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ABOUT THE INTERACTION OF INTONATION
AND KINESICS IN MUSIC

The purpose. The article identifies the principles of functioning of the move-
ment, plastic, kinesics, spatiality, visualization categories in the musical art. The
research methodology consists in the application of comparative, aesthetic and
cultural, historical methods, as well as systemic, synergistic, musicological and
music and performing approaches. The scientific novelty of the work lies in the
deepening of ideas about the plastic nature of musical art. The rhythm and into-
nation manifestations in the performance and perception of music, their organic
connection with all musical and expressive means are analyzed and substan-
tiated. Conclusions. The study of the functioning and interaction of intonation
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and kinetic means that convey emotional information in music reveals their on-
tological relationship, similar to the interaction of verbal and non-verbal means
of communication. The action of kinetic units, including instrumental forms of
movements, sharpens the expression of the performance of articulation-stroke,
dynamic and textured means, as well as the emotional perception of music. The
factor contributing to the widespread use of kinetic means is their focus on dia-
logue, requiring a quick change of «characters».

Keywords: musical art, choreography, means of expression, rhythm, move-
ment, plastic, kinesics, visualization, spatial, intonation.

Kaewyros Boaodumup Ilemposun, 3000y6au kagpedpu icmopii my3uxu ma
mysuunoi emnoepapii OHMA im. A. B. Hexcoanosoi

Ilpo 63aemodiro inmonauii i Kunecuxu 6 My3u4HOMy MUCHICUMEL

Mema po6omu. Y cmammi usa6AAI0MbCs NPUHUUNU DYHKUIOHYBAHHS Ka-
meeopiil pyxy, nAAcmMuKU, Kinecuku, npocmopogocmi, 8i3yanizayii 6 My3uuHo-
My mucmeymei. Memodoaoeis 00caidHceH s noAsieaEe 8 3aCMOCY8AHHI KOMNA-
DAMuUBH020, eCIEMUKO0-KYAbMYPON0IYHO20, ICMOPUYHO0 MemO0ia, a MAaKolic
CUCMEMHO020, CUHEP2eMUYHO020, MY3UKO3HAGYUX MA MY3UYHO-8UKOHABCOKUX
nioxodie. Hayxoea nosuzna pobomu noaseac 6 no2aubnaeHti ysaeaeHs npo naac-
MuuKy npupoody My3utHoeo mucmeymea. AHanizylomocs i 00epyHmMogyomscs
PYX0BO-MOMOPHI NPOABU Y BUKOHAHHI [ CRPULHAMMI MY3UKU, iX OpeaHiMHull
36°930K 3 ycima MYy3uuHO-eupazHumu 3acobamu. Bucmoexu. Jlocaioncenns
(DYHKYIOHY8aHHA Ma 83aEMO0I] IHMOHAYIUHUX | KIHeMUYHUX 3ac00i8, AKI ne-
peoaromsv eMoyiliHy iH(hopmayio 6 my3uli, GUAGASIOMb IX OHMOAOIUYHY CHO-
pionenicmb, nodioHO 00 83aEm00ii 6epbanbHUX | He8epPOANbHUX 3aC00i8 KOMYHI-
rauii. Jlis KinemuuHux 0OUHUYb, BKAHUAKOUU IHCIMPYMEHMANbHI hopmu pyXie,
3A20CMPIOE eKCNPeciio UKOHAHHS APMUKYAAYIUHO-UMPUX08UX, OUHAMIYHUX |
hakmypuux 3acobie, a maxoxic emouiiine cnpuiiHamms mysuxu. Paxmopom,
wo 00yMOBAIE WUPOKE BIUCUBAHHA KIHeMUYHUX 3aco0i8, € iX opienmayis Ha
dianoe, wo suMazae wWeuoKoi 3MiHU «<NEPCOHANCIE».

Karwuosi caoea: myzuune mucmeymeo, xopeoepaghisi, 3acobu upazHocmi,
pumm, pyx, naacmuka, KUHecuka, 8izyanizayis, npocmopogicms, iIHMOHAYIs.

Kaewyroe Baaoumup Ilempoeuu, couckamens Kagheopvt ucmopuu My3oiku
u my3vikanvroil amuoepaguu OHMA um. A. B. Hexcdarnosoii

O 63aumodeiicmeuu UHMOHAUUN U KUHECUKU 8 MY3bIKAAbHOM UCKYCCHIGe

Ileav pabomor. B cmamve 6via6asomes npuHuunsl QYHKUUOHUPOBAHUS
Kameeopuil 08udCeHuUs, NAACIMUKU, KUHEeCUKU, NPOCMPAHCMEEHHOCMU, 8U3Y-
anu3ayul 8 My3wlKaibHom uckyccmee. Memo0oaoeus uccaedoeanuss 3aKnio-
Yaemes 8 NPUMEHeHUU KOMRAPAMUEHO20, ICMEMUK0-KYAbMYPOA0UHECK02O,
UCMopU1ecK0eo Memo0os, a MaKice CUCMeMHO20, CUHEP2eMU1ECK020, MY3bl-
K08e04ecK020 U MY3bIKANbHO-UCHOAHUMEAbCK020 N00X0006. Hayunas noeusna
pabomyl 3aKa04aemcs 8 yenybaeHuy npedcmagienuil 0 nAACmu4ecKoi npu-
po0e MY3bIKAAbHO20 UCKyccmea. AHanuzupyromes u 000CHO8bl6aromes 08U-
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2amenbHO-MOMOPHbIe NPOSGACHUs 8 UCNOAHEHUU U GOCHPUSMUU MY3blKU, UX
OpeaHu4ecKas Cesa3b CO 8CeMU MY3bIKAAbHO-8bIPAUMENbHIMU CPeOCMBaMU.
Buieoowl. Hccaedosanue yHKYUOHUPOBAHUS U 83AUMOOCUCMBUS UHMOHAUU-
OHHbIX U KUHemu4eckux cpedcme, nepedaroujux IMOUUOHANbHYIO UHpOpMa-
Uyl 6 my3vike, 8bis8Asem UX OHMOAOUHECKOe POOCm80, NodobHoe 83aUMO-
deticmeuio 6epoanbHbIX U HegepOaNbHbIX cpedcme KOMMYHUKayuu. Jleiicmeue
KUHemu4eckux eouHuy, 6KAHas UHCMPYMeHMAnvHvle Gopmbl 08udiceHull,
obocmpsiem 3KCAPeccuro UCNOAHEHUs apMmUKYAAUUOHHO-UMPUXOBbIX, OUHA-
MU4ecKux u pakmypHoix cpeocmas, a makice IMOYUOHANbHOE BOCHPULIMUE MY~
3viku. Pakmopom, 00ycA08AUBAIOUUM WUPOKOE YnompeOaeHUe KUHeMUYecKux
cpedcme, A645emcs Ux opueHmayus Ha ouanoe, mpeoyrouiuii 6bicmpoii cmeHsl
«nepcoHadicei».

Karoueawie cao6a: my3svikanvhoe UcKyccmeo, xopeoepagus, cpedcmea 6oi-
pasumenvHocmu, pumm, 08udiceHue, NAACMUKA, KUHeCUKd, 6u3yaiusauyus,
NpPOCMPAHCMEEHHOCMb, UHMOHALUS.

Relevance of the research topic. For centuries of history, musical art
has formed a unique system of artistic and expressive means. Thanks to it,
music is capable of displaying various aspects of both personal, generalized
and philosophical or artistic and aesthetically directed phenomena, and the
objective or living world of the surrounding reality. The system of funds is
in constant motion. The process of evolution of artistic expression means,
according to D. Varlamov, demonstrates the tendencies of de-sampling of
musical thinking, language and creativity [9]. The continuous evolution of
musical language and speech leads to a change in the expressive elements,
the birth of their new types.

Musicologists and performers constantly talk about the connections of
musical and speech intonation. One of the important directions of the sys-
tem of expressive means of music is its plastic or kinetic side. The common
field in the latter case is, above all, the tempo metro rhythm. However, the
gestural, even choreographic aspect of musical plastics and kinesics is still
a little-studied, but it is a very important aspect for the sound art of music.

This article aims to identify the principles of functioning of motion,
plastics, kinesics, spatiality, visualization categories in the art of music.

The presentation of the main material. In the historical process of devel-
opment of syncretic music and dance, for a long time there was a stage of
combining movement and sound at the level of an elementary connection,
limited to the sphere of rhythm and timbre. And today, the dances of some
South African tribes are ritual movements that are performed exclusively
under percussion instruments [14, p. 155]. That is, here the connection of
music and dance is carried out within the metro-rhythmic and timbre pa-
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rameters, excluding the most important for the expressive system of mu-
sic — the pitch, melodic, harmonic, textured. The last one in the art of cho-
reography, meanwhile, play the most important formative and dramatic role
(see about this in Y. Abdokov [1]).

Music is traditionally considered the soul of the dance. Its emotional
structure, character, and figurative expressiveness are fixed in it (most of-
ten the rhythm emphasizes the character of the movement, and the plastic
drawing of the dance is transmitted in the melody). The music also contains
a structure-forming beginning for the dance. So, J. Nover noted: «In re-
sponse to the music, the dance becomes like an echo, obediently repeating
after it everything that she says» [16, p. 91]. Of course, options for creating
organic musical and choreographic works also include the selection of mu-
sic for the finished choreographic production, as well as the parallel work of
the choreographer and composer — as the most common option in creat-
ing ballets, for example, of M. Fokin and I. Stravinskyi [21, p. 256—257].
But invariably the creation of dance numbers, staging of choreographic
programs, performances always require the choreographer to have an accu-
rate and subtle sense of the imaginative structure, stylistic nature, national
character of musical writing in the work that he intended to express in the
language of plastics and the language of dance. The opinion of key figures
of choreographic and compositional art that the impact of a truly artistic
choreographic work is in the unity of music and dance remains indisputable
[20, p. 91].

The plastic language of dance is expressive, multi-valued and universal.
It is no coincidence that since ancient times the dance has reflected the
life of a person — his work and rest, military fights and victories, the joy of
meeting and the grief of separation. Even in the syncretic unity, dance and
music had a mutually effective influence on each other. This process did not
stop even after the separation of arts, and later, at the stage of synthesis of
arts. K. Blasis pointed out in his book «The Art of Dance» (1830) that «the
ancients demanded perfect coincidence of music and dance movements.
Thus, every gesture, every change in the dancer’s position was caused by
a particular tempo and rhythm of the melody, and the melody responded
with its motive and modulations to each pantomime movement, whatever it
was» [8, p. 160]. In this connection, it should be mentioned that B. Asafiev
noted that the first stimuli of musical rhythm-intonation in ancient art were
extra-musical «silent stimuli»: a step, a gesture, a mimic, a dance [3].

1. Smirnov points out that «with all the independence of choreography
and music, they are a kind of analogue, although there are many examples
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when the same musical piece, the same score from different choreographers
found different readings and different interpretations» [20]. Naturally, such
a discrepancy is permissible only when the figurative content, the character
of the composer’s text, his style are not distorted. This also applies to music
accompanying folk dances.

The author of the intonation theory of music, as well as 27 ballets, B. Asa-
fiev, specially emphasized the unity of the image of the visible and sounding,
speaking about the ballet performances of M. Fokin: Fokin, acutely sensing
and noticing these «knots» or moments of concentration of sound particles,
responded subtly to the change of rhythmic beats both in color and in the
dynamics of sound, and in alternation of lengths, and in the logic of mu-
sical accents. He erected a rhythmic foundation or the main connecting
elements of the dance on these sounding reference points» [5, p. 45].

Such close «cooperation» and the mutual influence of the two arts has
objective grounds. B. Asafiev called music «the art of hearing-motor im-
pressions» [2, p. 49]. The kinetic component is an obligatory and import-
ant factor of musical perception: without the participation of movement,
in one or another of its manifestations, the perception of music is impossi-
ble. V. Medushevskyi writes that the intonational, syncretic organization of
music (as opposed to traditional, analytical) absorbed the experience of all
types of human communication (speech — in many of its genres, manner
of movement, plastic, dance, literature) [12]. At the same time, the signs of
the intonational and dramatic form are motivated by the meaning and are
aimed at conveying a general mood, the content of the music to the audi-
ence. Both forms (analytical and syncretic) are associated with two main
processes of musical thinking — sound meaningful convolution and unfold-
ing of the musical image. The holistic, one-step image correlates with the
intonational and dramatic basis, and the expanded, procedural one — with
the grammatical, analytical unfolding of an artistic idea. Medushevskyi also
singles out the protointonational level, which closely connects music with
speech, movement, and plastic. This emphasizes the role of the moving
component of the intonation form musical perception.

L. Mazel, continuing the development of B. Asafiev’s intonation theory,
explores the system of musical and expressive means and talks about the
intonation and modeling character of musical imagery, which was the basis for
studying the principles of plastic modeling of music and determining the forms
of interaction between images of music and movement images [18].

E. Nazaikinskyi also argues that the rhythm and intonation mechanisms
of musical perception have the character of intonation, since the motor man-
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ifestations in the perception of music are organically linked with all musical
and expressive means. The author emphasizes the role of associations in the
rhythm and intonation representations of musical images [15].

Y. Demchenko asserts that «intonation and kinesics, when conveying
meaning, can be closely intertwined, like the interaction of verbal and
non-verbal means of communication» [11, p.10].

T. Rybkina, basing on the concept of musical perception of D. Kir-
narskaya, formulated the principles of the relationship of music and move-
ment, embodied in the teaching of B. Asafiev on rhythm and intonation,
including the rhythm and intonation embodiment through a set of musical and
expressive means, psychological and physiological mechanisms of sound cor-
relation and gesture, emotional factors of plastic reflection of musical images
[18, p. 8]. As a result, the researcher comes to the most important conclu-
sion about the internal human being to syncretism: «It can be argued that
the perception of music is more complete if it is connected with the move-
ment» [18, p. 59].

Thus, the rhythm and intonation component of music, its performance
and perception is the central synthetic mechanism that links all the compo-
nents included in this process into an integral system. On the one hand,
rhythm and intonation mechanisms are a transitional link on the way from
auditory impressions to spatial ones, and from them to temporary ones:
«The rhythm and intonation component will be an impression of everything
that is the inevitable consequence of sound. Here, a feeling of a certain mus-
cular effort or relaxation, breathing rhythm, step, pulsation — all these are
equivalent to experiencing musical time; or a feeling of density and rarefac-
tion, proximity or distance of a musical object, the idea of musical lines,
their intersections, spatial layers that are in certain ratios — these spatial
images can also be represented as a consequence of the transfer of sound
relations to another modality.» In other words, a kind of «visual-muscu-
lo-spatial vision-sensation» of music arises [18, p 61].

On the other hand, the rhythm and intonation component of perception
is the «substitute» for intonation. The musical image is subconsciously fixed
by a person as an expressive gesture, which in turn acts as an «extra-sound
equivalent of musical intonation,» preserving its energy, direction, and spa-
tial outlines; it is perceived as a «silent portrait» of intonation [18, p. 62].

As E. Nazaikinskyi noted, certain types of rhythm-intonation orga-
nization of music rely not only on the representations of movements, but
often also on real moving reactions and sensations of the listener himself»
[15, p. 154]. The most obvious plastic images of rhythm intonation are out-



ISSN 2524—0447. Mysuune mucmeumso i kyaomypa. 2018. Bunyck 27, khuea 2 267

lined in program music, often suggesting (according to Asafiev) «objective,
sometimes conceptual concretization» up to «visible musical-plastic illus-
trations», descriptions of a certain phenomenon or character: his move-
ments, gestures and communication manners. B. Asafiev, speaking of the
«tangibility and visibility» of musical images, whose «expressive power»
comes from theatrical dramaturgy, especially singled out the music of the
nineteenth-century Russian composers (realistic direction), and, above all,
M. P. Mussorgsky [4].

As E. Nazaikinskyi points out, the rhythm and intonation sphere is «a
factor contributing to the clear genre and communication differentiation of
vocal, instrumental, dance music» in musical perception [15, p. 350]. He
notes that specific genre types of rhythmic organization of music predeter-
mine quite specific moving reactions of the hearer, based on his rhythm and
intonation experience. Most often, rhythm and intonation images occur on
the motor-genre basis. They are a means of recreating in music the features
of the genre displayed in music. «Thus, the ideas about the light swirling
movements of a waltz, elastic, with jumps on the Mazurka, the smooth and
stately steps of the Polonaise are closely associated with the perception of
the nature of the music and enter the figurative sphere as one organic com-
ponent. At the same time, the expressive value of moving images in dance
genres can be combined with a bright individuality, concreteness of move-
ments, with their special imagery and characteristic» [15, p. 152].

The connection of music and movement was also emphasized by compos-
ers. So, G. Mahler recognized that «the true principle of music is only its
continuous movement forward», emphasizing that «music is based on the
law of eternal formation, eternal movement: after all, the world, even in
the same place, is always different, always changing and new» [7, p. 486].
A number of the most important features of the musical thinking of this
composer are associated with such a feeling of music in constant movement,
which confirms the tendency to open form and the intonational fable of
his symphony (I. Barsova [6, p. 41]). Here, researchers see the relationship
of the position of the composer with their beloved Goethe and Aristotle.
The latter understands music as pure proceduralism, pure becoming, imita-
tion of an unstable world, where everything always moves, is born and dies.
Thus, human ideas and feelings — movement, formation, process, on the
one hand, and music, which is processuality in its pure form, on the other
hand, are fundamentally identical. Hence, Aristotle’s conviction that music
can reproduce the state of the human soul, can be portrayed, we can change
it. Due to such properties, music becomes the most powerful means of in-
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fluencing the soul. Aristotle wrote: «We feel the movement following sound.
The same happens with the rhythm and with changes in pitch <...> These
changes cause action, and action is a sign of sensation» [17, p. 17]. Interest-
ingly, in English, French, German the word emotion comes from the root
moto — movement, and in Latin motio — movement and emotion (move-
ment emotion).

For the performer, the forms of movement are part of a musical expressive
language. The expressive movements of the musician naturally arise in a state
of preoccupation with the process of performance and are associated with a
sense of artistic expression. Often they are interpreted as accompanying, and
therefore optional, and sometimes interfering with the execution. Indeed,
this kind of movement arises (according to Bernstein) at the second moving
level. In relation to the level of working (performing) movements, it is the
background. V. Medushevskyi divides the performer’s expressive movements
into real and collapsed [13]. The first takes place in time, accompanying the
process of the formation of the intonation image of music. Rolled motion is
the result of translating auditory (sound-time) representations into spatial
ones. As a result, the temporal and moving sequences are rolled up into si-
multaneity, into a simultaneous image. E. Sapir argues that we can not only
hear the sounds of articulations, but we can also see them, while «there is
the possibility of a different type of speech symbolism, in which the sound is
replaced with a visual image corresponding to the sound of the articulation»
[19, p. 39]. The imposition of visual and auditory sensations (in the process
of synaesthesia) enhances the «pictorial» form of the sound-symbol.

There are no such phenomena in music that would not require some
time to realize them as a whole. «The form of the listener is perceived as
becoming and crystallizes in consciousness as unity» [3, 163]. Awareness of
the whole requires, as if to neglect time and feel the sound phenomena and
properties as a unity, that is, to translate temporal relations into spatial ones.
Excessive gesticulation «stuns» (S. Feinberg) the performer himself. But
proportional to the sound, the exact gesture and the sensations caused by
it can favor the activity of musical performances and contribute to a greater
brightness of their embodiment on the instrument.

The most important of the performer’s own funds is the sound extraction
associated with the sense of touch — the keyboard touch, the sense of a bow
or a pick, a wind cushion. Tactile sensations are imprinted in the mem-
ory simultaneously with the visual, auditory and others, complementing
them. The right touch gives the sound the properties of softness, tonicity or
stiffness, dry distinctness. But sound perception is not limited by the place
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where it touches the sound — the body of sound sensation is the whole body
of the performer: breathing, ligaments, vestibular apparatus, expressive
movements. The musical sound of the performer is produced by the move-
ment of the organs of speech, breathing, movements of the hand, requiring
a certain muscle tone. These performing rhythm and intonation means are
colored by individual handwriting and in many respects determine the per-
forming plan of this or that musical piece.

Conclusions. Kinesics and the proceduralism connected with it (move-
ment, formation) connect a person, his thinking and musical art ontologi-
cally. Thus, the category of movement in composing and performing think-
ing is systemic in nature, reflecting the composer’s and performer’s ideas
about the world, musical art, man, philosophical and cultural concepts.

The image of music appears to the man as an image of movement —
composing music, its performance and perception is impossible without
kinesthetic reactions expressed in one form or another. The system of musi-
cal movement (as well as movements, in general) has a multi-level structure,
and several levels, as a rule, are involved in creating complex movements
(N. Bernstein).

The emotional content of a piece of music is comprehended in the pro-
cess of intonation, i.e. following the emotional coloring of each musical in-
tonation in the purposeful movement organized by the composer and the
performer. Thus, the emotional and sensory component is the most import-
ant factor in moving activity in music.

The language of the movements of the human body, formed at the deep
levels of the psyche, corresponds with the musical language. The language
of plastic specifies the figurative meaning of musical and expressive means
to a certain extent.

Expressiveness of the moving sphere is an important part of performing
intonation. Plastic and kinesics exacerbate both performing and listening
perception of music, contributing to the intensification of intonational-fig-
urative comprehension of music.
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cmapuiuil UKAa0ay Kagheopu HApOOHUX IHCMPYMeHmie
Odecwvkoi HayionarbHoi my3uunoi akademii im. A. B. Hexcdanoeoi

MY3UYHO-IHCTPYMEHTAJIBHE COJIO: BIJI JABHIX
OOJIBKIIOPHUX ITPOABIB 10 BAPOKOBUX ®OPM

Mema po6omu. Y cmammi ananrizylomecs WAsSXU 6U3HA4eHHS hieypu
CONBHO20 BUKOHABYSA, CIAMycy IHCMPYMEHMAAbHO20 COA0 Ma 11020 IHCmpY-
MeHmapito 6 icmopuunomy acnekmi. Memodoaoeia docaidncennsa noaseae 6
3aCMOoCy8anHHi KOMNAPAMUBHO20, eCIMEMUKO0-KYAbIMYPON0RIYHO0, ICMOPUHHO-
20, MY3UKO03HA84020 Memodia, AKi ymeopioroms €OUHY Memo00a0i4HY OCHOBY.
Haykoea nogusna cmammi noaseac y eusagénenHi Konkpemuux ginocogcoko-
eCmemu4HUX, COUianbHO-NCUXOA0IMHUX | 8AACHe MY3UMHUX MA MY3UYHO-IH-
CMPYMEHMAAbHUX PaKmopié 6nausy Ha QopMy8anHts JCaHpy IHCMPYMEeHMAaNb-
Ho2o cono. Bucnoexu. [Ipunyun convHo2o iHCmMpyMeHmMAanbHo20 BUCA0BACHHS
opmysascs nocCmynogo y 36’s3ky 3 KoHcoaidayiero iH0ugioyanbHoeo Ha4aia y
ekazanux acnekmax. Came 6 My3uuHO-IHCMPYMEHMANbHIL chepi npoepecyroui
NPUHYUNU CONNOBAHHA POPMYSAU 8eKMOPU PO3BUMKY MY3UHHO20 MUCACHHS 8
yinomy. Mixc convHumu 6ucao08reHHAMY IHCMPYMeHmie (apmucmie) i Hcanpom
IHCMPYMEHMAanbHO20 COA0 — MPUBAAUN ICMOPUHHULL WAAX | AKICHA mpaHcgop-
Mayis KOHIMUBHO20 NOPAOKY.

Karouoegi caosa: mysuuno-incmpymeHmanvHe coao, COAOBAHHA, IHCMpY-
MEeHMAanbHe 8UKOHABCMB0, MY3UYHUI IHCMPYMeHmapiil, aeoH, ocooucmicms,
apmucm, IHCMpYMeHmMAanbHUil NPohecionaniam, KoHyepm.
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