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MY3bIKA KAK OIbIT: l'IPpLI,ECCVA/\belVI
N SKOAOTMYECKNU NMOAXOADI”

TO TaKoe My3blKa M 4YTO O3HAYaeT B3aHMMOACHCT-

BHE C Hel? SIBnseTcs Iu My3bIKa 4eM-TO, HaXo-

JUIIIIMCSI BO BHEIIIHEM MHpE, — CTPYKTYpOH WU
apredakrom? Mam oHa — mporecc, BHI3bIBAIOIINI HE00-
XOIIMMOCTh B3aUMOJICHCTBUS CO 3ByKaMu? MoKeM JI1 MBI
NPUHHUMATH B PacUET «I10JIb30BaTENeH MY3bIKI» H TyMaTh
0 4éM-1100, YTO BOCIPUHUMAETCS1, KOHIIENTYaJIHU3UPYyET-
Csl M MCHBITBIBAET BO3/ICHCTBUE VIS TOTO, YTOOBI CTATh
ocMbIciieHHbIM? JlaHHas cTarhsl TpeularaeT BO3MOXK-
HBIE OTBETHI Ha STH BOIPOCHI B MOMNBITKE OOBEIUHUTH
JIOCTIDKCHUSI CEMUOTHKU U 9KOJIOTUYECKOM MCHXOJIOTHH,
ONMUpasiCh B OCHOBHOM Ha 3KOJOTHYECKYIO KaTE€rOpHIO
apdopaanca'. OmpenenseMblii Kak (QyHKIIHOHATBHOE
3HaueHue 00beKTa, COOBITHS MK MECTa JUIsl BOCTIPHSATHS
uHIMBHA, ad(dopaaHc yKa3blBaeT Ha BAKHOE CBOMCTBO
MHpa: OCMBICIIEHHOCTh €r0 CBOMCTB JISl TOTO, KTO €ro
aKTHBHO BocrpuHHMaeT. AddopraHchl OCHOBBIBAIOTCS
Ha 00BEKTUBHBIX CPEIOBBIX CBOMCTBAX MHpa, a TAKIKE Ha
KayeCcTBaX, XapaKTEePHBIX AJIsl BOCIIPHHUMAIOIIETO — TEX,
KOTOpBIE B IOCTATOYHOW MePe U3MEHYUBBI U CyOBEKTHB-
Hbl. Kak TakoBble, adhopraHchl MpeACTaBISIOT KOHIIET-
TyallbHble MHCTPYMEHTHI, MO3BOJISIONINE MepelarHyTh
4yepe3 JAUXOTOMHI0 OOBEKTUBHOTO M CYyOBEKTHBHOTIO,
yCTaHaBJIMBAas, YTO HE CYIIECTBYET BHEIIHErO MPOTHUBO-
CTOSIHUSI TOMY, YTO HaXOAUTCSI BHYTPH, HO €CTh TOJBKO
CIOCOO0BI KIIaCCU(PHKAIIMU COOBITHIA orbITa (CM.: [9])™.

OTH 001IME MOCTYNIAThl MOYKHO MEPEBECTH B PEATU
My3bIKH (cM.: [17; 19; 20]) B OTHOIIEHUH KaK CTPYKTyp-
HBIX YPOBHEH, TaK U YPOBHEH TOT'0, YTO MY3bIKa [103BOJISI-
eT ciymarento. Y eciii mepBoe MOXKHO CBECTH K IIPOCTHIM
AKyCTUYECKHM OIMCAHHUSIM 3BYKOB, TO BTOPOE BKJIIOYAET
B ce0s CO3laHHe CMBICJIA M AMOLMOHAIbHO-a(deKTnB-
HBII1 pe30HaHC. DTH [1Ba, B CBOIO Ouepe/ib, TPeOyIOT mep-
LENTHBHOTO W KOTHUTHUBHOTO BOBJICYCHUS, TAKIKE KaK M
apPEeKTHBHO-ICTETHYECKUX PEAKLUUA Ha MY3bIKAJIBHOE
3By4YaHUe, KOTOPbIE OCHOBBIBAIOTCS Ha OHOJIOTMH YeJIOBe-
YECKOTO BOCIIPHUSITUSA U KOTHULIUY (cM.: [21]).

MHoroe OXHIaeTCsi CerogHs OT KOTHHTHUBHBIX HC-
CJIEIOBaHMH MY3BIKQIBHOTO BOCIPUATHA M OT MpO-
JIOJDKAIOLIMXCSL MCCIIEJOBAaHUH B OOJIACTH ICTETHKU M
OHOIICUXOJIOTHH. DKCIEPUMEHTHI B OMOINICUXOJIOTHU Ha-
MpaBJieHbl HA TO, YTOOBI 0OHAPYKUTH (PU3HOIOTHYECKUE
napaMeTpbl CIIOCOOHOCTH PEaKLUH U BO30YKICHHUS Kak

* IlepeBon a-pa Mnbaapa XanHaHosa.
" CIIMCOK JTUTEpaTypsl ¢M. Ha ¢. 175.

OCHOBBI a(h(heKTHBHO-OCTETUUECKOTO MOBEACHHS C Lie-
JIBIO KOPPEJSALUH CTPYKTYPHBIX XapaKTEPUCTHK MY3bIKH
C OIBITOM MX BOCHpHATHS ciymareneM. Omnupasice Ha
HOBBIE HCCIIEN0BATENBCKHE MOJENU U TEOPETUUECKHUE
napagurMbl KOTHUTUBHOM HEMpOOHOIOruy, y4éHbIe ce-
TOJHSI MOTYT SMIMPHYECKH MTOATBEPAUTH TEOPETUUECKUE
KOHIICTIIIMH, U3JI0)KEHHbIC B KPYITHEHIIIMX PAHHUX HCCIIe-
JIOBaHUsX 1cuxo0nonoros [1]. OMHUM U3 X OCHOBHBIX
HOCTYJIaTOB OBUIO TO, YTO XYIOXKECTBEHHBIE IIPOU3BE/Ie-
HHS MOTYT OKa3bIBaTh I'TyOOKO€ BO3/IECTBHE HA MO3T U
Ha TOBEJICHHE, B OCHOBHOM CBSI3aHHOE C KaTerOpHsIMU
BO30Y>xAeH!sI ¥ akThBaluu. CUITy BO3ZIEHCTBUS MY3bIKH,
Ha caMOM JieJie, MOYKHO OOHApYXUTh B €€ MHAYKTHBHBIX
CBOMCTBaX, CBOAUMBIX K a(h()eKTUBHO-ICTETHUECKIM pe-
aKIHUsIM Ha 3BYKH.

Nmes Aero € My3bIKO#:
NPOoL,EeCCyaAbHbI MOAXOA,

OCHOBHOE COfIepaHKe JaHHOH CTaTbu — ATO MPO-
HeCCyalbHBIA U SKCITUPUECHIIUATBHBINA MOIXOIBI K MY3bI-
ke [20]. OHH B KaKOW-TO Mepe COOTHOCSATCS C PAaHHUMHU
MOCTyJIaTaMH KOTHUTHBHOTO MY3BIKOBEJIEHUS, KOTOPHIE
MPEJCTaBISUIA MY3bIKY B MIEPBYIO O4Yepe/ib KaK ueoBe-
YECKHIl OMBIT, a HE MPOCTO HAOOp apTe(aKkTOB U CTPYK-
Typ. My3bIKa ¢ 3TOH TOYKH 3pEHUS SABISETCS HE IIPOCTO
YeM-TO BOOOpaXkaeMbIM, HO MPECTABISCT CO00M Heumo,
KOTOpPOE YeOBEK CIBIIINT U Ha YTO OH pearupyeT. OHa
HE CBOJIMMA K CUMBOJMYECKUM PETPE3CHTALIUAM 3BYKOB
— C MapTUTYPOH KaK MPOTOTHUIIOM U K 3ByKaM Kak apTe-
(axtam. HanpoTuB, oHa OTHOCHTCS K 3ByKaM Kak Ipo-
JIyKTaM 4Y€JIOBEUECKUX ACHCTBUN U B3aUMOIEUCTBUH.

OpHaKo KOHIIETIIUS B3aUMOJIEHCTBUS IIJIOXO0 OTpeie-
nieHa. JIOJDKHBI JIM MBI TIPENICTABISATh PEaIbHOE B3aMMO-
JCHCTBHE MEKAY aKTOPOM U TEM, Ha YTO OOpalleHoO ero
JIeHCTBHE, UK )K€ CIIelyeT TOBOPUThH O B3aUMOJEHCTBUU
Ha BUPTYaJIbHOM YPOBHE 00Pa3HOCTH U MPeNCTaBICHUS?
KpuTndeckuM MOMEHTOM B 3TOM MPEICTABIAETCS pa3-
JINYME MEXIY «BO-BPEMS» M «BHE-BPEMEHHO»: TEepBOE
MpEeIonaraeT NepluenTUBHYIO0 HEMOCPEICTBEHHOCTD 3BY-
YaluX CTUMYJIOB, BTOPOE B3bIBAET K MEHTAIBHBIM OTpa-
JKeHHsIM 3ByKoB. CllyIllIaHue U Urpa, Halmpumep, Mpoucxo-
JISIT B peaTbHOM BPEMEHH, COBIAIAIOT C Pa3BOPAYUBAHHEM
MY3BIKH BO BpeMeHH. Kommosuius, ¢ Apyroil CTOpOHBI,
MIPOUCXOAUT B OCHOBHOM BHEBPEMEHHO, Oojiee ONMpasch
Ha 00pa3HOCTh, YEM Ha pPeallbHO 3ByUallue 3BYKH. MMii-
POBH3AITHS, B CBOIO OYEPE/Ib, IPEACTABISICT THOPH 3THX
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JIByX, COOCTBEHHO HCIIOJTHEHHE MPOUCXOIUT B PEATLHOM
BpEMEHH, HO HEKOTOphIe aKKOMIAHHUPYIOIHE MEHTaJb-
HBIE NIPOIIECCHI CYIIECTBYIOT BHE BpeMEHH (TIpe/IBUICHHE
CIIeNTyIOIIeil HOThI ¥ aMsTh 00 YK€ MPO3By4YaBLIUX HO-
Tax). Hactosammii My3bIKaJIbHBIHM OIBIT, Aajiee, BCETaa 3a-
HHMaeT KaKoe-TO BpeMs B CBA3H C HEOOXOAUMOCTHIO MOJI-
JIEpKaHUsl CBSA3H C COHOPHOM apTUKYJILUEN BO BDEMEHH.
Jpyrue TUIBI OOIIEHUS ¢ My3bIKOH BTOPHYHBI U BeCbMa
OIIOCPEZIOBaHbl YMOM, palOTAIOIIUM C MEHTaJIbHBIMH
OTPaXECHUSIMH CKOpee, YeM C pPeaJbHbIMU 3BYKaMH. JTO
OoJiee SKOHOMUYHBIN CHOCOO 00pabOTKH MY3BIKAIBHOM
uHpopmMalmu, HO OH JaéTcs 3a CUéT yTepu OorarcTa u
HOJHOTHI MY3BIKQJIBHOTO OTIBITA.

DTO0 HaNpsDKEeHHE MEXAY «OOrarCTBOM OMBITa» U
«9KOHOMHEH 00pabOTKI» HE TUITUYHO JUIsl My3bIKH. Tema
TAKOTO HAIPSDKEHHUS XOPOIIO pa3paboTaHa B puiocopun
nparmatu3Ma Jlpton [3] u Ixeiimca [10] ¢ e€ rmaBHOM
TeMON — KOHIeNuuel «oOmamaHus onbITomM». [lomHbIi
OTBIT, IO J[pIOHM, mpeArnonaraeT MOBHIIIEHHYIO BUTAIb-
HOCTh, 03HAYAIOI[YI0 aKTHUBHYIO U BBICOKOYYBCTBUTEIIb-
HYI0 «KOMMEPIIHIO» ¢ MUPOM H IOJHOE B3aUMOIPOHUK-
HOBEHHE ceOst U MUpa 00BEKTOB M COOBITHI .

OTa TOBBIIICHHAs «BUTAJIBHOCTB» HMEET TaKkKe
QIalITUBHYIO LIEHHOCTB: 00pa3loM €& CIYXXUT >KU3Hb
JTUKOTO 4eJI0BeKa, MOABEPKEHHOT0 OIIACHOCTAM OKpY’Ka-
forero Mupa. HabmroneHue ajist Hero siBJISETCS U «Jeic-
TBUEM II0 IIPUTOTOBIICHUIO» U «BUJCHHUEM OymyIlEero», ¢
OpraHaMH 4yBCTB, UI'PAIOIIMMHU POJIb YAaCOBBIX, OXPaHsI-
IOIINX HETOCPEICTBEHHbBIE MBICIIH, 1 HAOIIOATENbHBIX
nmocToB aeictaus [3, ¢. 19].

3TO TaKke OTHOCUTCS K Xy[I0)KECTBEHHOMY OIBITY B
[eJIOM, ITOCKOJIbKY OH OOBEIUHSET OTHOILICHNE JeTaHus
U [IEPEKUBAHNUSA, UCXOIALIEH U BXOASALLIEH YHEPIUU, KOTO-
pas ¥ ompeseNaeT ONBIT Kak COOCTBEHHO OIBIT.

JlenaHue 1 U3TOTOBJIEHUE MOTYT OBITh XyJ0KECTBEH-
HBIMHU TOT/Ia, KOTJ[a BOCTIPUHUMAEMBII pe3ylbTaT UMeeT
TaKylo IMPHPOAY, YTO €ro BOCIPHHHMAaeMble KadyecTBa
KOHTPOJIUPYIOT TIpOILleCC MPOU3BOACTBA. AKT MpPOHU3-
BOJICTBA, KOTOPBIM HAampaBieH >XEJaHUEM IPOH3BECTH
YTO-TM00 JOCTaBIISIONIEE PaOCTh B HETIOCPEACTBEHHOM
BOCIIPUSTHH, 00JIaIaeT TAKMMHU KaueCTBaMH, KOTOPBIMH
He 00JajaeT CIIOHTAaHHas WM HEKOHTpoIMpyemas Je-
ATENBHOCTh. XyAOKHHK pealn3yeT B ceOe OTHOLICHUE
BOCIIPHHMMAIOIIIETO B TO BpeMs KOIZa OH TBOPHUT [TaM
xKe, c. 48].

[IepuenTuBHBIN ONIBIT, B TEpMUHAX J[pIOU, XapakTe-
pHU3yeTcs KaK MOJHBIN U 00raThlit onbIT. OH OTHOCHUTCS K
UHIUBUAYAIBHBIM WIH YaCTHBIM BelllaM MJIH COOBITUSAM,
KOTOpBIE CYIIECTBYIOT 37ieCh U ceifuac. Kak TakoBble, OHU
BBI3BIBAIOT TaKOM THII MOJHOTHI, KOTOPHI MOXXET OBITH
ype3aH, KaK TOJIbKO BO3HHKAeT akT OOHapy>KeHHUs, C 3a-
MEIIEHUEM ITTOJTHOTO TEPLENTUBHOTO OIbITa UACHTH(DU-
UPOBaHUEM Yero-I100, UTO NeHCTBYET KaK HHACKC HIIH
BTOPUYHBII CTUMYI. DCTETHUECKOE BOCTIPUATHE, HAIIPO-

ke

Crarbsl medaraercs ¢ cokpameHusMH. lluTartel cM. Ha
c. 170-171.
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THB, IOJIKHO XapaKTEPU30BaThCsI IIOJIHBIM BOCIIPUATHEM,
YTO TaKXKE OTHOCUTCS K MY3bIKaJIbHOMY OIIBITY, KOTOPBIN
HE OTIIMYaeTcs OT CIyXOBOT'O ONbITa B 11eJIoM. OH KOHTH-
HyaJIeH U COOTHECEH C €CTECTBEHHBIM OIIBITOM U OIIBITOM
KaK TaKOBBIM, C OIMYUEM B CTEIICHHU, a HE B KAaYECTBE.

OrT onbiTa — K CO3AAHUIO CMbICAAQ:
peaAabHasA CEMUOTUKA CUHITYASAPHOIo noTeHuMara

Ilonumanue My3bIKM B TE€PMHMHAX NEPLENTUBHOIO
OIbITa — TOJIBKO Hauyayo. J{yist Toro, 4TtoObl Jienarh 3By-
YaHUEC MY3BIKA OCMBICJICHHBIM, My?;I)IKaJ'IBHI)Iﬁ I10JIb30Ba-
TCJIb OOJIXKCH BBIUTH 3a Mpeacibl WAUOCUHKPA3sUnU AUC-
KPETHBIX YacTHOCTEW M BBECTH MX B Oojee 0ObEMHBIC
PEIANMOHHBIC 1 KOHIECTITYAJIbHBIC pAMKH, B HEYTO HO}IO6-
HO€ JOKTPHUHE «paJuKaIbHOTO sMIupusMa» Jlxeiimca
[10]. OTa mparmMaTuyeckas SIMUCTEMONIOT U UMEET AEJI0 C
HanpsuKeHUEM (C IPOTUBOPEUNEM) MEXKIY «KOHIIETITOM)
U «IepIenToM» U MOoAUEPKUBAET POJIb 3HAHUA-TI0-03Ha-
KOMJICHHUIO — KaK TUIIa 3HaHUA, KOTOPOEC MBI IOJydacM
0 BEIIM IO e€ MpeACTaBICHUIO HAIllUM OpraHaM 4yBCTB
— U IPOBO3IVIAIIAET TO, YTO 3HAYCHHUE KOHIIEIINI Bcer-
J1a COOTHOCHUTCHA € MEPUETITUBHBIMH YaCTHOCTAMU. Bax-
HBIM MOMCHTOM HNPEACTABJIACTCA IOJTHOTA PCaJIbHOCTH,
0 KOTOpPOH MBI y3Ha&M TOJBKO W3 MOTOKA BOCHPUSITHS.
KoHnentyansHoe 3HaHHE HEOOXOOUMO JHIIb JJIS TOTO,
4TOOBI YNPaBIATh HHPOpMaLUel Ooee «IKOHOMUIHOY.
Kak TaKOBOC, OHO OTHOCHUTCA K NPHUHIOUITY «KOT'HUTHB-
HOW SKOHOMHUI.

Mpb1 pazgBuraeM ropu3OHT BUACHHS, KOTZa BBOAUM
HallM NEpLENnThl B Hally KOHUENTYyaJbHYI KapTy. Mbl
y3HaéM O HHUX, U IJIsI HCKOTOPLIX M3 HHUX Mbl U3MCHACM
3HaueHHe: HO KapTa OCTaeTcs MOBEPXHOCTHOH Mo mpu-
yuHe e€ aDCTPaKTHOCTH M JIOKHOCTH U3-3a JUCKPETHOC-
TH DJIEMEHTOB; U BCE Hallle JeHCTBUE C HEH, Tak Janékoe
OT TOTO, YTOOBI CIeJaTh BElIX OoJiee palMOHaIbHBIMHY,
CTAaHOBUTCS MCTOYHHKOM JIETKOMBICJIEHHOM HEBHSITHOC-
Tu. KoH1lenTyaapHOE 3HaHHE HUKOT/Ia HE a/IeKBaTHO I0JI-
HOTE PEeaJbHOCTH, KOTOPYIO MBI H3ydaeM. PeaiabHOCTH
COCTOMT U3 3K3UCTEHIMANIBHBIX YaCTHOCTEH, a Takxke U3
CYIIHOCTEW M yHHUBEpCAJIHi, Ha3BaHUH KJIacCOB OOBEK-
TOB, U MBI y3HaéM 06 SK3UCTCHIUAJIBHBIX YAaCTHOCTAX
TOJIBKO M3 MOTOKa BOCIIPUATHA. JTOT MOTOK HE MOXKET
ObITh TIpeonoiéH [10, c. 245].

Otu o3apenus J[xeliMca MPeACTABISIIOT OOJBIIYIO
IHEHHOCThb, HO HX IIEPEBOJ B O6J'IaCTI) MY3bIKH emé
npenctout caenars [17; 18]. [Toctynat o ToM, 4To 3Ha-
HHE OOJIXKHO 06Cy)K)IaTI)C§I B TCPMUHAX, U3BJIICYEHHBIX
U3 OMbITa, OOCmaeT OBITh BaXKHOW KOHIICTITYyalIbHOM
CTPYKTYpOH [UIsl ONIMCAHMUS MY3BIKU KaK 3BYKOBOT'O HC-
KyccTBa. Kak TakoBOii, OH BBIXOIUT 3a PaMKH IIPOCTOTO
HOMUHAJIMUCTCKOI'O IOoJAXoA4a K KOIHHIOWH, aKICHTUPYA
pOJIb 3HAHUA-TI0-03HAKOMJICHHUIO U CBOJS BMECTE TE3U-
cbl 00 «00JalaHUK ONBITOM» M BKJIIOYEHHH €TO B KOH-
LHenTyanbHyIo Kapty. [locienass MoxeT ObITh OnrcaHa
B TepMUHaX CeMHOTHKH. CeMHOTHKa U B CaMOM Jeje
MOAACPKUBACT CUMBOJMYCCKUX MOAXOJA K KOTHUIIUH.
OHa 3aHuUMaeTcsl MpoOIeMOi MPOU3BEICHUS CMBICTIA U
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MPUHLIHIIAMU KOTHUTUBHOM SKOHOMHMM U ONHUpaeTcs Ha
3HaKHU OOJIbIIIE, YeM Ha CEHCOPHBIE pealanu. TeM He Me-
Hee, HeoOX0UMO 3a7aTh BOIPOC O NMPUPOAE ITUX 3Ha-
KOB: OTHOCSITCS JIU OHM K MEHTAJIbHBIM peIpe3aHTalusIM
3BYKOB — KaK B MY3BIKaJIbHOM MapTUType — WIH K YeMy-
160 BHEIIHEMY AJIA MY3bIKU? JIOJMKHBI JIM MBI IPUHU-
MaTh pa3IMuue MEXAY «BHYTPEHHEU» U «BHEIIHEW»
CEeMaHTHKaMH, UM MOXHO CBeCcTH 00a 3TH MOAXOAA B
CTPYKTYPY, BBIXOAAIIYIO 3a Mpeeibl YKa3aHHON IUXo-
tomun? IIpencTaBusroTcst BO3SMOXKHBIMH TPU HOAX0Aa K
PELIeHHIO 3TOTO Bompoca: 1) ANCKpPEeTHAs/KOHTHHYaIb-
Hasl JTUXOTOMHS, 2) JUXOTOMHS KOHIIETITa/Iepluenta u
3) AMXOTOMUSI BHYTPEHHET0/BHEIIHETO.

JluckpeTHas/KOHTHHYalIbHass TUXOTOMUSI OTHOCHT-
CSl K pa3lIMYeHUI0 MEXly KaTerOpHalIbHBIM U CIIyXOBBIM
BocnpusiTueM. «KaTteropuaiabHoe BOCIIPUATHE) BKIIIOUYA-
€T aKT y3HaBaHMA U [IPUITUCHIBACT AUCKPETHOE 3HAUCHHE
COOBITHIO, KOTOPOE pa3BHBaeTcs BO BpeMeHH. «Ciyxo-
BO€ BOCIIPHSATHE», HAIPOTUB, IIOJIATaeTCs Ha CIIyXOBOE
WM aKyCTHYECKOe CIIyIIaHWe U npeaiaraeT (eHOMeHO-
JIOTHYECKOE OTMCaHUe 3ByKa B TEPMUHAX €r0 aKyCcTHIec-
KHUX XapaKTepUCTHUK. UUCToe CIyXoBOe MM aKyCTHYecC-
KO€ CIIbIIIaHKNe, OHAKO, BPA JIU BO3MOXKHO: CITyIIaTeIH
BOCIIPHHMMAIOT aKyCTHYECKYIO0 Cpely He B TepMHHaX
e€ aKyCTHYECKHX KauecTB, a, CKOpee, B TepMUHAaX «IKO-
Jorudeckux» codbituil [14; 13]. BaxHo To, 4TO 3TO HE
KOHTHHYAJIbHBIN [TOTOK 3BYyYallled S3HEPIuM, a «My3bIKa-
KaK-OHa-yCIBIIIaHa» U Croco0, KOTOPBIM MY3bIKaJIbHBIH
MOJIb30BaTeIh OCMBICTIHBAET €€. B 3TOM OTHOLIEHUH MBI
JIOJDKHBI PACCMOTPETh POJIb COOBITHS BOCIPUATHS U KOT-
HUTUBHOW 5KOHOMUH.

CoOBITHS — aKyCTHYECKHE COOBITHS B TOM YHCIIE —
KOHTHHYaJIbHBI B CBOEM pa3BEPTHIBAHUH, HO JUCKPETHBI
B ux 0003HaueHnH. OHU MO3BOJISIIOT «OMO3HATH» COOBI-
THE, a HE «HCIIBITAaTh» ero Kak 4TO-TO Pa3BOpavynBaroIe-
ecsl BO BpEMEHH, U 3TO 03HA4YaeT, YTO Mbl OCTaHaBINBaeM
aKyCTHYECKYyI0 00paboTKy pajii KOHIETITYaJIbHOTO 0003-
HaueHus (cm.: [19]).

JluxoTtoMus NeplenT/KOHIENT OTHOCHUTCS K TOMY,
KakK CIIyIIaTeIN CTPYKTYPHUPYIOT aKyCTHYECKHUil MOTOK.
CrnyuraHue OXBaThIBaeT M MEPLENTHBHYIO HEMOoCpesic-
TBEHHOCTh, M KOHIICTITYaJbHYIO abcTpakTHOCTh. OHO
CBOJIUT BMECTE KOHTHHYQJILHYIO M JTUCKPETHYIO 0Opa-
00TKy HHpOpMaNUK, TONYEPKUBAs KaK UIANOCHHKPA3ZUH
COHOPHOTO Ppa3BEPTHIBAHUA (KOTOpOE KOHTHHYAJIBHO),
TaK W TPOLECC CMBICIIOOOPAa30BaHUsI, KOTOPHIA MOXET
OBITH MEPEMEHHBIM B HAJIOXKEHUH TUCKPETHBIX SpPibI-
KOB Ha IMOPIIMM 3BYKOBOT'O MOTOKA. TakoBO, MO CyIecT-
BY, IIPOTUBOPEYHNE MEXIY MOAXOAAaMHU «CHHU3Y-BBEpX» U
«CBEPXY-BHU3» [MHIYKTUBHBIM U IeIyKTUBHBIM. — [Ipum.
nep.], ¢ ceHcopHO# MH(OpMaIIHeH, MPEICTaBICHHOMN Op-
raHaM 4yBCTB B KOHTHHYaJbHOM BHJIE U CO3HAHUEM, Ha-
JIararoyM TUCKPETHBIE SPJIBIKY 3HAYCHUH Ha MOPLUHU
undopmaruu [chunks-TepMuH, 4acTo yrnorpeostonmi-
Csl B @aHIIIOSI3BIUHOM nicuxonioruu. — [lpum. nep.]. IlepBoe
MPEACTaBIsIeT CHIPOM Marepuai: MHepenThbl, KOTOpbIe
00pabaThIBalOTCS TOIXOAOM «CHH3Y-BBEPX»; BTOpOE
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IBITAeTCS PelylHPOBaTh CIOKHOCTh 3BYKOBOTO ITOTOKA
U CBECTH €€ K KOHIIeNTyaJIbHBIM KaTeropusaM, UTo Mpes-
nonaraetr Oosiee SKOHOMHYHBIA MTOAXO]] «CBEPXY-BHU3Y.
B »TOM cMBICIE cylIaHHe — 3TO OHOBPEMEHHO U JKC-
HepueHIHaIbHOE, U KOHIIeTyaJIbHOE JIEN0.

U, HakoHel, pa3nuyeHHEe MEXIY «BHYTPEHHEH» U
«BHEIIHEN» CEMAaHTUKON OTHOCUTCS K ABYM JUXOTOMH-
SIM, OTIMCAaHHBIM BbIlIe. BHYTpeHHssI ceMaHTHKa CBs3a-
Ha ¢ caMo-0TchuIKOH [self-reference], c unenTudukanu-
eil 3ByKOBBIX COOBITHI M MX B3aMMOOTHOIIeHUil. OHa
BKJIIOYA€T TePMEHEBTHUECKHH MOMEHT OIlpeeleHUs
«4ero-1nbo Kak 4ero-audo» (Hampumep, 3ByKa KiiapHe-
Ta, THIUYHOM KaJICHIIMOHHOH MOCIIeIOBAaTEIbHOCTH. .. ),
¢ 0003HaueHUEM 3JIEMEHTOB, 3aBHUCHMBIX OT Ipolecca
OIMO3HAHUsA, MOCPEACTBOM HACHTU(UKAIUU U Audde-
peruuanuu. To, 4TO MOAXOAMT ANsl 00O3HAueHHs, He
CBOIUMO K 3KCTpaMy3bIKaJbHBIM CCBUIKaM, HO OTHO-
CUTCSl K COHOPHOM apTHKYIALUU U €€ UACHTUDUIIHPY-
IOIIMM CBOMCTBaM. My3blka B 3TOM CMBICIIE SABIISIETCS
HOCHTEJIEM HMMAaHEHTHBIX CMBICIOB, CO 3ByYallUMH
aJieMeHTaMu (MY3bIKaIbHBIME 0003HAYaeMBIMHU) Kak
Y3HABAaEMBIMH CYITHOCTSIMU, K KOTOPHIM MOXHO TIpH-
HNUcaTh HEKOe 3HAYeHHE WM CEMaHTHYECKYI0 3Hauu-
MOCTbh. BHEIIHss cChIJIKa B 3TOM CMBICJIE CBOPAYMBACT-
CSl IS TOTO, YTOOBI CIIUTHCS C pealbHBIM 3ByUYaHUEM, U
O3Hayalollee MojiydaeT HEKoe KOHILENTyaJbHOe Kadec-
TBO. Hanpumep, obo3nayenne HOTHl G HE OTCBHUIAET K
BUOPUPYIOILIEMY 3BYKOBOMY COOBITHIO, HO OTHOCHTCS K
OTIO3HAHHUIO KaTerOpUM MJIU Kjacca, KOTOPBI OXBaThI-
BaeT akTyaJu3anuio 3Toro coObiTus. CchUIKa, TaKuM
o0pa3oM, He BHEIIHSAS, HO BHYTPEHHsS, HaXOAIascs B
MY3bIKaJIbHON CUCTEME.

My3bIKallbHasi CEeMaHTHKA, TI0-BHIUMOMY, BKIIOYAET
TaKOM MPOIIeCC CMBICIIO00pa30BaHMsl, KOTOPHIN BBIXOAUT
3a MpeJiesibl MPOCTOT0 aKyCTUYECKOTO OIMHMCAHUS 3BYKA.
BakHbI HE TIPOCTO KOHKPETHBIE 3BYKOBBIE COOBITHS — (hu-
3UYeCcKHe JaHHbIE — HO TaKke aOCTpaKTHbIE TEPMHUHBI,
KOTOpPBIE OTOPBAHbI OT 3K3UCTEHIMAIBHON 3aBUCUMOCTH,
OT YaCTHBIX Belllei, K KOTOPBIM OHHU OTCHUIalOT. OrpaHu-
yeHHe 0003HayaeMbIX, TaKUM 00pa3oM, IpeAroyaraet
0000IIIEHHOE OTPAXKCHHE 3BYKOBOM PEealbHOCTH, U 3TO
nepexof, eme pas, oT MeprenTa K KoHuenTy. Tem He Me-
Hee, KOHIIeNITyalu3alus — JUCKpPEeTHas U CUMBOJIMYHAS,
a He KOHTHHYyaJbHas W aHajiorosas. CMbIcI000pa3oBa-
HUE, HAlPOTHB, BKJIIOYAET W KOHTHUHYaJbHYIO, U JTUCK-
peTHYI0O 00paboTKy 3ByKa. [ToaTomy TO, 4TO Tpebyercs,
— 9TO THI MY3BIKQJIbHONH CEMaHTHKH, KOTOPBIH ObLIT OB
KO-TIepIIeNTya bHbIM, HaK/IabIBAIOIINM SIPJIBIKM 3Haue-
HHUM Ha KIIOUEBble TOYKH B COHOPHOM pa3BEPTHIBAHUH,
KOHTHHYaJIbHOM B CBOEM IPEICTABICHUHU JUII OPTaHOB
yyBcTB. O003HaUYeHHUE, TPYTUMH CJIOBaMH, KOOPIHHHUPO-
BaHO (KO-TIepIENTyalbHO) ¢ COOCTBEHHO MEpIEeNTyallb-
HBIM OIIBITOM. CBEZIeHHEe BOSAUHO ATUX TPEX TUXOTOMHMA
JIOJKHO 00pa3oBaTh CEMHUOTHKY, [UIsi KOTOPOHM a0CTpaKT-
HOE Ha CaMOM JieJie MaTepHuajIbHO, PEaJbHYI0 CEMUOTHKY
CHHTYJISIPHOT0 TIOTEeHIIHaJIa, KOTOpas yKOpeHeHa B peajib-
HOM U €CTECTBEHHOM OTIBITE.
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CeMHMOTHKA U 3KOAOTUUYECKHIA MOAXOA;:
Te€3UCbl 9KOCEMUOTUKHU

Ponb My3bIKanbHOI KOHLIENTyalu3allMd B 4EM-TO
COOTHOCHMa C 3KOJIOTHYECKHUM IIOAXOAOM K BOCIpPH-
ATHIO B TOM Mepe, B KOTOPOE OHa BKIIIOYAET BOCIIPUSATHE
COOBITHS ¥ KOTHUTUBHYIO 3KOHOMHMIO. KoHIemus 3xo-
JIOTHYECKOTO BOCIIPHUATHUSI BOCXOIUT K TpynaMm [ ubcona
[6; 7], KOTOPBIN MPEATOKUIT MHOKECTBO KOHIIEITyallb-
HBIX UHCTPYMEHTOB AJIS OIHCAHMS MPOLIECCOB BOCIPH-
atud. Ero kiroueBas KOHLENIHUSA «IPSIMOTO BOCIPH-
atus» (cm.: [15]) mpenmonaraer mpsiMOW KOHTakT C
OpraHaMHM YyBCTB, C PEaKIUAIMHU Ha CTUMYJIBI, KOTOpPBIE
NOJyYeHBl B pE3ynbTaTe IOAXOAA «KIIIOY-H-3aMOKY.
Wudopmanus ¢ 3Tol ToUku 3peHust oOpabarbiBaeTcs B
peakuuu «BcE MM HUYETO) KaK «IUCKPETHas» peakius
Ha KOHTHHYalbHbIE CTUMYJBI. Wiu, B Ipyrux TepMu-
HaX, BOCHPUHUMAIONINK BBIOMpaeT MH(OpMalHIo, Ko-
TOpas yKe SBJISETCS YacThIO Cpellbl U KOTOpas MO3BO-
nsiet [affords] M uMeTh mepuenTUBHOE 3HaYCHUE. DTO
NPOMCXOJUT, B OCHOBHOM, 0Oe3 y4acTus co3HaHus. Kak
TaKOBOM, 3TOT MPOIleCC MpearoaraeT MoAX0A «CHU3Y-
BBEPX» K MY3BIKaJbHOW KOTHHUIINH, OTUYEPKUBAs POJIb
3HaHUS-T10-03HAKOMJICHHIO M BBIYJICHEHUS WH(OpMa-
MM U3 3ByKOBOTO 1MoToka. OIHAKo, Ta e HHPpOpMaIHs
MOYXeT OBITH 00paboTaHa TaKKe U MPH MOMOIIIH [TOIX0-
Jla «CBEpXy-BHH3», C IPUMEHEHHEM KOHIIENTYalbHOTO
3HaHUA, KOTOpOe OBLI0O aCCUMMIMPOBAHO B KOTHUTHUB-
HYI0O CTPYKTYpY IOJb30BaTeIsI MY3BIKH KaK Pe3yJlbTaT
HPEIIeCTBYIOINX B3aUMOJCHCTBHI O 3ByKaMu. DKO-
JIOTHYECKOE BOCIPUSITHE, TaKUM 00pa3oM, IONIECpPKHU-
BaeT THOPUIHOE MOJIOKEHHE B OTHOLICHUH K IPUPOAE
00paboOTKH: OHO mMoNaraeTcss Kak Ha IOAXOA «CHHU3Y
BBEPX», TaK U Ha MOJIXOJ «CBEPXY BHHU3Y.

Bornee Toro, BocipuHUMAIOIINE MTOJIATAIOTCS HA Me-
XaHU3M «BbIOOpa MH()OPMAIMN U «BBIWICHEHUs HHDOP-
Malui» HpU TOMOIIY TOMCKa MOJIE3HOW MH(pOpMAaInH.
Crioco6, KOTOpBIM OHH OCMBICIHBAIOT TOTOK BOCIpH-
ATHS, TAKUM 00pa3oM, HEe HETPOU3BOJIBHBIM, a HKOJIOTH-
4YeCcKH 00YyCJIOBJICHHBIN, TOCKOJIBKY OH COOTHECEH C TeM,
KaK OpTaHU3MBI MU )KUBBIE CHCTEMBI B3aUMOICHCTBYIOT
C OKpYyXKaroliei cpegoi. ITOT Te3UC BOCXOIUT K BBICKa-
spiBaHmi0 Xekenas [Haeckel], koTophlid onpememnwt 3Ko-
JIOTHIO KaK HayKy 00 OTHOIIEHHH MEXIY OrpaHu3MaMHu
U cpelol BHEIIHero Mupa. B 9Tom oTHOLIEHUH 001aCTh
«3KOCEeMUOTUKN» MOXHO ONpENeINTh, COOTBETCTBEHHO,
KaK M3y4YeHHE CEeMHUOTHYECKHX OTHOIIEHHH MEXIy Or-
paHU3MOM U OKpYyKaromiero ero cpenoit (cm.: [11]). Dto
O3HaYaeT, YTO MOJTHOE ONHCAHUE BOCIPHUITUSA HE MOXKET
OBITh JAHO TOJIBKO JIUINb B PE3yNIbTaTe aHaIM3a JTH00 op-
raHu3Ma, J100 Cpebl, HO HaM HeOOXOMM ITOX0/, KOTO-
pHIii OBl ITpU3HABAT «Cpedy Kak OHa BOCIIPUHHMAETCS.
Bocnpusitue, ¢ 3T0i1 TOUKM 3pEHMs], OIUPAETCS HE Ha
«HEUTpaJbHBIH OPraHu3M», a TPeOyeT BBIACICHUSA POJIH
B3aMMOJICHCTBHUS U O0OIOMHOW 3aBUCHMOCTH OpTraHHu3Ma
U CpeJibl.

My3bIKalIbHOE BOCIPHUATHE, TAKUM 00pa3oM, MOXET
OBITh NMOHUMAaeMO B TEPMUHAX B3aMMOJCHCTBHS Opra-
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HU3Ma U CpEbI, I1€ My3I)IKaJII)HbII>'I IMOJIB30BAaTECJIb UTPACT
POJIb OpraHu3ma, a My3bIKa — POJIb CPe/Ibl, U B TEPMUHAX
«coBnamganus ¢ mupom» [coping with the world]. Co-
OTBETCTBEHHO, MYy3blKa MOXET OBITh PACCMOTPEHa Kak
«TpyAHas cpeia», a My3bIKAJIbHBIH IT0JIb30BaTEIb KaK Op-
TaHU3M, KOTOpLIﬁ JOJDKCH alaliITUPOBATHCA, ‘ITOGLI UMETh
Zieno ¢ 3Toi cpenoil. Tem He MeHee, He CYLIECTBYET Tpa-
JULIA PACCMOTPEHUS MY3BIKU B DKOJIOTUYECKUX TEPMHU-
Hax (cM.: [4; 19; 20]). BonpImMHCTBO Mccae0BaHUM KO-
JIOTUYCCKOT'O BOCIIPUATHUA 6I)IJ'II/I CBs13aHbl, B OCHOBHOM, C
BU3YaAJIbHBIM, & HE CO CJIYXOBBIM BOCHPHUATHEM. HexoTo-
pble 6a30BbIE TEPMUHBI ATOH HAYKH, OHAKO, MOTYT OBITh
PCICBAHTHBIMHU B HCCJICAOBAHHUAX CIIYXOBOT'O BOCIIPpU-
ATUSL. DTO OCOOSHHO aKTyaJbHO B OTHOUICHHH K KOHIIETI-
UM TIPSIMOTO OTBITa» U CBSI3aHHOM C HEW KOHIIeNIUEi
«addopaanca», OTHOI U3 HEHTPAIBHBIX KaTerOPHUid IKO-
norudeckor ncuxonorun ['mbcona. OHa ccbutaeTcsl Ha
CpeAOBYIO MOAEPKKY UHTEHIIMOHAJIBHON A TEIbHOCTH
Oopranusma, Inpeajaras, 4To >XMBOTHBIC W JIIOAUW 4YYyBC-
TBUTCJIbHBI K (I)yHKI_[I/IOHaJ'[I)HI)IM XapaKTEepuCTuKaM OK-
pyxaromeil cpensl. OHH BOCTIPHHUMAIOT OOBEKTHI 3TOM
cpe/ibl MOCPEACTBOM TOro, 4TO OHM To3BoJsitoT [afford]
pea30Barh B MOBEACHHH, a HE KaK OObEKTHBHBIE Iep-
LIENTUBHBIE KadecTBa [7, c. 127; 6]°. Kak TakoBhble, 3TO
«CYOBEKTUBHBIE» Ka4eCTBa, KOTOPBIE JIENAI0T CPeay NpH-
eMJIeMoi JUIA CHeI_[I/I(bI/I'-IeCKI/IX THUIIOB ACATCIBHOCTU U
MO/IEPKUBAIOIIEH TBUKEHUE, YKPBITUE, MAHUITYJIALIMIO,
[IUTaHUE U COLIMAIIBHOE B3aUMOJEICTBUE KUBOTHBIX. HO
OHU TaKXe «peajJbHbIe» U «OOBEKTUBHBICY.

Baxusiii ¢axt, kacaroumiicst addhopraHcoB cpemspl,
9TO TO, YTO OHU, HA CAMOM JIieJie, OObEKTUBHBI, PEalbHbI,
)44 (1)H3I/I‘IHI)I, B OTJIMYHEC OT OLICHOK U 3Haqu1/n71, KOTOpPbIE
YacTO CUUTAIOTCS CyObEKTHBHBIMH, ()EHOMEHAIbHBIMH
u MeHTansHbeIMA. Ho B peansHOCTH addopaaHc He siB-
JISI€TCSA HA OOBEKTUBHBIM Kau€CTBOM, HU CyGT)eKTI/IBHI)IM
CBOWCTBOM: HIJIH, €CJIM XOTUTE, OH — U TO, U Jpyroe. Ad-
(dhopaaHc nepecekaeT AMXOTOMUIO CYOBEKTUBHOTO U 00b-
€KTHBHOTO Y IOMOT'aeT HaM yBHIETh €€ HeaeKBaTHOCTb.
Addopnanc siBnsieTcsi OJHOBpEMEHHO U (hakTOM cpenpl,
u ¢axroM nosezneHus. OH U PU3NYEH, U ICUXOJOTHYEH,
HO HE SIBJISIETCS OIHUM U3 HUX IO MpeuMyIiecTBy. Ad-
(dopaaHc yka3blBaeT B 1Ba Pa3HBIX MECTa: Ha Cpe/ly U Ha
Habromaromero [7, ¢. 129].

MHuokecTBO puMepoB addopaanca naHo y ['nbdco-
Ha. Tak, MOBEPXHOCTH BOAbl (YHKIIMOHUPYET Kak IOJI-
Jep)KKa JUIsl TayKa-BOJOMEpa, JKYPaBld YCTPaUBaIOT
rHE3/1a Ha BEPXYIIKaxX TPyO MM CTAIBHBIX MOTHHEOTBO-
JIOB, JIACTOYKH HCIIONb3YIOT I'BO3/IM, TOpYAIHe U3 CTEH
JIOMOB JUIsSl YCTpOWCTBa cBoMX rHe3l. Kakercs: mpusie-
KaTeJIbHOM nacA UCIoJIb30BaTh 3TO U B O6J'IaCTI/I MY3bIKH.
MySBIKaJ'[I)HI)Ie IMOJIB30BATECJIM B TaKOM CJ1ydac JOJIKHbI
MMOHUMAaTh MY3bIKY B CMBLICJIE TOI'O, UYTO OHA IO3BOJIACT
uMm [affords to them] Gonee, yem mpocTo mosararbcsi Ha
€€ aKycTU4ecKue CBOMCTBa. BO3HMKAeT BOIPOC: UTO XKe
TaKoe TOTJA 3TH «MY3bIKaIbHbIE ad(POpaaHCh»?

Cy1ecTByIOT TPH IIaBHBIX BO3MOXKHOCTH: 1) mpo-
H3BOJCTBO MY3LIKAJIbHOI'0O MHCTPYMCHTA U3 3BYKOBOI'O
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Marepuana, 2) UCIOIb30BaHUE TPUEMOB UTPHI AJIS IPO-
W3BENICHUS MY3BIKAJIbHOTO 3ByKa U 3) (OopMHpPOBaHHE
3ByKa IPH TOMOIIY MOJYTHPOBaHHs 3ByKa.

[Tpumepsl IEPBOTo THIA IIUPOKO PACIpOCTPAHEHBI.
Best mctopusi co3maHusi My3bIKaIbHBIX WHCTPYMEHTOB
NPECTaBISIeT JUINTEIbHBIH MOUCK MPHUMEHEHUs peMec-
JICHHBIX HAaBBIKOB K CHIPBIM MarepuaiaM JJisl IOy YeHUsI
MY3bIKaJIbHOTO 3ByKa. [louTH Bce cyliecTByroIne Ma-
Tepuasbl OBUTH TPOBEPEHbI Ha TO, YTO OHH MO3BOJISIOT
[afford] denoBeueckoMy CiTyXy B 007aCTH MY3bIKH. JTO
CIpaBeJIMBO KaK I10 OTHOIICHHIO K TPaJUIHOHHBIM
MHCTPYMEHTaM, TaK U 10 OTHOIIEHHIO K TOMCKaM HOBBIX
3BYKOB, IIPOU3BOJMMBIX HOBBIMU MaTepUallaMH.

Hcnonp30BaHuE TEXHUK UTPBI COOTHOCUMO C IIEPBOM
BO3MOXHOCTBIO U3 TPEX. B JONONHEHNE K IIOMCKY 3BYKO-
BBIX MarepuajioB BO3MOKHO NPUMEHEHUE K ITUM Mare-
pHazaM MHO)KECTBA 3ByKOIIPOU3BOIAIINX ACHCTBHUH. DTO
MOTYT OBITh €AMHUYHBIEC ACHCTBUS — TaKHe, KaK yAaphl,
BJIyBaHHE, a TAKXKE U OoJiee CIOKHbIE U KOMOMHHUPOBAaH-
Hble, — Takue, kak OapabaHHbIE KOMOMHAIIMM PUTMOB
WM CKOJIbXKEHHE BepX M BHH3 MO MEJIOIUYECKOMY KOH-
Typy. Ho naxke Metadopbl, HCHONb3yeMble B pa3roBope o
MY3bIKE, OTHOCSTCSI K 3BYKOIPOU3BOSIINM JCHCTBUSIM
(MenneHHo, OBICTPO, BBEpX, BHU3...). To e OTHOCHT-
Csl KO MHOTUM MY3bIKaJbHBIM TEPMHHAM — TaKUM, Kak
martellato, leggiero, tenuto u legato [8)].

dopmupoBaHue 3ByKa, HAaKOHEL, SBISETCS Iallb-
HEHIIUM pa3BUTHEM IepBOI Bo3MOKHOCTH. CTpyHHBIE,
HarpuMep, MOTYT UrpaTh MUIIMAKATO MM CMBIYKOM, HO
B IIpeJesiax UIPbl CMBIYKOM CYIIECTBYET IEJbIil CIEKTP
TEXHHK MOJYJMPOBaHMUs 3BYKa. TO K€ OTHOCUTCS K IEB-
aM, KOTOpBIE HCIIOJB3YIOT TEXHHKU (HOPMUPOBAHUS
3ByKa KaK pe3yJbTar Mojiady Bo3ayxa u3 JErkux. [lenue
IpearnonaraeT He NPOCTO MPOU3BENICHNE [IACHBIX U CO-
IJIACHBIX; OHO BKJIIOYAET B CeOsl acHeKThl MHTOHAIMU U
o01ue cnocoObl BBIpaKEHHs YMOIMH —TaKHe, KaK aro-
TMKa, apTHKYJISALUS, AMHAMUKA, araka 3ByKa H BHOpaTo.
OHO OXBaThIBaeT BCIO FAMMY CEHTHYECKUX MOAYJISLUMI
(cMm.: [2]) ¢ Tpemst rpagyupOBaHHBIMU CIIEKTPaMHU MOJY-
JIMPOBAHUS TEMIIa, aMILTUTY/IBI U BEIOOpA perucTpa.

Bce aTu mpuMephl OTHOCSATCSI K acleKTaM IpOou3-
BOJICTBa MYy3bIKaNbHBIX addopaancos. OHu OepyT s
Hayaja ChIpOW MaTrepuasi M TO, YTO OH IO3BOJISET IS
MY3bIKaJIbHOTO 3ByKONpou3BeaeHus1. OMHAKO BO3MOXKHO
BBIUTH 32 MpeJIelIbl POCTOTO MPOAYKTUBHOTO YPOBHS U
NpUITH K OHUMaHKIO ad(OpIaHCOB HA YPOBHE ONbBITA
(cm.: [20]). AddopaaHcsl B 3TOM YIyYIICHHOM Ipe.-
CTaBJICHUHM OXBATBHIBAIOT IEPIENTHBHBIC KauecTBa, MO-
pPOXAAIOIINE HACTPOSHHE M COIMO-KOMMYHHKATHBHBIE
KayecTBa, BHI3BIBAIOIINE ACTIEKThl CMBICIIO00pa30BaHus,
9MOIMOHAIBHOTO ONBITA, ICTETUYECKOTO OIIbITa, TTO4H-
HEHUE PUTMY H OLICHOYHBIE CY)KICHUSL.

U, HakoHel, NpeACTaBISIETCS BO3MOXKHBIM CBECTH
BMECTE MPOJAYKTHBHBIE U SKCIIEPUCHIINAIBHBIE aCIIeKThI
MY3bIKaJIbHBIX ahopraHcoB Ha IPUMEPE 3HAYUTEILHO-
r0 KOpITyca JIUTEPaTyphl 10 UCCIEJOBAHUAM «JICHCTBUS
U BOCHpUATHS». My3bIKa, C 3TOM TOYKU 3PEHUs, NPEN-
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CTaBIsAET cO00Il HEUTO MHAYLHUpYIOIee ONpeaeIEHHbIH
TUI UAEOMOTOPHOTO PE30HaHCa, KOTOPbIE 3aCTaBISAIOT
CIIyIIaTeN sl UCIBITHIBATh 3BYKH, TIOCKOJIBKY OH MJIM OHa
BOBJICYCHBI B UX MPOU3BOACTBO (cM.: [18]). DTOT Tesuc
B KAKOM-TO CMBICJIE aHAJIOTHYEH IICHTPAJIBHON BEPCUN»
MOTOPHOHM TEOPHUU BOCHPHUATHS, YTO O3HAYAET, YTO MO-
TOpHAsl «MHTEHIIMSD BMECTO TOTO, YTOOBI MPOSBIATHCS
B MOTOPHOM TIOBEI€HUH, CUIUTACTCSI B OCHOBHOM 3HJIO-
TeHHBIM (DEHOMEHOM, KOTOPBIH JIOKAIN3UPOBaH B LIEHT-
panbHOI HepBHOH cucteMe. Kak ObLI0 IOKa3aHO B psze
UCCIIeIOBAaHUHM, CYIIECTBYET MOTOPHBIM acHeKT B BOC-
OPUATHU U YTO T€ K€ 00JacCTH MO3ra aKTHBU3UPYIOT-
csl BO BpeMs Kak BOOOpakaeMbIX, TaK U HCIOIHEHHBIX
peanbHO neiicTBuil. Tem He MeHee, HE BCE BOCHPUATHL
CBOAMMBI K MOTOPHBIM KOMIIOHEHTaM, HO MOTOpPHBIE
KOMIIOHEHTHI 3a/1efiICTBOBaHbI B BOCIIPHATUU U SIBIISIOT-
csl MX HEoOXOAMMBIMH cocTaBisommMu. [laxe ecnu
OHH He IPOSBIISIIOTCS, OHU OIEPUPYIOT HAa BUPTYaTbHOM
YPOBHE O00Pa3HOCTH M CUMYJISILIMU — TaK)Ke UMEHYEMBIX
MOTOPHBIMH CUMYJISILIUSMHU — C MOTOPHBIM ITOBEJICHHEM,
HPOSIBASIOIINMCS TOJIBKO Ha MCAallMOHHOM YPOBHE MEH-
TaJIbHOW penpe3eHTaliu.

B 3TOM CMBICTIE MOXKHO TOHUMATh MY3BIKY B TEpPMU-
Hax e€ «aKTUBHOM curHatyps». CyIecTBYIOT, IO Kpaii-
Hell Mepe, MITh BO3MOXKHOCTEH: 1) 3ByKOMIPOU3BOISIINE
JEUCTBHS KaK TakoBble, 2) adexTsl 3TUX AeicTBUil, 3)
BO3MO)KHOCTh BOOOpPa)X€HHS K COHOPHOMY pa3BOpayu-
BaHUWIO KakK THUII JABM)KEHHUS BO BpeMeHH, 4) MEHTalbHas
CHUMYJISLIMS 3TOTO JIBH)KEHUS B TEPMUHAX MPEKOHLIENTY-
aIbHOTO TEJIECHOTO OIBbITa (MM OCHOBAHHBIX Ha Tele-
CHOCTH 00pa3HBIX CXeM) U 5) IBHKEHUS, KOTOPBIE MOTYT
OBITh BHI3BaHbI 3ByKaMH.

OnHako, HEOOXOMUMO ClieaTh Pa3IMueHUuEe MEXTY
acreKTaMu JeHCTBHs 3BYKOBOTO IPOM3BOJCTBA, KOTO-
pBI€ MOT'YT OBITH OITUCAHBI OOBEKTUBHO OT TOTO, YTO OHU
MOTYT HO3BOJIUTH ciymarento. [loHnMaHue My3BIKH B
CMBICIIE OIBITA BKJIIOYAET acleKT 3TOIEHTPU3Ma B OIU-
CaHUU CYyOBEKTHBHOTO OIBITA B TEPMHUHAX TEJIECHOTO pe-
30HaHCa WM MOTOPHOW OOpPa3HOCTH, NMPOEKTUPYIOIIEeit
HAIlli TeJeCHbIe IBIKEHUS Ha MY3BIKy. JTa TeJecHas
HPOEKIHS JOCTaTOYHO CJIOXKHA, TOCKOJIBKY MY3BIKa MO-
JKeT TIOHUMAThCs KaK JBIDKYINAS CUJa, HO U CIIyIIaTelhb
MOXET JIBUTaThCs caM. JlaHHOE OTHOIICHHE CBA3aHO B
HEKOTOPOM CMBICJIE C pa3linueHHeM Ha O0ObEKTHBHO-OK-
30COMaTHYECKYI0 U CyOBEKTHBHO-IHJI0OCOMATHUECKYIO
obnacty kKorHunuu (cM.: [12]) u ¢ pasnuueHHeM Mex-
ny HaOmomaronuM M Habmromaemoil Bembro. Cremo-
BareJIbHO, 3TO THI ()EHOMEHAJIBLHOTO OIbITA, KOTOPBIH
BKJIIOUAeT B ce0sl OMBIT IBMKEHUs, HO Oe3 MaHH(pecTa-
UM JEeHCTBHUA Kak TakoBoro. OH OTHOCHTCS K Tak Ha-
3bIBa€MOIl BHyTpeHHEH 00pa3HOCTH — BUJCHUIO MUPa OT
NIepBOTO JIMIIA, KOTOPOE JieJIaeT BO3MOXHBIM Iepexos OT
OTKPBITOTO JEUCTBHS K MHTEPHAIN3UPOBAHHBIM (hOpMam
nerictBusA. Bech mporiecc BeI3bIBACT HEOOXOTUMOCTH OII-
penenéHHOro TuIa MOTOPHOM 3MIATUU U UIE€OMOTOPHOU
CUMYJISIIMH, TIO3BOJISAS CITYIIATENIO UCTIBITHIBATH MY3BIKY
KaK HE4TO IBIDKYIIEEeCs BO BPEMEHH U OTHOBPEMEHHO
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BOCIIPMHUMATD 3TO JABMKCHUEC KaK NIBUKCHHC COGCTBeH-
Horo Tena (cm.: [18]).

OxoHuaTenpHass MUHTEPIpETalns MY3bIKH B TEpMHU-
Hax adopaaHcoB OGonee MpOSBIEHA M BKIIOYAET ITO[-
YMHCHUEC TE€J1a PUTMY MY3BIKM U BO3MOXHOCTH JOBUIKC-
HUA KaK peaklyy Ha 3By4alllyl0 My3bIKy. Torga mMy3bika
CTaHOBUTCA CTUMYJIOM B JIBMKCHHIO 1 BOCIIPUHUMACTCS
B CMbIC/IE € BO3MOXHOCTCH HIyIHPOBATH MOTOPHBIC
acrekThl. [IBIDKEHUsSI MOTYT OBITh ClIEU(UYHBIMU U ap-
TUKYJIUPOBAHHBIMU, HO OHU TAKKE MOT'YT OTHOCHUTBCA K
Oonee OOLIMM TUIIAM MOTOPHOW MHAYKIMU KaK «CHIIBD)
U «IHEPTUN», KOTOPBIEC IPUCYIIU MY3bIKAJIbHBIM CTPYK-
Typam M OTCBUIAIOT K HAIIIUM NIPeCTaBICHUIM U BOOOpa-
JKCHUIO TATOTCHUSA, pa3pCIICHUA U IBUKCHUA.

CnpaBAsisiCb CO 3ByKaMM:
60Aee LUMPOKMIA SBOAIOLLUOHHBIN Te3UC

Konremnums My3bIKalbHBIX adQOpIaHCOB SBISETCS
HOBOW TeMo#l ucciefoBaHuil. OHa OTKpPHIBAET HOBBIE
HEePCIEKTUBHI B HCCIEOBAHUAX MY3bIKaJIbHOIO CMBICIIO-
00pa3oBaHMsl B TEPMUHAX «IOICTPOMKU» [attunement]
U «pe30HaHca». B 3TOM cMbIciie OHa TECHO CBfA3aHA C
pEeaNbHBIM OTIBITOM 3BYyYaHHsI MY3BIKH, KOTODBIH IO Cy-
IIECTBY PEaKTHBEH. DTO NMPHBOAUT HAC K TE3UCaM 3BO-
JIIOIMOHHON TEOPHM MY3BIKH C €€ TIaBHBIMU BOIpOCA-
MH: OTKyZa My3bIKa IPOU30IILIa U KaKOBO €€ aJJallTUBHOE
3HadyeHHe? DTa Tema Oblla HEYJIOBHMOM 10 HEIaBHETrO
BPEMEHH U CETOHs CTajla aKTUBHBIM TOIMKOM SMIIHPH-
YECKUX U TEOPETHYECKHUX HccienoBaHuit (cMm.: [16; 22;
23]). OcHOBHO# BOIPOC 3aKIIOYAETCA B TOM, KaK MYy3bI-
KaJbHbIE MOJIb30BaTEIH CHPABIIIIOTCA CO 3BYKaMH U TO,
YTO 3TO AA&T I UX nmoBeneHusa. Heobxomumo npoBecTu
pasiuueHne MexIy Ooliee IPEBHUMH IBOJIIOIMOHHBIMU
YPOBHSIMH COBJIQJAaHUS CO 3BYKaMH, KOTOpPBIE CBOIMMBI
K PEaKTUBHOCTH M Pe30HAHCY (JIOKAJIBHBIM CTPYKTypam
MY3bIKH) U 00Jiee BHICOKUMH YPOBHAMHU (DYHKIIHOHHUPO-
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BaHUSI MO3Ta, BKIIOYas KOTHUTHUBHOE OIOCPEIOBAHUE,
KOTOpPOE€ O3Ha4aeT, YTO MO3T BMEIIMBAETCA B IIPOIECC
cMbIciioo0pazoBaHus ¥ B a(eKTHBHO-OCTETUUECKUE
peakuuu. [maBHBIM BOmpoc AJiA 3TOr0 MOAXOAa — 3TO
pob 3MOIMH. SIBISAIOTCS M SMOIHMM NPUMHUTHBHBIMU
peaKIsIMH, WIM OHU — Pa3BUTHIE PEaKIMH, BBI3BIBAIO-
nme paboty BeicHMX (QyHKIWA Mo3ra? Ha »3Toit Teme
3[1eCh HET BO3MOKHOCTH OCTaHOBUTHCSA INOAPOOHO, HO
OHa SBJIIETCS KpyIIHEMIIEH TEMOH IPOBOAUMBIX CErOHS
uccienoBanuii. OHa TpeOyeT TeopeTHIecKoro 000CHOBa-
HUs BOIIPOCA O IPUPOAE SMOLUMN, UX OTHOLIEHUH C My-
3BIKOW U WX MHAyHupyouiel cuibl. OHa Takke Tpedyer
SMITUPUYECKUX HCCIIEOBaHNH MY3bIKAIBbHBIX addop-
JTAHCOB, BKJIIOYAsi BOTIPOCHI TEJIECHBIX PEaKINii Ha 3BYKH
(aBTOHOMHOM HEPBHOIl CHUCTEMBI, BBIAICTICHUS TOPMOHOB,
MIOBBIIICHUS U TOHWKEHHs YpPOBHEH Bo30yanmocTH), a
TaKKe peryssaluy HaCTPOCHHUs, KaTeropuil yxaca u Tpe-
IeTa, ICUXOJIOTHH 3CTETUYECKOTO OIBITA.

3akAloueHue u nepcrneKTuBbl

B nmanHOi craTbe BHMUMaHHE OBLIO CKOHIIGHTPH-
pOBaHO Ha Tpolecce oOpalleHHss ¢ My3bIKOH, C TOJI-
yEPKUBaHUEM POJIM MY3bIKJIBHOIO OIbITa. B omope Ha
ocHoBormonararomme Tpyasl Jpton u J[xeiiMca Obuia
MPEINPUHITA TONBITKA CBECTH BOEIUHO IOCTIDKEHHS
CEMUOTHKHM U JKOJIOIMUYECKOM rcuxonoruu. LleHTpans-
HOM KaTeropueil B HACTOSILEM HCCIIECIOBAHUM SIBIIETCS
9KoJIOrHYecKasi KoHuenus apdopaanca, KoTopasi uMe-
eT OOJIBIIYI0 MEPCIIEKTHBY UCIIOIb30BAHUS B ONUCAHUU
MY3BIKaJIbHOTO ONbBITa KaK B €ro OObEKTUBHBIX, TaK U B
CYOBEKTUBHBIX XapaKTePUCTHKaX. MOXXHO 0XKHIATh, YTO
3Ta HKOJIOrMYECKasl KOHLENIUS [IPOABUHET BIIEPEA U Te-
opeTndeckoe 000CHOBaHUE, U IMITUPHUUECKHE UCCIIEN0-
BaHUs [IaBHOTO IIPEIMETA — POJIA TEIECHOIO PE30HAHCA
1 SMoLMHA. MOXHO OXKUIATh TaKK€ MHOTO OTKPBITUM B
COBPEMEHHBIX HEHPOOUOJIOTNYECKUX MUCCIICIOBAHUSIX.

MPUMEYAHUA

' «Addopnanc (aurn. affordance ot afford — umers wnn

HPEAOCTABIATh BO3SMOXHOCTb) — B TEOpUM Bocmpusatust JIK.
I'mbcona, “npurnamaromee” (MaHsIee) KadyeCTBO BOCIPHHHU-
MaeMbIX MPEAMETOB U COObITHIL. OPHUIHHAIBHOCTH 9TOTO MOHS-
THS UHOIZA CHJIBHO NPEyBEIMYHBACTCS, MOCKOJIBbKY 3HAYHTEIb-
Ho panbme K. JIeBHH n1y6oKo U JeTaJbHO pa3padoTai UACKo O
Aufforderungscharakter — o moBenuTeNbHOM (HOOYTUTEIEHOM)
xapaktepe Bemield» (cM.: Ilcuxonoruyeckas SHUUKIONEIUS
[Dnexrponnsiii pecype]. — URL: http://mirslovarei.com/content
psy/affordans-1118.html). CymecrBurenstoe affordance npous-
BEJEHO OT marona to afford, «uMeTb BO3MOXHOCTb MO3BOIMTH

Mapk Peiiopyx
npodeccop My3bIKH
Karonuueckoro ynusepcurera Jlepena, benbrus

ceOe», ¥ B IPUMEHEHUH K IICUXOJNOrMH ['MOCOHa OHO O3Hauyaer
TO, YTO BOCHPHHUMAIOIIUH MOXKET MO3BOJIHUTH ce0e BOCIPHATHE
TeX WM UHBIX O0OBEKTOB B TOM WJIM MHOM BHJIE, U OT 9TOTO 3aBH-
CHUT MHTEPIIPETalus THX 00bEKTOB. B 3TOM TepMuUHE ecTh CX0/c-
TBO C KaTeropuedl HMHTEHIMOHAJIBHOCTH B ()EHOMEHOJOTUH. —
Ipum. nep.

2 JIpyruMH CJIOBaMH, BEIIH, KOTOPbIE HAC OKPYXAaloT, BOC-
MPUHUMAIOTCS HE CTOJBKO KaK 0ObEKTHBHBIE KaueCTBa, a KaK ToO,
YTO MBI MOXKEM HCIIOJIB30BaTh B cBOCHl aesrenbHOCcTUH. Addop-
JIAaHC — 9TO TO, HA YTO MBI MOXKEM PACCUHUTHIBATH B OTHOLICHHH K
BelllaM KakK MOJIe3HbIM npeaMeTaM. — [Ipum. nep.

=
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MUSIC AS EXPERIENCE: A PROCESSUAL
AND ECOLOGICAL APPROACH

hat is music and what does it mean to deal

with music? Is music something out there,

a structure or an artefact? Or is it a process
that calls forth interactions with the sounds? Should we
conceive of “music users” besides the music and think
about it as something which is perceived, conceptualized
and enacted upon in order to become meaningful? This
paper tries to answer these questions in an attempt to
bring together insights from semiotics and ecological
psychology relying heavily on the ecological concept
of affordance. Being defined as the perceived functional
significance of an object, event or place for an individual,
it points to an important quality of the world, namely
that its features are meaningful for an active perceiver.
Affordances, further, rely on objective environmental
features of the world as well as on perceiver-specific
qualities, which are variable and subjective to a great
extent. As such they provide a conceptual tool that goes
beyond the objective/subjective dichotomy by claiming
that there is no outside standing over against an inside,
but only ways to classify experiences [9].

These general claims can be translated to the realm
of music [17; 19; 20], which can be described either at
a structural level or at the level of what it affords to the
music user. The former is reducible to a mere acoustic
description of the sounds, the latter involves aspects of
sense-making and emotional-affective resonance that
call forth perceptual and cognitive engagements as well
as affective-aesthetic responses to the music as it sounds,
relying heavily on the biology of human perception
and cognition [21]. Much is to be expected here from
cognitive studies in music perception and from ongoing
research in aesthetics and psychobiology. The latter tries
to find physiological measures of reactivity and arousal
as the basis for affective-aesthetic behavior in an attempt
to correlate the structural characteristics of the music
with their experience by the listener. Relying on new
research models and theoretical paradigms of cognitive
neuroscience, it is now possible to empirically validate
the theoretical framework that was laid out in the seminal
work of early psychobiologists [1]. One of their basic
tenets was that artworks can have profound effects on
brain and behavior, with a central focus on the concept
of arousal and activation. Much of the power of music, in
fact, can be traced back to its inductive qualities, which
are reducible mostly to the affective-aesthetic responses
to the sounds.

Dealing with music: a processual approach

The major topic of this contribution is a processual
and experiential approach to music [20]. It is somewhat
related to the early claims of cognitive musicology,
which stated that music is above all a human experience,
not merely a set of artefacts or structures. Music, in this
view, is something which is heard and “enacted” upon
rather than being merely imagined or represented. It is
not reducible to symbolic representations of the sounds —
with the score as a prototypical example — and to sounds
as artefacts, but it refers to sounds as the outcome of
human actions and interactions as well.

The concept of interaction, however, is ill-defined.
Should we conceive of an actual interchange between an
actor and that which is enacted upon, or of an interaction
at a virtual level of imagery and representation?
A critical element is the “in-time” and “out-of-time”
distinction: the first involves the perceptual immediacy
of sounding stimuli, the latter calls forth mental replicas
of the sounds. Listening and playing, e. g., proceed in
real-time and keep track with the unfolding of the music
over time. Composing, on the other hand, proceeds
mostly out-of-time, relying on imagery rather than on
the actually sounding music. Improvizing, in turn, is a
hybrid case: the actual performance proceeds in-time but
some of the accompanying mental processes proceed
out-of-time (anticipating with respect to next notes to
play and recollecting previous ones in memory). Real
musical experiences, further, are always time-consuming
in keeping step with the sonorous articulation over time.
Other kinds of dealing with music are secondhand and
highly mediated with the mind working with mental
replicas rather than with actual sounds. This is the more
economical way of processing but at the expense of the
richness of the full experience.

This tension between “richness of experience” and
“economy of processing” is not typical of music. It has
been elaborated extensively in the pragmatic philosophy
of Dewey [3] and James [10] with as major topic the
concept of “having an experience.” A full experience,
according to Dewey, means heightened vitality, signify-
ing active and alert commerce with the world and a com-
plete interpenetration of self and the world of objects and
events:

“This heightened vitality has “adaptive value” as
well: it is exemplified in the life of the savage man who
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is in danger in a threatening environment. Observation,
for him, is both “action in preparation” and “foresight
for the future” with the senses functioning as sentinels of
immediate thought and outposts of action” [3, p. 19].

The same holds true for artistic experiences at
large, which unite the relation of doing and undergoing,
outgoing and incoming energy that makes an experience
an experience:

“The doing or making is artistic when the perceived
result is of such a nature that its qualities as perceived
have controlled the question of production. The act of
producing that is directed by intent to produce something
that is enjoyed in the immediate experience of perceiving
has qualities that a spontaneous or uncontrolled activity
does not have. The artist embodies in himself the attitude
of the perceiver while he works” [Ibid, p. 48].

The perceptual experience, in Dewey’s sense, is
characterized by full and rich experience. It concerns
individual and particular things or events that exist here
and now. As such they call forth a kind of completeness
thatcan be cutshortas soonas thereisanactofrecognition
with the full perceptual experience being replaced by
the identification of something that acts as an index or
a second order stimulus. Aesthetic perception, on the
contrary, should be characterized by full perception,
and the same holds true for a musical experience which
is not basically different from an auditory experience
at large. It is continuous with the natural experience or
experience proper, with a difference in degree rather
than in quality.

From experience to sense-making:
a real semiotics of singular potential

Conceiving of music in terms of perceptual
experience is only a starting point. To make sense out
of the sounding music, the music user should go beyond
the idiosyncrasies of discrete particulars to embed them
in a more encompassing relational and conceptual
framework, somewhat analogous to James’ doctrine of
radical empiricism [10]. This pragmatic epistemology
deals with the tension between “concept” and “percept”
and stresses the role of knowledge-by-acquaintance
— as the kind of knowledge we have of a thing by its
presentation to the senses — and states that the significance
of concepts consists always in their relation to perceptual
particulars. What matters is the fullness of reality
which we become aware of only in the perceptual flux.
Conceptual knowledge is needed only in order to manage
information in a more “economical” way. As such, it is
related to principles of cognitive economy:

“We extend our view when we insert our percepts into
our conceptual map. We learn about them, and of some
of them we transfigure the value; but the map remains
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superficial through the abstractness, and false through the
discreteness of its elements; and the whole operation, so
far from making things appear more rational, becomes the
source of quite gratuitous unintelligibilities. Conceptual
knowledge is forever inadequate to the fullness of
the reality to be known. Reality consists of existential
particulars as well as of essences and universals and
class-names, and of existential particulars we become
aware only in the perceptual flux. The flux can never be
superseded” [10, p. 245].

James’ insights are of great value, but the translation
to the realm of music still has to be done [17; 20]. In
stating that knowledge should ultimately be debatable
in terms drawn from experience, it provides a very
promising conceptual framework for the description
of music as a sounding art. As such, it goes beyond a
mere nominalistic approach to cognition in stressing
the role of knowledge-by-acquaintance and bringing
together the claims of having an experience and its
embedding in a conceptual map. The latter, further, can
be described also in semiotic terms. Semiotics, in fact,
holds a symbolic approach to cognition. It is concerned
with sense-making and principles of cognitive economy,
and relies on signs rather than on sensory realia. The
question should be raised, however, as to the nature of
these signs: do they refer to mental representations of
the sounds — as in a musical score — or to something
external to the music? Should we conceive of “internal”
or “external semantics,” or is it possible to bring both
approaches together in a framework that goes beyond
this dichotomy? I see three approaches to address this
question: (i) the discrete/continuous dichotomy, (ii)
the percept/concept dichotomy and (iii) the internal/
external dichotomy.

The “discrete/continuous dichotomy” is related
to the distinction between categorical vs. auditory
perception. “Categorical perception” involves an
act of recognition and assigns one discrete meaning
to an event that is evolving over time. “Auditory
perception,” on the other hand, relies on auditory or
acoustical listening and provides a phenomenological
description of the sounds in terms of their acoustic
qualities. Purely auditory or acoustical listening,
however, is quite improbable: listeners do not perceive
the acoustical environment in terms of their acoustic
qualities but rather in terms of ecological “events”
[14; 13]. What matters, is not the continuous flow of
sounding energy, but “music-as-heard” and the way
the music user makes sense of it. As such, we should
consider the role of event perception and cognitive
economy. Events — and also auditory events — are
continuous in their unfolding but discrete in their
labeling. They allow us to “recognize” an event rather
than “experiencing” it as something that unfolds over
time, which means that we stop acoustical processing
in favor of conceptual labeling [19].
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The “percept/concept dichotomy” is related to
the way human listeners structure the acoustic flow.
Listening embraces both perceptual immediacy and
conceptual abstraction. It brings together continuous
and discrete processing, stressing both the idiosyncrasies
of the sonorous unfolding — which is continuous — and
the process of sense-making which can be intermittent
in applying discrete labels to slices of the sounding flux.
This is basically the tension between the “bottom-up” and
“top-down” approach with sensory information being
presented to the senses in a continuous way and the mind
applying discrete labels to chunks of information. The
former provides the raw material — the percepts — which
is processed in a bottom-up approach, the latter tries to
reduce the complexity of the sounding flux to conceptual
categories, involving a more economical top-down
approach. As such, listening is both an “experiential” and
“conceptual” affair.

The distinction between “internal and external
semantics,” finally, is related to the previous
dichotomies. Internal semantics is concerned with self-
reference, with the identification of sonic events and
their interrelations. It involves a hermeneutic moment
in defining “something as something” (e. g. the sound
of a clarinet, a typical chord or cadential formula,
...) with denotation of elements being dependent
on the process of recognition through identification
and differentiation. What is eligible for denotation
is not mainly reducible to extramusical reference,
but is referring to the sonorous articulation and its
identifying qualities. Music, in this sense, is a carrier
of immanent meaning, with sounding elements — the
musical denotata — as recognizable entities that can
be assigned some meaning or semantic weight. The
(external) reference, in this view, collapses to blend
with the actual sound, and the denotatum acquires some
conceptual quality. The denotation of the note “g” e. g.
does not refer to the vibratory sound event, but to the
recognition of the category or class that embraces the
actualization of this event. The reference, therefore, is
not external but internal to the musical system.

Musical semantics, in my view, involves a process
of sense-making that goes beyond a mere acoustic
description of the sound. What matters are not
merely the concrete-sounding events — the physical
data — but also the abstract terms that are disengaged
from their existential dependency from the particular
things they are referring to. Delimiting denotata thus
implies a generalized reflection of sonic reality, and
this is the transition from percept to concept again.
Conceptualization, however, is discrete and symbolic
rather than continuous and analog. Sense-making, on
the other hand, involves both continuous and discrete
processing of the sound. What is needed, therefore, is
a kind of musical semantics that is co-perceptual, in
applying labels to focal points of the sonorous unfolding
that is continuous in its presentation to the senses. The
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labeling, for short, keeps step — is co-perceptual — with
the perceptual experience proper.

Bringing together these dichotomies should provide
a semiotics for which the abstract is really material, a real
semiotics of singular potential which is grounded in the
real and natural experience.

Semiotics and the ecological approach:
ecosemiotic claims

The role of musical conceptualization is somewhat
related to the ecological approach to perception to the
extent that it involves event perception and cognitive
economy. The concept of ecological perception goes
back to Gibson [6; 7] who provided a wealth of
conceptual tools to describe the perceptual process. His
key concept of “direct perception” (see: [15]) involves
direct exposure to the senses with reactions to the stimuli
that are elicited in a lock-and-key approach. Information,
in this view, is processed in an “all-or-none way” as a
“discrete” reaction to stimuli which are continuous. Or
put in other terms: perceivers pick up information which
is already part of the environment and which affords
perceptual significance for them. This is done mostly
without the mind intervening in this process. As such,
it embraces a bottom-up approach to music cognition,
stressing the role of knowledge-by-acquaintance and the
extraction of information from the sounding flux. The
same information, however, can be processed also in a
top-down approach, by applying conceptual knowledge
that has been assimilated in the cognitive structure of
the music user as the outcome of previous interactions
with the sounds. Ecological perception, therefore, holds
a somewhat hybrid position with respect to the nature
of the processing: it relies both on a bottom-up and top-
down approach.

The perceivers, further, rely on mechanisms of
“information pickup” and “information extraction” by
searching actively for useful information. The way they
make sense out of the perceptual flux, therefore, is not
gratuitous but ecologically constrained in the sense that it
is related to how organisms or living systems interact with
their environment. This claim goes back to the original
definition of Haeckel who defined ecology as the science
of the relations between organisms and the environmental
outer world. The related field of “ecosemiotics” can
be defined accordingly as the study of the semiotic
interrelations between an organism and its environment
(see: [11]). It means that a full description of perception
cannot be given by analyzing either the organism or its
environment, but that we need an approach that conceives
of the “environment-as-perceived”. Perception, in
this view, is not “organism-neutral” but calls forth the
role of interaction and of mutualism of organism and
environment.

Music perception, accordingly, can be conceived
in terms of organism-environment interaction — with
the music user as an organism and the music as
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environment — and the related notion of “coping”
with the world. Music, then, can be considered as
a challenging “environment” and the music user as
an organism that must adapt itself to cope with this
environment. There is, however, no tradition of thinking
of music in ecological terms (see: [4; 5; 19; 20]. Most
studies in ecological perception have been concerned
with visual rather than auditory perception. Some of
the basic claims, however, are likely to be relevant for
auditory perception as well. This holds true especially
for the concept of direct perception and the related
concept of affordance, which is one of the central
concepts of Gibson’s ecological psychology. It refers
to environmental supports for an organism’s intentional
activities by claiming that animals — and by extension
also human beings — are sensitive to the functional
characteristics of their environment. They perceive
environmental objects in terms of what they “afford”
for the consummation of behavior rather than in terms
of their objective perceptual qualities [7, p. 127; 6].
As such, they are “subjective” qualities that render the
environment apt for specific activities — supporting
locomotion, concealment, manipulation, nutrition and
social interaction for the animal — but they are “real”
and “objective” as well. As Gibson put it:

“An important fact about the affordances of the
environment is that they are in a sense objective, real, and
physical, unlike values and meanings, which are often
supposed to be subjective, phenomenal, and mental. But,
actually, an affordance is neither an objective property
nor a subjective property: or it is both if you like. An
affordance cuts across the dichotomy of subjective-
objective and helps us to understand its inadequacy. It is
equally a fact of the environment and a fact of behavior. It
is both physical and psychical, yet neither. An affordance
points both ways, to the environment and to the observer”

[7, p. 129].

Numerous examples can be given: the surface of water
that functions as support to run across for water striders,
storks that are nesting on top of a chimney or a street
lighting column, swallows using nails extending from a
house’s outer wall to function as support for nesting. It
is tempting, however, to apply this also to the realm of
music. Music users, then, should try to understand music
in terms of what it affords to them rather than relying
merely on its acoustical qualities. The question, however,
is what these “musical affordances” are? There seem to
be three major possibilities: (i) the production of musical
instruments out of sounding material, (ii) the use of
playing techniques in order to produce musical sounds,
and (iii) the shaping of the sound by using modulatory
techniques.

Examples of the first are rather common. The
whole history of musical instrument building, e. g., is
one prolonged search for applying craftmanship to raw
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materials in order to obtain musical sounds. About all
kinds of materials have been scrutinized for what they
afford to human ears from a musical point of view.
This holds true for traditional instruments as well as
for the many attempts at finding new sounds out of new
materials.

The usage of playing techniques is related to the
first possibility. In addition to the search for sounding
materials, it is possible to apply a number of sound-
producing actions to this material. These can be singular
actions like hitting, stroking, kicking and blowing as well
as more complex or compound ones, such as drumming
a rhythmic pattern or sliding up and down a melodic
contour. But even the metaphors used in talking about
music refer to sound-producing actions (slow, fast, up
and down, ...) and the same applies to many musical
terms like martellato, leggiero, tenuto and legato [8].

The shaping of the sound, finally, is a further extension
of the former possibilities. Strings, e. g., can be plucked
or bowed, but within the action category of bowing,
there is a whole spectrum of techniques for modulation
of the sound. The same holds true for a singer who uses
his technique to shape the sounds that result from the air
supply provided by the lungs. Singing involves not merely
the production of vowels and consonants: it involves
aspects of intonation and common ways of emotional
expression such as timing, articulation, dynamics, tone
onsets and vibrato. It embraces, for short, the whole
gamut of sentic modulation [2] with the three graded
spectra of tempo modulation, amplitude modulation and
selection of register.

All these examples refer to the productive aspects
of musical affordances. They take as a starting point
the raw material and what it affords for musical sound
production. It is possible, however, to go beyond the mere
productive level and to conceive of affordances also at
the level of experience [20]. Affordances, in this exended
view, embrace perceptual qualities, mood induction
qualities and socio-communicative qualities, invoking
aspects of sense-making, emotional experience, aesthetic
experience, entrainment and judgments of value.

It is possible, finally, to bring together productive
and experiential aspects of musical affordances as
exemplified in the huge body of “action and perception”
studies. Music, in this view, is something that induces a
kind of (ideo)motor resonance that prompts the listener
to experience the sounds as if he/she is involved in their
production [18]. This is a claim which is somewhat
analogous to the “central version” of the motor theory
of perception, which means that motor “intention” rather
than manifest motor behavior, is thought to be a largely
endogenous phenomenon which is localized in the
central nervous system. It has been shown, in fact, that
there is a motor aspect in perception and that the same
areas in the brain are activated during imagined and
executed actions. Yet, not all perception is reducible to
motor components, but motor components are involved
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in perception and are an integral part of it. Even if they
are not manifest, they operate at virtual levels of imagery
and simulation — also called ideomotor simulation — with
motor behavior being manifest only at an ideational level
of mental representation.

As such, it is possible to conceive of music in terms of
its “activity signature”. There are at least five possibilities:
(i) the sound producing actions proper, (ii) the effects
of these actions, (iii) the possibility of imagining the
sonorous unfolding as a kind of movement through time,
(iv) the mental simulation of this movement in terms of
preconceptual bodily experiences or bodily based image
schemata and (v) the movements which can be possibly
induced by the sounds.

There is, however, a distinction to be made between
the action aspects of sound production that can be
described in an objective way and what they afford to
the listener. To conceive of music in terms of experience
involves at least an aspect of egocentricity in describing
subjective experiences in terms of bodily resonance or
motor imagery that projects our bodily movements to
music. This bodily projection, further, is rather complex,
as the music can be conceived as the mover, but the
listener can move as well. As such, it is in a way related
to the distinction between the objective-exosomatic and
subjective-endosomatic realm of cognition [12] and the
distinction between the observer and the observed thing.
What I argue for, therefore, is a kind of phenomenal
experience which involves the experience of movement
but without the action being actual or manifest. It
corresponds to the so called internal imagery — or first
person perspective — which enables the transition from
overt action to internalized forms of action. The whole
process calls forth a kind of motor empathy and ideomotor
simulation, allowing the listener to experience the music
as something that moves over time, while simultaneously
experiencing this movement as movement of the own
body [18].

A final interpretation of music in terms of affordances
is more manifest and involves musical entrainment and
the possibility to move in reaction to the sounding music.
Music, then, is a stimulus for movement and is perceived
in terms of its motor induction capacities. The movements
can be specific and articulate, but they can relate also to
more general levels of motor induction, as “forces” and
“energies” that are inherent in musical structures which,
in turn, account for our perception and imagination of
tension, resolution and movement.

2011, 1 (8)

Coping with the sounds:
broader evolutionary claims

The concept of musical affordances is an emerging
topic of research. It opens perspectives for an approach
to musical sense-making in terms of “attunement” and
“resonance.” As such, it is closely related to the actual
experience of sounding music, which is reactive to a
great extent. It brings us to the evolutionary claims of
music with as major questions: where does music come
from and what is the adaptive significance of music?
Being an elusive target until recently, it is now an active
topic of empirical and theorical research [16; 22; 23].
The basic question is how music users are coping with
the sounds and what this affords for their behavior.
A distinction should be made here between evolutionary
older levels of coping which are basically reducible to
reactivity and resonance, mostly to local features of the
sounding music, and higher-level functions of the brain
which involve cognitive mediation, which means that
the mind intervenes in the process of sense-making and
affective-aesthetic reactions. A central question in this
approach is the place of emotions. Are emotions primitive
reactions or evolved reactions that call forth higher
functions of the brain? There is no place to go in detail
here, but this is a major topic of actual research. It calls
forth theoretical grounding as to the nature of emotions
and their relations with the music and its inducing power
as well as empirical studies on musical affordances with
as major topics the study of bodily reactions to the sound
(autonome nervous system, hormone release, raising and
lowering of arousal level), mood regulation, chills and
thrills and the psychology of the aesthetice experience).

Conclusions and perspectives

In this contribution I have focused on the process
of dealing with music, stressing the role of the musical
experience proper. Starting from the seminal works of
Dewey and James I have tried to bring together insights
from semiotics and ecological psychology. Central in this
approach is the ecological concept of affordance which
has a lot of operational power for providing a description
of the musical experience both in terms of objective and
subjective qualities. It is to be expected that this ecological
concept is likely to further both theoretical grounding
and empirical research with as central topics the role of
bodily resonance and emotions. Much is to be expected
here also from the findings of current neurobiological
research.
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