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PHENOMENON: EUROPEAN ORIGINS AND MODERN 
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The purpose of the article is to develop relevant approaches and argue 
for modern definitions of the school phenomenon based on the study of 
the experience of Odessa academic musicology. The research methodology 
combines historiographical, personological, hermeneutic and semiological 
approaches. Special attention is paid to the typology of constitutive features 
and axiological features of the school phenomenon. The scientific novelty 
consists in a holistic historical and theoretical assessment of the Odessa school 
of musicology as a complex dialogic phenomenon that organizes the interaction 
of the European tradition of historical and systematic musicology with modern 
trends in the national formation of musical education and science. It is proposed 
to define the musicological school at several levels, including an approach to 
it as a practical institutional creativity – a way of professionalization and 
in-depth differentiation of forms of knowledge and reconstruction of reality. 
The conclusions state that the modern school of musicology is a collective 
and personal interpretive phenomenon, the result of the cognitive and 
understanding activity of a person and community, an integrative indicator of 
communicative, musical-creative and musical-linguistic achievements. Here 
the concept of an artifact becomes decisive – both as a material and as a 
spiritual (psychological) achievement, an objective evidence of the creative 
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essence (transformation) of a person's subjective consciousness. The school 
reveals, as the main one, the experience of transformation, reconstruction, 
change of the real world and man, new modeling of reality, self-improvement; 
it is a heuristic-technological type, at the same time a personal-transgressive 
cognitive type; it is an experience associated with significant changes in the 
way of life and thinking, in relations with the environment, which is capable 
of providing author's models of cognitive activity, both in art and in science. 

Key words: school, musicology, experience, man and the real world, 
musical creativity, understanding and cognition, language self-realization, 
modern education, scientific-discursive form.
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професор, проректор з наукової роботи Одеської національної музичної 
академії імені А. В. Нежданової

Одеська музикологічна школа як інтегративний феномен: європейські 
витоки та сучасні національні тенденції

Мета статті – на основі вивчення досвіду одеського академічного 
музикознавства розробити актуальні підходи й аргументувати 
сучасні визначення феномена школи. Методологія дослідження поєднує 
історіографічний, персонологічний, герменевтичний та семіологічний 
підходи. Особлива увага приділяється типології конститутивних рис 
та аксіологічних ознак явища школи. Наукова новизна полягає у цілісній 
історико-теоретичній оцінці одеської музикознавчої школи як складного 
діалогічного феномена, що організує взаємодію європейської традиції 
історико-систематичного музикознавства з сучасними тенденціями 
національного формування музичної освіти та науки. Пропонується 
визначення музикознавчої школи на декількох рівнях, з включення 
підходу до неї як до практичної інституціональної творчості – 
способу професіоналізації та поглибленої диференціації форм пізнання й 
реконструкції дійсності. У висновках зазначається, що сучасна школа 
музикознавства – це колективно-особистісне інтерпретаційне явище, 
результат пізнавальної й розуміючої діяльності людини та спільноти, 
інтегративний показник комунікативних, музично-творчих і музично-
мовних досягнень. Тут вирішальним постає поняття артефакту – і як 
матеріального, і як духовного (психологічного) досягнення, об'єктивного 
свідчення творчої сутності (перетворення) суб’єктивної свідомості 
людини. Школа розкриває, як основний, досвід перетворення, перебудови, 
зміни реального світу та людини, нового моделювання дійсності, 
самовдосконалення; це евристико-технологічний тип, у той же час 
особистісно-трансгресивний когнітивний тип; це досвід, пов'язаний 
з істотними змінами в способі життя й мислення, у відносинах з 
навколишнім, який здатний надавати авторські моделі пізнавальної 
діяльності, як у мистецтві, так і в науці. 

Ключові слова: школа, музикознавство, досвід, людина та реальний 
світ, музична творчість, розуміння та пізнання, мовна самореалізація, 
сучасна освіта, науково-дискурсивна форма.
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The relevance of the topic of the article is determined by 
the need to develop a systematic approach to the phenome-
non of the musicological school in the context of the modern 
Ukrainian educational and cultural environment. It is also 
relevant to highlight the historical development of the Odessa 
Academic Musicological School and to define its theoretical 
foundations and methodological guidelines. 

The purpose of the article is to develop relevant approaches 
and argue for modern definitions of the school phenomenon 
based on the study of the experience of Odessa academic 
musicology. 

The main content of the article. First of all, to outline 
the leading features of the Odesa School of Musicology as 
a fairly stable educational and scientific phenomenon; sec-
ondly, to find out the nature and purpose of the school of 
musicology in general, as part of modern humanities culture, 
which combines the general and the special at the level of 
cognitive tradition. The interaction of the European tradition 
of historical and systematic musicology with current trends 
in the formation of national forms of music education is a 
fundamental feature of the Odesa School of Musicology.

Its foundation is the professional scientific and pedagog-
ical activity of the representatives of the Odesa Conserva-
tory – today the Odesa National Music Academy named 
after Antonina V. Nezhdanova, which is based on educational 
and scientific initiatives of two departments: Department of 
Music Theory and Composition; Department of History of 
Music and Musical Ethnography.

The history of the Department of Music Theory and 
Composition dates back to 1934. The origins of the Odesa 
Theoretical School of Musicology are the opening in the 
mid-1860s of music classes by the “Society of Music Lovers” 
under the leadership of Peter Sokalsky, as well as the activ-
ities of his successors, students of Nikolay A. Rimsky-Kor-
sakov – Porphyry Molchanov, and then Vitold Malyshevsky 
and Vasil Zolotaryov. Its methodological foundations were 
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laid by mastering the methodological guidelines of the  
St. Petersburg School of Musicology, and through them – by 
restoring certain principles of German musicology, of course 
with some correction to new professional and educational 
tasks.

The historical direction of Odesa academic musicology, 
formed in the 50s of the last century, has always unfolded 
in a rather broad interdisciplinary context, so it immedi-
ately acquired signs of systematic one, combining research 
efforts of musicologists of different generations who followed 
Guido Adler’s approach. In particular, Georgy Viranovsky 
(1935–2013), who taught a course on musical theoretical 
systems at the Odesa Academy, can be considered a follower 
of German systematic musicology.

However, over the last few decades, the traditional divi-
sion of musicological disciplines into theoretical and his-
torical (with a corresponding continuation of the distribu-
tion in each field) no longer justifies itself. Along with this, 
we observe many separate authorial attempts to renew the 
model of musicology. Sometimes this is done with a focus on 
the holistic method and an understanding approach (Moris 
Bonfeld, 1991 [6]; Nina Gerasimova-Persidska, 2005, 
2006 [11–12]; Irina Kushmina, 2004 [18]): sometimes – in 
order to organize on a cognitive and linguistic basis (Mark 
Aranovsky, 1998, 1974 [2, 3]; Victor Bobrovsky, 2013 [5]; 
Ivan Kotlyarevsky, 1989, 2002 [16, 17]; Yevgeny Nazay-
kinsky, 1982, 1998 [21–23]; Igor Pyaskovsky, 1987 [24]). 
The diversity of musicological conceptualism is affected by 
related problematic phenomena; they are associated with the 
appeal to the antinomic principles of culture and phenomena 
of time (Vsevolod Zaderatsky, 1995 [14]; Victoria Sukhant-
seva, 1990 [29]), also lead to the discovery of various forms 
of dialogue in art.

Not less productive in the theoretical sense is the appeal 
to the problem of catharsis as the basis of understanding, 
the effect of attachment to meaning, the highest moment 
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of psychological development and emotional fullness of 
consciousness, at the same time – the central moment of 
artistic perception that is programmed by the compositional 
construction of an art work (Aleksandra Samoilenko, 2002, 
2003, 2018 [26–28]).

New problematic theoretical directions have a double 
validity. On the one hand, they arise on the basis of perma-
nent humanitarian issues, namely, questions about the essen-
tial contradictions of human life, the mechanism of culture 
and its creative functions, the distant transcendent meanings 
that attach the experience of the individual to the existence 
of the universe. On the other hand, for such an art discipline 
as modern musicology, the above-mentioned issues have 
not yet become quite “their own”, it means, they have not 
reached methodological integrity and subject coherence. The 
key question about musicology today can be formulated in a 
following way: what is a school of musicology and is it able 
to form a special methodological branch of the humanities 
as a whole?

In our opinion, all the innovations that take place both 
in the scientific research and in the educational spheres of 
Odesa musicology (more broadly – Ukrainian, and even 
more broadly – European) are connected with the attempts 
to answer this question.

It should be emphasized that a specific feature of today 
can be considered the strengthening of applied practical 
functions of musicology, which manifest themselves pri-
marily through educational and communicative testing. This 
approbation claims to reach beyond academic courses, to 
open new ways of applying musicological ideas in the seman-
tic world of culture. But it is interesting that these ways are 
determined in the process of live dialogic communication in 
different information contexts and organizational forms; they 
generate even completely new scientific and creative projects 
and discursive practices (such as the International Musico-
logical Seminar “Musicological word in information content 
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of (post)-modernity”, which has been held for several years 
on the basis of the Odesa Music Academy, in recent years in 
an online format, gathering a wide audience).

As defined by the psychological works of Dmitry Leon-
tiev (2007 [19]), some other representatives of the Rus-
sian psychological school, as well as the classic West-
ern works of Erich Fromm (1990 [33]) and Viktor Frankl  
(1990, 2000 [31]), the leading human trait is the ability to 
self-actualization, which associated with the creation of sym-
bolic language, special, autonomous metaphorical spaces of 
human existence. Spirituality, freedom and responsibility are 
seen as the leading existentials of human existence, which 
become the main psychological artifacts of culture and gen-
erate their own artistic precedents (Frankl, 2000, p. 225 [31]). 
That means that the nature of human consciousness and the 
preconditions of artistic creativity coincide. 

Therefore, it should be borne in mind that, as Lev Vygot-
sky (1968 [10]) once noted, a full-fledged notion of an artis-
tic phenomenon, as well as the methodological justification 
of the art criticism approach, are not possible without solving 
certain psychological issues. Systematic presentation of these 
issues gives rise to the psychology of art as one of the basic 
disciplines of modern systematic musicology.

Theoretical guidelines of this disciplinary field include: the 
concept of psychology of art psychology of consciousness in the 
concept of L. Vygotsky [7–10]; determination of the place and 
role of psychological knowledge in the modern world and the 
psychological conditionality of aesthetic categories; consider-
ation of the problem of aesthetic and artistic emotions; deter-
mination of the nature and functions of psychological artifacts 
in the “living world of culture” and their artistic “precedents”; 
study of artistic communication as a psychological process, dia-
logical aspects of artistic influence and artistic “purification” 
(catharsis); identification of psychological motives in the the-
ory of artistic genres by Mikhail Bakhtin (1986 [4]) and their 
accumulation in the “canonical psychology” of the school of 
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Vladimir Romenets (1998 [25]); identification of new ways of 
art analysis in the projection to the concept of spiritual, sym-
bolic intentions of human consciousness in art; study of the 
construction of artistic composition in its accordance with the 
semantic structure of personal consciousness. psychological 
aspects of musicological analysis.

Updated musicological methodology under its influence 
acquires the features of epistemological analysis and provides: 
the approach to music as a process and the total result of 
artistic thinking; the creation of the concept of musical lan-
guage as one that reflects the “psychological duel” of art and 
reality; attempts to create universal dictionary-encyclopedic 
models of musical culture; development of game theory and 
taking into account the evaluative ambivalence of the artistic 
image as a game factor (conditions of the “game”).

In turn, the categorical preconditions of the epistemolog-
ical approach are revealed by humanitarian works, which, 
firstly, address the mysteries of the human spirit, and sec-
ondly, reveal the functionality of a musical artifact, it means, 
they touch on the problem of structural analysis of art.

The initial position on the poetics of music is combined 
with an assessment of the interdependence of “artistry” with 
artificiality (made), which determines all the functional capa-
bilities of artistic creativity form. Boris Gubman proposes 
to name communicative, cognitive, educational, educa-
tional, playful, hedonistic as the main functions of art (1997,  
p. 159 [13]). This list seems fairly free; from the point of view 
of traditional aesthetics, suggestive, ethical and aesthetic, 
compensative, heuristic (predictive), evaluative, and some 
other functions can be added to it. But, in our opinion, the 
primary, those from which all others are separated, I mean 
fundamental, are three functional aspects of art (art form): 
dialogical, symbolic and cathartic.

Today we have to admit that the cognitive-evaluative sys-
tem of musicology is formed in accordance with the func-
tional and communicative tasks of musical art. And if art 
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is defined as a form of culture associated with the subject’s 
ability to aesthetic development of the modern world and its 
reproduction in the figurative and symbolic aspect through 
the resources of creative imagination (Gubman, 1997 [13]), 
then musicology should be defined as a scientifically discur-
sive form of reproduction of figurative and artistic, and therefore 
aesthetic and psychological, content of music by its verbal and 
symbolic modeling.

The starting genre-genus differences of art, which deter-
mine its division into separate artistic varieties, are, first of 
all, differences in artistic interpretations of the phenomena 
of space and time, which form both external and internal 
borders of cultural experience. The history of art unfolds as 
a history of spatial and temporal symbolism, which seeks to 
represent universal forms of communication. As Pavel Flo-
rensky noted, “the more ontological the vision, the more 
universal the form” (2001, p. 562 [32]). These words of 
Florensky are part of his concept of “artistry” (“art”), as a 
dream that turns into reality; the canons of artistic creativity 
are connected with that reality, and the canons themselves 
generalize the spatial and temporal requirements of the per-
ception of an art work. According to the theologian, in its 
foundations, art must always remain a fact of Divine reality, 
a manifestation of a higher spiritual experience, a vision of 
completeness – of holiness (2001, pp. 534, 543, 551 [32]). 
Thus, Florensky provides a symbolic basis for considering the 
canonical factors of art at all its levels. 

Inheriting Florensky’s canonical and symbolic approach, 
Sergey Averintsev tries to bring it to the scope of the “sophian 
ontology”. He proposes to consider the set of art forms – 
poetics – as a single logosphere, when he finds the phenom-
enon of the logo in the pervasive semantic order of existence 
(1999, p. 115 [1]). The concept of the semiosphere, intro-
duced by Yury Lotman (1998 [20]) and can be explained 
by a certain psychological reconstruction, is close to the 
concept of the logosphere, because otherwise it remains an 
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alienated abstraction. Thus, from “imagination” and “vision” 
to the semiosis of culture (which Lotman studies), the path 
runs through the genesis of “great” cultural symbolism and 
the branch of artistic and formative canons associated with 
this symbolism. This path presupposes the self-significance 
of the phenomenon of interpretation as a way of transmis-
sion – retransmission of symbolic meanings and symbolic 
forms. Scientific and educational musicological praxeology 
also joins the interpretive field of culture, it is an active part 
of the socio-cultural environment.

Explaining this process from the standpoint of system-in-
tegrative musicological methodology, taking into account 
the peculiarities of music as an artistic phenomenon, we 
should note that the problem of transpersonal transmission 
of artistic meanings in music can combine semiological and 
psychological plans of musicological discourse. This is due 
to the fact that most semiological concepts have a psy-
chological origin, especially such as meaning, value, life 
experience, memory, communication, creativity. It is also 
quite clear that the leading semiological categories – sign, 
meaning, language, speech, image, symbol, text – appear 
as psychological formations, and only as a result of their 
psychological content they are “transposed” into certain 
artifacts of human cultural activity.

Modification of the aesthetic and psychological approach 
as a necessary component of art history symbolology is 
revealed in the works of Yu. Lotman, who believed that art 
is the most complex “machine” ever created by man: it is 
a “machine” that allows a person to experience what did 
not happen to him, but what can happen. This “invincible 
virtuality” of art is associated with specific means of artis-
tic thinking, first of all, the special semantics of sign sys-
tems, different for different types of art (Lotman, 1998, p. 
404 [20]). The art form is evaluated by the researcher, first of 
all, as a form of production of new meanings – new spiritual 
substances that express both the freedom of man (creative 
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imagination of man) in relation to the objective reality that 
is reflected, and the responsibility of man to himself and the 
subjects of his communication.

Thus, the semiological consideration of art is “placed” 
between two problems: problems of conditionality and prob-
lems of understanding, each of which has a pronounced 
aesthetic and psychological inclination. One can define the 
understanding of art as the possession of a measure of its 
conventionality; it is possible to define the conventionality 
of art as the expression in the artistic form of the level and 
scope of understanding of man and the world.

On the basis of the expressed opinions, we will try to formu-
late actual modern definitions of the school phenomenon, those 
to which the Odesa musicological community tries to rise.

First, it is a school as memory – a way of accumulating 
and preserving knowledge, a form of acquiring knowledge, 
a certain tradition and collective canons of cognition and 
awareness. The determining factors here are chronotopes 
(chronological approach) – the unity of temporal and spatial 
factors, their awareness and embodiment in special symbolic 
forms. Orientation to the real, to the surrounding reality, at 
the same time reflection – memorization, it means the for-
mation of experience. In this case, the school appears as a 
form and method of organization, ordering the space-time of 
human life in its common, general being purpose.

Secondly, it is a school as a direction, trend, vector of 
activity, practical institutional creation – a way of profession-
alization and in-depth differentiation of forms of cognition 
and reconstruction of reality, determination of permanent 
criteria of professional action, communication, implementa-
tion of common ideas and plans. Dialogue as intersubjective 
and subject-object communication, including between exter-
nal socio-situational guidelines, needs and internal individual 
human interests, so, in a broad interpretation of the concept, 
is decisive here. Thus, the school finds its scientific and dis-
ciplinary institutional type, which is determined by the study 
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of the surrounding reality with its objective laws, knowledge 
and development of reality, focuses on ideal knowledge 
(examples are cognitive systems of different eras, which form 
certain external and internal boundaries, structural features 
and subject specification, starting with ancient astronomy 
and ending with modern psychophysiology, it means, from 
the sciences of the universe to the science of man).

Third, it is, of course, a school as a union of souls and 
minds, creative union, spiritual and practical unity of indi-
viduals – a way to identify the personal factor of human 
experience and the phenomenon of Teaching (apprentice-
ship), which characterizes different areas of activity, but as 
close communication to the one, so, it is a prerequisite for 
the transfer of artistic experience as an individually symbolic. 
Here the category of understanding becomes decisive.

In this case, the school appears as a personal and crea-
tive type of communication, focused on the reproduction of 
invisible worlds, the embodiment of the imaginary, acquires 
its artistic and valuative inclination, its own internal psycho-
logical order (training), a set of qualities, properties, skills. 
That means, it is a way of forming and revealing the creative 
energy of personal human consciousness, restructuring the 
functional mental apparatus and organizing the thought pro-
cess; thus, it reveals a person’s ability to self-actualize. Here 
the determining factor is self-knowledge or soliloquium, as 
well as linguistic self-realization, including the choice of lin-
guistic and symbolic form.

We can even say that the modern school of musicology 
is able to discover its own psychological and reflexive type, 
based on self-awareness and self-esteem, the study of the 
inner world of man as the main and determining. Hence the 
shift of boundaries between objective and subjective reality, 
the multiplication of dimensions of reality (examples can be 
found from Augustine’s Confession to Nikolay  Berdyaev’s 
Self-Knowledge and further, in the phenomenon of “novel 
of the flow of consciousness” initiated by Marcel Proust, 
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in general in the novel art in its broad sense, according to 
Mikhail Bakhtin).

The scientific novelty consists in a holistic historical and 
theoretical assessment of the Odessa school of musicology as 
a complex dialogic phenomenon that organizes the interac-
tion of the European tradition of historical and systematic 
musicology with modern trends in the national formation of 
musical education and science. It is proposed to define the 
musicological school at several levels, including an approach 
to it as a practical institutional creativity – a way of profes-
sionalization and in-depth differentiation of forms of knowl-
edge and reconstruction of reality. 

Hence, in general, the modern school of musicology is a 
collective and personal interpretive phenomenon, as a result 
of cognitive and understanding human activity, an integrative 
indicator of communicative creative achievements as well as 
musical and linguistic achievements. Here the phenomenon 
and the concept of an artifact are decisive – both as a mate-
rial and as a spiritual (psychological) achievement, objective 
evidence of the creative essence (transforming) of personal 
human life.

The conclusions. The school reveals, as the main one, the 
experience of transformation, reorganization, change of the 
real world and man, new modeling of reality, self-improve-
ment; it is a heuristic-technological type, at the same time a 
personality-transgressive cognitive type; associated with signif-
icant changes in lifestyle and thinking, relationships with oth-
ers, it maximizes style indicators in science, art, life, it claims 
to authorship, provides authorial models of life, personal life-
art, including in cognitive activities, as in art, and in science.

Thus, the polar quantities that determine the phenom-
enon of school are the world and man, by the way, in the 
gradual approximation and intensification of interaction; the 
cognition of the world takes place in accordance with human 
self-knowledge, and vice versa: the development of one’s 
own abilities – the ability to know, understand, creatively 
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transform reality – allows to establish new aspects, rules and 
qualities of the so-called objective reality.

All the shown aspects of the phenomenon of musicological 
school exist in unity and correspond to the integrity of human 
history, historical human existence, and the personal con-
sciousness of an individual. Then the phenomenon of school 
meets the needs of human language consciousness, the need 
for the formation and expansion of the human language envi-
ronment, increasing the aesthetic contexts of human life.
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