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AnHomayus. TepmuH wuHyaspu, npesxicde ecez2o 8 UCKyccmaoged4eckoll Au-
mepamype, nosisasemcsi 8 XVII-XVIII eekax, kozda e Eepone u Poccuu pacnpo-
cmpausiemcsi Moda Ha ece kumatickoe. PeHoOMeH WUHYa3pu 8 UCKYcCmee nposies-
emcs KaK Ucno/1b308aHUe MOMU808 U CIuAUCmMu4eckux npuemos mpaduyuoHHo-
20 Kumatickozo uckyccmea. Ha npomsiceHuu 00412020 8pemeHu cmuaucmuyeckoe
HanpasJ/eHue «WUHyaspu» 80CNPUHUMAEMCSl UCKAIOYUMEAbHO KaK peHOMEH, cy-
wecmayrowuil 8 eaponelickoli u pocculickoll kyabmype. OdHako & koHye XX eeka
dopmupyemcsi heHoMeH Kumatickozo WuHyaspu, Komopbulii oxeamwleaem camble
pasHbvle o61acmu Kysasmypbl. OH pachpocmpaHsiemcsi 8 My3blke, 8 U306pasumeb-
HOM U NPUK/AAJHOM UCKyccmae, 8 apxumeKkmype, 8 KUHO U dadce 8 odedicde. B Ky/b-
mype Kumasi ¢popmupoganue eHomeHa WUHya3pu ces3vl8arom ¢ yCmaHo8Kol
803p0dumb Kadccu4yeckyr mpaduyur. B cmamue o6cysrcdaemcest gpeHoMmeH WuHY-
aspu Ha npumepe Kumatickotl non-my3wiku. Imo Hanpas/ieHue 6bL10 8eCbMa NPO-
mueope4uso cmpe4eHo 8 Kumatickom My3sikogedeHuu. XydosjcecmeeHHasi, acme-
muyeckas u Ky/1bmypHasl YeHHOCMb 3Mo20 Hanpas/eHusi 8 N0N-My3blKe 8bl36a1a
ocmpyio nosiemMuky cpedu KumaticKux My3wvlkosedos. B cmamuve npedcmas./ieHbl
pasHble MOYKU 3peHusl Ha WUHYa3pu 8 non-my3bvike. Kpumuku HanpagieHus «wu-
Hyaspu» 8 Kumatickotl non-my3blke 068UHSAU €20 8 NOCMMO0epHUCMCKUX ycma-
HOBKAX, UCKaxcarwux dyX kumatckoli mpaduyuoHHoll Kya1emypsl. Aemopsl cma-
Mbl He C02/1aCHbI C 068UHEHUSIMU WUHYA3PpU 8 NOCMMOJepHU3Me, OHU omcmausa-
oM u ap2yMeHmupyrom mouyky 3peHusi, 4¥mo WUHyaspu U NOCMMo0epHU3M 51845-
HOMCs pasHbIMU 3CMemu4ecKkumMu HanpasaeHusimu. Obpawasce k mexcoucyunau-
HapHoMy nodxody, asmopsl cmamausu onpedeasiom WUHyaspu KaK Cmuau3ayuro u
o6cyxcdarom pasHble KOMMYHUKAMUBHble PYHKYUU cmuau3ayuu 8 Kyasmype. Bul-
SA8/4510MCS PA3HbLU Xapakmep CMuAu3ayuu 8 cayvae nocmmodepHu3mMa u WuHy-
aspu, a makice pasHvle KOMMyHUKaGmMueHble GYHKYUU cmuau3ayuu 8 cay4ae 3a-
nadHozo U KUmatickozo WuHyaspu.

Kalouesble cno8a: mexcKyabmypHasi KOMMYHUKQYusl, cmuaudayusi, mpaou-
YUOHHAA Kuma’lickas Ky/ssmypa, CoepeMeHHas Kumatickas My3slka
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1. Chinoiserie. Concept problem. In the last two decades, a bright
new trend in Chinese pop music has been making itself known, which in
Chinese musicological literature is denoted by a combination of hiero-
glyphs H[E X.. The translation of this combination in hieroglyphs means
“Chinese wind”, and a search for this combination in bilingual online dic-
tionaries offers the following translation into Russian: “chinoiserie”, “Chi-
neseness” (H[E X zhongguéféng) [1].

As is known, the introduction of a term into scientific use is not com-
pleted by its translation from one language into another. To become a
scientific concept, a term must have a certain and generally understood
content. If we talk about the term “chinoiserie” (from the French “chi-
noiserie”, translated as “Chineseness”) in Russian and European scien-
tific terminology, then the history of this concept was associated with the
penetration of forms of Chinese civilization and the emergence of fashion
in Europe for everything Chinese, which became especially noticeable in
the 17th century, and in the 18th century covered the entire continent
from England to Russia, the center of which, of course, remained France.

The introduction of the term referring to the perception of elements
of other civilizational worlds, in this case Chinese, in the European intel-
lectual space, was quite natural. However, it is unusual to apply this term
to the phenomena of Chinese civilization itself: Chinese “chinoiserie”, Chi-
nese “Chineseness”. Nevertheless, the trend called [ JX (“chinoiserie”)
exists in China and is gaining huge popularity, not only in pop music, but
also in architecture, cinema, clothing and other areas of culture.

There is no doubt about the correctness of the translation of the
concept, because in Chinese scientific terminology the characters H'[E
JX are used both in relation to the new trend in pop music and other
arts and cultural fields, and to the long-known phenomena of chinoiserie
in Europe. An example is the monograph by Liu Haixiang “Chinoiserie
on European Soil” [2], which explores the manifestation of the “Chinese
style” in European painting, architecture, furniture, porcelain of the 17th
— 18th centuries. Liu Haixiang notes that the French term “chinoiserie”
can be translated into Chinese by such terms as XX (han feng), #[E X
(zhongguo feng), 1 [E X #% (zhongguo feng ge), or H[E# (zhongguo re)
[2, p. 4]. It is noteworthy that out of the four possible translations of the
term “chinoiserie” into Chinese, in the title of the book the scientist uses a
combination of hieroglyphs “H [ Jxt: RRUH A HF ‘HHEX " that means,
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“Chinoiserie: ‘Chinese style on European Soil”. That is, the same term is
used for both European chinoiserie and Chinese chinoiserie. The given
example is not an isolated case. It refers to the common usage of the term
in the Chinese intellectual tradition.

In the situation of close scientific contacts that have been developing
intensively in recent decades, it is hardly possible to ignore this termi-
nological situation that has developed in the Chinese intellectual tradi-
tion. However, we must solve the issue of the emerging terminological
disagreement in Russian and Western science when translating the Chi-
nese term “Chinese chinoiserie”, because it will not be possible to remain
silent about this terminological problem and preserve the international
status of science. What solution to this problem seems promising to us?
In our search for a solution to this question, we shall proceed from the
following reasoning:

1) Chinoiserie researchers have repeatedly noted that the image of
China in European perception was changing: from mysterious and roman-
ticized to refined but more realistic forms. This is due in no small part to
the active cultural exchange: contacts with China are becoming more and
more intense. Not only the image of China in European and Russian culture
was changing. Since the end of the 19th century, chinoiserie has been the
subject of research by historians, art historians, and cultural scientists. The
researchers note that chinoiserie is a complex, multifaceted phenomenon,
and the definition of the concept of chinoiserie already in the European
space becomes ambiguous: “On the one hand, it is an extremely fantasy
direction in the history of European art, on the other hand — the result of
a serious fascination with China and its culture” [3, p. 3].

Thus, it can be stated that in its semantic history the term “chinoise-
rie” in the Russian and Western intellectual traditions is gradually losing
its certainty, its original meaning is gradually blurring, it becomes seman-
tically difficult to fix. Even more uncertainty is given to the term by the
situation with the understanding of chinoiserie in the Chinese intellec-
tual tradition. But the acuteness of the problem only contributes to the
search for its solution. In essence, we are faced with the need to define
the content and structure of the concept of “chinoiserie”.

2) As is known, the essence of a concept is revealed not on the ba-
sis of its externally fixed features, which are variable. The conceptual ap-
paratus of science is developed by relying on philosophical knowledge,
which reveals the essence of phenomena based on their origin in culture.

The procedure for defining a concept captures its most general char-
acteristics (concept outline). If we talk about the origin of the chinoise-
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rie phenomenon, it is formed as a result of intercultural communication
and represents a synthesis of the forms of Western and Chinese medieval
civilization (i.e. the use of elements of Chinese medieval culture in Eu-
ropean culture). The procedure of concept definition is followed by the
procedure of division, which means a meaningful differentiation (sub-
stantive structuring) of the concept. In the case of chinoiserie, in inter-
civilizational communication the hermeneutic spectrum of the image of
China can fluctuate in the widest range: from a false (fantasy) stereotype
to the depiction of the real image of China. But the core of the conceptis a
synthesis of elements of Chinese medieval civilization. And only then the
artistic interpretation of these elements (stylization in the aesthetics of
romanticism, rococo, baroque, realism, etc.), the peculiarities of chinoise-
rie in different types of art (in engraving or painting, music or costume,
architecture, interior or garden art), regional peculiarities of chinoiserie
in different European countries, and so on are traced.

Following the sequence in the division procedures, one can go further
in structuring the content of the concept of chinoiserie (up to the manner
of stylization in the works of this or that artist). If we consistently adhere
to such logic of definition and division of the concept, which was recom-
mended by Aristotle, and which R. Descartes spoke about in his doctrine
of method, then we will avoid terminological confusion even if we intro-
duce the term “Chinese chinoiserie”. This will be a regional specification of
the chinoiserie phenomena that takes place in contemporary China.

3) This definition of the essence of the chinoiserie phenomenon as
a synthesis of Western form with elements of Chinese medieval culture
allows us to harmonize the ideas of the Russian and Western intellectual
tradition with the terminology currently established in the Chinese intel-
lectual tradition.

It is well known that since the beginning of the 20th century China
has turned to the assimilation of the forms of Western civilization in all
spheres of life, including all kinds of arts, and the search for a harmoni-
ous synthesis of Western and Chinese tradition initially accompanied the
processes of reception of Western forms. However, since the 1980s, these
processes of reception have been marked by a new important vector: a
turn to traditional culture, which in recent decades has been shaped as
the trend of chinoiserie (sinicization of Western forms by introducing el-
ements of medieval Chinese culture). Consequently, in the Chinese use of
the term “chinoiserie”, logic is clearly present. In both cases (European
and Chinese chinoiserie), elements of medieval Chinese culture are in-
troduced into the form of Western civilization, giving it a “Chinese style”.
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2. Study of the Chinoiserie trend in pop music in Chinese musi-
cology. The rapidly gaining popularity of chinoiserie in Chinese pop mu-
sic has already attracted the attention of many, attracted the attention of
many researchers in the field of musicology, including the leading ones.
However, it should be noted that Chinese researchers are not unanimous
in their assessment of this musical phenomenon: they have not reached a
consensus on both its artistic value and cultural significance.

The chinoiserie trend in Chinese pop music has been analyzed by
musicologists in a variety of aspects: the history of Chinese pop music,
aesthetics, linguistics, semiotics, and sociology of music. Discussions of
cultural aspects are not uncommon. When it comes to a principled as-
sessment of chinoiserie in Chinese pop music, musicologists have diver-
gent positions: pro et contra.

You Jingbo and Li Gang discuss the emergence and development of
chinoiserie in the context of Chinese pop music history, defining it as a
“cultural form” that incorporates the harmonies of folk music and ele-
ments of national instrumental music. Researchers give a positive assess-
ment and recognize the cultural significance of chinoiserie pop music,
noting that it has become an important component of youth culture. And
this makes us take a new look at the importance of pop music in culture
as a whole [4, p. 316-318].

Tu Jinying offers an overview of the development of Chinese pop mu-
sic and gives a positive assessment of chinoiserie. He draws attention to
the uniqueness of Chinese pop music and its difference from the purely
European and American R&B trend. Turning to traditional Chinese music
and cultural images, the representatives of the chinoiserie trend in pop
music — Zhou Jielun, Wang Lihong, David Tao, Lin Junjie — have opened
up a completely new path on the Chinese music scene in the era of flood-
ing “snotty pop” [5, p. 271].

Considering chinoiserie in pop music, Ding Mu believes that as a revo-
lutionary and iconic singer in the pop music market, Zhou Jielun complete-
ly sinicizes the R&B music form. He combines hip-hop and R&B singing
techniques with traditional Chinese music. The researcher gives an unam-
biguously positive assessment of the chinoiserie direction, defining this di-
rection as “the leading type of Chinese pop music”, which “infuses literary
beauty and the beauty of artistic intent into music” [6, p. 207].

Putting forward three models of Chinese pop music development:
“Li Jinhui’s model”, “Northwest Wind model” and “Chinoiserie model”,
Zheng Kai believes that the “Chinoiserie model” organically combines el-
ements of Eastern and Western music. According to him, a large number
of elements of traditional Chinese culture are integrated on the basis of
Western pop music [7, p. 98].
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Researchers Wu Bin and Han Chunyan highly praise Zhou Jielun’s
work, believing that the composer and singer gradually formed a “unique
style of chinoiserie music”. Most of the songs of the “chinoiserie style” of
Zhou Jielun were written in collaboration with Fang Wenshan, whose lyr-
ics have artistic and aesthetic characteristics of Chinese classical poetry,
which corresponds to the requirement of Chinese aesthetics: ‘to pay great
attention to the artistic expression of the state of mind, to give meaning
and elegance to inner feelings” [8, p. 48].

Zhang Jinhua also agrees with the positive evaluations of chinoiserie
in pop music. He believes that based on the general trend of R&B music
style, both Zhou Jielun and Wang Lihong have developed their own chi-
noiserie. At the same time, Zhang Jinhua praises the professional level of
Zhou Jielun and Wang Lihong: “Both of them have headed the trend of the
era with remarkable musical literacy” [9, p. 30].

In terms of the sociology of music and musical communication, the
direction of chinoiserie in pop music is analyzed by Zheng Kai. He draws
attention to its socio-cultural significance and gives this trend a positive
assessment. The researcher is convinced that the main factors influenc-
ing the formation of chinoiserie are the continuous attempts to national-
ize pop music, which is relevant in protecting and supporting national
traditional culture. Taking into account the use of elements of traditional
Chinese music and poetry in pop music, the direction of chinoiserie is
divided into “recessive” and “dominant” [7, p. 109].

Wang Wei also draws attention to the socio-cultural aspects and cul-
tural significance of chinoiserie pop music works. According to the re-
searcher,; “Chinoiserie pop music is favored by teenagers, which will allow
them to get to know traditional Chinese culture in a discreet way, indi-
rectly awaken their national consciousness and sense of national-cultural
identity, and give them high cultural confidence in their country and na-
tion. At the same time, the dissemination of a large number of ‘chinoiserie-
style’ songs will also promote traditional Chinese culture to the world, and
will help the world learn more about Chinese culture” [10, p. 396].

However, there are also a number of other researchers who make
very critical assessments and judgments. For example, Chen Hewei be-
lieves that, while maintaining appreciation for chinoiserie music, one
should not ignore the socio-cultural problems it contains, among which
he notes three: 1) there are cultural misconceptions in chinoiserie itself
and they lead to consequences in society; 2) the Chinoiserie singers’ own
level of culture is disturbing; 3) commercial interests ultimately lead to
the coexistence of high-quality and low-quality chinoiserie music [11,
pp-170-171].
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Researchers who critically assess the chinoiserie trend in pop mu-
sic also cite another set of arguments: 1) in terms of aesthetic character-
istics, chinoiserie pop music works are a modernization of China’s own
aesthetic tradition. They share the aesthetic characteristics of postmo-
dernity. Researchers have expressed concern about how images and tra-
ditional Chinese aesthetics in general are being transformed in chinoise-
rie pop music works; 2) chinoiserie pop music works, they believe, are
a collage of many traditional Chinese images, and there is a tendency in
contemporary culture to deconstruct traditional Chinese culture.

Thus, for example, researcher Tian Jing draws attention to “the chi-
noiserie lyrics paradox by Fang Wenshan”. He notes that chinoiserie is a
complex intersection of classics, modernity and postmodernity. In pop
music there is a deconstruction of classical images, they are interpret-
ed as “deliberate jokes” and are entertaining in nature, while following
the traditional way, i.e. adhering to the classical aesthetic theory, such
interpretations are prohibited. [12, p. 157]. Critical judgments are also
expressed by Cao Hua, paying attention to the transformation of classi-
cal images in chinoiserie pop songs: the tradition is being reworked in a
postmodern spirit [13, p. 94]. Other researchers have expressed similar
opinion in their works: Lian Xi, Ma Jun, Yang Jie, Li Xiaoqing, Xu Liang,
Xiao Ting. A number of works are devoted to the analysis of the lyrics of
the chinoiserie song direction in pop music.

The study by Lu Zhenglan [14] deals with the issue of “chinoiserie”
pop songs in the aspect of gender codes. Huang Hanhua analyzes the se-
miotic aspects of traditional cultural symbols and “chinoiserie” symbols
[15], paying attention to the transformation of cultural codes.

The points of view we have presented indicate that a multidimen-
sional problem field has emerged in Chinese musicological studies by
now, in which a serious polemic is taking place about the direction of
chinoiserie in Chinese pop music. The problems that are being discussed
in Chinese musicology are well-founded, the positions of researchers are
well-reasoned, and the questions raised do not presuppose simple an-
swers.

3. The concept of style and stylization. Turning to the study of chi-
noiserie in Chinese pop music and entering the outlined problem field,
we consider it necessary to clarify our notions of style and stylization.
For in the Russian and Western intellectual space chinoiserie is defined
as stylization, while in Chinese studies chinoiserie is most often defined
as a style. Since in the case of chinoiserie, it is about the synthesis of dif-
ferent natural forms (Western and Chinese), it is right, in our view, to talk
about stylization.
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[t seems to us that the general theory of style, based on the idea of
the integrity of culture, developed in the research of E. N. Ustyugova [16],
is promising regarding this issue in methodological terms. Comprehend-
ing the experience of the study of style in different humanities, the re-
searcher emphasizes that the construction of a general theory of style
should be based not on separate disciplines, but on the notion of culture
as integrity. Thus, E.N. Ustyugova substantiates the interdisciplinary and
philosophical-categorical status of the concept of style. “Style is such
a way of organizing form, which arises and acts only as an expressive,
meaning-bearing form and therefore operates within the boundaries of
the world of human meanings, i.e. in culture” [16, p. 154]. Thus, culture
as an integrity is the meaning-generating sphere of style, and style is the
way of identification of the subject of culture. For human activity, includ-
ing aesthetic, finds meaning in the integrity of culture, in its spiritual ho-
rizon. At the same time, the researcher emphasizes the understanding of
style first of all “as an aesthetic phenomenon of culture’ [16, p. 224].

E. N. Ustyugova notes that in art history and aesthetics of the sec-
ond half of the 20th century, the understanding of style is shifting more
and more into the sphere of the individual, but the researcher, defends
the point of view of the “big” styles (Gothic, Renaissance, Baroque, Clas-
sicism, Romanticism). Without smoothing out the methodological diffi-
culties of the question of style diversity of culture (whether culture is
monostylous or polystylous), the author takes, in our view, a more prom-
ising position — to understand the style, proceeding from the integrity of
culture, which does not allow the very concept of style to be blurred to
the point of uncertainty. Building a general theory of style, the researcher
introduces a dichotomy of concepts — style and stylization — and gives a
fundamental characteristic of the latter. E.N. Ustyugova emphasizes that
stylization is not a belittling concept, but performs different, very impor-
tant functions in culture. The researcher gives a detailed and developed
typology of stylization, noting, in particular, its communicative function
in culture [16, pp. 225-240].

4. Chinoiserie direction as inter-civilizational and intra-cultural
communication in Chinese pop music. We believe, based on the gen-
eral theory of style and taking into account the separation of the concepts
of style and stylization, that chinoiserie in Chinese pop music is not an
independent style, but a stylization that works differently in the space of
Chinese cultural meanings compared to the space of meanings of Euro-
pean and Russian cultures.
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As is well known, in the 20th century, Chinese civilization set itself
the goal of renewing the traditional forms of Chinese culture by assim-
ilating the forms of the West. Accordingly, in the case of chinoiserie in
Chinese pop music, the regulative ideal is the harmonious combination
of Western forms and traditional Chinese culture, a thesis repeatedly ex-
pressed in the works of leading Chinese music theorists, prominent com-
posers and performers since the 1920s. Therefore, recalling the “prohibi-
tion of traditional aesthetics” as an argument against the reinterpreta-
tion of traditional images in pop music is hardly compatible with the goal
of updating the forms of music. It is not enough to point out the presence
of heterogeneous forms (traditional, modern and western) in the judge-
ment about the postmodern character of the work. The question of the
conjugation of heterogeneous forms, as well as the way in which classical
images are interpreted, clearly requires careful analysis.

What path does a particular artist follow in trying to achieve this reg-
ulative ideal? Is a new integrity of the artistic form achieved in a particu-
lar work? Are we dealing with an organic integrity of the artistic image or
with a collage that transforms traditional images? Analysis is required in
each individual case.

As vivid examples of songs, we can cite the songs “Gust of the East
Wind” (Fang Wenshan, Zhou Jielun) and “The New Drunken Concubine”
(text and melody by Hu Li, performer Li Yugang). Both works make rich
use of elements of traditional culture, both in the poetic part (lyrics) and
in the musical part (identifiable melodies, harmonies, instruments, and
reference to the singing techniques of traditional Chinese vocal art).

When creating the lyrics of the song “Gust of the East Wind”, Zhou
Jielun refers to one of the motifs of the qu-po tradition?, the image of the
east wind. In creating the music of the song, he uses Chinese national
harmonies, which were the basis not only for Chinese folk music but also
for court music, as the basis for the arrangement. The instrumentation of
the song combines modern musical instruments with traditional Chinese
instruments such as the lute, erhu and zither. This accounts for the song’s
distinct national flavor. Like the classical tradition of qu-po, the pop song
conveys a sense of inconsolable sadness of parting, of course, taking on
features of modernity.

The lyrics of the song “The New Drunken Concubine” in its own way
represents the plot of the famous Chinese classical poem “The Song of

1 Qu po is a genre of music popular during the Song Dynasty, involving playing musical
instruments, singing, dancing and other forms. The structure of qu po has a certain
standard, but its many forms allow you to coordinate them with the needs of the
performance.
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Eternal Sorrow” about the tragic love story of Emperor Xuanzong and
Yang Guifei, created by Bo Ju-yi, the poet of the Tang Dynasty. This famous
plot was also embodied in the traditional Beijing opera, becoming one of
the representative works of the Beijing opera of the Mei School — “The
Drunken Concubine”. The performer of the pop song “The New Drunken
Concubine” — singer Li Yugang, in his performance style, combines mod-
ern vocal techniques with the traditional ones, crystallized in Beijing Op-
era, including the fan chuan technique’ of the traditional Chinese opera.
The mood of the pop song also conveys romantic sadness.

The texts of both pop songs are based on forms, vocabulary, and sym-
bols of traditional Chinese classical literature, which are related to mod-
ern texts and traditional aesthetics. In terms of musical language, these
songs use the techniques of the traditional Chinese harmony system, and
it significantly transforms the rhythms of R&B, rock and roll, and in some
works of rap. In the aspect of arrangement and instrumentation, we see
the combination of traditional Chinese national musical instruments with
modern instruments. The use of Chinese folk harmonies and traditional
musical instruments in chinoiserie pop music allows to reproduce in its
own way both the embodiment of the “beauty of the golden mean” and
the “linear thinking” inherent in traditional Chinese musical aesthetics.
It is on this traditional basis that the specifics of modern popular music
and the specifics of traditional Chinese music are most often combined to
create a Chinese flavor and evoke in listeners a sense of Chinese national
aesthetics.

Both songs convey not joking and entertaining moods, but deep feel-
ings (sadness, parting, love). One can hardly agree that they have any
signs of postmodernism just on the grounds that traditional images are
interpreted in a modern context. Of course, analyzing the transforma-
tion of classical images in the direction of chinoiserie in pop music is a
problem of detailed research. However, these examples also allow us to
question the fairness of generalizing criticism and a negative assessment
of chinoiserie pop music as such. In any case, in the two works cited as ex-
amples, artistic integrity and aesthetic value of the image were achieved.

The forms of synthesis of heterogeneous elements in chinoiserie pop
music require much more thorough research. However, even preliminary
analysis allows us to assert that the communicative function of styliza-
tion in the formation of artistic form in Chinese chinoiserie works in two
directions: as inter-civilizational communication (synchronic dimension)

! The fang chuan technique used in Chinese opera is performing in someone else's
role, i.e. playing the role of the opposite sex.
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and as intra-cultural communication (diachronic dimension, referring to
its own historical heritage, to the forms of music and poetry of traditional
Chinese culture). These preliminary conclusions regarding the ways of
synthesizing heterogeneous forms are a question that requires further
analysis, both musicological and culturological, which allows us to judge
more thoroughly the mechanisms of transformation and renewal of tra-
dition in the historical dynamics of culture, to better assess how tradi-
tion is activated in culture, how intra-cultural communication works,
in which, no doubt, chinoiserie pop music takes part and activates the
mental-historical memory of culture in its inherent manner.

A viable culture does not repeat tradition in its preserved form; tra-
dition lives in dialog with the past. And the artist creates new art in the
context of modernity and turns to tradition, revealing the connection of
times in modern images. In this sense, the chinoiserie trend in pop music
has the intention not to repeat, but to revitalize the forms of traditional
culture in the context of modernity. The other question is how it turns
out in the case of a particular work: do separate elements of both tra-
ditional culture (poetry and music) and elements of other civilizational
origins merge into a coherent artistic image? Is a beautiful aesthetic phe-
nomenon born, is the desired result achieved — a harmonious fusion of
Western form and Chinese spirit? Does a particular work implement the
regulatory ideal that Chinese cultural figures and art theorists have been
calling for ever since the turn to adopt Western forms in order to renew
Chinese civilization? These issues are within the competence of the mu-
sic critic. And this person must have professional intuition, which makes
it possible to recognize new aesthetically valuable meanings and develop
new aesthetic criteria and norms, which are known to be fluid in the his-
tory of art.

5. Conclusion. The question of introducing into Russian musicology
the range of problems discussed in Chinese musicology in connection
with the chinoiserie trend in pop music involves defining and clarify-
ing the concept of chinoiserie that has developed in Russian and West-
ern intellectual space. If we talk about Western civilization, where the
fashion for Chineseness, chinoiserie, has gone through several waves, it
should be said that they often involved a rather superficial assimilation
of the forms of another civilization: inter-civilizational communication
proceeded as a dragging of elements/forms of other civilizations into the
space of one’s own culture in the form of exoticism and rather superficial
aestheticism. But the fascination with China has had a far deeper impact
on Western civilization than one can imagine. As the prominent Russian
sinologist, historian of Chinese philosophy and culture E. A. Torchinov
noted: “Now it is difficult for us to assess the trace that this fashion [chi-
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noiserie] has left in our culture and even in our everyday life, because its
presence is not limited to ‘Chinese palaces’ and ‘Chinese drawing rooms’
in the palace complexes of the 18th century. Our system of examinations
in schools and universities is the result of conclusions made by educators
from the Jesuits’ descriptions of the Chinese Keju system, and even the
crackers, Firecrackers and other New Year’s pyrotechnics — also traces
of the Jesuit-provoked fashion for China” [17, p. 13]. The phenomenon of
chinoiserie in the cultures of the Western world still hides many interest-
ing topics and questions. But that is another topic.

In a different and more complex way, the communicative function of
stylization is realized in the Chinese phenomenon of chinoiserie. Styliza-
tion as intra-cultural and inter-civilizational communication takes place
in the creation of the artistic form of pop music. The mechanisms of re-
newal of traditions, which are carried out by the development of forms of
alien civilization, affect the deeper layers of culture, and the processes of
form formation in art are more complex. And yet, we are inclined to share
the point of view of those researchers who believe that not postmodern
deconstruction, but activation of one’s own mentality is taking place in
the direction of chinoiserie in pop music, which plays an important role
in mobilizing the passionary energy of Chinese culture.
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