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Article purpose — to prove musical and intonational specifics of immanent maintenance of an avtopoezis of the actor of
the musical. Methodology: the research assumes application of fenomenological, intonational and komparative methods of a
research. Scientific novelty: in article the immanent maintenance of an avtopoezis of the actor of the musical which
phenomenology is shown in musical and intonational specifics of technological actor's process is analyzed. Conclusions: The
specifics of creative process of the actor of the musical are that his psychophysical device performs professional actor's work,
based on immersion in the atmosphere which is given rise by musical and intonational impressions. In the musical process of a
living in a role this process has two components: the beginning of a professional algorithm of the actor of the musical —
"objectification” of the sensual and intonational unconscious boost received from a musical impression. Self-dialogue of
consciousness of the actor of the musical, living mechanisms, habitual for the actor, in a role are carried out already on a basis
"intonational experienced” by the psychophysical device of the actor of musical material. The immanent maintenance of an
avtopoezis of the actor of the musical provides self-dialogue of consciousness of the actor. The intonational impression is a basis
of implementation of self-dialogue of consciousness of the actor of the musical.

Keywords: immanent maintenance of an avtopoezis of the actor of the musical, self-dialogue of consciousness of the
actor of the musical, musical and intonational specifics of actor's technological process.

Oczaneszosa-Ipuzopenko Onvea Baoumiena, napooua apmucmxa YKpainu xanoudam neodazociyHux Hayx, npoghecop
kageopu convroeo cnigy O0ecbkoi HayioHanbHOT My3uuHol akademii imeni A.B. Heacoanosoi.

My3u4yHo-iHTOHALiliHA eHOMEHO0JIOTisl aBTOMOE3NCY APTUCTA MIO3UKJIY.

Mera craTTi - 00IpyHTYBaTH MY3MYHO-IHTOHALIHHY crenudiKy iMaHEHTHOTO 3MICTYy aBTONOE3IiCy apTHCTa MIO3HKITY.
MeTomoJiorisi: IOCTi/DKCHHST Tependayae 3acTOCyBaHHS (DEHOMEHOJIOIIYHOIrO, IHTOHAI[IHOTO Ta KOMIIAPATHMBHOTO METO/IIB
nocnimkenns. HaykoBa HOBU3HA: B CTAaTTI aHAII3y€eThCsl IMAHEHTHA 3MICT aBTOIOE3iCy apTHCTa MIO3UKITY, (DEHOMEHOJIOTIs SIKOTO
MPOSIBIISIETHCSI B MY3UYHO-IHTOHAIIHOT CITEIM(IKN TEXHOJOTIYHOTO aKTOPCHKOI mporecy. BucHoBkm: Crenungika TBOpYOTo
MPOIIeCy apTUCTa MIO3UKIIY B TOMY, IO HOTO NCHX0(i3MYHUIA anapaT BUKOHYE NMpodeciiiHy akTOpChbKy poOOTy, TPYHTYIOUHCH Ha
3aHypeHHI B aTMOC(epy, CTBOPEHY MY3UYHO-IHTOHAIIIHUX BPaXXCHHAMHU. Y MIO3UKIII IPOIIEC BXXUBAHHS B POJIb LIeH mporec Mae
IIBI CKJIaJIOBi: TIOYAaTOK MPO(decifHOro aNropuTMy apTHCTa MIO3HUKIY - «YIPEIMETHEHHS» YyTTE€BO-IHTOHAIIITHOTO HECBiJOMOTO
IMIyJIbCy, OTPHMAHOTO 3 MY3HYHOTO BpakeHHS. Camofianor CBiOMOCTI apTHCTa MIO3HKIY, 3BHYHI JUIA aKTOpa MEXaHi3MH
«BXUBAHHS» B POJIb 3/IHCHIOIOTHCS BXKE Ha OCHOBI «IHTOHAILIWHO BIAYYTOTO» MCUXO(I3UYHHUX amapaToM apTHCTa MY3HYHOTO
MaTepianry. IMaHEHTHa 3MICT aBTOIOE3ICY apTHCTa MIO3MKIY 3a0e3leduye caMmoiajor CBIIOMOCTI apTucTa. IHTOHAIIHHUI
BpPaXCHHS € OCHOBOIO 3/1HICHEHHS caMO/1iaJiora CBiIOMOCTi apTHUCTa MIO3UKITY.

Kniouogi cnoea: imanenmuuil 3micm agmonoesicy apmucma MIO3UKIY, CAMo0idanoe c8i0OMOCMI apmucma MIO3UKIY,
MY3UYHO-IHIMOHAYIUHA cneyudiKa aKmopCcbKO20 MEXHON02IUHO20 NPoYecy.

O:zanesosa-I'puzopenko Onvea Baoumoena, Hapoouas apmucmxa Yrpaumwl? kanoudam neodazocuyeckux Hayx,
npogheccop kagedpul convnozo nenuaOoeccKou HaYUOHANIbHOU MY3bIKaAAbHOU akademuu um. A.B. Hexcoanosoil.

My3bIKaJILHO-HHTOHAIIMOHHAS (PEHOMEHOJIOTHSI ABTOMO033HCA APTHCTA MIO3HKJIA.

Heap cratbu — 000CHOBAaTH MY3BIKAJIbHO-MHTOHAIMOHHYIO CHENM(UKY HWMMAHEHTHOTO COJEp>KaHUs aBTOIOA3HCA
apticrta Mio3ukia. MeToZoJIOrHsI: HCCIIeIOBaHNE IIPEIoyaraeT INpHUMEHeHHe (EHOMEHOIOTHYECKOr0, MHTOHALMOHHOTO M
KOMITapaTHBHOTO METOJIOB HccienoBanus. Hayunast HOBM3HA: B CTaThe aHAJIM3UPYETCS] MMMaHEHTHOE CO/IEpKaHUe aBTONOA3HCa
apThcTa MIO3MKIa, (DEHOMEHOJIOTHsI KOTOPOIrO IPOSBISETCS B MY3bIKAIbHO-MHTOHALMOHHON crienn(pHKe TEeXHOJIOTHYECKOTro
akTepckoro mpotecca. BoiBoabl: Crieruduka TBOPYECKOro Mpolecca apTHCTa MIO3HMKIA B TOM, YTO €ro NCHUXO(U3UUeCKHid
anmapaTr BBIIOJHSAET NPOPECCHOHATIBHYIO aKTEPCKy0 paldOoTy, OCHOBBIBasICh Ha IOTPYKEHHH B arMocdepy, POXIACHHYIO
MY3bIKaJIbHO-WHTOHAI[MOHHBIMHU  BIICUATICHUSIMH. B MIO3HMKIE MPOIECC BXXMBAHUS B pOJb JTOT MPOLECC HMEET JBE
COCTABIISIOLINE: HAYAJI0 NPO(ECCHOHAIBLHOTO AITOPHTMA apTHCTA MIO3HKIIA — «OIPEIMEYNBAHIE) YYBCTBEHHO-HHTOHALMOHHOTO
0€CCO3HATENILHOTO HMITYJIbCa, IOJTYYEHHOTO M3 MY3BIKaJIBHOTO BreyaTieHHs. CaMoIuallor CO3HAHMS apTHCTA MIO3MKIIA,
NPUBBIYHBIE JUIS  aKTepa MEXaHU3Mbl «BXHMBAaHHS» B pPOJIb OCYLIECTBIISIIOTCS YK€ Ha OCHOBE «HHTOHALIMOHHO
NIPOYYBCTBOBAaHHOI'0» ICUXO(U3MYECKUM amlapaToM apTHCTa MY3bIKaIbHOTO MaTepuana. lMMaHEHTHOe cozep)KaHue
aBTOIOA3MCA apTHCTa MIO3MKJIa 00ECIIeYMBACT CaMOAMAIIOT CO3HAHMS apTUCTa. VIHTOHALMOHHOE BIIEYATIICHHUE SIBIISECTCS OCHOBOM
OCYIIECTBIICHHS] CaMOJIHaiora CO3HaHHs apTHCTa MIO3UKIIA.



KnrwueBble cjioBa: MMMaHEHTHOE COICPKAHUE aBTOIIOO3MCAa apTHUCTAa MIO3HKIIA, CaMOAHAJIOr CO3HAHUA apTucTa
MIO3HKIJIa, MY3bIKAJIbHO-WHTOHAIITUOHHAA CHGI_II/ICI)I/IKEI AKTECPCKOI'0 TEXHOJOTHYCCKOTO IIpoIIecca.

Relevancy of the research. In musical, performer’s creative well-being and focus of
professional work of his psycho-physical apparatus is defined not by the plot, as much as by
the main “source” of the creative process — the musical material clearly setting the stylistic
reference to the future performance disabling to construe the author’s material freely that is
very natural for contemporary dramatic theatre. Music sets “ranges” rather strictly not to the
performance in a whole, but also to the emotional and sense transformations of separate
characters. In musical dramaturgy, there is much less possibility of “free-will reading” and
construing of characters, than in plays for a dramatic theatre. Intonation architypes of
musical material provide for a completely clear “fairway” for role-character development.
That is why considering the musical performer’s autopoiesis as a musical-performance
process based on performance psychological technique of experiencing musical-
dramaturgical material is rather relevant.

Scientific novelty: In this article immanent content of musical performer’s
autopoiesis is analyzed, phenomenology of which reflects in musical-intonational features of
technological performing process.

Purpose of the article: Justify musical-intonational features of immanent content of
musical performer’s autopoiesis. Subject of the research: performance technological
process of musical performer. Scope of the research: musical-intonational features of
technological performing process of musical performer.

Researches and publications analysis. Based on the definition of music proposed by
A. V. Sokol, we consider the professional activity of musical performer as “intonational-
artistic activity, the task of which is opening, expression and communication of personal
sense of actuality, reality” [2, 23].

The general algorithm of a performer’s professional process, immanent content of his
autopoiesis is the self-dialog of consciousness, in our opinion, having musical-intonation
specificity. In his work "Performing Remarks, World Image and Musical Style" A.V. Falcon,
relying on the statement of B. L. Yavorsky that “intonation is the manifestation of life
through sound”, offers the term "flow of sound-intonational consciousness". With this term
the author calls “sound and intonational, including speech, processes that overlap one

another and form an aggregate, a multiplicity of audible movements™ [2, 25]. Moreover, the



author provides the sound-intonational flow with a personal meaning, understanding it as a
reflection of reactions to the sound-intonation impressions of the external environment in our
consciousness [2, 25-27]. With reference to the topic of our article, we can assume that the
self-dialog of a musical performer’s consciousness is of frank sound-intonational nature, as
music is the material and system of a musical performer’s existence on the stage. In
connection with the foregoing, the self-dialogue of a musical performer’s consciousness is
understood as a sound-and-tone process.

Statement of the main material. In relation to the performer of the musical, we state
that the role-image is drawn and born while arising "inside" the performer based on his
intonational musical impression, as the main source of sensory information. “We hear
Imaginary sounds not with external ears, but with inner ears... Imaginary objects and images
are drawn beyond us, but first appear inside of us, in our imagination and memory” [4, 93].
“Internal Vision” (the term by K. S. Stanislavsky) for a musical performer is a visual image
of circumstances or events, born not only through the analysis of the play or impression from
the text, that is typical for a dramatic performer, but, above all, by musical influence. Thus,
the distinctive feature of a musical performer is the aggregation of the whole performing
technological process on intonational resources of the musical-dramatic material and
abilities of the performer’s himself to perceive and use these resources.

Paraphrasing K. S. Stanislavsky, we affirm that "resonance and acoustics for our
feelings" [4, 366] are incorporated into the musical-dramatic fabric of musical. It is this
resonance of the performer’s soul strings with music that induces the necessary internal
scenic state of health, which is inseparable from external, physical well-being [4, 474].

It is important that within the understanding of the self-dialog of musical performer’s
consciousness, where we include both technological professional performing techniques and
simple questions and answers of logic, the key is the multi-level process of sensory-logical
exchange and analysis by the artist of his impressions "received" from music. There is a
large number of definitions and formulations of semantic content of the concept of "music."
For us, emphasis is placed on understanding "the intonation ... as a real being of music" [3].

In other words, the artistic image in musical gives rise to intonation, which can be
expressed both in music and in plastic, and in sound - vocal or verbal. Thus, we can state that
the role-image in a musical is, in a certain sense, an intonational image. In this connection,

we rely on the notion of the intonation image proposed by A. V. Sokol: “The intonational



image is the sound form of auditory reflection of the objective world with the help of abstract
thinking. In musical thinking, it is transformed into intonation-artistic images, which are no
longer a reflection, but an expression of personal meaning of reality, of the objective world”
[2, 8]. According to B.V. Asafiev, “the content is merged with the form as a sound-like
meaning” [1, 211], respectively, all manifestations of artistic communication in the musical
"work" and are manifested through intonational meanings embedded in music. Based on B.
L. Yavorsky’s understanding pf style as a systemic integrity, we assert that in a musical all
three communicative devices — performance, singing and plastic — “conjointly and
systemically” express intonational meanings of musical-dramatic material.

It is important for any performer to find the right creative feeling on the stage. Musical
performer is assisted in finding this feeling by the specificity of his talent — the intonational
nature of information perception. Music, while being the main driving force of mental life in
a musical, replaces “toilet of the soul and inner preparation for the role” (the terms by K. S.
Stanislavsky) of musical performer. The psychophysical apparatus of musical artist responds
to the musical material at once and with all the senses. Even the tonality and tempo of the
music give rise to the necessary stage feeling of the performer, even counter signs of
alteration in the musical score "respond" in the performer with new shades of feeling. This
phenomenon is caused by specificity of musical performer’s talent, which enables an
artistically gifted person to successfully work in this genre, which is programmed for a
certain type of triune communication with the viewer, the components of which have the
same "root" source - intonational hearing. For a musical performer intuitive sensory
impression of musical intonation is the subject of analysis and the beginning of the
implementation of a professional performer algorithm. For musical performer the traditional
performance process acquires a pronounced musical-intonation specificity. Therefore, if we
consider the self-dialogue of musical performer as a sound-and-tone process, then,
respectively, the immanent content of the autopoiesis of the artist of the musical has a
pronounced musical-intonational nature.

Within the scope of our research we do consider no the technique of "getting into™ a
role (meaning that a professional performer has mastered the performer "system™), but the
specifics of mastering it in the musical genre, namely: the musical performer’s natural ability
to "read" information at a deep, intonational level; professional ability to structure this

information at a rhythmic level, "assign™ it at the level of the "languages"” of the musical,



synthetic ability to harmonize and, ultimately, interpret the complex artistic content of
musical.

Musical material plays the leading role in the creative process of a musical performer.
The whole sense-sensual array is laid in music. On the one hand, this greatly simplifies the
process of "getting acquainted with the image", on the other — complicates the process of
mastering/getting into the image. Musical score "restricts" the field of fantasy to a certain
scope, outlined with intonational archetypes of the musical material. Music sharply restricts
the "field of interpretation” for the performer. The text of the play allows you to interpret the
relationship of the characters and their super-task more freely than music. The musical
performer, in this sense, needs to combine the non-combinable: the "load" of the intonational
archetypes of music and the verbal text that can be "baited" with almost any meaning (the
phenomenon of subtext in the performance school).

Another musical "language” giving a ground for liberties is plastic. Stylistics of
movements, even in sufficiently recognizable musical intonation archetypes, can be eclectic
— during production interpretation it may not align with the intonational archetype of music
and even be opposed to it. This opposition is actively used by performers and directors as a
way to “enrich" the original author's material with other semantic plans.

The specificity of the performance process within musical is also that music is the
connecting tissue of psychological development of the character and, in fact, development of
the plot. The translation of musical meanings in the musical takes place non-stop, even in
dramatic episodes, when music does not sound. Music generates internal, visual visions,
"programs” the inner monologue of the character, reveals the "inner sense" of the role, the
key characteristic of which is the intonational leitmotif, gives color and rhythm to the
emotional experiencing of events by the character. Musical intonation reveals the essence of
role-image and reveals the essence of events of the plot. It, like a word in a dramatic work,
“gives rise to subtext, and the subtext resurrects the text” [5, 282]. The performer must
extract, "learn” the main intonation of his image from the author's musical material, on its
basis "to experience"” the text and events of the play, to assign this fictitious "structure” to
himself, the performer-personality, at the level of the holistic sensation of his organism, that
Is "construct"” the role-image. Performer must express and "experience" this prepared for an
independent life product, role-image, on the stage in the author's musical material. Thus, we

affirm that for the musical performer music is both the source of the professional process and



the "channel" of the professional process and the “container” of the final result of the
professional process — the birth of a new living substance — the role-image.

That is why, in relation to a musical performer, the "performer’s system" gains a
specific particular content. All professional performance techniques are carried out in a
slightly different way, rather than in case of a dramatic performer. According to the
Stanislavsky system, “the classical, academic course of creativity (performer’s) is directed
from the text to the mind; from the mind — to the proposed circumstances, from the proposed
circumstances — to the subtext, from the subtext — to the feeling, from the feeling (emotion) —
to the task, to the wish (will) and from the will — to the action embodying the subtext plays
and roles both verbally and by other means” [5, 285]. In case of a musical performer, the
creative process starts from a musical intonation; performer’s technological process is
carried out on the basis and in harmony with musical intonation; and, as a result, comes to a
more meaningful and enriched personality of the performer, filling of musical intonation, as
a result of the "birth" of the role-image. In other words, intonation specificity of guessing the
author's design is intrinsic to professional performance process in musical. The self-dialog
of consciousness is a professional-personal factor of the artist's autopoiesis, its immanent
content, and musical intonation is the "instrument” for implementation of this process in the
musical. The process of musical performer’s “getting into” the role takes place on the basis
of musical intonation — as the primary informative matrix of the musical, “captures into its
orbit” all the modes of the musical performer’s talent: from the intonational modus, the
primary informative and emotional impulse, to the architectonic mode, the “assembled”
structure of the role-image.

"Only an effective word is important on the stage” - K.S. Stanislavsky [5, 298]. In case
of a musical performer, an effective musical intonation is important — intonation fixed by the
author in music, “decoded” by the artist-performer, “got into” and “enriched” by his
personality. Otherwise, the intonation is no longer a character or an artist, but an intonation
of the role-image.

Based on the intonational specifics of processing author information by a performer,
we state that the “function” of the performance system in a musical is a technological
process of harmonizing of intonational sensory impressions derived from musical material
with the text of the play, the structure of the play, the director's interpretation of the

performance, etc. From technological point of view, the task of a musical artist is to make



the presence of music in dramatic scenes, where it is absent by definition, but where there is
its intonational predetermination and atmosphere, organic; make the character's movements
musical; timbre colors of voice effective, reflecting subtleties of the character's spiritual
transformations. In other words, in case of the musical genre the specifics of the intonational
nature of the musical impressions perception provided by the structure of musical
performer’s talent, steps out on the first plan of professional technology. The success of the
performance depends on how the performer would be able to ‘“decode” the music,
“appropriate” the intonational atmosphere of the character, "digest" it with his
psychophysical apparatus and interpret: to enrich it with the content of his human and
professional personality.

Peculiarities of interaction between the musical atmosphere of the role and the
performer, the interpreter of the initially given material, make it possible to regard the
musical as a multifaceted musical-dramatic art. Performance-based interpretation of original
author's musical atmosphere of the role can provide the performance with an entirely
different shade and, hence, a semantic super-task.

Professional algorithm of a musical performer, as the quintessence of autopoiesis of a
musical performer, in our opinion, can mostly accurately be described with the help of
"performer’s technique" by Mikhail Chekhov [6]. For a reason the explosion of musical
began in America and the theatrical tradition of Broadway and Hollywood, as we know it
now, is based namely on the performance technique by M. Chekhov. M. Chekhov describes
all the accents of his technique grounding on, in fact, the work of a self-dialog of the
performer's consciousness. All the creative techniques by M. Chekhov are based on intuitive
penetration into the essence of the character's mental movements, and then, awareness,
formulation, and therefore conscious appropriation of verbal and non-verbal "manifestations"
of the role-image soul. It is significant that M. Chekhov describes the performance
technology using terms understandable and clear to musicians: the rhythmic score, dynamics
of the atmosphere, the “color” of action, etc. Let us note one, in our opinion, the essential
difference between the “Stanislavsky system” and “performer’s technique” by Chekhov.
Stanislavsky's system addresses potential performers, it focuses on “acquaintance” and
“mastering” by the potential performer of his performing psychophysical apparatus. The
addressee of Chekhov's technique is a professional performer, with a “warmed-up

psychophysics”, already having professionally mastered ‘“Stanislavsky’s system” and



applying it in practice. In fact, M. Chekhov is a pupil and promoter of the “Stanislavsky
School”. But, in our opinion, his presentation of the performance system is more musical.
Musical performer works in accordance with the “system”, but all the techniques of the
professional algorithm pass and are reflected through the musical score.

Author's material intonational score focuses attention to internal transformations of the
characters, whose quintessence in the musical are musical numbers. It is in the musical
numbers that climaxes in the emotional and semantic transformations of the images. Musical
numbers in a musical are a kind of “breakthrough” of a character to the essence the
happening, a kind of reflexive act of a character in relation to himself. Specificity of the
drama of the musical is that, thanks to music, the central accent of the stage action is not the
actual facts of the plot's development, but the attitude of the actors to them [5, 47] “voiced”
by the musical intonations of the score.

The transformations themselves, character’s awareness of them, the quality of this
awareness "are set by music" are felt with the help of music, structured into a new living
substance, the role-image, with the help of music and implemented on the stage in
performance of music. That is why, analyzing the autopoiesis of a musical performer, we
speak of him as a musical-intonational phenomenon of performer’s existence on the stage.
This specific feature is typical namely to the musical, as in the musical the ways of dramatic
art, plastic art and vocal art are intertwined in a special way. The source of this interweaving
and “supervisor” behind its development is the intonational hearing — the basic modus of
musical performer’s talent.

Conclusion: Specificity of the creative process of a musical performer is that his
psychophysical apparatus performs professional acting based not only on impressions from
Immersion into dramatic material (as in case of dramatic performers), but on the basis of
immersion into the atmosphere, born of musical and intonational impressions. In dramatic
art, “getting into” a role, the self-dialog of performer’s consciousness, occurs on the basis of
internal transformations based on analysis of the dramatic material. In case of a musical, this
process has two components: the beginning of professional algorithm of musical performer —
“materialization” of the sensual-intonational unconscious impulse received from the musical
impression. Self-dialog of performer’s consciousness of the musical, techniques for “getting
into” the role known to the performer are performed in this case on the basis of the musical

material “intonationally felt” by the performer’s psychophysical apparatus. The immanent



content of the musical performer’s autopoiesis provides a self-dialog of the performer’s
consciousness. Intonational impression is the basis for the self-dialog of the musical

performer’s consciousness.
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