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ADAPTATION OF FOLK MELODIES AS A METHOD OF
WORKING WITH THEMATIC MATERIAL IN THE PIANO
CONCERTOS OF GUO ZUJUN

Summary: The article is devoted to the study of one of
the key methods in the work of the outstanding Chinese
composer Guo Zujun — the adaptation of folk melodies
as the basis for shaping the nationally coloured themat-
ic material of his piano concertos. The aim of the study
is to identify the specific principles and techniques by
which the composer creatively reworks folkloric material
while avoiding direct quotation. The research is based on
historical-cultural and musical-analytical methods, which
makes it possible not only to contextualise Guo Zujun's
creative explorations within the task of building a na-
tional school of composition, but also to analyse con-
crete musical texts. The central thesis is the assertion of
a profound connection between the composer’'s unique
style and the musical culture of his native Fujian prov-
ince, above all its local operatic tradition and folk song
culture. The author examines in detail how the scores of
the piano concertos embody characteristic intonational-
rhythmic “matrices”, modal features and melismatics of
Fujian opera (the "yangpaxia” and “jianghu" chants), as

Integration of the piano concerto genre —
a Western art form — into Chinese musical cul-
ture is a complex and lengthy process. In order to
adapt this genre to the tastes of the nation and win
recognition from Chinese audiences, generations
of composers spent almost half a century on re-
search and innovation, endowing their works with
a strongly pronounced Chinese character and im-
agery. Today it can be stated that they have achieved
their goal: they have given Chinese piano concer-
tos a unique national essence, while at the same
time making them an integral part of the world’s
musical heritage.
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well as the melodic models of western and northern Hak-
ka mountain songs and the songs of Quanzhou. Using
specific examples, the article demonstrates a method
of working with primary sources based on isolating the
structural tones of folk melodies and constructing on
their basis an original authorial thematic complex that
preserves a recognisable national colouring. It is con-
cluded that it is precisely this analytical and creatively
transformative approach to folklore that constitutes the
essence of Guo Zujun’s innovation. This method allows
him to fill the Western European genre form of the piano
concerto with genuinely Chinese melodic substance, cre-
ating an original and convincing national model of the
genre that has had a significant impact on the further
development of Chinese art music.

Keywords: Guo Zujun, piano concerto, adaptation of folk
melodies, national model of the genre, Fujian opera, the-
matic material, Chinese school of composition, intonation-
al matrix.

Among the representatives of the Chinese school
of composition, Guo Zujun defined this goal for him-
self quite early, already in his student years. In his
autobiography he wrote: “It is necessary to com-
pose music with a Chinese character, because | am
Chinese and must write music for the Chinese peo-
ple ... | always strive to create melodies in a Chinese
style in my compositions, never imitating foreign
modes or styles” [3, pp. 105—106]. These words ful-
ly apply both to the composer's oeuvre as a whole
and to his piano concertos. The eleven works Guo
Zujun has written in this genre not only possess
a rich national character and a modern spirit, but

also express his love for his homeland and native
region. They demonstrate the composer’s consist-
ent commitment to seeking a distinctive, nationally
coloured musical genre style. In two interviews with
Guo Zujun conducted by the author of this study,
the composer repeatedly touched on the topic that
is important to him — the aspiration toward the
nationalisation of musical language: “In my view,
in music there is no distinction between modern
and traditional; there is only a distinction between
European, Asian, African and American traditions.
In Asia there are also stylistic differences between
China, Vietnam, Korea, Japan and other countries.
And | write for China.”’

This need to preserve “one’s own national face”
has become a defining factor for musicians of this
vast multinational state, on whose territory about
fifty-six ethnic groups with different cultural tradi-
tions and customs live today. Examining the spec-
ificity of regional cultures, Liu Yinnan writes: “The
particular features of ethnogenesis have had a sig-
nificant impact on the development of China's tra-
ditional musical culture” [5, p.14].

Among the means of musical language that con-
vey the national identity of music and its specific
ethnic colouring, melody undoubtedly remains par-
amount. Mikhail Glinka's words about the role of
the melodic element in music, despite all the refine-
ments of the avant-garde, can hardly be considered
outdated: "Melody represents the most essential
aspect of music; it is the task of the other compo-
nents — counterpoint, instrumentation, harmony —
to complement and elaborate the melodic idea” [2,
p.350]. Fully in accord with the view of the great
Russian classic is the position of the contemporary
Chinese musicologist Liu Yinnan, who studies the
piano works of Chinese composers of the twentieth
and twenty-first centuries: “In traditional Chinese
music the principal means of expression is melo-
dy. A single melodic line is sufficient to reveal fully
the meaning of a musical work and to express the
emotional experiences embedded in it" [2, p.73].

In their quest for a distinctive melodic idiom in
piano concertos, Chinese composers turn to folk
sources, which are extremely diverse given the her-
itage of the musical cultures of the country’s many
regions. The researcher notes that the starting point
for constructing the melodic fabric of these works
becomes “folk songs, folk instrumental music, as

1. From the author's interview with Guo Zurong dated
09.08.2024.

well as melodies from the traditional folk musical
drama (‘Chinese opera’)” [2, p.74].

Numerous scholarly studies testify that the the-
matic material of modern Chinese composers’ pi-
ano concertos is deeply rooted in folklore — the
many styles of Chinese folk song and the national
operatic tradition. Together they form a substantial
body of argument demonstrating that the search
for a national melodic colouring in Chinese com-
posers’ works proceeds through engagement with
song folklore, through creating original themat-
ic material modelled on traditional melodies yet
imbued with national colouring. Guo Zujun's own
search for a national type of melodic idiom likewise
follows this path of profound interest in folk song
culture and traditional opera.

Let us recall that Guo Zujun was born and lives
in the city of Fuzhou, Fujian Province. During the
formative period of his development as a composer,
he was deeply influenced by the folk music of this
province and, to an even greater extent, by the lo-
cal opera known as Fujian opera. In his autobiogra-
phy and interviews he recounted that as a child he
lived with his grandmother, who sang many melo-
dies from Fujian opera. Through constant contact
with her, he also learned to sing them. Later, while
teaching at the Arts Faculty of Fujian Normal Uni-
versity, he taught students Chinese folklore. The
teacher’s enthusiasm was passed on to the course
participants and, according to Guo Zujun, the entire
faculty became immersed in the study of folk mu-
sic, inviting experienced performers of Fujian op-
era to demonstrate performance techniques and
give lectures.

In 1954 Guo Zujun composed a suite for a text-
book entitled “Fifteen Selected Melodies of Fujian
Opera”, which was used in training pianists at the
Piano Department of Fujian Normal Institute. This
work represented a bold attempt by the compos-
er to combine local operatic music with Western
instruments, something that would have a signif-
icant impact on his musical style. Subsequently,
Zheng Xiabing, analysing Guo Zujun's piano mu-
sic, wrote: “The elements of folk music from vari-
ous regions of Fujian Province that influenced Guo
Zujun's piano compositions mainly derive from the
following musical genres”, the origins of which the
author set out in the titles of the chapters of the
study: 1. Folk songs; 2. Popular entertainment mu-
sic; 3. Operatic music; 4. Other musical reference
points [8, p. 21].
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Thus, Guo Zujun, who set himself the goal of
creating a Chinese model of the piano concerto,
consciously and consistently integrated elements
of national melody into his compositions writ-
ten in Western European genres. These could be
chamber works, solo vocal pieces, piano compo-
sitions, concertos and symphonies. One can say
that the uniqueness of the style of Guo Zujun's pi-
ano concertos cannot be properly assessed with-
out understanding their profound connections
with folklore and the national operatic tradition.
It should be noted here that the composer, like
many of his colleagues, does not employ exact
quotation, but rather uses the method of adap-
tation. By the method of adaptation is meant the
avoidance of literal copying of folk-derived mel-
odies and their distinctive reworking — a kind of
composing "by model”.

The Chinese musicologist Wei Yaozhen notes:
“In adapted works, songs known for their regional
character prevail ... The compositional techniques
used in these adaptations include expanding the
thematic structure of the original melodies. This is
achieved by decorating the source material with or-
naments, introducing passagework, and adding new
material created on the basis of the original melo-
dies..." [1, p.137]. In the author’s view, such works
display stylistic affinities with music of the Europe-
an tradition, consisting in reliance on classical har-
mony, an increase in density and breadth of sound,
and an enrichment of the emotional expressiveness
of the melody. The difference, however, lies “in the
use of piano performance techniques aimed at im-
itating vocal tunes and the characteristics of folk
singing, which emphasise the colour and regional
customs of folk songs” [ibid.].

Following this compositional practice, Guo Zujun
likewise uses as his source material both the folk
melodies of Fujian Province and the ethnic melo-
dies of Min opera, known as the opera of Fujian
Province. This approach to shaping the thematic
content of his piano concertos reveals the essence
of his search for a national model of the genre. It
is precisely the grounding of the thematic mate-
rial in folkloric sources that enables the composer
to achieve a national colouring and, moreover, to
direct the listener toward intonational archetypes
that embody a particular worldview and deep-root-
ed imagery.

To confirm these ideas, and in order to identify
the national roots of the thematic material of the
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composer's piano concertos, let us turn to a con-
crete analysis of the thematic structures of the con-
certos, with reference to the national sources that
inspired him. We shall begin with the opera of Fu-
jian Province.

Zhang Daning writes: “"Guo Zujun's inventive-
ness lay in his skilful choice of works for adapta-
tion, among which the most prominent role was
played by the melodies of Fujian opera known as
yang songs. These folk tunes are distinguished
by their conciseness ... Their structural simplic-
ity largely explains why Guo Zujun preferred to
adapt yang songs more than any other type”
[7, p. 201]. The author also provides a schemat-
ic description of the most typical intonational
patterns of this group of melodies, which are
based primarily on the use of thirds and fourths,
including in “winding progressions of an orna-
mental nature”:
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Example 1: Melodic characteristics of the yang songs.

In confirmation of the basic melodic-intonational
“formulas” identified by Zhang Daning, let us cite
two examples from this group that correspond to
the given melodic characteristics. These are the
yang songs “Behind the Window Lattice” [9, p.
288] and “Afraid of His Wife" [4, p. 27]. See Ex-
amples 2 and 3:
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Example 2. Yang song “Behind the Window Lattice”
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Example 3. Yang song "Afraid of His Wife".

In Guo Zujun's piano concertos there are many

passages in which we find this type of melody, based
on the varied alternation of thirds and fourths:

Guo Zurong also turns to another group of tunes
characteristic of Fujian opera — Jianghu. The re-
searcher notes that Jianghu melodies employ tech-
niques such as vibrato, the addition of lower grace
notes, or trills, while string instruments are mainly
used as accompanying instruments [4, p. 28].

Example 7: General melodic characteristics of Jianghu.

Guo Zurong incorporated these melodic features
in both the orchestral and piano parts, imitating the
style of folk song art associated with Fujian opera.

Example 4: Guo Zujun, Piano Concerto No. 3, mm. 140-143,
piano part.

Moreover, Guo Zurong often employs melismatic
ornaments in the melody to achieve the rungiang ?
effect. This is also one of the characteristics of the
Yang Song group’s tunes, as noted by Zhang Daning.

Example 5. Features of melismatic ornamentation in Yang
Song melodies.

Similar techniques involving melismatic orna-
mentation are also typical of the melodic style in
Guo Zurong's piano concertos.

Example 6: Guo Zurong — Piano Concerto No. 3, Part |
(Introduction), measures 1-3, flute part.

2. Rungiang (), or ornamentation, is a unique technique
characteristic of Chinese folk vocal art, used to enhance
beauty and expressiveness, “to achieve aesthetic perfection,
expressive depth, and a distinctive interpretative power.”

Example 8: Guo Zurong — Piano Concerto No. 2, Part Il
measures 1-7, English horn part.

Example 9: Guo Zurong — Piano Concerto No. 6, measures
296-301, violin and viola parts.

Another source that nourishes the thematic ma-
terial of Guo Zurong's piano concertos is the folk
songs of Fujian Province. The incorporation of their
intonations and rhythms into a Western musical
form emphasizes the national character of the the-
matic material. Among the intonational references
significant for the composer are the western Hak-
ka — mountain songs 3, northern Fujian mountain
songs % and the folk songs of Quanzhou ®. With-
out the possibility to describe all these varieties in
detail within this article, let us focus on two exam-
ples that vividly illustrate Guo Zurong's approach

3. They are widespread in the western part of Fujian Province
and represent folk ditties originating from Hakka-inhabited
regions.

4. They are popular in the mountain songs of northern Fujian,
in the immediate vicinity of Jiangxi and Zhejiang Provinces,
and have absorbed vocal intonation features characteristic
of all three regions.

5. These songs belong to the category of Minnan folk songs
and are mainly widespread in the inland mountainous areas,
with most of them associated with labor. Examples include
tea-picking songs and songs for calling oxen.
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to adapting folk melodies. In his piano music, Guo
Zurong repeatedly used the Western Fujian Hakka
mountain folk song “Blooming Leek."®
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Example 10: Western Fujian Hakka mountain song “Blooming
Leek” ( EZEFFIE)

The melody of this song, in its arranged form, is
repeated several times in various instrumental sec-
tions of the Fourth Piano Concerto.

Example 11: Guo Zurong: Piano Concerto No. 4, T movement,
bars 1-4, horn part.

Example 12: Guo Zurong: Piano Concerto No. 4, Tst
movement, bars 53-56, clarinet part.

Example 13: Guo Zurong: Piano Concerto No. 4, Tst
movement, bars 117-121, bassoon part.

The method the composer uses in working with
the original thematic material is of particular inter-
est. He reveals his secret himself: “The four notes
'C-A-E-D’ — the very essence of the folk melo-
dies of northern Fujian — became the theme of
the third movement of my Second Piano Concer-

o!" [3, p. 171]. In other words, the path to creating
a generallzed image of folk melodies lies through
the analysis of their core intonational structures,
which are "inlaid” into the composer’s own themes,
giving them a distinct national color.

As an example, let us consider the composer’s
work with the northern Fujian mountain songs.
Through their analysis, the fundamental tones —
A, C, E, and D — were identified, and the combina-

6. See this example: https://www.ktvc8.com/mobile/75788_1.
html
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torial possibilities of these tones formed the basis
for key motifs in various compositions by the com-
poser. Thus, Guo Zurong did not directly copy folk
melodies but instead created his own thematic com-
plexes imbued with the characteristic style of the
northern Fujian folk songs.

Let us turn to the northern Fujian folk song “Live-
ly Dragon Boat Festival”, which demonstrates the
dominance of the aforementioned tonal supports
(see Example 14), and compare it with the themat-
ic material from the Second Piano Concerto (see
Examples 15 and 16).
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Example 14: Northern Fujian mountain song “Lively Dragon
Boat Festival” [6, c. 1054]
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Example 15: Guo Zurong: Piano Concerto No. 2, third
movement, bars 1-4, clarinet part.

Example 16: Guo Zurong: Piano Concerto No. 2, third
movement, bars 190-194, clarinet and horn parts.

Thus, by applying the method of compara-
tive analysis, it has been revealed that, in order
to achieve a national color in the thematic mate-
rial of his piano concertos, Guo Zurong employs
a method of adaptation. This method is based not
on literal quotation of themes from Fujian opera or
folk song material, but on an analytically derived
“matrix” of key intonations, which become struc-
tural pillars in the newly created thematic materi-
al of the composer.
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AZLAMTALMSA HAPOAHBLIX MENOANA KAK METOZ
PAGOTbI C TEMATUYECKM MATEPUAIOM
B ®OPTEMMAHHbIX KOHLIEPTAX TO LLI3Y)KYHA

AHHoTauusa: CtaTbs NOCBALEHa UCCNEJ0BaHUIO O4-
HOTO U3 K/IOYEBbIX METOZOB B TBOPYECTBE BblAAOLLErO-
s KuTarickoro komnosutopa o LiyxyHa — agantauyuu
HapOAHbIX MENOANI Kak OCHOBbI HOPMMPOBAHNSA HaLMO-
Ha/lbHO OKpaLUeHHOro TemMatnama ero GpopTenmaHHbIX
KoHLepToB. Llesib paboTbl 3akntouaeTcs B BbIIBAEHWM Crie-
LMdMYecKMX MPUHLMMOB U TEXHWK, C MOMOLLbIO KOTOPbIX
KOMMO3MTOpP TBOPUECKM NepepabaTbiBaeT GONbKIOPHbIV
MaTepuan, nsberas NpsMoro LuTMpoBaHus. Viccnegosa-
Hve 6a3npyeTcs Ha UCTOPUKO-KYAbTYPHOM W My3bIKasb-
HO-aHaNNTUYEeCKOM METOAAX, UYTO MO3BOJIAET HE TONbKO
KOHTEKCTyaAn3npoBaTb TBOPUECckne nouncku Mo Ligyxy-
Ha B pamKax 3afiauu Co3AaHus HalMoHa bHON KOMMO3W-
TOPCKOW WKOJIbI, HO W NMPOaHann3npoBaTb KOHKPETHbIE
My3blKa/ibHble TEKCTbI. LieHTpasbHbIM TE3NCOM ABASET-
CA yTBEpPXAeHVE O ryBUHHOW CBA3W YHUKaNbHOTO CTU-
N1 KOMMO3WTOPa C My3blKaJbHOW KY/IbTYPOW €ro pogHON
NpoBMHLMK PyL3siHb, MPeXxe BCEro C MECTHON OMNEepPHOW
Tpaauumel 1 HapoAHOM NeCeHHOM KyAbTypon. ABTOp ae-
TaJbHO aHa/JM3MPYeET, KakK B NapTUTypax GopTenmaHHbIX
KOHLEPTOB NPETBOPAIOTCSA XapaKTepHble MHTOHALMOH-
HO-PUTMUYECKME «MaTPULbl», 1aJ0Bble OCOBEHHOCTM

WHTerpauus xaHpa popTennaHHOro KoHuep-
Ta — 3anajgHoin GOpPMbl UCKYCCTBA — B KUTACKYHO
MY3bIKaAbHY KYAbTYPY — CNOXHbIV U ANNTENb-
HbIM npouecc. [as Toro, Utobbl NPUBECTU AaHHbIN
>aHp B COOTBETCTBME CO BKYCaMM HaLuW, 3aBOEBaTb
NpuU3HaHWe KUTaNCKoON NyGanKM, NOKOAEHNS KOM-
MO3MTOPOB MOUTU MOJIBEKA 3aHUMANNCh UCCAEO-
BaHWAMU U MHHOBaLUAMY, HaZenss CBOW NpousBe-
AEHUSA APKO BbIPaXXEHHbIM KUTaiCKUM XapaKTepoMm
1 06pasHOCTbrO. CerogHs MOXHO KOHCTaTUPOBaTh,
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1 Menm3mMaTrka GpyL3saHbCKOM onepbl (HaneBbl «SHMECHS»
N <U35IHXY»), @ Tak)Ke Mesonueckne MoAenn 3anagHblx
N CeBEPHbIX Xakka-ropHblx neceH n neceH LiroaHbuxoy.
Ha KOHKpeTHbIX MpuMepax AeMOHCTPUPYETCA MeTOAMKa
paboTbl C NEPBONCTOYHNKAMM, OCHOBAHHas Ha BblujieHe-
HUW ONOPHbIX TOHOB HAPOAHbIX MENOAUI N BbICTpanBa-
HMW Ha NX OCHOBE OPUrMHAJILHOrO aBTOPCKOro TEMaTU3Ma,
COXPaHSAIOLWEro y3HaBaeMblii HaLMOHAbHbIN KOJIOPHT.
[enaetcsa BbIBOA, UTO MMEHHO TakOW aHANINTUYECKN
1 TBOPYECKM NPeobpasyowmnin NOAX04 K GONbKAOPHBLIM
MCTOKaM COCTaBASET CyTb HoBaTOpcTBa [0 LI3y>yHa. OToT
METOZ NO3BO/AET eMy HamnoHWUTb 3anagHOEBPONENCKYHO
>XaHpoByto bopmy bopTennaHHOro KoOHLEepTa NOAJNHHO
KMTaNCKUM MeNoAMYECKUM COAep KaHeM, CO34aB camo-
6bITHYHO 1 yHeANTeNbHYHO HaLWOHaAbHYO MOAE/b XKaH-
pa, OKa3aBLUYH 3HaUYUTENIbHOE BANSIHUE Ha AasibHelLlee
pa3BuUTME KUTaUCKOMN akaseMmUyeckomn My3bIKu.
KnroueBble cnoBa: [0 Li3yxyH, popmenuaHHsll KOH-
yepm, adanmayus HapoOHeix Menodul, HaYUOHAbHAs
Modes1b XaHpa, PyyssaHeckas onepd, memamuyeckudi
mamepuas, kumatickas KOMNo3UmopcKas WKoad, UHMo-
HAYUOHHAs Mampuya.

UYTO OHW AOCTUTAN CBOEN Lesn — Npugann Kutamn-
CKUM popTeENMaHHbIM KOHLIePTaM YHUKabHYHO Ha-
LMOHabHYIO CYLLHOCTb, OAHOBPEMEHHO CAefaB
MX HEOTBEMJIEMOV YaCTbHO MUPOBOTO My3blKasib-
HOro Hacneaus.

B psaay npeacraButeneit KUTanckom KOMMNo3un-
TOpCcKon WKoAbl, o Li3y>xyH onpeaennn ansa cebs
3Ty Lle/Ib BECbMa PaHo, elle B yYeHUYeCKne rojpi.
B aBTOBMOrpadum oH nucan: «<Heobxoanmo coun-
HATb My3bIKY C KUTaliCKMM XapakTepOoM, MOTOMY UTO

A KUTaeL, U AOKEH NCaTb My3blKY A5 KUTACKOTo
Hapoga ... fl Bcerga CTpeM/toCh Co34aBaTb B CBO-
NX KOMMO3NLMAX MENOANM B KNTANCKOM CTUAIE, HU-
Korza He noApaxas MHOCTPaHHbIM JaZaM UAN CTU-
nam» [3, c. 105-106]. 3Tn cnoBa B NOJHOWN Mepe
OTHOCATCA Kak KO BCEMY TBOPUECTBY KOMMO3MTOPa,
TakK U K ero popTrennaHHbiM KoHLepTaM. OanHHa-
ALATb COYMHEHWUN, CO34aHHbIX [0 Li3y>KyHOM B 3TOM
>KaHpe, He ToIbko 0b61afatoT 6oraTbiM HaLMOHa b-
HbIM XapakTepoM U COBPEMEHHbBIM AYXOM, HO U Bbl-
paxatoT ero t060Bb K poAMHE N POAHOMY Kparo.
OHW AE€MOHCTPUPYIOT YCTONUMBYHO YCTAHOBKY aB-
TOpa Ha MOMCK 0CO6Oro HalMOHabHO OKpalleH-
HOro My3blKaJlbHOrO XXaHPOBOTO CTUASA. B ABYX MH-
TepBbto ¢ [0 LI3y>KyHOM, OCyLLIeCTBNEHHbIX aBTOPOM
JaHHOro nccaefoBaHms, KOMNO3MTOP NocaesoBa-
Te/IbHO 3aTparnBan BaXkHY AN HEro TeMy CTpeMm-
NeHNs K HaLMoHanM3aumm My3sblkaabHOTO A3blKa:
«Ha Mol B3rnag, B My3blke HET pasnnums Mexay
COBPEMEHHbBIM W TPAANLMOHHBIM, OHO €CTb TOJIb-
KO MeXJay eBpOnencknmu, a3matcknumu, appukaH-
CKMMW N aMepUKaHCKUMU Tpaamumamun. B Aznum tak-
e eCTb My3blKaJlbHO-CTUAEBbIE Pa3INYna MeXay
Kutaem, BbeTHamowm, Kopeein, AnoHunern n gpyrumm
cTpaHamu. A a nuwy ana Kutas» .

[JaHHaa noTpebHOCTb B COXpPaHEHUN «CBOEro
HaLMOHaNbHOro ANLA» CTana onpeensatoLLen ans
MY3bIKaHTOB OFPOMHOFO MHOTOHaLMOHaNBHOTO FO-
CyfapcCTBa, Ha TeppUTOPUM KOTOPOTO CerofHA Npo-
>KMBAOT OKONO MATUAECATM LLECTU STHUYECKUX rpynn,
NUMEOLLMX pa3Hble KyJbTypHble TPaAnLMm 1 obbl-
yan. Niccnepys cneunduky permoHanbHbIX KyabTyp,
JTto HHaHb nuweT: «OcobeHHOCTHN 3THOreHe3a oka-
3a/ CyLLeCTBEHHOE BAUAHWE Ha pa3BUTUE TPaau-
LMOHHOW My3blkaabHOW KyabTypbl Kutas» [5, c. 14].

B psaay cpeactB My3blKalbHOrO A3blka, TPaHC-
NNPYIOLWMX HAaLUOHaNbHYO NPUHAAIEXHOCTb My-
3blKK, €e 0CObbIN STHUYECKUA KOJOPUT, TNAEPOM,
HEeCOMHeHHO, ocTaeTcs Menoans. Chosa M. V. TanH-
KW O PONN MENIOAMYECKOro Havana B My3biKe, He-
CMOTpPSA Ha BCe M3bICKM aBaHrapa, Heib3s cunTaThb
ycTapeBWwmMK: «<Menoaus npeacraBnset cobol ca-
MYHO CYLLLEeCTBEHHYH CTOPOHY MY3bIKW, AEN0 APYTUX
KOMMOHEHTOB — KOHTPaNyHKTa, MHCTPYMEHTOBKM,
rapMOHWM — AOMNOJHATb, JOPUCOBbLIBaTb MENOAM-
yeckyto Mbicab» [2, ¢. 350]. B noaHom cornacum
C MHEHWEM BENIMKOro pyCcCKOro Kaaccuka u Tou-
Ka 3peHua COBPEMEHHOIO KMTAaMCKOro My3blKOBe-
Aa — Jlto iHHaHs, nccnegyrowero poprenmaHHoe

1. W3 nHTepsblio aBTOpa C N0 Li3y>xyHom ot 09.08.2024

TBOPYECTBO KMTANCKMX KOMMNO3MTOopoB XX-XXI| Be-
KOB: «B TpagMLMOHHOW KUTANCKON My3blKe OCHOB-
HbIM CPEACTBOM BblPa3nTeNbHOCTM ABAAETCA Me-
noans. OfAHOM MenoaNYecKon IMHUN JOCTaTOUHO,
YTO6bI NOAHOCTBHO PACKPbITh CMbICA MYy3blKalbHO-
ro NPoun3BeAEeHMA U BblPa3nTb 3a/10KEHHbIE B HEM
3MOULMOHa/bHbIe NepexuBaHma.» [2, c. 73].

B nounckax camobbITHOCTU Mesioca popTenmaH-
HbIX KOHLepTOB, KOMNO3uTopbl Kntas obpatyatot-
€Sl K HAPOZAHbIM UCTOKaM, KOTOPble OUYeHb Pa3HO06-
pa3Hbl, C y4ETOM HacNeAns My3blKasbHOW KyAbTypbl
MHOXECTBEHHbIX PEFMOHOB CTpaHbl. VicchegoBatenb
OTMeYaeT, UTO NCXOAHBIM A5 MOCTPOEHMA MeNo-
ANYECKOW KaHBbl COYMHEHWIN CTAHOBATCA «...HAPOA-
Hble NeCHW, HAPOAHas UHCTPYMEHTabHas My3bIKa,
a TaKxke MesIoANM U3 HapPOAHON TPaANLNOHHOM My-
3blKaJIbHOW ApaMbl («KuUTalckas onepa»)» [2, c. 74].

O TOM, UTO TemaTnam GopTenmaHHbIX KOHLLep-
TOB COBPEMEHHbIX KUTANCKNX KOMMO3MUTOPOB Ty-
H6UHHO CBf3aH C PONBKAOPHBIMU NCTOKAMMN — MHO-
>KECTBEHHbIMW CTUAAMM HapOAHOM necHn KuTas,
C HaUMOHaIbHOW OMNepHON Tpaauuunel cBuaeTeNb-
CTBYIOT pa3Hoobpa3Hble nccnesoBaTenbckme onbl-
Tbl. 3TO OCHOBaTeNbHas aprymeHTaLMoHHas 6a3a,
[0Ka3blBaroLwas, YTo NOMCK HaLMOHaAbHOMO KOJO-
pvTa MeNoAMKN B TBOpYECTBE KOMMNO3MTOpoB Kutas
nexuT yepes obpalleHme K neceHHomy Goabko-
Py — K CO34aHWNI0 MO MOAENN TPaANLNOHHBIX Me-
NOANIN CBOEro aBTOPCKOro, HO NpW 3TOM Hauuno-
Ha/IbHO OKPaLLEeHHOro TeMaTUyeckoro Matepuana.
Mownckn komnosnTopom o Li3y>kyHOM HaumoHanb-
HOro TMa Menoca Tak>Ke NPoJeratoT B JaHHOM pyc-
ne rnybMHHOro MHTEpeca K HapOAHOW NeceHHON
Ky/NbType U TPaAnLMOHHOM onepe.

HanomMHum, uto Mo L3yxXyH poaunca n xneet
B ropoge ®yuxoy nposuHumm Pyu3aHe. B nepu-
04, CTaHOB/IEHUS ero Kak KoMno3suTopa raybokoe
BAVsSHME Ha HEro okasasa HapogHas My3blka 3TOW
NPOBUHLMW, a TakXXe, B eLle 6obLiel CTeneHn, —
MecCTHas onepa, UMeHyemas Gyu3saHbCkol. B cBo-
eli aBTobnorpadumn n MHTEPBLIO OH pacckasbliBal,
YTO B AETCTBE XMW/ C 6abyLIKOW, KOTopas nena MHo-
ro mesnoaunii dyu3saHbCkon onepol. baarogaps no-
CTOAHHOMY KOHTaKTYy C HEK, OH TOXEe Hay4uaca ux
netb. Mo3xe, NpenogaBas Ha GakysbTeTe NCKYCCTB
PyL3aHbCKOro Nejarornyeckoro yHmBepcumTeTa, OH
obyuyan CTyAeHTOB KMTackomy ¢oabkaopy. Yene-
YeHHOCTb Negarora nepejanacb caywatensim Kypca
n, no cemgetenbctey o LI3y>xyHa, Becb dakyabTeT
MOrpy3wscs B U3yyeHne HapoOAHOW My3bIKW, NMpuria-
LLas OMNbITHBIX MCNOAHNTENEN DYL3AHBCKON Onepsl
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419 NOKasa TEXHUKU UCMONHEHNA U YTeHUA ek~
umnin. B 1954 rogy Mo LI3y>kyH COUMHSET CouUTy Ans
yuyebHwuKa nog HasBaHveM «[1ATHaLaTb N36paHHbIX
Menoanii GyL3aHBbCKOW onepbl», KOTOpasa UCMNOoJb-
30Banacb Npu obyyeHnn NMaHUCTOB Ha dopTenu-
aHHOM dakynbTeTe PyL3AHBCKOrO Nejarornyeckoro
WHCTWTYTa. OTa paboTa npegcraBasna cobom cme-
NYHO NOMbITKY KOMMNO3MTOpPa 06beAMHUTE MECTHYHO
OnepHyr My3blKy C 3anagHbIM MHCTPYMEHTapUeM,
UTO OKaXeT CyLLeCTBEHHOE BANAHME Ha €ro My3bl-
KaNbHY CTMANCTUKY. BnocneactBum YUxkaH CA6uUH,
aHannsnpysa popTtenmaHHyo My3biky Mo LI3yxxyHa,
HanuweT: «9N1eMeHTbl HapPOAHOW My3bIKN N3 pas-
JNINYHBIX PETMOHOB NPOBUHLUN DyL3AHb, KOTOPbIE
nosaAnaau Ha dopTenmaHHble komnosunumm Mo Li3y-
XyHa, B OCHOBHOM MPOUCXOAAT U3 CAEAYHOLLMX MY-
3blKaNbHbIX XXaHPOB», UCTOKMN KOTOPbIX BbIHECEHbI
aBTOPOM B Ha3BaHMWe rnaB nccnegoaHus: 1. Ha-
poAHble necHy; 2. IcTpaga; 3. OnepHasa My3bika; 4.
[pyrne My3sbikanbHble opneHTupel [8, ¢. 21].
Takvnm ob6pasom, [0 LI3y>xyH, HaLleneHHbIV Ha co-
3faHne KMTanckon mogenn GopTenmaHHoOro KOH-
LepTa, OCO3HAaHHO 1 NOCAeA0BaTENbHO BKArOYa
3/1eMeHTbl HaLMOHaIbHOTO Mesioca B CBOW KOMMO-
3UUMKM, HanucaHHble B GopmaTe 3anagHoeBponeii-
CKMX >K@HPOB. 3TO MOI/N BbITb COUMHEHMS KAMEPHO
MY3bIKW, CO/IbHblE BOKa/ibHble MPOW3BEAEHNS, Nbe-
Cbl Ana GopTenmaHo, KOHLEPTbl ¥ cUMPOHMU. MOXK-
HO CKa3aTb, YTO YHWKANbHOCTb CTUAA PopTennaH-
HbIX KOHUepTOoB [0 LI3y>XyHa HEBO3MOXHO OLLEHUTb
6e3 NoOHMMaHWA ero rnybuHHbIX CBA3eN C PObK-
NIOPOM U HauMOHabHOM onepoii. U 3aecb cnepy-
€T yKasaTb Ha TO, YTO KOMMO3UTOP, Kak 1 MHoOrue
€ro Koaiern, He NoOJb3yeTcA TOYHbIM LUTUPOBa-
HWeM, a NpuMeHsaeT MeToa agantauuu. lNMog meto-
AOM ajanTtaumm noHMmMaeTcs nsberaHve TOUHOTO
KasbKMpOBaHWA Menoguii GoNbKIOPHOro Npowuc-
XOXAEeHUs, a cBoeobpasHas ux nepepaboTtka, cBO-
ero poga pabota no mogenn. Kutanckmim mysbiko-
Bea Ban flouxaHb oTMeuan: «B agantupoBaHHbIX
npown3sBeaeHNAx NpeobnasatoT NecHW, N3BeCTHble
CBOVIM PErvoHasbHbIM XapakTepoM ... Komnosnum-
OHHble MpUeMbl, NCMONb30BaHHbIE B 3TUX aganTtauu-
X, BKJOYAIOT pacliMpeHmne TeMaTU4eckom CTpyK-
TYpPbl OPUTUHANABbHBIX MeNOAUN. ITO AOCTUraeTca
nyTem yKpalleHWA NCXOAHOro MaTepuana opHa-
MeHTaMV, BBEJEHUNS Naccaxel, BKIOYEHNA HOBO-
ro matepuana, Co3aHHOro Ha OCHOBE MeJIoANM
nepBoucTOYHUKa...» [1, c. 137]. Takme npomnsBese-
HWA, MO MHEHWIO aBTOPa, UMEIDT CTUANCTUYECKOE
CXOZCTBO C MYy3bIKOM €BPONENCKON TpaguLmm, Ko-
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TOpOe COCTOUT B OMOPE Ha KJacCnyeckyro rapmMo-
HWIO, YCUNEHUM MJOTHOCTW U LWWMPOTbI 3BYYaHUS,
a TakxXe B 0b6OralleHm 3MOLMOHaAbHOW Bblpa3u-
Te/NbHOCTN Menoguun. Pasnnume xxe BUANTCA «B UC-
Noab30BaHUN GopTENNAHHbBIX NCMONHUTENBCKMX
TEXHWK, HaLe/IeHHbIX Ha UMUTaLMIO FONOCOBbIX Ha-
NeBOB N 0COHBEHHOCTEN HAPOAHOTO NeHMs, NoAYep-
KWNBaKOLLMX KONOPUT N pervMoHanbHble obblvaun Ha-
pPOAHbIX NeceH» [Tam Xe].

Cnepys AaHHOW KOMMO3UTOPCKOW npakTuke, o
Li3y>xyH B KauecTBe UCXOAHOIO MaTepuana Takxe
MCNONb3yeT B CBOEM TBOPYECTBE Kak HapoAHble
MesIoAUN NPOBUHLUNN PyL3AHb, Tak U STHUYECKNE
mMenoammn ornepbl MuH, n3BeCTHOM kak onepa npo-
BUHUMM PyL3aHb. DTOT NoAxX04 K GOpPMUPOBaHMIO
TeMaTM4eckoro KOHTeHTa GopTenmnaHHbIX KOHLEepP-
ToB [0 Li3y>XyHa packpbiBaeT CyTb MONCKOB HaLMO-
HanbHOW Mogenn xaHpa. VimeHHO onopa TemaTu-
Yeckoro matepmana Ha GOJ/IbKAOPHbIE NCTOYHUKN
No3BOJIAET aBTOPY AOCTUYb HALMOHaNbHOIO KOJO-
puTa, 60Nee TOro — OTCbINAEeT CAyLLaTENS K UHTOHa-
LMOHHbIM apxeTnnam, GukcupyroLmm ocoboe Mu-
pooluyLeHe N KOpHeBY0 0H6pa3HOCTb.

[ns noaTBEpXAEHWA BbiCKa3aHHbIX UAEW, a Tak-
e C Le/Iblo BbIABUTb HaLMOHa bHble KOPHU TeMa-
TUYeckoro Matepuana GopTenmnaHHbIX KOHLLEPTOB
KOMMO3MTopa 06paTMMCA K KOHKPETHOMY aHanun-
3y TemaTM3Ma KOHLEPTOB C OTCbIIKON Ha BAOXHOB-
NABLUIME KOMMO3UTOPA HaLMOHabHbIE €ro UCTOKMN.
HauHem c onepbl npoBuHLMK Pya3sHb.

UkaH JaHuH nuwer: «M306petatensHoctsb o
Li3y>kyHa 3akntouanacb B ero ymenom oibope npo-
N3BEAEHWI A1 afjanTaumnn, Cpeamn KoTopblix Hanbo-
flee 3aMeTHYH poJib Urpanu Hanesbl GYA35HbCKOM
onepbl, UMeHyeMble AHMECHM 2. 3TN HapOAHble Me-
NOAMWN OTANYAKOTCA NAKOHUYHOCTBHO ... VX CTPYKTYp-
Has NMPOCTOTa BO MHOIOM 0bbsCHseT, noyemy o
Li3y>xyH npegnoyen agantnpoBatb AHNecHW 60/1b-
we, yeM ntobou apyron Bua» [7, c. 201]. ABTOp Tak-
e MPUBOAMNT CXEMATUUHYHO XapaKTepuCTUKY Hanbo-
Nee TUNUYHBIX MHTOHALMOHHBIX 060POTOB JaHHOWM
rpynnbl HaNeBoB, OCHOBY KOTOPbIX COCTaBAAET npe-
MMYLLLeCTBEHHasA OMopa Ha TepLMmu 1 KBapThbl, B TOM
UnCEe U B «M3BUANCTBIX MPOrpeccnax opHaMeHTab-
HOTro XapakTtepa»:

2. fHNecHW — CTPyKTypHas ¥ MHTOHALMOHHas OCHOBA MecCT-
HbIX HAPOAHbIX NeCeH, COEAVNHMBLLAA TEXHUKMN NMeHUs Npo-
BUHUMA Pyu3sHb, LissHcn v ap., nepesaBaBLuascs U3 Noko-
NeHVs B NOKOJIEHWNE B YCTHbIX NPaKTUKax HapOAHOro Ucnon-
HWTENbCTBA.

lMpumep 1: Mesnoduueckue xapakmepucmuku AHNecHU.

B nogTBepxaeHue BbiBeAeHHbIM YxXaH [JaHnHOM
6a30BbIM MeIOANKO-UHTOHALMOHHBIM «popMynam»,
npuvBesemM ABa npumMepa 13 3TOM rpynnbl, COOTBET-
CTBYHOLUMX AaHHOW MeNOANYECKON XapaKTepucTm-
Ke. DTO AHMEeCHU «3a OKOHHOW ceTkol» [9, c. 288]
n «bosawmica ceoen cynpyru» [4, c. 27]. Cm.Mpwu-
mMep 213

=120

e e e R =S

b >y i O T
s = — ==

—_—

Ui

e
b oonl ) 17O 0
(e=—

Mpumep 2. AHnecHs «3a okoHHOU cemkoli»
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lpumep 3. fAHnecHs «boawutica ceoeli cynpyau»

B dopTenmaHHbIx KoHUepTax [0 Li3yxxyHa cogep-
XUTCA HeMano GparmMeHTOB, rae obHapyXnBaeTcs
noAobHoro T1na Menojmnka, OCHoBaHHas Ha Bapua-
TUBHOM YepeAoBaHUN TePLMIA N KBAPT:

lMpumep 4: o Li3yxyH: 3 koHYepm 011 popmenuaHo c opke-
cmpom, makmel: 140-143, napmus gpopmenuaHo.

Kpome Toro, o Li3y>yH 4acto ncnonbsyet me-
n3maTnyeckme ykpalleHna B Menoauke, 4tobel fo-
61TbCA XyHbLAH 3 3bdekTa. ITO TakKe 0AHa 0Co-
6eHHOCTel HaneBOB rpynMnbl AHMECHS, Ha KOTOPYHO
ykasbiBaeT YxaH [JaHuH.

lpumep 5. Xapakmepucmuka MmeausMamuku 8 Haneeax
AHnecHu.

AHanornyHble npuemsl ¢ UICNOJAb30BaHNEM Me-
NN3MaTUKKN TUMUYHbBI U N8 Meoca popTenmaHHbIX
KoHuepToB o Li3y>KyHa.

lpumep 6: Mo Li3yxxyH: 3 koHYepm 0415 hopmenuaHo ¢ opke-
cmpowm, T yacme scmynneHue, makmeol: 1-3, napmus gnelima.

Obpawyaetcsa Mo LI3yxyH v K gpyroi rpynne Ha-
neBOB, XapakTepHbIX Ana onepbl Pya3saHb — LI3AH-
xy. iccnegoBatens oTMeuaeT, 4To B Hanese Li3saHxy
NPUMEHAIOTCA Takme NpremMbl, Kak Bubpato, sobas-
NeHve HUXHero doplunara Uan Tpenewn, a B kade-
CTBE aKKOMMaHMPYHOLWMNX B OCHOBHOM MCMOJb3Y-
FOTCA CTPYHHbIE MHCTPYMeHTbI» [4, c. 28].

lMpumep 7: Obwjue mesoduyeckue xapakmepucmuku L3sHxy.

3. XKyHbusaH (EFE), nam ykpalueHme, — yHukanbHas TexHuKa xa-
paKTepHas AN KUTaCKOrO HapOAHOTO BOKaJbHOTO UCKYC-
CTBA, UCMONb3yeMas AN KPacoTbl M 0COBOM BbIPa3UTENbHO-
CTW, «AN1A BOCTUXEHMUA ICTETUHECKOTO COBEPLLEHCTBA, BbIPasui-
TENbHOM FAYBUHbI U YHUKAbHOW MHTEPRPETaLMOHHON CUAbl.»
Cm. noapo6Hei: https://www.sohu.com/a/198893557_687846
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o Li3y>kyH ncnonb3oBan 3T Mesognyveckme oco-
H6eHHOCTH, KaK B OPKECTPOBOW, Tak 1 B GOPTENUAHHON
NapTvsx, UMUTUPYS CTUAb HAPOAHOTO NMECEHHOTO UC-
KYCCTBa, aCCOLMMPYIOLLMIACA C PYL3AHBCKON Onepoin.

lpumep 8: o Li3yxxyH: 2 koHYepm 0415 hopmenuaHo ¢ opke-
cmpowm, 2 yacme, m.m. 1-7. lMapmus AHaaulicko2o poxoka.

lpumep 9: Mo Li3y>xyH: 6 KoHYepm 013 ghopmenuaHo ¢ opke-
cmpom, m.m. 296-301. [lapmus ckpunku u anema.

Apyrol UCTOUHWK, NUTaLOLLMIA TemaTu3m popTe-
nMuaHHbIX KOHUEepTOoB Mo Li3y>KyHa,— HapoAHble nec-
HY npoBuHUMK DyL3aHb. BHeapeHWe UX MHTOHaUNIA
1 PUTMOB B 3aMagHYHo My3blKaabHYyt0 GOpPMY, aKLieH-
TUPOBaNW HaLMOHaNbHbIA xapakTep TemaTnama. K nH-
TOHALMOHHBIM OPUEHTMPAaM, 3Ha4YMMbIM A1 KOMMO-
31TOPa, CefyeT OTHeCTM 3anajHble Xakka — ropHble
necHu 4, ceBepHble PYL3AHbCKME TOPHbIE MECHN ° Ha-
pogaHble necHu LitoaHbuxoy 6. He nmes BO3MOXHO-
CTU B pamKax CTaTbM NogpobHO OXxapakTepn3oBaTb
BCE 3TU PA3HOBUAHOCTW, OCTAHOBUMCA Ha ABYX Mpu-
Mepax, ApKO UANKCTPUPYIOLWMX nogxos o LisyxyHa
K afianTaLum HapoAHbIX Menoauii. Tak B cBoe pop-
TenuaHHom mysbike o LI3y>KyH HeO4HOKpPaTHO MC-
MONb30Ba HaPOAHYHO NeCHIO 3anagHon dyL3saHb-
CKOW Xakka ropHble necHu «LiBeTywuii nyknopen»:
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MMpumep 10: 3anadHas yy3sHLCKAA XAKKA 20pHAS NecHs
«ljeemywuli nyknopeti» ( JEZEFFIE )

4. PacnpocTpaHeHbl B 3arMagHoM Yact NpoBuHLMM Pyu3sHb,
NpeacTaBAstoT CO60M HaPOAHbIE YaCTYLLKKN, NPOUCXOAALLMe
U3 PErVOHOB, HaCeNEHHbIX XakKa.

5. TMonynspHbl B rOpHbIX NECHAX ceBepHOro Pyu3sHs, B Hemno-
CpeacTBeHHOW 61M30CTW K NPOBUHLMAM Li3sHCK 1 YxaL3sH,
OHU aKKyMy/MpPOBaan 0CO6EHHOCTH BOKabHOTO MHTOHMPO-
BaHWA, XapakTEPHOTO ANs BCEX TPEX MPOBUHLMNA.

6. DTN NeCHU OTHOCATCA K KaTeropmn HapoAHbIX neceH MUHHaHb
1 B OCHOBHOM PacnpoCTpaHeHbl BO BHYTPEHHWX TOPHbIX paiio-
Hax, Npryem HONLLUMHCTBO U3 HUX CBA3aHO C TPYAOM. MpumMepa-
MU MOTYT CAY>WTb MECHU 0 cBope Yas U NeCH O NpW3bIBE BONOB.

7. CmpanHbIn npumep: https://www.ktvc8.com/mobile/75788_1.html
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Menoawns 31oli necHn B o6paboTaHHOM BUAe
NMOBTOPSAETCA HECKOJIbKO Pa3 B Pa3NNUHbIX UHCTPY-
MeHTa/bHbIX YacTax YeTBepToro poprennaHHoro
KOHLepTa.

Mpumep 11: To L3yxyH: 4 koHuyepm 014 ¢opmenuaHo
¢ opkecmpom, 1 yacme, makmel: 1-4, napmus 8aAMOopPHel.

lpumep 12: To L3yxyH: 4 koHyepm 011 ¢opmenuaHo
¢ opkecmpom, 1 yacme, makmel: 53-56, napmus kaapHema

lpumep 13: [o L3yxyH: 4 koHyepm 0as ¢opmenuaHo
¢ opkecmpom, 1 uacme, makmel: 117-121, napmus ¢pazoma.

ViHTepeceH meToA, KOTOPbIM NO/b3YeTCA KOM-
nosntop B paboTte Hag UCXOAHBIM TEMATUUYECKUM
mMatepwuanom. Ero cekpeT OH NpMOTKpbIBaeT caMm:
«Yetbipe HOThI «/l0 Jla Mun Pe» — camas cyTb me-
NOANN HapOAHbIX neceH ceBepHoro OyuzaHs —
CTanv TeMOW TpeTbel Yactu moero Broporo ¢pop-
TenmaHHoro koHueptal» [3, c. 171]. To ecTb NyTb
K cOo3paHn0 0606LWeHHOro obpasa HapoaHbIX
MEeNOANIA NEXUT Uepes aHaNn3 UX ONOPHbIX UH-
TOHALUMOHHbIX OCHOB, KOTOPbIE «MHKPYCTUPYHOT-
cA» B aBTOPCKME TeMbl, obecneynBas UM HaLMo-
HaJIbHbI KONIOPUT 3BYYaHus. B kauecTse npumepa
npueeaem paboTy KOMMNO3UTOPa Haj CeBEPHbIMU
bYLU3AHBCKUMY FTOPHBbIMU MecHAMU. B pe3synbTaTte
NX aHanu3a, 6binn BbIBAEHbI ONOPHbIE TOHbI —
Nf, 40, MW, pe — KOMBMHaTOpuKa KOTOPbIX Jerna
B OCHOBY KJ/1HOY€EBbIX MOTVUBOB Pa3HbIX COUNMHEHWI
komMno3sutopa. To ectb [0 LI3y>XXyH He npAMO KO-
nMpoBan Menoann, a co3gaBan CBOM COBCTBEH-
Hble TeMaTn4yeckne KOMMIEKChI, MPOHW3aHHble
XapaKTepHbIM CTUJIEM HapOAHbIX NeceH ceBep-
Horo Oyu3aHs.

Obpatnmca k HapogHowW necHe CeBepHoro Py-
U3sHs «OXMBAEHHbIN NPa3AHUK NOAOK-APaKOHOBY,
JEMOHCTPUPYIOLLYHO TNaBEHCTBO yKa3aHHbIX ONop-
HbIX TOHOB (cM.npuMep 14) n conoctaBmM ¢ obpas-
Lamu Tem n3 Broporo doprenmaHHOro KoHuepTa
(cM. npumepsl 15,16).
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lMpumep 14: CesepHas yyssaHbCkas 20pHAS  NecHsA
«OxxuBaeHHbIU NPazodHUK 1000K-0pakoHoe» [6, ¢. 1054]

lpumep 15: [o L3yxyH: 2 koHuyepm 011 ¢popmenuaHo
¢ opkecmpowm, 3 uacme, makmel: 1-4, napmus kaapHema.

lMpumep 16: o L3yxyH: 2 koHyepm 0Ons ¢opmenuaHo
¢ opkecmpom, 3 4yacme, makmel: 190-194, napmuu kaapHem
U 8G/IMOPHSI.

WTak, brarogaps conoctaBUTeIbHOMY aHau-
3y, YAaNOCh BbIABUTb, YTO C LiebO AOCTUXEHUS
HaLMOHaNbHOrO KOJIOpUTa 3BYyYaHWs Tematnye-
ckoro Matepwuana dopTenmaHHbIX KOHLEPTOB, [0
Li3y>xyH npumeHsaeT MeTod agantaumm. OH ocHO-
BaH HE Ha TOYHOM LIMTUPOBaHMM TeM dYL3AHbCKOW
onepbl UM GONLKJAOPHOrO NECEHHOTO MaTepuana,
a Ha NOoJlyYeHHOW aHaANTUYECKMM MyTEM «MaTpu-
Le» KJHYEBbIX MHTOHaLUWM, KOTOpble CTaHOBATCA
OMOpPHBLIMYK BO BHOBb CO3aBaeMOM KOMMO3MUTO-
pPOM TeMaTU4eckoM MaTepuasne.
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