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®. MEHJIEJIBCOH U A.T. PUTTEP — IIEPECEYEHUE OPTAHHBIX CY/IEB

B crarbe paccmarpuBaroTCsi MEpecedeHUs] TBOPYECKHMX Cyaed ABYX HEMEIKHX KOMIIO3UTOPOB-COBPEMEHHH-
koB — @. Mennenscona u A. I. Purrepa — ¢ TOUKH 3peHHsT My3bIKalbHOTO KoHTeKcTa [epmanmm XIX Bexa. OHE 00a
OBLTH KPYIHBIMU OPTaHUCTAaMH-BHPTY03aMU M MOTJIM CTaTh POJOHAYAIbHUKAMH HOBOTO XaHpa B OPraHHOH cdepe — po-
MaHTHYECKOM COHATBI, HO MCTOPHS OKa3ajach Oojee OMaroCKIOHHOW K aBTopy meceH 0Oe3 cioB. O0oO3Hawas pasHMILY
B pa3BUTUH TBOpUecKkoro mytu @. Menaenscona u A. I. Putrepa, aBTop akneHTHpyeT BHUMaHHE HA CXOKMX MOMEHTaxX
(hopMUpOBaHK MY3BIKAHTCKOTO ITOTEHIINAIA KOMIIO3UTOPOB. baXxnaHCcTBO — Ba)kHEHIIass KaTeropus, KOTopas orpese-
JWJIa €IUHCTBO MOJXO/I0B CTOJb HECXOXKHX IO XYJO)KECTBEHHOMY PE3yJIbTaTy MacTepOB OPraHHOM MY3BIKH TOH 3ITOXH.
Hameuens! BaykHEHIINE BEXH B KyJIBTypHOH JKH3HH CTONMYHOTO bepnina n Dpdypra — CTapHHHOTO YHHUBEPCUTETCKOTO
1 MY3BIKaJILHOTO IeHTpa TIOpUHTHH, CBSI3aHHBIC C MIPETBOPEHUEM 0AXOBCKMX TpaJuNui, MpecTaBIeHbl Hanboee 3Ha-
yrMble (akTel Onorpadun U UMeHa, Oaroapst KOTOPHIM OpPraHHOE TBOPYECTBO JBYX MACTEPOB IPHUBEIIO HX K CO3/IaHUIO
JKaHpa OpraHHoi coHatsl. O003HaYeHBI OeparHCKast M 3p(ypTCKast BETBH OaXOBCKOI My3bIKaIbHON «HACIEICTBEHHOCTIY.
«T'epostmm» crarsu, momumo @. Mennenscona u A. I. Putrepa cranm My3bIKaHTbI, He H30aJI0BaHHbBIC BHUMAHUEM OTEUe-
CTBEHHOro My3biko3HaHusi — M. . @uiep, A. B. bax, K. ®. Llensrep, I [lenbxay.

Kniouesvie cnosa: ®. MenaenscoH, A. I. Puttep, opranHast My3bIKa, pOMaHTHUECKas OpraHHasi COHAaTa, 0aXHaHCTBO
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F. MENDELSSOHN AND A. G. RITTER — THE INTERSECTION OF ORGAN DESTINIES

The article discusses the intersection of the creative destinies of two German composers — F. Mendelssohn and
A. G. Ritter — in terms of the musical context of Germany in the 19th century. They were both great virtuoso organists
and could become the founders of a new genre in the organ sphere — the romantic sonata, but the story turned out to
be more favorable to the songwriter without words. Denoting the difference in the development of the creative path of
F. Mendelssohn and A. G. Ritter, the article emphasizes moments of community in the formation of their musical potential.
Bachianism is the most important category that determined the unity of approaches of the masters of organ music of
that era so dissimilar in the artistic result. The most important milestones in the cultural life of the capital city of Berlin
and Erfurt, the ancient university and music center of Thuringia, related to the implementation of Bach traditions, are
identified, the most significant biography facts and names are presented, thanks to which the organ creativity of the two
masters led them to create the genre of organ sonata. The Berlin and Erfurt branches of the Bach musical “heredity” are
designated. In addition to F. Mendelssohn and A. G. Ritter, the “heroes” of the article were musicians who were not spoiled
by the attention of Russian musicology — M. G. Fisher, A. V. Bach, K. F. Zelter, G. Pelhau.

Key words: F. Mendelssohn, A. G. Ritter, organ music, romantic organ sonata, bachianism
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MY3bIKA KOHIIEHTPAIIUOHHBIX JIATEPEN
TPETBEI'O PEMXA

B crarbe npeioxkena HoBas kinaccupukanus My3bikin ABctpun u [epmanun 1930-1940-x T070B 110 IPUHIUITY
OTHOILEHHSI K TTOJUTHYECKOH JOKTpHHE: O(UIMaNIbHAsT My3bIKa, «IETeHEpaTUBHAS MY3bIKa» KOMIIO3UTOPOB YIICAIIHX
BO «BHYTPEHHIOIO 3MUTPAINIO», My3bIKa HEMEIIKUX KOMIIO3UTOPOB B AIMUTPAIMH, MY3bIKa KOHIICHTPAIIMOHHBIX JIarepei.
Ecnu nepBble Tpu miiacTa AOCTAaTOYHO XOPOIIO HCCIEJOBaHbl, TO My3blKa KOHIIEHTPAIIMOHHBIX JIarepei moka ocraercs
MaJIOU3yYeHHON TEMOI UCTOPUU MY3BIKH. AKTYaIbHOCTh PaOdOThI B JAHHOM pyciie 00yCJIOBJIEHa TeM, YTO OHa PaCIIHpsIET
B3I Ha My3bIKY TpeTbero Peiixa, maet HOBOe ITpe/icTaBIeHNE 0 MeXaHU3Max ee pyHKIHoHnpoBaHus. Llens HacTosmen
CTaThbl — PaccMOTpeTh (QPYHKIMK My3bIKH KOHIIEHTPAMOHHBIX Jarepeil B Tperbem Peiixe. B pabore mpeacrasnena xa-
PaKTEpUCTHKA OCHOBHBIX IPOIECCOB MEPECTPOHKH MY3BIKaIbHOTO COOOIIECTBA B AaHHBIM MEPHOJ: YKa3aHbl KPUTEPUH
COOTHOIIICHHSI «apUHUCKOI» U «JIereHepaTHBHOW» MY3bIKH, B BHJE CXEMBI JJaeTCsl uepapxusi B chepe My3bIKaJILHOTO HC-
kycctBa Tperbero Peiixa. BeIsBIsitoTCS ()yHKIIMU My3BIKH B KOHIIEHTPAIMOHHBIX JIarepsix — COXpaHeHHEe HAIlHOHAIbHOU
HUJEHTUYHOCTH, pa3BJledeHUe, ICUXOIOTHYEeCKOoe JaBlIeHHe U YHIDKeHHe, Tponaragaa. Mx couetaHne mapajgoKcaabHO U
CBHJIETEILCTBYET O COBEPILIEHHO YYK/I0M O(HIIUATLHOMY UCKYCCTBY SIBIICHHH, KOTOPOE CJIEyeT pacCMarpuBarh Kak 0co-
OblIii (heHOMEH NCTOPHH MY3bIKH XX Beka.

Kniouesvie cnosa: myspika Tperbero Peiixa, My3blka KOHIIEHTPAIMOHHBIX Jlarepei, oQuIMaibHas MY3bIKa,
«JleTeHepaTuBHAsE My3bIKa», (YHKIIMH MY3bIKH B KOHIUIarepe

© Fedusova A. Alina, 2019
Postgraduate student of the department of music history of the Glinka Nizhny Novgorod State
Conservatoire
E-mail: Linkastar58@gmail.com

CONCENTRATION CAMPS MUSIC
AT THE THIRD REICH

The article proposes a new classification of the music of Austria and Germany in the 1930s—1940s according to
the principle of political doctrine: official music, “degenerative music” of composers who left for “internal emigration”,
music of German composers in emigration, music of concentration camps. If the first three layers are well studied enough,
the music of the concentration camps remains a poorly researched topic of music history. The relevance of work in this
direction is due to the fact that it expands the view of the music of the Third Reich, gives a new idea of the mechanisms of
its functioning. The purpose of this article is to research the functions of music of concentration camps in the Third Reich.
The article presents a description of the main processes of restructuring the musical community in that period: indicates
the criteria for the correlation of “Aryan” and “degenerative” music; provides a hierarchy in the sphere of musical art of
the Third Reich in the form of a scheme. It also reveals the functions of music in concentration camps — the preservation
of national identity, entertainment, psychological pressure and humiliation, propaganda. Their combination is paradoxical
and testifies to a phenomenon completely alien to the official art, which should be considered as a special fact in the history
of music of the XXth century.

Key words: music of the Third Reich, music of concentration camps, official music, “degenerative music”, music
functions in the concentration camp
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K IIPOBJIEME BEPTUKAJIBHOI'O BPEMEHUA
B TBOPYECTBE CO®UU I'YBAUAYJIMHOM

B crarbe BBOAMTCS TOHSITHE «BEPTUKAIBHOTO» BPEMEHHM, 3aHMMAIOIIETO HE MOCIeHee MECTo B cucrtemMe (hu-
J0CO(CKO-PETUTHO3HBIX B3MISAOB KOMIO3UTOpa. DEHOMEH «BEPTHKAIBLHOT0» (IPOCTPAHCTBEHHOIO) BPEMSIHCUHCIIE-
HUsI B TBOpuecTBe ['y0aiifyTnHON HanpsMyIo CBsi3aH ¢ mpoOieMoil IMKINYHOCTH. [{nkinooOpa3oBaHue 3a4acTyio HeceT
B ce0e «BEPTUKAIBHBIN» CMBICI, YTO CBSI3aHO C ITABEHCTBOM BCEOOBEMIIIOLICH PEIMTHO3HON UACH, OJHON M3 KIllove-
BBIX Ul Kommo3uTopa. Ilepeceuenue BpeMeH, BpeMEeHHass HHBEPCHUS — CJIEACTBHE «BEPTUKAIBHOTO» B3IIIAa HA MUP.
«BeprukanpHOE» BpeMs MOAPa3yMEBaeT, YTO XPOHOIOT s HAMUCAHUS COUMHEHUN U MOJIOKEHHUE UX B IIMKJIE MOTYT He
coBnaaark. VIMEHHO B «BEPTHKAJIbHOM» paKypce Ka)KeTCsi BOSMOXKHBIM U JIOTUYHBIM, YTOOBI XPOHOJIOTUYECKH Ooliee
panHuil omyc obpen craryc ¢unana («Detto-11», 3ampikalommii ¥ KOHIEPTHYIO TPHUAAy, U TaK Ha3bIBAEMYIO HHCTpY-
MEHTaJbHYIO ISTHYACTHYIO Meccy). B ucrnomHuTenbckoil mpakTuke Bce counHeHus: Makpouukia («Introitusy-«Cryre-
HI» -« Aty ispy-«Offertorium»-«Detto-11») Bpsia 1 MOTYT Mpo3BydYaTh B peaibHOM BPEMEHHM, B YCIOBHUSX OJHOTO
KOHIIEPTa, MM03TOMY «BEPTHKAIBbHOE» MX M3MEPEHHE CIIEAYET CUMUTATh OOJiee TOYHBIM. YUHUTHIBAas HEOCIIaO0eBaIOIIyIO
TBOPYECKYIO aKTUBHOCTh KOMITIO3UTOPA, BO3MOXKHO, CIIEAYET JKJaTh «IOMOJHEHUN) B paMKaX «OTKPBITOT0» MaKpOILIHK-
na. be3ommbouHoe rybaiIyInHCKOe YyBCTBO BPEMEHH, CYLIECTBYIOIEe KaK Obl BHE JIOTHKH, 110 Ty CTOPOHY (H3H-
YECKOTO, MIOCKOCTHOTO €r0 M3MEPEHHs, YXKe «IIPOAIUIO» CaKpaJbHbIM CBEPXIMKI, BIHCAB B HETO KOHLEPTH «J[Be
Tponsl» U «M: IIpazgHecTBo B pazrape».

Kniouesvie cnosa: my3sika I'ybaiinynuna, «Detto-1I», koHLIepTHas TpHaa, BEPTUKAIBHOE BPeMsl, IIUKINIHOCTD
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TO THE PROBLEM OF VERTICAL TIME
IN SOFIA GUBAIDULINA’S CREATIVITY

The article introduces the concept of “vertical” time, which occupies not the last place in the system of philosophical
and religious views of the composer. The phenomenon of “vertical” (spatial) time calculus in the works of Gubaidulina is
directly related to the problem of cyclicity. Cycling often carries a “vertical” meaning, which is associated with the primacy
of a comprehensive religious idea, one of the key ones for the composer. The intersection of time, temporary inversion is
the result of a “vertical” view of the world. “Vertical” time implies that the chronology of writing works and their position
in the cycle may not coincide. It is from a “vertical” perspective that makes it possible and logical that a chronologically
earlier opus has acquired the status of a finale (“Detto-I1”, closing the concert triad, and the so-called instrumental
five-part mass). In performing practice, all the compositions of the macrocycle (“Introitus”-“Steps”-‘‘Hallelujah”-
“Offertorium”-“Detto-1I"") are unlikely to sound in real time, in a single concert, therefore their “vertical” measurement
should be considered more accurately. Taking into account the relentless creative activity of the composer, perhaps we
should wait for “replenishment” within the framework of an “open” macrocycle. The unmistakable Gubaydulina’s sense
of time, which exists, so to say, outside of logic, on the other side of its physical, planar dimension, has already “extended”
the sacred supercycle by including into it the concerts “Two Paths” and “I: Celebration in full swing”.

Key words: Gubaidulina, “Detto-II", concert triad, vertical time, cyclicity
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PYCCKAS IIO33USI XVIII BEKA B BOKAJIBHOM JINPUKE
TATBSIHBI CEPTEEBOM

B craTthe npeacTaBaeHbl BOKaJIbHBIE COUMHEHUS MOCKOBCKOTO KoMI03uTOpa TaresaHbel CepreeBoil Ha CTUXH M103-
toB XVIII Bexa — B. Tpenunakosckoro, A. CymapokoBa, 1. Enaruna. Boxansnsle omycsl T. CepreeBoil mpeacTaBisior
co0OH peaKuii mpuMep oOpameHHs K 03TaM JIOMOHOCOBCKOM IS b, CTUXH KOTOPBIX MPAKTUYECKH MCUE3IH U3 MY-
3BIKAJILHOW TIPaKTHKH. J{J1s1 paboThI CO CTOJIL CBOCOOPA3HBIMU TEKCTAMH KOMIIO3UTOP HAXOAMT LIEJbII Psii HECTaHAapT-
HBIX KOMIIO3UTOPCKUX pelIeHui. B kauecTBe sxaHpoBOro 0003Ha4eHus BEIOpaHa apusi, TPAKTOBKA KOTOPOIl ajieKo yXo-
JUT OT onepHbIX nporotunoB. T. CepreeBa cMeno M3MEHSIET TEKCT IEPBOUCTOUHHUKA, JKeJlasi BRICTPOUTh COOCTBEHHYIO
JIOTHKY (pOpMBI M, BMECTE C TeM, n30eKaTh yoTpeOieHHs ycTapeBInX ciioB. OHa MPUMEHSET IIOBTOPHIL, IEPECTaHOBKH,
OTKa3 OT KaKoH-11ubo 4acTH TeKcTa U, HA00OPOT — 100aBICHUE CIIOB, HECYIIECTBYIOIIUX B OPUTHHAIIE.

B opranusamuu My3bIKaJbHOM TKaHU HIMPOKO UCIIOJIB3YeTCs] MPUHLUI «MHOTOIIJIAHOBON acCUMMETPUN», TPUB-
HOCAIIUI XKelaeMylo CBOOOY B CTPOTYIO CHIIIa0H4Yeckyto cucteMy. Jloruka HecoBnajieHUs BOKaIbHONU U HHCTPYMEH-
TaJIBHOM (POPMBI CTAHOBUTCS ONPEACIISIONIEH B IOCTPOCHUN KaXK/10H MHHUATIOPHI, BEICTPanBasi HOBBIM THIT B3aUMOCBS-
3M MEXy UCIOMHUTEISIMA. HeoxknjaHHbIe BhIpa3uTeNibHbIe S QEKTHI, IPUCYTCTBYIONINE B BOKAILHONH U HHCTPYMEH-
TaJbHOW MapTusx, npuaaT counHeHusiM T. CepreeBoil sspkOCTh U OPUTHHAIBHOCTb.

Kniouegvie cnosa: TarbsiHa Cepreesa, pycckast H033Hsl, BOCEMHA/IATBIN BEK, BOKaJIbHAS JINPUKA, TIO3THUECKUN 1
MYy3bIKaJIbHBII TEKCT, MHOTOIJIAHOBAs ACUMMETPHS
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RUSSIAN POETRY OF THE 18TH CENTURY
IN TATTANA SERGEEVA’S VOCAL LYRICS

The article presents the vocal compositions of the Moscow composer Tatyana Sergeeva to the verses of poets of
the XVIII century — V. Trediakovsky, A. Sumarokov, I. Elagin. The vocal opuses of T. Sergeeva are a rare example of
an appeal to the poets of the Lomonosov pleiad, whose verses have practically disappeared from musical practice. For
working with such peculiar texts, the composer finds a number of non-standard composing solutions. An aria was chosen
as a genre designation, the interpretation of which goes far from opera prototypes. T. Sergeeva boldly changes the text of
the original source, aiming to build her own logic of form and, at the same time, avoid using obsolete words. It applies
repetitions, permutations, rejection of any part of the text and, conversely, addition of words that do not exist in the
original.

The principle of “multifaceted asymmetry” is widely used in the organization of musical fabric, which brings the
desired freedom to a strict syllabic system. The logic of the discrepancy between the vocal and instrumental forms becomes
decisive in the construction of each miniature, building a new type of relationship between performers. Unexpected
expressive effects, which are present in the vocal and instrumental parts give T. Sergeeva’s compositions brilliance and
originality.

Key words: Tatyana Sergeeva, Russian poetry, eighteenth century, vocal lyrics, poetic and musical text, multifaceted
asymmetry
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IPETBOPEHUE SITUMYECKOI'O HAYAJIA B MY3BIKE JIJISI I'YCJIEA
AJIEKCES JIAPUHA

AKXTyalIbHOCTb TEMBbI Pa0OTHI 00YCIIOBICHA BO3POXKACHHEM HHTEpECa B COBPEMEHHOM POCCHICKOM 00LIecTBE K
JPEBHEMY MY3BIKaJbHOMY MHCTPYMEHTY — TyciisiM. OO0 3TOM CBHIIETENBCTBYIOT M OTKPBITHE B ITOCIEAHUE JECITHIIC-
THSI KJIACCOB T'YCJIEH 3BOHYATHIX B CPETHUX CIIELUAIBHBIX U BBICIIMX MY3bIKAJIbHBIX yUSOHBIX 3aBEJICHUSX, U CO3/JaHHE
3HAYUTEIBLHOTO KOJIMYECTBA NMPOU3BEACHUN I JaHHOTO MHCTpyMeHTa. Cpenn HUX — «Jlerenaa» MOCKOBCKOIO KOM-
no3utopa Anekces JIbBoBuua JlapuHa, KoTopas cTajlla OJHUM M3 pENepTyapHbIX COUMHEHUHN AJs T'ycied 3BOHYATHIX,
BOILJIOMIAIONIMX XapaKTEPHBIH JUIS TaHHOTO MHCTPYMEHTa DIWYECKUH T Apamarypruu. Lleap paboTel — BBISIBUTH
0COOEHHOCTH BOIUIOIICHUS 3MTNYECKOr0 Hadaia B My3blke AJisl Tycieil B TBopuectse A. JI. Jlapuna. M3yuuB onucanue
UTPBHI Ha T'YCIIAX B OBIIIMHAX, CKA3KaX, SITMYECKUX M109MaxX, aBTOP BBISIBUII criel(hUUecKre 0COOCHHOCTH jKaHpa JIereH-
JIbI B LIeJIOM. PaccMOTpeHBI ipamMaTyprisi ¥ KOMITO3HIIKS, IPOaHATM3UPOBaHbl MEJIONKA, (paKkTypa, rycelbHbIe HCIIOI-
HUTENIbCKHE MpHUeMbI B pousBeneHun «Jlerenna» A. JI. Jlapuna. V3yunB 0COOGHHOCTH CTHJIS NMPOU3BEEHUS, aBTOP
CTaThU IIPUILEI K BBIBOAY, 4TO «JIerenna» i ryciiei 3B0HYAThIX, TO HE CTUIN3ALMS )KaHpPa KaK CTPEMJIEHUE PacTBO-
PHUTBCS B CTUJIE Y>KOH SIIOXH, @ WHANBUAYAIbHOE BBIPAKEHHE TIPEICTABICHIH 00 9TOM JKaHpe XyJA0)KHUKA, HUMEIOILETO
UHBIE 3CTETUYECKUE OPUEHTUPBI U NHOHN apCeHall CPEJCTB MY3bIKAJIbHON BBIPA3UTEIBbHOCTH, B UEM BOILJIOLIAETCS OfHA
U3 BEAyLIUX TCHICHLIUHM COBPEMEHHOU aKaIeMUUECKON MY3bIKH.

Knrouesvie crosa: 3moc, koMnosutop Anexceit Jlapus, ryciu, gerenia, xxasp, GoiabkiIop
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THE IMPLEMENTATION OF THE EPIC NATURE IN MUSIC FOR GUSLI
BY ALEXEY LARIN

The relevance of the theme of the article is due to the revival of interest in the modern Russian musical instrument — the
gusli. This is evidenced by the opening of the gusli classes in secondary specialized and higher musical educational institutions,
as well as creation of a significant number of works for this instrument. Among them is “The Legend”” of Moscow composer
Aleksei Lvovich Larin, which has become one of the repertoire pieces of music for the voiced gusli, embodying the epic type
of dramaturgy characteristic of this instrument. The purpose of the work is to identify the features of the epic principle in
music of A. L. Larin. Having studied the description of playing the gusli in the genres of fairy tales, epic poems, the author
revealed the specific features of the genre of legend as a whole. Special attention is paid to considering the dramaturgy and
composition and analysing the melodics, the texture, the performing techniques in the piece of music “Legend” by A. L. Larin.
After analyzing the features of the style of the composition, the author of the article came to the conclusion that “Legend”
for the voiced gusli is not a genre stylization as the desire to dissolve in the style of an unfamiliar epoch, but the individual
expression of the artist’s notion about this genre, that embodies one of the leading trends in modern academic music.

Key words: epic, composer Alexei Larin, gusli, legend, genre, folklore
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JTYXOBHBIE CTUXU HUKETOPOJICKOI'O KPASI

(IIO MATEPUAJIAM SKCHEAUIIMOHHBIX UCCJIEJOBAHUI

HUKEI'OPOJICKOHN 'OCYIAPCTBEHHOMW KOHCEPBATOPUH
WM. M. . NINUHKHN)

B craree paccMOTpEH KaHp JyXOBHBIX CTUXOB aKTyalIbHbI B COBPEMEHHBIX PEAIHAX, 3aTPOHYTHI IPUIUHBI €TI0
BOCTpeOOBaHHOCTH Ha TeppuTopun Himkeropoackoit oomactu. [IpruBoIUTCSI CpaBHUTEIBHBIN aHATIH3 paHee He MyOIHKO-
BaBIINXCS BAPHAHTOB CTUXOB, 3a(pUKCHPOBAHHBIX HCCIenoBaTeNsiMU B KoHIle XX — Hadane XXI BB. Ha3Baubl ciocoOsI
pEIpe3eHTALNH IECHOTIEHUH, pACCMOTPEH MPUHINT (PUKCALMH TEKCTOB M HAIIEBOB CAMUMH HCTIOIHUTEISIMU KaK crioco0
COXPaHEHHUS ¥ Mepeiadyl TPAJULIHOHHOTO 3HAHMS TOCJIEAYIOIINM OKOJICHUAM. BBoUTCSl B HAy4HBIN 00MX0/] CO3/1aHHAs
Ha pyOeke XIX—XX BEKOB pyKONHCHAsI TETPaJb TyXOBHBIX CTUXOB, OOHapyXeHHas B Xoae (hOIBKIOPHO-3THOTpadu-
YeCKUX IKCIIEAUIHOHHBIX nccienoBannii 2018-2019 rT. ABTOpOM IpeIoKeH HOBBIM BapHaHT KIIACCH()UKAIIMH TyXOB-
HBIX [IECHOTIEHHUH TI0 CIOKETHBIM IIPU3HAKAM, IPOBEIECHA NACHTU(HUKALINS aBTOPCKUX clIoBecHbIX TekcTos (H. B. Toroms,
@. b. Munzepa), ObITYIONIMX B HUKETOPOACKUX PYKOIHMCHBIX (POJIIBKIOPHBIX COOPHMKAX KaK aHOHMMHBIE. [IpuBoauTCS
aHaJIN3 KaHPOBO-CTHIIMCTUYECKUX OCOOCHHOCTEH TyXOBHBIX CTUXOB, PACCMAaTPHUBAIOTCS! IPUHIIUIIEI B3aUMOBIIHSHUS Ka-
HOHHYECKUX MPaBUJI [EPKOBHOTO MIEHUS U JIaAOTaPMOHHUYECKONW CHCTEMBI aKaJeMUYECKOTO My3HIUPOBaHHs. BbIABIEHBI
MEJIOANIECKHE MONEBKU-(DOPMYIIBI «HOBOTO OCMOITIACHS» U PEBHETO 3HAMEHHOTO PACIeBa, BCTPEUAIOLINECS B TIECHO-
MEHUSAX PYKONMUCHOHM TeTpanu. [IpoaHanu3upoBaH IyXOBHBIM CTHX, CO3laHHBIM B Hadyane XX Beka B Huxeropoackoi
00J1acT! Ha PeaIbHO-UCTOPHUECKUN CIOXKET.

Kniouesvie crnosa: GponbKiop, JyXOBHbIE CTHXH, KaHTa, PyKOIIMCHAS TETPa/ib, IEPKOBHBIC TECHOTIEHUS
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SPIRITUAL POEMS OF NIZHNY NOVGOROD REGION
(BASED ON THE MATERIALS OF THE EXPEDITION RESEARCH
OF THE GLINKA NIZHNY NOVGOROD STATE CONSERVATOIRE)

The article considers the genre of spiritual verses as relevant in modern realities, touches on the reasons for its
demand on the territory of the Nizhny Novgorod region. It gives a comparative analysis of previously unpublished
versions of verses recorded at the turn of the 20th—21st centuries. Along with naming the ways of representing chants,
the principle of fixing texts and tunes by the performers themselves is considered as a way of preserving and transmitting
traditional knowledge to subsequent generations. A manuscript copybook of spiritual verses created at the turn of the
19th—20th centuries is introduced into the scientific use. It was discovered during folklore-ethnographic expeditionary
studies of 2018-2019. The author has proposed a new version of the classification of spiritual songs according to plot
features, and identified the authorial verbal texts (N. V. Gogol, F. B. Miller), existing in Nizhny Novgorod manuscript
folklore collections as anonymous ones. The article also provides the analysis of the genre-stylistic features of spiritual
verses and considers the principles of the mutual influence of the canonical rules of church singing and the harmonic
system of academic music making. It reveals the melodic singing-formulas of the “new osmoglasie” and the ancient
znamenny chant found in the chants of a manuscript, and analyses the spiritual verse created at the beginning of the 20th
century in the Nizhny Novgorod region on a real-historical plot.

Key words: folklore, spiritual poems, Kanta, handwritten notebook, Church hymns
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TOIMOC «IIIAHBXD» B KHTACKOUN XOPOBOM MY3bIKE
IMEPUOJA COIMPOTUBJIEHUSI (1931-1945)

Hcronp3yst TEPMUH «TOMOCY B 3HAYEHUH HAOOpa YCTOMYMBBIX MY3bIKaJIbHO-SI3BIKOBBIX KIIMIIIE TSI BEIPDAXKEHUS B
MY3bIKE 00TaCTH a0CTPAKTHBIX HICH M KOHKPETHBIX 00pa30B, aBTOP CTATbU N3yYaeT KNTAHCKYIO XOPOBYIO MYy3BIKY TIEpPHO-
Jla COTIPOTHUBIIEHUSL. 3a]a4a padoThl — c(hOpMyIHPOBAB YHHKAIBHOCTh MOHSATHS TOMOCA «IITAHBX?» B KUTAHCKOH KYIIBTYpE,
MIPOAHATN3UPOBATE C ITUX TTO3UIIHH sl TOKa3aTeIFHBIX COUNHEHHH d1moxu: Xopbl L[3r0it Cucstab «Peka Cynrapm» (1935),
Wxan Uy «ITecus Boma» (1938), X luns «Ilepenpara uepes Aum3ze (1940), «B ropax Taiixanmanby (1938) u kanTary
«Xyaaxd» (1939) Caup Cuaxas. OTMEUCHO, UTO B IEJIOM, 00pa3HBIi CTPOil XOpoBEIX mpousBencHnii 1930-x — mepBoit
11oJ10BUHBI 1940-X TOI0B 00yCIIOBIIEH THIIOM T€POUIECKOTO COJIEPKAaHMS: BOCIIOMUHAHUS O CYACTIIMBOM MHPHOM TPYIC,
0CTpO€ TIEpPEKMUBAHIE YTHETEHHS arpecCoOpOM COCEACTBYET B HUX C MATETHUKOM MPHU3bIBA K OCBOOOXKICHHIO U PaJIOCTHIO
enuHeHus B 00oph0e. ABTOp MPUXOIUT K BHIBOAY O HAJIIMYUH B M3YUCHHBIX COUMHEHMAX JIBYX YPOBHEH peann3anuu mpo-
CTPAHCTBEHHOT'O ACIEKTa TOIOCA «IIAHBX3» — CIOKETHOTO M MY3bIKaJIbHOTO. Vcciie1oBaHbl 37IEMEHTHI CEMaHTHYECKOTO
psizfa, a TaKKe KaHPOBO-CTHIMCTHUCCKHUN, My3bIKQIbHO-M300pa3UTEIbHBIA M HHTOHAIIMOHHO-CHMBOJIMYECKUN aCHEeKTHI
MY3BIKaJIbHOTO BOIUIOMICHUS TOMOCA «IIAHBX3» B KUTAHCKOW XOPOBOH MY3BIKE H3y4aeMOTO TIEPHOIA.

Knrouesvie cnosa: TOonoc «1aHbXx?», KUTaickas XopoBas My3blka, XOp, kaHTara, L[3toii Cucsaup, Yxan Ly,
Xo» nnp, Caas Cuaxai
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TOPOS «SHANHE» IN THE CHINESE CHORAL MUSIC
OF THE PERIOD OF RESISTANCE (1931-1945)

Using the term “topos” in the meaning of a set of typical musical and linguistic clichés to express the field of
abstract ideas and particular images, in music the author studies Chinese choral music of the resistance period. The
objective of the work is identifying the uniqueness of the concept of topos “shanhe” in Chinese culture, analyzing from
this perspective a number of representative works of this historical period: choirs of Ju Xixian “The Songhua River”
(1935), Zhang Shu “Song of waves” (1938), He Shide “Crossing Yangtze river” (1940), “The Taihang mountains”
(1938) and the cantata “Yellow river” (1939) of Xian Xinghai. The author notes that, in general, the system of images
in the choral works of the 1930s-early 1940s is derived from the heroic type of the content: memories of happy, peaceful
work, the painful experience of oppression by the aggressor coexist in them with the pathos of the call for liberation and
joy of unity in the struggle. The author comes to the conclusion about the presence of two levels of realization of the
spatial aspect of the topos “shanhe” — plot and music in the analysed works. The elements of the semantic range and
genre-stylistic, music-echoic and intonational-symbolic aspects of the musical incarnation of the topos “shanhe” in the
Chinese choral music of this period are examined.

Key words: topos «shanhey», Chinese choral music, choir, cantata, Qu Xixian, Zhang Shu, He Shide, Xian Xinghai
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JAETCKOE MY3bIKAJIBHOE OBPA3OBAHUE KUTAS
B IIEPUOJI AHTUATIOHCKOM BOVMHBI 1937-1945 TOJOB

Crarpsl TIOCBSIIIEHa MCTOPUHU JIETCKOTO MY3BIKIBHOTO 00pa3zoBaHus B KuTae B nepuoji aHTHAIIOHCKOH BOWHBI
1937-1945 ronos B ropoae UyHImH. 3a 3T0 BpeMs porpaMma 00yueHHsI My3bIKE B CIICIIHATBHBIX M 0011Ie00pa30BaTeIbHBIX
HIKOJIax OblIa KaueCTBEHHO n3MeHeHa. Ha ocHOBe HallMOHAIBHBIX TPa UMK OblTa CO3/jaHa CHCTEMa My3bIKAJILHOTO 00pa3o-
Banus. [IpenonaBanye cTago BECTUCH 110 EIMHBIM ISl BCEH CTpaHbl y4eOHBIM IUIaHaM, yYeOHUKaM M METOJIMYECKUM pa3pa-
OotkaM. My3bIKa cTaia 00s13aTeJIbHBIM IPEIMETOM 00111e00pa30BaTeIbHBIX IIKOJ. Y YeHHKaM CO3aBalliCh YCIOBHS IS OC-
BOEHHSI KAKMUM-JTM0O0 HApPOIHBIM MYy3bIKAJIbHBIM HHCTPYMEHTOM, Ka)K/IbIi IIKOJILHUK Y4aCTBOBAJ B 00513aTEIIbHOM €)KEIHEB-
HOM MaccoBoM NeHuH. [ToTeHnman Ha4ynHAaIOMUX My3bIKAHTOB ObLT UCIIOJIB30BaH B ITPOIAraHANCTCKUX Lessix. [IkonpHukn
Y4acTBOBAJIN B MAaCCOBBIX TBOPYECKUX MEPOIPHATHSX MAaTPUOTHYECKUX HAIPABICHHOCTH: OOJIBIIOM KOJIMYECTBE COIBHBIX
Y KaMEepHBIX KOHIIEPTOB BOKAJIHHON M MHCTPYMEHTAIBHOI MY3bIKH, KOHIIEpTaX CUM(OHNYECKOTO U HAPOJHOTO OPKECTPOB,
XOPOB, aKIMAX MaccOBOTO TeHHs. Bce 9To criocoOCcTBOBAIO POCTY MHTEpECca K MYy3BIKE B LIEJIOM, MOABEMY MY3bIKaIbHOTO
00pa3oBaHMsl, @ TAK)KE BAKHOMY B TOJIbI BOWHBI MOPAJILHOMY CIUIOUEHUIO TpaxkaaH. OCHOBHBIC TBOPUECKHE COOBITHSI ITPOXO-
JMJIM B OTOT NEPUOJ B ropojie UyHIIMH, CTAaBIINM B TOJIbI BOMHBI ITOJIUTUYECKHM LIEHTPOM IOCY/IapCTBa.

Kniouesvie cnosa: antusnonckas BoitHa 1937-1945 ronos, UyHiiuH, My3blkaiabHOEe 00pa3zoBanue, KoMuteT My3bl-
KajbHOTO 00pa3zoBanust, Komuccens 1o nenam KynsTypsl, TpeTbe yrpasieHue, arutanus, Yxan WKkuwkyH
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CHILDREN’S MUSIC EDUCATION IN CHINA
DURING THE ANTI-JAPANESE WAR OF 1937-1945

The article is devoted to the history of children’s music education in China during the anti-Japanese war of
1937-1945 in the city of Chongqing. During this time the musical education program in specialized and secondary
schools has been qualitatively changed. The system of music education was created on the traditions of national
music. Teaching was conducted according to unified for the whole country curricula, textbooks and guidance papers.
Music has become a compulsory subject of secondary schools. The students were provided with the conditions for
studying any folk musical instrument; each student participated in the obligatory daily mass singing. The potential of
novice musicians was used for propaganda purposes. Schoolchildren participated in patriotic mass creative events:
a large number of solo and chamber concerts of vocal and instrumental music, concerts of the symphony and folk
orchestras, choirs, mass singing events. All this contributed to the growth of interest in music in general, the rise of
music education, as well as the important moral cohesion of citizens during the war years. The main creative events
took place during this period in the city of Chongqing, which became the political center of the state during the war.

Key words: Anti-Japanese War of 1937-1945, Chongqing, musical education, patriotism, Committee for Musical
Education, Commission for Cultural Affairs, Third Department, agitation, Guo Mojo, Zhang Zhizhong
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KAHP MIO3UKJIA HA T'PAHUIIE KYJIBTYPHBIX IPOCTPAHCTB

B crarbe npezcTaBieH aHa3 0COOCHHOCTEH TMOJrOTOBKU M TIOCTAHOBKHU JBYX MIO3ZUKIIOB, IIPEMbEPbI KOTOPBIX CO-
cTosUTCh Ha ucxoae XX cronernsi. Kaxaplid n3 crieKTakiei crall COObITHEM B CBOEM KYJIBTYPHOM IIPOCTPAHCTBE: KUTAHCKUI
mro3ukI «O3epo Croanan» B [oHkoHTe (Ipembepa B MapTe 1997 1) mpoussen ¢pypop B BOCTOYHO-a3HMATCKOM KYJIETYPHOM
peruoHe, a 3HAMEHUTHIN (hpaHITy3CKO-KaHaICKui criekTakib «Notre-Dame de Paris» (mpembepa B ceHTsiope 1999 1) cran
ceHcanued B 3anmagHoM mupe. [Ipu BceM pazinumyl KylnbTypHOTO KOHTEKCTa MIO3UKIIBI OOHApYKHBAIOT COBIIAACHHMS, I10-
3BOJISIIOIINE YBHJIETh HOBBIE TIOKa3aTeJIbHbIC YEPThl B BBHIOOPE CLIEHApHs, CIOKET KOTOPOrO CO3BYYEH IIEHHOCTSIM Hallu-
OHAJILHOW KYJIBTYPBI, B CO3[[aHHU MECEHHOTO Mareprajia M ero THPaKMPOBAHUU 33I0JIT0 JIO0 TIPEMbEphl, B KOMMEPUECKOMH
pekiiaMe Ha JTarax npe- U HOCT-NPOJAKIIH U B TIOCTaHOBKe criekTakiel. [losiBieHne ykazaHHBIX 0COOEHHOCTEH 00yCIIoB-
JICHO COBMEII[CHUEM JKaHpa C TEXHOJIOTHSIMH WHIIYCTPHU MAaCCOBBIX 3PEJIMIIHBIX HCKYCCTB. Bemymmmu XapakTepiucTHKaMy
CT@HOBSITCSI CHHTE3 Pa3JIMYHbIX MUIACTOB MY3bIKAJIbHON KYJIBTYpbI, 0000IIeHnEe HOBEHIIMX BOKAJbHBIX TEXHOJIOTHH, Oropa
Ha KYJBTYpPHO—CMBICJIOBBIE apXETHITbl. AHAIN3 TBOPUECKOH PabOTHI aBTOPOB TO3BOJISIET XapaKTEPHU30BaTh HOBBIH MIO3HKII
KaK MacIITaOHBIN U3aHH-TTPOEKT, B KOTOPOM OCYILIECTBICHUE XyI0KECTBEHHOTO 3aMbICIIA POXOJIHUT PsIJT OTKPBITHIX CTAINI
KOMMYHHKaTHBHOW 00pabOTKH WITH «IIPOKaTay.

Kntouegvie cro6a: MIO3UKII, TEXHOJIOTHHU 3PEIHIIHBIX UCKYCCTB, KYJIBTYPHO—CMBICIIOBOI apXeTHII, CTHICBOH MUKCT,
CIEKTAKJIb KaK JH3alilH—POEKT, TPOrpaMMHPOBAHNE BOKAJILHOTO MaTepHaa
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THE GENRE OF MUSICAL AT THE BORDERLINE
BETWEEN DIFFERENT CULTURAL AREAS

The article presents the analysis of the features of preparation and production of two musicals, the premieres of
which took place at the end of the twentieth century with a distance of one and a half years. Each of the performances
was an event in its cultural space: the Chinese musical “Lake Xuelan” in Hong Kong (premiere in March 1997) created a
furor in the East Asian cultural region, and the famous French-Canadian performance “Notre-Dame de Paris” (premiere
in September 1999) became a sensation in the western world. With all the differences in the cultural context, the
performances reveal coincidences that make it possible to see new indicative features, the appearance of which is due
to the combination of the genre with the technologies of the mass entertainment industry. The leading characteristics
are the synthesis of various layers of musical culture, the generalization of the latest vocal technologies, reliance on
cultural — semantic archetypes. The analysis of the creative work of the authors allows to characterize the new musical
as a large-scale design project in which the realization of an artistic concept goes through a series of open stages of
communicative treatment or “distribution”.

Key words: musical, technologies of spectacular arts, cultural and semantic archetype, style mix, performance as a
design project, programming of vocal material
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HO2TUYECKHUE «IIEPCOHAXW»
BOKAJIBHBIX IIUKJIOB BOPUCA I'ELIEJIEBA

Crarbsl IOCBSIIIIEHA W3YYEHHUIO OCOOCHHOCTEH MY3BbIKAILHOW MHTEPIPETALUH MOATUYECKUX TEKCTOB B BOKAJIBbHOM
My3bike bopuca I'erieneBa. Ha nprMepe BOKaJIbHBIX IIMKIIOB, KOTOPBIE KOMIIO3UTOP CO3/IaBaJl JUIsl BCEX THIIOB IIEBYECKUX I'0-
JIOCOB B TeueHue Oosee momyseka (1960-2019), mpociiekuBaroTCsl 3HAYMMBIC [Tl TOHUMAHHSI KOMITO3UTOPCKOTO MBIIILICHHS
b. l'enieneBa npuHIMITBI pabOTHI CO CIIOBOM.

B ocHOBe ero BoKaJbHBIX HIUKJIOB — MOA3Hs PA3HBIX ATI0X ¥ TPaJUIH. B mMpokoii maHopame Mo3THYECKUX TEKCTOB
KOMITO3UTOP IPEIIIOYUTAET OCTPOYMHEBIE, apOpUCTHYHBIE, (GHII0CO(CKUE, aHTUTIA(OCHBIE BHICKA3bIBAHUSL.

XapakTepHO oOpallieHue KOMIIO3UTOpa UMEHHO K IUKIMYECKUM ITPOU3BEICHUSIM, YTO OTpaxkaeT crpemienue b. Te-
LIeJIeBa K «MHOTOTOJIOCHIIEY TTO3HIMHI, TOYEK 3pEHHST, HACTPOCHUI.

B BokanbHbIX counHeHusx b. [enieneBa Boruromaercst 0iHO U3 HauOoJiee MPUMEYaTeNIbHBIX Ka9eCTB MBIIIICHHS KOM-
TI03UTOPa — CBOCOOPa3HBIHAHMMHU3M KaK TBOPUYECKHI TPUHIIHIL, TPOSIBIISIIOIINICS B «BUTATH3ALMNY U «IIEPCOHNUPHKAIII
N30MPAEMBIX CJIOBECHBIX TEKCTOB.

[epcoHndukanys MoITUIECKOro TEKCTa OTPayKEHa B XapaKTEPHBIX KAHPOBBIX, CTHIIEBBIX, S3bIKOBBIX (MHTOHAIIMOH-
HBIX, METPOPUTMUYECKHX, (DAKTYPHBIX, PETUCTPOBBIX ) MEPEKIIOYCHHSIX, AJUTIO3HUSIX M IINTATaX, HalPaBJICHHbIX Ha «paciind-
POBKY» TO3THYECKUX CMBICIOB. Co3/1aBaeMble KOMIIO3UTOPOM MY3BIKJIBHO-IIOATHYECKHE 00pa3bl MOAOOHBI TeaTpaibHbIM
«repcoHakam». TakuM o0pa3oM, IepCcoHU(UKAIHS CIIOBA JIAET BO3MOXXHOCTh KOMITO3UTOPY MPOWTH CIOKHBIA U HEMOBTO-
PHUMBI IIyTh OT MHTCHIMH K MPOU3BEICHUIO.

ABTOp CTaThbU MPUXOIUT K BBIBOJLY, UTO MOATHYECKOE cIOBO Ut b. [enieneBa — He ToNbKo MaTepuat Juisi KOMIIO3H-
TOPCKOH pabOThI M IIIOMIAIKA ISl 3BYKOBBIX AKCIIEPUMEHTOB, HO MIPEXK/IE BCETO KIIIOU K «IIEPCOHAXKY», B CO3AaHHU KOTOPOTO
COyYacTBYIOT UCIIOJIHUTEIb U CITyIIaTelb.

Knouesvie crosa: bopuc I'etienieB, BOKaJIbHBIE IIUKIIBI, TI093H51, IEPCOHAK, aHUMH3M, MY3bIKaJIbHO-TIOITHYECKUI 00pa3

© Sidneva B. Tatyana, 2019
PhD in Culturology, Vice-Rector for Research, Head of the Department of Philosophy and Aesthetics of
Nizhny Novgorod State Glinka conservatoire
E-mail: thsidneva@yandex.ru

POETIC “CHARACTERS” OF BORIS GETSELEV'S VOCAL CYCLES

The article is devoted to the study of the features of musical interpretation of poetic texts in vocal music of Boris
Getselev. Using the example of vocal cycles that the composer created for all types of singing voices for more than half a
century (1960-2019), the principles of working with a word that are significant for understanding the composer's thinking
of B. Getselev are traced.

His vocal cycles are based on poetry of different epochs and traditions. The composer prefers witty, aphoristic,
philosophical, anti-pathetic statements in a wide panorama of poetic texts.

The appeal of the composer to cyclic works is characteristic, it reflects B. Getselev's aspiration to “polyphony” of
positions, points of view, mood.

The vocal works of B. Getselev embody one of the most notable qualities of thinking of the composer — a kind of
animism as a creative principle, which manifests itself in the “vitalization” and “personification” elected by the verbal texts.

Personification of the poetic text is reflected in characteristic genre, style, language (intonation, metro-rhythmic,
textural, register) switching, allusions and quotations — everything is aimed at “decoding” poetic meanings. The musical
and poetic images created by the composer are similar to theatrical “characters”. Therefore, the personification of the word
enables the composer to go through a complex and unique way from the intention to the work.

The author comes to the conclusion that the poetic word for B. Getselev is not only the material for the composer's
work and the platform for sound experiments, but first of all it is the key to the creation of the character, in whose fate the
performer and the listener participate.

Key words: Boris Getselev, vocal cycles, poetry, character, animism, musical and poetic image
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HOBBIE TEHAEHIIUU B OCMBICJIEHUU ®OPMOOBPA3OBAHUSA
B COBPEMEHHOM MY3BbIKE

B crarhe peub uaeT 0 HOBBIX TCHICHIIUSIX B OCMBICIICHHU (opMooOpa3oBanus. [loguepkuBaeTcs, 4To 3HAYCHUE UH-
TEPTEKCTYaJbHOCTH B COBPEMEHHON I'yMaHUTApHON Hayke HECKOJIbKO repeolrieHeHo. CyIIecTByeT HeMaJlo CIIy4aeB CMbIC-
71000pa30BaHMsl, OCHOBAHHBIX Ha KOHTAKTaX MEXKIY Pa3HbIMU JIEMEHTaMHU, HO 3TO HE 00s3aTeIbHO MEKTEKCTOBBIC OTHO-
nreHust. PaccMaTprBaroTCs T€ CiTydau, KOrja KOHTAKT MEXKTy CMBICJIOBBIMH 3JICMEHTaMH €CTh, HO HET JICTICHHS Ha «CBOC»
U «4yxoe». K Takoro pona CMBICJIOBBIM CBSI3sIM OTHOCUTCSI OTPOMHBIN KJIacC SIBJICHUH, OCHOBAHHBIX Ha «IIPEA3HAHUM, TO
€CTh KOTHUIMU. BO Bcex MOMOOHBIX CIydasx YeJIOBEK 0OpamaeTcsi K CBOeMY OIBITY, HO He K TekcTaM. KOHTaKT 31ech ocy-
HIECTBIISICTCS IO MPUHIIAITY «00IIee» — «CBOE». Y TBEPIKIACTCS, UTO TAKKE CBSI3H OCYIIECTRIISIOTCS HA MCHTAJILHOM YPOBHE
Oraromapsi BaJICHTHOCTH, a TAKKE MPH MOMOIIY OTCBUIKU K IPOTOTUIIaM. B craTthe paccmarpuBaeTcs, Kak IpeoOIa aroui
THUIl BAJICHTHOCTH BIIMSCT HAa CTHJIb KOMIIO3UTOpA. B KauecTBe mprMepa MPHUBOISITCS CTHUIICBBIC OCOOCHHOCTH TBOPUYCCTBA
kommo3utopoB X. Jlaxeamana u ®@. Kapaesa. Onpenensercs, YTo CTPYKTypa MEHTAJIBHOM CXeMbl — 3TO B MIEPBYIO OUEpeib
CMBICJIOBBIC CBSI3H, MOSIBIISIOIIAECS B COBHAHUU MHTEPIIPETATOPA KaK PEe3yJIbTaT CPABHEHHUS €T0 C TIPOTOTUIIOM.

Kntouesvle cnosa: coBpeMeHHast My3bIKa, IIPOTOTHITBI, BAJICHTHOCTb, «CBOG» — «UyXKO0E€», MEHTaJIbHbBIC cXeMbl, X. Jla-
xeHmaH, @. Kapaes

© Amrahova A. Anna, 2019
Doctor of Arts, Associate Professor, Department of Music Theory, Glinka Nizhny Novgorod State
Conservatoire
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NEW TRENDS IN THINKING ABOUT SHAPING CONTEMPORARY MUSIC

The article deals with new trends in the understanding of musica forming. It is emphasized that the importance of
intertextuality in modern humanitarian science is somewhat overestimated. There are many cases of sense formation based
on contacts between different elements, but this is not necessarily intertextual relations. Cases are considered when there is
a contact between semantic elements, but there is no division into “one’s own” and “another”. A huge class of phenomena
based on “foreknowledge”, that is, cognition, refers to such kind of semantic connections. In all such cases, a person refers
to his experience, but not to the texts. Contact here is based on the principle of “common” “one’s own”. It is argued that
such connections are made at the mental level due to valency, as well as by meansof reference to prototypes. The article
considers how the predominant type of valency inflaences the composer’s style. As an example, the style features of the
creation of composers H. Lachenman and F. Karaev are given. It is determined that the structure of the mental scheme is,
first of all, the semantic connections appearing in the mind of the interpreter as a result of understanding the relationship
between the the present object and his prototype.

Key words: contemporary music, prototypes, valence, “one’s own” — “another” mental schemas, H. Lachenmann,
F. Karaev
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KJIFOYEBBIE ®UT'YPbI
COBPEMEHHOTI O I KA30BOI'O UCKYCCTBA KUTASA

B crarbe uccnenyercs TBOpYECTBO BEAYLIMX [IPEACTABUTENICH KUTAUCKON PKa30BOU LLIKOJIbI B PAMKAX LIEJIOCTHOIO
IIPEACTABICHUS O MYy3bIKE JDKA3d PAHHEIO U COBPEMEHHOIO IIEPUOJOB KaK COBPEMEHHOM, BHYTPEHHE LIEJIOCTHOW HalMO-
HaJIbHOM Tpaauiuu. O003HAYMB CTENEHb U3YUYEeHHOCTH POOJIEMbI B OTEYECTBEHHOM U 3apy0eKHOM MY3bIKO3HAHHH, aBTOP
orOupaeT Hanbosee sipkue (HUTypbl, MOBJIHSBIINE HA PA3BUTHE HKA30BOT0 UCKyccTBa B Kutae (Takue kak cakcodonuct Jlu
[Oanp, mKa3oBblid muanucT 1 komnosutop Kyn XyHsaii, nesuna u komnosurop Ykan Uu, nuanucr Cs L35, pomOonuct S
MuH), a Taroke BBIABISIET HEKOTOPBIE XapaKTePHbIE )KaHPOBO-CTUIIEBbIE UEPThI, TPHHIUIBI aPAaHKUPOBKU M METO/IBI IMITPO-
BU3aLUU KUTAUCKUX J7Ka3MEHOB.

B nponecce uccnenoBanus aBTop NPUXOAUT K BbIBOLY, YTO HA HAYAJIbHOM JTalle CBOEIO Pa3BUTUS KUTANCKasl JKa-
30Basi My3bIKa HCIIBITHIBAJIA CEPHE3HOE BIUSIHUE €BPOIEHCKOM My3bIKaJIbHOW TPaAMIIMH, YTO OTPA3HIOCh B OOJBIIOM HH-
Tepece UCIIOJIHUTENIEH 1 KOMIIO3UTOPOB K JIMPUYECKUM OauiajiaM ¥ TaHIeBaJIbHBIM KoMIo3uiusiM. [lo3anee, yro Hauamo
HPOSIBISITBCS yXKe B MOcieiHel ueTBepT XX Beka, KUTAMCKHUIA JKa3 MpUoOpes CBOU YHHUKAJIbHbIE YePThl B OCOOCHHOCTH,
KOTOpBIE U CeHdac SBJISIOTCS ONPEAEIIIIONIMMUI B Pa3BUTHHU 3TOr0 HampaBieHusa B Kurtae: B 4aCTHOCTH, 3TO CHHTE3 JIaI0BBIX
3JIEMEHTOB TPAJULIUOHHON KUTaHCKON MY3bIKH (TIEHTAaTOHUKH) U €BPOIEHCKOTo JIXKa3a.

Kmouesvie cnosa: xuraiickuiimkas, Jlu FOanb, Kyn Xynsoii, Yxan Un, Cs L35, Sl MuH, »aHpOBO-CTUIIEBBIE YEPTHI,
NIPUHLIMIIBI APAHKUPOBKU, METOBI UMIIPOBU3ALIU
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KEY FIGURES OF CONTEMPORARY JAZZ ART IN CHINA

The article examines the work of the leading representatives of the Chinese jazz school in the framework of a holis-
tic view of the music of jazz of the early and modern periods as a modern, internally integral national tradition. Denoting
the degree of knowledge of the problems in domestic and foreign musicology, the author selects the most colorful figures
that influenced the development of jazz in China (saxophonist Li yuan, a jazz pianist and composer kun Hongwei, singer
and composer Zhang Ying, pianist Xia Jia, trombonist Yang Ming), and also identifies some characteristic of the genre-sty-
listic features, principles, arrangements, and methods of improvisation Chinese jazz musicians.

In the course of the research, the author comes to the conclusion that at the initial stage of its development, Chi-
nese jazz music was seriously influenced by the American musical tradition, which was reflected in the great interest of
performers and composers in lyrical ballads and dance compositions. Later that began to emerge in the last quarter of the
twentieth century, Chinese jazz have acquired their unique traits and characteristics, which now are crucial in the devel-
opment of this field in China, in particular, is a synthesis of modal elements of traditional Chinese music (the pentatonic
scale) and foreign jazz.

Key words: Chinese jazz, Li yuan, kun Hongwei, Zhang Ying, Xia Jia, Yang Ming, genre and style features,
principles of arrangement, methods of improvisation
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