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FORMATION OF MODERN MUSICAL STYLE SPACE ON THE EXAMPLE
OF CREATIVITY OF UKRAINIAN COMPOSERS.

The purpose of the article is to determine the main stylistic trends that are presented in the Ukrainian academic music
space. Achieving this goal consists in isolating the creative approaches of various Ukrainian composer schools to determine their
specific interaction in social and cultural terms. The methodology of the research. To study the peculiarities of the modern style
palette in the academic music space of Ukraine, an analytical method and a synthesis method are used. Scientific novelty. The
creative method of modern Ukrainian authors is the free operation of the achievements of style trends of the past and their
combination with the leading compositional techniques of the present. Growing interest in the media and electronic music is one
of the promising areas of the culture of the 21st century. Conclusions. A significant role is played by neo-folklore as one of the
leading and outstanding trends of the present. Attention is focused on the use of the principle of polystylistics, which leads to the
formation of a meta-language. The emergence of a tendency to revive the traditions inherent in Ukrainian art, manifested in the
formation of the , «neo-baroque».
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Hopoghecsa Beponika IOpiiena, xanouoam mucmeymeo3nagcmasa, 0oyenm Kuiscbko2o HAyioHAnbHO20 YHIgepcumemy
KYZIbmypu i Mucmeyme

®opMyBaHHSI Cy4aCHOT0 MY3HYHOI'0 CTHJIHLOBOT'O NPOCTOPY HA MPHUKJIAAi TBOPYOCTi YKpPaiHCBKHX KOMIO3UTOPIB

Merta cTaTTi — OKpECIUTH OCHOBHI CTHJIICTHYHI TEHJCHIII, sKi IPEACTaBICHI B YKPAiHCBKOMY aKaJeMIYHOMY
MY3UYHOMY IpocTopi. JlocArHeHHs 11i€i MEeTH MoJsirae B BAOKPEMJICHHI TBOPUUX MIJIXOJIIB PI3HUX YKPaiHCHKHX KOMITIO3UTOPCHKUX
LIKUT 71 BU3HAYCHHS X KOHKPETHOI B3a€MOJil B cOLIalbHOMY Ta KyJbTypHOMY Iuiani. MeromgoJiorisi pociimxenns. s
BUBUEHHA OCOOJIMBOCTEH CydacHOi CTWJIBOBOI HAJITPH B HPOCTOPI aKaAeMiyHOI MY3MKH YKpaiHH BHUKOPHCTOBYIOTBCS
AHATITUYHUA MeTon Ta Mero] cuHTedy. HaykoBa HoBM3HA. TBOpUYMM METOZOM Cy4YacHHMX YKpPAiHCBKHX aBTOPIB € BIJIbHE
OTIEpPYBAHHsI JIOCSTHEHHSAMH CTHJIBOBHX HAINPSIMKIB MHHYJOTO 1 iX MO€IHAHHS 3 HPOBIJHUMH KOMIIO3UTOPCHKMMH TEXHIKaMH
CHOTOJICHHS. 3pOCTaHHA iHTEpeCy IO 3ac0o0iB MacoBOi iH(popMallii, eTeKTPOHHOT MY3HUKH € OJHIM 3 IEePCIIEKTUBHUX HAIPSMKIB
KynbTypu XXI cromitrs. BucHoBKkH. Bupinserscs 3HauHa posib HEO(OJBKIOPU3MY SIK OZHOTO 3 MPOBITHHUX 1 BHU3HAYHHUX
HanpsIMKiB Cy4acHOCTi. AKIEHTY€ThCS yBara Ha BUKOPHCTaHHI NPUHIUIY MONICTHIIICTUKH, SKWH HNPU3BOJUTH A0 (HOPMYBAHHS
MeTa-MOBH. Biq3Ha4eHO BHHUKHEHHS TEHACHIIT 10 BIAPOMKEHHS Tpaaulliid, NPUTaAMaHHUX YKPaiHCBKOMY MHCTENTBY, IO
BUSIBJISIETHCS] B CTAHOBJIGHHI «HOBOTO 0apoKO».

Kuro4oBi cjioBa: cTHIb0BHI TIPOCTIP, YKPATHCHKI KOMIIO3UTOPH, HEO(POIIBKIOPU3M, «HOBE 0aPOKKOY, TOJIICTHIIICTHKA.

Hopogheesa Beponuxa IOpvesna, xanoudam uckyccmeogeoenus, ooyenm Kueeckoeo nayuonanvnozo ynugepcumema
UCKYCCMEB U KYIbMYPbl

®opMHPOBaHHE COBPEMEHHOI0 MY3bIKAJIbHOI0 CTHJIEBOTO NMPOCTPAHCTBA Ha NpHMepPe TBOPYECTBAa YKPAHMHCKHX
KOMIIO3UTOPOB.

Henbp crarbm — ONPENEIUTH OCHOBHBIE CTHJIMCTUYECKME TEHACHLMH, KOTOpPbIE MPEJCTaBICHbl B YKPAaWHCKOM
aKaJeMUYECKOM MY3bIKAIbHOM MPOCTPAHCTBE. JIOCTIKEHHE 3TOM LENM 3aK/IIOYaeTcs B BBIICICHUUM TBOPYECKUX MOAXOJOB
Pa3IUYHBIX YKPAaWHCKUX KOMIIO3UTOPCKHUX IIKOJ JJISi OIpeAeseHHs] UX KOHKPETHOrO0 B3aUMOACHMCTBHS B COLMAIBHOM H
KyJbTYpHOM IIaHe. MeToaoJiorusi ucciaenoBaHusi. s u3ydeHHs] OCOOCHHOCTEW COBPEMEHHOW CTHIJICBOH TAJIHUTPHI B
MPOCTPAHCTBE AKaJEMHUECKON MY3bIKM YKpauHbl UCIOJIB3YIOTCS aHAIUTHUYECKUN METOJ U MeToj cuHTe3a. HayuHasi HoBU3HA.
TBOpYECKHM METOAOM COBPEMEHHBIX YKPAHMHCKHX aBTOPOB CTAHOBHTCSA CBOOOIHOE ONEPUPOBAHHE JOCTIKCHHSIMHU CTHJIEBBIX
HaIIPaBJICHUH MPOLLIOrO U UX COYETaHHE C BEIyIIMMHU KOMIIO3UTOPCKMMM TEXHUKAaMM HacTosuiero. Poct uHrepeca k cpencram
MaccoBOW WH(OPMAILMH, IEKTPOHHONH MY3BIKH SBJISETCS OJHHM W3 MEPCHEKTHBHBIX HAampaBleHHA KyJIpTypsl XXI Beka.
BeiBoabl. Brimensercs 3HauuTeNbHas pONb HEO(ONBKIOpH3Ma KaK OJHOTO K3 BEAYIIMX M BBIJAIONIUXCSA HAINPaBICHUN
COBPEMEHHOCTH. AKIEHTHPYETCSd BHMMAaHME Ha MWCIIOJIb30BAHUM MPHUHIMMA TOJIUCTUIMCTUKH, KOTOPBIM MNPHUBOJUT K
(dbopMHUpOBaHUIO MeTa-s3bIka. OTMEYCHO BO3HHKHOBEHHE TEHICHIMU K BO3POXKACHUIO TPAIHWIUN, MPUCYIIMX YKPAHHCKOMY
HCKYCCTBY, TPOSIBIITIONINXCS B CTAHOBJICHUH «HOBOTO OapOKKO».

KaioueBble cioBa: CTwiIeBOE NPOCTPAHCTBO, YKPAaMHCKHE KOMIIO3UTOPHI, HEO(OJIBKIOPU3M, «HOBOE OapOKKOY,
MOJIMCTWIMCTHKA.
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Urgency of the research. Ukrainian artistic musical sphere is represented by a great
number of composers. Thus, every year there appear a series of musical projects. It promotes
discovery of new names, while the classics of the national composer school continue to work
successfully. With change of generations and over time, alteration in style of author's art
coloring is gradually taking place. The study of specifics of development of the academic
branch of musical culture in Ukraine is an actual and important task, although rather
complicated, because it is difficult to assess the significance of events that have not yet been
tested by time. However, it is well-known that in the history of musical art there were
references to composers and their works, due to a high estimation of their contemporaries,
which makes it expedient to appeal to the contemporary stylistic space.

Analysis of the research and publications. Specifics of the contemporary stylistic
assortment are presented in the works of G. Nikolayi and O. Serova. The analysis, presented
in the work of S. Sadovenko, aims at studying the manifestations of neo-folklorism in the
works of Ukrainian composers. The philosophical and cultural substantiation of stylistic
dynamics within the framework of contemporary Ukrainian musical practice is carried out in
the works of I. Lehenkyy and O. Opanasyuk. Issues related to electronic music and its media
form of existence are presented in the scientific researches by A. Zagaykevych and
M. Cherkashin-Gubarenko.

The purpose of the article is to outline the main stylistic directions, presented in the
contemporary Ukrainian academic music scene. The achievement of this goal involves
selection of creative approaches among representatives of various Ukrainian composers
schools, in order to identify the specifics of their interaction in the socio-cultural dimension.

Presentation of the main material. Analysis of Ukrainian contemporary music scene
is rather a complicated problem, because every composer seeks to find his own style,
principles of orchestration, turns to different genres. However, there are several trends that
are typical of most authors. First of all, it’s worth mentioning that the end of the 20th century
passed under the slogans of postmodernism, for which there is an appeal to all previous
stylistic directions, their free combination, mixing, quoting. The basis of the postmodern
view of life is irony, which manifests itself in the absence of certain ideological guidelines,
everything is doubted. However, at the beginning of the XXI century, there is a gradual
reduction of irony in favor of lyricism and sincerity. G. Nikolayi notes that the main features

of Ukrainian music have become openness to the world, “dialogue” in relations with the



natural and human environment, dreaminess and spirit of hyperbolization. The musicologist
mentions the following features of contemporary composer’s creativity: “Modern domestic
composers tend to work on the national grounds of style of the previous epochs, using
baroque, classical, romantic, as well as brightly individualized elements in their unusual,
original postmodern interaction. There is an organic combination of national-ethnic folk
sources with the riches of the eastern and western cultures of the past and the present. There
Is a revival of the interest of artists to the ancient values of the people — first of all, to
religious ideals as the highest sacrament of spirituality” [3, 131].

Interconnection of composers creative work and folklore basis really was and remains
one of the leading principles inherent in Ukrainian national music. The features of “neo-
folklorism” can be found in the works of many classics of contemporary musical culture,
like: L. Grabovsky, L.Dichko, M. Skoryk, S. Stankovych. “Today the neo-folklore
tendencies and styles close to the neo-folklore remain the modus of updating of artistic
means, principles of musical thinking and tonal organization in the works of composers of
Ukraine. Neo-folklorism is a symbolic center of all Ukrainian musical culture.
“Modernization” of the archaic character continues to be reflected in the active penetration
of neo-folklorism into contemporary composing work of both Ukrainian, and the world
musical culture” [5, 176-177

Although Neo-folklore is in a sense a mainstay for Ukrainian composer thinking, there
Is @ number of other trends presented in contemporary music. Features of neo-classicalism
are characteristic of certain works of V. Silvestrov. In music practice, the attraction to neo-
romanticism is increasing, the lyrical basis begins to change the skeptical world outlook.
G. Nikolai accurately characterizes the peculiarities of piano music in the late 20th century,
which can be fully applied to other genres of composer's creative work: “Starting from the
80s and 90s of the 20th century, typical for Ukrainian piano music are: intertextuality as one
of the possibilities for a new “reading” of traditions; “New folkloric wave”, with the
synthesis of archaic folk melodies, folk-dance rhythms, typical Ukrainian intonations in the
context of contemporary composing writing; “Game with tradition” at the level of time
epochs, styles, genres, musical forms; polystylism as a meta-language, combining all the
cultural heritage of the past and the present, as well as the constant pursuit of universal
categories. Musical polystylism does not violate the individual style of the composer, but

becomes a definite universal language, universal style, “meta-style”, which eliminates



contradictions and actually unites artistic and worldview traditions of different epochs and
cultures, which are reflected in musical styles” [3 , 131]. Polystylistics remains one of the
guiding principles that characterizes the art of postmodernism and serves as a kind of engine
for the creative processing of achievements of the past centuries.

It is quite unconventional for musicology, but, in our opinion, expedient to have an
approach to the history of Ukrainian music, proposed in the research of O. Opanasyuk. Thus
the author distinguishes four main periods of its development: the intentional-semantic stage
(the end of the 19th — the beginning of the 20th century), the intentional-identical stage (the
middle of the 20th century), the intentional-dynamic stage (1970-1990) and the intentional-
functional stage (the end of the 20th — the beginning of the 21st century). The first period is
characteristic of “the development of retrospective, introspective, compilative and
destructive forms of artistic expression” [4, 213], in the second period there develop late
romantic and realistic traditions; in the third period there is a formation of a strong
composer's school, when the following style trends take place, such as “neo-romanticism”,
“non-traditionalism”, as well as a widespread principle is polystylism. The correct definition
of polystylism according to I. I. Legnik is as follows: “Polystylism is a total-eclectic reality
or environment in which one can define more or less structural or authentic axes of allusions
and quotes in the communicative space of aleotorics and expressive polyphony of sonorics.
However, we see the need for creating an open, dissolved space that is focused on musical
communication” [2, 76].

The most interesting for this study is the last period — the intense-functional stage,
when it is difficult to identify one particular style direction. O. Opanasyuk notes that stylistic
diversity and stylistic pluralism are inherent in the Ukrainian composers™ school. “Perhaps
this very fact initiated the emergence of the term “mixed style”, which, however, does not
contribute to the clarification of the stylistic situation in contemporary art” [4, 216]. If we
proceed from this conception, true is the assertion that contemporary Ukrainian academic
music includes practically all of the styles that existed until now.

It is possible to distinguish two contemporary semantic dominants, associated with the
emotional coloration of creative works. Music scientist S. Sadovenko in his study mentions
imaginative spheres that tend to emotional neutrality and the desire to “reach the limits of

silence” and musical moans, “weepings”. The imagery of the first group is typical of such



composers as A. Zagaykevych and V. Polyov. The second group is presented by a series of
works by I. Shcherbakov and V. Zubitsky.

One of the strands that gained significant development in Ukrainian music is
minimalism. In the second half of the 20th century, the influence of minimalism reflected in
the works of L. Grabovsky, V. Silvestrov, and A. Shchetinsky, and in the beginning of the
XXI century its manifestations were present in the works of Z. Almasha, O. Bezborodko,
V. Guba, S. Zazhitko, O. Kozarenko, V. Polova, O. Serova, O. Shimko. It should be noted
that first of all it is about the use of minimalism technology, rather than the full reproduction
of the style. O. Serova points out that most authors combine it with an appeal to folklore and
their own creative methods. “The specificity of the works of Ukrainian composers, whose
creative work corresponds to minimalism, became the focus on conceptuality, sacredness,
aesthetic and artistic ideals of the past, the folklore that promotes awareness of the continuity
of the connection of times, as well as the intuitive orientation towards the spirituality of the
principles of “return to harmony”, equilibrium of traditions and innovativeness, restoration
and renewal of the national mode” [6, 55].

The same idea is emphasized in studies of other art historians. The use of a wide range
of styles within the framework of the activities of one composer can convey his creative idea,
and it can be a sign of his belonging to the Ukrainian socio-cultural type of being. I. Ledenky
points out: “Folklorism hides the image of the world that is defined in the urbanized
environment of the architectural space as “musical frescoes” ... Frescos in the music of the
late 20th — early 21st centuries are modern technologies devoid of musical matter and fresco
material. There is no stone here, there is no sand, there is only a sound that sounds and does
not sound” [2, 78].

Worth noting is the growth of the role of composers™ techniques, which were poorly
represented in the national tradition. First of all, it concerns the development of the field of
computer sound synthesis, which becomes increasingly widespread among composers.
A. Zagaykevych is one of the leading apologists of electronic music, combination of “live”
sounding instruments and their synthesis and processing in special computer programs. Her
creative work consists not only of electronic music, but also of symphonic and chamber
music, opera, music for O. Sanin's films “Mamay” and “Povodyr”. A. Zagaykevich notes:
“Electronic music from its very beginning operates fundamentally different acoustic

material, connected with a special artistic reality — the world of “synthesized” art with its



own circle of technological concepts. “Ad marginum” is created at the intersection of the
gravities of two artistic systems of contemporary academic music and synthetic media art;
electronic music gradually created a self-sufficient field of creativity, where constant
metamorphosis undergoes such fundamental concepts of musical theory as “musical

2 (13 29 [13 29 (13

creativity”, “composition”, “musical form”, “musical instrument”, “timbre”, “texture”. [I,
39].

The formation of stylistic space in the contemporary composers™ school is also due to
the sociocultural framework in which the future artists grow. Cultural projects and initiatives
are an important component that influences the creative personality. Let us note that due to
an active festival practice in the Ukrainian artistic sphere you can observe the appearance of
a peculiar “social order” for certain genres for certain instruments or performers, which takes
place through the implementation of various projects within the framework of the
International Forum “Music of the Young” (and similar festivals) for example: “Solo flute
project”, “Ethno-modernity project”, “The solo piano project” and others. M. Cherkashina-
Gubarenko points out that each festival holds upon a close interaction of many factors:
“creative, organizational, financial and economic ones, accompanied by a certain time-space,
designed for a developed tourism business. Creative face of the festival is formed by a bright
personality and subjective tastes of a leader who is an authority both in professional circles
and among the people who depend on the financial and public support of the project.
However, the same is true of the persons of the administrative head, the director, the
quartermaster, the manager, responsible for the entire organizational part and providing the
creative leader with the opportunity to implement his artistic program™ [7, 80]. That is, the
formation of stylistic space also depends on the leaders of social and creative structures,
whose activity results make the socio-cultural background of the present.

It is rather difficult to find a unified viewpoint regarding the stylistic definition of the
tendencies that are present in composers  creative work. |. Legenky points out that
contemporary musical culture can be defined as “new baroque”: “Symbolic metaphorics is
pushed back, although it is desirable and it requires its bearer, protagonist of a dramatized
environment. So, it can be affirmed that all the effects of polystylistics gradually move into
the supra-program of a dynamic, open environment, which characterizes the era of “new

Baroque” of the twentieth century in music” [2, 76]. The examples of works that may be



named “new baroque” are “Yekteniya zaupokiyna” by Ye. Stankovych, “In Kyiv, the stars”
and “And Kyiv is to be the name” L. Dychko.

Conclusions. The modern stylistic space of Ukrainian academic music demonstrates a
correlation between tradition and innovation. One of the leading signs of creativity of most
composers is a free operation of the achievements of previous centuries. The manifestations
of polystylistics are a creative rethinking of the age of baroque, classicism, romanticism,
with a way to a fundamentally new level, characterized by emergence of meta-language, as
well as the styles of “new baroque” and neo-romanticism. The main feature of the stylistic
space of Ukraine is conversion to neo-folklorism, which manifests itself in a peculiar tune
and tone set-up system, which can be developed using techniques inherent in minimalism.
The growing interest in the media, electronic music, is viewed as one of the promising
directions for the development of culture of the 21st century.
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