DOI: 10.26086/NK.2026.80.1.001

AKTyasbHbIe TPO6/IEMbI BBICIIETO My3bIKaJIbHOTO 06pasoBanyst. 2026. N2 1(80)

CopepxaHue

IIpoGemMbI TeOpUY ¥ UCTOPUU MY3BIKU

Jlesas T. H. llloctakoBuu 1 JIED 4
ITempu 3. K. ®pani Jlerap. «®pumepukar: [€Te B omeperTe 9
Medsedesa IO. I1., Ysus Hu. 1130y JIy 1 ero yuntenb Cepreii basmacaHsH:

K IIpo6JieMe BOTLIOMIEeHMS IPUHIIUIIOB «MY3bIKM COBETCKOTO BOCTOKAa»

B TBOPYECTBE KUTANCKMUX KOMIIO3UTOPOB 1950-X Tom0B 15
Lroti Kanaii, @edycosa A. A. O6pa3Hblii MUp TTPOMU3BeIeHMIT
Keiiko A63 1yt MapyuMObI 24
Auweynosa A. C. Opbuueckuii Mot B Bohemian Rhapsody
rpymibl Queen: MTOMCK OTIEPHOTO MPOTOTUTIA 29

Borpocbl 3THOMY3bIKOJIOTUA
Oxnobsicmuna A. B. OskHOpyCCKast ITPOTSIKHAST TTECHS
KaK MHOTroIiapamMmeTpoBasi CTPyKTypa (OMbIT aHa13a) 39

ITpoGs1eMBI TEOPUN ¥ UCTOPUHU MCIIOTHUTEIHCKOTO VICKYCCTBA
Mepxkynos A. M. llnanucr [TaBen ABrycroBudy [1a6GCT: M3BECTHBIN

Y HeM3BeCTHbDIN 44
Kpusuyxkas E. /1., Komapos A. C. Tpuntux «Ajmeropum»

Apréma AHaHbeBa: OT CITIEKTAKJIS K KOHLIEPTY 54
Hllapma E. IO., boiixko I'. P. BarHepoBcKue meBiibl B Poccun:

Mapuanna Yepkacckast (K 150-eTuio co IHSI pOsKIeHMsI) 63

My3sbika B ee XyJ0)KeCTBeHHbIX Mapa/ieisiX ¥ B3aMOCBA35X

@aodeesa T. E., I[Tepuieesa A. H. KoHuenuusi cayHackeita (3ByKOBOTO
nagmmadta) P. Mioppes Illeiidepa 1 ee oTpaskeHue

B COBpeMEHHOM MCKYCCTBa 72
SIH Xan, I'ypesuu B. A. KOHTEKCT B KUTACKON MO33UU U XYA,05KeCTBEHHBIX
TIEeCHSIX: 5CTeTUYECKMI MeXaHU3M, MeXKY/IbTYpHast SKCIIPeccusi

" coBpeMeHHas TpaHchopmarus 80
Xapumonosa E. B. KynbTypHbIe KOAbI, IEHHOCTU M CMBICJIbI

B appuKkaHCcKoit My3bIKe. Tpaguins Kak [eHHOCTHO-CMBbICJIOBOI
MMITIepaTyB B My3bIKaJIbHOJ K13HU Adprku 10kHee Caxapsl 87
Meodyuiesckuii B. B. CuMmdoHMS 11e/1eCTPeMUTETbHO CUITbI

(Te3mchl O HA3HAYEHUM VICKYCCTBA) 93



Mpobnembl Teopun 1 uctopun My3sbiku / Problems of the theory and history of music

Hayunas ctaTbst
VK 78.03
DOI: 10.26086/NK.2026.80.1.002

n JIED!

JleBass Tamapa HukonaeBHa
Hukeropojckasi rocyiapCcTBeHHas KOHCepBaTOPUs
uM. M. 1. TnuHKH,
Hwxkuanit Hoeropon, Poccus
E-mail: levgez@mail.ru
ORCID: https://orcid.org/0000-0002-1871-0444

AHHOTanys. DTOT OYepPK TOCBSIIAETCSI CBET/ION MaMsITh
Jlropmusibl 'puropbeBHbI KOBHAI[KOI, aBTOpa MHOTOUMCIE€HHBIX
HAY4YHBIX M apXMBHBIX M3bIckaHuit o [llocTakoBuue, OAHOTO U3
pyKoBOAMTENE MpoeKkTa «JIeTOnMCH XXU3HU U TBOPUECTBa» KOM-
nosutopa. K HacTosimeMmy MOMeHTY M3gatenbcTBO DSCH BbITy-
CTWJIO B CBET JIBa TOMA 3TOTO MHOTOTOMHOTO U3/IaHUS, IePBbIit
13 KOTOPbIX, BKTIOYAIONMii 6uorpaduueckuii mythb lllocTakoBu-
ya BIUIOTh A0 KOHIa 1920-x rofos [1], oTpaskaeT OOMH U3 UHTe-
pecHeInX, TBOPUECKM aKTUBHBIX U [TOKA ellle He BIIOJIHe ucciie-
JIOBAHHBIX MTEPUOIOB KM3HU KOMIIO3UTOPA.

B npepnaraemoit craTbe paccMaTpuBaIOTCS KOHTaKTHI [lo-
crakoBuua c gestensmu JIE@a (JleBoro hpoHTa UCKYCCTB) B TTOPY
paboThI HaJ, ITOCTAaHOBKOI Mbeckl «Kmom» B. MasikoBCKOTO; OIM-
ChIBAETCSI COCTAB OOBEIMHEHMS] UM €ro NMPeeMCTBEHHbIE CBSI3U
¢ dyTypucTaMyu; OTMEYAEeTCsT IOMUTUYECKass COCTaBJISIONIAs
J1epOBCKOI MIE0NIOrUM, KOTOpasi o6ecrieunBasia alabsiHC ee CTO-
POHHMKOB C BJIaCTSIMM. ABTOp KacaeTcsl TaKKe CyIbObI «JIEBOTO
MCKYCCTBa», TIOJIBEPTHYTOTO OCTPaKM3My Ha pybexke ciemyroie-
IO IeCSTUIETHUS ¥ OOBSIBIEHHOTO «6ypsKyasHbIM». JKepTBoit 3T1x
KOJTM3UIA cTanu u omychl Mononoro IllocrakoBuua — mpeskzae
BCero, 6ajieTsl M paHHME CUMQPOHUN.

B craTbe npenacTaBaeH KOHTEKCT TBOPUECTBA KOMITO3UTOPA
TeX JIeT — ero JeaTebHOCTh B TPAMe (TeaTpe paboueii Mosoze-
K1), KOHTAKTBI ¢ pexxuccepamu Be. Meiiepxonbnom u U. Tepen-
ThEBBIM; OTMEUAIOTCs mapasuienu ¢ mosramu OBIPUY (O6benu-
HEHUSI peasbHOTO UCKYCCTBA).

KmroueBsie cimoBa: 20-e rombl XX Beka, JIeBbIit GPOHT MC-
KYCCTB, KOHCTPYKTUBU3M, QYTYpU3M, PEBOTIOLIVIOHHBIN MU
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Abstract. This essay is dedicated to the memory of Lyud-
mila Grigorievna Kovnatskaya, the author of numerous scientif-
ic and archival studies on Shostakovich, and one of the leaders
of the project “Chronicles of the Composer’s Life and Work”. To
date, DSCH has published two volumes of this multi-volume
publication, the first of which, which includes Shostakovich’s bi-
ography up to the end of the 1920s [1], reflects one of the most
interesting, creatively active, and still not fully explored periods
of the composer’s life.

This article examines Shostakovich’s contacts with the
members of the LEF (Left Front of the Arts) during his work on
the production of Vladimir Mayakovsky’s play “The Bug”, de-
scribes the composition of the association and its continuity

© JleBag T. H., 2026
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with the Futurists, and highlights the political component of the
LEF ideology, which ensured the alliance between its supporters
and the authorities. The author also discusses the fate of “left-
ist art”, which was ostracized at the turn of the next decade and
declared “bourgeois”. The works of the young Shostakovich, par-
ticularly his ballets and early symphonies, were also affected by
these conflicts.

The article provides a context for the composer’s work dur-
ing this period, including his involvement in the TAM (Theater
of Working Youth) and his interactions with directors such as
Vsevolod Meyerhold and Ivan Terentyev. It also highlights paral-
lels with the poets of the OBERIU (Union of Real Art).

Keywords: 1920s, Left Front of the Arts, Constructivism,
Futurism, Revolutionary Myth
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Annoranusa. Oneperra ®.Jlerapa «dpugepuxa» B Poccun
He 3/1aBajIach ¥ HU pa3y He CTaBMUJIaCh. MeX[y TeM 3TO OOUH U3
1IeIeBpOB aBCTPUIICKOTO Kommo3uTopa. Llenb mucciegoBaHms —
JaTh XapaKkTepucTuky obpasy [ére B omeperTe. PaccmatpuBaet-
€51 KOHTEKCT IBOJCTBEHHOTO ITOJI0OXKEeHMe 3TOr0 KaHpa B ITepuoz,
nepen, Bropoit MupoBoJi BOIHOIA, 1 MMOMbITKA Jlerapa BO3pOaUTh
B CIIeKTaKJIe TpaauLuy 3uHrnmmIg [1], He BronHe ynauHas. [Ipu
BHeIIHeM CXOJCTBe C 3TUM XaHPOM CaMo CofepsKaHye, ypOBeHb
MY3bIKaTbHBIX XapaKTePUCTUK U ApaMaTypruu, TpeGoBaHUIt
K BOKQJIbHOMY MacTepPCTBY MCIIOJIHUTE/Iel TOKa3bIBal0T OpUeH-
Tup Jlerapa faxke He Ha 3UHTILNINIIb, 4 HA OTIEpY.

AHanusupyeTcsi copep)kaHue ONEepeTTbl B COOTHOLIEHUM
¢ dakramn 6uorpacdun rére. OTmMeuaeTcst 0CO6EHHOCTD IUOPET-
TO — HIMPOKOE MCIO/Nb30BaHue GparMeHTOB CTUXOB ['€Te B co-
yetaHuu ¢ Tekcramu @.JIénepa-benpl (ogyH U3 TMOPETTUCTOB).
IMomuepKMBaeTCsl BAXKHOCTh MY3bIKAIbHON ApamMaTypruu B 00-
pucoBKe 06uKa ['éTe — KOMITO3UTOp MpuberaeT K JeiTMOTHUB-
HOJi CUCTeMe ¥ CKBO3HOMY pasBUTHIO. [IBa JIeIITMOTMBA JTII06BI
['éTe monBepraiTcsl 3HAUMTENbHON TpaHchopmanyy. Heobbru-
HOJIi SIBJISIETCS TIPOeKIMSI ApamMaTu3aiuu OeiiCTBUSI B MepBOM
aKkTe: OHa BbIpa’keHa B MCIIONb30BaHMM 3ayMOKOMHOTO Xopaia
B My3bIKe U IUTUPOBAHMM Jajiee CTUXOTBOpeHMs ['éte «IloneBast
pO30YKa».

Iana wmHbOPMAINS O CIEHMYECKO Cymbbe OIepeTThl:
OTPOMHBII yCITeX MOc/Ie ITPeMbepbI 1 3aIpeT Ha TTOCTAaHOBKY ITPU
ammcTckoM peskume.

KnroueBbie cinoBa: Jlerap, ['éte, ®pungepuka, omneperTa,
JIEATMOTUB JIIOOBU

HOas nutupoBanus: [letpu 3. K. ®panr Jlerap. «®pupe-
puka»: T'éTe B oreperTe // AKTyaJbHbIE TTPOGIEMbI BBICIIETO MY-
3pIKAILHOTO o6pasoBanms. 2026. N2 1(80). C. 9-14. http://doi.
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Abstract. F.Lehar’s operetta “Friederike” has not been
published or performed in Russia. However, it is one of the
masterpieces of the Austrian composer. The purpose of this study
is to characterize the image of Goethe in the operetta. The article
examines the context of the genre’s dual status in the period
before World War II and Lehar’s attempt to revive the traditions
of the singspiel in his production, which was not entirely
successful. Despite the superficial resemblance to this genre, the
content, musical characteristics, and dramatic elements, as well
as the requirements for vocal skills, indicate that Lehar’s focus
was not on the singspiel but rather on opera.

The content of the operetta is analyzed in relation to the ac-

tual facts of Goethe’s biography. The peculiarity of the libretto is

© Metpu 3. K., 2026
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noted, which is the extensive use of fragments of Goethe’s poetry
in combination with the texts of F. Lorner-Beda (one of the libret-
tists). The importance of musical drama in portraying Goethe’s
character is emphasized, as the composer employs a leitmotif sys-
tem and continuous development. The two leitmotifs of Goethe’s
love undergo significant transformations. The projection of the
dramatization of the action in the first act is unusual: it is ex-
pressed in the use of the funeral choral in the music and the fur-
ther quotation of Goethe’s poem “The Field Rose”.

Information is given about the operetta’s stage fate: its
huge success after the premiere and its prohibition during the
fascist regime.

Keywords: Legar, Goethe, Friederike, operetta, leitmotif of
love
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Cepreit banacaHsH: K mpobyieme
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COBeTCKOro BocTtoka» B TBOpUeCcTBe
KUTaMCKUX KOMIO3UTOPOB 1950-x rogoB
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AuHOTanuuMsa. AKTyaJbHOCTb CTaThy 0OyCIOBIeHa obGpaiie-
HMEM K TeMe COBeTCKO-KUTANCKMX MY3bIKaJbHbIX CBSI3€H, ak-
TUBHO pa3pabaTbIBaeMOii cerogHsi. ABTOpamy BIIEPBbIe CTABUT-
cs1 TIpoGjiieMa BOIUIOIIEHMSI TIPUHIIMIIOB «MY3bIKM COBETCKOTO
Bocroka» B TBOpYecTBe KUTANCKMX KOMIIO3UTOPOB, YUMBILMXCS
B CCCP. llenu mccienoBaHuss — pacCMOTPETDh BAUSIHUE OOKTPU-
HbI COBETCKOTO HAI[MOHAJbHOTO MCKYCCTBA («HAI[MOHAIBHOIO IO
dbopme, commanucTUUECKOTO O COMEPsKAaHMIO») Ha Iemarormye-
ckue ycraHoBku Ceprest BasacaHsiHa B ero paboTe ¢ KUTANCKUMU
CTYAEHTaMM, a TakXXe IPOJEMOHCTPUPOBATH IMPOSIBIIEHUE 3TUX
YCTaHOBOK B My3bike lI30y Jly. TBOpuecTBO TajlaHTIMBOIO Ku-
Taiickoro komro3suropa 130y JIy npakTuuecku He OCBeIeHO Ha
PYCCKOM $sI3bIKe ¥ MaJIO M3yueHo Ha poguHe. [lemarormnueckast gesi-
TETbHOCTh ¥ KOMITO3UTOPCKMI MTyTh banacaHsHa Takke HefoCTa-
TOYHO MCC/IeNOBaHbl U MPAKTUYECKM He pacCMaTpMBaIUCh B pa-
6orax XXI Beka. Marepuajgamiu CTaTby CTaau Guorpadmueckue
cBeeHMst 06 060MX KOMIIO3UTOPAxX, BOCIIOMWHAHMS YUEHUKOB
banacaHsiHa, a Takke My3bIKa CAMOTO SIPKOTO U XY[I0XKeCTBEHHO
3HAUNUTENbHOTO Mpou3BeneHus Li3oy JIy — co3qaHHO UM B TOIbI
yue6pl B MOCKOBCKO# KOHcepBaTopuy @DOpTenuaHHOi COHATHI
«[Tosma roHOCTU».

ABTOpBI MPUXOAAT K BBIBOAY, UYTO B COHATe BOIJIOTUIMCH
OCBOEHHbIe aBTOPOM Iof, pykKoBoncTBom Cepres banacansiHa
TBOpUYECKMe TMPUHLUIIBI «MYy3bIKM COBETCKOro BocToka», mpe-
JIOMJIEHHBbIE 0COGBIM 06pa30M O[T, BIUSIHMEM KUTACKOI HALU-
OHAJIbHOJ KYJbTYPBI.

Knrouessle cioBa: 1130y Jly, Cepreii banacaHsH, coBeTckoe
HalMOHAJIbHOE UCKYCCTBO, My3bIKa COBETCKOro BocToka, kuTari-
CKast My3bIKa, OpTenmraHHasi COHATa, KUTAMCKIie KOMITO3UTOPbI
B CCCP
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Abstract. The relevance of the article is due to the appeal
to the topic of Soviet-Chinese musical relations, which is actively
being developed today. For the first time, the authors raise the
problem of embodying the principles of “music of the Soviet East”
in the works of Chinese composers who studied in the USSR. The
purpose of the study is to examine the influence of the doctrine
of Soviet national art (“national in form, socialist in content”) on
the pedagogical attitudes of Sergei Balasanyan in his work with
Chinese students, as well as to demonstrate the manifestation of
these attitudes in the music of Zou Lu. The work of the talented
Chinese composer Zou Lu is practically not covered in Russian
and little studied in his homeland. Balasanyan’s pedagogical ac-
tivity and compositional path are also insufficiently researched
and practically not considered in the works of the 21st century.
The materials of the article are biographical information about
both composers, memoirs of Balasanyan’s students, as well as
the music of Zou Lu’s most striking and artistically significant
work, the Piano Sonata “Poem of Youth” created by him during
his studies at the Moscow Conservatory.

The authors conclude that the sonata embodies the creative
principles of the “music of the Soviet East” mastered by the au-
thor under the guidance of Sergei Balasanyan, refracted in a spe-
cial way under the influence of Chinese national culture.

Keywords: Zou Lu, Sergei Balasanyan, Soviet national art,
music of the Soviet East, Chinese music, piano sonata, Chinese
composers in the USSR

For citation: Medvedeva Y.P., Chen Ni. Zou Lu and his
teacher Sergey Balasanian: on the problem of embodiment
of the principles of “music of the Soviet East” in the works of
Chinese Composers of the 1950s. Aktualnye problemy vysshe-
go muzykalnogo obrazovaniya = Actual problems of high mu-
sical education. 2026; 1(80); 15-23 (In Russ.). http://doi.org/
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AHHOTanus. B 1leHTpe BHMMaHMSI aBTOPOB CTaTbU Haxo-
IUTCST Tpo6yieMa 06pasHOro CofepskaHusl MPOU3BeNeHN STIOH-
CKOJi VICITOMHUTENBbHUIBI Ha Mapumbe u Kommosutopa Keiiko
A63 (r.p. 1937). Bonee cra mpou3BeIeHN, CO3MAHHBIX €10 IS
MapMM6Bbl, TIPeMMYLIeCTBeHHO MporpaMMHbl. [Iporpamm-
HOcTh K. AG3 CBsI3aHA C OOUMMM 3CTETUYECKUMU YCTPEMJIEHU-
SIMM KOMITO3UTOPA, BBIPAKAIOUIUMU CelUdUUEcKoe STIOHCKOe
YTOHUEHHOE OIlyIlleHNe KPacoThl. SIMOHCKMUE 3CTeTuveckue Ka-
Teropun (Baby — KpacoTa IPOCTOTHI, caby — KPacoTa CTapUHBI,
MOHO-HO aBap3 — IleyaibHOe OYapoBaHye Bellleil, KaBauy — M-
Jlast KpacoTa) MPOHM3bIBAIOT pousBenenus K. A6 1 o6bemnHs-
10T CTOJIb pa3Hble MUPBI ee My3bIKU. LIesb cTaTbu COCTOUT B BbI-
SIBJIEHMY OCHOBHBIX 06pasHbIX chep My3biku K.A6G3 B uX CBSI3U
C TPaJMLIVMOHHBIMYM KaTETOPUSIMU SITOHCKOM 3CTETUKU. ABTOPBI
06GHAPYKMBAIOT, YTO 00pa3bl ee MPOU3BEIEHMIT HEPEIKO PeTpo-
CHEeKTUBHBI ([IPOM3BEEHNSI-BOCIIOMMHAHNS) MUAM MMUMOJIETHBI
(pousBeneHusi-Brieyatinenus). K.A63 o6pamiaercs K BaKHBIM
obIieyesioBeueCcKM TeMaM (JII00BM, ONMHOUYECTBA, KM3HEeHHOTO
MyTH), K 06pa3am, OTPasKAIOUIVIM CaMOGBITHYIO SITIOHCKYIO KYJb-
Typy (npa3gHuka Maiypu, npa3gHuka Cutu-ro-caH). beckpaii-
Hee TIONe Tefi3aykHOI MMpUKM (06pa3bl BeTpa, BOmbl, 6aMOyKa,
CaKypbl) COCeACTBYET C MMPOM Ue/I0BeYEeCKNX Bellleli (ManeHbKye
OKHa, IPEeBHSIST Ba3a, MpM3Ma), a My3biKa ITy6okoro dusocodcko-
O Cofiep>kaHMst — ¢ o6pa3amMy HEBUHHOTO AeTCTBa. [loaTnyeckast
YTOHUYEHHOCTb TIpou3Benennii K. A6 ompenensieT UX BBICOKYIO
XyIOOKEeCTBEHHYIO LIEHHOCTb U CAMOOBITHOCTb, TPUBJIEKAS] K HUM
BHMMaHMe CIyliaTeseil BO BceM Mupe.

KoueBbie ciioBa: Keitko A63, SITOHCKAsT My3bIKa, My3bIKa
IJIsT MapuMObI, IIpOrpaMMHasi My3bIka, SITIOHCKAast 3CTeTUKA, MY-
3bIKaJIbHbIE 00pasbl.
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Abstract. This article focuses on the figurative content of
the works of Japanese marimba player and composer Keiko Abe
(b. 1937). Her more than one hundred works for marimba are pri-
marily programmatic. Abe’s programmatic approach is linked to
the composer’s general aesthetic aspirations, which express a dis-
tinctively Japanese refined sense of beauty. Japanese aesthetic
categories (wabi — the beauty of simplicity, sabi — the beauty of
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antiquity, mono-no-aware — the sad charm of things, kawaii —
sweet beauty) permeate Abe’s works and unite the diverse worlds
of her music. The article aims to identify the main figurative
spheres of Abe’s music in their connection with traditional cat-
egories of Japanese aesthetics. The authors discover that the im-
ages in her works are often retrospective (memory-like works) or
fleeting (impression-like works). K. Abe addresses important uni-
versal themes (love, loneliness, the journey of life), and images
reflecting the distinctive Japanese culture (the matsuri festival,
the Shichi-go-san festival). A vast expanse of landscape lyricism
(images of wind, water, bamboo, and cherry blossoms) coexists
with the world of human objects (small windows, an ancient vase,
and a prism), while music with profound philosophical content
evokes images of innocent childhood. The poetic sophistication
of K. Abe’s works defines their high artistic value and originality,
attracting the attention of listeners worldwide.

Keywords: Keiko Abe, Japanese music, music for marimba,
program music, Japanese aesthetics, musical images.
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AnHoTauus. CraTbs NOCBSIEHA aHAIUTUYECKOMY pas-
60pY OFHOVI 13 CaMbIX M3BECTHBIX MEeCEH POK-IPyIIbl Queen —
Bohemian Rhapsody (1975). 9To HOBaTopcKoe [jisi CBOero BpeMe-
HU TIpOM3BeieHIe IeMOHCTPUPYeT HETUTTMUHbIE JJIST POK-KOMIIO-
3UIUY 0COOEHHOCTY UMIEITHOTO 3aMBbIC/Ia, aPXUTEKTOHUKM U CTU-
ymictudeckoro pemeHusi. CoenuHss B cebe uepThl POK-6Gayiabl
¥ XapA-POKOBBIN cayH[I, IIECHS B TO K€ BpeMsl MMeeT SIpKO BbIpa-
>KEHHYIO CBSI3b C OTIEDHBIM HacJIeiyieM: 33 CUeT BKIIIOUeHNMS 5130~
Jla B quasi-onepHoOM CTuJIe ¢ BepbalbHbIMY OTChUIKAMM K MICTOPU-
YecKkyUM U TeaTpaJbHbIM NepcoHaskaM Bohemian Rhapsody Bcty-
raeT B OMajor ¢ TPaAMULIUSIMM aKaJeMUIecKoro My3bIKaJIbHOTO
TeaTpa. [[pM3HaBast OpraHMYHOCTb TOZOOHOTO CUHTE3a, UCCIIeNI0-
BaTeN He pa3 06pALIATUCH K 3TOV KOMITO3UIIMHA C 1eJTbIO BBISIBIIE-
HUS CTWIACTUYECKYX YepT, 3aMMCTBOBAHHBIX 13 OIIepHOI Tpaau-
1uyn. B CBSI3M € 9TMM aBTOP JAHHO CTaThby BUIUT HEOOXOIMMOCTh
TOTBITKY KOHKPeTHU3alluu OllepHO Mofenun, ctasiieit njs Opep-
I MepKkbiopy MaTepuaaoM TBOPUYECKOTO IePeoCMbIC/IeHMS], UTO
06YC/IOBIMBAET aKTYaIbHOCTh JAHHOI paboThl. COOTBETCTBEHHO,
LIeIbI0 CTaThy SIBJISIETCS] TIOMCK OIEPHO CLieHbl, KOTOpas MOIa
6bI ITOCTYKUTD IIPOTOTUIIOM JIJISI qUAsi-ONIePHOTO 3MM30/a MTeCHN.
JI71s1 3TOTO B KaueCTBe TUIIOTe3bl BbIIBUTALTCS SKaHPOBO-CTIIIEBAsI
cBsI3b onepHoro smu3ona Bohemian Rhapsody ¢ onHoit 13 cijeH
onepsl K.B.Tmioka «Opdeit n dBpuauka» (1762) 1 mpoBOAUT-
CS1 CPAaBHUTEIbHBIN aHAIU3 3TUX MY3bIKAJIbHBIX ()PArMeHTOB Ha
mpegMeT HamMuusi o6IIMX yepT. B pesynbraTe aBTOp MPUXOOUT
K BBIBOZLy O TOM, UTO OII€pHBIN 3MM30[ necHu Queen BO3MOXHO
MIpeJICTaBUTh He TONBKO B KaUeCTBe CTMIN3ALMY B yXxe 6apouHOit
OTIEpPHOIi TPAAMIIVM, HO U TPAKTOBaTh KaK MOCTMOMIEPHMUCTCKYIO
MHTepIIpeTalio KOHKPETHO OTIepHOIt CLIeHBI.

KnroueBsie ciioBa: nocrmonepHnsm, @penan Mepkbiopy,
Kpucrod Bunnmnbansn Imok, Opdeit v OBpuanKa, orepHasi ClieHa
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Abstract. This article is devoted to the analytical examina-
tion of one of the most famous songs by the rock band Queen —
“Bohemian Rhapsody” (1975). This innovative musical work of
its time demonstrates the atypical nature of its conceptual de-
sign, architectonics, and stylistic approach to rock composition.
While combining features of a rock ballad and a hard-rock sound,
the song also exhibits a pronounced connection to operatic her-

© Ameynosa A. C., 2026

itage: through the inclusion of a quasi-operatic episode with ver-
bal allusions to historical and theatrical characters, “Bohemian
Rhapsody” engages in a dialogue with the traditions of academic
musical theatre. Acknowledging the organic nature of this syn-
thesis, researchers have repeatedly turned to this composition to
identify stylistic features borrowed from the operatic tradition.
In this regard, the author of this article sees the need to attempt
a specification of the operatic model that served as material for
Freddie Mercury’s creative reinterpretation, which determines
the relevance of this work. Accordingly, the aim of the article is
to search for an operatic scene that could have served as a proto-
type for the song’s quasi-operatic episode. To this end, a compar-
ative analysis of the operatic section of “Bohemian Rhapsody” is
conducted to identify common features with a particular scene
from Christoph Willibald Gluck’s opera “Orpheus and Eurydice”
(1762). As a result of the comparison, the author concludes that
the operatic episode of Queen’s song can be viewed not only as
a stylization in the spirit of the Baroque operatic tradition but
also interpreted as a postmodernist interpretation of a specific
operatic scene.

Keywords: postmodernism, Freddie Mercury, Christoph
Willibald Gluck, Orpheus and Eurydice, operatic scene
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AHHOTauus. B I1aHHOI cTaThe MCCIemyeTcs I0KHOpYCCKast
MPOTSDKHAST TIeCHSI KaK CI0KHOOPTaHM30BaHHAasi MHOTroIapame-
TpoBas cucTeMa. MaTepuanom Jj1s1 aHaaM3a MOCTY>KUIM ayTeHTUY -
HbIe 3aIyCcH, BbIIIOHEHHbIE B X0 sKcneauiumii B bearoponckoi
o6nactu (cena AdaHacbeBka 1 HiokHsst [TokpoBka). MccnenoBaHue
HaIpaBjeHO Ha BbIIBJIEHNE MepapxXuy mapaMeTpoB, GopMuUpyro-
IIMX LIeTOCTHOCTD MeceHHoi cTpodsl. Ha ocHOBe mpuMepoB KOH-
KpeTHbIX NeceH («JlonHa 6b11a nmpoxasi», «[I0;THO COMHBIIIKY XO0-
IUTB», «Pasimyuniia ¢ APy>KKOM HEBOJISI») aBTOP aHAIU3UPYeT, Kak
HapoJHbIe TEBIIHI BHICTPAMBAIOT MY3bIKAIbHYIO (hopmy. Kioue-
BbIM MHCTPYMEHTOM UCCIIeIOBAHMSI CTAHOBUTCS rpadmuecKuii me-
TOJI, TIO3BOMSIOLINI HAIVIIIHO NIPEACTaBUTb apPXUTEKTOHUKY MHO-
TOTOJIOCHO¥ CTpOdbl. AHANIN3 MOKA3bIBAET, UTO CTPYKTypa MECHN
oIpeiesisieTCsl He CTOMbKO CTUXOBBIM PUTMOM, CKOJIBKO APYTUMU
axTopamu: dazamu gpixaHUS, TyIbcaleit MeTKUX IIUTETbHO-
CTeli ¥ BHYTPEHHUM YyBCTBOM CMMMETPUY GONbILINX BPEMEHHbBIX
OTPe3KOB. ABTOPOM YCTaHABIMBAETCS, YTO (GyHIAMEHT (OPMbI
COCTaBJIsSIeT paBHOMEpHasl puTMMUeckas Nynbcauus. Hap Hum
HaJCTPaMBAIOTCS YPOBHM JIaZOBBIX OIIOP, CBSI3aHHBIX C IbIXaHUEM,
U MeJIOINYECKUX CerMeHTOB. BepUIMHHBIM YpPOBHEM BBICTYIAeT
CUMMeTPUYHOEe YIeHeHMe HalleBa Ha KPYITHbIe MAacCHBbl BDEeMEHH,
TPAHUIIBI KOTOPBIX (DUKCUPYIOTCS KaZeHIMSIMY He3aBUCUMO OT
YyleHeHMsI TeKCTa. BaskHyto posib B 3TOI CuCTEMe UrpaeT UCIIOMHU-
TeJIbCKasI IPUPOA: OT HU3MOMOTMYECKUX 0COOGEHHOCTE (TTaMsTh
Tena, JbIXaHye) 10 FeHIePHBIX TUIIOB MHTOHMPOBaHMS. B pe3yib-
TaTe [IeJIaeTCsl BbIBO, YTO BpeMeHHasl KOOpAMHALMS B HAPOAHO
TecHe MepBUYHaA 10 OTHOIIEHMIO K TeKCTY, UYTO [T03BOJISIET MHTEP-
MPEeTUPOBATH €€ POPMY KaK «IIPOTOMY3bIKATbHYIO» B TOHUMAHUN
COBpPEMEHHOI TeOpUM MY3bIKHU.

KnioueBsle cioBa: benroponckoe IIpuockorbe, rneceHHast
TpaguLus, IOKaJIbHAs TpaguLys, peTMOHaAbHAs TPaguLIMs, UIC-
TIOJTHUTENbCKas MaHepa, Gopma

BiaromapHocTu: ABTOp BbIpakaeT 6arofjapHOCTb Hayu-
HOMY PYKOBOJIUTEJTIO — TOKTOPY MCKYCCTBOBEIEHMsI, Tpodeccopy
MoOCKOBCKOI TOocymapcTBeHHON KoHcepBaTopuu T.A.CrapocTu-
HOJ1 3a IIeHHbIe COBETHI 1 KOHCY/IbTAalluy MPU MOATOTOBKE PYKO-
micH, Grarogaput Kabeapy pycckoit mysbiku MIK um. IT. . Yaii-
KOBCKOTO 32 BO3MOXXHOCTb yUaCTUSI B (DOIBKIIOPHBIX SKCITEULIN-
SIX, B TIPOI[ECCe KOTOPBIX ObT COOpPaH 3HAUMTENIbHBIN MaTepua
[J1s1 uccnenoBaHus. ABTop npusHatesneH IlaxopykoBy 1. A. 3a no-
MOIIb B KOMITBIOTEPHOI 06pa6OTKE JAHHBIX.
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Abstract. This article explores the South Russian long song
as a complex multi-parameter system. The analysis is based on
authentic recordings made during expeditions in the Belgorod
region (the villages of Afanasyevka and Nizhnyaya Pokrovka).
The study aims to identify the hierarchy of parameters that
form the integrity of a song stanza. Using specific examples of
songs (“The Valley Was Wide,” “The Sun Has Done Enough,” and
“Separated from My Friend by Captivity”), the author analyzes
how folk singers construct musical form. The key research tool is
a graphical method that allows for a visual representation of the
architectonics of a multi-voice stanza. The analysis shows that
the structure of a song is determined not so much by the verse
rhythm, but rather by other factors: the phases of breathing, the
pulsation of small durations, and the internal sense of symmetry
in large time periods. The author establishes that the foundation
of the form is based on a uniform rhythmic pulsation.

Keywords: Belgorod Prioskolie, song tradition, local tradi-
tion, regional tradition, performing style, form
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AHHoOTanus. B craTbe BIiepBble pacCMaTPUBAIOTCS HEKO-
TOpble CTOPOHBI XM3HU U TBOPUYECKOV OeSATeIbHOCTU OIHO-
ro "3 KPYIHENHINX [AesTeNeil Pycckoro ¢opTenmMaHHO-UC-
TIOJTHUTEIbCKOTO UCKYycCTBa ocneaHeri Tpetu XIX Beka — [1aBnia
AsrycroBuua ITabcera (1854-1897). Ha mnupoKOM MCTOPUUECKOM
MaTepuase, HepeJKo BIepBble BBOAVMMOM B HAy4YHbBI 06MXO[,
(peleH3MM B POCCUIICKOI M 3apyOEKHOI medaTy, BOCIIOMMHA-
HUSI COBPEMEHHMKOB, CIIPaBOYHbIE U3JAHUS, apXMBHbIE TOKY-
MeHTHI U3 Gounos PTAJI, PHMM, PHB u T.A.) pacKpbIBalOTCS
myTy GOPMUPOBAHUST ¥ PA3BUTUSI €0 APTUCTUUECKOTO 0OIUKA,
pasauyHble M0 HAIPaBIEHHOCTM BO3JEICTBUSI €r0 yuuTeseii,
YTO 06yC/IOBWIO crienyduyeckye 4epThl ero MMaHu3Ma, KOTo-
pble MOXKHO OIpeJieNINTh, KaK M3BeCTHbIV YHMBEPCAIU3M ero Mc-
MOJTHUTENIbCKOTO CTUJIS. IIpOC/IeXXMBaeTCst OOIIPHBIN M Pa3HOO-
6GpasHblii KOHIIEPTHBIN pernepTyap MMaHNUCTA. YTOUHSIETCST BpeMsI
Hayasia ero paboTrel B MOCKOBCKOJ KoHcepBaTopuu. Ompepne-
nsercst Mecto ITabcTa psSIOM € OPYTMMM KOHIIEPTUPYIOUMMMU
MMaHUCTaMM M BeOyIIMMM Tejaroramu ¢oprenmaHHoro da-
KynbTeTa MOCKOBCKOI KOHCepBaTOopuu ero Bpemennu — C. . Ta-
HeeBbiIM U B.U.CadboHOBbIM. IIpoBOOUTCS CpaBHUTENbHBIN
aHaIM3 MX MCIIOTHUTENIbCKON IesITeIbHOCTM KaK IMMaHUCTOB.
BhISICHSIIOTCS TakKe TBopueckue cBsa3u ¢ H. I. u A.T. Pyouniireii-
"Hamuy, II.W.YaiikoBckum, A.W.3wmnoru, C.B.PaxmaHMHOBBIM,
A. C. ApeHCKMM. BbISIBJISIIOTCSI TPUUMHBI M3BECTHOM HELOOLI€HKN
TBOpUYECTBa NMMAHUCTA.

Knrouesbie ciioBa: I1.A.T1a6CT, MCITOMHUTENbCKUI CTUID,
KOHIEPTHBIN perepTyap, pabora B MOCKOBCKOJ KOHCEPBATO-
pUM, COTPYOHUUECTBO C BBIIAIOIMMUCS IMaHUCTaAMM U KOMIIO-
3UTOpPaMMU

st umrupoBanus: Mepkynos A. M. [Tnanuct I1aBen ABry-
cToBmY I1abCT: M3BECTHDIN 1 HEM3BECTHbIN // AKTyaabHbIE MPO-
671eMbl BBICIIETO MY3bIKaJILHOTO O6pasoBanust. 2026. N2 1 (80).
C. 44-53. https://doi.org/10.26086/NK.2026.80.1.008
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Abstract. The article examines for the first time some as-
pects of the life and creative work of Pavel Augustovich Pabst
(1854-1897), one of the most prominent Russian pianists of the
last third of the 19th century. The article is based on a wide range
of historical materials, many of which are new to the scientific
community (reviews in Russian and foreign publications, mem-
oirs of contemporaries, reference works, and archival documents
from the Russian State Archive of Literature and Art, the Russian
National Museum of Music, the Russian National Library, and
others). The article reveals the ways of formation and develop-
ment of his artistic image, as well as the different influences of
his teachers, which led to the specific features of his pianism,
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[Inanuct ITaBen ABryctoBud ITa6ceT:
U3BECTHBIN U HEM3BECTHBIN

which can be described as the well-known versatility of his per-
forming style. The article also explores the extensive and diverse
concert repertoire of the pianist. It clarifies the time when he
began his work at the Moscow Conservatory. The article analyzes
Pabst’s place among other concert pianists and leading teach-
ers of the piano department at the Moscow Conservatory during
his time, such as S.I.Taneyev and V.I.Safonov. A comparative
analysis of their performance activities as pianists is conducted.
Creative connections with N. G. and A. G.Rubinstein, P.I. Tchai-
kovsky, A.1.Ziloti, S.V.Rakhmaninov, and A.S. Arensky are also
revealed. The reasons for the well-known underestimation of the
pianist’s work are identified.

Keywords: P. A. Pabst, performing style, concert repertoire,
work at the Moscow Conservatory, collaboration with outstand-
ing pianists and composers
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AnHoTanusa. CTaTbsl MOCBSIILEHA MCCIeJOBAaHUIO HOBOTO
TeMGPOBOTO COYETAHUST XOPa U JOMPBI B COBPEMEHHOIi OTeue-
CTBEHHOII KOMITO3UTOPCKO¥ MpaKkTuKe. B maHHOi paboTe B Kaue-
CTBe LIEHTPATbHOT0 AaHATUTUYECKOTO 0ObeKTa PacCMaTPUBALTCS
«TpuUnTux» K CHeKTakmwo «Ajneropun» Aprema AHaHbeBa, Ha-
MMCaHHOMY JJIsI aKaieMI1UeCcKOoro Xopa M JOMpbI, — KaK 1epBoe
Npou3BeJeHNe 151 JAaHHOTO COCTaBa, BO3HUKIIee B pe3yibTaTe
TpaHchOpMaluy TeaTPATbHON MY3bIKM B CaMOCTOSITEIbHbIN
KOHIIEPTHBIN LMKI. BiepBble B 0T€UeCTBEHHOM MY3bIKO3HAHUN
NpeAIIpMHYMAETCS CUCTEeMHBI aHaliu3 3TOTO COUYMHEHMS: MC-
CJIeyIOTCST paMaTypruyecKue, skaHpoBble U TeMOPOBBIe pellle-
HUs, 0GYCIOBIeHHbIe KaK CrenudUKoii UCIIOTHUTENTBCKOTO CO-
CTaBa, TaK U epexofoM MaTepuasa 13 CLieHMYeCKOT0 KOHTeKCTa
B KOHLIEPTHBIV popMart. B HayuHbIi1 060POT BBOASITCS paHee He
My6GIMKOBABIIECS] BbICKA3bIBAHUSI KOMITO3UTOpA ApTeMa AHa-
HbeBa, paCKphIBaloLIe aBTOPCKIMIA 3aMbICell ¥ KOHIIENTya/lIbHYIO
OCHOBY coumHeHus. [IpOBOASITCS TMapa/uiesin ¢ COYMHEHWUSIMU
A.Yaiikosckoro, E. ITograiiiia u K. bogpoBsa fjis1 TOro ke cocrasa,
YTO MO3BOJISIET BBISIBUTH 06IIMi€ 3aKOHOMEPHOCTY Y MHAVBULY-
aJbHbIE UePThl KOMIIO3UTOPCKUX MOAXOA0B K JAHHOMY TeMOpO-
BOMY COUETAHMIO, a TAKKE JeMOHCTPUpPYyeT (GOpMUPOBAHUS HO-
BOTO KaHPOBOTO 0O6pa30BaHMs Ha CThIKe HAPOJHON U aKaJeMM-
4yecKoyi Tpaguumii. MccnemoBaHue onypaeTcsl Ha KOMIUIEKCHBI
AHATUTUYECKUIT MeTOH, COUeTaoUINiT MHTOHAIIMOHHBIN, KaHPO-
BBI/l U ApaMaTypruyeckuil aHajin3 My3bIKaJbHOIO MaTepuasa.
[IpuBneKawTCss 3/€MEHTbl epMEeHeBTUYECKOTO IOAXO0Ha MpU
pPaccMOTpPeHMM TPOrPaMMHO-M300pa3UTEeNbHBIX VCTOYHUKOB
«Tpuntuxa» — npoussenennii xxusonucy XIV-XX BB. cTouHu-
KOBe[TUeCKyI0 6a3y COCTaBJISIOT MapTUTypa « TpUTITUXa», & TAKKe
MaTepuasbl UHTEPBbIO C KOMIIO3UTOPOM ApTeMOM AHaHbEBbIM,
MPOBEIEHHOTO aBTOPOM CIIEIIVATIbHO JJIsI JAHHO MyOIMKALIMN.

KiroueBble cmoBa: Xop, OMpPa, XO0poBas (HakTypa, My3bI-
KaJabHbIl TeaTp Aprema AHaHbeBa, AyiekcaHap YaiKkoBCKUIA,
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Abstract. This article continues a series of essays exploring
the new timbre combination of choir and domra in contemporary
Russian compositional practice. The central focus is on Artem
Ananyev’s Triptych for the stage play “Allegories” written for
academic choir and domra. It is the first work by this ensemble
to emerge from the transformation of theatrical music into an
independent concert cycle. For the first time in Russian musi-
cology, a systematic analysis of this work is undertaken: it ex-
amines the dramaturgical, genre, and timbre decisions shaped
by both the specifics of the performing ensemble and the tran-
sition of the material from a stage context to a concert format.
Previously unpublished statements by composer Artem Ananyev
are introduced into scholarly discourse, revealing the composer’s
intention and conceptual framework for the work. A comparative
perspective is provided by works by A.Tchaikovsky, E. Podgaits,
and K.Bodrov for the same performing cast, revealing common
patterns and individual characteristics of composers’ approach-
es to this timbre combination and demonstrating the emergence
of a new genre at the intersection of folk and academic tradi-
tions. The study relies on a comprehensive analytical method,
combining intonational, genre, and dramaturgical analysis of
the musical material. Elements of a hermeneutic approach are
employed in examining the programmatic and visual sources
of “Triptych”— paintings from the 14th to 20th centuries. The
source basis is comprised of the full score of “Triptych” and the
interview with composer Artem Ananyev, conducted by the au-
thor specifically for this publication.

Keywords: choir, domra, choral texture, musical theater of
Artyom Ananyev, Alexander Tchaikovsky, Kuzma Bodrov, Efrem
Podgaits
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AnHOTanusa. Cpeayt pPycCKMX OIEPHBIX IEBLIOB, CONPU-
KOCHYBIIMXCSI C TPAaHIMO3HbIMM TBOpeHMsimu P.BarHepa Ha py-
6eske XIX-XX BB., BeigensieTcst purypa MapuaHHbl BopucOBHbI
Yepkacckoit (1876-1934)!, mpumaLoHHBI MapUMHCKOTO TeaTpa,
TOJTyYMBILE}i B JAHHOM aMILUTya eBPOIeiiCKyIo 13BecTHOCTh. 06-
Jamast ApaMaTUYeCcKMM COTPaHO GOJBIIOro gMana3oHa, apTUCT-
Ka cymesa OBJIaJleTb COOTBETCTBYIOIIMM CTWJIEM MCIIOJHEHMS,
yeM HeM3MeHHO BOCXullana COBpeMeHHMKOB. HeciyuaiiHo, oHa
cumMTanach ONHOM U3 JydlinX BpyHIMIbI CBOEro BpeMeH!, UTo
6bUIO MPU3HAHO GOBIIMHCTBOM KaK PYCCKUX, TAK M MHOCTPAH-
HBIX KPUTUKOB. [lofIMHHbIE TOKYMEHTBI 3IIOXM HaISIAHO [e-
MOHCTPUPYIOT YPOBEHb MacTepCTBa ¥ 3HAUMMOCTb TBOpUECTBa
M. B. Yepkacckoii i1 CTaHOBJIEHMSI M PA3BUTUSI «PYyCCKOI BarHe-
praHbl». YKe OIHOTO 3TOTO ObIIO ObI JOCTATOYHO, YTOOBI MPHU-
YUCIUTD ee K BeoyUIM MPeCTaBUTeNIM MYy3bIKaJbHOTO aKkajie-
MMUYECKOTO MCKYCCTBA TOTO BpeMeHM. OHaKO XyI0KeCTBeHHbIN
6araxk apTUCTKY 6bIJT HAMHOTO pa3HOOGpa3Hee VM BKITIOUAI B Ce0st
pSiI IJIaBHBIX IAPTUI B M3BECTHBIX OIlepax OTeYeCTBEHHOIO U 3a-
py6eskHOTO penepryapa. Tak, emne OgHOM 3HAMEHWUTON POJIbI0
Mapuannbl BopucosHb! crana ®eBponust B omnepe «CkasaHue
0 HeBuAMMoOM rpage Kurexe u nese ®esponun» H. A. Pumckoro-
KopcakoBa. B mHTeprpeTanuu meBuibl 00pa3 KPOTKOI [1E€BBI
NproGpes CTONb UCKITIOUUTENbHYI0 YOeOUTEeNIbHOCTb, UTO CTas
acCcoLMMPOBATLCSl Y COBPEMEHHUKOB MMEHHO ¢ Heii. Takum
ob6pasom, M.B.Yepkacckass BHeCjIa BaKHBIN BK/IAJ HE TOJIBKO
B CTAHOBJIEHME U PA3BUTHME «PYCCKOI BarHepMaHbl», HO U OTeve-
CTBEHHOTO OIEPHOI0 MCKYCCTBA B 1[€JI0M, II03TOMY 3HauUeHue ee
TBOpPYECTBA TPYAHO MepPeOLleHUTbD.

KaroueBbie cimoBa: M.B.Yepkacckas, Baruep, BarHepoB-
CKMI1 TIeBell, «pyccKasi BarHepuaHa», bpyHrunbna, ®eBpoHus,
MapuuHCcKnii TeaTp.
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Abstract. Among Russian opera singers who came into
contact with the grandiose R. Wagner’s works at the turn of the

© [lapma E. 0., Boiiko I. P., 2026

XIX-XX centuries, the figure of Marianna Borisovna Cherkass-
kaya (1876-1934), the prima donna of the Mariinsky Theater,
who gained European fame in this role, stands out. Having
a dramatic soprano voice with a wide range, the artist managed
to master the appropriate style of performance, which her con-
temporaries always admired. It is no coincidence that she was
considered one of the best Brunhilds of her time, which was rec-
ognized both by Russian and foreign critics. The original doc-
uments of the epoch clearly demonstrate the level of skill and
the importance of Cherkasskaya’s work for the formation and
development of the “Russian Wagnerian”. Only this fact would
have been enough to rank her among the leading represent-
atives of the musical academic art of that time. However, the
artist’s repertoire was much more diverse and included a num-
ber of major roles in famous operas of the domestic and foreign
composers. So, another famous role of Marianna Borisovna was
Fevronia in the opera “The Tale of the Invisible City of Kitezh
and the Virgin of Fevronia” by N. A.Rimsky-Korsakov. In the
singer’s interpretation, the image of the meek maiden acquired
such exceptional persuasiveness that it became associated with
her among contemporaries. Thereby, M. B. Cherkasskaya made
an important contribution not only to the formation and devel-
opment of the “Russian Wagneriana”, but also to the national
opera art as a whole, therefore, the importance of her work in
this context cannot be overestimated.

Keywords: M. B. Cherkasskaya, Wagner, Wagnerian singer,
“Russian Wagnerian”, Brunhilda, Fevronia, Mariinsky Theatre.
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AnnHoTanys. CTaTbsl IOCBSIIEHA aHAIN3Y KOHLENMY 3BY-
KoBoro jaHpmmadrTa (cayHackeiina) P.Mioppes llleiidepa u ee
aKTyaJbHOCTY B KOHTEKCTe COBPEMEHHOIO MCKYCCTBa U 3KOJIO-
I'MYecKuX BbI30BOB. PaccmatpuBaetcs sBomonyst uneit [leiide-
pa, U3JIOKEHHBIX B pabore «3BYKOBOII maHgmadT: Halla 3BYKO-
Basl cpella ¥ HACTPOiika MUPa», OT KPUTUKU MHIYCTPUATBHOTO
myma 1o UX ajantauuy B uudposyio smoxy. CoBpeMeHHbIe Xy-
IOKHVKM, Takue Kak Katu ITatepcon, Kpuctuna Ky6um n Bumn
@oHTaHa, [eMOHCTPUPYIOT HECTaHAAPTHbIE MOAXOAbI K 3BYKY:
OT JOKYMEHTUPOBAHMS «TOJI0OCOB» TAIOIIMX JIEIHUKOB 0 MTPeob-
pa30BaHUsI AIEKTPOMArHUTHBIX T0JIeli B ayiuaibHble KOMIIO3M-
uun. Ocoboe BHUMAaHME B CTaThe yeIeHO Kelicy BeHelMaHCKo
6uenHaie 2024 roga, roe mpoekT «Due qui / To hear» mpeBpaTui
CIyIIaHKe B aKT KOJJIEKTUBHOTO MPUCYTCTBUS U pediekcun oT-
HOCUTEJIBHO TOTO, KaK 3BYK CTAHOBUTCSI MMITYJIbCOM K IMaJIOTy
MEXIY 4eJI0BEKOM, TEXHOJIOTUSIMU Y TIPUPOM0IA.

KiroueBble cj10Ba: COBpeMeHHOe UCKYCCTBO, MeManuCKyc-
CTBO, CAyHZ-apT, CAYH/ICKEITI, 3ByKOBOI JaHAIIA(DT, 3BYK, IIYM
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Abstract. The article analyzes the concept of the sound-
scape by R.Murray Schafer and its relevance in the context of
contemporary art and environmental challenges. It examines the
evolution of Schafer’s ideas, as presented in his work “The Sound-
scape: Our Sonic Environment and the Tuning of the World”,
from his critique of industrial noise to its adaptation in the dig-
ital age. Contemporary artists such as Katie Paterson, Kristina
Kubish, and Bill Fontana demonstrate innovative approaches
to sound, from documenting the “voices” of melting glaciers to
transforming electromagnetic fields into auditory compositions.
The article focuses on the 2024 Venice Biennale, where the “Due
qui / To hear” project transformed listening into an act of collec-
tive presence and reflection on how sound becomes an impetus
for dialogue between humans, technology, and nature

Keywords: contemporary art, media art, sound art, sound-
scape, sound landscape, sound, noise
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AnHoTanusa. Kuraiickast XyoxkecTBeHHast ITeCHsI Ha OCHO-
Be IpeBHel M0331n, Oyayuy CUHTeTUUeCKO hopMOoit MCKYCCTBa,
06beJMHSIONIEH IPeBHEKUTAICKYIO IUTEPATYPY ¥ COBPEMEHHYIO
MY3BbIKY, BOIJIOIIAET CBOIO KITIOUEBYIO 3CTETUUYECKYIO XapaKTepu-
CTUKY — «XyI,OXKeCTBEHHbIV 06pa3» (M I3MH), KOTOPAasI IPeCTaB-
JiseT co60ii KOHIIEHTPMPOBAHHOE BBbIpaKEHME Myxa KUTaCKOM
9CTeTUKU. B IaHHOII cTaThe C MOMOIbI0 MEXIMUCIUIIMHAPHOTO
MCCIe0BATeNbCKOTO TIOAX0Aa CUCTeMAaTUUeCKU MCCIemyITCs
MexaHM3Mbl GOPMUPOBAHUS, TYTU BbIPAKEHUS] M COBpEMEHHast
TpaHchopMalus XyIOKeCTBEHHOro 06pa3a B MEeCHSIX Ha JpeB-
HMe cTuxu. VccienoBaHue MOKa3bIBAET, UTO XYLOXKEeCTBEHHBIN
06pas AOCTUraeT SMOLMOHAIBHOTO CUMHTE3a JAPEeBHEKUTAICKOM
JIUTEPATypPbl ¥ COBPEMEHHOI MY3bIKM TIOCPEACTBOM (hoHeTHUe-
CKOJt CMMBOJIMKY ¥ 3MOLIMOHAJIbHBIX acCOLMAlINiA, TpeooeBa-
€T SI3bIKOBBIE TPAHUI[I 6Iar0AAPsI MEKKYIbTYPHOMY MY3bIKA/Tb-
HOMY MaJIOTy U aKTUBU3UPYET XKU3HEHHYI0 CUITY TPaAuLMOH-
HOJ KUTaMCKOM 3CTeTMKM uyepe3 MHHOBALMM B COBPEMEHHOM
VICIIOJIHUTEIIbCTBE.

BoicTymenne Jisio YanbroHa! ¢ mponsBeneHneM «IIpenuys-
crBue BogsiHOI Meonum» (ZKIEHKk) Ha ciosa Cy 1lIu Bo Bpems
eBpOIeliCKOro TypHe A0Ka3ajao, UTO 3amajgHasi ayauTopus, He
MOHMMasT KUTACKOro s13bIKa, CIIOCOOHA BOCIIPUHMMATD KPACOTY
Xy OKeCTBEHHOTO 06pa3a B IpeBHell BOCTOUHO [T033UM Yepe3
(boHEeTHUeCKYIO CTPYKTYPY SI3bIKa U TEMOPOBYIO MOLYIISIINIO. DTO
pPaCKpbIBAET CYIIHOCTb MEXKKY/IbTYPHOTO PE30HAHCA 3BYKOBBIX
CMMBOJIOB. MeXAyHapogHOe paclpocTpaHeHue KUTACKON Xy-
JI0KeCTBEHHO IeCHY He TOIbKO PEKOHCTPYUPYET KOTHUTUBHYIO
KapTy MMPOBOTO BOKaJIbHOTO MCKYCCTBa, HO M IpENOCTaBJIsSET
HOBYIO IIPaKTUUECKYI0 Mapagurmy Ajsl Auajaora pa3sHbIX MY3bI-
KaJIbHBIX LVBUIM3ALUIA.

KinioueBble €10Ba: KUTAlCKasl XymOKeCTBEHHasl ITEeCHS,
I peBHeKUTAlCKast M033usl, XyHNOXKEeCTBEHHBI 06pa3, MeKKYIb-
TypHasi KOMMYHMKaIIVs, CEMUOTUKA 3BYKa, TPAAULIUSI eJUHCTBA
033U U MY3bIKH.
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Abstract. As a composite art form integrating ancient Chi-
nese literature with modern music, the Chinese art song centers
around its core aesthetic characteristic — yijing (artistic concep-
tion) — which embodies the essence of Chinese aesthetic phi-
losophy. This study employs interdisciplinary methodologies to
systematically investigate the generative mechanisms, expres-
sive pathways, and contemporary transformations of yijing in
classical poetry art songs. Research reveals that yijing achieves
emotional fusion between ancient Chinese poetry and modern
music through phonetic symbolism and affective resonance,
transcends linguistic boundaries via cross-cultural musical dia-
logue, and revitalizes the vitality of traditional Chinese aesthet-
ics through innovative performance practices.

Liao Changyong’s European tour performance of Su Shi’s
Prelude to Water Melody (Shuidiao Getou) demonstrates that
Western audiences, despite lacking Chinese linguistic compre-
hension, perceive the beauty of yijing in ancient Eastern poetry
through tonal variations and phonetic structures. This phenom-
enon unveils the cross-cultural universality of sonic symbolism.
The international dissemination of Chinese art songs not only
reshapes the cognitive landscape of global vocal arts but also
establishes a new practical paradigm for intercultural dialogue
within different musical civilizations.

Keywords: Chinese art song; Classical Chinese poetry, Yi-
jing (artistic conception), Cross-cultural communication, Sound
semiotics, Poetry-music tradition
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AHHOTanus. B craTbe NpencTaBaeHO MeXAMCLUIIIVMHAPD-
HOe JCClefoBaHKe, NPOBeNeHHOe Ha CTbIKe KyJIbTyPOJIOIUM
u abpuKaHUCTUKU. B pabore 3aTpoHyTa mpobiemMaTuka IieH-
HOCT€Ii, CMBICJIOB M KYJIbTYPHBIX KOJOB, KOTOpbIe (uaocodbl
M KyJIbTYPOJIOTY OIpeAeNsioT Kak CKOHLEHTPUPOBAHHYI0 MH-
dopmarnuio, Habop XapaKTEPUCTUK, CIIOCOOCTBYIOMINX UIEHTN-
duxanum xynbrypsl. Kynerypa Adpukn ioskHee Caxapsl Ipep-
CTaB/sieT €O00Ji KOMIUIEKC HaIlJIaCTOBAHMIA, CBSI3aHHBIX Kak
C JIOKOJIOHMAJbHBIM TlepuonoM adpUKAHCKOM UCTOpUM, TakK
M C COLMOKYJIbTYPHBIMM BIMUSIHUSIMM KOJIOHMAJIbHOTO Tepuoza.
OnuH 13 OCHOBHBIX IUIACTOB apMKAHCKOI KYJIbTYPbI CBSI3aH
C CHUCTeMOI TpaAULMOHHBIX LEHHOCTEeN, C TPaIUIMOHHBIMU
MUGO-PeNUTMO3HbBIMM TIPEACTABIEHUSIMHA, C OOIIMHHBIMU GOP-
MaMM KM3HEYCTPOIICTBA U COIMATbHBIX KOMMYHUKAIMIA, C CU-
CTEeMOIi B3aMMOCBSI3€eii C IPMUPO0Ii 1 06IeCTBOM. DTa CUCTEMA
LeHHOCTeli copMupoBaack B JOKOTOHMAIBHBIN ITepUOz, Gblia
MOJIBeprHyTa GecrnpeliefeHTHOMY [aBIe€HUI0 U IUCKPeIUTa-
LMY B KOJIOHMATbHOE BpeMsI U cejiuac sIBJISIeTCsl OLHOI U3 OIop
apMKAHCKOTO BO3POKIEHMSI, Pa3BUTUSI UM KOHCTPYMPOBAHMS
COOCTBEHHOM  KY/JIbTYPHO-UMBWIN3AIMOHHON WAEHTUUHOCT.
Lenblo ¥CCIeqOBaHMS SIBJISIETCS PACCMOTPEHMe 0COGeHHOCTell
TPaAUIIIOHHOTO ahPUKAHCKOTO MYy3bIKaTbHOTO UCKYCCTBA B CU-
cTeMe KyJIbTyPHO-MCTOPUMYECKUX MPOLLECCOB, B KOTOPbIE BKIIIO-
yeHbI cTpaHbl Adpukn 1okHee Caxapbl. CoenaHbl BBIBOABI, YTO
B adpMKaHCKO} My3bIKe M TaHIle B IIOTHOJ Mepe OTpaskeHbI
cnenubuyeckre adprkaHcKkye I@HHOCTHO-CMBICJIOBbIE KOM-
TJIEKChI, CBSI3aHHbBIE C KYJIbTYPHO-UCTOPUYECKMMU TIpOlieccaMmu
¥ GyHAAMEeHTaTbHbIMM aDPUKAHCKUMU TPATUIIVISIMMA.
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MU, LeHHOCTH, abpUKAHCKasT My3bIKa
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Abstract. The article presents an interdisciplinary study

conducted at the intersection of cultural studies and African
studies. The work touches upon the problem of values, mean-
ings and cultural codes, which philosophers and cultural scien-
tists define as concentrated information, a set of characteristics
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that contribute to the identification of culture. The culture of
sub-Saharan Africa is a complex of strata associated with both
the pre-colonial period of African history and the socio-cultural
influences of the colonial period. One of the main strata of Af-
rican culture is associated with a system of traditional values,
with traditional mythological and religious beliefs, with com-
munal forms of life and social communication, with a system
of interrelationships with nature and society. This value system
was formed in the pre-colonial period, was subjected to unprece-
dented pressure and discrediting during the colonial period, and
is one of the pillars of the African renaissance, the development
and construction of its own cultural and civilizational identity.
The purpose of the study was to study the features of tradition-
al African musical art in the system of cultural and historical
processes that include sub-Saharan Africa. It is concluded that
African traditional music fully reflects the specific African value-
semantic complexes associated with cultural and historical pro-
cesses and African traditional values.

Keywords: Culture, sub-Saharan Africa, cultural codes,
value-semantic complexes, traditions, values, African music
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AnHoTtanusa. Tema 1eneBoii NMPUUMHHOCTU, LieJiecTpe-
MUTEIbHOTO BCEEAVHCTBA OBbITUS, SIBISIETCS KIIOUOM K Hayke
HayKk — OyHlaMeHTa/lbHO [1efaroruke 4yejaoBeyecTBa, OXBaThl-
Balollleil Bce BpeMeHa MCTOPUM U BCe CTOPOHBI XXM3HU. [luano-
ruJeckas cuia, oJAHMMAaloIast, Hapobl, UMBUIU3ALUN, JaPYIO-
I1asi CMBIC/T BCEMY, TBOPSIIIAS IMBHYIO CBEXKECTh OBITHSI, 30BETCSI
cuHeprueit. B Heit — rOTOBHOCTbD K TPY/Y ¥ TIOABUTY, OO ABIIIUT
BIOXHOBeHMeM, 6e3 KoToporo TomHo. OHa [IeiiCTByeT BO BceX
MaciTabax BpeMeHM OT KPOXOTHOW MCIOTHUTEIbCKOV MYy3bI-
KaJIbHOI 11e3yPbI 10 UcTOpuH B LienioM. Camo BpeMst ripeobpaske-
HO, 160 IBVDKETCS K TBOPUECKOMY MUTY HACTOSIIIETO 13 YaeMOTo
6ynymiero. Mur HacCTOSIIIETO CTAHOBUTCSI COBIBAHMEM JIYYIIETO,
a IIpoIIoe, TO, UTO €MY ITPEIIIeCTBOBAIO, — TOXEe OOHOBJISIETCS :
OTKPBIBAETCS KaK IIAHC JTy4llero.
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Abstract. Purposeful causality, purposeful unity of being
are the key to the science of sciences — the Fundamental ped-
agogy of mankind, covering all times of history and all aspects
of life. The dialogic force that lifts people, peoples, civilizations
gives meaning to everything, creates a wondrous freshness
of being. This force is called synergy. It includes readiness for
work and achievement, for it breathes with inspiration, without
which one is sick. It operates on all scales of time from a tiny
performing musical caesura to history as a whole. Time itself is
transformed, for it is moving towards the creative moment of the
present from the desired future. The present moment becomes
the realization of the best, and the past, that preceded it, is also
renewed: it opens up as a chance for the best.

Keywords: purposefulness, synergy, organization of pur-
poseful time, synergy time
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