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ACTUAL MUSICOLOGICAL APPROACHES TO THE PHENOMENON OF
MUSICAL RHETORIC.

The purpose of this article is to analyze the essence of rhetoric as a multifaceted phenomenon and to identify the
specifics of its development at different historical and cultural stages, as well as to study the modification of views on musical
rhetoric. The research methodology is based on the historical-bibliographic method, systemic, comparative and analytical
approaches are attracted. The scientific novelty of the work is to expand the notion of musical rhetoric as a semiotics-
culturological field of the scientific interests of musicology; in the study of logic and the causes of changes in scientific
knowledge in relation to musical rhetoric; in an attempt to generalize the most relevant developments of the problems of musical
rhetoric. Conclusions. The breadth of the boundaries of musical rhetoric, the diversity of approaches to this phenomenon, the
multidimensional nature of its perception and research evaluation are also established, and the non-alignment, inconsistency of the
basic positions of musical rhetoric is also pointed out. Attention is drawn to the fact that the study of musical rhetoric from the
point of view of the theory of language and musical-speech activity, that is, from the semiotic position, in the modern period
acquires the character of a stable and constantly evolving trend. The understanding of musical rhetoric as building a certain
semiotic model of music is being actualized, in which a special figurative and semantic unit is taken as the basis — a musical-
rhetorical figure — a peculiar composition-sound idiom.
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Uy Benwvghen, acucmenm-cmasicucm ragedpu convrnoeo cnigy Odecvkoi HayionanvHol mysuunoi axademii im. A.B.
Heswcoanosoi

AKTYaJIbHi MY3MKO3HABYI IAX0AH /10 SIBUIIA MY3U4YHOI PUTOPUKH.

MeTo10 maHOi cTaTTi crae 3AiMCHEHHsS aHaJi3y CYTHOCTI PHUTOPHKH SIK 0araTorpaHHoro ()eHOMEHa Ta BHSIBICHHS
cnenudiku i pO3BUTKY Ha PI3HUX ICTOPUKO-KYJIBTYPHHUX €Tarax, a TaKOX JOCHIIKeHHS Moau(ikamii MOTISAIiB HA MY3UYHY
putopuky. MeTom0J10Tis POGOTH CITUPAETHCS HA ICTOPHKO-0i0miorpadigHIii METO, 3aTy9alOThCsl CHCTEMHHN, KOMIapaTHBHAN
Ta aHamiTHYHUK minxoxn. HaykoBa HoBHM3HA poOOTH mojsirae: B PO3MIMPEHHI YSBICHb PO MY3HYHY PHUTOPUKY SIK IIPO
CeMIOTHKO-KYJIbTYPOJIOTIUHY I'aly3b HAYKOBUX IHTEpECiB My3MKO3HABCTBA; y BUBUCHHI JIOTIKH Ta IIPUYHMH 3MiH HAYKOBOTO 3HAHHS
10 BIHOIICHHIO JI0 MYy3WYHOI PUTOPHIIL; B CIIPOOI y3araibHCHb HAWOUIBII aKTyadbHAX PO3POOOK MPOOIIEM MY3HUHOI PUTOPHKH.
BucHoBKH. BCTaHOBIIOETHCS MIMPOTA MEK MY3HYHOT PUTOPUKH, PI3HOMAHITTS MiJXO/IB JI0 IbOT0 (heHOMEHa, OaraToacreKkTHICTh
HOro CHpUIHATTS Ta HAYKOBO-IOCIIJIHHUIBKOI OLIHKH, TaKOXX BKAa3YEThCSl HAa HEY3rOJKEHICTh OCHOBHHMX IO3MI MY3W4HOT
PHUTOPHKH. 3BEPTAETHCS yBara Ha Te, L0 JOCII/KEHHsI My3UUHOI PUTOPUKH 3 TOYKH 30pYy T€Opil MOBU Ta My3WYHO-MOBJIEHHEBOT
IUSUTBHOCTI, TOOTO 3 CEMIOTHYHOI TO3HUIIIT, B Cy4aCHHUH rmepio HabyBae XapakTepy CTIMKOT TeH/ICHIIIT, 10 MOCTIHHO PO3BUBAETHCSI.
AKTyaizyeTbcsi pO3yMiHHSI MY3UYHOI PUTOPHKH K Ti€l, 0 BUOYJOBY€ NEBHY CEMIOTHYHY MOJIENIb MY3HUKH, B SIKIH 32 OCHOBY
OepeTbest 0cobrBa 00pa3HO-CMHUCIIOBA OIMHUIIA — My3UYHO-PHTOPUYHA (irypa — CBOEpiHA KOMIIO3HUIIIITHO-3BYKOBA i1ioMa.

Kaiodosi ciioBa: 3arasibHa pUTOpHUKa, My3MYHa PUTOPHKA, PUTOPUKA (POPMH, MY3UIHO-PUTOpHYHA (irypa, CeMiOTHYHA MOJIETb.

Ycy Benwgpen, accucmenm-cmagicep xageopvl convrozo nenus O0ecckoii HAYUOHATLHOU MY3bIKAAbHOU aKademuu
um. A.B. Hesrcoanosoti.

AKTyajJbHble MY3bIKOBeI4YeCKHe MOIX0AbI K ABJIEHUI0 MY3bIKAJILHONH PUTOPUKH.

Henbio naHHOIi cTAaTbU CTAHOBUTCS OCYIIECTBICHHE aHAJM3a CYIIHOCTH PUTOPHUKH KaK MHOTOTPAHHOTO (peHOMEHa U
BEISIBIICHHUE CIICIIU(UKH €€ Pa3BUTHSA HA Pa3HBIX HCTOPUKO-KYJIBTYPHBIX 3TallaX, a TAak)Ke MCCIETOBaHUE MOAN(DUKAIIINH B3TISI0B
Ha MY3BIKaJbHYIO PHTOPUKY. MeTomoa0rusi paboTel ONHMpaeTcss HAa HCTOPHKO-OMOimorpadudeckuii MeToJ, MpPUBIIEKAOTCA
CHUCTEMHBIH, KOMIIAPATHUBHBIH M aHANUTHYCCKHH Moaxoxpl. HayyHasi HOBH3HA pa0OTHl 3aKIIOYacTCS B PACHIMPCHHU
NPE/CTAaBICHUI O MY3bIKAJbHOM pPUTOPHKE Kak O CEMHOTHKO-KYJbTYPOJOTHYECKOH O00JacTH Hay4HBIX HWHTEPECOB
MY3bIKOBE/ICHHS; B M3YYCHWH JIOTMKW M NPUYMH M3MEHEHHWIH HAy4YHOTO 3HAHUs MO OTHOMICHHWIO K MY3BIKQILHOH PHTOPHKE; B
TIOTIBITKE 00O0OLIEHUI HanboJyiee aKTyaldbHBIX pa3pabOTOK MPOOJeM MY3BIKaIbHOW PHUTOPHKH. BbIBOABI. YcraHaBiIMBaeTcs
HIMPOTa TPAHUIl MY3bIKaJIbHOH PUTOPHUKH, MHOT00Opa3ue MOJXO0J0B K 3TOMY (PEeHOMEHY, MHOTOACIIEKTHOCTD €r0 BOCIIPHATHS U
HAy4YHO-HMCCIEJ0BATENbCKON OLIEHKU, TaKXKe YKa3blBae€TCSl HAa HEBBICTPOCHHOCTb, HECOIIACOBAHHOCTH OCHOBHBIX TO3UIMN
MY3BIKaTbHON puTOopuKH. ObpamaeTrcs BHUMaHHE Ha TO, YTO HCCIIEIOBAHHE MY3BIKAJIBHOM PUTOPHKH C TOYKU 3PEHHUS TEOPHU
S3bIKa M MY3BIKQJIFHO-PEYEBON AEATENBHOCTH, TO €CTh C CEMHOTHYECKOW MO3WIMH, B COBPEMEHHBIN NEpHoA NpHoOpeTaeT
XapakTep YCTOHYMBON M MOCTOSHHO Pa3BUBAIONICICS TEHACHIMU. AKTyalu3UpPyeTCs TTOHMMAaHUE MY3BIKAJbHON PUTOPUKU KaK
BBICTPAWBAIONICH OMPEHCICHHYI0 CEMHOTHYECKYI0O MOJETh MY3BIKH, B KOTOPOH 3a OCHOBY INPHHHMAeTcs ocobas oOpasHo-
CMBICJIOBAs €IMHHIIA — MY3BIKATEHO-PUTOPHYIECKas Gurypa — cBoeoOpa3Has KOMIIO3UITHOHHO-3BYKOBas HANOMA.

KnioueBble ciioBa: o0mast puTOprKa, My3bIKallbHasi pUTOPHKA, PUTOPUKa (OPMBI, My3bIKaIbHO-pUTOpUUECKas Gpurypa,
CEeMHOTHYECKasi MOJENb.



Relevance of research topic. In contemporary musicology, of the constant interest is
the study of the music contents and the methods of its realization are invariably of deep
interest. The study of the relationship between the content and the means of music can be
studied either from the means that can serve the achievement of this content-expressive
effect, or on the part of the content-expressive effects, the implementation of which is
capable of serving this medium. In any case, one of the most promising methods of solving
this problem is the conversion to rhetoric, which, on the one hand, organises the expression
of content in ordinary speech, and, on the other, lies at the very core of a special system of
musical means, called musical rhetoric.

Rhetoric is a necessary part of "the functioning of any language system and is
especially important in art due to image-bearing purpose and imagery regulation of its
language means" [9]. Therefore, it is important to determine the paths of musical rhetorical
knowledge, which would enable us, first of all, to approach the deep settings that form the
corresponding phenomena of art and culture in general. Also, the relevance of our study is
seen in the ability to consider the phenomenon of rhetoric in musical perception as a
scientific and theoretical problem, especially since this phenomenon is still not sufficiently
studied in the national musicology.

Analysis of studies and publications. The theoretical basis of this article is the
research grouped in two main "blocks" of problems: first, connected with general rhetoric
and enlightening it from the point of view of historiography (V. Golubev [4], V. Toporov
[11], or concentrating on selected aspects of this phenomenon (S. Averintsev [1], M.
Gasparov [3], U. Eco [14]); secondly, considering issues of musical rhetoric as a general
theoretical plan (M.Aranovsky [2], A.Samoilenko [10], V. Kholopov [12, 13] etc.), and in
connection with certain epochs, style directions, and composers (O. Zakharova [7], S.
Druzhynin [5], J. Druskin [6], Yu. Kon [8], D. Prysyazhnyuk [9], and others).

The purpose of the given article is to analyze the essence of rhetoric as a multi-
faceted phenomenon and to identify the specifics of its development at different historical
and cultural stages, as well as the study of the modification of views on musical rhetoric.

Statement of basic materials. Rhetoric (from Greek rhetorike to flow, pour) has been
existing for thousands of years. This concept is first and foremost associated with the art of

eloquence, the ability to express the thought clearly, convincingly, expressively and



"beautifully". Having a great command of language has always been highly valued and
considered as part of the common culture of a man. Rhetoric also created a developed system
of rules for creating speech, the choice of its material, aimed at rational expression of the
phenomena of life. According to M. Gasparov, rhetoric taught human beings to divide the
world around the word, "to highlight in it the themes, submes, motives, to break them in
adjacency and similarity, to place and connect them in harmoniously structured schemes" [3,
55].

The center of the interests of rhetoric in the past and in present are ways of
constructing artistically expressive speech, first of all, prosaic and oral. Here, rhetoric is also
opposed to poetics studying poetic speech, and grammar oriented to the study of "natural
(aesthetically unmarked) speech, and hermeneutics dealing with the understanding of the
text. However, this does not mean the absence of intersections between the named areas of
humanitarian knowledge. For example, it can be noted that there is a close connection
between rhetoric and hermeneutics: when reading a work of art, the reader enters into
dialogue with the author through the text, and perception and comprehension become the
hermeneutic consequence of rhetoric, its original response.

Rhetoric as a science to convince (we immediately note that this rhetoric formula was
suggested by Aristotle and Apollodorus, in the theory of Roman eloquence, for example, the
guintessence of Quintillian was more popular about rhetoric than about art of eloguence, that
is, impressing [4]), fulfilling a large-scale task: transforming objects and phenomena in a
word, which means that in the center of the rhetorical concept a speaking man is homo
loguens. Thus, rhetoric assumed control over all stages of the process of transforming of an
object into a word. There are five stages in classical rhetoric (inventio, dispositio, elocutio
memona, actio) and all of them are based on the general base persuasio, which is translated
from Latin as a belief, therefore the rhetoric, as we have said above, is often interpreted as a
science of persuasion, or science to convince

Ancient rhetoric was mastered in the Middle Ages and enjoyed great prestige, being
among the seven "elected sciences." The Renaissance and the periods of domination of
individual artistic trends followed by it (Mannerism, Baroque, Classicism) devoted
significant attention to rhetoric, which is witnessed by numerous French, German, Italian
(and not only) treatises of the 16th - 18th centuries. At this time, especially in the

seventeenth century, rhetoric, on the one hand, tends to universalize, discovering links with



the emerging "logical" grammar, and, on the other hand, turns into an instrument capable of
capturing a rather thin differentiation of aesthetic installations [4].

In the era of romanticism, rhetoric with its normative-didactic tendencies begins to be
perceived as an exploded canon, impeding free creativity, as a discipline of a scholastically
cathologizing type, incapable of penetrating the ideas of historicity, impeding the new
principles of verbal art, and as science comes to a state of decline at the beginning of the
nineteenth century . However, since the 1960s the flowering of rhetorical knowledge, which
has found for itself a new ideological and scientific context, begins again. It becomes one of
the fastest and most productive disciplines in the philological cycle. This period in the
history of rhetorical knowledge is often referred to as "rhetoric generale” or "general
rhetoric”. The formation of a new type of rhetoric is primarily due to linguistic factors,
through which it is included in the circle of semiotic disciplines and in the sphere of
culturological problems.

Umberto Eco in "The Missing Structure” writes: "Rhetoric does not describe outgoing
cases of rhetorical figures that can not be assumed by any set of psychological or any other
expectations, it describes only those techniques, thus very unexpected, that the set of
listening expectations all in all can accommodate. Unlike poetic discourse, which, based on
the minimal doses of redundancy (to a minimum, taking into account the expectations of the
recipient), induces the consumer into the effort of interpretation, the reappraisal of codes —
and this is one of the essential characteristics of contemporary art — rhetoric, rejecting
extremes, strengthens the weighted type of speech, controlled unexpectedness "[14, 129].
Such a long quotation was needed not only to demonstrate U. Eco's non-trivial approach to
the phenomenon of rhetoric, but also to point to a broad understanding of the author's
rhetoric as a linguistic pragmatist, or to speech studies as a whole.

The presented historical view of the habits of rhetoric helps to come to the
following conclusions:

- firstly, rhetoric as a science examines the centuries-old culture of an effective
word. Rhetoric is at the same time the art of speech and the theory of this art, a discipline
based on a rich cultural tradition;

- secondly, as the center of the rhetorical concept is generally set up by a speaking
man — homo loguens, which points to the anthropological cut of this area of scientific

knowledge, rhetoric can also be perceived as an optimizing mechanism of human



communication (as "a set of rules required by the organization of the spiritual being" [7 ,
12]) through which cultural meanings and human symbols are transmitted,;

- thirdly, there is a multifunctional rhetoric that provided it with its existence in new
modern conditions, which suggests the universality of rhetorical knowledge, which is
characterized by a special "approach to the generalization of reality"” [1];

-fourthly, if one considers rhetoric as a generalization of speech as a study of the
phenomenalization of language in a society, then it becomes apparent that its area is an
essential part of the theory of social communication.

Music rhetoric is much younger than general rhetoric. If the general rhetoric from
the very beginning was understood as a practical science, giving theoretical substantiation
to its positions, then, on the contrary, musical rhetoric remained for a long time only a set
of rules of composition of music, related to rhetoric in the most general terms.
Nevertheless, in the historical development of musical and general rhetoric, there are
common moments. One of these intersections can be rightly attributed, for example, to the
fact that the nineteenth century, as well as for ordinary rhetoric, went without the very
active development of this science. In addition, we can not but mention the subsequent
splash in the development of musical rhetorical knowledge associated with the twentieth
century. This fact is obvious for general rhetoric.

The historical development of rhetoric, according to V. Toporov, undergoes two
stages — "classical™, marked by the formation and subsequent degradation of its cultural-
genitive functions, and "nonrhetorical” (since the 1960's), when the rhetoric "is included in
the circle of semiotic disciplines" and Reactates "the sphere of culturological problems"
[11, 417]. The intense revival of rhetoric in the twentieth century is associated with its
widespread use in the sociocultural environment and the manifestation of its practical
essence in the processes of modern communication. The prerequisites for this
development were noted by O. Zakharova, one of the most authoritative researchers in the
musical rhetoric: "Rhetoric played an important role in securing semantics, the
development of a musical "vocabulary", for the first time with such fullness and power
that revealed the ability of music as an expressive language ... In this sense, musical
rhetoric really can be considered a historical predecessor of the semiotic method in
musicology "[7, 9].

The individual vector of development in the field of musical rhetoric is associated with



authorial approaches to this phenomenon. So the first significant circle of researchers, who in
their works pay attention to the development of musical and rhetorical techniques, appears
throughout the 17th century. Essays of I. Burmeister, A. Kircher, 1. Bernhardt, [.K. Printz etc.
give general information about the location of the material, in analogy with the rules for the
location of the material of ancient speech. The merit of these authors is also the definition of
the thesaurus of musical-rhetorical figures, which summarized the previous compositional
experience. In addition, in some treatises, judgments about the relationship of musical
rhetoric with the expression of music of different styles (I. Bernhardt) [5].

Actually rhetoric becomes later the science of music, in the Bach era, when its results,
principles were generalized, a classification of techniques was developed. The principles of
musical rhetoric and their aesthetic evaluation were most clearly formulated by I. Matteson.
He created a classification of musical figures, referring to the ancient rhetoric, the definition
of a more developed scheme of musical material and the role of rhetorical accents in his
representation [5].

The further stage in the development of musical rhetoric is connected with the name of
I. Forkel. He considered musical rhetoric as a single system, the techniques of which, unlike
I. Matteson's musical rhetoric, are observed only on examples of instrumental music.

The 20th century gave birth to a new wave of interest in musical rhetoric. A.
Schweitzer, B. Yavorsky do not use rhetorical terms when studying music of S. Bach, but
they consider the meaning of the motifs in the vocal-choral and chamber-instrumental genres
of the German composer, which represents an actual aspect of the musical rhetoric.

The following review of methodological approaches to the phenomenon of musical
rhetoric at the current stage indicates not only the multidimensionality of the problematics of
this phenomenon, but also causes two main lines of research paths within the framework of
the declared.

The first line is represented by a few works, the value of which is in a direct
examination of the main aspects of musical-rhetorical knowledge. They included a
monography of J.Druskin "About rhetorical receptions in music of I. Bach. "The author
describes in detail the musical and rhetorical figures in the work of the German composer (he
develops his own classification of motifs of figures (motives for detour, repulsion, etc.)),

dispositions, rhetorical accents. The latter musicologist considers from the point of view of



artistic possibilities in a musical-rhetorical statement that helps to perform the composer's
music authentically, in accordance with the artistic practice of his epoch [6].

Another work that presents the first direction is "Rhetoric and Western European
Music of the 17th - the first half of the 18th century" by O. Zakharova, in which traditional
rhetorical figures and peculiarities of their semantic reading are examined in detail. These
include the classification of figures, the study of the principles of rhetoric in Western
European music of the 17th - 18th centuries, and the study of musical rhetoric techniques in
G. Schiitz's music and in the clavier music of the eighteenth century [7].

The second line is represented by a number of articles, the research thought in which
1s engaged in the study of separate, but no less serious aspects of musical rhetoric.

Inside this direction, the scientific sources can be differentiated according to the
following parameters: articles concentrated on the creativity of a particular person, and
comparative works that do not limit themselves to reasoning about the poetics of one author.
The general for both lines becomes the presence of significant theoretical reasoning.

A vivid confirmation of the first direction is the articles by A. Kandinsky — Rybnikov,
V. Steinhardt, L. Kirillina, E. Chigareva; the second — 1. Barsova, V. Kholopova, M.
Katunyan, M. Lobanova, Yu. Petrova and others.

Thus, the characteristic intonations expressed in musical-rhetorical figures
implementing the verbal text of musical works are considered in the context of the works of
V. Mozart (E. Chigarev), L. Beethoven (L. Kirillina), G. Schiitz (V. Steinhardt), questions
Artistic-rhetorical forms are accentuated within the genre of clavier sonatas in the work of D.
Scarlatti (Yu. Petrov, A. Kandinsky-Rybnikov). The latter can be attributed to V. Kholopov's
thesis "On prototypes of functions of musical form", in which the disposition is considered
as a prototype of the classical sonata form. Here also we study the relationship between the
general compositional functions and the sections of the location of the musical material.
Such a study allows us to draw a conclusion on the connection between rhetoric and the
formation of a classical musical form [13].

In the area of artistic rhetorical form, the article by Yu. Kon is of value to L
Stravinsky's "Holy Chant". In it the musicologist introduces the concept of "rhetoric of
form", which denotes the component of musical rhetorical statement, which is conditioned

by rhetorical disposition. Yu. Kon notes the importance of the form's rhetoric in the creation



of a "special emotional and artistic tone, which is aimed at achieving within the framework
of a holistic work". This tone is expressed through "engaging in one piece of various
historical musical styles" — the Venetian polyphonic school of the 16th century and serial
music of the 20th century. The means of different historical styles form the content of
different parts of the form of rhetoric and thus express the conviction of a musical and
rhetorical statement "about a completely special establishment, the form of the world", its
eternity [8].

In the studies of M. Lobanova and Yu. Petrov, the problem of musical rhetoric comes
in contact with the categories of aesthetics, poetics, language, words, meanings, and
elements of mathematics. Receptions of musical rhetoric are considered in conjunction with
the principles of representation, antithesis, games characteristic of the style and genre system
of musical baroque.

The analytical articles by I. Barsova are the continuation of the theme/topic (based on
the other material), in which the fundamental question of the existence of the rhetorical type
of creativity is raised, the problem of etymology of rhetorical figures is considered, the
rhetorical tradition itself is "encrusted" in a historical context, presenting itself as alive,
mobile

The textual section of musical rhetoric is presented in the study of M. Aranovsky's
"Musical Text: Structure and Properties". The author studies in his work the principles of the
functioning of musical structures influencing the listener "regardless of reflection". The
problem of modern semantic reading of rhetorical figures perceived by professionals in the
context of conscious (or spontaneous) reflection.

The researcher, theoretically speaking about the specifics of the musical text, noted
that all musical texts form a special "vertical paradigmatic structure, where each new text is
equivalent (by certain attributes) to the preceding", "musical texts (and works) ... do not
continue but repeat each other" [2, 76-77]. These arguments have revealed a certain pattern
of the emergence of stable stereotypical formations in the musical themes, which preserve
the circle of initially set values when included in various artistic contexts. These formations
have been called migratory intonation formulas. In addition, M. Aranovsky reveals the
mechanism of formation of such stereotypes in the domestic environment, which manifests

itself through the repetition of certain "etiquette formulas" [2, 106-107]. The musicologist



also differentiates stereotypical structures and divides into contextual (for example, leitmotif)
and non-textual: signs of genres (for example, dotted marching rhythms, swinging melody
shapes of the lullaby, specific chordate chorus texture, etc.), individual turns with a fixed
expressiveness, typical for a certain musical style or individual orchestral writing [2].

The described methodological approaches are far from being exhausted by the
presented works. At the turn of the 20th and 21st centuries, a significant number of studies
appear that deal with questions relating to images, non-musical concepts expressed in
musical figures; learn the techniques of articulation, explained as special figures of musical
rhetoric, and the action of musical rhetoric techniques on the possibility of performance;
indicate the origin of musical rhetorical figures from migrating intonational formulas, which
in turn are caused by intonations of ordinary speech, etc. Among them are the works of 1.
Rozanova, A. Aleksandrov, M. Arkadiev, V. Nosina, L. Shaimukhametova, S. Shyp and
many others. The listed musicological approaches allow to interpret rhetoric as a system of
signs associatively linking non-musical senses with its sound prototype based on code that
has certain structural and semantic functions and performs a communicative function in
transferring information from the composer to the listener, from the composer to the
performer and from the performer to the listener.

The results of studying the phenomenon of musical rhetoric from the point of view
of actual musicological approaches allow us to talk about:

- the breadth of the boundaries of this semiotically-culturological field of the
scientific interests of musicology, in the circle of which there are scientists with different
positions, and, consequently, the diversity of the approaches presented, the
multidimensionality of perception and research evaluation, as well as the non-alignment,
inconsistency of the basic positions of musical rhetoric;

- interdisciplinary orientation of musicology of the 20th - beginning of the 21st
centuries, which determines its active interaction with related sciences, among which the
primacy rightfully belongs to linguistics. The study of rhetoric from the point of view of the
theory of language and musical-linguistic activity, that is, from the semiotic position, in the
modern period acquires the character of a stable and constantly evolving tendency;

- the construction of a certain semiotic model of music, placed in a broad
informational-sign-oriented context, in which a special figurative-semantic unit is taken as

the main category;



- considering as the initial model of the musical-rhetorical figure with all its
attributes — repetition in different texts, formulaicity, the relatively stable value, and the
stability of the external form, which allows it to be treated as a special composite-sound

idiom (intonational pattern) for storage, transmission and processing of information.
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