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POLYSTYLISTICS: PROBLEMS OF DEFINITION AND TERMINOLOGY

The purpose of the article is to reveal the essence of the category of polystylistics on the basis of musicological research
and to characterize the related concepts that correspond to the manifestations of stylistic interactions. The methodology is
determined by the works of musicological and cultural direction, where attention is paid to the problems of style, polystylistics,
encyclopedic sources, which reveal the essence of the concept of polystylistics and dissertation studies on the issues of polystylistics
in music and art culture. The scientific novelty lies in the scientific understanding of polystylistics in music; in the systematization
of the results of studies of the process of stylistic interactions; in explaining the principles of defining polystylistics and the related
concepts. Conclusions. Polystylistics as a phenomenon of contemporary art and as a category of musicology, from its origin to the
present time, has received new scientific interpretations. The combination of styles, which became the basis for the modern trend -
postmodernism, reveals a large number of views on this phenomenon, which has led to both varieties of manifestations and a variety
of interpretations of the term. The first theoretical substantiation of the concept of polystylistics was given in the report "Polystylistic
Tendencies in Contemporary Music™ by A. Schnittke. The definition of "polystylistics,” which emerged in A. Schnittke's research,
was formed into a more stable form in the definitions of the following generations of art critics and contemporaries, which brought
this phenomenon to the level of the musicological category. A number of the related concepts are involved in the scientific space;
they reveal style interactions in different ways, but to a certain extent correspond to the category of polystylistics. The work which
was done to arrange the definitions of polystylistics and diverse terminology will be able to enrich scientists' views on the problems
of polystylistics and reveal the essence of the phenomenon from different points of view.
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Kannicuxo-Inox FOnia Bonooumupiena, kanouoam mucmeymeosHascmea, ooyenm, ookmopanm O0ecvbkoi HayioHanbHOT
Mmy3uynoi akademii im. A. B. Hesicoanogoi

HonicruiicTuka: npod/aeMu BUSHAYEHHSI TA TEPMIHOJIOT T

Mera cTaTTi — pO3KPUTH CYTHICTh KaTEropii MOMiCTHIICTUKH Ha OCHOBI MY3HKO3HABYHX JOCIIHKEHB Ta 0XapaKTepU3yBaTH
CYMIXKHI TIOHSITTSL, SIKi BiJIITOBiIAI0Th TIPOSIBAM CTHIIHOBHX B3a€MOIii. MeTOod0I0Tisl BU3HAYAETHCS TIPAIIMHA My3UKO3HABYOTO Ta
KyJIbTYpOJIOTIYHOTO CIIPSIMYBaHHs, 1€ TPHIUIETBCS yBara NpoOieMaM CTWIIIO, TONICTHIIICTUKY, EHIMKIONEIMIHIMA
JUKEpeIiaMy, Y SIKHX PO3KPUBAETHCS CYTHICTb TOHSTTS TOJICTWIIICTHKH, AMCEPTALIHUMHU JIOCII/DKEHHSMH, TPUCBSTYCHUMH
MIUTAHHAM TOJICTWIICTIKA y MY3HYHIM Ta XyIOXHIH KymsTypi. HaykoBa HOBM3HA TONISITa€ y HAyKOBOMY OCMHCIICHHI
TIOJTICTHITICTHKY B MY3HILi; Y CHCTEMATH3aIlil pe3y/IbTaTiB JOCIIKEHb MPOLECY CTIIIHOBUX B3AEMOIIN; y 3’ SICYyBaHHI IPUHIHIIB
BU3HAYCHHS HOJIICTHITICTHKH Ta CyMIKHUX TTOHATH. BucHOBKH. [TomicTIITICTHKA SIK SIBUIIE Cy9aCHOTO MHCTEIITBA Ta SIK KATEropist
MY3HKO3HABCTBA, OYMHAIOYH BiJ] CBOTO 3apOPKEHHS JI0 HAIIIOTO Yacy, OTPUMY€ HOBI HayKOBi iHTeprperanii. [loegHaHHS CTHIIB,
10 CTAJIO0 OCHOBOKO CYYacCHOTO HAampsIMKy — TIOCTMOJIEPHI3MY, BHSIBIISE BENMKY KUIBKICTh TIOTJIIIIB HA JaHe SBUINE, IO
CIPHUYMHIJIO SIK 0araTOMaHITHICT TIPOSIBY, TAaK 1 pi3HOXapaKTepHICTh TIyMadeHHs TepMiHy. Ileprie TeopeTrnaHe o0rpyHTYBaHHS
TIOHATTS MOJICTHIIICTHKA OTpuMaiio y normosiai "TlomicTimmicTuyani TeHmeHIi B cydacHid My3umi" A. [lIniTke. BuzHaueHHs
TOHATTS "HOJICTIVIICTHKA", IO HaMITHIOCh y nociivkeHHi A. IlIHiTke, copmyBanock y cridikinry ¢opmy B nediHiisx
HACTYITHUX TIOKOJIIHb MHCTCLTBO3HABIIB TA CYYaCHHKIB, IO BMBEJO JaHE SIBUILE Ha piBEHb MY3MKO3HABYOi Kareropii. Y
HayKOBHI IIPOCTIp 3aJIy4a€eThCsl Psi CyMDKHHX HOHSITb, SIKI O-PI3HOMY PO3KPHBAIOTh CTHJIBOBI B3a€MOIiT, POTE MEBHOIO MipOIO
BIJIIOBIIAIOTH KaTeropii MoyicTWIICTUKY. 3[ificHeHa poOOTa Haj YIOPSIKYBaHHAM Je(iHILIH MOMICTIIICTHKH Ta po3MaiToi
TEpPMIHOJIOTIi 3MO)Ke 30araTUTH TOIVIIM HAYKOBLB Ha MPOOJIEMH MOJICTHIIICTHKHM Ta PO3KPUTH CYTHICTb SIBUIIA 3 DPI3HHX
TIO3UIIIH.

Ku1r040Bi ci10Ba: CTHIIb, TOMICTUITICTHKA, CTHITICTHYHA MOTI(OHIS, CTHIIHOBE MOJIETIFOBAHHS, MKKYJIBTYPHI B3a€EMOIII.
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HomucTnmMcTHKA: MPodJIeMBbI ONpeIeSieHHs] H TEPMUAHOIOTHH

Hens craThlm — pPacKphITh CYIIHOCTh KATETOPUM MOJMCTHWIMCTHKA HAa OCHOBE MY3BIKOBCIUCCKUX FHCCIICIOBAHUN U
OXapaKTepU30BaTh CMEXKHBIC TIOHSTHS, COOTBCTCTBYIOIIMC TMPOSBIICHUSM CTHJICBBIX B3aUMOJCHCTBHIL. MeTomosorus
ompenensieTcs TPYAaMH My3bIKOBEIIECKOTO F KyJIBTYPOJIIOTMYEeCKOr0 HalPaBIICHHs, TIIe YT AeTCsS BHIMAaHUe TIpoOJieMaM CTIUIS,
TIOJICTIWIMCTHKY, SHIMKIONCANYECKIMIA HCTOYHMKAMH, B KOTOPBIX PACKPHIBACTCS CYIIHOCTh MOHSTHS TIOJHCTHIFICTHKY,
JIACCEPTALFIOHHBIMH  MICCIICTIOBAHIMSIMH, TIOCBSIIICHHBIMH BOTIPOCAM TIOJIMCTIUIMCTAKN B MY3BIKAJIGHOM W XyJO’KECTBEHHON
KyeType. HayuHast HOBU3HA 3aKITIOYaeTCS B HAYSHOM OCMBICIICHIH TIOJHCTHICTHKA B MYy3bIKE; B CHCTEMATH3AIAH PE3YIIHTATOB
HCCIIEIOBAaHMI TIPOIIecCa CTHJICBBIX B3aWMOICHCTBHI; B BBIACHCHHH NMPHHIMIIOB ONPEACTICHHS TIOMHCTIIINCTAKA W CMEKHBIX
noEsTH. BbiBonpl. [lomicTHiicTHKa KaK SBJICHHE COBPEMEHHOTO MCKYCCTBAa M KaK KaTeropHs MY3bIKOBEICHWS, HAUMHAs OT
CBOETO 3apOXKACHMS JI0 HAIlIMX JHEH, MoTy4aeT HOBble Hay4dHbIe MHTeprpeTanyy. CoueTaHne CTHIeH, KOTOpOoe CTalo OCHOBOW
COBPEMEHHOTO HalpaBJICHHsI — TOCTMOJIEPHI3Ma, OOHAPYKUBAET OOJIBILIOE KOJIMYECTBO B3IISIOB Ha 3TO SIBJICHHE, OBJIEKIIEE KaK
MHOroo0pa3ue MposBICHUH, TAK W Pa3HOXapaKTEPHOCTh TOJKOBaHUI TepMuHa. [lepBoe TeopeTrieckoe 000CHOBAHKE MOHSATHC
TIOJNMCTIIUCTUKY TOMy4Yrino B foknase "llomicTumicTraeckue TeHASHIMN B coBpeMeHHoM My3bike" A. [lInutke. Onpenenexue
MOHATHSI "TIOJMCTIIIUCTUKA", KOTOPOe HaMeTwiock B uccienoBannu A. [lIxutke, chopMUpoBasioch B yCTOHUMBYIO (hOpMYy B
JNeUHULMAX  CNEYIOIUX TOKOJEHHH WCKYCCTBOBEIOB U COBPEMEHHMKOB, BBIBEJIO JIaHHOE SBICHHE Ha YpOBEHb
MY3BIKOBETYECKOM KaTeropui. B HaydHOE MPOCTPAaHCTBO IIPUBJIEKACTCS PsT CMEKHBIX TIOHSTHH, KOTOPBIE MO-Pa3sHOMY
PacKpHIBAIOT CTWIICBBIC B3aWMOICHCTBUS, OIJHAKO B OIPENCICHHOW CTETICHH COOTBETCTBYIOT KATETOPHH TIOJWCTHIICTUKH.
OcyrecTBieHHas paboTa HaJl COCTABJICHUEM JC(DHHHULINN TOJTMCTIITACTUKH U Pa3HOOOPa3HOH TEPMUHOJIOTHH CMOYKET 000TaTHTh
B3IBIIBI YYCHBIX HA MPOOJIEMBI TOMCTIFICTUKA U PACKPHITH CYIITHOCT SIBJICHHUS C PA3HBIX TTO3UIIHH.

KroueBble ci10Ba: CTIIIb, TOJMHUCTHIMCTHKA, CTHIUCTHYCCKAST TOMU(OHIS, CTIVICBOS MOICITMPOBAHMS, MEKKYIBTYPHBIC

B3aMMOJIEUCTBHS.

The relevance of the research topic. Recently,
more and more attention has been paid to the
problems of style as an important category of
musicology. Style is a multilevel category,
interpreted by scholars from different points of view.
Musical art of the last decades of the XX™ and the
beginning of the XXI* centuries shows a variety of
styles and one of the features of stylistic interactions
— polystylistics. This phenomenon has become a
characteristic feature of postmodernism and a feature
of the creative thinking of a contemporary composer.
Different views on the problems of stylistic
contamination  require  some  generalization,
concretization, and ordering.

Analysis of recent research and publications.
Polystylistics as a phenomenon has repeatedly been
the subject of research in contemporary musicology.
Since the 1970s, the term has become widespread in
the foreign as well as in the domestic scientific field.
A. Schnittke's research positions [21; 22] were picked
up by subsequent generations of scientists and
developed in the works of Yu.Kholopov [19],
V. Medushevskiy  [16], M. Aranovskiy  [2],
L. Berezovchuk  [3], Ye. Chigareva  [20],
L. Kazantseva [11], N. llichova [9], L. Vorotyntseva
[4], and others. Ukrainian musicology also did not
stay away from the process of exploring one of the
leading trends in contemporary art. The issues of
polystylistics are discussed in the investigations of
I. Liashenko [15], I. Kokhanyk [12], etc. The
phenomenon of stylistic interactions became the
object of research in the theses of Yu. Gribinjenko
[7], S. Anokhina [1], O.Kuzmenkova [13], and
others.

The purpose of the study is to reveal the essence
of the category of polystylistics on the basis of

musicological research and to characterize the related
concepts that correspond to the manifestations of
stylistic interactions.

The main presentation of the material. The first
theoretical substantiation of the concept of
polystylistics was given in the report "Polystylistic
Tendencies in Contemporary Music" by A. Schnittke
[21], with which he spoke at the International
Congress on October 8, 1971. The composer and
musicologist, studying the stylistic aspects of the
works of composers and composer schools of
different directions and nationalities of the twentieth
century, concluded that in the modern music-
compositional world the tendency of "conscious use
of elements of “alien” style" can be clearly traced [21,
327]. The scientist refers to the practice of various
stylistic interactions and stylistic contaminations with
the term "polystylistics”. A. Schnittke regarded
polystylistics as a modern technique of composition,
as a ""conscious technique” where "the composer pre-
plans the polystylistic effect, whether it is the shock
effect of collage collision of musical times, or it is
sliding through the phases of musical history, or the
most subtle as if accidental allusions” [21, 329]. At
the same time, the scientist provides the term and the
phenomenon with a broader, generalized
interpretation in the form of a "new pluralistic
musical consciousness” formed as a result of
confrontation "with the terms of conservative and
avant-garde academism”, creating an alternative to
"the purest conventionality — the concept of style as a
purely clear phenomenon [21, 327]. Thus,
A. Schnittke opposes the polystylistic manifestations
and their aesthetic aims to the avant-garde principles
of creativity, claiming the legitimacy of “expanding
the range of expressive means”, integration of "low"
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and "high" styles, "banal" and "sophisticated", ""broad
musical world", the way of general "democratization
of style" [21, 330]. A. Schnittke views polystylistics
as a kind of "breakthrough”, which "is caused by the
tendency of the expansion of musical space inherent
in the development of European music" and as a
tendency "to increase the organic unity of the form"
[21, 329-330]. Thus, the composer outlines the ways
for the future development of art, whereas a "new
dimension of music" and "a means of artistic
expression of the "link of the times™" the prospects for
polystylistics open [Ibid, 331].

The definition of the term "polystylistics", which
has already emerged in the study of A. Schnittke, was
formed into a more stable form in the definitions of
the following generations of art critics and
contemporaries, which brought this phenomenon to
the level of the musicological category.

M. Aranovskiy is one of the first after
A. Schnittke, who studies the phenomenon of
polystylistics and treats it as a "special creative
concept of individual style”, which relies on the
"principle of free operation with other styles as
elements with established expressiveness” [2, 157—
159]. The researcher assures that in the process of
making music the composer operates with various
elements of styles that act as certain characters. The
main quality of polystylistic works, in his opinion, is
the emergence of stylistic multilayered text, which
can be called "metastyle".

Guided by M. Aranovsky's research, where he
views polystylistics as part of style theory, there
appear a number of works by V. Medushevskiy [16],
G. Grigorieva [6], M. Lobanova [14], L. Kazantseva
[11] and others. V. Medushevsky characterizes
polystylistics as a peculiarity of style system of the
second half of the XX" century. In its techniques, the
researcher sees typical for modern art reflection of
"artistic self-reflection of culture" [16, 14]. G.
Grigorieva considers polystylistics in a broad and
narrow sense. In the broad sense, polystylistics for the
researcher is a style of the era, where active style
interweaving, style pluralism, style interactions,
comparisons, and assimilation are manifested. The
narrow meaning of polystylistics is manifested in its
definition as "a particular type of compositional
technique associated with the inclusion of a quotation
plan, a play of styles (allusions) and other methods of
deliberate style confrontations"” [6, 111]. A. Schnittke
and M. Aranovskiy had the same point of view. M.
Lobanova, analyzing the factors of origin of different
phenomena of artistic creativity, as well as previous
researchers, considers polystylistics as one of the
stages of formation and development of the style
system of art of the XX™ century [14]. At the same
time, the "Music Encyclopaedic Dictionary" provides
one of the first, though not sufficiently perfect,
definitions of the term “polystylistics" in
Y. Kholopov's interpretation: "Polystylistics <...> isa
deliberate combination of incompatible (or, at least,
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deeply different and mixed) stylistic elements in one
work" [19, 431]. The scholar clearly delineates the
concepts of polystylistics from such phenomena as
"alien theme in variations”, "use of folk melody",
"imitation of its style", "instrumentation of works of
other composers"”, "certain types of quotations” and
"inconsistency of style" [Ibid]. Among the modern
researches devoted to the systematization of scientific
sources of information on polystylistics, attention is
drawn to an analytical essay by E. Chigareva, that
provides a sufficiently complete and specific
definition of the term: "Polystylistics is a
compositional technique, based on the combination
of two or more style models in one work (more often
they are personified, in the form of themes-quotations
or guasi-quotations, rarely — dispersed in the musical
matter) — in a contrasting or complementary ratio"
[20, 431]. Newly introduced in a short essay of the
researcher is also the theory of polystylistics, where
this phenomenon is in dialectical unity with the
musical form. E. Chigareva identifies two opposite
vectors of interdependence: the processes of
polystylistics are subordinate to form and the
formations are subordinated to polystylistics. At the
same time, the researcher detects several transitional
types, which allows "to build a certain conventional
classification on the principle of a “spectral serie™"
[20, 445].

K. Yaskov writes about polystylistics as a
method of composer creativity and sees in it an
embodiment of the general tendency of the last
decades, aimed at "artistic comprehension of the
whole varied spectrum of musical layers of the world
multicultural space”. The researcher defines the
method of polystylistics as a system of "theoretical
and practical knowledge, skills and abilities of the
composer, within which it is possible both to compare
and integratively synthesize the characteristic
features of the musical language of any national,
historical and individual style™ [24].

Among the modern definitions of the
"polystylistics™ term one can single out the definition
of S. Anokhina, which is associated with the main
cultural meaning of this phenomenon, appearing as
"contact with the culture of past eras, space-time
reconstruction, appeal to different cultural and
historical layers of memory. generating inter- and
hypertextuality, quotation, dialogism" [1, 11].

Polystylistics, as "a special manifestation of the
stylistic activity of contemporary music"”, which
reaches "polysystematic character", is considered by
V. lonov, who characterizes it as the freedom of
"stylistic self-dialog of music" and distinguishes
"new symbolic functions of music as a language.”
The researcher, pointing to the priority of linguistic
stylistic features, writes: "Polysystematic character
exactly indicates that “excessive™" stylistic activity
becomes the dominance of linguistic qualities of
music, when historical styles become the subject of
linguistic “play”, which leads to their compression,
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stylistic localization, to an aphoristic “citation” that
will exclude their transformation into signs —
substitutes for traditions" [10, 115-116]. G. Gachev
wrote about the contiguity and importance of the
collision of languages in the last quarter of the 20"
century in the paper "National images of the world":
"In the junction of languages most acutely is
expressed the collision of images of the world and
material and spiritual cultures — but the collision that
occurs not simply in life, but also on the level of
consciousness, the comprehension of life. After all,
language is a tree of knowledge. But as branchy and
vast it is, as much developed the model of the world
lives in the consciousness of the people™ [5, 36]. So,
polystylistics is also the result of multilingualism.

Within the concept of mastering polystylistics in
the music of the XX™ century in the system of music
education, N. Mironova views this phenomenon as
"stylistic direction, or as a technique of
postmodernism™ and considers polystylistics "one of
the expressive means by which composers
demonstrate the multiplicity of the modern world"
[17, 151-152]. Thus, in our opinion, polystylistics is
a combination of specific "style systems"”, "style
levels" in the context of an era of style, individual
composer schools, the creativity of a composer or
individual work. Beginning from the mid-1970s,
polystylistics began to receive new forms of
expression and names that correspond to such
manifestations. Thus, along with the technical
combination of individual styles within a single style
system, there appears a desire to subordinate style
sources to a single artistic idea. Such a new quality of
style, according to G. Grigorieva, is called
monostylistics, the essence of which is based on the
singularity, uniqueness of the selected type of the
synthesized elements characteristic of a single work
[6]. The basis of this type of composition is
manifested in the conflict-free synthesis of different
methods and techniques, which are characteristic of
polystylistics as a whole. I. Liashenko proposes the
concept of monostylistic synthesis, which means,
unlike the position of the previous scientist, the
combination of folk and professional principles [15,
82].

Along with the proposed term of polystylistics,
A. Schnittke also uses such manifestations that can be
denoted by the concepts of "stylistic polyphony" and
"stylistic modulation™ [21, 330]. However, as the
researcher himself admits, there are unknown laws
that distinguish between these phenomena.

0. Kuzmenkova names the whole experience of
compositional interactions, including polystylistics,
with the term "stylistic modeling”, defining it as "a
compositional technique based on the synthesis and
comparison of different stylistic models in different
variants within the same work" [13, 13]. In terms of
style models, the researcher considers the
characteristics of individual, historical, and national

style.

According to G. Grigorieva, the term
"intercultural  style interaction”, identical to
polystylistics, was used by L. Berezovchuk in the
work "Style interactions in D. Shostakovich's works
as a way of embodying the conflict” [3]. In his work
"National and International in Music" 1. Lyashenko
applies the concept of national-style diversity, which
is similar to polystylistics, which he considers the
synthesis of "ethno-local national-specific" and
"inter-ethnic factors" [15, 58]. At the same time, the
researcher uses a number of other terms that
correspond to the meaning of polystylistics:
"bistylistics”, which is defined as "crossing
(synthesis) of two stylistic principles" [15, 81],
"polynationality”, which he sees as the cause of the
formation of different Slavic national-style
complexes (West Slavic, East Slavic, South Slavic)
[15, 90], "crossbreeding™ [15, 91]. S. Savenko,
analyzing the problems of individual style in the
music of the post-avant-garde, associates the
principles of polystylistics with "thinking styles",
likening these concepts [18, 100]. E. Denisov also
connects polystylistics with the peculiarities of
mental work, saying that this phenomenon is "neither
a style nor a technique, but a peculiarity of composer's
thinking", [23, 56].

0. Yermolovich points to a certain evolution of
the meaning of the term polystylistics and mentions
that "having emerged as a type of compositional
technique and based on the combination in one work
of different stylistic phenomena, using different
techniques <...>, it (polystylistics — Yu. K.-1.) takes on
a different meaning, more capacious, broader, more
diverse" [8, 30]. Polystylistics is considered by the
author at the level of "special conception of style",
"new logic of style" and as "a method of artistic
thinking of the era" [8, 30-31]. For a deeper
understanding of the phenomenon, O. Yermolovich
applies the concepts of "polystylistics”, "polystyle"”,
"polystylism". The author defines polystylistics as a
""poly"-tendency"”, which has become an integral
feature of "all levels of the organization of artistic
creativity of our time, which affects the formation,
texture, etc.". Polystyle (many styles, the richness of
styles) for a scientist reflects the characteristics of the
state of the historical period, reflecting the stylistic
heterogeneity of artistic culture. Polystylism is
defined by the researcher as ambiguity, heterogeneity
of the artistic image in terms of content and form, as
well as "a tendency that results in a "style
counterpoint™ [8, 31]. Polystylism is described by O.
Yermolovich as an "intellectual quality” inherent in
artistic thinking of the late XIX" — XX" centuries,
which is based on" syntheticity, associativity, and
multi-style variation™ [Ibid]. I. Kokhanyk also speaks
about polystylism, polystylistics, and monostyle,
pointing out that "the specific character of modern
style formation is that these phenomena are rather
ambiguous in nature, sometimes uneven, and most
importantly, are in a non-linear relationship™ [12, 23].
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Polystylistics, as a method of composer work, is
interpreted by L. VVorotyntseva on a "more large-scale
level of style", referring to metastyle [4].

The phenomena of polystylistics were
manifested not only in music but also in literature,
architecture, theatre and cinematography. Thus, in
architecture appears the concept of eclecticism,
which means similar to polystylistics symbiosis of
different stylistic features. This term is beginning to
be used in musicology as well. A. Schnittke writes
about the "eclectic universalism of contemporary
musical consciousness” in the analysis of L. Berio's
symphony [22, 90]. In the article "Contemporary
Music in the Aspect of the "New Eclecticism™, G.
Grigoreva considers eclecticism a certain universality
[6, 55]. K. Stockhausen writes about the concept of
"world music" (Weltmusic), where traditions of
different peoples are combined: "New "eclectic"
styles should in a completely new way expand the
world of musical forms and expressive means™ [25].
Thus, the term "eclecticism" takes on a new, broader
meaning, which brings it to the system level. At the
same time, eclecticism acquires the meaning of a
general aesthetic category, such as "renaissance”,
"classicism". It can be predicted that the interaction,
the mutual influence of the properties that
characterize the polystylistics of different types of art,
create a dialectical unity of forms of existence,
contributing to the unity of styles. N. llichova
concisely concludes that "as a way of form and
meaning formation, polystylistics penetrates into
works of different kinds of art and expresses
mentality of the postmodern era" [9, 185-186].

Conclusions. Polystylistics, as a phenomenon of
contemporary art and as a category of musicology,
has been gaining new scientific interpretations
starting from its origin to the present time. The
combination of styles, which became the basis for the
modern trend — postmodernism, reveals a large
number of views on this phenomenon, which has led
to both varieties of manifestations and a variety of
interpretations of the term. At the same time, a
number of related concepts are involved in the
scientific space, which reveals style interactions in
different ways, but to a certain extent correspond to
the category of polystylistics. Thus, the work which
was done to arrange the definitions of polystylistics
and diverse terminology will be able to enrich the
views of scientists on the problems of polystylistics
and reveal the essence of the phenomenon from
different points of view.
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