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PERFORMING SEMANTICS OF SILENCE IN INSTRUMENTAL MUSIC
OF THE XX-XXI CENTURIES

The purpose of the article. The research is connected with identification of semantic values of silence by musical and in-
strumental performance means. The methodology of a research consists in application of the historical and culturological, logic and
semantic, esthetic, historical and logical, generalizing methods. Important musical and textual, analytical musicological and performing
approaches are represented. All of them create unified methodological base of a research. The scientific novelty of work consists in
expansion of ideas of figurative and semantic value of silence in instrumental music of XX — XXI centuries. Special "absoluteness" of
silence in a musical-performing as "other being" of the thematic and sound values corresponding to procedurality of musical thinking,
the nature of a musical chronotope and instrumental playing movements is approved. Conclusions. Understanding of philosophical,
psychological, aesthetic, musicological and musical-performing meanings of silence and a pause in music brings to new semantic para-
digms of art of the second half of XX — beginning of the XXI centuries. Forms of musical instrumental performing movements of "silence
music" (a play in air, silent pressing of keys or valves of the instrument, etc.), the absoluteness of instrumental silence, its dramatized
evident exaggeration embody the other being of loud tones and thematic structures in their art variety. Semantic range of an image-
symbol of silence fluctuates in music from intimate and trembling to philosophical, from expressive-strained to pacified.

Keywords: silence; pause; semantics of silence; silence; performer; musical chronotope; musical and instrumental "absolute-
ness" of silence.

YepHoueaHeHko Anna [QmumpueesHa, kaHOudam uckyccmeogedeHusi, doueHm, npogheccop Kaghedpbl HaAPOOHbIX UHCMPY-
meHmoe Odecckoll HayuoHarnbHOU My3bikanbHol akademuu uM. A.B. HexdaHoegol

BukoHaBcbka cemaHTMKa TULLi B iIHCTPYMeHTanbHin my3udi XX-XXI ctonitb

MeTa pobotu. [JocnigkeHHs nNoB'a3aHe 3 BUSIBMIEHHAM CEMaHTUYHUX 3HaYeHb TUWLLI 3acobamMn My3NYHO-IHCTPYMEHTanbHOro
BMKOHaBCcTBa. MeTogonoria OOCNiMKeHHS Nonsrae B 3aCTOCyBaHHI iCTOPMKO-KYNbTYpPOSIOri4YHOro, Noriko-CEMaHTUYHOIO, €CTETUYHOTO,
iCTOPMKO-NOrYHOro, y3aranbHIKYOro MeToAiB. Baxnvevmu BuOalTbCA MY3UYHO-TEKCTOSMONYHWUIA, aHamnmiTUYHUIA MY3WKO3HaBYMn Ta
BMKOHABCbLKWI Migxoan. Pasom BOHU CTBOPIOKOTL €4MHY MeToaonoriyHy 6a3y gocnigxeHHsi. HaykoBa HoBu3Ha poboTu nonsrae B pos-
LUMPEHHI ySIBMNEHb NPO 06pa3HO-CEMaHTUYHOMY 3HAYeHHI TULWLI B iHCTpyMeHTanbHin my3uui XX — XXI ctonite. CTBepaXyeTbCs crnewia-
NbHa «abCoMIOTHICTbY TULLI B MY3UYHO-iIHCTPYMEHTaNbHOMY BMKOHABCTBI AK «iHODYTTS» TeMaTU4HO-3BYKOBMX 3Ha4eHb, LLO BianoBiga-
10Tb NpOLieCyanbHOCTi My3UYHOTO MUCTIEHHS, NMPUPOAI MY3NYHOTO XPOHOTONY, iHCTPYMEHTarnbHO-irpoBmx pyxis. BucHoBkun. OcmucneHHs
iNOcodPCbKMX, NCUXOMONYHUX, ECTETUYHUX, MY3UKO3HABYMX Ta IHCTPYMEHTanbHO-BUKOHABCLKUX CMUCAIB TWLWI | nay3u B My3uLi BUBO-
OWTb Ha HOBi CEMaHTWYHI NapagurMm MucteuTsa Apyroi nonosuHM XX — novatky XXI cT. PopmMu My3nUYHO-IHCTPYMEHTaNbHUX BUKOHAB-
CbKUX PYXiB «My3VKM TULLi» (rpa B NoBiTpi, 6€33By4HEe HaTUCKaHHA knagill abo knanaHiB iHCTPYMEHTY i T.4.), abCOMTHICTb IHCTPYMEH-
TanbHOi TWLI, ii TeaTpanisoBaHa Hao4Ha rinepbonisauisi BTIMOTb HOBYTTS 3BYYHWX TOHIB i TEMATUYHUX CTPYKTYP B iX XyAOXHBOMY
pidHOMaHiITTi. CeMaHTUYHUIA adiana3oH obpasy-CYMBONY TWLLI KONMBAETbCA B My3WLi Bif iHTMMHO-TpeneTHoro Ao dinocodcbkoro, Big
€KCMPEeCUBHO-HaMPYXXeHOro A0 YMUPOTBOPEHOTO.

KnioyoBi cnoBa: Tuwa; naysa; cemaHTVKa TULLi; MOBYAHHS; BUKOHaBELb; MY3WUYHWUI XPOHOTOM; MY3UYHO-IHCTPYMEHTanbHa
«abConIoTHICTb» TULLI.

YepHoueaHeHko Anna [mumpueeHa, kaHOudam uckyccmeosedeHusi, doyeHm, rpogheccop kaghedpbl HAPOOHbIX UHCMPY-
meHmos Odecckol HayUoHanbHOU My3bikanbHoU akademuu uMm. A.B. HexxdaHoeou

UcnonHuTenbckas cemMaHTMKa TULLIMHBbI B UHCTPYMeHTanbHou My3bike XX—XXI BekoB

Llenb paboTtbl. ccrnegoBaHne CBSI3aHO C BbISIBMEHWEM CEMAHTUYECKMX 3HAYEHWN TULLIMHBI CPEeACTBaMu My3blkarbHO-
MHCTPYMEHTarnbHOro ucrnonHutensctea. Metogonorusa vccnenoBaHUst 3akmioyYaeTcsl B NPUMEHEHUU UCTOPUKO-KYIbTYpPONOrM4eckoro,
TIOTVKO-CEMaHTUYECKOro, 3CTETUYECKOro, NCTOPUKO-NorMdeckoro, obobLaroLiero MeToaoB. BaxkHbiMn nNpefacTaBnsaoTca My3blKarnbHO-
TEKCTONMOrMYECKUA, aHanNUTUYECKUA My3blKOBEQYECKUIA U UCTIONHUTENbCKUN noaxoabl. BmecTe oHW co3paloT equHyo MeTodornormye-
ckyto 6a3y nccneposaHusl. HayyHas HoBU3Ha paboTbl 3aknoyaeTcsi B pacluMpeHun npeacraBneHuii 06 ob6pasHo-ceMaHTUYECKOM 3Ha-
YEHUM TULLIMHBI B MHCTPYMeHTanbHon My3bike XX — XXI BekoB. YTBepxaaeTcs cneumnanbHas «abCcomoTHOCTb» TULLMHBI B My3blKarnbHO-
MHCTPYMEHTANbHOM WCTONHUTENBCTBE Kak «MHOBBLITUE» TEMAaTUYECKU-3BYKOBBLIX 3HAYEHWI, COOTBETCTBYHOLLMNX MPOLECCYanbHOCTU My-
3bIKanbHOrO MbILLIEHNS!, NPUPOAE MY3bIKanbHOrO0 XPOHOTOMA, MHCTPYMEHTaNbHO-UrPoBbIX ABWKEHUA. BbiBogbl. OcMbicneHve duno-
COQCKMX, MCUXONMOrMYECKNX, ICTETUHECKMX, MY3bIKOBEOYECKMX U UHCTPYMEHTanbHO-UCMOMHUTENBCKUX CMbICIIOB TULLMHBI U Nay3bl B
My3blke BbIBOOWUT Ha HOBblE CEMaHTUYecKMe MapagurMbl UCKycCTBa BTOPOW MomnoBuHbl XX — Hayana XX| BB. ®opmbl My3blkanbHO-
WHCTPYMEHTarnbHbIX UCMOMHUTENbCKUX ABUKEHUNA «MY3bIKM TULLUHBI» (Mrpa B Bo3dyxe, 6e33ByYHOE HaxaTtue KnaBwll MW KranaHos
VHCTPYMeHTa 1 T.A.), abCONTHOCTb MHCTPYMEHTaNbHON TULLMHBI, €e TeaTpanusoBaHHas HarnsgHas runepbonusaums BonnoLwarT
MHOOLITUE TPOMKMX TOHOB M TEMATUYECKUX CTPYKTYp B WX XYOOXECTBEHHOM MHOroo6pasuv. CemaHTU4Yeckuii amanas3oH obpasa-
CYMBOIa TULLMHbI KOnebneTcs B My3blke OT MHTUMHO-TPENETHOro A0 (hUnocodCKoro, OT IKCNPECCUBHO-HAMNPSAXEHHOTO K YMUPOTBOPEH-
HOMY.

KnroueBble cnoBa: TUWINHA; Nay3a; CEMaHTMKA TULLWHBI, MOMYaHWE; UCMOSHUTEND; My3blKarnbHbIA XPOHOTONM; My3blKkarbHO-
MHCTPYMeHTanbHas «abComTHOCTbY» TULLMHBI.
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Relevance of the research. In the permanently accelerating modern space of life, culture and art in
the context of globalization, increasing information and psychological tensions, a certain sound and anthro-
pogenic aggression of today, the topic of silence, pause, rest, peace becomes more and more relevant. The
natural need for silence is embedded in the psychology of each person as a sign of "peace" and "quietude",
spiritual balance, contemplation, mystery. In religion, it has been elevated to the rank of spiritual and seman-
tic quality, as the manifestation of the Holy Spirit, marking its isolation from civilization, manifesting the se-
crecy of the sound of prayer, the appeal to God, and cathartic states. Finally, in art, silence carries an im-
portant psychological and dramatic load in contrasting techniques of dynamic deployment, in the ability to
take the form of that with which it comes into contact, without losing its own integrity of tangible (“audible”
and “visible”) images, paintings, signs that, “with their sacral perfection fill the world with spiritual states and
meanings” [2], demonstrating the quality of ambivalence with the ability to express a variety of emotions,
feelings, situations and phenomena. The commonality of all these various manifestations of silence is based
on a positive, bright (perhaps tragically bright), harmonious, spiritually directed beginning, acting as a symbol
of the integrity of being. Such a contemplative direction acquired a new impetus for development at the end
of the twentieth century, which was reflected in the strengthening of the individual-subjective beginning, the
importance of the lyrical component in the statement of the principles of stylistic synthesis, the search for
metalinguistic universals and - promotion of silence and silence as a new informative-semantic element.
“Due to its intangible essence, silence easily becomes the“ material “of any kind of art, an element of any
sign system, without losing the basic property - the inexhaustibility of content” [7].

Actually, the actualization of silence, the crystallization of its expressive means and their semantic
meanings in the music of the late XX - early XXI centuries largely transformed the experience of other forms
of art, formed in the figurative-semantic field of various historical, artistic and proper musical phenomena (it is
worth noting that the famous expression of the composer called S. Gounod "good does not produce noise,
and noise does not produce good" had multiple options in different historical eras and in different contextual
fields - from the religious and moral ideal of "hosts" to post-modern "void" and" silence"). But it was post-
modernism that made silence, soundlessness, emptiness, etc., symbolic modes of the modern conscious-
ness (and art). And “the stability of their manifestation allows us to perceive these “through motives” as cer-
tain “tools of analysis” of an era or an individual style” [7, 4].

I. Nekrasova argues that the attitude to silence (or “relationship with silence” - A.C.) reflects the es-
sence of its “spiritual and aesthetic atmosphere in different historical epochs, indicates the state of social
psychology, the dynamics of social processes” [ibid.]. In culture and art, there is a visible alternation of “ana-
lytical and synthetic types of thinking”, “hard” and “soft” styles (for example, the asceticism of the Middle Ag-
es is replaced by the bright dynamics of the Renaissance; the period of the 18th and early 19th centuries -
by the romantic “flight into silence"; refined Silver Age aestheticism - by cataclysms and shocks of the XX,
etc.). And if in the era of Romanticism silence (except the conclusion about the impotence of speech in "the
expression of the ineffable” - "the spoken idea is a lie") becomes a common denominator, a kind of Esperan-
to, overcoming the differences of arts in their necessary synthesis, then in the new concept of modernist and
postmodernist aesthetics the "expansion of silence "(actively noted already by musicologists, starting from B.
Asafiev, F. Busoni, L. Sabaneev, P. Suvchinskyi) marks a turn from the extraverted type of artistic expres-
sion towards the emancipation of its introspective beginnings. It is characteristic that in the last third of the
twentieth century silence was perceived not only as a landmark sign of composer thinking, but also as “the
most mysterious category of new performing poetics” (V. Chinaev [8, 32]).

Thus, silence includes a lot of philosophical, psychological, cultural, aesthetic, musical and sound
meanings, which often contain the truth and integrity of life, the core indicators of artistic concepts, bright
intonation and language techniques, which is confirmed by composer searches in the designated area. Elu-
cidation of the specific semantic and musical-linguistic parameters of silence is an urgent task of modern
musicological research.

The purpose of the article is to identify and analyze the semantic features of silence and peace by
means of musical instrumentalism. The scientific novelty consists in asserting the quality of specific abso-
luteness of instrumental silence as symbols of the denial of the earth's phonosphere and as conjugation with
the beyond, the “otherness” of sound and thematism, in full accordance with the laws of the processuality of
musical thinking.

The presentation of the main material. In recent decades, the phenomenon of silence in music in one
way or another is related to a large part of musicological, compositional and performing research. Perfor-
mance judgments are especially valuable here. These are the performers, who demonstrate silence with
their play - on the one hand, because silence as an actual means of expressing postmodern tendencies
manifests itself, to a greater extent, in instrumental music, the performing process of which is denoted by the
notion “play”, on the other hand, in performing the silence of theatrically-playing component plays a key role
in identifying the musical processuality, meaning, because the metaphysicality and clarity of silence and
pauses are fully revealed in the game art space. The play, as well as the performance, as well as the pro-
cessuality of the musical meaning (according to B. Asafiev), has a temporal characteristic, tempo-metro-
rhythmic pulsation and structuring, in which various levels and techniques corresponding to the dramatic one
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are defined. To identify such semantic levels of silence in the composer's idea (and recently, the expressive
potential of silence is used as a stable style mark), there is the performing “birth of sound from silence”, its
variously colored figurative and semantic reproduction (including in caesuras and pauses), mastering the
skill “to stop consciously”, etc., that not only draws up an individual performing decision, but also contributes
to the birth of such means in the composer's language. Thus, the expressive possibilities of silence in musi-
cal art are determined, first of all, by its performing potential, which relies on a living, instrumentally tangible,
mental-procedural, and stage-artistic experience in interpreting the various sound semantic structures of mu-
sic. Outside such an experience, the musical-instrumental “silence” loses its semantic expressive bases. In
this regard, it is interesting to observe the Odessa composer K. Maidenberg-Todorova over the listening re-
action to the performance of the “classics of silence” - “4'33” J. Cage: during the tense waiting for some mu-
sical events, even being informed that in the visible-audible nothing will happen in the space of the concert
hall, listeners become active participants of the “Cage game” [6].

The concept of silence, pause (as well as sounding tone) in music is in a qualitative relationship with
the category of time. In this aspect, and also in line with the qualitative (qualifying) concept of time, the Berg-
son's term “durée” that is inaccurately translated into Russian - “duration” (a discrete element of the musical
fabric, without regard to processuality) takes on special significance. V. Vernadskyi translated it as a “report”,
expressing Bergson’s main processual intention about time; qualitative, non-discrete nature of the temporal
deployment of music. In general, in the historical context, the idea of time is informative. Bergson has al-
ready drawn conclusions about the universal nature of the “vision” and connected it with the evolutionary
essence of the world (including biological) formation as a creative process. Vernadskyi said that "the line be-
tween psychological and physical time is erased" [3, 45]. Here it would be appropriate to draw a parallel with
the “involvement” of pauses, silence in the sphere of musical instrumentalism. Hands of the performer, as a
rule, at such a moment either theatrically “freeze” (do not stop, but cease to contact with the keyboard,
string, etc.), or demonstrate some theatrical acting gestures outside instrumental (conducting a pause, “re-
moving” the instrument, damping of the strings in a pinch, etc.) or directly of an instrumental nature (playing
“in the air”, on the fretless part of the neck of the pinch) —that is, a space-time “separation” from sounding
matter and materiality, physicality occurs in the total time continuum of music, a kind of suggestion from the
audience and the performers with simulated calculation of the game on "understanding of dealing.”" The ex-
treme expression of such instrumental physicality is “4.33” by J. Cage, “A Minute of Silence” by E. Kislitsyn,
or the “silent performance” of M. Theodorakis's forbidden song with the “silent” guitar in his hands, when the
whole composition is the embodied pause. The instrument itself, its “life” (as the purpose of artistic sound) at
the moment of silence in the hands of the performer, clearly demonstrates (enhances) “absolute silence” (the
vocalist with the “built-in instrument” - breathes, as during the sound, moves, looks, can cough and etc .: his
silence is “not absolute”) and, at the same time, complete objective (independent of human physiological
processes) freedom to move from a state of silence to a state of sound. Thus, a musical instrument seems to
exaggerate the phenomenon, "making” it, with the manifestation of skill ("the skill of artificial”). The hyperbo-
lization of silence is also associated with the ability to enhance the contrast between silence and sound due
to the density of texture, dynamics, articulation and timbre parameters.

The concept of time of M. Arkadiev suggests “learning to rebuild our consciousness from school hab-
its to think of time as a pure and process-independent duration, to stop thinking of it as an irrelevant and ab-
stract flow, which is not so simple” [1, 133]. The synonymy of time and process, the continuity-processuality
of twentieth-century theorists of physics is combined with B. Asafiev’s intonation processuality in music, with
the idea of becoming the key for musical development (especially in “pure”, instrumental music). And if in the
vocal processuality of music there is a connection with the continuum processual breathing, heartbeat (phys-
iology), then the processual musical instrumental (performing-doing) imposes (stratifies) some kind of inde-
pendent from the life of one person (performer, composer, listener) - objective processuality, “real and con-
crete processes in the world” with its variability, a reflection of the universal process “tarries” (Bergson-
Husserl), “temporary matter” (M. Arkadiev). In the process of execution, the instrument in a certain sense
itself acts as a “temporary” matter in the hands of the performer. Spatiality, texture, articulation-dynamic relief
on the instrument also “tarries”, it becomes. Therefore, it is natural that the absolutist expression of the quali-
tative concept of time in music was embodied not in vocal, but in instrumental work of J. Cage.

A distinctive feature of the instrumental performance is the visibility of its intonation-motor side, forms
of performing movements and instrumentally-sound techniques, also in the sphere of silence (in the singing
this “mechanism” is hidden from the listener-viewer). In musical instrumentalism, such processes are visible
and perceived in this quality even without hearing music (for example, if you turn off the sound while saving
video “pictures”). This feature was skillfully used by A. Schnittke in the “cadenza-visual”’ of the Fourth Violin
Concert, when the violinist plays in an ever-higher tessiture and, finally, as if escaping beyond the limits of
the possible, “plays” in the air. Expressive, meaningful movement - “quasi-sounding” - continues in silence, in
the quiet play of fingers, goes into the area of “pure content”. Such an intonational illusion rests on the ac-
companying visual images and the listening experience of the listener, on the timbre-style arsenal of the in-
strument. Also, with sufficiently long pauses between loud tones or chords, the performing movements (or
their sudden “lag”) remain alone with silence and internal auditory imagination. Such a pause is filled with
intonation (semantic) content, and the picture of instrumental intonation turns out to be phenomenologically
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opposite to singing. If in the first “hand breathing” is represented visually, then in the second the breath is
hidden and “impersonates itself’ in artistic vibration, only in caesuras manifesting itself directly.

Conclusions. A musical instrument is a materialized embodiment of the artistic syncresis in which
music was developing. Materializing the ideal sound images and representations, the musical instrument
itself is able to form new musical and sound ideas in the field of "pure content", without the mediation of the
word. Already while production, live proto-intonation (V. Medushevskyi) is “embedded” in the instrument and,
at the same time, artistic (skillful) sound / silence parameters are elegantly polished. The composer contin-
ues this process. But the real life is breathed into the musical instrument by the performer. Thus, the instru-
ment is a kind of potential musical space with different possibilities, the composer, and even more specifical-
ly, the performer is organized in a certain process, in a chronotope in accordance with his individual unique
(composer and performing) concept. And here the ratio of total / individual acts in an ambivalent and mutual-
ly reversible quality. Protointonation as a generalized semantic-sound formula of a work does not simply in-
clude the signs of silence. The phenomenon of protointonation refers us to silence as a symbol of integrity, it
translates the ancient meanings of being. In the second half of the twentieth and early twenty-first centuries,
silence becomes a universal phenomenon, and in musical culture plays the most important role in the struc-
tural and semantic organization of the composition.

In music, the phenomenon of silence is mainly realized in instrumental music. This is due to a more
pronounced contrast (textural, dynamic, range, gesturally theatrical) sound / silence, the lack of background
elements of human silence (breathing, cough, spontaneous movement, etc.) with simultaneous objective,
technically and physiologically independent readiness (possibility) move from silence to the state of sound.
The instrument, even in a state of silence, personifies not just the potential sound, but the sound itself is ar-
tistic (as opposed to the possible vocal speech of a vocalist). At the same time, instrumental silence captures
the specific absoluteness of silence (with complete denial of the terrestrial sound environment — breathing,
spontaneous movement, cough, etc.) as a collision with the beyond, as the “otherness” of sound and thema-
tism [4; 5], and not their non-existence, fully corresponds to the processuality of musical thinking, the nature
of the musical chronotope.

The visibility of the intonation-motor side of instrumental music playing, forms of performing move-
ments and instrumental-sound techniques, the quality of the instrument’s “tarrying” matter allows silence to
be perceived as “silence with meaning”, and performing movements (or their sudden “hang”) remaining
alone with silence and internal auditory imagination creates an intonational-sense pause. Forms of musical
and instrumental performing movements (playing in the air, silent pressing of keys or instrument valves, etc.),
the absoluteness of instrumental silence, its theatrical visual hyperbolization embody the otherness of loud
tones and themes in their artistic diversity: silence as the disappearance of matter and “unity with the Abso-
lute "(the failed project of A. Scriabin" Absolute Pause"), as the non-musical sound of the outside world (J.
Cage's 4'33)," silence with meaning" (collision with the infinite) and "silence with quietude of the gone" (“Mis-
terio” by V. Silvestrov for clarinet-solo), gracious peace, intense waiting, immersion in a dream-oblivion, ro-
mantic dream, etc.
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