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Summary: In the context of intangible cultural heritage
preservation, cognitive illustrated books serve as an effec-
tive medium for the visual archiving of traditional craffts.
This study focuses on traditional metal crafts and exam-
ines the complete process of creating an illustrated book—
from material collection to the construction of artistic
imagery. Drawing on the theory of text-image interaction
and the creative principles of He Yuzhi, the author ana-
lyzes the transformation of formal language throughout
the book-making process. It is emphasized that the au-
thenticity of content is achieved through interdisciplinary

Traditional crafts, bearing witness to the devel-
opment of Chinese civilization over more than five
millennia, are invaluable assets and historical reflec-
tions of the cultural foundations of the Chinese na-
tion, serving as living embodiments of the people's
collective memory.

It is precisely the uniqueness of handmade ar-
tifacts that endows them with cultural and artis-
tic significance. "Of all the professions by which
a person can earn a living, the one that brings a
person closest to the natural state is physical la-
bor" [2]. Craftsmanship does not merely provide a
means of subsistence — it restores to the individ-
ual their authentic nature. "Traditional craft tech-
niques embody unique artistic-cultural value and
folk wisdom" [4, p.4]. Craftsmanship proves to be
a bridge connecting the material and the spiritual,
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collaboration and direct engagement with bearers of craft
traditions. Through a realistic drawing style and the or-
ganic integration of text and image, the aesthetics of metal
crafts are transformed into visual narrative, facilitating the
transition of traditional culture from a state of "being pre-
served" to a state of "being understood" and ensuring its
intergenerational transmission.

Keywords: traditional metalworking, cognitive picture
books; visual archiving; interdisciplinary collaboration; in-
tergenerational transmission.

the everyday and the sacred, the personal and the
communal.

Artists of different generations, gazing upon the
material culture of the past, find in it an inexhaust-
ible reservoir of themes. Traditional crafts become
for them not merely objects of depiction, but also
a means of contemplating the connection between
eras — a dialogue between a fading reality and con-
temporary artistic language. It is precisely in this
context that the work of He Youzhi (He Youzhi, 1922-
2016), a master of picture-story books (£ &) and
linear drawing, is particularly revealing. "In his lat-
er years, he also created a series of works depict-
ing old Shanghai, as well as several short picture
books, such as He Youzhi's 360 Lines of Painting,
which reproduce vanishing folk traditions. He You-
zhi himself summarized his approach as follows: 'I

find sensations in life, seek language in tradition,
and discover myself in artistic practice™ [5].

In the book He Youzhi's 360 Lines of Painting, 90
types of Shanghai trades are depicted, documenting
the typical expressions and actions of people from
all walks of life in Shanghai during the first half of
the 20th century, with explanatory texts added to the
background of each illustration. This book can be re-
garded as an illustrated social history of old Shanghai.

Among the multitude of craft traditions, those
related to metal processing deserve particular at-
tention. Ancient bronze casting gave the world ritual
vessels and weapons; the art of cloisonné enamel (
=ZRI%), in which a copper base is adorned and viv-
idly colored with partitioned enamels; chasing and
forging, which create three-dimensional images on
thin metal sheets; filigree and granulation ({E22%&
#8) and inlay work. In each of these techniques, cen-
turies-old methods coexist with new approaches,
but manual labor remains the foundation that pre-
serves a living connection to its origins.

The author of this article is an illustrator and the
artist responsible for the drawings in the section
on traditional metal processing in Han Yumeng's
monograph Jewelry Design (the book is currently in
press). This project confirms the relevance of such
a format of visual communication in the context of
preserving traditional culture and strengthening in-
tergenerational ties. The section is intended to be
structured according to the principles of a picture
book, with an emphasis on visual narrative.

In choosing a theme, the artist chooses a par-
ticular angle of vision on the world. The creative
process becomes the materialization of this vision.
"What we call 'vision' is always shaped by habits
and expectations... The artist's choice of subject and
style is constrained by the visual schemata he has
inherited" [6, pp.80-82].

The first stage in the creation of the book was
the accumulation of visual material. The author vis-
ited a metalworking workshop, studied production
techniques, and consulted with specialists. After
sifting out the superfluous, extracting the essence,
and selecting what could be effectively integrated
into the work, the material was transformed into
the content of the illustrations.

The meaning of illustration lies in the emotional
resonance that the viewer receives through its visual
language. "An image contains information that may
have no direct bearing on our understanding of his-
tory as a whole. To point us toward what is significant,

the context of specific words is needed, or at least
a previously established notion of what to look for"
[3, p-212]. The language of illustration is the expres-
sion of inner emotion through form, tonality, color,
scale, and overall mood. Kandinsky asserts: "...at the
foundation of every problem in painting there always
lies the 'inner."" And he adds: "If this 'inner' is ‘bad’
or weak in form, then the form is bad or too weak
to evoke a purely resonant vibration of the soul" [1,
pp.165, 314]. All visual languages are inextricably
linked to the artist's emotions.

Next, the question of the dialogue between text
and images must be resolved. Perry Nodelman ar-
gues [3] that a picture book contains a triple nar-
rative: the story of the text, the story of the images,
and a new story that emerges from their fusion. He
maintains that "transmitting information" is a fea-
ture of cognitive works, while "narrative" is the task
of literary ones. "Picture books combine literariness
and cognitiveness. The communicative function of
images: illustrations are conditional, purpose-ori-
ented images created by combining the aesthet-
ics of drawing with the principles of artistic design
in accordance with the content of the text. .. The
sequentiality of images expresses a holistic idea"
[7, p.22]. In a picture book, image and text are in-
separable and mutually complementary: the script
determines the plot, while the imagery and style of
the illustrations define the characters. The image is
the external manifestation of the script. The script
serves as the foundation upon which the illustra-
tor builds their narrative. Continuity and connec-
tion between images are crucial.

Based on the textual script, a sequential process
of image creation is constructed. Creating a picture
book requires working on the tempo-rhythm of the
entire book as a whole. "An image by itself cannot
tell us that this is a flashback. By limiting each oth-
er, words and images together acquire a meaning
that neither possesses alone — performing a com-
plementarity that Barthes calls 'relay™ [3, pp.214-
220]. For this book, an original text was written to
explain the content of the illustrations.

The primary goal of the project is to emphasize the
beauty of the metal artifacts and tools themselves; it
is important to convey even the traces of wear, which
become an embodiment of "the beauty of use." The
tools are arranged in an orderly manner, as if lying
on the craftsman's workbench, ready for use.

According to Nodelman, "text and illustrations
work best together not when they repeat each oth-
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er, but when each conveys different information.
In such cases, they enter into an ironic interaction:
the text tells what is not shown in the picture, and
the picture shows what is not said in the text" [3,
p.256]. In Han Yumeng's monograph Jewelry De-
sign, Jing Lin's illustrations for the "Metal Objects"
series serve not merely as a visual accompaniment
to the text, but as an independent narrative layer
that enters into dialogue with it.

A cognitive children's picture book about tra-
ditional crafts begins with a question: how can a
child not only learn about how things are made, but
also feel a connection to the culture behind these
things? The answer requires the development of a
particular visual language. Its principles are: con-
tinuity of imagery, guiding the reader through the
production process; recognizable graphic accents
serving as orientation points; credible rendering of
tools and mechanisms; and an inseparable bond
between word and image, where text explains but
does not replace the picture. In such a book, the
main protagonist is the artifact itself — the prod-
uct of craftsmanship — while the characters serve
as guides. The cover functions as a showcase, dis-
playing the finished result. These devices form the
language in which the book speaks to its reader.

But language is merely a means. Technical pre-
cision alone does not hold a child's attention or
generate understanding. Therefore, the narrative
is built around situations close to a child's experi-
ence — shared meals, play, helping others. The craft
storyline is threaded onto this everyday founda-
tion, and through the juxtaposition of the familiar
and the unfamiliar, traditional culture ceases to be

something abstract. It becomes woven into daily
life, presented as living reality.

The conception of the book is shaped by several
aspects: the plot holds attention, the cultural-histor-
ical layer fills it with content, the mythological adds
depth, the graphic solution establishes the visual
order, the script dynamics create rhythm, and the
research work — studying the craft on site, meeting
the craftspeople, their tools, and their environment
— lends credibility to all of it. Without this final lay-
er, the book remains superficial, however skillful its
graphics may be.

Despite all common approaches, each project
acquires its own distinct identity. The artist seeks
that distinguishing mark — a technique, an orna-
ment, a color — that will forever link the book to a
specific craft tradition. This is not merely a stylistic
decision, but a means of making knowledge recog-
nizable and memorable, of fixing in the reader's
mind the image of that particular craft.

All the methods and principles enumerated
serve a single ultimate purpose. A cognitive pic-
ture book constructed according to these principles
and incorporating research, artistic, and pedagogi-
cal experience becomes more than just a children's
publication. It becomes a form of preserving and
popularizing traditional craft culture. Such a book
is always a collective project, requiring the partic-
ipation of a writer, artist, photographer, ethnogra-
pher, cultural scholar, and historian. Only under this
condition does the picture book cease to be an en-
tertainment product and become a genuine form
of heritage archiving — a living testimony capable
of transmitting tradition to new generations, there-
by securing its future.
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OT TPAANUNOHHOIO PEMECJIA
K TIPOEKTHOMY OBPA3Y. COBPEMEHHAA AETCKAA
NNNHOCTPUPOBAHHAA KHTA O XYAOXECTBEHHOW
OBPABOTKE METAJINIA (TPAGUYECKIN A3bIK
N CMNEUNOUNKA PASPABOTKI BN3YAJZIBHOIO
CLLEEHAPUA)

AHHOTauumA: B KoHMeKkcme coxpaHeHuUs HemamepuaaseHo20
Ky/1bmypHO20 Hacaedus no3HasameJlbHele UAIOCMPUPOBAH-
Hble KHU2U cykam 3ghghekmusHbIM cpedcmeomM 8uU3yalbHoU
apxusayuu mpaduyuoHHbIX pemécen. JaHHas cmames noces-
weHa mpaduyuoHHeIM peméciam no obpabomke Memasna.
Paccmampusaemcs 8ecoe npoyecc co30aHUs UIICMpUpo-
8aHHOU KHU2u — om cbopa mamepuana 0o NOCMpPoeHUs
XydoxecmeeHH020 0bpasa. Onupasace Ha Meopuro 83auUMo-
delicmsus mekcma u u3obpaxeHusi U meopyeckue NPUH-
yunel X3 Ouxu, asmop aHaausupyem mpaHcgopmayuro
¢opmaneHo20 A3bika 8 npoyecce co30aHuUsa KHu2u. [1od4ép-
kusaemcs, Ymo 0ocmosepHOCMb codepxaHus docmueaemcsi

TpagnumoHHble peMEcia, CBUAETENLCTBYA O Pas-
BUTUM KNTANCKOW LIMBUAN3ALMN HA NPOTAXKEHUM
bosee NATU ThicAYeNeTUN, ABNAOTCA BecleHHbIM
LOCTOAHMEM N UCTOPUYECKUM OTPaxKeHWeM Ky/b-
TYPHbIX YCTOEB KUTAMCKOW HaLMK, CY>KAT XXUBbIM
BOMJIOLLLEHNEM KONNEKTUBHOM NaMATV Hapoaa.

VIMEHHO YHUKaNbHOCTb U3AENNIA PyYHON PaboThl
HaZenseT Ux KyNbTypHOM 1N XyAOXXEeCTBEHHOM 3Ha-
YMMOCTbHO. «M3 BCex Npodeccuin, B KOTOPbIX Yeso-
BeK MOXeT 3apabaTbiBaTb Ha XW3Hb, Npodeccus,
KoTopas 60/blle BCcero npmubamxaer yenoseka K
€CTECTBEHHOMY COCTOSIHWIO, — 3TO GU3NYECKUI
TpyA» [2]. Pemecno He npocTo Aaét cpencraa K

yepe3 MexoucyunIuUHapHoe compyoHUYecmso U Henocpeo-
CcmeeHHbIU KOHMAakm ¢ Hocumenamu mpaouyuu. Peanucmu-
Yeckas MaHepa pucyHKa u op2aHUu4Hoe couemaHue mekcma
u uzobpaxkeHus npeobpasyrom scmemuky Memaaiu4yeckux
pemécen 8 usobpasumesleHoe No8ecmeosaHue, cnocobcmeys
nepexody mpaduyuoHHOU Ky/ibmypbl U3 COCMOSAHUS «0Xpa-
HAeMoU» 8 cocmosHUe «noHUMaemoUi» u obecnequeas eé
MEXNOKO/IeHYeCcKyro hepedady.

KnroueBble cnoBa: mpaduyuoHHas memasnoobpabom-
Ka; Ko2HUMUBHbIE UNICMPUPOBAHHbIEe KHU2U; 8U3Ya/lb-
Hoe apxusuposaHue; MexoucyunauHapHoe compyoHu4e-
€MBeo, MexnokoieH4Yeckas nepedauya.

CyLL,ecTBOBaHMIO — OHO BO3BpaLlaeT YenoBeky
ero NoAJAnHHyt npupoay. «TpagnuLmMoHHbIe pe-
MeC/eHHble TEXHONOTMW BONAOLLAKOT B cebe yHW-
KaNbHOE Xy[0XKeCTBEHHO-KY/bTYpPHOE 3HaueHune
N HapoAHYyto MyapocTb» [4, c.4]. Pemecno okasbl-
BaeTCA MOCTOM, COeAMHAOWMM MaTepuanbHoe 1
LYXOBHOE, MOBCEAHEBHOCTb W cakpasbHOe, INY-
Hoe n obluee.

XYLOXXHWKN pa3HbIX MOKONEHWU, BFASAbIBAsAChH
B MaTepuasbHYytO KyNbTypy MNPOLUAOro, HaXoAAT B
Hel HeucyepnaeMsblli 3anac TeM. TpaguLMOHHbIE
pemMécna CTaHOBATCA AN HUX HE NMPOCTO 06BEKTOM
n306paxKxeHns, HO 1 CNOCOHBOM OCMbICNEHUNS CBS-
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31 BPEMEH, ANANIOrOM MeXAy yXOAsLel peasbHO-
CTbHO N COBPEMEHHbIM XYJ0XXECTBEHHbIM A3bIKOM.
IMeHHO B 3TOM KOHTeKCTe MoKasaTeNbHO TBOpYe-
ctBO X3 KOuxun (He Youzhi, 1922-2016), macTepa
NAAHbXyaHbXya W IMHENHOrO pUCYHKa. «B nosgHune
roZibl OH CO3ZaN Takxe psj NPon3BeLeHNn, n3obpa-
Xarowmx ctapblii LaHxal, n Heckoabko KOPOTKMX
PUCOBAaHHbIX KHWUT, Taknx KakK “360 CTpOK XunBonu-
cn X3 KOuxn”, B KOTOpbIX BOCMPON3BOAATCA UCYe-
3atowme ¢onbkaopHblie Tpagnumm. Cam Xs Kouxn
pe3toMNpPOBaN CBOM MOAXOZ cheayrolnm obpa-
30M: fl HaXOXy OLLYLLEHNSA B XU3HW, ULLY A3bIK B
TPagMLMAX N OTKPbIBaKO Cebs B XyA0XECTBEHHOWN
npakTtuke» [5].

B kHure «360 cTtpok xuBonucy X3 KOuxn» nso-
6paxkeHbl 90 BUAOB LLUAHXANCKOW TOProBu, 3a40-
KYMEHTUPOBaHbI TUMUYHbIE BbIPaXeHWs U AeNCTBUS
nofen n3 Bcex cnoée obuectsa B LLlaHxae nepeon
NosoBUHbI XX Beka, a Takxke AobaBaeHbl NOSCHWN-
Te/ibHble TeKCTbl K GOHY PUCYHKa. DTy KHUTY MOXHO
paccMaTpuBaTh Kak UANKOCTPUPOBAHHYHO NCTOPUIO
obuectBa B cTapoM LLlaHxae.

Cpean MHOXeCTBa peMEeC/IeHHbIX TPpaAnuLnin
0cob60ro BHMMaHMA 3acay>mnBatoT Te, YTO CBA3a-
Hbl ¢ obpaboTkon MmeTanna. lpeBHee 6poH30BOE
NNTbE, NoAapvBLLee MUPY PUTyabHble COCYAbl U
OpYXWe; NCKYCCTBO U3UHbTAHbAAHL (RIR 1K), rae
MefHas OCHOBa pacLiBeYMBaeTCa neperopojya-
TOW 3Masibto; YekaHKa 1 KOBKa, co3jarollme 06b-
8MHble n306paxkeHns Ha TOHKUX MeTananyeckmx
mcTax; GuanrpaHb 1 3epHb ({EZ2EHR), MHKpycTa-
ums. B kaxaom 13 nepeyvmciaeHHbIX TEXHUK BEKO-
Bble NMPUEMbI COCEACTBYIOT C HOBbIMMW NMOAXOAAMMY,
HO PYYHOW TPyA OCTaéTtca Toi OCHOBOM, He3 KoTo-
PO TEXHNUYECKMNA MPOrPecc He CMOXET COXPaHNUTb
>XMBYHO CBA3b C UCTOKaMMW.

ABTOp AaHHOW CTaTbW ABAAETCS XYAOXKHUKOM-WA-
NOCTPATOPOM M aBTOPOM PUCYHKOB K pasgeny B
MoHorpadum XaHb FONM3aHb «[in3aiiH yKpalLueHWn»,
MOCBsLLLEHHOMY TPaAULMOHHOW 06paboTke MeTanna
(Ha HacToALWMIA MOMEHT KHUTa TOTOBMTCA K MeyaTn).
MpoekT ABAfeTCA NOATBEPXKAEHNEM aKTyaNbHOCTU
nogobHoro ¢popmata BM3yanbHON KOMMYHMKaLLUK
B KOHTEKCTE COXPaHEHUs TPaANLMOHHON KYAbTypbl
N yKpeniaeHns MexnokosieHueckux cssel. MNpes-
nonaraeTcs, UTo pasgen byseT NOCTPOEH No 3aKo-
HaM KHUXKKN-KAaPTUHKM, C aKLLeHTOM Ha BU3Yya/lbHOM
NMOBECTBOBaHUMN.

Bbibrpas Temy, XyAOXHUK BbiOMpaeT onpese-
NEHHbIN Yros 3peHns Ha Mup. TBOpUECKMiA npo-
Llecc CTaHOBUTCA MaTepuanun3aLMen 3Toro B3rnssa.
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«To, YTO Mbl Ha3biBaeM "3peHuneM", Bcerga Gopmu-
pyeTca NpUBbIYKaMUN U OXUAAHUAMMN... Bbibop xy-
JOXHVMKOM TeMbI U CTUAS OFPaHUYeH BU3yaibHbIMU
cxemMaMu, KoTopble OH yHacnegosan» [6, ¢.80-82].

MepBbIM 3TanoM CO34aHMA KHUTW CTano HaKo-
nieHne BM3yalbHOro Mmatepuana. ABTOp NoceTun
MacTepckyro no MetannoobpaboTke, n3yumnn npo-
N3BOACTBEHHbIE TEXHUKM, MPOKOHCYNbTUPOBAaCA
co cneymnanucrtamu. Nocne oTcemBaHWsA NULLHErO,
n3BneyeHus cytn, otbopa 3dGeKTUBHOIO ANs UH-
Terpauuu B Npov3BeseHne, maTepuan npeespatia-
eTca B cogepikaHne UAnCTpaLui.

CMbICh nanCTpaLnm — B 3MOLMOHANIbHOM
pe3oHaHce, KOTOPbIV 3pUTENb NOJlyYaeT Yepes eé
BM3yasibHbI A3bIK. «/1306paxkeHne cofepXKUT NH-
dopmMaLunto, KOTopass MOXET He UMEeTb MPSIMOro
OTHOLLUEHWSA K HaLleMy MOHVMaHWUIO NCTOPUN B Lie-
noM. YTobbl yKa3aTb HaM Ha 3HauMMoe, HeobHXo-
[AVM KOHTEKCT KOHKPETHbIX C/I0B UK, MO KPalHen
Mepe, paHee yCTaHOBNEHHOe MpeAcTaB/ieHNE O TOM,
uTO MCKaTb» [3, ¢.212]. A3bIK nanOCTpaLmmn — 3TO
BblpaXkeHWe BHYTPEHHUX 3MOLUIA Yepe3 dopmy,
TOHaNbHOCTb, LiBET, pa3mep, obliiee HaCTpoeHwe.
KaHAWHCKUIA yTBEPXKAAET: «...B OCHOBE KaXA0M Npo-
671eMbl B XXMBOMUCK BCErAa NEXUT BHYTPEHHEE».
W nobaenset: «Ecnm ato BHyTpeHHee "naoxo" nan
cnabo no dopme, TO 3TO 3HAUUT, 4YTO dopMa nso-
Xa Uan canwkom cnaba, utobbl BbI3BaTb YMCTO 3BY-
Yallytro AyweBHyto Bubpauuto» [1, c. 165, 314]. Bce
BU3yasibHble A3blIKWM HEPA3PbIBHO CBA3aHbl C SMOLU-
AMU XYJOXKHMKA.

Mocne HeobXxoAMMO peLnTb BONPOC Ananora Tek-
CTa 1 n3obpaxeHuit. Meppu HogenbMaH yTBepXAa-
eT [3], uTO KHMra € KapTUHKaMUN COAEPXKNUT TPOMHOE
NMOBeCTBOBAHWE: NCTOPUIO TEKCTa, MCTOPUIO n3obpa-
>KEHWI N HOBYHO UCTOPUIO, BO3HWKAIOLLYIO MPU MNX
camsaHuK. OH cUMTaeT, uTo «nepegaya MHbopma-
Lum» — 0cobeHHOCTb NMO3HaBaTe bHbIX MPOn3Bese-
HWI, a «<NOBECTBOBaHMWE» — 3ajava AUTepaTypHbIX.
«KHUXKN-KaPTUHKN COYeTatoT UTEPaATYPHOCTb U
no3HaBaTeIbHOCTb. KOMMYyHMKaTBHaA QyHKLNSA
N306paxKeHNn: NANKOCTPALMN — 3TO YCIOBHbIE, Lie-
NleHanpaB/ieHHble N306paXKeHns, Co3haHHble Mny-
TEM COeAMHEHMA 3CTETUKM PUCYHKA C MPUHLMNaMK
Xy[,0XECTBEHHOTO AM3aliHa B COOTBETCTBMM C CO-
JAep>aHuem TekcTa. ... [locnesoBaTeNbHOCTb U30-
HpadkeHWI BbipaXKaeT LeNoCTHYO naeto» [7, ¢.22]. B
KHUXXKe-KapTUHKe n3obpaxeHune 1 TeKCT Hepasge-
NIMMbI ¥ B3aUMOZOMONHAOT APYF Apyra: CLeHapuii
3aa€T CroXKeT, a 0bpas v CTWU/Ib UANKCTPALIMIA onpe-
LenstoT nepcoHaxen. N3obpaxeHne — BHelLHee

nposseHue cueHapua. CLeHapuii CIy>XnUT OCHOBOW,
Ha KOTOPOW MANKOCTPATOP CTPOUT CBOE NMOBECTBO-
BaHwWe. BaxkHbl HEMPEpPbIBHOCTb 1 CBSA3b MEXAY U30-
H6paxkeHnamN.

Ha ocHoBe TekCTOBOTO CLieHapus CTPOUTCA MO-
cnegoBaTesibHas paboTa No co3jaHnio n3obpaxe-
HuI. Co3aaHmne KHUXKU-KapTUHKK TpebyeT paboTsl
HaZ TEMMOPUTMUNKOW BCEW KHUTU B LiesoM. «/130-
H6paxkeHne caMo No cebe He MOXET cKasaTb HaM,
yTo 370 dnewbak. OrpaHnuMBan Apyr Apyra, C0Ba
N n3obpaxxeHns BMecTe obpeTaroT 3HaUeHue, KO-
TOPbLIM HU OZHO M3 HUX He 0bnaZaeT B OTAE/IbHO-
CTW — COBepLUaoT B3aMMOAOMNOIHEHNE, KOTOPOe
BapT Ha3biBaeT "peTpaHcaaymen» [3, ¢.214-220].
[na faHHOM KHUMM BblN HanMcaH aBTOPCKUIM TEKCT
AN NOSAICHEHWS COAEP KAHMSA UANFOCTPALLUNA.

OcHOBHas Lesib NpoeKTa — NogYepKHYTb Kpa-
COTY CaMUX U3AeNNI N UHCTPYMEHTOB A4 paboTbl
no MeTasy, BaxXKHO nepegatb Aaxe caefbl N3HO-
ca, KOTOpble CTaHOBATCS BOMJIOWEHNEM «KPACOThI
MCMo/Ib30BaHMA». IHCTPYMEHTbI pasMeLleHbl yro-
PAZOYEHHO, KaK BYATO fiexaT Ha cTofe y MacTepa,
roToBble K pabore.

[To cnoBam HogenbmaHa «TekCT 1 MantcTpaLmm
Nydlue Bcero paboTatoT BMecCTe He TorAa, Korga no-
BTOPSHOT APYr APYra, a KOrja Kaxabivi nepefaér pas-
HYI MHPOPMaLMIO. B Takux cyyasix OHM BCTyMnaroT
B MPOHMYECKOe B3aMMOAeNCTBMeE: TEeKCT paccka-
3blBaeT TO, YTO He MOoKa3aHOo Ha PUCYHKe, a pUcCy-
HOK MOKa3bIBaeT TO, O YEM HE TOBOPUTCS B TEKCTE»
[3, c.256]. B moHorpadum XaHb FONM3Hb «/[ln3aiiH
yKpaweHui» nantoctpaumm LisuH JinHa K cepun
«MeTannnyeckre npeameTbl» CayxaT He NPOCTO
BM3yasIbHbIM COMPOBOXAEHNEM TEKCTa, HO CaMo-
CTOATE/IbHbIM C/IOEM MOBECTBOBAHUSA, BCTYNAOLLMM
C HVM B AManor.

Mo3HaBaTenbHas AeTckas KHUXKa-KapTUHKa O
TPaAWLMOHHBIX PEMECNax HauMHaeTCs C BONpoca:
Kak caenaTb TakK, UTobbl pebEHOK He NPOCTO y3-
Ha/ O TOM, KaK AenatoT BeLW, HO U NOYyBCTBOBA
CBA3b C KY/NbTYPOWN, CTOALLEN 32 3TUMM BeLLaMn?
OtBeT TpebyeT BbIpaboTkn 0c060ro BM3yanbHOro
A3blka. Ero npmHLmMnbl — HenpepbIBHOCTb U306pa-
KeHWs, BeAyLero yntatens CkBo3b NPOU3BOA-
CTBEHHbIN NPOLLECC; y3HaBaeMble rpadpuyeckme
aKLLeHTbI, Cy>alle OpueHTUpamMm; JOCTOBEepHas
NPOPMCOBKA MHCTPYMEHTOB N MEXaHWN3MOB; He-
pa3pbiBHas CBA3b C0BA WM PUCYHKA, T4e TeKCT Mo-
ACHAET, HO He NoAMeHsAeT n3obpaxeHue. B Takow
KHWre rnaBHbIM repoem CTaHOBMUTCS Cama BELb —
NPOAYKT peMecia, a MePCOHaXW BbIMOJHSAIT POJib

npoBogHukoB. O6n0XKa paboTaeT Kak BUTPUHA,
AEMOHCTPUpYHOLLAs rOTOBbIV pe3y/ibTaT. DTN Npu-
éMbl GOPMUPYIOT A3bIK, HA KOTOPOM KHUFa roBo-
pUT C YnTaTenem.

Ho a3bik — anwb cpencTBo. TexHonornyeckas
TOYHOCTb caMa Mo cebe He yaep>X1BaeT BHMMaHWe
pebéHka 1 He poxgaeT NoHWMaHus. Noatomy no-
BECTBOBaHWE CTPOUTCA BOKPYr 6413KOM AeTCKOo-
MY OMbITY CUTyaL MM —COBMECTHOW Tpamnesbl, Urpbl,
nomown. PemecneHHas ¢pabyna HaHM3bIBaeTCA Ha
3Ty ObITOBYHO OCHOBY, U Yepe3 COMOCTaB/IeHMe 3Ha-
KOMOTO ¥ He3HaKOMOTrO TPaAULMOHHAs KyabTypa
nepecTaéT 6bITb YeM-TO OTBAeYEHHbIM. OHa oKa-
3bIBa€TCA BNAETEHHOW B MOBCEAHEBHOCTb, NpPes-
CTaéT Kak XunBas peasbHOCTb.

3ambicen KHUTM GOpPMUPYETCA NOA BANAHUEM
HECKO/IbKMX acreKkTOB: CHOXET yAep>XKnBaeT BHU-
MaHue, KyAbTYPHO-UCTOPUYECKMUIN CION HaMoA-
HAET cogep>kaHnem, Muponornyecknin jobaenset
rny6uHbl, rpaduyeckoe peLleHne 3a4aéT Bu3yasb-
HbIM CTPOW, CLeHapHas ANHaMKKa CO34aéT pUTM, a
nccnepgoBatenbckas pabota — usyveHue pemec-
Jla Ha MecTe, 3HaKOMCTBO C MacTepamu, C MHCTPY-
MeHTapreM u cpeson — npuaaéTt BCeEMY 3TOMY
[OCTOBEPHOCTb. be3 3Toro nocnegHero cios KHU-
ra OCTaércs NOBEPXHOCTHOM, KaKOM Bbl MCKYCHOM
HW 6blna eé rpaduka.

Mpw BCeX 0OLWMX NOAXOAaX KaXAblA MPOeKT
obpeTtaeT cobCTBEHHOE NNLLO. XYAOXKHUK ULLET
TOT OT/INYUTENIbHBIN 3HAK — TEXHWUKY, OPHAMEHT,
LiBET, — KOTOpPbIN HaBcerAa CBAXET KHUTY C KOH-
KPETHOW peMECNEHHOM TpaauLmeit. 3To He NPOCTO
CTUINCTUYECKOE peLleHme, a cnocob caenatb 3Ha-
HWe y3HaBaeMbIM ¥ 3aNOMUHAIOLLIMMCS, 3aKpenuTb B
CO3HaHWK ynTaTens obpas MMEHHO 3TOro pemecha.

Bce nepeuncneHHble METOZAbI M MPUHLMMBI Cy-
aT OfHOW KOHeYHOW Lenn. [Mo3HaBaTebHas KHUX-
Ka-KapTMHKa, MOCTPOEHHas Mo 3TUM 3akoHaM u
BoOpaBLLasn B cebs nccnesoBaTenbCkuii, XyAoxe-
CTBEHHbIV 1 NeAarormyecknin onbIT, CTaHOBUTCA
He NpocCTo AeTckmMM m3gaHvem. OHa npeBpaLlaeT-
cs B GOpMy COXpaHeHuWs u nonyaspusaunm Tpa-
AVNLNOHHOW peMecNeHHOM KynbTypbl. Takas KHura
BCErAa — KOJNEKTUBHbBIA NPOEKT, TPebyowmnin yua-
CTVA nucaTens, XyaoxHuka, potorpada, aTHorpada,
KyNbTyposiora, uctopumka. J/inws npu 3ToM ycnosum
KHW>XKa-KapTUHKa nepecTaéT ObITb pa3BeKaTtesb-
HbIM MPOAYKTOM W CTAHOBUTCS NOAJNHHOM GOPMOW
apx1BaLUun HaCcneAna — XMBbIM CBUAETENbCTBOM,
CMOCOBHbIM NepesaTtb TPAAULMIO HOBbIM NOKOJIe-
HUAM 1 TeM cambiM obecrneunTb eé byayliee.
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THE SPECIFICS OF FOLKLORE TRANSFORMATION
IN THE SONGS OF YIN QIN

Summary: The article examines the vocal works of Chi-
nese composer Yin Qin, which absorb deep national tradi-
tions and aesthetic values of Chinese music and represent
a unique phenomenon of contemporary musical culture
in China. The composer's creative path is characterised by
the study of genres of traditional Chinese drama, song and
instrumental folklore, which has enabled him to create
works that harmoniously combine Western academic mu-
sical forms with elements of authentic Chinese culture. Yin
Qin is one of the most prominent contemporary Chinese
composers, known for his large-scale output in the gen-
res of opera, song, symphonic and chamber music. A key
feature of his oeuvre is the creation of works that not only
reflect the historical and cultural realities of China, but
also open new horizons for the development of Chinese
musical theatre. His compositions are imbued with hero-
ism and patriotism. Overall, the composer’s work appears
as a bridge between epochs and cultures. His pieces play
a crucial role in the revival and modernisation of Chinese
musical culture, making it relevant for today’s listener both
within the country and internationally.

The aims of this study are to identify the artistic features of

Chinese musical culture possesses an ancient
and rich tradition that includes unique national
instruments, specific vocal techniques and a dis-
tinctive modal system. Contemporary composers
and performers strive to preserve this cultural her-
itage by integrating traditional elements into new
forms of music and using components that cre-
ate an unmistakable colour. The use of elements
of national musical culture requires a careful ap-
proach when they are transformed within mod-
ern genres. Such elements include the pentatonic
modal system, characteristic of Chinese folklore
and academic music; the sound of traditional in-

Yin Qin’s songs, to assess their impact on the development
of vocal music in China, and to outline the composer’s con-
tribution to the popularisation of traditional Chinese cul-
ture. The research is based on scholarly works devoted to
Yin Qin’s vocal compositions, interviews with the compos-
er, and critical reviews of his output, which together allow
us to draw conclusions about the significance of his con-
tribution to the preservation and development of China’s
national musical traditions. Particular attention is paid to
the history of the creation of his most famous vocal works
such as Stepping into a New Era, Song to the West and
Reed Flower, which have become symbols of national iden-
tity and cultural heritage. It is noted that his songs are dis-
tinguished by rich instrumentation, dramatic density and
subtle nuance. In them, the composer transforms musical
traditions from different regions of his native country. The
article concludes by addressing the problems of interaction
between national traditions and contemporary tendencies
in Yin Qin’s song output.

Keywords: national traditions of China; Yin Qin’s songs,
folk music.

struments — erhu, guqin, pipa, xiao and others —
with their unique timbre and expressivity; vocal
techniques that represent the national features
of various provinces of China; and the symbol-
ism and philosophy of music, often connected
with Confucian and Daoist concepts that under-
pin harmony between human beings and nature.

One of the most illustrative examples of such
synthesis is the work of Yin Qin, a composer whose
vocal output clearly demonstrates reliance on na-
tional traditions. By combining Chinese musical
heritage with forms of contemporary Western mu-
sic, he employs a distinctive combination of modes,
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