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MUSICAL THEMATICISM IN SECONDARY INTONATION:
PROJECTIONS ONTO THE POP INTERPRETATION SITUATION

The article analyses the phenomenon of musical thematicism in the secondary intonation context, i.e., in the musical
interpretation context. The main ideas of number researchers on this issue, primarily V. Moskalenko, are extrapolated to the
pop music interpretation situation. The purpose of the article is to determine the basic principles of the transformation
of musical thematicism in secondary intonation and to apply the results obtained to the situation of pop music interpretation.
The research methodology consists of a combination of analytical, comprehensive and theoretical generalisation
methods, implemented through the prism of a systematic approach to the phenomena under analysis. Scientific novelty.
The article proposes to introduce into the musicology interpretation context of “matrix information” concept as meaning
the information of the original source, which in an intertextual situation serves as the basis for secondary intonation
in the interpretive genre’s creation. Conclusion. On the one hand, pop interpretation is a marker of the archetypal basis
actualisation of a work, and on the other, it is a way of rethinking it in the present. The repetition of musical and semantic
structures inherent in the matrix model, combined with the performer’s interpretative freedom, creates a dynamic
intonation system where constant interaction between the old and the new ensures the continuity and, at the same time,
the artistic practice innovativeness. Thus, the pop interpretation, which functions in the secondary intonational model
space, not only reflects but also reinterprets the matrix information of the original work. This is a contemporary musical
discourse form, within which the artistic text is not limited to a fixed semantic structure, but on the contrary, manifests
its openness, capacity for dialogue, transformation and inclusion in new communicative environments. It is thanks to this
ability to transform in the act of interpretation that the aesthetic power and cultural vitality of a musical work as an “open
text” (U. Eco) is revealed, which, in turn, opens up prospects for further research on the declared topic.

Key words: pop interpretation, thematicism, matrix information, secondary intonation.

Hamania TOPKOHAK

acnipaumxa kageopu my3uurozo mucmeymea, Hayionanoha axademis kepigHux kaopis Kyibmypu i mucmeyms,
eyn. Jlaspevxa, 9, m. Kuis, Yxpaina, 02000

ORCID: 0009-0006-3477-4209

Bioaiorpagiunnii onuc crarri: Topkonsk, H. (2025). My3n4yauii TeMatu3M y BTOPUHHOMY IHTO-
HyBaHHI: IPOEKUIi Ha CUTYyallil0 ecTpaaHoi iHTepnperauii. Fine Art and Culture Studies, 3-2, 16-21,
doi: https://doi.org/10.32782/facs-2025-3-2-3

MY3UYHUU TEMATHU3M Y BTOPUHHOMY IHTOHYBAHHI:
MPOEKIII HA CATYAIIIXO ECTPAJTHOI IHTEPIIPETAIIII

Y cmammi 30ilicneno ananiz aeuwa My3uuH020 MEMAMUIMY y CUMYayii BMOPUHHOO THMOHYBAHHS, MOOMO Y KOH-
mexemi my3uunoi inmepnpemayii. OcnosHi idei psady 0ocnionuxie exazanoi npobnemu, Hacamnepeo, B. Mockanenxa, exc-
MPanonb08ano Ha cumyayiio ecmpadnol inmepnpemayii. Mema cmammi — susHauumu 0CHO8HI 3acaou mpauncghopmayii
MY3UUHO20 MEMAMU3MY Y 6MOPUHHOMY THIMOHYBAHHI MA 3ACMOCY8AMU OMPUMAHT pe3yTbmamu 00 cumyayii ecmpao-
HOi inmepnpemayii. Memooonozia 00CHi0HCeHHA NOAS2AE Y NOEOHAHHT MemOOY AHATIMUYHO20, KOMIIEKCHO20 Memooy
ma meopemuuHo20 y3a2anbHeH s, Wo peaizylomsvcs Kpi3b NpusmMy CUCMeMHO20 nioxody 0o ananizoganux asuuj. Hayko-
6a Hogu3Ha. Y cmammi nponoHyEmvCs ygecmu 00 KOHMEKCNTy MY3UKO3HABCMEA MPAKMYBAHH NOHAMMS «MAMPUUHA
iHghopmayiny sk maxoeo, wo 03HA4A€ IHGOpMayilo nepuioddicepena, Ka 6 IHMePMEKCHYANIbHIU CUmyayii ciyeye 0CHO-
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6010 0Jis1 BMOPUHHOO THIMOHYBAHHS NPU CMBOPEHHI IHmepnpemayitinux sxcaupis. Bucnosok. Ecmpaoua inmepnpemayis,
3 00H020 OOKY, € MApKepoM aKmMyanizayii apxemunHoi 0cHO8U MEOPY, A 3 THUI020 — CHOCOOOM 1020 NEePeOCMUCTEHHS.
8 cbocoOenHi. 1108moplosanicns My3UYHUX I CEMAHMUYHUX CIMPYKIYD, RPUMAMAHHUX MAMPUYHITE MOOeN, 8 NOEOHAHHI
3 IHmMepnpemayitinoio c80600010 BUKOHABYS CMEOPIOE OUHAMIYHY THMOHAYIUHY cucmemy, e NOCMIlIHA 63AEMOOIS MIdiC
cmapum i Hosum 3abe3neyye be3nepepeHicmy i, B00HOYAC, THHOBAYIUHICMb XYOO0XHCHbOI npakmuku. Biomax, ecmpaouna
iHmepnpemayia, AKa QYHKYIOHYE Yy NPOCMOPI 8MOPUHHOL IHMOHAYIUHOT MOOeNi, He MinbKu 8i0odpacae, ane U nepe-
ocmucnioe mampuyny ingopmayilo opuinaniviozo meopy. Lle popma cyvacrnoeo my3uunozo OUCKypcy, 8 pamkax siKoeo
XYOOOICHILE MeKC He 00MedHCYEMbCsL PIKCOBAHOIO CEMAHMUUHOIO CIPYKIMYPOIO, A HABNAKU, NPOSGISE CBOI0 GIOKPUMICHb,
30amuicms 00 dianoey, mpauncoopmayii ma exaOUEHHS Y HO8I KoMyHIKamueHi cepedosuwya. Came 3a605Ku yitl 30amHOC-
mi 00 nepegminents 8 akmi inmepnpemayii posKpUBACMbCsA eCMeMUUHA CUIA MA KYIbMYPHA HCUMMEIOAMHICIb MY3UY-
HO20 MBopy AK «8iokpumozo mexcmyy (V. Exo), wo, y c8010 uepey, 8i0kpusac nepcnekmugu 011 nooanrbuux 00ciioxcetsy

3a0eK1aposaHoi memu.

Knrouogi cnosa: ecmpaona inmepnpemayis, memamusm, MampusHa inghopmayis, 6mopunne iHmoHy6aHHs.

Relevance of the problem. The need for pop
music scientific understanding is determined
by its significant influence on the current socio-
cultural continuum, in which it performs not only
an aesthetic but also a communicative and social
function. As one of the most dynamic and widely
represented musical art segments, pop music
reflects profound changes in public consciousness,
the value systems transformation, participates in
the identities formation, and directly influences
the artistic preferences of the mass audience. Its
multi-genre nature, interaction with traditional forms
and the latest technological resources, as well as its
openness to intercultural communication, highlight
the need for systematic musicological research
into this phenomenon. In addition, the analysis
of pop music contributes to a deeper understanding
of the art commercialisation processes, popularity
mechanisms, cross-genre interaction phenomena,
stylistic syntheses, and general integration trends
in the contemporary musical space. The factors
described above prompted us to turn to musical
interpretation as one of the fundamental musicology
theories, analysing its main postulates and creating
its projections onto pop art.

Analysis of recent studies and publications.
The starting point for this study is the interpretation
of art work in the spirit of Umberto Eco’s ideas,
in particular his understanding of it as an “open
text” (1979). In this context, a work of art appears
as a complete and structurally coherent form which,
despite its internal organic order and uniqueness,
remains open to multiple interpretations.
Such interpretative variability does not negate
the primary identity of the work, does not change
its essential nature, but, on the contrary, attests
to the flexibility and depth of its artistic potential.
The works by E. Betty (2017) played an important
role in the formation of the musical interpretation
theory, highlighting issues such as individualisation
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and integration in the interpretation process,
cognitive interpretation of the musical work’s text
as a prerequisite for performance interpretation,
the connection between the musician’s emotional
state and the choice of interpretative means, etc.

The most important role in the concept
of this article was played by the developments
in the musical intonation and interpretation field
made by V. Moskalenko (Mockanenko, 2013),
who distinguishes between primary and secondary
genre-creating  situations, which illustrate,
respectively, the musical text creation and its
subsequent reading — primary and secondary
intonation. In the first case, the composer’s idea
activates the intonational potential of the sound
material, releasing the genre-intonational structures
most appropriate to the artistic environment
of the work, transforming the anticipated
intonational meanings into a thematic organisation.
In the second case, the interpreter’s consciousness
interacts with the already formed compositional
structure, revealing the intonation energy within
the framework of a complete architectonic whole.

Among other works that highlight the idea
of musical interpretation are studies by N. Zhu-
kova ()Kyxosa, 2003), O. Kotliarevska (KoTsipes-
cbKa, 1996) and others, in particular those mentioned
in the review of this issue historiography in the article
by V. Golovei and V. Kashaiuk (2022) et al.

The field of performing arts, which is the subject
of secondary intonation projections of musical
themes as the basis for interpretation, has been
studied from related perspectives in the works by
I. Bobul (bo0Oyi, 2018), T. Ryabukha (Psi0yxa, 2017),
V. Tormakhova (Topmaxosa, 2007) and others.

Purpose of the article — to identify the main
principles of musical themes transformation
in secondary intonation and to project
the results obtained onto the situation of pop music
interpretation.
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Presentation of the main material. Double
intonation — a situation whose fundamental basis we
see in the creation of an equivalent sign, as described
by Umberto Eco: “A sign, or representamen,
is something which stands to somebody for
something in some respect or capacity. It addresses
somebody, that is, creates in the mind of that person
an equivalent sign, or perhaps a more developed
sign. That sign which it creates I call the interpretant
of the first sign. The sign stands for something,
its object. It stands for that object, not in all
respects...” (Eco, 1979: 180). Therefore, according to
the author of the article, the pop interpretation of folk
or academic music should be based on the potential
openness of the work to further semantic readings,
in which its original identity is preserved.

In general, a musical work functions in a field
of numerous interpretations based on the correlation
between a stable invariant and a potentially
unlimited spectrum of variable readings. This
state of affairs leads to the wunderstanding
of interpretability as a basic genre-creating
principle in those types of compositions where
the starting point is an appeal to “another” text.
In this context, interpretation acquires not only
a performative dimension, but also a compositional
one — as a form of creative response to previous
artistic material. The model of interpretation in
pop music practice encompasses genre structures
that arise in an intertextual space dominated by
dialogue with foreign or one’s own thematic
material presented in a new light. At the same
time, the “foreign” text is not always external to
the interpreter: often it is a matter of the author’s
rethinking of their own previous themes or
reference to an established cultural thesaurus.
The interpretative interaction type allows us to
identify the creative intention dominance of either
the author of the original intonation (the composer)
or the interpreter (the secondary author), which,
in turn, shapes the final genre result, which
can take two main forms: interpretation — as
a semantic reconstruction or adaptation of matrix
information, reinterpretation — as a revision or
shift of the original meanings. Depending on
the direction and intensity of such processes, they
canbe correlated with the semantic coding concepts,
interpretation and representation introduced by
0. Samoilenko (Camotinenko, 2003) in the context
of musical structures textological analysis. Within
the framework of genre analysis, this allows us
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to speak of the semantic decoding of intonational
meanings embedded in the original work.

Developing these issues, N. Pylatiuk proposes
to define genres based on a “foreign theme” with
the term “derivatives” and emphasises the polyphony
of the intertextual space in which multiple
versions coexist, placed on the axis of “invariant —
variation” (ITunartok, 2013). Multiplicity here refers
not only to artistic material, but also to the types
of communication that accompany it. Referring to
the positions of researchers of interpretative practice,
N. Pylatiuk emphasises that intertext in derivative
genres functions in a threefold perspective:
as a repetitive structure based on an existing
text; as a mechanism for recoding meanings in
a new historical and aesthetic context; as a form
of dialogue between the individual creative worlds
of composers, taking place within a polystylistic or
genre-intertextual space (ITunariok, 2013).

The analysis of the process of borrowing
and interpreting “foreign” musical material
raises a number of issues related to musical
thematicism — that is, those intonational structures
which, within the scope of this study, are proposed
to be interpreted as “matrix information” —
and the semiotics of the new, secondary intonation
of this information in the interpretative rethinking
process. Musical thematicism, like the very concept
of theme, has undergone a long evolution, resulting
in changes in both the semantics of the term and its
scientific understanding.

Without dwelling on all the approaches, we
will focus on revealing the concept of theme in
connection with interpretation in V. Moskalenko’s
theory, where the concept of intonation is structured
into a triune model: intonational model — intonation
process — intonation (Mockasenko, 2013). Thus,
the scientist interprets the intonational model as
the initial idea, the generalised form of a musical
idea, intonation as the process of its “revitalisation”,
creative thinking that leads to its realisation,
and finally, intonation as the result of embodiment,
the concrete sound form of musical thought.
Thus, the final stage — intonational embodiment —
corresponds to the term “intonation”, the first stage
is the transformation into an “intonational model”,
and the second is directly related to intonation as
an act of musical thinking. In the same context,
V. Moskalenko proposes a classification of themes,
distinguishing the following variants (Mocka-
nenko, 2013). First, there is the theme-principle
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and the theme-given — respectively as the source
of intonation (theme-director) and as its result
(theme-actor). In professional intonation, both
roles are realised, forming an “arched” structure
(theme — non-theme — theme), while in folklore,
only the basic type is realised. Second, there is
the theme-object and theme-socium — the former
corresponds to the textual structure (“text-
object”), the latter — to the intersubjective
intonational interaction between the composer,
performer and listener. It is the theme-socium,
as the embodiment of the law of constancy in
combination with development, that gives the theme
a “living” character, determined by its ability to
change, similar to a living organism. As a result
of his analysis, V. Moskalenko formulates
the meta-function of musical thematicism, which
is actually performed by the musical theme
as a reference point in the process of musical
thinking — that is, in the procedure of creating,
interpreting and creatively and actively perceiving
music (Mockanenko, 2013). This meta-function
is manifested through four parameters: the theme
as the main carrier of musical imagery; its special
purpose in the dynamics of form creation; its
communicative function; and its functioning in
the system of the socio-cultural context. Based on
these parameters, the musical theme in the above
theory is considered as a living musical intonation,
rather than an abstract sound unit or fragment
of a musical text. It is not a once-and-for-all
completed intonational form, but one that continues
to be realised. On this basis, the researcher defines
a musical theme as a relief intonational complex
performed in reality or in the imagination, which
in the process of musical thinking performs
the function of psychological support for form
creation with the function of formation, assimilation
and development of the musical imagery
of a work.

In this study, this definition will serve as
the basis for further considerations, but taking
into account that the function of a musical
theme can be performed not only by a clearly
structured intonational complex, but also by
an unstructured one. This approach is particularly
relevant in the context of 20th — 21st century
music. This necessitates the introduction of a new
authorial concept that would allow us to describe
the secondary intonation phenomena within
interpretative genres.
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Thus, within the framework of this study,
we introduce the matrix information concept
asanauthor’s concept, which means the information
of the original source, which in an intertextual
situation serves as the basis for secondary intonation
in the creation of interpretative genres. Unlike
the concepts of “theme” or “thematism”, which
have clear boundaries within classical or modernist
concepts of musical form, “matrix information”
covers a wider range of phenomena. It includes
any intonational-semantic complex — regardless
of its relief, structure, or genre affiliation — that is
used as a model for interpretive rethinking. Thus,
matrix information is interpreted as a generalised
concept that functions in the system of intertextual
musical communication and is the source material
for secondary intonation — that is, a new musical
interpretation. Stage interpretation, as a specific
form of secondary intonation, is distinguished by its
synthetic nature, as it combines music, performer
individuality, stage presentation, visual effects,
genre stylistics, and emotional and communicative
strategies for influencing the audience. In this
context, the original work acts as a kind of matrix,
serving as a starting point for the construction
of a new aesthetic whole, which does not duplicate
the original model, but rather represents it
through the prism of the interpreter’s individual
artistic vision.

As a result, in the next stage of the study,
we will move on to the field of pop music.
The projection of the matrix information’s idea in
pop music performance is manifested primarily
in the specificity of the selection and actualisation
of individual elements of the author’s text,
which undergo intonational, stylistic and timbral
transformation. As a result, a new layer of content
is formed, which interacts with the archetypal
basis of the work, representing it in a changed
cultural, communicative and genre context. On
the one hand, the interpreter reads and reconstructs
the original semantic model, and on the other hand,
imposes its own coordinate system on it, which is
determined by subjective (emotional, performative,
identification)  and  sociocultural  factors.
A distinctive feature of pop music interpretation
is its orientation towards a wide audience, which
requires the adaptation of the source material
to the communicative demands of the mass
listener. In this sense, secondary interpretation,
based on the matrix information of the work,
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is realised through the modification of melody,
tempo, harmony, arrangement, vocal delivery, etc.
Such adaptation can be either minimal or deeply
transformative, creating a new intonational model
that correlates with the original but at the same
time functions autonomously within the pop genre
paradigm.

The idea of secondary interpretation in this
context has a much broader semantic horizon
than the usual “performance variation”. It implies
a deep dialogue between the past and the present,
between the author’s original work and its latest
interpretation. For example, modern cover versions
of classic songs are often not just a reproduction
of a familiar melody, but a deep reflective act,
which may include genre transformations (from
folk to jazz etc.), changes in the timbre palette,
the introduction of new meaning layers — through
changes in tempo, voice mixture, the semantic load
of the vocals or the visual image of the performer.
In this process, the performer acts not only as a
translator of content, but as a full-fledged co-author
who shapes the new cultural reality of the work.
This practice takes on particular significance
in the postmodern space, where intertextuality,
stylistic quotation, and open polysemy dominate.
In the context of pop music interpretation,
the idea of an open text, like the concept of matrix

information, is extremely relevant, since the work
continues to exist in a new sound, while preserving
and expanding its semantic horizon.

Conclusions and prospects for further
research. Thus, pop interpretation, on the one hand,
is a marker of the actualisation of the archetypal
basis of a work, and on the other, a way of redefining
it in the present. Thus, the repetitiveness of musical
and semantic structures inherent in the matrix
model, combined with the performer’s interpretative
freedom, creates a dynamic intonational system
where constant interaction between the old
and the new ensures the continuity and, at the same
time, the innovativeness of artistic practice.

To summarise, it can be stated that pop
interpretation, functioning in the space of a secondary
intonational model, not only reflects but also
reinterprets the matrix information of the original
work. Itis a form of contemporary musical discourse,
within which the artistic text is not confined to a fixed
semantic structure but, on the contrary, manifests
its openness, capacity for dialogue, transformation
and inclusion in new communicative environments.
It is precisely through this ability to be reembodied
in the act of interpretation that the aesthetic power
and cultural vitality of a musical work as an open
text is revealed, opening up prospects for further
research on the declared topic.
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