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The purpose of the article is to analyse the context of the use of the term monoculturalism in music, determine the
features of the relation with the concept of multiculturalism, outline the prospects for their application. Research methodology.
Analytical and comparative methods are to analyse the context of the application of the term monoculturalism in cultural and
music literature and compare the meanings in the interpretation by different researchers. The scientific novelty of the study
is the definition of criteria for applying the concepts of monoculture (monoculturalism) and multiculture (multiculturalism)
in music background discourse. Conclusions. During the study, it has been revealed that in music art, the term monoculture
is understood by the authors in different ways — in the sense of focusing on the traditions of certain national communities
(with the restriction of interethnic influences) or on the conventions of individual social communities (with the restriction of
national identity), the examples of which are the Soviet socialist realistic doctrine (CPSU officials introduced the restrictions)
or contemporary mass art (the restrictions due to the laws of the market economy). The use of the term monoculture in works
that are performed within the framework of the Kovcheh Ukraina Art Project, in particular, folk songs in authentic-sounding
and modern arrangements, symphonic works by D. Bortniansky, M. Lysenko, B. Liatoshynsky, M. Skoryk, etc. has been
analysed in detail by critics of The Claquers publication. It has been proved that the term monoculture is used uncritically in
a negative emotional colour by the authors, the sources of which come from certain areas of sociology and agronomy, which
forms a basis for discrimination and stigmatisation of creative initiatives aimed at maintenance and development of original
national art. It has been noted that the ambiguity and instability of the term monoculture in music art is a prerequisite for its
uncritical, politically motivated use. At the same time, the opposite concept is multiculturalism, ambiguously assessed by
culturologists, can be used in music art.
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Introduction

In recent years, the terms monoculture or monoculturalism have been increasingly used in the national lit-
erature, both academic and journalistic. While in sociology, monoculturalism has already acquired an unques-
tionable terminological certainty, the use cases of the term so far seem somewhat sporadic in the art of music.
Meanwhile, considering the special activity of the term-forming process due to globalisation and integration
processes in the world, it seems important to analyse and outline the field for the application of certain con-
cepts, the possibility of their borrowing from a foreign language or other industry semantic field, in particular,
to outline the phenomena of musical culture in Ukraine.

Analysis of recent researches and publications. The dichotomy of monoculturalism and multiculturalism
in European literature emerged at the end of the 20" century. Among the authors of the largest monographs de-
voted to the issues of multiculturalism of the last two decades are B. Brian, D. Bennett, R. R. Fillion, G. Paul,
H. Barnor, B. Parekh, Ch. Taylor, A. Tremblay and others. Multiculturalism is contrasted with monocultural-
ism with a tendency to justify the advantages of the former in terms of the comfortable coexistence of persons
of different nationalities within the same multiethnic community or state.

In music, the issue of certain national cultures became relevant in the 19" century during the emergence
of national composition schools, including the Ukrainian one. Although there are few, Ukrainian studies in this
direction are indicative in the context of changes in the geopolitical situation in Ukraine. Thus, S. Liudkevych
(1999) and O. Kozarenko (2000) describe the national originality of art as a certain self-value and achievement
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of Ukrainian culture, while I. Liashenko (1991) sees the value of the national only in the dialectical process of
interaction of cultures of different nationalities and their development.

The scientific novelty of the study is the definition of criteria for applying the concepts of monoculture
(monoculturalism) and multiculture (multiculturalism) in music background discourse.

Purpose of the article

The purpose of the article is to analyse the context of the use of the term monoculturalism in music, de-
termine the features of the relation with the concept of multiculturalism, outline the prospects for their appli-
cation.

Main research material

The term monoculture first appeared in agronomy to denote a method of crop production in which the same
crop is grown on the same plot for many years (Zharinov & Dovhan, 2008, p. 183). In agronomy, this term has
a negative connotation due to biological reasons — monoculture creates a constant unvaried load on soils, leading
to their depletion, and therefore — negative environmental and economic consequences.

In sociology, the term has acquired a slightly different grammatical form — monoculturalism and has received
the following definition: “the policy or process of supporting, advocating, or allowing the expression of the culture
of a single social or ethnic group” (online Oxford dictionary). The opposite term is multiculturalism, initially in-
troduced in the context of problems of racial discrimination in the USA in the 1950 and the 1960s, and is defined
as “the principle of ethnonational, educational, cultural policy that recognises and supports the right of citizens to
preserve, develop and protect their (ethno) cultural features by all legitimate methods, and the state is obliged to
support such efforts of citizens” (Kolodii, 2008, p. 66).

The assessment of multiculturalism in sociology is ambiguous. The apologists of multiculturalism proceed
from the priority of protecting the rights of national minorities in multinational communities (Ch. Taylor and
V. Kymlichka, B. Parekh, etc.). Opponents, on the other hand, call multiculturalism a means of “the destruction of
the national spirit” (Shils, 1997) and “the deprivation of the cultural core” (Huntington, 1996, p. 306).

In Ukrainian culturology, the terms monoculturalism and its opposite — multiculturalism- also find themselves
in the field of opposite tendencies of their interpretation. For example, S. Drozhzhyna (2008, p. 104) considers that
“multiculturalism based on universal values, on the principles of equal coexistence of various forms of cultural life,
including subcultural forms, can become a unifying ideology”. O. Hrytsenko (2019) expresses scepticism about the
unifying prospects of multiculturalism. According to the researcher, the policy of multiculturalism “does not bring
much success in overcoming interethnic and intercultural conflicts, but provides a cheap platform for supporters of
extreme ideologies, instigators of hostility and distributors of fake (Hrytsenko, 2019, p. 229). T. Usatenko (2011)
has a similar opinion, pointing to “the need to form an integral monocultural space capable of meeting Ukrainian
citizens’ cultural and linguistic needs” (p. 146).

In direct musicology, the use of the term monoculturalism by Ukrainian musicologists is rare and different in
context. Thus, I. Savchuk (2016) calls the Soviet doctrine of the interwar years a monocultural component, which
limited the possibilities of cultural exchange between Soviet composers (in particular, B. Liatoshynsky) and Euro-
pean ones. O. Tsekhmistro (2012), considering the problems of Ukrainian vocal and symphonic music of the last
third of the 20™ century, emphasises the possible risks of “transformation of different world cultures into a single
monoculture” (p. 124). It is significant that in both cases, monoculture is somewhat supranational, that levelling out
certain national cultural features, facilitates their assimilation into a certain international space, and is negatively
assessed. This understanding of “monoculture” differs from the one expressed in T. Usatenko’s article but does not
contradict the above-mentioned sociological definition — after all, both culture under the Soviet totalitarian regime
and modern mass culture are focused on certain social groups (in the USSR — on “workers and peasants”, in the
conditions of mass culture — on the mass consumer), and, in addition, the rejection of these guidelines makes it
impossible for an artist to build a successful career (in the USSR — due to the intervention of the CPSU leadership
and employees of the relevant law enforcement agencies, in the conditions of mass culture — due to the market
mechanisms).

A different understanding of the word monoculture is given by 1. Rozumeiko and L. Sirenko (2021) in a critical
review of the Kovcheh Ukraina project. The reviewers accused the authors of the project of rejecting “cross-cul-
tural or multinational ways of creating the new”, “focusing only on folk art”, and a lack of novelty. Monoculture in
this article is interpreted as a concentration on the artefacts of a particular national culture (in this case Ukrainian
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one), but, unlike T. Usatenko’s article mentioned above, is perceived as something unacceptable, or at least devoid
of innovation.

The use of the term monoculture by I. Rozumeiko and L. Sirenko negatively encourages us to analyse in which
works this term has been used. The analysis of the programme of the Kovcheh Ukraina Art project indicates the
presence of several types of works in it: authentic folklore (performed by 85-year-old folk singer Dominika Chekun
and ethnoband Kurbasy), Ukrainian Christian music of the 16™"—18" centuries, vocal and symphonic works of the
18"-20™ centuries (D. Bortniansky, M. Lysenko, B. Liatoshynsky, M. Skoryk, etc.), modern arrangements of folk
songs (I. Nebesnyi, Dakha Brakha, etc.).

In fact, monocultural in the sense of being completely in the Ukrainian national traditions should be considered
only the songs performed by Domenika Chekun and Kurbasy (performed a capella) in this programme, which made
up no more than 20% of the entire concert programme. The presented Christian songs go beyond purely national
traditions because, as it is known, Christianity originated in the eastern provinces of the Roman Empire, and church
musical practice came to the territory of Ukraine through Byzantium. The symphonic works of D. Bortniansky,
M. Lysenko and his followers are even more multicultural — the article does not need to describe the European
background of their opera and symphony opuses in detail, as well as the Lysenko composition school in general,
because many musicologists outlined certain issues in the last century. Finally, the work of the Dakha-Brakha band,
which has not yet received proper coverage in musicological discourse, should still be considered in the context
of the exclusively Ukrainian tradition. At least, the use of oriental percussion instruments and cello, the presence
of ostinato rhythms (first of all, the 3+3+2 structure), and, finally, self-attribution as an “ethno-chaos band” indi-
cate the interaction of various national traditions, although with a predominance of Ukrainian ones, in the work of
this band. In addition, the symphonic orchestrations by Serhii Vilka and Roman Hryhoriv, which were used in the
Dakha-Brakha performance, added a European symphonic element to the ethno-chaos, expanding the multicultural
basis.

Thus, we can state that the use of the term monoculture by 1. Rozumeiko and L. Sirenko (2021) was uncritical
and conditioned by a biased negative attitude either towards the project organisers or a politically motivated nega-
tive attitude towards Ukrainian culture in general.

The different context and different understanding put by certain authors into the concept of monoculture en-
courages us to single out the features of its use in musical culture.

First, in all cases, monoculture generally implies a certain self-isolation of the system, but this isolation relates
to the national character in different ways. In some cases, monoculture means focusing on certain national tradi-
tions and, consequently, restrictions of the influence of cultures of other nationalities; in others, on the contrary:
focusing on certain conventions that limit the inclusion of pronounced national elements. That is, if we return to
the above-mentioned sociological definition, monoculture can be understood as either maintaining the culture of
certain national communities (for example, Ukrainians) or the culture of certain social communities (for example,
“workers and peasants” in the USSR or the average mass consumer in the modern globalised world).

Second, there is the question of criteria or quantitative indicators of multiculture. For example, comparing
the operas of the above-mentioned D. Bortniansky and M. Lysenko, it is probably necessary to conclude that
the former is more multicultural and the latter more monocultural since M. Lysenko’s operas are mostly focused
on the Ukrainian national intonation sphere (Kozarenko, 2000) and are written for Ukrainian-language librettos,
unlike D. Bortniansky’s operas. A similar problematic issue arises after the attempt to outline the Soviet “mono-
culture” — for example, in the work of the above-mentioned B. Liatoshynsky it is possible to find works focused
on the conventions of socialist realism, and conversely, more stylistically individualised ones. In both cases, how-
ever, there is hardly a definite quantitative criterion for the unambiguous attribution of work as a monocultural or
multicultural one.

In addition, the same artistic phenomena turn out to be both multicultural and monocultural, depending on the
chosen criterion. Thus, if the criterion of multiculturalism is the interaction of multiethnic elements, then the social-
ist realistic works of Soviet times are quite multicultural since they form a certain fusion of multiethnic traditions.
In this case, all types of mass culture are also positioned as multicultural, despite their limited focus on certain
social groups of people.

It should be clarified that the terms monoculture and multiculture are used rather not for certain works of art, but
for cultural and artistic policies that can be implemented by the state (represented by officials of relevant ministries
and departments) or certain regions, municipalities (represented by officials), individual institutions (represented by
their heads), and so on. However, this does not eliminate the problem of criteria for multiculture for separate works
of art — after all, one way or another, the question arises which of them are acceptable or unacceptable for inclu-
sion in concerts, festivals, training programmes, etc. in the context of monocultural vice versa multicultural policy.
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Finally, the relation between the concepts of multiculture and innovativeness is a relevant issue. In the works
of some authors, it is possible to trace the opinion that only multiculturalism implies innovativeness. In fact, this
position was advocated by 1. Liashenko (1991, p. 35), considering that “the development of national traditions... is
impossible without their interethnic and international relations”. However, in most of the cases, we have analysed,
monoculture does not mean the absence of interethnic ties. At least among the works of the monocultural Kovcheh
Ukraina Art project, the following series of relations can be clearly drawn: M. Lysenko is innovative in comparison
with D. Bortniansky; B. Liatoshynsky — with M. Lysenko; M. Skoryk — with B. Liatoshynsky, etc.

Conclusions

The term monoculture has a certain potential for uncritical use and manipulation or deliberate discredit-
ing and stigmatisation of the processes of national revival, which we see in the works of individual Ukrainian
critics. This potential is due to the different content of the concept — in some cases, “monoculture” is un-
derstood as a focus on the traditions of certain national communities (with limited interethnic influences), in
others — on the conventions of certain social communities (with limited national identity). The uncritical use
of the term “monoculture” in Ukraine creates a semantic field that encourages cultural figures to stigmatise and
discriminate against artists who create in the most nationally distinctive areas of music art and, therefore, serve
the political purpose of the destruction of the foundations of original Ukrainian culture.

At the same time, the opposite term multiculture, due to ambiguous coverage in sociological and cultur-
ological literature, can cause ambiguous connotations and be used by music critics for political rather than art
historical purposes.

The prospects for the use of the terms monocultural, monoculture and their antonyms — multicultural,
multiculture in music art should be considered dubious, or such that will be used in an extra-musical and, above
all, political context.

At the same time, the problems of the development of national art in the context of interethnic relations
and the challenges of globalisation will remain relevant. Further profound research of determinants of national
styles and the constancy of national cultural codes in the context of cross-national interaction should be con-
sidered a relevant task of future scientific research.
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JO MPOBJIEMM | Bounapenko Anapiii [roppoBuy
«MOHOKYJIBTYPHOCTI» | Kanouoam mucmeymsosnascmea,
B MY3UUI | cmapunii suxnaday,
Kuiscoruti nayionanvruil ynigepcumem
KyIbmypu i Mucmeyms,
Kuis, Yxpaina

Mera crarTi — npoaHani3yBaTH KOHTEKCT BXKHBAHHS TEPMiHA «MOHOKYJIBTYPHICTb» B MY3HI, BUSHAYUTH OCOOIMBOCTI
CITIBBIZHOIIICHHSI 3 TOHSTTSAM «MYJIBTHTKYJIBTYPHICTb», OKPECIUTH MNEPCIEeKTHBH IXHBOIO 3acTOCyBaHHsS. MeTozonoris
JOCITIDKeHHA. Y poOOTI BUKOPHUCTAHO AHANITHYHHI Ta KOMIIAPATUBHUI METOOM — aHA3YE€ThCS KOHTEKCT 3aCTOCYBAHHS
TepMiHa «MOHOKYIBTYPHICTE» Y KyJABTYpOJOTIUHIA Ta MYy3WKO3HABUil JiTEpaTypi, MOPIBHIOIOTHCS 3HAYCHHS B TIyMadeHHI
pi3HUX MocmigHUKIB. HaykoBa HOBHM3HA MOCTIIKEHHS — OKPECICHHS KPUTEPIiB 3aCTOCYBAHHS MOHATH «MOHOKYIBTYPHICTBY
(«MOHOKYIIBTYpai3M») 1 «MYyJIBTHKYIBTYPHICTEY («MYIBTHKYJIBTYpali3M») y My3HMKO3HaBYOMY auckypci. Bucuoskm. Ilin
4ac JIOCII/KEHHsI BUSBICHO, [0 B MY3MYHOMY MHCTELTBI TEPMiH «MOHOKYIBTYPHICTEY» aBTOPU PO3YMIIOTh MO-Pi3HOMY —
y 3HAYCHHI 30CEPEHKCHHSI HA TPAIHIIISIX ICBHUX HAI[IOHATIBHUX CILUIBLHOT (3 OOMEKEHHSIM MDKHAIIOHAIBHKX BILTHBIB) 00 Ha
KOHBEHIIISIX TOOJAMHOKUX COLIATBbHUX CIUIBHOT (3 0OMEKEHHSM HAIliOHAIBbHOT CaMOOYTHOCTI), MPUKIAIaMHK SIKHX € PAITHChKA
coIpeanicTHyHa JOKTprHA (0OMekeHHS BIpoBaLkyBanucs unHoBHIKaMu KITPC) abo cygacHe MacoBe MUCTELITBO (0OMEKEHHS,
3yMOBJICHI 3aKOHAMH PHHKOBOI €KOHOMIKH). JleTambHO MpoaHai30BaHO BXKMBAaHHS TePMiHA «MOHOKYIBTYPHICTE» KPUTHKAMA
sunanHs « The Claquers» y TBopax, siKi BUKOHaHI B paMKax MUCTeLbKoro poekTy «Kosuer ,, Ykpaina’y, 30kpeMa HapoJJHHX I1iCEHb
B aBTCHTUYHOMY 3BY4YaHHI Ta Cy4acHUX 00poOkax, cuM¢poniuHux TBopiB J{. BopTHsHCchKOTO, M. Jlncenka, b. JIsTommHchKoTO,
M. Cxopuka Ta iH. J[oBeseHO, 1110 TepPMiH «MOHOKYIJIBTYPHICTE) aBTOPH BKMBAIOTh HEKPHUTHYHO Y HEraTHBHOMY €MOLIIHOMY
3a0apBIeHHi, JPKepela IKOTo TIOXO/ISTh i3 TIEBHUX HANPSMIB COLIIONOTIT Ta arpOHOMIi, 110 CTBOPIOE MiATPYHTS VISl IMCKPUMIHAIIT
Ta CTUTMAaTH3allii TBOPYMX iHIIIATHB, CIIPAMOBAHMX HA MIATPUMAHHS 1 PO3BUTOK CaMOOYTHHOTO HAIlIOHATFHOTO MHCTEITBA.
3ayBa)keHO, 1[0 HEBU3HAYCHICTh, HEYCTAICHICTh TEPMiHA «MOHOKYIIBTYPHICTE) B My3UYHOMY MHCTEITBI € MIePeIyMOBOIO /IS
HEKPUTHYHOTO, TOJITHYHO BMOTHBOBAHOTO HOr0 3aCTOCYBaHHS. BoaHOUAC 1 IPOTHIIEKHE HOHATTA — «MYIBTUKYIIBTYPAITi3M»,
HEOIHO3HAYHO OIIHEHE KYJIBTYPOJIOTaMH, MOXJINBE [UIsI 32CTOCYBAHHS Y My3HIHOMY MHCTEIITBI.

Knouoei cno6a: MOHOKYIIBTYpaITi3M; MOHOKYIIBTYPHICTB; MYJBTHKYIJIBTYpAIi3M; II00ai3allis; CydyacHe My3H4HE MUCTEIITBO

K ITPOBJIEME | bBonnmapenko Anzapeit Uropesny
«MOHOKVYIBTYPHOCTWN» | Kanouoam uckyccmeosedenus,
B MY3bIKE | Cmapwuii npenodasamens,
Kueesckuil nayuonanvhulil ynugepcumem
KYIbNYpbl U UCKYCCINS,
Kues, Yxkpauna

Llens crartbyu — IMpOaHATM3UPOBATH KOHTEKCT YIOTPEOICHUS! TEPMHUHA «MOHOKYIBTYPHOCTB» B MY3bIKE, OIPEICIUTh
0COOCHHOCTH COOTHOIICHUS C TOHATHEM «MYIIBTHTKYJIBTYPHOCTBY, OTIPECINTh EPCIIEKTHBEI X TPUMEHEHNsI. MeTonomorns
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uccnenoBanus. B pabore CHonbp30BaH aHATUTHYECKHI U KOMIIAPaTHBHBINA METOIBI — aHATM3UPYETCS] KOHTEKCT PHUMEHEHHS
TEPMHUHA «MOHOKYIIBTYPHOCTB» B KyJNBTYypOJIOIMYECKOM U My3BIKOBEIUECKOHW JHTEpaType, CPABHHBAIOTCS 3HAYEHUS
B TOJIKOBAaHMH Pa3HbIX HccaenoBareneil. Hayunas HOBU3Ha HccIen0BaHNs — ONPEeTIeHHE KPUTEPHEB IPUMEHEHUS] HOHATHI
«MOHOKYIIETYPHOCTE)» («MOHOKYJIBTYPAJIN3M») U «MYJIBTHUKYIBTYPHOCTE» («MYIBTHKYJIBTYPAIH3M») B MY3BIKOBEIYECKOM
nuckypee. BeiBozmbsl. B Xozme mccienoBaHMS BBISABIEHO, YTO B MY3BIKQIBHOM HMCKYCCTBE TEPMHUH «MOHOKYIBTYPHOCTBY
ABTOPbI IIOHUMAIOT IO-Pa3HOMY — B 3HAYCHUU COCPEAOTOUYCHHUA HaA TPAAUINAX OIPECACICHHBIX HAIIMOHAJIBHBIX COO6HI€CTB
(c orpaHMYEeHNEM MEKHAIMOHAIBHBIX BIMSHUN) MM HA KOHBEHIMAX €IMHIYHBIX COLMAIBHBIX COOOIIECTB (C OrpaHUYEHUEM
HAI[MOHAJBHOM CaMOOBITHOCTH), TIPUMEPaMH KOTOPBIX SBIISIETCS COBETCKAas CONPEaTMCTHYECKas JOKTPHUHA (OTpaHUYCHHS
BBomnch ynHOBHUKaMH KIICC) mim coBpeMEHHOE MacCoBOE HCKYCCTBO (OrpaHHYEHHMs, OOYCIOBICHHBIC 3aKOHAMH
PBIHOYHOW SKOHOMUKH). [ToapoOHO NMpoaHAM3UPOBAHO YHOTpeOIeHHE TEPMUHA «MOHOKYIIBTYPHOCTEY) KPUTHKAMH N3/IaHHs
«The Claquers» B mpou3Be/ICHUSIX, BBIOJIHEHHBIX B paMKaX Xy[0KeCTBEHHOTo npoekra «Kosuer ,,YkpanuHay, B 4aCTHOCTH
HapOJIHBIX [IECEH B ayTCHTUYHOM 3BYYaHUH M COBPEMEHHBIX 00paboTkax, cuM(poHUYECKUX rpon3sBeneHuii /1. bopTHsHckoro,
H. JIpicenko, b. Jlsrommuckoro, M. Ckopuka u ap. Jloka3zaHo, 4TO TEPMHH «MOHOKYJIBTYPHOCTB» aBTOPBI YHOTPEOISIOT
HEKPUTHYECKH C HETaTUBHOM 3MOLMOHAJIBbHOW OKpPAcKOW, MCTOUHMKHM KOTOPOM HCXOIAT M3 ONpPENENICHHBIX HaIpaBlIeHUI
COLIMOJNIOTHA M arpoOHOMHH, YTO CO3a€T OCHOBY [JISl JAWUCKPHMHHALIMM M CTUTMATU3alUM TBOPYECKHX HWHUIINATHB,
HaIpaBJICHHbIX HA TOAJEPKAaHNE U PA3BUTHE CaMOOBITHOTO HAIIMOHAIBHOTO MCKYCCTBA. 3aMEYEHO, YTO HEONPEACICHHOCTb,
HEYCTOMYMBOCTb TEPMUHA MOHOKYIBTYPHOCTH B MY3BIKAJIbHOM HCKYCCTBE SIBISETCS HPENOCHUIKON A HEKPUTUUECKOTIO,
MONUTHYECKH MOTHBUPOBAHHOTO €T0 IPHUMEHEHHUS. B To ke BpeMs ¥ TPOTUBOMNOI0KHOE MOHATUE — «MYJIBTUKYIBTYPATU3M,
HEOJIHO3HAYHO OI[CHEHHOE KYJBTYPOJIOTaM1, BOSMOYKHO TSl IPUMEHEHHS B My3bIKaJTbHOM HCKYCCTBE.

Kntouesvie cnosa: MOHOKYNBTYPAIM3M; MOHOKYIBTYPHOCTB; MYJIBTHKYNBTYPAIM3M; IN0OAaIM3allUs; COBPEMEHHOE
MY3bIKaJIbHOE HCKYCCTBO
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