epochs in the history of the evolution of compositional thinking is
primarily indicative of a change in the notions of the qualitative and functional properties of
musical art, within the boundaries and "limits" of its linguistic possibilities. "For the
consciousness of a man of the late twentieth century, a special sense of historical "distance"
Is peculiar, notes N. Gerasimova-Persidskaya, — (...) the striving for everything new and new
causes the need to evaluate the time-worn "[1, p. 6]. Penetration of researchers into any of
the moments of the history of musical art, in our opinion, determines the range of theoretical
representations by the thoughtful content of events and ways of their artistic generalization.

So historically there were formed quite definite, in a broad sense, stereotypes of our
ideas about the style of the era, about the specifics of the language, about the basic indicators
of the content and structural aspects of the musical form. "The purpose of this analysis, — in
opinion of E. Denisov, is to try to penetrate at least temporarily into the artist's creative
laboratory and help to touch the mystery that underlies any truly great work of art” [2, p. 18].
In other words, we are talking about possible facets of penetration into the psychology of the
creative process, the complexity and individuality of which hardly gives the possibility of its
full understanding. The main "supporting moments", in this case, can be types of temporal
and spatial characteristics of musical themes, methods of its development and, ultimately, the
dramaturgy of the deployment of the entire structural-content line of the work.

This idea is interestingly traced in the article of M. Starcheus: "Art forms are
distinguished (...) in a way of mutual transference of spatial and temporal dimensions of the

artistic whole. (...) Inseparability of space-time is obvious already in the very essence of



music as a temporary art, the main characteristic of which are high-altitude, that is, spatial
relations” [4, p. 157].

The language of music embodies the system of values of communication with the
universe, inseparably related to thinking. It has its own "legislative code" depending on the
psychological specifics of thinking and has a direct attitude towards the realization of its
semantic idea in the author's intention. Through the understanding of the laws of sound
relations and the essence of sound itself as the center of the system, one can reach the level
of the laws of thought of the epoch and penetrate the process of cognition of the specifics of

artistic styles.
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