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TO THE PROBLEM OF MUSICAL THINKING:
FROM THINKING ON AN INSTRUMENT TO THINKING
WITH AN INSTRUMENT

The purpose of the work. The article explores the conditions and factors of the
formation of musical and instrumental thinking and its influence on the general
principles of musical cognitology. The methodology of research consists in the
application of logical-semantic, historical-cultural, organizational, generalizing
and musicological methods in their systemic unity. The scientific novelty of the
work is to identify a specific algorithm for the development of musical thinking
in the aspect of the specificity of instrumentalism, in particular in the movement
from «thinking on an instrument» to «thinking on an instrument» in the context
of the supersymbolic culture of the modern information society. Conclusions. It

© Chernoivanenko A. D., 2019



ISSN 2524—0447. Mysuune mucmeuymso i kyaomypa. 2019. Bunyck 28, knuea 1

163

is proved that a musical instrument acts not only as an instrument for expressing
a musical idea, but also as a thinking instrument for an instrumental musician
and composer who owns an instrument (or relies on the sound absorption of a
like-minded instrumentalist). Deepening the instrumentalization of composers,
the absolutization of timbre with the semantization of specific «untranslatable»
textural formulas in the search for a new sound, the strengthening of the role
of the executive factor contribute to the birth of a new stage of thinking with
sounds — thinking with an instrument, when the latter «tells» the composer the
direction of figurative and intonational and dramatic development.

Keywords: musical thinking, instrumental performance, musical and instru-
mental thinking, thinking on an instrument, thinking with an instrument, musi-
cal and instrumental means, spatiality in music.

Yepnoisanenxo Anaa Jmumpiena, kanouoam mucmeymeosHaecmea, 00-
yenm, npogecop Kagedpu Hapoonux incmpymenmie Odecbkoi HAUIOHANLHOI
Mmy3uunoi akademii im. A. B. Hexcdanoesoi

Jlo npobaemu mMy3uuHo20 MUCAeHHA: 6i0 MUCAEHHA HA IHCmMpyMeHmi 00
MUCACHHS IHCIPYMEHMOM

Mema pobomu. Y cmammi 00CAiONCYIOMbC YMOBU MA YUHHUKU opMY-
B8AHHA MY3UMHO-IHCMPYMEHMAAbHO20 MUCACHHA MA 11020 8NAUGY HA 3A2aNbHi
npUHUUNU My3u4Hoi KoeHimonoeii. Memodoaoeia docaridxcenHs noaseac 6 3a-
CMOCYBAHHI N02IKO-CEMAHMUYH020, ICMOPUKO-KYAbIMYPOAOIYHO20, OP2AHO-
N1021UH020, Y3a2aNbHIONY020, MY3UKO3HABY020 Memodie y ix cucmemHiil €0-
Hocmi. Haykoea Hoeusna poOomu noaseac y GUABAEHHI NeGHO20 ANOPUMMY
DPO36UMKY MY3UYHO20 MUCAEHHS 8 acneKmi chneyuiku IHCmpyMeHmaniamy,
30Kpema y pyci i0 «MUCAeHHA HA THCMPYMeHmi» 00 <«<MUCAEHHS IHCMPYMeH-
MoM» 6 YM08AX HAOCUMBOAIMHOT KYAbmYypu iHGhopMayiiiHo2o cycnitbcmea cy-
yachocmi. Bucnosku. /losooumocs, w0 My3uuHuil iHCmpyMeHm 8UCMYNae He
MIiNbKU 3HAPA00AM OAs1 BUPANCEHHS MY3UMHOI idei, a il 3Hapa00am MucreHHs
MY3UKAHMA-IHCMPYMEeHmanicma i KOMnO3Uumopa, aKuil 80400i€ iHcmpymeH-
mom (abo nokaadaemovcs Ha 38YK0EMINEHHS IHCMPYMEHMANICMA-00HO0YMUS).
Toenubnenns incmpymenmanizayii KOMRO3UMOPCHKUX 3acodig, abcorromusa-
Yis memMOPANbHOCMI 3 CeMaHMU3AUIEI CheUyUGiuHUX HaKmypHUX Qopmyn, o
«He NepeKkAadarmvcsa», 8 pamKax NOULYKY H08020 38YKY, NOCUAEHHS POAl GU-
KOHABCHK020 YUHHUKA CRPUSIOMb HAPOOICEHHIO HO80I cmadii MucieHHs 38yKa-
MU — MUCAEHHS IHCMPYMEHMOM, KOAU OCMAHHIT «ni0Ka3ye» KOMNO3UMOpogi
Hanpsam 00pa3HO-iHMOHAYITIHO20 MA OPAMAMYP2IYHO20 PO3GUMKY.

Karouosi caosa: my3uune mucienus, incCmpymeHmanvHe BUKOHABCMB0, M)~
3UYHO-IHCIMPYMEHMANbHE MUCACHHS, MUCACHHA HA IHCMPYMEHMI, MUCAEHHS TH-
CMPYMEHMOM, MY3UYHO-IHCIMPYMEHMANbHI 3aC00U, NPOCMOPO8ICMb Y MY3uli.
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Anra JImumpueena Yepnoueanenxo, kanouoam uckyccmeogedeHus, 00-
yenm, npogeccop Kagedpsvl HapoOHbIX uHcmpymenmos Odecckoil HayUOHaNb-
Holl My3bikanvbHoll akademuu um. A. B. Hexcoanoesoii

K npobaeme my3vikaibH020 MbluLIeHUA: OM MbLULICHUS HA UHCHIPYMeHme
K MblUACHUIO UHCIMPYMEHMOM

Ileav pabomot. B cmamve uccaedyromes ycaoeus u gaxkmopot gopmupo-
BAHUSL MY3bIKANbHO-UHCIMPYMEHMANbHO0 MbIUACHUS U e20 6AUSHUS Ha 00ujue
NPUHUUNBL MY3bIKAABHOU KoeHUmMono2uU. Memo0oao2us uccaedo8anus 3akar-
Yaemes 6 NPUMeHeHUU 102UKO-CEMAHMUYECK020, UCMOPUKO-KYAbMYPOL0cUHe -
CK020, 0PeAHON02UYECK020, 0000ArUe20, MY3bIK0GeOUeCKUX Memodos 8 ux
cucmemuom eduncmee. Hayunas nosusna pabomoi 3akaw4aemcs 8 8bisiéAeHul
0NpedeneHHO20 aneopumma pazeumus My3viKaabH020 MblWACHUS 8 dchneKme
CHeYUGUKU UHCIMPYMEHMANUZMA, 8 HACMHOCIU 8 OBUNCEHUU OM <MblUACHUS]
Ha UHCMpPYMeHme» 00 <MblUACHUS UHCIMPYMEHMOM» 8 YCA08USX C8EPXCUMBO-
AUHECKOU KYAbmypbl UHGOPMAYUOHHO0 0bujecmea cospemernnocmu. Bovigo-
oot. Jlokazvleaemcesi, 4mo My3blKaAbHbli UHCIMPYMEHM BbICMYNAem He mMoab-
KO opyduem 045 8blpadiceHUss My3blKAAbHOU udeu, HO U opyouem MblulieHUs
MY3bIKAHMA-UHCMPYMEHMAAUCIA U KOMNO3UMOpAa, KOmopblil eradeem uH-
cmpymenmom (Uau noaaeaemcs: Ha 36yK0BONAOWEHUE UHCMPYMEHMAAUCMA-
eOuHOMbIUWNCHHUKA). YenyOneHue UHCMPYMEeHmMAaiu3ayuu KoMHO3UmMopCcKux
cpedcme, abcoaromuzayus memopasbHoOCmu ¢ ceManmu3ayuei cheyugpuye-
CKUX «HeNnepegooUMbixX» (haKmypHsix opmyn 6 pamKax noucka Ho802o 36yKda,
yeunerue poau UCNOAHUMENbHO20 haKmopa chocobcmeym podicOeHUr H08oll
CMaouu MyluNeHUs 36YKAMU — MbLUACHUS UHCIMPYMEHMOM, K020a nOCAeOHUl
«NOOCKA3bl8aem» KOMNO3UMOPY HANpasieHue 00pa3HO-UHMOHAUUOHHO20 U
opamamypeuuecKoeo pazeumus.

Karouesnie crosea: mysvikanvHoe moluiienue, UHCMPYMEHMANbHOE UCHO-
HUMeNbCMB0, MY3bIKANbHO-UHCIPYMEHMANbHOE MblULAeHUE, MblUICHUE HA UH-
cmpymenme, MblUAeHUe UHCMPYMEHMOM, MY3blKAAbHO-UHCIMPYMEHMANbHble
cpedcmea, npoCmpaHCmEeHHOCHb 8 MY3blKe.

Relevance of the research topic. Since the last third of the XX century,
the concept of «musical thinking» has firmly settled in both the narrower
branches of the music disciplines of different countries and in the relatively
broad aspect of the study of music (philosophy, culture, aesthetics, psychol-
ogy, etc.). Actually, the difficulty in studying musical thinking is that the
study of it as a whole, as well as its components requires a comprehensive
approach, the use of various techniques developed by different sciences. But
within the framework of this article we are interested not so much in theo-
retical and philosophical elaboration of the concept and essence of musical
thinking, but in its aspects related, first of all, to the performance position
of the musician («the musician» according to I. Zemtsovskyi [10, p. 97]),
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secondly, with the specificity of musical instrumental creativity. This for-
mulation of the question, by re-emphasizing «from the musical language to
the Musician» [ibid.]. At the same time the essence of musical art in its real
being takes a more general position and embodies the specifics of a narrower
category of musical instrumental thinking. This perspective represents the
current direction of musicological research of the present, considering the
role of musical instrumentalism in the musical culture of the late XX — early
XXI centuries.

The purpose of this article is to investigate the conditions and factors of
the formation of musical and instrumental thinking in its movement from
«thinking on instrument» to «thinking with instrument».

Presenting the main material. «Music manifests itself as a language, as
a sphere of expression of feelings and as thinking,» — wrote B. Asafiev |3,
p. 203]. Indeed, the concept of «musical thinking» is widely used in phil-
osophical, aesthetic, musicological, cultural, psychological and pedagog-
ical studies. Musical thinking «must be studied simultaneously from three
points of view: as an example of revealing the general patterns of any human
thinking, as one of the types of artistic thinking, and as a manifestation of
the specific properties of musical thinking,» — said B. Asafiev [ibid]. Add
to these factors the ones specific to the instrumental play-thinking. After
all, if «at the early stage of the development of European music (new era)
its sound was concentrated around the human voice, then a wider range of
musical instruments later joins» [6, p. 70], which had its effect as specific
and general characteristics of musical thinking. Thus, the wide expansion of
instrumental music from the XVIII century, the fusion of its everyday genres
(with a predominant accent metric) with concert music, the moderniza-
tion of instruments, the formation of tone-modulation development and
homophony — form a practical and thinking ground for the embodiment of
sonata and symphonic instrumental formulas, new techniques and expres-
siveness. In the XX century, the search for a new sound led to its invention,
«constructing» directly on the instrument, putting forward specific («un-
translated» [18]) textural and timber formulas as figurative and semantic pa-
rameters of a particular kind of instrumental creativity (vocal sound in this
respect demonstrates more limited capabilities by expanding its toolbox of
expressive tools through tooling). The importance of the performing factor
(improvisational, aleatory compositions; steady composer-performer tan-
dems to find new sounds on a particular instrument) is increasing. Instru-
mental techniques and tools have become able to «suggest» the composer’s
new figurative and semantic parameters.
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As a category of musicology, the term «musical thinking» has received
the most active treatment since the last decades of the XX century. The
concept of «musical thinking» reflects the important aspects of the activ-
ities of all participants in the Asafiev triad — composer, performer, and
listener. Common opinion can be considered as the lack of unity among
researchers of the views on the essence of musical thinking, even — «read-
ing». Today, intonational and figurative (V. Medushevskyi), artistic and
figurative (N. Antonets), figurative and musical (B. Asafiev), musical and
creative (B. Yavorskyi), performing (numerous works of performers, first
of all — instrumentalists) live in scientific developments. Finally, musical
and instrumental (works of the author of the article), more narrow is the
piano-performing [9] thinking. The term «musical thinking» is used most
commonly (M. Aranovskyi, M. Bonfeld, G. Elistratova, O. Malinovskaya,
V. Moskalenko, V. Ozerov, O. Samoilenko, A. Sohor, Y. Tyulin, V. Kholop-
ova, Y. Kholopov, B. Yavorskyi and others). As a rule, musical thinking is
understood as a part of a more general concept of «musical consciousness».
According to M. Aranovskyi, musical consciousness is the ability to think
musically, that is, to form certain musical-sound constructions and to give
them an appropriate meaningful interpretation [12, p. 59].

In fact, the creation of a work of art (or its execution) is, in particular,
a constant work of thinking, «aimed at the selection of certain components
of the design and its realization (the situation of choice covers not only ma-
terial and its consistent deployment-development, but, of course, also the
very logical principles of this development)» [6, p. 12]. At the same time,
one of the main, dominant factors in determining the availability of musical
abilities, according to B. Teployv, is the ability to feel, deep experience in the
act of musical communication, as well as in professional musical activity.
And K. Gedel proved the presence of «irreducible incompleteness» in any
logically consistent closed system, testifies to the breadth of human thinking
that goes beyond the discursive-logical, verbalizable form [6, p. 17]. It is this
circumstance that enables productive creative thinking as such. Psycholo-
gists acknowledge that the role of such non-verbalizable information trans-
mitted, for example, in interpersonal communication through opto-kinet-
ic system (gestures, facial expressions), para- and extralinguistic factors
(intonation, pauses, etc.), the system «eye contact», it often proves to be
much more important for communication, its comprehension and its con-
clusions than actual verbal-language dialogue. In the communicative act of
musical performance, the dialogue of the performer and the listener, such
non-verbal information, the activities of non-verbal intelligence play almost
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decisive role: both participants of the dialogue will prefer a full-time, live
form of communication playing in an empty hall or recording. Moreover,
the listener is more likely to point out the artistically brighter (in the act
of «non-verbal communication») performer. Such meaningful non-verbal
information, saturated with certain content, can serve as a stimulus not only
for emotional, but also for thinking and intellectual activity.

M. Aranovskyi proposes to solve the difficult situation in the science of
the definition of mental activity in general (which complicates the prob-
lem of musical thinking) through the rejection of «dogmatic approaches to
thinking» and the invention of «bypass» ways, which he sees in the liberation
from the «sphere of concepts and rules of logic, putting it [thinking. — A4. C.]
depending on the type of operands and communication channel» [12, p. 5].
The author argues that «thinking can take place outside of words and con-
cepts, relying only (or predominantly) on the material to which a particular
activity is related». The contradiction about the «absurdity of the exclusion
of music from the sphere of intellectual activity» and at the same time the
«inability to explain it as such in terms of operating conceptual range and
logic» is resolved, given that «<human thought is capable of operating in any
objects and any objects.... not only real, but also created by fantasy. It can
exert space and time... physical and abstract. It takes place both in the real
and in the ideal world» [12, p. 21]. Boldly encroaching on «the holy of holy
nature of thinking, that is, its traditional, positivist in essence, conceptu-
al and logical concept», M. Aranovskyi calls the practice of «musical cre-
ativity, which consists in making decisions concerning the formation of a
musical text» by musical thinking. The very possibility of musical creativity
is realized only by «close interaction, mutual compensation and mutual as-
sistance» of two different creative mechanisms, «one of which relies on the
conscious performance of mental operations, and the other works latently,»
in the darkness of the unconscious» [12, p. 43]. The art of «pure», instru-
mental music in this respect most clearly demonstrates the positions stated
by the researcher, depriving themselves of the conceptually logical verbal
instrumentation of the formation of musical sense, operating «pure mean-
ings» Such «pure meanings» nevertheless materialize (for self-expression
and communication) which one develops and unfolds like a thought-feeling
(in the continuous motion of «living matter»), which is difficult (and of-
ten impossible) to reproduce in verbal concepts. But music «thinks of ev-
erything in its own way, creating new categorical series, new imaginative
guidelines» [9, p. 43]. The reproduction of life and philosophical meanings
in music is based on its intonational and artistic nature, which reflects not
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so much individual phenomena as the processes of their mutual influence,
transformation, meaningful functioning in systemic integrity. This «sound
content» thinking is self-sufficient, not subject to direct translation.

M. Bonfeld comes to similar with Aranovskyi’s conclusions, who con-
siders music, including as «an element of a wider system — human mental
activity» [6, p. 3], while at the same time preventing the identification of
musical-thinking processes and musical activity as a whole, since «musical
activity is not only thinking, which is very clearly manifested in connection
with music-making (creation and performance of music)... music, in par-
ticular, is a spiritual and practical activity in which everything that is con-
nected with thinking — an ideal, psychologically active process that takes
place in the mind (subconscious) of the creator or performer — is combined
with the materialization of these processes — that is, work purely practical
beyond mental activity» [6, p. 8]. Such materialization on the instrument
(especially polyphonic, but not only) allows, unlike vocal sound, to clearly
visualize the spatial factor of musical thinking.

O. Sokolov points to the impossibility of the existence of separate el-
ements of musical language, means of musical expressiveness over time
and space, even in the composer’s imagination [14, p. 153]. After all, these
tools require structural certainty in their implementation in sound musi-
cal fabric, especially polyphonic. A. Sohor, considering the meaning of the
concept of musical thinking (which is the unity of such basic activities as
reflection, creation and communication), introduces a psychological cat-
egory as activity [15, p. 64]. Later, while considering musical thinking in
relation to activity, I. Lyashenko understands the process of transforming
sound reality into an artistic image [11]. It is an indispensable condition for
musical thinking that penetrates into the figurative and semantic context
of intonation, while simultaneously understanding the logical organization
of sound structures. In the spatial representation of sound material, musi-
cal instruments prove to be the most substantive, orchestrated base. Kurt’s
idea of the multiplicity of spaces that are associated with music inevitably
includes the touching aspect that develops, above all, from the experience
of playing instruments [20, p. 135—136]. No wonder the accompaniment
of the vocals was once instrumental. First of all, the strings, which did not
cover the verbal expression with delicate sounds, but supported the voice,
helping it to stay in the right field and probably served as a reference in
learning the melodies (and modern vocalists before singing a new tune «for
fidelity» play it on the piano, and play it on the piano readings from a letter
often imitate such a play by hand). I. Barsova indicates that in an attempt
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to contain the perception of «slipping matter of sound» formed «graphic
images», which represent «some symbolic» fields «, within which musical
signs were placed» [4, p. 52]. String neck gives such a visual spatial ori-
entation even in a polyphonic musical texture. No wonder on this basis
were created tablature (in particular, lute), which literally used the musical
instrument’s musical space — the scheme of strings on the bar, frets, key-
boards, etc. Unlike many other types of music notation, which summarize
the sound logic of the music, the tablature captures the pitch (consonance)
schematically, indicating the «finger location» on the fingerboard or key-
board. Thus, in the conditions of the indifference of the tone of the XVI
and XVIII centuries, polyphonic instruments contributed to the spacious-
ness of thinking with the relief of voices, the combination of polyphonic
and homophonic principles of thinking, the formation of notation (which
subsequently secured the author’s composer’s thought).

An even more important contender for such a materialized base is key-
board instruments, the «reputation» of which has been established more
than five hundred years ago and has not faltered so far. «Thanks to the
ready-made audio material (tempered, discrete-gradual, but convenient
system organization. — A. C.), they are a more reliable base in mastering (in
general — the presentation, not only in the educational process. — A. C.)»
[5, p. 161], and hence also musical thinking (almost all researchers point
to the close connection of the latter two). 1. Barsova believes that in the
keyboard of a keyboard instrument «in this world of concrete images» mu-
sicians searched for «figures more abstract, which could become a» field»
for the scheme, the table» [4, p. 52], movements of thinking. The keyboard
is considered as a technological invention, which in some way facilitates
playing on difficult for the initial playing of stringed instruments (especially
indiscriminate ones) and acts as the most visual keeper of musical informa-
tion, a convenient conventional geometric scheme of thinking on various
instruments.

In the repertoire of keyboards intricately intertwined techniques (and
principles of thinking) of church vocal-choral and secular song-dance styles,
«singing» on the instrument and instrumental specificity, born in the context
of folk dance music and new concerto — instrumental style. In addition,
the various instrumental traditions were not isolated and enriching each
other, demonstrating «semantic processes of intertextual interactions» that
«largely determine the specificity of the stylistics of instrumental thematism
(and of musical thinking. — A. C.) as a whole» [1, p. 96]. Clavier urtext of
the XVII—XVIII centuries assimilated the intonation vocabulary formed in
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the lute, violin, organ and other instrumental schools: «It is obvious that the
timbre and acoustic capabilities and technique of sound extraction on the
instruments largely polished visual-graphical and re-edited motive com-
position and logic of melodic unfolding»in pranks, coins and ground [1, p.
93]. But lute colorings within a small interval, ornamental tablature color-
ing with harmonious and rhythmic figurations of a limited range, perfor-
mance (presentation) of the arpeggiato chord, melodic ornamentation with
heavy use of sounds within the decimals; violin clichés in the upper voice
are transformed into the space of a clavier keyboard: polyphony becomes
more visual and embossed, increases the range and distance between voices,
clavier passages increase the range to two octaves, enrich them with sextas
and tertiary; harmonious and melodic figurines get a wide layout and hidden
two-tone; «Alberti» bass shifts the boundaries of the timbre space of the cla-
vier «score». And all this is in the hands, auditory kinetic reach, and think-
ing of one instrumentalist. Musicologists note «the special role of manual
technology in the development of ornamental organ (clavier) style, which
consisted solely of the pretentious combinations of homogeneous formulas»
[1, p. 94]. Clavier technique made it possible to create a wealth of motor-dy-
namic effects and techniques, which further determined in many respects
the contrasting principle of instrumental sonata as a semantic invariant of the
music-chronotopic process. Clavier bass-austin genres also form a kind of
logic of composition-scale proportions of the use of «borrowed» techniques.
The exposition sections use the lute style of presentation of the theme, and
for the developing and closing the more characteristic violin or organ color-
ing techniques [ibid]. The ornamental wind structures are also used, which
testifies to the musical-stage or household origin and the role of explanatory
«situational signs». In general, keyboard-instrumental thinking (clavier, later
piano, and later — accordion) reproduces the experience of ensemble music
in one person. In particular, it is the migration of three to four vocal-cho-
ral voices to ensemble instrumentalism in the trio sonata, which presented a
new style of instrumental writing that relied on new homophonic thinking.
Further, concerto grosso as an «expansive» interpretation of the trio-sonata
(N. Arnorkour [2]) implements the ensemble principle of chamberliness on
the basis of concerto style, which combines three parameters of instrumental
thinking — soloing, concerto, orchestration. And finally — the sonata-sym-
phonic principle of thinking with scale of structure; the specific cyclicality
of the form, with the special dramatic role of each part, the contrasting in-
teraction of themes and images, the introduction of leittebras — was also
formed in instrumental sound. The sonata and symphonic type of thinking,
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as a translator of the most complex meanings, the cultural model of thinking
of its era embodies certain established image projections, reproduced direct-
ly by sound, on the instrument(s). The instrumental and sonata principle of
thinking is consistent with the ways of understanding and interpreting the
space-and-time being of music.

The individually-performing component of the formation of musical
thinking, which is based on the feeling of the instrument, «thinking on the
instrument», is already noticeable in its initial «academic» stages. Thus,
G. Shokhman, referring to D. Boyden’s book «The History of the Violin
Play from Origins to 1761», emphasizes the utmost variant of deciphering by
the skilled violinists of the musical notation of that time. Such performative
variance provided, on the one hand, universalism, the empowerment of the
instrument, on the other — it contributed to its specification, the formation
of «timbre labels» (O. Vepryk [7]). Texture-themed material, techniques of
instrumental play become inseparable from the timbre and technique of
playing a specific instrument, relying on «thinking on the instrument». The
tools that are most relevant to the thinking of the era dominate are here.
The leading role from the Middle Ages to the XVI century is played by the
plucked instruments (in particular, the lute) and organ, in the XVIII—-XVIII
centuries — the string-bow, where the instrumental and melodic style com-
bining the new homophony and the old vocal polyphony, as well as the vocal
polyphony, could be realized most (organs, keyboards) that best model the
ensemble principle on a single instrument. Further, in the XIX century, the
piano and the spirits came into play; in the second half of the XX century
bayan, plucked (guitar, domra, balalaika, bandura) and drums upgraded.

The romantic era deepened the instrumental and stylistic sphere with
specific parameters, and the vocal one — with instrumentation. The instru-
mental sound timbre shows not only the individualization of the composer’s
(and the performer’s) expression, the increase of the performer’s skill, but
the new stage of communication with the listener, as well as the internal
dialogue of the performer (the composer) with the instrument. The instru-
ments perfectly mastered vocal singing skills. The genre and instrumental
sphere has been enriched with new forms (for example, the instrumental
Songs without Words). «Thinking on the Instrument» of the sponsors of the
new soloist-concert style (above all, Liszt, Chopin, Paganini, etc.) brings
the instruments themselves into the status of a worthy «partner» on the
stage, in front of the audience (here we can mention the general attitude of
instrumentalists of the folklore genre as living creatures). Advanced sym-
phonic orchestral thinking gets a new solo-instrumental embodiment — on
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the piano, on the one hand, as a substitute for the orchestra, on the other,
on the basis of deepening into the sphere of piano intonation. It is here that
the basic qualities of Liszt and Chopin’s creative style are formed. And in
the center here is an instrument as an «instrument» of the composer’s and
performer’s thinking, «the enrichment of this instrument by the means of
these two musical professions, and in their inseparable unity» [19, p. 35].
The piano culture of the romantic era is characterized by the unity of such
factors as the instrument, the performing style (formed «under» this type of
instrument) and the composer product (which takes into account the de-
mand of listeners from the aristocratic and bourgeois salons and large public
concerts). This is how the piano style of the era was born, which can be de-
scribed as a completely new direction in the musical thinking and culture of
Europe. Here, «thinking on the instrument» has already generated a circle
of musical imagery («timbre labels»).

The XX century formed a new twist of the spiral of instrumental think-
ing. Already at the beginning of the century, L. Gakkel marked «the recep-
tion of two keyboards... or the placement of hands only on white or only on
black keys» [8, p. 29]. On this basis, there may be a change in harmonious
thinking: «there may be hands» groped «on the keyboard with polyharmonic
sounds» [ibid]; and certain forms of constructive ordering of the materi-
al (with the piano keyboard acting as a «generating form», and the actual
sound material itself being «a generating form» [5, p. 164]. Prelude «Sails»
by K. Debussy, «Mists» and B. Tyshchenko’s «Fireworks», «Piano Sonata
No. 5» by G. Ustvolskaya and others embody the principle of «two key-
boards» on the juxtaposition of melody and accompaniment. A striking ex-
ample of the transition of keyboard representations into orchestral music is
the famous theme of Petrushka from the eponymous ballet of I. Stravinskyi
who, as you know, wrote for the piano.

Being asked «What does it mean to be a composer and make music?»,
H. Lahenman replies: «First, to create means to think about music. Sec-
ondly, folding means creating your own tool» [13]. The specification and
expansion of the sound and technical capabilities of the instruments is
due to the use of non-standard methods of playing on them, in particular,
«non-translatable», impossible to perform on other instruments, especially
expressive, sonoristic techniques: playing on the hull and other parts of the
instrument, in different directions: bow, knock, friction, pizzicato on the
piano and bow on the shock or pluck; the use of the hand; the use of addi-
tional items (such as a metal tube in «Salut fbr Caudwell» for two Lachen-
man guitars). Illustrative here are the opus of J. Kram, G. Cowell, J. Cage,
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H. Lachenman, K. Pendereckyi, K. Stockhausen, and others. Sonoristics,
hyper-polyphony, complex exotic rhythmics, deprivation of melody as an
expressive means, dodecaphony and serialism, multidimensional compo-
sition and three-dimensional harmony — all is an incomplete list of tech-
niques of modern composition, which are natural for multidimensional,
with the possibility of the fastest switching.

The modern theory of musical parameters operates with five parame-
ters of sound — to the traditional loudness, length, height and timbre space
is added, which «enriches the aesthetic content of music, giving musical
thought an unprecedented depth of expression» [16, p. 335]. The specified
spatial parameter is more organic precisely in instrumental sound because of
the possibility of a great degree of timbral relief and range. For example, in
Stockhausen’s «Ypsilon» (for a micro-interval melody instrument — that is,
a wind instrument), a unanimous instrument, except for the 16 subtle high
pitch degrees of small tertiary, exhibits noises — «kiss sounds,» «wind,» and
the artist’s voice (in its instrumental function), Indian bells (on the wrists,
head, shoulders). In Guero Lacheman’s Piano many different non-stan-
dard methods of play have their sound form (space, surface, sound-produc-
ing part of the hand and even legs), they give birth to timbre contrasts, with
which the author builds the form of composition, conceptual structure. All
these techniques can not be imagined in the performance of traditional ro-
mantic (individual-timbre) instrumental thinking — they are born not only
directly on the instrument, but the instrument seems to «prompt» the com-
poser, shaping the dynamics of the development of musical instrumental
dramaturgy. This is how the «thinking tool» is born.

This new system of musical thinking, like any «new system», requires
«more energy and matter (and probably information and other resources)
for self-containment» [17, p. 496]. Musical and instrumental capacity, iso-
lation from the human body and liberation from verbal incarnation allow to
increase the indicated indices at times, to react faster and more diversely to
the variability of ideas about space, time, matter. In particular, these pro-
cesses are exacerbated today, in the context of not only the acceleration of
information flows, but «the transformation of the deep essence of informa-
tion on which our daily actions depend» [17, p. 266], when «instead of the
usual notions of a closed universe that functions as a clock, we find ourselves
in a much more flexible system in which, as it is (Ilya Prigozhii, author of
«The Chaos Order», Fluctuation. — A. C.) says, «there is always the possi-
bility of some instability, which leads to some new mechanisms. In fact, we
have an» open universe» [17, p. 498].
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Conclusions. In the course of the historical evolution of musical instru-
mentalism, a certain algorithm for the development of musical thinking is
built up — from imitation of vocal sound expression and immanent mo-
tor-kinetic embodiment of the «movement of life» to specific instrumental
forms of it, in particular «thinking on the instrument» (when organology and
technique make a timbral cliché) and «thinking by an instrument» (when a
musical instrument becomes a generator of musical and linguistic means,
their constructive ordering, dramatic dynamics in conditions of excess be-
ing visible culture of the information society, that is — a tool of thought).

In thinking about the tool, an important parameter is the visual and tac-
tile embodiment of the quality of space, which represents the variability of
space, time, and object views. The instrument is not only an instrument for
expressing a musical idea, but also an instrument of thinking for the instru-
mentalist and composer who owns the instrument (or relies on the sounding
of a like-minded instrumentalist). The deepening of instrumentalization
of composer means, the absolutization of timbre with the semantization of
specific «non-translated» textural formulas in the search for a new sound,
the strengthening of the role of the performing factor contribute to the birth
of a new stage of thinking sounds — thinking instrument, when the latter
«prompts» the composer and creative direction.

CIIHCOK JITEPATYPH

1. AnexceeBa M. B. Posb uHCTpyMEHTaIbHOI JIEKCUKU B (DOPMUPOBAHUU KJIa-
BUPHOTO TeKCTa 0apoKKo. [Ipobaembr my3vikanvroll Hayku. Yda, 2012. Ne 1 (10).
C.93-97.

2. ApHopkyp M. My3biKka 136IKOM 3BYKOB. [1yTh K HOBOMY TOHUMAaHUIO MY3bI-
ku. URL: http://www.earlymusic.ru/uploads/cgstories/id4/harnoncourt.pdf (marta
3BepHeHHs 03.11.2018 p.).

3. AcadpeB b. B. MysbikanbHas ¢opma kak npotiecc: B 2 kH. KH. 1, 2. JI.: My-
3pika 1971.

4. bapcoa U. Tpakratr Muxasnsa [lpetopuyca 1. «Sintagma musicum» kak
WCTOYHUK CBEIeHU 00 uctopuu HoTauuu. Ars notandi. Homayus 6 mensiouem-
¢S Mupe: MaTep. MEXIyHap. Hayd. KOH(., ITOCB. ThICSUeIeTHeMY IoOwieto [Bu-
1o ApetuHckoro / pen.-cocT. M. BapcoBa. M.: MocK. roc. KOHCepBaTOpUsI WM.
I1. U. Yaiikosckoro, 1997. C. 51—63.

5. beprep H. KnaBuarypa ¢oprenuaHo kak MH(pOpMallMOHHAs cUCTeMa.
Becmuux Yensbunckoeo eocyoapemeennoco ynugepcumema. 2009. Ne 35 (173): ®@u-
nonorusi. UckycctBoBeneHue, Boir. 37. C. 160—167.

6. boudenpn M. Mysbika: d3bik. Peus. Muienue. Bomorma, 1999. 352 c.

7. Benpuk A. O4yepku 1Mo BOIPOCAM OPKECTPOBUX CTUJIEH. 2-€ U3M., ucip. M.:
CoB. xommosurop, 1978. 437 c.



ISSN 2524—0447. Mysuune mucmeumso i kyaomypa. 2019. Bunyck 28, knuea 1~ 175

8. Takkennb JI. E. doprenuannas mysbika XX Beka. JI., 1990. 288 c.

9. Ianp Csocioe. O6pa3 i cmucn K kateropii ¢popreniaHHO-BUKOHABCHKOTO
MMCJIEHHS: Auc. ... kKaHa. MucT.. 17.00.03 / Opmec. Haiu. My3. akam. iM.
A. B. HexanoBoi. Opneca, 2018. 177 c.

10. 3emuoBckuii Y. Y. YenoBexk My3uUMpyIOUIUii — 4eIO0BEK UHTOHUPYIO-
LM — YeJIOBeK apTUKyaupyoomuii. Myzsikasshas kommyrnukayus. Cepust: [1po6-
nembl My3bikodHaHust. CI16., 1996. Bein. 8. C. 97—103.

11. My3u4yHe MMCIIEHHS: CYTHICTb, KaTeropii, aCleKTH MOCTiIKeHHs / Biarm.
pen. Jlsmenko . K.: Mys. Ykpaina, 1989. 178 c.

12. My3bika Kak (opMa WMHTEUIEKTYaJIbHOM AESITeIbHOCTU / pPed.-COCT.
M. A. Apanosckuii. M.: KomKHnura, 2007. 240 c.

13. Mycaensim E. C. Xenbmyt JlaxeHMaH: «McKyccTBO HUYEro He JOKHO».
Hepaem ¢ nauana. Da capo al fine: Becepoc. my3.-uH®. razeta 2014. Ne 1: URL:
http://archive.gazetaigraem.ru/a12201401 (nara 3BepHerHs 13.12.2018)

14. Coxkonon O. B. O npuHUIMIAX CTPYKTYPHOTO MBIILIEHUST B My3bIKe. [Ipo-
Onembl My3viKanbHoeo mvluinenus. M.: Mysbika, 1974, C. 153—176.

15. Coxop A. H. CoumanbHasi 00yCIOBIEHHOCTh My3bIKaJIbHOTO MBILIUICHUS 1
Bocripusitusi. [Ipobnembl My3bikaabHOTO MbllieHus. M.: My3bika, 1974. C. 59—
74.

16. Teopust coBpeMeHHOI KoMIio3uiuu / oTB. pea. B. C. Llenosa. M.: My3bika,
2007. 624 ¢

17. Tobdaep D. Tperbst Bosina. M.: ACT, 1999. 697 c.

18. YepnoiBaHeHko A. JI. Dakrypa y BU3BHaYEHHI BUPaXKaJIbHKUX BIaCTUBOCTEM
0asiHHO1 MY3UKU: aBTOped. AuC. ... KaHa. MucT.: 17.00.03 / HMAY iwm. I1. 1. Yaii-
koBcbkoro. Kuis, 2002. 16 c.

19. xonspenko C. Y. XynoxecTBeHHO-CTUIEBble DYHKIIMYU (HaKTYpbl B KOH-
LepTHBIX Nbecax st oprenuano ¢ opkectpom @. [lonena: nuc. ... KaHI. UC-
KyccTs.: 17.00.02 / Xapk. Ha1l. yH-T MucT. iM. . [1. KotagpeBcbkoro. Xapkis, 2017.
194 c.

20. Kurth E. Musikpsychologie. Berlin: 13. Max Hesse, 1931. 323 p.

REFERENCES

1. Alekseeva, 1. V. (2012). The role of instrumental vocabulary in the formation
of the Baroque clavier text. Problems of music science. (Vols. 1), (pp. 93—97). Ufa
[in Russian].

2. Arnorkour, M. Music in the language of sounds. The path to a new under-
standing of music. URL: http://www.earlymusic.ru/uploads/cgstories/id4/harnon-
court.pdf

3. Asafiev, B. V. (1971). Musical form as a process. Leningrad: Music [in Rus-
sian|.

4. Barsova, 1. (1997). A treatise by Michael Pretorius 1. «Sintagma musi-
cum» as a source of information about the history of notation. Ars notandi. No-
tation in a changing world: Mater. Int. scientific Conf. the thousandth anniversary



176 ISSN 2524—0447. My3uune mucmeuymeo i kyasmypa. 2019. Bunyck 28, knuea 1

of Guido Aretinsky (pp. 51—63). Moscow: Mosk. state Conservatory named after
P. 1. Tchaikovsky. [in Russian].

5. Berger, N. (2009). Piano Keyboard as an Information System. Bulletin of
Chelyabinsk State University. (Vols. 37), (pp. 160—167) [in Russian].

6. Bonfeld, M. (1999). Music: Language. Speech. Thinking. Vologda [in Rus-
sian].

7. Veprik, A. (1978). Essays on orchestral styles. Moscow: Sov. Composer [in
Russian].

8. Gakkel, L. E. (1990). Piano music of the twentieth century. Leningrad[in
Russian].

9. Gan, Xiaoxue. (2018). The image and the meaning of the category of the pi-
ano-Wikonavskogo ministry. Candidate’s thesis. Odessa: Odessa. nat. muses acad.
named after A. V. Nezhanovo [in Ukrainian].

10. Zemtsovsky, 1. I. (1996). A man playing music — a man intoning — a man
articulating. Musical communication. (Vols. 8), (pp. 97—103). St. Petersburg. [in
Russian].

11. Musical art: daily life, categories, aspects of entertainment (1989). Lyashen-
ko I. (Ed.).Kiev: Musical Ukraine [in Ukrainian].

12. Music as a form of intellectual activity (2007). M. A. Aranovsky (Ed.). Mos-
cow: KomKniga [in Russian].

13. Musaelyan, E. S. (2014). Helmut Lachenman: «Art owes nothing» All-Rus-
sian Musical and Informational Newspaper «We Play from the Beginning. Da capo
al fine» No 1 URL: http://archive.gazetaigraem.ru/a12201401 [in Russian].

14. Sokolov, O. V. (1974). On the principles of structural thinking in music.
Problems of musical thinking. (pp. 153—176). Moscow: Music [in Russian].

15. Sohor, A. N. (1974). Social conditioning of musical thinking and perception.
Problems of musical thinking. (pp. 59—74). Moscow: Music [in Russian].

16. Theory of Modern Composition (2007). V. S. Tsenova (Ed.). Moscow: Music
[in Russian].

17. Toffler, E. (1999). Third Wave Moscow: AST [in Russian].

18. Chernoivanenko, A. D. (2002). The texture of the visnazhnennyh vi-
ral powers of button accordion music. Candidate’s thesis. Kiev: NMAU imeni
P. I. Tchaikovsky. Kiev [in Ukrainian].

19. Shkolyarenko, S. I. (2017). Artistic and stylistic functions of texture in con-
cert pieces for piano and orchestra F Chopin. Candidate’s thesis.. Kharkiv: Kharkiv.
nats.un-t myst. imeni I. P. Kotlyarevsky [in Ukrainian].

10. Kurth, E. (1931). Musikpsychologie. Berlin: 13. Max Hesse [in Germany].

Cmamms naditiwaa do pedaxuii 20.02.2019



