AHOTANIA

Isanosa Jl. O. TpaanMuioHANICTCHKUI CTWILOBUI HANIPSAM Y TBOPYOCTI
kommno3uTopiB Ykpainu XIX — XX croairb. — KBamidikarniiiHa HaykoBa mparis
Ha TIpaBaxX PyKOMHUCY.

JHucepTartiist Ha 3100yTTs cTyIeHs JokTopa dutocodii 3a cnerianbHicTio 025
— «My3uune muctenTBo». — Ojechbka HalllOHaTbHA MYy3WYHA aKajaeMis IMEHi
A. B. HexxnanoBoi, MiHICTepCTBO KyJAbTYpH Ta 1HGOpPMAIINAHOI MONITUKH
Vkpainu. Opxeca, 2021.

Jlucepraiiito IpUCBIYCHO OCMUCIICHHIO TPAIUIIOHATICTCHKOTO CTHUIHOBOTO
HanpsMy B MHCTEITBI YKpaiHU SIK CYTTE€BOi CKJIaJIOBOi CTHJILOBOI IMapagurMu
MuctenTBa XX CTOpiuus y ILUJIOMY, IO CKJaB CHIBICHYIHOYl CHCTEMH Ha3BaHOTO
TPAJAMIIIOHATIICTCHKOTO 1 MOJEPHICTChKO-aBAaHTApIHOTO IUIACTIB. Y TOYHIOIOYHUM
OyJ10 BBEJICHHS TEPMIHY METaHAMNPsIM CTOCOBHO TPaJIUIIIOHAII3MY, 110 3pO0JICHE B
aHAJIOTII0 70 TPUHUHATOTO B MY3UKO3HABCTBI BU3HAUEHHS CMOXAIBHUX
MeTaXXaHPOBHUX yTBOpPeHb (3a O. MapkoBoto). Tak B auceprarii npejacTaBiecHU y
KaTeropiaJbHOMY TJIyMadyeHHI  (EeHOMEH TpaAauIlioHaTi3My SIK CYKYIHICTb
CTHJIbOBUX YTBOPEHb Ha PIBHI KOMIO3UTOPCHKOI TBOpYOCTI XX cTOpiudsl 1 Homy
Mepeyroyoro NpoTo-TPAAUIIIOHATI3MY BIKY POMAHTHU3MY Y BUTJISII aKaJAeMIYHOTO
BUSIBJICHHSI MUCTEIIbKUX TIPUHITUIIIB O1epmMaepa.

3asBICHHS TPAIULIOHANI3MY SIK METAaHANpsIMy 1 SK CKJIaJ0BOI CTHUIIHOBOI
napajurMd My3UKH XX CTOpiuYsl BHUKJIMKAaHE HEOOXIJHICTIO 1CTOPUYHO
CIpPaBEIJIMBOi OLIHKM THUX MHCTELUbKHX 3J00YTKIB, SIKI Yy MepeanepeOyaoBHUN
nepiof TPaKTyBajguCsAd SK JCIHI0 HEBIANOBIIHE «IyXy €HOXW», a TaKoX
MPEACTaBICHOTO0 B OTOTOXKHEHHI 3 SBUIIAMU OQIIIMHOTO MUCTEITBA COI[PeaTizMy
B PansHcbkiit Ykpaini. B auceprariiii HaBeeHi 1CTOpUYHI JaHI PO METACTHIIbOBY
JIBOCKJIQ/IOBICTh CTHUJILOBOTO HAMOBHEHHS MMCTEITBA MMHYJOIO CTOMITTA 13
napayieJisiMU JI0 CIIBICHYBaHHsI aKkajeMi3My 1 011epMa€epiBCbKOTO HAXUITY, — TOPS]T
13 BTUICHHSMH «HECAMOBHUTOTO», «II3HBOTO» POMAHTH3MY, ICHUXOJIOTTYHOTO
peanizMy sik HOcliB HoBarliitHocTi y XIX cTopiyui.

[cTopuuHuii  1OCBIJ NPOJEMOHCTPYBaB IMEBHY pIBHOBAry ICHYBaHHS SIK



TPaIUIIOHATICTCEKUX, TaK 1 MOJEPHICTCHKUX-aBaHTapIUCTCHKUX CTHIIOBUX
NO3UII Yy TBOPUOCTI HAMBUAATHIIIMX MaWCTPiB MHUHYJOTO CTOJITTSA, B SIKOMY
BKa3aHl CTWJIbOBI QHTUTE3W, HAPIBHO MPEJCTABJICHI T'eHIaJIbHO 00JapOBaHUMU
TBOpusMHU. Hapsigy 3 BigoMuMu JifiepaMu MojepHy-aBaHrapay XX CTOMITTA
BKAa3yeMO Ha HAWBUINUN CTYMiHb XYAOXHBOT'O BHPAKECHHS Y TBOPUYOCTI TaKHX
MmaiictpiB sk C.PaxmaninoB, M. JleontoBuu, LIlimuerri, [x.K. Menorri,
C. bapbep, 110 moka3anu y CBOIll TBOPYOCTI CTHIJIbOBI MO3UIII, aIbTEPHATUBHI 10
MOJICPHICTCHKO-aBaHTapIUCTCHKUX HAJ0AHb.

B pycini Takoro po3ymiHHSI CTHIIBOBO-aJIBTEPHATUBHUX PO3KIA/IB MUHYJIOTO
BIKY Ta iX YrOTOBIISIIOUMX CIIIBICHYIOUMX JiHIA akajgemi3Mmy-Oinepmaepa 1
POMaHTUYHO-PEATICTUYHOT HOBAIIMHOCTI TTO3aMHUHYJIOTO MPOUIILIO MY3MKO3HABYE
YCBIAOMJICHHS 3I00yTKIB YKPaiHCbKOI MY3UKH OCTaHHIX JECATUPIY 31 3BEPHEHHSIM
yBard 710 HOBaTOPIB 1 OMO3UIIIOHEPIB OPIIIHHOMY COIPEATICTUYHOMY MHUCJIEHHIO.
A 1Ie CYTT€BO 3BYXYy€ MaIITPy BHUPA3HOCTI YKPAiHCHKOI MY3UKH, OCKIIBKH
TpaJuIIOHANI3M YacTO TIOB’sA3yBaBCs 13 OyXOBHUMH 3acajaMH TBOPYOCTI, 3
011epMaEPIBCHKOI0 BHCOKOIO MPOCTOTOK BUPAXKEHHsI, 110 MOTJIO CIiBHaAaTH 13
O(IIITHIM PaJSHCHKUM BU3HAHHSM, @ MOTJIO MPOTUCTOSTH MIPU MEBHIN CTHIILOBIN
HEPO301’KHOCTI 13 3asIBJICHUMHM COLIPEICTUYHUMU 3aCO0aMH.

[IpuknagoM  TakOro  HECHIBMNAAIHHSA 13  PaJSHCBKUMH  TBOPYUMU
CTepEeOTUIIaMH TPU BIJCYTHOCTI CTWJIBOBOI JAUCTAHIIlT MDK OQIIHHUM 1
aBTOPCHKUM (DOJILKIIOPHU3MOM Ha PiBHI I'€Hisl BUCTYIA€e cnaainuHaa M. JleontoBuua,
JEMOHCTPYIOUM HEMPOCTI  1JIE0JIOTO-CTUJIICTUYHI ~ BIJTHOCHHM MK  HOCISIMHA
TPaJAMIIIOHATIICTCHKOTO CBiTOOAUeHHs. | Te, Mo paasHChKa BiIaja MEeapo Biamidaia
Haropojamu i mpemisiMu BugaTHoro mMarictpa A. Koc-AHaTonbpChKOT0, 30BCIM HE €
CBIJUEHHSM HOro 3B 53Ky 3 O(QILIHHUM COLpeaTizMoM, — 1 Tpeba mam’siTaTH, o U
caM COIIAJIICTUYHHUM peajTi3M BUHUK 3aJ0Bro J0 nojaid 1917 poky 1 10 CTBOpEHHS
CPCP, BTUIIOIOYM TEBHI, MPOBEPUCTCHKI TEHJEHII y XYJI0XKHbOMY CBITI, 1
BIJI3HAYCHUA BUIATHUMHU XYyJOXHIMU JOCSITHEHHSIMH Ha PIBHI JliTepaTypu Ta
iHIMX BUIB MuctelTB (A. bap6roc, M. IN'opbkuii, M. Illosnoxos, iH.).

B naniii poGoTi TpaauiioHani3M BUAUIEHUH y SKOCTI OJAHOTO 3 OMOPHHX



CTHWJIbOBUX TPUHLHUIIB, sKUA Ha0yB y XX crTopiy4i puUC CTUIBOBOI
napagurMajbHOCTI Yy CIHIBICHYBaHHI 1 NPOTHCTABJIEHHI MOJEpHYy-aBaHrapuay. |
SKIO TPaIUIIOHATICTChKI TeHIeHIi mucrenTrBa X VIII- XIX cropivyus npuiitmanu
XapakTep akaJeMIYHOi HAaCTaHOBH B COJIJIAPHOCTI 31 3700yTKaMu peNiriitHoro
MUCTENTBa, TO y XX CTOpIYYi, 3 aBTOHOMI3AIIE€I0 y MHCIUTEIbHIA CBI1JIOMOCTI
aTEiCTUYHOTO CBITOCHPUUHATTS 1 MOro JepkKaBHOI MIATpUMKH B PaasHCbKIN
VYkpaini TpaguilioHATI3M YCBIIOMJIIOETHCS B aKaJeMIuHIA 1 TO3apeiriiHii
CIIPSIMOBAHOCTI. Xo04Ya KOHKpPETHMKa TBOPYMX HaMaraHb MHUTIIIB JaBajia OuIbII
CKJIaJIHy 1 OUIbLI XYAOXHBO ILIKaBY PpO3Trally’KEHICTh THUX BHPa30BO-CTUIHOBHX
BUOODIB.

3BepHEHHS caMe 70 (POPTENniaHHOTO BTUICHHS MPOTOTPAAUIIIOHAIIIZMY €TTOXH
POMAHTU3MY 1 TpaJULIOHANII3MY K Takoro 0a3yeThCsl Ha y3arajibHEHHSX Mpailb
. AugpocoBoi, JI. llleBueHko ¥ 1HIIMX JOCHIAHHUKIB IIOAO IPHUHIIUIIOBOTO
CHiBICHYBaHHS y XX cTOpi44l 1 HOro ymepemKyrdoro 3a MeBHUMHU MO3MUIISMU
XIX cropiuus aHTWUTE3 KJIABIPHOTO W OPKECTPAIBHO-POSIILHOTO IIiaHi3MYy,
MIaHICTUYHOTO MOIIApTIaHCTBA W OETXOBEHIAHCTBAa SIK BiA3HAK CTUJILOBOI
«rerepodoHil» MUHYIUX enox. Takuii KaTeTOPUIHUA PO3KOJI CTUIILOBUX BUSIBIICHD
y XIX 1 XX cromiTrsix OyB MNOTY)XKHO MiJCHJICHUA BUHUKHEHHSIM aHTHUTE3
npoeciiHOTO XyI0KHBO CAMOJOCTATHROTO — 1 MPHUKIAJAHOTO, «TPETHOPSITHOTOY
MUCTEIITBA.

MertactmiboBi anTuHOMII XX cTOpiuysi Oyiau mojoJiaHi ix Audysiero B
enoxy mocraBanrapay (Big 1970-x 10 cbOTOJEHHS), HAPOKYIOUH JICIIO BiAMIHHE
BiJl BKA3aHMX AHTUTE3, Ha3BaHE «KOHIENTYyaJIbHUM» MHUCTEHTBOM KiHI XX —
novaTky XXI cToMITh.

B nucepraiii BHCyBa€TbCsl ified TPO HEIOMYCTUMICTh TMOETHAHHS YCIX
JOCSITHEHb YKPAiHCBKOTO MMCTEITBA 3 THMH, XTO OyB HOCIEM TOCJI1JOBHOL
HOBALIMHOCTI — TAKUM MIJX1J1 CTaB MPOCTUM OOEPHEHHSIM METOY MEPECIIilyBaHHS
TOTAIITAPHUMU PEKUMaMU TPUXUILHUKIB MOJCPHY-aBaHTapay 3a «popmaiizm»
Ta 1HIII BUTaJaHi MOPOKU. TpajMIiOHANICTCHKUI METACTUJIb ILIUPO BOUpae

JOCATHCHHS BHUCOKOTAJIaHOBUTHUX KOMHO3I/ITOpiB, 1o IIpamnroBain JJIA



[IpaBocmaBHoi IlepkBu 1 Tum Bigpizaim st cede TyTh Y TMPUHIAIIOBY
HoBaliiHCTh. TyT crumBaioTh iMeHa OonrapuHa JI. XpHCTOBa, pOCIMCHKUX
maiictpiB  Il. YecnokoBa #  O. Apxanrenbchkoro, cepb6a C. Mokpansiia,
BUIIEHA3BaHOTO YKpaiHChKOro reHist M. JleoHToBHYA 1 HOTO CIABHUX CYYacHHKIB B
ocobax . CrenoBoro, K. CrenieHka Ta iHIIUX JOCTOMHUX MY3HKAHTIB.

3BakalouyM Ha YCTaJ€HHS YABJIEHb TMPO CYTHICTb  YKPaiHCHKOTO
CBITOOAUYEHHS SIK J1ipu3mM)y COLIATBHO-TICUXOJOTIYHOTO BHUABIEHHS (B IMparsix
€. Onanpkoro, b. [{umbanicroro, M. lllnemkeBuya, 1H.), B poOOTI 1Ie
CIIOCTEPEKEHHSI BBEJCHE I apryMEHTallli CYyTHOCTI POMAaHTUYHUX TEHICHIIHN B
YKpaiHChKIA ~ XYJOKHOCTi, ajie MHUHAIOYM 1HAMBIAyasli3M BHPaXEHHS, WIO
HalpaBJisiE Ha OpraHiky came Oijepmaepa g arpuOyIli HaIlOHAJILHOTO
camocTtBep/keHHss B wmucreutBi (auB.y O. Ko3apenka Ta  1H.aBTOpIB).
binepmaepiBChbKuii KOMIUIEKC CBITOOAUEHHS IPYHTYETHCS Ha IIaHYBaHHI TPaIUIlIN
B X IyXOBHO-IIEPKOBHIN TeHE3l, IO HaBEpTAa€ HA 3aKOHOMIPHICTh CAJIOHHOI
dopTeniaHHOI MY3UKH Y BUPaXXEHHI MMEBHUX MPUHIMIIOBUX MO3UIIN YKPaiHCHKOTO
MUCTELKOT0 HaJOaHHS.

B numcepramii  mpocnmikoBaHa — CHPSMOBAHICTh aKaJeMI4HO-
MPOTPAUIIIOHATICTCHKOTO Tja TBOPYOCTI YKpaiHChKUX aBTOpiB XIX cropiyus B
KOHTEKCTI BUCYHEHHSI CAMOCTIMHOCTI KOMIIO3UTOPCHKOI HAI[IOHAJIBHOI IIKOJM Ha
piBHI (POJTBKIOPUCTCHKUX HAKOMUYECHb Y TEMaTHU3Mi M CTPYKTYpHHX IepeBarax
KOMITO3UIIIM aBTOPIB, 11O BIAITpald 3HAYHY pPOJib y CTAHOBJIEHHI YKPaiHCHKOTO
dopremianHoro wmucieHHs. lle poboru M. Jlucenka, A.Pybus, A. €miukwy,
1H.MalCTpiB, SKI 3AIMCHIOBAIM TOEJHAHHS B aBTOPCHKHUX 3100yTKax Han0aHb
boapKIIOpY 1 MPUKIAAHOI MOMYJISAPHOI cepu 13 HAKOMUYEHHSAMH aKaJeMIYHOI
€BPOTICHCHKOT TPAIHIIi.

[Ipy npomMy B JaHOMYy AOCHIKEHHI 3po0JieHa aKIEHTyallii 4YyTTEBOCTI
YKpaiHCbKUX aBTOPIB JI0 BUPA3HUX €JIEMEHTIB POKOKO SIK YACTKH O1/1€pMa€EPIBCHKOI
OCHAIEHOCTI YKPaiHCHKOT0 KOMIIO3UTOPCHKOTO BHECKY. | IIuM BXe 3aKiiafaeTbes
KOHTAKTHICTh aKaJeMIYHO-TPAAUIIIHHUX 3aC001B BUPA3HOCTI 13 MOJAEPHICTCHKUMHU

cpsiMyBaHHSIMUA XX CTOPIYYs, 3 SIKHX HEOPOKOKO — CKJIaJI0Ba HEOKJIACUYIHOT JIiHIT



CTHJIbOBUX HaJ0aHb MUHYJOTO CTOPIYYS — € OJHUM 13 MOMITHUX BHUPA3HHKIB
XYZI0’)KHBOTO MHUCJICHHSI BKa3aHOT'O YaCOBOT'O MEPIOaYy.

Came BkazaHl IIeperjieTeHHs OiiepMaepa 1 MPOTOHEOKJIACUIIM3MY XX
CTOpivusl B YKpaiHCBKiM QopTemiaHHii — 1 3 QopTemiaHo — My3HIll MHHYJOTO 1
MO3aMHUHYJIOTO CTOPIY BUBOJATH Ha JI1€BICTh 3aMOBITIB ecTeTUkH JI. BUrorcrkoro y
TIAYMAau€HHI XYJIOKHbOIO €(EeKTy MYy3WYHOro BHUpakeHHA. OCKUIbKM HIEThCA
NEPEeBAXHO TMPO OCOOJMBOCTI BTUIGHHA MaluxX (opM B  aHaII30BaHHUX
dbopTenianHUX 3700yTKaX, a OJHMCKyYl pe3yibTaTH JITEpaTypHUX TIyMadeHb
HA3BaHOTO aBTOpa MICTWJIMCS camMe B Toka3i ¢GopM OMNOBiAaHHS, OalKH, TO
BUJIITIIEMO MY3WYHI €KBIBAJICHTH MOHATIHHUM MOEAHAHHSAM BUTOTCHKOTO 3MiICT —
dbopma y BUIISIAI B3aeMoAll TeM-oOpa3iB y ¢dopTenmiaHHuX 37400yTKax, 4acTo
3alTydeHUX 3 (POJBKIOPHUX JKEpEeN, 13 KOMITO3UIIIMHUMHU CXeMaMu 1 MOBHICTIO
caMoro (opTemniaHHOTO 3ByYaHHS.

Crnupanns Ha HanpamtoBadds JI. BUTOTCHKOTO IiKaBO TPOSBISETHCS B
aHaI31 XyJA0KHBOI 3MICTOBHOCTI T’€C aBTOPiB XX CTOpiuYsi, OCKUIbKU OQIIIIHO
NIATPUMYBAHUN TpPaIULIOHATI3M 1 OpraHika O1epMaEepiBCbKOi CTPUMAHOCTI Y
BBEJICHHI HOBalIMHUX 3ac00IB 3a0XOUyBaJIM IIMPOTY BHUKOPUCTAHHS y TeMax-
oOpazax (OJBKIOPHUX IUTAT YM 3aM03WYEHb 31 CTHWJIBOBUX MOJIENEH MY3UKH
MUHYJIMX BiKIB. BuOip KOMNO3UIIWHOTO pIlIEHHS, 1HOJI MapaJoKCalbHO HE
CHIBIAIAI0UN 13 BUTOKAMH TEMaTUYHO-0Opa3HUX MOOYAOB, CKJIAJaB OCHOBY
XYJI0)KHBOTO aBTOPCHKOIO BIAKPUTTS, sK e MaeMo y 3a00yTkax C. Opdeena,
T. MamrokoBoi-Cunopenko, B. Biacosa Ta iHIINX MUTIIB.

B poGoti BusiBnseThcs  (GyHIAMEHTAJIbHE  OHTOJOTIYHE  3HAYEHHS
TPAIUIIOHANIICTCBKUX 3acajl TBOPYOTO MHCJEHHSA, M0 0a3yeTbCcsi Ha TPYHTI
JyXOBHOTO MHCTENTBA, ICTOPUYHO 1 (PAKTUYHO CKJIQJAr04OTO0 BUTOK 1
aTpuOYTUBHUNA TMOKA3HUK BHUPA3HOCTI MY3MYHOI XYJO0>KHBOI TBOPYOCTI B3arali.
Jlipuam gk aTpuOyIis HallOHAJIBHOTO CBITOTJISALY, SIK BTUIEHHA «yKPaiHCHKOI
IOyII», MO THKIE J0 «XBUJSICTOTO» BHUSBIICHHS EMOIIIMHUX TOJIIPHOCTEM,
MUHAIOYM 1X JEMOHCTPATUBHO abTEPHATHBHI (IMO3UTUB — HETraTHUB) BUSIBJICHHI.

Came Take OaueHHs CyTI «yKpaiHCBHKOI JyII» 3HAXOJUMO y Mpalsix yKpaiHChKHX



COLIOJOrIB, M0 MPEACTaBIsAOTh  KaHaAChKy  niacmopy (€. OHaubKwHid,
O. Kynmpuunipkuii, b. [lumbamictuii, M. llInemkeBuy, iH.), IS SKUX YKpaiHChKa
MEHTAJIbHICTh CKJIA/Ia€ JIEUI0 MPOTUIICKHE «IIEPraHTU3MY» 3aX1JHOTO CBITY, TOOTO
yKpaiHChbKE — TO ITHOPYBAHHS PalllOHAIBHOI «PO3AUIBHOCTI» pedel, Mol 1
CTaHiB, II0 KaTErOPUYHO BIJACYBAIOTh AHTUTE3U JpaMAaTUYHUX 3ICTABIICHb 1
PaLllOHATICTUYHO MOJABAHUX MPOTUIICKHOCTEH TPaTUIIMHOIO i HOBALIMHOrO Yy
XYIOXHIN cdepi.

IcuxacTchki BipOCIIOBIIANIbHI TPAJIIIIi, SIK TTOKAa3yIOTh MIAHATI Y AUcepTarii
C. Ulymuno marepianu 3B’s3Ky icuxacTiB 3 AQOHY 13 KO3albKOIO CTAPIIMHOIO Ta
reTbMaHCHbKUMH KoJlamMH 3aropi3bkoi Cidi, 3yMOBWIH, CYASYMd 3 YChOTO, CTIHKE
BpOCTaHHs OijiepMaepa B YyKpaiHChbKMM MHCTelbkui cBiT, akuii O. Kozapenko
BBAXKAE — 1 CIPABEAJIUBO — aTPUOYTHUBHUM 1HJIEKCOM XYI0KHHOT'O MHCIIEHHS
yKpaiHIs. A Ha3BaHUM CTHJILOBUM MOKA3HUK BUKJIIOUAE TPAriKO-1HIWBITyal130BaHi
BUSIBJICHHSI, TUM OLIbIIIe, aHTUECTETUYHI BUMIPU Y XYJA0KHROMY MHUCIICHHI. 3BIJICH
— OpraHika TPaJuLiOHAIICTCHKOIO MUCIEHHA y XX cToplydl B YKpaiHi, OCKUIbKH
KOHILIEHTpAT MOJEpHY-aBaHrapAy MHHYJOTO CTOJITTS MPEACTaBISIOTh HANPSIMKH,
YIPYHTOBaHI Ha BIJIBEPTO aHTUECTCTUYHUX HAYallaX: €KCIPECioHI3M, (QyTypu3M,
MIPUMITHBIZM.

VYKpalHCbKuUil MOJEpH 1 aBaHrapj, IpeJCTaBlieHI TakuMu ¢Girypamu sk
b. JIstommuchkuii 1 M. PocnaBenb, CkjaBcs y 3HA4HIM Mipi B mapajieib 0
aHAJIOTIYHUX BHSBJIEHb CTWJIBOBOTO paaukaiizmy y Dpanuii, Axrmii, Pocii, e
IMITPECiOHI3M-(DOBI3M BIJICTOPOHUB EKCIIPECIOHI3M 1 «KYIIIOBaB» BHUSABIICHHS
byTtypusmy 1 npumituBizMy. CKpsOIHIBCBKHI CTHJIBOBUN TNPUHIMUI HKUBUB
YKpaiHChKUX PAAUKAIICTIB, HAJJAI0UH, Yepe3 CIIMPAaHHS Ha CUMBOJIICTCHKI 3acajy,
NEBHI PHUCH «CTEPTOCTI» MDK TpaJULIOHAIICTAMU 1 MOJEpHICTaMH, IO Oyio
MIJTPUMAHE TaKOX HACKPI3HUM (DOJIBKIOPU3MOM — 1 y BUTJISAI IPUMITHUBICTCHKOTO
HEO(OJIBKIOPU3MY — TBOPYOCTI YKPATHCHKUX MUTIIIB.

KunrwouoBi ciaoBa:TpaauiiioHanizM, Tema-o0pa3 B MYy3HIll, KOMIIO3HUIIHHA
CEMaHTHKa, CTUJIb B My3Hlil, (popmMa — 3MICT B JIITEpATypi Ta My3HIIi

Ivanova L. O.Traditionalist stylistic direction in the creativity ofthe



Ukrainian composers of the 19th — 20th centuries. — Qualifying scientific work
on the rights of manuscripts.

Dissertation for Doctor of Philosophy Degree:Specialty 025 —«Musical Arty.
— Odesa National Music Academy named after A.V. Nezhdanova, Ministry of
Culture and Information Policy of Ukraine. Odesa, 2021.

The dissertation is devoted to the comprehension of the traditionalist stylistic
in the art of Ukraine, which is an essential component of the stylistic paradigm of
20th century art as a whole, which has filled the coexisting systems of traditionalist
and modernist-avant-garde layers. The introduction of the term "meta-direction" in
relation to traditionalism was clarified, which was done by analogy to the
definition of epochal meta-genre formations accepted in musicology (according to
O. Markova). The dissertation presents the phenomenon of traditionalism in a
categorical interpretation, as a set of stylistic formations at the level of the
composer's creativity of the 20th century and the preceding century of romanticism
(proto-traditionalism) in the form of an academic identification of the Biedermeier
principles.

Declaration of traditionalism as a meta-direction and as a component of the
style paradigm of 20th century music is created by the need for a historically fair
assessment of those cultural acquisitions that in the pre-perestroika period were
interpreted as not corresponding to the “spirit of the era” and were also identified
with the manifestation of the official art of socialist realism in Soviet Ukraine. The
dissertation provides historical data on the meta-stylistic and two-syllabicity of the
stylistic content of the art of the last century with parallels to academism and
Biedermeier trends, along with the incarnations of “frantic”, “late” romanticism,
psychological realism as “carriers” of innovation in the 19th century.

A certain balance was demonstrated between traditionalist and modernist-
avant-garde stylistic positions in the works of the most outstanding masters of the
past century, and these stylistic antitheses were equally represented by brilliantly
gifted creators. Along with the famous leaders of the modern-avant-garde of the

twentieth century, such masters as S. Rachmaninov, M. Leontovich, 1. Pizzetti,



S. Barber, J. C. Menotti in their work showed the highest degree of artistic
expression and embodied stylistic positions that were alternative, relatively
modernist-avant-garde acquisitions.

In the mainstream of understanding the stylistic-alternative layouts of the
last century and their existing lines of academicism-Biedermeier and romantic-
realistic innovation of the past, musicological awareness of the achievements of
Ukrainian music of recent decades came along with attention to innovators and
oppositionists of the official socialist realist thinking. This significantly narrows
the palette of expressiveness of Ukrainian music, since traditionalism was often
associated with the spiritual foundations of creativity, with Biedermeier’s high
simplicity, which could be officially recognized by the Soviet regime. However,
traditionalism could resist the Soviet officialdom, subject to a certain stylistic
consistency with the declared socialist realism meaning.

An example of such a discrepancy with Soviet creative stereotypes in the
absence of a stylistic distance between official and author's folklorism can be the
works of M. Leontovich. This testifies to the uneasy ideological and stylistic
relations between the carriers of the traditionalist worldview. The Soviet
government generously awarded the outstanding master A. Kos-Anatolsky with
awards and prizes, but this was not evidence of his connection with official
socialist realism. It must be remembered that socialist realism arose long before the
events of 1917 year, before the emergence of the USSR, and embodied certain
pro-verism tendencies. The period associated with socialist realism was marked by
outstanding artistic achievements in literature and other arts (A. Barbusse,
M. Gorky, M. Sholokhov, etc.).

In this work, traditionalism is singled out as one of the basic stylistic
principles, which in the twentieth century acquired the features of a stylistic
paradigm as opposed to avant-garde modernity. If the traditionalist tendencies of
art in the 18th — 19th centuries took on the character of an academic attitude and
solidified with religious art, then in the 20th century, with the autonomy of mental

consciousness, recognition of the atheistic worldview and its state support in



Soviet Ukraine, traditionalism is perceived as academic and non-religious.
However, the creative efforts of the artists generated a more complex and
artistically interesting branching of expressive and stylistic choices.

The appeal to the piano embodiment of the proto-traditionalism of the era of
romanticism and traditionalism as such is based on the works of D. Androsova,
L. Shevchenko and other researchers. These works emphasize the fundamental
coexistence of antitheses of clavier and orchestral-piano pianism, pianistic
Mozartianism and Beethovenianism of the 19th (according to certain positions)
and 20th centuries, which acted as specific marks of the stylistic "heterophony" of
the past eras. Such a categorical split of stylistic manifestations in the 19th and
20th centuries was powerfully intensified by the emergence of antitheses of the
professional artistic and self-sufficient and applied, "third-tier" arts.

The metastyle antinomies of the 20th century were overcome by their
diffusion in the post-avant-garde era (from the 1970s to the present), which
predetermined the birth of something different from these antitheses, which was
later called “conceptual” art of the late 20th - early 21 centuries.

The dissertation puts forward the idea of inadmissibility to identify all the
achievements of Ukrainian art with the achievements of the bearers of consistent
innovation. This approach formed the basis of the concept of persecution of the
supporters of the modern-avant-garde by totalitarian regimes for "formalism" and
other invented vices. The traditionalist metastyle draws on the achievements of
highly talented composers who worked for the Orthodox Church, which cut off the
opportunity for these composers to work in the direction of fundamental
innovation. In this regard, the names of the Bulgarian D. Hristov, the Russian
masters P. Chesnokov and A. Arkhangelsky, the Serb S.Mokranyats, the
Ukrainian composer M. Leontovich and his contemporaries - Y. Stepovoy,
K. Stetsenko and other musicians emerge. Ideas about the essence of the Ukrainian
worldview lead to the lyricism of the socio-psychological direction (the works of
E. Onatsky, B. Tsimbalisty, M. Shlemkevich, etc.). Observations of this kind were

introduced to argue the existence of romantic trends in Ukrainian culture, however,



avoiding the individualism of expression, which is associated with the organic
Biedermeier for the attribution of national expression in art (see the works of
O. Kozarenko and other authors). Biedermeier's worldview complex is based on
the veneration of traditions in their spiritual and ecclesiastical genesis. This leads
to an understanding of the regularity of the existence of salon piano music as a
Ukrainian artistic acquisition.

The dissertation traces the direction of the academic-pro-traditionalist
background in the work of Ukrainian authors of the 19th century in the context of
the emergence of an independent national composer school. The specificity of the
work of Ukrainian composers was expressed in folkloristic developments, in the
characteristic thematicism and structural preferences of the compositions. All of
these factors played a significant role in the formation of Ukrainian piano
composition thinking. The author's compositions by M. Lysenko, O. Rubets,
A. Jedlichka, and other masters were a synthesis of the acquisitions of folklore and
the applied popular sphere of academic European traditions. At the same time, the
study focuses on the attitude of Ukrainian authors to the expressive elements of
rococo as part of the Biedermeier equipment of the Ukrainian composer's
contribution. It is emphasized that the contact of the academic-traditional methods
of expressiveness with the modernist trends of the twentieth century was laid, of
which neo-rococo, as a component of the neoclassical line of stylistic acquisitions
of the past century, remained one of the notable exponents of the artistic thinking
of this period. The interweaving of Biedermeier and proto-neoclassicism of the
twentieth century in the Ukrainian piano music of the past centuries preceding it
lead to the effectiveness of L. Vygotsky's aesthetic features in interpreting the
artistic effect of musical expression. It is mainly about the peculiarities of the
embodiment of small forms in the analyzed piano compositions. At the same time,
the brilliant results of L. Vygotsky's literary interpretations are associated precisely
with the forms of the story and the fable. Thus, it is possible to single out musical
equivalents to the conceptual connections of L. Vygotsky: content and form in the

shape of interaction of theme-images in piano achievements often with



compositional schemes and the materiality of the piano sound.

The reliance on the achievements of L. Vygotsky is interestingly manifested
in the analysis of the artistic content of the plays of the authors of the twentieth
century. The officially supported traditionalism and organic Biedermeier restraint
as an innovative means, stimulated the wide use of folklore quotes or borrowings
from stylistic models of music of past centuries in themes and images. Sometimes
the choice of a compositional solution paradoxically did not coincide with the
origins of thematic-figurative constructions, but created the basis for the author's
artistic discovery, this can be traced in the works of S. Orfeev, T. Malyukova-
Sidorenko, V. Vlasov and other musicians.

The work reveals the fundamental ontological meaning of the traditionalist
foundations of creative thinking, which is built on the basis of spiritual art, which
historically and in actuality constitutes the source and attributive indicator of the
expressiveness of musical artistic creativity in general. Lyricism as an attribute of
the national worldview, as the embodiment of the "Ukrainian soul", tends to
"wavy" identification of emotional polarities, bypassing their demonstratively
alternative (positive - negative) identification. It is this vision of the essence of the
“Ukrainian soul” that can be found in the works of Ukrainian sociologists who
represent the Canadian diaspora (E. Onatsky, O. Kulchytsky, B. Tsimbalisty,
M. Shlemkevich, etc.), for whom the Ukrainian mentality is somewhat opposite to
the Western world. That is, ignoring the rational “separation” of things, events, and
states categorically pushing aside the antitheses of dramatic comparisons and
rationally put forward opposites of the traditional and the innovative in the artistic
sphere.

Hesychast religious traditions (see the materials of S. Shumilo's dissertation
about the connection of the hesychasts of Athos with the Cossack privileged class
and the hetmans of the Zaporizhzhya Sich), apparently, caused the persistent
ingrowth of Biedermeier into the Ukrainian art world, which O. Kozarenko calls an
attributive index of the artistic thinking of a Ukrainian. The named style indicator

excludes tragic-individualized revelations or anti-aesthetic dimensions in artistic



thinking. Hence the organic nature of traditionalist thinking in the twentieth
century in Ukraine, since the concentrate of the modern-avant-garde of the past
century is represented by directions built on a frankly anti-aesthetic basis:
expressionism, futurism, primitivism.

Ukrainian Art Nouveau and avant-garde, represented by such figures as
B. Lyatoshinsky and N. Roslavets, developed to a large extent in parallel to similar
manifestations of stylistic radicalism in France, England, and Russia, where
impressionism-aauvism removed expressionism and "cut short" futurism and
primitivism. Scriabin's stylistic principle nourished Ukrainian radicals, imparting
certain traits of "blurring" between traditionalists and modernists by relying on
symbolist foundations, which was also a cross-cutting folklorism in the form of
primitivist neo-folklorism of the work of Ukrainian artists.

Key words: traditionalism, theme-image in music, compositional semantics,

style in music, form-content in literature and in music.
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