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JUSTIFICATION OF THE SEMIOLOGICAL APPROACH TO THE
PROBLEM OF MUSICAL MOTORITY.

The purpose of the work is to identify the ability of musical motority to be a “sign of a higher order”; carrying out a
comparative characteristic of musicological definitions and classifications of the notion of "sign". The methodology of the
research. Consideration of a musical motority as a peculiar system of signs leads to the use of a semiological method that allows
to determine the denotation of motor notions in music. Scientific novelty. The author’s research position is determined by the
recognition of a special semantics of musical motority, that is of specific meanings that arose in the process of its formation and
evolution, and address perception to a wide range of extra- and intromusical phenomena. Conclusions. On the basis of the
theoretical-analytical work that was carried out, it is proposed that the structural-semantic formulas of musical motority are sign-
significant formulas in which a sign as an objective, materialized expression (embodied in sound or in musical graphics) can be
separated from meanings, that is to say a structural and a semantic functions of the sign can exist separately from each other.

Keywords: semiotics, sign, musical sign, musical language, musical motority.

Boponoecvka Onvea Bonooumupiena, xanouoam mucmeymeosnagcmea, ooyeum,0oxmopanm Qoecbkoi HayioHaATbHOT
Mmy3uunoi akaoemii im. A. B. Hearcoanosoi

OOrpyHTyBaHHS €ceMi0JIOTiYHOTO0 MiAX0AY A0 MP00IeMH My3MYHOI MOTOPHOCTI.

Meto10 poOOTH € BHSBIEHHS 3AaTHOCTI MY3MYHOI MOTOPHOCTI BHCTYNATH «3HAKOM BHIIOTO IOPSAKY»; IPOBEACHHS
MOPIBHSUIBHOI XapaKTEPUCTHKN MY3MKO3HABUMX BHU3HAYEHb 1 Kiacudikamid MOHATTA «3HaK». MeTomoJioris AoCTigKeHHs.
Po3rran My3WuHOI MOTOPHOCTI SIK CBOEDIIHOI CHCTEMH 3HAKiB BejAe 0 3aCTOCYBAHHS CEMIOTHYHOTO METOJY, IO JO3BOJISIE
BU3HAYaTH [EHOTAaTH MOTOPHHMX 3HAYeHb Y MY3HIIi. HaykxoBa HoBM3Ha. [locnmifHWIBKA IO3MIIS aBTOpa BHU3HAYAETHCS
BHU3HAHHAIM OCOOJMBOI CEMaHTHKH MY3UYHOI MOTOPHOCTI, TOOTO CrieU(iYHNX 3HAYEHB, [0 BUHHUKIHU Y Tmporeci 11 popMyBaHHS
Ta eBOJIIOLIT, 1 aPECyIOTh CHPUIHATTS J0 NIMPOKOrO KOJIa €KCTpa- i IHTPOMY3WYHHX siBHIl. BucHoBku. Ha ocHOBI mpoBeneHol
TEOPETHKO-aHAIITHYHOT POOOTH TNPONOHYETHCSI BUCHOBOK, IO CTPYKTYpHO-CEMaHTH4YHI (OPMYIH MYy3MYHOI MOTOPHOCTI €
3HAKOBO-3HAUyIIMMHU (OPMYJaMH, B SIKMX 3HAK SIK NPEJMETHUH, MarepianizoBaHuil BuUpa3 (BTUICHHH B 3By4aHHI a00 B HOTHIM
rpadimi) MoXxe BiIOKPEMIIIOBATHCS BiJl 3Ha4€Hb, TOOTO CTPYKTypHa Ta CeMaHTH4YHa (QyHKIIi 3HAKY MOXYTb ICHYBaTH OKpPEMO
OJIHA Bij OJHOI.

KoarouoBi ciioBa: cemioTnka, 3HaK, My3U4HHUI 3HaK, My3UYHa MOBA, , My3U4Ha MOTOPHICTb.

Boponoeckas Onvea, kanouoam uckyccmeoseoenus, ooyenm, ookmopaum (O0eccKoll HAYUOHANLHOU MY3bIKAIbHOU
akademuu um. A. B. Heacoarnosoti

O60ocHOBaHNE CEMHOJIOTHYECKOT0 MOAX0/1a K MPo0JieMe My3bIKaJIbHOH MOTOPHOCTH

Lear paGoThl - BBISIBICHHE CIHOCOOHOCTH MY3BIKAUIBHOH MOTOPHOCTH BBICTYNATh «3HAKOM BBICHIETO IIOPSAKA»;
NIPOBEJICHUE CPABHUTENBHONH XapaKTEPUCTUKH MY3BIKOBEAYECKUX OINpPENENeHNH M KIacCU(PHUKAIMH  IMOHATHA «3HAK».
Metonosorusi mucciaeqoBaHusi. PaccMOoTpeHHe My3BIKQUIBHOH MOTOPHOCTH KakK CBOEOOpA3HOM CHCTEMBbI 3HAKOB BEIET K
MIPUMEHEHNIO CEMHMOJIOTMYECKOTO0 METOa, MO3BOJISIOIIETO ONPEIeNsATh JAEHOTaThl MOTOPHBIX 3HAaueHWH B My3bike. Hayunasi
HOBH3HA. VccneoBaTenbekas NO3UIMS aBTOpa OIpeNesieTcs IPU3HAHNEM OCOOCHHON CEMaHTHKH MY3bIKaJbHOH MOTOPHOCTH,
TO €CTh CHenn(pUUIECKUX 3HAYCHUH, KOTOpbIE BOSHUKIIM B Tpoliecce e€ (OPMHUPOBAHUS U IBOJIOLNH, U aJPEeCyIOT BOCIPUAITHE K
IIMPOKOMY KpYIy €KCTpa- U HHTPOMY3BIKAJIBHBIX siBICHUI. BbiBoAbI. Ha OCHOBE NpOBENEHHON TEOPETHKO-aHAIUTHUYECKOMN
paboThl mpezyiaraeTcsi BBIBOJ O TOM, YTO CTPYKTYPHO-CeMaHTHUeCKHe (OpMYJIbl MYy3bIKaJbHOW MOTOPHOCTH SIBJISIOTCSI 3HAKOBO-
3HAYUMBIMU (HOPMYyJIaMH, B KOTOPBIX 3HAK KaK MPEIMETHOE, MaTepHUAIM30BaHHOE BhIpakKeHHE (BOIUIOLICHHOE B 3ByYaHHUU WU B
HOTHO#1 rpaduke) MOXKET OTIENAThCS OT 3HAYCHUIL, TO €CTh CTPYKTYPHAs U CeMaHTHYecKas () yHKIMH 3HaKa MOTYT CYIIECTBOBATh
OTJEJIbHO OJHA OT JAPYTrOM.

KaioueBble ci10Ba: ceMHOTHKA, 3HAK, MY3bIKAJIbHBIN 3HAK, MY3bIKaJIbHBIN SI3bIK, My3bIKaJIbHAS MOTOPHOCTb.

Relevance of the research. Identifying the connection between music and plastic has
become relevant in modern musicology. This relationship is determined by a biological

human nature, which has two ways of sensorimotor self-expression - sound and motional. At



the same time, there is a reverse interaction - movement is a source of music and "the most
Important means of modeling a musical language™ (V. Medushevsky). This thesis makes our
appeal to semiotics - the science of the operation of sign and code systems - fully justified.

The purpose of this article is to identify the ability of musical motority to be a "sign of
a higher order"; to make a comparative description of musicological definitions and
classifications of the notion of "sign".

Analysis of research and publications. The statement "musical language" is widely
used nowadays in scientific and publicistic genres, in pedagogical and in musical-performing
practice. One of the reasons for the musicologists to turn to semiotics (in the 1970s-80s of
the 20th century) was the desire to answer the question about the relationship of a material
plan of music with its semantic content, a research way of V. Medushevsky is an example. It
should be admited that with all the diverging views of researchers and the terms they use,
most of them agree on the main thing — they acept the use of the term "musical language" in
its semiotic sense as valid and legitimate. We also accept the approach to a musical language
as a "generative system based on stereotypes of connections” [1, p. 106].

Statement of the main material. Nowadays there is a huge number of independent
areas of semiotic research - these are general semiotics, semiotics in the branch of the exact
sciences (mathematics, logic, information theory), biological semiotics, linguistic semiotics,
cultural studies (including art history) semiotics, etc. Regarding to art, semiotics is "the
science of functioning of the languages of art, the principles of the construction of works of
art" [11, p. 4].

The term “semiotics” appears in the XVII century in the philosophical literature of J.
Lock. In the twentieth century semiotics is developing in connection with the theories of
information and systems. The researcher who is going to apply semiotic methods to the
analysis of music is faced with a choice whether to rely on the principles of general
semiotics, informatics, linguistics or structuralism. In our study we will use a system of ideas
about a sign that is more characteristic of a general than a linguistic semiotics.

With all the difficulties of applying a semiological approach in our reseach, it has
indisputable advantages. First of all, it gives the possibility of including the phenomenon of
musical motority in the sphere of sign systems and identifying in it the actions of some
common laws with them. And also consideration of musical motority from the point of view

of music perception, especially since at this historical moment there is a “total semiotisation



of the process of music perception” [3, p. 82]. The most important semiotic setting for us is
the consideration of musical motority as a sign system, all elements of which have a
semantic significance, that is they are capable of reporting what is outside of them.

The most difficult question of musical semiotics is as follows: what exactly should be
considered musical signs and how to classify them? Various positions of researchers in this
matter are observed. There are three main points of view.

The first. Musical language is characterized by total sign nature. Based on the Charles
Pierce’s theory, V. Kholopova offers a certain systematics of signs, finding an analogue to
iconic signs in emotionally expressive (voice and motor) signs. She considers signs as
phrases with a fixed meaning, the emotional states of which have become the denotations. In
addition to them, V. Kholopova also distinguishes sound-figurative signs-indexes and
conceptual signs-symbols [18, p. 160]. Considering the issue of the visual series in music she
writes: “Music as art is a composable time process, it has the ability to display the subject of
external reality by a typical movement of this object, in a temporary process typical for it, by
reconstructing this movement, process, rhythm. This is a reflection of an object by
contiguity, by a separate attribute, that is in the sign form of the index "[17, p. 21].

Similar types of signs — iconic, index, and conventional — are highlighted by S.
Maltsev. In his study "The semantics of the musical sign" [10] iconic signs are also main in
music. In confirmation of this, the researcher refers to the data of modern experimental
psychophysiology, that prove the fact that a person's emotion can be judged due to the
combination of its symptoms - speech expression, emphatic movements, vegetative changes
(pulse rate, respiration). Music, modeling these signs, is capable of transmitting information
about emotional processes. Exactly this ability makes it possible to consider musical
motority as a sign phenomenon. Iconic signs emerge as "an association of similarity between
a sign and a denotation through musical intonations that simulate the intonations of human
speech (vocalise) and musical rhythms that simulate the rhythms of human movements, as
well as the rhythms of breathing and pulse” [12, p. 182].

Even more complicated classification of signs is given by V. Medushevsky. He
considers musical intonation as a linguistic semantic element. Its classification is based on
five principles: "the material and constructive properties of signs, the nature of their
meanings, the type of connection between a sign and meaning, their definition as specifically

and non-specifically musical, a measure of proximity to language or speech” [11, p. 11].



The second point of view. Music has the properties of language but does not have a sign
nature, that means it is a language without signs - "non-sign semiotic system" [1, p. 104]. But
this point of view is discarded by numerous evidence: the presence of musical phenomena
that have an undoubtedly sign character.

Third. Two types of communications coexist in music - “sign” and “non-sign”. In this
case the existence of a group of especially persistent and semantic stereotypes defined in
their meanings is allowed - these include leitmotifs, motor intonation symbols, and so on. Y.
Kohn believes that the constancy of individual phrases may also arise on the basis of tempo-
rhythmic factors: "In march and dance music rhythmic pattern plays the role of a sign. Being
associated with well-known genres this type of musical sign appearing outside the latter
brightly performs its function " (“generalization through the genre", in the terminology of A.
Alshvang) [8, p. 98]. O. Farbstein writes about this: “The only thing that can be called a sign
in music is the logically connected relation of expressive means that participates in the
process of unfolding “sound thought “and does not allow restructuring” [16, p. 87].
Extramusical links are optional, the relational nature can also be important in terms of purely
musical, internal features. This allows Y. Lotman to speak about the text as a "holistic
musical sign of special content" [9, p. 34].

S. Rappoport offers a kind of compromise point of view, reconciling all previous
thoughts. He believes that “the language of art consists not of artistic signs, but of those
stable methods, means and structures on which these signs and connections are built. Not a
single stable element is able to play the role of such a sign. But there are certain
opportunities for participation in the complex associative action of signs and work of art as a
whole "[15, p. 53]. The author speaks of "unique sign associations™ that arise in each work
based on the stable elements described above. For S. Rappoport, musical signs are invariant
components (stable, similar structures) of a wide variety of iconic objects that are built on the
basis of one language. "Finding invariants in many works, we can consider them signs (or
elements on which signs are built)" [14, p. 18].

I. Volkova defines a musical sign as a “lexics and semantic unit of a musical language,
that has an invariant core, immersed each time in a new intonational context” [5, p. 51]. The
notion "invariant” to a greater extent corresponds to the nature of music as a whole and the

Intonation that occurs in each work in a unique, but recognizable form.



Along with stable elements - invariants - there are mobile music signs in music. V.
Zaderatsky calls them "elements of musical utterance with different meanings." Each such
element carries a certain semantic sign or even several sign messages that are in a complex,
sometimes contradictory relationship. Then "intonation can be perceived as a system of
interaction of sign relations, the interaction of several sub-meaning notions. Complicated
intonation often contains three groups of such sign messages” [6, p. 9]. V. Zaderatsky
classifies them as grammatical, semantic and intrastyle signs. Grammatical signs inform
about the stylistic belonging of intonation to a certain epoch, school, type of thinking.
Semantic signs are the signs fixed in social memory: persistent genre signs or certain
intonational phrases. Intrastyle signs report about the specific features of the author's style.

This point of view allows us to reconcile the two theories of musical semantics -
intonational and symbolic. Among all the statements regarding the definition of a sign, the
most important for our study is the convergence of the intonation and sign theory of the
musical language, where intonation is the main contender for the role of a musical sign. The
main reason for this prerogative is that intonation is complete, has relatively fixed content, is
easily recognized and, that is very important, invariance is inherent to intonation, it means
that a huge number of specific intonation contours are referred to the typical - to the sign.

Semiological approach defines the distinction between the notion of "language” (as the
generating system) and "speech" (as the generated system, a specific text). "Language is a
means of communication and language activity (language action) is the process of
communication itself* [13, p. 214]. The relationships between them are complex and
ambiguous: on the one hand, their functions are opposite - the language acts as a system of
rules, laws, it is stable, constant; speech is fluid, mobile, strives for individualization. At the
same time, they constantly interact: language is the basis for speech, but the phenomena that
occur in speech renew and enrich the language, contribute to its evolution. M. Bonfeld
expressed a very interesting though not indisputable opinion on this matter: “Since a
substrate isn’t identified in music, that is similar with the main parameters of the language,
and the musical fabric is mediated not by signs but by sub-signs, whose meaning is
determined solely by the context, then music is a speech on a non-linguistic basis "[4].
Considering the fact that M. Bonfeld connects the processes of verbalization with the
language, he thus points to the fact of localization of musical thinking in the non-verbal right

hemisphere of the brain.



The next valuable consequence of the appeal to the semiological approach is the focus
of the analysis on the identification of real, life types of musical motority, specific to each
scale level. Their existence is indicated with:

- phonic level, based on sensory images-standards - eidetic pre-language of music;

- intonation level based on the formed intonation and rhythmic formulas, the prototypes
of which were the intonemes of language and movement;

- compositional level based on a wide range of various phenomena - recognition of the
ability of musical motority to report what it is beyond its purely immanent musical
properties, to refer to certain notions, to appeal to life ideas.

All motor sign phenomena play the role of a kind of "switch™ of motor associations in
music, the function of which in the perception of a musical composition, devoid of clarity
and concreteness, is extremely great. The importance of associations is also emphasized by
S. Rappoport, who considers the associative mechanism to be the decisive condition for the
functioning of the languages of art. "To master such languages means to produce some
aggregate of strong associative connections of one's psyche" [14, p. 24]. V. Kholopova,
analyzing the visually plastic associations, considers that the means of creating such
associations are the signs that convey the type of movement or associated with onomatopoeia
(the motor moment combines sound and visual perception: the “sensation” of an object by
the movement of an eye, listening by bundles ”, etc. ) and signs-symbols (program name)
[17].

Semiotics is well known to contain three main aspects of the study of sign phenomena:
syntactics, pragmatics and semantics. These three aspects are similar to the three main
functions of a musical composition highlighted by E. Nazaikinsky. The first one is tectonic,
aimed at organizing a musical text, differentiating its parts and ensuring harmony in general.
The second, communicative, realizes the laid down in the structure abilities to control
perception, to facilitate memorization. The third, semantic, contains the content part, the
meaning of the composition itself.

In music, the notion of "semantics™ was first used by B. Asaf'ev, proposing "in all cases
of close connection of music through unconditionally-shaped intonations with the
surrounding reality, to relate this relationship as an expression of a completely real
relationship to the field of musical semantics" [2, p. 208]. He defines music as the

connection of individual musical phenomena with life types, that is to say uses this notion in



a semiotic sense. However, among other musicologists the term "semantics" was often used
In @ metaphorical sense, as a synonym for the notions "pithiness", "semantic meaning". Only
in the second half of the twentieth century this term acquires a semiotic meaning again.

Let us give some specific points of view of musicologists on the semantics, which we
consider possible to project on the semantics of musical motority:

- V. Kholopova proposes to study the prototypes of forms as sources of semantics, to
compare the principles of morphogenesis with aesthetic studies that dominate in the era of
the emergence of forms;

- according to V. Bobrovsky, the ratio of structural and functional in the composition
reflects the interaction of the syntactic and semantic levels of the work;

- motor semantics is considered as a circle of expressive possibilities of each form that
comes out through the most typical cases of its use in separate genres. This position is
characteristic of V. Zukkerman.

All these points of view, in our opinion, are completely fair. However, we consider it
necessary to note, firstly, that the semantic parameters of motor signs are determined by the
context in which the sign is located. This contributes to the formation of the limits of its
semantic zone. |. Zemtsovsky notes that the implementation of semantics does not occur in
every single element of the musical language, but in "each as a part of the whole" [7, p. 30].

Secondly, it is important to separate the two main sources of semantics: extra-musical
and intramusical (the basis of which are patterns that were crystallized in the composition
itself).

Considering the semantics of the musical-sign means of motorism, we divide it into
conditionally fixed and non-fixed semantics. We say about fixed semantics when there are
dictionaries that establish non-rigid ratios of specific musical "gestures" with a certain range
of phenomena that they denote. Non-fixed semantics of motority means that the link between
the sign and the denotation is not provided and occurs immediately when creating or
perceiving music.

The fixed semantics include musical rhetorical figures, arising by analogy with verbal
rhetorical. We want to note that in the music of the XVI - XVII centuries the use of a
rhetorical figure was associated with a violation of the correctness, smoothness of the
musical language. Consequently the realization of the sign striving for affect or sign concept

demanded the introduction of something special that violates the smoothness and naturalness



of singing. In the music of the XVIII century musical and rhetorical figures continued to be
used. However, the strength of the bonds between the sign and the denotate has not been
adhered to. Kundhardborn, mentioned in the article of O. Chigarova, identifies the following
sound figures in W. Mozart’s music: "Emotional-psychological, figurative, linguistic and
figures of movement, gestures" [19, p. 21].

The development of music in the XI1X century reflects the weakening of the position of
rationalism in the ideology. The musical means of sign representation are also changing - the
deeper similarity, which has a symbolic justification, comes to replace the obvious iconic
character. It is interesting that more complex "musical phrase - symbol" comes to change the
simple connection "musical phrase - denotate”. It was in the first decade of the XIX century
that the role of non-fixed semantics significantly increased.

The sphere of non-fixed semantics of musical motority includes the visual
representation of music, the means of which is to imitate various movements - their tempo,
rhythm, contour. Also, the simple meaning of a musical phrase arising from the
characteristics of their contour and type of movement — swaying, circling, jumping,
running, braking, and so on — is also an area of unstable certain agile semantics.

Conclusions. Appealing to semiotics when analyzing a musical language is appropriate
because for many of its areas the main subject of research is the connection between two
plans - expression and content. Between the individual elements of the musical language (or
text) and those figurative and conceptual units in which they turn with reflection, there is a
symbolic reference, that is to say musical elements act as signs, and figurative and
conceptual - as signified.

Any stylistic formula of musical motility as a sum of sub-signs has two sides -
structural and semantic. Structural and semantic formulas of musical motority are sign-
significant formulas in which a sign as an object, a materialized expression can be separated
from meanings, that means that the structural and semantic functions of a sign can “wander”
apart from each other. This is the basis for the possibility of the emergence of new notions of

a certain structural formula and new structural conditions for a particular notion.
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