Pohľad na možnosti estetickej hudobnej komunikácie

The View on the Music Communication Possibilities
Mgr. Ing. Jana Janeková, PhD.
Katedra hudobnej výchovy Pedagogickej fakulty UMB v Banskej Bystrici
Abstrakt

Príspevok podáva stručný pohľad na rôzne možnosti estetickej hudobnej komunikácie v dimenziách vzťahov “autor/i – interprét/i – percipient/i”, vychádzajúc z historického kontextu vo vzťahu k súčasným alternatívam v praxi využívaných konštelácií pri procese realizácie estetického zážitku pri vnímaní hudby.
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Abstract

The article gives a short review of various possibilities of aesthetic music communication in the dimensions of the relationship between “author/s – interpret/s – percipient/s” according to the historical context and contemporarily used alternatives of the “constellations” at the process of aesthetic experience at the music perception.
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Introduction

The process of the music perception is sometimes understood as the process of the communication between the author/s (composer/s, interpret/s, musician/s), product (work of arts) and percipient/s. By course of this concept the musical aesthetic uses to deal with the music and its features as with the part of the process of music aesthetic communication, which includes three basic elements: communicator/s (author/s, composer/s, interpret/s), channel of the communication (music) and recipient/s (Michalová, 2001, p. 39). Similarly as Michalová, several another aestheticians have such a narrow view of music, so in accordance to their point of view “aesthetic refers to a directly contemplative, abstract and intellectual experience”, as writes Heidi Westerlund about Regelski’s conclusions
 (Westerlund, 2003, p. 45).

The another alternative is the praxial concept by Dewey, according to which the “aesthetic experience in artistic connection” is “(1) as much a social construction as an individual experience; (2) part of everyday life and not transcendental; (3) integral to artistic actions and not just a matter of artistic object and the appreciating subject; (4) a matter of quality of interaction in context and not a universal property of an object; (5) embodied in nature and not abstract.“ (Westerlund, 2003, p. 46)

Each process of perception of music then includes the social communication between persons, which can be direct or indirect from the temporal and loci point of view. We focus our starting point on these features of the process of actions and interactions occurred at each music communication process. The base for us will be the social experience at the music perception process, understood in the dimension of the individual – personal context of co-acting persons and the way they communicate and influence their personal contexts each-other and, on the other side, in the dimension of the “communal, transformative experiences” as is discussed by Westerlund (2003, p. 46)
, who states, that the quality of artificial work arises from the “past and present doings and undergoings in a community” (Westerlund, 2003, p. 47) and from “the qualities of the physical product itself” (Westerlund, 2003, p. 47), too. Though Westerlund introduces, that “music as aesthetic experience refers … not to the physical object, sounds, and their qualities as such, or their causal influence on the experiencing subject, but to the whole event and context where parts (including individual experience) can be examined …” (Westerlund, 2003, p. 48), we assume, that  the quality, presence and way of actions and interactions of the particular elements of the music communication process are of the great importance at each current event. We consider the action and interaction between the author/s, composer/s, interpret/s, music and its qualities and recipient/s to be the one of the most significant part of the concrete aesthetic experience. Therefore we shall discuss the various models of persons “constellation” in the communication aesthetic process to make clear the action and interaction ways in it. The further important parts of the communication (as different historical contexts, media etc.) are stated inside the respective models.
The review of the music communication process types
The Improvisation in the Group

The arch-type of the music communication was connected with the archaic type of the arts production, known as choreia. The roles of the author, interpret and percipient were united and the process of the creating, producing and perceiving of the music, dance and poetry was realized live by just the same persons in current time. Because of the collective character of the realization of those 3-united activities (movement, poetry and music) was the scheme of the communication process as on the picture 1. The quality and quantity of the direct communication between partial persons depended on the bodily configuration of the persons in the action (each-other distance, the arrangement), on their own specific personal contexts, performance context and historical context of the society and culture. According to the psychical, musical and communicational cooperation we can characterize this structure as the n-fold mutual communication and “attunement”, in which the mutual influences between persons were of the natural course, adapted to their actual needs with a close relationship and cooperation between persons. 
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In contemporary times we can see this type of the communication at the habits of the nature tribes or folklore music as well as at the psychotherapy sessions, which uses active live music to various goals in supervision, for instance “to examine transference and countertransference”, “to enhance supervisory relationship”, “to facilitate the process of a supervision session” or “for professional development, self-care, and maintaining a connection to music” (Young – Aigen, 2010, pp. 126 - 127). The musical improvisation of all pupils in the musical educational process according to the Orff conception can be of the same structure. Anyway, it is the type of rich continuous interference between improvisators, engaged at the same time parallel as music creators or improvisators, musicians and percipients.

The Live Performance


The next periods brought out the separation of the roles of author/s, composer/s, interpret/s, musician/s and percipient/s by various ways. Thus the schemes of the various models of the communication are on the pictures 2.1, 2.2, 2.3 and 2.4. 

Picture 2.1 
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In this model the roles of the composer/s and interpret/s roles united in the action of just the same person/s is now separated from the group of percipients, though the improvisator remains to be partly a percipient. Here we can see further social and communicational streams – those of the connection between the percipients as a group and the improvisator in the same performance and historical contexts. This fact leads to the new elements in the course of the psychological experience and to the separation and modification of experienced and reflected content as well and, of course, to the modification of actions interactions between persons at the performances as well. 
This is the case of the contemporary jazz improvisation or of the music production in the early classical antique as well. The model vividly expresses the net of relationships,  that occurs in such a structure of the music production.

Another one possibility of the net comes into action, when the group of improvisators is producing at the performance, while the group of percipients perceives a whole context of the production as it is shown on the picture 2.2. In this case the direct interpersonal connections between persons from the group of percipients and from the group of improvisators weaken, sometimes are getting such a low level, that they seem to be lost, and instead of it the connection between the group of percipients and the group of improvisators as the units occurs. 
Picture 2.2
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The modification of this model brings the separated role of the author/s as is shown on the picture 2.3. However, the praxis of the musical improvisation, when interpret had have the possibility of the partial improvisation of the music - composed by composer, continued throughout the next periods of the history of western music. When the author of the piece is present at the performance, of course, he usually plays the role of an ordinary percipient, except of the rituals of greeting and cheering. But in the case of the performance of the old-time music, there occurs the difference between the historical context of the author and of the live performance. This type is shown on the Picture 2.4.  In contemporary times there is a new request according to the interpretation of the music of bygone eras, which has to be historically directed.
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Picture 2.4
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The similar structures are present at the performances, when the music is performed by the group of interpreters. (Pictures 2.5, 2.6)
Picture 2.5
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Picture 2.6
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These structures of the person’s constellation at the music performance remained through the all next periods till contemporary habits of music production and perception at live performances. 
The Secondary Performance

The modern technologies of the 20-th century brought out another structure of the musical communication process vividly shown on the Pictures 3.1 or 3.2. Of course, the further models are possible according to the above mentioned constellations of persons at the live performance (if there is a group of interprets of improvisators, etc.). 
Picture 3.1
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The new feature of this model is, that the context of the perception is not identical to that of the music performance, so the direct personal communication between the secondary percipient and the live performance participants absents. The secondary percipient organizes   secondary performance, the quality of which depends on the technological context (apparatus and its parameters – mobile or TV and so on, medium, room parameters etc.), current historical context of society etc. According to the above mentioned Dewey’s concept of the aesthetic experience we can conclude, that in this case the existence of the direct social communication in the aesthetic experience gets such a low level of direct action and interaction through the traces of the live performance included only in the perceived music, that it can be regarded as the individual separated distant experience, if the percipient is alone. It can be supposed, that the context of the live performance in the original historical context is sufficiently included in the perceived music, but the influence of the whole live performance context is weakened, filtered and modified by the technological context, so the secondary performance can’t be considered to be truthful and complex. 

The similar variation of this model occurs, when the secondary percipients create a group with social and communicational connections between its members. It is the case, for instance, of the secondary performances in the musical educational process in classrooms, when the reproduced music is used. (Picture 3.2)
Picture 3.2
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The Secondary and Live Performance

The new possibility of the connection and interaction according to the roles and relationships of author/s (composer/s or improvisator/s), interpreter/s and percipient/s arose in last few years. This type of music production returns to the arch-type of artistic production in accordance to the improvisation of all amateur, partly improvising participants present at the secondary and live performance, but on the further circle of the spiral development. In this type we can also see the roles of author/s, artificial interpret/s (improvisator/s) of the primary performance music - reproduced in its complexity by the new technologies. On the other hand new are the roles of organizer/s, music arranger/s and improvisation controller/s, cooperating with the participants of the secondary performance, who act at the same time, when the reproduced music sounds, as improvisators of the second musical flow parallel to the technologically reproduced professional music. This model is the secondary (because of the reproduced music) and live performance (because of the live improvisation in it). It is usually the case of the musical educational process, when the group of pupils has the possibility for supplementation of the perceived flow of the reproduced music by their instrumental improvisation led by the teacher.
The variation of this possibility can be realized, when the participants of the secondary performance perceive the primarily music parallel with the suitable visual presentation and with their own improvisation, conducted by the controller. This is the case for instance at the musical workshops, when “the practical use of sound potential and natural associations makes a lifelong imprint on those listening“. (Sutt, 2009)  Theses types of a music production are shown on the picture 4.
Picture 4
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It is necessary to state, that in the case of creating professional recordings, at the “recording performance” usually absent the group of percipients. 
Conclusions 

It is necessary to realize for the teacher of the music education as an aesthetic education, that there are important differences in the quality of the perception as the aesthetic social communication. The final aesthetic experience of each one pupil depends strongly on the complex structure of this process. It’s evident, that the type of the secondary performance is deprived by the absence of the direct communication with the interpret/s in the original situations and of the context of  the live performance and, on the other hand, enriched by the indirect communication to them in addition to the secondary performance context, which contains the parameters of possibly different social and cultural context, everyday situation, audience, apparatus features, acoustic parameters of the classroom and others. The secondary performance with the live improvisation or interpretation then is enriched by the aesthetic each-other communication between pupils in addition. Of course, the different historical contexts of society and culture of the author of music, live first performance and the secondary performance should have the relevant influence on the course of the educational process. It’s the responsibility of the educator to take into account these all circumstances in their integrity at the musical educational process.
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