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INTONATIONAL ARCHETYPES AS A SOURCE OF EMOTIONAL
INFORMATION FOR THE ACTOR OF THE MUSICAL THEATRE

The purpose of article is the analysis of process of decoding of intonational semantics of the musical
material inherent in the actor of the Musical theatre and its actor's algorithm caused by the intonational
nature. The methodology of article is classification of musical perception of the actor through
communicative archetypes of communication between people, the figurative and semantic analysis of
musical material through definition of its belonging to an intonational archetype. The scientific novelty
consists in justification of intonational archetypes of musical material as semantics of the author's score
which interpretation is a basis of an algorithm of forming of internal action of the character the actor of the
Musical theatre. Conclusions. The psychological nature of intonational deciphering by the actor of the
Musical theatre of semantic meanings of music — author's information — is explained by means of
communicative archetypes of intonational hearing which are defined as intonational archetypes.
Intonational archetypes are classified to identically communicative archetypes of communication between
people: appeal archetype, application archetype (lyrical), game archetype, meditation archetype. On
examples it is shown the main signs of manifestations of certain intonational archetypes in musical material
of the Musical theatre. The convertibility of intonational archetypes throughout one music turn is proved as
the intonational embodiment of global internal transformations of the character. High concentration and
convertibility of semantics the arhetype of intonations within one number is defined as the feature of Musical
theatre and dramaturgic material of the musical displaying the main difference of the musical from other
theatrical and musical genres — understanding of music as intonational expressionist of internal actor's
process. In the Musical theatre the intonational archetype is shown not only in musical and text architecture
of the score and in melodic signs, and is defined by plot dramatic art. Thus, in music that intonational
archetype which corresponds to internal action of the character, an actor's task of the performer is
distinguished. Respectively, intonational archetypes of music turns in the musical are defined as the
figurative and semantic clots of internal action expressed in musical intonation.

Keywords: actor of the Musical theatre, intonational archetype, internal action of the character,
actor's algorithm of deciphering of intonational semantics.

Onvea Baoumiena QO:zaneszoea-Ipuzopenko 0oxkmop mucmeymeosHascmea, npoghecop rageopu
conbHo2o cnigy Odecvbkoi HayioHabHOI My3uuHoi akademii imeni A.B. Hexcoanosoi

Inmonauyinni apxemunu AK 0xcepeno emoyinnoi ingpopmayii 011 apmucma MIO3UKILY

Memow cmammi ¢  auaniz npoyecy po3uwuUpy8aHus IHMOHAYIUHOI CEMAHMUKU MY3UYHO20
mamepiany, NPUMAMAHHUU came apmucmogi MIO3UKIY Mad 3YMOGIEeHUU IHMOHAYIHOIO NPUpooolo U020
akmopcwbko2o ancopummy. Memooonozia cmammi — Knacugixayii My3uuHo20 CHpUUHAMM apmucma yepes
KOMYHIKAMUBHI apxemunu CNiIKY8AHHS MidC TH00bMU, 00PA3HO-CEMAHMUYHULL AHATLI3 MY3UYHO20 Mamepiaty
3a 00NOMO20I0 BU3HAYEHHS U020 HANeHCHOCMI 00 neeHo2o inmouayitinozo apxemuny. Haykoea noeusna
noasieae 8 OOIPYHMYBAHHI [THMOHAYIUHUX aAPXeMUNie MY3UUHO20 MAamepiany AK CEeMAaHMuKu démopcbKoi
napmumypu, po3uupyeanus AKoi € 0CHO80I0 anzopummy 6uby008y6aHHs 6HYMPIUIHBOI Oii nepcoHaddca
apmucmom mio3uxny. Bucnoeku. Ilcuxonoeiuny npupooy inmoHayiliHo2o po3uiugposysants apmucmom
MIO3UKILY CEeMAHMUYHUX CMUCTI8 MY3UKU — dABMOPCLbKOI IHopmayii — NOACHeHO 3a 00NOMO2010
KOMYHIKAMUBHUX AapPXeMmunié IHMOHAYIUHO20 CYXYy, KOMPI GU3HAYAEMO AK IHMOHAYIUHI apxemunu.
Iumonayiuni apxemunu KiacCu@iko8amo i0eHMUYHO KOMYHIKAMUBHUM APXeMUNAm CHLIKYBAHHSA MIdNC
M0O0bMU.  apXxemun 3aKIuKy, apxemun npoxaumHs (Hipuunuii), apxemun 2epu, apxemun medumayii. Ha
NPUKIA0ax 8UCBIMIEHO OCHOBHI O3HAKU NPOSBI8 NeBHUX THMOHAYIUHUX apXemunie y My3uuHOMY mMamepiaii



MIO3UKTY. 3MIHHICMb IHMOHAYIUHUX aApXemunie NpomsacomM 00HO020 MY3UUHO20 HOMEPY OOIPYHMOBAHO AK
iHmoHayiline 6mMiNeHHs 2100ANIbHUX GHYMPIWHIX mpancgopmayiti nepconadica. Bucoka xonyenmpayis ma
3MIHHICIMb CEMAHMUKU aPXeMUNHUX [HMOHAYIU ) MedHcax 0OHO20 HOMepy OOIPYHMOBAHO AK 0COOIUBICMb
MY3UHHO-OPAMAMYPEIUHO20 MAMEPIAny MIO3UKILY, WO 8I000pANCAE 20108HY BIOMIHHICIbL MIO3UKIY 8i0 THUUX
MeampanbHO-MY3UUHUX JCAHPIE — PO3YMIHHA MY3UKU SK IHMOHAYIUHO20 GUPASHUKA 6HYMPIUHLO20
akKmopcbko2o npoyecy. Y Mo3ukii iHmoHayitiHull apxemun po3Kpugae cebe He MilbKu My3UYHO-MEKCMOBO0
apximekmypoio napmumypu i Men00IUHUMU O3HAKAMU, A BUSHAYAEMbCS came OpamMamypieio Crodicemy.
Omoxce, y my3uyi YnizHAEMbCsL MO IHMOHAYIUHUL apXemun, AKull 8i0nosioae eHympiwHill 0ii nepconaica,
AKMOPCbKOMY 3A80AHHIO GUKOHABYA. TaKum YUHOM, IHMOHAYIUHI apXemunu MYy3UYHUX HOMEPI8 ) MIO3UKIL
BUBHAYEHO SIK 0OPAZHO-CMUCIOBI 32YCIMKU 6HYMPIWHbOI Oil, BUPAJICEHT Y MY3UUHIL IHMOHAYI.

Knrouoei cnosa: apmucm Mmio3uxkny, IHmMoOHayiuHuil apxemun, 6HYmMpiwHsa Oisl NnepcoHaica,
AKMOPCbKUL ANI2OPUMM PO3UUPPYBAHHS IHMOHAYITIHOI CeMAHMUKU.

Onvea Baoumoena O:zane3zosa-Ipuzopenko, 0okmop uckyccmeogeoenus, npogheccop rageoput
CobH020 nenua Oo0eccKoill HayUOHAbHOU My3bIKaNbHOU akademuu umenu A.B. Hexycoanoeoi

Humonayuonnvie apxemunslt Kax UCHMOYHUK IMOUUOHAIbHOU UHGOpMmayuu 0131 apmucma
MIO3UKNA

Llenvto cmamvu se1emcs aHaiu3 npoyecca pacuiu@posKu  UHMOHAYUOHHOU —CeMAHMUKU
MY3bIKANbHO20 MAmMepuand, npucyujeco UMeHHO apmucmy MIO3UKIA U 00YCI08NeHHO20 UHMOHAYUOHHOU
npupoooll e20 axkmepckoz2o aneopumma. Memoodonocus cmamvu — KiacCUuUKayus My3bIKAIbHO2O
8OCHpUAMUL  ApMUCMA 4Yepe3 KOMMYHUKAMUGHble apXemunvl O00OweHus medxncoy nodbmu, 00pasHo-
CeMAHMUYECKUll aHauu3 MY3bIKAIbHO20 Mamepuanid uepe3 ONnpeoeleHue e20 NPUHAONEHCHOCMU K
unmoHnayuonnomy apxemuny. Hayunaa noeuzna cocmoum 6 000CHOS8AHUU UHMOHAYUOHHBIX APXEMUNOB
MY3bIKAILHO20 MAMepuana Kaxk CeMaumuKkiu asmopcKou Napmumypbsl, pacuiu)poska KOmopoul AGaemcs
OCHOBOUL AN2OpUMMA GbICIMPAUBANHUS BHYMPEHHE20 OeUCmEUs NePCoOHAdNCA apmucmom mio3ukia. Bvieoowt.
lcuxonocuueckas npupooa UHMOHAYUOHHO20 PACUWUPDPOBLISAHUS APMUCIOM MIO3UKAA CEMAHMUYECKUX
CMBICNI08 MY3bIKU — ABMOPCKOU UHGOpMayuu — 0O0BACHEHA C NOMOWbIO KOMMYHUKAMUBHBIX APXemunos
UHMOHAYUOHHO20 CNIYXA, KOmopvle onpeoenenbl KAk UHMOHAYUOHHble apxemunvl. HMumonayuonmvie
apxemunsl K1accUuuyupo8aHvl UOSHMUYHO KOMMYHUKAMUBHBIM apXemunam oOujeHus Mmexncoy ar00bMuU.
apxemun npu3vlea, apxemun NpouwleHus (MUpuvecKuli), apxemun uzpwl, apxemun meoumayuu. Ha npumepax
NOKA3AHO OCHOBHble NPUSHAKU NPOSGIEHUN ONPeOeNeHHbIX UHMOHAYUOHHBIX aApXemunog 8 MY3blKAIbHOM
Mamepuane mo3ukia. Msmensemocms UuHMOHAYUOHHBIX apXemunog Ha NPOMANCEHUU 00HO20 MY3bIKAILHO2O
HoMepa 000CHO8AHA KAK UHMOHAYUOHHOE BONIOWeHUe 2N00ANIbHbIX GHYMPEHHUX Mmpanchopmayull
nepcouadxica. Bvicokas kKoHyeHmpayus u u3MeHAeMOCmb CeManmuKu apXemuntvlX UHMOHAYUU 8 npeoenax
00H020 HOMepa OnpeoeieHa KAK 0COOEHHOCHb MY3bIKANbHO-0PAMAMYpPeUiecKko20 Mamepuaia Mo3uKid,
omobpadicalowas 21aeHoe Omaudue MIO3UKIA Om Opy2ux meampaibHO-MY3bIKAIbHbIX HCAHPOS — NOHUMAHUE
MY3bIKU  KAK UHMOHAYUOHHO20 — 8bIpa3umens GHYMpPEHHe20 aKmepckozco npoyeccd. B mwosuxie
UHMOHAYUOHHBI apXeMmun NposEIAemcs He MOJbKO 8 MY3bIKANbHO-MEKCMO80U apXumeKmype napmumypbl
U 8 MeNOOUUECKUX NPUSHAKAX, d ONpeoesiemcs UMeHHo Opamamypauell clodcema. Takum oopazom, 8 My3vike
PAcno3Haemcs UMEHHO MOM UHMOHAYUOHHBIL apXemun, KOMOPbLL COOMEEMCmeyen GHYMpPeHHeMY
Oeticmeuio nepconadica, akmepckoil sadave ucnornumens. CoomeemcmeenHo, UHMOHAYUOHHbIE apXemunbvl
MY3bIKANbHbIX HOMEPO8 8 MIO3UKIIE ONpedeneHbl KaK 00pa3HO-CMbICII08ble C2YCMKU GHYMPEHHe20 OelCmsls,
BbIPAIICEHHBLE 8 MY3bIKANbHOU UHMOHAYUU.

Knwouesvie cnoga: apmucm MIO3UKIQ, UHMOHAYUOHHLIUL apXemun, 6HYmMpeHHee Oelicmeue
nepcoHadica, akmepcKull aneopumm pacuu@posviéanus UHMOHAYUOHHOU CEMAHMUKU.

Relevance. The innovative essence of XX-century music expands the boundaries of
intonation and communicative perception at the expense of new possibilities of timbre,
rhythm, time and space and modern technologies (computer, etc.). In musicality, as the most
democratic genre of musical theater, the artist's ability to read intonational and musical

information in the full variety of its modern and traditional manifestations becomes of great



Importance. So, we are interested in how the intonational "mechanism" of deciphering the
author's musical information into a musical artist works.

The aim of the article is to analyze the process of deciphering the intonational
semantics of musical material, which is specific to the artist of the musical and conditioned by
the intonational nature of its actor algorithm.

Presenting the main material. In our considerations, we draw on an understanding of
the musical and intonational nature of the awareness of information inherent in a musical
artist. In support of our opinion we cite the conclusions of the famous Russian composer E.
V. Denisov, who emphasizes that the intonational awareness of everything that goes on in
music is necessary: “The intonational awareness of every element (moment) of the fabric.
And also the trace element. The interval is not a "movement" but a psychologically conscious
tissue cell. Each interval should be expressed (filled with information)” [Reference to: 5, p.
36].

T. S. Kuregian also understands intonation as the bearer of semantic information,
which, on the one hand, is directly and clearly felt, on the other - that is difficult to formulate,
but can be immediately "grasped" by hearing [2, p. 266—313]. Such conclusions suggest that
the intonation factor for a musical artist can be not only an intuitive impression, but also a
fully conscious carrier of emotional and energetic information, often even clear terms.

A similar view is found in the studies of Ukrainian musicologist M. Y. Severinova,
who believes that musical intonation by its nature develops from primary sources - musical
archetypes, which the author calls the first intonation, a protomodel of intonation [4, p. 215-
216]. In the dissertation research "Archetypes in culture in projection on creativity of modern
Ukrainian composers” the view of archetype as formation of musical sense in sensual sphere
Is offered and impossibility of perception of archetype only from the point of view of its
logical loading is proved [4, p. 110]. Noting that archetypes are definite information and
energy models [4, p. 200], the researcher considers musical archetypes as the basis of "live"
intonations in music, as its energy source [4, p. 214] and concludes that musical intonation
carries a semantic load at once of all layers and meanings in music [4, p. 233-234]. We
emphasize the author's conclusions about the "interpretive potential” of musical archetypes,
which we consider to be an important basis for the professional algorithm of a musical artist

and the variety of his performing palette.



Based on the mentioned above, the psychological nature of the intonational deciphering
of the author's information semantic meanings is explained by the classification of musical
perception through the communicative archetypes of communication between people
proposed by D. K. Kirnarska. The author cites four major communicative archetypes [1, p.
78]:

» leader and crowd interaction, upper and lower - the archetype of the call;

« appeal of the lower to the higher (request, begging, etc.) - request archetype or
lyrical archetype;

* equal treatment - the archetype of the game;

» appeal to yourself, to your soul - the archetype of meditation.

Based on the understanding of music not as a result, but as a process of
communication [1, p. 78], these communicative archetypes can be regarded as "generalized
constructs” that also reflect the meaning of communication in sound, "its spatial, muscular-
motor and intonational characteristics. Intonation hearing, aimed at recognizing the
primordial, most "gross" properties of sound, first of all recognizes the communicative
archetype through the intonation profile, the general nature of motion, through its spatial and
energetic qualities” [1, p. 79]. It is intonational hearing, according to D. K. Kirnarska, which
learns communicative archetypes as a basis for musical perception [1, p. 83]. This conclusion
iIs methodologically important for understanding the mechanism of intuitive decoding
through the intonation of the semantic load of music. Therefore, communicative archetypes
of intonation hearing (hereinafter referred to as their intonation archetypes) can be used by
the musical artist as an effective, though not absolute, way of knowing the semantic
meanings of musical score. The process of reading intonational information is autopoetic: it
involves the whole psychophysical apparatus of the artist, and a large part of the work is
performed by the subconscious sphere of activity. The intonational archetypes of voltage, at
the subconscious level, are also recognized by the viewer.

In our opinion, the mechanism of deciphering by a musical artist of semantic music
references is, in fact, a mechanism of intuitive "recognition™ of intonational archetypes in
musical material. Indirect confirmation of our findings is found in A. A. Pelipenko work,
who insists that culture has an "unconscious", which carries a huge layer of ancient meanings
[3, p. 65]. In this sense, the archetypal intonations of music make up the general atmosphere

of the stage, the performances; dictate the internal musical atmosphere of the role; define the



"grain of the role". Analysis of intonational archetypes of musical material, their interaction
gives a great field of information for the artist. Let us consider the manifestations of
intonation archetypes and follow the conditional algorithm for deciphering the semantic
contents of musical numbers in a musical.

The intonational spectrum of the calling archetype (leader and crowd interaction) is
represented by loud dynamics of the rising structure. For example, the well-defined calling
archetype lies in the “Tradition” (J. Bocka's musical "The Rooftop Fiddler"). The
exclamation points of the first words (both choir and orchestra) set the tone and energy of the
whole number. Its four couplets are based on ascending intonations, an actively rhythmic
invoice with the inclusion of short durations - elongated eight point dots and sixteenths,
pushing these elongated eight points, emphasizing their intonational stability in the
ascending order. Each couplet "seals" the unison chords, repeating and amplifying the
energetic influence of the call archetype.

The archetype of request, the main archetype of lyrical music, is more often
manifested in the solo numbers of heroes addressed to a particular addressee, "embodying
the content in the sensory categories™ [1, p. 80]. Examples include the Don Juan aria from M.
Samoilov's musical “Don Juan in Seville”. The heroine (a woman forced to hide in
menswear played in a role of Don Juan) performs a musical monologue, referring to the
image of her beloved Commander - the only one who recognized her as a woman. The
intonation contour of the request archetype is manifested in “rather large ones, with explicit
ups and downs, inevitable voice fluctuations” [1, p. 80] vocal part of the heroine. The
melody "walks around” the tonic: asking - striving up, then calming down. The rhythmic
pattern also reaches out to the pillars: the short durations, the triols interlacing the base notes
of each phrase in descending order, which in itself evokes a sense of "exhale", subordination
(justifying the original communicative load of the archetype - turning lower to higher).

Archetype of communication - the archetype of the game is more often manifested in
the numbers of typical heroes; an example is a solo with the ensemble of Horace
Vandergelder (musical by J. Hermann "Hello, Dolly!"). The cheerful, humorous character of
the song informs the viewer about the hero's life credo. Horace's role is acute, the character
sings about the intention and reasons for his decision to marry quite seriously. The tune, in

modern terms, is a catchy tune - it is quite easy to remember. But the music, thanks to



syncopated dance, clearly sounds the intonations of the archetype of the game, initially
giving the image of Horace an ironic color.

Intonation archetypes of meditation sound more often in musical numbers, which
represent the inner monologue - the "closed space of thought" of the hero [1, p. 82]. Musical
meditations in the musical are often associated with the character's leitmotifs. This is Lilly
Vanessa's musical monologue (K. Porter's musical "Kiss Me, Kat!"). The monologue of the
number is intonationally backed up by reversals, a tendency to support notes that are not
solved by themselves (not tonic). Thus, the semantic meaning of intonations to the heroine
leaves questions unanswered. The heroine's reflections on her feelings also reflect the
rhythmic pattern of the number - smooth, stringy, built on long notes; short durations are
practically absent - sometimes they arise as a rhythmic embodiment of the "breath", the
intimacy of the monologue. The middle part of the room is built on arpeggios, which also
rise upwards and return to the unrelated intonation of long reference notes. Such a course of
development also reflects the presence of the request archetype, which gives a lyricism
number and outlines the future focus on the love line in the relationship of the heroes.

It is important that the intonational archetypes of musical material can change
throughout one number, symbolizing the global internal transformations of the characters.
For example, Maritana's Prayer (a musical by E. Ulyanovskyi's “Don Cesar de Bazan”) bears

several intonational archetypes. The meditation archetype number begins with the words:

I’m scared to be here alone now...
Hurry up and come back for me...

I’m whispering: «Save me from cruel magic, Cesar!»

The spiral melody, which in every way intently circulates around the same intonation,
rhythmically "breathes": each new phrase begins with a pretext, characterizing the
excitement of the heroine.

The next fragment sounds intonationally as a "request” (the same content is reflected
in the text):

“God, I’'m praying for the one I love...

And let this sword protect the honor...



Let my dear hurry up...”

The melody always returns to the supporting note, has the character of "exhale",
subjugation, "feminine" sense of the world. The rhythmic pattern is smooth, soothing: there
are no pre-stroke bursts; the rhythm clearly gravitates to the first fate, which creates a feeling
of equal heartbeat for the heroine.

The music then becomes more pronounced in the calling archetype. The tone plan
changes (from e-moll to F-dur), dramatically sharpens the dynamic characteristics of the
sound, emphasized by orchestral means - copper brass instruments enter, which completely
duplicate the supporting notes of the heroine melody. The rhythmic pattern is very
accentuated: first, the disturbing overlap of the melody down, then the "affirmative" trio with

the accents on each note:

You gave me love, this gift of heaven, me bless enough!

And you, the Lord, have risen from the love...

The next line stops the rapid flow of music, preparing a semantic and musical and
intonational climax. The melody sings about the supporting notes, noting their harmonious

and rhythmic accents:

God, Bazan was given me forever by you...

The supporting sounds of the melody rise up the chromatic scale, outpacing the

emotional accent of the following line:

Please, save, just save us, Lord!

These notes are repeated over and over, ostensibly "fixing" the energy of the heroine's
desire, but only the accent on the word "Lord" breaks into another tone plan (from F-dur to
A-dur). The following lines emotionally return the heroine to the intonational archetype of

the request:



You made us, You married us.
My fate ...

Melodic supports on the chromatic scale go down, symbolizing submission to the
heroine of her destiny, female confidence in the Strong, Male.

Final phrase - She is in Your hands! - sounds like the last energy rupture of the
heroine, her way out of her previous state and life: it is at this moment that she awakens
something "animalistic, primal™, ready to take on the challenge and defend her world by all
means. The long trumpet of the last note, which sounds on the melodic ascent of the tutti in
the orchestra, reaches the semantic and harmonious tonic of the heroine and blends in with
her, symbolizing the harmony of the Love Heart and the Universe that is helping him. Thus,
through a musical and intonational perception that absorbs the impression of harmonious and
rhythmic score, tonal changes, etc., the artist is able to feel the "emotional route” of his
heroine.

Changing intonational archetypes throughout the musical number, being a kind of
guintessence of the "spiritual genesis” of the heroine, becomes a mechanism for
demonstrating her cardinal internal changes and gives the viewer the opportunity to feel the
meaning and emotional climax of the performance.

The consonance or conflict of intonation archetypes is often used by composers in
duets and trios of musicals, contrasting or harmonizing the tasks of characters, which is
reflected not only at the level of words and actions, but also at the level of energy and
emotions, which cannot be expressed.

Conclusions. The high concentration and semantics variability of archetype
intonations within one number is a feature of musical and dramatic material of a musical. In
our opinion, this feature reflects the main difference between the musical and other
theatrical and musical genres - the understanding of music as an intonational expression of
the internal acting process.

The variability of intonation archetypes in the leitmotif topic is embodied by
differences in the score of the musical numbers, which in turn are programmed by the
storyline context. In the musical, the intonational archetype reveals itself not only by the
musical and textual architecture of the score and the melodic features. To a large extent, the
intonational archetype of the musical number is set by the playwright of the plot. Thus, the



music recognizes that intonation archetype, which corresponds to the internal action of the
character, is the actor's task of the performer. Thus, we define the intonational archetypes
of musical numbers in a musical as figurative-meaning clots of internal action,
expressed in musical intonation.

Specificity of the artistic process in the musical is that music is the connective tissue
of the character's psychological development. In defining the content of the musical artist's
self-dialogue of consciousness, the key is to consider a multi-level process of sensually-
logical exchange and analysis of one's own impressions from music.

The evolution of a character in a musical is deciphered by music and intonation
material. A notable feature of a musical artist's autopoiesis is the construction of the entire
actor's technological process on the intonational resources of musical and dramatic material
and the artist's ability to perceive and use these resources. The intuitive sensory impression
received from musical intonation is the subject of analysis and the beginning of the

professional actor algorithm for the musical artist formation.
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