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The Study and Practice of Applying the Serial Technique in China”

At the turn of the 1970s and the 1980s, after the cessation of the Cultural Revolution Chinese composers began
intensive study of the 20th century European musical classics, including the compositions of the Second Viennese
School, as well as the European and American postwar avant-garde, including serialism. The result of this was an
adaptation of serial technique on the Chinese cultural soil, a synthesis of the method with national traditions — modal,
timbral, metro-rhythmic, philosophical and aesthetical.

Mastery of the technique took place in two mutually conditioned directions — the theoretical-methodological,
connected with expounding the chief principles of Schoenberg’s compositional method, and the practical, which
led to the creation of dodecaphonic works by Chinese composers. The first to demonstrate interest in the 20th
century Western classics was Luo Zhongrong. As the result of his translations of musical texts, the theoretical
works of Arnold Schoenberg and Paul Hindemith became well-known, the ideas of the American apologists of
serialism, George Perle and Allen Forte, began to be disseminated. A major researcher of serial technique in China
is musicologist Zheng Yinglie. From the late 1970s he developed original courses devoted to twelve-tone music for
students and aspirants, and in 1989 he published his own tutorial materials as a monograph “Courses of Composition
of Serial Music.”

Special interest for Chinese musicians was aroused by the figure of Arnold Schoenberg. At the present time
analysis of chosen works carried out by Chinese music scholars has firmly entered into tutorial material for students
of higher musical educational institutions in the People’s Republic of China. The greater part of articles about
Schoenberg written in China is devoted to his pedagogical, theoretical and conducting activities. In the domain of
Chinese scholarship all of the crucial works by Schoenberg pertaining to different periods of his work have been
examined. In recent years there have appeared articles elucidating the history of study of the legacy of Schoenberg
in China.
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MN3yyeHne U npakTMKa NpUMeHeHust CepMMHOMU TexHUkHn B Kutae

Ha py6exe 1970-1980-x romoB, mocie OKOHYAHUS KyJIBTypHOU PEBOIIOINH, KUTAaHCKHE KOMITO3UTOPHI HAYaIH
MHTEHCUBHO M3Yy4aTb €BPOINENUCKYIO KJIacCUKy XX CTOJIETHS, B TOM YHCIIE COUYMHEHUS KOMITO3UTOpoB HoBOI BeHCKOM
LIKOJBI, & TAK)KE EBPONEHCKUI M aMEpPUKaHCKUI TOCIIEBOEHHBIN aBaHrap[, BKIto4as cepuanusM. Pesynprarom crana
ajanTanys CepUHHONW TEeXHUKM HAa KUTAHCKOH KYIBTYpHOW IOYBE, CHHTE3 METOIa ¢ COOCTBEHHBIMH TPATUIIHIMHU —
JII0BBIMH, TEMOPOBBIMH, METPOPHTMHUYECKUMH, (PUII0COPCKO-ICTETHICCKIMHU.

OcBoeHNE TEXHUKH MPOXOIIIIO B IBYX B3aUMOOOYCIOBICHHBIX HAIPABICHUSIX — TEOPETUKO-METOIOIOTHIECKOM,
CBSI3aHHBIM C M3JIO)KCHHEM OCHOBHBIX IPHHIMIIOB HMIEHOEPTOBCKOTO KOMITO3MIMOHHOTO METO/A, M MPAaKTHYECKOM,
KOTOPBIA NMPHUBENT K BO3HUKHOBEHMIO J10AEKA(OHHBIX MPOM3BEACHUH KHTAHCKUX KOMIIO3UTOPOB. IIepBBIM IpOSBHI
HHTEpeCc K 3amaaHbiM kiaccukam XX Beka Jlo WxymxyH. braromaps ero mepeBogam B Kutae cranu HM3BECTHBI

* Translated by Dr. Anton Rovner.
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teopernyeckue Tpyabl A. llIéubepra u I1. XunnemnTa, Hayaay pacrpoCTPaHATHCS HEH aMEPUKAHCKUX arloJIoreTOB
cepuanusma — Jlxk. Ilepna u A. @opra. KpynHsim uccnenoBareneM cepuitHol TexHUKH B Kurtae sIBIseTCsl My3bIKOBE]
Urxon Muite. C xonna 1970-x ronoB oH pa3paboTall aBTOPCKUE KypCHI IO ABEHAJIIATUTOHOBOW MY3BIKE JUISl CTYJICHTOB
W aciMpaHToB, a B 1989 roxy onmybnukoBan coOCTBEHHBIE yueOHbIE MaTepHaibl B Buie MoHorpadun «Kype counnenus
CepUIHON My3BbIKI».

OcoObI1ii UHTEpeC sl KUTAHCKUX MYy3BIKaHTOB IpeacTaBuia urypa A. l1Iénbepra. AHamu3 M30paHHBIX OITyCOB
ABCTPHUHCKOTO MacTepa, BBIMOIHEHHBIH KHTAaHCKUMH YYEHBIMH, B HACTOSIIEE BpPEMs INPOYHO BOLIET B ydcOHBIC
Marepuabl JUIs CTYJCHTOB BEICIINX MY3BIKQIBHBIX YU€OHBIX 3aBeeHnii Kuraiickoil HapoqHoit pecnyonuku. bonpmras
yacTh crareii o llIénbepre B Kntae nocesieHa ero neaaroruueckoi, TeOpeTUIECKOM U TUPYKEPCKOI NesITebHOCTH.
B kuTalickoM Hay4HOM IIPOCTPaHCTBE pPAacCMOTPEHBI Bce KioueBble mpomsBeaeHus llIEnOepra, oTHOCsMMECs
K pa3HbIM II€pUOJaM TBOpYECTBA. B mocienHue rofs! NOSBUINUCH CTaThU, B KOTOPBIX OCBEIIAETCS UCTOPUS U3y4EHUS
Hacnenus [11€nbepra B Kurae.

KimroueBbie cnoBa: kuraiickas cepuitHas Texanka, ApHomsa [I€abepr, Wxsn Mune, Jlo YxyHXKyH, KUTaiickoe
MY3BIKOBEJICHHE.

Il yumuposanus: @aunp H0#, Kpom A. E. M3yueHune u npakTuKa IpUMEHEHUs CepUitHON TexHuku B Kurae //
IIpo6aembr My3bikanbHOM Hayku. 2018. Ne 2. C. 66—73. DOI: 10.17674/1997-0854.2018.2.066-073.

a prohibited field in China for many years for  after its emergence, as if post factum.

ideological reasons. This prohibition provided At the turn of the 1970s and the 1980s the
an impediment not only for the dissemination of  Chinese composers began to study intensively
new compositional techniques, but also for the the musical classics of the 20th century — the
performances of new avant-garde works. This could  compositional heritage of Bela Bartok and Igor
be explained by the cultural polity of the state, aswell ~ Stravinsky, as well as the extensive quantity of
as the constant governmental control over composers ~ works of the Second Viennese School — Arnold
and their music put into effect with the creation of  Schoenberg, Anton Webern and Alban Berg, as well
the People’s Republic of China in 1949. The strong  as the European and American postwar avant-garde
influence of the Soviet Union was conducive to the  music, including advanced serialism. At that, one
intensive cultural development in China, however  of the most complex problems arising before the
the reverse side of this effect was the disapprobation ~ Chinese music was the problem of adaptation of a
of contemporary Western European and American  foreign artistic experience into their own musical
music and the creation of an atmosphere in which  culture. In this respect, the composers traversed the
work with relevant compositional techniques was  naturally determined path from imitating Western
not considered acceptable. musical examples to an original brand of realization
The first turn towards the musical avant-garde  of European techniques and styles in their own
by composers in China took place only in the late  musical oeuvres. Similar processes could be
1970s. In 1978 the Chinese Communist Party  observed in many countries which had undergone
proclaimed the polity of “reforms and openness”  periods of totalitarian rule and the iron curtain,
as the result of which Chinese composers received  in particular, the USSR of the time of the “thaw”
the opportunity to “connect” to the world musical  of the 1960s. Thereby, in the 1980s a new cultural
processes. As aresult, the artists of that nation began ~ phenomenon was formed, which for our purposes may
to grasp actively the art of the West and to master  be identified as the Chinese national musical avant-
20th century compositional techniques and use  garde. Inits development “there has been an intensive
them in their own works. Following the horrifying  search going on for compositional techniques which
decade of the “Cultural Revolution” the most topical ~ connect the national and the avant-garde traditions”
task was to catch up with what had been previously  [1, p. 555]. To provide characterization for this
withheld, to try one’s hand in the previously process, Chinese musicologists have frequently

inaccessible styles and techniques of composition.  employed the term “the New Wave” [11].
Due to these historical circumstances the immersion Especially thorough attention of the Chinese
by composers, performers and listeners into 20th  composers was drawn to serial technique — one of

The avant-garde art of the 20th century had been  century avant-garde art took place several decades
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the most complex and rational techniques in the
music of the previous century. The musicians began
their familiarization with it by carrying out analysis
of the works of the classics of the Second Viennese
School, studying European scholarly and tutorial
literature, establishing personal contacts with
Western musicians and pursuing their education
in Europe and USA. As a result, the composers of
the nation adapted the serial technique onto their
Chinese cultural foundation, synthesizing this
method of composition with their own traditions:
the modal, timbral, metro-rhythmic, philosophical
and aesthetical.

The first musician who turned to dodecaphony
in his compositions was Luo Zhongrong (b. 1924).
In 1979 he wrote his song “Picking Lotus Flowers
along the Riverside” which has become widely
known as the first serial composition to be published
in China (1980). The appearance of this miniature
work provoked a boom of study of twelve-tone
music written by Western composers, and gave
the impetus for Chinese composers to make their
own attempts in this direction. Among the most
significant names, mention must be made of Chen
Mingzhi (1925-2009) and Zhu Jianer (1922-2017).

The study of serial technique took place
in two mutually conditioned directions — the
theoretical-methodological, connected with the
exposition of the basic principles of Schoenberg’s
compositional method, and the practical, which led
to the appearance of dodecaphonic compositions by
young Chinese composers.

Directing themselves toward the leading figures
of the 20th century, in particular, Luo Zhongrong,
they began developing serial technique in the
national vein, connecting dodecaphony with the
pentatonic scalar organization characteristic to the
Chinese folk music tradition. Among the famous
musicians the names of Lu Shilin, Wang Jianzhong,
Wang Xilin (b. 1937), Zhou Jinmin, Peng Zhimin
and Yang Hengzhan deserve special mention.

A heightened interest in the study of the Western
classics of the 20th century was demonstrated by
Luo Zhongrong. Notwithstanding the numerous
difficulties, prohibitions and limitations, he was able
to read and translate from English into Chinese an
immense amount of theoretical works. Thereby he
surpassed many of his contemporaries and made an
immense contribution to the development of musical
scholarship in China. Luo translated the book by
American composer and theorist George Perle
“Serial Composition and Atonality,” Schoenberg’s
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work “Harmonielehre” and the work by American
musicologist Allen Forte “The Structure of Atonal
Music.”

As the result of Luo Zhongrong’s work the
works of the founders of the European 20th century
academic traditions and the ideas of the American
apologists of serialism (Perle and Forte) have
become known in China.

Thereby, parallel to the practical mastery
of serial technique the process of its theoretical
comprehension unfolded. Its first researcher in
China became the well-known contemporary
musicologist Zheng Yinglie. From the late 1970s he
developed independently and successfully led in the
Wuhan Conservatory his original courses on twelve-
tone music for undergraduate and graduate students
of institutions for higher education, and in 1989
he published his tutorial materials as a monograph
“Serial Music Composition Course.” The book
contains numerous examples from the works
of Schoenberg, Webern and Berg. In its second
part Zheng Yinglie provides detailed analytical
articles on the compositions of the three masters
of the Second Viennese School. He also provides
musical examples from fragments of pieces by Luo
Zhongrong. In the revised and supplemented edition
of his book from 2007 Zheng Yinglie included his
articles about the music of the national composers
Chen Mingzhi and Zhu Jianer [12]. This monograph
became the first work of its kind published in China.
In a letter dated on October 2, 1986 Luo Zhongrong
personally congratulated the scholar with the
publication of the first Chinese research work on the
serial technique [13].

The study of the history and theory of this
method gradually became an integral part of the
courses on 20th century European music in China.
Thus, already in 1981 Zhong Jilin, a professor
at the Musicology Department at the Central
Conservatory in Beijing, began teaching the seminar
“Contemporary Western Music,” the plan of which
included analyses of several serial compositions.

Special interest for the Chinese musicians was
aroused by the figure of the founder of this method
of composition — Arnold Schoenberg. His musical
legacy drew considerably more attention to itself
than the activities of the other participants of the
Second Viennese School and their contemporaries.
In the 1980s in China Schoenberg’s works began
to be translated and musicians became largely
acquainted with his music. In the early part of
that decade the task was set by the musicians
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to familiarize themselves with the composer’s
musical output and technique of composition,
to implement its teaching in the Conservatory
classes. As a result, at the present time analysis
of selected oeuvres by the Austrian master carried
out by Chinese music theorists became firmly
ingrained in the musical textbooks and tutorial
materials for students of China’s institutions for
higher education. Most of the articles deal with
the Klavierstucke opus 11, 19 and 25. Detailed
analyses of these compositions, illustrated by
musical examples, is provided not only as part of
the musical programs of the Doctoral level, but
also in the process of Masters’ studies.

It must be noted that most of the publications
about Schoenberg in China have been devoted to
his activities as a teacher, theorist and conductor,
while his compositional legacy has not yet been
studied in full up to now. In the domain of Chinese
music scholarship Schoenberg’s chief compositions
from different periods of his musical output have
been examined. The expansion of the perceptions
of the musician and the evolution of his style have
slackened during recent years, but at the same time
the popularization of the music of all the composers
of the Second Viennese School have become more
intense. Most of the elucidating articles of that type
have been written for art lovers, unprofessional
connoisseurs, and attendees of contemporary
music concerts who had the urge to learn more
about European composers, but found scholarly
articles too difficult to comprehend. These articles
discussed the figures of Schoenberg and his pupils,
their destinies, the aspects of genre and style in their
works, questions of evolution, and even the basic
rules of the serial technique.

An important stage became the appearance of
research works devoted to the problem range of the
Second Viennese School in general. Of special value
are the articles in which not only the information
about the composers of the Second Viennese
School is systematized, but also the process of
development of the twelve-tone technique in
Europe and in China is commented. An important
place in Chinese Schoenberg studies is taken by
the research work by Xu Yuan “Schoenberg and
the Twelve-Tone Method of Composition” [10].
This work, published in 1981, presents one of
the first examples of turning to the theoretical
issues of the Austrian composer’s musical legacy.
The article not only demonstrates the sources of
the formation of his musical language, but also
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provides a substantiation of the historical natural
laws of the emergence of new compositional
methods in the 20th century, and brings to light the
general cultural processes and individual styles of
the previous century. For the first time in Chinese
musicology the author traces the process of
periodization of Schoenberg’s musical output. In
addition, Xu Yuan reveals the historical influence
of the ideas of the Second Viennese School, and
consequently writes about the postwar avant-
garde music and total serialism, in which the main
parameters of the series are spread onto the other
parameters of musical expression.

The beginning of the present century witnessed
the appearance of articles devoted to study of
Schoenberg’s musical output in the country. They
include the work of Wang Lijun “Commentaries
to the Process of the Study of Schoenberg’s Music
in China” [9]. The author examines the issue in
two aspects: the comprehension of his musical
heritage by Chinese musicologists at various
historical stages, as well as the perception and
absorption of Schoenberg’s music by the national
composers.

During the last few decades Chinese music
has traversed a colossal path of development
connected with both the study of 20th century
avant-garde compositional techniques and their
full-fledged adaptation in the national cultural
soil. The composers have achieved the productive
artistic synthesis of the European methods of
composition with the Chinese philosophical
systems, folkloristic ritual genres and the particular
features of the five-step modal organization,
timbre and rhythm.

Among the Western compositional techniques
relevant for Chinese music, serial technique has
taken one of the leading positions: both composers
living and working in China (Luo Zhongrong,
Chen Mingzhi, Li Baoshu) and the musicians
who have left the country — Chen Yi (b. 1953),
Chen Yuanmin, Yang Yong — have turned to it
with unrelenting interest. This compositional
system, “non-national” in its nature, subservient
to universal numerical laws, has turned out to be
on demand of composers going along the path of
the search for their national identity in the complex
sound world. The organic interaction between the
theoretical and the practical approaches to the
study of serial technique has brought along high
artistic results, which have been appraised in China
and beyond its borders.
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BaHTap/IHOE MCKYCCTBO XX BEKa JIOJITHE TOMIbI

Haxoamwnoch B Kurae nox 3anperoM no nonu-

TUYCCKUM NPUIMHAM. 3alpeT IPersiTCTBOBAT
HE TOJIBKO PACIPOCTPAHEHUIO HOBBIX TEXHHK KOMIIO-
3WIUH, HO M HICTIONTHEHUIO COBPEMEHHBIX aBaHT'APJHBIX
OITyCOB. DTO MOXXKHO OOBSCHHUTH KyIBTypHOU HOJIUTH-
KO rocytapcTBa, MOCTOSIHHBIM KOHTPOJIEM HaJI KOMIIO-
3UTOPaMH M MX TBOPYECTBOM, YCTAHOBJIEHHBIM C OCHO-
BaHus Kutalickoit HapomaHoi pecrryomuku B 1949 roxy.
CunsHoe BrustHue CoBerckoro Coro3a criocoOCTBOBa-
JI0O MHTCHCHBHOMY KyJIBTypPHOMY DAa3BUTHIO CTpaHBI,
OJIHaKO 0OOPOTHOM CTOPOHOM 3TOTO BO3/IEHCTBHS OBLIO
OCY)KIECHUE COBPEMEHHOIO 3alaJHOEBPONEHCKOro U
aMEPHUKAHCKOTO MY3bIKaJIbBHOTO HCKYCCTBA, CO3/aHHE
arMocdepbl, B KOTOPO HE I0MycKaiack padoTa ¢ aKTy-
QIBHBIMU KOMITO3UTOPCKUMHU TEXHUKaMHU.

IlepBoe oOpammeHHe KHUTalCKUX KOMIIO3UTOPOB
K aBaHrapzy IpoU30ILI0 TOJIBKO B KoHIE 1970-x ro-
noB. B 1978 rony KommyHnucTHueckoii maprueit Obiia
MIPOBO3IVIAIIECHA MOJIUTHKA «PePOPM U OTKPHITOCTHY,
Oraromapsi KOTOpOH KHUTaiCKMe My3bIKaHTHI HONYYH-
JIM BOBMOXKHOCTD IIOJKITFOYUTECSD K MUPOBBIM MY3bI-
KaJlbHBIM IIpolieccaM. B pesynbrare HaluOHaJIbHBIE
aBTOpPBHl HAyalld AKTHBHO IOCTHTraTh 3amajgHOE HC-
KyCCTBO U OCBauBaTh IPUEMBI KoMno3unuu XX Beka
B coOcTBeHHOM TBOpuecTBe. Ilocie crpamHoro aecs-
TUJIETUSL «KYJIBTYPHOM PEBOJIIOLUN» CaMOM aKTyallb-
HOM 3a7a4eli ObLT0 HAaBepCTaTh YIYLIEHHOE, TOMPo0o-
BaTb ce0sl B paHee HEMOCTYNHBIX CTUIISIX U TEXHHUKAX
COYMHEHHUs. B cmly HCTOpUYECKHX OOCTOSATENIBCTB
NOrpy>KEHUE B aBaHTapHOE UCKYCcCcTBO XX Beka IIpo-
H30IIJIO0 CITYCTS JAECATUIIETHA NIOCIIE €r0 BO3HUKHOBE-
HUsL, Kak OBl post factum.

Ha py6exe 1970-1980-x rogoB KuTalicKue KOM-
MO3UTOPHI HAaYaJIl MHTEHCUBHO U3Yy4aTh KIAacCUKy XX
cronerus — Hacneaue bensl baptoka, Mrops CtpaBun-
CKOTO, OOIIUPHEII Kopityc counHeHuit HoBoii BeHCKoM
mKosnbl — ApHonbaa LI&énGepra, AnToHa BebepHa
u Anv6ana bepra, a Takxe eBpONecKuii 1 aMeprKaH-
CKUI OCIIEBOCHHBIH aBaHTap/l, BKJIIOYAs CEPUATTU3M.
IIpu sToM ofHOIl U3 Hambosee CIOXKHBIX MPOOIEM,
BO3HUKIIHX MEpesl KUTaHCKUMU My3bIKaHTaMU, ObliIa
npobnemMa ajanTaldu 4y>KOro omeiTa. B 3ToM oTHO-
HIEHUH KOMIIO3UTOPBI MPOLUIN 3aKOHOMEPHBIH MyTh
OT MOJpakaHUs 3alaJHbIM 00paslaM A0 OpUTHUHAIb-
HOTO IIPETBOPEHUSI E€BPONEUCKUX TEXHUK M CTUIIEH
B COOCTBEHHOM TBOPUECTBE. AHAJIOTMYHbIE IIPOLECCHI
MOXHO HaOMNIOAaTh BO MHOTUX CTPAaHAX, MEPEXKUBIINX
HEepUOA TOTAIUTAPHOIO MPABICHUS U JKEJIE3HOTO 3a-
HaBeca, B yactHocTH, B CCCP mepuona «orrenenn»
1960-x ronos. Takum oOpaszom, B 1980-e roas! hopmu-
pyeTcs HOBOE KyIbTYPHOE SIBICHHUE, KOTOPOE MOXHO
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YCIOBHO O0003HAYUTh KAK HAYUOHANbHBIN KUMAUCKUL
My3bIKanbubll aganzapo. B ero pycne «uaér UHTEH-
CHBHBIH ITOMCK HOBBIX KOMIIO3UIIMOHHBIX TEXHUK, COE-
JIUHSIOMIKMX HAllMOHAJIbHbIE U aBaHTapHbIE 3araHble
Tpagurmy [1, c. 555]. Kuraiickue My3bIKOBEIbI TSt
XapaKTEpUCTUKHU 3TOrO MPOILECcca YacTO HCIOIb3YIOT
tepmuH «HoBast Bomna» [11].

OcobeHHO mpHUCTadbHOE BHUMAHUE KUTAMCKUX
KOMITO3UTOPOB IMPUBJIEKIa CEpUitHasi TEXHUKA — OJHA
U3 CaMbIX CIOKHBIX U PallMOHAJIBHBIX B MY3BIKE MPO-
menuiero crojgetus. C Her0 My3bIKaHThI Ha4ald 3Ha-
KOMMTBCSI TOCPECTBOM aHAJIN3a COUYMHEHUN KIIACCH-
k0B HoBOI BEHCKO IIKOJIBI, H3y4EHUs €BPONEHCKON
Hay4YHOH U y4eOHOW JIUTEpaTyphl, TUYHBIX KOHTAKTOB
C 3amagHbIMM My3blkaHTamMH U yué0bl B EBpomne u
CILA. B pesysabrare HallMOHAJIbHBIE aBTOPBI aJalTH-
POBAJIM CEPUITHYIO TEXHUKY Ha KMTalCKOM KYJIBTYPHOMR
MOYBE, CHUHTE3UPYd 3TOT METOJ KOMIIO3UIUU C COO-
CTBEHHBIMH TPAIULMSAMU: JIQJOBBIMH, TEMOPOBBIMH,
METPOPUTMHYECCKAMH, (PHITOCOPCKO-ICTETHICCKIUMH.

[TepBbIM MY3BIKAHTOM, OOPAaTUBIIUMCS B CBOUX
MpOM3BEICHUIX K Honekadonun, crai Jlo WxymxyH
(p- 1924). B 1979 roxy on Hanucan necHo «CoOupas
LBETHI JIOTOCA BIIOJIb Oepera peKu», MUPOKO U3BECT-
HYIO KaK IIepBOE CEpUIHOE COUYMHEHHE, OITyOIIMKOBaH-
Hoe B Kurae (1980). [losiBineHne 3TOW MHHHMATIOPHI
CHPOBOIIMPOBAIIO OyM M3Y4EHUs JBEHAIIATHTOHOBOM
My3bIKH, HAllMCaHHOW 3amaJHbIMH KOMIIO3UTOpPaMH,
U MOATOJKHYJIO KUTaHCKUX MY3BIKAHTOB K COOCTBEH-
HBIM OIBITAM B 3TOM HampaBlieHHU. B gmcie Hanbo-
Jiee 3HAYUMBIX UMEH Ha30BEM UnsHb Munuwxu (1922—
2009) u YUxy L3stabapa (p. 1922).

N3yueHne cepuiiHON TEXHHUKHU MPOXOJIUIIO B JBYX
B3aMOOOYCIIOBJICHHBIX HaIPaBICHUSIX — TEOPETH-
KO-METOJJOJIOTMYECKOM, CBSI3AHHOM C HM3JI0KEHHEM
OCHOBHBIX IPHHIUIIOB MIEHOEPTOBCKOTO KOMITO3HIIN-
OHHOTO METOJa, U NPAaKTUYECKOM, KOTOPBIH MPUBEN
K BOSHUKHOBCHHIO JOICKA(OHHBIX TPOM3BEICHUH MO-
JIOABIX KUTAHCKUX KOMIIO3UTOPOB. OpHEHTUPYSCh Ha
kopudee XX Beka, B YacTHOCTH, JIo WKyH)KyHa, OHH
HayaJld pa3BUBaTh CEPUHHYIO TEXHUKY B HallHOHAJb-
HOM pycClie, COSTUHS AONeKaQOHHUIO C TIEHTaTOHHOMH
JIaTOBOM OpraHu3aluel, XapakTepHOH 11 KUTalCKON
¢onpkopHOi Tpaaunuu. Cpeau U3BECTHBIX MY3HI-
kantoB — Jly [llununas, Ban [[3sapwkyn, Ban Cunnab
(p.- 1937), Uxoy 13uabmuns, [Iha Yxumuns u Sx
XeHukKaHb.

[ToBBIIEHHBIN WHTEpPEC K HU3YUYEHUIO TBOpYE-
CTBa 3amaJHbIX KiaccukoB XX Beka nposBuia Jlo
WxynxyH. HecMOTpst Ha MHOTHE TPYAHOCTH, 3aIPETHI
U OrpaHUYEHUs], MY YAAJIOCh IIPOYECTh U IEPEBECTH
C aHIVIMICKOTO A3bIKAa HA KUTAUCKUIl OIPOMHOE KOJIH-
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YeCTBO TEOPETHUECKUX paboT. B aTom oH mpeB3omén
MHOTHX CBOHX COBPEMEHHHUKOB U BHEC OTPOMHBIH
BKJIaJl B pa3BUTHE My3blKaiubHOU Hayku B Kurae. Jlo
HepeBEN KHUTY aMEPUKaHCKOTO KOMITO3UTOPA U TeOo-
petuka xopmxa [lepna «CepuiiHas KOMIO3UIUS U
aTOHAIILHOCTBY, Kiaccuueckuit Tpya [1Iénbepra « Teo-
pHsL TapMOHHIY, Pa0OTy aMEPUKAHCKOTO MY3BIKOBEIa
Annena ®opra «CTpyKTypa aTOHAJIbHONU MY3bIKI.
bnaromaps aktuBHOH pabote Jlo WxyHxyHa
B Kurae ctamm u3BECTHBI TPyl OCHOBOIIOIOKHHUKOB
€BpOIeHCcKOoN akajgeMuueckor Tpaauuuu XX Beka
(ILIénbepr), HAYAMHM PACHPOCTPAHATHCA UACH AMEpPU-
KaHCKuX anosnoretoB cepuanusma (Ilepn u ®opr).

Takum 00pa3oM, mapauiedbHO ¢ HMPAKTHYECCKUM
OCBOEHHUEM CEPUIHON TEXHUKHU pa3BoOpayrBalIiCs Mpo-
necc e€ TeopeTudeckoro ocMeiciaeHus. [lepsbim e€ uc-
cienoBareneM B Kurae cras u3BeCTHBIN COBpEMEHHBIN
My3bikoBe] YxoH HUuine. C xonna 1970-x ronos oH ca-
MOCTOSITEJIbHO pa3paboTan ¥ yCHemHo BEN B YXaHb-
CKOIl KOHCEpBaTOpUH ABTOPCKHE KYypChI IO JBEHA]-
ITAaTUTOHOBOIM MYy3BIKE AJISI CTYACHTOB M aCIUPAHTOB
BBICIINX y4eOHBIX 3aBeficHUl, a B 1989 rony omy6inu-
KOBaJI CBOHM yueOHBIE MaTepUabl B BHJIC MOHOTpadUH
«Kypc counnenus cepuitHoil My3biku». Kuura conep-
KUT MHOTOUYHUCIICHHBIE npuMepsl u3 Lllénbepra, Be-
6epna u bepra. Bo Bropoii e€ uactu Yxosn Uune npen-
Jaraet NoApPOOHbIE aHATTUTUYECKUE OYEPKH O MYy3BIKE
Tpé€x koMno3uTopoB HoBoil BeHckol mikosbl. Takxke
OH NpHUBOIUT (parMeHThl U3 mbec Jlo WxyHXKyHa.
B nepepaboransoe u fononHeHHoe u3aanue 2007 roga
WxsH VHIIE BKIIOYMN CTaThU O MY3bIKE HAIlMOHANb-
HBIX KoMno3uTopoB Usnp Munwku u Uxy L3sHBIpa
[12]. OTa MmoHorpadus crana mepBbIM TPYJAOM TaKOTO
pona, onyoiaukoBaHHBIM B Kurtae. B muceme, natupo-
BaHHOM 2 OkTs0pst 1986 roxa, Jlo WxyHXyH JUYHO
HO3/paBUJI YIEHOTO C ITyOIMKaluel mepBoro KUTaii-
CKOT'O HCCJIeJOBaHUS 10 cepuiiHoi TexHuke [13].

W3yueHne uCTOpuu ¥ TEOPUH METOAA IOCTEIICHHO
CTaHOBUTCSI YAaCThIO KYypCOB IIO €BPOIEHCKON My3bI-
ke XX Beka B Kurae. Tak, yxe B 1981 rogy YxxoHr
I3unuub, mpodeccop (GaxyabTeTa My3bIKOBEICHUS
B LlenTpanbsHoii koHCepBatopuu [leknHa, Hayan BECTH
cemunap «CoBpeMeHHas 3amajHas My3blKay», B IJIaH
KOTOPOTO ObUI BKIIFOUEH aHANIN3 HEKOTOPBIX CEPHUIHBIX
COYMHEHUI.

OcoOblit uHTEpEeC Il KUTAMCKUX MY3BIKAHTOB
npeAcTaBisuia (PUrypa OCHOBOIIOJIOAKHUKA TOTO Me-
Tofa kommosuiuu — Apnonbpaa I11€nGepra. Ero nHa-
cleqre MpUBIEKIO K cebe 3HAYMTENIbHO Olnbliee
BHUMaHHE, HEXENU ACATENbHOCTh JPYIHX Y4YacTHU-
k0B HoBOH BEHCKOM IIKOJIBI U MX COBPEMEHHUKOB.
B 1980-¢ rogst B Kurae Ha4MHAIOT MEPEBOUTH TPY-
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el [1IénOepra w mpuoOHIaThCS K €ro TBOPYECTRY.
B Hawane gecaruierus cTossia 3ajada OCBOUTH KOP-
MyC MPOU3BEJICHUNA MY3bIKAHTa, TEXHUKY COUYMHEHHS,
BHEIPUTH €€ M3YUCHHE B KOHCEPBATOPCKHUX KIIAccax.
B pesynwsrare B Hacrosiee BpeMs aHaiu3 uU30paH-
HBIX OMYCOB aBCTPUHCKOTO MacTepa, BBIMOJTHEHHBIN
KUTaHCKUMU YYEHBIMH, IPOYHO BOLIEN B YUEOHUKH U
y4ueOHbIE MaTepHaibl sl CTYJCHTOB BBICIITUX MY3bI-
KaJIbHBIX Y4eOHbIX 3aBefieHui Kurtas. bombmmHCTBO
crareii kacaercs GpoprenuanHeix mbec op.11, 19 u 25.
[TonpoOHEI pa30op 3THX KOMIO3WIUH, MTPOUILIIO-
CTPUPOBAHHBINA MY3bIKAJTHHBIMU MTPUMEPAMH, TIPEIIIa-
raeTcs He TOJIBKO B paMKaX aClUPaHTCKUX MPOrPaMm,
HO ¥ B MpoIiecce 00yUYeHHs B MarucTparype.

OTrMeTuM, 4TO OONbBIIAsS YaCTh MyOJHUKAIIHH
o I[Iénbepre B Kurae mocesmieHa ero mnegaroruye-
CKOM, TEOPETUYECKON U TUPMKEPCKON EATEIbHOCTH,
B TO BpeMs KaK KOMIIO3UTOPCKOE Hacleaue 0 CUX
MOp OCBOCHO JAJIeKO HE MOJHOCThIO. B kuTalickom
HAy4YHOM THIPOCTPAHCTBE PACCMOTPEHBI KIIOUYEBBIE
npousBenenus 1lIénOepra, oTHOCAIMMECS K Pa3HBIM
repuosaM TBOpYECTBA. PacmmpeHune mpeacTaBieHd
0 My3bIKaHTe, 00 SBOJIIOINY €TI0 CTUIISI B HAYYHOU cpe-
Jie B MOCJEAHUE roabl 3aMeIIMIIOCH, HO BMECTE C TEM
aKTUBH3UPOBAJIACh IMOMYISIpU3AMs MY3bIKA KOMIIO-
3uTopoB HOBOI1 BEeHCKOU IIKOJBI. BONBIIMHCTBO Mpo-
CBETUTENILCKUX CTaTel TaKOro poAa HAIUCAHBI IS
MOOUTENeH UCKYCCTBA, HEMPO(hECCHOHATIOB-MEJIOMa-
HOB, TTOCETUTENIEH KOHIIEPTOB COBPEMEHHOW MY3BIKH,
KOTOpBIE XOTeNH OBl y3HATh O €BPONEHCKUX aBTOPAX,
HO Hay4HbIC IMyOJIUKAIIUH JIUTsl HUX CIHMIIKOM CJIOXHBI.
B atux craresax oOcyxaarorcs ¢urypsl 111EnGepra
W €ero Yy4YEeHUKOB, HMX Cyap0a, >KaHPOBO-CTHJICBBIC
aCTEeKThl X TBOPYECTBA, BOIIPOCHI SBOIOINH U JTAXKE
OCHOBHBIC TTPaBHJIA CEPUIHON TEXHUKH.

BaxHBIM 3TamoM cTano MHOSBICHHE HCCIIEI0Ba-
HUH, TOCBANIEHHBIX MpoOnaemaruke HoBo# BeHCKOM
mKoJIbl B meioM. OcoOyro IEHHOCTh MPEACTABISIOT
CTaTh¥, B KOTOPBIX HE TOJBKO CHCTEMaTH3WPOBaHA
nH(pOpMaIHS 0 KOMIIO3HUTOpaxX-HOBOBEHIIAX, HO TakK-
)K€ MPOKOMMEHTHPOBAH MPOIIECC PAa3BUTHUS JIBEHA]I-
naTuToHOBOM TexHUKH B EBpone u B Kurae. BaxHoe
MECTO B KUTAMCKOW MIEHOepruane 3aHUMaeT UCCIIe0-
Banue Croii Oans «I1I€n0epr U ABEHAAIIATUTOHOBBIH
MeToa kommosuiuuy [ 10]. Dta myonukamus 1981 roga
SIBISIETCSI OJJHUM W3 TIEPBBIX MPHUMEPOB OOpaIieHus
K TEOPETHUYECKUM TpolIieMaM TBOpYECTBA aBCTPUM-
CKOTO KOMITO3UTOPA. B cTarhe HE TONBKO Mpe/cTaBie-
HbI UCTOKH ()OPMHPOBAHUS €TI0 MY3BIKATBHOTO S3bIKA,
HO W JIJaHO O00OCHOBAaHHE HCTOPHUYECKHX 3aKOHOMEp-
HOCTEH BO3HMKHOBEHHS HOBBIX METOJIOB KOMITO3HMITUU
B XX Beke, BBISABIICHBI O0IIME KYIBTYPHBIC MPOLIECCHI
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U MHIUBUAyaJIbHBIE CTHIM B HCKYCCTBE IIPOIUIOTO
CTOJIETUS. ABTOP BIIEPBBIE B KUTAHICKOM MY3BIKOBE/E-
HUU IPOCIIEKUBAET MIPOLECC NEPUOAU3ALUU TBOpUE-
ctBa llIénbepra. Kpome toro, Croit FOaHb packpbiBaeT
HUCTOPUUYECKOE BIIMSHUE UJEM HOBOBEHIIEB, IIOITOMY
IUILET O €BPOIEHCKOM IOCIEBOCHHOM aBaHrapie U
TOTaJbHOM CEpHAIU3ME, B KOTOPOM OCHOBHBIE Iapa-
METPBI CEpUU PACIPOCTPAHSAIOTCS HA JPYTUE CPEACTBa
My3bIKaJbHOH BBIPA3UTEIbHOCTH.

B Hauase HbIHEIIHETO CTOIETHS HaYajIl MOSBILATHCS
cratbi 00 M3ydeHnu TBopuectBa llI€HGepra B cTpane.
K muM nprnagexuT pabdora Ban Jlumzionst «Kommen-
Tapuy K IIpolieccy uccrieqoBaHus My3blku 1lIénGepra
B Kurae» [9]. ABrop paccmarpuBaet nmpoodieMy B JBYX
acIeKTax: MOCTM)KEHUE €r0 TBOPUYECKOIO HACIIEIUs KU-
TaliCKUMHM My3bIKOBElaMH Ha Pa3HbIX HCTOPUYECKUX
JTanax, a Takke BOCIPHUATHE M OCBOCHHE HIEHOEProB-
CKOM My3bIKY HALIMOHAJIBHBIMY KOMIIO3UTOPAMHU.

3a nocnegHUE AESCATUIETUS KUTACKOE MY3bIKaJlb-
HO€ MCKYCCTBO IIPOLIIO KOJIOCCAIbHBIN ITyTh pa3BUTHUA,
CBSI3aHHBIM KaK C W3Y4EHUEM aBaHrapAHBIX TEXHUK
nucbMa XX BeKa, TaK M ¢ MX ITOJHOICHHOM ajjanTaluei
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