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THE CONCEPT FIELD OF MUSICAL MOTORITY

The purpose of the work is to reveal the multidimensionality of the notion and phenomenon of musical
motority, which contains the system of categories of lower order, that is to say another level of its
comprehension. Methodology of the research. The main starting methodological position of the work is I.
Kotlyarevsky's position on the evolution of thinking in the musical and artistic sphere and the display of this
evolution in two equivalent language systems: in the means of musical expressiveness and in the conceptual
apparatus of musicology. Scientific novelty. The conceptual approach that has been applied for the first
time makes it possible to reveal the double meaning of musical motority - as a musical phenomenon and a
musicological notion, to give it a categorical status and, therefore, to define the conceptual field of the
phenomenon. Conclusions. Musical motority is a constructive-procedural phenomenon, ensuring the
integrity of the artistic-imaginative system of music. Musical motority is an aesthetically informative
phenomenon that determines the emotional movement of the “artistic-emotional flow”.
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Boponoecvka Onvea, kanouoam mucmeymeoznascmaa, ooyenm, ookmopanm Qoecvkoi HayioHanbHOI
myzuunoi axademii im. A. B. Hescoanoeoi.

Konuenuyiitne none my3zuunoi momopnocmi.

Memorw pobomu € gusasieHHA 6A2amoBUMIPHOCMI NOHAMMA MA AGUWA MY3UYHOI MOMOPHOCMI, KA
Micmumbs Yy coOi cucmemy Kame2opiti HUMCYO020 NOPAOKY, MOOMO I[HWULl piGeHb ii OCMUCTEHH.
Memooonozia docnioxncennsa. 10106100 8i0ONPAGHOI0 MEMOOUUHOIO NOUYIEIO POOOMU CMAE NONONCEHHS
1. Komasapescbkoeco cmoco8HO eB0on0Yii MUCTEHHS 8 MY3UUHO-XYOO0XCHIU cghepi i 8iobumms yiei esonoyii 6
080X PIGHOYIHHUX MOBHUX CUCMEMAX: 6 3aco0ax MY3UYHOI BUpPA3HOCMI | 6 NOHAMMEBOMY anapami
mysuxosnascmea. Hayxkoea noeusna. Bnepuie 3acmocosanuii KonyenyiiHuti nioxio 0036015€ GUA8UMU
NOOBIUHULL CMUCTT MY3UYHOI MOMOPHOCMI K MY3UYHO20 SA8UWA MA MY3UKO3HABYO20 NOHAMMS, Haoamu ii
Kamez0pianbHo20 cmamycy, 8 36 3Ky 3 YUM NO3HAYEHO KOHYyenyitine none Asuwja. Bucnoexu: - mysuuna
MOMOPHICMb € KOHCMPYKMUBHO-NPOYECYANbHUM S8ULEeM, WO 3abe3neyye YiliCHiCmb Xy00*CHbO-00pa3HOT
cucmemu My3uKu, - My3UyHa MOMOPHICMb € eCMemudHO-3MIiCMOBHUM (DEHOMEHOM, W0 BUSHAYAE eMOYIHULL
PYX «XYOOHCHbO-eMOYTUHO20 NOMOK)Y.

Knwuogi cnosa: pyx y myzuyi, my3uuna MomopHicms, KOHYenyitiHuii nioxio.

Boponoeckasa Onvea, kanouoam uckyccmeogeoeHus, ooyenm, ookmopaum O0ecckoll HaYuoHAIbHOU
My3vikanbHou akademuu um. A. B. Hescoanosoti

Konuyenyuonnoe none my3wlKaivHol MOMOpHOCMU

Ilenvto pabomwr sensiemcs GulasleHUe MHOSOMEPHOCMU NOHAMUSL U  SAGNEHUs MY3bIKATbHOLUL
MOmMOpHOCMU, cooepicaujell 8 cebe cucmemy Kame2opuil HU3ue20 NopsaoKd, mo ecmb UHOU YPOBeHb ee
ocmobicnenus. Memoodonozusa uccnedosanusn. 11aenoil omnpasHol Memooudeckou nosuyuel pabomol
cmanosumcs nonodxcenue U. Komasapescbkoeo 06 360m104uU MblUIEHUS 8 MY3bIKATILHO-XYO0MHCECTNEEHHOT
chepe u omobpadxcenus >3moti 360MOYUU 8 O08YX PABHOUEHHBIX AZbIKOBBIX CUCMEMAX: 6 Cpeocmeax
MY3bIKAILHOU  BbIPASUMETbHOCU U 68 NOHAMUNUHOM annapame my3vikogeoenus. Hayunasa noeusna.
Bnepevie npumenennvili KOHYENYUOHHbBIL HOOX00 NO360JISIeM BbIABUMb OBOUHOU CMbIC MY3bIKAIbHOU
MOMOPHOCMU - KAK MY3bIKANbHO20 AGLEHUsL U MY3bIKOBEOUECKO20 NOHAMUSA, NPUOAMb ell Kame2opuaibHblll
cmamyc u, 6 C8A3Uu C 2Mmum, 0003HAYUMb KOHYenyuouHoe none senenus. Bwieodwvl. My3vikanvHas
MOMOPHOCMb  AGNAEMCA KOHCMPYKMUBHO-NPOYECCYATIbHLIM ABNIEHUEM, 00eCneuusanuum yeiocmHoCmy
Xy 002cecmeeHHO-00pa3Hou  cucmemvl MY3uku. My3vIKanbHas MOMOPHOCMb AGNAEMCS  ICMemuyecKu-



cooepoicamenvHbiM  (YeHOMEHOM,  ONPeOelWUM — IMOYUOHAbHOE  O8udiceHUue  "Xy0odcecmeeHHO-
IMOYUOHATLHO20 nomoKa'.
Knroueevie cnosa: osusicenue 8 my3vike, My3blKANbHASL MOMOPHOCb, KOHYENYUOHHDBLU NOOXOO.

Relevance of the research. The problem of motority in music is essential both for
musicology and for art as a whole, since the creation of a general aesthetic theory of motority
as orderliness, which gives rise to artistry itself is impossible without the data of specific art
critic sciences. In music literally all sound parameters are related to the category of
movement. Therefore it is obvious that the multiplicity and complexity of the musical
motority lies in the inseparable connection between the sound and the movement factor
which forms an extremely voluminous subject field of the category “musical motority”.

The aim of the study is to identify the multidimensionality of the notion and
phenomenon of musical motority, which contains the system of categories of lower order,
that is to say a different level of its understanding.

Analysis of research and publications. Analysis of the works by B. Asafiev, E.
Nazaikinsky, M. Aranovsky, V. Moskalenko and others showed that the problem of the
interaction of music and movement in various types of musical activity and art is really
relevant. As a rule, its various aspects are studied in connection with performing intonation.
However there are “white spots™: for example the question of the relationship between
intonational images of music and images of various movements which are raised by almost
all of the greatest native musicologists but are still insufficiently studied in music.

The main presentation of the material. Man is always in the center of the coordinate
systems of art. The range of the metronome scale, tempo values, and the presence of a meter
as the periodicity of life processes - all that indicates that the “starting point” in the musical
coordinates of space and time is the position from which a person perceives and evaluates
the real world. The analysis of various elements of the structure of musical motority is
important not so much to confirm their anthropocentricity, as to find out the specific features
of the motor organization of music that are dependent on them. It is obvious that such
centralization is one of the important factors ensuring the inclusion of a person’s moving
experience in the processes of musical creativity, performance and perception.

The category of musical motority generates a wide conceptual field containing a system
of categories of lower order. M. Aranovsky [1] and A. Sokhor’s [8] consider music genres

(and wider - genre tradition) as species that has differences in the social conditions of their



existence, basing on their research we propose to consider the most generalized areas of
comprehension of musical motority: primary genre and secondary genre spheres.

We take the folk dance art as a primary genre sphere of musical motority. The primary
genre musical motority is a persistent, historically long-term repetition of certain ritual,
festive and other life situations that determine the fixation of emotional and figurative
meanings and thought forms expressed by means of musical motority. In the primary
musical genres the motority is filled with all those properties that are in a non-music sphere,
that is to say it acquires a primary characterism, due to the fact that the music of such genres
IS not separated from life.

At the intersection of the primary genre and secondary genre sphere of musical motority
there is a scope of an everyday dance and its accompanying dance music which can be
designated as a transitional genre. This is an area that is not exactly differentiated and lies on
the verge of "non-art" and art.

The difference between a folk dance art and an everyday dance music from the
“autonomous” professional music is in their principle anonymity. In addition, dance music
that came into musical life and became its part does not claim to have an individual
unigueness, but incorporates common motor signs of one or the other folk-dancing genre.
And due to its “non-independent” quality, the motority becomes a model for further
compositional opuses.

We want to explain this position. We can assume that the dance sphere is the most
defined and typical conductor of motority from the primary basis of music to individual
composer creativity. Consequently, dance and «dancing quality of music» are one of the
middle links between the motority, as the expression of a person in motion, and the
possibilities of its expression in music, that is to say through «dancing quality of music»
music masters the motority. Schematically this process looks like this:
extra artistic motority — syncretic dance — everyday dance — autonomous artistic dance —
«dancing quality of music»

Motority as a general movement of life mediated by man through music belongs to a
syncretic (folk) dance as the primary genre. Then the primary dance sphere is mastered by
composer creativity, creating a transitional-artistic (everyday) genre, and from it - a
secondary genre (autonomous-artistic dance). With its help composers create a veiled form

of dance - functional and thematic structures of «dancing quality of music». Finally, based



on them the instrumental music acquires its own motor sphere, mediated by the pure form of
«dancing quality of music». Thus, we can note four of its possible types: direct (primary
genre sphere), mediated (genre-transition sphere), veiled and pure form (secondary genre
sphere).

In modern studies a common scientific categorical system is fixed and the need to study
musical phenomena in their conceptual and categorical characteristics is emphasized. Based
on this position, we offer our understanding of the conceptual field of musical motority. We
consider primary genre and secondary genre spheres the most generalized areas of
comprehension of musical motority. Both areas, in our opinion, contain two aspects of a
possible understanding - in the areas of scientific-conceptual and artistic-conceptual systems.
In the scientific-conceptual system musical motority appears in the psycho-physiological and
constructive and substantive aspects. In turn, the psycho-physiological scientific
understanding of motority can exist as an auditory and performing phenomenon. By musical
motority as an artistic notion we consider its conceptualization as a composition and
conductor phenomenon.

Let us dwell on the understanding of musical motority in the scientific conceptual
system. Musical motority as an auditory phenomenon is its comprehension in the psycho-
physiological sense, on which the understanding of its semantics depends. Musical motority
as an auditory phenomenon is the most common form of understanding of movement in
music, as it is inherent in all people. A musical image in the process of perception of music
is subconsciously fixed by a person as an expressive gesture, which, in turn, acts as a non-
acoustic equivalent of rhythm-intonation, preserving its energy, direction, and spatial
contours. Evaluation of the musical movement is a rather complicated operation of thinking.
The paradoxes associated with the perception of the musical movement, as was noted by
German musicologist R. Steglich, are rooted in the general laws of experiencing temporal
processes. Thus, “the same speed is experienced unequally by a person walking with or
without a heavy load; the father, who leisurely walks, and the one-year-old son who minces
next to him ” [11, p. 63].

Formation of the idea of musical motority can occur through visual representation,
motor sensation, vestibular and kinesthetic components of perception. As the historical and
modern experience shows, the motor-rhythmic material of music is capable of the most

powerful action in the perception of music, even to the point of immersion in trance.



Addressing to the mechanisms of the motor sphere it gives rise to a whole “cerebral
symphony” (V.Kholopova's term) of obvious and hidden movements that cause the fullness
of emotional sensation. B. Teplov singled out and substantiated two main components of a
musical rhythmic sensation: motor and emotional [9].

Modern researchers note that stereotypes of musical content (intonation, motor-moving
and spatial-temporal) are the primary level of musical perception, based on a complex of
nonspecific musical means. E.Nazaikinsky, analyzing the structure of the musical rhythm
and the main components of this structure [6], substantiates the hypothesis of the existence
of a system of auditory-motor analyzer responsible for these stereotypes.

Auditory sensation in its physiological nature is associated with vibrational sensations.
According to A. Leontiev, “the organ of hearing can replace only the organ of vibrational
sensations” [5, p. 89]. Thus, in the perception of all the expressive means of music, an
enormous role, according to the scientist, fulfills the principle of muscular assimilation.
Continuing the by I. Sechenov, A. Leontiev put forward a hypothesis of assimilation. In it he
proved that the pitch analysis is based on a functional system of processes that turns on the
motor responses of the vocal apparatus in the form of an external (sounding) or internal
(non-sounding) “chanting” of the height of the perceived sound as a necessary and decisive
component.

However, it should be noted that the difference between the perception of musical time
and the perception of the high-pitchedness lies in the fact that when perceiving time in
reflecting "a specific quality (invariant) of sounds" (in A. Leontiev’s words), the movement
of the articulation organs takes place of the vocal motority, that is to say what in musicology
is formulated as “motor skills in the perception of rhythm” (E. Nazaikinsky). We can make a
conclusion that it is the “articulation movement” (or motor-articulation skill) that is the
polysensory “organ’ of music perception.

Musical motority as a performing phenomenon is a peculiar form of understanding the
complex system determination of the process of controlling specialized human actions when
performing music. This form, in comparison with the previous one, is more specific since it
is inherent directly to the performing musicians. It is not by chance that researchers in the
field of modern musical psychology are beginning to give special meaning to the notion of
“motor melody”. The term means the “extra-movement” that unites individual playing

movements in action of a performing musician.



V. Koloney [3] writes about the primacy of motority in performing. The author points
to the primary plastic genre basis of performance, based on the motor physical self-
expression of a person. That means that the work of opposing muscles, controlling the
pianist’s fingers, the singer’s vocal chords, the violinist’s hand is in direct proportion to the
performer’s imagination. At first, the imaginary property of sound becomes a motorized
representation, then the complicity of both types of muscles leads to taking the sound
according to the image of the imagination.

Consequently the embodiment of the musical language is due to the system of motor
(gestural) techniques. In other words, the substantive aspect of the performance statement is
directly born from the confluence of the motor-visual, plastic, and sound representations.

As the scientific literature shows, the problems of rhythm-plastics somehow remained
relevant throughout the twentieth century. Thus, almost simultaneously Jacques-Dalcroze
and B. Yavorsky put forward the idea of a gesture-symbol “which should correspond to the
symbol of movement, volitional, flying, emotional” [7, p. 38], that means he associated the
movement with its plastic expression, visual sign, referring to a certain type of
figurativeness. The scientist was convinced that “the structure of the movement of hands
directed to the keys determines the structure of the performance and its perception by the
listener” [7, p. 108]. In other words, B. Yavorsky united the play technique, its physiology
and the semantic plan of the performed music with a single connection.

Musical motority in a constructive and informative aspect is a form of its
comprehension as the energetic structure of a musical movement. That is, the genre-stylistic
formulas of motority can act as notions with the help of which music can be analyzed as a
moving object and which explain the very image of movement in music.

Scientists' generally accepted view of the basis of musical art unites all moments of
movement in music in one comprehensive notion of rhythm. It is noteworthy that this
musical theory in which the study of rhythm and meter is comprehensive, according to E.
Kurt, “certain units of duration and distributions of accents, does not concern the essence of
rhythm - its striving forward, its inherent movement and persevering power, whereas they
are the source of a rhythmic beginning ”[4, p. 66]. And then, “the entire rhythmic beginning
is only a special form of movement, which is limited by certain more specific phenomena.

The origin of the word “rhythm” from the Greek ped - “to flow” indicates movement as its



source, compared to which the ratio of durations and the distribution of accents is of
secondary importance”.

In our opinion, the phenomenon which E. Kurt defines as “a special form of movement”
in music, and modern researchers call “rhythm in a wide sense” (including metric, tempo,
articulation and strictly rhythmic patterns) is a musical motority phenomenon.

Based on our definition of the phenomenon of musical motority which reflects the
special quality and temporal ordering of the process of movement of musical matter and,
accordingly, the process of movement of the composer’s consciousness, we make the
following states:

- musical motority is a constructive-procedural phenomenon, ensuring the integrity of
the artistic and imaginative system of music;

- musical motority is an aesthetically meaningful phenomenon which determines the
emotional movement of the “artistic-emotional flow”, thickens and dilutes the temporal
changes in it, due to the idea of the work, its drama, the development of its content.

We want to clarify. Structural and organizational properties of musical motority act
simultaneously in aesthetic and epistemological qualities, contributing to the integrity of the
artistic system, actually creating it. But ensuring the integrity, it acts as an invariant of the
musical movement, as its regularity. Speaking more specifically, the movement of music
becomes isomorphic to the movement of objective reality through the motority.
Consequently, the regularities of reality are objectified precisely in musical motority.

V. Bobrovsky writes about this from the standpoint of the synthetic capabilities of a
musical rhythm: “The rhythm of a musical form is the most important composition factor.
The inclusion of any expressive means in the rhythmic movement turns it into a formative
means. Similarly, the system of expressive means, with their full inclusion in the rhythmic
movement turns into a system of formative means ”’[2, p. 79]. In other words, general
compositional motority at the level of the entire figuratively expressive system of a musical
work is the only core basis of its development and functioning. “Because of this, the musical
form can be defined as the measurement of time using intonational connections” [2, p. 106-
107].

Consequently, the motority in music makes the transition of objective time into artistic,

“turns” it into the form of aesthetic integrity. The aestheticization of the temporal process,



expressed in the form of a motile intonation form, is another one of the most important
aesthetic properties of musical motority.

On the one hand, musical motority provides interrelations in the system “musical image
- musical time”, as a result of which time is never perceived as “empty”, vapid. On the other
hand, due to the inexhaustible sense-forming energy of motority, musical time is never
perceived as a value in itself.

The problem of motority, that is to say a kind of metalanguage, necessary for describing
and analyzing meter-rhythmic processes is inevitably connected with taking into account the
historical forms of meter-rhythm development. It is indicative that the analysis of the history
of the meter-rhythm is becoming one of the favorite aspects of research in musicology of the
last century. The works on this direction can be divided into two large groups. On the one
hand, these are the works in which researchers try to trace the entire evolution of the musical
rhythm, sometimes with an attempt to analyze the causes and peculiarities of the
transformation of system-forming factors. On the other hand, these are studies that analyze
the rhythms of any particular period, sometimes a genre, or even a work.

We believe that the basis of rhythmic and metric thinking is the concept of musical
motority. At the same time interdependence is built between the meter-rhythm and the
motority. On the one hand, it is the concept of motority that determines the possibility of the
existence and development of one or another meter-rhythmic thinking, and on the other, the
concept of motority does not exist without its implementation in smaller temporal structures.

According to our concept, the habitual categorical pair “meter-rhythm” can be extended
to “tempo-meter-rhythm-articulation”. In modern musicology there are attempts of such an
extension of notions. Thus, S.Ship suggests the term “tempo-meter-rhythm” for
consideration of the temporal organization of music broadcasting [10, p. 91].

It should be noted that a characteristic feature of the dictionary of the humanities is a
combination of synonyms and, at the same time, redundancy of notions. The redundancy of
the language of the theory of rhythm is connected, as we believe, with the diversity of
approaches to the notion of rhythm, as well as the belonging of many aspects of musical
organization to the universal ontological basis of musical art - its temporal nature. We are
convinced that it is precisely the notion of musical motority that can be the foundation that

can structure all meter-rhythmic systems.



Conclusions. The category of musical motority generates a wide conceptual field
containing a system of categories of lower order, that is to say a different level of
understanding of musical motority. We propose to consider the primary genre and secondary
genre spheres the most generalized areas of comprehension of musical motority. Both areas,
In our opinion, contain two aspects of a possible understanding - in the areas of scientific-
conceptual and artistic-conceptual systems. In the scientific-conceptual system musical
motority appears in the psycho-physiological and constructive and substantive aspects. In
turn, the psycho-physiological scientific understanding of motority can exist as an auditory
and performing phenomenon. By musical motority as an artistic notion, we consider its
conceptualization as a composition and conductor phenomenon.

As a result of such analyzes, it is possible to appeal not to the intuitive perception of the
concept of musical motority, but to the possibility of its theoretical substantiation and

understanding.
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