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The article is devoted to the actualization of musical thinking within the context of innovations
in art education in the globalized contemporary cultural space. Taking into account the
specialization of human cognitive activity, it is emphasized that the human mind does not
function in an abstract vacuum; instead, it adapts to the specific laws of its field of application,
tailoring information processing mechanisms to the nature of the object of study or creativity,
including the arts. It is noted that music is not merely an object of auditory consumption,
a hedonistic experience, or a simple technical-performance skill, but a complex system of
exploring the world and oneself through musical art. It is an act of intellectual depth that
engages the entire structure of the human personality: from the primary sensory level to the
highest metaphysical spheres of consciousness. The study points out that musical thinking
is an ability possessed by a creative individual that objectifies the process of reflecting life
realities, historical events, the environment, and human relationships through the means of
musical art. The issue of the conceptual understanding of the intersection of musical thinking
as a cultural and artistic phenomenon and its pedagogical context in modern innovations of
art education is highlighted.

The aim of research is to actualize the interdisciplinary profile of musical thinking within inter-
artistic and psychological-pedagogical coordination as a resource for inter-art education,
and to determine the modernized state of the functional scope of musical thinking within the
paradigm of inter-art education. The scientific novelty lies in the substantiation of the essence
of a new concept — inter-art education, which is defined as a condition for acquiring art
education that incorporates various intertextual and inter-technological innovative resources,
combining art with modern polymodal practices using technical means of image reproduction.
This expands the horizons of musical thinking toward globalized projections.

In the conceptual aspect, traditional and innovative functions of musical thinking are examined
and actualized. Specifically, the interpretative function, that reproduces the logic of musical
text, style and genre formation in a historical-cultural projection. The function of social and
cultural communication through art, which corresponds to the artistic-representative function,
concentrating specific experiences within the individual that expand artistic perceptions and
stimulate reflection. The function of synesthesia, which activates various modes of perception
and reproduction of artistic images. The innovative function of inter-art synergy, which gains
relevance today in the interaction with the function of neural network adaptation to artistic
innovations in the digital space. Special emphasis is placed on the function of preserving
spirituality and national identity, maintaining humanism, and developing the individual’s
capacity for creativity and critical thinking.

Keywords: musical art, synthesis of arts, functions of musical thinking, artistic image,
choreography, inter-art methodology, polymodality, arts innovation, inter-art education, neural
network adaptation, creative personality, information and communication technologies.

Introduction. In the diverse and complex spheres
of their activity, human beings relentlessly strive to
unlock their intellectual potential and refine the under-
lying thinking processes, thereby directly enhancing
the efficiency and depth of their actions. Such estab-
lished phrases as “political thinking”, “economic think-
ing”, or “mathematical thinking” are not merely lin-
guistic exercises or cultural metaphors but reflect a
fundamental belief in the power of intellect multiplied
by the specifics of each field of human endeavor.

This specialization of thinking demonstrates that
human mind does not function in an abstract vacuum
but adapts to the specific laws of its application, tailor-
ing information-processing mechanisms to the nature
of the object of study or creativity. Artistic creation is
no exception.

In the vast field of arts and music pedagogy, this
projection of intellect manifests in the form of musical
thinking — a concept that has undergone significant
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transformations over decades, evolving from purely
intuitive usage to the status of a fundamental scien-
tific category. Its importance for students’ education
and upbringing has been repeatedly emphasized in
the methodological and scientific literature. Today, the
necessity of promoting “meditative interpretation” and
“wise teaching” is considered axiomatic. And here,
the metaphor of the Ukrainian thinker H. Skovoroda
regarding the “rational heart” comes to mind.

Musical thinking is far more than mere acquisition
of technical competences or formation of motor per-
formance skills; it is the subject’s ability to operate with
sonic meanings in a conscious and structured way.

Such an approach implies that music is not only
an object of auditory consumption, a hedonistic expe-
rience, or simple technical proficiency of a perfor-
mance type, but a complex system of cognizing the
world and oneself through musical art — an act of
intellectual depth involving the entire structure of the
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human personality: from the primary sensory level to
the highest metaphysical spheres of consciousness.

This aspect possesses a pedagogical context.
Although it was once believed that the problem of
thinking was not pedagogical at all, but exclusively
psychological.

Meanwhile, the category of musical thinking is
actively used in artistic creation and applied as a sci-
entific concept in musicology and the music psychol-
ogy of creativity. Thus, from the perspective of musi-
cology, musicology proper, and even cultural studies,
musical thinking is an ability possessed by a creative
individual that objectifies the process of reflecting life
realities, historical events, the environment, human
relationships, etc., through the means of musical art.

From a historical perspective, it was precisely
through musical thinking that specific genres and
styles were created, and the language of musical art
developed alongside scientific theories of musicology.
This was, and remains, reflected in the phenomenon
of musical style. In this context, we understand musi-
cal style as a cultural phenomenon, a manifestation
that “integrates within its meaningful diversity the
peculiarity of the artistic method and a certain type of
worldview corresponding to a particular spatial-tem-
poral cultural range” (O. Rebrova, 2023, p. 187).

An individual capable of creating his own artistic
method and making cardinal turns in the development
of art, its styles, and genres, must undergo a signifi-
cant stage of development and formation as a creative
personality. No matter how talented a historical figure
might be, possessing extraordinary musical-intellec-
tual ability, there was always someone at the begin-
ning of the path who revealed the secrets of magical
sounds and extraordinary artistic images, immersing
and teaching them to master the world of art.

Thus, the path where purely musical thinking and
its purely pedagogical context intersect proves to be
historically significant. The problem also lies in the
fact that modern inter-art environment, with its vir-
tual aesthetics and new technologies for combining
different art forms, creates certain modern clichés in
art education. Even the availability of opportunities
to develop and implement interdisciplinary programs
paves the way for inter-art education.

Often, music becomes the most subtle yet effective
link connecting various art forms at both conscious
and subconscious levels, at the level of intuition and
emotional feeling. This refers to the fact that during
the perception of music, associative links and figu-
rative representations from various artistic-figurative
representations can be modelled in the imagination.

Analysis of the content of programs and standards
in the fields of culture, arts, and humanities points to
the relevance of such constructs related precisely to
interdisciplinarity and cross-curricular links.

In our study, we apply the term inter-art educa-
tion, understanding it as the conditions for acquiring

arts education within which various intertextual and
inter-technological innovative resources combine
art and modern polymodal practices using technical
means of image reproduction. This expands the hori-
zons of musical thinking toward globalized projec-
tions. The term does not claim universal definition but
can be pertinent within specific research contexts.

Given the systemic combinations of various arts,
which create a synergy of polymodal influence on per-
formers and those perceiving the artistic image, we
will consider the conceptual determinacy of musical
thinking as a resource for applying the psychologi-
cal-pedagogical potential of such synergy precisely in
the conditions of modern inter-art education.

The latter is based on technological innovations
overlaid with poly-artistic, inter-art connections in the
interpretation of the artistic image at both performance
and artistic-pedagogical levels. This problem requires
scientific reflection leading to artistic innovation and
renewal of artistic and musical educational practice.

Analysis of current research. In the study, we
relied on various aspects of this relevant issue. Spe-
cifically, regarding the circle of related categories
interpreting inter-art and corresponding education.
These are phenomena applied in artistic creation and
denoted by the concepts of poly-artistry, inter-artistic
phenomena and approaches, polyculture, trans-cul-
ture, polymodality, synthesis of arts, integration of
arts, inter-art methodology, etc.

Poly-artistry is more frequently applied in peda-
gogy as a scientific approach or a means of develop-
ing artistic thinking. Notably, scholars M. Boichenko,
H. Nikolai, A. Linenko, and N. Koehn explain the pro-
cess of interdisciplinary coordination (Boichenko, M.,
Nikolai, H., Linenko, A., & Koehn, N. (2020)) carried
out at the intersection of historical-theoretical and
musical-performance training of future music special-
ists.

O. Komarovska and Xia Gaoyang apply the
poly-artistic potential of musical art, thereby creating
a concept of musical thinking output into a broad, rhi-
zomatic, poly-spectral aspect — polymodality. This is
a phenomenon that arises during the perception of
a musical work or image and is characterized by the
activation not of auditory modes, but, e.g., visual or
kinaesthetic modes during the perception of musical
works.

The phenomenon of inter-art is linked to interactive
technologies. This is due to the spread of interactive
practices and corresponding approaches accompa-
nying the study of cultural phenomena in this context.
For example, in O. Krasnenko’s (2023) dissertation,
phenomena such as interactive museums, interactive
theatre, digital art, etc., are noted.

The researcher also emphasizes immersive tech-
nologies in art, including digital space (O. Huberna-
tor & O. Krasnenko). This direction finds its relevant
reflection in the problems of art history. For instance,
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Kong Ziwei (2021) examines the specificity of musical
thinking and its changes in the modern compositional
process precisely in the context of the widespread
distribution of information and communication tech-
nologies.

This direction provides grounds to speak of a new
artistic-educational environment that can be desig-
nated as inter-art. In it, musical thinking develops just
as actively but under the more complex synthesized
influence of art and various spectral realities (real, vir-
tual, augmented, mixed, extended, immersive, etc.).

This concerns phenomena that prompt experi-
ments with sound, creating music of a new format, i.e.,
with new musical thinking, collaboration with artificial
intelligence, etc. (Liu, J. (2024), Mitra, R., & Zualk-
ernan, |. (2025), I. Khmelevska, V. Slobodyanyuk,
2025).

The mentioned line of research does not include
an analysis of the concept of musical thinking, as this
category is sufficiently disclosed in traditional art his-
tory literature. Works, studies, and articles revealing
new horizons of this phenomenon not only in a pro-
fessional musicological context but also in the context
of modern interdisciplinary research are becoming
relevant.

Aim of the article: to actualize the interdisciplinary
profile of musical thinking within inter-artistic and psy-
chological-pedagogical coordination as a resource for
inter-art education, and to determine the modernized
state of the functional scope of musical thinking within
the paradigm of inter-art education.

The scientific novelty lies in the substantiation
of the essence of a new concept — inter-art educa-
tion, which is defined as a condition for acquiring art
education that incorporates various intertextual and
inter-technological innovative resources, combining
art with modern polymodal practices using techni-
cal means of image reproduction. This expands the
horizons of musical thinking toward globalized projec-
tions.

Research Methodology. The methodology is
based on historical, genre-stylistic, integration, inter-
active, and synesthetic approaches aimed at search-
ing for new functions of musical thinking as a process
and result of creative action and the choice of the
method of its objectification.

Conceptually, musical thinking is understood in
anthropological (aptitude and inclination for musi-
cal creativity), gnostic (as a process of cognizing
reality reflected by means of art), psychological (as
a resource for mental recovery), spiritual-enriching
(resource for emotional-positive impressions, hedon-
ism, and spiritual safety), professional (as a process
and result of creating musical works in their genre
and stylistic diversity), and interactive (as a resource
for STEAM technologies, virtual-aesthetic, and aug-
mented reality) planes. This goes beyond the tradi-
tionally accepted definitions of musical thinking.

220 ALY (13). 2026

Results and Discussion. Personality develop-
ment is a complex process that becomes viable only
when it unconditionally relies on the laws of psycho-
logical development. Thus, in the modern educational
context, there is a need for an organic link, an insepa-
rable synthesis between art and psychology.

This requirement necessitates a paradigm shift in
teaching methods, transforming their vector from the
technical-rehearsal discipline of a musician-performer
to a discipline of holistic formation focused on pro-
cesses of internal discovery.

Modern studies emphasize that musical thinking
is not just an isolated ability or an innate talent that
arises spontaneously, but a true “cognitive ecosys-
tem” that develops through intellectual exercises. It
includes processes of metacognition — the ability to
monitor one’s own sonic understanding and adjust
the interpretative path — and self-regulation, which
are essential elements of forming critical thinking and
creative autonomy (Hallam & Himonides, 2022).

Thus, to think musically means being able to ana-
lyze, synthesize, and evaluate sonic discourse in
real-time, transforming passive listening into an active
intellectual dialogue with the artistic work.

In recent years, impressive progress in neurosci-
ence has confirmed on a biological level what musi-
cians previously asserted on purely aesthetic or ped-
agogical grounds: musical thinking activates complex
neural networks interconnecting motor, auditory, and
prefrontal zones. This neural architecture demon-
strates that music is one of the few types of human
activity that engages almost the entire brain simul-
taneously, stimulating synaptic plasticity in a unique
way and promoting high-density interhemispheric
connections (Thaut & Hodges, 2024).

Such a biological perspective confirms the idea
that music education does not just “decorate” the
mind with scattered information but literally “builds”
it, developing executive functions and the synthetic
capacity of the human brain. Not for nothing does
music pedagogy operate, among other things, with
the poly-functionality of art in its historical projection.

Although the phrase “musical thinking” has been
used by musicians for generations, its terminological
recognition was difficult due to a persistent dualistic
vision of human nature that sharply separated the
mind from the feelings. Music, viewed exclusively
as an emotional art, was often contrasted with the
intellectual sphere; it was considered a manifestation
of the spirit escaping logical analysis. 19"-century
music theorists considered rational analysis incom-
patible with the pure “spirit” of the work, fearing that
logic might weaken affective power or the magic of
inspiration. However, great practitioners always dis-
proved this, demonstrating that musical emotion is,
in fact, a form of “intellectual emotion”, aesthetically
structured and motivated. To clarify the specifics of
musical thinking, researchers suggest a sequential
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definition of the essence of thinking through levels
of abstraction — from general cognitive processes to
artistic ones. Philosophically, thinking is defined as a
general process of obtaining new information by com-
paring new empirical data with a set of information
already existing in the subject’'s experience. At the
artistic level, this activity becomes a process of mod-
elling a system of the subject’s attitudes toward real-
ity, where the artist does not copy external reality but
reproduces and transfigures it through the prism of
their own values and experiences.

Conceptually defined and proven by the practice of
creative musical activity is the assertion that musical
thinking operates with attributes of musical language
(means of expression, phrasing, form and composi-
tion, etc.). This is where individuality and a certain sty-
listic, cultural-historical generalization manifest, giving
rise to an author’'s musical and artistic method as a
certain creative action and the musical style of a par-
ticular era. In historical projection, this was reflected
both in compositional thinking and in the thinking of a
musician-performer.

The logic of creating a musical text is a reflection
of the logic of musical thinking within certain artis-
tic-stylistic canons and norms appropriate to the style.
This is pointed out by S. Shyp (2023), explaining that
“...the order of organizing elements of musical-sound
form, particularly syntactic structures (level of musical
sentences) and compositional structures (level of the-
matic relations), is aligned with culturally conditioned
norms of musical thinking” (2023, p. 130).

In the study by O. Pototskaya, four types of perfor-
mance interpretation are identified in relation to typical
styles of thinking in a certain historical era: rhetoric,
rationality, emotional, and sensual. The author corre-
lates them with the following styles: Baroque — rhetor-
ized type of interpretation; Classicism — rationalistic
type of interpretation; Romanticism — emotional type
of interpretation; Impressionism — sensualized type of
interpretation (Y. Pototskaya, 2017, p. 104).

Thus, from a musicological point of view, musi-
cal thinking manifests in a subjective/individual role,
performing an interpretative function of reproducing
the logic of musical text, as well as a style-forming
function in a historical-cultural projection. If the first
function is consonant with the natural specific prop-
erties of the individual, their abilities (anthropological
context) to perceive music and understand it (gnostic
context), to feel and obtain pleasure (emotional-figu-
rative, hedonistic context), and to reproduce it already
at a professional level (interpretative context), then
the style-forming function has significance in a broad
cultural context.

Here it is appropriate to mention Ukrainian musi-
cologist I. Lyashenko, who makes a decisive addition
to the ontology of artistic thinking through the musi-
cal, asserting that the activity of musical thinking is
a process of radical change from sound reality of an

acoustic type to artistic-figurative or plastic reality. The
model of human attitudes, expressing itself in sounds,
uses raw physical reality as raw material for denoting
ideal artistic content that does not exist outside the
act of musical thinking. From this perspective, musical
thinking performs an essential function of social and
cultural communication through art.

Considering the psychological-pedagogical con-
text of musical thinking, it is worth noting that modern
psychology experimentally confirms that thinking is
not a dry operation limited to syllogisms, but a com-
plex activity in which affect and intellect mutually rein-
force each other in a circular dynamic.

This vision is supported by current research on
emotional intelligence in music, asserting that emo-
tional processing in the musical act is a high form
of intellectual activity, as it includes subtle auditory
discrimination, structural anticipation, and com-
plex interpretative decisions (Cotter, K. N., & Silvia,
P. J. (2021)). Musical thinking thus becomes a bridge
where “what is felt” meets “what is known”, creating a
higher form of understanding reality. And here, artis-
tic-figurative representations formed under the influ-
ence of acquired experience in communicating with
music, musical works, and art as a whole play an
important role.

The fact is that it is precisely through musical art
that a bridge to other types of artistic thinking is cre-
ated, since music has no verbal or visual attributes.
They exist as marks, remarks, and symbols thanks
to which the professional musician studies, creates,
and interprets a work. But they do not exist for the
non-professional listener who perceives music. In this
process, various artistic representations can arise.
The greater the experience of perceiving different
types of art, the broader such representations will be.

And here we encounter an interesting function of
musical thinking in its projection onto artistic think-
ing. On the one hand, it is an artistic-representative
function that concentrates certain constructs in expe-
rience (intonation-image, colors-images, gesture-im-
age, movements-images, decor-image, etc.), which
expand artistic perceptions and stimulate the process
of their conceptualization and reflection. On the other
hand, it is the function of synesthesia, which activates
various modes of perception, feeling, and reproduc-
tion of artistic images. In projection onto musicology,
one can point to genre-formation, which also becomes
a function of musical thinking. And in projection onto
pedagogy, it is a path, a method aimed at developing
that very musical/artistic thinking based on applying
the pedagogical potential of art itself. This path toward
the adaptation of the individual to new challenges of
the time, to new cultural changes, even in a globalized
context, but through art.

Let us give a few examples. In the literature, the
concept of inter-artistic approach and inter-artis-
tic interaction is often applied. In musicology, this
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approach is also relevant; it corresponds to various
phenomena of the synthesis of arts and their inter-
action. D. Lysenko applies two varieties of such a
phenomenon, which the author derived based on an
analysis of the works of Ukrainian musicologists: “...
the direction of artistic synthesis and the synesthetic
approach. These directions are represented and inter-
preted as different levels of conceptualizing inter-artis-
tic interactions: macro- and micro-level, respectively”
(D. Lysenko, 2025, 161).

Such interaction gives birth to new genres, par-
ticularly in piano literature: romance, waltz, mazurka,
polonaise — these are examples of genre-formation
based on inter-artistic interaction. Likewise, in vocal
art — genres arise that came from literature: recita-
tive, monologue, ballad. An inter-species genre is the
étude, which exists in any type of art.

Returning to piano creativity, we point to the arti-
cle by O. Frait (2023), in which the author applies a
somewhat metaphorical concept: literary-musical
genre migration. The researcher indicates that she
applies “...an intermedial approach to the study of the
interaction of inter-artistic linguistic codes in musical
works with genre titles related to literature”. Such an
approach led to the use of a range of research meth-
ods, such as: “...genological, system-analytical, gen-
eralized-typological, and comparative...” etc., which
allowed for the study of various features of “...simi-
larities and differences between literary genre conno-
tations and piano embodiments of the ballad, elegy,
impromptu, fairy tale, legend, and poem”(Ibid.).

Regarding choreographic art, we can also point to
the powerful effect of musical thinking on the creation
of choreographic texts. The synthesis of music and
dance vocabulary is important precisely for convey-
ing a choreographic image and generally for creat-
ing a choreographic text. It is not created outside the
image, and the image is not created without the imag-
ination and intuition that develops under the influence
of immersion in the musical image, musical texture,
intonation, melos, composition, and form. It is no won-
der that choreographic compositions often contain
forms consonant with musical ones: variation, étude.
At the same time, kinesthetic thinking helps to convey
the artistic image in a musical work of a dance genre.

O. Plakhotniuk raises the issue of forming “...
an ethno-worldview perception of folk dance of the
world’s countries, each national centre, ethnic group
in the artistic space of the present based on the con-
ceptualization of the synthesis of folk choreography
and music, specifically, using the example of Lemko
dances” (Plakhotniuk, 2023).

The researcher applies specifically a comparison
with music, its features, and national identity. One
cannot study Moldavian dances outside their synthe-
sis with folk Moldavian music, intonation, rhythm, and
musical folklore. Recall the famous Moldovenyaska.
And the same with other dances. Their national colour
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cannot be perfectly reproduced outside the synthesis
with music.

Thus, one can define a complex modern function
of musical thinking — inter-art synergy. This phenome-
non still requires further research.

Turning to the problem of the influence of these
phenomena on the psychological-pedagogical aspect
of modern musical thinking in the paradigm of inter-art
education, it is worth noting that in the modern cul-
tural and artistic space, it falls under the influence of
interactive technologies and the use of artificial intel-
ligence.

And here, musical thinking acquires new features
and functions, among which one can define the func-
tion of preserving spirituality and national identity,
preserving humanism, and the development of the
human being specifically. But these functions are per-
formed in combination with a new function — neural
network adaptation to artistic innovations in the digital
space.

In the 21st century, this process acquires new
valences thanks to digitalization and new information
technologies; modern musical thinking must now also
integrate the capacity for “digital sound literacy”, where
modelling reality includes new sound textures, virtual
spatiality, and complex forms of interactivity (Savage,
2021). A modern creative personality must be able to
think musically not only at the piano or while singing,
or during the creation of a choreographic composi-
tion, but also in a digital interface, while maintaining
the artistic core and creative intent as the compass
of their activity. Exclusive concentration on the formal
side, limited to the grammatical study of the modal
system, harmony, or dry structural analysis, is a trap
of rigid theoretical tradition that can turn music into a
sterile intellectual exercise or a “bead game”.

In modern pedagogy, the central goal in relation
to artificial intelligence in creativity is the capacity for
creative and at the same time critical musical and,
more broadly, artistic thinking. This allows the crea-
tive individual to consciously orient themselves in a
world oversaturated with “sound pollution” and serial
cultural products, providing them with the intellectual
tools necessary to distinguish value and non-value,
an authentic artistic message and meaningless com-
mercial noise. Musical thinking thus becomes a form
of spiritual resistance and an important tool for cre-
ating meaning in a fragmented and often superficial
information universe. This is what is intended to form
the auditory culture of humanity.

Summarizing the above, musical thinking is
the quintessence of artistic activity, being a bridge
between raw sound matter and the human spirit,
transfigured through intellectual effort. It is a multidi-
mensional process that intertwines the rigor of logical
structures — rhythm, form, sound architecture — with
the fluidity of deep emotional experience and aes-
thetic intuition. Re-evaluating this concept through
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the prism of neurosciences, semiotics, and modern
pedagogy highlights the fact that cultivating musical
thinking is necessary not only for future profession-
als of the stage but also for the development of any
human personality striving for integrity and harmony.
In a world that is becoming increasingly technological,
dominated by artificial intelligence and algorithms that
seek to unify creativity, cultivating this unique, deeply
human way of thinking and “intoning” reality remains
a guarantee for preserving spiritual depth.

Musical education, viewed fundamentally as edu-
cation of thinking through sound, is not an optional
cultural luxury but a basic need for mental hygiene,
emotional balance, and the intellectual evolution of
modern society.

Conclusions. The justified relevance of the phe-
nomenon of inter-art education is driven by the rapid
development of the digitalization of the sociocultural
space in a global context. This affects the intellec-
tual potential of the individual and expansion of the
functions of their thinking activity. The specificity of
thinking matters in this aspect as well, particularly
in the process of acquiring arts education. Inter-art
education is interpreted as a process of implement-
ing various intertextual and inter-technological inno-
vative resources for combining art and modern pol-
ymodal practices with the use of technical means for
reproducing an artistic image. This expands the func-
tions of musical thinking as such, which is capable
of accompanying poly-artistic, inter-artistic links in the
interpretation of the artistic image at both the perfor-
mance and artistic-pedagogical levels.

In the conceptual aspect, traditional and innova-
tive functions of musical thinking are examined and
actualized. Specifically: the interpretative function of
reproducing the logic of musical text as well as style
and genre formation in a historical-cultural projection;
the function of social and cultural communication
through art, which corresponds with the artistic-rep-
resentative function, which concentrates certain
elements in the individual's experience that expand
artistic perceptions and stimulate the process of their
conceptualization and reflection; the function of syn-
esthesia, which activates various modes of percep-
tion, feeling, and reproduction of artistic images and
activates the modern innovative function of musical
thinking — inter-art synergy, which today acquires its
relevant significance in interaction with the function of
neural network adaptation to artistic innovations in the
digital space.

Special emphasis is placed on the function of
preserving spirituality and national identity, preserv-
ing humanism, and developing the individual in their
capacity for creativity and critical thinking. Further
research involves deep scientific reflection on the
phenomenon of inter-art education in the training of
future specialists in the field of musical and choreo-
graphic art.

BIBLIOGRAPHY

1. Ty6epHaTtop O. I., KpacHeHko O. /1. MposBu imep-
CMBHOCTI B CyYacHWX KyNbTYpHUX NpakTukax. MumaHHs
Kynbmyposoeil. 2023. Bun. 41. C. 89-99. https:/
doi.org/10.31866/2410-1311.41.2023.276696

2. Jlncexko, . (2025). Mikpo- Ta MakpopiBHi aHa-
Ni3y CUMHTE3y MUCTELTB Y AOC/IKEHHAX YKPAiHCbKUX
MYy31KO3HaBUIB noyaTtky XXI| ctonittsi. BIiCHUK /lbBiB-
CbKo20 yHiBepcumemy. Cepisi MUCmMeymso3HasCmso.
Bun. 27. C. 161-175. DOI: http://dx.doi.org/10.30970/
vas.27.2025

3. JlaweHko TeHHagin IBaHOBMY. YkpaiHcbka
My3u4Ha eHyuksoneadis. (2011). Kuis : IMOE HAHY.T. 3 :
[1-M]. C.255-256.

a. [MnaxotHiok, O., puHeHKo, A., AueneHko, A.
(2020). XopeorpadiuHO-My3UYHKIA aHasi3 — CynpoBifg
TaHUOBASIbHOI  KYNbTYpU JIEMKIBLUMHW. BicHUK /1bBi8-
CbKO20  YHIBEepcumemy. Cepisi mucmeymasos-
Hascmso Ne 21. DOI: http://dx.doi.org/10.30970/
vas.21.2023.12132

4. Pebposa, O. (2023). TeopemuyHe A0C/IOXEHHS
XyOOXHbO-MeHMasibHO20 00CBIOY B NPOEKYii nedazoaiku
mucmeymsa: MoHozpacghis (2-re Bug.). Cymu. DOI:
https://doi.org/10.24195/Rebrova2023

5. ®paiit, O. (2023). fABnLia niteparypHO-My3n4HOI
XXaHpPOoBOI Mirpauii B yKpaiHCbkiii chopTeniaHHiin TBOp-
yocTi (gpyra nonosuHa XIX — nepwa TpeTnHa XX cTo-
niTTa). BicHUK HayioHasnbHOI akademii kepisHUX Kaopis
Ky/ibmypu i mucmeyms. 4.ctp.121-126. https://doi.org/
10.32461/2226-3209.4.2023.293727

6. Lsigeii, K. (2021). My3nyHe MUCNEHHS i KOMMO-
3UTOPCbKa TEXHIKA B acrnekTi PO3BUTKY KOMM'HOTEPHUX
TexHonoriin. Kynbmypa YkpaiHu, (71), 82-85. https://
doi.org/10.31516/2410-5325.071.10

7. Wwun. C.B. (2023). My3uuyHa 2epmeHesmuka :
MoHoepadgpisi. Cymmn : @Ol Lboma C.MM., 2023. 137 c.
http://dspace.pdpu.edu.ua/handle/123456789/17821

8. Boichenko, M., Nikolai, H., Linenko, A., &
Koehn, N. (2020). Interdisciplinary Coordination in
Historical-Theoretical and Music-Performing Training of
Future Musical Art Teachers. Journal of History Culture
and Art Research, 9 (1), 225- 235. DOI: https://doi.
org/10.7596/taksad.v9il1.2434

9. Hallam, S., & Himonides, E. (2022). The
Psychology of Music: A Multi-Disciplinary Approach to
Understanding the Experience of Music. Open Book
Publishers. https://doi.org/10.11647/0BP.0271

10. Huang, C. Z. A., Vaswani, A., Uszkoreit, J.,
Shazeer, N., Simon, |., Hawthorne, C., ... & Eck, D. (2018).
Music transformer: Generating Music with Long-
Term Structure. Published as a conference paper at
ICLR 2019. Retrieved from: https://openreview.net/
pdf?id=rJe4ShAcF7

11. Komarovska, O., Xia Gaoyang. Polyartistic
potential of Music theory subjects in training Music
teachers. Intellectual Archive. — Toronto: Shiny Word.
Corp. (Canada). 2018. (November/December). Vol. 7.
No. 6. PP. 82-89. DOI 10.32370/2018_11 10

12. Khmelevska, I., Slobodianiuk, V. (2025). Artificial
intelligence in music production: prospects for preparing
future masters of musical art for creative activity in
a modern professional environment. [liBOeHHOyKpa-
iHCbKi mucmeuybki cmyoii. 3. C. 102-109, DOI https://
doi.org/10.24195/artstudies.2025-3.13

ISSN 2786-8079 (print), 2786-8087 (online) 223




m MNIBAEHHOYKPAIHCbKI MUCTELbKI CTYAII

13. Liu, J. (2024). Expressive MIDI-format
Piano Performance Generation. arXiv  preprint
arXiv:2408.00900. https://doi.org/10.48550/arXiv.
2408.00900

14. Mitra,R.,&Zualkernan, . (2025). Music generation
using deep learning and generative Al: a systematic
review. IEEE Access, 13, 18079-18106. https://doi.
0rg/10.1109/ACCESS.2025.3531798

15. Pototskaya, Y. (2017). Style of performing
interpretation as a subject of musicological research.
BicHUK HayioHasibHOI akademii KepiBHUX Kaopis Ky/lb-
mypu i Mucmeyms. 2. C.104-11. https://journals.uran.ua/
visnyknakkkim/article/view/138640

16. Thaut, M. H., & Hodges, D. A. (eds.). (2024). The
Oxford Handbook of Music Psychology (3rd ed.). Oxford
University Press.

17. Savage, J. (2021). Teaching music in
England today. International Journal of Music
Education. Volume 39, Issue 4 https://doi.

0rg/10.1177/0255761420986213

18. Cotter, K. N., & Silvia, P. J. (2021). Mental
control of musical imagery in the lab and everyday
life: Combining behavioral and experience-sampling
approaches. Psychomusicology: Music, Mind, and Brain,
31(2), 74-95. https://doi.org/10.1037/pmu0000279

REFERENCES

1. Hubernator, O. I., & Krasnenko, O. L. (2023).
Proiavy imersyvnosti v suchasnykh  kulturnykh
praktykakh [Manifestations of immersivity in modern
cultural practices]. Pyttannia kulturolohii, (41), 89-99.
https://doi.org/10.31866/2410-1311.41.2023.276696

2. Lysenko, D. (2025). Mikro- ta makrorivni analizu
syntezu mystetstv u doslidzhenniakh ukrainskykh
muzykoznavtsiv pochatku XXI stolittia [Micro- and macro-
levels of analysis of the synthesis of arts in the studies of
Ukrainian musicologists of the early 21st century]. Visnyk
Lvivskoho universytetu. Seriia mystetstvoznavstvo, (27),
161-175. http://dx.doi.org/10.30970/vas.27.2025

3. Plakhotniuk, O., Hrynenko, A., & Yatselenko, A.
(2020). Khoreohrafichno-muzychnyi analiz — suprovid
tantsuvalnoi kultury Lemkivshchyny [Choreographic-
musical analysis — support of the dance culture of the
Lemko region]. Visnyk Lvivskoho universytetu. Seriia
mystetstvoznavstvo, (21). http://dx.doi.org/10.30970/
vas.21.2023.12132

4. Rebrova, O. (2023). Teoretychne doslidzhennia
khudozhno-mentalnoho dosvidu v proiektsii pedahohiky
mystetstva: Monohrafiia [Theoretical study of artistic-
mental experience in the projection of art pedagogy:
Monograph] (2nd ed.). Sumy. https://doi.org/10.24195/
Rebrova2023

5. Frait, O. (2023). Yavyshcha literaturno-
muzychnoi zhanrovoi mihratsii v ukrainskii fortepiannii
tvorchosti (druha polovyna XIX — persha tretyna XX
stolittia) [Phenomena of literary-musical genre migration
in Ukrainian piano creativity (second half of the 19th —first
third of the 20th century)]. Visnyk Natsionalnoi akademii
kerivnykh kadriv kultury i mystetstv, (4), 121-126. https://
doi.org/10.32461/2226-3209.4.2023.293727

PpY8 Bunyck 2 (13). 2026

6. Tszivei, K. (2021). Muzychne myslennia
i kompozytorska tekhnika v aspekti rozvytku
kompiuternykh tekhnolohii [Musical thinking and

compositional technique in the aspect of the development
of computer technologies]. Kultura Ukrainy, (71), 82-85.
https://doi.org/10.31516/2410-5325.071.10

7. Shyp, S. V. (2023). Muzychna hermenevtyka:
Monohrafiia [Musical hermeneutics: Monograph]. Sumy:
FOP Tsioma S.P.

8. Boichenko, M., Nikolai, H., Linenko, A., &
Koehn, N. (2020). Interdisciplinary Coordination in
Historical-Theoretical and Music-Performing Training of
Future Musical Art Teachers. Journal of History Culture
and Art Research, 9 (1), 225- 235. DOI: https://doi.
org/10.7596/taksad.v9i1.2434

9. Hallam, S., & Himonides, E. (2022). The
Psychology of Music: A Multi-Disciplinary Approach to
Understanding the Experience of Music. Open Book
Publishers. https://doi.org/10.11647/0OBP.0271

10. Huang, C. Z. A., Vaswani, A., Uszkoreit, J.,
Shazeer, N., Simon, |., Hawthorne, C., ... & Eck, D. (2018).
Music transformer: Generating Music with Long-
Term Structure. Published as a conference paper at
ICLR 2019. Retrieved from: https://openreview.net/
pdf?id=rJe4ShAcF7

11. Komarovska, 0., Xia Gaoyang. Polyartistic
potential of Music theory subjects in training Music
teachers. Intellectual Archive. — Toronto: Shiny Word.
Corp. (Canada). 2018. (November/December). Vol. 7.
No. 6. PP. 82-89. DOI 10.32370/2018_11_10

12. Khmelevska, I., Slobodianiuk, V. (2025). Artificial
intelligence in music production: prospects for preparing
future masters of musical art for creative activity in a
modern professional environment. [1iBOeHHOyKpaiH-
CbKi Mmucmeuybki cmydii. 3. C. 102-109, DOI https://doi.
org/10.24195/artstudies.2025-3.13

13. Liu, J. (2024). Expressive MIDI-format
Piano Performance Generation. arXiv preprint
arXiv:2408.00900. https://doi.org/10.48550/arXiv.
2408.00900

14. Mitra,R.,&Zualkernan, I.(2025). Music generation
using deep learning and generative Al: a systematic
review. IEEE Access, 13, 18079-18106. https://doi.
0rg/10.1109/ACCESS.2025.3531798

15. Pototskaya, Y. (2017). Style of performing
interpretation as a subject of musicological research.
BicHuk HaujoHanbHOI akageMii kepiBHUX KadpiB Kyflb-
Typu i mucTeuTts. 2 . C.104-11. https://journals.uran.ua/
visnyknakkkim/article/view/138640

16. Thaut, M. H., & Hodges, D. A. (eds.). (2024). The
Oxford Handbook of Music Psychology (3rd ed.). Oxford
University Press.

17. Savage, J. (2021). Teaching music in
England today. International Journal of Music
Education. Volume 39, Issue 4 https://doi.

0rg/10.1177/0255761420986213

18. Cotter, K. N., & Silvia, P. J. (2021). Mental
control of musical imagery in the lab and everyday
life: Combining behavioral and experience-sampling
approaches. Psychomusicology: Music, Mind, and Brain,
31(2), 74-95. https://doi.org/10.1037/pmu0000279



®m MOJEPHI MOWYKWN 'Y MPOCTOPI MUCTELTBA

My3uuyHe MUCNEHHSA: MDK KOHUeNnTyasIbHOK BU3HAYEHICTIO
Ta ncuxoJsioro-negaroriYyHUM NOTEHLiasIoM cydyacHOI
IHTepMUcTeLbKOol OCBITU

OneHa €BreHiBHa PebpoBsa

[OKTOP nejaroriyHux Hayk, npodpecop,
npodecop kadespn My3MyHOro MucTelTsa i
xopeorpadii

[3 «[MiBaeHHOoYyKpaiHCbKui

HauioHaNbHWUIA negaroriyHunia

yHiBepcuTeT iMeHi K. [I. YIWMHCbKOoro»
ORCID: 0000-0001-7549-6811;

MapiaHa Bakapuyk

[oKTOp dhinocodii, AoUeHT

KMLIMHIBCBLKOTO fepXXaBHOro nesaroriyHoro
yHiBepcUTETY iMeHi loH KpsiHre

ORCID: 0000-0001-5184-4076

() @

CrarTa NoLUNPIOETLCA Ha YMOBAX NiLeHsit
Bigkputoro goctyny (CC BY 4.0)

Cmamms npucss4yeHa akmyasizayii My3u4yHo20 MUC/AEHHSI 8 KOHMeKcmi iHHosayill
Mucmeybkoi'ocsimu 8 2/106a/1i3ayitiHoMy cy4acHOMY Ky/lbmypHOMY Npocmopi. 3 ypaxysaHHsIM
cneyjanizayii Muc/ieHHeBOT 0isi/IbHOCMI /IIOOUHU HA20/10WEHO Ha MOMY, W0 /I00CLKUU po3yM
He (hyHKUiOHYe B abcmpakmHOMy BakyyMi, a Mpucmocosyemscsi 00 CrieyuhiyHUX 3aKOHIB
cehepu 3acmocysaHHsl, adanmyrouu CBOI MexaHisMu 06pobku iHghopmayii 0o npupoou
06’'ekma O0C/IOKEHHST Yu MBOPYOCMI, y MOMy Yuc/li, U MUCMEeUbKOI. 3ayBaXxeHo Ha momy,
WO My3uka € He /iuwe 06'€KmOM C/TyX0B020 CrIOXUBAHHS, 2€00HICMUYHUM 00CBIOOM YU
NPOCMOI0 MEXHIYHOK BPABHICMIO MEXHIKO-BUKOHABCHKO20 MUY, & CK/1adHOK CUCMEMOI0
Mi3HaHHs1 CBIMy ma camMo20 cebe Yyepes My3uyHe MUCMEeYmMB0o — akmom iHmesieKmyasibHoiI
2/1UBUHU, WO 3a/1y4ae BCHO CMpPYKMYypy /I00CLKOI 0cobucmocmi: 8i0 epBUHHO20 CEHCOPHO20
pigHs 00 HaliBuWUX MemagpisudHUX cghep cidoMocmi. 3ayBaxeHO, WO My3UYHE MUC/IEHHS —
ye 30amHicme, sIKOK B0/100i€ MBOpYa 0COBUCMICMb, WO 06’eKMUBYE MPOYEC BIOOOPaXeHHS
XKUMMeEBUX peais, icmopuyHux nooiti, 00BKI//IS, /IOOCLKUX CMOCYHKIB MOWo 3acobamu
My3U4HO20 Mucmeymsa. AKmyaslizo8aHO MUMaHHS  KOHUYernmya/bHo20 OCMUC/IEHHS
rnepemuHy My3UYHO20 MUC/IEHHS SIK Ky/lbMyPHO-MUCMeYbKo20 (heHoMeHy ma  Uoeo
rnedacoei4yH020 KOHMeKCMYy 8 Cy4acHUX IHHoBayisix MucmeybKol ocsimu.

Mema 00c/ioXXeHHs1 — akmyastizysamu MikoucyunaiHapHUl Mpogisib My3Uu4HO20 MUC/IEHHS
8 MixMucmeypbkili ma rcuxo/no020-nedazoaivHili KoopouHayii sik pecypcy iHmepmucmeybKoi
ocsimu, BU3Ha4YUMU OCy4YacHeHUl cmaH (byHKUIOHa/IbHO20 OPeosTy My3UYHO20 MUC/IEHHS
B8 napaduemi iHmMepmucmeybKoi ocsimu. Haykosa HOBU3HA M0/12ae B OOIPyHMYBaHHI
CymHOCMI HOBO20 MOHSAMMS —iHMepPMUCMeybka 0csima, W0 € yMOBOK HABYmMmMSsi MUCMEYbKOI
ocsimu, 8 Mexax siKoi 30iliCHHOEMbCS Pi3HOMaHIMHI iHmepmekcmyasibHi, IHmepmexHo/02i4Hi
IHHOBaUiUHI pecypcu MOEOHaHHs mucmeymsa ma Cy4acHUX MoaiMoOa/IbHUX MPaKmuk i3
3acmocyBaHHAM MeXHIYHUX 3ac06i8 BIOMBOpeHHS 06pasy. 3a3HayeHe Po3WUPIOE 20pU30HMU
MY3UYHO20 MUC/IeHHsI 0 ei106as1i3ayitiHuUX MPoeKYU.

Y KoHyenmyasibHoMy acriekmi po32/IiHymo ma akmyasizosaHo mpaduyiliHi ma iHHosayiliHi
ChyHKYii  My3uyHO20 MUC/IEHHS. 30kpema, I[HmeprnpemayiliHa yHKYIS BiOMBOPeHHS
J102iKU  My3UYHO20 MEeKCmy ma CMmU/IEYMBOPEHHS, XaHPOYMBOPEHHSI B ICMOPUYHO-
Ky/lbmyposioaiuHit MpoeKyii; thyHKyisi coyiasibHOI ma Ky/lbmypHOi KoMyHikayii 3acobamu
mMucmeymsa, WO KOPECroHOyembCsi 3 XyOOXHbO-peripeseHmamusHa (QyHKYieto, ska
KOHUeHmpye 8 00cBidi 0cobucmocmi nesHi, sKi PO3WUPOOMb XyOOXHI YsiBIeHHsT ma
CMUMY/IOMb NPOYEC IX OCMUC/IEHHSI | pedhrieKcito. PYHKYiS cuHecmesii, sika akmusisye
Pi3Hi MOOycu cripuliHamms, 8i04ymmsi ma 8I0MBOPEHHS XyOOXHIX 0bpasis ma akmusisye
cy4acHy iHHoBaiyliHy hyHKUit0 MYy3UYHO20 MUC/IEHHSI — iHMepMUCMeybKoi cuHepeii, sika
Cb0200HI HabyBsae CB020 akmyasibHO20 3Ha4YeHHs1 y B3aEMOOIl 3 ¢hyHKUYiEIO HelpoMepexosoi
adanmauyii Kk MucmeybKuM [HHoBauisiM Yughposoeo npocmopy. OKpemMo Ha20/10WEHO Ha
GhyHKYiT 36epexeHHs1 OyXOBHOCMI ma HayjoHa/IbHOI IHOEHMUYHOCMI, 36EPEXEHHS 2yMaHi3my
ma po3suUmKky /It00UHU 8 1f 30amHocmi 00 KpeamusHOCMI ma KpUMUYHO20 MUC/IEHHSI.
KnodoBi cnosa: My3uyHe MUCMeYymso, CUHMe3 mucmeymsa, PyHKUii My3Uu4HO20
MUC/IEHHS1, XYOOXHIU 06pas, xopeoepadpisi, MixmMucmeybka Memodos10zisi, Mo/iModasibHiCMb,
Mucmeybka iHHoBamuka, iHmepmucmeybka ocsima, Helipomepexosa adanmauyis, msop4ya
ocobucmicms, iHghopmMayiliHo-KOMYHIKamuBHi MexHos1ozii.
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