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INTERACTION OF VERBAL AND MUSICAL SEMANTICS
IN CHAMBER AND VOCAL CREATIVE WORK OF S. SLONIMSKY

Research objective is to consider the principles of interaction between verbal and musical semantics in
chamber and vocal music, highlighting the work of S. Slonimsky as the main object of study. Based on the study
of a wide range of musicological studies, the artistic possibilities of the relationship between words and music
as an artistic unity are revealed. The methodology of the work is based on an interdisciplinary comprehensive
research framework, which includes the use of literary, musical and historical, musicological, analytical and
semantic approaches. The scientific novelty is due to a holistic approach to the analysis of chamber and vocal
creative work in the musical culture of the second half of the XX — early XXI centuries, which allows us to
consider the ratio of the verbal and musical levels as a single composer’s poetics. Conclusions. A prerequisite for
the existence of the genre sphere of chamber vocal music is the relationship and constant dialogical interaction of
two independent semiotic systems — word and music. Despite the many parameters that unite these two systems,
we are still talking about two independent phenomena that have their own unique specifics and powerful artistic
potential. In chamber and vocal creative work, the verbal and musical semiotic systems are united by a common
artistic task, which becomes the basis for developing the principles of their interaction and the formation of a
complex of stylistic parameters that allow the figurative and semantic content to be embodied.

The artistic synthesis of the verbal and musical levels in chamber and vocal music in general, and in the
compositions of S. Slonimsky in particular, is primarily based on two most important features — on the one hand,
on the fundamental closeness of musical and verbal language systems and on the relationship of the principles of
organizing the intonation process, and on the other hand, on the difference in the possibilities of transferring the
artistic-figurative and content components, which have a fundamentally different nature.

Key words: chamber and vocal creative work, musical hermeneutics, musical semantics, verbal semantics,
musical content.

Beit Jly, 3000y6au kaghedpu icmopii my3uxu ma my3uunoi emmuoepaghii Odecvkoi HayioHaNbHOI MY3UYHOT
akademii imeni A. B. Hedxcoanoeoi

B3aemoodia eepbasvnoi ma my3zuunoi cemanmuku 6 kamepro-eoxaavhiii meopuocmi C. CaoHiMcbK020

Mema pobomu — po3zeasd npunyunie 83aemodii 6epbarvbHOi ma My3u4HOi CeMaAHMUKU 8 KAMEPHO-B0KAAbHILL
mysuui, K eonroenull 06°ckm eudineno eueuenus meopuocmi C. Caonimcokoeo. Ha ocnogi po3ensdy wupoxozo
K0AQ MY3UKO3HAGUUX 00CAI0MNCeHb PO3KPUBAIOMBC XYOOICHI MONCAUBOCHI B3AEMO38 A3KY CA08A Ul MY3UKU 5K
Xy002ucHboi €Onocmi. Memo0doaozisa 00CAI0NCeHHA TPYHMYEMbCA HA IHMEPOUCUUNATHAPHIT KOMNACKCHIL OCHOGI,
wo npedbauae GUKOPUCMAHHS AIMEPamypo3HaA8U020, MY3UHHO-ICHOPUYHO20, MY3UKO3HABY020 AHANIMUYHO20
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ma cemanmuyHoeo nioxodie. Haykoea noeusna 3ymoeiena yinichum nioxodom 00 ananizy KamepHo-60KdAAbHOI
meopyocmi 6 my3uuHitl Kyavmypi dpyeoi noaosunu XX — nouamxy XXI cmoaimms, saxuii 0036045€ poseasdamu
CNiBBGIOHOUIEHHS 6ePOANbHO20 MA MY3UHHO20 DIBHI6 K €OUHY KOMNO3UMOPCbKY noemuky. Bucnoeku. 0006 a3-
K0BOI YMOBOH ICHYBAHHA JICAHPOBOI chepu KAMEPHO-B0KAAbHOI MY3UKU CMAE 83AEMOBIOHOUIEHHS | NOCMILIHA
dianoeiuna 83aemo0liss 080X CAMOCMILIHUX CeMIOMUYHUX cucmeM — caoea i mysuxu. Hezeaxncarouu na 6ezniu
napamempia, ujo 00 €OHyrOmMb Yi 08I cucmemi, yce e idemuvcsi npo 08a camMOCMIlIHI AGUWA, U0 MAOMb BAACHY
VHIKAAbHY cneuuiKy i nomyycHuil Xyooxuchii nomenyian. Y KameprHo-60KanvHill meopyocmi éepboanvHa i my-
3UYHA CeMIOMUYHI CUCIMeMU BUABASIOMbCA 00 €OHAHUMU 3A2ANbHUM XYOO0ICHIM 3A60AHHAM, W0 CIMAE OCHOBOH)
0151 POPMYBAHHS NPUHYUNIB IX 83AEMO0II | (hOPMYBAHHS KOMNAEKCY CIMUAICMUYHUX napamempie ma 0036045€
eminumucs 06pazHo-CMUCI0B0MY 3MICHY.

Xy0oxucriil cunmes cA08eCHO20 U MY3UUHOR0 DIBHIE Y KAMEPHO-80KAAbHIU MY3Ull 302a10M [ Yy ME0pYOCmi
C. CnoHimcbko020 30Kpema nepedycim rpyHmMyemucsi Ha 080X HAUGANCAUBIUUX 0COOAUBOCMAX — 3 00H020 OOKY,
Ha NPUHUUNOGIU OAU3bKOCMI MY3UYHOI | 6epOanbHOi MOBHOI cucmem [ HA POOUHHOMY 36 3Ky NPUHUUNIE Op-
2auizayii npoyecy IHMOHYBAHHS, 3 IHUIO20 — HA GIOMIHHOCMI 8 MOMCAUBOCMAX nepeoayi Xy0oicHb0-00pa3Hoi i
3MICMOB0I CKAAO08UX HACMUH, WO MAE NPUHUUNOBO [HULY NPUPOOY.

Karouoei caosa: kameprno-6oxasvha meopuicmo, My3U4Ha eepMEeHeBMUKA, My3U4Ha CeMaHmuKa, 6epoaivHa
CeMaHmMuKa, My3u4Huu 3micm.

Beii /Iy, couckamenv kaghedpovl ucmopuu My3viku U My3blKdabHol smHoepaguu Ooecckoll HaAyUOHAAbHOLL
My3vikanbHoll akademuu umenu A. B. Hexcdanoeoil

B3zaumooeiicmeue eepOaavHoli U MY3bIKAALHOW CEMAHMUKU 6 KAMEPHO-60KAALHOM MmeopHecmee
C. Caonumckozo

Ileav pabomot — paccmomperue npuHYUNOE 83aUMO0eTiCEUs 6epOAAbHOU U MY3bIKAALHOU CEMAHMUKU 6 KaMep-
HO-BOKA/NbHOIL MY3blKe, 8bl0ess 8 Kayecmae 21aéHo2o obsexma usyuenus meopuecmeo C. Caonumckoeo. Ha ocnoge
DPACCMOMPEHUsT WUPOKO0O KPYea MY3blIK0BeO4eCKUX UCCAe08AHUIL PACKPbIBAIOMCS XYO0)ICeCMBEHHbIE B03MONCHOCU
83AUMOCBA3U CA08A U MY3bIKU KAK Xy00dicecmeernHoeo edurcmea. Memodoaoeus uccaedo8anus 0CHOBbI8aemcs HA
UHMEPOUCUUNAUHAPHOU KOMNAEKCHOU OCHO8e padomul, GKAloYaroulell 8 cebs UCNOAb308aHUe AUMepamyposedye-
CK020, MY3bIKAAbHO-UCIOPUHECK020, MY3bIK0GBEOHeCK020 AHANUMUMECK020 U ceManmuyeckoeo nodxodos. Hayunas
HOBU3HA 00)CA081EHA UEAOCHHBIM HOOX000M K AHAAU3Y KAMEPHO-60KANbHO0 MEOPHECHBA 6 MY3blKAAbHOU KYAbIY-
pe emopoii nonosunvt XX — navana XXI eexa, komopolil no36045em paccmampusams COOMHOUeHUe 6epoaibHoco U
MY3bIKANbHORO YPOGHell KaK eOUHYI0 KOMNO3UMOPCKYI0 noomukKy. Boteodst. O0s13amenvHbim Ycao8uem cyuecmeosa-
HUS JICAHPOBOIL cghepbl KAMEPHO-BOKAAbHOU MY3bIKU CIIAHOBUMCS 83AUMOOMHOULeHIUEe U NOCIOSHHOE OUAN0UHECKOe
e3aumodeticmaue 08yX camoCmOAMENbHbIX CEMUOMUYECKUX CUCMeM — ¢108a U My3biKlU. Hecmomps na mnoscecmeo
006e0UHAIOWUX MU 08e CUCMEMbl NAPAMEmMPO8, BCe Jice peyub Udem 0 08X CaMOCMOAMENbHBIX A8ACHUSX, UMEIOUUX
COOCMBEHHYI0 YHUKAAbHYIO CReUUDUIY U MOUHbIT XY00dicecmeeH bl nomeHyuai. B kxamepro-eoxairvnom meopue-
cmee 8epOanbHast U My3bIKAAbHAS CeMUOMUMECKUEe CUCMeMbl 0KA3bIBAIOMCs 006eUHEHHbIMU 00UUM XYO0)cecmeeH-
HbIM 3a0aHuem, Ymo CIMaHO8UMCs 0CHOBOU 0151 8bIpadamMbI8aHUs NPUHLUNO8 UX 83aUMO0elicmeus U hopmMuposanus
KOMNAeKca CUuAUCmu4ecKux napamempos, no360As0uUX 6ONA0MUMbCS 00PA3HO-CMbICA080MY COOEPICAHUIO.

XyoooicecmeeHHblil CUHmMeE3 CA08ECHO20 U MY3bIKAAbHOO YPOGHEll 8 KAMEPHO-BOKAAbHOU MY3blKe 8 UeioM U 6
meopuecmee C. CAOHUMCK020 8 YACMHOCMU 6 Nepeyl0 ouepedb OCHOBbIGAeMCsl HA 08YX BAICHEUUUX 0COOEHHO-
CMAX — ¢ 00HOU CMOPOHYL, HA NPUHUUNUANBHOU OAU30CIU MY3bIKAALHOU U 8epOaAbHOU A3bIKOBOU CUCMEM U HA
podcmee NPUHYUN0E OP2AHU3ALUL NPOYecca UHMOHUPOBAHUS, C OPY2Oll — HA PA3AUMUL 8 B03MOJICHOCMAX nepedayu
Xy002icecmeeHHO-00pa3HoOU U cO0epICAmenbHOl COCMABAIIOUUX, UMEIOUWUX NPUHUUNUAALHO OMAUYHYIO NPUPOOY.

Karouesvie caosa: kamepHo-60KkaibHoe Meopuecmao, My3vlKaibHAsl 2ePMEHEeBMUKA, MY3bIKAAbHAS CeMAHMU-
Ka, 6epbanvbHas ceManmuKa, My3vlKaibHoe cooepiicanue.

Relevance. In chamber and vocal creative work, from the moment of its inception and the for-
mation of the functioning principles, the interrelation of the verbal and musical principles turns
out to be a determining factor in the formation of the style appearance and stylistic devices of this
direction. The style mobility that is characteristic of chamber vocal music is the result of constant
dynamic interaction of two formative principles — typological, expressing a gravitation towards the
formation of genre models and general principles of functioning, and individualized, in which a
gravitation towards expressing personal experiences and feelings is manifested. These principles
are decisive in the choice of artistic, dramatic and linguistic means, which makes it possible to
build the figurative structure of chamber and vocal compositions as an artistic integrity and to
ensure the interdependence of verbal and musical semantics. These and some other aspects of the
study of chamber and vocal creative work still remain one of the most important tasks of modern
musicology, since a number of issues related to the interpenetration and contamination of verbal
and musical verbal complexes, which make it possible to reveal the complex specific nature of
lyrics as a desire to reflect the world of feelings and experiences are still not fully resolved. The
unique artistic and semantic and figurative and semantic content of chamber and vocal creative
work provokes interest and attraction of attention to it from the side of researchers and the choice
of the direction of musicologists and a wider circle of humanitarian researchers.
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The aim of the article is to consider the principles of interaction between verbal and musical
semantics in chamber and vocal music, highlighting the work of S. Slonimsky as the main object
of study. Based on the study of a wide range of musicological studies, the artistic possibilities of
the relationship between words and music as an artistic unity are revealed. The methodology of the
work is based on an interdisciplinary comprehensive research framework, which includes the use
of literary, musical and historical, musicological, analytical and semantic approaches.

The scientific novelty is due to a holistic approach to the analysis of chamber and vocal creative
work in the musical culture of the second half of the XX - early XXI centuries, which allows us
to consider the ratio of the verbal and musical levels as a single composer’s poetics.

Presenting the main material. The appeal to the semantic foundations of verbal and musical
lyrics becomes decisive for the evolution of the composer’s thinking, and the chamber and vocal
industry as a whole is of major importance for the composer’s national-style self-determination
and the identification of specific artistic interests.

Since the beginning of the XX century, the problem and category of musical semantics has
become one of the most discussed and demanded both in musicology and in other humanitar-
ian research areas. As V. Kholopova points out in the article “Musical Hermeneutics, Musical
Semantics, Musical Content: Comparison of Possibilities”, the substantiation of the tasks of
musical hermeneutics becomes the result of the activities of the German theoretical musician
G. Krechmar, and the formation of the foundations of musical semantics belongs to B. Asa-
fiev, who in his work of 1929 edition “Musical Form as a Process” first offered this definition
[6, p. 20]. Like many other musicological terminological definitions, the category of musical seman-
tics was borrowed in linguistics, “while in semiotics the isolation of semantics among the three
parts of semiotics (syntactics — semantics — pragmatics) occurred later, only in 1938, in the book
“Fundamentals of Sign Theory” by the American philosopher Charles William Morris” [6, p. 20].
As a kind of systemic unity, continuing the conceptual series of musical hermeneutics — musical
semantics, V. Kholopova introduces another concept — musical content, which was proposed by
the researcher herself in her work “Music as an art form” in 1980 [5].

The relationship between music and words as a special syncretic unity has repeatedly become
the subject of consideration by various musicologists and researchers, among whom there was one
of the first who raised this problem — B. Asafiev. The special musicological attitude to the verbal
level is largely based on the fact that music as a materialized form of creativity, as well as the
musical form “as the process of intonation” formed in the course of the musical-creative process,
were born in syncretic union with the word [1].

All major musical genres need a word — both in connection with synthetic forms and in con-
nection with headings (subheadings) that suggest the etymology of autonomous compositional
decisions. The word participates in music in the form of a program, including literary and poetic,
prefaces, comments “in the margins” of musical notation, in the form of literary — epistolary,
memoir, critical, instructive and technological — composer opuses that reveal the content of the
musical concept. A kind of dialogue between the composer and the performer can be considered
a system of musical remarks as author’s comments-recommendations addressed to the performer,
with the help of which a more accurate reproduction of the artistic-figurative side of the compo-
sition is possible. And the verbal component of musical creative work exists as a necessary verbal
discussion of the historical experience of music in the unity of its aesthetic, composer and per-
forming sides, as a theory of musical creativity with its own conceptual reserve.

In the works of A. Samoilenko, musical semantics is considered as a “border area between all
participants in the musical-creative process”, which is addressed “to the relationships that have psy-
chological importance and stability between them. Thus, it borders between understanding and inter-
pretation of music — it “brings” understanding to the possible boundaries of interpretation” [4, p. 52].

The researcher notes that interpretation should be understood as a single act of understanding,
a characteristic of which can be the fact that there can be no literal repetition of an interpreta-
tion once carried out. In other words, its uniqueness, as well as the fact that it occurs within the
indicated sign boundaries, is concrete, it insists on its uniqueness and claims to be complete and
finished in the representation of the chosen object [4, p. 52]. At the same time, interpretation can
be perceived as a process of a new reproduction of the interpreted composition, especially when
it comes to the relationship between the verbal and musical levels of the composition, since the
word becomes an obligatory vehicle of meaning in music, thereby generating new semantic struc-
tures and semantic contexts. Based on such conclusions, one can conclude that the word is one of
the central elements of any cultural process, since only those meanings that acquire verbal expres-
sion are most noticeably manifested in it, that means, they are recorded as a verbal and semantic



54 ISSN 2524—0447. Mysuune mucmeymeo i kyasmypa. 2020. Bunyck 30 kuuea 1

structure. This is also explained by the fact that semantic content always needs a verbal-expressed
form, since it is through it that it is possible to clarify the main intentions and reveal all aspects
of human participation in musical culture.

Along with this, in order to identify and understand any cultural and historical process as an
integral structure, “ethical and aesthetic assessments, personal and semantic attitudes, indicating
the complementarity of the rational-logical and sensually-irrational (intuitive) ways of cognition,
about the functional significance of the fideistic relationships for the formation of human activity
positions” [3, p. 207].

The process of finding the verbal expression of musical semantics or the verbalization of musical
meanings can be attributed to the “self-growing logos” of musical art mentioned by Heraclitus [2].

Therefore, the study of the symbolic experience of musical culture, which finds its expression
in verbal form and substantiates the significance of the word for the cultural and historical process
as a whole, is becoming the subject of particular importance in modern musicological studies. As
A. Samoilenko points out, “in musical culture, which musicological knowledge should be recog-
nized of, the word also becomes a means of verifying musically sounded meanings, that is, a proof
of the importance and truth of musical meanings. Actually, the revealed musical semantics is the
pronunciation of the significant units of music in the word, endowing them with “names” - the
nominative layer of musical content” [4, p. 51].

Chamber and vocal creative work is becoming one of the most indicative genres in which the
interaction of musical and verbal components is decisive from the point of view of structural-com-
positional, form-building and artistic and semantic parameters. A prominent representative of the
musical culture of the second half of the XX century, Sergei Slonimsky, allocates a prominent
place in his creative heritage to chamber and vocal genres. It should be noted that the neo-folklore
tendency is one of the most prominently expressed and goes beyond the chamber and vocal genre
in the composer’s work. Among the extensive creative heritage of S. Slonimsky, an appeal to
folklore sources and traditions and folk epics of various countries is a stable stylistic feature. The
works that characterize this direction in the composer’s work include: the vocal scene “Farewell
to a Friend in the Desert” (1966), which is based on one of the oldest literary compositions and
the most ambitious composition written in cuneiform - the ancient Eastern legend “The Epic of
Gilgamesh”, or poem “About everything that has seen”; “Monologues from Ancient Eastern Lyrics”
(1967), which came out in 1999 under the title “From the Old Testament. Psalms of David.
Monologues. For high voice, oboe, French horn and harp. Song of Songs of Solomon. Lyrical
fragment. For soprano, tenor, chamber choir, oboe, horn and harp”; “Spring has come” (1958)
on the verses of Japanese poets, and many others.

The appeal to texts so significant for world culture did not become an obstacle for the composer
to use the most relevant composition techniques for the XX century, among which there are dode-
caphonic and serial methods, sonoristics, principles of microintervalics. These, and many other
techniques, are used by S. Slonimsky in order to create compositions of both neo-folklore direction,
and in compositions not related to folklore themes or images borrowed from ancient epics.

Chamber and vocal creative work of S. Slonimsky is based on the wide use of timbre charac-
teristics and performance capabilities of instruments and voice, which sometimes find themselves
in a completely unexpected neighborhood — in addition to a broad interpretation of genre possible
chamber and vocal music, the composer resorts to an unexpected arrangement of performers. An
example of such a selection of the composition of performers in a chamber and vocal creative
work can be the “Stanzas of the Dhammapada” (flute, harp, percussion), “Monologues from
ancient Eastern lyrics” (oboe, harp, horn), “Songs of the Troubadours” (ensemble of block-flutes
and lute), “Merry Songs” (piccolo flute, tuba, percussion), and the choice of specific instruments
is always conditioned either by the desire to recreate the timbre picture of the depicted historical
period, or by questions of artistic imagery originating in the relationship between the verbal and
musical levels in the composition.

Artistic imagery and the associated metric structure of the primary source of poetry, refracting
through the prism of S. Slonimsky’s composer’s thinking, form special stylistic devices and musi-
cal and linguistic foundations. Among the most important authors of poetic texts for S. Slonimsky
are A. Akhmatova, O. Mandelstam, A. Blok, M. Lermontov, F. Tyutchev and many others. The
gravitation towards choosing as the basis of poetic compositions brings the chamber and vocal
lyrics of the composer closer to the stylistic parameters and stylistic devices of urban romance and
romance lyrics of the XIX century. Unlike other chamber and vocal compositions, which could be
based on both poetic and prose texts, in the romance lyrics of S. Slonimsky there is a completely
traditional “set” of ensembles — voice and piano.
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In “Romances on the Verses of A. Akhmatova”, “Six romances on the Verses of O. Mandel-
stam” there is a gravitation towards the structural and compositional foundations of the Russian
urban romance with its verse form, simple and transparent textured pattern of the piano part and
melodization of the vocal part in combination with bright individually — the author’s style of the
composer. At the same time, in the later compositions of S. Slonimsky, namely in “Ten Poems by
A. Akhmatova”, in “Four Poems by O. Mandelstam”, in “Prayer” on poems by M. Lermontov
and many others, there is a significant complication of the piano texture, which includes tim-
bre diversity, colorful musical-shaped effects, virtuoso figurations with a large register coverage,
which make these compositions by S. Slonimsky related to chamber and vocal compositions by
P. Tchaikovsky, S. Rachmaninov, etc.

Speaking about the noticeable relationship of the chamber and vocal creative work of
S. Slonimsky with the above-mentioned traditions of the Russian romance of the XIX century, it
should be clarified that the similarity between them is observed both in the internal structuring of
his constructions, in the variants of the composition of the musical stanza, and in the composi-
tional foundations and musical and dramatic aspects of romances structure in general, where it is
clear at all levels — from working with the verbal text and the influence of the verbal component
on the formation of melodic structures, to the embodiment of artistic images — there is a reliance
on the principles of classical thinking. This is reflected in the methods of thematic and harmonic
development, in the principles of texture and melodic solutions, in the peculiarities of the intona-
tion formation of the vocal part, which in many cases is close to an arious characteristic, as well
as in the methods of interaction of the vocal part and its instrumental accompaniment.

S. Slonimsky addresses a wide range of authors — creators of poetic texts, including the poetic
word of the most iconic representatives of his era and unshakable authorities in this area —
A. Pushkin, M. Lermontov, A. Blok, A. Akhmatova, O. Mandelstam, S. Yesenin, as well as the
composer, turns to the art of his contemporaries, whose poetry was consonant with the artistic
and aesthetic attitudes of S. Slonimsky himself — the poetry of N. Rubtsov, E. Rein A. Gorodnit-
sky and A. Kushner.

It should be noted that in musical art at the turn of the XX-XXI centuries there are significant
changes in the traditional ideas about the chamber and vocal genre and about the functions of
melody in it, which leads to a significant revision of a number of established positions in this genre
sphere, concerning the principles of intonation development, the peculiarities of the harmonic
structure, the rhythmic organization of the material, timbre and sound and color characteristics.

The melodism of S. Slonimsky, associated with the intonation content of the music, can be
regarded as the most natural way for a composer to express musical thought. The compositional
poetics of S. Slonimsky is characterized by a synthetic type of melody, which summarizes the actual
and most artistically significant, including in the intonation sphere, trends in the composer’s creativ-
ity of the second half of the XX — early XXI centuries. The originality and extraordinary "freshness"
of the musical language of S. Slonimsky is a consequence of his adherence to such multi-level genre
and style phenomena as folklore, ancient epic, monody, Medieval-Renaissance modality, from
which the composer drew his ideas throughout his creative biography. The gravitation towards vocal
intonation, which is interpreted by the composer as a necessary quality, as the basis of the principle
of thematism and a characteristic feature of the entire system of the composer’s musical and linguis-
tic means, not only for chamber vocal, operatic, but also instrumental compositions.

Conclusions. A prerequisite for the existence of the genre sphere of chamber vocal music is the
relationship and constant dialogical interaction of two independent semiotic systems — word and
music. Despite the many parameters that unite these two systems, we are still talking about two
independent phenomena that have their own unique specifics and powerful artistic potential. In
chamber and vocal creative work, the verbal and musical semiotic systems are united by a com-
mon artistic task, which becomes the basis for developing the principles of their interaction and
the formation of a complex of stylistic parameters that allow the figurative and semantic content
to be embodied.

The artistic synthesis of the verbal and musical levels in chamber and vocal music in general,
and in the compositions of S. Slonimsky in particular, is primarily based on two most important
features — on the one hand, on the fundamental closeness of musical and verbal language systems
and on the relationship of the principles of organizing the intonation process, and on the other
hand, on the difference in the possibilities of transferring the artistic-figurative and content com-
ponents, which have a fundamentally different nature.

The search for one’s own musical language with all the obligatory language components —
from spelling, phonology, lexicology to morphology, syntax and semantics — is one of the most
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important creative tasks of S. Slonimsky, which he managed to solve in many ways. Any musi-
cal and verbal text that the composer is working on reveals one extremely important feature — its
potential openness and inclination to establish intertextual connections with other textual devices,
which makes it possible to consider the entire composition of the composer as a single metatext.

BIBLIOGRAPHY

1. AcadbeB b. MysbikanbHas (opMa Kak mpoliecc. Jlennarpan : Myssika, 1971. 376 c.

2. Ocamuas C. IlpaBociaBHasl meBYecKasi Tpaaulvs KaK «CaMOBO3pacTalolluii Jjoroc». Mysuuna meop-
yicmb ma Hayka 6 icmopuunomy npocmopi: Kuiecoke my3zuxoznaécmeo. HallioHanbHa My3uWuyHa akaaemisi
VYkpainu imeni I1.1. YaiikoBcbkoro. Kuis, 2008. Bun. 73. C. 88-96.

3. Ocamyas C. Tpuaga 3cTeTMYECKOT0-3TUYECKOTO-(PUIENCTUYECKOTO KaK OCHOBOITIOJIaraloluii IIpUH-
LIMIT MY3bIKJIBHOMN KYJIbTYpbl. My3uune mucmeymeo i Kyavmypa : HayKOBUI BiCHUK OmechbKoi HallioHaIb-
Hoi My3uuHoi akaaemii imeHi A.B. HexxnaHoBoi. Ozneca : Actponpunr, 2014. Bumn. 19. C. 202-212.

4. CamoitneHko A. Jluajgor Kak MY3bIKaJIbHO-KYJIbTYPOJOTMUYECKU (EHOMEH: METOIO0JOrMYecKue
acreKThl COBPEMEHHOIO MY3bIKO3HAHUSL: AUC. ... TOKT. ucKyccTBoBeneHus. Onecca, 2002. 434 c.

5. XojomnoBa B. My3bika Kak Buj MUCKycCTBa : yuebHoe mocodue. Mocksa : Jlanb, 2014. 320 c.

6. XoJsonopa B. My3bikajbHasi FepMEHEBTUKA, My3bIKaJIbHasl CEMAHTHUKA, MY3bIKaJIbHOE COMEPXKAHUE!
CpaBHEHUE BO3MOXHOCTeU. Yuenwvie 3anucku Poccuiickoi akademuu mysviku umenu [Hecurvix. MOCKBa,
2015. Boim. 1 (12). C. 20-28.

REFERENCES

1. Asafiev, B. (1971) Musical form as a process. L.: Muzyka. [in Russian].

2. Osadchaya, S. (2008) Orthodox singing tradition as a “self-growing logos”. Musical creative work as
a science in the historical space: Kyiv Musical Science. NMAU names after P.I. Tchaikovsky. K. Num. 73.
[in Russian].

3. Osadchaya, S. (2014) The aesthetic-ethical-fideistic triad as a fundamental principle of musical
culture. Musical mystery and culture: Science newsletter of the Odessa National Musical Academy named
after A.V. Nezhdanova. Odesa: Astroprint. Num. 19. [in Russian].

4. Samoilenko, A. (2002) Dialogue as a musical and cultural phenomenon: methodological aspects of
modern musicology: dis ... of Doctor of Art History. Odessa. [in Russian].

5. Kholopova, V. (2014) Music as an art form. Tutorial. Moscow: Lan’. [in Russian].

6. Kholopova, V. (2015) Musical hermeneutics, musical semantics, musical content: comparison of
possibilities. Scientific notes of the Russian Academy of Music named after the Gnesin. M.: Russian
Academy of Music named after the Gnesin. Num. 1 (12). [in Russian].



