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CHINESE COMPOSERS

Summary: The primary focus of the article is to exam-
ine the leading forms of stylistic synthesis in the works of
Chinese composers of the second half of the 20th - first
quarter of the 21st centuries, using the flute performance
repertoire as an example. The goal of the work is to com-
prehend the dominant trends in modern composing in the
East Asian region by considering the functions of the na-
tional style in the works of modern Chinese composers.
For this purpose, a comprehensive, hermeneutic, compar-
ative approach and the method of musicological analy-
sis are used. As a result of the study, the leading forms of
stylistic synthesis used in the works of Wu Cheng-Yu, Guo
Wenjing, Zhu Shirui, Zhang Chuan Hao, Zhou Long, Yang
Qing, Shuwen Zhang, Zhou Tian, and Ma Yong were es-
tablished. Among them, the following seem to be the most
relevant: preservation of musical intonation of recognisa-
ble national tunes as a leading technique for embodying
a national image in music; inclusion of various Chinese
flutes (the xiao, the paixiao, the di, and others) in different
ensembles with Western European instruments as well as
one of the timbres of the Western European symphony or-
chestra; unification of characteristic features of academic,
national, and modern styles through the synthesis of an-

With the beginning of the Reform and Opening
Up policy in 1978, Chinese musicians began to
actively master Western European art and, in
general, world culture, introducing its characteristic
elements into their own education and civilisation.
It is natural that modern trends of globalisation
fundamentally pose the problem of preserving
individual-specific and authentic features in musical
and artistic culture. Accordingly, the development of
the ability to navigate in various styles, knowledge
of their leading characteristics, and the use of
this knowledge by musicians in China and, more
broadly, in world performing practice are currently

hemitonic scale and atonality, multimedia technologies,
instrumental theatre with classical form, artistic method
of admiring the object, and the technique of combining
various allusions as a method by which the work’s musical
material is formed. The named diffusion forms correspond
to the updated content of modern musical compositions by
Chinese musicians. They master images of virtual univers-
es and unique earthly landscapes, acoustic properties of
silence, and unusual forms of dialogue between man and
nature. Experiments with updated artistic themes and im-
ages, differentiation and mixing of various timbre, modal,
and harmonic palettes in music offer a wealth of resources
for contemporary musicians-performers looking to explore
fresh approaches to interpretation. It is mostly represented
by the interpretations of modern Chinese flutists — Chen
Tingwei, Chen Sanging, Chen Qiling. They blend nation-
al traditions with modernity — instrumental theatre and
the use of multimedia technologies.

Keywords: Chinese national style, artistic method, com-
position techniques, traditional and modern, themes and
images, performing activities, Chinese flute, Western Eu-
ropean flute.

an indicator of serious professional training and a
pressing problem in the development of modern
musical art and education in general.

In 1979, while reflecting on the development
of contemporary composer creativity, Russian
musicologist M. Aranovsky introduced the term
"stylistic pluralism”'. He designated with it the
abundance of stylistic stratifications inherent in
the development of artistic culture of the 20th

1. Aranovsky, M. G. “Symphonic Searches. The Symphony Genre
in Soviet Music of the 1960s-1975s". 1979. Research Essays.
Leningrad: Sovetsky Kompozitor, p.154.
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century. Studying style as a system of relations?, E.
Ruchevskaya considers two contradictory trends,
expressed by the tendencies of stylistic plurality
and the desire for convergence of styles, in the
music of the 20th century. Observed by researchers
at different levels of music creation, the diffusion
of stylistic means characterises flute compositions
of modern Chinese composers. Important features
of the majority of their creative work are 1) not
only their compositional talent but also their
performances as flutists; 2) understanding the
national style category and different techniques
of working with it in their compositions.

The purpose of the article is to consider the
functions of national style in the works of modern
Chinese composers in order to understand the
leading trends in contemporary composer creativity
in the East Asian region.

Traditions of recreating the signs of national style
as a marker of another artistic culture were presented
in the work of many composers. These include the
works Three Japanese Lyrics for soprano and chamber
orchestra and Four Russian Songs for Mezzo-Soprano,
Flute, Harp, and Guitar by |. Stravinsky, M. Ravel's
works Chansons Madécasses for soprano, flute, cello,
and piano to words by E. Parny; H. Villa-Lobos's
works Bachianas Brasileiras No. 5 for voice (flute)
and cello ensemble and P. Sarasate’s “Gypsy Airs”,
“Scottish Melodies”, “Melodia Rumana”, “Russian
Songs”.

In most miniatures, national artistic images
become the trigger that actualises the recreation
of national style features in music. Thus, in the
cycle Japanese Lyrics, the impetus for Stravinsky's
imagination was provided by images of nature: 1.
"White Flowers” — Akahito, 2. "Spring Has Come”
— Masatsumi, 3. “What is White in the Distance?”
— Tsaraiuki. In the cycle Four Russian Songs...,
the basis was provided by images from Russian
fairy tales: 1. “The Drake”, 2. "A Russian Spiritual”,
3. "Geese and Swans”, 4. “Tilli-Bom". Many of the
listed works, originally written for voice or violin,
sound no less expressive in flute transcription. For
the composer, his idea of the music of a particular
people was most important in the interpretation
of national style, while in the interpretation of the
performer, their experience and auditory memory
become significant. The latter allows the musician

2. Ruchevskaya, E. A. “Style as a System of Relations” // 2011.
Works of Different Years. Articles. Notes. Memories. Vol. 1. St.
Petersburg: Kompozitor, pp. 62-63 (57-66).
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to reproduce “intonation complexes that have taken
root in the music of a given nation ... throughout
the centuries-old history of development, securing
... the most typical, indicative intonations as the
‘core’3. Thus, musical intonation and artistic image
are often a generalised expression of national style
in the music of the flute repertoire.

This is precisely what occurs in contemporary
Chinese composers’ compositions. A play by Chinese
composer Huang Huwei, The Bright Sun Shines over
the Tian Shan, is based on a recognisable motif of the
Xinjiang folk melody. The general intonation basis
of this motif unites the variation form development.
The arrangement by Cindy Mao and Ma Baoling
presents a popular Shandong lullaby, creating the
national flavour of the play Purple Bamboo Flute.

Another form of stylistic synthesis is presented in
the work of the famous Chinese flutist and composer,
Wu Cheng-Yu. He specialised in studying modern
and baroque flute at the Amsterdam Conservatory.
In his work, he combines Western European flute
and varieties of the national flute — the xiao, the
paixiao, the di, and others. Now he is a guest soloist
of several European and Asian ensembles of early
music. At the same time, Wu Cheng-Yu participates
in the performance of electronic music concerts and
many festivals of contemporary music.

Wu Cheng-Yu is the creator of Just Flute?, a series
of flute concerts. The purpose of this composition
was to create a real performance using only one
instrument — the flute. By means of different flutes,
various stage and sound effects, the composer shows
the acoustic evolution of the flute from ancient times
to the present day. The first concert from Just Flute?
project took place in Amsterdam in 2012 and gained
wide recognition. Afterwards, concerts were held
at the Van Gogh Museum in the Netherlands, in
Shanghai, at the Taipei International Contemporary
Music Festival“.

In contemporary flute music, national style is
frequently achieved by combining uncommon timbre
combinations produced by various Chinese flute
types with instruments from contemporary Western
European symphony orchestras. Bamboo flute
concertos, The Melancholy to the Empty Mountain
and Wildfire, by Guo Wenjing are examples of such
works. In Twelve Questions by Zhu Shirui, the Chinese

3. Kazantseva, L. P. Fundamentals of the Theory of Musical
Content. 2001. Astrakhan: Fakel, Astrakhangazprom, p. 91.

4. Qin, Xin Xinghai. "Reflections after Comparison — Reflections
on the State of Flute Teaching” // 2007. Journal of the
Conservatory of Music, No. 1, p. 17.

flute is represented by six national varieties (xiao,
paixiao, di, mendi, qudi, bangdi) capturing unique
forms of dialogue in music.

A combination of academic and modern styles in
works for flute is another form of stylistic synthesis.
Ten Jue Ju by Wu Cheng-Yu is a modern musical
project written for solo flute, combining traditional
Chinese culture with Western classical music. The
literal translation of the title of the work is “ten
beautiful poems”. Wu Cheng-Yu invited composers
of different nationalities and cultures, including from
Taiwan, Hong Kong, China, the Netherlands, and Italy,
to create this musical poem. It blends modern music
and ancient Chinese poetry of the Tang Dynasty. The
work combines the sound of classical instruments
and the use of multimedia technologies®.

In Zhang Chuanhao’s composition for flute,
saxophone and voice, Bridge to Faraway, written
in 2018, the classical three-part form includes
contemporary means of expression. These
are a free tempo (ad libitum), multiphonics,
modern performance techniques: voice appears
simultaneously with playing the melody on the
flute, beating the instrument. The image of silence,
mastered in the works of Western European
composers of the 20th century, becomes relevant
in the compositions “4'33" and “4'33 No. 2" by G.
Cage, in the symphony “l Hear ... Silence” by S.
Gubaidulina, “Lux Aeterna” by A. Knaifel, the Silent
Songs vocal cycle by V. Silvestrov, cadenzas in the
Fourth Violin Concerto by A. Schnittke. The poetics of
silence in Zhang Chuanhao's music is associated with
the symbolic meaning of a bridge, which represents
the connection between the real and the unreal, the
otherworldly, in traditional Chinese culture.

“The Deep, Deep Sea” by Zhou Long® is created
in a similar stylistic key. “To bridge the deep, deep
sea” - thus ends the English translation of “The
Hard Road” by Tang Dynasty Chinese poet Li Bai
(701-762 CE). Zhou Long uses the poem'’s closing
words as the title of the work that explores the
evocative metaphor of a sea voyage under difficult
circumstances while taking as its theme the hope
that distance can be overcome. Zhou Long's
“Deep, Deep Sea” is essentially a transcription of
his earlier work “Green” (1984) for bamboo di flute
and pipa (Chinese lute). The score also includes

5. Jin, Ya Wen. Music Education Methodology. New Course in
Primary School. 2003. Beijing: Folk Music, p. 115.

6. Zhou Long. URL: https://global.oup.com/academic/
category/arts-and-humanities/sheet-music/composers/
zhoulong/?cc=ru&lang=en& (date of access: 04.03.2025).

alto and piccolo flutes, timpani, harp, and strings.
According to the composer’, the acoustic processing
of the sound material of “The Deep, Deep Sea” in
the impressionistic style by Zhou Long, numerous
motivic interactions between the flute parts and
the ensemble, reveal a subtle, multifaceted world
of relationships between man and nature.

The combination of academic, national, and
modern styles is typical for the embodiment of
unique natural landscapes, as, for example, in the
composition “"Desert” by Yang Qing. The traditional
beginning is embodied by the melodies of Chinese
folk songs using the traditional Yu mode. At the same
time, folk melodies in augmented and diminished
consonances and dissonances create an unusual
sound entourage of the image of the desert in music.

National style in combination with modern
musical means is used by Chinese composers of the
early 21st century as an artistic method of describing
objects of reality. Modal synthesis of atonality and
anhemitonics (pentatonics) characterises a new
aspect of stylistic diffusion in Shuwen Zhang's
chamber ensemble, Jasmine Flower, for flute, two
saxophones, and piano. The aesthetics of admiring
an object as an artistic method is preserved in
“Irises”, a duet for flute and piano by Zhou Tian®. The
impressionistic ligature of the texture, the phonism
of the harmony mark the depiction of the image
of flowers as a musical picture in the first part of
“Irises”. The scherzo quality emphasised by the motor
movement in the flute part and its immersion in
rich, expressive harmonies conveys the creator’s
ironic view in the second part of “Capriccio”. The
vocal arioso intonation of the flute, given in the
rarefied texture of frozen consonant harmonies
and then atonal sounds, is perceived as a certain
standard image of the instrumental Arioso in
the third part, miraculously preserved in modern
times. The toccata vortex movement in the fourth
part connects its thematics with the constructive
searches in the reflection of modern machinery by
composers of the early 20th century. Thus, in Zhou
Tian's composition, sketches of the surrounding
reality are united by various forms of movement:
from impressionistic meditation in Part I, through
the Baroque perpetuum mobile in Part Il, a lyrical
monologue-confession in Part lll, and modelling the
movement of modern machinery in Part IV. At the

7. lbid.
8. Zhou Tian. Personal page. URL: https://zhoutianmusic.com/
about/ (date of access: 12.02.2023).
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same time, the combination of various allusions as a
compositional technique is aimed at the formation
of the musical content of the work.

Another way to portray the national style is
through instrumental theatre compositions. For
example, Sunday Concert — Music for Tea, a solo
concert for flute by Ma Yong. The flutist presents
a collection of popular solo works by Chinese
composers for flute, accompanied by commentary
from the performer and specially selected audiovisual
effects.

Spectacularity, virtuosity, and bright theatrical
effects distinguish the performances of modern
Chinese flutists: Chen Tingwei, Chen Sanging, Chen
Qiling. Chen Tingwei, one of the contemporary flute
players, won the first prize at the 47th Budapest
International Flute Competition in 2019. Recalling
the course of the competition, Chen Tingwei said
that just an hour before the start of the competition,
it was possible to find mutual understanding with
both the accompanist and the orchestra; however,
mastering the competition repertoire, ranging from
ancient music to modern pieces, was a serious
challenge for its participants. In his competition
repertoire, the musician included works by Chinese
composers, in particular, Xu Songren’s “Imagination
Competition” and Zheng Libin's characteristic work,
“You Command Jiafu”. After receiving the award at
the Budapest International Flute Competition, Chen
Tingwei returned to Taiwan for the first time and
devoted all his time to training musicians of the
Taipei Philharmonic Youth Orchestra. Chen Tingwei
has been a member of the orchestra since middle
school and believes that “...the orchestra allowed
us to gain necessary practical experience”®. Chen
Tingwei is currently preparing to participate in the
Geneva International Music Competition and the
Kobe International Flute Competition in Japan,
scheduled from August 26 to September 7, 2025.

Another famous flutist in China, Chen Sanqing,
began his studies at the Zurich Conservatory

9. Zhu, Xiumin. “Research on Flute Education Development at
the Shanghai Conservatory (1927-2007)". 2010. Shanghai:
Shanghai Conservatory Publishing House, p. 112.
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in Switzerland and continued at the Geneva
Conservatory. After returning to China, he has
been working at the Beijing Symphony Orchestra
and teaching at the China Conservatory and the
Central Conservatory. He and his sister, Chen
Qiling, organised the first Beijing International
Flute Competition in 2006. Four such international
competitions were held In 2018. They are very
important for young musicians, since the younger
generation can see new prospects in the performing
arts development™.

To summarise, we note the leading forms of
stylistic synthesis that are relevant for the flute
repertoire of modern Chinese composers of the
second half of the 20th — first quarter of the 21st
centuries:

— preservation of the musical intonation of
recognisable national tunes as a leading technique
for embodying a national image in music;

— inclusion of various Chinese flutes (the xiao, the
paixiao, the di, and others) in different ensembles
with Western European instruments and their use
as one of the timbres of the Western European
symphony orchestra;

— unification of characteristic features of
academic, national, and modern styles through the
synthesis of anhemitonics and atonality, multimedia
technologies, instrumental theatre with classical
form, artistic method of admiring the object, and
the technique of combining various allusions as
a method by which the work’s musical material is
formed.

The named forms of diffusion correspond to the
updated content of modern musical compositions
by Chinese musicians. They master the images of
virtual universes and unique earthly landscapes,
acoustic properties of silence and unusual forms of
dialogue between man and nature. Experiments with
updated artistic themes and images, differentiation
and mixing of various timbre, modal, and harmonic
palettes in music offer a wealth of resources for
contemporary musicians-performers looking to
explore fresh approaches to interpretation.

10. lbid. P. 114.
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CTWJ1b B TBOPYECTBE COBPEMEHHbIX
KWTANCKIX KOMMO3UTOPOB

AHHOMayus: lnasHeIM HanpaeieHueM cmameu s6/5-
emcA uccnedosaHue gedywjux popm cmusaegozo cuHmesa
8 meopuyecmae kKumatickux KOMno3umopog emopoli no-
n108UHbI XX — nepsoli yemeepmu XX| eeka Ha npumepe
¢nelimogozo ucnosHumensckozo penepmyapa. Liess pa-
6omesl — paccMompeme yHKYUU HAYUOHA6HO20 CMUAA
8 npoussedeHUsX coBpeMeHHbIX KUmalickux KoMno3umo-
pos, Ymobbl NOHAMb 8edyujue meHOeHyUU CO8peMeHHO-
20 KOMNO3UMOPCKO20 MBOopYecmeaa 80CMOYHOA3UAMCKO20
peauoHa. ns 3mozo npumMeHsemcs KOMnJieKkcHblil, 2epme-
Hesmuuyeckuli, koMnapamueHsili N00xo0bl, Memod My-
3bIKO8ed4ecko20 aHanusa. B pesynemame uccnedosaHus
661U ycmaHosieHo! sedyujue hopmMbl CMuIes8o20 CUH-
me3da, npumeHsemMsle 8 mgopyecmeae Y YxsHbwro, [0 BoHb-
uysuHa, Yxy Wuxysa, Yxan YyaHe Xao, Yxoy JlyHa, AH
Huna, UlysH Yxaxa, Yxoy TaHa, Ma UoHea. Cpedu ma-
Ko8bix Haubosee akmyaabHeIMU 8UOSMCA cCredyrowjue:
coxpaHeHue My3blka/bHOU UHMOHAYUU y3Hasaemelx Ha-
YUOHA/IbHbIX HaNnegos 8 kadecmse sedyuwje2o npuema go-
niowjeHus HayUoHabHo20 06pa3a 8 My3bike; 8KAHOHeHUe
pasHosudHocmeli kumadickol ¢nelimel cs0, naticsio, Ou
u Opyaux 8 pasuyHble aHcambiu ¢ 3anadHoesponelicku-
MU UHCMpYyMeHmMamu u 8 mom 4ucse, 8 kadyecmae 00HO-
20 U3 membpos 3anadHoegponelickozo cUM@OHUYecKo2o
opkecmpa; 06veduHeHue xapakmepHsix NPU3HAKo8 aka-
deMuy4ecko20, HAYUOHA/IbHO20 U co8peMeHH020 cmusel,
nocpedcmeom cuHMe3a aH2eMUMoOHUKU U GmMOHA/16HO-
cmu, MyemumMedua mexHos02uli, UHCMpPYMeHManbHo-

C Hauvanom pedpopM 1 NPOBO3rAALLEHNA NOAMN-
KM oTKpbITOCTM B 1978 rogy My3bikaHTbl Kutas
CTa/In aKTMBHO OCBauBaTb 3anagHOeBponenckoe nc-
KyCCTBO W, B LIeIOM, MYPOBYHO KyAbTypy, MPUBHOCA
eé xapakTepHble 371eMeHTbl B CO6CTBEHHOE 0bpa-
30BaHMe ¥ LUMBUIM3aLMIO. 3aKOHOMEPHO, YTO CO-
BpPeMeHHble TeHAEeHLUNW r1obannsanmm KOPeHHbIM
obpa3oM cTaBAT NpobaemMy coxpaHeHNs CBOErO UH-
AVBUAYaNbHO-CNeLMdUUECcKOoro, ayTeHTUYHOIO B
MY3bIKaJlbHON 1 XyA0XXeCcTBeHHOW KyabType. CooT-
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20 meampa ¢ ksaaccudeckoli popmod, xydoxecmeeHHo20
Memoda 11608aHUA 06BEKMOM U Npuemda CoNpsKeHus
DPA3/UYHbIX AUII03Ul HG CMUb Kak hopMbl CMAHoBIeHUs
My3bIKabHO20 co0epxaHus npouseedeHus. HazeaHHsie
dopmbl dupgysuu omeeyarom obHoseHHOMY codepXa-
HUK coBpeMeHHbIX My3bIKa/lbHbIX KOMNO3uyuli Kumatickux
asmopos. B Hux oceausaromcsi 06passi 8UPMYyabHbIX 8ce-
JIEHHbIX U YHUKQA/IbHbIX 3eMHbIX 1aHOWagpmos, akycmudye-
ckue ceolicmea muiuHel U Heobbl4YHble hopMel duasoza
yesiogeka u npupodel. IkchepumMeHmsi 8 obacmu 06-
HoBJ/IeHHbIX Xy00oxecmeeHHbIX meM u 0bpasos, duggde-
peHyuayuu u cMeweHuUs pasHelx memMoposbix, 1a008bIx U
2apMOHUYECKUX naaump 8 My3elke darom 6ozamelli Ma-
mepuan 015 noucka Hogelx nymedl UCNOHUMEeNbCKOU
UHMepnpemMayuu cospemMeHHsIM My3blkaHMam-ucnoJ-
HUMensM, Ymo 8 Haubosbwell cmeneHu npedcmassieHO
UHMepnpemayuaMu cospemeHHelx kuma’dickux gelimu-
cmos8 — YsHo TuHess, YsHe CaHbyuHa, YsHe LunuH. OHU
codyemarom HaAYUOHAA6Hele Mpaduyuu ¢ cogpemMeHHo-
CMbH — UHCMPYMEHMAIbH6IM MeampoM U NPpUMeHeHU-
em Mynemumedua mexHosao2ull

Knrodessie crnoea: kumatickuli HQUUOHAALHbIU CMUJTb,
Xy0oxecmeeHHbIl Memod, npuembl KOMNO3uUyuU, mpaduyu-
OHHOe U cospeMeHHOe, membl U 06pasbl, UCNOAHUMENbCKAs
OdesmenbHocme, kumatickas ¢aelima, 3anadHoesponeli-
ckas gaelima.

BETCTBEHHO, Pa3BUTNE YMEHNS OPUEHTUPOBATLCS
B Pa3/IMYHbIX CTUAAX, 3HAHME UX BeAyLLNX NPU3Ha-
KOB M MCMO/Nb30BaHWE 3TUX 3HaHWWA My3blKaHTamu
B Knutae 1, Wunpe — B MMPOBOM NCNOAHUTENLCKOM
npakTuKe, B HacTosLee BpeMs SBASETCA NokasaTte-
NeM cepbé3Hol NpodeccroHaNbHON NOATOTOBKN U
aKTyasbHOW Npob1emMoin pa3BUTUA COBPEMEHHOIO
My3bIKaJIbHOrO UCKYCCTBA M 06pa30BaHMA B LIESOM.

OcMbicanBas NpoLecchl Pa3BUTUS COBPEMEHHO-
ro KOMMO3MTOPCKOro TBOpYecTBa, B 1979 roay poc-

CUCcKnn My3bikoseg M.I. ApaHOBCKUiA BBEN TEPMUH
«CTUNEBON MAOpanm3m»’, 0603HauMB UM o0buane
CTUNIEBbIX PACC/NOEHWI, CBOMCTBEHHOE Pa3BUTUIO Xy-
JOXeCTBEHHOW KynbTypbl XX Beka. E.A. PyubeBckas,
nccneays CTUAb Kak CUCTeMY OTHOLLEHWIA?, paccMma-
TpvBaeT B My3bike XX BeKa JjBa NPOTUBOPEUMBLIX
HanpaB/eHNs, BbipaXXeHHbIX TEHAEHLMAMWU CTUAN-
CTMYECKOW MHOXECTBEHHOCTMW M CTPeMIeHUs K cbau-
XeHuto ctunen. Anddy3HOCTb CTUNEBBIX CPEACTB,
Habatogaemasn nccnesoBaTeNsiMn Ha PasHbIX YPOB-
HAX KOMMO3MLMW My3blKalbHbIX MPON3BEAEHUN, Xa-
pakTepm3yeT TBOPYECTBO COBPEMEHHbIX KUTaNCKMX
KOMMO3UTOPOB A1 daenTbl. BadkHbIMK 0cobeHHOo-
CTAMMW TBOPYECTBa OONbLUMHCTBA W3 HUX ABAAETCA:
1) He TONbKO KOMMO3MUTOPCKMI TafaHT, HO U BbICTY-
naeHus B kadyecTse GpAenTUCTa; 2) OCMbICIEHME Ka-
TEropun HaLMOHaNbHOrO CTUAA WU pa3Hble NPUEMbI
paboTbl C Hell B CBOUX COUMHEHUSIX.

Lienb faHHOM cTaTbl — paccMoTpeTb GYHKLMM
HaLMOHaNbHOrO CTUAA B MPON3BEAEHNAX COBpe-
MEHHbIX KUTaNCKUX KOMMO3UTOPOB, YTODObI MOHATb
BejyLUVe TeHAEeHL NN COBPEMEHHOrO KOMMO3UTOp-
CKOro TBOpYeCcTBa BOCTOUYHOA3MATCKOro PernoHa.

TpaamLumm BOCCO34aHUA NPUMET HaLNOHaNIbHO-
ro CTUAA Kak MapKepa WHOW XyAOXXeCTBEHHOW KyNb-
Typbl 661V NpesCcTaB/ieHbl B TBOPYECTBE MHOTMX
KOMMNO3UTOPOB. TakoBbl COUMHEHUA «TpU CTUXOT-
BOPEHWS 13 AMOHCKOW NNMPUKK A1A COMPAHO U Ka-
MepHOro opKecTpa» u «YeTbipe pycckux NecHN ans
MeLLo-conpaHo, daeliTbl, apdbl 1 rntapbl» W. Ctpa-
BMHCKOro, counHeHns M. Pasensa «Magarackapckue
necHW» As conpaHo, GaenTsl, BUONOHUENN U Gop-
TenuaHo Ha cnosa 3. [NapHu; nponssegeHna 3. Bun-
na-Nloboca «bpasunnbckas baxmaHa» N2 5 ansa ronoca
(bnenTbl) M aHcamb1s BUONOHuUenen u . CapacaTte
«Lbiranckune», «llloTnaHackne Hanesbl», «PyMbIH-
ckas Menogmsa», «Pycckne necHm».

B 60/1bLUMHCTBE MUHUATIOP HaLMOHaNbHbIE Xy-
[0>XXeCTBeHHble 0H6pa3bl CTAaHOBATCA TEM MYCKOBbIM
MeXaHW3MOM, KOTOpPbIV aKTyanusmpyeT BOCcO3ga-
HWe B My3blke NMPUMET HaLMOHaNbHOro cTuas. Tak
B UMkAe «TpW NeCHN 13 AMNOHCKOW ANPUKN» TONY-
KoM Ans BoobpaxeHus CTpaBMHCKOro cTann obpa-
3bl Npupogbl 1. benble uetbl — Akaxuto (Akahito),
2. BecHa npwuwna — Macauymu (Mazatsumi), 3. Yto
3710 benoe Baann? — Llapatoku (Tsaraiuki). B unkne

1. Apanosckuint M.I. CumdoHnyeckmne nckanus. Mpobaema xaH-
pa cumdoHuK B coBeTckol My3bike 1960-1975 rogos. Viccne-
fosatenbckue ovepku. J1.: Cos. Komnosutop, 1979. C. 154.

2. Pyubesckas E.C. CTunib Kak cuctemMa oTHoLEeHWR / E.A. Pyub-
eBckas // Pabotbl pa3Hbix neT. Ctatbu. 3ameTkn. BocnomMmHa-
Hus. CMN6.: Komnoswntop, 2011. T. 1. C. 62 — 63. (C. 57 - 66).

«YeTblpe pycckne NecHU...» OCHOBOW MOCAYXUAN
obpasbl pycckmx ckaszok: 1. CeneseHb, 2. CeKTaHT-
ckas, 3. Tycn-nebeaw, 4. Tunamn-6om. i3HavanbHoO
HanucaHHble A8 roaoca UM CKPUMKM MHorve nepe-
YMCNEeHHble NPOU3BEAEHNSA HE MEHee Bblpa3nTeb-
HO 3ByYaT BO GNerTOBOM TpaHckpunumm. Hanbonee
BaXHbIM B MHTeprpeTaumn HaLMOHa bHOrO CTUAS
AN KOMMNO3UTOpPa ABUIOCh ero npejcraBaeHve o
My3blKe TOFO WAN MHOFO Hapoaa, Torga Kak B UH-
TeprnpeTauumn UCNOAHUTENSA BaXHbIM CTAHOBUTCA
€ro onbIT 1 cyxoBas NamaTb. [NocnegHne No3BoOAAT
MY3bIKaHTy BOCMPOU3BECTU «MHTOHALIMOHHbIE KOM-
NAeKChbl, yKOPEHMBLUMECA B My3blKe AaHHOW Hauuu
... MPOTAXKEHMNN MHOFOBEKOBOW UCTOPUM Pa3BUTUS,
3aKkpennsas B KavecTse ..."agpa” MHTOHaUWUW Haw-
60s1ee TMNWYHbIE, NOKa3aTesbHble»3, TakuMm obpa-
30M, My3blKaJibHast UHTOHALMA U XYAOXKECTBEHHbI
o6pas3 HepeAKO CTaHOBATCA B My3blke GaeiTOBO-
ro peneptyapa 0600LEeHHbIM Bblpa3uTenemM Halm-
OHaNbHOTO CTUAA.

VIMEHHO Tak MPONCXOANT B COYMHEHMA COBpe-
MeHHbIX KUTaCKUX KOMMO3UTOPOB. B nbece kutaii-
CKOro komno3sutopa XyaH Xyaa «ConHue CBeTUT Ha
TaHb-LLlaHb» NONOXeH y3HaBaeMblii MOTUB CUHb-
L35IHCKOW HapoAHOW Menoamnmn. Obuias MHTOHaLM-
OHHas OCHOBA 3TOro MOTMBa 0bbeANHAET pa3BuTHE
BapuvaLoHHol popmbl. B o6paboTke CuHan Mao n
Ma baosvH npeAcTaBieHa NONyAspHas LWaHbAyH-
cKas KonblbenbHas, co3jatoLias HaLMOHaNbHbIN KO-
noput nbecol «MypnypHas bambykoBas dnenta».

[Apyras dopma cTMNeBOro cMHTE3a NpescTaBieHa
B TBOPYECTBE U3BECTHOMO KUTANCKOro dpaentucta u
komnosuTtopa Y YxxaHbro. OH cneunanmsmposancs
Ha M3y4YeHUN COBPEMEHHON 1N 6apoyHol GAenThbl
B AMCTEpAaMCcKol KoHcepBaTopuu. B cBoem TBOp-
yecTBe OH coueTaeT 3anajgHoeBponenckyro dbnen-
Ty ¥ Pa3HOBUAHOCTM HaLMOHaNbHON GAenTsbl A0,
nancso, avn u apyrve. Celuac — OH NPUraWEHHbIN
COJ/IUCT HECKO/IbKUX EBPOMENCKMUX U a3MaTCKMX aH-
cambnein cTapuHHOM My3blkn. OfHOBPEMEHHO Y
Y>KIHDBIO NPUHUMAET yyacTme B UCMOJHEHUN KOH-
LEPTOB 31EKTPOHHOWN MY3blKM 1 MHOTUX GecTmBa-
NAX COBPEMEHHOWN MY3bIKU.

Y YxaHbto ABASETCS aBTOPOM Cepun GaerToBbIX
KoHUepToB «OAMHOYHOE Woy». Llenbto aTon Kom-
no3uumm 66110 Co3haHne HacToALEro NpeAcTas-
NeHVA NpY NOMOLLM TONbKO OAHOrO MHCTPYMEHTA
— dnentbl. cnonb3ys pasHble GaeliTbl, pasanyHble
CLieHnYeckme 1 3ByKoBble 3GdeKTbl KOMMNO3UTOP No-

3. KasaHuea J1.MN. OcHOBbI TEOPUU My3bIKaNbHOrO CogepKa-
HuAa. ActpaxaHb: ®aken, ActpaxaHbrasnpom, 2001. C. 91.
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Ka3blBaeT aKyCTNYECKYHO 3BOJIOLMIO GAeiThbI C fpeB-
HUX BPEMEH A0 Halux AHel. MNepBbili KOHUEPT U3
cepumn «OaMHOYHOE LWOoY» cocToAncs B AMcTepaa-
me B 2012 rogy 1 NOAYYMA LIMPOKYHO N3BECTHOCTD.
3atem KOHuepTbl npownu B My3see BaH [ora B Hu-
AepnaHgax, B LLlaHxae, counHeHwne bbi10 nokasa-
HO Ha Talb3nckoM MexayHapoaHoM decTuBane
COBPEMEHHOW My3bIKN4,

HaLunoHanbHbIN CTUAb B COBPEMEHHOM dieiTo-
BOI My3blKe 3a4acTyto peasm3yeTcs Npy NOMOLLK
HeobblIuHbIX MeMbpo8bIX coYemaHul, 3anevatTieH-
HbIX Pa3JINYHbIMU PA3HOBUAHOCTAMM KUTANCKOM
bnenTbl, BNMCaHHbIMU B HEODbIYHbIE TEMOPOBBIE CO-
YyeTaHWA ¢ UHCMPYMeHMamu cospemMeHH020 3anadHo-
esponelickoeo cuMgoHuU4ecko20 opkecmpa. TakoBbl
npowussegeHuns KoHuepTbl Ans 6ambykoBon GpaenTbl
«[Meyvanb B MyCTbIHHBLIX Fropax» U «J/lecHol noxap»
o BaHbuU3WHa. B counHenun «/lBeHaguatb BONPO-
coB» Yxy LLunxys kuTalickas dpaelita npeactaBieHa
LWeCTbH HaUMOHaNbHbIMU Pa3HOBUAHOCTAMMU — CAO,
namncso, An, M3HbAN, LUoNAN, baHaW, 3anedvaTieBas
YHMKanbHble GOPMbI Ananora B My3biKe.

Ewe oaHON GOPMOI CTUNEBOTO CUHTE3A ABSETCA
coyeTaHue akademuyeckozo U cogpemMeHHo020 Cmu-
/15 B Npou3BeAeHUax ansa daentol. «ecats Axyn
[xxy» («Ten Jue Ju») Y Y3HDBIO — 3TO COBpeMeH-
HbIA My3bIKaAbHbIN MPOEKT, HAaNMCaHHbIN Ana daen-
TbI-CO/I0, COYETAOLUMI TPAANLIMOHHYHO KUTaCKYHO
KyNbTypY € 3anagHOM KJ1accuueckom My3bikoi. [Jo-
C/NIOBHbI NepeBO/ Ha3BaHWA NPON3BEAEHUNA — «je-
CATb NPEeKpPaCHbIX CTUXOB». Y YK3HBIO npuraacmn
KOMMO3MTOPOB Pa3HbIX HALMOHaNbHOCTEN U Ky/b-
Typ, BkAtovas TanBaHb, FoHKOHT, KuTan, Huaep-
NaHabl 1 NTanuwo ana co3gaHus 310l My3blKanbHOM
no3Mmbl. B Heli coueTatoTcs coBpeMeHHas My3blka v
APpeBHeKMUTarckas noasms gnHactum TaH. MNpow3sse-
AeHne 0bbesuHAET 3ByUaHUe KNacCuUeckmx HCTPY-
MEHTOB W MPUMEHeHWEe MyNbTUMEAMa TEXHOIOTUIA®.

B coumHeHmm YxaH YyaHb Xao ansa Gneltol 1 cak-
codoHa u ronoca «MocT, BeayLinii Baanb» («Bridge
to Faraway»), HanncaHHom B 2018 roay knaccmue-
cKkas Tpex4vacTHas popma BkAtoUaeT B cebs coBpe-
MeHHble CpeACTBa BblpasnTenbHOCTU. K TaKOBbIM
OoTHeceM cBoboaHbIV TeMn (aBTOpCcKas peMapka ad
libitum), MynbTUOOHNKM, COBPEMEHHbIE NMPUEMDbI
WCNONHEHUA: BKJILOUEHMWE roNoca OAHOBPEMEHHO C

4. UunHb CuHb CnHxal. Pa3mbiluneHns nocne cpaBHeHWs — pas-
MbILLIEHMA O COCTOAHUM 0ByyeHus pnelite // XKypHan KOH-
cepBatopum My3bikun. 2007. N2 1. C. 17.

5. U3uHb A BaHb. MeTogunKa My3blkasbHOro 06pa3oBaHus, Ho-
BbI KypC B HayasbHOW wWwKone. MekuH: HapoaHas my3bika,
2003. C. 115.
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Urpor Menoamu Ha dneliTe, yaapbl NO MHCTPYMEHTY.
AKTyaNbHbIM B COUMHEHWUW CTaHOBUTCSH 0bpa3s TULLK-
Hbl, OCBaMBaeMbIV B NPOM3BEAEHMNAX 3anaZHOEBPO-
nenckmx KoMno3suntopos XX Beka — B «4'33» n «4'33
Ne 2» . Kerigxa, B cuMdoHmm «Cabiwy ...YMOAK-
no» C. lybanaynnHow, «Lux aeterna» A. KHandens,
BOKa/IbHOM Uuke «Tuxme necHu» B. CnunbBecTpo-
Ba, KaZeHUMAX B YeTBEPTOM CKPUMUYHOM KOHLEpP-
Te A. LUHuTKe. [03THKa TULLKHBI B My3blke Y>aH
YyaHb Xao cBs3aHa C CUMBOJIMKON MOCTa B Tpaam-
LMOHHOW KNTANCKON KyAbType, OCYLLECTBAAIOWErO
CBA3b MEXAY MMpPaMu — peasbHbIM U UppeanbHbIM,
NOTYCTOPOHHMUM.

B 6a13KOM CTUAMCTMYECKOM KAtOUe peLleHo Mnpo-
nssegeHune Yxoy JlyHa® «Fnybokoe mope». «[lle-
PeKnHYTb MOCT Yepes raybokoe, rnybokoe mope»
— TaK 3aKaH4YMBaeTCA aHIIMNCKNI NepeBos CTU-
xoTBOpeHua «TpyaHas fJopora» KUTacKoro nosta
anoxu TaH JIn bo (701-762 rr. H.3.). Y>xoy JIyH nc-
NoJ/Ib30Baj 3aKAOUMTE/IbHbIE CIOBA 3TOTO CTUXOT-
BOpPEHMA B KauecTBe Ha3BaHWA NPON3BEAEHNS, B
KOTOPOM UCCNesyeTCs Bbi3biBatoLas BOCMOMUHA-
HUA meTadopa MOPCKOro NyTELECTBUA B TPYAHbIX
obcrtosaTenbctBax. [pu aToM oH BepeT B KavecTBe
TeMbl HaZeX /bl Ha TO, UTO PacCTOSHNE MOXET ObITb
npeogoneHo. MNMpounsseaeHme Yxoy JlyHa «ny6o-
KOe Mope», MO CYLEeCTBY ABAAETCA TPaHCKpUNLmeWn
ero 6bonee paHHero counHeHus «FpuH» (“Green”)
(1984) ans 6ambykoBon GAenTbl An U Nuna (KUTam-
cKOU NtoTHM). MapTutypa TakKe BKAOYAET anbTo-
Byto Gnenty n Gnenty nukkono, nmtaepsl, apdy u
CTPYHHble. AkycTuyeckas obpaboTka 3ByKOBOro Ma-
Tepuana «nybokoro Mops» B UMNPECCUOHUCTCKOM
ctune Yxoy JSlyHOM, MHOrOUNCAEHHbIE MOTUBHbIE
B3aMMOZAENCTBMA MEXAY NapTUSMu GAenTbl N aH-
cambsieM, OTKPbIBAET TOHKWUA, MHOTOTPaHHbIA MUP
B3aMMOOTHOLLUEHWI YesioBeKa U NPUPOAbI, MO Co-
BaM Kommno3uTopa’.

CoueTaHune akaZieMn4eckoro, HauMoHaAbHOro 1
COBPEMEHHOIO CTUAS XapaKTepPHO A BOMJIOLLEHNS
YHUKaNbHbIX NMPUPOAHbBIX NaHALAdTOB, Kak 3TO Mpo-
NCXOANT B COUMHeHUU AH LnHa «[lycTbiHa». Tpagu-
LWOHHOE Ha4yano BOM/IOLWAT HaneBbl KUTAUCKMX
HapOAHbIX NeceH C NPUMeEHEHNEM TPAANLIMOHHOIO
naga HOn. B 1o Xe BpeMs HapoaHble Menoaum, 0b-
NayeHHble B YBEJIMUEHHbIE, YMEHbLUEHHbIE CO3BY-

6. Zhou Long. URL: https://global.oup.com/academic/
category/arts-and-humanities/sheet-music/composers/
zhoulong/?cc=ru8lang=en& (accessed: 04.03.2025).

7.  Ibid.

UM, AUCCOHAHChI CO34at0T HEODbIUHBIA 3BYKOBOW
aHTypax obpasa nyCcTbiHW B My3blKe.

HauunoHanbHbI CTUAb B COUYETaHWUM C COBPEMEH-
HbIMW MY3blKaAbHbIMW CPEACTBAMU TOJKYETCA KUN-
TalCKMMMU KOMMO3UTOpPaMn nepeo vyetseptn XXI
BeKa B kayecTBe xydoxecmeeHH020 Memood onu-
CaHWA OBBEKTOB AENCTBUTENbHOCTU. JTaf0BbIA CUH-
Te3 aTOHa/bHOCTWN Y @HTEMUTOHUKMN (MeHTaTOHUKMN)
XapakTepu3lyeT HOBbIV acnekT CTUaeBon andoy-
3Un B KaMepHOM aHcambine LysH YkaHa «Kacmu-
HOBbIN LLBETOK» AN GpNeiTbl, ABYX CaKCOPOHOB U
dopTenunaHo. 3cteTmka NtobOBaHNA 06BEKTOM Kak
XYAOXECTBEHHbI MEeTO/ COXPaHAETCA B Ay3Te Ans
dnentol n poptenunaHo «Mpucbi» Yxoy TaHas. Vm-
npeccmoHncTnyeckas Basb GakTypbl, POHN3M rap-
MOHMM OTMEYaEeT XMBOMMUCaHWe obpasa LIBETOB Kak
My3bIKaJlbHOM KapTuHbI B | yactn «puckl». Ckep-
LLO3HOCTb MNOAYEPKHYTasa MOTOPHbIM ABUXEHNEM B
napTuu GAenTbl U ee NOrpy>KeHUEM B MPsiHbIe, 3KC-
MpeccvBHble FaPMOHWMN NepeAaeT MPOHUYHbIN B3rss,
aBTopa BO Il vactn «Kanpunuyumno». BokanbHasa apu-
03Has MHTOHaLMsA GaeiThl, JaHHas B pa3pexXeHHON
dbakType 3acTbIBLUMX KOHCOHMPYHOLLMX CO3BYYMIA, @
3aTeM aToOHaJ/IbHbIX 3ByYaHWA BOCMPUHMUMAETCA Kak
Hekuli 06pa3-3TaNoH MHCTPYMeHTanbHOro Apnoso
B Il yacTn, 4yaOM COXpPaHMBLUMACA B COBPEMEH-
HoCTW. TOkKaTHOe BuXpeBoe AsuxeHue B |V vactu
CBA3bIBAET €€ TEMATU3M C KOHCTPYKTMBHbIMU MO-
MCKaMKn B OTPaXKeHUN COBPEMEHHON MalUMHepun
KoMno3uTopamu Hadasna XX Beka. Takum obpazowm,
3apMCOBKM OKpY>KatoLLle peanbHOCTN OObeAUHEHDI
B COUMHEHUN Yoy TaHA pa3anyHbiMu dopmamu
ABVXKEHWNSA: OT UMMNPECCUMOHNCTUYECKOW MeanTaLmMm
B | vacTtn, yepes BapouHsblin perpetum mobile so
yacTu, IMPUYECKNin MoHoor-ucrnoeeap B Il yactm
N MOZENMPOBAHNEM [ BUXKEHNA COBPEMEHHON Ma-
wuHepum B IV yactn. OgHOBpPEMEHHO conpaxeHue
PpasnuyHelx aaro3ull Ha CTUAb Kak NpyvemM KOMMo3u-
TOPCKOWM TEXHWKM HanpaBJ/ieH Ha CTaHOBAEHWE MYy-
3bIKaJIbHOrO CoAep>XaHns MPoun3BedeHus.

Ewé oaHOM dopmMon penpeseHTauMm Hauno-
Ha/JIbHOrO CTUAA CTaHOBUTCSA COUMHEHMSA B 06aaCcTu
UHCMpyMeHmaabHo20 meampa. Takos «Bockpec-
HbIA KOHLLepT — My3blka Ans Yas» («Sunday Concert
— Music For Tea») — cOnbHbIV KOHLEPT ans Gaein-
Tbl Ma VloHra. ®neifTucT npeacTaBnseT KOANEKLMIO
NONYAAPHbIX CO/bHbBIX MPOU3BEAEHNI KUTANCKMX
KOMMO3UTOPOB ANst GpAeNTbl, COMPOBOXAAOLLMNX-

8. Zhou Tian. Personal page. URL: https://zhoutianmusic.com/
about/ (accessed: 12.02.2023).

€Sl KOMMEHTaPUAMU UCMONHUTENN U ChelnanbHO
NnoAo6paHHbIMWN ayanoBM3yanbHbIMU 3P dekTamm.
3penunLHoOCTb, BUPTYO3HOCTb M ipKUe TeaTpaib-
Hble 3¢ deKTbl OTANYAIOT BbICTYMNAEHNUS COBPEMEH-
HbIX KUTAUCKUX GAeNnTUCTOB — Y3aHb TUHB3A, Y3Hb
CaHbumHa, YaHb UnanH. YsHb TMHB3W — 04MH 13
COBPEMEHHbIX UCMOAHUTENEN Ha daeiTe BbIUrpa
nepBbIA Npu3 47-ro byganewTckoro MexxayHaposa-
HOro KoHKypca dpneritoBon My3sbikm B 2019 rogy.
BcnomuHas xog koHkypca, Y3Hb TMHB3M ckasan, uto
BCEro 3a Yac A0 Hayasna KOHKypca MOXHO HaWTu
B3aMMOMOHMMaHMe, Kak C akkOMMNaHMaTopom, Tak
1 C OPKECTPOM, HO OCBOEHME KOHKYPCHOTO pernep-
Tyapa KOHKypCa, HaunHas OT CTapUHHON My3bIKU
M 3aKaH4MBas COBPEMEHHbIMWU NPOU3BEAEHMAMMY,
npeacTaBaseT cObON cepbe3Hyto NpobaemMy Ans ero
yyacTHUKOB. CaM My3bIKaHT BKJIHOUYM/ B CBOW KOH-
KYPCHbIV penepTtyap Npov3BeAeHNs KUTalCKNX KOM-
MO3MTOPOB, B YaCTHOCTYH, «KOHKYpC BOOBpaXKeHUs»
Croli CyHX3Hs U XapaKTepHOe COUMHeHMe YUxKaH Jln-
6uHb «Bbl KOMaHAayeTe Lizady». NMocne nonyyeHms
Harpazbl bysaneLwTckoro MexayHapoaHOro KoH-
Kypca GaenToBOon My3bikv YaHb TVHBIN BRepBble
BepHy/ca B TaiBaHb 1 MOCBATUA BCE CBOE BpeMs
06yuUeHUNto My3blkaHTOB Tab3Mckoro GpuIapMoHu-
YeCckoro MOJIOAEXHOTO opkecTpa. YaHb TUHB3W Obi
U/IeHOM OpKecTpa CO CpefHeNn LWKO/bl U CUMTAET,
UTO: «...0pPKECTP MO3BOANI HaM MOAYUNTb HEODXO-
AUMBIA NpakTUYecknin onbiT»°. Cetyac YaHb TMHB3M
rOTOBUTCA K y4acTuto B )KEHEBCKOM MeXAyHapos-
HOM MYy3blKaJbHOM KOHKypce 1 MexayHapoaHOM
KOHKypce ¢pnenTbl M. Kobe B iNoHUK, 3aniaHmn-
poBaHHOM C 26 aBrycrta no 7 ceHtabpa 2025 roaa.
Elwé oamH nsBectHbI B Kutae dpaentmuct YsHb
CaHbLUWH Hauan cBoe 0byuyeHue B Liroprxckol KoH-
cepBaTtopuu B LLiBeruapun n npogonkun obyyeHve
B XKeHeBcKoM koHcepBaTopuu. MNocne Bo3BpalLLeHus
B Kutain oH pabotaet B [NekMHCKOM cuMbOHUYe-
CKOM OpKecTpe v npenogaet B Knutaickon KoHcep-
BaTopun 1 LleHTpanbHoW KoHcepBaTopun. OH co
cBoel cectpolt Yanb Lmamn B 2006 rogy opraHmso-
Ba/IM NepBbIv MNeKNHCKNN MeXAYHapOAHbIA KOHKYPC
dnevitol. B 2018 rogy 66110 NpoBEAEHO YXKe YeTbl-
pe Taknx MeXXAyHapOoAHbIX KOHKypca. OHW o4veHb
BaXHbl 415 OHbIX MYy3blKaHTOB, Tak Kak MOJ0A0€e
MOKOJ/IEHNE MOXET YBUAETb HOBblE NMEPCNEKTUBLI B
pa3BUTUM UCMONHUTENBCKOTO MCKyccTBa 'O,

9.  Yxy CioMUHb. ViccnepoBaHns no pasBuTMio obpasoBaHms
dnentbl B LLlanxalickon koHcepBaTopuwn (1927-2007). WaH-
xal: usgatenbcteo LlaHxanckon koHcepsaTopuu, 2010. C.
112.

10. Ibid. P. 114,
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Ob606Las oTMeTMM BegyLume GOpMbl CTUAEBOTO
CUHTe3a, akTyasbHble ANA GAelTOBOro peneprya-
pa COBPEeMEHHbIX KMTAaNCKUX KOMMO3UTOPOB BTO-
poW nonoBuHbl XX — nepsoit yetBeptn XXI Beka:

- COXpaHeHWe My3blKkaJbHOV WHTOHaLWW Y3Ha-
BaeMbIX HaLlMOHaAbHbIX HarMeBOB B Ka4yecTBe BeAy-
Lero npremMa BOMIOLWeHNs HaLMoHaibHoro obpasa
B MY3bIKe;

- BK/IKOYEHWe Pa3HOBUAHOCTEN KUTanckon daen-
Tbl CA0, MANCAO, AW N APYTMX B Pa3NNYHble aHCaMb-
AW C 3anafHOEBPONeNCcKMMN MHCTPYMEHTaMN U B
TOM 4uCie, B KayecTBe OAHOro u3 TeMbpoB 3anag-
HOeBpOMnenckoro cMMGOHNYECKOro OPKecTpa;

- 0bbefMHeHne xapakTepHbIX MPU3HAKOB aKa-
AEeMNYeCcKoro, HaLuMoOHaNbHOrO N COBPEMEHHOro
CTUNERN, NOCPEACTBOM CMHTE3a aHTeMUTOHUKN U
aTOHaNbHOCTU, My/IbTUMEAWA TEXHONOTUI, MHCTPY-
MeHTa/bHOro TeaTpa ¢ kiaccmyeckon GopMon, Xy-

JOXEeCTBEHHOro MeToZa NtoHboBaHMA 0H6BEKTOM U
npvemMa ConpsXXeHWs PasanYHbIX asko31iA Ha CTWIb
Kak GOpMbl CTaHOBJ/IEHWA MY3blKaJbHOrO COZLepiKa-
HUS NPOU3BEAEHMS.

Ha3BaHHble popmbl anddy3nn oTBeyaroT 06-
HOBJ/IEHHOMY COZEepP>XXaHUIO COBPEMEHHbIX MY3bl-
KaJNbHbIX KOMMO3ULIMIA KUTAaNCKMX aBTOPOB. B HMX
OCBavBaroTCa 06pa3bl BUPTYasbHbIX BCEJEHHbIX U
YHUKaNbHbIX 3€MHbIX NaHAWwadTOB, akycTuyeckme
CBOWCTBA TULLNHbI U HEObbIYHbIE GOPMbI Ananora
yenoBeka M NPUpPOAbl. DKCNEePUMEHTbI B 0baactu
OBHOB/IEHHbIX XY,0XKECTBEHHbIX TeM 1 06pa3oB.,
anddepeHUMaLMM U CMeLLeHUs pa3HbiX TeMBpo-
BbIX, 1aZ0BbIX N FTAPMOHWNYECKUX NaANTP B My3blKe
JaroT boraTbli MaTepran AN NomMcka HOBbIX NyTel
NCMONHUTENbCKOW MHTepNpeTaL M COBPEMEHHbIM
MYy3blKaHTaM-NUCNOAHUTENAM.
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