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NEW TENDENCIES OF MODERN COMPOSER POETICS (ON THE
EXAMPLE OF CREATIVITY OF Y. GOMELSKAYA)

The purpose of the article is to examine current and fundamentally new trends in contemporary
composer poetics in the XX — XXI centuries. highlighting Y. Gomelskaya as the main object of study for
chamber-vocal heritage. The methodology of the article is based on a fundamentally updated analytical
approach to the chamber-vocal work of the late XX — early XXI century period, including the chamber
works of Odessa composers (using the example of Y. Gomel's creativity), on the basis of which it becomes
possible to detect the characteristic features of the composer's stylistic complex . The scientific novelty is
due to the fact that the article analytically substantiates the ways of interaction and the convergence of the
phenomenon of modernization with theatrical-stage tendencies. The novelty factors should also include a
broad contextual analysis of the chamber-vocal works by Y. Gomelskaya, and, in connection with it, the
discovery of a new symbolic form of the dialogical interaction of musical and verbal-poetic series in the
chamber works. Conclusion. Evaluating the composer's legacy of Y. Gomelskaya, it should be noted that
each of the works of the composer demonstrates his individual system of organizing elements of the musical
language, based on which we can observe the constant search and resumption of the techniques of musical
expressiveness. For Y. Gomel, the typical is the process of diverse interpretation and experimental searches
in the field of chamber music genre with the transformation of its traditional models. This interest is due, in
our opinion, to the desire to reveal the possibilities of musical dialogue in all depths. The personification of
timbres particularly emphasizes the role of the spatial perspective of texture as determining for the
character of the figurative expressiveness of the participants in the storyline of the work. In each of his
works, Yulia Aleksandrovna Gomelskaya offers her own special author's approach, her own reading, her
own individual composer manner of writing, which allows her to fully reveal their figurative component.

Keywords: composer poetics, style, genre, psychology of creativity, comedization, composer
thinking.

Anamonin Banenmunoeuu Hocyna kanouoam mMucmeymeo3nascmada, 6.0. 00yeHma xageopu
convbHoeo cnigy OHMA imeni A.B. Heacoanoeoi.

Hogi TenaeHuii cy4acHoi KOMIO3UTOPCHKOI MOeTUKHU (Ha MpuKJaaai TeopuocTi FO.
I'omesbcbKoi)

Mema cmammi nonscae y po3ensioi aKkmyanbHux ma HPUHYUNOBO HOBUX MEHOEHYIl CYYacHOi
Komnozumopcokoi noemuxu y XX — XXI cm. 3 sudinenuam y akocmi 20106H020 00 €KmMa UEYEHHs KAMEPHO-
gokanvHoi cnaowunu FO. ['omenvcokoi. Memodonozia cmammi 06a3yemvcs HA NPUHYUNOBO OHOBIEHOMY
AHANIMUYHOMY Ni0X00i 00 KAMEPHO-80KAIbHOI meopuocmi nepiody kinys XX — nouamky XXI cmonims, y
MOMY YUCT, 00 KAMEPHUX MBOPI& 00eCbKUX KOMNo3umopis (Ha npuxnadi meopuocmi FO. I'omenvcvkoi), Ha
nIOCMAsi K020 CMAE MONCTUBUM BUABUMU XAPAKMEPHI 0COOIUBOCHI KOMNOZUMOPCLKO20 CIMULICMUYHO20
komniaexcy. Haykoea nosusna obymognena mum, wo y cmammi aHATIMUYHUM WIAXOM OOTPYHIMOBYIOMbCSL
WAXU  83AEMOOIT Ma 301UNCEHHS ABUWA KAMEepHI3ayii 3 meampanvHO-CYeHiYHUMU meHOeHyiamu. []o
Gaxkmopie HoBU3HU MAKOHC CNIO BIOHECU WUPOKULI KOHMEKCMYAIbHUL AHANI3 KAMEPHO-80KAIbHUX ME0PIE8
IO. T'omenvcovkoi, a, y 383Ky 3 Hum, GIOKpumms HOB0I CUMBONIYHOI opmu 0iano2iuHo20 63a€MOOIL
MY3UYHO20 1 CIOBECHO-NOEMUYHO20 pAdi6 8 KamepHux meopax. Bucnoexu. Oyinoouu KoMno3umopcovKuil
0opobox FO. ['omenvcokoi, HeobXiOHO 8I03HAUUMU, WO KONCEH 3 MBOPI6 KOMNOZUMOPKU OeMOHCMPYE CEOHO
IHOUBIOYANbHY cucmemy Opeauizayii eleMenmis My3udHoi MOBU, 8 OCHOBI AKOI MU MOXNCEMO cnocmepieamu
ROCMItIHULL NOWYK mda BIOHOGNEeHHs nputiomie my3uunoi eupasnocmi. /s FO. I'omensvcokoi munogum €
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npoyec pisHOMAHIMHO20 MPAKMYBAHHS 1l eKCNEPUMEHMANbHUX NOWLYKIE 8 001ACI HCAHPY KAMEPHOL MY3UKU
i3 mpancpopmayicto mpaouyitinux ii mooeneu. Taxuti inmepec 00yMoGIeHUl, HA HAW NO2TAO, NPACHEHHAM Y
8CIll 2IUOUHI POZKPUMU MONCIUBOCIT MY3UUHO20 dianozy. Ilepconigpixayis membpie 0ocobiuso 8udinie pow
npoCcmoposoi nepcnekmueu haxmypu 5K GUHAUANbHOI Ol Xapakmepy 00pa3HOi UPA3HOCMI Y4ACHUKIB
crodicemuoi kaneu 006ymxy. ¥V koocnomy ceoemy meopi FOnis Onexcanopiena I'omenvcoka nponouye csiil
0CoOUBULL ABMOPCHKULL NIOXIO, CB0E NPOYUMAHHS, CE80I0 THOUBIOYANbHY KOMNOZUMOPCLKY MAHEPY NUCbMA,
WO 00360J1€ Y 8CIIl NOBHOMI PO3KpUMU iX 00pA3HY CKIAO08).

Knrouoei cnosa: xomnosumopcovka noemuxa, Cmuib, HCaup, NCUXOI02is MEOPHUOCMI, KAMEPHI3aAYis,
KOMHNO3UMOPCbKe MUCTIEHHL.

Hocyna Aunamonun Banemmunoeuu, rxanoudam ucKkyccmeogeoenus, u.0. 0oyeHma Kageopwvl
convrozo nenusi OHMA umenu A.B. Hescoanosoii

Hogvle menoenyuu coépemennoil KOMRO3UMOPCKOU nodmuku (ha npumepe meopuecmea IO.
T'omenvckoii)

Ilenv cmamvu 3axn0uaemcs 6 pacCMOmMpeHuU aKmyaibHblX U NPUHYUNUAILHO HOBLIX MEeHOeHYUll
cospemeHHOU Komnosumopckoi nosmuxku ¢ XX — XXI cm. ¢ evidenenuem 6 Kauwecmee 21asH020 0ObeKma
uzyuenus KamepHo-eokanvHoeo Hacieous 0. Iomenvckoti. Memodonozus cmamvu 6a3upyemcs Ha
NPUHYUNUATOHO OOHOBNIEHHOM AHAIUMUYECKOM N00X00€ K KAMEPHO-B0KAIbHOMY MBOpYecmey nepuood
konya XX — nauany XXI éexoe, 6 mom uucie, K KaMepHbIM NPOU3BEOCHUAM 00eCCKUX KOMNO3UMOPO8 (Ha
npumepe meopuecmesa FO. I'omenvckoll), Ha OCHOBAHUU KOMOPO2O CMAHOBUMCS B03MONCHLIM OOHAPYICUMb
XapakmepHvle 0COOEHHOCMU KOMNO3UMOPCKO20 CMUAUCMUYecko2o Komniekca. Hayunaa Hoeusna
00yclo8NieHa mem, Ymo 6 Cmamve AHATUMUYECKUM NYmeM 0OOCHOBbI8AIOMCs NYMU 83aUMOOeUCmEUs U
cOnudCeHUs ABNEHUS KAMePHU3AYUuU ¢ meampanbHo-cyeHudeckumy menoenyuamu. K gaxkmopam HogusHbl
makoice ciedyem OMmHeCmu WUPOKULl KOHMEKCMYAIbHbIL AHAIU3 KAMEPHO-80KANbHLIX npouszsedenuti FO.
Tomenvckoll, a, 6 cé43uU ¢ HUM, OMKPbIMUE HOBOU CUMBONUUECKOU (POPMbL OUANOSULECKO20 83AUMOOEUCMBUS
MY3bIKAILHO20 U CLOBECHO-NOIMUUECKO20 PsI008 6 KAMEPHLIX npousseoeHusix. Bwvieodwl. Oyenusas
Komnosumopckoe Haciedue IO. ['omenvckoui, HeobXo0umo ommemumv, Ymo Kaxcooe U3 NpousseoeHull
KOMNO3UMOPA OeMOHCIMPUPYen 6010 UHOUBUOYATbHYIO CUCMEM)Y OP2AHUZAYUU INEMEHMOE MY3bIKATbHO2O0
A3bIKA, 8 OCHOBE KOMOPO2O Mbl MONCEM HAONI0O0AMb NOCMOSHHBIN NOUCK U 60300HOGNEHUE NPUEMO8
MY3bIKANbHOU  ebipazumenvhocmu. /s FO. Tomenvckou munuyHulM s161semcsi npoyecc pasHooopasHoll
MPAKMOBKU U IKCNEPUMEHMANLHBIX HOUCKO8 6 001ACMmU JHCAHPA KAMEPHOU MY3bIKU ¢ mpancopmayueri
mpaouyuorHvlx ee mooenel. Takoi unmepec 006YCl061€H, HA HAW 832150, CIMPEMICHUEM 60 Gcell 2yOuHe
PACKPbIMb B03MONCHOCIU MY3bIKAIbHO20 ouanoza. Ilepconugurxayus memopos ocobeHno evioensem poib
NPOCMPAHCMBEHHOU — NEPCNeKmugvl  akmypvl  Kak  onpedensioujetl  O1si  Xapakmepa  00pazHoll
8bIPAZUMENLHOCMU YUACMHUKOSB CIONCEMHOU KaH8bl npouszeedenus. B kasxcoom ceoem npoussedenuu FOnus
Anexcanoposna [omenvckas npednazaem ceo0tl 0COOEHHbLL ABMOPCKULL NOOX00, C80€ NPOYMEHUEe, CEOI0
UHOUBUOYATILHYIO KOMNO3UMOPCKYIO MAHepy NUCbMA, 4mo NO380Jsiem 60 6cell NOIHOmME PACKPbIMb UX
00paA3HYI0 COCMABIAIOWYIO.

Knwouesvle cnosa: Komnosumopckas nod3MuKd, CMuilb, JHCAHP, HNCUXONO2US MBOPUECmEd,
KaMepHU3ayus, KOMNO3UMopcKoe MoblulieHue.

Relevance. At present, musicology has accumulated considerable experience in the
study of composer creativity, and over the last century, has actively sought an approach to
unraveling the mystery of composer's individuality. First of all, it is a very voluminous
research heritage, which mostly consists of specific monographic studies that in one way or
another cover the phenomenon of individual composer creativity. There is no doubt that it is
precisely a certain type of creative personality, its internal directions and worldviews, which
largely determine the composer's artistic personality, the nature of his perception, thinking,

creative method.



Y. O. Gomelskaya looks for the broad genre amplitude of artistic, with its unique
organic nature and directness in the manifestations of its own composer's personality, the
inexhaustible energy of this unique representative of the Odessa composer school. Drach,
developing the views of V. Bobrovskyi, emphasizes that the composer's individuality fixed
in the musical culture is a combination of several factors, the most important among which
the author considers the manifestation of the artist's spiritual qualities, traits of his character,
moral and philosophical principles, aesthetic ideals and personal ideals of the world [6, p.
82].

This combination, characteristic of the artistic nature of the creative personality,
creates a unique quality, which can be conditionally called the "creative gene"”, through
which the unity of style and the unique qualities of composer poetics are achieved. The
desire to discover unique features directly in music means the search for a sound idea that is
able to organically branch out, self-develop, thereby causing the movement of musical
fabric, causing the logic of unfolding not only an individual opus, but also all creativity that
can elevate composer's creativity to the level of metatext.

The aim of the article is to examine the current and fundamentally new trends of
contemporary composer poetics in the XX-XXI centuries with highlighting as a main object
the study of chamber and vocal heritage of Y. Gomelskaya. The methodology of the article
is based on a fundamentally updated analytical approach to the chamber-vocal creativity of
the period of the late XX - the beginning of the XXI centuries, including the chamber works
of the Odessa composers (on the example of Y. Gomelskaya). The scientific novelty is due
to the fact that the article substantiates the ways of interaction and convergence of the
phenomenon of commercialization with the theatrical-stage tendencies. Factors of novelty
also include a broad contextual analysis of chamber and vocal works by Y. Gomelskaya,
and, in connection with it, the opening of a new symbolic form of dialogical interaction of
musical and verbal-poetic series in chamber works.

Presenting the main material. Artistic creativity, understood as holistic poetics,
becomes "the focal point of human culture insofar as it allows a person to make memory and
created by man the same forms (artifacts) the objective conditions of human activity" [9, p.
106]. O. Samoilenko points out that such texts include artistic texts, because it is “from the

poetics side it becomes clear that allows to combine the phenomena of culture, memory and



text” [9, p. 106]. In this regard, the concept of genre, style and phenomenon of composing is
gaining new understanding and interpretation from the standpoint of musicology.

It seems appropriate to recall the famous statement of M. Berdyaev about the mystery
of the human personality, who believed that "human sources can only partially be understood
and rationalized. The mystery of personality, its identity, is not fully understood by anyone.
The human personality is more mysterious than the world. It is the whole world. Man is a
microcosm and contains everything. But the actualized and decorated in his personality is
only individually-special” [1]. These words, in our opinion, are very relevant to the
personality of Yulia Olexandrivna Gomelskaya, to her life position, to her amazing creative
personality, to her feminine charm.

A. Lunin in the book "The Composer in the Mirror of Modernity" finds very important
words that can characterize the creative personality of Y. Gomelskaya. So, the chapter
devoted to the study of the composer's creativity, the researcher entitled - "Perfectionism in
music or music as a" sensible act" [7, p. 169], defining "perfectionism as the pursuit of
perfection, the urge to work to the full, giving only a qualitative product™ and "'reasonable
action" as "a tremendous effort to accumulate internal spiritual resources" [7, p. 171-172].

In the process of personal communication with Yulia Olexandrivna Gomelskaya, it
turned out that she approached in any case extremely responsibly, with full dedication - she
sought to “express herself, her own abilities, express herself in music to the fullest, and in no
way indulge from herself to compromise” [7, p. 173]. For Gomelskaya, much of what had to
be done with her own creative expression seemed extremely interesting, and that prompted
her to embark on a variety of sometimes unexpected projects. This is because, on the one
hand, she liked to test herself for strength, setting new creative goals, solving charade tasks,
finding them an individual key, and on the other hand, the composer “does not know what is
difficult or easy because she thought in other categories - if it is interesting or not” [7, p.
173].

It was the creative interest, the initial setting for creativity that was the main driving
force behind its development - moving forward in the creative way, becoming an impetus in
spiritual self-enrichment and growth. At the same time, as A. Lunin notes, in it “there is no
posturing, outrage, self-admiration in music, a desire to please. Everything is natural: the
quality of the musical texts, the professional approach in the work and the originality of the

creative result” [7, p. 173].



Yulia Gomelskaya was born on March 11, 1964, received her first music education at
the P. I. Tchaikovskyi Simferopol Music School, majoring in piano (class of S. Kanivskaya)
as a composer (Professor O. Krasotov's class). All subsequent creative and teaching activities
were closely linked to this institution, where she taught from 1991 until the tragic death on
December 4, 2016.

Yulia Alexandrovna considered as her great luck creative development as a part of the
postgraduate - aspirant study program at the International Composer’s Courses of the
Gaudeamus Foundation (Amsterdam, Netherlands, 1994) and master courses of Opera and
Theater Lab (Kent, UK, 1996). In 1995, on a competitive basis, Y. Gomelskaya received a
scholarship from the Guildhall School of Music and Drama, London, United Kingdom for
graduate studies (Professor Robert Saxton's class). In 1996, she received her Master’s
Degree of Music in Mmus with Distinction degree and received her Master's Thesis from
City University of London. Throughout her studies at SMD, Yulia Gomelskaya has won six
Guildhall-School of Music and Drama composer competitions, including the V. Lutoslavskyi
Prize, founded by Chester Music Publishers (UK), and two of her works have been
compulsory for entrance examinations in GSMD [4].

It should be noted that in 2002, the chamber opera of Y. Gomelskaya “The Divine
Sarah” on the libretto of Michael Irvin was recorded at BBC Radio 3 (London). In 2007, the
composer held a series of masterclasses at the Berne Conservatory (Switzerland), and in May
2008, her ballet “Jane Eyre” (10 performances) was staged for the second time at the London
Children's Ballet at Peacock Theater and recorded on DVD. Also, in 2008, a copyright CD of
Y. Gomelskaya with chamber works was published with the support of the Swiss Foundation
Progelvetsia. The works of Y. Gomelskaya were published by the Guildhall School of Music
and Drama, by the publishers Micropress (UK), Sordino Ediziuns Musicalas (Switzerland)
and recorded on CDs. She was a board member of the National Union of Composers of
Ukraine, a member of the New Music Association (Odessa) and PRS (United Kingdom).

Among the large list of Yulia Gomelskaya's works, chamber works occupy a leading
place, although there are works for symphonic works in her creative work (“Ithron -
Phonium™ (1998), "Exlibris" (1993), "Poem - Overture” (1990)) and the Chamber Orchestra
("Memento vitae" (1996), "Floridas" (1995), "Streampellatta Sounds" (2007)), “Jane Eyre”
Ballet (1997), and the opera stage for mezzo-soprano and piano "The Divine Sarah (1999).



Many productions for the chamber ensemble are striking in their diversity not only in terms
of instrumental compositions, which is one of the characteristic features of the poetics of the
modern composer, but also in terms of the symptomatic nature of their titles.

Recognizing that most of the impulse to start working on the product comes from the
customer, Y. Gomelskaya noted that she did not perceive the order as a rigid framework.
Almost all the orders she received came from performers who were impressed by the
composer's style, and getting the order did not mean for her the narrowing of possibilities in
the choice of genre or means of embodiment, even the idea itself. Of course, some aspects of
the future work were discussed, namely the composition of the performers, the chronotopic
parameters, which, in Yulia's own assurance, was not a big problem for her. She believed
that any commissioned work became a kind of creative challenge for the composer, a
wonderful positive impetus for perfection and further personal creative growth, an exciting
task, for which the composer should use the whole arsenal of his creative possibilities. “For
me, ordering is a challenge”, said Y. Gomelskaya. I'm starting to get excited about fantasy,
extrapolate my ideas into music. There is a real brainstorming, and after a while the plot of
the future work emerges” [7, p. 186]. The composer called the most important component of
a modern musical work its emotion, living organic, energetic link, in other words - it was
supposed to be the kind of music that left no one indifferent. The music of Julia
Olexandrivna herself met her criteria very precisely, because she really leaves no one
indifferent. It is interesting that chamber genres are the main expressers of the musical
thoughts of the Gomelskaya steel, because small forms are the favorite genre forms, and
when choosing instruments - chamber orchestra, string quartet, brass quintet, ensembles of
different compositions, as well as violin, flute, cello, banal accordion, piano are on the top.
The last one is especially important for contemporary chamber work, because in many cases
it is treated as an ensemble of soloists.

The XX century, especially its second half and the beginning of the XXI century, is a
time when string and wind instruments with their intemperance prove to be extremely
popular and relevant, which is confirmed by numerous Gomelskaya opus. For the sake of
justice, it should be noted that, as a piano, the composer imparts new properties, in
accordance with the new acoustic and harmonic style of the XXI century music, which we

can observe in the Concerto for Piano and String Orchestra (2007), "To the Sun" for two



pianos (2006), "O-counter-message” for piano (2006), "Hutsulka-Dance" version for two
pianos and two percussionists (2006) and others.

Analyzing her own individual view of the phenomenon of composing, Y. Gomelskaya
noted that it was "in the manner of ... musical expression, including its constituent elements
as handwriting, style, language" [7, p. 190], it is possible to make a more detailed impression
of the author. "When there is a period of search and construction of his own personalized
creative laboratory and the composer finds himself, his creative manner, he begins to feel
comfortable enough in the "mastered"” space, to realize that he may and can do a lot" [7, p.
190].

It is well known that a musical work appears before the listener and the performer as
an object. That means, as a fixed artistic structure that is formed by certain selected and
sorted intonation harmonies. But in this artistic structure, in this musical work the personality
of the creator — composer is also reflected, so the work also emerges as a subject whose
process of knowing is dialogical [2, p.14]. According to |. Drach, this "subject" can cause
both indifference and absolute pardon, irritation, fanatic passion. It is easy to find many
examples - at least "the same Wagner" - hated or deified [6, p. 80].

Style, in most studies devoted to this issue, is understood as a manifestation of the
patterns of interaction between aesthetic principles and compositional technique [3, p. 214],
but "when we are given an example of style in general, we can appreciate its perfection,
speak of historical significance, write treatises about it, but love does not arise in us" [10, p.
109]. In order to emotionally perceive music, one must first of all love it. The degree and
completeness of our love for the composer as a component that forces him to turn to his
music over and over again is determined not by the appreciation of his creativity in itself, but
by the specificity of his individuality as an "intonational subject of style", which is achieved
"in the scale of all life, not its individual fragment” [8].

As |. Drach [6] pointed out, being a composer to a certain extent means the ability and
desire to show what is hidden inside you, the ability to show your true self. The music
product from this position is manifested as the highest manifestation of openness, in the hope
of appropriate understanding and love on the part of the performers and listeners. At the
same time, the least composer tries to draw attention to himself as a specific individual. In
the composer's creative work, the homiletic attitude of the artist of the rhetorical era becomes

a confessional imperative of dialogical culture.



The content of confession changes every time, it is filled with new meaningful details,
enriched, complicated, saturated, but the inability to portray someone else is unchanged. Like
the actor, the composer demonstrates himself in different angles, in order to ultimately reveal
himself, to convey his subjectivity to the listener. Regardless of its popularity and
recognition, at the premiere of each new piece, the composer is not immune to the danger of
rejection, because in each case the audience response is completely unforeseen. To some
extent, music imposes itself on the listener, who must engage it in order to become aware of
Its own response to its main meaning and try to "recognize itself in it" [6, p. 94-95].

Y. Gomelskaya agreed with this position, and added that personally as a composer she
remained a person who doubted for the rest of her life. The composer said that her most
Important task was to convey the fullness of feelings and experiences, but one can never be
sure that these emotions will be understood, felt and interpreted as the composer thought. In
addition, one can never be sure that the work that the composer seems relevant and
understandable i1s "felt" by the performers and listeners. She said: “I believe that creative
doubts are absolutely normal for the composer, as for every creative thinking artist. In this
case, this is a very positive factor, as creative doubts are a powerful impetus to creating
something new. In my creative work | try to move on, to look all the time only forward” [7,
p. 189].

The movement towards the transmission of secret contents, deeply personal
experiences has led to the fact that most works with similar dramatic and meaningful
orientation clearly feel the general tendency of commercialization, compression of form,
reduction of sound time. Y. Gribinenko points out that for the characterization of such a form
and principles of its thematic development in musicological studies, definitions of
monothematicism, mono-intonational contrast-variant development are proposed. The
researcher points out that “this definition emphasizes the main feature of such compositions -
the variant development of a single theme, in which, however, there is a contrast of small
and large constructions, motives, individual turns, as well as whole, relatively isolated
sections” [5]. Such thematicism forms a merged process of thematically-concentrated
deployment (V. Bobrovskyi's term), and the musical form can then be completely thematic.
Hence the special meaningful concentration, aphorism, importance of each element of

construction, informative capacity. All of these features are largely characteristic of Y.



Gomelskaya’s chamber works as a whole, and in particular - for her chamber opera “The
Divine Sarah” and mono operas.

Studying the creativity of contemporary authors is a complex and topical task, the
solution of which is also necessary to understand those internal processes that take place in
contemporary composer poetry. The study of the problem of tradition and innovation
remains the most relevant for Ukrainian music of the late Xx - early XXI centuries, as it
demonstrates the balancing of the composer's thoughts between the two poles. But our
attention is drawn not to the percentage of the two categories in each product and the
corresponding inclusion of the composer in the camp of traditionalists or innovators, but to
new ways of solving "old" problems, their new life.

Linguistic stylistic turn and attention to the smallest structural units of the product
(sound, interval, motive, etc.), the search for new quality of sounding music by introducing
new, unusual colors and timbre effects, combining different logic of musical thinking
characterize composer's poetics of Y. Gomelskaya as a whole. In music today there is a
process of synthesizing, generalization of the previously found, in the united there is
combined the different, and in the different the single is revised. The creative process is in
the stage of completion, there are no dramatic changes in the style, but the individual
compositional style reveals its substantially renewed essence on the basis of synthesis - the
main property that determines the thinking of artists of the XX - the beginning of the XXI
century. As a result, the style becomes openly associative and relies on a variety of style
interactions forms.

Conclusions. Assessing Yulia Gomelskaya's composing work, it should be noted that
each of the works of the composer demonstrates her own individual system of organizing
elements of musical language, on the basis of which we can observe the constant search and
restoration of the techniques of musical expression. The constant process of modification of
sound fabric, its various "sliding", "transfusions™ and all kinds of mutations, macro-ostinato
and noise effects blur the line between static and instantaneous variability, repetition and
stability, identity and diversity. In other words, the line between those categories that focuses
on the logic of the spatial and temporal relations of acoustically reproduced musical text is
blurred.

Typical for Y. Gomelskaya is the process of various interpretations and experimental

searches in the field of the chamber music genre with the transformation of its traditional



models. In our opinion, such interest is due to the desire to open the possibilities of musical
dialogue in all depth. The personification of the timbre especially emphasizes the role of the
spatial perspective of the texture as determining the character expressiveness of the
participants in the story outline of the work. In each of her works, Yulia Gomelskaya offers
her own special approach to authorship, her reading, her own individual composer style of
writing, which allows her to fully reveal their figurative component.

In the works of Y. Gomelskaya the programmability of the titles of her works, which
become a kind of significant epigraph to the works, set the listener in a certain way, draws
attention - “... Herbarium ... music of memories”, “Scream”, “Crying Autumn”, “Whispering
words”, “Florida”, “Memento Vitae”, “Winter Pastoral”, “Triumph of Adrenaline”, “From
the Lowlands of the Soul”, “Beyond the Shadow of Sounds”, etc. Perhaps the author seeks to
emphasize the psychological orientation and veil of the figurative sphere of the work,
conveying her feelings in the flow of reasoning, memories, and dreams. A complex world is
unfolding before us; deeply I can feel anything and a thinking artist whose figurative vision
of the world is instantly born before our eyes. In her works Y. Gomelskaya demonstrates
wide genre amplitude of artistic pursuits and aspirations, but the focus of these searches there

is always the person with the whole complex of her hard inner experiences.
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