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MUSICAL STYLE AS AN AESTHETIC CATEGORY

The aim of the research is to analyze the understanding of the musical style category in science and
its significance in the context of contemporary musical culture. The methodology of the research is based
on interdisciplinary integration of the methods of modern philosophy, cultural studies and art history. The
scientific novelty of the study is determined by the consideration of the musical style as an aesthetic
category and a system of norms that reflects the specificity of the composer's outlook and artistic thinking
and analyse of the evolution of musical styles through the cultural processes of the 20th and 21st centuries.
Conclusions. One of the main characteristics of the style is the connection of its constituent elements,
connected in a regular way. The study of the musical style in one way or another reflects the connection
between the general and the particular, seeking to distinguish in general what unites majority, and in a
particular — what distinguishes individuality. With the individualization of compositional techniques as a
factor in the individualization of styles, formation of the main trends in the music of the twentieth century is
often associated. Before the generation of composers of the second half of the 20th century, the problem of a
serious creative choice was to continue or to destroy traditions. The first way provoked musical directions
with prefixes of «neo» and «post», the second — the desire for experimental novelty. The emergence of total
serialism and polystylistics seriously distorts judgments about the possibility of style. On the one hand, there
are serious limitations of musical techniques, which the author's individual voice strictly organizes and
leads to a certain degree to one denominator, and on the other, a certain style pluralism arises. Unity of
style and polystylistics form is a very unusual pair, and the idea of the presence of only an individual
composer language begins to loosen up in modern musical culture.

Keywords: musical culture, the space of musical art, musical style, polystylistics, composers’
creativity.

Onexcandp Hocunosuu 3nomnux napoonuii apmucm YKpainu, npogecop,pexmop Kuiscvkozo
incmumymy my3zuxu imeni P. M. I'niepa

My3uunuit cmunb AK ecmemuuna Kamezopisn

Memorw oOocnidxcenna € npoananizysamu po3yMiHHA Kame2opii MYy3UYHUL CMUlb 6 Hayyi i 1020
3HAYEHHS 8 KOHMeKCMi cy4acHoi my3uunoi xyremypu. Memoodonozia o0ocnidxicenna nobyoosana Ha
Midcoucyuniinapromy — iHme2pyeanHi  memodié  cyyacHoi  ¢hinocoii, Kylbmypoaoecii ~ ma
mucmeymeosnascmea. Haykoea nosusna ooepycanux pe3yibmamis 8USHAUAEMbC PO32NA00OM MY3UYHO20
Cmulo SIK ecmemu4Hoi kameeopii i cucmemu HOpM, AKA 6i0ooOpadicac cneyuixy ceimobayeHHs ma
XYO0O0HCHbO2O MUCIEHHS KOMNO3UMOPA MA AHANI30M eBONIOYII MY3UUHUX CIMUNIG Yepe3 KYIbmYpPHI npoyecu
XX — XXI cmonimo. Bucnoexu. OOHicO 3 OCHOBHUX XAPAKMEPUCMUK CIUTIO € 38'130K CKIA008UX U020
efleMenmie, 3'€OHAHUX 3AKOHOMIDHUM YUHOM. J[OCTIONCeHHS MY3UUHO20 CMUMI0 MUM YU THWUM YUHOM
8i0obpadicaroms 38'A30K 3a2anbHO20 I 0COOAUB020, NPACHYYU BUOLIUMU 6 3A2AlbHOM)Y me, Wo 00'coHye
bazamvox, a 8 0cobauU8OMYy — WO BIOPI3HAE THOUBIOYANbHICMb. 3 THOUBIOYANI3AYIEID KOMNOZUMOPCLKUX
MexHIK AK hakmopom iHOugioyanizayii cmuiieé HepioKko nog'sa3yioms GopmysaHHs OCHOBHUX HANPAMKIE 8
mysuyi XX cmonimms. Ileped noxoninnamu xkomnosumopie XX cmonimmsa cmosana npodiema meopuozo
gubopy — npooosdcysamu abo pyunyeamu mpaouyii. Ilepwuii winax npoeokyeae My3uuHi HANPAMKU 3
NPUCMABKAMU «HEO» I «NOCmy, Opyeull —MpazHeHHs 00 eKcnepumMeHmanvroi Hogusnu. Ilosasa momanvHo2o
cepianizmy i nOACMUNICIMUKU CEPUOZHO 0ehOpMYE CYOHCEHHS NPO MONCIUBOCMI Cmut0. 3 00H020 00KY,
BUHUKAIOMb  CEPUO3HI  0OMedceHHs: 3 OO0KY MY3UYHOI MeXHiKU, Wo OO0CUMb CMpPO20 OpP2aHi308y€
IHOUBIOYANLHULL 20]10C ABMOPA | NPU3BOOUMDb Y €Kil MIPi 00 00HO20 MBOPU020 3HAMEHHUKA, d 3 IHUL020 —
BUHUKAE NEGHULl CMUNLOSULL NAopanizm. €Oouicmv cmunio ma NONICMUTICIMUKA YMEOPIOIOMb  6elbMU
He38U4aliHy napy, d ya6a Npo HAAGHICMb Juuie [HOUBIOYANbHOI KOMNO3UMOPCHKOI MOBU NOYUHAE
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PO3XUMYBAMUCS Y CYYACHIU MY3UUHIU KYIbMYPI.
Knwuosi cnosa: my3uuna Kyaemypa, HpoOCmMip MY3UYHO20 MUCMEYmea, MY3UYHUL CMUTb,
NOAICMUAICMUKA, KOMNO3UMOPCbKA MEOPUICMb.

3nomnuk Anexcanop Hocugosuu, napoomnsiti apmucm Yrpaunwl, npogeccop, pexkmop Kuesckozo
uncmumyma my3szoixu umenu P. M. [ nuspa

My3blKanbHblil CMUL KAK ICHIEmUYecKas Kamezopus

Llenvto uccneoosanun sa6ns1emcs anaiu3 NOHUMAHU KAmMe2opuu My3blKAIbHbllU CIUTbL 8 HAYKe U €20
3HaueHue 8 KOHMeKCme CO8PEMEHHOU MY3bIKANbHOU Kyabmypbl. Memooonozus uccied08anus nocmpoena
HA MeXCOUCYUNTUHAPDHOM UHMESPUPOBAHUU Memo008 COBPeMeHHOU ¢uiocoguu, Kyiemypoaro2uu u
uckyccmeogeoenus. Hayunasa HOBU3HA UCCIEO008aHUSL ONPEOeNiemcs pPAacCMOMPEHUEeM MY3bIKATbHO20
CMuJis, Kak 9CMemuyeckou Kame2opuu U CUCmeMbl HOPM, KOMopas ompaxcaem cneyupuky Mupogo3peHus
U Xy00JHCECMBEHHO20 MbIUIEHUS KOMNOZUMOPA U AHATUZOM 960JI0YUU MY3bIKAIbHLIX CMUNel Yepes
Kynomypusle npoyeccol XX — XXI 6exos. Bvteoovl. OOHOU U3 OCHOBHLIX XAPAKMEPUCMUK CMUJISL AGTAEeMCsL
C8A3b  COCMAGNAIOWUX €20  DNIeMEHMO8, COCOUHEHHbIX 3AKOHOMEPHbIM — obpazom. Hccaedosanue
MY3bIKATbHO20 CMUISL MeM UIU UHBIM 00pAa3oM Ompax)carom césasb 00ue20 u 0coOeHH020, CMpeMsICh
gblOeUMb 8 0OUeM Mo, Ymo 00beOUuHsem MHO2UX, d 8 0COOOM — ymo omaudaem uHousuodyaroHocms. C
uHOUBUOyanuzayuell KOMNO3UMOPCKUX MEXHUK KaK (Hakmopom uHOUSUOyanuzayuy cmuiel HepeoKo
ceasvisaiom opmuposanue OCHOBHbIX HanpaeieHuli 6 My3vike XX eexa. Ileped nokonenuamu
komnozumopog XX eexa cmana npobiema cepbesH020 MEOPUecKo20 GblOopa — NPOOOIHCAMb UNU
paspyuwames mpaouyuu. Ilepguvlii nyms npogoyupoean My3vlKaibHble HAnpasienus ¢ NPUCMABKAMU «Heo» U
«nocmy, 86mMopou — cmpemieHue K IKCNepuUMeHmanbHou Hosuszne. llossnenue momaibHo2o cepuanuma u
NOIUCMUTUCIMUKU  Cepbe3Ho  Odedopmupyem cyiicoeHus o 6o3moxchocmu cmuisi. C 00HOU CMOpoHb,
B03HUKAIOM Cepbe3Hble 02PAHUYEHUS MY3bIKANbHOU MEXHUKU, KOmopvle UHOUBUOYAIbHBLU 20]10C aA8mopd
CMpo20 Op2anu3ylom U NPUB0OAmM 6 HEeKOMOPOU CMeneHu K OOHOMY MBOPHUEeCKOMY 3HAMeHamento, a C
Opyeoll — GO3HUKAem ONnpeoeleHHblll cmunegol nawopaiusm. Eouncmeo cmuna u noaucmunucmuxa
obpazyiom gecobMa HeoObIYHYIO Napy, a npeocmasieHue o Haluyue moabKo UHOUBUOYATbHOU
KOMNO3UMOPCKOU A3bIKA HAYUHAEN PACUAMbIBAMbCS 8 COBPEMEHHOL MY3bIKANbHOU KYIbmype.

Knrouesvie cnoea: mysvikanohas —KyIemypa, HpOCMPAHCMBO — MY3bIKAILHO20 — UCKYCCMEA,
MY3bIKATbHBIU CMULL, NOTUCIUIUCIUKA, KOMNO3UMOPCKOe MBOPUeCcmao.

Relevance of research topic. Polystilistics and stylistic synthesis have become an
artistic reflection of the second half of the XX century, an era that begins to summarize,
collate, and evaluate the past in a single, prehistoric context. The analysis of artistic patterns
of musical art is of interest from the point of view of characteristic features in the inheritance
of traditions of the past and their correlation with modern trends. One of the most relevant
today is the problematic of a stylistic approach to the study of world artistic processes
evolution.

In the history of art, thinking about "style” has undergone a long development, which
has shown true ambiguity in the scientific understanding of this concept. Researchers'
attention to the phenomenon of style as one of the most important in the field of art, in
different periods of time has increased or decreased. The peak of interest in the problems of
musical style is brought to the end of XIX - the first half and the middle of XX centuries.
This period is characterized by the fact that within the world of artistic culture the category

of "style" is interpreted in the broad sense of the word, covering the most important stages of



world art development, and in the narrow sense, which provides the individual characteristics
of the creator.

The aim of the study is to analyze the understanding of the category of musical style
In science and its meaning in the context of contemporary musical culture.

The methodology of the research is based on the interdisciplinary integration of the
methods of modern philosophy, culture and art.

The scientific novelty of the obtained results is determined by the consideration of
musical style as an aesthetic category and system of norms, which reflects the specifics of
the composer's worldview and artistic thinking and the analysis of the evolution of musical
styles through the cultural processes of the XX - XXI centuries.

Source Base. In 1924, under the editorship of G. Adler, "A Guide to the History of
Music" was published, where for the first time the entire history of Western European art
was explored as an evolution of musical style and it was divided into so-called “style"
periods. In the 1920s, a theoretical concept of the problem of B. Asafiev's style was formed.
Questions of style are addressed in most major studies by a prominent scientist, critic, and
publicist, although he did not leave any special work devoted to this problem. Asafiev gives
the first definition of the term "style", deciphering it as "a property or basic features by
which one can distinguish the works of one composer from another or the works of one
historical period from another" [1, 240].

In the second half of the XX century, musicology draws a line of generalizations of
different style complexes and takes on a new level of this category understanding, including
aesthetic and historical aspects. The turn to the problems of style is due to the interest of
composers of this time to the creative heritage of past eras and its reassessment. Within the
framework of musicology, the concept of style has been considered by various scholars in a
considerable number of scientific works (G. Grigoriev [5], M. Lobanov [7], M. Mikhailov
[8], S. Savenko [10], S. Skrebkov [12], B. Yavorskyi), both in terms of the general and the
individual.

In the second half of the XX century, the category "style" is divided into separate
levels. It is widely recognized that the lowest level of this hierarchy is the style of individual
(or individual creative manner), which represents the presence in the different works of one
composer of certain repetitive features (style elements). The notion of an era or an epochal

style for the musical art follows from the following position: the presence in music of any



great historical period of commonality of a certain set of style features that are in a systemic
relationship. Between these two polar concepts there lies the concept of direction, which
implies the existence of a stylistic community in a number of composers, united by the unity
of musical and aesthetic principles.

The most difficult category is the national style. It is a system of certain signs of
community inherent in the nation's national and professional creativity, manifested in
individual works, in the individual creativity of composers, in various directions and schools
within a given national culture, regardless of the stages of its historical development.

In the XIX century, the crisis of the European major-minor system gives impetus to
the development of new musical thinking and, consequently, the corresponding enrichment
of musical styles. The harmonious resources of European music were also renewed through
the inclusion of folk styles, which were started by Impressionist artists (K. Debussy, M.
Ravel, M. de Falla, with his appeal to ancient layers of Spanish folklore), the Hungarians (Z.
Koday, B Bartok), artists who appealed to music of non-European peoples (motives of the
East by A. Russel, A. Zholive, O. Messian). An appeal to ancient genres, styles was quite
widely practiced before, but this process intensified in the late XIX - early XX century: in
French music by W. Dendy, a brilliant polyphonist who used whole layers of musical middle
age in his music, by the impressionist M. Ravel in his "Antique Minuet", "Pavani" and in the
works of a later period.

The art of the second half of the XX century includes diametrically opposite
tendencies. The desire to expand the range of composer technology is associated with the
appeal to images of past eras, which are synthesized with the latest and individual
achievements, and this method, in turn, is opposed by another, based on a fundamental
rejection of the traditions of the past.

By the end of the 60’s of the XX century, the process of stylistic updating had
encompassed a considerable number of composers of different directions. During this period,
there is a rethinking of stylistic processes, and if the 60's were characterized by extreme
polarization of academic and innovative trends, that is, their differentiation prevailed, then
since the 70's of the XX century, the opposite tendency - their integration - is the leading
one.

In the 70-80s of the XX century, the personal, subjective beginning with a

characteristic for the contemporary art attention to the inner world of the individual



significantly increased, a new style trend appeared - it was neo-romanticism. In the mid-
1970s, researchers spoke of a "new neoclassicism” based on the principle of "variation on
style", which expanded significantly, becoming the principle of multiple style variation.
Neoclassicism coexists in the work of one author or a work with other stylistic tendencies
(neo-romanticism). Neoclassicism appeals to the epochs of both the classical and pre-
classical times, as well as to the period of the present (it means secondary experience in the
development of this direction, because of the classic tendencies of M. Ravel, P. Hindemit, 1.
Stravinskyi, D. Shostakovich, S. Prokofiev, L. Grabovskyi and V. Sylvestrov creativity).

The search for new concepts that characterize the last century, the expansion of
imaginative possibilities aimed at embodying the modern world outlook in all its diversity, is
increasingly manifested in style synthesis, which involves elements of different systems
(classical and mass music), elements of the era (past and present), features of different
genres, features of individual compositional techniques and national traditions. Synthetics,
the polyphonization of artistic thinking, indicated by many musicologists, manifests itself in
stylistic mixing, or more precisely - modeling by different systems and elements of musical
language, which, evolving, goes from stylistic pluralism, built on collage, to stylistic
synthesis of different allusions, stylistic synthesis that are not conflicting.

Polystilistics as a type of compositional technique that emerged in the late 60's of the
XX century, is based on the game of associations, on the analytical thinking and involves the
deliberate mixing of spaces of historical time. It is a part of the system of means inherent in
the musical language of the XX century, such as: polytonicity, polymodality,
multifunctionality, polyladicity and polyrhythmia.

A. Schnittke, acting as a musicologist, first theoretically substantiated the idea and
technology of polystilistics in his report "Polystilistic tendencies in Russian music" at the
International Congress in 1971. Based on the article by A. Schnittke [3, p. 143], it is
important to note that polystilistics incorporates not only the collage, the principle of
citation, but also more subtle methods of using elements of another's style - the principle of
allusion and the technique of adaptation. Collage, as such, is declarative and means the
introduction into the matter of a work of stylistically alien fragments from works of other
composers, and sometimes from their own works. The principle of quotation, in turn,
involves quoting stereotypical trace elements of a foreign style belonging to another epic or

other national tradition (characteristic melodic intonations, harmonic sequences, and cadence



formulas) and accurate or revised quotes or pseudo-quotes. This also includes adaptation
techniques - translating someone else's music in their own musical language or developing
their own material freely in their own way. The principle of allusion is manifested in the
subtlest hints at the verge of quotation, but without overstepping it.

In the mid-1970s, polystilistics began to acquire new forms of expression, avoiding

external, poster stylistic contrasts, in the pursuit of the synthesis of stylistic origins and their

subordination to a single artistic idea. This new quality of style is called "new
monostylistics (G. Grigorieva's term), the essence of which is "based on the singularity,
unigueness of the chosen type of synthesized elements characteristic of one work™ [5, p. 6].

The style mix in the 70-80s of the XX century is observed in all genres: in symphony,
in musical theater, in instrumental concert.

At the beginning of the XXI century, the author's personality was largely characterized
by peripheral elements of style. We hypothesize that such peripheral elements in terms of
classical knowledge of styles include: dynamics, density, intensity (energy), strokes and
articulation, the choice of sonority and elements of intertext. In this regard, the understanding
of the author's style shifts identity from the components of the musical language to the
components of its "textual" design.

The departure from authorship and expression is not one of the composer's individual
qualities, but one of the postmodern era characteristic features. The concept of individual
style, which began to change under the influence of new philosophical and aesthetic ideas of
the postmodern era, is also open to discussion. This problem is also reflected in other more
local issues, including the relation of "one's" and "another's”, “one's" and "“common",
"simple™ and "complicated”. Even today, the reality of contemporary art does not allow it to
be described in fixed and previously studied terms, because concepts such as "death of the
author", "scriptor”, "simulacrum”, “secondary primacy", "shimmering aesthetics" require
their in-depth study in the works of contemporary composers.

Conclusions. Judgments about musical styles are in any way reduced to trying to find
unity within any system. In this case, it is either an ordering of elements of musical language
in the context of individual composer creativity, or a system that brings together an era. It
can be concluded that one of the main characteristics of the style is the connection of its
constituent elements, connected in a regular way. Musical style studies, in one way or

another, reflect the connection of the general and the particular, seeking to distinguish, in



general, what unites many, and in the special, what distinguishes individuality.

Through the prism of the evolution of artistic styles, cultural processes of the XX
century are largely understood, since it is the style as aesthetic category (idea) and system of
language norms (material) that reflects the specifics of the worldview and artistic thinking of
the creator. The individualization of composer techniques as a factor in the individualization
of styles is often associated with the formation of major trends in music of the XX century.
The generations of composers of the XX century faced the challenge of creative choice - to
continue or destroy traditions. The first way provoked musical directions with prefixes "neo"
and "post", the second one - the desire for experimental novelty.

The appearing of total serialism and polystilistics seriously distorts the judgments
about the possibilities of style. On the one hand, there are serious limitations to the musical
technique. That quite strictly organizes the individual voice of the author and leads to some
extent to one creative denominator. And on the other hand, there is a certain stylistic
pluralism. Its appearance contrasts with the stylistic individualism of the avant-garde period,
representing an appeal to "well-known™ material full of cultural and historical associations.
The unity of style and polystilistics make up a very unusual couple, and the idea of having

only an individual composer language begins to shake in the contemporary music culture.
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