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SYNAESTHESIA AS A SPECIFIC QUALITY
OF PROFESSIONAL ALGORITHM OF MUSICAL ARTIST

The purpose of the article is to reveal the specific features of the synaesthesia of the artist of musical as a
creative ability, and its role in the implementation of the professional artistic process in the musical genre. Methodology
of the study is transpersonal humanistic psychology and its musicological branches: psychology of art, psychology of the
creative process and psychology of musical thinking. The analysis of cultural and aesthetic research devoted to the con-
cept of "synaesthesia” is also used. Scientific novelty of the research consists in analyzing of the specificity of synaes-
thesia as a projection of the intonational pitch on the professional algorithm of an artist of a musical, in analyzing the ability
of the musical artist to synaesthesia as a special characteristic inherent in his/her creative apparatus and stipulated by
his/her partial abilities. Conclusions of the research consist in substantiating of the understanding of the synesthesia of
the artist of the musical as a special psychological and psychological characteristic of the professional creative process
of the artist, which reveals the partial abilities of the artist and realizes the triune nature of his talent, acts as a harmoniza-
tion mechanism of artistic expressive means within the character-image as well as a technique of achievement of the
musical and intonational resonance of the character-image.
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OzaHe3oea-IpuzopeHko Onb2a BadumieHa, kaHOudam nedazoeiyHuUx HaykK, rnpogecop, npogecop kaghedpu
cornbHozo crigy OdeckbKoi HauioHanbHOI My3u4YHoi akademii im. A.B. HexdaHosoi

CuHecTe3in Ak cneundivyHa siKicTb npodecinHoro anropuTMy apTucTa MO3UKNY

MeTa cTaTTi — BUABUTK cneuundidHi 0COBNMBOCTI CUHECTESIT apTUCTa MIO3UNKIY SK TBOPYOi 34i6HOCTI Ta 3'acyBaTu
il ponb y npodeciiHoOMy apTUCTUYHOMY Mpoueci B aHpi Mio3ukry. MeTtogonorilo JOCHiMKEHHS CKnagae TpaHcnepco-
HarnbHa rymaHicTMyHa ncuxornoria Ta i My3uKo3HaBui Bigrany»XeHHs: NCUXOomoria MUCTeLTBa, NCUXONOris TBOPYOro npouecy,
NCUXONOTis My3UYHOTO MUCMEHHS. TakoXX BUKOPUCTAHO aHarni3 KynbTypOosoriYH1X Ta €CTETUYHUX AOCTiIKEHb, NPUCBAYEHNX
noHATTIO "cnHecTesia". HaykoBa HOBM3Ha JOCHiAKEHHS CKNagacTbCs 3 aHanisy cneuundiku cuHecTesil Sk npoekLii iHToHa-
LiHOro Cryxy Ha npodeciiHin anropuTM apTucTa MIO3WKITy, B aHanisi 34aTHOCTI apTucTa o cuHecTesii sk ocobnmeoi xa-
paKTepuCTVKK, Sika NMpuTamaHHa Moro TBOPHOMY anapaTty Ta NpoguKToBaHa napuianbHumu 3gibHocTamu. BucHoBku fo-
CNigXKEHHs1 CTAHOBUTb OBr'PYHTYBaHHA PO3YMIHHS CUMHECTE3ii apTUCTa MIO3UKY siKk OCOBMMBOI NMCUXIYHOI Ta MCUMXOMNOriYHOT
XapaKkTepuUCTMKM MPOMECIHOrO TBOPYOrO MpoLEecy apTuCTa, SKMA BUSBNSAE MOro napuianbHi 3Ai6HOCTI Ta peanisye
TPUEAUHY NpUPOAY TanaHTy, BUCTYNae Sk MeXaHi3M rapmoHi3aLii XyaoXHix 3acobiB BUpasHOCTi ycepeaunHi poni-obpasy, a
TaKoX AK TEXHONOTYHWI 3acib AOCATHEHHS MY3UYHO-IHTOHALHOIO pe3oHaHCy pori-o6pasy.

Knio4yoBi cnoBa: cnHecTesis, ponb-06pas, napuianbHi 34i0HOCTI, iIHTOHaLINHWIA CnyX.

OzaHe3oea-lpuzopeHko Onb2a BadumoeHa, kaHOuOam rnedac2o2uyecKkux Hayk, npogeccop, rnpogecop Ka-
gedpbl conbHo20 neHusi Odecckol HayuoHanbHOU My3bikanbHoU akademuu um. A.B. HexdaHosol

CuHecTe3usA Kak cneunduryeckoe Ka4ecTBO NpohecCMoHanbLHOro anropuTmMa apTucTa Mo3ukna

Llenb ctatbn — BbIsIBUTL crieunduryeckme 0COOBEHHOCTM CUHECTE3UN apTUCTa MIO3MKIIa Kak TBOPYECKOW Cro-
COBHOCTM 1 ONpefennTb ee Posib B OCYLLECTBNEHUN NPOGECCMOHANBHOIO apTUCTUYECKOrO NPOoLIecca B XXaHpe MI03uKIa.
MeToaonoruo nccnefoBaHns COCTaBsSIeT TpaHCNEPCOHaNnbHasA ryMmaHucTuyeckasi MCMXonorusa u ee My3blKoBea4Yeckue
OTBETBIEHMWS: NCMUXONOrMSA UCKYCCTBA, NCUXOMNOrMsi TBOPYECKOrO MpoLiecca, NCUXONorns My3blKanbHOro MblluneHus. Tak-
e MCMNOomnb3yeTCcs aHanu3 KynbTypOnormyeckux 1 3CTeTUYECKUX UCCNEefoBaHNA, NMOCBSLLEHHBLIX MOHATUIO "cuHecTe3uns".
Hay4yHasi HOBM3Ha uccrneoBaHUs COCTOUT B aHanm3e cneumdukn CUHECTE3NM Kak MPOEKLMN MHTOHALMOHHOTO Cryxa Ha
npocbeccroHanbHbI anropuTM apTUCTa MI03MKNa, B aHanm3e CnocobGHOCTM apTMCTa MIO3UKNa K CUHECTE3Nn Kak ocobom
XapaKkTepucTuke, NPUCYLLEN ero TBOPYECKOMY annapaTty 1 NpOAUKTOBAHHOW ero napumanbHbiMM CNOCcOOHOCTAMU. Bbi-
BOAbI MCCrefoBaHUsA COCTOAT B OOOCHOBaHMU MOHMMaHUSA CUHECTE3UN apTUCTa MIO3MKIa Kak 0CODOM MCUMXMYECKOW U
NCUXOJTOMMYECKOW XapaKTepUCTUKM NpodhecCcnoHanbLHOro TBOPHECKOro MpoLecca apTucTa, KoTopas BbIABMSET ero nap-
LuuanbHble CnocobHOCTM U peanuayeT TPUEAMHYI NPUpOAY €ro TanaHTa, BbICTYNaeT Kak MEXaHW3M rapMoHM3aumn xy-
[OXECTBEHHbIX CPeACTB BbIpa3nTENbHOCTM BHYTpU ponn-obpasa, a Takke KaK TEXHOMOrMYECKUA NMpuem OOCTUXKEHUS
MY3blKarbHO-MHTOHALMOHHOIO pe3oHaHca ponun-obpasa.

KniouyeBble cnoBa: cvHecTesnsi, ponb-obpas, napumnarnbHbie CoCOBHOCTU, MHTOHALMOHHBIN CIyX.

The term "synaesthesia" appeared in science about a hundred years ago. Synesthesia is the simul-
taneous occurrence of sensations of a different nature (modality) under the action of a monomodal stimulus.

The object of research is synaesthesia as the quality of the professional algorithm of an artist of a musical.

The subject of research is the specific features of the synesthesia of an artist of a musical.

Synaesthesia (from Greek "synaesthesis" — momentary sensation) is rather unusual ability of human
feelings, the essence of which is that under certain circumstances, there is a combination of two or more
sensations, as a result of which the qualities of one sensation are transferred into another, and on the basis
of such a fusion there appears original sensation, a new integral nonspecific for one or another analyzer.
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The manifestations of synaesthesia in art are especially well known. These are "poetic paths of in-
terconscious content; Color and spatial images caused by music, etc. Our everyday language is thoroughly
synaesthetic: "bright voice", "warm sound", "light music" etc. The metaphor that forms associative connec-
tions between phenomena of different nature is the most important property of art. Such interconscious com-
parisons help a person more accurately and more complete verbalize and transfer to others his imaginative
psychic experiences. Among people of creative professions synaesthesia occured seven times more often
than among the general population as a whole. The phenomenon of synaesthesia is explained by the mutual
activation of various parts of the brain, which usually functionally do not interact. We are talking about the
appearance of long-range spatial correlation interactions, typical for all complex systems in the critical and
supercritical state. Such long-range correlations arise in the brain not only due to the existence of real neu-
ronal connections between different parts of the brain, but also due to a change in the chemical balance of
substances in the brain tissue leading to a weakening of the inhibitory effect of some neurotransmitters,
weakening the effect of one part of the brain to the other — I.A. Evin [2, 18-19]. Synergetics shows that syn-
aesthesia is a consequence of the functioning of any normal brain in a supercritical (creative) state. There-
fore, we can assume that the natural inclination of the musical artist for synaesthesia is manifested in the
noetic "work" of the consciousness of the artist of musical, which we consider as one of the conditions for
autopoiesis of the artist of musical.

According to T.V. Chernigovskaya, the conditions for occurrence of synaesthesia effects are associ-
ated with the general principles of the activity of the brain — memory — consciousness — finally, the body. In
other words, the brain, memory, consciousness and body are the "living whole", that is, they are holistic.
"The body is the immediate part of the brain" — T.V. Chernigovskaya. In other words, the brain and the body
"coordinate" the sensuously sensual mechanism of consciousness. It should be mentioned that the basic
concept of synaesthesia is a phenomenon of inter-sensory connections in the psyche.

According to M.V. Karaseva, "synaesthesia, actively developing right hemispheric skills, gives a
powerful impetus to the growth of creativity of consciousness, in particular, musical” [3, 36]. In addition, the
researcher focuses on synaesthesia as an impulse for the development of interpretative qualities [3, 36].
Continuing the idea of M.V. Karaseva, we assume that the synesthesia of consciousness, "sensitivity" of this
ability of a certain artist to a certain extent affects the breadth of his creative performing "range."”

V.V. Medushevsky presents a thorough "material basis" for the kinesthetic perception of intonation,
based on neuropsychological data: "The musical intonation is already physical in its form; it is cogitate by
breathing, cords, facial expressions and gestures — a holistic movement of the body. Sound and meaning are
not locked in a ratio — these two sides are still connected in the body. Any musical-plastic sign or intonation
is at the same time both a breath, muscle tension, and heartbeat. The whole sound-and-tone intonation of
music is interpreted by the right brain as a corporal/physical intonation" [8, 235].

N. P. Kolyadenko considers synaesthesia as a hidden intra-artistic mechanism of meaning-
generating codes in artistic creativity, with the help of which the non-verbal sensory-semantic field is formed.
The researcher builds a scientific system on the basis of several basic concepts: synaesthesia as a mental
mechanism of interconscious associations, synaesthetics as a "systemic property of non-verbal artistic think-
ing, determined by the presence of intermodal associations in it" [5, 9] and associative synaesthetic mecha-
nism that fills the polymodal energy of the formation of non-objective images in music and related art [5, 9].
N.P. Kolyadenko considers synaesthesia as a creative associative mechanism, and the musical-artistic con-
sciousness considers being synesthetic in its main nature. Synaesthetics is a new trend in studying the pat-
terns of this particular holistic artistic awareness, striving for a deep understanding and explanation of the
nature of the musical and creative (artistic) process, revealing a connection between "directed" synaesthesia
and aesthetic consciousness. According to G.R. Konson, synaesthetic analysis, exploring the deep layers of
the musical text and revealing "formation of the moving "sensory tissue" of the image in its original, formed in
the consciousness, sound, plastic, rhythmic, color-light and contour connections" is a kind of concentric circle
of the holistic analysis [6, 142].

A.V. Sidorov-Dorso considers synaesthesia as a conscious cognitive strategy — homogeneous ac-
cording to mechanism, but diverse in content cognitive education [11]. Developing this idea of musical crea-
tivity, A.l. Samoylenko suggests to consider synaesthesia as the meaning-generating mechanism of musical
consciousness — "thinking in music and with music" [10].

E.A. Lozenko in his thesis research suggests his own variant of terminology, separating the con-
cepts: "involuntary synaesthesia”, which is characterized by abnormal feelings, in addition to the will of the
synesthet, and "cognitive synesthesia", functioning in the processes of cognition, self-expression and com-
prehension of meaning in artistic creative activity [7, 188].

The triune of the artistic languages of the musical allows us to speak of synaesthesia as a specific
quality of perception and embodiment of musical meanings in the professional process, which manifests it-
self as "innumerable "inadequate perceptions” of sounds, as if they were visual, tactile, gustative, olfactic,
muscular etc. sensations" — G. Orlov [9, 174]. A musical is a synthetic art, its synthetics in combining of vari-
ous artistic languages as their communicative means. Thus, the specificity of the musical is precisely that its
artistic communicative languages "sprout” from one core ability — intonational pitch. Consequently, as the
"blood relatives" the artistic languages of the musical "feel" each other, mutually interchange under the influ-

116



BicHuk HauioHanbHOI akageMii KepiBHUX KaapiB KynbTypu i MmucteutB Ne 3'2017

ence of each other, and always, "genetically", strive for harmony among themselves. Synaesthesia appears
in a musical as a psychic (at the level of feeling) and psychological (at the level of awareness of feeling and
control) mechanism of harmonizing the artistic expressive means within the character-image. Thus, at the
level of a certain work of art synthesis (musical — O.0.-G.), the concepts of synaesthesia and synthesis are
correlated as follows: synthesis is an external result of the connection of the arts; synaesthesia is a psycho-
logical mechanism that provides a deeper interaction of expressive means, forming a kind of "polyfacture" of
the synthetic work [1].

Thus, the synesthesia of the artist has one important aspect. It "works" not only as an intuitive
mechanism for coordinating of artistic means with each other, but also as an intra-artistic associative mecha-
nism of conscious "reconciliation” of "parts" of a single living substance — the character-image. Synaesthesia
of the consciousness of the artist of the musical "works" as a verification mechanism of the character's traits
correspondence, its timbre, plastics, color of the suit, stage design graphics etc. In this case, "involuntary" as
well as "cognitive" forms of synaesthesia (the terms of E.A. Lozenko). For an artist of the musical, “involun-
tary synesthesia" is his ability to "feel with his skin" the intonational connection and kinship of all artistic
manifestations, while "cognitive synesthesia" is also a natural ability of the creative apparatus, but already
working in a professional algorithm, that is, consciously used by the artist perceptually-sensory mechanism
that "recognizes" and "coordinates" with each other artistic means for "growing" character-image. In other
words, synaesthesia works for an artist of a musical not only as an initial sensual impulse, but also as a
technological device for achieving a musical-intonational resonance of the character-image. In the process of
"survival" in the role, the artist harmonizes all three "languages" of the expression in the musical, and there is
no clear sequence in the process: sometimes a "true" feeling arises from the gesture, and the right sound is
made from plastic pattern, or vice versa. What will serve as a "trigger" in achieving of the necessary artist's
well-being is impossible to predict, the aspect of perception and embodiment — musical and vocal, plastic or
actor’'s — will become the leading in the process is unpredictable. It is in this "unpredictable” mechanism the
partiality of the talent of the artist of the musical is manifested. His sensual impression "works" in three direc-
tions at once, and, the aspect that first "caught the impression”, "infects" the others with it. In other words,
"involuntary synesthesia" grasps intonational impressions, and "cognitive" — consciously "implants” with the-
se impressions all aspects of the artistic language of the musical. Synaesthesia of sensations for the artist of
the musical is organic, because logically reflects the partial "nature of the work" of the intonational hearing of
the artist of the musical, which gives rise to the sensations of simultaneous and interpenetrating feel-
ing/understanding of the given musical-dramatic material on the acting, vocal-musical and plastic levels. The
sluggishness and harmony of these feelings/understandings, their interdependence, is a manifestation of
synaesthesia as a mental characteristic of the natural talent of the artist of the musical and psychological
characteristics of his professional algorithm, since it is the intonational musical material that is the "matrix" of
his professional action for the artist.

According to D.K. Kirnarskaya: "Synesthesia in music is controlled by intonational pitch” [4, 71]. This
is its fundamental difference from the analytical hearing, for which the separation of the pitch of sound from
the timbre of sound is typical [4, 157]. Moreover, "intonational pitch saturates the sound with muscular-motor
and visual-spatial associations, which, being psychologically attached to sound, become very personal, inti-
mate impressions” — D.K. Kirnarskaya [4, 75].

Thus, we can assert that synaesthesia is the manifestation and "developer" of the partial abilities of
the artist of the musical, and the synesthesia of consciousness occurs on the basis of intonational hearing as
a source of sensory information of musical impressions that are subsequently processed at the level of a
professional algorithm of artistic actions. Partial abilities are biologically prescribed conditions of existence;
intonational pitch is the basis and integrator of professional creative process; synaesthesia is the quality of
this process inherent in the artist of the musical.

Thanks to the synesthesia of talent, the artist of the musical is able to "recognize" even the exact
colors and shades of the costume of his character. "Paint lives, and the artist should know its life" —
M.A. Chekhov [12, 69]. Scenographer and costume designer give the artist already created space and colors
for "living". That is, the artist, seeing the layout of the scenery, sketches of costumes, already receives some
information, which he will use in further work on creating and revitalizing a new living substance of the char-
acter-image. The mechanism of "feeling” of the mood of the scenery and costumes, in our opinion, is a syn-
aesthetic manifestation of the "work" of the intonational hearing of the artist of the musical. For example, an
artist can "hear" and feel the timbre of his character's voice, based on the color of his costume in a certain
act, the layout of acting space in this act, the color scheme of the scenery in this act. The entire color and
spatial palette of the performance gives the artist emotional, and therefore intonational information about the
traits of his character, his end-to-end task, the general notional concept of the stage performance.

Synaesthesia is the mediator between the intonational pitch of the artist of the musical and his pro-
fessional skills. Even the structure of the talent of the artist of the musical possesses the expressed synaes-
thesic nature. The talent of the artist of the musical, according to the nature of the genre, consists of three
aspects: vocal-musical, acting and plastic. The basic realization of all three aspects is the intonational pitch —
the basic mode of talent for the musical artist. On its basis, through the rhythmic mode — a kind of "objectifi-
cation" of the intonational impression, further differentiation of the aspects of the talent of the artist of the
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musical takes place. This differentiation is very conventional. All manifestations of a specific triune talent in
artistic professional activity occur immediately in three directions, one direction being connected with another
not only with specific mechanical conscious ties, their kinship and unity arise with the help of synaesthesia,
at the sensual-sensory level. In other words, the inclusion in the processing of the impression of any aspect
of the talent of the artist of the musical necessarily "involves" the inclusion of two other aspects.

The synesthesia of the musical artist is a special psychic and psychological characteristic of his pro-
fessional creative process, which reveals his partial abilities and realizes the triune nature of his talent.
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