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CREATIVE-PERSONAL PRINCIPLES OF THE COMPOSITOR'S
POSITIONS OF D. SHOSTAKOVICH IN THE LIGHT OF THE
AUTOROLOGICAL APPROACH

The purpose of this article is to determine the preconditions and factors of the musicological
autorological study of the creative and personal principles of composer poetics of D. Shostakovich, to reveal
the specifics of the cumulative image of the author, which arises in the style of the music of Shostakovich.
The methodology of work is determined by the author's theory and autorological approach in their
interdisciplinary meaning and in unity with the musical-textural method. The scientific novelty of the study
is determined by the selection of personal parameters of creativity Dm. Shostakovich and giving them
autorological explanation, specification in connection with the phenomenon of composer interpretation. The
conclusions. Shostakovich is a type of universalized transitional personality aimed at reflecting the
antinomic preconditions, factors of cultural human existence, thinks of tragic aesthetic categories, but
conquers them with the cathartic height of the musical image, combining the leading paradigms of music of
the twentieth century — neoclassicism and expressionism, hence the classical and aclassical indicators of
composer's creativity.

Keywords: creative person, composer poetics, Shostakovich's creativity, stylistic polylogue,
transitivity.

I'anna Ceamocnasiena €3epcvka, 3000ysau xkageopu icmopii my3uku ma My3uyHoi emuoepaii
Ooecvkoi HayionanvHoi my3uunoi akademii im. A. B. Hexxcoanosoi
Teopuo-ocooucmicnui 3acadu kKomnozumopcokoi noemuku JI. Illocmaxkoeuua y ceimni
asmopo02iuH020 niOX00y
Mema Oanoi cmammi — GU3HAYUMU NEPeOyMOBU [ YUHHUKU MY3UKO3HABHO20 ABMOPONOSIUHO20
BUBUEHHS MBOPYO-0COOUCMICHUX 3acad KomMnozumopcvkoi noemuku JIm. Illocmakoeuua, euseumu
cneyugixy cykKynHoeo obpaszy aemopa, AKUll GUHUKAE Yy cmuivosomy 3micmi mysuxu Lllocmaxosuuya.
Memooonozia pobomu  3ymoereHa  meopiclo  asmopa i ABMOPONOSIYHUM — NIOXO00OM 8  iX
IHMEPOUCYUNTITHAPHOMY 3HAYEHHI Ma Y €OHOCMI 3 MY3UKO3HAGUUM MeKCcmoao2iunum memooom. Haykoea
HOBU3HA  OOCHIOJCEHHS  BUBHAYAEMbCA — BUOKDEMIEHHAM — OCOOUCMICHUX — Napamempié  meopuoCcmi
Ju. [llocmakosuua ma HAOAHHAM iM ABMOPONOIYHO20 NOSCHEHHs, KOHKpemuzayii y 38 83Ky 3 Asuujem
KoMnosumopcokoi inmepnpemayii. Bucnoeku. I[llocmakosuy € munom YHieepcanizo8anoi nepexioHoi
ocobucmocmi, wo HayirleHa Ha GI003ePKAIeHHA AHMUHOMIYHUX NepedyMos, YUHHUKIE KYIbMYPHO20
JII0OCbK020 OYMMs, MUCIUMb MPALTYHUMU eCMemUYHUMU Kame20pismu, aie niOKOpPIoE iX KamapmuyHiu
BUCOYUHI MY3UUHO20 00pazy, NOEOHYIOUU NPOBIOHI napaouemu mysuku XX cmonimmsa — HeoKIacuyusm i
eKCnpecionizm, 36i0CU KIACUYHI MA aKIACUYHI NOKA3HUKU KOMNO3UMOPCLKOI MEOPUOCHI.
Knwuosi cnosa: meopua ocodbucmicms, KOMHO3umMopcvka noemuka, meopuicms Lllocmakosuuya,
CMUIbOBULL NONLN02, NEPEXIOHICb.
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smHoepaguu Odecckoll HaYUOHATLHOU MY3bIKATLHOU akademuu umenu A. B. Hescoanosoii

Teopuecku-ruunocmnoe ocnogvl Komno3umopckou nodmuku Jl. Illocmaxkoeuua 6 ceeme
aémMoponNO2UYECcK020 n00Xooa

Henv oOannoti cmamvu — onpederumv  NPeONOCHLIIKU U (PAKMOPbL  MY3bIKOBEOUECKO2O
aA6MOPONIO2UYECKO20  U3YYEHUsI  MBOPYECKU-TUYHOCMHLIX —~ OCHO8  KOMNO3UMOPCKOU — NOIMUKU
JIu. lllocmaxosuua, eviasums cneyughuxky COBOKYNHO20 00pasza asmopd, B03HUKAIWE20 6 CMULe80M
coodepxcanuu  my3viku [llocmakosuua. Memoodonozua pabomuvl 00ycnosiena meopuel asmopa u



asmopoiocudecKum NnOOX000M 8 UX uHmepc)ucqunﬂuHapHOM SHAYeHUU U 6 eOUHCmee C My&’blKO@edlleCKuM
MEKCMON02UYEeCKUM MEMOOOM. Hay'll-l(l}l HOBU3HA UCCIIE008AHUS onpe()eﬂ}zemwz gvloeneruemM TUYHOCIMHbIX
napavempoe meopudecmeda ﬂM Illocmakosuua u npedocmaeﬂeHueM Um aemopoiocudeckoco 06’bﬂCH€HMﬂ,
KOHKpemusayuu 6 CeAA3U C sA6J1eHUem KOMI’IO’J’MWZO]?CKOI:Z unmepnpemayuu. Buoieoowt. [llocmakxosuu sensemcs
munom yHM6€pCCZJZu306aHH01/7 nepexodnoﬁ JUYHOCmMU, HaueﬂeHHOﬁ Ha ompasicenue AanmuHOMUYECKUX
npednocwzox, qbaKmopoe KYJ1bmypHO2O YeloeedecKko2o 6blmu}1, MblCium mpacudecKumu scmemudecCKumu
Kamezopuimu, HO NOOYUHSIEM UX KamapmuueCKoﬁ 6036blULEHHOCMU M)Y3bIKAJIbHO2O 06pa3a, CcOeOunsis
660)/1/1/[1/18 napa()uZMbl MY3blKU XX eexa — HeoKlaccuyusm u SKCnpecCuOHU3M, omcroda Kiaccuyeckue u
akjuaccudecKue nokazameiu KOMno3umopCcKko2o meopiecmed.

Knrwuesoie ciuoea: meopdecKkas JUYHOCM®b, KomMnosumopckast nosmukda, meopdecmeo
Illocmakosuua, cmunesou noJiujioe, nepexoOHocmb.

The relevance of the study of the composer's creative personality is a theoretical
axiom of musicological science, since the professional experience of European academic
music is built around the composer's figure, based on the principles of composer's activity in
all its variety of manifestations. But there are compositional personalities that require in-
depth attention, constantly remain in the focus of the study of musical and stylistic processes,
because they determine their paradigmatic dimensions. The artist who defined the formation
of the "style of culture™ in the music of the XX century, marked his creativity as his pinnacle
and remained a symbol of academic composer poetics of this era is Dmitryi Shostakovich,
whose personality acquires a new global globalized artistic and creative resonance with
every decade. Despite the volume of a number of literary sources devoted to Shostakovich
(see: [1-2; 4-5; 9-13; 18; 20-21], both scientific and nonfiction [6-7; 19], the question of his
creative guidelines as an expression of deep semantics not only of the musical text, but also
of personal consciousness, do not lose their acuity and the demand for musicological
knowledge. In recent years, the importance of these issues has been reinforced by the
attachment of the problems of the author and the autorological approach to them, concerning
the music-creative process, in particular, and the necessity to highlight the phenomenon of
composer interpretation as undoubtedly the original author's experience of the music art in
general. Combining with the need to consider personal factors of musical creativity, the
formation of the concept of music author (authorship) inevitably leads to the updating of
stylistic definitions - to the updating of the category definitions in particular, as to the
concept of the author's compositional style (see [16; 17]).

The aim of this article is to determine the prerequisites and factors for musicological
autorological study of the creative and personal foundations of composer’s poetics of D.
Shostakovich, to reveal the specifics of the composite image of the author, which arises in

the style content of Shostakovich's music.



The main content of the work. The path from the term "composer" to the personal
self-esteem of the music author, expressed by the means of the composer's interpretation as a
polyological type of communication, is quite complicated and requires a special study of the
factors of art activity of the creative subject - the composer, aimed at the text of the musical
work, which should be considered as an autonomous linguistic phenomenon. According to I.
Konovalova's research, these sides of the research path lead to the identification, as essential
to the issues of composer's consciousness and musical thinking, questions of musical and
linguistic explication, as a result, lead to the identification of the "logistic sphere of self-
representation”. The latter is a very widespread phenomenon, because it manifests itself in a
"double-semantic quality”, leading not only to musical but also to verbal creativity, verbal
self-expression - verbal self-identification - to the artists of music. As |I. Konovalova notes,
the composer may appear in the post of verbal author (see p. 170). This perspective of the
composer, which determines the crucial importance of the verbal components of his musical
poetics, has been repeatedly emphasized by other musicologists, but has not been singled out
to this day as a separate "Logos of autopoiesis™. Meanwhile, it provides opportunities (and 1.
Konovalova makes good use of it in the last section of his research) to demonstrate provably
the personality-existential indicators of the creative thinking of the composer, to identify the
synergistic potential of the image of "musical author".

Today, it is quite common for references (among musicologists and performers) to
expand the academic horizons of musical creativity, to open up in composer creativity, in
accordance with the processes that take place in musical reality - the linguistic sound space
of music, completely other "horizons of understanding”, which often do not include
understanding of not only academic, but also extra-musical factors, thus rebuilding the
phenomenon of musical programmability. Therefore, it acquires a different, higher, level of
generalization of the concept of composer creativity, which is able to enter the middle space
between the academic canons and outside the academic freedom, that is, another type of
canonization, which comes from the process of massaging the musical consciousness. The
concept of the modern composer, for example, «Modern composer - the creator of the
musical picture of the world - the experimenter and the “architect” of the sound space, the
artist and the analyst, acquires a new content load, spiritual and universal values and laws”
[17, p. 56]. This definition should first and foremost indicate the artist's direct connection

with time; modern, that is, literally consonant with time, getting along with it and creating its



own temporal relations, the composer is the personal phenomenon that allows to specify the
stylistic intentions of the composer's interpretation.

For a composer’s art, XX century is already symptomatic of "free ownership in the
process of creating music by all the accumulated culture of genre-style experience", both
with its holistic modeling by style epochs and with selective representation (p. 341 diss.),
when "a musical work becomes specific communicative and semantic space and
representative of the composer's copyright” (p. 359 diss.). And a convincing example of such
a generalized and individualized, universal, at the same time author-personal representation
of the meaning and text-forming possibilities of music is the work of D. Shostakovich. Its
position on the verge of academic and extracurricular - as a broader and more
accommodating academic experience (the aspiration of the composer of mass-applied genres
as liberating from the shop floor) is obvious - it does not prevent, even contributing to
Shostakovich's concentration in the poetics of all compositional academicism. The
conditions of the author's awareness and realization of the principles of purely academic and
extra-academic musical "linguistic thinking" are mastering the whole system of musical
genres of the varietal, but also the primary origin, which enables to demonstrate the
historical transitivity, transitivity of the composer's method in combination with its culture.
Drawing on tradition, mastering, first of all, large operatic and symphonic forms, that is,
mastering the content of the great in all respects, both in structure and in thematic material of
genre forms, the composer uses new genre installations - musical and linguistic principles.
Therefore, it is quite fair to evaluate his method as universal and philosophically focused,
with neoclassical features and a "modernist” orientation, sensitive to technological
innovation and conceptualizing, that is, reaching a semantic depth of musical and linguistic
reception. "A unique personality is endowed with universal properties” [17, p. 431] - thus 1.
Konovalova defines the paradoxical logic of the Shostakovich composer's thinking, which
includes in the list of style features of the artist almost the whole set on the art of the XX
century aesthetic and cultural nominations: "The essence of the phenomenon of the
composer in the dynamics of the development of avant-garde-modern-postmodern creativity
of the XX century, define universalism, conceptualism, dialogism, experimentalism,
technology” [17, p. 477]. Effective in determining the personal nature of the author's style is
the notion of chronotope, which best demonstrates its potential in studying the attitude of the

composer to the time offered to him the way (form) conceptualization of time.



The research of I. Konovalova makes it possible to notice that in discussing the role of
chronotope in the composer's poetics, it is important to refer to the author's statements,
because, as I. Konovalova observes, “in the verbal messages that result from the work of
individual consciousness, the specifics of the composer's thinking and style are revealed and
vectors of his creative activity, spiritual and mental orientations and aesthetic dominants of
creativity are revealed. These texts reveal a semantic connection with musical authorial
discourse and reveal the intellectual intentions of the creators, which determine the ways of
their individual-style evolution” [17, p. 389].

Thus, to the theoretical realm of creative-personal factors study of composer creativity
of the author-interpretative phenomenon is also added the idea of a holistic composer Logos,
which most clearly appears verbally, "focuses on fundamental and conceptual studies of
historical-theoretical and theoretical (theoretical and critical articles, reviews, reports)
pertaining to the realm of “composer musicology" and show a depth of insight of musical art
"Mechanism”, literature contained personal managing"” [17, p. 428]. With the help of the
composer's word you can approach the hidden meanings, mysterious areas of the composer's
poetics - at the level of the origin of a musical idea, touching the origins of musical thought,
or the completion of a creative project, as a method and technological achievements
generalization, awareness of his own contribution to the musical logosphere, expression of
logic. Hence the possibility of enhancing musicological analytics when comparing verbal
and logical and musical and logical principles, that is, an attempt is made to make a
comparative characteristic of musical and verbal types of logic. The theme of composers'
verbal thinking, or the question of comparative study of the musical and verbal logospheres,
as equally involved, though with different consequences, in composer's poetics, seem to be a
branch not only of the problem of composer's activity, but also of the leading theme of
authorship in music - of composer authorship as increasingly complicated to a broad
phenomenon that affects the nature and position in the cultural world of the semiosphere of
musical art, develops new principles of holistic organization of the given semiosphere, in
which the musical beginnings still remain initiating, but verbal ones provide programmatic
communication, semantic definition, and “transliteration” of the musical intent.

We emphasize that the composer's understanding / thinking involves special ways of
interpretation; it always took into account the semantic properties of the word, the seminal

functions of verbalization. But there are different kinds of words; a word in music and a



word about music, and although in the composer's poetry these two varieties are closely
related, but in terms of musicological discourse these connections still need to be proved,;
verbal clarifications and explanations of the composer's method are of authoritative
significance and authenticity only when they are based on direct communication with the
master of music, that is, they are literal and dialogical, and include the flare of words
(consciousness) of the composer himself.

On the basis of research that restores the "direct voice" of the author, even given their
prevailing journalistic nature, it is possible to build an idea of the composer's style thinking -
to offer a theoretical model of the author's style. No wonder K. Meyer defines the leading
purpose of his book on Shostakovich as an effort "to present Shostakovich as fully as
possible, regardless of the contradictions and ambiguities, in the broad context of this
multifaceted personality,” that means he directly addresses the personality of the artist,
introducing him to all discussions [19]. This semi-memoir work, like the book by S. Volkov,
and some other journalistic and personal studies of Shostakovich's creative path allow us to
convince ourselves that the style of the composer is a reflection of the main tendencies of the
style self-determination of music of the XX century, confirming the "transitivity" as an
essential paradigm of his musical paradigm.

The universal stylistic cut of the composer's experience allows Shostakovich to reflect
- to modernize the antinomic features of the spiritual culture of the XX century, finding a
special author's embodiment of the transformation of the principles of semantic polyphony
and the related field of stylistics. The phenomenon of style polylogue in Shostakovich's work
becomes part of a complex mechanism of genre transformations: the polyphonicity of style is
interdependent with the dialogue of the genre.

Considering Shostakovich's work from the point of view of their polylogue, that is, "as
well as music about music turned to music", it is possible to explain a number of specific
signs of neo-romanticism and, more broadly, the non-stylistic tendencies of modern music.
Thus, the rise of the author's style to the level of "epoch style" is directly related to its
generalizing and integrative capabilities, that is, its ability to polysemantic formations. At the
same time, thanks to individual stylistic decisions, music of the XX century opened the most
important and polyphonic contents. In involvement with these processes, one can see the

purpose of composer poetry of Shostakovich as a whole.



Shostakovich's stylistic intertextual innovations are addressed in Solomon Volkov's
book “Shostakovich and Stalin” [7]. Moreover, the culturological approach to Shostakovich's
work contributed to the discovery of these innovations, that is, the desire to find in his music
typical signs of the culture of his time. Thus, Volkov discovers the content of Shostakovich's
music, based on its socio-cultural context, helps to find in Shostakovich's style a typical
model of cultural style.

The style of culture becomes the property of the composer's individuality, or the
individual composer's style rises to the value of the cultural style precisely when the
composer's creativity has the ability to style transitivity. As it was noted in the work of M.
Yemelyanenko [16], it is precisely by acquiring the features of the interstyle, that is, broad
stylistic transitivity that Shostakovich's authorial style rises to the epochal level, that is,
becomes the basis of the general "composer's legislation”. One of the constant stylistic
parallels in Shostakovich's music is the intonational material of Mahler's works (this is
especially emphasized by S. Volkov [7, pp. 322-323]), and this parallel between
Shostakovich and Mahler leads to a deep similarity in the level of musical thinking and
aesthetic thinking. | must say that Shostakovich repeatedly pointed to his closeness to
Mahler and his particular interest in him (while working on the Fourth Symphony,
Shostakovich's piano, as friends recall, contained the notes of Mahler's Seventh Symphony).
In general, the symphony from the first acts is recognized as the work of Shostakovich,
however, in the final piece of the third part, which begins with a funeral march, there is an
undeniable influence of Mahler's symphony with his philosophically and cathartic perception
of death.

S. Volkov also notes that the features of contemplation, so characteristic of Gustav
Mahler's "Songs of the Earth", are characteristic of Shostakovich's oratorio "Song of the
Forests", which has not been noticed before. Musicologists have always considered this not
the most popular opus of Shostakovich as a melodious piece of music with reminiscences
from Glinka, Tchaikovskyi, Mussorgskyi, but not in any way correlating it with Mahler's
stylistic thinking [7, p. 562-563]. Influenced by Mahler's work, Shostakovich revisits his
methods in repeating the musical form that finds place in his vocal "The Jewish Cycle" - the
first three songs of the cycle (they have clearly audible references to "The Magic Horn of a

Boy") are three lullabies, with a paradoxical in aesthetic sense of their interpretation.



Polyphonic and compositional and dramatic activity of using polyphonic techniques
and forms has always been characteristic of Shostakovich's music. In this respect, he shares
the aspirations inherent in the work of composers of the XX century, in particular, Mahler's
work. The irony of Shostakovich's symphony, as a new kind of humor in music, is also seen
as an inheritance of the character of the Mahler symphony.

Although Shostakovich views Mahler's music as a "field" for quotation, he goes
further by modernizing and individualizing (authorizing) the musical language. M. Sabinin
in his book "Shostakovich as a symphonist” indicates that the image of the funeral march in
the finale of the Fourth Symphony Shostakovich did not receive such a grand development
in Mahler. The researcher notes that although the figurative and dramatic significance of the
march genre is inherited by Shostakovich's symphony from Mahler, the latter does not find a
march similar to the finale of the Fourth Shostakovich Symphony; the latter is to be
compared with Scherzo's first Mahler Symphony, a mourning march in Callo's manner with
whom he is remotely similar [21].

Musicological discourse allows us to state that the idea of comparison-borrowing,
joining-continuation, reverberation in historical time and in the musical-textual space is not
at all unnecessary for the realization of the original author's origin, creative self-
identification of the artist. It is in this way that Shostakovich finds the defining features of
his own creative personality; it allows him to realize and deeply embody the transitional
qualities of his musical language, to create a full-fledged image of an author who is
responsible for witnessing the "breaking of time", the turning point of epochs.

The scientific novelty of the study is determined by the separation of creative and
personal parameters of creativity D. Shostakovich and providing them with an authoritative
explanation, concretization in connection with the phenomenon of composer's interpretation.

The discovery of the content and purpose of the composer's dialogue over time in its
historical and contemporary (for the artist) meaning leading to personal-stylistic installations
leads to the conclusions that Shostakovich, like Mahler, is a type of universal transitional
personality, aimed at reflecting the antinomic, the factors of cultural human being, he thinks
with tragic aesthetic categories, but subdues them to the cathartic height of the musical
Image, thus combining, up to a complete merger in the author's style, leading paradigm
music of the XX century - neoclassicism and expressionism, hence the classical and classical

indicators of composer creativity. This allows the composer's interpretation to gain a limit of



artistic latitude, opening up new dimensions of musical academism, projecting extra-
academic trends in the author's musical thinking.
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