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K HOHATUIO « COBPEMEHHAS MY3bIKA»:
JAUCKYCCHUOHHBIE 3AMETKHA

Crarbs npescTaBisieT co0OH MOMBITKY PACCMOTPETh MOHIATHE «COBPEMEHHAsi MY3bIKa» M ITPOKOMMEHTHPOBATH
ero ObITOBaHHME B OTEUECTBEHHOM KYJIBTYpHOM IPOCTPAHCTBE. ABTOp OOpaliaeT BHUMaHNE Ha Pa3HOPEUUBBIC TOJKO-
BAHHUS OTOTO MOHATHS, YTO CBSI3aHO C M3HAYaJIbHON HEONPEAENECHHOCTHIO €ro rpaHull. XPOHOJIOTHUECKUE KPUTEPUU
«COBPEMEHHOI0» JOBOJIBHO MOABMKHBI. CHEUaINCThI 10 COBPEMEHHOMY UCKYCCTBY BBIAEISIOT MO KpaliHeil Mepe ue-
ThIpe (a3bl B ero pasBuTHu. OHa 0XBAThIBAET NPUOIN3NUTENFHO 25 NOCISIHUX JIET; Apyras BOcXoauT K 60—70-M rogam
MUHYBIIETO CTOJIETHS; elle oHY (asy CBA3bIBaIOT ¢ XX BEKOM KaK TAKOBBIM; HAKOHEIl, B CAMOM IIIPOKOM IIJIaHE B KPYT
«COBPEMEHHOI0» BOBJIEKAETCS €/1Ba I Bce MCcKyccTBO HoBoro BpeMeHu. My3blkanbHOE TBOPUECTBO B LIEIOM YKJIAbI-
BaeTCs B ATH TEMIIOpaJbHBIC paMKH. BMecTe ¢ TeM 3acimyXuBaeT BHUMAHUS caMa MPAaKTHKa CIOBOYIOTPEOIICHUS «CO-
BpEMEHHAasl My3bIKa», CTaBILAsi CBOETO POJia MAapKEePOM U OTPA3UBIIAsl BaXKHEHUIINE BEXH B OTEUECTBEHHOM UCKYCCTBE
XX Beka. B aToM pakypce B cTaThe MOCIEI0BATENBHO PACCMATPUBAIOTCS: AESITEIBHOCTh «BeuepoB coBpeMeHHON My-
3bIKNY, 3cTeTnka ACM, NOKTpHHA coupeain3mMa, peaduIuTalus «COBPEMEHHOTO» B 310Xy OTTEIEIH M IIePECTPOUKH.
ABTOp KacaeTcs TaKkKe KOHIIENTa COBPEMEHHOCTH B 3IIOXY MOCTMOAEPHA, KOTJ1a CaM TOT KOHLENT MOXKET MOKa3aThCs
AQHAXPOHU3MOM.

Kniouesvie cnosa: coBpeMeHHasi My3bIKa, MOJIEPHU3M, «HOBOE 3ByKOCO3€pILIaHUE», ACcCOoLUalls COBPEMEHHON My-
3BIKH, COBPEMEHHUYECTBO, TOCTMOJIEPH

© Levaya N. Tamara, 2019
Glinka Nizhny Novgorod State Conservatoire (Nizhny Novgorod, Russia),
PhD in Arts History, Head of the Department of Music History, Professor

TO THE CONCEPT OF «<MODERN MUSIC»:
DISCUSSION NOTES

The article is an attempt to consider the concept of «modern music» and comment on its existence in the domes-
tic cultural space. The author draws attention to the contradictory interpretations of this concept, which is associated
with the initial uncertainty of its boundaries. The chronological criteria of «modern» are quite mobile. Contemporary
art experts identify at least four phases in its development. One covers approximately the last 25 years; the other dates
back to the 60s — 70s of the last century; another phase is associated with the twentieth century as such; finally, in the
broadest sense, the circle of «modern» involves hardly all the art of Modern times. Musical creativity as a whole fits
into this temporal framework. At the same time, the very practice of the usage of the word «modern music» deserves
attention, which became a kind of a marker and reflected the most important milestones in the domestic art of the twen-
tieth century.

In this perspective, the article consistently examines: the activities of the «Evenings of modern musicy, the aes-
thetics of AFM, the doctrine of socialist realism, the rehabilitation of the «modern» in the era of thaw and perestroika.
The author also touches on the concept of modernity in the postmodern era, when this concept may seem anachronistic.

Key words: modern music, modernism, «new sound conception», Association of modern music, postmodernism
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O PACHIMPEHUU NMMOHATHUS JIOTUYECKUX OTHOIEHUM
B 3BYKOBBICOTHbBIX OPTAHU3ALIUAX MY3bIKU XX BEKA:
IKBUBAJIEHTHOCTb

B crathe BBOAMTCS MOHATHE SKBHBAJCHTHBIX 3BYKOBBICOTHBIX OTHOIIEGHHH TOHOB JIBEHAIATH3BYKOBOH My-
3bIKaJIBHOM CUCTEMBbI MY3BIKH BTOPOM mosioBUHBI XX Beka. JlaHHBIN BUJ OTHOIIEHUN paccMaTpUBaeTCsi Ha OCHOBE
My3bIKaJIbHO-TeopeTndeckor cucteMbl (MTC), mpeacTaBnsionieil TOTHYECKYI0 MOJIEIb IMIHUPUICCKON MYy3BIKaIbHON
cucteMbl (OMC) u ee pe3ynbTaTUBHO-KOHCTPYKTUBHYIO opMy. Tako# moaxo ] mpeanoaaraeT oOpamieHue K mMOHITHIM,
pa3paboTaHHBIM B MaTeMaTUYECKOW TEOPUH MHOKECTB. B 3TOM cMBICiIe S5KBUBAaJCHTHOE OTHOIICHHE TPAKTYETCS B )3-
KOM 3HayeHuu KakK JIOKAJIbHOE OTHOIICHNE MY3bIKAIbHBIX TOHOB B MTC mpu MoIeIHpoBaHUH TBOPUECKHX MPOIIECCOB
Ha muxpoyposHe. Lllupokoe nonsimue >KBUBAJICHTHOCTH, XapaKTepHOE TSI MaKPOIPOIIECCOB Pa3BEPHYTHIX MEPCOHH-
(hUIIMpPOBaHHBIX KOMITO3UIHI B KOHTeKcTe DMC, COOTBETCTBYEeT MOHUMAHHIO (DYHKIIMOHATBHOCTH KaK pabOTHI CHCTE-
MBI ¥ TPAKTYeTCsl HAMU KaK KOHCMPYKMUBHASL (YHKYUOHATLHOCMb. BO3MOXKEH TaK Ha3bIBAEMBIH 0OUXOOHbLU CMBICI,
He TpeOyromuil T0oKa3aTeNbCTB U BKIIIOYAIONIUIN ncuxon02uyecKyo MHTEPIPETALNI0 MOHATHS, 00yCIOBIEHHBINH MPO-
SBJICHHEM 3aMETHBIX, OpOCAIONINXCS B TNa3a Hanbojee OO0IMUX MPU3HAKOB, HA OCHOBAHHWU KOTOPBIX JETACTCS BBIBOJ
00 »KBHBaNeHTHOCTH. TakuM 00pazom, JaHHBIN BUA OTHOIICHUH CO3/1aeT MOYBY JAJIS CO3JAHUS HEHCUEpIIaeMBIX, HE-
MPEeICKa3yeMBbIX TBOPUECKUX BAPUAHTOB, YTO MOATBEPIKIAET KOMIIO3UTOPCKAs MPAKTHKAa 0COOEHHO BTOPOH MOJIOBUHBI
XX Beka. B coOTBeTCTBUU ¢ JaHHBIMU TEOPETUUCCKUMHU MOJTOKCHUSIMH 00CYXKAAI0TCS BBICKAa3bIBAHUS, IPOU3BEACHNUS
i ux pparMeHTsl komno3utopo b. baproka, O. Meccuana, A. Bebepna, K. IlITokxay3ena, [1. bynesa, 5. Kcenakuca.

Kntoyeguvle cnosa: 3KBUBAIICHTHOCTh, MaTEMaTHYECKOE MHOKECTBO, MY3BIKaJIbHO-TEOPETHUYECKAs CHCTEMa, KOH-
CTPYKTHBHAs! (PyHKIIMOHAIBHOCTD

© Aleksandrova V. Ludmila, 2019
The Glinka Novosibirsk State Conservatoire (Novosibirsk, Russia),
PhD In Arts History, Professor of the Theory of Music Department

ON THE EXPANSION OF THE CONCEPT OF LOGICAL RELATIONSHIPS
IN HIGH-ALTITUDE MUSIC ORGANIZATIONS
OF THE TWENTIETH CENTURY: EQUIVALENCE

The article introduces the concept of equivalent pitch relations of tones of the twelve-note musical system of the
music of the second half of the XX century. This type of relationship is considered on the basis of the musical-theoretical
system (MTS), which is a logical model of the empirical musical system (EMS) and its effective-constructive form.
This approach involves an appeal to the concepts developed in mathematical set theory. In this sense, the equivalent
ratio is interpreted in a narrow sense as the local ratio of the musical tones of the system in MTS when modeling
creative processes at the micro level. The broad concept of equivalence, characteristic of macro-processes of expanded
personalized compositions in the context of EMS, corresponds to understanding functionality as the system operation
and is interpreted by us as constructive functionality. The so-called everyday meaning is possible, as it does not require
proof and includes a psychological interpretation of the concept, due to the manifestation of noticeable, conspicuous
most common features, on the basis of which the conclusion about equivalence is made. Thus, such type of relationship
sets the stage for the creation of inexhaustible, unpredictable creative options, which is confirmed by the composer's
practice especially in the second half of the XX century. In accordance with these theoretical provisions, statements,
works or fragments of compositions by B. Bartok, O. Messiaen, A. Webern, K. Stockhausen, P. Boulez, J. Xenakis are
discussed.

Key words: equivalence, mathematical set, musical-theoretical system, constructive functionality
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«SECHS ORCHESTERLIEDER» op. 8 A. LIEHBEPTA
B PAKYPCE JIBYX MOJEJIEA "KAHPA ORCHESTERGESANG

BoxkanbpHO-cumbonnueckuii xaup Orchestergesang 310XH fin de siecle yHUKaIEH TeM, 4TO B HEM HAIILTH CBOC OT-
PaX€HUE TaKHUEC MOJIAPHBIC KAUYCCTBA, KaK 3ByKOBasd MOHYMECHTAJIBHOCTH U KAMCPHOCTb. BssaTeie 3a OCHOBY, OTH Ka4€CTBa
TIOJIOXKHJIM HA4allo JIBYM KOHIETITYaJIbHO OTIMYHBIM MOOesim Kaupa — modenu [lImpayca v modenu Manepa. B crarbe
aBTOP OMHCHIBAET MapaMeTPhl, XapaKTepHU3yIOIINe JaHHbIe MoOoenu (InTepaTypHasi OCHOBA, OPKECTp, BOKaJIbHAs MapTHs,
B3aMMOJICHCTBHE TOJI0CAa M OpPKeCcTpa, pa3paboTKa WHTOHAIIMOHHOTO MaTepHaja), ¥ MPEICTaBIsAeT UX B BHJE TaOIUIBI.
YrnomuHaeTcs u TEKCTO-MY3bIKaJIbHasA CEMaHTHKa, HC BOLICAIIAsA B T36HI/IL[y, HO SBJIAIOLIASCS HEOTHhEMJIIEMOM COCTABJISI-
fomel Kommno3uimonHoro Meroaa u llltpayca, u Manepa. KpaTkuii myTs OT MOHYMEHTAIBHOCTH K KAMEPHOCTH 3BYYaHHUS
HAIAAHO JeMOHCTpupyercs B counHeHuu «Sechs Orchesterlieder» op. 8 A. Illenbepra. PaccmarpuBasi ero B pakypce
IBYX Mmooenetll xanupa Orchestergesang, MPUCTAIbHOE BHUMAaHHUE aBTOP yAENSET MpoliieMe MepeoprueHTAIluN ¢ OJHON
Mmodenu Ha npyryro. BosneiictBue Illtpayca u Manepa Ha TBopueckue npuoputetsl [lleHOepra mposBisieTcs: He TOIBKO
B BBIOOpE MOATUYECKOTO TEKCTA, OPKECTPOBKE, pa3pabOTKe HHTOHAIIMOHHOTO MaTepHala, TeKCTO-MYy3bIKaJIbHOM CeMaHTH-
K€, HO M B Pa3HbIX BApPHAHTaX B3aUMOJICHCTBHS T0JI0Ca U OPKECTpa.

Knouesvie cnosa: myssika ABctpum u lepmanun, A. IlenGepr, I. Manep, P. Illtpayc, Orchestergesang,
Orchesterlied, opkecTpoBas necHs
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«SECHS ORCHESTERLIEDER» op. 8 A. SCHOENBERG
FROM THE PERSPECTIVE OF TWO MODELS
OF THE ORCHESTERGESANG GENRE

The vocal-symphonic genre of Orchestergesang of the fin de siécle era is unique as it reflects such polar qualities
as sound monumentality and chamberness. Taken as a basis, these qualities lay the foundation for two conceptually distinct
models of the genre — the Strauss model and the Mahler model. In the article, the author describes the parameters
characterizing these models (literary basis, orchestra, vocal part, voice and orchestra interaction, development of intonation
material), and presents them in a table. Textual musical semantics is also mentioned, which are not included in the table, but
are an integral part of the compositional method of both Strauss and Mahler. A short way from monumentality to chamber
sound is clearly demonstrated in the composition «Sechs Orchesterlieder» op. 8 by A. Schoenberg. Considering it from the
perspective of two models of the Orchestergesang genre, the author pays close attention to the problem of reorientation
from one model to another. The influence of Strauss and Mahler on Schonberg's creative priorities is manifested not only
in the selection of a poetic text, orchestration, development of intonational material, textual and musical semantics, but
also in different versions of interaction between the voice and the orchestra.

Key words: music of Austria and Germany, A. Schoenberg, G. Mahler, R. Strauss, Orchestergesang, Orchesterlied,
orchestral song
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CIHEIIU®UKA OPKECTPOBOM BBIPABUTEJIBHOCTHU B TPUIITUXE
b. 1. TUMIIEHKO 1O CKA3KAM K. 1. Y9YKOBCKOI'O

Crarhsl IOCBSIICHA U3YYCHHIO 0COOCHHOCTEH opkecTpoBoro cTuiisi bopuca MBanosuua Tumenko (1939-2010).
Crennuka OpKecTpOBOro MUChMa KOMITIO3UTOpA paccMaTpUBaeTCsl Ha mpuMepe TpunTrxa 1o ckaszkam K. WM. Yykosckoro.
B tpunTuxe, BrmodaromeMm onepy «Kpamenoe comriey», 6anet «Myxa-Ilokoryxa» u oneperty «Tapakanuiie» (1969),
OTpAXCHBI HACTPOCHUSA COBECTCKOI'O O6I.[IeCTBa B KpaTKOCpO‘IHBIﬁ TMEpUoa OTTEIICIIN, XapaKTepH?;yIOLHPIﬁCH OTKa30M OT
KECTKHUX UeOoNoTHYecKuX 1orM. B counnennsax b. Tumenko mo cka3zkam K. UyKoBCKOTO A1 My3bIKaJIbHOTO Te€aTpa MpH-
YyUIMBO B3aMMOJICHCTBYIOT CKa3049HO-THPHUCCKIE, TPOTECKHO-CaTHpHUECKHe 1 MU(OIIO3THIEeCKHe 00pa3bl. TBopueckas
CHUCTEMA KOMIIO3UTOPA BIIOJIHC TpaAUITUOHHA, B HEH HaIIU OTPAXKCHUEC PUTMO-UHTOHAIINHU U 3ByKOBOI>i KOJIOPUT PyCCKOT'O
thompkiopa. B TO ke Bpems B My3bike TpunTrxa b. THIIIEHKO MPOSBII ce0st KaK KOMITO3UTOP, CBOCOOPA3HO PACIINPHB-
IIMHA CTUIIMCTUYECKHE, )KaHPOBBIC, paMaTyprudecKie paMKH OIephl, OaneTa, onepeTTsl. BIpa3suTenbHOCTh OPKECTPO-
Boro ctuis b. TI/II_[IGHKO OCHOBaHa Ha TaKUX XYHOXKXCCTBCHHO-3CTCTUYCCKHUX IMPUHIUIIAX, KaK COIMPUYACTHOCTH K (I)OJ'[I)-
KJIIOpHOMY OOTarcTBY, OpraHuYHas epepadoTKa JOCTHKESHUI COBPEMEHHOW OPKECTPOBOW U MY3bIKaJIbHO-CIIEHUYECKOH
KyJasTypsl. OCOOCHHO SIPKO OpUTHHAJBHBIC MM KOMIIO3UTOpAa OBUIM TEpeJaHbl OPKECTPOBBIMHU CPEACTBAMH. ABTOPHI
CTaTbu IMPUIIIIN K BBIBOAY O (byHKLIHOHaJ'IBHOﬁ MHOTOIIZIAHOBOCTHU OpKCCTpOBOﬁ TKaHU, BBIABUIIN XapaKTCPHBIC YCPTHI
opkectpoBoro ctuiist b. Tuienko.

Kniouesvie crnosa: b. U. Tumenko, K. U. YUykoBckuii, onepa «Kpagenoe comniey, 6anet «Myxa-Ilokoryxay, omne-
perra «TapakaHuIIe», OpKeCTPOBBINA CTHITh
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Moscow State Institute of Culture (Khimki, Russia),

Associate Professor of the Orchestra Conducting Department

SPECIFICITY OF ORCHESTRAL EXPRESSIVENESS IN B. I. TISHCHENKO'S
TRIPTYCH BASED ON K. I. CHUKOVSKY'S FAIRY TALES

The article is devoted to the study of the features of the orchestral style of the composer Boris Ivanovich Tishchen-
ko (1930-2010). The specifics of the composer's orchestral writing is examined on the example of a triptych based on
fairy tales by K. I. Chukovsky. The triptych, including the opera «The Stolen Suny, the ballet «Mucha Tsokotuha» and the
operetta «Tarakanishche» (1969), reflects the thawing mood of the Soviet society, the ideas of turning to simple human
feelings in fiction, rejecting rigid ideological dogmas. In the works of B. Tishchenko based on the tales of K. Chukovsky
for musical theater, fairy-tale-lyrical, grotesque-satirical and mythopoetic images interact. The musical and linguistic
style of the composer is based on the continuation of the traditions of domestic and foreign music, a reflection of the
rhythm-intonations and sound color of Russian folklore. At the same time, in the music of the triptych B. Tishchenko
proved himself as an innovative composer, expanding the stylistic, genre, dramatic framework of opera, ballet, operetta.
The expressiveness of B. Tishchenko’s orchestral style is based on such artistic and aesthetic postulates as involvement in
folklore wealth, organic processing of the achievements of modern orchestra and musical stage culture. The composer's
especially innovative ideas were conveyed by orchestral means. The authors of the article come to the conclusion about
the functional diversity of the orchestral fabric, and reveal characteristic features of the orchestral style of B. Tishchenko.

Key words: B. 1. Tishchenko, K. I. Chukovsky, opera «The Stolen Sun», the ballet «Mucha Tsokotuhay, the operetta
«Tarakanishche», orchestral style
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CEMAHTHUKA KAHPA TAHI'O
B BAJIETAX /. I. IOCTAKOBHUYA

AKTyaJIbHOCTb MCCJICIOBAHMSI U €ro Hay4YHasi HOBU3HA OOYCIIOBJICHBI TE€M, YTO B HEM BIIEPBBIC J1a€TCsI CPABHUTEIb-
Hast xapaktepuctuka tanro J[. JI. [lloctakoBuua u3 G6aneroB «3o0m0Toi Bek» (cod. 22, 1929-1930) u «bonr» (cou. 27,
1930-1931).

Iomynsproe B 1930-¢ roas! Tanro B TBopuecTBe lllocTakoBHYa HE TOIBKO COOTBETCTBOBAJIO IyXY COBPEMEHHOCTH,
HO ¥ CITY’KMJIO CHMBOJIOM «TJIETBOPHOTO» Oyprkya3Horo mupa. Kpome Toro, TaHTo JaBajio BO3MOKHOCTB TIOKA3aTh MIPUCY-
IIYO 3TOMY )KaHpPy YyBCTBEHHOCTb B TUIIEPTPOPHUPOBAHHOM BHJIE, YTO COOTBETCTBOBAIO HOBATOPCKOMY METO/TY IPOTECKA.

Tanro llocrakoBuya — 3T0 KapuKaTypHasl 3apUCOBKA XOJOAHBIX pacueTnuBbIX JuBbl 1 @ammcra B «3010TOM
BEKE» WM MBSTHOTO PacIlyCTUBIIErocs nenonponsBoantens Kozenakosa B 6anete «bomry.

B coBpeMEHHBIX MOCTaHOBKAX CIOKETHI JaHHBIX COYMHEHHMH ObUTM TiepepaboTaHbl, YTO HAILUIO OTPAKCHHE U B
My3bIKe. B «3010TOM Beke» BMECTO IPEIKHETO TaHTO 3ByUUT «DPokcTpoT (611103)» n3 Croutsl aiis ka3-opkectpa Ne 1 [o-
ctakoBuya. B 0anere «boiaT» TaHTO COXpaHAETCs, HO MEHIETCS €ro JpaMaryprudeckas poib. OHO 3By4HT HE BO BTOPOCTE-
TIEHHOM DTIM30/Ie, KOT/Ia MbsIHbIN Ko3enkoB mpuctaet kK koMcomonke Onbre, a B OJHOM M3 KIIOUEBBIX MOMEHTOB Pa3BUTHSI
ciokeTa: JIeHbKe IPUXOIANUT B TOJIOBY MBICIb MOMJIOKHUTE B CTAHOK OOJT, YTOOBI yCTPOUTH aBapHIO.

OOBEKTOM JTAHHOTO UCCIICIOBAHUS SBJISIFOTCS JiBa TaHTO U3 OasneToB lloctakoBuyua «30m0Toii Bek» U «bonty, mpe-
METOM — O0COOCHHOCTH TPAKTOBKH JaHHOTO kaHpa. Llenb cTaThu — ONpeeInTh CEMaHTHKY KaHpa TaHro B 0aJeTHOM
TBOPYECTBE KOMITO3UTOPA.

T'unoresa nccnenoBanus: TaHro B 6ajgeTHoM TBopuecTBe IllocTakoBHYa CIyKUT BhIpa)keHHEM HETaTUBHBIX 0Opa-
30B.

Knouegvie crnosa: J1. 1. llloctakoBud, 6aneT, My3blka ObITa, TPOTECK, TAHTO
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SEMANTICS OF THE TANGO GENRE
IN D. D. SHOSTAKOVICH'S BALLETS

The relevance of the study and its scientific novelty are due to the fact that it for the first time gives a comparative
characteristic of D. D. Shostakovich's tango from the ballets «The Age of Gold» (op. 22, 1929-1930) and «The Bolt»
(op. 27, 1930-1931).

Popular in the 1930s tango in the works of Shostakovich not only corresponded to the spirit of modernity, but also
served as a symbol of «pestilent» bourgeois world. In addition, tango gave the opportunity to show the inherent sensuality
of this genre in an exaggerated form, which corresponded to the innovative method of grotesque. Shostakovich's tango
is a caricature sketch of cold calculating Diva and Fascist in «The Age of Gold» or drunken dissolute clerk Kozelkov in
the ballet «The Bolt». In modern productions, the plots of these compositions have been reworked, which is reflected in
the music. In «The Age of Gold» instead of the former tango the «Foxtrot (Blues)» from Suite for jazz orchestra No. 1 by
Shostakovich is used. In the ballet «The Bolt» the tango is preserved, but its dramatic role changes. It sounds not in a minor
episode, when drunken Kozelkov hits on a Komsomol Olga, but in one of the key moments of the plot: Lyon’ka comes up
with the idea to put a bolt in the machine to arrange an accident. The object of research are two tangos from Shostakovich's
ballets «The Age of Gold» and «The Bolt», the subject is the peculiarities of the interpretation of this genre. The purpose
of the article is to determine the semantics of the tango genre in the composer's ballet work.

The research hypothesis is the following: tango in Shostakovich's ballets serves as an expression of negative
images.

Key words: D. D. Shostakovich, ballet, life music, grotesque, tango



Ne 4 [54] 2019

DOI: 10.26086/NK.2019.54.4.007 YK 78.072.2

© Credanosuy JImutpuii Baagumuposuy, 2019
Poccuiickuii cocyoapcmeennbiii nedazocuueckuii ynugsepcumem um. A. U. I'epyena
(Canxm-Ilemepoype, Poccus), kanoudam uckyccmeogeoenus,
doyenm Kageopvl Xopo6o2o OUPUICUPOBAHUS
E-mail: stefanovitsch65@mail.ru

HEPKOBHOE IEHUE B bJIOKA/IHOE BPEMS. IEPCOHAJIUAN

CraTbs OCBeIIaeT MON0KEHNUE [IEPKOBHO-TIEBYECKOTO Jefla B TO/IbI JICHUHTpaICcKoil O10Kazsl. BriepBelie nmpeacTas-
JICHbl IMEHA IIEBUMX, PEICHTOB U LIEPKOBHBIX KOMIIO3UTOPOB, 0 CUX IIOP HEU3BECTHBIC AK€ KPYry CIELUaINCTOB. B
cTaThe JaHa KpaTKas CIpaBKa O COOBITHAX MPEANISCTBYIONMX Hadady Bemukoit OTeuecTBeHHOW BOWHBI, 0OpHCOBaHA
MOJIUTHKA TOCY/IapCTBA B OTHOIICHWHU IIEPKBH M PACKPBITHI TPYAHOCTH OTIpaBieHHUA KynasTa B JleHmHrpazme. B pabore
HCII0JIb30BaHbl KaK U3BECTHBIC, HO PA3pPO3HEHHBIE CBECHUS, TaK U MaTepuall 10 CUX I10P HE CTaBLIMH IPEIMETOM U3yue-
HUS, TIPEXKJIC BCETO BOCTIOMHHAHUS OYEBHU/IIIEB U IIOTOMKOB YYAaCTHUKOB OJI0Kaabl. BriepBble EepeUUCICHBI U Oy YHIN
KpaTKHE XapaKTEPUCTUKHU OCTAaBIIMECS B TOPOJE PETEHTHI U LIEPKOBHBIE KOMIIO3UTOPBI, AJI1 HEKOTOPBIX U3 HUX YKa3aHbI
J1aTbl KOHUMHBL. /{7151 OCTaNbHBIX, BBKUBILNX, IPUBEACHBI CBEACHUS O UX IIOCIEBOCHHON [EATENILHOCTU. BhIsBIEeHa Tec-
Hasl CBsI3b OOJIBLIMHCTBA KOMIIO3UTOPOB M PEr€HTOB C IIEPKOBHO-KOMITO3uTOpcKoi koo H. A. Pumckoro-Kopcakosa u
[IPU3HAHHOM LIKOJIOM PYyCCKUX LIEPKOBHBIX MY3bIKaHTOB, JOopeBoMoLnOHHOM [IpuaBopHoii IleBueckoil kanemioi. Bnep-
BbIC B KPYT M3yUCHHS ITOMATH UMEHA MY3BIKAaHTOB J0 CHX ITOp HEM3BECTHbIC. B 3aKIi04nTENbHOM YacT paboThl OMHCAH
xomnozutop M. M. ITonos-I1naroHoOB, UM KOTOPOTO 3aMaJuMBaIOCh JIOJIO€ BPEMS B CBA3M C TPArM4ECKUMH U HE 110
KOHIIA BBISICHEHHBIMU OOCTOSITEIHCTBAMH €TI0 THOCIH.

Kniouesvie cnosa: 11epkoBHOE TIEHUE, PETCHT, KOMIIO3UTOP, OI0Ka1a, KOMITIO3UTOPCKAs IIKOIA
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CHURCH SINGING IN BLOCKADE TIME. PERSONALITIES

The article highlights the situation of church singing during the Leningrad Blockade. For the first time the names of
singers, regents and church composers are presented, still unknown even to a circle of specialists. The article provides a brief
account of the events preceding the start of the Great Patriotic War, outlines the state’s policy regarding the church and reveals the
difficulties of worship in Leningrad. The work uses both well-known but scattered information, and the material that has not yet
been studied, primarily the recollections of eyewitnesses and descendants of the blockade. The regents and church composers re-
maining in the city are listed for the first time and receive brief characteristics. For some of them, the dates of death are indicated.
For the rest, survivors, information is given about their post-war activities. There has also been revealed the close connection
of the majority of composers and regents with the church-composer school of N. A. Rimsky-Korsakov and a recognized
school of Russian church musicians, the pre-revolutionary Court Singer Chapel. For the first time, the names of musicians still
unknown are included in the study circle. The final part of the work describes the composer M. M. Popov-Platonov, whose
name was hushed up for a long time due to the tragic and incompletely clarified circumstances of his death.

Key words: Church singing, regent, composer, Blockade, school of composition
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OCOBEHHOCTHU ®OHHMKMH B TEKCTAX CMEXOBbBIX ’KAHPOB
PYCCKOTI'O HECEHHOI'O ®OJIBKJIOPA

B nanHO# cTarbe pedb uieT o cnenu(uueckoM sSBIeHNH (POHETHKH, BBIPAKCHHOM B IIPHMEHEHNH 3BYKOBBIX 3((eKToB B
BepOATBHBIX TEKCTaX CMEXOBBIX IIECEH, SIBIISFOLIMXCS OTPOMHBIM TIIACTOM PYCCKOTO TPAJNIHOHHOTO (oONbKIOpa. BeisBisiercs
Ppsia OHMUIECKHX MIPHEMOB, COOTBETCTBYIOIINX OOPA3HOCTH M SI3BIKY CMEXOBBIX aHPOB. PaccmarpuBaeTcst (hyHKIMS TIACHBIX U
COIVIACHBIX 3BYKOB, BBITTOHSIOIINX OT/IEIBHO M B COYETAHHAX POJIb CIICHU(PUIECKIX TEMOPOB B CO3AHUH MIPOBBIX SI3BIKOBBIX
3 hekToB, 0cOOBIX (POHEM OPHAMEHTAIILHOTO TUIIA HETIOCPEACTBEHHO BHYTPH JIEKCEM, 3BYKOBOM MHCTPYMEHTOBKH M (pOHMYE-
CKOH «ITapTHTYpbI», y9aCTBYIOIIHX B IpHeMax aHa(opbl, aJUTUTEPaL{H, ACCOHAHCA, IOTYEPKUBAIOIINX CMEXOBBIE XYI0)KECTBEH-
HBIE IPHEMBI TUIIEPOOIBI M OKCIOMOpPOHA. [ T1acHbIe 1 coracHble POHEMBI ITPe/ICTaBICHbI B IPeoOIalaHuH 1 B OajiaHce Kak cpe/-
CTBA (DOHMKH SI3BIKA, IPHUMEHSIOIINECS HAPOIAHBIMH ITO3TAMH [Tl yCHIICHUSI IIEpeiadll CMEXOBBIX CEO)KETOB M OT/IEIBHBIX KapTHH
B HUX. B pabote roBoputcst 00 00nmx (opmyrax s3b1ka CMEXOBBIX IIECEH, PA3ITMYHBIX 110 YKaHPaM 1 BPEMEHH IPOHCXOKICHHSL.
B wactHOCTH 3aTparnBaroTCs TAaBTOJIOIMYECKHE TIOBTOPBI. YENseTCsl BHUMaHHE 0COOCHHOCTSIM (DOHHMKH OT/IEIBHBIX JTHAJICKT-
HBIX ()OPM SI3BIKA, BBIIIEJICHHIO HEKOTOPBIX IIACHBIX M COIIACHBIX 3BYKOB, COCTABIISIIOIINX 0COOCHHOCTH MECTHOTO TOBOPA, COYe-
TaHWIO (POHUUECKHX IEMEHTOB UAJIEKTHOTO CTPOSI PEUH, CO3/IAIOIINX CBOCOOPA3HbIN aKKOMITAHEMEHT MEJIOINIECKOH JIMHIN
nieceH. Onpernensiercs, 4To (POHNIECKAs! UTPa, NHCTPYMEHTOBKA, aKKOMIIAHEMEHT MEJIOJIUIECKOM JIMHUN — OCHOBHBIE (DYHKIIWH,
KOTOpBIE BBIIOJHSIOT cHelM(uyuecky c(hOpMHUPOBAHHBIE M PACTIONIO’KEHHBIE B TEKCTaX MeceH (oHeMbl. POHMKa 0003HAYaeTCs
Kak 0COOBIH Xy/IOXKECTBEHHBII (haKTOp, CIOCOOCTBYIONINI YCHUIICHHIO CMEXOBBIX CBOWCTB IIOITHYECKOH CTOPOHBI IIECEH.

Kniouesvie cnosa: GpombKiiop, CMEXOBBIE KAaHPBI, BOKAJIN3M, KOHCOHAHTH3M, (DOHUUECKast MApTUTYpa
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PARTICULAR QUALITIES OF PHONICS IN HUMOR GENRE TEXTS
OF RUSSIAN SONG FOLKLORE

This article is about a specific phenomenon of phonetics expressed in the application of sound effects in verbal texts of
laughter songs, which are a huge layer of Russian traditional folklore. It reveals the number of phonic techniques that correspond to
the imagery and language of laughter genres. We consider the function of vowels and consonants, which separately and in combi-
nation play the role of specific tones in creating game language effects, special phonemes of ornamental type directly inside tokens,
sound instrumentation and phonic «score» involved in anaphora, alliteration, and assonance techniques that emphasize laughable
artistic techniques of hyperbole and oxymoron. Vowels and consonant phonemes are represented in predominance and balance as
means of phonics of the language used by folk poets to enhance the transmission of laughter stories and individual paintings in them.
The work touches upon the general formulas for the language of laughter songs, different in genres and time of origin. In particular,
tautological repetitions are affected. Attention is paid to the phonics of individual dialectal forms of the language, the allocation of
some vowels and consonants that make up a local dialect, a combination of phonic elements of the dialect structure of speech, cre-
ating a kind of accompaniment to the melodic line of songs. It is determined that the phonics, instrumentation, and accompaniment
of the melodic line are the main functions performed by phonemes that are specifically formed and located in the lyrics. Phonics is
designated as a special artistic factor, contributing to the strengthening of laughter properties of the poetic side of songs.

Key words: folklore, humor genres, vocalism, consonantism, phonic score



ITPOBJIEMBI NEJATOTUKU U METOJOUKU
MV 3bIKAJIBHOI'O OBPA3OBAHNA

DOI: 10.26086/NK.2019.54.4.009 VK 78; 781; 316.422.44

© 3aoynuonute Ayipa Kpucruna Uocudosna, 2019
Canxm-Ilemepoypecxuil eocyoapcmeennwiil yhusepcumem (Canxkm-Ilemepoype, Poccus),
00KMOp Purocohckux Hayx, doyeHm Gaxyrbmema c60O0OHBIX UCKYCCNE U HAVK,
Poccuiickuii cocyoapcmeennwiii nedazocuueckuil ynugepcumem um. A. U. I'epyena
(Canxm-Ilemepoype, Poccust), npogheccop uncmumyma my3vlku, meampa u xopeoepaghuu
E-mail: k.zabulionite@holism-culture.org; zkristi@mail.ru

CMAPT-TEXHOJOT'MU KAK UHHOBAIIMOHHBIN MPOEKT B OBYUEHUHU
KUTAMCKHUX ACIIMPAHTOB 110 CIIEIIUAJIBHOCTH «MY3bIKOBEJIEHUE»:
BAPBEPBI U BO3MOXKHOCTH'

B crarbe 00CcyXaatoTcst TpyTHOCTH B 00pa30BaHUN KMTAHCKHUX acITUPAHTOB (S3BIKOBOM Oapbep, pasinyus My3bIKO-
Beueckoro obpasoBanus B Kurae n Poccnn u KynbTypHO-IMBIIM3alMOHHBIE Oapbepbl), KOTOPHIE 3aMETHO YCIIOKHSIOT
Iporeccs 00y4eHHs B aCIMPAaHType ¥ MOATOTOBKY AWCCEpTaid. BeIBUraercst naest o ToM, 4To MPUMEHEHNE CMapT-TeX-
HOJIOTHI MOXET 0Ka3aThbecsl 3PEKTUBHBIM 1 ONITUMHU3HUPOBATH IpoIiece 00ydeHHs M HCCIIeIOBATEIbCKYI0 padoTy. Konmen-
I1sl ”THHOBAIIIOHHOTO MTPOEKTA CMapT-AUCHUIIMHAPHOCTH MY3bIKOBEICHHSI, KAK HEKOTO MHTEIJICKTYaIbHOTO HAaBUTaTopa
B nipoeccun, 0OCyRIaeTcs B IBYX acleKTax: B COAEPKaTeIbHON (My3bIKOBEAUECKON) HAIIOTHEHHOCTH U B aCHEKTE TeX-
HUYECKOW peann3anui. Bo3sMOXHOCTH NPUMEHEHUsI CMapT-TEXHOJIOTUH CBSA3BIBAIOTCS C MPOEKTHPOBAHUEM LIEJIOCTHOM
Tororpaun JUCHUIIIMHAPHOCTH MY3BIKOBEIICHHUS, BKIIIOYAIOIICH HCTOPHUIO MY3BIKH, TEOPHIO M KPUTHKY, & TAKIKE MEXK-
JICLUIIIIMHAPHBIC CBS3U MY3BIKOBEICHHUS CO CMEXHBIMHU oOacTssMu 3HaHUs ((pritocodueil HayKu U METO0JIOTHEN TyMa-
HUTApHOTO 3HAHUS, UCTOPHEH, SCTETHKOH, COLMOJIOTHEH, ICUXOJIOTHell TBopuecTBa 1 BoctipusiThs). O0Cykaast TeXHUIe-
CKHE BO3MOXKHOCTH PEAJIM3AIMN TAKOTO THIIEP-IPOEKTa, MPEINONIAraeTcs, YTo IMPOILyKTUBHBIM MOXKET OKa3aThCs OITBIT
MIPUMCEHEHHNSI CMAPT-TEXHOJIOTHH, OIyUYCHHBIN B APYTUX 0OJIACTAX KyJIBTYPBI M UCKycCTBa (My3esiX, KHHO, TeaTpallbHbIX
MIPE/ICTABICHUX). BBISABISIST BOBMOKHOCTH MH(MOPMAIMOHHBIX TEXHOJIOTHH B MY3BIKOBEIICHUH, OTMEUAIOTCSl TaKKe MX
TPAHMIIB], KOTOPHIE CBS3BIBAIOTCSI C HEBO3MOKHOCTBIO ITOPUTMHU3AINN HCCIIEOBATENBCKOIO U TBOPUECKOTO Tpolecca
B 1I€JI0OM, a TaK)Ke ¢ HEYCTPAHUMOCTBIO Te/Iarora 13 rmpoiecca OCBOSCHHs MPOpEeCcCchu.

Kniouegvie cnosa: CMapT-IUCIUIITMHAPHOCTD MY3BIKOBEJICHNS, alTOPUTMH3ALIMSI B My3bIKOBEICHUHN, KOMIIapaTH-
BHCTHKA B My3bIKOBeIeHIH, CMapT-TEXHOJIOTHH B 00pa30BaHUM U POJIb TI€1arora, 00pa3oBaHUe KUTANCKUX aCTIMPaHTOB
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SMART-TECHNOLOGIES AS AN INNOVATIVE PROJECT IN THE TRAINING
OF CHINESE POSTGRADUATE STUDENTS IN MUSICOLOGY:
CHALLENGES AND OPPORTUNITIES

The paper deals with the difficulties in the education of Chinese post-graduate students (language barrier, differenc-
es in musicology education in China and Russia and cultural and civilizational factors), which significantly complicate the
process of post-graduate studies and preparation of dissertations. It is suggested that the use of SMART-technologies can
effectively contribute to the learning process and research work. The concept of the innovative project of SMART-disci-
plinarity in musicology as an intellectual navigator in the profession is reviewed in two aspects: in terms of content (mu-
sicology) and technical implementation. The possibilities of applying SMART-technologies are associated with the design
of a complete topography of musicology discipline, including the history of music, theory and criticism, as well as inter-
disciplinary links of musicology with related fields of knowledge (philosophy of science and methodology of humanitarian

' Crarbsi BbINoJHeHa NpH QuHAHCOBOIT nopep:kke POD®U, rpant Ne 18-013-00192.
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knowledge, history, aesthetics, sociology, psychology of creativity and perception). Discussing the technical feasibility
of such a large-scale project, it is assumed that the experience of applying SMART-technologies in other areas of culture
and art (museums, cinemas, theatrical performances) may be productive. Exploring the possibilities of information tech-
nologies in musicology, we also identified their limits associated with the impossibility of algorithmization of the research
and creative process as a whole, as well as the inseparability of the educator from the process of mastering the profession.
Key words: SMART-disciplinarity of musicology, algorithmization in musicology, comparative musicology,
SMART-technologies in education and the role of the educator, education of Chinese postgraduate students
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OCOBEHHOCTH CTHISI KAMEPHO-UHCTPYMEHTAJIbHBIX COUMHEHUI
'O BOHBIBUHA «MY3bIKA "BA" JISA BUOJTOHYEJIN U ®OPTEIITUAHO»
N CTPYHHOI'O KBAPTETA «BAJIVIAJIA O PEKE SAHI3bI»

B crarbe pacCMOTPEHBI CTUIIEBBIE YEPTHI ABYX PAHHUX KAMEPHO-UHCTPYMEHTAJIbHBIX COUMHEHUM BBIAAIOILIEIOC
KHUTaHCKOTO KOMITO3UuTOpa coBpeMenHocTr [0 Banbizuna (poa. 1956). O6a omyca — «Mys3bika "ba" mjst BUOTOHUEH U
(dhoprenuano» u CTPYHHBIN KBapTeT «bamiana o peke SHI3by — O0buH co3aanbl 10 1985 roga. B Kurtae «My3bika "ba"»
ynoctomnachk Tperbet nmpemun [V HanmonanbHOro KoHKypca kamepHoil My3biku B 1985 rony, «bamnana o pexe SHii-
3b» — BTopoii mpemMuu. CounHeHns Mopa3uiy clrymarenei MOTOKOM HEOXKUJaHHBIX 3By4aHUil, B KOTOPBIX CIIPECCOBAHBI
JIPEBHUM yX U OCTPOTA COBPEMEHHOCTH, Y3HABAEMbI MU 3al1aJHOTO MYy3bIKaJILHOI'O aBaHrap/Ja 1 3ByKOBOM YHUBEPCYM
azuarckoro Bocroka. Bmecte ¢ TeM Ipu TakOM OPUTMHAIbHOM COYETAHUU CTHIIEBBIX 3JIEMEHTOB BIIEYATIISIET LIEJIbHOCTh
U sICHasl BEIBEPEHHOCTh My3bIkU [0 Banbusuna. HeopanHapHbIi mMoaxo KOMIO3UTOpPa K TEMOPOBBIM MOJIENISIM KJIACCH-
YECKUX MHCTPYMEHTAJIbHBIX KAHPOB TPAKTYETCsl KaK «IIEPEMHTOHUPOBAHUE) 3BYyYaHUS! UHCTPYMEHTOB «HA KUTAMCKUI
Ja/y. DTO NPOSIBISIETCS B 0CO00 JISIMKATHOM BOCIIPOM3BEACHUH B €BPONEHCKUX JKaHPaxX KUTAHCKONH My3bIKJIbHOM apTH-
KYJISILIUY, YKPALLIEHUH MEJIOIMU ayTEeHTUYHON BOCTOYHON MEIM3MaTUKOW, 3BYKOBBICOTHOM M JMHAMUYECKOMN MyJbCcaluu
«UIMHHBIX HOT». O003HaYeHHbIE 0COOEHHOCTH MO3BOJISIIOT TOBOPUTH 00 OPraHUYHOM COEIMHEHHH BOCTOYHBIX M 3ariaji-
HBIX TPAJULUI B KAMEPHO-UHCTPYMEHTaIbHOU My3bIke [0 BaHbl3uHAa.

Kniouegvie cnosa: 1o BoHBI3UH, KAMEPHO-UHCTPYMEHTAILHBIE JKAHPBI, CTPYHHBIN KBapTET, CTepeOpOHMsI, ayTeH-
TUYHOE UHTOHUPOBAHUE
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FEATURES OF THE STYLE OF CHAMBER-INSTRUMENTAL PIECE OF MUSIC
OF GUO WENJING «MUSIC "BA" FOR CELLO AND PIANO»
AND STRING QUARTET «THE BALLAD OF THE YANGTZE RIVER»

The article deals with the stylistic features of two early chamber-instrumental pieces of music of the outstanding
Chinese composer Guo Wenjing (born in 1956). Both the opuses — «Music "Ba" for cello and piano and the string quar-
tet» and «The ballad of the Yangtze river» — were created before 1985. In China, «Music "Ba"» won the Third prize of
the IV national chamber music competition in 1985, «The ballad of the Yangtze river» — the Second prize. The pieces of
music struck the audience with a stream of unexpected sounds, in which the ancient spirit and sharpness of modernity, the
recognizable world of the Western musical avant-garde and the sound universe of the Asian East are compressed. At the
same time, with such an original combination of stylistic elements, the integrity and clear precision of Guo Wenjing's mu-
sic is impressive. The composer's extraordinary approach to timbre models of classical instrumental genres is interpreted
as «reintoning» the sound of instruments «in the Chinese way». This is reflected in a particularly delicate reproduction in
European genres of Chinese musical articulation, decoration of the melody with authentic Oriental melismatics, pitch and
dynamic pulsation of «long notes». These features allow us to speak about the organic connection of Eastern and Western
traditions in the chamber and instrumental music of Guo Wenjing.

Key words: Guo Wenjing, chamber and instrumental genres, string Quartet, stereophony, authentic intonation
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OBPA3 KUTASA B KYJIBTYPE EBPOIIbBI
N ®OPMBbBI ET'O MY3BIKAJIBHOI'O BOIVIOINEHUSA (10 XX BEKA)

B crarbe paccmarpuBaeTcst 3BOIIONMS BOILIOMEHHsT 00pa3a Kuras B eBporeiickoil my3bike 10 XX Beka. Ha mpo-
TSOKEHUM MHOTOBEKOBOW MCTOPHU OHO IMOJTyYWIIO CYIIeCTBEHHOE pa3BuTHe. CHadana, MIPOHUKAs B My3bIKY U3 CMEXHBIX
SIBICHUI MCKYCCTBA, OHO TPOSIBIISUIOCH B TMIPOrPaMMHOCTH WHCTPYMEHTAJIBHBIX COUMHEHHH, BEIOOPE TEKCTOB KMTAHCKNX
TIO9TOB JJISl BOKAJIBHBIX TIPON3BE/ICHNH, 9K30THIECKOM CIIEHHYECKOM O(POPMIICHHH OTep 1 0asieToB. B My3bIKaIbHOM SI3bI-
K€ 3TO OTPAa3WIOCh B MCIOJIb30BAHUN XaPaKTEPHBIX MHCTPYMEHTAIBHBIX TEMOPOB, aJlaNnTalii HEOOBIYHBIX MEJIOHYC-
CKHX, JIaJIOBBIX, TAPMOHUUYECKUX U (PaKTypPHBIX PEIICHUI.

[TokazaHo, 4TO JAHHBIN MpOIIECC HE 3aTparuBaj NIyOMHHOTO MHPOBO33PEHUYECKOTO CIIOS, U, COOTBETCTBEHHO, HE
BJIMSUT HA KOMIIO3UIIMOHHBIE OCHOBBI Npon3BeieHNH. EnnncrBenHoe nckmouenne — «Kuraiickuii ponzgensy Jledrocen,
B KOTOPOM BBEIEHHE YK30THYECKUX HJIEMEHTOB MOAKPEIUIIIOCH 0COOCHHOCTSAMH WHIUBH/IyJILHOTO CTHIISI KOMITO3UTOPA.

OcHoBbIBasich Ha KOHIETUsIX Mocko KapHepa (0 THIIOIOrHy 0CBOEHUSI «UYKOTO CIOBa» €BPONECHCKON MY3bIKON)
n Dnunbl [eprureiin (0 Tpex crocobax B3auMOJICHCTBHS «CBOETO» U «UY)KOT0») aBTOP MPUXOAUT K CIIETYIOIINM BBIBO-
JlaM: eBpPOMEHCKOe BOCTIPUSATHE MY3bIKaIbHON KyabTypbl Kutas 10 XX Beka 3BOIIOIIMOHUPOBAJIO OT ITOMBITOK 00paboTKN
KHTalCKNX MEJOINHA CpPeJCTBAaMU €BPOIEHCKON My3BbIKIIBHON CHCTEMBI (yCIOBHAs CTHIIM3AINNs), Yepe3 3aMMCTBOBAHHE
9JIEMEHTOB XYJOKECTBEHHOTO SI3bIKa (IK30TH3M), @ 3aTE€M M EBPOIOLEHTPHU3M KOJIOHHAIBHOTO MEPHO/a, K ero Mpeoio-
JICHHIO U MOMBITKAM IMOUCKA MEKKYIBTYPHBIX YHHBEPCAIUM. DTOT BEKTOpP HANISHO MPOCIIEKHUBAETCS, B TOM YHCIE, U B
KaMEpHO-BOKAJIBHOM MY3BbIKE.

Kniouesvie cnosa: koHTakTHl Mexay BoctoxoMm m 3amazoM, muHya3pu, oopa3 Kuras B eBporeiickoil Kynbsrype,
CTHIIU3ALHS], DK30TU3M
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Glinka Nizhny Novgorod State Conservatoire (Nizhny Novgorod, Russia),
PhD in Arts History, Associate Professor of the Department of Music Theory

© Shen Hongbo, 2019
Glinka Nizhny Novgorod State Conservatoire (Nizhny Novgorod, Russia),
Postgraduate Student of the Department of Music Theory

THE IMAGE OF CHINA IN THE CULTURE OF EUROPE
AND THE FORMS OF ITS MUSICAL EMBODIMENT
(UNTIL THE 20th CENTURY)

The article discusses the evolution of the embodiment of the image of China in European music until the
XX century. Throughout the centuries-old history, it has received significant development. At first, penetrating into music
from the related phenomena of art, it revealed itself in the program of instrumental pieces, the choice of texts by Chinese
poets for vocal works, the exotic stage design of operas and ballets. In the musical language, this is reflected in the use of
characteristic instrumental timbres, adaptation of unusual melodic, fret, harmonic and textural solutions. It is shown that
this process did not affect the deep ideological layer, and, accordingly, did not affect the compositional basis of works.
The only exception is Debussy's «Chinese Rondel», in which the introduction of exotic elements was supported by the
peculiarities of the composer's individual style. Based on the concepts of Mosko Karner (on the typology of mastering
«another's word» by European music) and Elina Gerstein (on the three ways of interaction between «one's own» and «an-
other's»), the author comes to the following conclusions: the European perception of the musical culture of China until the
XX century evolved from attempts to process Chinese melodies by means of the European musical system (conditional
stylization), through borrowing elements of artistic language (exoticism), and then the Eurocentrism of the colonial pe-
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riod, to its overcoming and attempts to search for intercultural universals. This vector is clearly seen, including chamber
and vocal music.

Key words: contacts between East and West, chinoiserie, the image of China in European culture, stylization,
exoticism
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A3BIYKOBBIE HHCTPYMEHTDI IPEBHEI'O KUTASA
B KOHTEKCTE PA3BUTUA
BAAHHOI'O U AKKOPIEOHHOI'O HCKYCCTBA KHP

CraThs TOCBAIICHA BXXHOH IpobieMe pa3BUTHA OaSHHOTO U aKKOPICOHHOTO HCKyccTBAa KHTas B acTiekTe BIHSHUS
Ha HETO HAIlMOHAJIHHOTO MHCTpyMEHTapus. [loHMMaHue 3TOW TEMBI HEpa3phIBHO CBA3aHO C OCOOCHHOCTSAMH HCIIOIHH-
TEJIBCKOTO NCKYCCTBA Ha KUTAMCKUX S3BIYKOBBIX WHCTPYMEHTAX — III9H, JIYIIEH, I0i — U UX uctopueit passutus. >,
JYIIeH W 10il B OCHOBHOM HCIIOJIE30BAJINCH B MPHUKIATHON My3bIKe — HAPOAHBIX TECHAX, TAHIAX, 00paboTKax ImeceH-
HO-TaHIIEBAJIbHBIX MEJOANH — W aKTUBHO BIIMSUIN Ha €€ )KaHPOBBIE TPAIUINH U ciennpuky. Hekotopsie ee ocobeHHOCTH
paccMaTpUBArOTCS aBTOPOM Ha MPHMEpe HapOTHON MY3bIKH I dHA — «CuacTiauBbIil npa3nHuk COHTKpam.

AHaIH3UPYSI HBOJIONUIO M CHEIN(PUKY HAIIMOHAIBHBIX HHCTPYMEHTOB KuTast, aBTOp CTaTbU ONpenesieT UX BIIH-
sSHAE Ha OasHHOE M aKKOPICOHHOE MCIIOTHUTEIHCTBO, BO3HHKINEe B Knutae B Hawanme XX Beka. B wactHocTH, 00HApY-
KUBACTCS CBSI3b MPUMEHEHHUS APEBHUX KUTAHCKUX HHCTPYMEHTOB U POJICTBEHHBIX UM €BPONEHCKUX: penepTyap OasgHa
1 aKKOPJICOHA TAK)Ke COCTABIAIOT 00paOOTKH HAPOIHBIX TIECEH, B KOTOPHIX OHH MCIIOHSAIOT POJIh aKKOMITAHUPYIOIITIX
HHCTpYMEHTOB. OpraHndHOe BHEAPEHHUE EBPOICHCKUX WHCTPYMEHTOB B KHUTAHCKYIO MY3BIKATBHYIO KYIBTYpY CBS3a-
HO C WX CIIOCOOHOCTBIO OTPaKaTh XapaKTEPHBIC HAI[MOHATIBHBIE 00pasbl, C OMM30CTHIO 3BYYaHUS JPEBHUM HAPOTHBIM
WHCTPYMEHTaM, POJCTBOM HX MPHUEMOB HTPHI. DTUM 00YCIABINBACTCS MX MOMYISIPHOCTH B COBPEMEHHOM KHTaHCKOM
HCIIOJIHUTENIBCTBE U MOCTENEHHBIA KAYECTBEHHBI POCT XYI0KECTBEHHOI'O MAacTEpCTBA KUTAWCKON MCIOJHUTEIbCKON
IIKOJIBI.

Knioueswie cnosa: 6assHHOE M aKKOpJCOHHOE NCKycCcTBO KuTas, apeBHUE KUTalCKHe WHCTPYMEHTHI, III3H, JTyIIIEH,

)10)7%

© Zhao Ming, 2019
Glinka Nizhny Novgorod State Conservatoire (Nizhny Novgorod, Russia),
Postgraduate Student of Music History Department

REED INSTRUMENTS OF ANCIENT CHINA
IN THE CONTEXT OF DEVELOPMENT
OF CHINESE BAYAN AND ACCORDION ART

The article is devoted to the important problem of the development of bayan and accordion art in China in terms
of the influence of national instruments on it. Understanding this topic is inextricably linked with the characteristics of
performing on Chinese reed instruments — sheng, lushen, yu — and their development history. Sheng, lusheng and yui
were mainly used in applied music — folk songs, dances, and processing of song-dance melodies — and actively influ-
enced its genre traditions and specifics. Some of its features are considered by the author on the example of folk music for
shen — «Happy Songkran festivaly.

Analyzing the evolution and specificity of the national instruments of China, the author of the article determines
their influence on the bayan and accordion performance that arose in China at the beginning of the 20th century. In partic-
ular, a connection is found between the use of ancient Chinese instruments and European ones related to them: the reper-
toire of the bayan and accordion also comprise the processing of folk songs in which they play the role of accompaniment
instruments. The organic introduction of European instruments into Chinese musical culture is related to their ability to
reflect characteristic national images, to the proximity of sound to ancient folk instruments, to the kinship of their playing
techniques. This determines their popularity in modern Chinese performance and the gradual qualitative growth of the art
mastery of the Chinese performing school.

Key words: China's bayan and accordion art, ancient Chinese instruments, sheng, lusheng, yu
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CTAHOBJIEHUE U PASBBUTUE ’KAHPA KAHTATBI
B MY3bIKAJIBHOM KYJIBTYPE KUTAS

[TosiBnenuto xaupa kantaTsl B Kurae B 1939 rogy npenmecTBoBai IIUTEIBHBINA TEPHO CTAHOBICHUS XOPOBOH
KyJIBTYpBI ¢ Hadyaja XX Beka. B crarbe paccmarpuBaeTcs 4 3Tana CTaHOBJICHHSI 3TOTO )KaHpa B KUTalCKoM nipodeccu-
oHanmbHOW My3bIke. IlepBbiM aTanom (XVI-XIX Beka) ctano mosBieHHE U pacmpocTpaHeHue B Kutae eBpomeiickoit
XOPOBOil My3BIKH. 3HAKOMCTBO KHUTAHIIEB C XOPOBBIM MHOTOTOJIOCHEM HAYWHAJIOCh C TyXOBHON MY3BIKH, 3By4YaBIINX B
[IEPKOBHBIX NMPUXO0aX, OCHOBAHHBIX XPUCTHAHCKIMH MUCCHOHEpaMu. BTopoii atan (koner XIX B. — 1919) mporen mox
3HAKOM JIBHKEHHS «IleCHM HOBBIX y4eOHBIX 3aBe/IeHUI», HAMPABICHHOTO HA MOIMYISPH3AIUIO €BPONCHCKON MY3BIKH
yepes MEeHHE B IIKONaX.

B rozpt 60pr0ObI ¢ AMOHCKON arpeccueit u Mmocieayronero MUupHoro crpoutenseTBa (1919—1927) kanrara crana
BEYIIUM KPYITHBIM XOPOBBIM JKaHPOM.

B roas! KynbTypHOH peBOIOIIH pa3BUTHE KAaHTATHI, KaK U BCEH XOPOBOH MYy3BIKH, pE3KO 3aTOpMO3uiIock. [lossie-
HHUE B 3TOT MEPUOJ] OTJCIBHBIX HOBATOPCKHUX MPOU3BEICHUN — SBJICHUE TIO3UTHUBHOE, HO BCE K€ UCKIIOYUTEIIBHOE.

Bropas monosuna 1970-x n 1980-e roas! cTaian BpeMEHEM BOCCTAHOBIICHHS KAHTAaTOW yTPAYCHHBIX Xy0KECTBEH-
HbIX To3unil. Haunnas ¢ 1990-x rofioB 1 1o HacTosiiee Bpemsi, HCCIeayeMbli KaHp MEePeKnBaeT BTOPOH B CBOEH UCTO-
PHH TIEPHO MHTCHCUBHOTO PAa3BUTHSA, aKTHBHO B3aWMOICHUCTBYS Kak ¢ CUM(POHUYECKON MYy3BIKOH, TaK U C APYTUMH XO-
POBBIMH >KaHPaMH.

Kniouesvie cnosa: xanp kantatsl B Kurae, ucropus pa3Butus kantarsl B Kurae, kuraiickue KoMrno3uTopsl, TSHb
Xanb, Cs0 FOmoii, Wxao KOanexons, Hun Wky n Xyan 1361

© Li Yuehe, 2019
Glinka Nizhny Novgorod State Conservatoire (Nizhny Novgorod, Russia),
Postgraduate Student of the Department of Music Theory

THE FORMATION AND DEVELOPMENT OF THE CANTATA GENRE
IN THE MUSICAL CULTURE OF CHINA

The emergence of the cantata genre in China in 1939 was preceded by a long period of formation of choral culture
from the beginning of the 20th century. The article discusses the 4 stages of formation of this genre in Chinese professional
music. The first stage (16—19 century) was the emergence and distribution of European choral music in China.

Acquaintance of the Chinese with choral polyphony began with sacred music, which sounded in church parishes
founded by Christian missionaries. The second stage (end of the 19th century — 1919) was marked by the movement
«Songs of New Educational Institutions», aimed at popularizing European music through singing in schools. During the
years of the struggle against Japanese aggression and the subsequent peaceful construction (1919-1927), the cantata be-
came the leading major choral genre.

During the years of the Cultural Revolution, the development of the cantata, like all choral music, was sharply
inhibited. The appearance of individual innovative works during this period is a positive phenomenon, but still an excep-
tional one.

The second half of the 1970s and 1980s was a time of restoration of the lost artistic positions of the cantata. From
the 1990s to the present, the studied genre is experiencing the second period of intensive development in its history, ac-
tively interacting with both symphonic music and other choral genres.

Key words: the genre of cantatas in China, the history of the development of cantatas in China, Chinese composers,
Tian Han, Xiao Yumei, Zhao Yuanzhen, Qing Zhu and Huang Zi
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KHUTAU3ALIUS 3ATIATHOM ®JIEATHI:
U3 UICTOPUU DPJIIEUTOBOI'O UCKYCCTBA KUTAS

B cTathe paccMoTpeHbl 0COOEHHOCTH 0cBOCHUS (prelThI 3amanoro oopasna B Kurae. [IpogomkutensHoe BpeMs
3amajgHas ¢uelta BOCIPUHUMAIACh KUTAHIIaMH KaK K30THMYECKHA MHCTPYMEHT, HUYETO O0IINero He MMEBIIHWK C Ha-
[UOHAIBHBIMU (QIIeHTaMu 1 WK Cs10, KpoMe (hopMasibHON MPUHAIICKHOCTH K OJHOMY cemeicTBy. OJTHaKo Ha BOJIHE
BECTepHU3AIMHK 3amnajaHas GeiiTa oCBaMBaeTCs KaK DIEMEHT 3ala[HOOPUEHTHPOBAHHBIX YYEOHBIX MPOrpaMM, 3aTeM K
Hel 00palmarTcsl MOJIoIbIe KOMITO3UTOPHEl KHTas, KOTOphle OTKPHIBAIOT B HEHl BOSMOXKHOCTH TPAHCJIALINN KUTAHCKON
creruUKy B MPOCTPAHCTBO MUPOBON KynbTyphl. OcBOEHHUE 3amagHoN (IeHTH BRIVISANT Kak ¢¢ HAIlMOHAIU3aIlHs, B
mpolecce KOTOPOi 3aMEeTHBI JABa MyTH: COSAMHEHHE JaI0BOH CrIen(UKH C AIEMEHTAaMH 3alaJHOEBPOIEHCKOTO MY3bI-
KaJIbHOTO fA3BIKa U COBMEIIIEHUE apCeHasa 3ama Hoi TeXHUKU C TPAIUIIHOHHBIME CTIOCO0aMU 3BYKOU3BIICUCHUS, TAKH-
MU KaK TeMOPOBOCOHOPHOE HHTOHHPOBAHHE M MEJIOJIueCKre (PUOPUTYPhI BOCTOYHOTO THIA. B TBOpUecTBE KUTAlCKHX
KOMIIO3UTOPOB, TTHCABLIMX JUIsI (DIICHTBI, IIPE/ICTABICHBI MOJUTMHHBIC 11Ie/IEBPBI (PISHTOBON My3bIKH, TaKue Kak «Mean-
tanusa» U «Ilukkono nmactymka» X3 Jlyruna, «Comnrne cBetut spue Hafg Taue-lanem» Xyan XyBas. B atux npousse-
JICHUSIX Ha HHCTPYMEHTE, NMPHIIE/IIeM ¢ 3anaja, 3a3Byyano 00rarcTBO U 04apOBaHHUE JAPEBHUX KUTAHCKHUX (ICHT.

Kniouesvie crosa: xkutaiickas duieiita, BecTepHHU3alys, TeMOp, TEXHUKA apTUKYJISALUH, KUTalickas criennuka,
X5 Jlytun, Xyan XyBoaii

© Mao Nan, 2019
Herzen State Pedagogical University of Russia (Saint-Petersburg, Russia),
Postgraduate Student of Department of music education

SINICIZATION OF THE WESTERN FLUTE:
FROM THE HISTORY OF THE FLUTE ART OF CHINA

The article discusses the features of mastering a Western-type flute in China. For a long time, the Western flute was
perceived by the Chinese as an exotic instrument that had nothing to do with the national flutes di or xiao except for formal
belonging to one family. However, in the forefront of Westernization, the Western flute is being mastered as an element of
Western-oriented training programs; after that young Chinese composers turn to it, opening up in it the possibility of trans-
lating Chinese specificity into the space of world culture. Mastering the Western flute looks like its nationalization, in the
process of which two paths are noticeable: combining the frets specifics with elements of the Western European musical
language and combining the arsenal of Western technology with traditional sound extraction methods, such as timbre-so-
nor intonation and oriental melodic grace. In the works of Chinese composers who wrote for flute, genuine masterpieces
of flute music are presented, such as «Meditation» and «Piccolo Shepherdess» by He Lutin, «The Sun Shines Brighter over
the Tien Shan» by Huang Huwei. In these works for the instrument, which came from the West, the richness and charm of
the ancient Chinese flutes began to sound.

Key words: Chinese flute, westernization, timbre, articulation technique, Chinese specificity, He Lutin, Huang
Huwei
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MHUDPOJIOTNYECKHUE OCHOBAHUA OBPA30B MY3bIKH
B TBOPYECTBE ITPEPA®ADJINTOB

CraTbs MOCBSIIICHA PACCMOTPEHHUIO XapaKTepa HCIOIb30BaHH MU(OIOTHUECKUX 00pa30B MPHU CO3MAHUH MTPOU3-
BCJICHUI JKUBOIUCH, TIOCBSIICHHBIX TEME MY3bIKH, KOTOpasi HMeJa B TBOPYECTBE Mpepadha’iuToB 0COOYI0 3HAYUMOCTb.
ABTOp Ha MpUMepPe KOHKPETHBIX PabOT XYLOKHUKOB STOTO KPyra packpbIBaeT psiji Creln(puIeckux 0COOCHHOCTEH, Mpu-
CYIIHUX XYIOKECTBEHHOH MHTEPIIPETAMH MU(OIOTHUECKOT0 MaTepHrara.

[epBoe, Ha YeM OCTaHABIMBACT BHUMAHUE aBTOP, — ATO aKTHBHOE OOpAIlCHUE XyNO)KHUKOB K aHTHYHOMY MUY,
B KOTOPOM T€Ma My3 U MY3bIKH NPECTaBICHa JOCTAaTOYHO MOIHO. [Ipr 5TOM BBIOOP MU(OIOrHYECKOTO CIOXKETa, a ITIaB-
HOE, XapaKTep ero HHTePIpeTaliy JUKTOBAIUCH XapakTepHbIM 11t XIX Beka pOMaHTHYECKHM MOHHUMAaHHEM U CYLTHOCTH
MY3BIKH, U aHTHYHOTO MUpA.

OtMmevaeTcs TakKe, YTO HAPS/Y C TPAJAUIMOHHBIM JUTs KIACCHYSCKOTO HCKYCCTBA MCIOJB30BAHHEM CIOKETOB aH-
THYHBIX MU(OB, Ipepada’TuThl AKTyaTU3UPOBAITIH KEIBTCKHE MU(BI M CpeTHeBEKOBEIE JereH pl. Ha 3Toit ocHoBe popmu-
POBAIMCh HOBBIC «MU(OIOTHYCCKHE SAMHHUIBDY, YTO TO3BOJIUIIO KaXKIOMY U3 XYAOKHHUKOB 3HAYUTEIEHO 000raTUTh CBOI
00pa3zHbIil apceHal.

Kpowme Toro, Mudonoruueckas npupoaa o0pa3oB My3bIKH B TBOPUECTBE MpepadadIuToB PaCKPBIBACTCS, B TOM YHC-
Jie U Oraroziapsi OpUrHHAIBHOMY MU(OIIOITHYSCKOMY MPOCTPAHCTBY, KOTOPOE CYLISCTBYET 10 3aKOHaM MH(a, HO HCTOKOM
KOTOPOTO SIBJISIETCS COOCTBEHHASI HHTYHIHS XyI0KHHUKA.

Knrwouesvie crosa: antidablil Mud), Mud, MUGOMOITHIECKOE TIPOCTPAHCTBO, pepadasnuTbl, 00pasbl My3bIKH
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THE MYTHOLOGICAL FOUNDATIONS
OF MUSIC IMAGES IN THE WORKS OF THE PRE-RAPHAELITES

The article is devoted to the consideration of the nature of the use of mythological images in the creation of paint-
ings devoted to the theme of music, which was of particular importance in the works of the Pre-Raphaelites. The author,
using particular works by artists of this circle as an example, reveals a number of specific features inherent in the artistic
interpretation of mythological material.

The first thing the author pays attention to is the active appeal of artists to the ancient myth, in which the theme of
muses and music is presented quite fully. At the same time, the choice of the mythological plot, and, most importantly,
the nature of its interpretation, was dictated by the romantic understanding of the essence of music and the ancient world,
characteristic of the 19th century.

It is also noted that along with the use of plots of ancient myths traditional for classical art, the Pre-Raphaclites
actualized Celtic myths and medieval legends. On this basis, new «mythological units» were formed, which allowed each
of the artists to significantly enrich their imaginative arsenal. In addition, the mythological nature of the images of music
in the works of the Pre-Raphaelites is revealed, inter alia, thanks to the original mythopoetic space, which exists according
to the laws of myth, but the source of which is the artist’s own intuition.

Key words: ancient myth, myth, mythopoetic space, Pre-Raphaelites, images of music
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KITACCUYECKAS ITAPAUT'MA DMITATUA
B TEOPUU U ITPAKTUKE UCKYCCTBA

B crarbe packpbIBaeTCsl CMBICI U CTPYKTYpa KIaCCHYECKOW SMIATHYECKOM CIIOCOOHOCTH HCKYCCTBA. ABTOp 00pa-
aeTcst K TpyJdaM YYeHBIX dCTETHKOB, HCKYCCTBOBEIOB, TICUXOJIOTOB, M3YYaBIINX TEPMHUH «IMIIATHD) C 1IETBI0 00001ITUTh
HaKOTICHHBIA TEOPETHUUECKUH Oarax 3HaHUH.

Ha xpecToMaTuiiHbIX mpuMepax XyJ0KeCTBEHHBIX MPOU3BEACHUIN pPa3HbIX 310X aBTOP ONPE/EISIET MOsSBICHNE pa3-
JIUYHBIX MOAU(HUKAIIMA SMITaTHH, TEM HE MEHEe OTPAKAIOIINX HEM3MEHHOCTh OOpaIeHHs XYI0)KHHUKA K OMOITMOHATILHO-
MY U UHTEJUIEKTYaJbHOMY MHPY YEIIOBEKA.

ABTOp KPUTUYECKH OCMBICIISIET TPY/IbI OTEUECTBEHHBIX YUEHBIX, TOCBAIICHHBIE MPOOIeMe AIMIATHH, U TTIOKa3bIBACT
YKU3HECTTOCOOHOCTH M BOCTPEOOBAHHOCTH KJIACCHIECKON IMITATHIECKON TTapaiurMbl.

B pesynbrare uccienoBaHusi aBTOp MPUXOAUT K BBIBOJY, UYTO CJIOXKHUBIIASACS B HAYKE TOYKA 3PEHUS HA MOHSTHE
«3IMIIATHS» OCHOBAHA HAa BAKHOM COCTABIISIONICH HCKYCCTBA KAaK YMEHHE BOILIOIIATH TUITMYHBIC, O0IIC3HAYUMBIC SMOLIMN
Y TIepPEeKUBAHNUs, HECYIIIUE B ceOe AIEMEHT BO3BBIIIICHHOTO, a TAK)Ke UMEIOIIHNE TITyOOKYIO CBSA3h C PETUTHO3HBIMH, 3CTe-
TUYCCKUMH, TTATPUOTHICCKUMHU, PHIOCODCKUME UACSIMHU U MIPEACTABICHUIMHU.

Kniouesvie cnosa: smmatus, KiIaccudeckas napajanurMa, SMOIHUs, 3CTETUIECKOE, HCKYCCTBO

© Afasizhev N. Marat, 2019
Glinka Nizhny Novgorod State Conservatoire (Nizhny Novgorod, Russia),
PhD in Philosophy, Professor of the Department of Philosophy and Aesthetics

CLASSICAL PARADIGM OF EMPATHY
IN THEORY AND PRACTICE OF ART

The article reveals the meaning and structure of the classical empathic ability of art. The author refers to the works
of scientists aestheticians, art historians, psychologists who studied the term «empathy» in order to summarize the accu-
mulated theoretical knowledge.

Using textbook examples of artistic works of different eras, the author defines the appearance of various modifica-
tions of empathy, nevertheless reflecting the invariability of the artist's appeal to the emotional and intellectual world of
man.

The author critically comprehends the works of Russian scientists devoted to the problem of empathy, and shows
the viability and relevance of the classical empathic paradigm.

As aresult of the study, the author comes to the conclusion that the current scientific point of view on the concept of
«empathy» is based on an important component of art as the ability to embody typical, universally significant emotions and
experiences that carry an element of the sublime, as well as having a deep connection with religious, aesthetic, Patriotic,
philosophical ideas and visions.

Key words: empathy, classical paradigm, emotion, aesthetic, art
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HA IIYTHU K CO3JAHUIO KOMIIJIEKCHOM METO/10JI0T UA
NCCIIEAOBAHUA UCKYCCTBA

CTaTBH IIOCBALICHA aHannay p;ma KOHHCHHI/H\/’I OTCYCCTBCHHBIX yquBIX, npe}mara}oumx pa3HI/I‘-IHBIC METOAbI MC-
JKIUCHIUIUTHHAPHOTO U3Y4EHHSI NCKYCCTBA, B YACTHOCTH PA3JIMYHBIX chep MCKYCCTBO3ZHAHUS, SCTETHKH, KYJILTYpPOJIOTHH,
¢dunocodun, COUOIOTHH.

ABTOp HpI/IXOJII/IT K BBIBOJ]y O TOM, 4YTO HepCHeKTI/IBBI CO31aHUuA KOMHHCKCHOﬁ METOOO0JIOTUH UCCIICAOBAHUS COBpe-
MCHHOTO I/ICKyCCTBa CBsI3aHBbI, BO-HepBBIX, C BBISIBJICHHUEM OTHOILICHUS aKTyaHBHBIX Xy)lO)KeCTBeHHBIX HpaKTI/IK K I/ICTOpI/I-
YECCKUM MOICIIM I/ICKyCCTBa nu BO-BTOpBIX — C CO3JaHHUEM AKTUBHOI'O U OTKpBITOFO I[I/ICKYCCPIOHHOFO HpOCTpaHCTBa 110
obcyxaaemMoi IpodieMaThKe.

Kniouesvie cnosa: COBpeMEHHOE HCKYCCTBO, METOIOJIOTHS, OOIICKYJIBTYPHBIC IPOICCChI, HCTOPHOTpad s, 3CTe-
THUKaA

© Afasizhev N. Marat, 2019

Glinka Nizhny Novgorod State Conservatoire (Nizhny Novgorod, Russia),
PhD in Philosophy, Professor of the Department of Philosophy and Aesthetics

TOWARDS THE CREATION OF A COMPREHENSIVE METHODOLOGY
FOR THE STUDY OF ART

The article is devoted to the analysis of a number of concepts of Russian scientists, offering various methods of
interdisciplinary study of art, in particular, various fields of art history, aesthetics, cultural studies, philosophy, sociology.

The author comes to the conclusion that the prospects for creating a comprehensive methodology for the study of
contemporary art are associated, firstly, with the identification of the relationship of current art practices to historical mod-
els of art and secondly with the creation of an active and open discussion space on the issues being discussed.

Key words: contemporary art, methodology, general cultural processes, historiography, aesthetics
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OCHOBONONONCHUKAMU UCKYCCMEA

obLIU <...> 100U, YUbl APMUCTIUYECKU COeNAHHblEe el
Paoyst Hawu 21a3a, HANOIHSIONM MY3€l.

A. M. Topoxuii [7; c. 4].

MY3bIKA MACTEPA

CraTbs TOBECTBYET O MPHUPOJIe MacTepcTBa 3HaMeHuTOro xynoxuuka C. I1. Becenosa. Ero TBopuecTBO oTiIHYaI0
couyeTaHHe TPAJAUIINN HApPOIHOHN XOXJIOMCKOM POCTIMCH U BO3BEACHUE €€ Ha YPOBEHB BBHICOKOTO MCKycCcTBa. OH HCIIONb-
30BaJI CTAPUHHOE BEPXOBOE MUCHMO C TPaBHBIMU y30paMu. MacTep Halllel X0/ OT APEBHET0 peMeciia K COOCTBEHHOMY
HOBATOPCKOMY CTHJIIO, C JIETYYHM Pa3MaxoM KHCTH, COXPAHSS PH 3TOM (DaKkTypy AepeBa M BHYTPEHHEE MIPOCTPAHCTBO
KOMIIO3UIIUH, YCIOBHOCTb COYETAETCs B €r0 paboTax ¢ peai3MoM, KpacoTa ¢ nparMatukoi. IIponssenenusm macrepa
CBOMCTBEHHA MY3bIKAJIBHOCTh U HEIIOBTOPUMOCTb pUCYHKa. IX koMIO3uLus, KaKk CTPOM My3bIKaJIbHOTO IIPOU3BEACHMUS,
nmpoaymana, rpaguyeckas yTOHYEHHOCTh codeTaeTcs ¢ OorarctBoM IBeta. CUMBOIWYECKON TEMOW €ro TBOpUECTBa
CUMTAETCS COJHIIE, IT0 KOTOPOMY OT LIEHTPa PACXOISATCS 30J0THIC MPOTYOEpaHIbl B PUTME PYCCKOW IUISICKH, MY3BIKH
KOMapHHCKOTO U S3BI4E€CKOTO XOPOBOAA OJHOBPEeMEHHO. «O000maomuil Ciryx» MacTepa co3gaeT o0pas3ibl HApOJHOTO
UCKYCCTBA.

Kniouesvie cnoga: My3bIKalIbHOCTb, CIIyX, UcKyccTBO, C. II. Becenos, MacTep, X0XJI0Ma, KUBOINCH, LIBET, CBET,
panocts, pUTM, IIECHS

© Kirnose 1. Zoya, 2019
Glinka Nizhny Novgorod State Conservatoire (Nizhny Novgorod, Russia),
PhD in Philology, Professor, of the Department of Philosophy and Aesthetics
© Kashlyavik Yu. Kira, 2019
National Research University Higher School of Economics — Nizhny Novgorod
(Nizhny Novgorod, Russia),
PhD in Philology, Professor of the Department of Literature and Intercultural Communication

MUSIC OF THE MASTER

The article deals with the nature of the talent of the famous painter S. P. Veselov. His work was distinguished by
the combination of the tradition of folk Khokhloma painting and its elevation to the level of high art. He used an old upper
painting with grass patterns. The master has found a way from an ancient craft to his own innovative style, with a volatile
brushstroke, while maintaining the texture of wood and the interior space of the composition, Convention is combined in
his works with realism, beauty with pragmatism. The master's works are characterized by musicality and uniqueness of
drawing. Their composition, like the structure of a musical work, is thought out, graphic refinement is combined with the
richness of color. The symbolic theme of his work is the sun, which radiates from the center of the Golden prominences in
the rhythm of the Russian dance Komarinsky and pagan dance at the same time. The «generalizing hearing» of the master
creates samples of folk art.

Key words: musicality, art, S.P. Veselov, master, painting, khoholoma, colour, light, happiness, rythme, song
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«(AHTUTPAJUIITNOHAJIN3IM» U «PNJTOCOPUA HECTABUJIBHOCTN»

B crarse paccmarpuBaercst «huiocodhus HeCTaOUIBPHOCTH» KaK OfHa M3 (DyHIaMEHTAIbHBIX OCHOB HAYKH M HC-
KyCCTBa aHTUPUTOpHUECKOro THra. «Duitocodus HecTabMIbHOCTHY, padpaboranHas Bbiaatommmes ¢usukom W. Tpu-
TO)KUHBIM, OCHOBaHA HA COMHEHHMH B «HAYKOLIEHTPU3ME» M «EBPOIIOIEHTPU3ME» — MPHUBBIYHBIX OMOPAX 3aragHOM IH-
Bum3anuu. COmrkas MHTYHTHBHOE U pallMoOHaIbHOE, HayKy U MCKycCcTBO, W. IIpuroxuH nepecMaTpuBaeT CTaOUIBHYIO
YHOPSIIOYCHHYIO KapTUHY MHUpA.

B mpoekunn Ha uckycctBo koHuemnius M. [Ipuroxxnna oTBepraer «pegaeKTHUBHBIA TPaJIuIHOHAIN3MY (TEPMHUH
C. ABepunnesa). Tsarorest K cTaOMIBHOCTH, TOBTOPSAEMOCTH, PYOPUKAIIMK U HOPMATUBHOCTH, «PE(PICKTUBHBIA TPaIUIH-
OHAJIM3M» B UCKYCCTBE BOIUIOIIACT «aOCTParupyromnyio MOTEHINI0 HayKu». [IpuHINT «OEeCKOHEYHO BOCIPOM3BOAMMBIX
TIOJIOKEHUI» MCKYCCTBA «PUTOPHUECKOTO pallMoHaIN3May (Kak 3To omnricano C. ABepUHIIEBBIM B A. MUXailIOBBIM), Tie-
PEKJIMKAETCs ¢ TOI XapaKTepUCTUKON, KoTopyto V. IIpuroxxun gaet TpaguiiioHHON QHU3HKe.

Bomnorienrem «punocoduu HeCTaOMILHOCTHY OKa3bIBAIOTCS THOKOE «aHTHPUTOPUYECKOE) CIIOBO JINTEPATYPHO-
TO TEKCTa, a TAaKXKE Pa3BOPAUMBAIOIIAACS «3AECh» U «ceifuacy, My3bIKaJIbHAS CTPYKTypa. AHATU3UPYS JIUTEpaTypHbIC U
My3bIKaJIbHbIC TIPOU3BEICHUS B KOHTEKCTE «(hritocopun HecTaObUIbHOCTIY, V. TIpUro)XuH NPUXOAUT K MBICIIH, 4TO (yru
W. C. baxa u nutepaTypHbIe TEKCTHI COACPIKAT «TOUKH oudypkamum». C mpeooIeHNEM PUTOPHUECKOTO PAallMOHATN3MA
CBSI3aHO M YIPOUYCHHE TaK HA3bIBAEMOM «OTKPHITOH (hOpMBI» B My3BIKE M JTUTEPATYPE.

Knoueswvie cnosa: punocodust HecTaOUIBHOCTH, HEOTIPEICICHHOCTb, HHTYHIUS, OU(ypKaIys, pUTOPUISCKUIN pa-
[IUOHAIN3M, aHTUTPAAULIMOHAIN3M, AaHTHPUTOPHUECKIE CTPYKTYPHI, CIOBECHBIE M MYy3BIKaJIbHBIC, MOPSI0K M Oecrops-
JIOK, «OTKpBITask hopMar
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National Research University Higher School of Economics — Nizhny Novgorod
(Nizhny Novgorod, Russia), PhD in Philology, Scientific Director,
Professor of Department of applied linguistics and foreign languages
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PhD in Philology, Professor, of the Department of Philosophy and Aesthetics
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«ANTI-TRADITIONALISM» AND «PHILOSOPHY OF INSTABILITY»

The «philosophy of instability» is considered in the article as one of the fundamental foundations of the science and
art of the antiterritorial type. «The philosophy of instability», developed by the outstanding physicist I. Prigozhin, is based
on a doubt about «scientocentrism» and «eurocentrism» — the usual pillars of western civilization. I. Prigozhin revises a
stable ordered picture of the world, bringing together intuitive and rational, science and art.

21



Ne 4 [54] 2019

In the projection on art, Prigogine's concept rejects «reflective traditionalism» (S. Averintsev's terms). Tending
to stability, repeatability, rubrication and normativity, «reflective traditionalism» embodies the «abstracting potency of
sciencey in art. The principle of «infinitely reproducible propositions» of the art of «rhetorical rationalism» (as described
by S. Averintsev and A. Mikhailov), echoes the characteristic that I. Prigozhin gives to traditional physics.

The embodiment of the «philosophy of instability» is the flexible «antiterritorial» word of the literary text, and the
unfolding «now» and «here» musical structure. Analyzing literary and musical works in the context of the «philosophy
of instability» I. Prigozhin comes to the conclusion that the fugues of J. S. Bach and literary texts contain «bifurcation
points». The consolidation of the so-called "open form" in music and literature is also associated with the overcoming of
rhetorical rationalism.

Key words: philosophy of instability, uncertainty, intuition, bifurcation, rhetorical rationalism, anti-traditionalism,
anti-rhetorical structures, verbal and musical, order and disorder, «open form»
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«OHEPA — YY1O CBETA».
O KHUTE AJIEKCES ITAPUHA

Crarbst mocBsitiieHa ananu3y kauru A. [Tapuna «Onepa — 4yo CBeTay, BXOIAIIEH B ceprio «O My3bIKE TPOCTOY.
L{eHHOCTh M3aHUs 3aKTIOUACTCS B TIOMY/SIPH3AIIUE OTIEPhI CPEAN AETCKOM ayauTopuu. CIOKHBIC TPOCBETUTEIHCKUE 3a-
Jlauy JTOCTHTAlOTCS CO3/1aTeieM KHUTH B MOJNHOW Mepe. B crarbe cueman 0030p ComepyKaHus U CTPYKTYPHI H3JaHHOU
paboThL.

Oco0ble JOCTOMHCTBA KHUTH: aHAJIU3 COTBOPUYECTBA KOMIIO3UTOPA C APYTUMH YYaCTHUKAMHU OMIEPHOU TOCTaHOB-
KU, €€ «CHHTETHYHOCThY, OOraTCTBO MPEACTABICHHBIX B HE MarepuajioB, TOHKHI FOMOP U YBJIEKATEIbHOCTD U3JI0XKE-
HUSL.

ABTOp CTaTh¥ MoOJIAraeT BaKHBIM, YTO U3/aHue KHUTH A. [lapuHa cOBMano ¢ MpoBeeHUEM MacIITabHON KOHpe-
peniuu B PAM um. I'HeCHHBIX, TOCBAIIEHHOM OIlepe — €€ UCTOPUU U COBPEMEHHOMY Pa3BUTHUIO.

Kniouesvie cnosa: A. Ilapun, KHUra 0 My3bIKe, KHUTA JJIS JIETeH, HCTOpHUs ornepsl, «Omnepa uyio cBetay, «O My3bike
POCTO»

© Levaya N. Tamara, 2019
Glinka Nizhny Novgorod State Conservatoire (Nizhny Novgorod, Russia),
PhD in Arts History, Head of the Department of Music History, Professor

«OPERA IS A WONDER OF THE WORLD».
BOOK BY ALEXEI PARIN

The article is devoted to the analysis of the book by A. Parin «Opera is a miracle of the world», which is part of
the series «About music is simple». The value of the publication is to popularize opera among children. The creator of
the book achieves complex educational tasks in full. The article provides an overview of the content and structure of the
published work.

Special virtues of the book: analysis of the co-creation of the composer with other participants in the opera, its
«synthetismy, the richness of the materials presented in it, subtle humor and fascinating presentation.

The author of the article believes it is important that the publication of the book by A. Parin coincided with the
holding of a large-scale conference at the Russian Academy named after Gnesins, dedicated to the opera — its history and
modern development.

Kniouesvie cnosa: A. Parin, a book about music, a book for children, the history of opera, «Opera is a miracle of
the world», «About music is simple»
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LUTUPOBAHUS

(moroBop N2 74-11/2010P ot
24.11.2010).

Jlama swvixo0a 6 ceem:
30.12.2019.

dopmat 60x84/8.
Ve ey 1. 13,95. Tupask 100 ak3.
3aka3 N2 222.

Omneuamawo:

OI'BOY BO «Huxkeroponckast
rocyfapcTBeHHAs
KOHCEepBaTOPUSI

uM. M. U. TnuHKm».

603950, Huskumit HoBropop,
I'CII-30, yu. ITnuckyHoBa, 1. 40.

http://www.nnovcons.ru

nngk.izdaniya@yandex.ru



