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Abstract. The article studies the phenomenon of a composition school that in the history of culture was perceived as an important

cultural phenomenon requiring a thorough study. For many centuries, the history of culture and art was associated with the artists’

desire to define and affirm their creative achievements in society. Creative activities have always played a significant role in society.

A composer never limits himself to pure creativity but persistently implements his spiritual ideals in life attracting adherents and

followers. At the same time, the very position of the artist in his environment depended on the historical and political circumstances

that dictated the attitude of certain circles of society to art in general and towards the work of an individual artist (poets, sculptors,

composers etc.) in particular

The aim of the article is to reveal the concept of a composition school as a normative-value system aimed at the formation and

preservation of professional experience and to study its connection to a scientific school.

Keywords: culture, traditions, values, scientific school, composition school, artistic system, historical circumstances, communication.

Analysis of recent research works and publica-
tions. A. Antonov, E. Boyko, V. Gasilov, F. Gernek,
N. Dubinin, E. Mirsky, L. Salamon, A. Zuckerman,
G. Steiner, M. Yaroshevsky, and other researchers
have studied the concept of a school as a scientif-
ic formation.

When studying schools of art, the publica-
tions by O. Beregova, Zh. Dedusenko, S. Ivanova,
S. Kucherenko, E. Markaryan, S. Miroshnichenko,
O. Samoilenko, N. Terentieva, N. Yarantseva should
be mentioned.

In regard to the phenomenon of a composition
school, the lack of research outlining its structur-
al, social, and cultural-creative features is evident.
There are only several studies that characterize the so-
called composition school as a historical and stylis-
tic source of musical creativity; however, very often
these works do not actualize the socio-cultural stag-
es of this phenomenon as a school, thus revealing

the content of the school through descriptive con-
notations on the life and work of a certain composer.
These are the works of Ukrainian, Russian and oth-
er foreign music experts: O. Beregova, T. Varna-
va, Y. Wexler, N. Vlasova, T. Gomon, O. Gorodet-
ska, S. Hrytsa, T. Dobina, L. Dumenil, L. Kovnat-
ska, O. Kozarenko, M. Kopytsya, S. Kucherenko,
V. Martynov, S. Pavlyshyn, I. Savchuk, E. Stankevych,
N. Turovska, H. Shtukenshmitz, S. Yarotsynsky, etc.
The aim of this research work is to form a general
framework for understanding a composition school
as a certain communicative mechanism of forma-
tion of musical culture, its socio-cultural and artis-
tic features. The following objectives of the article
allow to describe composition school as a socio-cul-
tural and artistic phenomenon:
— to outline the process of formation
of a composition school in the historical context
and the paradigm of socio-cultural changes in par-
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ticular in the formation of musical culture;

— to determine the role of tradition and inno-
vation which appear as certain development mech-
anisms of a composition school as a socio-artistic
phenomenon;

— to identify the main features of compo-
sition school as a holistic system based on experi-
ence and its transformative practices;

— to highlight the main practical mecha-
nisms of functioning of a composition school.

Presentation of the main research material.
In the system of culture, the phenomenon of com-
position school is based on the correlation between
a school as a component of culture and culture
as a whole. Treating a composition school as a mech-
anism of cultural transformations allows to em-
ploy two scientific approaches— (conventionally)
paradigmatic and typological. Regarding the first,
the paradigm based on the principles of synony-
my (semantic similarity) or antonymy (semantic
opposition) is often used to study the vertical con-
nections (active, controversial, etc.) of the school
with a specific historical culture and its paradigm—
an ideal model reflected in the socio-political, gen-
eral philosophical, aesthetic, artistic and didac-
tic trends of the time. The typological approach is
used for characterization of the school as a bear-
er of the phenomenological features of culture.

The paradigmatic approach could be illustrated
by N. Terentyeva’s study “History and theory of mu-
sic pedagogy and education” [13], which follows
the movement of schools, so to say, along the axis
of historical time. The author traces the change
of schools, starting from the tasks of music ped-
agogy and education, which dominated in a cer-
tain historical era in accordance with the chang-
es of the general paradigm of culture. In order
to effectively study the phenomenon of a school
as a part of culture, one should objectively identi-
fy how the general ideas of culture and their ful-
fillment were transformed, in particular, in the ac-
tivities of creative schools. From this point of view,
aschool is interpreted as a hierarchically dependent
part of culture in the existing society the internal
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order is which is governed by the level of absolute
values that determine its unique nature.

However, determining the position of the school
in the paradigm of culture does not give an answer
to the question about how the typological proper-
ties of culture are reflected in the school mirror-
ing the relationship between a part and a whole.
Thus, it is necessary to establish a set of essential
properties of culture as a phenomenon and iden-
tify their compliance or inconsistency with the es-
sential properties of a creative school.

Among the structuring constants of cul-
ture, there are ideas, norms of its coding and ways
of transmitting cultural values, which are not iso-
lated; on the contrary, they interpenetrate and mu-
tually condition each other. Understanding com-
positional practice as a language of culture im-
plies a special way of its organization, which lies
primarily in the allocation of normative-value lev-
el as a system of artistic and social rules. Accord-
ing to these rules, culture creates narrative fields
of “expression” not only in the form of creative
products but also as the socio-cultural groups that
share common interests and ideological strategies.

A new approach to studying this problem is of-
fered by S. Kucherenko who uses the so-called quad-
ratic-matrix approach in the process. This model is
aimed at comprehensively outlining the multilay-
ered phenomenon of school in music, which gen-
erally contributes to revealing the role of a school
founder and its representatives, the motives of their
activities, highlights the features of interaction, con-
tinuity in the teacher—student dialogue, reveals di-
rect and inverse connections between the compo-
nents of the concept of school, etc.

The application of the quad-matrix approach
makes it possible to reveal the universality of the phe-
nomenon in any field of music (including the compo-
sition school). The basic principles of the quad-ma-
trix approach allow to identify the interrelationships
of the elements that ensure its integrity, creative
and predictive characteristics. Designed for the phe-
nomenon of a school of music, the approach re-
veals the unity of structure and process, because
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a “school” is not static phenomenon but evolves
in space and time [7, p. 201].

In terms of socio-cultural actions, a compos-
ing model of school is a peculiar mode of activi-
ty. As a normative-value and socially open activi-
ty through which a composer creates his “expres-
sions” and transmits experience, the phenome-
non of a school is formed into the so-called collec-
tive practice, organizes and objectifies it; in other
words, comprehends and realizes both the expe-
rience of the composer and the school. The most
evident channel for transmission of this socially
significant practice, which enables the transmis-
sion of artistic and social experience, is the com-
municative system of teacher and disciple. Thus,
clear structure is one of the fundamental properties
of a composition school as a metatext of culture.

The fact that the composition school is open
to modern trends in culture proves its involvement
in overall social process, being its integral part.
In this cognitive algorithm, the existence of “feed-
back” between the composition school and prac-
tical (concert, music-pedagogical, etc.) activity is
also fundamental. Providing successful functioning
of the systems of composer and audience, compos-
er and pupil, school in general and the socio-artis-
tic practices of its manifestation, a school operates
within the constellation of its outstanding repre-
sentatives with their peculiar artistic and aesthetic
attitudes. The latter constantly improves the evalu-
ation criteria of compositional skills, thus influenc-
ing the creation of new modes of the author’s idea
(genre and style picture) cultivated by the school
and the means of its popularization in the socio-cul-
tural environment. Among the factors that should
be highlighted, are the following: creativity, per-
formance; communication aspect: perception—
distribution—promotion of music; scientific un-
derstanding of music; music criticism; upbringing
and education. In the context of culture, the com-
position school appears to be the one of the mecha-
nisms of transforming the ideal model of the world-
view into the artistic-figurative products of crea-
tivity, where, according to the stylistic discourse
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of the time, the evaluative criteria of reality are in-
tuitively combined. This suggests the main com-
municative mechanism of the composition school
as a creative workshop when the school serves
as a basic entity for memorizing and reproduc-
ing technological standards and their retransmis-
sion to the other members of the community. It is
hard to disagree with the idea that “the lifespan
of schools is limited due to the instability of social
life. Culture provokes dramatic situations and crises
at the every stage of its evolution whereas a sense
of the finality of time gradually becomes a neces-
sary feature of each significant artistic personality
in the history of art” [10, p. 13]. In specific histori-
cal circumstances, the formation of schools in mu-
sic is possible on the condition of highly developed
professionalism. This social form of interaction is
based on the direct relationship between a teacher
and a disciple. The existence of “individual” school
is related to the period of creative activity of its
leader and his disciples. Such creative coopera-
tion is based on the subject—subject relationship
of teacher and disciple (disciples) and means their
“process—interaction” [17, p. 181]. The formation
and development of composition schools were in-
fluenced by historical circumstances that enabled
the development of this phenomenon on regional,
aesthetic, and stylistic grounds. Due to the signif-
icance of the composer-teacher, the school forms
new generations of like-minded people, disciples,
heirs, etc. The desire to expand the sphere of influ-
ence in society contributes to development of com-
position as a communicative component of mod-
ern culture. In this context, the role of the lead-
er’s personality becomes paramount.

The next component in identification of the com-
position school could be traced due to acknowl-
edging the role of tradition and innovation as cer-
tain narrative systems of accumulation of knowl-
edge. The creative potential of the composition
school essentially forms its systemic and hermet-
ically derived features as a cultural community.
The composition school is based on the coexistence
of “conservative” and “auteur” (experimental, indi-
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vidual) schools. A. Antonov identifies three, in his
opinion, the most significant features of this pro-
cedural narrative in the core of the school: “fixa-
tion and transmission of social experience, patterns

” o«

of social activity,” “the role of constituting society,’
“socialization of people, the formation of personal-
ity through the involvement of patterns of activity
that seem to dominate the tradition” [1, p. 24-25].
These patterns are embedded in cognitive (includ-
ing the one aimed at self-knowledge), communica-
tive and didactic activities in the school as a team
of like-minded people, united with common slo-
gans and ideologically coordinated actions.

The cognitive function of the composition school
is implemented through accumulation, systemati-
zation, formalization of certain spiritual and prac-
tical experiences, creation of rules and algorithms
of various forms of composition, their form, sty-
listic and compositional stylistic conditionali-
ty of the creative process. In this role, the school
contributes to the formation of heritage regardless
of its time of existence and scale. The reflection
of the practices and social functions of the com-
position school can be both local and productive,
however, in both cases it is reflected in the history
of the whole culture ensuring the formation of its
memory. Cognitive, cultural, and educational phe-
nomenon of the school moves along two trajecto-
ries: external—in the field of joint socio-cultural
practices with other art schools and creative groups
and internally—in the constant improvement of its
communicative and artistic style as well as its in-
dividual and mobile characteristics.

Regulated by internal structural and function-
al properties, the composition school is a holistic
system characterized by its ability to self-develop-
ment, awareness of its own tasks which seemingly
justify its existence. And that is why the concept
of the artists’ genre-style writing patterns is not
imposed from the outside but emerges in the core
of the school in accordance with the communica-
tive and informational transformations of space
and time. Usually, the school itself is formed with-
in certain chronological limits, experiences periods
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of advance and decline, fitting into the evolution-
ary process. In turn, its existence is always deter-
mined by the specific needs of the group on the ba-
sis of its creative ideas aimed at search and im-
provement of forms of self-expression through
genre-style and social-communicative factors. It
is the communication (with its synchronic and di-
achronic models) that is the main function of these
cultural forms that enables the language of social
and artistic communication, the succession of gen-
erations and the emergence of innovative forms
and precedents of artistic and aesthetic compo-
nents of composition.

Undoubtedly, the school of composition also has
a didactic function, which at first glance is iden-
tical to the communicative one since it is based
on the process of transferring various knowledge,
skills, ways, and methods of cognition. At the same
time, its specific nature lies precisely in the ways
of translating the finished experience, in the spe-
cial conditions of communication. As a didactic
form, the composition school plays a special role
in the system of art and special music education
and in one way or another can be traced in all di-
dactic forms of music education. It is impossible
to implement creative ideas in this very field with-
out basic professional skills and abilities. There is
a certain ideal within the school in each specif-
ic historical period, the achievement of which is
the aim of education and criterion for evaluating
artistic and aesthetic activities. Exploring the his-
torical aspect of the composer’s profession, S. Iva-
nova notes that a composer is primarily “a special-
ist whose function is to create complete musical
texts, the main value of which is related to the in-
dividuality of the author; an artist for whom inspi-
ration is an important factor, i.e. a composer-ge-
nius or talent; not a master composer; spiritual
and national leader” [6, p. 20].

The specificity of the composition school is mani-
fested in its focus on the formation and preservation
of professional experience, involvement in artistic
creativity, where communication is impossible with-
out live, direct communication of teacher and pu-

110



Composition School as a Subject of Scholarly Study

pil. In contrast to the scientific school, which can
exist as a “non-institutionalized set of like-minded
people” [4, p. 145], the composition school is always
associated with the “guild ritual” of involvement
in the mysterious side of mastery, which, despite
the existence of written texts (method, scientific
and methodological literature), retains a deep con-
nection with the oral tradition of cultural heritage.

Composition school has a three-level cognitive
program—a set of artistic (musical), socio-creative
and personal-psychological factors. From this point
of view, it is a form or type of creative communi-
cation: on the one hand, the composition school is
alocalized organism that operates in a certain gen-
eral aesthetic and stylistic narrative; on the other
hand, it embodies the continuity of different gen-
erations of artists and shapes their artistic and aes-
thetic worlds, their openness to new cultural my-
thologies, and the challenges of the time, which
in turn leads to the emergence of new stylistic dis-
courses in the composition of music.

With this in mind, the main structural elements
of the composition school could be defined:

— functioning on the basis of a multi-plane,
multi-vector aesthetic-artistic paradigm based
on meaningful stylistic directions open to trans-
formation,

— cyclical functioning—involving at least
three generations (teacher, pupil, disciples),

— transmission of a certain system of knowl-
edge as a guild principle,

— shared aesthetic and artistic ideology aimed
at continuous improvement.

Thus, the composition school is a special type
of communication that allows a combination
of the process of creation and learning of crea-
tive activity. Its attributive quality is interperson-
al relationships and specific aesthetic and artistic
forms that normalize collective relations. Based
on the above, a working definition of a school may
be offered—a real or virtually existing communi-
ty of subjects/individuals united by a certain type
of creative activity and interpersonal communication
with the leader in oral and written, verbal and non-
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verbal forms. Accordingly, articulated character-
istics vary not only depending on the “program”
of the school (cultivated by its leader and disci-
ples), on the creative idea of such program (stylis-
tic, genre discourses of composer’s experiments),
but also on the conditions in which this cultivation
is carried out. As a kind of diasynchronous com-
munity of creative personalities, united by the com-
mon composer’s model of creativity and the role
functions of teacher and pupil, the composition
school is concentrated around a single semantic
core—communication. In this regard, the prob-
lems of tradition, heritage, contribution, continu-
ity are actualized, i.e. the issues that do not appear
“in purely scientific knowledge studied by the his-
tory and theory of musical creativity, but by cultur-
al studies” [5, p. 65]. Note that the communicative
aspects of the school can also be traced through
the aspect of succession as “...an inseparable com-
bination of the succession of ideas with the succes-
sion of the system of activity” [3, p. 323]. In fact,
this component forms a broader context of cultural
precedents on the basis of the subconscious desire
of an individual for obtaining knowledge and fur-
ther verbalization of universal values.

The study of composition as a main component
of the composition school requires a comprehen-
sive approach based on the generalization of mu-
sicological theories and application of scientific
knowledge to reveal the socio-philosophical context
of this phenomenon. An important factor for formu-
lating the idea of composition school is comparing
it with the other types of schools. The commonali-
ties between these types of human activity, outlined
by some researchers, clarify the unexplained con-
nections and priorities formed by empirical expe-
rience of the course of the musical history. Just like
in science, the same diversity is present in music.

The motive for formation of a school is to unite
people (pupils, teachers) in the joint field. Such mu-
sical community has its own characteristics. Pri-
marily, it is an exchange of energy between teach-
er and pupil, enhanced exchange of profession-
al information in the field, when the mentor’s ex-
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perience is transformed from the individual into
the collective one. In this interaction, an energy
field is formed, in which the desire of all its par-
ticipants to know the special meaning of their ac-
tivity shapes up. The creative energy of the school
founder produces the system that functions autono-
mously as a generative model of sorts. The outlined
process takes time before it will lead to the final re-
sult—a full-fledged exchange of energy within cer-
tain generation. In the future, this energy is mani-
fested through the representatives of the “school”
and the choice of the latter determines “the direc-
tion of their creative path—the creation of their
own ‘school’ or transmitting the existing informa-
tion” [7, p. 204].

The development of professionalism in art-ori-
ented schools has come a long way and took shape
in the works of outstanding masters creating social-
ly significant achievements, on the basis of which
stylistic trends were formed marked by charac-
teristic features. This refers to the phenomenon
of the composition school, which was most fully
developed within the European tradition and gave
impetus to the dissemination of acquired knowledge.

Conclusions. Summarizing the abovementioned
thoughts and concepts, it may be concluded that
the study of the phenomenon of a school in culture
requires a comprehensive approach. This phenom-
enon is viewed as a way of activity, a normative-val-
ue system that functions on the basis of cultural
tradition as a mechanism by which this activity is
carried out. The analysis of different approach-
es to understanding the phenomenon of a school
gives grounds to claim that its main attributive
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qualities are specific forms of interpersonal rela-
tionships and collective relations. These forms are
based on a twofold process of creation and learn-
ing of creative activity. The compositional model
of a school acts as a holistic system with the fol-
lowing features:

— upbringing and education,

— ability to self-development and awareness
of own tasks,

— formation of creative heritage,

— communication aspect (distribution
and promotion of music).

These patterns are embedded in cognitive (in-
cluding aimed at self-knowledge), communicative
and didactic activities in the school as a group
of like-minded people united by common slogans
and ideologically coordinated actions. Involvement
of the composition school in social processes is en-
sured by the successful functioning of the systems

” o«

“composer—pupil’, “composer—performer—pub-
lic”, “school and socio-cultural practices, musicol-
ogy, music criticism, upbringing and education”.
The creative potential of the composition school
lies in the interpenetration of its traditions and in-
novative achievements. Composition school exists
in a relatively limited time frame. In the historical
context, the idea of school and professional devel-
opment has come a long way and were developed
in the works of outstanding masters creating socially
significant achievements. The artistic system that
has resulted from this development exists as a pro-
cess of interaction which lasts in a certain time pe-
riod and exists in the socio-cultural space, stimu-
lating the growth of new generations of followers.
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AmnoTanisi. AocAip)KeHO sBUIIle KOMIIO3UTOPCHKOI IKOAM, SIKe TOCIAQ€ Barome Miclie B iCTOpii KyAbTYpHU Ta € KyABTYPOTBOPUMM
¢deHOMEHOM, 10 MOTPebye IPYHTOBHOrO BMBYEHHS. YIIPOAOBX 0araTbOX CTOAITb iCTOpist KYABTYpM Ta MMCTeLTBa OyAa IOB’si3aHa
3 IPAarHeHHsIM MUTL{B AO BM3HAYEHHS 11 YTBEPAJKEHHSI iXHIX TBOPUMX BAOOYTKIB y CYCHIABCTBI. AiSIABHICTD TBOPLIS 3aBXXAM BipirpaBasa
y 1bOMY 3Ha4YHy poAb. KoMmosutop HiKoAM He 0OMeXXyBaBCsi CAaMOIO AMIlle TBOPYICTIO, a HAMIOAETAMBO BIIPOBAAXYBAB Y SKUTTS CBOI
AYXOBHI iA€aAm, IpUBepTaoUM A0 cebe OAHOAYMIIIB Ta MMOCAIAOBHMKIB. BoAHOYAC, MO3MIIist MUTILIS 3aA€XaAa Bip iCTOPUKO-MOAITHYHMX
o6cTaBuH, AKi AVIKTYBAAM CTaBA€HHs THX 4M iHIIMX KiA CYCITIABCTBA AO MMCTELTBA 3araAOM i AO TBOPUOCTi OKPEMOI'O XyAOXKHUKA —
M0€eTa, CKYABIITOPA, KOMIIO3UTOPA TOL]O. PO3KPUTTS MOHATTSA KOMIIO3UTOPCHKOI IKOAM SIK HOPMATMBHO-IIIHHICHOI CMCTeMU, CKepOBaHOL
Ha GopMyBaHH: i 30epeskeHHs TPOeCiiiHOro AOCBIAY, Ta AOCAIAKEHHSI il 3B'513KY 3 HAYKOBOIO IIIKOAOI CTAHOBUTb METY 1ii€l CTaTTi.

Kaw4osi croBa: KyAbTYpa, TpaAULii, IHHOCTI, HAYKOBa LIKOAA, KOMIO3UTOPCHKA IIKOAQ, XYAOXKHS CUCTeMa, iCTOPMYHI 00CTaBMHY,

KOMYHiKaLlisl.

Amumpuesa E. KoMnosutropckas mIKoOAa KaK NIPeAMeT HayYHOTO U3y4eHUst

Annotanus. ViccaepyeTcs: siBA€HVME KOMIIO3UTOPCKOI IIKOABI, KOTODasi 3aHMMAaeT 3HAYUTEAbHOE MECTO B MCTOPUU KYABTYPBI
1 0CO3HAETCSI HAMM KaK KYABTYPOTBOPUeCKIil peHOMeH, Tpebyroimit pyHAAMEHTAABHOTO M3y4YeHNs. B TeueH MHOTMX CTOAETHIT MCTO-
Pl KYABTYDBI U MCKYCCTBA ObIAA CBSI3aHA CO CTPEMAEHMEM XYAOXKHUKOB K OTIPEAEAEHIIO 1 YTBEPXKAEHMIO X TBOPYECKUX AOCTVDKEHUIT
B o01iecTBe. AesATeABHOCTb XYAOXKHMKA BCETAQ UTPAAA 3HAUMTEABHYIO POAB B 9TOM Ipoljecce. KOMIO3UTOp HUKOIAQ He OTPaHMYMBAACS
TOABKO TBOPYECTBOM, 2 HACTOITYMBO BHEADPSIA B KM3Hb CBOM AYXOBHBIE MAEAADI, TPUBAEKAs K Cebe eAVHOMBILIACHHUKOB 1 IIOCA€AOBa-
TeAelt. B To 5xe BpeMsI ITO3MLIMSA XYAOXKHMKA 3aBUCEAA OT UCTOPUKO-TIOAUTIYECKMX OOCTOATEABCTB, KOTOPbIE AMKTOBAAM OTHOIIEHME TeX
MAM MHBIX KPYTOB O0II[eCTBA K UCKYCCTBY B LIEAOM U K TBOPYECTBY OTAEABHOTO XYAOXKHMKA (109Ta, CKYABIITOPA, KOMIIO3UTOPA) B 4aCT-
HOCTH.

Kawuesvie cA0Ba: KyAbTYPa, TPAAULIUM, LIEHHOCTH, Hay4YHas IKOAA, KOMIIO3UTOPCKAsI IIKOAR, XYAOXKECTBEHHAs! CUCTEMA, ICTOpHYe-

CKie 06CTOSITEABCTBA, KOMMYHUKaLus.



