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REVISITING THE POLYGENESIS OF MUSICAL ART

The purpose of the work. The article under consideration deals with the analysis of verbal and musical-sound
(extra-speech) origins of music in the aspect of their dependent-independent relations, coordinated with the concept of
the primary nature of the origin of musical instruments. The methodology of the study lies in application of the aesthetic-
cultural, comparative, theoretical and historical methods, as well as the analytical approach, which form a single
methodological basis. Along with a complex method, so-called systemic approach is needed, which makes it possible to
comprehensively study the object at various but interrelated levels. The scientific novelty of the research consists in
expanding the understanding of the genesis of musical art as an artistic and cultural phenomenon on the basis of a
comprehensive analysis of the relationship between the musical, sound and speech sources of music, taking into
account the specific features of the formation of musical instrumentalism. Conclusions. Comprehension of complex
evolutionary processes of the polygenetic nature of music provides a new starting point in the perception of this type of
creative expression and perception of the world as a specific holistic supernonational phenomenon of "sublime sound
forms" (Yu. Kholopov). This approach allows us to distinguish the statuses of specific musical thinking, as well as
musical instrumentalism, while responding to the intentions and principles of the functioning of a common creative,
communicative, "living" art field.

Keywords: music, sound means, word, musical instrument, syncretism, synthesis, "pure" forms of art,
polygenesis of music, musical thinking.

YepHoieaHeHko Anna [mumpieHa, kaHOudam mucmeuymeo3dHascmea, 0oyeHm, npoghecop Kkaghedpu HapoOHUX
iHcmpymeHmie O0ecbKol HauioHanbHOI My3u4Hoi akademii im. A.B. HexdaHosoi

[o nuTaHHA Npo nonireHe3auc My3an4YyHOro MucTeLTBa

MeTa po6oTu. Y cTaTTi 3AIMCHIOETLCA aHari3 MOBNEHHEBMX Ta My3W4HO-3BYKOBUX (MO3aMOBMEHHEBUX) BUTOKIB
MY3UKM Y CMIBBIAHOLUEHHI iX 3aNeXHO-He3anexHUX BiQHOCWH, Y3roMKeHuU 3 KOHLENUIE NEePBUHHOCTI NMOXOMXKEHHSA My-
3MYHKX IHCTPpYMeHTIB. MeToAonoria OCNIAKEHHS NOMSrae B 3aCTOCYBaHHI €CTETUKO-KYNbTYPOSIOriYHOro, kKomnapaTue-
HOro, TEOPETMYHOrO Ta iICTOPMYHOrO METOZIB, @ TAKOX aHamniTUYHOro MiAXOAY, SKi YTBOPHOOTL EAMHY METOAOMOriYHY OC-
HoBy. Mopsia 3 KOMMNEKCHUM METOAO0M HeobOXiOHWI | Tak 3BaHUI CUCTEMHWIA NiXid, WO Aae 3MOry Ha caMux pisHuX, ane
B32EMOMOB'A3aHMX PiBHAX, BCEBIYHO BUBUMTK 06'ekT. HaykoBa HOBU3HA Nonsirae B PO3LUMPEHHI YSBMEHb NPO FEHe3uc
MY3M4YHOIO MUCTELTBA SK MUCTELbKOrO Ta KyNnbTYpOSOriYHOro peHOMeHa Ha OCHOBI KOMMMEKCHOro aHaniay cniBBigHoO-
LWEeHb My3M4YHO-3BYKOBUX Ta MOBMEHHEBUX BUTOKIB MY3UKM 3 ypaxyBaHHSM crneundiku hopMyBaHHS My3UYHOIO iHCTpY-
MeHTaniamy. BucHoBku. OCMUCNEHHST CKNaaHUX €BOMOLIAHMX NPOLECIB MONIreHeTUYHOT NPpUpoOau My3vKn AatoTb HOBY
TOYKY BiAniKy y CNPUNHATTI LbOro BUAY TBOPYOrO CaMOBMPAXXEHHS | CBITOCMIPUAHATTA SK cneumdivyHoro uinicHoro Hagno-
HATIMHOTO (hbeHoMeHy "nigHeceHnx 3BykoBux chopm” (KO. Xornonoe). Takui nigxia Aae aMory BUAInuTH ctaTycu cneundiy-
HOTO MY3MYHOIO MUCHEHHS], @ TaKOX MY3UYHOrO iHCTPYMEHTaniaMy, O4HOYACHO BIiAMOBIAAKOYM IHTEHUIAM Ta NpUHLMNaM
(PYHKLOHYBaHHA 3aranbHOro TBOPYOro, KOMYHIKaTMBHOIO, ">XMBOro" Nonsa MMcTeuTBa.

Knio4yoBi cnoBa: My3uka, 3ByKOBi 3acobu, CIOBO, My3WYHUIA IHCTPYMEHT, CUHKPETU3M, CUHTE3, "4ncTi" hopmu
MUCTELTBA, NONIreHe3nc My3uku, My3am4He MUCIIEHHS.

YepHouegaHeHKko Anna [JmumpueeHra, kaHOudam uckyccmeoseleHusi, doueHm, rnpogheccop kaghedpbl Hapod-
HbIx uHcmpymeHmos Odecckol HayuoHabHOU My3biKanbHoU akademuu um. A.B. Hexx0aHoeol

K Bonpocy o nonureHe3unce My3bikanbHOro UCKyccTBa

Llenb pa6oTkl. B cTatbe NpoBOOUTCS aHanu3 peyeBbixX U My3blkarbHO-3BYKOBbIX (BHEPEYEBbLIX) MCTOKOB MY3bIkU/ B
acrnekTe Mx 3aBUCUMO-HE3aBUCUMbIX OTHOLLEHWIA, COrMacoOBaHHBIN C KOHLENUMEN NeEPBUYHOCTY NMPOVCXOXKOAEHUS My3blKallb-
HbIX UHCTpyMeHTOB. MeToaonorua nccnegoBaHNs 3aknioyaeTcs B NPUMEHEHUN 3CTETUKO-KYNbTYpPOOrMYeckoro, CpaBHu-
TENbHOrO, TEOPETUYECKOTO U UCTOPUYECKOTO METOAOB, a TaKkKe aHanMTMYeckoro noaxona, Kotopble obpasyroT eauHyo
METOZO0NOrMYEeCcKy0 OCHOBY. Hapsily ¢ KOMNMEKCHbIM MeToAoM HEOOXOAMM U TaK HasblBa€MbIi CUCTEMHbLINA NOAXOA, MNo-
3BONSIIOLLMIA HA CaMbIX Pa3HbIX, HO B3aMMOCBSA3aHHbIX YPOBHSIX, BCECTOPOHHE U3yunTb 00bekT. HayuyHas HoBu3Ha paboThl
3aKMYaEeTCs B pacLUMPEHUN NPEACTaBNEHUA O reHe3nce My3blKarbHOrO MCKYCCTBA Kak Xy[0XKEeCTBEHHOMO U KynbTyporory-
Yeckoro oeHOMEHA Ha OCHOBE KOMMJIEKCHOIO aHanm3a COOTHOLUEHWUA My3bIKalbHO-3BYKOBbIX M PEYEBBIX MCTOKOB MY3bIKU C
y4eToM crneumndukn (opMMPOBaHMS My3blKaribHOr0 MHCTpyMeHTanuaMa. BbiBoabl. OCMbICNIEHUE CIOXHBIX SBOSOLMOH-
HbIX MPOLECCOB MOMUreHeTUYECKOM NpMpoabl My3blkM JAET HOBYIO TOUKY OTCYETa B BOCMPUATMM 3TOMO BuAA TBOPYECKOrO
CaMOBbIPaXeHNs1 1 MUPOBOCMPUATUSA Kak crneumdunyeckoro LeroCcTHOrO HaAMOHATUAHOIO heHOMeHa “BO3BbILLUEHHbLIX 3BY-
koBbIxX cpopM" (KO. Xononos). Takon noaxon No3BosseT BblAENUTb CTATYCbl CNELMPUIECKOrO My3bIKarbHOMO MbILLMEHWS, a
TakkKe My3blKanlbHOrO MHCTPYMEHTannama, o4HOBPEMEHHO OTBEYast UHTEHLMSAM M NpUHLUMNaM pyHKUMOHMPOBaHKS oOLLEero
TBOPYECKOro, KOMMYHUKaTUBHOIO, ">KMBOr0" Nosisi UICKyCcCTBa.

KniouyeBble crnoBa: My3blka, 3BYKOBble CPEACTBA, CMOBO, My3blKalbHbI MHCTPYMEHT, CUHKPETU3M, CUHTES,
"yncTble" hopMbl MCKYCCTBA, NOMNUIeHe3NC My3bIk1, My3blKanbHOE MbILLIIEHUE.

Relevance of the research topic. Among all known types of artistic-cultural syncretism and synthesis,
the ratio of music and word can be attributed to the most ancient, natural, functionally and aesthetically

© Chernoivanenko A., 2018
223


mailto:alla_ch-ko@ukr.net

MucTeuTBO3HABCTBO Chernoivanenko A.

determined, varied in forms, due to the presence of common and specific parameters important in semantic
artistic and aesthetic terms. The latter are manifested in the "pure” forms of musical art and literature. It is these
two forms — "human language and music are sound expressions flowing in the time of life of the human spirit"
[3, p. 83] (another important pair of creative-syncretic typology is dance and music, as well as the three-part
syncretic typology of the word — music — dance, but the volume of the article does not allow to fully draw them
to the materials of the study). Word and music is almost "inseparable” throughout the history of its evolution.
Various forms of their coping are studied in numerous musical studies, the subject of which is a variety of
syncretic, even more often — synthetic forms, which are contrasted with the forms of "pure" instrumentalism.
However, in the existence of musical art as a holistic artistic phenomenon, the nonlinear creative practice of the
relationship between words and musical intonation is increasingly corrected by the positions of musical and
instrumental thinking, which requires a comprehensive approach to its study of the genesis of music.

The purpose of the work. The article under consideration deals with the analysis of verbal and
musical-sound (extra-speech) origins of music in the aspect of their dependent-independent relations,
coordinated with the concept of the primary nature of the origin of musical instruments.

Presentation of the original material. In the original syncretism of future types of creativity, including
music, it is necessary to define syncretism of artistic/ extra-artistic, arts/non-arts. "Music as syncretic art of
singing — playing instruments — dancing, etc. has been emerging (and not "emerged”) from various and many
syncretic "terms™ [2, 126]. According to I. Zemtsovsky, "the emergence of music is a tendency for the
emergence", which was not realized in different situations and regions in the same way. Therefore, the
researcher suggests asking "not just about the origin of music, but about the origin of those not yet known to
us, syncretic forms, in the depths of which the musical intonation developed" [ibid.]. Since pure musical activity
at the initial stage and even, according to Y. Kholopov, in ancient Greece of the classical period [13, 45] was
not — music was formed in the environment of dual syncretism activity, at the same time poly-artistic and labor,
household etc.). I. Zemtsovsky called this type of syncretism "an inseparable signal-magic-dance-labor
complex" [2, 126], to which also included instruments: amulets with a protective role of noise, concealment of
human voices, healing, ritual, signaling, leisure and others. But the "internal structural dependence of the
elements"” of such a system accurately reflects the characterization of the "systemic whole" [8].

In the historical "sound landscape" of primitiveness science emphasizes three areas of direct
influence on the formation of musical thinking: sounds of voice, the sounds of human activity, sounds of
nature, emphasizing the role of musical instruments "in optimizing the process of transferring spiritual states,
harmonizing communication between man and the environment" [9, p. 19]. In the "voice" influence sphere, in
turn, it is possible to separate the timbral-altitude articulation parameters and the verbal-conceptual side. The
first group demonstrates the instrumentalities of techniques and principles in the embodiment of emotional
image in music. The second reflects the long path of syncretically synthetic being of music and words. It is
characteristic that the poetic (not common) word was not spoken at first too, but melted through the feeling of
greater emotional influence due to high-altitude, metro-rhythmic, timbral and articulative — musical — means.

In the European civilized culture, syncretism of the word and music took place in the Middle Ages. It
is here that one can see the gradual release of these arts from each other. If lyrical poetry of the era was
inseparable from music, it only sang, then there was a parallel "bookish latin poetry, poetry for silent reading,
which no longer required the motive as a mandatory natural condition of its existence, because it was based
on its own developed theory of versification” [12, 200-201]. Thus, now the music could "be torn" from the
word: the musical beginning clearly dominates the verbal in the metrical organum and clausula. And
although in general the separation of the art of the word began incomparably earlier than the musical one —
in the case of ancient civilizations, it has already been customary to speak of literature — a substantial part of
it (epos, lyric, and drama) contained a significant part of the musical: it was a "singing word" [12, 201]. The
distinction between music and literature continued during the Renaissance, but the most obvious was in the
New Age era, when music finally gained freedom from the "controlling” it words up to the concept of "pure”
music. And then becomes an actual concept of the synthesis of arts.

The boundary determined between syncretism and synthesis manifests itself at the level of
fundamentally different types of artistic thinking. In the first case (archaic folklore, early stages of liturgical
monody and secular songs of the European Middle Ages), the verbal and musical images appear
immediately in the mind of the artist: "in the relations of verbal and musical skills, the art of the bearer of the
epic can be equated with the professional singing poet: not the poet and composer, nhamely the singer,
thinking in a verbal-melodical manner" [12, 208]. In the second (vocal compositions of the Renaissance:
Mese, Motet, Madrigal, New Age: opera, oratorios and cantatas, songs and romances) — the artist,
conscious of the isolation of arts, seeks to restore unity, to achieve their harmonious union. In most cases
(but not necessarily), synthetic genres include the text source (canonical liturgical text, literary work — verse,
poem, novel, libretto), authors of texts and music — different people. Thus, the historical evolution of culture
took place quite smoothly and nonlinearly — in the long process of autonomy of arts, the echoes of
syncretism also take place. Thus, in the liturgical and secular genres of the late Middle Ages tunes, which
were worked out during the preceding centuries and reached a high artistic level, reach a certain level of
autonomy — another text ("counterfeit") may be applied to them. That is, "the creation of a new motif with the
new text ceases to be the only possible creative method" [10, 69].
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Since music and literature are conditioned by the general physical nature (sound — high-temporal-
dynamic and temporal-rhythmic), as well as the only semantic space (A. Samoylenko points out the non-
significance of musical semantics outside individual compositions as an unequal meaning of musical
significance to meaning and signs [11]), they assume many ways of convergence. The sound word is quite
easily saturated with the musical principle: it is enough to add to the language additional ordering in at least one
of the parameters — rhythm, pitch accented relief, phonetic organization (repetition, assonances and rhymes,
alliteration, increase in the length of the vowels in the speech-lingual stream), and it remains at this in the
format of literary and poetic genres. If the word reaches the maximum musicality — sings — synthesis occurs.
Similarly, the verbal beginning can penetrate into music. When sounding a holistic, connected verbal text there
is a synthesis of arts. Verbal can be brought into music through the use of speech phonemes, syllables, words
and phrases — as units of musical fabric ("phonetic music"); designation of genres, emotional states, situations,
actions — as programmity in the narrow sense; sounded, seized, presented, hidden word. In this case, the
musical content remains unique, not possible to express in verbal-word concepts. Music reveals a certain
paradox in "relations” with the word: moving away from it in its semantic nature, as if it can not break away from
it finally (programmatic, phonetic means, remarks, and finally — the diversity of synthesis). The main way of
influencing the literature on music is the sphere of rhetorical semantics, when the syntactic and semantic
connections characteristic of verbal expression are transferred to music, adapting to the conditions of musical
language, to the semantic specificity of musical expression. Thus, the genetic link between music and the word
fit into the scheme of syncretic unity — individual species — the synthesis of various formats, concentrated in the
study of G. Rimko in the problem of "eternal” text and music form [10].

Traditionally conceived in musicology path from pure literature to pure music, from their syncretism to
synthesis, including friendly modes and various mixed types diffusion process itself is not linear, consisting
rather of two branches that do not merge with each other, but enter into rather complex correlations (such a
scale of the gradual decline of the verbal beginning and the growth of musical in the study of textual and
musical form, is built, for example, in his Ph.D. thesis by G. Rimko [10, 60]). In our view, the situation of
existence and research of the relationship of music and words is complicated, supplemented and enriched by
the presence of another concept — the primacy of musical instrumental beginning. If the first group of
researchers, following the esthetic guidelines of the theory of "double mimesis" (double imitation") of the 18th
century (vocal music imitates "nature”, instrumental — vocal) argue that instrumental music has more later than
vocal origin [14], the second (O. Neustroev [7], |. Zemtsovskyy [2], |. Matsyyevskyy [5], others, including the
author of this article), recognizing the inextricable connection with the original “melodious word” believe that
“instrumental music, originally associated with vital processes ... and observance of the concealing human
voice "makes tools and musical instrumentalism certain" iconic media". And in such a sign, the "extraverbal
broadcasting system" works also "beyond the limits of its own labor experience" [5, p. 7] and ritual actions.

The hypothesis that the origin of musical instruments is not connected with vocal music and could
even precede it, was already expressed many years ago [7]. Polygenetic concept of maturation of music
"from non-music" by I. Zemtsovsky implies "not only as a "mechanical” process of selection-highlighting of a
musical instrument”, but also as the formation of a new quality: "It can be argued that historically a musical
instrument is ... a new, interconnected synthesis, some new, unnatural thinking, finally" [2, 127]. The
indicated polygenesis is considered as origin from different sources, various reasons, different paths,
independent in different regions and ethnic groups, as "the inevitable stage of the regular human evolution”,
and leads to "coexistence in different geosocio-ethnic conditions of different sequences and connections of
vocal and instrumental" with their unconscious differentiation, predominance over one another, and also the
"typology "of two-, three-, four-, and more-orthogonal" syncretism: voice-dance-instrument, instrument-
dance, voice-instrument, voice — dance — tool — mask and so on".

The problem of the genesis of music, of course, goes back to the era of primitiveness, when there is
a need for a means of incarnation and preservation of the spiritual world of a man, that is, for artistic
manifestations. "In conditions, where there are no indirect methods for the transmission of information, music
with its rhythmic non-verbal (highlighted by us — A.Ch.) capabilities provided the interaction of people with
the help of comprehensible sound"” [9, 3]. And whatever the heights did not reach the music in revealing the
dynamics of the spiritual and mental states of man in subsequent times, the origins of the expressiveness of
the musical language reach the primitive (specifically and in detail about this — in the thesis by V. Rady [9]).
In the historical perspective of syncretic art, sound (pre-musical and extraverbal) means acquired a special
significance in practical human life, due to their communicative capabilities, able to overcome the spatial
limitation of visual means and emotionally affect the human consciousness and to reveal the emotional
tension of the primitive man. The gradual animation of such experiences due to elevation and spectral
enrichment contributed to the organization of sonority by specific means of temporythm, pitch, modes, with
the expansion of timbre and dynamic indicators, transforming the sound space from the phenomenon of
nature, ceremonial rituality to the phenomenon of culture. The special role of the musical component of the
artistic ritual action of the scientists is explained precisely by its sound nature [9], because the sound has a
direct connection with the psyche, the inner world of man, both from the standpoint of the expression of the
spiritual (however — spiritual) condition, and from the point of view of the influence on them. Here it should be
borne in mind that at the stage of anthropogenesis, the emotional and psychological parameters prevail over
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the intellectual. "The initial poverty of the intellectual work of the psyche, the limited means of
communication, and on the other hand, the already perceived narrowness of the communicative capabilities
of the language of gesture and facial expressions determined the special significance of the musical
language, which was formed as if between kinetic and verbal languages, and linked them with each other"
[9, 3]. It is interesting that modern music also takes "building sound material® from non-musical spheres,
especially concrete and electronic music [4, 53].Thus, the syncretic connections of music, words and dance
were "cemented" by musical means.

Music does not have such a solid carrier as painting and sculpture, even a word. The sounds of the
music are "incorporeal, swift flowing, practically not subject to fixation. They are a fact of energy, and not
substances" [6, p. 8]. However, musical art, having arisen in syncretic antiquity, not only did not disappeatr,
but having developed over millennia, lived to the phase of "autonomous art of elevated sound forms" [12, p.
45], before the invention of the system of own written signs, sound audio and video recordings, and even the
influence on other types of art and philosophy — in the unceasing need to preserve and transfer to the next
generation musical phenomena as a specific translational system of human values of the highest,
extraverbial order. The fact that music, like art as a whole, appears precisely in the primitive society,
captures its status as a repository of emotional states up to their spiritual level. However, written monuments
of music (if they had taken place, and the nature of folklore is precisely the record-wise tradition) could not
have become a universal source for studying the history of musical culture, especially its early stages, due to
the above-mentioned specificity. It is characteristic that, the pessimism of music historians regarding the
impossibility of research of the primitive period was somehow dispelled by musical instrumental artifacts of
antiquity (the first drilled phalanx of a deer was discovered in 1860 by the French archaeologist E. Larte, in
1864, publishing the results with the assumption that this is a whistle, a drawing of the workpiece flute of the
Stone Age, a Belgian musicologist F. Fetti published in 1869, giving its construction the highest appraisal of
acquired acoustic experience [9, 3]). R. Gruber believes that "musical instruments, being the most valuable
musical and historical source throughout the musical culture, is especially indispensable in this role at the
early stages of development, with the complete lack of musical record and a number of other musical-
historical sources" [1,134]. Ye. Nazaikinsky also highly estimates “historical memory” of the musical
instrumentalism: "If the physical laws on the earth have not changed, and our breathing, hands, and body
have not gone far from what was used by the ancient musicians, then the provoked excitation of the acoustic
process in an instrument found by archaeologists, will give the same, as well as a long ago, sound result,
because on this side historical memory-recording tool is faultless [6, 93]. From the very beginning, a person
first felt and began to use the possibilities of music in the transmission of various manifestations of emotions
(domestic and spiritual-religious); created "special tools for enhancing the expressiveness of emotional
expression”, that is, began to realize a certain figuratively-powerful potential of musical language [9, p. 2].
And here we can talk about the formation of special musical thinking of non-verbal nature, which is realized
in two types of activities: the creation-performance of musical (syncretically-musical) phenomena and their
perceptions, in the course of cultural and musical development and professionalization transformed into
three types — creation, performance, perception. However, taking into account the instrumental component of
the syncretic process, performance and perception were initially divided (it is impossible for several
participants to play one instrument, to play brass and sing, not all participants mastered the tools). The very
act of an instrumental play requires (under an improvisational nature) a certain preparation: the production or
acquisition of an instrument, at least the elementary skills of the instrumental play, the knowledge of
traditions and functional features of instrumental sounding, in particular, of its individual batch in the
ensemble or syncretic whole, which are extremely diverse at the interethnic level — from full dependence to
complete independence, with a mass of transitional types.

Conclusions. Unlike the art of the word, music does not literally simulate the course of human
thoughts, but is capable of expressing the most complex and delicate facets of sensations up to the sublime-
spiritual, passing the "third person” the conceptual and verbal expression. Musical thinking exists along with
verbal, "pictorially colored-graphic® and "motor-plastic-dynamic” (the latter — the thesis terms of I.
Zemtsovsky [2, 129]) as a specific form. Music is modeled by the "movement of feelings, in which "removed",
dissolved thoughts of a man”, which "neither a novelist nor even a poet can be reproduced with such depth,
accuracy, and adequacy" [9, 4]. "Pure" instrumental art clearly demonstrates the stated intentions of music,
which in the original forms were created in the corresponding era and influenced evolutionary processes no
less than other musical and extra-musical, including verbal-conceptual, factors.
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